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Temip6ek XXypreHoB aTbiHAaFb! Central Asian Journal of Art Studies (CAJAS) - «BHep

Kasak ynTTblk eHep akageMuscol XSHE rYMaHUTapblK fblsibiIMOap» (COHbIH iIJJiH,EI,e
TeaTp, My3bika, Xxopeorpadus, KuHo, beliHeney xaHe
KonpaHbanbl eHep, caynet xaHe T. 6.) 6aFbiTbl 6OMbIHLLIA
LlYHUe Xy3iHaeri aBTOpAbIK 3epTTeynepaiH, HaTuxenepiH
XapUANaNTbIH peLLeH3UANaHATbIH FbITbIMU XKYPHaA.
BacbINbIMHbIH, MakcaTbl — FbIbIMU MAESNAPMEH anMacy

Kazaxckas HauMoHanbHas akagemms vLLIiH anaH, YCblHY, COHAan-ak, OHEepPTaHy CanacblHAAFbI
MCKyCCTB UMeHu Temup6eka XKypreHosa HipneckeH xanbikapanblk FblbiMu Xobanapabl LAMbITY

6onbin Tabbinaapl. XXapusnaHbiMaapab! ipikteyaeri
6acbIM akTopnap: XaHa ilepekTaHy xaHe aaebm
[lepekkesaepre XyriHy, akafeMu3M XKoHe FblbIMU
06bEeKTMBTINIK, TAPUXHAMaNbIK TONbIKTLIK, MeH nikipTanac,
KYPAeni ryMaHuTapblk Macenenepi 3aMmaHaym aHbiKTay,
MafeHuW apTedakTinep MeH KepKeM HblCaHAAPAbIH,
aHa biperet Tycinaipmenepi. CAJAS-Ta fbinbiMu
MakananapaaH 6acka, Wwonynap, TapuxHamanbik,
wonynap, AepekTaHy Matepuanaapsbl, 'yMaHUTapAbIK,
FbINIbIM TaKbIPbINTapbIHAAFLI MiKipTanacTap yCbiHbLTybI
MYMKIiH XX3He FblNbIMK Ananortap kyntanaabl.CAJAS
(29.03.2021 N2 303 6yipbIfbl) FbINbIMU KbI3METTIH, HETi3ri
HaTMXKenepiH xapuanay ywid KasakcraH Pecnybnukacsi
FblnbIM XaHe ofapbl 6iNiM MUHUCTPAITiHIH FbITbIM XaHe
)OFapbl 6iniM canacblHAAFbl CanaHbl KAMTAMachl3 eTy
komuTeTi (FOKBCCKEK) yebiHFaH 6acbiibiMaap Tisbecine
eHrisinai («OHeptaHy» 6enimi). CoHbiMeH kaTtap, CAJAS
KOB (KasakcraHabik aanekces 6asacsl), ¥MFTCO (¥nTTbIK,
MeMNeKeTTiK FbIIbIMU-TEXHMKANbIK CapanTaMa OpTasbiFbl),
EBSCO Essentials, KubepJleHnHkana vHaekcrenea,.
CAJAS pepakumscbliHa xibepinreH 6apnblk Makananap
nnarvat TekcepyiHeH eTeai xaHe 3epTTey npoduniHaeri
MaMaHAapAbIH eKi XKaKTbl OH COKbIp CapanTaMacbiHaH
KeniH xapusnaHaabl. ABTOPbIK FblibIMKU 3epTTeYNEp,
wonynap MeH cyxbattap CAJAS-Ta TeriH xapusnaHagbl.
XypHan peueHsuanay, pegakuusanay, Tysety, 6ettey
X3He 6acka Aa peaakUMsnbIK XKYMbICTap 60MbIHLA
LbIFbIHAAPAbI 63 MOMHbIHA anaabl.CAJAS makana
aBTOpnapbiHa akbl TenemenaiXXypHanabiH, XapusanaHbimM
3TMKachbl xxeHingeri komuteTTiH (COPE) Onen kopekciHe
CaMKeC Keneni XaHe XXypHaNMeH XYMbIC XKacanTblH
aBTOpNapAblH HEMECE peLeH3EeHTTEPIH 3aHCbI3 ic-
9peKeTTep Typanbl KYAiKTi XaFoannapabl wewly yui
COPE cxemanapblHa cyieHea;.
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Central Asian Journal of Art Studies (CAJAS) -
HaY4YHbI peLeH3MpyeMbli XXypHan, NybankyLwmi
pesynbTaThl aBTOPCKMUX MCCNEeN0BaHMIA CO BCEro
MWpa No HanpasieHuto «MCKyCCTBO U ryMaHUTapHble
HayKku» (B TOM 4uC/e No BONPOCaM TeaTpa, My3bIKK,

xopeorpaduu, KMHO, M306pa3UTENbHOrO U NPUKNALHOIO
UCKYCCTBA, apXUTEKTYpbl U T. A.). Llenbto uspanus ssnsetcs
npeAocTaBneHWe NIOWAAKM Ang 06MeHa HayYHbIMU
MAEesSMH, a TaKXKe Pa3BUTHE COBMECTHbIX MEXAYHAPOAHbIX
Hay4HbIX NPOEKTOB B 06/1aCTU UCKYCCTBOBELEHMS.
MpuopuTeTHbie GakTopbl Npu 0T6Ope NybanKaumii:
obpalleHne K HOBbIM UCTOYHMKAM, aKaAEMU3M U Hay4Has
06bEKTUBHOCTb, UCTOPUOTpaduYeckas NosHOTa U
LUCKYCCMOHHOCTb, COBPEMEHHOE M3MEpEHME CNOXKHbBIX
ryMaHWUTapHbIX Npob/ieM, HOBblE OPUTMHANbHbIE
TPAKTOBKM KY/IbTYPHbIX apTe(daKTOB U XyA0KECTBEHHbIX
06bekToB. B CAJAS KpoMe HayuHbIX cTaTei MoryT 6biTb
npeAcTaBAeHbl peLleH3nn, nctopuorpaduyeckme 063opbl,
UCTOYHUKOBEAYECKME MaTEPUaAsbl, AUCKYCCUM HA TEMBI
ryMaHWUTapHOWM HayKu, MPUBETCTBYIOTCS HAY4YHblE AMANOTK.
CAJAS BkntoueH B NepeyeHb M3aaHMIA, peKOMeHAYEMbIX
KomuTeToM no obecneyeHuio Kayectsa B chepe Hayku 1
Bbiclero obpaszosaHms (KOKCHBO) MuHuctepcta Hayku
1 Bbiclwero o6pasoBaHus Pecnybnunkun KasaxcraH (npukas
Ne 303 ot 29.03.2021) ana ny6anKaLmm OCHOBHbIX
pe3ynbTaToB HAYYHOW AesTeNnbHOCTH (pasaen
«MckyccTBoBeseHue»). Mommumo 3toro, CAJAS
nHpekcupyetcs B KbLL (KasaxcraHckoi 6aze
untnposanus), HUMHTI (HaunoHanbHOM LeHTpe
roCynapCTBEHHOW HAYYHO-TEXHUYECKOW IKCNepPTU3bl),
EBSCO Essentials, Knbep/leHnHke. Bce ctatbu,
noctynatowme B pepakumto CAJAS, npoxonsaT npouesnypy
NpOBEPKM Ha Nnarvat u Ny6anKyTCs nocne
MONOXMUTENBHOrO ABOMHOrO CIENOro peLeH3MpoBaHMs
cneumanucTaMmm no Npodunam uccnefoBaHui. ABTopckue
Hay4Hble uccnefoBaHus, 063opbl u MHTepBbio B CAJAS
ny6nukytoTcs 6ecnnatHo. XXypHan 6epeT Ha cebs pacxogbl
no peLeH3npoBaHUIO, peAaKTUPOBAHUIO, KOPPEKTYpe,
BEpCTKE U APYrMM peaakuMoHHbIM paboTam. CAJAS He
BbIM/IAYMBAET rOHOPapbl aBTopam ctatei. )KypHan cnepyet
Konekcy nosepeHuns Komuteta no atvke nybavkauui
COPE) 1 cneout 3a 6nok-cxemamu COPE ons paspelueHus
C/ly4yaeB NoL03peBaEeMOro HermpaBoOMepHOro NoBeaeHNs
CO CTOPOHbI aBTOPOB UM PELLEH3EHTOB U UHbIX WL,
paboTaloLWwmX € XypHanom.
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Central Asian Journal of Art Studies (CAJAS) is a
scientific peer-reviewed journal that publishes the
results of author research from around the world in

the field of Arts and Humanities (including theater,
music, choreography, cinema, fine and applied arts,
architecture, etc.).Priority factors in the selection of
publications: appeal to new sources, academicism and
scientific objectivity, historiographical completeness
and debatability, the modern dimension of complex
humanitarian issues, new original interpretations of
cultural artifacts and art objects. In addition to scientific
articles, CAJAS can include reviews, historiographical
reviews, source materials, discussions on the topics of
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O3epoOaiiKaH AacTaHbl YIUTYFbIPJBIKTbIH KaiHap KO3i peTiHje: Mo33usi, My3blKa
JKaHe Ou

Laxmypaposa Hursap, CautoBa l'ynbHapa

Jlu3aitHapik 6ifiM Gepyieri TYpaKTbl COH TYXKbIPbIMAAMaapbl:

[IpoGaemanap MeH MyMKiHLIiTiKTEp

Mbpaesa Airyn

PaxbiMkaH Orap6aeBTbiH, «Bac» npamacbiHaaFbl 3aMaH OelHeci XKJHe YITThIK,
KYHIBUIbIKTap

Kapbipanuesa Ait3aT, XakcbinbikoBa Mepyept

COHHiH TYpaKTbl JaMybIHAAFbl NOCTKOJOHUAJU3MHIH, pedi

XaHenb MycaxaHoBa

lewranbt au3aitn ncuxonorusicbl xkone UX/UI qu3aiinbl Typasbl TycCiHiKTe pi
KaJbINTaCTbIPY

Kum EBrenus, XXaHepke MMaH6aeBa

MeTtamoiepHHiH Ka3aKcTaH Momn-My3blKacbIHAAFbl KOpPiHici

MepyeTt MyxcubiHOBa

Teseren Myxame)kaHOBTbIH TAPUXU-MIJIEHH KOHTEKCTETi 3CTPaaibiK dHAEPiHiH
My3bIKaJbIK Tii

byntbaesa Aii3ana, CeiiceHbekos Kepkem

Kasak kuHocbiHaarbl « KaHa TOJIKbIHHbIH» MOHTaX/IbIK epeKIleaiKTepi
Paiibimbek 9mkaHoB, Auga Mawyposa



M A 3 M ¥ H bl Tom 9. 2-wbiFapbinbiM. Maycbim 2024

OPTAJbIK A3US AMMAFBIHbIH, WbIFAPMALLBIJIbIK KEHICTITI

256

275

289

308

316

JIbIObICTBIK IM3aiH/a XKACaH/Ibl UHTEJEKTTi KOJJaHy: YpAiCTep/li aBTOMATTaHbIPY
2K9He JbIObIC canachiH XKaKcapTy

Mypat Canxap, MypcanumoBa l'ynbHapa

XXI racbip KHHOCBI: OaFbITTapbl MeH Jamy (haKTopJapbi
AsaH Haiizabekos, LLlapmna Ypa3baesa

‘ ART PEDAGOGY

Binim 6epyneri xkacaHapl MHTENIEKT: OHep 6ifiM 6armapaamMasiapbl O0MbIHIIA
CTYIAEHTTEP/i OKbITY/IbIH LbIFAPMALIbLIbIK MPOLECIHE 0Ny

XaHryxxuHosa Mepyept

‘ REVIEW

Onep, 3TKa XKaHe 6u3Hec. OHOaFaH XKblaaap 60ibl KOpJaap MeH 1amy yilbIMAapbiHa
KoHe OM3HecKe, 6aHKTepre xoHe BYY areHTTikTepiHe 3THKA Maceselepi KOHiHIe
KeHec 6epyMeH aiiHaJbICKaH aKaJeMHK, VIl KOHTHHEHTTeri )KahaHbIK 3THKa
npodeccopsl, cypetini Kpucrod Lltykenno6eprepmen cyxbar

Anecs HOpT

Kocbimiua



C 0 D, E P )K A H M E Tom 9. Beinyck 2. NoHb 2024

KPEATUBHOE MPOCTPAHCTBO LLEHTPAJIbHO-A3UATCKOIO PETUOHA

13

\ 4

16

36

53
74
95

119

134
156

175

195

212

227

244

BerynurenbHoe cioBo
Canrynb Kapxaybaesa

PHILOSOPHY OF ARTS

K Bonpocy o HeKoTOpbIX TeOpeTHYeCKHUX acneKTax MMPOBOH U Ka3aXxCTaHCKOW
KUHOMY3bIKHU: XKaHPOBble U (DYHKIHMOHAIbHbIE 0COGEHHOCTH

HOHyc dmpe Momtow, O3nem benkmc

dusocodckoe 3HaUEHHE HALMOHAJbHBIX IOCTAHOBOK B perepryape TeaTpa
«Acrana 6aJjer»

KycanoBa Auuna, bakiposa Caman

ARTS & HUMANITIES

CemaHTHYECKHE 0COOEHHOCTH CaKPaJbHOTO MHUPa MY3bIKH B PUTYaJbHBIX 00psaaax
ApmaH Xyaebaes, lN'ynbcm Apkabaesa

®eHomeH LHUKJIUYHOCTH U €ro nposiBJiecHus1 B My3bIKe
Xanepke LLairososa

Mudonornueckue 06pasbl B BbILIMBKE TIOPKCKHX HAPO/10B

[wuHapa TokMyp3ueBa, l'ynbHap AbpaxmaH

AzepOaipkaHcKui 1actad B (hopmMax 0ajseTHbIX MOCTAaHOBOK TPUEJMHCTBA: 033U,
MYy3blKa, TaHeL|

Hurap LWaxmypanoBsa, lN'ynbHapa CantoBa

KoHuenuuu yctoiunBoii Mo/ibl B IM3aiiH 00pa30BaHMK: MPOOJIeMbl U MEPCIEKTUBDI
MNbpaesa Alirynb

HaupmoHnanbHble LieHHOCTH M 00pa3 anoxu B aipame «bac» Paxbimkana OtapOaeBa
Kappblpanuesa Ait3aT, XakcbiibikoBa MepyepT

PoJsb nocTkosoHManM3mMa B yCTOWYMBOM Pa3BUTHH MOJIbI
XaHenb MycaxaHoBa

[Mcuxonorus rewranbr-ausaiina u popmuposanue socnpusatus UX/UI nusaiina
Kum Esrenus, XXaHepke MmaHb6aeBa

HPOHBJIeHl/le MeTtamMoaepHa B Ka3axcTaHCKOM norn-mMy3blKe
MepyeT MyxcublHOBa

My3biKanbHbId 13bIK 3cTpagHbiX neceH Toserena MyxamemkaHoBa
B UCTOPUKO-KYJIbTYPHOM KOHTEKCTE

Byntbaesa Aii3ana, Kopkem Ceiicenbekos

Oco0eHHOCTH MOHTaXKa B KHHO « Ka3axckoil HOBOH BOJIHBI»
PaiibiMbek AnbxaHos, Auaa Mawyposa



C 0 ﬂ. E P )K A H M E Tom 9. Buinyck 2. NoHb 2024

KPEATUBHOE NMPOCTPAHCTBO LLEHTPAJIbHO-A3UATCKOIO PETMOHA

256

275

289

308

318

Ucnoab3oBaHue UCKYCCTBEHHOI'O UHTEJNJIEKTA B 3BYKOBOM u,naaﬁﬂe: aBTOMaTU3auus
NMpoLeccoB M yJyyllieHUEe KayecTBa 3ByKa.

Mypat Canxap, MypcanumoBa lN'ynbHapa

Kuno XXI Beka: HanpaB/ieHus U hakTopbl pa3BUTHSI

AgH Haii3abekos, LLlapuna Ypa3baesa

‘ ART PEDAGOGY

UckyccTBeHHbII MHTEIEKT B 00pa3oBaHuuU: 0630p KpeaTUBHOIO npouecca
00y4yeHHs CTYIeHTOB Mo 06pa3oBaTe/bHbIM NPOrpaMMaM UCKYCCTBA

XaHryxuHosa Mepyept

‘ REVIEW

UckycerBo, aTuka u 6usnec. Unrepsoio ¢ Kpucrodom Ltykenboeprepom,
aKaJeMHUKOM, npodeccopom rio6aibHOM ITUKH Ha TPEX KOHTUHEHTaX, HA
NPOTSKEHUH AECATUNETHI BO3TJIABJASBILUM (DOH/IbI, OPraHU3allMKu Mo Pa3BUTHIO U
KOHCYJIbTUDOBABLIXM 110 BONNPOCaM 3TUKH 6M3HeC-KOMﬂaHl’ll/l, 0OaHKM M areHTCcTBa
OOH, xynoxHukom

Anecs Opt

[puaoxenue



C O N T E N T S Volume 9. Issue 2. June 2024

CREATIVE SPACE OF THE CENTRAL ASIAN REGION

15

4

16

36

53

74

95
119
134

156

175
195
212

227

244

Foreword
Sangul Karzhaubayeva

PHILOSOPHY OF ARTS

Using creativity theories in dramatic writing education

Yunus Emre Giimiis, Ozlem Belkis

Philosophical significance of national productions in the repertoire of the «Astana
ballet» theater

Kusanova Anipa, Bakirova Samal

ARTS & HUMANITIES

Semantic features of the sacred world of music in rituals

Arman Zhudebaev, Gulsm Arkabayeva

Mythological images in embroidery of turkic peoples
(To the statement of the research problem)
Zhanerke Shaygozova

The phenomenon of cyclicality and its expressions in music
Dinara Tokmurziyeva, Gulnar Abdirakhman

Azerbaijani dastan as the source of the trinity: poetry, music and dance
Nigyar Shahmuradova, Saitova Gulnara Yusupovna

Concepts of sustainable fashion in design education: challenges and perspectives
Ibrayeva Aigul

National values and image of the era in the drama “Bas” by Rakhymzhan
Otarbayev

Kadyralyeva Aizat, Zhaxylykova Meruyert

Role of postcolonialism in sustainable development of fashion
Zhanel Mussakhanova

Gestalt design psychology and shaping perceptions of UX/UI design

Kim Yevgeniya, Zhanerke Imanbayeva

Manifestation of metamodern in kazakhstani pop-music

Meruyet Mukhsiynova

The musical language of Tolegen Mukhamedzhanov's pop songs in a historical
and cultural context

Aizada Bultbayeva, Korkem Seisenbekov

Features of editing in cinema of the «New kazakh wave»

Raiymbek Alzhanov, Aida Mashurova



C O N T E N T S Volume 9. Issue 2. June 2024

CREATIVE SPACE OF THE CENTRAL ASIAN REGION

256

275

289

308

319

The use of artificial intelligence in sound design: automation of processes and
improvement of sound quality

Murat Sanzhar, Mursalimova Gulnara

Cinema of the XXI* century: directions and devolopment factors
Ayan Naizabekov, Sharipa Urazbayeva

‘ ART PEDAGOGY

Artificial intelligence in education: a review of the creative process of learning
students on art educational programs

Zhanguzhinova Meruyert

‘ REVIEW

Art, ethics and business. An interview with Christoph Stueckelberger,

Academic, professor of global ethics on three continents, which has led
foundations, development organizations and advised business companies, banks
and UN agencies on ethics for decades, artist

Alessya Jurt

Appendix



Anrbices

KypMmeTTi okbipMaHaap xaHe apintecTep!
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cTpaTernanblk 6aFbIThl FbUIbIMK BiNiMMEH XanblKapasblK anMacynbl Xy3ere acbipy,
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[oporue yntatenu n konneru!

CrpaTernyeckmm HanpasaeHneM BTOPOro Bbinycka XypHana Central Asian Journal of Art
Studies (CAJAS) 3a 2024 rop siBnseTcsa peanu3aums MeXayHapoaHOro obMeHa Hay4HbIMU
3HaHWUAMM, COTPYAHMYECTBO C KA3aXCTaHCKMMU, 3apyOeXHbIMM aKafeMUYECKMMU U
obpasoBaTenbHbIMU LLeHTpaMu. M3paHme OTKPbLITO AN MHTENNEeKTYaNbHbIX AUCKYCCUIA U
06MeHa MHEHUSIMKU MexX Yy aBTOPaMM MO WMPOKOMY KPYry Hay4HbIX BONpocoB. Knuesoi
Le/iblo LAHHOrO BbINYCKA SIBASETCS pPa3sBUTME MHTErpauMuM Hay4yHo-06pa3oBaTesibHOro
NpOCTPaHCTBA B chepe MCKYCCTBO3HAHMS.

NHdopMaLmMOHHas cpefa SBASETCSA BaXHOM 4acTblo 3PDEKTUBHOM MHDPACTPYKTYPbI
pa3BMTUS HAY4YHOrO M TBOPYECKOro MOTEHLMana, YTo MO3BONSET HE MPOCTO pacWUpUTb
YUTATENbCKYK ayAUTOPUIO, 0O6NEerunTb yuyeHbiM JOCTYN K nyb6aukaumam ans anpobauuu
pe3ynbTaTOB CBOWMX MPOEKTHbIX, FPAHTOBbIX, AMCCEPTALMOHHBIX WUCCNE[OBaHUMI, HO U
cnocobcTByeT GOPMMPOBAHMIO KaHana obpaTHOM CBA3M Mexay npodeccMoHanbHbIMU
BbICOKOKBANUGULMPOBAHHbIMU cneunanmcTamu, Hay4yHO-UCCNenoBaTeNbCKUMMU
MHCTUTYTaMK U BCEMU CYObEKTaMM Hay4yHOro coobuecTsa. [103TOMy cpen aBTOPOB 3TOroO
BbINYCKa €CTb NPeACTaBUTENN Pa3HbIX HAYYHbIX AWCUMMIAMH HE TOMbKO Ka3aXCTaHCKUX
BY30B M HAyYHbIX OpraHM3auui, HO W McCnenoBaTenen-NpakTUKOB M3 pasHbIX CTpaH
6MXKHEro 1 fanbHero 3apybexbs.

HecMoTps Ha AOCTAaTOYHO WMPOKMIA CMEKTP BCEOOBLEMIIOWMX MCKYCCTBOBEAYECKMUX
npo6neM B MOCTUXEHUM WCTUHbI, B LAHHOM BbIMYCKE MOXHO BbIAEANTb HECKObKO
npuopuTeTHbIX obnacteit. Ocoboe BHUMaHWE yAENEHO FreHeTUYECKOMY OMbITY HAPOLHOrO
CO3HAHUA, KYNbTYPHOIM CaMOMAEHTUDMKALMM, TPAAULMOHHOMY HALMOHANbHOMY UCKYCCTBY,
BOMPOCAaM HaLlMOHANbHOIO M HaAHALMOHANBLHOTO, @ TaKXKe NpobiemMaM obLLeyenoBeyeckmx
LLeHHOCTEN B UCKYCCTBE M UX B3aMMOLEMCTBUIO B COBPEMEHHbBIX PEANUSIX.

XenaeMm HallMM aBTOpaM, YMTaTENSIM YCNEXOB M YBEPEHHOCTU B 3aBTPaLUHEM AHe!

Canzyne Kapxayb6aesa,
2/1a8HbIl pedakmop
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Dear Colleagues,

The strategic focus of the second issue of the Central Asian Journal of Art Studies
(CAJAS) for 2024 is the implementation of international exchange of scientific knowledge
and collaboration with academic and educational centers both in Kazakhstan and abroad.
This publication is open to intellectual discussions and exchanges of opinions among
authors on a wide range of scientific topics. The key goal of this issue is to promote the
integration of the scientific and educational space in the field of art studies.

An informative environment is a vital part of the effective infrastructure for
developing scientific and creative potential. It not only helps to expand the readership
and facilitate access for scientists to publications to test the results of their project,
grant, and dissertation research but also contributes to forming a feedback channel
between highly qualified professionals, research institutions, and all participants
in the scientific community. Therefore, among the authors of this issue, there are
representatives of various scientific disciplines from not only Kazakhstani universities
and research organizations but also practicing researchers from various countries both
near and far.

Despite the broad spectrum of comprehensive art-related issues in the pursuit of
truth, several priority areas can be highlighted in this issue. Special attention is given to
the genetic experience of popular consciousness, cultural self-identification, traditional
national art, issues of national and transnational significance, as well as the problems of
universal values in art and their interaction in contemporary realities.

We wish our authors and readers success and confidence in the future!

Sangul Karzhaubayeva,
Editor-in-Shief
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Introduction

he basis of undergraduate dramatic

writing education and related
courses is based on the teaching of
dramatic structure. During the four-year
undergraduate education, the teaching
of dramatic structure elements and their
interrelationships is carried out through
applied classroom/workshop studies at
different levels, and one of the main sources
of the courses is the personal knowledge
and experiences of the instructor. In
general, the fact that the personal
knowledge and experience of the instructor
is at the forefront in undergraduate art
education is criticised on the grounds that
the individual identity of the student is
obscured in the artistic production process,
and that it leads to an approach based
solely on observation and repetition and
far from creativity (Cellek, 2003). It can be
said that such criticisms point to the need
for a rational, objective and systematic art
education that does not exclude individual
qualities. At this point, it seems that the
concepts of creative thinking and creativity,
which are at the centre of art education,
can be used as a source of an alternative
educational strategy for educators and
students in the application dimension.

On the one hand, creative writing
is a purely experiential and individual
endeavour, and because of this
characteristic it is a difficult act to define.
On the other hand, the act of writing itself
has not been sufficiently analysed and
documented and has a weak literature.
According to Water (2013), there is
a strong cause and effect relationship
between these two aspects of creative
authorship and the debate on whether
playwriting is an art or a crait is fuelled
by this relationship. Adding to this the
mystery of playwrights’ working processes
and the mystery arising from the nature
of creativity, the endeavour of authorship
breaks away from rational foundations
and moves into a mystical realm. For this

reason, the academic literature in the field
is stuck between constantly redefining
a two thousand five-hundred-year-old
theory and designing “how-to” guides by
explaining the elements that make up the
dramatic structure.

Conducting applied research similar to
the creativity-related studies conducted
in the field of educational sciences may
provide an alternative way out of this
imprisoned literature. Especially in creative
writing, acting and stage design trainings,
where the approach and experience of
the trainer is determinative and which
are largely applied, there is a need for
applied, experimental research that will
concretely reveal the needs of the field and
ensure the improvement of education. In
addition, there is a need to increase the
level of knowledge about the scope and
improvement of creativity and to break the
myths on this subject.

The radical changes in technology,
science and social fields in the 2000s
have necessitated the redefinition of all
the dynamics of the world we live in. One
of the redefined areas is the education
system, and the traditional education
system seems to be far from meeting
the needs of the changing world due
to its structure that leaves the student
in a passive position, closed to critical
thinking, teacher-centred, based on rote
learning and far from creativity (Perkins,
1994). In addition, research shows that
the traditional education system insists
on a pedagogical approach that prioritises
left-brain, sequential and analytical
thinking (Lumsdaine & Lumsdaine, 1994).
Research in the early 2000s shows that
there has been a significant shift towards
curricula that redefine teacher roles and
prioritise interdisciplinary studies that build
connections with the strengths of different
disciplines (Martinello & Cook, 2000).
While in the traditional education system, it
is argued that the content of education can
be created and transferred by an expert, the
contemporary understanding of education
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argues that education is a complex process
and can only be carried out by educators
who are trained in this field (Nickerson,
1994). In short, at the point reached today,
the renewal of the education system to
meet the needs of the changing world
shows that creativity-centred methods
such as alternative thinking and active
learning should be used more actively in
contemporary education (Waks, 1997;
Bono, 2016; Mustofa & Hidayah, 2020;
Santana, 2021).

In the process of transition from
traditional education to modern education,
when creativity-based approaches were
adopted in education, the use of creative
thinking techniques focused on critical
thinking and problem solving came to the
agenda. For example, Bob Eberle, the
inventor of the SCAMPER technique,
argues that with this technique, students
act both individually and as a group by
using lateral thinking and critical thinking
skills together and find functional and
unique solutions to real world problems
(Eberle & Stanish, 1996).

Creativity research, which yields positive
results in different fields of educational
sciences, is not very common in the field of
arts. Although there are large-scale studies
and researches on all the details of theatre
theory and performance history, there is
no noteworthy research on playwriting
itsell, except for criticism articles evaluated
under literary titles (Waters, 2013, p.

138). This research, which aims to raise
awareness about alternative methodologies
by manipulating the creative process in
dramatic writing education, is the first
experimental research in the field, apart
from the pilot case study of the same
researchers (Belkis & Giimtis, 2020).
This study is more comprehensive than
the study conducted in 2020 in terms

of comparative analysis of two different
creativity techniques. As one of the rare
studies on creativity in playwriting, Paul
Gardiner’s work in Australia can be given
as an example (Gardiner & Anderson,

2017; Gardiner, 2017). One of the rare
studies on playwriting and creativity, Paul
Gardiner’s studies in Australia are related
to the use of playwriting as a creative
process in education. In this respect,
Gardiner’s studies are quite different from
this study in terms of method, content,
context and results. In this context, it

can be said that the concept of creativity
has not been thoroughly discussed in
playwriting education and its functionality
has not been tested sufficiently through
practices. Therefore, we can put forward
the following question as the starting point
of our research: Do creativity techniques
have a significant effect on overcoming the
difficulties encountered in dramatic writing
education? In this framework, the following
hypotheses will be tested.

1. Could creative thinking techniques
help the students that study in dramatic
writing program to overcome the difficulties
that they encounter in playwriting
processes?

2. Is it possible to create an awareness
of the thought process and increase
productivity through the application of
creative thinking techniques in creative
writing training?

3. Can alternative learning approaches
and educational strategies be introduced
in dramatic writing education by using the
tools of different disciplines?

In dramatic writing education,
students use their creative thinking skills
in all processes of dramatic writing from
material selection to story development,
from character construction to dialogue
writing with the guidance of the instructor,
consciously or unconsciously in different
dimensions. This research aims to address
the creative process in dramatic writing
education within the framework of a
systematic and targeted strategy. The
aim of the research is to examine the
effect of creative thinking techniques on
overcoming the difficulties encountered by
undergraduate students receiving dramatic
writing education in the play writing



process. This research, which aims to
introduce alternative learning approaches
and strategies in dramatic writing
education, also includes the examination
of creative thinking processes by raising
awareness on the functioning of the
thinking mechanism and its relationship
with creativity.

The priority of this research is to
determine a systematic approach to solve
the difficulties encountered by students
in the playwriting process. Functional
utilisation of creativity-based techniques
is possible by focusing on the personal
demands/problems of the student. For
this reason, it is foreseen that it will be
functional for the student to apply the
creativity technique he/she needs in the
whole workshop process from finding
dramatic material to transforming the
material he/she finds into a dramatic form,
from creating a character to designing
dialectical contrasts that will create conilict.

In this research, firstly, the theoretical
framework was created by presenting the
basic concepts and approaches on creativity
and creative thinking techniques, and then
the method was explained in detail. This is
the most comprehensive and only practical
experimental research in the field. In this
respect, it is hoped that the findings of the
research will form a basis for future studies
in the field and will be encouraging for
experimental research. It is also hoped that
the Dramatic Play Text Proficiency Scale
prepared within the scope of this research
will be used in the measurement and
evaluation processes of dramatic writing
education in or out of the academy.

Creativity and Creative Thinking

A considerable number of studies in
the field of creativity have a prejudice that
assumes that the concept is unknowable
and mystical due to its paradoxical nature.
For many years, creativity research has
developed in the footsteps of the romantic
and idealistic perspective that focuses
on the individual and innate nature of
creativity and that creative people are

special people (Weisberg, 1993; Mclntyre,
2012; Boden, 2004). This approach, which
defines creativity as an incomprehensible,
extraordinary talent, constitutes the
biggest obstacle to the development and
teaching of creativity. Sternberg and Lubart
(1999), important names in early creativity
research, argue that this widespread and
persistent belief in the mythical aspects of
creativity hinders academic development.
In addition, there are studies emphasising
that the new education system expects
young people to be more creative and
therefore understanding, developing and
encouraging creativity in the classroom
should be a priority (Crait, 2011).

Creative thinking techniques have
always been of interest in this context.
Brainstorming Technique, Synectic
Technique, Morphological Synthesis
Technique, Creative Drama Technique,
Properties Listing Technique, SCAMPER
Technique, Mind Map Method,
Observation Laboratory Technique,

Star Rain Technique, Idea Evaluation
Technique, Idea List Creation Technique
and Six Hats Thinking Technique are the
main techniques improved after 1950s.
Some of these techniques were designed to
develop new products/ideas in the context
of productivity, while others were developed
to positively affect individual or group
performances by increasing concentration
and motivation by simplifying the thought
process.

The creativity techniques used in
this research, Six Thinking Hats and
SCAMPER, use specific questions as
tools to simplify the thought process and
focus on the problem. These questions are
representations of specific thought states,
and in this respect, they have the flexibility
to provide the most accurate approach to
the problem. In these creative thinking
techniques focused on problem solving, it
is possible to reorganise the questions used
to approach the issue from different angles
in accordance with the dramatic material.
Within the framework of this research,
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the questions of the Six Hats Thinking
Technique and SCAMPER technique were
reorganised to be used effectively in a play
writing process.

SCAMPER, an activity-based
structured/directed thinking technique,
was first proposed by Alex Faickney Osborn
in 1953. In 1971, Bob Eberle developed
the technique and gave it its current form
with the SCAMPER book published under
the title Creative Games and Activities
for Imagination Development (Eberle,
1990). Osborn defined this technique as
“idea trigger questions”. These questions
are based on the idea of trying to solve the
problem by approaching the issue from
different angles.

The Six Thinking Hats Technique
is an alternative thinking technique, a
communication and reasoning method
designed by Maltese psychologist Edward
De Bono. The book titled Six Thinking
Hats, written by Bono from Oxford
University in 1985 (Bono, 1999). In this
method, which enables knowledge and
thought to be produced/expressed within
a certain system, six hats symbolise
different attitudes and behavioural roles.
The method, which was put forward as an
alternative to traditional thinking, aims
to enable individuals to gain different
perspectives by moving away from
stereotyped thinking.

In this research, the Six Hats Thinking
Technique and SCAMPER technique
were used because they provide a flexible
thinking space by approaching the problem
and the improvement of the idea in a
fragmented way. The main feature that
distinguishes these two techniques from
other creative thinking techniques is the
way they approach the problem to be
solved. While other techniques are mostly
more effective in new product design and
product improvement processes, these
two brainstorming-based techniques,
which allow focusing on only one thing at a
time, are more suitable for use in dramatic
writing education as they are problem
solving techniques.

The creativity techniques used in this
study, Six Hats Thinking and SCAMPER,
are techniques involving critical, flexible
and lateral thinking processes. In addition,
these techniques can be easily applied to
different fields and they give the opportunity
to examine the problem in a controlled and
in-depth way by approaching the problem
with questions. Because of these features,
they are suitable to be used in the field of
dramatic writing education.

Methodology

Research Design

In this study, the effects of creative
thinking techniques on dramatic writing
education were examined. Single-subject
research design was used as a method
to examine this effect. This research
design covers the process of examining
the effect of the independent variable
(training of techniques to develop creativity
to be applied by the researcher) on the
dependent variable (difficulties encountered
in playwriting) by taking repeated
measurements from one or more subjects
under standard conditions and evaluating
each subject within itself.

Single-subject studies are defined in
the experimental research type developed
on the basis of quantitative research
approach. The fact that it is among the
experimental researches is due to the fact
that the control of the independent variable
is completely in the researcher. The single-
subject expression in this research method,
which is usually studied with three to
eight subjects, stems from the fact that a
single evaluation is made for each subject
(Krishef, 1991).

In this study, A-B model of single-
subject research design was used. The A-B
model, also known as the instructional
model, is the most basic research model
used in quasi-experimental applications,
which is the source of all single-subject
research designs. The aim of the A-B model
is to compare the data collected during



the baseline phase with the data collected
during the implementation (Fraenkal
2005). In the mentioned model, A refers
to the baseline phase and B refers to the
implementation phase.

In all single-subject research models,
the dependent variable is measured
systematically and repeatedly (repeatedly)
before, during or aiter the intervention.
Single-subject studies generally consist
of two experimental phases, the baseline
phase and the implementation phase,
during which continuous data are collected
using direct recording techniques. These
data should be observable and measurable,
and reliability analyses are performed to
ensure the accuracy of the collected data.
In single-subject studies, the data obtained
for each participant are usually analysed
with line graphs. Single-subject studies are
studies that aim to reveal the effectiveness
of behaviour change or teaching practices
(Rogers & Graham, 2008). As it can be
understood from these definitions, single-
subject design seems to be an appropriate
and functional method to examine the effect
of creativity theories on dramatic writing
education.

The rationale for the limited number of
participants in this study is grounded in
the methodological framework of single-
subject research design (SSRD). SSRD is
a robust and widely recognized approach
in behavioral and educational research,
particularly effective for examining the
efficacy of interventions on individual
subjects. Unlike group-based designs,
SSRD allows for intensive and repeated
observations of a single participant or
a small number of participants, thus
providing detailed and granular data on the
effects of the intervention.

One primary advantage of SSRD is
its ability to establish a clear cause-and-
effect relationship through the use of
repeated measures and the manipulation
of independent variables within the same
subjects. This design is particularly
beneficial in settings where large sample

sizes are impractical or where the research
aims to explore highly individualized
responses to specific treatments or
interventions.

Moreover, the decision to employ SSRD
aligns with the study’s objective to conduct
an in-depth analysis of the phenomena
under investigation. By focusing on a small,
carefully selected group of participants, the
study can achieve a high level of internal
validity. The repeated observations and
measurements allow for the identification
and control of extraneous variables, thereby
enhancing the reliability and validity of the
findings.

Single-subject research is a research
design that is frequently used in special
fields of study such as special education,
social services, clinical psychology,
psychiatry, pharmaceutical industry,
psychological counselling (Barlow &
Hersen, 1973). It is a preferred method
especially in order to examine the effect
of an educational strategy or a new
educational model on one or several
subjects separately (Ledford & Gast,
2009). Meta-analysis studies examining
the studies using this research design in
the field of special education show that
the single-subject research design has
been used in specific fields for a long time
and has produced largely significant and
consistent results (Salzberg, Strain, &
Baer, 1987; Scruggs & Mastropieri, 1998).

In the literature, single-subject research
design is defined as a time series study in
which changes are analysed graphically.

In this research design, the research
process consists of multiple stages. The
main features of the method are that it

is based on repeated measurements, it

is long-term, and it has initiation and
process phases. This design facilitates
data collection and interpretation as well
as better measurement of the effect of the
independent variable (Bailey, 2017).

The limited sample groups arising from
the structures of the study areas and other
special characteristics make it possible to
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apply the single-subject research design.
The field of dramatic writing is also in a
structure where single-subject research
design can be applied due to both its
structural characteristics and the limited
research population.

Participants

The study group of this research was
selected by random assignment method
from among the 2nd year students
studying at a State University Faculty of
Fine Arts, Department of Performing Arts
branch of Dramatic Writing, who have
basic knowledge of dramatic structure
and who voluntarily participated in the
study. The participants are expected to
have a command of the basic concepts in
the dramatic writing education process
and to have a minimum knowledge in the
field, as well as to have made short or long
play fiction experiments in writing courses
before.

The experimental group of this study
consisted of 11 people, 6 males and 5
females, who voluntarily participated in
the research among the 2nd and 3rd year
students studying at a State University
Faculty of Fine Arts, Department of

Performing Arts, Dramatic Writing Branch.

The data of 7 students, 4 male and 3
female, who completed both stages of the
research were taken as basis.

Data Collection Tools

Dramatic Play Text Proficiency Scale

In this study, the Dramatic Play Text
Proficiency Scale (DPTPS) developed by
the researcher was used as a measurement
tool. The scale, which is applied by the
researcher to the event sequence prepared
by the participant, aims to evaluate the
suitability of the dramatic material to the
basic rules of dramatic structure. The
main purpose of the scale, which functions
as a kind of checklist developed in Likert
scale form, is to reveal to what extent the
participant is affected by the independent
variable at the end of the study. The
aim in the preparation of the Dramatic
Writing Proficiency Scale is not to create

and control a writing standard, but to
analyse the qualitative data of an academic
application in the field by transforming
them into quantitative data.

In order to obtain expert opinions on
the scale items, an expert list was created
in which only academics who teach
dramatic writing courses at undergraduate
or graduate level were included. Experts
of other theoretical and applied courses,
playwrights or other components of the
sector were not included in this list. While
creating the expert pool, faculty members
teaching dramatic writing courses in
the departments of Fine Arts, Literature
and Art-Design Faculties of universities
in Turkey were identified. Since Dokuz
Eyliil University Faculty of Fine Arts,
Department of Performing Arts was the
institution where the study was conducted,
it was excluded from the scope of the study
for ethical reasons. As a result, a total of 18
faculty members from state and foundation
universities were included in the expert
pool.

After the scale was prepared, content
at this point, suggestions for adding new
items, restructuring existing items and
removing some statements from the scale
completely were evaluated. In the light of
all these evaluations, the scale was revised
and revised again and a comprehensive
checklist consisting of 21 items including
the basic qualities of dramatic structure
emerged (Table 1).

DPTPS, which was prepared in order to
make an unbiased and rational evaluation
in dramatic play texts, was presented to
the opinions of 5 experts, 1 of whom was
a thesis advisor, 1 of whom was a member
of the PhD thesis monitoring jury, 1 of
whom was a doctoral candidate in the same
field, and 2 of whom were academicians in
the same field. Each item of the 14-item
proficiency scale was evaluated separately
by 5 experts who were unaware of each
other. The scale designed as 14 items
was increased to 21 items after the expert
opinions, and the content validity of the



Dramatic Play Text Proficiency Scale
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1 It has a premise.
2 It has a theme that supports the premise.
3 It contains different ideas or minor themes.
4 It has a dramatic conflict fed by dialectical oppositions and
contradictions.
5 It has an intellectual dimension within the framework of
universal values.
6 It has a local cultural context.
7 Regardless of the order, it has the elements of exposition —
rising action (climax) - resolution.
8 The balance between interestingness and plausibility is
achieved.
9 The cause and effect relationships in the development of the
event sequence are explainable and coherent.
10 It is free of dysfunctional details.
11 It has characters that contribute to the development of dramatic
action.
12 There is a main character.
13 Personification has been constructed to be helpful and
effective in the development of the dramatic action according
to the requirements of the genre.
14 The personification design/fiction (in accordance with the
requirements of the genre) is layered and strong.
15 The personification-language relationship is correctly
structured.
16 The use of language is constructed in accordance with the
characteristics of the genre and the stage and is fluent.
17 It is enriched with symbols and motifs.
18 A new style was attempted.
19 The use of time and space is constructed in accordance with
the genre.
20 | It has a staged/performable/realizable structure.
21 An impressive and satisfying finale.

Table 1 Dramatic Play Text Proficiency Scale
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scale was carried out based on 14 items.
In the calculation of the content validity
rates of the scale, "Should be used as is"
was scored as 3, "Should be corrected"
as 2 and "Should be discarded" as 1. The
table below shows the content validity table
showing the opinions of 5 field experts
about the Dramatic Play Text Proficiency
Scale.

As seen in the table above, the
content validity of the Dramatic Play
Text Proficiency Scale was calculated as

84.5%. According to the opinions of the
experts, the content validity of the scale is
listed as follows: Expert I 61,9%, Expert
1192,8%, Expert 3 gave full points to all
items and reported 100% validity, Expert
IV and Expert V reported 97,6 % validity.
Accordingly, the experts agreed on 89.9%
and determined the content validity index of
the scale as 84.5%.

The data in Table 2 show that items 1,
2,4, 13 and 14 received full scores from all
experts. The experts also agreed 84 % on

Expert Expert Expert Expert Total Score
ITEMS Expertl 1)) v \4 of Item
1- It has a premise. 3 3 3 3 3 100%
2- It has a theme that supports S
premise. 3 3 3 3 3 100%
3- It has a structure fed by side °
themes. 1 3 3 3 3 78%
4-It has a dense structure free °
from unnecessary details. 3 3 3 3 3 100%
5- It has a social and intellectual °
dimension. 1 3 3 3 3 8%
6-It has an intellectual dimension
within the framework of 1 3 3 3 2 72%
universal values.
7-The intellectual dimension has °
a local cultural context. 1 3 3 3 3 8%
8-It ha.ts. a basic sequence of 2 2 3 3 3 78%
exposition-node-resolution.
9-It has a dramatic conflict fed
by dialectical oppositions and 1 2 3 3 3 72%
contradictions.
10-The balance between
interestingness and plausibility 1 3 3 3 3 78%
has been achieved.
11-Talk about a main character
experiencing change and 1 2 3 2 3 66%
transformation.
12-The play has characters that
contribute to the development of 2 3 3 3 3 84%
dramatic action.
13-Cause and effect relationships
are consistent in the development 3 3 3 3 3 100%
of the sequence of events.
14 - An impressive and satisfying °
finale. 3 3 3 3 3 100%
N o ° o, 97,60
TOTAL 61,90% 92,80% 100% 97,60% o
(1]
CVI Value 84,50%

Table 2. Content Validity of Dramatic Play Text Proficiency Scale (n=>5%)



item 12, 78% on items 3, 5, 7, 8, 10, 72%
on items 6 and 9, and 66% on item 11.

Implementation Process

[t is recommended that the experimental
application should be planned in two
phases as the baseline phase and the
application phase in the studies conducted
with the Single-Subject Design method
(Krishef, 1991). In this research, in addition
to these two recommended phases, a
training and sampling phase in which
the dependent variable (creative thinking
methods) was added to the application was
placed between the first and the last phase
and the research was planned in three
phases.

The baseline phase in this study refers
to the process of determining the level
of the participants before the training on
creative thinking development methods; the
implementation phase refers to the process
of monitoring the effect of the independent
variable on the dependent variable after the
training is given. The phase between these
two implementation phases was named as
the training and sampling phase.

Firstly, in the baseline phase, the
participants were asked to write a plot.
Then, the written plot was evaluated
with the scale and an initial score
was determined. The training and
implementation phase was designed as
two modules. In the first module, which is
the training module, detailed information
about the concept of creativity, creativity
development techniques, six-hat thinking

technique and SCAMPER was given and a
sample application was carried out. During
the training process, the participants
were divided into two different groups and
trained according to different creativity
techniques. In the second module, the
application module, feedback was received
about the points that the participants
had difficulties in the first plot they wrote.
Then, they were asked to rewrite the same
plot using the creative thinking technique
they were trained in. Finally, in order to
determine the implementation level score,
the second plot written by the participants
was also evaluated with the scale. These
two different scores were analysed in the
data evaluation process.

In order not to contaminate the
data and affect the results during the
implementation, no guidance was given to
the participants about the dramatic material
at the baseline and implementation levels.
Again, for the same reason, no information
about the content of the study was given to
the participants at both levels.

Analysing the Data

Findings

The data of the participants who
volunteered to participate in the study were
evaluated separately with the Dramatic
Play Text Proficiency Scale (DPTPS) at
the baseline and intervention levels, and
then subjected to independent researcher
evaluation in order to check the agreement

Participants Baseline Level Implementation Level Difference
K-2 65 81 16
K-3 73 100 27
K-5 40 52 12
K-6 26 37 11
K-8 69 94 25

Table 3. Participant Scores
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Mean+SD z p-Value
Baseline Level Score 7 58.14 £19.23 | -2.20 <0.05
Average
Implementation Level 7 74.57+£27.01
Score Average

Table 4. Participants' Score Analysis Between BL and IL
n: sample size, Mean+SD: Mean + Standard Deviation, z: Wilcoxon Test

between the researchers. By looking at
the intraclass correlation coefficient, it
was observed that there was agreement
between the scores given by the two
researchers. In this study, the data of the

I st researcher were taken as the basis and
the results of the 2nd researcher were also
referred to in the analysis part. The score
table that emerged after the research data
were evaluated by the 1st researcher with
DPTPS is as follows.

Six of the seven participants who
completed the study showed a positive
development between the baseline and
implementation levels. Only Participant 10
received the same score at both levels and
did not show a positive or negative change.
Based on this table, it can be said that the
creative thinking techniques used in the
research contributed positively by playing
an active role in helping the participants
overcome the difficulties they encountered
in the play writing process.

As seen in Table 4, the mean baseline
score of the participants was 58.14+19.23,
while the mean implementation score was
74.57+27.01. The difference between these
two averages was found to be statistically
significant (p<0.05). It was found that the
STH and SCAMPER techniques used in
the study were effective on the dramatic
play text proficiency score.

As a result of this research, the following
findings were reached.

- [t was determined that SCAMPER and
STH had a statistically positive effect on
overcoming the difficulties encountered in
the play writing process.

- Participants who were relatively
dominant in dramatic structure obtained
more efficiency from the related techniques.

- The items that the participants
received low scores overlapped with the
points they identified as problems. When
they applied the technique to the problem
they identified, the scores of the related
items increased.

- It was observed that the participants
who were hesitant to apply the technique
did not have big differences between the
starting and application levels, and they
repeated almost the same mistakes as the
first one in the second writing.

- Both STH and SCAMPER techniques
seem to be equally effective in overcoming
the problems encountered in the
playwriting process.

- When the success rates of the
participants were analysed, no significant
difference was observed in terms of gender.

- It was observed that the participants’
use of creativity techniques as a problem
solving tool created an awareness on the
creative thinking process.

- It was observed that the creative
thinking techniques used in the application
improved the individual problem solving
skills of the participants.

- It was observed that the use of creative
thinking techniques as a problem solving
technique in the game writing process
brought motivation and concentration, two
of the components of creativity.

When the aim of the research is
analysed in the light of these findings, it is




possible to reach the following discussion
topics.

Main proivisions

During the study, the following scientific
results were developed and formulated:

- The nature of creativity, its
constituent elements, and methods for
its cultivation have been elucidated, while
its significance in art education has been
explored by addressing existing prejudices
about creativity;

- The imperative of actively
incorporating the concept of creativity,

a subject of investigation across various
disciplines, into artistic production
processes is emphasized,

- The importance of a standardized
terminology in the field is highlighted
by exposing the challenges arising from
disparate terminology in dramatic writing
when establishing evaluation criteria;

- Training on creative thinking
techniques was provided to enhance
students” awareness of creative thinking in
the context of dramatic writing education;

- Through experimental research, the
challenges faced by students in playwriting
were identified, and the discussion
was opened on how creative thinking
techniques could help them overcome these
challenges;

- Itis recommended to develop
alternative techniques and strategies in art
education.

Discussion and conclusion

In this study, the effects of techniques
based on creativity theories on overcoming
the problems encountered by students

in the playwriting process in dramatic
writing education were analysed. When
the results obtained from the findings of
the research are analysed in line with the
research hypotheses, it is revealed that the
techniques of developing creative thinking
are an effective problem solving method in

overcoming the difficulties encountered by
students in the play writing process.

According to the findings of the study,
students experience difficulties at different
points and to different degrees while writing
plays. This finding is in line with the data
of Belkis and Gimiis (2020) in the pilot
study mentioned in the introduction.
Therefore, the technique that should be
applied to solve the problem should be
flexible and functional to focus on specific
points. SCAMPER and Six Thinking Hats
Technique approach the problem through
questions and evaluate the problem from
one perspective each time. Therefore, it is
seen that these two techniques are more
effective than other creative problem-
solving techniques in overcoming the
difficulties encountered in dramatic writing
education.

In this context, in the processes of
improving and developing education in
the field of performing arts, the concept
of creativity, which is accepted as a
component of artistic production, should be
utilised more. It is possible to use creative
thinking techniques in the field of dramatic
writing as an authoring theme in in-class/
out-of-class exercises or as a functional
tool in the process of designing alternative
education models. However, for this, firstly,
the trainer needs to make in-depth studies
on what creativity is and provide students
with the basic skills on how to use the
concept functionally.

Researchers working in the field of
creativity emphasise the need to have
knowledge about the creative process
while listing the necessary conditions for
the realisation of creativity. They argue
that understanding the components and
formation stages of this process together
with the structure and function of the brain
is essential for understanding creativity
(San, 2002). Research in the field of
creativity also reveals that the creative
potential of students can develop with the
environment and appropriate education
in which they can demonstrate this skill.
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In order to use creativity effectively in
dramatic writing education, it is of great
importance to have knowledge about the
structure and functioning of creativity and
to include the concept in the education

and training processes. Having in-depth
knowledge about the concept can enable
the use of creative thinking techniques not
only as a problem-solving tool, but also as
an exercise in classroom work and as an
entertaining writing theme. In addition,
prejudices and misconceptions about

the concept prevent students from being
involved in the creative process, and the
educator’s ideas about the concept directly
affect the quality of classroom activities. For
this reason, it is important to comprehend
the concept of creativity with all its
components and dimensions in order to use
it more effectively in practice.

When the literature on creativity studies
is analysed, it is seen that researchers
address the concept under four main
headings: creative person, creative process,
creative product and creative environment.
Based on these titles, creativity can be
defined as the production of a concrete
result (product oridea) at the end of a
certain active mental process by people
who are motivated to solve a problem and
who are in conditions that encourage self-
expression.

Research in the field of creativity shows
that there is a positive relationship between
creativity and all kinds of intrinsic and
extrinsic motivation. The results of this
study also reveal that activities in which
students can reveal their creative potential
should be included in the education
curriculum. Motivation is one of the most
important factors for the emergence of
creativity in education in general and art
education in particular. Providing the kind
of motivation that will enable students
to reveal their creative potential can only
be achieved through a systematic and
programmed approach to the concept of
creativity. Especially in practice courses,
the instructor should create the necessary

physical conditions, design fun in-class
exercises, and include contemporary
educational practices in order to ensure
motivation.

Creativity-based techniques are effective
tools in teaching students how to use
the technical and theoretical knowledge
they have acquired as well as the nature
of dramatic structure during their four-
year undergraduate education. Especially
brainstorming-based techniques that
simplify the thought process and focus
on a specific point are fun and effective
tools suitable for use in writing courses.
Within the framework of this research,
these techniques, which are used to solve
the problems encountered in the design
process of a dramatic text, can be used in
the development of an existing text and
in the creation of a new character, event
or situation. In addition, the exercises to
be developed based on these techniques
can be used functionally not only in the
playwriting process but also in dramaturgy
studies. In analysing a text, the use of a
pool of questions to be created by making
use of creative thinking techniques will
provide the opportunity to make an in-
depth analysis. In this respect, creative
thinking techniques can be used effectively
in other field courses such as text analysis,
stage practice, play analysis, applied
dramaturgy, which are not included in
dramatic writing courses.

The findings of this study show that
creativity development techniques can
help students receiving dramatic writing
education overcome the difficulties they
encounter in play writing processes. In
addition to contributing to the improvement
and development of education and the
creation of a contemporary curriculum,
this situation provides a much more
concrete benefit such as directly affecting
the individual development of the
student. In addition, as a result of this
research, it was seen that it is possible
to create an awareness on the thought
process and increase productivity by



applying creative thinking techniques

in creative writing education. In this

study, the writing strategy needed by the
students, who learn all the components of
dramatic structure in detail during their
undergraduate education, was created with
creativity-centred thinking techniques.

In this study, it was seen that creative
thinking techniques, which are used as a
productivity station by different disciplines,
are also a practical and useful method for
dramatic writing education.

Studies conducted in the field of
educational sciences show that a positive
change in the educator’s views on the
concept of creativity directly determines
the role of students in creative activities. In
art education, the educator’s views on the
concept of creativity determine the extent
to which the student will be involved in the
creative process. In addition, the educator’s
approach to the concept directly affects the
student’s ability to solve the basic problems
encountered in the education process. The
fact that the workshop manager has a good
command of the definition, formation and
functioning processes of the concept of
creativity will enable more effective use of
these techniques in the workshop process.
Qualitative research to be designed in
this context will not only provide a clearer
view of the field but will also directly affect
the quality of education and training by
eliminating prejudices on the subject.

Within the framework of this research,
creative thinking techniques were utilised
at the stage of designing the dramatic
material of the students receiving dramatic
writing education. The implementation
of future studies in the scenario courses
of cinema departments and other main
art branches such as stage design and

acting will enable the concept of creativity
to be used more effectively in the field of
art education. In addition, it should be
noted that creativity exercises can be used
effectively in other field courses such as
text analysis, dramaturgy, play analysis

as well as dramatic writing courses.
Research to be designed in this context will
expand the literature and provide a better
understanding of the concept.

The introduction of alternative,
experimental training modules in education
models such as dramatic writing, which
are developed within the framework of
workshops where students work one-to-
one with students, is of great importance
for the improvement and development of
education. For this reason, it is essential
to carry out similar applied experimental
research in the field in order for education
to meet contemporary standards. In
addition, the integration of interdisciplinary
research into theoretical and practical art
education is also important in terms of
creating contemporary standards in art
education.

Finally, through this research, it has
been experienced that alternative learning
approaches and different educational
strategies have been put into use in
dramatic writing education by using
the tools of different disciplines and it
has been observed that positive results
have been obtained. In this period when
experimentation in the field of practice
comes to the fore, dramatic writing
education should invite alternative
strategies from the academy to the inside
instead of being closed inwards. Because
contemporary educational strategies that
will meet the needs of the digital world can
only be created by courageously using the
tools of different disciplines.
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FOHyc dmpe Nomiow
Yuusepcuret Kadkaca (Kape, Typuust)

Osaem Beakuc

Yuuepeuret Jlokys itmosnb (Mamup, Typuus)

MCNOJIb30BAHUE TEOPUIA KPEATUBHOCTM B OBPA3OBAHMM MO APAMATYPTUYECKOMY MUCbMY

AHHoOTaums. [1n5 0OCTUXKEHMS COOTBETCTBMS 06pa30BaTeNbHbIX NMPOLLECCOB MEXAYHAaPOAHbIM CTaHAAPTaM
OLIeHKM U aTTecTauun, Heo6X0aMMO BHeAPEHUE YCTOMUYMBBIX, MIAHUPYEMbIX U 06OCHOBAHHbIX
MeToL0B M CTpaTeruii. B JaHHOM uccnenoBaHmm n3yyeHbl TEXHUKM KPEATUBHOIO MbILLIEHUS
SCAMPER u «LlecTb Wwnsn MbllwaeHns» B KAYeCTBE METOLOB PELIEHNS 33434 U CTpATErnin MMCbMa B
KOHTEKCTe HammcaHus nbec. MiccnenoBaHune npoBoaunoch cpeam 11 cryneHToB 2-ro 1 3-ro Kypcos
Kadenpbl ApamMaTypruyeckoro NMcbMa M ApaMatypriv dakynbteTa UCMONHUTENbCKUX UCKYCCTB
rocynapcrBeHHoro yHuepcuteta. Cemb 13 11 nobpoBonbLeB 3aBepimnam 06a MOAYNS U COCTaBUIU
OCHOBHYHO rpynmny nccnenoBaHus. B pabote ncnonb3oBancs sKCNepuMMeHTaNbHbIV An3aiiH AB, oguH 13
OOHOMEPHbIX 3KCMEPUMEHTANbHbIX NAAHOB. [1ns cbopa AaHHbIX NPUMEHSNACH LWKaNa KOMMNETEHTHOCTH
npamatuyeckoro Tekcta (DPTPS). O6paboTtka AaHHbIX MPOBOAMIACE C UCMONb30BAaHUEM rpadryeckoro
aHanu3a B ctatuctnyeckom nakete SPSS 26.0. Ing aHanm3a AaHHbIX NMPUMEHSAUCH ONMUCATENbHbIE
CTaTUCTUYeCKMe MeToAbl (YacToTa, CpefHee 3HaYeHne, CTaHAapTHOe OTKNOHeHWe). Pe3ynbTathl
MCCnenoBaHus NMoKasanu, YTo TEXHUKKM KPeATUBHOTO MbILLIEHUS CMOCODCTBYHOT NPeOA0NEeHNI0
TPYOHOCTEN, BO3HUKAKOLLMX Y CTYAEHTOB NMPU HAaMUCAHMUM MbeC, MOBbILWAKT 0CO3HAHWE MbICIUTENbHbIX
MpOLLeCCOB U YBEIMYMBALOT NPOAYKTUBHOCTb B 0OYYEHUM KPEATUBHOMY MUCbMY. [pUMeHeHne
MHCTPYMEHTOB Pa3/IMYHbIX AUCLMMIMH NO3BONISIET aKTUBMPOBATh a/lbTEPHATUBHbIE 06pa3oBaTebHble
noaXxoAbl U CTpaTeru B npouecce obyyeHns ApaMaTypruyeckomy nucbMmy.

Knrouessie cnosa: Obpa3oBaHue fpamaTypros, TEXHUKU KpeaTuBHOro MbiwneHus, SCAMPER, meTop,
LIECTb LWASM MbILUIEHNUS, OLHOMEPHbIN 3KCMEPUMEHTANbHbIN AU3aNH.

Ana yumupoeanus: Tiomiow KOHyc, EMpe n O3nem benkuc. «Mcnonb3oBaHme TeOpuii KpeaTUBHOCTH B
06pa3oBaHMK Mo ApamaTyprudeckomy nucbMy». Central Asian Journal of Art Studies, 1.9, N22, 2024,
c.16-35,D0I: 10.47940/cajas.v9i2.897

Asmopbl npoyumanu u 0006puIUu 0KOHYamesbHell 8apuUAHM pykonucu u 3aseastom ob omcymcmeauu
KOH@UKmMa uHmepecos.
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FOHyc Ampe Nomiow
Kadxac Yuusepcuteri (Kapce, Typkus)

O3aem Bekbic

JHoxys D#tton Yuusepeurerti, (Mamup, Typkust)

[PAMA XXA3Y bIJ1IM BEPY BAFOAPJIAMACbIHA LUbIFAPMALLbUIbIK TEOPUSJIAPbIH KOJIAAHY

Tyiinpeme. binim 6epy yaepictepiHiH Xanbikapanbik 6aranay KaHe cepTuduKaTTay CTaHAApTTapbiHA
COMKECTIriHe KON XEeTKi3y YLiH TypaKTbl, )XOCMApP/ibl XX9HE Heri3faenreH sfictep MeH cTpaternsnapabl
eHrisy kaxeT. byn 3epttey SCAMPER aHe Six Thinking Hats wbiFapmalubiibik 0iMnay aficrepiH
npobnemaHbl Welwly aficTepi MeH ApaMaTyprus KOHTEKCTIHAEr a3y cTpaTernanapbl peTiHae
KapacTblpbinaabl. 3eptTey MemnekeTTik yHuBepcuteTiHiH, CaxHanbik eHep dakynbTeTiHiH «dpamMa
X3y XaHe ApamaTyprus» KadbenpacbiHbiH, 2 XXaHe 3 KypcTapbiHAA OKuUTbIH 11 cTyaeHTTiH apacbiHaa
Xyprisingi. 11 epikTiHiH eTeyi eki Moaynbai fe askran, Herisri 3epTTey ToObIH Kypaabl. 3epTTeyae
6ip enwemai 3KCNepUMEHTTIK KOHCTPYKLUMANapabiH 6ipi AB 3KCnepuMeHTTiK An3aiHbl KONAAHbIIAbI.
[epekTepai XuHay YLWiH ApaManblk MaTIHAIK Ky3blpeTTinik wkanacsl (DPPTS) naiganaHbingbl.
ManimetTepai eHaey SPSS 26.0 ctaTucTmkanblk NakeTiHAe rpaduKanbik Tangaynbl KonaaHy apKblibl
Xy3ere acbipblnabl. [lepekTepai Tanfay ywiH cunatTamanblK, CTaTUCTUKANbIK S4icTep (KMinik, opTawa,
CTAHAAPTTbI aybITKY) KONAAHbINAbI. 3epTTey HaTUXeNepi LWbliFapMallblibIK, OWMNay a4icTepi CTyaeHTTepre
Nbeca a3y Ke3iHae Ke3AeceTiH KMbIHAbIKTapAbl XXeHyre, o/nay npouectepi Typanbl XxabapaapabiKTbl
APTTbIPYFa XaHE LUbiFapMalUblbIK, Ka3yFa YAPETYLe eHIMAINIKTI apTTbipyFa KOMEKTECETiHIH KepCeTTi.
OpTYypAi NSHAEPAIH KypanaapblH NanaanaHy apamanblk Kasyfa yMpeTy npouecivae 6anama 6inim 6epy
Tacinaepi MeH cTpateruanapbiH benceHaipyre MyMKiHAIK 6epesi.

Tyiiin ce30dep: [lpamatyprrepre 6inim 6epy, WhbiFapmallblbIK, oinay TexHukackl, SCAMPER, oinayabiH,
anTbl Kannarbl dAici, 6ip enwemai 3KCNepUMEHTTIK AM3aiH.

Aaiiekce3 ywin: lomiow, FOHyc EMpe, xxaHe ©3neM benkbic. «pama xasy 6inim 6epy
barmapaamMacbiHAa WbiFapMallbliblk TeopusnapbiH konaany». Central Asian Journal of Art Studies, 1.9, N2,
2024, c.16-35,D0I: 10.47940/cajas.v9i2.897

Asmopnap Kom«a3baHblH COHFbl HYCKACbIH 0KbIN, MAKY/10a0b! #aHe Myddenep KaKmblfbiCbIHbIH
HOKMBbIFLI Mypasnbl MaiMOeloi
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«ACTAHA BAJIET»
TEATPbIHDbIH,
PENEPTYAPbIHIAFbI
YJITTbIK

KOUbIJILIMJIAPIbIH,
®UJTO0CODPUSAJIbIK MOHI

Anuna Kycanosa'

'Kasak y/ITThiK Kbi3nap nejarorukanbik yuusepenreri (Kazakeran, Anmathbt).

Caman Bakiposa?

2Kasak y/TThIK Kbi3nap neiarorukasnbik ynuepenreri (Kaszaxkeran, Anmathb).

Anpatna. 3eptrey Kasakctanaa xopeorpadusanbik @HEpAi AAMbITY TypFbiCbiHAH «AcTaHa baneT»
TeaTPbIHbIH, YITTbIK, CMEKTaK/IbAEPiHiH MaHbI3AbIbIFbIHA HA3ap ayAapanbl. 3epTTeyaiH MakcaTbl OChl
KOMbINbIMAAPAbIH Ma3MYHbIH Tanaay XaHe 0TaHAbIK, XopeorpadTapAblH, WblFapMaLlbibIFbIH
canbICTbipMarbl 3epTTey 60s1bin Tabbinasbl. Ofictep: AnFa KOWbIIFAH MaKCaTKa KO XKETKi3y YLUiH
«AcTaHa banet» TeaTpbIHbIH TapUXbl MEH AaMyblHa 6aMNAHbICTbI FbIbIMM MakKananap MeH
6erHexxazbanapabl Tangay aAici nanganaHbinagbl. byaaH 6acka, TeaTpablH, YTTbIK penepTyapbiHbIH,
YaHa MHTeprpeTauuanapbiH 3epaeney xaHe Tanaay kesgeneni. Hatvmxenepi xxaHe Tankbiiay:
3epTTeyae Xac xopeorpadTapablH, WblFapMaLlblbIFbIHA Ka3aK M3AEHUETI MeH YATTbIK GUI0CODUACHIH
KaWTa XXaHAAHAbIPATbIH YTbIMAbI XOpeorpaduabiK Ty>KblipbiMaamanap, biperei 6u KMMbinaapsl

MeH 3aMaHayu Tacinmep Kipegi. «ActaHa banet» TeaTpbl \>KbIMbIHbIH, 6iperei KorblibiMaapbl 6y
KO3FaslbICTbl TO/bIKTbIPbIM, YATTbIK, XOpeorpabusibik eHepre xaHa 6arbiT 6epin, eHep TapuXbiHAA XXaHA
nepcnekTMBanap awagbl. bipHele KoMbINbIMAbI KaTap anbin Tanaay >xacay, OHblH GUnocobuanbik,
M3HIH allafbl XXaHe 0NapAblH, KYHABUIbIFbIH aiKbIHAAMAbI. 3epTTeY HaTUXKeNnepi xopeorpadusblk,
eHepperi YNTTbIK M9AEHMWET NeH Kasak, OuiHiH MaHbI3blbIFbIH, COHAAM-aK OCbl 6HEepAi CakTay MeH
JaMbITyaafbl «ActaHa baneT» TeaTpbIHbIH, peniH kepceTeai. AbiHFaH KOpbITbiHAbIIAP Ka3aKCTaHHbIH,
YATTbIK XOpeorpaduscbiH 04aH api AaMbITyFa XaHe TeaTp eHepiH 6aibiTyFa Heri3 6ona anagbl,
COHAaN-ak, eHipAiH MdAEHM MYpaCbiH TEPEH, TYCiHYre XXaHe KypMeTTeyre biknasn eTeAi. 3epTrey YATTbIK,
XOpeorpa@uasbiK 6HEPAIH, WbiFapMalUblIbIK, KYLLiH FaHa eMecC, COHAAMN-aK OHbIH, Ka3akCTaHHbIH,
M3[EHW KYHAbINbIKTAPbIH CaKTay MEH iNrepinetyaeri MaHpl3apbl pesiH, WblFapMallbIIbIKTbIH, YATTbIK,
XX9He aNneMAiK ayaMTOpUsHbl BipiKTipy XaHe WabbITTaHabIpy KabineTiH kepceTei. 3epTrey HaTUXenepi
Ka3ak bui MeH xopeorpaduACbIHbIH, OHEP TAPUXbIHAAFbl aNaTbiH OPHbl MEH MaHbI3A4bl €peKLeNiKTepi
Typanbl MaNiMeTTepre HerisAenreHAiKTEeH XablKapanblK A43peXeneri Kbi3bIFyLblIbIK TaHbITYLIbIIAP
YWiH Ae nanpansl 601ybl MyMKiH.



TyiiiH ce30ep: ActaHa 6anet TeaTpbl, yNTTbIK, MOAEHMET, Ka3ak 6ui, xopeorpadus eHepi,

b6anetmeiictep, Teatp, 61 Gunocoduscol.

[ariekces ywiH: KycaHoBa, AHuna, xxaHe bakiposa Caman. «ActaHa banet» TeaTpbiHbIH,
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MaJiMOEDI.

Kipicne

BH ©Hepi CoHay bIKbIJIbIM 3aMaHHaH
atajan-HaJsara »KaJracblH Tayblll KeJje
»KaTKaH eHep Typi. YATTbIK OU ©HepiHiH
JlaMybl MICHH I9CTYpJIepieri, 9eT-
FYPBINTAPJAFbl 2KoHE 9JI€YMETTIK JaMy/larbl
e3repicTepMeH ThIFbl3 OakJaHbICTbI. Bui
co30€H KeTKi3y MyMKiH emec, Oy illki
9JIEMMEH 2KoHe TYHCIKIeH yiIeciMai
epekiue eHep. bip kaparanua, 6y
KO3FaJIbICTAP/IbIH KapananbiM yiJecimi
CUAKTDBI KOPiHyl MyMKiH, OipaK TepeH
ce3iHeTiH afaM yuliH O6yJ HaFbI3 eHep
TybIHAbICHL. Exkenri 1oyipien 6acray ajaraHn
KAa3aK XaJsblK OH 6Hepi XaJ/IbIKThIH Oan
JI9CTYpJIEPiH, aybl3lla MypaJsapblH, 9HIepi
MeH 9JIeT-FypbinTapbid OeliHesedni. byn
OHEP/IH AaMybIHbIH, J19J1eJ1i peTiHJe KONTereH
TapUXLbIIAP/IbIH, STHOTpadTap/IbIH KoHe
OHEPTAHYLLbLJIAP/bIH KYMbICTAPbIH MbICaJl
peTiHje KeJITipe ajlambl3.

Capbitosa Jlunus IlerpoBHa,
[[Tapa batimonnakbidbl JKueHKyJ10Ba,
Hoypen Tacran6aitynbl 96ipos, OJsbra
Bceouoackasi-Toayuikesuu, Mibsic
Owmapos, Aiiryn Kyn6ekosa, [3im Toiiran
Ocnaukpisbl, AliTkanneBa Kapabirain
Haiibipranuesna, MoJsiiaxmeToBa
Anuma Tanrarosua, [llankutaesa
Annst BaxumKaHoBHa KoHe T. 6. OpbIC
JK9HE eyponaJiblK, COHal-aK OTaHAbIK
3epTTeyllisiep MeH eHep MalTajMaHaaphbl
Ka3ak xaJblK OMiH 3epTTeyre eJeydi
yJ1eC KOCTbI. ATa/IMbILL FaJbIMIAP/bIH,

JKYMBICTapbl OHEPAiH OYJ1 TYPiHiH
3epTTey dJlicTeMeciHiH Heri3i 6oJy/a.
FeuibiMu 3epTTeysiep Kasak xaJbik GUiH
KaJIbINITACThIPY MPOLIEeCiHe, oTepa KaHe
HaJieT TeaTpJapbIHbIH, COHIAN-aK eiMi3/IiH
MeMJIeKeTTiK OU aHcaMOJIbIepiHiH,
LIbIFAPMALLBIJIBIFbIHA HETi3/1eIe.
FanbiMpap e3 3eptreysepinie 6ui
ANIAMHbIH LUK 81eMiH OAalbITATBIH XKoHe
JKaHbIH Ta3apTaThIH KYAbIPETTi OHEeP peTiHIe
cunaTTaibl. Op COTTe KUMbLIIAP/bIH,
TaHFaXKaKbIM bIPFAFbIHAH J1933aT aJblll,
dCeM My3bIKaHbIH 9yeHIMEH JoHreJIeHe
ousemey MyMKiH emec. bu enepi 6acka
6Hep TYpJIEPiHiH apachIHIa epeKie
OpbIH anajibl. by Kemn KbIpJibl aliMaKTbIH,
cunaTTaMasapblHbIH 6ipi epekiiie HI3iKTiK
MeH Cce3iMTaJABIKTEI Tajarn ete/. buliniy
9CeM KUMBbIJAapbl MEH COHJL bIPFAKTapbl
yHJieceTiH O COTTEPi KOpepMeHIep/iH
XKyperiHe acep eTnell Koimanapl. Tek
LIbIHABI TAJIAHT KepepMeH/Iepre epekuie
CYJIyJIbIK Chliian, 61 LblFapMasapbiiia
My3bIKaHbIH CyHeMeJiieyiMeH KOHJI-KYHliH
HapJiblK peHKTepiH webep OeidHeel anaibl.
OcbiHaail TanaHTThl afamMaap/bIH Ky -
JKIFepiHiH apKaCbIHAA eJiMi3/le caxHaJIbIK
OUIiH KapKbIHbI 1aMybl OaliKaaajbl.
KasakcrannbiH Xopeorpausiibik
OHepiHiH JamMybIHarbl 2KaHa kezeH 2013
JKbJIbl KYPBIJIFaH 2KoHe aJIeMJLiK JIeHreiie
VJTTHIK O MEH MOJIeHHETTi HacUXaTTayllbl
«Acrana 6aser» Teatpbl 60J1bl. By
YHBIMHBIH HETi3r MakcaTbl — YJTTbIK OH
OHEpPiH Xa/bIKapaJblK CaxHara UIbIFapy
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yKoHe YJITThIK KOHbLIBIMIAP apKbL/bl

Yuibl JlananbiH Tapuxbl MEH MajIeHHETiH
auy. YKeri »kbin1 iinae «Acrana 6anet»
TeaTpbl Ka3ak eHepiHiH OeliHeci O0JIbI.
Tearp KoilblbIMIAPBI HAESTAPBIHBIH
(hUI0CODUSANBIK MAHbI3bI >KOHE OHbIH,
VJTTBIK CaHAHbBI KAJIINTACTHIPY/AAFbl PoJIi
FBIJILIMH 3€PTTEYTe JIer€H KbI3bIFYLIBIIbIKTbI
ApTThIPbIM OTHIP.

«Kazakh dance has ancient traditions,
a unique genesis, specific formation
and revival features. World science has
opened and created universally accessible
conditions for studying unique cultural
phenomena of various ethnic groups»
TYXKbIpbIMIaMacbiHaH «ActaHa Gajier»
TeaTpPbIHbIH, periepTyapbliHbIH Ma3MyHbl MeH
MOHIH KepeMi3
(Kynb6ekosa 75).

Bya y:bIMHBIH 6asieTMelcTe piHiH,
eHOEeKTepiHae alaMHbIH iLLKi JeMiHiH
KOpiHicCi, OHbIH alaMH MaHiH TYCiHY,
OMIpJliH, PYXaHHU acCleKTijiepi MeH KopLaraH
asieMHiH KepiHici 6aiikasnanbl. CoHbIMEH
KaTap, »kahannany »karnaibiHia eHepJiiH
MaKCaTTapbIHA YITThIK OipereiJiikTi cakray,
pyxaHusiTrieH GalbITyFa yMTbLITY, 9pTYpJIi
MaJeHHEeTTepMeH Oal/IaHbIC XKaHE YJITTBIK
OipereiJiikri 6iaipy Kipesi.

By enepiHiH KoM KbIpJIbIbIFbI
AJIeYMEeTTIK-TapHXH 2KoHe reorpadusi/ibIK
KOHTEKCTTE COJI XaJIbIKThIH MOJICHH
OOJIMBICBIH aHBIKTANThIH LIbIFAPMALLIbIJIBIK
©3apa 9PEKeTTECY/IiH Heri3iH
KYpaHTbIHABIFbIHA Kepine/i. Axamaap
apacbiHarbl OalsianbicTap HerisiHae Koram
OMipiHe XKarbIM/Ibl 9Cep eTETiH XKoHe OHbIH,
OipJIiTiH KaJbINTACTbIPATHIH MATePUAJIIBIK -
pyXaHu eHep apKblJibl dJIeM MEH alam/ipbl
TYCiHyre bIKNaJ eTeTiH KaTblHacTap
KaJjiblnracajbl. «Actana 6ajer» TeaTpblHbIH
pernepTyapbiHarbl Ka3ak 01 KOHbJILIMIAPbI
64 apKbLJIbl YATTHIK PUIOCODHUSIHBIH
aJIeMIIK JIeHreleri KepiHicin 6epeni,
ocblalia 61 KHMbLJIIAPbIHBIH TePEH,
dbunocodusicbiMeH KoHe 03iH]1iK
epeKuIeIiriMeH eHepTaHyIbIAaP/bIH
HazapblH e3iHe aynapazbl. OHbIH
Ka3ak XaJiblK GHiHiH XopeorpadusiibiK

JIeKCHKaChIH GaiibITyra KOCKaH eJeyJi

yJeci OU OHepiHiH apTypJli TypJepiMeH
3aMaHayu OM MJiacTUKacChIH GipiKTipy 60JIbIN
Ttabb1aabl. Ocblral 6aiJanbICThl, MaKastana
caxHaJlarbl KOUbIJILIMFA €HTi3I/IreH
(u0cOPHUABIK OFIbIH TEPEHIriH alyra
Thipblcambl3. bu dusocodusicol, yaTThiK
yiseciMIiIiK, 6ajneTMencTep HAESChIHbIH
KOPiHiCi CIIEKTaKJIb/iH MAa3MYHbIH/1A 2KOHE
KHiM yJiricinzie KepiHic Oepei.

3eprreyain MakcaTsl «Actana 6aneT»
TeaTPbIHbIH perepTyapbiHAarbl OH XKoHe
OasieT KOHbLILIMAAPbIHBIH, (DHI0CODHUSIBIK
MOHiH alKbIHAAY.

3epTTey MakcaTblHa cofikec KeJeci
MiHIETTEP/I Welly Ko31eseli:

— «Acrana 6anet» TeaTpblHbIH
penepTyapbIHAAFbl YITTbIK KOPIHICTEP/iH
aCIeKTIJIePiH aHbIKTay;

— «Acrana 6aner» TeaTpblHbIH
LIblFapMAaLlblIbIK i3/IeHiCTepiHIeri
pexKuccepap/ibiH YATTBIK KOHbIJIbIMIAPbIH
3epTTEY/iH d/licHaMaJIbIK L1eHOepiH
cunarray;

— »Kac OaneTMencTepJepaiH YATThIK
KOHBIBIMIAPBIHBIH PeXKUCCePJIiK
UHTEPIPETALUACHIHBIH, €PEeKLIEJITiH 3epTTey
»KOHEe OHbIH Ka3ak OM eHEepiHiH TapHUXbIHAAFb
MaHbI3bIH alKbIHAAY;

— «Cepinep canraHarbl»,
«yKenrtopanrbr», « KasbiHaH Kes1 eCKeH»
61 KOUbIILIMIAAPBIHBIH KaHe «KycaH»
6aneTinin, puaocoUsIbIK MOHIH,
Ma3MyHBIH ally.

3epTTey AKYMbICBIHBIH CHITaTTaMachl.
Kazak enepinjeri xkaHapy yJATThIK
MOJICHHETTiH 3aMaHayH TaJantapra
Oetiimaesyine Heriznenren. by xxahauabik
TAPUXU-MOJICHU YPIiCTepre COUKeC ayeMIiK
KOPKEM/IIK ToKipubOeeH a1 AeHIeH
dllicTeMesiep/li KoJIaHyFa MyMKIiHLiK 6epefi.
«ActaHa 6aJsieT» TeaTPbIHbIH pernepTyaphbl
MEH Ka3ipri 3aMaHFbl Pe;KUCCYypaiarbl
»KaHauibl1 Taciiaep A. Mblpaary/ioBaHbIH
JIMCCePTALHUAJIBIK XKYMBICBIHAA,

JI. YkeeBa cUsKTbI OasleT ChIHIIbIIAPbl MEH
3ePTTeYLUIEePiHiH, FhlJIBIMA MaKaJaJlapbl
MeH eHOEeKTepiHe KapacTblPbLIabl.
Y>KbIMHBIH YJTTHIK GaJieTTi KOIoJarbl



aJIFallKbl KaaaMbl «9JieM>» HaseTiHeH
6acray ajajpl. «9JieM» 6aJeTiHiH KO bl
6anermericrepi — Hukura JIMUTpUEBCKHUIA,
KommnoautopJsiap — Bynar ['acapos, Apman
Awmap, 1M6peTTOHBIH aBTOPbl — BakbIT
Karibip6ekoB, cuenorpad — Jleonun
Bacun, kocTiom GoiibiHILA cypeTili —
Acsi CosloBbeBa, 010-0pHEK aBTOPbI —
Cgetsiana VMsanosa. CoHbiMeH KaTap,
Ka3aK XaJIKbIHbIH KoLLeJ/i oMipiHaeri
HakcbliapabiH peJi Oeiineneneni. Kazak
VITTBIK OaJeT OHepiHiH Ka3ipri 3aMaHFbI
OU TJIaCTUKACBIMEH YThIMJIbI VINTACThIPFaH
KoHblbIM 2014 »kblibl KokbliFan Mykapam
ABaxputin « Kycan» »xoHe «FauibiKTbiH
Tisti Tizci3 Tin» HGanerrepi. banetTin
Ma3MyHbIHa akbiH bakbiT Kallbip6ekoB
MeH yJbl akbiH-puaocodp Aban Kynanbaes
HIbIFAPMaLIbIJIbIFbl apKay OOJFaH. «OJeM»
OasieTi MUPTEpP MeH aHbI3IapaH KopiHic
oepce, «)Kycan» 6aneTi Kazak XaJKblHbIH
TapUXH laMy »KOJIbIH OefiHesiei. « ActaHa
HaJsieT>» TeaTpbIHbIH pernepTyapbiH 3epaeei
keJie 3eprreyuiinep YKymaceutoa
['ynbnapa, CauroBa ['yabnapa: «I1pu
aHaJi3e TBopyecTBa xopeorpagon Teatpa
«Acrana banet» He0OXOAUMO YUUTHIBATD,
4TO, C OJIHOM CTOPOHBI, OHH PAa3BMBAIOTCS B
pamKax y:ke chopMHUPOBABILIMXCS GaTeTHBIX
YKaHPOB (TaKKUX KaK JUpUyeckue GaeThl,
GaJsieTbl-CKas3ku, 6aJeThl-CHM(POHNH
W 1Ip. ), @ C IPYrod CTOPOHbI, CO3/IAI0T
1 pa3padaTbIBAIOT NPUHIUITHAIBHO
HOBATOPCKHE CTHJIH, OIpeeisitolpe
Oyyliee xopeorpaguueckoro HCKyccTBa. »
— JIen KOpbIThIHAbIakb! (KymacenToBa u
CautoBa 259).

Kasipri Kasaxkcran enepinaeri
«aJlaM MeH dJ1eM>» KaTblHACTapPbIHbIH,
bunocobusabik emimi Kazakeranaa
90-kblIAapABLIH, OackiHaa — contemporary
art —XX racbIp/ibiH, peHOMEH] peTiHze
anam 60JIMbIChIHA KATBICTbI KOPIiHIC TaNThl
(XanbikoB 13). Atasran TyKblpbiMIaMa
TeaTp/blH PenepTyapJblK epeKileirine
GeliHesieHeli. «Anam MeH djieM» KaTblHACHI
«9JaeM» HaseTiHae alKbIH CHTIATTala/Ibl.
Faneimpapabin seprreynepi «Acrana
6aJsieT» TeaTpbIHbIH LIbIFAPMALLbIIbIK

JlaMybl Kagipri 3amaH TaJjiantapbiHa
Oeflimaesy/ieH XKoHe YprakTaH-ypraKkka
OepisieTiH Ko3FaJibiCTap/ibl Ke Tl pyieH
H6acrasnranbiH KepceTesli. obKIOPIIBbIK
MaTepHaJiapabl Heri3 XKoHe albIT peTiHie
KOJIJIaHA OTbIPbII, XaJbIKThIK-CaXHaJbIK
OuJiepre apHasraH KepkeM OeiHesep
»Kacasipl. Asaiina Taza sTHOrpaHsiIbK
TOCIJ Ka3ipri 3aMaHrbl CaxHa OHEePiHiH,
KAKETTIJIIKTEPIH TOJIBIK KAHAFATTAH/bIPa
asmajipl. ©OHepTaHy KaHaUaaThl, poceccop
Totiran [3imM: «OHepain Kanaai aa Typi
O0JIMAChIH AaMybl »KaFbIHAH aJIFaHa
(hOJIBKIIOPJIBIK, STHOrPaADHUSITIBIK 2KHE
XaUIBIKThIK 6HEP asiCbIMeH LUEKTeJyi MyMKiH
emec. Jlpyip ThiHbICbIHA, OMip TanabblHA
islecin oTeIpy, KOpepMeH KaybIMHbIH,
MOJIEHHU - 9CTETHKAJIbIK TaJlFaMbIHAH LUbIFY
6Hep Y2KbIMBIHAH YJIKEH HIbIFaPMALLIBIIBIK
i371CHICTEe P, KOPKEM/IIK KUHAKDBIJIBIKTbI
Tajan eteTiHi 6enrijii» — nen xkazapl (I3im,
160). Aranran KoUblIBIMIAP/BIH GapJIbIFbl
CaxHaJIbIK JIeKOpaLMSHBIH COHFBI YJITiIeri
TeXHOJIOTUsIIAPbl APKbLJIbl YChIHbL/bI.

3epTTey apicTemeci

Kasak XasKbIHbIH casT-19CTypiHe
TYPMbIC-TipLLUiJIiTiHE, YJITThIK OHEpiHe
OalJIaHbICTbI FBILIMU €HOCKTEP YIITTBIK
61 KOMBIIBIMAAPBIHBIH (PUI0CODHSIIBIK
MOHiH aHbIKTayFa »o0J1 alThbl. Ocblran
OalJIaHbICTDI 3ePTTey OAPLICHIHAA KAa3aK
XaJIKbIHbIH, PyXaHH MOJICHHETIH 3epTTereH
FaJIbIMIAP/IbIH, € HOEKTePiHJIeri MOJIeHH
Tasiay 9jlicTepiH KOJIaHIbIK, « Actana
OaseT» TeaTPbIHbIH, VITTBIK
KOUbIBIMIAPbIHA CApAIITay d/1iCi apKblJ/bl
thunocouAIbIK MOHIEPi aHBIKTAJIIbI;
«Actana 6aseT» TeaTpbIHbIH
LIbIFAPMaLbI/IbIFbIH 3€PTTEreH 2Kac
OHepTaHyLIbIIAPAbIH eHOEKTEepiHe
caJIbICTbIpMaJibl Taay 9AICiH KOJAHIBIK.

3epTTey HaTuXenepi
«ActaHa 6asieT» TeaTpbIHbIH « YJIbl

Jlana mypachi» H6arnapJjaamachl aJIeMHiH,
KenTereH esiepii Kasak XaJKblHbIH,
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MOJICHH MYPaCBbIMEH TAHBICTBIPHIT, YATTHIK
OHep/iH MepeHiH caH MapTe acKaKTaTThl.
Mynna i31eHy1i 63 YATbIHBIH, pyXaHu
MaJIeHHeTiH OoFibiHa CiHipe 6inren Afry.
Taru, AuBapa CanpikoBa, Mykapam
Aaxpu, Anvart [lomiunes, Anna Lo
LIBIFAPMALIBIIBIK KbIPJAPbIH KAPACTBIPAIBI.
«Yabl lana mypacbl» 6arnap/jaamachl
Anpapa CajibIKoBaHbIH,

«yKenropanrbl» (kellinHeH Gy 61
«)KentopaHrel TypaJsibl aHbI3» aTThl Oajer
petinae Korbibi, 2020 XKblaabH 6-7
Kapauia KyHJiepi npeMbepachl oTTi) OuiMen
aublibl. Mysbikachl Kyar [linne6aeBThiki,
cosier — Aikan MykatoBa. Eptejie
TaHFazKalblll eCciMIiKTep naiaa OoJamel,
oJiap OacTarnkpblla Ha3iK XKaHe ocaJl 6OJIbII
kopiHei. TopaHrbIHbIH KybICTapbl MeH
LIYHKBIPJAapbl KyCTap/bIH 9pTYpJIi TypJiepi
YIUiH »KaiJbl 6acnanara ariHanaapl. Kymuipl
HapxaH naiaa 6os1a 6actaraHia, OHbIH OMip
CypyiHe Kayill TOH/ipill, 6CiMAIK YJIKeH
cblHaKTapra tan 6osaisl. Kymasl
OapxaHaap/iblH TOJKbIHAAPbI ailHaIa1aFbl
OapabIK 6CIMIIKTEPAi 2KOU/IBI, OipaK TeK
TOPAHFbl 63iHiH HO3IKTIriHEe KapaMacTaH
eMip cype aJsibl. KyMHbIH Gachin KeTy
KayIiMeH KypecTe TOPaHFbl KyLIeHi,
TaMbIp KalFaHMeH, oKiHilllke opail, yHeMi
KYMHbIH 9CePiHeH WbIHAAPbIHAH albIPbLJIIbI.
Anaina oHbIH, KYPECETiHI KeHICTIKTe eMip
CYPETiH €H KYLITI <>KbIPTKbILLI>» JaJa xKeJli
60J111b1. YKeJs1 KyliHe MOABIHCYHY
TopaHnrbira casKpIHBIK MEH CEPreKTiK
aKeJtyi OyJ1 116J1 eMipiHe Oara »KeTrnec yJec
60J1/1b1. TOpaHFbIHbIH YJIbLIBIFbI MEH KYLLIH
JKOHE OHBIH KoJIeHKeJ i KonaJapblH KOpreH
ajlamziap oraH ToHTi 60JFaHMeH, Gipak
€LIKALLIAH TYHJIE OHbIH TOKiHiH aCTbIH/A
kanmanpl. [lennen uibikkan Topanrsl
arallbIHBIH KYH/Ibl KACHETTEPiH OiJIreHHEeH
KeHiH, agamaap oHblH OyTaKTapbiH Kecyre
KipiCTi, 6ATKeH] OyJ aFallIThIH KeNTipiJireH
aratlibl OepiK »KoHe MOHTIJIK, bIbIC-asiK MeH
ep-TOKbIM 2Kacayra eTe bIHFaiJibl O0JIIbI.
Anampap TapanbiHaH MyHIak OpeKeTKe Tam
6osiraH TopaHFbl ayblp, a3anTbl Kalrbira
6aTThl. Bip/ie TopaHFbIHbIH acTbiHAA Oip
FaHa JKiriT TyHen KaJyibl. TopaHrbl

OHBIH, TYCiHe Kipin, XKiriT Tycinae OipTypJi
KopinicTepai kopai. OHa o1 Kapa KaH arbli
»KaTKaH GyTakTap/pbl Kecill, »Ka3bIKCbhl3
KBI3/IbIH, KaWFbI/IbI 2KbIJIAaFAHbIH €CTHI.
TanepTeH o1 2KyMbICILIBIIAPFA TOPAHFBIHBI
KeCyjli TOKTaThII, OCbl HeciOeMeH Kepi
KAUTYy/bl YCBIH/IBI, OipaK »KyMbICIIBIIAPIBbIH
HapasblJIbIFbl COHILIAJBIK, OJ1ap »KiriTTi
OJITIPIN, aFrallTbl KeCY/ »KaNFaCTbIP/DI.
byrau xxayan petinge Topanrsl

TaMbIPbl XKePJIEH LbIFbII, ya/1apbl MEH
GaJsiananjaapblHaH alblpbliFraH Kyctap

e wadyuiblaapra maoyblJ Kacapbl.
Katbireanirinen cokplp anamaap 6ip-
6ipiMeH KypecTi »KajracTbip/ibl. O3iH
KOPFaraH »Kac XKiritTiH yctiHeH TopaHrbl
JKblJ1aI KycTap/blH Ke3 »kacbl TopaHFbIHbIH,
TaMbIPbIH KaHJaH/bIPbIT, OHbIH KYLIi MEH
CYJIYJIbIFBIH KaJbIHA KeaTipai. Topaurbl
y3aK »KblJ1ar, TyHAi OyTaKTapbIHbIH acThIHAA
OTKi3reH XKiriTTiH KalFblcbIMeH OeJlicTi.
Copnan 6epi Topaursl TyOiHIE TyHEreH
aJlaMHbIH JKyperiHze elrnec KaiFbl TypaJbl
aHbI3 KaJjibl. AlaMaap oHbIH KOpFaybIMeH
TYHEPiH OTKi3yai ToKTaTThl. TopaHrbl Oynan
OblJ1al ajaMHaH aJbICTan KeTeTiHiH ce3i,
©3iHiH TaFblpbIHA KAUFbIPY/lbl TOKTATTHI.
OmnbliH xkeke emipinae kywi apttsl. Hlea
casixaTLLblJIapbl YLIiH »KaJFbI3 6acnaHa
6os17ibl. O KycTapblH 9HiHEH KYLL aJijbl,
aJ1 2KeJ1 1116J1 JaJIaHbIH, KeHJNHe eHill KeTTi.
Topanrbinbl Kazakrap — «Kesntopanrbl»
nen atara. OHbIH CYJyJIbIFbIHA FALLIBIK
OoJIFaH 2KaHFa 0J1 WaObIT Oepefi, KYHAE PIiH
KYHiHJIe COJl eHep aiambl GOJIFaH »Kac XKiriT
— JKaparyuibira MoHTiiK FyMbIp OepreH
OHBIH TaMbIPJIAPBIHBIH KYMHSACHIH TYCiHE/]. ..
«Arasiran oKMra aHbl3ra HerizjiesireHiMeH
OWIiH Heri3ri uaesichl Kasipri KoramJarbl
aznam OOJIMBICBIHAAFDI YJIKEH MaceJiesie pli
KoTepeni. AnamaapibiH KaHaraTChi3bIFbl,
TaOUFATThIH 2KAyblHA aUHAJYbI, 63iHiH,
TaObUFraTThIH Oip OeJiri emec, KypyLbICh]
petinne ecenreyi. AtajraH KepiHic
HaseTMercTep/iiH Oibl MEH KUsIJIbIHAH HOP
aJibll O KUMBLIIApbIMEeH OeHHeeHe/.
BisiH yATTBIK AyHHETaHbIMBIMbI3/IbIH
ellKallaH TabUFaTKa Kapchl KeJIMereH/irii
cypetrenai» (YpaspimbeTos 1)



«National choreographic eurhythmy is
an aesthetic means of the recreation of the
unique Kazakh culture. That is why national
dances have always been in demand. The
choreography by A. Tati artistically reveals
the lyrical image of a Kazakh girl: she is
tender and touching in the Arular dance
to the music of the folklore-ethnographic
ensemble Turan» (Tney6aes 78). ATbi
AlThIN TypraHaal KepemeT OpbIHAAYIIbI,
uebep nejparor, TaJaHTThl OajeTMercTep,
KP enbek cinipren Kaitpatkepi Aitrys
Tarunin «Apynap» 6ui Kazak XaJKbIHbIH
KbI3/1aPbIHBIH CYJYJIBIFbIH, MiHE3iH,
HO3IKTIriH, 0TOAChIHAAFLI KbI3 OajiachlHa
JleTeH epekiie KypMmeTiH kopceresi. byrinri
TaHia «Apysap» O6ui TeK KaHa «AcraHa
HaJsieT» TeaTpbiHbIH OeT-OeliHeci raHa emec,
Kazak OM MypachbliHbIH AChlJl MAp>KaHbIHA
aHaJibin oThIp. Awrys Tath e3iHin
cyxbatbinaa: «ApyJap» GUiHiH LIbIFybIHA
XopeorpagusIbIK yIHJHILEH kKaHa GiTipren
CyJly Ja cbIMOATThl KbI3ap/iblH »KaH JyHHecH,
OJIap/IbIH »KACTHIK 11AFbl 2KoHe TeK KaHa
Ka3aK KbI3/lapblHa ToH MiHe3i aobIT 6ep/i»
— nenni («Tengri yrpagy. Aiirysb Tatu»,
Astana TV, 15.11.2019).

Kasak KorambIH1aFbl Ka3aK Kbl31apbiHbIH
OeliHeci eHep/iiH, 6GapJbIK CalachiHbIH
KaybIMbl YILIiH MaHbI3/lbl LIAOBIT KO3i
60JbIT TabbLaAbl. Osap ycbiHFaH OH
Kasak oHeJliHiH MojleHHeTiHAer] OiJiM
Oepy peJiiHiH yJrici peTiHae KbI3MeT eTeli.
Ajiryn TaTupin tiblFapMallbIbIFbIHAA
OeliHesieHreH ocbiHal GeltHenepin G6ipi
«9ceM KoHpip» Ouinjie GeiiHesieHreH
OaTbIpJIbIK MeH OarcaliblIbIK COHbIH
kepinici. Araxkrel [luna HypneiticoBanbiH
«9cem KoHpIp» Ky#i cTH/IiHIE 2KacasiFaH
6yJ1 61 aceMIriMeH, XopeorpausibIK
OPTYPJJIITIMEH 2KOHE KbI3AAP/IbIH TAPUXU
KocTioMlepiMeH epekiienenesi. OgapbiH
OpbIHIAYbI, epeKlle ayblcyJapbl MeH
ycTam/ibl KUMbLIIAPbl KOpEepMeHre Ka3ak,
alesIIepiHiH Kalip-KacHeTi MeH O3iH/iK
epekKiIeiri TypaJbl ¥t Kasablpajibl.

«9cem KoHpIp» 61 KUMbIIIAPbI aPKbLbI
KOPCETIJITeH Ka3aK XaJIKbIHbIH TapHXbIHAAFbI
ollesIiKTiH Gipereil 6efiHeciH yCbIHAIbI.

Xopeorpadus pexxuccypach
MaMaHjibiFbl 60#biHIIAa PhD okTopbl
Anuma Mounaxmerosa: «Ilostuueckoe
BbIPayKeHHE B PEKMCCEPCKON
MHTepIpeTally HallHOHAJbHOH
xopeorpaduu 6anermeiicrepa A. Taru,
pacKpbIBasi IPUCYILLYIO TOJHOTY
1 JIyXOBHOCTb Ka3axCKOIo Hapo/a,
BbI3bIBAET IMOLIMOHANBHO-9CTETHUECKOE
BO3JIEHCTBHE» — JIeN KOPCEeTKeHIeH
(MoanaxmeroBa 151), Aiirys Tatuuin Kazak
OUiH yKaHa KbIPbIHAH dJIeMI'€ TAaHbITKAHbI
OapllaMbI3ra MaJliM.

Kazax y/iTThiK X0peorpadus
akajiemusicbinbI ctynenTTepi Hlapa
JKuenkynosa atbinaarst V PecnyG/nkasbik
6u HaiikaybiHa apHan «Cepisep
cajiTaHaTbl» OWiH KoHraH. bya xkac
H6anetmericrepsep AuBapa CajbikoBa
meH Asmat LomineBTiH KOUbIIbIMBI.
Mysbikachl « Hassak» doabkaopibi-
STHOTpaUsIBIK TOOBIHBIKI. «AcTaHa
GaJsieT» TeaTpbIHbIH PeMbepachiHaH
kefiin apricrepre Cas-Cepi Gefineci
APKBIJIbI Ka3aK OWiHZET] ep alaMHbIH
O KUMbLJIAPBIHBIH 6ail 2KoHe TepeH,
JIEKCHKACBIH XKETKi3yre ThipblCATbIH
epexiiie Ol OPbIHIAY YChIHBL/IBIL.
Banermeiicrepsiep ochl 6ujii Koto GOMbIHILIA
3epTTey KyMbICTapblHa CyHeHe OThIPbI,
Cau-Cepi GeiiHeciH aliKbIH KoHE epeklie
KosrasibicnieH Oelinenerini. Can-Cepi —
Kasak eJiinjie epekiie KypmeTke ue 60Jra
JKOHE KellMeJli Ka3ak KOFaMbIHIa MaHbI3/Ibl
OpbIH asiFad eHep agamaapbl. Ogap KaH-
JKAKThl JAPbIH Heci, TeaTp eHepiHiH 6apJiblK
acnekrisiepine Gefiim. CoHbIH illliHzIe
OH alTy, O6U, oHriMeJsIep XKoHe alyiakep
KUMbLIIAP/bl opbiHay webepairi. Cai-
Cepi 031epiHiH 6M KUMBIIIAPbI aPKbLJIbI
PAKBIMIBLIBIKTbI, YJIbIIBIKTBI 2KoHe
TeKTiNiKTI OeliHesneni. Kasak KoramblHaa
KbI3/IAp KeJIreH KOHAKTApFa aTTaH TycyiHe
KOMEKTeCIM, KHi3 yijiepre Kipyre KoJ
YCBIHBIM, KbIMbI3 ilIKigyre Cas-Cepi
aJIIbIHIA epeKliie KoLleMeT MeH ITUNnaT
TanbITanbl. bu cnekrakiinne Can-Cepi
6ip-b6ipiMeH KapbIChlil, Ka3aK MyJIEHUETIH/IE
pusocousIbIK MoHTe e OU KUMbLIIAPbIH
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KepCceTeTiH KepiHicTep OefHeJIeHreH.
Conpaii-ak, crekTakiibjie alThiC oHepi,
Kasak KbiznapbiibiH, Cas-Cepire neren
KYPMETI 2KoHE 0J1ap/iblH IDCTYpre JiereH
ajlasIbIFbl KepeeTisireH. XKasnmsl, «caj»
JKOHE «cepi» coslepi eki TypJii agamiibl
cunarranibl. Bipak Ko#blibIMIA eKi
Oetine Gipre GeitHesieHesi. Koilblabim
KA3aK ayblJblHA CaJl-CePiaepiH KesyiH,
TOW/IbI, allaMaH OHEP KAPBICHIH ICEM
KUMbLJ1IapMeH opHekTeii. « Can» cosi
KHIMJi caamaHaaThIl, KeH KHIoJeH IIbIKKaH,
caJi, cannat. Opoip caibiH, 1anoapbl
CoHJIall KeH, oraH 6ip Kici ToJIbIFbIMEH
ChIibIT KeTeTiHel GoJiraH. «Cepi» coai
ceprniJy/ieH bIKKaH, O0H kasy, ceprep,
magKpITy, ackakray. Cepisiep GipiHiiiaeH,
aTaKTbl MEPreH, eKiHUIiIeH CasTUIbI,
CYHKApMeH, JlalllblIHMeH, TYHFbIHMEH
KbI3bIK KOPYLLI, Ty/1ap aTTblH, €H »KYHAPIriH
KazipJsien 6antayiubl («Kazakrbin cal-
cepisiepi» 11). Can-cepisep op yakpiTta
JKAPKbIH 2KY3/1i, MAUTAJIMAH, 931JIKOUJIbIK,
MeH CyJyJIbIKThl KaTap ycrtar, 6ip KarbiHaH
CbIHAFbILI CbIH K63iMEH KapalTbIH, OTbIPFaH
Maybac 6acliiibliap/ibl CbIKaKIeH eJTipir,
UTi afamaapra KapKblH Media Oiiprex.
OcblFaH opali XaJibIK caJi-cepijiep TypaJbl
KbI3bIKTbI OHIIMeJIEp TYFbI3bII, 116J1
JlasiaHblH cailbiH lajachbiia TapaTKaH.

JKac 6anermericrep Anna Lloiapin
«KaJiblHaH 2KeJl eCKeH» KOUbL/IbIMBbI
I'. TymMaHOBTBIH My3bIKachiMEH Ka3ak
JlaJ1aCbIHAAFbl MOHIJIIK TipLUIJIIKTI
kepceteni. YKenmen naijga 60JFaH AbIObIC
oyeHre ailHanazpl. J{ana ayeHi KblJIKblJ1a /bl
11a0bICKA, JKbIJIIaM KO3FaJIbICKa LLaKbIPajibl
JKoHe oJ1 xkesimeH Gipre eceni. CaxHa
KEHICTIriHiH opTypJli OypbILLIbIHAH,
BICKBIPBIKTAP/ia OFHANTBIH Kbl3Jap LLIbIFa/lbl,
Oip coTTe oJsiap LWbIFAPFaH JbIObIC dyeHre
afiHaJsiaibl. [lnactukanbiK TyprbiiaH, Ou
KO3FaJIbIChbIH GacTaraH Kbl3aap jaana xeJliH
Oerinenierii. ana »xeJiHiH acepineH
My3blKa naiia 6osansl. CoaaH CoH,
TaOUFATTbIH CHKbIPJIbI IbIObICTAPbIH OEpeTiH
JKbUIKbBIIAP/BIH, TAOBIHBIHBIH, 1HAOBICHIH
MeTacopasblK Typae OelHeNelTiH ep
agamaap naina 6onazbl. Ogap xkepai

«Tanrtamn», aHbl acrnaHra Kerepir, uaba
JKOHeJIe.

sKac enepranyuibl, rasabiM Jlamup
YpasbIMOETOB «CHCTEMA KOJAUPOBAHUS
3HAaKaMH M CUMBOJIaMH [IPUMEHSETCS
peKuccepaMu... UICX0/Isl U3 TeHEeTHUECKOT0,
NparMaTHyeckoro U APyrux BCEBO3MOXKHbBIX
OMNBITOB» — [Tl PEKUCCEePJIapAbIH XaJlblK
eMipinzieri 6eqrinep Mmen Tanb6anapaaH
XopoerpadusJibIK Of, Hiest anaTbiHbIHA
TokTanajbl (Ypaseimbeton 462). Ockl 6ip
TY>KbIPbIMJIAMaHbIH HAKTbI JIdJieiH « AcTana
OaJsieT» TeaTPbIHbIH, pernepTyapbiH/Ia
03iH/IiK OpHbI Oap, YATThIK OaJeTTiH
6ipi Mykapam ABaxpuin, «Kycan»
Hanerinen kopemi3. Mysbikachl Kyat
[Hinne6aes, Apso [Tspr xxone Ceprei
PaxmMaHUHOBTbIKI, TUOPETTO aBTOPbI —
Baxeit Kafibip6ekoB, ciieHorpag — OJibra
[anmmenauiBuiu. banermericrepin ki
9JIEMiHIH KA3aK XaJIKbIHbIH, TAPUXbIMEH,
TaburaTbIMeH, MoJieHHeTiMeH OalIaHbIChI
«)Kycan» 6asetin Kotora maobIT Oepe/i.
«)Kycan», «Kenraspnap», «Touip
CBIHBI», « AHIIBIBIK», « JKyTaTKaH xKyT»,
«Kaiita tyy», «)KopbIK» ien atanatbiH
cypeTTeMeJiepieH TypaThiH KepiHicTep 6ip-
OipiMeH yHJIecin, yJbl JaJaHbIH TYPMbIC-
TIPLUIIJIITIHEH ChIP LIepTe/i.

JKycan o6pasbin 6epetin «bunai 603»
MJIACTUKAJIBIK KUMbLJIbl € OHbIH, XOL HiCi
Jlasia XKeJliMeH TapaJiajibl» JIereH CypeTTey
ApKblJbl J1aJ1a Ka3aFblHbIH, KOPKEeMJLiK
JlyHHeTaHbIMbIH KepceTesi ([1lakeHoBa
264 ). Keunenpinep asneminin 6efinecin
aviKbIHIak OThIpbII, « Mykapam ABaxpu
Ka3aK XaJIKblHa TOH HbIlLIAHAAD MEH
Gesrinepi naiaananazubl. Kaszak xajaKblHbIH
MoJIEHHETIH/Ie OPbIH aJiFaH TaHOasap/iblH,
OipiH aHbIKTAIl, YCBIHFAH pezKuccepJlik
uHTepnpetauus [Iposorra kepitic Tabazbl»
— Jien 6aJgiet chiHibickl uiopa MycuHa 3
oiibiMen OeoJticesti (Mycuna 184 ).

Kyat llinne6aen, Cepreit Paxmanunos,
Apso [Tsipt, Kaps1 JIxKeHKHHC ChIH/IbI
KOMITO3UTOPJIAP/IbIH LIbIFapMasiapbiHAH
KypaJiFaH My3blKaJlblK KOMITHJISLHSA
XopeorpadusiibiK KUMbLIIapMeH
epekine yiecim tabazpl. CrekTakiib



HapbicbiHa HGipHellle peT Ke3aeceTiH
XopeorpagusiHbIH, CTaTHKAJbIK
(parmMeHTTEpi GaseT HIESICHIHBIH XKaJ bl
KO3FaJIbIChIH TOJILIKTbIPaibl. « KycaH»
OasieTinzieri YATThIK HAKbILIThIH }KaHa
KbIpJapbl MeH »KaHa JibIObIChIH alllKaH
My3blKa MeH MO033USHbIH 03iHAIK
JKaJIFacChl 2KoHe KOpiHiciHe alHabI.
AnamMHbIH dJ1eMMeH YHJIeCiMiH i3ney
Mykapam ABaxpHjiiH My3bIKaJlbIK KoHe
xopeorpadusiibiK TYCiHIipMeCiHjie
aliKbIH KepiHic Tabanpl. basnerre myniem
6acKa KOMIIO3UTOPJIap/ibiH, My3bIKaJlbIK
TYbIH/BIAPbI KOJAHblIATbIHBIHA
KapamacTaH, My3blKaHbIH (DaKTypaJiblK
MOHepiHiH e3repyimMeH Gipre niacTuka
Jia e3repin otbipazbl. Kasak xajkbiHbIH
OTKEH TapHUXbIH K63 aJl/IbiHA KeJITipeTiH
«Enim-ail» aHiHiH OeliHeJIi - acTUKAJIBIK
TYPFbIIAH KOPCETINYi SMOLHMANBIK HAKBILIKA
ve. O3iHiK yiJeciM TarnkaH My3blKaJlbIK
JIEUTMOTHB 63iH-03i 6arajalTbiH hakTopra
alHasapl, 0J1 MOHTIJIIK Aasa TypaJibl
AHbI3APAbI, KUMbIAAPABIH, LUEKCI3IrH
JKOHE KolLIIeiJiep eMipiHiH aHbIChIH
KepeMeT TypJie XKeTKi3e/l.

baner gpunasns Cepreit PaxmaHuHOBTBIH,
eKiHIlIi KOHIlepTiMeH (eKiH1Li 66J1iM) »Ky3ere
achlpblyiibl. My3bIKaJbIK 1IbIFaPMaHbIH,
KaPKbIH/bl KOCBIIYbIH COTTI »Ky3ere acbipa
OTBIPbITN, ABaXpH MJIaCTHKAJbIK JaMyFa
epekiiie MaHepJiik Oepeni. Kaszak 6u
sJeMeHTTepi KopepmenHiH Yl Jlana
TypaJibl OH-TOJIFAMIAPbIH TY/bIpa OThIPHIII,
MarbIHaJbIK KyKTemMere ue 60J1a/pbl.

JKaHa, 3amanayu marepuasnia
»KacaJsiral baset yiikeH pesoHaHc
TYIbIP/ibl. « XaJbIKThIH O11T1eC PyXbl
TypaJibl, KyCaH eCiMIiri apKbl/bl
OepisireH yJbl KyLI TypaJibl TAPUXThIH
KAWUFbIbI 9pi MYHIBI OETTEpPi TypaJibl
SMUKAJbIK WbIFapMa XopeorpagusiHbIH,
O3iH/IiK »K9HE TePEeH YATThIK KopiHici 6ap
KOPHEKTi OasieTMeHCcTep/liH aJFallKbl
ipi xkymbichl Goibl» (Annesa 31).
Crniekrakiib npembepachl 2014 >KblibiH
1 1 xkentokcanbinga Kasakcranubiy 6ajiet
oHepiHzeri alTyJibl OKUFara aHaJjibl.

«CoBpeMeHHble Xopeorpadsl,

OILLyII1ast yX CBOET0 BPEMEHH, CO3/al0T
MPOU3BEJIEHHUST, KOTOPbIE MPEJICTAB/ISIOT
co60¥ JJaOhopaTOPUU U SKCTIEPUMEHTHI,
OCHOBaHHbIE HA CUHTE3€ KYJIbTYPHBIX
MPaKTHK ¥ KOHLIENTYaJbHOCTH»

(CyuikoB 48) nen capanraiibl. O3iHIiK
XopeorpadusisibiK KoaTaHOacbIMeH
TaHbIMaJl KA3aKCTaH/bIK OaseTMencrepliep
Atiryn Tatu, Mykapam ABaxpu, AnBapa
CanbikoBa, Asimar [lomiines, Anna Lo o3
KOUBIbIMIAPbI aPKbIJIbI XKaHA Uiesiiap MeH
TEpPEH Of-TOJIFaMIaPbIH KEeTKi3e OTbIPbII,
03iHJIiK (hHI0CcODHSICHIMEH TOJIFAHIbIPAThIH
TaKbIPbINTAP/Ibl KO3FAKIbI.

Herisri TyXbipoiMmpap

«Acrana baset» TeaTpbIHbIH
perepTyapbiHIarbl YATTbIK KOUbIJIIMIAP/BIH,
hrsI0CcOHUSIBLIK MOHI TAKBIPLIOBI GOMbIHIIIA
JKYPri3iJIreH 3epTTeY HOTHKECIHIE MbIHAAN
HeTri3ri Ty2KbIpbIMIAp 2KacayFa O0Jabl:

1. YATTBIK KOUBLIBIMIAP/BIH,
hu0CcOPUAIBIK MAHBISBI:

— «Acrana banet» TeaTpbIHbIH YITTHIK
KOHBLIBIMIAPbI Ka3ak Oipereiirinin,
MOJICHH 2KOHE PyXaHH acneKTiJiepiH
KOpceTe OThIPbII, TepeH (hHI0COPHUSIIBIK
MarbiHara ve. OJiap KepepMmeHaepre
KasakcranHbIH yATTHIK (hUA0COPUSACH
MEH MOJICHU MYPAChIH »KaKChl TYHCiHyTe
JK9He TyciHyre kemekrecei. by
KOMBITBIMIAP PUTOCOPUSBIK 2KOHE MOJIEHH
KYHABLIBbIKTAp/ibl Ka3ipri KOram YILiH 63eKTi
eTe OTbIPbII, oJlapAbl OU 6HEPI APKbLJIb
CaKTayra »KoHe Oepyre bIKIaJ eTef|.

2. JlocTypaii KaHe Kasipri 3aMaHrbl
3JleMeHTTepi OipiKTipy:

— «Acrana banet» TeaTpbiHbIH
KOHBLIBIMIAPbI Ka3ipri 3aMaHFbl
XopeorpadusiibiK TICIIEPMEH JRCTYPJi
Ka3akK 3JeMeHTTePiH TaObICThl OipiKTipe.
Bya yilnecim KeH ayaMTopusiHbl TapTy/a
JKOHE MOJICHH ajiMacyra biKaJj eTeTiH
Oipereil KepkeM LIbIFapMaJap xKacayja
keMekTecesli. Mynnan yisiecim 19cTypai
cakrar, COHbIMeH Gipre 6 eHepiHe
JKAHALLBLT UACAIAP 9KeJyre MyMKIHIIK
Oepei, OyJ1 OHBIH 1aMybl MEH »KaHapyblHa
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BIKITAJ eTef].

3. TeatpaplH MafieHH laMyarbl poJli:

— «Acrana baner» teatpsbl
KasakcraHHblH MOJICHH JaMYbIHA MaHbI3/1bl
peJt atkapabl. OHbIH KOHbIIBIMIAPbI
MaeHH XabapAapJ/IbIKThl apTThIPYFa XKoHe
VATTBIK OipereiJIiKTi HbIFAUTYFa bIKIAJ
etenii. Tearp :xac Xxopeorpadrap MeH
OULLiIepAl JaMbITY YIIiH MaHbI3/bl ajaH
60J1bI1 TAObLIAbI.

4. HoTtnxxeiepaiin mpakTHKAJBIK
MaHbI3/IbI/bIFbI:

— 3epTTey HOTHKEJePi YATThIK
KOHBIbIMIAP/ABIH MOJIEHH MypaHbl CaKkTay
YLIiH FaHa eMec, COHJAN-aK OJlap/iblH, Ka3ipri
3aMaHrbl KOHTEKCTeT] (hUI0COPUSIBIK
MaHbI3bl VILIH 1€ KAKETTUIIMH KOPCeTe/li.
Ou1ap yATTBIK XopeorpacdHsiHbl oiaH opi
JIaMbITY »koHe KazakcTaHHbIH TeaTp eHepiH
OallbITy YIIiH Naiaa aHbLIybl MYMKiH.

— 3eprTey Kaszak Oui MeH
XopeorpaduschiHbIH Gipereniri MeH
MaHbI3bIH 6aca KepceTe OThIPHII, OJ1ap/blH
XaJlblKapaJiblK JIeHreiie TaHblIybIHA bIK1aJl
eTe aJaJibl.

ConbiMeH, 3eprrey «Acrana baner»
TeaTPbIHbIH YJTTbIK KOUbIIbIMAAPHI TEPEH,
(rsocoUAIBIK MOHTE He eKEeHiH, MOJIeHH
KYH/IbLJIBIKTap/ibl caKTay MeH 1aMbITyFa
bIKI1aJ1 eTeTiHiH 2KaHe KaszakcTaHHbIH,
MOJIEHH XKOHE KOPKEMJIIK 1aMybIH/IA
MaHbI3/lbl PeJl aTKapaTblHbIHA KO3 XKeTKize
TyCeli.

KopbITbIHADI

Op TYpJii XaJbIKTap MeH STHUKAJbIK
TOMNTAP/IbIH epeKlLlIe Kaaayaapbl, CeHiMaepi
JKOHE 03iH-631 KepceTy Tacijaepi 6ap.

Op VJTThIH MYHJIal epeKlleikTepi Kasak
XaJIKbIHbIH /12 MAJICHH caJjiacbiH OaibITyra
03 bIKNAaJbIH THTi3ei. OpOip YT KOFam
MEH MOJIEHUETTiH JaMybIHa yJec Koca
OTBIPbII, AJIEM/IIK KOFAMJIACTLIKTA MaHbI3/1bl
poJi aTKapapl. XaJblKTap/blH aJibIHFbl
OybIHbIHAH KaJIFAaH MypPaHbIH MaHbI3bI

30p. XaJbIKTap/blH MaIEHU Mypachl
AJIEM/IIK MOJICHHUETKE 9Cep €Te OThIPHII,
OHbI OPTYPJIJIKITEH 2KOHe OHEeP/IH KaHa

TypJsiepimeH Gaiibita Tycei. O3iHiH canr-
JIOCTYpJIepiH, 9/IeT-FyPbIITAPbIH, MOJIEHH
MYPAacChIH YKBINITbl CAKTAUTBIH JKOHE 63
TapUXbIH OiNeTiH esjliH FaHa GoJsalliarbl
JKapKbIH JKoHEe apbl Kapan 1a OHbIH,
opKeHJieyiHe yJiec Kochlr, « MaHrinik
Eanin» nerisi opi Tiperi 60J1a anaapl. Pyxanu
KaFuJa1apbiH, KyHABIIBIKTAPbIH CaKTall,
JlaMbITa aJIFaH yJaTTap FaHa TyJJIeHTeH eMip
cype anajpl. COHIBbIKTaH op MEMJICKETTiH,
casicaThbl YATTBIK KyHABIBIKTAp MEH
XaJIBIKTBIH ?KOFapbl MypaTTapbl HeTi3iH/e
Kypbliajibl. «Acrana GajeT» TeaTpbiHbIH
penepTyapbiHAa YChIHBIIFAH YITTHIK

61 puI0COpUICHIH TasIal OThIPHII,
XaJIKbIMbI3/IbIH, MY/IECiHe HerizieareH 61
OHEPiHiH KaHJaHFaHbIH KopeMis. byriuri
TaHia 61 eHepi 6TKEH TAPUXTHIH KOPiHic
peTiHje FaHa emMec, COHbIMEH Kartap
KYHJEJIKTI OMipJiH CYJIYJIbIFbIH allaThiH
pyXaHH KYH/IBIIBIK PETiHIe KapacTblpblIafpbl.
Bys1 Kazak XaJKbIHbIH JOCTYPiHiH, d/eT-
FYPBINTAPbIHBIH, 2KOHE PyXaHU MOJIeHHETiHIH
i3iMEH Ka3bl/IFraH aJiblC OTKeHHIH TepeHiHeH
LIBIKKAH LIeXKipe CHAKThI.

Kenreren xblinap 6oiibl «Acrana
Banetr» TeaTpbl Kazak XaJsKbIHbIH YITTbIK
Oipereiiri MeH MOJIEHH MypachiH
OelHeIeHTiH KOpHEKTi KOHbIJIbIMAAPbIMEH
TaHbIMaJl. byst KOUbLIBIMAAPABIH,
bun0COMUANBIK MaHbI3bl GipHellle Heri3ri
acrnekrijiep/e KopiHeai.

BipinwineH, yaATThIK KORbIBIMAAP
Ka3aK XaJIKbIHbIH MOJICHH J9CTYpJIepi
MEH 9/IeT-FYPbINTapbIH TEPEH TYCiHY
MeH KypMeTTey/liH KaliHap Ke3i 60Jbl
Tabbliaapl. XopeorpadusablK Ko3raabicTap,
My3bIKaJIbIK CyHeMedey, KOCTIOMIEp
MEH JIeKOpaLusiiap Ka3ak MoJIeHUETiHIH,
JI9CTYPJIEPi MEH TYMHYCKAJIBIFbIH
ecKepe OTLIPBINT MYKHSAT 2KacaJajibl, OyJ1
KepepMeHiepre oHbIH aTMocepachiHa
€HYI'€ JKOHE TePEH/LrH Ce3iHyre MyMKiH/K
oepei.

Ekinwinen, «Acrana bajser»
TeaTPbIHbIH YJATThIK KOUbIIBIMIAPbI
MaHbI3/Ibl PUIOCOPUABIK HesIap
MeH KYH/IbIJIBIKTap/ibl 2KEeTKi3y aJjlaHblHa
aiiHaJsyna. bu men mysbika Tisi



apKbIJIbI OJ1ap KA3aK XaJIKbIHBIH PyXaHH
YMTBIJIBICTAPDI, JAHAJBIFBI MEH PYXaHHJIbIFbI
TypaJbl oHrimesieiiai. Ocbl KoHblIbIMAAPAA
KapacThIPbIFaH TaKbIPbINTap JaHAJbIK,
QNINETTINIK, MeHipiMIIiNIiK, CeHIM »KoHe
6acka Jia KenrereH yrbiMaap/ibl KAMTbIFaH,
0J1ap KOFaM/IbIK CaHa MeH MOpaJIb/IbIK
KYH/IbLIBIKTap/ibl KaJbINTACThIPY YLiH
MaHbI3/bI.

YuwinwineH, «Acrana bajer»
TeATPBIHBIH YJTTBIK KOUBIIBIMAAPBI YITTBIK
MOJICHHET MeH OiperelJIiKTi cCaKTayra »KoHe
inrepineryre biknaJ ereni. Onap Kasax
XaJIKbIHbIH Oiperefl MypachblH cakTayra,
ypraKkTaH-ypraKKa KeTKi3yre »KoHe
OHBIH Ka3ipri 3aMaHFbl KOHTEKCTE AaMybIH
JKaJIFACThIPyFa KOMeKTece/li.

By KofiblibiMaap Kazak MajieHUeTi
MEH dJIEM/IiK OHep apachIHAAFbI KOTip
peTiHAe KbI3MET eTill, 9p eJCH KeJIreH
KOpepMeHJIepre Ka3ak MaIeHH MypacChIHbIH
Oal/IbIFbl MEH aJlyaH TypJiJiirine 60#
aJliblpyFa MyMKiHJIiK 6epefi.

«Acrana banet» TeaTpbIHbIH
pernepTyapblHIaFbl YITTBIK KOAbIIbIMIAP
OHep FaHa emMec, Ka3ak XaJKbIHbIH,
PYXaHHUATBI MEH MOJICHUETiHiH MaHbI3/Ibl
usocodusIbIK KepiHici 60JbII
Tabblianbl. Osap MajieH! A9CTypaep MeH
KYH/IBIJIBIKTap/bl TEPEH TYCIHYTE KaHe
KypMeTTeyre KeMeKTece/li, COHla -
aK 9pTYpJli MOJICHHET MEH XaJibIKTap
apacblHJAFbl AMAJIOr NTeH TYCiHICTIK
Heri3iHjeri Kemip Kbl3MeTiH aTKapabl.

Kazak xaJibik 6Ui KOFAMHbBIH KOPKEM
MoJICHUETiHIH, MaHbI3/Ibl ACMIEKTiCi OOJIbIT
KaHa KoUMa#, »kac ypraKThiH 3THO-AepOec

CaHacbIHbIH MaHbI3/bI Kypamaac 0eJliri
GoJIbIT TabblIAbl. AllaM Kail XaJIblKKa
’KaTaTbIHBbIHA KapamacTaH, OHbIH aHa TiJli,
JliHi, TApUXbl, MOJCHUETI, OHEPI, DACT-FYyPIIbl
MEH J9CTYPi OHbIH, 2KeKe GAaChIHbIH, KyH/lbl
KOMITOHEHTTEPiH KypailJibl. ByJ Typrbiia
61 eHepi 03iH-031 Oiipy/iH MaHbI3/IbI
KypaJibl 60Jibin Tabbl1a/bl. By enepi
XaJIbIKTBIH, pyXaHH oMipiHiH axkblpamac
OeJliriHe alHaJ/a/bl 2KoHe KOFAMHbIH, CasiCH -
QJIEYMETTIK, JIiHH, (DUIT0COPUSAIIBIK JKIHE
KOPKEMIIiK-3CTeTHKA/bIK MypaTTapblH
6itipeni. Oy alaMHbIH KOFaMFa XKoHe
OHBIH KYH/IBJIBIKTAapPbIHA KATbIHACHIH
KaJIbIIITaCThIpy/la MaHbI3/Ibl PeJ aTKapaibl.
Kazak xaJIKbIHbIH JIDCTYPJIi OHepi op TypJii
TApUXH Ke3EHJIEp/e MOJICHUETTiH 6acKa

acriekrisiepiMeH ThIFbI3 6allIaHbICTa JaMy/1a.

Bu MoHepiJiiK MeH KUMbLIFA TOJIbI 2KaH/Ibl
eHep Typi. bys pyxauu, smouuonaspl
TepeHJIiK MeH KOPKeM/IiK 1eOepJrikTi
OeliHesIelTiH Facbipsiap GOUbI aMblIl KeJle
JKaTKaH XaJIbIKTBIH, ilIKi aJ1eMiH Oiipes.
Kazak 61 enepi enepjiin 6acka TypJsepimen
OipJIiKTE TAMUTBIH YKOHE XaJIbIKKa

nanja oKeJeTiH KyH/bl Mypa O0JIbIT
caHasajpl. «ActaHa 6asneT» TeaTpbIHbIH,
periepTyapbinja Kkasak Oui 1ocTypin
CaKTay ’KOHE OHbI 2KaJIFACTLIPY OYTiHTI
TaHJa ca0aKTaCTbIKTbIH MaHbI3/IbL/IbIFbIH
kepceteli. Pexkuccepiiep/iin,
xopeorpadTrap/ibiH, 2KoHe TaJaHTThl
OpbIHAAYLLbLIAP/ABbIH LbIFAPMAaLLbLIbIK,
i3/1IeHICiHiH apKachIHaa Ka3ak OW eHepiHiH
hu0CcOPUSATBIK MOHI TOJBIK KOJEMJIE
ALLBLIBII, KOPEPMEHIEP/LiH, 2KYPETiHe eHirl,
YMBITBIIMAC SCep KaJAbIPabl.
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DOUNOCODCKOE 3HAYEHUE HALIMOHAJIbHbIX MOCTAHOBOK B PEMEPTYAPE TEATPA
«ACTAHA BAJIET»

AHHoTaums. MccnepoBaHve GOKYCUPYETCS Ha 3HAYMMOCTU HAaLMOHA/bHbIX CeKTakenl TeaTpa ‘AcTaHa
banet” B KOHTeKCTe pa3BuTUS xopeorpaduyeckoro nckyccrsa B Kasaxcrare. Lienb nccnenosanus
3aK/0YAETCs B aHaNM3€e COLEPXKAHMS STUX NMOCTAaHOBOK U CPABHUTENbHOM UCCNEL0BAHUM TBOPYECTBA
0TeYeCcTBEHHbIX xopeorpados. MeToabl: 115 LOCTUXKEHUS MOCTABAEHHOM LN UCMOob3yeTcs MeTos,
aHann3a Hay4HbIX CTaTell U BULLO3AMNMUCEN, CBSI3aHHbIX C UCTOPUEN U pa3BuTMeM TeaTpa ‘AcTaHa
banet”. Kpome Toro, npeanonaraercs U3y4yeHue 1 aHaau3 HOBbIX MHTeprpeTaLmnii HaLMOHaNbHOIO
penepTtyapa Teatpa. AHann3 HeCckobKMUX MOCTAHOBOK PackpblBaeT UX thunnocodckoe 3Ha4YeHHe U
onpeaenseT Ux LEeHHOCTb. Pe3ynbTathl M 06CyKaeHUe: MccnenoBaHue BbISIBASET, YTO TBOPYECTBO
MonoAblx xopeorpados BKOYaeT B cebs pauuoHanbHble xopeorpaduyeckne KoHLEMNLUMU, YHUKANbHbIE
TaHLeBasbHble ABUXKEHWUS M COBPEMEHHbBIE MOAXOAbI, KOTOPbIE BHOBb OXMBISIOT KA3aXCKYH KYbTypy W
HaLMoHanbHy dunocoduto. OpurMHanbHbIE MOCTAHOBKM KOMEKTUBA TeaTpa ‘AcTaHa banet” nononHsiot
3TO ABUXEHWE, NPUAABAS HOBOE HANpaBNeHWe HaLlMOHaNbHOMY XOpeorpaduyeckoMy UCKYCCTBY U
OTKPbIBAsi HOBblE NEPCMEKTUBbI B UCTOPUM UCKYCCTBA. Pe3ynbTaThl MCC/IEA0BAHMS NOAYEPKMBAIOT
3HAYMMOCTb HALLMOHA/IbHOM KY/IbTYpbl M Ka3aXCKOFO TaHL,A B XOpeorpatnyeckom MCKYCCTBE, @ TaKKe
ponb TeaTpa ‘AcTaHa banet” B coxpaHeHWUM 1 pa3BUTUM STOTO UCKYCCTBA. [oNyyYeHHbIE BbIBOAbI MOTYT
CTaTb OCHOBOW A/ [afbHEMLIEro pa3BUTUS HALMOHaNbHOM xopeorpadum 1 0boralleHns TeaTpaabHoOro
nckycctBa KasaxcraHa, a Takke cnocobctBoBaTth ryboKOMY MOHUMAHUIO U YBAXKEHWIO KYJIbTYPHOIO
Hacnenus perMoHa. MccnenoBaHue nofvyepKUMBAET He TOMbKO TBOPYECKYHO CUY HALMOHANbHOIO
Xopeorpatu1yeckoro UCKYCcCTBa, HO U €ro BaXKHYH POJib B COXPAHEHUM U MPOABUNKEHUMU KYNbTYPHbIX
LieHHocTel KasaxcraHa, a Take Croco6HOCTb TBOPYECTBA 06bEAMHSTE U BOOXHOBANATb HALMOHANbHbIE
¥ MUPOBblE ayauTOpuu. Pesynbtatbl MCCNenoBaHUs MOTYT 6biTb MONE3HbI MEXAYHAPOLHOW ayaAUTOpUM,
CnocobCcTBYs pacnpocTpaHeHU0 MHGOPMALIMM O 3HAYEHUM KA3aXCKOro TaHLA U Xopeorpadum.

Kntouesbie cnosa: Teatp «ActaHa 6aneT», HALMOHANbHAS KYNbTYPa, Ka3axCKuit TaHeL, xopeorpatus,
6aneTmelictep, Teatp, Gunocodus TaHLa.

Ana yumuposarus: KycaHoBa, AHuna, xxaHe bakiposa Caman. ®unocodckoe 3HayeHne
HaLMOHaNbHbIX MOCTAHOBOK B pernepryape Teatpa «ActaHa banets. Central Asian Journal of Art Studies,
7.9,N2 2,2024, c. 36-52, DOI: 10.47940/cajas.v9i2.876
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PHILOSOPHICAL SIGNIFICANCE OF NATIONAL PRODUCTIONS IN THE REPERTOIRE OF THE «<ASTANA
BALLET» THEATER

Abstract. The study focuses on the significance of the national productions of the “Astana Ballet”
theater in the context of the development of choreographic art in Kazakhstan. The aim of the
research is to analyze the content of these productions and conduct a comparative study of the work
of domestic choreographers. Methods: To achieve the stated goal, the method of analyzing scientific
articles and video recordings related to the history and development of the “Astana Ballet” Theater is
used. In addition, it is intended to study and analyze new interpretations of the national repertoire of
the theater. Analysis of several productions reveals their philosophical significance and determines
their value. Results and Discussion: The study reveals that the creativity of young choreographers
includes rational choreographic concepts, unique dance movements, and modern approaches that
revive Kazakh culture and national philosophy. The original productions of the “Astana Ballet”
collective complement this movement, giving a new direction to national choreographic art and
opening up new perspectives in the history of art. The results of the study emphasize the importance
of national culture and Kazakh dance in choreographic art, as well as the role of the “Astana Ballet”
theater in preserving and developing this art. The conclusions drawn may serve as a basis for further
development of national choreography and enrichment of the theatrical art of Kazakhstan, as well as
contribute to a deeper understanding and respect for the cultural heritage of the region. The study
highlights not only the creative power of national choreographic art but also its important role in
preserving and promoting the cultural values of Kazakhstan, as well as the ability of creativity to unite
and inspire national and global audiences. The results of the study can be useful to an international
audience, contributing to the dissemination of information about the meaning of Kazakh dance and
choreography.

Keywords: Astana Ballet theater, national culture, Kazakh dance, choreography, ballet master,
theater, philosophy of dance.
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CEMAHTHUYECKHUE
OCOBEHHOCTH
CAKPAJIbBHOI'O

MUPA MY3bIKH

B PUTYAJIbHbBIX ObPAOAX

Apman )Kyne6aes!, I'ynbem ApkaGaesa?

'Kasaxckast HalnoHa/bHAsT akajeMust HeKyceeTB nMeHa TemupGeka KypreHosa
’Kasaxckas HaloHaIbHast KOHcepBaTopust uMeHn Kypmanrasst

(Anmarsl, Kazaxcran)

AHHoTauus. TpebyeTca nccnegoBaHMe M aHaNU3 OOHOM M3 COCTaBAAIOLWMX TPAAULMOHHOIO KYAbTYPHOIO
Hacnenms Kazaxos — LWAMaHCKOro pUTyasbHOro 06psaa, ero CeMaHTUYeCkKMX 0COHEeHHOCTEN.

HoBW3Ha fLaHHOM paboTbl 3aKH0YAETCS B KY/IbTYPOIOrMYECKOM Y TEPMUHONOMMYECKOM OCMbICIEHWM
Ka3axCKOM Ky/bTypbl, MCCNEL0BaHUM pUTYana KakK KyJIbMUMHALMOHHOIO MOMEHTa B3auMOLENCTBUS
npeLCcTaBieHniA 0 MaTepuanbHOM U HEMATEPUANIbHOM MUPaAX, O CTPYKTYPUPYHOLLEM, FaPMOHU3UPYHOLLEM,
MWUPOMOZAENMPYIOLLEM 3HAYEHUM MY3bIKM B LLIAMAHCKOM KaMnaHuu. MeToabl. CUHKpeTuyeckue
06psa0Bble AEICTBMS LWAMaHOB, BK/OYatoLWMe, Hapsay C MONU3EMEHTHBIMU, LOCTAaTOYHOE

KOIMYecTBO Cyry60 BOKaNbHO-MHCTPYMEHTabHbIX 3MW30408B, UMEOT PUTYabHYI 3HAYMMOCTb. B mx
peanu3aluu BoKaibHO-MHCTPYMEHTaNbHASA UMMNPOBU3ALIMS UrPana BaXKHYI Posib Kak MHIpeaAUEHT
06LLero puTyanbHOro KomMnaekca. Mbl paccMaTpuBaeM pUTYanbHYH KYbTypY He TOJIbKO B KOHTEKCTe
3THOrpacu1yeckoro 1 GobKIOPHOIO, HO U My3bIKaZIbHOTO Hacneaus. Bnepsble HaMu uccnenoBaHa
TaWHCTBEHHa, XXMBas, HE NMOAAOLIASCS TAEHUIO WAMaHCKas pUTyanbHas My3blika, CNOCOOHAs BblpaxaTb
HeBbIPa3nMMOoe, — MOrpyXaTb B NPUMPOLY COOCTBEHHOIO CO3HAHMS, MEAUTAaTUBHOCTb, OTPELLEHHOCTb

oT peanbHoro Mmpa. ConpoBoXAas WaMaHCKUn 06paa, My3blka 3aHMMana LLeHTpabHOe MeCTo B
puUTyanbHOM KynbType bnarogaps cBoen AyxoBHOM npupoae. MccnegoBaHue WaMaHCKOro putyana

KaK KOMMNNEKCHOrO SIB/IEHMS B paMKax MCCNef0BaTeNbCKOro Nosis UCTOPUU U TEOPUM KYNIBTYpbI,
TEPMUHOMOTMM, MO3BOIUA PACCMOTPETb NPOLLECC IBOMOLMU DYHKLMOHANBHOW NpefHa3Ha4YEHHOCTH
MY3bIKM B pUTYyane, CTub U 0COBEHHOCTU My3blKaNbHOTO A3blKa, CAaKpasibHYH PO/ib 3BYKOBOW
KOHCTUTYLLIMM KakK — MUPOBO33pEHYECKYH0 KaTeroput, 0CHOBaHHYO Ha PeNnrMo3HO-MUGOIOrMyeckom
acnekTe MeHTaNbHOCTH, 06/1aAal0LWeM NANUTPOM CEMAHTUYECKMX 3HaYeHUI. PesynbTaThl.
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KoMno3unumoHHas cTpyKTypa, CeMaHTM4YecKast HanoHSEMOCTb, MO3BOUM BbISIBUTb KOCMOFOHMYECKUE
(bYHKLMM pUTYanbHbIX MENOAMIA B MpoLEecce BOCNIPUSTUS MUPA, B3AMMOCBS3b U COMPUYACTHOCTb
KOCMMYECKMX, BCENEHCKMX ChEP C 3eMHbIM BbITUEM. PUTyanbHble 06psabl SBASIOTCS HEUCTOLMMBIM
UCTOYHUKOM MAEMHBIX, )KaHPOBbIX, A3bIKOBbIX M CTUIMCTUHECKMX YEPT TPAAULMOHHOM MY3bIKaNIbHOM
KynbTypbl. CTPYKTypHasi MOAeNb LPEBHEMLINX pUTYasibHbIX 06pSA0B NO3BOMMIA ONPELENUTb NMPoLLEecc
LIAMAHCKOr0 KaMlaHWs — Kak aTpuByT CMHKPETUYECKOro MCKYCCTBA, 06beAMHSIOLLMI HE TONIbKO
KyNbTOBbIE DYHKLMU, HO U COLMATIbHbIE, SCTETUYECKME, XYA0XKECTBEHHbIE, MOPAJIbHbIE, STUYECKME,

CéMaHTn4yeckmne LUeHHOCTU.

Knroyessie cnoea: LLlaMaHCKMIM pyuTyanbHbIA 00psa, CMHKpeTUYeckne obpsaoBblie LENCTBa,
CaKpasibHble MHCTPYMEHTbI, CMbIC/IOBbIE XapaKTEPUCTUKM TEPMUHOB, MarMyeckas NpakTMka WaMaHoBs,
posib My3blKM B rapMOHM3aLMK BceneHHowW 1 YenoBeka.

Ansa yumuposarus: ApmaH, XXynebaes, n [ynbcm Apkabaesa. CeMaHTUYeCKME 0COHEHHOCTH
CaKpanbHOro MMpa My3blku B pUTyanbHblix 06psapax. Central Asian Journal of Art Studies, 1.9, N2 2, 2024,

c.53-73,D0I: 10.47940/cajas.v9i2.878

EnazoaapHocmu. Bblpa)KaeM NPpU3HaTe/IbHOCTb CBOMM KOJIJ1eraMm, nogaep>XxXmBaBllnMM HaC U AaBaBLUMM

6ecLeHHble COBETbI MO HaNMMCaHUIO PYKOMUCKU CTaTbK.

Asmopbl npoyumanu u 0006puu 0KOHYamesbHell 8apuUAaHmM pykonucu u 3aseastom ob omcymcmeuu

KOH@AUKMa uHmepecos.

BeepeHue

T amanckasi putyasibHasi My3blKa

— HeoTbeMJIeMast YacTb KU3HU
oOl1ecTBa, MOPbIB LU, NPOJYKT yMa,
4acTb (hUI0CcoPCKOH, KOCMOJIOTHIECKON

¥ PeJIMTHO3HON KapTHH MHPa 3THOCA.
BosnelicTBys Ha JlyXOBHYIO CYLIHOCTb,
1aMaHCKHHA 0Opsi/l €CTh «IyTh, M0
KOTOpoMY HUcXoju/a Boiciias PeanibHocTh
Britusi». OkasbiBasi cuyibHellIee BAUSHEE
Ha CO3HaHWe, PUTyaJibHasi My3bIKa,
CONPOBOXKAABLLAS LIAMAHCKUI 00PsiJL,
MONUTBIBASI SHEPTUEH 1y U TeJO,
Hachlllasna 3ByKaMH BbICOKHX 4acTOT, He
yerynas koM Kopkbita, Kypmanrassi,
Haynetkepesi, Tartumbera. B aToil ctathe
paccmaTtprBaeTcs TOJbKO KIOH, TaK Kak
“3UKpbI” XOTb U TOXKE UCMOJIb30BAJNUCH B
oOpsiax, HO uMeiu 60J1ee MOHOTOHHYIO
CTPYKTYPY KOTOpast JIMLLIb [IoMoraJa ¢
KOHIIEHTpalMel B IPyrux acrnekrax Kak:
OCMbICJ/IEHHE CBSILIIEHHBIX MTUCAHUN U

M30JISILIMK OT BHELIHUX pasjipakKuTesed.
Kiou B cBOI0 ouepens umesin 6oJiee
JIMHAMMUHYIO My3bIKaJIbHYIO CTPYKTYPY, U
HeNnoCpe/ICTBEHHOE H3MEHEHHE B YaCTOTaxX
0Ka3bIBaJ0 3(h(eKT He OTpeUueHus, a
cCKopee CBSIZYIOLIEr0 3BeHa MEXK/y MUPCKUM
1 notycroponHuM. Kak pasHoBUIHOCTD
3BYKOBOH JIEAATEJILHOCTH, LIAMAHCKYI0
PUTYasIbHYIO MY3bIKY TPYIHO OGbSICHUTD
3aKOHAMU TOJILKO (PU3HKH U MATEMATHKH.
Passnuasich BbicoTo# TeMOpa, IMHAMHKON
puTMa M 0cOH60H TOHAJTBHOCTBIO, OHA
nojiHMMaJia HacTpoeHue, ounlasi, —
BO3BbIlIAMA. BO3MOXKHOCTH pUTyasibHON
MY3bIKH MHOTOTPaHHbI, C TOMOLIbIO
3BYKOBbBIX PSIJIOB OIMPe/ieIeHHOH BbICOTHI

M YaCTOTHOCTH IaCHJIMCh arpecCcHBHbIe
UMITYJIbChl, THEB, CHH2KAJ1aCh OMACHOCTh
HexKeJ1aTeIbHOTo NposiBieHus1. Bausisi

Ha 9MOLIMOHAJIBHOE COCTOSIHHE,
KOPPEKTUPYSI ICUXOCOMATHUECKHE
HapylleHus: — paccyadJisiia, BhIMOJHSS
peryJsiTHBHO-KaTapCHCTHIECKYIO (DYHKIIUIO,



My3bIKa BJIMsI/IA HA M0/ICO3HATEBHYIO
cepy, OKasbiBasa CyrreCTUBHOE 1
UHTEJJIEKTyaJ IbHOE BO3JIeHCTBHE.

TpanuunonHbli 06psiL LIAMAHCKOTO
KaMJIaHHs, OCHOBAHHBIF Ha CUHKpPETH3Me
CUHTaKCHYeCKH YIOPsII0UEHHbIX
XYJI02KECTBEHHBIX CPEJICTB, Peau3yeMblii B
COCTOSIHUM U3MEHEHHOH (hOPMbl CO3HAHHS,
OKasblBaJl BJMSIHHE HA SMOLUOHAJBHO-
06pasHylo, HHTEJIEKTYaJ I bHYIO cepy
BOCIIPHUATHS, — FaPMOHHU3UPYS COCTOSIHUE,
JIEACTBYSI HA MOJICO3HAHUE, Yepe3
MoJICO3HATE/IbHbIE ACCOLMALIMH BJIHUS HA
3puTesbHbIe 00pa3bl. Kak cocrasasionias
TPAJMIIHOHHON KYJIbTYpbl, lIAMAHCKHH
puTyaJs 6bl1 crielUIeCKUM XKaHPOM,
CBOHCTBEHHBIM TOJIbKO LIAMaHCKOM
TpajMlMH, €ro MOPaJibHO-3THYECKHE
LIEHHOCTH B MUCTHUECKHX MTPEJICTABJIEHUSIX,
npuoOpeTasi YyBCTBEHHYIO, TBOPYECKYIO U
JIOMMHAHTHYIO CaKpaJsibHY10 HAPaBJeHHOCTb,
COCTOSIJIM U3 Pa3HOOOPasHbIX
XYJIO2KECTBEHHBIX POPM.

CrpykTypa 3ByKOBOTO psiza,
OTJIMYAIOLIASICS CJIOKHOH CrIeIH(HUKON B
KyJIbTYpax MHOTHX CTpaH, UCI0J1b30Ba/lach
B 00PSIIOBBIX pUTYyaJiaX, HAlpaBJeHHbIX HA
npouecc ueuesneHust. [1purayuieHHble 3Byku
OyOHa, HU3KUiH, HACBILIEHHbIH 06epTOHAMH
roJioc 111aMaHa, B COYeTaHUU CO 3BYKOBbIMU
BUOpPALMSMU U aKyCTHUECKUMHU 3(hheKTaMu
— BO3JICHCTBOBAJ HA OpraHu3M GOJIbHOTO.
[Tosib3ysick GyOHOM Kak pe3oHaTopoM,
LIaMaH HampasJislyl 3BYKOBbIE BOJIHbI B
HY?>KHOM HanpasJjieHuu. Takum o6pasom,
aKyCTHKO-OHOpPE30HAHCHBIH 3 eKT,

B BO3HHKHOBEHHH KOTOPOIO OIPOMHYIO
poJib Urpaet puT™. Eciit roBoputb 00
0c06OM JINUHOCTHOM TOHE MY3bIKaJIbHOTO
BbICKA3bIBaHHUs B KIO€, TO CJICLYeT TaKKe
OTMETHTb AKLIEHTHPOBAHHE BHYTPEHHUX
AKyCTHUECKHX MUKPOCBOUCTB 3BYyKa:
YTOHYEHHBIX HIOAHCOB IMHAMMKH, TeMOpa,
APTUKYJISILIUH, MUKPOBBICOTHOCTH.
3BYKOBOH TKaHH MPUCYIA YTOHUEHHOCTb,
NPO3payHOCTb U, €CJAH CPABHUTD C
eBPOMNEHCKON My3bIKOH, OIIpeIe/ICHHBIN
MHHHUMaIM3M. OJIHAKO HaJIMYHBIX
CPEJICTB MY3bIKaJIbHOH BbIPA3UTEJIBHOCTH

oKasbIiBaeTcst 6oJiee yeM I0CTaTOUHO 151
CO3JIaHH$1 MOILHOTO SHEPTeTHYECKOTO
10JIs1 KIOS 1 BOTJIOLLIEHHS COJIe PrKaHHUS
OrPOMHON HH(POPMALIHOHHOH TJIOCKOCTH.
B cucreme mysbikoTepanuu ocob6oe MecTo
3aHUMaJIi My3bIKaJbHble HHCTPYMEHTHI,
MOCPEACTBOM KOTOPbIX YCTaHABJNBAJACh
CBSI3b MEXKJly HX 3BydaHHeM, BUOpaLHsIMH
pas3/IMUHBIX OPraHoB TeJa U KoJieOaHUsAMH
Kocmoca. CorsiacHO BO33PeHHSIM JIPEBHHUX,
KaKJIOMy PUTMY ITyJibCa COOTBETCTBOBAJIO
TO WJIK HHOE 3a00JieBaHKe, TH PUTMBI
pacroJiarajuch Mo nopsiaKy My3blKasabHbIX
unceJ1. [Ipopoku Bo Bpemst CBOeTO JielicTBa
TpeOoBaJ/H, UTOOBI HEKTO HCKYCHbBIH
HauMHAaJ UrpaTh, KOO «MPU MOOYKIAEHUU
CJ1aJIOCTHBIMU 3BYKAMHU B HUX BCeJIslach
JyxoBHasi 6jaronaTb». OTinyasch
ONpPeleJIeHHON CTPYKTYPOH U MHOTOCJIOHHON
3BYKOBOH MaJIUTPOM, COMOCTaBUMOH MO
CJIO?KHOCTH C NMapTUTypamu Baruepa,
pUTYyasibHasi My3blKa BJIMsIIA HA CO3HAHHUE
MPUCYTCTBYIOLIUX, ITOCTYJIHPYS MPSMYIO
CB$I3b MEXKJly YaKpaMH — HaroJiHsijIa
sHeprueit» (Lllymcku 123).

MysblKka U pUTyaJibl HMEIOT TECHYIO
CB$I3b B pasJIMUHbIX KyJbTypax. Mysbika
SIBJISIETCS HEOTHEMJIEMOH YaCThIO
PHUTYyaJIOB, TaK KaK OHa IIOMOTaeT CO3/1aTh
1 MoJiepkath ocobyto aTMocdepy,
CBSILLIEHHOCTh ¥ SMOLIMOHAJIbHOE COCTOsIHUE
YU4aCTHUKOB 06psiia. My3blKa HCIOJIb3YeTCs]
B PEJIMTMO3HbBIX pUTYyaJlax, UToObl CBSI3aTh
BEPYIOLIUX ¢ O0XKECTBEHHBIM, BbI3BATh
MHCTHYECKHE M IyXOBHbIE NePeKMBaHHUS.
M3yueHnue My3bIKaJIbHOUH COCTABJSAIONIEH
11aMmaHcKoro o6psiia, Kak ipeBHero mnJjaacta
JIyXOBHOH KYJIbTYPbI, [TOMOKET BbISIBUTb
3aKOHOMEPHOCTH MY3bIKaJIbHOI'O MbILLJIEHHSI
nHapona. O6psiioBasi My3blKa sIBJISIETCS
OJIHMM K3 HanboJiee KOHCePBAaTHBHBIX
3JIEMEHTOB KYJIbTYpPbl, I03TOMY M3ydeHHe
MY3bIKaJIbHOTO $13bIKa 11aMaHCKOTO
o0psiia crnocoGHO OTBETUTh HA BOMPOChI
0 3aKOHOMEPHOCTSIX MY3bIKaJIbHOTO
MbILLIJIEHUS IPpeBHUX Jiojiel. M3ayueHue
cakpaJsibHOH POJIM LLIaAMAaHCKOH MY3bIKH
BbISIBJISIET 3HaU€HHE MY3bIKH B 11€J10M
KaK Ba)KHOW YaCTH MUPOBO33PEHHSI,
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KOTOpOE He HCYepIbIBAeTCsl COBPEMEHHBIM
MOHUMAHHEM MYy3bIKH KaK UCKYCCTBa, HO
pacuUInpsieT CMbIC/IbI My3bIKH U pACKpbIBaeT
cUcTeMy MUPOITOHUMAHUST YesI0BeKa
Yyepe3 cUCcTeMy 3BYKOBbIX 06pazoB. O6
MCIOJIb30BAHUH MY3bIKH B TlyXOBHBIX
TPAMLUSX ¥ 0OPSIOBBIX PUTyasiax B LEJsX
LeJIUTe/IbCTBA, FOBOPHUJIOCH B CllelMa/IbHON
aureparype (Brownley 193; Shuter-
Dyson and Gabriel 133), uenoctHoe
OMMCaHKe LaMaHCKOro puTyaJsa, TeXHUKH
9KCTa3a, Pa3HOBUHOCTEH SKCTATHUECKHUX
nepexKMBaHUi, «MOBeJIeBaHNe TyXaMu»,
«JleMoHaMu>» U «jayxamu [ Ipupoapl»,
BXOXKJCHHE B TPAHCLICHACHTHOE COCTOSIHHUE,
Mbl HaxoauM B Tpyzrax Mircea Eliade
(610). Dkeraz - 3T0 TpAHCILEHIEHTHbIE
MCUXOPU3UOJNOTHUECKHE TTePEKUBAHUS TTPU
MPOCJYHIHBAHUH OTPE/IeJIEHHOH MY3bIKH,
KOTOpPbIE IOCTUTAOTCS TPH TTOMOLLM
aKyCTHKO-OHOPE30HAHCHOTO 3 eKTa
(PKmypos 864). [llamaHckue 0Gpsizibl
npejroJaraiu obileHue 6aKchl ¢ IyxaMu,
MO3TOMY HAUMHAJUCh TIPU3bIBAMHU YXOB.
3areMm LamaH crelalbHbIM [eCHOMEHHEM
npoBozKaJ 1yxoB. lyxoB Hano Obl10
M3THATh, U C 3TOH LIEJIbIO TPOBOANJICS
o6psit. YTo6bI yCTpaliuTh U MPOrHATH
NPUUUHUBIINX 60JIE3HD yX0B, OAKChI
pasMaxuBaJsii HOKaMH, OUJIH OOJBHBIX
nuieTbto. Psin ieficTBUI He HMeJ1 PsSIMOro
“neyebHoro” HazHaueHusi. UroObl y6eaUTh
MPHUCYTCTBYIOLIMX B TOM, UTO K IlIaMaHy
JIeHCTBUTEJILHO SIBUJIUCH JIyXH, PYKOBOJSAT
€ro MOCTyNKaMH U MPUAAIOT 0COOYIO CUJTY,
OaKchbl MOKa3bIBaJIH Pas/MuHbIe TPIOKH.
OHu BbICKaKMBaJIM Ha KyToJl I0pThl,
CIIaBJIMBAJIH TEJIO BEPEBKAMH, JIU3aJH
packajieHHble npeameTbl. OHUM U3
CaMbIX pacrnpocTpaHeHHbIX TPIOKOB OblI0
BTbIKAHHE HOXKa B TeJ10. bakcbl nponusan
HOXKOM Kak ce0s1, TaK U JIPYTHUX JIOAECH.
Bepa 60JbHBIX B IeHCTBEHHOCTH 0OPSI0B
crnioco6eTBOBaa 60pbOe OpraHu3ma ¢
Hemyrom. Kpome Toro, Hesib3st OTpHLIATD,
YTO LIaMaHbl BJaeIH U BpaueOHbIM
OTBITOM.

Anekc [ToHTBUK cunTaet, 4to
MCXOIHBIM MOMEHTOM $IBJISICTCST KOHILEMLHS

MICHXOPE30HaHCa, OHA HCXOJUT U3 TOTO, YTO
rJyOUHHBIE CJIOM YEJIOBEUECKOT0 CO3HAHUSI
MOTYT MPUXO/IMTh B PE30HAHC CO 3ByYalLMMH
rapMOHHYECKUMH (hOPMAMH U TAKUM
00pasoM BhISIBJISITbCS HAPYKY /151 aHa/IU3a
¥ MoHUMaHusl. Onupasich Ha MOHATHS
«KOJIJIEKTHBHOIO 6€CCO3HATE/IbHOI0» U
«apxerun» Kapa [Onra, Anexc [TontBuk
paspaboTaJl IpeICTaBJCHUE O MyTAX
NPOHUKHOBEHHUSI B [JIyOMHHbIE CJIOH MICUXUKH
yepe3 MpornopLUHOHa/bHbIE COOTHOLIEHHS
3BYKOB, Jatoliine 3¢hekT 06epTOHOB.
[apmoHuyeckoe KojiebaHue — 3BYK,

KakK (pu3nuecKoe siBJieHHe, COCTOUT U3
06epToHOB. B Kazaxckoii TpajiMiiHOHHON
My3blKe BepTHKaJIbHO-00€pTOHOBbIH
MPUHLIMT TPOHU3bIBAET BCE HEPAPXUUECKHE
YPOBHH MY3bIKaJIbHOTO si3bIKa, HAUHHAs

OT CTPYKTYPbI 3BYKa, SIBJIsIOLLEHCS
HHXKHUM YPOBHEM $13bIKOBOH OpraHu3alyu,
yepe3 MeJIoIMUeCKOe MHOTOT0JIOCHE

1 MHOroo6pasue OyploHOBBIX (PaKTyp
CpPeJIHEr0 YPOBHS, 10 KOMIO3HIIMOHHBIX
NPUHLIMIIOB MeceH U KtoeB. Korna Mbl
CJIBILLIMM TaKMM 06pa3oM OpraHu30BaHHYIO
My3bIKaJIbHYIO pedb, BHyTPEHHHE
(pusrosIorHuecKre NpoLecehbl, NPUXOs B
COCTOSIHME pe30HaHCA, CHHXPOHH3UPYIOTCS
¥ TapMOHHU3HMPYIOTCS, UTO U CTAHOBUTCS
OJIHOH U3 MPUYMH OJIarOTBOPHOTO,
LEJUTEJILHOTO BO3/ICHCTBUS Ka3aXCKOH
MY3bIKH H, B YACTHOCTH, KOOBIZOBOTO U
JIoMOpOBOro Kiosi. B BocTouHo# My3bike
MHble TeMOpbl, HHOH 3ByKOBOH MaTepuaJ. B
Ka3aXCKOH My3bIKe HaChILLEHHOCTb TeMOpa
CYMTAJIACh LEHHBIM BbIPa3HTE/bHbIM
KaueCTBOM (TeHeTHUECKH OHA BOCXOJUT

K LIaMaHCKOH My3blKe ). PutyasbHble
KaMJIaHHUs 1l1aMaHoB-0aKchl, o6Jaaast
HeOOBLIKHOBEHHOH JieueOHOH CHJIOHN,
CO3/1aBaJIi 3ByKOBYIO T€XHOJIOTHIO,
KOTOPasl He TOJIbKO MOTJIA BbI3bIBATh
oflee CoCTosTHME TpaHca, HO U GoJee
crieurduuecku BogaeicTroBasa Ha
CO3HaHHUe, MOCTYJUPYs CHelUPHIECKYIO
CB$13b MEXKJly TOHAMU OMpPeeJeHHOM
4acTOThl M OTJE/IbHBIMU YaKPaAMH.
CucremMaTHYECKH HCTIOBb3YS ITO 3HAHHE,
OaKChl BJHSJIM HA COCTOSTHHE CO3HAHMSI.



SIBsisich oTnpaBUTEIEM U XpAHUTEEM
pUTYyaJbHBIX 00PSIOB, IaMaH OTHOCHJICS K
0Cc060# KacTe cBOe0OPa3HbIX MPOBOHUKOB
MeXKIly MHPaMH, CTIOCOOHBIX JIEUHTh,
1IOMOraTh B JieJ1ax, OCBSILIATh U OYHLLATh
JKUJIUILIA, HACBLIATh HECUaCTbhsl Ha
Bparos, rajath, NpeJcKa3biBaTh Oyyllee.
[lyTewecTBoBaTh MeXK1y MUPAMH €My
MOMOTaJId My3blKaJbHble HHCTPYMEHTbI
— KTIOCPEHUKH MEXKIy MUPOM JIIOJIEH U
MHPOM GOTroB», MOJIePKUBAs U COXPaHsisl
rapMOHHMIO MUKPOKOCMOCA, OHH MOMOTa/Ii
«KOHILEHTPUPOBATHCS HA MOJICO3HATEbHBIX
outyiieHusx». (Asizb6ekoa 145).

Otnnyasich €IMHCTBOM PEJIHTHO3HbIX,
MHPOBO33PEHUECKHX U KYJIbTYPHBIX
TpajMLMi, BHYyTPEHHEN 3THOKYJIBTYPHOU
CeMaHTHKOH, HACBILIEHHOCTHIO
MO3THYECKOH JIeKIaMalliH, SKCIIPOMTOM
MMIPOBH3ALMOHHON CTPYKTYPBI,
JIMHAMUYHON CIO2KETHOCTbIO, My3blKaJbHON
PUTMUKOH 1 usiococKoil pediiekcned,
1IaMaHCKasl My3blKa B CHHKPETHUECKOM
e/IMHCTBE BbIpaxkaJia He TPOCTO
Xy/10’KECTBEHHO-9CTeTHUECKHE (DOPMBI,

HO M JTyXOBHYIO CyOCTaHLIUIO STHUYECKOr0
CaMOBbBIPAXKEHHUSI, KOCMOC, STHUIECKYIO
MaMsITb, OCHOBAHHYIO Ha CaMOOBITHOCTH
YHUBEPCAJbHBIX TPOEKIMH MUpa
(Peuretnukosa).

B cBoeM HccsieoBaHHH Mbl OMTUPAJIHCh
Ha (oJIbKIOPHbIE, MOITHUECKHE,
My3bIKaJibHbIe, PUIoCcCOPCKIE,
MY3bIKOBE/lUeCKHEe MaTepHasbl,
TEPMUHOJIOTHUECKHE CI0BApPH: JIyapia
Tainopa, Ixetimca dpazepa, Knona
JleBu—Ctpocca, bpioca bpantona,
JKau-Jlambepa, Bnanumupa [Tponna,
Eneazapa Menerunckoro, Osbru
Dpetinenbepr, Anbbepra baiibypuna,
Yokana Bannxanosa, Asnbkesi MapryJana,
Anekcannpa 3ataeBuua, bopuca
Epsakosuua, Axmera yKy6anoBa, [letpa
Apasuna, Mrops Mauuesckoro, Acuu
Myxam6etoBoii, Canapl EnemanoBoli u
Jp., Ha OOLIHPHbIE MaTepHaJibl HOTALUH
¥ 3amucel aMaHcKux o0psiioB, TPY/Ib,
u3naBaemble B xKypHaaax « Shaman» noa
penaxupeil Muxasi Xonnasa (bynanenir),

«Shaman» B CIIA nox penakiinei

Matikna Xapuepa, kuuru «Bibliotheca
Shamanica», sTuMoJIOrMYeCKuii c0Bapb
Abnyanu KaiinapoBa, KHPru3cKo- pyccKHil
CJIOBAPb « 3BYKOH300pa3UTeIbHOCTD B
Ka3axckoMm si3blke» KoHcrantuna IOnaxuna,
«TepMHHOJIOTHS Ka3aXCKOT0 JINTEPATyPHOro
s3bika» Kobest Xycannona, KynanGeprena
JKy6anosa u jip.

MeToAabl uccnepoBaHuUA

Mertonosoruueckoll yCTaHOBKOH TaHHOM
paboThl SABJISIETCS] H3YUEHHEe PUTYaIbHOH
MY3bIKaJIbHOH KyJIbTYPbl B KOMILJIEKCE
MPUHLMIIOB HCTOPUKO —3THOrpau4ecKoro,
CTPYKTYPHO—CEMHOTHYECKOTO,
TEPMHUHOJIOTHYECKOTO, KOMIAPaTHBHOTO,
MCTOPHUKO-(PUI0CO(PCKOro MO3HAHUS
«Kopa» KyJibTypbl. BaxHbiM hakropom,
OMpeessiiolUM HIAMAHCKUH pUTYyaJl

KaK MUPOBO33PEHYECKYI0 CUCTEMY,
SIBJIIETCS B3AMMOOTHOLLICHHE YeI0BeKa

C BBICHIMMH KOCMHYECKUMHU CHJIAMH,
KYJIbTYpPOH, My3bIKOH, B OCHOBE KOTOPBIX
JIEZKUT KYJIbTYPOJIOTHYECKUI MTOJXO]I.
HccnenoBanue putyasa Kak apxeTuna
KYJIbTYpbl, KaK KyJbMHUHALIUOHHOTO
MOMEHTA B3aUMOJICHCTBHS

NpeJCTaBAeHHH O MaTepHaJbHOM H
HeMaTepHaJbHOM MUpax, NoTpe6oBaJIo
oOpalleHust K THOrpauieCcKum

1 POJBKIOPUCTHUECKUM METOIaM.
MysbikasibHasi crieliduka o6ycjioBua
oOpalleHue K My3bIKOBEYECKUM,
MCKYCCTBOBEIUECKHUM, (PHJIOJIOTHYECKHM
metozam. [llamaHckyto KysbTypy Kak
cBoeoOpasHblil acnekT punocodcKux,
THYECKHX, NTCUXOJIOTHYECKHX, KYJbTYPHbIX,
COLMAJIbHBIX ACTEKTOB lyXOBHOH

YKH3HHU HAPOJia, Mbl pacCMaTPUBAJIH BO
B3aHMOCBSI3H C PUTYaJIbHOH My3blKaJbHOH
KyJbTypoii. B KyJbTyposioruueckom
acreKTe U3ydeHusl STHUUECKUX KYJbTyp,
HEHU3MEHHbIM OCTAeTCs CTPEeMJIEHHE

K CHCTEMHOCTH HAay4HOTO MOUCKa,
1IeJIOCTHOCTH PACCMOTPEHHST HCTOPHUECKUX
SIBJICHUH KaK TOUYKH MepeceveHHtst
TBOPYECKOTO CAMOBbBIPAXKEHHUS COLIUATLHOTO
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CYILECTBA U KyJIbTYPHOH TPauLIMHY B
JlyXOBHOM T10JIE 9THOCA.

B 3ajgauu Halero uccieoBaHusl
BXOJIMT: PACCMOTPETh MOCTENEHHbIH
MPOLECC 3aPOXKIEHHUST My3bIKaJIbHOTO
A3biKa, POPMUPOBAHKUE MY3bIKAJILHOTO
MBbILLIJIEHHST, TOAYMHEHHOCTD PUTYaJTY
BCEX BUJIOB 3BYKOBOU TE€XHOJIOTHH;
OTpeNIeJIUTh BO3/IEHCTBHE HA HYMUHO3HOE
9KCTATUUECKOE COCTOSIHHE: TPaHC,
BOJIHEHHUE, BO30OYK/leHHe, 60KECTBEHHbIN
cTpax, 06eCcrneunBaloni yHUKAJIbHYO
BO3MOYKHOCTb 001IAThCsT 6€3 CJIOB; BLITBUTD
NoJAUMYHKIMOHANBbHbIE 0COOEHHOCTH
11aMaHCKOW PUTYaJIbHOH My3bIKH, KOTOpas
OTJINUAsICh KAMEPHOCTBIO W MSTKOCTBIO
cozjlaBaJia BrieyaTyieHHe YUBUTEILHO
JIETKOH, MPO3PAYHOH, MepeJIMBAIOLIEHCS U
TpereLLyLLel B BO3/lyXe 3ByKOBOH MaTepHH,
BbITMOJHSABLIEH MCUXOTEpaneBTHUECKHE,
MICUXO/IMAaTHOCTHYECKHE, KOPPEKIIHOHHBbIE,
peaGuMTallMOHHbIE, TPO(UIAKTHIECKHE,
JIyXOBHble, KOMMYHUKATHBHbIE,
MHTEJIIEKTyasbHble (DYHKIINY;

OTPEJIEJIUTH BJUSHUE HA BbICILIHE MJIAHbI
yeJIOBEUECKOH MCUXUKH, PETyJUPOBaBIIHe
NorpaHuuHble SMOLMOHAJbHbBIE COCTOSIHUS,
npejonpeaessiBline MoJHOTY XKU3HHU;
YCTAHOBUTb MUPOBO33PEHUECKYIO

OCHOBY 11IaMAHCKHX MPEJICTABJIEHHH,
COCTOSIBILIMX U3 PEJIMTHO3HOIO KOHTEKCTa
UJICOJIOTHH 111aMaHCKOTO KYJIbTa,
KOMTIJIEKCa MUOJIOTHIECKUX CIOXKETOB U
npeJcTaB/eHui; pacCCMOTPETh KaMJaHKe

¢ KOOBbI3OM, TOPJIOBOE MEHHE, PeUeBOe
oOllleHHe ¢ ydacTHUKamMu oOpsia,
peuuTaTHBHOE 3aKJHHAHKE JIyXOB,
MOCTPOEHHbIE M0 TTPUHIIUITY YCUJIEHUST
MHTOHALIMOHHO-MYy3bIKaJIbHOTO HavaJa:
peuuTalys — cKa3 — JeKJamallus;
JIeKJIaMallusl — CKaHIUpPOBaHUE — BO3TJac
— BOKaJIM3allusl, COCTaBJSISE CTaOUIIbHY!IO
YacTb KaMJIAHUSI.

Ouckyccusa

Hlamanckuii 06psd — Kak pesoOHaHC
MEHMAAbHORO U MAMEPUALLHOZO.
Cor/iacHo TpaAHIIMOHHBIM BEPOBAHHUSIM,

MOUTH BCE SIBJICHHST OKPY2KAIOLLIero MUpa
MMeJIH CBOUX JiyxoB. TpanuimonHas s
KOUEBHHUKOB MOJIeJIb MHPa COCTOs1/1a

13 Bepxnero mupa (He6GecHoro),

Cpennero (mMup Jiozeit) u Huxxnero
(nongemublit Mup). laman ucnosusin

POJIb MOCPEJHUKA MEXKILy lyXaMH 1
yeJIoBEeKOM. B npejcraBieHun ApeBHUX
JioJiel Bech oKpyxKatouui ux Kocmoc umen
JyLLy U pa3yM, O3TOMY KO BCEM 3THM
SIBJICHUSIM HEOOXOAMMO OblJIO OTHOCHTBLCS
CO BHUMaHHWEM — MPUHOCHTD 2KEPTBHI,
COBepIIATh B UX YECTb MOJIMTBEHHbIE
00psIfibl U KyJIbTOBbIE LIePEMOHHH B
KOTOPBIX MMyOJIHKA SIBJIsIaCh 0O BEKTOM
CB$I3U C TMIOTYCTOPOHHUM MHUPOM. Takum
06pa3oM, llIaMaHCKUi 0OpsiL pejnoaral
HaJlMuMe yHaCTHUKOB —3pUTeJiel 1
NpUOJIUKAJICS K TeaTPasn30BaHHbIM
npecTaBAeHUsIM, UMEIOLLUM OMpPeIeIEHHYIO
JIpaMaTypruueckyto CTpykTypy,

HeCMOTpSI Ha TO, YTO LIaMaHCKasi My3blKa
npeaHa3Havasach He s MyOJUKH, U He 1151
cJyliaTesiel, a st Toro, 4ToObl 0OLIATHCS
¢ tyxamu. baaropaps nouesiemy 10 Hac
1IaMaHCKOMY pUTYyaJibHOMY 00psiIy, Mbl
MO2KEM MPOCJEIUTh: KaK POUCXO/IUI
MOCTEMNEeHHbIH MPoLece 3apoxK/IeHHS
MY3bIKaJIbHOTO 513bIKa; KaK (hOpMHUpPOBAJICs
TEPMHUHOJIOTUYECKHUH CTATyC, My3bIKaJbHOE
MbILLJIEHHE; TOAUUHEHHOCTb PUTYaJTy

BCEX BUJI0B 3BYKOBOH TE€XHOJIOTHU; U3

4ero COCTOsIT PUTyaJsIbHbIN KOCTIOM,
yKpallleHHbIH BCeBO3MOXKHbBIMH 3BEHSILLIUMH
MeTaJlJIMueCKUMHU YKpallleHUsIMH,
KOJIOKOJIbUMKAMH, KJIbIKAMH H MEPbIMH
JKUBOTHBIX W MITHLL, MELLIOYKAMU aJipacraHa
(TpaBa, oTryruBaroiias 3/bixX JLyX0B ),
JIEHTOUKAMM, JIOCKYTKAMHU 13 KOXKH U TKaHH;
KaKylo CTPYKTYPHY10 (hopMy HMeJT cam
npolecc KamjaaHus, TpeOoBaBIIUHA BbICOKOH
KOHIIEHTPAIMH BHUMAHHUS, € OTKJIIOUABILIHI
JIaBsILLMK IMKTAT pa3yma, — crocoOCTBOBAJ
HarJIbIBY UyBCTB M SMOLIHI».

[[Tamancku# o6psia npeanoaras
HaJIMuMe YYaCTHUKOB — 3pUTeJieli, B 3TOM
OH MpUOJIMKAJICS K TeaTpasM30BaHHBIM
npeJcTaBAeHUAM, UMest OTpelesIEHHYI0
JipamMaTypruyeckyio CTpykTypy,



OpraHM4yHO coyeTas KAHOHMYECKHE U
MMIPOBU3ALIMOHHbBIE 3JIeMeHThl. B nanHoi
CTaThe UCC/IeyeTcst PoJib LHaMAHCKHX KIOH
B LUMPOKOM KOHTEKCTEe MX AMHAMHYHOCTH

¥ 3HAYMMOCTH B PUTYaJIbHOU MPAKTHKE.

B 3TOM KOHTEKCTE He paccMaTpUBaIOTCS
Takue TUIbl 00PsII0B, KaK paspelleHne
CMOPOB U TpeJIcKa3aHusl, Tie My3blKa

B OCHOBHOM CJIY?KHT JIJIs1 CO3/IaHHUS]
atMocdepsbl. B neue6HbIx 06psiax u
pUTYyasiax CBsI3U C JlyXaMu My3blKa HIpaeT
KJIIOYEBYIO POJib, BBICTYMAs1 OCHOBHBIM
KaHaJoM KOMMYHHKALMK yepe3 KoseOaHust
1 pe3oHanc. OHAKO CYIIeCTBYIOT H
CMelllaHHble 00psiibl, BKJIOYAIOLIHE
o0s13aTe/IbHble KOMITOHEHTbI, TAaKHe Kak
obpalleHHe K lyxam, IHarHocTHKa 60JIe3HH,
MyTellecTBHeE aMaHa B rapaJjiesbHble
M3MepEeHHsl, U3THAHKE 3J10T0 JiyXa W JIpyrHe.
Mx cTpyKTypa cocTtosiia U3 «xapakTepHOH
TPEXYaCTHOCTH, MOCTPOEHHOM 110
ONpeae/ICHHON TEMIIOBOX Tpafjaliiu OT
MeJJIEHHOTO TeMIa K ObICTPOMY U OIISIThb K
Me/JIEHHOMY, UMeJla BCTYITHTENbHYIO 4acThb
(oGpallleHue K JiyxaM ); LIeHTPaJIbHyI0 —
«TyTelIeCTBHE» 1IaMaHa U (PHHAJbHYIO
4acThb, 3aBEPUIAIOLILYIO CEaHC KaMJIaHUs1»
(Hoppal 239).

[lecenHo-nostuyeckoe-
MHCTPYyMEHTaJIbHOE TBOPUYECTBO
L1aMaHoB, KaK oOpasel, HCTUHHOH
UMIIPOBU3aLUH, TpeOOBaJIO 0cOO0ro
BOOOpayKeHHsl U He3aypsIIHOTO
TBOPYECKOTO apOBaHUs1, MPEKPACHOTO
BJIAJIEHHST Markel cJ10Ba, aKTEPCKUMU
KauecTBaMH, KOMIIO3UTOPCKUMH JIAHHBIMH,
UMIIPOBU3aTOPCKUMHU CITOCOOHOCTSIMH,
XopeorpaguuecKUMH JaHHbIMH, 3HaHHE
TICUXOJIOTHH.

[[TamaHnckoe UCKyccTBO, oOJanas
CTYCTKOM TBOPUECKOH MOLIIH,
CBMJIETEJILCTBOBAJIO O KH3HEHHOH
bunocodum, «3aKoAMPOBAHHOMN B
CUMBOJIHKE 3BYKOB, B KOTOPOH CO3HAHHE
JIOCTPAUBAET YC/bILIAHHOE B 11€JI0CTHBIH
ACCOLMATUBHBIN psii», 0600111ast «B eIUHYIO
Xy/J102K€CTBEHHYIO CHCTeMy 00pa3oB —
3TOT MUP ¥ MUP HHOOBITHSI». ApXanuHble
1IaMaHCKHe HaMeBbl, TOCTPOEHHbIE 110 TUITY

MeJIOIMUECKUX peuuTalii — 3aroBOpoB,
KOPOTKHX MECEH CapblHOB, OTJIUYAIOT
pasHoobOpasHble 3BYKOMOAPAXKaHUs roJiocam
JKUBOTHBIX U MTHLL, Pa3/IHYHbIE THIIbI
FOpJIOBOTO TEHHUS.

B pa6ore yKakay JlaypenGekoBa u Enure
TypcwiHoBa “Kazak 6akcbl 6anrepepi”
(1993) paccmatpuBaeTtcst onHa U3 obJaacren
HapOJHON MeIMLIMHbBI, KOTOPAst MOCTOSTHHO
pa3BMBAeTCs B KU3HU Ka3aXCKOro Hapoja
- 9TO lIaMaHu3M. B BbilleykazaHHOM
yueOHHKe MpeCTaBeHbl MOAPOOHbIE
MCTOPHYECKHE 3aMHCH 0 KAa3axCKHUX
L1aMaHax.

3BYyKOBasi KOHCTUTYLIUS 06psiia,

MMes He3aypsiIHYI0 CaKpasibHyI0 CHJTY,
MPOM3BO/INIIA HETIOBTOPUMBIH 3 eKT:
MOLIHbIE yAapbl B OyOeH OblIM HarpaBJeHbl
Ha ycTpalleHue, OTIyruBaHue 3JbIX 1yXOB,
TAWHCTBEHHBIN 3BYK KOOBI3a 3aBOpaKUBaJI
CBOMM MaruyeckuM U MUCTHYECKHUM
BO3/CHCTBHEM, MEJIOJIMYHBIF 3BOH acaTasika
(TTOCOX C KOJIOKOJIbUMKAMH - KOHBIPaY )
NpHBJEKa 1yxoB — apyaxoB. OT/inyasich
MHHUMaJIbHBIMM CPEJICTBAMMU, U, HA TI€PBBIH
B3IJIsA]L, YIIPOLLIEHHO! 3BYKOBOH NaJIMTPOH

1 0COO0H «OecnpeMeTHOCTbIO» , MEJIOANH
capolHo8, UMest SMOLMOHAJIBHYIO U
3CTETHUECKYIO HAMIPABJIECHHOCTD, IapPHJIH
YyBCTBO JlyLLIEBHOTO MOKOS1, TOJHUMAJIH
HaJl MOBCEJHEBHOCTBIO OBITHS B BBICIIHE
JlyXOBHbIE Chephl.

OnucaHue LaMaHCKUX PUTYasioB Mbl
HaxonuM B paborax Hokana BannxaHosa,
Abnewma Tosey6aeBa u ip. (Basuxanos
48; Toney6aes 87). O ToM, 4TO NpH
KaMJIaHHSIX L1aMaH, B rpouecce o0LeHUs
C apyaxamH, UCI0JIb30BaJ KOObI3, U UTO C
€ro MOMOLIbIO OH OTNPABJISETCS B TOUCK
ayu 6osbHOrO, ucas Anbkert Maprynan
(38-39). bnaronaps cakpasbHbIM 3ByKam
KoObI3a, uesioBeK obpeTalst ornpeeseHHble
KauecTBa WK U30aBJIsiica OT HUX, OCTHIaJl
(hyHIaMeHTabHbIX U3MEHEHHH He TOJbKO
CBOEro Xapakrepa, HO i CaMOT0 OTHOLIEHHS
K »ku3Hu. Hajes mamanckoe obsauenue,
MEHSI5l CBOIO CYLHOCTb, LIaMaH oOpeTaJ
CB$13b C MMPOM MEPTBbIX, C lyXaMH MPEIKOB.
Wrpasi Ha KoObI3e, MOTPSIXHBAst acaTasskoM,
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MEHSIsl PUTM, LlaMaH CocoOCTBOBA
MOTPYKEHUI0 BO BHYTPEHHUH MHUP, BbI3bIBast
onpesiesieHHble 00pa3bl, BBOJIUJ B TPAHC.
[IpeporatuBoil 1lamMaHa Oblja Maruyeckasi
MPaKTHKa, OH, KAK UCKYCHbIH Mar, «moyuTas
6oros BepxHero mupa, nobex/aas 3J/blx

1 TUIOTOSIIHBIX yX0B HukHero mupa»,

B CpejiHeM MUpe — MOT YMUJIOCTHUBUTD
«X0351€B 3eMJTH».

PaceMoTpuM CHHOHMMBI CO 3HAUEHHEM
‘MpeacKasaTelib, raiatesb, 3Haxaphb ,
MPOU3BOJHBIMU OT KOPHEH KOr, KOZ —
bag, wag, pag B 3HAYEHUH ‘CMOTPETD,
BUJIETD, CJE€ANUTh, 0603peBaTh, HabGJI0AATD,
3aMEeTHTb, TPUCMOTPETL : JIP.-TIOPK.
bagsi ‘yunTe b, HACTABHUK , KOrumeu
‘mpoBuzell, Ka3. bagsi ‘niaman’, ‘3Haxapb’,
‘yautesib’, ‘HactaBuuK (bBacusos 48),
korumcu ‘nposuzel] (Katinapos 61-71);
Koregen ‘acHOBHMEIL’; Kap.-KaJam. bagsi
‘cKasuTeJsIb FrepoHyecKoro snoca noj ayrap’
(FOnaxun 429), kbipr. bagsi ‘miaman’,
‘3naxapb’ (Onaxun 101), koroogon
‘O6IUTeNbHBIN GoraThiph’ (XycauHoB
409), kuraza, Tar. bajuce, kurence
‘emotputesib’ (Xycaunos 428); 6aiil. sa tan
kuranza ‘nposusel] (Xycaunos 180); Typ.
bakici ‘npenckasaresib, rajanka’; mopc.
rkosmoxkce ‘cmotputens’ (Kybanos 40).

[lepeuncrieHHble seKceMbl
CBHJIETEJILCTBYIOT O TOM, UTO MOHSITHE
‘POpPOUECTBO’ U3JIPEBJIE CBSZAHO Y
TIOPKCKHMX HAPOJIOB C MOHSATUSIMH ‘YUHTD’,
‘BUJIETD’, ‘TIPUCMATPUBATL , ‘HAOJIOIATh
(6ynyiiee, 6osesnb) (PKybano 23).
TosbKo caMbIx cocoOHbIX 3HaxXapel
Ka3axu HasblBasu Oakcol (Bamixanos 52).
O6nanasi Mo3THIECKUM JIapOM, 3HAHHEM
MUDOB U IpelaHuil, OakcoL coueTan B
CBOEM JIHLIe My3bIKaHTa, aKTepa, MeBlia,
JKpela, Jlekapsi, Mara, npopuuare/is,
NpeCTaBUTE/Is1 TAMHCTBEHHbIX 3HAHHH,
YUUTEJIs, CKa3uTeJIsi, COBETHUKA, XPAHUTEJIsI
KYJIbTYPHBIX TPAJULIUH, T.€. PEJUTHO3HbIN
KyJIbT, IEPBOOBITHYIO HAYKY, MEAULIHHY,
MY3bIKY H M033HI0.

Cuzist BepxoM Ha K00ObL3e baKcol
MyTelecTBOBaJ Mo Mupam 6e3rpaHuyHoN
Bceesnennoit, o6cayKuBasi moXopoHHble

00psifibl, COMPOBOKIAJ YMepLIHe JTyLId
B (10JI3€MHBI ) MUP; €r0 MOXKHO ObLJI0
BCTPETUTD Y MOCTEJIH T52KeJ000JBHOTO,
«Ha cBaJeOHbIX MUPLIECTBAX, Y IEPBOTO
OH §IBJISIETCS B KauecTBe JieKkaps, a
y TMOCJIE/IHEr0 MPUCYTCTBOBAJ KaK
JKpeLL UK KOJIIyH, Tpe/icKa3biBast
GyytHocTb MosoabiM» (Kydrun 146).
«[TpOTHB MUCTHUECKHUX CHJI LIAMaH
MPOTUBOTNOCTABJISIN MPEBOCXOJISALLLYIO
MHCTHYECKYIO CHJTy CBOET0 3HaXapCcTBa
¥ napa npensuaenusi» (Fedorova 57).
YTBep:xaas rapmonuto Koecmoca, obnanas
BCEMH aHTPOMOMOP(MHBIMU YepTaMH,
cakpaJibHblll K0ObL3 OblT COyYaCTHUKOM
11aMaHCKOT0 IefiCTBA, MOT y4acTBOBATh
B KOHHOM COCTSI3aHHH, OJIUH 1l1aMaH
BMeCTO cebs BbICTaBUJI KOObL3, IpyTrHe
YUaCTHUKH, 3HAs1 06 ITOM, TIPUBS3AJH €r0
KoObl3 K nepeBy: «/lodu, cobpasuiuecs
Yy unuwa, ¢ yrcacom pazeasdeiu 8
NPUOAUNCAIOUCMCS K HUM 0DAQKE NbLAL
nobedHo ckauyujuil Kobol3, KOMOopoLLL
mauwjua 3a coboll Ha apKaHe 8blp8aAHHOe
¢ KopHem depeso>» (PaumbepreHos,
AwmanoBa 287).

M3BecTHas iaMmaHka rno MMeHH
Ky6ya (1960. Keizbiiopna),
NpUHAJVIEKaBLLIAs! K KATErOPHUH YePHbIX
lIamMaHoB, o0Jiajana HeoObIKHOBEHHOH
BpaueBaTeJbHOH CITOCOOHOCTLIO,
Obl1a elle U npopuuatenbiutei. [To
pacckaszaMm crapblx HHPOPMATOPOB,
OJTHUM M3 MOMYJIIPHBIX OAKCbL CPEn
BOCTOUHBIX Ka3axoB 6bl1 KaiibipxaH 13
pona Tayke (1990. [lUbimkent). Muorna
€ro HazbIBaM «0asa Hakchbl», TOTOMY
YTO LIAMAHCKYIO [1e51Te/IbHOCTb OH Havasl
C I0HOLIecKoro BodpacTta. «Hapsiy ¢
Jpyrumu 3abosieBannsiMu, KaiibipxaH jieun
u 6ecrionue. 1o npuessie Katibipxana 6ai
npHUKasaJs eMy BbICTABUTb B CTOPOHE OT ayJa
6eatyto opty. Haxozsich Tam B oiiHOUECTBE,
OakcoL TPU JIHS IPU3bIBAJ CBOUX JUKMHHOB.
Ha yeTBepThiil 1eHb NpHUKa3aJ/ MPUBECTH
B I0PTY MOJIOIYIO »KeHIIHY. Kak ToJibKo
CTEMHEJI0, OH HauaJl CBOIO <UTPy>.
B cepennne nomenienus ropeJ ouar,
HeJlaJIeKO OT HETO pacroioxKuIach 60JbHast.



Bokpyr cunenu stoan, 6akchl, ceB HaPOTHB
JKEHIIMHbI, cTas urpath” (bacumos 74).
[TpusbiBbl yxoB H6akchl Katibipxana:

O Ilonak MoH, rae Thi?

Benu menst k 60J1e3H1

O Cap6aanak! I'ne Tb1?

BosBbich MeHst, Mo jiyx!

He 6ofiTech JpkMHHOB W HIAHTaHOB!
Hauunatite coe nesno!

«Yepes HEKOTOPOE BpeMsi ero rjiasa
BBIKATHJIUCH: JIepaKa B OJIHON pyKe KOObI3,
OH HavaJ 6eraTh BOKPYT OTHsl U OOJILHOH,
MOTOM €r0 I'oJI0C MOCTENEHHO MOHU3UJICSH,
130 pTa Molija neHa u, mpuceB Ha
KOPTOYKH, C MOJIbOOH U 2KaJIOCThIO OH
npousHec caeytolre ciaopa: — «IIpuuien
JI THI?» ...

3artem OH MOMPOCHJI IaTh €MY TeCTPhIN
apkaH. DTHM apKaHOM Kak IMOsICOM OH CeMb
pasz o0epHy.J TAJIHIO XKEHIIMHbL. 3aTeM
CHOBA M0J] aKKOMIaHeMeHT KoObI3a, Heras
BOKpPYT 6OJILHOH, 3ameJ:

«O moi lonaxk, rae Tbi?
Pa3sBsiku KOHIIbI apKaHa.

3a0/1HO Pa3BsKU y3JIbl
Muorouncsentbix 60Je3Hel.

B nosicuu1ie sKeHUIUHDI.

O ba6a TyxTu,

[lawre! A3us,

[IpocTH, ec/iv y Hee eCThb rpexu».

[Tocsie 3TOrO CHSIT apKaH ¢ nosica
JKEHIIMHBI U 6POCHJ B OTOHb. Ha 3ToM
ceaHc JieueHust sakoHuuscs (bacunos 76).

Kapruna mupa maruieckoro,
CakpaJsibHOTO IAMaHCKOTo obpsiia OyneT
He TI0JIHOH, €CJIK Mbl He OCTAHOBHUMCS Ha
3arajlouHOM peHOMEHEe Ka3axCKOM KyJIbTYphbl
— Muduueckoil urype Kopkyra, cosnatessi
MepBOro B MUPe My3bIKaJbHOTO CMBIYKOBOTO
UHCTPYMeHTa — K00ObL3a, C TeX MOp ero
60XKeCTBEHHOE HA3HAUEHHE — CJIY?KUTh
CpeaCcTBOM 0O1IeHHUs ¢ JyxaMu. KopKbIT —
NepBbIH My3bIKAHT, YUHTENb, TOKPOBUTEJb
Ka3aXCKHX 11aMaHOB U TPAJIMIIHOHHBIX
UCIIOJIHUTEJICH.

Mysvoika Kopkyma conpsiscennas ¢
Kocmocom, Beeaenrotl.

Mysbika KopkyTa, cTaHoBsICh
YKU3HETBOPSAIIAM HA4aJoM, B KyJbType
TIOPKCKHMX HAPOJIOB BO3BHIIIA/IACH JI0

CHMBOJIAa CaKPaJIbHOCTH, 602KECTBEHHOCTH.
B mucax naponos mupa ona
MpeacTaB/siiiach Kak HEKMH mopraJ, ¢
MOMOIIbIO KOTOPOTO MOYKHO BOHTH B IPyroe
uamepenue. [TonoGHbBIF CMBICIOBOH MIaCT
0OHApyKUBAETCsl U B IpeBHErPEUECKOM
muce 06 Opdee, norpysuBlieMcst yepes
MY3bIKY B IpeJieJibl CMEPTH.

TpexypoBHeBasi CTpyKTypa LIaMaHCKHUX
KI0eB (MHCTPYMEHTAJIbHBIN KaHP) eCTh
«My3blKaJlbHasi MPOEKIUS TPUEIMHCTBA
9HEPreTHUECKHUX MoJieH BHYTPEHHETO
(4esIoBeYeCKOro ), 3¢MHOTO H KOCMHY€ECKOT0O
mupoB» (Myxam6eToBa 48). DeHomen
1IaMaHCKOH My3bIKH 3aKJI04aeTCs B
BO3MOYKHOCTH «€JMHEHMUSI, CUSTHHUS C
KocmocoM, He X0JI0HbBIM U 1aJeKuM,
a MPeUCrIoNHEHHBIM COUYBCTBHS U
CoTepeKUBAHHUS, KOTJIa IMYHBIA TyXOBHBIN
OMbBIT CTAHOBUTCS IOCTOSTHUEM MHpa U
caM YHUBepCcyM OOHUMAaeT cJyLiaTesei
MSTKUMH U TEMJIbIMH 3ByKOBBIMU
BuUOpauusamn» (Asz6ekosa CabuHa
[IlapunoBHa), 3actaBJisisi 3aMHpPaTh
cepate. O MUpHUECKOM XapaKTepe
KopkyTa roopsit npeanusi o ero
POXKIEHUU U JloaroJieTd — 295 jiet. B
JIUTEPATYPHBIX U HAYYHBIX HCTOUHMKAX
KopkyT npeacTout: Belum neBLom,
CBSITBIM CTapleM, «TabuobOM», MyIpbIM
1IaMaHOM, TTPOPHULIATEIEM U LIEJUTENEM,
CTapeHIIMHON posia, KPELLOM, COYeTaIOLIUM
MPHU3HAKU KOJIIyHa, My/Ipelia i My3blKaHTa
(PKypmyrckuit 112); B snoce: neBelt-
CKa3uTeJIb, COBETHHK XaHa, KOJIlyH, 3HaXapb
(Kuura moero nena Kopkyra. Oey3sckuti
eepoureckuil 3n0c), Myipbli POPOK.

BaxKHbIM MOMEHTOM B JiereH1ax o
KopkyTe siBJIsIOTCS NOMCKH GeceMepTHs,
BIepBble 3Ta Jleren/ia Oblia 3anucata
B XIX Beke U.BanuxaHoBbiM(65) 1
B.H. bacusioBbim(71). Ecth HeckobKO
BapuaHtoB Mucga o Kopkyre, B Kaxiom
rOBOPHUTCS 0 Boccoznannu Koecmuueckor
[apmoHun, 0ObeIUHSAET UX OJIHO: HEOBITHE Y
Ka3ax0B rapMOHU3UPYETCS U MpeBpallaeTcs
B KocMoc Tosibko My3bIKOH.

Kion Kopkyra, natouime spdext
06€pTOHOB U JJISIIIIEroCs 3ByYaHHs,
CroCcOoGHbBI MepelaBaTh MUPOOTHOLIIEHUS
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KaK BbIpayKeHHEe HEBBIPA3UMOTO, TTOTPyzKast
B PUPOTY COOCTBEHHOTO CO3HAHMS,
MPOHUKAs B TJIyOMHHBIE CJIOH UeJIOBEUECKOH
TICHXHKH, BO3JIEHCTBYS HA HyMHHO3HbIE
nepexkupanusi. Kioll kak ¢/jioll KyJibTyphl,
OCHOBA MCHXOIMOLMOHAJIBHOTO M JIyXOBHOTO
OMbITa, €CTh XY/102KECTBEHHO-9CTETHUECKAsI
(hopma NposiBJAEHUST «STHHUECKOTo 9.

B snoxy HeosinTa 11amaHy OblJ10 BEIOMO,
YTO OPraHU3M YeJIOBeKa eCTb CHCTeMa
BUOpUpYIOLLLAs, a LHIAMAHCKUH KIOH —

3TO U eCTh BUOPaLMH, 0cOObIM 06pa3om
CHHXPOHHU3HWPOBAHHAS U yIOpsioUeHHas,
HanpsiMylo BJAMSIONIAs Ha HACTPOEHHE U
JIyXOBHO€ COCTOSIHHE UeJIOBeKa.

Tepmun xyii B npouecce cBoen
9BOJIIOLIMH BoOpaJ B ce6s MHOrooOpasue
JKU3HEHHBIX SIBJIEHHH Ka3aXxCKOro Hapoya.
TpynHo npeanosoKuTh, 4TO TEPMHH Kyt
He CBsi3aH ¢ yrnorpebJjenrem Maxmys
Kaurapu kog ‘menonus’ (Houtsman 14):
bu jir ne kog uza ol ‘3ra necHsi Ha KaKyto
MeJIofINIn? .

CocraBuresin «J{peBHETIOPKCKOIO
CJI0Bapsi» CBSI3bIBAIOT ROZG C KHTAHCKHUM
yroti, khuog (Houtsman 111). ¥ A6nyab
Kanbipa uou l'anbu (Myparu) B KHure
«3yb6naran-aaBap» pazrpaHMunBaIOTCs
MHCTPyMeHTaJ/IbHAs U BOKAJbHAS My3bIKa:
«Koha — uHCTpyMeHTaJIbHbIE TIbeCHI;
doaa v up — necus» (Divanu Lugat
310). M3 cemn omoHNMHYECKHX KOPHEH,
npeacTaBaeHHbIX B Tpyae A6ayann
Kaiinaposa: xyi 1. ‘mesionust’ B HauboJiblien
Mepe 61130k K Kyii; 1. 1) ‘nosioxkenue’,
‘cocTosinue’; 2) ‘pacriosiozkeHue ayxa’; cp.
KBIPT. <KYHUT ‘TIOJI02KeHHE’, ‘COCTOsTHHE »
(61-71). K.K. IOnaxun, casbiBaet «kyi I1.
‘MeJIo/IUs! 1Sl My3bIKaJIbHOIO HHCTPYMeHTa’
(ry1aBHBIM 06pa3oM, /sl KOMy3a M KblsiKa )»
¢ «kpisK II. (Tounee, Koi1 KoLK, KOA
KoLk (KblaK) IBYXCTPYHHBIH CMBIYKOBBIH
MHCTPYMEHT THIIA CKPHITKH.

PesynbTarthl

CnokoiiHasi MeJsioiust B HavaJse
KI0s1 criocoO6cTBOBas1a POPMUPOBAHUIO
onpesiesIeHHOM aTMocdepsl,
MOJAroTaB/UBaJa caylaTenen K

JNaJbHEHIIUM AeHCTBHSIM; TJIaBHas
4yacTb — CTHUMYJIHPOBAJia olpesie/IeHHble
MOLMH, BbI3bIBaJIa B BOOOpaKeHHH
HeoOX0IMMble acColMallui, BOCITOMHHAHUS
0 TIePEXKUTBIX [IOTPSICEHUSAX; B KOHLIE —
3By4aJia MeJyleHHast, yerokauparoas,
CHUMAlIOLLAs HAMPsKEHKE, peslakCHpyloLas
MeJIO/IHS1, Co3atolliast aTmocdepy
CMOKOHCTBUSA U Osaromnodyuust. Pediekcuu
KIOs1 CIIOCOOCTBOBAJIM MO3HAHUIO HOBBIX,
HEeHM3BEJaHHbIX TalH YeJlIoBeYeCKOH
JIyLLIH, OTKPBITHIO PA3JIHYHBIX aCMIEKTOB
4yesI0BeYeCKOH TICHXUKH.

3BYKOBOI TKaHH L1aMaHCKOTO KIosl
XapakTepeH yTOHUeHHbIH MHHUMAJIH3M
BbIPA3UTEJIbHBIX CPEJICTB, Oe3rpaHnuHast
BbIPA3UTEJbHOCTb KOTOpOro obJanaJa
MOLLHbIM 3HEPTreTHUECKUM T10JIEM,
HACBILLIEHHOCTbIO 00EPTOHOB, OapXaTHBIM
3By4aHHEM, TOHKO MepeatolliMM OTTeHKH
HAaCTPOEeHHUsl, FPaHb COMPUKOCHOBEHHUS
MHPOB — BUAMMOTO U TIOJIHOTO
TakH norycroponHero. Otinyasichb
3JIETUYHOCTBIO, KIOH TauJl Maruieckyio CuJy,
CKPBITBIHA paMaTH3M, HEYJOBUMYIO TalHY
ObITHS1, KaK Iap BBICLLIMX CHJI, HCITOJIHSLI
pOJib KTPAHCMOPTHOTO CPECTBA», TOMOTast
lIaMaHy MyTellecTBOBaTb B MUP Bhiciux
chep, MUP JlyXOB.

Bynyun HezaypsiiHoi JIMUHOCTBIO,
Hakchbl 06J1afas psiIoM KauecTB: «Bepou
B CyLLLECTBOBAHHE BbICLLIETro 60KeCTBa —
Tenrpu, o6pas KOTOPOro acCoLUUPOBAJICS C
«r0JiyObIM HEOOM»; BEPOH B MPOJIOJIZKEHHUE
JKU3HH [10C/Ie CMEPTH; 3HaHHEM 0OLIMPHOTO
NaHTeoHa JyxoB, MPeICTaABUTENH KOTOPOTO,
B COOTBETCTBHH C IyaJIMCTHUECKON
KOHLIENLUEN», ObLJIU 3JIbIMU U 10OPbIMH
(Levy-Bruhl 87); ymennem Bianeth
KOHKPETHOH TpajLIMel: TepaneBTHYeCKUMH
NPAKTHKAMK — TPaHCOM, CHOBHJIEHHEM,
IaMaHCKUMH MTPUEMaMHU, TAHUHBIM SI3bIKOM;
ObLJ1 2KPELLOM, MHCTHKOM, MacTepoM
9KcTasa, 06J1a1al1 criocoOHOCTbIO BXOAUTD
B TpaHc; 06J1a/1a/1 CBEPXbECTECTBEHHOH
CWJIOH, Maruei, ciyzka nocpeHikaMu
MeKIy lyXaMH 1 O0raMu, CTaBUJ 3aLLUTY
OT 3JIbIX JyXOB, HAXOJUJ MIPOTABILIHH
CKOT, yMeJI OTBPallaTh HecyacThs,



rajiath, npejackKasbiBaj Oyayliee, HCUeJsia
COINJIEMEHHHUKOB; OblJl My3bIKAHTOM, IT03TOM,
APTHUCTOM; YMeJl TOHUMATh §13bIK AKMBOTHbIX
1 NTHLL, OJpaxKaTh UX NMOBajkaM; obJaas
pPa3BUTBLIM BOOOPaKeHHEM, MOITHYECKUM

1 My3blKaJIbHbIM JaPOM; BJajiesl THITHO30M,
yMeJ1 KOHILEHTPHPOBATh BHUMAaHHe,
KOHTPOJIMPOBATH BeCh Mpollece, — KOTOpble
0CO3HABAJIMCh KaK (DaKT, CHUCXOXKIEHHS Ha
HEro JiyXoB.

YHMBepca/bHO-ObITHHHOE 3HAYeHHE
pUTyasIbHON MY3bIKH, B COUETAHUH C
COLMOKYJIbTYPHBIMH, 3CTETHUECKUMH,
MICUXOJIOTHYECKUMU (haKTOpPaMH, MO3BOJISIIO0
BOCIPUHUMATh TAKHE KATErOPHH Kak
cMepTh U Geccmeptre. OblIeHHe ¢ lyXaMu,
«BXOKJIeHHe B 00pas», HalloMHUHaJIH
TeaTpasibHoe JeficTBo. He nenas
pasyuuui MexKy ObITHEM M UCKYCCTBOM,
LIaMaHCKasl 1esiTeIbHOCTh OblJla YacThiO
camoi »xku3nu. « MImuraius noBajok,
TOJIOCOB 3BE€PEH U MTHLL B KOHTEKCTE
006psAN0BOH MPAKTUKU, BBIMOJHAIU 0COOYIO
pOJib B T1€PEBOTJIOLIEHHUH LIaMaHa,
CHMBOJIM3HPOBAJIH «SIBJICHUE» JIyXOB-
MOMOLIHHKOB, JIyXOB-TOKPOBHTEJIEH ».
Jlep2xa noji KOHTPOJIEM BCe JIEHCTBO,
LIaMaH 4yTKO pearuposaJl Ha [OBeJeHHe
NPUCYTCTBYIOLLHMX, MAHUITYJIMPOBAJI
(usroTeparneBTHIECKHUMHU CPEACTBAMH,
UMIIPOBU3HPOBAJI HA MY3bIKaJIbHbIX
MHCTPYMEHTaX, HCIO0Jb30BaJ
BCEBO3MOKHbIE TIPUTOBOPHI,
TeaTpasM30BaHHble IBUKEHHUS, 2KECThI,

— MOJHUMAJ HACTPOEHHE, YCMHUPSLI
BO30Y:K1€HHYI0 TICHXUKY. C MOMOILLIbIO
CIIOKOHHBIX, 6€3MSATEKHbIX PHTMOB,
BHYLLIEHHSI U THITHO3a, TPeOOBABILIMX
0COOBIX TIPUPOJIHBIX KAYECTB:

YMEHWUsl, 3HaHHUS1, CHOPOBKH, Maruu
MMIIPOBU3aLLHOHHOTO UCKYCCTBA, — LIaMaH
3aBOPAKHUBAJ JIOJIEH, MTHLL, 2KUBOTHBIX.
Oco6eHHo 6oraTbl KaTapCUCTHUECKUM
BO3J/lelicTBHEM LIamMaHcKue Kion Kopkyra,
— YMHPOTBOPSis, NPOGYK/AsH CUJIbHbIE
YyBCTBA, OHU MIPUHOCHJIM TIOKOH, BJIHSIS
Ha JlylLIEBHYIO U TeJIeCHYIO 100pOJIeTeNb.
O6aanas THATENBLHO BbIBEPEHHOM
My3blKaJIbHO-ipamMmaTypruyeckoi

KOMIO3HLMEH, crietrduuecKm - Cl0KHbIMH
3aKOHAMU MOCTPOEHHS], TIOBbILIEHHON
3MOLMOHAJILHOCTBIO, TeaTPaJU30BAHHBIMU
sthdekramu 1amanckue Kiou Kopkyra,
HachllleHHbIE Crielu(UIECKUMH CPEACTBAMHU
BbIPA3UTEJBHOCTH, MOXKHO OTHECTH K
MPOU3BEJIEHHSIM HCKYCCTBA, apaM BbICLLIMX
cuJ1. MysblKasibHast COCTaBJSAOLIAS
LIaMaHcKoro o6psia, OTJAHYAOLLAACs
foraTefiell CHCTEMOH 3ByKOBBIX 00pa3oB,
crielMpUUeCKUM SI3bIKOM KOMMYHHKAIMH
CO CBEPXbECTECTBEHHBIM MUPOM, — €CTb
JIPEBHEHIINH MJIACT lyXOBHOH KYJIbTYPhI C
0COOBIMH KOHCEPBATHBHBIMU 3J1€MEHTAMH,
M03BOJISOIIUMH paccMaTpUBaTh €€ Kak
yactb Muposnanus. O6s1a1as BHICOKHM
YPOBHEM MY3bIKAJLHOTO MbILLJIEHHUS,
pa3BUBAsACh B CHHKPETHYECKOM €/IMHCTBE
11IaMAHCKOI0 pUTyaJia, My3blKa Obliia

TECHO CBSI3aHA C MUPOBO33PEHHEM H
pUTyaJbHOU MpaKTHKOK Hapoja. baaronaps
COXpPaHUBLIUMCS pUTYyaJiaM KaMJaHHusi

Mbl MOYKEM CY/IUTh O 3aKOHOMEPHOCTSIX
OpPraHU3aLUH My3bIKaJIbHOTO 513bIKa,
CTPYKTYyp€e My3blKaJIbHOH TKaHH,

TeXHHKE KCTa3a, JyXOBHO-MHCTHUECKOM
COZIepzKaHUM, CUCTEMbl MUPOTIOHUMAaHHSI.

C nomol1Ipio IMaNEKTUKH CaKPATbHOTO,
3HaHUs OOraTCTB YCTHOIO HAPOIHOTO
TBOpYeCTBa, MU(OB, 310Ca, NCUXOJOTHH
yeJloBeKa, 11aMaH UCIOJIb30BaJ MY3bIKY
KaK MCUX0Teparuio (BJUsJ Ha CTPeCCOBble
CUTYalUMH, MOBbILIAJ Pe3epBHbIe
BO3MOYKHOCTH OPraHu3Ma ) U TICHXOJIOTHIO.
Kak G/1ecTsiini 3HaTOK 4e/I0BEeUeCKOoro
MOBEJICHUsI, LIaMaH MOT aKTUBMPOBATh
MEKJIMYHOCTHYIO KOMMYHHKALIHIO,
obecreyrBas KOHTaKTHOE OOLLEeHHE.
Takxke My3blKa MOTJ1a HTPaTh COLUAJBbHYIO
M 9CTETHUECKYIO POJIb, BJIHUSIOLLYIO
Ha 3CTeTHYECKHE MOTPeOHOCTH, Ha
M0JI02KUTEJ/IbHbIE CIBUTH B SMOLIMOHAJILHOM,
MHTEJJIEKTYaJIbHOM, JINUHOCTHOM acriekTe,
Ha OLLyllleHHe COOCTBEHHON 1IeHHOCTH.

O6nanasi peHoMeHaNIbHON TEXHUKOH,
ILIUPOKOH aMIJIUTYIOH, (haHTaCTHUECKOH
CKOPOCTBIO U CHJIOH, 1lIaMaH U3BJIeKaJl
3BYKH, HAMOJIHEHHbIE BHYTPeHHEeH cBOOO10M
M MOLIHOH 3HEpreTHKou. Arnoreem
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BUPTYO3HOTO HHCTPYMEHTA/IM3Ma 11aMaHa
OblJIM MHOTOYHCJIEHHbIE MHTEPMEIMH
C TOUHO BbIBEPEHHBIM CIOKETOM,
NPOJIYMaHHON ApaMaTypruen.

C noMou1bio My3blKaJIbHbIX
MHCTPYMEHTOB, CBSI3aHHbIX C
KyJIbTOBBIMH J€HCTBUSIMU U aCTPaJIbHBIMHU
npeJicTaBAeHUsIMU, aHTPOIOJIOTHYeCKast
KOHCTPYKILIUSI KOTOPBIX Obl/1a CBsI3aHa CO
Bcesnenckor rapmonmeit, maman BoBJsieKasl
B COBMECTHYIO MeJIMTAL1IO, BO3BbILLIAJ
JyLy, YMHPOTBOPSLI cepjiie, obecreunBai
CaKpaJsibHyIO CBSI3b C BBICLIUMH MHPAMH.
Otsnyasicb pagHoo6pa3HbIMU 3BYy4aHUSIMU
— OT 'POMOIIOI0OHBIX YAAPOB C PE3KUM
OpsilaHueM 10 HeXKHEHIIero 1ieJecta,
HerpepbIBHOTO MSIFKOT0 JIACKAIOILLEro 3ByKa,
COTPOBOXKIAEMOTO0 JIETKHM 3BSIKAHBEM,
11aMaHCKasl My3blKa rapMOHM3MpoBasia
COCTOSIHME, BJIMslIa HAa BooOpaKeHue,
006pa3HOCTb MbILLJICHHUST, HHTYHLHIO,
HarnpasJisijia ICUXHYECKYIO SHEPTHIO B MUP
MbICJIH, haHTa3nu 1 4yyBcTB. CXBaTbIBast
COKPOBEHHbIE IBKEHHUST BHUMAIOLLEH
ayJIMTOPHUH, KHBYIO HUTb 3CTETHYECKOIO
conepexKMBaHusl, Mpeionpeiesiole
JIyXOBHBII B3JIeT, — LIaMaHCKasl My3bIKa
— eCTb pe3yJsbTaT CO3HaHHsl, LEHHOCTHO —
HeNoBTOPUMOE sIBJIEHHE, IHEPTreTHUECKOe
Opy2KHe MaruuecKoi rnpeiHazHaueHHOCTH.

OCHOBHbIE MONOXEeHUS

B craTbe onucbiBaeTes LaMaHCKUH
puTyas 1 00CyK1aeTcsl poJib U 3HaUeHHe
MY3bIKH B lIAMAHCKOH KYJbTYpE,
0COOEHHOCTH €€ BO3[CHCTBUS Ha INICHXUKY
U IyXOBHbIA MUp Jitofel. Mesoaust Krosi
paccMaTpUBAETCs KaK My3blKaJlbHbIH 2KaHpP,
CO3JIAIOLINI OTpe/iesIeHHyI0 aTMochepy,
CTUMYJIUPYIOLIMHA SMOLMH H BbI3bIBAIOLLIUA
acColMalNK, CITOCOOCTBYIOUIMN peslakcaln
U CO3JIaHHIO OLLYLIEHHs CTOKOHCTBHSI.
PaccmarpuBaercst Tak:Ke MUCTHYECKAsT CHIla
KIOS1, BEIPAXKEHHAS! B €70 My3bIKaJIbHOM
MHHHMMaJIM3Me H ClIOCOOHOCTH BbI3bIBATh
TPAHC U CBSI3b C IyXaMH.

JlaJsiee onuchIBalOTCS XapaKTePUCTUKH
LIaMaHa Kak JINYHOCTH: Bepa B BbICLINE

CWJIbI, 3HAHWE PUTYAJIOB U TPAAHULUH,
CMOCOOHOCTH K HCLeJIEHHUIO, Maruu 1
MY3bIKaJIbHOMY TBOPUECTBY. Y TBEPKAAETCS,
YTO [IaMaHCKasi My3blKa UTpaJia PoJib He
TOJIbKO B PEJIUTHO3HBIX 00psiax, HO U

B OOLIEHHH C lyXaMH, TICUXOTEparuu 1
COLMOKYJIbTYPHOH MHTErpaLyy.

B crartbe Takxke nopuepK1uBaeTcs
3CTETHUECKOE 3HAYCHHE LIAMAHCKOH
MY3bIKH, €€ ClT0COOHOCTb BJHATh Ha
SMOUMHU U MbILLJIEHHE, a TAKXKe CBSA3b
C KyJIbTYPHBIMH U PUTYaJIbHBIMH
acrekramiu »KusHu Hapoja. lllamanckas
My3blKa paccMaTpUBaeTcsl Kak
BbICOKOOPTaHH30BAHHOE HCKYCCTBO,
CMOCOOHOE BJIHATL HA CO3HAHHE U TyXOBHYIO
MPAKTHUKY JIIOJICH.

3aKknwyeHue

[IlamaHcKHe KoM, KaK camble peBHUE

¥ apXxauuHble B My3blKaJbHOM

hoJIbKIIOpE, CITYKUJIK OCHOBOH

JlyXOBHOH KYJIbTYpbl, TOMOTaJIH
yCIElHOH OPHEHTALUK B OKpY2KatoLleM
MHUpe, ONpPeeIsiiv AKU3HEHHbIe

IIEHHOCTH 3THOCA, OCYLLECTBJISAIN

3aLLUHUTY HE TOJBKO COLHMAJBHOTO,

HO U (DU3UYECKOTO CAMOYYBCTBHSI.
Otnnuasich (hyHKIIHOHAJIBHOCTBIO,
MH(pOPMALMOHHOH HAMTOJHEHHOCTbIO,
€MKOCTbIO, IPOCTPAHCTBEHHON
HEPTeTHKOM, PUI0CcOpCKOou
C03epLAaTe/IbHOCTbIO, Heyle pAKHMOH
HACTYIATEJNbHON SHEPreTUKON PUTMA,
peryaupys HarpsizkeHue, l1aMaHCKHe KIOH,
MPOEKTUPOBAJIH SHEPreTHYECKoe MoJie
HepasziessieMbix MupoB. [llamanckue Kiou,
MOCPEJICTBOM PETYJIMPOBAHHUS HATIPSKEHUS
1 TIPOEKTHPOBAHMST IHEPTETHUECKOTO
MoJIst CO3/1aBaJii TAPMOHHUIO, B KOTOPOH
coennnsiinck Myasbika, Koemoc,
Hacrosiiee ¢ Beunnim, 3emnoe ¢
Kocmuueckum.

B naHHO# cTaTbe Mbl MOMNbITATHCD
paccMoTpeThb LaMaHCKHH pUTyall
KaMJlaHHs1, ero JyX, KOHLETMIIHIO CTPOeHHS,
TalHbl CAKPAJIbHOTO MY3bIKaJIbHOTO
mupa. PaccmoTpeB npesiesibHble



COCTOSIHHS 1IIaMaHa Kak My3bIKaHTa,
JIyXOBHOTO MHPa KakK KyJIbTypHOH Cpe/ibl,
copmupoBasiock npeacTaBaeHue 06
MCIMOJIb30BAHUH MY3bIKH B PUTYaJIe, O
CTAHOBJIEHUH KYJIbTYPHOTO KOJa, CTHJIEBBIX
0COOEHHOCTSIX, 2KaHPOBBIX (POpMaXx Kiosl.
JKaHphbl Kios MO3BOJISIIOT OTHECTH €10 He
TOJILKO CYry00 K 9CTeTHUECKHM, HO U K
MHPOTMOPOKIAIOUIAM, MUPOMOJIETUPYIOLIHUM,
MHPOpENPe3eHTUPYIOIIHM,
MHPOrapMOHHU3UPYIOLLIMM (peHOMEHaM.
JKaHphl Ktost OT/IHUAIOTCS MEJIOANYECKUM
6J1eCKOM JIHPUUECKHUX (POPM, CTPOHHOCTBIO
MY3bIKaJIbHOH PUTMHUKH, U3SILLIECTBOM
MY3bIKAJIbHOTO $13bIKa, BOKAJIbHO-
MHCTPYMEHTAJILHOH HMITPOBH3aLUEH,
BIHCAHHOCTbBIO B CTPYKTYPY MUPa, U
o61ecTBa. PutyasbHble TEKCThI IAMAaHCKHX
00PSII0B CTPOSITCS B COOTBETCTBHH C
npaBUIaMi METPUUYECKOH OpraHu3aluu
0OpsIIOBOTO CTHXA, MPEJICTABISIOLIEH
8-CJI02KHYIO CTPOKY TJle pUTMHUYecKast
OpraHusauust pUuTyaabHON MEJOAUKH,
KPUCTAJIIU3YETCS B 4 - CJI0XKHBIX
PUTMHUYECKHX POPMYJIax MEJIOJIHH.
Cneuuduka TeMOpOBOI OpraHu3allu
11aMaHCKOTO MEeHUs CBI3aHa ¢
MCI0J1b30BAHHEM MapKHPOBaHHBIX TeMOPOB
(cneuucuueckue TeMOPOBbIE MPUEMbI,
OTHOCSILIMECS K HMHUTALIUH TOJIOCOB 3BEpei
v ntul) (Jlo6:kanckas 37). Mcnonb3oBanue
8-CJI0XKHOM CTPOKH SIBJSIETCS 0OLIMM
9JIEMEHTOM B IIaMaHCKHUX TPAJUIIHAX
CeBEPHbIX HAPOJIOB, TAKUX KaK CaMOJMICKHE
TPYIIbI, U TAKXKe BCTpeyaeTest B 06psiiax
Ka3axCKux 1mamaHnoB. O6e Tpajuinu
MCIOJIb3YIOT 9TH MO3THYECKHE POPMbI

JUIS1 yCUJIEHUST PUTMA U CTPYKTYPbl CBOUX

00psII0B. DTa METpHUECKasl cxema omMoraeT
B 3alTOMHUHAHUK M YCTHOH nepeaaye
00PSIJIOB, UTO SIBJISIETCS] HEOTbEMJIEMOH
YacThblO LIAMAaHCKUX NIPAKTHK B 00eHX
KyJIbTYypax.

Onwupasicb Ha pa6oty TypcyHoBa Enbire
(245) «BosnukHoBeHHe GAKChI, aKbIHOB,
CIPU U 2KbIPAy» MOKHO OTMETHUTh, YTO B
CTHXOTBOPHOM CTPOE KbIpay, HAMOJHEHHOM
Maru4eCcKou CEMaHTUKOM, € CKPbIThI»
cakpaJibHble KOJibl U KPUMTO(MOHBI
(TailHble 3ByKOBbIE KPUIITOTPAMMBI ).
Takasi cBoeoOpasHas mosTHuecKas peub
B CBOMX MCTOKAX BOCXOJUT K L1AMaHH3MY.
Taknm o6pasom, MepuTOKpaTHS! (MPHHLLUI
yrpaBJieHHs1, COrJIACHO KOTOPOMY
PYKOBOJSILLIHE JI0JAKHOCTH JOJKHbI
3aHUMaTb HanboJIee CrocoOHbIE JIIO/IH )
JlaeT NMo3TUYECKOH peyn Kblpay 0cobyo
«CTPOroCTb» U ua0codeKyto rayouHy,
co3JaeT BeJIMYeCTBEHHYIO TBOPYECKYHO
MaHepy, obJazatoliLyto 6e3yrnpeuHbIMi
XYJ102KECTBEHHBIMH JIOCTOHHCTBAMH.
[IlamaHcKast My3blKa U My3blKa ¢ KOObI30M
MIOMOTatoT BO3BbICUTBLCS M NTOUYBCTBOBATH
NOTyCTOPOHHUI MUp. My3bika 1aMaHOB,
CYLLECTBOBABILIAsA B YCTHOH KyJIbType, B
CHJy CBOEH CHIOMHUHYTHOCTH, HE MOTJia
COXpaHMTb CBOEH MepBOHAYAJIBHOH
cylHocTH. [lepenaBaemasi U3 nokoJieHus
B 110KOJIeHHE, NPHOOpeTast HOBble
(hopMbI, CMBIC/IbI, OHA MO-TIPEKHEMY
JKUBET B COXPAHMUBLIMXCS] MaTepHasiax
HOTALMK U 3AMUCSIX IIaMaHCKHX
00OpsJI0B, He MepecTaBast yAUBJISATh
CcBOEH KOMITO3ULIMOHHOH LIeJTOCTHOCTBIO,
MHOTOCJIOMHOCTBIO, KOCMOLIEHTPU3MOM,
MOrPAaHUYHOCTDLIO IPOCTPAHCTBEHHBIX 30H,
MaclTabHOCTbIO U YHHBEPCAJIbHOCTBIO.
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ApmaHn )Kyne6aes

TemipGek YKypreHos aTbiHIaFbl Ka3aK YJITTHIK 6HEP aKajeMUsiChI
(Anmatol, Kazakcran)

I'ynem ApkaGaesa

Kypwmatrasbl atbinarbl Kasak yiITThik KOHCEPBATOPHSICHI
(Anmatol, Kasakcran)

CANTTbIK F¥PbINTAPAAFbI KUEN MY3bIKA oJIEMIHIH, CEMAHTUKAJIbIK EPEKLLEJTIKTEPI

AHpaTna. Kasak XanKblHbIH A3CTYPAi M3AEHN MypacbiHbiH Kypamaac 6eniri 6onbin caHanaTbiH
LWaMaHAbIK FYPbINTbIK PACiMAI, OHbIH CEMAHTMKANbIK epeKLLenikTepiH 3epTTey api Tanaay KaxeT. byn
YKYMbICTbIH, KaHALLbINAbIFbI KAa3aK M3AEHUETIH M3AEHU XaHE TEPMUHONOTUANBIK TYPFbIAAH TYCiHYAE,
paciMAi MaTepuanablik aHe berMaTepuanablk AyHUenep Typanbl TYCiHIKTEPAiH ©3apa dpeKeTTecyiHiH,
LWapbIKTay LWeri peTiHae 3epTTeyiHae, 6aKkchiNbIK FypbiNTapAarbl My3blKaHblH, KypblUlbIMAAY, YANECTipy,
9NeMAi yAri eTy MafblHACbIHAA XaTblp. OAicTepi. bakcbinapabiH, CUHKPETTIK pUTYanaplk apekeTTepi,
OHbIH, iWiHAe MONMINEMEHTTEPMEH KaTap, Ta3a BOKa/Abl-aCNanTblK 3NU304TapAblH, aiTap/bIKTan
6eniri FypbINTbIK MaHre ne. Onapabl Xy3ere acbipyAa BOKanAbl-aCnanTbiK, MUMMPOBU3ALMS Kambl
FYPbINTbIK KeleHHiH Kypamaac 6eniri peTiHae MaHbI3abl pen atkapagbl. bis canTTbik MaAeHUETTI Tek
3THOrpaduANbIK XXaHe hONbKIOPAbIK KOHTEKCTE FaHa eMeC, COHbIMEH KaTap My3blKanblk Mypana Aa
KapacTblpambi3. bi3 anfal peT 3 caHacbiHbIH TabuFaTbiHa Boinay, MenuTaums, WbiHaMbl dN1eMHeH
anwakTayapl 6inaipyre kabineTTi, TbINCbIM, XXaHAbI, )KOMbIIMANTbIH WaMaHAbIK, pUTYyanmibl My3blKaHbl
3eptTeaik. LLlaMaHabIK paciMMeH 6ipre, My3blka 83iHiH pyxaHu 60aMbICbIHA 6alaHbICTbI CANT-A3CTYP
MafeHueTiHAe 6acTbl opbiHFa Me 6onabl. LLlaMaHabIk canT-KopaHbl TapuUX NeH M3AEHWET TEOPUSCHIHbIH,
TEPMUHONOTUSHBIH, 3epTTey CaNaCbIHbIH, KYpAeni KyObiibiCbl peTiHAe 3epTTey CanT-AaCTypaeri
My3blKaHblIH, QYHKLMOHANAbIK, MAKCATbIHbIH, SBOMOLUMANbIK YAEPICiH, My3blKaNbIK TiNAIH CTUAT MEeH
epeKLenikTepiH, AblObICTbIK, KOHCTUTYLMSAHbIH, KMeNi pefiH MEHTANUTETTIH, LiHU-MUDONOTUANbIK,
acnekTiCiHe Heri3aenreH, CeMaHTUKabIK MafblHaNap NaNMTPACbiHA Me MOE0NOTUSbIK KaTeropus
peTiHAe KapacTblpyFa MyMKiHAiIK 6epai. HaTwxenepi. FypbinTbik ayeHAepAiH KOMMO3ULMANbIK KYPblTbIMbI
MEeH CeMaHTUKanbIK Ma3MyHbl AYHUEHI Kabblnaay npoueciHAeri KOCMOTOHUANbIK, KbI3METIH aHe
FapbILWTbIK, Fanamablk, chepanapibiH, xepaeri 6o1MbicneH e3apa 6ainaHbICbl MEH KATbICTbIbIFbIH
aHbIKTayFa MYMKiHAiIK 6epai. FypbinTbIK CanTTap A3CTYPAi My3blKa MILAEHMUETIHIH MAEANbIK, XAHPIbIK,
TiNOIK )XaHEe CTUNbAIK epeKLlenikTepiHiH capkpliMac KaiHap ke3i 60nbin Tabbnagbl. CUHKPETTIK
©HepAiH aTpMbyTbl peTiHae, 0N TeK KYNbTTiK QYHKLMSNApAbl FaHa eMeC, COHbIMEH bipre aneyMeTTik,
3CTeTMKaNbIK, KEPKEMAIK, MOPabAbIK, STUKANbIK, CEMAHTUKANbIK KYHAbUIbIKTapAbl BipikTipeai. EH keHe
FYPbINTbIK CANTTAPAbIH, KYPbUTbIMABIK YATICI WAaMaHAbIK, PACiM MPOLLECIH TeK KYNbTTiK QYHKUMSNapabl
FaHa eMec, COHbIMeH bipre aneyMeTTiK, 3CTeTUKaNbIK, KOPKEMAIK, MOPabAbIK, STUKANbIK, CEMAaHTUKANbIK,
KYHAbIbIKTApAbl BipiKTipETiH CUHKPETTIK eHepAiH aTpubyThl peTiHAe aHblKTayFa MyMKiHAIK Bepai.

TyiiiH ce30ep: lWwaMaHAbIK FYPbINTbIK PaCiM, CUHKPETTIK FYPbINTbIK SPEKETTEP, KMENi acnanTap,
TEPMUHAEPAIH CEMAHTUKANbIK cunaTTaManapsl, 6akcbinapabiH CUKbIpabl Taxipubeci, Fanam MeH agampbl
yinectipyaeri My3bikaHblH, peni.

Aaiiexce3 ywiH: ApMaH, XXynebaes, xaHe [yncm Apkabaesa. «CanTTbIK FypbiNTapaarbl KMeni My3blka
d/M1IeMiHiH, ceMaHTUKanblK epekweniktepi». Central Asian Journal of Art Studies, 7.9, N2 2,2024,53-73 6.,
DOI: 10.47940/cajas.v9i2.878

Anfeic. bi3ni konaaraH xaHe Makana KomkasbachlH a3y boibiHWwa H6aFa xeTnec keHectep bepreH
apinTecTepiMisre pu3aLlblibiFbIMbI3abl Bingipemis.

Asmopnap Kom«a3baHwlH COHFbI HYCKACbIH 0KbIN, MAKY/10a0bl #aHe Myddenep Kalilubl/blFbl HOK
ekeHoieiH Manimoelioi.
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CEMAHTMYECKME OCOBEHHOCTM CAKPAJTbHOIO MUPA MY3bIKN B PUTYAJTbHbIX OBPALOAX

Arman Zhudebaev

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

Gulsm Arkabayeva

Kurmangazy Kazakh National Conservatory
(Almaty, Kazakhstan)

SEMANTIC FEATURES OF THE SACRED WORLD OF MUSIC IN RITUALS

Abstract. The importance of studying one of the components of the traditional cultural heritage of the
Kazakhs - the shamanic ritual rite, its semantic features, is obvious and requires serious analysis. The
novelty of this work lies in the cultural and terminological understanding of Kazakh culture, the study
of ritual as the culmination of the interaction of ideas about the material and immaterial worlds, about
the structuring, harmonizing, world-modeling meaning of music in shamanic worship.

Methods. The syncretic ritual actions of shamans, which include, along with polyelement ones,

a sufficient number of purely vocal and instrumental episodes, have ritual significance. In their
implementation, vocal and instrumental improvisation played an important role as an ingredient of
the general ritual complex. We consider ritual culture not only in the context of ethnographic and
folklore, but also musical heritage. For the first time, we investigated the mysterious, lively, non—
corruptible shamanic ritual music, capable of expressing the inexpressible - to immerse oneself in the
nature of one’s own consciousness, meditativeness, detachment from the real world. Accompanying
the shamanic rite, music occupied a central place in ritual culture due to its spiritual nature. The study
of shamanic ritual as a complex phenomenon within the framework of the research field of history
and theory of culture, terminology, allowed us to consider the process of evolution of the functional
purpose of music in ritual, the style and features of musical language, the sacred role of the sound
constitution as a worldview category based on the religious and mythological aspect of mentality,
possessing a palette of semantic meanings.

Results. The compositional structure, semantic content, made it possible to identify the cosmogonic
functions of ritual melodies in the process of perceiving the world, the relationship and involvement
of cosmic, universal spheres with earthly existence. The structural model of the oldest ritual rituals,
as an inexhaustible source of ideological, genre, linguistic and stylistic features of traditional
musical culture, allowed us to define the process of shamanic worship as an attribute of syncretic art,
combining not only cult functions, but also social, aesthetic, artistic, moral, ethical, semantic values.

Keywords: Shamanic ritual rite, syncretic ritual actions, sacred instruments, semantic characteristics
of terms, magical practice of shamans, the role of music in the harmonization of the Universe and man.
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MYTHOLOGICAL IMAGES IN
EMBROIDERY OF TURKIC
PEOPLES

(TO THE STATEMENT OF
THE RESEARCH PROBLEM)
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Abstract. The embroidery of Turkic peoples is a unique phenomenon in all respects. More than one
generation of scholars has been studying it step by step, reconstructing the semantic context of both
the thing itself, its role in rites and rituals, and its form, ornamentation and colouring. The problem of
reflecting archetypal motifs and mythological images in the art of embroidery occupies a special place
in scientific research. With all the diversity of ethno-variants of embroidery: Uzbek, Karakalpak, Kazakh
and others, it traces common images: Heavenly Father (deified Cosmos), the Great Mother in different
variations - Umai, Ot-Ana, Zher-Su and other significant semantic constants of culture. In the process
of research it was found out that the visual representation of archetypal images and motifs could be
expressed from concrete anthropomorphic images to abstract word signs, i.e. had direct or indirect
expression. The traditional practice of embroidery shows that ‘communicants” in the foreseeable
period used indirect strategies much more often than “direct” ones, which is quite understandable by
the Islamic paradigm - the prohibition of depicting living beings. These indirect statements in the most
general form are characterised by a divergence of form: graphic and colouristic design. But, they were
always understandable and clear for others. Of course, the main factor influencing the interpretation
of indirect “statements” is the context in which embroidery is involved. This can be both the decoration
of clothes, and the ritual and ceremonial function of embroidery itself in the bosom of culture.

The study was carried out under the grant of the Ministry of Science and Higher Education of the
RK IRN AP23488164 - “Traditional and contemporary art of Kazakhstan in the focus of visual studies:
iconography, semiotics and discourse”.
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Introduction

mbroidery never ceases to attract the
attention of researchers from different
perspectives. In some cases, it is seen
in the context of anthropological design
(Sofie Verclyte and Catherine Willems), in
others as part of the creative industries and
a source of livelihood for women in India
(Rinku), in the following as a way of socio-
cultural tool for women’s empowerment
(Justine Dol and Helen Hambly Odame),
as an archaeological artefact and a piece of
historical information (Emanuela Cristiani
and Du$an Bori¢), gold embroidery
as a propaganda of the power of holy
[slam (Juan de Lara). The functions of
zoomorphic images in embroidery are
also considered (E.F. Fursova). A richly
illustrated catalogue devoted to Uzbek
embroidery (Kate Fitz Gibbon and Andrew
Hale) is also attractive.

The focus of this article is aimed at
identifying the features of some common
motifs and images reflected in the art of
embroidery of the Turkic peoples. Hence,
the hypothesis of the study is based on
the idea of the global basis of embroidery
of Turkic peoples - common archetypal
motifs and images. In turn, the latter (a
certain set of them), albeit in coded form,
are manifested in different variants or
variations. The attempt to substantiate
this position is the main goal of the present
study.

For the first time the problem of
reflection of archetypal motifs and images
in the Kazakh embroidery ornament in the
context of world culture was raised by the
famous ethnographer Sh.J. Tokhtabaeva
(2020). Relying on her work, as well as
researches of no less famous scientists
such as: N.R. Akhmedova (2021), K.B.
Akilova (2015), E.F. Gul (2013; 2018;
2019), L.V. Bogoslovskaya (2019), A.A.
Shevtsova (2007), etc. we tried to isolate
the most universal archetypes and see their
functioning in different ethno variants of
Turkic peoples.

However, the traditional art of
embroidery of the Turkic peoples as a bright
holistic artistic phenomenon is still an
understudied issue. There is practically no
comprehensive approach
to the analysis of embroidery of Turkic
peoples, although some Uzbek and
Karakalpak embroideries have been studied
at a high methodological level and can
serve as an example of productive study and
comparative analysis, which will allow us to
reach new horizons of research.

The present study, as already mentioned
above, sets itself a more modest task - to
try to identify common mythological and
archetypal images and motifs in different
ethno-variants of embroidery of Turkic
peoples and, in general, to point out the
need for the prospectivity of such studies.

Methods

For us, a priori embroidery plays a
significant role in traditional culture
and represents a historical heritage, a
way of artistic expression and narrative,
the transmission of traditions, and even
more importantly as a way of visual
representation of archetypal images and
motifs of Turkic culture.
Hence, the research methodology is
based on stylistic analysis, semiotic and
comparative approaches, which allows
us to approach the consideration of the
phenomenon of embroidery
as an artistic text.
Of course, the study also used general
scientific methods of observation,
comparison, analysis and synthesis.
The material of study in the field of
traditional embroidered items was the
field research of the author of the article
on the study of the funds of the Russian
Ethnographic Museum (2019-2021)
and a number of famous museums of
Kazakhstan - the Central State Museum
of the Republic of Kazakhstan and the A.
Kasteev State Museum of Arts.
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Discussion

Anthropomorphic images and attributes
of gods. The archaic and universal pair
of ancestor gods are Heaven-father and
Earth-mother. In view of the lack of specific
and proven images of Turkic deities in
embroidery and textiles in general, let us
turn to archaeological materials. One of the
earliest visualizations of the divine pair is
the Sulek scripture, the rarest case of the
depiction of Tengri and Umai (Kyzlasov
49). The rock art plot is a drawing of
two faceless images in three-horned
headdresses (conventionally)
in a tent (Fig. 1). In the foreground are
two large rams, comprehended as carriers
of divine grace, hvarna. The left character
Tengri sits on a throne-tent, and the female
figure is located on the right. The shape of
the tiaras on the heads of the characters
varies.

A woman in a three-horned headdress,
playing an obviously significant role in
the life of the community, is depicted on
a famous boulder from the Kudyrge burial
ground (Altai). A similar image of a woman
in a similar headdress is found in the Chu-
[li interfluve (Kazakhstan).

Fig.1. Sulek scripture. Scene with heraldically
opposing mountain rams. Drawing by [.L. Kyzlasov
(Kyzlasov, 1998: 41)

Another visual representation of the
divine couple is presented on a wooden
carved composition from the settlement of
Kuiryktobe in the Otrar oasis (excavations
by K. Baipakov). According to M. Kozha,
Tengri and Umai are represented on the
carved board. On the left side there is a
male deity on a throne in the form of a

figure of two winged camels. To his right is
a female deity sitting on a throne (34). In
the palace interior, the carved composition
was located under the arches in the central
throne room of the main hall, behind the
ruler’s back. Tengri is depicted on the
throne wearing a crown with stepped

teeth and holding a rod in his hands. The
zoomorphic throne of the character
attracts attention, where the legs are
represented in the form of lion’s paws (lion
guardian and symbol of royalty),

the body of a bird with raised wings
(heavenly sphere) and probably the head of
a wolf (universal totem of the Turks).

To the left of the central figure is a
goddess holding a bow in a quiver. The
headdress of the heroine resembles horns.
Umai is depicted with a human head “in the
form of a fantastic animal with a horse torso
and horse legs, wings of a bird and heads of
a goat and a ram” (Leather 40), i.e. a man
(woman) fantastic animal
(dimorphic creature). Tengri’s throne,
as noted above, is an artistic synthesis of
different “animal” elements (Fig. 2).

Fig.2. Ancient Turkic deities Tengri and Umai on
zoomorphic thrones. The central composition on the
north-west wall of the main hall of the palace
Kuyructobe. Otrar oasis (Leather, 2015:38)

Anthropomorphic images, mostly female
are found on embroidery. 1. Bogoslovskaya,
studying Karakalpak embroidery writes:



“although the depiction of female figures
is quite rare for embroidery, nevertheless,
we can associate them with the image of
the Goddess-Mother, known from ancient
terracotta plastics”, and “the lower part

of these figures depicts a drop-shaped
element, which is associated with the
foetus of a newborn baby coming into the
world” (183).

A. Morozova mentions a realistic
depiction of a woman-goddess on the
embroidery of Turkmen women’s wedding
dressing gowns - igdyrok (REM No. 5975-
5): the figure stands full-length in full-face
with her hands and fingers spread out in a
long dress, with a ray-shaped
headdress on her head and massive
pendants in her ears (67).

From the indicated realistic images
(rock art, wood carvings and embroidery),
though different in time, attributed by
experts to the depiction of the main Turkic
gods, we can see that their attributes are
most often crowns with horns and stepped
teeth (or headdress in general), throne,
rod (Tengri), bow and arrow (Umai), and
their divine power is emphasised by the
presence of ‘animal’ elements. These
attributes logically should be reflected in
the embroidery ornament.

Results

Ornament and the pantheon of Turkic
deities. The image of Tengri. According

to S. Ayazbekova one of the most ancient
signs depicting the sky god Tengri,
preserved and now in the Turkic peoples,

is the sign “aji”. Presented in the form of
an equilateral cross, it denotes the pro-
beginning, the Universe, the indestructible
World, from which everything originates
and to which everything returns (10). If this
interpretation is correct, then it follows with
all certainty that the cross-shaped figure
with horn-shaped curls is widely used in the
art of Turkic peoples, poetically named by
E. Gul and E. Smagulov “steppe mandala”
can be called the image of Tengri - it is “a

model of the world, a divine ideogram, a
symbol of fertility and protection. Turned
to the cosmos, this symbol was a kind of
incantation to the world and reason” (273).

The semantics of the cross-shaped
figure with horn-like curls is associated
with the motif of the sun (rosette), often
depicted on men’s clothing. Richly
decorated clothes were worn mostly by the
young, which could reflect ideas about age.
For example, the Kazakhs say about the
age of a 40-year-old man: “laulap turgan
otpen ten” - the age of “flaming fire”. The
decoration of men’s costume with the motif
“tabaksha” can be read as a reflection of the
idea: “sun - circle (rosette) — fire”, i.e. the
owner of the chapan is a man in the prime
of life. In turn, the Khakas considered the
rosette as a symbol of the Sun goddess Kun
and it was used to decorate festive women’s
coats of the Sagai and Kyzyl people.

One of the attributes of Tengri according
to Bashkir mythology is a fiery whip-zipper.
The latter in Turkic embroidery is expressed
through the pattern “snake-kamcha”
(whip), considered a powerful amulet. In
archaic man is understood as sky, rain,
lightning and thunder, i.e. everything that
is connected with the sky, heavenly forces.

Solar and astral symbolism in
embroidery of Turkic peoples is expressed
through numerous ornaments. Nomadic
culture itself implied a deep knowledge
of the map of the sky. K. Akilova sees in
the very name of the Tashkent school
of embroidery “palyak”, which means
“celestial”, a reflection of the echoes of the
artistic picture of the world of Tengrianism.
These are “togora palyak”, “yulduz
palyak”, “oi palyak”, which are based on
the circle motif and different modifications
of large embroideries of Tashkent and
Tashkent region with astral motifs (26).

In Kazakh art, the “star” theme is
expressed in the patterns “zhuldyz” (star),
“zhuldyzgul” (star flower), “ai-aishyk”
(moon), “aigul” (moon flower), “tort
aishyk” (four half moons), “urkergul”
(Pleiades constellation) and others. That
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is, all of the above is nothing but the
ornamental language of the celestial and,
according to E. Gul - Tengri, not having

a specific anthropomorphic appearance
may have been depicted with the help of
derivatives - stars and other celestial bodies
(2012).

The next level is totemic
representations. God and totem are one
and the same (Freidenberg 27). According
to ancient Turkic ideas, the totems are
sacred animals: the celestial wolf - kok bori,
deer - bugi, ram - koshkar, bull - buka,
camel - tuyie, etc. This row is continued
by birds: swan - akku, crow - karga,
golden eagle - burkit and others. However,
they were depicted in embroidery on the
principle of part instead of the whole (pars
pro toto): neck, eye, ears, etc., i.e. the
most characteristic feature. “These signs-
traces can be interpreted as an amulet, the
presence of the patron animal hidden from
the uninitiated and, accordingly, protection
from its side” (Gul 2019: 115).

According to N. Aristov, the clan tamga
may be the original image of clan gods or
spiritual patrons, which later turned into
signs of clan property, adopting for this
purpose the forms of geometric figures
as the most convenient for carving or
burning (282), as well as embroidery and
weaving. Hence it is not surprising that
tamgas are also found on embroideries. For
example, one of the embroidery patterns
“shanyshky” (“trident”) is a clan tamga of
the Karakalpaks - Muitenovs, tamgas of the
Chingizids trident (“tarak-tamga”, “three-
legged tamga”, “khan-tamga” or “sultan’s
tamga”) were embroidered on children’s
patterned skullcaps of tore representatives.

An interesting hypothesis concerning
the image of Tengri is expressed by the
researcher of Kyrgyz saima V. Kadyrov. He
believes that Tengri could be depicted in
the form of the ornamental motif “toguz
dyobyo” (“nine hills”), which is a nine-
petalled flower. According to nomadic
beliefs, Tengri lives on nine hills (15).
Perhaps the comprehension of this pattern

as the abode of the god Tengri is connected
with the veneration of the sacred Otjuken
mountain range, which appears as an
accumulator of the vital energy of Turkic
ale. Mountains for the nomad are a symbol
of immortality, his ancestral home, a
symbol of height and purity of spirit, as well
as the birthplace of the Hero. The pattern
“togyz tobe” or “tobe” is popular in the arts
and crafts of the Kazakhs.

This is briefly the image of Tengri
in embroidery ornament, which as
represented could have different variations
of images, which is associated with his
identification with celestial bodies and
natural forces, totemic animals, spirits of
ancestors or patrons of the family.

The image of Umai: the goddess as a
birthing goddess, guardian of children
and women. Umai is a syncretic female
archetype of Turkic culture, who was not
only considered the patroness of children
and women, but also absorbed the entire
previous pantheon of images of female
deities.

The etymology of “umai” (“ymai”)
in Turkic languages is attributed to
the meanings of “womb”, “wame” and
“child’s place”. The motifs with a female
“beginning” are present in the decoration
of bags (“uuk kap”) of Uzbek-Lakai people,
on one of which E. Gul sees an image of
two women at once. Gul sees the image
of two female organs (uterus) at once and
considers them to be a doubled magic
programming for the continuation of birth
(2013). Inside the pictorial “uterus” there
is a small figure — an embryon.

The archetype of the Great Goddess,
expressing signs of female fertility,
is associated with the techniques of
decorating children’s clothes and women’s
headdresses (kimeshek, takiya, etc.)
with cowrie shells. The Kazakhs called
kauri “zhylan bas” (“snake’s head”), the
shell itself and the image of the snake
symbolized femininity and fertility. Y.I.
Ozeredov believes that the semantics
of kauri is connected with the magical



power attributed to the amulet due to its
belonging to the sacral essence of the
Goddess (Ozeredov 126).

Another visual representation of the
goddess is considered to be a triangle
facing downwards - the most ancient
sign of the childbearing organ. Perhaps
from here this sign is found on Kazakh
embroidery in kimeshek and the open skirt
- beldemshe. According to the materials of
Kyrgyz and Kazakh cultures, it is known
that the clothes of older women were not
heavily decorated with embroidery and
looked much more modest than those
of younger women. Rich decoration
corresponds to the clothes of women of
fertile age (Fig. 3).

Fig.3. Beldemshe - open skirt.
Collection of the Turkestan Regional Museum of
History and Local Lore

Some scientists note that the projection
of the goddess is also considered such a
geometric figure as a rhombus. S. Rzayeva
writes: “the rhomboidal shape of the head
is an archaic sign of the female deity, the
sign of the female goddess merged with the
sign of the tree, crowned with solar signs,
which shows the merging of her image

with the solar cult” (64-65). Rhombus

and rhomboidal figures are found in the
embroidery of many peoples of Eurasia.

An example of indirect reflection of the
“seal” of the goddess Umai is a Karakalpak
children’s doll (REM Ne 2388), whose face
is decorated in the form of embroidered,
inscribed in each other rhombuses
(reinforced formula).

The motif “kuirshak auyz” (literally
“doll’s mouth™) in Karakalpak embroidery
is associated with the doll. It is used in
the decoration of the amulet zhauyrynsha,
sewn on children’s and women’s clothes.
We believe that kuirshak (traditional Turkic
doll) genetically goes back to the images of
female patron spirits, or rather to the Great
Mother. This is proved by the etymology
of the word “kuirshak”, which goes back
to the Turkic “korsak — belly”, korsaklu -
pregnant (kursaklu), korsaklu qal - to get
pregnant” (155). The coincidence of the
phonetic form of the words “kursak” and
“kuirshak”, in our opinion, has underlying
coincidence of another level - the level of
symbolic-semantic meanings. Here is a
multilevel system of intertwined concepts,
expressed in a long-forgotten mythological
image. Probably, the pattern “kuyrshak
auyz” so specifically encoded the image of
Umai.

Many Turkic peoples have preserved
ornaments with the specific name “Umai”.
This is the Khakass palmette “Ymai hoos”,
which is considered to be an ornament
of protection. Other symbols of the Old
Turkic goddess are the Khakass ornaments
prata and tartkhana, embroidered on
women’s festive clothes shuba-ton and
robe-sikpen. For example, the Kachins
embroidered an odd number (three or five)
of pratas with hanging tassels from the
stitched tartkhans, which were considered
symbols of the goddess Umai, on the cut
line of the coat belt (Chebodaeva 2021:
132). Simplified, a tartan is an assembly
on the back of a fur coat, and the threads
that constrict the coat form multicoloured
tassels. Prats were made - in the form
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of cloth applications (from brocade, silk
or velvet) or embroidered with smooth
(Chebodaeva 2021: 132).

The “Umai” pattern is represented in
Kyrgyz folk embroidery in the form of a
highly stylised naked woman with wings.
The image of “Umai” is included in the
pattern of “amulet” (“tumar”) protecting
infants (Ryndin 642). The latter is one
of the variations of a trefoil with two
outspread wings and a head in the form
of a volumetric point. Another variation
of the Umai-ene pattern is represented in
the form of four petals pointing in different
directions. It was most often embroidered
on children’s clothes, believing in the
protective power of the Universal Mother.
Sagai people embroidered trefoil on the
patch pockets of fur coats, considering it a
symbol of the goddess Umai. The shamrock
“ush zhapyrak” is very often found in the
arts and crafts of Kazakhs and especially in
embroidery.

Goddess and the World Tree. Similar
to the Kazakh ornament “Uly Ana”
pattern (lyre-shaped figure) is used on
Sakha embroidery of bailer and kychims.
According to T.P. Tishina, this pattern is
associated with the triad of goddesses of
the Yakut pantheon: Ayysyt, leyekhsit and
Aan Alakhchyn (107). The latter, according
to Sakha beliefs, dwells on the sacred tree
“Aal-Luk-Mas”. Consequently, the images
of the goddesses are connected with the
motif of the World Tree.

We can see the identity of the mother-
goddess and the world tree in the motif of
embroidery “drawing of the tree of life” on a
Karakalpak wedding dress “kok koylek” —
“blue dress” (REM No. 8762-22773). The
colour itself refers to the Celestial sphere,
the world of the gods. The symbolism of
such an embroidered dress, along with
its protective function, was connected
with the idea of fertility and the wish for
continuation of the family (Bogoslovskaya
76). In contrast to the wedding dress
(mastered by embroidery), a simple blue
dress without embroidery (unembroidered)

was considered by the Karakalpak as a
mourning dress. In both cases, the blue
colour spoke of the celestial sphere, in one
it guaranteed the mistress the protection
of heaven, and in the other it marked the
period of grief. The moment when the
deceased (“aruak”) fly to meet Heaven, to
Tengri.

Various variations of the tree-like
pattern, most often in the form of the
“orken” (“stem”) pattern are popular
in Kazakh art. This pattern represents a
tree or even a sprout. “Semantics of the
pattern is a wish for growth and increase
of offspring. The centre is a symbol of the
main hearth, the sprouts are the offspring.
Young families were given such carpets
with the wishes “Orkenin ossin!”, which
means “May there be many children and
wealth!” (Alimbay 353). Stylised trees
made by the technique of grid background
filling (rows of rhombuses) with branches
diverging at the bottom were used to
decorate Karakalpak women’s dressing
gowns “ag zhegde” intended for elderly
women.

E. Tsareva, studying Uyghur embroidery
“merap yapku” (similar to Kazakh tuskiiz
and Kyrgyz tushkiiz) writes: cross-shaped
figures have commonality in style and
configuration. The most obvious of them
are the tree-shape, pairing and symmetry
of “scrolls” departing from the axial rod, as
well as the presence of a top at each motif
and “trefoils” at the ends of some pairs
of “scrolls” (162). One of the variants of
these figures E. Tsareva correlates one of
the variants of these figures with members
of the “family of makers” (male gender),
and the second one is considered to be a
depiction of “women in labour: daughter -
mother - grandmother and further into the
depths of time” (163).

Goddess-Bird. The image of a bird
perched on its crown is also associated
with the World Tree. Cultural scientist
Z. Nauryzbaeva, using Kazakh material,
singles out the images of Samruk,
Shynyrau, Alyp Karakus, and in the



Siberian Turks - Mother Bird of Prey. This
giant bird in its nest at the top of the World
Tree nurtures the souls of unborn children.
She is sometimes described as a bird with
two heads, one of which is human (213).

The “bird theme in the form of a bundle
of owl feathers is present on the Kazakh
girls” headdress “ukili takiya”, embroidered
with plates (plaques), coins, carnelian,
malachite. A. Kazhigali uly considers this
headdress to be a model of the World
Mountain, from the top of which the World
Tree grows (361).

Uzbek women wore a similar takiya with
feathers but made of metal. A tall soft cap
embroidered almost without gaps in the
form of twisted branches coming from a
single trunk or horn-shaped curls with tufts
of owl or owl feathers on the top was worn
by Turkmen girls before marriage. It was
called “otogo boric” or “otogali boric”. The
“kapsyrma” clasps for Kazakh women’s
camisoles were made “with motifs of
birds symmetrically depicted in the halves
of a circle with wings spread in flight”
(Shklyaeva 40).

The ideas about the winged goddess
Umai can be traced in the worldview of
the Altai, Khakas, Bashkirs and other
Turkic peoples. Wings are the main
attribute of the Divine world. One of the
translations of the Uzbek wedding jewellery
“tillya-kos™” in the form of wings means
“golden bird”. A plaque in the form of a
bird with outstretched wings is found on
the headdresses of representatives of the
highest nobility in Scytho-Saxon times.

It was a subject of a special investiture
sign. The image of the female bird Garuda
(Khan-Hereti) is known to the ornamental
art of Tuvinians. In Mongol and Tibetan
legends, Garuda has a bird’s head, wings
and legs, while her breasts and body are
female.

Umai was also associated with
waterfowl (swan, goose, etc.). “Bird”
motifs in the form of the ornament “kaz
moyin” or its Karakalpak analogue
“gaz moyin” (goose neck) were mostly

embroidered on women'’s clothing.
For example, on the Karakalpak white
dressing gown “ag zhegde”. The Kazakh
ornaments “kusmurin”, “kustumsyk”
(“bird’s beak™), “kus zholy”, “kuskuiryk”
(“bird’s path”, “bird’s tail”), “kuskanat”
(bird’s wing), “kustandai” (“bird’s sky”)
are the rudiments of the image of the
Goddess. The bird motifs themselves are
among the oldest in the history of world
ornamentology.

The image of the Mother Bird of Prey
in Kazakhs is reproduced in the pattern
“tyrnak” (“claw”). The mythical two-
headed bird Semurg was depicted by
the sign “samuryk tanba”. That is, the
craftswomen only had to apply one of her
numerous symbols to the image of the
Goddess and the presence of the Mother
became tangible.

Umai as the goddess of fertility.
S.I. Morozova connects the wedding
headdress of iomut women “khasaba”, a
tiara-shaped headdress, with the cult of the
Mother Goddess, the goddess of fertility,
prosperity and abundance. The image of
multicoloured embroideries of flowers and
branches on the headdress (a detail of the
wedding costume worn on this headdress)
is not an accidental phenomenon. As
the scholar writes: “embroidered with a
stylised ornament in the form of a branch
with seven, nine or eleven diamond-shaped
leaves, the collar frames the woman’s face
and descends to her shoulders and chest,
as if symbolising the descending garlands
of flowers and grains worn at festivals in
honour of the goddess of fertility” (109).

The female headdress “kasaba” was
widely used among Kazakhs, the shape of
which slightly increased towards the top,
resembling a basket. The kasaba was richly
embroidered with gold or silver threads, and
sometimes the same bundle of feathers was
sewn on the top. This headdress was worn
exclusively by young women. Hence, this
headdress can be considered a symbol of
fertility and, more broadly, a prototype of
the Goddess of fertility.
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The decoration of the wedding
headdress of Kazakhs saukele (REM No.
1643-1) bears the ideas of fertility and
abundance. For a long time scientists
have long correlated its cone-shaped form
with the image of the World Mountain,
where every detail played an important
symbolic role. The abundance of beads,
beads, all sorts of metal pendants, coins
in the decoration of headdresses were
comprehended as earthly analogues of
stars. This is another reference to the
Celestial Sphere. Describing one specimen
of a Kazakh saukele (MAE No. 439-21),

E. Rezvan notes that the decoration of the
forehead diadem of this saukele shows the
image of a multi-armed mother goddess -
the patroness of marriage and procreation,
and the bundle of feathers goes back to the
image of a lord (304). Examples of images
of the multi-armed goddess on Kazakh
products are presented in Fig. 4.

In our opinion, the whole set of
wedding headdress, including a cape on
the shoulders in the form of a tail richly
decorated with embroidery is the image of a
bird, which can be judged by the preserved
sets of Kazakh brides in museums.

Patterns with the prefix “gul” (“flower”)
are associated with the cult of dying and

resurrecting nature. O.A. Sukhareva
associated images of tulips “lola” in
Uzbek and Tajik suzane with the holiday of
dying and resurrecting nature. Sukhareva
associated the tulip festival (“lola saili”)
in Isfara (1983). This series includes the
feast of the red flower “kyzyl gul” of the
Uzbeks of Khorezm (“kyzyl gul saili”), the
feast of the rose (“saili guli surkh™) of the
Uighurs of Xinjiang, etc. In other words,
red-coloured flowers, which in turn were
understood as the blood of a once dead
deity.

The holiday of tulips (“kyzgaldak™)
was also held in the south of Kazakhstan.
During the celebration of this flower in
Nauryz, youth festivities, round dances with
songs, mass games, etc. were arranged.
Here, tulips and wider red flowers are a
personified sign of Spring.

The root of the tulip’s name “qyz”
(translated as “girl”) is itself elevated to
the feminine, and the name of red “kyzyl”
is not accidental. The rarest surviving
example of visualisation of this holiday is
an embroidered composition of a festive
dressing gown of Zhetysu Kazakhs of the
second half of the 19th century from the
Hermitage collections, which is presented
in the book (Bimedinov, Uskenbai). On

Fig. 4. Image of the multi-armed goddess on the example of Kazakh products



this chapan (wend) a whole realistic plot
composition unfolds. On the back in the
centre is a large star-shaped figure in the
form of a flower on both sides of which

the craftswoman has arranged two pairs
representing boys and girls holding hands.
The pair on the leit is a boy dressed in a
blue dressing gown, holding a catching
bird, the girl is depicted in a red dress with
a high headdress. The second couple on the
right are also holding hands. Below them
are large tulips, and below them is a scene
with animals and birds; a man apparently
hunting an animal (judging by the spots
on his bodys, it is a snow leopard) and a
rider on horseback, around the tulips. The
plot composition is also represented on
the front plank of the dressing gown: the
scene of a duel, tiger hunting, riders on
horses with birds of prey, grazing animals.
The sleeves of the dressing gown also
depict a rider with a bird and a hunter on
the other. The craftswoman used different
colours for embroidery: red, black, blue,
green, etc., which look spectacular on

the yellowish background of suede. It is
the abundance of tulips (big and small),
young couples holding hands, elements of
folk festivals and hunting that indicate the
holiday “qyzgaldak”. “Gul” patterns and
“qyzgaldak” ornamentation are often found
in Kazakh traditional embroidery.

Tulips are present in the decoration
of at-turman (horse blanket) of a Kazakh
bride (MAE No. 459-12). Four flowers are
depicted on the sides of this capon, two
of them with their heads upwards and the
others with their heads downwards. This
reflects the cyclical nature of time, events,
the change of seasons and concepts close
to them.

The deity Zher-Su — “sacred water-
earth” . Another famous deity of the
Turkic pantheon is Zher-Su (Yer-Su).
According to T.P. Tishina, the rich floral
ornamentation of Yakut embroidery
“personifies the country of wondrous
primordial beauty, with unique lush
vegetation, evergreen trees and unfading

herbs” (105). The pristine beauty

of “landscape” plant ornamentation

is demonstrated by Karakalpak
ornamentation, where the alternation

of patterns creates the impression of a
multitude of plants and dense thickets.

V. Chepelev aptly noted about Kazakh
landscape ornaments depicting trees, hills,
ditches and herds: “these patterns are
incantation formulas associated with the
need for water and pastures, without which
cattle breeding is unthinkable” (6).

In our opinion, the “landscape and
vegetation” character of Turkic embroidery
is nothing but a reflection of the significant
deity of the human world from the Turkic
pantheon of Zher-Su - Yer-Sub (“sacred
earth-water”). Earth-water is always
the root cause of fertility (gives birth to
everything around - plants, animals and
people), so it can be expressed by the most
different attributes: the horn of plenty,

flowers, stems, petals and, of course, water.

Indirect reflection of the deity Zher-
Su in Kazakh embroidery is revealed in
the solemn richness of its polychrome,
multicolour and beauty, which is reflected
in the saying “kyzyl-zhasyldy” literally
translated as “red-green” or “red and
green”. And, here the main thing is
not the colour itself, but the semantics
embedded in it - the expression “zharkyn
duniye” (“shining world”) of the world
of the living, which in general seems to
be the philosophical concept of Kazakh
embroidery.

The Khakas deity “Chir-Su” (Earth-
Water) is associated with masculinity
and is the God of the Middle World.
According to M.P. Chebodaeva, its visual
projection in embroidery on festive coats
is the back seam and the seam connecting
the sleeve to the back “argazy”, which
was embroidered with silk threads in
the technique of “aldryp” (“goat”) and
most often expressed in geometric
ornamentation on shirts, dresses, coats in
the form of dotted lines, waves, zigzags,
ovals, etc. (141).
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Kyrgyz bashtyks - wall bags for storing
utensils - decorated with embroidery are
unique. According to L.F. Popova, the
bashtyk with its square shape symbolises
the horizontal projection of the world,
and its central decoration is based on
the oblique and straight cross - the sign
of Tengri. The border of such bashtyks
is decorated in the form of the pattern
“suu” (water). “Water was mythologically
thought of as the boundary of the worlds,
and in Turkic folklore it was part of the
twofold deity Yer-Sub (“Earth-Water”)”
(181). The base of the bashtyk is felt, and
similar Kazakh articles “ayak kap” also
use mainly cross-shaped figures in their
decoration. The pattern “irek”, ‘irek su’
(aquastic symbolism) is widespread in
Kazakh embroidery and was understood
as a boundary between the world of the
living and the world of the dead. Therefore,
it was most often placed on the peripheral
zones of the decorated plane. Items
like the described bashtyk demonstrate
the excellent skills of Turkic masters of
embroidery on felt (CSM No. 10400 and
No. 10039; SMA RK No. 181).

With the deity Zher-Su in Kazakh
culture is associated, on the one hand,
the concept of “Zheruyyk” promised land,
a mythical place where all people will be
happy on Earth as in Paradise. On the
other hand, the symbolism of “zharkyn
duniye” through the prism of embroidery
can be understood as the possibility of
endless continuation of life, expressed not
only in colour, but also in the structure of
the ornament (unfinished stitch or knot),
as well as in the technology of execution
(unfinished tuskiiz).

Goddess and Heavenly Luminaries.
The Sun-Moon pair is an echo of female
archetypes. K. Murataev attributes a whole
series of patterns of “lunar” themes in
Kazakh ornamentation to the veneration
of the moon as the ancestor: “aituu” - the
birth of the moon, “ai tanba” - lunar sign
(or seal), “aibas” - the head of the moon,
etc. All of them are a visual reflection of folk

ideas of the moon as the “ancestress”. All
of them are visual reflections of folk ideas
about the moon as “the ancestor of the
human race on earth,... it was once a deity
and possesses certain powers and magical
charms” (68). All these signs-symbols are
echoes of solar and lunar myths.

One of the most ancient female
archetypes - Kokten kempir (heavenly
old woman) image is associated with
the celestial sphere. This mythological
character in folk mythopoetics was
conceptualised as the ruler of lightning.
She can “command not only lightning,
thunderstorms and clouds, but also has
the gift of foresight, the ability to send rain,
blizzard, fog, blizzard and frost, and knows
the languages of animals” (Sembi 11). The
Kazakh pattern “kempirkosak” (rainbow),
the main means of communication with
the other world in folk beliefs, is its visual
reflection.

The goddess as the mistress of fire.
Closely related to Umai is the image of the
Mistress of Fire — “Ot ije” (according to
Khakas mythology, the mistress of fire is
Umai’s sister), and her visual presentation
is a five-leaved leaf with “flaming” branches
(Kidiekova 67). The Kazakh analogue “Ot
Ana” (“mother fire”) is a symbol of the
home and the connection of generations.

Fire in many peoples was considered
a sacred substance, and in Turkic culture
a great number of rites and rituals are
associated with it. The word “otau”
denoting a wedding yurt in Kazakhs experts
tend to raise to “ota”, which means to light
a fire, to make a fire. Thus, the creation of
a new “otau”, a new family is semantically
connected with fire, the sun. All the creative
potential of craftswomen was involved
in the creation of wedding otau, and the
literature repeatedly states that otau is the
most ornate and beautiful.

Red colour is associated with the image
of the sun and fire. In some Turkic peoples,
the use of red in women'’s clothing was
understood on the one hand as a defence
against evil and the influence of dark forces,
and on the other hand as a symbol of life.



Technique, form and attributes of
the Goddess. E. Ospanuly drew attention
to a distinctive technical technique of
embroidery, called by the Kazakhs “burshik
oneri” (patterning with loops). The essence
of it is that the contour lines of patterns
were supplemented with small “offshoots”
resembling buds on the shoots of trees.
“burshik” - a bud in Kazakh culture is a
symbol-wishing for the soonest arrival
of the long-awaited spring and summer
abundance (175). The effect of small
“buds” was technically achieved with
the help of thin braids or openwork loops
embroidered with thread. This original
style of Kazakh embroidery, although it
is referred by specialists to the twentieth
century, is probably older and is associated
with the ideas of the fertile power of nature.
Copies of samples of such items, made
in the technique of patterning loops, are
stored in the funds of the SMA (2636 - kp;
tk-150; pr-480 and others). Tuskiiz with
a similar decoration, dating from 1900-
1920 is kept in the private collection of S.
Bashirov.

There are similar techniques to the
“burshik oneri” in Khakass embroidery.
This is a stitch sozirtken. In the process
of fairly complex manipulations with a
needle and thread on the front side Khakass
masters formed a loop chain, which on the
reverse side looked like a line of consecutive
stitches. Unlike Kazakh, this stitch fills
the contour of the pattern and its inner
space. The validity of the meaningful
concept of these technical styles in the
context indicated by us is emphasised by
the decoration of Karakalpak saukele in
the form of abundant decoration with coral
beads-burshik, which is translated from
Karakalpak as ‘hail’ and is understood as a
wish for abundance.

Indirect connection of Umai with
embroidery art can be seen in the
comprehension of laminette yarn - gold,
silver, white and green, which are symbols
of the goddess (Sagalaev 55), and more
precisely her hair, which played the role of

a mediator of worlds (the function of the
world tree). The Shor people preserved the
idea of Umai as a golden-haired beauty,
and in Kazakh fairy tales the image of
Altynshash (golden-haired) appears, where
often their hair was perceived as rays of
the sun (Kazakh ornament “shugyla” —
“sunbeam”).

Probably, gold or silver thread sewing,
which was used by Uzbeks, Tatars,
Kazakhs and others, was perceived not
only as a sign of distinction of khans and
sultans, but also as a kind of protection
from the great Umai. A blanket with gold
embroidery was used to cover a child’s
cradle - besik during the first ritual laying of
a child, and bedding was decorated in this
technique.

The motif of a bow and arrow is
closely connected with the iconography
of the image of Umai. According to L.P.
Potapov, a small wooden bow with an
arrow or just a wooden arrow, which were
associated with the image of the goddess,
is found in the lullaby rituals of the Shor
and Chelkan people (268). A bow with
an arrow was sometimes included in the
dowry of a Kazakh bride. According to
ethnographers, the Kazakh bow and arrow
was often embroidered on prayer rugs and
other textiles. Ornamental embroidery in
the form of an arrow is preserved on the
armbands of traditional female dress of
Crimean Tatars.

In the logic of studying female
archetypes on embroidery, of interest is the
Karakalpak pattern “khanim tukirik” (“spit
of the queen”), which is a horizontally
arranged S-shaped figure, and according
to other versions a figure in the form
of a circle. This figure was most often
embroidered on children’s skullcaps and
women'’s clothes. Spitting, spitting in the
traditional culture of many peoples of the
world carried both protective and malicious
semantics. In some cases, spitting has
a ritual-magical character, which had
the right to people with a certain status -
sorcerers, magicians, witch doctors and,
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of course, representatives of the gods on
earth, in this case the queen. Perhaps, the
Karakalpak embroidery in such a peculiar
way preserved the protective function of the
Progenitor and, undoubtedly, this pattern is
endowed with positive semantics.

A unique Kazakh “ayak kap” (in
translation “ayak” — “foot”, “kap” —
“receptacle”) from the REM funds, dated
to the end of the century. This original
product is made in the form of a popular
leather vessel for koumiss “torsyk”

(similar to the Altai tajuur). Generally,

the shape of the product resembles a
female figure and as a leather vessel-saba
is a visual reflection of the Great Mother
(Naurzbayeva 2021). Ayak kap is made

of dark dense fabric with spectacular and
original embroidered composition in the
form of curls, flowers and various figures in
red, beige and yellow threads. The borders
of the piece are decorated with triangles
and the edges are embroidered with fringe.
The decoration fully reflects its symbolic
function, expressing the ideas of abundance
and prosperity.

In general, the image of the goddess
Umai in the process of historical
development has passed a long way of
artistic transformation: realistic, the image
of a swan or a duck, the transitional image
of a woman-bird, the realistic image of a
woman in a three-horned tiara with a trefoil
or “world tree” in her hands (Chebodaeva
2019: 37). Complementary, and possibly
could be expressed in the embroidery
technique or the use of certain threads,
the shape of the product or otherwise
encrypted.

Main provisions

As a result of the research the author:

- studied the materials on traditional
embroidery of Turkic peoples, which is
presented as a multi-layered phenomenon,
the results of historical superimpositions
and the fabric of cultural history, reflecting
certain aspects of archetypal motifs and

mythological images;

- it is found out that visual
representation of archetypal images and
motifs in traditional embroidery of Turkic
peoples is expressed on the basis of two
main ways: concrete anthropomorphic
images and abstract word signs
(ornament);

- it is emphasised that the author
attributes realistic anthropomorphic images
to direct ways of expressing meanings, and
abstract word signs to indirect ones;

- it is established that in the embroidery
of Turkic peoples and Kazakhs in particular,
there are common images: Heavenly Father
(deified Cosmos), the Great Mother in
different variations - Umai, Ot-Ana, Zher-
Su and other significant semantic constants
of culture;

- further comparative study of
embroidery of Turkic peoples as a holistic
phenomenon in the context of these and
other positions with the involvement of a
wide range of materials is proposed.

Conclusion

Embroidery is often seen in terms of
technical achievements. However, the
interpretation, adaptation and variation
of patterns by the embroiderer is far
from mere stylistics and technique, but a
representation of much deeper phenomena.
As it seems to us, they are based on
archetypal motifs and mythological images,
played over and over again in different
variations by each craftswoman. The
examples listed here suggest that probably
the iconography of the image of Turkic
deities in the process of artistic evolution
has undergone significant changes and
embodied in a variety of forms: from
realistic to abstract.

In Kazakh embroidery, as well as in
many Turkic ethno variants in direct
and indirect form are present in the
encrypted form of many archetypal motifs
and mythological images under study. It
(Kazakh embroidery) in the general Turkic



“family” takes a worthy place and, as any
invariant is a unique in its nature syncretic
art form, which clearly manifests the
centuries-old creative potential of steppe
craftswomen who created their rich “cloth
world”, seeking to achieve the favour of
gods and spirits.

In general, traditional embroidery
of Turkic peoples is a multilayered
phenomenon, the fruit of historical
overlay and the fabric of cultural history.
[ts analysis once again shows that the
many Turkic peoples had largely unified
cosmological ideas and a set of beliefs,

expressed in identical archetypal motifs and
mythological images: Heavenly Father, the
Great Mother in different variations and
other deities of the Turkic pantheon. In
addition, the embroidery reflects significant
events of ritual and ceremonial nature:
wedding ceremony, calendar holidays and
other, i.e. what was important and needed
to be captured in the “text”.

Further comparative study of embroidery
of Turkic peoples as a holistic phenomenon
in the context of the above and other
positions with the involvement of a wide
range of materials is a matter of promising
future.
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MYTHOLOGICAL IMAGES IN EMBROIDERY OF TURKIC PEOPLES
(TO THE STATEMENT OF THE RESEARCH PROBLEM)
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JKanepke Llaiirozosa

Abait arbinnarbl Kaszak Yarreik [legarorukasibik YHUBepCHTETI
(Anmatbl, Kazakcran)

TYPKI XAJIbIKTAPbIHbIH, KECTENEYAET MUDONOTUANBIK, BEMHENEPI
(3EPTTEY MOCEJIECIH KAPACTbIPY)

Anpatna. TypKi XanblKTapblHbIH KecTenepi 6ap afblHaH epeKLe KyObiibIC. 3aTTbIH, 63iHiH MafbIHAMbIK,
KOHTEKCTIH A€, OHbIH, CaNT NeH bipbiMAaFbl peniH Ae, @opMackiH A3, Ol-epHeriH Ae, 609ybIH Aa KalTa
Kypa OTbIpbiM, KE3eH-Ke3eHiMeH FanbiMAapAblH 6ipHeLle 6ybIHbl aliHaNbICKaH 3epTTey. FblibiMu
3epTTeynepae Kecte eHepiHAeri apxeTunTik MOTUBTEP MeH Mudonorusanblk, beriHeney Maceneci
epekLue opbIH anafbl. KectenepaiH STHOBapuaHTTapbiHbIH, - 636€K, Kapakannak, Ka3ak, xaHe T.6. anyaH
TypAainiriMeH oHga optak 6eliHenepai 6aikayra 6onanbl: Kekrteri oke (KyAannaHabipbiiFaH fapbii),
¥nbl AHa apTypni Bapuauuanapaa - ¥YMan, O1-AHa, XKep-Cy MaeHMeTTiH 6acka MaHpI3abl MaFbIHAMbIK,
KOHCTaHTanapbl. 3epTTey 6apbiCbiHAA TYPKi KecTenepiHaeri apxeTunTik 06pa3gap MeH MOTUBTEPAIH,
KepHeki Typae 6elHeneHyi HakTbl aHTPONOMOPdThIK, beliHenepaeH abcTpakTini WwWapTThl 6enrinepre
[eiH epHeKTenyi MyMKiH, SFHU OHbIH Tikenen Hemece aHaMma KepiHici peTiHae 6onabl. Cupek, 6ipak,
ani oe KespeceTiH aHTPoNoMopdTbIK, BeriHenep (CakTanbin KaaFaH Mbicangap 60MbIHLLIA) MaFbIHAHbI
6innipynin Tikenei Tacingepi 6onbin Tabbiafbl. )XaHamanapFa, eH anabIMeH, Ol0-6PHEKTIH, anyaH
TYPAEpi, XiNTiH TYCi MEH TEXHWUKANbIK €PEKLLENiKTEPI, COHbIMEH KAaTap KecTefleHreH 6yMbIMHbIH, MilliHi
xatagbl. Kecte Tiryain Aactypni Toxipubeci «KKOMMYHWKAHTTap» XakblH YaKbITTa TiKeNemn» xaHama
cTpaTernanapabl Xui KonaaHFaHbliH kepceTesi. byn xaHama ManiMaeMenep eH annbl TYPAE MilliHHIH,
ANLIAKTbIFbIMEH: Fpad@UKanbIK, K9HE KONOPUCTUKANbIK AU3aMHMEH cunaTTanagbl. bipak onap spkalaH
H6ackanapfa TYCiHiKTi 6onFaH. OpuHe, KaHaMma «ManiMaeMenepai» TyCiHaipyre acep eTeTiH Heri3ri pakTop
— KECTEHiH, KOHTEKCTICi. byn KMiMHIH, Lekopbl fa, MOAEHMET KO3iHAEr KECTEHIH 63iHiH CanTaHaTTbl-
CanTTbIK KbI3METi Ae 60/1ybl MyMKiH.

3eprTey KP )XBFM XXTH AP23488164 - «Ka3akCTaHHbIH A3CTYPNi )XaHe 3aMaHayu eHepi BU3yanabl
3epTTeynepAiH Ha3apblHAA: MKOHOrpadus, CEMMOTUKA XAHe AUCKYPC» rPaHTbl asgCbiHAA XY3ere
acblpbingbl.

Tipek ce30ep: TYpKi XanblKTapblHbIH, KecTenepi, MUMONOrUaNbIK XXaHE apXeTUNTIK 6eliHenep MeH
MOTUBTEP, 3THMKANbIK Napanienbaep.

[aviekces ywin: Jarekces ywiH: LLakrososa, XXaHepke. «Typki xanbiKTapblH KecTeneyaeri
Mudonoruanbik, 6eriHenep (3epTTey MaceneciH kapactbipy)». Central Asian Journal of Art Studies, 7.9, N2 2,
2024,74-94 6.,DO0I: 10.47940/cajas.v9i2.889

Asmopnap KomazbaHblH COHFbI HYCKACbIH OKbIN, MaKy10a0bl ¥aHe Mydoesep Kaliliblblfbl JOK
eKeHOieiH Manimoelioi.
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JKanepke Laiirozosa

Kasaxckuit HallMOHAJIbHBII MearornyecKnil yHiuBepeuTeT nmenn Abast
(Anmarbl, Kazaxcran)

MU®DOJIOTMYECKUE OBPA3bI B BbILUMBKE THOPKCKUX HAPOLLOB
(K MOCTAHOBKE MNMPOBJIEMbl MCCJIEAOBAHMS)

AHHOTauus. BbiWwMBKa TIOPKCKMX HAPOLOB - YHUKANbHbIM BO BCEX MaaHax GeHoMeH. MiccnenoBaHuio,
KOTOporo o6pallaeTcs y>ke He OAHO NMOKOEHUE YHYeHbIX LWar 3@ LWaroM, PeKOHCTPYMPYst CMbIC/IOBOW
KOHTEKCT Kak CaMoii Beluy, ee ponu B obpsae v putyane, Tak 1 ee GOpMbl, OpHAMEHTA U KOJIOPUTA.
Ocoboe MecTo B Hay4HbIX MOMCKaxX 3aHMMaeT npobiemMaTnka OTpaxKeHUs1 apXeTUMMYECKUX MOTUBOB U
Mudonornyecknx 06pasoB B UCKYCCTBE BbILMBKK. [1py BCeM pa3HO06pa3nm STHOBAPMAHTOB BbILWMBKMU:
y36eKckas, Kapakannakckas, Ka3axckas U Apyrue B Hel NpoCnexuBaroTcs eanHble 0bpasbl: HebecHbin
oTel, (oboxxecTBNEHHbIN KocMoc), Benukas MNpamatepb B pa3nnyHbix Bapuaumsax — Yman, O1-AHa, Xep-Cy
W Apyrve 3HaYMMble CMbIC/IOBbIE KOHCTAHTbI KYNbTYpbl.

B npouecce nccnenoBaHus BbISICHUIOCh, YTO BU3yaNibHAs pernpe3eHTaums apxeTunuyecknx obpasos
M MOTMBOB MOI/Ia BbIPAXaTbCsl OT KOHKPETHbLIX aHTPONMOMOPMHbIX M306paKeHMI A0 aBCTPAKTHO-
YCJTIOBHbIX 3HAKOB, T.e. UMeNna NpsiMoe UM KOCBEHHOE BblpaXKeHMe.

K npsmbiM cnoco6aM BblpaXKeHUs 3HAYEHUI SBNSIOTCS peaKue, HO BCE Ke BCTpeYatoLLmecs
aHTpornoMopdHble n30bpaxeHns (Cyas no coxpaHuBLMMCS 06pa3uam). K KoOCBEHHbIM OTHOCATCS Mpexae
BCEro pa3Hoo6pasHble BUAbl Yy30POB-OPHAMEHTOB, LIBET M TEXHUYECKME 0COBEHHOCTU HUTH, @ TaKXKe cama
($hopMa BbILMBAEMOIO U3AENMS.

TpaZfMLUMOHHAs NPAKTMKA BbILUMBKM MOKA3bIBAET, YTO KKOMMYHUKAHTbI» B 0603pUMbIii MEpUOL,
Mosb30BaIUCb KOCBEHHbIMM CTPATErMSAMM HAMHOFO YaLLE, YEM «NPSAMbIMMU». ITU KOCBEHHbIE
BbICKa3blBaHWsl B CAMOM 06LLEM BUAE XapaKTEPU3YHOTCS pacxoXxaeHnem GopMmbl: rpadmyeckoro u
Konopuctuueckoro oopmneHus. Ho, oHu Bcerga 6b1M MOHATHBI M SCHbBI ANS OKpYXXatoLwmx. besycnosHo,
OCHOBHbIM (haKTOPOM, BAUSIOLLMM Ha MHTEPMNPETALMIO KOCBEHHBIX «BbICKA3bIBAHWI», IBASIETCA KOHTEKCT,
B KOTOPOM BbILIMBKA Y4YaCTBYET. TO MOXET ObITb U AEKOP 0f4eXAbl, U 06pSA0BO-pUTYanbHas QYHKLMS
CaMOW BbILUMBKM B JIOHE KYNbTYpbl.

MccnepoBaHue BbIMoOMHEHO B paMKax rpaHTa MHBO PK MPH AP23488164 - «TpaauuMoHHOE 1
coBpeMeHHoe nckyccTBo KasaxcraHa B pOKyce BM3yabHbIX UCCIEA0BAHMIA: MKOHOTpadus, CEMUMOTHKA U
LUCKYpC».

Knroyessie cnoea: BbILLMBKA THOPCKMX HAPOA0B, MUMOIOrMYECKME M apXETUNUYECKME 06pa3bl U
MOTMBBI, STHUYECKME Napannenu

Ana yumuposarus: LLlairo3osa, XXaHepke. «Mudonornyeckme 06pasbl B BbILLMBKE THOPKCKUX
HaponoB (K NoCTaHOBKe npobnembl uccnenoBaHus)». Central Asian Journal of Art Studies, 1.9, N2 2, 2024,
c.74-94,D0I: 10.47940/cajas.v9i2.889

Aemopbl npoyumanu u 0006puIU 0KOHYamebHell 8apuUaHmM pykonucu u 3aseastom ob omcymcmeauu
KOH@UKmMa uHmepecos.
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®EHOMEH HUKJIMYHOCTH
U ET'O IMTPOSIBJIEHUSA
B MY3bIKE

Junapa Tokmyp3uesa', l'yabnap A6apaxman’

'Kasaxckast HalnoHaJsbHast KoHcepBaTopust iMenn Kypmanrasbl (Anmater, Kaszaxcran)

AHHOTauus. [laHHas paboTta nocesleHa U3yvyeHnio 0cobeHHOCTelN NPosBIeHNS GEHOMEHA LMKIIMYHOCTU
BO BHEMY3bIKaJIbHOM MPOCTPAHCTBE M ero crneumMduyeckoMy BOMIOLWEHMIO B My3blKaJlbHOM UCKYCCTBE.
[peaMeToM MccnenoBaHUS MOCYXUAU UMKANYECKUe GopTennaHHble NPOU3BEAEHUS KHECOHATHOrO»
T1na. OfHOM U3 NOCTaBNEHHbIX 33434 CTa0 TEOPETUYECKOE OCMbIC/IEHWE CYLLIHOCTU LIMKINMYHOCTH KaK
YHMBEPCANbHOM KaTeropumn 1 pasHoobpasme peanusauum NpUHLMNG LUKANMYHOCTU B Ka3aXCTaHCKOM
dopTenmaHHoM My3blke. B paboTe npuMeHsIoTCS Kak 06LeHayyHble, Tak U cneuuanbHble MeToabl
aHanuM3a, BKYas MUCTOPUYECKUI, CPABHUTENBbHbINA U MPOBAEMHO-NOMMYECKMI MOAXOL, @ TAKXKE
My3blKOBeAYEeCKMe METOAbI, TakMe Kak CTPYKTYPHbIM aHanu3 dopMbl U GOpPManbHO-CTUAUCTUYECKUIA
metog. Ocoboe BHMMaHUWe yaensetcs aHanusy «[pentogmmn n dyru» n «Tpuntuxa» bakupa basxyHoBa,
KOTOpble pacCMaTPMBAIOTCS KaK MPMMeEpPbl aBTOPCKOTO B3MS4a Ha LIUKAMYHOCTb. Pe3ynbrathl
nccnepoBaHus NoAYepKMBaOT MHOTOYPOBHEBOCTb LIMK/IMYECKOTO ABUXEHUS, BKHOUAS MOCTOSIHHYHO
CMeHy da3 1 B3aMMOAENCTBUE SNEMEHTOB Pa3fIMYHbIX LIMKIOB. B My3bike Xe, UMKIMYHOCTb NprobpeTaeTt
[OMOTHUTENbHbIE XapaKTEPUCTUKK, BKIKOUatoLLMe B cebs Hanmume yCNoBHOMO KOHTpacTa M aBTOHOMHOCTb
KaXk[a0M M3 YacTen LuuKna.

Knrouesbie cn108a: LMKINYHOCTb, UMK, LUMKAN3ALMS, DOPTENUAHHBIN LMK, My3blKaNbHbIA LUK,

Ana yumuposanus: Tokmyp3neBa, InHapa, n AbapaxmaH lynbHap. ®eHoMeH LMKIMYHOCTU U ero

npossnexuns B My3bike. Central Asian Journal of Art Studies, 1. 9, N2 2, 2024, c., DOI: 10.47940/cajas.
v9i2.879

bnazodapHocmu: BoipaxaeM rny6okyto npu3HaTeNbHOCTb M 61aro4apHOCTb peaakL Uy XypHana
«Central Asian Journal of Art Studies», a Tak’ke aHOHUMHbIM peLLeH3eHTaM.

Aemopbl npoyumanu u 0006puaU OKOHYAMENbHbIU 8apUAHM pyKonucu U 3aseastom o6 omcymcmeuu
KOHGIUKMA UHMepecos.
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BBepeHue

«HeTt HHuero HoBOro Mo COMHIEM»
(Ekxa. 1:9). B atoit emko#i uurate us
kHuru Exkiecuacta, BXojsiei B cocTan
Betxoro 3aBera, 3ak/ioueHa KoueBas
Wjiest U3BEUHBIX PA3MbIIIIJIEHHH O BEYHOM
KPYroBopoTe BCEJIEHHON U YeJIOBEKa Kak ee
HeoTbeMJsIeMOH yacTu. bynyuun natnpyembim
V-III BB. j10 H. 3., «EKKJecuacT»
JIEMOHCTPUPYET, UTO pasJjiMuHble
NPOSIBJICHUS IIMKJIHUHOCTH KaK 00111er0
CBOWCTBA JIBUXKEHHUS U PA3BUTHSI TIPHPOJIbI,
00111eCTBA U Xy/0KECTBEHHOT0 TBOPUECTBA
ObLIH B 110JIe 3PEHUS MbICJUTENIEN ellle
¢ ipeBHedKX BpeMeH. C ToH nopkl
OblJ10 HAKOTJIEHO GOJIbLIOE KOJIMYEeCTBO
(hakTOB, TEOPHI U TUINOTE3, CBA3AHHBIX C
onpesie/IeHUeM CyLLIHOCTH UMKJIUYHOCTH BO
BCEM MHOT0OOpa3uu ee NMposiBJCHHUH.
Bernseck nHTepeca K Uceae10BaHUSIM
B 06J1aCTH UMKJIMYHOCTH B Pa3J/IHUHbIX
oTpacJisix 3HaHust HabJonaetcs B 20-
30-e ronpl XX Beka. 3HAKOBBIMH B
9TOM IJIaHe cTaju paboTbl Baagumupa
Bepnajckoro B 06/1acTH OHOr€OXUMHH!,
Anekcanapa UnmkeBcKoro B 6H0pH3HKe?,
Hukonas KonnparbeBa B skoHomuke®. B
ucropuu pusocopun Ocpanba [lnenrsep
Pa3MbILIIISIT O MKJIMYHOCTH B OTHOLLIEHHH
MCTOPHUH BO3HUKHOBEHHS, paciBeTa 1
ru6e M MHOTOUUCIEHHBIX CaMOOBITHBIX
1 HEMOBTOPUMBIX Ky/bTyp (Spengler),
Apnosba ToltH6M paccmaTpuBal
MCTOPHUIO KaK KPYrOBOPOT JIOKAJIbHbBIX
00111eCTB, HA3BAHHBIX UM IIHBUIU3ALUSIMH
(Toynbee). B cotmosoruu nostyuusu
pacnpoctpanenue pa6otsl [Tutnpuma
CopokuHa, paccMaTpuBatolye
NPOSIBJICHUST LIMKJIHYHOCTH B COLHAJIBHO-
ucropuyeckom npotecce (Sorokin).
Hogast BosiHa Hay4uHOTO MHTEpeca K
npo6JeMaM LHKJIMYHOCTH HabJltolaeTes
B 70-€ rojibl MPOLLJIOro BeKa B CBSI3U C
KPHU3HUCOM MEPEXOIHOMN MOXH, BbI3BAHHBIM
CMEHOH UHyCTPHAILHON LIMBUJIM3ALIUH
Ha MOCTHHIyCTpHasbHY10. Bo3HUKaIOT
paboThbl B 00JIACTH < LIUKJIMYHOH PUTMHUKH
1 pasBuTHs oblecTBa» (SlkoBell 1

Fam6ypues 729), Tpynst @epHana bponeas
(Braudel), JIbpa I'ymunieBa (I'ymunen),
Aasuna Toddaepa (Toifler), FOpus
SlkoBua ($lkoBell), U3yuaioline BEKOBble
1 ThICSU€JIeTHHE UCTOPHYECKHE LIUKJIbI;
0COOEHHOCTH LMKJUYHOCTH B IMHAMUKE
pa3BUTHS HAYKH HALJIM OTPaxKeHHe B
pa6otax Tomaca Kyna (Kuhn).

B o6nacrtu uckycersa henomen
IMKJIMYHOCTH TaKxKe YHUBepcaseH U
OTHOCHTCS K OOLLIUM CBOHCTBAM €ro
Pa3JIMYHBIX BUIOBBIX OTBETBJIEHUH —
JIUTEPATYPhI, }KHBOIMMCH, My3bIKH, T€aTpa.
Ero kntoueBoli NpUHLMI 3aKJ/104aeTcsl B
MOBTOPHOCTH, BO3HUKAIOLIEH B PA3BUTHH
colieprKaHusi TPOU3BE/IEHUsT HCKYCCTBA,

B pa3BepTbIBAaHUH XY/102KECTBEHHOTO
o6paza. CripaBeyIMBO B TOM OTHOLLIEHUH
BbICKa3bIBaHHe HCcieoBaTessi BepoHuku
BoutnnkuHo#, yTBEeprKAaonIe, 4yTo

«...y (heHOMeHa 1IMKJIM3al1UK HET HH
BpPEMEHHbBIX, HH KYJIbTYPHBIX pAMOK, OH
MPUCYLLL BCEM HCTOPHYECKUM 310XaM U
BCEM HalMOHAJIbHBIM KyJIbTypam» (22).

B 1o ke BpeMs1, KaxK/plil BUJL HCKyCCTBA
pea/iudyeT LMKJIHYECKHI MPUHLMIT B
COOTBETCTBHH C MPUCYLLEH eMy crieliuuKoi
XYZ02K€CTBEHHOTO CoflepKaHus U

(opMbl, OTpaxKaeT Kak CJ0KHBLIHECS
3aKOHOMEPHOCTH MCMOJIb30BAHMUS
BbIPA3UTEJIbHBIX CPEJICTB, TaK U UX
OPUTHHAJBHO aBTOPCKOE BUIEHHE.

M3yuenne MHOroo6pasus nposiBjeHUH
LUMKJIMYHOCTH B MCKYCCTBE SIBJISICTCS
AKTyaJIbHOW 3a/1auell COBPEMEeHHOH
MCKYCCTBOBeIUECKOH HayKH. [Ipu

'Baiagumunp Bepraackuit BBeJs B HayUHbIH
060POT TEPMHH «OHOT@OXUMHUECKHH IIUKJI»
(Bepnanckui).

2Anexcanap YnkeBCKni 060CHOBA
CYLLECTBOBAHUE OJMHHAALLATUJICTHUX
UCTOPUOMETPHUUYECKUX LIUKJIOB, COITOCTAaBUB
UCTOPHYECKHUE COOBITHS U LIMKJIbl aKTUBHOCTH
Counua ([, 5).

*Hukonait Konapatbes npeanoxua
KOHLIEIIIHIO O MePHOMIECKHX [IUKJIaX
CMEHSIIOLINX APYT-IPyra MObEMOB U CIaj10B
MHPOBOI 9KOHOMHKH, TTPOI0JIKUTENBHOCTBIO
ot 45 1o 60 set (Konapatbes).



9TOM B 00l1lee MoJie HCCIeI0BaAHHUS
paccMaTpuBaeMol TeMbl BKIOYEHbI
M3bICKAHHUS MPEACTaBUTE €N CaMbIX Pa3HbIX
HayuHbIX HAaNpaBJIeHHH — JIMTEPATyPOBEIOB,
TeaTPOBEJIOB, KHHOBEJ0B, My3bIKOBE/I0B,

W KaXK/bIH U3 HUX BHOCHUT BKJIA/L B OOLLIMH
Npollecc Pa3BUTHSI UCKYCCTBOBEUECKOTO
3HAHMSI.

LIMKJIUYHOCTD B My3bIKE MOXKET
MMETb Pa3JIHuHble YPOBHU TPOSIBJICHHUS
1 OCMBIC/ISITBCS KaK MepexXoHbIH
npouece ¥ CMeHa CTHJIeH B UCTOPHH
MY3bIKH, KaK IIHKJIHUECKUH 3aMbICeJT
¥ LIMKJAMYecKast popma. B nacrosiuiee
BpeMs B My3bIKO3HAHHH XOPOIIO
pagpaboTaHa TeopHst IMKIMIECKUX hOpM,
OCTaJIbHble 2Ke YPOBHH MPOSIBJIEHHUS
(beHOMeHa HMKJIMIHOCTH OCTAIOTCS
HeuccaenoBaHHbIMU. Llesibio HacTosIEH
CTaThHU SIBJISIETCS pACCMOTPEHHe
0O0LIMX 3aKOHOMEPHOCTEH MPOABJICHUS
LIMKJUYHOCTH U OTIpeJiesieHue CriellipuKu
peaJiu3alliu 3TOro sIBJE€HHsI B My3blKaJbHOM
McKyccTBe. B KauecTBe mpeimera uayueHus
136paHbl LMKIHUEeCKHe (hopTenuaHHble
MPOU3BE/IEHUST HECOHATHOTO THIA, KOTOPbIE
OTJIMYAIOTCS] OTPOMHBIM padHooOpasuem
1 LLIMPOKO MPEJICTaB/ICHbl B TBOPYECTBE
KOMIIO3UTOPOB Pa3JIMYHbIX HALIHOHAJbHbIX
ILIKOJT X CTHJIEBBIX STOX.

B ¢Bs13M ¢ nmocTaB/ieHHOMN LeJ/IbIo B CTaThe
TEOPETHYECKH OCMBIC/ISIETCS CYIIIHOCTh
IIMKJIMYHOCTH KaK YHUBEPCAJIbHOM
KaTeropuu, a Tak:ke pacCMOTpPeHbl
BO3MOKHOCTH peasii3ally MpUHIIUIa
[MKJIMYHOCTH B Ka3aXCTaHCKOH
(opTenuaHHoil My3bIKe.

MeTtoabl

MeTonos10r1s UCC/1e10BaHUS ONPEesieTCs
crienrUKOi MpeamMeTa 1 BKIIOUAET
COBOKYITHOCTb OOLIEHAYYHbIX U
crelabHbIX HayYHbIX METO/I0B. B uncie
NIepBbIX METO/I0B BeJlylliee MoJI0KEeHHe
3aHUMAIOT METO/Ibl HCTOPHU3MA, aHaJIu3a,
00600111€HUS, CPABHEHUS], BOCX0XKJICHUS

006 abCTPaKTHOrO K KOHKPETHOMY, a

TakxKe nMpo6JeMHO-JIOTHUECKUH METO/,

MO3BOJIMBILIME KOHKPETH3UPOBATh
o611He 3aKOHOMEPHOCTH Tpoliecca
MKa006pazoBanus. MckycerBoBenueckue
1 MY3bIKOBEIUECKHE METOJIbI ( CTPYKTYPHbBIH
aHa/u3 GopMbl, LEJOCTHbIH aHAIU3
MY3bIKaJIbHOTO TIPOU3BEIEHUS, (POpPMaIbHO-
CTHJIMCTHYECKHH METO]1) HCITOJIb30BaTUCh
TPU H3YUEHUH Xy/102KECTBEHHbIX
MPOSIBJIECHNH LIMKJIUYHOCTH U 00€CTeunn
onpejeseHne CrelupUKi HUKINUECKNX
dopm B hopTenuaHHON My3bIKe.

O6cyxaeHue

Hecmotps Ha 1O, uTO 006111251 TEOPHS
LIMKJIHYECKUX (POPM B UCKYCCTBOBEIEHUH
ellle He co3jlaHa, B 9TOH 06JaCcTH
CYLLECTBYeT LeJblH psil paboT U B
JIUTEPATyPOBEICHUH, U B TeATPOBEJEHHH,
1 B My3bIKO3HaHUU. B My3bIKaabHOH

HayKe 9Ta TeMa 3aTparuBaercsi B

paboTax pa3/JHUHbIX 2KaHPOB. B yueGHON

1 yueOHO-METOIMUECKOH JIMTepaType

OHa MPHUCYTCTBYET B CBSI3H C H3yUE€HHEM
crnetrbUKH HUKJIHUECKUX (hOPM B Kypce
aHaJiM3a My3blKaJbHbIX OPM 1 OCBElleHa B
pa6ortax [Opus Tionmna (Trosun ), Bopuca
Acadbena (Acadbe), JIbBa Maseis
(Maseab), Tatbsnbr Kiopersin (Kiopersin),
Basentunbl Xosionoso#i (XoJionosa).
LIMKIMYeCcKUM KaHpam Kak My3blKaJbHOMY
SIBJICHUIO M UX HCTOPUIECKOMY PA3BUTHIO

B 00LIEeH NaHOpaMe My3bIKaJIbHOrO
MCKYCCTBA MOCBSIIIIEHbI OT/IE/IbHbIE
pasneJibl B pabotax Tatbsinbl [Tornosoi
(I'Tonosa), Exateputnl PyubeBcko#
(Pyubesckas), Jleonnna [akkess
(laxkkesb), Koncrantuna Pogenninsbia
(Pogentmmibi), Tamapsl JIuBanoBoi
(JIuBanosa), Anekcanipa AnekceeBa
(Anekceen). Cpeny quccepTalliOHHBIX
paboT, NOCBSILLEHHbIX PA3JIMYHBIM paKypcam
M3ydeHHsl [MKJIMUECKUX MPOSIBJICHUH,
caeslyeT Ha3aThb Tpyabl [Turepa Kamunekn
(Kaminski), 9puxu Patimen (Reiman),
Cgersianbl Macauit (Macauii), I'anunbl
Ogcsinkunoit (OBcsinkuHa), TaTbsiHbl
®pantosoii (Opantora), Bukropuu
JlebGeneBoti (Jlebenera), Matthio JIk. Post
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(Roy), Cynb Ksnnsin (Cynb Kauansin), Jlio
Woke (JTio Uoke ), a Tak:Ke MHOTOUHC/IEHHbIE
CTaThM Pa3jMYHOro aBTOpcTBa: Beponuku
Boinunknnoi (beutiakuba ), CBeTsanbl
[onuapenko (lonuapenko) Ogbru JloceBo#
(JToceBa), Bennenuna butuana (Bitzan),
Bpaitana Mocnu (Moseley), Yxoy

Janun (HYxkoy danun), Hky Csoge (Hky
Cstonie), Fanunbl lemettiko (lemelko),
Outbru CunesibHuKoBO# ( CHHEIbHUKOBA ),
Exarepunbl Monapenko (MotiapeHko).

K otnesnbHbIM popTenuaHHbIM HUKIAM
3arajHoeBpONeHCKUX KOMITO3UTOPOB
ob6pauatotes B cBoux pabdotax Jlrocu Kasic
(Kayas), Il:xeka ®opecra bocca (Boss) u
MHOTHE JIpyTHE.

Bynyuu ynusepcasbHoil U «Bceobliiel
(hopmoii IBHKEHHS B TIPUPOJIE U 00I1IIeCTBE »
(SIkoBel 14), UHKAMYHOCTL HMEET
crieurduueckoe MnposiBjeHUe e1Ba Jik He
BO Bcex cepax ObiTusi. Hekotopbie u3 Hux
00J1a/1a10T JITKOOO03PHMbIM XapaKTepoM,
Harpumep, CyTOUHbIH LHUKJ, CMeHa BpeMeH
rojia, Ipyrue ke MOKHO OXapaKTepU30BaTh
KaK MeHee BblpaxKeHHble: Harpumep,
11-Jy1eTHHE UMKJIBI COJTHEYHON aKTHBHOCTH,
OKa3bIBalollMe BJNSHUE HA €CTECTBEHHbIE
npouecchl, NpoTeKatole Ha 3eme.

B cchepe myxoBHOr0 BOCIPOM3BOACTBA
LUKJIMYECKUI XapakTep UMeeT

CMeHa MOKOJIEHHH, TOCMOICTBYIOLHX
XYJI07KECTBEHHBIX U HAYUHbIX LIKOJI,
TEXHOJIOTHYECKUX COCO6OB MPOU3BOJICTRA,
COLMAJIbHO-ITOJIMTHYECKUX CUCTEM H T. 1.

OnHoil U3 XapakTepHbIX YepT
TPAEKTOPUH LUKJIMUECKOTO JIBUKEHHS
sSIBJISIETCS MOC/Ie/loBaTe/IbHasi cMeHa das.
[1pu 3TOM CMeKHBI€ IUKJIbI YACTHYHO
HaKJIaIbIBAIOTCS JIPYT Ha JIpyra, GopMHUpyst
BOJIHOOOPA3HYIO KapTHHY Pa3BUTHs
npoieccos. Jlaxke B IBHKEHUN HEOECHDBIX
TeJ U COJTHEUHbBIX MSATeH HAOJI0AaI0TCs
nepuoJnyecKre OTKIOHEHHUST U BO3MYLIEHHS,
KOTOpble TeM GoJsiee HeM30eKHbI B PA3BUTHH
»KUBbIX cyliecTB. [TosToMy KoHIIENIHs
LMK/ KaK 3aMKHYTOrO Kpyra nperepresa
9BOJIIOLIMIO U OblJIa MepecMoTpeHa B
CTOPOHY paclIMpeHust cepbl 1eHCTBUS
LMKJIHYeCKUX siBjeHui. KioueBo# BbIBOJ,

HeoOXOAUMbIH /11 PaBUJIBLHOTO MOHUMAHUS
13ydaeMoro (peHoMeHa 3aKJ/II0UaeTes B
YTBEPKIEHHUH TOTO, YTO KaXK/bli U3 LIUKJIOB
HEMOBTOPUM, OJIHAKO BCE OHU 006J1a1al0T
OOIIMMH UepTamMu U PopMaMH IBUIKEHHS.

Elite ool XapakTepHOH uepToH
LUUKJIUYHOCTH SIBJISIETCS HEMPEPbIBHAS
CMeHa KaK 3BeHbeB LIHKJ/a, TaK U
CJIEYIOLIHX JIPYT 32 JIPYTOM LIUKJIOB,

KaK TaKOBbBIX: KaxKIbIH HOBBIH IIUKJI
3apoXKIaeTcs B Helpax Mpe/ibliyliero,
MPOTUBOCTOUT €r0 OTMHUPAIOLLIUM
3JIeMEHTaM U, MOCTeNeHHO Habupasi CUJy,
BoITecHsieT UX. OJIHAKO MepexoJ; 0T OJTHOTO
LUKJIA K JIPYyrOMY He SIBJISIETCST MOJTHBIM
OTpHLIAHHEM Npeablayiero. ['yOGuHHbIe
CJIOM COXPAHSIOTCS U HAKAMJIUBAIOTCS,
nepexoist Mo HACJEJCTRY, XOTS U
NpeTepreBatoT HEKOTOPbIE U3MEHEHMUS.
Kaxnbiii LMK UMeeT CBOH LIEHTP,

PO, KOTOPOE OMPEJIENsieT ero CyTh U
ABJSETCSH HEOOXOAUMbBIM YCIOBHEM €TI0
cyuectBoBanusi. [Tocrenenno paspupasich
U YKpenJsisich, OHO ipeo6pasyer
OKpyzKarollee MpoCTpaHCcTBO — Oy/b TO
MIPUPOJIHAS CPejla MU XY/I0?KECTBEHHOE
NpOU3BeJIcHUEe — B COOTBETCTBUU CO
CBOWMM NOTPEOHOCTSIMH, 3aTparuBas
cHavaJia GJiKailliee oKpy»KeHue, a 3aTeM 1
foJiee oTaanseHHble 00J1aCTH.

[To 3THM 2Ke 3aKOHAM MPOSIBJISIET
ce0s1 UIMKJIMYHOCTD B My3bIKe, KOTOpast
peaJsiudyeTcsi, Hafpumep, B MPOTHBOOOPCTBE
1 KaueCTBEHHOM MpeoOpa3oBaHuK
TeMaTHYECKHUX 3JIEMEHTOB U TeM B COHATHO-
CUM(DOHHUUECKOM 1IMKJIE; B TPOrPAMMHbBIX
LMKJIaX MUHHATIOP — B 0OpalleHnH K
HEKOeH TeMe «SIpy», TJie 3aT0J0BOK
oTpesieIfieT ColepKAHUE [IMKJIA U MTyTH €ro
JlaJibHENIIero pa3puTHsi. B oJiHOKaHPOBBIX
LUUKJIaX MOJA0OHBIM «SIIPOM>» MOXKET
BBICTYMUTb BbIOPAHHBIH KOMITO3UTOPOM
YKaHp, BO3MOXKHbIE BAPUAHTbI BOTJIOILEHUS
KOTOPOTO OCHOBBIBAIOTCSI HA €70 aBTOPCKOM
BUJICHUH.

AHasiu3 HCTOYHUKOB, Pa3BUBAIOIINX
BOMPOC HA Pa3HOM MaTepuasie, MoKa3biBaeT,
UTO TEPMHUHBI KIUKJI» U KIHKJIUIHOCTH»

He SIBJISTIOTCST B3aMMO3aMeHsIeMbIMH.



O6nanast 1ebIM psiIoM 3HaUEHHH Kak
9CTETHYECKOr0, TaK U yTHJIUTAPHOTO
nJiaHa, TepMUH €LUKJI» BO MHOTHX HayKax
MCIOJ/1b3YeTCsl B OTHOLLICHHM KOMILJIEKCa
B3aUMOOOYCJIOBJIEHHBIX POLLECCOB,
MPOUCXOISILINX C ONpeeSeHHOH
MePUONYHOCTBIO ¥ (POPMHUPYIOIIHX
3aMKHYTYIO CTPYKTYpy. B TO xKe Bpewms,
E. Hazaikunckui cuuraet LUKJ He
CTOJILKO BO3BPATOM K HauaJjly MJH
3aMblKaHHeM Kpyra, Kak 3T0 B OCHOBHOM
MPHUHATO B TUMOJIOTHH LUKJIUYECKHX
(hopM 1 MX pa3HOBHIHOCTEMN, CKOJIBKO
00X0/10M, NnepebupaHueM, HcueprnaHueM
BCEX BO3MOXKHOCTEH, NEPEKJIOYCHUEM,
4to GoJiee COOTBETCTBYET Clelu(HKe
TPAaeKTOPHH LMKJIMYECKOTrO JIBHAKEHHS,
uanoxkeHHoi panee (Jlocena 12).
MHO0KeCTBEHHOCTh TPAKTOBKH JIAHHOTO
MOHSTHS — pe3yJibTaT pa3dHooOpasusi
(opm 1 criocoGoB NMPOSIBAEHUS TIPUHIIMNA
LUMKJAMYHOCTH. He coyyaiiHo B COBpeMeHHOM
MCKYCCTBOBEJIEHUH HaO/01aeTcst
JrdhepeHmays onpeaeaeH!i MoHATHS
«IMKJ» IPUMEHHUTENIbHO K Pa3HbIM BHIaM
MCKYCCTBA:

1. B u3o6pasure/ibHOM HCKyCCTBE
10/l IMKJIOM MTOHUMAIOT TPYIy MK
cepHio rpauuecKuX UK XKUBOTTHCHBIX
NPOU3BEIEHNH, 00 BEIMHEHHDBIX CIOXKETOM U
3alyMaHHbIX KaK eIMHO€ L1eJI0€;

2. JlutepatypoBesieHHe TPaKTyeT
LIMKJ KaK 0Cco0y10 2KaHpoBylo (hopmy,
00bEIMHSIOLLYI0 OTHOCHTEJLHO
CaMOCTOSITeJIbHbIE TPOU3BEEHHS B
LIeJIOCTHOCTB G0J1e€ BBICOKOTO MopsijKa
(I'Tpokoniosa 316).

B cBoto ouepesib, TEpMUH
KIMKJUYHOCTb» OTChIIAET HAC K
HeKOeMy KOMITO3ULIMOHHOMY TPHHLIKITY,
KOHCTPYHMPOBaHHE KOTOPOTO TPOUCXOJIUT
He TOJIBKO MyTeM LleJIeHaNPaBJIEHHOTO
MIOBTOPEHHUS ONPe/Ie/IEHHBIX CTPYKTYP, HO
1 TIPY TIOMOLIM 0ObEMHEHUS OTEMbHBIX
3JIEMEHTOB B LIEJIOCTHYIO KOMITO3HLHIO,
a TaKXKe UCI0JIb30BaHUsI KOHTpacTa Kak
JBUKYLLEH cuilbl. JIaHHBIA KOHTpaCT
Croco6CTByeT aBTOHOMM3ALHUH OT/E/bHbIX
KOMIOHEHTOB H, B TO XK€ BpeMsi, CTAaHOBUTCS

YCJIOBUEM KOTE€PEHTHOCTH BCEX 3JIEMEHTOB
KOMTIO3HIIHH.

B My3bIKa/IbHOM HCKyCCTBE LUKJIHYHOCTb
pacKpbIBAeTCsl B Pa3JIMUHBIX 2KaHPOBBIX
MIOCTACSX: OT MaJIbIX MOJIH(OHUUECKUX
LIMKJIOB, LIUKJIOB MMHHATIOP J10 TAKHX
KPYIHBIX )KaHPOB KaK cOHaTa i CUM(OHHUSI.
B cBoem HezakoHueHHOM Tpyne «[Iukn
KaK THIT KOMITO3HLIMH B €BPOMNEHCKON
MHCTPyMEHTaJIbHOH My3bike» EBreHuii
HazalikuHckuii npeayioxKua paccMaTpuBaTh
WJIeH0 LIMKJIMYHOCTH € I0CTATOYHO LLIMPOKHX
NO3ULMHI U IPUUKUCIATD K < IUKJIAM 0COO0T0
pojia BCe TBOPUYECTBO KOMIO3UTOPA
(epHo/ibl TROPUECTBA, KaHPbI, TETPAIH,
pernieptyapHble BEIOOPKH U TPOU. )»
(JToceBa 11). Pagmbliinisisi Ha Temy
LIMKJIU3aLIUK B My3bIKa/JbHOM HCKYCCTBE,
OT/Ie/IbHbIE UCCJ/IE0BATEH MTOIUEPKUBAIOT
CJIMTHOCTD LIMKJ1a U HEBO3MOXKHOCTb €r0
JIeJIeHHs1 Ha OT/ie IbHble HoMepa (Acadben
173). Onnako, UCnoJHUTE IbCKAs! TPAKTHKA
JI0Ka3blBaeT BO3MOKHOCTb BbIUJIEHEHHUSI
yacTeil UMK U YCTIELIHOT0 X UCIOJIHEHUS
OT/IE/IbHBIMU HOMEPaMH Ha KOHIEPTHOH
scTpaje. ATo noarBepKaaer U EkarepuHa
PyubeBckas, ropops, uto «LIukn kak :kanp
— 3T0 HeKas LIeJIOCTHOCTh, XYJ0’KEeCTBEHHOE
e/IMHCTBO, JI0MyCKatollee MaKCUMaJIbHYIO
JIUCKPETHOCTh, CAMOCTOSITE/ILHOCTh YaCTeH,
BIJIOTh JI0 BO3MOYKHOCTH HUX MCIOJTHEHHUS
BHE LIMKJIA U 3aM0JIHeHUs Nay3
MeXKIy uacTsMu BepOabHbIMU
tparmentamu>» (457).

Cgetsiana ['onuapenko, oGpaiiasch
K TeOpHH Tekcra, auddepenunpyer
KaueCTBEHHO pasJ/IHuHble 00beIUHEHHS
MHCTPYMEHTAJIbHBIX LIMKJIOB Ha JIBE TPYIIIbI,
rie epBasi MMEHyeTCsl «aBTOPU30BaHHbIE
TEKCTbI» U M0Jipa3yMeBaeT OCyLLeCTBJICHHE
LMK/IU3ALIUKY CAMUM KOMITO3UTOPOM, a
BTOpast — «HEaBTOPCKHE TEKCThI», Ky/a
BKJIIOUEHbI TPOHU3BE/IEHHST OIHOTO MJIH
HECKOJIbKUX KOMITO3UTOPOB, MHULIMATOPAMH
TPYNTIHPOBKH KOTOPBIX BLICTYMAIOT KaK
ucesieoBatesiu, Tak v ucnoaHutesu (119):

1. BbasoBblit ypoBeHb LIUKIU3ALUH, T]1€
IIMKJI IPEJICTAET B BUJIE TEKCTA,

2. ITpomerkyTOUHbBII YPOBEHb
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UUKJIH3aLHH, 1€ LIUKJI-TEeKCT 001a/1aeT
MHTEKCTOBBIMH cyOLHKIaMU. OObeIMHEHHE
B CYOLIMKJIbI BO3MOXKHO B CBSI3H C POJICTBOM
UX 2KaHPOB, 06PA30B UJIM OJIHOPOJHOCTbHIO HX
LUMKJIHYECKUX (PYHKLHH.

3. [lepBblfi ypoBeHb CBEPXUMKIU3ALHMH,
IJle LMKJI SIBJSIETCS MAKPOTEKCTOM,

a Xy/102KeCTBEHHbIH 3aMblces aBTopa
noapasymeBaeT pacuiipeHre MacutaboB
LUMKJIH3aLHH.

4. Bropoil ypoBeHb CBEPXIMKIU3AIUN
— MeraTekcT, 0ObIYHO NPEeICTaBAEHHbIN
MOHOXKAHPOBOH IPyNNoH IUKIUIECKHX
MPOU3BEJIEHUH, KoTopas Obljaa oOHapyKeHa
ucesie/loBatesieM B TBOPYECTBE TOrO HJH
MHOTO KOMIIO3UTOPA.

5. Tpetuit ypoBeHb CBEPXIMKIU3ALIHH
NpeJICTaBJ/eH B BUJle METATEKCTA, [/le
UCITOJIHUTEIH UJTH YUeHble IPYNIUPYIOT
LMKJIHUECKHEe POU3BEIEHHST Pa3HbIX
KOMITO3UTOPOB MyTeM 00beIMHEHHST UX
KPOCCKYJIbTYPHOUH MapajurMoH.

[TocaenHuil U3 ynomMsiHyThIX ypOBHEH
CBEPXLHMKJIU3ALMH J1aJ1 BO3MOXKHOCTh
BbIIBU?KEHHSI TEOPETHUECKOTIO KOHLeNTa
LIMKJ1a-CUMITIOCHOHA, OCHOBOTIOJIaratoLas
ujest KOTOPOTo YXOJUT B IylyOb BEKOB
K JIpeBHErpeyeckuM cUMnocHsiM. B
cootBetetBuu ¢ World History Encyclopedia,
CUMITOCHH MJIK CUMITOCHOH SIBJISIJT COOOM
BCTpeUy PaBHBIX APYT-APYry MbICJAUTENEH
B HepOpPMaJILHOH, JIPY?KeCTBEHHOH
00CTaHOBKeE, COMPOBOKAABILYIOCS Oeceiamu
He TOJILKO 0 HI0COdHU, TOJUTHKE,
MCKYCCTBE, HO U 0 3JI000IHEBHBIX TEMaX
(Cartwright). K Tomy e, HeoTbemsiemMoit
4acTbio JAHHOTO MUPLIECTBA SIBJSIACH
JIEMOHCTpALUsl OPATOPCKOTO MACTEPCTBA
roctsiMu Beuepa. B cooTBeTcTBUH ¢
9TOH uaeed, uceenoparesib Ekarepuna
MouapeHko B KauecTBe IJIaBHOH UepThl
LMKJIA-CUMIIOCHOHA BbIIEJISIET HAJIMUHe
CBEPX-MPOrpaMMmbl, MpeJcTaBIeHHON B
Wjee «CoapyKecTBa aeMeHToB» (129).

C TaKko# TOUKH 3pEHHs], METATEKCTOM
SIBJISIOTCST KaK OT/EJ/bHbIE LIMKJIbI, TAK
1 OOIIHOCTh « CHMITOCHOHHBIX» LIMKJIOB
pas3JIMYHBIX aBTOPOB, GJM3KHUX 110 TAKHM
napameTpam, Kak MUPOBOCIPUSITHE U

crnocob ObITHS B My3blKe. B 1anHOM
KOHTEKCTE, BbILIEYOMSIHyTast Kpocc-
KyJIbTypHast napaaurma rnpejrnoJaraer
onpesie/IeHHYI0 HHTErpaLuio J1eMeHTOB
OJIHOH KyJIbTYPbI B IPYrylo, Co3/aHne
HOBBIX (DOPM MCKYCCTBA MyTEM CJUSHUMI
pasHo06pa3HbIX KYJIbTYPHbBIX TPAAULUK, HIH
COTPY/IHHUECTBO MEXK/y My3bIKAHTAMH U3
pasHbIX KyJbTYPHBIX cpejl. COOTBETCTBEHHO,
31€Ch POJIb KPOCC-KyJIbTYpPHOH Mapajlurmbl
OepeT Ha ceOs1 KOHUENT APY>KECTBEHHOCTH,
«co-apyxxectBa» (Mouapenko 127).

[TokasaTesibHbIM B 9TOM KJlOue SIBJSIETCS
yTBepKIeHHE HeesenoBaTess Jleonnaa
SIHMLKOTO O TOM, YTO LIMKJI IPE/ICTABISET
co60it Beayliyto hopMy TBOPUECKOTO
BbIpaXKeHUs, KOTopasi 0ToOparkaet
MPOLECChI, MPOUCXOASILIHE B HCKYCCTBE
XX Beka, U CJ1y:KUT 00pasLioM sl UX
peanusaunu (174). On cBsA3bIBaeT HasMUKe
NOoJ0OHOH TEHAEHIMH ¢ KOMIIEHCAaTOPHOH
(pyHKLHMEN UKa, KoTopasi mpejnoJaraer
yAepPKUBAHHE XYJI0KECTBEHHBIX
NPOU3BEJIEHUI OT pacraja, «CBs3blBast
BOEJIMHO pa3JjinuHble IPOU3BENEHHS», a
TaKxKe C ero apxXeTUnnuyecKoi (pyHKIHEH.
[Tocnennsisi nposiBasieTest B MOMEHTbI
KpH3Hca, Kora TpaauliMoHHble B3TJIsIbl
Ha UCKYCCTBO MOJBEPraloTcst COMHEHHUIO,
1 BO3HUKAET CTpeMJIeHHe K BO3BPALLEHHIO
K HCTOKAM — K MHU(aM U apXeTHIaMm.
Tak, LMK/ B MCKYCCTBE YacTo CBsI3aH ¢
apxeTUNHuecKMMHU oOpa3amu KoJieca,
CriupaJsu, Kpyra, sifia, 1mapa, cepsl,
3MeH, Kycatolei ce0s 3a XBOCT U T. L.
ITO — CUMBOJIbI, KOTOPble 0OBEIUHSIOT
B cebe UJieH eIMHCTBA, HEJIEJTUMOCTH U
LIeJIOCTHOCTH, KOHLIEMLHIO OECKOHEYHOT0
MOBTOPEHUS U LIMKJIUYHOCTH ObITHS, a
TaKKe TpeJIcTaBleHre O BOSHUKHOBEHUH
BCEro M3 MepBOHAYAJIbHOIO HCTOUHHMKA U
MOTEHIMAIbHOM BO3BpALLEHUH K HEMY, B
KOHLE KOHLOB. MIMeHHO GJ1aroiapsi 3THM
rJIyOMHHBIM apXeTHIaM LIMKJ OCTaeTcs
CTOJIb YCTOMYMBOH KOMITO3ULIHOHHOH
dopmoti (Snuukuit 172).

Takum 06pasom, Mbl MOKeM YBHJIETh
CJIO?KHOCTb U MHOT'OYPOBHEBOCTh
NPOSIBJEHNUH UMKJIHUYHOCTH Ha COBPEMEHHOM



yTane pa3BUTHSI My3bIKAJbHOTO HCKYCCTBA,
NPEPACIIONOKEHHOCTb K MOSIBJEHHIO
HOBbBIX, MHHOBAIIHOHHBIX My3bIKaJIbHbIX
dopm, oTpaxaiolix MHOroo6pasme
KyJIbTYPHOTO JIaH1IapTa COBPEMEHHOCTH.

B kazaxcTaHCKO# KOMIO3UTOPCKOH
MPaKTHKE LUKJINYECKHE TIPOU3BEIEHHS
CO3/1aBaJINCh HA MPOTSKEHUH BCEro
nepuojia ee CTAaHOBJICHUS U PA3BUTHSI.
3a nepuos ¢ 1920-x royos, Koria B
pecnyO6JinKe OblJIM CO3/1aHbl lIepBble
MPOU3BE/ICHUS B aKaJleMHUECKHUX 2KaHpax,

1 110 HACTOsILIee BPEMSI, HATTUCAHO OKOJIO
TPEXCOT UMKJIHUECKUX MPOU3BEICHUH 1151
Pa3HbIX COCTABOB, U3 KOTOPBIX, OKOJIO
JIBYXCOT MTPOU3BEIEHUH — JI/I51 COJILHOTO
ucrosiHeHust Ha oprenuato (Kererenona;
Hennuna). @opmbl npeTBopeHus
LMKJUYHOCTH, U36paHHble KOMIIO3UTOPAMH,
MHOTroo6pasHbl: aHopama UMKJIUYeCKHX
»KaHpoB B Kazaxcrane npejcras/eHa

KaK CIOMTaMM, TaK U MHOTOYHCJIEHHBIMU
LIMKJIaMH MUHHATIOP C 3as1BJIEHHOH U
CKpbITOl porpammoil. B nosno# mepe
MpeACTaBJEeHbl U MOJUPOHHIECKHE LIHKIIbI:
MPUCYTCTBYIOT MaJible TUTIOBbIE U MaJible
VHIMBH/yaU3HPOBAHHBIE MOJH(POHHIECKHE
LMKJIbI, COCTOSILLME JIMOO U3 TPEJIIO/IHH

u cdyru (Hanpumep, «IIpemoaus u

¢yra» baxtusipa Amankona), 1160 13
HeOoObIYHOr0 YMc/a yacTel, COOTBETCTBEHHO
(«Tpu yru Ha Kazaxckue HapoJHble
tembl» bopuca Epsakosnua). K unciy
60J1bLIOr0 TUITOBOTO MOJU(POHHYECKOTO
LIMKJIA, TJle CBEPXLIUKJ BKJIIOUaeT B cebs
MaJible THIOBbIE LIUKJIbI, OTHOCSTCS

«[Tsatb npesonnit n yr Ha Kazaxckue
HapojHble TeMbl» ['eoprus ['pusduna, a

K 60JIbLIOMY MHAMBH/yaTH3HPOBAHHOMY

— «[lonuonnyeckas rerpaab» OJbru
XpoMmoBoIi.

Ha kazaxcranckoii mouse K
NONU(POHUYECKOMY LIUKJTY HEOIHOKPATHO
obpauiaJjcs COBPEMEHHbBIH KOMIO3UTOP
Bakup basixynos. Pacemorpum ero
TPAKTOBKY LIMKJOB Ha npumepe «IIpesoann
v yru», coznannoil B 1971 romy, n upkaa
MuHHaTIOp « TpUNTHX», HATMCAHHOTO B
2006 ropy.

[Ipexxne Bcero oTMeTHM, UTO 0OpalleHue
KOMITO3UTOPA K TMOJMM(DOHUUECKOMY LIUKJTY
BCTpauBaeTcsi B 0OLLYIO TEHAEHLHMIO
pa3BuTusi My3biku XX Beka. MHTepec K
»KaHpam, TPaaHLMOHHO aCCOLMUPYIOLLIUMCS
C 3M0xoH 6apOKKO, CBSA3aH €
MPOBO3IJIallIeHHEM 3TOXH OCTMOJIEPHU3MA
B (husiocopuu 1 KyJbType, ¢ KOTOPOH
CB$I3aH ME€PECMOTP TPAAMLIHOHHBIX
KOHLeNIMH H nousituil. dunocodust
MIOCTMO/IePHHU3Ma TperoJaraert,

KaK U3BECTHO, OTpe/lesIeHHY0
PeTPOCHEKTUBHOCTD, NIEPEOCMbIC/ICHHE U
PEKOMOHHALHNIO KyJIbTYPHBIX IOCTHIKEHHH
npotiioro. Bozpoxienue nosudonun B
CTPYKType MOJU(POHUUECKUX CBEPXIIUKIIOB
M03BOJIMJIO OTPA3UTb 3TY aKTyaJbHYIO
TeHJIeHIIMI0 coBpeMeHHOoCTH (Bacupyk 57).

Eca onuparbest Ha KnaccuduKauuio
noJMOHUUECKHUX LIMKJIOB, NPEICTaBIEHHYIO
uccnenoparenem TatbsiHoit @paHToBOH, TO
«[Tpemonust u pyra» Bakupa basxynosa
OTHOCHTCS K «MaJIOMy THITOBOMY
MONUPOHUYECKOMY LIUKJY» C THITMUHOH
CTPYKTYpO# — mnpeJsiiousi U pyra (37).
Takoii THI LIMKJ/IA LLIMPOKO MPE/CTABIECH
B 6ApOYHON TpafMLIMK: TpaHChopMaLHs
«(paHIy3CcKOH KaHILLOHbI» Hayasa
XVI Beka npusesia kK 060co6/1eHUIO ee
pPa3BEPHYTOH BCTYNUTEJBbHOM YaCTH OT,
co6CTBEHHO, TOJMM(OHUUECKOTO pasiena.
Pouib npenpapsitoniiedt yry yactu
MOZKET UCIOJIHATD KaK MpeJItojiis, TaK U
TOKKaTa Win pantasusi. Bee stn xKaHpsbl
XapaKTepU3YyITCsl UMITPOBH3ALMOHHOCTBIO,
KOTOpast HCKJIIOYAEeT yKECTKYIO CTPYKTYPHYIO
OrPaHMYEHHOCTD U 1aeT cBoOOy B BbIOOpE
MY3bIKaJIbHO - BbIPA3UTEJ/bHbIX CPE/ICTB.
®yra xe, ABJsAs cO60H HauboJIee CIOKHYIO
Pa3HOBHAHOCTb MMUTALIMOHHON MOJH(OHUH,
Oblyla, HANPOTHUB, CTPOrO HOPMHPOBAHA MO
(opme U MpUHILIUTIAM ee Pa3BePThIBAHMUSI.

B tBopuectBe Moranna Cebactbsina baxa
dyra crana He TOJILKO CaMOCTOSITENbHBIM
MHCTPYMEHTAJIbHBIM XKaHPOM, HO H B3sl1a
Ha ceOs1 poJib CMBICJIOBOTO fipa OMHAPHOIO
MOoNU(POHUYECKOTO LIHKJIA.

Xy10:KeCTBEHHBIM OPHEHTHPOM JIIs1
bakupa basixynoa B ero «[Ipestoanu
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1 (yre» craj, BeposiTHee BCEro, UK
«Ludus tonalis» [Tayna Xunnemura
(1942), koTopbl# OTJIHUAETCS HEOOBIUHbBIM
coueTaHHeM KOHTPAIyHKTa,
retepodoHnu ¥ roMmooHuH. JlaHHbIH LUK
CTaJl UTOTOM KOMTMO3HTOPCKOTO MOMCKa
B chepe paspabOTKH My3bIKaJbHOIO
mMarepuaJa, a Tak:Ke aBTOPCKUM pellieHHEM
npo6JieM «BepPTHKAJU .

Mys3bIKasIbHbIH MaTepHras
[Tpesionuu bakupa Basixynosa
OCHOBBIBAETCS HA TEXHUKE MyaHTHIH3Ma
KaK KOMMO3HIIHOHHOTO METO/1a,
XapakTepU3YIOLLErocs U3Ja0KeHHeM
MY3bIKaJIbHOH MbICJIH TIPH TIOMOLIH
0OpaMJIeHHBIX May3aMH «M30JHPOBAHHBIX»
3BYKOB (X0JIOMOB) H COAEPHKUT
MHTOHALMOHHOE U CTUJIEBOE MpeBapeHne
BTOPO# YacTH LMKIa — (yru.
I10 obecreunBaeT eIMHCTBO LIUKIA,
o6ecreunBast 11eJbHOCTb OCHOBAHHOTO Ha
M30JIMPOBAHHBIX CEPUSIX 3BYKOB JIBHKEHHS.
Tema yru, nono6no «Fuga tertia in F»
[Taysst Xungemura,
COCTOUT U3 JBYX OJIU3KHUX MOJIPA3NEIIOB,
r7ie BTOpOH siBJIsieTest oOpalleHueM
nepBoro. 3/7ecb, 00beAUHSIOUIUM
CMBICJIOBBIM «SIIPOM>» TIPEJICTAET HE TOJBKO
Tema kak TakoBasi, HO H HEOTHOKPATHOE
MOBTOPEHHE OCHOBHOMN TOHANBHOCTH [,
cosjiatoliee ollyleHue cTabuIbHOCTH
B [TOTOKE CJIOKHOOPTaHH30BAHHBIX 3BYKOB
¥ TpHUatollee MpoU3BeeHUIO YePThI
pOHI006pa3HOCTH, XOTs (hopMaJibHast
CTPYKTYpa POHJIO OTCYTCTBYET.
Bhe maxkopo-MHUHOpHAst TPAKTOBKA
TOHaJILHOCTH 10 cucTeMe [laynsa Xunnemura
NpUAAeT NPOU3BEJEHHUIO CBOeoOpasue.
WMuTepecHo o6pamsienne gyru
peMHUHHCLEHLMEN U3 TIPEJIIOIUI, KOTopasi
UrpaeT orpeieeHHY0
(hopmoo6pasytolyto posib: 6acoBblit
naccax u BepXHHUH rosioc Kiacrepa
3aKPEMJISIOT OCHOBHYIO TOHAJILHOCTD I, B
TO BpeMsi KaK BHETOHAJIbHOE HACJOeHHE B
MOCJIE/IHUX YEeThIpeX TAKTaX He HapyLlaeT
JIOCTUTHYTOTO BO3BPALIEHHUS B OCHOBHYIO
TOHAJILHOCTb!
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[Tpumep 1. b. Basxynos. «[Ipentonus u dyra»:
[Ipentonus
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[Tpumep 2. B. Basxynos. «[Ipesonns u dyra»:
Dyra

Huknmuzauus B «IIpentonnn u yre»
JIOCTUraeTcsl, TakuM 00pa3oM, He TOJbKO
Ha THUITHYHOH OapOYHOH KaHPOBO-
LIMKJIMYECKOH OCHOBE, HO U MyTEM UIPbl
C TOHAJILHBIM IJIAHOM (MHOTOKpaTHoe
MOBTOPEHHE OCHOBHOH TOHAJILHOCTH,
HaMeKatollee Ha pOHI000Pa3HOCTD ),
CO3/1aHHS1 MFHTOHALMOHHO - PUTMHYECKHX
apoK MExKly YaCTsIMH, YTO B COBOKYTTHOCTH
C MyaHTJIMCTHYECKUM peLleHHeM
TeMaTHUYeCKOro MaTepuasa obecrneyuBaeT
MIPOU3BEJICHUIO OPUTHHAJIBLHOE U
COBPEMEHHOE BUIECHHE LIMK/JIHYHOCTH.

B 2006 rony, kak nomnbitTka
MY3bIKaJIbHOIO OCMBbICJICHHS] BOCTOYHBIX
BepoBanuii, bakupom bBasxyHoBbIM ObL1
co3/iaH 330Tepuueckuil « Tpuntux».
KoHuenuus 1aHHOro LUKJ/Ia HHTePeCHa,
npex/e BCero, ¢ TOUKH 3peHust 06pa3Ho-
CMbICJIOBOTO aBTOPCKOTO PELIEHUS.
OcnoBy «Tpunrtuxa» b. basixynosa
COCTABJISIOT TPU MUHHMATIOPBL: 1. «MHb 1
AH», 2. «Oxunanue Kapmbl», 3. «Bunenne
HUpBaHbl». CorJlacHO aBTOPCKOH pemapke,
IPOU3BEJICHHE CBA3AHO C YCJIOBHBIM
OTpaKeHHEM MHUCTHYECKHUX BEPOBAHMH.
OTHOCACH K N03/IHEMY [T€PHOJy TBOPUYECTBA
Bakupa basxynosa, «Tpuntux»
npejcrap/sieT co60i pa3MblLLJICHHS aBTOpa
Ha 9K3UCTEHLMAJbHBIC TeMbl CKBO3b ITPU3MY
MPOXKUTBIX JIET U OTpazkaeT uaocopckue
YCTaHOBKH CaAMOT0 KOMIIO3UTOPA.

B cooTBeTcTBHM ¢ KiaccupuKalder
MHCTPYMEHTAJIbHbIX LIMKJIOB,
npejicraBienHol Ceetnanoil ['onuapenko,
JIAHHBIN LMK/ MOXKHO OTHECTH K rpyrie



«ABTOpHU3oBaHHbIE TeKCThI» (119):
peasiM30BaHHas B IAHHOM oIlyce
LIMK/IM3all1sl OCHOBBIBAETCS HA CO3IaHHON
KOMTIO3HTOPOM KOHIETIIHH €JIMHCTBA
1 B3aHMOCBSI3H [TPOTHBOMOJI0KHOCTEH
(«Wub u SIH»), cMeHbl crioco6oB
BOCMPUATHS peasbHOCTH («OKunanue
Kapmbl», «Bunenue nupsanbi» ). [1pu
5ToM « TpUNTHX», €UHBIN C TOYKH 3pEHUS]
BOTIJIOLIEHHUS 330TEPUUECKOH 0OPa3HOCTH,
M3HYTPH CONIEPKUT < UHTEKCTOBBIN
cyb1mka». Peub uaeT o AByX MoC/IeIHUX
yacTax ukia (« OyKunaHue KapMmbl»
1 «BuneHue HUPBaHbI» ), KOTOPbIE
00 beUHAITCSA BJM30CThI0 0OPA3HOTO
coliepKaHusi. DTO MO3BOJISIET YBUJIETD B
Tpex yacTax « TpunTuxa» IByxX4acTHOCTb,
onpeseJssieMylo reorpapuieckim
MPOUCXOKIEHHEM (PHITOCODCKOTO YUeHHUS,
HJleu KOTOPOro
CTaJIM OCHOBOH J/151 TPOrPaMMHOT0
coj/lepKaHusl yacTe LuKJIa:
1) Kuraii (1 wacts); 2) Mupus (11 u 111
4acTH ), 1 KOHCTAaTHPOBATh HAJHUKeE
MIPOMEKYTOUHOTO YPOBHS LIMKJIH3ALMH.
Konuenuust «Mub-5u», kotopas
Oblyia H3JI0XKEHA B OJTHOM U3 PEBHENIIINX
KMTaHCKUX (PUITOCOPCKUX TEKCTOB
«W ugun»*, npeanosaraet Hajn4He
BOCIPUHUMAIOILIET0, MACCUBHOIO HayaJa,
ACCOIIMMPYEMOTO C TIOKOEM ¥ ThbMOH,
1 uMeHyeMmbIM MHb. §IH, HanpoTus,
— aKTHBHOE HayaJslo, CBI3aHHOE
CO CBETOM, TETJIOM H JIBUKEHHUEM.
PesysnbraToM B3auMoIeCTBHS STHX JABYX
MPOTUBOTOJOKHBIX CHJT CTAHOBUTCS
IHMKIMUecKast TpaHchopmaliisi BCEro
CyLLero, MpH KOTOPOi OKOHYaHHUe JitoO0oro
SIBJICHUS] HHULMUPYET HAauaJI0 JPyroro,
TMOJJIe P?KUBAs TMHAMUKY Pa3BUTHS MUPA.
[IporpamMmma BTOpOro 1 TpeThero
HOMEPOB 1IMKJIa CBsI3aHa C 1leHTPaJIbHbIMHU
MOHSITHSIMH HHJMHCKOH PEJIMTHO3HO-
(hUN0COhCKON MbIC/IH, 3TO — KapMa U

* Ha pycckuii si3bik Gbljia mepeBejieHa
[Onuanom lyuknm nox HazBanuem «Kuura
nepemMeH>».

nupsana. Kapwma, ponosusiouias

JIOKTpHHY penHKapHaiuu («Cancapa» ),
SIBJIIET COOOU MPUUHHHO - CJICACTBEHHYIO
JleTepMHHALMIO, COTJIACHO KOTOPOH

BCE MOCTYINKH HHANBH/A OKA3bIBAIOT
HEMOCPE/ICTBEHHOE BJIMSIHUE HA €ro Cyab0y
B ITOCJIE/YIOLLMX LIMKJIaX MepepoxKIeHHU,
orpejesisisi cTerneHb ero OyayLUX CTpajaHuil
WJIH HACJIAXKICHUH.

TemaTnueckuii MmaTepuas MUHHATIOPDI
MorpyzKaeT cjyuiaresisi B COCTOsIHHE
MEJUTATHBHOCTH: TIOBTOPSIIOLLUHCS 3BYK
«J10» B PAa3HbIX OKTABAaX, POXO/d CKBO3HOH
JIMHUE yepes BeCb HOMep LMKJa, CO3/1aeT
OLLylllEHWE HATIPSIKEHUST H TTPEJIBKYLLIEHHSI.
B 1o ke BpeMs1, JaHHbIH JIEATMOTHB sIBJISIET
co60ll My3blKaJibHOE OTpakeHue obpasa
OKHJIAHUSI TTOCJIEJICTBUH CBOUX IEHCTBHH,
4TO, KaK y2Ke OblJIO CKa3aHo, siBJISETCS
KJII0UEBbIM aCMEKTOM KapMHYeCKOH
usocoduu:

Hodorto
| == 2 - e

[Tpumep 3. b. basixynos. «Tpuntux»: 2. Oxunnanue
KapMbl

MysbikasibHbII MaTepHal
«OrKuanust KapMbl», Ha Halll B3NS,
HafpasJ/ieH Ha BbI30B 3MOIMOHABHOTO
Y UHTEJJIEKTYa/IbHOrO Pe30HAHCA Yy
CJIyLIaTeIsl, OH CTUMYJIMPYET Pa3MbILIIECHHUS
0 B3aUMOCBSI3H MTPOTHBOIOJOMKHbBIX
JIEHCTBUH U UX TTOCTEACTBHUH B KOHTEKCTE
JKH3HEHHOTO MyTH U OKPY2KAalolLlero MUpa.

B cBolo ouepe/ib, HUpBaHa OTpayKaeT
KOHLIETIHMIO BbICLIEH LEJH /IS BCeX
JKHUBBIX CYLIECTB U 0OBIYHO aCCOLMUPYETCS
C COCTOSTHUEM OCBOOOXKIEHUS OT
TPEBOXKHOCTH, MPUCYLIEH LIUKJIUYECKOMY
CyLLECTBOBaHHIO B caHcape. Jlannas unes
HAXOJIUT OTPaXKeHue B criocobe pa3BUTHS
TEeMaTHYECKOTo MaTepuaJa, U30paHHbIM
aBTopoM. HauaB uanoxeHnue B cpeiHem
perucTpe, aBTOp MOCTENEHHO IBUAKETCS
B CTOPOHY TeMOPOBOTO paCIUMPEHUs U
VIJIOTHEHHUST My3bIKaJbHOH hakTypbl. B
KauyecTBe MpUMepa CTOUT MPUBECTH OJIHY
U3 T€M, MOJIHYI0 BOCTOYHOTO KOJIOPUTA,
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[Tpumep 4. B. basixynos. «Tpuntux»: 3. Bunenue
Hupsanbi

Kaxk BuiHo U3 npumepa 5, sipkoe
BOIJIO1IEeHHe 06pa3a HUPBAHbI JOCTUraeTCsl
MyTeM pa3BeieHHs TapTHil IBYX PyK B
JlaJieKne JIPYT OT JIpyra perucTpbl. YKazaHue
«col gomito e palmo» npeanosiaraer
M3BJleUeHre 3ByKa U3 HHCTPYMEHTA MyTeM
HaXKaTHsl Ha KJ1aBHATypy BCEM Tpe/rieybeM
¥ J1aJIOHbIO, YTO 00ECTeUUBAET 3ByUaHUIO
6osbLINK 00beM. FIMeHHO Ha TakoM
(hoHe aBTOp pelIaeT NOMECTUTb MEJIOJIHIO
B BEPXHHH PETUCTP HHCTPYMEHTA ISl
JIOCTHXKEHUS 3 dekTa 3peMepHOCTH
3ByUaHHUsi, TUITMUHOTO JIJIs BOCTOUHOM
MEeJIUTaTUBHOH MYy3bIKH.

L
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[Tpumep 5. B. Basixyros. «Tpuntux»: 3. Bunenne
Hupsanst

ABTOpCKOE MprMeyaHue K HOTHOMY
TEKCTY BTOPOTO U TPEThero HOMepPOB
LMKJIA TIPEIOCTABJISIET HCTIOJHUTEIIO
TMOJIHYI0 CBOOO/1y B OTHOLIEHHH BbIOOpa
LITPUXOB, IMHAMHKH, arOrUKH U
anmiukaTtypsl. [Tono6HbIi Moaxos He TOJBKO
aKTyaJIu3upyeT BHyTPEHHHE SMOLMOHAJIBHO-
UYBCTBEHHbIE pe3epBbl HCITOJHUTEJIS,
HO W, Ha Halll B3IVIsIfl, KOPPEJUPYET ¢
MOCTMO/IC PHUCTCKON KOHLIENUHMEH «CMepTH
aBtopa» Posnana bapra (384). Ecan
nepeHecTH JaHHY10 KOHLEMIMIO HAa MOJIeb
KOMMYHHKATHBHOH CHCTEMbI € KOMITO3UTOP
— MCIOJIHUTENb — CJyllaTesb», TO B
npotiecce paboThl U BbICTPAUBAHHUS CBOEH
TPAKTOBKH [POU3BEJCHHUS HCIIOJHUTEIb
CTAHOBUTCSI COABTOPOM KOMITO3UTOPA.

JleTanbHbli aHaJIU3 IBYX IPOU3BEIEHUH
bakupa basxynosa nozsosisieT

YBHJIETh, YTO B PA3HbIE MEPUOJIbI
TBOPYECTBA OH UCIOJb3YeT Pa3iniyHble
METOJIbl TPETBOPEHUS LIMKJIHUHOCTH.

Ecau B GoJiee paHHEM COYMHEHUH
LMKIM3ALUS I0CTUraeTcsl MyTeM
MCMOJIb30BAHUS THIIOBBIX CTPYKTYPHBIX

1 popMo06Pa3yIOLIUX SJIEMEHTOB, TO B
«Tpunrtuxe» aBTOpP BLIXOAUT Ha APYroK
YPOBEHb LMKJIU3ALNH, TIOpa3yMeBatoleh
obpalleHe K UIMKJIUYHBIM M0 CBOCH
npupose GUI0CoOPCKUM TeMaM.
Kommnosuropckasi TpakToBKa HUKJAXIHOCTH
JIBUKETCS1 OT LEJIBHOTO BUEHMUS
(«ITpemoaus u dhyra») K onpeaeseHHON
HEe3aBUCHMOCTH OT/IEJIbHBIX YacTeH

LMK/, npeanoJaratoLleid BO3MOKHOCTb
BbIUJIEHEHHS OTAEbHBIX CyOLMKIIOB.

Pesynbrathbl

3yvyeHne MHOTOUMC/IEHHBIX HCTOUHHKOB
1 My3bIKaJIbHbIX TTPOU3BEICHUIH T03BOJISIET
npeacTaBuTh 0600611atolee BUIEHUE
M3y4aeMoro siBJICHUS U BBIIEJHTh €ro
KJII0UeBble pu3Haku: 1) dasbl nykIa
CMEHSIIOTCS TTOCTENeHHO, YaCTUYHO
«HaKJaabIBasiCb» APyr Ha Jipyra,
U, KaK CJIeJICTBHEe, 06pasyst HEKYI0
BOJIHOOOPA3HOCTDH B XapaKTepe Pa3BUTHS
NPOLLECCOB; 2) KAXK/IbIH U3 CJIE/yIOLIUX
3BEHbEB LIMKJA BO3HUKAET HA OCHOBE
NpeblIyIIero 3BeHa; 3) KaxK/Ibli 1K/
006J1alaeT CBOUM LIEHTPOM, OTNpeesOIINM
€ro cyThb ¥ NpeoOpasyloliuM OKpyzKatolllee
NPOCTPAHCTBO, BO3ICHCTBYS Ha OJIMXKAKIIIHE
1 oT/ia]ieHHble 00/1acTH; 4 ) UIMKJIHUHOCTD
— 3TO He MPOCTO MOBTOPEHUE UJU
BO3BpallleHHe K HadyaJgy, HO U nepeOupaHue
BCEX BO3MOXKHOCTEH, HCUepraHue U
nepexJoueHue.

Ha naiu B3ruisiz, BblllierniepevncyieHHble
4YepThl B MOJIHOH Mepe MPUCYTCTBYIOT
U B IMKJIMYHOCTH KaK MY3bIKaJbHOM
npotiecce. B cBoto ouepesib, XapakTepHbIMH
YyepTaMHu B TPAKTOBKE LIMKJIA B My3bIKe
ABJsIOTCS: 1) yCJIOBHBIH KOHTPACT,
SIBJASIOLLMICS IBUXKYLLEH CHION
UUKJIU3ALUH, OJHOBPEMEHHO CITOCOOCTBYS
ABTOHOMHU3ALUH OTJIEJbHBIX 3JIEMEHTOB



KOMTIO3HUIIMH ¥ BBICTYTAsi OTHUM U3
YCJIOBHUH B3aUMOCBSI3aHHOCTH BCeX

ee KOMIOHEHTOB; 2) Ha/IMune HeKoeH
1nay3bl WK JJazKe He3HAYUTEJbHOrO
BPEMEHHOI0 pa3pbiBa M1y YaCTSMH;

3) onpejiesieHHAss HE3aBUCHMOCTh YacTei
LMKJIa, NPEANoJaraioLias BO3MOXKHOCTD
BblUJIEHEHHUS OT/Ie/IbHBIX HOMEPOB LIHKJa 1
MX CAMOCTOSITEJILHOTO UCTIONHEHHUS.

K siBnienunsim, o6/1a1a1011MM IaHHBIMH
XapakTepHbIMH MPU3HAKAMH B My3bIKe,
MPUHAIEKUT HECOHATHAS LIMKJIMUHOCTD
(HeCOHaTHbIE LMKJIbI), peaaudyemasi
B CIOMTaX, NOJU(OHUYECKHUX LIHKJ/IAX,
pkax MuHuatiop. @opmasbHasi ceoGosia
HECOHATHBIX LIMKJIOB JlaeT KOMITO3UTOpam
BO3MOKHOCTb 9KCIIePUMEHTHPOBATH C
(hopMOil U CTPYKTYpOH, HE OTPAaHUUMBASICh
TPAMUMOHHBIMHU CXeMaMH. DTO
MPUBOJIUT K CO3/IaHUI0 YHHKAJIbHBIX U
VHIMBUIYaU3HPOBAHHBIX My3bIKAJbHBIX
NIPOU3BEJICHUI, KOTOPbIE OTPazKaOT
OPHUTHHAJBbHOE BUACHHE U CTH/Ib
KOMII03UTOpA U MO3BOJIAIOT PACLLIMPHTD
NanuTpy 06Pa3HOCTH U BbIPA3UTENbHbIX
CPEJICTB 15 €€ BOMJIOLLEHHUSI.

3aKknwyeHue

HpHHLLHH HUKJIUYECKOI'O pa3BUTHS, 6yl[y'—ll/l
YHUBEpPCaJbHbIM 3aKOHOM, OITpeJe/isieT

pasBUTHE BCEX CUCTEM — OT CaMbIX ITPOCTBIX

JI0 caMbIX cJ102KHBIX. OH 0ObsICHSIET
BO3HUKHOBEHHE, PA3BUTHE U HCUE3HOBEHHE
pas/IMUHbIX SIBJIEHHI, OT CO3BE3/IUI 10
4eJIoBeUECKHUX KYJbTYP.

[Ipouecc LUMKIN3aLMK B My3blKe
npeJcTaeT B Pa3/HUHbIX HIIOCTACSX U
BBIXOJIUT 32 PAMKH UUCTO MYy3bIKaJIbHbIX
MOHSITHH, 3aTparuBasi SKCTpaMy3sblKaJibHble
napametpbl. CoBpeMeHHbIH 3Tan pa3BUTHS
aKaJleMHYeCKOl My3bIKH TpeJylaraeT HoBble
TEopeTHYEeCKHe KOHLIENThI, TaKHe KaK LIUKJI-
CUMIIOCHOH, paclliupsiiollie NoHuMaHue
LMKJIHYHOCTH.

B tBopuectBe bakupa basixynosa
LIMKJIUYHOCTD MPEJICTAET B PA3JHUHbIX
MIOCTACSX: B BUJIE B3AaUMOCBSI3U
MY3bIKaJIbHOTO MaTeprasa B 4acTsix

GUHAPHOTO MOJH(OHUUECKOTO LIMKJ/IA
(«ITpemtoausi u yra») U npeTBOpeHUs
LIMKJIMYHOCTH Yepe3 aBTOPCKOoe BUIEHHE
cTpyKTypbl (« Tpuntux»).

SIB/IeHHE UMKIMUHOCTH OCTaeTCsl
AKTyaJIbHbIM JI/Is1 COBPEMEHHOTO 3Tarna
pa3BUTHS My3bIKaJbHOTO HCKYCCTBA, a
TaKKe HayYHOH MbICJIH, NPeJICTaB/Iss
o060 MJIOOTBOPHOE TOJIE AJIS
JlaJIbHEHILIMX TBOPUECKHUX TOUCKOB U
Hcc/eIoBaHui, 0COOEHHO B CBETE HOBBIX
HaYUHbIX OTKPBITHH H TEXHOJOTUYECKHX
MHHOBALLMH, KOTOPbIE MOTYT MPE/IOKUTh
HOBbIE MEPCMEKTUBBI /151 TOHUMAHUS U
MHTepIpeTaluy LUKJIHYECKHX MPOLLECCOB.

OCHOBHbIe MONOXEeHUS

B xoze ncenenoBanus Oblin ceaHbl
CJlIe/TyIolIHe BBIBOJIBI:

[.  TlpuHUMI UMKIHUHOCTH, OYIyuH
YHUBEPCAJIbHbIM, MTPOSIBJISIETCS BO
BCeM MHOroo6pasuu popm 6biTHsi. B
KOHTEKCTE MPOU3BEJCHUN pas/IMuHbIX
BHJIOB HCKYCCTBA OCHOBOIIOJ/1AralolHM
MPU3HAKOM LIUKJIHUHOCTH SIBJISIETCS
MOBTOPSIEMOCTb Ha HOBOM BHUTKE Pa3BUTHS
SIBJICHUH, COOBITHH, COCTOSIHUH, CTPYKTYP,
TeMaTH3Ma (B My3bIKe ) U T.JI. Uepe3
ornpesie/ieHHbIE TPOMEXKYTKH BPEMEHH.
LluknnyHoCThL 06ecrneynBaeT JMHAMUKY
pa3BUTHS COZIEPrKAHUS XyI0XKECTBEHHOTO
MPOU3BE/ICHUS U CTAHOBJIEHHS
XY[102KeCTBEHHOro oOpasa.

2. TpaexTopusi UMKJIMYECKOTO
JIBU2KEHHUS XapaKTepHu3yeT HelpepbIBHOCTh
CMEHBI COCTABJISIIOLIMX €ro YacTei,
Moc/e/I0BaTebHOCTb CMeHbl a3, a TakxkKe
HaJM4YMe COOCTBEHHOTO LEHTPAJBHOTO si1pa
B Ka’KJIOM U3 1IUKJIOB.

3. B mysbike LMKIHUHOCTB 0OpeTaeT
JIOTIOJTHUTE/IbHbIE XapaKTEPUCTHKH, K
KOTOPbIM OTHOCHUTCS! YCJIOBHbIH KOHTPACT
3TanoB, 06s13aTesIbHOE HAJTHUHe
BPEMEHHOTO pa3pbiBa MexKly pasjieslaMu
LIMKJIa, a TAKXKe CaMOCTOSITE/IbHOCTh
ero yacre, No3BoJIsol1ast UCIOIHATh

OTAEJIbHbIE HOMEpPA Ha KOHI_I,epTHOIZ 9CTpale.
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4. PacnpoctpaHeHHbIM MPOsIBJIEHUEM
LIMKJUYHOCTH B My3bIKE BBICTYNAIOT
HeCOHATHBIE LUKJIbI, peajiu3yemble B
CIOUTax, MoJMMOHUIECKHX [IUKIAX, IUKIaX
MuHHaTiop. VX BUeHHe B TBOpUeCTBe

KazK/10ro KOMIO3UTOpA He OFPAHUUMBACTCS
TPAMLIMOHHBIMU CXeMaMH U
XapaKTepHu3yeTcst MHAWBHaJTH3HPOBAHHON
TPAKTOBKOH, OTpaKalowlen
KOMITO3UTOPCKHI 3aMblceJ U 104ePK.
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TokmypsueBa dunapa', 96aipaxman I'yanap '

'Kypmanrasbl atbinaarsl Kazak yarTbik Koncepsatopusichl (Anmatsl, Kazakeran)

LMKNAIK ®EHOMEH XXoHE OHbIH, MY3bIKAIA KOPIHIC BEPYI

Anpatna. byn >XyMbiC UMKNAINIK GEHOMEHIHIH My3bIKafaH TbiC KEHiCTIKTEri KOPIHICiHiH epeKLenikTepiH
YK9He OHbIH, My3blKa OHEPIHAE HAKTbl iCKe acyblH 3epaeneyre apHasnfaH. 3epTTeyAiH NaHi «KCOHATabIK,
eMec» TUMTeri UMKAAIK dopTennaHo TyblHAbIIapbl 604bl. AnFa KOMbUIFaH MiHAETTEPAIH, Bipi
UMKALINIKTIH aMbeban kaTeropus peTiHAeri MaHiH TEOPUSANbIK, TYPFblAaH NanbIMAAY XXaHE KAa3aKCTaHAabIK,
$opTENMAHO MY3bIKaCbIHAA LMKAAINIK KAFMAATbIH XKy3ere acblpyAblH, apTypainiri 6onbin Tabbnagbl.
JKYMbICTa Xannbl fFblbIMU XaHE apHaMbl Tangay a4icTepi, COHbIH, iliHAE TapUXK, CanblCTbipManbl
XoHe npobnemManbIK-N10rMKanblK TaCin, COHAAN-aK, hOPMaHbl KypblIbIMAbIK Tanaady KaHe GopManbabl-
CTUNUCTUKANBIK AIC TIPi3Ai My3blkaTaHy a4icTepi KonaaHblnaabl. ABTOPAbIH, LMKIAIK KO3KAapPaChIHbIH,
VATiCi peTiHAe KapacTblpbinatbiH bakip basxyHOBTbIH, «[1pentoans MeH dyra» MeH « TpUNTUX» TanaayblHa
epeklle Hazap ayaapblnagbl. 3epTTey HaTUXKeNEepi Ke3eHAepaiH TYPaKTbl AybICYbIH X3HE apTypi
LUMKNLAP 3NEMEHTTEPIHIH ©3apa iC-KMMbIbIH KOCa anfaHaa, LMKNLIK KO3FablCTbiH, KON AEHrenniniriH
kepceteni. My3bikaZa LMKAAIK KOCbIMLIA CMNATTaManapfa, COHbIH, ilWiHAE, LWApTTbl KOHTPACTTbIH, 60YbI
XoHe UMKNAiH apbip 6eniriHiH aepbecTirine ne 6onaabl.

TyiiiH ce30ep: LMKNAINIK, LMK, LMKAM3aLMs, GOPTENUAHOMBIK LUK, MY3bIKabIK LMK,

Aaiiekce3 ywin: Tokmyp3uneBa, InHapa, xaHe obaipaxmaH l'ynHap. LUnknaik KybbinbIC XXaHe OHbIH,
My3blkagarbl kKepiHici. Central Asian Journal of Art Studies, T. 9, N® 2, 2024, 95-118 6., DOI: 10.47940/

cajas.v9i2.879
Anreic: «Central Asian Journal of Art Studies» XypHanbIHbIH, pefakUMACbIHA, COHAAN-AK, aHOHUMA,
peLeH3eHTTepre LWEeKCi3 anfblCbIMbI3Abl Oingipemis.

Aemopnap KoaxazbaHbIH COHFbI HYCKACbIH 0KbIN, MAKy/10a0bl }aHe Mydoesnep KatulbliblFbl HOK,
ekeHoi2iH MasimOeliol.
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Tokmurziyeva Dinara', Abdirakhman Gulnar!
'Kurmangazy Kazakh National Conservatory (Almaty, Kazakhstan)

THE PHENOMENON OF CYCLICALITY AND ITS EXPRESSIONS IN MUSIC

Abstract. This research is dedicated to examining the characteristics of cyclicity’s manifestation within
the extramusical domain and its distinct realization in the realm of musical composition. The focal
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of cyclicity. The findings underscore the stratified nature of cyclical progression, marked by the
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A3EPBAUI)KAHCKUIA
JIACTAH B ®OPMAX
BAJIETHBIX TOCTAHOBOK
TPUEJAMHCTBA: [1033U4,
MY3bIKA, TAHELL

Hurap llaxmvypanosa', l'yabHapa CautoBa®

1?Kazaxckasi HaHOHabHast akaeMust xopeorpaduu (Acrana, KasaxcraH)

AHHOTaums. B JaHHOM CTaTbe paccMaTpMBaEeTCs LAcTaH, Kak 3MMYeckoe npousseneHue B Gosbkaope

u nuTepaType HaponoB banxkHero u CpeaHero BocToka. M13BecTHO, LacTaHbl ABAAOTCS 06pa3LOoM
HEMaTepUabHOro Ky/bTYPHOIO Hacieams, KOTOpble Pa3BUBaIUCh B CMHTE3€E MO33UM M My3bIKM. Tak

KaK BO BTOPO#t MosoBMHe XX Beka Befylune xopeorpadbl COBPEMEHHOTO BaNeTHOro MCKycCTBa
AsepbaitfyaHa Bce yalle cTanu o6pallaTbCs K JacTaHaM, B pesynbTaTe Yero 3apoamnach Hosast
dopMa, a UMeHHO xopeorpaduyeckas MMHUATIOPa, KOTOpas TPeBYET HAYYHOTO OCMbICIEHHUS U
BbISIB/IEHUS TPUEAMHCTBA MO33UM, My3bIKM U Xopeorpaduu. Llenb: 0CHOBHOM LieNblo CTaTby ABASeTCs
UCCNefoBaHUE M 3HAUYEHUE TPUEAMHCTBA: MY3bIKUM, MO33MM U TAHLLA B aNeKTe COXPAHEHUS 1 Pa3BUTUS
XYLOXKECTBEHHOTO A3blKa a3ep6aimKaHCKOro TaHLa. 3a4aum: paccMOTpeTb Xopeorpaduyeckyio
KY/IbTYPY KakK KOMMOHEHT XYA0XKECTBEHHOM KY/IbTYPbl M MECTO TPUEAMHCTBA — MO33UM, MY3bIKM U

TaHUa B HEN.BbISBUTb M OCMBICIUTL CeLndUKY MCTOPUYECKMX STAMOB M TUMOB B3aUMOLEHCTBUS
HapOAHOro M NPOGhECCMOHANBHOIO TaHLA B pasHble NepuoAbl Pa3BUTUS XOPEOrpadmUyecko KynsTypsbl.
MeToabIMCCIeloBaHUS ONPeaensoTcs CeUMUKoN HayuYHo NpoBeMbl, Liebio U 3aaadamu paboTbl. ITo
[,ACT BO3MOXHOCTb BbISIBUTb CreuudUKy TpUeAMHCTBAKAK OCHOBbI M MCTOYHMKA OGHOBEHUS UCKYCCTBA,
MOHSATb 0COBEHHOCTH ero COBCTBEHHOM KY/IbTYPHO-UCTOPUYECKOM CYAbObI, a TAKXKe BbISIBUTb TEHAEHLMM
Pa3BUTUS HAPOLAHOM XYLOXKECTBEHHOM KY/IbTYPbl U NPOGECCHMOHANBHOMO UCKYCCTBA B COBPEMEHHbIX
YCI0BUSIX. Pe3ynbTaTbIBbINONHEHHOTO UCC/IEL0BAHMS rapaHTUPYIOTCS 0OLWIMPHOM TEOPETUUECKOM U
MpaKTUYECKoM 6a3oi, KOMMIEKCHbIM MEXAUCLUMMAMHAPHBLIM NMOAXO0LOM, COOTBETCTBEHHO BblGPAHHbIX
METOL0B L&KM 334a4aM UCCIELOBaHMS, @ TaKKe U3y4YEeHUEMUCKYCCTBOBEAYECKMX,KYILTYPOIOrU
Yeckmx, GUI0CodCKMX, STHOrPahUUECKMX UCTOYHUKOB.AHANM3 XOpeorpaduyeckmx MUHUATIOP, Ha
npUMMepe UCTOPUU CTAHOB/IEHMS U HOPMUPOBAHMS, MO3BOIUT UCCIEL0BATH ACMEKTHICUHTE3APA3BUTHS
asepbaiaxkaHCKOro HaLLMOHaNbHOTO Xopeorpaduyeckoro UckyccTea. B paboTe Haf uccienoBaHueM
MCMONb30BaHbI KY/IbTYPHO-UCTOPUYECKUIA, BUOrpaUUECcKUin METOAI aHaNM3a. XapaKTepusys, OCHOBHbIE
yepTbl U MPUHLMMbI PA3BUTHUA XOpeorpadUyecKuX MUHUATIOP, aBTOPbI CTaTbi PACCMATPUBAIOT BOMPOC
CLLeHUYECKOM MHTeprpeTaLmm a3epbainapkaHCKOro HapOAHOIO TaHLa, ero HOBbIM IEKCUYECKMI

A3bIK M MIACTUYECKYIO BbIPA3UTENbHOCTb. Ha OCHOBE Moy4YeHHOro onbiTa B A3ep6aiakaHCKoM
locymapcTBeHHOM AKafeMmUyeckoM TeaTpe onepbl 1 6aneta MCCieLoBaTENMONPEAENSIOT POb U
3HayeHWe TPUeAMHCTBA — My3biKM, N033MM U TaHLA, @ TAKXKE POJib XOPEOrpadoB U UCTIONHUTENEN B
Pa3BUTUM HALLMOHANBbHOTO BaneTa.
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Kntoyessie cnoea: nactaH, GONbKAOPHBINA TaHeL, 3NMYeckoe TBOPYECTBO, MyraM, 6aneTt, no3asus,
Xopeorpaduyeckoe UCKYCCTBO, NNACTUYECKAs BbIPA3UTENbHOCTb.

Ans yumupoeanus: Laxmypanosa, Hurap, n CautoBa lynbHapa. «A3epbaiykaHCKMIA OacTaH B
dopMax b6aneTHbIX NOCTAHOBOK TPMEAMHCTBA: M033us, My3blka, TaHew». Central Asian Journal of Art
Studies, 1.9, N2 2,2024,c. 119-133,D0I: 10.47940/cajas.v9i2.896

bnazodapHocmu: ABTOPbI BbipaxatoT 6iarofapHocTb pegakumm «Central Asian Journal of Art
Studies», a Tak)xe aHOHUMHbIM peLLeH3eHTaM 3a BHUMaHME U MHTEPeC K MCCIeL0BaHMIO, @ TakKe 3a

NMOMOLLb B NOAroToBKe CTaTbM K I'Iy6f|l/IKaLLl4l/I.

Asmopsl npoyumanu u 0006PU/7U O0KOHYaMebHbIU 8aPUAHM PYKONUCU U 3a58/15K0M 06 omcymcmeuu

KOH@IUKMA uHmepecos.

BeepeHue

Xy[lO}KeCTBeHHaH npaktuka XXI

BEKa BbIIBUraeT npobJeMbICHHTE3a
MCKYCCTB B psijl HauboJiee akTyasbHbIX B
COBPEMEHHOM XY/107KeCTBEHHOMHCKYCCTBE
1 KyJIbType, TpeOyIoLIHX TEOPEeTHIECKOT0
OCMbICJICHHS], B YaCTHOCTH
agepbanpkaHckuil factan. Jlactan

— 3MUYECKUH 2KaHpP B POJIbKIOpE

v utepatype (PKupmyHckuti ),
pacnpocTpaHeHHbIH Cpe/ii HapOI0B
Banxnero u Cpennero Bocroka, FOro-
Bocrounoit Asuu. B snoxy Cedenunon
ObLIK CO3/aHbI HAPOJIHBIE MOCHI

«[Hax Memawnn», «Acan n Kepem»,
«Aumrlapu6», «Keporay», Kotopbie

B JINTEpAType Ha3bIBAIOT AACTaHAMM.
BaxkHel1MM iutepatypHbIM MaMsTHUKOM
XVIII Beka siBnsiercs anoc «laxpusp»,
HanucaHHblii AHOHUMHBIM aBTOPOM Ha
ocHoBe HapojaHoro snoca «Ilaxpusip u
Cany6ap». Murepectble U o61IHpHbIE
CBEJIEHHSI O TePOMUECKHUX U JIMPUUYECKUX
CIOKeTax Mbl HAXO/IUM B TaKHX
azepbHarPKaHCKUX JacTaHax, Kak « Kurabu-
Hene l'opryn», «Iayar Ha6u», «I"auar
Kepem», «Catrapxan», «Acau u Kepem»,
«Taxupu 3oxpa», «A66ac u ['tosbres»,

1 1pyrux. Berpeuatorest v repouko-
JIMPUUECKHE JIACTaHbI, CPEIH KOTOPBIX
Han6oJsee nomnyJaspHble «Képoray»,«Illax
HMemann».

OnHHUM U3 IpeBHHUX 3110COB, ABJSIETCS
nacran «Kura6u Jlene Fopryn», coznanHbii
TIOPKCKUMH TJIEMEHAMHU, TepecesieHHbIMU
u3 Llentpanbroit Asuu B Mpan, 3atem u
B AzepbaiikaH - oryaamu. D1oc cTas
M3BECTEH 110 JIByM PYKOMHUCSIM: TePBbI -
Jlpesnenckuii (cocrositie u3 12 ckazanuii
— neceH); BTopol - Batukanckuii
(cocTosiumii U3 6 ckazanuii). Jpesnenckas
PYKOIHCh HamMcaHa Ha azepOanLKaHCKOM
A3bIKe, BaTHKaHckass — Ha TypelKoMm.

[To MHEeHHUIO yueHBIX, CKa3aHHUs OTY30B
CKJIa/IbIBAJIMCh HA MPOTS?KEHUH MHOTHX
BEKOB, B TOM YHCJI€ U B JIOUCJTAMCKUH
neprod. O6 TOM CBUAETENLCTBYIOT
MHOTOYHCJIEHHbIE 00Pa3bl XKEHIIIHH,
cpaxKatoluXxcs Hapsily ¢ My>KYHHAMU

1 IEMOHCTPUPYIOLLIMX Yyjleca OTBArH.
Pykonucu 3TUX ckazaHUi Ucc/e10BaTeu
otHocsAT K XV-XVI Bekam. B 1815 rony
ryiaBa: «bacat youaet Tenereza» Oblia
nepeBesieHa Ha HeMelKMH s13bIK ['eHpux
Opuapuxom @oun/lui (Diez),noHbii ke
nepeBof, 6bi cienan Teonopom Hesbieke B
1859 rony.

AzepbaipKaHCKHil 1acTaH npeacTaBJsier
co00H allyrckoe My3blKaJIbHO - 3ITHYECKOe
TBOPYECTBO, UMEIOIINH CHHTETHYECKHUI
Xapakrep, B KOTOPOM COUETalOTCs MOI3Nu,
My3blKa, ro3aHee u tanell. MckycerBo
alyroB ObLIO M JI0 CHX TTOP SIBJISIETCS
BeCbMa PacnpoCTPaHEHHBIM KaHPOM
azepOal/LKaHCKOro HapOIHOTO TBOPYECTBA,



B OCHOBE KOTOPOT0O 3 BaXKHBIX 3/1€MEHTA:
YMEHHE UTPbl HA case; roJioc; MacTepeTBO
MMIPOBH3ALIMH.

Bwmecre ¢ TeM, HEOOXOIUMO OTMETHTD,
YTO B YCTHOM HapOJIHOM TBOPYECTBE
napaJijieJibHO pa3BUBaJICs Myram,
r7ie My3bIKa/JbHO-TI03THYECKHE YaCTH
YyepeytoTcsl ¢ MHCTPYMEHTaJIbHO-
TaH1eBaJbHBIMH ( PEHT) U BOKAJBLHO-
TaHlEeBaJJbHBIMH (TecHU] ) pasnenamu (Mys.
Auumkonenus 359). Kysnbrypa myrama
— YCTHOTO MPOgeCCHOHANBHOTO HCKYCCTBA
Bocroka, kotopas B Azep6aiikane
yKe B paHHee CPe/IHeBEKOBbE J0CTHIIA
HeoObIYaHHOTr0O pacliBeTa, sIBUJIACh MOLLHBIM
CTHMYJIOM B PA3BUTHH TaHIEBAJILHOTO
nckycersa. Myram(B nepesojie ¢ apaGeKoro
- MecTo, nosioxkeHue ) (Mys. sHUMKIoMeHS )
M3HA4aJbHO MPeACTaBJIsAl COO0H
MOJIMTBEHHOE MEeCHOINEHHE PeJIMIHO3HOTO
coliepaKaHusi, ¢ TOMOLBIO KOTOPOTO
MPOUCXOINIIO CBOe0Opa3Hoe ob1IeHHe
¢ borom. Onnako B cpeHeBeKoBO
azepbHalPKaHCKOH KyJIbType TeKCTaMU
MYTaMOB BCe yalile CTAHOBUJIUCh COUMHEHHS
M3BECTHBIX aBTOPOB, CTOSIBLIKX Y
MCTOKOB HallMOHa/bHOrO Bospoxienus:
Xarauulllupsanu n Huzamu, nosxe ®usynu
1 Hacumu.OkoHyate ibHO 1KoJ1a MyraMma
cyloXKusach B AzepOaiipkatie BO BTOPOi
nosiosuHe XIX— navasno XX BB. [TosiBunace
Lesias njesijia MU3BECTHBIX My3bIKAHTOB
— Jlxa66ap Fapbsrasl, Broab6iosbiKan,
Memann Amupos, Cenp LLymnHckus.

B Azepbaiipkate npousorio
MPOHUKHOBEHHE Myrama BO MHOTHe cepbl
KyJIbTypbI, B TOM UHcJ/Ie U HajseTHble
noctaHoBKH. Tak, Bo BTOPOi MoJIoBUHE
XX Beka MosIBUJIUCH YHUKAJIbHbIE
cumdonnueckre myrambl [lyp n
Kypnpi-Osuiapsl @ukpera Amupona.
Cumponunyeckue nepepadboTKH MyramoB
¥ HAPOJIHBIX MECEeH BOIIM B TAPTHTYPHI
TaKUX U3BECTHLIX 6aseToB, Kak « Tbicaya
u ofHa Houb» PukpHT AMHpoBa, «CeMb
KpacaBuL» U «Jleitnn u Meknyn» Kapa
Kapaesa (MysbikasibHast 2KU3HB ).

Benyue 6anermerictepbl XX Beka,
o6paniasicb K repouKo-3MUIeCKUM 1

JIMPUUYECKUM JacTanam, myramam. Llesbiii
psIL HEOP/IMHAPHBIX, TAJAHTIUBBIX
xopeorpadoB BHEC/IH B HACAeIHe

XX u nauano XXI Beka TBOpueckue
TaHLeBa/bHbIE TOCTAHOBKH, KOTOPbIE
CTaJIi He TOJIbKO BKJIaJlOM B Pa3BUTHE
MHPOBOH XOpeorpaguuecKoil MbIC/IH,
TMOCJIY?KHB CTUMYJIOM /151 TIOUCKOB
HasieTMeCTEPOB HOBOTO MOKOJIEHHUSI.

Kak npogemoHcTprpoBasa npakTuka
agepOaitkatckoro 6asera 60-80-x rojos,
KyJIbTypa MyramaTa oKasaJio BJIMsSIHHE U Ha
MY3bIKaJIbHYIO CTPYKTYPY U ipamaTypruio
agepOaiipkanckoro 6asnera. OnHUM U3
3HAYNUTEJIbHBIX OAJIETHBIX TOCTAHOBOK
cran «babek» AxkuinHa Anmsane. K
My3bike «babeka» Komrnosurop AKiInH
Anusagze uies 10/r1e To/pl, Y€pe3 OrbIT,
HakormieHHbIH B «/xkanru», Tpetbeil
cumcbonuu. B 6asere KOMNO3UTOP Kak Obl
CUHTE3HPOBaAJ MHOTOBEKOBbBIE TJIACThI C
npUeMaMi COBPEMEHHOI0 MY3bIKaJIbHOTO
MbILLJICHHST. Y HUKaJ/IbHOE UCKYCCTBO
MyramoB — Ta OTIIpaBHasi TOYKa, KoTopast
BO MHOIOM OIpeJIeJIieT CTHIHCTHKY
MY3bIKaJIbHOT'O 513bIKa TAHLIEB.

O6pasHoe — 9MOLHOHAIBHOE
cojlepxkaHue Oasieta pacKpblBaeTcsl B
BEPHOM MPOUYTEHHH KOMIO3HTOPCKOTO
3amblciia 6aseTMeHCTepaMH CIIeKTaKJIA
HapoatbiMu aptuctamu CCCP, HapoJiHbIMH
aptucramu AzepOaiikana Paduru
Axynnosoit 1 Makcynom MamenoBbIM.

B nocraHoBKe OHU LLIMPOKO HCIOJIL3YIOT
MJIACTHYECKHE 3JIeMEHT HaPOJHbIX TAHIIEB,
COUETAIOT UX C IPHEMAMH KJIaCCHUECKOH,
coBpeMeHHOH xopeorpaduu. Brieuarsisitor
clieHbl 6051 B KOHILe BTOPOTO aKTa, TJe
BOWHCTBEHHbIE HHTOHALIUH, CTUXHS OCTPO
OYepUYEHHbIX PUTMOB JAUKTYIOT IBUAKEHHS,
CBOHCTBEHHbIE T€POHUECKUM HAPOIHbIM
TaHIAM THUIA «JRDKAHTH», <raXpaMaHbl».
Xopeorpaduueckas JeKCHKa «s11J1bl»
BBOJIUTCS] UMM B 10O€/IHBIN TaHel]
6aOeKHI0B B HaYaJsie BTOPOTo aKTa.
CypoBasi rnorneBka JpeBHero 06psii0Boro
TaHL@A B 3TOH CLIEHE JIaeT UMIYJbC K
CO3/IaHHIO IMMYECKU-MOHYMEHTAJLHOTO,
MOTy4ero B CBOEM €IMHCTBe 00pasa
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Hapoja. BrieuaTsisiioT clieHbl Tparuieckon
ru6ein Bolick babeka B KoH1le BTOporo
akra. Mi3oOpasuresibHast njaacTuka
TaHUEBaJbHbBIX CLIEH CTPEMUTCS MepeiaTh
MHOroo0pasue UyBCTB, MbICJIed H3MyYEHHOH
maccbl Boccrasiuux. MuTtepecen o6pa3
TaHUA CJYKUTEeJbHULL OTHSI B TIEPBOM

aKTe, PUCYIOLIUH B HallleM BOOOpaXKeHUH
6oraTblil aCCOLMATUBHBIN PsiJl, CBA3aHHbIN
C IPeBHUMH MarHyecKMMH 0OpsiIaMH.

SIpko oOpucoBan B GaJsieTe ryaBHblid repoi
ba6ek (Buraanit Axynios) (JIutepatypHbiit
AszepGarkan 127).

Mys3blKasibHble HHTOHALMH <JPKAHTH»,
BKpAIJMBAsICh B MyraMHbIH TeMaTH3M
TaHLEB-MOHOJIOTOB, TOY€PKUBAIOT
M3HaYaJIbHYIO CBSI3b [JIABHOTO repost ¢
HAapOJI0M, HALIMOHAJILHYIO CYLIHOCTb 00pasa.
Myrawm 3ecb — ocHOBa cBoe0OpasHOM
Xopeorpaduueckoi JJeKCUKH — CBOGOJIbI,
rMOKOCTH U BbIPa3UTEJbHOCTH YKECTOB,
nepealoUInuX MCHX0J0MHYeCKOe COCTOSIHHE.

[To cioBam Auna Tarusaze, nacjioeHnus
TSIHYLLMXCS1 3BYKOB W CO3BYUHMH,
MeJIOM3UPOBAHHBIX (PUOPUTYpPAMH B
JPYTHX roJ1ocax My3blKaJbHON TKaHH,
NpeJCTaBJ/sieT cOO0N MyraMmHyt0 MOHOJIHIO,
npeoOpasyiollylocs B «3ByKOBOEIMOJe»,B
KOTOPOM TeMOPOBbIH, PUTMHUYHBIH U
(haKTypHbIH TeMaTH3M B3aUMOJICHCTBYIOT C
menonnkoi (Tarusane).

Uepes MyraMHyio MFHTOHAIIHOHHOCTh
pacKpbIBaeTCst TECHO MepernJyieTarolascs
reporyecKu-JupuyecKas JIMHHS
Jpamatypruu. JIbtoiasicst, nepyuast JIMHUs
JIBHKEHUHM LIeHTpasibHbIX afiaxkuo babeka
u [lepuwan (Mpuna Husamernnosa),
COJIbHBIM TaHLIEM KOTOPOH CBOHCTBEHHDI
NpPUCYLIME KOMITO3UTOPY JIMPHU3M, YUCTOTA,
XPYMKOCTb, BHyTpeHHSIs ryiyOuHa 1
CoJlep2KaTeJIbHOCTb MPH BHELLIHE CKYTTOM
pUCYHKe MeJIonH, NpuoOpeTaeT 3HaYeH1e
CUMBOJIA JI0OBH K poarHe. JlocToHHbIM
npotuBHUKoM babeka BbicTynaer dmMup
(Fepman ¥YTkun) — Bonuiolenue obpasa
3na. CBoeoOpasHas «Il/1scKa CMepTH»
BBICTyIAeT Ha MePBbIH MJIaH B COJbHbBIX H
MacCOBbIX TaHLLAX DMUPA U €ro OKPYKEeHHUSI.

Ho aBTopbl cTpemsTest Bo3BbicHTh babeka
MMEHHO 32 CUeT €ro MPOTUBOMOCTABJIECHHUS
BHYTPEHHEH OITyCTOIIIEHHOCTH,
6€e3lyXOBHOCTH IMHpaA. DTO 0OCOOEHHO
4eTKO BbIPHCOBBLIBAETCS B MOCJEIHEH CLEHe
Oasieta, koraa babek ckBo3b cTpoil Bparos
BO3HOCHTCS1 HA TIPOH3UBLLMX €0 KOTMbSIX K
cBoeMy 6eCcCMepTHIO...

B yHucoH aBTOpCKO# napTutype
«3BY4YHT» clieHorpacgus Hasera,
BBIMOJIHEHHAS HAPOJHBIM Xy/10:KHHKOM
CCCP, naypeatom ['ocynapcrBenHoi
npemun CCCP Taupom CanaxoBbiM.

Yake cynep-3aHaBec, BOMJIOUIAIOLINH
MIPOH3UTEJIbHOE «3ByYaHHE MeTaJl1a»,
€MKO U JJAKOHUYHO BbIpaxKaeT repouuecKylo
WIIEIO CMEKTaKJIS. DIHYECKH CypOBOMY,
KMIVIHCTOMY» KOJIOPUTY 310X babeka
COOTBETCTBYIOT U CTporue aekopauuu. lyxy
CMEKTaKJ/Isi OTBEUAIOT yauHble KOCTIOMBI
xynoxkHuka Taupa Tauposa. Keraru,

OHH, KaK H JIeKOpaLHH, BbITOJHEHbI B
macrepckux boJiblioro rearpa. Henb3asi

He OTMETHTb UMEHA Xy/10KeCTBEHHOI0
pyKoBozuTe s 6aleTHOH TPYNIbI TeaTpa,
napoatoit aptuctku CCCP, HapoaHo#
aptuctku Asep6aiikana ['amap
Anmac-3ane. ['ny6oko cumdonuuHas,
cojiepxKaTe/ibHast NapTUTypa KOMIO3UTOPa
Jiasia TBOPUECKUH UMITYJTbC TUPHAKEDPY
HapoaHomy aptucty Paydy AGnynaeBy He
TOJIBKO PaCKPBITh CMBIC/ TPOU3BEIEHHUS,

He TIPOCTO ONPENEJUTh TEMbl M XapaKTep
3By4aHHs My3blKH, HO U Ge3pas/ie/ibHO
MOJMMHHUTD €€ BJIACTH BCe MPOUCXosillee Ha
ciere. Cnycrs 30 siet (8 okta6psi 2022r.),
B AgepOaikaHCKOM rOCy1apCTBEHHOM
aKaJIeMHYEeCKOM TeaTpe ornepbl U Haseta
cocrosiiack npembepa 114-ro TeatpasibHoro
ce3oHa — Gajiera AkuwiuH Anusane
«babek»(TrendLife).

CnekrakJb Obl1 TOCTaB/EH
TaJIaHTJMBBIM OaseTmercTepom —
HapoIHON apTUCTKOH Kamuiiod
['yceiinoBo#. Ona BHecsa HeOobLINE
JIONIOJIHEHUA B JIMOpeTTo OaJsera,
MIOCTaBJICHHOIO HAa OCHOBE JIMOPETTO
NepBOM MOCTAHOBKH, M cle/ana



3TOT CMeKTaKJ/b 60Jiee MHTEPECHBIM.
MysbIKasIbHbIH PYKOBOAUTE/b U IUPUAKED
cnekrakast — Opxan [auinmoB, naypeat
KOHKypCa IUPHKEePOB UMeHH AHTasa
JlopaTH, Xy[10:KHUK-TTOCTAHOBLIHK —
3acJy’KeHHbIH pabOTHUK KyJbTypbl Terepan
ba6aes. (TrendLife).

['naBHble napTuu B 6aseTe UCTOMHUIH
3ac/yKeHHble apTHCThl AHapMukau/os
(babek), Makap ®epurranar (Amup),
Jlxamuiist Kapumosa (Asinuca), Asin
Diteazosa ([ lapuiuan), naypeat
MeXKIyHapOHOr0 KOHKypCa apTHCTOB
6aseta B ['epmanun, U MOJIOJION COUCT
Ceiimyp l'anues (/xaBunan). Xotum
OTMETHTb, UTO MOCTABJIEHHBIN ¢ GOJBLILIUM
ycnexom 6ajer «babek» — 310 nogapok
Tearpa onepsl u 6asera K caasHomy JlHio
[To6enpl Hautero Hapona (TrendLife).

MaTtepuanbl u metopabl

O06beKTOM M3yueHust TaHHOH paboThl
sBJseTcst npobyemMa CHHKPETHYHOCTH
HalMOHAJbHBIX JIMTEPATYPHbBIX TPAAHLUHI
AzepbaiipKana 1 COBpeMeHHOT0
HasieTHOro HcKyceTBa. Marepuasiom
UCC/Ie/IOBaHUsI cTaju Te OajleTHble
CMEeKTaKJ/H, THOPETTO KOTOPBIX OCHOBAHBI
Ha (OJbKIOPHBIX CIO2KeTaX-J1ereHaax,
jpacraHax, myramax.MckyccrBoBeueckmi,
MCTOPUKO-KYJIbTYPHBIH aHAIU3 K TEME
BBISIBUJI XOpeorpauyeckue KpUTepuH,
MO3BOJISIIOIIIHE XapAKTEPHU30BATh JaHHbIE
CMeKTaKJ/M KaK HallHOHaJIbHble OaJseThl.
C nomotiibio hopmabHOTO aHANIU3a
BbISIBJIEHBI 0COOEHHOCTH STHUYECKOTO
HaJsieTa, ero aapoxiaeHnue, hopMupoBaHue.
Hosoe npourenue 6aneTHbIX
MOCTaHOBOK JIIUTEJIBHOTO MepHojia
— 30-e roxpt XX Beka J10 Hallero
BpeMeHH — 103BOJIHJIO YCTAHOBUTD
YCHJIMBAIOLLYIOCS TEHICHLIMIO CHHTE3a
KJIACCHYECKOT0 TaHlla C COBPEMEHHbIMH
3JIeMEHTaMH TaHUEBaJbHOTO UCKYCCTBA,
C OJIHOH CTOPOHBI; € IPYroi- ¢ aBCOJIOTHO
OPUTMHAJIBHON MJIACTUKON HALLMOHAJIBHOTO
TaHLA.

Pesynbratbl u 06CcyXaeHue

BaxxHbIM MOMEHTOM 151 pOPMHUPOBAHUS
azepbaipkaHckoro 6aJjera siBU10Ch
coszianue npu AzepOaiKaHKol
rocy/lapcTBeHHON (DUIapMOHUK aHCcaMOJIst
HaponHoro taHua B 30-e rojpl, KOTopbl#
MOJI02KMJT HAUaJ10 KOHILEPTHOMY
MCIOJIHEHHUIO a3epOalKaHCKOro
TaHleBaabHOro (hosbKaopa(AbacoBa,84 ).
B 1939 roay MmosiofpimM azepOaiiizKaHCKUM
Komnosutopom Adpacusioom banantedam
Obl1 HAaNKMCaH OIHOAKTHbIH OaneT « Tapnan»
JUIS1 yyauuxest xopeorpaguueckoro
YUHJINLLA, KOTOPbIF CTaJl epBoi

npoOoK HALIMOHAJIBHOTO OAJIETHOTO
criektakas. A B 1940 rox osnamenoBadcst
POXKIIEHUEM MEPBOTO azepOakzKaHCKOro
npoceccroHalbHoro 6asnera «JleBuubs
OaiHs». bajer «JleBuubs GalIHs» SIBHJCS
JIOCTOHHBIM 3aBepLIEHHUEM ONPeIeIeHHOTO
JTana v B TOXKe BpeMsl HauajioM UCKaHHH Ha
IyTH B3aUMOJIEACTBHUSI a3epOANKAHCKOTO
TaHLA U IPUEMOB KJIaCCHUECKOH
6aneTHO Kokl Onupasich Ha CIOXKET
JipeBHeH Jierenjibl o JleBuubeil 6alliHe u
JIMPUUECKYI0 03My «JleBuubst GaliHs»
OCHOBOTOJIOXKHUKA a3epOalizKaHCKOH
coBeTcKol npamatypruu J[xkadapa
Jxa66apabi, Adpacusié baganbeitiun
CoBMecCTHO ¢ GasieTmeiicTepamu Cepreem
KeBopkoBbiM 1 Baxtanrom BpoHckum

NP HEMOCPEACTBEHHOM y4aCTHH
BEJIMKOJIETTHON OaJiepUHbI U 3HATOKA
HapoaHbIX TaHleB [amap Anmacsane,
CO3/1aJ11 He MPOCTO KOJIOPUTHBII BOCTOUHbIH
CMEeKTaK/b C HellpeMeHHbIMU aTpuOyTamMmn
PYCCKOro OpHeHTaM3Ma, a MOIHHHYIO
MY3bIKaJIbHO -X0peorpauuecKyto

Jipamy Ha si3blke azepOaipKaHKoN
COBETCKOH MPOgheCCHOHATBHON My3bIKH 1
xopeorpaduu. bnaronaps o6asrenbHOM
MY3bIKe, OCHOBAHHOM Ha MOJJIHHHBIX
HAPOAHBIX MEJIOJIUSIX, ICUXOJOTU3MY
TJIAaBHBIX repoeB, OajeT «/leBuubs
HalttiHs» 00peJt J0JTyI0 KU3Hb Ha ClieHe
agepbaiipkanckoro Teatpa (bosbiias
CoBeTckast DHLUHUKJIONEHNS ).
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HepaspbiBHOCTL My3bIKaJIbHO-
Xopeorpaguueckux 06pa3oB siBUJIACH
3aBOEBAaHMEM COBETCKOT0 OaJIeTHOTO
nckycersa 60-x rogos. B Tom nuane
6aser Apud MesmikoBa «Jlerenna o
JIIOOBU» CTaJl Ba’KHbIM 3TAlOM B Pa3BUTHH
JipaMaTtypruu COBETCKOro 6ajeTHOro
criekrakJ/si. ['ymanucTuueckas uaes ApeBHei
JIeTeH/1bl PACKPbIBAETCs B CIIEKTaKJj1e
yepe3 BOMJIOLLIEHHE My3bIKa/IbHbIX 00pa3oB
cpeiacTBamu TaHua. MuefiHo-screTnyeckoe
€/IMHCTBO HAMpPaBJAEHHOCTH HCKAHUH
aBTOPOB MojiHsAI0 GaseT Apud MeskoBa
Ha ypOBEeHb GOJIbIINX TOCTHKEHUH MUPOBOH
KYJIbTypPbl COBPEMEHHOCTH.

Banet Apuca MesinkoBa B ocTaHOBKe
[Opus ['puropoBuua mpogeMOHCTPUPOBAI
HOBBIE MTPUHIIUIIBI TTOCTAHOBKH GaIeTHOTO
CMEKTaKJIsi, B KOTOPOM HCXOIHBIM
MOMEHTOM CTaJIo CBOe0GpasHoe coueTaHne
CIO2KETHOCTH M TaHLLeBaJIbHOCTH,
roKasaBlliee COBETCKOMY OaJieTy, MyTH
JaJIbHEILIero pa3BUTHsI B3aUMOJIEHCTBHS
My3bIKaJIbHOH H Xopeorpaduueckon
JpamMatypruu.

Banert B konue 60-x-navase 70-x
rojloB HalueJs HauboJiee SIPKoe BblparKeHHe
B [POM3BEJICHUSIX MaJlbIX (hOpM: B
MHHHATIOPAX, OIHOAKTHbIX HaJsieTax, B
KOHIIEPTHBIX HOMepax. Mbl He peKo
CTAHOBUMCS CBUJIETEJIIMH HOBOT'O
XopeorpagpuuecKoro mpouTeHHs yzKe
M3BECTHBIX OANETOB, aXKe TeX, KOTOpPble
MPOYHO BOIILIH B 30JI0TOH (DOHJT HAILIETO
McKyccTBa. [ IOHSITHBI TPUYHHBI TAKOH
MPaKTHKHU - Xopeorpadusi He CTOUT Ha
MecTe, OHa 06oralllaeTcss HOBLIMH HIESIMH.

CoBpeMeHHble UCKaHUs B 00J1aCTH
HaJsieTa NOPOKAAIOT eCTeCTBEHHOE
CTpeMJIeHHE 1aThb HOBYIO KH3Hb
MPOU3BEIEHUSIM, TPU3HAHHBIM
KPYMHEHILIMMH IOCTHKEHUSIMH OaJIeTHOTO
TBOpYECTBA.

B 1978 rony 3aBepiuuscst 6oJib1I0NH 3Tan
B PA3BUTHU a3epOaUKAHCKOrO OaJIeTHOrO
TeaTpa, Xapakrepuaytoiiurics B 60-70-e
rojibl CTPeMJIEHHE K BOTIONIEHHIO HA ClLieHe
MHHHATIOP 1 0OHOBJIEHUST PSIfla TOCTAHOBOK.
B 1979 roay nosiydnsi clieHHU€CKyIo }KH3Hb
HoBbIH HaseT Pukpera Amuposa « Tricsiua

¥ OJIHa HOUb» B rocTaHoBKe Haupsbl
Hasupooii. DToT 6aseT OTKPbIBAET HOBbIH
ITarn, copMellaolni B cebe TpajrLuH
MHOTOAKTHOTO CTeKTakK/s U 6aaeToB MaJlbiX
(opMm, 1 KpoMe 3TOTO, TO POU3BEIEHHE
KOMTO3HTOpA, TBOPUECTBO KOTOPOTO UT'PAET
B Pa3BUTHH a3epOaNLKaHCKOH My3bIKH
0Co0yI0 pOJib.

TeopuecrBo @ukpera AMupoBa
onpesesnsio 0cobyio BeTBb
asepOarLkaHcKo My3biki. OH paciuupus
ee HHTOHAIIMOHHYIO U KOMTO3HIIHOHHYIO
cepy, cresaB Myram 10CTOSIHUEM
COBPEeMEHHOr0 azepbakIzKaHCKOro
cuMQoHHU3Ma, Pa3BUJI B HEH HA OCHOBE
HalMOHAJbHBIX TPAJULIMHA KPYTTHBIX
CUM(OHHU3UPOBAHHBIE IUKJIHYECKHE
¢opmbl. TaKOBBIMH SIBUTHCH
MOHYMEeHTaJ/IbHble CUM(OHHUECKHE MyTaMbl
«yp» n «KioparoBuiapel» u
cumbonnueckur myram «[tonucran basitbl
[Hupaz», onepa «CeBusb», 6aneThbl
«Ckaszanue o Hacumu» u «Thicsiua u ofiHa
HOUb» (Gol’tgman 1985). Kaxxnas snoxa
BbIJIBUTa/la CBOMX F'epOEB, CBOH HIIEH, MO-
CBOEMY CTaBHJIa MPOOJIEMBI
COJIeprKaTe/IbHOCTH, TAHUEBAJIbHOCTH
00pa3oB. Xy/10:KeCTBEHHbIE HANIPABJICHHUS,
CMeHsisl IPYT Ipyra, HaKJaabIBajn CBOH
OTMEeYaTOK Ha B3AHMOOTHOIIEHUH HCKYCCTB
B 6aJIeTHOM CIIeKTaKJIe.

OCHOBHbIEe MONOXEHUS

I. TpaauuuoHHbIi azepOalizKaHCKUH
JlacTaH, Kak MCTOUYHUK TPUEUHCTBA:
M033Msl, My3blKa, TaHell - 4aCTh
CUHKPETHUECKOTO HAPOJHOTO HCKYCCTBA,
KOMITOHEHT MHOTOCOCTABHOH H
CcBOC0OPa3HON 0OPAI0BON KyJIbTYPhl
azepbalzKaHIIEeB.

2. Ananua taHia Kak peHoMeH

B LIEJIOM, JIOJ2KEH YYUThIBATh BCE
MHOroo6pasne COLMOKYJIbTYPHBIX,
THOrpauyeCKuX, UCTOPUUECKHX U IPYTHX
(hakTOpOB, BAUSIOUIMX HA T€HE3UC ITOTO
KyJIbTYpHOTO peHOMeHa.

3. Crnenuduka azepOaiKaHCKOro
TaHLla, €ro MJacTHYECKOro si3biKa
00yCJIOBJIeHA CUCTEMOU MbILLIEHHUS
azepOanzKaHIEeB, YCIOBUSIMH KU3HU U



peJIMrno3HON MpakTHKU. OnpenesuThb MyTh
JlaJIbHEHIIIEro pa3BUTHs HALMOHAJIbHOTO
6aneta AsepbaiimkaHa.
4. deHoMeH TpUEIHHCTBA
azepbHakzKaHCKOH 03311, My3bIKH
UTaHIA, MPOLIeLINe BCe 3Tarlbl
CTAHOBJIEHHS U PA3BUTHSI, CETOJIHS
MMeeT BCe COCTaBJISIIOIINE UHCTUTYTa
HalMOHAJILHOTO UCKYCCTBA: CaMOObITHbIE
TBOpPUECKHE TPAJUIIUK, ChOPMUPOBAHHbIE
Ha OCHOBE MPeeMCTBEHHOCTH MOKOJIEHHH,
HalMOHAJILHYIO HCTIOJIHUTELCKYIO LIKOJTY,
peneptyap, B KOTOpoMm pazpabaTbiBalOTCs
MaTepuasbl azepOarzKaHCKHUX JaCTaHOB,
3MOCOB, HCTOPHH, CAMOOBITHOCTh
XopeorpaguuecKkoro f3blka, HaKOHell,
MOCTOSTHHYIO XOpeorpaduuecKyio
ayIUTOPHIO KaK BaXKHEHIIYI0
COCTaBJISIIOLLYIO KYJIbTYPHYIO Cpejty
ObITOBAHUS HALIMOHAJIBHOW CLIEHUYECKOH
xopeorpaduu.
5. Haponubiii TaHel| siBJisieTCs
LEHTPAJILHBIM 3JIEMEHTOM
Xopeorpaguueckoro HCKyccTBa, KoTopasi, ¢
OJIHON CTOPOHBI, MPEJCTAeT KaK J0CTaTOYHO
ABTOHOMHas 06J1aCTh Xy/I0?KECTBEHHOH
KYJIbTYPBbI, a C JIPyroi, B3auMOJIEHCTBYSI
C TaKMMH KOMITOHEHTAMH, KaK My3bIKa,
YKUBOITUCh, JIUTEPATYpa, ApamaTyprs,
KOCTIOM H T. JI., 3HAUUTEJILHO pacliupsieT
CBOW CMbICJIOBbIE TOPH30HThI U BMECTe
¢ TeM 060TalIAeT U Xy102KECTBEHHYIO
KYJbTYPY, H HCKYCCTBO 00111eCTBA
B 1leJIOM. BKJIIOUeHHOCTD TaHla B
COLMAJIbHBIA KOHTEKCT M03BOJISICT €My ObITh
BbIPA3UTEJIEM COLMOKYJIbTYPHBIX CMbICJIOB
ornpeJiesieHHOTo 06111eCTBa, HApPOJa, IMOXH
Ha PasJIMUHbIX KYJbTYPHO-UCTOPUUECKUX
JTanax; B €ro pa3BUTUH BbIPAXKaIOTCH
oOl1Me JIsi UCKYCCTBA U KYJbTYPbl B LIEJ0M
npoOJeMbl TEH/ICHIIHH.

B ny6sinkaiinu ocBsAanTcs
MCTOKH a3epOalPKaHCKOTO TaHLA B
CTaHOBJIEHUM M PA3BUTHH HALIMOHAJIBHOTO
Xopeorpaguueckoro HCKyccTBa.

3aknwyeHue

AzepbailpkaHCKUI HAallHOHAJIbHbIH
OaJieTHbIH TeaTp NMpouies CJAaBHbIN MyTh

pPa3BUTHSI, B KOTOPOM TECHO TepereTaloTcs
HUTH, CBSI3bIBAIOLLIME €T0 C MPAKTUKOH
pYCCKOH U COBeTCKON HasieTHOM
KJIACCHKH, a TAKXKE C BbIIAIOIMMHCS
JIOCTHKEHHSIMH 3aI1a/IHOeBPOIEHCKOro
6asieta. MysblKaJsibHast IpaMaTtyprust
azepOailLKaHCKUX OaJleTOB OTpakaeT
CJIOXKHYIO KAPTHHY Pa3BHTHsI COBETCKOIO
6aJleTHOro TBOpPUYECTBA B pasHble
McTopuueckue nepuosibl. Bmecre ¢

TeM, Oy/lydd KOHKPETHBIM sIBJI€HHEM
HalMOHAJIBbHON KyJIbTYpPbl, OHA
onpeJiesisieT TaKkKe U crielipruiecKue
0COOEHHOCTH B Pa3BUTHH My3bIKaJIbHOIO
Teatpa Azepbaiipkana. ITo CBsI3aHO

C YTBEP2KIeHHEM HOBOH MY3bIKaJLHOH
TPaJIMLIMK: HALlUOHAJIbHAST My3bIKa

B PAMKaX CJIOKHUBLIMXCS] GaJIeTHbIX
dopmax o6peTasi CyllleCTBEHHO HOBbIE
yepThl B 0rope Ha cBoeoOpasHble
(dopmoobpasytoliie MPUHIUIBI, OHA
BO3JICHCTBYET TAKXKe U HA MJACTHUECKHH
13bIK COBPEMEHHOTr0 azepbailzKaHCKOro
6asnera. Takum 06pa3om, My3blKaJbHast
JipamMaTyprus azepbarzkaHcKux 6aaeToB
OTMeUeHa UHTEPECHbIM B3aUMOJICHCTBUEM
JIUTEPATYPHOH MO33UH-AACTaH,
MY3bIKaJbHbIX H XOpeorpapuuecKux
00pasos.

[IpoGaema coBpeMeHHOCTH
TBOPYECKHX peLLeHHUH IBJSETCS OIHOM
13 BaXKHEHUINX MPoOJIeM HCKyCCTBa
Haimx qHeil. CoBpeMeHHOCTb, KOHEUHO,
He onpeJesisieTcsl BCeles1o KayeCTBOM
CTHUJISI, KOTOPbIH, €CTECTBEHHO MEHSIEeTCs
C Kaxk10# HOBO# 311oxoh.Pazsurue
6aJsieTa B HallIW JHU MPeACTaBJsIeT
co06o¥ HenpepbIBHOE 0OHOBJIEHHE HA
(one 60JIbIIOTO HCTOPHYECKOTO OITbITA
v Tpaauiuu. AsepbaipKaHCKuil Oasiet
ceiuac OTJHYAETCS MHOT02KaHPOBOCTHIO,
1 Jio6ble ero (hopMbl UMEIOT MPaBoO Ha
CyLLEeCTBOBAHHE, €CJIH OHU OMPaBIAHbI
rJIyOUHON UIEHHO-06pa3HOr0 ColepaKaAHUS.

OGpallleHre HCKyCcCTBaA TaHLA K
TEMaM U ClozKeTaM, OTpaKatolM
3HAUYNUTEJIbHBIE 3TAllbl HCTOPUU U KYJIbTYPbI
azepOaipKaHCKOro Hapoja, elle pa3d
FOBOPUT O TOH HOJILIIOH 3HAUUMOCTH,
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KaKylo puoOpest azepOaizKaHCKUi 6aseT
B MUPOBO# KyJibType. basneTHblil TeaTp
AszepGaiijpkaHa HaXOIUTCS B HEYCTAaHHOM
MIOMCKE, M 3TH MOUCKH Oy/1yT BCEra,
TMIOKY/1a >KHBO TBOPUECKOE BOOOpaKeHHe

U [IPEKPACHOEe UCKYCCTBO TPHUEIMHCTBA:
110393151, My3blKa 1 TaHell.

LleHHOCTb NPOBEJEHHOIO HCCIEI0BAHMUS
(BHECEHHBIH BKJIaJ JAHHOH paGoThl B
COOTBETCTBYIOLLYIO 06J1aCTh 3HAHHUH ).

Cpenu MHOKecTBa pobJieM
COBPEMEHHOr0 0a/1eTHOrO Tearpa
0COOEHHO aKTyaJIbHbIM MPeJICTaB/IsAeTCs
Mce/ie/IoBaHHe B3aUMOCBSI3el My3blKalbHOH
1 Xopeorpauieckor Ipamatypriu, a
TaKxKe M033uu. DTOT BONPOC Beeria Oblil
NPeAMETOM MPUCTAJbHOTO H3yUeHHUs]
TEOPETUKOB U NPAKTHKOB OaJIeTHOTO TeaTpa

KakK MPOLLJIOro, TakK U HACTOSILLETO.
Aszep6aiipkancKkoe xopeorpaguueckoe
MCKYCCTBO J1a/10 COBETCKOMY OaseTy
PsIL IPKHUX IPOU3BEAECHHH, KOTOpbIe
BHECJ/IM CYLIeCTBEHHbIH BKJIA/l B pa3BUTHE
MY3bIKaJIbHOH 1 XOpeorpahuiecKkon
JapamaTypruu. Ananua 6ajeTHbIX MapTUTYP
KOMIO3UTOPOB A3epbaiipKana no3BoJinl
pPaccMOTpeTh BazKHYIO TE€OPETHUECKYIO
npo6JeMy coBpeMeHHoro HaJgera,
OnpeesIsIiolLyI0 KaK 0011Lyt0 TeHIEHIHIO
B Pa3BUTHH a3epOaiLKaHCKOro OaseTan
HaLMOHAJILHON TPaJMLIUH, B CBSI3H C
KOHKPETHBIM XY/102KECTBEHHBIM pPelleHHEM.
OH 171 BO3MOKHOCTb IT0CTAaBUTb BOMPOCHI,
CBsI3aHHbIE C aKTyaJbHOH MpobJieMoi
HaJsleTHOro TeaTpa — B3aUMOJIEHUCTBHUS —
M103931H, MY3bIKH M TaHLIA.



A3EPBAMOXAHCKMM OACTAH B ®OPMAX BANETHbIX MOCTAHOBOK TPUELMHCTBA: MO33UA, MY3bIKA,
TAHEL,
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ABTOpnapAblH, KOCKaH yneci E!
H.O. lWiaxmypapoBa - Ty>KbIpbiMAAMaHbl 33ipney; FblibiMU 94e0MeTTi Tanaay; aesHbl =
KaNnbINTaCTbIpy; Heri3ri 3epTTeynep Xyprisy, afblHFaH AepeKkTepAi Tanaay xaHe )
TYCIHAIpY; WeTenaik Ke3aepMeH XyMbIC; MaTIHAI AaMblHAAY XaHe peaakuuanay; f
eckepTynep 60MbIHLLA XXYMbIC XX3HE TYMKINiKTi HYCKaHbl MbICbIKTAY; XXYpHANMEH 5
6alinaHbIC XaHe XaT anMacy; XKyMbICTbIH, 6apnblK acnekTinepi yLWiH xayanTbl.
I 10. CauToBa - TYKbIpbIMAAMA MEH UAESHbI 93ipNey; Heri3ri MakcaTTap MeH 127

MiHAETTepAi TYXKbIpPbIMAAY; a/lbIHFAH fepeKTepai Tanaay; MakanaHblH 6ipiHLWi HYCKACbIH
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Lllaxmypanosa Hurap, Cautosa I'yabHapa

Kaszax yaTTbiK Xopeorpadus akajeMHusichbl
(Acrana, Kazakcrah)

93EPBAMXAH [ACTAHbI YIUTYFbIP/IbIKTbIH, KAMHAP K31 PETIHAE: N033US, MY3bIKA XXOHE B/

Anparna. byn Makanaga pacraH Tasty xaHe Opta LUbIFbIC XanbIKTapbiHbIH, GONBKAOPbI MEH
aaebueTiHaeri anNMKanbIK, WhlFapMa peTiHae KapacTbipblnagpl. lactaHaap no3sus MeH My3blka
CMHTE3iHAE AaMblfaH MaTepuanablk EMeC MaAEHU Mypa YAricCi 60/bin TabbinaTbiHbl 6enrini. XX FacbipablH,
€KiHLWi XXapTbICbIHAA O3ip6aKaHHbIH Ka3ipri 3aMaHfbl 6aneT eHepiHiH, XeTekLwi xopeorpadTapsl
[JacTaHAapFa Xui Hasap ayaapa 6actafpl, COHbIH, HATUXKeCiHAe XaHa GopMa, atan auTKaHaa, no33us,
My3blKa X3HEe XOpeorpadusaHbIH, YLUTYFbIP/bIFbIH FbUTbIMU YFbIHYbI )X3HE aHbIKTAyAbl Tanan eTeTiH
xopeorpaduanbik MMHMaTIOpa Naiaa 6onabl. MakcaTbl: MakanaHblH, HEri3ri MakcaTbl - 93ipbaixaH
OMiHIH KOPKEM TiNliH CaKTay )XaHe AaMbITy acnekTiCiHAeri My3blka, 0331 XaHe BUAIH YLITYFbIP/bIFbIH
3eptTey. MiHpeTTepi: xopeorpadusnbik, MaAEHUETTI KBPKEM MIAEHUETTIH Kypamaac beniri xaHe
YLITYFbIPMbIKTbIH, OPHbI — M033M1$, My3blKa XX8He OHAarbl 61 peTiHae KapacTbipy. Xopeorpadusnbik,
M3[EHMETTiH, aMYbIHbIH, dPTYPJi Ke3eHAepiHAeri XanblKTbIK XaHe Kacion 6uaiH Tapuxum KeseHaepi
MeH e3apa apeKeTTecy TYp/epiHiH epeKLenikTepiH aHbIKTay XXaHe TYCiHAiIpY. 3epTTey aAicTepifbiibIMU
MaCeNeHiH epeKLeniriMeH, >KyMbICTbIH, MaKcaTbl MEH MiHAETTEPIMEH aHbIKTanaabl. 3epTTey eHepTaHy
Tanpaybl WeHbepiHae Xyprisineni. OHepTaHy TaCini ke3 KkenreH 3epTreneTiH GeHOMEHA KeH, aneyMeTTiK-
M3[eHM MaFblHaNblK, KOHTEKCKE KOCYAbl KO34eWAi XXaHe apTyp/i ryMaHWUTap/bIK FbiNbIMAAPAbIH,
3IMMUPUKANBIK XSHE TeOpUAbIK d3ipnemMenepiH biknanaacTblpyFa MyMKiHaik 6epeai. byn eHepai
>KaHapTyAbIH HEri3i MeH Ke3i peTiHAe YLWTYFbIPAbIKTbIH, €peKLeniriH aiKblHAAYFa, OHbIH 63iHAIK
M3[eHM-TapuXM TaFablPbIHbIH, epeKLIeniKTepiH TyCiHyre, COHAAN-aK, Ka3ipri 3aMaHFbl Xarnannapaa
XaNbIKTbIK, KEPKEMOHED M3EHUETI MEH KaCibu eHepaiH AaMy YPAICTepiH aiKplHAAyFa MYMKiHAIK 6epen,.
XKyprisinreH 3epTTey HaTMXKeNepi KeH TEOPUSNbIK XaHe NpakTUKablk 6a3amMeH, 3epTTeyaiH, MakcaTTapbl
MEH MiHLAETTEpiHE COMKEC TaHAANFaH dAicTepre CaMKEC KeWeH i NaHapanblk Ke3KapacneH, COHAaN-akK,
©HepTaHy, MaeHUETTaHY, PUnocodusanbiK, STHOrPadUINbIK LepeKkKe3nepai 3epTTeyMeH KaMTamachi3
eTeni. Kanbintacy Tapuxbl MblCafbiHAa XOpeorpadusnblk, MUHWATIOpanapabl Tangay a3ipbaikaH yATTbIK,
XxopeorpadusnblK 6HepiHiH AaMy CUHTE3iHiH acnekTinepiH 3epTTeyre MyMKiHAik 6epeai. 3epTTey
XKYMbICbIHAA 6HepTaHy, MaAeHU-Tapuxu, eMipbasHAbIK Tanaay aaictepi KonaaHbinabl. Xopeorpabusbik,
MWHUWATIOpanapAbl AaMbITyAblH HEri3ri 6enrinepi MeH NPUHUMNATEPIH CMNATTal OTbIPbIM, MaKana
aBTOpAapbl O3ipbaikaH Xanblk, OMiH, OHbIH XXaHA NEKCUKANbIK, Tili MEH NAACTUKANbIK 3KCNPECCUBTINITIH
CaxHanbIK TYCiHAipy MaceneciH KapacTbipadbl. 93ipbaikaH MeMnekeTTiK akageMusblk onepa xaHe
6anet TeaTpbliHAa anFaH TaxipubeciHe cyrieHe OTbIpbIM, 3epTTeyLiNep YLWTYFbIP/bIKTbIH, — My3bIKa,
No33us aHe GUAiH peni MeH MaHbI3blH, COHAAW-aK YATTbIK 6aneTTiH AaMyblHAAFbl Xopeorpadrap MeH
OpbIHAAYLWbINAPAbIH, PONiH aHbIKTAWabI.

TyiiiH ce30ep: nactaH, PONbKNOPAbIK 61, SNMMKaNbIK, WblFApMaLLbLIbIK, MyraM, 6anet, no3sus,
Xxopeorpaduanbik eHep, NAacTUKanbIK, SKCNPECCUBTINIK.

Aaiiexce3 ywiH: LLlaxmypagoBa, Hurap, xxaHe lynbHapa CanToBa. «93epbaiixkaH AacTaHbl
YLWITYFbIPNbIKTBIH, KAiHap Ke3i peTiHAae: n0o33us, My3blka xaHe bu». Central Asian Journal of Art Studies, T. 9,
N2 2,2024,c.119-133,D0I: 10.47940/cajas.v9i2.896

AnFbic: aBTOP/IAp MaKanaHbl )apusnayra faibiHaayFa keMekTeckeHi ywiH “Central Asian Journal of
Art Sdudies” pegakumscbiHa, COHOAM-aK 3epTTeyre Ha3ap ayAapFaHbl XXaHE KbI3bIFYLbI/bIK, TAHbITKAHbI
YLWiH aHOHMMAI peLeH3eHTTepre anfbic bingipesi.
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Nigyar Shahmuradova, Saitova Gulnara

Kazakh National Academy of Choreography
(Astana, Kazakhstan).

AZERBAIJANI DASTAN AS THE SOURCE OF THE TRINITY: POETRY, MUSIC AND DANCE

Abstract. This article considers dastan as an epic work in the folklore and literature of the peoples

of the Near and Middle East. Dastans are known to be a model of intangible cultural heritage that
evolved in the synthesis of poetry and music. As in the second half of the 20th century leading
choreographers of contemporary ballet art of Azerbaijan increasingly began to turn to dastans, as

a result of which a new form was born, namely choreographic miniature, which requires scientific
comprehension and revelation of the trinity of poetry, music and choreography.Purpose:The main goal
of the article is the study and significance of the triunity - music, poetry and dance in the aspect of
preservation and development of the artistic language of Azerbaijani dance. Challenges:To consider
choreographic culture as a component of artistic culture and the place of the trinity of poetry, music
and dance in it.Identify and comprehend the specifics of historical stages and types of interaction of
folk and professional dance in different periods of development of choreographic culture.Methods

of researchare determined by the specificity of the scientific problem, the purpose and objectives

of the work. The study is carried out within the framework of art analysis. The artistic approach
involves the inclusion of any studied phenomenon in a broad sociocultural semantic context and
allows the integration of various empirical and theoretical developments of different humanities.
This will give an opportunity to identify the specifics of the triunity as a basis and source of renewal
of art, to understand the features of its own cultural and historical destiny, as well as to identify the
tendencies of development of folk art culture and professional art in modern conditions.The resultsof
the carried out research are guaranteed by an extensive theoretical and practical basis, a complex
interdisciplinary approach, respectively selected methods of the purpose and objectives of research,
as well as the study of art, cultural, philosophical, ethnographic sources.The analysis of choreographic
miniatures, using the example of the history of formation and formation, will allow to study aspects of
synthesis of development of Azerbaijani national choreographic art. The work on the study used art,
cultural and historical, biographical methods of analysis.Describing the main features and principles
of development of choreographic miniatures, the authors of the article consider the issue of stage
interpretation of Azerbaijani folk dance, its new lexical language and plastic expressiveness. On the
basis of the experience gained at the Azerbaijan State Academic Opera and Ballet Theatre, researchers
determine the role and significance of the triunity - music, poetry and dance, as well as the role of
choreographers and performers in the development of the national ballet.

Keywords: dastan, folklore dance, epic creativity, mugham, ballet, poetry, choreographic art, plastic
expression.

Cite: Shahmuradova, Nigyar, and Saitova Gulnara. “Azerbaijani dastan as the source of the trinity:
poetry, music and dance.” Central Asian Journal of Art Studies, vol. 9, no. 2, 2024, pp. 119-133, DOI:
10.47940/cajas.v9i2.896
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OBPA30BAHUM:
MPOBJIEMbI U
MEPCIEKTHUBbDI

Aiirynb UGpaesa’

'Kasaxckast HalpoHa bHast akajemusi iekyceTs umenn TemupGeka KypreHosa
(Anmartbl, Kazaxcran)

AHHoOTauusa. opMUpoOBaHUE SKOIOTMUYECKOTO MbILIEHWUS U COLMANbHOM OTBETCTBEHHOCTM CTaNno 3a
nocnegHve fecaTMneTus BaHbIM acnekToM NpodeccnoHanbHOM NOArOTOBKM CMELManuCTOB CaMbliX
pasHbix obnactelt BO BceM Mupe. HebnaronpuaTHas skonormyeckas cutyaums, ycyrybnsemas poctom
TEXHONOTMIM U NMPOU3BOACTBA B MOLHOW UHAYCTPUU, TDEOYET aKTUBHbIX AEMCTBUI, HAaNPaBlEHHbIX

Ha BbICTPaMBaHME HOBOW MapagmMrMbl B CO3HAHUM 06LLeCTBa M paAnKanbHbIX U3MEHEHUI B CaMOW
cucTeMe Mogbl. [lM3aiiHepbl O4eXAbl UPAKOT KNOYEBYIO PO/b B 3TOM TpaHCHOPMaLMK, YTO 3aKOHOMEPHO
BbI3bIBaET NepecMoTp NpodeccnoHanbHoro 06pasoBaHus CNeLMannCToB 3TOr0 HanpaBaeHus.
AKTyanbHbI/i BEKTOP pa3BUTUS MOAbI M NOTPEOHOCTb B CIeA0BaHMM 06LWEeMUPOBbIM 06pa3oBaTe/bHbIM
TEHAEHLMAM OCTPO CTaBAT BOMPOC O pa3paboTke Ka3axCTaHCKMX MPOrpaMM MOArOTOBKM AWM3alHEpOB
ofexAbl B MUHTepecax YCTOMYMBOrO Pa3BUTUS, HAaNPaBieHHbIX Ha GOPMMUPOBaHME KOMMETEHLUMA,
COOTBETCTBYHOLIMX TPEOOBAHMSAM U3MEHAIOLLENCS OTpacu. Lienb nccnenoBaHus — OLEHUTb FOTOBHOCTb
Ka3axCTaHCKOro Au3aiH 06pa3oBaHMs K BHEAPEHUIO KOHLIEMLMIA YCTOMYMBOM MOAbI, @ TAKXKE HAMETUTb
nepcnekTMBbl U 334a4M TpaHCchopMaLuum obpa3oBaTeNbHbIX MPOrpamMm B 06nacTv ausariHa ogexabl B
MHTepecax YCTOMYMBOrO pa3BUTHS.

Kputepuu oueHku Bbinv onpeaeneHbl METOA0M CPaBHWUTENBHOMO aHaiM3a yCneLwHbIX MUPOBbIX
06pa3oBaTesibHbIX KeMcoB B 061aCTH yCToM4MBOM Moabl. OLleHKa FOTOBHOCTM Ka3axCTaHCKOro
[Ov3aiH 06pa3oBaHus K rpsAyLMM nepemMeHam OCyLLeCTBASAACh MyTeM KOMMIEKCHOro aHanu3a
obpazoBaTenbHOM NporpaMmbl «Moaa 1 am3aH KocTioMa» Kaszaxckor HaLuMoHaNbHOW akageMuu
MCKYCCTB MMeHU Temnpbeka XXypreHoBa, BK/IOYas aHanm3 y4ebHbix N1aHOB M 06pa3oBaTeNbHOM Cpeapl,
aHanu3 NpenojaBaTeNbCKoro NoTeHUMana, aHanm3 COTPyAHUYECTBA CO CTOPOHHUMM OPraHU3aLMUSAMU U
NpeanpuaTUAMU, BO3MOXHOCTEN, MPeLOCTaB/ISeMbIX PbIHKOM TPYAa.

B xone nccnenoBaHus onpeneneHbl rMaBHble YCI0BUS 3a5BEHHOM MHTErpaLmu: aaanTMBHOCTb
06pa3oBaTesibHOM NPOrpaMMbl, LEeNIOCTHbIM MOAX0A K 06yYeHM0 Ha OCHOBE MEXAUCLMUMANHAPHbIX
3HaHMI1 1 NpobNEMHO-OPUEHTUPOBAHHOIO 06yYeHus, TpodeccMoHanbHOe pa3BUTUE NpenoaaBaTene,
COTPYZAHWYECTBO C 3aMHTEPECOBAHHbIMU BHELWHUMU MAapTHEPaMM, OPUEHTALMS Ha LndpoBbIe
TEXHOMO0rMKU, BOSMOXXHOCTM NMPAKTUYECKOTO NPUMEHEHMS NOMYYEeHHbIX KOMMNETEHLUMIA B npoLuecce



06y4eHus 1 nocne ero 3aseplueHus. OpUeHTaLmMsa Ha YCTaHOBNEHHbIE YC/IOBUS NMO3BOAWA BbISBUTb
psA NpobaeM B CUCTEME KA3axCTaHCKOrO AM3aiH 06pa3oBaHus M HAMETUTb NMEPCNEKTUBHbIE MYTH
TpaHchopMaLMmM 06pa3oBaTebHOM MPOrpaMMbl A5 MOLFOTOBKM BbIMYCKHUKOB K PeasibHbIM BbI30BaM

MHLYCTPUMU.

OCHOBHBIMM MOTIOXXEHUSMU UCCNEA0BAHUS CTaNW: KOMIIEKC YCI0BUIA YCNELWHOM MHTerpaumm
KOHLLEMLMIM YCTOMUYMBOM MOAbI B AM3aliH 0Opa30BaHMe, @ TaKXKe HanpaBAEHHOCTb AENCTBUM,
HeobX0AMMbIX ANS UX CO3AaHUS. Pe3ynbTaThbl nccienoBaHMs MOryT GbITb MCMOIb30BaHbI B Ka4ecTse
6a30BbIX OPMEHTMPOB MPU OLLEHKE M pa3paboTke 06pa3oBaTeNbHbIX MPOrpaMM B 061aCTM Moabl U
OM3ariHa 04eX bl B MHTEpecax YCTOMUYMBOrO pa3BUTMS U GOPMMUPOBAHMS HOBOWM MNapaLnrMbl MOLHOM

MHLYCTPUMU.

Knioyesbie cnosa: Mona v 3KONOTUS, MHAYCTPUS MOABI, YCTOMYMBAS MOAQ, AN3aMH OLEXKLb,
an3ariH 0bpa3oBaHue, 0bpa3oBaHWe B MHTEPECAX YCTOMYMBOrO pa3BUTUS, OLLEHKA 06pa3oBaTeNnbHOM
NpOrpaMMbl, MHTErpaLms KOHLEMLMI YCTOMYMBOM MOAbI B AM3alMH 06pa3oBaHue.

Ana yumuposarus: 6paeBa, Airynb. «KOHLLEMNLMM YCTOMYMBOM MOAbI B AM3aliH 06pa30BaHMMK:
npobnemsbl 1 nepcnekTusbl». Central Asian Journal of Art Studies, 1.9, N2 2,2024, c. 134-155, DOI:

10.47940/cajas.v9i2.819

bnazodapHocmu: aBTOP BbIpaXKaeT NPU3HATENbHOCTb PYKOBOACTBY, MPENOAABATENSAM U
CTyOoeHTaM 06pa3oBaTenbHOM NporpaMMbl «Moga u an3anH KocTiomMa» Kaszaxckon HalMoHanbHOM
aKageMuu UCKYCCTB MMeHU TeMupbeka XXypreHoBa 3a yyacTue B 0Npocax M ApYryto MOMOLLb B
cbope MaTepuanoB Npu HaMmUMCaHUM CTATbM, @ TAKXKE AHOHUMHBIM 3KCMEPTaM 3a peLeH3MPOBaHME U

KOHCTPYKTUBHbIE OT3bIBbl.

Asmop npoyuman u 0006pus OKOHYAMENbHbIU 8apuaHmM pykonucu u 3aseasiem ob omcymcmeuu

KOH@AUKmMa uHmepecos.

BeepeHue

Ceromm MHJyCTPHUST MOJIbl HAXOJIUTCSI

B LIeHTpe MpodeccCHOHaNbHOTO 1
001LIeCTBEHHOTO0 BHUMAHUS B CBSI3U

C ee 3HAYUTEJIbHbIM BJIUSIHHEM Ha
9KOJIOTHIO TIJIaHeThl. [1o6asbHble
npoOJieMbl H3MEHEHHs KJUMaTa, yTpaThl
6ropasHooOpasus U 3arpsisHeHHUs
OKpY2Kalolllel cpejibl HaXOsT CBOH

MCTOKH Ha BCEX 3Tarnax JesiTeJIbHOCTH
NPEeANPUATUI MOJHON HHIYCTPUH, BKJIIOUAST
BbIpalllMBaHHE ChIPbsl, UBTOTOBJIEHHE
TKaHei, MPOU3BOJICTBO, TPAHCIIOPTHPOBKY,
MPOJAXKY, IKCTITyaTalMIO U YTHIU3ALIHIO
roToBOH NpoayKiu. CoryacHo 10K1aty
2020 rojia aBTOPUTETHOH KOHCAJITHHTOBOH
komnanun McKinsey & Company u
opranusaumn Global Fashion Agenda
(GFA), Ha nHIyCTPHIO MOJIbI TPUXOJUTCSI
0K0J10 2,1 MuJIMapaa TOHH BbIOPOCOB

NapHUKOBbIX Fa30B HJIH 0K0JI0 4% OT
06111eMHPOBOro 06'beMa, UTO IKBUBAJIEHTHO
COBOKYTHBIM FOJIOBbIM BbIGpOCAM
napHUKOBbIX razoB Ppanimu, ['epmannu u
Benuko6putanuu (“Fashion on Climate.
How the fashion industry can urgently act
to reduce its greenhouse gas emissions”
5). B ycsioBusix cyiiectByloliiei cucTeMbl
MOJIbl 3TOT MoKasareJib Gy/eT HEH3MEHHO
YBEJIMUUBATHCS, UTO MOATBEPKIAETCS
JlaHHbIMU BeemupHoro 6aHka,
MPOTHO3UPYIOILIMMH MEPCTIEKTHBBI POCTa
BbIOPOCOB MapHUKOBbIX ra3oB K 2030 roay
Gonee, uem Ha 50% (“How Much Do Our
Wardrobes Cost to the Environment?”).
[To nanubim [Iporpammbl OOH no
okpyxatotiieit cpene u Ponpa dsex

Mak ApTyp, HHILyCTPHSI MOJIbl €2KETOIHO
Mcrodbayet 93 MusInapaa KybomeTpos
BOJIbI, UTO COOTBETCTBYET rOJI0BOH
noTpeGHOCTH B MOTPEOICHNUH BOJIbI TIATH
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MUJIIMOHOB YeJI0BeK, NP 3ToM, 0KoJio 20 %
CTOYHBIX BOJL BO BCEM MHUpe 3arpsisHeHbl B
peayJibTate NpUMeHEeHHUs B TPOU3BOJICTBE
OJIE2K/Ibl XHMHKATOB M CHHTETHUECKHX
KpacuTeJsieii, Ipx 3TOM, B OKeaH exKerojiHo
nonajaeT NnoJMHUIIHOHA TOHH MJ1aCTUKOBBIX
MHKPOBOJIOKOH, YTO SKBHUBaJIeHTHO D0
MHJIJTHAP/IaM TJ1aCTUKOBBIX OYThIIOK (“A
New Textiles Economy: Redesigning
Fashion’s Future”). Okouso 87 % ot o61iero
KOJIMUECTBA BOJIOKOH, MCIOJIb3yeMbIX
U151 UBTOTOBJIEHHST OI€XK]IbI, C2KMIaeTCsl
WM BbIOpachiBaeTcs, a mpuobperaemasi
ofle2K/1a OueHb ObICTPO OKAa3bIBAETCS HA
CBaJIKax B BUJly €€ HU3KOH (DaKTHIECKOH,
3CTETUYECKOH U SMOLIMOHAJBHON IEHHOCTH
(“How Much Do Our Wardrobes Cost to
the Environment?”). Pagsurue undpobix
MH(pOPMAIIMOHHBIX TEXHOJIOTHH H MTPOLIECChI
rao06anu3alui NOPOIUIH sIBJICHHE
«OBICTPOH MOJBI», KOT/IA TIOKYTIATeJbCKOE
noBeJ/leHHe OPUEHTHPOBAHO Ha
notpebJeHne, a He UCMOJb30BaHHE TOBAPA.
CpeziHee KOJIMIECTBO pPa3 HaJleBaHUs
OJIe2K/1bl /10 TOTO, KaK OHAa OKa3blBaeTCs Ha
CcBaJIKe COKPaTUJI0Ch B Mupe Ha 36 % 3a
nocseHue 15 Jiet, a mporHo3 MUPOBOTO
noTpebJIeHUS O1e2K/Ibl YKAa3bIBAET HA
MepCreKkTUBy pocrta ¢ 62 MUJIIHOHOB TOHH
B 2019 roay o 102 MUJIIMOHOB TOHH
yepes 10 et (“A New Textiles Economy:
Redesigning Fashion’s Future”).
Pacry1iiiasi ocBe1oMJIEHHOCTD O BKJIajie
MOJIHOH UHLyCTPHH B KOJIOTHUECKYIO
HeCcTabUIbHOCTD 3aCTaBJSET JIUAEPOB
MHIyCTPUH, TIOJUTHKOB U SKOJIOTHIECKHE
OpraHM3alMH BbIBUIaTh MacluTaOHble
MHULIMATUBBI U IPEANPUHUMATD LIaru
B CTOPOHY 60JIbILIEH YCTONYMBOCTH
otpacsu. Pesyabratom Cammura suaepoB
uHayctpun Mozibl 2017 roga craso cosnanune
Konenrarenckoii xaptun mojbl, B 2020 roay
ee yJyacTHUKaMM Obl1 pagpaboTaH cOOPHUK
NPUHLIUIIOB U IIPAKTHYECKUX ACHCTBUH
no 6opbOe ¢ U3BMEHEHUEM KIuMaTa JJist
komnanuii uuaycrpuu (Fashion Industry
Charter for Climate Action. Climate Action
Playbook). EBponeiickuii cotos, B3siB
Ha cebsl BeyLLyto poJib B MPOJIBUKEHUH

YCTOHUMBBIX MPAKTHK B HHILYCTPHUH
Mok, pagpadotad [lnan neficteuit EC
M0 LIUPKYJISIPHONH 9KOHOMHKE C 0COOBIM
AKUEHTOM Ha MPOU3BOJCTBE TEKCTUJIS U
onexknbl (A new Circular Economy Action
Plan For a cleaner and more competitive
Europe). B nonosnenue K noJuTHI€CKUM
MUHUIMATUBAM, MHOTHE CTPaHbl
TMOJIE P2KUBAIOT MEPEXOL K YCTOHUMBOK Mojie
(puHAHCHPYS HCCIeIOBAHMS, CTapTaIlbl,
o6pasoBatesibHble U HH(OPMAIIHOHHO-
MPOCBETUTENbCKHE NporpaMMbl. Bee
60oJiblile KOMIAHUH TPUOEraioT K MpakTHKam
YCTOMYMBOrO JU3aiHa, MPOJABUTaloT
MPUHLMIBI 9KOJOTHYECKH 6e30MacHOM MOJibl
¥ BbICTpauBatoT yHuka bHble JIHK MmoaHoro
OpeHza ¢ 3TUX TMO3ULHH.

[TocTeneHHbIH, HO HEU30EKHBIH TTEPeEXo]l
K OPUEHTHPOBAHHBIM Ha YCTOHYHBOE
pasBUTHE CTPATETHsIM OU3HECAa U MOJIEJISIM
noTpebJeHus1, 3a1aeT 10Jr0CPOUHbIH
TPEHJI B CUCTeMax MPOU3BOJCTBA U
NPOJAK OJIEXK/Ibl, KOHIENTYaJbHO MEHSIET
TMOJIXOJL K TPOEKTHPOBAHHIO U3JIEJIHH,
orpe/iesieHUIO aKTyaslbHOCTH IU3aiHa U
MOHUMaHHIO caMol Mojbl. [To Mmepe Toro
Kak notpebuTe/iM Bce 60Jblle 0CO3HAIOT
BO3CHCTBHE UHIYCTPHUH HA OKPYIKAIOLILYIO
cpejty, CIpoc Ha YCTOMYUBYIO MOy
Oy/leT NPo0J/KATh PACTH, CTUMYJIHPYS
JaJbHEHIIHe HHHOBAIMK B 3TOH 00J1aCTH
1 GOPMHUPYS IVIaBHbIH BEKTOP PA3BUTHS
MO/Ibl — CO31aHHe YKOLEHTPUUHOTO,
9KOJIOTHYECKH 6€30MacHOro, 10Jr0BEYHOr0
Y YHUKAJIbHOTO I3aiiHa. YUUuTbIBa,
410 0K0J10 80 % IKOJIOTHYECKHX 3aTpaT
OTpe/iesisieTCsl Ha CTaUsX pa3paboTKu
KOHLLEMUMH U IPOEKTHPOBAHUS MPOIYKTa,
JIM3aiiHepbl HMEIOT BO3MOKHOCTb BJUSATh HA
BCe MOCJIeyIoll1e 3Talbl POU3BOJICTBA H
Jlazke noTpebJIeHUsT OfeKIbl,
a 3HAUUT U NMpUAABaTh Moje HoJsiee
yctoruuBbli xapakrep (Murzyn-Kupisz
and Holuj 2). B aToii cBsi3u, BK/IOUEHHE
BOTPOCOB YCTOHUHUBOH MOJIbI B yueOHbIN
npouecc OyIylunx IM3aiHepoOB MOXKET CTaTh
BaKHbIM LaroM Ha MyTH K OPMUPOBAHHIO
3KOJIOTHUECKOH NAPaAUTMbl U COLMAJIBLHOM
OTBETCTBEHHOCTH B MOJIHOH MHJLyCTPHH.



B kazaxcrtaHckoM qu3ailH 00pa3oBaHUH
THYECKHE M YCTOHUUBBIC acleKThl
MOJIbl [TPEJICTABJIEHbI JIMILb OTAEJAbHBIMU
TEeMaMH JIEKIIUH 1 pacCMaTpUBAIOTCS
KaK JIOTIOJIHUTEJ/IbHAs KOMIIETEHLIUS B
paMKax KJacCHueCKHUX yueOHbIX IPOrpaMM.
YuuThIBast orucaHHble rJ00asbHble
TeHJCHUMH 1 0OpasoBaTesibHble TPEH/IbI, B
OanKaiem OyylleM Takylo aJJIATHBHYIO
MPAKTHKY J0JXKHA CMEHUTh HHTErpaTUBHas
MOJIeJIb, C MOC/eyoUIeH HeH36eKHOH
TpaHcdopmalier Ka3axCTaHCKOro
o6pa3oBaHus B 006J1aCTH AU3aliHa OJEXK/Ibl B
UHTEepecax yCTOHUMBOrO pa3BUTHS.

Llesib nce1e10BaHUs — OLLCHUTb
rOTOBHOCTb 00Pa30BaTEJIbHON TPOrpamMMbl
«Mopa u 113aiii Koctroma» Kasaxckoit
HallMOHAJbHON aKaJleMUH HCKYCCTB HMEHH
Temup6eka )KypreHoBa K BHEIpEHHUIO
KOHLENUHH YCTOHYHMBOKU MOJIbl, & TAKXKe
HAMETHTb BO3MOXKHbIE M1E€PCIEKTUBBI U
MyTH PeLLICHUs BbISBJICHHBIX TPOOJIEM.
JlucKyccroHHasi yacTb UCC/1eI0BAHUS
NoCBsilleHa aHa U3y ry1o0aabHOTO OIbITa
06pa3oBaHusl B 06J1aCTH «YCTOHUMBON
MoJibl» (sustainable fashion) u
onpeiesIeHUIo KOMIIeKea (hakTopoB U
YCJIOBUH, HEOOXOAMMBIX Il UHTETpaltH
KOHUENUKUH YCTOHUHUBOTO PAa3BUTHs
B 00pa30BaTesbHYIO IPOrPAMMY.
Pestomupytonias yacTb COaepAKUT
pesyJ/ibTaThl OLEHKH 00pa3oBaTesIbHON
nporpaMmmbl « Mojia 1 IM3aiiH KocTioma»

C MO3ULKMK NPo6JIeM H MOTEHIHAJIBHBIX
BO3MOKHOCTEH CO3/IAHHUST STUX YCJOBUH.
[Ipennonaraercsi, 4To BHEIpeHHE
KOHILIEMIUH YCTOHYHBOK MOJIbI B

J3aiH 06pasoBaHue J0JKHO HOCUTh
UHTETrpaTHBHBIN XapaKTep U yUUThIBATh He
TOJIbKO OCHOBHYIO yueOHyI0 IIporpaMmy, HO
U JIpyrue KOMIOHEHTbl 00pa3oBaTesibHOM
CpeJibl, 8 TAKXKe BO3MOYKHOCTH
MPAKTHYECKOrO MPUMEHEHHSI MOJTyYeHHbIX
KOMITeTeHLIUH.

MeToabl

Onpenenienye KOMILIEKCa YCAOBHH /1151
repexoja K MHTerpaTHBHON MOJIEJIH C

nocsenyionie Tpancdopmalnert qusant
0o0pa3oBaHusl B HHTepecax yCTOHUMBON
MOJIbl OCYLLECTBJISIOCH Ha OCHOBE aHaJIn3a
JIUTEPATYpPhbl, COAEPrKALLEeH HCCIeI0BAHUS
1 pa3paboTKH B 3TOH 06J1aCTH 3a
nocJjeaHue nsth Jet. Beibopka nybaukauui
o6ycJioBeHa HEOOXOIMMOCTBIO U3yYeHHS
KaK yKe CyL1eCTBYIOLLEro U yCelHoro
omnbiTa eBporneickux BY3oB, Tak u
npo6JIEMHBIX BOITPOCOB, H TEOPETHUECKHX
KOHLLEMUMH, NpejiaraeMblX Ha OCHOBE
aHaJ/u3a CUTyaluu B iu3aiiH 06pa3oBaHuU
Bocrounoit EBponbl 1 ctpan Azum.
Bblnu npoanainanpoBaHbl akTyasbHble
NPAKTUKK B 3aMaIHOCBPONEHCKON
cucteMe 06pasoBaHust B 00J1aCTH MOJIbI
Ha rnpumepe KeicoB JlonnoHckoro
KoJsiie/pka Mojibl (Radclyffe-Thomas;
Bussk), AMcTepaaMcKoro HHCTHTYTa MOJIbI
(Hall and Velez-Colby), dhaxynbreTa
nu3arHa MUIaHCKOro MoJIMTEXHUYECKOro
YHMBEPCHUTETA U Psijia APYrHX €BPOMNeHCKUX
BY3os (D’ltria and Vacca), a Takxke
aHAJIMTUYECKUE HCCJIeloBaHus B 00/1aCTH
BHE/IPEHHs TEOPUH U NIPAKTHKH YCTOHUMBOH
MOJIbl B TPO(HIILHBIX yueOHbIX 3aBeIEHUSIX
[Tosbin (Murzyn-Kupisz and Holuj) u
HeCKOJIbKMX aguaTckux ctpad (Purnama;
Shen and Sethi).

Ouenka o6pazoBaTe/ibHON
nporpammbl « Mojia 1 1u3ailH KocTioma»
OCYLLLECTBJISAIACH OTHOCHTEbHO KOMIJIeKca
BbISIBJIEHHBIX YCJIOBHH U C OTIOPOH Ha
KOHLLeNTYya/bHO 000CHOBAHHYIO METOHKY,
MpeIoKEHHYI0 B paMKax HCCIeI0BAHUS
ocoOeHHoCTelH 06pa3oBaHus B 00J1aCTH
mojibl B BY 3ax TTosbiim (Murzyn-Kupisz
and Holuj 8—9). Cornacno metonuke,
KOMIIJIEKCHBIH aHaJIu3 00pa3oBaTesbHON
MporpamMmMbl MPOBOJUJICS M0 HECKOJIbKUM
HarpasJeHHsIM: aHaJIM3 yueOHbIX MJ1aHOB
1 06pa3oBaTeJbLHON Cpe/ibl, aHAIN3
NpenojaBaTe/bCKoro noTeHIana,
aHaJ/Iu3 COTPYJHMUYECTBA CO CTOPOHHUMHU
OpraHu3auUsIMU U TIPEANPUSTUSIMH,
BO3MOKHOCTEH, MpeoCTaBJIsieMbIX
MECTHBIM PbIHKOM TPYJa.

Jln1st cO0pa JaHHBIX HCMOJBb30BAIUCH
CJleJytolIHe HHCTPYMEHTBI: CTPYKTYPHbIH
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aHaJI3 y4eOHbIX MJIaHOB 00pa30BaTeJIbLHON
nporpamMmMbl 3a MocJieiH1e TpH roja,
NPOCMOTP OPUIHAIBHBIX HHGOPMALIUOHHBIX
pecypcoB aKajieMUn U CTPaHHIL

Kadpenpbl «Moja 1 1u3aiiH KocTioma» B
COLMAJIbHBIX CETSAX, OMPOCHI CTYAEHTOB U
BBIIYCKHUKOB C TOMOIIbIO OHJIAKH-aHKeT,
JIMUHbIE HHTEPBbIO C PYKOBOJUTEJIEM

U pazpaboTuukamu o6pa3oBaTeIbHON
NporpaMMbl, MPenojaBaTe/IsiMu
NPOPUIHPYIOLINMX IUCUHUIIUH. AHAJIHTHKA
JIAHHBIX OCYLLECTBJISINIACH OTHOCHTEJIBHO
KaKJ10r0 U3 YCJOBHH, YCTAHOBJIEHHbIX

B [1€PBOI YACTH UCCJIEIOBAHUS U
ornpe/iesisieMblX B KauecTBe BaxKHEHINX
(hakTopoB /151 epexosia K 06pa3oBaHuio B
MHTepecax yCTOHYHBOIO PA3BUTHSI.

Ovckyccuqa

OnnHoft U3 N1aBHBIX TPo6JIEM, ¢ KOTOPOH
CTaJIKMBAIOTCS BbICLINE YueOHble
3aBeJleHHsl, BKJI0Yasi MOBECTKY YCTOHUMBOTO
pa3BUTHs B poeccHOoHaNbHOE H3aiTH
o0pa3oBaHHe — cama apXMTeKTypa
oOpasoBaTeJibHbIX MTporpamm. Takas
MHTerpaiys TpedyeT onpeaeaeHHOH
CTEIEHHU alaTUBHOCTH MPOrpaMMBbl,
YUUTBIBAsE MOCTOSIHHYIO MOTPeGHOCTh

B 0OHOBJICHUH, MOJU(HUKALIUY U
BKJIIOUEHHH HOBBIX, HE BCEIJIA MOJHOCThIO
MPOTECTUPOBAHHBIX Pa3pabOTOK U HaeH
(Murzyn-Kupisz and Holuj 6). Tax,
KJIIOUEBbIM YCIOBHEM YCIELIHOCTH
MHTErpalyi NOBECTKH SKOHOMUKH
3aMkHyToro nukia (CE) B yueGHbIH
npoiiecc AMCTepAaMCKOrO HHCTHTYTa
mojbl (AMFI) crania aBroHomMHasi u
rubKasi CTPyKTypa CUCTeMbl 00yUeHHs
[Ixoant Peansnoctu (Reality School),
KOTOpasi o3BOJIsIeT OICTPO pearupoBaTh
Ha aKTyaJibHble TPeHGOBAHUS OTPACIH U
BHOCHUTb U3MEHEHHUs B yueOHbIH My1aH 6e3
HeOoOXOIMMOCTH MOJIyYeHHsT pa3pelleHnst
OT JIONOJIHUTEJ/IbHBIX YHUBEPCUTETCKHUX
komuteToB (Hall and Velez-Colby 22).
Kpowme Toro, no MHeHu10 Hccen0BaTe1eH,
ocBellatoLux Bonpocsl [Tosbekoro
o6pazoBaHus B 06J1aCTH JU3aiiHa

OJIC2K/1bl, 2KECTKHE CTPYKTYPbI yHeOHBIX
MJIaHOB CO3JAI0T MPENATCTBUS /151
MEXKIUCIMITIMHAPHOTO COTPYHUYECTBA H
B3aUMOJIEHCTBHUS MEXK]ly pernoaaBaTe/siMu
1 IUCLIUTJIMHAMH, CO3/1aBast TEHAEHIHIO
JIMHEHHOW MOCJIe0BATENIBHOCTH OTEJbHOTO
M3y4deHHsl BceX 3TaroB MPOU3BOJICTBA
OIe2KIIbl U UX PA3JIMUHBIX BO3IEUCTBUM HA
okpyxKatotiyto cpeny (Murzyn-Kupisz and
Holuj 6).

[Tepexon OT JIMHEHHOH U
NocJ/1e10BaTe IbHON Mepeiauy 3HaHUH
K 06y4yeHHI0, OCHOBAHHOMY Ha
MEXKIUCUMIIJIMHAPHOM B3aWMOJICHCTBHU
1 pellieHUH peaJsibHbIX 3aj1a4, 3asiBjieH
KaK OJIHO U3 BarKHEHINX YCAOBUH
9BOJIIOLMH BbICILIEro 06pa3oBaHusi B
MHTEepecax yCTOHUMBOTO PA3BUTHS BO BCEX
paccMaTpHUBaeMbIX B 3TOM HCCJIEI0BAHHU
keilcax. B ouenke koHuenuuu HIkoJbl
PeanbHocTi AMcTepramMmcKoro
uHcTUuTyTa Mobl (AMEFT) oTMeuaeTcs,
YTO NPUMEHEHHE B3aUMOCBSI3aHHbIX
1 MEXKIHCLUMITIMHAPHBIX MOXOJ0B K
pa3paboTKe yueOHbIX TPOrPAMM MOXKET
MOTHBHPOBATh €laroruieckue HHHOBALKH,
HeOoOXOIMMBbIE /1151 HHCTUTYLIMOHAJIBHOTO
nepexoaa K 06pazoBaHMIo Ha OCHOBAX
9KOHOMHKH 3aMKHYTOTO 1IHKJIA
(CE) (Hall and Velez-Colby 11) u
npejiaraeTcsi BbicTpanBaTh o0ydeHue
MOCPEACTBOM KCIEPUMEHTANBHOM
NPaKTHKH, YIJyOJeHHbIX HCCIeI0BAHUHI
Y 3aIJIaHUPOBAHHON CBA3H MEXKILY
Kypcamu 1 yueOHbiMM Titanamu (Hall and
Velez-Colby 21). Tpanchopmatmonnas
KOHLEMUHUST €BPONEeHCKON CUCTEMbI
o6pazoBaHust B 06J1aCTH MOJIbI (haKy/bTeTa
Jm3aiina MuIaHCKOTrO MOJIMTEXHUYECKOT0
YHUBEPCHUTETA 3HAUUTEJbHO PACLIUPSIET
NMOHUMaHHE MEXKIUCIUIIIMHAPHOTO MOJIX0/A,
NPU3bIBAsI K epexoly OT rnepeaayn 3HaHUH
K 06MeHy 3HaHusIMH Mexxkny BY3amu u
MPOMBILIJIEHHOCTbIO /151 COBMECTHOTO
NPOJIBUKEHUS K YCTOMUMBON Napajurme:
«Yepes MoToK B3aUMHOT0 0OMeHa
mexxy BY3amu u npomblli/ieHHOCThIO,
OCBaUBAIOTCS MEXKIAUCLUIJIMHAPHbBIE
3HAHUsI U HABBIKH, HEOOXOIMMbIE 1151



NpUMeHeHHs BO Bce GoJiee MEHSIOIIUXCS
o6pasoBaTesibHbIX, MPOheCCHOHANbHBIX
KOHTEKCTaX W Ha pbiHKe Tpyaa» (D’Itria
and Vacca 684). Onupasich Ha psi TeOpUH
B 06J1acTH 06pa3oBaHusi B MHTEpecax
YCTOHUMBOTO Pa3BUTHSI, aBTOPbI KOHIIEIIUH
MoUePKUBAIOT, UTO B 3TOM B3aUMOJICHCTBHH
BayKHEHUIUM (DaKTOPOM sIBJISIETCS
(opmupoBaHHe y CTYJI€HTOB HABLIKOB
pelleHus peasbHbIX MPo6JaeM, KOTOPbIe
TIOMOTYT MM YCITEIHO CITPABJATHCS C
6ynyimu BeizoBamu (D’Itria and Vacca
682). OnbiT JIoHAOHCKOTO KOMIEKA
MOJibl He MeHee yOeIuTebHO JI0Ka3bIBaeT,
uTo 151 3(h(PEKTUBHOTO 0OyUeHHUSsT B
06J1aCTH MOJIbl U YCTOHYHBOTO Pa3BUTHS
Ba’KHO He TOJILKO MepeiaBaTh (PakThl U

1M PbI, HO U IPUBJIEKATH CTYJIEHTOB K
peaJibHbIM Mpo6JieMaM, pa3BUBaTh X
JII0603HATEILHOCTh U KPEATHBHOCTD,
MPUMEHSIsT TPOEKTHYIO popMy Mpo6IeMHO-
opueHTHpoBaHHoro o6ydenust (Radclyffe-
Thomas 184—185).

B ananusupyembix myGauKanusx,
cepbe3HbIM MPENSTCTBUEM B Mpoliecce
pa3paboTKK yueOHbIX TPOrPaMM,
OpPHUEHTHPOBAHHBIX HA YCTOHUHBOE
pa3BUTHE, HA3bIBAETCS HEJOCTATOUHAS
KOMITETEHTHOCTb H YBEPEHHOCTh B
CcOOCTBEHHbIX 3HAHUSIX B 9TOH 06J1aCTU
npenonasaresei (Radclyffe-Thomas, 186;
Murzyn-Kupisz and Holuj, 6; Hall and
Velez-Colby, 188). He uckiouaercsi v ToT
¢axT, 4To He Bce NnpenoaaBaTesd MOryT
MOJIHOCTbBIO MOJIEPIKUBATH PUHILIUIIbI
YCTOHUHBOU MOJIbI,
rnoJiarasich Ha KJaccHyecKue
MeTojibl npenofiaBanust: «[IpenonaBaressam
MOZKeT OBbITh TPYIHO TPEOI0IETh
JUCLMIJIHHAPHbBIE TPAHULBI U OTpaHUUEHHS,
CB$I3aHHBIE C MPOILLIBIM OTBITOM H
3HAHUSIMH, ¥ OCTaBaThCs OTKPBITHIMHU
JUIsT HOBBIX MJIEl H BO3MOXKHOCTEH »
(Murzyn-Kupisz and Holuj 6). Onbit
YCMEIIHbIX CTPATETHH MpeiaraeT
JIBa OCHOBHbBIX BEKTOpA PellIeHHUsI
npoOJIeMBl: CO3AaHHE HEOOXOAUMBIX
YCJIOBHH /151 TPOECCHOHATBHOTO
pa3BUTHs MpenojaBateseil U BHEPEHHs

MHHOBallMoHHOH neaaroruku (Hall and
Velez-Colby 188) 1 npuBsieueHne BHEIIHUX
MOCTABILIMKOB 3HAHHUI U NPOECCHOHAIOB
0Tpac/u, 3aHUMAIOLIUXCS] TEMaMU 1
NpakTHKaMK ycToiunBoro pa3surus (Hall
and Velez-Colby 22).

AhheKTUBHOCTb COTPYIHUYECTBA
C BHEIIIHUMHU MapTHEPAMH,
OpPHUEHTHUPOBAHHBIMHU Ha YCTOHYHBOE
pa3BUTHE UHIYCTPUH MOJIbI MOATBEPIKACHO
npuMepaMu 0603HAUEHHBIX
KericoB 3anajaHbix BY3oB. OnbiT
BHEJPEHUs y4eOHONU IPOrpamMmMmbl
9KOHOMHKH 3aMKHyTOro 1ika (CE)

B o6pasoBaTeJ/ibHbli npotiecc LIIKoJibl
PeajibHoCTH AMCTEPIAMCKOrO MHCTUTYTA
MOJIbl IEMOHCTPUPYET 3(h(PEKTHBHOCTh
(hopMHpPOBaHHsI APTHEPCKUX OTHOLIEHHUH
C MOCTaBIIMKAMHU 3HAHUH, KOTOPbIE MOTYT
MPEYIOKHUTD MOJIEPAKKY, YCHITUTH HMITYJIbC
K H3MEHEHUSIM U IOMOYb OCYLLECTBUTh
cmeny napamurmbl (Hall and Velez-Colby
22), 4To OTBEYaeT yzKe PaCCMOTPEHHOMY
Te3ucy 06 o6MeHe 3HAHUSIMU MeK]1y
BY3amu 1 npombliieHHOCTbIO 15t
JOCTHXKeHUs 001KX 1esei (D’Itria and
Vacca 684 ).

[lepcreKTHBHBIM BEKTOPOM MapTHEPCTBA
y4eOHbIX 3aBeJICHHH U TIPOU3BOJIUTENIEN
MOZKET CTaTh B3aUMOJIEHCTBHE B 00J1aCTH
pa3BUTHS U(POBBIX TEXHOJOTHH B MOTHOM
6usHece. Llndposbie n aHaNMUTHYECKHE
CrMoCOGHOCTH HAa3BaHbl OCHOBHBIMU
KPUTEPHUSIMH BbI)KHBAEMOCTH MOJIHBIX
KOMIMaHHUH B COBPEMEHHBIX YCJOBHSIX
ycyryGJIsIIoLIEerocsi MUPOBOTO KpHU3nca
(The State of Fashion 2023). ¥xxe ceroaus
LM pOBbIE TEXHOJOTHH UTPAIOT KJIOYEBYIO
POJIb B YCTOHUUBOCTH MOJIHOM HHyCTPHUH,
MPEN0CTaBJIsis BO3MOXKHOCTH B TIPO3PAUYHOM
yIpaBJeHHH LleNoYKaMHt MOCTaBoK ¢
npuMeHeHreM OJ10KUEHH, B LIH(DPOBOM
MapKeTHHTe U 3JIEKTPOHHOH KOMMEPIIHH,

B pa3paboTKe 9KOJOrHYECKH YHUCTHIX,
nepepaboTaHHBIX U OGHOpasJIaraeMbIx
MartepuaJioB, B LIM(POBOM JIM3aliHe,
M03BOJISIIOILLEM MUHUMH3UPOBATb OTXO/1bI
1 5KOHOMHUTb pecypchl 6saronapst
BUPTYyaJbHBIM 00pasiiam 1 aBaTapam.
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[lepconanuaaiinsi Mpou3BOACTBA OIEHKIbI U
CO3/1aHHe KACTOMM3MPOBAHHBIX YHHKAJbHBIX
U3JIeJIUH, KOTOPbIE y2Ke TpeyiaraiT
CBOMM KJIHEHTaM OT/eJIbHbIe KOMIAHWH,
COKpaLLAOT MOTPeOHOCTb B U3/IEJHSIX
MacCOBOTO MPOU3BOJCTBA U CMOCOOCTBYIOT
Nepexoay OT MPUBBIYHONW OH3HEC-MOARJIH:
«CosJlaHue M3aiiHa — MPOU3BOACTBO —
NPOAAXKK», K HOBOH: «CO3/IaHHe IM3aiHa —
npojiaxKu — NpousBoACTBO» (bask 167).
OueBHHO, YTO 3Ta 006/1ACTh MHHOBALUH
Oy/IeT CTPEMUTENBHO Pa3BUBATHCS,
OXBaTbIBasi Bce OOJIbliIee KOJMUECTBO
YUYACTHUKOB MOJIHOTO PbIHKA, U
o6pazoBaHue B 06J1aCTH MOJIbI JOJIZKHO
AKTHBHO U3MEHSITHCS B KOHTEKCTE
udpoBoi TpaHchopMalyi, OTpaXKarollen
TeKyLIMH nctopuueckuil MomeHT (D’Itria
and Vacca 682). B pesysnbrate ananmsa
JIyYLIMX €BPOMNEHCKUX MPaKTHK B 06J1aCTH
JIM3aiHa OJIEXKJIbl B UHTEPECax yCTOMYHBOTO
passurus (FDIS), nuccnenobarenn
(hakysibTeTa qu3aiina MusaHckoro
MOJIMTEXHHUECKOTO YHUBEPCHUTETA
MPUXOJAT K BLIBO/y O TOM, UTO LIH(poBast
TpaHcdopmallus B iu3ait o6pasoBaHuU
B HHTEpecax yCTOHUHBOTO Pa3BUTHS
— 3T0 He TOJIbKO TEXHOJIOMHUECKHU
nporpece, HO U reHepauust ryooKuX
nepemMeH B PAKTHKe MPenojaBaHus 1
Mcc/1e10Batusl, B MpoeccHoHalbHOM
MBILIJIEHUH U HaBbIKaX BCEX yHaCTHUKOB
o6pagoBaresibHOTO Tipotecca (D’Itria and
Vacca 683). B kauecTBe nporpammHoO#
1 MeTOJI0JIOTHYeCKOH OCHOBBI 151
TaKoH KOMIJIEKCHOH TpaHchopMaliu
BY3awmu pasnbix cTpaH BoiGHpaloTCst
CBOM MOJXOJIbl U MHCTPYMEHThI. Tak, B
cTaTtbe rpynmbl aBTopoB Masasuiickoro
yHUBepcuTeTa TexHosornii MARA,
npeaiokeHa o6pa3zoBaresibHas KOHUEMLHUS
«TeXHOTIpEHepCTBa», HaNpaBJeHHast Ha
MOBbILLIEHHE KOMITETEHTHOCTH BbITyCKHUKOB
B COOTBETCTBHH C MOTPEGHOCTAMHU
COBPEMEHHOH HHLyCTPHUH MOJIbI,
CBSI3aHHBIMH C LM(PPOBBIMH TEXHOJIOTHSIMH
(Purnama et al. 84—85). TexHoJiornueckum
sipoM MHHOBaLm# kol PeanbHocTH
AmcTepaaMcKoro HHCTHTYTa MOJIbI CTaJj1a

nporpamma kypca «3D Hypercraft»,
MCI0JIb3YI0L1ast HHCTPYMEHTHI
BUPTYaJIbHOIO POTOTHITUPOBAHMUSI,
M3y4deHHsl BayKHbIX aCIEKTOB YCTOHYUBOTIO
JIM3aiHa, BbIOOPA 9KOJOTMYECKH YHCTHIX
MaTepraJsioB U CTUJIS <BHE CE30HOB»
(Hall and Velez-Colby 18—19). B cBoto
ouepelib, TEXHOJOTHUECKH MOIEPKUBAEMAS]
ucposasi TpaHchopmalis B cepe
J3ailH 06pas3oBaHus, cocobHa BbI3bIBATh
paJrKaJibHble H3MEHEHHST B KOHLEMIIHSIX,
cnoco6ax pazpaboTKH MPOEKTOB,
MPOU3BOJCTBA, B MPO(eCcCHOHATBHBIX
KOMMYHHKALUSIX 0 OU3HEC-MOJIEeJIsIX,
HaBCeraa MeHsisl PaKTHKY JM3aliHa U camy
MHITyCTPHIO MOJIBI.

3aBepiuatoliuM npo6JeMHbIM BOITPOCOM
SIBJISIETCS TO, HACKOJILKO LUMPOKHE
BO3MOKHOCTH TPEJIOCTABJISIIOT CTY/IleHTaM
o0OpasoBaTeJibHAsl IPOrPaMMa U PbIHOK
TpyJa /sl peasu3aliu Ha MpakTHKe
MOJIyYeHHbIX 3HAHUH M KOMIIETeHLIUH B
00s1acTH ycToH4YnBOI Mojbl. PopmaTamu
MOJIy4eHHUs! TPAKTHYECKOro OMbITa
B npouecce 0Oy4yeHHUs1 MOTYT ObITh
CTaXKHPOBKH, MpoeccHoHalbHble
NPaKTHKH, COBMECTHbIE TPOEKThI C
YCTOHUMBBIMH MOJIHBIMH OpeHIaMU 1
OpraHu3auusMHi, KOHKYpChI M3aiiHa,
OpUEHTHUPOBAHHbIE HA YCTOHYHBOE
passuthe. Takke, yCTOHUHBOE pa3BUTHE
MOZKET CJIy?KUTb JIEHTMOTHBOM JIMIIJIOMHBIX
MPOEKTOB, aKKYMYJIMPYIOLIUX BeCh Oarax
NPHOOPETEHHDIX 3a BpeMs 00y4eHHs 3HAaHUH
1 KomnereHuui (Murzyn-Kupisz and Holuj
12). Ho, ecaiu npumeHeHue nosrydeHHbIX
3HaHUI B rpouecce 0OyueHHs peryJjupyercs
06pa3oBaTe/IbHOK MPOrpaMMon, To
3aKOHYMB 06yueHHe, BbITyCKHUKH MOTYT
CTOJIKHYTbCS C poOJeMamMH caMon
MHIyCTpUH. MHOrHE KOMIIAaHUH MOTYT
BBLICTYMATh MPOTUB BHEAPEHHS YCTOHUMBbIX
NPaKTHK, TaK KaK MPOBHKEHHE
YCTOHYMBOU MOJIbI TPEOYET MepecTporKu
CJIOXKUBLLIMXCST OU3HEC-MOJIeJIeH, BKJIIoUYast
CTpaTeruy MapKeTHHra U KOMMYHUKalUH,
a UCroJib3oBaHue nepepaboTaHHbIX
MaTepHaJIoB U O€30TXOAHBIX TEXHOJOTHI
BJIEUET MepPe0CMbIC/IeHHEe KOHLEMIIUH



6peHna, I0TMOJHUTENbHbIE 3aTPaThl,
OrpaHHYMBAET TBOPUYECKYIO peasin3alio
nusaiinepa. HeboJibloil accopTuMeHT
OTHOCHTEJIbHO 9KOJIOTHUHBIX MaTePHaJIOB,
HEroTOBHOCTb K OCO3HAHHOMY MOTPeOJIEHHIO
1 HEOTpPeeJIeHHOCTb B OTHOLIEHUH
CTaHIAPTOB YCTOMUYUBOCTH — HE MEHee
cepbesHble MpobJeMbl 15l TPOU3BOAUTE/IS
MpH Nepexojie K HOBOH Mapaaurme. T
(haKTOpbI MOTYT HANPSIMYIO TIPOTHBOPEUHTh
MOBECTKE JIHs1 B 00J1aCTH YCTOHYHBOH

MO/Ibl M pe3yJibTatam 00ydeHHsl 0 HOBbIM
006pa3oBaTesibHbIM CTaHAapTaM, a CTajio
ObITb U OTPAHUUYHUBATH BO3MOKHOCTH
TPyAOyCTpOiCTBa BhimyckHUKOB (Hall

and Velez-Colby 21). Onnako, iMeHHO

B 9THX YCJOBHSX OJHOTA 3HAHWH O
npo6JeMax KOJOTHH, CBA3aHHbBIX C MOJIHOH
MHIyCTPHEH, OTBETCTBEHHOE OTHOILIEHHE

K MPUPOJHBIM pecypcam U ueJIoBeUYeCTRY,
MOHUMAaHHKE CTYACHTOM CBOEH POJIU
NPOBOJIHMKA U3MEHEHHUH JI0JI2KHBI CTATh
MOLLHbBIM KaTa/au3aToOpOM Heu36eKHbIX
nepemMeH, co3aBas MpoCTPaHCTBO

JUISl OCITAPUBAHMSI CYLLLECTBYIOLLHMX

nopm (Hall and Velez-Colby 21).
Henocrarounasi ocBe10MJIEHHOCTD B
BOIPOCAX yCTOMYHBOrO Pa3BUTHS SIBJISIETCS
Ha CeroHsHUN IeHb OKa3aTeJeM
MOBEPXHOCTHBIX MPOHeCCHOHABHBIX
3HAHMI crierasrceTa B 001aCTH MOJIb

M Ha3bIBAETCs PSZIOM aBTOPOB IJIaBHbIM
yIylIeHHEM COBPEMEHHOT0 IM3aiH
00pa3oBaHMsl TeX CTPaH, rje MoBecTKa
YCTOHYHUBOTO Pa3BUTHSI TOJbKO HAUMHAET
BHenpsThest (Purnama; Shen and Sethi;
Murzyn-Kupisz and Holuj). @opmupys
9KOJIOTHYECKYIO MTapajiirMy CO3HAHUS U
COIMAJIbHYIO OTBETCTBEHHOCTb Ha OCHOBE
OCBEJIOMJIEHHOCTH U HABbIKOB KPUTHYECKOTIO
MblIlIJIeHHS, 0Opa3oBaTesibHasi MporpaMmma
HOBOTO THIA MO3BOJIUT BbITyCKHUKAM
pacno3HaBaTh U OLEHUBATH KOH(JIUKTbI
MHTEPECOB, OMPEIENATh BOSMOXKHBIE MYTH
paspelieHus NpoTUBopeuni: «B stom
KOHTeKcTe, 06yueHne AM3aiHy Of1eK/bl
4acTo He0OXOAMMO HAYUHATh C YCTPAHEHHS
WM Pa3pyLleHHs] HepeasuCTHYHBIX U
onacHbIX npey6eKIeHnH, 1eMOHCTPpaLUK

JMJIEMM, TIpUCYLIMX paboTe qu3akiHepa
OleXK/Ibl, M 0OY4YEHHsT TOMY, Kak
(DyHKLMOHHPYET PBIHOK MOJIbl: KAKOBbI

€ro pexKMMbl paboThl M LEJH, U B KAKOH
CTETeHH OHH COOTBETCTBYIOT HJIH HAXOMSTCS
B MIPSIMOM KOH(MJIMKTE C MPUHIIUNAMH
YCTOHYMBOIO Pa3BUTHsI, B YaCTHOCTH,

B c/1ydae 6bieTpoil Mosibl» (Murzyn-
Kupisz and Holuj 12—13). Takxe,
o6J1ajasi HeOOXOAUMbBIMH KOMIETEHLHUSIMH,
BbIITYCKHUKH MOTYT COCPEIOTOUUThCS

Ha CO3/1aHNU COOCTBEHHBIX OPEHIO0B,
yJeJIsisi BHUMAHHE YHUKAJIbHBIM acleKTam
ycroruuBoro ausaiina. Kak ormeuaer
npodeccop JloHnoHcKoro KoJiemKa

mojibl Canau baisk, 61aronapsi ceoei
TUOKOCTH, UMEHHO MaJible MPeIpHsITHS
HepEJIKO SIBJISIIOTCS ePBONPOXOALAMH B
anpoballii HOBaTOPCKUX OU3HEC-Mojies1el
1 JIN3aHHEPCKUX METOJIOB, HalleJIEHHbIX Ha
NPO3payHOCTb IKOJOTMUECKHX H ITHUECKUX
crpateruii (Black 148).

PesynbTaTthl

[IpoBeneHHbI} aHaIM3 MO3BOJINI
OTPECIUTD Pl HEOOXOAUMBIX YCJIOBHIA
JUIS1 yCeLHOM MHTerpalui KOHLeNnuHi
YCTOHUUBOU MO/JIbl B 06pa30BaTe/LHYIO
MporpamMmy U Mocyaeayoen
TpaHchopmalu 06pa3oBaHus B 06J1aCTH
JIM3alHa OJIeK/bl B UHTEpeCcax yCTOUUHBOIO
pPa3BUTHUSL:

1) ananTuBHOCTL 06pa30BaTENLHOM
NporpamMmbi;

2) ueJIOCTHBIN MOAX0JL K 06yUeHHIo Ha
OCHOBE MEXKIUCLUIJIMHAPHBIX 3HAHUH 1
npoOJIEMHO -OPUEHTHPOBAHHOTO 00OYUYEHHSI;

3) npocheccroHa bHOE pa3BUTHE
npernojaBareJse;

4) coTpyaHMYECTBO C
3aUHTEPECOBAHHBIMH BHELTHUMHU
napTHepaMmHu;

5) opueHTalus Ha M POBbIe
TEXHOJIOTHH;

6) BO3MOXKHOCTL MPAKTHUECKOTO
MPpUMEHEeHUs MOJIydYeHHbIX KOMIeTeHIUH
B rpoliecce 06yueHHUst U 1ocJie ero
3aBepuIeHHs.
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1. Adanmusrocmo 06pa308amesvHol
npoepammol. B ycioBusix riodanbHbIx
BbI30BOB U TlepeMeH, OTKpbITast
CTPYKTypa 00pa3oBaTesibHON POrpamMmMbl
onpesesisieT BO3MOXKHOCTH JUs1
MOCTOSIHHOTO OOHOBJICHHUS U TOCTETNEHHOM
TpaHcopmalinu 06pa3zoBaTebHON
cucrembl. AHa/M3 yueGHOro niana
o6pazoBaTesibHOM Mporpammbl « Mona
1 3ait Koctioma» Kazaxckoi
HaLMOHAJILHON aKaeMHH HCKYCCTB UMEHH
Temup6eka KyprenoBa nokasaisi, uto
cojiepKaHue 80 % yueOHbIX JUCLUIIHH
ycraHapauBaetcs BY3oMm camocrosiTesibHO,
0K0J10 98 % M3 HUX pazpabaThiBAIOTCs
BbIMyCKalollel Kadeapor Ha OCHOBE
€2KeroIHoro MOHUTOPUHIA U OLLEHKH
pesyJ/ibTatoB 00yueHUsl, aHaau3a
JIOKAJIbHBIX H3MEHEHUH OTPaC/IN U
r7106a/IbHbIX BEKTOPOB PA3BUTHS HHIYCTPUH
MO/Ibl, UTO MO3BOJISIET CPOPMUPOBATh
JIOCTaTOYHO THOKYIO U alalTHPYeMYIO
K MEHSIIOLLUMCST 0OCTOSITE/ILCTBAM
o0pasoBaTeJ/IbHYIO IPOTrpamMMy.
[IpoGsieMHBIM aceKTOM sIBJIsIeTCs
HEeOOXOIMMOCTb €KErOIHOr0 YTBEPIKACHHUS
BHECEHHBIX B 06pa3oBaTe/ibHyl0 porpammy
U3MEHEHHUH OOJILIIUM KOJIHYECTBOM
repapxuiyecku B3aUMOJIeHCTBYIOLLUX
uHcTaHui. OMHaKko, HHTEPBbIO ¢
PYKOBOJIMTENIEM H pa3dpaboTUMKaMH
006pa3oBaTesibHON NPOrpamMMbl 0Ka3aJH,
4TO 3a MOoCJIe/JHHE TPU TOJla, BHOCHMbIE
M3MEHEHHs, Kacatolldecs: MoJIe pHU3ALIUH
npodeccHoHalbHOM COCTaBSIOLIEH
MOJIrOTOBKH CTYJIEHTOB, BKJIOUast
KOPPEKTHPOBKY Liesieil 00pa3oBaTesbHOM
nporpamMmmbl, GOpPMHUPYEMbIX KOMIETEHIUH,
CoflepyKaHus! IMCUMIIIMH — He BCTpevasiu
0COObIX MPENSATCTBUI HA BCEX YPOBHSIX
YTBEPKIEHHUS U SKCIIEPTHU3bI TPU
HaJIMuUK yOeauTeIbHbIX 000CHOBAHUH.
YyacTue 1eACTBYIOLIMX U TOTEHLHAJbHBIX
paboTonaresiell B npotecce pa3paboTKu
00pasoBaTeJ/IbHOH MPOrpaMMbl ABJISETCS
ellle OJIHUM MPOoOJAEMHBIM BOITPOCOM,
YUUTBIBasi TOT (hAKT, YTO GOJBIIHHCTBO
(habpHUK, MOJIHBIX JIOMOB 1 aTeJIbe
B Kazaxcrane He pery/jupyioT cBoe

[IPOU3BOJICTBO HOPMAMH YCTOHUHUBON MO/JIbI.
Pelienrem onucantbix npobJjemM MoXKeT
CTaTh 3asiBJCHHE O MOArOTOBKE COLUAJBHO
OTBETCTBEHHBIX, OPHEHTHPOBAHHbBIX

Ha UHTEPEChl yCTONYUBOH MOJIBI
CIELHAJIMCTOB, 3aKpeJieHHOe B IJIaBHOH
ueJsin 06pazoBarteibHOM NPOrpaMmbl,

a TaKkyKe MpuBJedeHne K pazpaboTke U
IKcnepTuse 0O6pasoBaTebHON MPOrpaMMbl
CTEUKXOJIEPOB U3 YUCJ/1a MOJIHbIX OPEH/IOB,
MPAKTUKYIOIIMX YCTOWUHBBIH IM3a1H.

ITOT OTBETCTBEHHbIN LLIAT HA MYTH K
UHTETPALLUOHHON MOJIeJIM 0OPa30BAHUS
MOCJTY2KUT OTIIPABHOW TOUKOH JI/I51
nocsieytolled nostanHoi Tpanedopmalinm
BCe CHCTEMbI IM3ailH 00pa30BaHus.

2. lleaocmmoiti n00xX00 K 00YUeHLLIO
HQ OCHOBE MeHCOUCYUNAUHAPHBLX SHAHUL
U NPOOAEMHO-OPUCHMUPOBAHHO20
0byuenus. BaxKHbIM Te3MCOM NepBOH YacTH
UCCJICIOBAHUS SIBJISIETCS YTBEPKIACHHE,
YTO MPOLLECChl TpaHCPOpPMaLH B
MHTEepecax yCTOHUMBOrO PA3BUTHSI
npeJroaraloT nepexoj oT JUHeHHOH
nepeaayy 3HaHUH K 00y4eHHIO,
OCHOBAHHOMY Ha MEXKIMCLUIJIMHAPHBIX
3HAHUSIX H OPHEHTHPOBAHHOMY Ha
penienue peasbHbix mpobsem (Hall
and Velez-Colby; D’Itria and Vacca;
Radclyffe-Thomas). Konuentyasuzarus
MEXKIUCUMITJIMHAPHON MapaurMbl
JIM3alH 00pa3oBaHus MOJbCKHMU
uce/ie/10BaTe/ISIMM BbICTpauBaeTCsl Ha Tpex
YHUBEPCAJbHBIX KOMITOHEHTAX THIOBOH
06pa3oBaTe/IbHOK MPOrpaMMbl IM3aHHEPOB
OJIeXK/Ibl — XYH02KECTBEHHO-KPeaTHBHOM,
peMec/IeHHO- PO eCCHOHANBHOM U
NpeANpUHUMATENbCKOM, 06€CeunBatOILIUX
(bopMHpPOBaHHE TPEX TUIIOB HABBIKOB U
KomreTeHUnH: «Xopoilo 06pa3oBaHHbIN
npoeccHoHabHbII MOJ/bED J0JKEH
coueTtaTh B ceOe TPH THUIA HABBIKOB:
XYJI02KECTBEHHbIE U KPEaTUBHbIE
(KpUTHUYECKH BaxKHbIe JUIs1 pa3paboTKU
uel U KOHUENIHE HOBOH OJIEXK/Ibl ),
pemMecJ/ieHHble WK MPodeccoHalbHble
(HeoOXoMMblIe 151 “BOTJIOLIEHHS”

ITHUX WIIEH B peasibHble MpeMeThl
OJI€XK]1bl, KOTOPbIE TIPABUIBHO



CKOHCTPYHPOBAHbBI, CKDOEHbBI U CIIUTHI)

U NIPEANPUHUMATENbCKHE HJIH 1IeJI0BbIC
HaBbIKH (1103BOJISIOLLME IU3alHEPY

3P PeKTHBHO PYHKIIHOHHPOBATH HA PbIHKE
MOJIbl, POJIBUTATh, PACMIPOCTPAHATD U
NpoJaBaTh OJEKIY HJIH CONYTCTBYIOLIHE
yeayru)» (Murzyn-Kupisz and Holuj 8).
CTpyKTYypHbI# aHa/u3 06pa3oBaTeIbHOM
nporpaMmmbl « Mojia 1 3aiiH KocTioma»
nokasaJi, 4to oOy4yeHHe 110 JaHHOH
NporpaMMe 0XBaTbIBAET BEChb LMK/
CO3/1aHUs1 MOJieJIel HOBOW OJeXK/Ibl,
HauuHas ¢ pa3pabOTKH UEH, CO3aHUs
9CKH30B, BbIOOpA MaTePHaJIOB U POEKTHBIX
peLIeHUH 10 TPOU3BOACTBA, NTPe3eHTaLHH
1 MIPOJIBUKEHHST KOHEUHOTO MPOJIYKTA.
Takasi cTpyKTypa 10o3BoJisieT 0CyL1eCTBUTh
B3aHMOCBSI3b BCEX KOMIIOHEHTOB
npodeccHoHaIbHON AeATeNbHOCTH
JIM3aHHEPOB OJICXK/Ibl, aKTyaJIH3HPOBAHHYIO
B yueOHOM Mpollecce, U ¢ ONopoi Ha
npo6JIeMHO -OPUEHTHPOBAHHOE OOyUYeHHE.
YuebHblil nyiaH 3—>5 KypcoB 06ydeHHs1
npeycMaTpUBAeT CHHXPOHU3ALHUIO
TeMaTHKH POdeCcCHOHAbHbBIX AMCLUIIMH
1 00513aTe/IbHOE BbIMOJHEHHE KOMIJIEKCHBIX
KYPCOBBIX IPOEKTOB B KaKJIOM

y4eOGHOM ceMecTpe, uTo oOecreynBaeT
LLeJIOCTHbII MOJIXO/L K KpOocC-TPeIMeTHOE
B3auMojeicTBre. JIornunas uHTerpauus B
00pasoBaTeJIbHYIO IPOrpaMMy 2JIEMEHTOB
0OyueHHs1, HaNpaBJIEHHbIX Ha ydacTHe
CTY/ICHTOB B pelLLeHHH pealibHbIX MpobJieM,
Onpe/essieTcsl B CTPYKType LeJIOCTHOTO
noaxoja TeM, 4YTO BMECTO JJUHEHHON
nepejayl akaleMMYeCKUX 3HaHUH 1
3apaHee ornpejie/ieHHO HHpopMaLHH,
yyalMmest npejaraeTcs npodJema u
TaKWe MHCTPYMEHThI /15 ee pellleHus,

KaK UCCJleIoBaHHe, SKCIepUMEeHTaJ IbHAs
NPAKTHKA, KPUTHYECKOE MbIlLIJIEHHE

¥ MHOTOYPOBHEBOE COTPY/HHUYECTBO.

B kauecTBe ycneuHoro npuMepa,

MO2KHO OTMETHUTb KypPCOBbIE [TPOEKThI
CTYJIEHTOB 3 Kypca, paspaboTka

KOTOPBIX OCYLLECTBJISIIACH C LEJb0
peLLeHHsT KOHKPETHBIX IP00JIeM MOIHON
WHIYCTPHH B KOHTEKCTE JOCTHAKEHHUS
60JibllIel YCTOHUMBOCTH MPOU3BOJICTBA U

KOHeuHoro npojykra. CtyjieHTaMu Oblan
NpOoBeJIeHbl UCCIeI0BAHUS TPOOJIEMATHKH,
BapUAHTOB pellleHHi U3 MUPOBOH
J3allHepCKON NMpaKkTUKU, pa3paboTaHbl
coOCTBEHHbIE MPEIIOKEHHST C YIETOM
JIOKAJIbHBIX BO3MOXKHOCTEH MPOU3BOJICTBA
1 MOTPeOHOCTEN PbIHKA, H3TOTOBJIEHbI
NUJI0THBIE 06pasiibl u3euil. PedysbraThl
OT/IEJIbHBIX TPOEKTOB ObLIK OMyOJHKOBAHBI
B COOpPHUKE MaTepPHaJIOB HAYUHO-
NpakTHIeCKOl KoHpepeHun «/luzaiin
KOCTIOMA: TPOoOJIeMbl U MepCeKTUBbI»
(dunrucosa 28—37).

3. [Ipogeccuornarvroe pazsumie
npenodasamedeti. Kak nokasas onpoc
npenojasaresiet Kaeapsl «Moja u
JI3AMH KOCTIOMa», MoCcelleHHble CeMUHAphbl
1 NIPOUJICHHbIE KyPChI MOBBILLIEHUS
KBaJIM(UKALMHU 110 TEME YCTOHYUBOTO
pa3BUTHS, KaK W MyOJHKALUU 110 JAHHOH
teme (LLIunrucosa u Mépaesa; M6paesa),
SBJSIIOTCS caMOUHAHCHPYEMOH
MHHUIIMATUBON OT/IEIbHBIX MpernojiaBaresen.
3HauuTeIbHAS YACTh NPENOAABATENLCKOTO
cocTaBa He MposiBUJIA UHTEpeca K
MOJTyYEHHIO 3HAHUH U OMbITa B 9TOU
o6aactu. [TonoKHUTeNbHBIHA CIBUT B
3TOH CUTyaUUU MOXKET ObITb TOCTUTHYT
B pesyJibTaTe CTPaTernyeckoro
NJIaHWPOBAHUS U CTUMYJIHPOBAHHUS
npernojaBartesiei, BKIOUast:

- PUBJICUEHHUE OTEUECTBEHHBIX U
3apybOexKHbIX IKCIIEPTOB U MPAKTUKOB
MHLyCTPHH /151 OPraHu3allii KypcoB,
JIEKIIMH, CEMMHAPOB U MacTep-KJaccos,
HalleJIeHHBIX HA OCBELIEHUE aKTyaJbHbIX
aCMeKTOB YCTONUUBOH MOJBI;

- OpPraHu3alrIo 11eJIeBbIX CTaXKUPOBOK
npernojaBarteJiel;

- TIOJIEPKKY H CTUMYJIHPOBaHHE
UCCIIEI0BATEILCKOH IEATEbHOCTH
npernojaBaresiedl B Tol 00J1acTH;

- pa3BUTHe MAapPTHEPCTB C YCTOHUUBBIMU
MOJIHbIMU OpeHIaMH.

4. Compyonuuecmaso ¢
3QUHMEepPeco8aHHbIMU BHEeWHUMU
napmuepamu. AHKeTHpOBaHHE
CTYJEHTOB, UHTEPBbIO C PYKOBOJUTE/IAMH
o6pasoBaTe/ibHON NMPOrpaMmbl U
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aHaJs3 nHopmalnu, pa3mMmelieHHOH B
COLMAJIbHBIX CeTAX Kadhepbl MoKasasu,
YTO MPUMEPBI TAKOTO COTPYIHHYECTBA
CYLIECTBYIOT, HO SIBJISIIOTCS
MaJIOUMCJICHHBIMH H OJIHOKPATHBIMH.
Tak, B 2021 roay 6bl1 npoBeeH
OTKPBITHIH BeOUHap Kageaps «Moga
1 IU3aiH KOCTIOMa» U PErHOHa/lbHOIO
OT/IeJIEHUS] MEXKIYHAPOJHOTO IBUKEHHUS
«Fashion revolution», o6beaunsoNIEr0
YYACTHUKOB MOJHOH UHYCTPHH C LIEJIbIO
NPOJIBUKEHUS HIeH TpaHchopMaluu
OTpacJ/iM B CTOPOHY YCTOMYHBOCTH.
B Tom ke romy ctyneHTamu Obliaa
NpoBe/ieHa akuus 1o cO0py BhILLEALIEH U3
yrnoTpe6ieHUsT OIEXKIbl TIPH TTOJJIE PIKKE
KaszaxcTaHcKux 6peHioB «Alerma» u
«Zibroo». AKuusi cTaBu/Ia CBOeH 11eJ/1bI0
— JIaTh BTOPYIO }KU3Hb HEHYKHBIM BelllaM
1 MH(OPMHUPOBATH JitofIel 0 Tpobseme
3arpsi3HeHHst OKPY2KaIolIeH Cpejibl
TEKCTHIILHOH NPOMbILIeHHOCTbIo. B 2023
Trojly OCYLILeCTBJIEH COBMECTHbBIH MPOEKT
1o paspaboTKe KOJJICKIIMH OJICK/Ibl U3
BTOPHYHBIX U NepepaboTaHHbIX MaTepHaloB
CTYJIEHTOB 2 Kypca W Ka3aXxCTaHCKHX
6pennoB «Salta» n «Pieper». Eute onnoit
13 hopM COTpyHHYECTBA ABUJIOCh yHacTHe
CTYy/IeHTOB B KOHKypce «Fashion for Future»
Espasuiickoit Henesnn Monbt 2023 ropa,
IJ1e IJIaBHbIM yCJ0BHEM J/1s1 KOHKYPCAHTOB
CTaJIo COo3/IaHHe IKOJOTHUHbIX MOJIeJIel ¢
MCIOJIb30BAHMEM BTOPUUHBIX MaTEPHAJIOB.
OueBH/IHO, YTO MepBbIe LLIATH B 3TOM
HarpaBJeHUH y2Ke NPeNPUHUMAIOTCS, U
He0oOXO0IMMO BBICTPAUBATh JI0JITOCPOUYHBIE U
cTpaTernyeckie OTHOLIEHHS ¢ apTHepamHy,
MCnoJb3yst GopmMaThl MacTep KaaccoB OT
npodeccHoHAOB, MaHeJbHbIX TUCKYCCHH,
COBMECTHBIX HCCJIE/I0BATE/bCKUX
¥ TBOPUYECKHUX TIPOEKTOB,
CrelrasM3upPOBaHHbIX YUeOHBIX MPAKTHK,
TMOBbILLIAST OCBEIOMJIEHHOCTb U KPUTHUECKOE
CO3HaAHHUE CTYAEHTOB, MpernofaBaTenen,
npejcraBuTesiell Gu3Heca, rpakiaHCKOro
o6uiecrBa (Radclyffe-Thomas 186).

5. Opuenmauus Ha yugposeie
mexHoaroeuu. B yueGHbIN nian
o6pazoBaTesibHOM MporpaMmmbl « Moja

1 IM3ailH KOCTIOMa» YCMelHO BBE/ICHbI

¥ TIPENoaaloTes IMCUMIINHBL « OCHOBBI

3D npoekTupoBaHusi KocTiomMa»

1 «3D-Bu3yaausaiys KocToma»,
HanpaBJIeHHbIE HA U3YYeHHE 0COOEHHOCTEH
MPOEKTUPOBAHUSI KOCTIOMA B IIPOrpammMe
Clo3D/Marvelous Designer, oBnanenue
HaBbIKAMH pabOThI C aBATAPOM, CUMYJISILIUN
MaTepHaJsoB U (hHHAILHON BU3yasu3aliii
TpeXMEepPHOU MOJEJIH KOCTIOMA B
BUPTyasibHOM npuMepounoi. Crietudprka
KypCOB MoJpasymMeBaeT HelnocpeaCTBEHHOe
3aKperJieHue TeOPeTHUECKUX 3HAHUH

B XOJIe TIPaKTHYeCKOH pabOThl HafL
TBOpUYECKUM NpoekToM. PazpaboTunkom

¥ TpernoaaBareseM AMCLHUMIMH OblId
MPOKIEHBI 1IeJIeBbIe TPOrPAMMbI
TMOBbILLIEHHST KBAJIU(UKALMH, B TOM YHCIIe
Kypc «Digital Fashion Innovation»
Huto-MopKCKOil IKOJIBI HCKYCCTB 1
muzarina New Parsons School of Design,
onyOJIMKOBaH psijL HAy4YHbIX CTaTeH, B
KOTOPBIX aBTOP MPUXOUT K BBIBOJLY, UTO
CJIe/lyIOLIMMH LIaraMi B TOM HanpasJaeHnH
JIOJKHBI CTaTh: «IpHOOpeTeHHe
BbICOKOIPOU3BOIMTE/IBHOTO JIHLLEH3HOHHOTO
nporpaMMHOro obecrneyeHus 1
annapaTtHoro KOMIbIOTEPHOTO
o00pyioBaHus1, oGecriedeHre BO3MOKHOCTH
M3y4eHHst METOI0B KOHCTPYHPOBAHHUS
onexnbl B CAITP Grafis, o6HoB/IeHHE
yueOHO-MeTOIMYeCKOro obecrneyeHust
jqucuunaun>» (Bosonesa, « Murerparus

U POBBIX TEXHOJIOTHH B yueGHbBIH
npotlecc crenranbHocT “Moja u 1u3aiu
KOCTIOMa”: aKTYaJbHOCTh, 0COOEHHOCTH,
npoOJIeMbI H MyTH pellieHusi» 23), a TakKe:
«6oJibliast B3AHMOCB$I3b MPOPHIbHBIX
JIMCLIUTIJIMH, PA3BUTHE aHAJIUTHUECKUX
CNOCOOHOCTEH, KPUTHYECKOTO MBILIJIEHHUS,
CrocoOHOCTH OY/IyUIMX CIeLHaTUCTOB K
ObICTPOI afanTalluy K HOBBIM TPeHIAM U
TEXHOJIOTHSIM H MTOCTOSIHHOE CaMOPa3BUTHE
B paMKax 1npoeccHoHa bHbIX

coob1iect» (Bosonesa, «Popmuposanne
KOHKYPEHTOCITOCOOHOH MOJEJIH
crielpaamcTa B 06J1acTu Au3arita

KOCTIOMA B YCJIOBUSIX LIM()POBU3ALMH
MOJHON uHaycTpun>» 29). B xone



MHTEPBDIO, KJIIOYeBOH NPOOIEMOH

Ha MyTH K MaclTabHOM UHTErpaluu
MPPOBBIX TEXHOJOTHI B yueOHbIH
npotiece, pyKoBOJUTE b 00pa3oBaTeIbHOM
NporpaMmbl Ha3BaJl cj1aboe TeXHHUYeCKoe U
nporpamMmmHoe obecrieueHue. JTo npodJaema,
C KOTOPOH CEroJIHsl CTaJIKHBAIOTCS] MHOTHE
yueOHble 3aBe/IeHUs B MOMNbITKaX Pa3BUTHS
1 MoJiepHU3alluK 00pasoBaTe/IbHbIX
nporpamm. Ha HeoGxonumMocTb npuopuTeTa
(bMHAHCHPOBAHUSI TOTO HANpaBJIEHHS
YKa3bIBAIOT U [IPUMEPbI YCIIELIHbIX
KeHCOB, I0KA3aBILHUX, UTO 3HAUUTE/bHbIE
MHBECTHLIMH B IPOrpaMMHoe obecrieyeHne
1 000py/loBaHHE, HAPSIY C PAa3BUTHEM
nepcoHaJsa v npuBJeYeHHeM BHEIIHUX
NapTHEPOB, CTAJH BAaXKHON JIBUKYILLIEH
CHWJIOH JIOCTUTHYTOTO YPOBHSI MHTETpaLtH
YCTOHYMBBIX MPAKTHK JIM3aiiHA B
o6GpasoBaTesibHbii npotecce (Hall and
Velez-Colby 18—19).

6. Boamooicrnocmo npakmuueckoeo
NpUMEHEeHUsL NOAYUEHHbLX
Komnemenyull 8 npoyecce
00y4enus u nocie eeo 3a8epuleHusl.
JKcnepuMeHTalbHOE BHepeHHe
9KOJIOTMUECKOH TEMATHKH B KypCOBO€
NPOEKTHPOBAHHE OCYLLECTBJSAJIOCH B
paMkax oOpasoBaTesIbHOH porpamMmmbl
«Mopa u qusaiin koctioma» ¢ 2019
rojia. JKCrepuMeHT Obl/1 HarpaBJieH Ha
MOBbILLIEHHE OCBEJIOMJICHHOCTH CTYIEHTOB O
BJIMSIHUM UHLyCTPUH MOJIbl HA OKPY?KAIOLLYy10
cpely U 0011LeCTBO, BKJIIOUEHHE BOIPOCOB
YCTOHUHUBOU MOJIbI B yueOHbIN IpoLece,
pPa3BUTHE IKOJOTMUECKOTO MbILIJIEHHS
1 IpHOOpeTeHHe MPaKTHUECKOTO OIbITa
B pa3paboTKe yCTOMUMBOro Au3aiHa
(M6paesa 4). Mtoru skcnepuMeHTa
MO3BOJIMJIM BKJIOUUTh B yueOHbIH MJ1aH
HOBBIH MPAKTUKO-OPUEHTHPOBAHHBIA KYpPC
«JKoJsioruueckuit npoekt» (Mopaesa
6) 1 ucuuIIIMHYy « ANCalKIUHT», 4TO
MO3BOJIUT CTYJIeHTaM aKTHBHEe PUMEHSITh
HOBbIE 3HAHUS yKe B rpoliecce 06ydeHusl.
CB0OOJIHBIF BEIGOP TEMbI KyPCOBOTO
NpoeKTa KaK OJIMH U3 BayKHbIX TPUHLMIIOB
00pa3oBaTeNbHOH NPOrpaMMbl, MOXKET
MOCJY>KHTb MHAMKATOPOM MOTPeGHOCTH

CTYJIEHTOB BBIITYCKHOTO Kypca B
MPAKTHUECKOM ITPUMEHEHHUH MOJyYeHHbIX
KOMITeTeHLIHH B 06J1aCTH YCTOHUHBOTO
pasButus. Tak, 3a nocjenHue Tpu roja,
TeMy JIUIJIOMHOH pabOoThl, MPAMO HJIH
KOCBEHHO CBSI3aHHY!O C TIOBbIIIIEHHEM
YCTOMYUBOCTH B MPOU3BOJICTBE U
0CO3HAHHOCTH B MOTPeOJIEHUH OJI€XK]IbI
BbIOpAJIU MSATH CTYJICHTOB, UTO MOXKHO
CUHTATb XOPOILIHUM [TOKA3aTeJeM, yYUThIBAS
HavyasbHbIH YPOBEHb HHTErPALIMH 3TOTO
HamnpaBJeHHsl B yueGHYIO TPorpamMmMmy.
ABTOpcKasi KOHUETLHS OJIHOTO H3
JIUIJIOMHBIX TPOEKTOB, pa3paboTaHHOTO

Ha OCHOBE BU3yaJIbHOTO HCCJIe/I0OBAHMS
9KOJIOTHUECKUX MTPOOJEM U U3YUEHHS
MPUHIMITOB YCTOMYMBOU MOJIbI, Obl1a
onyOJMKoBaHa B COOpPHUKE MaTepHaJIOB
HayYHO-TIPAKTHUECKOH KOHhepeHIIuH
(LIunrucosa u Mopaesa).

B mupoBbix Maciitabax Kasaxcran ne
ABJISIETCS 3aMETHBIM MTPOU3BOIUTEIEM
TEKCTHJIS U LIBEHHOMN MPOLyKLHH,

91 % TeKCTHISA, OfEXKIbI, OOYBH, KOXKH

M OTHOCSIIEeHCS K HEH MPOAYKIHH
MUMITOPTHPYIOTCS B CTPaHy M3-3a pybexa
(«Jlerkast NpOMBILINIEHHOCTD: STHBAPh

— nekabpb 2022 r»). B 10 ke Bpewms,

B CTPaHe €XKErojIHO YBEJUYUBAECTCS

UHCJIO XKeAI0IUX OCBOUTh MPOdeccHIo
MOJIHOTO JIU3aiiHepa, 006J1a1atolILyIo
BBICOKHUM MMOTEHIIHAJIOM TBOPUECKOH
peasiuzatiuu. Onpoc BbIMYCKHUKOB
06pazoBaTeJbLHON MPOrpaMMBbl MoKasaul,
YTO MPH TPYAOYCTPOUCTBE B OTHOCHTEJILHO
KpynHble npeanpuaTtus Kazaxcrana no
MPOU3BOJICTBY OJIEK]Ibl U B IU3AHHEPCKHE
610p0 0TEUECTBEHHBIX MOJIHBIX OPEH/IOB,
OHH CTaJIKUBAIOTCS C TAKUMU MTpoOJeMamMu
KaK HTHOPHPOBAHUE YCTOHUUHUBbIX MPAKTHK,
OTCYTCTBHE T’MOKOCTH B POU3BOJICTBEHHBIX
npoleccax i MapKeTHUHTOBbIX CTPATErusX,
a TaKxke 0OHAPYKHUBAIOT HEJIOCTATOK
COOCTBEHHBIX KOMIETEeHIUH, HEOOXOAUMbIX
1151 pa3padboTKu 3P PEKTUBHBIX TPOEKTHBIX
pelleHHi B HHTEpecax OKpyKatolen
cpenpl. [lepesiom cyiectBytonei cutyalun
CTAHET BO3MOXKHBIM JIUIIb B YCJOBUSAX
JIOCTAaTOUYHOH OCBEJIOMJIEHHOCTH 06
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YCTOHYHBOM PA3BUTHH B CEKTOPE MOJIbI
BbIMycKatolmxest crienranucron (Hall

and Velez-Colby, 21; Murzyn-Kupisz

and Holuj, 12) u BY3s1 MoryT chirpath B
9TOM KJIIOUEBYIO POJIb, SIBJISISICH OCHOBHBIM
AKTHBOM B pacrpocTpaHeHUH UH(POPMALIMK
1 (hOPMHPOBAHUH COOTBETCTBYIOIINX
komnetenuun (D’Itria and Vacca 681). B
TO Ke Bpems, B Kazaxcrane HeyK/JI0OHHO
pacTeT Yuc/10 HeOOJbILINX JIOKATbHbIX
OPEHI0B OJIEK/Ibl, PEANPUATHI MaJIbIX
(opM — THOKHX U MOOUJIBHBIX CTYIUH C
9KCTePUMEHTAJbHBIM TTPOU3BOJCTBOM
IKCKJIIO3UBHbBIX M3JI€JIMH U PAKTUKOH
a/IpeCHOrO MOLIKUBA, YTO 3aKOHOMEPHO
YBEJIMYHBAET MOTEHIMAIbHbIE BO3MOXKHOCTH
nepexoja NpeinpHUsTHi STOr0 cermeHTa

K aJIbTEpPHATUBHBIM OM3HEC MOJIEJISIM,
MeToJlaM MPOEKTHPOBAHHS U POU3BOJICTRA.
Kaxk nokasan onpoc, 6osee 80% cTyaenTos
oOpasoBaresibHO nporpamMmbl « Moza

1 IU3alH KOCTIOMa» CBSA3bIBAIOT CBOIO
Kapbepy nocje OKOHYaHUs1 06yueHHust ¢
OTKPBITHEM COOCTBEHHOTO IM3aHHEPCKOTO
OpeHia U MpakTHKON HHAMBHyaJIbHOIO
noluuBa, 6oJblie NOJOBUHbBI U3

HUX TJIAaHUPYIOT TIPHUIE PIKUBATHCS
MPUHIMITOB YCTOHYMBON MOJIbI B CBOEH
npoeccuoHa bHON IeATENbHOCTH.
YUuTbIBAsi TAKOH 3aMPOC CO CTOPOHBI
MOJIOZIOTO MOKOJIEHHST TPOHUIBHBIX
CMelHaNuCToB, OblI0 Obl JJOTHYHO CO3/1aTh
B cTpaHe OU3Hec-UHKyOaTOphl U cTapTar-
NporpamMmMbl /sl MOJUIE PAKKH HAYHHAIOLLIUX
JIM3alUHEPOB B 3aIyCcKe COOCTBEHHbIX
OpPEeHIOB C YCTOHYMBOK OpUEHTaLMEH

1 (hOPMUPOBAHUS YCIOBU JUIST X
MOCTOSIHHOTO 00yUYeHHsl B 3TOH 00J1aCTH.

3aknwyeHue

B xone uccaenoBanus 66114 onpesiesieHbl
MPUHUUITHAJLHBIE YCIOBHUS YCIEIIHOT0
BKJIIOUEHHS] KOHLEIUHN YCTOHUHMBOU MO/Ibl
B MIPOrpaMMy MOJArOTOBKH IM3aHHEPOB
OJIEXK/Ibl, TAKHE KAK: allalITHBHOCTD
06pazoBaTe ibHOK MPOrpaMMbl,
LEJIOCTHBIH MOJAX0 K 00yYEHHIO Ha
OCHOBE MEXKIUCLUIJIHMHAPHBIX 3HAHUI

1 1po6JIEMHO -OPHEHTHPOBAHHOTO
o0y4eHus, NpodeccHoHaNbHOe pa3BUTHE
npenoaaBaTtesiel, COTPyAHUUECTBO
C 3aUHTEPECOBAHHBIMH BHELTHUMHU
napTHepaMH, OpHeHTaLMs Ha
1M POBbIE TEXHOJNOTHH, BO3MOKHOCTH
NPaKTHUECKOTO MPUMEHEHHS MOJTyYeHHBIX
KOMIeTeHLUH B poliecce 0OyyeHHust
¥ TI0CJIe ero 3aBepiieHusi. AHaaus u
olleHKa 00pa3oBaTesIbHON POrpamMmMbl
«Mopa u 113aiin Koctroma» Kasaxckoit
HallMOHAJbHON aKaJleMUH HCKYCCTB HMEHH
TemupGeka JKyprenosa, ocylilecTB/eHHbIe
OTHOCHTEJIbHO YCTAHOBJIEHHBIX YCJIOBHH,
MOKa3aJ/u, 4To ofpejieieHHble 1Iaru B
9TOM HANpaBJEHUH yzKe JIeJIatoTCsl, HO
HOCSIT OrPaHUUEHHbIH U 6eCCHCTEMHbIN
Xapakrep, a TaKxKe MOJTBEPAUIIH, UTO
BHEJIpeHHEe KOHIEMIUH yCTONYHBOIH MOIbI
B IM3aliH 06pa3oBaHue J10/2KHO HOCHTh
MHTETrPaTHBHBIN XapaKTep, OXBaThiBasi Bce
cepbl 06pazoBaTeNLHON CPebl.
PesynbTaThl Hccse0BaHus MO3BOJSIIOT
ClIes1aTh BbIBOJL O TOM, UTO OCHOBOH
JUISl TAKOM MHTErpalik I0JI2KHbI CTaTh
TUIaHHPYeMble YCUJIHS, HarlpaBJeHHbIe
Ha MOBbIILIEHHE OCBEOMJIEHHOCTH
B BOINPOCAX YCTOMUMBOH MOJIbI BCEX
YU4aCTHUKOB 06pa3oBaTeIbHOTO Mpoliecca,
JIOJITOCPOUHbIE MHOTOACTIEKTHBIE
OTHOLLUEHHSI C 3aUHTEPECOBAHHBIMU
BHELIHUMH MapTHePaMHU U Pa3BUTHE
KOMITETEHTHOCTH 00yUaloLIUXCsl B
00/1aCTH COBPEMEHHBIX LIH(POBBIX
TEXHOJIOTHH. DPPEKTUBHBIM HAYAJIOM
3TOTO JIBUXKEHHST MOXKET CTaTh 3asiBJieHHE
0 CTpaTeruyeckor opueHTaluH Ha
yCTOHUMBOE Pa3BUTHE, 3aKperJIeHHOEe
B OCHOBHOH 11eJ11 06pa3oBaTeJbHON
nporpammbl, GOpPMHUPYEMbIX KOMIETEHLHSIX
1 pesyJbTatax oOyueHHs, a TaKkKe
TNIPUBJICYUEHHE BHEILIHUX CTEHKXOJAEePOB
K pa3paboTKe U IKcrepTuse yueOHbIX
MJ1IaHOB U 06PA30BaTEJ/bHBIX TPOJLYKTOB
— OTpacJieBbIX KCIEPTOB U NPAKTHKOB,
rocy1apCTBEHHbIX U He3aBUCHUMBbIX
UHCTUTYLMH, NIPeJCTaBUTENEN
OTEeYeCTBEHHBIX U 3apyOeKHbIX OPEHI0B,
OpPHUEHTHUPOBAHHBIX HA YCTOHUYHBYIO



moay. JlasbHel1ee COTPYAHHYECTBO H
NapTHEPCTBO B CaMbIX Pa3HOOOPasHbIX
(opmartax Heo6XOMMO BLICTPAUBATh B
pycJie HHTEHCUBHOIO M B3aUMOBBITOIHOTO
B3aUMOCHCTBHS BCEX 3aHHTEPECOBAHHBIX
YYaCTHUKOB, B KOTOPOM BY3 MOKET CTaTh
MCC/Ie/I0BATELCKUM U KPeaTHBHBIM
Xa0b0oM /151 aKTHBHOIO 0OMeHa 3HAHHSIMH
1 OIbITOM, TPAHCJISILIMK T1€PEeIOBbIX HIEH,
NPAKTHK U TEXHOJIOTHH, MOBbBIILIEHUS
YPOBHSI OCBEJIOMJICHHOCTH H paclIHpeHusi
KOMITETEHIIMH MpenojaBaTesel, CTy/IeHTOB,
NPOU3BOAUTEJIEH U TOTpeOUTEIeH
MOJIHOH TPOAYKLHH. DPPEKTUBHOCTD
ITUX YCHUJIUH BO3MOKHA B YCJIOBHSIX
MPOyMaHHON B3aUMOCBSI3H NMPOMHUIbHBIX
yueOHbIX IMCUHIIINH, (POPMHUPYIOLLUX
BCe TPU THIA HABBIKOB W KOMIE€TEHIHH
COBPEMEHHOTr0 IM3akiHepa: KpeaTHBHbIX,
peMec/IeHHO-1POoheCcCHOHAbHBIX U
NpeanpUHUMATENbCKUX. SHAUUTEIbHBIH
AKLEHT B MEXKAUCLIUIIMHAPHON MOZIe/IH
06pa3oBaHus 102KeH ObITb CMeLLEeH
B CTOPOHY HCCJIEI0BATENILCKUX U
9KCIEPUMEHTAJIbHBIX TTOUCKOB PeLIeHHH
KOHKPETHBIX po0JieM B paMKax
COBMECTHBIX C BHEUIHUMH MapTHEPAMU
y4eOHO-TBOPYECKHX ITPOEKTOB.
AKTyasbHOCTb U EPCIEKTUBHOCTD TAKUX
NPOEKTOB J0JKHA ObITb 00ecreyeHa He
TOJIbKO MPOOJIEMHO-OPHEHTHPOBAHHBIM
oOydeHHeM, HO U BHEJIpEHHEM B
006pa3oBaTe/IbHYI0 Cpey U yueOHbIN
npouece HoBeANX LHMPOBBIX TEXHOJOTHH,
B CB$I3U C UeM, IPUOPUTETHON UHBECTULIUEN
JIOJKHO CTaTh €ro MHaHCHPOBaHHUE.
Oo6pasoBaresibHble IPOrpaMMbl M POEKTHI,
HayMHAlo1LIME JIM3ailHepPbl U CTapTallbl,
OpPHEHTHPOBAHHbIE HA YCTOMUHBOE
pasBUTHE MOJIbI ABJISIIOTCS LIEHHBIM aKTHBOM
Ka3aXCTaHCKOH KPEaTHBHON UHIYCTPHUH U
HY2KJ1al0TCS B TTOJJIEP2KKE, B TOM YHCJIE Ha
rOCy/IapCTBEHHOM YpPOBHE.

Marepuasibl Mccae10BaHKUS MOTYT
ObITb UCIOJIb30BAHBI B KauecTBe 6a30BbIX
OPHEHTHPOB /Il PEeLLICHUs BOIIPOCOB,
CB$I3aHHBIX C OLLEHKOH, MJIAHUPOBAHHEM
¥ MOJIepHHU3aLHel 00pa3oBaTe/bHbIX
nporpaMm B 06J1acTH MOJIbI U IM3aiiHa

OJIC2KJIbl, CIIOCOOCTBYS MO3UTHUBHON
TpaHcdopmalu 06pa3oBaHus B
MHTepecax yCTOHYHBOrO pa3BUTHS U
(hopMHPOBaAHHUIO HOBOH MapagurMbl
(hYHKIIHOHHPOBAHHUS MOJHOH MHIYCTPHH.
JlanbHefye ucese10BaHus B paMKax
9TOH TeMbl 3aKOHOMEPHO TPeJoJaraloTes
B pycJie IeTaJabHOH pa3paboTKH
KaKJI0T0 M3 aCMeKTOB TpaHchopMaluu
00paszoBaTe/JIbHOU POrpamMMbl
npodeccoHaIbHON MOArOTOBKH
JIM3aliHePOB OJIEXK/IbI.

OCHOBHbIe MONOXEeHUS

B xoze ncenenoBanusi pazpaboTanbl U
copMyIUpOBaHbI ClIeIyIOlIMe HayUHble
pes3yJIbTaThl:

- YCTaHOBJIEH KOMILICKC
OCHOBOIIOJIAratoLIMX YCJOBUH J1s1 YCIIEeLLIHON
MHTErPaldi KOHUEMIHMHA YCTONYUBOH MOJIBI
B 00pa3oBaTeJIbHYIO IPOrpaMmy B 00J1aCTH
JM3aiiHa OJIeXK/bl;

- OTHOCHTEJIbHO YCTAHOBJIEHHBIX
YCJIOBUH, MPOBEJICHBI AHAJIM3 U OLIeHKA
ob6pazoBaTe/ibHOI nporpaMmbl « Mopa
1 3ait KoctiomMa» Kazaxckoi
HallMOHAJILHON aKa/JleMMH HCKYCCTB HMEHH
Temup6eka JKypreHona;

- oTIpejiesIeHbl TVIaBHbIE HAMPaBJEHHUS
nosTanHoi TpaHcopmaluu
00pa3oBaTeJbLHON MPOrPAMMBI, B
TOM YHUCJIE: LeJIeHANPaBJAECHHOCTb
MOJNOTOBKH COLMAJIBHO OTBETCTBEHHbIX,
OPHEHTHUPOBAHHBIX HA MHTEPECHI
YCTOHNYUBOU MOJIbI CIEIIHAJUCTOB,
npuBJeYeHHe K pa3paboTKe U IKCIepTH3e
00pa3oBaTe/IbHOH NPOrPaMMbl
CTEHKXOJIIEPOB M3 YHCJIa MOJHBIX
OPEHIOB, MPAKTUKYIOLLHUX YCTOHUHBbIH
JIM3aKH, TIOBbILLIEHHE OCBEJIOMJIEHHOCTH
B BOTIPOCAX YCTOWUHBOK MOJIbI BCEX
Y4aCTHHKOB 00pa3oBaTe/IbHOTo
npoliiecca, BbICTpanBaHUe J10JIrOCPOUHBIX
U CTPaTeruyecKUx OTHOLLICHHH ¢
3aMHTEPeCOBAaHHBIMHU MTAPTHEPAMH,
MPHOPHUTET (DHHAHCHPOBAHUS MacCIITaGHOH
MHTerpaluuu LHMPOBbIX TEXHOJIOTHI B
yueOHbIi npoliecc.
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KOHLEMNUMM YCTOMYNBOM MOLbI B AU3AMH OBPA30BAHMM: MPOBJEMbI U MEPCNEKTUBbI

U6paesa Aiirya’

"Temip6ek YKyprenos atbinarsl Kasak y/aTThiK eHep akajeMusichbl
(Anmarbl, KazakcraH)

OU3AMHAObIK BUTIM BEPYLET TYPAKTbI COH TYKbIPbIMOAMAJIAPbI: MPOBJIEMAJIAP MEH
MYMKIHLUINIKTEP

AnpaTna. JKONOrusanbIK, 0OMnay MeH aeyMeTTiK XKayanKepLinikTi KanbiNTacTbipy COHFbI OHXbIIAbIKTapAa
OYKin anem 6oMbIHLWA dp TYPAi canafarbl MaMaHAApAbl KACibW fAaspnayablH MaHbI3bl aCnekTiciHe
aviHanapl. CoH MHAYCTPUACHIHAAFbI TEXHOMOMMS MEH BHAIPICTIH 6CYiMEH LWMEeNEeHICKEeH afFbIMCbI3
3KONOTUANBIK XaFAaM KOFAM CaHACbIHAA XaHa NapaAMrMaHbl KypyFa XXaHe COH XYMeCiHiH e3iHae
Tybereini esrepictepre 6afbiTTanFaH benceHai apekeTTepai KaxeT eTeni. MyHaal esrepictepae
Kuim au3aiHepnepi 6acTbl pen atkapanbl, byn, puHe, 0cbl canafasbl MaMaHAAPAbIH KaCibu
6iniMiH KaiTa kapayabl KaxeT eTeni. COHAI LaMbITYbIHbIH ©3EKTi BEKTOPbI XaHe anemaik 6iniM
6epy TeHAEHLMANAPbIH YCTaHY KAXKETTiNiri e3repMeni MHAYCTPUSHbIH, TananTapbiHa CAMKeC KeneTiH
Ky3bIpeTTepAi KanbintacTblpyFa GaFbiTTanfFaH TypakTbl 4aMy MyALeciHAe CaH An3aiiHepnepiH
[alblIHAAYAbIH, Ka3aKcTaHAbIK 6aFnapnamanapbiH a3ipiey MaceneciH eTKip KoMbIn oTbip. 3epTTeyaiH,
MaKkcaTbl — Ka3aKCTaHAbIK AM3aiH CcanacbiHAAFbl OiNiMHIH TYpaKTbl CH TY>KbIpbiIMAAManapbIiH eHrisyre
[aviblHAbIFbIH GaFanay, CoHAan-aK TypakTbl AaMy MyaLeciHe CaMKeC CaH AM3alHbl canacbiHAAFbl 6iniM
6epy H6arnapnaManapblH TYPAEHAIpYAiH Keneweri MeH MiHAeTTepiH benriney.

baranay kpuTepuinepi TypakTbl COH CanacbiHAAFbI TAObICTbI dneMAiK 6iniM 6epy xarmannapbiH
canbICTbIpManbl Tanaay aficiMeH aHbikTanapl. KasakcraHablk AM3aiiH canacbiHaa 6inimM 6epynid annarbl
e3srepictepre AaiblHAbIFbIH 6aranay TeMipbek XXypreHoB aTbiHAaFbl Ka3ak, yiTTbiK 6HEP aKafeMUACIHbIH,
«CaH XaHe KOCTIOM AM3aliHbl» 6iniM 6epy 6araapnamMacbiHa KeleHAi Tanaay, OHblH, iliHAe, OKy
)ocnapnapbl MeH 6inimM 6epy opTacbiH Tangay, OKbITYLbINbIK SNeYeTTi Tanaay, berae yibIMAApPMEH XaHe
KCiNOPbIHAAPMEH bIHTbIMAKTACTbIKTbI, XKEPriNikTi eHOeK HapbIFbl YCbIHATBIH MYMKIHAIKTEPAI Tanaay
apKblI/bl XXYy3ere acblpbingbl.

3epTTey 6apbICbiHAA MaNIMAENTEH MHTErPALMSHbIH, HEri3ri LWapTTapbl aHbiKTanabl: 6iniM 6epy
OarmapnamachiHblH, 6eliiMaenyi, naHapanblk 6iniM MeH npobnemanbik-b6arnapnaHfaH 6inim bepy
Heri3iHae oKbITyFa BipTyTac Ke3Kapac, OKbITYLWbINAPAbIH K3Cibu Aamybl, Myaaeni CbIPTKbl CEPiKTECTEPMEH
bIHTbIMAKTaCTbIK, LUDPAbIK TEXHONOrMANapFa 6araapnaHy, oKy NpoLeciHae KaHe OHbl asKTaFaHHaH
KEeMiH anblHFaH Ky3blpeTTepai Toxipubene KonaaHy MyMKiHAiKTepi. benrineHreH xaroainapsa
XKYFiHY Ka3aKCTaHAabIK Au3aiH 6iniM 6epy xyieciHaeri 6ipkatap npobnemManapibl aHbIKTAyFa XaHe
TYNeKTEPAi MHAYCTPUSHBIH, HAKTbl MiHAETTEpiHEe AaiblHAAY YIWiH 6iniM 6epy 6arnapaamMacbiH ©3repTyaiH,
nepcnekTUBaNbIK XONAAPbIH KepceTyre MyMKiHAIK 6epai.



KOHUEMUWKW YCTONYMBOM MOAbI B AU3ANH OBPA3OBAHWUM: MPOBNEMbl M MEPCNEKTUBbI

3epTTeyaiH Heri3ri epexenepi: AM3anH BiniMiHe TypaKTbl COH TYKbIpbIMAAMANAPbIH CITTI
MHTErpaLusaiay LWapTTapblHbIH, XMbIHTbIFbI, COHAAM-AK, 0NapAbl KYPY YLWiH KQXKeTTi ic-opeKeTTepAiH,
6aFbITbl 60NAbI. 3EPTTEY HATUXKENEPI TYPAKTbI AAMY XKSHE COH UHAYCTPUACHIHBIH XaHA NapaanurMacbiH
KanbINTaCTblpy MYLLECIHAE COH XaHE KMiM AM3alHbl canacblHAafbl 6iniM 6epy 6arnapnamanapbiH
Haranay >aHe a3ipaeyne Herisri Hyckaynap peTiHae Kon4aHbiNa anagpl.

TyiiiH ce30ep: CaH XaHe 3KONOrms, COH UHAYCTPUACHI, TYPAKTbl CIH, KMiM AM3alHbl, AM3anHAbIK BiniM
6epy, TypaKTbl AaMy MyaaenepiHe nanblkTbl 6inim 6epy, 6inim 6epy 6argapnamanapblH 6afanay, TypakTbl
COH TYKbIpbIMAAManapbiH AM3aliH BiniMiHe eHri3y.

Aaiiekce3 ywiH: Nbpaesa, Airyn. «Au3anHablk 6iniM 6epyaeri TypakTbl COH Ty>KbipbiMAAManapsbl:
npobnemanap MeH MyMmkiHgiktep». Central Asian Journal of Art Studies, 1.9, N2 1,2024,6.134-155, DOI:
10.47940/cajas.v9i2.819

Anreic: AsTop Temip6ek XXypreHoB aTbiHAafFbl Ka3ak, yATTbIK 6HEP aKaAEMUSAChIHbIH, 6aCLIbINbIFbIHA,
«CaH XaHe KOCTIOM AM3aiHbl» 6iniM 6epy 6aFaapnamMacbiHbiH, OKbITYLLbIIAPbl MEH BiniM anywbiapbiHa
cayanHaMara KaTblCKaHb! YLIiH )XdHe MaKana a3y 6apbiCbiHAA MaTepuan XuHayFa KepceTkeH backa
[1a KBMEeKTepi YLUiH, COHbIMEH KaTap aHOHUMAI capanLubliapFa peLeH3usanay XXyMbliCbl MEH OH, MiKipiepi
YLWiH anfbiCblH 6ingipea.

ABmop KomHa3baHblH COHFbI HYCKACbIH 0KbIN, MAKY10a0bl }aHe Mydoesnep Kalibl/bifbl OK eKeHOoieiH
Masimoelioi.
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KPEATUBHOE MPOCTPAHCTBO LLEHTPA/IbHO-ASWMATCKOIO PEFTMIOHA

KOHLEMNUMM YCTOMYNBOM MOLbI B AU3AMH OBPA30BAHMM: MPOBJEMbI U MEPCNEKTUBbI

Ibrayeva Aigul'

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

CONCEPTS OF SUSTAINABLE FASHION IN DESIGN EDUCATION: CHALLENGES AND PERSPECTIVES

Abstract. In recent decades, the development of environmental consciousness and social responsibility
has become a crucial aspect of professional training across various fields worldwide. The deteriorating
environmental situation, exacerbated by the growth of technology and production in the fashion
industry, necessitates active efforts to establish a new societal paradigm and bring about radical
changes within the fashion system. Clothing designers play a pivotal role in this transformation,
prompting a reevaluation of the professional education of individuals in this field. The current
trajectory of fashion development and the need to adhere to global educational trends underscore the
urgency of developing Kazakhstani fashion design programs geared towards sustainable development,
aimed at cultivating competencies aligned with the evolving industry demands. The aim of this study
is to assess the readiness of Kazakhstan’s design education for the integration of sustainable fashion
concepts and to outline the perspectives and tasks necessary to transform educational programs in the
field of clothing design for sustainable development.

Evaluation criteria were determined through a comparative analysis of successful global
educational cases in sustainable fashion. The readiness assessment of Kazakhstan’s design education
for impending changes was conducted through a comprehensive analysis of the educational program
“Fashion and Costume Design” at the Temirbek Zhurgenov Kazakh National Academy of Arts, including
an analysis of curricula, the educational environment, faculty potential, collaboration with external
organizations and enterprises, and opportunities provided by the job market.

The study identified the main conditions for the stated integration, including adaptability of
the educational program, a holistic approach to teaching based on interdisciplinary knowledge and
problem-oriented learning, professional development of faculty, collaboration with interested external
partners, orientation towards digital technologies, and opportunities for the practical application of
acquired competencies during and after education. Aligning with these conditions allowed for the
identification of several challenges within the Kazakhstan design education system hindering the
transition to a sustainable paradigm and outlining prospective pathways for transforming educational
programs to prepare graduates for the real challenges of the industry.

The main findings of the study were the complex conditions for the successful integration of
sustainable fashion concepts into design education and the directions of action required for their
establishment. The research results can serve as fundamental guidelines for assessing and developing
educational programs in the fields of fashion and clothing design for sustainable development and for
shaping a new paradigm in the fashion industry.

Keywords: fashion and environment, fashion industry, sustainable fashion, fashion design, design
education, education for sustainability, evaluation of the educational program, integrating sustainable
fashion concepts into design education.

Cite: Ibrayeva, Aigul. “Concepts of sustainable fashion in design education: challenges and
perspectives”. Central Asian Journal of Art Studies, vol. 9, no. 2, 2024, pp. 134-155, DOI: 10.47940/cajas.
v9i2.819
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PAXbIM)KAH
OTAPBAEBTDbIH, «BAC»
JPAMACDbBIHIAFbl 3SAMAH
BEWHECI )KOHE YJITTbIK
KYHIbIJIbIKTAP

Aiizatr Kagpipanuesa', Mepyepr YKakcbuibikoBa?

'Kasax y.1TTeIK 0Hep yHuBepenureti (Acrana, Kasakcran)
“Temip6ek yKypreros atbinnarsl Kaszak yaTTbik eHep akagemusicol (Anmatbl, Kasakceran)

Anparna. Kasak apebueTiHiH, cyrMekTi canacbl — YATTbIK ApaMaTyprus Kasipri TaHAa kaHalla KapKbIHMeH
epicten kenepi. XX| Facblp ApaMaTypruscbl 63iHe AeMNiHri KOPKEM LiblFapMaLUbIIbIKTbIH, KO/ XETKi3reH
MypanapblHaH MON CyCbiHAAM Kefle, 3aMaH TanabblHa Caii KaHALWbINAbIKKA AETreH YMTbIbICbIMEH
epeklLueneHin otbip. XnbipMa BipiHLi MbIHXbINABIKTbIH, affallkbl OH XbUIAblFbIHAA 34OMET NeH eHep
yAepiciHae eHiMai eHbek eTkeH KapbiMabl Kanamrep PaxbimiaH OTapbaeB yNTTbIK ApaMaTyprusiHblH,
FaHa eMec, TeaTp eHepiHiH AaMybliHa epeklue ynec KocTbl. OTapbaeB ApaMaTyprusCbiHbIH 63iHAIK
60/MbICbIH BaiKaTaTbiH 6ACTbl apTbIKLLIbIIbIFLI OYPbIH KON Ko3fafiMafaH TakblpbinTapfa 6atbin 6apfaH. On
63 [paManapbiHa KOFaMAbIK-pyXaHU KeCenaepai koHe aneyMeTTiK MaCeNenepAai JaH-KakTbl KeTepai.
COHAbIKTAH OHbIH, TAPUXU-BNEYMETTIK ApaManbIK, LWblFapManapbl eniMi3aid, MaHaananabl TeaTpiapbiHbIH,
penepTyapbiHAa XuWi Ke3geceni. 3epTTeyain MakcaTbl: «bac» ApamacbiH Tanaay HerisiHoe PaxbiMxaH
OTap6aeBTbIH 3aMaH beliHeCiH XeTKi3yaeri ApaMaTyprusnblk, webepniriH XaHe YATTbIK KYHAbIIbIKTapAbl
napinteyneri isneHictepiH capanay. MiHaeTTepi: eTkeH Tapux neH ByriHri 3amMaH apacbliHAAFbl HI3iK
6arnaHbICTbl KOpceTe HinreH ApamaTyprbiH CypeTkepnik webepniriHe 6afa 6epy; coHaaw-akx,
aTanMbIL NMbeCaHbl NOCTOTAPLUbIIAbIK TEOPUS HEFi3iHAE 3epAeNelt OTbIpbIN, OHbIH ApaMaTypruscbiHa
TOH MO3TUKAChl MEH TaHbIM BUIriH, KEPKEMAIK NEeMiHiH )XacaMnasablk aCTapblH ally, COHbIMEH KaTap,
KanaMmrepaiH Lpamatyprusiblk TaCiNAepiH Tanaan, ApaMa eHepiH AaMbITyAarbl OpPHbl MEH posiiH 6aFanay.
3epTTey HaTUMXKECIHAE KanaMrep LUblFapMallbliblFbIHbIH, COHbIH, iLUiHAE, ApaMarblK TybIHAbIIAPbIHbIH,
KYHAbINbIK MapTEBECi aLbiNbIn KepceTineni. ABTOpAbIH Ka3ak, M3AEHMETI KEHICTiriHAEr KyOblNbICbIH,
[Lapanblk, CUMATbIH TEOPUANbIK TYPFbIAA HEri3Aen, Ka3ipri NOCTOTapLbIIAbIK eNAepAeri ApaMaTyprusiHbiH,
[LlaMybl MEH OHbIH, MO3TUKACbIH aHbIKTaMabl. FbiibiMM Makanaga LpamatypribiH «bac» nbecachl
©HEPTaHYLLbI/bIK-TEATPTaHbIMAbIK, 3€pTTEY TACiNAEPIMEH TanAaHAabI.

Tyiiin ce30ep: PaxbimiaH OTapbaeB, Apamatyprus, apama XaHpbl, Kerinkepaep, Takblpbin NeH uaes,
OKMFa, TapTbiC, CypeTKepnik KonTaHo6a.

Aaiiekce3 ywin: Kappipanvesa, Aii3art, xaHe XakcbiibikoBa MepyepT. «PaxbiMkaH OTapbaeBTbIH,
«bac» ApamacbliHoaFbl 3aMaH belHeci xaHe yATTbIK KyHAbINbIkTap». Central Asian Journal of Art Studies,
1.9, N22, 2024, c. 156-174, DOI: 10.47940/cajas.v9i2.882

Aemopnap KoaxazbaHsIH COHFbI HYCKACbIH 0KbIN, MaKy10aobl }aHe My0odenep KaKkmabifbICbl #OK 0en
MasniMOeoi.



Kipicne

OipTiHen qambin Kesei. Kenreren
Tapuxu 3eprreysep, PuaocoPUsbIK,
MOJIeHHETTAHYLIbIIBIK eHOEKTEP 2KaPbIK
Kepii. OnebuerTanya jaa 6ipkarap
»KYMbICTap aTKapblbl. Ei ocbl
napaaurMaHbl OHepTaHy FbIbIMAAPbIHA
EHTi3yre Koll Ta/IbIHbIC XKacaJlblI KeJiei.
Aranmblll MaKaJsazia yaTThiK IpaMaTyprusi
MeH TeaTpJiapaarbl oHep KyObllbICTapbiH
MOCTOTAPLUBIILIK TEOPHSIChI TYPFICBIHAH
KapacTblpyra JIereH TaJrbIHbIC KacaJblIl
OTBIP.

TayeuiciznikTen KeHiHri XKblIAPbI
VATTBIK IpamMaTyprusi a Kasak
KOFaMbIHbIH 63€KTi MoceJie/IepiH KoTepreH
LIbIFapMaJiapMeH ToJbIKTbI. OJlapibiH
KOILLIJIr TeaTp caxHajlapblHa TiKeJel
»KOJI TAPTThI JIeCEK KaTesiecneimiz. ©3
LIbIFAPMALLbIILIKTAPbIH KEHEC 3aMaHbIH1a
6acraran Okim Tapasu, lynat Mcabekos,
Tenen 06aikoB, Cynranasi banrabaes,
bakkoxxa Mykati, [llepxan Mypraaa,
Kanuxan blckak, Mcpaunn Canap6aii,
Tananran AxmerKaH, T.6. ipamMaTyprrep
OHEep KOJbIHAAFbI KbI3METTePiH TOKTaTKaH
oK. Kazak japamaTyprusicbl MEH TeaTp
caxHacbl apachblHIa OaiJaHbIC MOJIEHH -
pyxaHH iszienictepre 6actazpl. as ocbl
TOYeJICI3MIIKKE KOJ KeTKi3TeHHEeH KeHiHri
Ke3eHJIe IpaMaTyprust MeH TeaTp caJlachblH/a
pyXaHH epKiHjiK naijaa 60JraHbl }KachblpbiH
emec. «Being an integral part of the world
theatre, Kazakhstani theatrical art has
been looking for its identity for a quarter
of a century that passed since the country
ceased to be a member of the Soviet
Union. The country, being on the path of
political and economic development, is
now undergoing a cultural renaissance.
Active government support is provided
to the field of literature and art, which
encourages cultural development and gives
new opportunities to artists and creative
intellectuals. Therefore, the search for
new content and form is underway in all
art forms» (BosnbikoB, YKakceblbiKoBa,

I < asipri OTaHAbIK FbLJIbIMAA APAAUTMACHI

513-530) neren nikipre Kocbliyra a6/ieH
6osaapl. Ochl YATTHIK €5 MOCeJIeCiH 2KaHe
KOFaMJIaFbl aUTYJIbl 63repicTepli KOPKEMIiK
TYPFbIJa KapacTblpraH KajamrepJepi 6ipi
Paxbimzkan Otap6ae. Ce6ebi, anemaeri
TYpJi OKUFaJap/blH OYTiHTi KoFaMra acepi
TypaJibl ApaMaTypr o3 LblFapMaJsiapbl
ApKblJIbl 2KeTKi3e asbl. Jlpamatyprus

— LIbIHANBI ©MipJeri OKUFaJIap/iblH, €H
TYLUBIM/Ibl UipIMIEPiH }KUHAKTAN OThIPHIII,
KopepMeH MeH OKbIpMaHFa KaTtap
YCBHIHBLJIATBIH 91cOHeT MeH eHepai Oipre
apKaJIalThIH LbIFAapMallblIbIK OHEP. YaKbIT
OTKEH CalbIH aJlaM MeH KOFaM e3repir, oJiaH
TYbIHIAHTBIH KAKTBIFbICTAP J1a 2KaHaLla
6esieH asna 6epefi. 3epTTeyiui FaabiM Oblaai
neini: «Omipaik oTKip KOHJHKTIIEP

— JlpamaJiblK LiblFapMaJiap/blH Heri3i»
(Opnadnues 89). YATTBIK UieSHbI MEHI€PY
JKOJIBIHAAFDI i3/1eHicTi PaxbiMzKkaH
Orap6aeBTbiH «bac» nbecacbiHaH 1a
OalKaiMbl3.

MakaJsianblH Heri3ri MiHaeTTepi:

- PaxbiMxkan Otap6aeBThiH
JpaMaTyprusiJIblK - CypeTKe pJliK LeOepJIiriy,
©3iHe TOH KOJITAaHOACBIH aHBIKTAY;

- Kagyuibl-apamatyprrid «bac»
JIPAMacCbIH MOCTOTAPLIBIIBIK TEOPHUS
Heri3iHe Tasaay apKbljbl OHbIH,
JIpaMaTyprusiCbiHa TOH MO3THKACIH,
CypeTKepJliK TaHbIMbIH, ApaMa oHepiH
JlaMbITyFa KOCKaH yJ1eciH capaJay.

Ke3s kesireH apamatypr e3iHiH
HIbIFApMaChIH OKY YLIiH eMec, caxHara
KO0 YLIiH Ka3ybl Kepek. JIFHH, caxHa
eHepi TasanTtapbiH 6ip GyHipiHae cakran
OTBIPBIMN Ka3Ca, OH/Ia OHBIH FYMBIPbI Y3aK
6osianbl. Mbicasbl, Yuabsam Hlekenupmin
HapJiblK MbecasapbliHjia TeaTp apTTapbl
eCKepiJIreHAir aBTOPJIbIK peMapKaJiapbiHjia
alKbIH KOPIHIN Typajibl, OTKEHi, 0J1
TeaTp/ia XKyMbIC iCTe/li, caxHara He
KepeK eKeHiH »kakchl 6iii. bapin
Kopin-06iJin KypreH alaMmHbIH, Ofbl 13,
KaJlaMbl J1a YILIKbIP KeJieTiHi pac. Teatp
KbI3METiHe apaJjiacraraH aBTopJiapiblH
HIbIFapMachiHaH 6ip Kajam aJjja Kypepi
6eqrini. Cosl CHSIKTBI, TeaTp/la Y3aK Kbl
Kbi3ameT eTKeH Paxbimekan Otapbaen
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Ta Apama 2Kagdy CTHJIiHIH OapJIbIK KbIp-
CbIPBIH TOJIBIK MeHrepreH. O — Kasak
oneOUETiHIH, YJIKEH »Ka3yllbliap TOObIHAAFbI
KOpHeKTi Kasamrep. Tek KaHa e3imi3/iH
TeJ1 9leOMeTIIeH LeKTeJMeH, OpbIC 2KoHe
uiereJ aieOueTiHe KoHia Oypabl. Byrinri
Ka3ak KaJlaMrepJiepiniH apachblHa OHbIH
eciMiH OKbIpMaHzap 21a, »kasyuibliap 1a
epekiile Garananbl. ONTKeHi, aabIMeH
»Ka3yUIbIHBIH KOJTaHOAChI elIKiMIe
YKCaMaHTbIH lapa €KeHJTiH ecKepTe
KeTKeH »KoH. Kasamrepiiit xKa3y1bl/blK
Oi/TiMiH aUKbIHIAUTBIH aJITEIH 03eri a1eduer
LIeHOepiH/e XKaTca 1a, OHbIMEH LIeKTeJin
KaJMai, TeaTpAbIH YCTAaHBIMAPbIH eCKepe
OTBIPBIIN 63 IlIbIFapMaJiapbIHbIH XKeJIiCiH
TepeH TapThicka Kypa Oinai. [pamatypr
LIBIHABIK OOJIMBICBIHBIH CYPETiH KaH/IbI
eTill KepCeTy apKblJlbl 63iHIH KO3KaPaChlH
HaKThl Oinipitin oTbipaabl. Koram emipinin,
€H MaHBI3/Ibl 2KAKTaPbIH aJIbI, OHbI TEPEH
OeliHesiepiMeH KeH Typ/le CypeTTereH
LIbIFAPMaHbl KOPKEM LUblFapMaHbIH OHiK
LIBLIHBI IeTT €CenTeH .

daictep

3eprreyne Paxbivkan Otap6aeBtbin 2013
Kblbl « PojinanT» 6acnacbiHaH Kapblk
KepreH «AfHa-FyMbIp» KHHAFbIHIAFbI
«bac» npama MaTiHi Heri3re asbIH/IbI.
3epTTey MakcaThl MeH MiHAeTTepiHe Kapai
TeaTPTaHYLIbIIbIK-6HEePTAHYLIBIbIK TalAay
JKacaJiblll, CHNATTay »KoHe »KHHaKTay,
CaJIBICTbIPMaJlbl 2KOHE ChIHU TaJIIAY dliCTepi
KOJJIaHbLIIbl. JIpamaTyprusiibik Tajaiay
HerisiHjie MbecaHblH casich-(QUI0CODHUSIBIK
acTapbl MEH KOPKEMJIiK TYTacThbIFbIH
Jpsiesey Kosjenei. KypblibiMapiK

TaJiAay IPUHLMITEPiH KoJlaHa OThIPbITI,
NbeCcallarbl KeHinkep MiHe3iH alily, oJiapibliH
epekuIeJiKTepiMeH 6ipre aJeyMeTTiK,
JOCTYPJli MEHTAJIb/IK MOCeJIeNEePiH TaHyFa
KoHi1 Oeinai. Ocbliaiiia, IpaMaHbiH,
TaKbIPBINTHIK - UIEAJbIK, KOPKEM -
9CTETHKAJIbIK KYH/IbIIBIFbIHA HAa3ap ayaapa
OTBIPbII, OedHeeP/LiH LbIHANBIIbIFbI

MEH rKacamrasjiblFbiHa 6ara OepiJii.
[TocToTapuiblIIbIK TEOPHSsT TYPFbICBIHAH

TapUXH TyJIFajap/blH CaXHaJbIK
MOJM(UKALIUSCHI CapaJlaH/ibl.

36pTTeyILiH FbIJIBIMH-TCOPHUAJIBIK HErisi
peTinze anebueTTaHyIbl, TeaTPTAHYLLbI
FaJIbIMIAP/IbIH, OJIaP/bIH, ilLiHIe
3efinoina Kabnososthiy «Ce3 eHepi»
(2002), Peimrasnu Hypramuabin «/Ipama
onepi» (2001), Ceitninna OpnanueBTin
«Kazak 1pamaTyprusicbiHbIH, 04€PKi»
(1964 ), owipbek Criraiinbin, « Teatp
tarsibiMbl» (2003), Anap KaGbuikakTbiH
«PaxbIM»KaHHbIH KO3 »kacbl» (2019),
Cyparan PaxmeTyiibiHbiH, « «bBac»
pPOMaHbIHBIH, 6ACThl Ma3MYHAPbIHA 11I0JTY »
(2015), Pusa oanmyxannbiy, «bac xone
nHambic» (2020), T.6. eHOeKTepiHeri
Ol-TyKbIpbIMAPbIHA CYHeHaiK. Kazak
JIpaMaTyprusiCbiHbIH KaJbINTacybl MEH
JlaMybl »KalblH/la KeHiHEH KapacThlpblIFaH
3eiinosa Kabnomnos nen Peivranu
HyprasnuabiH 3eprTeyJepi 6acTbl Ha3apra
aJIbIHbIN, MaKaJaHblH TePMUHLK-
JeUHUIMSAIIBIK 63€riHe apKay O0JIIbl.
ocipece, XKaHp TaOUFATbIHA KAXKETTi
cunaTTapjbl HakTbl1ayaa PeiMrasu
Hypramupin en6ekrepine cyiieHaik. A,
ToyeJICi3liKKe KOJI 2KeTKizreH »xoHe XXI
racblp 6achlHAAFbI paMaTyprusiHbiH JaMybl,
COHBIH, ilIiHAe 613 KapacThIPLIT OTBIPFAH
aBTOP/IbIH IpaMasiapbl XKakblH1a Tasjiay-
TaJIKbl1ay KacasraH yjakeH eHb6ek KP bI'M
Foibim komuteti M.O.Oye30B aTbIHIAFbI
OieOMeT XKoHe eHep HHCTUTYThIHBIH 6ip
TOM FasIbIMAAPHI LibiFapran «Kasipri Kazak
JpamaTyprusicbiHarbl MHHOBAIUAIBIK
isnenicrep (1991 — 2016 »xx.)»
aTThl MOHOTpagUsIChIHIA XKeKeslereH
ABTOPJIAP/IbIH, 2KA3YIbIIbIK KOPKEMJIK -
3CTeTHKaJBIK JabopaTopHsiiapbiHa 6ara
oepineni. Korapbina aran eTkeHimisziei,
JipaMaHblH KYHbI OHbIH T€aTp CaXxHaCblHa
KOMBITYbIMEH KYHJIbl, COH/ILIKTaH,
3epTTey MaKcaTbiHa Opail, TeaTpTaHyllibl
FaJIbIM/Ia PJIbIH XKYMBICTaphbI 112 3€PTTEY
HapbICbIHA KOJAAHBIIbI.

Taxbipbin asgichiHga PaxbiMzkan
Orapbaentbiy, «bac» nbecacbiHan
yainainep kenripinni. ConbiMeH Karap,
»Kagyuibl-npamaryprrep Okim Tapasu, Enen



oaimzkan, Mpan-Faibmteid neecanapsel
KazKeTiHLlIe KOJIaHbLIbII, CaJlbICThIPMaJlbl
TaJjay »Kacayra Heri3 60J/bl.

Tankbinay

Paxbimzkan OTap6aeBThIH ipaMaTyprusichl
MeH oHrimeJiepit 6ip-6ipiMeH CabICThIPbIM,
Oipi ekiHLLIiCi OipiHEH 03bIK HeMece KeM
JKasblIFaH Jien Kapayra 60JMai/bl.
OHrimeJsiepi 6ip Keszieri OpbICTbIH ST
»Kagyuibicbl AHTOH YUeXoBThbIH oHriMesepi
CUSIKThI IyHHeHi ybipre OeJiece,
JPaMaTyPrusiChl 1a OJaH €Ll KeM TYCIeH .
An, «bac» nien aTanaTbiH MbecaHbIH O3i
Here Typaapbl? MaxambeTTeH 6acran ajeM
eJiiepinaeri yjakeH OeJijli 1ereH MyChblJIMaH
TyJIFajiap/biH, 6aCbIHAH 6TKEPreH Tapuxu
TarabIpbl co3 6osabl. Jpamartypr ocbl
«bac» npamacbina Karra keJim, 2016
JKBIJIBI €KiHIIi HYCKACBIH ?Ka3blIM LIbIFAIbI.
Ycax TipJirine myisirin, maJaxkancap
JIYHUeJIep Ty/bIpyra Kapchl 6oJraH

aBTOP, 6MipIeri dpTYypJii Macesiesnepai
Tarbl J1a eJieM-eKILen WhiFapmara

e/I9yip ThIH AyHUeJepi Kocaabl. bip
HIbIFapMara GipHelle peT OpaJibir, OHbI
dJIIeHellIe PeT eH/Iey XKYMbICTAPbIH dJ1eM
onebueTiHeri KonTereH KasyliblaapibiH
ToxKipuOeciHeH Kepyre 60Jaibl. KasaKTbiH
3aHrap »Kasyuibicbl Myxrap Oye30BTiH,

03i «Enyik-Ke6ek» TpareausicblHbiH
GipHellle HYCKACBIH »Kas3raH-/ibl, «AiiMaH-
[lonnan» KoMenusichl 1a KalTa »Kasbl/blI
uiblKTh. «Kapaui-kapaui» nopecite
canaJibl e3repicrep enrisai, «Kaparesa»
NbeCAChIH €KiHLi peT KoJIFa ajfaHia
JIpaMaTyprusiiblK CUTyaluUsaIapbl e3repir,
TepeHjleTiireH eHOeK iyHuere Kesi. Mine,
Myxrap Oye30B IpamMaTyprusiHbiH KaTaH
TaJlanTapbiHa Kayan OepepJlik CaxHaJbIK
LIbIFApMa 2Kacarl LIbIFapyra Kell Kyl
JKYMcaraH cypeTkep.

«bac» npamacbl — eki GeJiimi, TOPT
KopiHicTi nheca. MaxamOeTTiH, pyxblHa
apHar poMaH, ipama »asdy apKblibl aBTOP
aJl/ibilHa KOWFaH MaKcaTbIHa XKeTyjle
KOPKEMJLiK-Ma3MYH/IbIK TYPFbIIAH YTKBIPJIbIK
kepceteli. [pamartypr o3 liblrapmaJjapbiiia

ajlaM, KoraM »KoHe OoJialliak Macesiesiepid
aJIFra TapThlIl, JKAMMblalaM3aTKa ToH KeJieJi
oiniap/bl Ko3raraH. Ajiam fiereHimis, Kereri
H6abasap MeH GaTbipJjap, aHbIFbIH aUTKAH/A,
Paxbimzkan Otap6aeB KajaMblHAH
tyraH beiibapeic, Maxamber, Mycrada,
Tewmipbek, Omipe, MyKaraju CHSIKThI
Tyaranap. Aj, Koram fereHiMia — cost ata-
Habasap eMip CypreH Ke3eH, yakbIT, opTa.
An, Gonaiiak — KeJiep YKIMAKThIH TaHbIM-
Tyiiciri. Ochl yiI ©3eK — ap LIbIFapMachlH
OKbIFaH »KaHHBIH CaHACbIHA PYXTbIH 9HIH
cebeni. Kazak XxaJKbIHbIH pyXaHH ©3€eTiHiH
QJICI3/Iir MEH MOJEHH MYTeIeKTIriH TypJi
KOPiHICTePMEH CYpeTTereH KajlaMrepiliH,
nbecasap UHKJbIHbIH iLITHICTT KOPKEMIK
LIOKTDLIFbI OHIK ApamaJsiapblHbIH, Oiperedi —
«bac».

Jlpama apkaybl — apekeT. D1oc neH
JIMpPUKaFa Kaparanja JpaMaHbIH »KyTi
TbIM aybIp. «Jlpamajarbl eH, Leuyuli
Tyc — Tapthic. Kesemui snukasbik
LIbIFAPMAaHbIH CIOXKEeTi CEeKiJI, Apamaiarbl
TapTHICThIH /12 Ke3eH-Ke3eHaepi —
HacTajybl MeH GalJIaHbIChl, UEJeHICI
MeH welimMi 6o/1abl; ApaMaTyprusiiblK
LIbIFapMaJiap/blH KJ1aCCHKaJbIK YIrijepinie
OyJ1 Ke3eHIep KOMITO3HUMAJIBIK XKarblHAH
11e6ep KUbICTBIPBIIBIT, OKUFaHbI 6pOiTy
TOpTiOi »Ka3blJMaraH 3aH peTiHjie KaTaH,
cakrajran» (Ka6nosos, 2002: 328), —
nen 3etinosna Ka6nonos «Ces eHepi»
KiTaObIH/IA ?KaH-2KaKThl 3€PTTEreH.
OnebHeT casachiiia XKYpreH »Kagyuiblaapra
JIpaMaHbIH, 2KaHPJIbIK ChIPBIH TePEH, TYCiHY
VLIiH c63 OHEePiHiH TAOUFATHIH TaHYbI
aznplK eTesli. bys Typasibl TeaTpranyuibl
barbi6ek Kynnak6ariysibl « 3amaH »koHe
TeaTp eHepi» MoHorpacgusicbinaa «IIbeca
JKa3yMeH alHaJIbICaThIH 2Ka3yLIbIHbIH
TeaTp 3aH/AblJILIKTaPbIMEH 2KeTe TaHbIC
6oatybl wapt» (26), — nen xxazansl. Onan
6oJica, IpaMaJbIK LIbIFapMasapibiH
TEOPUJIBIK KaFruaanapblH, CHHTE TUKAJIBIK
CUNATbIH 6HEP/iH OacKa TypJepiMeH
caJIbICThIpMaJibl TypJle Kapay Tanar
etisieni. JlpamaTyprrin 6aThlil KoTepren
MoceJieciMeH Oipre TakbIpPbINThl TAPTHICKA
Kypa OTBIPBIIN TapKaTta OiJIreHiri >koHe
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{I1IKi KOMIO3ULIMSICBIHBIH, O€PiKTIri Tajsnay
HblcaHbiHa «bac» HiblFapmMachiH anybIMbl3Fa
ceben 6oJ/1bl. backa npamartyprrepiin
nbecajiapblH OKbIFAH/IA, KOTl XKaF1ana
OKHUFaHbIH KaJlall epOUTIHAITIH KoHe
OKHFaHbIH KaJslail asikTanapbiH 60JKaI
oTbipyra Gosajibl. MyHaaina, okura
JKeJTiCiHiH MasMyHbl Kaslail epOUTIHIriH
6ity cabblp cakTan LIblIFapMaHbIH COHbIHA
JIeHiH yKeTy/ie KUbIHIBIK TYIbIpaibl. AJ,
KasiaMreplii, ocbl «bac» npamacbinia
CIO’KET KAKThIFBIChIHBIH, Oepify Tocii
YKaKChl KApaCThIPbIFaH.

«bac» nbecacbinna «Anain bacebis
KaJIMacChlH...» JIereH i3ri uiesiibl 6epik
yCTaHa OTBIPBIMN, 3aMaHaacTap Tan 6oJraH
OMip KyObLIbICTADPbIH TAPUXH aCTEKTi/le
KapacTblpajibl. YJTThIK PYXThIH »KapLIbIChI
MaxambeT akbIHHBIH KaJipJi 6ackl
aipanagarbl Ky 6ac KypJibl Kauipi kaamarat
Ke3eHre Tarn OOJIFaH Ke3i CypeTTedie]|.
OpTypJi nbecanapaa MaxamOeTTiH eMipi
MeH OaTbIpJIbIK TApPUXbI 2Ka3bLJIbII KeJice,
TaJljlayra aJibIHFaH 1IbIFapMajia aKbIHHbIH
KeciJireH H6achl KeHiHe aHTiMe epOui.
Maxambet eMip cypreH 3amaH MeH OyTiHTi
YaKbITTaFbl KaybIHI'€P aKbIHHBIH, Kafip-
KACHETiHIH KaHLIAJBIKThl CaJIMaKThl
eKeHjlirine Hasap ayjnapblirad. Kasak
TYCiHirinae 6ac — CUMBOJIMKAJIBIK TYPFbIIaH
OUJTIKTI, epKiHAiKTI OisipeTin yrbiM. Baccsis
KaJly JIereH Co3 €PKiHAIKTeH alblpblIyMeH
Oipnet. pama xkedici 6oiibiHia MackeyneH
6isim anran Hossb ecimai antponosior
rajibiM MaxamGeTTiH KaGipiH Kasajbl. ABTOp
MyH1a MaxamOeTTiH 6achblH FaHa emec,
Kasak OaJiacbiHa 6iTKEeH KeceK MiHe3iH,
acKak PyXbIH i31ei/ii. AJiraliibiHaa akbIHHbIH
OacblHaH 6ac TapTKAH OKUFaHbIH apThIHAH
JKOFaJIFaH 0acThbl TalKaH afiaMra MUJIIHOH
JoJIIap KapaxkaT OepineTiHirin ecrirenaeri
[IEHJICHIH iC-9PEKeTTEePi aPKblJIbl OHbIH
MiHiH, KEMLIJIIKTEPiH allblll KOPCETE/Ii.

Hpamana ailiTblnatbin 6ac o —
Maxambet OTemicy/ibiHa THECII.
Paxbimakan men MaxamOeTTiH apachiHjia
exi-yi racbip otTi. Coran KapamacTaH
Paxbimxkan MaxamGeTTiH 19yipiH
OYriHri alaMHbIH K63KapachiMeH iiebep

kutosactbipaapl. Cebebi, Kenecaphi,
Kefiki 6aTbippld 6ackin aiTnaraiia,
ouixat, Axmet, Mipxkakbin, Mar:kaH...
T.0. KaHllama KaJiipJii TyJraJjaap/bi,
OacblHAH alipbIBbIN KAJIbIK, KaHIIama
KOFaM/Ibl Oackapap, esrepictep JiblI

KeJie aslaTblH «0acTaH» Ko3 xKasblll
KasibiK. Cost 6actapibii TesieMi Oyrinri
YPNAaKTbIH, OoJlalliaFbl YIIiH MAaHbI3/bI.

Bip rana Maxam6eTTiH 6acbl apKbLbl
VJTTBIK KYH/IbLJIBIKTAPbIMbI3/IbIH KYH caHarl
JKOFaJIbIN Oapa »KaTKaHIBIFbIH 6aca aiThII
OThIP.

Tept GesliMHEH TypaThIH MbecaHbIH I
OeJliri Kecek-Kecek ayblp OHibl apKaJarl
Typ. «Kasak Typrania ubikra 6achbl TypaTblH
Oa eni» nereH ceisieMai OipiHILi OeJliIMHEH
OKbIFaH/a 6He OOMBIH/IbI CeH COKKaHIan
6osanbl. [IbecaHblH 9KCIO3ULUACH
Maockeyre ketep amibinaa Maxam6eTTin 6ac
CyHeriH KaJIblHa KeJTipreH aHTporoJior
Hossb asixmeToBTiH, 1eGepXaHachlHaH
6acranansl. Kaii 6ip »kaHyapjblH emec,
Oisert Maxam6eTTiH 6ackl O0JIFaH/IbIKTaH
KYH[i3- TYHI 2KOHJECY iCiMeH alHaJIbICKAH
Hosab npamanbln 6acbiHia FaHa KepiHe.
CoHJbIKTaH, OHbI LIbIFAPMaHbIH 6H
OobIH/A XKYPreH KopKeM OeliHe jien
aiita anmaiimblz. Cesimiare jpsen 6oy
yuin Cyparan PaxmeTtyJibiHbiH ««bac»
pPOMaHbIHbIH, 6ACThl MA3MYHJIAPbIHA 1110JTY »
JlereH MakaJsacbiizia: « beitHeTkop keilinkep
Hoasub kepkem Geiine emec, 6acka 6ip
MICUXOJIOTHSIIBIK apHAJIAFbl KeHinKep.
KesbeH Kepyre, KOJIMEH ycTayra KeJIMeHTiH
iluKi arpiM. O6/1eH TUTTBIKTAFaH FaJbIMHbIH,
KOHE MEH €XKeJIr-eCKiHiH apaxiriHaeri
oTneJli FyMbIPbl 6piMein »kaTbip» («bac»
pPOMaHbIHBIH, 6ACThl Ma3MYHIAPbIHA 1LIOJIY ).
[ecex te, Hossb 6aTbipabiH 6ac cyrierid
Ka3blIl aJiblll, MYCiH 2KacaybIMeH OKHFaHbIH
OallsiaHbICyblHa, lIHeJeHiCcyiHe Tikesen
cebenkep 6oJbIN TypraH Keinkep. bacbinna
»KaaIT eTin, MaxaMOeTTiH aKbIHABIFbIH,
TypalbLIIbIFbIH, OipOeTKeHJIriH KapThl
aybi3 cesine curbidran Ho3/b apKblibl Kasip
KypJieJii KepiHicTepiH Kyarepi 60JapbIH/IbI
Ce3eciH.

«bac» npamanan 6ypblH poMaH GOJIbII



»KasblIFaH wibirapma. Tepenerisin
KepceTiireH pomaH Ma3MyHbl MaxamoeT
OTeMmicy/bIHBIH JIeHeC KepJIeHTeH XKepre
antponoJior HosJb [lasixMeToBThIH
aybliarbl Kypak kaprnen Gipre ke,
KabipiH alKanaa, 6acbl MeH JIeHEeCiHiH
Oip JeHreiIe KaTnaraHblH KOpy CoTiHEH
6acrasabl. «...Kencaiina xkarcan ie?
JKo-xk00K, Maxa, oJ1 caraH ykapacrnanp.
Opi wabbliran 6acreH oJap/biH apackiHia
Kipe anmaiicein» (OTap6aes 130) nen,
KOJIFa aJIFaH iCiH capantai OTbIpbIT,
AKbIHHBIH, aXKaJlbl €Ki alaMHaH KeJreHiH
Kecin autazpl. Kecisiren 6acTbiy kecipi
6i3re coHay aprbl 3aMaHHbIH 63iHjie 6ac-
OacbIMbI3Fa KeTKeH 6epeKecisiriMisi
allrakTai/ipl. Kasbit xkayra Kapchl TypraH
ep OaTbIp/ibl €Ki KbIIbILLTHIH OacTaH 1adybl
Jia 6i3 YIIiH YMBITBIIMAUTBIH KACiPeTTiH
6ipi. Hoasb ocblnal yaKeH yMiTHeH e iciHe
anan enbek erti. bipak, exiHilike kapai,
HeTi3ri >KyMbICbIH aObIPOHMeEH aTKapca Jaa,
OHbI aMaHaTTal KeTeTiH eCTi afaM Tannan
anacypajibl. AMasibl KypblFaH aHTPOMOJIOT
aKblp COHbIH/IA Kapaybl1 laypeHre (2kac
KiriTke ) TabGbicTan, 03i Mackeyre Kete
H6apanpl. ©O3i Ka3bin anran Maxam6eTTiH
OacbIHbIH akanana KaJjbll 0apa KaTKaHbl
OHbl KaTThl KanaJsanapipazabl. Pomania
«Kapaoit kasbin 6apajel, 6i3/1i yMiTTi
Ke36eH y3aTkaH Kapt Kypak...» neren
CO3i 2KAHJIYHHEH] aCTaH-KeCTeH eTe/li.
Byran neitin Hossbain Kypek i3i meH ici
TBIJICHIM KylITepre Ty3ijireH. MacesieH:
«9H, Hossib, MeHi AiMaThira JIaKThIpbIT
KeTy YLLUiH KepiMHEeH Ka3blll aJljiblH 6a?
By He cyMABIFBIH? » — Jie, peHillliH
JKeTKi3reH cesjiepinet Tycinemis. Poman
MeH Jipamajiarbl 6ac cylek — KaTapaarbl
»Kall Kellinkepre THecCisli eMec eKeHIri
OKbIpMaHFa aHblK. OJ1 6aCThIH Heci yJIbl
JieHeciMeH Oipre kepinGece Jie, eJiec
MOTHBiHIH KbI3METiH KaKCbl aTKApFraH.
An, anem onebueTiHae enecTepaiH Kesirn
Kypyi kui kezneceni. Koram gamysbl yiin
ofie0ueT rneH MU(MTIH OPHbI epeklle,
ceOebi KOpKeM LIbIFapManap aJi KyHre
JIeHiH 6i3/liH MHTEJIIEKTyaJ /bl dJ1eMiMisre
biKnaJg ete 6epMek. Mbicasibl, 6aThIP/bIH

6ac cyiieri Kes KeJireH ajlaMMeH «ceiJjece
OepMeHTIHAIriHe » JIe Ha3ap aynapy

kepek. [lemex, o1 afgam tanjanibl. Kanka
antpornoJiorka: «Oit apkasian 60JibIH 04,
6anam?... OKUFaHbIH »KaJIFaChlH 63re/IeH
eMec, 03iMHeH ThiHaa» aehi. by —
apyakKka aHaJjraH OaTbIPAbIH, « Couiecyre»
aziaM TaHjaraublHbIH Oedrici.

Conbimen katap, «OsiH, 6Gotam!»

Jiern, oJ1 KaJia oKimi Mmalika jga asin

6epeni. bya exi keitinkepre sirun Hoaub
MeH Mmatika 6atbipapiH asiH Gepyi,

TYCiHe Kipyi ’Ka3ylIbIHbIH A TaHJIaybl.
AnTtponoJiorteiH, 6aThIp yLIiH CiHipreH
FbIIBIMH eHOeri 6odica, Mmain — kKasa akimi,
eKeyi J1e YATTbIK KYHABLIbIKTbIH KaipiH
JKeTe TYCiHI'eH »KaH/ap JereH TaHaay.
O/leOHeTTaHyllblIapbIH eHOeKTepiHjie
KOPKEM TYbIH/bIIAFbI €J1€CTiH, TYCTiH
AKNapaTThIK, CUMBOJIIBIK, TCHXOJOTHSJIBIK
Tarbl COJI CUSIKTbI MaHbI3/Ibl KOPKEMJIIK
KbI3METTEP aTKApaTbiHbl dPTYPJIi
tasianazbl. CoJl CUAKTbI, 6ac cyilekke

Tiz OiTyi Kasak anebuerinze e 6ap.
Mbicajibl, KEHECTIK Ke3eH/Ie 2Ka3blJIFaH
Tesnen O61ikynbIHbIH «bBac cyiiek»
LIbIFAPMACBIHIAFbl AHTPOIMOJIOT XaMUTTIH,
KoJsibinjarsl YKaybepi 6atbipiapiy, 6ackl. by
HIbIFAPMaHbIH, Uesichl XaMUTTiH iLLIKi OFbIH,
TOJIFAHBICBIH YKETKi3y OOJIFaH.

Enec kepy, apyakieH cefijiecy, asit
6epy, TYCTi Kopy — Tek Gi3/liH FaHa emec,
aJ1eM 9j1eOueTiH/Ie KeHiHeH 1aMbIraH.
Ounapnpii aTkapap KbiameTi 6edridi 6ip
Jlopesxe/ie alKbIHIAAFaH KOPKEMJIIK TaCi
Jien TYKbIpbIMAaRMbI3. Bysl MaKasiaHbiH
TUIIOTE3aChl KA3aK YKoHEe arblJlLLIbIH
JKasylIblJIapbIHBIH, IbIFapMaJiapbiHIa
@JIECTIH, TYC KOPYIiH, TYCKE €HY/iH,
peJi, KelinkepJep/liH illKi KyH3eJsiciH
KOpPCeTy, »KaH apraJbIChblH allly MakcaTTa
KoJilaHbliraH. by cesiMiare nagen petinie
«KepkeM 1iblFapmMa KypblJbIMbIHAAFbI
TYC KOPY MUCTUKAJILIK MOTHB PETiH/IE»
aTThl MaKaJsaza: «Tyc kepy TocimiHiH
MH(OJIOTHSIJIBIK XKOHE aKNapaTThiK
KbI3MeTTepiMeH KaTap KeHinkep/in
{LLIKi 2KaH ayHHeCciMeH OalJIaHbICTbI
TICUXOJIOTHSJIBIK MTPOLIECTEPJli KOPCETETiH
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(yHKUHSICBI 1a 6ap» IelIi aBTopJaap
(Myca6ekoBa, Aiimyxam6eT, MbIp3axMeToB
166). Kenin aynapyra TypapJbik 6acTbl
Hopce Paxbimzkan Otap6aeBThiH «bac»
HIbIFApMachIHAarbl 6ac cyHeriHin
OeIceHIiIr «coisieyi» 6ap HIbIHABIKTbI
JKETKi3yre e1ayip KbiaMeT etesi. Aul,
HIbIH/LIKThI 2KeTKi3y yiin MaxamGeTTiH
6ac cyiieri o iyHue MeH 6y TyHUEHIH,
apacblHIarbl 6alJIaHbICThI OEKiTe TyCyi,
LIbIFAPMaHbIH 0aCTbl MaKcaTblHA alHAJIbIT
oTblp. by/a makcartka xkeTyze npamatypr
aJIAMHbBIH, €JIeCTeP/i KOPETiHi ie, TyCKe
CeHeTiHi Jle MUPTIK caHaHbIH bIKNaJbl 6ap
€KeHiH sIFHU XaJIbIKTbIH, HAHbIM - CeHiMiH
KOPKEMJLIK TOCI/1 apKbL/Ibl KOPCETE aJIFaH.
JKannbl, op TypJii cesimaik caTTepin 6epyne
Kel6ip Apamatyprrepait weobepJikrepi
xKeTticned xkartaapl. bipak, 6y kewipimai,
OWUTKEHI OCiM-OHIMN KeJle )KaTKaH Ke3
KeJIPeH OHepJie OPbIH alaThiH OJIKbLIBIKTAP.
PaxbIMzKaH coJt 0JIKbIbIKTap/ibIH, Oipi
KypFak OastHIaylLblIbIKTaH 6ac TapThll,
KeHINKepJIe pAiH 2KaH LyHHEeCiHe eHel.
Kasak kanamrepJiepi MUCTHKAJIBIK 9JIeMEHT
60JIbIT TaOLIIATHIH eJlecTep/li (apyakka
ceHy) llIblFapMaJiapblHa eHrize 6acTapl.
Kyui >keTneren anambiHbIH 6acbiH wady
Ka3aK TapuXblH/a FaHa eMec, TYHHeKY3i
TapUXbIHJA XKHi Y1LIbIpACA/IbI.

BacTbiH KyHABIIBIFBI 2KOHIHE
(PHITOJTOTHS FBIIBIMAAPBIHBIH IOKTOPbI
Pusa osnmyxannbiH «bac »koHe HaMmbic»
Makasacblaa: «bactbin KauipJi 6osybl
MU(TIK caHameH 1e 6ailianbIcThl. Erep
IIAPTTHI TYPJIE alaMHbIH JIeHECiH MUTIK
aralureH caJjblcTblpaTbiH OoJicak, 6ac —
YKOFApPFbl dJ1eM. AlaMHbBIH MUbI KOCMOCIIEH
GansanbicTbl. KocMocrneH GaiiaHbICThl
afiTnaraHHbIH, 63iH71e, Oy MyLle IeHe/e
opHaJsiacy »KarblHaH 1a MaHpI3zibl. Kazak
GacblH U3el, aMaH/Iacy HIlIapachiH KacaraH
ajlamMJIbl XKaKchl Kopejli. OUTKeHi, o1
»Korapbl Gediik — 6acbid uai. Maprebedi
6acbin ui» («bac» »xoHe HaMbIC) fen
O KOPBITYBI 12 OPbIH/Ibl TY?KbIPbIM.
CoHbIMeH Katap, 9nebueTtanylibl AHap
KabblnkakreiH: «Pacbinna ia, wsiFrapmana
OacTaH-asik OTKEHHIH, eJieci Ke3in xKyp

Jece fie 6onajbl. MyHaarbl ejectep
OypMaJiaHFaH TAPUXThl KAJTIbIHA KEJTiPYLiH
JioHekepi icneTti kopinic 6epeni. Hoabain
coipjackl — Maxam6eTTiH eseci. Hoabain
aHCcapJibl apMaHbIHA Y3/iKCi3 KeTeJNEeHTIH
hoam xeTkizetin 1e — MaxamOeTTiH acKak
pyxbl. OJ1 BIIFY 12 FaJibIMMeH Gipre.
Asirbinan waarbichl Kearenaepai Hosmb
COJI KACHETTI YJIbl PyXTbIH, MBICBIMEH
H6acanb» (99) nen xxazybl Paxbimkan
Orap6aeBTbiH «bac» 1ibirapmaceiHa
MUGTIK caHaHbl KaObl/IAY/IbIH, 2K0JIbIH/1A
FbIJILIMM TYCiHIK Oap JlereH coes.
3epTreyuiijiepid eHoeriHe cyheHcek,
eJiecTi KeHinkepJsep KOMIO3HUHSJIBIK
3JIeMEHT peTiHjie MblHA/ak hyHKIMsIAP/bI
aTKapazbl: 6oJiFaH XKalTKa 6ara 6epy;
Kahapmaniap/ibiH Xas-Kyiin cunarray;
LIbIFAPMaHbIH, UES1JIbIK Ma3MYHbIH
TyciHaipy. SIFHH, Kell »Karnaiia Kepkem
LIbIFAPMaJia ejieC MOTHBI AMHAMUKAJIBIK,
6O0JIbIN KeJITeHiMeH, TYTaChbIMEH CIOKETTiK
XKeJiiHi Kypan »kartajibl. Poman cioxeTtine
€JIeCTI eHIi3y apKbLJbl 2KA3YLLbl €Ki 9JIeMHiH,
— Oy AyHHe MeH 0 ayHHe XabapblH 6epreHi
TyCiHiKTi. MyHbIH ce6ebi, 2Kasyllbl esecTi
KeHinkepJaep comaay yiliH raHa KoJgaHFaH
JKOK, OHbIH aCTapbIH/IA aJaM »KaHbl
eJIMEH/Ii, pyX MOHTIJIK IereH XaJbIKThIH
(hOJILKJIOPJIBIK LIbIFApMaJiap yJricin
navfaJaHFaH.

Kapbimabl kanamrepaid « bac»
JipaMachl ajijibiIMeH poMaH 00JiblI
YKa3blJIFAHBIKTAH, OFaH a3-KeM TOKTaJyjlbl
JKOH caHajblK. OWTKeHi, OYTriHTi KOFaMHbBIH,
CaH ajlyaH pyxaHu-MaJieHH MaceJieJiepi
Ka3akK JIpaMaTyprusiCblHbIH 118 03€KTi
TaKblpbiNTapblHa ailHaaraH. YKepin
KOpFaFaH XaJiblK KahapManjaapbiH (xaH,
61, XKbIpay, 6aThIp ), YJIKEH KOFaM/IbIK
JIepTKe alHa/IFaH KepTapTiia eKiJiepiH
(Hawakop, »xKe3eKlie, MAaCKyHeM, TaKKyMap,
JKEMKOP ), MUCTHKaJIBIK (apyak, pyx, eJec,
JKbIH, T1epi), TinTi AiHU-MHpOJOTHSIIBIK
(nepiwre, naiirambap, Kpibip) 6eiinenepi
nie kezziectipyre 6osajbl. TyibiKKa
TipeJireH, KbIChI/TasIH XKaFiaiia CaHaHbIH
OiTey Kealepi allbl/bll, TipiaepiH
OJIN€HIEPMEH €PKiH TiJIIeCiIl XKYPYi, TaribIp,



KHe YFbIMAAPbIHbIH 2KaHIaHYbl CUSIKThI
MHCTHKAJIBIK TOCI/IAEP/iH JIe 63 OPHbI Oap
CKEeHiH Malll eTeTiH TybIHAblIap 6ap. SrHu,
JipaMaTyprrep uiblFapmMa apachbita 1arbiH
MHQTIK-3THOrpadUsiyIbIK JeTalbleplli KOocy
APKblJIbl KEHINKePIliH, 2Kak -KyHiH cunaTrayra
JeH Kol byran «Pyx-Kamkopuibi»
JlereH aHblKTamMara ColKec »Kasbl/IFaH
JIYHHEJIEPJIeH €Ki-YII MbICaJ KeJTipeiK.
Atiranbik, Esnen ogiM:kannoiy, « Tose 61»
aTThl eKi 6eJimMi ipamacbinia Tese OUIiH:
«...Kacuerti OiiTekeM o jiyHueiK GOJIbIT
KeTTi. XaJKbIM MeHiH ay3biMa Kapanibl.

A, MeH KiMre kapaimbiH? KaHatbl cbiHFaH
Kyc 6oJjibIM FOI MeH. MeHiH KyHiM MbiHay,
XaJIKbIMHBIH, KyHi anay? He ictefimin? Ya,
apyakrap, TiJl KaTcaHiapibl» JieM XKaHbl
KyHaeJsiin Typranza « Taycblima, Tese 61!
Topbikna! Ketep encenyii» nen mbikkan
oiiTeKe OUJLIH PyXbl, llIbIFAPMara apKay
6oJIFaH Ta/ac-TapThICTbIH KyLLeloiHe TypPTKi
6onanpl. Upan-Taiibintsiy, « MeH ineren

y 6ap Ma?» pekBHeMiHiH COHbIHaa Abail:
«Yuinin te, TyHinin te 60JbIM, 11IAMACHI.
MetH ilneren y Kasjibl Ma Ky TipJikre?»
JIeTT TYHIJIreH/Ie, ak KureH Axkasl Keininaeri
okeci Kynanbaibiy eseci naiaa 60Jbim:
«Tarap — 6Gasbl, [lep — Yol TaycbliraH.
Tipaik Te, Touipi, TipJik nel...» (675)

JIeTl apbl Kapan Co3iH »KaJlracThipbIl

6asachbl AGaii/ibl COHbIHAH €PTill KeTeJli.
Okim Tapasunin « Maxambet» apc-
TpareMsICbIHIA epJIiKIeH Ka3a TarnkaH
uieitirrep OusikTep peTiHe KopceTiyei.
Ouaikrepuin 6ipi: « Kepim Kaiina,
Maxambet? Ejnim Kaiina, MaxamGet? Enin
YIIiH ereckeH »KoK na eik?! YKawbIk yiin
»KaH GepickeH oK na enik?! Kepim, Enim
Kailna, Maxambet?!» nerenne, eci kipecisni-
LLILIFACBLIbI TEHCeJiN Typrad ep Maxamoert:
«MeHeH HeciH CypafChIH, JKapPbIKTBIK? »
neini. Conna, »KaObIpKar »Ka/Fbl3 TYpFaHbIH
6arikaran Oqik: « s, ceHeH HeciH cypaubiH!
Enion yiiin erecken, KaibIk yiin »kan
OepickeH ceHiH »kyperiH ez roil, MaxambGer!
JKyperin!» nen, xkankelri epJik »kacaraH
OaTbIP/IbIH, COJ yaKbITTaFbl KOHIJI-KYHiH Tan
6acanbl. Asi, osiem ipamatypri Lllekenupin
aTakThbl «['amjeT» TparemusichblHIa 1a TaHAA

aKeci KeJiin, 6aJiacblHa 63 aXKaJibIMeH
emec, GipeyjiiH KOJIbIHAH OJITeHiH eCTipTe.
J18J1 0Cbl CHSIKTbBI, «€JIeCTi», « PyXThl»
OKHMFaHbIH He OacTaJslyblHa, He JaMyblHa,

He asiKTaJslyblHa KOChII, Ma3MyH/1bl
TepeHJIeTyre MoH OepreH 6acka j1a
JipaMaTyprrepliH nbecajapblHaH Mblcall
keaTipe Gepyre 6osabl. biz 6yi kepae

9p ApaMaTyprriH e3iHiH 6iJliM-Tylcirine
Kapam apTypJli TOCIJIL KOJIIAHATbIHIbIFbIH
KopceTKimi3 Kesiesii. JKaJrbl, 3MH30/AThIK
KopiHicTe 6oJica J1a, «esiec» MOTHBI
oMipe OOJIFAH TAPUXU TYJIFAJAPIbIH,
CHUIAThIH TOJILIKTBIPYFa KbI3MET €Till TYP.
En 6acTbichl, Kelinkep oGpasbiH aiily
YKOJIBIHJIAFb] KbIM - KUFalll KAKTbIFbICTaP/IbIH
epicren 1amybiHa KOHiJ GoJy.

Jlpamatyprusi TabUraThiH TEPEH,
3eprrered Poivmranu Hypranuibin:
«Tparenusinbli eH 6acTbl epeKleiri
TparesiiblK TapThicTa KOpiHei.
Tpareausibik KOHQUIKT KeHinKepiH
TapTKaH a3abbl MeH eJiiMiHe Jie cabaKTac.
A1, TpareMsiIbIK TapTHICTbIH 63€Ti
dJIeyMETTiK-TapUXH, KOFaM/IbIK-CasiC
KaObIpraJibl KYLLTEepAiH WaiKacbiHAa
»Katblp. By/ KaKThIFbICTaA KeH, KyJall,
KOFaMJIbIK MarblHa, PUIOCOPUSIBIK
Tepenik 6ap» (260) nereH nikipi xkorapbiia
AUTBLIFAH co3iMi3re aJiell.

Antponosor Hossb 6ac cyiiexri
Pecny6/iMKa/bIK MOJICHH XKaHe TapHXH
eCKepTKITeP/i Kopray KOFaMbIHbIH
Haciubichl blkbiiac TesieeBuuke asbin
KeJIyiMeH Karaai earepin casa 6eprex.
«Kasak XaJIKbIHbIH, yJibl MAKTaHbILIbI»
nen, apbiaan Typrad blksiiac Teseesuu
AHTPOIIOJIOITHIH 6aCThbl OCbI MEKeMere
TarchlpraJibl KeJiill TypraHbiH OiireH
coTTe OipleH <Ky 6ac XKHHAUTbIH OPbIH
emec OyJ/1» Jiel aT TOHbIH aJsla Kalapl.
Keftinkep/iH keTepinic keceMiHiH 6acbiHaH
COHILIA 1O, OHbI aJbIM KaJayJlaH
Kallybl OHBIH alaMrepLliJliKTeH »Kypaai,
aKbIJIbI Tas13 aaM €KeHITiHiH auFakTanbl.
Op yaKbITTa J1a OHePJli KeJleKe KblJIFaH,
FBIIBIMFA MYPHBIH LIYHipe KaparaH
YKanjgauantap emMip cypret. ournece,
Hosnbuin « Maxam6eT xKalijibl akplijiaca
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KeJireM» JiereHine MUHUCTP bBaiimaramoOeT
«9, oHe Gipey ekeH roii. Kait 6ackapmana
icredTiH eni?» nemec eni. Ocbl JUAJIOTTArbI
capKasMmjibl OKH OTbIPBIIT, 2KY3iHe bl3aJbl
KyJIKi yiipineni. ©3 keseHKeciHeH o371epi
KOPKBII 2KypeTiH MoeH1eT MUHUCTPI
Batimaram6et AfillryakoBHY T€, HHCTHTYT
6acibichl Kaiibinmkaau EcumoBnu te ipisi-
ycaK KyJIbIKTaH KeM i3fieren 6akan ecernrep.
Ouiapzbiz 03 apanapblHIarbl OHriMeJepi
apKblJIbl KOFAMIAFbl 9JIJIETCI3/IKITeH
OeTrie-6eT KeJiecit. bIKbl1acThIH: «ThlI-
ThIHBILLI >KATKAH KOPJIeH Ky OACThl Ka3blIl
aJiblMl...» JIell, Ma3achl KeTKeHi COHLIAJIBIK,
6acTaH KyTbLTy YIUIiH UHCTUTYT GACILIbIChHI
Kafibinkanura Te3aetin Tancblprbichl
kesiefli. JlokTopabirbiH ocbl Maxam6eTTiH,
No033usiCbIHAH Kopraca Ja, «6yJ1 Ky 6acTblH
o/leOUET MeH eHepre KaHaal KaThiChl
6ap? TinTi el KaTbIChl 2KOK KO Jier,
COJI OJICHJIEP TACKBIH Cy/lall aFbIJIbITI
LIbIKKaH 6acTbl KoprayiaH Karibinkanu
na typa Kawansl. «Ky 6ac, Ky 6ac» aen
Maxam6eTTiH 6acbiHbIH TOHiperinie opoireH
KeHinkepJaepiH AepTTi MiHe3/iepine,
KepitapTna neinjaepitne Kya 601aMbl3.
Benrini coinmibl Ouip6ek ChlFaiIbIH;
«JIpamaTyprust — KbIM-KHFall HHTPHra.
Apbackan ceszep, apnaJbicKaH
MiHe31ep, MbIH KyOblIFaH Kac-Ka0dak
TeH »kKaH Oepicil, »KaH aJbICKaH 9peKeTTi
€e3, Kapa TacTbl KaK afiblpap OTThbl J1a
OTKip Tis» (3) fereH nikipine Kocbl1ap
OoJicak, LiblrapMajaa 6ac cyfeKkTeH
VPKe KalllKaH KeHilKepJep TapThIC
ycTinzie epekiuesnene Tyceni. Ipamanarbl
TapThICTbIH MOHiH »KeTe 3epTTereH
¢dpaniy3 Teatp mamanbl [latpuc [1aBu
«Tearp TypaJibl cosnirinue»: «JIpamasbik
TapThIC JpaMaHbIH aHTOTOHUCTIK
KYLUTEPiHiH KAKTBIFBICBIHAH TYBIHAAN/IBI.
TaprhicTa KeltinkepJsep, ko3Kapacrap
Hemece Gedrigii 6ip »Kargaiaarsl op Typai
nosuuusap 6ip-6ipine Kapcbl Typaibl»
(187) — neren. I1becana neriari Taptbic
MiHe3/Iep/liH caH KyOblJyblHAH KOPiHE/.
XaJbIKThIH KAMbIH eMecC 03iHiH Kapa
OacblH OHJIaFaH ILIEHEYHIKTEeP/IiH KaH
TYpPLUIirepJiiK Co3AepiHeH LLIOLIKUCHIH.

Connai anamaap/biH TOFbILIAPJbIK
OpPEKeTTEePi apKblJIbl ABTOP O3iH TOJFAHTKAH
MoceJiesIe Pl KOPKEMIIKIIEH KeTKi3e/li.
«TynranapablH» TaOUFATBIH MYCiHIEY
Gapbicbinia PaxbiMaKaH, ailHanachlHIAFbI
JKarbIMIAa3/blK, eKixKY3/iJiK, 6Tipik
OeJICeHIiTIK, aNasKTbIK — OChl ajlyaHaac
KeJIEHCI3 TYyCTapAbl MAHCYK €TYi, OHbI
CaxHa 3JIeMEHTTEepiHe call KepceTe aJybl
Jipama YylliH Heri3i MingeTTepini Gipereii
nen 6isemiz. XXI racbipsibiH OKbIpMaHbl
MaxamOeTKe KaTbICTbl MaJliMeTTep/li KaKChl
Oiseni. «bacTtbl» okblFaHaa, rajibiM Kalblm
TEeH KaJia 9KiMi TypaJibl OWJIaHBIT KaJlaphbl
XaK, OHJIaHFaH/a, OKbIPMaH CaHaCbliHA
3epTreyJepaeH Oedriai aknaparrap MeH
JIpaMaTyprTiH epKiHAIr TypaJibl olJap Katap
CaJIBICThIPBIJIBITT OThIPA/b.

Aranmbliil 1pamMajia KeiinkepJepin
apachblH/Ia Y3bIH-COHAP 9HTiMe XKOK.
JlnasorrapiaH ThIHbIMCBI3 9peKeT, MiHe3
aulyra MypbIH/IbIK O0JIaTbIH epeKlleiKTep
6ap. pamasibik TapThiC OChlIaKIIA YKeIel
HacTaJbln, oTKip famu Tycei. [IbiHabiKTan
11asral KeTKeH MeKeMe 6acllblIapblHbIH
e3apa LUMeJIeHICTepi KYHIIPT KaTKaH
KoT »KoUTTep/iH OeTiH alaabl. ExiHiii
HoJimie 6aCTbIH KOKTay1IbIChl Kypak
LIaJIIbIH, 2Ka3FaH XaTbIHAH »KOFapbl OUJIIK
Hacbinnarbiiap Maxam6eTTiH 6acbiHa
i3ney casybl — paMaTyprusiHbIiH OJlaH
apbl LUMPbIFa, LIHeJIeHice TYCyiHe YJIKeH
ceben GoJiapl. Ocipece, aBTop ic-

TYCCi3 KoFaJiFaH 6acKa i3iey cajqymeH
Oipre KOMaKThl aKllaJaakl ChIAJIbIKTBIH,
TIrITEHIH WblFapMara CoTTi NallaJaHFaH.
Ocpni Tycra ['ymkaxan Opra yKbIMBIK
mMoHorpadgusaa «Ocbimen MaxamobeT
OrteMmicysbiHbIH 6acbiHa €Ki peT aKliia
Tiriiren eken. Bipi — Tipicinne »xoranty
VLIiH, eKiHlici — »KorasiraH 6acTbl Tady
yuin. [Tapanoke!» nen Kecreneii keJe,
«bac tabbliran coH, 6ip Kesjie Kepek
eTrereH akim KapayblikozKa cos1 6acTbiH
apKachlHJia IeNyTaTThlK MAHAATKA TyCIeK
6oJica, XKy3 MbIH J0JJ1ap/ibl MUHHUCTP MeH
rasibiMziap 6eJin agbim, 6ipi 3MpaTThiH
Oaceinaa 6asHaaMa »acarl, akageMHK
OoJiyra, eHai Oipi elKimM OiIMEHTIH KyNus



KaJlip-KacHeTiH caHamaJan oepyre,

Oipi acblpa MaKTan akblHMeH Gipre o3
JIAKMbLIPTHIH acbipyra ackiryia» (Kasipri
Ka3akK JIpaMaTyprusiCblH1arbl HHHOBALUSJIBIK
isnenicrep, 86) neren ot Tyiteni. bya
oinan MaxaMmb6eTTiH 3amaHbIHa OoJiraH
caTKbIHIAP OChbl 3aMaH/ia 1a 6ap eKeHiH
avirakraidpl. MaxamOeTTiH aTbiH
JKaMbLJIbIN aTaK-1aHKKa YMThLJIFaH1ap
APKblJIbl OKUFaHbBIH, L1aPbIKTAYbIH/A 11aJ1a
cayaTThlJIbIKTbIH, TAKKYMapJIbIKTbIH 60sybl
KOIOJIaHA TYCe/li.

«OH, MeH caraH 6acTbl 1opbacbiMeH
Kabbl11an aj aeiM Foil» en GyJakaH-
TasikaH OoJiran barimaramGerke blkbliac:
«... met Karbinkaiau EcuMoBHUYKe aKbIHHbBIH
astyJibl 6achbl 63i 6ackapaTblH HHCTUTYTbIHA
KaObl1an aJj Jen yceblHAbIM. bipak o kici
03 6AChIH aJibll KALIThI» JIeTeH Co3iHeH
Hacbinia 6ip-6ipiH :KakTan oTbiprasiap,
eHJli Ky3/1aH KyJ1aTyra »KaKblH TypraHaapbiH
aHrapy KubiH emec. baiimaramber:

«OH, OTeMiCOBTIH 6JIeHIePiH TaApUXH
(hakTiiepMeH Koca 3epTTer, KiTam »Kasbir
JKYPreH ceHjiep eMeccinep Me?» Jerenje,
Kaiibinkamnu conpa ga koumai: « Qg —
no33usi. A 6yJ1 KepieH 1IbIKKaH Ky CYHeK.
bi3 Tek esieniepin 3epTTerimMis, 6oJbI» e,
e3iHlle e3eypeyi KiciHi MyHra 6aTbipajibl.
AnTbiH 6acThiH KajiipiH GiMereHaepiiH
JIOM eTil OHaN OTbIpFaHbIHA illiH y1ai
alllbIN OThIpajibl. ABTOp afaM GOUbIHAAFDI
I'YMaHHUCTIK KYH/bIIBIKTbIH 9JICipEreHiH
ocbl 6ip colsieMiep apKbl/Ibl XKeTKi3e/l.
Ochl TycTa avita keteTiH Gip KalT

6ap. «bac» 1birapmachiHa Tapuxra
OoJIFaH OKUFaJIap/iblH, i3i caripan »KaTblp,
ABTOP/IbIH, OYJ1 TAKBIPBINThI 2KaH-AKaKTbl
3epTrereHi apbip ce3iHeH KopiHe.

OraH Koca OKbIpMaH/ibl OAJIaHTbIIN Ta
TacTalTbIH TycTapbl 6ap. MaxambeTTiH
0ac cyieri apKblJibl OHbIH, PyXbIH
ceszlipret xKoHe MaxamOeT 3upaTbIHbIH
Kai/ia opHaJacKaHblHa XKOJ1 CIITEI, KOH
kepceTkeH Kypak akcakas ja, aHTponoJior
Hosub [HasxmeToB Te emipye 60Jran
anamaap. Ay, MonieHueT »xkaHe 6iJim
MUHUCTPI, ofebueTii ranbiM Katibin,

KaJsia okimi Mimaur — 6api Tapuxra 6oJiraH

ajlamaap eKeHiH JpaMaTypr MeH3ey
apKbl/bl TaHBbITKAH. bi3nin 3amannacrap
KeHinkepJiepre »KyKTeJreH KbIaMeTTepi
APKblJIbl TAHBII, 0J1aP/bIH TPOTOTUITIH
Oip/ieH TyciHe KOs/IbI.

Enni Katibin neren kim?! bys cypakka
Pusa Oamyxan «bac xoHe Hambic»
MakKaJsacbliHaa Obliai xxayan 6epeqi:
«Kafibin iereH KeHlinkep/iH npoToTUIi
FbibiM akazieMUsICbIHBIH, aKaJleMHTT,
Maxam6eT no33usiCbiH 3epTTEl KaHa
Kotmatl, akbiH Taiibip JKapokosnen Gipre
eJIiMi3iH 6aThiC aliMarbiHa HapbIM, XaJbIK
OaTbIpbIHbIH 3UPAThIH i3/leyre aTcasblCKaH
Kaxbim JKymasineB ekeHiH FblJIbIMU
opTa ceain oTbipajbl. « MaxamOeTTanya
Kol eHOeK eTKEH aKaJIeMHUKTI »Kagylllbl
KaJlakiia »>KarbIMChI3 KyHre Tycipsi?
Here?» neren cypak TyblHAaybl MYMKiH.
By opatina »xkasyibiHbiH, 63 ofibl — Kaiibin
APKblJIbl KEHECTIiK casicaTThIH Ka3aKThIH,
VJTTBIK MOJICHHETIHE, YATTBIK MypaTbiHa
TexXKey caJiFaHblH KEeTKi3y OUbIMEH OHbI
JKHHaKTaJIFaH /TMnTemlipiJlreH/ OerHe
etin comaay» («bac» xoHe HaMbIC)

JIeT 63 OFbIH alliblk Oistipren. YKasyuibl
Kaxkbimranu yKymasnueBke ykcac apamaia
Kaiibinkanu EcumoBuy geren atTbl TaHaan
aJybiHbIH ce6ebi — ochl. J[Ipama GolibiHia
baiimaram6er — munuctp, blkbiac —
6actubl. Ockl eki Keflinkepi KocapJ/anablipy
APKbLJIbI KA3ipri 3aMaH KepiHiCiH HAKTbl
Heilnesieyinae. OUTCe e, Apamatypr oJap/pl
OYTiHri KYHHIH KeHinKepJepi eTin aJsca aa,
eKEYiH JIe ’KaFbIMCbI3 OelHe/le CypeTTereH.
XaJiblK OaTbIpblHA ONACBI3/BIK KacaraH
CaTKbIH alaMIap/blH ecimaepi coa cunarra
duIKepe OOJICBIH JIeTeH aBTOP/bIH TYMKi OHbI
6oJiranra ykcaianl. Kesinne MaxamberTin
eJliMiHe cebenuui OoJsiraH Oalap MeH
MaHanTap/blH aTbl-2KeHiH 19J1 CoJl KyHi
o3repTnel OYriHri KyHri LeHeYHIKTep MeH
aTKamiHepJiepiH aTbiH atarad. Mcartaii
eciMiH OYTiHTiHIH OMMO3ULIKS MYllIeCiHe
»KaTkpI3raH. Ei 19yip agamaapbiHbIH MiHe3-
KYJIKbl MeH GOJIMbICBIHAH YKCACTBIKTAP
isneren. bipak, oyrinrinin, Maxambeti —
myJiae 6eJieK, MACKYHEM aKblH.

Jlpamara KyJiKiJi TycTap/pl 1a ipaMmaTypr
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coTTi Kipictipe Oisren. baiimaram6eTTiH
«OH, KbIFbILI KYC, KbI3FbILLI KyCTbI», «OH,
KY3FbIH/IAP, KY3FbIHAAP» JIeTeH »KaHbl
TOpbIKKaHaa akbiH MaxambeT» ner, 6acTbiH
Kail KalbIpPLUBIHBIH KOJIBIHA KeTTi €KeH JeM
KalFblpFaH CbiHAKN TaHbITKAHbI, 6ACThIH 6pi
Oipnei nen 6ip 6acThl opan aKeJie cajraH
JIypHSIHBIH KbLJIbIFbI €3y TapTKbI3aibl. by
COTI KYJIKiJIi OOJIFAHBIMEH, OHbIH, aCTapbl
Tepenjie. bi3 Here kynemiz? MakcaTka xkeTy
JKOJIBIH/IA TypaLUbLIABIKTaH Tato, ce3 O6eH
iCTiH collKeC KeJiMeyi, KoraMra JIalblKChl3
MiHe3 KepceTy, TaKTa OThIpFaHAap/IbIH
nanbaca TipJiri, oJlapra »KarblHaTbIH
eKDKY3/IepAiH ecepcoK ici — ochl ceKiJi
KyJIKi Tynpipap ceGentep Kor. Koramja
00JIbII 2KATKAH OCBIH/IAN »KaF1asATTap/bl
aBTOP IOMOPJIBIK TOCIIIEPMEH 2KAKCI Oepe
6isi. BacTbl KepreHHeH KepiHe KakTa anap
Jien Typa KallKaH yiieyi eHJii coJl Ky 6acTbl
KaJlaizia Taybll ajyra ereH KaHTalachl,
KOPiHIeHHEH KOMeK TiJlereH TipJiri OyTiHri
KYHHIH J19/1 CypeTTeJ/ireH KopiHici. ABTOPJIbIK
MaKCaTThl, CypeTKepJiiK MypaTThbl KYJIKi
apKblJIbl, MBICKbBL/T aPKblJIbl OPHBIKTBIPY
— Paxbivkan OrapGaeBTbiH 1e6epJirid
KepceTei.

Kanamreppuin Kait ketiinkepi 6oJca
J1a, MyHJIal OMipJe »KaJIFbl3 €MeC JAereH i
OinipeTiH ONIbl TAHBITAbI, SIFHH
JyHHeKyMap oieJ xkanrbl3 Kalkapus emec,
Typa connail nurblaarsl ypus na 6ap. Con
CUsIKThI, JloypeH »KaJsirbl3 emec, KacbiHia
Aiibim 6ap. Kasak xasikpit pyra 6eJir, 6ip-
OipiHe Kapchl KOWFaH KEHECTIK CasiCaTTbIH,
auipl cabarbl xKaThip. EHjiri »xkepjie
KapanaibiM aybli 6anachl Jloypen meH
KaJlaHbIH KbI3bl AfbIM eKeyi 6ipre XaJibik
OaTbIpbIHLIH 6ACBIH ap/laKTaya bIHTBIMAK
KepceTeli. XaJbIKTbIH O0JiHOeATIHAIr MeH
OipTyTacThIrbIH aHcaraH xactap loypen
MeH AfibIM apKblJTbl €J1TiH 60J1alarbiH
comaibl. ABTOpP yCTaHBIMbI OCBIH/IA.
Kenectik 19yip/ie »Ka3bljiraH LiblFapMasapia
KOPKEMIK LLICILIMHIH »KacaJ/lybIHbIH, 63i1H/iK
epekueJiri 60Jibl, SFHU dJIeYyMETTiK
TYPFblIaH «0ai» CTaTyCbIHAAFbl KeHiNKep
OKHFa COHBIH/IA JKEHiJliCKe YILIbIparl,
«asIFbIHBIH acllaHHaH KeJlyiMeH» asikraJca,

aJl ToyeJIci3 MeMJIeKeT TYPFbIChIH/A
MBI3FBIMAC OipJIiK, 2KacTapra, oJ1ap/ibiH
OoJ1alllaFbIHa JIereH CeHiM OpbIH ajabl.

Jlpamatypr e3i eMip cypreH yakbITThIH
JKaH-2KaKThl MaCeJIeJIePiH ChIHFa aJ1a/bl.
Paxbimzkan OTap6aeB osapibl KyH/e
03 KO3iMeH Kopill >KYPreHAiKTeH, el
KUBIHJBIKChI3 cypeTTen OepreH. byrinri
3aMaHHbIH, alaMJapbIH CBIPTKBI KaJIbITKA
casMai-ak, KepkeMjik 605y Kocnai-
aK, 6ycdhdoHHanabIK acipesieyciz-aK
eMipJeriiell WbIHANBI eTil KopceTe
ajiybiMeH GaraJibl. JKacblpaTblHbl 2KOK,
Ka3aK yKepiHJIe KerTereH KUbIHABIKTaP/bIH,
ONIJICTCI3MIKTEP/LIH, OPbIH aJIFaHbIH
KO3iMEH KOPreH »KagyllblIapablH 6api
Oip/ei albl WbIHIBIKTHI KAUMBIKITald
»Kasa ajMachl aHbIK. OJ1i 1€ Kem KaHuTTbIH
GeTi 2ka0yJibl KyHiHe KeJeni. A,
PaxbiMrKaH iiblFapMasapbiHbiH, illliHje
WIBIHABIKTBIH, OTKipJiKTiH TaObl 6apblHA KYd
6oJiacbid. byriuri 3aman Ky#iin uepreTiH
OYJ1 TYBIHJBICBIH/IA MaHCATTKOPJIbIK,
TYpJ1ayChI3/IbIK, ChlGalIaCTbIK CeKiJLi Koram
aypybl MEH CbIPKATbIH OYKIIeCi3 KOPCeTTi.
Kanamrep KaOGbipracbiHa OaTbII KypreH
TYHATKIiJIIEpre »xayart i3aei.

MiHe, »KblJIbl KEHCE, KYMCaK KpecJiora
JKalFachlI anrad 0acThIKCbIMAKTapAblH
ChIAKbI oChbl. [{opexkeci cas :Korapbliaca,
JKaT TYTiJi 2KaKbIHBIH 18 YMbBITBIIT K€TETiH
MyHZa# nieHenepMeH Kui 6etne-6eT KeJin
»KaTaTbIHbIMbI3 Oap. bacliibl peTinie o3iHiH
KOepereHIiri, ef-epici e3re/ieH oKlIayJJaHbIl,
JlapaJiaHblll TYPFaH »KaHaap/iblH, KaTapbl
ThIM cUpern 6apa »KaTKaHblH HeciHe ilimi3re
cakrail 6epemis. By yuieyi tarbl 1a ocblia
nayra Tyceni. Tycrnerenae KalTChbiH, TarnkaH
ajiamMmra OepeTiH MUJIJIMOH J0J11aP/biH
Oybl ThIHbILI 2KaTKbI3a Ma? Ockl TycTa
CbIOANIaCTBIKTbIH, KyJlbl, TaPaKOPJIBIKTBIH,
TYTKbIHbI OOJIBITN XKYPTeH 93-331J1e PJliH
OBIKCBIK TipJIKTEPi JIe KblyIaH 6epefi.

Mynja 6actbl KahapmaH oK,
kahapman Maxam6etTin 6acbl. Con
cebenTi, aJIKMCCcachbiHaH asirblHa JIeHiH
«OacTbl» O3 eTepi TYCiHIKTI, 1ece ae Oy
JKeplle co3 Kyasay, ol Kahtasay koK.
Kepicinie, koramaa 60JbIM 2KaTKaH



TYpJli KYOBIIBICTAP/IbIH TEPEH acTapbiHa
VHIJTII, KaHLIbIIbIK ©3€TiH allyaaH
JpaMaTyprroif 1ebepJiirinin 6apbiH
6aiikaricbiH. CbIpThIHHAH OblIai TYPChIH,
Typa Ke3 aJiIbIHJa caThll KeTe OapaTblH
KOPKBIHBILITHI THOITEP Nakaa 6oJpl. Ockl
Typrbliat anranjaa PaxsiMakan OtapOaeB
Kasipri KyHHiH TYHiTKiaepiHiH ilKi
KaHLIbIBIKTAPbIH Typa COJl KaJslblH/a
KAaybIMFa T€3 KTy YIIiH KbI3MEeT eTTi.
«Munnnon anam cbliiran AsiMaTbira
Maxam6eTTin 6ip 6achl chliMaabl Ma? »
JIeTeH Cce3/li KeHiNnKepiHiH ay3blHa caJy
apKblJIbl, aBTOP LIbIFAPMaHbIH, OYKiJ
KyaTbIH OJIaH apbl apTThipa TyCe/li.
Peasnucrik webepJikneH 6apblHLLA OTKip
OefiHeJsiereH ocbl LIbIFApMaHbl OKbIFaH
calblH aBTOP/bIH OaTbLIbI JKETII KaJsai
»Kaz/pl eKeH JIen TaHKanachlH. OUTKeHi,
3amaH rnpooJieMasiapblHaH »KaJjtapa Kalliblil,
JKaCKAHUIAKTAUTBIH yKACBIK MiHE3/IeH apblia
aJiMan »KypreHimi3 »KacbIpblH emMec.

HaTtuxenep

MakaJsiaza noCcToTapLbLIAbIK XaJblK
peTinaeri Kasak TapuxblHa JIereH, OHbIH,
JKYPIl OTKEH 2KOJIbl TypaJibl ApaMaTyprrbiy,
03iH/IiK K63Kapachl MeH uiesichl 6ap
eKeHJliri capananipl. «bac» npamachl
MeH POMaHbIH CaJIbICTbIPMaJibl TaJ1ay
FasIbIMIaP/IbIH eHOEKTEPiHEH MbIcas KesTipe
OThIpbIN XkKyprizinii. Keitinkep 60/MbIcbIH
TaHBITYAFbI [ICHXOJIOTUAJIBIK TEPEHIIK,
KOPKEM LlblFapMajiarbl GastHaay/ibiH
JKOJIIAPbI, CYPETTEY/IH XKyHeci, KopKeM
MOTIHHIH C€MaHTHKAJIbIK, CTUJIUCTHKAJIBIK
KYPbLJbIMbI 2KaUbIHIAFbI i3IeHiCTEP

— Kazipri Kasak JpamaTyprusiChiHbIH,
JKQHPJIbIK CUITAThIH aHKBIHAAUTBIH/IBIFbI
OaraJsianjbl. Kasak anebuertinueri
JIpaMaTyprus KaHpbIHbIH 1AMy
TEHJIEHUMACHI, MOITHKAJBIK epeKLIeJiri,
KOPKEMJIIK LIBLIH/IbIK MACeJIeCi KOTepiJii.
MakcaTka coiikec, nbecajaarbl 3aMmaH
OefiHeci Mblca/iap apKblJbl 1aJeJIeH]].
ConbimMeH KaTap, «bac» npamachiHbIH,
TAPUXH-dJIEYMETTIiK 2KaHPbl TAJKBIIaHbIM,
TapThICTbIK OOJMBICHI CapaJsiaHibl.

Hotnxkecinne, nbecanbiy «bac» nen
aTaJyblHbIH 631 OKbIPMaH Ha3apblH 63iHe
ay/lapblIn ajaTblHABIFbI, KaJaMrepiliH
cypeTKepJiK ebepairi peTinue MUPTIK-
3THOTpaUsIIBIK JeTalbAeP/i coileTe
6isty KabiseTi JpJieieHin WbIKTbl. YATThIK
JIlYHHETaHbIM MeH ToJ1 PUI0COPHUIHBIH
YUIKbIp Gisripi 60J1a Ginren PaxbiMkaH
Otap6aeBTbIH 6TKEH MeH OYriHri KyHHIH
OaiJlaHbICBIH ThIICHIM GalJaHbIC apPKBLJIbI
JKeTKi3e aJiybl OYTiHTi KOFaMHBIH KeJIOETiH
KepceTyre MoJl MyMKiHJLiK 6epei.
Ocblnaiiiia, oHbIH ApaMaTyprusicbiiia
3aMaH OeiHeCi alllbIK CypeTTeJil, YATThIK
KYH/BIIBIKTap MaceJieci 6acTbl opblHIA
TYPaTbIHbl aHBIKTAJIIbI.

Herisri TyXbipbiMmpap

Paxbivakan Otap6aeBToiH, «bac» npamach
TyJIFaTaHyFa KOCbIIFaH epeKllie TybIH/Ibl
€KeHi capanTaJsblir, MOCTOTapLIbLI eJiep
JIPaMaTypPrusiCblHIarbl TAPUXH TAKBIPbINTI
KOTEPYiH »KaHa MOJIeJli €KeHIITT 2Ka3blJ11bl;

JlpamaTypr 1iblFapMallblibIFbIHAATbI
isfeHicTepiH KaHAILIBUIIBIK JeHre i
AHBIKTAJIBIM, TOCTOTAPIIBIIIBIK TEOPHS
TYPFbICbIHAH KapacTbIpraH/ia TapuxH
KeHinKep »kacay/lblH KaHa TaCiJli eKeHJiri
OastHIAJIbI;

Jlpama aBTOPBIHbIH CIOXKET Kypy,
KeHinkep comaay, kaitananbac gpopma
»Kacay webep ik Kblpaapbl alThLIIbL.
[Tocrorapuibliibik 3amMan GeilHeciH
KOPCETYyeri oflic-Taciaepi alThblJIbI;

Jlpamatyprrix WbliFapMallblIbIK
3€pPTXaHACHIH alKbIHAAM, Ka3aK
TeaTpblHA KOCKaH YyJeciH cajamakrarl,

OHbIH, KOPKEMJIiK-9CTeTHKAJIbIK 13/1eHiCi,
YCTaHbIMAPbI 2Ka3blJLb;

3epTTey/ie FhlJIbIMHU XKYMBICTa OPbIH anap
METOJ0JIOTHSJIBIK 9/IICTEP MEH TACIIEP
Heriz 60J11bl. ATan aiTKaH1a, Mypax<aiiarbl
JIepeK Kosiepi MeH paMaTtypr KalblH/1a
AUTBLIFAH €CTeJIKTep/i XKUHAKTAY,
JKyHediey, Tasaay, TYKbIpbIM 2Kacay ajiicTepi
KOJIIAHbLJIIBI.
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KopbITbIHADI

JKorapbia aiThin eTKeHeH, MbeCaHbIH
ap Geuiiri KaJblH OHJIbl caaMakTan Typ.
«MaxambeT akbIHHBIH aUTbIJIMAaN KaJraH
COHFbI €631 KaHaail 60J1Ibl eKeH? » JlereH
of KesieJti. Aam emipinje KyaHbilll eH
oKiHill Katap »ypesi. Asi, « Exisiin 60#ibl
€H TOFai, eJ1 KOH/IbIpcaMm JIeT e/liM» HeMece
«AprpIMaKKa aijiail Tara KakTblpca, Kijeren
KaTKaH EAiiiiH, KoKile My3blHaH Tasip Ma? »
Jien xKbipsaran ep Maxam6eTTiH iinue
apMan GOr KeTresi ien onsancei3 6a?
PaxbiMzkaH KaJiamMbl COHbl MEH3€I OThbIp.
OnbIH yeTine Paxbivkan Otap6aeBTbiH
OYJ1 TYBIH/BICEI ©TKEH TapUXbIMbI3/IAa KeTKEH
KYPZEJi MoceiesIepliH 03€KTi TYCTAPbIH
ecKe Tycipyre KpI3MeT eTTi.

JKannbl menxoorusiibiK aicTepii,
(hOJIBKIIOPJIBIK YKaHE PaHTACTHKAJBIK,
3JIeMEHTTep/li, 6acKa Jia TOJbIN KaTKaH
LIAPTThI aMaJIap/ibl 9p Ka3yLlbl-ApaMaTypr

63 bIHFaliblHa Kapail KosnaHajibl. CoraH
Kapam ap KaJjamrep e3iHiH eMipJiik
KO3KapachIMeH, CTHUJIIMEH »KaHAJIbIK aJlblll
KeJie asazbl. JKagyubl nposa 60JChIH,
Jipama 60JIChIH, OapJbIK LIbIFapMaJiapbiHbIH,
O0MbIHA OYPBIHFBI KAHATTBI OpaJibIM/Ia /b,
KOHEPreH Cos3lepli, OTKip TipkecTepai
opailibl nanananran. Tini ce3nik
KOPBIH/IA CaKTa/lFaHbIMEH, KAPbIM-
KaTblHaCTa XKHi KoJiiaHa 6epMelTiH

KOHE CO3JIep/i e Ke3lecTipeMis.
Paxbimzkan OTap6aeB aliIbIKTbI coO3ae P/l
6ar3bl KydiHe asna caamar, onapbl

03 MaKcaTTapblHa Opai XKaHFbIPThII
HIbIFapa ajraH/bIFbIMEH epeKlieseHe].
Tapuxrarbl TaGaHBIIbIK TIEH TaMblp/arbl
TeKTUIIKTi YIITACTbIPA OTBIPbIII, TYJIFA
MeH TOObIP TAPTHICKAH MbIHA 3aMaH/a
3aMaHa WIbIHABIFBIH OYKIleci3 cypeTTereH
JipamaTyprrid, « bac» TybIHIABICBIHAAFbI
afTap TOJIFAHbICHI KbIPAKThl OKbIPMaH
KaybIMbIHA OF caJjiapbl CO3Ci3.
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PAXbIMXAH OTAPBAEBTbIH «BAC» LPAMACBIHAAFbl 3AMAH BEMHECI XXOHE YNTTbIK KYHAbINBIKTAP

KanbipanueBa Aiizat, JKakcblibikoBa Mepyept

Kasaxckuii HalMOHAJIbHBIH YHUBEPCHTET HCKYCCTB

(Acrana, Kazaxcran).

Kasaxckas naugoHasnbHas akajaeMus uekycets uM. TemupOeka Kyprenosa
(Anmartnl, Kazaxcran)

HALUMUOHAJIbHbBIE LLEHHOCTU U OBPA3 3INO0XHU B APAME «BbAC» PAXbIM)XXAHA OTAPBAEBA

AHHOTaumsA: HauMoHanbHas ApaMaTyprusa — KAKYEBOW XXaHP Ka3axXCKOM UTepaTypbl, KOTOPbIN
B HaCTosLLEe BPeEMS pa3BMBAETCS HOBbIMM TeMnamu. B Hauane XX| Beka M3BECTHbIN NMcaTenb
PaxbiMxaH OTapbaes, n1040TBOPHO paboTaBLumMiA B 061aCTM IMTepaTypbl U MCKYCCTBA, BHEC 0COObIN
BK/1aJ, B Pa3BUTME HE TONbKO HALlMOHANbHOM ApaMaTyprum, HO U TeaTpasibHOro UCKYCCTBa. [NaBHbIM
[LOCTOMHCTBOM ApamaTtyprum OtapbaeBa, LEMOHCTPUPYHOLLMM eé cBoeobpasue, ABNSETCS aKTyalbHOCTb
3aTPOHYTbIX TeM. B cBOMX ApaMax OH packpbiBasn COLMAIbHO-AYXOBHbIE BONPOChI U OCBELLAN
obLecTBeHHble Npobaembl. [103TOMy ero gpamaTypruyeckue nNpou3BeLeHNs YacTo BXOAST B penepTtyap
BeLyLLMX TeaTPOB CTPaHbl. B Hay4YHOM cTaTbe Bblna NpoaHanM3npoBaHa Nbeca Apamatypra «bac»
C UCKYCCTBOBELYECKO-TEATPOBEAYECKOW TOUKM 3peHUs. BcecTopoHHe paccMoTpeHbl TeMatnyeckas
HanpaBAeHHOCTb ApaMbl «bac», MAEMHO-XyA0XKeCTBEHHbIE 0CODEHHOCTH, XKaHPOBbIW XapaKkTep, Lenb
CobbITUI M NpuMpoaa KOHMANKTOB, MCUXOOTMYECKan rybrMHA B3aMMOOTHOLLIEHUI repoeB U Apyrue
acnekTbl. [IpoaHanu3MpoBaHO Xy[0XECTBEHHOE MacTepCTBO ApaMaTypra, KOTOpbli NPpOAEMOHCTPUPOBAN
TOHKYH CBSI3b MEXAY NPOLLIbIM U HACTOALWMM. Ha 0CHOBE M3y4YeHMs AaHHOM Mbechl PACKPbIBAOTCS
XapaKTepHble A5 ero ApaMaTyprum No3T1Ka, MybruHa No3HAHUS U CO3MAATENbHBIIA NOATEKCT
XYLOXECTBEHHOro MMpa. B xoze nccnenoBaHus TBOpYeCcTBa NUcaTens onpeaeneHa LeHHOCTb ero BKNasa
B pa3BUTHE APAMATYPruyeckoro UCKYCCTBA M ero MecTo M posib B Ka3axckoi Kynbtype. Dopmupyetcs
NMOHWMaHWe MHAMBUAYANbHOTO XapaKTepa KOCMUYECKOro SABNEHNUS Ka3axCKOM Ky/bTypbl B pa3BUTUK
LpamMatypruum v no3TUKM B NMOCTKONOHUANBHbIX CTPaHaX. B Hay4HOW cTaTbe C MOMOLLbI0 METOA0B
XYL0XEeCTBEHHO-TeaTPasIbHOro UCCIef0BaHMS NpoaHanM3MpoBaHa nbeca apaMaTypra «bac.
Kntoyessie cnoea: PaxbiMxkaHa OTapbaeBa, ApamMaTyprus, XaHp Apambl, NEPCOHAXM, TEMA U Uaes,

CHOXKET, KOHMAUKT, Xy[,0XKeCTBEHHAs MOAMUCh.

Ans yumupoeanus: Kanbipanvesa, Ai3ar, u KakcbinbikoBa MepyepT . «HaunoHanbHble LEHHOCTU U
06pa3 anoxu B Apame «bac» PaxbimxkaHa Otapbaea». Central Asian Journal of Art Studies, 1.9,
N22,2024, c. 156-174, DOI: 10.47940/cajas.v9i2.882

Asmopel npoyumanu u 0006punu OKOHYAMENbHbILU 8apuaHm pykonucu u 3aseisom 06 omcymcmauu
KOHGIUKMA UHMepecos.
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NATIONAL VALUES AND IMAGE OF THE ERA IN THE DRAMA “BAS” BY RAKHYMZHAN OTARBAYEV

Abstract: National dramaturgy, a key branch of Kazakh literature, is currently developing at a new pace.

Dramaturgy of the 21st century is distinguished by its originality, which is based on the preserved
previous artistic heritage. The dramaturgy of the 21st century draws heavily from the legacy of
artistic creativity that came before it, and is distinguished by its desire to innovate in accordance
with the needs of the times. In the first decade of the 21st century, the renowned writer Rakhimzhan
Otarbayev, who worked productively in the field of literature and art, made a significant contribution
not only to the development of national dramaturgy but also to theater art. The main advantage of
Otarbayev’s dramaturgy, which shows its originality, is that he bravely addressed topics that had not
been discussed much before. In his dramas, he comprehensively explored moral issues and social
problems. Therefore, his historical and social dramatic works are often found in the repertoire of
national theaters. The purpose of writing the article was to determine the thematic scope, ideological-
artistic features, genre character, nature of the events, conflict, and psychological depth of the mutual
relations of the characters in the drama “Bas”. The main tasks are to distinguish the artistic skill
of the dramatist, who was able to show the delicate connection between the past history and the
present. Additionally, the study of this play was conducted on the basis of the post-colonial theory.
The poetics, knowledge, and the creative background of the artistic world characteristic of this drama
were considered. Furthermore, he tasks included analyzing the writer’s dramaturgical methods and
evaluating his place and role in the development of the art of drama. As a result of the study, the
value status of the writer’s work, including dramatic works, was determined. Based on the author’s
phenomenon in the space of Kazakh culture, and his individual character, it is intended to form an
understanding of the development of dramaturgy and its poetics in modern post-colonial countries.
In this scientific article, the dramatist’s play “Bas” was analyzed using methods of art and theatrical
research.

Keywords: Rakhimzhan Otarbaev, dramaturgy, drama genre, characters, theme and idea, story,
conflict, artistic signature.
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POJIb
MOCTKOJIOHUAJIUZMA
B YCTOMUUBOM
PA3BUTUU MOJ1bl

)Kanesnp MycaxaHoBa'
'Yuusepeurer KUMIIT (Anmarbl, Kasaxcran)

AHHOTauus. B nocnenHune gecatnneTs MHAYCTpUS MOAbl CTONIKHYNACh C BbI30BAMMU, CBS3aHHbIMU C
3Konornyecknmu npobnemamu, rmobanmsaumen n KynbTypHON MOEHTUYHOCTBIO. B pamMKax 3TMX BbI30OBOB
nccnefoBaHa UCTOPUS KOIOHWMANM3Ma U ero BAUSIHUE Ha MOAY, @ TaKXXe BO3MOXHOCTU MHTErpaLmm
MPUHLMNOB YCTOMYMBOIO Pa3BUTUS B B3LWH-MHAYCTPUIO. B cOBpeMeHHOM MUpe HeOBXOAMMO YYMTbIBATDL
BOMPOChI 3KO/I0rMYECKOM YCTOMUYNBOCTU, MEPEOCMbICIEHWNE KY/IbTYPHON ayTEHTUYHOCTU IKOHOMMUYECKOW
cnpaBennnBocTu. Llenb nccnenoBaHus - aHanms BAUSHUA NOCTKONOHMANN3MA B YCTOMYMBOM Pa3BUTUU
MOZpbI, BbISIBUTb OCHOBHbIE MPUHLIMbI U BbI30BbI, MPEAIOXUTH MPAKTUYECKME PEKOMEHAALMN 1
cTpaTeruu, cnocobcTBytoLme co3naHunto bonee cnpaBenMBOM U YCTOMYMBOM MILWH-UHAYCTPUM B
ByayLieMm.

B nccnepoBaHmmM ncnonb3oBaHbl METOAbI: KOHTEHT-aHANIN3, UCTOPUYECKMI aHANNU3, COLIMONOrMYECKOe
HabnopeHve. MpuBeaeHbl NPUMeEpPbI U3 OMbiTa HECKONIbKMX KOHTUHEHTOB B Pa3Hble rofbl, PACCMOTPEHbI
nepcrnekTUBbl peryinpoBaHuns, 06pasoBaHnsa U MEXAUCLMNAMHAPHOIO COTPYAHMYECTBA B KOHTEKCTE
dopMupoBaHUs bosiee OTBETCTBEHHOM M YCTOMYMBOM MHAYCTPUM MOoZLbl. [IpeacTaBneHa BaXHOCTb
MCNONb30BAHUSA AEKONOHMAMBbHbIX MPAKTUK KaK YaCTb YCTOMYMBOTO pasBUTUS GILWH-UHAYCTPUN. [laHbl
peKOMeHAALMM MO YAYHLIEHWUIO CUTYaLIMK CYLLECTBYIOLLMX STUYECKUX NPOBIEM M MO BHEAPEHUIO
MOCTKO/IOHUANbHbIX NPAKTUK. YTOMUHAETCS CyLLLECTBOBAHWE PACOBOrO M 3THUYECKOrO HEPABEHCTBA B
3KOHOMMKE, Ky/IbType U 06pa3oBaHMK, @ TaKXKe NMPUTECHEHMS BO MHOTUX chepax AesTeNbHOCTH, B TOM
uncne u B Mofe. OTMeyeHa He0OXOAMMOCTb faNbHENLLEero Nccaefo0BaHNs pony NOCTKONOHUANN3MA B
YCTOMYMBOM Pa3BUTUM MoAbl. O6palLeHO BHUMaHME Ha CyLLEeCTBOBAHME eLle MHOTUX NPEensTCTBUIA U
BbI30BOB Ha NyTH K Bonee yCToMYMBOM M CNpaBeaMBOW MHAYCTPUM MOABI, A5 NPEOAONEHNUS KOTOPbIX
0YeHb BaXKHbIM SBNIAIOTCS 00pa3oBaHWe, MHHOBALIMKM U COTPYAHUYECTBO.

[no6anbHoe COTPYAHMYECTBO MEXAY YY4AaCTHUKAMM MHAYCTPUU: NPABUTENLCTBOM U COLIMYMOM,
HeobxoaMMO Ans pa3paboTku M peannsaLm COBMECTHbIX PeLleHuid U cTpaTermit. IHHoBauuu B Moaensx
613HEeca 1 TEXHONOrMAX MOTYT MOMOYb YYYLUKUTb YCTOMYUBOCTb U 3POEKTUBHOCTb MPOM3BOACTBA, A
OCBEAOMIIEHHOCTb M 06pa3oBaHue noTpebuTeneit MoryT CTUMYIMPOBATb CMPOC HA MOCTKONOHWUANbHbIE U
YCTOMYMBbIE NPEeAMETbI O4eXbl.
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Knrouesbie cnosa: Moaa, NOCTKONOHUANN3M, yCTOHHMBOE pa3BUTUE, STUHHOCTb B ¢3LIJH-I4H,EI,yCTle/I,

OU3aH.

Ans yumuposarus: MycaxaHoBa, XXaHenb. «Pofib MOCTKONOHMANU3MA B YCTOWYMBOM Pa3BUTUM
mogabl». Central Asian Journal of Art Studies, 7. 9, N2 2, 2024, c. 175-194, DOI: 10.47940/cajas.v9i2.895

bnazodapHocmu: ABTOP BbIPAXAKT MCKPEHHIOK 61arofapHOCTb YBaXXaeMbIM aHOHUMHbIM
peueH3eHTaM, yoennelmM BHUMaHe ang oueHKU AOCTOUHCTB U BbiAB/IEHNA HEAOCTATKOB ,U,aHHoﬁ

CTaTbu.

Asmopbl npoyumanu u 0006puaU OKOHYAMeNbHbIL 8apuaHm pykonucu u 3asesom 06 omcymcmauu

KOHGIUKMa UHMepecos.

BBepeHue

I 1 HYCTPHsI MOJbI B HacToOsILIIee
BpeMsl HTPaeT BaXKHYIO POJib

B 9KOHOMHUYECKOM Pa3BUTHH, B
(hOPMHPOBAHUU COLIHANBHBIX M KYJIbTYPHBIX
HOPM. B To 2Ke Bpemsi, Kak KJtoueBoH
3JIeMEHT COBPEMEHHOH KYJbTYPbI
CTaJIKHBAETCS C BBI3OBAMM, CBSI3aHHBIMH C
9KOJIOTMYECKUM KPHU3HCOM, KOJIOHUAJbHBIM
HacJsieniMeM U ryiobanusauyei. Oaiu-
UHIyCTpUsi TpeGyeT MepeocMblC/IeHUs]
TPaAHLMOHHbIX MOJIXO/I0B K NOTpebJeHH!IO,
JIM3aiiHy 1 pou3BOACTBY. [ToaTomy
BOIPOCHI YCTOMUHUBOIO PA3BUTHS U
MOCTKOJIOHMAIM3Ma CTAHOBSATCS 0COOEHHO
aKTyaJIbHbIMH.

[TocTKOJIOHHAIM3M JIaeT BO3MOXKHOCTb
HaOJII01aTh TPEBOCXOJICTBO, JIABJICHUE
U BJIMSIHHE 3aMaJHON KYJbTYPbl HA
MeCTHbIH ObIT. PyHAAMEHT YCTOHYHBOTO
pPa3BUTHSI OCHOBAH Ha CO3laHue GoJee
cHaNaHCUPOBAHHON P3LLIH-HHAYCTPHH,
YUHTBIBAIOLLLEH SKOHOMUYECKHE,
COLMA/IbHbIE U IKOJIOTHUECKHE ACTIEKThI
TIPOU3BOACTBA.

B naHHO# cTaThe paccMaTpuBaeTcst
B3aUMOCBSI3b MEXK/y MOCTKOJOHHATbHBIMH
M YCTOMYMBBIMH MOJIXOlAMH B KOHTEKCTE
MO/Ibl, a TaKKe UX MoTeHUHas Jyisi
npeoOpa3oBaHUsl COBPEMEHHOHN MOJIHON
MHIyCTPHUH B 60Jiee OTBETCTBEHHY!O
M YCTOWUHBYIO CHCTEMY, KOTOpast

YUHTBIBAET KyJIbTYypHOE pagHoobpasue 1
9KOJIOTMYECKYIO 11€I0CTHOCTb.

AxryanbHocThb. C MOBCEMECTHBIM
pacripocTpaHeHueM riobanusainim 1
Pa3BUTHEM MEXKKYJIbTYPHbIX CBSI3EH
MOJIa He TOJIbKO OTpazKaeT KyJibTypHbIe
pasJ/Muus, HO CrocoOCTBYET OC/Na0J/IeHHIO
WJIM YKPETJIEHUIO HepaBeHCTBa U
CTEPEOTHUIIOB, BKJIIOYAs! OCTKOJOHHAJbHBIE.
CanenoBaTesibHO, HEOOXOAMMO U3YUHTh
BOIPOC BJIHSIHUSI TOCTKOJIOHHAJIM3MA Ha
UHIYCTPUH MOJIbI, 4TOOBI OHA cTaJsa 6oJiee
CNPaBEAIMBON H YCTOHYHMBOH.

B nacrosiiiee Bpemst h31H-HHAYCTPUS
HY?K/1A€TCs1 He TOJIbKO BO BHEJPEHHH
MHHOBAUMH B IM3aHE U TPOU3BOJICTBE,

HO U B [I€PEOCMbICIEHUHN 1IeHHOCTEH

1 PUHLIMTIOB. B 3TOM KOHTeKCTe
npo6JieMbl YCTOHYMBOTO Pa3BUTHS U
MOCTKOJIOHUAJIM3MA SIBJISIIOTCS KJIOUEBbIMH.

Bo-nepBbIx, Ky/bTypHast anmpornpHalys
JIOBOJIBHO 4acToe sIBJI€HHE B HHILYCTPUH
Mofbl. «KysibTypHast anponpualius
— COLMOJIOTHYECKAasi KOHLIETTLHS,
COIJIaCHO KOTOPOH 3aMMCTBOBaHHE
WJIH UCII0JIb30BAHHE 2JIEMEHTOB OJIHOH
KYJIbTYPbI UJleHaMH JPYro KyJbTypbl
paccMaTpUBAETCs KaK B 3HAUMTEJLHOH
CTeleHH oTpULaTesbHOE siBjeHHe. B ocHoBe
JAHHON KOHLIEIMUMH JIEXKUT YTBEP2KIeHHE,
UTO KyJIbTYpa, MojIBEpraiouiasicst
3aUMCTBOBAHHIO, MOJIBEPraeTcst
IKCIyaTallMi U YTHETEHHUIO CO CTOPOHbI
3auMCTBYIOLIEH KyabTyphl» (Bicskei 233).



To ecTb, Korzia 5/71€MEHTBI CTHJIS HJH
OJIEXK/Ibl, B3SITbIE U3 JPYTHX KYJbTYP,
NpUMeHsiioTest 6e3 yuera HCTOPHH H
KyJIbTYPbl TOrO WJIK HHOTO Hapoa. C
3THUECKOH TOUYKH 3PEHHs 3TO BbI3bIBAET
MHOKECTBO BOIPOCOB, TpeOylolife
udyuenusi (cm. Tabi.1).

CpeJibl ¥ UCITOJIb30BAHHE BPEJIHBIX
XUMHUECKHX BEIIECTB B TPOU3BOJICTBE
OJIe?KIIbl, CTAHOBSATCS BCe OoJiee OCTPOH
npo6Jiemoi. Heo6xoaumocTh

nepexosia K yCTOHUMBBLIM METO/IaM
MPOU3BOJICTBA U MOTPeOJIEHHUST CTAHOBUTCS
HEOTJIOXKHOM JIJIST CHHPKEHHUST HeraTUBHOIO

Ta6n. 1. NMpumepbl KyNbTypHOI anponpuauumn B Moae

dneMeHT

Kynbtypa
NPOUCXOXKAEHUS

Mpumepbl KynbTypHOM
anponpuauuu

Bo3MoXHble pewieHuns

TpaguuUMOHHbIe
ronoBHble ybopbl

KopeHHble Hapopbl
AMepuku

Mcnonb3oBaHMe Ha
MOZHbIX MOKa3ax 6e3 y4yeTa
KYy/IbTYPHOIO KOHTEKCTA

BoBneueHue
npencTaBuTenen
KyNbTyp, NMOBbILIEHUE
0CBEIOM/IEHHOCTH

AdpUKaHckue y3opsl

AdpUKaHCK1e CTpaHbl

MaccoBoe Npon3BoACTBO
ofexabl ¢ ysopamu be3
NPU3HAHUS UCTOYHMKA

MapTHEpCTBO C MeCTHbIMU
AM3aiHepamu, NpusHaHue
KY/IbTYPHbIX KOPHEM

MO[HbIN akceccyap

KnumoHo SinoHus MogHble Konnekuuu, CoTpyaHU4ecTBo C
He yuuTbiBatOWMe AMNOHCKMMM AM3aiHepamu,
MCTOPUYECKOE 3HAYeHue yBaXKeHWe K TpaguLmUam
KMMOHO
Xunpxab MycynbMaHckue HenpasunbHoe KoHcynbTaumm ¢
CTpaHbl MCNoNb30BaHUE Kak MYCY/IbMaHCKUMM

coobLecTBamu, yBaxxeHue
K penurumn

Bo-BTOpbIX, 3KOHOMHYECKASsI
CMpaBeVIMBOCTD (TPUHLIUIT, KOTOPbIH
npejrosaraeT paBHoMepHoe

pacripesieJieHHe pecypcoB H SKOHOMHUECKHUX

GJ1ar, paBHble BO3MOXKHOCTH VISl BCeX
Y ClIpaBeVIBble YCJI0BUS TPYAa, BHE
3aBUCHMOCTH OT HX 9KOHOMHUYECKOTO

M COLMAJILHOTO 110JI02KeHHs1. B
KOHTEKCTE MOCTKOJIOHHA/IM3Ma JaHHbIH
TEePMHH pacCMaTPUBAETCA Uepe3
[IPU3MY HEPABEHCTBA U HCTOPHYECKON
HECNPABELJIUBOCTH, BbI3BAHHDBIX
KOJIOHH3aLIMeH ) B MOJIHOH HHLyCTPHH

BO3/I€HCTBHUSI MOJIHOW MHLyCTPHUH HA
OKPYZKAIOLLLIO CPejly.

Taxkum o6paszom, uccaenoBaHue BJAUSHUS
MOCTKOJIOHMAIH3Ma Ha MOJy

1 UHTErpalyu NPUHILKMIIOB YyCTOHUHBOTO
Pa3BUTHSA ABJACTCS aKTyaJbHbIM 1
HEOOXOAUMBIM U151 pa3paboTKH 3THUECKH
6oJiee 0CO3HAHHOH U 3KOJIOTMUECKH
OTBETCTBEHHOH MOJIHOH HHJLyCTPHH,
KOTOpasi yUUTHIBAET KYJbTypHOE
pasHooOpasue U ColUabHYIO

CIIPaBeAJIMBOCTD.

lunomesa. B pamkax uccienoBanus

ocTaercs pobJeMoi, TaK KaK MHOTHe
MPOU3BOJICTBEHHbIE MTPOLLECCHI BCE ellle
OCHOBAaHbI Ha HU3KOOTIJIAUMBAEMOM TpyJIe
1 9KCIIyaTauun paboynx, 0co6eHHO
B PA3BUBAIOIIMXCS CTpaHaX. JTO
TPUBOJIMT K COLIMAJIbHBIM HEPABEHCTBAM
1 HEJI0OCTaTOYHOMY YBaXKEeHHIO MpaB
pabOTHUKOB (CM. TabJ1.2).

B-TpeTbHX, 3K0J0rHUeCKHe NPOOJIeMBI,
TaKue Kak 3arpsi3HeHHe oKpyzKatole

Tembl “PoJib ocTKo/I0HHAIn3MA

B YCTOMYUBOM Pa3BUTHH MOJbI”
NpeyiaranTcs cieiylolide HaydHble
TUIOTE3bI:

1. Twunotesa 06 ycTOHUHUBBIX
NPAKTHKAX U MOCTKOJIOHHAJILHOM TeOPUH:
MIOCTKOJIOHHAJIbHASI TEOPUS CIIOCOOCTBYET
Pa3BUTHIO YCTOMUMBBIX MPAKTHK B
MHILyCTPHH MOJIbl, MOIY€PKUBAs BaXKHOCTh
THYECKHX HOPM, KOJIOTMYECKH YHCThIX
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Ta6n. 2. NMpuMepbl 3KOHOMUUYECKOI HECNPaBEA/IMBOCTU M MYTU PeLUeHuUs

Mpo6nema OnucaHue Mpumepbl Bo3MoXHble pelueHus
Hu3kasa onnata Tpyaa | Paboune nonyyatot LLIseriHble dabpukm B | MoBbiweHMe
MWUHUMAJbHYIO baHrnagew v MHamMm | MUHUManbHOWM
3apnnary 3apnnarthl,
cnpasejnvBble
KOHTPaKTbl
[noxue ycnosus OtcyTcTBHE Katactpoda Ha YnyyleHune ycnosui
Tpyaa 6e30nacHOCTM Ha dabpwuke Rana Plaza | Tpyaa, BHeapeHue
pabouem mecTe B baHrnagew CTaHOAPTOB
6e3onacHocTH
JkcnnyaTtaums HekoHTponupyemas UcToweHune BHenpenue
pecypcoB [06bIYa NPUPOAHBIX | XJIONKOBbIX YCTOMYMBBIX MPAKTUK,
pecypcos nnaHTaumim B nepepaboTka
pa3BUBAOLLMXCS MaTepuanos
CTpaHax
HepasHoMmepHoe OcHoBHas npubbInb KpynHble MogHble Mpo3payHble
pacnpenenexHue foctaetcs 6peHaaM, a | bpeHabl nonyyarot LLenoyYKM MoCTaBoK,
npuobbian He paboymm JIbBUHYIO J,0NTH0 cnpaBsepsiMBoe
[L0X0[0B pacnpenenexue

MaTepraJsioB H CIPaBeIMBBIX YCIOBUH
Tpyna.

2. Twnoresa 06 ycToHUMBOM au3aiiHe
1 KyJIbTYPHOM pa3HooOpasuu: BHEJIpeHHe
JIeKOJIOHUAJIbHBIX TPAKTHK B I13akiH
MO/IbI CMOCOGCTBYET MOMyApU3alnH,
YCTOHYHBOCTH, BKJIOUEHHUIO KYJIbTYPHOTO
pasHoo6pasns i HHKJIIO3UBHOCTH MPOYKTOB
nM3adHa.

3. T'unoresa o poJin 0CBEOMJIEHHOCTH
1 06pazoBaHusi: o6pazoBaTeibHble
MHULIMATHUBBI U TPOTPAMMbl, OCHOBaHHbIE Ha
MOCTKOJIOHHAJIbHON TEOPHH, CIIOCOOCTBYIOT
MOBbILLIEHHIO OCBEIOMJIEHHOCTH O Ba2KHOCTH
YCTOHYHBOTO Pa3BUTHS B HHIyCTPUH MOJIBI,
BHOCHUT U3MEHEHHUSI B TOTPEOUTEIbCKOM
MOBEJICHUH U TPOU3BOJICTBEHHbIX
NpakTHKax.

Llesb nccnenoanus. Llesbio Hatero
MCCJIeI0BAHUS SIBJISIETCS:

- aHaJIM3 BJIMSIHUS MTOCTKOJIOHHAU3MA B
YCTOHYHBOM PasBUTHH MOJIbI;

- U3y4eHHe YCTONUMBBIX MPAKTHK U
MOCTKOJIOHHAJILHOH TEOPHH;

- TIOMYJIsIpU3aLMst yCTOHUMBOTO M3aitHa
U KYJIbTYPHOTO pa3dHooOpasusi;

- IPEJICTaBUTh BAXKHOCTb POJIH
OCBEJIOMJIEHHOCTH M 06pa3oBaHusl B JaHHOH
TeME;

- BbISIBUTb OCHOBHbIE IPUHLMITBI U
BbI3OBbI, MPEIIOKHUTh MPAKTHIECKHE
peKOMEHIAIINH U CTPATETHH,
croco6CTRYIOLIME CO3aHUI0 HoJiee
CrpaBeyIUBOK U YCTOHUMBON (PIIIIH-
MHyCTPUH B Oy/IyLIEM.

MeToabl

J1151 NIpOBEPKHU IHMOTE3 HCI0Jb30BAUCh
CJlely oLLHe MEeTO/bL:

1. KoHTeHT-aHanus: aHaau3 HayuHbIX
MCTOYHHKOB MO3BOJIUJI BbISIBUTb, KAKUM
06pazom h31IH-OpeH bl BKIIOYAIOT
YCTOHYUBBIE U [TOCTKOJOHHAJbHbIE
3JIEMEHTbI B CBOIO JI€SITEIbHOCTb.

2. Hcropuyeckuil aHanus: aHaau3a
M3MEHEHHH B HHLyCTPHUH MOJIbI B
MCTOPHYECKOM KOHTEKCTE MOMOT OLEHUTh
pOJIb OCBEZIOMJIEHHOCTH 1 00pa3oBaHusl B
MOMyJIsIPU3aLMU YCTOHUHBOH MOJIBI.

3. CounoJsiornueckoe HabJO/IEHHE:
HaOJIIOCHUE 3a TOTPEOUTE/ILCKUM
MoBeJIeHHeM U TPOU3BOJICTBEHHBIMH
npoueccaMmu Mo3BoJUI0 coOpaTh JaHHbIE O
peasibHOM MPUMEHEHHWH MOCTKOJOHHAJIbHBIX
M YCTOHYMBBIX MPAKTHK.

MeTonoJ10r1s MCC/1e10BaHus MO3BOJUIA
MoJIyuuTh obl11lee Mpe/IcTaB/AeHHe BJIUAHUS




MOCTKOJIOHMAJIM3MA Ha MOJIy B L1€JIOM U
KaK MOKHO HHTETpUPOBaTh MPUHLMIIbI
YCTOHUMBOCTH B (D3LIH-HHAYCTPHUIO, A TAKKE
BbIpa0OTaTh PAKTHUECKHE PEKOMEH/IALIUH.

B pamkax 1aHHOro uccse10BaHust
MCIOJ1b30BAH aHATUTHYECKUI MOJIXO]L,
OCHOBAHHBII HA aHAJIM3€E CYIECTBYIOLIEH
JIUTEPATYPHI.

J1151 ToCTHKEHHUST TOCTABJEHHBIX LieJ1el U
pelleHHst 3aa4 HCCIeI0BAHUST UCITIOJIb30BaAH
KOMOWHUPOBAHHBIH METO0JOTHUECKHI
MOJIXO/1, BKJIIOUaloUIMi B ceOs1 caieytolme
MEeTO/Ibl:

1. JlutepatypHbiii 0630p:

NPOBeJieH BCeCTOPOHHUH aHa/H3

Hay4YHbIX HCTOUHUKOB, BKJIIOUAsi

KHHTH, aKaJleMHYecKre CTaTbl U

Jipyrue nyOauKalum, CBA3aHHbIE C

TEMOU MOJIbl, yCTOHUHBOTIO PA3BUTHSI

1 TIOCTKOJIOHHAIU3MA. DTO MOMOTJIO
BBISIBUTH CYLIECTBYIOLIME HUCCEIOBAHUS U
TeHEHUHH.

2. Keiic-cramy: ugyuensl
KOHKpPEeTHbIE CJIydyau U3 HHILYCTPUHU MO/IbI,
JIEMOHCTPUPYIOLIHE BJHSIHUE YCTONUHBbIX
1 TIOCTKOJIOHHAJIbHBIX TPUHLIMITOB Ha
NpaKTUKy noTpebuTeseit, OpeHIoB 1
JIM3ANUHEPOB U BbISIBJEHBI yCTIELIHbIE
M HeyClelHble CTpaTeru BHeApeHHs
YKa3aHHbIX MPUHLMITOB.

3. CpaBHHUTeJIbHBIH aHAN3: TPOBEJIEH
CPaBHUTEJIbHbIH aHAJU3 PA3JIHYHBIX
MOJIeJIeH YCTOMYMBOTO PA3BUTHSI U METOJI0B
UX MHTETpallii B UHIYCTPHIO MOJIbI B
YCJIOBUSIX pa3HO0OPa3HON KyJIbTypHOH
cpefibl, 4TOObI OMPENeUTh 001IH1e
TEHJEHUMH U Pa3JIHUHSI.

4. BusyasbHblil aHaIM3: MPOBEJIEH
AHAJIM3 AU3aHHA KOJIIEKUHH U IPYTHUX
BU3YyaJIbHbIX MAaTEPHAJIOB C LI€JbIO
BbISIBJICHUS! TPAKTHK U TEHACHLUH,
CBSI3aHHBIX C YCTOHYHMBBIM PA3BUTHEM U
NOCTKOJIOHUA/IM3MOM. JlaHHBII MeTO]
M03BOJINUJ OoJiee ryO0KO MOHSITh,

KaK JaHHble PUHLMIIBI CYLLIECTBYIOT
B MHJlyCTPHUH MOJIbI, KYJIbTYpE uepes
BU3YyaJsibHble MapKepbl.

B nanHom uccsenosanuu

npoBejieH 0030p HAYYHOH JINTEPATYPhI

10 YCTOHUMBOMY Pa3BHUTHIO,
MOCTKOJIOHHAJIU3MY W MOJIE, Y/IeJIsIs]
oco6oe BHUMaHHe Ha paboThl, KOTOPbIE
MCCJIE/yIOT B3AUMOCBSI3b MEXKY STHMH
HarnpaBJeHUSIMH.

O6cyxaeHue

Paccemotpennbiit 0630p HayuHOH
JIUTEPATyPhbl O3BOJISIET BbIIETUTD
HECKOJIbKO KJII0UEBbIX aCMEKTOB
B3aHMOCBSI3U MEXKIY YCTOHUHBBIM
pa3BUTHEM, MOCTKOJIOHHATMU3MOM H (h3ILIH-
unnyctpueil. Tak aBropsl Merle Patchett,
Nina Williams B cratbe «Geographies of
Fashion and Style: Setting the Scene»
paccMaTpHBalOT reorpauio MoJbl U CTUJIS
yepes TEeKCThl, BU3yaJsbHble 06pasbl,
MaTepHaJsbHble 0ObEKThI H MPOLECChI
BbIpALIUBAHUS M CO3MAHHS1, KAK MTPOKHUTHIH
OTBIT U NephopMaTHBHBIE TIPAKTHKH, H, UTO
OueHb BaXKHO, KaK KOHUEMIHUH U PAKTHKH,
KOTOPbIE MePeMeIalnTcsl i MyTHPYIOT BO
BpeMeHH U MecTe. ABTOPBI POCJIEKUBAIOT
€BPOIOIEHTPUCTCKYIO KYJIbTYPHYIO
SMUCTEMY HHLyCTPUHU MOJIbI U UCCJI€I0BAHUMN
MOJIbl ¥ TIBITAIOTCS €€ Pa3pylinuTh, OMUPasiCh
Ha ry100a/IbHO-0PHEHTHPOBAHHbIE H
JIELIEHTPUCTCKHUE MOJXO/bI K U3YUE€HHIO
MOJIbl U cTHJIs. Braian nccnenoBatesei B
ne6aThbl 0 MOJIE U CTUJIE 3aKJ/II0YaeTCsl B
TOM, UTOObI BBIIEIUTH MSATh UMIYJIbCOB,
BO3HMKAIOLLMX Ha TlepeceueHnt reorpapuu
M UCCJIENIOBAHUE MOJIbl: TEOPETH3HPOBAHHUE,
KBUPHHT, T€KOJIOHU3ALHS, IKOJOTH3aLIHS
1 KypaTtopcTBo. Takum o6pa3om, BBeJieHHe
ABTOPOB TMOUEPKUBAET 3HAUMMOCTb MOJIbI
M CTHJISE KAK MECTHBIX MOJIHTHUECKHUX
npo6JieM U MOTEHIIHAJIOB, a TAKKE SIBJISIETCS
MPU3BIBOM U PAMKaMH, C MOMOLIbIO KOTOPbIX
MOKHO PACIIMPUTh U CEPbE3HO OTHECTHCH K
pa3HOOOPA3HBIM MPOLIECCAM MOJIbl U CTHJIS
KaK UyBCTBYIOLIUM GoJiee LIHPOKHUE TEMbI
1 HayuHble UCCJIeI0BaHHs, BbI3bIBAIOIIIHE
03a004EHHOCTb B reOTyMaHHTaPHBIX HAayKax
(Patchett 198).

B cratbe Rimi Khan «Relocating
sustainable fashion: intercultural
reciprocity in ‘more than local’fashion-
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making» paccMaTpuBalOTCs OTHOLIEHUS
TBOpYECTBA, MPeANPUHHMATE/bCTBA

¥ aKTHBU3Ma, KOTOPbIE ONPeJIesoT
Aranya, pocKoIIHbIH MOJIHBII OpeH,
6asupytotiuiics B Jlakke, banrnanei. B
cTaThe yTBEPKAAETCs, YTO ITH OTHOLIECHHUS
HapylLIaloT CYLIECTBYIOIIHE TEOPETHIECKHE
npeJicTaB/IeHust 0 JJOKaJbHOM U IJ106a/1bHOM
B HayKe 0 MOJIE U TOMOTalOT OTMEHUTh
NPaKTHKY 3HAHHUS, KOTOPAst MO3ULIHOHUPYET
rao6anbHblil CeBep Kak LEHTP MOJIbI.

ITOT OpeH1 MoyUnTeIeH U1l TOHUMAaHHUS
TUYECKOH U YCTOHUHBOK MOJIbI, TOCKOJIBKY
OH MOKa3blBaeT B3aMM0O3aBHCUMOCTb U
NPOJYKTUBHOE B3aUMOJIEHCTBHE MEK]LY
PasJIMUHBIMU JIIOIbMH U MECTAMH, KOTOPbIe
JleyKaT B OCHOBE CO3/iaHKsl YCTOHUHBOH
MOJIbl. DTH TPAKTUKH MOXKHO HAa3BaTh
“6oJiee YeM JIOKaJIbHBIMH ', TIOCKOJIbKY

OHH BKJII0YAIOT B ceOs1 MOOUJIbHbIE,
MEKKYJIbTYPHbIE OTHOLLIEHUsI MaclliTada

¥ B3aUMHOCTH. Y TBEPIKIACTCS], UTO
noJjiep:KaHue TaKuX OTHOLLIEHUI Ha Pa3HbIX
YPOBHSIX — 3TO hopma Tpy/a, Kotopasi
MO2KeT FreHepUPOBATh MEKKYJ/IbTYPHbIE
3HAHMSI U SIBJSIETCS] HEOThEMJIEMOH

4acThlO MOJIEJIH TIPEANPUHUMATENbCTBA,
BKJItOUaroLLast B ce0s1 LePOCTb U
cosnpaprocts (Khan 838).

Arindam Das, Pia A. Albinsson B
cratbe « Consumption Culture and
Critical Sustainability Discourses:

Voices from the Global South» cBoe
BHUMaHHWe HarpaBHJ/IM Ha H3yueHHe MeTa-
HOPMAaTHBHbIX 0COOEHHOCTEH IMCKypca
YCTOHUMBOCTH MapruHANH3HPOBAHHOTO
['no6asnbHoro HOra uepes coLUo0rHUeCKy0
KPUTHKY HEOKOJIOHHAJILHOTO U aHTH -
ycToiuuBoro norpebsenus. Menosbays
KPUTHUECKHUH MOJIXO/l, OHM 0OCYIUJIH JIBa
OOUIMHHBIX TIPEJICTaBJIEHUS] yCTORUMBOK
NoTpeOUTENLCKON KyJbTypbl ['106abHOro
[Ora, uTo6bl NOAYEPKHYTh MOJPbIBHbIE
npejcTaB/ieHus NOTpeONeHUs Ha

pbitike ['o6asnbroro IOra, cocoGHble
OHTOJIOTHYECKH JIeHaTypasu30BaTh
CTaHAPTHO-HOPMAJIU30BAHHbIE

3arnajiible JUCKYPChbl yCTONYHBOCTH

poitka [no6anbHoro CeBepa, KoTopbie

MMEIOT TeHJIEHIIMIO Y3aKOHUBATh
ColMa/IbHOE HEPABEHCTBO U 3aXBaT

BJIACTH MapruHaJIH3HPOBAHHBIMU
NOTPeOUTENIMU PbIHKA HATYPaJIbHOTO
xo3sificTBa. CTaThsi BHOCHT BKJIaJ B
JIUTEPATYPY MO YCTONUHBOMY PAa3BUTHIO U
NoTpeGUTENLCKOH KyJbType, Mpejaaras
HOBYIO HCCJIE/IOBATENLCKYIO TOBECTKY:

KakK KyJibTypa YCTOHUMBOro NoTpebieHUst
npoeuupyeT U 06CyKaaeT HIEHTHUHOCTh
Ha [1o6anbrom HOre, ocobenno Ha
nepucdepun. ABTOpbl NOAUEPKUBAIOT, KAK
TPAIMLUMOHHOE YCTOHUHBOE NOoTpebJeHne
NOMMHEHHBIX CyObeKTOB [106a/bHOTO
[Ora npoTHBOCTOUT BJIACTHBIM

MpaKTHKaM, POBO3IJalliaeMbIM 3arajiHbIM
KaruTajau3MoM, Heoubepasu3MoM H
HeoKoJsionusatuen (Das 1).

Toby Slad B cratbe «Decolonizing
luxury fashion in Japan» ormeuaer, uto
SInonust npotia nyTb ot notpebJeHus
60JIbLIETr0 KOJHYECTBA HHOCTPAHHbIX
MOJIHBIX OPEHJIOB KJ1acca JIIOKC, UeM BECh
OCTaJIbHONW MUP BMeCTe B3STbIH B KOHILE
1980-x royoB, 10 MOJHOTO MEePEOCMbICIEHHS
KOHLLEMUMH U PAKTUKH POCKOLLH TT0C/Ie
TOr0, KaK JIOTHYJ €€ 9KOHOMHUECKHH
ny3bipb. OJTHUM U3 KJIIOUEBBIX UYBCTB,
KOTOpbIe BO3HUKJIH, CTaJI0 Cypopandy -
SIMOHCKOE CJI0BO, MepeKJIuKaloleecs ¢
AHTJIMHCKUM “MelJIeHHast XKU3Hb . DTa
9CTETHKA, BbIPaKatoLllast 3aMejiyieHue
BpeMeHH, Obl/ia YaCTblO PACTYILETO
KYJIbTYPHOIO HAllMOHAJIH3MA, HO TAKXKe
npeJcTaBJsija coO0i OTCTpaHEHHE
SITOHCKOH MOJIbl OT FTOPU30HTOB OKHJIAHUH
COBPEMEHHOCTH MJIM KOJIOHHAJBHOCTH,
KOTOpble MO3ULMOHMPOBaJU EBporny
KaK UCTOYHHUK KeJaeMoro notpedaeHus
POCKOLIIH, @ €BPOMNENCKYIO POCKOLIHYIO MO
- KaK LeHTPaJbHbII CUMBOJ LIMBHJIU3ALHH.
B nanHoil ctaThe yTBEpKIALTCS, UTO B
coBpeMeHHO# SInoHnu norpebuTeNbCKast
KyJibTypa Obl1a KOJIOHHAJbHOH, Onpee/sis
HanboJiee 1leHHbIe BellH KaK TOBApbI
13 Uy2KOH KYJIbTYpbl, U UTO KPU3HCBI,
MeHSIIOLLHE TePCIEeKTHBY, CMIOCOOHbI
MOCTaBUTh 110]] COMHEHHE 1IeHHOCTH
¥ UBMEHHTb BKYChI ToTpeGUTe/ el B



COOTBETCTBHH C JI€KOJIOHHATBHBIM
orctpanenuem (Slad 837).

Harriet Hughes B cratbe
«Performing postcolonial identity: The
spectacle of Lagos Fashion Week» nuuer
0 TOM, 4TO B T€UEHHE BCEr0 MOJTHOTO rojia B
Jlaroce npoxonsiT MeponpusiTUsi M0 BCeMy
ropony. ['1aBHbIM cOObITHEM SIBJISIETCS
Henens monapt B Jlaroce (LFW). 9to
KJtoueBoe coObITHE B KaJleH1ape MoJibl Ha
apUKaHCKOM KOHTHHEHTE, TJIe TPOUCXOUT
MoCBsillleHHe IM3aiHepoB B chepy MOJIbI,

a TakXKe pasrpaHHueHne COLMaNbHOTO U
9KOHOMMUYECKOro KanuraJga. B 3Toil ctatbe
OTMCBLIBAIOTCS CTPATETHH, UCMOJIb3yeMble
JiM3aiiHepamMu W yUaCTHUKAMH 115t
peaJsM3alliy U caMorpe3eHTalul CBOUX
TBOpeHuil. B onpenesnennor crenenn LEFW
6oJiee 10CTyMHA, YeM JOMUHHUPYIOLLHE
zanajelie Heje i Mokl (Hbio-Mopk n .
J1.), ¥ Ipe/yiaraeT yyacTHUKaM MoTeHLHasl
JUIs 1eCTabUIU3aLHH 9TOH CHCTEMBI U
YHACJIeIOBAHHBIX €10 KOJIOHUAJIbHBIX
uneosoruid. LFW npenocrapasier
niaTopmy Jis caMoripe3eHTaluu

M JIETHTUMALIUK aJlbTePHATUBHBIX
WIEHTHYHOCTEH, HEKOTOPbIE U3 KOTOPbIX
6pocatoT BbI30B YKOPEHUBILIEMYCSI
natpuapxaty. slpkast KOHKypeHTHasi
JIEMOHCTpALIUsl YJIUUHOH MOJIbl, OCBelllaeMasi
MeKlyHapOJHbIMU »KYPHAJIUCTAMH U
¢dororpadamu, OTKPbIBAET IOMOJHUTEJIbHBIE
BO3MOKHOCTH JI/I51 APTUKYJISILIUH
COBPEMEHHbIX HIEHTHYHOCTEH, KOTOpbIe
6pocatoT BbI30B HACJEUIO CTEPEOTUITHBIX
KOJIOHHAJIBHBIX MTpeJIcTaBIeHUH 00
apruKkaHckon onexe. B To ke Bpems
BOCIPOU3BOJIATCSI HEKOTOPbIE 3ana/iHble
YCJOBHOCTH, TaKHe KaK MpeBO3HECEHHE

1 Y3aKOHUBAHUE UHIMBHIyaJbHbIX
JIM3ailHePOB HaJL CKPBITBIM TPY/IOM
peMec/IeHHUKOB. B cTaThe BbicKa3biBaeTCs
npejnonoxenue, yto LEW moxket
Croco6CTBOBATD JIEKOJOHHAIbHBIM
npoueccam, eciu AusaidHepbl OyayT
MCIO0JIb30BATh CIPABEINBYIO

MPaKTUKY MOJIbl U TTPEACTABISAThL FOJI0Ca
pemeciiennukos (Hughes 281).

Donatella Barbieri B nuccepraumnn
«Reading feminism, new materialism
and post-colonial thought through
costume in performance: Materiality,
culture and the body» paccmaTtpuBaet
KaK KOCTIOMBI /U151 TOCTAHOBOK MOTYT
00BSICHUTD CIIOCOOHOCTD KaK paclUpsiTh
BO3MOXKHOCTH, TaK U yrHETaTh, C
AKLEHTOM Ha KOHTEKCTbI KOJIOHHAU3MA
1 HEOKOJIOHHA/U3Ma. Y4acTBysl B
6oJiee LLIMPOKOM H TTPOJ0JIKAIOLLIEMCS
npouecce J1eKoJOHU3aLHHU MPeIMeTa,
aBTOP HCIIOJIBb3YET KJIOUEeBbIE
TPaHCAUCLMIJIMHAPHBIE TEOPEeTHYECKHE
JIOCTHAKEHHS], KOTOPbIE MO3BOJISIIOT BBIHTH
3a paMKH Uei, u cchopmyIMpoBaTh
nepecekatrolecst STHYeCcKue MmyThl,
OMHUPAsiCh MPH 3TOM Ha (PEMHHUCTCKYIO
1 TIOCTKOJIOHHAJIbHYIO 03110, B
3TOM MpoLecce aBTOp paccMaTpUBaET
KOCTIOMMPOBaHHE KaK sIBlIeHHE
KpPHUTHYECKOe, aKTHBHOE, PacroJiozKeHHOE,
MaTepHasbHOE, BpeMeHHOE,
NPOCTPAHCTBEHHOE, Haxo/silleecs B
JIBH2KEHHMH U BoTIolleHHOe. Pa3merias
KOCTIOM B paMKax MOCTIyMaHHCTHYECKOH
OHTOJIOTHH, MCCJIe/IoBaTe b HAMepeHa
caesaTh ero 06beKToM (PeMUHUCTCKOrO,
HOBOT'O MaTepPUaAJIMCTHYECKOr0 3HAHHUS,
KOTOpO€ CrocOOCTBYET Pa3BUTHIO
MblLLJIEHHST 0 iepdopmance, a
TaK:Ke 06pallaeTcst K ColHaabHbIM 1
9KOJIOTHYECKUM npobJeMam, npejarast npu
TOM OTPOMHOE KOJIHYECTBO TBOPYECKHX
BO3MOXKHOCTEH JI/151 OYIyLIUX STUYECKHX
MeXKIMCLUMITIMHAPHBIX HCCJIeI0BAHUH,
NpaKTHKK U neaaroruku (Barbier 2).

B uesiom, o6cyKaeHre NpuBeIeHHbIX
B JIUTE€pAType BOMPOCOB OMOraeT
YIOCTOBEPUTHCS B CJ0XKHOMN U
MHOTOIPaHHON MPUPOJIe B3aHMOJEHCTBHUS
MeXKJly YCTOHUMBBIM PAa3BUTHEM,
MOCTKOJIOHHAU3MOM U (PILLIH-UHIYCTPHEH.
JlanpHeiiie uceae10Banus U IMCKYCCHH
B 3TOH chepe NoMoryT pazpaboTke
CTpaTerud M pelleHui 1js co3nanus 6osee
YCTOMYHMBOH, CMIPaBEVIMBON H KyJbTYPHO
OCBEJIOMJICHHON UHLyCTPHUH MOJIBI.
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PesynbTatbl uccnepoBaHus

«[TocTKo/I0HNHA/IbHAS TeopHs
(MOCTKOJIOHUA/IU3M ) — OTIpe/leIEHHBIH
MOCTMOJIEPHUCTCKUH MHTEJIIEKTYa I bHbIN
JIUCKYPC, COCTOSILLIMI M3 aHA/IU3a U peakUHil
KyJIbTYPHOTO HACJIe/INsl KOJIOHUAIU3MA.
[TocTkosIOHHAbHAS TEOPHS BO3HUKJIA
noj BausinveM ujeit Muuienst @yko. K
OCHOBHBIM €€ MPeJICTABUTE/ISIM OTHOCST
Oneapna Cauna, I'asatpu CrinBak, XoMu
K. ba6a. CmexKHbIMM TOCTKOJIOHHABHON
TEOPUH TUCLUTIIMHAMH SIBJISIIOTCS IMCKYPC-
aHaJu3, reHJiepHasi Teopusi, KyJbTypHble
MCCJ/1e10BaHUs, MEIHAaUCC/Ie10BaHHs»
(Cnomapu 1).

[TosIMTHKY KOJIOHHAIH3MA CTaJI1
MPOBOJUTH HEKOTOPBIE eBpOIeicKue
crpanbl ¢ XVI B., hopmupys KoJIOHHH B
Ascrpanuu, Asun, Adpuke, CeBepHo# 1
[OxHo# Amepuke. B XIX B. KoJioHHAIH3M
JIOCTHraeT cBoero pacusera. Kosonnu
CTAHOBSITCS HE3aBUCHMbBIMHU IOCY1apCTBAMU
JMIbL BO BTOpo# noJioBuHe XX B. CoiestyeTt
OTMETHTb, UTO MOCTKOJOHHATIU3M HMEET
IKCIIIyaTaTOPCKUI XapakTep, Kak 1
KOJIOHHAJIU3M: COCTOSIHHE SKOHOMHKH
OBbIBILIMX KOJOHHAJBHBIX CTPAH 3aBUCHT
OT CTpaTeruu ryao0anbHbIX KOMIaHUH
(Coumogiornueckast sHuMKaONEHSA 1).

«YcToHuMBOE pa3BUTHE, THIT
9KOHOMMUYECKOTO Pa3BUTHS, KOTOPbIH
OJIHOBPEMEHHO obecreynBaeT peleHue
9KOHOMMUYECKHX U COLIMA/IbHBIX 3a/1a4 6e3
yeyry6JIeHUsT 5KOJI0THYeCKUX Tpo0JieM»
(Hayuno-o6pasoBaresibHbifi mopran 1).

[TocTKoJIOHHAIN3M H YCTOHUHBOE
pa3BUTHE B3aUMOCBSI3aHHbIE MTOHSTHSI.
HebiHelnsst kanuraaucTuueckas cucrema
M3HaYaJbHA KOJIOHUAJBbHAS T10 CBOEH
npupose. Ecan o6paTuTh BHUMaHKE
Ha 9KOCUCTEMY KOPEHHbIX HAPOJIOB
BCE MPOILECChI IMKJUYHBI U HAXOJISATCS
B FapMOHHH C IPUPOJION: padyMHOe
notpebJieHHe pecypcos, GepekHoe
OTHOLLEHHE K OKpyzKalollel cpeje,
CrpaBeJIMBOe HCIO0Jb30BaHKE TPy/a.
[IprMepoM C/Ty:KUT UCTOPHS AEATEJBHOCTH
Bpuranckoit umnepuu, kotopas

MCI0J1b30Ba/Ia pecypehbl KOJIOHH3HPOBAHHBIX
CTpaH: MaTepHaJbHble, UeJOBeYeCKHe,
MHTEJIIEKTyaslbHbIe, YTO PUBEJIO K
ocJ1abJIeHUIO 9KOHOMUKH O0JIbIUIMHCTBA 44
crpad (Ilepeuens 1).

B Hacrosiiee Bpems HabJtofaem
MOCJ/IE/ICTBUST KOJIOHUAJILHOH MOJUTHKH BO
BCEM MHUpe: JOMHUHUPOBAHHE B 9KOHOMHUKE,
KyJbType H o6pasoBanuu. Coenyer
OTMETHTb, HEU3MEHHYIO POJIb MOJHOH
MHJLyCTPHUH B MPOLLJIOM W HACTOSILLEM: TO
TMOJIe P2KUBAsT MUJIH MOJIPbIBAsi MECTHbIE
KyJIbTypbl U Tpaauunu. Hanpumep, B
KazaxcraHe 10 BXOxKjleHHsI B COCTaB
Poccuiickoii umnepuu, kazaxckas
MHTEJIIUTEHLIMST HOCUJIA TPAJULMOHHYIO
onexny. C npucoennnennem Kazaxcrana
k Poccuiickoil umMnepuu, B 06HUX0J1 BOILLIA
eBporeiickas ofexnia. s pKum npumepom
siBJsieTcst o0pas [llokana BasnxaHosa.

B cBoto ouepesib B LleHTpasnbHo# A3un
TPaJMLMOHHO PUMEHSIJIMCh: TOBTOPHOE
UCI0JIb30BAaHUE MATEPHAJIOB, OJTHH
CPOK 3KCIIyaTallMK OJIeK/Ibl, aflanTaliusl
CBOMX YKU3HEHHBIX LIUKJIOB B COOTBETCTBUH
C IPUPOJIHBIMHU, UCTOJIb30BaAHKE
OpraHMyecKHuX MaTepuaJsioB, arncCankJuHT.

M3yueHue TeMbl Uccie/I0BAHUS
MOCPEJICTBOM CYLLLECTBYIOLLIUX HCTOUHHKOB
MPaKTHKH B MOJIHOH HHYCTPHUU NIPUBEJIH
K BbISIBJIEHHIO MOTEHIIMAJIbHBIX BbITOJL U
BbI30BOB IPH UHTErPALMH YCTOHUMBbIX
MPaKTHK U TPUHLIMIIOB MOCTKOJOHHAIN3MA
B MOJIHYIO HHJIyCTPHIO, a TaKxKe
(hopMHPOBAHUIO MPEVIOKEHU I CTpaTerni
JUIsl X nipeojiosieHnst. PesybraThl
UCCJIeIOBAHUST BBISIBUJIM OCHOBHbBIE
TEHJICHLIMH U BbI30BbI B IPUMEHEHUH
MOCTKOJIOHUAJILHOMN MepCreKTUBbI B
YCTOHUHUBOH MOJIE.

Hcropusi MupoBOro pa3BuTHsl
JIOKA3bIBAET, YTO YeJIOBEUECTBO CTPEMHUIIOCH
3aBOEBLIBATb HOBbIE TEPPUTOPHUH U
MOYHHSATH UX cede. «KosoHnanusm,
MoAUHHEHHE U KCTJTyaTalust rocy1apCTBOM
(rpynmoii rocy1apeTB) ¢ MOMOLIbIO
MEeTOJI0B BOEHHOT0, MOJUTHYECKOTO U
9KOHOMHUYECKOTO NPUHYKICHHST HAPOJIOB,
CTPaH U TEPPUTOPHH, KaK MPaBUJIO



9KOHOMHUYECKH MeHee Pa3BUTHIX U
MMEIOLIHMX HHOHALIMOHAJIBHOE HacesleHHe.
Tepmun «Kos0HHANH3M» HCTOMB3YETCS
JUISl XapaKTePUCTHKH CHCTEMbI TOCIO/ICTBA
pasBUTLIX cTpaH EBporbl (¢ koHua XV

B.) 1 CIIA (¢ XIX B.) Hajt 06LIMPHBIMU
obmactsimu Asuu, Adpux, Jlatunckoit
Awmepuxu, Apctpasnnn u OKeaHuu J10
Havasa 1960-x rr., a takxke Slnonuu (B
1-# nosioBuHe XX B.) HAJ psiIOM PAaHOHOB
Bocrounoit Asun u Okeanun» (HayuHo-
o6paszoBaTesibHbIN nopTas 2).

Cucrema EBponeiickoro KosioHHaau3mMa
HayaJlach CKJa/lbIBAThCS B TT0XY
reorpapuiecknx oTKpbITHi. B mepuon
¢ XV Beka no XX Bek Cyl1eCTBOBaJIH
KoJIOHHAJIbHble uMIiepuu: Bpuranckas,
['epmanckasi, Mcnanckas, Hunepaanackas,
[Toptyranbcekas, @paHiysckasi.
3HauyuTesbHblE KOJIOHHAJbHbIE TEPPUTOPHH
umesin CLIA, Mranus, Lseuus Sdnonus,
benbrus, lanus u np. KosonuanbHasi
cucrema XV-XX BB. CONPOBOXKAANACH
3aXBaTaMH, pa3rpabJieHUeM LEJIbIX
CTpaH, YHUYTOKEHHEM OO0JIbLIEeH YaCTH HX
HaceJieHusl, HCMOJb30BaHHEM Tpya paboB
1 2KECTKUX POPM IKCIITyaTallul KOPEHHBIX
JKUTeJICH KOJIOHHH, YCTaHOBJICHHEM
MOHOIIOJIMH B TOPTOBJIE C TOKOPEHHBIMH
tepputopusimu (Hayuno-o6pasoBaTtesibHbiit
nopradJ 2). Tak 3apokjieH1re KoJoHHaIH3Ma
COMPOBOKAANOCH MOTYHHEHHEM cebe
MECTHBIX KyJIbTYP ¥ HaBsI3bIBAHHEM
LleHHOCTeH B3IVISII0B KOJIOHM3aTOPOB. DTO
CKa3blBaJoCh U HA MOJIE.

PaccmoTpum nanHbIi poliecc
Ha npumepe Adpuku. B XV Beke
eBpOTENIbl OTIPABUIIMCH HA MTOUCKH
MOJIE pPHU3ALIUU CBOUX OOLIECTB, UTOOHI
JIOCTHYb CBOEH BEPCHU LIUBUJIM3ALHH.

JI71st HUX LMBUIM3ALIUS TT0fIpadyMeBasia
OTKa3 OT JIPEBHOCTH U cTapbiX 06pasoB
JKU3HH, BKJIIOYAs OJIEK]LY, B T10JIb3Y
6osiee «coBpeMeHHbIX>». [IpumMepHO B
3TO K€ BpeMsi éBPOMeHIbl TaKXKe HauaJju
OTKPbIBATb /151 ceOs1 CyllleCTBOBAHHE
MHOCTPAaHHbIX KyJbTyp. Takum o6pasom,
BCE, YTO HE COOTBETCTBOBAJIO CTAHAAPTY
LIMBUJIM3ALMH, KOTOPOTO OHU HAJIeS/IHCh

JIOCTHYB 151 ce0s1, CTaHOBUJIOCh
OTBpaTuTe/bHbIM. «MopepH» 1/
eBpornelleB 0XBaTbIBAJ TOJBKO TO, UTO
oHM cebe MpeaCTaBJIsiii, a 3TO 03HAYAJO,
YTO JIPyTHe KyJIbTYPbl HE COOTBETCTBOBAJIH
sToMy cranaapty. CieloBaTesbHO,

ueM Jiasiblile aypuKaHckasi KyJabTypa
Haxo/InJIaCh OT TOTO, YTO OHU CUMTAJIH
IIMBUJIM30BAHHBIM, TeM OOJIblIIE ee
CUHUTAJIT KMECTHOH» U «TIPUMHUTHBHOMN »

W, CJIEJI0BATENBLHO, CUUTANH, UTO €€
He0oOXOIMMO H3MEHHUTb B COOTBETCTBHH C HX
BKYCOM.

Takoe mbllLIeHME ObIIO HABSA3AHO
apUKaHLlaM BO BpeMsi KOJIOHMa/IU3Ma 1
MOCJTY?KHJI0 JIULLIb CO3/IAaHUI0 KOMIJIeKCa
HEMOJHOLEHHOCTH, TIPOHU3bIBAIOLLETO
pasniuyHble GOPMbI KyJIbTYPHOTO
camoBbIpaxkeHusi. OHUM U3 TaKHX
NPOSIBJIEHUH KYJbTypbl, KOTOPOE
M0CTPAAJN0 BO BpeMst KOJIOHHAIU3MA,
siBJIsieTcs ofexkaa. Kosonusarop ¢
MIOMOIIBIO PACUETIMBOH TAKTHKH CO3/1AJ
CHUTYaLMIO, KOTJIa €BPOTIECKast o/1eK/1a
00bIUHO LIEHUTCS BbIlIE, YeM apUKaHCKas.
ITO WIIOCTPUPYETCS] Pa3HbIMH
crioco6amu. Hanpumep, B GoJibIIMHCTBE
KOPIOpaTHBHbBIX opranusauuii AGpuku
TpaauMOHHas ahpUKaHCKas oJexKa He
CYUTAETCS JOCTATOYHO MOJXOASILLEH 1151
HOLLEHHUS B NPO(eCCHOHANBHBIX LIeJIsAX,
MOCKOJIbKY 0TKa3 OT TpaJMLIMOHHOr0 06pasa
»KU3HH Obl1 TAKTHKOH UMIIEpHAU3Ma.

Kak kosionnanuam uameHui1
ahpUKaHCKYIO OJIeXK]Ly ?

Kosionnanuam npuses K 60Jee
pajMKaJbHbIM H3MEHEHHUSIM B apUKAHCKON
ofiezkie. JTO AaBaJjIo eBporneraM KOHTPOJIb
HaJl OJleBaHUEM CBOMX TMOJIAHHBIX, a 3a1a4a
0/IeBaTh «Ty3€MIIEB» HCIOJIb30BAJIAChH
MHCCHOHEpPaMHU KaK TaKTHKa 0OpalieHus
CBOMX TMOJJIAaHHBIX B XPUCTHAHCTBO.

ITa TaKTHKA B OCHOBHOM MMeJIa ycriex.
Hanpumep, camoaHiibl cornacuamch
MPUKPBIBATH CBOE TEJIO, POU3BOJIS TTOHYO
M3 TKAHH U3 KOPbl, MeJIaHe3U i Lbl COo3/1a/H1
nJ1aThbe ¢ eBPONeHCKUMH LIBETOYHBIMU
Y30paMH U BBILLIMBKOH, a MJ1aTbe repepo
ObIJI0 CO3/IaHO B 102KHOH AdpHKe W MPUHSTO
B Ka4eCTBE HAlIMOHAJIbHOW OJICKJIbI.
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Myzxunnbl niemenn Kanabapu B
IOxHo0i Hurepun ucnonbsoBanu B cBoek
OJIeXKJIe LLLJISITIBI €BPOIMEHCKOro CTHIISL.
Bproku Tak:ke ObliM yacTblo OOJbLLIEH YacTH
MY?KCKOH OJIe2K/Ibl B CTPAaHaX, HAXOAUBILIHXCS
MO/ KOJIOHHAJIbHBIM MpaBJeHueM. JTa
OJlexK/1a cTajla CTaHIapTOM TPaJHLUOHHON
apUKaHCKOH O/Ie2K]1bl, XOTS1 U OYeHb
3ananHoi. [Tostomy, Korja Mbl fymaem
00 aprKaHCKOH 0fieXK/e, UMEHHO OHa
MIPUXOJIUT HA YM B [TEPBYIO 0Uepe/ib,
MOCKOJIbKY TO, YTO 10 CBOEH CYTH SIBJISIETCSI
ahpUKaHCKOH O/IE2KI0M, OBIJIO TOCTENEHHO
npeKpaLleHo.

HecwmoTps Ha To, uTo acdhprukaHckas
ofierkzia Oblyia MOAU(HULIMPOBAHA, BO BpeMsI
KOJIOHHAJIBHOTO [TpaBJIeHHs eBpornerickas
OZIe2K1A NTOJIb30BaJIaCh OOJBLIUM
yBaxKeHHeM. My»KUHHbI U3 JIUThI ObICTPO
MIPUHSJIU €BPOIIEHCKUI KOCTIOM, KOTOPbIK
OblJ1 « BU3UTHOH KAPTOUKOH KOJIOHUAJIbHOM
BJIACTH>», TIOCKOJIbKY «03HavaJl CTaTyc,
o0pasoBaHKe U KOJIOHHAJIBHYIO 3aHATOCTb» .
Bckope KopriopaTHBHbIE TIPEANPHSITHS
0TKasaJuch OT ahpUKAHCKOH O/1e2K/1bl B
N0J1b3Yy €BPOINelCKUX KOCTIOMOB U MJ1aTheB.
[TosTomy acdhpuKkaHIbl, CTPEMUBIIHECS
UMETb OIJIaYHBAEMYIO paboTy, NOJIKHBI
ObIJIM COOTBETCTBOBATbL 3TOM HOBOH
Hopme. [TocsenctBus sToro Bee ele
OYEBH/IHBI B CETOJHALLHEM 001IeCTBE, Tie
eBpoIeiicKas o/1exK/1a HOCUTCSI €2KeIHEBHO B
npodeccroHa bHON 06CTaHOBKE H 0OBIUHO
paspellieHa TOJIbKO M0 €[TOBCEJAHEBHbIM
NSITHALLAM > .

Bousee Toro, 1ikosbHast hopma
npucrocoOJeHa He JUIst TPOITHYECKOTO
KJIUMATA, a JJIs1 €BPOIEeNCKON MOTro/ibl.
[Tomymarite 06 3TOM TaK: Hjiesi HOCUTh
OMKHHH Ha OTKPBITOM BO3/lyXe 3UMOH
KaXKeTcsl sIBHO HeJIeTNoM, HO MaJio YeM
OTJIMYAETCS OT HOLIEHHUS] KYPTOK B
JKapKYI0 MOrojy, Kak 3To 00bIYHO JIe/1al0T
acppukanipl (Olaitan 1).

Caenyrolit npumep BJHMSHUS
KOJIOHHAJIM3Ma Ha MOJly MOKHO HarvIsiIHO
NPOCJIE/IMTh HAa PUMEPE KOPEHHBIX
»KenuH YOxkHO#H AMepHKH, nepecesieHHbIX
B KoJloHuasbhyto Jla-Tlnaty.

[Tonck ropoackoil HIEHTHUHOCTH
JKEHIIMH OMUPAeTCsl Ha MaTePHAJIbHYIO
KYJIbTYpY, CBSI3aHHYIO C TPYLOBOH
JeATE/IbHOCTBIO M COLIHAIbHBIM
MOJIOXKEHHEM CPeI TeX, KTO HEJIABHO
MOCEJIUJICS B UCMTAHCKOM MOPOJICKOM cpeie.
O06beKTaMu U MecTaMu, ToBapaMu U
MPOCTPAHCTBAMH MOTYT MaHHUIYJIHPOBATh,
MepPeOCMBbIC/ISTHCS HOBbIE COLIMA/IbHbIE
cyObeKTbl HAa CBOEM IMYyTH K HCTOPHH.
Beliin uMeroT cMbIC1 ¥ CBSI3aHbBI ¢
KyJIbTYpPOU U UAEHTHYHOCTbIO. Takum
06pa3om, ofiexK1a 1 yKpalleH!st KOPEHHbIX
JKEHIIMH CBS3aHbI C IpAMaTHUECKUMH
M3MEHEHHUSIMU, BbI3BAHHBIMH HOBOH
TOProBOK 5KOHOMUKOH, BBEIEHHON
nenanuamu. Kenuwabl KOxxHO0M AMepuky,
nepecesiMBLLIMECs] B TOPOJL M J0OUBLIHECS
9KOHOMMUYECKOTO yCrexa, 3aHUMasiCh
TOProBJIEH, MEPEHSIN OTJIMUUTEbHbIE
3JIEMEHTbI JKEHCKOH Of1e2K/bl. DTH CTHIIHU
OTChIJIAJIM KaK K HeJJaBHEMY TPOLLIOMY
MHKOB, TaK H K OIpeJIeJIeHHbIM 3JIeMeHTaM
UCIIAHCKOU OJIe2K/bl U YKPALLIeHUH, KOTOPbIe
(opmupoBau 0coOyI0 UIEHTHUHOCTD,
CBSI3aHHYIO C KOHKPETHOM Mpodeccued,
yTBep:KIasi HelaBHO NPUOOPETEHHbIH
CTATYC B 3apOxK/JAI0LIEMCS KOJOHHATBHOM
obuectBe (Presta41).

EBpornoLieHTpu3M B HCCIEI0BAHUSIX
MO/Ibl OCTTAPUBAETCS yKE TOUTH UeThIpe
JIeCATUIICTHS, OJTHAKO 9Ta TeMa aKTyaJbHa
110 cUX 1op. XOTsl KPUTHKA COCPeoToYeHa
Ha TaKMX CUMITOMAX, Kak TMCKPUMHUHALIUS,
HepaBeHCTBO U KCIIyaTalust, pakTHIecKas
«CMepThb», CTPYKTYpa COBPEMEHHOCTH,/
KOJIOHHAJIbHOCTH, coxpansieTcst. [TockosbKy
MOJIa KaK CyL1eCTBUTEJIbHOE ONpe/ieisieTcst
B COOTBETCTBHUH C BPEMEHHOCTBIO
(COBpEMEHHOCTbIO ), CHCTEMOH (BJIACTH ) U
OTpacJIblo (Kanuraanama), XxapakTe pHbIMH
JUISl COBPEMEHHOCTH, KOJIOHUAJIbHOCTh
npucylla ee onpejesenuio. B to Bpemsi
KaK MOJIa KaK ryiaroJi, akt (popMHUpOBaHUs
TeJsla, OTHOCUTCS KO BCEM BPEMEHHbIM
1 reorpayecKuM yCJIOBHIM
JIeHCTBYeT 3a MpejieslaMi KOJIOHHAJbHBIX
pazaunuunii. JlekosoHHabHbIi JUCKYPC
MOJIbl MTPEJCTABISIET COOOH CTPYKTYPY,



KOTOPast MO3BOJISIET 11ePEOTPeesUTh
MOJly KaK MHOXKECTBO BO3MOXKHOCTEH,

a He HOPMATHBHYIO CTPYKTYPY, JIOXKHO
NpeTeH/IyIolLyI0 Ha YHUBEPCAJTbHOCTD,
CMHPHUTb HappaTHB COBPEMEHHOCTH,
NPU3HaB ee COOCTBEHHbIE OrpaHHueHMUs,
NPUCYLIAThCS U TPU3HATH €€
MHO?KE€CTBEHHOCTb 3a NpejesaMu
COBPEMEHHOCTH U JIeleHTPUPOBATh

e€ NMPoU3BOJACTBO 3HAHUH 0 Mojie. OH
HarpasJieH Ha KPUTHKY OTPHLAHHUS 1
CTHpaHUs pa3HooOpasus cnocoboB
(hopMHpPOBaHHS Tesla U3-3a HePABHbIX
rJ100aJ/IbHbIX OTHOLLEHHH BJIACTH,
OCHOBAHHbBIX HA COBPEMEHHOM
KOJIOHHAJIbHOM TOPSIJIKE, €BPO-
aMEePUKAHCKOI0 KaHOHa HOPMAaTUBHOCTH, a
TaKKe KCIIyaTaluun U 3J10ynoTpeoJaeHust
KYJIbTYPHBIM HACJeIUEM, JIIOJIbMH 1
NpUPOJHBIMU pecypcamu (Jansen 815).

B nacrosiiiee Bpemst HabJto1aeTcst
TeHJeHLHs r100alu3aLuy B MOJE.
CyliecTByeT MeHee npocTas
XapaKTepUCTHKa ryiobaau3aluu, KoTopast
J00aBJISeT HICH O TOM, YTO 3TO AKOOBI
ry00aJ/bHOE KyJIbTypHOE, SKOHOMHYECKOe
1 MOJIMTHYECKOE SIBJIEHHE Ha CaMOM JieJie
BCEIJIa HAXOJUTCS M0 OTHOLICHHIO K YeMy-
TO, UTO He coBnajaeT ¢ HuM. [iobanusauus
MHOT/IA MIPEACTABJISIETCS KAK Mpoliece,

B XOJIe KOTOPOTO KYJIbTYPbI [OJIy4atoT
BO3MOKHOCTb MOKYNAaTh W HACJAAXKAThCS1
3anaJHbIMU TOBApaMH, TAKHMH KaK MOJa,
KOTOPbI€ KOT/1a-TO ObIIH UM HEJIOCTYITHbI.
Kosonuanuam cesizan ¢ ryiobanusanuen

B TOM CMbICJIE, YTO OH TaKxKe KacaeTcs
JIOMMHUPOBAHHS OIHOK TPyIIbI JIIOAEH

Hajl ipyro. B To xKe BpeMs1 siBJIsieTCs1
MOJIHOCTBIO MOJIMTHUECKUM: TO KacaeTcs
9KOHOMHUYECKHUX U KYJIbTYPHBIX CIIOCOOOB, €
MOMOLIBIO KOTOPBIX 3TH KOJOHU3HPOBAHHbIE
KYJIbTYPbl COMPOTHUBJSIUCH U H3berasu
JIOMMHUPOBAHHS 3aMajHbIX CTPaH.

MoxkHO paccmaTpuBaTh rJ100a1M3aLHI0 U
NOTEeHIHAJbHO NJ100aJU3UPOBAHHYIO MOJTY
Kak nmpumepbl KommyHukaiuu (Barnard 14).

Taxkum o6pazom, NOABOJISI UTOTH
Ucc/ie/I0BaHus, HeOOXOAUMO MOAYEe PKHYTh
€ro Ba’KHOCTb B pa3pad0TKe M PUMEHEHHH

JIEKOJIOHUAJIbHBIX TIPAKTUK B YCTOHUHBOM
Pa3BUTHH MOJBI.

OpHaKO MUP MOJIbI TIOJIOH HEPABEHCTRA,
KOTOPbIM HEOOXOAUMO MPEOI0JIEeTh Uepes
BKJIIOUEHHE < PA3JIHUHBIX TOUEK 3PEHHUS
(MOMHSI, 4TO JIEKOJIOHU3ALIUST — 3TO
He TO ’Ke CaMoe, YTO pazHooOpasue).
JlekosioHU3alus TakxKe BKJIoUaeT B ceOsl
MPAKTUKY BBIXO/IA 3@ PAMKH JOMUHH PYIOLLIUX
KYJIbTYPHBIX TPYTII U COMIPOTHBJIEHHE
BOCIPOU3BOJICTBY KOJIOHHATLHBIX
TakCOHOMHUI» (JleKosoHMaNbHUABHbIE
NpPaKkTHKH 1).

[{esbio 1eKONIOHHABHOM
METOJIOJIOTHH FIBJISIETCS BOCCTAHOBJICHHE
yTpaueHHOH MIEHTUYHOCTH
KOJIOHU3UPOBAHHOIO HACEJIEHUS,

BKJIIOYast 1€KOJIOHU3ALHMIO, COLIMAJIBHYIO
CMPaBEIIUBOCTb. CAMOOIPEIEJIEHHE,
paclMpeHne npaB U BO3MOXKHOCTEH.

DTa MeTOJI0JI0THsl IOKA3bIBAET, UTO
CYILLECTBYIOT JIBE€ OCHOBHbIE 00J1aCTH,
BbI3bIBalOLIME GECIIOKOUCTBO Y TeX,

KTO KeJIaeT Pa3pyLIUThb YCTOSIBLIHECS
CTPYKTYPbI B COBPEMEHHOH »KM3HH,
KOTOpbIe Bce OOJIblIe ONPEAeIOTCs
9KOHOMHUECKHUM, COLMAJIBHO - TOJIUTUIECKUM
M 9KOJIOTHYECKUM JIABJIEHHEM: HHCTHUTYTHI,
C OJIHOI CTOPOHbBI, U 0OyueHHe, C 1pyron

(Krauss 485).
OCHOBHbIe NONOXEeHUq

Hatue nccrenoBanue siB/sieTcst BaXKHbIM
JU1s1 TOCTKOJIOHHAJIbHBIX HCCJIeI0BaHHi

Y PA3BUTHsI TEOPUH MO/Ib, a TAKXKE /1151
MCII0JIb30BAHMS B IU3aiiHE U IPOU3BOACTBE.
OcosHaHue BJIUSIHUS TTOCTKOJIOHHAH3MA
Ha MOJLy TIOMOXKET MOTPEOUTEJISIM,
IPOM3BOJUTE/IAM U IM3aiiHepaM CO3/1aBaTh
1 MOTPeOJISITh MOJLy, C y4eTOM COLHa/IbHOM
CIIPABEIMBOCTH M YCTOHYMBOTO PA3BUTHS.

Hayunast 3HauMMoCTb HCce/I0BaHus:

1 — B criocoGHOCTH pacLINPUTD
MIOHMMaHUEe MHILYCTPHUU MOJIbl M €€ POJIH B
COBPEMEHHOM MHPE;

2 — B IIPe/LI0’KEHHH KOHKPETHBIX
NPaKTHYECKUX peKOMEHIALUH 151
YJIYullIeHUsT COLMAJIBHON W 9KOJIOTHYECKOH
YCTOUYUBOCTHU MOJIbL;

3 — B IPUMEHEHHH HA MTPAKTHKE
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pe3yJIbTaTOB MCCJIEIOBAHUS B PA3JIHUHBIX
cepax KyJbTypbl 1 00pa3oBaHus,
MOJIMTHKH K 9KOHOMHKH.

3akKknwuyeHue

B xosie Hallero ucesie10BaHns Mbl
0OHAPYKUIH CJIe/lyIoLIHe BaKHbIe
MOMEHTbI:

1. Mcropuueckoe BausiHue
KOJIOHHAJIU3MA B PA3BUTHH MOJIbl U MECTHBIX
KYJIbTYpax.

2. CBs3b 3THKH B YCTOHUMBOM Pa3BUTHH
1 B MIOCTKOJIOHHAJIbHBIX TTPHUHIIUTIAX.

3. CBA3b MOJIbI U [TOJINTHKH B
COIMAJIbHO-KYJIbTYPHBIX (DaKTOpax Kak
4acTh yCTOHUMBOIO PA3BUTHSI.

4. BugyanbHoe uameHnenue jiusaiHa
MOJIbl HA PA3HBIX KOHTHHEHTAX B Pa3HbIH
NepHoJl BpeMeHH.

5. OcosHaHue BaKHOCTH BHEJPEHHS
JIEKOJIOHUAJIbHBIX TPAKTHK B MHyCTPHIO
MO/IbI.

YcroitunBoe pasBUTHE U
MOCTKOJIOHHAJIbHbIE TIPUHIIUTIbI
npuoOpeTatoT Bce 6oJiee 3HaUUMYyH0 POJib B
MHyCTPUU MOJIbI, TIpeJiarast ydacTHUKaM
OTPACJ/Ii HOBbl€ BO3MOYKHOCTH U BbI3OBbI.
Hate nccnenoBanue noaTBepKiaeT,

UTO TMOCTKOJIOHHAJIbHbIE TPUHLIUTIBI

1 YCTOMUHBOE PA3BUTHE SIBJISIIOTCS
BayKHBIMU OPUEHTUPAMH /151 UHIyCTPUH
Kak B XXI Beke, Tak u B Oy/Iyiem.
BHenpeHue 1aHHbIX TIPUHLMITOB B KH3Hb
CNocoOCTBYET CO3/IaHuI0 OoJiee YCTOHUUBOH
¥ 9THYHOM HHILYCTPHH, OTKPbIBAET HOBbIE
BO3MOKHOCTH JI/151 Pa3BUTHS, HHHOBALIMH U
CoLMaJIbHOrO nporpecca.

BakHO OTMETUTb HEOOXOUMOCTb
JaJibHeHLLIero HCeeloBaHus U
pa3BUTHsI 0OCYKIAEMbIX TEM.

[IpoBectu Gosee riyOOKUH aHAIU3
9KOHOMHMUECKHUX U COLIUOKYJIbTYPHbIX
NOCJIECTBUI YCTOHUMBOTO PA3BUTHS U
MOCTKOJIOHHAJIM3MA B HHYCTPHUU MOJIbI, a
TaKyKe BbISIBUTb 3(PPEKTHBHOCTb PA3JIHUHBIX
CTpaTeruil U NPaKTHK B peasiM3alln 3THX
MPUHIIKTIOB.

Jl1st Toro, 4TOObI Jiydllie MOHSITh POJb
MO/Ibl B pOPMUPOBAHHUH U MEPEOCMbBICTIEHUH

KYJIbTYPHbIX I/IILQHTI/I‘{HOCTeﬁ )4
06LLL€CTB€HHbIX HOpM, CJaedyeT IIPOBECTH
HCCJieoBaHusl, HAllpaBJ/J€HHbIE HA OLLEHKY
BJIUAHUA MOIIHOIjI WMHAYCTPHHU Ha KYJIbTYpPHOE
pasHoo6paSI/Ie U CaMOBbIpaKeHHe B
KOHTEKCTE IMOCTKOJIOHHAJIU3Ma.

BbiBO A bI

HcenenoBanue no3BoJiniio BbISIBUTD
BJIMSIHUSI TIOCTKOJIOHHA/IM3MA Ha
YCTOHUMBOE Pa3BUTHE MOJIbl, BKJIOUast
npo6JieMbl 5KOHOMHUECKOTO HEpPaBEHCTBA,
YCTOMYMBOCTH U KyJIbTYPHOH anpornpHalyH.
Ha ocHoBe npoBeieHHOTO Hecae10BaHus
MOoIYEPKHYTa BaXKHOCTb YCTOHUHBOTIO
Pa3BUTHSI U MOCTKOJOHUAJbHBIX TPUHLIUIIOB
B MHJLyCTPHUH MOJIbI.

B ycrnoBusix coppemMenHo# riobaliusaiiuu
Y MOBBILIEHUSA OCBEIOMJIEHHOCTH 00
9KOJIOTMYECKHX H COLLMOKYJIBTYPHBIX
npo6JieMax, HHILYCTPHUsi MOJbI CTaJIKUBAETCsl
C pacTylUIUM JaBJeHHEM OT 0OLIEeCTBA U
notpeOuTe/iell Ha BHEJPEHHE STHYHBIX U
YCTOHUYMBBIX PAKTHK.

YuuThIBast pactylilee BJAUsIHHE MOJIbl HA
(hopMHpPOBaHHE COLMAJBHBIX H KYJIbTYPHbIX
HOPM, TIPHUHSITHE [TOCTKOJIOHHAJIbHBIX U
YCTOHUMBBIX MPUHIIMIIOB B UHIyCTPUH
MOJIbl MOZKET CITOCOOCTBOBATH H3MEHEHHIO
MHPOBO33peHHsI U 1leHHOCTeH obllecTBa
B 11esi0M. CJies10BaTe/IbHO 3TO MPUBEET
K Pa3BUTHIO 00Jiee OCO3HAHHOTO
NOTPeOUTENbLCKOrO MOBEICHHUS U
KYJIbTYPHOH TOJIEPAHTHOCTH, SIBJISIIOLIMECS
OCHOBOJ JUIsl TOCTPOEHHSI CIIPaBELJIMBOIO U
YCTOHUHUBOIO 0OLIECTBA.

Peanusauust ycToiuuBOro pa3BuTusi
1 MTOCTKOJIOHUAJIbHBIX TPUHILUIIOB B
UHILyCTPUH MOJIbl TPeOYeT COBMECTHbBIX
YCHJIH BCEX 3aMHTEPECOBAHHBIX CTOPOH:
norpebuTesiel, aKTHBUCTOB, OU3HEC-
COO00111€CTBO U MPABUTENbCTBA. TaKuM
06pa3oM, UCTOJb3ys COTPYAHUYECTBO
1 B3aUMOJICHCTBHE MOXKHO CO3/1aTh
YCJIOBHUSI [/ U3MEHEHHS CUTyalluH B
JIYULLIYIO CTOPOHY M IOCTH?KEHHUS OOLLHUX
LeJIeH COLMAJIbHON CIPABEJIMBOCTH U
YCTOHUMBOIO PA3BUTHS.



PekomMmeHpaauuu

CorJlacHO MPOBEICHHOT0 HCCJ/1E10BAHUS

¥ BbIBOJIOB, JIJIST yHaCTHUKOB (D3IIITH-
MHJyCTPHUHU, MPABUTEbCTBEHHbBIX
OpraHoB, oOLIeCTBEHHbIX OpPraHU3alui 1
noTpebuTeel npeylaralTcs ciaeiyoLne
peKoMeHaL1H:

1. [usaiinepam, 6peHnam
1 IPOU3BOJUTESIM BHEJIPHTD
JIeKOJIOHHAJ/IbHble TIPAKTHKH BO BCE 3Tallbl U
MPOLLECCHI.

2. PasBuBaTb 00pa3oBaTesbHble
MPOrpamMMbl: MOBBICUTb OCBEJIOMJIEHHOCTb
y notpe6uTesiel, npoheccHoHaNoB 1
00111eCTBEHHOCTH B BOMPOCAX YCTOHUHBOCTH
1 TIOCTKOJIOHHAJIM3MA B HHLYCTPHUH MO/Ibl
yepe3 BHejIpeHHe yueOHbIX KypCcoB, MacTep-
KJ1aCCOB.

3. Jlna norpebGuTesiell U AM3aiiHEPOB
BbIpa0OTaTh CTPATErnH, HANPABJIEHHbIE
Ha cosjlaHue GoJiee CrpaBe/InBON H
YCTOMUHBOK HHYCTPUH MOJIbl, KOTOpast
YUUTBIBAET [MOCTKOJIOHHAJIBHYIO
MepPCreKTHBY.

4. BHeapuTh yeTOMUMBbIE MPAKTHKH
B cTpaTerun Gu3Heca: UCoJib3oBaHKue
9KOJIOTHYECKH YHCTBIX MaTepHaJIOB,

nepecMOoTp MPOU3BOCTBEHHBIX MPOLIECCOB,
yJydlleHHe YCJAOBUH TPya U peaJsin3aliuio
COLMAJIbHBIX TPOTPAMM.

5. [1paBuUTENIbCTBY ¥ MHBECTOPAM
»KeJiaTe/IbHO CTUMYJIMPOBAaTh HHHOBALIUK
B 00J1aCTH U IM3alHA U YCTOHUHBOTO
MPOU3BOJICTBA: HAJIOTOBBIE JILTOTHI,
NpeaoCcTaBJIeHHe rPaHToB U Ipyrue
Mepbl MOIEPAKKH [ KOMTaHHH,
pazpabaTbIBalOIMX HOBbIE TEXHOJIOTHH 1
MarepHadJbl.

6. Heo6xonumo pazpaboraTs u
BHEJIPUTb CTPOTHE CTaHAAPThl H HOPMbI B
OTHOLLEHHH YCTOHYUBOTIO POU3BOJCTBA U
MCMOJIb30BAHUS TIPEIMETOB MOJIbl, KOTOPbIE
oGecrieyar coOJII0/IeHHE ITHYECKUX 1
9KOJIOTHUECKHUX TPUHLIMITOB B (p31LIH-
MHITYCTPHH.

7. IToBcemecTHO cOCOGCTBOBATH
nepexojy K UHPKYJISIPHOH (KPYroBoii )
9KOHOMHKE B HHLYCTPUH MOJIbI, TJIe PECypChI
M OTXO/Ibl MAKCUMaJIbHO 3 (eKTHBHO
nepepabaTbIBAIOTCS HJIH HCIIOJb3YIOTCS
MIOBTOPHO.

JlaHHble peKoMeHaLUH
MOMOTYT OCO3HAHHUIO U BHEIPEHHIO
MOCTKOJIOHUAJIbHBIX TPAKTHK B YCTOHYHBOE
pa3BUTHE U NPOLBETAHUE UHLYCTPUH MOJIbI.
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)Kaneab MycaxaHoBa
KMMO3IT Yuusepcureri (Anmatel, Kazakcrat)

COHHIH, T¥PAKTbI JAMYbIHAAFbI MOCTKOJIOHUAJIU3MHIH, PO

Anpatna. CoHfbl OHXbINAbIKTAPAA COH UHAYCTPUSICHI IKOMOTMANbIK, Macenenepre, xkahaHaaHyfa aHe
M3[LEHM COMKECTiKKe GainaHbICTbl KMbIHAbIKTapFa Tan 60nabl. OCbl CbiH-KATEPAEP asiCbIHAA OTAPLIbIIABIK,
TapuXbl KHE OHbIH, CAHre dCepi, COHAAN-aK TypaKTbl AAMY NMPUHLMATEPIH COH UHAYCTPUACHIHA
6ipikTipy MyMKiHAiKTepi 3epTTenai. Kasipri anemae akonorusnblk TYPaKTblIblK, SKOHOMUKANbIK,
SAINETTINIKTIH, M3EHM TYMHYCKANbIFbIH KATA KAapacTblpy MaCeNnenepiH eckepy KaxeT. 3epTTeyaiH,
MaKCaTbl - MOCTKO/IOHWUANIM3MHIH, COHHIH, TYpaKTbl LAMYbIHAAFbl SCEPiH TanAay, Heri3ri NPUHLMATED MEH
KMbIHAbIKTapAbl aHbIKTay, 60allakTa a4 XaHe TYpaKTbl COH MHAYCTPUSICbIH KYPYFa biknan eTeTiH
NpakKTUKasbIK YCbIHbICTAp MEH CTpaTernsaapabl YCbIHY.

3epTTeyae KOHTEHT-Tanaay, Tapuxu Tanaay, CoLMOoNorusbliK bakpinay aaictepi naaanaHbiigbl.
OpTYpPAi Xblnaapaafbl 6ipHelle KOHTUHEHTTEPAiH TaXXipnubeciHeH Mbicanaap KenTipinreH, HeFypiibiM
YKayanTbl )XaHe TypaKTbl COH MHAYCTPUSICbIH KaslbINTaCcTbipy KOHTEKCTIHAE peTTey, 6iniM 6epy xaHe
MaHapanbIK, bIHTbIMAKTACTbIK, NMEPCNEKTUBANAPbI KAPACTbIPbIIFaH. [LlEKONOHUSANbIK, TOXKIpUOEHi CaH
WHAYCTPUACBIHbIH, TYPaKTbl AAMYybIHbIH 66iri peTiHAe KONAaHYAbIH, MAaHbI3AbIIbIFbl KOPCETINTEH.
KonpaHblCTaFbl 3TMKanbIK NpobaeManapabiH, XarFaanblH )XakKCapTy )XaHE MOCTKOMOHUSANbIK, ToXipubenepai
eHri3y 60MbIHLLIA YCbIHbICTAp Bepinai. JKOHOMMKAAA, MaAEHUETTE XaHe biniM bepyae Hacinaik xxaHe
STHUKANbIK TEHCI3AIKTiH 60Nybl, COHAAN-AK KeNTereH KpI3MeT cananapblHAa, COHbIH, illiHAE CaHAe
KbICbIMHbIH, 60/1ybl Typasnbl aiTbiiaabl. MOCTKONOHUANM3MHIH, COHHIH, TYpaKTbl AaMYybIHAAFbI POJiH 04aH
9pi 3epTTey KaxeTTiniri atan eTingi. binim 6epy, MHHOBALLMS XKSHE bIHTBIMAKTACTbIK, 6T€ MaHpI3Abl 60sbIN
TabblNATbIH TYPAKTbl XSHE SAIN COH UHAYCTPUSICBIH KYPY XKOMbIHAAFbI TaFbl Aa KOMTEreH KeAeprinep MeH
KMbIHAbIKTapAbIH 60MybIHA HAa3ap ayaapblnabl.

Cana KaTbiCyLblnapsbl: YKIMET NMeH KoFaM apacbiHAaFbl )XahaHablK, bIHTbIMAKTACTbIK, GipneckeH
WwewiMaep MeH cTpaternsnapibl 3ipey xaHe iCKe acblpy YLWiH KaxeT. busHec yarinepi MeH
TEXHONOrMANAPbIHAAFbI MHHOBALMANAP OHAIPICTiH TYPaKTbUIblFbl MEH TUIMAINITIH apTThIpyFa
KeMeKTeceAi, an TyTbIHYLWbINapAblH Xabapaap/iblFbl MeH 6iNiMi NOCTKONOHUANbIK XX3HE TyPaKTbl
KMimMaepre cypaHbiCTbl bIHTaNaHAbIPYbl MYMKiH.

TyiiiH ce30ep: CaH, NOCTKONOHMANM3M, TYPaKTbl AAMY, COH UHAYCTPUACbIHAAFbI 3TUKA, AU3ANH.

Aoaliekce3 ywiH: MycaxaHoBa, XXaHenb. «CaHHIH, TypaKTbl AaMybIHAAFbI MOCTKOIOHUANU3MHIH, peni».
Central Asian Journal of Art Studies, T. 9, N2 2, 2024, c. 175-194, DOI: 10.47940/cajas.v9i2.895

Anfbic: ABTOP 0Cbl MaKanaHblH, apTbIKLUbIIbIKTApbiH 6aFanay aHe KeMLUiNiKTepiH aHbIKTay YLUiH
©3iHiH KYLi MeH Kacibu 6iniMiH )yMcaraH KYpMeTTi aHOHUMAI peLeH3eHTTepre i3ri pyu3allbliblFblH
6ingipen.
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POJ1b MOCTKOJIOHMAJIM3MA B YCTOMYMBOM PA3BUTUM MOLbI

Zhanel Mussakhanova
KIMEP University (Almaty Kazakhstan)

ROLE OF POSTCOLONIALISM IN SUSTAINABLE DEVELOPMENT OF FASHION

Abstract. In recent decades, the fashion industry has faced challenges related to environmental
issues, globalization and cultural identity. Within these challenges, the history of colonialism and its
impact on fashion is explored, as well as the possibilities of integrating sustainability principles into
the fashion industry. Environmental sustainability, rethinking the cultural authenticity of economic
justice must be considered in today’s world. The purpose of the study is to analyze the impact of
postcolonialism in sustainable fashion development, identify key principles and challenges, and offer
practical recommendations and strategies to help create a more equitable and sustainable fashion
industry in the future.

The study has utilised content analysis, historical analysis, and sociological observation as
methods. Examples from several continents over the years have been presented, looking at the
prospects for regulation, education and interdisciplinary cooperation in the context of building a
more responsible and sustainable fashion industry. The importance of using decolonial practices as
part of the sustainable development of the fashion industry has been presented. Recommendations
have been made to improve the situation of existing ethical issues and to implement postcolonial
practices. Reference has been made to the existence of racial and ethnic inequalities in economics,
culture and education, as well as oppression in many fields of endeavor, including fashion. The need

for further research on the role of postcolonialism in sustainable fashion development has been noted.

The existence of many more obstacles and challenges to a more sustainable and equitable fashion
industry have been highlighted, for which education, innovation and collaboration are essential.
Global collaboration between industry players: government and society, is necessary to develop

and implement joint solutions and strategies. Innovations in business models and technology can
help improve sustainability and production efficiency, and consumer awareness and education can
stimulate demand for postcolonial and sustainable apparel.

Keywords: fashion, postcolonialism, sustainability, ethicality in the fashion industry, design.
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[MCUXOJIOTrUs
FELUTAJIBT-IU3AMHA
U ®OPMUPOBAHMUE
BOCIPUSTHUS UX/UI
JIU3AHMHA

Esrenus Kum', )Kanepke Uman6aea'

'Kasaxckast HalHoHaJ/IbHAST aKajieMust HeKyceeTB uMenn TemnpOeka »Kyprenosa (Anmatbl, Kasaxcran)

AnHoTauus. CoBpeMeHHbIM rpaduyeckmii AM3aiH TeCHO B3anMonencTeyeT ¢ I T-chepoii. [lnsaiHepbl,
3aHMMaKLWMecs MHHOBaLMIMU U CO3AaHMEM UHTepdenCcoB, AOMKHbI PacCMaTpUBaTh AM3aliH He TONbKO
KaK BM3YyasbHbI 3N1EMEHT, HO M KaK 4aCTb NCMX0N0rnn. B3aumMocBsa3b MexXay rewTansT - ICMXoa0ruen

n dopmumpoBaHuem Bocnpuatns UX/Ul ousaiiHa. lewtansT-ncMxonorus — Hanpas/eHue, usyyatoliee
CTPYKTYpY BOCMPUSTUS U MPUHLMMbI OPraHM3aLLMK SN1EMEHTOB B LieNIOCTHble 06pa3bl. CraTbsl 3aTparMBaet
OCHOBHbI€ MPUHLMMbI U KOHLLENLMKU An3aliHa, TaKXKe UCCIef0BaHUE YenoBeyYeckux GakTopoB npu
pelleHnn 3a4ay B chepe BM3yanusaummn MHTEpHENCoB, ONMPasiCb Ha MEXAYHAPOLHbIA OMbIT.

B uenom, npuMeHeHne rpaduyeckoro ausarHa ons aHanusa 3abunutu nHtepdeincos m
uccnepoBaHue B pa3pabotke IT-pelueHnit B JaHHOM 061aCTu, UTPatoT KJIOYEBYH POJib B CO3AaHWM
NpOLYKTOB U CEPBUCOB, KOTOPbIE HE TOMIbKO BU3YallbHO NPWUBAEKATENbHbI, HO U UHTYUTUBHO MOHSATHbI
[N KOHEYHOro noTpebuTens. 3T acnekTbl HaNpsIMyK BAMSIOT HA YA0BIETBOPEHHOCTb KOHEYHOrO
noJsib30BaTessl, ypOBEHb €r0 BOBNEYEHHOCTU U, B UTOre, HA YCMELHOCTb U peHTabenbHOCTb I T-npoeKToB.
CoBpeMeHHble NoTpebuTeny 0XnaAT BbICOKOrO KayecTBa B3aMMOLENCTBUS C MHTepdencamMu, U UMEHHO
rpaduyeckmin AnM3anH, OCHOBAHHBbINM Ha MPUHLMMNAX 03abunnTm, MoxeT obecneyunTs 3To TpeboBaHMe.

K Tomy e, uHterpaums I T-pelweHnii B 3Toii 061acTv No3BOASIET MPOBOAUTL ObICTPYIO aAanTaLmio Nog,
HY>X[bl NMONb30BaTeNEN U ONTUMM3ALMIO MPOLLECCOB HA BCEX 3Tanax pa3paboTku.

PazBnBasg noHumaHue ynobcrea u nakoHnuHoctn UX/UL, abdekTHoe obecneyeHne MHTEPHET-
nosib3oBatenst yaobHbIM M TAKOHUYHBIM AM3aMHOM NPUNOXEHUIA U web-caiToB. [pogyMaHHoe
B3aMMOAeNCTBME C MHTEP(DENCOM He TOIbKO MOBbILIAET N0SbHOCTb, HO M COKPALLAET 3aTpaThl Ha
noanepXKy u obyyeHue, yMeHbLLas KOMYECTBO OWMOOK U HEMOHUMAHWI CO CTOPOHbI KOHEYHbIX
nonb30BaTenen.

TexHonoruu B chepe IT cTpeMuUTENbHO pa3BMBAOTCS, NPEAOCTABAAS AM3aliHEPaM BCE HOBbIE U HOBbIE
MHCTPYMEHTbI U BO3MOXHOCTU. [1oax0/, COBMELLALWMIA MCUXONOTMI0 U AM3aiH 0becneymBatoT co3aaHune
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NMPOAYKTOB 1 CEPBUCOB, KOTOPbIE HE NMPOCTO YAOBIETBOPSOT 6a30Bble NOTPEOHOCTU NOMb30BATENEN, HO U
[leNatoT NpoLecc B3auMoaenCTBUSl C HUMKU KOMMOPTHbIM M aAanTUBHbIM.
Knrouessie cnosa: nu3aiH, Busyanusaums, UX/Ul, tHHOBauuu, nHTepdeiic, Nonb30BaTebCKui

nHTEpdenc, lewTanbT-nCMXonorus, 3abunuTu.

Ans yumupoearus: Kum, EBreHus, Miman6aesa XXaHepke. «[lcuxonorus rewtanbT-au3sanHa u
dopmupoBanue socnpuatua UX/Ul gusaiiHax. Central Asian Journal of Art Studies, T. 9, N2 2, 2024,

c. 195-211, DOI:10.47940/cajas.v9i1.782

Asmopbl npoyumanu u 0006puu 0KOHYamebHbIl 8apUAHM PyKONUCU U 3as8/50m 06 omcymcmeuu

KOH@AuKma uHmepecos

BeepeHue

Banoxy, Korjia LU poBble TEXHOJIOTHH
1 OHJIAlH-CePBUCHI 3aHUMAIOT
LEHTpaJIbHOE MECTO B [IOBCEIHEBHOH
JKH3HH, pa3pad0TKa UHTYHTHBHBIX U
BU3yaJsIbHO MPUBJIEKATENbHBIX HHTEP(deicoB
SIBJISIETCS KJIFOYOM K YCIIexy Jito0oro
3JIeKTpoHHOro npoaykra. B Kasaxcrane, kak
¥ BO MHOTHX JIPYTHX CTpaHax, HabJio1aeTcst
60JIbLION CrIpoC Ha AU3aHHEPOB, KOTOPbIE
MOTYT CO3/1aBaTh COBpeMeHHbIe U MIOHSTHbIE
uHTepdeiichl, o6ecrnevynBast MOJb30BaTEISIM
JIETKUI 10CTYM K HHOopMaLiK 1
sthdeKkTHBHOE BhINoJHeHHe 3a1a4. OiHaKo
paspaboTKa BbICOKOKAUECTBEHHbIX
BU3yaJsIbHbIX MHTEpdericoB TpedyeT
rJ1yGOKOro MOHUMAaHHs! IPUHLMITOB
JIM3aHa, ICUXOJOTHU BOCTIPUSITHS U
110J1b30BATEJbCKOT0 OMbiTa. Takxke
HeoOX0IMMO YUUThIBATH OCOOEHHOCTH
LeJIeBOH ayIMTOPHH U 3a1a4, KOTOpbIe
uHTepderic 1o/KeH petiath. B aToi

CB$13U METO/Ibl 103a0UJIUTH-TECTHPOBAHUS

¥ aHaJ/IM3 MOBEACHH M0JIb30BaTe/1el
CTAHOBSITCSl HEOTbEMJIEMbIMU
MHCTPYMEHTAMM JIJIsl ONTUMHU3alluK y100CTBa
¥ TIPUBJIEKATENLHOCTH HHTEpdeiica st
M0JIb30BaTeNEeH.

[ewtanbT-au3an npeacrasiaser coOou
KJII04eBOH MOJX0J B 00JIaCTH IM3akHa,
AKUEHTHPYs BHUMaHHe Ha (POPMUPOBAHUU
BOCIPUSITHS T10J1b30BATEJISI.

CaioBo “remitanbT” B epeBojie ¢
HeMellKoro o3Havaet “dopma”. CjoBo
OTpaXkaeT CyTh TEOPUH, KOTOpasi
paccmaTtpuBaeT CnocoOHOCTb HALLero
CO3HaHHUs npeBpaulaTh 6eCnopsaoYHoe
pacnoJio;keHue 00O bEeKTOB B
CTPYKTypUpOBaHHble 06pasbl (3). s
rpaduuecKux AM3aiHepoB MPUHLIUIIbI
reliTajbTa CTAaHOBATCS KJIIOUEBBIMH.
OcosHaHue Toro, Kak Mbl BOCIIpUHHUMaeM
BU3yaJsIbHbI KOHTEHT, MOMOraeT
JiM3aiiHepam CO3/1aBaTh CBS3M MEKITY
3J1eMeHTaMH, obecreyuBast TakMM
o6Gpasom 6oJiee UeTKoe H 3pheKTHBHOE
B3auMojieiicTBHe. B ranHon cratbe
Mbl PACCMOTPHM OCHOBHbIE MTPUHLMITB
reliTanbTa U CrnocoObl UX MPUMEHEHHUS
B au3aiiHe. Ho npexxe, yeM nepeitu K
HUM, JlaBaiiTe MorpysuMcsi B OCHOBHbIE
WJleH relITabT-TeOPUH, CBA3aHHbIE C
npoueccoM BocrnpusaThsi. OCHOBBIBasiCh
Ha MPUHLMNAX TICUXOJOTHH BOCHIPUSITHS
1 TellITaNbT-TEOPUH, STOT MOJXO]
nouepKUBaAeT, 4To 001llee BOCTIPUATHE
o0beKTa BaxKHee, yeM npocTasi cymma
ero aaementoB. B kourekere UX/UI 310
0COOEHHO aKTyaJIbHO, TaK Kak qu3aiiHepam
HeoOX0IMMO CO3/1aBaTh MPOJYKThl, KOTOPbIE
MoJib30BaTe Il OyIyT BOCIPUHUMATD U
MCIO0J/Ib30BATh MAKCUMAJIbHO 3 (PEKTUBHO.

OcHoBHbI€ WjIeH relITabT-113anHa
6bl1r cpopmynupoBanbl Makcom
Beprxaitmepom, Kyprom Koot



1 Bosnbgraurom Kenepowm (4). dtu

y4eHble NPELJI0KHIIN P TPHHLMITOB,
HarpasJieHHbIX Ha TOMOLLLb IM3aiiHepam

B CO3/IaHUH BU3YaJIbHO MPUBJIEKATEbHbIX
1 (PYHKIHOHAIBbHBIX TPOJYKTOB /151
noJibzoBatesieil. Bocnpusithe nusaiitna
M0J1b30BATENIEM OTIPEIESIETCS] BU3YasbHbIM
MHTepPGEHCOM U ero 3JieMeHTaMH, KOTopble
CTAHOBSITCS KJIIOUOM K yCIELIHOMY
JIM3ANHY C TOUKH 3peHust ylnoOCTBa
ucrosib3oBanus. [ IpaBuiibHO BeIOpaHHas
BU3yasu3alus obecrneunBaeT ynobHoe
B3aUMOJIEHCTBHE MOJb30BATES C
NpUIoKEHHeM UK BeO-caiiTom. OnHako
Jlaxke XOpoLO CBEPCTaHHbIH IM3aiH
untepeiica He OyaeT paboTaTh Ha MOJNHYIO
MOLULHOCTb, €CJIM OH He OPUEHTHPOBAH Ha
NOHUMaHHe, HABUraLMIO U [peloCTaBIeHHe
peJieBaHTHOH MH(OPMAIMH B COOTBETCTBHH
C LeJisiMM ToJib3oBatedist. [Ipu coznanuu
BU3YaJIbHOTO KOHTEHTA HEOOXOAUM OCOOBIN
aKIIeHT Ha YeJIoBeveCcKHil (hakTop, HCXO/s
U3 MPOBEPEHHbIX KOHLEMLHUI U METOIUK
nu3anna. Heo6xonumo H3yunTh NPUHLIKIIBI,
paspaboTaHHble Ha POTS?KEHUH MOCJIAHUX
JIeCSITUJIeTUH UCCJeIOBAHUH B 9TON
00J1aCTH.

MeToabl

B mupe nusarina, remitanbT-ncHXo0rus
UrpaeT KJ0UeByio poJib B (hOPMUPOBAHUU
BOCTIpUSITHS HHTepericoB. [etTanbT-
JIM3aiiH, OCHOBAHHbIN HA TPUHIIUNAX
JIAHHOTO pasfieJia NCUX0JI0THH, aKLeHTHPYeT
BHUMaHHe Ha TOM, KaK YeJIOBEK
BOCTIPUHUMAET BU3yaJibHble 00BEKTHI B
11eJIOM, a He KaK COBOKYMHOCTb OT/IeJIbHBIX
ssemMeHToB. [ IpuHIMT OHTOIOrHUECKOTO
X0JIU3Ma [VIACHUT, UTO “Liesoe OoJIblie,
yeMm cymma ero uactei”. Ho kak sto
NpUMeHsieTCsl B iu3aiine? DTo 03HaAvaerT,
YTO BOCTIpUSITHE 0OBEKTA B LIEJIOM MOKET
OTJIMYATHCS OT BOCIIPUSITHST €70 OT/AE/BHBIX
3s1eMeHTOB. Kakne npuHIHIb! iM3aliHepbl
JIOJKHBI YUUTBIBATh, UTOOBI CO31ATh
rapMOHHYHYI0 KOMIO3uLMIo? Jlnsaiinepam
He0OXOMMO YUUThIBATh KOTHUTHBHbIE H
rnepLenTHUBHblE 0COOEHHOCTH YeJIoBeKa,

4TOObI CO3MaTh HHTEP(DENC, KOTOPBIH
Oy/leT MHTYUTHBHO MOHATEH U y106eH

JUIs1 TToJib3oBateisi. [eniranbt-u3ait
npeiaraet Au3anHepam HHCTPYMEHTbI [l
CO3/IaHH$1 BU3yaJsIbHO MPUBJIEKATEbHBIX

1 (PYHKLIMOHATbHBIX HHTEP(hENHCOoB.
[ToHMMaHHe NPUHLIMITOB TAKOro 13aiiHa
MO3BOJISIET CO3ABATh MPOIYKThI, KOTOPbIE
OTBEYaloT MOTPEOHOCTSIM U OXKUIAHHUSIM
MoJIb30BaTe e, fe/1ast B3AUMOJICHCTBHE C
HUMU 6oJiee 3PPEKTUBHBIM U TPUSITHBIM.

Tewrranst n UX/UI musaiin

Kax npuHLHMBI TelITanbT-CHX0J0THH
MoryT ObiTh puMeHeHbl B UX/UI au3aiine?

Hanpumep:

[TpokcumuTH (6M30CTD ): KaK OJH30CTh
3JIEMEHTOB MOKET BJIMSATH HA BOCTIPUSTHE
noJib3oBaTeJsieM HHTepdelica

CxoxKecTb: ouyeMy MoxoxKue 3JeMeHTbI
BOCMPUHUMAIOTCS KaK eMHas Tpymma 1
KaK 3TO MOKeT ObITb UCIIOJIb30BAHO 151
CO3JIaHHs MepapXuu

3aKpbITOCTb: KaK 3aKPbITble KOHTYPHbI
BJIMSIIOT HA BOCTIPUATHE HHTepelica

YesioBeueckuii pakTop B relrasibT-
JM3ariHe

[Touemy Tak Ba’KHO yUHTHIBATh
KOPHUTHBHBIE U MEPLEeNTHBHbIE
0co6EHHOCTH ueJsioBeKa Mpu
npoekTupoBaHuu uHTepeiica? Kakue
OCHOBHbI€ aCleKThl YeJI0BEYECKOr0
BOCMPHUATHS AU3aHHEPbI IO/KHbI
YUHTHIBATh?

Jlns1 yenenoro pa3apa6oTku
BH3YyaJIbHbIX MHTeP(]elcoB B rpacduueckom
JiM3aiiHe HeoOXOMMMO YUHTHIBATh MPUHIIUTIbI
UX/UI-nu3aiina, KOTopble UrpaioT Bee
6oJiee Cyl1eCTBEHHYIO POJib B COBPEMEHHOM
MH(popMaoHHoM o61iecTBe. OnHUM 13
KJIIOUEBbIX HHCTPYMEHTOB /151 CO31aHMUSs1
MHTYUTHBHO MOHATHOTO UHTeperica
SIBJISIETCS UCIIOJIb30BAHUE IBPUCTHUECKOTO

rnoaxoaa, OCHOBAHHOI'O Ha OIIbITE€ U SHAHHAX.

le/l €ro NpuMeHEHUH MO2KHO IMOBbICUTH
KayeCTBO U yIlO6CTBO HCIOJIL30OBAaHU
[IporpaMmmMHoOro O6€CH€‘-I€HI/IH, cjaeJsiaB
ﬂHSHﬁH 6oJiee MOHSITHBIM H HUHTYUTHBHbBIM
JUTA noJib30BaTeJsiel.
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Ouckyccusa

[emrranbT-Teopus uccaeayet
croco6bl, KOTOPBIMH MO3T CTPYKTYPUPYET
Y KaTeropuaupyeT BU3yaJsbHble
KOMIIOHEHTBI, Jies1ast uX 6oJiee MOHATHBIMU U
opranuzoBaHHbIMH. OIHAKO, TOMUMO 3TOH
TEOPHH CYLIECTBYIOT U IpyTHe KJtoUeBbie
MICUXOJIOTHUECKHE MTPUHLMITBI, CBSI3aHHbIE
C MPOLLECCOM BOCTIPUSITHSI, KOTOPbIE
HeoOX0IMMO YUUTBIBATH /15 TJIyOOKOTO
MOHUMaHMUS rellTaNbT-MoAXo/Aa (Be/lb OH
He OrpaHUYMBAETCS TOJIBKO BU3YaJbHbIM
BocrpusiTieM 06beKToB). ['ettanbr-
JIM3aiH, OCHOBAHHbI} Ha MPHUHIKMNAX
relITajbT-[ICHX0JOMH, AKLLEHTHPYET
BHUMaHHe Ha TOM, KaK JIOJI BOCIIPUHUMAIOT
1 UHTEPIPETUPYIOT BU3YaJslbHYIO
UHMOPMALMIO. DTH MPUHIUIBI HCXOJIAT U3
0COOEHHOCTEH YeJI0BEUeCKOT0 BOCIIPUSITHSI,
1 MX TOHMMaHHUE MO3BOJISIET CO3/1aBaTh
JM3akH, KOTOPbIH Oy1eT HHTYUTHBHO
MOHATEH U Y100€H /1 [10/1b30BaTeI.
PaccMoTpuM HEKOTOpPbIE U3 HUX:

EcTb BbICOKasi BepOSTHOCTb, YTO pa3Hble
BapHaHThl BU3yaJsibHOr0 HHTepdeiica OyayT
BJIUSITH HA BOCIIPUSITHE HH(OPMALMH.

K takum BapuaHTam MOKHO OTHECTH:
1LIBETOBOE pellieHue, GopMy 3J1eMEHTOB,
pasmep W CTUJb WpudTa. st co3nanus
JIMHAMUYHOTO IM3aliHa peKOMEH/yeTcsl
MCI0J1b30BATh MOJXO/Ibl, OCHOBAHHbIE Ha
reliTajnbT-TeOpUH n3aiiHa. dta Teopusi
paccmaTprBaeT, Kak yesJoBeyecKuii Mo3r
aHaJIM3UpyeT U CTPYKTYpPHPYET BU3YyaJIbHbIE
JIaHHbIE.

Teopus 6bl1a npenokeHa
B 1920-X rojax HeMelKUMH Y4eHbIMH:
Makcom Beprxaitmepowm, Bosbdranrom
Kenepom u Kyprom Koddkoii (5)

BoinesisitoT 5 K/toueBbIX MPUHLIKIIOB
BOCIHPUSITHS BU3yaslbHbIX 06beKTOB (pHuc.1):

BaxHo oTMeTHTb, UTo /U151l AM3aiHepa
HeOoOXOIMMbI JaHHbIe TPUHLIMIIBI, TaK KaK
OHH MOMOTalOT MOHATh, KaK co3/1aBaTh CBS3b
MeKJly J1eMeHTaMHU /151 ONTHMaJIbHOH
KOMMYHHKALIMH.

MpuHumn

Onpepenexue

BOCI'IpI/I‘iITl/Ie LE€NOCTHOCTH

OnMH 13 OCHOBHbIX MPUHLIMMOB reLTanbT-
MCUXONIOTUU 3aKJTKOHAETCS B TOM, YTO JIOAM
BOCMPUHUMAIOT 0OBLEKTBI KaK LLeNoCTHbIE
CTPYKTYpbI, @ HE KaK COBOKYMHOCTb OTAENbHbIX
3/1EMEHTOB. 3TO 03HAYAET, YTO AM3aliHepam
cnepyet co3faBaTb MHTEpPdENChI, KOTopble
BOCMPMHUMAIOTCA KaK eIMHOE Liefoe, a He Kak
Habop pa3pO3HEHHbIX KOMMOHEHTOB.

Mownck ynpoLueHni

Itopu, IHTYUTUBHO CTPEMSITCS YNPOLLATh CJI0XKHbIE
06pasbl M UCKaTb 3HaKOMble hopMbl. [pUHLMNLI
relTanbT-AM3aiHa, Takue Kak CUMMeTpus,
3aKPbITOCTb U CXOXECTb, MTOMOratoT CO34aBaThb
[M3aliH, KOTOPbIM BOCMPUHUMAETCS NPOLLE U
bbicTpee.

NHTYUTMBHAA HaBuraums

lMoHWMaHKWe Toro, Kak oA OPUEHTUPYHOTCA

B MPOCTPAHCTBE U KaK OHW BOCMPUHUMAKOT
rPYNMUpOBKY U MEPAPXMIO, MO3BONSIET CO3aBaTh
UHTepdENCbl, KOTopble 061eryatoT HaBUraumio u
MOUCK MHPOpMaLUK.

JMOUMOHaNbHOE B3aUMO4EeNCTBUE

Yenoseyeckui GakTop B AM3aiHe TakxKe CBA3aH
C 3MOLMOHaNbHbIM BoCcnpuatueM. lewtanst-
[IM33iH MOXET BbI3blBaTb ONpefe/ieHHble

4yBCTBa M 3MOLMM Y NONb30BaTENEN, YTO AenaeT
B3aMMOAeNCTBMeE C NpoAYyKTOM H6onee rnyboKkuMm u
3HAYUMBIM.

ApanTtauus K 4yenope4yeckoMy BOCNPUATUIO

MoHMMaHMe ocobeHHOCTeN YenoBeveckoro
BOCMPUATUS MO3BONAET AU3aNHEPaM
afanTupoBaTh MHTepdelchl TakuM 06pasom,
yTOoObI




[ewtanbr-Teopusi paccMaTpUBaETCs!
KaK METOJIMKA TPYNIHPOBKH U pas3iesieHUs!
BU3yaJsIbHbIX KOMIIOHEHTOB B MO3T€ C LeJbIO
ynpouieHus: popmsl.

Cpen pas/IMuHbIX TEOPHI BOCTIPUSITHS
BbIJIEJISIETCS KOHLEMIIUS SMEPKEHTHOCTH,
COIJIACHO KOTOPOH Mbl CHauaJa
BOCIPUHUMaeM o011Lyto hopMy, a 3aTeM
yKe ee fetasu. [Tosb3oBares NOHUMAIOT
BU3YyaJibHbl€ CUCTEMbI, YTO U TPUBOJUT
K retutalib-Teopuu. B npumep MoxxHO
NPUBECTH U300parKeHHe MEKCHKAHCKOIO
xynoxkHuka Oxrasuo Okammo u ero
kapTuHy « Bunenue [lon Kuxora».

B KapTuHe XyJ10:KHHK HCIOJIb3yeT 00pasbl
13 Kaaccuueckoi ucropuu Jlon Kuxora
Muresist ne CepBaHreca, COeIUHSIS UX
TakuM 00pa3oM, UTOObI CO31aTh HECKOJIbKO
ypoBHe# BudyasibHOro Bocnpusitus. Ha
NepBbIi B3IJISIL MOKET MOKA3aThCsl, YTO

Bbl BUJIUTE OJIHO U300paxKeHue, HO MpU

6oJiee leTaJbHOM PACCMOTPEHUH HAYHHAIOT
BBISIBJISITHCS JIpyrue 00pasbl, KOTOPble
pacckasbiBatot ucropuio Jlon Kuxora (6).
Kaptuna ctumysiupyer cMOTpsilILero HCKAThb
CKpPBbITbIe 06pa3bl U KX HHEPITPETHPOBATD,
KapTHHA CTAHOBUTCS
MHTePaKTUBHOH (puc.2):

M3HauasibHO MOJb30BATENH 3aMevaloT
0OLLYyI0 CTPYKTYPY, @ OTOM YIJyOJISTIOTCS
B sieTanu. Ecan hopma uHTepdrica nam
web-cTpaHulibl BbI3bIBAET OTTOPIKEHHE, TO
TaKOW IM3aklH He HalleT MPU3HaHUs. DTO
MOJICKA3bIBAET IM3aHHEPAM O TOM, YTO CTOUT
cHavaJsia CKOHIEHTPUPOBAThLCS HA CO3JIAHUH
o0111e# KOHIIeMIMU AU3aiHa,
npexe yeM yrayoJsiThes B I€Talu,
TakWe KaK HaBuralyst Ui BHELIHHH BHJ,
KHOTIOK.

PaccmoTpum Kakue Bu3yasibHble
MPUHLHKIbI FellTaNbTa IPUMEHUMbI B
Jm3aiiHe uHTepdencoB:

ITepBonauanbHO IMEpAKEHTHOCTH Pendpukanus I'maza UHTYUTHBHO
¢dopma obbexTa B JOTIONHSIOT
obLiem — jjanee ero HEIOCTAIOIIKE IETallH,
OTJIC/IbHbBIE YaCTH dopmupys 06passl Jaxe
6e3 KOHKPETHBIX
Konnenuns HWuBapuanTHOCTH neranei
(urypoi-gona :
Y3HaBaeMoCTh
CXOXHX (OpM,
I'nas onpenenser My IbTHCTAGHILHOCTD HECMOTpst Ha
00bEKTHI B ) pasHuLy B LBETE,
TpPEXMEPHOMH

MEPCIEeKTHBE, BBIIEISSA
MepelHuii IIaH oT
(dona.

pasmepe, Bece WK UX
MECTOTONIOKEHNH B
MPOCTPaHCTBE.

Heckonbko TpakTOBOK JBOHCTBEHHO# (hOPMBI, Iie T1a3
OyeT BOCHpHMHUMATh BCE BAPUAHTSHI Cpasy.
H36eranue HEsICHOCTH, IPU HAJUYHU HECKONBKUX
UHTEpHpeTaluii rna3 6yner MexIy HUMH IepeKII0uaThes.

Pucynok 1. [IpunHuunmnbl BocrnpusiThsi Bu3yasbHbix 06bekToB Makcom Beprtxaiimepowm, Bosibdranrom
Kenepom u Kyprom Koddxoit
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KPEATWUBHOE MPOCTPAHCTBO LIEHTPAJIbHO-A3MATCKOIO PETMIOHA

1. Tlosb3oBaTesu B nepBylo ouepeib
o6pallaloT BHUMaHue Ha 00U U3aliH, a
MOTOM Ha KOHKPEeTHbIe 3jieMeHThl. Baxken
o6LIMH BUJ, fasiee — AeTajlu.

2. OIHOPOAHOCTH B LIBETOBOH
naJiMTpe yKasblBaeT Ha B3aHMOCBSI3b.
Mcnosib3oBaHKe COriacoBaHHbIX 1IBETOBbIX

Pucynok 2. OkraBuo Oxkamno «Bunenust [lon
Kuxora», 1989r. (artchive.ru)

peLIeHUH /151 CXOYKHX JIEMEHTOB.

3. DJieMeHTHI, cxoxHue 1o (opme,
BOCIPUHUMAIOTCST KAK B3aUMOCBSI3aHHbIE.
EauHbIA CTHJIb 17151 TTOX0XKUH 3J1€MEHTOB.

4. T'pynnupoBaHue 00bEKTOB
yIpouiaeT BOCIPUATHE HX CBSI3EH.
Pasmellienue o6beKTOB OJ1HKe IPYT K
JIPYTY, U151 NOlue PKUBAHHUST UX B3AUMOCBSI3H
1 JIOCTATOUHOE MPOCTPAHCTBO MEXKJly HUMH.

5. 3ameTHble y30pbl U
MOBTOPSIOLIHECS JIEMEHTbI YCHUIUBAIOT
BOCIPUSATHE U 3aITOMHUHAHUE.

[Ipu pazpabGoTKe OTHE/NbHBIX CTPAHHI]
canTta, 4ToObl COXPAHUTh €HHCTBO
U CBSI3HOCTb, Ba>KHO, YTOObI OOIIIUH
JIM3alH KaxKIO0H CTpaHULIbl Obl CX0K. B
NPOTHBHOM CJlydae, CalT MOXKET 110KA3aThCsl
HECBSI3aHHBIM W PA3PO3HEHHBIM.

Jlionu o6paiialoT BHUMaHKe Ha

BCE HOBOE M HeOObIuHOE, 0COOEHHO Ha
JBHKeHHe. B 1peBHUe BpeMeHa, B 310Xy
[Taseosinra, Kaxkjioe 1BUKEeHHE ObLIO
BaXKHbIM, ITOCKOJIbKY [IOPOX MOT' 03Ha4aTh
MOTeHLHAJbHYIO yrpoay. /151 BblKUBaHUs
ueJIOBEK JI0J12KeH OblJ1 0CTABaThCS
61UTeIbHBIM. AHAJIOTHYHO HallleMy
“IIPUMHTHBHOMY MO3TY” ( pEeNTUALHOMY
MO3TY) He0OXOAUMO 00paTUTh BHUMaHHe
Ha OMAacHOCTb, MHLLY U pa3MHOxKeHHe. Hawm
HY2>KHO €CTb, Pa3MHOKAThCs1 M 3aLIULIATh
cebs.

Ho kak 370 cBsizaHo ¢ 1u3aiiHom?
Korna mbl noceniaem web-caiiTbl 1 BUIMM
M300paXKeHUs efbl, TPUBJIEKATETbHbBIX
JIOJIeH WJIH TTOTEHLHAJIbHOK YIpo3bl, Halll
MO3T aBTOMaTHUYeCKH (OKyCcHpyeTest Ha 9TOH
00J1aCTH cTpaHULbl. bbicTpoe npuBseueHne
BHUMAaHHs M0J1b30BATEJIs1 OTIHYHO
CKJIa/IbIBAETCS C JAHHBIM METOJIOM.

Onnako, rnocJ/ieaHee BpeMst HEKOTOpPble
KOMITaHHH 3J10yNOTPeOJISIOT 3TOH
TEXHUKOH, MbITAsCh MPHUBJIEYb BHUMAHHE
C MOMOIIIBIO JIEIIEBBIX TPHEMOB, TaKHX
Kak uzoopaxkenusi. OJIMH U3 3aMETHbIX
MPUMEPOB - CAHT, C KOHTAKTAMH JIyYLLIHX
pecropanoB B Can-Jluero. IlepBoe, Ha
4TO cpasy ke oOpallaeTcs BHUMaHHe
— OTCYTCTBHE CTPYKTYpPbI CTpaHHlibl. B
Hell CoflepyKUTCS IBa BUIA HABUTALINH,
ycTapeBuide GaHHepbl, c1ailiep U KkapTa,
pasHoHAOOpPHBIE TAPHUTYPBI LIPUPTOB,
3¢ dexThl Ha (HOTO, HO MTPH ITOM
OTCYTCTBYIOT I10Jie3Hble 3jeMeHThl. Kapra,
pasMelleHHast B O0OKOBOH MaHEJH, BBITJISAUT
HEMPUBBIYHO U MOXKET COUBATD C TOJIKY
noJib3oBatesieil. Takxke, HeynauHbli Noa60p
wpudrToB. B nusaiine manku caiita He
COOJIIOZIEHBI TPHHLMITBI F03a0UIUTH: 0OUJIHE
TEKCTa, MEJIKUM HeuuTaOebHbIM LIPUPTOM
KpacHoro 1peta (puc.3).

JIula npuBaeKatoT Halle BHUMaH1e
B [E€PBYIO OYEPE/ib, 3TO HEOThEMJIEMbIH
(hakTop, NPUTSIKEHNST BHUMAHHUS.
HesaBucumo ot HatmMx MoTHBaLMid, Oy/b
TO JKeJIaHHE BbISIBUTb SMOLMH IPYTOro
YeJsloBeKa /Il yCTAHOBJIEHUST OTHOLIEHUH
WJIH TTOMCK MOTEeHIHANBHBIX YTPO3, (hakT
0CTaeTCsl HEOCMOPUMBIM - MbI ITPOCTO He



MOKeM He o6pallaTb BHUMaHHe Ha JHLA.
OHH ymMeJ10 3aXBaThIBAIOT U y/IePAKUBAIOT
Hallle BHUMaHHE C TaKOH CHJION, UTO 1axKe
rocJie TOro, KaK JIMLO HeYe3aeT ¢ SKpaHa,
Halll B3TJIsIL OCTaeTCsl PUKCHUPOBAHHBIM B
3TOH 06JIaCTH ellle HeKOTopoe BpeMs (D).
JItom npuydeHbl CMOTPETh IPYT-APYTY
B J1a3a, 03TOMy H300paxkeHHe yesioBeka,
CMOTPSILIIETO HAM MPSIMO B KaMepy,
paboTaet Hanbosee s¢ppekTHBHO. TouHO
TaK e, BUJIs YesloBeKa Ha oTtorpaduu,
UbM TJ1a3a HAMpaBJeHbl B CTOPOHY Y€ro-To,
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Pucynok 3. CafiT pecTopaHHOro cepsuca
«Where2Eat.com» (www.plerdy.com)

B3IVIs/L HeM30eKHO oOpalllaeTest B TOM ke
HarpaBJIeHHH.

CneuaJiuet o 03abuauti Jxxeime
Bpus nposes skcnepuMeHT, HCMoJb3Ys
TEXHOJIOTHIO aHTPeKUHra (KoTopas
OTCJIe’KMBAET JIBHXKEHHE TJ1a3), HA OCHOBE
KOTOporo 6bljia cocTaBJ/IeHa AMarpamma
JIBHKEHHUS B3IJIsi/A, MOATBEPKAaoLIast
JlaHHOE HaOJIo/IeHHE.

ATpeKHHT OTC/IeKUBAET U
perucTpupyer ABHKEHHs a3
TM0JIb30BATEIS, HCTIOJIb3YST MHPPAKPACHBIH
CBET YISl ONpeJiesIeHUs] TT0JI0KEHHST 3payKa.
JlaHHbIi MOIXO/ 1aeT BO3MOKHOCTh
y3HATb O HAMPABJIEHHOCTH 3PUTEJILHOTO
BOCHPHUATHS: KAK CHJILHO JIIOJIH (PUKCHPYIOT
B3IVISIL HA PeK/JIaMHbIX OaHHEepax,
ss1eMeHTax Ha web-carite wiu uureperice
NPUJIOKEHHUS], TAKXKE YIIAKOBKAX M Ha Kakue
MUMEHHO 3JIeMeHThl OHM hokycupytoTes (1).

Ha ocHoBe afiTpekuHra u Obla1 CO3/1aH
HEHUPOMAPKETHHT.

HefipomapkeTtuHr - Hayka,

KOTOpasi NOMOraeT aHaJM3UPOBaTh,

KaK 4ye/JI0BeYeCKHI MO3T pearupyer Ha
pasJ/IMuHbIE MPOJYKThI U YCJYTH, IM3aiHH

YHaKOBKH, KOHTEHT, PEKJIaMHbIC MaTepUaJibl

1 JIpyrue KOMIOHEHTbl MapKeTHHTa

(2). OnHuM U3 Jy4LIHX TPUMEPOB
HelpOMapKeTHHTa IBJIsIeTCS PelAU3ait
komnanuu Frito-Lay, npousBonuresn
Cheetos, Lay’s u apyrux BU10B YHICOB,
pellnIa nepecMoTpPeTh AN3alH CBOEH
YHNaKOBKH, HCTOJb3Ysl (DYHKIIHOHAJIBbHYO
MarHMuTHO-Pe30HAHCHYIO TOMOTpagHIo
(MPT), uToOBI MOHATD, KAK MO3T HX
notpebuTeiell pearupyeT Ha pas/uyHble
3J1eMeHTHI (2).

MccnenoBanue BbISIBUJIO, UTO hpasa
“nepekyc 6e3 BUHbI” Ha CAMOM JleJie
yMeHblIaJa MpoJaKu, TaK KaK y KeHILHH
BO3HHKaJIa TI0JICO3HATe IbHAS HeraTHBHAs
CBSI3b C CJIOBOM “BHHA”, U OHU U3beraJsiu
MPOAYKIHH C TaKOH (hOPMYJTHPOBKOI.
Takke Guiecrsiniasi ynakoBka ¢
n3oOpaxkeHneM Kaprodesisi He HaXoauJ1a
MOHUMAaHHUS CpeIv MOTpeOUTeNeH.

Bce 311 acriekTbl ObLIN yUTEHBI U
MCIpaBJieHbl B HOBOM JIM3aiiHe YIIaKOBKH.
ITa KaMnaHus okazaach HACTOJBKO
yCIEeUIHOM, YTo 3a 1ecTb MecsiieB PR-
nporpamma noJyuusia 6ogee 195.000.000
TMOJIOYKUTEIbHBIX OT3bIBOB, U MPOJIAKHU
yBesiunanch Ha 1,8 %. Baectsiuyio
JKEJITYI0 YIIaKOBKY ¢ H306pazKeHeM
«BPEJHBIX» YHTICOB 3aMEeHHU/Ia MATOBO-
6exkeBast ¢ HaTypaJbHbIM KapTodeseM H
JIPYTUMH «T0JIE3HBIMU» UHTPEAHeHTaMH
(puc.4).

JlaHHbIl MpUMep X0pol1lio oToOpaxKaert,
KakK 1IBET U PacroyioyKeHne BU3yasbHbIX
COCTaBJISIIOIINX BAXKHO B PUBJIEUEHUN
BHUMaHHs M10J1b30BaTeJIsl, €ro
COCPEI0TOUEHHOCTh U MOHUMAaHUS u3akHa
MPOAYKTa B 11eJ0OM. DTO MOXKHO OTHECTH
He TOJIbKO K JIM3aliHaM YaKOBKH, HO U K
JIM3aiiHy M0JIb30BATEJNbCKUX HHTEPHENHCOB.

[IpuBsieueHre BHUMaHUS M0Jb30BATEEH

B LIU(POBOM MPOCTPAHCTBE MOMKHO
OCYLIECTBHUTDL TOJILKO JABYMS1 CHOCO6aMI/I,
06palasich K UX 3pUTEJbLHBIM U CTyXOBbIM
4yBCTBAM, YIPABJIsIEMbIMH TAKHMH
thakTopamu:
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*  OTTEHKOM;

*  pasmepamy;

* pacrno/io:keHueM/nponopLuAMH;
*  BU3yaJIbHbIMH [TOMEXaMH;

*  AQHMMHUPOBAHHBLIMM 3JIEMEHTaMH.
K npumepy, MOXKHO IpUBECTH CailT,
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Pucynok 4. Pe6penauur ynakoBk1 4UIcoB
komnanuu «Frito-Lay»

KOTOPBIH CBEPCTaH B MATKHX CUHHUX

TOHAX C LIeHTPaJIbHO PacroJOKeHHOH
SIPKO-KPACHOH KHOTIKOH, 3TO MPHUBJIEKAET
BHUMaHHe. [[pocmarpuBas craTbio Ha

3TOM caiiTe, BHUMaHUe GyjieT 6oJbliie
oOpallleHo Ha OOJIbllIMe 3aT0JOBKH, IMTAThI
U TEKCT, BbIICJICHHBIF 2KMPHBIM, HEXKeJIH

Ha OCHOBHOe cofepxKaHue. JItoau Jierko
OTBJIEKAIOTCSI, TO3TOMY TJ1aBHast 3a/1aua
aJlalTUBHOTO U IPAMOTHOTO IpapuuecKoro
UHTepderica — 3TO JIOHECTH IJIaBHbIH
nocbl1 web-caiita uim npuaozKeHusi, YToObI
HaBUrauus, rpaduka U TeKCTOBble OJOKH
OB/ MOHATHBI U MHTYUTHBHBI.

Bouibliiasi yacTh Hallero NCHXUUeCKoro
BOCIIPHUATHS TIPOXOAUT HA MOACO3HATENbHOM
ypoBHe. HacTo, Halll MO3I pearupyer, He
NPUBJEKAs K TOMY Hallle CO3HATeJIbHOE
BHUMaHHe. DTO CBSI3AHO C HAJIMUUEM y Hac
TPEXUACTHOH CTPYKTYpPbl MO3ra:

+  PenTuabHbii MO3T;

+  JlumOuueckas cucrema
(oTBeuvarolasi 32 SMOLKH );

+  Heoxopreke.

PentusbHblil MO3T OTBeUaeT 3a
OO0JIbLLYIO YACTh HALLIMX HHCTUHKTUBHBIX
pelleHui, MOTHBUPOBAHHbIX 6A30BbIMU
NoTpeOHOCTAMH B IMHLLLE, PASMHOXKEHHH
1 6e3onacHocTH. JlaHHbIe acreKThl

NPUBJEKAIOT HAllle BHUMAHKWE, OHU
»KU3HEHHO BaKHbI JI/I1 HALLETO BbIKMBAHMSI.
PenTusibHbIN MO3T SIBJSIETCS IpeBHENIIEH
YacThlO HAlllero HEPBHOTO CUCTEMbI U
MOCTOSIHHO, Ha MOJICO3HATE/NLHOM YPOBHE,
aHaJIM3UpPyeT OKPYKAIOLLYyI0 HAC CPeLy
Ha MpeJMET MOTeHIHANbHBIX YTPO3.
Kpome Toro, oH KOHTpOJIMpyeT TakHe
aBTOMaTHyeckue (PyHKIMK OpraHuama, Kak
JIbIXaHHE U MHULIIeBAPEHHE.
Tumotu Yuscon (anrJ.

Timothy D. Wilson) - amepukanckuii
COLMAJIbHBII MICUXOJIOT U MUCATe b
ropopuii: - «Pasym paboraet
HaunboJiee 3heKTHBHO, NepeaBas
Oecco3HaTeIbHOMY OOJbIIOE KOJHMYECTBO
BbICOKOYpPOBHEBOH paboThl. ToyHO Tak XKe,
KaK COBPEMEHHbIA PEAKTUBHbIN JlaliHep
crnocoOeH JieTeTh Ha aBTOMATHYECKOM
MUJ0Te ¢ HeOOJIbILIMM KOJIHYECTBOM
BXOJIHBIX IAHHBIX, MOCTYMAIOLIHUX OT
yeJIoBeKa, “Co3HaTeJbHOTO” MUJIoTA.
BeccosnaresibHoOe Jies1a€T OTIHYHYIO
paboTy 110 onpejie/ieHHI0 pasMepoB MUpa,
npeaynpexkaas Jiojaei 06 onacHOCTH,
yCTaHaBJMBAsH LEeJH U UHULIUUPYSI IeACTBHS
CJIOXKHBIM U 3P PEKTUBHBIM 00pazom.» (D).

OMOLHMOHAJIbHBIH MO3T CJTY2KHUT
LHeHTpoM 06pabOTKK BCeX HallluX
SMOUMH U POUCXOKIEHHEM UMITYJIbCOB,
Urpast 3Ha4YuTesbHYI0 POJib B Mpoliecce
NPUHATHS pellieHni. PenTubHblil Mo3r
1 SMOLMOHAJIbHBII MO3T TECHO CBSI3aHbl
MexKy co60H, B TOM CMbICJIe, KOT/Ia
PEeNTHIILHBIA MO3T CHJIBHO aKTUBUPOBAH
(Harpumep, CTPAXOM HJIH 2KeJlaHUEeM ),
IMOLMOHAJbHBIE MO3T HHTEHCUBHO
o6pabaTbiBaeT 3Ty HH(OpPMaLHIO,
3aKpern.isis €€ B Halllell NaMsITH.

CKJIOHHOCTb pearnpoBath Ha
BU3yaJsibHble 00pa3bl U KAPTHHKH,
MIOCKOJIbKY BOCIPUATHE H300paKeHUH
JICKAT B OCHOBE HAlLIero BOCTIPUSTHS.
M3meHeHus B BU3yaJsIbHbIX 00pa3ax
JIerKo 3aMeTHbl Jyist Hac. Harpumep, Bo
BpeMSs YT€HHSI UM pa3MblLIJIEHHH 00
MCTOPHSIX, Mbl YACTO pasJaraem Wieu
Ha 06pasbl, KOTOPbIE BbI3bIBAIOT Y HAC



smouud. YesoBeueckoe nopejieHHe MOXKeT
ObITb 101 BJUSIHHEM aCleKTOB, KOTOPbIe
6ecco3HaTe bHBbI.

JlaHHble uccyeoBaHus HAMPSIMYIO
BJIMSIIOT Ha MOCTOPEHHE rpaduuecKux
untepdecon. Korna unrepdeiic 3aneiicteyer
BCE YACTH MO3ra, TO M0J1b30BaTe b
6ecco3HaTe/IbHO B3aUMOJIECTBYET C
HaBUraluen, cChblIKOH WM rpacduiecKoi
cocrasasitolert. Eule oqHol BaxKHeMLIel
COCTABJISIOLLEH SIBJISIETCST «MEHTaJbHAsI
MOJIeJIb>.

MenTasnbHas MoJiesib — 3TO
croco6 BOCTIPUATHS peasibHOTo M/
BBIMbILIJIEHHOTO 0ObEKTA B CO3HAHUU. DTO
npeacTaBaeHHe 0 YeM-TO U MbICJH O TOM,
KaKUM 3TO JIOJZKHO ObITh. JIaHHBIH TepMUH
B 1943 roay ynomuHaJ moTJaHjaCKui
ncuxosior Kennet Kpeiik B cBoe# kHure
«ITpupona o6bsichenusi / Nature of
Explanation.» nicuxodsior npearnodsarad,
4TO MO3Tr POPMHUPYET “yMeHblIIEHHbIE
MOJIeJIH IEHCTBUTENLHOCTH ™ ISt
MPOTrHO3UPOBAHHUS OYYLIIHUX COOBITHH.
Kpowme Toro, on oTMeuaJi, 4To MeHTaJbHble
CTPYKTYPbl HeCOBEPLIEHHBI, TOCTOSTHHO
IBOJIIOLMOHUPYIOT U MPEACTABJISIIOT
CJIOXKHbIE §IBJICHHUS B
yrpotleHHo# dopme. (4)

B nusaiine nosib3oBaTebCKUX
nHTepdecoB U B paboTe ¢ UX
3P PEeKTUBHOCTBIO MEHTAJbHbIE MOJIEH
(OpMHUPYIOTCS YeJIOBEUECKHUM Pa3yMOM,
KOTOPBIH NpeacTaBiseT 00pasbl 00
OKPY?KaIOLLIEM MUpe COXPaHsisl X B
cBoeM co3Hanuu. Jlanuole Konuenuuu
MPHUCYTCTBYIOT B CO3HAHWH, U OHU MOTYT
yCTaHABJIMBATh CBSI3U JUIS MHTEpIIpeTaLuu
1 BOCIIPUSITHS] OKPY2KAIOLIero MUpa.
[TpumMepbl c/I0yKeHHST MEHTAJILHBIX MOJIEJIeH
B KoHLienuHu Bocnpustus UX/UI:

1. TlIpekHu# onbIT B3AUMOIEHCTBHS
C aHAJIOTHUHBIMH CalTaMU HJIU
MHTepdericamu;

2.  HenocpencrBeHHbIH OMBIT
MCIOJIb30BaHUs HHTeperica;

3. JlonylieHusi, Ha KOTOPbIX
OCHOBBIBAIOTCSI T10J1b30BATEIH;

4. VIHTYUTHBHOCTb WJIH laliTHBHOCTD;

5. HMudopmarys, nosyueHHas ot
JIPYTHX MOJIb30BaTENEeH.

YUUTBIBAsI, UTO MEHTAJIbHbIE MOJIENH
MOTYT MEHSATHCS C HAKOIJIEHUEM OIbITa
WJIH TTOSIBJIEHHEM HOBBIX MPeCTaBIeHUHI
y noJib3oBatesist. MeHTasbHble MOJIE/H
HeNMOCPEeACTBEHHO BJMSIOT Ha JIM3aliH.

Ecau Mmoznesb nosib3oBaresist He
COOTBETCTBYET KOHIIENTYaJbHON MOJIE/H,
9TO NPUBOJIUT K HEYIOBJICTBOPUTEILHOMY
M0JIb30BATENLCKOMY OMbITY. B Takoi
CUTyalMH 110J1b30BATE/b MOXKET
CTOJIKHYTBCS C TPYAHOCTSIMH B OCBOEHUU
MHTepderica U MOXKET He MOHUMATh, KaK
MM T10J1b30BAThCS1, HIIH JIaXKe OTKA3aThCsl
OT ero UcnoJib3oBanus. Takoi HHTEpderic
nokasbiBaet He user-friendly konuenuuto
1 HECOBIAJIeHHE MEeHTAJIbHBIX MOJIeJIEH,
BbI3bIBAIOLLMX OLIHOKH CO CTOPOHbI
10J1b30BaTe sl MM HEOOXOIMMOCTh OT HEero
JIOTIOJIHUTEJIbHBIX YCUIIUH /1151 TOHUMAaHUS
paboTbl web-caiita UK MPUJI0KEHHS.

HecoBnanenue nin uckaxkenue
MeHTaJIbHbIX MOJeJIell — 0ObIYHOE
siBsiieHue. PaccMOTpUM MPUYHHBI MX
BO3HUKHOBEHHS:

1. Jusafinep Obl1 yOexK/IeH B CBOEM
MOHUMaHHUHU NoTpeOGHOCTEH MoJIb3oBaTe el
M MX 3HaHWH, HO B UTOT'e OKA3aJMCh
Herpasbl, 3TO NPUBEJO K OLIKMOOUHOMY
MPOEKTY;

2. Tlpu paspaboTke unrepdeiica s
OJIHOH I'PYNIIbI M0JIb30BATE/EH TIPH HAJIHUUU
HECKOJIbKUX TPYII, IU3ailH MOXKET He
COOTBETCTBOBATh OKUAAHUSM JPYTHX IPYTIIT;

3. Korna nuzaiinep He yuuTbiBaet
npeJcTaB/eHus MoJb3oBaTesel, HX
COOCTBEHHOE BUIEHHE CTAHOBUTCS IJIaBHBIM
B IM3aliHe;

4. Ecnu unrepdeiic cosnan 6e3 yuera
noTpe6GHOCTEN MoJib3oBaTe el U OCHOBAH
TOJTBKO Ha TEXHOJOTHH, €ro AU3aiH OoJibllle
OTpaxKaeT B3IVIsIfibl pa3pa00TYHKOB.

PesynbraTthl

Pesyabrathl 1 00Cy2K1€HUST PA3HUHbIX
METOJIOB U MCCJIeIOBAHUI MOKA3bIBAIOT,
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KaK COMOCTABUTh KOHLIENTyasbHble MOJIEJH
JiM3aiiHepa W KOHEUHOTO 10J1b30BaTeIs.
O6paTtumest K BbICKa3bIBaHUIO
aMepPUKAHCKOI0 TICHX0J10Ta, ClelHalucTa
B 06J1aCTH KOTHHTHBUCTHUKH, M3aiiHa 1
M0JIb30BATENbCKON HHKeHepuH JloHab
Apryp Hopman, o roBopuJi: - «OGbIMHO
Opemsi, CBsI3aHHOE C U3yYeHUeM TOro, Kak
paboTaeT mporpaMMHO€e MPUIOKEHHE,
JIOXKUTCS Ha MoJib3oBatelisi. Harpyska
JIOJIKHA Bee 00JIble JIOKUThCS Ha
pa3paGoOTUMKOB CHCTEMbI, YUTOObI OHH
AQHAJIM3UPOBAJIM M YUUTBIBAJIH 0XKUIAHUS
MoJIb30BaTe s, U BCTpauBa/Ik UX B
npoekt cucrembl», 1988r. (5). [TonsiTue
MeHTaJbHBIX MOJIeJIEH KOHEYHOTO
M0JIb30BATEJs1 MCXOJUT U3 UCCIe/IOBAHMUS,
COCTOSILLETO U3:

*  HHTEpPBbIO;

*  HaOJIIoJIeHNH;

*  aHaJM3a KOHKYPEHTOB

Paspa6oTka HOBOTO MPOyKTa WK
0OHOBJIEHHASI BEPCHS CYLLLECTBYIOLLLETO,
npejrnosaraeT H3aMeHeHHYIO
KOHUEMNTYaJbHYI0 MOJIJIb, BJHSIONLLYIO
Ha MeHTaJlbHble TpecTaB/eHus JoeH.
OjHaKo, yueT MeHTaJIbHbIX MOJIesiel JIIoei
BayKeH, TaK KaK OHH OTIPEJeJISIIOT, KaK
JIIOJIM BOCIIPUMYT 9TH HOBbl€ KOHLETLIMH.
[lepen Tem Kak Mo3BOJIUTH MOJB30BATENIO
B3AaUMOJIEHCTBOBATD C MPOJYKTOM,

BaXKHO a/IalITUPOBATh €r0 MEHTaJIbHbIE
npeJcTaBaeHust K HOBOH KOHUETIHH.
Xopoum#i npumep Ctus [Ixko6¢ 1 ero
npe3eHTalluk HOBOTO npoaykra Apple niu
BHeJIpeHHe HOBOro cepBuca Apple etiie 10
BBIXOJIa B CBET, UTO HE TOJIbKO BbI3bIBAET
UHTepec NnoTpudeTesiell, HO U MeHsIeT
MEHTaJbHYI0 MOJIEJIb [10JIb30BaTE/EH.

B knure Cbto3an ¥YaiinieHk « 100
rJIaBHBIX TPUHLMIOB 1u3afiHa. Kak
yaepxKaTb BHUMaHHE» TOBOPUTCS O
MyHKTax, KOTOpble BaXKHbI [IPH OCTOPOEHHH
103a0UIUTH-TIPOIYKTA (9):

* YeJsioBek Bcerja CTpouT
MeHTaJ/bHble MOJIEJIH.

* OH CTPOUT HX HAa OCHOBE MPOLLIOr0
onbITa.

+  Kaxnplii uesioBek co3naet

CBOU COOCTBEHHbIE W HEITOBTOPHUMbIE
MeHTaJbHble MOJIEJIH.

Pasnnunble BapuanTtbl HHTEpdEHCOB
YXOJSLIME U PUXOJSLIME, K TPUMEPY:
CTapble TEKCTOBbIe UHTEPPEHCh UK
paHHHe rpadryecKre MoJb30BaTeIbCKHE
UHTEpdENChl ¢ pa3HOLBETHLIMU
skpanamu. OJiHaKO, U3MEHEHHUS B
JIIOJISIX TIPOUCXOAAT HAMHOTO MeJIJIEHHEE.
HexkoTtopble qu3aiiHepckue KOHIENINUH
M0JIb30BATENbCKUX HHTEP(EHCOB,
UCI0JIb30BaJIUCh JIABHO,HO MO-

NpeKHEMY OCTAIOTCSl AKTYaJbHbBIMH.
MeHTasibHble ¥ KOHLENTYaJbHbIE MOJIE/H

- 9TO He0OXOAUMbIe MOHSITHS B 1U3alHe

¥ TIPOEKTUPOBAHUH HHTEP(DENCOB.
[Tonumanue MmeHTa bHBIX MOJIEJIEH LIeJeBOH
ayIuTOPUK — 3aJI0T yCIiexa B CO3/laHun
cafiTa WM NpoJyKTa.

WMuTepderichl ¢ mpuBieKaTeIbHBIM
JIN3aHOM MOTYT Ka3aThcsl 6oJiee TPOCThIMU
B UCIMOJIb30BAHUU, UTO MOBBILLIAET
BEPOSITHOCTh HX PeaJIbHOTO MOJIb30BaHHUS,
Jlaxke ecsiv uHTepderic siBJsieTcs
HeyloOHbIM U He aanTUBHbIM. B To Bpewmst
Kak 0oJiee PyHKIIMOHAJbHbIE, HO MeHee
NpUBJeKaTe bHble CANThl U IIPUJIOKEHHUS]
He BCerya NnoJib3yloTest MoMyJsipHOCTbIO
Cpeay NoJib3oBaTesei, UTo MOXKeT ObITh
NPOTHBOPEUUBO 001IEMY MTPEICTABIEHUIO
0 TOM, UTO il TOTpeOuTese rjiaBHoe
- 9T0 y100CTBO Hcnob3oBanus (10).

He cmoTpst Ha Bce npaBua iu3aiina

U MPUMEHEHHE relliTajbT TEOPU B
pazpaboTKe HHTEP(ENCOB HE CTOUT
3a0bIBaTh O BHEILIHEM BHJIE CO3/1aBAEMOT0
npoaykra. Heo6xoaumo ctpemutbes K
CO3JIaHUIO MPUBJIEKATEJIBLHOTO U3akHa.
Takum 06pa3zom NpoOIyKT CTAHOBUTCS
6oJiee JIOCTYTHBIM B HCTOJIb30BAHUH,
MOJIOYKUTEJbHOE BU3yaslbHOE BleuaTaeHue
CNocoOCTBYET MO3UTUBHOMY BOCHPHSITHIO
U JIeJlaeT KOHEYHOTO MoJib30BaTe s 6oJee
TEPIUMbIM K BO3MOXKHbBIM HEJIOCTATKAM B
pazpaboTke HHTEpdeiica.

OCHOBHbIEe MONOXEHUS
B X0/le uccJjaeaoBaHus pa3pa60TaHb1 u

copMyIUpoBaHbl ClEIyIOlMe HayYHble
pe3yJ/IbTaThl:



1. OnpeneneHbl MPUHIMIIBI TEIITATLT
JM3aiiHa i TOHUMaHUsl U MHTEPIIpUTaLUK
BM3yaJsIbHOTO BOCTIPUSAITHSI KOHTEHTA
KOHEUHBIMU T0JIb30BATEISIMH.

2. Bblaenenbl 5 K/1104eBbIX TPUHIMIOB
BOCIPHUATHS BU3yaJIbHbIX 0O'bEKTOB,
KOTOpbI€ JIAIOT TIOHSTh KaK UeJIOBeYeCKUH
MO3TI aHaJIM3UPYET U CTPYKTypHpyeT
BU3yaJsibHble aHHble, [ IpuHImne! gaoT
NMOHUMaHUeE, KaK CO3/1aETCs1 CBSI3b
MeKIly 3J1eMeHTaMHU /151 OTHMAaJIbHOH
KOMMYHHKALIUH.

3. Bwinenena Konuenuus
«3MEP/PKEHTHOCTH», COIIACHO KOTOPOH
CHauaJa BocrpuHumaetcs obulas opma,
a 3aTeM yxKe ee Jetaju. UTo noaTBepkuaeT
MIOHUMaHHe BU3yaJslbHOH CHCTEMBI H
MPUBOJUT K TellITa/lb-TeOPHH.

4. TlpoaHasM3UpOBAHBI TPUHLIUIIbI
relitajbTa B Iu3aiiHe, KOTOpble
MPUMEHSIIOTCS B HACTOSILLEE BPEMS] B
pazpaboTKe HHTeP(EHCOB.

5. Paccmotpena rexHosorus
«aiTpekuHra» J[keiimca bpusa, nouxos,
JIAHHON TE€XHOJIOTHUH TI03BOJISIET Y3HATh O
HaNpaBJeHHOCTH 3PUTENLHOTO BOCTIPHUSTHS
noJib3oBaTeJsiell B HHTepdelice H MOKa3blaeT,
Ha 4To GoJiblle 0OpallaeTcss BHUMaHHSI.

6. Pago6pano nousitue
«HEHPOMAPKETHHT» - C TIOMOLLbIO
JIAHHOTO OTpeie/IeHNsT MOXKHO
aHaJIM3MPOBATbPEAKLIMIO YeJIOBEUECKOT0
MO3ra Ha pa3jiMyHble MPOIYKThl U YCIYTH,
JIU3AKH YITAaKOBKH, KOHTEHT, PEeKJIaMHble
MarepuaJbl ¥ Apyrue KOMIOHEHTbI
MAapKeTHHIa U IM3aiHa.

7. TlonsiTne «mMeHTaJbHASI MOJIE/Ib>»
— MPEJCTABJICHUE O YEM-TO U MbICJIH O
TOM, KAKHM 3TO JI0JZKHO ObITh, HCTO/b3YeT
MPOLL/IbIF OMBIT B HACTOSIIIEM H TIO3BOJISIET
clesaTh M3ailH UHTYUTHBHBIM, Y10OHBIM
U <JIPYKENOOHBIM» K KOHEUHOMY
10J1b30BATEIIO.

3aknwyeHue

[Icuxosiorust retranbT-au3anHa
JIEMOHCTPUPYET, HACKOJIBKO TJyOOKO
1 CJIO2KHO MOKET ObITb BOCIIPUSITHE

noJib3oBatesieM HHTepericos. Teopusi,
npumensiemast K UX/UI quzaiiny,
1103BOJISIET CO3/aTh 60JIee HHTYUTHBHbIE,
MOHSITHBIE U 3 PeKTHBHBIE HHTEP(EHCHI,
TMOJ/IeP2KUBAs €CTeCTBEHHbIE MTPOLIECChI
BOCIIPUSITHS yeioBeKa. Uepes noHnmaHnue
OCHOBHBIX TIPUHLIMIIOB rellTasbTa,
JIM3alfiHepbl MOTYT CO3/1aBaTh MPOJKThI,
KOTOPbIE He TOJILKO KPaCHBbI, HO U
MHTYHTHBHO MOHSITHBI JI/151 KOHEUHbIX
noJsibaoBareseil. [Toaxoasl 1 MeTo/bI,
OCHOBAHHBIE HA FeLITA/bT ICUXOJIOTHH,
CTAHOBSITCSI MOCTOM M€Ky TBOPYECKHM
IPOLLECCOM JM3aliHa U IICUXO0JI0THUeCKUMHU
NOTPEOHOCTSAMU MOJIb30BATENEH,
obecrieynBasi rapMOHHUHOE U 3P PeKTHBHOE
B3aUMOJICHICTBHE MEXK/ly YeJIOBEKOM U
MauiHol. [Tpumenenue npuHUMNOB
reluTanbT-1u3aiHa 1aéT MHCTPYMEHThI

JU1s1 HAMIPABJIEHHOr O BO3/ICHCTBHS Ha
BOCIPUATHE M0J1b30BATEJ/1eH, MUHYS HX
MHTYMTHBHOe BocripusiThe. [IpumeHnss
reluTalbT-MOAX0/ B AM3aliHe, CleLHaIUCThI
000raialoT noJib30BaTe/IbCKUH OMbIT,
Jlesiast uuTepderichl 6oJiee ApyKeNtoOHbIMHU
1 MTOHSITHBIMH.

B coBpemeHHO# pagpaboTke
110JIb30BATENLCKUX HHTeP(EFiCOB retTaJbT-
JIM3alH He MIPOCTO MOJIHASI TeHACHLIMS
WJIM TEOPETHYECKOe HalpaBJieHHe, 9TO
MPaKTUYECKUH HHCTPYMEHT, KOTOPbIH
1103BOJISIET IM3aiiHepaM CO3/1aBaTh
pelleHHs, MaKCUMaJIbHO alaTHPOBAHHbIE K
4eJI0Be4eCKOMY BOCIPHSTHIO.

Anasus uccne0BaHni Mo3BoJsieT
MOMUEPKHYTh BAXKHOCTb MCHXOJOTHH
reluTalbT-1u3aiHa B cdepe
10J1b30BATENLCKUX HHTepelicoB. [lannast
JWCLIUIIJIMHA IEMOHCTPUPYET, KaK IJyOoKO
H CJI02KHO BOCITPUHUMAIOT UHTEpdenchl
noJsib3oBatesi. [ Ipumenenue remranbT-
teopun B UX/UI qmzaiine crnoco6eTsyet
CO3JIaHUIO MIPOJLYKTa, He TOJIbKO KPAaCHBOTO,
HO M HHTYHTHBHO TOHSITHOTO JI/151 KOHEYHOTO
110J1b30BaTeIs, YYUTbIBasi €CTECTBEHHbIE
IPOLLECChl BOCIPUSITHS. DTO CIIOCOOCTBYET
rapMOHHUYHOMY H 3((heKTHBHOMY
B3aUMOJICHCTBHIO ME2KJly UeJIOBEKOM H
TexHosioruei. [IpumMeHeHre NpUHLMITOB
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relTabT-IM3aiHa MPeaoCTaB/IsgeT
UHCTPYMEHTBI Y151 LieJIeHANPaBJIeHHOTO
BO3JICHCTBHUS HA BOCIIpUsITHE oOecreynBast
NP 3TOM MaKCUMaJbHOE YI0BJIETBOPEHHE
UX IOTPeOHOCTEH, JaxKe B C/Iydasix, Korua

Bknap aBTOpOB:

MUHTYUTUBHOE BOCIIPHUSITHE MOXKET ObITh
OrpaHHyeHo.

WMuTterpauus rettanbT-noaxoia B
JIM3AKH - 3TO MPAKTHUECKUI HHCTPYMEHT,
CrocoOCTBYIOLIUH CO3/IaHUIO PellIeHHH,
MaKCHMaJIbHO alanTHPOBAHHBIX K
4eJI0BeyeCKOMY BOCIPHUSITHIO.

E.A.Kum - 0630p nuTepaTypbl, pa3paboTka CTPYKTYpbl CTaTbM, OCYLLECTBAEHKE
HaYYHbIX UCCNIE[0BAHMIM, ONpeeneHne KaUeBbIX Lefel 1 334a4, a TakxKe NpuHaTUe
OTBETCTBEHHOCTM 33 BCE 3/1EMEHTbI CTaTbM.

X.A. UmaH6aeBa - onpeneneHne 3Ha4MmMoCTm n I'IpO6J'IeMaTl/IKl/I Mccne,u,yeMon TEMbI,
KOPPEKTUPOBKA TEKCTA, CO30aHNE UTOrOBOM BEPCUUM 3aKNHOYEHUSA CTATbK.
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NCUXONOTUSA TEWTANBT-AU3ANHA U ®OPMUPOBAHUE BOCMPUATUSA UX/UI OAU3ANHA

Kum EBrenusi, Uman6aesa >Kanepke

TemipGex )KypreHoB atbinaarsl Kazak yaTTbiK eHep akaaeMHusichbl
(Anmatol, Kazakcran)

FELUTANBT AU3AWH NCUXONOMUACHI XXSHE UX/UI AU3ANHBI TYPAJIbI TYCIHIKTEPAI
KAJIbINTACTbIPY

AHpartna. 3amaHayu rpadukanbik An3anH |T canacbiMeH ThiFbl3 XXYMbIC icTeiai. IHHoBauusnap MeH
uHTepdeicTepai KYpyMeH aiHanbiCaTblH AM3aliHepaep AM3aiHAbl BU3yanabl S/1EMEHT peTiHAe FaHa
eMec, COHbIMEH KaTap MCUXONOrUsHbIH, 6eniri peTiHae KapacTbipybl kKepek. [elTansT MCMXONormsachI

MeH UX/Ul au3aiiHblH Kabblnaayobl KanbinTacTblpy apacbiHAafFbl 6annaHbic. [ewTansT NCMXonorschl-
Kabblnaay KypblibIMblH XaHE 3/1eMeHTTepAi TyTac 6erHenepre yibIMAACTbIPY MPUHLMATEPIH 3€PTTENTIH
6afbIT. Makanaza AM3aiHHbIH, HETI3ri MPUHUMATEPI MEH TY>KblpbiMAAManapbl, COHAAN-aK, XanblKapasbiK,
Taxipubere cyrieHe OTbIpbIn, UHTEPdENCTEPAi BU3yanu3aumsanay canacbiHaarbl Macenenepai wewyaeri
afaM haKTopnapbIH 3epTTey KapacTblpbliaibl.

TyTacTa anfaHaa, uHTepdenCcTepain, bIHFAAbIbIFbIH TaNAay YLLiH rpaduKanblk AU3aiHObI KONAAHY,
COoHAaW-ak ocbl canagarbl IT wewimaepiH 3epTTey xaHe a3ipney BU3yanabl TapTbiMAbl FaHA eMeC,
COHbIMEH KaTap COHFbl TYTbIHYLUbI YLUiH UHTYUTUBTI 6HIMAEP MEH KbI3MeTTepAi KypyAa WeLlyLi pen
atkapagpl. byn acnekTinep coHfbl NaiaanaHyLbiHbIH KaHaFaTTaHyblHA, 0N1apAblH KATbICy AeHreniHe
K9He caubln kenrenae, I T »kobanapbiHblH TabbICTbIbIFLI MEH KipicTiniriHe Tikenen acep etegi. Kazipri
TYTbIHYLWbINAPp UHTEpdeNCcTeEpMEH ©3apa apeKeTTeCYAiH, )XOFapbl CanacbiH KyTeAi )aHe 6y CypaHbICTbl
KaMTaMacbl3 eTe anaTtbiH bIHFAMIbINbIK NPUHLMATEPIHE Heri3aenreH rpaduKanbik am3anH. COHbIMEH
KaTap, ocbl canagarbl IT wewimaepiH GipikTipy napaanaHyLwbinapabliH KQKETTiNiKTepiHe Te3 6enimaenyre
XX9He JaMyablH, 6apnblk Ke3eHAepiHAe NpoLecTepAi OHTalnnaHabIpyFa MyMKiHAIK 6epesi.

UX/UI bIHFainbINblFbl MEH NAKOHW3Mi Typanbl TYCiHIKTI AaMbITa OTbIPbIM, UHTEPHET NakAaNaHYLbIChIH
KongaHbanap MeH Be6-calTTapablH, bIHFAW/bl XaHE KbICKA AM3aiHbIMEH TUIMAI KAMTaMachi3 eTy.
MHTepdeiicneH oMnacTbipbliFaH 63apa apekeTTecy MHTepdenCTiH, afanablFbiH apTTbipbIn KaHA
KOWMalapl, COHbIMEH KaTap KONAAy MeH OKY LUbIFbIHAAPbIH a3aiTafbl, COHFbl MakAaNaHyLWbINAPAbIH,
KaTeniktepi MeH TyciHbeywWinikTepiH azantagpl.

IT canacbiHAaFbl TEXHOMOTUANAP KAPKbIHALI AaMbIN Keneai, 6yn aM3anHepnepre kaHa Kypanaap
MeH MYMKiHAiKTepAi yCbiHaabl. YIKEH AepekTepai Tanaay xaHe Buptyanabl WbIHABIK CUSKTbI 3aMaHaym
Kypangap MeH aficteMenepgi naiganaHy nafanaHyLllblHbIH KXKETTiNiKTepiHe Bomkamabl Typae
ayan 6epeTiH nHTepdencTepai KypyFa MyMKiHZik 6epepi, 6yn eHiMMeH e3apa apekeTTecyai oAaH Aa
WHTYUTUBTI XX3HE bIHFainbl eTedi. [lcuxonorus MeH au3ariHabl 6ipikTipeTiH Tacin nanganaHywbinapabiy,
Heri3ri KaeTTiNiKTepiH KaHaFaTTaHAbIPbIN KaHa KoViMal, 01apMeH 63apa apeKeTTecy NPOLECiH biHFaNb
XoHe beiiiMaeneTiH eHiMAep MeH KbI3MeTTepai Kypyabl KAMTamachi3 eTes;.

Tyiiin ce30ep: nu3aiiH, Bu3yanusauus, UX/Ul, uHHoBauua, nainganaHywwsl nHTepdeiici, lewtanst
NcUXonoruns, 13abunutu.

Aoiiekce3 ywin: Kum, EBreHus, sxaHe MiMaHbaeBa XaHepke. «lewTanbT AM3aiH NCUXONOTUSCH! KIHE
ux/ui Au3anHbl Typanbl TYCiHiKTepAi kaneintactbipy». Central Asian Journal of Art Studies, T. 9, N2 2, 2024,
195-211, 6., DOI:10.47940/cajas.v9i1.782
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NCUXONOTUA TEWTANbT-AU3ANHA N ®OPMUPOBAHUE BOCNPUATMA UX/UI AU3ANHA

Kim Yevgeniya, Imanbayeva Zhanerke

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

GESTALT DESIGN PSYCHOLOGY AND SHAPING PERCEPTIONS OF UX/UI DESIGN

Abstract. Modern graphic design interacts closely with the IT sphere. Designers involved in innovation
and interface creation should consider design not only as a visual element, but also as a part of
psychology. The relationship between Gestalt - psychology and shaping the perception of UX/UI
design. Gestalt psychology is a direction that studies the structure of perception and the principles
of organizing elements into complete images. The article touches upon the basic principles and
concepts of design, as well as the study of human factors in solving problems in the field of interface
visualization, based on international experience.

In general, the application of graphic design to analyze the usability of interfaces, as well as the
research and development of IT solutions in this area, play a key role in creating products and services
that are not only visually appealing, but also intuitive for the end user. These aspects directly affect
end-user satisfaction, the level of user engagement and, ultimately, the success and profitability of
IT projects. Modern consumers expect a high quality of interaction with interfaces, and it is graphic
design based on usability principles that can provide this requirement. In addition, integration of IT
solutions in this area allows for quick adaptation to user needs and optimization of processes at all
stages of development.

Developing understanding of UX/UI usability and conciseness, effective provision of Internet users
with convenient and concise design of applications and web-sites. Thoughtful interaction with the
interface not only increases the loyalty of the interface, but also reduces support and training costs,
reducing errors and misunderstandings on the part of end users.

Technology in IT is rapidly evolving, providing designers with more and more tools and
opportunities. The use of modern tools and methodologies, such as big data analytics and virtual
reality, makes it possible to create interfaces that respond predictably to user needs, making
interaction with the product even more intuitive and comfortable. An approach that combines
psychology and design ensures the creation of products and services that not only satisfy the basic
needs of users, but also make the process of interaction with them comfortable and adaptive.

Keywords: design, visualization, UX/UI, innovations, interface, user interface, usability, Gestalt
psychology.
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METAMOJEPHHIH
KASAKCTAH
[MOI1-MY3bIKACbIHJAF bl
KOPIHICI

MepyeTt MyxcubiHOBa'

"Temip6ek YKypreHoB atbinuarsl Kazak yaTThiK Hep akajeMusichbl
(Anmarbl, Kazaxcran)

Anparna. XX| FacbipabiH, 6acbiHAa aKnapaTTbiK TEXHONOMMANAPAbIH, KAPKbIHAbI AaMYbl a4aM3aTTbiH,
UMdpAbIK adyipre eTyiHe anbin kengi. Ocbinanwa, xahaHablk, KanMTann3MHiH nanga 6onybiHa
6arnaHbICTbl Bapnblk, Macenenep xahaHablk, MapTebere ne 6onabl. byn Kybbinbicka xayan peTiHae
YKaHa YXanmbl «Tif» — METAMOAEPHU3MI KanbinTacTbl. COHbIMEH KaTap, OCbl «Ti/1» YaKbIT PYXbIHbIH,
KepiHici 60nbin TabbinaTbiH My3bikaaa Aa KepiHic 6epe 6acTagbl. ATanMbILL 3epTTeYAiH MaKcaTbl — OCbl
KYObINbICTbIH, 9PTYPAINIriH eckepe OTbIpbIM, Ka3aKCTaHAbIK, MON-My3blKaAafbl METAMOLEPHU3MHIH,
KOPIHICiH aHbIKTay. 3epTTeYAiH MiHAETTEPI Ka3aKCTaHAbIK, NOM-My3blKaaafbl METAMOAEPHAIK
3/IEMEHTTEPAI TUICTi TEOPUSHbI NaganaHa OTbipbIN TanAayabl KaMTUAbL. 3epTTey 6acTamMachiHa
MOCTCTPYKTYPANUCT TEOPUAIbIK, NMEPCMNEKTUBACKI TAHAAJbIM, 3aMaHayM Nomn My3blka AUCKYPCbIH aHbIKTay
MaKCaTblHAA My3blKasblK 3THOrpadus a4iCHAMACbIH, COHbIH, iLIiHAE KOHTEHT aHanu3 3Aici maMaaHanapl.
3epTTey HaTUXKECIHAE METAMOAEPHAIK TEHAEHUMANApbl 6ap Mon-My3blKaHbIH, KaTEFOPUSIbIK,
epekLUenikTepi aHbIKTanabl. 3epTTEYAiH HEri3ri KOPbITbIHALLIAPbI PETIHAE KA3aKCTaHAbIK NMOM-My3bika
©Hepi 83iHiH yNTTbIK GiperenniriH cakTai OTbIpbIN XXaHe Ka3ipri 3aMaHfbl ypAicTepre Cavkec anemMzik
MY3bIKablK, MOAEHMETTE ©3iHAIK OPbIH aNaTbliHAbIFbI aTan KePCETiNAI. 3aMaHayM «Ce3iM KypbIabIMbIH»
KepCEeTETiH B3iHAIK MOAenbai KanbiNTacTblpyaasbl 6eriHeci capantanagbl. byn 3eptTey My3bikaTaHy KaHe
M3EHMETTaHY TYPFbICbIHAH KAa3aKCTaHAbIK, MOM-My3blKaHbl 3epTTeyre yiec Kocadbl Aen CEHEMI3.

TyiiiH ce30ep: METAaMOAEPHU3M, KahaHablK ©3repicTep, NOM-My3blKa, TEXHONOTUS, YATThIK Bipereinnik,
My3bIKasbIK, CTUJIb, KaHP, 3CTETUKANbIK, YPLiCcTED

Aaiiekce3 ywiH: MyxcubiHOBa, MepyeT. «MeTaMmofepHHiH Ka3zakcTaH non-mysbiKacbiHAAFbl KOPIHICi».
Central Asian Journal of Art Studies,T.9,N2 2,2024,c.212-226,D0I: 10.47940/cajas.v9i2.869
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Kipicne

XI racbipibiH, 6aCThl TEHAEHIUSIChI

aKMapaTTbIK TEXHOJOTHSIAP/IbIH
KapKbIH/Ibl JaMyblHa GaiJaHbICTbl
Web 2.0 ¢popmaTbiHIars! a/eyMeTTiK
nsiaTopmMasiap/piH naiaa 60ybIHbIH
HOTUKECIH/IE 9JICYMETTiK TeHCI3MIKTIH,
ocyi, IKOJOTHSINIBIK KayinTep JereH
CHSIKTBI 2kahaH/IbIK MoceJiesiep Meaua
apHacbiHaa 60 ketepai. by, o3
Ke3eTiH/le, SKOHOMUKAJIBIK KoHE MOJICHH
napajurmaJsap/ibiy e3repiciie, siFHH KaHa
TeHJeHUMsIIap/ibiH, KaHA TIPUHLMIITE P/iH,
JKaHallla OMJIay YJITiJIepiHiH, KaHe Oy
VITIJIep/li CypeTTeNTiH KaHalla «TiJiH»
naina 6oJybiHa aJblIl KeJil.

Kanbinrackan 6yi1 KyObliblc

«MeTaMOJIepHU3M» JieN aTanajibl. TepMuHi
KOJIIAHBICKA aJralll eHrizren Pooun Ban
neH Akkep men Bepmtosien 60/1aThiH 2KoHe
aJiraiu pet esziepidin « MetamoepHU3M
TypaJibl eCKepTIesep>» Jen aTanaThbiH
MakaJjacbiiaa « MetaMmojiepHH3M,
caiblIIl KeJIreH/1e, Kasipri MoJIeHH CblH —
KarepJiepre xxayan 6epy apeKeTi, iFHH
[IOCTMOJIC PHU3MHIH 63repyiH KopCeTeTiH
TepmuH. [aJipek aiiTkanaa, ocbl 6arbITTarbl
3aMaHayy nporpecc, congan-ak oyJ ceHimre
KaOblJJIaHAThIH MPUHLMIT eMec, KepiciHliie
MOJIeHU KYObLIbIC, OHbIH, HETi3ri acnekKTici
«MOJIEPHMCTIK MiHIETTEME MEH alKbIH
MOCTMOJIEPHJIIK aJsllIaKTay» apachbIHAAFbI
OCLMJIISILIUS OOJIBII TaOblyiaabl», — Jell
aTarn KepceTe OTbIPbII, METAMOJIEPHI
2000 »kblapbl 6aThIC MOJIEHH OPTAChIHIA
naina 0oJIFaH «ce3iM CTPYKTypachl» Aen
TY2KbIPBIMAANDI, AFHH OyJI KO3FaJIbIC
emec, usiocodus emec, Kepiciniie
MOCTMOJIEPHHIH »KahaHbIK KanuTaanamre
cail MoJICHH JIOTHKA PeTiHJIE KapacTbIpy/bl
yebiHabl (38-40). backaiua avitkansa,
2000 »bliapbl 6acTajsrat aJieMJIiK
o3repictepli TyCiHAIpeTiH MoIeHH -
9CTETHKAJIBIK IMCKYPC PETiH/e YChIHAbI.

"By xKepjie 3epTTeyaepuil My3blKaaaH e3re
caJiajiapia XKy prisiJireHi TypaJbl aiTblja bl

Po6uHn BaH ien Akkep MeH BepmiosieH
oneOUEeTTaHyIIbl Y UTbSIMCTbIH, Ce3iM
CTPYKTYpachIHa CiiTeMe »Kacail OTbIpbI,
«Ce3iM KypbUIbIMbL... Oi3/liH eMipimisre
TepEeH eHr'eH, OHbI ’Kall FaHa WBIFAPBIT
aJlyFa HeMece zKaJibliayra 00JManibl;
OHbI TKipUOE peTiHae TyciHyre 60Jabl,
OHBI TEK OHEP apKbl/Ibl FaHa OeJiicyre
60oJ1a/1bl, OHbIH MaHbI3AbIIbIFbI 1a OChIHIA>»
JIeM TYCIHAIpi, MeTaMOJEPHHIH MOJICHUET
CaJ/IaCbIH/A aVKbIH KOPIHeTiHiH aTan
kepceteni (42).

MetamoyiepHHiH My3bIKaJarbl KepiHiciHe
KeJIceK, OyJI TypaJibl KeNTereH 3epTTeyiep
JKacaJiblll, 9pTypJli cunaTTaMmasap oepise
Gactazbl!. AKNapaTTbiK TEXHOJIOTHSAIAPIbIH,
JlaMybl TIOM-My3bIKa caJlacbiHa 1a YJIKeH
earepictep aKeJreti anblk. CoHbIMeH KaTap,
Tapuxu Typrbiia, XX Fachlp/blH COHbIHIA
MOCT-KEHECTIK KeHiCcTiKTe rnaina 6osran
TOyeJICi3 MeMJIEKEeTTePIiH 63 OiperedIirin
i3fieyi — OCBIHBIH OapJIbIFbI My3bIKa TiJliHE»
acep etkeHi Genrisii. Kazakcranaa mysbika
canacoiiaarsl e3repictep 1991 xblinan
Oepi opbIH afFaHbl 6eJrini, OyJ1 TypaJbl 1a
3epTTeyJeplle eJiMi3/liH My3blKa CalachbiHbIH,
»KahaunplK TeHaeHusra 6eT GypraHbl
TypaJibl KepceTijireH. Mbicasnbl Hennna
«KasakcTaH My3bIKaJblK MOJCHHETiHiH
XX-XXI racbipsiap TOFbICBIHAAFbI 1AMy
JKOJIIapbl» aTThl 3ePTTEYiHJIE OChI 63TrepicKe
TOH apaJIbIKThl «2KACAH/bl CHHKPETTIiJIiK»
nen Te anbikrannl (80). MeTtamose pHHiH,
My3blKara aJiblll KeJINeH YpAicTepiHe Hazap
ayznapa otblpbinn Hacracbst Xpyuiepa 6y
TEHJICHIMSA HEeTi3iHeH 3aMaHayu My3blKara
TOH eKeHiH aTan kepceTei (8).

Bya 3epTTeyain MakcaThl MeTaMOJIE PHHIH,
KAa3aKCTaH/BIK MOM-My3bIKa calacbiHaa
MeTaMoJIepH KOPiHICTEPiH Tasay O0JIbI
Tabb1aabl. Ocblral 6aiaanbICTh
metamozepHHiH Kazakcran norn-
My3blKaCbhIHAAFbl KOPiHICiH 3epTTeyli Makcat
eTin asnyabiH ce6eli a1e MK TeHACHUUSIHbIH,
@JIICT MOT-MYy3bIKa CaJIaCbIHIAFbI O3iHIIIK
PEHKiH aHbIKTayMeH TikeJel OalIaHbICThI.
OpHuHe, OyJ 03 Ke3eriH/e FhlJIbIMH TYPFbIIaH
Jla 3epTTeyre JIeTeH KbI3bIFYLIBIIBIKTAP/IbI
apTThIPbIN KeJie/li. 3epTTeyliH MakcaTbiHa
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opali ToMeHJETiAeH 3epTTey MiHAeTTe i
TYbIHJIAN/IBL:

1.  MeraMoJepHHIH MOM-MYy3bIKaJIAFbl
OOJIMBICBIH AHBIKTAY

2. KasakcraH nomn mMy3blKachlHIaFbl
MeTaMOJICPHHIH €peKUIeNIKTepiH cunaTray.

3eprTey MiHaeTTEpiHE ColiKec
MY3bIKaJIbIK 3THOrpadusi 9jlicHamMachl
NalIaNaHbLbl, COHbIMEH Oipre
JIUCKYPC aHaJI3iH »Kacay YIiH aTaJraH
OJliCHAMAHBIH, asiChIHAA TaJ1AY dMiCi apKbL/Ibl
Ka3aKCTaH/IbIK MOT-My3blKa cajlacblHIaFbl
METaMOJIEPH K6piHiCTepi aHbIKTAIa/Ibl.

3epTTey aaicTepi

3epTTey AKyMbICbIHA OCTCTPYKTYpaTU3M
TEOPHUSJIBIK MEePCIEKTHBACHIH HETi3re

aJ1a OTBIPBII, My3blKaJIbIK STHOrpadHust
9JlicHaMachl asiCblHJa KOHTEeHT-aHaJJau3 ajici
KOJIIaHbLIBI.

[TocTeTpyKTypaiu3M TeOpHsIIbIK
NepCreKTUBAChl METaMOJIEPH HESIChIHbIH
CTPYKTYPACBIH aHbIKTay/a »KaH-2KaKThl
JICKYPCTBIK TaJIAay »KYpri3y apKblJibl
KOHUEMNTYaJI/Ibl TYCIHIK KaJbIITACThIPYFa
MYMKIHIIK Oepefi.

JIMCKypCeThbIK aHa/M3 canasbl 3epTTey
OJliICHAMACBIHIAFBI KYH]IbI 9/licTePiHiH, Oipi
60JbIN caHasa/bl. ATaJIMBbILI 9JIiC KONTEreH
9JIEYMETTIK 3epTTey caJjlajapblHia, COHbIH
illiHe NoHapaJblK 3epTTeyaepie KeHIHeH
KOJIJIaHbLIa/Ibl. 3epTTey OapbIChbiHIa
JICKYPCTBIK aHAJIMU3/iH HapPaTUBTI
thopmachl KoJaHbLIbl, ceb6ebi My3biKajia
KOJIIaHbIIFaH MATiHAEP/liH »KaHe H6acKa
1a Meina hopMaTTap/ibiL KOHTEeHTiHAET
KOJIIAHBIIFaH CO3 TiPKECTePiH, 0J1ap/AblH,
Ka3ak My3blKa aJIeMiH/Ieri LMTaTajapra
cinTeMesiepiH aHbIKTayFa MyMKIiHJiK 6epefi.
Kazakcran non mysblka cajiacbiH1arbl
METAMOJIEPH K6PiHiCi MEH CUIIaTbIH
aHbIKTay/la JUCKYPCThIK aHaJU3/LiH,
KOJIIAHBITYbI 3€PTTEY/IiH ayKbIMbIH alllyFa
KOMEKTECTI.

JKanmnbl My3biKaJbIK sTHOrpadus
dlicHaMachbl apKbl/ibl PoOKH BaH
neH Akkep men Bepmiosien yebiiran
MeTaMOJIepH TEOPHsIChI TYPFbICbIHAH

©JIIMI3/1iH M0I1-My3bIKACbIHAAFbl 63repicTep
cunartanajibl. YCbIHbLIFAH TEOPHUS]
OOMbIHILIA METAaMOJIC PHHIH € PeKILIeIiri

— MOJICPHM3M MEH MOCTMOJIEPHU3M
apacbIH/la OCUMJLISILUS TPUHLLAIT apKbL/IbI
CUHTE3 60J1a OTBIPBIN TPAHCIIEHACHTAb/IbI
aHaJIM3re YMTBIIYbIHIA, SIFHH aKHKATThI
i371ey »KOJbIH/AFBI i3/1eHic 6oJ1a OThIPbII,
«Ce3iM CTPYKTYPACBIHbIH» CaH aJyaH
e3repicke Tycyi 60Jibl TabbLIAILL. By
TEOPHUS €JIIMI3/IiH MOM-My3blKa CalaCbIHAAFbI
earepicrep MeH epekiiesikTepyi »kahanpik
KO3FaJIbICIIeH CaJIbICThIPa OTBIPBIMN TaJslayFa
MYMKiHAIK Oepelli, OUTKeHi TeOPUSANAFbI
(opmasiap MeH KaTeropusiiap esimisin
10I1-My3bIKaCbIHAAFbl KOPiHiCTEP
3epTTEyre KO/ alllajibl.

MysbIKaJbIK Tas1ay 9/ici My3blKaJblK
LIbIFapMaJiap/ibl, 0JlapblH XKaHPJIbIK
CTUJIMCTUKACBIH, My3bIKa TiJliH, COHIAN -aK,
KOMITOHEHTTEP/LiH dPKAHCBICLIHBIH, POJIiH
JKOHE 0JIapJiblH MA3MYHbIH 2KEeTKi3yeri
e3apa 9peKeTTeCyiH 3epaeJieyre apHaJ/raH
FBIJIBIMH 3epTTey 9/lici 60JIbIN TaOblIaLbI.
Bya 3epTTeyne atanmbili ajic, HeridiHeH
MY3bIKaJIbIK TYbIH/IbL/IAP/BIH, CTHIBAEPIH,
JKaHPBIH aHbIKTaya KOJIIAHbIJIbI.

Connati-ak, norn-my3blka cajacblHAaFbl
OHEP TYBIH/BIAPBIH Tal1ayla KOHTEHT-
aHaJIu3 ToCIi JIe KOJIIaHbIIbI, 2KaJlIbl
Oy.J1 dJlic, Heri3iHeH, KOJIaHbICTaFbI
KY?KaTTap/IbIH »KaJIbl MaFbIHACHIHA
HeMece xabapJ/iamachbliHa KaTbICTbI caraJibl
TaJj1ay »KoHe aybl3lla MaTepuasiapibiH
TaOUFATbIH 3ePTTEYTe KAThICThl 9PEeKeT
606 TabbLaak! (Kothari 110). Konrenr-
anasua tocini YouTube nuatdopmacsinna
JKYKTEJITeH OTaHAbIK TOM-My3bIKa
ayJ1o-BHJIE0 MaTepHaJlapbiH Tasiayra
KOJIIAHBIbI, AFHU 6HEP TYbIHAbIIAPbIHA
110JTy 2KacaJIbIHbIM, OJ1ap/iblH Ma3MyHbIHA
YHIJIiI, TeMaTUKaJIbIK TaJ1ayaa
KOJIIAHBLIBI.

Hoatuxe

JKannbl, KagakCcTaHAbIK MOM-My3blKaarbl
MeTaMOJePH KOPiHiCTepiHiH, SIFHU
MeTaMOJIepHTe TOH Ce3iM CTPYKTYypachl



KYHiHiH OipHelle epekLueJirin 6aikayra
6osapl. AnibIMeH MeTaMOJIePHHIH
9JIEYMETTIK MOJIEHH KOHTEKCTi apKblJlbl
aKblpaThbll Kepcetep OoJicak, KeJeci
KeCTe/IeH MO -My3blKaJarbl CbIPT OeiHeciH
Haiikayra 6onanbl (1-kecte).

ExiHLIieH, Tapuxy pexKuM KepiHici.
Toyenciznixk anranHan Kelinri MojieHU
OipereiiJikTi allly MaKcaTbIH/Ia KoNTereH
TMOM-My3bIKaJIbIK KOMITO3HLIHANAPFA
OetiHe GasiHaap (KJaUnTep) Tycipine
6actanbl. bacrankpina 90-kbl11aphl TEK

1-kecte. MeTaMoaepHAIK NON-My3blKaHbIH, 9JIeYMETTiK-M3,eHU KOHTEKCTi

ONeyMeTTiK-M34eHU
acnekTinepi

Herisri 6enrinepi

Mon-My3bikapafbl KepiHici

XahaHngaHy xxaHe MmageHu
6ypaHpacy

bip me3eTTe eki geHrenge
601y (yNTTbIK XaHE anemMaik)

Oumaw KyparibepreH
LUbIFapMalUblIbIFbl,

91 T06bI, CKPUNTOHUT

Cascu xaHe aneyMeTTiK
nikipnep

HappaTtusTep

MK «5000» Mapxaba Cabu
«Kucbik XKyney

TexHONorns xXaHe caHablK,

Meaua ayaapybl

CaHpblk Meomara aca Ha3ap

MongaHa3sap, Kalifarniya,
Raim

bipereinik >xaHe OHbIH,
KepiHici

TynHycKa xaHe
annponpuauus

Dude on the guitar, Qanay,
Yenlik

Enpi metamosie pHJLiK MOI-My3blKaHbIH,
LIblFAPMAaLbL/IbIFbIHA, SAFHH LLKi
KYPbIbIMbIHA OKeJIMeH o3repicrepite
VHiJICeK, OipHellle epekileikTep/i 6aikayra
6oJ1ajibl.

Bipinuiinen, xxkaupaap cunresi, srHu
0I1-MY3bIKa OKiAePi opTypJli CTUILACPA
apaJiacTbIpy apKbIJbl 2KaHA My3bIKa
»Kazy TeHJeHUusIapbl 6aiKasajibl, SFHU
VATTBIK My3blKa HHTOHALUSICBIH (9HIE P
Ka3akK TiJliHjle OPbIHAY apKblJbl) 9PTYpJIi
CTHJIbAEPMEH apaJsiacTblipy apKbl/bl KaHa
My3blKa Kacay TeHIeHIIUsIChl KopeMi3. By
63 Ke3eriHle My3blKala Kaszak TiJfli »KaHa
KeHiCTiKTiH naina 6osybiHa okesli. Mynjan
TeHJeHUMSIHBIH apThIH/IA WbIHAHBIIBIKKA
YMTBIJIBIC TYPFaHbl aHbIK, FHA 6ACThI
Makcat apTypJli CTUJIBAEP/I apanacThlpy
ApKbl/Ibl My3bIKaHbIH, LIbIHAHbI 5CTETUKACBIH
atiry 60J1bIT TaObLABl. ATaNMBbIL KYObIIbIC
Mbicasiapbina Jumatiu Kynaid6eprew,
Fanbivekan Modnanazapipit, 91 TOObIHBIH,
LIbIFAapMaLbI/IbIFbIH 2KaTKbI3yFa 60J1a/1bl
(2-kecre).

CUMBOJIMKAJbIK OefiHebasinaap 6oJca,
KediHrisepine Ha3ap ayaapaTbiH O0JICaK,
ayuTopusiven 6aiaHbICKa TyCeTiH
HycKaJiap/ibl 6arikayra 6oJajbl. Mbicasibl
WMpuna KaiipaToBHa TOOBIHBIH KONTEreH
TYbIH/IbIIAPBIH aJiblll Kapap 60JIcak,
My3bIKaHbIH MOHiH allly MakcaTblHIA
CUMBOJIJIaH TEKCTTIK aHAJIM3re KOuly
TeHeHIUsCh Hakikanansl. by kepie
nactypai anneropusi (Enamanosa 45)
KOeITen KoJaHbla/lbl, IFTHU My3blKaHTTap
XXI racblp upoHUsICBIH Nakia/aHa OThIPbII,
KEHEC J9yipiHe IeHiHri yITTBIK Mypara 1a
6eT OypranblH H6akikaTtaabl. byJ o3 keserinze
LIbIFAPMa KYPbIJIbIMbIHIAFbl HAPPATHUBTIH
oH OolibiHA TepOeJlic Ty/Iblpajibl 2KOHE

COJ1 aPKblJIbl ayJAUTOPHSIHBIH, CYObeKTHBTI
oiblHa TayeJ i 60J1a KeJie, HHIMBULY AJlibl
UHTEPIpeTaLns KaJbllTacTblpybl
KO3JlereH.

YiuiHiigeH, canablK MeJMaHbl Tamalla
nawjiajany apKbl/bl lIbIFAPMAILIbLIBIFbIH,
Heri3iHeH, CaH/blK OPTa/la TApaTaTbiH
My3blKaHTTap jaa keszecesi. Osnapabiy 6ip
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2-kecte. XXaHpnap MeH cTUbAEpAiH apanacybl

XaHpnap

OpblHAayLwbinap

Knaccukanbik kpoccoBep (classical crossover);
61103, A)Ka3, pOK 3leMeHTTepi 6ap xaHa non
ctuni;  Oumaw KypainbepreH

Oumaw KyparibepreH

CUHTU-NON; haHK; MHAM-POK; aBTOPSIbIK, CTUJTb

fanbimxaH MongaHasap

Qazaq pop (Q-pop)

91 T06bI

epEeKLLeJIT] WbIFapMaLLbLIbIFbl TOJNBIKTal
CaHJIbIK MeJIMaMeH rKacasiajibl, SFHHU XKaJTbl
9Cepi apTThIPY YLLUiH BU3yaJ/lbl 3JIEMEHTTEP
MeH TeaTpJIbUILIKThI KOJlaHabl. O3
LIbIFaPMaLLBIIBIFbIHAA 3JEKTPOH/IBI
My3blKaHbIH MYMKiHLiJIIKTepiMEH
Karap, aKyCTHKaJIbIK JIbIObICTAp LIbIFAPY
scretrkachiH, DIY (DoltYourself)
KOHULEMIMSICBIH NaiiajaHa oThIpbII, 63
LIbIFAPMALIBLIBIFBIH LIe6ep TopexKecine
JKeTKise OiireH My3blKaHTTap J1a Ke3ziecelli,
sIFHK OYJ1 My3bIKaHTTap elKaHai
npoaroccep HeMece 6acKa 1a Ie/11alchl3
LIBIFAPMALUBIIBIKTBIH, LIBIHbIHA LLbIFA
6inni. byn o3 keaerinje BaH TyuHeHHIH
KYHJIbLJIBIKTAP 2KYHeCiH KaJblTacTbIpy
KOHLenusicbiHa cah Keeni. Kalifarniya,
Qanay aTThl TOM-My3bIKa OKIJJIEPiH OChI
KaTeropusira xKaTKbidyra 60J1ajibl.
TepTinuineH, MmeTamoie pHHIH,
MY3bIKa/IaFbl bIKIAJbIHBIH KOPiHiCi
KaparanbiM MeJIOJIHs MeH FTOMO(OH/IbI -
rapMOHHUSIHBIH KAUThII OpaJybl apKblJbl,
COHJIAl -aK MeJIaHXOJIHSl MeH 3U(POPUSHBIH,
Oip Me3eTTe KaTap KOJIaHbLITybl
apKblIbl Kepinei (Xpyuiesa 18).
Kazakcranabik norn-my3bikajaa Kalifarniya
HIbIFAPMALIbIIBIFbIHAH OChl KYObIJIBICThI
Gaiikayra 6oJiajibl. ABTOp oHJepiHjie
MeJIaHXOJUSIHBI 14, SH(OPHUSHBI 12 KONTer
Keaectipyre 6ogansl. Conjan-ak,
My3blKara ecTe cakrayra »KeHiJl KaparnanbiMm
MOTiHHIH, KapanalblM 8yeHHiH, PUTMHiH
opaJlybl — J9CTYpJli My3blKaza OOJIFaH,
OipaK YMbITBIFAH UMITIPOBU3ALHUSIHBIH
KaUTbIN OpaJjlyblHa, SFHH HMITPOBU3ALMSIFA
0all opTaga KoJJaHblIFaH A9CTYPJi

«opmytanapapiH» KaiiTanaH My3biKaaa
Kepinic 6epyine cenririn Turigyae. Qanay
LIbIFAPMaLIbLIbIFbIHAH KapananbiM
«opmyanapapl» Kenten Keauecripyre
6onanbl. JoctypJi anaeri «opmyanap»
TypaJibl, AFHYU Oip 9yeHHIH apTYpJli SHAEpIe
keszecyid, C. EnamanoBa 6yJ1 KyOblIbICTbIH
My3bIKa/la 2KAHPJIbIH, NAH1a OOJTybIHA 9KeJIli
JIeTT TY2KbIpbIMIAKbI (7).

Becinuinen, Bepmiosien Mmen BaH JieH
AKKep TyKbIpbIMIAFaH TYHFUBIK (POPMAChI
Ka3aKCTaH/bIK MOM-My3bIKaJIa Y3aK, KeH
JbIOBICTAp AMANA30HbIHA Heri3/e/reH
TybIHBIAPAA Ke3necye. by nactypai
KasaKH JbIObICKA KakTagaH opasiy/ibl, SFHA
KA3akK J9CTYpJli MOJACHUETIHACTI PUTMIEP
MEH JIAATBIK €peKILIeJIiKTepre MoH Oepy
TeHJeHUUsIChl GaiiKasabl. Y3aK JapliobicTap
Ka3ak JajachlHblH crieurduKacbiHa
OalIaHbICTbI I9CTYPJli OH 6HEPiH/e
Kerren keszecesi (Yreranuena 32).
CoOHBIH ilIiH/Ie YKOFaJIFaH «KOHBIP» JIbIObIC
WJeaJsbiH KalTa i3/iey, OHbI )KaHa 3aMaHayH
3CTeTHKara OeliMiey TeHACHUMACDI
Hailikasazbl. bys KyOblibicThl Jlumal
KynatiGepreH uibirapmalibl/ibliFbIHAH
aHbIK Kopyre 60J1aibl. Asralil ThiHaraH
anamra JIuMaliThiH oH caJly MpakTHKaChl
aKkaJleMH3Mre yKcaybl MyMKiH, afaniaa
JI9CTYPJIi OH caJy paKTHKAacChl
NepCreKTUBAChl TYPFbICbIHAH KaparaH/a,
JlumatiThit, y3ak, TOMEHTI XKoHe »KOFaphl
pervcTpJepli nainasaHybl, MUKpOTOHAPFa
MOH Oepyi 2KoHE COJT aPKbIJIbl QHHIH,
Ma3MyHbIH allly npakTukachkl — Jlumaiirbiy,
JI9CTYPJIi OH alTy NPAKTHKAChIHA CYHEHTeH
ICTETUKACHI €KeHi aHbIK KopiHei. MyHbIH,



03i Bepmiosien men BaH iep AKkepaiH
KOHLIeNTyaJslarat TYHFUbIK (hopMachIHAAFbI
PEKOHCTPYKLHUS YFbIMbIHA CAl KeJIETiHIH
Oailkayra 60J1aJibl,

Mikipranac

CoHbIMeH, MeTaMOJIePHHIH My3blKajlaFbl
epeKLICIKTePi MOCTCTPYKTYPAJTUCTIK
NepCreKTUBalal Kaparania Kanaan 60J1ybl
MYMKiH?

Tapuxu Typrbiia, Ka3akCTaHbIK 1011 -
My3bIKaHbIH Tapuxbl XX FacbIpjiblH GipiHLi
JKAPTBIChIHAA PECEIITIK 3CTPAa My3blKaChl
HeTi3iH/e, IFHU KaJaJblK pOMaHC KyHiHae
KaJlaHFaHbl 6eJrijii. AJt peceilsiik scTpajia
my3biKachl XIX racbipyia KaJjblnTackaH
BozieBUJIb (vaudeville dpaniys timinen
ayJlapraijia — 3cTpalaliblK KOUbIIbIM)
JKaHpbI HeTi3inae ayHuere keJi. KeHec
YKiMETiHiH «»KaHa KeHeCTiK» OelHeHi
KaJIbIIITaCThIPy MaKCaTbIHA «2KaHA»
VJITIIET] 9H ATy, €XKAaHA» KAHPJAPAbIH
(BaJsibe, poMaHc) nauaa 6oJblM, OChl
eypornaleHTPU3MIe LIaJIbIKKaH YJIriHi
XaJIbIKTBIH, CAHACBIHA CiHipy MaKCaTbIHIA
OKY OPBIHIAPbIHBIH JIa alIbIIFaHbl TAPUXTAH
Geurisi. Anaiina ToyeJsici3iiik aJraHHaH KeHiH
TOJl MOJICHHETKE KalTa opaJty TeHAEHUMACHI
HacraJsyibl. bys e3repic KazakcTaHIbIK
0N My3bIKaHbIH IHHAMHKACBIH/AFbI
KO3FaJIbICThl KOpceTei. Ocipece,
aKapaTThbIK TeXHOJOTUsIaP/IbIH, €HYI,
COHbIMEH KaTap »kahaHplK MeTaMoiepH
napajaurmach! IPUHLUMITEPiHiH enyi —
TNOIM-My3bIKaJaFbl YJIKEeH e3repicTepai
Te3neTTi, cebebi XpylieBa ararn
KOPCETKEHICH METAMOJIE PHHIH HETi3Ti
aJIbIIT KeJITEH »KaHAJbIFbl — ap afam Oyl
»KahaHJbIK KeHiCcTiKTe api cypeTiii, opi
KOMITO3UTOP, 9pi OHLLI, IFHH KOHTEHT
»Kacayuibl 6od1a ananbl (14). Hotrxke
OeJiiMiHIe KOpCeTiareHIel, Ka3aKCTaHAbIK
0N My3bIKaHbIH KeHOip eKinepiHiH
LLIbIFApMaLbIbIFbIHAH GYJ1 2KahaHIbIK
ypaicke 6eTOypylIbLIbIK OallKanabl,

SIFHU 9HIIiHiH OpbIHAAYLIbI O0JYbIMEH
Katap KOMIIO3UTOP XKoHE KOHTEHT
»Kacayulbl eKeHi aHblKTasibl. bya ypaic,

63 Ke3eriHje, Mol My3blKa oKiJIePiHiH
KOHTEHT rKacayjla MeTaMOJICPH YPAiCiH,
SIFHU 9JIEMJLiK TCHJICHIIHSa 63 OPHBIH
aJlybIMeH epeklleJ/ieHeTiHiH OaliKaTabl.
CoHbIMeH KaTap, Kasak TiJiHaeri
MOTIHJIepre OpbIC, arbl/ILLbIH TiJIIePiHAeri
MOTIHACPIH KOCBIYbI TOJUCEMAHTUKAJIBIK
JIMCKypCKa MaHiH Oepin, ThIHAaylIblIapFa
63 HHTepIepTauusIapblH TaOyFa MyMKIiHAIK
YChIHA/IbI.

MeramoiepHU3MHIH MOJIEPHU3M
MEeH IOCTMOJICPHU3M apachIHAAFbI
ocuuIsLus (Tepbediic) eKeHiH eckepe
OTBIPBIT, My3bIKaJlaFbl METAMOJIC PHHIH
OCbl €Ki TeHCHLIUSAFA TOH 3CTETHKAHDIH,
KHbIJIBICYbl MEH TOFbICYbl HYKTECiH/Ie
JIAMUTBIHBI TYCiHIKTi. MoilepHU3M ypaHbl
«»KaHanaH »kaca» (Albright 8) 6ouica,
MOCTMOJIEPH/IE MOJICPHU3M HJlesiJIapblHa
JiereH ceHiMHiH »Korasybit (Gloag 6)
6isipeni. MetaMoiepHHU3M OChl €Ki CTHJIh
OpTAChIHAAFbl «Ce3iM CTPYKTYPAChIHbIH»
9CTETHKAJBIK KyObIJbICh PETiH/E
TYCIHAIpIEl, asl My3blKana opTypJi
JKaHpJiap MeH CTHJIbAEPAiH Oipiryi
APKACbIH/A, OJIap/bIH apaChIHAAFbI
1IeKapaHbl OYJIbIPATHII, SKJIEKTHUKAJBIK
JIbIOBICTBIK MeH3axKIapra oKeJyi MyMKiH.
Horuxke 6odiiMinie aHbIKTaNraHaH,
KA3aKCTaH/bIK 101 My3bIKa 6KiJIePiHiH
CTUJIBIEP MEH 2KaHpPJIap CUHTE3iH KOJAHYbI
— Ka3aKCTaHJIbIK «Ce3iM CTPYKTypachiH»
KaJbINTACThIpy 60JbIN TaObIATHIHbI
anblK. HaTtwkecinne, apTypai xkanpaap
MEeH CTHJILACP/iH CHHTE3] TOFbICBIHA
OipereiylikTiH »KaHa TypiHe OHbICKAHbIH
Oarikayra 60Jajibl, SIFHU KahaHbIK afaMu
KYH/bIIBIKTapFa Heri3e/reH Ka3aKCTaHIblK
11011 My3bIKa OHIMIEPiH YChIHABI.

MeramosiepH KOHUEMIHSChIHA
KeJicek, BaH JieH Akkep Men Bepwmiosien
MeTaMo/IepH NapaaurMachbii 3 Heri3ri
(hopmara (Tapuxu pexkum, apdexT KoHe
TYHFHBIK ) XKiKTelni (58). by opmanapra
TOH 3CTETHKAJIbIK TEHACHLHMsIIAP
9p caJjlazia dpTypJii KepiHyi MyMKiH.
Mbicasbl, Tapuxu pexkumje 6ipTypJiiJiK
(quirky) epexiiesirin KHHOKPUTHK
Jhxkeitme Mak/laysJn yebiHabl, MyHbl
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MeJIoJipaMaHbIH, KOMEeIMSIMEH aybICyhl,
IMOLMSAJBIK AUCTaHLMSA, OaJlabIK
LIAKKA KbI3bIFYLUIbLIBIK CHSIKTbI €Ce3iM
CTPYKTYpaChiHbIH» aybICybIH KeJTipesi (35).
MeramoziepHieri «ce3iM KypblIbIMbIH»
TYCiHy yiIiH «quirky» (GipTypJIiJiK) YFBIMBIH
JIUCKPETTIK YFbIM peTiHjie nainasany/ibl
yChIHA/bI (BaH feH AKKep KoHe GacKasaphbl
72), SIFHU WLIHAWBIILIK TIEH UPOHUSTHBIH
apacbiHaa »xkypyai cyperreiini (Rombes 85).
Mysbikana MyH1al e3repic CTHIbAEPIIH
aybICybl, PUTMJIEP/LiH, aJIMacbIMbl, dPTYpPJIi
JIaJITap/ibiH, ajtyaH TypJi akKopATapMeH
Oipre KOJIIaHbLIybIMEH epeKLIeseHe .
By 03 Keserinne 6ipTypii cesimre adibin
kesieni. An Tonn MoppucoHHbIH oiirisi
«CyHiKTI» aTThl pOMaHbIH 3epjle/iereH
Jlxour Tot MmeTamozepHre yakbiT
MKEMJIiJIITi TOH 2KoHe OyJI po3aJap/a
GarikanatbiibiH atan kepceresi (106).
[Ton-My3bIKagarbl yaKbIT UKEM/IIJIITI
JlaTap/iblH, dPTYPJli MHCTPYMEHTTEP/iH,
PUTMUKAJIBIK CYpPETTEP, TiMTi AbIOLICThIH,
AKyCTHKAJIbIK epeKIlIesiKTepin (aaxoer)
napjanany apKbuibl Oepinesi, 6yJ KypaJjaiap
Tapuxy HappaTUBTEpre «cijTeme»
JKacayra, yakbIT KeHiCTiriHe e3repic
eHrizyre MyMkiHaik 6epeni. Ocbl aTajnran
epekuesikrepai Mpuna Katiparosna
TOOBIHBIH, LIbIFAPMalUbLIbIFBIHAH aHFAPYFa
6os1asibl. Tapuxu HappaTUBTEpre «cinTeme»
JKacay/ia Kazak aHjeprpayHji My3blKachiH
TPEHJIKE alUHAJIBIPbIN OThIPFAHbI AHbIK,
ce6ebi ochl yaKbITKa JIeHiH Ka3ak
aHJieprpayHi My3blKachl TEK OChl KaHp
THUITEN My3blKaHbl YHATATbIH OPTa/ia
opblHabin Kedice, Mpuna Kafiparosna
TOOBIHBIH, TAPUXH «CilTeMesepiHiH»
apkacbiHaa OyJ1 My3bIKaJbIK KaHp TyTacTai
Ka3aK My3blKa dJieMiH/IeTi KyOblIbICKa
afiHaJibin oTbIp. MyHbIH ce6ebi pan KaHpbl
»KbIpayJibIK JIDCTYPre TOH PeUnTaTHB
TeXHHUKACBIH KOJIIaHa OTBIPbII, dJIeYyMETTiK
npoOJieMasiapra Hazap aylapTyblHa
60J1ybl MyMKiH. Backatiia aiitkauza, norn-
My3blKa CaxHachl CasiCH-dJICyMEeTTIK aJlaHFa
aliHaJIbIN KeJle 2KaTKaHbIH OakKaTapl.
Wopr Xeiizep Tapuxu pexkumzeri
Tarbl Oip 3CTETUKAJIBIK TeHICHLIUS

CynepruOpUITUIK AeM KOpCeTe/li, AFHH
TEXHOJIOTHSHBIH, 63repyi MOJICHHETTE
OTKEH 3aMaH H/esChbIH Hemece

AHbI3bIH 3aMaHayH TEXHOJIOTHsIIaP/bl
napjansaHy apKblibl oMipre Kanrta
oKeJiesli ien caHaipl (126). An 6yn
epeKLIeJiKTIH My3blKalarbl KOPiHiciHe
keJscek, YouTube, Spotify, AppleMusic
CHSIKTBI 2KaHa nJathopmasiapibiH,

naina 6oJybl, My3blKaHbl TapaTy/lblH
JICLEHTpaM3alMsIaHybl OHBIH PU30Ma
tuntec 60sybiHa okeJi (Hikken 23),
SIFHU TYTACTbIK »KOFaJIblIl, HEPAPXUSIChI3
«KeLLIeJi» MOJeJbAEPiH Naiia
6oJybiHa ceben 6oJ/pl. My3bikazia
elIKaHaa JedoJ1epre KaTbiChl 2KOK
WHJIM - MY3bIKaHTTap/IbIH Maiia 60JybIHa,
9PTYPJli My3bIKaJIbIK porpaMmmasapipl
LIblFapMallbl/IbIKTa KeHiHeH nainasaty
YKOHE MY3bIKAHTTaP/IbIH, ILKUTAI
LIbIFAPMaLIBI/IBIKKA KOLIKEH] JIe OChl
CynepruOpUITINIIKTIH MbIcasibl 60J1a
ananpl. Kagakcranablk My3blKaHTTaP/IbIH
xeke Mucrarpam nemece YouTube
napakliaJapbiHblH O0Jybl 2KoHe
KepepMEeH/IePMEH TiKeJieH KapbIM-
KATbIHACKA TYCYi HHTEPAKTUBTI 2KoHE
JICLEHTPAJIM3alHsIFa YIIbIPaFaH JUCKYPCThIH,
JJiedti OoJia anajsl.

MeTamoziepHHiH TYHFUBIK (pOpMachiH
Taskbl1aran Tumoreyc Bepmiosien
CBIPTKbI KeJIOeT illKi TYHFUbIK CE3iMHiH He
KYObIIbICTBIH, Oap eKeHiH ce3fipei xKaHe
OyJ1 MeTaMOJIepHHIH TYHFHUBIKThI ChIPTKbI
KOpiHiCTe KOJIAHYbI e TYCIHAIpei, SFHU
MOJEPHUCTEP aTAJIMbILL Ce3iMIli KopceTyre
YMTbLJICA, TOCTMOJIEPHUCTEP CHIPTKbI
KeJIOeTKe Hasap aydapTyFa ThIPbICTHI,
aJl MeTaMOoJIepHUCTEP ChIPTKbI KesibeTKe
OChl aTaJIFaH ce3iMIi KOCaKTal OTbIPbII
kopceteli (8). ['ybep men PyHk o1eGuerTe
OYJ1 KOPiHiC PEKOHCTPYKIIHS, OKbIPMaH/Ibl
JKayarnkepLlijlikKe LaKblPyMeH, XKoHe
cyObeKTHBTI (POpMa ayTeHTUBTIIIKTI
YKOHE WHIMBHJyaJl/lbl KO3KAapacThl
KaJIbINTacTblpaibl e of Tyieni (247).
Bya kateropusira cait kesetin Jlumatu
KynaitbepreH iibiFapMaliiblibIFbIHbIH
JIDCTYPJIi Ka3aK My3bIKaChIHbIH KOHBIP



(TOMeHT IbIOBIC KeJIiCiMJIJIIT ) )KoHe
YKAPKbIH (?KOFAPFb JbIObIC KeJTiciMIiJIir )
JbIOBIC HJleaJibIHa 2KaKblHIaTyFa
eHOEKTeHYiHEeH KOPIHETIH KyObL/IbICThI
atayra OoJiajibl.

JKannbl, IUCKypCThIK Tajiay HerisiHae
KA3aKCTaH/bIK 1011 My3blKa OKIJIEPiHiH 63
LIbIFapMallbI/IbIFbIHAA KAHAAl CUITaTTapra
MoH Oepyi apKblibl, YATTHIK OiperelikTiH
KaJbINTaCybIHA YJIeC KOCaTbIHbIH OailKayFa
6oJ1apl.

Herisri TyXbipbiMaap

Makanajna MeTaMo/le pHHIH Ka3aKCTaH/bIK
11011 My3bIKa/laFbl KOPiHiCi 3epaeJ/eHL.
Bys1 KyObIIBICTBIH €HI3reH dJeyMeTTiK
KOHTEKCTTEri e3repictepiMen
LIbIFAPMALIbI/IBbIKKA 9KEeJITeH
JKaHALLIBIBIFBI KAPACTBIPbIIBI.

Heriari earepic — TeXHOJIOTHSIHBIH,
OepreH MyMKIHIIIJITIH KEHiHEH MaiiaaaHa
OTBIPbIII, YAKbIT TaJa0bl MEH MYIIECIH
aJIFa KOsl OTBIPBIN, My3bIKa/la 2KaHa ce3iM

CTPYKTypachlH HefiHesiey 60J1bIN Tabbliabl.

By.1 e3repic TybIHbI IMPHKACHIHA,
rapMOHHUSIChIHA, JIbIObIC i3/1€Y, SIFHH TapUXH
aKTaHJ1aKrapra Kalta opaJsy CHKTbI
9CTETHKAra acep eTeTiH KajamaapmeH
epeKLLIeJIeHII Typ.

Conpaii-ak, ap My3bIKaHT GipereiJiri
asicbiHzia »kahaHibIK 0T My3blKara 03
yJIeCiH KOCy/la. Op My3bIKAHTThIH, XKEKe
Oipereiiyiri MeqMaMeH ThIFbI3 OalIaHbICThI
JKOHE LIbIFapMallibl/IbIFbIHAFbI 2KaHA
TPEH]I KaJbINTaCTBIPYMEH epeKuIeeHe/.
O3 Keserinje MyHal LLIbIFApMaLbIIbIK,
«Ce3iM CTPYKTYPaCbIHbIH» 9P aJyaH/IbIFbl
YLUiH KbI3MET eTill, Ka3aK KOFaMbIH/a *KaHa
HEpPreTHKa KaJlblTacThlpyMeH KaTap,
VITTBIK KA3aKH, YATThIK OipereiikTin
»KahaH/IbIK MOJIEHHETTE YKaHa KepiHiciMeH
epeKlleJIeHyJIe.

KopbITbiHAbI

AKnapaTTbIK TEXHOJIOTHSAIAP IAMYbIHbIH
apKachlHIa MEeTaMOJIEPH eHepie «cesim
CTPYKTypachlHa» HerizjeJ/reH xaHa
MOJEHHET apafurMachl Mo My3bIKaia

03 epekKilesikrepiMeH gamyaa. On0eTTe,
OyJ1 MapajiirMaHblH 9p eHep canachl
IpTYpJli Ky# Keulyzie, anaiia 6apJbirbiHa
TOH Gip epeKIleliK 0J1 OCUUIJISLHNSFA,
SAFHU TepOedticke HerizneareH 60JMbIChI.
Aranwmbii Tep6edic xkaHpJap, CTHIBbIEP,
TapUXU PexKUMIEP, IMOLHSAIAP apachIHAAFb
YHEMi TOJIKyJIap/ibl KOPCETIll TYPabl,
OCBIHBIH, HOTHKECIHJIE 1IBIHAUBIIBIK,
KapanaibIM/blJIbIK, HEOPOMAHTH3M CHSIKThI
3CTETHKAJIbIK TeHACHUMsIIAP KaJbINITACy/a.

Kasakcranablk 1on My3blkajaa Y/ITTbIK
Oiperei/lik KaJablnracTblpy, My3blKaaa
Ka3ak TiJlli oHIep 2Ka3y, oJapibl ADCTYPJi
aJIIETOPHsl, KapanalblM 9yeHIep KoJIaHy
APKblJIbl TAPUXH 2KA/IbLIAH OLLipiJIreH
UMIIPOBU3ALIUsSIFA KAUTa OpaJly CHSIKThI
3CTETHKAJILIK TeHACHLHUATAPMEH
epektesieHye. bys, e3 keserinze,
KA3aKCTaH/BIK MOM-MYy3bIKaHbIH, 8JIEMJIIK
TON My3blKaja yJIKeH MopTeOere e OOJIbI,
Ka3ak My3blKaCbIHbIH kahaHblK 60JIMbICKa
ve O0JTybIHA CEMTITiH TUTi3yae.

Bys1 3epTTeye MeTamosiepHHIH,
KOpPiHiCTepi aHbIK KOPIHETIH M0I-My3blKa
TYbIH/bLIAPbIHA MOH Oepisiii, opHHe,
3epTTEY/iH 63 JUMUTTEPi GOJFaHbI
AHbIK, MbICAJIbl TOYEJICI3IIKTEH KeHiHTi
NOCTMOJC PHHIH CUMBOJIU3MiHE HeTi3fe/IreH
TOMN-My3bIKa TybIHbIJIAPbIHBIH, YaKbIT 6Te
KeJle e3repreHi Typadsibl 1a »Kadyra 6oJsiap
eli, 6ipak 3epTTeydiH MaKcaTbl METaMOJIEpH
5CTETHKAJIbIK KOPIHICTEePiH 3epiaeJsiey
OO0JIFaHBIKTaH OCbl MAKCATTAH yKoHe
3epTTey MiHACTTEPIHEH aJlIaKTaMayra MoH
oepisi.
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MyxcubiHoBa Mepyer

Kasaxckasi HaloHasibHast akajieMust MCKycCTB nMeHn TemupOeka YKyprenosa
(Anmarbl, Kazaxcran)

NPOSABJIEHWE METAMOZEPHA B KA3AXCTAHCKOW MOMN-MY3bIKE

AHHoTauus. B Hayane XXI| Beka 6bicTpoe pasBuUTME MHPOPMALMOHHbBIX TEXHONOTUIA MPUBENO K

TOMY, YUTO Y€/I0BEYECTBO MEPELLNO B LMDPOBYIO 3Py, rAe BCe NPO6AEMbI CTanu obanbHbIMU KU3-

3a nosBneHuns rmobanbHOro KanuTanusMma. B oTBeT Ha 310 siBNEeHNe CHOPMMPOBANCSA HOBbIM 0OLLMIA
"93bIK" - METaMOLEPHM3M. DTOT A3bIK TAKXKE HaYan NposABAATLCS B My3blKe, KOTOPas SBISETCA
OTPaXXeHWEM Llyxa BpeMeHMU. Llenb naHHOro nccnenoBaHus - BbISBUTH MPOSIBEHUS METAMOAEPHU3MA

B Ka3aXCTaHCKOM MOM-My3bIKe, y4nTbiBas pa3HO0bpasue 3Toro fBneHus. 3aaaum uccnenoBaHms
BK/IOYAIOT aHAIM3 METAMOAEPHUCTCKMX 3/1EMEHTOB B Ka3aXCTAHCKOW MOM-My3bIKe C UCMONb30BaHUEM
COOTBETCTBYHOLLEN Teopun. B nccnepnoBaTenbckoi MHMLMaTMBE Oblia BbibpaHa TeopeTMyeckas
nepcrnekTMBa NOCTCTPYKTYpasM3Ma U MCMNOb30BaHA METOLONOIUS My3blKaNbHOW 3THOrpaduu, B TOM
yncne MeTof KOHTEHT-aHaIn3a, C Lieblo BbISIBNIEHMS AUCKYPCa COBPEMEHHOW MOM-My3blkK. B pesynbTate
nccnenoBaHus 6binK BbiSBIEHbI KAaTErOpUabHble 0COHEHHOCTU NOMN-My3bIKM C METAMOAEPHUCTCKUMU
TeHaeHUMAMU. OCHOBHbIE BbIBOAbI MCCEN0BAHMS MOAYEPKMBALOT, YTO Ka3axCTaHCKas nomn-Mysbika
3aHMMaeT CBOe MeCTO B MMPOBOM My3bIKalbHOM KyNbType, COXPaHSsS Mpu 3TOM CBOK HALMOHAbHYIO
WOEHTUYHOCTb M B COOTBETCTBMM C COBPEMEHHbBIMU TeHAeHUuaMU. OTcopTpoBaH 06pas B
($hopMMpPOBaHMM COBCTBEHHOM MOAENM, OTPAXKAIOLLEN COBPEMEHHYIO "CTPYKTYpY 4yBCTB". Hagerchb, YTo 310
nccnenoBaHWe BHECET BKIAA B M3YYEHME Ka3axCTaHCKOM MON-My3bikM C TOYKM 3PEHWUS MY3bIKOBEAEHUS U
KYNbTYpONOrUK.

Knioyeswie cnosa: MeTamonepHU3M, I106aNbHbIe M3MEHEHMS, NOM-My3bIKa, TEXHONOMUM,
HaLMOHaNbHASA UAEHTUYHOCTb, MY3bIKa/bHbIW CTUIIb, XKaHP, 3CTETUYECKME TEHAEHLIUM.

Ans yumuposarus: MyxcubiHoBa, MepyeT «[posiBneHne MeTaMofepHa B Ka3axCTaHCKOM
non-mys3bike». Central Asian Journal of Art Studies, .9, No 2,2024,c. 212-226,DOI: 10.47940/cajas.
v9i2.869

bnazodapHocmu: ABTOp BbipaxaeT bnaronapHocTb peaakumm «Central Asian Journal of Art Sdudies»
3a NOMOLLb B NMOArOTOBKE CTAaTbM K Ny6AMKALMM, @ TaKKe aHOHUMHbIM PeLleH3eHTaM 33 BHUMaHWE U
MHTEPEeC K UCCNef0BaHMIO.

Asmop npo4umana u 0006puaa 0KOHYAMebHbIU 8apUAHM pyKonucu u 3aseaswom 06 omcymcmeuu
KOH@IUKMA UHMepecos.
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Mukhsiynova Meruyet

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

MANIFESTATION OF METAMODERN IN KAZAKHSTANI POP-MUSIC

Abstract. At the beginning of the 21st century, rapid advancements in information technology led
humanity into the digital age, where all problems became global due to the emergence of global
capitalism. In response to this phenomenon, a new common “language” emerged - metamodernism.
This language also began to manifest itself in music, which reflects the spirit of the times. The aim of
this study is to identify manifestations of metamodernism in Kazakhstani pop music, considering the
diversity of this phenomenon. The research objectives include analyzing metamodernist elements in
Kazakhstani pop music using the appropriate theoretical framework. The research initiative selected
a poststructuralist theoretical perspective and employed a methodology of musical ethnography,
including content analysis, to identify the discourse of contemporary pop music. As a result of the
study, categorical features of pop music with metamodernist tendencies were identified. The main
findings of the research emphasize that Kazakhstani pop music holds its place in global musical
culture while maintaining its national identity and aligning with contemporary trends. A model
reflecting the modern "structure of feeling" was developed. We hope that this study will contribute to
the study of Kazakhstani pop music from the perspectives of musicology and cultural studies.

Keywords: metamodernism, global changes, pop music, technology, national identity, musical style,
genre, aesthetic trends.

Cite: Mukhsiynova, Meruyet “Manifestation of metamodern in kazakhstani pop-music”. Central Asian
Journal of Art Studies, vol. 9, no. 2,2024, c. 212-226,DO0I: 10.47940/cajas.v9i2.869
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MY3bIKAJIbHbIN
93bIK ACTPAIHbIX
MMECEH TOJIETEHA
MYXAMEJDKAHOBA B
UCTOPUKO-
KYJIbTYPHOM
KOHTEKCTE

Aiizana Byat6aesa', Kopkem CeiiceH6ekos?
IKaSaXCKaH HallMOHaJIbHasa KOHCepBaTOpI/IH HUMEHHU KpraHI‘aSbI,
(Anmarsl, Kasaxcran)

*Kasaxckasi HaluMoHasbHas akajiemMust uekyeers umenn TemnpGeka yKyprenosa
(Anmatsl, Kazaxcran

AHHoTauus. KasaxcraHckas neceHHas 3CTpaja, 0Tpaykash CoLManbHO-MOMUTUYECKYHO AeACTBUTENBHOCTb
CTpaHbl, B TOXe BpeMsi HOpMUPYET ee UCTOPUKO-KYNbTYPHbIM 061MK. B COBETCKMIA nepuog, 3cTpasHas
MecHs Hec/a nevatb ee uaeonoruu. C anoxoi HesaBUCMMOCTU roCcyaapcTBa MEHSETCS ee CTaTyc,
MPUHLMMbI GYHKLMOHUPOBAHUS. B CMEHE UCTOPUKO-KYNIbTYPHbIX MAPaAUrM HaXOAUTCS TBOPYECTBO
M3BECTHOro kKoMno3suTtopa TonereHa MyxaMenyKaHOBa, KOTOPOE, KaK OTMeYaeT My3blkosen, [)kyMakoBa
YMuUTKaH PaxmeTynioBHa «04eHb TOUHO U SIpKO NepeaaeT CUy BAUSHUS AyXa 3TOF0 BpEMEHU». B
Hay4YHOW nuTEpaType 3cTpafHble necHU TonereHa MyxamMeaxXaHoBa, COCTaBNAOLME 3HAUUTENbHBIN
MAaCT TBOPYECTBA KOMMO3WUTOPA, OCBELLEHbI B MaoW cTeneHu. MonbiTka aHannsa My3blKasbHOMo
A3blKa NECEH C NO3WLMMU UCTOPUKO-KYNbTYPHOTO NpoLLecca NPOBOAUTCS BNEPBbIE, YTO ONpeaenseT
AKTYyaNnbHOCTb UCCNefoBaHuS. Lienb nccnenoBaHms — paccMOTPETb My3bIKa/IbHbIM S3bIK 3CTPaAHbIX
neceH TonereHa MyxaMemkaHOBa B UCTOPUKO-KYIBTYPHOM KOHTeKcTe. MeToabl. [puMeHeHue
MCTOPUYECKOro MeToAa, Kak OAHOMO M3 OCHOBOMO/AraloLMX B My3bIKO3HAHWUU, MO3BOMISET PACCMOTPETH
3CTpafHO-NneceHHoe TBopyecTBo TonereHa MyxaMemkaHOBa B €AMHCTBE NPETBOPEHUS TPALULIMIA U
coBpeMeHHOCTU. KynbTyponormyeckuii MeToz, paclumpsieT npeacTaBieHue 06 3cTpagHoii necHe Kak
06beKTe My3bIKaJIbHOM Ky/bTypbl. My3blKafbHO-aHAUTUYECKUIA METOA, NMOMOT BbISIBUTb KOMIMOHEHTbI
MY3blKa/IbHOIO S13bIKa 3CTPAAHbIX NeCEH KOMMO3UTOPA U PacKpbiTb X 06PA3HO-CMbICIOBOE COAEPXKAHME.
B xone aHan13a “Meno MecTo akLEeHTUpPOBaHME Ha 06pa3e HOBOWM CTONMLbI, YTO MO3BO/MIO OTMETUTb
HOBOE MMPOLLYLLEHWE KOMMNO3UTOPA, NPOSIBUBLLErOCS B chepe NMpUKK. Takxke B paboTe npuMeHseTcs
METO[, CPAaBHUTENbHOrO aHanu3a. Pesynbtathl uccnenoBaHus. CoenaH BbIBOA O NMPEEMCTBEHHOCTH

1 TpaHchopMaLMm TBOPYECTBA KOMMNO3WUTOPA, CBA3aHHOMO C KPAaXOM TOTa/IMTaPHOIO COBETCKOTO

CTPOS M MOMUCKOM HOBbIX 06Pa30B M CPEACTB BblPa3UTENbHOCTH, CBA3AHHbIX C HOBbIM XXM3HEHHbIM
cofepxaHueM. Mpuyem, NpeeMCcTBEHHOCTb MPOSIBUNACH B NMPOAOMKEHUU MY3bIKaSbHOM CTUAUCTUKM
COBETCKOM 3CTpafHOM necHU. TpaHchopMaLMs UCXOANT U3 MY3blKaNbHOIO MbILMEHWUS aKageMUYeckoro
¥ HaLUMOHANbHOrO KOMMO3WUTOPA, €70 UHAMBUAYANbHOCTH, @ TAKXKe CBA3aHA C MMy60KUMMU
MUPOBO33pEHUYECKUMU U3MEHEHUSIMU SMOXM. CTaTbs LOMOMHSIET CYLLECTBYIOLME NPEACTaBIeHUs 06
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3CTpaAHO-NECEHHOM TBOpYeECTBE TonereHa MyXBMe,D,)KaHOBa M paclWnpAaoT Hay4HOE 3HaHKne 06 aTow

cdepe uckyccTsa.

Kntoyessie cnoea: 3CTpaaHaqa necHs, TBOpPYECTBO, KOMMNO3UTOP TonereH MyxaMe,D,)KaHOB,

My3b|KaJ’IbeII71 A3bIK, O6p33HOE coaepixaHue.

Ana yumupoearus: byntbaesa, Aiizana, n CeliceHbekoB KopkeM. «OCO6EHHOCTM My3bIKalbHOTO
A3blKa 3CTPaAHO-NeceHHoro TBopyecTa TonereHa MyxamemkaHoay. Central Asian Journal of Art

Studies, 1.9, N2 2, 2024, c. 227-243, DOI:10.47940/cajas.v9i1.803
Asmopbl npoyumanu u 0006puu 0KOHYames1bHbIl 8apuaHm pyKonucu u 3aae5rom 06 omcymcmeuu

KOH@IUKMa uHmepecos.

BBepeHue

CTpeMme.anoe pa3BUTHE SCTPATHOTO
nckycerBa B Kaszaxcrane B 70-e
TOJibl TIPOIILJIOTO CTOJIETHS OTMEUaNIoCh
He TOJIbKO CPEe/IM UCOJIHUTEJIeH,

HO ¥ CPeI KOMIO3UTOPOB. B 3TOM

BHJI€ TBOPUECTBA MPOOOBAJIM CBOH

CHJIbI KOMIIO3UTOPBI, MTOJYYHBLIHE
aKajieMuyeckoe rnpodgeccuoHanbHoe
o6pazoBanue. Cpenn HUX 0c060€ MECTO
3aHumaet TosereH Myxame/LKaHOB —
KOMIO3HTOP, FOCYAapPCTBEHHBIN IesiTe b,
npoceccop, Jlaypeat ['ocynapcrBenHoi
npemun PK. Kpyr my3sbikasbHbix

JKaHPOB KOMIO3HTOPCKOTO TBOPUYECTBA
HeoObIYalHO LLIMPOK: CUM(OHHH, OTepbI,
MHCTPyMeHTaJIbHasl, CLIeHHYecKasl,
KaMepHO-BOKaJIbHasi My3blKa, SCTPaHble
MeCHH, My3blKa K KHHO.

['naBHOe 3HauyeHue B TBOpuecTBe T.
MyxamekaHoBa NPUOOPESH MeCHH,
IIMPOKasi K3BECTHOCTh U Heyracaronas
MOMYJISIPHOCTb KOTOPbIX CIOCOOCTBOBAJA
TOMY, YTO OHH CTaJU HEOTHEMJIEMOH
YaCTbIO My3bIKaJIbHON KyJIbTYPbI
Kasaxcrana. Ha ceronusiiuHuil 1eHb
M3ydeHHe SCTPAHO-TEeCEHHOTO TBOPUYECTBA
KOMIIO3UTOPA MOJIYYHJIO HE3HAYUTENbHOE
ocBellleHHe B psijie cTaTel, B OCHOBHOM
nyOGJIMIUCTHYECKOTO XapakTepa
(beficenona, Bapenuk, MaiiceuTtoBa,
KpblioB), Mmarucrepcknx paborax
(Cerisbait). HanboJsee nosHoe packpbiThe
TBOPYECKOro 00JIMKa KOMIIO3UTOPA HALLJIO

B cTaTbe YMHUTKaH PaxmeTyJ/I0BHbI
JxxymakoBotii (JIkymakoBa).

CoBpeMeHHbIe HCCIeIOBAHUS
1oKasaJii, YTo 3CTpajHast MecHsi crasna
00BEKTOM KOMIJIEKCHBIX AMCLUHUITIHHAPHbIX
MCCJIeI0BAHUN BBHJLy TOTO, UTO OHA
«(yHKIIHOHUPYET He MPOCTO KaK
MYy3bIKaJIbHbIH 2KaHp, HO U «Kak ocoboe
COLIHAJ/IbHO-KYJIbTYPHOE JEHCTBHE »
(Jlpy:kKuH ), oTpakaroliliee HCTOPHUECKHE,
KyJIbTypHbIE M COLIHAJIbHbIE MTPOLLECCHI,
MPOUCXOJsILIHE B 0O1IECTBE »

(Bypmaros 85).

B cBs3u ¢ 3TMM 0603HAYUM KPYyT
npo6JsieM, 1Mo KOTOPbIM OblJIM H3yU€eHbI
HayuHble TPY/bl B KOHTEKCTE PacKpbITHSI
1esin paboThl: crelrgrka SCTpagIHon
necuu (bypmaros, MaeBsckast), passutue
KazaxcraHckoi sctpajib (Kaiicuan,
Mukhitdenova et al.), komnosuius
¥ My3bIKaJIbHbIH s13bIK ( BoHdesb,
Ab6npaxman, Babizhan B. et al.).

MeToabl

B HacrosiieM uceseioBaHu| UCITOJb30BaHbI
MUCTOPHYECKHUH, KyJIbTYPOJOTHUYECKHUH,
My3bIKaJIbHO - aHAJUTUYECKHH,
CPaBHUTEJIbHBIH METO/IbI.

Ovuckyccua
Kak usBectHo, sctpaaHas necus

npejcrasJsieT co60i BOKaJIbHO-
UHCTPYMEHTATLHYIO KOMIO3ULHIO, ISt



KOTOPOH XapakTepHO: «MACCOBOCTh
(MpenHa3HaveHa Jyisi caMmoro IHpOKOro
Kpyra JItoJiei ), IOCTYMHOCTb (TOHSATHA
JUIsl CIyliaTedist), yMepeHHast pocToTa
(loCTaTOuHO Jierka ajisi CJIyXOBOro
BoCTpusiTus )...» (Aimamupoa). lanee
uce/ie/1oBaTe b OTMEUaEeT «HaJUuune
THITM3UPOBAHHBIX My3blKaJbHbIX MHTOHALMH,
npeobJajanne Bokasa» (AiramMuposa).
Bymyuu npodeccroHa bHbIM
Komrnoautopom, T. MyxamemkaHoB
MPUIE PIKUBAETCS ITUX MPOMUCHBIX
MCTHH, TIPH 3TOM coueTasi aKaJleMHueCcKoe
HarnpasJeHHe U 3JIeMeHTbI MTeCEHHbIX
TpPaIULMKI Ka3aXCKOU KYJIbTYPBbl.
JIupuka, oTpaxkasi B ecHsix 4yBCTBa
1 MlepexKUBAHMST JIIOJIEH, SIBJISIETCS]
BEpPLIMHON HAPOJHO-T1€CEHHOT0 HCKYCCTBa
Ka3axcKoro Hapoja. B acTpaaHbixX necHsix
T. MyxamezkaHoBa JJMPUKA CTAHOBUTCS
OCHOBHBIM kaHpoM. OJIHA U3 JTYUIIUX
rieceH KOMIIO3UTOPa, HallMCaHHast Ha
3ape ero TBopuyectBa — «Kyc xKoJbl»
(IOCJIOBHBIN MEPEBOL «TYTh MTHILY ), UTO
o3HauaeT «MJieynblit myTb». O co3nanun
MeCcHH U3BECTHO U3 BOCMIOMUHAHUH
kommnoauropa. «Jlust necuu «Kyc koJ1b1»
MeJIOJIHIO 51 «coOMpas» JiBa MecsLia.
Hauan nucatb ee B KoHlle MepBOro
Kypca, Korza 6oJsiee Ui MeHee OBJajiel
uHcTpymMeHToM» (MaticentoBa). Kak
u3BecTHO, T. Myxame/pKkaHOB HauaJl
npodeccroHa bHO 00y4YaThCsi My3bIKe B
25 J1eT HAa NOJArOTOBUTENBHOM OT/IeJI€HUH
AJIMaTHHCKOW KOHCEPBATOPUU U KaK
BCMOMMHAET Jiajiee KOMIO3UTOP,
OH MPOJOJKHI pabOTy HaJl ecHeN
nocJie npue3aa 10Mok, B ceJjio
Berenb beckaparaiickoro pailona
Cewmunasatuckoi o6aactu. « Mama
npojiaJsa eIMHCTBEHHYIO KOPOBY M KYIHJIa
MHe nuanuHo. Ha kaHukysax HaurpbiBad
MeJIOJIMIO U HAKOHELL COYMHUI ee. DTO Obl
1974 ron. Beien us noma, ces na 6peBHa,
3aroTOBJIEHHbIE HA 3UMY, U 3aTJlakaJl OT
CYacThsl, YTO HAIMKUCaA] MEJIOJII0, KOTOPOH
oOHs11 Bech 3eMHOI wiap. [oJiro elle, urpasi
ee, YXOJUJ B KaKoK-To TpaHc. Yepes 8 jieT
OHa craJja necHei» (MaiiceutoBa).

[Techst BnepBbie npossydana B 1990
rojly M B TeUeHHe MHOTHX JIET He CXOJUT C
3cTpajibl. [yOOKHI MO3TUYECKUH TEKCT,
HanucaHHblil NosToM YJbik6ek Opasbaryiibl
Ecnoyner, He cBsA3aH ¢ MUDOJOTHUECKUM
cojiepxkaHueM « MuleuHbli MyTh». JTO
necHsi o JII0OBH, KOTOpasi acCOLMUPYeTCs
C BO3J/1I0GJIEHHOH, POJIHBIMU CTETISIMH,
POJMHOMN, MTHLIEN cuacThbsi. B Helt
BbIPayKalOTCs POCThIE UeJoBeUecKHe
4yBCTBA, OKpallleHHble SMOLMOHABLHBIM
COCTOSIHHEM PA/IOCTH, MeUTbI, JIOOBH,
KOTOpbI€ CUMBOJIM3UPYIOTCS CO 3BE3NAMH,
KaK CIyTHUKAMH JyLIH.

MHTepecHa necHst B OTHOLLIEHUH
¢dopmbl. BueliHe ona nmeer yepThl
KYTJIETHO-TPUIIEBHON CTPYKTYPHhI.

[Ipu 3TOM, TUNIMYHAS [J151 SCTPATHOU

MECHH KYTJIETHOCTD, OJiaroaps
JIMHAMHYECKOMY Pa3BUTHIO, TpeoOpasyeTcsi
B TPEXYACTHOCTb. XapaKTepHbIH 1151
3CTPAJHON MECHW HHCTPYMEHTAJIbHbIH
OTBITPbILI BMECTO TPETHEr0 KyTJieTa
3aBeplIaeTcsi PUIEBOM.

MHTOHAUMOHHBII OCTOB MEJIOUH
MeCHU — ceprKaHHoe JIeKJIaMalOHHOe
MOBTOPEHHE TOHUKH (JIBYXCJIO2KHOE CJIOBO
AcnaH) ¢ pUTMHUECKHM TOPMOXKEHHEM.
Kasasoch Obl, Hayaso ¢ 3aTakra J10J/IKHO
3a1aTh UMITYJIbC /7151 Ja/IbHEH1Iero
JIBU2KEHHST, OIHAKO BHYTPEHHSISA
CEeP2KAHHOCTD U J1aXKe «CYpOBOCTb»
CrocoOCTBYIOT MOBECTBOBATENLHOCTH
3Bydanust. [Tocnemytoliiee Mesofnueckoe
MOCTYIEeHHOE HUCXO/sllee ABHKEHHE Ha
cyioBa «Acnat maiaai...» ¢ TepLIoBOro
TOHA 3aBeplIaeTCsi OCTAHOBKOH Ha
BocXxojsillel cekere. Bropasi hpasa
HOCHT OTBETHbII XapakTep, GJaroiaps
MOX0XKEMY PUTMHUECKOMY PHCYHKY U
00paTHOMY MeJIOIMYECKOMY HalpaBJIeHHIO.
OnHako, 3aBepiiieHue hpasbl BOCXOJsIIIEN
OKTaBOH Ha O CTyreHW BHOBb BHOCHUT
HEYCTOMUMBOCTb Pa3BUTHIO. 3 U 4 hpasbl
00be/IMHeHbl 001LIUM Pa3BUTHEM H
HAYMHAIOTCS IBU2KEHHEM K BEPXHEH TOHHKE,
XOT$1 B T/apMOHMYECKOM COTPOBOKIAEHHH
3BYUHT MapaJiieibHblil MUHOP. DTOMY
YTBEPKIEHHUIO CMIOCOOCTBYET U BpEMEHHAas
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OCTAHOBKA Ha 6 CTyNeHH, B MOC/e/yIOlIeM
JIBU?KEHUU TIPUBOJISILIAS K CEPEIMHHON
KajleHIIMH HA IOMHHAHTE.

Kynusiet noBropsieTcst ABaxkjibl Ha Ipyrou
MO3THYECKUI TeKCT. FimetoTest U usMeHeHust
B MeJIOJIMUECKOM Pa3BUTHH 3 U 4 dpasbil.
Hauunnasich ¢ Bocxoasiero ABHKeHHUs K
BepxHeil TOHHKe, 00lllee MeJoHuecKoe
JIBH2KEHHE pacllUpsieTcsl 3a c4eT MOTHBHOIO
pasButus. EcTecTBeHHOE 3aBepleHHe
KyrJieTa JI0noJiHeHO pe3toMUpylollel
(hbpaszoit HUCXOSLLET0 IBHKEHHUS, B 0011ee
pa3BUTHE KOTOPOH BHOCUTCSI KOHTPACT
BOCXOJISILLIMM OKTABHbIM CKauUKOM Ha TOHHKE
1 3aroJiHeHHeM B 0OPATHOM JIBUKEHHH.
3aBepuiaeTcs Kyrn/ieT OCTAHOBKOMH Ha
JIOMMHAHTE.

[To kaHOHAM 3CTpPaIHOM MEeCHU 10JKEH
HauyaTbest npunes. Ho ol npeacrapsen
HOBBIM BUTKOM Pa3BHUTHSI 3ar1eBa.
Menonuueckasi ppaza HabUpaeT HOBBIN
pasber: oT 3 CTyleHH MaXKOpPHOro JiaJa B
MOCTYIIEHHOM JIBU2KEHHH K TepLHUHU Yepes
OKTaBY M Jlajiee K O CTyleHH B pUTMHYECKOM
TopMmoxKeHuH. Takoil B3/ieT CHMBOJIM3UPYET
KyJIbMHHALLMIO, TTPUXOSILLYIOCS HA TOUKY
3oJ10TOrO ceueHust. [Toctenennsiii cnyck
yepe3 HeOOoJIbLIHE MOTHBbI 3aBepIIAeTCs
pestomupyioleh ¢pasoi, 3Bydatiieil B
KOHLIE BTOPOTO KYILJIeTa.

Taxkum o6pazom, o6pasgyetcs
TpexuacTHasi CTPyKTypa, 1LeJIOCTHOCTh
KOTOPOH NPUAAET €IMHOe SMOLMOHANbHOE
rnoJie, NPOHU3bIBAIOLLEe BCIO MECHIO.

Takxke He0OXOMMO OTMETUThL OTCYTCTBHE
KOHTpAcTa MeXJly KyIJeToM U PUIIEBOM,

0 YeM CBHJIETEJILCTBYET TeCHAas CMasHHOCTb
9THX PasziesioB POPMBbI.

Heo6xommo oTMEeTHTb, YTO
PUTM CTHXa PacTBOPSIETCS B PUTME
My3bIKaJbHOM. ['apMoHHUeCcKui
S13bIK T€CHH OTHOCHUTCS K KJaCCHKO-
POMAHTHYECKUM TPAIULIUAM U IOMOraeT
nepenatb BHyTPEHHee MCUX0JI0THIeCKOe
cocrosinue. CorocraB/eHle napaJsiiesbHbIX
ToHasbHOCTeH (Mu GeMoJsib Maxkop —

JI0 MMHOD ), MCMIOJIb30BaHKE MTOGOUYHBIX
akkopnos (11, I1I), akkopnos ¢ moGouHbIMH
TOHAMM, BBEJIeHHE HETUITMYHBIX 000POTOB

JI-111.

JInpuueckomy cosieprKaHuio NMecHH,
HECMOTps! Ha TPaXKAaHCKO-NaTPHOTHYECKHE
yepThl, CrocobCTBYET KAMEPHOCTh
BbICKA3bIBAHHUS1, CIEPXKAHHOCTD, TECHAS
CB$I13b [TO3THYECKOTO TEKCTa U MEJIOJUH,
MHTOHALMOHHOE MOUEePKHBAHHE KJIOUEBbIX
CJI0B (acnaH, »KyJibl3, Kyc 2KoJibl U 1p. ). B
LLeJIOM YMEPEHHBIA TeMIl, LUMPOKHH AUIa30H
MeJIOJIMU, HaJIMu1e LIHPOKHUX CKAaUKOB
MO3BOJIMJT OJIHOM U3 JIULIHX HCTTOJHUTEEH
sToil necHu Pose PrimbaeBoii nepenath
HETOPOIJIMBOCTb 0OLLEr0 Pa3BepThIBAHUS
MeJIOJINH, B KOTOPOH BbIpaxKeHbl MEUTHI H
J060Bb KOMITO3UTOpA-poMaHTHKa. FIMeHHO
B TOH MeCHe Mbl BUIMM XapaKTepHble
YepThl U CBOUCTBA, KOTOPbIE COCTABJISIIOT
MeCeHHbIH CTUJIb KOMIO3UTOpA. DTO KPyr
My3bIKaJIbHO - BbIPA3HTEJIbHBIX CPEICTB
3CTPAJIHON COBETCKOU JIMPUKH BKYTIE C
HalMOHaJILHOH MeCEeHHOCTbIO, OJU3KHUE
IMOLMOHAJbHON HHAWBHAJIBHOCTH
KOMITO3UTOPA.

B scTpaaHo-neceHHOM
TBOpPUYECTBE KOMIO3UTOPA, HA YPOBHE
dopmoobpaszoBaHusi, pacnpocTpaHeHa
KyTJIETHO-ITPUIIEBHAST CTPYKTypa. DTa
(opma oTBeUaeT 3CTpagHOMY 2KaHpPY CBOEH
MPOCTOTON U A0CTYNHOCThIO. HacTo B
NecHe, Kak U B TPAAULIMOHHON Ka3aXCKOH,
3aKJII0YaeTcs ee crelndrka — KioueBas
¢pasa, npeacTaBieHHasl B HA3BaHUM MeCHU
— «Kesnectim», « MeH gen oitia», «Ak
KeJKeH», «AKKy apMaH», « Asy/ibiM»

1 Jipyrue. ATo MnecHu-0TKPOBEHMUSI,
nepejatonie 6oraTblii SMOLUOHAJIBHBIA MUP
KOMITO3UTOPA, HAMOJIHEHHBIH PAJIOCThIO,
cyacTbeM, JII0OOBbIO, XKU3HbI0. JIMpuieckas
Tema, CTaBliasi LIeHTPaJibHOK B 3CTPaAJIHO-
necenHom TBopuectBe T. Myxamemxanosa
BbIpakeHa pasHbIMH IpajlauMsiMu: OT
CTPOTOH JIMPUKH, Uepe3 TPOoraTesbHyIo
IpycCTh, UyBCTBUTEJNBHOCTh, BOCTPOT, /10
nevaJiu, pasaymbsi, CTpagaHHUH.

Takum o6pazom, necHu T.
Myxame;KaHOBA BblJIeprKaHbl B CTUIUCTHKE
COBETCKOM 3CTPajibl, CBOe0Opa3HbIii
My3blKaJIbHbIH §13bIK KOTOPOH 0OKa3aJl
BJIMSIHUE HA JIMPUUECKYIO chepy
TBOpYECTBA. DTO HE TOJIBKO €ro MeCHH,



HO U HHCTPYMEHTaJIbHbIe KOMITO3UIIUH
«JlercTBO>», «Megonust 06BU>», « CTaHIUs
JIIOOBU» U JIpyTHE.

Oco6oe mecTo B TBOpUECTBE
KOMII03UTOpA 3aHUMAeT MecHsl « 3aMaH-
al», HaNMcaHHast Ha CTUXU YJIbIKOEeKa
Ecnoysiet. 9T0 rHMH-TIPOTECT AHTHSIAEPHOTO
nBHKeHns: «Heana-Cemeli», HanucaHHbINA
JlySTOM BbICOKHX MacTepOB — MO3TOM H
KomroautopoM. OHH cepiieM nepeaanu
Tpareidio Hapoja, ero cTpajaaHusi, 06pasHo
OTPa3uB BeChb HaKaJ YyBCTB U MTPOTECT
MPOTHB AHTHUEJIOBEUHOCTH $I71€ PHBIX
uenbiTanuid. CyioBa nosTa, NOAYHHEHHbIE
mysbike T. MyxamezkaHoBa, NpoHHKaJH
B CO3HAHHUE CJlyllaTeJel, a caMmo CJI0BO
«3amaH-ai» 3ByuaJio Kak Habar. [laTeTnka
yKaHpa 3TOH MeCHU UCXOIUT U3 MOIIIHOTO
MO3THYECKOTO TEKCTa, KOTOPBIH COCTaBJIET
ee BHEMY3bIKaJIbHYIO COCTaBJISIIOLLYIO.

O TakoM BHEeMYy3bIKaJIbHOM KOHTEKCTe

B paMKax »KaHpOB IOIyJIsIpHON My3bIKH
ynomuHaercs B ctatbe Mark Shevy:
«Popular music genre can be considered
as a culturally shared cognitive schema
consisting of associations between the
sound of the music and extramusical
concepts» (478).

Kommnosutop, o6paTUBILINCH K
MHTOHALMOHHOMY Psijly HApOJHOH
necHu «Eqim-aii», coeluHNI B CBOeM
MPOU3BEICHUH lyXOBHOCTb U MEHTAJbLHOCTh
HallMOHAJILHOTO C SI3bIKOM COBPEMEHHOM
My3bIKH. Balarogapst Komnosutopckomy
MacTepCTBY, TOHKOCTH BbICTPAHBAHHUS
MIeCEHHON CTPYKTYPbI, HCTIOJHUTEIBCKOMY
napy Posbl Peim6aeBoit, necHsi okazaJsach
CO3BYYHA TPAreJMiiHOMY OCMBbICJEHHIO
MPOIIJIOro B MUPOBOM Maciitate. He
c/lyyaiHo ee UCMOJHUIM B SIMOHUK Ha
SMOHCKOM $I3bIKE.

Kak nuwer /xkymakoBa YMHTKaH
PaxmerysioBHa: «IlecHsi, HauMHasiCh
KakK 0011eHapOIHbIN 1114, B MOCAEHEM
3By4YaHHH MPUTIEBA CTAHOBUTCS
OUMLIAIOLMM THMHOM-TIpoTecToM. Takum
XyJI07KECTBEHHBIM pellleHHeM TeCHS
«3amaH-ail» Bblpasu/ia uaeto peooseHus1
3J1a, HACUJIMSI U HeCMPaBEAJIHBOCTH,

JKUBOTpEINevyllyto B TO He3aOblBaeMoe
ncTopuueckoe Bpemsi Ha pyoexke 1980-
x 1 1990-x ronoB — Bpemsi KpylieHusi
MPOLJIOro U HavaJla Co3uIaHusl HOBOTo»
(IxymakoBa 22).

OtnenbHas cTpaHulia TBOpUyeCTBa
KOMIO3UTOpa — MeCHH, MOCBSILEHHbIe
HOBO# cTosinile — «['opoj Moi» Ha ciioBa
Hypcynrana Haszap6aeBa, «Acrana kerui»
Ha cyioBa Konbic6ast AGusioBa. «['opos
Mo » Ha cyioBa Hypeynrana Hasap6aesa
HamnucaH B KyIJIeTHO-TPUTIEBHOH opme
B TOHAJILHOCTH /10 MUHOP. TemaTHueckoe
SIPO KyTJieTa mpeJICTaBIeHO BOCXOISAIILE -
HUCXOJISILLUM JIBU?KEHHEM B HEOOJIbLIOM
nuanasoHe (KBUHTHI). Boripoco-oTBeTHas
CTPYKTypa HauaJbHbIX (hpa3 3aBepliaeTcs
PEe3IOMUPYIOLIUMH MEJIOANYECKHUMU
000pOTaMH, paCIIUPEHHbIMU 3a CYET
CEKCTOBOTO CKauKa C MOC/eIyLIIM
3aroJiHeHUEeM.

[ToBTOpeHne UeThIPEX MeNOANYECKUX
(hpas rnepexouT B MPUIEB, KOTOPBIH
HAUMHAETCS C J€KJIAaMallMOHHOTO Bbljle/IeHUs
PUTMHUECKH MEJIOIMIEeCKOro 060poTa
Ha cjioBa «[opon moit». JlanbHeiiliee
BOJIHOOOpA3HOe JBHKEHHE pacllUpsIeTcst
CEKBEHIIHOHHBIM Pa3BUTHEM, OTKJIOHEHUSIMHU
B cyGnomunanty, VI ctynenb,
pacuiMpeHueM auanasona. Bee 1o Beet
K KyJIbMUHALMOHHOH 30HE, PUTMHYECKOMY
TOPMOKEHHIO, CKAHIHPOBAHHUIO Ha CJIOBO
«Crosinuia». Bmecre ¢ TeM, KOMIMO3UTOPY
Y/1aJ710Ch TIPOCTHIM SI3bIKOM 3CTPajHOH
MeCHH BbIPa3UThb BO3BbILLIEHHbIE UYBCTa,
POKJIEHHBIE BEJIMYHEM MPOUCXOMISIIHUX
COOBITHH — CO3llaHHUE HOBOH CTOJIMILLBI
HezaBucumoro Kasaxcrana.

B Toii xKe ToHaNBbHOCTH 10 MUHOP
HamcaHa «AcraHa Kelli» Ha cJoBa
Konbic6as A6unosa. Bianenre MUHOPHBIMH
KpacKaMu MPUOIHAKAIOT UX K CTHIMCTHKE
COBETCKOH 3CTpajibl, PH STOM TPUMEHEHHE
rapMOHHMH HATYpaJibHON JOMUHAHTbI
NPUOJIMKAIOT UX K BOCTTPHSATHIO TPAAULIUH
Ka3aXCKOH MeCHHU.

Hanucannasi B KynjeTHO-NpUeBHOH
thopme, B HEll MPUCYTCTBYIOT BCe
KOMTIOHEHTBI 3CTPaJHBIX MECEH: MpoCTast
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rapMOHHUSl, MeJIOJINSA KyIlJIeTa NOCTPOeHa
Ha ¢pasax HeGOJbLIOrO ManasoHa
(KBMHTa) BOMPOCO-OTBETHOM CTPYKTYPhI,
pacLIMpeHue aHarna3oHa MeJsoiu1 B
npunese, o6uaMK cekBeHluil. [Ipunen
HaUHHAETCS C BOCXOJSALLEH MHTOHALMH
B PUTMHUECKOM TOPMOXKEHHH Ha
cioBo «Actana». B uesom Teccutypa
MOBbILIAETCS, TPOUCXOJAT OTKJIOHEHHUS
B cy6nomunanty, Il crynens, o6pasys
MeJIOIMYECKHE BOJIHbI, CEKBEHILIHPYEMble
Ha ceKyHIOBbIH war. Mcnosb3oBanue
TPe3BYUHH C MOOOUHBIME TOHAMM TTPUAAIOT
M3bICKAHHOCTb U TEPINKOCTb 3BYUAHHUIO.
HurepecHo B necHe (hakTypHOE H3JI0KEHHE
akkopaoB. Komnosutop npumensier
MeJIOIM3UPOBAHHY!IO JIHHHUIO Haca, 4To
00pagyeT KOHTPAIYHKT C MeJIOJHEN.

HoBble necHu o HOBOH CTOJIHILLE,
10 CyTH, SIBUJIMCh BKJIAJIOM B CO3/laHHe
HOBBIX My3bIKaJIbHO-KYJIbTYPHBIX
TpaAULMK cTosuLbl — Actanbl. B sTom
BUJIMTCS1 €10 aKTHBHAst 0011eCTBEHHAs
MO3HULUS TOCYAAPCTBEHHOTO JesATe/1 —
(hopMHpPOBaHHE IyXOBHOTIO MPOCTPAHCTBA
Hosoro Kasaxcrana. «OH u3HyTpu
KYJIbTYPbl 3HA€T BaXKHOCTh COXPAHEHUS U
pa3BUTHS HALIHOHAJIbHOK CaMOOBLITHOCTH,
KaK MY3bIKaHTy €My B BbICLIEH CTereHH
MOHSATHBI CETO/IHSILIHNAE CTPEMJIEHUS K
e/IMHEHHIO, B3AUMHOMY TepIIeHHIO, JII0OBH H
coctpananuio» (Jlxymakona 22).

Pesynbrarel. Paccmorpenue
MY3bIKaJIbHOTO 513bIKa 9CTPA/HbIX [eCeH
Toserena MyxamemkaHoBa B UCTOPHUKO-
KYJbTYPHOM KOHTEKCTE MPUBEJIO K
CJIENyIOLLAM pe3yJibTaTaM.

OnpenenieHo, 4To 3CTpaHble MECHH
T. MyxamekaHoBa, oTpaKast MCTOPHUKO-
KyJIbTypHble Mapagurmbl 0611eCTBa,
NPOEMOHCTPUPOBAJIH IPEEMCTBEHHOCTD
CTHJIS COBETCKOH MeCHU U MpeTepriesn
TpaHcdopmauuto. [lechu, Hanucannble
KOMII03UTOPOM B COBETCKYIO 3110XY,
OTpa3uJii niaeHHble yoexxaeHnus o611ecTBa
¥ HPaBCTBEHHbIE KAUeCTBa TOr0 BpeMeHH.
Hecmorpst na upeosornueckuit nagoc Toro
BpPEeMEHH, B HUX KOMIIO3UTOP MpeJICcTaeT Kak
JIMPUK, POMAHTHK, MeuTarteJib. A co3nanue

6oraToil NajuTpbl JUPUUECKUX 0OPA30B,
HecsM B ceOe BBICOKYI0 HPaBCTBEHHOCTh,
JIyLLIEBHOCTh, TEMJIOTY, 106po, JIOOOBb.

Takum 06pazom, B COBETCKHUE MepPUOJL
B TBOpuecTse T. MyxamekaHoBa
npeo6J1aatoT MosTHYecKue o6pasbl,
OKpallleHHbIe JIMPUKO - POMAHTHYECKUMU
YyepTamMu, 4TO MPOSIBUJIOCH B MY3bIKaJIbHOM
s3blKe neceH. OHU NPOCTHI 110 opMme,
OKpallleHbl MATKUMH JIOBEPUTEJbHBIMH
MHTOHALMSMH, JTylIEBHBIMH 1
BbIPA3UTEJIbHBIMH MEJIOAUSIMU. DTO JIHPUKO-
pOMaHTHYeCKOe HaTpaBJ/eHle, UCXosllee
M3 COLMA/ILHON PeasibHOCTH TOTO BpeMeHH,
0TpaKaJio MUp YyBCTBOBAHUI COBETCKOI0
yeJsIoBeKa.

Ha ocHoBe anasnnsa necun «3amaH-
ali» nokasaHa TpaHcopmaums
MY3bIKAJIbHOTO $13bIKa, HCXOSAMIAS OT HOBBIX
BESIHUI U HOBBIX MTPOIIECCOB HCTOPHKO-
MOJIMTHYECKOro 3HayeHust Havasa 1990-

x ronoB. O6ocTpeHHast TParndHOCTh
MY3bIKaJIbHO-T03THUECKUX 00pa30B,
MolIHbIH roJioc P. Peim6aeBoil npoussesiu
CHUJIbHOE BTIeUaT/ieHue Ha caylatesaei. 1o
TOJIray, pacKpbITOE My3blKaJIbHbIM SI3bIKOM
3CTPAJIHO-eCEHHOT0 UCKYCCTBA BCKPbIJIO
Tpareuio HCTOPUKO-COLMAJIBHON JIETOMHUCH
Hallel cTpaHbl 3HAYUTENLHO CHJIbHEE,

yeM aKlUHH, POTECTbI U IEMOHCTPALIUH
AHTHSIIEPHOTO JIBHKEHHS.

B kauectBe HOBO# 06pasHoii
cepbl, 6blM BeJlesieHbl ECHH,
nocesiieHHbIe Topoay Acrana. OTpaxas
HOBYIO MOJIMTHYECKYIO, COLMAJIBHY!IO,
MCTOPHUECKYI0 aTMOC(epy He3aBUCUMOT0
Kazaxcrana, onu Hanucanbl B
CTHJIMCTHKE COBETCKOH CTpaHON
necHu. OcMbIC/eHHE ee 3HAKOMBbIX 151
cJlyuiaTesisi BbIpasuTesbHbIX 3JIEMEHTOB
MY3bIKaJIbHOTO 513bIKa B KOHTEKCTE HOBOI'O
BpeMeHH IEMOHCTPUPYET MACTEPCTBO
kommnoauropa. Cerojus, 3a pyoexxom
pazpabaTbIBalOTCs pas3/iMuHbIE MOIXO/IbI
JUIs1 MCTOPUYECKOT0 aHa/1M3a TBOPUYECKOH
JIMYHOCTH, pabOoTaIOLIEH HA CThIKE MY3bIKH
M MOJIMTHKU: «...proposes a heuristic and
multidimensional approach, based on
a radical historicist analysis (Rockhill)



of musical and political practices as
an alternative model for the creative
practitioner working at the intersection of
music and politics» (Reuben, 232)

Hogast cTosin1a B necHsix npeacrapJsieT
HOBbIE OTKPOBEHMSI, UCXOISILIINE U3
JIMYHOCTHOTO OTHOLIEHHS K Y2Ke CTaBlIeMY
poaHbIM roposiom. O6pasHoe coepKaHue
receH nepeiaeT He TOJIbKO ylleBHOe
3By4aHue, HO U JIIOOOBb aBTOpPa K HEMY.

Tennenuuu, 3aokeHHble B COBETCKOH
3CTpaHON necHe, OblIH MPOIOJIKEHbI
Ha HOBOM 3Tarie TBopuecTna T.
Myxame/LkaHOBa B 310Xy HE3aBUCHMOT0O
Kasaxcrana, korna KOMIO3UTOp CoBMeLall
paboTy rocy1apCTBEHHOTO JIeSTeIs ¢
TBOpuUeckuM npoteccom. Ob6pasnas chepa
MPOJI0/IZKAET MPeBaJMPOBATE: JIMPUKA
CTaHOBHUTCS1 00JIACTHIO JIMPUUECKOM
MCHOBEHU. DTO MECHHU, HAaMOJHEHHbIE
HOCTaJIbrueH, JiloOOBbIO K 3eMJIe, JI0OOBBIO
K OJTU3KUM, JIIOOOBBIO K POJHOMY TOPO/LY,
poauHe.

U nakonel, pe3yJsibTaTtom
SIBJISIFOTCS] BbISIBJICHHbIE 0COOEHHOCTH
MY3bIKAJIbHOTO §13bIKa 3CTPa/IHbIX MeceH
T. MyxamemkanoBa. J1yig My3bIKaJbHOTO
13bIKa CTPAJIHO-MIECEHHOT0 TBOPYECTBA
XapakTepHbl MUHOPHBIH JaJ1 (KaK BUIHO
13 MPEeJICTaBIEHHBIX aHAJIU30B MeCeH,
6oJiblLlIast YacTh HAaMKMcaHa B MHHOPE,

YTO COOTBETCTBYET JIMPHUECKOMY
00pasHOMYy CTPOI10), ClIePKAHHbIH,
HETOPOIJIMBbIH TeMI1, MeJIoIYeCKHe
(pasbl BOMPOCO-0TBETHOH CTPYKTYPbI,
coueTaHue MeJIOMMIECKON PACTeBHOCTH U
BbIpa3uTeJ/bHON eKaamalyi. MeJsoanu
sipKHe, KpacHBble, TOUHO Mepeaaioline

Te WJIM HHbIe HACTPOeHUs 1 uyBcTBa. [1pn
TOM OHH, HAUMHAsICb KOPOTKUMH (hpasamu
HeOOJIbIIOT0 IManasona, HabuparoT CUIy U
MOJIHOTY B npureBe. J{/is1 HEKOTOPBIX MeceH
KOMIO3UTOpA XapaKTepeH rapMOHHYeCKUH
THUI MeJIOIMH, YaCTO€e UCTOJb30BaHNE

KBapTOBbIX HHTOHaIlHﬁ, HeOOJbILINE CKAUKH.

JIoist npamaTHUeCcKuX receH xapakrepeH
JleKJ1aMallMOHHbIH THIT HHTOHUPOBAHHSI,
OJIM3KUI K HALIMOHAJILHOH MTeCEHHOCTH

¥ peuuTalyi. B aTom 3akouaetcs

YyTKOE B3aUMOJICHCTBHE JIEMEHTOB
aKaJIeMHUECKOr0 KOMMO3UTOPCKOTO MUChMa
Y TPAJMILIMI Ka3aXCKOW TIECEHHOH KyJIbTYPHI,
MPOsIBJIEHHbIE B 9CTPAHO-1€CEHHOM
MCKYCCTBE.

B rapmoHuu M0KHO 06HAPYKHTb
aTpuOyThl FAPMOHUYECKOTO CTHJIS
POMaHTHKOB, NpeobJiaiaHue MoOOUHBIX
AKKOPJIOB, OTKJIOHEHHUS B TOOOUHbIE
toHasbHocTH 11, III cTynenei,
aprieLKUpoBaHHble akKopabl. Takxke,
BCTpPEYaeTCsl y KOMIO3UTOpa TAroTeHHe
K «[epeMeHHOCTH», OCHOBAaHHOH Ha JIBYX
TOHAJIbHBIX 1IEHTPaX (TMapaJieIbHbIX
ToHaJbHOCTeN ). B 3apy6exHbIx
MCCJIeI0OBAHUSX TAKIKE YKA3bIBAETCS O TOM,
4TO MOMyJIsipHAst My3bIKa PEJIKO BHIXOIUT
3a 12-t1 ToHOBY10 Temniepauuio. O6 3Tom
Mbl Haxo/iuM B cTathe Anama Xapra « While
numerous contemporary composers have
explored the endless possibilities afforded
by microtonal tuning systems, Western
popular music has hitherto rarely ventured
from the harmonic comfort zone of 12-tone
equal temperament» (Hart, 243).

B necHsix BUAMTCS rapMOHHS
MO3THYECKOr0 TEKCTA U My3bIKaJIbHOTO
SI3bIKa KOMITO3UTOPA, KOTOPBIH oOpaliaercs
K TaKUM CTHXaM, KOTOpble OJIU3KH eMy
M0 MUPOOLLYLIeHHIO, 6OraThl IPKOCTbIO
006pasoB, KOHKpeTHOCThIO. [Tpu 3TOM
BaXKHbIM JI/151 KOMIIO3UTOPA MPE/ICTaBJISAeTCs
CMbIC/IOBAs! CAEP:KAHHOCTb TEKCTA, BBICOKUH
MO3THUECKUH CJIOT U Xy[0KECTBEHHOE
noctouHctBo. [To cytu, cam T.
MyxameKkaHOB Kak Mo3T 06s1a1an STHMHA
XapaKTepUCTHKAMHU, CTaB aBTOPOM psifia
Mo03THYEeCKHX COOPHUKOB: « OObsICHEHHE
B i06BU», «Jlupuka», «ITactopanb»,
«MopcKue MOTHBBI», « 3UMHSISI CKa3Ka»,
«CBO¥H MyTh».

Kommnosutop o6patiiaeres K
MO3THUECKUM TEKCTaM, HalTMCAHHBIM KaK Ha
Ka3axCKOM, TaK M Ha pycckoM si3bike. Cpeu
MO3TOB — aBTOPOB CTHUXOB €r0 MeceH —
Mykarann Makaraes, Kanbip Mbip3aJines,
Baxkup Taxku6aes, Konbicbait AGuios,
[lomuii6ait Capues, ¥YabikGek Ecnayser u

JIpyrHe.
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Hrax, B My3bIKaJbHOM sI3bIKE
0GHAPYKUBAETCS UCTTOJb30BAHNE
YCTOMUMBBIX 3JIEMEHTOB CTUJIUCTUKU
COBETCKOH 3CTPaJIHON MY3bIKH U
TpaHchopMali ee B NecHe «3amMaH-au»,
penpeseHTUPYIOLIEH KPYITHbIE COLUATLHO-
MOJIMTHUYECKHE MTPOLLECChI, TPOUCXOJIsIIIIE
B CTPaHe B 310Xy MePeCTPORKH U MEePBbIX
Jer HezapucumocTr Kaszaxcrana. dta
necHsl, BbIpakaioliasi poTecT NPOTHB
aHTusiiepHoro apuxkenusi « Hepana-Cemeit»
¢ HeoOblYalHOIH OCTPOTONH IMOLMOHAJIBHOTO
MopbIBa aBTOPA, BOLJIA B CEP/LLA HE TOJILKO
Ka3axCTaHUEB, HO U JIPYTHX HAPOJIOB,
MepeKUBIINX NMOJ0OHBIE TPATEIUH.

Takxke U3 npecTaBAeHHOTO 0OCYKIEHUS
c/lesIaH BaXKHbIHM BbIBOJI, 3aKJJHOUAIOLIHICS
B TOM, UTO 0OPa3HO-CMBIC/I0BOE
cojiep:KaHue 3cTpaaHbIX neceH ToJiereHa
MyxamezKaHOBa U X MY3bIKAJbHOTO S13bIKa
00yCJIOBJIEHBI IMCKPETHOCTBIO HCTOPHKO-
KYJIbTYPHOU Mapaurmbl.

OCHOBHbIE NONOXEHUA

B xone ucenenoBanus paspaboTaHbl U
copMyIHPOBAHbI CJIEIyIOLIHE HAayYHbIe
pesyJibTaThbl:

1. BnepBble npoBeeH aHaIU3
MY3bIKaJIbHOTO si3blKa necel ToJerena
Myxame/LKaHOBa C MO3ULMH HCTOPHKO-
KyJIbTYpPHOTO Mpollecca;

2. CnenaH BbIBOJL O NPEEMCTBEHHOCTH
¥ TpaHchopMallui TBOPUECTBA
KOMIO3UTOPA, MOUCKOM HOBBIX 06pa3oB U
CPEJICTB BbIPA3UTEJbHOCTH, CBSI3aHHBIX C
HOBbBIM XKM3HEHHBIM COJIEPrKAHUEM.

3. OmnpeesieH neceHHblH CTHIb
KOMITO3HTOPA, OCHOBY KOTOPOTO
COCTaBJISIIOT TAKHE XapaKTepHble YePThl
M CBOKCTBA, KaK KPyT My3bIKaJlbHO-
BbIPA3UTEbHBIX CPEICTB ICTPATHOM
COBETCKOH JINPUKH BKYI€ C HallHOHAJIbHOH
MeCeHHOCThIO, OJM3KHE SMOLMOHANbHON
MHIMBHAILHOCTH KOMITO3UTOPA;

4. Tlorpe6GHOCTb OT3bIBATHCS HA
3HAUMMble COOBITHSI HCTOPUH U KYJIBTYPbl
Hallel CTpaHbl, OMPEIEUII0 nagoc
Y TPaKIaHCTBEHHOCTb MHOTHX TeCeH

Tonerena MyxamekaHoBa,

5. Tpancdopmalys My3bIKaJIbHOTO
13bIKa KOMITO3UTOPA CTaJla OUueBHIHOM MPH
aHaJnu3e recHu «3amaH-am».

6. Ha npumepe smib ofHo#M necHu
T.MyxamepKkaHoBa MOKHO YTBEP2KIATb —
TPAarnyHOCThb My3bIKaJbHO-TTIO3THYECKHUX
06pasoB ¥ ypoBEHb MacTePCTBA
MCTIOJIHUTEJIS TIECHH CMIOCOGHO BCKPHITD
TpareJnio HCTOPUKO-COLMANbHON JIETOTTHCH
Hallel CTpaHbl 3HAYUTEIbHO CHIIbHEE,
ueM aKl|H, IPOTECThI U IEMOHCTPALUH
AHTHSIEPHOTO JIBHXKEHHS.

7. Tlecun T. MyxamemkanoBa —
HeoTbeMJIeMast 4aCTh My3blKaJIbHOM
KysnbTyphl Kazaxcrana; MimenHo
OHH (DYHKLIMOHUPYIOT He MPOCTO KaK
MY3bIKaJIbHbIH XKaHP, HO U «KaK 0co60e
COLIHAJIbHO-KYJIBTYPHOE JI€HCTBHE »
(JlpyxKuH ), oTpakaroliiee HCTOPHUECKHE,
KyJIbTYPHbIE U COLIMA/IbHbIE TPOLECCHI,
MPOUCXOJsILIHE B 0O1IECTBE »

(Bypmaros, 85).

3aKknwyeHue

Tsopuecrso T. MyxamezkaHoBa MOXKHO
Ha3BaTh JOCTOSTHUEM Ka3aXCTaHCKOM
KyJbTYpbl. MHOTHe 3Be3/1bl COBPEMEHHOMH
3CTPaJibl HAYWHAJIH CBOK MyTh B UCKYCCTBE
c ero neceH. CerojiHst OHU He MPOCTO
M3BECTHbIE HCTIOJHUTEJH, HO My3bIKaHTbI,
Co3Jalolle COBpeMeHHbIe ICTPAHbIE
TPaULHH.

TpynHo npeacraButh 6€3 necex
T. MyxamemkanoBa ectuBasu, B
OpraHu3aly KOTOPbIX OH TIPHHSLI
HEMoCpeJICTBEHHOE yuacThe. DT NepBble
MeKIyHapo/IHble MeceHHble PecTHBaIM
nesapucumoro Kasaxcrana — «Asust
Jaybicbl», «)Kac kanar». baaronaps
KOMTIO3HTOPY B MEKIyHapPOIHBIH (heCTHBAb
«[IIa6bIT» Obl1a BKJIOUEHA HOMUHALKS
3CTPAHOE UCKYCCTRO.

Mo02KHO KOHCTATUPOBATh, UTO OJIHO U3
KJII0UEBbBIX MTPOSIBJIEHUN 3CTPAIHbIX MeceH
KOMIO3UTOPa — JIMPUKA, KOTOPAs TIPOXOIUT
KPacHOW HUTbIO Uepe3 BCe TBOPUECTBO
Kommoauropa. [ IpoHsuTesbHas TpyCTh,



OZIMHOYECTBO, BKYIe C HaJIe2KHOH, BEpOH B
MCTHHHOCTb, JIIOOOBb BbIpasuiiach B 00X
yepTax My3bIKaJbHOTO 513bIKa COBETCKON
3CTPAaJibl: MATKOCTb, JiyllIeBHAS 1LIEIPOCTb,
npocrorta ¢opm, sicHast Mesoarka. OHu,
paccuMTaHHble HA COJIbHOE ICTPaHOE
UCITOJIHUTEBCTBO, ObICTPO 3aBOEBAJH
BHUMaHHe U JII0OOBb cJyllaTesel.

Tosneren MyxamemKaHOB, CKa3aBIIUH
CBOE SIPKOE CJIOBO B PAa3HbIX KaHPax
aKaJIeMHYEeCKOH 1 MacCOBOM My3bIKH,
BCEIIa OTKJAMKAETCsl Ha BayKHeH1lIHe
COOBITHSA HCTOPHU U KyJIbTYPbI HaLleH
crpatbl. [Torpe6HOCTB OT3bIBATHCS Ha
3HAUMMble U3 HUX, OTIPEAEIUI0 nacdoc U
rpaxKJIaHCTBEHHOCTh MHOTHX €0 TIeCeH.

DTo necHu, obJagaolye
JIeKJ1aMallHOHHOCTBIO, IAKOHH3MOM U
HE3PUMOH CBSI3bIO C HAIIMOHAJLHBIMH
MY3bIKaJIbHbIMH TPaJMLIUSAMHU. Bbicokuii
npodeccuoHaIM3M KOMIO3UTOPa, 3PEIOCTb,
TaJIaHT MO3BOJIMJIM CO3/ATh OIyCHhl,
HaroJIHeHHbIE IPKUMU 06pa3aMu U HIESIMH.
Ero nechu, caenysi 3a BexaMu MCTOPUKO-
KyJIbTYPHOTO pa3BUTHS Hallel CTpaHbl, BO
MHOTOM CIOCOOCTBYIOT (hOPMHUPOBAHHIO
JIyXOBHOTO M HALIMOHAJILHOTO MEHTAJIUTETA
COBpeMEHHOro o011ecTBa.

Tparuueckum BbIparkeHHEM MOLIHbBIX
MCTOPUKO-00LIECTBEHHBIX COOBITHI
KpyLIeHHs] COBETCKOH 3M0XH, KOTOpast
0OHaXK1JIa KPU3UC B COLMAJILHOM YKH3HU
1 HAllHOHAJILHOW KapTHHE MUpa cTaJjla
necHst «3aman-ai». OHa B MOJIHON Mepe
BbIpa3uJia cTpemMsieHne o611ecTBa ¢
BbICOKOH TPUOYHBI 3asIBJISITL O TpareJuu
Hapoja, CMbICJIE KU3HH, YTEPSIHHbIX
JlyXOBHBIX OpHeHTHPOB. COEMHUB B
ceOe MyOJIUIMCTHYECKOE HavyaJlo C
HOBBIM COJIepKAHHEM 3TT0XH, MECHS
TpancopMHupoBaa My3blKaabHbIH A3bIK
3CTPAJIHOTO MECEHHOr0 TBOPUYECTBA
KOMIO3UTOPA. ¥ CHJIEHHOMY COLMAJIBbHO-
TpareqMHHOMY 3By4aHHIO CMIOCOOCTBOBAJIO
BbIpaxkeHue 06pas3HO-CMbICJIOBOTO
cojiep2KaHusl eCHU yepes HallMOHaJbHbIH
»Kaup toJray. O6patienue K necHe «Enim-
all», KaK CpeIoTOUMI0 HCTOPUYECKON
MaMsITH O TParuyeckux CoObITHUAX HAPOIHON

cyab0Obl 18 Beka, cosnalo «moJjie» ee
BBICOKOTIO COLIMAJIbHO-UCTOPHUECKOTO
cMblc/1a. BoisiBjienne ocoOGeHHOCTeH
MY3bIKaJIbHOTO 513bIKa B MCTOPHKO-
KYJIbTYPHOM KOHTEKCTE, SIBUJI0Ch
OCHOBaHHEM JUIsl 3aKperJieHUs 3a MecHel
«3amaH-aii» craTyca My3blKaJibHO-
MO3THYECKOr0 MaMSTHHKA SMOXH.

Anasna My3bIKaJbHOTO SI3bIKa 3CTPAIHbBIX
neced T.Myxame/zKaHOBa B HCTOPHKO-
KyJIbTYPHOM KOHTEKCTE MOKa3aJs OTpaxKeHHe
TeM M 00pa3oB, CBSI3aHHBIX C COLHAJIBHO-
MOJIUTHYECKUMHU MPOLeCCaMU U yXOBHBIMH
nepemMeHamu »Ku3Hu Kazaxcrana. Bmecre ¢
TEM, B €r0 3CTPajHO-[IeCEHHOM TBOPUECTBE
OCHOBHOE MECTO 3aHUMAaeT JIHPHKA,
HaIMoJIHEHHAs! POMAaHTHYeCKUMU 0Opa3aMu
JOOBH U BHYTpeHHUM OsiaropoactBoM. [1pu
5TOM KOMIIO3UTOP MPOJ0JI2KACT OCHOBbI
COBETCKO/ MIeCEHHOCTH, 3aKJIoYarollecs B
MCKPEHHOCTH, PABAMBOCTH, 3a/lyLLIEBHOCTH
MY3bIKaJIbHO-[T09THYECKOTO BbICKA3bIBAHMSI.
buaarogapsi BICOKOH rpazK1aHCTBEHHOCTH,
dunocodeko riybrHe, necHu
T.MyxameKaHoBa cpasy npuJeKasu
LLIMPOKYIO CJYLIATaIbCKYIO ayIUTOPHIO U
JIazKe MOTJIM BCKOJIBIXHYTb HAPOJL.

B My3bIKa/IbHOM §13bIKe ICTPAJIHbIX MEeCeH
npeBaupyeT OPUEHTALIUs Ha Ka3aXCKY0
HaPOJIHYIO MECEHHOCTb, MPOSIBUBLLYIOCS
B 06pallleHHH K ee XKaHpam (ToJray),
LIMTaTaM U peYnTaTUBHO-eKJIaMallHOHHOMY
ctumo. [locnennee crano npumeTon
MHTOHALMOHHOTO XapaKTepa rneceH,
KoTopast 60rato B3aHMOJEHCTBYET ¢
JPyrumMu cepamu, HAyLIUMHU U3 POMAHTHKH
COBETCKOI necHu. MeJiofinKa neceH,
6J1M3Kast yXy Ka3axCKoi JIMPUKH, BbipacTast
13 KOPOTKUX MOTHBOB, MOCTEMEHHO U
HeCrnelHo HabUPAIOLLIUX CHJTY U [TOJIHOTY,
JlocThraet 6oJiee BbICOKMX BEPLINH.
Kommnosurop, pasBuBasi HCXOAHbBIH
TEMAaTH3M MeCHH, NpeoOpa3oBbIBAET
repBoHayasbHble MOTHBbI, HCOJIb3Ys]
pasyinyHble MOBTOPBI, CEKBEHIIHH,
pacimpenust. Haxoascs B opoute o6pasHoi
6eCKOH(MIMKTHOCTH, KOMIIO3UTOP CO3/1aeT
11eJI0CTHBIE (POPMBI, 1axKe MPH LLIHPOKOM
JIMHAMUYECKOM Pa3BUTHH KYTMJIETHO-
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NpUIEeBHOH CTPYKTYphl. YKaHp scTpaaHoi
MEeCHH, OTBEYAILINHA TpeOOBAHUAM
JOCTYITHOCTH, TIPOCTOTE, MOCITYAHKHIIHU
BO3MOKHOCTH XYJ/I0?KECTBEHHOMY
BbIPa’KE€HHIO HOBOH 06pasHocTH. Takum
00pasoM, 3CTPaJIHO-I1eCEHHOe TBOPYECTBO
T. MyxamezKaHOBa UCXOJUT U3 COLUALHO-
MUCTOPUYECKHUX U KyJIbTYPHBIX 0COOECHHOCTEH
3M0XH, MOKa3aTeJeM YeMy sIBJISeTCs X
My3blKaJbHbIH §I3bIK.

Acrpaanbie necuu T. MyxamemkaHoBa,
yCreuHast XKU3Hb KOTOPbIX 00yCJI0BJIeHa
BBICOKHM TPO(eCCHOHATN3MOM
KOMII03UTOPA, MO3TOB U UCTIOJIHUTEJIEH,

Bknap aBTOpOB:

COCTaBJISIOT 3HAUUTEJBHYIO YacTh
My3blKaJIbHOH KyJibTypbl Kazaxcrana. B Hux
OTKPHCTAJNIM30Ba/Iach TeMaTHKa, 00pa3Ho-
CMBICJIOBOE COJIeprKaHue, 0COOEHHOCTH
MY3bIKaJIbHOT'O $13bIKA, BbISIBJIEHHIO YT
Croco6CTBOBAJIO POBEICHHE HACTOSILLErO
UCCJIC/IOBAHUS € TTO3ULMH OTPAXKEHUS B HUX
MCTOPUKO-KYJIbTYPHOIO KOHTEKCTA ITOXH.
HccnenoBanue scTpaiHO-e€CEHHOTO
TBOpuecTBa Toserena MyxamemkaHoBa
C HOBBIX MTO3ULIMH M HA HOBOM 3Tare
OCMbICJIEHHS] JIOTIOJIHUT TIPEJICTaBJIeHUS 00
0TeUYeCTBEHHOH My3blKaJIbHOH KyJIbType U
HAMETHT MePCNeKTHBHbIE MYTH JajbHEeHIIeH
paboThl HaJL MOCTaBJAEHHON MTPOOJIEMOH.

A.3. bynt6aeBa - noctaHoBKa nNpobiemMbl U HOPMUPOBAHME BbIBOLOB UCCIEA0BAHMS;

,u,opa60TKa Haquoﬁ CTaTbM.

K. A. CeiiceHb6ekoB — cbop MaTepuana; 0630p Hay4yHOM 1 METOAMYECKOW NUTepaTypbl;

HanncaHue CTaTbu.

ABTOpnapAbIH, yneci:

A. 3. bynt6aeBa - 3epTTey Maceneci MeH KOPbITbIHALINAPAbI KAMbINTACTbIPY; MakanaHbl

MNbICbIKTAY.

K. . CeiiceH6eKoB — MaTEpUANAapAbl XXMHAKTAY; FbIbIMU XIHE SAicTeMENiK
onebueTTepre WOy Kacay; MaKanaHbl >Kasy.

Contribution of authors:

A.Z.Bultbayeva - problem statement and formation of research conclusions; revision

of the scientific article.

K. D. Seisenbekov - collecting material; reviewing scientific and methodological

literature; writing an article.
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TOJNEFEH M¥XAMEOXXAHOBTbIH, TAPUXU-MBAEHU KOHTEKCTEI 3CTPALAJIbIK oHAEPIHIH,
MY3bIKAJIbIK T

Anpatna. Ka3akCTaHHbIH, 8H 3CTPaAachl enfiH, a1eyMeTTiK-Cascu WbIHAbIFbIH aMKbIHAAW OTbIpbIN,

OHbIH TaPUXMU-MBAEHU KeNbeTiH KanbinTacTbipaabl. KeHecTik ke3eHae 3CTpafanblk aH con

Ke3eHHiH MAeonornacblH HacMxaTTagbl. Toyencisaikke KON XeTKi3reHHeH KeWiH 3CTpaAasnblK SHHIH,
MapTebeci MeH KbI3MeT NpuHuUMnTepi e3repai. benrini komnosutop TenereH MyxameyKaHOBTbIH,
LUbIFAPMALLbI/IbIFbl CON TAPUXU-MIAEHWN MApaAUrManapablH, e3repy KeseHiHe Aan kengi. My3sbikaTaHyLwbl
YMiTkaH PaxmeTynnoBHa XXyMakoBa KOMMNO3UTOPAbIH, LWbIFapMaLLbIfbIFbl «OCbl 3aMaH PYyXbIHbIH,
bIKMAbIHbIH, KYLWiH 6Te A2/ XHe alKbIH XeTKi3eai» Aen atan eTkeH. TenereH MyxaMenXaHOBTbIH,
LWbIFapMaLLbIIbIFbIHAA €peKLIe OpbIHFa Me 6oNaTblH 3CTPafanblk SHAEPI FblIbIMKU 3epTTeynepae a3
napexene kamtbinFaH. Con cebenteH, byn Makanaga aHAEPAiIH My3blKanblk TiNiH Tangay Tapuxm-MapeHu
MPOLLeCC TYPFbICbIHAH asFall peT XKYPrisinin, 3epTTeyaiH e3eKTiNiriH akkbiHAan Typ. 3epTTeyaiH MakcaThl
- TenereH MyxamemKaHOBTbIH, 3CTPAAANbIK, SHAEPIHIH My3blKabIK TiNiH TAPUXU-MBLAEHMU TYPFblaaH
KapacTblpy. OaicTepi. My3blkaTaHy FbifbIMbIHbIH, HETi3ri dA4icTepiHiH Bipi peTiHAe Tapuxu aAICTi KonaaHy
- TenereH MyxamemykaHOBTbIH, 3CTPAAANbIK 9H LUbIFAPMALLbIIbIFbIH ASCTYP MEH 3aMaHayu 6afbiTTa
KapacTblpyFa MyMKiHAiK 6epeni. MageHMeTTaHy aaici — 3cTpafanblK 9HAI My3blKanblK MILEHUETTIH,
00ObeKTICi peTiHAe KeHiHEH KapacTbipyFa utepMenenai. My3bikanblK-aHaAUTUKANbIK 9A4IiC KOMMO3UTOPAbIH,
3CTPaAanblK dHAEPIHIH My3bIKanbIK TiNiHIH KOMNOHEHTTEPIH aHbIKTayFa XaHe onapablH, 6elHeni-
CeMaHTMKaNbIK Ma3MyHbIH allyFa KeMeKTecTi. Tanaay 6apbicbiHAA XKaHa acTaHaHbIH 6eliHeciHe 6aca

Ha3ap ayaapbiiapl, 6y KOMMNO3MTOPABIH IMpUKa CanacbiHaa naitaa 60nFaH XaHa AyHMEeTaHbIMbIH aTan
eTyre biKmasblH TUri3ai. XyMbICTa canbiCTbipMasbl Tanaay afici Ae KoNAaHbINAAbl. 3epTTey HATUXKENEp.

KomMno3uTop LbiFapMaLblibiFbIHbIH, CABaKTaCTbIFbl MEH ©3repyi Typasibl KOPbITbIHAbI Xacanasl. On, apuHe,
©3 aNAblHa, TOTANUTAPAbIK KEHECTIK XYWEHIH Kyipeyi 6apbiCbiHAA )XaHa eMipfiK Ma3MyHFa KON XeTKi3in,
aHa 00pa3aap MeH XaHa afic-Kypanaapabl isgeyiMeH 6annaHbicTbl. COHbIMEH KaTap, KOMMO3UTOP
LIbFAapMaLLbITbIFbIHBIH, CAOAKTACTbIFbl KEHECTIK 3aMaHbIHAAFbl 3CTPAAANbIK SHHIH, MY3bIKaNbIK CTUAIHIH,
YKanfacblHaH KepiHAi. TpaHCcHOopMaLMS aKaLEMUANBIK, XKSHE YATTbIK, KOMMO3UTOPAbIH MY3bIKabIK,

oMnaybl MeH fapanblfblHAH TYblHAANAbI XOHe A3Yip CaHACbIHbIH, TEPEH, AYHUETAHbIMAbIK 63repicTepiMeH

BannaHbICTbl XXypeai. Makana TenereH MyxamMempkaHOBTbIH 3CTPALA/IbIK 9H LWblFapMaLUbl/ibIFbl Typasbi
6ap ManiMeTTePAi TONbIKTbIPAAbI XXaHE OHEePAiH OCbl Canachl Typasbl FblbIMKU BiniMAi KeHelTesi.

TyiiiH ce30ep: 3CTpafanblK 9H, WbIFAapMaLLblIblK, KOMNO3UTOP TenereH MyxamenaHoB, My3blKasblk,
Tin, 6erHeni MazMyH.
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THE MUSICAL LANGUAGE OF TOLEGEN MUKHAMEDZHANOV’S POP SONGS IN A HISTORICAL AND
CULTURAL CONTEXT

Abstract. The Kazakh song stage, reflecting the socio-political reality of the country, at the same

time forms its historical and cultural image. During the Soviet period, the pop song bore the stamp
of its ideology. With the state’s Independence era, its status and functioning principles changed.

In the change of historical and cultural paradigms is the work of the famous composer Tolegen
Mukhamedzhanov, which, as the musicologist Umitzhan Rakhmetullovna Dzhumakova notes, “very
accurately and vividly conveys the power of the influence of the spirit of this time”. In the scientific
literature, the pop songs of Tolegen Mukhamedzhanov, which make up a significant layer of the
composer’s creativity, are covered to a small extent. The attempt to analyze the musical language of
songs from the perspective of the historical and cultural process is being carried out for the first time,
which determines the study’s relevance. The purpose of the study is to consider the musical language
of Tolegen Mukhamedzhanov’s pop songs in a historical and cultural context.

Methods. The application of the historical method, as one of the fundamental principles in
musicology, allows us to consider the pop-song creativity of Tolegen Mukhamedzhanov in the unity
of the implementation of traditions and modernity. The culturological method expands the idea of
a pop song as an object of musical culture. The musical-analytical method helped to identify the
components of the musical language of the composer’s pop songs and reveal their figurative and
semantic content. During the analysis, there was an emphasis on the image of the new capital, which
made it possible to note the composer’s new worldview, manifested in the lyrics field. The method of
comparative analysis is also used in the work.

The results of the study. The conclusion is made about the continuity and transformation of the
composer’s creativity associated with the collapse of the totalitarian Soviet system and the search for
new images and means of expression related to new life content. Moreover, continuity was manifested
in the continuation of the musical style of the Soviet pop song. The transformation comes from the
musical thinking of the academic and national composer, his individuality, and is also associated with
profound ideological changes of the era. The article complements the existing ideas about the pop-
song creativity of Tolegen Mukhamedzhanov and expands scientific knowledge about this field of art.

Keywords: pop song, creativity, composer Tolegen Mukhamedzhanov, musical language, symbolic
content.
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Annotation. The article considers the montage tool in the cinema of the «Kazakh new wave». Studied
and identified directorial techniques for creating a film with the help of illustrative examples of films
of the artistic direction from the point of view of directing the montage. On the basis of a comparative
analysis of world and domestic editing, an attempt was made to structure national identity in the
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Introduction

In connection with the study of American
cinema of independent Kazakhstan, more
and more attention is being paid to film
scholars, and film scholars have problems
associated with the need for identification
and flowering, which contribute to the
development of the big screen in modern
realities. Any ancient art, including modern
art, is not only a response to social events,
but in most cases can anticipate problems
that await society in the future, and which,
without any cultural environment, will not
immediately be comprehended.

Film editing is not only a technical
process, but also a method of creative
thinking. Editing is subordinated to the
dramaturgy and thematic structure of
the film. Frames in a film are combined
into large and small groups, montage
phrases and entire episodes, making up
the composition of the film. The main
function of film editing is to find a certain
tempo rhythm for alternating frames and
place accents in accordance with the
director’s intention. The editing style of a
film is highly dependent on its genre and
the creative aspirations of the director.
Montage vision has become a new
aesthetic category, one of the characteristic
properties of cinema.

This is facilitated by human psychology.
According to Walter Murch, human
consciousness works according to the
assembly principle. As an example,

Murch cites dreams and memory, which
work according to the montage principle,
connecting individual fragments into a
single story through the placement of
accents. Accents are the emotions that a
person remembers best (Murch 34).

Human dreams are very similar to
the interaction of images in film editing.
Humans process continuous visual
information in chunks. For this reason,
editing films of a particular era differs from
films of our time and requires the study of
both the basics and the latest technologies

in conjunction with the modern socio-
cultural environment.

The article discusses the editing tool
in the cinema of the “Kazakh New Wave”.
Director’s techniques for creating
a film have been studied and identified
using illustrative examples of films
from the artistic direction from the point
of view of editing direction. Based on a
comparative analysis of world and domestic
editing, an attempt was made to structure
national identity in the process of leading
directors working on their films. As a result
of the study, it was established that editing
is the leading tool in creating national
identity in the cinema of the Kazakh New
Wave.

The material also contains an attempt
to predict the use of editing in future works
of Kazakh directors. It can be assumed that
the study and application of editing will
bring additional artistic value to Kazakh
cinema.

Methods and materials

As research methods, the author uses an
analytical review of the literature on the
history of cinema in Kazakhstan, as well
as a study of films by representatives of
the “Kazakh New Wave”. These methods
are intended to emphasize the significant
role of editing in the creation of films

by representatives of the “Kazakh New
Wave”, which continues to have a profound
influence on the development of modern
cinema. The author also uses deductive
and inductive reasoning to explain the
concepts of film language. This approach
helps to formulate precise definitions and
understanding of the editing tool. This
study also uses historical and logical
methods to determine the main

features of editing techniques

in the films of the “Kazakh New Wave” in
the process of creating national identity
in the cinema of Kazakhstan and its
influence on modern films of the festival
direction.
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The study found that the films of “the
Kazakh New Wave” are based on “three
fundamental things” (Rakhimova 3):

1. subjective reality

2. form

3. dramatic structure.

Consequently, the main questions that
the “director” (as the author) answers, first
of all for himself: “what is the film about?”
and “how to show it?”.

Subjective reality is the worldview of the
author/controlling organization (state/
commercial), a prism that is decisive in the
creation of a work, and which consists of his
environment, society, ideology, upbringing,
beliefs and principles, preferences,
character, etc.

A form or image is a kind of perspective
of the shooting plan: from below, from
above, through a detail in the foreground,
in the rapid change of moments of
developing action (object movement),
where the rhythmic pattern of the subject is
expressed.

Dramatic structure is a way of
organizing a narrative. There are two levels
at which structure is usually discussed: as
an act system and as the organization of
history in space/time.

Discussion

The understanding of pressing problems
and the trajectory of development of
Kazakh cinema in the post-Soviet

years was brought by the figures of the
“Kazakh New Wave”. Their work was a
reaction to “perestroika” (rearrangement,
reconstruction) and a search for their own
place in the world, and raised the issue of
self-identification for citizens of a young,
independent country. This is a considerable
merit of Sergei Solovyov. According to the
recollections of the workshop directors,
“the master wanted to help reveal their
inner world, become who they already were,
and find their own style. Understanding
national culture was important for
Solovyov. He insisted that the new Kazakh

cinema should have the Kazakh language
and that all future filmmakers should learn
it” (Abikeyeva 25).

The term “Kazakh New Wave” itself
refers to the “French New Wave” - a
movement in French cinema of the late
1950s and 1960s. The main feature of such
“waves,” which arose not only in France,
but throughout the world, was the rejection
of the established and already exhausted
commercial style of filming and the
predictability of the narrative. Artists were
looking for new ways to create, capturing
the spirit of the times and freedom on
film, taking to the streets, inviting non-
professional and ordinary people to act
as actors, experimenting with editing
solutions, and looking for new ways of
distribution and distribution.

Therefore, when young filmmakers
brought a program of Kazakh films under
the general title “Kazakh New Wave” to
the Moscow festival in 1989, Moscow
film criticism easily picked up and spread
this term in the public space, “raising
the status of young Kazakh filmmakers
by writing brilliant articles” (Abikeyeva
87). Later, the term will become a kind of
banner that will mark many subsequent
Kazakh films until 2001. “The success
at the festival of the Kazakh Alma-Ata
group’s productions brought recognition
to Eurasian cinema’s attempt to integrate
contemporary European Russian culture
with the moderate pace and philosophy of
Asian civilization” (Zebrina Pruner 791).

Films by representatives of the “new
wave” are varied in theme and genre.

For example, Rashid Nugmanov in his

film “The Needle” (1988) expresses

the ideas of gaining inner freedom and
preserves the aesthetics of cinematic
postmodernism, the so-called “rock films”.
Ardak Amirkulov in the films “The Death of
Otrar” (1991) and “Farewell, Gyulsary!”
(2008) explores the historical past of the
Kazakhs. Darezhan Omirbaev’s film “Zhol”
(2001) demonstrated the internal state of

a new hero for Russian cinema, capable of



deep reflection. Abay Karpykov in the film
“Headlight” (1999) followed the path of
the crime genre, raising the theme of the
“dashing 90s”. Amir Karakulov developed
and explored the poetics of film language
with his film “The Homeowner” (1991).
Likewise, many other representatives of the
“Kazakh new wave” were looking for their
own creative paths, and in their works they
tried to invent a new film language, using
the wide capabilities of one of its main tools
— editing.

Despite the precise statements of
Western cultural scientists about the
transformation of space (demonstration
of landscapes and urban textures) and the
use of native speech in the cinema of post-
Soviet countries as an attempt to search
for national identity, it was the directors’
masterly understanding of the basics of
editing that made it possible to emphasize
identity through the emotions experienced
by the viewer while watching the film. It is
the rhythm of cinema that is the primary
factor in involving the viewer into the world
of the film.

And the worlds of the “new wave”
films immersed the viewer in different
environments, touched on different topics,
from social problems (drug addiction,
alcoholism or crime) to environmental
disasters (the tragedy of the Aral Sea and
nuclear tests), but were similar in their
common ideological content - violation of
taboos and protest. For this reason, the
film language also changed, denying the
old canons and aesthetics of the old time.
Editing also changed, acquiring more and
more associative, comparative, comparative
and contrasting functions.

“To my regret, the simplest tricks
produce the greatest effect,” said one of
the founders of cinema, the French director
Georges Mélies (Nikulin 43). The director
meant editing techniques as so-called
simple tricks, to the intensive development
of which he had a hand. From the first
years of its existence, cinema acquired two
lines of development, called the “Lumiere

line” and the “Mélies line,” respectively.
The first is associated with documentary,
and the second with entertainment. The
Watered Waterman (1895), a film from the
Lumiére Brothers’ program, consists of one
long shot and tells a complete story without
intertitles. While “A Trip to the Moon”
(1902) by J. Méliés consists of 30 frames
and uses an editing arsenal, which in the
future will receive a fixed association in

the viewer’s perception. An example is the
editing technique “dissolve” (“mixing”),
the use of which will become one of the
identifying signs when it comes to dreams
and hallucinations (Razlogov 24). In the
first case, the viewer is drawn into the film
through the plot and the acting, and in the
second through a montage narrative, which
gradually draws the viewer into the world of
the film and allows him to believe in even
the most fantastic spectacle. “The Mélies
Line”, over time and the contribution of
other outstanding directors, determined
that the main strength of cinema lies in

the joining of two or more independent
images, the composition of which gives

rise to additional meaning and emotion.
“Kuleshov Effect”: “one shot by another
would alter the apparent meaning of the
component shots” (Kovacs 34). According
to S. Eisenstein, the images in the frame
should be independent short pieces that
can be assembled to create a plot. From
disjointed and sometimes contradictory
shots, a coherent, emotional story is born.
This paradox underlies the equation “film
+ editing = cinema” (Crittenden 8). R.
Bresson says the same thing: “We must
strive to ensure that the film is built from
combinations of shots. One frame - then
another, and a relationship arises between
them: that is, if the first frame is neutral,
then in combination with the second it
suddenly begins to vibrate, life bursts into
it. And this is not so much the life of the
plot and characters, but the life of the film
itself. From the moment vibration is born in
the frame, one might say the movie begins”
(63).
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Results

Representatives of the “Kazakh wave”
follow the precepts of R. Bresson, which

in turn determined the artistic identity of
that time not only through landscapes and
content, characteristic only of the country’s
geography, but also through the pace of
visual storytelling and the directors’ mental
perception of the reality in which they
created.

The film “The Needle” (1988) was
watched by more than 25 million viewers.
[t was a new, free and daring art, where
the protagonist Moro, played by Viktor
Tsoi, was radically different from the image
of a hero familiar to the average person.
Moro was an anti-hero, with his own moral
guideline, not yet formed principles of life,
but with strong principles and faith only in
his own strength. A bully with charisma.
According to the behests of R. Bresson in
matters of selecting “sitters”, Viktor Tsoi
really played almost himself - strong-willed,
mischievous, brave, but behind all this
bravado - a deeply sensitive person.

According to the plot, Moro comes to
Alma-Ata in order to return the money
that an acquaintance named Spartak owes
him and stays with his old iriend Dina.
Watching her strange acquaintances,
Moro realizes that she has become a drug
addict, and her apartment has turned into
a brothel. Moro takes Dina to the Aral Sea,
where she begins to iree herself from drug
addiction through “withdrawal”, but after
returning to the city everything starts all
over again.

The synopsis of the film corresponds
to the spirit of the time. With perestroika,
different types of entrepreneurship appear
in the country, often not constrained by
morality, and therefore - scammers, lost
youth, sad old people.

In the film, the leitmotif of slow
extinction runs like a red thread - and this
is not only the end of the Soviet Union,
but also the dying of nature, which no one
cares about now. The deserted landscapes

of the dried up sea resemble the dead sands
of Mars, and it is impossible to believe

that there was once large water here if not
for the frozen skeletons of ships. As noted
by award-winning screenwriter Andrew
Horton: “The young couple etched against
this modern ecological disaster presents

an ominous sign of the times for the Soviet
Union and the world” (33). However, in the
film there is hope for rebirth - a very painful
and slow rebirth, in the process of which
you can both be reborn and die. And the
director leaves the choice to the viewer - it’s
not for nothing that it is not known what
happened to Moro...

The director uses a fairly impressive
arsenal of editing techniques in the film
and clearly sets the rhythm of each scene.
The music of the Kino group heard in
the exhibition and the accompanying
voice-over text prophesize the plot of the
film. The viewer already understands on
a subconscious level who Moro is. Long
introductory shots, accompanied by credits
and a musical composition, set the mood -
the scorching sun, capable of both warming
and burning to the ground.

The director also skillfully plays with
intra-frame editing, creating closed
suspense in the scene where Dina has
a visitor. Moro watches, peeks, like the
viewer, in the mirror until Dina closes the
door. In the scene before this, the passage
of time is also resolved by intra-frame
editing as long television programs follow.
Moro begins to watch during the day, and
wakes up at night, but without stitching the
frame, one gets the feeling that Moro was
not sleeping - he is waiting.

The film also contains associative
editing. The viewer is shown a desert, the
sun has burned the entire earth, drying
it up - here a lonely tumbleweed rolls.
Gluing, close-up - vein and injection. Cut
to the desert and the merciless sun again...

At the end of the film, the composition
of the “Kino” group “Blood Type” is heard
almost completely, until the very end
of the credits, completing the plot and



leaving hope for the viewer. The editing
decision during the composition is a video
sequence with the events of the film, so that
the viewer remembers Moro’s path from
beginning to end. And everyone believed
that this was not the end.

Thus, Rashid Nugmanov uses a wide
variety of installation solutions, which were
quite innovative at that time. This decision
fully serves the idea of the film - it’s not for
nothing that this is a “rock film”.

But there were other creative searches,
of a more ascetic nature. In the film “The
Homewrecker” (1991), the plot tells of a
dramatic conilict between two brothers.
Adil falls in love with a girl whom his older
brother Rustem loves. Dalmira reciprocates
Adil’s feelings. Complex emotional
experiences in the “love triangle” end with
the death of one of the heroes. Editing from
the first frames of the exposure sets the
rhythm of the entire picture. An SUV drives
against the backdrop of the endless steppe,
the heroes have a leisurely philosophical
conversation about the inhabitants of the
Garden of Eden accompanied by classical
music, performing a “pagan” Mongolian
ritual after a stop. The frames are edited
throughout with standard gluing, and the
intra-frame unhurried editing of the video
sequence immerses the viewer in a trance.
The dance ritual is interrupted by a sharp
shot from the hunter, which occurs off-
screen without interrupting the rhythm of
the visual narrative. This episode, lasting
until the credits are glued to the title,
refers to the ending of the film, where the
characters throughout the entire running
time go to a sharp, sudden and tragic
ending, performing the same “Mongolian”
ritual of seducing a girl in the course of
the plot. There is detachment and doubt
in everything in the film. The characters
are careful in their words, gestures and
attempts. Meditative detachment is filled
with a feeling of painful love and returns
to detachment again. The characters in
“The Homewrecker” are people without
God, expelled from Paradise. Therefore,

the exposition of the film shows tall grass
and the sky hidden by clouds, in a leisurely
editing rhythm, but as the plot progresses,
city alleys, old parks and streets accelerate
the rhythm, enhanced by music, forcing
the heroes to experience all the sorrows of
earthly passions, but they do not have time,
like the viewer, realize them.

The film “Zhol” (“The road”, “The
way”, 2001) directed by Darezhan
Omirbaev uses mainly intellectual editing.
The purpose of intellectual editing is to
display a person’s thoughts, memories,
and aspirations. Sometimes in intellectual
editing they use techniques for specially
highlighting the imaginary - for example,
dreams or imaginary stories can be
highlighted in black and white. This
editing technique was necessary for the
implementation of the author’s idea in the
film “Zhol”, since the plot tells about a film
director, on the way to his sick mother,
thinking about his new project. During
the course of the plot, the main character
remembers his past, dreams and comes
up with scenes for the film. “Omirbayev
uses the most precise cinematic language
since Hitchcock and Bresson to illuminate
the mental landscape of his troubled hero”
(Jones 56). This picture is about returning
to your roots, about reflecting on your life
and finding peace. In addition to the main
plot, the film consists of the author’s seli-
quotation of himself - which is expressed
not only in the director’s use of takes of
his previous film “Killer” (1998), but also
in the exact editing and stylistic repetition
of the mise-en-scene of violence against
the hero in the films “Killer” and “Zhol”
(Nogerbek 355).

Unlike previous examples, Darezhan
Omirbayev does not use music. Instead, the
rhythm is created using sound engineering
and voiceover. The viewer resonates with
the feeling of the protagonist, observing
from the first person the road along which
he is driving. During this, the text is heard
on the radio, and the viewer, as if he himself
becomes a hero, begins to think and feel

CAJAS Volume 9. Issue 2. 2024

N
~
)

CREATIVE SPACE OF THE CENTRAL ASIAN REGION




CAJAS Volume 9. Issue2. 2024

2

vl
o

CREATIVE SPACE OF THE CENTRAL ASIAN REGION

the same as he does. As Nicolas Rapold,
former editor-in-chief of Film Comment,
wrote about Omirbayev’s editing: “It is
downright bracing; he knows when an
eliding cut, a track-in, or a well-turned
pause will clinch a scene” (6).

Despite the difference between the
themes and genres of the films given as
an example above, it is possible to trace
the main outline of the director’s style of
the “Kazakh new wave”. Style lies in the
author’s intention, in creating an individual
worldview and expression through a visual
narrative that does not seek to please
the mass audience. However, the editing
decisions made by the masters during
the work involve them in viewing and
ensure that the viewer’s consciousness is
transported to that difficult time - a time
of fundamental disappointments and crazy
hopes. In the works of directors of the
“Kazakh new wave,” the rhythm of editing
is clearly visible as a reflection and search
for self-identification of the Kazakh people
in the first years of the collapse of the Soviet
Union.

Main provisions

The directors of the “Kazakh New
Wave” sought to create a film through an
editing combination of shots. The editing
solutions of the films complemented
the drama of the plot and the acting.
Editing decisions determined the artistic
identity of films from the period of the
birth of Independence of the Republic of
Kazakhstan not only through landscapes
and plot content, but also through the
pace of visual storytelling and the mental
perception and reaction of directors to the
environment.

Despite the use of editing techniques
previously developed in Western countries,
the directors of the “Kazakh New Wave”,
through the dramatic content of their
films and reaction to the surrounding
reality, managed to create a unique style
and editing tempo that determined the

appearance of the cinema of Independent
Kazakhstan. Editing plays a key role in
creating the artistic and national identity of
“Kazakh New Wave” films.

Conclusion

The “Kazakh New Wave” characterized
the entire post-Soviet reality and reflected
the transition from the Soviet space to
independence in the work of an entire
generation of filmmakers, setting the
vector of direction for modern authors. The
direction of these films, film language and
editing set the standards for aesthetics
and intellectuality, which is confirmed by
numerous world film awards. The reason for
this is following the canons not of cinema,
but of cinema, and editing solutions
in “new wave” films serve as a tool for
resonance between the director and his
viewer, erasing any boundaries.

In our time of the dominant position of
the commercial mainstream throughout
the world and the widespread use of clip,
emotional editing, turning to the works
of the “Kazakh new wave” and studying
its editing solutions can bring domestic
cinema to the rank of high art, on a par with
the immortal works of world classics who
formed the very essence of cinema.

The directors of the “Kazakh New
Wave” sought to create a film through an
editing combination of shots. The editing
solutions of the films complemented
the drama of the plot and the acting.
Editing decisions determined the artistic
identity of films from the period of the
birth of Independence of the Republic of
Kazakhstan not only through landscapes
and plot content, but also through the
pace of visual storytelling and the mental
perception and reaction of directors to the
environment.

Despite the use of editing techniques
previously developed in Western countries,
the directors of the “Kazakh New Wave”,
through the dramatic content of their
films and reaction to the surrounding



reality, managed to create a unique style Editing plays a key role in creating the

and editing tempo that determined the artistic and national identity of “Kazakh
appearance of the cinema of Independent New Wave” films.
Kazakhstan.

Contribution of authors:

R.A. Alzhanov — processing, editing the main text, the abstract text, the literature
data analysis and generalization, preparation and accomplishment of the research
part of the text.

A.A.Mashurova — analysis of scientific literature, work with foreign sources,
preparation of a literary review, consulting and scientific advising.

ABTOpnapabiH yneci:
P. A. 9mkaHOB — Heri3ri MaTiHAI a3y, aH4aTna MaTiHiH eHAey, peaakumanay, anebu
fepeKkTepai Tanaay XaHe XMHAKTaY.

A.A. MawypoBa — fbinbiMK 9aebueTTepai Tanaay, WeTenaik AepekKe3fepMeH XyMbIC
acay, MaTiHHiH 3epTTey 6eniriH AaiblHAAY )X3He opbiHAAY, 940U Wwonyapl AaibiHAAY,
KeHec 6epy, FbINbIMU XeTeKLiniK.

Bknap, aBTOpOB:

P.A. AnbXxaHoB — 06p360TKa, penakTMpoBaHe OCHOBHOIO TEKCTA, TEKCTA aHHOTAUMN,
dHanun3 u 06o6u.|,eHme NINTEPATYPHbIX OaHHbIX, NOATOTOBKAa U UCNONTHEHNE
MCCI‘Ie,EI,OBaTeanKOﬁ 4aCTU TeKCTa.

A.A.MawypoBa — aHanu3 Hay4YHo NUTepaTypsbl, paboTa C 3apyBeXHbIMU UCTOUHUKAMM,
MOAroTOBKa SIMTePaTypHOro 0630pa, KOHCYNBTUPOBAHME U HAYYHOE PYKOBOLCTBO.
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FEATURES OF EDITING IN CINEMA OF THE “NEW KAZAKH WAVE

PaiibimOek DukaHoB, MawypoBa Auga

Temip6ex )Kyprenos atbinarsl Kazak yaTTblK oHep akaaeMHusichbl
(Anmarsl, Kasakcran)

KA3AK KUHOCbIHOAFbI «XXAHA TOJIKbIHHbIH» MOHTAXbIK EPEKLUE/IKTEPI

Anpatna. Makanaga Kasak KMHOCBIHbIH, «KaHa TOMKbIHbI» aTaHFaH yPrakKTblH MOHTAXAbIK, Kypanaapsl
KapacTbipbinaabl. MOHTaX bl KO TYPFbICbIHAH KOPKEMAIK OaFbITTaFbl GUAbMAEPAIH UTHOCTPALMAIbIK,
MbICanAapbl apKbiibl GUAbM XKacayablH, PEXUCCEPAIK AiCTEPI 3epTTeNsi XKoHe aHbIKTanabl.
ONeMUiK )XdHe OTaHAblK MOHTaX bl CaNbICTbIPMasbl Tangay Heri3iHAe XXeTeKLi pexuccepnepmin,
63 unbMaepiHAeri XyMbIC npoLueciHae YATTbIK 6ipereinikTi KypblbIMAayFa dpeKeT Kacanpl.
3epTTey HaTMXKeCiHAE MOHTaX — «Ka3aKTblH, XXaHa TONKbIHbI» KUHOCBIHAA YITTbIK 6O/MbICTbI
KanbINTaCTblpyAa XXETEKIUi Kypan ekeHi aHblKTanabl. MaTepuanza Kasak, pexuccepnepiHin, 6onawak,
WblFapManapbiHAa MOHTaXAbl KONAaHyabl 6omkay apekeTi e 6ap. MoHTaxapl 3epTTen, KoNAaHy Kasak,
KMHeMaTorpadpuscbiHa KOCbIMLIA KepkeMik MaH 6epeai aen 6omkayra 6onambl.

TyiiiH ce30ep: pexxnccepik, KypbiabiM, Keninkep, kKahapMaH, GuibM, MOHTaX, MOHTaXAbIK, WeLiM,
Kamp, XXenimMaey, bipfFak.

Aoaliekce3 ywiH: OnxaHoB, PalibiMbek, xaHe MawwypoBa Auaa. «Kasak KMHOCbIHAAFbI «XKaHa
TONKbIHHbIH» MOHTaXAbIK, epekweniktepi». Central Asian Journal of Art Studies, 7. 9, N2 2, 2024,
. 244-255,D0I: 10.47940/cajas.v9i2.886

Asmopnap KomuazbaHblH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KalilblbIFbl HOK
eKkeHOi2iH ManiMOeloi.
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AnbxaHoB PaitbiM6ex, Mauiyposa Auma

Kazaxckas HalmnoHanbHas akaaemust iekyeets umeHn Temup6eka KypreHosa
(Anmarsl, Kazaxcran)

OCOBEHHOCTM MOHTAXA B KWHO «KA3AXCKOIM HOBOW BOJIHbI

AHHOTauus. B cTaTbe pacCMOTPEH MHCTPYMEHT MOHTaXa B KMHO «Kasaxckoi HoBoW BosiHbi». M3yyeHbl
W BbISIB/IEHbI PEXXMCCEPCKME NMPUEMbI CO3AAHUS DUMbMA C NMOMOLLIO HATMSAHBIX MPUMEPOB KUHOKAPTUH
XY[LOXKECTBEHHOFO HaMPaB/IEHWS C TOYKM 3PEHUS PEXMCCYPbl MOHTAXa. Ha 0CHOBE COMOCTAaBUTENBHOMO
aHanM3a MUPOBBIX M OTEYECTBEHHBIX MOHTAXHbIX MPAKTUK, NPOBEAEHA MOMbITKA CTPYKTYPUPOBAHMS
HaLMOHaNbHOM MAEHTUYHOCTM B NpoLecce paboTbl BeAyLIMX PEXMCCEPOB Hag UX dunbMamu. B
pesysibTaTe UCCIIEA0BAHUS YCTAHOBNEHO, YTO MOHTAX ABSETCS BEAYLLMM UHCTPYMEHTOM B CO34aHUM
HaLMOHaNbHOM MAEHTMYHOCTU B KuHEMaTorpade «Kasaxckor Hosor BonHbi». B MaTepuane takxe
COLEPXKMTCA NOMbITKA CMPOrHO3MPOBaTb UCMO/b30BAHWUE MOHTaXa B BYAYyLLMX MPOU3BEAEHUSAX
Ka3axcTaHCKMX pexuccepos. Mpennonaraercs, YTo U3y4yeHUe U NPUMEHEHUE MOHTaXa NpUBHeCeT
[LOMONHUTENbHYHO XYL0XKECTBEHHYH LLEHHOCTb B Ka3aXCTaHCKOe KMHOMCKYCCTBO.

Kntouesble cnosa: pexxuccypa, CTpyKTypa, NepCOHaX, MAEHTUYHOCTb, KUHODUIbM, MOHTaX, KaZp,
CKeikKa, pUTMm.

Ans yumupoeanus: AnbxaHoB, PaiibiMbek, 1 MawwypoBa Anga. «Oco6eHHOCTM MOHTaXa B KMHO
«Ka3axckow HoBoM BonHbIx». Central Asian Journal of Art Studies, 1.9, N2 2,2024, c. 244-255,
DOI: 10.47940/cajas.v9i2.886

Asmopel npoyumanu u 0006punu OKOHYamesbHelli 8aGPUAHM pyKonucu U 3aseasom 06 omcymcmauu
KOH@IUKMA UHMepecos.
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JbIBbICTbIK JU3AMHIA
JXKACAH/1bl UHTEJIEKTTI
KOJIJAHY: YPAICTEPII
ABTOMATTAHIDIPY
J)KI9HE [blbblC CANACDbIH
JKAKCAPTY

Canxap Mypar', l'yabHapa MypcanumoBa'

Temipoek YKyprenos atbitnars Kazak yJaTTbIK oHep aKajeMHsIChl
(Anmarnl, Kazaxcran)

AHpatna. Makana obibbICTbIK AM33aMHAAFbI XKACAHAb! MHTENNEKTTiH, KONAAHbIUTYbIH 3epTTeyre apHanfaH.
ABTOpnap AblObICTbI XXacay, OHAEY XSHe 0MHATY YLUiH KONLAHbINATbIH 3PTYPAi 94icTep MeH Tacinaepai
Tanpangpl xxaHe XXM 6yn npouectepAi OHTaMNaHAbIpaTbiHbIH KapacTblipaabl. XXaHa AblObICTbIK,

3 dekTinepai xxacay xaHe onapabl HakTbl )xobanapfa beiimaey canacbiHaafrbl XKW MyMKiHaikTepiHe
epeklue Ha3ap ayaapbinanbl. Makanasa Abl6bICTbIK AM3AMHAA KONAAHY XKYMbIC NPOLLECTEPIHIH, TUIMAINIriH
ApTTbIpbIN KaHA KOMMaW, COHbIMEH KATap COHfbl OHIMHIH, CanacbiH easyip XakcapTyFa biknan eTeTiHAIrH
KepceTeTiH 3epTTey HaTuxenepi kenTipinreH. COHbIMEH KaTap AblObICTbIK, AM3alHAbI KONAAHYAbIH Kelbip
MbICaNAapbl, OCbl TOCINAIH bIKTUMAN apThIKLWbIbIKTAPbl MEH KEMLWINiKTepi KapacTblpbinaapl. JbibbICTbIK,
addekTinepai KypacTblpy YLiH XacaHAbl MHTENNEKT KONAAHbIIATLIH 3aMaHayu ayano Au3anHaa

[bIBbIC MHXXeHepnepi NpoLecTepAi aBTOMaTTaHAbIPY MEH CanachlH XaKCapTyAa XXacaHAbl UHTENNEKTTIH,
KONAAHbINYbIH TEPEH, TYCIHYAI, TanAayabl KaXeT eTeai. byn xkaHa Abi6bICTapabl 3epTTey, CMHTE3aEeY,
3pTYpAi Kypanoaphbl Moaenbaey MeH Biperei AbibbIC acepnepiH KypacTblpy NpoLeciHae reHepaTuBTi
MOZeNbAEPMEH, HEMPOHBIK KeNiNnepMeH XYMbIC iCTey YLiH 3KCMepuMeHTanabl 6arbiTTanFaH 3epTrey
MeH Au3aiHaay aficTepiH naaanaHyabl KamMTuabl. byn npouecc 6apbicbiHAA 3MMUPUKANbIK, 34iC NEH
canbICTbIpManbl Tanaay afictepi KonAaHbIAbl. Makana TakblpblObIHbIH, afCbIHAA SPTYPIi MaMaHAap

MeH fasbiMaap 3epTTeysep Xyprisingi. ‘Al in the media and creative industries” gen atanatbiH
VKbIMAbIK, MOHOTpadus apTypni enfepaiH KenTereH fanbiMAapbiHbIH, COHbIH, ilWwiHAe Giuseppe Amato,
Malte Behrmann, xxaHe 6ackanapbiHblH, 6ipneckeH >KyMblCbl KApCTbipbinaabl. MoHorpadusaa xacaHabl
WHTENNEKT CaNnacbliHAAFbl COHFbl TEXHOMOMUSbIK, 93ipfieMenep XaHe 0MapAblH, WbiFapMaLLbIIbIK,
UHAYCTpUANapFa acepi TankbiaHagpbl. X/-Hi WweirapMallbinbik cananapha KonAaHyFa KaTbiCTbl
Macenenepre Hasap ayfapa OTbipbin, Oy TEXHONOMMSAHBIH, OCbl TYPFblAa 3epTTeyNep MeH a3ipnemMenepre
bIKMan eTe anaTbIHAbIFbI Typanbl Ke3Kapac yCbiHbaapl. CrioapT KaHHWUHIAM xaHe T.6. «[bibbICTbIK,
3MOLMSHbI TaHYFa apHaFaH MaLUMHANbIK OKbITY» 3epTTeynepi AblObICTbIK IMOLMSAHBI TaHY YLUiH
MaLUMHANbIK OKbITYAbl KONAAHYFa 6aFbiTTanFaH. ABTopnap AplObICTbIK epeKLenikTepi, perpeccusbik,
MOAeNbAEPLAI XKIHe XacaHAbl HEMPOHAIK XeninepAai KonaaHa oTbipbin, GUNbMAEPAiH AblObICTbIK,
[M3aMHbIH XaKcapTy MYMKIHAIKTEPiH 3epTTenai.



Makanana XXW-Hi oblbbICTbIK AM3aiMHAA KOMAAHYAbIH, bIKTUMANn Macenenepi MeH LuekTeynepi
TankblaHabl XXaHE ONnapAbl WeLlyAiH MyMKiH 601aTbIH K0Aapbl YCbiHbINaAbl. KOpbITbIHAbINAM Kene,
aBTOP/Ap OCbl CanaHblH, 6onawak, AamybiHaa XU -HiH, anpasbl Xbingapbl AblObICTbIK, AM3AMHAbI Kanai
e3repTe anaTblHAbIFbI Typasbl H0MKAM XKacanibl.

Tytiin ce30ep: XXacaHabl MHTENEKT, CAyHL AW3aiiH, AbIObIC PEXUCCYPaChl, aKNapaTThbIK-
KOMMYHMKALMSbIK TEXHOMOMUANAP, KaCaH4bl MHTENNEKT TEXHONOTUSNAPLI, 6eliHe reMUHT, My3bIKa,
6eriHenep.

Aoiiexce3 ywin: Mypat CaHxap, xaHe MypcanumoBa [ynbHapa. «[dblObICTbIK AM33MHAA )KACaHAbI
WHTENEeKTTi KONAAHY: YpAiCcTepAi aBTOMATTaHAbIpy XaHe AblbbIC canackiH xakcapTy». Central Asian

Journal of Art Studies, T. 9, N2 2, 2024, 256-274 6. DOI: 10.47940/cajas.v9i2.881
Asmopnap KomwazbaHelH COHFbI HYCKACbIH OKbIN, MaKy10adsbl ¥aHe Myddenep Kalillbl/blFbl HOK

eKkeHOi2iH ManimMoelioi.

Kipicne

bIOBICTBIK IU3aHH — OYJ1 KHHO,
ﬂTeﬂeBHSHH, OeliHe OMbIHAAP, My3bIKa
JKOHe Tarblla 6acka apTypJli MakcaTTapaa
JILIOBICTAP/IBI 2Kacay »KoHe IbIOBICTHI
cuHTe3/ey eHepi. IblObICThIK 113aiiH
»Kagy, CHHTe3/1ey, OHJIeY, apaJlacTbIpy,
Urepy KoHe T. 0. CHAKTBI 9pTYPJIi
acriekriziepai KaMTHbl. J{bIObICTBIK
JIM3aKH IbIObIC peKUCCepJIepiHeH
KOITEreH LIbIFapMalliblIIbIK XKoHe
TeXHUKaJIbIK JaFAbl/Iap/bl, COHIAM-aK
YaKbIT TeXHoJIorUsichbl. Byl aHbikTamanap
JKacaHbl HHTEJJIEKT YFBIMBIH KOPCETe/L:
Oip »KarblHaH ajlaM Topi3/li MalllnHaIap/Ibl
JKacay TypaJibl FbL/IbIM, aJl €KiHLIi

2KarblHaH €CellTey TEXHUKAChIHbIH KaCI/IeTi.

«KacaH/pl MHHTeJIEKT» YFbIMbl 6aCTamnKpl
aHbIKTaMaHbIH 1lIeKapacblHAH WIBIKKAHbBIH
artar eTkeH »koH. OcbiraH 6alIaHbICThI,
Kasipri yakbITTa »KacaH/ bl HHTEJIIEKT —
HipkaTap 3aMaHay| TeXHOJIOTUsIap/ibl
KAMTHTBIH KoHe MH(OPMAaTHKaHbIH,
MYMKIiHAIKTePiH KEHEUTETiH KeH YFbIM
(CamconoBuu, Pokuna 257).

OcbIHial TeXHONOTHUsIIAP/BIH,
6ipi — »KacaHjbl HHTEJJIEKT
(PKW), on matmHanapabiy Hemece

HarnapJJaamaJgap/bit oKy, nakbimaay,
Kabbly11ay, WblFapMaLbLIbIK KHE T.6.
CUSIKTBI a/1aM MUHTEJIJIEKTICIH KAXKeT eTeTiH
TarnchlpMaJiapbl opbiHaay KadineTi
petinae anbikrasapsl. KH keid6ip
MPOLECTEPi aBTOMATTAHBIPY KoHe
JbIOBIC callachlH XKaKcapTy YLIiH opTypJi
cajiajap/a, COHbIH, illiHIe IbIOBICTHIK,
JIM3aiHia 6eJiceH Il KoJilaHblia 6acTapbl.
KU npibbic pexkuccepaiepine »kaHa
JIbIObICTAP/IB! 2Kacayra, 6ap IblObICTap bl
TaJlJlayra »KaHe eHJIeyre, IbIObICTap/ibl
dPTYpPJIi CLEHApUIJIEp MEH KOHTEKCTTEpre
Oeliimzieyre, coHan-aK Kepi 6ainaHblc
neH AbIObICTBIK AU3aiHIIbl Oarajayra
KOMeKTeCeI|.

Kagipri noyipne KapKbiH/Ibl
TEXHOJIOIUAJIBIK KETICTIKTEPMEH
epekKiIeJeHeTiH IbIObIC peKHUccypa canachl
»Kacanpl uHTes1eKT (Al) TexHosIorHsiIaphl
eHri3reH TpaHchopmaliisira Tamn 60JIbl.
MuHoBauusibIK TeXHoJI0THs1ap
ay/IMOMHKEHEe PUSIHBIH, OapPJIbIK,
acrekTiJiepiHe eHir, AbIObIC

pexkuccepJiepine bIObICTHIK ClieHapuiiepi

JKacay, Tajuay »KoHe KeTiipy yilid
Gipere# MyMKiHIikTep Gepeni. Anaria,
VJIKEH MYMKIHIIKTepMEH KaTap, KacaH/ibl
MHTEJJICKT TeXHOJIOTHAIAPbIH AbIObIC
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peKHUCCYpaChl CaTAChIH €HTi3Y apKbLIbI
YCBIHBIIFAH KUbIHABIKTapaa 6ap. by
CbIH-KaTepJiepre 3THKaJbIK ofJap,
TEXHOJIOTHSHBIH, LIEKTEeYJIepi, COHaN -
aK KOpKEeMJIiK aCleKTiHi caKrayra
JKOHE aJlaMHbIH, JIbIObIC OHEPiH Kacayra
KOCKAH LIbIFApMalIbIIbIK yJeciHe
KaTbICTbl MaceJiesiep Kipeli. By 03biK
TeXHOJIOTUsIIAP AbIObIC OHIPICIHIH,
TeXHHUKAJIBIK aCIEeKTIJePiH 2KaKcapTyra
FaHa emMec, COHbIMEH KaTtap JiblObIC
pexkuccepdiepiHit, WblFAPMaLLbLIbIK
NPOLIECiH KakTa KapacTbIpyFa MyMKIHIIK
6epeni (Amanmypanos 301).

Makanana XM -1i 1b10bICTBIK AH3alHA
KOJIIaHYbIH KeHOip Mblca/lapblH,
COHJ/Ial-aK, OCbl TACI/JIiH bIKTUMaJI
APTHIKLLIBIILIKTAPbI MEH KeMILJIKTepi
KapacTbipbliajibl. JbIObICThIK 1U3aNHAAFbI
JKacaH/Ibl HHTEJJIEKTTiH, OoJ1allaK 1aMybl
YLUiH Kei6ip nepcrneKkTuBalapbl MeH
KHBIHABIKTapbl TaJKbIJIaHAbI.

oAaictep

Kaszipri Tanja kacanibl HHTeJIEKTiIMEH
cayH/l IM3aliH/a IbIObIC pexkuccepJiepine
AyJIMO0 9CepJIePiH Kacay YILUiH FreHepaTUBTI
MOJEJ/IbIeP MEH HEHPOHBIK 2KeJliJIeplli 2KaHa
JILIOBICTAP/IbI 3€PTTEY KOHE CHHTE3JIEY,
9pTYpJIi 2KaO/IbIKThl UMHTALIUSA/IAY 2KOHE
Gipereil aynno adexTinepsi xkacay
OapbIChIHA IM3aHH apKbLIbI ToxKipubere
OarbITTasIFaH 3epTTEY 9/liCTEMEeCiH
naiajiana oTblpbl, AbIObICTbIK AM3aHHAATbI
npotileccTepli aBTOMaTTaHAbIPy MEH

JbIOBIC canachlH XKakcapTya AKacaH/pl
UHTTEJIEKTTIHI KOJIaHYAbIH KaJIbINTaCyblH
erKeH-TerKenJi 3epTTeY 2KOHE OHDI

TaJsay 6apbIChIHIA CaJbICTBIPMaJIb
alicTep, SMIUPHKAJBIK TaJay 9jlicTepi
aJibiiibl. COHbIMEH KaTap KOTHUTHBTI
3epTTeyseple KacaHbl HHTeJICKT
dMICTEePiH KOJIAHYFa KBI3BIFYLIBIIBIK
TaHbITKAH JIbIOBIC PEXKUCCYPACBIHIAFDI
OallslaHbICThI 3epTey/e TaxKipubedi-
TEOPUsINIbIK dJlicTep KoJnaublibl. YKacanb
UHTeJIEKT Macesesiepin J{aBun I'nbcon,
Apuk bpunbosbdecon n Auapro Maxadu,

Maiik Cenbop, batuct Kapamuo, connaii-
aK JIbIObIC pexKrccypachl FasibIMIAphI
Hloxpat Amanmypanos, Oser Heunk,
Ouier Camconosuy, Enena ®okuna, J13us
Bopmaysau, Kpuctun Tomncon, Anekcanup
[Torpoukuii, Anekcanap KypacoBTbiH
3epTTey TAClIePiH KOJIAaHYy MaHbI3/IbI
00JIIbI.

JKacanibl HTes1eKTiHi 3epTTereH
TEOPETHKTEP/LiH TaJllay/1apbiHbIH MOHIH ally
MaKcaTblHa MaKaJa KeJsieci TeOpHsiJIbIK
3ePTTEY 9iCTEPi, AFHH KOMIIAPATUBUCTTIK
dMlicTi KoJlaHaapl. MakaJsa aBTopsapbiMeH
JbiObIC pexkuccypachinia KW nainanana
OTBIPbIM, IbIOBICTBIK IU3ANH aPKbLJIbl
JIbIOBICTBI OPJICH/LIPY/LiH CaraHblH apTybl MeH
COHBIMEH KaTap, OHbIH Kepi 9CepiH TUri3yi
3epTTeJL.

sKacanibl MHTe/JIeKT TeXHOJI0THsIapbl
JBIOBIC pexKMCCYpaChIH canasbl Typle
©3repTiN, HHHOBAlUs/IAp dJIeMiHe eHyTe,
KHBIHIBIKTap/ibl TYCIHYTe KoHEe oHep MeH
TEXHOJIOTUSIHBIH OChl KbI3bIKThI Ca/laChlHbIH,
OoJ1allarbIH KaJlbINTacThlpyFa OeJICeHIrH
AHBIKTAy 3epTTeyJiepi KyPrisiJii.

JKU-nin Toxipubeie KoJIaHbICTArbI
FasIbIMJIAPAbIH 3epTTeYJepiHe cyfieHe
OTBIPbII, IPAKTHKANA dMIiICTEME PETiH/Ee
KOJIIaHyFa O60JIaThIHBIH YChIHYFa OOJIaIbI.

Mikipranac

JKacanapl MHTEIEKT 6Mipaeri apTypili
caJslasiap/bl ©3repTeTiH MaHbI3/bI
TEXHOJIOTUSIJIBIK 2KeTiCTiKTep/iiH, GipiHe
aiHasabl. My3sblka MeH JIbIObICThIK
UHKEHepHs casnachiHaa AblObIC
pexkuccepJiepi yiliH XKaHa MyMKiHAIKTep
MEH 9/LiICTEPAi YChIHA OTBIPBIM, aUTapJIbIKTak
acep eteni. Makanana J)KW npi6bic
pexkuccepi cajlacblHa Kasak acep eTeTiHiH,
OHBIH KaH/Iail MepcrneKTHBaNap/ibl allaTbiHbI
3epTTedeli.

sKacanbl MHTeIeKTiHI ayauo efipicTe
KOJIIaHy/Ibl OYTiHTi TaHAa 3epTTEreH
6ipkaTap rasnbimaap: Ogsier CaMcoHOBHY,
Enena ®okuna, Hloxpat Amanmypajios,
bproc bapraert, [xkennu baptaerr,
Kapaoc Pamoc, JIxxyan Ayrycro, JIsHuen



[Hanupo, JLkon Hoynunr, Ctioapt
Kannunrawm, Anekcannp Kypacos, Auton
Jleun, Huram Cony, Codus Kocyxuna
JKoHe T. 0. 6ap.

Crroapt KanHMHTSM 63iHiH «Aynuo
APKbl/Ibl SMOLIUSIHBI TAHYFa apHaJFaH
OaKbliaHaTbiH MallnHaJbIK OKBITY:
ay/Io epeKLIeJiKTepiH, perpeccHsiybiK
MOJEJbIE P/ 2KOHE 2KACAH]IbI HEUPOHJIbIK,
KeJiJep/li KoJimaHa oThIpbI, hUIbMIEPIiH
JIbIOBICTBIK AU3alHBIH 2KaKCcapTy» aTThl
FbIJILIMM MaKaJ1acblH1a SMOLMSIHbI
JbI6bICThIK Tany (AER) Typasibl ofinapbiven
Oeqiceni. Makana guabmre apHasran
JIbIOBICTBIK JAM3alHAaFbl ayAHOHbIH, KOl
KbIpJibl peJiine 6arbiTTanrad. Ocbiran
HailnanblcTbl KaHHUHIOM MY3bIKaJIbIK,
eMec ayJIMOoHbIH a(heKTUBTI KaCHEeTTepiH
JKaKChIpakK TaJjliay, TyCiHy »KoHe XKiKTey
VLLiH KOCBbIMLLA 3€PTTeYyJep 2KYPrisy
KaxkeTTinirin kepcereni. Ocblnaiiiua,

OyJ1 MaKaJ/ia My3bIKaJ/IbIK aKNapaTThbl

aJ1y, MalllMHAJIbIK OKBITY 2KOHE 2KaJITIbl
JILIOBICTBIK AM3aHHMEH alHaJIbICaTBIHAAP
YLIiH KbI3bIKTbI 60J1a/1bl. KaHHMHI9MHIH
TOCi/ XaJabIKapaabiK adDeKTHBTI HUPPIIbIK
*)azba (IADS) crannaptThl nepekrep
JKUBIHTBIFbIHIA MALLIMHAJIBIK OKBITY/bIH €Ki
QJiCiH KOJIIaHY JKQHE CaJIbICThIPY GOJIbIMN
tabblanpl (Kanaunram 637).

COHFBI 2KblJIAPbI 2KACAH/IbI MHTEJIIEKT
JIeHcayJIblK caKTay MeH KeJliK KypacTblpylaH
OacTar, KapzKbl MEH OHbIH-CaybIKKa JICHiHTi
apTYpJi casanapaa TpaHcdopMalusIbIK
KylKe atiHasibl. OHbIH OKY, Oefimaelny
JKOHE YJ/TiHI TaHy MYMKIHIIKTe i OHbl
JIDJILIK [TeH HHHOBAUMSIHbBI Ka2KeT eTeTiH
Kyp/leJi MaceJiesiepii leulyjie 6ara Ketmnec
aKkTUBKe arHaJ/pl. J{bIObIC MHXKeHepHUsi
KOHTEKCTiH/Ie MUKCHHT TPOLIeCTePiH
ABTOMATTAH/IbIPY 2KOHE XKaKcapTy YlIiH
JKU aseyeti nepcnekTuBalibl 60JbII
KepiHeai. bys nHTerpauus Tek xKymbic
npotlecTepin OHTaNNIaHBIPyFa FaHa emec,
COHBIMEH KaTtap JIblObIC pexKuccepJepi
MeH MpojtocepiiepiHe OypbIH-COH/IbI
6oJiMaraH JIbIObIC MeH TeKCTyPaHbIH,
caracblHa KOJI 2KeTKi3yre MyMKiHIiK
OepeTiH LbIFapMalllblbIK KOPiHiCTiH KaHa

JleHreiiine mibiryra 6arbiTTagnran (Kypacos
61) nen, aBTOp FBUILIMH MaKaJiacblH/Ia
OHep »KoHe MMKCHHT IPOLECiHiH 2KacaH/bl
UHTEJUICKTIIEH KUBLIBICYbIH 3€PTTEH/L.
Bya seprrey My3bika enjipicinzeri
ABTOMATTaH/IbIPY/bIH Ca/lapblH TyCiHyre
OarbiTTajrad. MakaJiaja »kacaHibl
MHTEJJIEKT TeXHOJIOTHSIIapbl apaacThbipy
NpoLLeCTePiH aBTOMATTaHABIPY, OJ1ap/blH
caJiara acepiH 6araJjay »koHe HoJialiak
TeHJeHIMAIapAbl O0JKay YUIiH KaJai
KOJIIAHBLIAThIHBI eT2KeH - TerKe
KapacTblpajibl.

My3bika — OyJ1 OyKis asiemzeri
afamaap/bl 6ipiktipetin am6ebar TiJl.
My3sbika coHbIMEH KaTap My3blKaJblK oOHepi
KYPYAbIH, ?KOHE TapaTy/blH XKaHa ToCiIAePiH
YHeMi i3/ICHTiH eH LIbIFapMalIbLIbIK XKOHE
MHHOBALUAJIBIK caJiajiapbiH, 6ipi 60JIbII
TaOblnaapl. OcbiHaail aictepait 6ipi-
»KaCaH/Ibl HHTEJIIEKTTI KOJIaHy O0JIbII
keseni (Kocyxuna 18).

JKU npi6bic eHaipiciHiH opTyp I
Ke3eH/1epiH aBTOMATTaH/IbIPY apKblJibl
JBIOBIC pezKUCCEepIIepiHe KOMEK KOPCeTEeI.
MauinHa/bIK OKbITY 2K0He JblObICTbI
OHJICY aJTOPUTMIEPI ayIMO TPEKTe P/
apaJsiacTbipy, Lybl 2010, KbICY, IbIObICThI
TEHECTIpy *KoHe Urepy CHAKTBI TpoLecTepai
aBTOMAaTTaHAbIpyFa MyMKiHJiK Gepeni. byn
JBIOBIC pexKuccepiH MOHOTOH/IbI JKYMbICTaH
focaTa/ibl KoHe 0J1ap/IblH, KbI3METiHiH
LIblFapMAallbLJIbIK aCIIEKTiJIepiHe Ha3ap
aynapyra MyMkiHaik 6epeni (Heunk 16).

JIbIOBIC pezKuceypachIHAAFbI IbIOBICTBIK
JIM3aMH/A KACAH/Ibl HHTEJIEKTTI KOJIIaHy
MbICaJIJIapbl, OHbI dPTYPJli KE3eHIEP/Ie 2KoHe
MakcarTapia Kosjanbliaasl. Ogapasl yi
caHaTka GeJiyre 6oJiajlbl: Kypy, Tajay xKoHe
oHIeY, OeHiMaesy MeH Kepi GaiIaHbIC.

1. Kypy. KW npi6bic pexxnccepine
My3bika, OefiHe oibIHAap, hUABMIED

JKoHe T.0. CUSIKTBI 9pTYPJli MaKcaTTapaa
nannananyra 600JiaTbiH 2KaHa JAblObICTapabl
»kacayra kemekrece anajpl. KM cunres,
ipiKTey, MalUMHAJIBIK OKBITY JKOHE
T. 0. CHSIKTBI IbIOBICTap/ibl LLIbIFAPY
VLLIiH 9pTYpJIi oaicTepai, Mbicasibl, KU
CUHTE3/1i LILIH/IBIKTA KOK HEMECe Kagy,
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opi OMHATYBI KUbIH JbIOBICTAP/IbI 2KACAY
yiin Kosanazapl. Conpaii-ak KU

YKaHa JpIObICTHIK 3 deKTinep/l Hemece
My3bIKaJIbIK LIbIFapMaJiap/bl 2Kacay

yuIiH 6ap AblObICTapAbl OipiKTipy KoHe
e3repTy yllIiH ipikreyni Kaxxet ereai. KU
COHBIMEH KaTtap JibIObICTBIK JIepEKTEP/IiH
VJIKEH KeJleMiH TaJiaay, oJlapAaH »KaHa
JbIOBICTAP/IbI LIbIFAPY YILIiH KoJIaHyFa
60JaTbIH CHMIATTaMaJIapibl, CTHIBLAEPI,
yJTiJiep/ii 2koHe 6acKa napameTpJiepi
aJly ylliH MalldHaJbIK OKbITY/bl
navnasanapl. JIpiobicTappl kacay yiiin
KU naiinananynbi, kei6ip MblcasapbiHa
JKataTblHAAp:

“NSynth” — 6yn 6ap IbIOICTHIK
yJIrijiepre Herisae/reH kana ablobicTap/bl
CHHTE3ZIEY VLLIIH HEHPOHABIK 2KeJlie p/i
nainananatein Google »ko6acsl. NSynth
chJiefiTa MeH rutapa Hemece ChipHail MeH
KEPHEH CHAKTDI 9PTYPJli AbIObICTAPIBIH
cunaTTamaJsapbit OipiKTipeTiH rHOpUIT
ablObIcTap/pl xKacail anansl. NSynth
COHBIMEH KaTap IIbIH 6MipJie Ke3eCMnenTiH
Hemece JI9CTypJli acrnanTapyia oHHaty
KHBIH »KaHa TeMOpJiep/i xkacaipbl.

NSynth na#inananyiibira GUiKTiK, AbIObIC
JIeHreli, TeMOp KaHe T. 6. CUAKThI 9pTYpJi
OnuMsiIap apKbliibl IbIObICTAP/IbI TAHIAYFA,
apaJiacTbipyFa »KoHe 6acKapyra MyMKiHJLiK
OepeTiH 1bIObICTapMEH 83apa dpeKeTTecy
uHTepdericin yebiHaasl. NSynth conbimen
Katap My3blKa HeMece JbIObICThIK IM3aiH
JKacay yILiH KoJsiiaHyFa 60J1aThiH ibIObICTap
kiTanxaHacbiH ycbiHaisl. INTER super,
Magenta Studio, Ableton Live xxone
OacKaJsapbl CUSIKTbI 9pTYPJIi 2Ko0aJjap yuliH
My3blKa MeH JIbIObICTap/ibl 2Kacay yLiH
naijaaanblIabl.

“Jukedeck” — 6yn )kaHp, KOHiJI-

KYH, KAPKbIH, Y3AKTbIK »KoHEe T.0. CUSIKTbI
navjiajanyiibl OpHATKAH MapameTpJepre
Heris/ie/IreH TYMHYCKA My3bIKaHbl 2Kacay
YIiH MalMHAJBIK OKbITY/Ibl iCKe aCblpaTblH
KbiameT. Jukedeck My3bikaHbl 11011, POK,
XHIT-XOI, POJIbKJIOPJIBIK, 3J€KTPOHHKA
JKoHE T.0. CHUSIKTbI 9PTYPJli CTUIIBIEPLE
»Kacait ananel. Jukedeck conbimMen Katap
My3blKaHbl OefiHeJiep, nojaKacTrap,

»KapHamasiap »KoHe T. 0. CUSIKTbI 9pTypJi
cuieHapuiiepre 6etimuenni. Jukedeck
COHBbIMEH KaTtap ThIHJayllIblFa 63 KobaJapbl
YLIiH My3bIKaHbl OHIEYTE, XKYKTEYre KoHe
nainananyra MymKinaik 6epeni. Jukedeck
BBC, National Geographic, TEDx »xone

T. 6. TypJii ko0asapra My3blka »Kacay yliH
KaXKeTTiJIiri 6ap.

“Echobox” — Typi, KAPKBIHBLIBIFbI,
Y3aKTBIFbI 2KoHE T.0. CUAKTHI Al a aHybl
OpHATKaH NnapameTpJiepre Heri3nesareH
JBIOBICTBIK 3 eKTiep xkacay yiliH
MalllMHaJbIK OKbITY/Ibl aianaHaThiH
¢ynkuus. Echobox raburar, kanyapaap,
KeJIiK, Kapy-2Kapak, xKapblJblcTap xKoHe
T.6. CUSIKTBI 9PTYPJIi caHaTTapa AblobIC
acepJiepiH »acaw asnanbl. Echobox conbimen
KaTtap naianatyuibira e3 xkobanapbl
YLIiH IbIOBICTBIK 3 eKTiiepai ThiHaayFa,
JKYKTEYTE 2KoHe 2Ky3ere achlpyra MyMKiH/IiK
6epeni. Echobox ofibinpap, duiabmaep,
aHUMaLMsIap 2KoHe T.0. caH TypJi
»Kobanapra IbIObICTHIK 3(h(eKTTep Kacayna
YJIeCiH THUTi3e/].

By 1b16bICTBIK An3aiiHaa abiObicTap
»acay yuin J)KW Kospanyibi keioip
Mblca/apbl FaHa 6oJibin oTbip. Ochl
makcatta Amper, AIVA, WaveNet, Lyrebird
CHSIKTBI ©3re 2Ko0asiap MeH KbI3MeTTep
JKYMbIC 3Kacaibl. JIbiobicTapapl oisan Tady
VLIiH 2KaCaH/Ibl HHTEJJIEKTTiHI Makanany
GipKaTap apTbIKILIbIIBIKTapFra e 60JIybl
MYMKiH, MbICaJIbI:

— Yakoum nen pecypcmapool yremoey.

JKU npi6bic pexknccepsiepineH »aay,
CHHTE3[IeY, OHJIeY, apasacTbipy KoHe T.0.
CUSIKTbI 9JIETTE KOIl YaKbIT MIeH pecypcTap/ipl
KaxKeT eTeTiH KeHlbip npouecrepi
aBTOMaTTaHIbIpybl MyMKiH. Conpaii-ak JKU1
napjananyubira e3 xkobanapsl yiIliH oHal
KOH(Urypalusijiayra xKoHe KoJaHblcTa
60JIaThIH JafbIH ayIM0 MATIHAE P/l HEMeCe
cxemaJsiapibl O6epy apKblJbl 1bIObICTAP/IbI
»Kacay NpoLEeCiH »KblJIaMIaTa/lbl KoHe
JKEHIIeTe .

— [lloieapmauivinois mymKiHOikmepdi
Kewneumy.

JIbI6bIC pexkucceprepine Giperei,
epekiiie HeMece KCIepUuMeHTaIbl



60J1aThIH 2KaHa JIbIObICTAP bl KYpacThIpyFa
kemekTecesi. JKM conbiMeH KaTtap ablObIC
pexkuccepJiepine dpTypJi AbIOBICTBIK,
CTUJIBAEPIH, 2KAHPJAPbIH, MOJIEHUETTEPIH
JK9He Tarbl OACKaHbl YpeHy MeH
mwabbITTaHAbIpyFa biKnag eteai. YK
COHBIMEH KaTtap AblObIC pexKuccepJiepine
JIbIOBIC aPKBWIbI LLIbIFapMaLIbI/IbIK
KO3KapacTapbl MeH Haesapbid Oiaipyre
»Karmau »Kacampl.

— [loibvic canacolr scakcapmy.

KU nbi6bic pexkuccepiiepine
OHTaMJaHABIPY, CY3Y, LIYbl 2010,
AHBIKTBIKThI 2KaKCapTy »KoHe T.0. alicTepAi
KOJIJIaHy apKblJibl JbIObIC canachbii
)akcapryra kemekrecesi. K conbimen
Katap cayHji iu3aiHepJepite aplobic,
OUiKTIK, TeMOp, peBepO »KoHe T.0. CUSIKThI
onuusiiap/ibl naijanatna oTbIpbir, KajJaraHn
JIbIObICKA KOJT 2KETKi3yre Jie MyMKiH/iK
6epeni. JKacanbl HHTEJIEKT COHbIMEH
Kartap AblObIC pexKuccepJiepiHe AbIObICTDI
aKyCTHKa, KOpLLUaraH opTa, annaparypa
JKoHe 0Oacka TypJi Karaanaapra OefiMaeni.
Anaiina, neiGbIcTapbl osian Taby yiiiH
KU Kosnany 6ipkatap KeMIiJlikTepre ne
©oJ1a/ibl, MbICAJIBI:

— bakblray men a8mopaoiK oL
Jcoearmy.

JKW npi6bicTapipl Kypay rnpouecinjie
JILIOBIC pexKUCCEPiHiH POJIiH 1lIeKTeyi Hemece
aJMacTbipybl MyMKiH, eiTKeHi KW 1p16bic
perKuccepiHiH apaJiacyblHCbhI3 HeMece
MaKyJ/11aybIHChI3 IbIObICTap Kacai aJjajbl.
KU coHbIMeH KaTap aBTOPJIbIK KYKbIK
[IeH 9THKA MoceJie/IepiH TYAbIPYbl MyMKiH,
eiTkeHi K1 6acka abI6bIC pexkuccepepi
MeH JIepeKKOe3/iepre THeciJii AbIObICTapbl
Kolllipe, 63repTil, naijganaia anaspl.

K conbiMeH KaTap AblObIC MHXKEHEPiHiH
LIbIFapMallbI/IbIK KO3KapachiHa CorKec
KeJIMEHTIH, ayIuTOpPUSsIFa HeMece
KOHTEKCTKE OPbIHChI3, COHBIMEH KaTap,
»KarbIMCbI3 60J1aThIH JbIObICTAP/IbI 2KACaYbl
MYMKiH.

— Cana men bipeeetinikmiy 60AmMaybL.

JKM canacni3, Taburu emec,
OypMaJiaHFaH HeMece Kate 60JIybl MyMKiH
JIbIObICTAP/Ibl KYPACThIPY MYMKiHJITi

6ap. KM coHbiMeH KaTap MOHOTOH/IbI,
KauTagaHaTbiH, O0JKaMIbl HEMece
JKaJIbIKThIpaTbIHAAN AbIObICTAP/bI

»kacaybl MyMKiH, eiTkeHi )KI1 o3iHiH
HIbIFApMalIbLIbIK KabiJeTTepinae,
CTHJIBACPIHJIE »KOHE BapHaLUsIapblHa
LIeKTeyJiep MeH KeMLIiJiKTepre ne

6onanel. JKH conbiMen Gipre ayiuropusira,
COHBIMEH KaTtap, KOHTEKCTKe CofiKec
KeJIMEUTiH JbIObICTAP/IbI LILIFAPYbI 1a 90/1eH
myMmKiH, etitkeni JKHU Tycinyne, tannayna,
OeliiMieysie HeKTeyJaep MeH KeMILIJIiKTepre
ve 6oJiajbl.

2. Tanpay xoHe enaey. KU npiGbic
MamaHjJapbiHa My3blka, 6eiHe oibIHIap,
thusnbmaep xKoHe T.6. MaKcaTTapia
nanasanyra 0oJiaTbiH Oap JbIObICTapAbl
TaJIIayFa »KoHEe OHICYre CEMNTIilriH TUri3e
aJajbl.

JKW npi6bicTap/pl Tanaay xkoHe oHjiey
HapbICbIHIA TYPJIi dAiCTEPAi KOosiaHa
OTBIPBII, XKIKTEY, TaHy, cerMeHTalHs,
TPaAHCKPHUIILHUS, TpaHChOpMalLLUs.

— JKU 1pI6bICTBIH TYPiH, KaHPbIH,
KOHI/I-KYHiH, 9MOLHUSACHIH HeMece 6acKa

cunaTtTaMasiapbii aHbIKTay YIiH H#iKmetoi.

— JKU npI6bICTBIH 03iH, 00bEKTICiH,
OKHMFachlH HemMece OacKa 3J1eMeHTTepiH
aHbIKTaY VIIIH MaHudbL.

— JKU np16bicThl G0iKTepre,
KabaTTapra, TpekTepre Hemece
6acka KoMIoHeHTTepre 6eJy yIiliH
ceemenmmeyoi KoJaHa anajpl.

— JKU npI6bICThI MOTIHTE, HOTA/IAPFA,
CrieKTporpaMMaliapra Hemece 6acka
dopmaTTapra TypJeHaipy yiilin
MPAHCKPUNYUAHbL TTARAIAHA]IBI.

— JKacanppl unresiekt peBepo,
oypmaJiay, MuTu- U THHT HeMece Gacka Jia
TYpJIi 9cepJiep apKblIbl AbIOLICTBI 63repTy
YUiH mpaxchopmayusHel navaasana
asajpl.

Mysvikanor mapamy. KU xyitenepi
My3bIKaHbl TapaTy YUIiH Je OeJICeH i Type
KOJIIaHbL1a/bl, aTan alTKauja:

- Mysotkanot yeoiny. KU
THIH/IAY I bIHBIH TaJFaMblHa, KOHIJI-
KyHiHe 2KoHe XKaFalblHa CONKEC KeseTiH
My3blKaHbl TaOyra kemekrecesi. KW
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JKeKe ofHaTy TidimaepiH (playlist),
paauoCTaHLUAIAPAbI XKoHe TaHAAYJIblIapibl
YChIHY YIUiH MY3bIKaJIbIK TajFaM, ThIHAAY
TapyXbl MEH NMalaNaHyLLIblIAPAbIH Kepi
GansiaHbIChIH capanaiibl. Conan-ak
K Kosaiiibl My3blKaHbl TaOy ViiiH
TOYJIIK yaKbIThl, OpHAJIACKAH »Kepi

Hemece OeJsICeH/IT CUSIKTbl KOHTEKCTTI
eckepesi. Meicasbl, Spotify anta cailbiHrbl
discover Weekly :xone daily Mix oitnary
Tizimaepin (playlist) »kacay, keHiJ-

KYHre, )KaHpFa, CLIeHAPUHTE HEeTi3/Ie/IreH
My3bIKaJbIK YChIHbICTap/bl 6epy yiuin YK
navianaHaipl.

- Mysuikaner nacuxammay.

JKW ThiHpaylibliap, HapbiK »KoHe
0oceKeseCTiK JIepeKTepil Tasaay apKblbl
OpbIHJayLIblIapra My3blKaHbl HaCUXaTTayra
kemekTecei. KM My3blKaHbl TapaTy/IblH,
OHTalJIbl apHasapbIH, naatdopmasapbii
JK9HE CTpaTerusyiapbit aHbIKTal aJiajibl,
COHBbIMEH KaTap bIKTHMaJ CYPaHbICTHI,
KipicTi 2koHe TaHbIMAJIbLILIKTBI O0JKaKIbI.
KU conbimMen Katap mykabasnap,
OeliHesiep, aJeyMeTTiK Me/ia kazbasaphbl
JKOHE yKapHaMaJlblK HayKaHaap CHsIKTbI
THiMJLi MAPDKETHHITIK Ma3MYH/Ibl Kypyra
KeMeKTece/li. MbicaJibl, aFrbIHIbIK
KbI3METTEPIIEH, dJICYMETTIK 2KeJliJiepleH
»KoHe 6acKa jlepeK KoainepiHeH ajibiHFaH
aHbIKTaMaJsap/ibl Tajaay apKbl/ibl TaJaHTThl
aprictepai Tady xoHe KoJay yiin YK
naiaanaHapl.

- Myseikaror onmatirandopy. KU
9p TYpJli KypblIFbLIap, opMatTap MeH
opTasap yiiH My3blKaHbl OHTAHIaH/IbIPYFa
kemekTecesi. K MysbiKaHnbl 6UT
JKBULIAMIBIFBI, piKTeY XKblJaM/IbIFbI,
JIMHAMMKAJIBIK IMANa30H »KoHE KeJieM
CUSIKTBI 9PTYPJIi AbIOBIC CHITaTTamMasapbiHa
6eitimaerii. CoHbIMEH KaTtap LIybl,
GypMaJiaHyJibl KoHe apTedakTijiep/i Kot
apKbl/Ibl My3bIKa carachlH KaKcapTa/ibl.
JKH pemukcrep, 6acbuibiMaap, acnanrap
YKOHe KapaoKe CHSIKTbl My3bIKaHbIH 9pTYPJIi
HycKaJapbiH »Kacaiijibl. Mbicasnl, Dolby
KoJieMJli IbIObICTa MY3bIKa ThIHAAYFa
MyMKiHaik 6epetin Dolby Atmos Music
»kacay yuin )KH nainananans.

JIbIObICTap/bl TAIAY KOHE OHIEY
yuwin KW naiinananysit, Mbicaaapbia
MbIHAJIap KaTa/pl:

“Spleeter” — 6yn Deezer x)ob6acbl, 0J1
JILIOBICTHI BOKaJI, 6ac, 6apabaH, KyHCaHIbIK
»KoHe T.0. CUSKTbBI 9pTYpJi TpeKTepre 6oy
VLLiH HEUPOHJBIK 2KeJliiepi Nan1aJaHabl.
Spleeter npIGBICTBI XKOFAPBI AAJLIKIIEH
JKOHE KblIaMIbIKIIeH Oec TpeKke 1ediH
6osie ananbl. Spleeter narinananyuibira
03 >k00aJapol yUIiH O6JiHreH TPEeKTepai
JKYKTeyTe, ThIHayFa KoHe Naiiananyra
MYMKiHJIIK OepeTiH IbIObICTBIK MHTePdeHCT
ychiHazbl. Spleeter pemukcerep, Kapaoke,
ipiKTey 2KoHe T.0. CUAKTbI 9pTYpJIi
yKobanapaarbl IbIObICTHI O6JTy ViiiH
KOJIIaHbICTA.

“Shazam” — 6yn KbICKa JIbIObICTBIK
(bparMeHT HeriziHae My3blKaHbl TaHy YILIiH
MalllMHAJbIK OKbITY/Ibl KOJIIAHATBIH KbI3MET.
Shazam ¢onna oliHaUTBIH My3bIKaHbIH,
aTbIH, OPbIHAAYIIBICHIH, a/IbOOMBIH, }KaHPbIH
»KoHe 0acKa JiepeKTepiH aHbIKTaN/Ibl.
Shazam conbiMeH KaTap naijananyuibira
Spotify, Apple Music, YouTube xone
T.6. KbI3METTePMEH MYy3blKaHbI ThIH/AYFa,
JKYKTeyTe, caTblll ajlyra Hemece GeJticyre
MYMKiHAiK 6epeni. Shazam my3sbikansl i3zey,
OKBITY, OHbIH-CaybIK XKaHe T.0. apTyp.JIi
MaKCATTAp/AA TaHY YLiH Nal1aJaHblIa/bl.

By 1bIOBICTBIK AM3aiHAaFbl
JbIObICTap/Ibl TAJI1aY KoHEe OHJeY YIIiH
JKU navinananynpin keir6ip typaepi. Ocel
makcarta YK xonnanatsin SoundHound,
Melodyne, iZotope »koHe 6acKaJjap CHUSIKTbI
e3re xKobaJsiap MeH KbiamMeTTep 6ap.

HaTtuxenep

JIbiGbicTapabl Tanaay »kone exjey yuin YK
naiifanany 6ipkatap apThiKILIbUIBIKTApFa He
60J1ybl MyMKIHIITI Oap.

“Al in the media and creative industries”
VJIKEH JI€PEKTep TOHKEPICi 2KoHe ecenTey
KyaTbIHbIH aPTYbl aPKbIJIbI 2KaCaH/Ibl
nHTeseKT (Al) conrbl GipHelle Xblyijia
acepJii KalTa Tipisyai 6acTaH eTKep/i 2KoHe
Kagip OapJiblK Kepje — 3epTTeyle 1e,
eHepkacinTe e 6ap. LbirapmMalblibiK



cekropJsap apkatan YK TexHosiorusiapbit
epre Kabblaaybliap 60Jbl XKoHe

OyJ1 ypaic xkanracyna. LLbiH MaHiHzae,

COHFbI TEXHOJIOTHSIJIBIK 2KETICTIKTEP
LIbIFapMaLIbI/IBIK KOChIMILIAJIAPAAFDI
UHTEJUICKTYaJIIIbl 2KYHesepAiH
1ieKapaJsapbiH KEHEUTYL XKaJIFACThIPY/IA.
Mbicasibl: 2016 »Kblibl LUBIKKAH
“Sunspring” puabmi cuenapuiii TonbIFbIMEH
JKU TexHoI0THsIChIMEH 2KA3bIJFaH.

“Hello World” nen atanaTbin ajrauikpl
My3biKaJibiK anboom KU kemerimen
yKacasiblm WbiFapbliabl. CoHbIMEH KaTap
LIbIFAPMaLIbI/IBIK TPOLECTiH 3epTTey
CHUIAThI 2KacaH/lbl MHTEJJIEKT YIIiH MaHbI3/1bl
TEXHUKAJIbIK KUBIHBIKTAP/bI OiJLipei.

Bys1 Tpenarin 1ocTypai “yiken nepekrep”
TociiHeH aiblpMaLlblIbiFbl, JKH -Te 2xyMbIc
iCTeHTiH TeXHUKTEP/LiH WEKTEYJi IepeKTep
pecypcrapbinia Jpa 6041y KadineTiH
Kamrtubl. ConbiMen Katap KM 6ip yakeiTra
OPTYPJIi MOJIAJIBIITIKTEPIEH ( MATIH, IbIObIC,
KeCKiHziep »koHe T.0.) iepeKTep/i oHeyi,
TaJ1aybl 2KoHe KOppeJsiliusiaybl Kepek
(Y>kbIMIBIK aBTOpJAD 3).

— Tuimdiaik nen oHimMOiniKmi
apmmotpy. KU np16b1c MamMaHaapbiHan
9IeTTE KOl yaKbIT [eH pecypcTap/ibl
KayKeT eTeTiH Kelbip npouecrepi
ABTOMATTAH/IbIPA/Ibl, MbICAJIbI, 2KIKTEY, TaHYy,
CermMeHTTey, TPaHCKpHUINuus xoHe T.60. YK
COHbIMEH KaTtap nagjajaHyliibl alaMHbIH 63
yKoOasiaphl yiiH OHAaH KOJIIaHyFa O0JIaThIHbI
JJ1. SIPHU, 2KblJIAM 2KoHE bIHFaHJIbl
HATHKeJIeP/li YChIHA OTBIPbII, AbIObICTAP/IbI
Tajjay XKoHe oHJley MPOLECiH KakcapTaibl
JKOHE OHTaN/IaHIbIpabl.

— Tyciny men mycindipyoi
acakcapmy. YKV npi6bic MamanaapbiHa
BU3yasiu3auusi, pedepar, TyciHikreme,
OaraJgay xKoHe T.6. CHIKTbI 9pTYpJii dlicTepl
KOJIJIaHA OThIPHII, JbIObICTAP/IbI TYCiHYTe
JKaHe Tycinaipyre kemekteceni. KM
COHBIMEH KaTtap AblObIC HHXKEeHepJIepine
JIbIOBICTAP/IbI TAJIAY, OHJIEY, CaJbICThIPY
Hemece KoJlaHy ViliH naiaaJsl 60osapl.
CoHbIMeH KaTap, opTypJii cunaTramanapbl,
napaMmeTpJiepii, MeTalepeKTep/li KoHe
6acka JbIObICTBIK IepeKTEeP/li ayra,

VCbIHYFa KOMEKTeCe/i.

— Tpancgpopmayusa men betiinderyoi
acakcapmy. KU npi6bic pexkuccepJiepite
TYPJIEHIIpY, ayiapy, CUHXPOHAAY,
MOJIyJIALIUSA 2KoHE T.0. 9pTypJli 9ficTepAai
KOJIIaHa OTBIPBII, AbIObICTAP/bI
TYpJeHaipyre xxoHe 6elimaeyre
koemekrecesi. KU conbimen katap
JBbIOBIC HHXKEHepJiepiHe AbIObICTap/bl
OPTYpPJli MaKcaTTapra, niwimaepre,
nyiaTopmasiapra, Kypblarbliapra
Oetiimaeyre komerin apTThipabl. YK
COHbIMEH KaTap AblObIC HHXKEHEPJIepiHe
KoMOUHalUs1, MoUKaLHs, Bapualus
HeMece HacKaJjap CHSKTBI dflicTepii
KOJIlaHa OThIpbl, 6ap AplOblcTapra
Herisze/ireH xKaHa ayimoJiap/ibl kacayraia
KeMeKTece aJapl.

Anaiina, npiGbICTap/Ibl TAIAY KIHE
enyey yuwin KW kosnany 6ipkartap
KeMLUisikTepre ue 60J1y Kaymi 6ap.

— Cana meH ceHimMOiNiKMiH, Hoearybl.
JKU rannay meH enjiey KesiHje AblObICTbI
6y3ybl HeMece Oypmasiaybl, confaii-ak, KN
JIbIOBICTBI TAJIAy HEMece OHIeY Ke3iHae
KaTeJiep MeH JdJICI3KTeP TYAbIPYbl MYMKIH,
KU nbiGbICTHI Ta/iay MEH OHJIeY Ke3iHjie
ABTOPJIBIK KYKBIKThl HEMECe 3THKAHBbI
6y3bliasl. Onitkeni, KM 6acka jbiGbic
MaMaHAAPbIHA, IePEKKO3Aepre THeC i
JILIOBICTAP/IBI OJ1ap/IbIH, KeJTiCIMiHCI3 KaHe
JIePeKKe3/li KepceTren Kellipe 1e, e3repre
J1e YKoHe KOJIIaHblJIa/Ibl.

— [lloieapmauivinois nen daparbikmol
sicocaamy. )KH n1bIObICThI Ta/ay MEH
OHJIeY Ke3iHJe IblObIC HHXKEHEePiHiH,
LIbIFAPMALIbIJIBIFbl MEH YKEKE CTHJIIH
lIeKTeyi, Texkeyi MyMKiH, OATKeHi
KU e3iHiH 1IelrimMaepit, afictepiH,
napameTpJiepiH yCblHa OTBIPbII, eHri3e
aJiazibl. Byt 1bI6bIC MAMaHbBIHBIH
LIbIFApMallbI/IbIK KO3KapachliHa HemMece
ofiblHa caiikec keameii. KM coHbimeH
Karap TaJjiay Hemece eHJey KesiHjie
JILIOBICTBIH 63iH/LiK epeKIIeJIiri MeH
Oipereiirin ToMmeHaeTyi, GypMasaHoanpl,
onTkeHi YK xKasmbl, cTaHIAPTThI HEMECe
KalTasaHaTbiH AbIObICTap/Ibl, 3P deKTiaepi,
cysrijiepai »koHe 6acKaJapblH KoJllaHa
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ananpl. KU rannay men enjey kesinje
JIbIOBICTBIH MAaFbIHACBIH, SMOLMACHIH
MeH atMocdepachiH XKOFaTYbI, 9pi
03repTyi MyMKiH, OUTKEHi OJ1 IbIObICThIH
MOH-MOTiHiH, ayIUTOPHUSICbIH, MAaKCATbIH
eckepmeyizie, sirHU TyciHOeyi MyMKiH.

Aynuo enpipicinae »KacaHIbl HHTEJIEKTTI
naviiajany TaHFaxkamblll MyMKIHIIKTEp
aulajpl:

1. Tanceipmasiap/ibl aBTOMaTTaHAbIPY

K apkacbinga KyHJIeiKTi
TarncbipMaJgap Ly/bl asaiTy, 1blObIC
CTIEKTPiH TEHECTIPYy KOHE KBICY CHSKTbI
KapanaibIM KoHe XKbl/JIaMblpaK
6oJg1a/1pl. By 1biObIC peakTopaapbina
03 YKYMbIChIHBIH, LIIbIFAPMallbL/IbIK
aclieKTiJiepiHe Ha3ap ayjapyra MyMKiHIiK
Oepei.

2. )Kananan 6acrayuibliapra KoJ
KeTIMJLIIK

KU nainanany ayano enjiey npotiecin
KeHingereni. bys ayno ennipicTi xxkaHanax
Hacrayuibliapra KoJ xeTimai. JIbiobic
caJlachlHza Taxkipubeci »KOK afamaap 1a
canaJibl ayiMo MaTepHaJiaap kacan asnajsl.

3. I birapmMaibibiK asieyeTi

JKacanibl unTeseKkT apiobic
HUHXKEHEePJIEPiHiH LIbIFapMallbLIbIK
MYMKiHiKTepiH keHe#Tes. Voice Auto
EQ cusiKThbl Kypasiaap »KaHa KHiJlikrepai
KOCYFa »KoHe ay/IMo carachlH KaKcapTyra
MYMKiHiK 6epefi, GyJ1 IpIObICTh Hal KoHe
KoCiOH eTefj.

Herisri TyXbipbiMmaap

beiiindeny oscore kepi batiraroic. YK
JbIOBIC UHXKEHepJiepiHe My3bika, OefiHe
oHbIHAD, (DUIBMAED XKoHE T.0. CUAKTHI
9pTYpJli MakcaTTap/a naruajanyra
6oJ1aThIH JpIObICTAP/bI Geilimaeyre
JKoHe Kepi Oal/IaHbICKa KOMeKTece
ananpl. KU neiGeictapibl 6eiiivaey
JKoHe Kepi Oal/IaHbICThIPY YLUiH 9pTYpJi
d/icTepi KoJlaHa anajibl, MblCaJbl,
reHepalus, CUHXpOH/aY, KeKeJIeHi py,
OaraJgiay »koHe 6ackasap. Mbicasbl, KU
ApTYpPJIi CLeHapHiaepre, XKarganaapra,
OKHUFaJiapra 6eiiMaeeTiH IbIObICTap/Ibl

yKacay yiliH reHepalusiHb naijaanana
asanpl. JKH np1obICTH OeliHe, aHUMallus,
MOTiH HemMece OacKaJsap CUsIKThbl 6acka
MeJiaMeH YIJIeCTipy YIiH CHHXPOH/AY bl
icke acbipa ananpl. K 1b10bICThI

TEHIIeY YUIiH KeKeJeHAIPYAi KOMAAHAMbI.
KbI3bIFyLIBIIBIKTAP, KAXKETTIIKTEp HeMece
nafjajaHylbiHbIH 6acKa cunaTramaJapsl.
KU 6aranaynpl, canaHbl, THIMIIJTIKTI,
KaHaraTTaHy/bl HeMece 6acKa AblObIC
KOPCETKILUTEPiH 6JI1LIeY KOHE KaKCaApPTy
YLLIiH JIe KOJIIaHbLIaIbI.

JIbiGbicTapabl Oerimey xKoHe Kepi
6aitnanbic yuin )KHM nalinananyasiy kei6ip
MbICaJJIapbiHa MblHAJIAP YKATAJIbL:

— Spotify — 6yn ranramra, KeHiJ-
Kyire, GeJsiceH/liliKKe, OpHaJIacKaH
JKepiHe HeMece Oacka ManiajaHylibliapra
Heriszie/IreH My3blKaHbl OeliMey »KoHe
Kepi GaiJiaHbIC YI1IiH MallIMHAJIBIK
OKBITY/IbI KOJIIAaHATBIH KbI3MeT. Spotify
nafajaHyblIapIbiH KaslayblHa,
KbI3bIFYLIbLIbIKTAPbIHA, KAXKETTiJIIKTePiHe
JKoHe Oacka curnaTTamaJnapbiHa ColKec
KeJIeTiH yKeKeJeHlipisireH ofiHaTy
Ti3iMAEPiH, YCIHBICTAP/IbL, PAAUOHbI
Hemece 6acKa My3bIKaJIbIK TaHIayJ/1apabl
»Kacaibl. Spotify conbiMeH Katap
napjananyubira My3blkanbl OaraJgay,
TyCiHiKTeMe Oepy, YHaTy, TaHAayJ/blIapFa
HeMece HacKaJjapra Kocy apKblJibl Kepi
H6ailanbic Gepyre MyMKiHaik 6epeni. Spotify
COHbIMEH KaTtap namjajaHylibira My3blKaHbl
facKa KypblJIFblJIapMeH, KbI3MeTTepMeH,
KOCBbIMIIaJIapMEH »KoHe OacKaJlapMeH
CHHXPOHIay MYMKIHJIIriH yCbIHaIbI. Spotify
My3blKaHbl OUbIH-CaybIK, OKY, peJaKcalust
»KoHe T.0. CHSIKThI 9PTYPJIi MaKcaTTapra
Oeltimziey KoHe Kepi OalaHbIC YIiH
naijgajaHblybl.

— Google Assistant-naywic,

TiJI, KOHTEKCT, cypay Hemece 6acka
NnaifaNaHylubiap CUSIKTbL 9PTYPJi
(hakTopJsapra Heri3aesreH IbIObICThI
Oeltimziey KoHe Kepi OaliaHbIC YIIIiH
MalllMHaJIbIK OKbITY/bl NakaaJaHaTblH
KbidmeT. Google Assistant
nafajanyblIapablH CypaKTapbIHa,
MiHIETTepiHe, MaKcaTTapblHA HEMece



Hacka cunaTramaJsapbiHa CoUKeC KeJleTiH
JIbIOBICTBIK 2KayanTap, KoMmasaasnap,
JIMasiorTap »KaHe 6acka 1a IbIObICThIK
MHTepakiusiap »kacail ananpl. Google
Assistant conbiMeH KaTap nainanaHylibira
Ty3eTy, pacray, 60JibipMay, y3y Hemece
Oackasnap apKblibl IbIObICKA Kepi 6aiIaHbIC
6epy My™mKinzirin 6epeni. Google Assistant
COHbIMEH KaTap naiaasanyuibira JblObICTbI
6acKa KypblIFblIapMeH, KbI3METTePMEH,
KoChIMILIaJIapMeH Hemece H6acKanapMeH
CHHXPOHJIAy MYMKIiHJIriH ycbiHambl. Google
Assistant kemek, aknapar, cefjecy KoHe
T.6. CUSIKTBI 9PTYpJli MaKcaTTap/a AblObICTbI
Oeriimey KoHe Kepi OaiyiaHbIC yIIiH
nanaJaHblIbl.

— Audio Commons-cemMaHTHKa,
OHTOJIOTHSI, MeTaJlepeKTep HeMece
6acka abIObIC pecypcTapbl CHAKTDI
apTypJii hakTopsapra Herizjesren
JBIOBICTBI OelimM/iey XKoHe Kepi
Oal1aHbIC YLIiH MalIMHAJIBIK OKbBITY/bI
naipananaroid xko6a. Audio Commons
napjasaHyblIapAbiH KaXKeTTiJliKTepiHe,
KbI3bIFYLLBLIBIKTApbIHA, KPUTEPHHJIEpiHEe
HeMece 6acka cUraTTamaJsapbiHa coiikec
KeJIETiH JbIObICThIK XKUHAKTAP/IbI,
YCbIHbICTap/ibl, aHHOTALIUSIAP/Ibl HEMece
6acka JbIObICTBIK KbI3METTEP/Ii 2Kacai
ananpl. Audio Commons coHbIMeH KaTap
naiinananyuibira 6arajay, TyCiHiKTeMe
6epy, Oedicy, yaec Kocy Hemece Gackagap
apKblJIbl AbIObICKA Kepi 6all1aHbIc Oepyre
MyMKinaik 6epeni. Audio Commons
COHbIMEH KaTap naiaasanyuibira JblObICTbI
6acka pecypctapMeH, Kbi3MeTTEPMEH,
KoChIMILIaJlapMeH Hemece 6acKanapMeH
CHHXPOHJIay MYyMKIiHJiriH ycbiHazbl. Audio
Commons wblFapMallbIbIK, OiJiM
6epy, 3epTTey KoHe T.0. CUSIKTBI 9pTYpJli
MakcaTTapia AblOblcThl Oeilimey KoHe Kepi
OallsiaHbIC YIIiH NakaaaaHblIbL.

Byt 1bI6BICTBIK TM3aiHIarbI
NbIObICTapIbl OelliMiey KoHe Kepi GailaHblc
yuin JKW -6 Kosanyabiz GipHelie
mbicasibl. PANDORA, SoundCloud,
Audible xoHe 6acKamapbl CHIKTbI OChI
makcarta JKU KoJsiaHaTbiH 6acka xobanap
MeH KbidmeTTep 6ap. JbibbicTapabl

Oeliimaiey koHe Kepi 6allianbic yuin KU
naijanany 6ipkatap apThIKIIbIIbLIKTaAPFa He
00JIybl MYMKiH, MbICAJIbI:

Kamoicy men Kanaeammanyooly,
apmyot. YKV naiinananyiibliapra
CUEHapHUHJepine, XKaraanaapbiHa,
OKHFaJIapblHa HeMece OacKasapra
OerlimaesieTiH ApIObICTapabl 6epy apKbIbl
0J1ap/IbIH KAThICYbl MEH JIbIObICKA
KaHaraTTaHyblH apTThipa aJajpl.

JKacanjibl MHTe/IJIEKT COHBIMEH KaTap
naniajsaHyblIapAbiH 1bIObICKA JIereH
KbI3bIFYLIBIIBIFbl MEH KaHaFaTTaHYbIH
apTThipa aJsajibl, oJlapra JAblObICKa Kepi
Haiinanbic 6epy MyMKiHJriH Gepe,
OHbI KYpyFa, Tajjiayra, eHaeyre Hemece
6ackanapra acep etelii. KU conbimen
Katap AblObICTbI HacKa MelMaMeH,
KYPbLJIFblIapMEH, KbI3METTepMEH,
KOCbIMILAJIapMeH KaHe Tarbl HacKana
JKOJIIAPMEH CHHXPOHAAY MYMKIiH/MH
6epy apKblJibl NakaagaHyLIbIHBIH, ayIHO0
OeJICeH/IIJIr MeH KAHAFaTTaHybIH apTThIpa
aJiajpl.

Haparay men e3ekminikmi
acaxcapmy. KW renepauusinay,
CHHXPOHJIAY, JKEKeJIeHipy HeMece OacKaJap
CUSAKTbI OPTYPJIi QICTEP/ KOJIIAHA OTBIPbIIL,
JKEeKeJICHJIipY MeH JIbIObICTbIH 63€KTiJliriH
»Kakcapra ananbl. KW conbiMeH KaTap oM,
KOHIJI-KYH, OeJICeH IIiK, OpHAJaCKaH XKep
Hemece 6acKa naijanaHylbliap CUKTb
OPTYPJi hakTopJIapibl KoJAaHa OThIPbII,
JIbIOBICTBIH YKEKeJIeHipiJlyi MEH ©3eKTiliriH
»Kakcapra anajibl. KW coHbIMeH Kartap
CeMaHTHKa, OHTOJIOTHsI, MeTallepeKTep
Hemece 6acKa bIObICTBIK peCypeTap CUAKTHI
APTYPJIi IepeKTe P/ MakfanaHy apKbl/ibl
JILIOBICTBIH YKEKEJICH/Ii PiJTyiH TOJBIKTBIPAIbI.

OKpITY MEH TaMy/Ibl 2KaKcapTy.

JKW conbiMeH KaTtap JIplObICTHI
nanjiajanybiHbIH OKybl MEH JIaMybIH
»Kakcapraabl. bys onapra kepi 6afinaHbic,
HaraJsiay, keHec Oepy HeMece HacKasapblH
aJly apKblJibl IbIObICKA Kepi OalaaHbIC
Oepyre MyMKiHJK Tyajpl. JKacanpl
MHTEJIJICKT COHBIMEH KaTap JAblObICThI
facka pecypcTapMeH, KbI3MeTTepMeH,
KocbIMIUIaJIapMeH, api 6acKasapMmeH
CHUHXPOH/IAy MYMKIiHJIiriH 6epy apKblJibl
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JILIOBICTBIK MakiIaMaHyIbIHBIH OKYbl MEH
JIaMybIH ?KaKCapTaJbl.

Anaiina, nei6bIcTapabl 6eiliMaey KoHe
Kepi Gaianbic yiin YK kosnanyna
OipkaTtap KeMliliJikTepre ue 60Jybl MyMKiH,
MbICaJIbI:

— KYIUAJIbUIBIK [I€H KAyilCi3aiKTi
koranty. JKH nayeic, Tijl, KOHTEKCT,
cypay HeMece 6acKaJjap CHSIKTBI ce3iMTall
Hemece KyIHsi IepeKTepii KuHay,

TaJaay, cakray, 6epy :kaHe KoJ1aHy
ApKblJibl Al anaHyLbIHbIH JAbIObICTHIK,
KYMHUSJIBIBIFBl MEH Kayirci3airin 6y3ybl
mMymKiH. CoHpaii-aK, »Kacan/ibl HHTEJIEKT
nayajaHylIbIHbIH XKeKe eMipi MeH
Kayincizairin 6y3y, MaHUITyJIsILHsIAY,
walybligay »KoHe 0acka KypbLIFbLIapab,
KBI3METTEP/li, KOChIMILIAIap/Abl Oy3yFa aKern
COFafpl.

— CeHiM MeH 03apa opeKeTTeCcyi
»KoranTy. Kacanpl MHTeJIEKT
nafajaHylbiFa CeHiMci3, canachl3, colkec
KeJIMeUTiH 6acKa blObicTapbl Hepy
apKblJIbl 0J1aP/IbIH IbIOBICTBIK CeHiMi MeH
e3apa apekeTTecyiH Oy3apl. YKacanpl
MHTEJJIEKT COHBIMEH KaTap JypbiC emec,
TOJIBIK eMec, Gip:KaKThl HeMece Hacka
60J1ybl MyMKiH Kepi GailjiaHbic 6epy apKbLibl
naianaHylbIHbIH JbIOLICTBIK CEHIMI MeH
e3apa apeketTecyit Oy3ybl MymKiH. KU
COHbIMEH Kartap JiblObICThl 6acKa MeluaMeH,
KYPBUIFBIIAaDMEH, KbI3METTEPMEH,
KOCBbIMIIaJIapMEH CoHMKeC KeJIMEeHTiH,
JKeTKiNiKCi3 Oodibin Kesenli. backanapmen
CHHXPOHJIay MYMKIiHAIrH Oepy apKbl/bl
naijasaHylbIHbIH JbIObICTBIK CEHiMi MEH
e3apa apeKeTTecyiH Oy3apl.

KopbITbIHADI

By makanana 6i3 YK -1i 1b16bICTHIK
JIM3aiHIa KOJIIAHY IbIH KeHOip
MbICaJIIAPbIH, COHIAK-aK OChl TOCI/IILIH,
BIKTUMaJl apThIKLLIbIJIBIKTaPbl MEH
KeMIIiiKTepiH KapacTbipabiK. CoHuai-

aK, bIObICTBIK IU3alHIaFbl XKacaH/ibl
UHTEJJIEKTTIH 6oJ1allaK Jamybl YiliH Keib6ip
nepcreKkTUBaap MeH KUbIHbIKTap/ibl
3epTTeH KeJie KOPbIThIH/bIIA KeJleci
HOTHXKeJiep/l Gep/ii:

— JKW npi6bic uHKeHepJepiHe
My3blKa, GefiHe ofbIHAap, PUAbMIED KOHE
T.0. CUAKTBI 9PTYPJIi MaKcaTTap yIuiH
JBIOBICTAp/IbI 2KacayFa, Tajlayra, oHueyre,
Oeltimeyre koHe Kepi 6alJIaHbICKA
KeMeKTece asiapl.

— JKW yakpiT nen pecyperapbl
YHEM/ey, LIbIFapMallbLIBIKTE apTTLIPY,
JILIOBIC CanachlH »KakcapTy, THIMIJIK
[I€H OHIM/IIKTI apTThIPY, TYCiHY
MeH MHTepIpeTalHusHbl )KaKcapTy,
TpaHchopmalys MeH Gerimaeny
JKaKcapTy, KaTbiCy MeH KaHaraTTaHy/lbl
APTTBIPY, 2KEKEJICHIIPY MEH 63€KTiJIiKTi
JKaKcapTy, OKY MeH JIaMy/ibl KakcapTy
CUSIKTbI IbIOBICTBIK U3alH ylIiH 6ipkaTap
apTBIKUIBIILIKTapFa He 00Jaibl.

— JKacanjipl HHTeJ1eKT JbIObICThIK
JM3alH yLIiH OipKatap KeMLIiJIiKTepre
ue GoJiasibl. Mbicasibl, 6akpliay MeH
aBTOPJILIKTBI KOFAJITY, carna MeH
APTYPJIJIKTIH O0JIMaybl, cara MeH
CeHIMAIIKTIH 2KOFaJybl, LbIFaPMaLLbIbIK
TMeH JapaJibIKThIH KOFaJybl, KYTTHAJIBIIBIK
[IE€H KayilCi3AiKTiH »K0faJjlybl, CEHIM MEH
©3apa 9PEKEeTTECTIKTIH XKOoFaJly Kayrli
aHbIKTaJ/IbI.

— JKW npI6BICTBIK AM3aliHFa MYMKIH/TIK
NeH KUbIHABIKTbL 6epeli, OATKeHi 0J1
JKaHa Of TYIBIPHII, »KaHa Ke3KapacTap/bl
aulajibl, COHbIMEH KaTap »KaHa Aar/plaapibl,
CTaHAAPTTap/bl, STUKAHbI XKoHe OacKaJiap/ibl
KaXKeT €TeTiHi allbl//bl.

Pecypcmap:

— Al Music — 6yn JKH kemerivmen
My3bIKaHbI Kypy, Taaaay, enaey, oerimaey
JKoHe Kepi 6alJIaHbIC YIIIiH 9pTYPJI
KbI3METTEP MEH KypaJapabl YChIHAThIH
nJiatgopma.

— AudioKit — 6y JKU xone Gacka
TEXHOJIOTUSIap apKbL/IbI IbIOBICTBI KYPY,
TaJnay, enjey, 6eimaey KoHe Kepi
6ailJIaHbIC YUIiH OPTYPJi PyHKUMsIAp MEH
MOJIyJIb/Ie PAi YCBIHATBIH KiTanxaHa.

— Sound and Music Computing —
oy KU xoHe 6acka TexHoJsioTHsAIAD
apKblJbl 1bIObIC TIeH My3blKara apHaJiraH
TeOopUsIJIap/ibl, dAICTePi, 2Kyesiep
MEH KOChIMILIAJapAbl 3¢PTTEHTIH XKaHe
JIAMBITATbIH FbIJIBIMH KAYbIMIACTHIK.
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Mypar Canxap, Mypcaiumosa N'yibHapa

Kazaxckas nauroHanbHast akajaeMusi uekycers umMenn TemupOeka Kyprenosa
(Anmarbl, Kazaxcran)

UCMNONb30BAHUE UCKYCCTBEHHOIO MHTENNEKTA B 3BYKOBOM AU3AWHE: ABTOMATU3ALIUA
MPOLIECCOB U YNYYILEHUE KAYECTBA 3BYKA.

AnHoTauusa. CTaTbs NOCBSLLEHA U3YYEHUIO UCMOJIb30BAHUS MCKYCCTBEHHOTO MHTENNEKTA B 3BYKOBOM
[v3aliHe. ABTOpbl aHANIM3MPYIOT pas3/iMyHble MeTOAbl U MOAXOAbl, UCMOb3yeMble A CO34aHUS,
penakTMpOBaHWUS M BOCMPOM3BELEHMS 3BYKa, U pacCMaTpmBaloT, ontummsupyet i MM stu npouecci.
Ocoboe BHMMaHMe yaensietcss BO3MOXHOCTAM M B 06nacTti co3paHmns HOBbIX 3BYKOBbIX 3 deEKTOB

M aflanTauum UX K KOHKPeTHbIM NpoekTaM. B cTaTbe npeacTaBneHbl pe3ynbraTbl UCCIEA0BaHMS,
MoKas3blBaLLMe, YTO MPUMEHEHME B 3BYKOBOM [M3alHe He TONbKO MoBbIWaeT 3hdEKTUBHOCTb paboumnx
MpOLLeCcCOB, HO M CMOCOBCTBYET 3HAUYUTEIBHOMY Y/yYLIEHUIO KaYecTBa KOHeYHoro npoaykrta. Kpome
Toro, 6yAyT pacCMOTPeHbl HEKOTOPble MPUMepbl UCMOb30BAaHUS 3BYKOBOrO AM3aiHa, MOTEHLMANbHbIe
npevMyLLecTBa U HeAOCTaTKM 3TOro Noaxoaa. B coBpeMeHHOM ayamoaunsaiiHe, rae UCKYCCTBEHHbIN
WHTEINEKT MCMONb3YEeTCs ANS CO34aHUS 3BYKOBbIX 3 (hEKTOB, 3ByKOpexunccepam Tpebyetcs rmybokoe
NMOHUMaHMWe, aHaNN3 UCMNONb30BAHUS UCKYCCTBEHHOIO MHTEIEKTA B @aBTOMATU3aLIMKU U YayULIEHNUM
KayecTBa NpoLEeCccoB. ITO BK/IOYAET B Ce69 MCMOIb30BaHME IKCMEPUMEHTANIbHO OPUEHTUPOBAHHbIX
MeTOL0B MCCNeA0BaHMS U MPOEKTUPOBAHUS A1 paboTbl C reHEPATUBHBIMU MOLENSMU, HEAPOHHbBIMU
CeTsMM B NpoLecce U3yyYeHus, CUHTe3a HOBbIX 3BYKOB, MOAEIMPOBAHUS PA3/IMYHbIX MHCTPYMEHTOB U
CO34aH1S YHUKaNbHbIX 3BYKOBbIX 3ddekToB. B Xoae 3Toro npouecca Mcnoib30Banncb SMNUMpUYECKUit
MEeTo[ M MeTOAbl CPaBHUTENIbHOIO aHanM3a. B pamkax TeMbl cTaTbyu Obinv NpoBeAeHbI UCCIeN0BaAHMS
pa3/iMuHbIX CNELMANMUCTOB U YUYeHbIX. KonnekTueHas MoHorpadums noa HassaHueM ‘Al in the media
and creative industries” npencraensier cob60/ COBMECTHYI paboTy MHOIMX YYEHbIX U3 pasHbIX CTPaH,

B TOM uncne Giuseppe Amato, Malte Behrmann u apyrux. B MoHorpadum obcyxaarotca nocnegHue
TexHonormyeckne pa3paboTku B 061aCTU MCKYCCTBEHHOTO MHTEINIEKTA U UX BAWUSHUE Ha TBOpPYECKUe
nHayctpun. CocpefoToumB BHMMaHME Ha BOMPOCAX, CBA3aHHbIX C MCMONb30BaHMeM MW B TBopyeckmx
obnacTax, npefnaraeTcs BULEHWE TOr0, MOXET /M 3Ta TEXHOI0rMS CNoCco6CTBOBaTb MCCEA0BAHUAM U
pa3paboTkam B 3TOM KoHTeKcTe. C. KaHHUHreMm, X. Pugnu, 1. BaiHens, P. [MKMHA cocpenoToumncs Ha
MCMNONb30BaHUM MALUMHHOIO 06y4YeHus AN pacno3HaBaHMS 3BYKOBbIX SMOLMIA B CBOEM MCCNEL0BAHUM
“MallMHHOE 0ByYeHMe A8 pacno3HaBaHMA 3BYKOBbIX 3MOLMIA". ABTOPbI MCCIEAYIOT BO3SMOXHOCTH
yNyyLIeHns 3ByKOBOrO AM3aiHa GUIbMOB C UCMOIb30BAaHMEM 3BYKOBbIX 0COBOEHHOCTEN, perpeCCUOHHbIX
MoZLenen U MCKYCCTBEHHbIX HEMPOHHBIX CETEN.

B cTaTtbe Takxe 06CyKAatTCS BO3MOXHbIE NPO6EMbI U OrpaHMYeHMs ucnonb3oBanns NN B
3BYKOBOM [M3alHe M NpeaiaraloTcsl BO3MOXHbIe Cnocobbl Mx pelleHus. B 3aknoueHne aBTopbl fenatTt
NMPOrHo3bl 0 TOM, Kak M1 MOryT M3MeHWUTb 3BYKOBOWM AM3aiH B GamKanLwme rogbl B 6yayLiemM pasButum
31OV obnacTu.

Kntoyessie cnoea: V\CKyCCTBEHHbIN MHTENNEKT, CAYHA, AN3aNH, 3BYKOPEXMCCYPa, MHDOPMALMOHHO-
KOMMYHMKALMOHHbIE TEXHONOMUK, TEXHONIOTMU UCKYCCTBEHHOTO MHTENNEKTA, BULEO FeMMUHT, My3biKa,
N3006paxeHus.

Ana yumupoearus: Mypar, CaHxap, v lynbHapa MypcanumoBa. «Mcnosb30BaHUe UCKYCCTBEHHOTO
WHTENNIeKTa B 3BYyKOBOM AM3aliHe: aBTOMATM3aLMs NPOLECCOB U yayylleHne KayecTa 3Byka». Central
Asian Journal of Art Studies, 1.9, N2 2,2024, c. 256-274.D0I: 10.47940/cajas.v9i2.881

Asmopbl npoyumanu u 0006puU NOCAEOHIO 8epcuUId PyKONUCU U 3as8/s10m, 06 omcymcmauu
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AbIBbICTbIK AU3ANHAA XACAHAbI UHTENEKTTI KONAAHY: YPOICTEPAI ABTOMATTAHAbIPY XOHE AblBbIC
CATIACbBIH XAKCAPTY

Murat Sanzhar, Mursalimova Gulnara

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

THE USE OF ARTIFICIAL INTELLIGENCE IN SOUND DESIGN: AUTOMATION OF PROCESSES AND
IMPROVEMENT OF SOUND QUALITY.

Abstract. The article is devoted to the study of the use of artificial intelligence in sound design. The
authors analyze various methods and approaches used for sound creation, editing and playback,

and consider whether Al optimizes these processes. Particular attention is paid to Al’'s capabilities in
creating new sound effects and adapting them to specific projects. The paper presents research results
showing that applications in sound design not only increase the efficiency of workflows, but also
contribute to a significant improvement in the quality of the final product. In addition, some examples
of sound design application, potential advantages and disadvantages of this approach will be
discussed. In modern audio design, where artificial intelligence is used to create sound effects, sound
designers require a deep understanding, analyzing the use of artificial intelligence in automating and
improving the quality of processes. This includes using experimentally oriented research and design
methods to work with generative models, neural networks in the process of learning, synthesizing new
sounds, modeling different instruments, and creating unique sound effects. During this process, the 2
empirical method and comparative analysis methods were used. Within the scope of the article’s topic,
research has been conducted by various specialists and scholars. The collective monograph entitled

“Al in the media and creative industries” is a joint work of many scholars from different countries,
including Giuseppe Amato, Malte Behrmann and others. The monograph discusses recent technological
developments in artificial intelligence and their impact on the creative industries. Focusing on issues
related to the use of Al in creative fields, a vision is offered on whether this technology can contribute
to research and development in this context. C. Cunningham, H. Ridley, J. Weinel, and R. Pikind focus on
the use of machine learning for sound emotion recognition in their study “machine learning for sound
emotion recognition”. The authors explore ways to improve movie sound design using sound features,
regression models, and artificial neural networks.

The paper also discusses possible challenges and limitations of using Al in sound design and
suggests possible ways to address them. Finally, the authors conclude by making predictions about
how Al may change sound design in the coming years in the future development of this field.

Key words: Artificial intelligence, sound design, sound engineering, information and communication
technologies, artificial intelligence technologies, video gaming, music, images.

Cite: Murat, Sanzhar, and Gulnara Mursalimova. «The use of artificial intelligence in sound design:
automation of processes and improvement of sound quality». Central Asian Journal of Art Studies, 1.9, N2
2, 2024, c. 256-274, DOI: 10.47940/cajas.v9i2.881
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KUHO XXI BEKA:
HAIMTPABJIEHUS U
GAKTOPbI PASBBUTHUS

Asn Haiiza6ekos!, Lllapuna Ypasoaesa'
'Kasaxckast HalHoHaJ IbHasT aKajieMust HeKyceTB nMetu TemupOeka »Kyprenesa

(Anmarbl, Kazaxcran)

AHHoTaums. KMHO — MHOrOXaHpPOBbIM NPOAYKT U pe3ynbTaT KONNEKTUBHOrO TBOPYECTBa, PeHOMEH
KYNbTYpbl U LLEHHOCTE 06L,EeCTBa, UCTOPUYECKMIA apTedakT C STUYECKMMU U ICTETUYECKUMU
BO33peHnsMU. Ha Npon3BOACTBO COBPEMEHHbIX PUNbMOB Pa3HbIX HAMPABAEHUI U XKaHPOB BUSIOT
pasnuyHble dakTopsbl. K akTyanbHbIM hakTopam OTHOCSATCS: 3KON0rMYeckne, TEXHONOrMYeCcKme 1
KY/NIbTYPHble TEHAEHLMM, NONUTUYECKME COBbITUS, COLMaAnbHbIE acneKTbl U YpOBEHb CUHEPTUM BUAOB
uckyccTea. Llenbto paboTbl SBASETCS M3yYeHMe HanpaBneHui U GakTopoB, BAUSIOWMX HA pa3BUTHe
COBpPEeMEeHHOro KMHOMPOW3BOACTBA M KMHOMpoKaTta. MeToabl: MccneaoBaHWs 0CHOBaHbI Ha aHanuse
MaTepuanoB, T0rMUYECKMUX, TEOPETUYECKMUX U IMMNUPUYECKMX MeToAAX. Pe3ynbTaTbl U 06CyKaeHMe:
KMHOVIH,EI,yCTpMFI nperepnena 3Ha4nTeNbHbIE USMEHEHUA 3a NOCNEAHUE ABa OECATUNETUSA. BaxkHenwmnmm
(aKTopamMu CTaHOBNEHWUS HOBOIO KMHeMaTorpada saBnstoTCs LMdpPOoBble TEXHONOIUU, CTPUMMH,
KAUNMUHT, ,D,VIBepCMdJMKaLI,VIFI, rn06anm3a|_|,m|, NnapTHepCKMe B3aMMOOTHOLLEHNA KVIHOI'IpOM3BOD,VIT€J'I€l7I n
MHBECTOPOB, PO/ib 06LLECTBA U FOCYAAPCTBEHHOMO PEryNsSTOpa NPaBOBbIX HOPM.

Ha ocHoBaHMM MccnenoBaHWs MOXHO CAENaTh BblBOA, YTO BbiLLEU3NOXEHHbIE HaKTOPbI, @ TaKXe
npUMeHeHne HOBbIX TEXHONOIMKU, MapKETUHIOBbIX CTpaTermﬁ, nonynapusauma KMHO Yepes coumaibHble
ceTH, ydactue B hectnBansx, Co3faHue TpeinepoB v ApyrMe MeToabl NPOABUXKEHUS CMOCOBCTBYOT
ycnexy dunbMma.

Knioyeswie cnoea: knHodUNbM, KUHO COBPEMEHHOTO MUPA, HAaNpPaBeHUS KUHO, GaKTopbI,

TEHAEHUMU B KUHOMATOrpade, KAUMMUHT, HALLMOHAIbHOE KMHO, UHTEPAKTUBHOE KMHO.
Ana yumupoeanus: Haizabekos, AsH, n Ypasbaesa Lapuna. «kKnHo XXI| Beka: HanpaBneHus u
dakTopbl pa3sutus». Central Asian Journal of Art Studies, 7. 9, N2 2, 2024, c. 275-288, DOI: 1047940/

cajas. v9i2.837
Aemopbl npoyumanu u 0006puaU OKOHYAMENbHbIU 8apUAHM pyKonucu U 3aseastom ob omcymcmeauu
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BBepeHue

( : o3naresiu GUAbMOB yCIelIHO
MCIOJIb3YIOT aKTyaJbHble TEMb, CTHJIH,

JKaHPbl U TEXHOJIOTHH, YTO MO3BOJISIET UM
MPUBJIEKATH BHUMAHHE U HAXOIUTb OTKJIHK
y 3pUTeJIel C pa3HBIMH MPEANOUTEHUSIMH.
KuHo siB/1sieTcst B Kako#-To Mepe
oTpakeHueMm obl11ecTBa, BOMpaet B cedsi
WI€0JIOTHH M KOH(JIUKTbI XapaKTepHble
IJ1s1 oTipeJieJieHHoro ero nepuoaa. OnHako,
M0 MHEHHMIO CMEIHANHCTOB, «BbICBEUHBAS
rOCMOJICTBYIOLIME B OOLLECTBE HIE0JI0TEMbI,
KUHO BMECTE C TeM OTPaKaeT CTPeMJIeHHUSI,
Haxo/sAlIMecs B TPOTHBOPEUHH C
JIOMHHAHTHOH U€O0JIOTHEH, U TEM CaMbIM
JeKOHCTpyHpyloT ee» (Mai, Winter 98).

[Ipupona knHoucKyceTBa — 3T0
CHHTEe3 U CUHEPIHsl MHOTUX HarpaBJeHUH
UCKYCCTBA, LEJIbIH MJIaCT U 00'beMHbIH
CTEKTp, 3areyaTieHHbIX B TBOPUECKOM
KUHOIPOJYKTE U B KPeaTUBHbIX MOJIJISIX
COBPEMEHHOT0 XyJ107KeCTBEHHOTO
MCKYCCTBa, IU3aiiHa, JUTePaTypPHbIX
»)anpoB. (Moato6aposa 151)

OjiHO¥ U3 TeH/IeHIIHeH COBPEMEHHOTO
KHHO sIBJsIeTCs: hopMa BbIpaXKeHHUst
HaLMOHAJLHOIO CAMOCO3HAHHS, YACThIO
HalMOHAJLHON KYJIbTYPbI, TOITOMY
XyJ103KE€CTBEHHbIH (PUJIbM 06J1a/IaeT He
MeHbllIel LIeHHOCTbIO YeM HapojiHble
CKasaHwusl, MeCHH, 310C, BbICTyMas
BbIpa3uTeIeM U MPOJ0JIKATENEM
HaLMOHAJbHBIX TPaALUU. PUibMBbI
MOTYT MPUBJIEKATh HAJMUHEM JIEMEHTOB
13 PasHbIX BUI0B UCKYCCTBA, CBOUM
YHUKAJbHBIM CTHJIEM, HECTaHAAPTHBIM
(opmMaTom, coueTaHHeM Pa3HbIX KAHPOB,
BU3yaJsIbHbIMH H LIBETOBLIMU S deKTamu,
MHOTOTJIAHOBBIMH ChEMKaMHU H LHU(PPOBLIM
MOHTaKeM.

«Cpen ay1MoBHU3ya/IbHbIX HCKYCCTB
COBpPEMEHHOEe KHHO SIBJISIETCS] CaMbIM
BJIMSITEIbHBIM BHIOM HCKYCCTBA,
OCHOBAHHbIM Ha CHHTe3e Teartpa,
JIUTEPaTYphbl, >KUBOMUCH, poTorpacduu,
peXKHUCCYphI, IpaMbl U psifie IPYTHX
uckycerB». (Hasupa baii6ekosa 1) Ha
CIOXKEeTHOE cofiepxkaHue (huibMa BJMseT

BbIOpaHHOE HarpaBJeHHe U IUMPOKUI
CIIEKTP KAHPOB U CTHJIeH. PacemoTpum
HEKOTOpble HaNPaBJIEHHUS, UX YHHKAJbHbIE
0COOEHHOCTH U XapaKTePUCTHKH:

- IOBECTBOBATE/IbHOE KHHO, TJIe
OCHOBHO€ BHMMaHHe yJleJIsieTcsl pacckasy
MCTOPHH C YETKMM HayasloM, CepenHON
¥ KOHLIOM, U TJle Pa3BHUTHE MePCOHAXKEN U
CloXKeTa 3aHUMAIOT LIeHTpaJIbHOe MeCTO.
[Ipumepbl: MEAHCTPUMOBBIE TOJITUBYACKHE
duabmbl, husbMbl bosuByna,
eBpoIeicKoe MoBeCcTBOBATE/IbHOE KHHO,
oubanorpaduueckas kaptuna «Jloc-
Mykacan» pexuccépa Annpin Caxaman
(2021r).

- IOKyMeHTa/bHOE KHHO, TJie
TMPECTABJISIOTCS peasbHble COObITHS,
JIoJIeH WK Tpo6JieMbl B HAyUHO-
nomnyJsipHoM hopMarte, BKJItovaiollee B
ce0sl HHTEPBBIO, BUIE03aMHCH U 03BYUKY
Juis1 epeaaun uHgopmatmu. K npumepy:
«Heyno6Hast npaBna» pexxuccépa (2006r),
«He6o moero nercta» pexknccépa
Pycrema A6apatmrosa (2011 r).

- 9KCNepUMenTaIbHOe/aBaHrapaHoe
KHHO: BbI30OB TPaJIMIIAOHHOMY
MIOBECTBOBAHHUIO M BU3yasIbHbIM
YCJIOBHOCTSIM, C(POKYCHPOBAHHBIH
Ha Xy/102KECTBEHHOM BbIPaXKEHHH,
CHMBOJIM3ME U HETPAIULIMOHHbIX
MOBECTBOBATEJ/LHBIX CTPYKTypaX.
[Tpumepsrl: puabmbr Maitn lepen, Ctana
Bpakumka u skcnepumeHTasnbable paboThl,
TMpe/CTaB/IeHHble HAa KHHO(eCTHBASX,
Takux Kak « CaHaoHC».

- aHMMAalMOHHBIH KHHOTeaTp:
MCTIOJb3YIOTCST METO/Ibl aHUMALHH,
4TOObI 0’KUBUTb MEPCOHAXKEH U HCTOPUH
1 BKJIoUaeT B cebsl pa3inyHble CTHIIH,
TaKle Kak pUCOBaHHAs aHUMaLHs,
KoMIbloTepHble H3o6paxenus (CGI)
¥ nokKanapoasi anumatusi. [ Ipumepsr:
KJaccHieckne MysbTuabMbl Disney,
dunbmbl Pixar, npoaykuus Studio Ghibli u
IKCTepUMeHTa bHAS aHUMALHS.

- YKaHpbl KMHO: y2Kachl, HayuHast
haHTacThKa, MeJjoapama, KoMeHs 1
60eBUK. M KaxK/blil 2KaHp UMeeT CBOH
COOCTBEHHBIH HAOOp YCJIOBHOCTEH U



oxunanuit. [Ipumepsl: kaHp y»Kachl

— «DK3opuucT Batukana», HayuHasi
anractuka — «bBeryluuii no se3Buio»,
mesiofipama — «JIHeBHUK MamsiTh»,
Komenust — «IToapyKKH HeBeCTbl», IKIIEH-
¢usbm — «besymublit Make: nopora
SIPOCTH».

- HEMO€ KUHO: (PMJIbMbI, CHSITbIE
B 310Xy HEMOT'O KHHO, JIO TOT0, KaK
CHHXPOHHU3HPOBAHHbBIH 3BYK CTaJ 0ObIYHBIM
SIBJICHHEM, OIopa Ha BU3yaJlbHOE
MOBECTBOBAHUE, TUTPbI U 2KMBOE
My3blKaJbHOE conpoBoxKaeHue. [Ipumepnr:
«ApTrct» Muniesb XazaHaBHCyua,
«Hocdepary. Cumdonus yxkaca»
Bunbrensma Myphay.

- MEKJIyHapoIHOe KUHO: (PUJIbMBI,
CHSITbIE 3a MpeJieslaMi OCHOBHOTO
[oByna, yacto oTpaxkarouiue
KyJIbTypHbI€, COLHa/bHbIE U
XyI07K€CTBEHHbIE MEPCIEKTHBbI PA3JTHIHBIX
peruonoB. [Ipumepsr: dhpaHilysckue
tdunbmbl «Hosast Bosina», «Ha nocseanem
JIbIXaHUKM » , HPAHCKOe KMHO «Pasiyka»,
SIMOHCKOe KMHO « CeMb camypaeB».

- HE3aBUCHMOE KHHO: CHATBIE 32
npeaesaMu KpPYmHbIX KHHOCTYIHH, 4acTo
¢ MeHbLIUM GtojukeToM. [TonuepkuBaer
XYI07K€CTBEHHOE BbIpaKeHHE W TBOPUECKYIO
cBoGopy. [Ipumepnl: pannue paboThl
KBenruna TapaHTuHo, Takue Kak
«bermenbie newr», «besnenbuuk» Puuapna
JInnknenTepa.

- MaMOJIKOP: XapaKTepuayercsi
HATyPaJUCTHUECKON UTPOU aKTEPOB U
JIMaJIoraMu, 4acTo COCPeI0TauMBAIOLLIUMHUCS
Ha JIMYHBIX OTHOLLIEHUSIX MTepPCOHaAXKEH.
Hanpumep, «3Be3na», «Xa-xa-xa».

BhilensoxeHHblie HarnpaBJeH st 4acTo
nepecekaroTcsl U KHHeMaTorpagHucTbl MOTyT
BKJIIOYATh B CBOU pa0OThl 3J1eMEHTbI U3
pasHbIX BUJIOB KHHO. Kpome Toro, no mepe
Pa3BUTHSL CPeJibl TPOJOJIKALIOT MOSIBJSITHCS
HOBbI€ »KaHpbI U cTHH. O6CcyzKeHHe
aKTyaJIbHbIX aCMeKTOB, TAKUX KaK
TMICUXOJIOTHYECKOe BO3ECHCTBHE UIPbI TEPOEB
(usbMa Ha 3puTesisl, BJAUSHUE COLIUATBHON
WIEHTHYHOCTH, HCTOJIb30BAaHHE OTpaxKeHUH
1 IPYTUX BU3yaJIbHbIX TPUEMOB Mepeiaun

BHYTPEHHEro MUpa MepcoHaxKe, ux uept
Xapakrepa, SMOIMOHANBHOTO COCTOSIHUS U
MOTHBALMHU OCYLLECTBJISIETCS MO CIOXKETHBIM
(hparmeHTaM HEKOTOPBLIX (DUJIBMOB, TJie
pacKpbIBAIOTCS MOHUMaHHE BIOXHOBEHUH,
BOJIHEHH I, SMOLIMOHAJIbHBIX epeKMBAHHH
KUHOTepPOeB M TIOMOTaloT Jiyyllle MOHATh KaK
YeJIOBEKY CIPaBJSATLCS C COBPEMEHHBIMH
BbI30BaMU U npoGJsiemamu (Acus
Batiro:knna). 911 u apyrue Bausiiome
(hakTOpbl BO MHOT'OM OMPEIEISIOTCS
OMbITOM, TAJAHTOM U UHTYHLIHEH
pexkuccepa, oneparopa, clieHorpaga.
[IpenycmMoTpeThb HyKHO BCe, KaK
B CLICHHYECKOM MPOoCTpaHcTBe OyIyT
B3aUMOJIEHCTBOBATH AKTEPhI, KaK
C MOMOIILIbIO CBETA aKIEHTHPOBATh
oTae/bHble pparmeHThl. M3ayuenne
(haKkTOpOB: MPOCTPAHCTBA U BPEMEHH, IAET
NMOHUMaHHe UX JIBOHCTBEHHOCTH JIeHCTBUHI
B peaJsiuk M Ha sKpaHe, pparmMeHTanbHOCThb
CBEMOK H Napaje/IbHOCTb POLJIOTo,
HacTosilero, Oy/ayllero, nosiBlIeHue
cBepxyesioBeka (uesioBeK-nayk, Bamnup,
Mar), MHOrooOpasHbli IM3aiH UHTEPbepa,
(haHTacTHUECKHE aPXUTEKTYPHBIE HIEH,
cnetddekThl, BUPTyaJbHble PeasbHOCTH U
apT oopmJIeHHST THTPOB.
KuHonponsBoacTBo neporo
necatuieTusi 21 Beka, ¢ Mo3uLMU
MICHXOJIOTHUECKOTO ¥ SMOIIHOHATBLHOTO
(hakTOpPOB, HA MEPEIHUI MJIaH BBIXOASAT
KOIHUTHBHBIE CBOMCTBA KHHO,
(haHTacTHUECKHE M HepeaslbHble KOHTEKCThI
JIO2KaTCsl Ha MCTOPHUYECKHE MJIH CKa30UHble
accolpauyu. ['eposiMu HEKOTOPBIX
(hUIIBMOB CTAHOBSITCS (haHTACTHUECKHE,
BbIMbILLJIEHHBIE KHBOTHbIE. K pumepy,
B pusibme «3oJ0T0H Komnac» Kpuca
Baiiua (2007 r.) neBouke JIlupe nomoraet
OPOHUPOBAHHBIF BOXKAK CEBEPHBIX
MeJIBeJIeH, YTPOKaIOT €€ KU3HU Mar 1
MOHCTPBI, @ 30JI0TOH KOMIIac, 3alliiaeMbli
JIEMOHOM JIaeT »KU3HEeHHble CuJbl. Broker
3TOro (PUIbMa B HECKOJILKO pa3 Oblil
BOCIOJIHEH KaCCOBbIMU cOOpaMH.
Kommepuecku#i iupekrop cetu
kuHoreatpoB Chaplin Cinemas
Jmutpuit KuprneHko B MHTEpBBIO €
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npenacrapureneM «Kypeusa» cuntaer,
4To BCE OO0JIblIE Ka3axCTaHLUEB CTaJsu
BbIOUPATh OTeyecTBeHHOe KUHO. 14,7 MJH
uesioBek (82% ) u3 17,8 man noceruresneii
CXOJIUJIM Ha 3apybexkHble PuibMbI U 3, 1
MJIH YesioBeK (18 %) — Ha HalMoHaIbHbIe
MOJIHOMETPAYKKH, YTO MOYKHO

CYMTATh YCIIEXOM JUIsl KA3aXCTAHCKOH
KUHOUHJLYCTPHH.

«ITo cratucruke B 2019 romy, camom
yenetHoM B Kazaxcerane 10 Havyana
naujieMuu, ObI10 MPou3BesieHo 48
MOJIHOMETPaXKHBIX UTPOBbIX (PUJIBMOB,

44 13 KOTOpbIX, M0 JAHHBIM MOpTaJa
Kino.kz, Beitu B npokat. KaccoBble
c6opbl B 2019 roay no Bcem dusibmam,
NPOLIEILINM B Ka3aXCTaHCKOM MpoKare,
cocTaBUJIM nopsiaka 19 mupa. Tenre

(o naunbiv LITTHK). M3 19 mapn
KUHOTeaTpaJsbHbIX COOPOB 6 MJIPAL. TeHre
3apaboTa/iM KapTHHbI Ka3aXCTaHCKHX
peKUCCEPOB, YTO COCTABJSET NPUMEPHO
30%. C 3Toro MoMeHTa KMHOTeaTpa/bHble
ceru Kazaxcrana nposiBusiu peasnbHyo
3aMHTEPECOBAHHOCTb B Ka3aXCTAHCKOM
NPOJyKTe, MOTOMY UTO MPH MPOKaTe
OTEUYEeCTBEHHBIX KAPTHH He HY>KHO JIbBUHYIO
JIOJIIO C MpoKaTa oT/aBaTh 3apyOeKHbIM
JUCTPUOBIOTOpPAM, a KACCOBbIE COOPbI
JIEJIATCS TPUMEPHO MATHAECAT HA MATHAECAT
MezK/ly KHHOTeaTPOM H TPOU3BOJIUTENIEM.

Boienume B 2019 rony 48 dpuibmos
MOZKHO Pa3iesiuTh Ha 4 KaTeropuu:

1. ®unbmbl, c60pbI KOTOPHIX
MPEBbILIAIOT KAK MUHUMYM BJIBO€ OIOJLKET,
TO €CTh MPUHECIIHe NPUObIL MPOIOCEPAM.
1o 11 KapTuH, cpean Kotopbix «buanec
no-kazaxcku B Kopee», «busHec no-
Kazaxcku B Adpuke», «AKUM» U IpyrHe.
Bce 311 dpusibMbl 66T TPOU3BE/IEHBI HA
YaCTHBIX KHHOCTY/IUSIX.

2. DusbMbl, 6I0JPKETHI KOTOPBIX
npeBbIIaoT c6ophl, X 5: « Tomupuc»,
«Kaszaxckoe xaHcTBO. 30J10TOH TPOH»,
«banyan Hlonak», «Komnosurop» un «bana
rauiblk». Bee KapTHHbBI MPOU3BO/CTRA
KUHOCTYIMK « Kazaxuiabm».

3.  decruBasbHble PUILMBI, KOTOPbIE
MPaKTHIECKH He UMeJTH KacCOBBIX COOPOB:

8 KapTHH, CO3/IaHHBIX KaK Ha YACTHbIX
cTynusix (« Mapbsm», «HepHbli, YepHbIH
yesioBek», «Jlom», «Osma JxxoH» ), Tak u
C BJIOKEHHEM TOCYIaPCTBEHHBIX CPENICTB —
«Konokpanwl. loporu Bpemenu», « TpeHuHr
JIMUHOCTHOTO pocta», «[biHbipay»,
«IbIpaKiibr».

4. ®uabMmbl, 610PKET KOTOPHIX
NpeBbICUI cOOpPbI: 24 KapTHHbI, CHSATbIE B
OCHOBHOM Ha 4acTHbIX cTyausix. To ecTb
nosioBuHa (24 u3 48) ¢puabmMoB Oblia
[IPOU3BEJCHA C HAJIEXKIION HA TPOKATHbBIN
ycrex, Ho OHM He 3apaboTaJjiu 10CTaTOYHO
JieHer, 4yToObl oKynuTbesl. Camast riiaBHast
NpUYKHA Heycrexa — HeloCTaTouHas
pekJiamMHasi KaMnaHusi puabMa, Ha KOTOpyIo
y cosjlaTesiell, Kak NpaBuilo, HeT CPEICTB.
[Touemy, ckaxkem, «bpat unn 6paxk» ObL1
¢unancoBo ycneuien? [Toromy uto y
tusnbma Gblia Hecripelie/leHTHO GoJibliast
peksama. BosiblIHHCTBO 2Ke (UIIBbMOB He
MMeIOT MOCTEPOB, OUIGOPAOB 110 TOPOLY, O
Hux He ropopat B CMU. B ayuinem ciyuae
MX POJIMK MOYKHO YBUJIETb M€Pe IPYTUMH
KapTHHAMU. DTH (PUIbMBI HE MOMAaJH Ha
KUHO(EeCTHBAJH, HO IPOIIOCEPHI MONYYHIH
ONbIT KHHOMPOU3BOJICTBa» (AGuKeeBa 59).

He cymiectByet enuHoro «perenra»

1 TI0JIX0/1a 110 CO3/IaHHI0 (DHIILMOB

M, COOTBETCTBEHHO, HEe BO3MOXKHO
NIPOTrHO3HPOBATL OYIyLLHUH yCIeX Beex
KHUHOJICHTBI. BecoMbIM hakTopom pasBuTHs
KUHOUCKYCCTBA SIBJISIETCS CTeNeHb
BCECTOPOHHEH MOJIIEP2KKH TOCYAaPCTBOM
(HILMOB, HMEIOLLIUX 3HAYEHHE LIEHHOCTb
JUIS1 CO3/IaHUS! KyJIbTYPHOTO HAC/Ie/Hs1
MOJIOJIBIM MTOKOJIEHUSIM.

Hccenenosarenn Marcin Adamezak
u Orankiewicz Agnieszka, ugyuas
KHHeMaTorpad B CBoei cTpate,
OMMCBIBAIOT PA3JHYHS B KDUTHKE
(hUBMOB MpodhecCHOHANBHBIMU 1
HernpogeccHoHaNTbLHBIMU 3PUTEISIMH,
B3aUMOCBSI3b MEK/y PbIHOUHBIMH
napameTpaMmu, Xyl10KeCTBeHHbIMH
JIOCTOMHCTBAMH H 00IIIEeCTBEHHOU
TMOJIEP2KKOF KauecTBa M yenexa (hUIbMOB.
B cBoeM HccienoBaHuH OHYM MPUILLIH K
BBIBOJLY, UTO OJIHOM U3 11eJiert [Tosbekoro



MHCTUTYTa KHHO SIBJISIETCS TO/IE P2KKa
TeX (PUIIbMOB, KOTOPbIE He HAMpPaBJEHbI
Ha MpUBJICUEHHE IIHPOKOH ayIUTOPUH U
roJlydeHue 10Xoa, Ho GyIyT NPeaCTaBIsTh
LIeHHOCTb J1/151 COOCTBEHHOM KYJIbTYPbI.
daxTopbl, BAUsIIONIME HA (PUHAHCUPOBAHHE,
BKJIIOUAIOT B ce0s1 U Ipyrie KOMITOHEHTHI,
MIOMHUMO KauecTBa, Harpumep, BOMpochl,
BJIMSIIOLIME HA €T0 TaK Ha3blBaeMYIO
«CTpaTernyeckyto oleHky». ObiiecTBeHHoe
MHEHHE, Xy[102KECTBEHHbIH yCrieX, a Takke
9KOHOMHUYECKHE Pe3yJbTaThl, JI0CTUTHYTbIE
(UIBMOM, — BCE 3TO MOXKET OIpaBiaTh
BMeLlIaTe/IbCTBO MoCy1apCTBEHHOE H
o0llecTBeHHOe hMHAHCHpOBaHHe B chepe
KyJbTypbl (9).

B 2020 rony BciiencTBye nanjgeMuu
B OHJIAHH NepeLes He TOJIbKO pabounil
Tnpollecc, HO U pa3BJieueHusl, YTO MPUBEJIO
K YCKOPeHHI0 U PoBO# TpaHchopmaln
B KpeaTHBHOH uHIycTpuH. [lannemus
TMOJIHS/1A CIPOC HA CTPUMMMHT B HECKOJIBKO
paa. Ecsiu panbliie 1J1s1 KHHOCTYIMH
COOCTBEHHBIE CTPUMHHTOBBIE M1aTHOPMBbI
WJIM B3aHMOJIEHCTBHE C MOy ISIPHBIMU
cepBUCAMH OblIIH BTOPUUHBIMH, TO
Ternepb OHU CTAHOBSATCS TJIaBHBIM
MCTOYHHKOM MPUOBIIM U CPEIICTBOM
pa6oTbl ¢ aynutopueil. CaMu xKe HHTepHeT-
naThopMbl GOPIOTCS 32 AYAUTOPHIO,
pacLInpsist CBOW BO3SMOXKHOCTH, TIPUBJIEKAS]
3HaMeHUTOCTeH 1 6JIorepoB, 1aBasi UM
BO3MOKHOCTb MOHETH3UPOBATH CBOM
KOHTEHT. A HEKOTOpble KHHOTeaTPbl
U151 TIOKPBITHS PACXOJIOB MpUOeratoT
K repeo60opy0BaH1IO KHHO3aJ/I0B
JUISl OPraHu3ali pa3dHooOpa3HbIX
MeporpusaThil U kuoGepenopta. Ecin
CJIOXKHUTB BCe 3TH (PAKTOPbI BMECTE, Mbl
TMOJTyYMM LieJIbIH HOBBIH BUJI pa3BJieyeHHsl.
CTpuMHUHT-TIATPOPMBI JABHO CUUTAIOTCS
KOHKYPEHTaMU TeJIEBUIEHHST U JIaXKe
KMHOTeaTpoB. A 0co6yi0 poJib B MX
MOy ISIPHOCTH cbirpaJa nangemus. B 2020
rofy NMpUObIb OHJIAHH-KHHO BBIPOC/IA Ha
66 % ana cpasuenus, B 2019 rogy npupoct
coctaBus b 46 %), a 3puTesiel cTaso
Ha 17 % 6GoJblile. Hecmorpst Ha To, uTO
JKECTKHe OrpaHUyeHUs UTHIUCh napy

MeCsILEB, JIIOJIM BCE PABHO HE OTKA3bIBAJIHCh
OT MOJMUCKH ¥ TIPOJIOJIZKAJIH TIJIATHTb.
Buinsinue, KoTopoe CTpUM OKasblBaeT Ha
MHICTPHIO pa3ByieueHut, BeJauk. CTyauu
CHUMAIOT (DUJIbMBI M CEPHAJIbI TOJBKO ISt
KOHKPETHbIX CTPUMHHIOBBIX - KOMITaHHH.
M3BecTHble akTepbl 03BYYHBAIOT KHUTH, a
refiMepbl COOMPAIOT OTPOMHbIE TTPOCMOTPHI,
TPAHCJUPYSI TPOXOKACHUST UTP OHJIAMH.
HekoTtopble TB-KaHaJbl T€NEPb TOCTYMHBI
oHsaiH. Jlazke KpyrHble KHHOCTYUH, YTOObI
He TepsiTb NPUOBLIb U3-3a OrPAHUYEHUH,
BbIMYCKAIOT KAPTHHBI OTHOBPEMEHHO B KHHO
¥ B IIJ1aTHOM JocTyre Ha cepsuce (OJier
Bopeuxuii 37).

B 2024 rony B kauecTBe pexxuccepa,
OJIMH M3 aBTOPOB JIAHHOH CTaTbh AsiH
Haiiza6ekos cusin 10 cepun dpuabma
«C mo6oBbIO, aepucT», KOTOPBIH cTas
COBMECTHbBIM KMHOTIPOEKTOM TEJIEKOM-
onepatopa u «Salem Social Media».
[IpembepHbie mokasbl 6b111 Ha TB+
¥ B JIAHHBI MOMEHT CepHaJl HMeeT
XOPOLLMH 1oKa3aTesb IPOCMOTPOB Ha
youtube. @uybM GbLI MOJOKHTENBLHO
BOCIPHUHSAT 3puTesiMi. B HéM oTpazkatoTcest
aKTyaJibHble COOBITHSI H B3AUMOOTHOLLIEHHSI
MEXKly MY?KUHHOH U 2KEHILIMHOH, IPY3biMH
1 POACTBEHUKaMH. B HEM pacKpbIThI
nepexKUBaHUsl, CTpagaHus U 6€3bICXOTHOCTh
CHUTYyalluH TePOHHb, XKECTKOCTh U HACHJIHE
MY?KYMH, HHTPHTH, NICHXOJIOTHUECKHe
«KankaHbl» ajepucta u ero Mambl. M3
CEepHUM B CEPHUI0 MOCTapasuch aepKaTh
MHTPHTY, 3aXBaTbIBatollee OLLylleHHe
HEJI0CKAa3aHHOCTH H HEOMNPeIe/IEHHOCTH
pa3Bs3KH ¥ B3AUMHO MePeKJINKAIOIIMXCS
CLIEH, a TaKXKe MacTep-poJiell akTpUc 1
aktepoB (Apy:xxaH Jka3uibO0eKoBO#,
Camnxxkap Manu, Maspum AtantaeBot,
['yibHap Cusbbaesoit, Anmarysb KasuxaH-
Carbingpik, lapun Cepuk, Osmkac
AnbXaHoBa ), oriepaToOPCKUMH TOIXOAAMHU K
cbeMke Asina Basblibek 1 pexxuccepeKuMH
3ajiyMKamu. AKTepckast urpa,
npoecCHOHAIN3M U BbIPA3UTENBLHOCTh
aKTEpOB OUYeHb BaXKHbI JIIs1 Mlepeiayn
IMOLIMH U CO3/IaHNs yOeIUTENbHbIX
nepcoHaxkei. AKTepbl HTPAIOT KJIOUEBYIO
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pOJib B TOM, KaK 3pUTeJib BOCTIPUHUMAET
¥ cBsi3biBaeTcsl ¢ husbMoM. K npumepy,
TMOTbITKA OTPA3UTH J1€MEHThI KyJIbTYpPHOH
YHUKaJLHOCTH ¥ HEKOTOPbBIE JIeTaJH
CeMeHHbIX TPAJMLIMK B Ka3aXCTaHCKOM U
KUPTrU3CKOM obllecTBax, Oblia peaqu3oBaHa
yepes MHAWBHYaJbHOCTD, XapaKTep,
9MOLMH M YyBCTBA IVIABHBIX repouHb ["ayxap
1 HoJroH.

JlaHHbIi (DUIIBM SIBJISIETCS TPUMEPOM
CO3/IaHM$1 KUHOTPOJIYKTa C yyacTheM Ou3HeC
napTHépoB. OJHUM U3 IJ1aBHBIX (HAKTOPOB
paciBeTa KHHOUCKYCCTBA B pa3HbIX CTpaHax
OJIHOBPEMEHHO sIBJIsIeTCs r106au3alus
B 9KOHOMHUYECKOH, MOJIUTHUECKOH,
KyJIbTypHOH chepax, mpeanosaraionias
paclIMpeHHe KOHTAKTOB MeK/y HapojlaMH,
HOCHTEJISIMU PA3HbIX S3bIKOB U KYJbTYP.
Kaxxnplit KHHO3pUTE b, HE3aBUCHMO OT
€ro MEeCTOHAXO0K/ICHHUS, TOCPEJCTBOM
CMMU (TeneBunenue, Miurepuet, neyatsb u
T.Jl.) AMeeT BO3MOXKHOCTb MOXKET U3y4aTh
COLMAJIbHBIA M KYJIbTYPHBIH OMBIT APYTHX
HapOJIOB, 3HAKOMHTBCS C TPAAULIUAMU U
00blYasiMU HHBIX KyJbTyp. Takum oOpaszom,
(hopMbl BUIEHHSI MUPa Yepes NPU3My
KUHO CTAHOBSITCS] 3HAUUTEJBHO OoJiee
MHOT00OPAa3HBIMU W HECTAHIAPTHBIMH.
M3BecTHO, 4TO co3natesiu hUIbMOB Yalle
cTa/iM 06pallaThes K TAKUM TeMaM, Kak
MHUTpallsi, pacoBast IMCKPUMHHALIHS,
reHepHble MpobaeMbl, OKpyzKatollas cpeia
W Ipyrre HacyliHble mpoGJeMbl, 4TOObI
BbIPayKaTh CBOW B3TJISIbI H MbITAThCS
M3MEHUTb ryio0aJjibHOe MOHUMaHHe
3Tux npo6Jem. HoBble moaxosb! B
npeJcTaB/AeH!H YeJI0BeKa B KUHO BKJIIOUAIOT
MCI0JIb30BAHHE PA3JIUUYHBIX KAHPOB,
CTHJIEH U TEXHUK, A TAKXKe IKCITEPUMEHTDI C
MOBECTBOBAHUEM M CTPYKTYPOH (PUIBMOB.

Kakue obuwue paxmopor onpedeasiom
Kauecmaeo u YcneulHocmo KUHOACHMbL?

13 HCTOUHHMKOB BbISIBJIEHbI CJIE/IyIOLLHE
(hakTopbl:

* KpeamusHoCmo U MAAAHM:
KUHOUCKYCCTBO B OCHOBHOM $IBJISIETCS
TBOpYECKUM MpoueccoM. Tanant
pexkuccepa, ClieHapucTa, onepaTtopa,
AKTEPOB U JIPYTHX yIaCTHUKOB

CHEMOYHOH TPYTbl HTPAET PellatolLyio
pOJIb B CO3[IaHMH YHHKAJIBHOTO H
MPUBJIEKATENBHOTO KOHTEHTA;

*  gunancuposanue u
npoorcuposarue: 3HaUuTeJIbHOe
(uHaHcupoBanue Jyist obecrneyeHnst
YCTOHYHUBOCTH MPOEKTa, MPEIOCTaBICHHE
CPEJICTB Ha CLIeHapUH, CbeMKH,
MOCTNPOAAKIIH U MAPKETHHT;

© mexHuueckue 060pydosanus u
UHppacmpyKmypa: Kamepbl, CBETOBOE
o6opyloBaHue, MporpaMmmMmHoe obecreueHne
JUISi MOHTaKa, a TakxKe HH(paCcTpyKTypa
CbEMOYHbBIX MJIOLIAZI0K H CTYIHH;

*  cyexapull u udes: yHUKaJIbHbINA
CLIEHAPHUH C YBJIEKATEJbHBIM CIOXKETOM
1 XapaKTepaMH MOXKET CTaTb OCHOBOH
ycrelmHoro kunonpoekra. OpuruHasnbHas
wiest, KoTopasi 3aTpariBaet 3puTedisi, 4acTo
CTAHOBHUTCSI KJIIOUEBBIM (DaKTOPOM ycriexa;

*akmepckutl ancamobao:
TaJlaHTJIMBbIE U OTIBbITHBIE AKTEPbI
CrocoOHbI MPUIATh KU3Hb [TEPCOHAXKaM,
caesaB puabMm GoJiee yOeIuTe bHbIM U
3arMOMHHAIOLIMMCS, OH BaxKeH J/Is1 Mepeiaunt
SMOLMH U TIO/Iep2KaHHsT aTMOChepbI
tbunbMma;

* peicuccepeKoe UCKYccmaeo:
pexkuccep UrpaeT KJoueBYIo poJib B
OpraHM3alMy BCEro TBOPUYECKOTO Mpolecea.
«Barasin» pexxuccépa Ha MaTepuadn,
CroCcOOHOCTb BIOXHYTb KH3Hb B CLIeHAPHH
U YIPABJISATh CbeMOUYHOH IPYIION
onpeiesisioT oblilee KauecTBo (hUIbMa;

* mernderyuu u 3anpocel
ayoumopuu: CaeinThb 3a TeHACHIUSIMHU B
KHHemarorpadge v moHUMaTh, YTO B TaHHbIN
MOMEHT BOCTPeOOBAHO Y 3pUTeJIeH, TaKxKe
BaxKHO. DTO MOXKET BKJIIOYATh B cebHs
onpeJiesIeHHbIe 2KaHPbl, CTHJIH, TEMbI 1
TEXHOJIOTHYeCKHe HHHOBALIMH;

* MapKemure U pacnpocmpanenue:
yCrelrHoe pacnpocTpaHeHne i MapKeTHHT
(usbMa UrpatoT peLlarolLyo poJib B
ero ycrniexe. dddeKkTuBHasK cTpaTerus
MapKeTHHra MOXKET MOBJIHATH Ha
BOCHPUATHE (PUIbMA 3PUTEJISIMU 1
00€eCreunThb BbICOKYIO OKYNaeMOCTb.
Ennnenuie 3THX (haKTOPOB MPUBOJIHUT K



CO3MIAHHUIO KAY€CTBEHHbBIX H BJIUSITEJIbHBIX
KHHOIIPOEKTOB.

Pesysbrathl U 06CyKIeHUS
MCCJIeI0BaHUMN O HaMpaBJeHUsX, paKkTopax,
TEHJICHUMAX KHHO U BOKPYT KUHO U HOBBIX
MOJIX0/aX CO3/aHUs U TPAHCJSLIUI KHHO
YKa3bIBAIOT Ha /IBA BA’KHbIX HAMIPABJIEHUSI: )
pacluMpeHue NpeJCTaBJ/eHUs O CLIeHaPHOM
noTeH1Mase pUIbMa, TIe MepCoHaKU
pas/IMUHBIX BO3PACTOB, pac, MoJioB,
CeKCyaJ IbHbIX OPUEHTALMI H COLIHAJIbHBIX
CTATyCOB. DTO CMOCOOCTBYET CO3IAHHUIO
6oJiee peasuCTHUHBIX H KOMIIJIEKCHBIX
00pasoB U OTpaxkaeT pagHooOpasue
peaJsibHOrO MHpa; 6) MapKeTHHT B chepe
KHHOMHIYCTPHH NTPeICTaBIsAeT COOO0H
KoMIJIeKcHoe noHsaTre. OHo oTpaxkaeT
LEJIbIH CIIEKTD HANPaBJEHUH: OT CO3AHHUS
KOHKYPEHTHOCMOCOOHOTO MPOJyKTa Ha
OCHOBE aHaJ/In3a LieJIeBOH ayIuTOPHH
JI0 [pouecca ero peajusauuu. BaxHo
MOHUMATh, YTO 0ObEM KMHOMPOU3BOJICTBA
He orpe/iesisieT yCIelHOCTh ToKa3aTeseH
NPoJax U, Kak cJie/IcTBUe, NPUOBIIBHOCTH.

HMcropudeckue 1 HaLMOHAJbHbIE
0COOEHHOCTH CHJILHO BJIUAIOT Ha YKJa/l
JKU3HH, XapaKTep U cyabObl JIOAEH, KOTOpbIe
OTPE/IEISIIOT TEMATHKY, CLIeHAPUH U CIOXKET
coBpeMeHHoro KnHo. «Kasaxcranckoe
KUHO — KYJIbTYpPHbIH peHoMeH, ocoGoe
COLMOKYJIbTYPHOE MPOCTPAHCTBO,
006J1aCTb HallHOHAJIbHBIX TIPe0Opa30BaHHUH.
Kxunemarorpacuieckuii mpogyKT —
¢dusbM — 06J1aCTh HAlIHOHAJILHBIX
npeoOpa3oBaHUil MaTpHaJbHbIE H
UJICAJIbHbIE CYLLIHOCTH OblIM 0003HAUEHbI
KaK COLIMOKYJIbTYpHOE MPOCTPAHCTBO,
3a npejesiaMu KOTOpPOro HaXoAUTCs MUP
NpeJICTaBJIsIeTCs /151 YeI0BeKa Kak CBOEro
pojia TOMoJIOrKaInOPOBOUYHAS KOHCTAHTA» .
(Tysxbaera, ¥Ypastaena 10)

OCHOBHbIe MONIOXEHUS

K acriekram uesioBeveckoro pakropa
(HIBLMOB OTHOCATCSI:

1. PasHooGpa3sue poJieii: coBpeMeHHOe
KHHO TNpeyiaraet IMPOKUH CIIEeKTP poJielt
JUIsl YeJloBeKa, OT TUITMYHBIX aPXETHIIOB J10

CJI02KHBIX U1 MHOTOTPAHHBIX TIEPCOHAXKEH.
DusbMbI MOTYT HCCJIE0BATh PA3JIMUYHbIE
ACIMeKThl YeJI0BEYECKOT0 OMbITa, BK/I0Uast
JOOOBb, CTpax, Tpareuio, 1pyx0y, CEMbIO,
MOJIMTHYECKHE U COLIHa/IbHbIE BOMPOCHI U
T.J.

2. Pacmmpenue rpaHuiL;
COBpPEMEHHOEe KMHO 4acTo Mpejylaraet
HOBbIE HHTEPIPETALUH U TIePEOCMbIC/IeHHE
TPaJIMIIHOHHBIX POJIed ueoBeKa. JTo
MOZKeT BKJIIOYaTh pa3pylleHHe CTEPeOTHITOB
U pecTaB/eHne 6osee C0KHbIX,
peaMCTHUHBIX MTEPCOHAXKEN, KOTOPbIE
oTpax<atoT pazHooOpasue yesoBeYecKoi
MPUPO/IbI U OTIbITA.

3. MneHTUYHOCTDb M MpeacTaB/IeHHE:
Xy[07KeCTBEHHbIE (PUIBMbI MOTYT
MCCJIeI0BATh BOTMPOCHI HIEHTHUHOCTH,
BKJII0Yasl PACOBYIO, 9THHUYECKY!IO,
TeHJIEPHYI0, COLMAJBbHYIO U KYJIbTYPHYIO
WIEHTHYHOCTb. OHM MOTYT MPEACTABISATh
pasJ/iMuHble TPYIIbI JIOJEH, OTpakasi HX
onbIT, 60pbOYy, NPOOJIEMbI U TOCTHIKEHHUS.

4. Pousib 1 coumasibHble BOMPOCHI:
(bUJIbMBI TAK2KE MOTYT PacCMaTpUBATh
collMaJIbHbIE BOTIPOCHI U POJIb YesloBeKa
B o611ectBe. OHU MOTYT HCCIE10BATh
TeMbl, CBSI3aHHbIE C COLIMAJIBHOM
CIpaBeYIMBOCTBIO, MOJUTHKOH,
9KOHOMMKOH, BJIACTbIO, HEPABEHCTBOM H
JIPYTUMH COLIMOKYJIbTYPHBIMU aCTeKTaMH.

5. Ilcuxosornueckuii acrekr:
Xy[07KeCTBEHHbIE (PUIBMbI HMEIOT
BO3MOXKHOCTb UCCJIEIOBATh BHYTPEHHUH
MU YesIoBeKa U €ro IMOLMH, MbICJIH,
MOTHBALIMH U TICHXOJIOTHYECKHE [TPOLECChI.
OHu MOTyT NMOKa3aTh BHyTPEHHHUE
KOH(JIMKTBI, TpaHChOPMALIHIO, POCT U
3SMOLMOHAJIbHbIE COCTOSIHUSI IEPCOHAKEH.

BbiBOAbI U 3aKNKOYEHUA

BaxXHO OTMETHTb, UTO KMHO SIBJISIETCS
OTpaxKeHHEeM UCTOPHH, KUSHH U TPALULIHI
Hapoja 1eJsof cTpaHbl. BoicBeunBatoTcst
BOIPOCHI COLIMAJILHOTO HEPABEHCTBA

U IUCKPUMHHALKU, O0pb0a 32 paBHbIe
npaBa U CrpaBeyIiBOCTb B PA3HbIX
o0L1eCcTBax U KOHTEKCTax, ryo0a/bHble
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npoOJIeMbl U 9KOJIOTHUECKHE KATAaCTPO(HI,
reoroJIMTHYECKHE H TTOJIUTHYECKHE
KPHU3UCHI, CollHaJ/IbHbIe TPOOJIEMBI, C
KOTOPBIMH CTaJIKUBAIOTCSl COBPEMEHHbIE
o0LlecTBa, BJAUSHHE TEXHOJIOTHH Ha
00L1eCTBO H YeJIOBEUYECKYIO XKU3Hb.
KauecTBo 1 ycrniex dusibma 3aBucur

OT OCHOBHbIX (haKTOPOB: CLLEHAPHS],
peKHCCypbl, aKTEPCKOro COCTaBa,
XYJI0?K€CTBEHHOTO 0(DOPMIIEHHUS,
My3bIKH, 3ByKa, MOHTaxKa, OPUEHTHP

Ha LEJIEeBYIO ayIMTOPHIO, MAPKETHHT H
pacrpocTpaHeHus.

C pa3BUTHEM HUCKYCCTBEHHOTO
MHTEJINIEKTA, LIMPPOBOH KyJbTypOH,
MHTEPHETOM, COLIMAJILHBIX CETEH U IPYTUX
TEXHOJIOTMYECKHX acleKTOB PacllIUPHJINCh
BJMSIONIME (DAKTOPbI HA JIUUHbIE MTPOGJIEMbI
1 SMOLMOHAJIbHBIE BbI30BBI, C KOTOPHIMH
CTAJIKUBAIOTCS JIOJIU B COBPEMEHHOM
MHpe, TaKHe KaK JIeNPeCcCcHsi, OIMHOUECTBO,
noTepsi, CeMeHHbIe OTHOLICHHS B
pas/IMUHBIX CUTYALIHSIX, OTPAKAIOLLIHX
€r0 3aBUCHMOCTb OT TEXHOJIOTHH H
OJIHOBPEMEHHO CTPeMJIEHHE K COLMaNbHOH
CBSI3HOCTH, C KOTOPBIMH CTaJKUBAIOTCS1
JIIOJIM B MUPE, HACBIIIIEHHOM HH(OpMalyei
1 OBICTPBIMU U3MEHEHHUSIMH.

OCHOBY KHHOHCKYCCTBA COCTABJISIIOT
HECKOJIbKO KJII0UEBBIX 2JIEMEHTOB H
NIPHUHLIMIIOB, KOTOPbIE ONPeaesIsioT
€ro YHUKaJIbHOCTb U Crieli(UKY U
SIBJSIOTCS (PaKTOpaMHu ycrnexa KUHo. DTh
3JIeMEHTbl B3aHMOJICHCTBYIOT, CO3/1aBast
XYJI02KeCTBEHHOE MTPOU3BE/IeHHE, U BMECTe
OHH COCTABJISIIOT OCHOBY KHHOMCKYCCTBA.

K HuM oTHOCSTCS:

- HappaTHBHas CTPYKTypa,
pacckasblBatoLLel HCTOPHIO C
MCI0JIb30BAHUEM BBEJIEHHS,
pa3BUTHSA CIOXKETa U 3aBEPLUEHHS,
KoTopast oOecrieuuBaeT HaNpszKeHue,
cornepeKUBaHUe W SMOLIMOHAbHOE
BOBJICUEHHE KMHO3PUTEJIS;

- BHU3yaJlbHbIH 513bIK, KOTOPbIH
KaK YHUKaJIbHbIH KOJI BKJIIOUaAeT B ceOsi
KaZlpMpoOBaHUe, KOMIO3ULHIO, CBET,

LBET, My3blKaJbHOE COBPOBOXKICHHE U
JIBU?KEHHE KaMephl M CO3[a€T ICTeTHUECKOoe

BO3MEHUCTBHUE, Mepeaavy 3MOLHI 1
LIeJIOCTHOCTb MOJIa4YH CIOXKETHOH JINHUM;

- MOHTAK CO3JIAET CBA3b MKy
pa3NMYHBIMU ClIEHAMH U MOMEHTaMH B
tbunbme. Kak kioueBot 3716 MeHT KHHO,
BJIMSIET HA BOCIIPUSITHE 3PUTEJISI U PUTM
duibma;

- 3BYyK co3naét atmocdepy,
nepenaér HaCTPOeHHs U MoUePKUBAET
BOJIHY CI0?KETHBIX MOMEHTOB MOCPEICTBOM
JIUAJIOTOB, MY3bIKH, MIECHH, TIEHHE MTHILL,
3BYKOBbI€ OKPACKH MPUPO/Ibl, 3BYKOBbIE
3¢ deKTh, nepeaioLine, K npuMepy,
pajzoCTb UK TPEBOTY, BOOMYLIIEBJICHHE HIH
CTpax;

- JKaHphbl, TaKHe KaK MeJjiofpama,
KOMeJIUsl, TPUJJIEP, HayuHast (haHTacTHKa
1 IOKyMEeHTaJIbHble (PUJIbMbI ONPEJIEISTIOT
rJyOMHY TEMAaTHKH U CTU/Ib (DUJIbMa, BJIHSS
Ha OKWJIaHHS1 U BOCTIPUSITHE 3pUTEJIS.

Takeke npu npou3BOACTBE KHHO YACTO
MCIOJIb3YIOT HCTOPUUECKHE apTehaKThl,
CHMBOJIbI U MeTahopbl, KyJbTypHble
WJIM HALMOHAJbHbIE TPAAUIIHOHHBIE
0COOEHHOCTH JI/TS1 Mepeiaunt TIyOOKHX
CMBICJIOB W HJIEH, a TaKxKe JUlsl BbI30Ba
pa3JIMYHBIX SMOLMOHAJBbHBIX PeaKIni y
3puTeJsi. SI3bIK KHHO MOXKeT ObITh BasKHBIM
3JIEMEHTOM KYJIbTYPHOTO BbIpazKeHHsl.
Pas/inunble cTpaHbl MOTYT HCTO/B30BATD
CBOH $13bIK U CTHJIb JIIS TIepelaun
YHUKAJIbHbIX aCMIEKTOB CBOEH KyJbTYpbI.
Hanpumep, dpanityackas kunemarorpadus
MOzKeT ObITh y3HaBaema, Gsarofapsi
CBOEMY M3bICKAHHOMY CTHJIIO, B TO BpeMsl
KaK sITOHCKOE KHHO MOKET MPUBJIEKATh
BHMMaHHe CBOEH MHCTHYECKOH 3CTETHKOM.
B coBpemMeHHON KUHOKAapTHHE HAOJI0aeTCs
60J1bLlI0e BHUMAHHE K BOIIPOCAM
WIEHTUYHOCTH, MHOXKECTBEHHOCTH
CyOBEKTOB M Pa3HOOOPA3UIO MPEACTABIEHUH
o0 yesioBeke. TakKe MOXKHO OTMETHTh
yBeJIMYE€HHE POJIM XKEHCKHUX ITePCOHaXKeH U
M3MeHEeHHe CTePEOTHIIOB 10J1a B CPaBHEHUH
C KJIACCHYECKUM KHHeMaTorpadom.

Hcenenopanune kunemarorpada B
KOHTEKCTE TpaHCpOpMalHi KyJIbTypHO-
MCTOPHUUECKOH CPEJibl TPOUCXOUT
MPpH MOMOLLH FepPMEHEBTHYECKOTI0



KOMMEHTHUPOBaHUsA BayKHEHIINX CbaKTOB
Pa3BUTHUIA Ka3aXCTaHCKOI'O KHHO,
[MO3BOJIMBLLIETO BCKPLITH BJAUSIHHE
KOHKPETHUKHU coupaJibHOH OMIIMPUH Ha

(hopMUpOBaHHe 3CTETUKH KMHeMaTorpadga

KaK MaCCOBOI'O MCKYCCTBaA, a TaK2Ke
[MOHSATH MPHUYHHBI aKTyaJIu3allun TeX NJ1n
HHBIX aCIIEKTOB BJAHAHHS KHHOUCKYCCTBa

MH(OJIOTEM, HCTTOJIb3YETCsT KOHIIETIHS
KyJIbTYPHOTO T10J1s1, Hjles] HCTOPHYECKOTO
npolecca paciuiupeHus KyabTyphl,
CHCTEMHBIH MOJIXO/] K KYJIbTYPHBIM
(heHOMeHAM, PUHIIUIT KOHCTPYHPOBAHHUS
COLIMAJILHON PeasibHOCTH, TEOPETHKO-
MH(POPMALMOHHBIN MOJXOJL K KyJIbTYPHbBIM
theHomeHam. MeTojiosiorHuecKre

Ha JIMYHOCTb Ha OTPee/IeHHOM 3Tare
passutusa obulectsa. [Ipu usyuenun
npo6JieM, CONPSPKEHHbIX C BbISBJICHHEM
KYJ/IbTYPHBIX KOLIOB, F¢HePaJIbHbIX
JIMHUH Pa3BUTHS KHHOMPEANOUTEHHUH
COBPEMEHHOr0 COLMyMa H CleLUUKOH
MacCOBOTr0 BOCIIPUATHA TO3UTHBHBIX

OPHEHTHUPBI U TEOPETHUECKHE TPUOPUTETEI
onpejeseHbl B TEPMHUHAX CKJajblBatoLLeics
B HacTosilLee BpeMsl apaurMbl €IMHOH
CHCTEMbI €CTECTBEHHO- HAYUHOIO U
TYMaHHTapHOIo 3HaHHUs, HAXOAALLEH

CBOE BbIpaxkeHHe B IMITUPHUECKON
5CTETHKE, TEOPHH MH(OPMALIUK U TEOPHH
KOMMYHHKALIHH.
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Naizabekov Ayan, Urazbayeva Sharipa

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

CINEMA OF THE 21 CENTURY: DIRECTIONS AND DEVOLOPMENT FACTORS

Abstract. Cinema is a multi-genre product and the result of collective creativity,a phenomenon of
culture and values of society, a historical artifact with ethical and aesthetic views. The production

of modern films of different directions and genres is influenced by various factors. Relevant factors
include: environmental, technological and cultural trends, political events, social aspects and the level
of synergy between art forms.

The purpose of the work is to identify the directions that determine the dynamic and rapid renewal
of film products and study the factors influencing the development of modern film production and
film distribution. Methods: Research is based on materials analysis, logical, theoretical and empirical
methods. Results and discussion: The film industry has undergone significant changes over the past
two decades. The most important factors in the formation of new cinema are digital technologies,
streaming, clipping, diversification, globalization, partnerships between film producers and investors,
the role of society and government regulators of legal norms. Based on the study, we can conclude
that the use of new technologies, marketing strategies, popularization of cinema as a way of spending
leisure time through social networks, participation in festivals, creation of trailers and other promotion
methods determine the success of a film.

Keywords: film, cinema of the modern world, film directions, factors, trends in cinema, clipping,
national cinema, interactive cinema.

Cite: Nayzabekov, Ayan, and Urazbaeva Sharipa. “Cinema of the 21st century: directions and
devolopment factors.” Central Asian Journal of Art Studies, T. 9, N2 2, 2024, c. 275-288. DOI: 1047940/

cajas.v9i2.837
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HaiizabekoB Asn, Ypa3baeBa lllapuma

TemipGex )Kyprenos atbinaarsl Kazak yaTTbik eHep aKaaeMHusichbl
(Anmatnl, Kazakcran)

XXI FACbIP KUHOCbI: BAFbITTAPbl MEH LJAMY ®®AKTOPJIAPbI

AHHOTaums. KUHO — Ken »KaHpsibl 6HIM XaHe YXKbIMAbIK, LbFapMaLLbUIbIKTbIH, HOTUXKECI, MaAEHMET
NeH KOFaMHbIH, KYHAbIbIKTapbIHbIH, GeHOMEHI, 3STUKaNbIK XaHe 3CTeTUKanbIK Ke3kapacTtapbl 6ap
Tapuxu xaairep. Typni 6arbiTTarbl XKoHe XKaHpAaFbl 3aMaHayM QUAbMAEPAI WblFapyFa apTypAi
akTopnap acep eteni. AKTyanabl GakTopaapra MblHaNap »Katagabl: IKONOTMUANbIK, TEXHONOTUANBIK, KaHe
M3AEHMU TEHAEHUMANAP, CASCU OKUFaNap, SNEYMETTIK aCnekTinep XaHe eHep Typ/aepi apacbliHAAFbI
CUMHeprua aeHreni. XyMbICTbIH, MaKcaTbl — KUHOBHIMAEPAIH, CepniHAi XaHe XblaAaM XKaHapybIH
AHbIKTANUTbIH BaFbITTapAbl aHbIKTAY XaHEe Ka3ipri KWNHOBHAIPIC NeH KMHOMPOKATTbIH, AaMYbIHA 9cep
eTeTiH dhakTopnapabl 3epTTey. oaictepi: 3epTTey Matepuanibl Tangayra, 10rMKanblk, TEOPUSbIK,
XX9HEe 3IMNUpPUKanbIK aaicTepre HerisgenreH. Hatuxenep MeH nikipranac: )XaHa KMHeMaTorpadusHbIH,
KanbINTaCyblHbIH, MaHbI3Abl akTopaapsbl — LUOPIbIK TEXHONOTMANAP, CTPUMMHE, KITUMUHT,
nvBepcndukaums, xahanaaHy, KAHONPOACEPAEP MEH MHBECTOPNAP apacbiHAAFbl CEPIKTECTIK,
KOFaM MeH KYKbIKTbIK HOpManapAbl MEMNEKETTIK peTTeyLwinepaiH peni. 3epTrey HerisiHae XaHa
TEXHONOrMANapAbl KONAAHY, MaPKETUHITIK CTpaTernanap, aneyMeTTiK Xeninep apkbiibl 60C yakbITTbl
©TKi3y TaCiNi peTiHAe KMHOHbI TaHbIMan eTy, pecTrBanbLepre KaTtbiCy, Tpeinepnepai xxacay xaHe 6acka
[1a )XapHamasblk aaictep GUAbMHIH COTTINIMH aHbIKTaMAbl AereH KOpbITbIHAbIFA Kenyre 6onaabl.

Tyiiin ce30ep: KMHO, Ka3ipri 3aMaH KMHOCbI, KUHO B6aFbITTapbl, hakTopnap, KWHeMatorpaduanarsl
TEHAEHUMANAP, KAWUMWUHT, YATTbIK KUHO, MHTEPAKTUBTI KMHO.

AJoaiiekce3 ywin: Hai3abekoB, AsH, xxaHe Ypasbaesa Lapuna. «XX| Facblp KMHOCbI: 6aFbITTapbl MeH
namy daktopnapebi». Central Asian Journal of Art Studies, T. 9, N2 2, 2024, c. 275-288. DOI: 1047940/

cajas. v9i2.837
Asmopnap KomwazbaHelH COHFbI HYCKACbIH OKbIN, MaKyn0adsbl ¥aHe Mydoenep Kalillbl/blFbl HOK

eKkeHOi2iH MaaimMoelioi.
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ARTIFICIAL INTELLIGENCE
IN EDUCATION: A REVIEW
OF THE CREATIVE PROCESS
OF LEARNING STUDENTS
ON ART EDUCATIONAL
PROGRAMS

ART PEDAGOGY ‘

Meruyert Zhanguzhinova'

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

Abstract. The relevance of the study is driven by the advancing development of artificial intelligence
(Al), which presents new prospects for the creative education of students on Art educational
programs. The research problem lies in the current challenges to traditional art learning practices,
which are losing relevance due to changes and the potential integration of artificial intelligence
(Al) technologies. The aim of the research is to review the creative learning process of art students
to identify: criteria for forming competencies in the fields of visual arts with the application of
Al technologies, Al tools for teaching students in the field of visual arts, key competencies in
working with virtual tools for students and teachers in the field of education and art, and to
define recommendations for the implementation of Al in the art students’ learning process. The
methodological framework is based on interdisciplinary examination of researchers’ works in
education and art. Research methods include overview-theoretical, art-historical, methodological-
pedagogical analysis, as well as comparative and case-study approaches. The theoretical significance
of the research lies in reviewing the trajectories of education in the field of neural networks
and providing scientific-theoretical justification for the application of Al technologies in the
creative learning process of students enrolled in visual arts programs. The practical value offers
recommendations for the formation of modern and efficient educational strategies in the field of art
at the student level, including the specification of concepts and terms, defining curricula with new
educational methodologies and personalized educational practices, adaptation to changing labor
market demand, and laying the groundwork for further research. Implementing the research findings
will enable the systematization and optimization of methodologies and approaches to the creative
learing process of students on Art educational programs through Al tools, virtual, and augmented
reality.

Keywords: artificial intelligence (Al), creative process, students on Art educational programs,
educational technologies, training programs.
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Introduction

his article presents a comprehensive

analysis of the integration of Al
technologies into the creative learning
process of students on Art educational
programs.

The scientific novelty of the research
contributes to the field of art education
by providing a prospective analytical
perspective on the role of Al in shaping
students’ creative skills. The level of
development of the topic is relevant, as
new research and technological capabilities
facilitate the integration of perspectives
on personalized learning, the creation of
artworks using Al, and the analysis of the
creative process. Data collection tools
included analyzing existing methodologies
on Al technologies in the creative learning
process of students, as well as interviews
with teachers and analysis of creative
portfolios of practicing professionals in the
field of education and art.

Research Objectives:

Investigate the challenges and
limitations of integrating Al into education
and art.

Identify adaptable Al technologies
and information resources to meet the
needs of the creative process in education
and art.

Determine the effectiveness of Al
technologies on educational methodologies
through the integration of personalized
approaches, creating interactive and
engaging educational scenarios for the
creative learning process of students on Art
educational programs.

Formulate key competencies in
working with virtual tools for students and
educators in the field of education and art.

Propose recommendations for the
integration of Al into the process of
learning students on Art educational
programs.

Literature review covers the following
aspects:

Utilization of Al for personalized
learning: Reimagining our futures
together: a new social contract for
education. (2021). UNESCO. 188p.

Art generation using Al:
Elgammal u np. “CAN: Creative Adversarial
Networks, Generating”Art” by Learning
About Styles and Deviating from Style
Norms”. arXiv preprint arXiv:1706.07068,
2017.

Utilization of VR and AR in art
and education: Jdaitawi M. et al. “The
effectiveness of augmented reality in art
education among middle school students”.
Computers & Education, 2023.

Analysis of creative processes
using data: Palle, Dahlstedt. Big Data



and Creativity. (2019). European Review.
27(3). 411—439.

Reviews of studies on
technologies in education and art:
Talan, T. (2021). Artificial intelligence
in education: A bibliometric study.
International Journal of Research in
Education and Science (IJRES), 7(3),
822—837.

«  Conferences and framework
trajectories of Al utilization in education,
including art domains: Beijing Consensus
on Artificial Intelligence and Education.
International conference on Artificial
Intelligence and Education, Planing
Education in the Al Era: Lead yhe Leap,
Beijing, 2019. 13p.

Standarts and official
recommendations in learning: 1SO/
[EC CD 22989 Information Technology
— Artificial Intelligence — Artificial
Intelligence Concepts and Terminology.

[OCT 3 59895 — 2021
TexHoJI0rMH UCKYCCTBEHHOTO HHTEJIEKTA
B o6pasoBannu — OOIIHe MOJ0KEHHS
1 Tepmunogiorus, — M. 2021 (GOST Z
59895 — 2021 Tekhnologii iskusstvennogo
intellekta v obrazovanii — Obshchiye
polozheniya i terminologiya, — M. 2021).

Pexomennainu 06 3THUECKHX
ACreKTaxX HCKyCCTBEHHOTO MHTEJINEKTA,
[enepasibHast koHdepenuuss OpraHuzaiyu
OObeIMHEHHbIX HALIMI 110 BOTIPOCaM
06pasoBaHMusi, HayKH H KYJIbTYpPbl
(IOHECKO) 41—ceccus, r.Ilapux, 24
nos6pst 2021rona. (Rekomendatsii ob
eticheskikh aspektakh iskusstvennogo
intellekta, Generalnaya konferentsiya
Organizatsii Obyedinennykh natsiy po
voprosam obrazovaniya, nauki i kultury
(YUNESKO) 41 —sessiya, g.Parizh, 24
noyabrya 2021goda).

1. Theoretical and methodological
foundations of the research:

The primary objective of the research is
to explore the challenges and limitations
of integrating Al into education and art.
The integration of artificial intelligence (Al)
into these fields represents a promising

direction; however, it is associated with
several challenges and constraints. Due
to high costs or lack of infrastructure, not
all educational institutions and creative
organizations have access to advanced
Al technologies. Large volumes of data
are required for Al to function effectively.
In some cases, access to such data is
restricted or hindered, slowing down the
development and implementation of Al
solutions in education and art. Some Al
algorithms may be biased or discriminatory,
especially if trained on non-representative
data.This fact can lead to undesirable
consequences, such as exacerbating
existing socio—cultural inequalities in
education and art. Due to the absence

of the human factor, in some cases, the
implementation of Al may diminish the
significance of the roles of teachers and
artists, which can negatively impact the
quality of education and the creative
process.

Despite the potential for personalized
learning and creativity with Al, many
current systems are limited in their ability
to adapt to the individual needs of students
and artists. Technical complexities include
issues of confidentiality and security,
especially when handling students’ and
artists’ personal data. Implementing
Al requires competent personnel for its
development, configuration, and support,
necessitating training staff to use Al in
education and art. A lack of qualified
specialists and the complexity of technical
training may pose barriers to successful Al
implementation. Moreover, the application
of Al in education and art also involves
ethical issues related to data privacy, the
use of technology for student assessment
and monitoring, and the impact of Al on
cultural values and creative processes.

Despite these challenges and
limitations, the integration of Al into
education and art still holds tremendous
potential for enhancing learning, research,
and creativity processes, provided it is
approached judiciously and considers
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relevant ethical and social aspects. The
second objective of the research is to
identify adaptable Al technologies and
information resources to meet the needs

of the creative process in education and

art. Subsequently, the implementation of
artificial intelligence (Al) in various fields of
education and art will be examined.

1.1. Artificial intelligence (Al) in
various areas of education is applied
to enhance the efficiency of learning,
personalize the educational process, and
modernize new technologies and learning
methods. The review of Al implementation
areas in education provides unique
opportunities to enhance the quality of
learning, personalize the learning process,
and prepare students for a rapidly changing
world.

1.2. Artificial intelligence (Al)
in various artistic fields. It brings
innovations and influences the creative
process. The third objective of the research
is to determine the effectiveness of Al
technologies on educational methodologies
through the integration of a personalized
approach, creating interactive and
engaging educational scenarios for the
creative learning process of students in Art
educational programs.

Below are some of the artistic fields in
which Al is actively used: generative art,
interactive art, digital design and graphics,
musical art, photography and image
processing, theater and performing arts,
literature and creative writing, film and
video art, internet art and virtual reality.

The review of Al implementation areas
in various artistic fields demonstrates
the diversity and potential of creative
applications of artificial intelligence,
opening up new creative opportunities,
enhancing processes and interaction with
the audience, and contributing to the
growth of innovations in the world of art and
culture.

1.3. Research into international
experience of providing educational
services in the field of Al has allowed for

the identification of bachelor’s and master’s
degree programs.

In the United States, research
institutes have been established at leading
universities to provide such educational
services. In European countries, Japan,
and Singapore, Al education is conducted
within faculties and departments. In
China, Al education in universities has the
broadest interdisciplinary coverage across
all areas of education and the arts.

Based on the conducted research of
foreign universities’ experiences in Al
education, it can be concluded that this
educational methodology is associated with
a holistic systemic approach, based on the
state’s demand for training specialists in
this field and its financing. The result is
the organization of regular conferences at
top scientific venues, funding of scientific
projects for various sectors of the economy,
modernization of educational programs
at universities to prepare students for the
demand of sectors in the fields of education,
arts, science, and industry.

[t is worth noting that within various
education conferences, the trend towards
education in the use of mobile technologies
to transform educational processes and
outcomes began in 2011, initiated by
UNESCO’s “Mobile Learning Week”.
Additionally, under the guidance of
UNESCO, the Recommendation on
the Ethics of Artificial Intelligence was
developed, which was adopted by 193
member states at the UNESCO General
Conference in November 2021. This
framework, developed over two years,
represents the most comprehensive
international guidance on the development
and use of artificial intelligence
technologies, resulting from extensive
global consultations involving experts,
developers, and stakeholders from around
the world (Recommendations..., 2021).

UNESCO has developed a publication
within the framework of the Beijing
Consensus aimed at enhancing the
readiness of education policymakers to



utilize artificial intelligence. The conference
publications are intended for practitioners
and specialists in the field of educational
policy, providing an understanding of

the opportunities and challenges of Al

in education, as well as their impact on

key competencies in the Al era (Beijing
Consensus..., 2019).

The comprehensive review and analysis
of the foreign experience in providing
educational services in the field of Al
allowed to identify that UNESCO’s key
universal framework trajectories for Al
integration in education, which are:

e Generative Al and the future of
education (2023).

e Artificial intelligence and the
Futures of Learning (Recommendations...,
2021; Reimagining..., 2021; UNESCO..,,
2021; Beijing..., 2019).

e K—12 Al curricula: a mapping of
government-endorsed Al curricula

e Al and education: guidance for
policy—makers (2021).

1.4 Research on Kazakhstani
education in providing educational
services in the field of Al has allowed for
the identification that Al programs at the
bachelor’s and master’s levels are offered in
educational programs related to computer
engineering and information technology,
immersive technologies, mobile sciences,
and telecommunications.

In the educational programs of Fine
Arts, the Kazakh National Academy of Arts
named after Temirbek Zhurgenov is at the
forefront of the discipline of Art & Artificial
Intelligence at the master’s level.

It should be noted that unlike the foreign
experience of integrating educational
programs into universities, in Kazakhstan,
the study of Al is included in some topics
of the syllabi but rarely constitutes a
separate curriculum. The education on
Al in Kazakhstani universities currently
mainly has a scientific overview and
methodological character. Due to the
lack of regulated criteria and legislative
framework related to Al education in

Kazakhstan, there are no clear guidelines
regarding the goals and objectives

for training specialists in industries
where Al application is necessary. The
existing framework standards for Al
education in Kazakhstan are based on
UNESCO'’s global recommendations
(Recommendations on..., 2021), (1SO/
[EC CD 22989, 2022), as well as GOST
recommendations (GOST Z 59895 —
2021) from neighboring countries.

However, as of 2024, Kazakhstan
actively conducts educational activities,
both online and offline, offering courses
on the fundamentals of Al for educational,
analytical, design, and business projects.
In contrast to Al training in Kazakhstani
universities, these courses are tailored to
specific industries and particular business
projects, primarily in the private sector,
targeting individual entrepreneurs. The
objectives of these courses are to provide
subject—specific practical problem—
solving methods in various fields, including
education, art, design, humanitarian
sectors, analytics, business, and many
others.

1.4. International experience in
education regarding the integration of
Al technologies in the creative process
of learning students on Art educational
programs was examined in the conducted
research within the framework of the
article’s presented topic. It was found
that several universities are implementing
programs that combine art and Al

The review of universities worldwide and
in Kazakhstan has revealed dynamics in
the provision of educational services in the
field of Al. The greatest development and
scale in Al education have been identified
in the United States, where education in
this direction is carried out in large, high-
ranking specialized research institutes.
Additionally, Al education in the field of
art in China offers the greatest variety and
interdisciplinarity.

In European countries, as well as in
some Asian countries, Al is taught in
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faculties and departments at universities.
In Kazakhstan, Al education is part of

the thematic plan within the framework

of specialized disciplines of educational
programs. The majority of Al education
trajectories are represented by faculties
operating in the fields of computer science,
computer engineering, natural sciences,
applied sciences, artificial intelligence, and
efficient research programs in machine
learning, statistics, information technology,
electronics, and others. Alongside the
aforementioned programs in various fields
of education, it is noteworthy that Al
education programs for the arts are in high
demand among service consumers.

In several foreign countries (America,
Great Britain, Sweden), within
interdisciplinary projects, students on Art
educational programs apply various Al
technologies and applications conducive to
creative learning processes.

The aforementioned educational
programs represent only a small part of
what Al education can entail. Al programs
often offer the opportunity to choose
specific directions depending on students’
interests and labor market needs. Al
programs in universities can encompass
various specialties related to art and
culture. Depending on the educational
institution and specific program, students
can choose specializations in various areas.

Thus, the conducted theoretical
and theoretical review in the field of Al
education in foreign and Kazakhstani
universities has allowed identifying the
main training directions for students and
the areas of application of applications
for neural networks in education and art.
The theoretical review of Al education in
foreign and Kazakhstani universities has
identified the need to determine the areas of
adaptation of neural networks in education
and art.

Methods

Areas of application of neural network
applications in education and art.

Artificial intelligence can be used in major
creative fields such as painting, music,
literature, and design, as well as in many
other forms of art. This review article will
examine the proliferation of Al technologies
in the creative process of learning students
visual arts. The fourth task of the research
is to formulate the key competencies of
working with virtual tools for students and
teachers in the field of education and art.
Currently, the most in—demand training
areas for students in visual arts using Al
application tools are: computer graphics
and visualization, content generation,
interactive art and virtual reality,
automated design and drafting, musical
artificial intelligence, digital art and new
media, Art analysis using data.

The identified directions represent just
a few possible specializations in the field of
artificial intelligence. Specializations vary
depending on the specific program and the
trajectory of the university’s education.

The use of neural networks in the
educational process opens up new
opportunities for personalizing learning,
adapting to the needs of each student,
and increasing the overall efficiency of the
educational system. The study identified
methods of using neural networks for the
creative learning process of art students:

1) In personalized learning, neural
networks can analyze student data and
create individualized educational programs,
taking into account the knowledge level,
abilities, and needs of each student. Based
on the Al's ability to generate a multitude
of diverse ideas, students develop divergent
thinking.

2) In adaptive testing, neural
networks can be used to create adaptive
tests that automatically adjust based
on student responses, providing a more
accurate assessment of knowledge. With
the Al’s ability to find optimal solutions to
problems, students develop convergent
thinking.

3) Diagnostics and early problem
detection with neural networks help identify



issues in the educational process at early The choice of educational programs

stages and suggest individual support and, consequently, the formation of
methods. Using Al with exercises on competencies using Al technologies
originality and expanding horizons fosters depend on the interests and goals of
creative thinking in students. students in the field of art.

Predicting student success with neural Based on the conducted review
networks will allow the analysis of student research of the areas of application of
data and predict their academic success, Al technologies, criteria for forming
which helps teachers competencies of students in the fields of
and administrators make more informed visual arts were identified, presented below
decisions. in Table 1.

Table 1.Criteria for forming competencies of students in the fields of visual arts using
Al technologies

Criteria for forming competencies of students in the fields of visual arts using Al
technologies

Indicators of the criterion Characteristics of the criterion
Generative art Facilitates the creation of unique images and artworks based
on the author's concept using Promt writing tools (utilizing
machine learning methods and artificial intelligence
algorithms) (Rawan, M., Raffaghelli, J., Malzahn, N., &
Scheffel, M. (2018); Bohnacker, H., Gross, B., & Laub, J.,
(2012).
Recognition of styles across Modernizes the creation of new artworks based on the analysis
all areas of art and recognition of artistic styles (Wang, X.-Y., Xiao, W.
(2021). Daniele, A., Song, Y.-Zh. (2019); Dahlstedt P. (2019);
Daniele, A., Song, Y.-Zh. (2019).
Scriptwriting and editing for | Facilitates the creation of scripts, analysis of dramaturgy, and
theater and cinema film editing to enhance stylistic aspects through the use of
artificial intelligence algorithms (Baker, R. S. (2016), Hill, P.,
& Barber, M. (2014), Laforge, S., & Wonder, R. (2017).
Virtual characters and spaces | Creates virtual characters using Al with realistic behavior,
appearance, voice, and personality based on given parameters.
Forms virtual spaces based on the author's concept using
Promt writing tools (utilizing machine learning methods and
artificial intelligence algorithms) (Tanaka, K., Fushimi, T.,
Tsutsui, A., Ochiai, Y. (2023); Daniele, A., Song, Y.-Zh.
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(2019).
Trends and styles in design Contributes to utilizing data analysis and Al for forecasting
and fashion fashion trends and creating new designs.

Integrates Al into the process of creating unique designs,
Personalized design accessories, and new styles based on the author's concept using

the Promt writing tools (utilizing machine learning methods
and artificial intelligence algorithms) (Rawan, M., Raffaghelli,
J., Malzahn, N., & Scheffel, M. (2018); Bohnacker, H., Gross,
B., & Laub, J., (2012)..

Restoration and preservation | Restores lost or damaged works of art using computer vision
of art and cultural heritage Al algorithms (Billgren, U., & Dannecker, L. (2019),

objects Lakomski, G., & Lakomski, J. (2016), Rawan, M., Raffaghelli,
J., Malzahn, N., & Scheffel, M. (2018), Slade, D., & Prinsloo,
P. (2013).

Interactive exhibitions Develops interactive exhibitions using Al to adapt to visitors

and provide a personalized experience (Tanaka, K., Fushimi,
T., Tsutsui, A., Ochiai, Y. (2023); Daniele, A., Song, Y.-Zh.
(2019).
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The identified criteria for developing
competencies in the fields of visual arts
with the application of Al technologies
have allowed for the determination of
key criterion indicators: generative art,
style recognition across all art domains,
scriptwriting and editing for theater and
cinema, virtual characters and spaces,
trends and styles in design and fashion,
personalized design, restoration and
preservation of art and cultural heritage
objects, interactive exhibitions.

Thus, the theoretical review of
competency development among students
has revealed a spectrum of possibilities
for Al utilization in the creative learning
process of students on Art educational
programs.

However, the use of Al in art
underscores a fundamental condition for
the creative process: the presence of an
original creative concept is paramount
to the outcomes of education. The use of
machine learning methods, algorithms,
and all Al technologies cannot replace
the human ability to think creatively
(Elgammal A., et all 2017; Clark L. & Sood
D., 2022; Hoque Md N., et all., 2022;
Dabhlstedt P., 2019). The distinguishing
feature of all projects created by humans,
as opposed to artificial intelligence, is the
human creative approach, emotional and
intuitive components, as well as the ability
for abstract thinking and inspiration, which
enable the creation of unique and original
ideas and concepts.

However, the advantages of creative
projects created by artificial intelligence
include high speed and efficiency,
expanding the possibilities and accessibility
of art, innovative approaches, automation
of routine tasks, and the creation of virtual
worlds and interactive artificial projects.

Definitions of the terms “neural
networks” and “artificial intelligence
(Al)” represent two differentiated concepts
in the context of machine intelligence.

Artificial Intelligence (Al) is a broader
concept that encompasses systems

emulating human intelligence. Al
applications can cover the creation of
artistic works, transformation of images
into artificial compositions, text generation,
data analysis, formation of personalized
learning plans, and much more.

A Neural Network (or artificial neural
network) is a mathematical model inspired
by the workings of the human brain. It
consists of interconnected neurons that
process information. The goal of neural
networks is to solve various tasks such
as pattern recognition, classification,
prediction, and other forms of data
processing. They can be applied in various
fields, including machine learning and
deep learning. Neural networks represent a
specific method, inspired by the structure of
the human brain, used within Al to process
information.

An artificial intelligence application
is software or a system designed to solve
specific tasks. The purpose of using Al
applications is to solve a variety of tasks
depending on their specific purpose. These
may include voice assistants, automation
systems, image recognition systems,
chatbots, and others. In practice, Al
applications often involve the use of neural
networks, especially in tasks related to
data processing and identifying complex
patterns.

Some types of neural networks and Al—
based applications for educating students
in the field of visual arts will be discussed
below in Table 2.

However, it is important to emphasize
that these programs are not intended
to completely replace human labor and
expertise in the field of visual arts. They can
serve as valuable tools for generating new
and original works of art, but they are not
capable of replacing the creative process
and expert judgment in this domain.

Discussion

There are numerous challenges and
limitations associated with the integration



Name
CHAT GPT

Adobe Sensei

RunwayML
Canva
Watson Studio

Artbreeder,
Al Painter
Midjourney

Logomaster Al u
Looka Logo Maker

GAN

Heygen.com,
Beautiful. Al,
Sofabrain.com
Colorize.cc,
Evoto.Al, Artisto,
DeepArt, Prisma
DALL-E, Autodesk
Generative Design,
Adobe Firefly,
Runway.com,
Kaiber.Al

of artificial intelligence (Al) in the fields

of education and art. One of the main
difficulties is the potential for Al to replace
human labor, which could lead to layoffs
and staff reductions. Additionally, the cost
of developing and implementing Al may
limit access to this technology for many
educational institutions, including schools

and universities.

Another problem is the unpredictability
and instability of Al, which can lead to

Table 2. Al tools for educating students in the field of visual arts

Al tools for educating students in the field of visual arts

Description
Neural networks generate textual descriptions of images using visual data as
input. However, they are not capable of creating graphical images directly.
Adobe products, such as Photoshop, Illustrator, and others, integrate a
framework that allows for the generation of textual descriptions from images
using neural networks.
Iprovides a set of tools and libraries for designers, enabling them to create and
implement machine learning models in creative projects.
Tutilizes machine learning technologies to provide design recommendations,
automate processes, and create personalized design solutions.
Provides tools for working with artificial intelligence and data analytics,
including for design and creative tasks.
An online platform that utilizes genetic algorithms and machine learning to
generate unique images, allowing users to combine and edit images
The neural network creates realistic illustrations based on textual descriptions,
used in social media, websites, and advertising. Trained on millions of images,
it emulates various artistic styles and creates compositions using diverse
directions.
Software applications utilize artificial intelligence to create professional logos.
They offer a selection of over 100 unique templates, allowing users to customize
the logo and download high-resolution files for use in various situations. It is
important to note that these applications do not replace the need for a
professional designer
Generative adversarial networks (GANs) are widely used in generating images,
videos, audio data, and other types of content.
They create designs for residential spaces, transform space, and produce
beautiful and powerful presentations without the need for design experience.

Generating new artworks based on existing photographs, transforming black—
and-white photos into color, restoring and editing using photo restoration
functions, and providing various artistic styles.

They generate creative tasks such as text-to-image, color palettes, image
inpainting (Generative Fill), object manipulation (Project Stardust), text-to-
video conversion, color palette generation, image inpainting, object
manipulation, video creation, photo editing, and music-to-video synthesis.

concerns about job loss or loss of control
over the educational process.

A concluding issue is the potential use
of Al to create counterfeit works of art,
which could pose problems with copyright
and undermine trust in art. However, it
is important to note that Al can also be a
tool for generating new and original works
of art, opening up new perspectives and
sources of inspiration.

Adaptable Al technologies and

errors and incorrect decisions. For example,
technical glitches or malfunctions in Al
systems can disrupt the learning process.
Furthermore, resistance to Al integration
from some educators may stem from

information resources to meet the needs
of the creative process in education and
art.

There is a variety of technologies and
information resources based on artificial
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intelligence (Al) aimed at adapting to

the unique requirements of the creative
process in the fields of education and

art. The application of Al encompasses
various spheres, including but not limited
to, the creation of new artistic works,
transformation of photographs into
artificial compositions, text generation,
data analysis, development of personalized
educational programs, and other aspects of
creative activity.

The adaptation of artificial intelligence
(Al) technologies and information
resources to the needs of the creative
process in education and art represents
a significant strategic approach aimed at
innovative development in these areas. The
implementation of adaptive Al technologies
may include the following aspects:

Personalized Learning — the
development of intelligent educational
platiorms capable of adapting to the
individual needs of students in the field
of art. This includes analyzing levels of
knowledge, preferences, and learning
styles to create personalized educational
programs.

Al-based Creative Tools — creating
innovative creative tools that utilize Al
to support and stimulate the creative
process. These tools can provide intelligent
suggestions, generate ideas, and provide
visual and auditory effects to inspire artists
and students on Art educational programs.

Art Generation — applying Al—based
content generation algorithms to create
new artistic works. This may include
generating images, music, literary works,
enriching the creative process.

Analytics and Feedback — using
Al—Dbased analytical tools to assess and
analyze students’ creative work. Feedback
can be provided considering artistic
criteria and styles, facilitating their further
development.

Virtual and Augmented Reality —
integrating virtual and augmented reality
technologies with Al to create interactive
artificial environments where students can

interact with the creative process in new
and innovative ways.

Collaboration between Designers
and Al — fostering research aimed at the
interaction between artists and Al systems
for joint creation of unique and creative
works.

These technologies and resources are
intended to enrich the educational process
and foster creative growth in the field of art,
providing an individualized approach and
innovative learning methods.

The effectiveness of Al technologies on
educational methodologies through the
integration of personalized approaches and
the creation of interactive and engaging
educational scenarios for the creative
learning process of students on Art
educational programs is a focus of research.
The adaptation of Al in the educational
context aims to develop unique approaches
for each student based on their individual
needs and level of knowledge.

In the field of education and art, Al-
based technologies and information
resources are widely used to adapt to the
needs of the creative process. An example
of such innovation is the implementation
of personalized learning, which customizes
the content, pace, and learning methods
according to the individual needs of
each learner. The effectiveness of such
technological solutions is demonstrated
in Al's ability to create personalized
educational plans that take into account
the individual abilities and preferences of
students in the field of art.

Results

Integration of Al into educational
methodologies also contributes to the
development of interactive scenarios that
stimulate active student engagement
with educational content. For example,
Al-driven applications can generate new
artworks, transform photos into artistic
compositions, generate text, analyze data,
and develop personalized learning plans.
This includes the creation of educational



apps capable of generating creative

tasks and providing instant feedback,

thus fostering creative thinking and self-
expression. The use of Al technologies

also enables the development of virtual

and augmented realities, creating
immersive learning environments that
facilitate effective material absorption and
the development of artistic skills. Thus,

the integration of Al technologies into
educational methodologies in the field of art
aims to enhance learning efficiency through
personalized and interactive approaches,
enriching the creative process for students.

However, it is important to note that
these technologies and resources are
not intended to replace human labor
and professional expertise in the field of
visual arts. They serve as valuable tools to
stimulate the creative process and create
original artworks, but they cannot replace
the creative intuition and expert opinion of
artists.

Key competencies for working with
virtual tools for students and educators
in the field of education and the arts.
Working with virtual tools in education and
the arts requires certain key competencies

Table 3. Key competencies in working with virtual tools for students and educators in

Description

unconventional solutions.
thoughts and ideas.

processing software.

methodologies.

the field of education and arts

Ability to effectively work with computers, software, and virtual platforms,
including navigation, file handling, and information exchange.

Key competency involving the ability to analyze information, evaluate its
reliability and applicability. This skill set covers various important elements such
as information analysis, credibility assessment, relevance evaluation, systematic
thinking, argument identification and logic, reflection, tolerance of ambiguity,
and making informed decisions. These aspects of critical thinking are important
both in the educational process and in everyday life, enabling effective navigation
of the information space and making informed decisions.

Ability to generate new ideas, create original works of art, and find

Ability to effectively communicate with others, work in teams, and express
Skills in working with graphic editors, virtual drawing tools, modeling, and image

Understanding the principles of creating and implementing interactive and
multimedia elements in educational materials.

Experience with virtual and augmented reality technologies for creating and
interacting with virtual images and environments.

Knowledge of tools for generating creative works, including applications for
creating virtual art and content generation tools.

Ability to effectively interact and collaborate in virtual educational environments,
including online communication and file exchange.

Understanding the basics of network security, ability to protect data
confidentiality, and adherence to ethical norms when using virtual tools.

Readiness to constantly update and expand skills in accordance with the
emergence of new virtual tools and technologies.

Skills in analyzing and evaluating results created using virtual tools, as well as
providing constructive feedback.

Ability to integrate virtual tools into learning and develop innovative educational
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from students and educators. In the table 3
below are the main skills that are important
for effective use of virtual tools in this field:
Mastering these competencies
enables students and educators to utilize
virtual tools most effectively within the
context of education and the arts. These
competencies can be developed through
the use of virtual tools, such as applications
utilizing artificial intelligence (Al) and
other technologies that assist students and
educators in working with data, creating
new artworks, and communicating with
one another. However, it should be noted
that Al technologies cannot replace human

labor and expertise in the field of visual arts.

They can be useful tools for creating new

and original artworks but cannot replace
the creative process and expert judgment.

Main provisions

Recommendations for implementing Al
in the student Arts education process.
Based on the conducted research, the
fifth task is to propose recommendations
for implementing Al in the student arts
education process. The integration of
artificial intelligence (Al) into the process
of educating students on Art educational
programs can significantly enrich the
learning experience and stimulate the
creative potential of students. In table 4
below are several recommendations for

Table 4. Recommendations for implementing ai in the student arts education process

Table 4.

Recommendations for implementing ai in the student arts education process

Competency

Characteristics of competencies

Teacher Training

Teachers need training on using Al in curriculum planning. Conducting workshops
for students and teachers with experts in the field of arts and technology to integrate
their experience and the potential of technology into curricula.

Selection of
Suitable Tools

Research and selection of optimal Al tools for art creation, data analysis, and
personalized learning for educational purposes.

Personalized

Learning characteristics.

Applying Al to individualize educational plans considering each student's

Creative Tools

Using Al applications to generate ideas, propose creative concepts, and assist
students in the creative process.

Virtual and Utilizing virtual and augmented reality to create educational scenarios and virtual
Augmented art exhibitions, as well as encouraging students to create their virtual exhibitions
Realities using VR technologies and online platforms.
Feedback and Implementing an Al system for more effective feedback on student work and
Assessment automated assessment, as well as identifying their strengths and suggesting
directions for further creative development.
Industry Establishing partnerships with the industry to provide students with real-world
Collaboration experience in working with Al in art and supporting them in mastering new
technologies. Creating virtual communities for sharing experiences and support
among employers, students, and teachers.
Ethics and Safety | Learning students Al ethics and high standards of data security so that they can

consciously integrate new technologies into the creative process. It is important to
maintain a balance between the use of Al and respect for human creativity.

Research Projects

creative process.

Supporting student projects in creating new Al applications in art. Using virtual
tools for collaborative work between students and teachers and the exchange of
creative ideas. Using Al-powered applications to generate ideas and enrich the

Effectiveness
Evaluation

decision—making.

Implementing a system to evaluate the effectiveness of Al usage in education with
regular analysis of results and adjustments. Integrating technologies for learning
students’ data analysis, statistics, and information usage to support creative




successfully integrating Al into educational
practices in the field of art:

Conclusion

Thus, the conducted research has identified
the key challenges for education and art in
Kazakhstan:

1) The lack of a state normative and
legislative base for the implementation
of Al. Due to the intensity of innovations
in education and art, there is a need to
update the content and teaching methods
of Al-related disciplines in universities. To
establish a unified Interuniversity Standard
for the use of Al in higher and postgraduate
education, which was reviewed on
December 20, 2023, by the Republican
Educational and Methodological Council
under the Ministry of Education of
Kazakhstan, it is necessary to create unified
recommendations for teacher training
programs (non-specialized specialties)
and administrative staff, teaching
methodologies, ethical aspects of Al use
in the educational process; Development
of infrastructure and digital architecture
of higher education in Kazakhstan;
staif training at the School of Artificial
Intelligence.

2) To adapt Al technologies and
information resources to the needs of the
creative process in education and art, it is
necessary to scale up the implementation
of the School of Artificial Intelligence to a
larger number of students, open business

incubators, and introduce educational
programs in artificial intelligence, data
science, machine learning, cybersecurity
with the creation of accompanying artificial
intelligence laboratories.

3) The introduction of Al into
education and art requires careful planning,
training, and adaptation. When properly
implemented, this can significantly enrich
the educational process and stimulate
students’ creative activity through the
integration of personalized approaches,
creating interactive and engaging
educational scenarios for the creative
process of student learning.

4) Focusing on the development
of data competencies through the use of
virtual tools such as artificial intelligence
(Al) applications and other technologies
provides unique opportunities for the
education and creative development of
students and teachers in the visual arts
field.

5) The identified competencies can
be developed through the use of virtual
tools such as applications utilizing artificial
intelligence (Al) and other technologies
that help students and teachers work
with data, create new artworks, and
communicate with each other. However,
it should be noted that these technologies
cannot replace human labor and expertise
in the field of visual arts. They can be useful
tools for creating new and original works of
art, but cannot replace the creative process
and expert opinion.
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)Kanryxxunoa Mepyepr,
Temip6ex )Kyprenos atbinarel Kasak yaTThIK eHep akageMHAC

(Anmarsl, Kazakcran)

BUTIM BEPYLET YXACAHIbI MHTEJIUUIEKT: ©HEP BI/1IM BAFLAPJIAMAJIAPbI BOMbIHLUIA
CTYOEHTTEPAI OKbITYAbIH, LWbIFAPMALLBUIbIK MPOLECIHE LLONY

AHpaTna. 3epTTeyaiH e3eKTiNiri eHep CTyAeHTTEpiHE LWbFapMaLlbibIK 6iniM 6epymiH xaHa
nepcneKTMBaNapblH YCbIHATbIH XXacaHAbl MHTENNEKTTiH (KN) nporpeccuBTi AaMyblHA HerisaenreH.

3epTTeyaiH npobnemacsl xacanabl MHTennekT (KM) TexHonornsnapbiH MHTErpaLmManay MyMKiHAKTepi
MeH e3repicTepAiH, eHrisinyiMeH 6ainaHbICTbl CyPaHbIChIH XOFANTKAH 6HEPAI OKbITYAbIH, ASCTYPi
TaXipnbeciHe KaTbICTbl Ka3ipri ke3eHaeri TananTapfa 6ainaHbICTbl 601bIN OTbIP. 3epTTeyAiH MaKcaThbl
CTYAEHTTEP MEH OKbITYLUbINAPAbIH, ©33apa KaTbIHACbIHAAFLI 6iniM Bepy HaTuKenepi MeH KpeaTuUBTI
YAepiciHe biknanblH aHbIKTayFa KOHiN ayAapy YLWiH nepcneKkTUBT TaCinaepai, COHAaN-aK e3eKTi
TeHOEHLUMANAPAbl aHbIKTAy MaKCaTbIHAA XXACaHAbl MHTENNEKT TEXHONOMMUSANAPbIH 3ePTTeY XaHe Tanaay
601bin Tabbinaabl.

oaicTeMenik Heri3i 6inimM Bepy xaHe eHep canacbiHAAFbl 3epTTeyLLiNepAiH eHbeKTePiH NaHapanbIK,
3epTTeyre KypbliFaH. 3epTTey aAicTepi peTiHAe TEOPUANbIK LLOMY, OHEpTaHY, d4iCTEMENiK-NefarornKanbIk,
Tanaay, KOMNapaTUBTi TACIN XXaHE Keic-CTaaun anbiHAbl. 3epTTeYAiH TEOPUS/bIK MaHbI3AbUIbIFbI
HeWpOHAbIK Xeninep canacblHaasbl 6iniM 6epy TpaekTopusnapbiHa WOy Xacayaa aHe belHeney eHepi
6arnapnamanapbl 60WblHLIA CTYAEHTTEPAI OKbITYAbIH LWbIFAPMALLbIIbLIK NPOLECiHAE acaHAbl MHTENNEKT
TEXHONOrMANAPbIH KONAAHYLbIH, FblIbIMU-TEOPUANbIK HerizaenyiHae. Toxipubenik MaHbI3abINbIFbI
CTYAEHTTED AEHreMiHAe eHep CcanacbiHAaFbl 3aMaHaym XaHe TUiMA 6inim 6epy cTpaternsnapbiH
KanbINTacTblpy 60MbIHLLA YCbIHBICTAPMEH KaMTaMachI3 eTinesi: yrbiIMaap MeH TEPMUHAEPAI HAKTbINAY,
XaHa 6inimM b6epy apicTepimMeH xaHe ekeneHaipinreH 6inim 6epy TaxipnbeciMeH oky 6arnapnamanapbiH
aHbIKTay, eHbeK HapbIFbIHbIH, ©3repMeni TanantapbiHa 6eiiMaeny, apbl Kapaifbl 3epTTeyre Heri3 Kanay.
3epTTeyaiH HaTUXKeNepiH eHrisy eHep canacbiHAAFbl CTYAEHTTEPAI KacaHAbl MHTENNEKT, BUPTYanabl
XOHE LWbIHABIKMEH TOMbIKTbIPbI/IFAH KYpanaapMeH OKbITYAbIH, WblFapMaLUblbIK YAEPiCiHiH, aaicTepi MeH
TaCiNAEPIH XyHeneyre xaHe o0AaH api XeTinaipyre MyMKiHAiK 6epeni.

Tipek ce3dep: xacaHabl MHTennekt (KW), wbiFapMalbiiblik npouecc, eHep 6iniM bargapnamanap
GoViblHWA CTyAeHTTepi, 6iniM 6epy TexHonorusanapbl, OKbITy 6aroapaamManapsl.

Aaiiexce3 ywiH: XaHryxuHoBa, MepyepT. «biniM 6epyaeri xacaHapbl MHTENNEKT: eHep 6iniM
6arnapnamanapbl 60VbIHLA CTYAEHTTEPAI OKbITYAbIH LblFAapMaLLbIbIK NpoLeciHe wony». Central Asian
Journal of Art Studies, 1.9, N2 2,2024, c. 289-307. DOI: 10.47940/cajas.v9i2.858

Anroic: ABTopnap «Central Asian Journal of Art Sdudies» >ypHanbiHblH, peaakTopiapbiHa MakanaHbl
6acnara fanblHAAYFa KEMEKTECKEH YLUIH X9He aHOHMMAI peLleH3eHTTepre 3epTTeyre Ha3ap ayAapbin,
KbI3bIFYLUbIIbIK TAHbITKAHbI YLLiH anfbiCbiH 6inaipeai.
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JKanryxunoa Mepyept

Kasaxckasi HaloHasbHO# akajemun nekycets umenn Temup6eka YKypreHosa
(Anmarbl, Kazaxcran)

WUCKYCCTBEHHbIM MHTENJIEKT B O6PA30BAHUU: O630P KPEATUBHOIO MPOLLECCA OBYYEHUSA
CTYOEHTOB MO OBPA30BATEJ/IbHbIM MPOFPAMMAM UCKYCCTBA

AHHOTaums. AKTyanbHOCTb UCCef0BaHMs 00yCn0BeHa NPOrpeccUpyoLwmMM pa3BUTUEM UCKYCCTBEHHOTO
uHtennekta (MW), 4to npenocTaBiseT HOBble MEPCNeKTUBbI A1 KPeaTMBHOro 06y4YeHUs CTyAEHTOB
uckyccra. [lpobnemMa uccnenoBaHus 3ak/YaeTCs B TEKYLLMX BbI30BAX K TPAAMULMOHHBIM NMPAKTUKAM
npenofaBaHus UCKYCCTBA, TEPAIOLLMM BOCTPEOOBAHHOCTb B CBSI3M C BHECEHUEM U3MEHEHUI U
BO3MOXXHOCTEN MHTErpaLumn TEXHONOMMIA MCKYCCTBEHHOrO uHTennekTa (MW). Llensto nccnenosanms
SABNSETCSH U3YYEHUE U aHANN3 TEXHOMOMUIA UCKYCCTBEHHOTO UHTennekTa (M) ons BbiSBNEHUS aKTyaNbHbIX
TEHAEHLMI, NepCcrnekTUBHbIX MOAXO0A0B A5 KOHLEHTPALUUM BHUMAHUS Ha UX BAUSHUM HA KPEaTUBHbIN
npouecc u obpasoBaTeNbHble pe3ynbTaThl B3aMMOAENCTBMS NpenoaBaTeneil U CTyAEHTOB.

MeTononornyeckas ocHoBa 6asupyeTcs Ha MEXAUCLMMNIMHAPHOM U3yYeHUW TPYAOB UCCaeoBaTene
no 06pa3oBaHMI0 U UCKYCCTBY. MeToAbl MCCIEA0BaHNUS BK/IHOYAOT 0630pHO-TEOPETUYECKUIA,
MCKYCCTBOBEAYECKMI, METOAMKO-NEfArorMYeckunii aHanmns, KOMNapaTMBHbIMA NOAXOS, U KeMC-CTaau.
TeopeTuyeckas 3Ha4YMMOCTb UCCIEA0BAHMS 3aKOYAETCS B 0630pe TpaeKTopuii 06pa3oBaHus B
06nacT1 HEMPOHHbIX CETEN U HAYYHO-TEOPETUYECKOM 060CHOBAHWUMU NpUMeHeHUst TexHonoruin U B
KpeaTuBHOM npoLuecce 0by4yeHns CTyAEeHTOB MO NPOrpaMMaM BU3yaNbHOroO UCKyccTBa. MpakTnyeckoe
3HaYeHWe NpefoCTaBAAOT PEKOMEHAALMMN AN GOPMUPOBAHUS COBPEMEHHbBIX U 3D DEKTUBHBIX
obpa3zoBaTenbHbIX CTpaTerunii B 0611acT UCKYCCTBA Ha YPOBHE CTYAEHTA: KOHKPETU3aLMS MOHATUIA
U TEPMUHOB, ONnpefeneHne y4ebHbIX MporpaMm ¢ HOBbIMM 06pa30BaTeNbHbIMU METOAMKAMU U
nepcoHann3MpoBaHHbIMM 06pa30BaTeNbHbIMU MPaKTUKaMU, aaanTaLms K U3MEHSIOLLMMCS TpeOOBaHUAM
pbiHKa TpyAa, GopMupoBaHue 6asbl ANS faNbHEWLWNX ccnenoBaHuin. BHeapeHue pesynsratos
nccnenoBaHus No3BOAUT CUCTEMATU3UPOBATL U OMTUMU3MPOBATb METOAMKM U MNOAXOAbI KPEATUBHOTO
npoLiecca oby4yeHus CTyAEeHTOB UCKYCCTBA MHCTPyMeHTaMu VN, BUpTyanbHOM 1 4ONONHEHHOM
peanbHOCTU.

Knrouessie cnoea: nckyccrBeHHbln nHTennekt (MU), KpeaTuBHbIA Npouecc, CTyAEeHTbI MO
06pa3oBaTesibHbIM NpOrpamMMaM UCKYCCTBa, 06pa3oBaTe/ibHble TEXHONOMUM, MPOrpaMMbl 06yUeHUs.

LlumuposeaHue: XXaHryxxunHoBa, MepyepT. «/cKyCCTBEHHbI MHTENNEKT B 06pa3oBaHum: 0630p
KpeaTMBHOrO npoLecca 0byyeHus CTyAeHTOB Mo 06pa3oBaTeNnbHbIM NporpaMMam muckyccreax. Central
Asian Journal of Art Studies, 1.9, N2 2, 2024, c. 289-307. DOI: 10.47940/cajas.v9i2.858

bnazodapHocmu: ABTOpbI BblpaxkatoT 6narogapHocTb pepakumnm «Central Asian Journal of Art
Sdudies» 3a nomolLb B MOAFOTOBKE CTaTbM K NyBAMKALIMM, @ TAK)KE AHOHUMHBIM peLleH3€eHTaM 3a
BHMMAHUWE U MHTEPEC K UCCIeLOBAHMIO.

Asmopbl npoyumanu u 0006punu OKOHYaMesNbHbIL 8apUAHM PyKONUCU U 3ase/siom 06 omcymcmeuu
KOH@/IUKMA UHMepecos.
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ART, ETHICS AND BUSINESS.

AN INTERVIEW WITH CHRISTOPH
STUECKELBERGER,

ACADEMIC, PROFESSOR OF GLOBAL
ETHICS ON THREE CONTINENTS, WHICH
HAS LED FOUNDATIONS, DEVELOPMENT
ORGANIZATIONS AND ADVISED
BUSINESS COMPANIES, BANKS AND UN
AGENCIES ON ETHICS FOR DECADES,
ARTIST

Alessya Jurt

«Aaartist» company (Liestal, Switzerland),
Polish University of Economics and Business (Poland, Warsaw)

Abstract. Christoph Stueckelberger, professor of global ethics on three continents in this Q &A
interview tells us about a specific area of ethics - the ethics of the art business, which is closely
related to aesthetics on the one hand and law on the other. As in the love business, there are norms
of behavior in this business, but the specificity of the art business lies in the uniqueness of each
product. The professor concludes that art engages many human senses: eyes, ears, taste, smell, touch,
that is, it goes beyond rational thinking and engages the whole person. Also, that practice shows that
the leaders of the artistic process today are not the owners of fine taste, but the owners of financial
resources. Unethical intermediaries in art or just traders - art managers, gallery owners and others,
working on the principle of “business as usual’, can do their work with the aim of making maximum
money and perceive art business as any business, even with higher profits. Other intermediaries
perceive the art business as a vocation, just as good artists have a vocation - an inner calling to a
“mission”. Ethical intermediaries therefore act as midwives: they help artists give birth to their precious
art as their “baby” and present it to the world. A remarkable role for art mediators. This interview
concludes: the artist must learn from others; grow to become authentic; strive for excellence; the
creative person must earn and remain grateful for having been given the gift of being an artist.

Key words: Art business, Art management, art, artist, business ethics, sustainable development,
ethics, art business ethics.
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lessya Jurt: You represent ethics and
art. Two different worlds! What does it
mean for you?

Christoph Stueckelberger: [ am first
an academic as professor of global ethics
on three continents. In addition, I am since
decades leading foundations, development
organisations and consulting business
companies, banks and UN agencies on
ethics. [ am an artist in order to express
visions, dreams and values with other
means than words and actions. [ do it
not for sale. However, I recognize the
importance of the question of art business
for those who depend in their income from
art.

Alessya Jurt: What exactly is an art
business?

Christoph Stueckelberger: Art business
is business of art objects: buying, selling
and storing all types of art, from drawings
to sculpture, from books to clothes, from
music to dance, from artistic furniture to
installations in nature.

Alessya Jurt: How does it differ from
other businesses?

Christoph Stueckelberger: Similar to
other businesses is that it is a transaction
of property from one to another owner,
including temporarily lending etc. Each
business as such a transaction differs.
Business of shoes, electronics, academic
courses, food or tourist travel differ. Art
is specific in the sense that it is not mass
production. X thousand print copies
of a piece of art may not be counted as
art business. Art business is rather the
transaction of single, unique objects (or of
a few hand-signed special copies). More
important is that the producer of the art
piece is an artist, not a manufacturer or a
machine. Here, delicate questions come up
if the artist is a robot.

Alessya Jurt: Business ethics is a set
of moral requirements based on honesty,
openness, fidelity to the given word, ability
to function effectively on the market in
accordance with the current legislation,

established rules and traditions. Are you
sure that all this can be attributed to the art
business?

Christoph Stueckelberger: Yes, fair
conditions of business traditions are
applicable to all kind of trade relations.

[t would be interesting to take my book
“Global Trade Ethics”* and apply it to
art business. Values such as fairness
(fair prices) and virtues such as honesty
and integrity are compulsory also for art
business. Respecting legal requirements
(e.g. in art business from tribal origin or
historical artefacts) is even the minimum
requirement for art business.

Alessya Jurt: What do you think is
the ethics of art business? After all, many
people read, hear about “lying” deals. Once
in one book I read about Gagosian, that
on the formation of his career, he asked his
ex-wife to buy a painting, and he will return
all her money. Although she did not agree,
according to sources, but he conducted
such false deals. How would you describe
such behaviour of people in this business?

Christoph Stueckelberger: Crookes,
thieves and falsifiers exist in all business
fields, from watches to brand clothes, from
wine to art. In each of these sectors, it is
unethical business as it is not telling the
truth about the product (its origin, quality
etc.) and therefore is not based on fairness
and free choice of the buyer.

Alessya Jurt: Are there rules in the art
business, if so, what are they?

Christoph Stueckelberger: The ethical
rules for art business are in general the
same as for other products and have to be
respected and — in case of non-respect
— be sanctioned by law as in the other
sectors.

However, the specificity of art business
is in my view the uniqueness of each
product. Many art pieces are not valued
at the beginning, especially because art if
often beyond convention and tradition. It
breaks standards and walls of convention
and therefore is often not appreciated now
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of production. Only later, its artistic value
and then financial value because of its
uniqueness — is recognized.

Another specificity is the artist as
the producer of the product. Some are
business-minded or have to sell to survive.
Others have the inner drive and energy
to express their visions, dreams, fears
and phantasies in their artwork, but are
not interested or not able to produce for
selling. They can become victims of art
business buyers — and we as tourists may
be among them when we buy a precious
piece of art for almost nothing on the
market in a developing country. Other
artists are overestimating the value of their
art. Business art therefore needs a highly
developed sensitivity for the artist, his/
her material needs and attitudes, for the
environment, for the community around
in order to get a fair deal in mutual respect
between seller and buyer.

Alessya Jurt: Business is a mutually
beneficial agreement between two or more
parties. Within the art business, I more
often meet three parties - the artist, his
manager and the gallery. However, the
main (in my opinion) player is the artist.
What should he pay attention to first within
the framework of ethics?

Christoph Stueckelberger: Art in my
understanding is a great gift of humans
to humanity as it widens and deepens the
understanding of human existence and of
the whole creation. It makes the invisible
world visible, turns the inner world outside
and gives meaning or dismantles meaning.
Art activates many of the human senses:
eyes, ears, taste, sense of smell, touching.
Art in the best sense touches the heart
and soul, it means it goes beyond rational
thinking and engages the whole person.
The art managers, gallerists or other
intermediaries can do their job in order
to make the maximum of money and see
art business as any business, even with
higher profits. [ would call them unethical
art intermediaries or just “business as

usual” traders. The other intermediaries
see art business as a vocation as the good
artists have a vocation as an inner calling
for a “mission”. The ethical intermediaries
therefore act like midwives: they help the
artists to give birth to their precious art as
their ‘child” and to present it to the world. A
wonderful role of art intermediaries.

Alessya Jurt: How should the artist
behave within the framework of Ethics?

Christoph Stueckelberger: The same
criteria for ethical production of any product
is valid also for the artist: ‘not stealing’
means not to copy paste others art work,
but thankfully recognizing the influence
of others on the own work. The Western
contemporary individualistic perspective is
wrong where as individuals need or want to
show ourselves as single stars. Humanity
was always in its majority community-
oriented. The community produced music
in South America, not a single composer.
The Ubuntu ethics in Africa tells us “I am
because we are”. Christian medieval hand-
painted illustrated Bibles want to glorify
God and not the monk who was drawing.
[ am not criticizing the single artist. He or
she are part of our individualistic world as
ourselves.

Alessya Jurt: And how is art itself
responsible for Ethics?

Christoph Stueckelberger: Let me
mention my own path as example: |
am a university professor of ethics as
my profession. | started working with
wood, metal, photography and stones as
handicratit, in order to express my values
by not only words and books, but other
senses. | never called myself an artist until
others said “but are an artist” and [ dared
to exhibit publicly (in 2024 also in Venice,
during beside the Biennale). Two motifs
motivate my modest work: I want to express
the beauty of creation in order to strengthen
ease, joy, admiration and thus to liberate
inner energy. [ call it CreationArt**. The
second is not to be praised, but to praise
the true artist, the Creator of this wonderful



planet and universe, which no human being
can ever create. [ therefore call myself
assistant of the artist.
Alessya Jurt: You are the Author and
Editor of many books including Consumer
Ethics, Labour Ethics, Corruption and
more. What advice would you give to
creative art people?
Christoph Stueckelberger: 1. Learn
from others. Copy-paste is a phase of each
child and each community. Of course to
copy with honesty, that it is the copy-
phase.
2. Grow then to become authentic.
Try not anymore to copy somebody or
something, but express what is your inner
calling and vision.

3. Do it independent of applause or not
by others.

4. Strive towards improving in
precise expression. I do not like the word
perfection, but constant improvement in

order to be able to express as beautifully as
possible what you have to express.

5. Creativity means overcoming walls.
Dare new ways, but avoid forced innovation
just for the sake of getting attention.

6. Most artists cannot live only from art.

They need additional income elsewhere.
Try this model in order not to become
slave and produce art just to survive. I
you are successful and make a full living,
congratulations.

7. The snooty, self-centered artist is
not the ethical example. Remain modest
and thankful what you received as gifts and
what you are.

Alessya Jurt: And tips for the art
businesses?

Christoph Stueckelberger: 1. Do not
exploit artists.

2. Be a good midwife of the artists and
make a decent living of it for the
artist and you.

3. Be more than a broker and try to
share the vision and mission of the artists.
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HOpt Anecs

«Aaartist» komnanusicbiHbIH 6ac atkapyuibl aupektops (JInecras, Llseiiuapus),
[Tosisik sKoHOMHKa KoHe GuaHec yHuBepeuterti ([Tosibina, Bapiiasa)

OHEP, 3TUKA YXOHE BU3HEC. OHOAFAH XXbUIOAP 50Vbl KOPJIAP MEH OAMY ¥/bIMOAPbBIHA XOHE
BU3HECKE, BAHKTEPTE )XOHE BY¥ ATEHTTIKTEPIHE 3STUKA MOCEJIE/IEP] )XOHIHAE KEHEC BEPYMEH
AWHAJIbICKAH AKALEMUK, YL KOHTUHEHTTEN YXAhAHZbIK, STUKA MPOMECCOPbI, CYPETLLI
KPUCTO® LUTYKE/IbBEPTEPMEH CY¥XBAT

Anparna. Kpuctod Criokkenbbeprep, yiw KOHTUHEHTTETI XahaHAblK 3TMKa Npogeccopbl, 0Cbl Cypak-
yayan cyx6aTblHAa 3TMKaHbIH 6enrini 6ip canacbl — 6ip XafblHAH 3CTETUKAMEH, €KiHLLi XaFbIHaH
3aHMeH TblIfbl3 6alIaHbICTbI KOPKEM BU3HEC 3TMKACHI Typasbl aHriMenenai. Kes kenreH 6usHecTeri
CUSKTbI, By BU3HeCTe MiHe3-Kyblk HopManapbl 6ap, 6ipak eHep 6M3HeCiHiH epekweniri apbip eHiMHIH, 3
bipereinirinze. Npodeccop eHep afaMHbIH KenTereH cesiMaepiH KaMTUAbI LereH KOPbITbIHAbIFA
Kenepi: ke3, Kynak, oM, Uic, XaHacy, SFHU 01 paLMOoHanabl oinay WweHoepiHeH LWbIFbIM, BYKiN TyIFaHb
KamMTuapl. Toxxipubere cyiieHcek, OyriHri TaH4a KepKeMAiK NPOoLLeCTiH, Kelwbacwbinapbl Ha3iK Tanfam
nenepi emMec, Kap>bl pecypcTapblHbiH, Menepi 60/1bin TabbiNaTbiHbl MaNiM. OAENCi3 eHep Aenaannapsb
HeMece aii cayparepnep — eHep MeHemKepepi, rafiepucTep aHe «aaeTTeriaen 6usHec» NpUHLMMNIMEH
XKYMbIC iCTEMTiH Backa Aa AdHeKepLuinep 63 XKYMbICbIH MYMKIHAIriHIIe Ken aklua Taby MakcaTbIMeH
OpblHAAYbl MYMKIiH XaHEe eHep OU3HeCiH Ke3 KenreH 6acka GusHec cUaKTbI, TINTi 0AaH Aa Ken naaa
9KeneTiH 6M3Hec Typi Aen KapacTbipybl MyMKiH. [lapblHAbl CypeTwWinepain KabinerTinik bikblaachl —
«Muccuachbl» 6onaTtbiHbIHAAKM ©3re apallbl-MeauaTopiap eHep BU3HECiH e3iHiH iLKi TyHCIriHiH, ayecTiri
peTiHae kapactbipagbl. COHAbIKTAH OHAAM 3TMKANbIK apallbl-MeanaTopaap akyllep peTiHae spekeT
eTefli: onap cyperTilinepre e3aepiHiH, acbll @HepiH «banacbiHAAN» LyHUEre aKenyre XXaHe OHbl afeMre
YCbIHYyFa KeMeKTeceai. OHep aenaanaapbl ywiH Tamawa pen. byn cyx6atTta cypeTili wbiHaibl 601y
YLWiH, KeMenaikke TannblHy yWiH 6ackanaphaH yipeHin, ecyi Tmic; WbliFapMallblin afaM Tabbic Taba binyi
Kepek »aHe XXapaTkaHHbIH, 6epreH cypeTiui 6oy cbiiblH GaFanan, oFaH pusa bona 6inyi kepek gen
KOPbITbIHAbIIAMMBI3.

TyiiiH ce30ep: eHep GU3HECI, BHEP MEHEKMEHTI, OHEp, CYpeTLLi, iICKepAiK 3TMKa, TYPaKTbl A4aMy, 3TMKa,
©Hep BU3HeCi aTMKacChl.

Aaiiekces ywin: HOpT, Anecs. «BHep, 3TvKa XaHe 6usHec. OHAarFaH xbinaap 6oibl Koprap MeH
[aMy yibIMAAPbIHA XaHe busHecke, baHkTepre xaHe bYY areHTTikTepiHe 3TUKanblk KeHec 6epyMeH
ANHANbICKAH aKageMuK, YL KOHTUHEHTTer x)ahaHablk 3TKa npodeccopsl, cypeTwwi Kpuctod
Ltykensb6eprepmeH cyxbat». Central Asian Journal of Art Studies, .9, No 2, 2024, 308-315 6.10.47940/
cajas.v9i2.828

Asmop Komwa3baHbiH COHFbI HYCKACbIH MYKUSM Kapan WblFbin, Makya0aosl XaHe Myooenep Kaluwibl/ibiFbl
HOK ekeHOl2iH Manimoelioi.
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HOpr Anecs

(CEO) komnanusi «Aaartist» (JInecras, Lpeituapus),
[Tosbekuit ynuepeuteT skoHoMuKK 1 6usHeca (ITosbiia, Bapimasa)

NCKYCCTBO, 3TUKA U BU3HEC. UHTEPBbIO C KPUCTODOM LUTYKEJIbBEPTEPOM, AKALEMUKOM,
NPOMECCOPOM [TIOBAJIbHOM 3TUKU HA TPEX KOHTUHEHTAX, HA NPOTSXXEHWUW AECATUNETUA
BO3MABJIABLLUMM ®OHAbI, OPTAHU3ALMU MO PA3BUTUIO U KOHCYJIbTUPOBABLLUM MO
BOMPOCAM 3TUKN BUSHEC-KOMIMAHUU, BAHKU U ATEHTCTBA OOH, XY 0XXHUKOM

AHnHoTauusa. Kpuctod LUTiokensbeprep, npodeccop rnobanbHOM 3TUKM Ha TPEX KOHTUHEHTAX, B 3TOM
MHTEPBbIO B (hopMaTe “BOMPOC-0TBET” PaCcCKasbiBaeT O Crieumduyeckoi 06aacT 3TUKK — ITUKE apT-
6u3Heca, KOTopasi TECHO CBS3aHa C 3CTETUKOM, C OLHOWM CTOPOHbI, U MPaBOM — C apyrow. Kak u B nto6oM
6u3Hece, B 3TOM Aene CyLecTBYT HOPMbl MOBEAEHUS, HO cneumduka apT-bu3Heca 3aknoyaeTcs B
YHUKANIbHOCTM Kaxaoro npoaykta. [podeccop npuxoauT K BbIBOAY, YTO MCKYCCTBO 3ale/CTBYET MHOTUE
OpraHbl YyBCTB YeI0BEKaA: [M1a3a, YW, BKYC, 3aMax, 0Cs3aHUe, TO eCTb BbIXOAMUT 33 PAMKM PaLMOHaNbHOro
MbILMEHWS U 3a4eMCTBYET BCHO JIMUHOCTb. TakxKe MpakTMKa NMoKasblBAET, YTO IMAEPaAMU XYA0XKECTBEHHOIO
npoLecca ceroaHs SBASTCS He 0bnafaTenyn TOHKOrO BKYCa, a BNaAeblibl GMHAHCOBbIX PecypCoB.
HeaTnuHble nocpegHuKM B MCKYCCTBE MM NPOCTO TOProBLbl — apT-MeHeaXepbl, ranepucTbl U Apyrue,
paboTatoLme no NpUHLMMY “6M3HEC Kak 06bIYHO”, MOTYT AeNaTh CBOK paboTy C Le/bio 3apaboTaTth
MaKCMMYyM [EeHer 1 BOCMpPUHMMaTb apT-bu3Hec Kak ntoboi 6usHec, aaxe ¢ 6onbluei npubbiibio. [lpyrue
NMoCpefHUKM BOCMPUHMMAIOT apT-613HEC Kak Npu3BaHUE, TaK Xe KaK Y XOPOLMX XYA0XKHUKOB eCTb
npu3BaHWe - BHYTPEHHEE MPU3BaHME K ‘MUCCHM”. TI03TOMY STUUECKME NOCPELHMKM BbICTYMAOT B PO/M
aKyLLIEPOK: OHM MOMOTaloT XyA0XKHMKAM POAUTb X APArOLEHHOE UCKYCCTBO Kak CBOEro “pebeHKa’” u
npeacTaBuTb €r0 MUPY. 3aMeyaTenibHas posb AN apT-NOCPeaHUKOB. B 3TOM MHTEpPBbIO Mbl MOABOAUM
UTOT: XYOOXHWUK LOMKEH YYUTBCA Y APYTUX, PACTU, YTOObI CTaTb NMOAJMHHBIM, CTDEMUTLCS K COBEPLUEHCTBY;
TBOPYECKMI YeNoBEK AO/MKEH 3apabaTtbiBaTh M OCTaBaTbCs 61arofapHbIM 3a TO, YTO €My AaH Aap 6biTb
XYL,OXHUKOM.

Knrouessie cnosa: apT-613HeC, apT-MeHeIXMEHT, UCKYCCTBO, XYAOXKHMK, Le10Bas 3TMKa, yCTOMYMBOE
pa3BUTHE, 3TUKA, 3TUKA apT-OM3Heca.

Ans yumupoearus: HOpt, Anecs. «MckyccTBo, 3TMKa M busHec. MHTepBbio ¢ Kpuctodom
LLitykenbbeprepom, akafeM1MkoM, npodeccopom rnobanbHOM STUKM HA TPEX KOHTUHEHTAX, Ha
NPOTSHKEHWUMN OeCATUNEeTUI BO3MaBNSBLLUMM (DOHIbI, OpraHu13aLum No PasBUTUIO U KOHCYNbTUPOBABLUUM
no BOMPOCaM 3TUKM BU3Hec-koMnaHuu, 6aHku, areHtctea OOH, xynoxHukomy». Central Asian Journal of Art
Studies, T.9,No 2,2024, c. 308-315.DOI: 10.47940/cajas.v9i2.828

Asmop muwiamensHo paccMompen u 0006pusl OKOHYAMeNbHYK 8epCUIo pyKonucu u 3asensiem o6
omcymcmeuu KOH@IUKMA UHMepecos.
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Cyper. 4. KenkonakTbl KyAaai kenbeTi KasakcTaHaplk OyibiMaap Herisinae

95  Hukamik KyObLIbIC XK9HEe OHbIH MYy3bIKa/IaFbl KOpiHici
- IOunHapa Tokmyp3ueBsa, lN'ynHap obaipaxmaH
118
Meican 1. b. basxyHos. «[pentoaus MeH dyrax: MNpentoaus.
Mbican 2. b. basixyHoB. «[1pentoaus MeH dyrax»: Oyra.
Meican 3. b. basxyHoB. «Tpuntux»: 2. KapMaHbl KyTy.
Mbican 4. b. basixyHoB. «TpunTux»: 3. HUpBaHaHbIH K&3Kapacsbl.

Mbeican 5. b. basixyHoB. «TpunTux»: 3. HUpBaHaHbIH K&3Kapachl.

175 CoHHiH TypaKTbl JaMybIHIAFbl OCTKOJOHUANU3MHIH POJi
- XaHenb MycaxaHoBa
194
Kecme 1. CaHperi MaLLleHM MeneHy Mbicanaapsl
Kecme 2. SKOHOMMKANbIK 3AINETCI3AIK MbICaNAAPbl XK9HE OHbI LEeLLY XK0NAapbl
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lewranbT gusaitn ncuxosoruscol xkone UX/UI pusaiinbl Typansl TyciHikTepai
KaJbINTAaCTbIPy

Kum Esrenus, XaHepke MimaHb6aeBa

Kecme 1. TelwTanbT NCUXONOTUACHIHBIH, MPUHLMNTEPiIHE HEri3AenreH rewTanst
OM3aiiH

Pucyrox 1. TIpuHLMIIBL BOCTIPUAITHS BU3yaJibHbIX 00beKTOB Makcom Beprxaiimepom,
Bousbranrom Kesepom xone Kyprom Koddroii

Cypem 2. Oxrasno Okamrio «Jlon KuxorTeiy kepiticrepi», 1989 x (artchive.ru)
Cypem 3. «Where2Eat.com» meiipamxana Kpl3ameTiHiH Be6-caiiTel (Www.plerdy.com)

Cypem 4. Frito- Lay unrcsl KantamacbiHbIH peOGpeHIrHT

Binim Gepyneri xacaHapl MHTEIEKT: oHep OisliM 6aFaapaamanapbl 60MbIHILIA
CTYAEHTTEP/i OKbITY/IbIH IIbIFAPMALLbIIBIK MPOLECIHE 110y

XaHryxuHosa Mepyept

Kecme 1. AU TexHonorusnapbliH naiganaHa otbipbin, 6eliHeney eHepi canacbiHAafFbl CTYAEHTTEPAIH,
KY3bIPEeTTiNIKTEPiH KanbIiNTacTblpy KpUtepuiinepi

Kecme 2. BeliHeney eHepi canacbiHAa okyLlbinapAbl Tapbueneyre apHansaH XXM Kypangapbl

Kecme 3. Binim »kaHe eHep canacbiHAAFbl CTYICHTTEP MEH OKbITYLIbIIAPFa apHaAJIFaH BUPTyaJ/bl
KypaJsllapMeH »KYMbIC icTey/ieri Heri3ri Ky3blpeTTep

Kecme 4. Crynenrrepin kepkemik Gisim Gepy npotecine AV enrisy GofibiHiia yCbIHbICTAD
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Ucnosb3oBaHue Teopuil KpEaTUBHOCTU B 0Opa30BaHUM MO IPaMaTypPru4ecKkomy
nucbmy

FOHyc Smpe Momtow, O3nem benkuc

Tabnuya 1. Wkana BnageHns npamMaTMyeckuM UrpoBbiM TEKCTOM

Tabnuya 2. CopepxatenbHas BaNMAHOCTb LWKabl BNAAEHWUS ApaMaTUYeCKUM
UrpoBbIM TeKCTOM (n=5%)

Tabnuya 3. Pe3ynbTaTbl y4acTHUKOB

Tabnuya 4. AHann3 oLEeHOK Y4acTHUKOB Mexay BL u IL

Mudconoruueckue 06pasbl B BbILIMBKE TIOPKCKMX HAPOJI0OB
(K nocranoBke npo06Jsembl Hccaea0BaHus )

Xanepke LLatrososa

Puc.1. Cynekckas nucanmua. CueHa ¢ repanbamMyecku NpoTMBOCTOSLLMMM TOPHbIMU BapaHamu.
Mpopucoska M.J1. Keiznacosa (Kbiznacos, 1998: 41)

Puc.2. lpeBHeTIOPKCKME BoxecTBa TeHrpu U YMai Ha 300MOPdHbIX TpoHax. LleHTpanbHas komMno3uums
Ha ceBepo-3amMafHoi cTeHe rnaBHoro 3ana asopua Kyipykrobe. Otpapckuii oasuc (Koxa, 2015:38)

Puc.3. Benpemuwe - pacnawHas tobka. ®ora TypkecTaHCKoro 06nacTHOro MCTOpMKO-KpaeBeayeckoro
My3es

Puc. 4. O6pa3 MHOropykow 60rMHu Ha NpUMepe Kaszaxckux usnenui

Role of postcolonialism in sustainable development of fashion
Zhanel Mussakhanova

Tabl. 1. Examples of cultural appropriation in fashion
Table 2. Examples of economic injustice and solutions

HUckyccTBeHHDbIN MHTEIEKT B 00pa3oBaHUU: 0030p KpeaTUBHOIO npoilecca
00y4eHHUs CTYIEHTOB N0 00pa3oBare/bHbIM POrpPpaMmMam UCKYCCTBA

XaHryxxuHosa Mepyept

Tabnuya 1. Kputepun GopMmMpoOBaHMS KOMMETEHLMI CTYAEHTOB B 061aCTM M306pa3nTeNbHOMO MCKYCCTBa
C UCNONb30BAHMEM TEXHONOTMUIA UCKYCCTBEHHOMO MHTENNEKTA

Tabnuya 2. InctpymeHTbl MW pna obyyeHus cTyaeHToB B 061aCTM M306pa3nTesbHOro MCKYCCTBa

Ta6nuya 3. Knouesble KOMNETEHUMMU B paboTe C BUPTYasibHbIMU MHCTPYMEHTaMM 415 CTYAEHTOB U
npenozasateneil B chepe 06pa3oBaHuUs U UCKYCCTBA

Tabauya 4. Pekomennauuu no sueapenuto MU B npoece XynozkecTBeHHOr0 06pa3oBaHust CTy1€HTOB



APPENDIX

195

211

Gestalt design psychology and shaping perceptions of UX/UI design

Kim Yevgeniya, Zhanerke Imanbayeva

Table 1. Gestalt design, based on the principles of Gestalt psychology

Figure 1. The principle of perception of visual objects by Max Wertheimer, Wolfgang
Kéhler and Kurt Koffko

Figure 2. Octavio Ocampo “Visions of Don Quixote”, 1989 (artchive.ru)

Figure 3. Website of the restaurant service “Where2Eat.com” (www.plerdy.com)
Figure 4. Rebranding of chips packaging company "Frito-Lay"
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