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

Kasak ynTTblk eHep akageMuscol XOHE NYMaHUTapblK fblsibiIMOap» (COHbIH iIJJiH,EI,e
TeaTp, My3blka, Xxopeorpadus, KuHo, beliHeney xaHe
KonpaHbanbl eHep, caynet xaHe T. 6.) 6aFbiTbl 6OMbIHLLIA
LlYHUWe Xy3iHaeri aBTOpNbIK 3epTTeynepaiH, HaTuxenepiH
XKapUANaITbIH peLeH3UANaHaTbIH FbITbIMU XKYPHa.
BacbINbIMHbIH, MakcaTbl — FblbIMU MAESAAPMEH anMacy

Kazaxckas HauMoHanbHas akagemus VUJiH anaH, YCblHY, COHAan-ak, OHEepPTaHy CanacblHOAFbI
MCKyCCTB UMeHu Temup6eka XKypreHosa HipneckeH xanbikapanblk, fblabiMK XKobanapabl AAMbITY

60nbIn Tabbinaabl. XapuanaHoiMaapabl ipikteyneri
6acbiM akTopnap: XXaHa LlepekTaHy xaHe aaebm
[lepekkesaepre XyriHy, akafeMu3M XaHe FblbIMU
00bEeKTUBTINIK, TAPUXHAMabIK TOMbIKTBIK MeH nikipTanac,
KypAeni ryMaHuTaprblk Macenenepi 3aMaHaym aHbikTay,
MafeHuM apTedakTinep MeH KepKeM HblCaHAAPAbIH,
aHa biperelt TyciHaipmenepi. CAJAS-Ta fbinibiMu
MakananapaaH 6acka, Wwonynap, TapuxHamanbik,
wonynap, AepekTaHy MaTepuanaapbl, 'yMaHUTapAbIK,
FbISIbIM TaKbIPbINTapbIHAAFbI MiKipTanactap yCbiHbLTybI
MYMKIiH XaHe FblbIMK Ananortap kyntanaabl.CAJAS
(29.03.2021 N2 303 6yipbIfbl) FbIbIMU KbI3METTIH, HETi3ri
HaTUXKenepiH xapuanay ywid KasakcraHn Pecnybnumkacel
FbinbIM XaHe oFfapbl 6iniM MUHUCTPAITIHIH FbINbIM XaHe
YOFapbl 6iNiM canacblHAAFbl CanaHbl KAMTAMachl3 eTy
komuTeTi (FKOKBCCKEK) yebiHFaH 6acbinbiMaap TisbeciHe
eHrisingi («kBHepTtaHy» 6enimi). CoHbiMeH kaTtap, CAJAS
KOB (KasakcraHabik aanekces 6asacsl), ¥MFTCO (¥nTTbIK,
MEeMEKETTIK FbINIbIMU-TEXHMUKANbIK CapanTamMa OpTasbifbl),
EBSCO Essentials, Knbep/leHuHkana nHaekcrenesi.
CAJAS pepakumscbiHa xibepinreH 6apnblk Makananap
nnarvaT TeKCcepyiHeH eTefi XaHe 3epTTey npoduniHaeri
MaMaHAAPAbIH, €Ki XXaKTbl OH COKbIp capanTaMacbiHaH
KeWiH xapuanaHaabl.ABTOP/bIK FbiNbIMK 3epTTeynep,
wonynap mMeH cyxbartap CAJAS-Ta TeriH xapusnaHagpl.
XXypHan peueH3unanay, pegakumsnay, Tysety, betrey
XaHe 6acka Aa penakumanbIK XXyMbICTap 60MbIHLWA
LWbIFbIHAAPAbI ©3 MOMHbIHA anaabl.CAJAS makana
aBTOpnapbiHa aKbl TenemenaiXXypHanabliH KapusnaHbimM
3TMKachl xeHiHaeri komuteTTiH (COPE) Opnen koaekciHe
COMKEC Kenepi )XaHe XXypHaZMeH XYMbIC XaCanTblH
aBTOPNapAblH HEMECe peLeH3eHTTePiH, 3aHCbI3 ic-
apeKeTTep Typanbl KYLIKTI XaFnannapabl Wwewy yuwi
COPE cxemanapblHa cyreHes,.
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Central Asian Journal of Art Studies (CAJAS) -

HayYHbI peLeH3npyeMblit XXypHan, NybanKyoLLmi
pe3ynbTaTbl aBTOPCKMX MCCEN0BAHUIA CO BCErO

MMpa No HanpasieHut «MCKyCCTBO U r'yMaHWUTapHble
HayKu» (B TOM Yucnie No BOMpOCaM TeaTpa, My3blku,
xopeorpadum, KMHO, M306pa3UTeNbHOTO 1 NPUKNALHOTO
MCKYCCTBA, apXMTEKTYpbl U T. A.).Llenbto uspganus asnsercs
npenocTaBieHne NNOLWALKK A8 06MeHa HayYHbIMM
NAEAMU, a TAKXKe pa3BUTUE COBMECTHbIX MEXAYHAPOAHbIX
HayY4HbIX MPOEKTOB B 06/1aCTU UCKYCCTBOBEAEHMS.
MpuoputeTHble dakTopbl Npu oTbope nybanKauuii:
obpalleHne K HOBbIM MCTOYHMKAM, aKAAEMU3M U Hay4Has
006bEKTUBHOCTb, UCTOPUOrpaduyeckas NoaHoTa 1
LUCKYCCUOHHOCTb, COBPEMEHHOE M3MEPEHME CITOXKHBbIX
ryMaHUTapHbIX Npo6ieM, HOBble OpUrMHANbHbIE
TPAKTOBKM KyNbTYPHbIX apTedaKTOB U XyA0XKECTBEHHbIX
o6bekToB. B CAJAS KpoMe HayyHbIx cTaTei MoryT

6bITb NPEACTaBAEHbl peLLeH3nK, cTopuorpaduyeckme
0630pbl, ICTOYHMKOBELYECKME MATEPUATb, ABUCKYCCUM

Ha TeMbl TyMaHUTapHOM HayKuW, NPUBETCTBYHOTCS
HayuHble ananorn.CAJAS BkntoyeH B MNepeyeHb U3paHui,
pekomeHayeMbIx KoMuTeTOM no obecneveHnto KayecTsa
B cepe Hayku u Bbiclwero obpasosarus (KOKCHBO)
MuHKCTepCTBa HayKK U BbiCLLero 06pa3oBaHms
Pecny6nukm Kazaxcran (npuka3s N2 303 ot 29.03.2021)
Ans nybavKaLMu OCHOBHbIX Pe3ynbTaToOB Hay4YHOM
nesTtenbHocTu (pasaen «MckycctBoBeneHuey). [loMumo
atoro, CAJAS nHpexcupyetcsa B KbL, (KasaxcraHckow
6a3e umtpoBanus), HUIMHTS (HaumoHanbHoM

LleHTpe rocyfapCTBEHHOM HAaYYHO-TEXHUYECKON
akcneptusbl), EBSCO Essentials, KubepJlenntke.Bce
cTaTtbu, noctynatowme B pepakumo CAJAS, npoxopat
npouenypy NpoBepku Ha naaruat u nybnukyTcs nocne
MONOXMUTENBHOTO ABOWMHOIO C/IEMNOr0 pPeLeH3MpoBaHuUs
cneumanuctamm no npodunaM nuccnenoBaHniniABTopckue
Hay4Hble uccnenoBaHums, 063opbl U UHTepBbIo B CAJAS
ny6nukytotca 6ecnnatHo. XXypHan 6epet Ha cebs
pacxoApl No peLeH3npoBaHUI, peAaKTUPOBaHMIO,
KOppeKType, BEpCTKe U APYIrUM pefakLMOHHbIM paboTam.
CAJAS He BbInnayYmMBaeT roHopapbl aBTOpaM cTaTei.
Xypran cnepyet Kopekcy noseaeHus Komureta no stmke

nybnukaumii (COPE) u cnenmt 3a 6nok-cxemamu COPE gns

paspeLleHns cy4yaeB NoLO3PEeBAaEMOro HENpPaBOMEPHOTO
NoBeLEHNs CO CTOPOHbI aBTOPOB UM PELLEH3EHTOB U
MHBIX UL, pabOoTaOLLMX C KYPHANIOM.
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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
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HasapnapbiHbizfa Central Asian Journal of Art Studies xxypHanbiHbiH, 2024 . apHanfaH
Ke3eKTi LWbIFApblibIMbIH YCbIHAMBI3.

Opbip xaHa WbIFapbIbiM — BiNiMAi TeperaeTin KaHa KoMMal, CoHAal-ak Kasipri anem
WbIHAbIFbI WeHOepiHaeri KOpKeM Ce3[4iH CaH aNlyaHAbIFbIH TYCiHY KOKXMEriH KeHenTyre
[e MYMKiHAik 6epefi. FbinbiIMM ryMaHUTap/bIK OMAbIH AAaMYy OeHrevi anempaeri 6apnbik,
3naTkepnik aneyeTTi BipikTipyai Tanan eteni. «<OpTanbik A3us eHepiH NaHapanblk 3epTTey»
Oen aTanatblH YWiHWi HeMepiHiH TakblpblObl FbiAbIMUM-6iNiM  KEHICTIriH OipikTipyre
blKMan eTy, 3epTTey XXoHe eHepTaHy CanacbiHAAFbl XaHa XEeTICTIKTepAai Aep KesiHae
Xapusnayfa 6aFbITTanFaH 6acblIbIMHbIH, Xannbl CTPaTeruanblk, 6arbiTbiHA CaMKEC Kenemi.
Byn wbiFapbinbiM aBTOPAPbIHbIH, FbUTBIMU KbI3bIFYLIbIIBIKTAPbIHbIH, @YKbIMbl €peKlle KeH,
9pi anyaH Typni. Ka3akCTaHAOblK XaHe LWeTenaik fanbiMaapablH, eHep, M3AEHMET XaHe
6iniM canacblHAAFbl FbIIbIMU KbI3METIHIH HOTUXEeNepiMeH TaHblCca anacbi3. MaTtepuanmpik,
eMeC M3AEeHM MypaHblH TaHbIManAbllblFbl a3 acnekTinepi, Ka3akTapAblH, MY3bIKanblK
ToXipnbecCiHiH epekLenikTepi, CayneT eHepiHAeri yNTTbiK BiperennikTi cakTay Macenenepi,
M3LEHMN epeKlWenikTepaiH, UHTerpaumsacbl MeH A3CTYPAiH 3aMaHayuM apxXUTeKTypasbik,
CTUNbAEpPMEH ©3apa KaTblHAChl, KOPHEKI-CTUNbAIK rpaduKkanblk, MoaMdUKaLMANap, XaHa
dopmanapabl Kabbingay >KaHe AICTYpJi TEXHONOrUsnaphbl KONAAHY epekwenikrepi,
Ka3aK, odyeHAepiHiH TpaHCHOpMaUUANbIK aHTPOMPONPAKTUKACbIHAAFbI MHTOHALMSIHbIH
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eHep MeH OyKapanblk, MHAYCTPUS apacbiHAAFbl WeKapa Macenenepi, LMPpPAbiK eHepAiH,
Hacekere KabineTTiniri MEH KOMMepUMANaHAbIPY XaHe T.6. Macenenepi 6acbiMAbIKKa ue
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EHbekTepi ywiH 6apnblk aBTOpapFa, OCbl WbIFAPbIIbIMAbI AalblHAAYAAFbl BaFa xeTnec
KOMEeKTepi YLWiH peueH3eHTTepre anfbiC aMTambl3. byn matepuannap anfasbl yakbiTTafbl
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Ka bl HOBbIM HOMEP - 3TO BO3MOXHOCTb HE TOJIbKO YrNyOUTb 3HAHWUS, HO M pacWMPUTb
FOPM30HTbI MOHMMAHWS MHOroobpasmnsa  XyA0XECTBEHHOrO BbIPAXEHUS B KOHTEKCTE
peannin COBpPEeMEHHOro Mupa. YpOBeHb Pa3BUTUS HAYyYHOW [YMAHUTApHOM MbICAU
TpebyeT MHTerpaLmm BCEro MMEILLerocs B MMpe MHTeNNeKTyalbHOro noteHumana. Tema
TpeTbero Homepa «MexaucUMnAMHAPHbIE UCCNeaoBaHUs UCKYCCTBA LleHTpanbHoM A3nm»
COOTBETCTBYET 06leMy CTpaTerMyeckomy HamnpaBleHWK M34aHUS - CNocob6CTBOBaHUE
MHTErpauMuM Hay4yHO-o0Opa30oBaTENbHONO MNPOCTPAHCTBA, M3YYeHMEe W HaueneH Ha
CBOEBPEMEHHOE OCBELLEHWE HOBEMWLMX [OCTUXEHWUIA B 001aCTM WMCKYCCTBO3HAHMS.
CnekTp uccnenoBaTenbCKMX MHTEPECOB aBTOPOB 3TOrO BbiMyCKa HEOObIYAMHO LIMPOK U
pa3HoobpaseH. Bbl 03HakoMuKTECH C pe3ynbTaTaMu HayYHOM AeATeNIbHOCTU Ka3aXCTaHCKMX
1 3apy6exKHbIX y4eHbIX B 061aCTU UCKYCCTBA, KYNbTypbl U 06pa3oBaHus. MNpuoputeTHbIMU
CTann Manou3BeCTHble acneKTbl HEMAaTepManbHOro KyNbTYpHOro Hacnegus, cneunduka
MY3bIKaIbHOM MPaKTUKM Ka3axoB, NpobnemMbl COXpaHEHUS HALMOHANbHOM UAEHTUUYHOCTU
B apXuTeKType, MHTerpaums KynbTypHbIX OCOOEHHOCTEN M B3aMMOOEWCTBME Tpaauuui
C COBpPEMEHHbIMU aApPXUTEKTYPHbIMW CTUASMW, BU3YaNbHO-CTUNEBbIE Tpaduyeckune
MoanduKaumm, 0CO6EHHOCTU BOCMPUATUS HOBbIX OPM M NPUMEHEHME TPaAAMLMOHHbIX
TEXHONOTUM, POJib MHTOHMPOBAHMUSA B TPAHCHOPMALMOHHBIX aHTPONONPAKTUKAX Ka3aXCKOro
Menoca, My3blKanbHOM KyNbType U ero NCMxoTepaneBTUYeCKMe acnekTbl, NpobieMbl CTUAS
M TpaHuL, MEXAY UCKYCCTBOM M MacCOBOW MHAYCTPMEN, BONPOCHI KOHKYPEHTOCMOCOBHOCTH
¥ KOMMepumanusaunm umdpoBOro MCKyccTBa U ap.

Bnarofapum Bcex aBTOpPOB 3a MX TPyAbl, PELLEH3EHTOB 3a HEOLEHMMYIO MOMOLWb B
MOArOTOBKE [LAHHOrO BbiMyCcKa. Hapeemcs, 4TO 3TM MaTepuanbl CTaHyT CTUMYIOM ANS
DaNbHENLIMX OMUCKYCCUIA, HAYUYHbIX M3bICKaHWA, ByAyT CnOCO6CTBOBATL MOMOJSHEHWIO U
06HOBIEHMIO HAYYHOM 6a3bl, U CTAaHYT BECOMbIM BK/1aA,0M B COBPEMEHHOE UCKYCCTBO3HAHME.

Canzyne Kapxay6aesa,
2/1a8HbIl pedakmop



Foreword

Dear readers and colleagues,

WearepleasedtopresentthelatestissueoftheCentralAsianJournalofArtStudiesfor2024.
Each new issue offers an opportunity not only to deepen knowledge but also to broaden
the horizons of understanding the diversity of artistic expression in the context of
contemporary realities. The current level of development in the humanities requires the
integration of the intellectual potential available worldwide. The theme of this third
issue,"Interdisciplinary Studies of Central Asian Art", aligns with the strategic direction of
the journal—fostering the integration of the scientific and educational space, advancing
research, and timely covering the latest achievements in the field of art studies.

The scope of the research interests of the authors in this issue is extraordinarily broad
and diverse. You will find the results of the scientific work of Kazakhstani and foreign
scholars in the fields of art, culture, and education. Particular focus has been given to
lesser-known aspects of intangible cultural heritage, the specificities of Kazakh musical
practices, challenges in preserving national identity in architecture, the integration of
cultural characteristics and the interaction of traditions with contemporary architectural
styles, visual and stylistic graphic modifications, perceptions of new forms and the
application of traditional technologies, the role of intonation in the transformative
anthropopractices of the Kazakh melos, the musical culture and its psychotherapeutic
aspects, issues of style and the boundaries between art and mass industry, questions of
competitiveness and the commercialization of digital art, and more.

We extend our sincere gratitude to all the authors for their contributions and to the
reviewers for their invaluable assistance in preparing this issue. We hope that these
materials will serve as a stimulus for further discussions and research, contributing to
the enrichment and renewal of the scholarly foundation, and will become a significant
contribution to contemporary art studies!

Sangul Karzhaubayeva,
Editor-in-Shief
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Abstract. The independence of Kazakhstan and its state sovereignty became important reforming
factors in the new social fabric and worldview of the nation, its culture and art, the main component
of which is the replacement of former political ideals and the mythologization of its own past. In
Kazakhstan, official and unofficial art lives side by side and is displayed in various exhibition venues,
which avoids a mindset of opposition and allows for art historians and curators to create divisions by
preference.

In Kazakhstan, there is a long-overdue need for serious comprehension of, and fixation on, artistic
initiatives. Here, we are not regarding ‘fixation’ as the photography and videography of events; we need
something different — analysis of the work of individual researchers, painting a picture of the direction
of research and the development of the creative side of art criticism institutions in Kazakhstan.

This article is an attempt to understand the realities of 21st-century Kazakhstani fine art. It is
important to determine the most important institutions and bring the achievements of art criticism
in Kazakhstan to the global community, based on the work of individual researchers. Aiming to grasp
and examine the main directions and goals of contemporary art critics, we have discovered the
individual directions and themes of leading researchers, which serves as a basis for the revealing
the characteristic traits of art criticism in Kazakhstan through the prism of individual knowledge and
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Introduction

he study of Kazakh fine art has

accumulated a substantial body of
research and interpretation. There is an
urgent need to examine the evolution of
national art studies from the inception
of critical thought to the present day.
This evolution has been shaped by socio-
historical conditions and the interplay
between the art sphere and political life.

Previous research has focused on
various aspects of Kazakh art criticism.
Notable works include: L. Gardin’s
Literatura i iskusstvo Kazakhstana
(‘The Literature and Art of Kazakhstan’),
V. Kantor’s Put’ k zrelosti (‘The Path
to Maturity’) (18), Sabyr Mambeev’s
Khudozhniki Kazakhstana (‘The Artists
of Kazakhstan’) (16), Amir Kanapin and
Lev Varshavsky’s [skusstvo Kazakhstana
(“The Art of Kazakhstan’) (45). These
works have contributed to a foundational
understanding of contemporary Kazakh art,
addressing aesthetic and social issues and
proposing new theoretical perspectives.
However, critical thought in Kazakhstan
has long been underdeveloped, often
limited to reviews of exhibitions and artists,
with a focus on positive achievements
aligned with socialist themes.

This study aims to fill gaps in the
existing research by analyzing the dynamics
of art criticism in Kazakhstan, exploring
its historical development, and identifying
emerging trends. The objectives include
examining how socio-political changes

have influenced art criticism and assessing
the current state of critical discourse. This
research will provide insights into the
interplay between national and universal
values in Kazakh art and offer a perspective
on the future of art criticism in the region.

Methods

Historical Context and Biographical
Details: The research method involves
citing names and biographical details of
artists and listing official organizers of
exhibitions. This method helps establish
the historical context and relevance of each
artist’s work, illustrating how art served
as a reflection of its time. By analyzing
biographical and institutional information,
we can assess how these factors influenced
the opportunities for independent creativity
and the formation of art criticism.

Thematic Analysis: The analysis focuses
on the thesis that art, as a reflection of its
era, had limited scope for independent
creativity. By evaluating the thematic
content of artworks and their critical
reception, this method examines how
art movements and critical approaches
evolved in response to socio-political
changes. Recognized classics are discussed
through their biographical details and
their impact, highlighting the need for
dedicated monographs that underscore
their significance.

Evaluation of New Trends and Artistic
Language: As new trends and evolving
plastic languages emerged, this method



involves analyzing critical discussions and
the responses to these developments. The
research explores how critics addressed
contemporary issues and the evolving
artistic language. This approach helps
understand how the search for innovation
influenced art criticism and the broader art
scene.

Market Relations and Artistic Success:
In the 1990s, the blurring of criteria and
market-driven approaches were examined.
This method evaluates how artistic success
was affected by market forces rather than
genuine professionalism. By analyzing
how critics and the public perceived artistic
experiments and commercial success,
this method sheds light on the shifting
dynamics of art valuation.

Comparative Analysis of Art
Historiography: The research draws on art
history articles by prominent critics such as
R. Ergalieva, (27) R. Kopbosinova, (20) K.
Li, (6) and I. Yuferova. (100) This method
involves comparing their interpretations
and analyses in the collection “Aktual’no
ob aktual’nom” aktual’nom’ (Presently
about the present) to understand how
contemporary art was perceived and
contextualized. (Ergalieva et al, 27) The
focus is on how these critics used their
knowledge of past art to meaningfully
address contemporary artistic experiments.

By applying these methods, the
research aims to provide a comprehensive
understanding of art criticism’s evolution,
the impact of socio-political changes, and
the role of market relations in shaping
artistic success.

Discussion

Since the arrival of researchers educated

in Moscow and Leningrad in 1953,
creative and critical thinking in Kazakhstan
has consistently advanced, even within
ideological constraints. Changes in
criticism reflect Kazakhstan’s political

and cultural shifts, from early Soviet rule
and Socialist Realism to the war years,

Khrushchev’s thaw, perestroika, and
independence, all impacting artists and
art criticism. In 1932, the decree ‘On the
Reconstruction of Literary and Artistic
Organizations’ was issued, leading to the
creation of the Organizing Committee

of the Artists” Union of the USSR. The
Organizing Committee of the Artists’
Union of Kazakhstan was established in
1933. The Union’s first meeting in 1940
marked its official creation. The initial
exhibition, ‘Artists of Kazakhstan Fighting
for the Socialist System’ (Zhurgenov,
97), showcased the Republic’s creative
strengths. However, press coverage often
only mentioned the exhibition’s name and
location, lacking analysis of the artistic
situation and the names of participating
artists.

In the 1940s, art submissions detailed
town, venue, participants, and works.

The 1950s saw a revival of criticism

and art studies, influenced by a belief in
communism. The press rarely assessed
artistic life but recognized works linked to
civic duties. For instance, a 1951 article
criticized A. Cherkassky’s Blue Spring for
chaotic brushstrokes, while L. Leont’ev’s
Night Threshing was not harshly critiqued
despite its distortion of Soviet reality.

V. Frolova’s Harvesting the Sugar-

Beet faced criticism for technical flaws.
Art critics struggled under ideological
pressures. In 1953, The Institute of
Language and Literature established an
Art Studies department with specialists
like E. Vandrovskaya, M. Gabitova, E.
Mikul’skaya, and 1. Rybakova, who faced
constraints from fears of being accused

of Western admiration or modernist
tendencies.

From 1954 onwards, all exhibitions were
planned, as spontaneity was not typical of
socialist society. Each exhibition’s closing
involved discussions evaluating the artists’
chosen paths. An archival document,
‘Discussion of the Exhibition of Kazakh
Artists, 18 February 1959’ (Leningrad),
highlights the first presentation of works
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by K. Shayakhmetov, M. Kenbaev, K.
Tel’zhanov, A. Galimbaeva, N. Khludov,
Sakhi Romanov, and others. Critics noted
the impressive progress of Kazakhstan’s
fine art in a short time.

In a short period, Kazakhstani fine art
has evolved from amateur to professional
status, gaining international recognition.
Since the mid-1950s, art historians have
published numerous albums, articles, and
catalog essays. Collections like The Fine
Art of Kazakhstan by M. Gabitova and
others marked the beginning of in-depth
art historical studies. These works blend
biographical details with art analysis,
providing comprehensive insights into the
art scene of the time. The introductory
article in Essays on the History of the Fine
Art of Kazakhstan highlights the progress
in art studies and emphasizes clarity and
conciseness.

By the end of the 1960s, Kazakhstan
had established a professional national
art school. Key works from this period
include I. Rybakova’s Kazakhstan’s Fine
Art in the Years of Soviet Power (1962),
L. Plakhotnaya and [. Kuchis’ The T.
Shevchenko Kazakh State Art Gallery
(1966), and N. Nurmukhammedov’s The
Artists of Kazakhstan (1962). Also notable
are I. Rybakova’s A. M. Cherkassky
(1966), M. Mikhel’son’s Five Artists of
Kazakhstan (1966), and M. Gabitova’s
catalogue A. Kasteyeuv (1968). These works
provide rich insights into the art scene
of the time and highlight the need for a
defined period to assess each
artist’s role in art.

During the late 1970s and into the
1990s, works at the intersection of
ideological commitment and traditionalism
became central. The journal Art
(Iskusstvo), no. 9, 1990, marked a shift
with its focus on Kazakhstani art and the
spirit of perestroika. The editorial team
emphasized that ‘Art must exist outside
of politics; it has always, in all situations,
served, and always will serve, as the most
important link between the people and the

country.” In the 1980s, the aim to move
away from stereotypes in the study of fine
art continued, and more attention was
given to associative thinking, ritualization
and mythologization in artists’ works.
(Ergalieva, 56)

The issues raised in the articles “The
Art of Kazakhstan of the 1980s” by R.
Kopbosinova, “Pushing the Boundaries of
the Habitual” by N. Polonskaya, “Studies
in Informal Tones” by 1. Yuferova, and
“Ecstasy and Meditation in Kazakh
Sculpture” by R. Ergalieva remain relevant
today. The artists discussed have become
classics of Kazakhstan’s fine art. Current
critiques continue to explore criteria for
creativity, the concept of a ‘national school,’
and philosophical perceptions, reflecting
ongoing relevance. Monographic material
is evolving, with recent articles focusing on
artists’ worldviews and their experimental
approaches to reality.

During this period, critical thought
about art was concentrated in institutions
such as the Abylkhan Kasteyev State
Museum of Arts, the M. Auezov Institute
of Literature and Art, the Artists’ Union,
the T. Zhurgenov Kazakh National
Academy of Arts, the Board of Directors
of Art Exhibitions and Auctions, and the
Soros Center of Modern Art. Exhibitions
were predominantly thematic, showcasing
a variety of styles and trends. Staff at
these organizations actively engaged
in commenting on contemporary art,
reflecting the growing national self-
awareness and discussions on reviving
ancient Kazakh applied art traditions.
Additionally, cultural experts began
contributing to art criticism from an
aesthetic perspective.

The 1990s marked a period of highly
specialized themes in decorative-applied
art. Sh. Tokhtabaeva analyzed the work of
goldsmiths in ‘The Symbolic Orientations
of Kazakhs in Relation to Jewelry and
[ronwork’ (‘Simvolicheskie orientatsii
kazakhov, svyazannye s yuvelirnym i
kuznechnym delom’), among others.



In 1994, complex research on ornament,
which covered the entire scope of the issue,
of the history of its study, and of theoretical
questions and practices, came to light in

K. Ibraeva’s ‘Kazakh Ornament’ (Ibraeva,
34). By analyzing the origin, development
and formation of ornamental systems, the
author delves deep into the semantics of
ornament. In their research, art critics

aim to unify national memory, the search
for vivid and visual structure, the newest
trends in 20th-century art, and a genetic
understanding of color, ornament, and form
in the country’s modern art.

The end of the 1990s was a time of
determined focus on cosmogonic and
religious presentations of nomads. The
need arose to define the conceptual and
semantic side of the national style.

A fundamental work which establishes
the close link between past and present
is ‘Ethnocultural Traditions in the
Contemporary Art of Kazakhstan’
(‘Etnokul’turnye traditsii v sovremennom
iskusstve Kazakhstana’) (Ergalieva, 22).
Wide-ranging, systematic research on the
issue depicts the development of fine art in
Kazakhstan at all stages of its existence.

In the new century, contemporary art
in Kazakhstan reflects both traditional
nomadic themes and modern influences.
Artists utilize provocation, irony, and
new forms like performance art and
installations. The dynamic between artists
and curators influences contemporary art,
with critics either supporting or opposing
new visions. Recent publications from the
Soros Center of Modern Art, such as Art-
discourse — 97, address contemporary
themes and technical issues, while
monographic catalogues remain significant
for their content richness.

Researchers’ treatment of the history
of art criticism in Kazakhstan is becoming
particularly important. In this aspect, it
is necessary to turn towards the works of
foreign art critics. Svetlana Gracheva is a
respected Russian art critic and teacher
who researches 20th-century art criticism.

In her article ‘National Art Criticism of

the 20th Century: Questions of Theory,
History and Education’ (‘Otechestvennaya
khudozhestvennaya kritika XX veka:
voprosy teorii, istorii, obrazovaniya’),
Gracheva examines the key aspects of the
development of art criticism in Russia,
underlining its significance for

society and art.

In her research, she notes that 20th-
century artworks rarely existed without
textual accompaniment—manifestos,
programs, or other texts—making the
critic’s role increasingly significant. She
cites V. Turchin, who argues that texts
surrounding artworks could themselves
constitute a history of art. During this
period, artists began writing books, articles,
diaries, and letters, integrating textual
elements as a vital part of contemporary art.

S. Gracheva highlights the influence of
Russian art criticism from the literary works
of V. Belinsky and N. Chernyshevsky,
emphasizing the connection between
aesthetic criteria and ethical values.
Chernyshevsky saw criticism not only as
a judgment on art, literature, or science
but also as a judgment on life based on the
concepts and emotions these phenomena
evoke. This democratic and socially active
role of criticism remained crucial in Russian
art throughout the 20th century.

The art critic pays special attention to
the development of criticism at the start of
the 20th century, analyzing the works of A.
N. Benois, M. A. Voloshin, S. Glagol, I. E.
Grabar and others, noticing their essayistic
approach.

In recent decades, St Petersburg has
witnessed a significant development in its
creative industries, and the emergence of
new art-spaces, which is in keeping with
the situation in Kazakhstan. These spaces
serve as platforms for the interaction
between various artistic institutions and
representations of modern art. The accent
on the role of professional academic art in
this process, and its interconnection with
modern creative industries, in the works of
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S. V. Gracheva is especially important to
understanding the situation in Kazakhstan.
(1297)

The creative industries in St. Petersburg
are characterized by the synergy of
creation and enterprise, which facilitates
the creation of innovative products and
services. They integrate art with economics,
influencing the town’s development and
activity. However, it is worth mentioning
that the creative industries are not only
limited to performing the function of
entertainment; they have a much wider
cultural significance, including educational
and instructional aspects.

In Russia, modern creative clusters
often engage with academic art, but
in Kazakhstan, academic artists are
generally excluded from creative events and
exhibitions. The Abylkhan Kasteyev State
Museum of Arts is a notable exception,
incorporating contemporary art into its
classical exhibitions.

The collapse of the Soviet system
dismantled the structure that once
ensured artists’ livelihoods, leaving them
unprepared to navigate the market. As M.
Shemyakin notes, “To truly understand
contemporary art requires intellect and
knowledge. Those who are helpless and
lack discernment, hoping to break into
high society, are easily exploited by
astute figures like Gagosian and Saatchi”
(Shemyakin).

In relation to this, it is appropriate
to quote C. Saatchi himself, from 6th
December 2012. ‘Even a show-off like me
finds this new, super-rich art-buying crowd
vulgar and depressingly shallow. Being an
art buyer, these days is comprehensively
and indisputably vulgar. It is the sport of the
Eurotrashy, Hedge-fundy, Hamptonites; of
trendy oligarchs and oiligarchs; and of art
dealers with masturbatory levels of seli-
regard. They were found nestling together
in their super yachts in Venice for this
year’s spectacular art biennale. Venice is
now firmly on the calendar of this new art
world, alongside St Barts at Christmas and

St Tropez in August, in a giddy round of
glamour-filled socialising, from one swanky
party to another’. (Collector Charles
Saatchi Comments)

Global trends are demonstrated by
modern art fairs and exhibitions which,
as a rule, take place without regional
professionals, and also lack special
publications for art critics” remarks.

This issue also impacts Kazakh artists
whose works are quickly adopted by

the West, often resulting in a fleeting
effect. Currently, young artists frequently
collaborate with specific modern art
galleries and curators who believe they
are fostering art. This leads to a situation
where “there are already curators, there
isn’t any art yet,” as rapid progress exposes
art to the public prematurely, without the
establishment of a well-defined individual
artistic method.

Saatchi argues that “for professional
curators, selecting specific paintings for
an exhibition is a daunting prospect, far
too revealing a demonstration of their
lack of what we in the trade call ‘an eye’.
They prefer to exhibit videos, and those
incomprehensible post-conceptual
installations and photo-text panels, for
the approval of their equally insecure and
myopic peers. This ‘conceptualised’ work
has been regurgitated remorselessly since
the 1960s, over and over and over again”
(“The Hideousness of the Art World”).

Results

Examining regional cultural processes
from a contemporary, global perspective
is crucial. In this study, we focus on K.
Khalykhov’s work, which underscores the
significance of philosophical, critical, and
anthropological approaches in defining
21st-century trends in Kazakhstan.
Khalykhov’s monograph, Image of
Human Being in Contemporary Art,
published in Kazakh, is a key contribution
to Kazakhstani art studies and criticism.
[t explores the human figure in art from



logical-methodological, philosophical, and
cultural perspectives, addressing concepts
like “spirituality” and “culture” (38).

This work is notable in a field where most
scholarship is in Russian.

The monograph also highlights the high
aims of art as a means of enhancing both
the individual and the world, investigating
the spiritual essence and significance of
artistic works, the interaction between
the creator and the audience, and the
transformation of human existence
in the context of globalization and
postmodernism. Special attention is given
to Kazakh art, its distinctiveness, and the
impact of cultural modernization processes.

In his work, K. Khalykhov does not
limit himself to analyzing R. Eldridge’s
“Introduction to the Philosophy of
Art,” but also incorporates research on
cultural anthropology and cultural identity,
based on international collaborations and
interdisciplinary approaches. By examining
Eldridge’s work, Khalykhov underscores the
importance of philosophical reflection on
art, highlighting contemporary trends and
the necessity of critical thinking. His study
discusses the ideas of Kant and Hegel, their
influence on modern philosophy of art, as
well as Eldridge’s theories of visualization
(12).

In K. Khalykov’s research on the
cooperation between Kazakhstani and
Hungarian academics, the main emphasis
is placed on the study of cultural identity
in the conditions of globalization.
Particularly significant is the author’s
focus on the anthropology of art, including
the biological changes associated with
the development of creative abilities,
the universality of art as a cultural
phenomenon, and Alfred Gell’s ideas on
intentionality in art: “...a new definition of
‘art’ as a complex system of intentionality,
in which artists create art objects to effect
changes in the world, including unlimited
changes in the aesthetic perception of the
art audience” (161).

In his work, he analyzes the impact of
global cultural processes on the state of
contemporary mass culture in Kazakhstan,
which is reflected in their research and
creative projects. As Khalykhov notes,
metamodernism is characterized not only
by the search for new artistic expression
but also by a philosophical approach to
the concept of justice, which is viewed as
a key virtue of social institutions. This is
evident in works dedicated to the analysis of
historical data and socio-cultural changes,
as well as in productions that explore
images of conflict and their resolution
(60). The author’s research serves as an
important source of information and a
starting point for further studies in the field
of Kazakhstani art, contributing to a deeper
understanding of its evolution and impact
on cultural identity.

The research by Yespenova A. and
Ydyrys Z. focuses on the exploration of
art in the meta-space (Musabekova and
Yespenova, 163) and key figures in the
Kazakhstani art community in the context
of global artistic trends (269).

The works of K. Khalykov and the
activities of the Temirbek Zhurgenov
Kazakh National Academy of the Arts
facilitate not only academic and cultural
exchange, but also the development of art
in Kazakhstan, highlighting the necessity
of critical thought, cultural dialogue and an
interdisciplinary approach to the study of
artistic practices.

A significant role in the study of visual
art in the era of independence is played by
the M.O. Auezov Institute of Literature
and Art. For instance, the publication “The
Synthesis of Arts in the Artistic Culture of
Kazakhstan in the 20th-21st Centuries”
explores the phenomenon of interaction
among the plastic arts. Architecture,
monumental works, decorative-applied and
book art, as well as the activities of theater
and cinema artists, are presented by a team
of authors united in their effort to study
and analyze the diverse and underexplored
areas of Kazakhstani art.

NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA ‘i‘ CAJAS Volume 9. Issue 3. 2024



NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA ‘!‘ CAJAS Volume 9. Issue 3. 2024

In the course of our research, it has
been important to refer to the works of
colleagues at this institute.

D. Sharipova is known for her research
on the works of individual painters from
Kazakhstan, as well as the period of
formation and subsequent development
of visual art in Kazakhstan (233). D.
Sharipova’s research also encompasses
graphic works and monumental sculpture
dedicated to the tragic events of the
early 1930s famine, revealing the socio-
cultural functions of the Monument of
Sorrow, which plays a crucial role in the
formation of national identity. The concepts
of “memory,” “tradition,” “forgetting,”
“sites of memory,” and “cultural trauma”
are examined in the context of artworks,
providing a deeper understanding of their
significance for Kazakhstan’s culture
(Sharipova et al., 3).

In the 21st century, art critics examine
how contemporary Kazakhstani artists
incorporate text elements to forge new
artistic expressions while maintaining
cultural codes and traditions. Intertextuality
is viewed as a dialogue with both global and
national cultures, facilitating new forms of
expression through borrowing and memory.

The study of intertextuality in
Kazakhstani art, especially regarding
cultural memory, focuses on how artists
use historical and cultural references to
create new meanings and contexts. This
process reflects and reinterprets collective
memories and identity amidst global and
local changes.

Attention is given to how artists
preserve cultural values through various
materials and techniques, which are seen
as rituals and artistic acts. The impact of
globalization on modern art and the risk of
losing national identity are also discussed,
with artists’ interest in mythmaking viewed
as an effort to revive national spiritual
foundations. Examples include Syrlybek
Bekbotaev and Daniyar Sarbasov, who
reassess traditions and create new contexts
for classical works, blending historical

memory with contemporary perception
(Sharipova et al., 180).

D. Sharipova’s research underscores the
significance of the dialogue between past
and present, illustrating how intertextual
elements help preserve and renew cultural
values Halima Truspekova, a researcher at
the M. Auezov Institute of Literature and
Art, has made significant contributions to
the study of Kazakhstani art through her
articles and monograph. In her works, she
analyzes the influence of historical, social
and cultural changes on the development
of architecture and fine art in Kazakhstan.
Truspekova examines emphasis on the fact
that the appeal of this form of observation
to Kazakhstani artists is explained by the
specific cultural and historical context of
Kazakhstan. An innovative approach to
the study of performance, the influence of
historical events, analysis of the work of
both groups and individual artists, such
as R. Khal’fin’s ‘Kokserek’, ‘Kyzyl tractor’
(‘Kyzyl traktor’), and ‘Green Triangle’
(‘Zelenyi treugol’nik’), and consideration of
the social context, all make this article deep
and detailed. Problems with the perception
of performance by the general public are
also mentioned, which underlines the
significance of this artistic trend in post-
Soviet society. (264)

The historical and cultural context,
the freedom of artistic self-expression,
the appearance of new forms of art,
such as performance and installation,
symbolism and metaphors, the influence
of modernism, and interactions with
international society, are all described.
(202)

Truspekova’s monograph, ‘Avant-
Garde Ideas of the 20th Century in the
Painting and Current Art of Kazakhstan’
(‘Avangardnye idei XX veka v zhivopisi
i aktual'nom iskusstve Kazakhstana’)
provides a significant contribution to the
study of Kazakhstan’s art.

The academic work of the Abylkhan
Kasteyev State Museum of Arts of the
Republic of Kazakhstan has its own



particularities. An important component

is work on the study of exhibits and on
catalogues of the collections. Currently, the
following have been published on fine art
and decorative-applied art:

‘The Catalogue of Jewelry, Kazakh
National Decorative Art’ (‘Katalog
yuvelirnykh ukrashenii, Kazakhskoe
narodnoe prikladnoe iskusstvo’), Almaty,
2010; ‘“The Jewelry of 19th-20th-Century
Kazakhstan’ (‘Yuvelirnoe iskusstvo
Kazakhstana XIX-XX vv.”), Almaty,

2008; the catalogue ‘S. Kalmykov’; and
‘The Painting of Kazakhstan’ (‘Zhivopis’
Kazakhstana’) in three volumes. The
additional attribution of works, clarification
of information about their receipt, etc., is
important in these publications. The work
of research staff is not limited to the format
of the applied character of publications.
On the whole, the museum’s specialists
are occupied by fundamental and applied
research linked to the history and
development of Kazakh fine art from the
19th to the 21st century.

The research of Ekaterina Reznikova
is dedicated to the study of the interaction
of the contemporary art of Kazakhstan
with classical legacies. She analyses how
contemporary Kazakhstani artists integrate
elements of the past in their works, creating
a new cultural dialogue.

Reznikova examines the historical
context of the opposition of classical and
experimental art, from the impressionists to
the avant-gardists of the early 20th century.
She highlights the aim of Kazakhstani
artists to unite traditions and innovations,
creating synthetic works that include
various media and cultural elements. (74)

E. Reznikova analyzes the works of Said
Atabekov, Erbosyn Mel'dibekov, Elena
and Viktor Vorob’ev, Aleksandr Ugai and
others, and reveals that the contemporary
art of Kazakhstan actively interacts
with classical heritage. The artists use
traditional forms and techniques, adapting
them to a modern context.

Svetlana Kobzhanova continues the
theme of the influence of global artistic
traditions on the art of Kazakhstan, and
studies the works of individual artists
of different schools. (24). Examining
the innovative content of modern art,
determining the boundaries of patriotism
in artists” works, studying the influence of
folk art and photography, etc., she aims to
move away from visual generalizations to
a factually precise and objective analysis of
the works of individual artists. (22)

In summary, we can state that only
on Kazakhstani material, and within the
region, is it permissible to discuss the
saturation of works with one content or
another without taking into account the
market value and position of the artist in
sales ratings.

The turbulent process of the growth of
national self-awareness aroused interest in
the nation’s own history and the poetics of
its traditional culture, in its layers of epic
mythology, folklore and sacral religion. The
freedom of artistic self-expression and the
rejection of dictates of state censorship in
art have been proclaimed. The philosophy
of national art has transformed before our
very eyes.

The integration of national and
universal values has become a key driver
of originality in Kazakhstan’s modern
aesthetics. Independence allowed artists
to engage directly with global avant-garde
art, strengthening modernist tendencies
and the search for new plastic forms and
metaphorical language within a national
context.

These artistic transformations have
altered the relationship between society
and art, influencing its role and perception
in the new ethnocultural sphere. However,
the rapid pace of artistic developments has
outstripped the ability to fully comprehend
and evaluate them, leading to a critical
sector that is largely informative rather than
analytical. Art criticism now often lacks
depth, focusing more on promoting works
than on providing substantive analysis.
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The role of the art critic today involves:

1. Personal passions.

2. Enhancing an artist’s reputation.

3. Evaluating the sale value of works.

4. The devaluation of printed editions
and professional networks.

5. Adherence to a defined structure.

6. Acting as an authoritative expert.

7. Lack of responsibility for the art
market.

Art researchers have transitioned
from historians to critics and, in some
cases, art dealers. There is now a strong
demand for in-depth analysis of cultural
events. Modern art’s diversity in style
and techniques prompts a need for clear
evaluation criteria, including artistic value,
context relevance, novelty, originality, and
political relevance.

Critics must adapt to new methods of
analysis as art increasingly incorporates
political, social, and spiritual elements. In
Kazakhstan, art is characterized by:

1. Historical cultural elements mixed
with modernity.

2. Use of forms without artistic
pretension.

3. Art as a puzzle rather than a reality
model.

4. Emphasis on context over physical
materials.

5. Reilection of newspaper chronicles.

6. Art as both political dissent and state
conceptualism, where aesthetics are often
replaced by expression.

Basic provisions

This study highlights the evolution and
challenges of art criticism in Kazakhstan,
focusing on the dynamics between national
art and socio-historical influences. Art
criticism in Kazakhstan has been shaped
by both the development of art itself and
the political climate of the country. Early
criticism was predominantly limited to
exhibition reviews and positive reflections
on the achievements of socialist society,
with little analytical depth.

The purpose of this research is to trace
the development of Kazakh art criticism,
its key trends, and how it has evolved in
response to social and political changes.
Unlike previous studies, which often
focused on historical overviews, this work
emphasizes the need for critical analysis of
contemporary art practices and the role of
criticism in shaping the artistic discourse in
Kazakhstan.

Key issues identified in the study
include the underdeveloped nature of
critical thought in the region, the lack
of comprehensive reviews in early art
criticism, and the gradual shift towards
more analytical and theoretical approaches
in recent years. This study underscores
the need for more in-depth exploration of
the relationship between art and its socio-
political context in Kazakhstan, offering
insights into the future direction of art
criticism in the region.

The research contributes to a deeper
understanding of how art criticism has
reflected and shaped the broader cultural
landscape, encouraging a more nuanced
approach to analyzing both historical and
contemporary art in Kazakhstan

Conclusion

Based on the situation of Kazakhstan’s
contemporary art — games in a narrow
sphere, with meanings flipped without
pretense — art critics are left, without
showing off too much previous constructive
research, to engage in the ‘game’.

The language of contemporary art is
becoming very complicated, expressive,
and saturated with emotions and hidden
meanings, requiring the intuition of
art critics in their roles as historians,
theorists and prophets, and it can define
the artistic significance of works and the
potential of an artist. The functions of the
study of art in contemporary criticism are
broadening and require many qualities.
[t is becoming evident that to research
contemporary art, a universal systematic



and structural methodology is much more
fruitful, incorporating new understandings
— communication, information, objects,
structure, and others. The expansion of the
toolkit is absolutely necessary due to the
changes in the concept of the art object
itsell, and changes in its forms and the
aspects of its impact. The use of various
methods includes the introduction of the
experience of other sciences — sociological,
informational, psychological, and medical
aspects, etc. - which significantly expand
the researcher’s toolkit. The creative
comprehension of works, where boundaries
of both type and genre are blurred, is only
possible with the involvement of various
sciences and precise knowledge. The
majority of contemporary artists see their
task as materializing the clash of different
cultures, political educations, historical
foundations, and traditions, through the
prism of art. It is crucial to recognize that
today, the methodology of art criticism
is changing on two theoretical levels: the
general aesthetic level, and the level of the
study of art. New, non-traditional types of
art and artistic expression, such as cinema,
television, mass spectacles, design, etc.,
are fundamentally changing the situation
of artistic life and the functioning of art in
culture. A sociological approach to art with
the use of psychology in the analysis of
works provides important meaning.
Modernity offers us its own realities.
On the one hand, the imitation of the
presence of the creative process in art
demands the same in the development
of critical thought. On the other hand,
Kazakhstan has a rich potential of faithful
art researchers, endowed with professional
intuition and prepared to indicate their

positions at different levels. At the same
time, it is worth noting that, in this age of
blurred criteria for modern art, if we cannot
change the situation, then we need to keep
an eye on it, and the fixation of the art event
in professionals’ individual studies becomes
an important component of critical thought.

Researchers of modernity study artistic
processes from a multidisciplinary,
comprehensive position. As we can see,
the prerequisites for various phenomena in
artists’ work are studied, from traditional
values to the consideration of the influence
of urbanism and architecture on the artist’s
consciousness.

The activity of contemporary researchers
of art underlines the significance of the
study of all aspects of artists’ creativity
in order to have a deep understanding
of the integration of regional art in the
global context, and the importance of
cultural exchange for the development of
Kazakhstan’s contemporary art. Based
on the theme and subject of works, art
critics aim to define the influence of the
environment, visual stimuli, and elements
of emotional impact, and a significant role
is given to social and cultural aspects,
and in the context of contemporary
conceptual works, special significance
is given to innovations and technology
which simultaneously define the identity
of an artist and the embodiment of their
thoughts in the context of the 21st century.
In the works of contemporary art critics,
an abundance of facts, a comprehensive
analysis of the cultural product, and
valuable insights into the process of the
formation and development of the modern
art of Kazakhstan, serve as important
sources of information for further study.
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INSTITUTIONAL ART CRITICISM IN 20TH- AND 21ST-CENTURY IN KAZAKHSTAN
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Cseriiana Ke6xxaHoBa

O6inxan Kacrees arbinnarsl MeMieKeTTiK oHep Mypazkaribl
(Anmatol, Kazakcran)

AxxapkbiH Kymap6aesa

O06inxan Kacrees arbinnarsl MemyeKeTTiK oHep MypazKaribl
(Anmatol, Kasakcran)

XX-XXI FACbIPJIAPAAFbl KASAKCTAHHbIH UHCTUTYLUOHANLODbIK KOPKEMAIK CbIHbI

AHpartna. Ka3akCTaHHbIH TaYenci3airi MeH MEMNEKETTIK ereMeHAIri XXaHa KOFaMablK KYpbIbICTblH,
YNTTbIH, AYHUETAHbIMbIHbIH, OHbIH, MOAEHUWETI MEH BHEpiHiH MaHbI3abl pedopMaTopbiK GakTopaapbiHa
alHanabl, OHbIH Heri3ri Kypamaac 6eniri OypbiHFbl CAsgcU MypaTTapbl aJIMACTbIPY KOHE ©3iHiH BTKeHiH
Mudonornsaumuanay 6onbin Tabbinagbl. KasakcraHga pecmu xoaHe belipecmu eHep 6ip-6ipiHe napannenb
eMip cypeai KaHe apTypAi KepMe anaH4apbiHAA KOMbInaabl, 6y Onno3nLMANbIK KOHIN-KYRLI )KOKKA
LWblFapabl, 6ipak eHep TapuxLwblaapbl MEH KypaTopaapbiH Kanaybl 60ibiHIWA 6enyai ke3aeiai.

KasakcTanaa weiFapMalubiiblk 6actamanapapl 6aibinTbl VbiHY XaHe BekiTy KaxeTTiniri 6ypbiHHaH
6ap. byn xeppe 6i3 «Tipkeyai» okuranapabiH, GOTo XaHe beliHeMaTepuasbl peTiHAe KapacTbipMaiMbi3,
6i3re 6acka MaHpI3Abl HOPCE — XXEKENEereH 3epTTeyLiNepaiH, WhiFapMallbliblFbIH TanAay, 0N
Ka3akCcTaHHbIH, KOPKEMAIK CbiHbl MHCTUTYTTAPbIHbIH, FbIbIMU BaFbITbl MEH LUbIFApMaLUbIbIK, Kypamaac
GeniriHiH AaMyblH KepceTea,.

byn makana XXI| facblpaarbl 6eiiHeney eHepiHiH, Ka3akCTaHAblK 60/MbICbIH TYCiHYre TannbiHbIC
60n1bin Tabbinaabl. XXekenereH 3epTTeyllinepait eHoekTepiHe CyieHe OTbIpbIMN, HEFYP/IbIM MaHbI3abl
UHCTUTYTTapAbl aKbIHAAY XaHe Ka3aKCTaHHbIH, KBPKEMAIK CbIHbIHbIH, XXETICTIKTEpPiH anemaik
KOFaMIACTbIKKA XeTKi3y MaHbI3abl 60/bin Tabbinaabl. Kasipri 3amMaHfbl @HepTaHyLbINapAbIH, HEri3ri
OarblTTapbl MEH YMTbIIbICTAPbIH YFbIHYFA )XaHE KapayFfa YMTbIbICTA 6i3 XeTeKLi 3epTTeywinepain,
KekenereH 6afbITTapbl MEH TaKbIPbINTapbIH aHbIKTAAbIK, Oy eKe 6ifiM MeH KyLuTapblK Npu3mMachl
apKbinbl KasakcTaHHbIH, KOPKEMUIK CbIHbIHA TOH CMMATTapAbl aHbIKTAY YLWiH HEri3i 60abIn Tabblnagpl.

TyiiiH co30ep: KepKeMAIK CblH, BHEP, KOHTEMNOPAPU BHEpI, HEpPTaHY Macenenepi, KOpHeKi MaAEHMET,
3aMaHaym 3CTeTuKa.

Aaiiekce3: KobxaHoBa, CBeTnaHa xaHe KymapbaeBa AkxapkbiH. «Ka3sakcTaHaarbl 20-21
FacblpnapAasbl UHCTUTYLMOHANAbIK eHep CbiHbl», Central Asian Journal of Art Studies, 9 Tom, N2 3, 2024,

6.16-32, DOI: 10.47940/cajas.v9i3.918.
Anrbic: “Central Asian Journal of Art Studies “ pegakumsanbik ankacbiHa, COHAaN-ak, aHOHUMAI

peLeH3eHTTepre anfbiCbiMbI3abl 6ingipeMis. AynapMa xacayra keMekTeckeHi ywiH Oxeimc MNepHre
(Okcdopa yHuBepcuTeTi/0binxaH Kacree atbiHaarbl KazakcrtaH PecnybnmkacbiHbiH MeMaekeTTik eHep
My3elii) epekiue anfbic.

Asmopnap Konwa3baHsiH COHFbI HYCKACbIH OKbIN, MaKyn0aos! xaHe Myddenep Kalilibl/bIFbl HOK
ekeHoieiH ManiMOelioi.
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[ocynaperBennblii My3ei nekyceTB um. AGblixana Kacreesa
(Anmarbl, Kazaxcran)

AxxapkbiH Kymap6aeBa

[ocynaperBennblii My3eii nekyceTs UM, AGbiixana Kacreesa
(Anmartsl, Kazaxcran)

MHCTUTYUMOHHAA XYAOXECTBEHHAA KPUTUKA KA3SAXCTAHA XX-XXI BB.

AHHoTaums. HesaBucumocTb KazaxcraHa v rocyaapCcTBeHHbIV CyBEPEHWUTET CTanu BaXKHbIMU
pedopMupyoLMMM HaKTOPaMMU HOBOTO O6LLLECTBEHHOTO YCTPOWCTBA, MMPOBO33PEHMS HaLMK, ee
KYNbTYpbl U MCKYCCTBA, MaBHOM COCTaBNSIOLLEN KOTOPbIX CTAHOBUTCS 3aMeHa NPEXHUX MOAUTUYECKMUX
nneanos n mudonornsaumsa cobcteeHHoro npowwnoro. B Kasaxcrane oduumanbHoe u HeoduumanbHoe
MCKYCCTBO XKMBET NapasnnensHo ApYr APYry v BbICTABASETCS HA Pa3HbIX BbICTABOYHbIX NOLLAAKAX, YTO
MCK/0YaAET OMMNO3MLMOHHbIE HACTPOEHMS, HO NPEeANonaraeT pasaeneHne B cepe MCTOPMKOB MCKYCCTBA,
KypaToOpOB MO NpeAnoYTEHUSM.

B KasaxcraHe naBHO Haspena HeobX04MMOCTb CEPbE3HOM0 OCMbICIEHUS U DUKCALMM TBOPYECKMX
MHULMATUB. 34ECH Mbl HE PACCMATPUBAEM «(DUKCALMIO» KaK HOTO M BUAEOMATEPUAN COOBITUN,

HaM BaXKHO [,pyroe - aHann3 TBOPYECTBA OTAENbHbIX UCCIeA0BaTENEN, LALLM KapTUHY HAy4YHOM
HanpaBNEHHOCTU U Pa3BUTUS TBOPYECKOW COCTABASAIOLLEN MHCTUTYLIMIA XYA0XKECTBEHHOM KPUTUKM
KasaxcraHa.

[laHHaa cTaTba ABNSETCSA MOMbITKOM 0CO3HAHMS Ka3axCTaHCKUX peannii M306pasnTenbHOr0 MCKYCCTBA
XXI Beka. BaxkHbIM CTaHOBUTCS onpeaenuTb Hanbonee 3Ha4YnMble MHCTUTYLIMM U [OHECTU A0 MUPOBOIO
Coo6LecTBa AOCTUXEHUS XYLOXKECTBEHHOM KPUTUKM KasaxcTaHa, ommMpasich Ha TpyAbl OTAENbHbIX
nccnenosartenei. B ctpemneHnm mocTMyb M paccMOTPETb OCHOBHbIE HAMpPaB/IEHUS U YCTPEMIEHUS
MCKYCCTBOBEA0B COBPEMEHHOCTH, Mbl BbISIBUJIM OTAE/bHO B3Tble HAMPaBAEHWUS U TEMATUKY BEAYLLMX
nccnenoBaTtenei, YTo NOCAYXXMT OCHOBOW A1 BbISIBNEHWS XapaKTEPHbIX YEPT XYA0XKECTBEHHON KPUTUKK
KasaxctaHa ckBO3b NpU3My MHAMBUAYANbHbIX 3HAHWI U NPUCTPACTUIA.

Knioyeseie coea: xynoxecTBeHHAs KPUTUKA, UCKYCCTBO, KOHTEMMOPAPH apT, Npobnemsl
MCKYCCTBOBEAEHWS, BU3YyanbHas KyNbTypa, COBPEMEHHAs ICTETHKA.

Ana yumuposarus: KobxaHosa, CBetnaHa un AkxapkbiH Kymapbaesa. «MHCTUTYLMOHHas
XypoxectBeHHas kputuka KaxaxcraHa XX-XXI BB.». Central Asian Journal of Art Studies, 1. 9, N2 3, 2024,
c. 16-32, DOI: 10.47940/cajas.v9i3.918.

bnazodapHocmu: Boipaxkaem rnybokyto 61aroAapHoOCTb M NPU3HATENbHOCTb PeAAKLMOHHOM KOernm
«Central Asian Journal of Art Studies», a Takke aHOHMMHbIM peLieH3eHTaM. Ocobas bnaromapHoCTb
[xerimcy MepHy (Okchopackuii yHuBepcuTeT/focynapCcTBEHHbIN My3eit uckycctB Pecnybnmku KasaxcraH
nmeHn AbbinxaHa KacreeBa) 3a moMOLLb C MePEBOAOM.
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[MPATMATU3M KAK
KYJIbTYPHASI MOJEJIb
TEATPAJIbHbIX
[MPAKTUK BCEBOJIOJIA
MEWEPXOJIbJIA U E)KU
'POTOBCKOIO

Ep6oa Tonen6epren!, Canrynb Kapxkaybaesa?

1-?Kazaxckasi HaHOHAIbHAs akaeMust HekyceTB nmenn Temnpoeka yKyprenosa (Anvarter, Kasaxcran)

AHHoOTauusa. Gusnyeckuii Teatp XX Beka 03HAMEHOBAH CEPbE3HbIMU YCTPEMNEHUSIMU K HOBATOPCTBY,
CMenbIM 3KCMEePUMEHTAM, U CEFOAHS NPeAcTaBaseT coboi 0LHO M3 BaXKHbIX HaNPaBAEHU MUPOBOTO
TeaTpasbHOro UckyccTea. OTpuLaHMe HaTypanu3Ma, UHTEpPEC K BU3yasibHOM 3CTETUKE U TeaTpasibHbIM
npakTukam BocToka, 0Tkas oT mpuMaTa C/I0BECHOCTM, CIOKMBLUENCS B KNacCMYeCcKol eBponenckom
TeaTpasibHOW TpaauLum, 6e3yCNOBHO Cbirpasiv BaXKHYHO posib B Pa3BUTUM PU3MUECKOro TeaTpa, ero
TeaTpasibHOW NpaKTUKe 1 Teopun. B cTaTbe ocMbicneHuto noasepratorcs «buomexaHuka» BceBonoaa
Meviepxonbaa u «®Dusmyeckne TpeHUHM» Exkn [pOTOBCKOro Kak ABe K/toueBble CTpaTernm puanyeckoro
TeaTpa NpOLUNOro CTONETHUS, CTaBwMe GyHAAMEHTOM TeaTpanbHOM Neaaroruku, Teopumn Teatpa u
METO[0/10rMY€eCKOM NNaTdopMbl NPenoAaBaHUs TaKUX TeATPasbHbIX AUCLUMMIUH Kak aKTEpPCKoe
MacTepCTBO M OCHOBbI PEXXMCCYpPbl. MeToAb! ABYX BENUKUX PEXMCCEPOB PACCMOTPEHbI B KOHTEKCTE
naev Heomo3MTMBM3MA M MParMaTM3Ma, KOTOPbIM MOABEPIAACh KyNbTypa NepBoi YeTBEPTH NPOLLIOro
BeKa. B TeaTpe 3TOT NOBOPOT 6bl1 03HAMEHOBAH NEPEXOLOM OT K/IAaCCUYECKOTO paLMoHann3mMa K
MOCTHEK/IaCCMUYEeCKOMY NparMaTu3My Kak HOBOM KynbTypHOM Mogenun XX Beka.

B kauectBe MeTomonormyeckol 6asbl, CIOXKMUBLIENCS B HUNOCOPCKOM AUCKYpPCE TENECHOCTU
dur3nyeckoro TeaTpa XX BEKa, MOXXHO OTMETUTb KOHLENTYaslbHble MAEeW NparMaT13Ma C OpuUeHTaLmen
Ha [LOCTUXXEHUS B KOTHUTUBHOW ncuxonorun. Ocoboe BHUMAHUWE yaeNeHo aHan3y 3CTETUUYECKUX U
dUNocodCKMX B3MNSA0B PEXUCCEPOB, U UX KOHLENTYaNIbHOW NPOSBIEHHOCTU B PEXMCCEPCKMX METOAAX
(hOpMMPOBaHMS HOBOTO TUMA AKTEPA, MOBOPOT K HOBOW CLIEHMYECKOW 3CTeTuke. MccnepoBaHue
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BK/IOYAET B cebs MCTOPUYECKMIA aCMeKT mparMaTM3Ma U NCMxonornsma Gu3nMyeckoro Teatpa, npoBeAEH
CPaBHUTENbHO-COMOCTaBUTESbHbIN aHaNIM3 METOA0B aKTEPCKOW NMOArOTOBKM, B3aMMOCBA3b EBPONENCKNX
TeaTpasbHbIX LIKO/ C BOCTOYHbIMM TpaauumaMu. Pabota conepXut 0630p coBpeMeHHbIX MCCnefoBaHUiM
no LaHHOW TeMe, a TaKXKe BbIBOAbl M PEKOMEHAALIMM MO MCMOJIb30BAHMI0 METOA0B HB1OMEXaHUKM
Meviepxonbaa n GusnMyeckux TpeHMHroB POTOBCKOrO B Ka3axCKOM TeaTpe U B Neaarornyeckon

cucTeMe TeaTpanbHoro obpasoBaHus. MoBOpoT GU3MYECKOro TeaTpa K NCUXON0MM3MyY U MparMaTusMy
TeNecHoro NoBeAeHus, 0CBOEHNE BHYTPEHHUX MEXAHWU3MOB, MOBAMABLLMX HA HOPMATUPOBAHWE TENECHOWM
NAACTUKON CIOXKHbIX TPAHCCMbIC/IOBbIX KOHCTPYKLIMI, FPaHMLbl BO3MOXHOCTEN YeT0BEYECKOro Tena - BCe

3T BOMPOCHI NPEACTABAAOT COO60M Manon3yUeHHbIW NaCT, TPEOYHOLWMI AanbHENLEro yriy6aeHHoro

OCMbICNeHus.

Kntoyessie cnosa: dnsnyecknin Teatp, unocodus Teatpa, TENECHOCTb, KUHETUKA M anmapar akTépa,
PEXMUCCEPCKME CTPATErUM, METACUMBOJI, KOHLLENTYann3M.

Ans yumupoeanus: TenenbepreH Ep6on n Kapxxaybaesa CaHrys. «[parMaTv3M Kak KynbTypHas
Mogzenb TeaTpasnbHbIX NpakTuk B. Meiepxonbaa u E. TpotoBckoro». Central Asian Journal of Art Studies,T.

9,N2 3, 2024, c. 33-54. DOI 10.47940/cajas.v9i3.880

bnazodapHocmu: BbipaxaeMm rnyboKyt Npu3HaTeNbHOCTb M 61aroaapHOCTb pefakLmMm XXypHana
«Central Asian Journal of Art Studies», a Takke aHOHUMHbIM peLieH3eHTaM.

Asmopel npoyumanu u 0006punu OKOHYamesbHolli 8GPUAHM pyKonucu U 3aseasom 06 omcymcmauu
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BBepeHue

MHAMHKa XYJ102KECTBEHHBIX MTPOLLECCOB
ﬂn MHTEpPEC K BO3MOXKHOCTSAM
HeBepOaJIbHbIX CPEJICTB B KA3aXCKOM
TeaTpe - B paBHOH CTENEHH OTpaKaeT

KaK KJlacCUyecKue TPAIULIUK, TaK 1
HoBaTopckue noucku. CerojiHsi HanboJee
MHTEpECHbIE TeHJEHIUH POXKAAIOTCS Ha
nepeceyeHUH TPAJAUIIHOHHOTO H HOBOTO
tdopmaToB. CoBpeMeHHbII TeaTp BCé
JaJiblie YXOJIUT OT HappaTHBa, a 3pUTeJb
BCE OOJIbLIE TATOTEET K BU3YyaJbHOH
3CcTeTHKe. BU3yaslbHOCTb H CHHKPETHYHOCTh
— Te OCHOBOTIOJIATalolI1e HarlpaBJAeHHUs,
KOTOPbIE CETroJIHsl aKTUBHO BJIUSIIOT Ha
(hopMHpPOBaHHE HOBBIX Xy02KECTBEHHbBIX
MPUHLMIIOB, HOBOTO «SI3bIKA» W CTUJIUCTHKH
Kazaxckoro tearpa. HbiHelnnsist aroxa,
oxBaueHHasi OYpPHbIMH COLLMOKYJIbTYPHBIMH
TpaHchOpMaLUAMU U XYJ102KECTBEHHBIMU
IKCTIepUMEHTaMHU TaKXKe U B cepe
TeaTpasbHOro UCKYCCTBA, aKTyaJlu3upoBaJa
YCTPEMJIEHUS PEKUCCEPOB K TICUXOJOTU3MY
B 1lepejiaue BHYTPEHHETO COCTOSIHUS TePOEB
B HeBepOabHOU CHMBOJIHKE.

OTnpaBHO# TOYKOH B aHAJTUTHKE
CYLLECTBYIOLLETr0 MHOroo6pasusi
JKaHPOB, TeaTpasibHbIX GOPM U COOLITHH
B IMCKYPCHBHOM (POKYyCE - BBICTYNAIOT
npo6JieMbl oUcKa HoBoro hopmara
COLMAJIbHBIX KOMMYHHMKALIMH KaK
HOBOH «Mojiesi1 MbllIeHus1». HoBast
TeaTpaJsibHasi apajurma U «3puTesibCKUi
MOJIyC>» BbISIBUJIM TVIABHYIO TEHAEHIIMIO
JIBH2KEHHST COBPEMEHHOr0 TeaTpa B
HarnpaBJeHUH € peakTyau3alluu cJoBa» - K
NpUMaTy BO3MOKHOCTEH MIaCTHUECKOTO
s13bika Tesia (Xane-Tuc Jleman). Ecou
OLLYLIEeHHsI TUCKOMMYHHKALIMK B KYJIbType
NpepblIylIero CToeTHs, HauboJsee
OTYETJIMBO MPOSIBUIUCH B PUIOCOPUH
«HOBOH JipaMbl», TO (yHIaMeHTabHbIe
TpeOGOBaHUS B MOJIEPHU3ALMHN < MOJIEJH
CO3HAHHUS U MbILIJIEHUST» HOBOH
TeaTpasibHOM 3T0XH BbIABUHYJIH HA MEPBbIH
MJ1aH BU3YyaJsIbHO-BHCLepa/IbHBI hopmat
¢usnueckoro teatpa. C oHOH CTOPOHBI,
rcyessa kECTkasi oBecTBOBaTe/bHAas
JIOMUHAHTa MOCTApaMbl, C APYroi, Kak
0KasaJsloch, He KaxK/bli 3pUTe/Ib TOTOB K
nogl06HOH CBOOOJIE OT CIOKETHBIX PAMOK.



1 xoTs Ta smoxa y»Ke 3aKOHUHJACh, HO
OTKPBITbIE 3THM LIUBUJIM3ALUOHHBIM
THIOM MOCTJPaMaTHUECKUE METO/IbI
NPOJOJIKAIOT U CErOJIHSI BbI3bIBATH XKUBOH
MHTEpEC U UCMOJb30BATHCS MHOTMMH
MOJIOIBIMH PEXKUCCEPAMHU KA3aXCKOT0
Teatpa. XoTs, ecyid ObITh 0O HEKTUBHBIMH,
TO Ka3axcTaHCKasi TeaTpaJsibHast HUILIA

B 9TOM HarpaBJIeHUH - TPAKTHUECKU
cBoboaHa. BeposiTHO 3TUM 00bsicHsieTCS
1 HeJlocTaToyHasi pa3paboTaHHOCTh

TeMbl PU3UYECKOTO TeaTpa B Ka3aXCKOM
TeatpoBesieHud. Bo Besikom cayuae,
UCC/eI0BAHUI B IJAaHHOM HarpaBJeHUH — He
MHOTO.

1 tem He MeHee, sioGast HayKa 3TO BCero
JILLb «cxeMa». ToJibKo »KUBast MpakTHKa
(pu3nUeCcKoro TeaTpa, ¢ ero uaesiMu
«OCO3HAHHOCTH» aKTEPCKOTO JIEHCTBUS
He pedhJIEKTOPHOTO XapakTepa W HOBOH
MOJEJIM BUIEHHUS, MOYKET «00eCeunuThb»
CLEeHUUYEeCKOoe JIENCTBHE MHOXKECTBOM
CMbICJI006pAa30BaHUN U MOATEKCTOB, UTOObI
«B KaxKJIOM HOBOM CBepII€HHH HAMTOJHHUTh
CTEKTAKJb <}KUBBIM COJIEPIKAHUEM »
poXK/ast 3aralouHyt0 MHOTOBAJIEHTHOCTb €ro
CMBICJIOB.

OcCHOBY KOMMYHHKATUBHOH MOJIEJIH
(hu3nuecKoro TeaTpa rnpejacTaBJsier
HEMOoCPEICTBEHHbIH 0OMEH XKUBbLIMH
IMOLIMSIMH Yepe3 BU3yasIbHOCTD TeJIECHBIX
o6pasoB. He uccsikatouuii TBopueckui
MHTepeC K PU3MUECKOMY TeaTpy JIEKHUT
B €r0 HeHcuepraeMbix BOSMOXKHOCTSIX
«roBOpuThH>» 6€3 caoB. Mccnenoparensamu
Tearpa 3amevyeHo, 4To NojoOHbIE CHTYallUK
BO3HUKAIOT B 1€PeJIOMHbIE MOMEHTbI
3MOXU», B TAKOE BPEMs, KOTJIA «OLyIAETCs
NeUIUT CJ0B U, GoJiee TOro, 0CO3HAETCs
HeJ0CTaTOYHAs HAMIOJIHEHHOCTh CJI0BA,

a MOTOMY Ha MEPBbIN TJ1aH BBIXOJUT
BU3yaJlbHOE HCKYCCTBO, Hecylllee
uHhopmaluio B 6oJiee 3aKOIMPOBAHHOM,
HO OCTYMHOM Bujie. FIMeHHO BHU3yaJsibHble
MCKyCCTBA HanboJiee TeCHO CBSI3aHbl

C CaMbIM JIPEBHUM UHCTPYMEHTOM
BbIPA3UTEJIBHOCTH - U€JIOBEUECKHM
TeJIOM, KOTOPO€ U CTAHOBUTCS CYObEKTOM
BbIPayKeHHUsI IyXOBHOTO MOTEHIHAIA» .

SI3BIKOM Tes1a MOXKHO pacCKasaTb O MHOT'OM:

OT 6€3HPABCTBEHHOTO 10 60KECTBEHHO
BBLICOKOIO, O HU3BMEHHbIX HHCTHHKTAX U

0 BbICOYAHLIMX yXOBHBIX YCTPEMJICHHUSIX
yesioBeKa. ATo - IPUOPUTETHBIE
HarnpasJIeHUs }KHBOTO TeaTpa: TeaTpa,
YCTPEMJIEHHOTO K BbICILIEH peasbHOCTH, K
MO/UTMHHBIM YYBCTBAM M OUMCTUTEJILHOMY
KaTapcucy.

Hapsiny ¢ 0603HaueHHBIMU acrieKTaMu
(hM3MueCcKOro TeaTpa, OCHOBAHHBIMU
Ha ero MJacTuyecKol JTOMHHAHTe,
BeJlyLLIUMH TEOPETUKAMU TeaTpa —
yKa3bIBAaeTCs MparMaTuaM, HO He Kak
«aKaJieMuyecKasi TpaJMLMs U laxKe He
(hHs10cODCKUE PUHLMIT» & 110 BbIPaXKeHH IO
aMepUKaHCKOro (pusocoda, TeopeTnka
nparmatusma J[>koHa JIblon «kKak HeuTo
6osblilee, Kak «oOpa3 :xku3uu» (way of life)
(Dewey.J).

[Iparmartuam pusuyeckoro
Tearpa XX BeKa, BOZHUKIINHN KaK
MHTEpPeC TeaTpajbHOro HCKyCCTBA
K HernocpeJICTBeHHON pu3niecKon
MPOABJIEHHOCTH aKTEpa uepes
JleiCTBHE, IBU2KEHUE, MUMUKY H 2KECTbI,
AKTHBHU3HUPOBAJ 3TY MPOTHBOINOJIOKHOCTh
CJIOBECHO-JINTEPATYPHOHU TPAAULUH B
MoYe PKHYTOM OTPULLAHUH KaKOTro-J160
HappaTHBa B BUJIE TEKCTOB HJIH IMAJIOTOB.

PaccmoTprm 6a30Bble XapaKTePUCTHKH
nparMaTiku usnueckoro Teatpa XX Beka:

1. Cokpallenue 1CnoJb30BaHUs CIOB
M TEKCTa B MOJIb3Y HEMOCPEICTBEHHOTO
(bHU3HUYeCKOTO BbIpaXKeHHs. AKTepbI
MCMOJIb3YIOT CBOE TEJIO U IBU2KEHHE, UTOObI
nepeiaTh SMOLMH, HleH U COOOLIEHHUSI.

2. YueT MeXKyJIbTypPHbIX 1
MEKIMCLUIIMHAPHBIX MOIXO0B.
[Iparmatusm duanyeckoro rearpa
AKTHBHO B3aUMOJIEHCTBYET C IPyrHMH
(hopMaMK UCKYCCTBA, TAKMMH KaK TaHell,
nJlacTHYecKasi MUMHKa, My3blKa 1
BU3yaJsibHble HCKyCCTBa. BunsiHue apyrux
KYJIbTYP U TPaHLIHH.

3. OTKa3 oT WI03UH U (OPMasILHOTO
TeaTpaJsibHOro nojxoja. B otiuyue ot
KJIACCHYECKUX TeaTPOB, 1ParMaTH3m
(hM3MUECKOTO TeaTpa yCTpeMJIsieTcs!
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K PeasibHOCTH U MIIET HCTHHHOCTh
BbIpakeHHsl. MoxKeT BKJII0UaTh
MCnoJib3oBanue HeopMasbHbIX
MPOCTPAHCTB, HEOOBLIUHBIX PEKBU3UTOB H
HeCTaHapPTHBIX METOJIOB aKT€PCKOH UIPHI.

4. DKCrepuMeHT U MCCIeloBaHUE.
[Iparmatiam hu3ndecKoro TeaTpa MOKHO
OTHECTH K UCCJIe0BaTe/IbCKOH hopme
MCKYCCTBA, MOCKOJIbKY CyTh T€aTpPajbHOTO
MCKYCCTBA B €r0 YCTPEMJIEHHOCTH K HOBOMY:
HOBBIM MeTOJ1aM, HOBbIM MOJIXOJ1aM, HOBOMY
13bIKY, HOBOH CTHJIMCTHKE.

Bromexannyeckasi TeXHMKa
MPOTHBONOCTABJISIACK APYTUM LIKOJAM
AKTEPCKOMN UTPbI: OT BHEILIHETO JIBHKEHHS
K BHYTpeHHeMy. AKTép-6HoMeXaHUCT
no MeitepxoJibiy 10J12KeH 06J1a/1aTh
MPUPOTHON CTOCOOHOCTBIO K pehieKTOPHOH
BO36YIMMOCTH U (PU3UUECKUM
COBEPLIEHCTBOM (TOYHBIM [JIA30MEPOM,
KOOPJIMHALIMEH IBUXKEHHS, yCTOMYHBOCTDIO
u T.71.). Co3nanuble Meiiepxosibiom
TPEHUPOBOUHbIE OMOMeXaHHYeCKHe
3TIO/Ibl PEJICTABJSIOT OOIILYI0 CXEMY:
«0TKa3» — JIBUzKEHHE, TIPOTHBOIOJOKHOE
1leJIM; KUFPOBOE 3BEHO» — HaMepeHue,
OCYLIEeCTBJIEHHE, PeaKIHsl.

C of1HOH CTOPOHBI, B CBOEH
TEOPeTHYECKOH YacTH TeaTpasibHast
OrOMexaHuKa OrupaeTcsi, Ha
MICHXOJIOTHYECKYI0 KOHLIEMIHIO VY.
Jxeitmca (0 mepBUUHOCTH (hU3HUECKON
peaxiyH 1Mo OTHOLIEHHIO K PeaKluu
9MOLIMOHAJILHOM ), HA pedh/IeKCONOrHIO
B. bexrepeBa u skcnepumenTsl M.
[TaBnoBa. C npyroii, GuomMexaHuka
npejcrapJ/sieT co6oi npuMeHeHue B cepe
AKTEPCKON UTPbl UeH aMePUKAHCKON
uikoJbl nocienopareser @. Teinopa
«Tednopuzauuto Teatpa» «Ilockosbky
3ajadell Urpbl akTépa siBJsieTcst peaudauus
OTpe/IesIEHHOTO0 3a/JaHHSsl, OT HETo
TpeOyeTcsl SKOHOMHUS BbIPA3UTENbHbBIX
CPEJICTB, KOTOpast rapaHTHPYeT TOYHOCThb
JIBUZKEHUH», TO €CTh - PEaKTHBHOCTh
peaJi3alliu pexKUCCEPCKOro 3aaHust
(B.2.Meiiepxosbn).

Kak Bumum, «buomexanuka» B.
Metiepxonbia npeacrapJsieT coO0i

cHCTeMY TPEHHUPOBOK U METOJI0B
aKTEPCKOH MOArOTOBKH, HaNPABJIEHHBIX
Ha co3aanue 0co6oro pU3UUECKOro sA3blKa
Ha cueHe. JIOMHHAHTHBIM TPUHLIUTIOM
MeHePXObI0BCKONH OHOMEXaHHUKH
BbICTyIaeT PaLlHOHAJU3M, TPH KOTOPOM
BHYTpPEHHHE NepeKUBAHUSI U SMOLUH
nepcoHaxa rnepeialnTest MoCpecTBOM
MaKCUMaJIbHO « 5KOHOMUYHON »

KUHeTHKH akTépa. Ha ocHoBe HayuHOH
OUOMEXaHUKH, U3yUeHHsI TOBEJEHUECKOM
MOJIEJIH U BUraTeJIbHBIX MEXaHU3MOB
4eJIOBEYECKOro TeJa, a Tak:Ke akTHBHOIO
MCI0JIb30BAHUST TPOCTPAHCTBA H 0OHEKTOB
Ha clieHe MeilepxoJibiy ynanoch

CO3/1aTh IMHAMUUHbIE U SKCIIPECCHBHbIE
MOCTAaHOBKH.

«Pusnyeckre TpeHUHIH» E.
['poToBcKOro GblIM CBOCOOPA3HBIM METOJIOM
TICUXOJIOTHYECKOH MOJArOTOBKH aKTépa yepes
AKTUBHYIO (PU3HUECKYIO MPOSIBJIEHHOCTD. B
NepPBYIO Ouepe/ib €ro HHTepPeCcoBaJl BOIPOC
«Kak st1o cnenath?». Ilns I'poroBekoro —
METO/l U UCITOJIHUTEJ/IbCKAs ICTeTHKA aKTEépa
— 3TO 110 OOJIbLLIEH YACTH IBA PA3HBIX
noustusi. Besen 3a AHToHeHoM ApTo,

OH CUHTaJI, YTO «CYLIECTBYET peasbHblH
napaJijiesIu3M MexKy YCHJIMeM ueJioBeKa,
coBepliatollero gpuanyeckoe 1eHcTBHe,

U €ro MCUXUYECKUMH MPOLLECCaMHu.

B resie cyuiecTByeT HeKHH LEHTP,
yIpaBJSOILUA peakKUMsAMH KaK aTjieTa,
TaK U akTépa, CTpeMsILLLerocst BbIpasuTh
ncUxXuuecKoe JelcTBre». ' poToBCKOro
MHTEpecoBaJjla He TOJIbKO BHELIHSSA
KHHETHYeCKasl 9KCIIPECCHBHOCTb aKTépa,
HO W €ro BHyTPEHHSIsl COCPEIOTOUEHHOCTh
¥ SMOLIMOHAJIbHAST HACBILLEHHOCTh
sHeprun. Ocobblil aKIEHT B €ro TPeHUHrax
CTaBWJICS HA Pa3BUTHE CUJIbI, TMOKOCTH,
BBIHOCJIMBOCTH aKT€pa, Ha KOHLIEHTPALIUIO
1 KOHTPOJIb HaJl TesIoM. B pesysibTaTe akTép
npro6peTas 60blIyI0 PU3HUECKYIO U
IMOLMOHAJIbHYIO THOKOCTb, UTO T103BOJISI/IO
emy sipue u ybeuTebHee nepeaarhb
PEXKHUCCEPCKYIO HIIEI0 H «BU3YaJIM3UPOBATH»
TICHXOJIOTHIO [TepPCOHazka Ha CLeHe.

Tpenunru I'potoBckoro npotin
«00KaTKy» B Pa3HbIX CTPAHAX H aKTEPCKHUX



tpynnax XX Beka U 0KasaJ/ii CyLIeCTBEHHOe
BJIMsIHUE HA pa3BUTHE (PM3HUECKOrO TeaTpa
BIIOTb JI0 COBPEMEHHOCTH.

MeToabl

J11s1 3chheKTHBHOTO OCMBICTIEHHUST
BOMPOCOB MPAKTHKU (DU3MUECKOr0 TeaTpa B
KayecTBE METOJI0JIOTHUECKOTO TIPHOPHUTETA
MCCIIEIOBAHUS TIOCTYKHJIH W
nparmMatuama. Best KysibTypa npotiioro
CTOJIETHSI IPOHUKHYTA TJ100aJIbHBIMH
M3MEHEHHSIMH B MUPOBO33PEHHH
yesioBeuecTBa. B TeaTpe TOMUHUPYIOUIMMU
cTaJsiv Waeu nparmaruama. Hesoeveckoe
MBbllIJIeHHe HAUYMHAIOT paccMaTpUBaTh
CKBO3b 3Ty NPU3MY KaK HaydHOe H
dunocodekoe nosuanue JMoObIX Gopm
JIeATEILHOCTH, KOTOpble HAaIpaBJ/eHbl

Ha JIOCTHKEHHE MPAKTHUECKOTO
pesysibTaTa, B TOM YHMCJIE ¥ TBOPUECKOTO.
Hauasu akTuBHO paspabatbiBaThes
METOJIbl, OPHEHTHPOBAHHBIE HA

M3yueHHe aianTaludoHHbIX CPECTB
yeJI0BeYeCKOro opraHu3Ma K BHelIHel
cpesie. Ocobyto MonyasipHOCTb MOJTYUHJTH
uocodcekne Tpyibl, B KOTOPBIX
nparMaTHaM BOCIPUHUMAJICS KaK METOJL
NPOTHUBOIIOJIOXKHBIN PALMOHAJIU3MY.

C TouKM 3peHHs TparMaTuama
aHAJIM3UPYIOTCS TaKKe MeTaU3nIecKre
npo6JieMbl Kak rnpodJema cybcTaHinm,
MaTtepHasnuama, 1enecoo6pasHoCTH,
COOTHOILIEHHE TparMaTuaMa 1 3paBoro
CMbICJ/Ia, TparMaTiaMa v ryMaHu3ma u T.J1.
[TosiBaisiioTCst TPY/ibl TPAKTUKOB CLIEHBI,
OCHOBaHHble HA KHHE3HOJIOTHH — HayKe,
M3yualollleil MbllIeUHOe ABHKEHHE, IS
yray6/IeHHOTO 0CO3HaHHSs! COGCTBEHHOTO
TeJsla i BO3MOXKHOCTEH €ro UCMoJb30BaHMSI.
31ech HeOOXOMMO YIOMSIHYTh «Teatp

AYTECHTHYHOTI'O 2KeCTa>» HJIN <<T21HLL1'IJ'[OLU,HIIK8

Jlabana» (1923—1926) Pynosibda
Jlabana, Mpwmrapna baprenuedd, a takxke
cosJiateJist yHUKaJbHOH CHCTEMbl YUCTOH
naHToMuma» dtbeHa Jlekpy u ap.

[To cytu, nparmaTnam uanuecKoro
TeaTpa poxaaJcs Ha rnepeceyeHun
pa3HbIX KOHTEKCTOB: (DU3HYECKOTO,

TMICUXOJIOTHYECKOro, MeTaboIMuecKoro,
sMoLMoHanbHoro. K 6oJiee Toro,
napajurmasbHble U3MEeHEHHUs, B CBOIO
ouepe/ib MOBJHUSJIN HA CTAHOBJIEHHE
HOBOT'O B3IVIsIIa B TPAKTOBKE
MOCTPaMaTHYECKUX HHTEHLHH,
BHEHAPPATHUBHYIO MPEAMETMETHYIO
JIOMMHAHTHOCTb CLEHHYECKOTO 513bIKa,
JIXOTOMHIO B3aHMOOTHOLLEHUH MeXKTy
hopMmoii U cofiepKaHueM B PU3HMIECKOM
Teatpe. TeaTpasibHasi mparMaTuka
BUJIUT B CLICHHYECKOH TpaKTHKe
HauboJsiee yOeauTebHYI0, BU3yadbHO U
YKU3HEHHO JIOCTOBEPHYIO MPOSIBJEHHOCTh
yeJioBeyecKol cylHoctH. [Tocpenctsom
BM3yaJsIbHOTO s13blKa CBOETO TeJ1a -
AKTEP AAET JIMUHYIO OLIEHKY I10CTYIIKaM
reposi, cnocoOCTBET HEMPOTHBOPEUUBOH
MHTEprpeTally CEHHYECKOro
coObitusi. CJiefloBaTeNbHO, BBICTyNAeT
HEKHUM peJIeBaHTOM W METaCHMBOJIOM
peasibHOCTH YesI0BeYeCKHX OTHOLLIEHNH B
pasbIrpblBAEMOM Ha ClLieHEe MPEeACTABIEHNH.
B kauecTBe caenytouiei
METO/I0JIOTHIECKOH 6a3bl ObLT BbIOpaH
KOTHUTUBHBIN MOJXOJL, UCCIeI0BATENbCKUN
(hOoKyC KOTOPOro OPUEHTHPOBAH Ha
NPOLLECChl MbILLIJIEHHST U BAPUATHBHYIO
MHOKECTBEHHOCTb HHTEPIpEeTalUi
CLEHHYECKOTO JIefiCTBUS HeBepOaJibHbIM
S3bIKOM (DU3NUECKON KHHETHKH aKTépa.
KoruuTnsHasi Mojiesib MeTarno3HaHus 1
MHTeprpeTally MPUHIIUITOB TBOPYECKOTO
MBbILLIJIEHHS B TOCTPAMe T103BOJMJIA
paccmaTpuBaTh peHoMeH (hU3UUECKOro
TeaTpa Kak Xy[0KeCTBEHHOE sIBIeHHe
1 KaK XyJ102KeCTBEHHOE 11eJ10€,
(hopmupyloliiee 1 BomIoLiatolee
XyJ102KeCTBEHHbIE HIeH B HeBepOabHbIX
tdopmax. B moctnpamaTnueckom
acriekre 1ogo0Hasi TBopyeckasi MojieJb
JIEMOHCTPUPYET IMXOTOMHUECKYIO TPUPOJLY
1 TICUXO(HU3UOJIOTHYECKYIO JIOTHKY
CYLLECTBOBAHUS AKTEPA Ha CLIEHE.
TpeboBaHusi K 00 bEKTUBHOCTH
OCMBICJICHUST peaJsinii (PU3NIeCKOro
TeaTpa akTyaJM3upOBaJM 3arpochl B
OTHOIIEHHUH YHU(DUKALMU U KJAacCUDHUKALIUH
Hay4HbIX WJEH JI/151 TPUBJIEUEHUST TAKXKE

MEXANCUMNAUHAPHBIE MCCNELOBAHUSA MCKYCCTBA LLEHTPAIbHOM A3UN i CAJAS Volume 9. Issue 3. 2024



MEXANCUMNAMHAPHBIE UCCNELOBAHWNSA MCKYCCTBA LEEHTPA/IbHOM A3MM ! CAJAS Volume 9. Issue 3. 2024

METOL0JIOTHYECKOH 6a3bl TeaTPOBEACHHUS,
a HMEHHO TeaTpaJsibHOH aHTPOIOJIOTHH

¥ CEMHOTHKH TeaTpa. Bripakasich
cioBaMH (hpaHILy3CKOro MCHXoaHaJuTHKa,
¢dunocoda yKaka Jlakana «crekrakib
JIOJIKEH TTOPOKIATh TEKCThI HE JIJIs1 UTeHHUs,
a Jyist nonumanusi». ['1o cyniecty, Ha
cleHe J1t000e JIeficTBHE COePKHUT B cebe
HEKHH €« CUMBOJIMUECKUH PErUCTP» U
«JIMIIb aNeJISAIHS K CHMBOJY CIOCOOHA
HeNpoOTHBOPEUYHBLIM 00PA30M OMUCATh
peasibHOCTb UeJOBEUECKUX OTHOILIEHUI».
[TosTomy TeaTpoBeueCKUH MPUHIHTT

B aHAJUTHKE PU3HUECKOro TeaTpa Obli
JIOTIOJIHEH PACCMOTPEHHEM TAaKUX KaTeropu
KaK METACHUMBOJI K KOHIIETTyaJs bHbIH
CHMBOJI.

B metononoruueckom niaxe, a Tak:ke
U151 OLIEHKH BJIMSTHUS PA3JIMUHbBIX METOJIMK
Ha KauecTBO W BO3/ICHCTBHE CIIEKTaKJs HA
3pUTEIs], C TOUKH 3peHHst 3PPEeKTHBHOCTH
1 Xy/I02KECTBEHHOH LIEHHOCTH
TeaTpasibHbIX MOCTAHOBOK, LIEHHbIMH
MPEJICTABJSIOTCS TPY/ibl H3BECTHBIX
MPaKTHKOB H TEOPETUKOB MUPOBOTO
Teatpa. JTo - TeOpHsl TeaTpasbHOCTH
H.EBpeunona; my3bikasbHasi
putmuka . yKaka-/lenbKkposa;

TEOPHUS! COLIUOJIOTHUECKON Mapaanurmbl
(cuMoJsInuecKuil HHTepakuroHuam ) Mpeunra
['ocpmana; Teopust BbIpa3UTEJNbLHOCTH MM
scTeTHUecKast Kontenuus C. diseniureina;
¢usocodus TesecHOCTH (6yTO) UK CHHTES
Tes1a M BooOpaxkenusi T. Xunzukara u O.
Kangyo.

Paboune HHCTPYMEHTHI aKTEpa — 3TO €ro
coOCTBEHHAs ICUXOPU3UOJIOTHSI: €r0 TeJlO,
MJIaCTHKA, MOTOPUKA, TOJIOCOBBIE TaHHbIE
(KIS, CBSI3KH, IbIXaTeIbHBIH anmapar),
My3bIKaJIbHbIF CJIyX, 4yBCTBO PUTMA,
9MOLIMOHABHOCTD, HAOMIOAATEIbHOCTD,
naMsiTh, BOOOpaXKeHHe, SPYAULUS,
CKOPOCTb peakUHH U T.1., T.€. aKTépckasi
anrponosiorusi. CjenoBaresibHO, npodaema
3aKJII0YAETCs B MOIbEMe GHOJIOTHYECKOTO
1 TICHXO(U3HOJOTHYECKOro MeTo/la akTépa
Ha ObITOBOH M COLMANBHBIN YPOBEHD;

B CTEIEeHH y4acTHsl B CO3HaTeJ/IbHO-
TBOPYECKOM Tpolecce npeodpazoBaHust

MHpa, B COLHAJILHON ACHCTBUTEJLHOCTH U
HOBBIX BO3MOXKHOCTSIX.

AkTépbI, OCcBOUBIIHE (DU3HUECKHE
TPEHHUHIH, MOTYT CO3/1aBaTh yOeIUTE/bHbIE
1 SMOLMOHAJIBHO HaChIleHHblE 00pasbl,
0Cs13aeMO MepeiaBasi 3pUTeIAM -
BHYTpPEHHUI MUp nepcoHaxked. Takue
MOCTAHOBKH MOTYT ObITh 0COOEHHO
BIICUAT/IAIOLMMH B IMHAMMYHBIX CLIEHAX
U ICHCTBUSIX, IJle aKTEPbl HCTIOJb3YIOT
MPOCTPAHCTBO U JIBU2KEHHE C LIeJIbIO
BU3yasiu3aln MeTacMblicaoB. C apyroi
CTOPOHBI, TeaTpaJibHble TOCTAHOBKH,
OCHOBaHHbIE HA COBEPIIEHCTBOBAHHU
npoeccHoHalbHOro MacTepeTBa akTépa,
TeXHUKE BHELLIHEro U BHYTPEHHEro
NepPeBOIJIOILIEHHS BXOKIEHHS B TO
WJIK HHOE 3MOLIHOHAJIbHOE COCTOSTHHE,
OpPHEHTHPOBAHbI HA [JIyOUHY SMOLIUH Y
BHYTPEHHHUH TCUXOJIOTH3M. A 3TO yKe
Jipyrasi 3cTeTHKa.

Kak Buaum, nparmaTuam, B CBOUX
MCXOJIHBIX METO/IOJOTHUECKUX YCHITUSIX
OpHUEHTHPOBAH Ha (popMHUpOBaHHE
3¢ (eKTUBHON TEXHOJIOTHH AEHCTBHH B
JII0O0M, HOBOH JI/Is1 YeJIOBEKa CUTYalIHH,
KOTOPYIO MOXKHO XapaKTepHU30BaTh Kak
npo6Jiemuyto. B 310l cutyanuu - BaxKHo
He CTOJIbKO 00J/1alaH|e y2Ke TOTOBBIM,
YCTOSIBILIMMCSI 3HAHUEM, CKOJIbKO 0OpeTeHHe
COOCTBEHHOTO OMbITA JI/151 TPUMEHEHHS]
UMEIOLLMXCA 3HAHUH U MOJIy4eHHsT HOBBIX.
[Ipu nparMatuyeckom Mojxoje, CMbICII -
peanusyeTcs Kak BbIOOp NMPeIouTeHUH
foJiee ONTHMAaJILHOTO crocoba pelleHHUs
3anaun. O6e TejiecHble MPAKTHKH,
AKIEHTHPOBAHHBI HAa (PU3UUECKON CHIle,
JIMHAMMKe JIeHCTBHS, Ha PUHLIMIIAX PUTMA,
NPOCTPAHCTBA U IBUKEHHS], CTPEMSITCS
K IPKOH H 9KCIPECCHBHON aKTEPCKOH
urpe. AKTEpbI, HCMOJB3YIOT YIIPaXKHEHUS
U TEXHUKH, HallpaBJeHHble HA pAa3BUTHE
MJ1aCTUYECKON BbIPA3UTEJLHOCTH U
SHEPrHYHOCTH B UCIIOJIHEHUH PoJIeH.

B B 06eux sHepromnpakTikax 60Jblioe
BHUMaHWE OTBOJIUTCS] BHYTPEHHEMY
MHPOOLLYLLEHHIO aKTEpa, ero
IMOLIMOHAJIBHON M TICUXOJIOTHYECKOH
MOJrOTOBKE K POJIH. AKIIEHT Jle1aeTcsi



Ha BHYTPEHHYIO paboTy akTépa,
€ro SMOLIMOHAJILHYIO OTKPBITOCTb H
CMOCOOHOCTb K SMIATHH C NIEPCOHAKEM.

CpaBHuBast 3TH JiBa MOJX0/A,
oOpaulaet Ha ce0s1 BHUMaHHE CKJIOHHOCTb
O6UOMEXaHUKH K BHEILIHEH SKCIPECCHU U
(pr3nuecKoil MolIM akTépa, B TO BpeMs Kak
B (pU3HUECKUX TPEHUHTaX JIOMMHAHTHON
KaTeropuen BbICTYNaeT BHYTPEHHUN MUP
aKkTépa u 3MOLIMOHAJbHAS TJIyOHHA ero
noctuzkenust. O6a MeTo/la UMEIOT CBOM
MPEUMYILLIECTBA U MOTYT ObITh 3(PPeKTHBHO
MCI0JIb30BaHbl B paboTe ¢ akTépamu, B
3aBMCUMOCTH OT PeKUCCEPCKOro HHTepeca
U XapakTepa CreKTaKdIsl.

MeTosibl GMOMeXaHUKH U (DU3HUECKHE
TPEHUHTH UMEIOT HeMaJsloBaXKHOe 3HaYeHH e
B IIPAKTHKE COBPEMEHHOr0 Ka3axcKoro
Tearpa. M3yueHue u npumeHeHue
0003HaUEHHBIX TPUHLMITIOB B aKTEPCKOH
NPAKTHKE SIBJSIIOTCS CYLIeCTBEHHBIMU U
00s13aTe/IbHbIMH J/151 IOCTHAKEHHUST BBICOT
COBEPLIEHCTBA B UCMOJHUTEJIbCKOM
MCKYCCTBE, MOCKOJIbKY Yepe3 IUXOTOMUIO
(h131YeCKO BbIPA3UTELHOCTH H
BHYTPEHHEH SMOLMOHAJBHOCTH aKTEP
crnocoOeH Co3/1aBaTh CJ0KHbIE 00Pashl,
BOCXHILAOLIHE 3pUTeJIel CBOeH
rJlyOMHON M BIOXHOBJISIIOIIIME HA TyXOBHOE
COBEepLIEHCTBOBAHHE.

Taknm 06pazom, MOKHO yTBEpKAATD,
YTO B CBOUX MCXOJHBIX aJITOPUTMAX -
TPEHUHTH 0O0MX MAaCTePOB CPOKYCHPOBAHDI
Ha CHHepruio nparmaTusma
KOTHUTHUBHOM MCUXOJIOTHH KaK
KOMIIETEHTHOCTHOH JIOMHHAHTE B paboTe
HaJl COBEPLIEHCTBOBAHHEM TEJICCHOIO
noTeHIMaa 1 poeccroHa n3Ma akTépa.

Ovckyccua

Tepmun «dpusnueckuii Teatp» TPyaHO
TMOJIA€TCS OJIHOCJIOKHOH HICHTU(PUKALMH.
Yalile Bcero ero oObsICHSIIOT Kak
TeaTpaJsibHOE MpeaCTaB/IeHHe, B

KOTOPOM NpUMaT GpU3HIECKOT0
JIOMHHUPYET Hajl BepOaJibHbIM, U €CJIH

OH BOOOLLe MPUCYTCTBYET, TO CBOAUTCS

K MuHUMyMy. OfiHaKo, hH3HUECKHH

TeaTp He CJeyeT MyTaTh C TAHLEM HJIH
NMaHTOMUMOH, XOTsl OH W BbICTpanBaeTcs

Ha CXOXKUX XapakrepucTukax. Hekotopble
Mce/1e10BaTe I CKJAOHHbBI PACCMaTPUBATh
€ro MOYTH KaK HeYTO cpe/iHee Mexy
TaHlleM, NaHTOMUMOM U TeaTpoM,
MOCKOJIbKY (PM3UUECKHI TeaTp BKJIIOUAET B
cebsl BCe UX crieurduuecKre yepThbl.

Hcenenosaresibekasi crpaterust u
Hay4YHbIH HHTEPEC aKTyaJ1u3uPOBaHbI
Hay4YHbIM paKypcoM HeH nmparmatuama
1 KOTHUTHBHOM MCHUXOJIOTHH B
pexkuccépekux npaxktukax B.Meiiepxosibia
u E.I'poroBckoro. 3yieck Hajlo 0c060
MOJUEPKHYTh, HECMOTPSI HA TO, UTO
KOHLIENTYaJIM3M aBTOPCKHUX METOIMK
BEJIMKHX pexkuccépor XX cTosieTHs
rJIaBHBIM 00pa3oM COCPE0TOUEH Ha
KOHCTPYHMPOBAHHH CMBICJIOB B [IPOCTPAHCTBE
NpeJCTaBJ/IeHHs], TEM He MeHee UMEIOT
LeJIbIH PsL TPUHUMITHAJIBHBIX OTJIHUHUH.

C oaHO# cTOPOHBI, NephOpMaTHBHBIE
KOHILENTbI B MU(OTBOPYECKOM BEKTOpE
000UX PEKUCCEPOB CTPYKTYPUPOBAHbI
Ha aJropuTMax HepepOasibHbIX MeTadop.

C npyroii CTOpOHbI, pernpeseHTalus 1
KOHTEKCT Pa3BUTHSI Xy/102KECTBEHHOTO
oOpasa B MX [MOCTAHOBKAX IEMOHCTPHPYIOT
JIBA Pa3JIMUHbBIX THIA MbILLIJIEHUSI.

MeiiepXo/bllOBCKHUI MPUHLMIT
KOHCTPYHPOBaHHUS1 CMBICJIOB
OpPHMEHTHPOBAH Ha BHELIHIOO opmy
006pasoB, MOILHYIO KOHLEHTPALMIO
Ha PUTMHKE, IMHAMHUKE U BU3yaJIbHO-
BbIPA3UTEbHON TOYHOCTH JIBUXKEHHH.
MeiiepxoJibjl He CTPEMUTCS K 1TOKA3y
4eJIOBEYECKUX XapaKTepoB, K KOTKPbITOMY »
MICUXOJIOTH3MY. B ero rnocranoBkax
«HMHOU MaclTab »XM3HEOTHOLIEHHUH >,

a MI0TOMY ero akTépbl — 3TO IPOCTO
JeACTBYIOLLME JIMLA, [IPEICTaBUTE/H
HEeKHX a0CTPaKTHBIX COLLMAJIBbHBIX TPYIIIL.
[TonsiTuiinbiil annapat MeliepxoJibia

— 3TO MparMaTi3M pU3nIEeCKUX
3Heprosarpart akrépa, KOHLeTpauus Ha
BU3YaJIbHOH (hH3HUECKOH METACUMOJIHKE.
3alMTHIKKY MeHePX0JbI0BCKOTO MOAX0/A
MOIUEPHUBAIOT, YTO €ro OHOMEeXaHHKa
siBJIsieTCst (yHAAMEeHTAbHON JUIsl PA3BUTHS
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AKTEPCKOT0 MAaCTEePCTBA U CLEHUYECKOH
nyiacTuku. OHU yBepPEHHbBI B TOM,

UTO TOYHbIE H PUTMHUHbIE IBUKEHHSI
CMOCOOCTBYIOT CO3/IAHUIO CHJILHBIX U
BbIpa3MuTeJ/IbHbIX 00pa3os, oboralator
MOCTAHOBKY IMHAMHKON U SHEPTHeH.
MeiiepXoJibjl CTPEMUTCS K pa3pyllieHHIO
TPaAHLIMOHHON CLEHbI-KOPOOKH, CHATHIO
rpaHULbl MEXKJly CUEHOH H 3PUTENbHBIM
3aJI0M: aKTEp-3pHUTEJIb, aKTHBHOE JICHCTBHE
- «ITaCCUBHOE CO3epLAaHne».

['poToBCKUT XKe anesiinpyeT K
BHYTPEHHEMY MICUXOJIOTH3MY, BHYTPEHHEH
IMOLIMOHAJIBHOCTH, TJIyOUHE U THOKOCTH
akTépckol urpsl. B ero ciyvae 3putesb
9TO COYYaCTHHK, IJIaBHOE JIEHCTBRYIOLIEe
JIMLLO, Hazle/IsieMOoe [TOJIHOMOUHSIMH
coajareJisi MEHTaJIbHOIO POCTPAHCTBA
napareartpaJibHoro jeiicrea. Ctpaterus
['poTOBCKOrO — 3TO MEHTaJbHbIA
MICUXOJIOTH3M ¥ IPOHHKHOBEHHE B
rJIyOHHHBIE METaCMBIC/IbI H YPOBHH.
CTOPOHHUKH €r0 METOAMKH yOeXKIEHbl,
4TO pU3NUECKHE TPEHUHTH UTPAIOT
KJIFOUEBYIO POJIb B PA3BUTHH aKTEPCKON
(hU3HUECKOH ¥ SMOLMOHAJLHON THOKOCTH.
OHu HACTaWBAIOT HA TOM, YTO TOJILKO Uepe3
MCUXO(PHU3UUECKYIO TUXOTOMHIO aKTEPCKOro
TeJsla U SMOLUI BO3MOXKHO JIOCTHXKEHHE
KUCTHHHBIX IyOHUH BHYTpeHHEH
IMOLMOHAJILHOCTH M aBTEHTHYHOCTH>» Ha
cleHe.

W ['poToBCKHE YETKO OCO3HOBAJ, UTO JIIsl
MPOJIBUZKEHHST €TICHXO-(DU3HOJIOTHYECKOH»
WIEH U KaHTPOTOJOrHUECKOH (hOpMyJIbI»
TEJIOC/I0KEHUS] €My HEOOXOIMO
OTKPbITO MaHH(eCTHPOBATD Liesb
cpoell quasiekTuku. B konme 1990-x
rOJI0B OH BbICTyMaeT CO 3HAMEHHUThIMU
nyGJIMYHBIMU JieKUuaMHU B Kosiex e
®panc. B HUX MOJILCKHI peXKUCCED,
TeopeTHK-pedopmaTop chopmyaHpoBal
CBOIO 3HAMEHHTYIO KOHUEILHIO, CBOH
B3IJIs1Jl HA TeaTpasibHOe UCKYCCTBO Kak
TMICHXO - (DU3HOJIOTHUECKYIO CUCTEMY
AHTPOIOJIONHYECKUX NPaKTHK. Bropasi
MOJIOBHHA MPOLLJIOTro BeKa Mpouia noj
STHIOH «aHTPAIoJIOrH4eCcKoro NoBOpoTa» B
TeaTpaJibHOH JiesiTe/IbHOCTH [ poTOBCKOTO.

OH OTKPBITO MPOTHBONOCTABJISICT
KJIaCcCHIEeCKOMY TeaTpy («TeaTp
nepeKMBaHUI», «TeaTp AyXOBHOCTH», T.e.
TeaTpy, OpUEHTHPOBAHHOIO Ha 3pUTEJIS )
- «aHTPOMOJIOTHYECKHH», B KOTOPOM
OCHOBHasl Harpy3ka «BO3J10raeTcs»
Ha akTépa. B ero nonumanuu sto u
ecTb <>KHBOH TeaTp». Hamomunwm, uto
BecbMa 6JIM3KHE MbIC/IH BbICKA3bIBaJl B
cBoux Tpynax 1 Muxann Hexos. Onnako
WIEH 0 «TeaTpasibHONH aHTPOMOJIOTHH »
(CUHEPTHIHON aHTPOTMOJIOTHH ) HaHOOee
pajMKaibHO U MPEeIbHO SICHO ObLIH
copmysnupoBatbl ['poTOBCKUM.

B cBoém tpyne ['poToBCKuii
MOJBEN HTOTH MHOTOJIETHUX TTOMCKOB
B chepe TeaTpa M naparearpa,
paccMoTpes BO3MOXKHbIE BAPHAHTBI
PEKOHCTPYKIMH MUPCKOTO pUTyaJsa 1
BO3MOKHOCTb BO3POK/IEHHST HCKOHHBIX
(yHKLHI TeaTpaJbHOIro 3peJullLa.
AKLEHT UM CTaBUTCsI Ha JIBYX (hasax
aHTponoJiornyeckoro auckypea. [leppoe:
TEJIO U KTEeXHUUECKHE 3JIeMEHTHI,
BBIXOJISIIIIME 32 PAMKH KYJIbTYPHOTO
KOHTEKCTa, B KOTOPOM POJHJIaCh U
pa3BHBaJsiach Ta WM UHAst opma
PUTyasIbHOU NPAKTHKU», a TAKXKE
npoO6JieMbl TeJIeCHOTO anmnapara akrépa
KaK MCTOJIHUTES pUuTyada. Bropoe -
«SIBJISIIOTCS JIM 9TH 3JIEMEHThI JOCTATOUHO
00BEKTUBHBIMH JI/151 COXPAHEHHUSI
UX 3(h(HeKTHBHOCTH B CJiyuae Jiull,
MOMAAAI0LIMX B IPYTrOH KyJIbTYPHBIH,
TPAJMLIMOHHBIA U PEJIMTHO3HBIH KOHTEKCT>.
Ero BoJiHyeT 1 3puTeJb € ero crnocoGHOCThIO
BOCMPUHUMATH TeJIeCHbIE 3HAKH
Pa3HbIX KyJbTYP U UX PYHKLMH BHYTPH
TeaTpasbHOTO IeHCTBA UM BHE €r0 PAMOK.

[IpakTnueckue u pusocodckue
uccseioBanus [[poToBCKOro MoKHO
pasnesuThb Ha MSATh CTaAWH CTAHOBJIEHUS:
Ha yTH K 6GeHomy Teatpy (1959-1969),
napareartpaJibHble onbIThl (1969-
1978), reatp Mctokos (1976-1982),
O6mbekTuBHast apama (1983-1986),
MCKYCCTBO KaK CPEJICTBO MepPe/IBUKEHHS
(1986-1999). INpakTHueckue MHTEPECH
['pOTOBCKOTO HA KaXKJIOM M3 TIepEUrCIEHHbBIX



3TamnoB, TpachopMHUPOBAIUCh, MOCTENEHHO
yeTpemsisisich K (yHIaMeHTa bHbIM
BOIPOCAM TeaTpaJsbHON MeTapU3NKH: OT
BOCIPHUATHS TeaTPa/JbHOIO 3PEJIHLIA K
CaMOLIEHHOCTH TeJIeCHO-3PeJIUIIHBIX (hOpM
JiesiTeIbHON HICHTHYHOCTH akTépa. s
['poTOBCKOrO - CMbIC/IOBbIE KOMOHHALIMH,
reHepupyemble pU3HUeCKON KUHETHKOH

U MICUXOJIOTHYECKOH Helpel3afaHHOCTbIo
onbITa akTépa — cBoeoOpasHas
JabopaTopusi no3Hanus. st aktépoB —
«TeJICCHOBOIJIOLIAEMbIE» KCIIEPUMEHTDI,
B KOTOPBIX CUTYaLHsl IMMHHAJILHON
HEeYyCTOYHBOCTH U HEBO3MOXKHOCTH
KOHTPOJIMPOBATL COOBLITHS, BbIpaxKaeTcs B
M300peTeHHUsIX: HOBOI MaHepbl OBEICHHS,
HOBBIX (PUI'ypaJIbHBIX BU3yasIU3aLHSIX,
HOBBIX CMBICJI000PA3yIOLIHUX ICHCTBUAX
TeJa.

OOBEKTUBHOCTH pad, He ymassis
PU 3TOM CTENeHH OPUIHHAJILHOCTH
PEXKHUCCEPCKUX CUCTEM, OTMETHM HEKOTOPbIE
B3aUMOCBSI3H B pacCMaTpHBaeMbIX METOJIaX.
Tak nanpumep, o6paiuaet Ha cebd
BHUMaHHe TOT (akT, 4To 06a pexkuccépa
B CBOMX apT-MpaKTHKaX aneJInpyoT K
BOCTOUYHBIM KyJIbTypaM, «oboratias»

CBOU CHCTEMbI HHTEPKYJIbTYPHBIMH
KOHTeKcTaMu. KitoueBble pexkuccépekue
pas3/MyMsl B IparMaTi3Me 3akJo4anTcs

B crioco6ax (hopMUPOBAHHS CLIEHHUECKUX
cMblcsioB: Y MefiepxoJibaa 3a Cuét
TOYHOCTH, PUTMUYECKOH BbIPA3UTEJILHOCTH
U KOHTpOJIE IBU?KeHUI — T.e. Ha
thopmasibHOM (PU3HUECKOM YPOBHE, B TO
BpeMs KaK KOTHUTHBHbIE 9KCIIEPUMEHTBI
['poTOBCKOrO — TATOTEIOT K [ICHXOJIOTH3MY,
K MEHTaJIbHOMY HE5I3bIKOBOMY YPOBHIO
CMBICJIOBBIX TpaHeasuuit. [1pu Tom, uto
CerofiHsl - oOe cTpaTeruu OCTaTCs BecbMa
NPOLYKTUBHBIMH, U BbI3bIBAIOT AKTHBHbIH
npodeccHoHabHbINH HHTEPEC CO CTOPOHBI
PEXKUCCEPOB U aKTEPOB.

Crosb nopo6HBIi pa3bop AByX
PEXKHUCCEPCKUX CTPATEerHi MPOIUKTOBAH
cyry6o npakTHUeCKHM HHTEePEeCcoM, U
KOHKPETHO, BO3MOKHOCTbIO COBMELLEHHUS
9THX METOJIOB B COBPEMEHHOH pexKUcCype U
aKTEPCKOH MpaKTHKe Ka3axcKoro teatpa

TeaTpaJsibHOl nenarorvke Kasaxcrana.

Marust pu3nuecKoro 1efcTBa He
oboli1a Kazaxckuh Teatp. MoJgiojple
TaJIaHTJIMBbIE PEKUCCEPDI CMEJIO
00palaioTest K TeJIeCHbIM HHTEPIIeTallUsIM
1 BO3MOKHOCTSIM si3blKa TeJsia. Tak
Hanpumep, B criektakie «A3usl. B
HayvaJsie ObITIO CJI0BO>» (10 MOTHBAM
OJIHOMMeHHOT0 npousBeneHnst OJsKaca
Cy.JieiiMeHoOBa ), MOCTABAEHHOTO U3BECTHBIM
pexkuccépom [dunoit y)KymabaeBoii Ha clieHe
KOpeHcKoro Teatpa, MHOTHE ClLieHbl OblIH
pelleHbl MOCPEACTBOM 53bIKA KECTOB.
Pexkuccépcekasi JIoruka cocTosiia B 2KeJlaHnuu
«I10Ka3aTh>» HCTOPHIO BOSHUKHOBEHHUS
3Byuatiero CyioBa. AKTépbl o6olLInCh 6e3
HappatuBa! y)Kectamu v KUHETHKOH Tesia
«rokasanu» poxaeHue Cinopa. CrieKTakJb
He HY2KIaJICsl B epeBourKax!

Becbma cepbesHblii MHTEpeC
MPeCTaBJsIOT MOCTAHOBKH pexKuccépa
IKCIEePUMEHTANBHON JabopaTOpUn
StarTDrama ®apxata Mosaranuesa.

Bes npeyBesinyenusi, K HOBATOPCKUM
MOKHO OTHECTH CreKTakIb « OTTenesb»
(no pacckagy Opasxana bokeesa) B ero
MOCTAHOBKE, KOTOPbIH 10 CHX MOP HE CXOIUT
u3 penepryapa [lerponasnoBckoro Teatpa.
CBoM 4yBCTBA B 9TOM CIIE€KTaKJIe BCe repon
nepealoT UCKIIOYUTENBHO C TOMOLILBIO
TMJIACTHKH.

Anmibex OMUPOEKYIbI,
MHTEJIIEKTYaJIbHbIH PeXKUCCEp,
MHOCKA3aTebHOCTb MOCTAHOBOYHBIX
NPUEMOB B €ro CMeKTaK/sIX Beeria
OrnMpaeTcst Ha TPOTECK, CUMBOJIbI, SMaTax U
thanracmaropuu. M xotst npamartyprusi ajs
Hero He sABJIsieTCsl PopPMabHLIM TTOBOJIOM
JUIS1 SKCTIEPUMEHTOB C PEKUCCYPOi, B CBOUX
MOMCKAX HOBBIX (DOPM OH CMEJIO OMMpaeTcst
Ha (PU3UYECKYIO aKTHBHOCTb aKTEPOB.
Wurepec K snemeHTam pu3nueckoro
TeaTpa MpoCMaTPUBAETCS B €r0 CMEKTaKIIsAX
«QORAZ», «Jlon Kuxor», «12 MuHyT>,
«[IlecTb mepconakei B mouckKax aBropa»,
«Ky#ibin», «Kpiz Kicek».

Croxert criektaks «Cuaxaprxa»,
MOCTaBJIEHHBIN 110 MOTHBAM OJIHOMMEHHOH
aJuieropuueckoil nputun I'epmana [ecce -
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9TO UCTOPHUSI UeJIOBEKA HA MYTH K MTO3HAHUIO
ce6s1 1 cBoero 51. CyioyKHble pa3MbllIJIEHHS
HaJl NPOOJIEMAMH YeJIOBEUECKON XKU3HH
U TallHAMU YeJIOBeYeCKON JIyLIH, B
MOCTAHOBKE MOJIOZIOTO pexKUcceépa
Ep6ona Tosen6eprena, paccKpblBalOTCst
C TTOMOIIIBIO OTTOYEHHDIX ABHKEHUH
1 BbIpa3uTebHbIX kecToB. McTtopusi
JTyXOBHOTO MPOCBETJIEHUS FePOeB
pacckazaHa Mocpe/ICTBOM TEJECHOTO A3bIKa
MJ1IACTUYECKHX METACUMBOJIOB.

1 3TOT CUCOK MOKHO MPOJOJIKUTD!

PesynbTaThl

[IparmaTuam dpuanueckoro teatpa - 310
MPAKTHYECKUH MOIXOJ, OCHOBAHHbIN HA
AKTUBHOM HMCI0JIb30BAHUH TeJIECHOH
9KCIPECCHH, PUTMHKE H 3((HEeKTUBHOCTH
TeaTpajibHOH PAKTHKH «2KHBOIO
HCKYCCTBa» - B HCIOJIHEHHH «aKTépa-
XYJI02KHUKa». DTOT MojIX0/1 6asupyeTcst Ha
MacTepcTBe akTépa B repejiaye CMbIC/JI0B
1 SMOLMH Yepe3 TeJlo, KOHCTUTYMPOBAHHU
CHJIbl, TAPMOHHH, IMHAMHUKH U IBU2KEHHH
KaK HHCTPYMEHTOB U BaxKHeHLINX

CPEJICTB BbIPA3HTEJbHOCTH T€aTPabHOTO
npejcrapienus. Ecau pacemarpuBath
(pu3nUecKre TPEeHUPOBKU U TEXHUKH KaK
crietuKy puU3nIeCcKoro Teatpa, To MOKHO
yTBEP2KIAaTh €r0 OPUEHTUPOBAHHOCTh

Ha MPaKTHUeCKY10 PPEKTUBHOCTD B
JIOCTHXKEHUH KOHKPETHBIX pe3yJibTaToB. Ho
ecJ/IM paccMaTpuBaTh HIEH parmaTi3ma B
oblleTeaTpasbHOM KOHTEKCTE, TO OCHOBA
(husnyeckoro Teatpa 6a3upyercs Ha
PEaKTUBHOCTH TPAHC/SILMHA COOCTBEHHBIX
uneil. Bep 0cHOBHY!IO LieJib TparMaTuama
(pM3HUECKOTO TeaTpa COCTaBJSIET He
TOJILKO NpakTHUecKast 3pPeKTUBHOCTD
JUIS1 aKTEPOB, HO, TJIABHBIM 00PA30M,
co3epLaresibHOe YI0BOJbCTBHE /15
3putesieil. DU3nHUECKH TeaTp CTPeMHUTCS
JIOCTHUb MAKCUMAJIbHOH BbIPA3UTEJIbHOCTH
BO3JICHCTBHS C MOMOLLbIO OTTOUYEHHOCTH
KaxKJ10T0 IBUAKEHHUST. DTO MO3BOJISIET
aKTépaM OXKHUBHUTb TIEPCOHAXKEN U CO3/1ATh
IMOLMOHAJIbHOE BIleyaTsIeHHe, MOJ00HO
MCKYCCTBY KHBOTIHCH HJIH CKYJILITYPBI,

BHOCS1 HEITOBTOPUMOCTD »KUBOT'O ICHCTBHS B
TeaTpajibHOe HCKYCCTBO.

Meiiepxosibi pagpaboTas cBolo
JIMAJICKTUKY JICHCTBHS aKTEPOB B
npoctpaHcTBe cueHbl. OH npuaasasn
60JIbllI0e 3HAUEHHE TPEHUHIaM aKTEPOB
B JIOCTHKEHHH MaKCUMaJIbHOH THOKOCTH
TeJ1a, BBIPA3UTENbHON TOUHOCTH JIBHKCHHH
KaK rapaHTOB «CKOpeHIlIel peasu3alyn
3a1aHusi» pexuccépa. Ero 6uomexanuka
HaleJIeHa Ha 9KCIPECCHIO U (pu3nieckKoe
COBpElIeHCTBOBAHHE aKTEPA MOCPEICTBOM
yepeoBaHus YIPayKHEHUH W PU3UIeCKOH
Harpy3Ku Ha orpejie/i€HHble YacTH
tes1a. YéTKoe cjieloBaHHEe OCHOBHBIM
N0JI0KEHHIM GHOMEXaHHUKH 1T03BOJISIIO0
aKTEPY B CzKAThle CPOKH JIOCTHYD
Heob6xomumoro scdekra. Meron pabotad!
Baaronaps 3Toil cucteme Kaxiblid U3
AKTEPOB MOT MOCTOSIHHO COBEPLIEHCTBOBATH
0arak CBOMX BbIPa3UTeJ/IbHBIX CPEJICTB.
BceeBosion dMuibeBrY cuuTal, 4to Tearp He
TEPIUT HEMOJBHKHOCTH U PU3HAET TOJILKO
CBOEBpPEMEHHOCTb. Tearpa/ibHblil akTEp
He Ge3ymMHasi 6UoJI0rHuecKas MallnHas
WJIM TEXHUYECKHUH HHCTPYMEHTapHH.
[IpodeccruoHasnbHbIH aKTEP 06s13aH
MCKaTb U 9KCIIEPUMEHTHPOBATh, HITH
B HOTYy co BpemeHeM. [To ero 3ambicay,
OroMexaHuuecKasl CHCTeMa MOAr0OTOBKH
JI0J/2KHA paboTaTh HA JOCTHKEHHE TJIaBHOH
1leJIH — COBEPIIEHCTBO aKTépa, K KOTOPOMY
MOXKHO MPHITH TOJBKO AUCLUIIHHUPYS
cBoé Tes1o. Kontposinposath 1 ObITh
KOHTPOJIHPYEMBIM B CBOEH TJIACTHKE.
TosbKO B 3TOM cirydae akT€p MOXKeT cTaTh
OTHOBPEMEHHO TBOPIIOM M MaTtepuasom!

TBopueckue ycTpemsienus
['pOTOBCKOrO - 3TO HHTEPEC K 3PUTEJIIO
He KaK K yYaCTHHKY KOMMYHHUKaLUH, a
KaK K NJIaBHOMY JIEHCTBYIOLIEMY JIUILLY -
coznateJito cobbiTus. Ho ero npussiekaer
He TIPOCTO KOHTAKT co 3putesiemM. OH
HazessgeT akTépa MoJHOMOYHSMH
coajareJisi apareaTpaJsbHOro efcTsa,

MPH 3TOM 3pUTEJ/Ib CTAHOBUTCS TJIABHBIM
JIeACTBYIOLLIMM JIMLIOM. Tak BO3HHKaET
HOBeHLLIast TeXHHKA CYLLEeCTBOBAHUS
3PUTEJISI-COYUYACTHHKA, KOTOPbINA HA CaMbIX



pasHbIX YPOBHSIX MOIPYKAETCS B ITPOLECC
PHTYaJILHOr0/ apaTeaTpaibHOro JeicTBa.
[Tapareatpa/bhble SKCIIEPUMEHTDI
MPOBOJIMJIUCH HA PA3JIMUHBIX CLLEHUYECKHX
nuoutankax mupa. [IpumeuatesnbHbIM
CTaJI0 TO, KaK 3PUTEJH-COyYaCTHUKH
TeaTpasIbHOrO MpeICTaB/IeHUS HAYHHAJIH
COOCTBEHHBIM TeJIeCHbIM arnapaTom
TPAHCJIMPOBATH 9J€MEHThI OOLHOCTH
pasJMUHBIX KyJabTyp. Tpu nocjaenHnx
yTana padoTbl [ pOTOBCKOro MakCHMa/bHO
pPaCLIMPHUJIIH [10J1€ TeATPaIbHOM
AHTPOIIOJIOTHH, BO3HHKAIOLLEEe MEXKLY
OTOJIEHHBIM aKTEPOM, KaK TeaTpaJsbHOH
MOJ€JIbIO U TEJIECHOCTBIO 3PUTEJIS KaK
COy4YacTHHKa raparearpa.

«Teatp Mcrokos» I'poToBCKOro nopapui
COBPEMEHHOMY aHTPOIIOJIOTHUECKOMY
TeaTpy MEI0 HAyYHOTo UCC/IeI0BaHHUs
Pa3JIMYHBIX PUTYaJIbHbIX TPAKTHK U KYJIbTYP
mupa. HaunboJiee ¢/102kHbIM OblJ1 KOPOTKHUH
nepHoz paboThl B MesbckoM yHHBepCHTeTe
C IPYMNMON CTY/ICHTOB U3 Pas3HbIX CTPaH
Haj poekToM « OGbeKTHBHAS pama .
ITOT 3Tan paboTbl NPUHATO 0003HAYATD
KaK «pagobJsaueHne apaMaTypruieckoro
marepuaJga». 'poroBckuil pagpadaral
YHHUKaJIbHble IPUEMBI pabOThI C TaK
Ha3bIBAEMbIM <JIHYHBIM KU3HEHHbBIM
OMBbITOM» B KaueCTBe JipaMaTHIeCKON
OCHOBBI JieficTBHs. Onupasich Ha TPY/Ibl
cdunocoda-muctuka ['eoprusi ['ypzkueBa u
pecopmaTopa noJsibckoro Teatpa fOsunyiia
OctepBbl, ['pOTOBCKHI MbITA/ICS ¢ TOMOLLBIO
I3bIKa TeJ1a epeBecTd 06'beKTUBHBIN
MPOLLECC YeJIOBEYECKOro CyLeCTBOBAHUS
B JIMYHbBIH OMbBIT UCMIOJHUTEJIS U 3pUTEJIs -
COy4YaCTHHUKA, a 0011eUeI0BeYeCKUH OTbIT
- IPEBPATUTH B JIMUHbIE BOCTIOMUHAHHSI
Ha 6ecco3HaTeIbHOM ypoBeHe. MeTojibl
Meiiepxosibia 1 ['poToBCKOro okazaJgu
CBOE HEU3IJIaMMOe BJIMSIHME HA Pa3BUTHE
coBpeMeHHoro usnyeckoro tTearpa. Onu
BHECJIH 3HAYUTEJIbHbIN BKJA/ B TOHUMaHKe
(p13HUECKO SKCMIPECCHH U TEJIECHOCTH
aktépoB. [lesecoo6pasHocTb Mog0OHbBIX
TPEHUHIOB OCMbICJIMBAJIACh UMH KaK
BO3MOKHOCTb IJTyOOKOH KOHLEHTPALUK U
UYBCTBEHHOCTH Yy aKTEPOB, a Pa3HUUYHbIE

TMCUXO0-(PU3UUYECKHE YIIPaXKHEHHS,
MHUMECHChI, MeHTaJ/lbHble 00pa3sbl U
pUTYyasibl, CIOCOOCTBOBAJIM PACKPBITHIO
BHYTpPEHHEH HEPrun U TBOPYECKOT0
noTeHlMaa. DTH TEXHHKH U METOJIbI 10 CHX
MOP MCIOJIb3YIOTCS U BIOXHOBJISIIOT MHOTMX
TeaTpasbHbIX MPOPECCHOHANOB 110 BCEMy

MHPY.
OCHOBHbIe MONOXEHUS

B xozie n3yueHust pexKMcCepCKUX CTpaTerui
(pusmnueckoro Teatpa XX BeKa Ha npumepe
«buomexanuku» B. Mefiepxosbaa n
«PU3HYECKHUX TPEHUHTOB»

E. ['poTroBckoro ¢ nosuuui Teopun
nparMaTtu3Ma i KOrHUTHBHOH MCUXOJIOTHH
OblJ1 BbIpaOOTaH HHTETPATUBHbIN
METOJI0/JIOTHYeCKH I MOJIXO/L HA CThIKE
HECKOJIbKUX Hay4YHbIX HarpaBjeHni. AHanns
OPHUTHHAJBbHBIX PEKHCCEPCKUX METOIUK
aKTyaJM3MPOBaJl METOL0JOTHYECKHe
IKCTPANOJISILIUK B HCCIeIOBAHHH
(hU3UYECKOTro TeaTpa TaKUX HayYHbIX
HarnpasJieHui Kak puiocodus 1
TMICHUXOJIOTHS, C UX CTOCOOHOCTBIO
MPOHHUKATb B CYLIHOCTb BellleH, ABJACHHH,
npoiieccoB U coctossHui. [Togo6HbIH
KOTHUTOJIOTHYECKUH PAaKypC CriocoOCTBOBAI
BBISIBJICHUIO (DyHIaMEHTa/IbHbIX TIPUHIIUTIOB
B pexkuccépekux cucremax Meriepxosibia 1
['poroBekoro. KonuenryasbHble napaairmbl
1 TIPUHLKIBI CMbICJI000pa30BaHUi
B UX 9KCIMEPUMEHTaX C TeJ1eCHOH
NPaKTHKON YKa3bIBAOT HA 3HAYUTEJIbHbIE
TPAHCCMBIC/IOBbIE Pa3J/IHUMsl B METOAX
KOHCTUTYMPOBAHHSI aKTEPCKOTo TeJia
KaK MHCTPYMEHTA BbIPA3UTEJNLHOCTH U
croco6ax CTPYKTYpHPOBAHHUS CLLEHHUECKOTO
NeCTBUS.

DcTeTHKA TeaTpasbHOro NpeacTaB/eHus
1 OpPMbI TPAHCIALIMY METACMBICJOB
B PEXKUCCEPCKUX UHTEpIIpeTalusix B.
MeiiepxoJibaia CTPOSTCS HA BHELIHEM
MJIaHe U 9KCTPeCCHH (PU3MUECKOH KUHETHKH
akrépa. Llentp scTeTnuecknx npuTsizaHum
E. I'poToBckoro BeicTpanBaeTcst B
CMBICJIOBOM MoJIe (PU3NIECKOH TeJIECHOCTH U
yriryGJIeHHOCTH B HESI3bIKOBYIO MEHTaJIbHYIO

chepy.
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OcHOBHBIE XapaKTepPUCTHKH
PEKUCCEPCKUX YCHIIUH B OMOMEXaHUKe
MeifiepxoJibia 3TO - aKLEHT Ha TOYHOCTb
U PUTMHKY JIBXKEHUH aKTepa, KOTOpPble
JIOJZKHBI ObITh XOpeorpagpupoBaHbl 1
CTPYKTYPHUPOBAHbI /151 CO3[IaHHUS CHJIBHBIX
Y BbIPA3UTeJbHBIX 00pPa30B Ha CLIEHe; -
MCI0JIb30BAHHE TJIACTHKHU U (PU3UYECKOM
9KCIIPECCHU I Nepeayd SMOLUMH U uieH;
- B&XKHOCTb (PU3HUECKON MOJIrOTOBKH H
9KOHOMHS1 BbIPA3UTEJ/IbHBIX CPEJICTB; -
coCpe/loToueHHe BHUMaHHMsI Ha SKCIPECCHH
U JIBUTATEJIbHON SHEpreTHKe, /s PUAAHUS
3peJInLLY IMHAMUYHOCTH U HACBILLCHUS
HeBepOabHON CHMBOJIHKOH.

CMmbIC/T PU3HUECKHUX TPEHUHTOB
['poToBCKOrO HarnpasJ/eH - Ha paboTy ¢
(hu3HUECKOH U MEHTaJIbHON SHEprueH
aKTépa Juid [CUX0J0IU3aLKH,

THOKOCTH, TJIyOUHDI H yIIPaBJICHHS
IMOLUAMH; paboTa C IbIXaHHEM H
MJIaCTHKOH akTépa, YToObI JOCTHYD
ABTEHTHYHOCTH «3(PeKTa MCKPEHHOCTH »;
- pa3BHUTHE TeJeCHON KMHETHKH KakK
KJIFOYEBOI0 CMbICJ000pasyoLLero 1
CMBICJIOBOIJIOLIAOLLEN0 HHCTPYMEHTA.

Crpateruueckast 30Ha pexKHCCEPCKUX
MOJIXOJI0B HaJleJisieT JOMHHAHTHOCTb
(hU3HUEeCKOI MOJArOTOBKH aKTépa 0coO0H
3HAUUMOCTbIO, aKLLEHTHPYsl BHUMAaHHe
Ha BbIPA3UTEJbHOCTH U ACCOLMATUBHBIX
BO3MOKHOCTSIX TEJIOIBU?KEHUI B
(hopMHpPOBAHMH HOBBIX HeBepOabHbIX
meTadop, CTpeMIeHUH K rapMOHHH
Mex1y (pHU3HIeCKUMH U SMOLHOHAIbHBIMH
acrekTamH rnpogeccHoHa bHOro
aKTEPCKOro MacTepcTBa.

Taknum o6paszom, pexkuccépekue
MHTEHLMH (hu3nueckoro Teatpa XX Beka,
npeJicTaB/aeHHble CTpaTH(UKALIHOHHBIMU
MeToauKaMu MefiepxoJibaa u ['poToBekoro,
MCCJIe/IOBAHHbIC B METO/I0JIOTHYECKOH
npu3Me Hied nparmMaTuaMa U KOrHUTHBHOIO
MICUX0JIOTH3Ma, He TOJIbKO 000ralaoT
TeaTpaJibHYyI0 MPAKTHKY YHHKAJIbHbIMU
PEKUCCEPCKUMHU CHCTEMAMH, HO U
NPE0CTABJSAET BO3MOXKHOCTbL B 0OPETeHUH
HOBbIX MapaiMrMaJ/IbHbIX MOJeJIeH 1151
OCMBICJICHHUS! KyJIbTYPHBIX METACUMBOJIOB
HOBOI'O BPeMEHH.

3aKknwyeHue

Wcenenosanue dpenomeHa huanieckoro
Teatpa XX BeKa ¢ MO3ULMI TparMmaTu3ma
MI03BOJIUJI [TOIPY3UTHCS B MUP HHHOBALMH

1 9KCIIEPUMEHTOB, KOTOpbIE CeJaln

3TOT NMepuojl 6oraThiM Ha HOBATOPCKHE
TMOJIXO/1bl B UCTIOJIHUTE/ILCKOM MCKYCCTBE.
[Tpowenias snoxa Gbljia 03HaAMEHOBaHA
CMeJIbIMH 9KCIIepUMEHTaMM B 00J1aCTH
TeaTpaJsibHON PeKUCCYpPbl, MOUCKAMU
HOBOTO $I3bIKA U CUMBOJIMYECKHX CBsI3eH,
HOBOTO B3IVIsI1a HA TeJIECHYI0 (U3HUKY
aKTépa Kak KJII04eBOro MHCTpyMeHTa
CLIEHHYECKOH BbIPA3UTEJBHOCTH, TOUCKH
HOBBIX BO3MOKHOCTEH B KOMMYHHKALIUSX

¢ aynutopuer. CMesocTb HEKOTOPBIX
HOBATOPCKHUX WJIEH B PEKUCCEPCKUX
MeTO/IMKaX M TeXHHKaX paboThl ¢ aKTEPOM H
Cero/iHst BOCIPUHUMAIOTCS] OPUTHHABHBIMU
1 3aCJy2KMBAIOT JIETAJLHOTO U3YUEHMUSI.

B sToM psity, OHUMH U3 caMbIX
3aMETHbIX TeaTPaJbHbIX COObITHI
NPEJICTABJSIIOTCS PEKUCCEPCKHUE CUCTEMBI
paboTthbl ¢ akTépamu B. Meiiepxosibia u E.
['pOTOBCKOrO - BBIIAIOLIMXCS TeATPAIbHbIX
JlesiTesieil, el BKJIAJ B Pa3BUTHE TEOPUH
1 husocoduu TeaTpa, B TOM UMcie U
(hu3nuecKoro TeaTpa, HEBO3MOYKHO
NepPeoleHUTh, U JI0 CUX MOP TMPEACTABJSIIOT
MPaKTHUECKYIO U TEOPETHUECKYIO 1IeHHOCTh
U151 BCEIO MUPOBOI'O TeaTpasibHOro
MCKYCCTBA.

[IparmaTtuam usnueckoro Tearpa XX
BeKa CTaJjl BAXKHbIM 3TANOM B PA3BUTHH
TeaTpaJsibHOro0 UCKYCCTBA, MOYEPKHY.JI
LIeHHOCTb (PU3HUECKON BbIPA3UTEbHOCTH
1 B&2KHOCTb FAPMOHUH MEXKJIy TeJIeCHbIM
1 SMOLIMOHAJIbHBIM KOMITIOHEHTaMH
akTépckoil urpbl. Tema cBsi3u cozHaHus U
TeJsla Halljla CBOE OTPaXKeHHE He TOJIbKO
B «brnomexanuke» u « Puanueckux
TPEHUHTax», HO chirpaJjia 60JbLIYIO POJib B
CTAHOBJIEHUH METOJI0JIOTHH MTPernojlaBaHus
aKTEPCKOro MacTepeTBa, OCHOB PEXKUCCYPbI,
1 TIPOJIOJIZKAIOT BIIOXHOBJIAITH MOJIOJBIX
aKTEpPOB U PEeXKHCCEPOB, NMOMOTas yriyonaTh
MHTEJIIEKTYasIbHble TO3HAHMUSI, PACLIUPSITL



rpaHULbl COGCTBEHHBIX BO3MOKHOCTEH 1
npogeCcCHOHaIbHOTO MACTEPCTBA.

[IparmaTtuam usnueckoro Tearpa XX
BeKa MPOJI0JI?KAET OCTABATHCS KJIOUEBbIM
3JIEMEHTOM Pa3BUTHS TeaTPabHOIO
MCKYCCTBA M COCPEIOTOUEH BOKPYT JIBYX
OCHOBHbIX IOMMHAHT:

B cBOMX H1€51X KOMMYHHLIMPOBaHHUS
aKTépa co 3puTejieM B TeaTpabHOM
npoctpaHerse, B. Mefiepxosba
OTTaJIKUBaeTCsl OT BHelIHeH (popMbl Kak
cnoco6a KOMMYHHKAUMH, KOTOPBIH B HTOTE
TIPUBOJIMT K CO3JIaHUIO «COOBITHS», B
TOM cMblcsie MefiepXoJib/l NPeIBOCXUTHI
MOsIBJICHHE TAKHX 2KaHPOB KaK HHTEPaKLIUH
1 nepopmaHcsl;

Y I'poroBcKoro - 3oHa PU3MIECKUX U
MeTahU3MIeCKNX yeTpeMJyeHui (popMupyeT
3P PeKT «MEHTANLHOTO » MPUCYTCTBUS
aktépa (ussydenue). Akrép y I'potoBckoro
He (PYHKILIMOHED, OH «HANEeNEH»
0COOBIMH MOJITHOMOUHUSIMH, B pe3dyJibTaTe
KOTOPbIX aKTEép cOOCTBEHHO CTAHOBUTCS
U PEKUCCEPOM-TTOCTAHOBLIMKOM,

1 MIIPOBU3ATOPOM - CLIEHAPHUCTOM, U
BU3MOHEPOM-HUCIOJHUTEIEM.

Takum oGpaszom, B Xoje pacCMOTpPEHHS
B [1ParMaTHKO-KOTHUTHBHOM aclekTe
HEKOTOPbIX MOJI0KEHUH « BuoMexaHukn»

1 «DU3MUeCcKUX TPEHHHTOB», O
NPOAHATM3UPOBAHBI PEKUCCEPCKHE
MPUHLMIBI U MOXO/Ibl K KOHCTPYUPOBAHHIO
HeBepOasIbHbIX CMbIC/IOB B KOHTEKCTE
MOHUMAaHHUs1 IUXOTOMHUUYECKON MPUPOJIb

LLeJIOCTHOCTH CO3HAHUS U TeJla B
TeaTpaJibHOH rpakTuke Metiepxosbia U
['poroBckoro.

[IpoueccyasibHast IMHaMHKa
CMbICJI000Pa30BAHUI B KOHLIENTYaJIbHbIX
MOJIeJISIX 00€UX PeXKHCCEPOB YCHIUBAET
MOJATEKCT IpaMaTypruu «JIaTeHTHbIMU
CJI0AMH HeBepOaJIbHbIX MPAKTHK,
OJs1arogaps UX yHHBEPCaJbHOMY
NPUHLIKITY 00pa3oBaHMsl CMBICTOBBIX
CBSI30K M BO3MO>KHOCTH MIPOJL0JIKATh
cBOE «ObITHE» Y2Ke B UTPe 3PUTEJILCKOTO
BooOpaxeHusi». Besb no HacTasiuiemy
«KH3Hb NIPOU3BEJCHHS IPOLOJKAET
CaMOOCYLIECTBJIATLCSA B CO3HAHUU »
BOCIPHHUMAIOLLLETO.

1 eute. B nepcnexTuse, nogo6HbIN
aHaJIU3 PeKHCCEPCKUX METOL0B pabOThI
C aKTépaMu HeOOXOIMM U Ha pUMepax
COBPEMEHHOI0 Ka3axcKoro Tearpa.

Tearpanbhas KysnbTypa Kazaxcrana
oTpaxKaeT NpOollecChl U CIIBUIH,
MPOUCXOJSILLHE B MUPE U Xy102KECTBEHHOM
co3HaHuM. HoBu3Ha pexxnccépekux
MCKaHMI Ka3axcKoro reatpa, HHTepec U
BcE 0oJbllast yCTPEMJICHHOCTD K TPUEMaM
13blKa (PU3HUECKOro TeaTpa, K BHyTpeHHEMY
MICUXOJIOTH3MY, HACBILLEHHOCTH
BH3yaJIbHOH KCIpecCHel akTEPCKOro
TeJia, SMOLMOHAJbHON BbIPA3UTEIBHOCTH
JKECTOB U MUMHKH, K MHOr006pasuio
TpaHCJAHPyeMbIX HeBepOaJIbHOH
CUMBOJIHKOH CMBICJIOB U MHOTO€ JIpyroe,
HY2KJIAI0TCS B CBOEM CEPbE3IHOM aHaJn3e.
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Teaenoepren Epoos, Kap:xxayoaesa Canryn
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NPArMATU3M BCEBOJ1I0J, MEMEPXOJIb/L MEH EPXXWU TPOTOBCKUWAIH TEATP
TOXIPUBECIHIH, MO AEHN MOLEJI PETIHAOE

AHHoTauma. XX Facbipaa Gu3nKanblk TeaTp MOAEHMETTIH, KaHALbINAbIK NMeH 6aTbln 3KCNepUMeHTTEpre
napagurmanblk OypblnbiCbiH 6enrinen, anemaik Teatp eHepiHAeri MaHbI3abl 6aFbITTapAbIH, BipiHe
aviHangpl. HaTypanuamai xKokka whirapy, LLbiFbICTbIH, BM3yanabl 3CTETUKACHI MEH TeaTp NpakTMKacbiHA
KbI3bIFYLUbINbIK, KNACCUKAbIK €yponasblK TeaTp ASCTYPiHAE KaNbiNTacKaH 94e6MeTTiH 6acbiMAblFbIHAH
6ac TapTy Gu3MKanbiK TEATPAbIH, AAMYbIHAA, OHbIH TEATP NPAKTUKAChl MEH TEOPUSCbIHAA MaHbI3Abl

pen atkapabl. Makanaga XX facblpfafbl PU3MKablK TeAaTPAbIH, €Ki HEri3ri cTpaTernsacbiHa Tangay
Xacanagnbl - <kbnomexaHuka. B. Mertepxonbg neH E. [poToBCKMiaiH, «®U3nKanblk TPEHUHITEPI» TeaTp
neaarornkacbiHbIH, TEATP TEOPUACHIHbIH, HETI3i XXaHEe akTepnik webepnik NeH pexuccypa Herisgepi
CMSIKTbI TeaTp NIHAEPIH OKbITYAbIH, d4iCHaManblK naatdopmackl 6onabl. EKi ynbl pexuccepain,
9LiCTEpi 6TKEH FACbIpAbIH, OipiHLI WMPEK M3AEHMETI yilblpaFaH Napagurmanbik OypbiibiC asCbiHAA
KapacTblpblnagbl. Teatpaa 6yn 6ypbinbic XX FacbipAblH, )KaHa MaAEHM MOLENi PETIHAE KNAaCCUKaNbIK,
paLMOHANM3MHEH MOCTKAACCMKANbIK MparMaTnaMre Kewwyai 6enrineg,.

onicHaManblk 6a3a petiHae XX Facbipaarbl AeHe BiTiMiHiH dunocodusanblk, AMCKYPCbIHAA
KanbINTackaH NparMaTnam uaesnapbiMeH KaTap KOFHUTUBTI MCUMXONOIUS TyXKblpbiMAaManapbl 4a
TapTbiNAbl. Pexxuccepnepait 3cTeTuKanbik XaHe hunocobusbik Ke3KapacTapbiH TannayFa XaHe
0NlapAblH, AKTEPLAIH XaHA TYPiH KaNbINTACTbIPYAbIH, PEXMUCCEPIK dAiCTEPIiHAET TYXKbIpbiMAAMAbIK,
KepiHicTepiHe, XaHa CaxHasblK 3CTeTUKara 6eT Bypyra epeklue Ha3ap ayaapbinagbl. 3epTrey
nparMaTu3MHiH, PU3MKabIK TeATPAbIH, MCUXONOrM3MiHIH TapuXKM acnekTiCiH KaMTUAbI, CaNblCTbipMasbl-
CanbICTblpMasbl TaNAay, TEaTp MEKTENTEPIMEH XaHE akTepAik AaMblHAbIK d4icTepiMeH BainaHbIC
XYprizingi. XyMbICTa oCbl TakbIpbin 60OVbIHLLA 3aMaHayM 3epTTeynepre Wony, COHAan-ak, Menepxonba,
6MOMEXaHMKAChl dAICTEPIH XIHE rPOTOBCKMMAIH, Ka3ipri TeaTp nefarorMkacbiHaasbl GU3NKanbIK,
XaTTbIFyNapblH KONAAHY 60MbIHLLA KOPbITbIHALLIAP MEH YCbIHbICTAp 6ap. MenepxonbaTbiH,
«brnomexaHwuka» apictepi MeH [POTOBCKMIAIH, «DU3NKANbIK, XaTTbIFyNapbl» Ka3ipri 3aMaHfbl TeaTpAblH,
atan anTkaHaa GuUsnKanblk TeaTpAblH, AaMyblHA YIKEH acep eTTi. OnapAblH aficTepiHe eHrisinreH
noesnap akrepnepre Gu3nKanblK KaHE 3MOLMOHANABIK, MYMKIHAIKTEPIH AAMbITYFa, aKTEP/iK apceHanblH
KEHEWTYre XXaHe LleHe MIHEePNINIriHiH XaHa TypaepiH urepyre kemekteceni. ®usmkanoik TeaTpablH,
[eHe MiHe3-Ky/KbIHbIH, NMCUX0N0rMsACbl MEH NparMaTu3aMiHe 6eT Bypybl, AeHe NIACTUKACBIHbIH, Kypaeni
TPAaHCMMUCCUANBIK, KYPbINbIMAAPAbI NilliMAEYiHE 9Cep eTKEH illKi MeXaHU3MAEPAi, alaM LEHECIHIH,
MYMKIHAIKTEPiHIH LWeKapanapblH XaHe T.6- 6yn cypakTaphblH 6apnbiFbl OpromMablK, a3 3epTTeNreH Kabart
60/1bIN TabblIabl, 3pi Kapan TEPEH, 3epTTeYAi KaXKeT eTesi.

TyiiiHOi ce30ep: U3MKanbiK TeATp, TeaTp Guaocoduschl, AeHe BiTiMi, KUHETMKA XSHe aKTep annaparbl,
pexuccepnik ctpatermsnap, METaCMMBOJI, TYXKblpbiMAAMablK, CUMBOJI.

Joaiiekce3 ywiH: TonenbepreH Epbon, Kapxxaybaesa CaHryn. «[Tparmatuam BceBonon Meviepxonbp,
neH Epxwu [poToBckumiaiH Teatp TaxipubeciHiH, MageHn momeni petinge». Central Asian Journal of Art
Studies, vol. 9, no. 3, 2024, pp. 33-54, DOI: 10.47940/cajas.v9i3.880

Anreic: «Central Asian Journal of Art Studies» »ypHanbIHbIH, pefaKUMACbIHA, COHAAN-aK aHOHUMAI
peLeH3eHTTEpre LWEKCi3 anfblCbIMbI3Abl Oingipemis.

Asmopnap KomwazbaHbiH COHFbI HYCKACbIH OKbIN, MAKy10a0bl ¥aHe Mydoesnep Kaliliblblfbl JOK
eKeHOieiH Manimoelioi.



NMPATMATU3M KAK KY/IbTYPHAS MOLENIb TEATPANIbHbIX MPAKTUK BCEBONOAA MEMEPXOJIbAA U EXWU
TPOTOBCKOTO

Tolepbergen Yerbol, Karzhaubayeva Sangul

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

PRAGMATISM AS A CULTURAL MODEL OF THEATRICAL PRACTICES BY VSEVOLOD
MEYERHOLD AND JERZY GROTOVSKY

Annotation. In the 20th century, physical theater marked a paradigm shift in culture towards
innovation and bold experiments, becoming one of the most important trends in the world of
theatrical art. The denial of naturalism, the interest in visual aesthetics and theatrical practices of
the East, the rejection of the primacy of literature, which has developed in the classical European
theatrical tradition, certainly played an important role in the development of physical theater, its
theatrical practice and theory. The article analyzes two key strategies of the twentieth century
physical theater - Vsevolod Meyerhold «Biomechanics» and Jerzy Grotowski’s «Physical Training»,
which became the foundation of theatrical pedagogy, theater theory and a methodological platform
for teaching such theatrical disciplines as acting and the basics of directing. The methods of the

two great directors are considered in the context of the paradigm shift that the culture of the first
quarter of the last century underwent. In the theater, this turn marked the transition from classical
rationalism to post-non-classical pragmatism as a new cultural model of the twentieth century. The
concepts of cognitive psychology were also used as a methodological basis, along with the ideas of
pragmatism that developed in the philosophical discourse of corporeality of the twentieth century.
Special attention is paid to the analysis of the aesthetic and philosophical views of the directors, and
their conceptual manifestation in the director’'s methods of forming a new type of actor,a turn to a
new stage aesthetics. The research includes the historical aspect of pragmatism, the psychology of
physical theater, a comparative analysis, the relationship with theater schools and methods of acting
training. The work contains an overview of current research on this topic, as well as conclusions and
recommendations on the use of Meyerhold’s biomechanics methods and Grotowski’s physical training
in modern theater pedagogy. The methods of Meyerhold’s «Biomechanics» and Grotowski’s «Physical
Training» had a huge impact on the development of modern theater in general, and physical theater
in particular. The ideas embedded in their methods help actors develop their physical and emotional
capabilities, expand their acting arsenal and advance in the development of new forms of bodily
expression. The turn of the physical theater towards psychologism and pragmatism of bodily behavior,
the development of internal mechanisms that influenced the formatting of complex transsense
structures by bodily plasticity, the limits of the possibilities of the human body, and many others - all
these issues represent an organically poorly studied layer that requires further in-depth study.

Keywords: physical theater, philosophy of theater, physicality, kinetics and actor’s apparatus,
director’s strategies, meta-symbol, conceptual symbol.

Cite: Tolepbergen, Yerbol, and Sangul Karzhaubayeva. “Pragmatism as a cultural model of theatrical
practices by Vsevolod Meyerhold and Jerzy Grotovsky.” Central Asian Journal of Art Studies, vol. 9, no. 3,
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KA3AK TEATP
PEO)KUCCYPACDI
IBAEHICTEPIHAEI]
[MOCTAPAMAJIbIK
HET'3AEMEJIEP

BakpbiT Hypneiiic', Hazepke Kymapranuesa?®

'Temip6ex Kyprenos aTbinaarbl Kasak yaTThIK @Hep akajieMHsiChbl
(Anmarbl, KazakcraH)

AHpaTna. byriHri Ka3ak TeaTp peXxuccypacbiHblH 6afFbiTTapbl MEH AaMy NepCreKTUBaNapbiH aHbIKTayFa
apHanFaH 3epTTey/iep OTaHAbIK TeaTpTaHyAaFbl 6ACTbl FbUTbIMU MACENENEPLiH KaTapbiHaH OpbIH anagpl.
Kasipri ke3ne 3aMaHayu aneMaik Teatp TEHAEHLUMANAPbIH XaHa Ke3KapacTa TaHUTbIH, TOYeNCi3AiK neH
eNaiK pyxTa eHep KyObifbICTapbiH XacayFa YMTbUIFaH Ka3akCTaHAbIK XaHa GyblH pexuccepnepin,
KONTaHOAChIH aHbIKTAY TaKblPbINTbIH, ©3EKTINIriH Kypanabl. OAicTep: 3epTTey XKyMbICbIHbIH, 9ficTeMenik
HEri3iH Xannbl @HEPTAHYLLbIIbIK, YCTaHbIMAAPMEH KaTap KOMbIIbIMAbI TaNAayAblH XPOHONOTUSIbIK,
TeaTpTaHYLWbIbIK, MOAEHM CapanTaMasblk COHAAN-aK KypblIbIMAbIK TaCinaepi Kypanmbl. XyMmbicTa
pexxuccepnepain, Kasipri WblFapMallbibIK, i34eHiCTepi canblCTbipMaibl-CapanTamarnblk, FbiIbIMU XYeney,
©HEepTaHYLLbIIbIK TaNfay XaHe KelleHAi 3epTTey aAiCTepiH KonAaHy apKbibl Xyprisingi. MinoetTepi:
dneM[iK TeaTp AaMyblHAaFbl MApagurMarnblK e3repictep MeH eHepai 3epaeneyniH Kasipri xarmanbiHaa
Ka3ak, TeaTp pexuccypacbiHAafbl KaHa KyObibICTap KapacTbipblaasbl; 3aMaHayu MeauaTeXHONorMUsANap
MeH TeaTp eHepi apacblHAAFbl YHOECTIKTiH, KyLeiyi CneKTakbAiH )XaHa dOopMachl MeH OHbIH, KOHTEHTIH
epekKLUe XacayFa MyMKiHAIKTepi TanfaHadpl; pexuccypasa, cueHorpadusaaa, aktepnik eHepae 6yriHri
TeaTpAblH CaH-anyaH 6erHenik TinaepiHiH nanaa 60nybl XXaHe OHbIH, aKTEPIiK 8HEpPAiH XaHa bafbITTa
[laMyblHa acepniepi aHbIKTanagbl.

Hamusxenep: nHa Xymabain, @apxat Monaaranues, Enik HypcyntaH, onibek ©Mipbekysbl
»koHe Apuaaw OcnaHb6aeBaHblH KOMbINbIMAAPbIHAAFLI PEXMCCEPAiH, ApaMablK, WbiFapManaH
KEWMIHTi YMTbIIbIC, KaHALLbINAbIK, XaHa 3CTETMKANbIK, i34EHIC epeKluenikTepi aHbikTanabl; KepHeki
aKCTpanonsauusnap, anneropusnap, CEMaHTMKanblK KOMOMHaUMsaNap, KoATap, akTaHT MOAE/bAepi
apKbINbl XXac pexxuccepnepi, aneyMeTTik Macenenepai kepcetyaeri 6iperei Tacingepi kapacTbipbliafbl.
3epTTeyaiH NpakTUKablK MaHbI34blIbIFbl: KOMTEFEH LblFapMaLUblblK KOMMYHUKALMSANAPAbIH MafFbiHANbIK,
KEHiCTiriHiH TOFbICYbl KOHTEKCTIHAE Ka3ak TeaTp peXxuccepnepiHii Apamanblk MaTepUanMeH XaHe
AKTEPNIAPMEH XKYMbICbIHbIH, XXQHAPTbIIFAH SAICTEPIH 3epTTeyae, TEATp KOMbIIbIMbI TyAbIpFaH MafFblHanap
MeH MeTaMarblHanap pexuccypa KypyablH 6iperevi pexxuccepnik aficteMeciH a3ipaeyiHae xartbip.
Pexxuccep-akTep bIHTBIMAKTACTbIFbl MEH KBPEPMEH KAYbIMAACTbIFbIHbIH, ©33apa 9pEKeTTeCYy NpoLeciHae
nanaa 60natbiH CNEKTAKbAiIH CEMAaHTUKANbIK KEHICTITiHIH «O0NMbICTbIH® KaCaHAbl KabaTbl KEpepMeH
KabblnaaybIHAAFbI MCUXMKANbIK KOMMOHEHTTIH, KOFapbiaayblH KepceTei. An Ka3ak TeaTpbIHbIH,
ToXipubeciHaeri «kewe» MeH «ByriHri» apacblHAaFbl 6ap apicTeMenik ONKbUIbIKTAP ApaMasblk, dpeKeT
KaKTbIFbICbl )XOHE MUMETUKANbIK, MTH03MSAAAH TaHbIMHbIH, XKaHa MYMKiHAIKTEPi MEH XaHa TeaTp
3CTETUKACbIHA aybICYbl aPKblbl TOATHIPbIIALbI.
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TyiiiH ce30ep: TeaTp ypAici, NOCTAPaMasbIK TeaTp, WbiFapMallbliblK, KEHICTiK, KNACCUKaNbIK,
KOWMbINbIMAAP, CNEKTaK/Ib, XXaHa PeXMUCCepiK i3AeHicTep, ApaMansbIK, WbiFapManapabl Tangay, aktepiik

[apanblk, aHcamb/b.

AJoaiiekce3 ywin: Hypneriic bakpiT )aHe Hasepke Kymapranuesa. «Kasak Teatp pexuccypachl
i3peHicTepingeri noctopamanslk Herizaoemenepy. Central Asian Journal of Art Studies. 1.9, N23, 2024 x.

55-72 66., DOI: 10.47940/cajas.v9i3.921

Asmopnap Koma3baHbiH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddenep KAaKMmblFbICbl #OK den

ManiMOEDi.

Kipicne

VTiHMi TaHga eqiMizne casicu-

9KOHOMHKAJIBIK KaHFbIPyJIapra
GaitsaHbICTbI KenTereH :xkaHa pedopmaJgap
JKy3ere achlpbliblil 2kaTbip. [IpesuaenTimia
Kaceim — Komapt TokaeB xaJibikka
JKOJIIayblHA dJIEMHIH 1aMbIFaH
eJIIePiHiH KaTapblHA XKEeTeJICUTIH eJieyJli
KaZaMIapbIHbIH Oipi eHep cajlacbiH
JIAMBITBIIT XaJIbIKapaJiblK CTaHAAPTTap
JleHreline KoTepy eKeHJIriH YHeMi alThlI
XKYp. ByJ1 2KyMBICTBIH ©3€KTiJliri esimizne
JKy3ere acblpblJbIIl 2KaTKaH MJICHH
uiapaJjiapMeH ThiFbl3 OalJIaHbICThI.

JKan-»kaKThl JaMblFaH Kol caJsiadibl

MOJICHHETIMI3/IiH, YJIKEH apHaChl — KA3aKThIH
VJTTBIK T€ATP OHEPiH dJIeMIiK OpKEHUETTer!|
TeaTpJsIbIK KOHTEKCTep/IeH 6eJieK
Kapactbipyra Kesamedii. Ce6e6i Kazipri
JI9YipAeri 2KaHa TEXHOJOTHSANAP/IbIH AAMYBbI,
FAJIaMTOP 2KeJIiCiHiH 2KeTiJyi LyHHUEeKY3i
OoMbIHIIA aKMapaTTap aJMacyblH KyLIEHTIN
otblp. KyH caiibii Tos1acehi3 60JbIM
JKaTKaH 2KaHAJbIKTap 9J1eM XaJIbIKTapPbIHbIH
apacbIHAFbI CAsICH-dJIEYMETTIK,
9KOHOMHKAJIBIK KaPbIM-KaTbIHACKA HTi
acepiH TUridyMeH Gipre TyTac MaJIeHH
OallsiaHbICTap/IbIH KOKXKUETTH KEHEHUTII,
©3apa cabaKTaCThIKThl KYLIEHTEe TYCTi.
CoHBIH illiH/Ie yHUEXKY3] TeaTp eHepiHzeri
ThIH, PEXKUCCEPJIK i3IeHiCTep, KaHA
TeaTpJbIK oiJap Oip eJ1 lekapacbiMeH
LIeKTesaMel OYKiJl anamM3aTKa OpTak pyxXaHH
Mypara aiHaJbIIN XKaTbIp.

MakanaHblH 6acTbl MakcaTbl —

Ka3aK TeaTp peKUCCypachbiHbIH COHFbI
JKBIIAAPAAFDI IIbIFAPMallIbIBIK JaMyblHa
3epTTeyJiep XKacall, aJIeMIK TeaTp eHepiHe
OO0JIbIT 2KATKAH »KAHAJBIKTAPbIH bIKIAJbIH
anbikray. COHbIH illliHe €PKiH ONJIbI 2Kac
OybIH pexKUuccepsepiH, aJeMJIiK TeaTp
eHepiHze OOJIbIMN XKATKAH YPAICTEpP asiChiHIA
TeaTp KeHicTirinae 6eTOypbICTap yKacayaarbl
OeJIceHITIKTepiH KopceTy 60JbIN
TaOblaIbI.

Kasakcran TearpJiapblHblH KeHiHTi
JKBLJIAPBI KOJI 2KETKI3reH €H, YJIKEH »KEeTiCTiri
— QJIeMJiK TeaTp YpHiCTepiHe iJiecyre HbIK
Kagamaapra 6apybl leMekni3. MemsekeTimis
caxHa eHepiHiH KakipaTkepJiepiHe raHa
emec Oapiia eHep cyidep KaybiMra 6acka
@JIICPJLiH, V3K CIIeKTAKJ/bAEPiH Kepyre
MOJI MyMKiHJIKTep Kacar oTblp. AHTaJIbIK,
eJiiMizjie eKi Kbl cailbiH OpTrasibiK
Asust men KaszakcraH TeaTpsiapbiHbiH
XaJibiKapaJblK hecTHBasi TYpaKThl OTKI3isin
keJiesi. bys Typki Tingec memsekeTTep
apacbIHJAFbl LIbIFAPMaLbIJIbIK KapbIM-
KATbIHACTbI IAMBITY/IbIH OACTbI TETiriHe
aliHaJIbIN OTHIP. ATa/IMbIII (heCTHBAJIbIEP
dJIEMJIiK TeaTp ypAiCTepiHiH Kal OarbITTa
op0Oin »kaTKaHAbIFbIH KopceTei. OnaH 6acka
JKBIT CalbIH OTKI3IIIN KeJie KaTKal « O0iLl
anemi» (Akray Kasachbl), « TeART-Kekiie»
(Kekuieray), « BIKEN» (Tanubikopran)
XaJibIKapaJsblK TeaTp GecThBaibIePiHiH
reorpausiiblK ayMarbl XKblJl CailbiH
KEeHEHiM eJieyJli eHep calblCTapblHbIH OipiHe
auHaJsapl.



Kasakcran Tearpaiapsl pecrny6J/nka
aliMarblH/a FaHa eMeC aJbIC-KaKbIH
uieTeJijiepre Jie Kasak eHepiH HacuxaTTarl
keJiesli. bys opaina uierenepie oTin
»KaTKaH XaJsiblKapasiblk Teatp ecTuBaJbiepi
MeH racTpoJIbliK canapJjapra LiblFy
APKbLJIbl dJIEMJIIK MOJICHHET KEHiCTiriHe
KasakcraHHbIH caxHa 6HepiH TaHbITY
MeH JI9pinTey »KOJbIHAA TeaTpJapbiMbl3
YCTaHATbIH KOPKEMJIIK-3CTETHKAJIBIK,

OarbIT MEeH penepTyapJiblK cascar
yCTaHbIMbI 6ap. Atan aiiTKaHzia, eJimMis/it,
VJIKEH Kapa l1aHblparsl atauran Myxrap
Oye30B aTbIHAAFbl Y/ITTHIK ApaMa TeaTphbl,
Fabur Mycipenos atbiHaarsl 6ajagap

MeH kacecnipimuep Teatpsbl, Kanbek
Kyanblli6aeB aTbIHAAFbBI YITTBIK MY3bIKaJIbIK,
JipaMa TeaTpbl, AcTaHa KaJjachl OKiMAiriHiH
JKacrap teatpbl Men My3bIKaJbIK 2Kac
KepepMeH TeaTpbl, AKMoJa 06JIbICTHIK
opblc Apama Teatpbl, Hypmyxan JKantepun
aTbIHAAFbl My3bIKaJbIK Apama TeaTpbl,
Konerantun CtanuciaBcKuil aTbiHaarbl
Kaparanjipl 06J1bICTBIK OPbIC IpaMa TeaTphl,
JKycin6ek AfimaybiToB atbinziars [TaBmaonap
00JIBICTBIK Ka3aK My3bIKaJIblK Jpama
TeaTpbl, AJIMaThl KasacbiHbIH MeMeKeTTiK
KybIpLLIAK TeaTpJiapbl XaJblKapaJblK TeaTp
thecTrBasIbIEpiHE 2KUi KATBICHIT, XKYJ/1ei
OpbIHJAP/ibl HeJIEHII 2KYP.

Fadur Mycipenos aTbiHaarbl 6aJjanap
MeH Kacecnipimaep Teatpbl 2023 Kbl/bl
«Kynarep» (aBr. lnusc JKancyripos, pex.
®dapxan Moanaranun) crniekrakiimen Mackey
KaJiacbinaa etkisiared Auton [Tasnosuy
YexXoB aTbIHIAFbI XaJbIKAPaJbIK TeaTp
tdecruBanine (Kazakcran GoiibiHila asralil
pet) :koHe AnGaHusi MeMJIeKeTiH/Ie OTKeH
teatp decruBanine «Kahap» (aBt. JKan
Anyit, pexx. [Inna yKymabaii) cniekrakiiMeH
KaTbicbin ['pan-npuai uesnenin kaittel. Cod
CHSIKTBI AJIMaThl KasiacbiHbIH MeM/ieKkeTTiK
KYbIPLLIAK TeaTpbl 6TKEH Kbliibl Bosrapusia
oTKizinreH Kybipiiakrap TeaTpblHbIH
decruBanine «Pomeo men [LKyberra»
(aBT. Yuabsim Llexkcnup, pex. Jluna
JKymabait) cnexkraksiMen Katbichin ['paH-
NPUAL eHLIIJIeY eqiMizaeri TeaTpJiapibiH
dJIEMIiK apeHasia KepiHe HacTayblHbIH,

YKapKbIH AaJ1edi en 6ijemis. MyHbIMeH
alTnarbiMbI3, Kazipri keane Kazakcran
TeaTp eHePiHACTi ThIH, i3IEHICTEP 9PKHJIbI
CHMaTTa »KaJFachll 2KaThIp.

OJIEMJLiK TeaTp AaMybIHIAFbl
napajurmaJblK esrepictep MeH eHepai
3epuedieyliH Kasipri xKaraanbiuaa
Ka3aK TeaTp pPeKUCCypachbiHIAFhl KaHa
KYOBIJIBICTap/IbIH aHBIKTAJYbl 3€pTTEY
JKYMbICBIHBIH, 2KaHAJIbIFbI GOJIbIIT
tabbliabl. COHBIMEH Koca 3aMaHayH
MeJHaTEXHOJIOTHSIap MEH TeaTp eHepi
apaChIHIAFbl YHICCTIKTIH, KyLIeHyi
CIeKTaKJb/IiH 2KaHa MillliHi MeH OHbIH,
KOHTEHTIH epeKllIe Kacayra MyMKiH/iK
6epeTinairi nosesneHni. Pexkuccypana,
cLeHorpadusia, akTepJik eHepse OyriHri
TeaTp/lblH caH-ajyaH OedHesiK TinaepiHin
napaa 60Jybl Ka3ak TeaTPbIHbIH KaHA
OarbITTa JJaMyblHa oCep €TKeHi aHbIKTaJIJIbI.

3epTTey aaicTepi

Byrinri kazak Teatp pexKuccypachbiHbIH
JlaMy TeHJIeHLIHAJIapbIH aHbIKTay YLIiH
dJIEMJLiK »KOHE OTaHbIK TeaTpTaHYLLbl
FaNIbIMAAP/IbIH €eHOEKTEePi HEeri3re aJibIH/IbI.
Kasipri yakbiTTa 1yHHExKY3i GofibIHIIA
TeaTp oHepiHe KAThICTbI XKa3bl/IFaH
3epTTey eHOeKTepae «IOCTApaMasblK
TeaTp» JIereH TePMHUH 2KHi KOJIAHbILJIbIII,
FbIJILIMM alHaJIbIMFa eHil KeTTi. By Hemic
TeaTpraHylibichl XaHce-Tuce JlemanHbiH,
«[TocTapamaiibiK TeaTp» aTThl KiTaObIHbIH,
JKAPBIKKA LLbIFYbIMEH ThIFbI3 GaiJaHbICThI
6oupl. Arasnran enoek Pecefine opbic
tinine Hatanbst McaeBaHblH ayrapmacbiMeH
2006 »blibl 2kapusiianbl. Kazakeranabik
TeaTpTaHyLlbl FAJIbIMAAP MEH TeaTp eHepi
caJlacblHbIH MaMaHapbl aTajFaH KiTarnreH
opbic TisiHae TanbicThl. KiTan Kazak
TisliHe KyHi OyriHre AeiH ayaapbliiFaH
oK. CoraH KapamacTtaH OpbIC TiJIiH »KeTiK
Oi71eTiH MOJIEHHET TIeH OHEP CaJaChIHbIH,
MaMaHJapbl OHbIH €HOETiMEH »KaKChl TaHbIC.
Kasak tearp pexxuccypachIHiarbl KaHa
OybIHHBIH, KaJIbINTACybIHA, €yPOTaJbIK
3aMaHayM Teartp YpAici bIKnaJ eTin

oTbip. COHbIH, illliH/le NOCTAPaMaJIbIK

OPTAJIbIK A3 ©HEPIHIH MOHAPANbIK 3EPTTEY/IEPI ‘i‘ CAJAS Volume 9. Issue 3. 2024



OPTANIbIK A3 ©HEPIHIH MoHAPANbIK 3EPTTEYNEPI ‘!‘ CAJAS Volume 9. Issue 3. 2024

TeaTp/IbIH JIEMEHTTEPi Ka3aKCTaH/bIK
pexKuccepJiepiiiH CreKTaKAbIepiHeH
alKbiH OalikaJanbl. XaHce-Tuc JleMaHHbIH;
«[TocTupamaTuuecKkuii TeaTp — 3TO
He KaKOH-TO HOBBIH THUIT TeaTpaJbHOIO
TEKCTa, HO HOBbIH Cr10cO0O UCIOJb30BAHUS
TeaTpaJibHbIX 3HAKOB, KOTOPBIH
BbIBOpPayMBaeT HaM3HAHKY COOTHOLIEHHE
MexK/1y IByMsl [IEPBbIMH YPOBHSIMHU
TeaTpasibHOTO TEKCTA. DTO MPOUCXOAUT
Osaroapsi CTPyKTYPHO U3MEHHUBLIEMYCSI
KayeCTBY CaMOT0 TEKCTa MPeJICTaBJCHHS:
OH CTaHOBHUTCS CKOpee KIPUCYTCTBUEM»,
yeM <IpeCTaBJAeHHEM Yero-To», CKopee
HEKUM OT/IeJIbHBIM OIbITOM KaXK/10T0, 4YeM
OTbITOM, KOTOPbIH Mbl MOYKEM Pa3JEJHUTh
C JIPyTMMH, CKOpee MPOoLLeCcCoM, YeM
pe3yJsibTaToM, CKopee MaHuecTalle, yem
0603HaYeHHEM, CKOPee SHEPreTHUECKUM
UMITyJIbCOM, ueM HHdopmatnei» (Jleman
X.T., 2013: 138), — nereH TyKbIpbIMbIH
CleKTaKJ/bAePIeH aHbIK Kepil XKypMis.
OpaH keliin nepdopmanc Typasbl Poysiu
[onbn6epr «McekycerBo nepdopmanca.
Ot chyTypH3Ma 110 HaLLKX JAHEeH» JereH
KiTaObIHIA: «...BUJ XYL02KECTBEHHON
NPAKTHKH: )KHBOE UCKYCCTBO B UCIIOJHEHHH
XYJIO2KHHKOB», - JIell aHbIKTaMa OepreH.
Keitin 6y Tepmunai nainanany asicbl
KeHH TYCTi: JiuHrBUCTKaAa JlkoH JIsHrino
OctuHn, KuHOMaTorpadusina Jlopa Manbu
(knHOMaTorpadUsaarbl HAppPaTHB TypaJibl),
Jlxynut Batnepnin en6erinae (renaepaik
TEOPHUSICbIHAAFBI (heMeHU3M ) KeHiHeH
nainananbuirad. A, dpuka Puiep-
JInxTe KasaMblHaH TyFaH « DCTETHKA
nepopMaTUBHOCTH>» (HEMIC TijliHeH
aynapran Huna Kanjgunckas ) KitaGbIHbIH
(Pumiep-Jluxre 3., 2015) kapbiKKa
WIBIFYBI 1a OYTiHT KOPKEM MdJIeHHEeTTer]
nepdomanc heHoMeHiH KeHiHeH TyciHyTe
MoJ1 MyMKiHJiK Gepai. Kazakcranubik
peKuccepJIepiH, CreKTaKIiHACT KopKeM
ajumosusiiap, metadopaJblk OeriHesep,
OPEKETTIH MEJIMTATUBTIJIII MEH axKya
3JIeMeHTTepiHiH Ke3zlecyi Dpuka Puliep-
JIuxre atan kepceTkeH nepopmMaTUBTIK
scTeTHKara GarbiHabIpblIraH. Kpuerodep
Banmubiy, « Teatpranyra kipicre»

kitTaboiubiH (banm K., 2020) kasak rinine
ayJlapblIybl a TOCTApPaMaJibIK TeaTp TypaJbl
YFBIM-TYCIHIKTepJIi TepenjieTe TycTi. bi3

03 3epTTeyiMi3/ie KOFapblIa AUTbLIIFaH
FaJibIMIaP/ibiH MTOCTPaMa TeaTpbl TypaJibl
iniMJIepiH CrieKTakJb Tasaay OapbiChIHAA
6acTbl Ha3apa yCcTablK.

Bynapnan 6acka MakaJaHbl 2ka3y
OapbICbIH/A Ka3aKCTaHBIK TeaTp eHEpiH
3epTTel XKYPreH OTaH/bIK TeaTpTaHyLlblaap:
Bbakeir Hypneitictin «Kaszak Tearp
peKHCCYpPaChIHbIH KaJbINTaCybl MEH
namy Kezenzepi», (Hypnefiic b., 2014 ),
Canust Kabauesanbin «ITytn pagsutus
TeatpoBejienust Kazaxcrana» (Ka6auesa
C.J1., 2020), Amankesai MyKaHHbIH
«Teatpna TyraH Tosramaap» (Mykax
A., 2019), Mepyept JKaKChbIIbIKOBaHbIH,
«Kazak kacibu akTepJiik eHepiHiH famy
epekiesikrepi» (JKakcblibikoBa M.,
2014), Anap Epke6arinbin, «Kasipri kazak
TeaTpbl: TApUXH criekTakabaep» (Epkebaii
A., 2015), Syxpa McnambaeBaHbIH
«TepicTiK KoHEe WIBIFbIC OHipJEPiHJIEeTi
Kazak TeaTpbiHbiH gamybl» (Mcnambaesa
3., 2015) aTTbl FBIJILIMH KYMbICTapb
Heriare aJblHbI.

Enimisneri 3amanayu teatp
eHepiHzeri earepicTep COHFbI OybIH
KA3aK PeKUCCePJIePiHiH, KYMbICTAPbI
MblcasibiHia 3epTredi. COHbIH
HOTHKECIH/Ie Ka3aKCTaHIbIK TeaTp
OHeDI dJIeMJIiIK TeaTP KEeHICTiriHAeT] ThIH,
JKaHAJIBIKTapabl KaOblinayra OeHiMaiiriMmeH
epeklliesieHeTiHi aHbIKTa bl EH
6acTbicbl, OYpPbIHHAH KaJbIITACKAH KacaH,
KaruaJapAaH apbliblll, Ka3aK Teatp
eHepiH/le XKaHa Ke3KapacTap naiaa 6oJsl.
OJIEMJLiK YKOHE YJITTIK KJIACCHKAHBbI,
TapUXH JKoHe 3aMaHjacTap TypaJbl
nbecaJsap/ibl Kasipri yakbITIICH YHACCTIpin
»KaHalla nocTapama Teatp 3CTeTHKachbIMeH
caxHaJiay ypJici »KaJIiFachblIl 2KaTbIp.
3epTTey KYMbIChIHbIH d/liCTeMeJIiK Heri3iH
»KaJllbl OHEPTAHYLIbLIBIK YCTaHbIMIAPMEH
Katap KOUbIIbIM/IbI TaJIay bl H
XPOHOJIOTHSAJIBIK, TeaTPTaHybIIbIK,
MOJCHH CapanTaMaJblK COHIAN-aK
KYPbIJIBIMABIK TaCIEpi Kypaiibl. JKymbicTa



Ka3aK pPeXKHCCYpaChIHIA JKYPIll 2KaTKaH
Kasipri welFapMallblIbIK i3eHiCTep
caJibICTblpMaJibl-capanTtamaiiblk, FblJbIMH
JKyHeJiey, OHePTaHYILBIIBIK TaJIay XKoHe
KELICH/i 3epTTeyY 9iCTePiH KOJIaHy
apKbIJIbI XKYPri3iii.

Mikipranac

XX-XXI racwipiiapaarsbl MojieHH
napaaurmanapblH e3repyi OyKij qyHHeKy3i
TeaTp oHepiHiH XKaHapyblHa TYPTKI

60u1/1bl. COHBIH iLlIiH/E MTOCTMO/IepHIe

TOH OHep CUHTe3/epiH (61, My3bIKa,
KeCKiHeMe, KHHO, T.C.C.) OeJiceH/li KoJaany
COHFbI 2KbIJIIAPbI 2KAPbIK KOPreH Kasak
pexKuccepJepiHiH, CeKTAKAbACPIHEH AHbIK
OaliKkasazpl.

[TocTapamasnbik TeaTpia nepcopMaHcTaH
Hacrarl, 3aMaHayy OM MeH TOH TeaTpPbIHbIH,
My3bIKAJIbIK KoHE MTaHTOMUMAaJIbIK,
KYbIPLLIAK »KOHE LIMPKTIK TeaTp/bIH
3JIEMEHTTePi MeH X3MEeHUHT CUHTE31 THIMI
nawiajsanbliajbl. YHEMi >KaHapbI OTbIpFaH
JKaHa TeaTpJiblK KOHLIENUHsIap MeH
peXKuccepJIiK HeliMaep bIFapMauibll
TyJIFaJIap AyHUETAHBIMbIHBIH CaH KbIPJIbl,
TepPEeH eKeH/ITIH JaJ1e/1 el KeJIe/i.

Eypona teatpnapbl kuuematorpadus
ToCi/Iepi MEH KOMITbIOTEPJIIK TEXHOJIOTHSA
JKETICTIKTEPiH CrieKTak/be HelHesi KypaJ
peTiHe KeHiHeH KoJlaHy GapbichiHa
»KaHa Ke3KepiMILK (Bu3yasibl ) OefiHesep
»Kacayra MyMKiHiKTepi MoJ1. AlTasbIK,
KaHazaJ bk Teatp pexxuccepi Pobep
Jlenaxx aca Kyp/eJi »KapblK TeXHHKAChI
MeH MyJIbTUMEMaHbl aiiasaHy apKblibl
XXI raceip TeaTpbIHbIH 2KaHa (HOPMACHIH
»Kacan 6eppi. Aji, aMmeprKasibiK TeaTp
pexkuccepi PobepT YujcoH, Hemic
Annpeac KpurenOypr, 1miBeiapJbik
Jlanusge Ounuu Ilacka, uranbsin Pomeo
Kacresyuuu gpamaJibik TeaTp MeH 6acka
eHep TYpJiepiH: My3blKa, KHHeMaTorpadus,
naHToOMMMa, LIHPKTIK GydoHananap meH
3aMaHayn xopeorpagusiHbl TOFbICTbIPbIT
alpbIKila TeaTp CTHIiH 2kacaabl. OgapbiH,
CIIEKTAKJIBAEPI [JIACTHKAJIBIK d1eMiJliNiMeH
JKOHE »KAPbIK MAPTUTypaCbiMEeH

epekiesieHeni. bynapnan 6acka dpaniys
Gununn JKanTtuiin Kybipiiiak TeaTpblHAATb,
nemic ®pank Kacropdrbin Mio3ukJeri,
arbuiibiH MaThio BopH Men dpanity3
JKoszedh Hamkrbin xopeorpadusinars
JKETICTIKTEPi 0J1ap/AblH KOPKEMILIK
KUSJIIAPbIHbIH TePEHIIKTepiMEH KOCa,
JKaHA TEXHOJIOTHSIHBI TeATp dJIeMiHe
KipiKTipe aJybIMeH TaHFaKakbIM
HOTHXKeJiepre XkKeTKizfi. by cypetkepJaep
03 KOMbIJBIMAAPbIHIA aJIaM PYXbIHbIH
KEMEJIITNH »KaHa LbIFapMallblIIbIK
ThIHbICIIEH OeJiepesi.

bisnin Kazakcran TeatpJaapsl 1a pyxaHu
KYH/bIIBIKTap/ibl, KOFAMHBIH KeJ10€eTiH, afam
OMipiHiH MAHbI3bIH KOPCETYETi i3eHiCTepiH
YKAJIFACTBIPBIT KeJieli. Enimisnin reatp
©Hepi YITTBIK CHIIAThl MEH 3CTeTHKACHI
6acka yJiTTapaH epekulesereHiMeH, OHblH,
JlaMy YPAICTEPiH dJIeMJIiK OpKEHUETTer
MOJIEHH KOHTEKCTepeH OeJleK KapacThipyFa
kesmeini. Keilbip memsiekeTTik
TeaTpJapMeH Oipre KopKeMJiK KeJoeTiHe
3aMaHayu (hopma MeH yKaHalllbl/I/IbIK,
3KIEePUMEHTTIK »KaHe J1ab0paTOpHsIIbIK
i3nenicrep Ton «Apt u lok», 5.Omapos
atblHaarbl «Kac caxHa», « TotajbHbIA»,
«bBynkep», A.MmanbaeBanbiy, « AW»
teatpsl, A.Catbibanubiibiy «28 theatre»
T.0. TeaTpJap aJeMIiK TeaTp eHepiHje
OOJIBII >KATKAH 2KAHAJBIKTAP/IbI 2KiTi
KajlaraJsar, CleKTaK/IbAep/li 3aMaHayH
giicTepmen Kotora 6eftimiesie 6actapl.

bis 6yrinri Kazak Teatp
perkuccypachlHaarbl 6acThbl YpAiCTEeP/ eKi
HarbiTKa 6eJin KapactbipaMmbl3. bipintiici,
JIOCTYPJIi pexKUCCypa, AFHU pexKUCCepaliK
LIeLIiMIe MTbeCAHbIH Ma3MYHbI, YJITTBIK
epeKLIeJiri, KedinkepJsaep eMip CypreH opra
T.0. TOJIBIFBIMEH caKTaJiajibl. by keOinece
KJIACCHKAJIbIK TYbIHbIIAP/bI KOHFaH KeaJe
aHbIK Oarikasaazpl.

Kasak npamaTyprusicbiHbiH, OacTarnkpl
KeseHinge Myxrap Oye30B QOJbKIOPJIBIK
LIblFapMaJiap/ibl libecara aiHaJbIpy/blH,
03bIK YJITiCiH KepceTTi. bys Typaisibl Teatp
seprreyuinepi Acxat Maemupos, KaGbii
XanbikoB, bakpiT Hyprieiiic »kasran
relbIMU eHbekTe: «Folklore is a state of
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mind that is cultivated by people in their
creative work, and has given life to people’s
substantial cultural development. Speaking
about the social aspect of folklore as art,

it can be called a living and inexhaustible
source of all cultures. However, the

action and the sound of folklore, which
create the meaning of the game, are not
the ‘existence puzzle’ in the postmodern
sense; it is something profoundly different.
Another thing is that philosophy and art
are related to social, public relations, and
public human existence» (Mayemirov, et
al 217) neninren. Cost hosIbKJIOP HeTi3iH/le
JKa3blJIFaH KJACCUKAJIbIK [TbecaJlap/bl
KOWFaH Ke3Jle pexkuccepepin, 6acbim
6oJiiri GypblHHAH JA9CTYPi KaJblITaCKaH
TICUXOJIOTHAJIBIK OMHAY TOCiIIepiH
yCTaHa/bl. AWTasIbIK, Ka3aK TeaTpbIHbIH,
LIblFapMAaLlblIbIK OMipiHAE eulrnec

i3 KaJpIpbli, Hellle GYbIH aKTepJep
1ebepJliriHiH ecin KaabITacyblHa bIKITaJ
eTKeH apamatypr Myxrap Oye30BTbIH
«Engiik — Kebek», «Abaii», «Kapares»,
Fadur MycipenoBtbiH «Kpi3 JKibek»,
«Kosbl Kepneur — basin cyny», T1.6.
KJIACCHKAJIBIK MbecalapbIMbl3 6apJbIK
TeaTpJsiapbIMbI3/IbIH perepTyapbiHia Kypin
Katblp. OTken XX racblp caxHachlHa
KOWBIFAH KJ1aCCHKAJbIK TYbIHIblLIAPAA
Jipamatypr MaTiHi KbICKapThlIMai TOJIbIK
cakraJgpl. KeflinkepJsep emip cypreu
TapUXU OPTAHbIH KOPIHICI, XaJbIKTbIH
TYPMbIC-CaJIThl, JIET-FYPIbl KOPKEM
6elineniensi. llIbirapmanan Thic, MbecaHbiH
epeKLIeJITriHeH 06JIeK pexKHCCepIliK
wetimaep 6oamalTbid. las Kasipri keanie
JIe ApaMaTypr MaTiHiH KbICKapTHan coJ
KaJITbl KOUBIT 2KYPreH pexkuccepiiepiMis
6ap. OJyiap OyriHri TEXHOJIOTHS
JKETICTIKTEpiH Naiaanana OThIpblIl, Kac
ypraKKa KJacCHKaJbIK Mbecaap/bit 6ai
Ma3MYHbIH, iLIKi CbIPbIH, €63 KYIiPEeTiHiH
KACHETIH, YJITTbIK MiHe3 epeKILIeJIKTepin
KaiMarblH Oy30ail KepceTy/i Makcar eTil
KeJiesi. byran Myxrap Oye3oB aTbIHAFbI
VJTTBIK JipamMa TeaTpblHbIH caxHaCblHA
COHFbI XKbI/IIaPbI LIBIKKAH CMEKTaKJ/bIEP
JoJ1eq1 6oJ1a ananbl. Aiitansik, Edik

Hypcodaran pexkuceypacbiMeH caxHa/laHFaH
Myxrap Oye30BThIH «Kapares»
Tpareausichl (2022 ) KopKeMJiK TypFbiIa
KalTa 3epesieHyiMeH epeKIle/IeH] L.

Cnexrakb/e )ap-xxap, 6eratiap,
urauy, KepiMmiaik 6epy T.6. TYPMbIC-CaJITThIK
KopiHicTep/i pexxuccep yJKeH nadocrnex
KepceTy/li Makcar etnereH. Kaparesin
y3aTy CaxHacCbIHIA 1, KeJIiH O0JIbIN TYCKEeH
KEe3iHJIe JIe OH MeH KyH, O Oapi eJilieMMeH
kepcertinui. Tinti eHepimeH, eTKipJiriMmen
KbI3 2KyperiH xkayJan ajrad CblpbIMHbBIH
JKaHbIHJA IOMObIpaHbIH OPHbIHA KaMLLIbl
yCTaraH XKiriTTepiiH Kypyi e OyriHri eHepre
JlereH KOLILUIIIKTIH Oip2KaKThl KO3KapachlH
cesuipeni.

KofibibIMHBIH clieHorpacusicbl Mypar
CanapoB neH pexkuccep TapanblHaH KbI3bIK
oisiacThipblarad. CaxHaHbH ToOeCiHeH
TYCipiJiill TypraH arall TaMblpJiapbl 9pTYpili
pusocousIbIK MoHTe He GOJbIN CMeKTaKIIb
WesIChIH TepeHaeTin Typabl. CoHbIMEH
KOCa iJIiHIN TypraH IeHresek meHoep e
Kor (pyHKIMOHAJIbl KbI3MET aTKap/ibl.
Hoanipek aiitkanza, 6ipje »xac oray, 6ipze
JKacTapblH MOHBIHbIHA TYCKEH OyFayJiblK,
enni 6ipne Kapakes canacbiibliH, LieH6epi
6O0JIbIT OKbLIA/IbI.

KefiinkepJsepin KocTiomMepi jie allibik
TycTepMeH OepiiMelt KyJriH, KOHbIP, Cyp
TycTepMeH LuellinreH. bipak yaTTbik
KJlacCHKa OOJIFaH COH KbI3 y3aTbl1apaa
KHUETiH KOCTIOM MEH COYKEJIeHIH, CaJT-
JI9CTYPre JIaUbIK alllbIK TYCTEH GOJFaHbI
LIbIFapMa Ma3MyHbIHA Kapchbl OoJmac
elli. OiTKeHi 3a/j1aH KaparaHia 6apJibiK
KeHinkepJiepaid kuimMaepi 6ip Tyc 60JbII
Ke3re oraill Kepinai. Kanua xxahannany
JIPYipi en Kasipri 3aMaHHbIH, TiJliMeH
CTIEKTAKJb KOIOFA ThIPBICKAHMEH JI€ YJITTBIK
JIOCTYP MEH YJTThIK My[JeJ/epiMi3ai ecTeH
lIbIFapMaraH aypbic 6osap. OTkeHi 6i31iH,
XaJIbIKTA 7Kac epeklleirine 6alaHbICTb
KHIM KHIOJIiH, 03bIK yJTici 6ap.

CnekTakJibre TeaTpiblH ara, opra,

»Kac OybIH OKiJiepi KaThIChIN 6Hep
kepcetTi. MepxKaHn poninaeri Jlanaryn
TemipcynTanoBaHbIH XKypic-TypbICbIHAH,
CO3 canTayblHaH TilTi TPUM caJlyblHaH



Cobupa MalikaHoBaHbIH 6Hep yJriciH
aHrap/biK. CaxHaHbIH TYMKIi XKaFbIHAH KeJle
JKATKaH aK KUMeLLeKTi ayKeHiH MaHrasaana
OackKaH XKypici, KaTyJibl Kabarbl, aMip Oepe
coiJieyi 6apJibIFbl 1a Kedinkep MiHe3iHe
JIalbIK TaOblIFaH. AKTpUCaHbIH OYJ1
YKYMBIChI Ka3aK TeaTp CaxHaCbIHIA aKTepJliK
MeKTel cabaKTacTbIFbIHbIH, XKaJIFachlll
YKaTKaHbIFbIH KepceTin 6epjii. CoHbIMeH
Koca 6y 6efiHe OpbIHAAYLIbI i3/I€HICiHIH
KOPCETKIllli AeMEeKITi3.

ChoipbiM podtinzeri Hypruca
Kyanbiuo6ariyabiubiz, Kapakes — Munupa
Kyamaram6ertoBa, Hapma — Kyaubiin
Beuceranues »oHe T.6. akTepJiep/iiH 63
KeHiNnKepJiepiHiH MiHe3 epeKLlIeJIiKTepiH
JI9J1 TAYblIl, CAXHAJIBIK OPEKETTi OHFa,

{LLIKI TOJIFAHBICKA KyPYbIMEH JapaJlaHblIl
uieGepaikrepin kopceTTi. TeaTp y»KbIMbIHBIH,
OyJ1 KOHBLJIBIMBI YITThIK KJACCUKAHbBIH
JIpaMaTyprusiiblK Heridin 0y36ati,

aKTepJliK OibIHAA OypbIHHAH KeJle XKaTKaH
cabaKTacCTbIKThl CaKTaybIMEH KyHibl O0JIIbI.

Byrinri kazak Teatp eHepinjeri
eKiHLLi OarbIT: MOCTAPaMaJIbIK TeaTp
9CTETHKACHIH HbICAHA €TKEeH aBTOPJIbIK
pexxuccypa 6osbin Tabbliaabl. COHFbI
OybIH pexkuccepepimisiiH, 6acbiM OoJIiri
VJTTBIK »KOHE JIEM/IiK KJIaCCHKAaJIbIK
HibIFapMaJiapiibl 2KaHa TocijiepMeH
caxnaJian xyp. Onap Eyponana
JKYPri3iJIiI 2KATKAH 9PTYPJ PeKUCCePITiK
IKCMEPUMEHTTIK »KIHE JIaO0PATOPHUSIIIBIK,
JKYMBICTap/ibl Kepe »Kypill, CoJl )KHHAKTaraH
ToxKipubesepiH 63 KOUbLIbIMIAPbIHA
AlKbIH /12 >KapKbIH KopceTin KeJei. byn
Typasibl Anbcust EMGeprenosa men Canusi
Ka6nuesa: «CoBpemeHHoe TeaTpasbHoe
nckycetBo Kaszaxcrana siBisiercst
MHOT02KaHPOBBIM, MEKIUCLUIJIMHAPHBIM 1
IKCIepUMeHTaIbHbIM. B pernonax crpambl
MO2KHO YBHJIETh CIIEKTAKJM, KOTOPbIE
CJIO2KHO OTHECTH K OIpe/ie/IeHHOMY 2KaHpy,
TaK KaK 9TH CIEeKTaKJ/JId COBMELLAIOT
3JIEMEHTbI PA3HBIX }KAHPOB U HECYT
IKCIEePUMEHTAJIbHBIHA Xapakrep» - Aen
(Em6eprenosa A.: 2023) Kazakcran
TeaTp eHepi pezKUCCypaChIHAAFb
e3repicTeplli XKaH-2KAKThl TAJIAFAH.

3epTTeyliisiep oTaHAbIK TeaTpJaapaa
MOTIHHIH OPHbIHA MJIACTHKAHDI KOJIIAHY,
JIeHe UMITPOBU3ALIUSICH], Xopeorpad rneH
aKTepiH GipJiecim KyMbIC yKacaybl YJKeH
HOTH2KEJIEPre »KETKI3iI 2KaTKaHbIHA
TokraJjraH. CoJl CHSIKTbI pexkuccep-
xopeorpad-cyperTiili TaHIeMiHEH KOTl
JKaHPJIBI, PEXKUCCEPJTIK HHTEPITPETALHUSICHI
AlKBIH, i3/IeHIC asiChbl KeH, KOMbIIbIMIAPAbIH
JIYHHEre KeJINeHiHe HAKThI MblCaJiap
keJsripred. bis ge 6ya nikipsiepre ToJbIK
KOCBIJIa OTBIPbIM, OYTiHI OTAHIBIK TeaTp
pexKuccepJiepiHii KpeaTUBTI TociJIepi MeH
MJIACTUKAJIBIK LICLIIMACPiHiH HOTHXKECIHIEe
JKaHa 3aMaHra, KaHa KepepMeHre
OarblITTa/Fal ClIeKTaKJbAEP/liH CaHbl FaHa
eMec, canajiblk KopceTKillTepiHiH ae aprta
TYCKEHiH aliTyra THiCi3.

sKac pexxuccepJaepain kemdacuibiChl,
OyriHje esimiszie ©TKi3iJiN KaTKaH
Pecny6inkasnbiK Teatp dectuBasbaepinie
FaHa eMec, XaJblIKapaJblK TeaTp
(ectuBanbaepinen ['pan-npu xynuecin
uesieHin xxypren Jluna yKymabai
©3iHiH KpeaTHBTi NO3ULUSACHIH OapJIblK
CIeKTaKJ/bAepiHeH KepceTin »Kyp. OHbIH
pexkuccypacbiMeH Kolbliran CaMios
Bekerrin «[ononsl kyty» (2012), Yunbsim
[excnupain, «Kopoasb Jlup» (2012),
«Puuapn l1I» (2016), «Pomeo men
Jhxynserra» (2017, 2019), « Maxber»
(2020), Kau Pacunuin «@enpa» (2020),
["apcua Jlopkanbii «Bephapn Anb6aHbiH
yiti» (2023) 1.6. nbecasap pexuccep
TapanblHaH ThIH LIeLiMIep TayblIl, OHbIH,
LIbIFAPMALIBIIBIK 1 PbIH/BIIBIFBIH TAHBITHIT
6epai. OJ1 «KJ1aCcCHKaHbl 03€KTEH/Lpy/LiH»
03bIK YJIriCiH KOPCETIN XKyp. OJNEMIIK TeaTp
OHEPIHIE «KJACCUKAHbI 63€KTEH/IIPY>»
03iHiH, OHiK HIBIHbIHA XKeTil, TillTi 19J1
Kasipri Kea/ie KaJbllThl KaFaaira ailHasbin
KeTKeHi GapluaMbi3ra »Kakcbl MaJiiM. A,
Ka3ak TeaTpbl YUIiH OYJI aJ1i TOJBIK UTePiJIin
OoJIFaH XKOK. «KyiaccukaHbl 63eKTeHipy »
JlereHiMi3 — »kaHa apamanbit 6ip Typi.
MyH/1a K1aCCHKAJIBIK Mbecafiarbl yaKbIT
TMIeH 9peKeT OpHbI e3repeli, aj KekinkepJsaep
OyriHri 3aMaHHbIH alaMbIHa ailHAJA/IbI.
JIJKymabar coHbIMeH KOca MbeCaHblH,
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pexKuccepdlik OKbIIbIMbIHAA MOTIH/IET
CyObeKTi I9JILIKTeP/ICH aybITKBII, OHJAFbI
MarblHaJ1ap/iblH KaHA KOKXKHEKTEePiH
aulyra yMTbLIa/ibl. JIFHU, NTbeCaHbIH
«KaHKACBIH» caKral, KOUbIJIbIMHBIH,
OefiHeJ1i xKyfieciH 3aTTapMeH TOJThbIpabl.
Aran a#iTkanaa, Kym, Tonbipak, cy, 605y,
cabaH T.0. OHbIH KOFapbljia aTajFaH
KOUBUIBIMIAPBIHAA KEHIHEH KOJIAHBLIFAH.
Aiiranbik, Hypmyxan JKautepuH aTbiHnarsl
MamnrbicTay 00JbICTBIK My3bIKaJbIK Apama
TeaTpbiHbIH (AKTay KaJjachl) caXHaCblHA
Kolbliran Anexkcanap OCTpoBCKHILIH
«Hatizaraii» qpamachl pexkuccep/iit
oWJay KaOlJIeTiHiH TepEHIIriH natll eTTi.
Cnekrakbie Kabanuxa men KeJiHi
Karepuna ekeyiHiH Ko3kapacTapblHAarbl
a/ILIaKTBIKTaH Oip 0TOAChIHbIH KyHpeyi
apKbIJIbl KA3aK KOFAMBIH/IA OPbIH aJIbIM
OTbIpFaH 0TOACBIJIbIK XKaHKaJIapAbIH
TYIKi MarblHAChI alliblirad. Pexxuccep
JpaMaTtypr MoTiHiH XKeTKi3yLli KbI3MeTiH
aTKapa OTbIPbIIL, 63IH/IK CIIEKTaKJIb
TYABIP/bL. AKTEpJiepaiH (PU3UKAIBIK

JKOHE [TCUXOJIOTUSJIBIK TOJIFaHbICTaPbIH
KepceTy/ie cyaibl 9feMi Koananasl. Cy

— CIIEKTAKJbiH 6H OOHUbIHIA 9PTYPJIi
MeTadopaJblK acTapMeH OKbIJIbITT KOpepMeH
cegimiHe auipbIKlIa acep eTelli. Mbicalibl,
Katepuna men bopucrin 6ip-6ipine
JIereH KyLUTapJibIKTapblH KOpCeTeTiH
TYCTa Cy/bIH O€Ti 2KaAPbIKTbIH KOMEriMeH
6ipKaJsbInThl ToJKUABL. As, KaTepuHanan
albIpblIFaHblH TyciHreH TUXOHHBIH, illIKi
yalbIMbIH KOPCETETIH COTTE Cy aclaHra
aTbin, OybIpKaHbIM KaTaJlbl. By apKpliibl
pexkuccep KerlinkepiH xKaH ayHuecinaeri
apnaJibICTbl CyAbl OMHATY apKblJIbl
JKETKi3reH.

Juna yKymabaii KoHblILIMHbBIH, iLIKi
arbICbl MEH aKTepJiep OMbIHBIHAAFbI €KiHLI
TNJ1aH apKblJIbl Maxab0at, 3aMaH LWIbIH/BIFbI,
TiPLUIJIIK ThIHBICBI TypaJibl OUJIap/ibl
anTKbIza 6inni. O Kanaail nbecausl Kokica
Jia OYTiHTi KYHHIH 63€KTi MaceJsesepiMeH
6allsIaHbICTBIPbIN, OMip GOJIMbICBIH HIbIHANRbI
cypeTTeyre TeaTpJiblik OeliHesiey Taciiepin
MOJIBIHAH KOJIIaHYbIMEH epeKLIeseHe .
CoHbIMeH Koca 0J1 akTepJiepieH

omOeOanThIK KabiJieTTi TaJarn eTeTid
pekuccepin, Oipi. flruu, akrepsep Hefine
COMJIay/ia KeHinKep/iiH illIKi »KaH AyHUECiH
KepceTyMeH Oipre caxHaja naacTHKa/bIK
TYPFbIIA 9/1eMi KUMBLIAAy, Ouser Oiny MeH
9H caJly KabisieTi XKeTiNreH, KackaaepJik
KapbIMbl 6ap, aeHe-6iTiMi TapThiMJIbI
60JTybIH aJIIbIHFbI Ke3eKKe Kosibl. OJ1 Ke3
KEJITeH 2KAHP/1a 2KoHe opTypJii MilliHaeri
KOUbLIbIMAAPAA OATblJ1 OUHANTHIH
OpBIHAYLIBIIAPABI KaTeJecnel TaHIanIbl.
Cout apKbl/Ibl aKTepJIep/LiH caxHaaa emip
CYPYiHiH 2KaHA MYMKIHJIKTEPiHe »KOJ1 alllbll,
KoCiOM LIbIHIAJMYbIHA bIKIAJ €Till KeJe/li.
Byrinze Kazak TeaTp eHepiHiH jaMybiHa
03iHJIiK yJiec KOChIM KeJie xKaTKan dapxat
Mounaranu «Soundrama» (cayHapama )
JKaHPBIHBIH HETi3iH KaJsaylbl Baagumup
[TanKoBTbIH, LI€GEPJIiK KJIacTapbiHa
KATbICBIM, OChI 2KaHP/Ibl Ka3aK CaxHaCbIHA
asnra okesiti. OHbIH pexKuccypacbiMeH
I'.MycipenoB aTbiHaaFbl akaae MUK
OaJstasiap MeH KacecripimMaep TeaTpbIHbIH
caxHachblHa Koiibuiran « Kynarep»
(2021) ciekraksi cayHapama »KaHpbIHbIH
eMipuIeH/iriH KopceTin Gepi. Pexxuccep eH
OipiHlIizeH, Ka3aK MosMachbiHbIH »kayhapbl
caHanartblH [.JKaHcyripoBTbiy Kypaei
LIBIFAPMaChIH ?KaHA »KaHp KaJblObIHA
caJiblr, OaTbl SKCNIepUMeHKe Oapy
apKbIIbI YITTHIK 97101 MypaJsiapbIMbI3/IbI
CaxHaJlay/blH TbIH XO0JIbIH KOPCETTi.
CnekrakJbiH 6H-00biHa AKaH 9Hi
JIEUTMOTHB €Till TAapThl/IbIN LIbIFAPMa
Mas3MYHBIHbBIH TepPeH, allblIyblHa HETi3
6osibl. Ocipece, pexuccep « STEPPE
SONS» 3THO-MonepH ka3 TOOLIH OChI
CreKTaJsibre apHaibl IIAKBIPBII, OJlapMeH
ThIFbI3 OipJIiKTE XKYMbIC 2KacayJiaH Kerl
yTKaH. OHepraznap/biH KaH/ibl 1aybICTa
OpbIHJaFaH dHepPi MEH 63 1ayblCTapbl
ApKblJIbl 2K9HE acranTtapMmeH TypJi
JIbIOBICTAp/IB 1IeGepJliKIeH 6epe anysbl,
CaxHaJlarbl OKUFara epekliie peHK Oepirl,
apJienipin typapl. Kac anuii Epsien
JKakcbibek « Manmanrep», «[IIbipmMaybik»
OHJIEPiH 2KYPEK KbLJIbIH LLIEPTETiH HO3iK
pPOMaHTHKAFa XKETKi3iM, 63iHe FaHa ToH
MHTOHALMSIIBIK GostyMeH opbIHaaipl. OHbIH



VHIHJIeT1 Ha3/ibl CaFbIHbILI MYH/IbI C€3iMIe
acTachblll, ThIHAAyLbLIap/ibl 9PKHJIbI KOHiJI-
Ky#re 6oJeiini. CrieKTakb/iH cayHapama
»KaHpbIHA TOH epeKlueJiri e (caynapama
JKaHPBIHAAFBI KOUBIIBIMAAP KebiHece
My3bIKara, IbIObIC MeH YHIe Heriznese)
OCBI TOITHIH KaciOH 1ebepItikieH
OpbIHIaFaH My3blKaJlbIK CyliemedsieyiMeH
»Ky3ere acblpbuiibl. MaceJieH, Gaiire
CaxHaCBIH/IAFbI aT TYSIKTaPbIHBIH JbIOBICTHIK
acepi Uci Kaszak HasachbiHbIH iesaebeciH
KO3JIbIpaThlH OMiK HYKTere KoTepijreH.
Jly6ipJii Gafirere KaTbiCKaH aTTapiblH
pOJIiH OMHAFaH aKTepJiep TyJrnapJiapabiH
11a0bIChIH epeKLle bIpFaKIeH, My3blka
YHiHE ColKeC KUMBIIIAT, Ka3aKThIH yJIaH-
HaliTak JanachbiHbiH KalTanaHOanTbIH PYXbIH
JKeTKi3/.

CrieKTak/b/liH 1IapbIKTay LIeri
caHasaTbiH Kynarepain Mmept 601y caxHachl
Jla PEXKUCCEPJIiK enIiMae 9/ieMi TaObIJIFaH.
MBIATHIK laycbiMeH 6ipre, KbI3bl1 TyCKe
OosIJIFaH caxHala »KoFapblIaH cayjblpan
lIalIbIIFaH Taranap MetadopaJsblk MOH/IE
OKbWIa/Ibl. SIFHU, pexKrccep TY»KbIPbIMbIH/A
Kynarepin eJimi »Ka3bIKChI3 yKama HIeKKeH
Hapiia Asiaiil apblCTapbIHbIH TaFIbIPbI
60JIbINT KOPCETIJ.

Ty#iinaen aiitkanaa, OyJ1 cCrieKTak/b
KYPBIBIMBIK }KHHAKBIJIBIFBIMEH, ilIKi
JIMHAMUKACBIHBIH TereypiHaiIiriMeH,

OpPEKeT CepHiHiIiriMeH, My3blka

MeH XopeorpadusiHblH YHAeCTiriMeH
okuayJaHibl. CrieKTak/bre KaTblCKaH
aktepJiep/iH 6apJibIFb 1a, 63

KEHIMKe pJIepiHiH MCHXOJIOTUAJBIK
TebipeHicTepiH WIbIHAKBI 6epyiMeH
Jlapananpl.

Keuneci xac pexkuccepimis oaibek
Omip6eKyJibl Kazak TeaTp caXxHacblHa MyJijle
6acKa MoCTMOJIEPHUCTIK TeaTp ICTETHKACKIH
aJibin Kesyti. OHbIH CHIeKTaKJIbePi BU3yaJibl
MeTacopasnapbiMeH, CUMBOJIAPbIMEH,
CEeMHOTHKAJLIK OedrijiepiMeH OyriHri
KOFaMJIa OPbIH aJIbIl OTbIPFAH MaceJieie /i
OTKip TeaTpJibIK TiJIMEH aiTa ajybiMeH
napanananpl. Osn Myxrap Oye3oB
aTbIHAAFDBI YITTHIK Ipama TeaTPbIHbIH,
caxHacblHa KoiraH «Ky#ibin» (2023)

CIEKTAKJiHAE WblFAPMALLbLIbIK €PKiHIiKKe
Oapbll, XaJKbIMbI3 6ACBIHAH KEILIKeH
TapuXu OKHFasap/ibl OYTiHTi KYHMeH
cabaKTacTbIpbIN KapacTbipraH. Epkin
JKyacOek nbecachblHblH UAESChIH 63K
eTil, VKbIM/BIK JKYMbBIC 2KacaraH oJl €H
OipiHILiIEH aKTepJIep/liH, caxHaaa emip
CYpYiHiH KaTaH KaFuJaaaapbiH aJibI TaCTabI.
CreKTaK/b/iH aJFaliKbl CaXHaCbIHAH
Hacran-ak pexxuccepin JKymar
[anun atbiaarst LHIbiMKeHT KanasbikK
aKaeMHUsJIbIK Ka3aK JpaMa TeaTpblHaa
Koran «QoraZ», Kanubek Kyanbibaen
aTbIHJIAFbl VJTTHIK My3bIKaJbIK pama
(ActaHa Ka/sachl) TeaTpbliHa KOUbLIFaH
«Jlon Kuxor» cnekrak/abaepinaeri
KoJiTaHOachl 6aikasaisl. SIFHH, CrieKTaKJb
facraJiraH Kesjie KepepMeH aJljiblH-aJjla He
KOPETiHiH, KOUBIJIBIM LlbIFapy GapbiChiHA
peXKUCCep/liH, aKTepJIepMEH Kol KyMbIcTap
»KacaraHnblHaH xabapaap 6ogasl. Typa ocbl
AJIFALLIKBl CAXHAA AKTEPMEH PeNeTHIHA
JKYPri3in OTbIpraH pexkuccep oraH OpblC
TiNinge collieyi MmaxkOypJern, o 6ec
MHHYTTal Kipicre cesai KautaaaTaibl.
KepepmeHnep Te3iMi Taychbliiipbl-ay 1ereH
Ke3Jle bl3a/laH XKapbliraH aktep — MarxkaH
Acay6aii pexkuccepi ypbin eTipei.
Cetitin, aHa TiJiMi3/liH KaraxKy Kepir,
KYHi Oyrinre feflin epkiH camrai ajmai
OTBIPFAHBIH PEXKUCCEP OCBLIAN YKTHIPAbI.
CnekTak/biH 6H 60HbIHIA aKTep MeH
caxHa KeHjcTiri e3apa 6itTe KaiHachblrl,
OYPBIHFBI 2KoHe OYTiHI KOFAMHbBIH
OTKip MaceJiesiepi CHMBOJIIAPMEH,
MeTacopasiapMeH, 9:Kyd-MbICKbIIMEH
kepceTis. bBip rana macaubl estipy
CAXHACBIHJAFDI XKIMITTEP/iH MiHE3iHeH Ka3ak
HasiachbiHbIH GOUBIHIAFBI KEMILIIKTEP
(cesze Typmay, MoHbIHIaMay, 60CKa YaKbIT
OTKigy, T.0.) alikbiH KepiHeJli. CoHbIMeH
KOCa «Maca» XaJslbIKTbIH CaHAChIH OSITAThIH
KypaJ petinae okblaaabl. Cos cusikrbl XX
FachbIp/iblH OachlHa Ka3ak KepiHe KoJliaH
’KacaJsIFaH allThIKTBIH KeJyiH, KapananbiM
XaJILIKTBIH, COHFbI MaJIbIH 30PJIbIKITEH
TapThIN ajJFaHbl 1a KamTblirad. CaxHara
[oJ1011eKHMH LIbIKKAH/IA KA3aK JaJachl
KbI3blJ1 0TKA OpaHajibl. CrieKTakJ/b/eri
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OapJbIK CaXHaHbIH TEATPJBIK OOSAYDI
MoJ1, 9pOip 3aTKa TepeH CeMaHTHKAJIbIK
MarblHaJ1ap ChIA/bIPbIIFaH.

OTKeH Fachipjapa Kasak eJiHiH
OacblHa TYCKEeH OTapLUbIIBIK KbIChIMbI
Anna MoaHoBHaHBIH ic-9peKeTTepiMeH
GaiIaHbICTBIPBIIFaH. AHHAHBI COMIaFaH
akrep bekkan Typbic Oy poJibjie 03iHiH
aKTepJliK eOepJliriHii KaHa KblPbIH aLLIThI.
KefilinkepiH KbiM-KbI3bl1 KOHJIET MEH
1iatl KOUbIChl, 6€T-Ky3iHiH rPOTECKIJiK
Typrbiaa 6osiiybl NaTakbM MiHe3iHiH
OipHelle acreKTie OKbIYbIHA HETi3 OOJIIbI.
CeMi3/iKTeH 30pFa ThIHbICTAI, KblJIaHAAH
BICBLIIATT OPEH COUJICHTIH, HasnaH XKypicTi
naTiaibIMHBIH Ke6eseK KyFaH OHChI3,
KaMcbl3 OefiHeciH akTep capka3MMeH
OeriHedseni. Kasak xaJiKbIH »KaHbILLITAT
OTBIPFaH OPbIC OTAPUIBLIAAPBIHBIH, OKTEM/IIT
MeH TOKMeHiJICyi akTepJlik ulllapaMeH
OPHEKTEJIL.

OJibek OMipOeKy bl aKTepepMeH
TUSIHAKTBI 2KYMBbIC 2KacaraH. by
CrieKTakJ/bje oHep KopceTkeH YKymarasu
Maxanos, Aiizana CartbibasieBa, Myxrap
Kanan6aes, Canranat baxkaesa, 3apuna
KapmenoBa, Marxkan Acay6aii, Jlapbi
[binbiGek, Ocen CaslayoBa, OjiijieT
bBazap6aii, Kaceim [Iemeyos, Emkan
Typeic, I'ynuyp docanosa duankabik
JKOHE KOTHUTHBTI KabiJeTTepiH yurar,
POJIb COMIAY/IbIH 2KAHA TACIJIEPiH Urepe
aJlraH/lapblH KOPCETTI.

«KyiblH» criekTak/iHiH
JPaMaTYPrusi/iblK MOTiHI 2KOK, KHChIHFa
KypblIMaraH, KOMIO3ULHAMbIK KYPbIIbIMbI
wawbipan ketkeH. [Toctapamadbik
TeaTp 3aH/bl/IbIFbIHIA MOTiH MAHbI3/bI
emec, OipiHILI Ke3eKKe pexKUccepJlik
UJiesl LIbIFAThIHBIH »KaKebl OieMi3. bipak
KOUBIBIMHBIH, 2KYHeCi KaTaH Karuaara
TOYeJILi €MECTIriH pexKuccep acbipa cisiren
nainananrat. ocipece, KOUbUIbIMHbIH,
eKiHWi O6JIIMiHIH bIpFaK-€eKITiHi MyJIeM
Tycin ketTi. Loy ockl exiniii 6eJime
aJirallKbl Geqimjeri olaapabiH Kooi
KaiTananael. Pexuccep o3iH Texkeit
aJIMai CrIeKTaKJIb yaKbITbIH ThIM CO3bII
)ibepren. OcbIHAAl OJIKBIIBIKTAP

KibepinreHine KapamacraH 9Ji0eK
OMipOeKyJIbIHBIH LbIFAPMALLIbIIBIFbI OYTiHT
QJIEYMETTIK MaceJiesIepi OTKIp alTybIMEeH
o3reliesieHe]l.

Myxrap Oye30B aTbIHAAFbI YITThIK
JipaMa TeaTpbIHbIH pexkuccepi Apuatil
Ocnan6aeBa COHFbI XKblIAPBI 63iHE TOH
i3nenicrepimen koare tycin xkyp. OHbIH
perkuccypacbiMeH Kokblira HbIHFbIC
AiirmaroBThiH «Kaccanipa Tan6achi»
CTIEKTAKJIH/IE 01 CEMUOTHKAJIBIK
6enrisiep/i, CHMBOJ MeH MeTadopaJsap/bl
LIbIFAPMa MESICHIH 2KeTKi3y/le YThIMIbI
KoJylanrad. Ailtadnblk, anMa — Azam ara
MeH Xaya aHaHbl )KYMaKTaH KyblTybIHa
ceOen 6oJiraH xemic. KyHanap men
KbIJIMBICTAp »KacajaThbiH Ke3epjliH 6apine
coJi Kelinkepre anma Gepineni. Bya apkblibt
azlaMJIap/ibiH, KYHOFa 6aTKAHbIH MEH3EH/I].
Coun topizni OnuBep GasacbiH anIbIpTKaH
Pynara — yKanaprya JKanamanoBa ryJ
chiiaiinpl. Payuian rysjepinen »kacaJjrau
JIMaJleMaHbl OHbIH O6ACbIHA KYILTEM KUTi3eI],
COJI COTTEH dHeJIIiH 2KaHbI 2ka0bIpKarl,
Kacipet KypbiFbiHa ijireni. Bys Tycra
pexkuccep TyJyli KyaHblll eH OaKbITThbIH
CHMBOJIBI €MeC, KepiCiHIle yalbiM MeH
KAHWFBIHbIH CHMBOJIbI €Till KOPCETKEH.

By gyTypucTiK Tpareaus xKaHpbIHbIH
epekieJirine colikec, SIFHU YHPEHIIiKTi
ic-opekeTTepre Kapchbl kesejli. CoHbIH, 6ipi
KOMBIIBLIMHBIH, LLIAPBIKTAY LLIEri caHa/laTblH
wipkeyneri Po6ept — Epmek bekracos
neH OsuBep Oppak — Anuxan Jlenec6aen
apachbIH/Ia »KacaJiFaH KeJiicim 60J11bl.
SIruu, wipkey agaMHbIH, pyxaHu TasapybiHa
cebenkep 6OJ1ATbIH KHeJli OPbIH eMec,
KepiciHie AJia aTbiH XKaAMbIJIbITT CYMJIbIK
ic-apekerTepre Oapa 6epeTiH anamMaapAbIH
MeKeHiHe afiHaJ/IbIN Oapa *KaTKaHbIH
KepceTei.

CriekTakJibjieri TOK-110y caxHachl oTe
»KaHJibl 9pi IMHaAMHUKaJbl 60J11bl. Kyprigyiui
KbI3/IbIH, COMJIETeH CO3iH il 9KeTiN OThIpFaH
akrepJiep eTe OJICeH/LJIK TaHbIThII
NiKipTaJacTbIH epeKlle LHPaK oTyiHe
aTcaJsblcTbl. JKacaH/ibl TyCiK »KacaTy/ibliH
Hapilia afamaat GaJjiacblHa TOHIN TypraH
VJIKEH Kayill €KeHi OChbl CaXHAJa XKaKChl
aulbLIbI.



Kofibiibimaa @usnodert — Asar
CeiitmeroB, Pyna — yKanaprya
JKanamanosa, OsuBep — Anuxan
JlenecGaeB oiJibIH, KO3FaJsbICIIEH,
KHMBIJIJIBIH MOLIUSI MEH ColJiey
apacblHIarbl GailJIaHbIChIH 111e6epJliKeH
KOPCETTI.

Cypetii Kyar Tycrik6aeB 1ibirapma
MasMYHbIHbIH alliblJyblHa eJieyJi yjec
KockaH. TebesieH Tycin TypraH ak LapJap
MeH T'eJIMH rasbl TOJATBIPbIJIFAH YJIKEH
LiapJiap AyHUere KeJMereH HopecTesiep
6oJibln OKbL1a/bl. Kellinkep kuiMaepiHin,
6ipTycTi 6oJybl 1a 6ip-6ipiHeH napaiaHa
aJIMaraH ajamiap/blH KOFaMaarbl
poJiit Tycinaipin Typabl. Criekrakib/e
KOJIIaHblIFaH My3blKasiap Kahapmanaapibiy
JKaH-KYHIH allyra MOJI CEMNTIriH THTi3reH.

BypbiH caxHaJIbIK »KOJIbl KasibllTacnaraH
TYbIH/IbIFA PEXKUCCEPILIH, 631HIIK
KO3KapacreH KeJlil, KopepMeH KaybIMFa
YJIKEH OF TacTayblH epeKLle aTarn eTeMis.

HaTtuxenep

3epTTey HblcaHbIHA aJibIHFAH
pexKuccepJIep/liH IbIFapMallblIbIFbIH
TaJjay OapblcbiHaa OYTiHTi Ka3ak Teatp
peKHUCCYpaChIHIA OPbIH aJlblll OTbIPFaH
eKi 6arbIT aHbIKTa//pl. BipiHiui 6arbIT,
JCTypJi pexkuccypa. MyHaail pexkuceypana
JIpaMaTyprusijiblK MOTiH TOJbIK caKTaJblIl,
KeHinkepJep eMip CypreH Tapuxu OpTaHbIH
KOPiHiCi, XaJIbIKTbIH TYPMbIC-CaAJIThl, 9ACT-
FypIibl KepkeM OefiHesieHei. PexxuccepJsiep
Kaszipri TeXHOJIOTHsI KEeTICTIKTepiH
nafijiajiaHa oTbIpblIl, KJ1acCHKAJIbIK
nbecajapbiH, 6ail Ma3MyHbIH, iLIKi
CbIPbIH, €63 KYAIPETiHIH KACUETiH, VJITThIK
MiHe3 epeKlIesiKTepiH KaiMarbiH 6y36ai
KOPCETY/li MaKCaT eTe/.

Exinuri 6arbIT, ocTaApamMasbIK TeaTp
9CTETHKACHIH HbICAHA €TKEeH aBTOPJIbIK
pekuccypa 60JbiM Tabbliajbl. COHFbI
OybIH pexKUccepsepiMisiiH KOPHEKTI
okinepi Huna yKymabai, Enik
Hypcoaran, ®apxar Mosnaranu, OJi6ex
Owmip6ekysbl, Apunaur Ocnanbaesa T.6.
PEXKUCCYPACBIHAH dJIEMIK TeaTp 6HepiHie

00JIbIT 2KaTKaH »KaHAJbIKTapAbIH acepi
aHbIK Oalikasazbl. Osap YITThIK KoHe
9JIEMAIK KJIaCCHKAJIBIK, LIbIFApMaJlapabl
JKaHa Ke3KapacTa KOHbIII, e3/1epiHiH
ThIH i3/leHicTepre 6aThll Hapa ajaTbiH
JlapaJibIKTapblH TaHBITHIN Keqei. Jaaipek
alTKaHaa, oJ1ap/blH CleKTaKJ/bAePiHIe
pexkuccepit, uaesicbl GipiHili Ke3ekke
LIBIFBII, MOTIHIE TOYEJICI3AIK YCTEMILIK
Kypbin oTbip. bac kahapmannap pexuccep
KOHIIeMIMsIChIHA call TpaHchopmaliusira
ylbipar, 0ip Ke#inkepi OipHelle akTep
Geuiin oiiHay GeJsieH aJipl. AKTepJiepiliH,
OUbIHBI MJIACTHKAFA, PUIHKAJBIK
apekeTKe GarbIHAbIpblIaAbl. OJapibiH,
KOMBIIbIMAAPbIHAA MYJIbTHMEIHA,
MY3bIKaJIbIK CyHeMesey, clieHorpagus,
6yrinri xopeorpadus sseMeHTTepi KoHe
JKapbIK NApTUTYpachl 63apa YHACCTIK
TaIKaH.

Byriuri kazak TeaTp eHepinze Karap
JIaMBIIT KeJle KaTKaH perKUCCypasiarbl
eki OarbIT OipiH-0ipi TOJBIKTBIPHIIN,
KepepMEeH/IE PAiH 9CTETHKAJIBIK
TaJiramMlapbiHa JakblK 2Kayan 6epimn oTbip.

Herisri TyXbipbiMpap

3epTTey GapbiChiHaA KeJieci FhIbIMU
TYKbIPBIMAAP AJIbIH/BI:

— Buptyasiibl as1eM 1aMblraH cailbiH
eHepre JereH Koskapacrap MeH TaHbIM-
TYCIHIKTep Jie caH KyObl/IbIIT alaM CaHaCbIHA
9p KMJIbI ocep eTyjie. AKrnapaTtTap arbHbl
KYLLEHiN TypFaH Joyipae TeaTp eHepiH
3aMaH TaJlabblHa Call JAMBITY/IbIH 6aCThI
TETIriH KoJIapblHA yCTaFraH pexkuccepaep
eJIiMi3zieri pyXaHu XKaHAPY MEH KaHFbIPY
YPAiCiHiH Heri3ri OacTayllubl Ke3iHe
alHaJIbM, 63 CleKTaKJ/bAePiHie YITTBIK
caHa MeH XaJIbIKTbIH, YITThIK KOJIbIH caKTar
KaJlyFa epeKlle MoH Oepill OTbIp.

— BypbIHHaH KOHBWIBIN KeJle XKaTKaH
VATTBIK KJIACCHKAJBIK LIbIFapMaJsapra
OYTiHTi KYHHIH Ta/JaOblHaH, ThIH
3CTETHKAJIbIK KOHLETLHUSMEH KeJly
pexxuccepJsiep/iH 6acTbl MakcaTbiHA
alfiHasiraH. Kyacenkadibik LibiFapmasnap
OOMbIHIIA KAPBIK KOPreH KOUbLIbIMIApaa

OPTAJIbIK A3 ©HEPIHIH MOHAPANbIK 3EPTTEY/IEPI ‘i‘ CAJAS Volume 9. Issue 3. 2024



CAJAS Volume 9. Issue 3. 2024

OPTANIbIK A3 ©HEPIHIH MoHAPANbIK 3EPTTEYNEPI

XaJIKBIMBI3/IbIH, TYPMBIC-CaJIThl MEH
QJIET-FYPbINTAPhl YATTHIK OipereiikTi
KAJIbIITACTBIPY/bIH KYHAPJIbl HETi3ri
HbICAHbIHA alHAJIFAHbI alKbIHAAJIFaH. ByJl
XaJIKbIMBI3/IbIH, I9CTYPiH TAPHXH TaMbIp/aH
AXKbIpaTHaY/blH, KyaTThl KyLLi OOJIbII
caHaJa/ibl.

— OJIEMJIIK TeaTp eHepi KOHTeKCTiHer
JKAHAJIBIKTAP KAa3aK PexKUcCcepliepiHil,
OM-TaHBIMBIHA MOJI 9Cep €Till, apTypJIi
TeaTpJiblK hopMasiapibl AAMbITYFa TYPTKi
60J1/1bl. SIFHH, pexKuccepJik eHepie Typ
MeH Ma3dMyH OipJIiriH cakTayra JereH
KYJILIBIHBICTAP 63 2KEMICiH Oepil, TeaTpJibIK
JKAHA TiJILE KaJIbINTACThIP/IbI.

— Kasipri kazak pexxuccypacbiHaarbl
6acTbl caxHaJsblK aUKbIHAAYIbl 3J€MEHTTEP
O, KUMbLJI-KO3FaJIbIC, MJIACTHKA,
naHToMHUMa T.6. 3aMaHayH CreKTaKJ/b/IeP/liH
KOPKEM HJIESICBIH KETKI3eTiH MaHbI3/1bl
KypaMiac KOMITOHEHT OOJIbIN TaObLIa/bI.

— Huna yKymabaii, Enik HypcoaraH,
@apxat Monnaranu, 9ai6ek OMipOeKybl,
Apunain Ocnan6aeBa pexkuccypacbiHia
’KaHA MHHOBALMAJIBIK TEXHOJIOTHAJIAPbI
KEeHiHEeH KOJIIAHY HOTHKECIHe opTYypJli
OHEepPJIiH CUHTEe3i — OeliHesey eHepi, KHHO,
MHCCTAJISIMS, KOMIBbIOTEPJTiK rpaduka,
JM3aiiH T.0. e3apa yHjecin, KOHblJIbIMHbIH
Ma3MyHbI MEH MaFbIHACBIH allly/a
OPBIHBIMEH KOJIIAHbII KeJle]l.

KopbITbIHADI

Byrinri Tangarbl MoieHHeT
napajMrMacbiHbIH KaJbITaCybl
HIbIFApMALIbLIBIK TYJFaHbIH KPeaTHBTI

OacTayblHa Hasap ay/lapaTbiHAbIFbIMEH
epekieseHeni. Kazakcranapik teatp

OHEepIi KeHiCTiriHe »KaHa Jier 9KeJIreH
pexkuccepJiepit, i3neHicrepi reatp
MOJIeHHETI MEH 3CTeTHKAChIHA J1a
earepicrep akedi. Pexkuccepiepin
OW-TOJIFaMJIapblHaH, TeaTp/ibl aBTOPJILIK
KOHLIENTyaJIb/Ibl 3epiesieyre OarbITTajlFaH
KOPKEMJIK i3/IeHiCTepiHeH TeaTp KOHILEeNTi
OeJrinepi, TeaTpra MarblHa PeTiH/E 1€H
KOATBIH CIEKTaKJb-TOJFAHBICTAP TY/bI.
Byriuri cnexkrak/biep teatp eHepinueri
IapTThIIbIKTapFa GaFbIH/IbIPbIJIbI,

oitHay ypiiciHiH, hH3HKaJIbIK, KOTHUTUBTI
anictepi 6aChIMIABIIBIKKA e OOJJIbI.
JKahannany nayipine KasakcTaHabik
pexKuccepJiep A9CTYP MEH »KaHALIBIIBIKTbI
ca0aKTaCThIPbITN, MaJIeHH OalIaHbICTaP/bI
JKauIray apKbl/ibl a1aMrepLuifiK KoHe pyxaHH
KYH/IbLIBIKTap/ibl cakTayra MoH Oepir OTbIp.
Koramnarbl MofieHu Tpancopmanmsiiapra
COlKeC OHEp MEH CypeTKep 63iHiH KaHa
OeliMALIIriH i3/1en OThIpFaH Kasipri Tapuxu
JKaFnaiaapia TeaTp eHepiHiH 3aMaH
TasabbIHA JIakbIK aJFa XKbl/KU OepeTiHiH
pexkuccepliepimis 63 2KyMbICTapbIMEH
Joqesnen anapl. Eaimisnin caxnacbinia
JKYPIIl 2KATKAH Kas3ipri WblFapMallbl/ibIK
i3fieHicTep — pexkuccepdiik TeaTpiblH, KaHAT
JKalbIN KOpKeIoiHe, oHep Y2KbIMAAPbIHbIH
JKaHapraH KOPKeMJIiK-3CTeTHKAJbIK
KeJ0eTiH KopceTyMeH Oipre pexKuccypa
MEH aKTepJliK OHep/IiH XKaHa 6arbITTa
JlaMybIHa, ThIH OeJsiecTepre WbIFyblHA bIKaJ
eTTi. Kazak pexkuccypachbiHbIH, dJIeMJIIK
TeaTp KEeHiCTIrHAer Jamy, epKeHIey
KOHTEKCiH/IeTi OpbIHBIH Oaramaay aJaarbl
yaKbITTa J1a yKasiraca GepMekx.
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BbakbiT Hypneuc, Hazepke Kymapranuesa

Kazaxckas nauroHnanbHast akaaemusi uekycers umenn TemupOeka Kyprenosa
(Anmarbl, Kazaxcran)

MNOCTAOPAMATUYECKUE BEKTOPbI B PEXXMCCYPE KA3SAXCKOIO TEATPA

AnHoTauus. CTaTbs NOCBSLLEHA HOBEMLWMM BESHUAM MOCTAPAaMaTUYECKMX BEKTOPOB B NPAKTUKE
PEXMCCEPOB Ka3axckoro Teatpa. OCHOBHbIM NMPeAMETOM Hay4YHOW AMCKYCCUMM CTano OCMbIC/IEHUE
MOCTAPaMaTMYECKOro KOHLEMNTA B MOCTAHOBKAX Ka3axCKUX PEXXMCCEPOB Kak BaXKHEMLEN LOMUHAHTDI

M Kak (aKTa KMBOro TeaTpanbHOro NPoLEecca, C ero YCTPEMIEHHOCTbIO K 3KCMEPUMEHTAM U NMOUCKaM
HoBOro. OTHOLIEHWE OTEYECTBEHHOIO TEATPOBEAEHMS K 3TOM TEHAEHLUMU B COBPEMEHHOM Ka3aXCKOM
TeaTpe BeCbMa HEOJHO3HAYHO: OT 6e3annensuMoHHON KPUTUKU [0 abBCOMOTa MO3UTUBHbIX OMNpeLeneHu.
C opyro CTOpOHbI, apceHan aBaHrapaHbix GopM NOCTAPAMATMYECKOrO TeaTpa 3T0 CBOe0Opa3HbIi
OTKJ/IMK Ha COLMAbHblE U KOMMYHUKATUBHbIE TPAHCHOPMaLMK HOBOM 3MOXM, MO3TOMY U «ObITUE» HOBOFO
aHpa B 60/blUeli CTENEHM HAXOAUT BOCTOPXKEHHbIN OTK/IMK Y MONOAOM ayauTopuu. MocTtapamatnyeckas
3HepreTMKa okasasna BAWsSHWE Ha BOCMPUSTUE M Bbl3Baa OTKJIMK Y MOJIOAOIO NMOKONIEHUS 3pUTENei.
BbI30Bbl HOBOrO BpeMeHM Hen3bexHbl, @ MPOLEecchl MPOHUKHOBEHWS MOCTPaApaMaTUYeCKMX

3/1EMEHTOB B TPAAMLMM HALMOHANbHOIO TeaTpa SBNAIOTCSA CBUAETENbCTBAMM Nepexoaa MeTadopsbl 1
CMMBO/IMKM KNACCMYECKOM Ka3axCKoi ApaMbl B METOHUMUKY MOCTAPAMaTMYECKOro TeKCTa. MeTopl:
METOA0JI0ONMYECKOM OCHOBOW MCCNef0BaHUS SBASKOTCS TEAaTPOBEAYECKUIA, UCTOPUKO-KYSIBTYPOTOTUYECKUIA,
KOMMapaTUBMUCTCKMIA NMOAXOAbI U METOZ, CTPYKTYPHOrO aHanM3a NoCTaHoOBOK. Hapaay ¢ 3TuM, Kpusuc
CEMMOTMYECKOrO NOAX0AA B aHA/IMTUKE COBPEMEHHbIX TeaTpasibHbIX MOCTaHOBOK, NOTpeboBan Takxe
06paLLeHns K MOAEPHU3UPOBAHHOMY KOTHUTUBHO-MHTErpasibHOMY MeToay. Ba3oBOMy 0CMbICAEHMIO
MOJBEPININCH HEKOTOPbIE KOHLLEMLLMK, YMO3AK/IUYEHUS, KPUTEPUM, MOHATUS U AeDUHULMK. 3a8a4K:
paccMOTPEHbI HOBbIE SBIEHWUS B Ka3aXCKOM TeaTpasibHOM pexunccype B YCNOBUAX NapafurManbHbIX
WU3MEHEHWI Pa3BUTUS MUMPOBOTO TEATPa M COBPEMEHHOMO COCTOSIHUS UCKYCCTBA; aHaIM3MpYeTCs
BO3MOXHOCTb YCUIEHUSI CUHTE3a COBPEMEHHbIX MEAMATEXHOOMMIA M TEAaTPa/IbHOrO UCKYCCTBA, CO34aHUS
HOBbIX POPM W KOHTEHTA CMEKTaK/eli; YyCTAaHOBNEHO BAUSIHWE NOCTAPAMaTUYECKOM NapafurMbl Ha
pexuccypy, akTEpCcKMe 3a,a4u, NOCTaHOBOYHbIE NMPUEMBI U CLLeHOrpaduio COBPEMEHHOTO Ka3axcKoro
TeaTtpa.

Pe3ynemamei: OnpeneneHbl 0COHGEHHOCTU PEXUCCEPCKMUX NOCTAPAMATUYECKUX YCTPEMIIEHUN,
HOBaLMM M MOMCKM HOBOM 3CTETUKM B MOCTaHOBKax OuHbl XXymabai, Papxata Mongaranvesa,

Enuka HypcyntaHa, Annbeka Omupbekynbl 1 Apuaaw OcnaHb6aeBoi; pacCMOTPeHbl YHUKANbHble
NMoAX0Abl MOMOAbIX PEXXUCCEPOB K BbIPAXKEHUIO COLMANbHBIX MPOGIEM C MOMOLLbIO BU3YaNbHbIX
3KCTPaNoNSALMMA, aNEropuii, CMbICIOBbIX KOMBMHALLMI, KOLOB, aKTAHTHbIX Mogenei. MpakTuyeckoe
3HAYEHUWE UCCIEA0BAHMS: 3aK/IUAETCS B U3YYEHUU MOAEPHU3UPOBAHHbIX METOLOB PaboThl Ka3aXxCKMX
TeaTpasbHbIX PEXMCCEPOB C paMaTypruiyecknuM MaTepuanoM 1 akTépaMmu B KOHTEKCTE NepeceveHui
CMbIC/I0BbIX MPOCTPAHCTB MHOXECTBA TBOPUYECKMX KOMMYHMKALMIA, B pa3paboTKe YHUKANbHOM
PEXUCCEPCKOM METOLONOMUM KOHCTPYMPOBAHMS CMbIC/IOB M METACMbIC/IOB, MOPOXAAEMbIX TEATPASIbHOM
NMOCTaHOBKOM. MICKYCCTBEHHbIW C1I0M «ObITUS» CMbIC/IOBOTO NPOCTPAHCTBA CMEKTAK/S, BOSHUKAIOLLMI

B npoLiecce B3aMMOLENCTBUS PEXMCCEPCKO-aKTEPCKMX KONNAOOPpaLMIi U 3pUTENBCKMX aCCOLMaALUNM,
06HapyXXMBaeT yCuieHWe MEHTA/IbHOM COCTaBASOWEN B BOCNPUATUM 3pUTeneit. A cyliectytolme
METOL0/10rMYeCKMe NNaKyHbl B MPAKTUKE KAa3axCKOro TeaTpa Mexay «BYepa» M KCEerofHs» BOCMOHSKTCS
CMEHOW ApaMaTMyeckoro AeMCTBMS OT KOHDIMKTA U MUMETUYECKMX UTHO3UIA K HOBBIM BO3MOXHOCTSIM
NMO3HAHMS U HOBOM TeATPasIbHOM 3CTETUKE.

Knrouessbie cnoea: TeaTpaibHblii NPOLLECC, MOCTAPAaMaTUYECKUIA TeaTp, TBOPYECKOE NPOCTPAHCTBO,
K/IAaCCUYECKME MOCTAaHOBKM, CMIEKTAK/Ib, HOBbIE PEXXUCCEPCKME MOUCKU, aHANU3 LpaMATUYECKMUX
NpOoW3BeLEHNI, AKTEPCKAsS UHAMBUAYANbHOCTb, aHCAM6b.

Ans yumupoeanus: Hypnewc, bakbiT u Kymapranvera Hasepke. «lloctapamatnyeckne 060CHOBaHMS
B MOMCKaX Ka3axCckow TeaTpanbHol pexuccypbl». Central Asian Journal of Art Studies. 1.9, N3, 2024 r., c.

55-72, DOI: 10.47940/cajas.v9i3.921

Asmopsl npo4umanu u 0006puU 0KOHYAMENbHbIU 8apUAHM pyKONUCU U 3as8/5m 06 omcymcmeauu
KOH@AUKMa uHmepecos.
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Bakhyt Nurpeiis, Nazerke Kumargaliyeva

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

POSTDRAMATIC CONCEPTS IN DIRECTING OF KAZAKH THEATRE

Abstract. Research to determine the directions and development prospects of contemporary Kazakh
theater directing occupies a significant place in domestic theater studies. The relevance of this topic
lies in identifying the unique style of the new generation of Kazakhstani directors, who strive to
create artistic phenomena in the spirit of independence and national identity while adopting new
perspectives on contemporary global theater trends. Methods: The methodological basis of the study
includes general principles of art studies, as well as chronological, theatrical, cultural-expert, and
structural methods of performance analysis. The research is conducted using comparative-analytical,
scientific systematization, art analysis, and comprehensive research methods to study the current
creative pursuits of directors. Objectives: The study examines new phenomena in Kazakh theater
directing amid paradigm shifts in global theater development and the current state of the art; it
explores the potential for enhancing the synergy between modern media technologies and theater
art, creating new forms and content for performances; it identifies the emergence of diverse visual
languages in directing, scenography, and acting, as well as their impact on the development of acting
in a new direction.

Results: The features of directors’ post-dramatic aspirations, innovations and searches for
new aesthetics in the productions of Dina Zhumabay, Farkhat Moldagaliyey, Elik Nursultan, Alibek
Omirbekuly and Aridash Ospanbayeva are determined; unique approaches of young directors to
expressing social problems with the help of visual extrapolations, allegories, semantic combinations,
codes, actant models are considered. The practical significance of the study: consists of studying
the modernized methods of work of Kazakh theater directors with dramatic material and actors in
the context of intersections of semantic spaces of many creative communications, in developing
a unique director’s methodology for constructing meanings and meta meanings generated by
a theatrical production. The artificial layer of “being” of the semantic space of the performance,
arising in the process of interaction of director-actor collaborations and audience associations,
reveals the strengthening of the mental component in the perception of the audience. The existing
methodological gaps in the practice of the Kazakh theater between “yesterday” and “today” are filled
by the change of dramatic action from conflict and mimetic illusions to new possibilities of knowledge
and new theatrical aesthetics.

Keywords: theatrical process, post-dramatic theater, creative space, classical productions,

performance, new directorial innovations, analysis of dramatic works, acting individuality, ensemble.
Cite: Nurpeiis, Bakhyt and Kumargaliyeva Nazerke. «Posdramatic concerts in directing of Kazakh

theatre». Central Asian Journal of Art Studies, vol. 9, no. 3, 2024, pp. 55-72, DOI: 10.47940/

cajas.v9i3.921.

The authors have read and approved the final version of the manuscript and declare no conflicts of
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CULTURAL AND ETHNIC
FACTORS ON THE MODERN
ARCHITECTURE OF
WESTERN KAZAKHSTAN

Akbota Tanzharykova', Gulnara Maulenova'
!Satbayev University (Almaty, Kazakhstan)

Abstract. In recent years, there has been an increased interest in preserving and integrating ethnic
heritage in architectural projects, reflecting the desire to preserve historical and cultural identity. The
region of Western Kazakhstan, which has a rich historical past, was chosen as the object of the study.

This article is a review and comparative analysis of scientific publications devoted to the study of
the influence of cultural and ethnic factors on architectural trends in this region. The study examines
key areas in which cultural and ethnic diversity is reflected in architectural solutions.

The authors of the reviewed publications pay special attention to the following aspects: preserving
traditional architectural forms, introducing ethnic motifs into modern buildings and integrating
cultural symbols into the urban environment. The article also provides a comparative analysis of
architectural objects, studying the influence of various ethnic groups, such as Kazakhs, Russians, Tatars
and others, on the architectural appearance of Western Kazakhstan. Particular attention is paid to the
interaction of cultural heritage and modern architectural trends.

In addition, the article discusses the issues of preserving cultural identity in the context of
globalization and urbanization. The findings highlight the importance of taking into account cultural
and ethnic factors when creating architectural projects, which contributes to the formation of a
harmonious and culturally significant urban environment. The research identified key issues related
to the insufficient use of historical and cultural elements in modern design and proposed solutions to
this dilemma. Contemporary architecture of Western Kazakhstan, representing a complex interaction
of traditions and innovations, occupies an important place in the context of global architectural trends
and contributes to the international scientific discussion on the preservation of cultural heritage in the
context of globalization.

Keywords: Western Kazakhstan, historical heritage, cultural traditions, heritage, architectural trends,
identity, ethnocultural characteristics, ethnic factors.

Cite: Tanzharykova, Akbota, and Gulnara Maulenova. The influence of cultural and ethnic factors on
the modern architecture of Western Kazakhstan. Central Asian Journal of Art Studies, vol. 9, no. 3, 2024,
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Introduction

azakhstan, being a crossroad of
Kcultural interactions, is a unique
phenomenon. Since ancient times,
migration routes of numerous tribes of
Central Asia passed through its territory.
These contacts contributed to the active
exchange of material and spiritual values.
As a result of this intensive interaction and
mutual influence, Kazakhstani architecture
was formed, which has a complex synthetic
character.

The mechanism of historical and
architectural interaction between the
adjacent regions of modern Kazakhstan
is distinguished by several determining
factors. For the ancient period, the most
important in the aspect of historical and
architectural interaction were migration
processes, as a result of which powerful
related architectural layers were formed,
which are at the origins of the architecture

of most modern peoples in the studied area.

Of particular importance in this regard was
the movement of the Saka tribes, Turks,
etc. Western Kazakhstan, which includes
such regions as Atyrau, Mangistau, West
Kazakhstan and Aktobe, has a unique
history that spans several millennia, a rich
historical heritage and a variety of cultural
traditions, and plays an important role in
shaping the architectural appearance of
the country. In recent decades, there has
been a growing interest in the preservation
and restoration of ethnic heritage in
architecture, reflecting a general desire to
preserve historical and cultural identity.
Western Kazakhstan, a region with a rich
history and cultural diversity, is a unique
space where the traditions of various
ethnic groups intersect. These cultural
and ethnic features have a significant
impact on the architectural appearance

of the region, creating unique forms and
styles that reflect the centuries-old history
and cultural traditions of its population.

In recent decades, there has been a
growing interest in the preservation and

integration of ethnic heritage into modern
architecture, reflecting a desire to preserve
cultural and historical identity in the
context of globalization and urbanization.
Contemporary architecture of Western
Kazakhstan is a synthesis of traditional and
modern elements, where cultural heritage
and innovative architectural solutions
harmoniously complement each other. It

is important to note that various ethnic
groups, such as Kazakhs, Russians, Tatars
and others, contribute to the architectural
appearance of the region, enriching it

and making it more diverse. Traditional
architectural forms, adaptation of ethnic
motifs and the use of cultural symbols

are becoming an integral part of modern
architectural projects, emphasizing cultural
significance and historical continuity.

Kazakh scientist-architect, cultural
scientist and philosopher B.A. Ibrayev
- emphasizes that cultural and ethnic
factors played a key role in the creation of
architectural traditions of the region, which
is manifested in the synthesis of traditional
and modern elements in architecture. His
research shows how cultural heritage,
including that brought through the Silk
Road, continues to influence architectural
solutions in modern cities of Western
Kazakhstan, such as Atyrau, Uralsk,
Aktau and Aktobe. His works are devoted
to the preservation of cultural identity in
the context of globalization, as well as
the role of the Silk Road in the formation
of architectural and cultural traditions of
Central Asia.

Bek Anuarbekovich emphasizes that the
cultural diversity that developed as a result
of historical migrations and trade relations
along the Silk Road became the basis
for the creation of a unique architectural
appearance of the region. In this context,
his research allows us to better understand
how cultural and ethnic factors continue
to influence the architecture of Western
Kazakhstan, preserving elements of
traditional construction adapted to modern
conditions.



The purpose of this article is to review
and compare various scientific publications
devoted to the study of the influence
of cultural and ethnic factors on the
architecture of Western Kazakhstan. The
work will consider the main areas in which
cultural and ethnic diversity is reflected in
architectural solutions. Particular attention
will be paid to how cultural heritage
interacts with modern architectural trends,
and how this interaction contributes to the
creation of a harmonious and culturally
significant urban environment.

Methods

The main methods of the study were source
analysis and comparative analysis of various
scientific works. To conduct the analysis,
various scientific publications devoted

to the topic of the influence of cultural

and ethnic factors on the architecture

of Western Kazakhstan were collected

and studied. This review includes literary
sources, project and archival materials

on the topic of the study and articles

from peer-reviewed journals, conference
materials and dissertations. The main
attention was paid to studies that highlight
architectural trends related to the cultural
and ethnic diversity of the region.

The content of the selected publications
was subjected to detailed analysis. The
main attention was paid to the following
aspects. Such as the influence of various
ethnic groups on architectural styles and
forms, the preservation and adaptation
of traditional architectural elements, the
integration of cultural symbols into modern
architectural projects.

A comparative analysis was conducted
to identify similarities and differences
in the approaches of various authors to
the study of the influence of cultural and
ethnic factors on architecture. The main
directions and trends, as well as unique
features characteristic of the architectural
appearance of Western Kazakhstan,
were identified. The comparative analysis

included: comparison of the conclusions of
various authors on the influence of specific
ethnic groups on architecture; comparison
of examples of architectural projects
demonstrating the influence of cultural
factors; analysis of methods for preserving
and adapting traditional forms in modern
conditions.

The use of analyses made it possible to
systematize existing knowledge and identify
key trends characterizing the influence of
cultural and ethnic factors on the modern
architecture of Western Kazakhstan.

Discussion

The city, as a reflection of a certain
variant of the socio-cultural situation, is a
unique phenomenon. In the process of its
formation and development of the nation,
temporal and spatial characteristics are
formed that determine the multicomponent
concept of “city image”. This image
includes geographical, landscape,
architectural planning, historical, cultural
and other features that create a unique
identity of the city. The characteristics of
the community and differences adopted
in the study allow us to determine the
identity of the city and reveal its image.
Due to the vast territory of the country,

to determine these characteristics, it is
advisable to follow the geographical division
into western, southern, eastern, central
(northern) regions, which differ in natural
and climatic conditions, but are united by
a common historical prerequisite for the
development of urban planning.

Western Kazakhstan (Atyrau,
Mangistau, Aktobe, West Kazakhstan
regions) includes many geographical
features and is one of the most important
economic regions of the country, the center
of oil production, characterized by complex
and extreme climatic conditions. Being
a border region, Western Kazakhstan
was distinguished by the originality of its
architectural school, famous for its unique
underground mosques and Kazakh baits
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made of natural shell rock. During the
Soviet urban development, the region
became an experimental site. Probably,
the border position of the region (sea-
desert, city-steppe) largely dictated the
architectural features that are observed in
the development of Western cities during
the period of sovereignty.

With the acquisition of independence
in our country, issues of ethnoculture in
architecture acquired particular relevance,
which is associated with the unique
position of the region. Many dissertations
and scientific publications have been
completed on these issues.

The work of E.M. Baitenov, devoted to
the history and evolution of architecture,
emphasizes the importance of preserving
traditional architectural forms (Baitenov
25). Traditional Kazakh elements, such
as yurts and decorative ornaments, are
increasingly integrated into modern
buildings, creating a unique combination
of old and new. This helps to preserve
cultural heritage and pass it on to future
generations, while meeting modern
architectural standards (picture 1).

Picture 1. Use of Kazakh elements on the facade of
the shopping and entertainment center “Keruencity”
in Aktobe.

The research of E.T. Danibekova
deals with the issues of form-building
and architectural typology. Her work
examines ways of adapting ethnic motifs
in modern architecture (Danibekova 125).

For example, it can be assumed that the
use of local materials, such as natural
shell rock, in the construction of modern
buildings reflects not only cultural but also
environmental aspects. This approach not
only preserves cultural heritage, but also
promotes sustainable development
(picture 2).

Picture 2. Adaptation of form-building to modern
architecture, hotel “Kazakhstan” in Atyrau.

Historical and cultural tourism will
provide us with an introduction to the
traditions and customs of peoples in
ethnic settlements, visiting museums and
architectural monuments, where maximum
authenticity of objects and surroundings
is important. The Beket-Ata, Shopan-Ata
and Karaman-Ata mosque complexes are
located in hard-to-reach places, far from
populated areas, which ensured their
relative preservation. However, in recent
decades, during the improvement and
organization of entrances and approaches,
various brick and concrete structures were
built near the mosques, which are at odds
with the unique natural landscape. The
remoteness of the underground mosques
determines the need to develop transport
infrastructure and a network of hotels,
the location of which should not violate
the cultural and ecological integrity of the
sacred landscapes. Therefore, the question
arises of regulating the intensity of the use
of underground mosques as tourist sites. In
a number of countries, in particular in the



Russian Federation, there is a system of
environmental monitoring of historical and
cultural monuments, covering issues of the
impact of natural and anthropogenic factors
on heritage sites (Feoktistova and

Bayash 135).

Each time, the uniqueness of the holy
places of the Mangistau region increasingly
attracts interest for visiting by pilgrims,
historians, and tourists. The development
of a tourist cluster is one of the promising
areas for the economy of both the region
and the entire republic. But at the
same time, it is necessary to remember
the preservation of the historical and
cultural heritage, especially architectural
monuments. Therefore, the pilgrimage
sites of Mangistau, as monuments of
the material and spiritual culture of the
Kazakh people, must be studied, preserved
and carefully used, so that, first of all, our
compatriots could learn about the heritage
of their ancestors
(Feoktistova and Bayash 137).

There are a couple of factors that
influence the functional purpose of
architectural objects: cultural and ethnic.
For example, mosques, mausoleums and
other religious buildings are an integral part
of the architectural landscape of Western
Kazakhstan and reflect the importance of
religious traditions and customs for the
local population. Also, modern shopping
and entertainment centers, residential
complexes and office buildings are adapted
to the needs of the local community, taking
into account their cultural preferences and
customs.

In the modern architecture of Western
Kazakhstan, one can often observe
interesting architectural solutions that
combine elements of Kazakh, Uzbek,
Russian and other cultures. This creates
a unique architectural appearance of the
region, reflecting its versatility and cultural
heritage (picture 3).

G.S. Abdrasilova analyzes various
aspects of the architectural typology of
mass buildings and structures in her

Picture 3. The influence of cultures of different
ethnic groups on architecture,
the Akhtanov Theatre in Aktobe.

research. Her works emphasize the need to
take into account cultural and ethnic factors
when designing mass housing and public
buildings (Abdrasilova 7). Today, in the
context of globalization and urbanization, it
is important to preserve the cultural identity
of the region, which is possible due to the
integration of ethnic motifs and symbols
into modern architectural projects.

Globalization also has a significant
impact on the architecture of Western
Kazakhstan. Despite this, the architects
of the region strive to preserve national
characteristics and adapt them to modern
requirements. As a result, modern
architectural projects often represent
a synthesis of traditional and modern
elements. This is confirmed by studies that
show that the architecture of the region is
dominated by elements reflecting both local
traditions and global trends.

Today, the theory of architecture of
Kazakhstan needs fundamental scientific
research aimed at studying modern
architecture and figurative semantics, with
an emphasis on the aesthetic heritage of
the Kazakh people.

The study identified key issues that
hinder the consideration of the topical
issue of the article, such as the loss of
traditional architectural features and
insuificient attention to cultural traditions.
One of the key aspects of the scientific
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novelty of this study is the systematic
analysis of the interaction of cultural
factors with architectural practice in the
region. Previous studies have usually
focused on historical aspects, while this
study seeks to highlight the influence of
cultural and ethnic factors on contemporary
architectural creativity. This approach
allows us to highlight unique features
and similar trends specific to Western
Kazakhstan.

Results

The study of the influence of cultural and
ethnic factors on the modern architecture
of Western Kazakhstan compared various
works devoted to this topic and revealed a
number of key findings:

- depth of historical context. Some
studies focus on a deep analysis of the
historical context of the formation of
architectural styles in the region. They
emphasize the evolution and interaction
of local traditions with the influence of
neighboring cultures and historical events.

- diversity of methodologies and
approaches. Existing studies use various
methodologies and approaches to analyze
the influence of cultural and ethnic factors
on architecture. Some works focus on
the historical analysis of the evolution of
architectural styles, others - on modern
trends and the influence of globalization.

- uniqueness of regional features. All
studies confirm that the architecture of
Western Kazakhstan has unique regional
features associated with local cultural and
ethnic traditions. This is reflected in the
use of traditional materials, forms and
decorative elements.

- integration of modern technologies
and approaches. Modern research shows
that architectural projects in the region
successfully integrate traditional solutions
with advanced technologies and modern
architectural approaches, which facilitates
adaptation to new socio-cultural and
environmental challenges.

- significance for sustainable
development. All studies unanimously
emphasize the importance of taking
into account cultural and ethnic factors
when developing architectural strategies
to ensure sustainable development of
the region. This includes not only the
preservation of cultural heritage, but also
the stimulation of social and economic
progress through the development of
tourism, infrastructure and strengthening
of social unity.

- in the context of globalization, the
formation of a unique Kazakh architectural
identity plays an important role. It takes
into account both the spiritual and material
needs of the population, their desire for
social and economic development, as well
as readiness for change through the use of
advanced technologies and advanced ideas.

- the development of an individual
style of the architect, his unique style
and expressive means to reflect regional
identity in the context of changing times
helps to reveal the essence of architectural
creativity.

- Kazakhstani architecture will cease to
be an exclusively local phenomenon, and
the process of regional identification, based
on modern principles and mechanisms
of formation, will provide Kazakhstan
with international recognition, increasing
the sense of pride among citizens and
attracting the attention of potential tourists
and investors. The study showed that the
formation of regional characteristics in the
architecture of Kazakhstan is currently
based on: continuity and rethinking of
experience; growth of self-awareness and
culture of self-identification; state policy
on creating an international image of the
country; legislative regulation of processes
from design to commissioning of facilities;
openness to innovation and international
cooperation.

An analysis of a number of buildings
and structures built in Kazakhstani cities
revealed trends in the search for a modern
architectural language. New objects



demonstrate a new understanding of
regional forms, where traditional memorial
and religious architectural forms are not
quoted directly, but adapted to modern
global realities. In modern architecture of
residential and public buildings, traditional
architectural themes are effectively used,
unique features of the history and culture
of Kazakhstan are revealed, and new
technologies are introduced into
local practice.

Comparison of various studies on
this topic emphasizes the importance
of further interdisciplinary research
and cooperation between specialists to
create a deeper understanding of the
influence of cultural and ethnic factors
on the modern architecture of Western
Kazakhstan. The introduction of research
results into architectural science and
practice will contribute to the formation
of regional identity in architecture and the
improvement of the spatial environment for
people’s lives.

Basic provisions

Western Kazakhstan, due to its unique
cultural and ethnic diversity, plays a
significant role in shaping the architectural
appearance of the region. This region,
with its centuries-old historical heritage,
is an important space for studying the
influence of cultural and ethnic factors on
architecture. In the context of globalization
and urbanization, the issues of preserving
and integrating ethnic heritage are
becoming especially relevant, which
emphasizes the significance of this study.

The purpose of the work is to identify
the unique features of the architecture of
Western Kazakhstan, formed under the
influence of cultural and ethnic factors.
Unlike previous studies, which focused
mainly on historical aspects, this study
focuses on modern architectural practice
and how cultural traditions and ethnic
characteristics influence architectural
creativity in the region.

The study identified key issues such
as the loss of traditional architectural
elements and insufficient attention to
cultural traditions in modern construction.
At the same time, a systematic analysis
of the interaction of cultural factors with
architectural practice allowed for a deeper
understanding of the influence of these
factors on the architectural landscape of the
region. This approach promotes a deeper
understanding of the interaction of cultural
and ethnic factors in architecture and helps
to formulate recommendations for the
further architectural development of the
region, taking into account its cultural and
ethnic diversity.

Conclusion

The modern architecture of Western
Kazakhstan demonstrates a complex
interaction of cultural and ethnic factors.
Preservation and adaptation of traditional
forms, consideration of ethnic motifs and
integration of cultural symbols create a
unique architectural appearance of the
region. In the context of globalization
and urbanization, it is important to
continue research in this area in order to
preserve the cultural heritage and ensure
the harmonious development of the
architectural environment.

For further study and development
of this topic, it is necessary to conduct
fundamental scientific research aimed
at analyzing modern architecture and
figurative semantics, focused on the
aesthetic heritage of the Kazakh people.
This will not only preserve unique
architectural traditions, but also adapt
them to the requirements of modernity,
creating a harmonious and sustainable
architectural space.

In the course of analyzing various
articles and dissertations devoted to the
influence of cultural and ethnic factors
on the modern architecture of Western
Kazakhstan, it becomes obvious that this
topic plays a key role in understanding and
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developing the architectural practice of the
region.

Many studies confirm that architectural
forms and solutions in Western Kazakhstan
are closely related to the local culture and
ethnic traditions. The uniqueness of the
identity of this region is manifested in the
use of traditional construction methods
and materials that are adapted to modern
conditions, contributing to the preservation
and development of cultural heritage.

The diversity of methodologies used
in various articles and dissertations
emphasizes the multidimensionality of
this topic. All the studies unanimously
note that attention to cultural and ethnic
factors in the development of architectural
strategies contributes to social and
economic progress, strengthens regional
identity and stimulates the development of
tourism and infrastructure. It is important
to continue interdisciplinary research and

cooperation between architects, historians,
ethnographers and representatives of
local communities to create a deeper
understanding and effective use of cultural
and ethnic heritage in the architecture of
Western Kazakhstan.

In addition, research shows that
the integration of cultural and ethnic
aspects into modern architecture not only
contributes to strengthening the socio-
cultural identity of the region, but also has
a positive impact on economic development
through the development of tourism and
infrastructure projects.

Further study of this topic requires
an integrated approach and cooperation
between architects, researchers, public and
government organizations. Only in this way
can we ensure sustainable development
of the region and the preservation of its
cultural heritage in the conditions of the
modern world and globalization.



THE INFLUENCE OF CULTURAL AND ETHNIC FACTORS ON THE MODERN ARCHITECTURE OF WESTERN

KAZAKHSTAN

Author’s contribution:

A. D. Tanzharykova - development of the direction and problems of the research,
selection and analysis of scientific literature, work with sources, preparation and
revision of the text, conceptualization of conclusions.

G. D. Maulenova - development of the direction and methodology of the research,
selection of scientific literature, critical analysis and revision of the text, editing and
proofreading of the article.

Bknap, aBTOpOB:

A. [. TaHXapbikoBa - pa3paboTka HanpaeneHus 1 Npobnem muccnenoBaHus, noabop un
dHanum3 Haquoﬁ NinuTepaTypebl, pa60Ta C UCTOYHUKaMM, NOAroToBKa M ,u,opa60TKa TeKCTa,
KOHUEeNTyannsauna sbiIBOA0B.

I. . MayneHoBa - pa3paboTka HanpasBneHUs U METOAONOMMMU UCCefOBaHuMS, Noa6op
HaY4YHOM NUTEPATYpPbI, KPUTUYECKMI aHaNK3 1 LopaboTKa TeKCTa, peaakTypa u
KOppeKTypa CTaTbu.

ABTOpnapabIH, KOCKaH yneci:

A. . TaHXapbiKoBa - 3epTTey OaFbiTTapbl MeH MacenenepiH asipney, FbinbiMu
aaebveTTepai ipikTey xaHe Tanaay, Lepekke3aepMeH XyMbIC XKacay, MaTiHAi faibiHAdy
XoHe KaiTa Kapay, TyXXbIpbIMAAPAbl TYXXbIpbIMAAY.

I. I. MayneHoBa - 3epTTey 6arbiTbl MEH 3AiCTEMECiH 33ipney, FblibiMu 3aebueTTepai
ipikTey, MaTiHAI CbIHM TanAay XaHe KanTa Kapay, MakanaHbl OHAEY XaHe Ty3eTy.

NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA ‘i‘ CAJAS Volume 9. Issue 3. 2024



NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA ‘!‘ CAJAS Volume 9. Issue 3. 2024

THE INFLUENCE OF CULTURAL AND ETHNIC FACTORS ON THE MODERN ARCHITECTURE OF WESTERN
KAZAKHSTAN

References

Abdizhapbarova, Aysaule, and Duysebay Yesbolat. «Vliyaniye etnokulturnogo
mirovospriyatiya na arkhitekturu». [“The influence of ethnocultural worldview on
architecture”] Vestnik KaZGASA. Arkhitektura i dizayn. Ne1 2019, p. 35-40 https://vestnik.
kazgasa.kz/ru. (In Russian)

Abdrasilova, Gulnara. Osnovy regionalnoy arkhitektury Kazakhstana: Monografiya.
[Fundamentals of Regional Architecture of Kazakhstan: Monograph] Almaty, 2015. p. 265. (In
Russian)

Abdrasilova, Gulnara. «Preyemstvennost arkhitekturnykh traditsiy kak usloviye
regionalnoy identichnosti» [“Continuity of architectural traditions as a condition of
regional identity”]. International Conference «Sustainable Development of Contemporary
City». Baku, 2013. p. 48-50. (In Russian)

Abdrasilova, Gulnara. Regionalnyye faktory v sovremennoy arkhitekture Kazakhstana.
[Regional factors in modern architecture of Kazakhstan] Mater. XIll mezhdunar.nauchno-
prakt.konf. im. Tatlina «Reabilitatsiya zhilogo prostranstva gorozhanina». Penza, 2017. p. 7-11.
(In Russian)

Baigabatova, Nazgul, et al. “Architecture of the kazakh diaspora (18th - early 20th
centuries)”, Journal of Advanced Research in Dynamical and Control Systems, vol. 12, no.
3 Special Issue, 2020. p. 1200 - 1205. DOI: 10.5373/JARDCS/V12SP3/20201367. www.
scopus.com.

Danibekova, Elvira. Problemy formirovaniya regionalnoy identichnosti v sovremennoy
arkhitekture Kazakhstana. [Problems of formation of regional identity in modern architecture
of Kazakhstan] 2022. Mezhdunarodnaya obrazovatelnaya korporatsiya (Kampus KaZGASA),
PhD thesis, www.nauka.kz. (In Russian)

Duysebay, Yesbolat and Duysebay Yeszhan. «Kulturnoye naslediye i innovatsionnaya
arkhitektura Kazakhstana XXI vekay. [“Cultural heritage and innovative architecture of
Kazakhstan in the 21st century”] Vestnik KaZGASA, Arkhitektura i dizayn. N21 (87), 2023, p.
25-34. https://vestnik.kazgasa.kz/ru (In Russian)

Feoktistova, Yelena, and Bayash Aruzhan. «Arkhitekturnoye naslediye podzemnykh
mechetey Zapadnogo Kazakhstana v usloviyakh razvitiya istoriko-kulturnogo
turisticheskogo klastera». [‘Architectural heritage of underground mosques of Western
Kazakhstan in the context of development of historical and cultural tourism cluster].
Mezhdunarodnoy nauchno-prakticheskoy konferentsii Arkhitektura i stroitelstvo v usloviyakh
globalnoy integratsii. Kazakh National Technical University named after K.I. Satpayev,
Almaty, May 29-30, 2015, p. 134-137. (In Russian)



THE INFLUENCE OF CULTURAL AND ETHNIC FACTORS ON THE MODERN ARCHITECTURE OF WESTERN
KAZAKHSTAN

Gabitov, Tursyn et al. “National Culture: Tradition and Innovation (On the Basis of Semiotic
Analysis of Kazakhstan’s Capital)”. Procedia - Social and Behavioral Sciences, vol. 81 (2013).
p. 32 - 39. www.sciencedirect.com.

Glaudinov, Bekrimzhan. Evolyutsiya zodchestva Kazakhstana s drevnosti do nachala XX veka:
monografiya. [Evolution of architecture in Kazakhstan from ancient times to the beginning of
the 20th century: monograph] Almaty: Izd. Dom «Stroitelstvo i arkhitektura», 2019. p. 371
(In Russian)

Glaudinova, Mekhriban. et al. “Modern architecture of Kazakhstan: Identity phenomenon
in the Western cities”. Journal of KazGASA, vol. N23(77) 2020, p. 17-25. https://vestnik.
kazgasa.kz/ru.

Iskandarov, Marsel. «Poisk regionalnoy identichnosti arkhitektury». [“Search for regional
architectural identity”] Novyy Uralskiy stroitel. N25 (118). Yekaterinburg, 2012. http://www.
nus-ural.ru/archive/2012/5/423/773/ (In Russian)

Liu, Qiang, et al. “Discuss the loss of traditional culture in modern architecture”.
International Conference on Civil Engineering and Transportation, ICCET 2011. vol. 99-100.
14-16 October 2011. p. 42 - 45. DOI: 10.4028/www.scientific.net/AMM.99-100.42. www.
scopus.com.

Murzagaliyeva, Elvira. ««Novyy regionalizm» v arkhitekture XXI veka». [““New
Regionalism” in the Architecture of the 21st Century.”] Nauchnyy zhurnal - Vestnik
KaZGASA. N21 (71). Almaty, 2021. p. 114-118. (In Russian)

Pandya, Samir. “Architecture in National Identities: a critical review”. Journal
of National Identities, vol. 22, no. 4. 7 August 2020. p. 381 - 393. DOI:
10.1080/14608944.2020.1812825. www.scopus.com.

Regionalnyye osobennosti arkhitektury: uchebnoye posobiye. [Regional features of architecture:
a tutorial]. Redaktor-sostavitel Baytenov Eskander. Almaty, KazGASA, 2019. p. 108. (In
Russian)

Skalkin, Artem. «Ponyatiye identichnosti i faktory yeye formirovaniya». [“The concept of
identity and the factors of its formation”] Architecture and Modern Information Technologies.
N24 (41), 2017. p. 57-67. http://marhi.ru/AMIT/2017/4kvart17/05_skalkin/index.php.
05.09.2017 (In Russian)

Yazar, Nadide Ebru, and Edgii Erincik. “Adaptive reuse of historic buildings use of space
syntax for evaluation of sustainability”. Proceedings 13th International Space Syntax
Symposium, SSS 2022, no. 471. Bergen, 20 June 2022 - 24 June 2022. www.scopus.com

NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA ‘i‘ CAJAS Volume 9. Issue 3. 2024



NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA ‘!‘ CAJAS Volume 9. Issue 3. 2024

THE INFLUENCE OF CULTURAL AND ETHNIC FACTORS ON THE MODERN ARCHITECTURE OF WESTERN
KAZAKHSTAN

Ako6ora TanxapbikoBa, l'yibHapa MayneHoBa

Cornaes ynusepeureti (Anmatbl, Kazakcran)

BATbIC KASAKCTAHHbIH 3AMAHAYU COVJIET ©HEPIHE MO AEHU-3THUKAJIbIK
®AKTOPJIAPAbIH 9CEPI

Anparna. CoHfbl XblnAapbl TAPUXU XXaHE M3AEHW BipereinikTi cakTayFa AereH YMTbIIbICTbl KOPCETETIH
caynet xo6anapbiHAa STHUKAMbIK MypaHbl CakTayFa XaHe 6ipikTipyre Kbi3bIFyLIbIIbIKTbIH, apTybl
6alkananbl. 3epTTey HbiCaHbl peTiHae Tapuxbl 6ai batbic KasakcraH 06abiCbl TaHAANAbI.

Byn makana 6enrini 6ip aiMakTaFbl CAYNET YPAICTEPiHE MBAEHM XIHE STHUKANbIK haKTOpAapAblH,
9CEpiH 3epTTeyre apHasfaH FblIbIMU XXapUsNaHbIMAAPFa LOY XXSHE CabICTbipManbl Tanaay 60sbin
Tabblnagpl. 3epTTey apXMTEKTYPablK AM3aiHAA MIAEHM XKIHe STHUKANbIK SPTYPAiNiK KepiHic TabaTbiH
Heri3ri cananapgbl 3epTTenai.

KapanfaH 6acbinibiMAApAbIH aBTOP/apbl KeNeci acnekTinepre epekiue Hasap ayaapanbl:

[L9CTYPAi COYNET HbICAHAAPbIH CaKTay, 3aMaHayM FUMapaTTapFa STHUKa/bIK MOTUBTEPLI €HTi3Y XXaHe
M3[EHM HbIlWAHAAPAbI Kananblk opTara 6ipikTipy. Makanaga COHbIMEH KaTap CayneT HblCaHAApbIHA
CanbICTbipManbl Tangay Xyprisinin, bateic KasakcTaHHbIH, CayneTTik KenbeTiHe KasakTap, opbicTap,
TaTapniap aHe 6ackanap CUSKTbl 9pTYpJli STHOCTAPAbIH, biKNasbl 3epTTeni. MageHn Mypa MeH
3aMaHayu CayneT YphiCTepiHiH e3apa apekeTTecTiriHe epeklue KeHin beniHesi.

CoHbIMeH KaTap, Makanaaa xahaHgaHy xaHe ypbaHu3auums XaroavbiHaa MaAeHM BiperennikTi
cakTay Macenenepi KapacTbipbliFaH. KopbITbIHAbINAP YitNeCciMAi )aHe MaLLEHU MaHbI3bl 6ap Kananbik,
OpTaHbl KanbINTaCTbIpyFa biKNan eTeTiH Cay/EeT K0banapblH Xacay Ke3iHAe MILEHM XKaHE ITHUKANbIK,
(hakTopnapbl ecenke anyablH, MaHbI3AbUIbIFbIH KOPCETELI. 3epTTEYNEep 3aMaHayM AW3aiHAaFbl TApUXM
XSHE M3JLEHM 3NEMEHTTEPAI TONbIK NaiaanaHbayMeH 6ainaHbiCTbl HEri3ri npobnemManapabl aHbIKTaab!
XoHe 6y AMNEeMMaHbIH, WeLwiMAepiH YCbIHAbI.

[actypnep MeH MHHOBaLMSNAPAbIH, KypAeni e3apa apekeTTecyiH bingipetiH batbic Ka3zakcTaHHbIH,
Ka3ipri 3amMaHfbl CAyNEeT eHepi aNeMAiK CayNeTTiK YPAiCTep KOHTEKCTiHAE MaHbI3Abl OPbIH anafbl XXaHe
)ahaHaaHy afaaibiHAA MOLLEHM MypaHbl CAKTay XeHiHAEr XanblkapanblK FblbIMM MiKipTanacka e3
YAeciH Kocyaa.

Tyiiin ce30ep: batbic KazakcraH, Tapuxu Mypa, MafeHU A3CTYp, Mypa, apXMTEKTYpasblK aFbIMAap,
60/IMbIC, STHOM3,EHM epeKLUeNiKTep, STHUKaNbIK GakTopnap.

Joaiiekce3 ywiH: TaHxapbikoBa, Akb6oTa 1 [ynbHapa MayneHoBa. batbic Ka3akcTtaHHbIH 3aMaHaym
C3yNeT eHepiHe MaAEeHU-3THUKANbIK GakTopnapabiH, acepi. Central Asian Journal of Art Studies, T.9,

Ne3, 2024, 73-86 6., DOI: 10.47940/cajas.v9i3.917
Asmopnap KomazbaHblH COHFbI HYCKACbIH OKbIN, MAKY10a0bl #aHe Mydoesnep Kaliliblblfbl OK
eKkeHOi2iH ManiMOelioi.



THE INFLUENCE OF CULTURAL AND ETHNIC FACTORS ON THE MODERN ARCHITECTURE OF WESTERN
KAZAKHSTAN

Ak6ora TanxapbikoBa, l'yaibHapa MayneHoBa

Yuuepceurer Carnaesa (Anmarsi, Kasaxcran)

BJIMAHUE KYJIBTYPHbIX U STHUYECKNX PAKTOPOB HA COBPEMEHHYIO APXUTEKTYPY
3ANMAOHOI0 KA3SAXCTAHA

AHHOTauus. B nocnenHue rogpl HabnofaeTcs ycuneHne nHTepeca K COXpaHeHuIo U MHTerpauum
3THUYECKOrO Hacneaus B apXMTEKTYPHbIX MPOEKTaX, YTO OTPaXKaeT XKenaHne COXPaHUTb UCTOPUYECKYHO U
KYNbTYPHYI MOEHTUYHOCTb. B kauecTBe ob6bekTa nccnenoBaHus BeibpaH pervoH 3anagHoro KasaxcraHa,
KOTOpbI OTAIMYAETCS BOraTbiM MCTOPUYECKMM MPOLUbIM.

JTa cTaThs NpencTaBaser coboi 0630p M CPaBHUTENbHBIVM aHANM3 HAYYHbIX My6AMKaLui,
MOCBSILLEHHbIX U3YYEHUIO BIUSIHUS KYNbTYPHbIX M STHUYECKMUX (DAKTOPOB Ha apXMUTEKTYpHble
HanpasieHUs B JAHHOM perMoHe. B nccnenoBaHMM pacCMaTpMUBAKOTCS K/IOYEBbIE HAMPABAEHMS,

B KOTOPbIX KY/IbTYPHOE U 3THMYECKOe MHOroobpasne HaXOo4UT CBOE OTPAKEHWUE B apXUTEKTYPHbIX
pEeLLEHMSIX.

ABTOpbI pacCMOTPEHHbIX NybnnKauui yaensotr ocoboe BHUMaHWe CleayoLmM acnekTaMm:
COXpPaHEeHWe TPaAMLUMOHHBIX apXUTEKTYPHbIX GOPM, BHEAPEHME STHUYECKUX MOTMBOB B COBPEMEHHbIE
30aHUS U MHTErpaLms KynbTypHbIX CUMBOJIOB B FOPOACKYH cpeay. B ctaTbe Takke npoBegeH
CpaBHWTENbHbIM aHaNN3 apXUTEKTYPHbIX 06bEKTOB, U3Y4YEHO BAUSIHUE PA3NUYHbIX STHUYECKMUX rpyn,
TaKMX Kak Ka3axu, pycckue, TaTapbl U Apyrue, Ha apXMTEKTYpHbI 06amk 3anagHoro KasaxcraHa. Ocoboe
BHMMaHUWe yaensercs B3aMMOLENCTBUIO KYIbTYPHOTO HACleansl U COBPEMEHHbIX apXMUTEKTYPHbIX
TeHOEHUMUNA.

Kpome T0ro, B ctaTbe 06Cy>KAa0TCH BOMPOChI COXPAaHEHUS KY/IbTYPHOW MAEHTUYHOCTU B YCIOBUSAX
rnobanusauum u ypbaHmsaumu. BeiBoabl NoAYEPKMBAKOT BaKHOCTb YYeTa KYNbTYPHbIX M STHUYECKMX
(DaKTOpOB NpM CO3AaHMUU APXUTEKTYPHbIX MPOEKTOB, YTO CNOCOBCTBYET (DOPMUPOBAHMIO FAPMOHUYHOM
W KyNIbTYPHO 3HAa4YMMOM rOpPOACKOM cpeapl. MccnefoBaHUS BbISIBUAM KtOUYeBble Npobnembl, CBS3aHHble
C HEL,0CTAaTOYHbIM UCMOJIb30BAaHUEM UCTOPUYECKUX U KYNIbTYPHbIX 3/IEMEHTOB B COBPEMEHHOM
NPOEKTUPOBAHUN, U NPEANOXMUAN PELUEHUS OAHHOM AUNEMMBI.

CoBpeMeHHas apxuTekTypa 3anagHoro KasaxcraHa, npeacraBnss cobol CnoxHoe B3anMoaencTeume
TpaguuUMii U MIHHOBALLMI, 3aHMMAET BaXKHOE MECTO B KOHTEKCTE rN106a/ibHbIX apXUTEKTYPHbIX TEHAEHLMI
W fenaet BKIaZ B MEXAYHAPOLHYH HaYYHYH AUCKYCCUI0 O COXPAaHEHMM KYNbTYPHOrO Hacneaus B
yCNoBUAX rnobanmsaumn.

Knrouessie cnosa: 3anagHbli KazaxcraH, MCTopuyeckoe Hacneame, KynbTypHble TPaguuuu, Hacneaue,
APXUTEKTYPHblE TEHAEHUMW, UAEHTUYHOCTb, STHOKY/IbTYPHblE 0COBEHHOCTH, STHUYECKNE PaKTOPbI.

Ana yumupoeanus: TaHxapbikoBa, Ak6oTa 1 [ynbHapa MayneHoBa. BnusiHue KynbTypHbIX 1
3THMYECKMX PaKTOPOB Ha COBPEMEHHYH apxuTekTypy 3anagHoro KasaxcraHa. Central Asian Journal of

Art Studies, 1. 9, N23, 2024, c. 73-86, DOI: 10.47940/cajas.v9i3.917.
Asmopbl npoyumanu u 0006puIU 0KOHYamesbHell 8apuUAaHmM pykonucu u 3aseastom ob omcymcmeuu
KOH@UKmMa uHmepecos.
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MNJIACTUYECKOE PELLUEHUE
CIMEKTAKJIS

« MEH BIP )KYMBAK
AJIAMMBbIH... ABAW »

I'ynbxkan Jlayaerkyaosa', Anus lllaHknGaeBa'

'Kasaxckast HalHoHaJ IbHAsT aKajleMHst HeKyceTB uMenn TemupGeka YKypretnosa
(Anmarsl, Kazaxcran)

AHHoTaums. B ctatbe npeacTaBneH aHanu3 opurMHanbHOM TaHLEeBalbHO-NIACTUYECKOM
BbIPA3UTENbHOCTH CrieKTakns «MeH Bip xymbak agamMMbIH... Abai» (1 - YenoBek 3aragka... Abai)
locynapcTBeHHOro Teatpa Kykon Anmatbl. ABTOPCKOE pelueHune CTUAS U XKaHpa CneKTakns-
(aHTacMaropwmm, NoBeKLLIee OPUrMHANBHOCTb PEXXMCCePCKOl 1 BaneTMelcTepckoit paboTbl, IBUIOCH
OCHOBHOM TEeMOM1, paCCMaTPMBAEMOW B CTaTbE.

Llenbto cTaTby ABNSETCS OCMBICNIEHWE HOBOW MO 3aMbIC/Ty MOCTAHOBKM B XaHpe «BU3yaNbHOro
TeaTpa» Ha Ka3axcKoM cueHe. Bbibop cnekTakis KyKoNbHOro TeaTpa onpeaeneH Heo6XoAMMOCTbo
OTMETUTb NOCTAHOBKY, F1€ MMaBHY POsib UCMOHSET KYKNa, HO, BMECTE C TeM, peLUeHMe CNeKTaKns
pacKkpbIBAeT MAEH 3aMbIC/IA — C NO3ULMIA COBPEMEHHOCTM OCYLLECTBUTb HOBbIM B3NS4 HA XXU3Hb U
TBOPYECTBO BENMKOro npocBeTutens Abas KyHaH6aeBa.

Pe3ynbTaToM AaHHOrO McCnenoBaHUS SBUIOCh OCBELLEHME HOBOrO XopeorpadMyeckoro Noaxoaa
B PELUEHMM CNEKTaKA KYKONbHOro TeaTpa. HeBepbanbHbIM S3bIKOM MAACTUKM BaneTmelcTepy yaanoch
pacKpbITb aCCOLMATMBHYH 0COBEHHOCTb KaK OTAENbHbIX CLEH, TaK U crekTakns B uenom. Cneunduka
BM3yaNbHOro CNeKTak/is onpeaennna nepBocTeneHHoCcTb 6aneTMencTepcKoro NpoyTeHns AenCTBus,
KOrza noctaHoBKa Xxopeorpaduyeckoi YacTu CNeKTakNs SBUNACh KOHLLeATyabHbIM pelleHneM, a My3bika
3aTeM noabupanacb M NMCaNachb Ha rOTOBY KOMMO3ULMIO.

Ha coBpeMeHHOM 3Tane NouCcKoB OPUTMHANBHOTO PELLEHUS CIIOXHENLIMX LpaMaTypruyeckmx
TeM, LIaHHbII CNeKTak/b M ero aHanu3 nokasan NpUeMNEMOCTb NPaKTUHECKOr0 NPUMEHEHUS KaHpa
«BW3yasbHOro TeaTpax» U posb baneTmelictepa B nocTaHoBKe. [pu ycnoBu cobntoaeHns ctuns u
COTBETCBYHOLUMX 33,34, aBTOPAMM CTaTbWU PACKPbITbI NEPCNEKTUBbI MPUMEHEHUS XaHPa BU3YalbHOIO
TeaTpa Ha Ka3axCTaHCKOM CLeHe.

Knioyesbie cnosa: nnactmyeckoe pelleHue, TeaTp KyKOA, CNeKTaK/b, PEXXMCCEPCKMIA 3aMmbicen,
TaHLLeBaNbHO-MNACTUYECKOE OENCTBUE, CLeHa, ABai.

Ana yumupoeanus: Jaynetkynosa, [ynbxaH, LLlaHknbaeBa Anus. «lMnactmyeckoe pelieHne
cnekTaknsa «MeH 6ip xyMbak agamMMmblH... ABai». Central Asian Journal of Art Studies, 1.9, N23, 2024, c.
87-104, DOI: 10.47940/cajas.v9i3.721

bnazodapHocmu: ABTOpbI BbipaxatoT bnarogapHocTb pesakuum «Central Asian Journal of Art
Sdudies» 3a nomoLLb B NOArOTOBKE CTaTbM K NyBAMKALIMU, @ TAK)KE aHOHUMHbBIM pELLeH3eHTaM 3a
BHMMAHUWE U MHTEPEC K UCCIIeLOBAHMIO.

Asmopbl npodumanu u 0006puU OKOHYAaMeNbHeIl 8GPUAHM pyKonucu U 3ase/sm 06 omcymcmauu
KOHGAUKMA UHMmMepecos.
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BBepeHue

Tean KYKOJI SIBJIIETCS CAMbIM
CJI02KHBIM CPEJIM TeaTPaJibHbIX BUJIOB
ucKyccTB. Ecnu ipamatuueckuil akrep
UCIoJb3yeT cebsl B KauecTBe MHCTPYMEHTa
CLLeHMY€eCKOro BOIJIOLLeHHUs 00pasa,
TO aPTUCT TeaTpa KyKoJl JIOJ2KEH YMeThb
nepeaaTb CBOE MacTePCTBO Yepe3 KyKJy,
CTaTh C HeH e/IUHBIM LIeJIbIM, CPOJHUTHCS
C KYKJIOH HACTOJIbKO, YTOOBI KUTb U
JIBUraThCsl HA ClLieHE BMeCTe ¢ Hel. DTO U
€CTh TO CaMoe€ LIeHHOe KayeCcTBO apTHCTa
TeaTpa KykoJl, KOTOpPOe OTJIHYaeT ero oT
akTepa Jpamartuueckoro teatpa. Oco6oe
3HaueHHe MPH MOCTAHOBKE KyKOJIbHOTO
CrieKTakJ/si obpeTaer njaacTuieckoe
othopMJIeHHE B 11€JI0M, TJIe TJIaCTHKA
B [TOCTAHOBKaX TeaTpa KyKoJl CUJILHO
OTJIMYAeTCs OT KAHOHOB MOCTaHOBKH
Xopeorpaguu B [pamMaTHIecKoM TeaTpe.
Banermeiicrepy crniekraki/ist HEOOXOAUMO
3HATh U pa3dUPATLCS B BO3MOXKHOCTSX U
Pa3HOBUIHOCTSIX MEXAHHU3MOB CAMMX KYKOJI
KaK IJIaBHbIX UCIIOJIHUTEJIEH CrieKTaKJIeH,
KOTOPBIM TepeaeTces njacTuka oopasa.
O6ocHoBaHKe BbIOOpA TEMBbI:
NPUBEJEHHbIH aHAJIN3 CIIEKTaKJIS
KyKOJIbHOTO Teatpa r. Asimatbl « Men 6ip
KymOaK anaMMbIH... AGaii», ¢ pa3JMIHbIMA
BO3MOKHOCTSIMH KYKOJI pacKpbIBaeT
3aMblceJ1 CO3laTesIell MOCTAHOBKH:
pexkuccepa u 6anetmeiictepa. Padora
HaJl CrieKTaKJ/eM oKasajach MHTePeCHON
1 HEOPJIMHAPHOM, C TOUKH 3pPEHHsI
CLLeHMYEeCKOI0 MJ1aCTHYeCKOr0 BOMJIOLLEHUS
Cepbe3HOro JpamaTypruueckoro obpasa
yepes KyKoJIbHOE peLlIeHHe.
AKTya/sbHOCTb MPOOJIEMBI: CTAThS
MOCBsIllI€HA aHAJIU3Y TOCTAHOBKH,
OCYLIECTBJICHHOH CPEICTBAMU U
TEXHUYECKUMH BO3MOXKHOCTSIMU
KYKOJIbHOTO TeaTpa B rofi 175-setHero
1061J1esT BEJIMKOTO T109Ta U TPOCBETUTEJIST
Kasaxckoro Hapopa Abasi. B cratbe
paccmMaTpuBaloTCs BO3MOXKHOCTH
CMEKTaKJsl, TIOCTABJIEHOr0 B XKaHpe
«BU3yaJsIbHOTO TeaTpa», TeXHHUECKUMH
Cpe/ICTBAMH KOTOPOTO aBTOPaM yaanoCh

JIOHECTH JIO 3PUTEJISI MBICJIH TJIABHOTO Tepost
Abast, ero BeJitule U reHui.

CraTbst UMeeT CBOEH 1EbIO
(hUKCUpOBaHHE UHTEPECHOH M0 3aMbICJTY
1 rIyOOKOH 1O COJIep2KaHMIo NMOCTaHOBKH
B 2KaHpe «BU3yaJIbHOrO TeaTpa»,
OCYLLLECTBJIEHHON HA KA3aXCKOMH cLeHe
TEeXHHUECKUMHU CPEICTBAMH KYKOJILHOTO
Tearpa.

BoibpaHHasi Tema HHTepecHa TeM, UTO
OHa 3aTparuBaeT NpobJaeMbl BOMJOILEHUS
HOBOTO U €ellle He COBCEM MOMyJIspHOTo
B Ka3axCKoM TeaTpe »xaHpa. AHa/u3
CMEKTaKJs1, MIOCTPOEHHOTO HAa KApTHHAX,
nepearoluxX CKopee SMOLUH, YeM
JICUCTBUE, MPUBEJT K PA3MbILLIEHHIO O
BEJIMUMH [T03THUECKOro reHust AGasi, OHSITh
KOTOPBIH, B UTOT'€, MOXKHO C [TOMOII1bIO
CLEHUYECKUX KAPTHH BO3JEHCTBYIOLINX
Ha nojico3HaHnue 3putesieil. BonsoleHue
3ambic/a pexkuccepa b0 HEOOBIYHO
CBOMM pEILIEHHEM CO3aTh CMIEKTAKIb
CPeJICTBAMH KYKOJIbHOTO TeaTpa, uTo
OblJ10 0COOEHHO HHTEPECHO HAOJ/I0aTh B
X0Jle aHaJiu3a 1ocTaHoBKU. CIieKTaK/lb,
rJle rJ1aBHasi napTus 6blia oTjaHa
KYyKJie, BbI3bIBaJl CMelllaHHble UYBCTBA O
BO3MOKHOCTH PACKPBITHSI HIIEH CIIEKTAKJISI.
B03M0OXXHOCTH KyKJIbl OTPaHHUMBAIOTCS
JIEMCTBEHHbBIM [T0Ka30M COOBLITHH, HO JaeT
BO3MOKHOCTb Tepeaaun nHopmalnum
CUMBOJIAMH U aJIJIETOPUSIMH, UTO
cnoco6CTBYET BbIIBUKEHHIO HA BEJlylllee
noJioyKeHue poJiu xopeorpacuu. K
KaK MokKasaJia mpakTHka, pexkuccep 1
HaneTMenicTep crieKTak/s 100UIUCh CBOEH
1eJsid, UMeHo, GJiarofiapst OCylleCTBJIAEHHOMY
pacnpeiesieHUI0 poJiel MexKIy aKTepaMH 1
KYKJIOH.

Cepre#t O6pasiioB, 4TOObI OTJIHUUTh
JIpyrHe BUJIbI TeaTpa OT TeaTpa KyKoJl,

JIaJ]l UM OTIpeJIe/IEHHE <UeJIOBEUECKUN»:
«...BbIOpaHHOE MHOIO OTpesiesieHne
«4eJIOBEUECKHU» OTJIMUAET STOT BUJL
Tearpa OT TeaTpa KYKOJ TOJIbKO TeM,

4TO B UEJIOBEUECKOM TeaTpe HOCHTENIEM
BHelIHero o6pasa siBJisieTcs YesloBekK, a B
TeaTpe KyKoJ HOCUTeJIeM BHelIHero ob6pasa
sIBJISIETCS KyKJ1a. B octasibHOM 2Ke Teatp



KyKOJI TAKOH 2Ke YeJIOBeUEeCKHH, KaK 1
BCSIKUH ipyroit Teatp.» («Mos npodeccus»
38). U nefictBUTENIBHO, COMHEHUS
pacceuBaJjIUCh [0 Mepe Pa3BUTHS ClOXKeTa
OT OJIHOH KapTHHBI K Apyroi. BoamoxkHo,
MMEHHO MOTOMY, YTO BeylllHe MapTHH OblIH
OT/IaHbI KyKJIaM, TTOJIy4HJICST STOT SPdeKT
5MOLIHOHAJIBHOTO BOCIIPHUSITHS ClOXKeTa
KapTHHAMH U BO3AEHCTBHUSI CHMBOJIAMH.
[ToHsATb HOBBIE METOIbI TOCTAHOBKH
COBPEMEHHOTrO CIEeKTaK/sl, pACCMOTPETh
HeOOXOMMOCTb CMellIeHHsT PA3HBIX XKaHPOB
JUTST IOCTHXKEHUST Heo6xoumoro sdekTa
BO3/IEHCTBHS Ha 3PUTEJISl, COTBETCTBEHHO,
NPOBEJIEHHE aHAJIU3a MOJL0OHbBIX
CrieKTaKJel OMpeiesIIN aKTyalbHOCTh
paccMaTpUBaeMOU TEMBbI.

MeToabl

HMcenenoBanue npoBeieHo ¢ NOMOLIbIO
METOJIOB MITHPUYECKOr0 MOJIX0/a, PH
KOTOpOM HabJIIo/IeHHe 32 Pa3BUTHEM
JIEACTBHUS CMIEKTaKJs, 3@ JOTHUECKUM
BCTpauBaHUEM OT/EJbHBIX KAPTHH B
eJIMHbIH 1eJIbHbIA Clo2KeT, HabJIloJeHe 3a
peaxiyel 3puTe/IbHOTO 3aJ/1a, PUBEJH K
JIAaHHOMY aHAJIU3y SKCIIepUMEHTa MOJIOJOTO
pexxuccepa Antona 3aiiieBa. MeToj0M
Ha6JII0/IeHUS yla10Ch 3a(PUKCHPOBATh
HeOOBbIUHBIH CMEKTaK/b KaK COCTOSIBILIMKCS
(akT B TEaTpaNbHON KU3HU PeCTyOHKH.
JanbHelee HabMIOCHHE 3a IEHCTBHEM

1 pa3BepThIBAHUEM CIOXKETa CMEKTAKJIS,

a TaKXKe, aHAJIM3 UHTEPBBIO C aBTOpaMU
MOCTAHOBKH MO3BOJIUJIH YTBEPAUTHCS

B BayKHeHLIEH poJii MJIACTUKH JAHHOTO
JIEHCTBHUSI U, COOTBETCTBEHHO, BbIIBUYKCHHUS
OasieTMericTepa B COABTOPbI pexkUccepa.
MeTonoM cpaBHUTEJNLHOTO aHaIU3a
yIa/l0Ch COMOCTABUTh JAHHOE IEHCTBHE

C 3KCIEePUMEHTA/IbHBIMU CIIEKTAKJISIMH,
paHee HaOJIIOJABIIMMHUCS HA TeaTPaJibHbIX
(pecTuBasIAX 32 pyOGEKOM, KOTOpbIE

B XOJIe aHaJ/M3a ObLIH OTIpe/ie/IeHbI B
JKaHpe «BU3yaJlbHOTO TeaTpa», TeM
CambIM, MOATBEPANB JIEHCTBHE IAHHOTO
IKCIepUMEHTa KaK « BU3yaJIbHbIH »
crekTakJib. C MOMOLLbIO METOIA

MHJIYKLMH BBICTPOMJIOCH CY2KJIEHHE, TTPH
KOTOPOM PacCMOTpeHHe KOHKPETHOTO
CMEKTAKJIS U €T0 TJIaCTHIeCKOH POpMBI,
J1aJ10 BO3MOKHOCTb YTBEPAUTHCS B
OCHOBOIIOJIaralolel poJiu Xopeorpapuu B
«BHU3yaJIbHOM» CII€KTaKJIe.

Ouckyccusa

B l'ocynapctBeHHOM TeaTpe KyKoJl
AJMaTbl B OCJIeIHKE TOJIbI CTaJH
CTABHUTb CMEKTaKJH Jyisl 6oJiee CTapiiero
3pUTEJIs], UeM JIETH. DTH CTIEKTaKIH
OTJIMYAIOTCSI 0COOBIM perepTyapom 1
thopmoii mocranoBkH. 14-15 Hosi6pst 2019
rojia B pamMkax 175-yeTHero ro6ues
BEJIMKOTO ITPOCBETUTEJIsI, MbICJUTE/IS]
Abas Kynan6aesa cocrosiiach pembepa
criekTakssi « Men 6ip xkymO6aK afiaMMbIH...
Abait» ($1 - uenoBek 3aranxa... Abaii)
MOJIOJIOTO U TAJIAHTJIMBOTO pesKUccepa
Anrona 3afitieBa. ABTopoM MHCLEHUPOBKH,
siBuJsack Egiena JIokuunna.

JIaHHBII TBOpUYECKHUH COI03 co3/1all
WJIEI0 TOCTAHOBKH HEOOBLIYHOTO CIIEKTAKJIs
B 2KaHpe «BU3yaJIbHOrO TeaTpa» o
BesIMKOM (pusiocode u noste Abae B
COBPeMeHHOM NpouTeHuH. BbickasbiBaHue
H.M.T'opuakoBa o pexkuccepckux
metonax K.CraHucaBckoro oueHb TOUHO
COOTBETCTBYET OMUCAHUIO COBMECTHOH
pabotbl pexkrccepa A.3aiilieBa 1 aBTopa
uHceHnpoBku E.JIokinHol. « CniekTak/b,
KaK MpOU3BeJieHHe UCKYCCTBa, Kak
XyJl02KeCTBEHHOE oTpaxKeHue (06pas)
ONpe/Ie/IeHHOTO SIBJIEHUS 2KU3HH, CO
BCEMH KOMITOHEHTAMH, COCTABJISIIOLIUMH
€ro 3peJIuIIHOE CylIeCTBOBAHHE, — ITO
MPOU3BEIEHHE HCKYCCTBA perKUCcepa,
aBTOPCKasi HHUBHyaIbHOCTb KOTOPOTO
¥ TIpU3BaHa OTJIMYATh €r0 B KOHEUHOM
peayJabrare. Ha stane cosnanus
WJIEHHO-XY/102KeCTBEHHOTO 3aMblCJIa,
u3dydasi ipaMaTypruueckuii MaTepHad,
pexKuccep MoCTUraeT CTHIb aBTOpPa
1 Kak Obl aKKyMyJIUPY€eT €ro, CTosl Ha
TpaHuIle IBYX HCKYCCTB, UTOOBI 3aTEM,
BOCCO3/1aBast NPOU3BE/IeHHE JIMTEPATYPbl
10 JIPYryI0 CTOPOHY IPAHULIBI - U B TeaTpe
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- BJIO2KHUTb 9TOT aKKYMYJIMPOBAHHBIH

3apsijl B HOBYIO XKHM3Hb MbEChI -
CreKTak/b. » («Pexxuccepckue ypoku
K.C.Cranuncnasckoro» 123). U, kak BuaHo
13 MOCTAHOBKH, 3TO aBTOPCKHUH CIEKTaK/Ib,
pacKpbIBAIOLIMH JIUUHOE peKUCCEPCKOe
OTHOLIIEHHE K COOBITHSIM TPOLIJIOTO.

Tyt ceyet nosicHUTh, YTO 2Ke TaKoe
BU3yaJsIbHbIH TeaTp, Bellb T€aTp caMm 1o
cebe sIBJsIETCS BU3yasIbHBIM HCKYCCTBOM.
OnHaKo CylLeCTBYIOT CIEKTaKJIH,
MOCTPOEHHbIE HA IPKUX BU3yaslbHbIX
metacopax. «[ToctaHOBKH 3TH cTpoATCS
10 3aKOHY aCCOLIMATUBHbIX, @ HE CIO2KETHbIX
CBsI3€i, 4acTO U3 0OPHIBOUHBIX SMTHU30/10B-
BCTIbILIEK, JIOTHYECKAsT CBSI3b MEXKTY
KOTOPBIMH OCYLIECTBJISIETCS] CKOpee
B CO3HAHWH 3pUTEJIEH, UeM Ha CLEHE.
Tearp Takoro THna ceifuac NpuHATO
Ha3bIBaTh BU3yaJsbHbIM. 1151 9THX
CTEeKTaKIeH 0COOEHHO BaXKHO 3PUTENBCKOE
BIeyaT/eHue, NPeLLeCcTBYOLIee aHaIU3Y,
a MHO?KE€CTBEHHOCTb TPAKTOBOK TYT BXOIUT
B ycaoBus urpel.» (I'ogep 5). U nanee
MbI COTJIACHbBI C BbICKA3blBAHUEM MHOTHX
ABTOPOB O TOM, UTO K BU3yasIbHOMY TeaTpy
MOKHO OTHECTH JIMIIb TOT CMIEKTaKJb,
oOpasHast cucTeMa KOTOPOro «MocTpoeHa
Ha BU3yasIbHOCTH, a He Ha CJIOBAX, €C/IH
MMEHHO BU3yasIbHOE aKKYMYJIMPYET CMbICJIbI
M OKa3blBaeTCsl CYyLLECTBEHHO BaXKHee
TeKcTa. 3/1ech PerynKi 3a4acTyio — JIHlIb
MOSICHSAIOIINE PeMapKH K MPeICTaBIEHHUIO,
TEKCT — KOMMEHTapHi K pa3BUBAIOLLIUMCS
BU3yaJIbHbIM 06pazam WJiu jaxke paboraer
MPOCTO KaK 3BYK, KAK My3blKa CO CBOUM
TOHOM M PUTMOM. 3/1eCh HEPEJIKO aKTep —
JIMLIb OJIMH U3 PABHOMPABHBIX 971€MEHTOB
criekrak/s. M apTuer kak gefictyroulee
TeJs10 ObIBAET BaxKHee, ueM “2KU3Hb
yeJIOBEYeCKoro jayxa’ »

(Fonmep 5; Buacon 1).

[TocranoBka « MeH 6ip xKym6aK
alamMMbIH... AGaii» He UUTHPYeT
JipamaTtypruueckoe rnpou3BeJieHHe.
CrnekTakJsib 0XBaTbIBA€T HE TOJbKO
cyab0y M TBOPYECTBO 1103TA, HO U €70
pa3MbILLJIEHHST O YeJIOBEUECTBE, LEJIsIX,
nreanax. Meracopamu u cUMBoJIaMU

KapTHHbI [TepelatoT yXOBHOE OJJUHOYECTBO
xynoxKHuka. HasBanue onpapsipiBaeTt
HeoObIUHYI0 (POPMY CHIEKTAKJIS K €r0
CJI02KHO€ C HeCKOHYaeMbIMH 3HaKaMH,
CUMBOJIAMH H CMBICJIAMH COJIEPKaHHE.
HoBoe HanpaBJ/ieHune, OTKJIOHsIOLLIeeCs
OT YCTOSIBLLIEHCS] B MUPE TeHJICHLIUH
UTPBbI TeaTpa KyKoJ1, ObIIO CO3AaHO

C UCI0JIb30BAHHEM CHMBOJIHYECKHX
pelieHuH, pacKpbiBalOLKX ryy6oKue
KOPHH (DUI0CO(PUH BEJTMKOTO MBICJUTES
¥ OTJIMYAKOLIHUXCH OT 0OBIYHBIX
NPEICTABIECHUH.

PesynbTarthl

Kaxknas clieHa criekrakssi — 3To
OTIe/IbHAs UCTOpHUs »Ku3HKu Abas, re-

TO peasibHO NPOYKUTAS UM, a TJIe-TO
HadaHTa3upoBaHHasH aBTOPAMHU, HO
oTpazkaiolasi BHyTpeHHHUE MepeKnBaHust
nosta. Kaxkias kapTuHa crekrakisis,
KaKJIbli 3MH30/] BBIHYXK/JAI0T 3pUTEJIsT
CJIyl1aTh, CMOTPETh, YAUBJSITHCS,
3alyMbIBATbCS U PA3MBILLJISATh O YKH3HH
Ka3aXxCKOro HapoJia, 4yBCTBOBATL Meyvalib,
COMEPEXKUBATH U CMESITHCS B TOJIOC.

Bce clieHbl pa3mble 1o cojiep:KaHuio
0OBEIMHSIOT TPU CBSAZYIOLIME CIEKTAKb
qunun. O6pas [lepa, Kak cumBos
Mo3THYECKOro TBopuecTBa Abasi, KOTopoe,
KaK MOHUMAET 3pUTeJb, MPeHa3HaueHO
emy cBbile (cM. poto 1). Ho, B Hauasne
CreKTakJ/s, npeaHasHadetue [lepa ere

He MOHKUMAaEeT cam repoi cueHsbl. [To mepe
pasButHs fiericTBus, [lepo Kak nmosTuyeckui
Jlap, K OBJIAJIEHHUIO MACTEPCTBOM, KOTOPOTO,
OH CTPEMHTCS BCIO »KU3Hb. M, B KOHIle
CTeKTaKJsl, 3pUTeJ/Ib MOHUMAET 3HaYeHHE
nos3uu AGasi, 3Byyallero Kak pynop
npocseTutesist Hapoaa. [Ibitatomuiicst
B3sieTeTh 06pa3 Mkapa, kKak cHMBOJI MEUThI
Abasi o cBoGojIe Hapo/ia, MPH3bIBAIOIIETO
JIIOJIeH <MOJIHATh FOJIOBBI», OTOPBATHCS OT
PYTHHbI U BHYTPEHHEH Y30CTH MbILIJIEHHS,
MOCMOTPETbL HA MUP «JIPYTHMU TJIa3aMu».
W, xoneuno xxe, CioBa Ha3uaaHus,
3Bydalllde Kak KOHTParyHKT Ha MPOTSKEHUH
Bcero criekrak/s. CMelInBasich B



OJIHOW M3 KaPTHH C OTYAsTHHON CKauyKOH
Ab6as Ha jiotaan no Geckparineit
CTENU, CHMBOJIU3UPYIOT IyXOBHOE
OJIMHOYECTBO 1103Ta, OCTABIIET0Cs He
MOHSITBIM CBOWM MOKOJIEHHEM. DTH TPU
JIMHUH, CBS3bIBAIOLIIME BOEJIMHO BECh
CMeKTaKJ/b, OMOraioT COBPEMEHHOMY
3PUTEJIIO 0CO3HATh, KAKUM HaCJeIueM
Mbl BJAJIEEM, C KAKUMU TPYAHOCTSAMHU
MPHILJIOCH CTOJIKHYThCS MOJIOJIOMY O3TY,
4TOOBI, B UTOTE, 3AHSAThH T€ MO3ULUU U TO
onpeseifolee MoJ0KEHHE BbIIAIOLIEr0Cs
YyeJsloBeKa, OCTABMBILIET0 HEU3TJIAAUMbIH
JyXOBHBIH CJiel B MUPOBOM MPOCTPAHCTBE.

CueHbl B OCHOBHOM HeBepOasibHbIe,
1 aKTepPbl, CPEJICTBOM CYlILeCTBOBAHMUS
KOTOPbIX SIBJISIETCS MJIACTUKA TeJia,
JICUCTBYIOT Ha ClLI€HE B KMBOM TlJIaHE Ha
NPOTSYKEHUU TIOUTH BCETO CHEKTAKJISI.
Heo6x01MM0O OTMETHUTD, UTO POJib
BeJiuKoro Abasi oTiaHa KyKJe Co CJI0XKHBIM
MeXaHHU3MOM, YIPaBJSIEMbIM UEThIPbMSI
aKkTepaMu B «uepHoM kabuHete». [lepen
OaJjieTMelCcTepoOM JaHHOM MOCTAHOBKH,
CTOsI/Ia HEeNpocTas 3aa4a BOMJIOTHTD
njactuueckue o6pasbl, He HAPYLIUB
CTPOUHOCTb HCTOPUYECKOTO MTOBECTBOBAHUS
0 UeJIOBEKE MUPOBOTO KYJILTYPHOTO
3HAUEHUS.

Bropasi cliena HaunHaeTCst Co CJI0B ...
Mbl He TocJylajnch Abas...», B3sThle U3

doto 1. O6pas Abasi, nepxatiero B pyke Ilepo, kak
CHMBOJI TO3THYECKOTO Jlapa.

MHTEPBbIO BEJHKOI0 [09Ta COBPEMEHHOCTH
Ounxaca Cyneitmenosa. CjioBa 3Bydat
Kak HabaT, CHOBA M CHOBA OT/IABAsICh
9XOM 110 3pUTeJibHOMY 3aJty. M Ha clieHe
13 TYMAHHOM IbIMKH TTOSIBJISIIOTCS He
TO JIIO/IU, HE TO MTHIIBI, B CTPAHHbIX
MELIKOBAThIX KOCTIOMAX LIBETa XaKH, X
JIMLA 3aKPbIBAIOT HE MeHee CTpaHHble
MAacKH C HeoTpe/ieleHHbIMH BbIPayKeHHSIMH.
Kak noxrepaKieHue posin akrepa B
BU3yasIbHOM CIIEKTaKJ/e MOKHO TPUBECTH
CJIOBA MCCJ/Ie10BaTe 151 IAHHOTO XKaHpa
bBounn Mappanka, korna dbyHKimen
aKTepa siBJISeTCs <He pernpe3eHTalus
repcoHaa, a yuactue B (hoOpMHPOBAHHU
clieHudyeckoi komnosuin» («The theatre
of images»; Cnacckas 47). Jlionu-nTuiibl
TalaTt 3a co60# U NepeKaTbIBaIOT 110
CLIeHE Ts2KeJsible KAMHH - CBOIO HeJIeTKYIo
cyab0y, KOTOPYIO MeUTaIOT H3MEHUTD,
HO 60sITCA 9TO ¢jles1aTh (eM. doTo 2).
ITO UX MaJIeHbLKUH MHPOK, B KOTOPbIH
He MOTYT MUJIM HE XOTSIT BIYCTHTh YTO-TO
HOBO€, HO KOTOPbBIH 0MacatoTcsi pacTepsiTh.
OGeperast CBOI He3aMbICJIOBATbIH
HaXKUTBIA CKapO, OJIMIIETBOPSIOLINH
MX YKU3HH, OHH NIEPEBO3ST ero ¢ co60i
13 KOUEBbs B KOUeBbe. DTH JIIO/IU-
NTHLBI OOSITCS JIMIIUTHCS MTOCJEIHETO,
YTO y HUX OCTaJIOCh — JKU3HU. DTa U
nocJeylolile CleHbl CO3/IAl0T KApTHHBI,
KOIJIa «4eJIOBeK Ha ClIeHE CyLIeCTBYeT
HapaBHe C BU/1€0, 0O'beKTaMH1 U IPyrHMH
5JIeMEHTaMH, 8 MOYKET U BOBCE BBIMOJIHATh
BCIIOMoraTteJ/ibHyto yHKiHio» (Crnacckas
47), TO eCThb, KOTJIa Uepe3 TeJIO U JIBUKEHUS
AKTEPOB, a TAKXKeE, C MOMOLIbIO KOCTIOMA,
CBeTa U MUHUMYyMa JIeKOpalMi BOSHHKAET
HOBOE B3aUMOJICHICTBHE aKTepa C POJIbIO,
1, COOTBETCTBEHHO, 0C000€ BO3AEHCTBHE
Ha 3pUTEJIs], UTO 10 3aKOHAM BU3yaJIbHOTO
CIIEKTaKJIsl CO3/1aeT «HOBbIe CMOCOObI CBS3U
aKTepa C PoJblo U 3pUTEJIEM, CHIIbHEE
BOBJIeUb HABJIOAIONIETO B TIPOCTPAHCTBO
CLLEHMYEeCKOro “HHOOBITHS” »
(Cnacckas 49).

Y1066l MOMOYb APTHCTAM PACKPHITh
o6pa3, 6aneTmelcTep onupasach Ha
ITIOJIHbIE BAPUAHTHI [JIACTHKH TeJa
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®oro 2. CueHa JoaeH-NTHIL C KAMHSIMH B pyKax.

XapakTepHble VIl NTHL, HAleHHble CAMHMH
aKTepaMu: M0X0/1Ka, JABUKEHHUSI TOJIOBBbI,
B3Maxu pyKamH, noJioxkeHue kopnyca. KMa
THX UMIIPOBU3ALIUH CPOPMHUPOBAIHCH
yeThlpe NJacTHYecKUx oOpasa pasHbiX

no xapakrepy u remrnepamenty. OnuH -
KOBapHbIH U KPOBOKAIHBIH CTePBATHHK.
Jlpyro#i - npocToil Ha BUJL U CYETJUBbIH
npo3sl. Tpetuii - 6e300UIHBINA U HEYKJTIOKUH
yeJIoBeK-MUHIBUH. M yeTBepThIit

- MaJleHbKasl ITHUKa-HeBeJMUKa.

Bce 311 06pasbl OblIH 10MONHEHDI
COOTBETCTBYIOLLIMMH OPHTHHAJIbHBIMH U
XapaKTepPHbIMH BCKPUKAMHU MTHLL,

Bce 311 06pasbl cocylecTByIOT B
€/IMHOM CLIeHUYeCKOM JIeHCTBHH, I10-
Pa3HOMY MCII0JIb3YS1 MJIACTHUECKUI
UHCTPYMEHT BbipaduTesbHOCTH. OHU
CO3/IAI0T onpejiesieHHyto aTMochepy
CUEHHMYECKOro 3M130/1a, TJe, ornacasch
rHeBa ryasbl poja Kynan6as, orua Abas,
Tpenela nepe HUM, nazaatoT Huil. O6pas
Kynan6as nepejan uepe3 paspo3HeHHble
4acTH Tes1a 60JbLIKMX pa3MepoB (HOC,
raas, 6opojia i KUCTh PyKH ), BCE 9TH
YacTH MepeMelialoTcs 10 ClieHe,
oJuueTBopsist Moryliectso Kynanoast.
Crpax 1 NOBUHOBEHHE HAPOJA B ITOH
ClieHe PACKPbIThI Uepes3 NPU3MY UETKO
BBICTPOEHHOIO MJIACTHYECKOTO JIeHICTBUSA
aktepoB. ['1a3 Mopraer, u3Beprast MOJIHHIO,

Y JIIOJIM, BBICTPOUBLINCH B IMAarOHaJIbHYO
JIMHUIO, CJIOBHO OJIMH GOJIbLLIOH MEXaHH3M,
NPUHAMAIOTCS 32 €XKEIHEBHYIO PYTHHHYIO
pa6oty. JIBH:KeHUs1 UX 3aMeIeHHble KaK

B COCTOSIHMH ollerneHeHust. To nojHumast
HaJl TOJIOBOM KaMHH, TO OMyCKasi MX,

aKTepbl MJaCTHYECKH BbIPAXKAOT BCE
TATOTHI JKU3HU KazaxcKoro Hapoja 19 Beka.
Han s10¥i cepocTbio ObITHSI BocnapsieT
OesiocHeKHOe 1epo. HUyBCTBYS B 3TOM
HeKoe Mnpeji3HaMeHoBaHue K 00JIeryeH o
UX 2KM3HH, JIIOJIU TIPOTSATUBAIOT K HEMY PYKH,
U CUASILLMK Ha pyKax y OTLa, MaJleHbKHH
Abaii nbiTaetcs noitmath nepo. Ho rposbiit
Kynau6aii, olHuM B3TJISIIOM OJlepruBaet
CBOEro cbiHa. Jl1oi1, oOypeBaeMble CTpaxom
BO3BPALIAIOTCS K MPUBBIUHBIM JiesiaM. B
MOMEHT yOHHCTBA OIHOTO U3 YJICHOB poJa,
HecrpaBeIMBoO oroBopeHHoro Konapa,
0Cc06EHHO OCTPO OULYLIAETCS HX 3aBUCUMOE
IMOLIMOHAJIbHO-TTICUXOJIOTHYeCKOe
cocrosinue. [o npukasy Kynanbas,
NoJIBEP2KEHHbIE CTAJHOMY UYBCTBY, OHU
HEHCTOBO C KPUKAMH OYIATO KUBOTHbIE
3abpacbiBatoT Kojapa KaMHAMH.

B nporuBoBec clieHe 6€3:KanoCTHOTO
Kynan6as - caenyrolias njaactuyeckas
KapTHHA, HAIOJIHEHHAS CBETJION
J060BbI0 AGas k TorxkaH, rmokasaHa
TOJ1 COTPOBOXK/CHHE HEXKHOH MeCHH
Abasi «KesimMHiH Kapachl» B }KHBOM
MCIIOJIHEHHH apPTUCTOB. banetmerictep
U pexKUCCcep peLLlnJd 3aj1ady, Kak Mpu
MOMOLLLM JBYX KYKOJI Ha TyCTOH clLeHe
MoOKa3aTh neyasib U Tocky Abasi 1o cBoei
BoasoOeHHo. Kpacapuua Torxkan
OJIMHOKO packauMBaeTcsl Ha KadeJisix, a
Ha IPyroM KoHIe ayJia MoJjiofoi Abaw
neyaJsbHO-HEKHO UrpaeT Ha Jomope.
CpencrBamu BOTJIOUIEHHS HIEH CTaJH BCE
Te Ke JIIOAU-NTHLbL. C MepBbIMH 3BYKAMU
JOMOpbI JIBe MTHLLbI, NIepeJieTast ¢ BETKH Ha
BETKY, 3aHsIThl OpauHbIMU Urpamu. BeTkamu
CJTYKaT BBITSIHYThIE U3-3a KYJIUC PYKH
aKTepOB, U NTHLBI KaK Obl IPUCAXKUBAIOTCS
Ha HUX, onupasich pykamu. Camell KpacuBo
YXaXKMBaeT 3a CBOECH H3OpaHHULIEH,
npejarast eif CBUTb COBMECTHOE He3/10.
OH BHITATHBAET U3-3a KYJIUC AJTHHHYIO



kocy TorkaH, CHMBOJIH3HPYIOLLYIO

ee HelOPOYHOCTb H, TEM CaMbIM,
npejonpeessisi nosigjeHue Torzkan

Ha cueHe. Pyku akTepoB UMHTHPYIOT
B3MaxH KpPblJIbeB, MePEKIHKAsICh CO
crieurUUecKUMU IBHKEHUIMU PYK
XapaKTePHBIX /Il KA3aXCKOr0 TaHILA.
[lnacTuyecknt 3TIO IONOJHSICH PEAKHMU
BCKPHUKAMU U BOPKOBAHHEM NTHIL. DTH
NTHLBI CKOpee odepeHast Metagopa.
Yepes niactuyeckoe B3aMMOOTHOLLIEHHE
JIBYX aKTepoB B 00Opase MTHIL [epelaeTcst
BCs1 JITOOOBL M UMCTOTA UyBCTB Abast K
Torxkan. Hacko/ibKoO JIMPUUHO HCTIOJIHEHHE
3HAMEHHUTOr0 NMpou3BeeHust Abasi,
HACTOJILKO HEXKHA M TJ1aCTHKA aKTEPOB,
KOTOPbI€ NJIaBHBIMH IBUAKEHUSIMH TO
COMIMKANUCD, TO PACXOAUJ/INCH, CO31aBas
OLLyLLEeHHE 0OO0IIHOTO JIbIXaHHUS MOJIOJBIX
(cm. dboto 3).

®oto 3. [1nactuueckast cueHa, JornoJHeHHast
pPeKUMU BCKPHKAMH M BOPKOBAHHEM MTHIL.

Hagepnoe, camMbIM ipKUM U
HEOXKHAHHO IPOTECKOBbIM A CTBHEM
CIIEKTaK/Isl [I0KAa3aHa CLIeHA KeHUTbObI
Abast. 'poTecKoBBIM SIBJSIETCS BCEe — OT
KOCTIOMOB 10 My3blKaJIbHO-1JIJaCTHYE€CKOTO
peLeHust. DMU30]1 HAUHHACTCS CO
CLIEHHYECKOT0 3TI0Ja aKTepoB. B moJiHo
THLLIHHE, [10 OHOMY, C XapaKTePHO
NpeyBesIMYeHHBIMHU [T0XOKAMH Ha CLeHY

BBIXOJAT IPHUTJIALLEHHbIe Ha cBaAbOy
MEePCOHAXKH JIEUCTBHUSI B IPKUX MPA3AHHUUYHbIX
KOCTIOMaXx €IMHON 1IBETOBOH FraMMbl H B
OrPOMHBIX TIopOaHax, HaJeThIX Ha TOJIOBDI.
M3 njiacTHueckux XxapakTepucTHK aKTepoB
MO2KHO OTIPEJIE/INTh 3HAYUMOCTh KazKa0T0o
nepcoHazka B pojloBoi rpagauuu. st sToro
HaseTMencTepy MpULLIOCH Nogo6paTh
COOTBETCTBYIOLYIO KaXKJI0MY [T€PCOHANKY
MJIACTHKY: KTO-TO LieJieHarpaBJ/ieHHO
npotes K UeHTPY CKaMbH U YBEPEHHO
OIYCTHJICS HA Hee, HO Mepes] MeJyIEHHO

Y UBAHJIMBO MPULIEAIIHNM CJIeIOLHM,
OTOJIBUTAETCSl B CTOPOHY, YCTyIast LEHTP;
KTO-TO CyeTJIMBO, CEB Ha OJIHO MECTO C
00Ky, MEHsIeT ero Ha apyroe H T.1. Kaxapli
13 HUX KOMHYHO 3aHUMAET CBOE MECTO Ha
JUIMHHOM cKaMbe (cM. ¢oTo 4). PacceBuich
U YTBEPAMBLINCH B CBOEM M0JIOXKEHHH FOCTH
«3aMOJIKAlOT» B 0xkKMaHuu... Pagnaercs
prKaHue JIoWaaeH, ¥ Ha CLeHy Bbe3KaeT
MoJiofiolt AGaii BepXoM Ha KOHe, 38 HUM
TsiHeTCs1 0603 KaJibiMa. ['0cTH NpuIupurBo
pasJIAAbIBAIOT MPEIOKEHHBIN KaJbIM

M CaMOro »KeHHXa, POBOXKast ero Ha
LleHTpaJsibHOe MecTo cKambK. Harnesasi
cBajleOHY10 HapojHyto recHto «Kap-
»Kap», NpUIJalleHHble TOCTH BCTpeyatoT
HapeueHHylo HeBecTy Abas Tuabay. Ona
TaKzKe UCIbITbIBACT PacTepsiHHbIC UyBCTBA,
KaK U ee «HasHaueHHbI» xKeHux. Ha cuene
MOSIBJISIIOTCS MOJIHBIE SICTBAMHU CTOJIbI,

¥ HaUMHAeTCs NUpLLIecTBO. TopxKecTBO
MePeXoUT U3 TIONHOTO B TaHLEBaJIbHO-
MJ1aCTUYECKOE JIEHCTBHE.

HeoxkunanubiM Obla1 1oa60p My3bIKH
9TOH KapTHHbI, TaK KaK pexKuccep
criekrak/s A.3ailleB npeiioKu
MCI0JIb30BATH COBEPILIEHHO CMEXOTBOPHYIO
necHto «Kynaru» B ucnoJsiHeHuu nesua
COBpPEMEHHOH Ka3axCTaHCKOH 3CTPajibl
Kenrana. Takoii BbIOOp pexxuccep
OOBACHUJI JKEJTAaHWEM 1T0Ka3aTh BCIO
HeJIENOCTh MOA0OHBIX TOEB, KOTJA MO
JIOTOBOPEHHOCTH POJITEJ/IeH MOJIOJIble
JIOJKHBI OBIH BCTYNaTh B OpaK, U HUKOTO
M3 MPUCYTCTBYIOLIMX HA CBa/bOE He TPOTaan
JlyLIEBHbIE TeP3aHUsT MOJIOL0KEHOB.
BbiOpaHHblil My3blKaJbHbIH MaTepHal
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doro 4. Kaxblit U3 nepconakeil KOMUUHO
3aHMMAET CBOE MECTO Ha JIMHHOH CKaMbe.

00yCJIOBHJI TIJIACTHUECKYIO JIEKCHKY
CONJIACHO PeXKMCCEPCKON KOHLIETLIHH
criekrak/si. Mysblka, HHTepecHasi cama no
ceOe, abCOJIIOTHO CATUPUYECKH OTTEHHJIA
JaHHyto cieny. CoBpeMeHHasi pUTMHUHast

¥ MOHOTOHHA$sI My3bIKa CO CJIOBECHBIMH
BCTABKAMH, XapaKTepU3YIOLIUMH

MJIACTHKY TOTO WJIK MHOTO MPEICTABUTENS
pOJCTBA Ha CBajibOe, BUIACH TTOJHOH
MPOTHBOIOJIOKHOCTBIO paccMaTpuBaeMon
snoxe. IMeHHO Ha 3TOH My3blKaJIbHO-
MJIaCTHIECKOH KaKO(OHUM U BBICTPOEHA BCS
ciieHa. K npumepy: coBpemeHHas niacTuka
FOCTbU C anMneTHTHO-BbIPayKEHHBIMH
(hopmMamu oaIE€ PKHYTO AEMOHCTPUPOBAa
PHUTM TeJia ¥ NPUBJIeKala BHUMaHHe
rocTei, YeM BbI3blBasla KOMHUHOCTb CLEHBI.
OHepruyHbie TaHUEBaJbHbIE JIBUKEHHUS
MaCCOBKH HCTOJHSIOTCS apTUCTAMMU,
JIUCCOHUPYSI C Me/IJIEHHBIMU CTaTHUHBIMH
JIBMXKEHUSIMU TJ1aBHbIX repoeB. [ocTu
MOCPEJICTBOM IJIACTHKH [TPOU3HOCST
TOCTbI, U PUTMHYECKHUMH XJIOTTKAMH, YTO
BBIMVISIUT OY€Hb JIEJIMKATHO, HO MOHSITHO,
MMHUTHPYIOT BBITUBKY. 3aCTOJIbe MePeXOIUT
B HEMCTOBOE TaHlEBaJbHOE IE€HCTBHE,
KOTOPOE MepeMellaeTcsi B 3pUTENbHbIN
3aJj1. Ha cone 6ypHoro Becesibsi 0co6eHHO
UyBCTBYETCS YIPYUYEHHOE COCTOSIHIE
»KeHHxa 1 HeBecThl (¢cM. oto ). Hakonerr,
KOIJIa CTUXAEeT My3blKa, M 3aXMeJieBLIne

FOCTH MOKUAAIOT 3aJ1, HACTyMNaeT
IMOLMOHAJIbHO- HAMPsKeHHas aTMocdepa
MexK]ly BUHOBHUKaMU TopxKecTBa. B noJiHoi
THIIMHE OCTaBILIHECS HaeJIHHe XKEeHUX

1 HEBeCTa, YyBCTBYS HEJIOBKOCTb JAPYT
nepes Apyrom, 3aHsAThl OTBJI€UEHHBIMH
JIEUCTBUSIMH, U TTPH MomnbITKe AbHast
npuOJIU3UThCS K HeBecTe, [uibaa
MPOU3HOCUT €IUHCTBEHHYIO B 3TOM ClIeHe
peryiuky: «Opi katuibl» (OTOIBUHBCS ).

doto 5. UyBcTByeTCs yApyUeHHOE COCTOSHUE
JKeHMXa U HEBECTHI.

[Tono6Hoe TaH1leBaJIbHO-1ACTHYECKOTO
JIeFiCTBHE MOYKHO YBUJIETh B padoTe
pexxuccepa-xopeorpacda A.M.3bikoBa B
nocranoBke nbechl P.I".JTopku «Kposasas
cBaibba» CapaToBCKOTO aKajeMHYeCKOro
tearpa apambl uM. M.A.CiioHoBa, rjie B
clieHe CBa/IbObl IMTEPATYypPHbBIH TEKCT,
TakxKe, Obl1 MepeBejieH B TAHLEBAJILHO-
nyactuyeckuid. Takoi MeToJ MJ1acTHYeCKoro
othopmsieHnst clieHbl cnekrakas A. M.
3bIKOB XapaKTepH3YyeT KaK «10oKa3»
COOBITHI BMECTO «pacckasa». «..3aTeM
HaYMHAJCS MPA3JHUK — TaHLbl CMEHSIJIUCh
OJIMH JIPYTHUM, HO 3a 0OLIMM BeCeJsibeM TOUHO
NpoYepurBa/IOCh Bo3pacTatolliee TaroreHue
npyr K apyry Hesectsl u JIeonappo,
peBHOCTb 1 oTyasiHue JKeHbl U JKennxa
(KOHTpacTHOe coyeTaHue TaHlleBalbHbIX
JIBUXKEHHUH BCEX IEHCTBYIOLLMX JIULL U
TMJIACTHYECKOT0 3TIOJIA [VIaBHbIX [ePOEB).



MmMeHHO HA 5TOM, CO3NAHHOM TJIACTHUECKUM
SI3bIKOM YCHJICHUH U YKPYITHEHUH
JIccoHaHca o011lero nNpasaHuka u ropedu
IeHTPaJbHBIX EPCOHAKEN FOTOBUJIACH
9MOLIMOHAJIbHAS Pa3Bsi3Ka Tpareiuu»
(Xopeorpaduueckoe MbllleHHE H
nJacTHiecKas JIEKCHKa B POCTPAHCTBE
COBPEMEHHOTI0 IpaMaTHYeCKOro

criekrak/s 123). Mmenno kak anasorusi

C IAHHBIM BbICKA3bIBAHHEM 3BYUHT

cLeHa MoJiojioxkeHoB Abast U JIuibbl,
MOKa3blBAOLIAS AUCCOHAHC PEaIbHOCTH C
BHYTPEHHUM MHPOM I'epOEB U, Jlajiee, cama
9Ta KapTHHA B LIeJIOM [TPOTUBOIOCTABJSIETCS
CLIeHE JLKyTa — CTPALLHOrO roJ104a,
MOCTUTLIETO MPOCTON HAPO/L.

Bosspauiasich K nocTaHoBKe Ka3axcKoro
Teatpa, HeOOXOIUMO OTMETHTb, UTO,
HaseTMercTepy NPUXOUJIOCH CTABUTh
HEKOTOpbIE MJacTHIeCKHe CleHbl 6e3
CIeLMAJIbHO HAMUCAHHOU MY3bIKH, U,
TakKUM 06pa3oM, KOMIO3UTOPY MPHILIOCH
JIOTIHCBIBATh, a 3aT€M HaKJ/aJblBaThb €€ Ha
y2Ke CYLIECTBYIOLLYIO MJIACTHUECKYIO CLIEHY.

B npakruke GajieTmeiicTepa 3T0 yxKe
TPeTHH CreKTaK/b, MJ1acTHKa KOTOPOTo
cTaBusach 6e3 My3blkU. B nepsom
caydae Obly1 CrieKTakib «AJIThIH aam»
(30s10TOH U€IOBEK) B OCTAHOBKE
poccuiickoro pexkuccepa 0. YTkuna na
cuieHe Anmatunckoro ['ocynapcTBeHHOrO
teatpa kykoJs B 2015 r. Xopeorpad
M3HavaJbHO HauaJl CTaBUTh MJIACTHKY,
HarneBasl npejroJaraeMble Kiou, sBJsisiCh
CaMOCTOSITE/IbHBIM Pa3paboTINKOM
MJIacTUYeCKHX ClieH crekrakisi. Korna
BCsl xopeorpadust Oblia BbICTpoeHa
aBTOPOM, MY3bIKaJIbHOMY aHCaMOJII0 He
COCTABHJIO TPY/A B 110A00pe MY3bIKaJILHOTO
otopmsiennsi. CrieKTak/ib « AJITbIH
anam>» MoJIyduJIcs IPKUM, OTPaKalolInM
HalMOHAJbHOE JIOCTOSIHHE KA3aXCKOH
KyJIbTypbl U ObITa.

Bo BTOpoM ciyuae — 3710 Oblia
nJIacTHyecKasi ipama pexkuccepa
Sl.1l1amueBa «Anat» (Katactpoda) Ha
ClieHe YUrypcKoro Teatpa My3blKabHON
komennu B 2016 roay. 1o npuunne
OTCYTCTBHUS My3bIKaJIbHOH MapTUTYPBbI,

3ajaueil 6aneTMencTepa siBUIaCh
pa3paboTKa COOTBETCTBYIOILLIEH
KOMITO3ULIHOHHOH TJIACTHKH TTOCTAHOBKH,
KOTOpOE OIpeIesIn/I0 LeHTPalbHOe
HarpasJieHHe BCEro CreKTaK/sl.
[TocranoBka xopeorpaduu, nexoasias

13 [1ePBOHAYAJILHOTO M1J1aCTHYECKOTO
pelieHus 6ajeTMencTepa 1 3amMbIcJ/1a
(hopMbI CIIEeKTaKJIsl pexKuccepoM, TpeGoBaslo
KOHKPETHOTO MY3bIKaJIbHOTO 2KaHpa OT
KoMIoguropa criekraksst. [lepponavyanbHo
C JIAHHOH TJIaCTHYECKOH IpaMor « AroT»
(Karactpoda) Ganermeiictep cToJIKHYAaCh
TPH MOCTAHOBKE IUMJIOMHON paboThI
CTY/IEHTOB 4 Kypca yHrypcKoi rpymmbl
«ApTHcTa My3bIKaJbHOTO TeaTpa U KHHO».
Kak TeaTpaJsibHas nocTaHoBKa Mo cBoel
YHUKAJIbHOCTH 2KaHpa, HexapakTepHOH st
YHATYpPCKOro Teatpa My3blKajbHOH KOME/IHH,
OHa OblJ1a JI0MoJIHEHA U lopaboTaHa
HasieTMelicTepoM H BOLLLJIA B pernepTyap
TeaTpa.

Oo6a criekTakJ/si HIyT B penepryape
CBOMX T€ATPOB M yCIELIHO NPUHUMAIOT
yuacTue B MeXKIyHapOIHbIX (eCcTHBaJISX.
JlaHHbIl OMBIT MOKa3aJ, uTo padoTa
HaseTmericTepa, CTOsILLASI HA OJIHOM YPOBHE
¢ paboTOH pexkuccepa, IBUIACh KJAI0YEBbIM
3BEHOM B pa3paboTKe MJIaCTHKH CIEKTaKJIISA,
U3 Yero CJe/lyeT, 4YTo My3blKaJbHOE
COTPOBOKIEHHE MOXKET ObITh MOJUHHEHO
3amblcity Xopeorpaduu 1 I0NHUCAHO MOCJIe.
HecomHeHHO, 4TO TaKOH METOJL MOCTAHOBKH
TaH1leBaJbHON MJIACTHKH MTPUBHEC
HEKOTOPYI0 OPUIHHAJIBHOCTb U HHTE€PECHbIH
OIbIT pabOoThl HAJL TJIACTHYECKUM pellleHHeM
cnexrak/en. [Tono6Hoe BbicKa3biBaHue
BCTPEYAeTCs B TPyax POCCHHCKHUX
MCKYCCTBOBE/IOB.

Tak npousouno co cuenoit « Kaxkna».
ITOT 3MU30/ NpeTepres psil K3MeHeHHUH
B 11poliecce TBopueckoro noucka. 1o
pexKuccepeKoMy 3amblciy clieHa « Kaxna»
Obl/1a YCJIOBHO pas/iesieHa Ha JIBe YacTH.
[TepBast ee yacTh HecrewHast U TArydyast
no ucrnoJiHeHuio. Bee Te ke J1ou-NTHLbI
TSZKEJION MOXOJKOM JIPYT 3a JIPYrom
NPoOUPAIOTCS CKBO3b MYCTHIHIO CBOEH
»Ku3HH. OHU HecyT nepejt coO0i nuaibl,
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3arnoJIHeHHbIE TECKOM BMECTO KUBUTEJILHOH
BJIaTH, KOTOpasi 10JI2KHA CHMBOJIM3UPOBATD,
110 3aMbICJIy PeXKHUccepa, HCTOYHHK KU3HH.
M3 nuaJjbl B nuadty nepechinaercst Necok
BpeMeHd. Hapop, oTuasiBluKCh, TO B3bIBaeT
K 60ry, To najaet 6€3 CuJ, NoTepsiB BCAKYIO
Hajexky. Ho Bo BTopoii yactu cueHsbl
BBIMJIbIBAET pblOa, KaK 3HAK HAXOJSLLErocst
BOJIM3U HCTOYHUKA BOJIbl, 3HAMEHYIOLIHH
crniaceHue Hapoja. MensieTcst putMm,
MeHsIeTCsl OKpacKa MJ1acTHYECKUX IBUKEHUH
Ha 6GoJiee 0xKUBJIEHHOE HcToJHeHue. Bee
TaH1leBaJIbHO-TIJIACTHUECKOE JIEHCTBHE
BBICTPOEHO Ha yCJIOBHOH 6@CKOHEYHOCTH
PHCYHKA, CHMBOJIM3UPYIOLILECH
6eCcKOHeUHOCTb BpeMeHH. Ecan aktep
ucyesaeT MocJe/IHUM B KyJuce, TO ¢
MPOTHUBOIOJIOKHOHN KYJIUChI MOSIBJISIETCS
JIPYrol akTep, BeIyllHi 3a COO01
ocrabHbIX (¢M. PoTo 6). Ecaun ¢ ogHobl
CTOPOHBI CLIEHbI BbITVISIBIBAET I0J10BA
pBIOBI, TO C IPYTOH — TOPYMT €€ XBOCT.
My3bika TaKxKe 0TpaxKaeT X0/, BpeMeHH.
K koH11y jiefictBus nosipasiercst AGail —
NPOCBETUTEJb, BOCCEAAIOUIUI BEPXOM Ha
pbibe, KOTOPbIH CJI0BOM CBOMM BeJIeT 3a
co60¥ Jofel K HCTOUHUKY 3HaHUi. OH
JIeJTUTCS C JIFOJbMH CBOMMH MBIC/ISIMH, CBOECH
MYJIPOCTbIO, NIEepesIuBast BOLY B MyCTble
yaiu Jiosiel. M 3putesib moHUMaeT 3Ty
aJlJIeropuio: pulba oJUIETBOPsIET COOOH
MCTOUHHK BOJIbI, AGail BbICTyMaeT, Kak
MCTOUYHHMK 3HAHUH. DTa ClieHa, ¢ ObICTPO
MEHSIOLLMMCS PHCYHKOM H TEMII0-PUTMOM,
oTpazkaeT MyTb Ka3aXCKOro Hapoja K
MPOCBETJIEHUIO U K YKarKJle 3HAHUH.

Harins nakonel, HCTOYHHK,
NEePCOHAXKH C NHANAMHU, HAMTOJHEHHbIMU
BOJIOH, CMyCKAlOTCs B 3aJ1, Mpejjiarasi
3pUTEJISIM OTBEATH CBeXKeH Bobl. A Ha
ClieHe pa3BopaunBaeTCs ipMapouyHoe
npejicraBienue. [1sTh akTepos
TM0J1 3aI0PHYIO MY3bIKY B LLIyTOUHOM
CKOMOPOLIbEM TaHLLE MbITAIOTCS IPUMEPUTD
KpacHble Caroru, CTAruBasi ux Japyr ¢
apyra. Ha ciieHy BbIHOCHTCS sipMapouHoe
C PA3HOLIBETHLIMH JIEHTAMM KOJIECO Ha
JJIMHHOM LecTe. CKOMOpOLLbe LeCTBHe
MepPeXOoIUT B panui. A B 5T0 Bpemsi B

@oT10 6. [leficTBHE BBICTPOEHO HA YCJIOBHOH
OeCKOHEUHOCTH PUCYHKA.

3aJie MosIBJISIIOTCS FepoH U3 MHPOBBIX
JIUTEPATYyPHBIX TPOU3BEICHUH. 3/1eCh 1
BBICTYKHBalo1[asi KacTaHbeTaMu KapmeH,
npejylararoliias 3puTesisiM norafath

Ha pyke, 1 Bakyna, KoTopblil niiet
uepeBUUKH JIIst BO3J1t061eHHON OKCcaHbl,

1 HeyHbiBatolMi Xo/pka Hacpennun na
ocJie, U laxke Ooprouipecs ¢ BEeTPSHbIMU
medsibHuIaMu Jlon Kuxor ¢ Canuo ITanca.
3artem TaHell CKOMOPOXOB CHOBa HabUpaeT
TEMII, O’KHBJIEHHbIE JIBHKEHHS aKTEPOB Ha
CLIeHE HallOMHHAIOT 33JI0PHYIO0 PYCCKYIO
nuisicky. HanoJsiHeHHast cUMBOJIMUECKUMH
o6pazaMu ¢ COOTBETCTBYIOIIUMH UM
CPeJICTBAMM TJIACTHKH ClleHa pacKpblBaeT
MHpOBO33peHue Abasi. « SHaHHe Uy»KOro
s13bIKa U KYJIbTYPHI JIeJIaeT yeJoBeKa
PaBHOIMPABHBIM C 3TUM HapOJOM, OH
YyBCTBYET ceOs1 BOJIbHO, U €C/IM 3a00Thl

1 6opbOa 3TOro HApoja eMy Mo CepLLy,

TO OH HUKOIJIa HEe CMOXKET 0CTaBaThCsl B
cropone.» - roBoput Abaii B 25 CjioBe
(Abaii 66).

Caenytoiasi ciiena — «Tpaypnasi». Kak
JIEUTMOTUB K JAHHOMY JI€UCTBHUIO 3ByYat
CJIOBA M03TA: «... HE 3HAIO KAKOBA MPHUHHA
OMyCTOLIEHHSI IyLLIM: TO JIM l0cajia Ha CBOM
HapoJI, TO JIK HEYIOBJAETBOPEHHOCThL COOOH,
WK elle uTo-To. Sl MepTB nyxom. CepKych,
HO B TPY/IM HE POKIAETCsl THEBA, CMEIOCh,
HO Cepjllle He 3afIbIXaeTcst OT PagoCTH;



pasroBapuBalo, a cJa0Ba KaxKyTCs UyzKHMH »
(A6ait 30). D1 cyioBa oTpaxKarot

BCIO MleyaJib, ropedb u

JlyxoBHOE ofpHo4YecTBO AbGast. Ha cuene
MPOUCXOJIUT TPaypHast MPOLLEeCCHSI.

B pykax joau-nTribl HECYT BCe Te JKe
KaMHU. 3aMejiJIeHHbIH 11ar akTepoB,
CCYTYJIMBLIMECS TIJIEUH CBHETELCTBYIOT O
BceoO111el ckopOu. MenieHHO nepecTaBiss
HOTH, MepejiaBast HeBEPOSITHOE YCHJIHE

JUIST IPOJIBUXKEHUST, JIOJIU WY T MO KPYTY,
3aKpyuHBasi €ro B Criupalib, MOBTOPSIsI
PHUCYHOK MaH/aJibl, KOTopas,

OIyCKasiCh 10 3aJIHUKY ClIeHbl, BpalllaeTcs,
OJIMLIETBOPSIS KPYT 2KU3HHU. JT10/11
pacTBOPSIIOTCS B JILIMKE, OCTABUB Ha ClieHe
Juib kamuu. ClieHa npeBpaiiaercs B
Kaanouie... (cMm. ¢poto 7)

®oro 7. Jltonu pacTBOpSIIOTCS B IbIMKE, OCTaBUB Ha
CLEHE JIMIIb KAMHH.

CueHa ¥ crieKTakJb B 1LeJ0M
M0Ka3bIBAlOT 3HAYUTEJILHYIO paboTy
HasieTMelicTepa, HanpaBJsIOLLEro
TBOPUECKYIO JIEATENHLHOCTh KOMIIO3UTOPA
NP My3bIKaJbHOM 0(hOpMIIEHUH
CMeKTaKJ/s1. DTOT OIbIT MOKA3aJ HOBbIH
MEeTO/l IOCTAHOBKH MMJIACTHYECKHUX CLIeH
B CIIEKTAKJISIX, IPH KOTOPOM TaJlaHT
xopeorpada He orpaHUUMBAJICS 3aJaHHBIMH
My3bIKaJIbHbIMU paMKaMH, a Obl1 cBOGOJIEH
B BbIOOpE CBOMX CPEJICTB, [JIs1 PACKPBITHS
WJEH CIIEKTAKJISI.

OCHOBHbIe MONOXEHUS

B xone uccnenoBanusi pagpaboTanbl 1
copmMyIUpoBaHbl ClEIyIOIIME HAyUHbIE
pe3yJ/IbTaThl:

- OTpeie/IeHO, UTO LLIMPOTa
BO3MOXKHOCTEH KYKOJILHOTO TeaTpa MOXKeT
CIOCOOCTBOBATH PACKPBITHIO TJTyOOKO
JIPaMaTypruyeckoro cojiepKaHust 3ambiciia
pexuccepa;

- pelueHue criekrak/s « MeH 6ip kymoak
ajamMmMbiH... AGaii» [ocyrapeTBeHHOTO
TeaTpa KyKoJsl AJMaThl B 2KaHpe
«BU3YyaJIbHOTO TeaTpa» pacKpblBaeT HICH0
3amblciia — C [MO3ULMH COBPEMEHHOCTH
OCYUIECTBUTh HOBbIH B3IJIsI HA }KU3Hb U
TBOPYECTBO BEJIMKOTO MpocBeTuTe st Abast
Kynan6aena;

- IpoaHaJM3upoBaHa crienuduka
BU3YaJIbHOTO CIeKTaKJIs1, ONpe/ie/IMBLLas
NEePBOCTENEHHOCTb HAJeTMEHCTEPCKOrO
MPOYTEHUs IEUCTBHSI, KOTJIA TOCTAHOBKA
xopeorpauueckoi 4YacTH CrieKTak/s
SIBUJIACh KOHIleaTyaJ lbHbIM pellleHHeM, a
My3bIKa 3aTeM nojdupanach M nucajach Ha
FOTOBYIO KOMITO3HILIHIO;

- TIPH YCJIOBUH COOJIOACHHUS CTHIIS U
COOTBETCTBYIOIINX 3a1a4 BU3yaJbHOTO
CMEKTaK/sl (Ha NpUMepe CreKTaKJIs
«MeH 6ip xkym6aK anammbiH... AGaii»
['ocynapcTBeHHOro Teatpa Kykod
AJMaTbl), aBTOPAMHU CTaTbH PACKPBITHI
BO3MOXKHOCTH MPAKTUYECKOTO PUMEHEHHSI
Y NIePCIEKTUBbI )KaHpa BU3yaJIbHOTO TeaTpa
Ha Ka3aXCTaHCKOH CLEeHe.

3aKknwyeHue

[LnacTuueckoe pellieHHe CrIeKTaKJIsA
LHEeJIMKOM H ITOJIHOCTBIO ITOAYUHEHO
pexxuccepckomy 3ambicity. HM3nauaabHo
MHCIIEHUPOBKA Oblyia 3ayMaHa aBTopaMu
KaK CrIeKTaKJ/b-(paHTacMaropus,
OTCIOJIAa U TJIACTHKA CIIEeKTaKJIsi 06pesia
pagHoXapaKTepHbIH CTHIb 0DOPMIIEHHUS.
Eciii onupartbesi Ha ¢/IoBa H3BECTHOTO
pexkuccepa, uTo «...CTH/b CrIeKTaK/Is
€CThb KaueCTBEeHHBIN [IPU3HAK €ro
(hopMbI, COCTOSIIIINI B OJIHOPOJHOCTH
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XYJI02KECTBEHHBIX CPEJICTB, H3OHPAEMBbIX
PEXKHUCCEPOM JIJISI TOCTPOEHHS
CLUEHHYECKOTro JIEHCTBHS. A TaK Kak
MOCTPOEHHE CLIEHUYECKOTO IEUCTBHUS U €CTh
€ro TJIaCcTHUeCKast KOMITO3HLIMSI, TO MOYKHO
CKa3aThb, YTO OJIMH U3 I'JIaBHbIX MPU3HAKOB
XYJI07KECTBEHHOH (DOPMBI CTIEKTAKJIS
— CTWJIb €r0 TJIACTHUECKOTO pellieHH s,
WJIH TIJIACTHUECKHH CTHJIbL CITEKTaKJIS»
(MoposoBa 6), To B 3TOH NOCTaHOBKE
JIAHHOE BbICKA3bIBAHHUE MOJUePKHUBAET
HeCcypa3HOCTh BHellIHeH (hOPMbI CIIEKTAKJIS
M0 OTHOLLEHUIO K COJIEPXKAHUIO JI€HCTBHUSI.
Takast BHEILIHSIST HEJIEMOCTh TOCTAHOBKU
HauboJiee ryOboKO OTPaXKaeT JIMYHYIO
Tpareauio [Tosrta, sacrapasis enie
6oJiee riryOKe MOHAThL BeJMUMe U reHUH
AbGast. DtoT 3aMbices1 GbLT HEOOXOIUM
pekuccepy Kak orpeeseHHbIH CTHIb 1
YKaHP, BU3YaJIU3UPYIOLIHE IyMbl ¥ YasTHUS
BEJIMKOTO MPOCBETUTEJISI U PACCUHUTAHHbBIH
Ha CMbICJIOBOM MOATEKCT KAPTHH, JIETKO
BOCIPUHUMAEMbIH COBPEMEHHDBIM 3PUTEJIEM.
N3 npusenenHoro ananusa
MJ1aCTUYECKOTO pellieHHs] TOCTAHOBKH
OYEBHJIHO, UTO MJACTHUECKOE pellleHHe
crniekTak/ast « Men 6ip xkymOaK alaMMblH...
AbGaii» cTaso OHUM M3 OCHOBHBIX
CPEJICTB BbIPA3HTENLHOCTH TTOCTAHOBKH
B »kaHpe Bu3dyaJsibHoro tearpa. [IbiTasich
HAlUTH MaKCHMaJIbHOEe COOTBETCTBHE

00pasy BeJIMKOI0 MbICJIUTEJIsA, PeKUCcCcep
COTpyAHHYAJ ¢ 6aeTMeHCTepOM KaK ¢
COINOCTAHOBLIMKOM CIEKTaKJIsd, J0BEPUB
e/l IPUTBOPUTL CBOE aBTOPCKOE BUACHHE
o0pasa, TeM caMbIM MOYEPKUBAS,
KOHLIENTYaJIbHOCTD IJIACTHKH B PELICHUH
creluHuecKoro BU3yabHOrO CEeKTaK/Is.
[lnactnueckast popma criekraxsst 10B0JIbHO
NPOCTa U He NeperpyzkeHa CJI0XKHbIMU
XopeorpapuuecKuMH 3/71eMeHTaMH, B

TOXKe BpeMsl, [1acTHuecKre 00pasbl
BBITVISAAT JOBOJIbHO OPUTHHAJIBHBIMH B
CLIeHMY€CKOM BOIJIOLLICHUH aPTUCTOB
Tearpa KykoJl. PackpbiThe 3ambic/ia
CIEKTaKJ/Id B TAKOM KJloue, BHJICH
MHTEPECHBIM OIbITOM PabOThbI 114
MOCTAHOBOYHOM YaCTH H aKT€PCKOU TPYIIIb
tearpa. [lepeocMbiciienne TBopuecKoro
Hacsiennst AGast ¢ TO3ULMI COBPEMEHHOCTH,
MOCTaBWJI NTePeJl aBTOPAMH CIIEKTAKJIA
3aj1a4y pacKpbITHsI HIEH CIIeKTaKJIA
BO3MOKHOCTSIMH, KOTOPBIMH pacrioJiaraet
TeaTp Hacroslero BpeMeHH. M 3nech, kak
HHUKAKOM JPyroH, MoJoLIes UMEeHHO 3TOT
»KaHp «BU3yaJbHbIH TeaTp». ABTOpam
CIIEKTaKJIsA Y1a/10Ch OCYLIECTBUTH CBOH
3aMbICeJ/l1 — COBPEMEHHbIMH CPEJICTBAMH U
BO3MOKHOCTAMH T€aTPasbHOr0 UCKYCCTBA
nepesaTb MOJIOAOMY ITOKOJIEHHIO IyMbl U
YastHUsl BEJIMKOTO POCBETUTEIS U ellle pas
0CO3HATb BeJnuHe Hacaeaust AGast.
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"Temip6ek YKyprenos atbinarsl Kasak y/aTThiK eHep akajeMusichbl
(Anmatbl, Kazakcran)

«MEH BIP )X¥MBAK ALLAMMbIH... ABAI»
CNEKTAKIHIH NMNACTUKANDIK WELIMI

AHpatna. Makanana AnMaTbl MEMIEKETTIK KybIpLIAK TeATPbIHbIH «MeH 6ip Kymbak afgaMMbIH... Abai»
CNeKTakNiHiH 63iHAiIK Bui MeH NnacTMKanblk MaHepAiniriHe Tanaay xacansaH. Pexxuccep meH xopeorpad
LUbIFAPMALLbIbIFbIHBIH, ©3iHAIK epeKLueniriH TyablpFaH GaHTacMaropuanblk CNEKTaKAbAIH CTUAI MeH
YKaHpPbIHA KATbICTbl aBTOPABIH, LWeLiMi Makanaaa TankbliaHFaH 6acTbl Takbipbin 60n4bl. MakanaHbiH,
MaKkcaTbl — Ka3aK CaxHaCblHAAFbl «BU3yaNabl TeEATP» XaAHPbIHAAFbI XXaHA Ma3MyH/bl KOMbINbIMAbI TYCiHY.
KybipLiak, TeaTpblHbIH KOWbIbIMbIH TaHAAy 6acTbl penii KyblpLwak, 0MHAUTbIH KOMbIIbIMAbI aTan eTy
KAXETTiNiriMeH aHblkTanaabl, 6ipak COHbIMeH Bipre cneKTak/bAiH, WeLliMi Ka3ipri 3aMaH TypFbICbIHAH
ybl aFapTyLwbl Abait KyHaHH6aeBTbIH 8Mipi MEH LbFapMaLLblIblFbiHA XaHa K&3Kapac eHridy MaesacblH
awagpl.

byn 3epTTeyaiH HaTUXKEC KybIpLUaK TeATPbIHbIH, KOWbINbIMbIH LWeLlyaeri )XaHa XxopeorpadusbIk,
Tacinai kamty 6onabl. MnacTukanblk eHepaiH Bepbanabl eMec TiniH naiganaHa oTbipbin, Xopeorpad
XeKe KepiHiCTepAiH, Ae, TyTacTal CneKkTak/AbAiH, Ae acCoUMaTMBTIK epeKkLenikTepiH awa 6inai. berHenik
CMEeKTaKNbAiH epeKLeniri, AFHW CneKTak/bAiH, xopeorpadusanblk, 6eniriHiH, KOMbINbIMbl KOHLENTYanapl
Wwewim 605bIn, an My3blka AaiblH KOMMO3ULMSAFA TaHA4ANbIMN Xa3bllybl 6aneTMencTep apeKeTiH anablHFbl
KaTapfa WblFapyMeH aHblKTanagpl. Kypaeni apamanbik TakblpbiNTapAblH, ©3iHAIK TYMHYCKAbIK, WeLiMiH
i3neyniH Kasipri keseHiHae 6yn cnekTak/b XXaHe OHbl Tanaay «beiHenik TeaTp» XXaHPbIH NMPAKTUKANbIK,
KONAAHYAbIH, KOMAMNbINbIFbIH XXaHe KOMblibiMAaFrbl 6aneTmencTepain penid kepcetTi. CTunbAi XaHe cofaH
CaliKeC MiHAETTepAi cakTai OTbipbIn, MaKana aBTOPApPbl Ka3ak CaxHacbiHAA «beiHeney TeaTp» KaHpblH
naiaanaHyaplH KeneweriH awbin 6epai.

TyiiiH ce30ep: NnacTUKanbIK, WeLliM, KyblpLUaK TeaTpbl, CNEKTAK/Ib, pEXUCCEP UAEACDI, OU-NNACTUKANBIK,
dpekKeT, caxHa, Abaii.

Aoaiiekce3 ywin: [laynetkynosa, [ynbxaH xaHe LLaHkbibaeBa 9nus. «MeH 6ip xymbak afaMMblH...
Abaii» cnekTakfiHiH nnactukanbik wewwimi. Central Asian Journal of Art Studies, 1. 9, N2 3, 2024, 87-104
6., DOI: 10.47940/cajas.v9i3.721

Anroic: AsTopnap «Central Asian Journal of Art Sdudies» )ypHanblHbIH, pefaKkTopiapbiHa MakanaHbl
6acnafa falibiHOAyFa KOMEKTECKEHI YLUiH XXdHe aHOHUMAi peLleH3eHTTepre 3epTreyre Ha3ap ayAapsbin,
KbI3bIFYLIbIIbIK TaHbITKAHbI YLUiH anfbiCbiH Bingipesi.

Asmopnap Kox#azbaHsIH COHFbI HYCKACbIH 0KbIN, MAKy/10a0sbl }aHe Myodoenep Katuiblblfbl H#OK,
ekeHOi2iH MasimOeloi.
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'Temirbek Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

PLASTIC SOLUTION OF THE PERFORMANCE
“MEN BIR ZHUMBAK ADAMMYN... ABAY”

Abstract. The article presents an analysis of the original dance and plastic expressiveness of the play
“Men bir zhumbak adammyn... Abai” (I am a man of mystery... Abai of the Almaty State Puppet Theater.
The author’s decision on the style and genre of the phantasmagoric performance, which entailed the
originality of the director’s and choreographer’s work, was the main topic discussed in the article. The
purpose of the article is to comprehend a new production in the genre of “visual theater” on the
Kazakh stage. The choice of a puppet theater performance was determined by the need to celebrate
the production, where the main role is played by a puppet, but at the same time, the solution to the
performance reveals the idea of the plan - from the standpoint of modernity, to implement a new look
at the life and work of the great educator Abai Kunanbayev.

The result of this study was the coverage of a new choreographic approach in solving a puppet
theater performance. Using the non-verbal language of plastic arts, the choreographer managed
to reveal the associative features of both individual scenes and the performance as a whole. The
specifics of the visual performance determined the primacy of the choreographer’s reading of the
action, when the staging of the choreographic part of the performance was the final decision, and the
music was then selected and written for the finished composition. At the present stage of the search
for an original solution to the most complex dramatic topics, this performance and its analysis
showed the acceptability of the practical application of the “visual theater” genre and the role of the
choreographer in the production. Subject to the observance of the style and the corresponding tasks,
the authors of the article revealed the prospects for the use of the visual theater genre on the Kazakh
stage.

Key words: plastic solution, puppets theater, performance, director’s idea, dance-plastic action,
stage, Abai.

Cite: Dauletkulova, Gulzhan, and Shankibayeva Aliya. Plastic solution of the performance “Men bir
zhumbak adammyn... Abay”. Central Asian Journal of Art Studies, vol. 9, no. 1, 2024, pp. 87-104,
DOI: 10.47940/cajas.v9i3.721

Acknowledgments: The authors express their gratitude to the editors of the “Central Asian Journal
of Art Studies” for the help in preparing the article for publication, as well as to anonymous reviewers
for their attention and interest to the study.

The authors have read and approved the final version of the manuscript and declare no conflicts of
interests.

CAJAS Volume 9. Issue 3. 2024

[N
o
W

MEXANCUMNANHAPHBIE UCCNELOBAHMNA MCKYCCTBA LLEHTPANTbHOW A3UN




ABTOp Typanbl ManimeT:

CBepeHus 06 aBTOpE: Information about the author:

I'y/kaH 9nnak6apKbi3bl
Jayaerkyiosa — Temipbek
JKyprenos atbinarsl Kaszak
VJITTBIK OHEP aKaJleMUSICbIHbIH
«CaxHa MJ1aCTHKAChI XKoHe JIeHe
TopOueci» KadenpachIHbIH JIOLEHTI
(Anmarsl, Kazakcran)

Ouins baxbITXKaHKbI3bI
Illankbi6aeBa — Oneprany
Fbl/IbIMAAPbIHBIH KaHAWAATDI,
npodeccop, TemipGek yKypreHos
atbiHaarel Kazak yaTThiK oHep
AKaAEeMHACDBIHBIH, « CaXHa
MJ1aCTHKACKI XKIHE JIeHe TopOHeci»
KaeapachbiHbIH MEHrepyLiici
(Asvatsl, Kazakcran)

I'yabxan Annak6apoBHa Gulzhan Dauletkulova —
JayaetkynoBa — nouenT kadenpel  Associate Professor of the
«ClieHHYecKas MIacTHKa 1 Department of «Stage plasticity
(hu3nuecKoe BOCIUTAHUE » and physical education» at the
Kasaxckoit HaloHaJIbHOH Temirbek Zhurgenov Kazakh
aKaJleMHU HCKYCCTB UMEHH National Academy of Arts
Temup6eka Kyprenosa (Almaty, Kazakhstan)

(Anmarsbl, Kazaxcran)

ORCID ID: 0009-0001-8428-3620
E-mail: gulzhandauletkulova@gmail.com

Anusa BaxumkaHoBHA Aliya Shankibayeva — Candidate
Llanku6aeBa — Kanauaar of Arts, professor, D, Head of the
MCKYCCTBOBeJIEHHS, TTpoheccop, Department of «Stage plasticity
3aBejlytoliiasi Kageapoii and physical education» at the
«CueHuuecKast J1aCTHKa 1 Temirbek Zhurgenov Kazakh
(husnueckoe BOCIUTAHHE» National Academy of Arts
Kazaxckoii HallHOHAJILHOH (Almaty, Kazakhstan)

aKaJleMHu UCKYCCTB UMEHH

Temup6eka Kyprenosa

(Anmarsbr, Kazaxcran)

ORCID ID: 0009-0008-8590-5488
E-mail: aliyabahitjanovna@gmail.com



\ 4

ARTS & HUMANITIES

MPHTH 18.41.51
Q0K 787.1/.4
DOI 10.47940/cajas.v9i3.898

JKETIJIUPIJITEH KA3AK
[IPUMA-KObBbI3bI,
KbIPFbI3 INTPUMA-
KbIAT bl )KOHE ©3BbEK

'MI)KAI'bIHbIH,
OPbIHIJAYLIDbIJIbIK

PEIIEPTYAPDI

Bamxau Jxxynycosa', Cayse Oteranuena’

'Kypmanrasbl atbiiaarsl Kazak yarTbik KoHcepsatopusichl (Anmatsl, KazakeraH)

Anparna. XX FacblpAblH, 6ipiHLWI XXapTbiCbIHAA A3CTYPAi acnanTap HerisiHae, apHaibl Xanblk acnantap
OPKECTPIi YLWiH iLEeKTi-bICKbILITbI XOpA0hOHAAP Ka3ak NpUMa-Kobbi3bl, KbIpFbl3 MPUMa-KbisiFbl

KaHe e36ek rumkarbl MogepHu3aumsanaHabl (Apux Mopuu oH XopHbocTenb xaHe KypT 3aKkcTbIH,
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penepTyapblH 3epTTey KaXeTTiNliri TybiHAaAbl. MakanaHbiH, 6acTbl MakcaTbl acnanTapAbliH penepTyapbiH
CanbICTbIpManbl TypAe 3epTTen, epeKLenikTepiH kepceTy 60bin Tabbinagbl.

Ocbl MaKcaTKa XeTY YLUiH XeTiNAipinreH iWweKTi-bICKbIWTbl XOpA0(OHAAPAbIH, (MP1Ma-KOObI3
TeKTec) KbiCKala cunartamachl 6epinreH. OpbiHAAYLWbIIbIK penepTyap MacenenepiHe epekiue KeHin
6eniHin, COHAaN-aK yKCacTbiKTapbl MEH aliblpMalUbINbIKTapblH aHbIKTayFa Ha3ap ayaapbinagbl.

OpTYPAi XanbIKTapAblH penepTyapbl MEH acnanTapbl CablCTbIpManbl TYPAE KAPaCTblpblFaHABIKTAH,
CaNbICTbIPManbI-TUNONOTUANbIK, CAbICTbIPMANbI-TAPUXU SAICTEPI MEH XYMeNni-3THODOHUANBIK,
(Mropb MauueBckui) Tacini konaaHbinasl. Makanaga aBTop penepryapabl XKakCapTy XaHe KeHenTy
60/MbIHLIA NPaKTUKanbIK, YCbIHbICTap 6epin, COHbIMEH KaTap, penepTyapabl TYPKi xaHe OpTanbik A3us
XanbIKTapblHbIH, acnanTapblHa apHaiFaH WblFapManapabl KOCY apKbl/bl KEHENTY KaeT eKeHZIriH
Genrinen KerTi.

KetepinreH cypaktap Optanbik A3usHblH 6acka pecnybankanapbiHbiH, 3epTTeyLWinepi MeH
MaMaHAApbIH KbI3bIKTbIPybl MyMKiH. COHbIMEH 6ipre, 0Cbl canafasbl FbibIMKU d3ipneMenep onap Typanbl
HeFypAbIM aMKbIH TYCiHIK KaNbINTACTbIPbIN KaHa KOWMAM, 0fapAblH O4aH 3pi AaMYyblHA bIKNan eTeai.

TyiiiH ce30ep: xanblk, acnanTap OpKecTpi, NpUMa-KooObI3, MPUMA-KbISK, 3aMaHayM rMaoKak,
XKeTingipinreH acnantap, pEKOHCTPYKLMS, penepTtyap, A3CTYpAi My3bika, MOLEPHM3ALMUS.
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Aoaiiekce3 ywin: [IxxyHycoBa, bamkaH xaHe OTerannesa Cayne. «XXeTingipinreH kasak npuma-
KOObI3bl, KbIPFbI3 MPUMa-KbIsFbl XaHe 830eK ruaxarbiHbiH OpbiHAAYLWbLIbIK penepTyapbl» Central Asian
Journal of Art Studies, T. 9, No 3, 2024, c. 105-123. DOI: 10.47940/cajas.v9i3.898

Anreic: AsTop Central Asian Journal of Art Studies pegakTopnapbiHa, COHAAM-aK, aHOHUMA
peLeH3eHTTepre 3epTTeyre Ha3ap ayAapbin, Kbi3bIFYLWbIbIK TaHbITKAHbI YLUiH, MakanaHbl 6acnara
[aviblHAayFa KBMEKTEeCKeHi YLWiH anfbiCTapbiH 6inaipesi.

ABmop KomHa3baHbIH COHFbI HYCKACbIH 0KbIN, MAKY10a0bl #aHe Myddenep Kalblibifbl #OK ekeHOieiH

0anendeoi.

Kipicne

XX racbIpapiH 30-11b1 2KbIIIAPHI KA3aK,
KBIPFbI3 2KoHE ©30€K XaJIbIKTapbIH/a

naiija 6oJiraH illeKTi- bICKbIUTHI acnantap
(mpuma-KoObI3, MpUMa-KpIsIK, 3aMaHayH
TH/KAK ) YaKbIT ©T€e KeJie KapKbIH/bl JaMyFa
1e O0JIbII, OPKECTPJIiK OPbIHAAYLUIBIIBIK
1eHOep/IeH LIBIFBI, KeKe acnarn peTiHe
KeHiHeH KoJiianblia 6actajibl. byrinri
KyHJle OyJ1 acnantap/blH opblHIAYyLIbLIaP
Jieri koOelin MekTen 60JIbIN KAJbIITACThI.
CoHJpIKTaH ataJjFaH acrnanTap/blt
penepryap epekileNiKTepiH 3epPTTey 63€KTi
JIeT caHalMBbI3.

Bepisin oTeipran MakaJiaHbIH MaKcaThl
— acrnanTap/blH aKaJIeMUSJIbIK My3bIKaIaFbl
OPBIHAYUIBIIBIK PENepTyapblH KaH - KaKThl
caJibICTbIpMaJibl TypJie 3epTTey.

Byn makanana anraun pet »keTijipiareH
BICKBILITHI acranTap/blH pernepryapbiH
caJIbICTbIpMaJibl Typ/ie KapacTblpaMbl3.
Ocbl Macesie OHBIH, KYH/IBIIBIFBIH apTThIpa
TyceTiHi ce3ci3. ABTOp npuma-KoObi3ia
OpbIHIayLbl 60J1a OTBIPbII, KO 2KbIJBIK
neJarorukadblK Toxkipubeci 6ap, COHAbIKTaH
acnanTblH penepTyapbIMeH »KaKChl TAHbIC.
OHbIH 3epTTeyJiepi KoHe xKacajra
KOPBITBIH/BIIAPBI ©3iHiH OPBIHAAYLIBIIBIK
TaxKipubeciHe Herisze/reH.

Makcartka xeTy yuliH ToMeHerinei
MiHACTTEPI KOAMbI3:

1) Acnanrapra Kbickaila
cunarrama oepy.

2) I'lpuma-Ko6bI3, TpUMa-KbIsiK
JKOHE THIKAKTBIH pernepTyapbiH
CaJIbICTBIPY, OJIap/bIH YKCACTBIKTAPbI
MeH ailbipMallblIbIKTapbiH Oedrijey.
YchIHBICTAp MEH TYXKbIpbIMAAP Oepy.

daictep

MakaJsianbl 2ka3y 6apbICbIHA YKaJTTb
opraHoJiorust 6oMbIHILA d/IicTEMEJIiK
MaHbI3bl 6ap KoHE MPUMa-KOObI3 THIITEC
JKETILpIIreH acrnantapibl 3epTTeyieri
(Knument Keutka, Bukrop bensien, Bukrop
Bunorpanos, Koncrantun BepTkos,
[eopruii bnaronatos, dab3a slzoBuiikas,
Hropn MatimeBckuit) FlibIMU i371eHiCTepi
KaxKeTTi 00Jibl Ta0bLIAbI. OTaHAbIK
THOMY3bIKATaHY 2KoH€e 3THOOPTaHOJOTHSI
FbIJIBIMBIH/A IOCTYPJIi bICKBILLTHI
acrnantap/pl »KaH-KaKTbl 3epTTeyLLi
(Axmet yKy6anos, bosat Capbibaes,
Acust Myxam6eToBa, ['yab3ana Omaposa,
Coyne Oreranuena, Makcar Meney6ex)
FaJIbIM/Iap/iblH KOMaKThl eHOeKTepi
JKYMbICKA 63 CeNTIliH TUTi3/i.

Kazax npuma-KoObi3biHa apHasraH
3eprreysepi iwinen (bucenranu Fusaros,
Hoceimakan TezekbaeB, Kanus Ypasanuena,
Payiian Mycakoxxaesa, [lloanan
Payananna) xkyMbICTapblHa epeKlle KoHi
6eJ1iHi, 630€K XaJaKbIHbIH JOCTYPJIi KoHE
JKeTIIPIJITeH THZKaK acaObliH 3epTTereH
(Tamapa Buisro, @atigynna Kapomaros,
[anuna Kysuenosa, @apyx Canbikos),



aJl KbIPFBI3JIbIH MOJIE pHHU3aLMUsIaHFaH
acnabbl 6oiibiHILa (KamibiGek
Jliowmanues, Ekatepuna Jlysanosa, Hosnan
Typym6aeBa) en6exrepi MeHn makasaJsapbl
nanaJaHblIIbI.

JKetinnipisiren acnantap yuiin
JKa3blIFaH ap-TypJi HOTAJBIK XKHHAKTap
KOJIIAHbLJIIBI.

MakaJsiaza cablcTbipMaJbl -
THIOJIOTHUSIJIBIK, CaJIbICThIPMaJibl-TaPUXH
alicTepi MeH »KyiHeJsti-3THOPOHUSIIBIK
(Mropb MatimeBckuit) ToCisi KOIAAHBIIBI.
Ougnapapl naiiganany keioip »xarnaiaapia
JKacaJiFaH JiaiblKTayJ1ap/iblH, acranTap/blH,
O3iH/IiK epeKIIeJiKTEepiHe COUKECTIriH
KapacTbIpyFra MYMKiH/IiK 6Gepefi.

CagbicThipMalibl Tasiay xKacay i
npuMa-KoObI3, NPUMa-KbIsIK, THIZKAK
»KOHE CKPHITIKAJIa OpbIHAAYLIbIIaP/bIH
YouTube, Instagram 6Geiinexxaz6anapbl
nanjaaaHblIIbL.

MoceJieHiH 3epTTe/IMereHirii
ecKepe OTbIPbIN aBTOP OChl acnarnra
OWHANTBIH My3bIKaHTTapaaH cyxoaT
aJty ajiicine xyringi. Kpiproizcran
KOHCEPBATOPHSICBIHBIH JOLEHTbI
Atinazap Atusos (cyx6at 27.09.2023:k. )
»KoHe ©36eKcTaH MeMJIeKeTTiK
KOHCEPBATOPHSICBIHBIH aFa OKbITYLIbICHI
Yabik6ek HMcaes (cyx6ar 01.10.2023x.).
Cyx6at aJjty ajiici Kocibn My3bIKaHTTaP/bIH,
nikipJsepin 6inyre MymKiHaik Gepir,
KOPBITBIH/bI 2Kacay/iblH Heri3ri
thakTopaapbIHbIH GipiHe aliHaJIbI.

Tankbinay

1. Acnanmapea Koickawa cunammana.
AcnanTapabiy naina 60J1ybl

anrbiiaptrapsl Peceit, Kazakcra,

Os6ekcran, Kpiprbisctan MmemsiekeTrepi

FaJIbIM -3€PTTEYLIIJIEPiHiH eHOCTIHE KOPiHiC

Tabanbl'.

Kasaxmoiy npuma-Ko061361 — JpUx
Mopui pon XopHbocreb xoHe Kypt
3aKCThIH K/1acCH(HUKalMsIChiHA COliKeC
321.322.22. ungekcnen 6edriseHesi
(Xopub6ocresb, 3ake 229-261),
(Yreranuena 423)

bipnewie pet TypJii MoaepHH3aLMALAH OTTI
(yur imexri 1930-1mibi%, Topt imekti 1950-
111 YKbLIIAPHI ).

[TprmMa-KoOBI3/IbIH TOPT illIeKKe aybICybl
»KallblHa OipHelle MaFayMaTTap Keaecesi.
1950-1958 kK. opkeCTp/IiH KOPKEeMIIIK
»erekuiici [Ilamron KaxkranneBTin
cbi3bachl HeTisiHae My3blKaJbIK WebepJsep
Kamap Kackimos, Koncrantun Jly6os
koHe Cepreit Penotos Gipire oTbIpbIN
acrnanTtapra eKiHili peT peKOHCTPYKLHS
JKyprisrenjie npuma-Koobi3 acradbl TOPT

ilmexke aybicThbl ien 6epinreH (['u3aTtos 38).

Tarbl 6ip marsymat GoiibiHia 1953-54
»blapsl Pecniy6siikara enoek ciHipren
ycras Jlochimzkan TesekOGaeBThiH, chi30achl
GoiibIHIIIAa MY3bIKAJIbIK acrantap »KacanTbliH
weGepaep Anekceit [epuinn men AGnosna

TypabiGaeBs »kaHa TepT ileKTi NpumMa-KoObI3

»kacar wibirapibl (Tesek6aes 3). Kasipri
yakbITTa KoJjianbicTa xKypret JlocbiMmkan
TezekGaeBTbIH acnabbIHbIH KyPbLIbIMbI:
acnantbiH 6achkl, KyJaKTapbl, MOUbIH THET,
MOUHBI, ilIEKTeP, aCTbIHFbI XKOHE YCTiHTi
lIaHaK, THEK, JbIObIC OMBIFDI, ilIEK iJrill,

'BeptkoB KoHcraHThH KoHe T.6. ATiac
MY3bIKaJbHbIX HHCTPyMeHTOB, 1963:12;
Bunorpanos Buktop Mysbika coBeTcKoro
Bocroka. Ot yHucona 1o nosnucdonuu,
1968:165; Brisro Tamapa, [Terpocstiy Aot
Y30€eKCKUI OpKeCTp HAPOAHBIX HHCTPYMEHTOB,
1962:12; 3ataeBuu Anekcannp Kuprusckue
MHCTPYMEHTAJIbHBIE bEChl U HATIEBHI,

1971:16; Kysnenoa l'anuna, CanbikoB

Dapyx ['ocynapcTBeHHbINH OPKECTP HAPOLHBIX
MHCTPYMEHTOB Y36eKkucTana umeHu TyxracuHa
Jlxxanunosa, 1990:16-17; Capoibaen

Bonar Kasak xasiKblHbIH acrarn My3blKachl.
Kasaxckast HapojiHast HHCTPyMeHTaJ/bHast
My3bika,1978:125;

21930 xblagapbl akageMuk A JKy6aHoBTbIH,
TancelpmMachl 60HbIHIIA aJIFALIKbI
JKETILIpIJreH npuMa-KoObl3 xKacaJjibl
(Tesexb6aes 3). Kopryenl nomadax,

TOMEHTI y3apThliFaH 6eJiiri Tyle TepiciHin
MeMOpaHacbIMeH »KabblJIFaH, aJl 2KOFapFbl
JIeKachl aralliTaH »kacaJjfaH, (UrypaJsibl
pe30HATOPJIbIK TecikTepiMeH GosiraH. MoNbIHbI
JIOFa TOpi3i, eKi imeri Ko# itlerinen (G™,

D') an yuiiHurici — »ke3 itek trapTbliran (Al)
(Beptkos, baaronaros, SlsoBuikas 132-133).
Kasipri ranja yur immexri npuma-kKo6bn3
KOJIZIAHbICTAH LIBIFbII, OHbIH OPHBIH TOPT
ileKkTi npumMa-KoObl3 acnadbl 6acThl.
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Cyper L. I.MoJsinakapuMoBaHbIH 2KeTiaipijaren
TOPT ilIEKTi MPUMa-KOObI3bI.
[leGepi A.Tlepuinu
(1984 x.) KazakcraH.

TyiiMe, KbICKbILLITaH Typajsl (1-cyperre).
JKoraprbl 11aHaFbI TOJILIFBIMEH aFallTaH
JKACaJIFaH, KyPbIbIChIHAA LIAHAK TYOiHe
OpHATBIIFAH €Ki Ti3e apachlHa KOMbII
yCTayFa bIHFaHJIbl KbICKBILL Maiia GOJIbL.
Moiinbl nora Topianj, ilekTepi ayana
OpHaJIaCKAH/ILIKTAH, CayCaKTbhIH ChIPThI,
ThIPHAKTBIH KobeciMeH Hachin opbIHAAN/IBI.
Kazak npuma-KoObI3blHa yKCac, KbIPrbl3
XaJKbIHbIH, TPUMa-KpISIK acnadbl — npUmMa-
KOOBI3 Topisjii GipHellle peKOHCTPYKLHUSIAH
oTkeH. KaHa acnanThbl »kacay/iblH ajralliKpl
toxkipubeci 1930 XKbliapbl xKacasbl,
COTCIi3MiKKe YIIbIpajibl. AcranThbl oiaH
opi XKeTisiipy 6oHbIHILIA )KYMbICTbI 1952
xbltbl Aot [etpocsini nen Capesuit
Junenko »yprisai (Beprkos, baaronatos,

SIsoBuukas 177). Honnan TypymGaeBaHbix
MakKaJiacbl OOHbIHILIA TPUMA-KbISK

KeJieci e3repicrepre yiblpajibl: «acrnar
Kypama Typjle »KacaJiblil, 2KOFaprbl

JleKachl TOJIBIFbIMEH Oip TyTac WblpLia
arallblHaH XKaObl/IbII 2KacaaaTbliH 60JI1bl»
(Typymbaesa 240). )Kannbl KypblibIMbl,
nilliHi 2KarblHaH pUMa-KoObI3Fa yKeac,
e3reliesiri — CKpUnKa acrnabblHbIH
CTaHAAPTThI TPUQBI OPHATBIIFAHIBIKTAH
CayCaKTbIH »KYMCAK »KePiMEeH, iLIeKTiH
ycTiHeH 6acy apKbljibl OPbIHAAN]IbI, KbICKBILLI
opHaThlIMaraH (2-cyperre).

Cypet 2. A ATHJIOBTBIH 2KeTIJLIpiJITeH npuMa-
Kbisirbl. [1le6epi Geanricis.
(1970-wbl xxblagaper) Kelpreizcrat.

©O306eKcTaH1a KeH TaparaH ilLeKTi-
bICKBILLTBI 2KETILIPIIreH acnanTapiblH,
6ipi — eudacax. 1920-1930 xKblanapbl



JILIOBICBIH KYLIEHTY MakcaTbiHaa OipHelle
pet xketismipiaai. 1940 xbligapst Aot
[Terpocsini nen Capenuit JlujeHko coTTi
»kacabl (Beptkos, Baaronatos, S13oBuiikas
162). daiizysnna KapomaTtos enberinje:
«JlacTypJii acnanTblH KOPIYyChl LIbIHbIASIK
TOPi3/i pedoHaTopbl 6ap (arailTaH, KOKOC
»KaHFarblHaH, ackabakTaH »KacaJjraH ), Tepi
MeMOpaHacbIMeH »KaOblJIFaH, araliTaH
yKacaJiraH J1oHresieK MOUbIHbI (J19J1ipeK
alTKaH1a aacra), 6achl, illleKTep caHblHA
COMKeC KyJIaKTapbl, AACTAHbIH TOMEHT]
OeJlirinae MemOpaHa acThIHIAFbl PE30HATOP
apKbLIbl 6TETIH MeTaJL1 TyHpeyill
6ekitinren» nen »xkasran (Kapomaros 110).

JKerinpnipisiren 3amanayu rujKak
JIOCTYpJli acnantbiH, (hopmMachiMeH
Gipe#t. AfiblpMallIbLIbIFbI, MOHHBIHBIH
JKOFaprbl O6JIiri 2KyKa, TOMEHT 2Karbl
KaJlblH, aJl aJlJIbIHFbI 2KaFbl Teric O0JIbII
kegtyinje. Koprychbl mabblimMadbl koHe
Kypama oliciMeH arallTaH »KacaJsraH.

[c xy3iHze HeridiHeH 1adblIMallbl

Typi nafinanansiyaa (Tammarosa 79)
(3-cyperte). JKaumnbl rujKkak acnabbiia
JIOCTYPJIi 2KOHE aKaJIleMHUSIIbIK OarbITTarbl
opbIHAayLibiap 60Jbin 6eqineni. OnapabiH,
6opi XX racbIp/iblH OpTa LlIeHiHeH 6acTar
JKETUIpIJIreH 3aMaHayH rujpkak acnadbiHa
KOLLTI.

JKorapbia KepceTisireH acnanTtap/biH,
JKETUIIPY HOTHKECIHIe MbIHAHIAN OPTaK,
e3repicrep 6oJIFaHbIH KOPYyre 00J1a/Ibl.
MeHnsypasiapbl KbICKapblill, KaTaH 6ekiTijireH
CKpHIIKa acrnabbIHbIH MEH3ypachiHa caliKec
KeJieTiH 6odiipl. Jlnanasonsl 4 okaTaBajaH
acbir, ckpurka acnabbiHbii (G™, D!, Al
E?) 6ypaybina eareprinai. Connai-ak coJ
ACMAINThIH »Ke3 {LIeKTePi MEH bICKbILIbI
KOJIJIaHbLIa/Ibl.

2. [lpuma-Ko6613, NpUMa-KbLAK HCIHE
3amanayu aKademusnolk cUOHCAKNIbLE,
penepmyapol, YKCACMoLKmapbl Mer
advipmamisiroigmapel. [puma-KoObi3,
NpUMa-KbIsiK KoHe 3aMaHayH THIKAK YUliH

*KypmaHrasbl atbiHaarbl Kazak yaTThiK
KOHCEPBATOPHUSIChI

Cyper 3. ¥V.McaeBTbiH 3amanayu rujkarsl. [lle6epi
A.Eprauies (1980-1985:x:k) ©36ekcTaH.

penieptyap/bl 6i3 yii 6arbIT OOMbIHIIA
Kyhenenik: 1) [lleren komnosuTopapbiHbIH
CKpHIIKara apHaJiraH liiblrapMaJgapsl,
2) OTanibIK KOMITO3UTOPJIAPbIH
lIbIFapMadgapsl xkoHe 3) Jlactypai mysbika
(1-kecresne).

bipiHwi 6aebim — yu1 acnantbiy,
OPbIHIAYLIbIIBIK PENepPTyapbl HEri3iHeH
CKPHITKAHbIH BUPTYO3/1bl, 2KOFaphbl
TeXHHUKaJIbIK Kyp/eJli KoHe LaFrblH
thopMazarbl TybIHbIAPbIHAH KypaJia/bl.

[Tpuma-KoObI3 acrnabbiHbIH, TAPUXbIH/A
OyJ1 ypJlic OHBIH aJIFALLIKbl Ke3eHiMeH
Gai1aHbICTbl. « AJIMaThl KOHCEPBATOPHUSICHI®
MEH MY3bIKa YUHJIHULLECIH/E XKEeTiAIpiJIreH
KOOBI3/Ia OKBITY/IbIH OacTaJlybl 2Kac
KOOBI3LIBIIAP YIIiH HOTAJBIK pernepryap
isneymeH 6alyiaHbICTbl OO0JIIbI, OUTKEHI
VLU {LLIEKTi 2KOHEe CKPUIIKAHBIH, KBUHTAJIbIK

CAJAS Volume 9. Issue 3. 2024

=
o
O

OPTAJIbIK A3 ©HEPIHIH MOHAPANbIK 3EPTTEY/IEPI




CAJAS Volume 9. Issue 3. 2024

1

[N
(=)

OPTANIbIK A3 ©HEPIHIH MoHAPANbIK 3EPTTEYNEPI

Kecre 1. ACHaHTapAbIH OpbiHAQYLWbUIbIK penepTtyapbiHaa Ke3peceTiH 6a|=b|1'rap

Jepekke3: asmop KypacmeipraH

Acnantap Lleten OTaHAbIK KOMMNO3UTOPNAPAbIH, Lactypni Mysbika
araybl KOMMO3UTOPNIapbIHbIH, WblFapManapbl
WblFapManapbl
MpuMa-KobbI3 Eypona KknaccukTapblHbIH KasakcTtaH KasakcTtaH [ombbipa
»KaHe opbIC KOMMO3UTOP/IapbIHbIH, KOMMO3MTOp- Kbl/1-KOObI3AbIH,
KOMMO3MTOpapbIHbIH npuMa-Kobbifa NapbIHbIH, eHIeNreH Kyinepi
CKpUMKara apHaifaH apHaiibl Xa3faH CKpUMKara
TYHAbINAPbI LblFapManapbi. apHanFfaH
WblFapManapbl.
MpuMa-KbIsK, KblIpFbi3cTaH
KOMMOo3uTOp-
NapblHbIH, 3p-
TypAi acnanTtapra
apHanfaH
WblFapManapbi
moxkak ©36eKkcTaH ©36ekcTaH LWawmakomaap,
KOMMO3UTOPNIapbIHbIH, KOMMOo3uTOp- e36ek
rMopKakka apHaibl NapblHbIH, 3p- 6acTakop-
)Ka3FaH LblFapManapbl TypAi acnanTtapra NapbIHbIH,
apHanfaH LWblFapManapbl
WblFapManapbl

JKyieci 6ap KoObI3 perepTyapiaH MyJaeM
albIPbLIIBL, aJ eKi il1eKTi KOObI3 YIiiH
XaJIbIKTIK OPbIHAAYLIBLIBIK TOXKipHOe/e

6ap miblFapMaJiapibl, 2KkaHa acriarTa

opbiHaay MyMKiH Gosimabl. COHBIKTaH
nearorukasblk pernepryap oHiep MeH
JKEHIJI CKPHIIKA MbecasiapblHaH KYpPbLJIbl»,
— Jlen XKasblIFaH (ay/1.aBTop).
(OuepkH M0 HCTOPHU KAa3aXCKOH COBETCKOH

My3bIKH 226).

Kasipri tanna npuma-ko0bi3,

[pUMa-KblsiK, r'jlzkak acriarnTapblHbIH

oKy GaraapaamasapblHia TeXHUKAJbIK
MYMKiHZiKTepiH KepceTeTiH Bosbdanr
Mouapt, Ulapab Bepuo, Anpu Boeran,
®enuke Mennenncon, Kamuiab Cen-Canc,
[Terp YaiikoBckui, fln Cubennyc CbiHbl
Tarbl 6acKa 6aTbIC €yporna KJ1acCUKTepi MeH
OpbIC KOMIO3UTOPJIapbIHbIH TYH/IbLIaPbl
»xkui keaneceni (Kasakceran, Keiproizcran,
©30ekcTaH KoHcepBaTopusichiHbIH [ ToHmik
OKy-oflicTeMesiK KeteHi). OpblHaayLiblIap
CKPHIIKa TYbIH/bIIAPbIH 03repiccis,
TYIHYCKAJIbl TYPiH OpbIHAAK/IbI.
Y acnantbid, penepryapbitia
eyponaJiblK My3blKa yKcac O0JFaHIbIKTaH,
6i3 6ip opTaK LIbIFApMaHbl aJbIK.

CoHbIH HOTHKECIH/IE OJ1ap/IbIH IbIOBICHIH,
O3IH/IK epeKLLIeJIKTePI MEH LIbIFAPMaHbIH,
OPbIHJAJYbIH CaAJIBICTBIPYFa MYMKiHJIiK
6ap. Penepryaparbl eKiHlLi »KoHE YIIiHLIi
OarbITTap 9PTYPJIi, COHILIKTAH 0J1ap/ibl
caJsibICTbIpy 6acKa TyKblpbIMIapra
OKeJIETiHi aHbIK.

Temenie UTANBSIHABIK KOMITO3UTOP
Butropuo MonTuain «Happam» acnanTbik
MbecachbiHa CabICTbIPMaJibl KOPKEMJIIK
— OPbIHAAYIIBIIbIK TAJIAY 2KACAJBIH]IBL.
Ce6e6i Oy LIbIFapMa YIlI acranTbiH,
penepTyapblHia KU Ke3ziecir,
€H KOTl OpbIHJa/IaThIHAAPbIHbIH KAaTapblHA
JKaTapl.

Byn mibirapma 1904 xblbl 2ka3blIFaH,
eyponaHbIH KJ1aCCHKAJbIK (CKpUITKara
apHaiibl Ka3blJIFaH ) TYbIHbLIAPbIHBIH 6ipi
60JbI TabbIab (Jameson URL: Csardas,
for violin & piano | Details | AllMusic).

[Ibeca biprarbl GOHbIHILIA 9P TYPJIi KETi
GenimHeH Typanb: 1) Andante — Largo;
2) Allegro vivo; 3) Molto meno; 4) Meno,
quasi lento; 5) Allegro vivace; 6) Allegretto;
7) Molto pit vivo. Tonanbairi d-moll-
D-dur- d-moll- D-dur 6osbin misirapma
60Iibl ©3repin 0Tblpaibl.



JKannel wbirapma 6asty Largo
Temminzie 6acranaanl. bactankol 60J1im
OPbIHJAYLIbIHbIH 63iHIiK €PKiH KaJeHIUSIChI
necek 60sajibl. AnFaliikel HoTaJapbiHaH
HacTan CKpUIMKaHbIH dcepJli HO3iK XKaHe
TeOipeHaiprilll IbIObICTaphl eCTise/i
(1- HoTauIbIK MbICaJIA ):

P ——— crese.

Hotanabik mbicas 1

Keuseci TakbIpbII 2Kbl/1AM, 2KEHIJ 2KoHE
aJIIbIHFbI TAKBIPBIIIKA KapaMa-KaHLbl
OOJIFAH/IBIKTaH, CKPUITIKALLIBI SMOLIUSTHBIH,
KYILLi MEH LIHeJIeHiCiH COHbIHA AeHiH
yeraibl. Allegro vivace Temnine oty,
Spiccato mTpUXbI, 9yeHHIH KOFapbI 2KoHE
TeMEH OKTaBara ceKipyJiepi, KeHeTTeH
VHABIMIACTBIPBIIFAH XKamnmnai GuIiH cypeTiH
esiecteTes. (2-11i HOTaJbIK MbICaJIA ):

Allegro vivace J

HoraJibik Mbicas 2

Quasi lento 6eJtimi TosIBIFBIMEH
(1aK0M1eTO WITPUXBIMEH 2Ka3bIIFaH.
OpblHaayLbl TAKBIPBINTHI 9ye3]li KoHe
HO3iK 2KeTKi3reH. MyHna ayeH KBapTaJiblK
aliHaJIbIMMeH OacTarkbl TOHAJb/IKKe
opaJsiaibl (3-111i HOTaJbIK MblcaJa ):

HoraJsibik Mbicas 3

Allegro vivace Geaimi 6asty TemrmeH
GacTaJiblI XKblJIaM KapKbIHFa e3repeli,
P HioaHcbiHAH crescendo MeH Max<opJibl
TOHaJIbliKKe oKeJiei. Popiiiar rnex
Spiccato wTpUXTapbIMEH 9pJIeHIeH
TaKbIPbII dHeJIeP/liH, ChIHFbIpJaFraH
KyJIKisiepin esecreTei (4-111i HOTabIK
MbIcaJIa ):

Hotanabik mbicas 4

Molto piu vivo Genimi xaJrbl
LIbIFAPMaHbIH, 2K9He OpbIHAAYLLbIHbIH,
11e6epJIiriHiH KOPbITBIHBICHI IeyTe JakbIK.
YapnaiTbiH COHbIHAAFDI J| BEHTP XaJIKbIHbIH,
JKAPKBIH 2KoHE ©3iH/K Y/ITThIK O0SIybIH,
MepeKeJliK KoHiJs KyHiH OefiHesien asiKTanibl.

[IbiFapMaHbiH, CKPUITKAJBIK,
UHTEPIPETALUSCHIH Heri3re asbli
(TyrHycKa), oHbl 6acka acnanrapia
OpbLHOAAYbLH CAJIBICTBIPHII, TaJiay
»)acasbiapl («V. Monti, Czardas - Jennifer
Jeon»). [Tpuma-Ko06bi3, npuMa-KbIsiK,
THPKAK acranTapbitia opbiHaay 6apbichbiHia
CKpHIIKara apHaJiFaH HOTaHbl KOJJIAHBIII,
TOHAJILIITIH, IUTPUXTAPbIH, IMHAMHUKAJIBIK
OeJrisiepin e3repTyJiepcis OpbIHAANIBI.
Ce6ebi acnanTap/ibiH iHanasoHbl, Oypaybl
CoMKecC OOJIBIN KeJlef|.

AfibIpMalIblIBIFBIH OPbIHIAYLIBLIBIFbI
MeH JIbIObIC epeKilelirinae 6ailkayra
OoJiazibl.

Kasak npuma-Kobdol3eiHda
OpbIHAJYbIH ThIHJAI OThIPbII, aCHaNThIH
YKOFAPFbl HOTAJIAPbl CKPUIIKA JIbIOBIChIHA,
aJl TOMEHTI IbIObICTaphl a/bT aclaObIHbIH
JIbIObICBIHA »KaKbIH €KeHi ecTise.
[IbirapmatbiH, 6aCbiHAH UMITPOBH3ALIUSIIBIK,
epKiH/iK, Koo BUOpallust MeH OYKiJ
BICKbILLIKA aJIbIHFaH acepJli OpbIHIAY
6ap. Bys TakbIpbINTHIH Ma3MyHbIH
JKeTKigyre eTe MaHpI3/bl. CaycaKThbiH,
ChIPThI, THIPHAKTbIH, KoOeciMeH Oachln
OpbIHJAybIHA KApamMacTaH, apTUKYJISILUSHbI,
JIbIOBIC HAKTBIJIBIFBIH, TEXHUKAHbI Taslan
eTeTiH OOJIIMACP/ Te3 KoHE XKEeHiJ,
ThIHJAY1IbIIAPFa OChl aHbI3FA aliHAJIFaH
LIbIFAPMaHbIH, YMBITBIJIMAC OPbIHAAJTYbIH
cbiinanpl («Ko6biz Hapnam MoHTH» ).

Bys mibirapma Koipeors npuma-
KblLs2bLHbLH, OPbIHIAYBIHA J1a dcepJli
uiblranpl. Erep rumkakTbif 1p1ObICh]
TYHBIKTay 00JICa, TPUMAa - KbIAKTBIH,
JIbIObICTApbl TPUMAa-KOObI3 TOPI3/i aHbIK
»KoHe alKbIH Wbirajbl. CKpHKa acrnadbiHa
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»KakbIH Kesieli. OpbIHIayLIbl aIFalliKbl
JIbIOBICTAp/IaH-aK 6Te KOIO 2KOHE KeH,
BUOpaLus KoJaaHabl. CoJt KOJIbIHbIH,
caycakrapbl yilIbIMeH rpugka 6achin
OPBIHIAUTBIHIBIKTAH JIbIObICHI HAKTHI 2KoHe
OipkeJiki Wbiraapl. Hapaaul wslrapMacsl
OyJ1 acnarnTa ceprniHji, YHJIecimMi xKoHe aceM
pPEHKTepPMEH OPbIHAJIA/IbI 1T aHTY OPbIH/IbI
6oaaapl. («Butropuo MonTtu Hapnair»).

O36ek eudicacoiHblH OPbIHIAYBIHAA 1A
OyJ1 1LIbIFapMa acepJi, KyJaKKa KarbIMJibl
ecrisieni. AcnanTbiH TeMOpi LIbIFapMara
LIBIFBIC KOJOPUTBIH Oepei. ['nKakubiHbIH
BICKBILITIEH MiHCi3 JbIObIC OakaaHbIChIH,
6ip JiMra acThIHAArbl HOTanap/bl OipKeJKi
OpbIHJAyFa ThipbIcaThbiHbl ecTineni. Allegro
vivace TeMMiHje »Ka3blaFaH 6eJiMaepii
TUJRKAKILBL OapJIbIK LITPUXTAP/Ibl OUIAFbIIAN
opblHaraHbl Oarikanaol. [Ipuma-KkoObi3
OeH NpUMa-KbIsiKKa KaparaHia Te3 TeMITe
JKYPETiH TakplpbliTap OyJ acnarira
elpyip »KeHis asbiHazbl. OUTKEHi COJT KO
KOHBIbIMbI bIHFalJIbl, My3bIKaHTKA »KaKblH
opnagnackan («Vittorio Monti-Chardash»).

Kopsbita aiiTkanza, yin xopaodoH 1a
CKpHITKa acrnabbIH/a OpbIHAAJIATBIH LITPHX,
(hpasupoBKa, IMHAMHKA, TeXHHKAJIBIK
QJiCTEPLi KOpCeTyre TOJbIKKAH/IbI
MYMKiHZiri 6ap eKeHJiriH TaHbITThI.
OpblHpayibliap aBToOpblH KOHFaH Tana0biH
CeHIMJ TypJie »KeTKi3iIl, COTTI OPbIHAAFaHbI
aHFapbIIaJibl.

JbIObICTBIK TeMOpi OOMbIHILIA TPUMA-
KOObI3 6eH NpHUMa-KbIsiK CKpUIKa acnaObliHa
JKaKbIH KeJiefli, aJl JJalublKTaaybl O0HbIHIIA
koOiHece rukKaK acrnadblHAA YThIMJIbI
HIBIKKAH. OP acnanTblH TeXHUKAJbIK
MYMKIiHJIIKTepi a3usibIK XOpA0DOHAaP/IbIH,
TeMOpi MeH JIbIOBICTBIK AHANA30HbIHbBIH
epeKLIeJIKTEePiMEH BEHID MOTUBTEPiHE
O3iH/IIK PEHKTEP OKEJIeTiHi aHbIK.

EKinwi 6a2oimKa ap MEMJIEKETTIH
KOMITO3UTOPJIapbl apHaibl MPUMa-

KOOBbI3, IPUMA-KbIsIK, THIKAK
acrnanrtapbiHa KagblIFaH YATTbIK 00sybl
Oap wblFapMaJiap/ibl Hemece 6acka Ja
acrnanrapra apHaJiFaH UiblFapMaJdiapbl
»KaTKpIdyra 6ogapl. bya 6arbiTTa Kociou
KOMITO3UTOPJIap YATTBIK A9CTYpJIepAi

cakrarl, eyponaJblK aKajieMUSJIbIK
My3blKa CTUJIIMEH 11ebep yisecTipe
OTBIPbIMN, KYHCAHBIKTbIH CyHeMesieyiMmeH
OpbIHJAJIATBIH LLIbIFapMaJiap/ibl 2Ka3/bl.

[Ipuna-rKoboizea. [lpuma-Ko6bi3ra
apHaJiFaH 1arbiH hopMaa maMmamMmeH
anranna 50-60 wbirapma 6ap (Kererenosa
25). Anraliikel LiblFapMaJiapibl Axmer
JKy6anoB, Mykan Tesie6aes, Jlatud
Xamunu, Esrenuii bpycusosckuii, Cepreit
[1a6enbekuit xxkazapl. Ain KCPO xaijibik
apTuci, eH 6ipiHlIi K9ciOU MpUMa-KOOBI3LIbI
daruma banraesa (1926-2005 k. ) xxaHa
Yl il1eKTi KoObI3Fa apHaJFaH YJITThIK
KJIACCHKAJIBIK LIbIFapMaJiapablH OipiHLi
opbIHaayLIbIChl 601kl (OHepi oHere
Tyara 153-154). TanbiMaibLIapbIHBIH
Katapbinaa: Jlatng Xamumu «Pomanc»,
Kanan Mycun «ITpentoausi», Makajim
Koiimbi6aeB « Pomanc», Kenxkebex
Kymic6ekoB « KoHlepTTik nbeca»,
«Kexkrem sie6i», MykaH TeJsie6aeB
«Toaray», Hypruca Tinennuen «I'pesbr»
(«Abait Taburatbl» ), Kyanbiin yKymarasu
«Anerust», Epmek Owmipos «Kacbin nana»
HIbIFApMaJiapblH alTybIMbI3Fa G0Ja/IbI.

An kypaeni popmazars! ibirapMadgap
katapbinaa Ceprent [lla6enbckuii-Jleonun
[Hapropoacku#i, Chiibik MyxameKaHOB,
Aapwman JKatibiM KoHLlepTTepi 6ap.

«Axmet YKyb6aHoB KOObI3 GeH
(opTenuaHora apHasiFaH My3blKa »Kasy
caJslacblH/ia Ko xKyMbIC aTkap/bl. OJ
«Apust», «Pomanc», «Banbe», «Kekrem»
HiblFapMaJsiapbit »kasbli, blkbliacTsin «Kes
KHiK» KYHiH OHIe/li» — JieM »KasbliraH (ayjl.
aBTop ) (OuepKu 1Mo UCTOPUH KA3aXCKOH
COBETCKOH My3blKH 226-227). Onap ani
KYHTe JIefiH OpbIHAAYLIbIIBIK eOepiKTi
TaJlan eTeTiH TybIHAbIIapAbiH Oipi O0JIbIN
caHaJlajipl.

Herizinen komnosutopaap Kiti
(opmazarsl WblFapmasap Kasra-,
BUPTYO3/Ibl LIbIFApMaJiap *KOKTbIH KAChI,
aJl KypzieJii popmanarbl LibliFapmasnap
cayCakIleH CaHapJblK, COHABIKTaH 6ip TyTac
acranTblH pernepTyapbl YLIiH a3/IblK eTe/li.

KotpeoLadoln npuma-Kolsk acnabblHbIH,
perepTyaphbl »KakbIH/1a »Ka3y KUbIHJBIK



tyabipanpl. [Ipuma-Kkeiskiibl Kpipreizeran
KOHCEpPBATOPHUSICBIHBIH 10LIEHTI AliHasap
Arusios: «Bys acnanka apHaiibl )KasblJFaH
KbIpFbI3cTan KOMIO3UTOPJIAPbIHBIH,
LIbIFapMaJiaphbl 2KoK. JKaJnbl npuma-
KbISIKTa OpbIHJAyFa bIHFAHJIbl 601aThIH
6acka acrnarnTapra »Ka3bl/JFaH TYbIH/blJIAP/IbI
OHJIEN OpbIHIayIamMbI3» — neini (AitHazap
ArusioBnen cyx6at). Mbicasbl: MyparGek
Beranuen «duerusi» (BanTopHa acrnabbliHa
apHar »kasblaraH ), Acanxan J[xxymaxmatoB
«AKKy» (cuMpoHUsIBLIK WbiFapma ), Cang
bekmyparos «Kepme Too», JxxkymamymyH
[lepanuen «Ky#iinae», Kasbiid
Mounio6acanos «Pono-ckepiio» KoHe
Tarbl Oacka.

O3beKkmin 3amaHayu eudaicax
acraGbIHIa IOCTYPJli KOHE aKaleMUSJIBIK
opblHaay ypiici ke3neceni. bia
KapacTbIpbIIl OTbIPFaH, aKaJieMHUSIbIK
MY3bIKaHbl OpbIHAYLIbIIAP/BIH
penepryapbiHaa ©36eKCTaHHbIH
YATTBIK Komrogutopaapbiibig, 100-150
re XybIK LibiFapmasapbl 6ap?. Ognap
THKAK acrabbiHa apHaKbl 2Ka3blJIbII,
JKUHAK TYpiHJle KYpacTbIpblJIFaH.
TanpaysibliapbiHbH ilinae: AGaypaxum
Myxamenos «fOnnysuam», Pukper
Awmupo «Kyunap», @enuke SHos-
SIHoBckuit « baxmuna», Caindu ranana
«Ponmo» tarbl coJ CHSIKTbI. ©30eKcTan
VJITTBIK KOHCEPBATOPUSICHIHbIH, IOLEHTI,
TUZKaKTa opblHaylibl YiblkOek FcaeBThiH
antybliHla: «besrini 6ip kesexe
KOMIIO3UTOPJIap OChI acrarnka Ker KoHiJ
6osIMereHIiKTeH, YKaHa LIbIFapMasap
»KazbliMai Kasibl. CoJl ce6enTi yaATThbIK
KOMIO3UTOPJIap/IbIH acnanka apHaJrat
lIbIFapMaJiapbIMEH 91 JIe TOJIBIKTBIPY/IbI
KaxkeT eTefli» neii (YabikOek Mcaepnen
cyxbar).

Ywinwi 6aeoim - acnantapiblH,
perniepTyapbiH/la Ke3eCeTiH 1aCTypJli
My3bIKa.

1©306eKcTaH MEMJIEKETTIK KOHCEPBATOPUSICHI
KiTanxaHaCblHbIH MAaFyMaThl OOHbIHIIA

Kazakcran Toyescisnik asran
JKbIIAPAAH KeHiH KOMITO3UTOPJIap MeH
acrnanTta opbliHayLbl1ap 19CTypdi 1oMObIpa
JKoHE KBIJIKOOBI3 KyHJIepiH npuma-

K0Obl3 acriabblHa eyponaJblK YJrize,
KYHCAHIBIKTbIH CyHeMeJlIeyiMeH OHIeUTIH
60J171b1. 1998 »KblJibl asralliKpliap/abIH,

6ipi 6osibin KoMnoautop Epmypat Ycenos
KypmanrasbinbiH, « TypmeneH KalikaH»
KYHiH [TprMa-KoObI30eH KYHCaHIBbIKKA
naibiKrab (Kanenbaesa 4). byn

OarbiT OpbIHAAYLIBIAP apAChIHA YJIKEH
KbI3bIFYLIBIIbIK ME€H KOJIIay TanKaHIbIKTaH,
KOMITO3UTOP/IbIH, OZaH api JoMObIpara
apHaJsiran Kypmatrasbinbin « Tepemypat»,
«KpI3bl1 KallbiH» Tarbl 6acka KyiJepin
OHJICYiHEe aJlblll KeJii.

Ocsl opaiina KP en6ek cinipren apruci,
npoceccop Mepyept Kasnen6aepanbiy,
eHberin epekiiie atarn KetkeH a63aj. Ce6ebi
onblH, «KoObI3ra apnasran kyhaepi» (2003
)K.) aTThl eHOeri eH aaralikbl KyHjaep
»KUHAFb! GOJIBII ecenTesie/i
(Kanenbaena 4).

Ky#inepai enjien opbitaayjibiH 6acTbl
MakcaTbl NpUMa-KoObi3 acnabbIHbIH,
penepTyap epiciH KeHEHTy FaHa eMec,
COHJIal-aK OpbIHAAYLIBINIAP/bIH, YJITTHIK,
My3blKara JereH KbI3bIFyLbLIbIFbIH aPTThIPY
60JIbIN TaObLIAbI.

Koipeolzdoln npuma-Kolsk acnabbliia
JIOCTYPJi My3blKa opbiHaaaMaibl. OJapabi
LIAFbIH, J1aMbIFaH A9CTYPJIi KyHepi, oH
dyeH/epi »KoHe OeliHeJiey CHITaThIHAAFbI
nbecasap TeK Kbl KblsIK acrabbiHja
opbiHnanasl (3ataeBuy 18).

O3bekmin docmypai rTUKaK
acnaOblHbIH perepTyapbiHia MaKOMAAP/bIH
JlaMbIFaH acnantbikK GeJimaepi, Kapanaibim
xaJsibik oHepi (Kapomatos 113), rumkakka
HeMece JlayblCKa »KasbliIFaH 630eK
facTakopJiapbiHbIH 19CTYpJI
LIblFapMaJgapsl 6ap.

AkaneMusisibIK GarbITTa OpPbIHIAYILIbI
THJKAKILIBIIAP/bIH J1a pernepTyapbiHja
Oy ibiFapmagiap 6ap. ©O3reprycia,
TYMHYCKACBIH opbiHaaiabl. Onap gactyp.i
MaKoOMIap/a *KHi Ke3eceTiH Kouupum,
HOAUUL, MOALWL CBIHIBI TaFbl HacKa
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OPBIHJAYLIBIIBIK 9JIiICTEP/L €CTY apKblJbl
yiipenin opbinaaiapl. Ce6e6i onappl HoTara
TYCipy ©Te KHbIH »KoHe TYCipiJIMeHTiHaepi
ne O6ap. JlereumeH, yakbIT oTe KeJie
©306ekcTaH YJTThIK KOHCEpPBATOPUSIChIH/A
MeJIM3MaTHKAJbIK dlIeKeHIepi HoTara
TYCipy 9/liCiH 93ipJier, JaMbITylbl
6iprinzen KoJsira asna 6acraipl. Asranikbl
eHOeKTep KaTapbiiaa npocgeccop Myposn
ToummyxxamenoTbiH « Gijjak darsligi»
(Imxax oxkysbirsl ), «Glijjakda ananaviy
ijroni o'zlaahtirish» (I'mekakra gactypai
OpbIHJAY/Ibl UTEPY ) aTThl 2KMHAKTAPbI
coraH JpJiedi. byst oky KypasibiHaa
LIalIMaKOMIAPAA Ke3eCeTiH HipiMaepai
HOoTa OOMbIHILIA OPbIHAAY HYCKAYJIapbl MEH
anicTepiHin HipHelle TypJaepi 6epiareH.
Ocbl 0Ky KypaJsiiapbl apKblibl aKaIeMHSIIBIK
OarbITTa OpbIHAAYLLbLIAP I9CTYPJI
My3bIKaHbl HOTAMEH YHpeHy

MYMKiHZITT TY/bI.

HaTtuxenep

Atanran acnanTtap/plH penepryapbinia
YKCACTbIKTap MeH afiblpMallblibiKTap 6ap
eKeHi aHblKTa/bl. Erep xyiiesien aiitap
6oJicak, opmax scotimmep MblHAAP:

1) Yuracnanra ja weten
KJIACCUKTAPbIHbIH 2KOHE OPbIC
KOMIO3UTOPJIapbIHbIH CKPUITKAFa apHaJraH
LLIAFBIH 7KoHEe Kypjiesii hopMmaaars
lIbIFapMaJiapbl OpbIHIAMA/bI.

2) Kasakcran xoHe O36ekcraH
MeMJICKETTEePiHiH OTaHABIK Ca3repJlepiHiy
npuMa-KoObI3, THLKaK acrnantapbiHa
apHaribl 2Ka3raH KOMIIO3UTOPJIbIK
TybIHJIbLIAPBI 6ap eKeHi HatKalabl.

3) Jlactypaii My3blKaarkl
YKCACTBIKKA KeJICeK — MPUMa-KOObI3/IbIH,
pernepTyapblHa Ka3ak XaJKblHbIH
VJITTBIK 2KaHPbI Kyl 6Hepi Ke3neceni.
©30eK XaJKbIHbIH 3aMaHayH1 T'HKaK
penepryapblHIa A9CTYpJi LALIMaKOMAAP
JKoHe 036eK 6aCTaKopapbIHbIH,
wblrapmadnapsl 6ap. bipak,
npuMa-KoObI3ia 10MObIpa,

KblJ1-KOOBI3 KyHJsiepi hopTenuaHoHbIH

cyfieMeJiaeyiMeH, eyponaJblK HaKbILLIKA
JIafibIKTaN opblHaJ/ICca, THILKAK acrnabbiHa
TYMHYCKAJIbl TYPAE OPbIHAAJA/bI.

A¥ibipMallbIIbIFbIHA TOKTAICAK
B OCHOBHOM OHH KacatoTcsl B pa3/inuue Ux
(PYHKIHOHHPOBAHHSI.

[Tpuma-KbisiK acrabblHbIH,
pernepTyapbliHia KbIPFbI3 KOMITO3UTOPJIAPbI
apHaibl OCbl ACMAIKA 2Ka3FaH TybIHAbLIAP
LIbIFapMaraH Jen antyra 6oJaipl,
oraH 6acka acranrapra apHaJjiraH IbecaJap
JlaliblKTamanapsbl Kipeai. JlacTypai My3bika
Jla IpUMa-KblK acrnaOblHAa OpbIHAAIMAKIbI.
OpbliHaayLbLIap Kbl KbIsIK acrna0biH
JKeTe MEHTepPreH/iKTeH, PUMa-KblIKTa
JIOCTYPJIi My3bIKaHbl OPbIHAY KAXKEeTTiJIiri
TYbIHAAMAUNIbI.

Herisri TyxbippiMaap

3epTTey HapbichinIa 030€KTiH MHRKAK
acnabbl MOjIepHU3ALIUSTA KOTT YIlIbIpaMaii,
03iHiH OacTankpl TypiHAe KaJbI, I9CTYpJI
(opmachiHaH KATThl aybITKbIMAFaH/BIKTaH,
OHbIH, pernepTyapbl KeH »KaHe
OPbIHJAYLIBIIBIKTHIH,
OapJblK HaFbITTApbl KOPiHiC TaOATHIHBI
GaiikaJpbl. As ipuma-KoObi3
JKOHE MPUMA-KbIAK KETIIPY HOTHKECIH/Ie
JKaHa acrar peTiHjie KaOblJIaHIbl.
[Ipuma-KoO6bI3 penepTyapbiHIa JOCTYPJIi
My3bIKaHbIH OPbIHAJYbI 63repicKe
yLIbIpaFaHbIH Kepyre 60J1apl.
[Ipuma-KbisiKTa MyJIIeM KoJIaHblIMaFIbl.
JKorapbiiarsl acnanrapipl ykcac
JIen TYCiHy apKpLbl, 6ip-6ipiHiH
LIblFapMaJiapbIMeH TaHbIChIII,
oJlap/ibl 63 pernepTyapaapbiHa
KOCyFa MYMKIiHJIIK TybIH@H/1bl. Bi3/in
TY2KbIPbIMbIMbI3 OOHbIHILIA TPUMA -
KOObI3LIbIIAP, MPUMa-KbISKLIbIAP,
TUPKAKLIBIIAP 2KaJTIbI TYPKI
XaJIbIKTapbIHbIH My3blKachIH OiJiIl, 03
periepTyapbiHa KOCKaHbI JIypblic 60J1a/1bl.
Ce6e6i Gy GipTyTac opTak aJjiem.
[Tpuma-KoObI3 GeH NMpUMa-KbisiK
VITTBIK acrantap peTinje KaOblIIaHblI,
pernepTyapbiHia YITThIK My3blKa 6acbiM
60JTybl KayKeT Jien OUJaiMbI3.



KopbITbIHADI

JKannel peneptyap/pl KeHipeK 1aMbITy
MaceJIeCiHiH elliMiH Taby yiliH,
HoJialiakTa TeMeHeriiell 6aTbll Kanamaap
JKacaJsly Kepek JIereH of1aMbl3.
JKerinpipisiren acnanrap yuiin Kitii
JKOHe KypjieJi popManarsbl biFapMaJiapibl
’Kasgyra KOMITO3UTOPJIap/ibl bIHTAJaHIbIPbIT,
JKaHA TYbIH/bLIAP 2Ka3Y/lbl YChIHY KaXKeT.
Out yiin 6i31iH OMbIMbI3IIA aCNaNThIH
ApPTBIKUIBIILIFBl MEH epeKIIeiKTEPiH
KepceTe OiseTiH KOPHEKTI OpbIHAYILIbLIAP
axkenTeyip Kor 00JIFaHbl 2KAKChI.
JKorapbl ieHreii opbiHaaysibl ecTiren
KOMITO3UTOpJIap acrarka Ha3apblH
ayJlapbl, KbI3bIFYLIBLIBIFbI aPTATbIHBI
anbIK. Kasnbl, 6y KellleHsi KoHe
e3apa OaiiaHbiCcThbl Macese. CoHbIMeH
KaTap, acrnanrapra ublFapma »asyiat
KOMITO3UTOPJIap apacblHia MeMJIEKETTiH
KoJaybiMeH PecnyO/inkabiK eHredaeri
Oailkay yHbIMAACTBIPLIIN, L1eOepliK
CbIHBINTAP KYPri3y CENTiriH TUri3eni.
Conpnati-aK ocbl icTi TeK KOMIIO3UTOpJIap
FaHa eMecC, dp aCMarThiH KbIP-ChIPbIH KETiK
Oi1eTiH OpbIHAAYLIbLIAP/bIH 63/€pi e KOJFa
aJiblIl, OHJIEYJIep apKbl/bl perepTyapJbiK,
OpICiH KeHEHTyre KoMeri THeli IereH
olambI3.

Byriuri Tanna kei6ip acnantapbiy,
My3blKaJlbIK TaKipUOe/IeH KOFaJIblI
KeTeTiHi keazneceni. MyMKiH oJlap/blH 3aMaH
KAKETTIJIKTEPiH KaHAFAaTTaHbIPblIMAyblHA
OafisiaHbICThl LiblFap. Mbicalbl,

XX racblpapiH 30-111b1 2KblIIapbIHA

JlefiiH eJliMi3/ie Heri3iHeH TeK Kasak
VJITTbIK My3bIKaChl Tapaca, O1aH KeHiH
MOJIEHHETIMI3re eyporiasblK K9HE OPbIC
My3blKachl eHJi. JlyHueTaHbIM KeHeHir,
acnanTap/a KaH-KakTbl My3blKa
HIbIPKAJIFaH/IbIFbl Kasianpl. bBiszin xkacaran
TY>KbIPbIMbIMbI3 OOUBIHIIA, KETIILIpiJIreH
acranrtap om6ebarn 6oJIFaHIbIKTaH,
oJiapjia 3aMaH TasnabbliHa cail apTypJi
My3blKa OpblHIayFa MyYMKiHziK 6ap. bys
YPAIC OMapAbIH KL MEH TYPaKThINbIFbIH
KepceTei.

ConbiMeH KaTap, Asus XaJbIKTapblHIa
OpKeCcTpJiep MEH KeTiJlipiareH acrnanrap
KeHiHeH TapaJiyblHa 6alJIaHbICThI,
oJIap/IbIH MY3bIKaChIH J1a OpbIHAAI,
eyponaJibik My3blKajaH Kem GijiMeyimis
MaHbI3/bl. Ce6ebi Kazip Oy aseMIik
My3blKara aitHanyna. Kasnbl anranua 6y
XaJIbIKTAPAbIH 63apa OalJIaHbICh KOHE
613J1iH KYMbIChIMbI3JbIH, MaHi. Jorapbiia
AUTBLIFAH OWJIap MACEJIeHIH, WelliayiHe
JKOHE acrnanTap/blH JaMyblHa YJIKEeH
CepIiJic oKeJeTiHiHe CeHIMAIMI3.
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bamxkan JIkynycosa, Caysie Yteranvesa

Kasaxckasi HauronasnbHasi koncepartopusi uM. Kypmanrasb
(Anmatbl, Kazaxcran)

PEMNEPTYAP 019 YCOBEPIWEHCTBOBAHHbIX KA3AXCKOIO MPMMA-KOBDbI3A,
KWUPTU3CKOIo NPUMA-KbIAIKA U Y3BEKCKOIO rMaXXAKA

AHHOTaums. MofepHU3MPOBaHHbIE CTPYHHO-CMbIYKOBbIE XOPAOMOHbI TUMA Ka3axCKoro npuma-kobbisa,
KMPrM13CKOro npuMma-Kbisika v y3bekckoro rumkaka (no knaccudukaumm Ipux Mopuw, doH XopHbocTens
n KypTa 3akca nepBble ABa COOTBETCTBYIOT MHAEKCY 321.322.22, a TpeTuii 321.311-71) 6Gbinmo3aaHbl
[LNS OPKECTPA HapOAHbIX MHCTPYMEHTOB B NepBoi nonosuHe XX Beka. Co BpeMeHEM OHM CTanu
[LOCTaTOYHO MOMYNSPHLIMU, aKTUBHO MCMOJb3YHOTCS B COBPEMEHHOW CONIbHOW MY3bIKaNbHOM MpaKTUKE.
Cnoxunnncb CBOU UCMONHUTENbCKME LIKOJbI, YACIO BbIMYCKHMKOB, BNAAEIOWMX UMK, C KKABIM FOLO0M
yBenmuuBaetcs. B HacTosLiee BpeMs BO3HWKNA NOTPEOHOCTb B M3YYEHMM M pacluMpeHUn penepryapa
LS 3TUX BUAOB UHCTPYMEHTOB.

Llenb cTaTbn — BbISIBUTb OCOBEHHOCTM MX penepTyapa, paCCMOTPEHHOIO B CPAaBHWUTENbHOM acnekTe. B
MCCNefoBaHUM Mbl ONMPAEMCS HAa KOMMEKCHbIW NMOAX0A, UCMOb3YEM CPABHUTENIbHO-TUMONOTUYECKMA,
a TakXKe CUCTEMHO-3THODOHUYecKuMI (Mropb MaumeBCcKuii) MeToAbl, MO3BONSIOLLME pacCMATPUBATb
BblLLEYKa3aHHbIe MHCTPYMEHTbI BO B3aMMOCBS3M C UCMOMHAEMOM Ha HUX MY3bIKOW. ABTOPOM [aHbl
npakTMyeckMe pekoMeHAALMM MO yNyYLEHUIO U pacluMpernto penepTtyapa. CkasaHHoe KacaeTcs
Kak nonynspusaumum 3TUX MHCTPYMEHTOB, BOCMUTAHUS SPKMX UCMONHUTENEN, TaK U CO34aHMUS HOBbIX
COYMHEHMI OTEYECTBEHHBIMM KOMMO3MTOpaMu. KpoMme Toro, peneptyap Heo6xoAMMO paclumMpsTh MyTeM
BKJ/IOYEHWS MPOM3BEAEHUI A1 CXOOHbIX MHCTPYMEHTOB Y THOPKCKMX M APYrMX Hapo#oB A3uu.

3aTpoHyTble B CTaTbe BOMPOCHI MOTYT NPeACTaBASTb MHTEPEC ANS UCCefoBaTeNel U CneLManmncToB
u3 opyrux pecnybnuk LieHTpanbHoi A3uu, rae Takxke MMEeoTCs YCOBEPLUEHCTBOBAHHbIE BUAbI CMbIYKOBBIX
X0pAohOHOB.

Knioyeswie cnosa: HapoaHbIi OPKeCTP, MpUMa-Kobbi3, MPUMa-KbisiK, COBPEMEHHbIV TMAXaK,
YCOBEPLUEHCTBOBAHHbIE MHCTPYMEHTbI, PEKOHCTPYKLMS, penepTyap, TPaAULIMOHHAS My3bIKa,
MOZepHMU3aLus.

Ans yumupoeanus: OxxyHycoBa, banxaH, n Yteranvesa Cayne. «PenepTyap ans
yCOBEpPLUEHCTBOBAHHbIX Ka3axCKoro NpMMa-kobbi3a, KMPrM3ckoro NpuUMa-Kbisika v y36eKCcKoro ruaxaka
Central Asian Journal of Art Studies, T. 9, N2 3, 2024, c. 105-123, DOI: 10.47940/cajas.v9i3.898

bnazodapHocmu: ABTOpbI BbipaxatoT 6iarogapHocTtb pegakumm «Central Asian Journal of Art Sdudies»
3a NMoMolUb B MOArOTOBKE CTaTbM K MybBaMKaLMu, @ TakKe aHOHWMMHbIM PELLEH3EHTAM 3a BHUMMAHWE U
MHTEPEC K UCCNEA0BAHMIO.
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XETINOIPINTEH KA3AK MPUMA-KOBbI3bl, KbIPFbl3 MPUMA-KbIAfbl XoHE ©3BEK TMOXATbIHbIH
OPbIHOAYWbBINTbIK PEMEPTYAPDI

Balzhan Junussova, Saule Utegalieva

Kurmangazy Kazakh National Conservatory
(Almaty, Kazakhstan)

REPERTOIRE FOR THE MODERNIZED KAZAKH PRIMA-KOBYZ, KYRGYZ PRIMA-KYAK AND
UZBEK GIJAK

Abstract. Modernized string-bowed chordophones such as the Kazakh prima kobyz, Kyrgyz prima

kyak and Uzbek gijak (according to the classification of Erich Moritz von Hornbostel and Curt Sachs,
they correspond to the index 321.322.22, and gijak 321.311-71 were created for the orchestra of

folk instruments in the first half of the 20th century. Over time, they have become quite popular, are
actively used in modern solo music practice. There are their own performing schools, many performers,
the number of graduates who can play on them increase every year. Currently, there is a need to study
and expand the repertoire for these types of instruments.

The aim of the article is to identify the features of their repertoire, considered in a comparative
aspect. In our research we rely on a comprehensive approach, using comparative-typological, as well
as systemic-ethnophonic (Igor Matsievsky methods, which allow us to consider the above-mentioned
instruments in relation to the music played on them. The author gives practical recommendations
for improving and expanding the repertoire. The above applies equally to the popularization of these
instruments, the education of bright performers, and the creation of new compositions by domestic
composers. In addition, the repertoire should be expanded by including works for similar instruments
of the Turkic and other peoples of Asia.

The issues raised in the article may be of interest to researchers and specialists from Central Asian
republics, where there are also improved types of bowed chordophones. At the same time, scientific
developments in this area will not only provide a clearer idea of them but will also contribute to their
further development.

Keywords: folk orchestra, prima-kobyz, prima-kiyak, modern gijak, repertoire, improved instruments,
traditional music, reconstruction, modernization.
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KYPMAHFA3bI ATbIHIAF bl
KASAK YJITTbIK XAJIbIK
ACIIAIITAP OPKECTPIHAETI]
JOMBDbIPA IMTUKKOJIOHDBIH
KYPbIJIbIMbIK
EPEKLLUEJIIKTEPI

Acer Ixxymabaes', Aixxan bepai6ait'

'Kypmanrasbl atbiniarbl Kasak yiTTbiK KOHCEepBaTOPHSIChI
(Anmarsl, Kasakcran)

AHpatna. bubinsbl (2024) xbinbl eniMi3aiH, My3bika cyriep kaybiMbl KypMmaHFasbl atbiHaasbl Kasak yaTTbik,
XanblK acnantap opKecTpiHiH, 90 XblabiFbiH aTan eTyae. [lyHuere KenreH anfawkbl KblaLapbIHaH
6acTan, OHbIH, penepTyapbiHa Ka3ak Kyinepi MeH aHAEepiHiH NaiblkTaManapbiMeH KaTtap, eyponanbik,
OpbIC KOMNO3WUTOPIAPbI WbFapManapsbl Aa Kipai. An 6yn [oMbbipara peKOHCTPYKLIMS XKacar, OHbIH,
GipHelwe TeMbpni TypnepiH WbiFapyapbl Tanan etTi. MMKKono AoMObIpaHbIH, Xacabin, OpKeCTpre KoCbllybl
acnanTapAblH, XXOFApFbl PErUCTPAET AblObICbIH KYLLENTY KAXKETTiNiriHEH TybIHAAAb.

Mukkono pombbipa 1980-wi xbingapaaH 6actan My3blKablK NPAKTUKAAAH LUbIFbIM, AblObICkI TiK 9pi
OTKIp LUbIFaTbIH, KYIMNEP MEH 9HAEP KdHe OTaHAbIK, aBTOPAAPAbIH, TYMHYCKA LbFapManapbiH OpbIHAAY
Ke3iHae opKecTpaiH 6acka acnanTapbiMeH aca yinece 6epMeiTiH GneiiTa NMKKONOMEH aiMacTblpblIAbl.

Makana TakbIpbl6bIHbIH, ©3€EKTINIr Ka3ak XasblK acnantapbl OpKecTpiHAeri AOMObIpa MUKKOMOHbIH,
MaHbI3Abl peni MeH OHbIH, Ka3ak 3THOPraHOMOrMACbIHAA 3/1i TONbIK, 3epaeneHbeyimeH 6ainaHbICTbI.
Makana Makcatbl — KypMaHfasbl aTbiHAasbl Kasak yATTbIK Xanblk acnantap opkecTpiHaeri AoMbbipa
MUKKOIO KYPbUIbICbIHbIH, epeKLuenikTepiH 3epTTey. OfaH XeTy )onbiHaa: 1) LoMObIpa MUKKOMOHbIH,
KanbINTacy TapuXblH 3epaeney; 2) XeprinikTi )xaHe peceinik webepnep xacaraH acnanTapablH,
3pro-mMop@donorusblK CMNATTAMAChIH KOPCETY; 3) 4OMObIPA MUKKOMO KYPblIbiM 661iKTEPiHIH, HAKTbI
enwemMaepi MeH GuU3nKanblk NapaMeTpaepiH oaaH api ecentey; 4) dpuk XopHboctenb MeH KypTt
3aKCTbIH, Knaccudukaumacbl 6OMbIHLWA MUKKOMO JOMObIPAChIHbIH, MHAEKCIH aHbIKTay CeKiNai MiHaeTTep
aTKapblnAbl.

3epTTeyae KeleHAi XaHe Xyieni Tacinaep, Mophonorusblik XKaHe CablCTbIPMabl-TUMONOTUSbIK,
apicTep KonAaHbiAbl. MakanaHbl aavibiHaayaa Hukonat Komapos xaHe Cepreit MefoHUH CeKinAi opbic
XanblK acnanTapbl MaMaHAApPbIHbIH, MAEANAPbl MaHbI3Abl 601abI.



3epTTey HaTUXKeCiHae apTyp/i Wwebepnep xacaFaH NMMKKOIO AOMObIpanapbiH CanbiCTbIpFaHAaa,
onap Kypbinbicbl 6oMbIHWA 6ip-bipiHeH epekLieneHeTiHi 6aikanbin, acnan MeH3ypacbiHbIH, COHAAN-aK,
OHbIH, iLLEeKTePiHiH QU3KnKanblK NapaMeTpaepiHiH ecenteynepi 4OMObIpa MMKKONOHbI XXaHAAHABIPYAbIH,
MaHbl3bl aNFbILAPTTAPbIHbIH 6ipi 6013 anaTblHbIH KOPCETTI.

Tytiin ce30ep: KypMaHfasbl aTbiHAaFbl Ka3ak, YATTbIK XasblK aCnanTap OPKeCTpi, pEKOHCTPYKLMS,
[LOMObIpa NMKKOM0 6eniKTepi, acnanTblH, CbIM iLLEKTEPI MEH NMepHEeNepi, acnanTblH, GU3MKANbIK,

napameTpnepi

Aoiiexce3 ywin: [xxymabaes, AceT xaHe beppaibait AikaH. KypmaHfasbl aTbiHAarbl Kasak, yiTThbik,
XanblK acrnanTap OPKecTpiHAeri AoMOblpa MUKKOMOHBIH, KypblibIMAbIK epekweniktepi. Central Asian

Journal of Art Studies, 1. 9, N2 3, 2024, 124-143 6., DOI: 10.47940/cajas.v9i3.915

Anroic: «Central Asian Journal of Art Studies» ypHanbiHbIH peaakuMacbiHa, COHAAN-aK aHOHUMA]
pELIEH3€eHTTEpre, COHAAM-aK, LOMObIPA NMUKKOIO KYPbUIbIChbIHbIH, CbI36aChIH Canyfa aTcanbiCKaH
My3blKanblk Wwebep EpxxaH ABapaxMaHOBKA XaHe acnanTblH, CbIM ileKTePiHiH GU3nKanbiK,
e/leMIepiHiH (TbIFbI34bIFbl, KOIEMi MEH MACCaCbIHbIH) ecenTey dopMynanapbiH TYCiHAIpIN, Xy3ere
acblipyFa KeMeKTeckeH $u3nka MaMaHbl - MaHapbekoBa TyHbIKKa anfbic bingipeai.

Asmopnap Kom«a3baHbiH COHFbI HYCKACIH 0KbIN MAKY10adbl XaHe Myooenep KalilublbiFbl HOK

ekeHoieiH ManimMoelioi.

Kipicne

1917 xoLiwl Peceiine otken Kasan
TOHKEPICi COJl MEMJICKET IIE€H OHbIH,
KapamarblH/JIaFbl eJiiepJliH TapUXbIH/IA
OYpPbIH-COHJIBI OOJIMAFaH XKaHa aJ1eyMeTTiK-
SKOHOMMKAJIbIK popMaliysiFa eTyiHiH

Oackl 6oaranbl Oedriii. MemaekeTTiK
casicu xyiie Kenecrep pecnybsnkacbina
OipiKKeH XaJbIKTap/iblH MOJIEHUET CaslaChlH
Hakplaayra aJbli, OHbIH 6oJalllaKTarbl 1aMy
JKOJIAPbIH alKbIHAAT, OyKapara MbIKTbl
UJI€0JIOTHUSITIBIK 9Cep eTy KypaJibl PeTiHjie
KapacTbIpblII NaijialaHjbl.

JKana kKoramzbik hopmaliisi Kypyra Kyl
caJiFaH MeMJIEKETTiH My3blKa MOJIEHUETI
caJlacblHJarbl 0acThbl 6AFLITHI - OHBI €HOEeKII|
Oykapara »kakbiHaaty 6oJbl. Cos cebenri
MY3bIKaJIaFbl Y2KbIMJIbIK OPbIHAAYLIBLIBIK
(opmasiapbiHa aca yJaKeH MoH GepiJi.
©3 MoHoTpadusichIHIA 3€pTTEYLIIIED
Cepreit Cemakos »aHe Vpuna CemakoBa
oys typasbl: «ITocse peposmotu 1917 1.
BHUMaHHEe PYKOBOJSILIIUX HJI€0JOTHUECKHUX
pabOTHUKOB COBETCKOH BJIACTH U

'ABTOpJIap ayaapMachl.

MY3bIKaHTOB ObIJT COCPEIOTOYEHO Ha
npobJieMe MacCOBOT0 BOBJIEUEHHSI
TPYASILLMXCS B KOJJIEKTHBHYIO MY3bIKaJbHYIO
JleTe/IbHOCTb. B 9Tol ¢BSI3K B LieHTpe
BHMMaHMsI HAXOJIMJIMCh OPKECTPOBAsI U
XOpoBast My3blKasibHasi MpakTuka» — « 1917
JKblJl TOHKepiciHeH Keliin KeHec eKimMeTiHiH
JKETEKILI UIEO0JIOTHSIIIBIK KbI3METKepJIepi
MeH My3bIKaHTTap/lblH, HA3aphbl
eHOeKILiIep YKbIMIBIK MY3bIKaJIbIK
KbI3METKe »Kalnai TapTy MaceJsecite
ayznapbuiibl. Ochbl opaia opKecTpJik

JKOHE XOP MY3bIKaJIbIK MIPAKTHKACHI

6acTbl Hazapaa GoJiIbl» !, — nern Kasajbl
(CemaxoB, Cemakona 274). XX -XXI
FachIpJap TOFbICHIHIA 3THOMY3bIKATaHYLIbI
mMamanzap Kenec OnarbiHaarbl YKbIMBIK,
eyponasiblK aKaJeMHUsIIbIK XaJlblK

acnanTblK OPbIHAAYLIBIILIKTBIH HETi3iHEH
CasiCU-UeO0JIOTHSAJIBIK KbI3MET aTKaphblIl,
Oipkarap eJiliH, aybl3lla TaparaH I9CTypJli
MY3bIKaCbIHbIH JaMbIIT OpKeHIeYiHe
TOCKaybL1 6OJIFaHbI TypaJibl MiKipJep Oitipe
H6acraapl. DTHOMY3bIKATaHYIIbl MAMaHIaP
Junapa bynartosa men Aviiar apkuena:
«XIX racbipipiH, eKinii )kapTbhichbl MeH XXI
rachIp/ibiH, 6ackIHAFbl casick OKUFaJiap
Peceii Mmnepusicoinbib, Kenec Onarbibig
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TarblPbIH 63rePTTi: I9CTYPJIi MOJIEHHUETTIH,
Oapliiia Tapantapbl OipbIHFal »KOJFa
TyCipisin »kahanaauabIpblibl, COHABIKTAH
KeHOip OalbIPFbI XaJIbIKTaP/IbIH XKoHe
KelOip STHUKAJIBIK YKOHE »KEePTifiKTi TonTap
MOJIEHUETI 2KOUBLITY
aJJIbIHIA TYPbL....»%, — JIeM )Kasca
(Bulatova, Gadjieva 541), OpraJjbik
Asust enniepi monienuerine Kenec ykimeri
eypornasiblK My3blKaHbIH Y2KbIMJIBIK
OpPbIHAAYIIBIIBIK (hopMasiapbiH eHri3reHi
TypaJsibl ¥ Ko3raraH 3eptreyiii Kan
Hiopunr: «..Such large-scale ensembles
or orchestras are typically the product
of authoritarian decisions, and do not
appear spontaneously from purely
aesthetic motives» - «...Mynnaii kesiemsi
aHcamOJibep MEH OPKECTPJIePAiH nania
00JTybl K€3/IEHCOK KOHE Ta3a 3CTeTHKAJIBIK
HUHETTeH TyblHAaMabl. Osap aBTOpPUTApPJIbl
LeliMHIH HoTHzKeCT GoJIIbI»3, - 1ekii
(2005). Y:KbIMABIK XaJIbIK acranThik,
OPbIHAAYLIBLIBIKTBIH, Kyp/eJi MoceJesepi
OeJTiJli OTaH/IbIK 3THOMY3bIKATaHYLIbI
Ocust Myxam6etoBa enoerinze ae
KapacTblpbliaabl. ABTOp MyH/Ia
MEMJICKETTiH PECMH casicaTbl Heri3iHeH
Ka3akK XaJblK acrarntap opKecTpiH KoJiaayra
OarbITTa/lFaHbIHAH XKEeKe MeKTeNTep/eri
OpbIHJAYLUbLIBIK 9CTYP OHbIH KOJIEHKeCiH1e
KaJIFaHbIH »Kasajbl (MyxambetoBa 338).
JlereHMeH, 6TKeH Fachlp/iblH, a/JFallKbl
LIMPETriHJIe OpacaH aJIeyMETTiK-CasiCH
6eTOypbIC HOTHKeCiHe KesireH KeHec
Pecny6snkachl yKimi MeH eJlimiziin,
OipkaTap ipi KOFaM KoHe eHep
KalpaTkepJiep/liH TikeJsel aTcalblCybIMeH
awblarad Kypmanrassl atbinaarsl Kazak
VATTBIK XaJibIK acrnantap opkectpi 90 Kbl
OOMBIH/IA OTAH/IBIK MOJICHUETIMI3/IeTi 03iH/iK
KOMAaKTbl OpHbI 6ap Y»KbIM €KeHiH JaJ1eJ1en
KeJie KaTblp. AJIFalliKbiia pernepryapbl
JIOCTYPJIi KYHJIep MeH 9HAEP/iH, eyporaJjiblK
JKOHE OPbIC aKaJeMHsIJIBIK MY3bIKaChl
JlaliblKTamaJsiapblHaH KypaJiraH 0J1
enimizziin EBrenuit bpycunosckuil, Jleonusn
[Haproponckuii, Cepreii LllaGenbekuti,
Mykan Tese6aeB, Bacunuii Bennkanos,
Chinbik Myxamemxanos, Hypruca

Tinennunen, Kenxkebexk Kymic6ekos,
Maokauiim Kolttbi6aes, T.6. cexiai XX
FAChIP KOMIIO3UTOPJIAPbI LIbIFAPMALLIbLIBIK,
1aObIThbIHA ceprliH 6epir, oJap/IblH TeJaTyMa
TYbIH/IbLJIAD 2KA3YbIHA, IFHH, MOJIEHUETIMi3/1e
XaJIbIK acrnaritap opKecTpiHe apHaJ/IFraH
My3blKa caJlachIHbIH TyblJIybIHA 9Cep eTTi.
1934 »xbibl ByKinkazakcTanabik
eHepraszap cJaeTiHle XpOMaTHKaJIbIK
JKy#ere HeriznesreH 1oMmoOblpanapMeH
KYH TapThII, OHEPiH KOPCETKEH
aJIFaLlKbl JOMObIpallbliap aHcamOJliHe
aTaJiFaH ic-1apaja y3uik My3blKaHTTap
peTiHze ipiKTeJITeH TyJFanap KOChIJIbITI,
HOTHKECIHJIE TAPUXbIMbI3JAFbI AJIFaLLIKbI
XaJIblK acnarnrap opKecTpi KypblJlbl.
XaJIbIK acnanrap OpKecTpiHiH KypamblH
TYpJIEHIipin OalbITy HOTHKECIHAE Naraa
6oJiraH 1oMObIpa MUKKOJIO TypaJibl
anraikel gepekrep 1955 XKblyibl 2KapbIK
KepreH «Kasaxckuil opkecTp HMeHH
Kypmanraawi» (bucenranu ['13aToB)
koHe 1963 »kblirbl «AT/1ac My3bIKalbHbBIX
uHcTpyMeHToB HapojoB CCCP»
KiTantapbiiaa xapbik kephi (Koncrantun
Beprtkos, ['eopruti Baaronaros, dsb3a
slzoBuikast). Bucenranu Fusaros
eHberinae 6yJ acnanTbiH, KbiCKallla FaHa
cunarTamacol Gepijce?, peceitsik raabimaap
KYpacTbIpybIHAArbl eHOEKTiH Ka3ak
My3bIKaJbIK acranTapbl TypaJbl TapayblHia
OHbIH (hOTOCYpEeTi OpHANACTBIPbIJIFAH.
Anaiina eki KocapJianran itiekri »kone 20
nepHeJi acnanTbiH KAk XKblJbl KacaJiFaHbl,
ebepi koHe Kal xKepjie caKTaJraHbl
TypaJsbl €LIKAHAAR MaJIIMET KeJTipiJIMereH.
1977 »xbliibl XKapusiianral « My3blKasbHble
MHCTPYMEHTbI Hapoa0B COBETCKOro
Cotoza» kitabbinna Mackeyeri Muxau
[nunka ateingarel OpTanbik MEMJIEKETTIK
My3blKa My3eil KopbiHaa cakrajrad. 1936
xblbl ebep Kamap KacbimoB »xacaran

2ABTopJap aynapmachl.

JABTopJap ayrapmachl.
*MonorpadusichIHbIH eKiHII 6aChlIbIMBIH/A
(1994:x) Gy1 acnan TypaJibl MaJimMeT
KeJITipiJIMereH.



JoMObIPA MHKKOJOHBIH, KbICKALLIA 9PTO-
MOPOJIOTHSJIBIK CHITATTaMachl KeJTipiiireH
(KysnkoB 58).

EniMi3aiH My3bIKaJbIK MOJIEHUETIH]IE
1930-uibl »KblIapaan 6acran, Xasblk,
acrantap opkecTpinjie KoJianblia 6actaran
JoMObIPa MUKKOJIOFA apHaAJIFaH MaJliMeTTep
OTaH/IbIK aBTOPJIap illiHle My3blKa
NPAKTUKAChIMEH TiKeJsiel OalJIaHbICThbl
Mamanaap (opbiHaylbLIap, IMpUKepap
»KoHe My3blKa 1ebepi) kazbasapblinia
Keszieceni. bearini nom6bIpalibl — ycras
Xaounosa TacranoB «JlomOblpa OpKeCTpiH
Kasail yUbIMIACThIPY Kepek» eHberine
aJIFall peT KocapJiaHFaH exi iteri 6ap
JoMObIPa MUKKOJ0 acralblHbIH HOTAJIbIK
JKoJIapaarbl Kysak 6ypaybiH
MU — A4 pen OeJirizerex
(Tacranos 20). An mupnxkep Oyat
MancypoTtbiH, «I1IKoJa KOJJIEKTHBHON
UIPbI JIJIs1 OPKECTPA Ka3axCKUX HAPOJHbIX
UHCTPYMEHTOB» OKY- 9liCTeMEJIiK
JKYMbICBIHA TOMObIPa MUKKOJIOHbIH,
HIepTIIeIi - J1eKTOPJIbl acrantap
KaTapblHAaFbl HAKTbl OpHAJIaCy MO3ULUSChI
kepcertineni (Mancypos 8). y)Kana racbipa
»kapblk kepren Tineyrasbl beficemGekTin,
moHorpadusickl (2007) 2xkoHe YKamarat
Tewmipranuentbin oKy Kypadgbinaa (2010) na
aBTopJiap yul illeKTi 1oMObIpa MHKKOJ0Fa
Hazap ayfaprat. OJapblH anralKbiChl
6y acnantbid, 1957 xblibl Mackeyne
»Kacadibl, Kypmanrasbl aTblHIAFb! YT
acriantap opkecTpin 6ackapraH keaje
quprkep [lamron Kaxkbiranues 6escensi
nawiasaHraHbIH 2KoHe KyJaK Gypaybl
h! - e?- a?56oJiranbiH xasca, amarar
Tewmiprasues 10MObIpa MHKKOJOHBIH KyJ1aK
Oypaybl MU-12-pe eKeHiH alThlI,

HOTaJIBIK »KOJIaPJarbl aCManThiH,
JIAN030HbIH KOPCETeTiH

TOJIBIK JbIOBIC KATAPbIH KEJTipei
(Temipranues 25). »)Korapbina cunarrasras
OapJblK eHOeKTep/le acnanThbiH ap

SlieKTepiH My3blKaJibiK OUIKTIr
aBTOpJIap/bIH OeJirijereHi 60MbIHIIA aJbIHbII
OTBIP.

JKblIAAapAa OOJIFAaH PEKOHCTPYKUMSCHIHIAFDI
eKi Typi TypaJibl MaJliMeTTep HepisireHi
Haiikanaapl. OKiHillke opa, My3blKa
MozieHHeTimMi3niH Tapuxbinaa 1940—1980
JKbIIAPbl OPKECTP NapTHTYPAChIHAA XKeKe
TeMOp peTiH/e KbI3MET eTKEH J0MObIpa
MUKKOJIO0, OTKEH FAaChIp COHbIHAH 6acTan
chbi3basiapbIHbIH, KOUBLbIT, IeOepep
OJIap/ibl KAJIMbIHA KeJITipe a/IMaraHbIHaH,
KOJIJIAHBICTAH 1IbIKTbI. OHbIH OpHbI
ypJsemedii acnan — gJieidTa NMKKOJOMeH
aJaMacThipbLabl. Bys ypaemeni acran
O0JIFaHABIKTaH AbIObICHI, AHATI030HbI
JKOHE OPbIHAAYLLBI/IbIK €PeKLIeJIiri
»KarblHaH 10MObIpa TOOBIHAATHI ChIM
itekTi acnantapmeH yisiecneii. Kazax
OPKECTPiHiH NapTUTypachl OOUbIHILIA
JIOMOBIpa TOOBIHBIH aKKOJ1aackbiHa 114
Kipmeii. JIbiGbic 1nano3oHbl GypbiH
nawjananbliran, acipece, 1957 xKblbl
Maockeyjie »kacadbll, IbIObICHI COTTI LIBIKAH
Jien OaraJjlaHFaH MMKKOJI0 1oMObIpajap
OpKeCTpJiep KOPbIH/A caKTaJMaraHblHaH,
0J1aPJIbIH TOJIBIK 9PT0-MOPDOTOTUSIIBIK
JK9HE JbIOBICTBIK KYPBIJIBIMBI MEH
AKYCTHUKAJIbIK CHIIATBIHBIH 3€pTTeJyi
KHBIHJIBIKTAP TYFbI3aIbl.

MakaJnana ajraul per:

1) 1970 xblibl 2KeTiIipi/ITeH yiiI
iteKTi 1oMObIpa MUKKOJIO KYPbIJIbICHI
JIepeKKe3/Iep/ie CHNIaTTaJFaH aJFallKpl
TYpJeri HYCKAChIMEH CaJbICTBIPBLIbIT,
epeKLIe/iKTepi capasanibl;

2) Jlom6bipa MUKKOJI0 api Kapai
3ePTTeJin, MepHeJliK »Kyheci Herisinaeri
JbIOBIC KaTapbl, illIeKTePliH (PU3UKAIbIK
eJILLIEMJICPI €CeIITEII LbIFaPbL/LbL.

3epTTey KyMbIChIHIA KOJT KEeTKi3ireH
HOTH2KEJIeP 1LLEeKTi- LepTIeJli acnantapra
apHaJIFaH FbIJIBIMH €HOeKTepae
naniaaanblblI, acnarn KypblblCbIHbIH
HaKTbl eJlLIeMAepi — MepHeapaiblK
apaKkalbIKThIKTAp, illeKTep TapThl/bIChI
MEeH ThIFbI3/IbIFbl JOMObIPA MHKKOJIOHBI
JKaHJ@HABIPBIN WbIFapyla My3bIKaJbIK
uieGepJiep NpakTHKAChIHAA KOJIAHbLITYbI
MYMKIiH.

3epTTey MakcaThl —Kypmanrasbl
aTblHJarbl Kasak yaATThIK XaJblK acrantap
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OpKeCTpiHaeri 10MObIpa MUKKOJIO0
KYPBIIbICBIHBIH €peKILIeiKTepiH 3epTTey
60JbIT TaObIaAbl. OFaH KoJl XKeTKi3y
yutin: 1) 1oMGbipa MUKKOJOHBIH KbICKallla
TapUXbIH KapacThbIpy; 2) OTaH/bIK
JKOHE MACKeYJIiK 1ebepJiep Kacara
acranTap/biH 3pro-mMophoaorusiIbIK
CHNaThbIH auly; 3) 10MObIpa MHKKOJIO
KYPBUIBIMABIK 6OJTiIKTePiHiH HAKThI
eJiiemMaepi MeH (pU3HKAJBIK TapaMmeTpiiepin
ecernren Liblrapy; 4) NMKKoJ0
JIOMObIPACHIHbIH, HHAEKCIH aHbIKTAy apKblJ/bl
Apuk XopHbocTesb - KypT 3akeTbin,
KJIacCUPUKALMSCHIH 9pi Kapai TOJBbIKTbIPY
CEKiJIIi MIHACTTEPKOUBIIIBI.

MakananblH 3epTTey MaTepualibl
petinne AsmaTbl Kasachl « Mepeii»
»kuhaa haGpruKachIHbIH My3bIKaJIbIK
me6epi Typebinbai Hlamimmos®?
1970-1i »xbliapbl xkacaran JoMObIpa
MUKKOJ0, « My3bIKaJbIK acrantap
atnaceinaa» (Beptkos, biaronatos,
SIoBuikas, 1963 ), »kone Kazakcran
Pecny6ukacbinbig, OpTajblK MEMJIEKETTiK
apXUBiHJe CaKTaJ/FaH aTajraH acnanTbiH
dortocypetrepi, Kypmanrasbl aTbiHiarsl
Ka3aK XaJblK acnanrap opKecTpi
GeliHesIeHreH 1ePeKTi PUABMHIH y3iHaic
aJIbIH/IbI.

3epTTey aaicTepi

JlomOblpa MUKKOJIOHBIH Ka3aK

XaJIblK acrarnrap opkecTpinje naiaa
00J1ybIHbIH TAPUXbIH KapacThbIpy
GapbIChbiHIa MaKaaana KeueHoi xKoHe
Jicy el Tacinaep nauaaaaHblIbII,

acnar KypblJbICbIH KapacTblpy/ia

— MmopghoroeusarelK, an 1oMObIpa
MMKKOJIOHBIH, PEKOHCTPYKUMUSAJIAHFaH
TYPJIEPiH 3€PTTEreHJIe CAAbLCITbLPMANL-
MUNOA0UANBLK, DIICTEP KOJAHBIJIIbI.
JlomMGbipa MUKKOJIO NepHeepiHiH
OafisiaHybl, OHbIH KYPbl/IbIChIHbIH
AHBIKTaJTybIH/Ia 9ProMOpPdOJTOTHSIIBIK
epeKLIeIKTepi ecKepisil, nepHeJsep
apacbIH/Iarbl KAlLIIKTIKTbl — MeH3ypa
OJILLIEMiH 2KoHe iLeKTepAiH TapThlJy KYLLiH,
TBIFBI3/IbIFBIH, K6JIEMi MEH MaccacblH

(casMarbl) aHbIKTaI LIbIFAPFAH/IA OPbIC
ilIeKTi acnanTapblHbIH MaMaHAAPbIHbIH,
eJiiiey afici Kosnanblb ( Komapos,
@enonun, 107).

JloMbbIpa MUKKOJIOHbIH XaJbIKapaJibIK,
MY3bIKaJIbIK aCManTap »KiKTeyiHaeri OpHbIH
OeJrijien, HHACKCIH LIbIFapyaa MakaJa
aBTOpJIapbl KOPHEKTI ITHOOPraHoJIorTap
Ipuk XopHbocresb :xoHe Kypr 3ake
JKyHeciHe »KoHe 10MObIpa MbICaJIbIHA OHBbI
JKaNFacTbipraH GeJiriJii OTaHAbIK FaJibiM
Coysie OreranueBa Toxipubecine cyheHi.

Tankbinay

Kasak y/it acnanrap opkecTpiH Kypy
JKYMbIChI I0MObIpa acrnabblHbIH, HEeri3iHe
JKy3ere acTbl. YJTbIMbI3/IbIH TYHFbILI
JMpHKepHl, akafeMuK Axmer Ky6aHoB
«JlombBbIpa — Ka3aK My3blKa MOJIEHHETI
TapuXblH/a €H KOI TaparaH acnarn»,-

Jien »xkasranbl 6earini (JKybanos 110).
JIeHUHIrpa/L KOHCepBaTOPHSIChIHA
Bacunuit AnzipeeB aTbIHIAFbl OPBIC XaJbIK
acrnanrap opkecTpiHiH xkeTekiici Penop
HumanHaH TaJsim aJjirad oJ1 OpKecTp
acnantblH 6ip TeMOp/eri TypiHeH FaHa
KypaJMalTbIHbIH: «J/{oMOblpanan opkectp
KYPY VLiH TeK Kon 10MObIpaHbIH, OachiH
KOCBIT TapTyra 6osMaiipl. ONTKeHi ca
JKarbl Kon 6oJiraHbIMeH 6api Oip KaJibinTta
6oJica, OpKEeCTP/IiH IbIObICHI 1a OipbIHFal,
’KasiaH O0JIBII LIBIFA/bI», - A€M TYCiHAIpei
(PKyb6anos 23).

JlomObipa ToObIHA KipreH acnarnrap
JiManazonbl O0UbIHILA NUKKOAO0, NPUMA,
cekynda, meHop, arom, 6ApPUmMon,
bac score KoHmpadac 60JbIT OOJIHI.
ChIpTKbI NilliHi »KaFrbiHaH JoMObIpaap

5[1le6ep T. lllamuinmoB 1952 :kblibl AsMaThl
006J1bichl, YKaMObls aynanbl, KacTek ayblibiHaa
JIYHHETe KeJITeH.

"Eqimizaeri mypaxkaiijap MeH
OpbIHAYLIbIIAPAbIH KeKe KOPbIHa aFaiblHbl
b. :xene M.PomanenkoJiap xkane K. Kacbimos
>KacaraH 10MOblpa MHKKOJI0 acnalbl
caKraJjMaraH.



Oip-6ipiHe ykcac 60JFaHbIMEH, IBIOBIC
TECCHUTYpachlHa KOHMbIIATBIH Tajanrap
oJ1apJbIH PTYPJIi GOJIBIN 2KacayblHa acep
eTTi. CoHIbIKTaH TeMOPJIiK GOSTybIHbIH,
»KaHapFraHbIHAH OJ1ap/ibl 2KaHa yJIriferi
acriantap peTiHae KapacTbipyra 60Ja/ibl.
Wenanpusnbik oprasogior Top Marnycos:
“The creation of new instruments is always
a dialectic process that happens through
changes such as new cultural forms,
technological advances or architectural
improvements”—*)Kana acnanrapp!
yKacay op/laiibIM JHaJIeKTHKAJBIK YIepic
60J1bin TabblnaAbl. OJ1 )KaHa MOJIeHH
thopmaJsiap, TEXHOJOTHSIIBLIK XKETICTIKTEp
HeMece apXUTEKTYPaJIbIK KeTiJIIipyaep
apKblJIbl XKy3ere acajibl”, — el
(Magnusson,2021)

OpxkecTp/ie KoJIaHblIaThiH TOMObIpaHbIH
KoJieMi OOHbIHILIA eH 1LIaFbIH TYPi lombbLpa
nukkoao aen aranaapl. Og 6uik Tem6pai
acriantap JblObICbIH KYLLEHATY XKoHe
6osallaKkTa }Keke napTusiiap opbiHaay
MaKcaTbIH/A »Kacaslpl.

JKapusinanras »koHe apxXuBTIK
JlepeKTepre cyieHrense, yaATTbIK
My3bIKa acrantapblH XKeTiIIipy, SFHH
PEKOHCTPYKIMsiIay TYHFbI peT 1933 —
1937 »xbliap apaibirbiaa Axmer
JKy6aHOBTBIH GacCIlIbIIBIFBIMEH KOHE
My3blKa acnanrtapblH ;Kacayllbl webepJep
Kamap KacbimoB neH araribinabl bopuc
KoHe dManyus PomaHeHKo/apibiH,
KaTblcybIMeH »kacasraH (beficembaen
130)%. «PenepryapblHa YJATTbIK 2K9HE
6aTbiC eyponaJiblK KJacCHKa y/rijepi
KipreH Y>KbIMJIBIK OPbIHIAYLIbITBIKTAFbI
acranTapra peKOHCTPYKLUS »Kacay oJlapiblH,
KOHIIEPT 3aJapapblHaa aKyCTHKAJIbIK
MYMKIHIIKTePiH KYyLICHTyTre OarbITTalyMeH
Katap, KopKeMJLiK HesiHbl IypbIC KeTKi3y
MakcaTbIHa dpTYpJii TeMOp/eri acnantapbl

SAxmer Ky6aHOB 10MObIpa MHKKOJIO
webepJepi petinjge araiibinabl bopuc xone
Omanyuns Pomanenkosapel, ain Bnagnmup
Kynukos Kamap KaceimoBTHI aTaiiibl.
YABTOpJap ayrapmachl.

©3apa THIMJL YHJIECTIPY YLLiH e KaXKeT
60a1b1>» (Jlkymabae bepaiban 71). byn
MoceJieHiH 6acKa YATTap MoJIeHUETTepiHe
Jie KaTblcThl ekeHin JIunaan Ky xkone
Creden MakAnamctbin “Timbral blend is
fundamental in various musical activities for
shaping sounds and musical intentions”,
— «OPTYpJli My3bIKaJbIK ailHaJIbIMAAPIA
TeMOpJiep/iiH ©3apa yisiecyi IpiobIcTap
MeH MY3bIKaJIbIK Of - TY2KbIPbIMHbIH,
KaJIbINTaCybIHbIH HETi3i 6osaapi»?, - ereH
nikipinen 6afikayra 6oJazpl (2024 ).

Jlom6bIpa nukkosio Kasak yit
acnantap opkectpine 1936 xbligan
Oacrar KipreH 1oMOblpa npuma Herisinie
»kacasibl. My3biKasblK 0Ky OPbIHIAPbIHIA
JIOMObIpa MUKKOJIO 2KeKe MaMaH/IbIK
peTinie oKbITblIMaranbiMeH, Kypmanrasbl
aTbIH/IAFbl AJIMAThl MEMJIEKETTIK
KOHCepPBATOPHUSICbIHAA 1OMObIpa Npuma
acnabbiHaa Oi1iM aJibll XKYpreH CTyleHTTep
OCBbI 1OMObIPa MUKKOJIOHBI O1J1y MiHIETTi
60761 (Capbibaes 24).

JlomMOblpa MUKKOJIO aJiFallbliHa eKi
KocapJlaHFaH iLLEeKTi, TepT KyJaKTbl O0JIbII
kesii (Beptkos, baaronatos,

SIzoBuikast 134). Kysiak 6ypayel €2, e? — a?,
a? nien GeJrijieHTeHiMeH, XKa3bltybl GipiHLi
OKTaBajia 00JI1bl:

2KA3bLJY bl ecTinyi
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1-uri cypet. JlomGbipa MHKKOJMOHBIH KYyJ1aK 6ypaybl.
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2-wi cypert. JloMOblpa THKKOJOHBIH XPOMATHKAJIbIK
AbIObIC KaTapbl MEH JIHAMO30HDI.

Jlom6bipatibi-yera3 Xabunosna TactaHoB
JIbIOBIC OMIKTIriH 10MObIpa MpUMaMeH
CaJIbLICThIPFaH/Ia, MUKKOJOHBIH YHi 6ip
OKTaBaFa »KOFapbl LILIFATbIHBIH YKA3FaH
(Tacranos 20). [lle6ep Kamap Kacbimos
OyJ1 acnanTbiH AaybIChl OTKIp, 9pi LLIKKbIIAAI
TYpFaHJbIFbIHAH, OFaH «Ky3em» nen aT
korran (banenxan, Kokimena 170).
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Anraiiikel ToMObIpa MHKKOJIO acraObiHbIH
KYPBIIbICBIH cunaTTarad Baagumup
Kyaukos acnantbiH 6achl, MOHHbI

JKOHE 11aHaFbl amiatTas (6yK), 6eT
KAKIarbl LIbIpLIA aralllbIHAH XKacaJFaH,
nepHeci illleKTeH Tarbliraf, canbl 10.

An cbiM i1eKTiH y3biHabIFbl (= 60 cMm
6oJraHbl Typadsibl »kasca (Kysnukos. 14),
Kamap KacbiMoB acnanTbiH, 11aHAFbIHbBIH
Y3bIHBIFbIH (= 18, 3 ¢M, MOUHBIHBIKIH (=
15, 2 cm jien TosibikThIpab! ( bonenxax,
JKokiteBa 158)

Jom6bipa nukkosonbiH1940-1ibl
JKBLIAAPBI KETLIPY YCTiHIe OOFaHbIH
Kypmanragsl atbinaarsl Kaszak xasbik
acranrap opKecTpiHiH 6ac qupuKepi

3-wi cypet. KocapJsianran exi itexTi 1omGbipa
MUKKOJIO acnabbl.

[[Tamron KaxkbiranneBThiH Kamap
KacbimoBka 1962 xkblibl 16 aknan

allbiHa 6epred aHbIKTaMachl pacTaijibl.
By kyxkarta 1949 Kbl 1oM6b1pa
nukKoJ10 acrnabbid ebep Kamap Kackimon
yKacaraHbl XKoHe JIHPHKep OHbIH 6HepiH

JKOFapbl OarasaraHbl TypaJibl aUTbLIa/bl
(Jlkymabaes, bepui6ai ).

Kasak memsiekertik OpTasbik
KHHO 2KoHe (DOTO Ky»KaTTap apxuBiH/e
KypmaHnraabl opkecTpiHiH apTucTepi
lepTnesi- naekTopJbl (10MObIpa MHKKOJIO,
npuma, 6ac, KoHtpabac) acnantapmen
LIbIFApMa OPbIHAAI OTbIPFaHbIH KOPCETETiH
nepeKTi pusbM cakrasaran. Makanana o
QR-kon-nen Hepii.

JloMbbIpa MUKKOJOHBIHEKIHIII
peKoHCTpyKIHsichl 1957 - 1958 Kbliapbl
Maockeyjieri My3biKa acnantapbiHbIH,
(Toxkipubediik webdepxana) pabpuxachbitia
»Ky3ere acTbl. ByJ1 Kesjie OHbIH 1LIaHaFbI,
MOWHBI, IEPHECi, KyJIarbl KoHe THeTi KaKTa

KP. OMK®I)KA. Oprajibik MeMJIEKETTIK KHHO-
hoToKyKaTTap MeH AbIObIC 2kazbaapbl apxXuBi.
Kypwmanrasel aTbiHIarsl Ka3ak y/T acrnantap
OPKECTPiHiH LWepTneJi-naeKTop bl TONTaphbl.

KapacTbIpblibi, KypmaHrasbl aTbiHIAFbI
Ka3ak XaJlblK acrantap OpKecTpiHiH
apHambl Tarchlpbichl 6OHbIHILIA HacKallia
yJIriae, 1aJipeK aiTKaHaa, OpPLbICTBIH 10MPa
MUKKOJIOCBIHJAH, VLI illIeKTi acnan 6oJblM
»Kacadipl. Kamoblt atbinaarsl Kasak
MeMJIEKETTIK (hrIapMOHUsIChIHBIH Kasak
CCP Monenuer munuctpi Amup Kananunre
»kaaran xatoiga KCPO acranacoinma
JIOMOBIpa MHKKOJIO canaJbl araliTap/iaH,
aKyCTHKachl »KarblHaH ['11 eJiiemine

call »KacaJ/iFaHbl TypaJibl 2Ka3blJIFaH
(Kasroccunapmonust Ne 1/243. 25
centabps 1957 r).



MaockeysliK peKOHCTPYKILHS Ke3inje
JlalibIHAAIFaH acnan OyriHri KyHre aeiin
caKraJjMaraHblIKTaH, OHbIH CbIPTKbI
kesibeTin Kypmanrasbl aTbiHiarbl Kasak
XaJIbIK acrnarnrap opkecTpiHit 1965-1i
JKbIJIbI TYCipiaireH (OTOCypeTiHEH KopyTe

6os1a1pl. By acnanTbsin opbiHaayuibics Kas.

CCP-HiH en6ek cinipren apruci [lerp Kan
6osibl. (4-11i cyperTi KapaHbi). Cypette
KepceTiJireH1eH, 10MObIpa MUKKOJIO
acrnabblH bIHFAR/bI YCTAI OTHIPY YILIiH,
OpbIHJAYLIbI OH ASIKThI COJI ASIKThIH, YCTiHE
YKapThlaail alKacTbipa oTbipaabl. ACanThbiH
LLIaHaFbl KilllKeHTal O0JIFaHBIKTaH, OH asik
CoJl KOTepiJireHjie acnar HblK OPHbBIFbII
TYPFaHbIH, aJl OPbIHAAYLILIHBIH, COJT KOJIbI
acranTblH 6ac »KarblH HbIKIIEH KaTapJaca
yCTaraHblH Kopyre 60J1a/ibl.

Kypmanrasbl opkecTpinie 6ipkarap
JKblJ1 O0HbI TIOMObIpa MUKKOJIO acrnabbiHa
OTbIpraH GisiKTi MaMaH — OpbIHJAYLLIbLIAP:
[Terp Kan, A6non1 HusiaroxkaeB xoHe
Hukomnait JIanueHKoB.

Hatuxenepi

Kasak opkecTpinie KoJlaHblIFaH LLepTiedi
TUICKTOPJIbI acnanTap/ibiH KYPblIbIChl
JKOFapbllia aThl aTajiral Mamanaap
eHOeKTepiHJIe TONBIK KOHE HAKThI
OepisMereHiiKTeH, 3epTTey 6apbiCbiHla
NOMObIPa MUKKOJOHBIH, MOPHOIOTHABIK
epeKIeiKTepi apKblibl OHbIH (PU3UKAJIBIK
cHnaTTamachl, ajl ProJorus/ibiK
epeKLIeiKTepiH KapacTbIpFaHia, OHipiCTiK
MaTepHasibl aHbIKTAJIIbI.

JlomMGbipa MUKKOJOHBIH CbI30aChIH
JaiblHayFa MakaJsa aBTopJapbiHa
My3biKauibIK 1ie6ep Epxkan AGnpaxmanos!’
kemekTecti. Ou1 cbizba « Mepeit» xuhas
(habGpuKacbIHIa KacaFraH acnanThiH,
(oTtocypeTi GOHbIHILA CHI3BIIBI.

JlomGbipa nukkosio acnadbl 6ac, MOHbIH,
KeyJe, lI1aHaK »KoHe KaKrak jeren oec
6eqikTeH Typazbl. Ocbl 66JiKKe KOChIMILIA

YEpxkan Hypaaryiasl A6paxmanoB 1986 »Kbl/ibl
AJiMaThl KaJ1aChiH/Ia IYHHETE KEJITEH.

4-wi cypet. [lom6bipa npumatibiiap To66. OMA.
1823 kop, 3 Tisimaeme, 207 ic.

KyJ1aK, LIaiTaH THEK, KeMep, TY>KbIM,
HacTbipMa, illekK, YHIIK, KaJka, ceprep,
JKeJIKeJIiK, VJIKEeH THeTi, TydMeJsiepi Kipei.

By acnan'! KP YaTTeik
KiTanxaHacblHbIH, « OHep 3a/1bl» GOJiMiHIH,
KOPbIH/IA TAPUXH €CKePTKill peTinje
CaKTayJbl.

AcnanTbIH »KaJmbl Y3bIHIABIFBI: 1=59 cM.
[[IafiTan THEK MeH YJKEH THEKTIH apaJibiK
eqmemi: 1=280 mM. Anakan (6acbi) 1=10
cM, eHi; a=5.5 cm. JlomGbIpa MUKKOJIO
acrnabblHa ilIeKTep/li TarblN OEKiTy VIiH
apHaibl BUHTTI KyJlaKTap OpHATbLIFaH. 3
KyJ/1aK acrnarnTbiH ajlakaH OediiriHe KMrawran
opHaTblIFaH. MONHBIHbIH Y3bIH/BIFbI:
(1aiTan THEKTEH, YKeJIKeJIiKKe JIeHiH) —
24 cM, COHFbI MepHere JieliH 1=32 cM.

Kynak
AnakaH
LLlanTtaH Tvek
Mo#bIH
YHAOik
LUaHaK KaKnaK
Tuek

Tynme

5-1i cypeT. JIoMObIpa MUKKOJIOHBIH KYPbIJBICHI
JKoHe OeJeKTepiHiH aTayJ/apbl.
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KillIKeHTal [1aHaFbIHBIH OPTAChl CJl
JKaJjmakray O0JIbIM OpbIHIAYIIBIHBIH

yCTar OTbIPybIHA bIHFAHJIbl €KeHiH Oiyre
6osapl. [HlanakTbiH CHIPTKBI MillliHi
conakluaJgay 6oJbln KejareH. bacteipma
(Haknanka, MeHsypa) = lem, (=33 cwm.
[lepHesiep GosaT TeMipieH TYPaKThl KblJIbIT
opHatblIFaH, canbl — 19, yHuik reciri — 1,
THeK. |, THeKTiH A=1 cM, aJ1 KeJleHeHiHeH:
b = 12 cm. bet Takraiiiarbl Kaaka
(maHuMpb) oloJapMeH epHekTesreH. Kanka
arallTbiH >KyKa 6eT KaObIFbIHAH (1ITOH )
yKacaJsiblll acnantbiH, 6T KaknarbiHa 01oJ1ar
JKarCbIpblIFaH. ACManTbiH 3 KyJaFbl BUHTTI

Acnan MOHHbIH KeJlleHeHiHeH oJllIereH e,
6ac »arbl: @ = 2 cM, oprackl: b = 2.5 cm,
asik 2karbl: ¢ = 3 cM. MOHbIH 1IaHAKKa
OpHATBIJIFAH YKepiHeH (YKeJIKeJIiK ) COHFbI
nepHere Jiekid: (= 9 cm. MolibIHHaH
yHIiKKe neiin (=10 cM, YHAIKTeH TyKbIMFa
neiinri apasbik: (=15 cm. Kaknak 6eri
KeJIIeHeHHEH (eHi ) Y11 2Kep/ieH oJIIIeH]Ii:
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6-11bl cypet. Asnimatbl «Mepeii» xuhas xacay
thaGpuKacbIHbIH My3blKa leGepXxaHachbiHia
JKacaJjiraH 10MGObIpa MUKKOJIO acraodbl.

Kaknak 6eTinin (=26 cM, KoJsieHeHHEeH
KaJIKaHbIH TYChI, VHIKKe JieHiH eHi: a=14
cM. Tuek afinanacel: a= 19 cMm, aJg asiK
»Karbl (TyKbIM Godiiri) a=17 cm. [llanak
Tepensiri:= 21 cm. bet kaknak — 2
TaKTalllazaH KypaJbll 2KarchlpbliraH.
[Tanak »KaJanakThirbl 9pTYpJi 7 66JikTeH
KypaJiraH. ACTbIHAH caHaFaH/a, oJlap/blH
OPKANCBICBIHBIH XKaJMAKThIFbL: 1, 2,

6, 7-1i Takranuanap 4 cm 6osca 3

neH 5-1i Takraiiia 5 cm ajn 4-1ii 6 cm
eJeMiHzie Keciiren. by xkepaeri 3, 4,
O TaKraMla maHarbiHblH 6ackanapaan 1,
2 CM apTHIKIIBILIFBIHBIH 631 aCManThiH

MeXaHM3MHEH KacaJFaH.

Enimizzne niekTopJibl acnanrapra ek
HiblFapaThld padbpuKasap 6oaMaraHibIKTaH,
Peceiine apHarfibl IJIeKTOpJIbI acnanrapra
apHaJiFaH 3aBoji, (habpuKasapaa acrnantbii
JIMANo30HbIHA Kapa# LbIFapblIFaH CbIM
itekrep Tarblybl. JloMmObIpa MUKKOJ0
ilIeKTepiHiH 9pKaNHChICbIHA TOMEHTI
peructpueH 6acrar xKorapbl Kapan
TyciHikreme 6eprenze, Al — iuerinin
(=510 mMm. Ocbl ilIEKTIH TaPTHIIBICHI
T — 11,4 H; IpiOblcTbiH TasablFbit [
neH kepceTkenze 493,84. e2 — iwerinig
(=490 mm. Taptbiibicst T — 10,7 H; T
KepceTkilli 6569,2. a2 — iuterinin t=450
MM. TapTbuibicer T — 9,8 H; ' 880.

JlomMObipa MUKKOJIOFA TAFbIIATBIH ChIM
iILIeKTiH K6JieMi MeH IMaMeTpiH aHbIKTak
KeJie ilIeKTiH ThIFbI3JbIFbI (PU3UKAJIbIK
bopmyaamen ecenreii. AnbiveH V
=m/d= KeJeMHiH popMy.1achl GOfbIHILIA
CbIM ilLIEKTiH casMarbi'® MeH 1rameTpin
ecenTel KeJjie, KoJieMi LIbIFapblibl',
[iekrin canmarsl m =0,4 rp 6oJsica an
nuametpi d =0,4-Ke TeH WLIKTbL. EHi

11957 xbibl Mackeyie )Kacasran

JIOMOBIpa MUKKOJIO acnabbl KOJbIMbI3/1a
6oJIMaFaH/IbIKTaH, OHepTaHY bl Baiagumup
KyJiiKoB cumarTarn »asbii KetTken 1936
XKbIJIFbI acnanThbl «Mepeil» HexbiH/a
)KacasraH 1970-11i Kbl gapaarbl THKKOJOMEH
CaJILICThIPFAH/IA, COHFbI ACMATNThIH MOHbIH
Y3bIHJIBIFbI (1=D9 CM) aJIIbIHFbIIAH KbICKa1ay
JKoHe MOHHBIHBIH KOJIJIEHEHHEH COJT KOJIFa
OpbIHJIAY 2KAFbIHAH XKaJinaKray O0JIFaHbIHAH
BIHFAHCBI3bIK TY/bIPATBIHbI AHBIK.
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7 -wi cypet. Jlom6bipa NMKKOJIOHBIH KyJ1aK Gypaybl.

8-11i cypet. JloMmObipa MUKKOJOHBIH XPOMaTHKAJIbIK,
JIIObIC KATaphl MEH JIHATIO30HbI'2.

oCblIap/iaH 1IbIKKAH caHjibl 6ip-6ipiHe
0oJ1iI, ilLIeKTiH KoJieMi aHbIKTaJI/bl.
duzukanbik opmynana V =m/d
=0,4/0,4=1 v 60.1bIn KopceTineni. Keneci
Ke3eK 0MObIpa TTHKKOJI0Fa Tarbl1aThlH
CbIM illI€EKTePJIiH ThIFbI3BIFbIH LIbIFApy. Ou
yiIiH Macca KeJiemre Gesineni: p =m/V,
6y.1 kepceTkimke p =m/V=0,4/1=0,4kr/
m? popmystachl KosnanbLibl . JlomGbipa
[UKKOJIOHBIH, iLUEKTEPiHiH ThIFbI3bIFbI P
=0,4 kr/m? Ten Gospl. A —e? —a ?
OypaybIMeH 10MObIpa MUKKOJ10 acnanobl
OPKECTP/IiH »KOFAapPFbl PETUCTPIH KYLICHTTI.
JKaunnbl anrania, sTHHKaJbIK HeMece
OHBIH HeTi3iH/Ie KeTIipiJIreH acnanTap
VHIHIH canachl oJlapblH, xKacaJy
MaTepHasblHa KOHE KYPbIJIbICbIHA TYyeJIli
6oJaTbiHbl Oedriji. Bys aptypai esnep
My3blKa acnanTapbliHbIH KacaJbil,
JbIOBICTAPbIHBIH, TOJTYMa CHIIATBIMEH
epeKLIeJieHyiHiH 6acThl a/FbILIAPTTAPbIHbIH,

12JlomObIpa MUKKOJIOFA aJiFaliIKbl Ke3Jie
JoMObIpa NpUMa acnabbl CHSIKTbI KocapJiaHFaH
ileK TarbLIbIM, €2- €2, a?-a® GypaybiHa
KeJITipisii (ectisnyi 6ip OKTaBara xKoraphi).
Jupuxep L. Kaxbiraanestin 1957 K bljirbl
PEKOHCTPYKIMSIChIHAH KeHiH TOMEHT1 yLiH i
ileK TarbLIbI, acnarn oypaybl h'-e2-a? GoJibin
63rep/i.

13 Macca — MaTepusiHbIH HHEPILHSIIBIK KOHE
rpaBUTALMABIK KACHETiH aHBIKTAUTBIH
(hU3MKaJbIK lIaMa. m — mMacca.

14 KoJsieM, V — 1ieHe HeMece 3aTThIH KeHiCTiKTe
asiaTbiH G6JliriH cHNaTTalThiH 1ama. OJiem
6ipJiiri: V = m"3. Kesiemuin popmysacer V
=m/(d).

TBIFBI3/IBIK, P — JI€HE MACCACHIHBIH OHbIH
KOJIeMiHe KATbIHACHIH AHBIKTAUTBIH CKaJIsip
bU3NKABIK amMa. OumeM 6ipiri: p =kr/m?,
THIFBI3ABIKTBIH (hopMyaackl p =m/V.

6ipi. Mbicasbl, Manaiiausa acnabbl caneni
3epreren 2aavmdap Tu Xao Bonr, Axman
Caiiduaya, Paxuzap Pamsn xxone Munr
®yur Cynr: «Our findings highlight
wood type as crucial for sape quality.
Additionally, instrument dimensions and
fret settings impact its overall quality.
These results offer guidance for sape
makers to improve instrument quality
and potentially contribute to preserving
Sarawak's cultural heritage» - «Biznin
HOTHUzKEJIepiMi3 OOMbIHILIA, CalleHiH, canachl
YLLiH OHbIH KacaJiraH aratil TypiHiH [IeLyLi
MaHbI3bl 6ap. CoHbIMEH KaTtap, acrnanTblH
KaulMbl carnacbiHa OHbIH KOJIeMi MEH JIAJThIK
Oypaybl 1a acep etejii. Carie kacalTbiH
uiebepJiep ochbl HATHAKEJEP/ OACHIBIIBIKKA
aJIblM, acranTapblH canachlH KaKkcapTybl
Capayak MojieHH MypachlH caKTaJyblHa
bIKMaJ eTeii»!®, - nen »xasajbi (2023).
Jlom6bipa MUKKOJIO acrnadhbl L1aHaK,
MOWBIH, ajakaH (6achl) Kypama
GeJlIeKTep/eH, ajl MaTepHaJibl COJl
Ke3eHJep/ie Kosjlanbicta OoJIFaH 1amiiar,
Kapara# »KoHe HIbIpIlia aralliTapbiHaH
JKEJIIMARJII KypaJibl.

Acnarn Tek MeIMaTopMeH FaHa olHaJIa/bl.

Anraikel KeseHjie 1oMObIpa MUKKOJOHBIH,
Me/IMaTopbl, 10MObIpa npuMaarbiai,
TacOaKaHbIH CyHeriHeH xkacaJjica
(Tacranos 41), Kagipri yakpITTa KarnpoJsat
MaTtepHaJiblHaH KacaJblHabl.

JloMObIpa MUKKOJIO MOWHBIHIAFbI
nepHeJiepi bIObICTAp Ta3a UIbIFYbI
YLIiH apHatibl (hopMyJIaMeH TeOPHUSIIbIK
ecernreyJiepyie N: HHTEPBaJIbl KOI(PPHUIIEHTI
KoJlaHbLIbl: N = 2Y2=1,05946
(Komapos, @emonunn 107). JlombGbipa
MUKKOJIOHBIH, KYJIAK KYHiH HAKTbI KEJTipil,
11aiTaH xKoHe YJIKeH THEKTePiHiH apaJiblK
y3bIHJBIFb! oJeH i O 1=280 MM 6okl
Ocbl popmysia KemeriMmeH 6ipiHLLi MepHEeHiH,
napaMmeTpi aHbIKTaJJIbl.

Yaei: 1

L, = 280/1,05946 = 264,2 M.

Ochl oziicrieH op MepHeieH HIbIKKaH
cannbl 1,05946-ra Geutir, acrar
MOWHBIHAAFbI OAPJIbIK IEPHEH] OChI
oJlllIeMMeH opHaTyra 60J1aTbIHbI
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anbIKTasIbl. PopMmysiaMeH ecenTerexe,
JOMObIpa MUKKOJIOHbIH 19 nepHeciHin
TeOMeHJIeTified eJiieM OipJiKTepi
LIBIFAPBIIBI:

Makasnana 3epTreJin oThlpraH acrnar,
6eJIriJi STHOOPraHoJIor FasIbIMAAp JpUK
XopHb6ocTenb MeH KypT 3ake My3biKasibiK
acriantap kjaccuduKaluschiHa
321.321 (Yauleunble mieidKoBbI€ JIOTHH )
MHJIeKCiHe calikec Keqeli (XopHOoCTe b,
3akc 253). by xikrey kyfieci albiK
6oJIFaHbIHAH OHbI 9Pi Kapai TOJNTbIpYFa
6oJaTbiHbl Oedriai. Mbicanbl, 6enrii
OTaH/IbIK STHOMY3bIKaTaHyllIblaphbl
CoyJsie OTerasineBa Kazak acnanrapbiHaH
— nomObIpaHbIH, an ['yazana Omaposa
— KOObI3 MH/IEKCIH LLIbIFapFaHbl MaJIiM.
Coysie OTeranueBa 3epTTeyiHjie XKOFapbiia
KepceTiireH HHeKe 6acka caniapMeH
TOJILIKTBI. ATan anTKanaa, ileKTin
JavblHany MaTepuasbiia 6ainanbicTbl, 1 —
TaOurK (KblJ, MaJJIbIH illeri, xKifeK i), 2
— TabUFu emMec (CbIM ilIeKTi), 3 — yKacaHpl
(CUHTETHKAJIBIK illIeK) illleKTep jen
OeJsiriieHeni. Acnan maHarbIHbIH XKacaJy
JKoJiiapbiHa 6alanbICThl, | — OHBIH
niaHarbl Tytacrai wabbiirat. JlomObipana
JbIOBICTBI LIBIFAPY OPbIHAAYIIBLIBIK
epekieJirine 6alIaHbICTbl, 5 — KOJIbIMEH
1epTin opbiHaay, 6 — MeUaTOPMEH
(MIeKTOPJIBLI ) OpbIHAAIAAb (Y TeraaeBa
2013).

Apuk Xopubocrelb xoHe Kypr 3ake
KiKTeyiHe »KoHe OHbl JOMObIpa acrnadbl
OoFbIHILIA YKAJIFACTHIPbIN 3epTTereH CayJe
OTterasneBa TYKbIpbIMIapbIHa CyleHe
OTBIPbIN, MaKasaMbl3aa 1oMObIpa MUKKOJIO

11 =264,2/1,05946 = 2494 Mm

11 = 148,3/1,05946 = 140,0 MM

(2= 249,4/1,05946 = 235,4 mm

12 = 140,0/1,05946 = 132,1 Mmm

1= 235,4/1,05946 = 222.2 MM

13 = 132,1/1,05946 = 124,7 mm

14=222,2/1,05946 = 209,7 Mmm

t1a = 124,7/1,05946 = 117,7 mm

15 =209,7/1,05946 = 197,9 MM
15=197,9/1,05946 = 186,8 My

15 =117,7/1,05946 = 111,1 mm
tis = 111,1/1,05946 = 104,8 MM

17=186,8/1,05946 = 176,3 Mmm

t17=104,8/1,05946 = 99,0 mm

15 = 176,3/1,05946 = 166,4 M
1o=166,4/1,05946 = 157,1 mm

115 = 99,0/1,05946 = 93,4 Mm
1 19= 93,4/1,05946 = 88,1 Mm

110 = 157,1/1,05946 = 1483 Mm

8-u1i cypet. JlomGbipa MUKKOJOHBIH XPOMATHKAJIbIK

JILIOBIC KATapbl MEH JIMAMO30HbI'Z.

acnabbl 321.321. 2.6. gereH uHgeKCreH
Genrisieneni. Myunarst 321 — neri 3 —
XopnogoH, 2 — KypamaJibl, 1 — JI0THS
TOPi3Ni; Keseci 321 caHbIHIAFbl 3 — carThl,
2 — MolbIHIbL, 1 — TocTaraH Topis.
Jlom6bipa MUKKoJ0 acnabblH 3epTTEreHe,
OFaH KOCBUIFaH 2 — ChIM illleK (TaGuru
emec), a1 6 — MenMaTopMeH (1iepTnei-
TJIEKTOPJIbI ) OPbIHAAIATHIH acrarn eKeHiH
Oinipen.

TyXbipbiMaap

Maxkanana TemeHerifiell TyKblpbIMaapra
KOJI 2KeTKI31JI/L:

1. le6epaep Kamap KacbimoB,
Cepreit ®enoroB kone Typcoinban
[IIamirmoB »xacaras 1oMObIpa
MMKKOJIOHBIH, HyCKaJlapbl CaJIbICThIPbI/IbII,
JIOMOBIpaHbIH HETi3iH/e yKacaJFaH —
€Ki ’K9HE OPBICTBIH A0MpPa [MHKKOJIO
VJITICiHAeri - YU iLIeKTi acnanTap/blt 1apa
epekiiesiikTepi aHblKTaMbl. JloMmObIpa
NMUKKOJOHBIH, 1930- 111kl 2koHe 1960-
1970-1i 2xblnap HycKaapbiH 03apa
CaJIbICTbIpFania, 0JlapiblH ChIPTKbI MilliHi
OaTbICKa3aKCTaHAbIK JOMObIpara »KaKblH
OoJIFAHbIMEH, illIeKTEPiHiH CaHbIHAA,
OJIapJIbIH JKacaJsly MaTepHasbIHAA, MePHEiK
JKyHeciHze, AbIObIC TECCUTYPaChIHAA €19Yip
epeKlIeJiKTep aHbIKTaJibl.

2.Bya weprnei-naekropJbl acnanThl
foJialllakTa KaiTa »KaHIaHAbIpbIIl, OPKeCTp
KypaMbIHa Kocy yiiin, n = 2Y2=1,05946
MHTEPBaJIbl KOS(PULHEHT] opMyJiackl
OOMbIHIIA OHBIH, MOWHBIHJIAFHI 9P MePHECiHiH
JIbIOBIC KaTapbl €CenTel WblFapbl/bll,
JIOMOBIpa MUKKOJIOFA TaFbIJIATHIH ilIEKTePiH
KyJ1aK KyHiHe Kapai, op ileKTiH (HU3HKaJbIK
TapThIIbIC KYLIi OOHbIHIIA Y3bIHABIFbI,
TAPThIJILICH], KAJIbIH/IBIFbI 2KOHE JIbIObIC
TazaJsbIFbIHbIH, [ KOpceTKillli 3epTTei;

3.JlomObIpa MUKKOJOHBIH, aJIFalll peT
Apuk XopHbocresb :xoHe Kypr 3ake
acranrap KjaaccHpUKalusCbIHIAFbI
321.321. 2.6. unnexci Gedrizenni.

16 ABTOpJIAp ayapMachl.



KopbITbIHADI

Makanana Kypmanrassel atbiniarsl Kazak
VITTBIK XaJIbIK acnantap opkectpi, 1oMObIpa
TOObIHIAFbl MTUKKOJI0 acnabbl 3epTTeJl.
OHbIH TapuxbiHa GaHIaHBICTbI IEPEKKO3NIEP
MalbIMAAJIbIT, 3Pro-MOP(OJOTHSIIBIK
cunaThl KeTipiii. Acnantbiy 6oJaiiakra
KaWTalaH My3bIKaJbIK TPaKTUKara eHyi
yLIiH mebepJsepre KoMeri THETIH yKacay
TEXHOJIOTUSIChIHBIH KeHOip MaHbI3/IbI
epekliesiKTepi aublpl. By rbuibivMu
JKYMBICTBIH, 9pi Kapa# TepeH/er,
JoMObIpa MUKKOJIOHBIH XaJbIK acrantap
OpKecTpJiepiHe KalTa opaJjybl TOMEHETiIeH
MiHJIETTEpre CYHEeHil »Ky3ere acybl MyMKiH:
Acnarn TapuxblH erxKei-TerKemni Tany
VLLiH 0J1 TypaJibl 2Ka3bl/IFaH aPXUBTIK
Ky?KaTTap/ibl, a1 aKyCTHKaJBbIK JAbIObIC
epeKLIeIKTePiH 3ePTTey MaKcaThblHIA
JOMObIpa MUKKOJIOHBIH, 1957 2KbIIFbI
HYCKaJIapblH i3/1eCTipy 2KYMbIChI 2KaJ1Facybl
THIC;

JlomObipa NUKKOJ0 acnadbl
KoJsilanbliFaH Kasakeran KoMnosuropJapsl
HIbIFapMaJiapblHbIH KMHO 2KoHe ay/I1o
»kazbaJsiapblH i3fecTipren ab3adg;

3) OpkecTpjie KoHe xKeKe
OPbIHJAYIIBIIBIKTA KOJJAHBIIAThIH KA3aK
aKaJeMHUSJIbIK XaJIblK acranTapblHbIH,
CarachlH apTThIPY YLLUiH MEMJIEKETTIK
TaxKiprOeJi My3bIKasbIK 11e6epxaHaJsap
AWbITYbl KA2KET;

4) O meGepxaHasapiibl 2KyMbIC iCTEHTIH
MaMaHJapabl JAHbIHAAUTBIH KOJITERKIE PAIH,
6isim Gepy HGarnapaamManapbiH KyLIEHTi,
MY3bIKaJIbIK-TEOPHUSIIIBIK 2KIHE
MpaKTHKaJIbIK TTOHIEePMEH KaTap, (husnka
MeH aKyCTHKaZarbl COHFbI KaHAJbIKTap
eCKepiieTiH MoHIAEP/ 1€ €HTi3y KaxKeT.

5) binim 6epy 6arnapiamanapbii
TepeHIeTy MakcaTtbiHaa Pecefine xKoHe
aJIbIC- 2KAaKbIH LIETeJIep/le XKapusilaHraH
OKYJIIKTap MEH OKY KypaJiapblHbIH
MEeMJIEKETTIK TiJIIeri ayrapmaJjiapbl MeH
OTaHJIbIK aBTOpJap eHOEKTEPiH Nanaanany
Kepex.
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K¥PMAHFA3bl ATbIHOAFbI KA3AK ¥/ITTbIK XAJTbIK ACMTANTAP OPKECTPIHAOEN OOMBbIPA MNMKKOJ/TOHbIH

K¥PbINTbIMAbIK EPEKIWENIKTEPI

ABTOpnapabIH, yneci

A. WLl fixxyma6aeB - KypmaHfasbl aTbiHAafFbl Kasak, yATTbIK Xasblk acnantap
opkecTpiHaeri LoMbbipa MMKKONO TypanblapXuBTiK xaHe KasakcraH Pecnybnmkacsl
YATThIK KiTanXaHaCbIHbIH, ©OHep 3a/bl KOPbIHAAFbI AePeKTEPiH, KapUsNaHFaH XaHe
Komkasba eHbekTep ManiMeTTepiH XMHay; acnan KypbibICbiHbIH, €peKLeniKTepiH
aHbIKTaN, NnepHeaparblk eneMaepi MeH ilekTepaid husunkanblk enwemaepid ecenten
WblFapy; Aepekkesaep Ti3iMiH pacimaey.

A. P. Bepgi6aii - Makana xocnapblH XXeHAey, MaTepuanibl xyieney, MaTiHAI AanbiHAAN
pepakumsnay, aHaaTnaHbl xasy.

Bknap, aBTOpOB

A. L. Dxxymabaes - cbop cBeneHui 13 apxmBoB M GoHAA 3ana UCKycCTB HauMoHanbHoOM
6ubnuotekn Pecnybnunkm KasaxcraH, u3 onybamkoBaHHbIX paboT u pykonucen o
nombpe nukkono Kasaxckoro HaLMOHaNIbHOrO OpKecTpa HapOAHbIX MHCTPYMEHTOB
nmeHnKypmaHrasbl; onpeneneHme 0CHOBHOM MAen CTaTbu; M3ydyeHne ocobeHHocTel
CTPOeHMS [,OMOPbI MUKKOJO, U3MEPEHME MEXAAKOBbLIX PACCTOSHWUI (MHTEpBanos),
($U3MYEeCKMX NapaMeTpoB CTPYH, 0POPMIEHME CNUCKA UCTOYHMKOB.

A. P.Bepaum6aii - KOppeKTMPOBKA NaHa CTaTby, CUCTEMATU3ALIMS MaTepUana,
NOArOTOBKA TEKCTA M ero pefakTypa, HanMcaHWe aHHOTALMUK.

Contribution of authors

A. Sh.Dzhumabayev - collection of information from the archives and the fund of the
Art Hall of the National Library of the Republic of Kazakhstan, from published works
and manuscripts on the piccolo dombra of the Kazakh National Orchestra of Folk
Instruments named after Kurmangazy; definition of the main idea of the article; study
of the features of the structure of the piccolo dombra, measurement of interlocking
distances (intervals) and physical parameters of strings, design of a list of sources.

A.R.Berdibay - correcting the outline of the article, systematizing the material, text
preparation and editing; writing an annotation.
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Acer [lxyma6aes, Aiixkan Bepau6aii

Kasaxckast HalpoHaJ bHast KoHcepBaTopust uMeHn Kypmanrasbl
(Anmarsl, Kazaxcran)

OCOBEHHOCTU CTPOEHUA AOMBPbI MMKKOJI0 KASAXCKOIo HALMOHAJIbHOIO
OPKECTPA HAPOAHbIX UHCTPYMEHTOB UMEHW KYPMAHTA3bI

AHHoTaums. B HoiHewHeM (2024) opy My3bikanbHas obuiectBeHHOCTb KasaxcraHa npasanHyet 90-netne
Ka3saxckoro HaumMoHanbHOro OpKecTpa HAPOAHbIX MHCTPYMeHTOB MMeHn KypmaHrasbl. C nepBbix et
CBOEro BO3HMKHOBEHMS B €r0 pernepryap BOLIM MEPENOXKEHNUS Ka3aXCKMX KIOeB M NeceH. Takxe BaKHOM
€ro COCTaBNAOLLEN CTaNN NPOU3BEAEHNS EBPOMENCKMUX PYCCKMX KOMMO3UTOPOB. 3TO 06YCN0BMIIO
Heobx0AMMOCTb PEKOHCTPYKLMKU AOMOPbI M BOSHMKHOBEHMWS ee pa3HoTeMbpoBbIix BUAOB. Co3naHue
LLOMOPbI MUKKOIO 6bI10 HEOOXOAMMO AN YCUEHWUS 3BYHaHMS MHCTPYMEHTOB B BEPXHEM PETUCTPE.

HaunHas ¢ 1980-x ropoB., 3TOT MHCTPYMEHT, BbILLEN U3 MY3bIKaIbHOM NPAKTUKK M Bbina 3aMeHeH
(hnenTon NMKKONO, NPSMON U PE3KMIA 3BYK KOTOPOW HEA0CTAaTOYHO YOeauTenbHo cornacyercs ¢ ApyrmMu
TeMbpaMmu OpKecTpa Ka3axCKMX HAaPOAHbIX MHCTPYMEHTOB MPU UCMONHEHUW NEPENOXEHUIA KIOEB U NECEH,
a TaKKe OpPUrMHANbHbIX NPOM3BELEHNI OTEYECTBEHHbIX aBTOPOB.

AKTYanbHOCTb TeMbl 06yC/IOBNEHA BaXKHOM ponbto TeMBpa LOMOPbI MUKKOIO M MOYTH MOJIHON ee
Hen3y4YeHHOCTbI0 B Ka3axCKoW 3THoopraHonoruu. Llens cratbu — uccnenoBaHne CTpykTypbl AOMOPbI
NMKKoo Ka3axckoro HaLMoHaNbHOro OPKeCTPa HapPOAHbIX MHCTPYMEHTOB MMeHM KypMaHrasbl
onpenenseT cnenylolwme 3aaaym: 1) usyyeHne MTtopum CTaHoBNEHWUS AOMOPbI NUKKONO; 2) 3po-
Mopdonormyeckas xapakTepucTuka MHCTPYMEHTOB, U3TOTOB/IEHHbBIX MECTHBIMU U POCCUIACKUMM
MacTepamu; 3) fanbHellle BblYUCIEHWNE TOYHbIX Pa3MEPOB YaCTel MHCTPYMEHTA U ero GU3nYecKmx
napameTpoB; 4) onp@eneHne nHAeKca LoMbpbl MMKKOMO No Knaccudukaumm puka XopHbocTtens n
Kyprta 3akca.

B nccnepoBanuy 6biiM npUMeHeHbl KOMMIEKCHbIA M CUCTEMHBIN MOAXOAbI, @ TaKXKe
MOP®ONOrMYECKMIA U CPABHUTENBHO — TUMONOTMYECKUI MeToAbI. Bonbluoe 3HayeHWe B MOATOTOBKE
CTaTbV UMENU UAEUN POCCUIACKMX aBTOPOB — CMELMANNCTOB MO U3rOTOBNEHUIO PYCCKMX HAPOAHbIX
nHcTpymeHToB Hukonas Komaposa n Cepres @eatoHuHa.

B pesynbrate nccnenoBaHns 06HapyXXMnoch, YTo CpaBHeHWe AOMOP NUKKONO,
M3roTOB/IEHHbIXPA3HbIMK MacTepaMu,NoKasano UHAMBUAYANIbHbIE CTPYKTYPHbIE 0COBEHHOCTM
MHCTPYMEHTOB, @ UTOrM MaTEMATMYECKOr0 pacyeTa MeH3ypbl 4OMOPbI MUKKONO, a TAaKXKe GU3NYECKMUX
napaMeTpoB CTPYH MOTYT CTaTb OAHOM U3 BaXKHbIX MPEANOCHIIOK BO3POXKAEHMS 3TOr0 MHCTPYMEHTA.

KntoyeBble cnoBa: Kaszaxckuit HaLMOHaNbHbIA OPKECTP HAPOLHbIX MHCTPYMEHTOB MMEHM
KypMaHrasbl, peKoHCTPYKLWMS, YaCcT1 AOMOPbI MMKKONO, CTPYHbI U TAAKU MHCTPYMEHTA, u3nyeckune
napameTpbl MHCTPYMEHTA.

Ana yumupoeanus: Ixxymabaes, AceT u AiixaH bepanbaii. OcobeHHOCTU CTpoeHNs AOMOPbI MUKKO0

Ka3axCKOro HaLMOHaNbHOrO OPKeCTpa HAPOAHbIX MHCTPYMeHTOB MMeHn KypMmaHrasbl. Central Asian
Journal of Art Studies, T. 9, N2 3, 2024, c. 124-143, DOI: 10.47940/cajas.v9i3.915

bnazodapHocmu: BbipaxkaeM rnyboKyto npusHaTenbHOCTbpeaakumm xxypHana «Central Asian Journal
of Art Studies», a Takxxe aHOHUMHbIM peLeH3eHTaM. ABTOpbI CTaTbM BblpaXatoT 61aro4apHOCTb 3a
COLENCTBME B COCTAaBNEHMMU CXEMbI CTPOEHMS LOMOPbI MUKKONO MAcTePy My3blKaNbHbIX MHCTPYMEHTOB
AbgpaxmaHoBy EpyaHy, a Takke MaHap6ekoBoi TyHblK — 32 MOMOLLb B 06BbSCHEHUU MPUMEHEHUS
hopMyn n3MepeHus GuU3nyeckMx napameTpos (MIOTHOCTU, 06bEMA M MACChI) METANIIMYECKUX CTPYH
LOoMbpbI MpuMa.

Asmopbl npoyumanu u 0006punU OKOHYamMebHbILU 8apuaHm pykonucu u 3ase/som 06 omcymcmeauu
KOH@IUKMa uHmepecos.
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Aset Jumabayev, Aizhan Berdibay
'Kurmangazy Kazakh National Conservatory (Almaty, Kazakhstan)

STRUCTURAL CHARACTERISTICS OF THE DOMBRA PICCOLO IN THE KAZAKH NATIONAL
FOLK INSTRUMENTS ORCHESTRA NAMED AFTER KURMANGAZY

Abstract. This year (2024), the music lovers of our country are celebrating the 90th anniversary of
the Kazakh National Folk Instruments Orchestra named after Kurmangazy. From the early years of its
existence, its repertoire included adaptations of Kazakh tunes and songs, as well as works by European
and Russian composers. This required the reconstruction of the dombra and the production of several
types of timbres. The creation of the piccolo dombra and its inclusion in the orchestra arose from the
need to strengthen the sound of the instruments in the upper register.

This instrument has been out of musical practice since the 1980s. It was replaced by the flute
piccolo, which has a sharp and piercing sound and does not blend well with other instruments of the
orchestra during the performance of tunes and songs and original works by domestic authors.

The relevance of the topic of the article is related to the important role of the dombra piccolo in
the orchestra of Kazakh folk instruments and its incomplete study in Kazakh ethno-organology. The
purpose of the article is to study the peculiarities of the construction of the dombra piccolo in the
Kazakh National Folk Instruments Orchestra named after Kurmangazy. To achieve this, the following
tasks were performed:

1. Study the history of the formation of the dombra piccolo.

2.Show the ergo-morphological description of instruments made by local and Russian masters.

3. Calculate the exact dimensions and physical parameters of the parts of the dombra piccolo
structure.

" t4.SDe;c]ermine the index of the piccolo dombra according to the classification of Eric Hornbostel and
urt Sachs.

Complex and systematic approaches, morphological and comparative-typological methods were
used in the research. The ideas of specialists in Russian folk instruments such as Nikolai Komarov and
Sergey Fedyunin were important in the preparation of the article.

As a result of the study, it was found that a comparison of piccolo dombra made by different
craftsmen showed the individual structural features of the instruments, and the results of the
mathematical calculation of theof the scale of the dombra piccolo, as well as the physical parameters
of the strings, can become one of the important prerequisitesfor revitalizing this instrument.

Keywords: Kurmangazy Kazakh National Orchestra of Folk Instruments, reconstruction, parts of the
dombra piccolo, strings and frets of the instrument, physical parameters of the instrument.

Cite: Jumabayev, Aset, and Aizhan Berdibay. Structural characteristics of the dombra piccolo in the

Kazakh national folk instruments orchestra named after Kurmangazy. Central Asian Journal of Art
Studies, vol. 9, no. 3, 2024, pp. 124-143,D0I: 10.47940/cajas.v9i3.915
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PATTERNS OF KAZAKH
CULTURE: FROM
ANTHROPOPRACTICES
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Akmaral Baikuatova', Kurmanbek Baykuatuly?

'Kazakh National University of Arts (Astana, Kazakhstan)
2Temirbek Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

Abstract. This study explores the role of intonation in the transformational anthropopractices of
Kazakh culture and its psychotherapeutic aspects. Kazakh folklore and ritual practices are rich in
musical elements, with intonation playing a central role. Intonation not only conveys cultural and
spiritual values but also acts as a powerful mechanism for psychological regulation and emotional
expression.

This research aims to uncover the mechanisms of intonation’s impact on the human psyche and
its role in maintaining mental equilibrium and inner harmony. Special attention is given to the study
of ritual practices where intonation is used to achieve therapeutic effects, such as in “Syngsu,” “Besyk
zhyry,” and other ritual forms. A comprehensive methodological approach is employed, integrating
elements of cultural anthropology, musicology, psychology, and philosophy.

The study identifies critical intonational patterns that contribute to psychotherapeutic effects. It
is found that specific musical intonations can evoke deep emotional experiences, promoting self-
awareness and emotional release. For instance, in rites associated with transitional life stages (birth,
marriage, death), intonation helps participants cope with emotional stress and experience these
moments more consciously. Intonation is also considered a means of collective experience and social
cohesion. Musical rituals foster a sense of community and mutual understanding, which is particularly
significant in the context of traditional Kazakh society. These practices help maintain social structure
and cultural identity.



The article highlights the importance of preserving and popularizing the traditional musical
practices of Kazakh culture. In contemporary conditions, where mental health is becoming an
increasingly pertinent issue, the revival and integration of these practices with modern techniques of
music therapy can serve as an effective means of psychotherapy and spiritual development.
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Introduction

very traditional culture has its practices

for working with musical experiences,
that is, different ways of conveying
emotional messages through their unique
intonational methods (their languages
of intonation). The entire experience of
these practices is concentrated in folklore,
as ancient practices primarily served
to preserve life forms, psychological
protection, and care for all members of
the genus. These practices are now seen
as transformational anthropopractices in
the modern world. This term has various
definitions depending on its essence
and the approach to its study. For our
research, the most relevant types of
anthropopractices are the cultural and
personal forms. The cultural type exists
in any culture (civilization), meaning
the “concept of man is the same for all
members of society.” The individual
is the creator of the concept, which
constitutes the personal kind (Rozin 13).
Having defined the conceptualization
of anthropopractices, we move on to
understanding the term itself. Based
on the perspective of this research, the
most applicable exposition is provided

by Sergey Khoruzhiy (The Lantern
of Diogenes. A Critical Retrospective
of European Anthropology). In his
representation, anthropopractices are
“deliberate and reflective practices through
which people not only establish rules of
behavior for themselves, but also strive
to transform themselves, change in their
unique being, and make their lives their
work” (499—501). Historically and in
contemporary contexts, anthropopractices,
have functioned as means for self-
knowledge, self-management, and control
of one’s state, remaining an accessible
phenomenon. Presently, these practices
are reflectively and intentionally employed
for seli-transformation and enhancing the
quality of life. Whereas in the past, these
purposes were achieved through magical
rituals and ceremonies, today, it is a
whole area of scientifically substantiated
techniques. Consequently, we can observe
the transition of music therapy to modern
psychotherapy from the transformational
practices of traditional cultures
Anthropopractices in Kazakh Culture:
The Law of Balance and Cyclicity
Kazakh culture has accumulated a vast
experience and a treasure trove of various
anthropopractices, primarily based on the
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law of balance. “From the idea of balance
flows all the existence of the nomad: social
organization and institutions of power
... the logic of nomadism and the nature
of relationships between families, clans,
and peoples, the orderliness of material
and spiritual relationships, art, and war”
(Tursunov 4). This explains the spiritual
practices aimed at balancing and seeking
equilibrium. For the world of the nomad,
all ongoing processes were cyclic, which is
vividly reflected in the “Tengrian” calendar
“Mushel”, consisting of five 12-year cycles.
In the modern world, it is better known as
the “Eastern” or “Chinese” calendar. This
calendar reflects the cyclicality of cosmic
rhythms, which “subjects the entire life
of the nomad to the balance of universal
processes.” The harsh and changeable
conditions of the sharply continental
climate of Central Asia necessitated the
creation of a complex calendar for the
nomads (Amanov, Mukhambetova 11—
15). Thus, the theme of balance, having
penetrated the daily life of the nomad,
reflected on the general psychological
function — the level of intonation.
[t is not surprising that rituals and
ceremonies corresponded to the leading
anthropological goal — the preservation
of the spirit of balance, meaning, being in
complete harmony with the environment
and, therefore, with oneself. “The nomad
fully lives in the rhythms of nature, actually
being in complete fusion with it, in an
inseparable unity” (Tursunov 5). In this
case, the nomad appears as an integral part
of nature.

Thus, ritual and domestic genres
are anthropopractices that provide
psychological protection in vital experiences
— maturation (initiation), status change,
and critical experiences — birth and death.
In the forms of these practices, the Kazakh
people preserved their way of life, survival,
and, of course, their “ethno-code.” The
existence of a unique chronology of rituals
and closely related celebrations is based on
the Tengrian calendar. Therefore, there are

twelve from the moment of a person’s birth
to the end of their life.

Methods

The methodological approaches and
research methods utilized in this study
allowed for a comprehensive examination
of the phenomenon of intonation in Kazakh
culture, revealing its transformational

and psychotherapeutic functions. Various
methods were employed to identify critical
aspects and processes:

1. Cultural-Anthropological Method —
was used to study rituals and ceremonies in
which Kazakh folklore is applied. It enabled
the identification of the role of music in
traditional practices and its significance for
cultural identity and social interaction;

2. Ethnographic Method — applied
for studying folklore materials related to
Kazakh rituals and ceremonies (“Syngsu”,
“Zhoktau”, “Besik zhyry” and kobyz kui),
this method helped establish how musically
structured practices are integrated into
life and how they support social ties and
collective memory;

3. Phenomenological Method —
applied to describe the experiences and
emotional responses arising during rituals
and ceremonies, this method revealed the
impact of deep intonational patterns on
mental states;

4. Psychosemantic Analysis — method
identified possible levels of musical
perception and intonation in Kazakh
culture by using a “psychosemantic map”
of musical response developed by Alla
Toropova.

Discussion

Each culture possesses its own genetic
“experience of feelings”, a term referring
to enduring and internalizing critical

life events. According to Lev Vygotsky
(Thought and Language) and further
developed by Fyodor Vasilyuk (On the
History of the Concept of Feeling),



traditional psychological “experience” is
defined as a productive internal process
that helps individuals endure (survive,
withstand) critical life events. It is not
about the ability to feel suffering, but
about “experiencing-activity” (Vasilyuk 5).
Without delving into the internal mental
processes that accompany an individual
during the moment of “experience” it is
important to note, that this process does
not require special effort — awareness
and reflection — it is “given as it is”,
indicating the involvement of unconscious
processes (Vasilyuk 6). Thus, “feeling”
is an immediate internal subjective given
of psychological phenomena, a unity of
sensations-feelings and their meanings for
the individual when encountering reality
— physical, social, ideological... (from
Vasilyuk’s idea to Toropova’s definition).

Turning to the study of “intonation”,
which helps in understanding the subject
matter, Boris Asafiev wrote about music
as the “art of intonated meaning” in
his eponymous work, emphasizing the
processual nature of musical form (Musical
Form as Process 344). This concept is
developed by Alla Toropova, who states, “a
person is a process of intoning experiences
of meaning(s) or meaninglessness”
(47-48). Summarizing, both human
“experiences” and musical intonation are
processual. The isomorphism of these two
processes is explained by their fluidity —
musical art, such as the human psyche,
lives in time.

Vadim Rozin sheds light on considering
intonation as an anthropopractice with
a general anthropological goal (The
Concept and Types of Anthropopractices).
According to his definition, it is a
mechanism for transforming the
individuality of an individual’s experience
into a psychological instrument for
preserving the experience of being and
developing the personality (ethnos, genus,
confession) in intonational signs and
symbols and addressing the symbolic
side of intonation to aifirm one’s identity

(ethnic, social). The “teleological” aspect,
meaning the direction of transformations
determined by a common anthropological
goal, is also crucial in anthropopractices
(Khoruzhiy 500).

Based on the above information, the
phenomenon of intonation appears to be
rooted in the primordial layer of linguistic
consciousness. Consequently, intonated
experience, being a primary, pre-verbal
sensory experience, is expressed in various
branches — gestural, pantomimic, dance-
like (plastic), as well as instrumental,
vocal, and speech intonation (auditory).
The processuality (fluidity) of musical art
indicates its direct relation to the muses’
arts. The understanding of “musikiya”
or “musical” as a psychological function
was substantiated by Plato. Based on his
representation, the muses’ arts include
those that live in time — music, theater,
poetry, the art of declamation. These
temporal arts, identified with the movement
of thoughts-feelings in time, suggest that
thought-movement is intonated experience
expressed when encountering reality.

According to Alla Toropova’s concept,
the closest meaning of this unique method
is “following” (“to think — musikiya —
following”). It turns out that intonation as
“musical thinking” is a way of “following
the experience even before rationality,
will, and conclusions” (162 —163). This
indicates a deep level of the phenomenon of
intonation, expressed in the particular need
of a person to intone.

Thus, “intonated experience”
implies the presence of “intonating
consciousness”, which, as previously
noted, is considered a “primordial layer of
linguistic consciousness”

(Toropova 48). These deep patterns,
embedded in experiencial feelings,
manifest within intonating consciousness
and are refined in folklore. This genetic
experience is a collective repository of
experienced events through intonation.

[t pertains to the collective repository or
historically collective memory. Referring
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to Carl Jung’s concept of “collective
unconscious”, individual experiences of
each person flow into the ocean of the
collective unconscious, preserving there
after their death (Archetype and Symbol
65). This information exists in a “blurred”,
unstructured form, in the shape of
archetypes. The American clinician Joanne
Loewy utilizes the voice as a primary

tool for therapeutic intervention in music
psychotherapy. As noted in the research
article “Tonal Intervallic Synthesis as
Integration in Medical Music Therapy”,
“working with the voice and toning has
proven to be crucial in helping individuals

transition from the primal ‘self’ to the phase

of the ‘synthesized self’” (252). The author
exemplifies this with the development
observed in the terminal cry, through which
a person progresses to the first words,
phonemes, morphemes, and eventually to
singing/speaking. Consequently, within
“intonated experiences” fixed in the forms

of anthropopractices, pathways for realizing

transformational states can be identified,
which will be discussed below.
Considering musically structured
practices is essential not only from the
perspective of psychological protection
but also as a “transition” into different
states. For example, the birth of a child
is a “transition” from non-existence
to existence; the “transition” between
sleep and wakefulness; the “transition”
to an altered state of consciousness
(trance of shaman). These ancient
anthropopractices helped preserve the life
and soul of a person. Consequently, rituals
and ceremonies are anthropopractices,
collective experiences “uncompress”
in various forms of art of all peoples. As
seen, music therapy can rely on its genetic
origins — practices specifically created
to preserve life forms through rituals
and ceremonies. In this understanding,
the area of musikiya (musical) art is the
leading anthropopractice of knowledge and
self-knowledge, management and self-
management, care and transformations,

from the moment of the appearance of a
person and human consciousness.

Before discussing practices that served
as psychological protection accompanying
critical experiences, it is necessary to
study the process of interaction between
the complex receiving mechanism — the
organism, and the complex transmitting
form — music. This aspect is important
for substantiating the impact of music
through the auditory pathway on musical
consciousness, that is, the entire process
of the human body’s response to images
awakened by music.

Results

Our primary interest lies in the connection
between the objective-material and the
subjective-psychological perception

of the “intonational core” encoded in
traditional music. To explore this, we will
refer to Alla Toropova’s “psychosomatic
map” of musical response (Musical
psychology and psychology of musical
education 13— 20). A “psychosomatic
map” is conceptualized as a model of the
phenomenon of intonation. According to
this idea, musical consciousness includes
three levels:

[.  Protoforms or archetypes of
intonation — the most profound universal
human energy-time patterns belonging to
pre-cultural domains;

I[I.  Culturally-conventional linguistic
stereotypes of intoning experiences —
an ethnocultural intonational lexicon of
speech, gesture, and music intonation;

[II.  She established intonational-
semiotic formulas and fixed signs of
ethnoculture.

The first level of musical response is
biological, meaning it is inherent to all
cultures regardless of ethnic background.
The second level of consciousness perceives
its own ethnocultural norms of experience.
The third level deciphers strictly “its own”
ethnocultural symbols (signs). According
to this map, the first level is fundamental,



and thus, when listening to seemingly
“distant” intonational turns, consciousness
can identify the “core” of the archetype
within the musical form. This indicates
that the human psyche responds to the
archetype on a deep level. The second
layer of musical response recognizes the
modes of intonation specific to its own
ethnoculture. The third type involves
decoding intonational formulas that are
understandable within musical cultures

or groups (“intonation templates”).

This means that when listening to an
intonational formula that does not resonate
with a person’s experiences, the musical
message is not deciphered due to a lack

of understanding of the linguistic system
and formulas. A person may empathize,
but their musical consciousness does not
identify the intonational “formulas”. If the
second and third layers are disconnected,
a person feels on a universal level by way
of explanation to the aforementioned
archetypes. Therefore, the emotional
experiences of all cultures are similar, but
the way emotional experiences are encoded
differs. Consequently, it is impossible to
export an “intonational formula” from one
culture to another, especially concerning
the third level. However, this does not
negate the possibility of recognizing
primordial images within the musical form.
Thus, archetypes form the basis of the
initial forms of experience reproduced in
folklore.

Emotional Support through Folklore:
Analyzing the Psychotherapeutic Aspects
of ritual forms “Syngsu” and “Zhoktau”
One of the most crucial functions
crystallized in the anthropopractices of
the Kazakh people is the psychological
protection of the individual. As is known,
the folklore of Kazakh wedding rituals
is significant among other genres. We
will discuss the ritual song of the bride
— “Syngsu”, a quiet singing (literally
translated as sobbing). This tradition has
a positive psychotherapeutic effect, as the
basis of the bride’s ritual crying consists

of emotional discharge and acceptance of
the new status. “Syngsu” is an unusual
song, a message from the fiancée to her
entire clan, a farewell to her family — the
musical accompaniment of the “transition”
to another family. Researchers have
various opinions regarding the song of

the departing bride (Matyzhanov 146;
Uakhatov 34):

1. The girl’s “internal monologue”;

2. The song as a consolation;

3. The song as a farewell.

Based on the above examples, it can
be seen that this genre has similarities
with another funeral genre — “Zhoktau”.
The similarity between the two mentioned
anthropopractices is not coincidental.
Thus, through “intoned experience”,
both the bride — a change of status, and
mourning for the deceased — reflect the
centuries-old experience of psychological
protection and adaptation of a person to a
new reality. The folklorist Shakir Ybyraev
places great importance on the bride’s
farewell crying, comparing it to death
and irreversibility (230). In his work, the
author notes that at first glance “Syngsu”

resembles the crying sung for the deceased.

The text of the mourning song uses
psychological parallelism, so to speak, a
metaphor. The poetic text is dominated by
literary devices of exaggeration. All these
features reflect the girl’s internal mood.
Crying — the creation of such a ritual,
intoning a complex experience, when
during a critical situation, the intonational
formulas designed to be reproduced at that
time are voiced, “mourners” (according
to Alekseev). It is in this function that the
whole role of anthropopractices aimed at

coping with life’s difficulties in an imagistic-

syncretic form is revealed. The musical
part is a syncretic anthropopractice. Thus,
the experience of intonation reflects how
to experience the state of “transition” —
acceptance of the new status of the bride
(“Syngsu”) or acceptance of someone’s
death (“Zhoktau”). Based on Eduard
Alekseev’s typology of early folklore
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singing, of the three presented types,

two mourning samples — “Syngsu” and
“Zhoktau” — belong to “almost the most
archaic types of singing” (35). Describing
this type (a-intonation), the researcher
notes that “these were by no means
mournful, sorrowful intonations, and

even less so a vocal play, but an ecstatic,
almost uncontrollable cry, an unbridled
emotional outburst” (36). This confirms the
presence of emotional discharge through
the given “intoned experience”, which
simultaneously serves as protection from
psychological trauma. It is no coincidence
that funeral crying and traditional ritual
lamentations of the bride are given as
examples, indicating the similarity of the
two intoned cries. Therefore, these types
of singing are characterized by sharp
transitions from high to low (and vice
versa) registers, as the author himself
expressed, “iree shifting of registers” and
unordered sound production. One of the
proponents of contemporary music therapy,
psychotherapist Diane Austin (The voice of
trauma: A Wounded Healer’s Perspective),
developed a technique called “vocal
holding” — a method for encouraging
vocal expression to stimulate the release

of crying. A similar approach, developed

by the aforementioned Joanne Loewy, is
known as “tonal vocal holding”, where also
employs vocalization techniques through
which individuals explore sound, breath,
and voice (Sleep/sedation in children
undergoing EEG testing: A comparison of
chloral hydrate and music therapy).

Thus, ritualized emotions and specific
physiological actions on an unconscious
level, through the general psychological
function of intonation, enable the “extract”
of basic biological programs — intonemes.
These programs are a way of survival,
presented in intonational patterns. We
have found that musical experience
resonates with the profound experiences
of a person, and the body responds to the
meaningful message. This process involves
the expression of pain (from destructive

to constructive), indicating that music
therapy can rely on “close” traditions of
intonational message. However, according
to the above-mentioned map of the
psychosemantic of musical consciousness,
this occurs at the first two levels of response
to the “meaningful message”, which is
possible due to the recognition of the
“core” of the universal biological archetype.
Therefore, it should be noted that the
“intonational turns” of “distant” traditions
cannot resonate with the experience, and
consequently, music therapy will not be

as effective. Accordingly, the classification
of ways of experiencing allows for the
selection of the most appropriate repertoire,
taking into account all noted features. Such
targeted work enables a person to open up
on all levels simultaneously.

“Besyk Zhyry” : Magical Protection
through Maternal Vocal Intonations
Equally significant in the context of the
“transition” state between sleep and
wakefulness is the ancient anthropopractice
of “Besyk Zhyry” (lullabies). Despite the
variations of this practice among different
peoples, the primary goal is to help safely
enter the state of sleep and exit it alive,
preserving the soul. Lullabies performed
a magical protective function, which is
why elements of warding off evil forces
are present in “Besyk Zhyry”. As Diana
Mukhamadieva rightly asserts, “the main
communicative strategy of lullabies is to
embed a model of a prosperous life into the
child’s subconscious” (Communicative
Space of Traditional Lullabies). Not
coincidentally, the same study notes that
“the abstract-conceptual group of lullabies
is represented by the binary oppositions
“life-death” (78). The concept of sleep
in this process appears as a link not so
much between sleep and wakefulness,
but rather at the boundary between this
world and the other. This is achieved
through the intonations of the maternal
voice, vividly manifested in the use of
glissando techniques, steady rhythm,
and monotonous intonation. In the



rhythm of the rocking “besyk” (cradle),
vocal “rocking” was also employed. This
regularity coincided with the child’s pulse
and breathing rate, thereby exerting a
robust soporific effect. The rocking motif
is definitely connected to the intonational
characteristics of lullaby melodies —
monotonous repetitions, a swaying rhythm,
and a narrow melodic range (thirds,
seconds, fourths). According to Eduard
Alekseev’s classification, lullabies share
similar properties with B-intonation —
glissando and descending melodic motion
(sliding down) (37).

Another feature of Kazakh lullabies
is the presence of the word “Aynalayyn”
(translated as “I revolve around you™),
derived from the root “Ayna” (mirror),
leading to “Aynalu” (“revolving”). This
word is not merely an exclamation but
traces back to an ancient ritual, which has
been preserved for centuries only in the
form of this word (Religious Beliefs and
rituals of the Kazakhs 13). This custom
is associated with the ritual thinking of
the shaman, where during the spiritual
and healing activities (shamanic ritual),
there was a characteristic “identity of
active-passive totem”, “life-death”, that
is, “revolving”, which is also “repetition”
(Nauryzbayeva 72). In other words,
it was the recreation of the world —
the cyclicity we mentioned earlier. In
shamanic ritual a certain “repetition”
was reproduced through actions such as
playing an instrument (information on the
psychotherapy of kobyz music is provided
below), incantations, that is, constantly
returning to the beginning. Up to the
present time, ritualized actions have been
preserved as echoes of the ancient rite
of shaman — “alastau” (revolve) when
circular movements with fire or fragments
of broken household items were performed
over a person’s head. These actions were
performed to “mirror” negative energy
(illness or the evil eye). Precisely in this
context, the “yrym” (belief) that one should
not revolve around someone or something

has been preserved. Besides maternal
intonation, non-verbal communicative
means include physical touches. Thus, the
intonation of certain “musical formulas”
through the maternal voice had a direct
impact on the emotional-somatic level,
helping to attract good forces during the
particular state of sleep.

Shamanic soundscapes: Kuy as
Healing Medium
The protective psychological function
manifested through the connection
between shamanic practice and the
unconscious in kobyz kuy is discussed in
the research of contemporary philosopher
and scholar Zira Nauryzbayeva (Myth-
ritual Foundations of Kazakh Culture). In
our view, human “intoned experience” in
the ritual of the baksy (Kazakh shaman) is
expressed through the sounds of the sacred
instrument — the kobyz. Originating as an
element of shamanic practice, kobyz music
has preserved its sacrality, “conserving”
one of its main archaic features — “sound
imagery”. This significant aspect is
confirmed in the research of Gulzada
Omarova: “the tradition of soundscapes
has been known since very ancient times”,
indicating the direct origins of kobyz music
(37). Auditory imagery is particularly
evident in those kuy that depict totemic
animals and birds, such as “Akku”
(The Swan), “Shynyrau” (The eagle),
“Kaskyr” (The Wolf). In our opinion, this is
the main reason why most kui on the kobyz
are based precisely on sound imagery. It
is important to highlight the significant
definition of the word “totem”. “A totem
is not just an ancestral animal, a totem
is a way of understanding the world, the
cosmos, where ‘all’ and ‘one’, the singular
and the plural merge, that is, the singular
serves as an expression of the plural”
(Nauryzbayeva 67). In this understanding,
the psychotherapeutic effect of kuy, in
which totemic animals are depicted in
their critical moments — loss of offspring,
injury during hunting — is realized. The
sounds of the kobyz help a person to
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immerse themselves in the psychologically
tense moments of the animal, as the
totemic animal reflects the “singular”
through which the “plural” is understood.
These images appear almost exclusively

as a psychological parallel to the human
condition, eventually becoming symbols

of the generalization of human characters,
thoughts, and aspirations. As noted by
several researchers, this “psychological
parallelism” between nature and human
experiences is a universal phenomenon that
emerged in the era of primitive animism
(Veselovsky 134-144;

Zhdanko 4-5). “Kazakh music is full of
semantically significant musical image-
formulas that typify the strongest emotional
experiences” (Aituarova 178). Listening to
the sounds of animals and birds depicted on
the kobyz allows one to abstract from their
own experiences, thereby bringing a person
to a common biological level of response.
These musical formulas are an experience
of intonation that abstracts a person from
their personal emotions. In this collective
unconscious memory of experiences, the
long trail of the entire genus is revealed. In
this understanding, the kobyz is a bearer
of this historical experience. According

to the initial “psychosemantic map”
presented earlier, kobyz kyus are perceived
on all three levels. If the first and second
layers, being universal, resonate with all
individuals without exception, the third

is recognizable to the “listener-bearer”

of this culture, as Zira Nauryzbayeva
writes. “The listener-bearer not only
perceives the ritualistic performance of the
kyu and responds with a listening ritual
performance, but also receives motor and
emotional impulses”, which are perceived
as “animal images”. These impulses are
established cultural signs, present in

the farewell laments “Zhoktau” and the
lullabies “Besik zhyry”. However, the
author defines these “musical formulas”

as “sememe-meanings” — semantic
meanings “understood by the vast majority
of people” (614—615). In our view, such

“semantic messages” crystallized in kyus
are comprehensible only to representatives
of “related” ethnic cultures. The use of
instrumental formulas reflects not only
basic (deep) patterns, but also elements
of the ethnocultural intonational lexicon
— pitch, meter-rhythmic, and modal
dimensions.

Thus, kobyz kuy, through the use of
soundscapes techniques, provides the
necessary psychotherapeutic effect. “Kuy
is both the baksy’s (shaman’s) appeal
to the other, to the unconscious within
themselves and the listener, and the
voice of the unrecognizable, the shadow
that lies hidden in every person; it is a
dialogue between consciousness and
the unconscious at the boundaries of
human existence about the beginning,
death, time, and eternity. Just as the
shaman, by chanting, folds and unfolds,
re-creates the universe in one point, the
baksy’s (shaman’s) kuy, immersing the
listener in the experience of what has
been, returns them to the starting point
and re-creates the cosmos of the human
psyche” (Nauryzbayeva 55). As can
be seen, the genre of kuy as the oldest
category of world understanding, “state”,
is seen as a “transitional object”, that is,
an instrument for experiencing between
the inner and outer world. According
to Donald Winnicott’s idea, the search
for a “transitional object” helps the
individual cope with anxiety and ensures
the vital quality of the continuity of their
psychic being (Transitional Objects and
Transitional Phenomena). In other words,
the “transitional object” allows for the
preservation of psychological integrity.
Thus, the lived experience expressed
in intoned emotions is not blocked but
processed, in this case, through the
musical forms of art, which kuy is seen as.

Sound image, being a primary element,
indicates both the stylistics of kobyz
kuy and creates the necessary magical
influence. The overtone-rich timbre of the
kobyz, as well as the musical chants



(saryny — melodies) of the shaman,

not only had a therapeutic effect, but

also served as a reflex for the shaman
themselves, directly affecting their
consciousness. Thus, the presence of

a certain signal, the shaman perceives

as a “connection with ecstasy”, that is,

a “transition” into an altered state of
consciousness. One such signal is the
sounds of the kobyz, which, as noted
earlier, have a special significance for the
shaman. It is also important that overtones
and vibrations bring the sound of the kobyz
closer to the intonations of emotional
human speech, which helped the shaman
attune to the process of shamanic practice
(Mukhambetova 188). All this information
indicates that in the shamanic ritual,

all three “linguistic branches” of sound
intonation participate — instrumental,
vocal, and speech (according to Toropova).

Basic provisions

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

— Cultural Experiences of Emotions,
each culture has a unique “experience
of feelings”, rooted in the theories of Lev
Vygotsky and Fyodor Vasilyuk, which
refers to how individuals internalize and
endure life events. This process, involving
both conscious and unconscious elements,
enables the management of critical
experiences;

— Intonation as a Process, intonation,
as described by Boris Asafiev and Alla
Toropova, parallels human experiences in
its fluidity. Both music and then psyche
unfold over time, reflecting the continuous
nature of experience;

— Anthropopractices and identity,
Vadim Rozin’s idea of intonation as an
anthropopractices highlights its role in
transforming feelings into mechanisms
for personal development and identity
formation. These practices guide individual
and collective experiences;

— Intonational Consciousness,
intonation is rooted in the pre-verbal layer

of consciousness, manifesting in gestures
and vocal expressions. It represents a
fundamental human need to intone,
predating rational thought;

— Collective Memory and Archetypes,
intonated experiences are stored in the
collective unconscious as archetypes.
Music therapy illustrates how these
feelings aid in transformation by connecting
individuals to primal aspects of the self;

— Psychological Protection in
Transitions, rituals such as “Syngsu” and
“Zhoktau” in Kazakh culture use intonated
experience for emotional protection during
life transitions, serving as a means of
adaptation;

— Lullabies as Protective Intonations,
“Besyk zhyry”, us maternal vocal rhythms
to ensure safe transition for infants,
embedding model’s pf prosperous life into
the child’s subconscious;

— Shamanic Soundscapes and Healing,
the kobyz kuy, a sacred Kazakh musical
form, applies sound imagery to connect
individuals with universal biological
responses, serving as both a therapeutic
medium and repository collective
experience.

Conclusion

The study of musically framed
anthropopractices in Kazakh culture, as
represented in traditional ritual genres,
demonstrated their significance in
maintaining psychological stability and
emotional health of individuals. Historically,
these practices served as a foundation for
maintaining balance and harmony within
the clan, providing psychological protection
and adaptation during critical moments

in life. Transformative anthropopractices
such as “Syngsu”, “Zhoktau” and “Besik
Zhyry” have deep roots in the collective
unconscious and archetypal structures.
These practices, through “intoned
experiences”, contributed not only to
personal, but also to collective integration,
providing opportunities to express and
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comprehend complex emotional states. The
analysis of intonation revealed that musical
consciousness encompasses biological,
cultural, and ethnocultural levels, allowing
folk genres to remain relevant and effective
for application in modern music therapy.
Special attention was given to the role of
intonation in conveying and preserving
emotional experiences, as well as its
importance in psychotherapeutic practice.
Intonational patterns embedded in folklore
exert a powerful influence on the emotional
and physical state of a person, aiding in
the restoration of internal harmony and
balance.

Thus, the research addresses essential
aspects of traditional culture and its
connection to musical experience. In
this context, several key aspects can be
highlighted:

1. Anthropopractices and Musical
Experiences — the study reveals that
anthropopractices are mechanisms
through which people strive to transform
themselves and their lives using various
musically framed practices, suitable for
self-knowledge and transformation;

2. Cultural Context — cultural practices,
including rituals and ceremonies, serve
not only to ensure psychological protection
and state management of individuals. This

knowledge is a collective experience passed
down through generations;

3. Intonation as a Process — the
research substantiates that musical
intonation is a process involving various
forms of expression, such as music, speech,
gestures, and sound forms. These forms
of intonation are connected with cultural
norms and archetypes, influencing the
perception and understanding of the
musical “message”;

4. Functionality of Musically Framed
Practices— the study examines how
musically framed practices in traditional
cultures function as a form of musical
arts and as tools for managing human
experiences in various life situations.

The presented aspects of the study
show a deep interconnection between
musical practices and cultural psychology,
emphasizing the importance of preserving
and studying traditional practices in the
context of contemporary psychotherapy and
psychology. The research confirmed that
musically framed anthropopractices of the
Kazakh people represent an integral part
of cultural heritage, playing a significant
role in psychotherapeutic practice. These
practices, based on profound knowledge of
nature and the surrounding world, can be
effectively integrated into modern music
therapy methods, providing psychological
protection and support in critical situations.
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BaiikyatoBa AkmapaJ

Kaszaxckuit Hauponanbuolit YauBepeuret Fekycers
(Acrana, KasaxcraH)

Baiikyaryabl Kypman6ek

Kaszaxckasi Haunonasbnast Akanemusi Mckycers umenn TemupGeka yKyprenosa
(Anmarsl, Kasaxcran)

MHTOHALMOHHBIE NATTEPHbI KA3SAXCKOW KY/IbTYPbI: OT AHTPOMOMPAKTUK K
NCUXOTEPANEBTUYECKUM TEXHNKAM

AHHOTauus. B faHHOM McCnenoBaHUM pacCcMaTpUBAETCS POJib MHTOHMPOBAHMS B TPAHCHOPMALIMOHHbBIX
aQHTPOMOMpPaKTUKAX Ka3axXCKOW KynbTypbl U ee ncuxoTepaneBTUYeckne acnekTbl. Kazaxckuii donbknop

W pUTYyanbHble NPAaKTUKKM 6OraTbl My3biKalbHbIMU 3NEMEHTAMU, B KOTOPbIX KUHTOHUPOBAHHOE
nepexuBaHWe» 3aHUMAET LIeHTPaNbHOe MeCcTo. MHTOHMPOBAHME CYXKMT HE TOIbKO CPeACTBOM MNepeaayu
KYNbTYPHbIX U LYXOBHbIX LIEHHOCTEMN, HO U MOLLHBIM MEXAHM3MOM MCUXONOTMYECKONM Perynsaumm u
3MOLMOHANBHOIO BbIPAXXEHMS.

Llenb AaHHOro nccnenoBaHMs — BbISBUTb MEXAHW3Mbl BO34ENCTBUS MHTOHUPOBAHMS HAa MCUXMKY
yenoseka 1 ee GYHKLMOHAbHYIO POnb B MOAAEPXKAHMM NMCUXMYECKOTO PABHOBECUS M BHYTPEHHEW
rapMoHuun. Ocoboe BHUMaHWE yAENSeTCS U3YYEHUIO PUTYabHbIX MPAKTUK, B KOTOPbIX MCMOb3YeTcs
MHTOHWMPOBAHHOE NEPeXMBaHWE» AN LOCTMXKEHUS TepaneBTUyeckoro apdekra: «CbiHCy» (MecHs-nnay
HeBecTbl), «becrK Xbipbl» (KonbibenbHas) 1 Apyrue My3bikanbHO 0QOPMIEHHbIE aHTPOMOMPAKTUKK. B
CTaTbe NPUMEHSETCS KOMMIEKCHbIM METOA0N0TMYECKUIA MOAXOL, UHTErPUPYIOLLMIA 3N1EMEHTbI KY/IbTYPHOM
aHTPOMOOrMK, My3bIKOBEAEHMS, NCUXONOrUK U hunocodum.

MccnenoBaHue BbISBASET KNHOYEBbIE MHTOHALMOHHbIE MOLENM, CNOCOBCTBYIOLLME IMOLMOHANBHOMY
Bbixogy. OnpeneneHHble «My3biKabHble HOPMYIbI», MOTYT Bbi3BaTb IMyOOKME IMOLIMOHANbHbIE
nepexunBaHus, B3aMMOAENCTBYS NPOLLeCcCy CAMOCO3HAHWUS M 3MOLMOHANbHOM pa3psake. Hanpumep, B
06psaax, CBA3aHHbIX C KMEPEXOAHBIMUY XMU3HEHHBIMU 3TanaMu (POXXAEHUE, UISMEHEHME CTaTyCa, CMepTb),
MHTOHMPOBAHME MOMOraeT CNPaBATLCS C IMOLMOHA/BHBIM CTPECCOM U MEPEXMBATb 3T MOMEHTbI bonee
0CO3HaHHO. «MHTOHMPOBAHHOE MepeXMBAHME» PACCMATPUBAETCA TAKKE KakK CPeCTBO COLMANbHOMN
CMIOYEHHOCTU U KONIIEKTUBHOIO NEPEXMBAHMUSA, TaK KaK 3TU NMPAKTUKM NMOMOratoT NOAAEPXKUBATD
COLMANbHYIO CTPYKTYPY U KYNbTYPHY MAEHTUYHOCTb.

B cTaTbe nogyepKnBaeTcs BaXKHOCTb COXPAHEHUS U MOMYNSpU3aLMKU TPAAULMOHHBIX MYy3bIKanbHO
0QOPMIEHHbIX NPAKTUK Ka3axXCKOW KynbTypbl. B TeKyLLMX yCNOBUSX, KOTAA BONPOCh! MCUXUYECKOTO
6narononyyns cTaHoBATCS Bce Honee akTyanbHOW NpobnemMoii, BO3POXAEHNE M MHTErpaLLms 3TUX
NpakTUK B COBPEMEHHOM My3blKalbHOW TEPANUM, MOTYT NOCTYXKWUTb 3QHEKTUBHBIM CPELCTBOM
ncUMXoTepanum U LyXOBHOIO Pa3BUTUS.

Knioyeswie cnoea: TpaHchOpMaLMOHHbIE NPAKTUKKU, MHTOHALIMOHHOE NepexXnBaHue, KazaxcKui
honbkNop, My3blKanbHas Tepanus, aHTPONONPaKTUKK, PUTYanbl U 06psabl.

Ans yumupoeanus: baikyatoBa AkMapan u baiikyatynbl KypMaH6ek. «MHTOHALMOHHbIE MATTEPHbI
Ka3aXCKOW KyNbTypbl: OT aHTPOMOMPAKTUK K NCUXOTEPANEBTUYECKUM TexHuKamy». Central Asian Journal of
Art studies, T. 9, N23, 2024, c. 144-160, DOI: 10.47940/cajas.v9i3.902

bnazodapHocmu: ABTOpbI BbIpaXkakoT CBOK BGnarofapHocTb pedakumum xypHana «Central Asian
Journal of Art Studies» v peLieH3eHTaM 33 NPOSBNEHHbIV MHTEPEC, @ TAKKE 33 NMOMOLLb B MOATOTOBKE
[LQHHOW CTaTby K nybamKaumm.

Asmopbl npoyumanu u 0006punu OKOHYaMesbHbIL 8apUAHM PyKONUCU U 3as8a50m 06 omcymcmauu
KOH@/IUKMA UHMepecos.
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Temip6ex )KyprenoB atbinarsl Kazak yaTTbIK eHep akaaeMHusichbl
(Anmatol, Kasakcran)

KA3AK MBAEHUETIHIH UHTOHALUANDIK YNTINEPI: AHTPOMONPAKTUKALAH
NCUXOTEPANUANDIK SAICTEPTE AENAIH

AHparna. byn 3epTTeyne kasak MaAeHUETIHIH TpaHCHOPMaLMANbIK aHTPOMONPAKTUKANAPbIHAAFbI
WHTOHALMANAYAbIH, PONi XaHEe OHbIH NMCMXOTepaneBTiK acneKkTinepi kapacTbipblnagbl. Kaszak Gonbknopbl
MEeH FypbINTbIH A3CTYPAEP My3blKablK 31eMeHTTepre 6aii, Con paciMaepae KUHTOHALMSNbIK TaXKipube»
6aCTbl OPbIH aNaTbIHbI CO3Ci3.

MHTOHaLMa M3EHM XXaHEe pyXaHWU KyHAbUIbIKTapAbl XeTKi3y Kypaibl FaHa eMec, COHbIMEH KaTap
MCUXONOrUANBIK PETTEY MEH IMOLMOHANAbI KOPIHICTiH KyaTTbl MEXaHU3MI PETiHAE KbI3MET eTefi.

3epTTeyAiH MaKcaTbl MHTOHALMANAYAbIH alaM NCUXMKACbIHA SCep eTy MeXaHU3MAEPIiH X3aHe
OHbIH, MCUXMKANbIK Tene-TeHAIK MeH ilWKi YIMneciMainikTi cakTayaasbl GYHKLMOHANAbIK PO/iH aHbIKTAY.
TepaneBTik acepre XeTy YLUiH KMHTOHALMSbIK Taxipube» konaaHbiatblH «CblHCY», «becik XbIpbl»
»KoHe 6acka fa 0Cbl TaPi3Ai My3blkaMeH KEMKepInreH FypbINTbIK ToXxipubenepni 3epaeneyre epekie
KeHiNn ayaapbinagbl. Makanaga MafileHU aHTPOMoiorus, My3blkaTaHy, MCMXON0rUs XaHe Gunocodus
371eEMEHTTEpIH BipiKTipeTiH KewWweHai aficTeMenik Tacinaep KonaaHbinaabl.

3epTTey SMOLUMOHaNAbl acepre biknasa eTeTiH Heri3ri MHTOHALMANbIK 3aHAbUTbIKTapAbl aHbIKTaNbI.
Benrini 6ip «My3bikanbik hopMynanap» e3iH-e3i TaHy npoLeci MeH 3MOLMOHANAbl TYPFbIAaH
©3apa 9peKeTTeCy apKbl/bl TEPEH IMOLMOHANAbI TXKipube Tyablpybl MyMKiH. Mbicanbl, eMipLiH,
«eTneni» Kke3enaepiMeH 6ainaHbICTbl paciMaepae (LyHUEre Keny, HEKere Typy, 611iM) MHTOHALMANbIK,
TaXinbe aMoLMOHanabl KYM3€enicTi XKeHyre aHe Con CaTTepAi CaHanbl TYpAe CesiHyre KeMeKkTeces,.
MHTOHauuanay yKbIMAbIK ToXipube MeH aneyMeTTiK BipnikTiH, Kypanbl peTiHAe Ae KapacTblpbinagbl.
Cebebi, aTanmbil TaXXipubenep aneyMeTTiK KypblibiM MEH MafeHM BipereinikTi cakTayra kKemekTecesi.

Makanaga Kasak MafeHMEeTIHIH A3CTYpAi My3blKasblK TOXipUMbeCiH cakTay MeH HacuxaTTayablH,
MaHbI34blbIFbl aTan eTinreH. [cuxukanblk AeHcaynblik 6apFaH cavibiH ©3eKTi Macenere aiHanbin 6apa
XaTKaH Kasipri xarmaiaa, byn Taxipubenepai 3aMaHayu My3blKasblK Tepanus aficTepiMeH yHAaecTipe
BipiKTipy XXaHe XXaHAaHAbIPY MCUXOTEPANUS MEH pyxaHu AaMyAblH TUIMAI Kypanbl 6ona anagpl.

Tyiiin ce30ep: TpaHCchOpPMaLMANbIK TaXIpUBenep, MHTOHALMANbIK TaXipnbe, kasak honbKIopbI,
My3blKasblK Tepanus, aHTpONonpakTMKanap, fypbintap MeH paciMaep.

Aloiiexce3 ywiH: balikyatoBa AkMapan xaHe baiikyatynbl KypmaHbek. «Ka3ak MafeHUeTiHiH,
WHTOHALUMANBIK, YAriNepi: aHTOPONONpakTUKanapAaH NCMxoTepanusblk TeEXHUKanapra 6arbiTrays.
Central Asian Journal of Art studies, T. 9, N23, 2024, c. 144-160, DOI: 10.47940/cajas.v9i3.902

Anrbic: ABTopnap «Central Asian Journal of Art Studies» >KypHanbiHbIH, peaakuMsaCbiHa XaHe
peLeH3eHTTepre 0Cbl 3epTTeyre KbI3blFyLblIbIK TaHbITKAHAAPbI YLUiH, COHAAN-aK, MaKanaHbl Xxapusanay
GapbiCbiHAAFbI KEMEKTEPIH TUri3reHAepiHe 63 anfbiCTapbiH Oingipesni.
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CYTIPIIH «KEPTOJIFAY>
KYUIHIH I3BACAPJIAPDI
OPbIHIAYbIHIAFbI
MY3bIKAJIbIK - CTUJIbIK
EPEKLLEJIIKTEPI

Payuian AncauroBa', Haprait Bekmonantos!

'Temip6ek )Kyprenos ateinarsl Kazax Yarroik OHep axkanemusico! (Anmarsi, Kasaxkeran)

Anparna. KeptonFay KyMiHiH 43CTYpAi NPUHLUMNTEPIH CMMATTAY XXaHe onapAbl Aapanay XXonaapbiH
aliKbIHAAY apKbIbl KYMLLiHIH XXeKe JapanblK CTUNIH Tanaay Macenenepi e3ekTi 60nbin Tabbinagpl.
Cyrip 9nunynbiHbIH OpbIHAAYLIbIIbIK CTUIIHIH, XasbIK, KyHLiNepiMeH canblCTbipFaHAaFbl epeKLeniriy
TYCiHy YWiH «KepTonfay» KyWi ©3iHiH MilliHi, KypblabIMbl )XafFblHaH, COHAAM-aK TaKbIPbINTbIK X3He
NaATbIK-MHTOHALMSNBIK, IFHU MY3bIKaNbIK-CTUNbAIK AeHrerinae capanai oTbipbin 3epttengi. Cyripain,
wepTne AactypiHaeri «<KepTonfay» KyniH 3epTTey, A3CTYp/i OHEPAIH eMipLIeHAiriH 6apbiHLLIa cakTay
e3ekTiniriMmeH 6ainaHbiCcTbipblnagbl. OHTYCTiK Ka3akcTaHHbIH 4OMObIpa eHepi acnanTblk, M3AEHUETTIH,
Knaccukanblk Mypacbl 6onyMeH Katap, OyriHri KyHoepi 4oMObIpaLlbliapAblH, CypaHbICbiHA Ue
6onfaH arimak. CyripaiH wepTne A3CTYPAi OpbIHAAYLWbIIbIK, MaHepiH «KepTonFay» KyMiHiH HerisiHae
601MbICbIH Tangay MakanaHblH, 6acTel MakcaTbl 6onMak. Makanaga opraHonorusga Mropb MauueBckuii
TY>KbIPbIMAAFAH XasblK aCNaNTbIK A3CTYPAi My3bIKaCblH 3€PTTEYAiH, XXYMNeNni-3THODOHAbIK dAICI eH,
nepcnexkTMBanbl dAiIC peTiHAe KonaaHbinabl. XXyneni-sTHOPOHAbIK, 94iC ASCTYpPAi aCNanTbIK 6HEPLiH,
6apblK KOMNOHEHTTEPIH CUHXPOHAbI KaHe e3apa bainaHbICTa 3epTTeyai Ke3nenai: acnanTaHabIpy,
OpPbIHAQYLbIbIK X3HE MY3blKa, COHAAN-aK MY3bIKaHbIH Xasblk TEOPUSCbl MEH 3CTETUKACBIHbIH,
nepekTepiH 6enceHai Typae capanTay. KyMwWwiHiH cTUNbAiK epekiwenirii 6apbiHWa afeKkBaTTbl TYpae
KepceTy MakcaTblHAA XanblKTblK, My3blKasblk TEpMUHAEP MEH YFbIMAAPAbl NakAaNnaHbIn, My3blKanblK,
dopMa Typanbl XanbIKTblK TYCiHIKTEp Heri3iHAae allyFa TbiPbICTbIK.

I3peHicTep 6apbicbiHAa, KYM eHepiHaeri 6acka Aa TeopusanbiK CypakTapablH 6acbiH allyFa,
aTan alTKaHAa, LOMObIpa eHepiHAEri XaHp XaHe CTUb Macenenepi MeH onapablH TUMONOTUSNbIK,
CanbICTbIpMansbl Xyreci MacenenepiHe TokTanabik. Kynwi, sombbipalubl Cyrip 9nuynbiHbIH, «KepTonfay»
KYMiH Tangayaa My3blKanblK-CTUAbAIK TYPFblaa TONbIKKAHABI 3€pTTEN, XYieney YLliH KOCbIMLLIA Keneci
dAic-Tacinaep namaanaHbingbl. Tapuxu-Gunocodusanblk TaHbIM METOA0NOMMACLIHA HEri3aenreH
KOMMNapaTUBTI TaCiN MaHbI3Abl Aen CaHalMbI3, enTkeHi Cyrip i36acapnapbiHblH, opblHAAY Wwebepniri, Cyrip
KyMnepiH HacuxaTTaybl YakpIT MEH KEHiCTiKTEri epekllenikTepiH kepceTyre MyMkiHAik 6epeni. CoHbIMeH
6ipre, keibip My3blka TEOPUACBIHbIH, My3blKaAarbl Mapannenb YKcac, 06beKTUBTi-aHANUTUKANbIK Tanaay,
KelweHai Tacinaep 6aclbinbikka anbiHAbl, onapablH Cyrip WbiFapMaLlblIbIFbIHbIH, €PEKLLENiKTepiH allyFa
MYMKiHAiK 6epepi aHbIK.

Tipek ce3dep: «KepTonfay», CEMaHTUKa, LUEPTME CTUAI, KYMAIH KOMMNO3ULMAbIK KYPblIbIMbI,
MOZaNbAbIK TipeK, MHTEpNpeTaLuabIK Hyckanap.
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AJoaiiekce3 ywiH: AncautoBa, Paywax KanbiwesHa, bekmonguHos, Haptai CarmbekoBuuy. «Cyripgin,
«KepTonray» KyniHiH i36acapnapbl OpbiHAAYbIHAAFbI My3bIKanbIK-CTUAbAIK epeklenikTepi». Central
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Asmopnap KommazbaHbiH COHFbI HYCKACbIH OKbIN, MAKy10a0bl ¥aHe Mydoesnep Kalilibliblfbl OK

ekeHOieiH Manimoelioi

Kipicne

U_Ieane Ky# 11e6epi, Ka3aKThiH,
aCMarnTbIK eHepiHje eulrnec i3
Kasbipran Cyrip esiHe geiinri ToTtimber,
Toka kyfisiepit »keTe MeHrepe oThIpblIl,
TYP, Ma3MYH, KOPKeMJLiK XKarblHaH
OaubIThIMN, JaMbITa TYCTi. OUTiJT KOOBI31IbI
blkblac JlykeHysblH 03iHe yeTas TyTKaH
CyripaiH KoObI3 cadbiH IoMObIpa KyiliMeH
KabbICTbIpa Gijyi YJIKEH »KaHALIbIIbIK
60J1/1bl, KOOBI3AAFbl MYH/Ibl dYEHHIH,
Cyrip Ky#Jaepinae fomOblpaMeH actacybl
KYHLLIIJIK 19CcTypre e3relie peH 6epi.
Ou1 emip cypren eHip — Kapt Kaparay,
koHe Otbipap, kKacuetTi Typkicran
aiMarbl — TOFbI3 2KOJIIbIH, TOPAObI, TYpJi
MOJIEHHETTiH TOFbICKaH 2kepi. COHIIbIKTaH
Ka3aK My3blKaCbIHAFbl 03bIK XKEeTiCTIKTe P/
6oribiHa kuHaran Cyrip wblirapmasapbiiia
Apka, JKericy, Anraii-TapGararaii, baTbic
9yeH-CaslapbIHbIH, Ke3/lecyi Ke3aeHcoK
KyOblibic eMec. OHbIH KyHJIepi Ma3MyHbI
JKaFbIHAH 14, KOPKeMJiK OiTiMi »KaFbIHaH Ja
epexuie.

OHepTaHyllibl FaJbIM-3epTTeYLIiep
Cyrip OJIMYJ/IbIHBIH 9PTYPJIi
TaKbIPbINTap/a LIbIFapFaH TybIHAbIIAPbIH
casiblCcThIpa Kapar, popma MaceJsiecite,
KYHJICPiHiH CIO2KETTIK LLUBIFY TEriHe
OallJlaHbICTbI KONTEereH mikipJep
anttbl. Cyrip i36acapJiapbiHbIH Ky
MHTEpIpeTalysiiaybiHa Kapar, TOJbIFbIMEH
KYHALIiHIH 63iHE TOH epeKIIeJiriH
KaObLIAab e auTy KubiH. Kyiiai
OpbIHJAYLIbLIAP ©3iHiH XKeKe illKi
noJicanacbliHa, pyxblHa cau

OPBIH/AM LIBIFA/Ibl. OP OPbIHAAYLIBIFA 03iHiH
OMip CypreH opTachl, MiHe3i, KaOiJeTTiK
epeKILIeiKTepi, ycTasbl Tarbl 6acka
JKOUTTEP acep eTel.

MaxkananblH MaKcaThl isbacapJiapbiHbiH
opbiHaaybiHaarsl Cyripain « Keprosray»
KYHiHiH 1LIepTre CTUJIHIerT KOpiHiciH
aviKbIHay 00JIbIN TaObl1ajibl. ABTOPIbIH
KYHJIEPiH I9CTYp epeKLIeirine Kapau
3epiesielt KeJie, LiepTiie XKaHe apajiac
CTHJIBJIE KeJIeTiHIH aiiTa asambli3. Apasiac
CTHJIbACTI KYHJIepi aTblHAA TypraHaa,
KYPbIJIbIM KaFbIHAH TOKIIE I9CTYpre
KeJITeHiMEH KOPKEeMiK-Ma3MYyH/IbIK
TyprbiiaH earete epouai. Lleprne
JOCTYPIEri KyHIepi KOMIIO3ULUSAJIbBIK
TYPFbIIA 9PKHJIbI JAMHU/IbI, KYHiH Ma3MYHBbI
MeH KYPbIJIBIMBIHBIH OipTyTac KeJsei,
OyblHAapFa 6eJiiHreHiMeH 6ipKeJiKi
3aHABWILIKKA OaFbIHOANIBI, OCBI TYPFbIIA
My3bIKaJIbIK TaJ11ay KUbIH O0JIIbI, OHBIH
ce6e6i Oyrinre fedlin weprne Kydaepi
MY3bIKaJIbIK - CTUJIB/IK TaparblHaH
TaJllay/blH apHaibl 9jlici 6oJMaybIHIA.
TaxbipblNThl allly MaKcaTbiHAA
9THOMY3LIKATaHY FLILIMbIHIA TaparaH
HYCKaJIbl - LIyMaKTbIK (hopmachl
(C.OreranueBa) TYKbIPbIMbIH KOJIIAHIBIK.

«KeproJsiray» Ky#iHaeri ycTaHbIM 63re
LIepTIe KyHJIepiHe KaparaHia opKHJIbI
opOuIi Ie/liK, AFHH, KYUJIH JaAThIK
TipeKTePi OHbIH KYPbIIbIM/IbIK
epekuesiKTepiH aHblkran otbip. Tisn MeH
Ky#ize 6enrini 6ip xyiiere 6arblHATHIH
3aH/IbIIBIK 0ap,  0J1 KaTaH CaKTaJaTbIHbI
asii. JIpIObIc MeH OybIHFa HeTi3/Ie/IreH Ka3ak
TiJIIHACT] 2KeKe Co3/iep MeH coe3 TpKecTepi



apKbIJIbl HAKTHI OUABI OiipeTiH
ColJIeMAEPre yJaacaTbiHbl CUSKTbI, KYH e
©3iHe TOH aMlIbIKThI YH-bIpFaKTapaH,
Tanbasap MeH TapayJapjat, T.0.
OeJliKTep/IeH KypaJibli, XKaH AyHHEH]
TeOipeHTEeTiH apaJiyaH Kyi capblHbIHA
aiiHaJsanel. Makadiazna ocbl KepceTijireH
KYHLiHiH WwepTre gactypieri « Keprosaray»
KYHiHiH KOPIHiCI apKblJibl MY3bIKAJIbIK-
CTUJIBIIK epeKLLIeJIiri TaJlaHaIbl.

oaictep

3epTTey eH asijibIMeH aybl3llia-Kocion
MY3bIKaJIbIK MOJICHHETKe Oal/IaHbICTbI
anicTepre Herizuei. Aybl3eKilik,
HYCKAJIBIK, CYBIPBII caJMaJblK, KAHOHBIK
Oil/1ay HOpMaJlapblHA KOIITereH FacbipJiap
OOFbI KAJIBINTACTBIPFaH My3bIKaJIbIK
JocTypJepre 6aca Hasap ayaapbliaibl.
Connati-ak, «Kepronray» KyiiHin
TaKBIPBINTHIK 2KoHE KYPbIJIbIMBIK
npuHIMITEPi 6AaCThl Macese GOJbIMN
KapaJsaibl. 3epTTeY/iH TaKblpblObl MEH
nouin aury yurin Onrycrik Kasakeran
obJibichl Kaparay mekte6iHiH JoMObIpalibl
Ky#inepi xeTkisren « KeproJsray»
HycKaJsiapbiHa MaH Oepisiesti. JactypJi
My3bIKaHbl TaHbII OiJTyae LIeLyLLi peJ
aTKapaTblH KA3aK STHOMY3bIKATaHybIHAA
KOJIIAHbLJIAaThIH XaJIblK T€PMHUHOJIOTHSCHI
JKOHE JIePEKKO3ep peTiHae A0MObIpaLlbl
OpbIHAAYLIbLIAP/AbIH €HOeKTe i
nainananbsl. Cyrip isdacap/apbiHbIH
«KeproJiray» KyHiH opblHIAybIHIA
HYCKAJIBIK ©3relle/IiKTep/l 3epaeJ/eyie
AHANIUTHKAJIBIK 2KOHE CaJIbICTBIPMAJIbI -
THUITOJIOTUSIJIBIK 9liCTep KOJIAHBIC TalThl.

Tankbinay

«Keprosray» ky#i Cyrip
LIbIFAPMaLUbIIBIFbIHAA LIOKTBIFbI

OuiK epeklile Kyiuepais 6ipi 60J1bIn
caHaJga/ibl. EHAi ochl Kyil 2KaHpbIHA
OepisireH xKikremeJsep Herisinge Cyrip
HibIFapMaJiapbiHbiH, « Keprosray» KyHiHiH
TaKBIPBINTHIK - CEMaHTHKAJIBIK ayKbIMbIH

alKbIHIACcaK, 0J1 IMPUKA-PUI0COPUSIIBIK
KYHUJIiH KaTapblHA yKATa/lbl.

JKasyuibl Token 9aimkysios ToTtimber,
Toka TypaJibl aiita kesie, KopkbIT TypaJibl
TOJIFAHbII, KeHiHri OeJlimMze epTrie
KYHIiH ackan 1ieGepi Cyrip OJMyJIbIHbIH,
«Keprosiray» KyliH opblHaaI Kypreu
izbacapsiapbiHa ToKTanaabl. 1969 xKblbl
Cyrip i3b6acapaapbIMeH Ke3sjlecyre »Kasylibl
Token OuimKy10B, GeJrii akbiH Ackap
Toxkmaran6eToB, »Kazyuibliap OfarblHbIH,
[LIbiMKeHT o6JbicapasblK 6eJiMIIeciHiH
»KayanThbl xaTibichl Hacpenaun Cepanven
ayJaHra apHaiblian kesei. Pusosnor
YKa3yllblJIAPbIMbI3 KapaTayJiblK KYHILiHiH
lIbIFapMallbliblFbiHa MoH OepreH. Keke
«KeproJsiray» aTThl 19MieKTi oHriMe »Ka3blIl,
OHBbIH, ilLIKi dYeH TarIblp-TasakbliH Obl1ai
etin 6asiHnaipl: «Ces «Keprosrayra»
Oepineni... Byabira ekningen Gacranran Kyi
OipiHiLi Tapay/blH 63iHe KbIPbIK KyOblbII,
MbIH, OypaJibll IOHT€JIEHITT TYPbIT aJbl...
«KeproJsirayibin» ekiHili Tapaybl
HacTranranja KyulliHiH 1ebep caycakrapbl
KYJIIMJIal 2KOpFaJiar, eKi illlekTi KaT-Kabar,
aJiMa-Ke3ek liaJblin, 6ipae Tosrai, 6ipae
isie, Oipe WbIMLIM LEPTill, TeKipeKTereH
JBIOBICTAaP/Ibl CATIBIPBI KiOepAi. ..
ByJabikkaH, yhipinren, 6o3narat abiobicTap
6ac Kocbir, OeiiHe 6ip XopMeH aH
LIbIpKaraHaai, aHKblIaI, aublpamn KeTTi. ..
bBipeynep tamcanbl, 6ipeynep Kypcini,
eHii 6ipeysiep IeMiH illiHe TapThll,
CypJIaH/bl» JIeT KYHJIiH aliHasiaFa aCcepiH,
OHbIH, ThIHJAYLIbLJIAPbIHA I€TeH iHKApP Ce3iM
TYbIHJIATKAH OPbIHAAYLIBIHBIH aThl
KaparnaibiM KbiaMeTKep Atab6ek AcbliGeKoB
(9qimkyaoB 113).

Ou1 e3iHiH anabIHAAFbl TOJIIMIEp
ycrasnapsl, Cyripain is6acapsapbl Kannac
Kanam6aes, Teseren Mom6ekoB, ['eHepas
Ackapos, daiigynna Ypmizos, Eprenrai
bopcabaes, Hyprait JKanowipiius,
Arabek Acbli6eKoB, OJliMXaH XKoHe
JKanrasnu, Copcenranu )KysbaeBTrap
cekisi webep opbiHAAYLIbIIAPAAH KYH
VHpEHII, OHbl KapanaibiM XaJblK ajblHIA
HacuxaTTayuibliapsl. bynan :korapbiia
atasrad Cyrip i3bacap/jiapbiMeH KaTap, eJ
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iminne o3 tanadbiMen Cyrip Kyisepinin
OHBIH iWinae «KeproJsrayubl» ackaH
1ebepJlikiieH opbiHAAYLIbLIaPAbIH 6ap
€KEHiH KOpCEeTY/IiH MaHbI3/lbl €KeHJLiNH
yFaMbl3.

Osinin «1lleprne Ky# wedepJepi» aTThl
enberinze KyHii-seprreyii Yo bekenos:
«Cyrip KyHJIepiHiH Ka3aK My3bIKaChIHbIH
KOPbIHA KOChIIYbIHA OHbI KOPe KaJIFaH »KaHe
OHBIH KYHJIEPiH Mypa ycTar, api Kapau
JAMBITYLIbI IOMObIpaLLbLIap yaec Kocyaa»,
— Jnien, onau api YKannac Kanam6aeBThbiH,
Teneren Mom6eKoBTbIH, ['eHepai
AckapoTbiH «KepToJsirayibi» epekiie
CHUIMATHeH OPbIHAANTBIH/BIFb] TYpaJibl
OWBIH OiJLIPiM, OJIap/bIH aJIFalLIKbICHIHBIH
eHepiHe: «Cyrip KyilJiepiHiH GipHelleyiH
aJIFALL JKYPTUIBLIBIKKA HACHXaTTaHAAPABIH
6ipi — yKannac Kanam6aes. )KykeH Tek
KOOBI3ILIbI FaHa eMec, LepTIie Kyl }KaKehl
OpbIHAANTBIH JOMOBIpallbl 1a efi. Ocipece,
JKannac weptken «Torbid Tapay», «Kepi
moaeay» (O6enrineren - A.P.), < AKKy>»
KyHJepi KoObI3 KyHsepiMeH yHIecC 60JIbIMN
kesieni. Anaiina, Cyrip mepTneciHin
LWITPUXTAPbl OHbIH, ©31HIK €peKIIeJIiriH
JlapaJgarn, Kyl TapTyMeH alKblHIAH TyCcei»,
— Jien XKaJgractbipajibl (bekenos 34). An
['enepan AckapoBtbin, Cyrip Kyitsiepin
opblHJaybiHa OakJaHbICThl MaMaH: «bisre
Cyrip KyiJepiH opbiHaan Gepyjie o3iHiH
JOMOBIPALLbLJIbIK OHEPIMEH KAKChI dCep
KaJIbIPbIT 2KypreH 1oMOblpalibiHbIH 6ipi,
»Korapbizia atasrat ['enepan Ackapos
opbinaaran Cyripain «Has KoHbIp»,
«[Tankpima», «KosaybiHbIH, 2K0J1/1bl
KOHBIPbI», «AKKy>», «Kepmoaeay»
(6eariseren A.P.), kyitnepi Cyrip
1e6epaliriHii 60sTybIH KOFaITIak
TapThIM/Ibl €CTiJIill, ThIHAAYLLIBICHIH YHAbITA
Oinni», — aew KeJin, Kagdipri 3amanaa
Kaparay nocrypinzeri kyii eHepi MeH
KYHAJIEPiHiH KOPKEM/IIK KYH/IbLIBIFbIH
»Korapbl 6aranar,onappiH itinae Cyripfin
«Torwiz Tapay», «Kepmoaeay» (Genrineren
— A.P.), Tesnerennin « bodiHreHHin
oyaikini», «Kocbacap» xone blkpuiactbiy,
OipHeue Ky#aepi KypmaHrasbl aTbiHIaFbI
MewmsiekeTTik YJIT acnanrtap opKecTpiHiH,

penepryapblHa Ja Kipil HacUXaTTaJlblIl KeJe
»KaTKaHbIH atan kepcetesi (bekenos 39).

«Toanray» cesiHiH MarblHACBIH
my3bikaTanyliiibl C.KysembaiiibiH «Ko6bi3
MY3bIKaChIHbIH HeTi3i 6AKChIIbIKTbIH
1IeHOepin/e KasbITacThl, 1aMblbl>»
JlereH MikipiH »kajiracTbipa KeJe, <KoObi3
oyeHzepi adbl3aap KOJbIHAA « M0A2AY»
OOJIBII 2KbIpJaHca, OaKChblIap/bIH, 3iKipi
«capblry PeTinie, KyuLlijiep ca3napbl
«KYU» daMeTiHIe OpPbIHAAJIBI» AeM
TyKbIpbiMAai b (Kysembaii 18).

Cout KoJ1 caycaKkTapbiMeH JIbIObICTbI
y3apta, mepbeaic ary Tocinnepi
«Keprosray» Kyitinie 6acThbl poJib
aTkapabl. CoJl KoJl caycaKTapbliHbIH
Jla ABIOBICTBIK canara Kocapbl MOJI.
JlomGbipallibiHbiH, acipece, TOPTiHILI
JKOHE eKiHLI caycaKTapbIMeH apakilik
yLiH 1oMOblpa MOFHBIH Ooal Tepbedic
aJibiHazbl, ce6ebi 6yl caycakTap KOJIbIH
Heri3ri yCTaHbIMbIH KYpaHTbIH, TipeK
petingeri caycakrap. KaJrbl, coJt KoJ
caycakTapbIHbIH MepHEHi aca KaTThl, COJI
NepHeHi caycak 6acbIMeH ce3iHe ajyblHa
KoHi1 Oegineni. [TepHesepai karThl 6achlil,
KylireH tepbediic ajranaarsl apiobicTapaa
elKanaa acepi 6oamMaiiibl, Kepiciniie, OyJ
KOJUIbIH €PKiH KO3FAJIbIChIHA KECipiH
turizeni. Epkin KakKaH jblObICTap/ibl
caycaKTap/blH ce3ill OTbIPYbI, COJI
JibiObIcTapra TaOUFH, 9ye3JliK canara
»KoJ1 aubin 6epeni. Kyt we6epJirinin
6acTbl LIapTbl OCBbIHAAN camnaJibl
JbIObICTap anybiHa GaianbicTbl. Ochl
KOJIFa OANJIaHBICTDI €PeKIe aUTbIIAThIH
MaceJieHiH 6ipi caycaKTap/blH epHere eTe
TiK 6acblimaybit Cyrip id6acapJapbiHbiH
OpbIHAYbIHAA OaliKay KWbIH emec. TaOuru
epKiH JpIObIC ajlyFa caycakTap/iblH, 6Te TiK
6oJiMall, }Ka3blHKbI 2KyMCaK OachlIFaHbl,
myJizie 60¢ GachlIaThlH caycakTap/ibiH,
JIBIOBICTHI yCTarn KajaaTbiibl — TeJiereH
Mom6ekoB, ['enepan Ackapos, Daiizysna
Ypwmizos xkone yKanranu JKysbaeBTapabiH,
OPbIHAAYLIBIIBIK €PEeKILEeJiKTePiHiH,

Oip KbIpBbI.

«KeproJiray» KyHiH LIepTil opbiHIAYIA

nepHeHi Tosiray («TOJIKbIH» TEPMHHI,



Yo bekeHoB) ajiici 6acbiM KeJiei,
aTaJsiFaH 9Jlic 10MObIpa/iaH WIBLIKKAH YHIe
«KaH GiTipeni», an «xKaH 6iTipy» My3blKaja
«BUOpauUs» JeqiHei. SIFHH, XaJlbiK
LIEeXKiPECiHIH YJIbIBIFbL, YIaFATThl aKbLJ1-
OWJIbIH, Napacathl TosiraHabl» (bekeHor 16)
Jien accouusiianaibl. Kydiin MHTOHAUUSIIBIK
HaKbILLbIH 63rePTill, 63iH/IIK Aapa epeKLleIiK
TYFbI3bIN OTbIpajibl. JLloMObIpallbl-
OpbIHJAYIIbLIAP/IbIH APAChIHIA <TOJIFAY
TOCiJIiH OPbIHAAYLBIIBIKTBIH, LIBIHbIHA
KeTepijired 1oMOblpallibliap KOJAaHabl»
JleTeH MiKip (akcuoma) KasblnTackaH
(Ancaurtosa 117). «Keprosrayubin»
aJIFallIKbl bIObICTaphl JOMObIpaa eH
y3aK HoTaslapMeH OacTajiFaHbIKTaH,
uiepTneJi acnanta opblHaay yiliH, AbIObICTbI
TepOey HeMece hoplLIar ajay apKblibl
JIbIOBICTBI ©3iHI1e co3ajibl. by karnanina
chopuiarceia Tepoeiic 91ici KoIaHbLIbIN
Typ. SIFHU, 10MObIpa acnabbl YILiH AbIObICTbI
y3apThIM (9puHe MeTpre GAHIaHbICThI, XK
bIPFAKTaFbl Ky yKaraaibinaa ) repbedticeis
CO3bIIT yCTAy MYMKIH/II LIEKTEJINeH.

Baiukypt Kypaii My3blKacbiH
3epTTereH 3THOMYy3blKaTaHyLLIbl
P.3esHCKui «MUKpOOpMaarbl»
CO3bIHKBI ABIOBICTAP/IbIH, €peKLIeiriHe
Taszay xKyprizesi. Co3bIHKbI
(npoTsizKeHHble ) IbIObICTapP/ibl dPJIEHIIpYIe
OpbIHAAYLIbLIAPABIH WebepJliK MeH
TanKbIPJIbIK TAHbITATbIHbI O€JITiJII,
CO3bIHKBI JIbIObICTAP/IBIH, TEMOPJIIK
NaJUTPAChIH KepceTy/ie AbIObICThI TOJIFay
OPBIHAAYUIBLIBIK TACI/IIH 6all eKeH/iriH
kepceteli. FanbiM: «...1p1OBICTh TEPOETY/IIH,
031 aMIJIMTY/1a MEH »KHUiJiKKe OaiiaHbICThbl»
nern »kazanpl (3eaunckuil 144 ). Tosnraynpin
CXeMacChlH CHHYCOMITAp apKblJbl,
ypJieMeJii acnanta opblHAay MeH LepTieli
acrarnra caJjblCTbipa TOJFay/ibliH J1aybIChIH
rpaduKalIbIK CypeT apKblJibl KOPCETEI].
OpuHe, TeMOPJIK NaNUTPaaa Ablobic 6OsybI
KOIOJIAHDIIN KYHIH Ma3MyHbI 9CepJieHe
TyCe.

«Keprosirayna» ayeHHiH,
0ipAaybICTBIILIKTA XKYPYi OacbM KeJleji,
coJi 6ipIaybICTBIIBIK €Ki illIeKTe TaMUJIbl,
ACTBIHFbI ilIEK MeH YCTIHI ileKTi KyHLi

Katap KoJaHblN KesekTecin epei. Jlaybic
Oip ilIeKTe FaHa eMec, eKeyiHJIe JIe KYPe/i.
Kyf#iii naybicThl eki illiekTe Ke3eK-Kezek
aJibll XKypyze lebep ik TaHbITa aJFaH.
Ombr:

a) exi KoJJ1a J1a KaTtap »kypin, 6ip-6ipine
CcyHheHe YHbIMIACKAH KO3FaJlblCTaPbIH,
casilapblHaH, OH KOAOQbLH Oine3iK OyblHbIH
KO3Fal OTBIPBII TOJIFaYb;

9) coa KoA caycakmapOblH, IEPHEHIH,
YCTiHJIe TYPbIN KO3Faybl apKblJIbl TOJIFAYb
T.0. 1en ailTyra 60Ja/pbl.

Tousraynpsl foMObIpaga opbiHAY
OapbICbIHA OH KOJI caycaKTaphbl
JIOMOBIPaHbIH, LIaHaFbIHA MEePIEHIHKYJISP
ChI3bIKTa OpHaJackl, 6ac 6apmak yCTiHri
iLlLIeKTe TipeJsy apKblibl, TOPT caycakrap:
LIbIHALIAK, aTbl KOK CayCaK, OPTaHFbl
caycak, cyK caycak OipineH KeHiHn Oipin
LIepTin asny Taciai Kosaanbliaabl. CoJt Ko
caycakrapbl JIbIObICTBI bIpFay, TepoeJic
CUSIKTbI (PYHKLHUSIIAP/b aTKapaisl. Tosray
JIbIOBICTAPBIH OMHAY JIEHEHI, KOJIIbIH 6iJie3iK
OybIHAAPBIH 60C yCTan OThIPbIN OHHAY
CHSIKTBI LI€OEPJIKTIH TYPiH Tasamn eTei.

Toasray nepneni caycaknen 6acbin
TYPbII, caycaKTbl 10MOblpaHbIH MOHHbIH/A
TepOesTill TOPU30HTAJb 2KoHE BEPTHKAJb
HarbITTa Tepben ajny Taciaaepi Keanecei
(Cyper 1):

Rl B [ T E T T 1]

Cypert 1. lomGbipa acniaGbiHia ToJIFay OpblHAaYIbIH
KHMbIJI1apbl

[opudoHTasbbl TONFAY KOOGiHE KYHIIH
6achblHa y3aK JblOblcTap/a, BepTHKAJb/IbI
TOJIFAY OYEHHIH, iLLIiH/E »KYPe OPbIHAANATbIH,
SIFHU, JIbIOBIC KaTapJapJaapbitjia ajablHajpbl.

Ky#inin g-d monanbabiK Tiperinie
JKypeTiHiH 6aiikayra 6ogiajbl. ToHa b
JKYHEeMeH caslblCThIpFan/ia, MoIa/IbIbIK Oyl
KoHe Jiaarap, MyHaa 6esrisi 6ip aplobicKa
TapTbuly Kesjecneiai. MonaJsbaik »xyiere
MaKaMm MeH MyramJiplK LiblFapmaJsap
Herizneneni (Oreranuena). «Keproaray»
g-d 6actbl, and - g, d - g2 KocaJsKbl
TipekTepjie gamubl. BacTbl MopabIiK
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TipeK KYHIiH KypPbIbIMIBIK «KOCIMaPbIH»
afIIBbIKTaHIBI.

«Keprosiray» KyHiHiH KOJbIMbI3/IA
op MyparepJiepiHiH OpbIHIaybIHIAFbI 6
Hyckachl 6ap, onapabiy 1-ci — yKannac
Kanamb6aes, 2-ci — I'enepan Ackapos, 3
*)oHe 4-ci — yKanramu yKysb6aes, 5-ci —
oJiimxaH JKy36aeB »kaHe 6-cbl — Casi
Akmosiia opbiHIaybiHAaFkl Hyckatap. Cyrip
i3bacapJiapel xKeTkizyinaeri « Keprosray»
KYHiH KOMNO3UYUANLLK, Ky POLALIMOL
HEeTi3iHze TanIaiMbI3.

«Keprosray» KyiiHiH 1iepTie
JCTYPiH/e WIBIKKAHbI, IOMObIPAHbIH OpTa
LIeHiHeH 6acTay aJbll, IapbIKTay eri
eKiHLLi OKTaBaHbIH g JAbIObICbIHA 1€HiH
KoTepiseTini Gaitkamibl. Pakrypachl Kelijie
»KasIFbI3 ilIeKTe, KeHe eKi illleKkTe ajama-
Ke3ek Tepisin ajbiHaabl. KypblibicbiHa
KeJiceK, TaKbIpbI HipHellle KalblpMaMeH
KaHbIPbIIbIT OTbIpajibl. AzeaulKbl
dolObicmblH AMNAUMYOAchl KeH, upek
HWLapoLHaH wolevln Oip mouea detlin
orcemedi. KoMnosniusbiK KypblIbIMbIH
memer, opma XoHe Jicoaapasl e
6eJiin KapacTbipyra 60Ja/bl. By oiibiH
b.AmaHoB 63 eHOeriHIe Ka3aKThIH KOHEe
JIOYipiHAeri KOCMOJIOTUAJIBbIK YFbIMAAPBIMEH
OallsIaHbICTbIPA/Ibl, KEHICTIKTI YILIKE, SIFHU
KOK aCIlaH, JKep, 2Kep acThl Jen OeJief.
Cou yreIMFa Kapail erepjie 1oMObIpa
acnabbIHAAFbl 1bIObICTBIK KaTap/ibl
JKOFapFbl, OPTaHFbl 2KaHe TOMEHTI JIeT
aJiblll KapacTbipcak, «Keprosray» Ky#iHiH
JIbIOBICTBIK ayMarblH 2KOFapFbl, OPTaHFbl
’KOHE TOMEHTI yLI peructpre 6eJin
KepceTeMmi3 (Mbicas 1), aFHu 0J1: 9yeHOiK
»Karjaanga KeJyeciaen:

1 mbican:
r TOMEHT1 1 r opra A9 [PKOFapBhI 1
‘9_6—‘T_|—?_l_'—lﬁ_'+l_ﬁ
G i S B
| T

OyeHIep/liH NepHeJiK TipeKTe 1amMybiH
2APMOHUANBLK TYPFbIIA OblIAl KOpceTyre
6oapl (Mbican 2):

2 Mbican:

TOMEHI'1 OpTa JKOFaphbl

«KeproJiray/ibiH» Heriari ayeHi
HapJblK HycKasapaa 6ip makslpoinnen
JKYPreHiMeH, bIPFAKTbIK 2KyHeciHae
earepicrep Gaiikananpl. Onapipl
©3apa caJsibICTbIpFaH/Ia, TOMEHeTiIen
epeKIIeiKTepAi Kopyre 6osabl
(mMbicannap 3, 4, 5, 6):

3 mbican:
Xannac KanambaeBTa -

4 mbican:
lFeHepan AckapoBTta -

5 mbican:
Xanranu Xysz6aesta -

i

6 Mbican:
onimxaH YKys6aesTa -

"r rn nVr nVA A Vn " Vn VA~
rir el lrerr rerr [rerr [[or rerr[frrferr[®ier

ABrop Heriari oyenni GipHele
TaKbIpbIMIeH KopbiTabl. Ochl
TaKblpblNIagapibl Katolpma nen
aJlIbIK, OUTKeHi Katiblpma 9H KaHpbIHAA
60J1aJibl, }KOHE OHJIAFBI LITyMaK-KakblpMa
KOMIO3HLIMSICBIH My3blKaTaHILIblL1ap
HYCKaJlbl- CTPO(UKAJIBIK JIeN KapacThblpajibl
(KapakyJ/ioB), oHperi KypblabiM
aTaJMbIlI Kyijle Kesjiecesi. 9poip
OeJirisi TaKblpbINTaH KeliH Kadbpma
KalTapy Ky#iiH rnaJjcanaJblk HbllLIAHbIH
aUKbIHIANIbI.



«Keprosiray» Ky#aepinue
KatlolpmMacolHblH, TaKbIPbIObl 6ip
6osIFaHbIMEH, OPBIHAAYLIbIIAP COJ
TaKBIPBINThI OPTYPJIi OPbIHAAT XKETKi3TeH.
(B) kaiibipmach! eki 371eMeHTTeH Typajibl,
OHbIH GipiHuici (mbicanmap 7, 8, 9, 10):

7 Mbican:
FeHepan AckapoBra -

8 Mbican:
onimxaH YXys6aesTa-

9 Mbican:
Xannac KanambaeBTa -

10 mbican:
Xanranu Xys6aesrta -

Kafibipmanbit, 2-111i 3JIeMeHTIH
kesTiperik (Mbican 11, 12, 13, 14):

11 mbican:
FeHepan AckaposTa -

Y Y= v

12 mbican:
onimxaH YXys6aesTa-

13 mbican:

Xannac KanambaeBTa -

el e P e
&

St ir o
A=

14 mbican:
Xanranu Xys6aesrta -

Mysblka 3epTTeyLuiiepiHiy
nafbIMIaYbIHILA, 9P OPbIHAAYLIbI ©3iHiH
KabijieTiHe Kapai, iliki 60JaMbIC-

OiTiMiHiH GaHJIBIFBI MEH KOJIOPHUTTI
epeKleJliriHe Kapa# e3re opbiHAAYyLIbIIaH
alblpMalIbLIbIFbI 60J1aThIHBI AHKbBIH.
CoHJbIKTaH KYHIH HHTepripeTalusra Tycyi,
KYHJIiH 03iHIlIe TypJieHin i36acapaapblHbIH
NalbIMbIHIA KYJIbIPa TYCKeHiH GakiKayra
6osanbl. Heriari takbipbinrapsl 6ip ilekre
Jlamblca, KepiciHule Kyd KaiblpMaJiapblHbIH,
KOC illIeKTe OMHAJY 3aH/IbLIIbIFbl KE3ECeI.
«Keprosray» (mbicas 15):

15 mbican:

Bip napi6bicTa Typhim aty, 01 1bIObICTBIH,
naJicanasblK HbIlIAHbIH Oisipce, o1
JIbIOBICTBIH 9/IEMi 9yEeHiH KopceTy, KOObI3
JIbIOBICHIHA eJIIKTeY, UMHTAalMsIay peTiHjie
KabblagaHapl. JIMCKpeTTiK 1biObIC LIbIFapy
TOCiJ, ABIOBICTHI 2KaH-2KAKThl €Till KOpCeTy
WJLITIO3USICBIH TyZIbIpajibl. Kasipri keaje
KblJT KOOBI3/IbIH aJIbTePHATUBTI TYPi
npuma Koobi3 Kosianbin xKyp. Keftinipex
nprumMa KoObl3 OeJICeHIi IaMblIl, OfIaH api
OpbIHAYLIbLIAPFA KA3aK, OPbIC KOHE LIeTeJ
KOMITO3UTOPJIaPbIHbIH, LIbIFAPMaapbiHbIH,
KeH TaHJayblH KOMIiJiK Ha3apblHa YChIHyFa
MYMKiHiK O€peTiH xKeKe acrar peTinjie
opHbIKTHL. (PKyHycoBa 60). Kbl KoGbi3nan
npruMa KOObI3IbIH, ailblpMalIbLIbIFbI, KbLI
KOOBI31a OPbIHAAJFAH KYHIiH [18J1Canachl
npuMa KoObl3a MyJiieM OacKalla ecTiefi.
Bisnin Kapan oTbiprat AUCKPETTIK AbIObIC
KbIJT KOObI3ra 6anJaHbICThl aUThIJIFaH
TYCiHIK, IpUMa KoObI3zia OyJ1 ToCi
KOJIJIaHbIIMAK/IbI.
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Ocbl cusiktbl ['enepan ACKapoBTbIH,
1992 »kbliibl foMObIpaLlblIapra yipeTKeH
«Keprosray» KyHiHiH HyCKacblH KaparaHza,
Oip AbIOBICTHI LLIMPEK TOHFA TOJIFAY
onici aubIk kepcetisiren. [lnpex Tonra
ToJiFay 9JliciH HoTana Hesrisiey 6yriHje
a3 KOJIIaHbLIA/Ibl, 2KaJIbl JOMObIpallibl
negarorrtap OyJ1 9fiCTi MpaKTHKala CHPEK
KoJjlaHajibl (Mbican 16). JlnaToHukasbik
JILIOBIC KaTapbIHA HETi3[eTeH OKY
JKyHeciH/ie aTaJsiFaH a/1ic OKbITbI/IMAH/IBI.

16 mbican:

#
mynv nvav
BRI oL s rer arsr pror srer

41
Abmere
Ty s s oo it T Lyt S Ly i 3 Ty i o Loy o oo et

Ocbl TyCTa 9y€eH IMaTOHUKAJIBIK
JBIOBICTBIK APBIHAH LLIFbII, LLIHPEK
TOHFa Jein Toaraipl. Caycak aJy ajici
oH KoJiga 2-1; 2-1; 2-1 men anmacholn
opbiHaanaibl. Ockl epekiienikti 6i3, 6ip
IbIOBLICTBI (hopTenuano acrnadbiHaa 5-4-3-
2-1- caycakTapbIMeH aJjty anmiuKaTypaJsbiK
dJliciHe yKcaTaMbl3.

Cyrip Kyhaepinin epekienikrepine
TaJIay »Kyprizy apKblJibl, 0Japarbl KaHa
dyeHJIiK KaTtnap/blH 60JIFaHbl Ma3MyHbIHA
eMec, OJIaH repi oyeHIiK HipiMiHaeri Keke
JpIObIcTapra KebipeK 6alJIaHbICTbl €KEHIH
aiTyra 60J1aJ1bl.

By xkepie opbIHAAYHIBLLIBIK YPAICTIH,
OyeHre KaTbIHACKIH/IA eMeC, 2KeKe
JbIOBICTap/bl ay MaHepinae. JlomObipara
TOH epeKIIEeJIKTep/li €CKepe OTbIPbI,
OPbIHJAYIBLIBIK YPICiHIE OChI KEKe
JblObICTapFa GallaHbICThl 63relllesiKTep
LIbIFAPMaHbIH KOPCETKIllli, 63iHe FaHA TOH
TYTMHYCKAJIbIK €peKIIeiriH alKbIHIANThIH
Oipren-6ip eJiemi, sruu Kaparay
KYWJIePiHiH CTHJIBIIK epeKLIeirin
OarikaTaapl.

Cyrip KyiJiepiHje epekiiie OpbiH
anaTblH Mmeausmoep xeke JplobicTapra
KaTbICThl eKeHi aHblK. KoObI3 Ky#Jepi
yiiH 6ip ApiObIcTaH GipHellle IbIObICThIK
OMIKTIKTep/liH CHHXPOHJIBIK JKaFnana
€CTiJlyi MEH Ke3re eJIeCTeTilyi KaJbIIThl
warnan. Conpaii-ak, 6ip AbIOLICThI y3aK

Katmaaay mociai Cyrip Ky#aepine
ToH. M.CasiMOBTBIH allTybIHILIA, <P
JILIOBICTBIH HeMece O0sy/IbIH KaOblIaHYybl,
OHBIH bIpFak reH 6efiHeciHe GakJaHbICThI
emec, 0J1 SMOLIMOHANIBIK cepara Kyl
6epyuii» (CasimoB 222). bBeurini 6ip
JIbIOBbICTA Y3aK TYPbII aJ1y, 0J1 KyALIiHiH
OUbIH, PUI0CODUABIK MJIcanachbliH
kepceteli. JbiObICThIH TeMOPJIiK
OJIEMIJIITIH, MOHEPJIIriH KOpCeTy,
«CYHUCiHY», «My3bIKaJIbIK 9KCTa3Fa
OeJieHy» bIObICTAap/Ibl KalTaan olHayla
OPbIHJAYLIbLIbIK KACHETIH KOPCETYiH,
caraJibl KOpCeTKillli KoHe acnanThbl 2KeTe
MeHTrepreHiriHii ailKbIH 6eJrici 6oJamak.
sKannac Kanam6aeB HycKachiHaarbl
TOJIFAYFa KAThICThI AbIObICTAP/A TOJIFAY
aJiici, AFHU Oip AbIOBICTHI OipHelle TaKT
O0Mbl KaliTajan TapTy e3re KyiJjepre
YKCaMa#TbIH epekiienikrep (Mbican 17).

17 mbican:

Cerianiik bIObICTAP/bI WA LITPUXbIMEH
OanIaHbICTBIPY, 9JIJ1 YJeC MeH dJ1Ci3 YJIeCTiH,
OWHaJTy OpPHBIHBIH, aybICYbl HOTHKECIHE
CUHKONAAGLLK, BIPFAKTBIH TYBIHAAYbBI KYHLiH,
OpbIHIAJY €peKLLIeJIiriHiH 6ip KbIPbl OO0JIbI
Ta6blnaapl (C).

«Keproaray» yKannac Kanam6aeBTbiH
opbiHaaybiHaa (Mbicas 18):

18 mbican:

Ochl 6ip petTe KoObI3MbI bIKblIac
Ky#JiepiHiH, itinen «Keprosray» arrac
KyHin atityra 6osazbl. Cyripain blkbliac
KYHJIepiH kaKebl Oifyi, OHbIH KYHJepiH
TyreJiiMeH IoMObIpaFa TyCipil OpbIHIAFaHbI
XKaiibl iepektep Axmet YKy6aHoB
enoOerinze kentipisaren [101].

Arrtac nom6bIpa koHe KoObI3 KyiJepinje
KYPbIJIBICHl MEH TaKbIPblObIHA OPTAKTACTBIK
HalikaJMaraHbIMeH, IbIObICTHI KalTanay



OpbIHIAay MOHEpiHe YKcacThIK 6ap. MyHbI
blkbnactoin, « Kepmoazay» kyhaepinjeri
MbIHA d/IiCTEP apKbl/ibl aHbIK K6pyre 00J1ajbl
(mbican 19, 20):

19 mbican:

. ﬂﬁmﬁugﬁuﬁmﬁuﬂ%ﬁ,
. .

20 mbican:

An «Keptosray» KyiJepine oipeak;,
Kaewolc, 6auleM TYPFbICbIHAH Kapacak,
oJiap/ibiH, 6ipKeJiKi eMecTiriHe Ko3 yKeTKi3yre
6og1a/1pl. JbIObICTap/IbIH, Y3aKThIFbl METPO-
bIPFAKTBIK HETi3iH/Ie ce2i30iK bIPFAaKThIH,

OH aAMblAbLK IbIObICTAPMEH aJIMAChIT
»KaTKaHbIH GaiKaiMbi3. A mepmmik
bIPFaKTarbl IbIObICTAp, OTbI3 eKiliKTepMeH
KepceTiJireH, MakaJajaa 6episieTid oi
HOTOTpaUsIbIK MocejieMeH OaiIaHbICThbI
OoJiraHibIKTan OyJ1 OeJlirine apHanbl
TOKTaJIMa/bIK.

JKanranu JKy36aeBTbiH 0pbIHAAYbIHA
«KeproJsiray» HycKacblH1a KalTajsaHaTbiH
MoTuBTepiH ( 1; 2 TakTinep) 3-wi TakrigeH
HacTar bIpraKThbiK-MHTOHALMSIIBIK HipiMre
aybICybl CbIPTTall OipTYTACTBIKTbI KOPCETil
TypraHbIMeH aMIMJIMTYAACh! LIMPEK apaaH
HIbIFbIN Gip TOHFA JIEHiH TOJIFaHaJIbl, OHbI
3-4 TakrTen Harikayra 6Gosajibl: (Mbicas 21).

21 mbican:

Kyfine auea wtpuxrapbiHbiH, Ko
KOJIIaHbLTY/IbIH 6acThl 6ip cebebi, KoObI3
JbIOBICTAPbIH HMUTALMSIAY MAaKcaTbIHAA
naina 6oaran. CyripiiH esre KyHaepinie
(«bec xopra» 2 typi, «[ankeima» 2 Typi)
TinTi 6ipHellle AbIObICTAP/IbI JIUTA aPKbLJIb
Oip raHa KarbICreH OaiJIaHbICTLIPBIN ajly Ja
Kesziece/.

Cyrip kyhjepinae KagvicmapoolH, —
isMe, »KaHaMa, 1apa KarblC, KOC illeKTe
Tepin TapTy, aprneaKuaTo, TyTia Karbic,

OH KOJI CYK CayCaFbIHbIH 2KaHbIMEH,
VLIBIMEH Kary T.0. TypJepi KeHiHeH
KoJsanrad. Lleptin agny Tocisi aprnemwxkuato
(apriepKUATOHBIH KbICKA TYPi) TacisiMen
»Ky3ere acajbl. Bys miepty Tocisinin 03iHiK
agty xoJapsl 6ap, 6apJbIK AbIOBICTB

OCbl KarbICIeH Ypy Ke3iHjie KYHJiH MaHi
»korananpl. On kebiHnece KyiiiH 6achina,
HeTi3ri TaKblPbINThIH GipiHLIi a1

yJecTtepiHe T.c.C. TycTapja naiiajaHbliaipl.

Cyrip Kky#aepinae eauemdep xui
anmacajbl, acipece, 4/2 sxome 4/3,
conpaii-ak, 5/8; 3/8; 7/8; enemuepi
©3apa aybIChll OTbIpajbl. Apanac
eJIlIeM, Ka3aK XaJIblK My3bIKAChIHbIH
epekliesiirin KopceTei. XasbIKTbIH KyH
LIbIFAPMALLBLIBIFbIHBIH, KEH KOJIeMJT,
OHbIH, 9MOeOaNThIFbIH TAHBITCA, OHbI
eJilleMre Kiprisy yiiH HOoTa xKyieciHe
€HTi3y aca KypJieJii Mpouece eKeHiH anTta
KeTKeH »koH. Mynnait enmemaep Cyripain
ocbl arajral «KeproJsiray» Ky#iHae opblH
asiazibl. Asl OHbI KeHiHri i36acapiapbIHbIH,
HOTa apKblJibl YHPEHill, OpPbIHAAY MOHEpiH/e
€/19yip KHUbIH/BIK KE3eCeTiH/rH My3blKa
3epTTeyLliiepi aJIeKallaH MOUbIHAAFAH.
CoraHn KapamactaH, Cyrip KyiJiepiHin
Ma3MYH/IbIK 2KaJlllbl KOPiHiCiH Hemece
»K0OACBhIH FaHa HOTara Tycipyre 6oJazbl.
Ky#niepain ycak uipimaepin Hota
OeJrinepimeH GeJrijiey, My3blKaJblK,
epeKLLIeJIiriH KopceTyre yMThIJIbIC
kaHa. KyJsakka ecrinietin Mmesgusmaep
HOTara TycipreH Kesje e3retie Wblrapl.
CoHfIbIKTaH KYHi TapTy aJiibIHAA OHbIH,
OpbIH/IAJTY MOHEPiHE KOHiJ 60Ji, ayl1Ho-
BUJICO TacmnaJsiap/bl ThIHAAM OapbIl OpbIHAAY
NPAKTUKaLA KOJAAHBIIN KeJe/j.

ConbimeH, «KeproJsiray» Kyhiepi
HY CKQAAbL-ymakmolk popmazia
LIbIFAPBIIFAH, IFHU OybIHAAPbl KAUTaJIaHbII
JKoHe KaHTaJsiay CalbIH 63repill, 2KaHapblT
OTbIPaJibl. OP OpbIHAAYLIBIHBIH HYCKAChIHIA
«Keprosray» KyHiHiH KOMITO3HIHSJIBIK,
KYPbJILIMbI TOMEHJIETiIed OO
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1 K .Kanam6aesra: ABAICBIA2BI
KONIA

2.I'. Ackaposra: ABCBIABCA

3. K Kysb6aesra:
ABAI1CBI1A2B2/IBIKO/AAS3

4 K )Kys6aesra: ABAIBBICBBI

5.9.)Kys6aesra: ABA1BA2B KO/IAA3

6.C.AkmoJ1aa:
ABAI1BIB2A2B3A1B2A3A4A5B4A6
KOZIA/

HaTtuxenep

Bipinwinen, «Keprosray» kyhinae
i3bacapyiapblHbIH 63iHAIK HHTEPIIPETALUACH
A’KbIPaThIJIBIIT KOPCEeTi/Ii, osap Gopma
»KaFblHaH METPO-PUTMHKAJBIK TYPFbIIa
eKeHi, COHbIH illinae popma KarblHaH
OpTYpJli yakbIT Mep3imjie, siriu, CasiH
AKMoJIaHbIH Y3aK OPbIHIAHTBIHBIH,
caJibicTipmadbl Typae ['enepad
AckapoB xxoHe YKanrasu JKys6aeBTbIH
OpbIHJAYbIHAAFBl MaHEPJIEPi 0J1ap/IbIH,
HYCKAJIAPbIHAA KbICKA YAKbIT MeP3iMiH/Ie
OpbIHJa/IaTbIHbI GalKaJIbI.

EKiHIiIeH, TAKbIPBINTHIK KoHE
KYPBWIBIMBIK >KaFbIHAH TaKbIPbINTAPbI
6ip O0JIFaHbIMEH, TYpPJli OPbIHAAYLLBLIBIK
HYCKaJIapbIH/IA YKCACTHIK Ta,
albIpMaLlbIIBIKTap Aa Oap eKeHi
KepceTisjli. Op opblHAAYLIbl 63 KabineTiHe
Kapal Kyiai kaOblaan maJjrasbl, Kynre
MHTEPIPeTalUsNIbIK 63Trepic eHri3dy 6apJibliK
OPBIHAAYLIBIIBIK MEKTEIITepre OpTak
»Karnai. OcblHaal HHTepnpeTalUsIbIK
HycKaJsiap/a KyFHiH JaMblIl eHIe/reHi
Oarikasapl.

Cyrip i36acapnapblHblH OpbIHAAYbIHAA
KYHJIiH HEeri3ri TakbIpblObl CaKTaJFaHbIMEH
KalibipMa OybIHIAPbIH LIeOep coMaaraH,
Kyire »xaHa peH Oepin TypJeHipe aJjraH.

YuwiHwineH, KepceTiareH Mbicasaapaa
Cyrip «KeprosiraybiHbIH» KOOBI3
KyHiMeH e3apa YHIeCiMaiiri, IbIObICThIK
YKCACTBIKTaphbl aHbIKTAJIbI.

Herisri TyxbippiMmaap

— Cyrip KyiiJiepine Ka#itanaH »kaH
Oitipin Gisre xkeTKizyne i30acapJyapblHbIH,

opHbl epekule. Makanana dafizysnna
Ypwmizos, ['enepas AckapoB, OJliMXaH KoHe
JKanrann yKys6aesrap, Casin AkmoJiia
Hyckasapbinaarel «Keprosray» Kyii
KapacTbIPbIbII, KYHLLi CaJblll KeTKEH
Kapartay MmekTeO6iHiH KaliTa »KaHAaHybl
isbacapJsiapbiHa OalJIAHBICTHI €KEHi,
JK9He coHbIMeH bipre, i36acapJapbl
Cyrip Ky#JiepiHeH cycbIHAAM HAP aJblrl,
oJlapibl IamMbITKaHbl KepceTinai. Cyripaei
KYHLLIHiH WbIFapMallbl/IbIFbl OHbIH,
isbacapJiapbl HETIi3iH/IE KAHFBIP/IbI IECEK,
aJl i36acapyiapbIHbIH LIbIFAPMAaLIbIIBIFBIHA
Cyrip Ky#JIepiHiH bIKNaJbl 60JIFaHbl CO3CI3.
OHbIH KYyHJIEpiH OpbIHIAT HaCHXaTTayla
JlapbIH/bl i30acapJsapbl KyHIiH TaGUFaThIH
Oy306ail, KepiciHile Kyire KaHa eMip
cbiianpl. Cyrip KyiaepiHin epekieiri
JIoMObIpara KoObI3 My3bIKachl 3JIeMEHTTEPiH
EHTi3in opblHAaybIHaa 60Jica, OHbl OYTiHTi
KYHIe 2KeTKi3ye i30acap/iapblHbIH,
eHOeKTepi 30p eKeHiH aTar eTy Kepek.
[36acapaapsl Cyrip Kyisiepin opbiHaan
KaHa KoUMaH, e3 niblrapMaJiapbiija
Cyrip Ky#JiepiHiH »KeJticiH KoJiaHa
anpl, 6yn Kaparay yiiinik Mmekre6iHiH
OYyriHIe CypaHbICTa €KEeHAITIHIH 2KoHe
OPbIHAAYLIBIIBIK MEKTEI 2KaJIFaCThIFbIHBIH
GeJrici.

— «KanbinTel KypbluibiM» ap6ip
KYHZIiH TapuXbl MEH eMipi 60J1aTbIHbI,
OHBIH, TANTbIK YPAICTEH OTE KeJie e3repyi
aiTbliajibl. Hyckasbik epexiienikrep
KYULiH bIpFaFbl MEH 9yeH TYPaKTbI/IbIFbI,
KarblC TeXHHKACBIH/IA KOHE KYPbIbIMIIbIK
CTPYKTYPaHbIH KAHOH TopTiOiMeH
JKYPETiHI MblCcasIap HEeri3iHae KepceTii.
«MIMNpoBU3aTOPJIBIK KYpPbLIbIMbI»
JKaHa JIEMEHTTeP/] CiHipy apKblJibl,
bIPFAKThIK-UHTOHALMSABIK, BIPFAKTBIH,
aybicybIMeH OaiJlaHbICybl aHbIKTAJIbI.
JKaHna ssiemeHTTEp/LiH KON MeJILep/ie
KOJIIAHbLTYbl KYHJIIH «e3repyiHe» bIKnaJ
eTeTiHAirine 6afaHbICThl HAKTHI MbICaJIIAP
Oepinpi. bys tapantan «KaJjbnThl
KYPbIbICbIHAH» aliblpMallbLIbLIK 6ap
€KeHJIiriHe CaJbICTBIPMaJbl Tajay
»xyprisingi (C.KanueBtin meptne Kyiaepui
tajnay npuHuuni). Cyrip Kyiaepinin 6acran



Kaimaaayaapel acep emken Kytioeei
moJaeay epexuiesiei 0en atinoiiyol
Kepek) CeKyHJia apaJibIFbIHJIa TOJIFAY/IbIH,
Jamybl KOObI3 acraObIHbIH BICKBILITHI bICY
apKblyibl airad 6oJica, ¢ AbIObICHIH (opiiiar
OpHBIH/A Ja aayra 6oJajibl. A ToMObIpaHbIH,

asiK «MMITPOBU3ATOPJILIK KYPbIJIBIMbIHAH »
KAJIBIIThI KYPblJIbIMFA» 6TYiHiH 63iHLIK
TapUXHU 2KOJIAPbl 6ap €KeHiH aliTa OThIPHII,
KYHJIEPiHiH KOMITO3UUHUSAJIBIK KYPbIIBIMBIHBIH
epeKILICJIKTEePi 1e KOPCeTI.

— MeTpJiiK ayblcy TaKblPbIIThIK

dyeHre Jie, IFHH OybIHAapra 6alJaHbICTbI
6016l KarblcTap/ibiH TeK KaHa TOMEH,
JKOFapbl OArbITTa Kary/iblH « YHPEeHIIiKTi»
Tacii wepTnene Koaganbaybl — KyHIiH
Ma3MYH/IbIK €peKIIeiriHiH 6acTbl
cunatel. leprne kyisiepin esretuediri
KaFblCTap/ibiH OybIH-OybIHFA OaHIaHbICThI
63repy MyMKIiHJIirHe. OHTIece, HAKTDI

LIepTIIeJi acnarn eKeHi, opblHaay MoHepi
BICKBILLITHI acnantan 6eJsiek 6oJiyblHa opai,
Cyrip Ky#iuli acnanTbiH MYMKiHIIJIMH
fackalla KoJlaHraH. by aztic MblHagaH

KepiHesi: 6ip 1bIObICTHIH OHAETYI (OneBaHue )

TOMEH, »KOFapbl 6aFbITTa TOJFAHYHI,
Tepbediici, IFHH KeHeNTiITeH 8ubpamo
bepy, dolboicmolH, amnaiumyoacolr |

AJIBIHATBIH KAFBICTAp TYpJIepi GipKeJIKi monea Oetlin moaeay 90ici KOJIAHbLIFaH. S
KypMelii. By teprie 1ocTypitin Oasre JpIObICTap/a KOJIAHBIIFAH LLIMPEK o
epekiueiirinin 6ip Keipbl. COHFbI Kedaepre TOHFa bIpFay, Gy/ TYCTa 03 lleKapachlH s
JleHiH 1oMObIpallblIapAbIH apachiHa Oy3bll, ¢ AbIObICbIHA AeHiHTT TepOedic :
«l1epTIe Kyhaep/e Karblc 60aMar bl » 6UOPAMO AMILTUTYIACHIH KeHEHTIM TYp. e
JiereH TyciHik 6osiibl. TinTi coHbIHAA Kyiizie on Ko/iarel eki ilekTi Kesekrei 2
KaparnainbIM/bIIbIKKA CaJIbIHFaH KyH/IepaiH iain Kaey, mymotn Kaeydoly KOPKEMILIK ;
63repil OPLIHAYBI 14 KAJbITTH Kartaiira  TYP/IEP MEHJIHIIE HAKTbI KopceTiie. =
aliHaaraH GONAThIL. [IlepTne KarbicTap/blH iJIMe KaFbIC, Tepic S
Karblc, KOCaK cepIy, cyHpeTie Kary, 1apa
KopbITbIHABI LIepTic, Kocin wepry, TeOereH Lepric, 171

Tonray onicinin 6y tycra (byx odic

Oy poLHbIpaK My CciHOipiayi Kajxcem.
Hemece, mysoikarolk-pewumayusiolk
woteapmarapoazol dovtObLC

T.C.C. TYPJICPiHiH Ke31eCyi, O4UeMHiH,
MmypaxcoL306iebl, MEJU3MILIK dliCTePJLiH,
aiaxkoJieT, opuiar, JUraHbiH XKui
Ke3Jiecyi, opTallla eKMiHHiH OaCbIHKBIIBIFbI
Cyrip MeKkTeOiHiH CTUBIK KOpCeTKillli
O0JIbIT TaObLIA/bI.
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Bknap, aBTOpOB
P.K.AncautoBa - aBTOp MAeun, HanncaHne OCHOBHOIO TeKCTa, MOUCK LMUTaT, OdJOpMHEHVIe
CMMUCKa nuTeparypbl.

H.C.bekMonauHoB - penakTMpoBaHUe CTaTbM U HanMCaHMe AONOJHUTENbHOIO TEKCTA,
MNOUCK LUTaT, OdJOpMJ'IEHMe CTaTbW.

ABTOpnapabIH, yneci
P.K.AncautoBa - naes aBTopbl, HEri3ri MaTiHAI a3y, Aaekce3nepai isney, anebuettep
Ti3iMiH paciMagey.

H.C.bekMonAMHOB — KOCbIMLLA MITIHAI peflakumManay xaHe xasy, Aaiekcesnepai isaey,
MakanaHbl pacimaey.
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AncautoBa Payuian, Bekmonautos Hapraii

Kazaxckas HauoHanbHast akaaemust uckycers uM. TemupGeka JKypreHosa
(Anmarbl, Kazaxcran)

MY3bIKAJIbHO-CTUJIEBbIE @OBEHHOCTU KOA ¢TYPA« KEPTOJITAY» B KMOJIHEHUM
NOCJ/IEOOBATEJIEN

AHHOTauuMs. Ha CerofHsIlWHMI AeHb OLHOM U3 aKTyaNbHbIX MPOGAEM SBISETCS U3YYEHUE MY3bIKANbHOMO
cTung kiovwu Cyrypa Anuynbl, B KOHTEKCTe KapaTaycKoi MCMOMHUTENbCKOM WKObI. M3yyeHa
KOMMO3WLMOHHAs GopMa, TEMATUKKU, METPO-PUTMUYECKUE U NALOBO-UHTOHALMOHHDIE, T. €.
MY3bIKaIbHO-CTUIUCTUYECKME 0COBEHHOCTU Kiost «KepTonray» Cyrypa, YTo NpeacTaBAsieloTcs HaM
Hanbosee BaXHbIMbl A1 TOHUMAHKS CrieUUdUKM CTUAS HAPOAHOTO KoM, M3yueHne «Keptonray»
Cyrypa, CBSI3aHO C aKTyanbHOM NPo6AEMOi MaKCUMarIbHOTO COXPaHEHWs HAPOLHOIO Hacaeaus 1
nponaraHabl TPAAULMOHHOO UcKyccTBa. [lombpoBoe uckyccto HOxHoro KasaxcraHa npencraenser
cob0ii knaccuyeckoe Hacneane MHCTPYMEHTAsIbHOM KY/bTYpbl U CErOAHS SBASETCS BOCTPEOOBAHHbBIM
Ins noMbpuctoB. OCHOBHOW LieNbio HaLLel CTaTbu BASIETCS MY3bIKANIbHO-CTUAUCTUYECKMIA aHANN3 KIosl
«KepTonFray» Kak ktoi Cyrypa B ctune wepTrne. B cTaTbe Mcnonb3oBaH Hanbonee nepcnekTUBHbIN

CMCTEMHO-3THO(OHMYECKUIA METOA UCCef0BaHNS HAPOAHOW MHCTPYMEHTaNbHOM TPaAMLMOHHON
My3blKK1, CPOPMYNMpOBaHHbI Mropem Maumesckum (MauneBckuM) B opraHonorun. CUCTeMHo
3THOMOHWYECKUI METOL NpenonaraeT U3yyeHne Bcex KOMNOHEHTOB TPAAULMOHHOIO
MHCTPYMEHTaNbHOI0 UCKYCCTBA CUHXPOHHO M B3aMMOCBS3aHHO: MHCTPYMEHTApUW, UCMONHUTENbCTBA U
My3blkW. OH TakXe HampaB/ieH Ha aKTUBHbIN aHaNNU3 AAHHbIX HAPOAHOM TEOPUM U ICTETUKU MY3bIKM.
Mbl nocTapanncb packpbiTb My3biKanbHY0 GOPMY Ha OCHOBE HAaPOAHbIX MY3blKa/lbHbIX TEPMUHOB U
MOHATUI, YTOObI MaKCMMaJIbHO aAEeKBATHO NMOKA3aTb CTUMCTUYECKME OCOOEHHOCTU MACcTepa KIOMLLN.

B xone nccnepnoBaHus Mbl COCPefOTOMMANCE HA PACKPbITUM APYrMX TEOPETUYECKMX BOMPOCOB
MCKYCCTBA K0S, B YHaCTHOCTM, My3blKaZIbHO-CTUIEBbIX BOMPOCOB B JOMOPOBOM MCKYCCTBE U UX
TUMNONOrMYECKOW CPaBHUTENBHOM cucTeMmbl. [pu aHanuse Kos «KepTonray» aBTopbl UCMOb30BANU
cnepyrouime AoNoAHUTENIbHbIe MEeTOAbl, MO3BOJISIOLME NOAHOCTbIO M3YYUTb M CUCTEMATU3NPOBATbL
€ro C My3bIKaNlbHO-CTUIMCTUYECKOM TOYKM 3peHUS. Mbl CYUTaEM BaXKHBIM CPAaBHUTENbHbIA NOAXOA,
OCHOBAHHbIM Ha METOA0N0MMU UCTOPUKO-GUNOCOPCKOro NO3HAHMS, MOCKONbKY MCMOMHUTENBCKOE
MacTtepcTBo nocneposateneit Cyrypa 1 nponaraHAa ero TBOpYECTBa MO3BONSIOT NOKa3aTb 0COBEHHOCTH
BpPeMEeHW M NpocTpaHcTBa. Mpu 3ToM BbiIM MCMONb30BaHbI HEKOTOPbIE TEOPUM MY3bIKM, MOA0OHas
napannenb B My3blke, 06beKTUBHO-aHANUTUYECKUIA aHANN3, KOMMNNEKCHbIW NOAXOA, YTO OHWU NO3BONSIOT
packpbiTb 0cobeHHocTM TBopyecTsa Cyrypa.

Kntoyessie cnoea: «<Keptonray», CeMaHTUKa, Tpagmums WwepTne, KOMNO3MUMOHHasa GopMa,
MOAanbHas onopa, BapuaHTbl, MHTEPMPETaLMs NocnefoBaTenen.

Ans yumupoeanus: AncantoBa, PaywaH n bekmonanHoB, Haptai. «My3bikanbHO-CTUNEBbIE
ocobeHHocTy Kiost Cyrypa «KepTonray» B ucnonHeHuun nocneposatenei»)». Central Asian Journal of Art
Studies, T., N2, 2024, c. 161-177, DOI: 10.47940/cajas.v9i3.875.

Asmopel npodumanu u 0006punu 0OKOH4YamesbHeIl 8apuUaHmM pykonucu u 3aseastom ob omcymcmsuu
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CYTIPAIH «KEPTONFAY» KYWIHIH I3BACAPNIAPbl OPbIHAAYbIHOAFbI MY3bIKANBIK-CTUNbAIK
EPEKWENIKTEPI

Alsaitova Raushan, Bekmoldinov Nartay
Temirbek Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

MUSICAL AND STYLISTIC FEATURES OF KUYA SUGURA «KERTOLGAU» PERFORMED BY
FOLLOWERS

Abstract. Today, one of the urgent problems is to identify the musical style of kuishi Sugura Aliuly, in
the context of the Karatau performing school. We have studied the compositional form, theme, metro-
rhythmic and mode-intonation, i.e. the musical and stylistic features of the kuya “Kertolgau” Sugura,
which seems to us the most important for understanding the specifics of the style of folk kuishi. The
study of the «Kertolgau» by Sugur is connected with the urgent problem of how to maximize the
preservation of folk heritage and the promotion of traditional art. The dombra art of South Kazakhstan
represents the classical heritage of instrumental culture and today is a sought-after region for
dombrists. The main purpose of our article is @ musical and stylistic analysis of the kui «Kertolgau» as
a kui Sugura in the style of shertpe. Our article uses the most promising method systematic, the
ethnophonic method of studying folk instrumental traditional music, formulated by Igor Matsievsky
(Matsievsky in organology.) The system-ethnophonic method involves the study of all components

of traditional instrumental art synchronously and interconnected: instrumentation, performance and
music. It also aims to actively analyze the data of folk theory and aesthetics of music. We have tried to
reveal the musical form based on folk musical terms and concepts in order to adequately show the

stylistic features of the kuishi master.

In the course of the research, we focused on the disclosure of other theoretical issues of Kui art, in
particular, musical and stylistic issues in dombra art and their typological comparative system. When
analyzing the kui «Kertolgau», the authors used the following additional methods to fully study and
systematize it from a musical and stylistic point of view. We consider it important to use a comparative
approach based on the methodology of historical and philosophical cognition, since the performing
skills of Sugura’s followers and the promotion of his work allow us to show the peculiarities of time
and space. At the same time, some music theories, a similar parallel in music, an objective analytical
analysis, and an integrated approach were used, which make it possible to reveal the features of
Sugur’s work.

Keywords: «Kertolgau», semantics, shertpe tradition, compositional form, modal support, variants,
interpretation of followers.

Cite: Alsaitova, Raushan, Bekmoldinov, Nartai. «Musical and stylistic features of kuya Sugura
«Kertolgau» performed by followers». Central Asian Journal of Art Studies, vol., no., 2024, pp. 161-177,

DOI: 10.47940/cajas.v9i3.875
The authors have carefully reviewed and approved the final version of the manuscript and declare no
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E)KEJITI MIETPOIVIU®D
OHEPIHIH KUIM
NU3AUHBIHIA KOJIJIAHY
YJITICI

I'yaan MacaaukoBa'

'Kozka Axmet Slcayn arbinaarbl Xanbikapadbik Kasak-Typik ynusepeureri (Typkicran, Kasakcran)

AHpatna. Eypasuns KypblFbIHbIH Taybl aiMaKTapbiHAA €XeNri Tacka cypeT cany (neTpornund) eHepiHiH,
6.3.4. [11=11 MbIHXbINABIFBIHAA KAPYNap MEH XayblHrepnep, AeHrenek niwiHaep, keinbip 300MopdTbl
durypanap MeH apbanap cusaKTbl Kypanaap MeH KypblibiMaapabl 6eMHenenTiH KyHAbIIbIKTap
kespeceni. OcblHAAN KYHABINbIKTAp KOFAaMAAp apacbiHAA KANbINTacKaH KMiM M3AEHMWETIHIH, GyriHri
KYHre feiiH e3repictep apKbiibl ©3iHiH eMipleHAiriH cakTaybiHa ceben 6onyaa. Kasipri yakpitta

KMiM OM3alHbI CanacbiHAAFbl TAPUXbI ©3repicTep CaHre alMHanablpa OTbIpbIM, PTYPAi KMiM yArinepi
eMip M3eHMETIHIH axblpaMac 6eniriHe ariHanyapl. byn 3epTTey KyMbICbl KONa X3He TeMip AdyipiHeH
6actay anatbiH OpTanbik A3us aiMakTapbliHAAFbl XKapTacTapAarbl TAacka CypeT cany eHepiHiH keibip
Heri3ri TakblpbINTapblHbIH, CUMBONAbLIK M3HIH €CKepe OTbIpbiM, AM3aH CaNacbiHAAFbl KMiMAI CaHAeyae
KONAAHbINATBIH KOMMO3ULMANAP HEri3iHAE KapacTbipbliaabl. 3€PTTEY XKYMbICbIHbIH, HEri3ri KenemiH
exenri neTpornnd eHepiH K1iM M3AEHWETI MEH CaHIH Tapuxu npouecTe BYriHri KMiM aHe CaH

M3 EeHMNETIMEH YIANECTiPY apKpblabl 6aFanay xxaHe OHbIH, OYTiHTi KMiM AM3aiiHbIHA KepiHiCiH 3epTTey ocCbl
3epTTeyaiH ayKpIMbiH Kypaiabl. CoHbIMeH bipre, )kapTactapAarbl KeHe TaHbanapFa Wony XacanbiHbim,
CMMBONAAPAbI COH AM3aliHbIMEH 6alnaHbICTbIpa OTbIPbIN, apaKaTbIHAChI Ta/KblNAHaAbI. )KapTacTtapaars!
KeHe TaHbanapAbIH KonaaHy aAici Typanbl Kannbl ManiMeTTEPAEH KeliH ByibiMFa alHanapIpyFa
apHanfaH Au3aiH MAeNAChl Ke3eH-Ke3eHiMeH YCbIHbINAbI.

KeHe TaHbanappaH «KyH 6eiHeci», «<KyH 6acTbl anamy», «Ewwkix», «Tyiex», «byrbi», «Kowkap Myiii3
0to», «KbIpaH KyC» CypeTTepi MeH Ol0-6pHeKTEPLI KOMMO3MLMANbIK LWeLliMAe MogepHU3aLmManay
apKblbl SN XKeNAeCiHiH anabIHFbl XafFblHa OpHANACTbIpbINAbl. KnimM ansaiHbiHAaFbl OyibiMabl
»o06anay npoueciHiH, Herisri 6enweri 60abin TabbNaTbIH 3CKM3 XacayaaH 6actan, naesHol byibiMFa
ariHanaplpy KeseHiHe AeniHri XyMbICcTap KonbtoTepnik 6arnapnamanapaa (Adobe Photoshop CS6 aHe
Adobe Illustrator CS6) KepHekinirimeH fanbiHAANbLIN yCbiHbINAbl. COHbIMEH bipre, Au3aiiHepnepaiH,
XXSHE CaH dYeCcKOMNapbIHbIH, MPAKTUKANbIK KKETTINIKTEPIH KAHAFaTTaHAbIPY YLUiH )XapHaManbIK,
TY>XKbIpbIMAAMACbIHAH BacTan XeTKinikTi HycKaynapMeH KamTamachi3 eTy ywiH Mya6opg, (moodboard)
TaKTacbl )XOCNapiaHbIn KepceTinreH. byn 3epTTey XKyMbICbIHAA TaNKblIaHFaH TakblpbinTap 6onaluak,
COHrepfiep MeH CaHre Kbi3bIFYLUbIbIK TAaHbITKAHAAPFA KMiM AM3aMHbIHAA Kobanay NpoLeciHiH,
Ke3eHaepiH MeHrepyiHe ynec kocagbl. COHbIMEH KaTap KOMMO3ULMANbIK CypeTTepai KMiMae KonaaHy
Typarnbl WbIFApMALLbIIbIK, A4AFObINAPbIH KANbINTACTbIpYblHA Heri3 6onanbl.



Tyiiin ce30ep: MeTpornnd, CaH, AU3aIH, KMiM, 6Hep, KeHe TaHba, MogepHM3aLms, xxobanay.
loiiekce3 ywin: y3an, MacagukoBa. «Exxenri neTpornud eHepiHiH, KuiM AM3aiHbIHAA KONLAHY YATICi».
Central Asian Journal of Art Studies, 1.9, N23, 2024, c. 178-193, DOI: 10.47940/cajas.v9i3.849

AnFbic: ABTOp OCbl MaKanaHblH apTbIKLWbUIbIKTAPbIH 6aFanay XaHe KeMLUiNiKTepiH aHbIKTay YLUiH
©3iHiH, Kyl MeH Kacibu BiniMiH )XyMcaraH KypMeTTi aHOHUMAi peLeH3eHTTepre i3ri pu3allbiiblFbiH

6ingipeni.

Asmopnap KomuazbaHblH COHFbI HYCKACbIH OKbIN, MaKy/10a0bl ¥aHe Myddesnep KalilblbIFbl HOK

ekeHOieiH Manimoelioi.

Kipicne

Haneonm JIoyipiHeH OYTiHri KyHre
JIeHiH 2KeTKeH MaHpI3Jlbl a1aM3aT
MypacbIHbIH 0ipi — »KapTacTarbl cypeTTep
ekeHi ce3cis. JKapracrarbl cypetrep
Opranbik »kone [1iki Asusinarst 6.3.6.

| MbIHXKbLIIBIKTAH 14. — 15. can
racelpJiapian 0epi KeJie KaTkaH KornTere
TaKpIpbINTap/abl KaMTHabL. [laneonut
JPyipiHeH 6acran naiia 6oJa 6acTaran
JKapTac cypeTTepi YHIipJaepit, ilinie
JKoHe KapTac 6eTTepinjie OeiiHeNeHreH
(Ceylan et al. 538; Rogozhinskii et

al. 62-68). Opra Asusigarsbl FblJIbIMH
3eprreysep kesinge Ouryctik Kazakcran
[y — Lne Taynapsol kone Tamrasbiian
TaObIIFaH XKOFaPFbl 2KaFbIHAAFbI OTi3/1iH,
yCTiHJeri KyH 6acThl Kyaai Tanbanapsbl
(cyper 1), linki Monronusnarsl baaun
JKapan wesinzeri cant atThbl, UT KoHe
XKbIPTKbIL Kyc cypertepi (Kudinova 25-
30), ©Os6ekcrannbid Hayan kanacbiaarst
Capwmuticott, TamikeHT yesinzeri
Oxanrapon, Cypxanaapusi yesinjeri
3apaybiTcapoil cusikTbl xKepaiepi (Choriyev
et al. 36-38), oxrycririnzneri 3apayt

— Kaman »kaprac yHipiHeH aHIIbIJIbIK,

kepinicrepi (Ceylan 10-18), Keipreizcranna

tabbtran CafMaJibiTall aaKkaOblHIArsl
»Kapractarbl cypettepi, TypkiMeHCTaHHbIH
OHTYCTIiriHjie opHasacKaH YJibl bezenu
[epeneri 6osiymen 6e3eHaipiareH xxaprac
cypeTTepiHiH MaHbI3bl 30p (Cagdas 154;
Giiler 35-41; Ungér 39).

JKapracrarbl cypettepai 6i3/1iH 19yipre
JIeHiHT MblCcaJIapa epeKile KopKeMIiK
CTHJIbJIE KAJIBINITACTBIPFAH METPOrIUd
OHepi, )kaHa CTUJIbre Kapai 6ipTiHaen
namyna. [lerporsnud enepi nerisinen
«Tacka oto» jerensi Ginaipeni. Tacrapra,
JKapTactapra, YHripJepre €ow», <Kblpy»
JKOHE «CYpeT caJjly» olliCTepiMeH KallaJraH
neTporudTep TabbIIFaH KepJepii
Mypazkaira alHaJIbIpbIl, MaMaHap
«@pHEK KypaJibl» Jen cunartraiibl (Bahn et
al. 254-285; Novozhenov 28; Rogozhinskii
etal. 155-171).

Byrinri tanna Asusinan Eyponara
JIeHiHTi KeNTereH KypJblKTapaa apTypJi
TYPiK Talina/japbIHbIH 9p Ke3eH/Ie »KacaFaH
nerporsndrepi 6ap. Kebici :xazy enepi
napja 6osraHra JIeliHri Kedenjaepre

(Me30JIUT 2KoHe HeOJIUT Ke3eH/iepi) KaTaThbiH

OyJ1 LWbIFapMadiap 2KasyJap, 00eJUCKTep
MEeH Mep TacTapbl, KOpFaHaap, KeceHeJep,
mycinzaep, 6anbaniap, ol0-epHeKTep MeH
TYPMBICTBIK 3aTTap OOJIbIN TaObLIaab!
(Amargazieva et al. 149-152; Goryachev et
al. 18-24).
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Cypert 1. Onrycrik Kazakceran, Uy — Luie raynapsl,
Tamradbl. JKoraprel )karblHAarbl Ori3iH yeTiHaeTi
KyH 6acTbl Kyaail.

Tacka cypet caJy eHepi - exkeJiri TypKi
MOJICHHETI MEH 6PKEHHUETIHIH €H KyH/bl
MaTepHaJIbIK KyHIblJIbIKTaPbIHbIH Oipi.
OfiTkeHi OyJ1 LIbIFApMasiapaa exKesri
TYPKi MOJIeHHeTiHEe TOH OMipi MeH ceHiMiHe
KaTbICTbI TepeH i3ziep 6ap. Opranbik Azus
MoJICHHETI MEH OpKEHHETIHIH, acipece, CaK,
FYH, aBap, Kasak, KbIpFbI3, KOKTYPiK 2KaHe
VUFBIP JI9yipJiepiHe KaTbICTbl KOMTEreH
OelMaJIiM yKall1apra »KapblK TyCipei.
Comnapapit 6ipi, [Isirbic Kazakcran
o6Jibichl Tap6araTtail aynaHbIHbIH, OKiMIIIJIK
uiekapacoinia opnanacka [umaiinbl
netporndTepi Kosa 19yipiHeH 6acramn opTa
racblpJiapra JAeHiH XKaJlracaTblH KeH YaKbIT
Ke3eHiH Kamtuabl (Ergabylov et al. 335-
338; Kutlu 263; Rogozhinskiy 14-26).

JKapracrarbl cypeTrep/ie KaMThlJIFaH
HEri3ri TakplpbINTap; aH ayJsay MeH
KaKI1aHFa TyCipy KepiHicTepi, Tayeuikijep
MeH OyFbl1apabl 6elHesey, KyH, ai
MEH KYJIBI3/Ia /bl aybICTBIPY OAKCHI
FYPBINTAphI, aTThl 9CKep, Kabalbl
JKaHyapJiap/biH, 6eliHesepi, COFbIC
KepiHicTepi, OUbIH-CaybIK KepiHicTepi, Oto-
OpHEKTep »KaHe JiepOec KoMIo3uuusap.
CoHbIMeH KaTap, KacKblp, Tayelki,

OYFbI CUSIKTBI TYPJTi CUMBOJIJIBIK,

»KoHe MU(OJIOTHSIIBIK MaFblHaFa He
JKaHyapJapiblH iHA CEHIMi MEH KYHAEJMiKTi
eMipiHe KaTbICTbl KOMIO3UIIHSIbBIK
KepiHicTepi Keadneceni. Kasipri ranua 6y
TakbIpbIN asicbiiaa OpranbiK A3usi esjepi
VJIKEH JJaHKKA He O0JIFaH eHep/li COHJIIK
CTHJIbIe alHAJIBIPbII, KapTacTarbl KOHe

Tanbasap TakblpblObIHIA KOJIAHY/A.
CruaibiH 6acThbl epeKlIeiri — KapTracTarbl
epre Ke3eHHiH OOJIMBICBIH CypeTTey
ApKbl/Ibl CI3IKTAPMEH ©PHEKTEY.
DcTeTHKABIK TYCIHITIH KabbliaraH
cypertuiisiep TaOUFaTKa KbI3bIFYLIBIJIBIK
TaHBITBIM, 63 2KYMbICTAPbIH ChI3BIKTBIK
CTUJbre Herizneyae. Exxenri kone tan6asap
KeCKiHJeMe, HIJIIOCTpallusl, KepaMuKa,
MYCiH, 3eprepJik OyibIMIap, cayJieT oHepi,
COHJIK OYHBbIMIAP, COH XKaHE KOCTIOM
JIM3alHbl CUAKTBI KeITereH cajasnapia e3
OPHBIH TarnkaH Kosrasbic. HleTteik xKoHe
OraHzibIK [u3aiiHepJiep o3 HibIFapMalliblIbIK
TonTamaJsapbliHia 1a TaHbanap
KOMITO3ULIMSIChl HETi3iHe KopMe XKoHe Jie
CoH OaliKayJlapblHIa KOPCeTil XKaTKaHbI
Oesrigi. Kagzakcranabik ausaiHep oces
AXMeTKaHOBA ILIbIFAPMALLBIIBIK )KYMbIChIH
Kepepmenre yebiabl (cypet 2) (https://
bilimdinews.kz).

EyponaHbiH naseouTTiK yHripaeri
cypeTTepi WabbITTaHAbLIPaabl, Oy
x)arnaina Kpucruan nop Jlacko

Cypert 2. K. )Ky6aHoB atbinarsl AkTe6e
OHIpJIiK YHUBEPCHTETiHAE YABIMAACTBIPbIIFaH
XasblKapaJiblK 2xkac au3aiinepJiep 6ariKayblHaH
Kepinicrep.



KOJIJIEKLMSICBIH LIIBIFAPFaH Ke3/e KOFaphbl
KyTiopMeH; EyponanbiH eH epTejieri ker6ip
eHepiHe HerizneareH coH. bisniH exedri
ara-6abasiapbIMbl3 O€H Kasipri a/jieM
apacblHAAFbl yaKbITThl OallaHbICTBIPAThIH
dJIeMJIeTi eH KoHe eHep OYTiHri KyHre JeiiH
cakTaJbll OThIpraHbl Hedrifi (cypet 3)
(https://www.bradshawfoundation.com).

Cypet 3. Kpucrnan Inop Jlacko KoJ1/1eKILUSCHI.

aiemre atriai Cotton Doux 6penni 03
TONTaMacbIH/la epKeK »KeiieciHe TacTarbl
TaHOaJap/iblH, CypeTiH OAChI LIbIFApFaH
(cyp 4.a) (https://www.cotondoux.com).
Ocbl cHsIKTBI Tarbl 6ip 3epTTeyLLi COHrep
Xappuc TBUIIH KaliTa eHIeY 9/liciH KoJiiaHa
OTBIPbIM, 63 llIbIFAPMAChIHIA TBUL THKAK
yCTiHe KoHe TaHOaap/ibl XKYH/L MaTajapMeH
ArVIMKaLUKs 2Kacak OTbIPbIIl, 2KaHAalla KUiM
yJiricin »kacaran (cypert 4.6).

Cyper 4.a. Kene tan6asap cypeti 6ap epJepre
apHaJiraH )KyKa QUTHHITI 2Kefije.
4.6. Mue xuisnen :kacaJyirat neTporaud
JKapTracTarbl cypeTi 6ap xKorapbl OHJIJTeH TBUJL
MUJKAK.

ApXeosorusiyibiK KyH/IbIIBIKTbI
MOJIepHHU3aLIUsiIay 2KoHe Kanna#n
OHJIpiCTi KOJIGHEPMEH YUJIECTIpPY YILiH
cypeTllisiep MeH 1u3aiiHepJsep KebiHece

ACUMMETPHUSAJIBIK KOMIIO3HLIUAIapAa
KbIPJIbl, 1paNThl 2KaHE TaJFamIias Au3aiHpl
»acayna. Koctiom 1usaiiHbIHIA 2K1i
KOJIIAHBLIAThIHbl KHCBIK 2KOHE »KaHyap
NiLLiHAEPIHIETT TACKA CYpeT caJjly eHepi
Kasipri Tania yJTTbIK 610 — OpPHEKTEepMeH
Oipre eHep/liH MOJIePHU3ALIUACH] caslachiHla
MaHbI3/Ibl epeKlilienikTepiHi 6ipi 60JbIn
Tabbl1abl. bys seprrey xKyMbIchl,

eKeJITi 2KapTacTapaarbl TaHOaJ ap/ibl
MOJIepHU3aLHUsIIay apKbl/ibl 9iel
JKeHJIeCiHIH CoH/ley 2KYMbBICBIH/A KOJI1aHy
60JIbIN TaObIIAbI.

3epTTeyaiH apic-Tacini

By 3epTTey AKyMbIChIHA exKeJri
JKapTactapiarbl TaHOaap TaKblPbIObI
asiCblHa 9/leOMeTTepre LoJYy 2KacalblHblI,
KEPEKTi MaJIIMETTEe P 2KUHAKTAJIBL.
OzieOueTTepre 11041y, TEK aKaJeMHSIIbIK
3epTTeyJsepie raHa emec, apoip
MHHOBALMSJIbBIK casajia »KacaJybl THIC
AJIFaLLIKbl KalaMaap/biH, 6ipi 60JIbIn
tabbliaabl (Antons et al. 110-118; Lé et
al. 305-315). 3eptTey TakbIpbIOb asChIHA
»KUHAJIFaH MaJliMeTTep TaJKblJIaHblI,
KoHe TaHOaJ1ap/blH MOJie pHU3ALUSIIBIK
KOMITO3ULIMSIChIHbIH, 9CKH3i 2KacaJIbIH/ibl
(cypet 2). OJillieHTeH XKoHe KHiMre
OpHAJIACTbIPAThIH KOMIO3ULUSIHBIH KOPKEM
cwizbanapel Adobe Photoshop CS6 xone
Adobe lllustrator CS6 KoMnbloTepJIiK
Harnapaamana navbiHaanisl. Kepkem
KOMITO3UILIMSIHbI 2Kei/lere opHanacThipy yiliH
KHiMHIH aJIIbIHFbI 2K9He apTKbl OOJITiHiH
TEXHUKAJIbIK CbI30aChl 2KacasblH/bl.
Anrbin Tyeri atiac (Dupont Satin Light
Gold 07) maTacblHaH »KacaJibIHFaH KOHe
TaHOaap KOMIO3ULUSCHI KeHIeHiH,
AJIIBIHFBI TYChIHA KeCTeJIeHill, 3ur3ar
TirictipMeH 6e3eHuipy KyMbICTaphbl
»)acasbinapl. Tyerik Mynoopn (Colour
moodboard) Takracbl caH/ibIK Typ/e
Adobe lllustrator CS6 KoMnblOTepJIiK
H6arnapaamasapia AKUHaKTasbl
JanbIHAAJIbL.

Kene Tan6anap KOMNO3HLHUSICHIH
OyibiMaa »kobasay npoueci:
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* 3eprrey (OnebueTTEpre 1M0Y)

* Tyctik Takracs! (111aGbiT )KuHarb )
+ Kopkemcypet (Dckus)

* TexHUKaJIBIK CypeTi

+ JKobGananran mozieJib

« Myn6ops takracsl (Moodboard)

Tankbinay

Komnosuuusira ;kuHakraaraH KeHe
TaHOasap/blH CHIIATTaMaChl MeH
MarblHaJ1apbl KAPACTbIPbIIbL. Dy
3epTTey XKYMbICbIHA TaHAJIFaH KeHe
netporyugTep ToMenjie Gepiiret (cyper
5). CaiibIl KesreHjie, Kapracrarbl
CypeTTep Ke3 KeJireH 6ip LIOMaHHbIH, 2Ka3ybl
emec, epTe JdyipaeH OyriHri KyHre aedid
aJIFaH CTHUJIIMEH KOPCETETIH MaHbI3/Ibl
sJ1eMeHTTep 6oJibiN Tabblaa/bl. Byrinri
TaHJa exKeJIri Tapuxilbliap, apxeoJorrap
MEH CIIeJIC0JIOrTap »Kyprisin xaTkaH
3epTTeyJiep ajlarbl yakbITTa 1a KHiM
JIM3aKHbl ca1achIHA JKaracblH Tabajibl.
By 3eprreysep 6i3 yiuin aca MoH GepeTiH
i3nepiHin A3UsTHBIH illIKi ailMaKTapbiHaH
Eyponara kaJsaii TaparanblH KopceTeii.
Kynnin cypemi/mopi. Kyuuin cyperi/
mepi Oprasibik A3usi MoJIeHHETiH Ie
kesniecetiH KynaabiH exisi petinae
KaOblIIaHaTbIH OeJrinepin 6ipi 60J1y
epekiieJirine ue. bys cypert cakrapbiy
KYJINBITACTAPbIH/IA, COHJIAN-aK, KileM
cusiKThl OyibiMaapaa 6yrinae KoiproizcraH,
Kazakcran »xxoHe O3ipbaiixkaH TynapbiHia
keaneceni (a, b) (Rogozhinskiy 28-37).
Kyn 6acmot adamn. Opranbik Asus
MEH KopLlijec alMakTapaarbl KeNTereH
nerporyugprepae 6achl coysenepmen

KopllaJiraH 2KeHe KeH TapaJifad cayCaKTaphbl

6ap anTpornoMopdThIK cypeTTep H6ap.
«bactel anam» nen atalTbiH O6yJ1 KyHOACTDI

ajaM, ucjamra JIeHiHri mamMaHu3Mre ceHeTiH

Typkinep «Illaman» nemece «Kam» nen
aTtarat jiingap agam, onbl «[Ilam6ana»
Jlen Te ataraH; bactbik Kam - KyHHiH 6achl
6ap erin GelHe eHyi KyIaiabIH KyAipeTiH

6innipyi mymkin, Acnan Tonipin yKaparyiubl

peTiHjie KOpeTiH KoHe acnaHaarbl ex
KYJpeTTi Tipwifik ueci 00Jbln TaOblJIATbIH

KYHTe »KeTy yIIiH acnanaarsl Kynaipl
ianefitin 6akcebiap (¢) (Hein 10601 -
10607).

Kowrkapmytiiz oro. Kasak yaTThIK
oto yJarici. Opranbik Asusinan bankanra
JICHIHTI KeH aymMaKTa KolIKapMy#i3 ;kaprac
CypeTTepiHie KopiHyi OChl 2KaHyapra
KATbICTbl HAHBIM-CeHiM MeH MOJIeHHUETTIH,
YJIKeH HH(PAKYpPbIIbIMFA He GOJTybIHa
OansianbicTbl. OHbIH KYHAEMIKTI Tipiiirin
KaMTaMachl3 €Ty VIIiH aHUIBLIBIK XKaHyap
GOJTybI 13, eLiKi/KoLIKap TaKblphiGblH/a
KOITEreH oHriMeJsieple, epreriiep MeH
XaJIbIK 3TOCTAPbIH/A KU KOJIIAHBITYI /1A
»KapTac cypeTrepinjie MyHaai hurypasnapibl
castyra Heris 6osirat. CoJl CHSIKTbI
Oi3/liH eHip/e Ae YHaepaiH Kipebepicinae
KOUIKap MYHi3iH KoJIIaHy, KOILIKAPIbI
KyJIIbITaCTapra oto TeXHUKaChIMEH
OeriHesiey MaJieHHeTI Jie XKui Keaneceni (d)
(Orynbassarova 74).

Kyn coyaeci scone 6yka. Kona
JyipiHaeri rpaBlopaJsiapabli, KOPHEKTI
TyJIFachl — OYKa »KoHe KYH Kyl1aibIHbIH,
niwinaepi. FanbiMpap 6y/1 KOpiHicTi KyHHiH,
OacbIHAH TYCEeTiH cayJieJiep/eri xKapblKKa
Kapchl Kapa OYKaHbIH KapaHFbIbIFbI TypaJibl
KOCMOJIOTHSINIBIK Mes peTiHae TYCiHAipel
(e) (Molodin et al. 15-24).

Kowpan gyc. Cax — ckud aH cTUIiHe
JKBIPTKBILI KYCThIH (KbIpaHHBIH ) GefiHeci
oTe TaHbIMaJs. BypkiT 6apJiblK exKeJri
opKeHUeTTepiH MudTepi MeH paMisiepinjie
OellHeJIeHIeH yKoHe OYJl KeCKiH TypaKThbl
JKOHe 2KaJInbIFa Oiped MaFbIHaHbI
OefiHe IeATiH eH TOJIbIK Taci/li — acnaH
(KYH) KyaTbIH, OTThI KOHE 6JIMECTIKTi
6isipeni. CoHbIMeH KaTap, KbIpaH KOFaphl
UMITEPUSJIbIK OUJIKTI OeliHeel]li, OHbIH,
KYIAaHIaH IBIKKAHBIH aTan KepceTesi.

Byu GelineHin Kelunesi opTana Tapasybl
KoLLIeJsi KOFaMAarbl COFbIC MTeH 9CKepH
aKCyHeKTep peJiiHiH apTyblHa OalNIaHbICThI
(f) (Toleubayev et al. 243).

Tyie. )Kapracrarbl cypeTrepie
JKHI Ke3JIeCeTiH Tarbl Oip cypeT — TyHe
»KaHyapbl. Tyflie aHpI3ap MeH 3MocTap/blH
€H, KOIl TaKbIpblObl 60JIbIN TaObLIAThIH
»Kanyap. yKaJgnbliama Typae <Tycy»,



«KOIOJIAH KYTKAPY» 2KOHE «<2KOJ KOPCeTyli»
6innipeni () (Rozwadowski 165).

Ewki. Kona nayipinaeri
neTporJndTeperi eH Kor TapaJjraH
Oetinesiep - eltiki gpurypanapbl. OpbiHaagy
Tocini 6oibiHa [y — Lne taynapbiHbiH,
JKapracrarbl CypeTTepi YLIiH A9CTypJi
00J1bIT TaObLIATBIH apKa HeMece TaKa
Topi3ni myiisni 6efineneiini. Tekenepain
yKapTacTarbl CypeTTepiHeH ailblpMallbl/IbIFbl
- ’KaHyap/blH O6aCbIHbIH YCTiH/e HeMece
apThIH/A ClIMpaJib Hemece eHbepre
OypaJiran MyHiznepit 6erineci. Tayeukinin
MYCiH/iepi Tay LIbIHAAPLI MeH OHiK
JKepJIep/ie TOTEM PETiHJIE »KacaJlbll, TYPiK
MJICHH eMipiHJie TanThipMac TaHOa peTiHie
Oyriuri kynre neiin »ketket (h) (Goryachev
et al. 18-25).
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Cyper 5. Komnosuuusira >kuHaKTagraH KeHe
TanGaapibii cunartamacht: (a,b) Kyuuin cypeti/
mepi, (¢) Kyn 6actsl anam, (d) Koukap myiiis oto, (e)
Kyt cayJieci xone 6yka, (T) Koipan kyc, (g) Tyiie, (h)
Ewki.

3epTTey AKyMbICHIHBIH 6ACThI
3JIEMEHTTEepPi OOJIBbIN TaObLIATbIH, KOHE
neTporyudTep MyCiH, KeCKiHIeEMe, CIYJIET,
OHEPKACII eHiMIepi 2KoHe 6acKa 1a
KOeITereH AU3alH »KoHe eHep caJsajapblHaa
bIKIAJIbl O0JIFAH 3THO-CTHJIH/IET]
KopiHicTepiMeH CoH caJslacbliHa Ja Ha3ap
aynapibl. Ocbl Typrblla, 3epTTe/eTiH
JKMHAKTAPAA AU3aiHepsep apTypIi
MaTepHasiapMeH, KOMIMO3UIUAIapMeH
JKOHE TYIHYCKA TeXHHKaMeH, COHIal-aK
caHzbIK Oachll LbIFapy, annauKallus xKoHe
JKOJI CaJjly CUSKTbI TOKbIMA 9/licTepiMeH
KHIMJIe KOJIIAHATBIH KOpHeKiiep
Oarikasnapbl. TexHOJOrusl KYHHEH-KYHTe

KapKbIH/Ibl 1AMbIIT KeJie KaTKaH OChl
KeseHjie coJl KeseHiep/i 6efinesielTin KoHe
»KapTractarbl TaHOaiap TeXHOJIOTHUSIHBIH,
aJIFalIKbl Ke3eHIepiHe KalTapaTbliH TacKa
CypeT caJjly eHepi LeKTeJin KaJMauTbIHbI
anblK. Kenteren cajnanapparsl cyperiiijiep
MeH u3aliHepJiep YUliH 1a0bIT Ko3i 60JIbII
TabObLIa/bI.

3epTTey HaTUXenepi

Kuim nusaiinbibaa xxo6aJgay npotieci -

KMiM MeH aKkceccyapJ/iap/ibiH, IM3aiHbIH
KaMTUTbIH eHep. YKobasay npotiecinie
VJITiJIe p/i, TyCTepAi, NitliHaepai xKoHe
6acka j1a 6eJiLeKTep/li KaMTybl MyMKiH
(Hopkins 138-147). Kuim nusaiinepaepi
;ko0asiay rpoLeci yiliH KenTereH

apTypJi 6araapaamalblk KacakTaMaHbl
nainananyna. Adobe Photoshop -
JiM3aiiHepJsiepre KopHeKi MaTepuaJiaap/ibl
OHJIeyTe YKoHE TeHlIeyre MyMKiH/iK OepeTiH
rpaduKkasbiK AM3ait 6araapaamachl.
Adobe lllustrator - BeKTOPJbIK rparKaHbl
»Kacayra apHaJiraH 6araapaamasnbik Kypas
JKOHE OHbI IM3alHepJIep YyJrijiep MeH
JIOTOTHUIITEP CHSIKTbI HOpCeJIepli kacay
yuiin nainananansl (Bowen 195; Cheng et
al. 25-28; Hume 148-165). by.s1 3eprrey
YKYMBICBIH/IA 2KapTacTapaarbl TaHOa ap/iblH,
KOMIO3HLUSICBIH KypacThipya, OYAbIMHbBIH
»KobaJiay npotuecinne Adobe Photoshop
CS6 xone Adobe lllustrator CS6 (cypet
2,3,4) KoMnbloTepJik Garapaamanap
(penmous PenDex) kanamiiachbl apKblibl
KOJIIAHBLJIbII Mai1anaHblIIbL.

1. Kepkemcypert (Dckus).
JKapracrapnarel «Kene tan6anap»
TaKblpbIObIH/A lalibIHA/FaH KOpKEMCYpeT
»KoHe cunatramacsl (cyp 6) 6epinreH.

2. TexHuKaJbIK cbiz0a. TeXHUKAJbBIK
cbi36a IM3alH MAESCHIH 2KaHe O6apJiblK
OHJlipicTiK OoJIIeKTEP/i OHIpic
NpoLeciHe KaTbICaThIH agaMmaapra oinuipy
yliiH KoJsnaubliansl (Popov, 1248).
7-CypeTTe Tiry Ke3eHiHe KoMeKTecy
YLIiH KeHe TaHOaJap MeH e10-e0pHEK
KOMIO3HLUSICBIHBIH [TPOTOPLHsIIapbl MeH
OeJiLLeKTepiHiH cypeTi OepinreH. YKelaeHiH
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Cypert 6. Kene Tan6anap KoMIo3uMsiCbIHbIH
JKeljlere opHaacThIpybIHbIH KOPKEM CypeTiHil
cunarramacsl: (a) Dupont Satin Light Gold 07, (b)
Op 6ip KOMIIO3ULUSJIBIK CYypeTTiH LieKapachiHa
KOJIJIaHblJIFaH 3UTr3ar Tiric, (¢) 6apKbiT MaTa
(d) makTa Kypambl ak TycTi kefiae, (e) Anka
[Tonusdup xefige tyitmeci 10 mm 50’s.

APTKBI 2KOHE AJIIbIHFbI OOJIiriHE HYCKAYJIbIK,
peTiHJie KbI3MET €TeTiH TeXHUKAJIbIK

cuizba Adobe lllustrator xxone Adobe
Photoshop CS6 6arnapiamanapbl apKblibl
YKacaJbIH/IbI.

Cypert 7. JKefinere opHaacTblpbl/IFaH KoHe
TaHbaJ1ap KOMIO3UIHUSACHIHBIH TEXHUKAJIBIK
cbizbachl.

3. JKobasaHraH MOJ€eJIb.
sKapracrapparbl kene Tanbasnap
TaKbIPbIObIHIAFbI JaHbIHAAIFAH KOMITO3HIIHS
- JKeHJIEHIH COHJIEY ?KYMBICTAPbIH/A
KOJIIAHbLTYbI, AaHbIH OYABIMHBIH, aJIbIHFbI
JKOHe 2KaH KepiHicTepi (cypet 8) GepinreH.

4. Myn6opn tTakracsl. JKapracrapaarsl
KoHe TaHOaap/iblH MOJIEPHU3ALIHSIChI
YKOHEe KOMMO3UIUSIBIK LLIeliM/Ie
KOJJIaHbLIFAH OYABIMHBIH, COHFbI HYCKAChI
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Cyper 8. Kone ranbasnap KoMnosuuusicbiMeH
COHJIEHTeH XKefie: (a) coJ xkaK KepiHici, (b)
aJljIbIHAH KepiHici (¢) oH 2KaK KepiHici.

Ia0bIT K631 peTiHae KepHeKi OeiHesepai
KaMTUThIH Myn6ops (moodboard)
Takrachl (cypet 6) 6episiren. bByiibimra
alHaJBIPY »KOCMapJiaHFaH KeHe

TaHOasap KOMIO3HLMACH! TaHIAJIFaH
OHEPJIiH epeKIIeiKTepiH 6elHeNeHTiH
CIOXKETTIK TAKTAChIH KAJIbINTACThIPY YILiH
6ipikTipiniren. Kene tan6anap TakblpbiObiH
allbll anTcak, OedHesey oHepiHje,
acipece, GYpBIH KHi KOJIAHBIIFAH KOHE
TaHOaJlap Tacka CyperT caJjly eHepiHiH Herisri
CUMBOJIAPbIHBIH, 6ipi 60JIbIN TaObLIA/bI.
Kene TanOanap aieTTe TapuXThl KoHe
exKeJIri eHeplli KepceTy MaKcaTbIHAA
Kasipri Tanna eHep agamaapbl TapanbiHaH
KoJlaHbliya. Exedri Tacka cyper casy
OHepiHiH KapKbIH KopiHiciHe cyfieHe
OTBIPBII, XKeHIeHI Oe3eH/Iipy AM3aHHBIHbIH,
HoTHKeci Herizinge Mynbops TakTachl
cUnaTTaJibl.

Myn6opa TakTacsl xkobanaHraH
OYHBIM/IbI HYCKAYJIBIK PETiHIe KOPHEKIJITiH
KepceTy YLIiH »Kacanabl. Jluzait
TaKbIpbIOBIH KepceTyi Kepek
KOPHEKIJIIKTep MEH JaiblH OHIMHIH,
cyperTepi OYHbIMHBIH He aUTKbIChI KeJIeTiHi
TypaJibl TyCiHiK Gepy ylliH TakTajaa 6ipre
OpHaJacThIpbLIALL. bapibik Gedtiekrep
OipiKTipiJIreH KHiM TM3aiHbIHbIH
COHFbI HYCKACHI JICHEHiH, aJlIbIHFbl
JKOHE aPTKbl KOPIHICIMEH YCBIHBIJIFAH.
Myn6opa TakTackH jaibiHaay yiiliH
Adobe Photoshop CS6 Garnapiamachl
nanjaaaHblIIbL.
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Cypert 9. Kone tan6anap TakblpblObIHAAT bl KOPKEM
KOMMNO3HLHUSACBIHBIH “Myn6opan” Takrachl..

Herisri TyXXbipbiMaap

By 3eprTey AyMmbIchIHIa KOHE
TaHOa/ap/bIH, OYTiHTi KYH/IE CoH

JKOHE KHMiM IM3aiHbI LIbIFapMaJiapra
OipTyTac KeskapacreH Kapacak,
neTporaug eHepiHiH 6TKeHHeH GyriHre
JICHiHTI anaM3aT TapuxblHa JeHiHTi OiniMin
03 eHOEKTEePiH/Ie dIeyMEeTTiK- MIJIEHH JKOHe
JiHK/pyxaHu TyprbLiaH nafijananranl
OeJriJi 60J1bI.

3epTTeyiH FhlJbIMU MaHbI3AbLIbIFbI:

1. Saman TasabbiHa cail eHepnasiap
MeH JM3aiHepJIep/liH WblFapMalllblIbIK,
JKYMBICTapbIHIA TYMHYCKA TYbIHBIAP
KOJIIaHy/1a MyMKiHIiK Oepesi.

2. OHepre yyikeH MoH GepreH neTporaud
OHEepi KONTereH Ju3alHepepre acep eTir,
11a0bIT KO3iHe alHaJIbII, Y2KbIMJIbIK 2Ka/lbiHA
acep eTeTiH WblFapMaJiap/blH TyyblHa
MYMKiHIiK Oepei.

3. I[Terporsnund enepinin Gyrinri
KHIM JIM3aMHbIHbIH, CTUJIIH, COHIH »KoHe
ACIeKTiIePiH KOPHEKIIIKTepMeH
KaMTaMachbl3 €Ty OCbl TaKbIPbINTAp/bl OiJrici
KeJleTiH/ep YlliH pecypc 60Ja/bl.

KopbITbiHAbI

Asralikpl anamaap/biH YHIip
KaOblpraJlapblHa caJifaH CypeTTepiHeH
HacTaJjiFaH eHep TapUXbIHbIH YPJici eMip/iiH,
OapJIbIK JepJliK cajlajapblHaH KepiHicTepai
KaMTH/Ibl. Aamaap/abiH TaburaTka,
TaOUFaTTa Ke3/1eCeTiH O0JMbICTapFa MaH
OepyiH eHep/liH 1aMybIHbIH MaHBI3/IbI
(hakTops1apbIHbIH 6ipi peTinae KapacTblpyra
6osanbl. Oprasbik A3usi MojileHHETiH e
OTKEH/Ii, OYTiH/i 2KoHe 6oJalIaKThl
OeliHesIelTiH KoHe TaHOa apbIHA COJ
Ke3eHHiH OOJIMbICBIH caKTal KaJjraHblH
KepeMi3. YaKbIT 6Te TEXHOJOTHSIHbIH
JlaMybIMeH Oipre KOHbICTaHFaH KOFamiap
apacblHa aHpl3 00JIbIN Kasia 6epreH
OyJ1 eHep TybIHABLIAPbI OYTiHTT KYHTe
JICHiH 9pTYpJii 6HEp casasapbIHaa
MOJIEPHU3ALHUsA/IAY 2KOJIBIMEH KOJIAHbITY/A.
JKaHalubliabIKThI i371ey — op Ke3eHjie
6oJ1aThIH yrbiM. KepkeM Ko3raJibicTap/ibiH,
Oip-OipiHe peakiys peTiHae nanaa 6oy
ceOeOiH yKaHara IereH YMThLIbIC el
aiityra 6oJianpl. JKana Hopcesepi isney
»Kui OarikasaThli Tarbl Oip caja — CcoH
»K9HE TOKbIMa oHepKaciOi. KapkbiHjbl
JAMBIIT KeJle 2KATKAH iCKePJIiK KoHe
KOFaM/IbIK ©Mip asiCblHa TYTbIHYLLbLJIAPbIH
’KaHA OHIM i3/1eyi eHipyLijiepre 1e acep
etyne. COHAbIKTaH, OHJIipYLLisep apTypJi
uaesiIapabl KMiM IM3alHbIMEH YiJecTipy
APKblJIbl 3aMaHayH »KaHa IM3aiH bl
»Kacayzibl Makcear etesti. bys quzaiinpl
KaJIblITacTblpaTbiH OACBIMABIK 91ETTe
TaKbIPBINThl aHbIKTaH/Ibl. OHep Ke3eHepi,
9JIeTTE, TAKbIPBINTHI aHbIKTay/a €H YJKeH
HYCKAyJIbIK peTiHe Tanianaibl. Ockl
epEeKILIEJIKTEP/li €CKepe OThIPHIT,
3epTTey asiChiHAA TaHJIalFaH KoHe
Tanbanap/pl 010-0pHEKTEPMEH KYNTACThIPY
APKBIJIbI MOJICPHU3ALHUSAIAHFAH.
JKacanraH »kaHa qus3ant 2KenaeHiH
aJIbIHFbI O0MibIHA yKobanaHraH. YKobanay
npotieci 60MbIHILIA KAPKBIH/IBI 3€PTTEYIep
JKACaJIbIHbII, HETi3ri HyCKayJ/J1apMeH KoHe
TaKbIPbINKA AypbIC OAFbIT-0aFbITBIMEH
aHblKTasraH. yKorapbiia aiTbliranian,
JKapTactapiarbl KeHe TaHOas1ap
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KOMITOLIM3USIChIH MOJIEPHU3ULIUSIIAY, COH
JIM3aMHbBIHBIH, MaHbI3/1bl O6J1ir 60JIbIIN
TaOblabI.

By 3epTTey xKyMbIChIHIA 2KacCAbIHFAH
OYHBIM/IBI 2)KOOaay MPOLIECiHiH,
«IKYMbIC CbI30AChI» CYpeT CalTy/lbiH,
APTHIKIIBILIKTAPbIH KAKChIPAK TYCIHIpY
yiuin 6epinren. Kene tan6anap xobanay
npouecinae Koagaubiiran Adobe
Photoshop xoaune Adobe lllustrator
KOMIIbIOTepJIiK GaraapaaManapbl
(penmous PenDex) Kasamiiiachl apKbl/ibl
TEXHUKAJIbIK 2KoHe KOpKeM cbizbasiap
MeH 6Hep TYbIH/bIIapbIH XKacayia
MaHbI3Jbl 6OJIbIN Tabblabl. OUTKeHi, Gy
OarnapJsamaJblK JkKacaKTama Ju3ainHepJepre
JIU3AaUHHBIH CbIPTKbI TYPi MeH OoJileKTepiH
KOPHEKI TYp/le OHJIeyTe yKoHe TeHlleyre
MYMKiHJiK Gepeni. CoHbIMEH KaTap, OChl
Oarnapjamalibik KaMTaMachl3 eTy/liH,
apKacblHa iM3aiiHepJiep TEXHUKAJbIK
chizbaslapMeH Katap KopkeMcypeTTepi
Ie »Kacail ananabl. CoH AU3alHbIHAATH]
JIAFbLIAPbIH aPTThIPY 2KoHE U3aNH/Ibl
K9CiOM €Ty YIIIiH MaHbI3/Ibl aPTHIKIIBIIBIK,
60JbIT TaObIIaAbl. OCbl KOMITBLIOTEPJIIK
OarnapsiamaJgap HOTHKeCIHJIe eXKeJri
JKapTacrapiarbl TaHOaap MeH o1o-
epHeKkTepi GipiKTipy apKbl/ibl 2KaHA KOHE

3aMaHayH JM3akiH »kacaJjblHabl. Kopbita
AUTKAHJIA, 3aMAHAYH COH YPAICTEePiH KOHE
TaHOaJapMeH YHJIeCTipy apKbIJIbl 9pTYpJIi
KOMIO3ULIMAIAp naraa 6oJapl KoHe
KUIMJEp/li OChl 2KaHa U3alHMeH OipikTipy
apKbLJIbI KaHA CoH OYHBbIMAAPBIH MYMKIiHAIK
oepei.

Ycornoicmap. Kapracrapra cypet
caJty eHepiHiH JaMybl KUiM TU3aHHbI
caJslacbIH/Ia TEXHOJIOTHSIMEH 9KeJIreH
JKaHaJIbIKTapMeH Oipre TeXHUKaHbIH AaMybIH
MaTepHaJl peTiHe KaTa KapacThIpbll,
3epTTeyllisiepre KeJeci yebiHbICTap
YCBIHBLIA/bL:

Mepsimiii Typie KoJiaHbliaThbiH
MaTepuaiap/biH Kapadbaibip
MaTepHaJiap/ial Kasipri 3aMaHrbl
MaTepHuaJsiapra esrepyi MeH J1aMyblH 1a
KapacTbipyra 060J1aibl.

1. ITerporsud cyperrepin
KOMITO3ULIUAJIBIK MaKcaTTa nakaaay yiuiH
Jie KMiM u3aiHbiHIa 6acKana TeXHUKaap/ibl
KapacTeIpyra O0JIafibl.

2. Kuim u3aiiHbl casiacblHaa Kuimre
KOJIJIaHbL1a/IbIH KOMIO3HLIUsIIap/ibl
facy TeXHHKaCbIMEH OHEPKACINTIK
JKaHaJbIKTapMeH apTypJi 6eTTepre
JKoHe MaTepHasiapra OachlIFaHbIH
3eprreyre 60Jabl.
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I'y3an MacanukoBa

MexyHapo/iHblil Ka3axcKo-TypelKnil yHuBepeuteT nMenn Xoukn Axvesa Slcasu
(Typkecran, Kazaxcran)

MCNONIb30BAHUE OPEBHUX NETPOINU®OB B AU3AMHE OLEXAbI

AHHOTaums. B ropHbix paioHax EBpa3nickoro KOHTMHEHTa MCKYCCTBO pocnuck (neTpornndoBs) Ha
[pEeBHEM KaMHe 3apOoamMIoch elle B A0 H.3. B 3-M 1 2-M Thica4yenetnm 40 Haller 3pbl BCTPEYaTCs
3HaYEeHUs, U306paxatoLLMe Opyans U KOHCTPYKLLMK, TaKME KakK OPYXKME U BOMHBI, KpYrible hOopMbl,
HeKoTopble 300MOpdHbIe DUTYpPbl U KONECHMULbI. TakMe LLEHHOCTU SBASIOTCS NPUYUHOM TOTO, YTO
KynbTypa oAexabl, chopMMPOBaBLLASCS B 06LLECTBE, COXPAHMIA CBO XXM3HECNoCcobHOCTb biaroaaps
M3MEHEHUAM M NO Cen AeHb. B HacTosLee BpemMs UCTopus AM3aiiHa 04X bl USMEHWUNACH, U pa3Hble
MOZENM OAeXAbl CTaM HEOTbEMIEMOM YaCTbI KYNbTYPbl XMU3HW. [laHHas nccnenoBaTenbekas

paboTa paccMaTpMBaETCS Ha OCHOBE KOMMO3ULMIA, UCMOJIb3YEMbIX B AM3aMHE OAEXAbl, C YH4ETOM
CMMBOIMYECKOIO 3HAYEHWUS HEKOTOPbIX OCHOBHbIX TEM HACKaNbHOMO MCKYCCTBA PernoHoB LleHTpanbHow
A3uu, BepyLiero cBoe Hayano ¢ 6poH30BOro 1 xenes3Horo Beka. OCHOBHAas LeNb UCCef0BaTeNbCKOM
paboTbl - OLEHUTb KYNbTYPY M MOZY OAEX/bl LPEBHEr0 UCKYCCTBa NETPOrNndOoB B UCTOPUYECKOM
npouecce nyteM 06beAMHEHUS ee C CEFOLHSLLIHEN KYNbTYPOi OLeXAbl M MOLbI, @ TaKXKe U3y4uTb ee
OTpaXkeHWe B COBPEMEHHOM Au3aiHe opexabl. OnHOBPeMEHHO AenaeTcs 0630p APEBHWUX CUMBO/IOB
Ha KaMH$IX M 00CYy)KAaeTcs CBs3b MexAy CMMBOJIAMU M AN3AaWHOM ofexabl. [locne obwmx ceeneHmi o
cnocobe HaHeceHMs ApeBHUX CUMBOJIOB HA KaMHM, MO3TANHO bblna npeacTaBneHa Au3aliHepckas uaes
npeBpaLleHns B U3aenue.

M3006paxkeHns u opHaMeHTbl U3 ApeBHUX cnmBonoB «06pa3 ConHuax, «CONHLEronoBsbIi
yenosek», «Kosa», «Bepbntoa», «OneHby», «<Pe3bba 13 6apaHbero pora», «ItMua-Open» 6binu
MOZEPHM3UPOBaHbl B KOMMNO3ULMOHHOM PELUEHWUM U NMOMELLEHbI HA Nepea XeHCKoW pybatku. Ot
3CKM3a, KOTOPbIN SBNSETCS OCHOBHOW YacTbio NPOLLecCa NPOEKTUPOBAHMS U3LENUI B AU3AMHE OAEXIbI,
[l0 3Tana BOM/OLWEHWS UAEN B NPOAYKT, paboTa 6blna NoAroToBAEHA U NPeACcTaBaeHa BU3yabHO
B KOMNbtoTEpHbIX Nporpammax (Adobe Photoshop CS6 n Adobe Illustrator CS6). B 1o e Bpems
nnaHupyetcs, 4to Moodboard npegocTaBMT AOCTAaTOYHO PEKOMEHAALMI MO PEKNAMHOM KOHLEMLMWN ANs
YO,0BNETBOPEHMS NPaKTUYECKMX NOTpeOHOCTEN An3aiHEPOB M Ntobutenein Moabl. TeMbl, 06CyXaaeMble
B 3TOM MCCNEenoBaTeNbCKOW paboTte, moMoryT Byaywmnm Mogenbepam u Tem, KTO MHTEPeCYeTCs MOLOM,
OCBOWTb 3Tanbl NpoLLecca NPOeKTMPOBaHUS B An3aiHe ofexabl. B To e BpeMs ncrnonb3oBaHue
KOMMO3WLMOHHBIX M306paXKeHU B ofexae IBNSEeTCS 0CHOBOW GOPMUPOBAHUS TBOPYECKMX HABbIKOB.

Kntoyessie cnoea: MNetpornnd, Moaa, AM3aliH, 00eXAd, UCKYCCTBO, APEBHUI CUMBOJ, MOLEPHM3ALMS,
NPOEKTUPOBAHME.

Ana uumupoeanua: MacagmkoBa, [y3anb. «Mcnonb3oBaHWe ApeBHWUX NeTpornvdoB B Au3aiHe
opexpbl». Central Asian Journal of Art Studies, Tom 9, N23, 2024, c. 178-193, DOI: 10.47940/
cajas.v9i3.849

bnazodapHocmu: ABTop 6narofapeH yBaxaeMblM aHOHUMHbIM peLeH3eHTaM, MPUIOXMBLUMM CBOM
ycunus v npodeccroHanbHble 3HaHWS A1 OLLEHKM LOCTOMHCTB M HEJOCTATKOB AAaHHOW CTaTby.

Asmopbl npoyumanu u 0006punu 0KOH4amesbHbIl 8apuaHm pykonucu u 3aseaswom 06 omcymcmsuu
KOH@AUKmMa uHmepecos.
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Guzal Massadikova

Khoja Akhmet Yassawi International Kazakh-Turkish University
(Turkistan, Kazakhstan)

USING ANCIENT PETROGLYPHS IN CLOTHING DESIGN

Abstract. In the mountainous regions of the Eurasian continent, the art of painting (petroglyphs) on
ancient stone originated in BC. In the 3rd and 2nd millennia BC, there are values depicting tools and
structures such as weapons and warriors, round shapes, some zoomorphic figures and chariots. Such
values are the reason why the clothing culture formed in the society has maintained its viability
through changes to this day. At present, the history of clothing design has changed, and different
models of clothing have become an integral part of the culture of life. This research work is
considered based on the compositions used in clothing design, taking into account the symbolic
meaning of some of the main themes of the rock art of the Central Asian regions, dating back to the
Bronze and Iron Ages. The main objective of the research work is to evaluate the clothing culture and
fashion of the ancient petroglyph art in the historical process by combining it with today’s clothing
and fashion culture, and to study its reflection in modern clothing design. At the same time, an
overview of the ancient symbols on the stones is given and the relationship between the symbols and
clothing design is discussed. After general information about the method of applying ancient symbols
on the stones, the design idea of transformation into a product was presented step by step.

The images and ornaments from the ancient symbols “Image of the Sun”,“Sun-headed man”, “Goat”,
“Camel’, “Deer”, “Carving from a ram’s horn”, “Bird-Eagle” were modernized in the compositional solution
and placed on the front of the women’s shirt. From the sketch, which is the main part of the product
design process in clothing design, to the stage of implementing the idea into a product, the work was
prepared and presented visually in computer programs (Adobe Photoshop CS6 and Adobe Illustrator
CS6). At the same time, it is planned that Moodboard will provide enough recommendations on the
advertising concept to meet the practical needs of designers and fashion lovers. The topics discussed
in this research work will help future fashion designers and those interested in fashion to master the
stages of the design process in clothing design. At the same time, the use of compositional images in
clothing is the basis for the formation of creative skills.

Keywords: Petroglyph, fashion, design, clothing, art, ancient symbol, modernization, design process.
Cite: Guzal, Masadikova. “The Use of Ancient Petroglyphs in Clothing Design”. Central Asian Journal of
Art Studies, vol. 9, no 3, 2024, pp. 178-193, DOI: 10.47940/cajas.v9i3.849
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KAHMHAP KO3I PETIHJIE

Ecnenosa Aiirepum', Myca6ekosa Jlaypa'

"Temip6ek YKyprenos atbinarsl Kaszak yaTThiK eHep akajieMusichbl
(Anmarsl K., Kazakcran PecriyGuikachr)

Anparna. foinbiMmn Makana XX| Facblpaasbl Ka3akCTaHAbIK, KeCKiHaeMe MeKTebiHiH, JaMybIHbIH, Kelbip
MaHbI34bl acnekTiNepiH 3epTreyre apHanfaH. Kasipri 3amaHfbl 6eiiHeney eHepiHiH e3repy yaepiciHiH,
epeKLenikTepiH cascy XKaHe IKOHOMMKAsbIK ©3repicTep asCbiHAA aHbIKTAy MaKCaTbIHAA OHbIH, XaHa
6aFbITTapblH AaMbITy Maceneci 3eptrenyne. CaHablK KeCKiHaeMe, MUHUManu3m, GoTopeanusm XaHe nor-
KeckiHaeMe 6afblITTapbiHAaFbl CYPETLLiNEPAiH WbFapMaLlblIbIFbIHA TaNAAY Xacanagpl.

BelHeney eHepiHiH AaMy yaepiciH, CypeTLWinepAiH XXaHallbl i34eHiCTepiH 3epTTey Maceneci eTe
e3ekTi. KaHa naesnap, cunatTbl TaCinaep, opbiHAay webepniri Kasipri KepepMeH KeHiNiHeH LbIFaTbiH
©3iHAiK 6aFbITTapAblH KabINTacyblHA 8Cep eTTi. 3epTTey 6apbICbiHAA ASCTYPJli CypeT cany TEXHUKACbIMEH
Koca kenTereH «digital» TexHonorusanapabl KOnAaHaTbiH BeliHeney eHepiHiH 4aMbIN Kene XaTKaH XaHa
Typnepi - ¢oTopeannsM MeH CaHAbIK KeCKiHAeMere ToH epeKLeniktep aHbikTanapl. beliHeney eHepiHiH,
0Cbl 6aFbITTapbIH 3epTTey 6eliHeney eHepiHiH 3KCMPECCUBTINIIHIH, )XaHa aCneKTiNepiH awyfa MyMKIHAIK
6epin, KepepMeHre eHep TybIHAbICbIH 63 BeTiHLe TyCiHyre KemeKkTecesi.

HaTmxeciHpe 3amaHaym 6eiHeney eHepi Kasipri KOFaMHbIH, YMTbIIbICbl MEH CYpPaHbICTapPbIH
AWKbIHAANTBIH CTUNbAEP MEH 9AICTEPAIH KEH, ayKbIMbIH KAMTUAbI AereH KOPbITbIHAbI Xacanabl. [M6puaTi
dAICTep XMUbIHTbIFbI BU3yanabl XaHe ONTUKaNbIK dCepaepai xacayra, webep MeH KepepMeHHiH,
avanor yaepiciH 6ackapyra MyMkiHaik 6epeai. 3amaHayv Tanantapfa 6erimaenreH ctunb 6eiiHeney
©HepiHiH bykin 6afbiTbiHA ekniH 6epepi. [on-keckiHAeMeHiH, eKini 601bin TabblNaTbiH CypeTLWiHIH,
LWbFapMalLlblTblFbl OHAAFAH Xbingap 60rbl ByKin eHepAiH AaMy YpAiciH 6omkay YLWiH enken-Tenkenni
3epTTeyai KaXeT eTeai. OpuHe, eHepaeri YpAicTep 63repMeni XaHe Ce3Ci3 KOFaMHbIH, 3BOIIOLMACHIH
6ankaTaabl. bipak kanai 6onFaHga aa, 6yn Kasipri 3amaHFbl 6eriHeney eHepiH MaeHUETTiH, 6ipTyTac
KeHiCTiriHae KapacTblpaTblH OHEPTAHYLIbLIAPAbIH, KbI3bIFYLUbIIbIFbIH TYAbIPaAbl. OHEPAE LAMUTBIH XKIHE
e3repeTiH 6apnblK yAepiCTi afaMHbIH 6HEPMEH OfaH 9pi ©3apa 9peKeTTecyi MakCcaTbliHAA 3epTTeY XaHe
TYCiHY Kepek.
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TyiiiH ce30ep: Ka3ipri 3aMaHFbl KEPKEM 6HEp, CAHAbIK KECKiHAEME, MUHMMaNK3M, HOTopeanunsMm, nomn-
KecKiHaeMe, KepkeMaik KeHicTik, KasakcraH cypetwinepi.

Kapxwinanowipy kesi: Makana KP F)KBM Foinbim komuTeTiHiH, 2024-2026 %OK. TPaHTTbIK,
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Kipicne

azakcranja ToyesiciznikriH KapcaHblHA
KOprH aJIFaH reocasicl, SKOHOMHUKAJIBIK,
TapUXU-MdJIeHH yaepicTep OeliHe ey
OHEPIiHIH JaMyblHA TEPEH e3repicrtep
eHriafi. bys esrepictep keckinaeme
OHEPIiHIH OJlaH 9pi JaMyblHa acep eTirl,
LIbIFAPMALLbLIbIK SHEPTUSIHbI, O31HIIK 2KEKe
CTHJIBJIEP/Li KAJBINTACTBIPYFa KyaTThl CepIliH
Oepai. KazakcTaHHbIH KecKinaeMe oHepi
MOJIEPHU3M MEH MOCTMOJIE PHU3MHIH, 9pTY Pl
OarbITTapbIHBIH CUHTE3iH, KaHa CTUJIbACPAIH
KOITereH TypJiepiH, MHHOBALUAJIBIK
i3/1EHICTiH KyaTThl KO3iH KAMTHJIbI.
Mynna gacTypJii xKaHpJaap MeH 1amy
yAepicTepi WblFapMallbl/IbIK €PKiHIIKTI,
MJTI0PAJIN3M HAEANapbIH, 3aMaHay|
aJ1IeMLiK OelHesIey eHepiHiH JKeTiCTIKTepiH
6aTbl1 Urepy/i KoJlall OThIPbII, KaHa
MopTebere ne HoJsabl. Toyescisnik
KE3€H] CypeTLUiNIePiHiH, WbIFAPMALLbIIbIK
i3fieHicTepiH HOpJIEHipreH XasbIKThiH 6af
Mypachbl 0J1apAbIH, LIbIFapMalIbLIbIFbIHA
JKapKbIH 2KoHe KaiTasnaHOac 1apasiblKThIH
epekiesikTepin 6epesi.

XIX racbIp/iblH peasiMCTiK A9CTypJiepite
Oarnap Kasak Keckinjgeme MeKTeOiHiH,
KaJsibinTacybiHa Heri3 60J1/1bl. KazakcTaHHbIH,
6eiiHesiey eHepi TapuxbiHaarsl 1930-1940
ZAOK. Ke3eHiHeH KeHiHTi »KblJIIAP OTAHAbIK
eHepiH namy GoJsialliarbiH alKbIHIA/bI.

Knaccnkasbik peasncTik Keckinaeme
MekTebi 50 »KblIIaH acTaM yakbIT OOHbI
KasakcrannbiH KecKinjeMe oHepiHiH
JKeTeKIIi CTUJIiHe alHaJbII, »KaHa J9yip
OeliHesiey oHepiHe KaHa CTUJIbAEP MEH
TeXHHUKaJapAbIH KAJbINTACybIHA 9KEJI.
[TocTmMonepH, MeTaMOIepH CTHIIBEPI,
MUHMMAaJIM3M, THITeppeasn3M KaHe T.C.C.
>kaHa OarbITTap 6ip-OipiMeH yiJecin,
Kasipri >kac cyperuiijiep TaparnblHaH
KeHiHeH KoJiiay Tantbl. Cerin, GoBH3M,
MMIIPECCHOHU3M, CloppeaJsin3M cHsKTbl XX
Fachblpjia TaHbIMaJs O0JIFaH CTHJbAEP MEH
OarbITTap/ibiH Herisinae asnrauibiiaa barteic
eBpona eJjiepiHzie, KeHiHHEH dJIEMHiH e3re
eJIepiHIe KaHa 3aMaHayu eHep TypJiepi
KaJlbIITACTh.

FbIIbIMU 2KYMBICTBIH 6aCThl MaKcaTbl —
TOYEJICI3NIK Ke3eH leri Kazak OeiHesiey
OHepiHiH AaMy yiaepicinaeri yaTTbiK
KYH/IBLIBIKTap MEH PyXaHHJBIKTbI }KaHFBIPTY
CUSIKTbI HETi3ri YPIiCTEP/i KapacThIpy, OChI
Ke3eHJEr! KaJIbINTaCKaH »KaHa OarbITTapra
cunatrtama Oepir, Heri3ri exiJjaepin
aHbIKTaYy.

KCPO-HbIH bliIbIpaybiHaH TYbIHAAFAH
aJiemeri Tyoererii earepictep Kasak
OeliHesiey eHepiHe jie biKnaJs eTTi.
ConbiMeH KaTap, kahaunany ypuiciin
KEH €TeK 2Kalobl eHep/iiH OyJl casacblHAaFbl
TpaHcopMalMsIHbIH asKTaaMak, 0Chl
yaKbITKa JIcHiH 1aMy TMHAMHKACbIH/A



60JybIHA BIKMAJbIH THTi3i. OcbIiFaH
OallJIaHbICTbl OHEPTAHY FhIJIbIMbI OCHHeeY
eHepiHiH JaMy OarbITTapbl MeH YpJlicTepiH,
Kasakcran eHepi CTHIHCTHKACBIHBIH, OChl
yaKbITKa ToH OefiHesiey OHepiHiH MaHepJi
KypaJilapbiHblH, OailaHbICbIH aHbIKTaYyFa
TBIPBICAIBI.

KasakcranHbIH KecKiHiemeci apKalliaH
JKaHa MJIaCTHKAJIbIK Haesiiapibl Kypy
11abbIThIMEH epeKiieseni. Enimisnin
KoCiOM KepKeMcypeT MeKTebiHiH Ke3eH -
Ke3eHMeH JlaMybl KoOiHe eJ1 illiHjeri cascu,
QJIEyMeTTiK- 9KOHOMUKAJBIK (paKTopJapra
6aisianbicTbl 6okl Keckinnemeneri
peasiusM GarbITbIHBIHAH POMAHTH3M,
CHMBOJIH3M, TOTI-apT TeH poTopeasnsmre
JICHiH 1amy ypJliciHe aeMiK KopKeMcypeT
JIOCTYPJIEPiHiH KaHA KeCKiHaeMe MeKTeOiHiH,
KaJbINTACybl MEH JaMybIHa bIKMAJIbIH
6arikarmMbi3. JlocTypaii KopkemeypeT
OHepi MEeH aJIeMJIiK KOpKeMCypeT
MOJIEHHET] KEeTICTIKTePiHiH CUHTEe3]
OPTYPJli CypeTLLiJIePAH, LLbIFAPMALLBIJIBIK
aJleyeTiH 1ambITyra biknas eTti. Kpicka
mep3imje ara OybIH oKiJaepi MeH XKaHa
TOJIKbIH oKiaepi XX racwipia navaa
6oJiraH 6apJbIK KOPKEMIIK OarbITTap/ibl
YCBbIHA OTBIPLIMN, Oip KOPKEMIIK KeHICTIKTe
LIbIFAaPMaLIBIIBIKTAPbIH 1AMBITTHI.

Ocbl Gaitnanbic Heridinae Toxipube
YKUHaKTa# oTbipbin, KazakcTaHHbIH
OeliHesiey oHepi 03iHiH TapUXH KOJbIH/A
KYPT ceprijiic »kacayza. by 3BoJIIOUUSIBIK
JlaMy OTaHAbIK OHEP/IiH aJIeMIIK OeiHesey
eHepiHiH 6ip GeJleri 60JyFa MyMKiHJLK
TYFbI3a/lbl.

JKannbr, 1990-xbuinap Kazakeranna
JKaHa TapuXH Ke3eH, ayKbIM/Ibl reocasicH
earepicrep (KCPO-HbiH biibIpaybl)

OpbIH a/jiFaH yakpT. Toyesci3iik ke3eHi
OHEep/LiH OapJIbIK TypJiepiHe KaHa Ma3MyH
okesi. Eremen KasakcranHubiH, MajleHUETI
MeH OeliHeJs1ey eHepi 03iH-631 epKiH
JKY3ere acblpyra, TepeH, iliKi e3iH-e3i
TaHyra MyMKiHiK anjibl. Ochl Ke3eHjieri
Oetinesiey oHepinje Kazakcranubiy
KOFaM/IbIK CaHACBIHbIH IAMYbIHBIH ipreJi
ypAicTepi KOpiHic TanTbl, KA3ipri YJATThIK
PYXaHUSTThIH, HEFYPJIBIM ayKbIM/Ibl

Uiesiiapbl MEH MarblHaJAPbl HKEMJIET,
KOPKeMJIiK »KarbiHaH e3rep/i. OHbIH HeTi3ri
TPAEKTOPHUsIIAPbI PETiH/IE TepeH 03iH-03i
aHbIKTayra JiereH OeJiceH/li YMTbIIBICTHI,
VITTBIK HACSHBI KAJIBINTACTBIPY 2KoHe
dJIEMJLiK OHep apeHaChIHA LbIFY/IbIH KyaTThbl
KaXKeTTiJIiriH aTayra O0Jafibl.

Byn ke3eHHin eHepi e3apa TyCiHiCTiKTi,
JKAPKbIH LLIbIFAPMALIbUIbIK TYJFaap/iblH,
KaTtap emip CypyiH, CTHJIbAEPIIH,
VJITIJIEpJIiH »KoHe KoJTanbatap/ibiH
APTYPJIMITiH Ty3€yMEH KaTap Kypai.
TosbikKaHIbI TOYECI3MIKKE KETY PaKTOPbI
Kasakcrannbiy GeliHesiey eHepi yiiliH
TYKbIPBIMAAMAJIbIK HEri3re alnHaJIbl.

XXI racbipzbiH, OipiHLLi LIHPEriHiH
MOJICHUETI epekKlile KoHe oTe 6ai KyObl/bIC:
J19J1 OCbl YaKbITTa KOFaM aJllIbIHFbl YaKbITThIH
MoJIEHH MYPaChIH TYCiHill, >KaHa CTHJIbEP
MeH OaFbITTap/ibl allly/la ?KeTiCTIKKe XKeTy/1e.
XXI rachlpabiH 6ipiHiii LIMperinae epekiie
TaHbIMaJ OOJIFaH CypeTLIiJIep/liH KaTapbIHAa
1990-kbln1aphl, IFHU KalTa Kypy
YaKbITbIH/A aJiFall KajaMlapblH »Kacara
cypeTiiisiep xemicTi eHbek eTTi. Bys nayip
Kasipri KazakCTaH/IbIK CypeTLLiJiepre ap
TYpJi 6aFbITTarbl €pKiH KOPKEMJIIK 1aMy
YLIiH KepeMeT MyMKiHzaikTep Oepai. by
cyperTisiep yiliH abCcTpakiusl, apTypJi
BapHaLUsIapAarbl 3KCIPECCHOHU3M,
MHHHUMaJIM3M, TIOTI-apT, (hOTOpeasn3M KoHe
T. 6. CHSIKTBI OarbITTap epeKLie TapThIM/IbI
0O0JIIbI.

Toyeuciznik »kblapbiiia
KasakcraHHbiH Mypazkailiapbl MeH
rajiepesiyiapblHaa OTAHIbIK CyPeTLLiJIe PIiH,
JKeKe Hemece TOMNThIK KopMediepi Kerren
yibIMaacTblpblibl. KasakcTanabik
KepepMeH/iepre 63 TybIH/blJIapblH
Cyanran Mnsies, baybipxkan bafininma,
ouiou bananos, Tokkoxka Koxkarysios,
Owipresni ©6eyos, bakpit [lana, bepik
Mouxkirit, Kopin6ex Kyfiikos, Amannoc
Akanaes, Tosieyrasnl baitranues »xoHe
T.0. KONTereH »ac »KoHe webepJiri
LIBIHFA 2KETKEH CypeTLIiJiep YChIHIbI.
Ocbinpait kepmesepsin 6ipi 2022 »kbliibl
KP MoneHueT xKoHe CriopT MUHUCTPJIMiHiH,
tapanbiHad O. Kacree atbinnarsl KP
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MemiieKeTTik eHep MyparkalblH1a oTTi.
«Kazakcran enepinin, 100 »kayhapbi» aTThl
KepMeHiH 6acTbl ieMeylici Samsung
KOMMaHHUsIChI 60J171bl. AYKBIMIBI KOpMe MeH
KYH/1bl 6achliibiM KazakcTaHHbIH xKeTeKLi
OHep MyparkalblHbIH XKUHAKTAMAChIH/IAFbl
KAa3aKCTaH/bIK 6Hep — KeCKiHJeMe,
rpaduKa »koHe MyCiH 1ebepJiepiHin
1IbIHAHbI 2kayhapaapbid KaMmTbibl. Kitan
MeH 9KCMO3UILNS KypblibiMbl KazakcTaHHbIH,
KecKiHaeMe, rpaduKa »KoHe MyCiHHIH,
TaHbIMaJl kayhapsapbiH yisiecripren

Yl Heriari 6eJiMHeH Typ/bl. Op GeJiMe
CypeTLIiJiep ypraKTapbiHbIH cabaKTacTbIFbl
JKOHE JI9YipAiH, YAKbITTbIH, TAPUXThIH Heri3ri
ypaicrepi H6arikanazbl. KazakcTaHHbiH,
Kasipri 3aMaHFbl OHePi OChIHAAN XKUHAKTAP
MEH WIIOCTpaLUsiapaa KeHiHeH KopiHic
TanThl.

MakasaHblH 63€eKTiJiri XKblJ1 caiblH
CypeTiIiziep KaTapbIHbIH XKaHa KblJIKaJ1am
webepsepiMeH, OarbITTap MeH CTUIBACPIIH
KaJlbllITaChIl CUMATTaNYbl KaXKeTTiriMmeH
Tycinuipinieni. I'blibiMaarsl cypeTiisiepiin
JKeKe IbIFapMallbl/IbIFbIHA apHaJFaH
MakaJiasap 6ap 60JFaHbIMEH 0J1ap/bl
tajjan, Kagdipri KazakcranHbiy 6eiinesey
OHepiHiH AaMy OarbITbiHA CHIIATTaMa
OepeTin eH6eKTep as.

daictep

XXI raceipparbl 6eiiHesiey eHepi 6TKeH
FacblpJiaparbl eHepaeH Tybereni
epekiiesieHeni. Ochl yakbiTTa naiaa
OoJiraH »kaHa cTu/bep MeH ypaictep XXI
FachIp/biH, OacbiHaH OacTar eHep MeH
MoJIeHHEeTTe OOJIbII KATKAH 63rePiCTePIiH,
HoTHkecin anrapraipl. [ToctmonepHi
aJIMacTbIpFaH MeTaMOJEPH ChIHLIbIAP MEH
©HepTaHyLLblJIapAblH Ha3apblH 63iHe ayaapa
6acranpl. OJ1 TepeHIiK, IbIHARBIIbIK,
TapUXHJIBIK 2KoHe TAOUFUJIBIK CHAKTDI
KACHeTTepMEeH CHIaTTaJblIl, OHEPiH,

KYHiH e3repTyre, OHbl >KOFaJIFaH MoH-
MarblHaJIapMeH TOJIThIPYFa ThIPBICTDI.
MacesieH, Ka3zaKCcTaHbIK »Kac CypeTLi
Taxup SIxbsipoB 63 2KyMbICTAPbIHAA
OWHaKBI aHFaJl MilliHjIep KoMeriMeH

OaybINThl MOHMOTIHAE P XKEeTKi3yre
ThIpblca/ibl. « OHbIH KapanaibiM xKoHe
JKEHIT KUMBL/IIAPbl, WbIHAWbI KOHE TillTi
aHFaJl CIoyKeTTepi MyKUAT KaparaH Keaje
Kazakcrannarbl Kasipri 3amaHrbl OHepJIiH
KAJIbINITACKAH HETi3ri arbIMbIHAAFbI KYPAEJi
KallIbIbIKTap bl KaMTHb» (Mycpernos).

Makanana 6efiHesiey oHepiHiH 1aMyblHaA
»oHe Kazakcran PecnybsinkacbiHaarbl
3aMaHayu KepKeMJIiK OaFrbITTap/IbiH,
KaJlbllITacyblHa TaJllay *Kacajiibl.

Ou1 yl1iH TapuxH, 6HEPTAHYLIBIIBIK

JKOHE caJlbICThIPMaJibl TaJIay diicTepi
KoJsiaHbl1abl. HaTHkecinae keckinneme
OHEpiHiH kaHa OaFbITapbIHBIH TEK KaHa illKi
HapbIKTa FaHa emMec, COHbIMEH Karap,
9J1IeMJLIK HApPbIKTAFbl MaHbBI3/IbL/IbIFbI
Tycinpipiazi. [ToctMoaepHH3M Ke3eHiHeH
OacTay asaTblH 3aMaHayu eHepJliH
KaJlbllITacyblH MOJICPHU3MIe Kapama-
KapChl KAaFMIaTTapAbl KaJAbIMTaCThIPy
YaKbIThl peTiHAe cunaTrayra OoJaibl.
Kagzipri 3amaHrbl eHep HHHOBaLUs1aPFa,
IKCIEPUMEHTTEPre XKaHEe »KaHa
TexXHoJIoTUsIapra Oaca Ha3ap ayjlapajbl.
KP Huzaiinepaep OnarbiHbiH MyLIeci
Haynerxan bosbicb6aeB, eHeprany
FbIJIbIMIaPbIHBIH IOKTOPBI Paiixan
Eprasnuesa, neparoruka rbljibIMIaPbIHbIH
noktopbl Canpibek beficen6aes, eneprany
KaHauaatel beksat Mremrenosa,
eHepTaHyllibl AGapatin PailbiMGeKoB KoHe
T.0. CHSIKTBI aBTOPJIapAbIH eHOCKTEepiHe
KasakcrannbiH Kagipri 3amanrbl GeliHeliey
OHepi, OHJAFbl OPTYPJIi CTUJBIED

MEH TeXHHKaJap, KaHallblJ Haesaap
cHUnaTTasajbl.

ABTop MakaJsiaza cypeTiiisiepiiH Kasipri
3aMaHFbl 6HEP/IiH IJaMyblHa KOCKaH yJeciHe
TaJjjay »kacar, »kaHa Tayesciz Kasakcranna
03 KaciOiH 6acTaraH cypeTilisepain,
HIbIFAPMaLIbIJIBIFbIH CAHJIBIK KECKiHIEME,
MHHHUMaJIU3M, (OTOpeaNn3M xKoHe Morl-
KecKinaeme OarbiTTapbiMeH OaisianbicTa
3epaesereH. Tayesciszik Ke3eHi
CypeTuliyiepi KecKiHaeMe eHepiHiH KaHa
OarbITTapbIHbIH WATLIAH IAMbIT, CTHJIBIED
MEH 9/IiCTeP/iH TOFbICYbIHA, 6HED dJIeMiHeri
JKaHA YPAICTEePAIH KasbITACyblHA CENTIriH



turizzi. CoHnbiKTan O6yJ1 )KaHa GaFbITTapbl
3epTTey MoHiHe alHaJIbIpy Macesieci Kasipri
yaKbITTa 63 63eKTijirine ue 6oJysa.
3amaHayu caH/IbIK KeCKiHIeMEeHiH,
(oTopeas3mMHiH koHe Oacka ja
JKaHa CTUJIbJIEP MeH OarbITTap/blH
KA3aKCTaH/bIK 2KOJIBIHBIH KaJIbINTACYbl MEH
namybinna Qantar Omar, Jlapusi Mopos,
Atinoc EcmaramberoB xkouHe T.06. »Kac
CypeTLliyiepAiH KOCKAH yJieCi MaHbI3/1bl.
Koiibliran mineTTepi ey yiliH »kac
CypeTLIIepPiH LIbIFaPMALLbL/IbIFbIHA,
TYbIH/IbIJIAPbIHA YKOHE OJIap/IbIH Kazipri
3aMaHFbl 6HEepre KOCKaH yJiecite rajjuay
»KacaJijibl. AJIbIHFaH MoJliMeTTepJliH
HoTHXKeJiepi OOHbIHIIA OeliHeJiey OHEePiHiH,
’KaHa OaFbITTapPbIHBIH 1aMy epeKLIeiKTepi
aHbIKTaJ/bl. Makasa aBTopmapbl CaH/IbIK
JIOYip cypeTLli/iepiHiH LblFapMallbl/IbIFbIH
gepaeden, XXI racoip 1ebepiiepinin,
TYbIH/bIJIAPBIH 3€PTTEYTe YJ1eC KOCAbI.
Kagipri 3amanrbl eHepiiH oJ1eyeTTi
MypacChl KoHe KapKbIH/Ibl JAMbIIT KeJie
»KaTKaH OGarbIThbl PeTiH/e TaHblJIFaH CaH/bIK
eHep TakbIpbiObIHA apHasiFaH CBeT/aHa
Ko6:xaHoBaHbiH « KazakcTanaarbl
CaHJIbIK KeCKiHIEMEeHIH Jamybl» aTThl
FBIILIMU eHOeTiHe MaKaJaja ciiremesep
OepinreH. MakaJsana aBropnap
KasakcTaHHbIH caH/IbIK OHEP/LiH,
epeKLLIeJIriH 3epTTell, OHbl CHIIaTTay YLUiH
KOJIIAHbINIATbIH T€PMHUHOJIOTUSJIBIK
KaTeropusiiapabl anbiKraapl. ConbiIMeH
Karap, Kasipri 3aMaHrbl ©HEP/IiH OChl
TYPiHiH KOJIIAHY d/liCTepiHe Tasay Kacajbl.
ABTOpMap/bIH HETi3ri MakcaThbl —
TaHbIMAJI 2KAC CyPETLLIJIEPIiH,
LIbIFAPMALLBLIBIFBIH 3€PTTEY HOTHZKEJIEPiH
JKapusiiay KoHe ToyeJICi3/liK Ke3eHiHe
OeliHesiey ©HEpiHiH KaHa OAFbITTaPbIHbIH,
Jlamy JieHrefiin anbikray. Keckinnemenin,
»KaHa GarbITTapblHbIH OPHbI MEH peJi
CTUJIBACP/LIH Heri3iH KaJjayllbl peTiHie
TaHbLJIATbIH CyPeTLiJIePiH 63iH-63i
Kepcete Oisyi MeH LIbIFApPMALIbLIbIK OH-
KHUs1J1bl aPKblJIbl YChIHbIIFAH. CTHIIBIEP MEH
JKeKe LIbIFapMaLlIbl/IbIKTBIH epeKLIeiKTepi,
CypeTLIIepiH LblFapMasiapblH Tajiay
HerisiHae aHbIKTabl. By TybIHABLIAD

OeTinze mebepsep KopuiaraH ajeMi
OaKblJ/1ay/blH, HOTHXKECIH, LbIHABIIBIKTBIH
03iH/iK KaOblIIay KaOiJIeTiH XKeTKi3 .
Makanana oJiap/iblH, LiblFapMaJiapblHbIH,
MOIEHH-Y/ITTBIK KYH/BIIbIFbIHA €peKLIe
Haszap ayiapbliajbl 2KaHe OHbIH,
aBTOpJIapbIHA 2KeKe cunaTtrama 6epinesi.

Tankbinay

KazakcraHHbiH GefiHesiey OHepiHiH 1amy
ypaicTepi MeH eHep/eri MHHOBaLUs1ap
OHepTaHyLLblJIap TapanblHaH 3epTTey MaHiHe
alHaJbIn, 6y 6aFbITTa XKaHA 3epTTeyep/iH,
JKapbIK KOpYiHe MYMKIHIK TYFbI3bIII

OTbIp. ATaJIMbILI 3ePTTey MaCeJIeCiHiH
acrniekricinae 6i3 Jlaysetxan bosbic6aeB,
Paiixan Epranuesa, Canpibek beficentaen
JKoHe T. 6. CHSAKTBI FaJIbIMIAPABIH
eHOeKTepiH Ha3apra asbin, Kasakcrau
OeliHeJsiey eHepiHaeri 6aCThl XKAHAJIBIKTAP/bI
OKbIPMaHFa yCbIHY/bl MakcaT eTTik. XXI
racbipaarbl KagakctaHHbiH Gefinesiey

eHepi e3iHiH fepOec GelHesey TiliH
allIbIKTay/ibl, OeiHesey oHepiHeri 19CTyp
MeH MHHOBALMUsIIap/iblH apaKaThlHACKI
MaceJsiesnepil, 3aMaHayu GeliHesiey
KypaJsilapbl MEH TeXHHKaJapbIHBIH KOJIaHY
TaCiIAePiH KAMTH/IBI.

YATThIH TapUXbIHAH ChIP LIEPTIMl, OHbIH,
apbip Ke3eHiHeri MaHbI3/bl OKUFaJIap
Ti30€riH »KaHFBIPTATBIH, aKbIH-KbIpayJap,
XaH/ap MeH OaTbIpJap/blH epJliriH, Kasak
JIAJIACBIHbIH, YJIbl KeHICTIMHAET] XaJbIKTbIH,
KYH/EJIIKTI eMipiHiH KOpiHiCTepiH Ko3
aJllblHa eJIeCTeTiH Ka3akK eJIiHiH TepeHHeH
KeJle KaTKaH 91eT-FypIibl MEH caJT-
JIOCTYpiHe, MU(OJIOTHSICHIHA, TAPUXbIHA,
eMip caJ/TbiHa JlereH yHaey KasakcTaHHbiH
KAa3ipri 3aMaHrbl KeCKiHIEeMeCiHiH 63iHe ToH
epeKILeJIrine alnHaJIbl.

Kasipri asiemperi 6efinesiey eHepinin,
pOJIiH aHBbIKTaUTbIH GipKaTap KyH/Ibl
enbekrep 6ap. F'blbIM KOPbIH agaMaap/bIH,
JIlYHUETaHbIMbIHA ?KOHE CYPeTILiHiH
LIbIFAPMALLbLJIBIK 2KOJIbIHA COJ1 I9YipIiH,
bIK[TaJIbIH aHbIKTAYyFa OarbITTaraH
3epTTeyJep e TobIKTbIpyaa. by perre
«yprakrap TeOPHSIChIH» KAPbIKKA dKeJreH
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Yunbsm tpayc nen Hun Xaynpin enbekrepi
VJIKEH KbI3bIFYLIbLIBIK Tyablpabl. Ce6eoi,
«yprnakrap Teopusichbl» apbip KezeHeri
CasiCH, dJIeyMeTTiK- 9KOHOMHUKAJIBIK
OKHFaJIap/iblH, YprakTap caHacbl MeH
MiHe3-KyJIKbIHA, OJIap/blIH TYJFa 60JIbII
KaJbINTaCybiHA bIKMAJbIH KOPCETE/].
FanbiMnapabiy seprreysepi ara OybiH MeH
Ka3ipri 3amaH ypnakrap apacblHia Tapuxu
YKCaCTBhIKTap Oap eKeHiH alKbIHAAMbI.
«Ypnakrap TeopHsiCbiH» a3ipJiey 6apbICbIH/A,
[Itpayc nen Xay yprnakrap/blH J1aMyblHIa
6eurinti Gip yarini anbikraapl. OraH Tikesen
ypriakrapra KaTbICTbl TAPUXH OKHUFaJsap acep
eTeTiHIr auKblHAAJIbI.

Kasipri 3amaHHbIH, LLIbIFApMALLIbLI
TyJIFaiapbl OChI FAJILIMAAP aTal KeTKeH
KypaeJii 6eTOypbIC A9yipiHie KbI3MET eTirl,

63 6Mipi MEH LUblFapMallbl/IbIFbIHAA €Ki
JRYIpAiH (KeHec JIRyipi xKoHe TayesiCi3iiK
Ke3eHi) fie biKnaJbiH ce3iHi. XXI rachbip/biH,
OeliHesiey ©Hepi KaHa KepKeM OeHHeJsepi
JKaHa CTHJIb MEH 2KaHpJ1ap/ibl AyHUere aKeJi.
YJTTBIK TaKbIpbIIT [IeH 3aMaHayH KopKeMJIiK
TiJl ©3 yisiecimin Taybin, Kazakcran GeiiHesey
eHepiH/e »KaHa OarbITTap KaJjblrraca
6actazbl. Oran Ke6iHe KoFapblia aTajran
reosicacH, TapuxH KoHe MJJICHH e3repicTep
bIKI1aJ €TTi.

«Tayenciz Kazakcran cypetiiiziepiniy,
TybIHABIAPbI XX FaChIpJarkl €yponajibik,
KeCKiHAeMe/IeTi TaHbIMaJl aFbIMAP/bIH,
co30e-co3 KalTanaHybliHaH H6acTar, ap
TYpJli KOHTEMITOPAPH apT KaHpJIapbliHaa
JKYMBIC icTeyre JIeHiHTi CTUIUCTHKAJBIK
APThIKLIBILIKTAP/IbIH, KEH ClIeKTpiMeH
ycbinblLIran» (beficen6aes 12).

Tayeuicianik ke3eHinie ayHHere KeJreH

JKac KbliiKkasam webepJiepi 3amaHayu
KeCKiHleMe d/liCTepiH YHPEHiN KaHa KoUMatl,
JI9CTYPJIi KJIaCCHKAJIbIK OHep/li KaTap
MeHrepyze. byJ eki eHep asieMeHTTepiHiH
yAJsiecimMi 6aiIaHbICBIH OPHATY apKbIJIbl
JKac cypeTLijiep KopKeMeHep/iH »KaHa
OarbITTapblH Kasbintactelpyaa. Jdactypai
aKaJIeMHSAJIBIK MEKTEIKE HEeri3/Ie/IreH
KeCKiHIeMe 6Hepi, 3aMaH arbIMbIHAH KaJIMaH,
JKaHa CTUJIbJIEP MeH OarbITTap/bl KAMThII
V3AIKCi3 namyza.

Jlaynerxan bosbic6aeB o3iHiH
«Tayesnciz KazakcTanHblH GefiHesey
oHepi» aTThl MakaJsacbinaa KazakctaHHbIH
OeliHeJsIey OHEPIHIH epeKLIeiKTepiH,
Kazakcran Pecny6sinKachbiHbIH, TOYeJICi3/liK
Ke3eHiH/eri Ka3aKCTaHIbIK CypeTLiJIe pAiH,
TYpPJli CTUJIBJE, TEXHUKAZA, OarbITTapaa
OpbIHIAJIFaH KOPKEM TYbIH/bIIAPbIH
cunatraran. Astop ToyeJiciz KazakcranHbiH
KeCKiHIeMe eHepi 6acKa eHep TypJ/epiMeH
e3apa ic-KUMbIJI 2Kacal OThIPbII, KaHa
GarbITTap/ibl, MillliHAEP MEH KaHpJap/bl
JIaMbITa OTBIPBIT, ICTETUKAJBIK TiJi,
OeliHesiey TYbIH/BICBIHBIH Ka3ipri
3aMaHFbl OMICTEPiH, VATTHIK I9CTYpJepi
MEeH KOpKeM TiJliH OalbITa/bl e
TY2KbIpbIMAAFaH. « KazakcTaHHbIH Kasipri
3aMaHFbl KeCKiHIeMe OHePi eyponaJiblK
cabaKTaCTBIKIICH XKoHe I9CTYPJli OHePAiH,
JlamMybIMeH, MeMJieKeTTiH TayeJsicianik
JKBLIIAPBIHAA KAJIBIITACKAH 631H/LIK
epeKIIeJiri MeH AaMy/IbIH OYPbIH-COHJIbI
OoJiMaraH cepriHiMeH, CypeTIiJepliH
HIbIFApMALIbLIbIK 63 OHbIH GiJAipy
ePKiHAINMEH, YJTTBIK A9CTYPJIEeP MEH
Kasipri aJieMJliK eHep/liH ToxKipubecine
HerignesreH 6arbITTap MeH i3eHiCTepiH
aJlyaH TypJli 2KoHe KeH BEKTOPbIMEH
epekinesieneni» (bosbic6aeB 592).

Toyenciznik KblagapbiHia 3amaHayu
OeliHesiey ©Hepi I9CTYpJli TEXHUKAIAP
MeH MHHOBALUAJBIK TEXHOJOTHAIaPb]
OipikTipeTiH MofieHH GipereliKTiH
epEeKLLIEJITiH alKbIH KOPCeTE OTLIPLII
namy ycringe. ToyencismikTiy
aJIFALLIKbI 2KblIIAPbIHAH-AK YJTThIK
OacrayJiapra opaJly OpbIH aJIblIl,
Kazakcran keckinaemeciHin 3amanayu
OarbITTapbIHbIH TAKbIPbIITAPbl KEHEHL].
Keckingeme eHepiHiH »KaHa Ke3eHi Typasibl
©HepTaHyLLblJIapAbIH eHOeKTepi 2KapblK
Kepe 6acrtabl. CosapbliH KaTapbiHaa
Patixan EpranveBanbit roliibiMu eHOeKTeEpi
YJKEeH KyHblIbIKKa He. Pafixan Epranvesa
o3iHiH «KazakcTaHHbIH Kas3ipri eHepiHjeri
MOJIEHH IDCTYP/i TpaHChopMalysiay» aTThl
MaKaJacblH/Ia »Ka3bll oTKeHael: « Kenectik
Ke3eHje naiia 60JraH xKaHe KaslbllTackaH
Kazakcrannbiy GeiiHesiey eHepi aJraiu



peT CHIPTKBI HEOJIOTHST MEH 1IeH3ypachi3
namu 6acrabl. KeHecTik HaeonorusHbIH,
JKOUBLIYbI 2KOHE KA3aK OHEePiHiH ajrall

peT ©3iH-631 KAMTAMACHI3 €TeTiH KYObIJIbIC
peTiHae 1amu 6acTtaybl, OHbIH, LIbIHANBI
pyxaHu 60JIMbICTbI KaHFBIPTYbIHA,
KOPKEM/IIK KaFUIaTTap MEH HHHOBAUMSAJIBIK
MYMKiHIiKTep/liH, cabaKTacTbIFbIH OeJICeH i
isnecripyine »karmail xkacaapi» (210).

Kasipri 3amanubiy GeiiHesey oHepi
KOpPKeM TiJii 6albITThI 2KOHE YJTThIK
KYH/IbLJIBIKTap MeH PyXaHHJIbIKTbI
JKaHFBIPTYFa biKNas eTTi. Keckinneme
OHEPIHIH «TBIHBICHI ALIBLIBIT», LIEKCi3
MyMKiHzikTepi naina 6o/1bl. Kasak
CypeTLLisiepi OCbl KeCKi» oHep TypiHeH
YKaHa »KoJap/bl i3aectipin, KasakcranHbiH
KAa3ipri 3aMaHrbl KeCKiHIeMeCiHiH aTa-
OabasapbIMbI3/IbIH €2KeJIrT OHe PiHiH
MOHIJIIK CHHKPETH3MiHE KalTa opaJyblH
MYMKiH eTTi. Befinesieyain apicrepi men
TaciJepi CHUMBOJM3MIe, TaHOABIJBIKKA,
IIAPTTHIJBIKKA 2KoHe MeTadopaJsiaHyra
Kapail 6eT asnbl. Toyesciszik keseHiHiHiH,
CypeTLLiIepiHiH TybIHAbWIAPbIHAA Oal
KellrneJi 1ocTypJep, MU(ONosTHKAbIK
mypaJiap, d/IeT-FypbINTap KaHa KapKblHMeH
HeiiHesiene H6acraapl. MocesieH, AkmapaJ
AGyJixanp 63 KyMbICTapbIHIa dHeJIiH, ilIKi
JIlYHHETaHbIMbl TaKbIPbIObIHA KOT KOHJ
6esieli. ©3 TybIHIBIIAPBIH CypeTIi diieJ
alamaapbiHa apHaraH. KacuerTi Kazak
Jlanackl epTe 19yipaeH YMai anara KypmeT
KOPCETIl, aleJIiH ilIKi CyJyJIbIFbIHA
»Korapbl 6ara 6epe Ginren. [1leGepain
«Ymangpiy 6erneci “Cenim-Cenimcismik”»
(2015 .) CHSIKTBI CypeTTep CepHsiChl
9pKallaH CHMBOJIM3MIe ToJibl. beTnepaeHin
ilinje ToIFbLIraH aies1 OeliHeci HeMece KO3
JKaHapbIChI3 OHbI OeiHeJseyi Kasipri
Ka3aKCTaHbIK CUMBOJIM3MTe Trecimi. O
APKblJIbl CYypPETLLi 9ieJ alAMHBIH, aybIp
JKaFaiblH, TeHEPJIiK TEHCI3MIK MaceseciH
KOeTepe/i.

JKauinbl, KecKinjgemeeri KasakCTaHIbIK
CUMBOJIU3M Typasibl Eniena JInumaHHbIH,
Patixan EpranueBanbin, CanpiGex
Beiicen6aen xoHe T.6. aBTOPJIAP/IbIH,
FBIIBIMH MaKaJiaJlapbIMEH TaHBICHIN aKknapar

ajia anambi3. By rolibiMu eHOeKTEpIe
aBTOPJIAP KOLLIEJI XaJbIKTbIH, YITThIK
JlyHUeCe3iMiH, OHbIH TOHipre Hemece

KOK acrnaHra TaObIHYbIHAAFbI FapPbILL

JKOHE aCllaH aJ1eMi TypaJibl TYCIHITiHiH,
JIAMBIFAH/IBIFbIH, OK0-OPHEKTEPiHAeri TepeH,
thasicacha bk MOH/L CypeTILiiepiiH TepeH,
VFbIHA KOJIAHFAH/IbIFbIH OastHAANIbI.
«OHepJie CUMBOJI KaHa MarblHAHbI yHHEre
OKeJIeTIH VJIri PeTiHe KapacThblpPblJIa/ibl.
CHMBOJIBIK KYPbIJIbIM 2KeKe 00JIMbIC
eHri3i/IreH FapbllIThIK eMipaeH OoJsiHOel].
CoHJIIbIKTaH CHMBOJIMEH 2KYMbIC yKacay
APKbLJIbl CypPeTLIiJIEp CHMBOJIIBIK MOHHIH,
MaTepHaJliblK, pyXaHH, aJleyMeTTiK O0JIChIH,
Ke3-KeJIT'eH 00beKTiIe HeMece KyOblJIbICTa
Ke3/leCe/li IereH KOPbIThIHAbIFA KeJiei»
(Beficentaen 26).

3amaHayu KeckiHaeMese YATThIK
TaKbIpbINTap, ABCTYPJli paciMiaep, yrbiMaap
MeH MudTep KaHaua 6elHesneHes.
YATTBIK YPAICTiH KeCKiHIeMe KoHe
TYKbIPbIMAAMAJIbIK OHEP KOHTEKCTiHEe
JIAMBIIT, KE€H €TeK »Kalobl, KOLIeJi
JI9CTYpJIepTe JIeTeH KbI3bIFYLIBIIBIKIIEH
6ail1aHbICTBIpbLIA/BL. By heHOMeH
KeCKiH/eMe OHePiH BU3yaJlllbl MOICHUETTIH,
JKaHa CeIMEeHTI peTiHe alKbIHAAUIbI.
Cypertuiiiep/iiH TyblHblIapbiHa Gip CoTTe
KOLLTIeJ apXanuka, eypornasblK MOJIEPHH3M
JK9HE TTOCMOJEPHU3M 3JIEMEHTTEPi
Oarikasaipl.

KaszakcraHHbIH Ka3ipri 3aMaHFbl OHepiHiH
JKaHPJIBIK, CTHIHCTUKAJBIK YCTaHBIM/IAPbI
MeH 63iH/IiK aBTOPJIbIK YMTBIJIBLICTAPbIHbIH,
aJtyaH TYpJiiJiiri Gyrinri eHepiiH UibiHaKbI
6et nepaeci. CypeTiili STHUKAJBIK KoHEe
VITTBIK epeKIIeiKTepi yiaeciMi Oipikripe
OTBIPBIMN, HIBIFAPMAILBIIBIFBIH XaJbIKTBIK
JIOCTYP HEri3iHAe KAJIbIITACThIPAbI.

AnaMHbIH 63iHiH YJITTHIK TaMbIpJapbiH
OiJlyre »KoHe TYCiHyre lereH YMTbL/IbIChIHbIH
ApPTYyBI oJ1ap/bl 6eJICEH I TYp/e 3epTTeyre
urepmesieii. MajieHUeT neH eHep - YJITTbIH
60JIMBbICBI MEH JI9CTYpJIepiH, TAPUXbl MEH
JIYHHETAHBIMBIH CaKTar KeJreH MaHbl3/Ibl
casajiap. OHep LIeKci3 cypeTTey
MYMKiHiKTepiHe ne 6oJ1a Typa, aaMHbIH,
MOHIH KypaUTbIH HEri3ri pyXaHH
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TypaxkTamaJap/bl alKblH CHIIATTal aJiajibl.

Ochnl Kesenge bakpiT banuies,
BakbiT:Kkan O6ilies, AGapaiur
Choinbixatnos, Faneim Mananos, Kaabip:kan
Xaiipynun, Anyap Mrem6ae »xoHe T. 6.
CypeTuliyiep KeCKiHaeMe TYbIHbLIapbIHAA
TOHIpJIiK OelHesiepre XKyrinai. Ymai
aHaHbIH GeliHeci, KollneH iiepaiH MoHTiTiK
ThIHBILITBIFBIHBIH OedTapan cakTaylibliapbl
caHaJsaTblH Tac 6anbannap, Kyaah Cbliibl,
eMip SHeprHUsiChl, alam/bl dJIeMMEH KoHe
03-03IMEH KeJIiCIeyLIIIKTeH KyTKapy
YKOJILIHJIAFbI Ky/IalFa apHaJIFaH IyFaHbl
OeliHesielTiH Cy, OT, ca3, Tac, eMip arallbl
ChIH/Ibl TAOMFU Cypalbliap MEeH ajrailKbl
9JIEMEHTTEP, KAa3aKThIH, PyJIbIK OeJrisepi
(Tamrasiap) — OChl Ke3eHJleri KOpKeM
LIbIFapMaJlapAblH Heri3ri TaKblPbIObIHA
attnaibl (Mtemrenona 312).

Kaszipri 3amaHrbl kKeckinaemeHi
JIAMBITY CaJIaCbIHAAFbI i3/IeHICTEPAIH KaHa
»KoJ1arbid 0i3 Canpibek bericenbaen, Onan
AbGuieBa KoHe T. 6. CHSIKTbl aBTOPJIap/IbIH
eHOeKTepi apKbl/Ibl YChIHAMBI3. ABTOpJIAp
KOpPKeM eHep/eri 2KaHa ypaicTepi
»ahaHJbIK JocTypJepMeH 6ailiaHbICTbIPY
MaCeJIeCiH, XKaHa Jpyip 1mebepJepiHin
©HEep TYbIH/blJIapbl KOMETiMEH STHKAJIBIK,
JKOHE aJIaMIePLUIJIIK KYHbLJIbIKTAP/lb
i3neyre, 6TKEHHIH pyXaHH ToxKipuOeciH
TYCiHyTre JiereH TaJIbIHbIChIH alKBIHAABI.
Muicasbl, CBetsiana KoGkanoBa e3iHin
«Kasakcranmaro! caHIblK KECKIHIEMEHIH
JlaMybl» aTTbl FBIJILIMH MaKaJlacblH/1a
CaHJbIK KeCKiHieMe TybIH/blIaphbl
»KacasaTblH epeklilie MOHepJli KypaJiap/bl
ankbinganapl. Conpai-ak, MakaJaia
0Cbl GAFbITThIH IAMYbIHBIH HETi3Ti
Ke3eH/epi, OHbIH Ka3ipri »kaF1aibl KoHe
JKaKbIH OoJlalllakTaFbl AaMy yaepicrepi
cunarranajibl. KapacTbipbl/bll OTbipraH
MoceJieHi HEFYPJIbIM TOJILIK CUIATTay YIIiH
LIbIFapMaJiapbl KecKinaeme1eri 3aMaHayu
OarbiTTap/ibl alKbIHIAYFa apHaJFaH
aBTOPJIAP/IbIH, XKYMbICTAPbI /1A 3epeeH].
Mynpait FebIME 2KyMbIcTapra ExaTepuna
[TapdenoBanbiy «Poropeanusam», Ceprei
[IpoxopoBThIH «3amMaHayM KecKiHaeme
JK9HE KOMIbIOTEPJIiK TeXHOJIOTHsiIap »

MakKaJiajapbl xKaTapl.
OpuHe, kahannany yaepici Kasipri
3aMaHFbl 6HEPAET] €H 63€KTi yIepPiCTepLiH
6ipine aiiHasyna. Op TypJi ejaep MeH
aiiMakrapja eMip caJTbl MEH CoHMKeCiHIIe
KOPKEMIIK yAEPiCTePIAiH KaPKbIHbI
JKaKbIHaCyblHa OalJaHbICThI, BaThic nen
HIerreicteid, Coaryctik nen OHTYCTIKTIH
MdICHH UMITYJ/IbCTaPbIHBIH OeJsiceH i e3apa
eHyi Gaiikanazbl. XXI racbipia weresik
KepKeMcypeT MeKTeOiHiH Kasak OeiHesey
OHepiHe bIKNAJIbIHbIH AaMYbIH KOKKa
uiblrapyra 6osmaiibl. Kasak »koHe wetes
MJIeHHETTEPiHiH MHTETPALUSIChIHbIH aHKbIH
MbicaJibl — cypeTiii AsinaMbic BaTbipoBThIH,
HIbIFAPMALIBLIBIFBI O0JIBIN TAOBLIABI.
BaTbic yKoHe 1IbIFbIC KOPKEMITIK
JIOCTYPJIEPiHiH 9CePiHiH opTYpJi
aCIEeKTIJEPiH MaKCATThl 3€PTTEY JKaHE
HaKThI TaJ1ay, dJIeMJliK 6HEpMeH KOpHeKi
YKCaCTbIKTap/ibl aHbiKTay CBeT/iaHa
Ko6:xaHoBanbiH « KazakcraH Keckingemeci
JIaMBITY/JIaFbl dJIEMJIIK KOPKEMJLIK
Jocrypaiep (1930-1980 xblinap)»
aTTbl IUCCEPTALUACHIHIA Ke3AeCe]].
Bys Macesiere TepeH sepTTey XKyprisren
aBTOP: «...YJTTbIK KecKiHaeMe MeKTebi
— OYJ1 LIbIFAPMALIBLILIK 9HEPTUSHbBIH Ke3-
KeJireH KopiHicTepiH 6ipiKTipyre koHe
JKaHa MJIaCTHKAJBIK Uaesaaapabl TYbIpyFa
KaOi1eTTi KyObJIBbIC,» — IeT€H TY>KbIPbIM
Kacaipt (19).

HaTtuxenep

Toyeuciznik »kpliapsinan 6acran 3amaHayu
OeliHeJsiey eHepi, I9CTYP MEH HHHOBALUAJIBbIK
TeXHOJIOTUsIIap/bl OipiKTipeTiH MoJIeHU
OipereJIiKTiH epeKLIeiriH alKblH KopceTe
OTBIPbIIN aMy/a.

90- 1Bl XKbLIAAPHI VATTHIK OacTayaapra
opaJty KeHiHEeH eTeK »Kaipl. Kenreren
JKaHa TybIH/IbIIAP, OJIap/Abl CHIIATTayFa
OarbITTaJFaH xKaHa 6acblibIMaap,
FaJIbIMIAP/IbIH 2KaHa eHOeKTePi 2KapblK
kopai. Onapapiy enbekTepine e 6an
KelmneJi 1ocTypJaep, MUONosTHKAbIK
MypaJiap, oleT-FypbliiTap A9pinTeJi.
Kagipri 3aman cypetiiisiepi e3nepin



OipcapbIHAbI KOJIAHBICTaFbl CTHJIBMEH
LIEKTEeMEH, OHePIIiH 9PTYPJi CTHJBIIK
3JIEeMEHTTepPiH OipiKTipyre ThIpbICabl.
Ouiap cypert caJjty Tocisli MeH cunaThlH
e3repTyre, 63 »KyMbICTaPbIHAA TyFaH
OJIKeHiH aJlyaH TYpJIiJIiri MeH CYJyJbIFbIH,
VJITTBIK MOJICHUETTiH OaN/bIFbIH KOpCeTel].
Cypertuiiniep oTKeHHiH GeliHesiepiH FaHa
emec, CoJl Ke3Jleri axyaJijibl 2KaHrblpTyFa
Thipbicajibl. KeiiGip »xac 1mebepJaep gactypai
capbIHAAapra CyHeHin, oJiapibl OH eJsieriHeH
OTKI3ill, KepepMeH/epre 3aMaHayt TeXHHKa
MeH opMmaja KeTKize.

EyponaJjibik KopkeMcypeT MeKTeOiHiH eH,
03bIK (hopmaTTapbiH GoibIHA CiHipreH
KaszakcTtaHHbIH Kaz3ipri 3aMaHFbl OHepiHiH
6acTbl epeKlIeiri — cypeTilijiepiiH,
LIbIFAPMALLbIIBIFbIHAAFDI € PKIHIIK KOPIHici,
»KaHa GaFbITTapbl i3aeyi. byst yaTTbiK
JI9CTYpJIep MEH 3aMaHayH dJIeMAiK eHep
TOXKipUOECiHIH XKUBbIHTBIFbIHA HETi3/e/reH
MOJIMCTHJIM3M YFBIMBIHBIH Naiaa 6oJybiHa
OKEJI.

Keckinneme 6yrinye Geitnesey eHepiHiH
MaHbI3[Ibl KOMITOHEHTTEPiHiH Oipi 6OJIbIT
Tabbliazabl. Kasipri 3aManrbl KecKiHaeMeHiH
JlaMybl MYJIJIEM »KaHA TeXHUKaJap MeH
MaTtepHuaJiap/pl d/Jemre naul eTin KaHa
KOUMai, COHbIMEH Kartap, Oi3/liH KOpLUaFraH
aJ1eMJli KaOblIAYbIMbBI3bl 63rePTE.

Ou1 op Typaii Haesinap MeH SMOLUsIIAP/bI
OelHeJICHTIH CypaHbICKA Ue 6HEp peTiH/e
TaHbl1a/bl.

Kasakcranna 6yn )kahanapik »xoHe
VITTBIK MOJIeHHeTTepliH Oesrifi 6ip
cuHTesi Typinse namyna. bipak asem
YLiH 0J1 YITTBIK Kypamaac 0eJlik Te epekLie
KbI3bIFYLUBI/IBIK TY/bIpajbl.

Ocbl 03iH/1iK epeKiieiri apKbl/bl 0J1
XaJIbIKThIH JIyHUETaHbIM/BIK, JiHH,
aJlaMrepLlijiik, MiHe3-KyJiblK HesaapbiH
03re MYJIEHUTTEpre TaHbICThIpabl. OHNTKeHi,
yprakTaH-yprakka amaHat peTinje 6epifin
KeJIe ’)KaTKaH TaHOaJ/lap MEH CUMBOJIIAP
Ka3ipri Kazak MoJieHUETiHiH 03iHiK
epeKILIeJiriH xKoHe ata-6aba eMipiHe
pusocodusIbIK KO3KapachliH cakTayra
MYMKIiHiK Oepef.

JKanmbl, kKocibn KazakcTaHbIK 6Hep
TapUXbIH, aTarn alTKanaa, 6eiiHesey eHepiH
OipHelle kKe3eHre 60JiM KapacThlpyra
OoJ1azibl:

— XX racbipaibiH, 20-40 XKblagapbl —
KOCIMTIK MEKTENTIiH HeTi3i KaJlaH/pl;

— 50-1w1i KblIIap — Ka3aKCTaHIbIK
KEHECTIK aKaeMH3M KaJbIITaCTh;

— 60-11bl 2KblIIAP — «KATaJ CTHJIBIIH»
Ka3aKCTaH/bIK HyCKachl Maiaa 00Jpl;

— 70-80-11i xKblaap — 63iHmiK «Kaci6u
MeKTeOi» KaJbINTaCThbl;

— OeliHeJsiey OHePiHiH Kasipri Ke3eHi
(Abuiesa 105).

Keckingeme enepinin XXI
FacbIpJiarbl JaMyblHa apHaJIFaH
FBIJIBIMU-3EPTTEY XKYMBICTAPbIH TaJl1ay
Hapbicbinia Kasakctannbii Kasipri
3aMaHfbl KOPKEM 6HepiHaeri Herisri
4 6arbITThIH KOPpEPMEHJIEP apachiHia
TAHBIMAJILL/ILIFBIHBIH, APTHIT KeJie
»KaTKaH/bIFbIHA KO3 »KeTKi3iK. Osap
CaHJBIK KeCcKiHieMe, MUHUMAaJIU3M,
(oTopeasnnam xkoHe nomn-keckinaeme. Enpi
ocbl OaFbITTap MEH OJ1ap/iblH KOPHEKTI
Ka3aKCTaH/IbIK OKiJiepiHiH Keibipine
cunarrama OepeHik.

XXI racbipnarsl KazakeraHHbiH
KeCKiHIeMe oHePi aJIeMJIiK OHEPJH eH
V3K yaTiJiepiH naiaanana oTbipbli,
VITTBIK OHEPJIiH TaxKipuOeciH ojjaH apMeH
nambityna. CaHiblK OHEP XabIKTbIH
OHEPiH KaHFBIPTYABIH Oip oiici peTiHae
3aMaHayu cypeTilijiep TaparblHaH
KeHiHeH KOoJaHblIbIN Kegei. CyperTiii
JI9CTYPJIi KECKiHJIeMe TeXHUKAChIH
OapbIHLIa KOJIIAHyFa ThIpblcaibl, Oipak oJ1
YWiH Maisibl 6ostyJiap, nactesbiep MeH
KeHenrtepyi naiaananoai, rpaguKkasbik
TJIAHLLIET [eH 2JIEKTPOH/BI KaslaM, CTHJYCThI
KOJIaHabI.

CaHJbIK KeCcKiHaeMe cypeTLisiepi ara
OybIH OKIJIEPiHiH IOCTYPJIi TeXHUKAJIAPbIH,
OHBIH illiHe KeHer reH 0oy yiseciMiH,
JKapBIK MeH KeJICHKE apaKaTbIHACBIH
YThIM/IbI Naiiiananansl. TeXHUKa XKyMbICTbI
JKEHIIETe i, »KiOepifreH KaTesaepai
TY3eTyre MyMKiH/iK Oepeli, KeCKiHHiH
KOMITO3ULIUSICBl MEH YHJIe CIMAIJIITIH
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eareprefi. CaHbIK 6HEP TYbIHbIIAPbIH
OJIap/blH TeXHUKaHbI KOJIIAHY apKblJIbl
JKacagly 9Jlici 2KarblHAH eMec, XKy3ere
aCbIPblJIATBIH KOPKEM/K MiHAETI
TYPFBICBIHAH KapacTbipy KepeK. Mbicaibl,
6i3 Malsibl KeCKiHJeMeHi MaiJibl 60siyMeH
JKacaJsly TYPFbICBIHAH KapacThIpMalMbI3,

0JI KeHeITe KaJlal »KoHe He OefiHeJIeHIeHi
TYPFbICbIHAH KAPACTbIPATbIHbIMbI3 CHSIKTbI.
«CaHpbIK KOMIBIOTEPJTIK TEXHOJIOTHSIAP/IbI
KOJIIaHy OeliHeJiey eHepiHe LIbIFapMaHbl
MaTepUaiblK 00BEKT peTinie Kabbliiayaan
Oac TapTyra KoHe OipereiJIiKTi e3iHMIiK
epeKIIeJiKTiH axKblpamac 6eJrici peTinae
TaHyFa MyMKiHJiK Gepjii»

(Ko6xkaHoBa 288).

CanJiblK CypeTIliHiH apceHabIHIa
JOCTYPJli CypeTLlire KoJl KeTimMcCi3
6ipuenie KypaJsnap 6ap. Aran aiiTkanza,
MMJITMOH/IAFaH TYCTeP/IeH TypPaThblH
BUPTYyaJI/lbl NAJIUTPA, Ke3-KeJreH KeJieMeri
KEHeI Hemece KblIKaJ/laM, COHlal-akK,
eluiprititep, Kapbinaaurap xxoHe 2D
Hemece 3D sdekrini Gepetin opTyp.i
KypaJsuap.

CaHpbIK KecKiHaeMeHi GeJiceHi
HACHUXATTANUTBIH CypeTLLiJIeP/LiH, Kac
6ybinbiHa Kanrap Omap (Qantar Omar),
JKanap Epnankpisb (Suretwi Erke ), Aitbek
CefitkacbimoB (Jalgan), Hapusi Mopos,
JKonus Epmek6aeBa (Strxdrws) xone T. 6.
»KaTKbIdyra 6oJ1azibl. JKanap Epsiankeiabl,
Ka3aK XaJIKbIHbIH TIyHHETaHbIMbl MEH
CauNT-AdCTYPi, TYPKi MU(OJIOTHSCHIHAATFBI
KAHATThI 2KbIKbIJIAP, MOHIIJIIK 6Mip
aratlbl MeH YPKep »KyJl/ibl3apblHbIH
aKkcaKaJibl TypaJibl aHbI3/lap asiChIHAA
WITIIOCTPALIUAJIAPAbI IYHHETe 9KeJI.
TananTThl cypeTili 63 TybIHAbLIAPbIH
’Kacayra OipHelle carart, Keije anrta
»Kymeaipl. CyperTiii 63 )KyMbIChIH/IA
9JIEYMETTIK TAKbIPbINTAP/bI, aTall AUTKAHJA
TYPMBICTBIK 30PJIbIK-30MOBIIBIK, Oasanap
KYKbIKTapbIH KOpFay TaKblpblObIH KeTepeli.
OHBIH KyMbICTapbIHbIH apachinaa « Tun/
kun», «Jlocrap», « CaHIbIK» »KoHE T. 0.
KapTHHaJap/ibl €peKlile atar eTyre 60Jajbl.

JKanmbl, canablK KeCcKiHaeMeHiH 1amy
MYMKiHZiKTepi eTe 30p. MyHbI esliMi3/liH,

Suretwi Erke. «Tun/kun» (2023)

ipi MeranoJsiucTepinie OTKi3iJeTiH CaHIbIK
TYBIHABIIAP KepMeJiepiHeH OaiKayra
6osapl. OcbiHuail kepMesiepiin, 6ipi
Anmatbiiarbl OKyliblIap capaiblHa
«Kasakcran keckinaemeci: ToyeJcis
Kazakcran enepinjieri »kana ypaicrep»
aTThl aTayMeH oTTi. Kepmere Asnimarhl,
Akray, Akre6e KasnasapbiHaH KeJIreH yKac
CypeTLIIep/LiH 3aMaHayH eHeplliH, 63¢KTi
OarbITTapbIHbIH Oipi — CaHIBIK
KecKinnemesie opbiHaasarad 70-TeH actam
»KyMbICTapbl yebIHbLbL JKac cyperTuinep
03/1IepiH weTeJiie e TaHbiTyaa. Mbicasbl,
[Tapuk kanacwinaa JKanap EpnanKkbi3biHbIH,
CaH/BIK TYbIHIBIIAPbIHbIH Oiperen
Kepmeci oTTi (24.kz).

Kasipri 3amaHrbl Keckingeme apTypJi
CIO’KETTEPMEH »KOHE OPbIHA/IaThIH
TeXHHKaMeH TaH Kasablpaisl. [biHbibaa na,
OYTiHJEe Ke3-KeJreH CypeTIIiHiH Ke3-KeJreH
OarbITTa KOHE CTHJIBJIE KYMBIC iCTeyre
FaHa emec, oJlap/bl JaMbITyFa J1a TaMmalla
MyMKiHairi 6ap. KeckinnemeHnin samanayu
6arbITTapbIHbIH KeJsieci TOObIH (oTopeasnuam
TYbIH/BIIAPbI Kypak/ibl.

Doropeanuam — 1960 KblaaapabIH,
astrbiga AKIL-ra nafiga 6oJbl, cogaH
keitin 1970 xbinnapsl Eyponana KeHineH
TapaJsifaH KeCKiHIeMe OHepiHiH OaFbIThL.
doropeanuampe cypertiii poTocypeTke
Heri3eJreH WblHAkbl KApTHHAJAP
HeMece MyciHzep Kacaiibl. OHepTaHy



FBIIIBIMbIHA OyJ1 TepMUHI 1968 Kbkl
Jlyns Meiizesb yebinran. Oa 1973 »kblibl
«DoTopeas3M IereHimia He? » JiereH
CYPaKKa TOJIBIKKAH/IBI 2Kayall ajlyra
60J1aThIH O TAPMAKTbI TY>KbIPbIMJIbI 93ipJIe]i.
Metizensin nikipiniue, oropeanusm
OarbITbIHAA KYMBIC Kacayra 6eJ1 OyFaH
CypeTLli aKnapar »KuHay yuliH kamepa
MeH poTocypeTTi naiinananybl Kepek.
Exiniizen, gpotopeanuct Kenenke
aKnapaTThl TacbIMaJiay yliH MeXaHHKaJlbIK
JKOHE 3JIEKTPOMEXAaHUKAJBIK KypaJsaapibl
nawasanybl Kaxket. YUIiHIIIIEH, CypeTTi
doTtorpadusiibik KepiHicke alHaJibIpy
YUIiH 11eOepJiKTiH KOFapbl AeHreHin
MeHrepyi Tvic. CoHbIMEH Kartap, cypeTiui
(oTopeasueT peTiHie TaHblIybl YIiH 63
JKYMBICTaPBIHBIH, KOPMECiH YHBIMAACTBIPHIMN
OThIPYbI KaxKkeT. BeciHlli >koHe COHFbI
TYKbIPbIM/IA CYPETILiHiH OCbl OarbITTa KeM
JIereHs1e D Kbl eHOEK eTyi KepeK JeJ/iHreH.

Puuapn dcrec, Onpu Dok, IlysiiH
XancoH, Hak Knoys — doTtopeannamHin
JIAMYbIHA yJ1€C KOCKAH, OCbl 6HEP TYPiHiH
ajrauikpl webdepsepi. Onap oprypJi
TeXHHUKaZA TYbIHbIIAPbIH OPbIHAAY apKbIJbl
JKOFapbl WeOepJliKTI KOPIHIC MeH bIHAHbI
KecKiHaepsi yebinyna. « DotopeasMamHin,
alpbiKiIa 6esrici peTinae — erxeu-
Ter2KeHre MyKHAT KOHiJ O6JTyli 2KaTKbI3yFa
6oJ1a1pl. ONTKEHI, cypeTuijiep xKobananran
thoTocypeTTiH ycak OGoJiileKkTepin
VKBITITBIIBIK »KOHE JIDJIKITeH KahTanayra
Thipbicasbi» ([Tapdenosa 131).

1999 xblbl bun Gnemunr
«DoropeasMCTiK KeCKiHAep/li »kacay»
aTThl KiTaObIH 2KapbIKKA LIbIFAPbII
(Paemunr 5), KecKiHgeMeHiH 0Cbl GAFbITbIH
FBIJIBIMH TYPFbIIa 3€PTTEY/IiH OacTaMachiH
cananpl. Kitanra gporopeannaMHin
HETi3ri KarnaaTTaphbl KeHe Y oJIIeMIL
rpaduKalbiK 06beKTisep/i TaMbITY/IbIH
ambeban aficTepi KapacThIpblJIFaH.
BacbuibiMaa matepuasniapabiy,
TEKCTYpaChIH TaHaay, KOPiHiCTi 1ypbIc
JKAPBIKTAH/IbIPY 2KOHE TYCipy HYKTECiH
TaHgay 60HbIHILIA YChIHBICTAP Ja 6ap.
«ABTOp KOpLIaraH opTaHbl, COHbIH illliHe
KaJlaJiblK KOMIIO3ULIUsIap MeH TaOUFH

JauaadTTapapl, TabUFM MaTepraJiapibl,
OCIMJIiK 2KAMBIJIFbICHI MEH Cy 00BEKTiJIepiH
HIbIHAKbI KepceTe Gify MiHAeTiHe Ha3ap
ayfapajibl. YCbIHbIIFAH YJTiJey 9fiicTepi
VHEM/i KeJIe/li 2KoHe KypjieJii KepiHicTepi
»KoOaJgiay KesiHjie ecenTey »KyHheciHin
pecypcTapbiH acblpa nainananbayra
MyMKiHzaik 6epeni» (ITpoxopos 317).

doTtopeasnam Hemece OHbIH
(hpaHLy3IbIK CHHOHUMI runeppeanuam 1973
»Kbliibl 1331 Bpatiionbid HyckaybiMeH asratn
KoJilanblia 6acransl. «['uneppeannsam»
coqt 1973 xblibl Bproccesbie oTkeH
VJIKEH KOPMEHiH »KoHE KaTaJIOTThIH aTayhbl
petinze Kosianblbl. XXI FacbipapiH,
6achlHAAFbl TUTeppeasu3m poTopeasu3mMHiH
9CTETUKAJbIK KAaFUIATTapblHa HETi3/Ie/TeH.
Awmepukanubik cypertii lenuc [Terepcon
aJIFalll peT «Kruneppeasu3mMm» TePMUHIH
JKaHa CTUJIbJLI 2KoHe OHbI KOJIIAaHATbIH
cyperTiisiep TOObIH cUMaTTay YIiH
KoJinan ibl. OHbIH 2KaHALIbLI TYbIHbLIAPbI
thoTopeasnuamHin 6ip canachl
peTiHae KapacTbipbliibl. Kasakcran
Pecny6/inkacbinia rurnneppeaniuam
caJslacblH/Ia eHep KepceTeTiH CypeTLlijep
TOJIKbIHBI eHJli KasibinTacyaa. Onapabit,
KaTtapbinia Aitnoc Ecmamaram6eToBTbIH
LIbIFAPMALLBIIBIFBI epeKile Hagzapaa. « Chidy
JKoHe OeliHesiey eHepi» MaMaHIbIFbIH
ToMaMJIaraH CypeTIli Ka3aKThIH YJIbl
akbiHbl AGai Kynan6aitysbinbiz (Cypet 1),
Kazakcran PecniybsinkachbiHbiH, TyHFbILI
[Tpesunenti Hypeynran Hazap6aesTbin
MYCiHJEPiH HIINePPeaNuCTTiK CapblHaa
comJian yJrepre.

XX raceipaarbl Kazakcran keckinjemecin
JAMBITY/IbIH HETi31 YJITTbIK OHEPIiH,
Mypachl MeH TaxKipubHeci KaHe d1e MK
OHEP/LiH XKEeTICTIKTepi OOJIBIN TaOblIabI.
Ocbl a1eMJ1iK TOXKipHOeHi 3epesieymen
alHaJIbICKAH cypeTLlisiep OaThIC eqepinie
XX racbipapiH, 60- 111kl 2KblIIAPbIHA TAHBIMAJ
00JIFaH KeCKiHIeMeHiH MUHUMaJIMCTIK
OarbiThiH KoJIFa anyaa. MuHumMa u3m
Hemece MMHUMaJ-apT (arbiiil. minimal art)
KeckinaeMe ctuali petinge XX racblpibiH,
60->kbiinapbinaa Helo-Mopkre naiina
OO0JIIbI 2KoHe MOoM-apT MeH CyrnpemMaTH3M
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Cyper 1. Aiinoc Ecmaram6ero «AGaii» (2020)

3J1eMeHTTepi 6ap MoCTMOAEPHU3MHIH,
TapMmarbiHa akiHaJsibl. KaHa OarbITTarbl
cypeTulisiep wblrapmMaJjap/ibl MyMKiHAITHLIE
bIKLIAMIayFa, OeJIeKTep MeH
3JIEMEHTTEP/LiH CaHbIH a3aiTyFa ThIPbICTHI.
MuHumMa u3MHIH allbIpbIKIIA 1APThl
CYPETTiH MarblHAChIH CaKTay, aBTOP/IbIH
Heri3ri ofibiHa Ha3ap ayaapy O0JIbI.

sKana 6arbiT kKepepMeHi hUI0COPHUSIIBIK
ols1ayra, 0OBbEKTIJIep MEH OKHFaIapra
JIlYHHETaHbIMIIbIK TYPFbIIA Kapayra, 3aTTap
MeH KyObIJbICTAaPAbIH, MOHI TypaJibl ORJIayra
HIaKbIp/bl. OHepTaHylIblIap KeCKiHIEMEeHi
JKEHIJIZIeTyre ThIPbICKAH, ackeTuamre 6et
AJIFaH »KaHA YIEPICTi «CasIKbIH OHEP» Jel
aTaipl.

«MUHHMAaNH3M>» TEPMHHIH IyHHere
okeJireH P. Yosixelim cypeTiiHiH KopllaraH
opTara apaJiacyblH OapblIHLLIA a3alTyra
yJleC KOCKAH CypeTLiJIepLiH 2KYMbICbIH
TaJI1ay apKbl/Ibl OChI TY2KbIPbIMFa KeJIreH.
MuHHUMaJHCTEP/LIH MaKcaThbl — KOpepMeHre
TYCTEp MEH PEHKTEeP/ CypeTLIiHiH

CyOBEKTHUBTI K63Kapachl MeH TMiKipiHCi3
TikeJsiel Kabbliiayra MyMKiHIIK Gepy.

Munumannam 6arbIThiHIA XKYMbIC
JKaCalTbIH CypeTLIiJie pAiH TybIHAbIIaPbIHbIH
KOMITO3ULIUSIJIAPbIHAA aJl/IbIHFbl KaTapra:

— 2KacbIpbIH CyOTEKCT;

— KypzeJi popmagap - oaap/biH,
apKachIHIA CypeTLLiJiep TYC TepeHIiriH
JKeTKi3ei;

— 3MOUUSIIAPAbI A9CTYPJLi
TeXHHKaJapMeH »KeTKi3y, MbICaJbl,
reoMeTpHusia «OUJIK eTeTiH» MilliHAep MeH
CbI3bIKTAP/IbIH, IDJILITT APKBL/IbL.

MuHuMaIuCTTeP/IiH KapTHHAJAPBIHAAFDI
crokeTTepe cyObeKTHBU3M 2KOK, 0J1ap
accolMaTUBTi MeTadopa MeH GeliHelliJliKKe
TOJIbl. MUHUMAJIN3M OTKEH FAChIPIbIH
eKiHLL{ »KapThICbIHA OeJICeH i JaMblibl XKaHe
XX racblp/iblH, COHbIH/A HEO - YKHE [10CT-
MHUHUMAJU3M OaFrbITTapbIH IyHHUETe dKeJIli.

OcbiHaail capbliia iyHHere Kejre
TYbIHBIAP/bIH KaTapbiiia Kasakrauubik
TaHbIMaJl CypeTili-rooeseHili OJi0H KoHe
Coysie bananoBrapabiH, «)KayblHrep» atThl
JKYMBICBIH €peKllIe atayra O0Jafpl.
[leGepiepiiH TYybIHIBICHIHAAFb] ATThIH,
ycTinjeri 6aTbipiblH 6efiHeci xKorapblaa
aTaJiFaH UKOHOTPa(HUSAIBbIK CHMBOJU3M
Kacuertepine ue. «beilnesney -
CTHJIMCTHKAJBIK TYpFblIaH « KayblHrep»
TYbIH/IbICBl MUHUMAJIUCTIK SCTETUKAHbBIH, €H,
YKAKChI JI9CTYPiHe a3ipsienren» (37).

JKac MuHUMaJIMeT cypeTilisiep apacbiia
Hasupa ComyakacoBaHbl, OJnsi
MykpitieBanbl, Jlapusi KaxxbirasnveBanbl
»KoHe T.0. atan etyre 6oJazbl. Onapapii
HIbIFapMaJiapbl MOKTiriMeH, 6aThl/IbIFbIMEH
JKOHE LUMPAKThIFbIMEH 11A0BbITTaHAbIpa/bl.
Ta6urar, dakrypa, niuingep, ryaiep
MeH eCiMAIKTep/li OeiiHesey apKblIbl Kbl3/1ap
9¥ieJ1 alaMHbIH TaOMFH CYJTYJIBIFbIH TaHBITYFa
ThIpbICTBI. Ot MykplieBa 6oJica H6ana
Ke3iHeH ocbIiHal OeliHesnepre
KbI3bIFYLUbI/IBIK TAHbITA/IbI.

«Cynep KpI3» aTThl KiTaNTbIH
wiJIoCcTpatopbl 60J1a Typa, CypeTLli

Coset OnarbiHbIH 6aTbIPbI, MyJeMeTLLi
Monuyk MameToBaHbIH MOPTPETIH
COMJIA/IBI. « DMUKAJBIK 1033USIAFbI



JKOHE KeH MaFbIHaa KellreJli XaJbIKThbIH
eMipinzieri — 6aTbl/1, aKblJIbI, TaOaH bl
JKOHE TINTi eMipii TaH1ay € pKiHAIrH
Ce3iHyJie aHjaychl3 aeiep/liH 6erHesepi
CypeTLIIepAiH KblJIKAaJaMbIMEH eKITiH/
Typ/e 6elHeJeHTeH»

(LIapunosa 117).

[Tor-apt (arbLiim. Pop Art Hemece
popular art — taHbiMas, TabuUrK eHep) —
Batbic Eypona men AKII-ThiH 1950-1960
JKBLIIAPAAFbl ABAHTAPATHIK OHEPiHAeTi
arbiM. OJ1 03 GoiibiHa Geiinesey oHepi
MeH OyKapaJiblK MoJIeHHeTTi OipiKTip/i.
[Ton-apr :xkapHamanaH, KOMHKCTEPJIEH,
JKypHaJIapAaH, TeJeUAapIaH KaHe
KUHOTeaTpaaH OefiHesiepi KollipymeH
cunarragazsl. [Ton-apt XX racbiprarsl
a0CTpaKUMOHU3M MeH HOacKa Ja
OHEep CTUJIBJEPiHiH OANBINTHIIBIFbIHA
»Kayan peTinjie KaJbinractbl. CTH/b
aBaHrap/l eHepiHiH 6ip casachl peTiHie
Jie KapacTtblpbliabl. [Ton-apt koram
CaHacbIH/Ia KHKApPJIbl, HaLlIap yKacaJFaH,
carnacbl3 Hopce peTiHje KaOblaaHa/bl.
bipak 6actankeiga non-apT — Kerilijikke
OarbITTa/IFaH KoHe XKOoraphbl JIeHrenie
JKacaJjiraH eHep O0JIIbI.

[Ton-apr Kagipri 3amaHrbl 6HEPJIiH,
JIAMYbIHA VJIKEH 9Cep €TTi, OHbIH A9CTYpJIepi
Kasipri yakbITTa 1a cakTaJjbin KeJesi. by
TepMHH ajrait pet 1956 kbl Jlonnonna
«YalTuane/b» rajgepesicolnaa « by
epTeHTi KYH» KOpPMEeCiH/Ie KOJAAHbBIIbI.
Po6epr Payien6epr 6acraran non-apt
OKiJIIepi KepepMeHre TaHbIC 3aTTapMeH
OpbIHJA/aThIH OHEPJi YCbIH/IbL. TblbIMU
Typrbiia OyJ1 TepMUHI anFall peT «OHep
oHe BAK» makanacwinia Jloypene
Anioysit Kosiianpl.

[Ton-apt eHepiHiH HeriziH Kasaaylibliap
JKOHe eH TaHbIMaJl oKisepi DHAK Yopxod
meH Jlkacnep JkoHC 60JpL. «...
Keckinneme eHepiHzeri nom-apT CTUIIHIH
alpbIKLIa epeKuIesikTepi:

1. Keckinaemesie auibk TycTep, KoJIax
’Kacay TeXHUKachl KoJlaHbl1ael, Oip
KecKiHjie OipHelle JIOTHKAJbIK 6alJaHbICTb
eMec oObeKTisiep GipiKTipiaeni.

2. ITon-apt cruai apTypai GiTimai
KOJIIaHy/Ibl Oinipe.

3. Tybinabina xKazynap, ypasaap,
yHaenyaep 60Jybl MyMkiH. Ot mocTepre
YKCalIpl.

4. TybIH/bIHBI 2Kacay yIiIiH
(POTONMPUHTHUHT TEXHUKACDIH, 11IbIHANBI
3aTTapMeH OipiKTipy/i, IM3alH/bl KoJIaHyFa
6onansr» (Hukynbuera 46).

Kasakcranjplk norn-apt eHepinjie o3
uisirapmanapbii Okcana [lartanosa,
3yJabxaiinap Koxkxamkysos, Cepuk
Bykcukos, Jliogmuaa AiityapoBa »KoHe T.C.C.
CypeTLliJiep YChIHbIMN 2Kyp. 3yJbXailHap
KoxkamKyJ10B 63 TybIHBIIapbiHaa bubiry.
Teserenona, Posa Proim6aesa, [1laken
Aiimanos, Hlomimi Kasnnasikos, baybipxkan
Mowmbitryibt, Oskac CysiediMeHOB,
ouiibek Jliniuies, barbipxan [llykeHnos
CbIH/Ibl OTAH/IBIK TaHbIMAJ TYJIFaap/blH,
noptperrepin «Haine Beé» («bisnin
OGapbIMbI3>» ) KOPMeCi apKbL/Ibl KOMIIIIKKe
ycbirraH. Cypertiii 3 KellinkepJsepid
Mon-apT CTUJiH/IE, SIFHU 2KapKbIH Kapama-
KapChl TYCTEP, alKbIH ChI3bIKTAP KOMETiMeH
HeitHesiereH. ©3im colipeasnnam 1pyipiHie
eMip cypceM jie, OyJ1 TyJFatap/biH
HEPTHUSCHIH 2KaHa TaciJaepMeH Oinipy
YUIiH MEH MOM-apT CTUJIiH TaHJIA/bIM, JICH/Ti
CypeTLi.

CaHJbIK KecKiHaeme, nomn-apr,
MHHUMAJIM3M, TUlneppeastndm — oy
LIbIFAPMaLbIIBIK YACPiCTiH KypaJ
JKAOMBIKTBIK 2KOHe UIESIJIBbIK 60J1irid
JIAMbITY/IbIH, )KaHa Ke3eHi. befinesey
oHepiHiH 6yJ1 kaHa GarbITTapbl Kagipri
TaHaa 63 MYMKIHIIKTEPiH KeHEUTYi
»Kagaracteipyna. OnapablH apKacbiHia
LIbIFAPMalbI/IBIKKA JIeTeH YKaHa Ko3Kapac
KaJiblnTactol. Kasipri 3amanrsl eHepiin
Oip Oeuiri peTiHae KecKiHaeMe eHepi 6acka
eJiiepierielt TEXHUKAJbIK KoHEe KOPKEMJIIK
JIeHrelijie 1aMblIl KeJie/li >KoHe OFaH JiereH
KbI3bIFYLIBLIbIK Ta apTy/a.

Herisri Ty XbipbiMpap

1. FbibiMu 3epTTey GapbichbiHaa aBTopJap
KasakcTaH/IbIK OeliHesiey oHepiHiH Kazipri
OarbITTapblHa TaJlay »Kacall, eH KeHiHeH
TaparaH TypJepiHe »KoHe CypeTLIiIePIiH,
HIbIFapMaJiapbiHa cunatrama 6epe aJjjpl.
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2. XXI racbipna KazakcranHbiH,
OeliHesiey 6HEpiHiH JaMybIHAAa OHbIH
JlaMyblHa eJieyJli acep eTeTiH OipHeule
OarbiT 6ap. OJapra caHjblK KecKiHjeme,
MHHHMaJIU3M, (hOTOpeasnu3M xKaoHe Morl-
KecKiHieme xxatajibl. by 6arbITTapabiy
KeiOipeyJsiepi KeH TapajMaraHbIMeH, 6acka
CYpeTLiJIePAIH XKYMbICbIHA YJIKEH 9Cep eTTi.

3. Bys1 6arbiTTapbIH Ka3aKCTaHbIK
cyperTillyiep apachlHjia KeH TapaJstybl
MOJICHHET IeH eHep caJslacblHa
dCepiH KYLIEHTIMN, cypeTilifep/iH,
ayIMTOPHUsICbIH KeHeUTTi. Keckinneme
OHEepIiH/eri HHHOBALUSJIAD MEH
3aMaHayH TeXHOJIOTHUslIap eHepiH
»KaHa hopMaTbiH KaJlbINTaCTbIpabl.
Keckinnemeieri MHHOBaUUAIAP KaHALLA
olJiay/biH, KaHa GelHeJsey aficTepi MeH
TEXHOJIOTUsIIaPbIHbIH, Nak1a O0JybIHA acep
eTe/li, CypeTuliziepre KopepMeHi opTara
GapblHLIa eHJIipyre KoHe cypeTTepre ToH
MoHJIi 2KeTKi3yre MyMKiHiK OGepe.

4. Onep — GyJ1 OpTYPJIi CTUJBAEP MEH
6arbiTTap yisecimi. XXI racbiprars
OeliHesey eHepi — OHEP/LiH, TYbIH/bIHBI
JIYHUeTe 9KeJy/liH XKoHe KaHa uesiapibl
TapaTy/blH JaMbIIl KeJie 2KaTKaH caJjiachl.
CoOH/IBIKTaH KazaKcTaHIbIK OelHesey
OHEPIHIH AaMy TeHACHUMAIAPBIH 3epaeey
OHBI 63€KTi IMHAMHKAJIBIK 3€PTTEY
caJlacblHa alHaAJIbIPALIbI.

KopbITbIHADI

3amaHayu caHjiblK TeXHOJOTHsIAPIbIH,
JlaMybl, XKaJnbira 6ipaei xkahanjgany
yaepici, MofleHueTapaJblk 6akaHbICTaAP/bIH
KEHEIOi 2KaHa LIbIFAaPMAaLLbIIBIK OUbIH
KAJIbINTACYbIHA OH, bIKIAJ €TE/I.
Befineneynin »kaHa TeXHOJOTHSIIBIK
KypaJiiapbl, 63iHAIK epeKLIeiKTepre

ue «Y» yKoHe «Z» OybIHbIHA KATAThIH
LIbIFApMaUIbLIbIK 2KaCTap/IbliH KaHa
TOJIKbIHBIHBIH, IYHHETe KeJlyi, 0J1apIAblH,
apachblH/a Y3iHJli TYpiH/e OHIay/blH KoHE
KeIl MaceJieslikke OaraapJ/aHyblHbIH €TeK
JKatobl, OeJICeH/li YCTaHbIM KacHeTiHe He
00J1ybl 2KoHe eH 6aCThIChl Ta/KETTep/li
JKETIK MeHIepyi OHepiH JaMyblHa 63
©3repiCTepiH eHrisei.

ABTOpP/IbIH FBIILIMU 3€PTTEY MoHI peTiHje
aJiFaH OeliHeJiey 6HEPiHiH OaFbITTaphbl
OOMBIHIIA KYMBIC iCTEHTIH CypeTIijep
aJlaM KaHbIHbIH OapJIbIK KbIpJapblH
MYMKIHIITHLIE er2Kel - TerKenJi 2KeTKi3yre
Thipbicajibl. KopepmeHn Gefineni xkacay
JKYMbIChIHA TiKeJieH KaTbicajbl. TybIH/bl
aBTOpJIapbl KepepMeHIepAi TopOueJeyre,
oJlapFa »KaKchl TaJaFamM/ibl OOMbIHA CiHIipyTe
Thipbicnaiabl. Osap kKepepMeHMeH
JuaJgiorka tyce/i. OCbIHbIH apKacblH/ia
OJIapbIH MYCiHIHE HeMece KeCKiHaeMe
TYbIH/bICbIHA KaparaH ap6ip agaM OHbl
KaiTa »kacailibl. OHepTaHy FblIbIMbIH/A
MYHbI K€} »KaFIania KapbiM-KaTblHAC
oHepi Jiern Te aTaiibl. Aranl pet KapbiM-
KaTbIHAC 6Hepi TepMHUHiH cbiHbl Hukonac
Byppwuo enrizai. OHbiH nikipiniie, Gy
JKal FaHa eHep emec, OyJ1 KapbIM-KaTbIHAC
9CTETHKACHI.

sKorapbina keatipinren aeprrey
HOTHXKEJIEPiHEH OHep/Ieri MHHOBAUMSJIBIK
VAEPICTiH, o1eTTe, WblFAPMaHbIH
TaKbIPbIObIH, CypeTLIi KYTiHETIH KOPKEM
OeliHeJsIepAii, KOPKEM LUbIFapMaHbl
’Kacay TeXHOJIOTHSIChIH KAMTHTBIH/IbIFbIH
aHbIKTa/bIK. By ilki esrepictep 6ip-
OipiMen GailsiaHbICThl Kesiei. Mbicadbl,
KOMITbIOTEPJIep/li LIbIFAapPMaLUbLIbIK
VIEPiCKe eHri3y LIblFapMaHblH
OeliHei-TaKbIPBINTHIK KYPbIJIbIMbIH/A,
CTHJIMCTHKAJIBIK CHIIaThIH/IA KOHE OHBbI
yKacay TeXHOJIOTHSIChIH/IA e3repicTepre
oKeJe/li. OHepieri HHHOBALMAIAP/bIH
naiaa 6oJybl, 6ip »KarblHAH LIbIFAPMalllblJ
TyJIFAJ1ap/IbIH, XaJIbIKTbIH, Oail MoJIeHH!
MypachlH 3epaesieyMeH Oai/IaHbICThI
6oJica, eKiHLIi kaFblHaH XX FacbIp/iblH,
CKiHLIi 2KapThIChIH/IA KEH €TeK »KalFaH
*kahannany ynepicrepiMen cunarragajsl.
3epTTey TakbpblObl asicblHIa
JKHHAJIFAH MaTepHaJsiap CypeTiiiepaiH
HIbIFAapMalIbLIbIFbIHAAFbl MHHOBALMSAIAPABIH
Tapuxu 6eTOYpbIC Ke3€eHi MEH ChIPTKbI
acepJiepAiH, bIKIaJIbIMEH OPbIH aJIFAH/IbIFbIH
JIJIeIIe/.

KenrereH enepranyuibliap XXI
FACBIPJAFbl OHEPre TOH CTHJIbACPAIH,
KOILUIJIr Ka3ipri 3aMaHfbl [0CTyJ1aTTapra



HerisziesireH Jiern caHaipl. OJemuieri
OapJsbIK Hopce KyOblIMaJibl, aybITKbIMAJbI,
yHeMi KosrasiblcTa. OHep Jie MoHIi e3repicke
ylibIparn oTbipajibl. By/1 KyOblIMasblIbIK
chiHibliapra XXI racblp cypeTiiicinin,
OipryTac 6GeliHeciH »kacay »KOJbIHAA KeJepri
yKacaiibl. OUTKeHi oslap/ibiH, 9PKAUChIChI
yLIiH OyJ1 CTHIIb 63 TaHOACHIH Oiytipei
JKOHE JIe 9p CYpeTLLi OHbI 631 e3repTe/li.

Kasakcranblk »xac cypertiijiep Kanrap
Owmap (Qantar Omar), yKaunap Epsankbiabl
(Suretwi Erke), Ait6ek CeliTkacbiMOB
(Jalgan), O.l1latanosa, 3.Koxxkamkynos
JK9HE Tarbl 6acKaJapbl 63 »KyMblCTapbIHA
oJlap/ibl KOpLIAFraH bIHARBIILIKTbI
OaKbl1ay HOTHKEJIEPiH KopceTyre, 3aTTap
MEH yziepicTepre JIereH 63 Ke3KapacTapblH
TyCiHyTe, XaJblK HIbIFapMallblIbIFbIHAH
YKUHAKTAJIFaH MYKUSIT 3epJle/IeHreH
MaTepHasjibl aijanaHyra yMThLIa/bl.
YATTHIK 5THOMS/IEHH JI9CTYpJiep MeH
eyponaJibik 6eiiHe ey oHepi KyleciHe
eHyJiH apTypJli hopmasapbl KasakcTaHHbIH,
OeliHesiey oHepiHiH axKblpamac 6eJiri 60JbIMN
TabbLIA/bI.

CoHFbI yakbITTa TaHbIMaJ GOJIbII KeJle
JKaTKaH rureppeasnusM arbiMbl Kazakcranaa
J1a KepiHic Tabyja. rurneppeanusMHin
HerisiHge 6efHeeHeTiH 3aTThIH, AdJMe -1,
ycak-TyHekke JieHiH Kotuipisyi xkatbip. Ockbl
oHep/ie TybIH/blIapb! Liebep opbIHAaN
)ypren Aitnoc EcmamaraMm6eToBTbIH
JKYMBICTapbl KOPEPMEH apachiHa TaHbIMAJ
6oasyna. Kasipri 3amaHHbIH KepepMeHiepid
OyJ1 6aFbITTA TaH KaJIblpaThIHbl, aBTOP/IbIH,
OHbI yKacayra KaHila Kylll MeH yaKbIT
JKyMcaraHblH TyCiHyiMeH 6aiJaHbICTh.

Kasipri 3amanrbl keckinueme
aBToOp TizimereH 6arbITTapaaH 6acka
— «TUOPUITI OHEP/L», «BUPTyaJlibl
eHepi», «OpeHaau3MIL », «O10
apTXayc OMBIHBIH», <XKaHa roTHKa,
«METaMOJIEPH», «MaCCOPpPeaNu3M»,
«MaKCHMaJIM3M/Li » KaMTU/bl. Byut »kana
OarbITTap TEXHOJIOTHSIHBIH JaMybIMEH [,
aZlaMHbIH 63 JieHe GiTiMiH TaHYbIMEH KoHe
dJIeMJIeri OPHBIH TYCiHyMeH Jie 6all/IaHbICTbI
OeliHesiey TEXHUKACBIHbIH KeH, CIIEKTPiH
KamTu/bl. Kasipri 3amaHrbl eHepiiix
TaKbIPBINTLIK CIIEKTPI LLEKCi3 KeH, 0J1 a1am
KbI3METiHiH Ke3-KeJIreH KopiHicTepiHe
»kayan Gepe anajibl. Kasipri 3amanrbl enep
kebiHece cypeTilijiep MeH TayeJICi3 eHep
ChIHLIBIIAPbIHBIH, CbIHBIHA YIIBLIPAKIbI.
Bipak MyHiail cbIHHBIH apKachiHIa 6Hep
TYbIH/bICBIHbBIH, KYH/bIbIFbIHA JIereH CeHiM
KamTamachi3 etisiefli. OHep, cypeTili xkoHe
OHBIH KbI3METI TypaJibl KOFaM/IbIK IMiKip/i
KaJIbIIITACTbIPY, €KO3i alllblK» KOpepMeH/i
TopOuesiey KbiaMeTiH opbiHiaibl. CoHbIMeH
KaTap, CbIHUIBI CypPETIIire IbIHAUBIIBIKTBIH
€H OTKip MaceJie/iepiHe Ha3ap aylapTaibl,
CYPeTLLiHiH LblFaPMAaLlbL/IbIK 6CYiHe bIKIAJ
eTesl.

Kasaxcran cypetiiinepi 1ocTyp
OOMbIHIIA 63 TYBIH/BLIAPbIHAA OOJMBICTHIH
63€KTi MaceJiesIepiH KopeeTei.
KasakcrannbiH Kasipri 3amanrbl Oefinesiey
eHepi y3iKci3, gypOesieH Ko3rabiCTa,
Y3JiKCi3 HIbIFapMalbLIbIK TOXKipubeep
yaepicinae, opTypJi Tociagep MeH
CTUJIBACP/IH KaTap eMip cypyi yakbITbIHAA
JIAMBIIT 2KaTbIP.
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ABTOpnapabIH, yneci
A.EcneHoBa - 3epTTey naedacblH KanbiNTacTblpy, 3€pTTEY MiH,D,eTTepiH KOK, MaKasa
MITIHIH Xa3y.

J1.MycabekoBa - MaTepuangpl xyieney 60MbIHLWA KYHAENIKTI )XyMbICTapAbl OPbIHAAY,
3epTTey HaTWXKeNepiH Tannay XaHe AepekTepi LaibiHAay, d9aebueTTepai CbiHM Tanaay,
FbINbIMU XXYPHANAbIH TanantTapbiHa CAMKEC Makana MaTiHiH pefakumsanay.

Bknap, aBTOpOB
A.EcneHoBa - reHepauma noen nccnenoBaHms, NOCTaHOBKA 3a4ay UCCnenoBaHuUd,
HannCaHUA TeEKCTA CTaTbU.

.n.MyCBGEKOBa — BbINO/IHEHNE pyTlAHHOl71 pa60TbI no cnucremMaTmsaumm Mmatepumana,
dHaNn3 pe3ynbTaTtoB UCCNeA0BaHUA M NOATOTOBKA AdHHbIX, KpMTl/ILIECKl/IIZ dHanu3
nnuTepaTypbl, peaakTMpoBaHME TEKCTA CTaTbM COrNMacHO TpE6OBaHVIﬂ HAYy4YHOro >XypHana.
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of the article.

L. Mussabekova - performing routine work on the systematization of material,
analysis of research results and data preparation, critical analysis of literature, editing
the text of the article according to the requirements of the scientific journal.
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Jlaypa MycabekoBa
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TPAOVLUUNU U NHHOBALIUN KAK NCTOYHUK TBOPYECTBA
B M3OBPA3UTEJIbHOM UCKYCCTBE

AHHOTaums. HayyHas cTaTbs NOCBSLLEHA UCCIEA0BAHUIO HEKOTOPbIX BAXHbIX aCNEKTOB Pa3BUTMUS
Ka3axCTaHCKOM LwKonbl xmBonuckn B XX| Beke. ABTOp noApobHO nccienyeT pa3BuT1e HanpasieHUM
COBpeMeHHOro M306pasnTeNnbHOro UCKYCCTBa. [poBeaeH aHanu3 TBOpYECTBA XYAO0XKHUKOB HanpaBneHui
LMdpPOBOW XXMBOMUCH, MUHUMaNKU3Ma, GoTopeannsmMa 1 Non-KMBONUCK.

[pobnemMa nccnenoBaHWs TEHAEHLMW Pa3BUTUS M3006PaA3UTENBHOIO MCKYCCTBA, HOBAaTOPCKMUX
M3bICKAHWUI XYL0XKHUKOB SBNSETCS BECbMA aKTyanbHOM. HoBble naew, xapakTepHble npueMmbl, TEXHUKK
BbIMOIHEHMS MOB/IMANN HA CTAHOBNIEHWE OPUrMHANBbHBIX HaNpaB/EHWUIA KOTOpble Nonbunmce
COBpeMeHHOMyY 3puTento. B npouecce nccnenoBaHus BbiSBNEHbI XapakTepHble 0COBEHHOCTH
doTopeannsma, UMbPOBOM XMBOMUCKU KakK pa3BMBAOLLMXCS GOPM UCKYCCTBA, KOTOPbIE C OAHOW CTOPOHbI
MCNONb3YHOT TPAAULMOHHBIE TEXHWUKM PUCOBAHUS, TaK U MHOXeCTBO «digital» TexHonorui. M3yyeHune atmx
HanpaBneHWi N306pa3nTeNbHOrO UCKYCCTBA NO3BOMSET PACKPbITb HOBbIE ACMEKThI BbIPA3UTeNbHOCTH
BM3yaslbHOTO MCKYCCTBA, MOMOraT 3pUTENIH0 CAMOCTOSTENBHO OCMbICIUTL MPOU3BEAEHME UCKYCCTBA.

B pe3ynbTaTte aBTOp nMpuLuen K BbIBOLY O TOM, YTO COBPEMEHHOE M306pa3uTeNbHOe UCKYCCTBO
OXBATbIBAET LUMPOKUIA CMEKTP CTUNEN U MPUEMOB, KOTOPbI OTPAXXaeT CTPEM/IEHUE U 3ampoChl
coBpeMeHHoro obuectBa. Habop rubpuaHbix TEXHUK NO3BONSET CO34aTh BU3YasbHbIE U OMTUYECKME
3 deKTbl, KOTOpblE, B CBOK 0Yepesb, NO3BOMSIOT YNPaBAsTb MPOLECCOM AManora MacTepa u
3putens. NoACTpOeHHbIM No4 COBPeEMEHHbIe TPeHoBaHUS CTUb 3343aET TOH LLeIOMY HanpaBieHUo
1306pa3nTeNbHOI0 MCKYCCTBA. TBOPYECTBO XYAOXKHMKA, ABNAIOLLEr0Cs NpenCcTaBUTENIEM MOM-XKMBOMUCH,
TpebyeT [eTanbHOro U3y4YeHus A1 NPOrHO3MPOBAHWUS TEHAEHLMMU PAa3BUTUS LLENOro MCKYCCTBA
Ha pecatuneTtus Bnepes. KoHeuHo, TEHAEHLMU B UCKYCCTBE M3MEHYMBBI M OTPAXKAKOT HEU3BEXHYHO
3BONOLMIO COLMyMa. Ho, TaK MM MHAYe, OHO BbI3bIBAET MHTEPEC CO CTOPOHbI MCKYCCTBOBELOB, KOTOPbIE
paccMaTpuBatoT COBpeMeHHOe M306pasunTesibHoe MCKYCCTBO B €4MHOM NMPOCTPAHCTBE KynbTypsl. Bee,
4TO MEHSIETCS U Pa3BMBAETCS B UCKYCCTBE, A0MKHO ObiTb MCCNELOBAHO M MOHATO AN AajbHeNLWero
B3aVMMOAENCTBMS YeNoBEeKA C UCKYCCTBOM.

Knioyesvie cnosa: coBpeMeHHOE XyLOXXeCTBEHHOE UCKYCCTBO, LMdpOoBas XXKMBOMUCH, MUHUMANN3M,
doTopeanun3m, Mon->KMBOMUCH, XYA0XKECTBEHHOE NMPOCTPAHCTBO, XYAOKHMKM KasaxcTaHa.

UcmoyHuk puHaHcupoeanus: CTaTbsl NOATOTOBNEHA B paMKax rpaHTOBOro GUHAHCMPOBaHUS
KomuteTa Haykn MHBO PK 2024-2026, PH npoekTta AP MPH 22786586.

Ana yumuposarus: EcneHoBa, AvirepuM n Mycabekosa Jlaypa. « Tpaguumm M1 MHHOBALMM KaK
MCTOYHWUK TBOpYECTBa B n30bpasutenibHoM uckycctee» Central Asian Journal of Art Studies, 1. 9, N2 3,
2024, c. 66-106, DOI: 10.47940/cajas.v9i3.805.

bnazodapHocmu: ABTOPbI BbipaxatoT 6iarofapHocTb pegakumm «Central Asian Journal of Art
Sdudies» 3a NOMOLLb B NOAroToBKe CTAaTbM K ny6n|4|<au,mm, ad TakKXXe aHOHUMHbIM peLeH3eHTaM 3a
BHMMaHWE U MHTEPEC K UCCNeL0BaHMIO.
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TRADITIONS AND INNOVATIONS AS A SOURCE OF CREATIVITY IN THE VISUAL ARTS

Abstract. The scientific article is devoted to the study of some important aspects of the development
of the Kazakh school of painting in the XXI century. The author explores in detail the development
of modern fine art trends. The analysis of the creativity of artists of the directions of digital painting,
minimalism, photorealism and pop painting is carried out.

The problem of studying trends in the development of fine art, innovative research of artists is
very relevant. New ideas, characteristic techniques, techniques of execution influenced the formation
of original directions that the modern viewer fell in love with. In the course of the research, the
characteristic features of photorealism, digital painting as developing art forms that, on the one hand,
use traditional drawing techniques, as well as a variety of “digital” technologies are revealed. The study
of these areas of fine art allows us to reveal new aspects of the expressiveness of visual art. To help
the viewer to comprehend the work of art independently.

As a result, the author came to the conclusion that modern fine art covers a wide range of
styles and techniques, which reflects the aspirations and demands of modern society. A set of hybrid
techniques allows you to create visual and optical effects, which in turn allow you to control the
process of dialogue between the master and the viewer. The style adjusted to modern requirements
sets the tone for the whole direction of fine art. The creativity of the artist, who is a representative of
pop painting, requires a detailed study to predict the trend of the development of the whole art for
decades to come. Of course, trends in art are changeable and reflect the inevitable evolution of society.
But one way or another, it arouses interest from art historians who consider modern fine art in a single
cultural space. Everything that changes and develops in art must be researched and understood for
further human interaction with art.

Keywords: contemporary art, digital painting, minimalism, photorealism, pop painting, art space,
artists of Kazakhstan.
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TEATP «APTULLOK»

— KAK AKTYAJIbHOE
HAINPABJIEHUE
HE3ABUCUMBbIX TEATPOB
KA3AXCTAHA B IMCKYPCE
XYI10)KECTBEHHO-
[MOCTAHOBOYHbIX
PEILIEHUH

Anexkcanapa Poiukosa', KaGb1 Xanbikos?

12Kasaxckasi HaluloHasIbHasi akajaeMusi iekyceets uMenn TemupOeka YKyprenosa
(Anmarbl, Kazaxcran)

AHHoTauus. CerogHs posib He3aBUCUMMbIX HedOpPMasbHbIX TEaTPOB NMPUOBPETAET aKTyaNbHOCTb,
MOCKOJbKY FOCYAAPCTBEHHbIE TEATPbl HYXKAATCS B MHTErPaLMU MUPOBbLIX TEHAEHLMIA U

MpOoLLeCCOB, MPOUCXOAALLMX B TeaTpanbHOM chepe. lpamatuyeckue TpaHchOpMaLMmu Nocie CMeHb!
KOMMYHUCTUYECKOM AMKTATypbl U3MEHWUAU KYNbTYPHYIO OPUEHTALMIO M CUCTEMY LIEHHOCTEN Yxe bonee
30 net Teatp «ApTulllok» B AMCKypce camoonpeneneHuns CnocobCTByeT MexayHapoaHOMY OrMbITy U
ABNSETCS GAarMaHoOM Mo HOBEMLUMM NPeobpa3oBaHMAM KybTypHOW Napaaurmel. Llessto uccnedogaHus
ABNAETCS KPUTUYECKMIA aHaNU3 0CoBeHHOCTEN cLieHorpadumn rocyfapCTBEHHbIX U HE3aBUCMMOTO
Teatpa «ApTulllok» B KasaxcraHe. 3a0ayu: NpoBECTU COLMOKYNbTYPHbIM aHaNU3 TeaTpanbHOM
CUTyaLMK U BO3HUKHOBEHUS HEDOPMarbHbIX TEATPaNbHbIX MIOLLAA0K; COOP M aHANU3 apXMBHbIX
[LaHHbIX NPeACTaBNEHHbIX TEATPOB, MHTEPBBIO C PEXMCCEPAMU U XYLOXKHUKaMMU HE3aBMCMMOTO Teatpa
«ApTullloks». Memods! uccnedogaHus: [ns OLLEHKM COLMOKYbTYPHOrO aHann3a TeaTpanbHOM CUTYaLIMK
¥ BO3HUKHOBEHUS HEDOPMasbHbIX TEATPabHbIX MIOLIAA0K NPUMEHEHbI METOAbI AELLEHTPANU3aLMiA U
CPaBHWUTENIbHO-COMOCTABUTENIBHOTO aHanu3a, As c6opa 1 aHanM3a apXMBHbIX AAHHbIX UCCIERYEMbIX
TEaTpOB — UHTEPBbIO C PEXXMUCCEPAMU U XYAOXKHUKAMM; METOL, CTAaTUCTUHECKMX AAHHBIX, aHaNM3a,
0npoca U UHTEPBbIO; A1 MONHOLEHHOIO aHaM3a UCTOPUYECKUX JAHHbIX CLieHOrpadun He3aBUCUMbIX
Ka3aXCTaHCKMX TeaTpoB NpUMeHEeHbl GOPMaNbHO-UCTOPUYECKUE METOAbI; A1 CPABHEHUS
XYA0XKECTBEHHO-COCTABAOLWMX Moaenel HedopManbHbIX NAOLALOK C rOCYAAPCTBEHHbIMMU
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MEXONCUNMIMHAPHBIE UCCNELOBAHNUS MCKYCCTBA LLEEHTPAJIbBHOM A3

MPpUBEYEHbI FTUNOTETUYECKME U METOAbI KPUTUHECKOrO aHanu3a. Pe3y1bmamsl: BbiSIBNEHbI KOYEBbIE
3Tanbl pa3BUTUS cLueHorpadmm HedopmasnbHbIX TeaTpoB € KoHLA 90-X roaoB B CBSI3W C NPUOBGpETEHNEM
CaMOMAEHTUDMKALMM; COBPaHbI M MPOAHANM3UPOBaHbI AAHHbIE U aPXMBbI NPEACTaBEHHbIX B CTAaTbe
TEaTpOB, PEXXUCCEPOB U XYAOXHUKOB; MPOAHaAIN3MPOBaHA CLeHorpadus He3aBUCUMbIX TEATPOB, B
KOTOPbIX BbISIBNIEHbI MUCTOKM CTAHOBMEHWUS AAHHOM CHEpPbI; BbISBNEHbI 0OLEXapaKTEPHbIE YEPTbl B
cueHorpadum Bcex He3aBUCUMBIX MIOLWAA0K U UX CBA3YHOLWMeE HaKTOpbl; 060CHOBaHbI hunocodckune u
NpaKTUYeCcKne KOHLEMNLMM CLEHOrpaduM HE3aBMCUMbIX TeaTpoB KasaxcTaHa B CBETE MUPOBbIX
TpeHAO0B. AKTYanbHOCTb MCCNEA0BAHUS HE3aBUCUMbIX TeaTpoB B KaszaxcTaHe 06ycnioBieHa UX BaXXHOM
poniblo B 0OHOBNEHMU KyNbTYpHOM Cpeabl CTpaHbl, 0c0B6EHHO Ha dOHe r06anbHbIX TeEAaTPanbHbIX
TpaHchopMauuii. HesaBucumble TeaTpsbl, Takme Kak «APTULLIOK», co3aatoT HOBble Xy[4,0XKeCTBEHHbIE
dopmaTbl, afaANTUPYACh K MEXAYHAPOAHbIM TEHAEHLMSAM U NPUBHOCSA Pa3HOO6pasue B TeaTpabHbIN
npouecc. CueHorpad@uyeckme KOHLENLMN TaKUX TEATPOB OTPAXKaKT LLIEHHOCTM CBOOOAbI TBOPYECTBA U
KyNbTYpPHOrO AMAN0ra, 3amnoiHAs HULWY, KOTOPOM He XBaTaeT rocyAapCTBEHHbIM TeaTpaM U CnocobCTBys
CaMOMAEHTUPUKALMM HALMOHANBbHOW TeaTpanbHOW chepbl.

Kntoyessie cnoea: nekonoHvanbHas NpakTuka, AeLeHTpann3aums, HesaBucuMble TeaTpbl KasaxcraHa,
TeaTp XyA0XHUKa, He3aBUCKMMble KOHLenuuu, cnektaknu, Aptulliok, TeaTpanbHblv npouecc.

Ana yumuposarus: PoiukoBa, AnekcaHapa u Kabbin Xanbikos . «Teatp «APTULLIOK» - kak
aKTyanbHOE HampaBneHWe He3aBUCUMbIX TeaTpoB KasaxcTaHa B AMCKYpCe XYA0XKECTBEHHO-
MOCTaHOBOYHbIX pelweHuiiy. Central Asian Journal of Art Studies, 1. 9, N2 3, 2024, c. 216-235, DOI:

10.47940/cajas.v9i3.938

Asmopbl npoyumanu u 0006puIu OKOHYAMENbHbIU 8apuaHm pykonucu u 3aseastom o6 omcymcmsuu

KOHGIUKMA UHMepecos.

BeepeHue

A3aXCTAHCKUH TeaTp UMeeT
OTHOCHUTEJIbHO HEeJOJITYI0 HCTOPHIO

CTAHOBJIEHUS B pa3pe3e MHPOBOTO
TeaTpaJsibHOro fnpoliecca, B CBSA3U

C HCTOPHUYECKUMHU COOBITHSIMH H
YCTOSIBILIUMCS YKJIaJIOM KOYEBHUKOB BIJIOTh
1o XX Beka. ['oBopst 0 kazaxckom Teatpe,
Mbl 6epeM B y4eT BJMSHHE COBETCKOH
BJIACTH U KOMMYHHUCTHUYECKOH HUICOJIOTHH,
MHTErpUPOBABIIMECS B HAlIHOHAJIbHbIE
TpagulUMH, ObIT, HAPOJHOE CaMOOBITHOE
TBOpuecTBo. Jlo npuxona Bnactu CoBeToB,
KaK TaKOBOT'O KJaCCUUECKOro TeaTpa B
UHUCTOM BH/JIE 110 €BPOMENCKUM TPAULIUSIM
He cyutectBoBaJo. [1o uccnenosanusam
u3BecTHoro reatpopeya Canun Kabuuesoit
W JIPYTHX UCCJIeI0BaTeJIeH, Ka3axCKUH
TeaTp CyLIECTBOBAJ B CAMOOBLITHOM,
HALMOHAJBHO-TPAIMIIUOHHOM BHJIE.
«ANTBIC» — BHJ YCTHOH TPaUIINH
UMITPOBU3UPOBAHHOTO MEHUS U

OpaTOPCKOro UCKYyCCTBA, OPHEHTHPOBAHHOM
B MIEPBYI0 o4epe/ib Ha (hOJIbKIOP, MEXKITY
JIByM$1 TAPTUSIMU aKbIHOB, UMEBLINH 3a
co60il HeKHH B TeaTpasibHOH (OPMBI.
Cpanb6a noj co60i Tak ke OTAAJEHHO
MMeJia BUIL OTAEbHBIX TeaTpasbHbIX
TPaJMLMH B HEKOTOPBIX (POpPMax camoro
MepONPUATHS. ¥Y2Ke B HayaJsle CTaHOBJIEHHUSI
KOMMYHHUCTHUECKOH BJIACTH U3 HAPOJa, B
OCHOBHOM M3 CEBEPHbIX UaCTEH CTPaHHbI,
HavaJik BLIXOJUTb MepBble CaMOJiesITe/IbHbIe
TeaTpasibHble KOJIJIEKTHBbI, B COCTABE
JKymara lllanuna, Emo6ait Omupaakosa,
Cepke Koxamkysnosa, Kanan bajibiposa,
Kanu6ek Kyansiinbaesa, Kypmantek
JKannap6ekosa, Ampe Kauay6aesa,

Hca batizakoBa, Kaxbimykan
MynatitnacoBa, 3ypbl ATabaeBoi u

JIPYTHX MAcCTepPOB HAPOJHOTO TBOPUYECTBA.
Yake nociie, B 1925 r. B Kbisbi-Opre,
OpPraHM30BLIBAETCA MEPBLIH aKAIEMUYECKHI
TeaTp cTpaHbl iMeHH MyxTapa Ays3oBa,
KOTOPBIN U 110 cell ieHb (PYHKIMOHHUPYEeT



¥ SIBJISIETCS OTHUM M3 BEJIyIIUX TeaTPOB
Kaszaxcrana.

CTOMT TaK 2Ke y4ecTb, YTO Ka3axXCKUH
TeaTp CO BCEH CBOEH UCTOPHUUECKH
KYJIbTYPHOMH COCTaBJISIIOLLEH HaXOHJ/ICs
MO/ BJAUSIHUEM COBETCTKOH M/I€0JIOTHH,
HarpaBJIeHHOH HA BOCITUTAHUE U
B3pallliBaHHE MOJIEJIH COBETCTKOTO
yesioBeKa. Bechb penepryap teatpa, BIJIOTH
no naneunst CCCP, dyHKumonuposasn
110/l yCTaHOBJIEHHbIE TTpaBUJia TONIALIHEH
BJIACTH. AKTUBHO TPAHCJAHPOBAJIUCH TEMbI
KOJIJIEKTUBU3AIIUH, MHIYCTPHATU3AINHI
B 1920-30-e roap («Ilaxra» Kymata
[Hanuna, «®pout» belim6era Matiiuna).
Bo Bpemena BTOpO# MUPOBOH BOHHbBI
(B konTekcre CCCP — Bo BpemeHa
Besnkoit OreuectBenno Boiitbl) —
TPAHCJIMPOBAIHUCH TEMbl BOEHHOU 3MOXH ISt
TMOJIHSITHSI HALIMOHAJILHOTO JlyXa B CTPaHe;
TaK yKe aKTHBHO CTaBWJIMCh CIIEKTAKJIH
pycckux aBTopoB (Hukonait OctpoBckui,
Hukonaii I'orosb, Koncerantun Tpenes,
Hukonait [Torogun), BMecre ¢ 3Tum
CTaBUJIACh U 3apyOerkHast K1accHka.
CnipaBeUIMBOCTH paji HY’)KHO OTMETUTB, UTO
Ha ClieHe CTaBUIIaCh U KjaccHyecKast
Kazaxckasi jpaMma — MHCIIEHHPOBKAa POMaHOB
Myxrapa Ayssosa, Cakena CeiidpyJuinHa,
MOJIOZIbIX Ka3axckux aBTopoB — Cabura
Mykanoa n A6muiibibl TaxkrnGaesa.

Cuenorpadusi, COOTBETCTBEHHO, UMeJIa
TE K€ COLMANUCTHIECKHUE I0rMaThl, UTO
¥ CaMH MOCTaHOBKH, HMesl KJIACCHUECKYIO
JIEKOPALMOHHYI0, peaiuCTHYeCKyto hopmy.
Hu o xakom MoziepHe 1 mocT™MoiepHU3ME,
KOTOPbIH aKTHBHO pa3BHUBaJICs Ha
3anaje B TOT ePUOJL BpEMEHH, PeUH He
MOTJIO U UATH. Xy/I02KeCTBEHHAs! YaCTh
CMEeKTaKJ/IeH MOJHOCThIO Oblya MOJBAACTHA
COJIEP2KAHHIO U TTOCHITY PEKHUCCEPCKHX
pa6ort. [Tocse pacnana Cosetckoro Cotosa
B 1991 roay KoMMyHHCTHUYECKHE
MPaBUTE/bCTBA MOTEPSIIIM CBOIO FereMOHHMIO.
Co103 COLMAMUCTHUECKHUX FOCYIAapPCTB
pacrnaJicst ¥ POU30LIIH IpaMaTHIeCKHue
TpaHchopMalOHHbIE MPOLECCHI.
[Ipeo6paszoBaHHe KOMMYHUCTHUECKOH
JIMKTATYpPbl U TJIAHOBOH SKOHOMHKH B

JIEMOKPATHIO U PHIHOUHYIO 5KOHOMHKY
COMPOBOKIAIACH IIYOOKUM H3MEHEHHEM
KYJIbTYPHOH OPUEHTALIMH W 1ICHHOCTEH.

J1i1s1 TeaTpasibHON KyJIbTYypbl 3TO 03HAUYaJ10
cylelytolllee: rocylapcTBeHHast LieH3ypa
Oblyla OTMEHEHA, HACTYMHJ HOBbIH BUTOK
U151 TBOPUECKOTO CaMOOTpe/lesIeHUs], TaK XKe
npeKpateHne KyJabTYPHOH U30JIsILHI
CMoco6CTBOBAJM MEXKITyHAPOAHOMY 0OMeHY
OTBITOM.

[Tocsie ynaBiiero »xesie3Horo 3aHaBeca
nepej Ka3axCTaHCKUM TeaTpoM BeTajia
THTaHH4YecKas J0JIr0CpoYHast 3ajiava:
npeo6pa3oBaTh U alanTHPOBATh €0
K HOBbIM YCJIOBHSIM HE3aBUCHMOCTH.
[ocynapcTBeHHble TeaTpalibHble CTPYKTYPHI,
CO3/IaHHbIe elle B COBETCKOE BpeMmsl,
MPOJIOJIZKHIIH CBOIO IeATE/IbHOCTb KaK
LEHTPbI KyJIbTYPHOTO MPOCBELIEHHS], HO
C MOsIBJICHHEM He3aBUCHMOCTH BO3HHKJIO
MPOCTPAHCTBO /ISl PA3BUTHST ABTOHOMHBIX
TeaTpasbHbIX U CLIeHOrpaUUeCKUX
MHULMATUB. B To BpeMmsi HauaJicst nepuos
9KOHOMHYECKOH HEYCTOHUMBOCTH, YTO
3aCTaBUJIO T€ATPbl IEPECMOTPETh CBOE
MeCTO B 0011IECTBE B YCJIOBUSIX CBOOOJHOM
PBIHOYHOH 3KOHOMHUKH. [Tporiecchl
MOJIMTHYECKHX U COLMAJIbHBIX H3MEHEHHH
MPOJIOJIZKAIOTCS], U KaXK/IbIi TeaTp pearupyet
no-cBoemy. B pesysbrate Tpancdopmainu
B KayKJ10i CTpaHe NPUBEJH K YHUKATbHBIM
M3MEHEHHSIM B HE3aBHCHMbIX TeaTpax.
MexjiyHapoJHbIMK 9KCIIEPTAMH OTMEUEHO,
YTO B [IOCTCOBETCKOM MPOCTPAHCTBE
[entpanbHoit Asuu «teatp «Mibxom»

B Y36ekuctane u KazaxcraHckuii
«ARTulLIOK» — a6cooTHbIH TOM MO
NpaBy 3HAYATCS] CAMbIMU U3BECTHBIMU
TeaTpamu B ecThBasbHOM Mupe» (Teatp
Habxom).

3a npenenamu Teatpa, Koraa 3T
MPOLLECChI POXOUIIH Y LIEHTPAJIbHO-
A3MaTCKUX MeHa Xy[10:KHUKOB B
JIOKyMEHTaLHH NeppopMaHCcoB, BUIEO,
thotorpacun 1 Ipyrux HOBbIX Me/Iua,
KOTOpPbI€ CTaJIM BO3MOKHOCTbIO 3aHUMAThCS
MHKJIIO3UBHOH U JIEKOJIOHHAJIBHON
MPaKTUKON Mepexo/sero oo1iecTna.

Tak kak, «1eKo/loHHaIbHAS METOI0JI0T 1S
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HarpasJieHa Ha BOCCTAHOBJIEHHE
yTpaueHHON HIEHTHYHOCTH
KOJIOHU3WPOBAHHbIX JIIOJIEH, OTCTauBast
camooripe/iesieHue, paclliupeHue npas
1 BO3MOXKHOCTEH, 1€KOJIOHU3ALHIO

M COLIMAJIbHYIO CITPABEVIMBOCTD»
(Kysnerosa).

Oco60e BHUMaHKE CJlelyeT YIeNUTh
BJIMSIHUIO CLIeHOTpahuK Ha KyJbTYPHYIO U
XyJI0?KeCTBEHHYI0 HIeHTHUHOCTh Kazaxcrana
B YCJIOBHSIX PACLLIMPSIIOLLET0CsT KpeaTUBHOIO
npoctpaHcTBa. Baaumoeiictue ¢
MHPOBBIMH TEHJIEHIIUSIMU B ClieHOrpathun
MO2KeT crocoOCTBOBATh (hOPMUPOBAHHIO
YHUKaJIbHOTO Ka3aXCTaHCKOTO CTHJIS
¥ BU3yaJsIbHOTO sI3bIKa B MCKYCCTBE.
PasButue TBOopuyeckoro cekropa B
KpeaTUBHOM MPOCTPAHCTBE CTAHOBUTCS
He TOJIbKO CTPaTernuecKom 1eblo, HO U
HeOOXOIMMbIM YCJIOBUEM JUIS1 YKPETIEHHST
KYJIbTYPHOH CaMOOBITHOCTH CTPaHBbI.
M3yuenune nepeanoBoro oneita clieHorpapuu
B MUPOBOM KOHTEKCTE CTAHOBUTCS
HEOThEMJIEMOH YACThIO CTPATETMH PA3BUTHS
Ka3aXCTaHCKUX He3aBHCUMbIX TEaTPOB.
AKTHBHOE BHe/IpeHHe HHHOBAIIMOHHbIX
METOJIOB ClIeHOTparn MOXKET
COJICHCTBOBATb HE TOJIBKO YJYULlIEHUIO
KauecTBa TeaTpasibHbIX MPeCTaBIeHUH,
HO U MPUBJIEUEHUIO BHUMAHHUS MyOJIHKH, a
TaKxKe UHBECTULMI B TBOPUECKHUI CEKTOP
(Karzhaubayeva, and Kopbassarova).

Takum o6pasom, cuenorpadusi B
KOHTEKCTe KpeaTHBHbIX MHyCTPHI
npeacTaBsieT COO0H He TOJBKO
XYJI0’KECTBEHHOE BbIpaXKeHHE, HO 1
CTpaTernyeckuil pecype Juist pa3BUTHs
TBOpUeCKoro rnoreHuuana Kaszaxcrana,
Croco6CTBYSI CO3MAHMIO YHUKAJTbHBIX
KYJIbTYPHBIX POJLYKTOB U YKpPeIJIeHHIO
HalMOHAJLHON HIEHTHYHOCTH B MHPOBOM
KOHTEKCTE.

Obvexmom ucesieloBaHus siBJISIIOTCS
TEHJICHLIMH U TTOJIXO/IbI ClieHorpaun
He3aBUCHMbIX Ka3aXCTaHCKHUX TeaTPOB
B cOBpeMeHHoe BpeMmsl. [Ipedmem
MCCJIeI0BAHUS: T€OPUST BOSHUKHOBEHHS U
aCreKThbl Pa3BUTHSI HE3aBUCHMBbIX T€ATPOB,
reHesuc, HoBbIE MOAXO/bI B clieHorpadum

1 2KaHPOBble T depeHIUaluu NePBbIX
He3aBUCHMbIX T€aTPOB, HOBAsl CTPaTErus
MOCTaHOBOYHOTrO JucKypca B Kazaxcrane.
Lleaoro viccnenoBanus iBJAsETCS
CPaBHUTEJBHO - COMOCTABUTENbHbIN
aHasinz ocob6eHHOCTeH clieHorpaduu
rocy1apCTBEHHbIX H HE3aBUCHMbIX T€ATPOB
Kasaxcrana B KOHTEeKCTe pa3BUTHS
MHPOBbIX TeHIEHLHH.

OcrosHole 3adauul:

— MPOBECTH COLIUOKYJIbTYPHbIH aHAJN3
TeaTpasibHOH CUTYyallUd U BO3HUKHOBEHHUS
HeopMasIbHbIX TeaTpasbHbIX MJIOLIAN0K;

— c6Op U aHAJIU3 apPXUBHbBIX IJAHHBIX
NpeJIcTaB/AeHHbIX T€aTPOB, HHTEPBbIO
C peKucCcepaMu U XylL0KHUKAMH
He3aBHUCHMBIX TeaTpaJsbHbIX MJIOIANIOK;

— JIeKOJIOHHaJ/IbHast PAaKTHKa
¥ JIeLIeHTPpaIU3alHsl He3aBUCHMBbIX
Ka3axCTaHCKHUX TeaTpoB B CBETe
MCTOPHUYECKHX MPEANOCHIIOK CTAHOBJIEHHUS
He3aBMUCHUMOT0O HaMpaBJ/eHHs,;

— CPaBHHUTb Xy/I0?KECTBEHHYIO
COCTaBJISIIOLLYI0 HehOpMaJIbHbIX MJ101LAJI0K
C rOCY/IapPCTBEHHBIMU TeaTpamu (Kak OTBET
Ha 3aCTOH M POPMaILHOCTD );

— BBISIBUTb 001IM€ YEPThl HE3aBUCHMbIX
TeaTpaJsbHbIX MJIOLIAN0K 1 06beIUHSIOIINE
UX paKTOphI;

— BBISIBUTb XY/I02KECTBEHHYIO
KOHLIETIHIO H (PHJI0CO(HIO HE3aBUCHMBIX
Ka3axCTaHCKHUX TeaTpa/ibHbIX MJIOLLA0K B
CBeTe MUPOBbBIX TEHIEHLHH.

MeTtoabl

B nuckypc-ananuse teatpasibHOrO mpoiiecca
y/leIsieTCsl BHUMaHHe UCCIe0BAHUIO
HI€0JIOTHYECKOH COCTaBJISIIONIENH, 0COOEHHO
AKILEHTHPYETCs1 Ha SIBHOM UTHOPHPOBAHUH
HAUMOHAJbHON WIEHTHYHOCTH COBETCKUMHU
HIEOJIOTaMH.

[Tocsie mosiMTHUECKHUX MOTPSICEHUH
konua 80-x u nauasaa 1990-x rr.,
KyJIbTypHast U 06pa3oBaTte/ibHast MOJUTHKA
B TIOCTCOLIHAIUCTHIECKHUX MOCYaPCTBaX
NOJIHOCTBIO H3MeHUJUCh. [ToBcioy UM
npuaaBanoch 6oJibliiee 3HaYeHHEe U JIpyrasi
(hyHKIMS, UeM B MTPOLJIOM, XOTSI PA3BUTHE



ObL/I0 IPYTUM B OT/IEJIbHbBIX CTPAHAX.

J1o 3TOro MoMeHTa KyJIbTypa CJIyKuJ1a

U151 YCTAHOBJIEHUSI U JIETHTUMU3ALUH
couuannama. Tenepb nosutuyeckas
MHCCHUS 0ObEKTOB KyJIbTYPbl 3aKOHUHJIACH,
M BMECTE C 3THM H HX IKOHOMHYECKasi
6esonacHocTb. KysbTypHasi u
oOpasoBaTeJibHas MOJUTHKA NIperoarana
HOBbIe 3a1auu. Tpanchopmariins
KYJIbTYPHOH 1 00pa30BaTebHON MOJHUTHKH
NPOAOJIZKAJIACE, TOCKOJIbKY MOJICJIH
MBILLIJIEHHST M TIOBE/IEHUS], 3aPOJIBLLIHECS]
NPH COLMAU3ME, TTPOJIOJIKAIH
CYLLECTBOBATh, U BBICOKAsl CTENEeHb
NPeeMCTBEHHOCTH B KaJIpOBOM OTHOLLIEHUH
npeodJanaJga.

Bo Bcex nocrcouuanucTHYECKUX
CTpaHax MOXKHO HaOJI01aTh 1B BAXKHBIX
M3MeHeHHus. BMecTo npocToro BbIMOJHEHUS
TpeGOBaHHH, yCTAHOBJICHHBIX FOCY1apCTBOM
¥ napTuefl, Kak U B [IPOLLJIOM, KyJbTypHasi
TMOJIMTHKA Terepb CrocoOCTBOBaA
KYJIbTYPHOMY pa3HOOOpasHio U KyJIbTypHOH
aBTOHOMHHU. KyJsibTypHble yupexKieHus 1
3aMHTEPeCOBAHHbIE CTOPOHBI HA MECTHOM
YPOBHE y4acTBYIOT B Ipolieccax NMPUHATHS
peLleHHH, KacatoLKXCsl KYJbTYpbl
1 00pa3oBaTesbHbIX podsem. Bo-
BTOPBIX, KyJIbTypHas U oOpasoBaTeJsbHas
MOJINTUKA CTAJIKMBACTCS C TPOOJIEeMON
noMcka «6asanca Mexkay cTabUJIbHOCTBIO U
THOKOCTBIO, TPAAMLHMAMH H HHHOBALMSIMH ».
Bricota cTenenn rubKOCTH B KyJIbTYpPHOH
1 00pa3oBaTe/bHO MOJIUTHKE BayKHA
YISt TOTO, 4YTOOBI MMETb BO3MOXKHOCTb
pearupoBaTh Ha 4acTble U3MEHEHHUsI
BHEIIHUX yCcJI0BHH. B To ke Bpewms,
HeoOX0MM MHHUMYM SKOHOMHYECKOH
6€30MaCHOCTH U KYJIbTYPHO-OJMTHYECKON
onpesie/leHHOCTH. [locTHKeHHe 9Toro
faJsiaHca 0Kas3aJoch OHON M3 CaMbIX
OO0JIbLLUX TPYAHOCTEH, CTOSILLMX epejlL
TIOJIMTHKON B 0OJIACTH KyJIbTYPhBI B
MOCTCOLMAMCTUYECKHUX CTPaHax.

JIJ1s1 oueHKH COLMOKYJIbTYPHOIO aHaJsu3a
TeaTpaJibHON CUTYallMd U BO3HHKHOBEHHSI
He(hopMaJsIbHbIX TeaTpabHbIX
MJIOLLAJIOK [TPHEMJIEMbI METO/Ibl
CPaBHUTEJIBHO-COMOCTABUTEJIBHOTO

aHaJu3a, st c0opa U aHaJIM3a apXUBHbIX
JIAHHBIX MCCJIe/lyeMbIX TeaTPOB — MHTEPBBIO C
peXKuccepaMu U XylI0:KHUKAMK; PUBJIEKIHN
METO/Ibl CTATUCTHIECKUX IAHHBIX, aHA/IN3a,
ornpoca U HHTEPBbIO; YIS MOJIHOLLEHHOTO
aHaJIM3a JaHHbIX He3aBUCHMbIX Ka3aXCTaHCKHUX
TeaTpPoB MPUMEHSTIOTCS (POPMAITHHO -
MCTOPUYECKHE METO/Ibl; WISl CPABHEHMS
Xy/I07KE€CTBEHHO- COCTABJISIIOLLMX MOJIE/IEH
HeopMasIbHBIX MIIOLIANIOK C
roCy/1apCTBEHHBIMU — FHITOTETHYECKHE U
METOJIbl KPUTHYECKOTO aHa/Iu3a; U HAKOHell,
JUIs1 XyJI02KeCTBEHHO - A/IMUHUCTPATHBHBIX
pelLieHHH Teatpa M NOJIMTHKK nepdopmanca
aKTyaJIbHBI JI€KOJIOHHAJIbHBIE MOIXOIbI U
METO/Ibl JIeLIeHTPaJIU3aALHH.

ABTOpBI 10CTABUJIM 3a/1a4y HCCJIEI0BaATh
JIEKOJIOHHAJIbHBIH Xy102KECTBEHHO -
MOCTAHOBOUHbIN MPOLlECC Ha CThIKe
00LLECTBEHHO - TOJIUTHYECKHX, COLIMAJIbHBIX
1 Xy/102KECTBEHHbIX H3MEHEHHH ¢
HavaJsia COBETCKOH 3MOXH BIJIOTH JI0
COBPEMEHHOCTH. JleKoJIOHHANbHbIE MTOJIXO/1bI
6y1yT 000CHOBAHbI Uepe3 KPUTHUIECKYIO
MepPCHeKTUBY CIPABEYIMBOIO BOCHPHUSITHS
MCTOPHH HAPOJIOB U HX KYJIbTYPHOTO
HacJ/e1us, pacCMaTPUBAEMOTO CKBO3b
NPU3My METaMOJIePHU3MA KaK TTOCTHPOHHH
«TOTAJUTApU3Ma U HACHJIUS».

Ec/in cpaBHUTB Xy[102KECTBEHHYIO
COCTaBJISIOLIYIO0 HePOPMATTbHBIX MJIOIIATIOK C
rocy/1apCTBEHHBIMU TeaTpaMH — Kak OTBET Ha
3aCTol U (hOPMaJIbHOCTb, 3aMeTHEE BCEro MX
OTJIMYAET JelleHTpaIn3alys BbIoopa
JipaMatypruyeckKoro MartepmaJa
1 0TKa3 OT (PUHAHCOBOH MOJIEPIKKH,
WJIE0JIOTH3UPOBAHHOCTH pernepTyapHon
TMOJIUTHKH, BBUJLY HX O(UIIMATILHOM
MOYHHEHHOCTH CTPYKTYPHBIM
NoJIpa3ne/eHNsIM BIACTH.

OnpapzbiBast TeOpeTHYECKUI UMITepaTHB
JIeLleHTpaIM3alMH 1 IeKOJOHHAH3a LN
MHOTHE aBTOPbI M0JIPa3yMeBaloT
MOJL MTOCTKOJIOHUAJIbHOM TeopeH -
MOJYHHEHHBIE TPYMIbl KOJOHU3UPOBAHHBIX
PEruoHOB; 1€KOJOHU3ALMS [0 CBOEH
11eJIM COBMNAAeT ¢ MHKJIIO3UBHOCTBIO
B LUIMPOKOM CMbICJIE KaK MPAKTHUKH
BKJIIOYEHHUST B aKTHBHYIO XKH3Hb COLIUyMa
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JIOJIEN, UCKJIIOUEHHBIX U3 HETO H B HEM
HeBUIMMBbIX. M IeKosIoHMabHble, U
MHKJII03UBHbIE TPAKTUKH M0pa3yMeBaioT
NpU3HaHWe UepapXUil, BAACTHbBIX MO3ULUHA
1 HepaBeHCTBA U 60PbOY C HUMH.....»
(Arshad; Schucan, and Pitman).

BakHbIM HHAMKATOPOM JIEMOKPATH3ALMH
KYJIbTYPHOH U 06pa30BaTeJbHON MOJUTHKH
SIBJISIETCS BOTIPOC O TOM, HACKOJILKO
TeaTphl JlelleHTpanusoBansl. M 3nech
KyJIbTypHast 1 00pa3oBatesibHast MOJUTHKA
B MIOCTCOLIHAIMCTHYECKHUX MOCYIapCTBaX
TaK)Ke TPOJIBUHYJIUCH B PA3HOH CTENEHH.
JleueHTpanuaaliusi TeaTpoB 03HAYAET
paciMpeHue npas U BO3MOXKHOCTEH
peruoHasibHbIX H MECTHBIX JIHLL,
NpUHUMAIOLIUX pelieHust. Takum o6pazom,
XYJI02KECTBEHHbIE U aIMUHUCTPATHBHbIE
pelleHHst He HAXOMSATCS UCKIIIOUUTEBHO B
pYKax LEeHTpaJsIbHOH BJIACTH FOCYIAapCTBa,
KakK 3T0 ObLJIO JI0 yNajKa KOMMYHUCTHYECKHX
CHCTEM, HO OHH MepeiaHbl HA MECTHbIH U
pervoHasibHbIi ypoBHHU. «[lelieHTpanusatus
MOHMMAJACh KaK FOCY/IapCTBO OTKA3bIBAETCS
OT MPSIMOTO YIpaBJieHHsl KYJIbTYPHbIMH
BOIPOCAMU U TepesiaeT ux Ha 6oJiee HU3KHe
aIMUHUCTPATHBHBIE YPOBHU» (YMapOB).
ITOT nepexojl K AeLeHTPaNU30BaHHOM
CTPYKType MpexKe BCero o3HayaeTt
npeuMylecTBa Jyist TeatpoB. OHK
M0JIb3YI0TCS OOJbLIEH aBTOHOMHUEH.
YBeauunBaercst puHaHCHPOBaHHE
Ha MECTHOM U MYHHIIMTAJbHOM
ypoBHsix. TeaTpbl MOryT NpUHUMATb
pelieHst OTHOCHTENLHO MPOrpaMMbl U
(bMHAHCHPOBAHHUS B 3HAUMTEJILHON CTENEHN
HE3aBUCHMO, @ MHHCTUTYTbl TECHO CBSI3aHbI
CO CBOEH COLIMOKYJILTYPHOH CPEIOH.

JletieHTpanuzauys TakKe HeceT
B ce0Oe HEJIOCTATKH 15l TeaTPOB:
HETOYHOCTH W HESICHOCTh MOTPEOHOCTH
1 3a00Tbl TeaTPOB PACHPELSIOTCS M0
6eCcuUnCIeHHOMY MHOKECTBY MECTHBIX
U perMoHasIbHbIX aJIMMHUCTPATHBHbBIX
YPOBHEH, OTCYTCTBHE MOCJEN0BATENBHOCTH
B MOJIMTHKE, Kacalollekcs TeaTpa,

a TaKkyKe OTCYTCTBHE MOTOBHOCTH
MOJIMTHYECKOT0 YPOBHS1, OTBETCTBEHHOTO
3a 3 heKTHBHOE yIpaBJeHHE U MOJIEPKKY

TeaTpoB. JlonoJHUTeNbHAS TPYHOCTh
BO3HHKAET U 3a cYeT TOro hakra, uTo
OpraHbl BJaCTH, 3aHUMalol1ecs
KYJIbTYPHBIMH U 06pa3oBaTe/ibHbIMH
BOMPOCAMH, 0OBIUHO JIIO/IH, 10 GOJIbIlIeH
YaCTH HE3HAKOMbIE C XY/I0XKECTBEHHOH
npaktukoi. Hakownert, ectb obuiue
npo6JIeMbl H KOHKYPEHLIMST MEX]Ty
Pa3JIMUHBIMU TeATPAJIbHBIMU LIEHTPAMMU.

Ouckyccusa

HcTopusi He3aBUCUMBIX T€aTPoOB
CBHJICTEJILCTBYET O TOM, UTO JIBUKEHMUSI,
u3BecTHble Kak « CBOOOHBIN TeaTp» B
EBporne, a Tak:ke nesitesbHOCTb AHIpe
AnryaHa, okazasii 3HaUUTeIbHOE BJHSHHE
Ha pasBUTHE TeaTpa He TOJIbKO BO
@panuuu, HO ¥ BO BCeM MUPe B Havyasle
XIX Beka. [lof ero pykoBojCcTBOM ObLIM
OCHOBAaHbI T€ATPb! B PA3JIMUHBIX CTPAHAX:
Bo @panuyu u 'epmanuu (Hanpumep,
«CBo6onnbiii Teatp» OtT0 bpama B
Bepaune), B Aursin — «HesaBucumbiii
Teatp» B Jlonnone, a B Jlanun —
«CBo6onnblii Teatp» B Konenrarene. B
TO BpPeMsl KaK COBPeMeHHbIe He3aBUCHMbIE
YaCTHbIE TeaTphl yallle Bcero o6pallaroTcst
K POU3BEJICHUSIM COBPEMEHHOH
JipamMaTtypruu, pexKuccepbl TPyMIbl
MaliH1uHreHa peIKo CTaBUJIM COBPEMEHHbIe
nbechbl. OIHAKO UMEHHO Ha 3TOM clieHe

B ['epmanuu BriepBbie ObIIH MOKA3aHbI
Takue NpousBeieHUs1, Kak «[Ipuspaku»
N6cena (1886), nbecbl buépHcona u apyrux
M3BECTHBIX paMaTyproB (« CBOOOAHbIH
TeaTp» AHnpe Anrtyana).

OCHOBOH ClLIEHHUECKOH UHTePIpeTalluu
KJIACCHUECKHX MTPOU3BENEHHI XKUTEH
MafliH1HreHa cuuTaJju pectaBpaluio,
KOTOpast TILATeNbHO CoXpaHsiia
aTMoccepy ¥ eTaju 3M0XH, B KOTOPOH
pa3BOpayMBaJIOCh ICHCTBHE MbECHI.
«T'eopr I u Kpener BbicTynuau npoTus
TPaAULMOHHOTO MABUIbOHA, KOTOPbIH
CO BpeMeHeM TMpeBpaTucs B 6€3/MKHA
3JIEMEHT JIeKOpa, yTPAaTUBLIMH CBSI3b C
MPOUCXOAAIINM Ha clieHe. OHU yaeasamn
MaKCcHMaJlbHoe BHUMaHHe TOUHOMY



BOCIMPOU3BEIEHUIO SMOXH Ha CIIEHE,
TILATEJbHO NMOAOHpast IeKopaLiu

B COOTBETCTBHH C HCTOPUUECKUM
KOHTEKCTOM Mbechl. /1151 3T0r0 OHM 1axe
roceland UCTopHuecKre Mecra, 4toobl
ray6:xe NoHATh X aTMocdepy, a 3aTeM
HaXO/IJIM ONTHMAJIbHOE Xy/10?KECTBEHHOE
peuienue Jyist 0hOPMJICHHUS CIIEKTaKJIs»
(MeFWiHMHTeHCKUH TeaTp).

Bansinue rinoGanbHbIX MPOLIECCOB HA
(hopMHpPOBaHHE U Pa3BUTHE HE3ABUCHMBbIX
TeaTpoB B Kazaxcrane Hauasnoch B
1990-e roapi, mocae pacnaga CCCP.

B Hacrosiliee BpeMst YacTHbIe TeaTphbl
(PYHKLUMOHUPYIOT B Pa3/MUHbIX PerHOHaxX
CTpaHbl, OTpaxas rayooKyio pedJieKchio
COLMAJIbHO-KYJIbTYPHBIX IPoOJIeM
MPOLIJIOTrO U HACTOSILLETrO, YTO CTAJI0
CTUMYJIOM JIJ1s TOUCKA HOBBIX TeaTPaJbHbIX
tdopm. B Kazaxcrane HacuutbiBaeTcs
OKOJIO MATHALATH HE3aBUCUMbIX T€aTPOB,
KOTOpbI€ Pa3BUBAIOTCS B PA3/IMUHbIX
HarnpaBJeHUSIX U BELyT aKTHBHYIO
JIeATe/IbHOCTb.

[IpumMepoM Takux TeaTpoB ABJASIOTCS
«Aptulllok», «Illam», «BT Teatp»,

«17 MoJiofiexHblii Teatp», <« Koa»,
«byHnkep», «ToranbHbll TeaTp»,
«ApTCrput», «JITID» u «MoJsionas clieHa».
ITH TeaTphl CyLIECTBYIOT HAa OCHOBE
caMo(UHAHCUPOBAHUS ¥ (PYHKIIHOHHUPYIOT

B chepe COBPEMEHHOTr0 KHBOTO HCKYCCTBA.
[Ipofinst yepes pas/inutble TPYAHOCTH, OHH
3aBOEBAJIM MOMYJSPHOCTb CPEIU 3pUTEEH

1 3aHSJIH Ba’KHOE MECTO B TeaTpaibHON
cpene. bosee Toro, 60/bIUIMHCTBO U3 HUX
OXBaTbIBAIOT IHPOKHUH CIIEKTP TeaTpPaSbHbIX
HarnpasJeHUI U MOJIEP:KUBAIOT TECHbIE
TBOpYECKHE CBS3H C 3apyOeKHbIMU
KOJIJIETaMHU, UTO SIBJISIETCS 3HAUUTETbHBIM
JIOCTHKEHHEM JI/11 TeaTpasibHOro MCKYCCTBa
Kaszaxcrana (KepumkyJsios).

OdunmanbHo nepBbIM HeE3aBUCHMbIM
TeaTpoM B KasaxcraHe crasa nJjolianka
tearpa Aprulllok, ocnoBannoro B 2001
roy ['annnoii [1esiHoBO#, BepoHukoit
Hacanbckoit, Enenoit Ha6okosoii, Enenon
TaitmatoBoii, JImurpuem Ckuproi,
Anexceem Kanmnbiv u Buranuem

BoJsiKoBBIM, pacroJio;KeHHOro B nojsaie
coBeTcKoro jjoma 1977 roja nocTpoiku.
JlanHoe MpocTpaHCTBO BUAOU3MEHSIIOChH
rOJIaMHU U TEPEKUIIO0 MHOXKECTBO
KOHLENIMI: 1BOpoBbIH Ky “Hecen”
(1984), rearpa nantomum (1987), pok-
kay6 “Pyxanu” (1989), reatp Postscriptum
(1991-1995), 6unbsipa (1998), n HakoHely
— reatp Aptulllok.

Hcxonnble kopuu teatpa Aptulllok
yxoiaT K ["anune [IbsHoBOM, el
npoeccroHabHbIN MyTh HAYAJICS B
pycckom THO3e Haramuu Cau, rie
OHa TPYUJIACh MO/l PyKOBOJACTBOM
XyJl02KecTBeHHOrO0 JesiTesst bopuca
[IpeoGpaxkenckoro. C Hayana 1980-x romos
[Ipeo6pazkeHCKUE peBOMIOLIMOHU3UPOBAJ
Ka3aXCTaHCKYIO TeaTpalibHylo CLEHY,
MpeCTaBJIsisi He TOJbKO ApaMaTHIeCKHe
MbeChl, HO U ajlanTalii U3BECTHBIX
pOMaHoB, MoBecTel 1 pacckaszos Ha “HoBoi
clieHe”, mpuaaBasi HoBoe 3HaueHHe TeaTpy
KaK KyJbTypHOMY §IBJICHHI0. DTOT MU0/
MOCJTY?KHJT 3aMETHBIM CTHMYJIOM JIJ1Si
(hopMHpOBaHHUs HOBOTO, COBPEMEHHOT0
TeaTpaibHOro HanpaBJjieHusi B AiMaThl.

B konue XX Beka B Kazaxcrane
He CyL1eCTBOBAJIO COBPEMEHHOI0
He3aBUCHMOI0 TeaTPabHOTO IBUKEHHUSI.
Tearp Aptulllok cra/n nepBbim
yupeskieHueM, KOToOpoe aKTHBHO BBIXOJUJI
B 061IECTBEHHBIE TPOCTPAHCTBA FOPOJIA
C 11eJ1bI0 3HAKOMCTBA ayJIUTOPHH C
KOHUEMNIUAMH “yJauuHOro Tearpa’ u
“umnpoBuzauyu’. JJaHHblid war crad
MO/UTMHHOM TOYKOH OTCUETa B HCTOPUUECKOM
npouecce 6oJsee ABaALATH JIeT Ha3a/l.

B reuenue uiectu mecsieB TeaTp ooped
co6CTBEHHOE KaMepHOe MPOCTPAHCTBO
B [10/1BaJIbHOM MTOMELLEHUH XKHJIO0T0
KOMILJIEKCA Ha MepeceueHnHt yJInLL
Kynaesa u JKu6ek-KoJibl. 1o Gbl10
ocyllecTBIeHOo Oaarofapst puHaHcoBOH
NoJjieprKKe MelleHara, npearnpuHumares
Annpest MasnsipeHKO, KOTOPbBIH BbIIEJHIT
CpeJlIcTBA Ha NproOpeTeHHe MoMelLIeHH s
1 MPEIOCTABHUII €T0 B M0J1b30BaHHe
teatpy. B nepuon ¢ 2002 no 2007 ron
Aprulllok cnenas 3HauMTENbHBIH TTPOPLIB
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Ha MeKIyHapOJHOW TeaTpaJbHOH apeHe,
yuacTBys B peCTHBAJISAX B Pa3IUIHbIX
cTpaHax, BkJjiouas Poccuio, [1IBefinaputo,
Yexuto, Apmenuto, Pymbinuio, GUHISHINIO,
Hanwuio, [lIBeuuto, 'epmanntio u
BesmkoOpUTaHHIO.

B ocHoBe TeaTpaJsibHON 1€STENLHOCTH
JIexKaT 3J1eMeHTbl IAaHTOMUMBI,
MJIACTHYECKOH IKCTIPECCHH, YIUUHBIX
NpeJCTaBJIeHNH C 3JIeMEHTaM1
MHTEPAKTHBHOCTH W MOCTOSIHHOH
MacTepcKoil UMIpoBu3aluu. Tak ke TeaTp
MepPBbIM B KA3aXCTAHCKOM MPOCTPAHCTBRE
cTaJl IPUMEHSITh TEXHUKY BepOaTHM
(IOKyMeHTaJIbHBIN TeaTp) U MyOJIUIUCTHKH.
OTH XapaKTEPUCTHKH MO3BOJIUJIH TeATPY
NPUOOPECTH ayIUTOPHIO HE TOJLKO B
npesenax Kagzaxcrana, Ho U B pas/iMuHbIX
crpanax EBponbl u Asun. [Tpectik Teatpa
MOATBEP:KAAETCS PSIIOM KOHKYPCOB, B
KOTOPBIX KOJIJIEKTHB TIPUHUMAJl y4acTHe, YTO
MOCTENEeHHO MPUBEJIO K ero TpaHcdopMalyu
B LI&JIOCTHYIO TeaTpaJsbHyl0 KOMIAHHUIO,
OCYLIECTBJISIONLYI0 Pa3HOOOPa3Hble
MPOEKThI B KYJIbTYPHOH XKHM3HH ropojia
Anmarbl.

Teatp Aprulllok siBisiercs
MPUMEPOM SKCIEePUMEHTANLHOTO
MOJX0/Ia K TeaTpasibHOMY HCKYCCTBY,
KOTOPBIH XapaKTepru3yeTcst MPUHIIUTIOM
CaMOCTOSITEIbHOTO TBOPUECTBA AKTEpa Ha
cuene. B nocranoskax Aprulllok aktép,
cJ1eyst COOCTBEHHBIM HHTYHTHBHBIM
MMITyJIbCaM W BHYTPEHHEMY TBOPUYECKOMY
MOPBIBY, CTAHOBUTCS MOJHOTPABHBIM
coaaaresieM CLEHHYECKOTO JIEHCTBHS,
OTXO/I51 OT YKECTKOTO CJIe/I0BAHMS
PeKUCCEPCKUM yKa3aHUM. DTOT MOJXOJL
NOUEPKUBAET YHUKAJIbHOCTb KayKI10T0
BBICTYIIJIEHHS], CO31aBast CMIEKTAKIIb,
POXKIEHHBIN B peasibHOM BPEMEHH U
HACBILIEHHbIH JIMUHBIMH M€ PEXKUBAHUTIMU
UCTIOJTHUTEJEH.

Ha pannux sTanax cBoero pa3purHsi
TeaTp NPHUIAEPKUBAJICT MUHUMAJTUCTUHIHON
9CTETHKHU: OFPAHHYEHHOE KOJHYECTBO
aKTépOB, MOOUJIbHBIE IEKOPALMH, U AKLEHT
Ha aBTOPCKON MPOIYKLHH, KaK B TOCTAHOBKE
«Born in USSR». 9T0T npuHuUmMn JErKoCTH

1 TIOJIBU2KHOCTH TMO3BOJISIT TeaTpy rHOKO
alANTHPOBATHLCS K Pa3HOOOPA3HbIM
MPOCTPAHCTBAM U YCJIOBHSIM, UTO CTAJIO
0COOEHHO BayKHBIM B ME€PUOJL 3aPOKIAEHHUS
Ka3aXCTaHCKOTO PbIHKA UBEHT-HHIYCTPHH.
Tearp Aptulllok He orpannuuBas ce6si
paMKaMu TPaAUIIHOHHOTO CLIEHHYECKOT0
MCKYCCTBA, YCIelHO coBmelliast paboTy Haj
CMEKTaKJ/SMHU C y4aCTHEM B KOMMEPUYECKHX
MepOMNPUATHSX, UTO 06eCreyusIo TeaTpy
(bMHAHCOBYIO YCTOMUHBOCTD H IIHPOKOE
rnoJie Jisl SKCrepUMeHTOB.

[TocTosIHHBIMY 3/1eMEHTAMHU B
JIeSITEJIbHOCTH TeaTpa CTajlu NPOeKTh
«TeaTpaJsibHasi HMITPOBU3ALUS» U
«Aptulllok-ceiin», KOTOpble Pa3MbIBalOT
TPaHHMLbl MEXKILY aKTEPOM U 3PUTEJIEM.

['on oT roga akTMBHOCTB TeaTpa Ha

VJIMLAX “TOYKHOM CTOJIMIBI” BO3pacTaer, a
HEKOTOpbI€ MPOEKThI CTAHOBSITCS YACThIO
abCypAHOH peKsiaMbl, BHE3aMHbIX KOPOTKHUX
npeacTaBaeH|i U mpounx Gopm myGAUUHOTO
BBICTYTIJIEHHS.

BakHo# Bexoli /151 TeaTpa cTaJ
criekrak/b «[Ipsimo mo Tose 6u» (2013),
KOTOPBIH 0603HAYMJT €0 KaK TpakKIaHCKUH
TeaTp, TECHO CBA3aHHbIH C TOPOACKOH
CPENOH M COLMABLHON PeasibHOCTBIO
Anmatbl. DTOT nepuoj 03HaMeHOBAJICS
repeocMblC/IeHHEM CLIEHHYECKOro
NPOCTPAHCTBA, BKJOUYas co3lanue OoJee
YIOTHOH M 5CTeTHYHOH 0OCTaHOBKH J1axKe B
YCJIOBHSIX MO/IBAJILHOTO aHerpayHia, 4to
CTaJI0 BO3MOKHbBIM OJ1arofiapsi nojyjiepake
Ka3axCTaHCKoro 6M3Hec-coob11ecTBa.

Teatp Aprtulllok Tak:ke okaszaJcst
HOBATOPOM B 00JIACTH JIEIOBBIX
KOMMYHHMKAUMH W TapTHEPCTBA, YTO
MPUBEJIO K ero nodeae B HOMUHALUK
«Jly4unii npoekt B 006J1acTH GU3HeC-
KOMMYHHUKaLMH» NpeMUH « AK MepreH»

B 2017 rony. Boiurpas cpean Takux
KOHKYPEHTOB, KaK MOOUJIbHbIE OMTePaTOPbI

u 6anku, Aptulllok nokasan, uto TeaTp
MOXKET MPeyCIeBaTh He TOJbKO B UCKYCCTBE,
HO U B 3 eKTHBHOM NPOJIBUKEHUH GpeH/a,
paspyliast CTepeoTUIbl 0 BO3MOKHOCTSIX
TeaTpasIbHOro NpoeKTa B OU3HeC-cpejie.
(A.Tapacosa)



Bo BpemeHa cTaHoOBJ/IeHUS TeaTpa 3a
OCHOBY Jieryla TeXHHKa HMITPOBU3aLHH
no Mapkycy LloHepy KOTOpbIi ipuexas
CO CBOMM MacTep-KJ/1acCoM B aKaJleMHIO
nckycets B Anmarthl, rie ["anuna [bsinoBa
NoyeprHyJa BIOXHOBEHHE JIIsl OTKPbITHS
COOCTBEHHOH MJIOLIAKH, MOMYJTH3HPOBAB
JIAHHYI0 TEXHUKY M MHTEPUPOBAB €€ B
Ka3axCTaHCKoe TeaTpajibHoe MPOCTPAHCTBRO.
J17151 MOJTHOTBI KAPTHHBI CTOUT OTMETHTh,
YTO TeXHHUKA HMITPOBU3ALUH JUIsl aKTePOB
Obljla HEKOM HEJOCTHXKUMOH U OTUACTH
HEJIOCTYTTHOH BEJIMUHUHON, TTPUCYILEH
TOJIBKO MPO(eCCHOHABLHBIM MacTepaM.
Torna kak [Honep TpaHncaupoBas B cBoeM
MacTep-Kaacce Uieto o pacluMpeHUn
MMIIPOBH3ALMHK aKTepoB Jito6oro macturada
M OMbITA, TEM CAMbIM CHUMAsI 3aBeCy
“NpUBUJIETHPOBAHHOCTH C IAHHOH
TEXHUKH, YTO L1IJIO BpPA3pe3 C YCTOSABLIMMHUCS
TPaJMLIUSIMU TOCTCOBETCKOM CLIEHBI.

[IepBoe Bpemst akTepbl TeaTpa CTaBUIIH
CMeKTaK/IM 6e3 KOHKPETHBIX KJIACCHUECKHUX U
COBPEMEHHbIX IbeC, OMSITh XKe, AaBast BOJIO
MMITPOBHU3ALIMH C CYIIECTBYIOIIMMH U
BbllyMaHHbIMH UCTOPUSIMH. Takum o6pazom,
teatp Aptulllok nocraBus Ky/bTOBbIE
CrieKTak/M, BKtodas “[arapun” u
“Kaoynbt” (pexkuccep [anuna [bsiHoBa),
KOTOpbIe ObLIU Pe/ICTaBAeHbl Ha GoJiee uem
45 KpynHbIX TeaTpasbHbIX pecTrBassix. B ero
periepryape TakxKe OblIH CIIEKTAKJIH,
OCHOBAHHbIE Ha JIUTEPATYPHbBIX
npoussesieHusix, Takue kak “11.11.11
(Konuept Ne 2)” o noa3uu bponckoro niu
“Buno 13 olyBaHUMKOB” 110 MOTHBAM poMaHa
Past Bpan6epu, “Toscras Tetpans” AroThl
Kpucrod, “Koposa” Auapest [ Tnatonosa nim
“Axkomnanuaropiia’” 1o nopectd Humbl
Bep6epoBoti (pexkuccepbl MOCAEAHHX TPEX
— Anna 3uHoBbeBa u3 HoBocn6upeka).

BosBpatuasich k cliieHorpaguu
HE3aBUCHUMOH MJI0LLA/KH, OHA TOXKe
roTepriesia CBOM H3MEHEHHs], 4ero
TpeOoBaM HOBOOOGPA30BABIIUECH TPATAULUN
COBPEMEHHOH (hOPMbI CMIEKTaKJIEH.
OueBuHO, B repBble rojibl, He UMest
60/IbLINX (PUHAHCOBBIX M TEXHUUECKHX
pecypcoB, MPUXOANJIOCH M0JIb30BATHCS

MaJIbIMH U TOJIPYYHBIMH BO3MOXKHOCTSIMH,
B BHJIE JIeLlI€BbIX MAaTEPHAJIOB, YTO, B CBOIO
ouepesib, HA060POT 1ABAJO TOMIOK /151
MMIPOBU3ALIMH XY02KEeCTBEHHOH (hOPMBI,
JloMast yCTOSIBILIMECS] [IPE/ICTABJICHHUS O
cueHorpaguu. Bekope K TeaTpy nNpUMKHYJT
HbIHE MOCTOSIHHBIN Xyn0KHUK ApTullloka —
AHTOH BoJIKYHOB, MPaKTHKYIOLIHE 0COObIH
JKaHp — Tearp Xyl0XKHHUKA.

Ha nanublit MoMeHT Bo BpeMeHH, ¢ 2008
rojia, TeaTp UMeeT CBOEro MOCTOSIHHOTO
Xy/l02KHHKa B Jivilie AHTOHA BoJikyHOBa,
KOTOPbIH CBOMM MacTepPCTBOM MEHSIET,
JIOTIOJIHSAET U TpaHChOPMUPYET Napajurmy
CaMoM MJIONIA/IKH, MEPHUOUUECKH BLICTYTAs
1 peXKUCCepoM, Co3/laBast TeaTp Xy10:KHHKa
Ha ClieHe.

Hecwmotpst Ha 3HauuTeIbHBIE
pas3nyMs B HHAMBHyasIbHbIX MTOJX0/AX,
TeaTpaJsibHble MacTepa 00beIuHe b
TEM, UTO UX TIOCTAHOBKH MPEICTABJISAIOT
cOOOH MJIacTHYeCKOe HCKYCCTBO,
pasBopauuBalolleecs B ClIeHUIeCKOM
MPOCTPaHCTBE U BpeMeHH. B ocHoBe 1x
pabOoThl JIEZKUT KOMITO3ULIMOHHAS! CTPYKTYPa,
CO3/1aHHAST PEIKUCCEPOM-XYIOKHUKOM,
KOTOpast BKJoYaeT B ceOsi aKTepcKoe
JIeHCTBHE W TPAJIMLIMOHHbBIE TeaTpaJsibHble
9JIeMEHThI, TaKHe KakK BepHasibHble 1
3BYKOBbIE CPEICTBA BbIPA3UTENBLHOCTH.
«ITH pexKUCCePbl-XYI0KHUKH MbICJSAT
KaTeropusiMM MJacTHIeCKOT0 HCKYCCTBA U
BBICTPAMBAIOT IPAMATHUECKUH CIOXKET MO
3aKOHaM BM3yaJslbHOro nekycerBa» (Tearp
XYJIO2KHHKA ).

['panuua Mexx1y MacTepamu TeaTpa
XYIO’KHMKA U MX KOJIJIEraMu, KOTOpble
HauMHAJM KaK clueHorpadbl 1 3atem
MepPeXo/IJIN K pexKUccype, 3aKIoyaeTcs
B TOM, UTO M0CJIe/IH1Ee, OCTaBasiCh B
paMKax TpajuIMOHHOrO TeaTpa, Jullib
TMOBbILLIAIY YPOBEHb BU3YaJIbHON
KyJIbTypbl TocTaHoBOK. OHHU MPoaoJKaIH
paboTaTh B KOHTEKCTE JIMTEPATYPHOTO
WJIM MY3bIKaJIbHOTO OMePHOr0 TeaTpoB,
O/IHOBPEMEHHO 0(hOPMJIsisl CBOM CIIEKTAKJIN
(nanpumep, I'. Kpar, C. Jlazapanuc
B Aursinn, M. nensuos u Hukounad
Axumos B Poccun, @. [Izedhdupesu B
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Wranuu u npyrue). « Macrepa Tearpa
XY/JI02KHMKA CTPOSIT CBOM MMOCTAHOBKH Ha
MPUHIMIAX TJIACTHYECKOTO UCKYCCTBA, B
OTJIMUKE OT ClieHOrpadoB, yCHINBAIOLINX
JIMLIb BU3yaJsIbHYIO YaCTh TPAJHLMOHHbIX
nocraHoBok» (TeaTp xynoxxuuka).

Auron BoskyHoB, Mactep, KOTOpHIi
OLLYTHJ HEOOXOJAUMOCTb BbIPa3HTh
CBOE BHJIEHHE MUPA, )KU3HU U YesloBeKa
yepe3 yHUKaJIbHbIE Xyl102KECTBEHHbIE
cpenctsa. st cuieHorpadoB nepexos
K TeaTpy Xy[0:KHHKA POUCXOAUI B TOT
MOMEHT, KOTJ1a OCHOBHBIMH BH3yaJsIbHBIMH
3JIeMEHTaMHU [MOCTAaHOBKH CTAHOBHJIUCh
He TOJIbKO ClieHorpaduueckue 00beKThl,

HO U camu akTepbl. Takum oOpazom,
KOMIO3HIIHH CLLEHHUECKOT 0 IeHCTBUS
npuoOpeTasu GUTypaTHBHBIN XapakTep, TJie
aKTepbl CTAHOBUJINCh YaCThIO BU3YasIbHOM
CTPYKTYPbI CIIEKTaKJIS.

Teatp XynoxkHuka, Kak yHHKaJbHas
(opma ClieHHYeCKOro TBOPUeCTBa,
OTJIMYaeTCs Cyry0o HHAMBHLyalbHbIM
XapakTepoM: OH CYLECTBYET TOJbKO J10
TeX 1op, 1oKa TBOPHUT €ro OCHOBATE/b,

M IpeKpallaeT cBoe CylleCTBOBaHHe
BMeCTe ¢ 3aBeplleHHeM ero TeaTpanbHoON
kapbepbl. HoBbiil Teatp XynoxkHHKa MOXKeT
BO3HUKHYTb JIMLIb TPH YCJIOBUH, YTO IPYToM
Npe/cTaBUTe b MIACTHUECKOr0 UCKYCCTBA
MOYYBCTBYET NOTPeOHOCTb U OyaeT
criocobeH paboTaTh B TOM HalpaBJICHHH.
«ITOT BUJ T€aTpa He UCUEe3HET,

MIOCKOJIbKY €r0 BJIMSIHHE HAa BU3YaJlbHYIO
KYJIbTYpY TPaJMLIMOHHbBIX IpaMaTHYeCKHX

1 MY3bIKaJIbHbIX CLIEH MTPOJ0JIKAET
yeunuBatbesi» (Teatp xynoxkHuka). CBsidb ¢
TeaTpoM ApTHIIOK CTaJjia OUeBUIHOM, Korjia
rcKyceTBo AHToHa BoJikyHoBa Briiesioch B
ero MpoCTPAHCTBO, MPHUIABAsi HOBbIE KPACKH
1 POPMbI TBOPUECKOH MATUTPE TOTO
Tearpa.

Kak ormeTnsia Enena Kosasbckas B
CBOEH JIEKIIMM O COBPEMEHHOM TeaTpe Ha
¢ectuBane Ipama.kz, rocynapcretnbie
TeaTpbl 3a4aCTyl0 He PUCKYIOT
IKCIePUMEHTHPOBATL U YIEJSIIOT MeHbllIe
BHUMaHHs1 TPOPabOTKe MOCTAHOBOK.

ITO CBSI3AHO C TEM, YTO TaKHe TeaTpbl

MPOJIOJIKAIOT MOJY4aTh TOCYapCTBEHHOE
(huHaHCHMpOBaHHE HE3ABUCUMO OT ycrexa
CBOMUX CIleKTakJel. B otyinune ot HUX,
HE3aBUCUMBbIE TeaTpbl BBIHYK/ICHbBI
OpPUEHTHPOBATHLCS HA KOMMEPYECKHUH ycrex
KaXKJI0M [TOCTaHOBKH, YTOObI 00€CIeunuTh
CBOE JlaJibHelIee CylIeCTBOBAHUE, UTO
3aCTaBJIsSIeT UX CTPEMHUTLCS K MAaKCUMAaJIbHOH
NpUOBIILHOCTH /IS TIOJIEpaKaHUs pabOThl U
caMo(hMHAHCHPOBAHHUSI.

PesynbTarthl

3a 25 JieT, 4To «CyLeCTBYeT Tearp,
OH OblJ1 PA3HBIM: U YJIUYHBIM, U JIaxKe
PEBOJIIOLIHOHHBIM, HO B MOCJIHHE
HeckoJbKo JieT y Aptulllok penyrarus
00111eCTBEHHO-TOJIMTHYECKOTO TeaTpa.
Ha camom niesie youuHbli Teatp He
TaK JlaJieK OT TeaTpa o6LIeCTBEHHO-
MOJUTHYECKOT0. YJUUHbII — Teatp,
MOJIHUMAIOLLHMI COLMa/IbHble TEMbI. DTO
MPUHIMI HAPOHOTO TeaTpa, TeaTpa s
JIOJIEH, TOBOPSILILETO O TOM, UTO HX BOJIHYET»
(ITbstHoBA).

Mwmest B penepTyape criekTakib «YsT»,
OH HEeKHM 00pa3oM npejyrazial coObITHS
sauBapst 2022 roaa 3a 6 JieT 10 caMux
noJITHYeCKUX notpsiceHuit. CrekTakib
coznaBaJcst pH CoJIeCTBUM MOJUTOJIOTA
Hocbima CarnaeBa, u OblJ10 04eHb BazKHO
yeaiblath ero Mmuenue. Lintupys Ianuny
[TbsinoBy: «Korna st craBuia «¥ar»,
nepes 9TUM $1 iBa rofa npopaboraJsa B
Hoocu6upcke u npu Betpeue ¢ JJocbimom
51 calylllasia ero OUeHb BHUMATEJLHO.
M dunanbhas clieHa «YsT» — Mo4TH
JIOCJIOBHOE BOIJIOLLEHHE MOC/EIHHX
cTpouek ero kuuru «Kokreitsab MoJjioToBa.
Anaromusi kazaxckoi MoJsiofiesku». Kak
51 9TO ycJbliaga, s 1 nocrasusaa. OH
ckaszaJi: « Mbl cHIUM B 1leHTpe AsiMaThl,
nbeM KoeeK U He J0raiblBaeMcsl, CKOJIbKO
KOKTeHer MoJioToBa rOTOBUTCS celyac
B [Ilanbipake». M 310 Gbls1 MOI MepBbII
o6paa. 9l yBusesa 3Tux pedbaT, KOTOpble
paboTaloT Ha PbIHKAX, BOAUTEJSIMH -
KOHTpoJiepaMu B aBToOycax (Torja erie
KOHJYKTOPbI CyllleCTBOBAJHN ). OHU CMOTPAT



Ha Hac, KaK Ha 3ayKpaBluuxcst 6ypkya, XoTsl
Mbl TAKMMHU He siBJsieMcsl. Ho Mbl 3T0 MM

He 0ObsicHUM. BepHee, 51 cBoell paboToil 1
NbITAIOCh PA3HBIM JIIO/IM 00bSICHUTD. U,
HaBepHOe, B TOM M €CTb [VIaBHOE OTJIHYHE
mens Toi, 2001 roga u upiHelnHed. Torna

s1 TPOCTO KakdosaJsa oT TOro, uTo s JIeJ1ako
TeaTp. CerojHst 1 CTapatoCh XOThb UyTh-4yTh
BO3IEHUCTBOBATh HA Ty YaCTb OOLLECTBA,
CHSITb HarnpsiKeHue, MPOTOBOPUThL KAKHE -TO
6oJieBble TOukH. [[poroBapuBaem 6oseBble
touku! HaBepHoe, 310 camoe BaxkHoe,

yem 3aHumaetcs ceronns Aprulllok»
(ITbstHOBA).

Tax »xe BaXKHOW TeMaTHKOU TeaTpa
SIBJISIETCS TIOJIHSITHE BOMPOCOB 513bIKa
B cTpane. ['anuna [IbsiHoBa roBOpUT:
«TearpasnbHoe paznesenue Belb HaM
HaBsi3aJ1a COBETCKasi BlacTh — pyccKas
Tpynna, Kazaxckast Tpyrnma, yurypckas,
HeMellKasi. ¥ Teatpa joJKeH ObiTh KaKO-
TO cBO# s13bIK. [[OHSITHO, UTO, €c/iM 5TO He
MaHTOMUMA U He TJIACTHYECKUI CTIeKTaK/Ib,
9TO BCE rOpasjio CJI0KHEe MPOUCXOUT»
(ITbsinoBA).

Cuenorpadus teatpa Aptulllok
BOIMJIOUIAET BU3YaJIbHYIO H SMOLMOHAJIBHYIO
rJIyOMHY COLMAJTBHO-TTOMTHYECKHX
TEM, MPEJICTABAEHHbIX B HX CIEKTAKJISX.
Mcnosb3yst HHHOBALIMOHHbBIE METO/1bI
MCKYCCTBA M HAayuHble PUHLMIIbI
COLMAJIbHON aHTPOTIONOTHH, ClieHOrpadbl
TeaTpa Co31aloT MPOCTPAHCTBA, KOTOPbIE
CTAHOBSITCS 3€PKAJIOM /151 ayJIUTOPHH,
OTpax<asi uX BOJIHEHHUs U aMOUBaJIEHTHbIE
yyBcTBa. Takue criekTakiu, Kak <« YsT»,
coOpaHHble U3 00Pa30B M CIOXKETHBIX
JIMHUH, TECHO TeperJieTeHHbIX ¢
COLMAJIbHBIMU PeaUsIMU, NPEICTABISIOT
co00# yHUKaJbHble MO3auKH. BuayasnbHas
KOMITOHOBKA Ha ClleHe He TOJIbKO MepelaeT
9CTETHUECKYIO COCTABJISIIONLYIO, HO U
CJY2KUT MeTahoprUIeCKUM UHCTPYMEHTOM
JUIs1 KOMMEHTHPOBAHUS W aHAJIM3a TEKYLLUX
00111€CTBEHHO- TOJIMTHUECKUX MTPO1IECCOB.

Mcnoib3yst HayuHble MTPUHLMITBI
cotosiornu u antpornodiorun, Aprulllok
CO3/Ia€T CMEKTAKJH, KOTOPbIE HEe TOJbKO
pasBJ/IeKaloT, HO U POBOLMPYIOT IHAJIOT U

camopediekcuio B obiiectBe. Mx pabora He
OrpaHUYMBAETCsI IPOCTO Xy[L02KECTBEHHbIM
BbIpaxKEHHEM, HO U CTUMYJIHPYET 3puTeJiet
K Pa3MblLLJEHHSIM O CBOEH POJIH B
o0lecTBe U 0 TOM, KaKue H3MeHEeHHUsI

oHu MoryT BHecTH B Hero. Aptulllok elie
yeThlpe rojia Ha3a/l MJaHUPOBAJ «aKTepPCKHe
IKCMEJUIUU» — M0E3JIKH B pasHble ropojia

¢ 3aaueil Kak coOupaTb TBOPYECKHUH OIbIT,
TaK 1 CO3/1aBaTh YTO-TO OOLIECTBEHHO
BaxkHoe. [TepBoil 3 Takux MorJia cTaTh
noesaka B ATbipay, HO M3-3a KapaHTHHA

9TH MJIaHbI PHULLJIOCH OTMEHHUTL. B 3TOM
rofly MosiBUJach BOSMOXKHOCTb peaJjiu30BaTh
UICH0.

['anuna ITbsiHoBa nosicHsieT Takeke: «Hac
3auHTepecoBaJa cyapba Kanuaras, tTenepb
KoHnaesa, — roposa, KOTopoMy HexK1aHHO-
HerajlaHHo JI0CTaloCh TaKoe UMsl U HOBbIE
BO3MOKHOCTH. DTO TAKOH HAaceJIeHHbIH
MYHKT, K KOTOPOMY Mbl BC€E IOCTATOUHO
NOTPeOUTe/IbCKH OTHOCHMCS1, MIPHe3KaeM
Ha MJIS2KHBIA Ce30H, 1M0JIb3yeMcsi KAKUMH -
To GJ1araMu, HUUEro TaM He OCTaBJIsIS U He
BKJa/bIBast. M Ham 3axoTesioch cnenath
CMEeKTaKJ/b 0 HaJIeXKjle Ha NepeMeHbl,

0 KaKOM-TO BO3MO2KHOM, XOPOILIIEM,
KJ1aCCHOM OyJlyllleM, KOTOPOE eCTb Y 3TOr0
ropozia My pyrux MaJieHbKUX TOPOJIKOB.
[ocynapcerBo 06b1uHO 06513yeT Beex ObITh

Ha MO3UTHBE M TALLKT BCEX HAC «B paK».
MHoro HeconaMepUMbIX MaciTaboB. A Mbl
Juis1 ce6s1 BbiOpaJsiu Maciltad, KOTOPbId Mbl
MO2KEM U3MEPHUTb, FOPOJl, B KOTOPbIH MOXKEeM
€3/IUTh, CTaTh €ro YacThio, HAUTH repoeB»
(Kax Bbl ropos HazoBéTe).

HesaBucumble TeaTpsbl puBJieKaloT
3puTeJsieil CBOMM KaMepHbIM (hopMaToMm,
KOTOPBIH Cr1OCOOCTBYET YCTAHOBJIEHHUIO
TECHOH CBSI3H MEXK/1y 3pUTEJIEM H
TBOPLAMM T€aTPaASbHOTO MPOJIYKTA.

ITOT hopMaT He TOJbKO MPUOJIHKAET
nyGJIMKY K ClIeHHUeCKOMY JI€HCTBHIO, HO

¥ Co3aeT YCJI0BUS /15 )KHBOTO MaJiora 1
BOBJICYEHHOCTH B Mpoluecc. Kak otmeyaer
Ouibra MaJiblllieBa, Takoe B3aUMoJIeCcTBHE
M03BOJISET 3PUTEJIAM OLLYTHTh ceOs1 YacThblo
He TOJIbKO 3pPUTEJIbCKON ayJIMTOPHH, HO

1 LIMPOKOH TeaTpasibHONW OOLIHOCTH.
(MaugbiiieBa)
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[Tomumo camoro dopmara, BazKHOH
MPUYHHON TTOMYJISIPHOCTH HE3aBUCHMBbIX
TeaTpPOB CTAHOBUTCSI BO3MOXKHOCTb
BLIOHPATH MOCTAHOBKH, 3aTparuBaiolime
aKTyaJlbHble TeMbl, KOTOPbIE HAXOIST
OTKJIMK Y KOHKPETHOH ayiuTopuu. Kaxipli
CMEKTaKJb CTAHOBHUTCS MIPOCTPAHCTBOM
17151 0OMeHa B3IJIslaMH U [epesKUBAHUSIMH
Ha 3HAYUMble 0OLIEeCTBEHHbIE U
KyJIbTypHbIE BONpochl. B urore, y Kaxioro
HE3aBUCHMOTO0 TeaTpa CKJa/blBaeTcs
YHHKAJIbHAsI ayIMTOPHS], COCTOSILLAsT U3
JIIOJIel, 3aMHTEPECOBAHHbBIX B HCKYCCTBE,
KOTOpOE He TOJIbKO pa3BJieKaeT, HO 1
103BOJISIET [T0UYBCTBOBATH CONPUYACTHOCTD
K TBOPUYECKOMY TpoLieccy U 00CyK1aeMbIM
TeMaM.

OCHOBHbIE MONIOXEHUS

1. BoisiB/ieHBI KJIIOUEBbBIE STATb
pa3BuTHs cueHorpaduu HechopMasbHbIX
TeaTpoB ¢ KoHla 90-X rojloB B KOHTEKCTe
JOCTHKEHHST CAMOUIEHTH(DHUKALMH.

2. CoOpaHbl ¥ MpoaHaJM3UPOBaHbI
JIaHHbIe M apXUBbI MIPEJICTABJIEHHbBIX B CTAThe
TEaTPOB, PEKUCCEPOB U XYI0KHUKOB.

3. [1poananuaunpoBas clieHorpaduio
He3aBUCHMbIX T€aTPOB, ObIIH BbISIBJIEHbI
MCTOKH CTaHOBJICHHUS IAHHOH cephl.

4. IlpoBeneH cpaBHUTENLHO-
COMOCTABUTEJIbHBIN aHAIU3
clieHorpadpuu He3aBUCUMBbIX TIJIONIAJIOK C
rocylapCTBEHHbIMHU TeaTpaMHu.

5. O6cyxIeHbl 001eXapakTepHble
4yepThl B clieHOTpaduy BCeX He3aBUCHMBbIX
MJIOLIAJIOK U UX CBSI3YIOLLME (haKTOPBI.

6. O60ocHOBaHbI pus0CcO(CKUE U
npakTHUeCKHe KOHIIENIHMH ClieHorpadun
He3aBUCHMbIX TeaTpoB KaszaxcTtaHa B cBeTe
MHPOBBIX TPEHIOB.

7. IlpumeHéH MeTO/L HHTEPBBIO 1151
c6opa JaHHbIX O COBPEMEHHBIX MOJIX01aX U
CTpaTerusix, HCMOJIb3yeMbIX PEeXKUCCEPaMU
He3aBUCHMbIX TeaTpoB KasaxcTaHna, uto
MO3BOJIUJIO TJTy02Ke MOHATh X TBOPUYECKHE
MPOLECCHI U B3TJIsA/Ibl HA PA3BUTHE TE€ATPOB.

8. BhbIsiBJIeHbl COBpeMEHHbIE TeHEHLHH
U TIOJIXO/Ibl B CLieHorpathuu U pernepryape

He3aBUCHMbIX TeaTpoB KasaxcraHa, B
TOM UMCJIe aKLIEHT HAa HHTEPAKTHBHOCTD,
MHHHMaJI3M 1 OTpaxkKeHHe aKTyasbHbIX
COLIMAJILHBIX TEM.

9. OcylecTB/IEH aHAU3 BJIUSIHUS
JIEKOJIOHU3A1IMH HA PA3BUTHE HE3aBUCHMbIX
TeaTpoB KasaxcraHa, 4To no3BoJiuiio
OCBETHUTb MPOLIECC UX CAMOHEHTH(UKALIHH
1 0CBOOOXKIEHHST OT [TOCTCOBETCKOrO
KYJIbTYPHOT'O HACJIEIHS.

10. PacemoTpeno, Kak ujieu
JIEKOJIOHHAJIBHOCTH CI1O0COOCTBOBAJIH
CO3JIAHUI0 YHHKAJIBHOTO Xy/10?KECTBEHHOTO
s13blKa He3aBUCHMBIX TeaTpoB KazaxcraHa,
BbIpakalolllerocs B creluduieckon
clieHorpaduu U perepTyapHOd MOJHTHKH.

3aknwyeHue

AHasiu3 1aHHOM MPYIIbl U BLICTYTIEHHH
BBISIBUJ XapaKTepHble METO/Ibl
paboTbl, 9CTETHKH U ApamMaTypruu
HerocyJlapcTBEHHOro TeaTpa
Kaszaxcrana. OcHOBHOe BHUMaHHe
YARJAJIOCH TOCTAHOBKAM HE3aBHCHMBIX
Xy102KHUKOB U Teatpy Aptulllok.
Pa6oTbl, paccMOTpeHHble ¢ pa3HbIMH
JIMUCKYpCaMH, CTaJI Pe3yJ/IbTaTOM Pa3HbIX
XYJI02KE€CTBEHHBIX POLLECCOB U MPAKTHKH.
B ux ocHoBe siexka/iu pasHble uieu
TeaTpa. OJHaKO HEKOTOpble 0COGEHHOCTH
CTaJId OYEBUIHBIMH, UTO MOXKHO CUUTATh
XapaKTepHbIM JIJ1s HE3ABUCUMOTO TeaTpa
nocTcouuamMcTuyeckoro Kaszaxcrana.
OnwucaHHbie 371eCh Ipymnbl U
BBICTYTIJIEHUST OObEAUHSIET CUIIbHAS
HarpasBJIEHHOCTb Ha OBITOBbIC TEMBI.
Xy/02KeCTBEHHOE MTPOTHBOCTOSIHUE C
MOBCEIHEBHON PeasIbHOCTBIO, TSXKEJ0e
noJioykeHue obuiecTBa, 06UIbl U MPOOJIEMBI,
4aCTO ABJAIOTCA OCHOBOU TeaTPaJIbHOM
pabGoThl, MPH KOTOPOH TeaTp NMOHUMAETCS]
He KakK [pocTasi I0CTaHOBKA TEKCTa, a KaK
XY[02K€CTBEHHBIH NPOLEeCcC, 000CTPSAIOLINHI
BOCIIPHATHE 3pUTEJIEM IT0BCEIHEBHON
JKU3HH U, B JIy4LLEeM cJiydae, MeHsieT ero.
Takoe nonnmanue Teatpa pasaessiior Bece
XY/I02KECTBEHHbIE JIeATEJ/H, BK/IOUEHHbIE B
JIAHHOE UCCJIeloBaHHe.



CBsI3b MEXKTy Xy/102KECTBEHHON
NPaKTHKON U MOBCEJHEBHBIMU NTpoOIeMaMH
CTaBUT BOIPOC O POJIM ayAUTOPHH.
XapakTepHocTh pabOT HE3aBUCHUMOTO
TeaTpa — 3TO BOBJICUEHHE 3PUTEJIs B
XY[07KeCTBEHHbIE COOBITHS. DTO HE
00513aTeIbHO 03HAYAIOT, YTO 3PUTEJH
ABTOMATHYECKH CTAHOBSITCS aKTHBHBIMU
MIPOKAMH.

M36erast 06bIYHBIX BU3YaJIbHBIX
BIeYyaT/JeHUH, ayJIMTOPHS] y2Ke CHJIbHEe
y4acTBYyeT B TeaTpasibHOM Tpolecce. AToro
MOZKHO JIOCTHYb, HAITPUMep, HCTIOJb3Y5I
HeTpajMLIMOHHbIE apaHKUPOBKH Ha CLieHe
WJIH C TIOMOIIIbI0 0COO0H NMojavuu akrepa,
Kak B crniektakJje «Ilecennux» (2018).
3puTesb He MOXKeT YHTH OT MPOUCXOASILLErO
Ha ClleHe U 3aHUMaEeT aKTUBHYIO MO3UIIUIO
OTHOCHTEJILHO TOTO, YTO TPEJICTaBJIEHO.
EcTb Tak:ke CX0JACTBO B MeTo/1aX paGoThl
He3aBUCHMBIX rpynr. OHU yacTo paboTaioT
KOJIIEKTUBHO, M OTIEJbHBII IMPEKTOP
neqaet war Bnepe. OnbiT, KBasuUKaLus
¥ TaJIaHThl OT/IE/IbHbBIE UJIEHbI TPYTTbI
YJYyYLIAIOT Xy[L02KECTBEHHYIO paboTy.

Ha ocHoBanuu craniapTHoro aHa/jauaa
CTaJI0 OYEBUIHO, UTO HE3aBUCHMbIH TeaTp

B KazaxcraHne 3auacTyto HeBO3MOKHO
OTHECTH K ollpe/lesieHHOMY »KaHpy. XoTsl
BCE OTJIe/IbHbIE TOCTAHOBKH B OCHOBHOM
NpeJCTaBsIOT CO60H YCTHBIH TeaTp,
AKLIEHT B BBICTYIJIEHHSIX OOBbIYHO JIe/1aeTCsl
He TOJIbKO Ha TekcTe. HesaBucumyto
TeaTpaJibHyt0 paboTy CKOpee MOKHO
0XapaKTepH30BaTh KaK TPaHCMEIUHHYIO
NpakTuKy. HezaBucnumblie KOJIEKTHBBI
UCITOJIb3YIOT pasHble XKaHPbl U CPEICTBA
MaccoBOH HHpopMalMK U OObEUHSIOT UX B
TeaTpaJibHLIA Mpoliecc.

HesaBucumas TeatpasibHas cueHa B
MOCTCOLHMAMMCTHUCCKHX CTPAHAX 0Ka3aJa
CBOI0 3(h(DEKTHBHOCTh ObITb OU€Hb THOKOH.
Ecsn nosmmrryeckast M colnaJsbHO-
9KOHOMHMUeCKasi 00CTaHOBKA H3MEHUTCS,
He3aBUCUMbIe TeaTpbl AIANITHPYIOTCS K
TaKUM U3MEHEHHUSIM U rpHucrnocabJ/uBaloTCs
K HOBbIM 06CTOsITE/ILCTBA. B TO 2Ke Bpemst
TPYAHO chOopMyIMpPOBaTh OYIylLyIO
NEePCHEKTUBY Uil BCEH HE3aBUCUMOM
TeaTpaJsibHol clienbl B Kazaxcrane. Kak u
B ITOCJIeIHHE IBAALATh JIeT, TeaTpaJjbHas
clieHa OyeT NMpojoJKaTh pasBUBATLCS B
pasHbIX HAMPABJEHUSIX, H, TAKHM 06pa3om,
Oyayulee OyeT UMETb pa3Hble NePCIEeKTUBI
U151 HE3aBUCHUMBIX TPYIIIL.
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TEATP «APTUWIOK» - KAK AKTYATbHOE HATTPABNEHWE HE3ABMCUMbIX TEATPOB KA3AXCTAHA B

OVCKYPCE XYAOXECTBEHHO-MOCTAHOBOYHbIX PEWEHWNA

Bknap aBTOpOB

A. PbluKoBa - aHanm3 u cncreMaTmsauma Mmatepuana, UCnonHeHue I'IpaKTI/ILIECKOVI 4YacTtun
nccnegoBaHms. nOﬂ,FOTOBKa o63opa NIUTEPATypbl HAa PYCCKOM U Ka3axCKOM 43blKaX C
npeasapuTenbHbiM onpeneneHnemM Hay4yHbiX TEpMUHOB. Haquoe penakTMpoBaHue
TekcTa 1 0606LeHMe NONYYEHHbIX pe3y/bTaToB.

K. XanbikoB - onpeneneHne KoHuenunn nccnenoBaHus, BbiiBieHME Kpyra 3agayd U
pa3pa60TKa MEeToA0N0rmMn nccnegoBaHua, q)OpMIApOBaHVIe TGODETVIHECKOVI 4YaCTn TEKCTa
n paGOTa C UCTOYHUKaMU CLI,EHOFpaCbIAVI M UHTEpNpeTauna NoNy4YeHHbIX aHHbIX.

ABTOpnapabiH, yneci

A. PblukoBa - 3epTTey TYKbIpbIMAAMAChIH aHbIKTay, MiHAETTEP ayKbIMbIH aHbIKTay
XXSHe 3epTTey 9liCTEMECIH 33ipaey, MaTiHHIH, TeopuANbIk, 6eniriH KanbinTacTbipy
XaHe cueHorpadus KesaepiMeH XYMbIC iCTey XXaHe anblHFaH ManiMeTTepai
MHTEpnpeTauusnay.

K. XanbikoB — MaTepuanbl Tangay xaHe xyieney, 3epTTeyaiH npakTukanblk 6enirit
OpbIHAAY. FbiNbIMM TEpMUHAEPTE aNAblH-ana aHblkTamMa 6epe OTbIpbIM, OpbIC XaHe
Kasak Tingepinaeri apebuettepre wony xacay. MaTiHAi FbIIbIMU TYPFbIAAH OHLEY XKIHE
a/blHFAH HATWXKENEpAi Xanmbinay.
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TEATP «APTUWIOK» - KAK AKTYAJTbHOE HANPABNEHWE HE3ABMCUMbIX TEATPOB KA3SAXCTAHA B
OVCKYPCE XYAOXECTBEHHO-MOCTAHOBOYHbIX PEWEHWNA

PbiukoBa AnekcaHapa
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XaabikoB Kaobla
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«APTULIOK» TEATPbI - KASAKCTAH TOYEJICI3 TEATPJIAPbIHbIH KOPKEM-OHAIPICTIK
WEWIMOEP ONCKYPCbIHOAFbBI ©3EKTI BAFbIT PETIHAE

AHHOTaums. byriHri TaHaa MeMEKETTIK TeaTpiapAbl TeaTp canacbiHAa 60/bIN XXaTKaH aNeMAiK
npoLecTep MeH AaMy TeHAEHUMSNAPbIMEH «apanacTbipy» KaXeT 60FaHAbIKTaH, Toyenci3s 6elipecMum
TeaTpiapAblH peni e3ekTi 6ona Tycyae. KOMMYHUCTIK AMKTATypaHbIH TPAaHCHOPMALMSACbIHAH KEMiHTi
KypT e3repictep 30 XbinaaH actaM yakplT 60vbl MaAEHN BaFaap MEH KyHAbUIbIKTapAbl ©3repTTi.
ArtiShock TeaTpbl ©3iH-63i aHbIKTAy AMCKYPCbIHAAFbI XanblKapablK TaXipMOEHi HacMxaTTanabl XaHe
M3AEHM NapagurMmanasbl COHFbl 83repicTepiH, kewobacLbicbl 60bin Tabbinagbl. 3epmmeydiH MaKkcamsl
- KasakcTaHaarbl MEMNEKETTIK aHe Tayesci3 ApTulLlok TeaTpbiHbIH, CLLeHOrpadUsabIK,
epekluenikTepiHe CbiHM Tangay xacay. MiHaeTTepi: TeaTp XaraaibiHa aHe berpecMu TeaTp
anaHAapbiHbIH Nainaa 6onybiHA SNeYMETTiK-MaAeHM Tanaay Xypridy; YCbiHbIIFAH TeaTpiapaaH MyparaT
[EPEKTEPIH XXMHAY XaHe Tanaay, Tayesncis
«ApTulllok» TeaTpbIHbIH, pexxuccepnepi MeH apTicTepiMeH cyxbaTt. 3epmmey adicmepi: TeaTp XaFaanblH
XoHe b6eripecMu TeaTp anaH4apbIHbIH Nakaa 60nybliH aN1eyMeTTiK-MaAeHM Tangayabl 6aFanay ywiH
[eLLeHTpanmn3aums XaHe canbiCTbipMaibl Tanaay, 3epTTeNeTiH TeaTpiapAaH MyparaT AepekTepiH XuHay
KOHe Tangay YLiH, pexmMccepnep MeH CypeTlinepMeH cyxbatrap, CTaTUCTUKANbIK a4icTeMenik-
TaCinAep KonAaHbabl; Toyencis Kasak TeaTpaapbiHbIH, CLLeHOrpadusaCchl Typasbl TAPUXU LePEKTEPAI
TOJbIK, TanZay yWiH dopManbibl TAapuxu aaicTep KonaaHbinabl; beipecMu nnatdopmanap yarinepiHin,
KepKeMAiK KypaMaacTapbiH KyiepMeH CabICTbIPy YLLUiH TMMOTETUKANbIK XKOHE CbIHU Tanaay aaicTepi
KongaHblnabl. Homusenep: 90-binfapAblH asfbiHaH 6actan 6eipecMu TeaTpnapabiH,
CLeHOrpadmsCbiHbIH, LaMYbIHbIH, HETI3r Ke3eHAepi 63iH-63i CaKecTeHaipyre 6ainaHbICTbl aHbIKTaNAbl;
Makanana KepceTinreH Teatpaap, pexumccepaep MeH CypeTLinep Typasbl 4EPEKTEP MEH MypaFaT
YKMHaKTanbIM, TanaaHabl; Aepbec TeaTpaapAbiH, CLeHOrpadumsaChl TanaaHabl, OHAA OCbl CanaHbiH,
KanbinTacy 6actaynapbl awbinmbl; 6apablK TOyenci3 TeaTp anaHaapbl CLeHorpadbusacbiHAaFbl 0pTak,
6enrinep xxaHe onapabl 6annaHbICTbIpaTbIH GakTopiap aHbIKTanabl; KasakcraHaarbl Tayencis
TeaTpaapfa apHanfaH cLeHorpadusHbiH, GUIOCOPUANBIK KOHE NMPAKTUKANbIK TYXKblpbiMAAManapsbl
NEeMAIK TEHAEHUMANAP ascbiHAa Herisaeneni. KazakcTtaHaasbl Toyencis TeaTpiapabl 3epTTeyain,
©3€eKTiNiri onapablH enaiH MaAEHW 0PTAChIH XXaHAPTYAaFbl MaHbI34bl peniiMeH, acipece xahaHabiK,
TeaTp/blK KarTa Kypynap @oHbiHaa 6annanbictbl. ARTISHOCK cuskTbl Toyencis Teatpnap anemaik
TeHAeHUMsNapFa berimaenin, TeaTp NPoOLECiHE SPTYPAINiKTi €Hri3e OTbIPbIM, XaHa KepPKEM
dbopMaTTapapl acanapl. MyHaan TeaTpnapablit, CLeHOrpadusabiK KOHLENUMANAPbI WblFapMaLUbIbIK,
€PKiHAIK NeH M3AEHMU AMANOT KYHALUIbIKTAPbIH KOPCeTei, MEMIEKETTIK TeATPAAPAbIH, KETICNENTIH
OPHbIH TONTbIPaAbl XXOHE YNTTbIK TeaTp CanacbiHbiH, ©3iH-63i TaHybIHA bIKMaAN eTea,.

TyiiiH ce30ep: nekonoHManabl Taxipunbe, aeueHTpanusaums, KasakcTaHHbIH Tayenci3 TeaTpiapbl,
CypeTLWi TeaTpbl, TOYENCi3 TyKblpbiMAAP, cnekTakabaep, Aptulllok, TeaTpablk npouecc.

Aaiiekce3 ywiH: PblukoBa, AnekcaHapa xaHe Xanblkos Kabbin. «kAPTULLIOK» Teatpbl — KasakcTtaH
TOYEJICi3 TeaTp/apblHbIH, KEPKEM-BHAIPICTIK WelliMaep AMCKYPCbIHAAFbl 63eKTi 6arbiT peTiHae». Central
Asian Journal of Art Studies, T. 9, N2 3, 2024, 216-235 66., DOI: 10.47940/cajas.v9i3.938

Asmopnap KomazbaHblH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl daHe Myddenep KallblibIFbl }OK
ekeHOi2iH MasimOeliol.
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THEATRE “ARTISHOK”-AS A CURRENT DIRECTION OF INDEPENDENT THEATRES OF
KAZAKHSTAN IN THE DISCOURSE OF ARTISTIC AND STAGE DECISIONS

Annotation. Today, the role of independent informal theaters is becoming relevant when state
theaters need to be diluted with global development trends occurring in the theatrical process. The
dramatic transformations following the transformation of the communist dictatorship have changed
cultural orientations and values for more than 30 years. The ArtiShock Theater promotes international
experience in the discourse of self-determination and is a leader in the latest changes in the cultural
paradigm. The purpose of the study is a critical analysis of the scenography features of the state
and independent ArtiShock Theater in Kazakhstan. Objectives: to conduct a sociocultural analysis
of the theatrical situation and the emergence of informal theater venues; collection and analysis of
archival data from the presented theaters, interviews with directors and artists of the independent
Theater “ArtiShock”. Research methods: to assess the sociocultural analysis of the theatrical situation
and the emergence of informal theater venues, the method of decentralization and comparative
analysis was used; to collect and analyze archival data from the theaters under study, interviews
with directors and artists, the method of statistical data, analysis, survey, and interviews was used;
For a complete analysis of historical data on the scenography of independent Kazakh theaters,
formal historical methods were used; To compare the artistic components of the models of informal
platforms with state ones, hypothetical and methods of critical analysis are used. Results: key stages
in the development of scenography of informal theaters since the late 90s have been identified in
connection with obtaining self-identification; data and archives of the theaters, directors, and artists
presented in the article were collected and analyzed; the scenography of independent theaters was
studied, in which the origins of the formation of this sphere were revealed; common features in the
scenography of all independent sites and their connecting factors were identified; the philosophical
and practical concepts of scenography for independent theaters in Kazakhstan are substantiated in the
light of world trends. The relevance of researching independent theaters in Kazakhstan is determined
by their significant role in revitalizing the country’s cultural environment, particularly against the
backdrop of global theatrical transformations. Independent theaters, such as “ARTiSHOK,” create new
artistic formats, adapting to international trends and bringing diversity to the theatrical process. The
scenographic concepts of these theaters reflect values of creative freedom and cultural dialogue,
filling a gap that state theaters lack and fostering the self-identification of the national theatrical
sphere.

Key words: decolonial practice, decentralisation, independent theaters of Kazakhstan, artist’s
theater, independent concepts, performances, ArtiShock, theatrical process.
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Abstract. The study focuses on the significance of metaphor as a fundamental stylistic device in
contemporary Kazakhstani painting, exploring its ability to convey complex cultural and symbolic
meanings. The aim of the study is to analyse how metaphor contributes to a deeper understanding of
cultural identity and heritage, helping to enrich contemporary artistic expression in Kazakhstan. The
methodology includes a comprehensive visual analysis of selected works by contemporary Kazakhstani
artists. The study relies on interdisciplinary approaches, combining art history, cultural studies, and
semiotics. It investigates how metaphors are used at different levels of artistic composition - from
details to the overall structure of paintings, applying both qualitative and quantitative analysis
methods.

The analysis shows that metaphors in contemporary Kazakhstani painting serve as an important
tool for expressing cultural identity, spiritual values and continuity of ethnic heritage. The study
reveals the diversity of metaphorical expressions—from traditional folklore symbols to innovative
visual interpretations—reflecting the dynamic interaction between cultural heritage and modernity.
The discussion emphasizes the originality of the sources and the unique approach of Kazakhstani
artists who use metaphor to create powerful visual narratives that resonate with local and global
audiences. The study concludes that metaphor is indispensable in Kazakhstan’s visual arts, offering
a rich symbolic language linking past and present. The findings emphasize the practical significance
of metaphor in strengthening cultural identity and artistic expression, suggesting further exploration
of its application in broader cultural and artistic contexts. The study contributes to a deeper
understanding of the role of metaphor in contemporary art, with implications for both the academic
community and practical art projects.
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Introduction

he dynamic development and

diversity of contemporary art trends
in Kazakhstan emphasise the significant
potential of Kazakhstani artists, which
requires scientific understanding from
various scientific positions. One of the
critical aspects of this research is the study
of metaphor as a stylistic technique, which
allows for a deeper reflection of the artist’s
intention. In contemporary Kazakhstani
art, metaphor plays an important role in
deepening the understanding of cultural
contexts and symbolism. Artists use
metaphors to create powerful visual images
that resonate with the cultural identity
and historical heritage of the country
(Baytenova et al., 44).

Recent academic research emphasizes
the importance of exploring visual
metaphors. As Brian Borowcar and Kate
Thomas describe in their article Metaphors
in Art, metaphors can be used in art to

create a more profound and more emotional

experience for the viewer. They also note
that metaphors are an integral part of
culture and can be used to convey ideas,
values, and beliefs (Borowka and Thomas,

p. 43). This scholarly approach finds further

support in the work of George Lakoff and
Mark Turner, who discuss how metaphors
can convey cultural values and identity

through art, emphasising their strong
emotional impact on the viewer
(Lakoff and Turner, 45).

According to Ralph Keyson and Kevin
Tillingasti (Keys, Tillingasti), the use of
metaphor in art allows artists to create
works that evoke deep emotions and
address essential themes such as politics,
social justice, and the environment.

In “Metaphors in Contemporary
Art” (Brown). Jon Brown discusses how
metaphors are used in contemporary art
to create effect and capture the viewer’s
attention. She notes that metaphors can
be used to create controversy and provoke
thought in the viewer.

Despite the contribution of previous
research, there is a gap in understanding
exactly how metaphors are used in
contemporary Kazakhstani art to express
cultural identity and spiritual values. This
study seeks to fill this gap by exploring
the diversity of metaphorical expressions
in contemporary Kazakhstani art, from
traditional folk symbols to innovative
visual interpretations that reflect the
dynamic interplay between cultural
heritage and modernity. The originality
of the sources and the unique approach
of Kazakhstani artists in the use of
metaphors will be emphasized, making a
significant contribution to understanding
the role of metaphor in contemporary art
(Amangeldieva and Musabayeva, 227).
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The main objective of this study is
to analyze how metaphors contribute
to a deeper understanding of cultural
identity and heritage, contributing to
the enrichment of contemporary artistic
expression in Kazakhstan. By introducing
new facts, findings and recommendations,
this study seeks to improve existing
approaches and offer new perspectives
on using metaphor in the visual arts. The
results of the study will be of significance
not only for academic science, but also for
practical artistic activity, creating a basis
for further study of the use of metaphor
in broader cultural and artistic contexts
(Sharipova et al., 155).

Methods

The methodological approach of this

study is based on a comprehensive visual
analysis of selected works by contemporary
Kazakh artists, which allows for a deeper
understanding of the role of metaphor as a
stylistic technique in the context of cultural
identity and symbolism. The work uses
interdisciplinary approaches, combining
art history, cultural studies, and semiotics.
This approach provides a comprehensive
analysis of metaphors at various levels of
artistic composition - from details to the
overall structure of the paintings.

The primary research method is visual
analysis, which includes observation,
description, and interpretation of
metaphorical images in works of art. An
important aspect is the use of semiotic
analysis, which allows us to reveal the
symbolic meaning of metaphors in the
context of Kazakhstan’s cultural heritage.
This study also applies the methods of
content analysis and comparison, which
allow us to identify similarities and
differences in the use of metaphors by
different artists and their interpretations.

The experiment was organized in
several stages. In the first stage, works
created by leading contemporary artists of
Kazakhstan, who actively use metaphor

in their works, were selected. The second
stage included a detailed analysis of
these works using visual and semiotic
analysis. Special attention was paid to how
metaphors reflect cultural and spiritual
values and contribute to the formation
of national identity (Sharipova, 55). The
importance of metaphor as a tool of cultural
and artistic expression is confirmed by
studies showing its vital role in forming
cultural identity and expressing complex
ideas. Contemporary Kazakh artists actively
use metaphors to convey spiritual and
cultural values, enriching the viewer’s
experience (Krykbayeva).

The choice of methods is justified by
the desire to provide a comprehensive
understanding and interpretation of the role
of metaphor in contemporary Kazakhstani
art. Applying interdisciplinary approaches
and methods of analysis, such as semiotics
and content analysis, allows for a deeper
understanding and interpretation of cultural
symbols and meanings hidden in works of
art. In turn, this contributes to a deeper
understanding of the cultural processes
taking place in Kazakhstan and their
reflection on contemporary art.

Discussion

Contemporary Kazakhstani art is actively
exploring the use of metaphor as an
important stylistic device to convey cultural
identity and national heritage. Research in
this area shows that metaphor is a powerful
tool for artists to create visual images
reflecting complex cultural and symbolic
meanings. The results of this study
emphasize the importance of metaphor in
the context of Kazakhstani art, comparing
it with previous work by other researchers
and identifying the unique features of the
current approach.

The work conducted by Aisulu
Amangeldieva and Aizhan Musabayeva, for
example, focuses on the study of symbols
and metaphors in Kazakhstani art, focusing
on their role in preserving cultural heritage



(Amangeldieva, Musabayeva, 227).
However, unlike them, the present study
expands the scope of analysis by focusing
on the dynamic interaction between
traditional and contemporary elements

of culture, which allows for a more
comprehensive coverage of the full range of
applications of metaphorical images.

Yerbolat Karzhaubaev’s study
“Metaphor and Metaphorism in
Contemporary Kazakhstani Art”
(Karzhaubaev) discusses metaphor
and metaphorism as an integral part of
contemporary Kazakhstani art. The author
points out that artists use metaphors to
convey their ideas and emotions and create
strong emotional ties with the audience. In
“Metaphor in the Poetry of Modern Kazakh
Poets,” Diana Turganbayeva addresses
how metaphors are used in the poetry of
modern Kazakh poets (Turganbayeva). She
gives examples of poetic works in which
metaphors are used to convey complex
ideas and feelings. One such poet is
Zhasyl Kebekov, who uses the metaphor
“wind” to convey ideas about freedom and
independence.

Comparing the results of this study
with the works of authors such as Ayman
Zhaksybekova, who, in her study “The Use
of Metaphor in the Works of Kazakhstani
Artists,” discusses the importance of
metaphor in conveying complex ideas
and emotions (Zhaksybekova, 128),
demonstrates the need for more in-depth
analysis of interdisciplinary approaches.
Zhaksybekova focuses on using metaphor
to express the emotional content of works,
whereas this study examines metaphor as a
multilevel tool that includes both emotional
and cultural aspects, thus expanding the
boundaries of understanding its role in art.

An analysis of the works of Kazakh
artists reveals their active use of metaphor
to convey themes of culture, history, and
personal development. Aidar Alimbayev,
for instance, integrates metaphor in
his pieces “Bell” and “Kom” to express
notions of Kazakh cultural heritage.

Similarly, Raushan Baigabylov’s works
“Parting” and “Garden” evoke emotions
and ideas surrounding personal growth.
The use of metaphor is likewise evident
in the works of Saule Suleimenova, such
as “Dialogue” and “Saken”, where she
explores intercultural dialogue. Aidar
Mukhamediyarov, in “Blooming Age”
and “The Rope’s Backside”, employs
metaphorism to address complex
relationships between history and
modernity. Thus, Kazakhstani artists
extensively use metaphor and metaphorism
as expressive tools to engage with
historical, cultural, and social themes.
(Baigabylov)

Rakhmet Baigabylov’s work is also of
interest, where metaphor is seen as a key
element in the creation of visual narratives
that reflect cultural identity (Baigabylov).
However, unlike his approach, this study
emphasizes the cultural and universal
significance of metaphors and their ability
to transcend national boundaries and
resonate with viewers from different cultural
contexts.

The novelty of this study also lies in the
fact that it introduces new facts and data
on the use of metaphors in contemporary
Kazakhstani art. Unlike studies focusing
on individual works or limited genre
frameworks, this study offers a holistic
approach that spans different genres and
styles, demonstrating how metaphor
penetrates all levels of artistic composition,
from micro-elements to macrostructures.

Another important aspect is the
identification of new interpretations of
traditional metaphors. For example,
the study by Kulyash Suleimenova and
others emphasizes the transformation of
metaphors in the context of modern cultural
changes (Suleimenova, Bekmuratova,
155). In contrast, the present study offers
a view of metaphor as a dynamic element
that, while retaining its traditional basis,
adapts and transforms under the influence
of modern cultural trends and globalization.
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In her work, Saule Alieva addresses
how metaphors are used in contemporary
art culture in Kazakhstan (Alieva). She
gives examples of works by artists who use
metaphors to convey their ideas about the
culture, society and history of Kazakhstan.

Today, artists in Kazakhstan are finding
new stylistic forms, turning to nomadic
culture and the foundations of traditional
consciousness expressed in symbols and
myths. They strive to create a new artistic
space based on universal meanings,
developing the meanings of ancient images
and symbolic meanings of archetypes,
codes, and signs of the ancient Turks. This
realization of themselves as bearers of the
spiritual heritage of the artistic systems
of ancient and medieval art of Kazakhstan
leads to a departure from realistic depiction
and stimulates creative searches in the
direction of speculation (Yusupova, 136).

Thus, comparing it with previous
works allows us to assert that this
study significantly deepens the existing
approaches to the study of metaphors
in Kazakhstani art. It demonstrates that
metaphor not only serves as a means
of expressing complex ideas, but also
becomes a powerful tool of cultural
dialogue, capable of uniting tradition and
modernity, national and universal.

The findings of this study open new
perspectives for further research in the field
of art and cultural studies. They emphasize
the need for further study of metaphors in
their interaction with contemporary cultural
processes, which can lead to a deeper
understanding of national and global
cultural phenomena.

Results

The study’s results demonstrate the central
role of metaphor in contemporary Kazakh
art, being an integral part of the visual
language used by artists to convey complex
cultural and symbolic meanings. Metaphor,
as an important stylistic device, not only
links traditional aspects of Kazakh culture

with contemporary artistic practices but
also allows for the expression of emotional
and spiritual experiences, forming unique
visual narratives that resonate locally

and globally.

Contemporary Kazakhstani art actively
explores metaphorical imagery to convey
ideas of national identity and cultural
heritage. Artists turn to mythological and
ethnic motifs to create profound visual
narratives that resonate with viewers and
contribute to the formation of cultural
identity (Shoshanova Saule).

Metaphors related to the images of
animals, especially horses, also play an
essential role in the works of contemporary
Kazakh artists. In nomadic culture, the
horse was a symbol of strength, freedom
and mobility, and this image is often used
in painting to convey these qualities. In
Meirzhan Nurgozhin’s painting “Abzel /
The harness” (2023) Figure 1, the horse is
depicted as a symbol of cultural continuity
linking the past and present of Kazakhstan.

Fig. 1. Meirzhan Nurgozhin “Abzel / The harness”.
Oil, canvas. 2023.

The artist uses this image to create a
metaphor for the sustainability of cultural
values passed on from generation to
generation despite the changes occurring
in the modern world. Meirzhan Nurgozhin
boldly combines traditional Kazakh motifs
with contemporary visual techniques to
create metaphorical images that convey
ideas of cultural resilience and adaptation
to change in the modern world. This work
illustrates how metaphor can be used to



create multi-layered visual images that
reflect cultural traditions and respond to the
challenges of modernity.

In addition, analyses of works by artists
such as Ulan Daibai and Nurlan Kilibayev
have shown that metaphors are used not
only to convey cultural and ethnic values,
but also to express more universal human
emotions and states. For example, in Ulan
Daibay’s painting “Altyn at / Golden
Horse” (2023), the metaphor of a horse in
harness, modelled on the findings of the
Golden Man, serves as a symbol of spiritual
revival and national consciousness. The
artist uses this image to emphasize the
importance of preserving and transmitting
cultural heritage, which is the basis for the
formation of national identity Figure 2.

Fig. 2. Ulan Daibai “Altyn At / Golden Horse”. Oil,
canvas. 2023.

The use of images from ancient burial
mounds can help to bring cultures and
traditions of different peoples closer
together and show their commonalities
and connections, which can be particularly
important in the context of globalisation
and increased intercultural contacts.

Several works created by Kazakhstani
artists Nurlan Kilibayev and Dosbol
Kasymov reflect this motif as a visual
metaphor. This motif is often used in
their paintings to describe the ideal of
freedom. As researcher Rashid Nugmanov
notes, “both artists refer to the image of
nomadic people and use the symbolism

of Zheti Kazyna to express their ideals.

In their works, one can often see images
of horses, hills, sky, and stars, which
symbolize freedom and infinity of space”
(Nugmanov). Nurlan Kilibayev’'s works
also demonstrate the use of metaphor as a
tool for creating powerful visual narratives.
In his painting Zheti Qazyna (2016), the
artist refers to the traditional Kazakh motif
of ‘seven treasures,” which symbolizes the
fundamental values of the nomadic people.
The metaphors used in this work reflect the
ideas of freedom, spirituality and cultural
heritage, which makes the painting a vivid
example of how metaphors can be used to
convey complex ideas related to national
identity and historical heritage Figure 3.

Fig. 3. Nurlan Kilibayev “Zheti Qazyna”. Oil,
canvas. 2016.

The Aksakals, elders of nomadic
communities, believed that each of the
seven riches had a specific value. Thus, an
intelligent and beautiful wife was not only
the nomad’s support, but also the protector
of his family. A fast-footed horse provided
mobility and protection for the nomad
during the chase. The golden eagle and
the loyal dog tazy were not only helpers
in hunting, but also protectors from wild
animals and enemies. A good gun, in turn,
provided reliable defence in battle, and
comprehensive knowledge enabled the
nomad to make wise decisions and manage
his wealth.

The importance of using metaphors in
contemporary Kazakh art is also confirmed
by the example of Dosbol Kasymov’s
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works. In his painting “Zheti Qazyna /
Seven Treasures” (2023), the artist uses
metaphorical language to convey the idea of
generational continuity and preservation of
cultural heritage Figure 4.

Fig. 4. Dosbol Kasymov “Zheti Qazyna / Seven
Treasures”. Oil, canvas. 2023.

This work illustrates how metaphors
can create visual images that reflect both
the artist’s personal experience and the
collective consciousness of a nation. The
metaphors used in this painting help the
viewer gain a deeper understanding of
the cultural significance of the symbols
depicted and their role in preserving
national identity.

[f we look at the history and faith of
the Kazakhs, we see that many things
have sacred meanings and symbolic
values. Even utilitarian objects, such as
a pomegranate, a candle, or the moon,
acquire a special meaning in his work.

A certain understatement associated with
these related elements helps to reveal

the plot of the paintings. For example,

the pomegranate in the hands of women
symbolizes fertility, and the fruit resembles
precious stones such as diamonds or
sapphires in its beauty.

The artist penetrates deeply into his
soul, heart and mind, as a result of which
each composition is thought out to the
smallest detail. It is safe to say that there
are no random elements in his works,
as they are all iconic and carry a special

meaning. Even the specific jewelry in his
paintings is a deliberate choice, conditioned
by his aesthetic perceptions. For example,
“Fariza” (2011) depicts a girl holding a
pomegranate in her hand. This work, as
well as many other works by Kilibayev

N., can be seen on billboards and street
surfaces decorating the urban environment
(Figure 5). They are bright, distinctive,
original and have a decorative value.

Fig. 5. Billboard on Dostyk Avenue featuring N.
Kilibayev's work “Fariza”

In Nurlan Kilibayev’s work “Fariza”
Figure 6, we observe a narrative that is
primarily the result of the artist’s efforts.
He depicts fragments from our past life
and the lives of our people based on
historical documents (Smirnova). The artist
skillfully conveys the atmosphere of distant
times, the era of grandfathers and great-
grandfathers, creating a sense of presence
in the Middle Ages world.

Along the Great Silk Road, foreign
motifs also penetrated Kazakh
ornamentation, such as patterns in
the form of almonds, pomegranates,
clouds, mushrooms, etc. These motifs
were creatively reworked and, over time,
acquired a traditional ethnic status, and



Fig. 6 Nurlan Kilibayev “Fariza”. 65/36, oil, canvas.
2011
https://m.facebook.com/nomadsgreatsteppe/
photos/a.351681228289840/3516814516
23151/?type=3&source=43&paipv=0&e
av=Afb7xrTGPYnA3s-XRnLVkVHOGXS _
XSFIPOHdALjizqawlQ9ZedEHNMGSnL2P7CLPs

only with a particular effort and imagination
can be seen in the distant Far Eastern,
Coptic, Sasanian, or other prototypes
(From the History of Kazakh embroidery,
2023). Art historians call Nurlan Kilibayev
a Eurasian type of culture singer who
combines cultural elements of East and
West, Asia and Europe in his work. In
his works, we can see ornamentation of
mosaics, light reflections of the moon and
sun, flowers, peacocks, and other symbols.
The artist’s canvases are literally covered
with a complex pattern approaching
ornamentation. He opens us a new look at
the perception of the world through bright
and unusual paintings, which reflect the
glorious history of the nomads.

One example of the visual metaphor
of the pomegranate in Kazakhstani
painting can be found in the works of the
contemporary artist Akzhana Abdaliyeva,
whom Istanbul University and the author
of several successful exhibitions awarded
the title of Doctor of Fine Arts. Her works
are characterized by a unique style and
manner, which give the paintings lightness
and sincerity. The fame of the artist was

brought to her by her paintings, in which
the eternal themes of love and mutual
understanding are reinterpreted: “And you
try”, “Adam and Eve”, “Pomegranate”
(Fig.7), “Girlfriends”, “Tenderness” (Fine
Arts of Kazakhstan, 2021). In her painting,
the pomegranate is an essential element
of the composition, framing the plot and
giving it depth and symbolic essence.

Akzhana Abdaliyeva

Fig. 7. Akzhana Abdaliyeva “Pomegranate”. Oil,
canvas.

Thus, the use of the pomegranate
metaphor in Kazakhstani painting allows
artists to express a deep symbolic meaning
associated with fertility, wealth and cultural
heritage of Kazakhstan. The works of
artists, where pomegranates become the
central motif, have a special energy and
vibration, transporting the viewer into the
world of Kazakh culture and history.

Kadyrzhan Khairulin uses the principles
of traditional ornamental art in his work.

In his painting one can observe bright
contrasting colors, straightiorwardness and
simplification of palette and composition,
which gives his works a decorative
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character. In Khairulin’s paintings, such
as “Sounds of the Wind” (1994 ), the rapid
lines and rich colors of the sty

The painting “The Outsider” by artist
Kadyrzhan Khairulin Figure 8, created in
2015 on canvas using oil and mixed media,
is a striking example of his original style.

Fig. 8. “The Outsider”, 2015. Oil, canvas, mixed
media.
https://nomadmgz.kz/index.php/lyudi/254-
khajrulin-kadyrzhan

Khairulin’s paintings usually have bright
contrasts of colors and simplified forms,
which creates the effect of decorativeness
and saturation of colors. In the painting
“The Outsider,” you see the figure of a
man surrounded by abstract geometric
figures, which creates a sense of mystery
and enigma. The painting “The Outsider”
has an intriguing title, which allows the
viewer to think about who this “outsider”
is and why he is in this situation. In
general, the picture raises many questions
and interesting thoughts in the viewer,
one of the features of Khairulin’s work.
Consequently, he creates compositions
consisting of recognizable mythical
characters from rock art while drawing
attention to the straightforwardness and
simplification of palette and composition.
As a result, his paintings acquire a
pronounced decorative character.

Another artist who actively uses
metaphors and metaphorisms is Aibek
Serkeev. In his works, one can see images
of animals, birds, and plants that symbolize
different qualities and states of a person.

For example, in his painting “Nightingale
Song” (2019), he uses the image of a
nightingale as a symbol of freedom and
independence. This metaphor conveys the
idea that every human being should strive
for their freedom and seli-realization.

In Kazakhstan, contemporary artists
such as Kuanysh Bazargaliev and
Zhumabek Tengizbaev use metaphors and
metaphorism to convey their ideas about
spirituality and cultural identity. They use
symbols such as ornament, eagle, sun and
moon to convey ideas about strength and
spirituality.

Fig. 9. Pollokbayev, Koksharmyism series, 2017.
Acrylic and tempera on canvas. 100 x 140 cm
(39.4 x 55.1 in).
https://ariadna.media/wp-content/
uploads/2021/05/110J1J10K6ae3.jpg

For example, Kuanysh Bazargaliev’s
work Pollokbayev (2017) Figure 9 is an
ambitious attempt to explore the history of
nomadic culture in Kazakhstan, taking into
account critical historical processes that
occurred with painting in the United States
in the 1950s aiter World War II. The artist
uses the Kazakh ornament “koshkar muiiz”
to “brand” the works of Jackson Pollock,
the famous American abstractionist.
Despite the different temporal and cultural
contexts (Kazakhstan in the 2010s and the
USA in the 1950s), these two seemingly
unrelated identities are unexpectedly
connected through the universal language
of the universe - mathematics (Sludsky).

Next, we will discuss the use of natural
and mythological elements in Dujan



Magzumov’s art to depict the mythopoetics
of female figures. The artist depicts

only those women who live in complete
unity with their land and nature. The

very simplicity of life is harmony and the
desirable steppe ideal of the divine Umai -
Woman-Mother. The portrait “Baybishe”
by D. Magzumov is executed in tender
lilac and pink colors. This composition

is a tribute to the eldest woman in the
family, whose high status is emphasized
by snow-white kimeshek, a traditional
headdress symbolizing the transition of a
woman from one age category to another,
from youth to maturity, from uncertainty to
confidence. Magzumov’s heroine is ready
for initiation: calm and filled with a sense
of her importance. She is not just a woman
but a visual embodiment of the mature
goddess Umai, the consort of the Heavenly
God - Tengri, the patroness of motherhood
and childhood.

In general, the status of baybishe can
be called “pre-peak” for the spiritual
hardening of the Turkic/Kazakh woman.

In the sphere of housekeeping, women’s
power was practically unlimited, and
husbands, as a rule, preferred not to
interfere in the domestic activities of
their wives. Women who were skillful in
housekeeping were known throughout the
region, and their status in the husband’s
family was quite strong because they
demonstrated their abilities in the sphere
of activities traditionally considered
exclusively female, demonstrating their
conformity to the traditional values of a
“real woman”.

One of the main ideas that also inspires
contemporary artists in Kazakhstan is
Eurasianism. This concept emphasizes the
significance of cultural heritage and identity
and the importance of bringing together
different cultural traditions in Eurasia.

In conclusion, we can say that the
use of metaphor and metaphorism is
an essential aspect of the creativity of
Kazakhstani artists (Saginova). However,
it should be considered that metaphor

can lead to different interpretations and
misunderstandings of the artist’s work.
Therefore, to more effectively convey ideas
and emotions through their work, artists
should consider the audience and try to
explain the concept they are trying to
convey.

Thus, metaphor is a powerful tool
in contemporary Kazakhstani art that
allows artists to express complex ideas
and emotions, creating works that reflect
cultural traditions and respond to the
challenges of modernity. The use of
metaphorical images enriches the visual
art of Kazakhstan, making it more deeply
symbolic and emotionally rich. The study’s
results confirm the need for further study of
the role of metaphor in the contemporary
art of Kazakhstan, which can contribute
to the development of national culture
and strengthen the cultural identity of the
people.

Basic Provisions

This study is founded on the following
fundamental principles:

1. Interdisciplinary Approach: The
research integrates methodologies from
art history, cultural studies, and semiotics,
allowing for a comprehensive analysis of
metaphorical expressions in contemporary
Kazakhstani painting. This approach
includes visual analysis, which deepens
the understanding of metaphor as a crucial
stylistic device.

2. Cultural Identity: The study is
based on the premise that metaphor
in visual art is a vital mechanism for
expressing and preserving cultural identity,
spiritual values, and ethnic heritage in
modern Kazakhstan. Metaphors enable
artists to create powerful visual images that
resonate locally and globally.

3. Dynamic Interaction between
Tradition and Modernity: Contemporary
Kazakhstani art is characterized by the
dynamic interaction between traditional
cultural elements and modern artistic
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practices. Metaphors serve as a bridge
connecting the past and present, reflecting
this synthesis of tradition and modernity.

4. Metaphor as a Universal Language:
The study asserts that metaphor conveys
complex cultural meanings within the
local context and resonates globally,
transcending national boundaries and
contributing to global cultural dialogue.
Metaphor becomes a significant tool for
creating visual narratives that express
specific cultural values and broader human
experierces.

5. Emphasis on Visual Narratives:
The study highlights the importance
of visual narratives created through
metaphors, which play a crucial role in
conveying particular cultural values and
more extensive human experiences. These
narratives are essential for deepening
the understanding and appreciation of
art among specialized audiences and the
general public.

Conclusion

The study’s conclusion confirms the
significance of metaphor as one of the

vital stylistic techniques in contemporary
Kazakhstani art, which allows to convey
complex cultural and symbolic meanings.
Metaphors, being an integral part of visual
language, are actively used by artists of
Kazakhstan to express cultural identity and
national heritage, which was demonstrated
by the example of the analyzed works.
According to George Lakoff and Mark
Johnson, metaphor is a primary mechanism
of our thinking, and metaphorical images
represent abstract ideas and concepts
through concrete images (Lakoff,
Dzhonson). In each of the works we have
examined, metaphorical images reflect

the spiritual and cultural identity of the
people, their relationship to nature, and
their history. This trend can be traced at all
levels of these artists’ work, from the details
of the painting to the composition as a
whole. Metaphorism is a way of describing

one thing or event through another, more
complex and abstract idea. It allows artists
to create works that evoke deep emotions
and inspire viewers.

The main goal of this study was to show
how metaphors contribute to a deeper
understanding of cultural identity and
heritage, which enriches of contemporary
artistic expression in Kazakhstan. The
findings clearly indicate that metaphoris a
powerful tool for creating visual narratives
that not only reflect cultural traditions and
characteristics, but also respond to the
challenges of modernity. The metaphorical
approach used by Kazakhstani artists
allows them to create works that evoke
deep emotions and address important
social and cultural themes.

The metaphorical approach in
Kazakhstani painting contributes to a
deeper understanding and appreciation
of art among students and the general
audience. Studies show how metaphors
enrich the viewer’s perception and help
artists express complex ideas and emotions
(Mukanov et al.).

However, it should be noted that
the use of metaphors in art, despite
its obvious benefits, can also lead to
misinterpretations, especially among
audiences unfamiliar with Kazakhstan’s
cultural context. This emphasizes the
need to consider potential audiences and
strive to make metaphorical language
understandable and accessible to the
general public.

Comparing the results obtained with
the goal set at the study’s beginning
demonstrates that metaphor plays a central
role in contemporary Kazakhstani art
as planned. The artists analyzed in this
study use metaphor to create strong visual
images that reflect the spiritual and cultural
identity of the people, their relationship to
nature, and their history. This trend can
be traced at all levels of creativity - from
the details of the picture to the overall
composition, which confirms the hypothesis
about the central role of metaphor in the
artistic space of Kazakhstan.



In the course of the study,
recommendations aimed at further study
and development of this topic were also
put forward. In particular, it is suggested
to expand the range of studied artworks
and to consider other forms of art in which
metaphor is also actively used. In addition,
it would be helpful to study the perception
of metaphors in art among different
layers of the audience, which will help to
understand how to more effectively convey

cultural and symbolic meanings through
visual images.

Thus, the use of metaphors in
contemporary Kazakhstani art not only
contributes to the preservation and
strengthening of cultural identity but also
opens new perspectives for the development
of the national artistic tradition. Further
research in this area can deepen our
understanding of cultural processes and
contribute to a broader interpretation of
metaphorical language in Kazakhstani art.
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Uo6parumos Aman!, Ocnano Baiimypar?

AGaii atbiHiarbl Kazak yiTThIK neiarorukasibiK yHHBEpCHTETI
(Anmatbl, Kazakcran)

2“Acrana” XaJibiKapasibiK Y HUBEPCHTETI

(Acrana, Kasakcran).

KA3IPT1 KA3AK KECKIHOEMECIHAET CTUNTUCTUKANDIK K¥PAJ1 PETIHAOETI
META®OPAHbIH KOHLLENTYANLDbIK POJlI

Tyvinpeme. 3epTTey Kasipri Ka3ak, KeckiHaemMeciHae MeTadopaHbIH, iprei CTUAUCTUKANBIK KYPblibiM
peTiHAe MaHbI34bIbIFbIH KAPacTbipabl, OHbIH, KYPLENi M3LEHU XaHEe CUMBONAbIK MaFblHaNApAbl
XeTKi3yaeri aneyeTiH 3epTTenai. 3epTTeyaiH, MakcaTtbl — MeTadopaHblH, MaAEHN BiperennikTi TyciHyre
XoHe KasakCTaHaafbl Kasipri eHepaiH KepkeMAik KepiHiCiH 6aibITyFa biknan eTeTiH aAicCiH Tanaay.
ofiCHaMaFa Kasipri Ka3ak, CypeTLwinepiHib, TaHAanfaH TyblHAbINAPbIHA KELWeHAi BU3yanabl
Tangay Kipegi. 3epTTey eHep Tapuxbl, MBAEHWETTAHY XXaHE CEMUOTMKA CananapblHbiH, M3HAPasbIK,
ToCinAepiH KonaaHaabl. 3epTTey MeTadopaHblH, CypeTTepaeri KOMNO3ULMANbIK AeHrennepae Kanam
KOAAHBINATbIHbIH CananblK, XXSHe CaHAbIK Tanaay a4icTepiH KonLaHa OTbIpbin 3epTTena,i.

Tanpay kepceTkeHAaen, Kasipri Kasak, keckingeMecingeri metadopanap MafeHu bipereinik, pyxaHu
KYHAbINBIKTAP XXaHE 3THUKANbIK, MypaHbl Y34iKCi3 6eMHeneyaiH, MaHpbi3abl Kypanbl 60nbin Tabbliasbl.
3epTTey ASCTYPAI XanblKTblK CMMBONAAPAAH 6acTan, Kasipri 3aMaHfbl KOPKEM MHTepnpeTaumsanapra
[LeniHri apTypni MeTadopanbik KepiHiCTepAi aHbIKTanabl, 6yn MaAEHN Mypa MEeH 3aMaHayMblK,
apacbIHAAFbl ©3apa apekeTTecyai kepceTeai. Tankpinayaa MetadopaHbl KOALAHY apKblibl KYLUTI KEPHEeKI
SHriMenep Kypyaasbl Ka3akCTaHAbIK CypeTwWinepaiH epekile Ke3Kkapacbl MeH Ke34epiHiH TYNHYCKANbIfbl
artan etinepi.

3epTTey MeTadopaHbliH Ka3akcTaH 6eviHeney eHepiHAeri MaHbi34bl pen aTKapaTblHbIH, 6TKEH MEH
OyriHai 6arnaHbICTbipaTbiH 6ai CUMBONABIK TiNAI YCbIHATLIHBIH aHbIKTaWAbl. HaTuxenep MeTadopaHbIH,
M3AeHM BiperennikTi )XaHe KOPKeMAIK KepiHiCTi HblFakTyAafbl MPAKTUKANbIK, MaHbI34bIIbIFbIH KEpCeTeai,
OHbIH, M3AEHM XKSHE KOPKEM KOHTeKCTepAe KONAAHbINYbIH 9pi Kapar 3epTTeyai yCbiHaabl. 3epTTey
Kasipri eHepaeri MeTadopaHbIH, PeniH TepeHipek TyCiHyre biknan eteai, 6ya fbl1biMK 3epTTeynep MeH
NpakKTUKasbIK KOPKEMAIK XXYMbICTAp YLUiH fe MaHbI34bl.

Pusawsineik 6indipy: Makana KasakcraH Pecnybnukachl FoiibiM xaHe oFapbl 6i1iM MUHUCTPAITIHIH,
FbibiM KomMuTETIHIH, (KTH AR23488164) rpaHTbl ascbiHAa Kap>KblnaHablpbinabl =" “KasakcTaHHbIH
[LSCTYPAi XaHEe 3aMaHayu eHepi BU3yanabl 3epTTeynepaiH Ha3zapblHAa: MKOHOrpadums, CEMUOTHUKA XKaHe
ANCKYpC” AHOHUMUI peLeH3eHTTepre KOHCTPYKTMBTI CbiHbl MEH Maiaasnbl eCKepTynepi YILiH epeKLue
anfbic Bingipemis, onap MaTiHAI XeTinaipyre biknan erTi.

Tyiiin ce30ep: MeTadopa, KazakcraH cypetwinepi, berHeney eHepi, MaaeHM 60AMBbIC, STHUKANbIK,
Mypa, 6erHenik meTadopa, pyxaHu KyHAbINbIKTap, 3aMaHayM KepPKeMAiK epHeK

Aoaiiekces ywiH: N6parnmoB AMaH xaHe barimypart OcnaHoB. «Kasipri Kasak keckiHaemeciHaeri
CTUAUCTUKANDBIK Kypan peTiHaeri MeTadopaHblH, KoHUenTyanaplk peni». Central Asian Journal of Art
Studies, 7. 9, No3, 2024, c. 236-254. DOI: 10.47940/cajas.v9i3.910

Asmopnap KomwaszbaHslH COHFbI HYCKACbIH 0KbIN, MAKY10adbl #aHe Myddenep KakmblfbICbiHbIH
HOKMbIFLI Mypansl ManimMoeloi
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Uo6parumos Aman!, Ocnanos Baiimypar?

'Kaszaxckuii HallMOHaMILHBIHA NTe/larornieckuil ynupepeuter umenn Adas
(Anmatol, Kazaxcran).

2MexyHapojiHblil yHHBepeHTeT «AcTaHna»

(Acrana, Kasaxcran).

KOHLENTYANIbHAS POJIb META®OPbI KAK CTUIMUCTUYECKOIO MPUEMA B
COBPEMEHHOM KA3AXCTAHCKOM XXUBOMUCHU

AHHoTaums. ViccnenoBaHme NOCBALWEHO 3HAaYEHNUI0 MeTadopbl Kak OCHOBOMO/AraloLLero
CTMANCTMYECKOTO NMPUEMA B COBPEMEHHOM Ka3axCTaHCKOM XMBOMMUCH, M3yHaeTCs eé cnocobHOCTb
nepeaaBaTth CNOXHbIE KYNBbTYPHbIE M CUMBOMYECKME 3HaYeHus. Llenb nccnepoBanns —
npoaHann3MpoBaTh, Kak MeTadopa cnocobcTByeT 6oee rybokoMy MOHUMAHWUIO KYNbTYPHOM
MOEHTUYHOCTU M Hacnenms, cnocobcTBys 060ralleH0 COBPEMEHHOIO XYAL0XKECTBEHHOTO BbIPAXKEHUS B
Kasaxcrane. MeTononorus BKAOYaeT KOMMNAEKCHbINA BU3YasbHbIM aHanU3 NpOU3BEAEHUI COBPEMEHHbIX
Ka3aXCTaHCKMX XYA0XHMUKOB C OMOPOM Ha MEXAUCLMNAMHAPHbBIE MOAXOAbI, 00beAMHSOLWME
MCKYCCTBOBEAEHME, KY/IbTYPOIOTUIO U CEMUOTUKY. MiccnenyeTcs, Kak MeTadopbl MCMOb3YHOTCS Ha
Pa3/IMYHbIX YPOBHAX XYAOXECTBEHHOM KOMMO3ULMM — OT AeTanei A0 o6Leit CTpYKTypbl KApTUH,
NPUMEHSAS KaK KayecTBEHHbIE, TaK U KOIMYECTBEHHbIE METOAbI aHANIU3a.

AHanu3 nokasbIBaeT, YTo MeTadopbl B COBPEMEHHOM Ka3axXCTaHCKOM XXMBOMUCK CNYXKAT BAXKHbIM
MHCTPYMEHTOM A1 BbIPAXKEHUSA KYNbTYPHON MAEHTUYHOCTU, AYXOBHbIX LLeHHOCTEW M HEeMpepbIBHOCTH
3THUYECKOro Hacneaums. MiccnenoBaHue BbiSBASET pa3Hoo6pasne MeTadopUYECKMUX BblPAXKEHUI
— OT TPAAULMOHHbIX (ONbKIOPHBIX CUMBO/OB 0 MHHOBALMOHHbIX BU3YasbHbIX MHTEPMPETaLUHA,
OTpaXaKLWMX AMHAMUYECKOE B3aUMOAENCTBUE MEXAY KYNbTYPHbIM HacNeLMEM U COBPEMEHHOCTbIO.

B 06cyxaeHMM NofUYepKMBAETCS OPUrMHANbHOCTb MCTOYHUKOB M YHUKAJIbHbIM NMOAXOL KAa3aXCTaHCKMX
XYL0XHMKOB, UCMOMb3YHOLWMX MeTadopy A5 CO34aHMUS MOLLHBIX BU3yaNbHbIX HAPPATUBOB, KOTOPbIE
HaXoAsAT OTKIMK KaK Yy MECTHOM, TaK U Y 06anbHOM ayauTopum.

MccnenoBaHue 3ak/iioyaeT, YTo MeTadopa UrpaeT He3aMeHWMYH0 posib B M306pa3uTeNbHOM UCKYCCTBE
KazaxcraHa, npeanaras 60ratblii CUMBOIMYECKUIA S3bIK, CBA3bIBAIOLLMI NPOLLIOE M HAcTosLLee. BbiBOAbI
NOAYEPKMUBAIOT MPAKTUYECKOE 3HaYeHne MeTadopbl B YKPeNAeHUM KYNbTYPHOM MOEHTUYHOCTU U
XY[0XECTBEHHOTO BbIpPAXXEHWS, Npeaiaras fanbHelliee n3yyeHve eé npuMeHeHus B 6onee WMPOKMUX
KYNbTYPHBIX U Xy[,0XKECTBEHHbIX KOHTEKCTaX. MccnepoBaHue BHOCUT BKag, B 6onee rnybokoe
NoHWMaHue ponu MeTadopbl B COBPEMEHHOM WCKYCCTBE, YTO MMEET 3HAYEHME KaK ANS aKafeMUYECKoro
Co06LLecTBa, TaK M 418 NPAKTUHECKUX XYLA,0XKECTBEHHbIX NPOEKTOB.

bnazodapHocmu: CraTbs BbINOMHEHA B paMKax rpaHTa KoMuteTa Haykn MUHMCTEPCTBA HayKK U
Bbiclwero obpasoBanHus Pecnybnmkun KasaxcraH IPH AP23488164 - «TpaAMUMOHHOE U COBPEMEHHOE
MCKyccTBO KasaxcraHa B Gokyce BM3yaNbHbIX MCCNeA0BaHUI: MKOHOrpadums, CEMUOTMKA U UCKYPCH».
Ocobas bnarofapHOCTb afpecyeTcs aHOHMMHBIM PELEH3EHTaM 33 UX KOHCTPYKTUBHYIO KPUTUKY U
nonesHble 3aMeyvaHus, cnocobcTBoBaBLMe LOPabOTKe TeKCTa.

Kntoyessie cnosa: Metadopa, XynoxHukn KasaxcraHa, M306pasuteiHoe MCKYCCTBO, KYbTypHas
MOEHTUYHOCTb, STHUYECKOe Hacneame, BU3yanbHas MeTadopa, LyXOBHbIEe LLEeHHOCTH, COBpEMEHHOE
XY[LOXECTBEHHOE BbIpAXXEHME.

Ana uumupoeanus: Aman Vi6parumoB 1 barimypat OcnaHoB. «KoHLenTyanbHas posb MeTadopbl Kak
CTMIMCTUYECKOro NpUéMa B COBPEMEHHOM KasaxcTaHCcKon xusonucu» Central Asian Journal of Art
Studies,T. 9, No3, 2024, c. 236-254. DOI: 10.47940/cajas.v9i3.910

Asmopbl npoyumanu u 0006puu OKOHYamMesbHelli 8apUAHM pyKonucu U 3asessom 06 omcymcmauu
KOHGIUKMa UHMepecos.

Issue 3. 2024

CAJAS Volume 9.

N
ul

3

NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA



ABTOpnap Typanbi ManimMeT:

CBepeHus 06 aBTOpax:

Information about the authors:

U6parumoB Aman . -
Te/larorkka FhlJbIMIAPbIHbIH,
Kauauaathl, AGail aTbiHAArbl
Kaszak y/nTThIK rearorukasbik,
yHuBepcuTeTi OHep,
thakysibTeTiHiH, Kepkemaik 6iim
6epy KaerpachbiHbIH,
KaybIMACThIPbIIFaH npodeccp
(Anmatnl, KazakcraH)

OcnanoB Bbaiimypar E. -
TeJIaroruKa FhlIbIMIAPbIHbIH
KaHJIMJIaThl, GHEPTAHY JIOLEHTI,
JKOFaphl OHED YKOHE JIU3aiit
MekTeGiHiH npodeccopsl,
Kasakcran Pecniy6skachiHbIH
Cyperiiisiep KoHe JiusaiiHepiep
oflaKkTapbiHbiH Mylieci. “Acrana”
XasiblKapaJibiK YHHBEPCHTETI.
(Acrana, KasakcraH).

Uoparumos Amaun W. - KaHauaat
1e/Iarornieckux Hayk,
accoUMUPOBaHHbI podeccop
Kadenpbl Xy02KeCTBEHHOTO
o6pasoBanus, PakyJsbreTa
nckycers, Kazaxckoro
HalMOHAJILHOTO MeJIarOrHYECKOro
yHHUBepcuTeTa uMeHn AbGasi
(Anmatsi, Kazaxcran)

ORCID ID: 0000-0003-3203-4961
E-mail: aman.07 @inbox.ru

Ocnanos baitmypar E. - kanunar
Te/IarorMuecKnx Hayk, J0LEeHT
MCKYCCTBOBE/IEHHUS, Ipoheccop
Bblcuiedi 1kosibl MCKycCTBa U
nusarina, uien Cotosa
XYZOXKHUKOB M IM3aiiHEPOB
Pecny6anku Kasaxcran.
MexktyHapo/IHbIi YHUBEPCHTET
«Acrana»

(Acrana, Kazaxcran).

ORCID ID: 10009-0000-2699-9949
E-mail: ospanov_1954@mail.ru

Ibragimov Aman I. - Candidate of
Pedagogical Sciences, Associate
Professor Department of Art
Education, Institute of Arts,
Culture and Sports, Kazakh
National Pedagogical University
named after Abai

(Almaty, Kazakhstan)

Ospanov Baimurat E. -
Candidate of Pedagogical
Sciences, Associate Professor of
Art History, Professor of the
Higher School of Art and Design,
member of the Union

of Artists and Designers of

the Republic of Kazakhstan.
International University “Astana”.
(Astana, Kazakhstan).



UDC 793.31
CSCSTI 18.49.91
DOI: 10.47940/cajas.v9i3.940

FEATURES OF THE
CHOREOGRAPHIC

ART OF AZERBAIJAN:
CONCEPT OF TRAINING
AND IMPROVEMENT OF
PERFORMANCE SKILLS

ART PEDAGOGY ‘

Nigyar Shahmuradova', Gulnara Saitova®

12 Kazakh National Academy of Choreography
(Astana, Kazakhstan)

Abstract: The development of choreographic art is not a static process, it is steadily developing in
accordance with the trends of the time. In modern conditions, leading experts in the field of ballet
and national choreography through analytical research identify new forms of dance art and determine
current trends in its development. Undoubtedly, the foundation of training professional personnel
(ballet artists, dance ensemble artists) in the field of choreography is ballet school. However, the
increased demand for choreographer, ballet master and ballet teacher requires new approaches to
the educational process. Due to the need to preserve and develop traditions of choreography in the
Republic of Azerbaijan, as well as with the aim of training highly qualified specialists in this field,

the Baku Choreography Academy was established on the basis of the Baku Choreography School.
The purpose of the study is to consider the features of the formation and development of Azerbaijani
choreographic art in the context of evolution of the ballet school of Azerbaijan. Objectives: identifying
the path of formation and development of the Azerbaijani ballet school; understanding and defining
the significance of the production works of choreographers in the context of the choreographic art of
Azerbaijan; substantiating the idea and innovation in pedagogical activities for the preparation and
improvement of the performing skills of future ballet dancers and dance ensemble artists; defining
promising tasks for improving the model for training choreographers based on the development of
Azerbaijani dance. Research methods. In accordance with the goals and objectives set in the article,
the methods developed by science historical analysis, comparative analysis, method of included
pedagogical observation, analytical method of comparison of various pedagogic technologies. The
results of the study are guaranteed by the extensive methodological validity of theoretical and
practical provisions related to active approaches to solving problems. Describing the main features
and principles of the formation and development of the ballet school of Azerbaijan, the authors of
the article consider the issue of preservation of traditions, both choreographic art and education, and
formulate with specific arguments. Experimental testing of theoretical provisions, based on a wide
range of scientific and pedagogical sources.
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Introduction

he Azerbaijani folk dance is not

only a folklore phenomenon, but
also part of the rich cultural heritage of
this country. In this article, the authors
tried to consider the phenomenon of
Azerbaijani folk dance through the prism
of historical-methodological approach,
highlighting the importance of research
and understanding of this art form. The
history of Azerbaijani dance has its roots
in ancient times, uniting different ethnic
and cultural elements. Historical sources
indicate that the Azerbaijani folk dances
had religious, ceremonial and entertaining
functions. Their evolution reflects changes
in society, from the influence of empires
to the influence of neighboring cultures.
Historical and methodological analysis
of Azerbaijani folk dance includes the
study of traditions, styles and semantics
of movements. The methodology of such
research involves analysis of archival
documents, ethnographic data and musical
compositions, as well as comparison of
similar dance traditions in the region.

The pose-oriented value of kinesthetic
is not only a method of teaching, but
also a significant cultural conditionality
that contributes to the preservation of
heritage and aesthetic understanding of
dance traditions. According to the study
(Meyo 2022), posture is a key element
for cultural innovations and observation

of dance practices, which becomes
especially relevant in the context of
studying Azerbaijani folk dance. Each
dance, as a semiotic system, carries in
itself a symbolic reflection of the history
and cultural values of the people. Analysis
of semantics and symbolism of movements
in Azerbaijani dances allows to penetrate
into socio-cultural processes of society,
revealing deep meanings and established
images characteristic for the popular
consciousness.

The historical and methodological
approach to study of Azerbaijani dance
art allows to track how traditions adapt to
modern conditions without losing their
authenticity and cultural significance. It
is particularly important in this context
to preserve the oral tradition through the
outhouse and epic tales, which shows a
deep connection between past and present,
a synthesis of innovation and tradition in
dance culture. This symbiotic connection
emphasizes the importance of dance not
only as an art form, but also as an integral
part of cultural identity.

Analysis of the evolution of Azerbaijani
ballet art, aimed at comparison with
folk dance traditions, reveals a strategic
direction in the development of modern
choreographic art of the country.
Coordination of scientific, educational and
creative activities of specialists in this field
becomes a key condition for improving the
training of professional performers.



The history of the Azerbaijani ballet
school, its methodological foundations and
pedagogical principles play an important
role in preserving cultural heritage and
continuing traditions in the rapidly
changing modern world.

Materials and methods

[t should be said that the folklore of each
people is a living phenomenon, intertwined
with the original history, knowledge, all the
essence of this people, and accepts it as an
iron peg in all its work. Valuing the folklore
of each nation as a living phenomenon,
unique to the original history, knowledge
and all the existence of this nation, is very
valuable principle, according to which it
should be treated as «iron fist» (JKakan
108). The ballet in Azerbaijan was staged
359 years after the production of the first
world ballet. The history of Russian ballet
begins with the staging of a ballet based

on the folk legend “Maiden Tower”. It is
well known that it is an integral part, a
nouns, a matrix of the cultural process;

it is an essential component of the

national picture of the world. The location
of functioning and self-presentation of
cultural codes in the spiritual sphere are so-
called secondary sign systems (along with
natural languages, recognized as the initial
«basic semiotic system» as the primary
sign system), namely: myth, religion,
folklore, literature, art - painting, dance,
architecture, sculpture, cinema, science
and others., playing a dominant role in the
process of generation and transmission

of socio-cultural knowledge, experience
and values of society. (Asu6aesa 17). The
premiere of the ballet «Maiden Tower»,

by the outstanding Azerbaijani composer
Afraziyhab Badalbeyli took place on 18
April 1940.

But in fact, the foundations of
Azerbaijani ballet were laid back in the
early 20s. Musicologists note that in
1923 a private ballet studio operated in
Baku, where Gamer Almaszade, the first

ballerina of Azerbaijan and the entire
Muslim East, learned the secrets of ballet.
The stage image of the Azerbaijani beauty
Gamer Almaszade is still remembered,
and the pearls of the Azerbaijani national
ballet created by her will live on as long

as Azerbaijani art develops and makes a
significant contribution to the treasury of
world ballet. (Dabsitn 168).

Each dance culture has developed its
own mode of storytelling, which is often
characterized by particular kinesthetic
values (Msio, 2022). Any pose has a
kinesthetic meaning that demonstrates not
only the beauty of upper body movements,
the grace of the pose, the sense of balance,
the sense of position and movement of the
human body, but also the philosophical and
aesthetic principle (Saitova et al 735).

[f we look at the development of
choreographic education in Azerbaijan in
chronological order, we will see that the
first data on the existence of ballet studio
in Baku date back to 1922-1923. Teacher-
researcher Kyamal Gasanov in his study
wrote: In 1929, according to the decision
of the People’s Commissar, this studio was
transformed into a Baku Choreography
School, and in 1933 the training there
was extended from 4 to 9 years. In 1935,
by decision of the Council of People’s
Commissars for Education of the Azerbaijan
SSR choreographic school was called Baku
Choreography Technical College, In 1962
by decision of the Committee of Higher
and Secondary Education of the Council
of Ministers of Azerbaijan SSR, the Baku
Choreography School was established
under the Ministry of Culture of the
Azerbaijani SSR. On this occasion, the
domestic composers took over the writing
of ballet music». (I'acanos 56)

In 1939, Afraziyab Badalbeyli wrote
a one-act ballet «Tarlan» for children
on the occasion of the first edition of the
Baku Choreographic School, and a year
later especially for Gamer Alaszade-
ballet « Maiden Tower» showed that it is
always in development and search, In the
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appeal to folk folklore. (Papxanoa 58).
[t is the folklore heritage that can serve
as an inexhaustible source for new works
in the theatre and music. (JKymaceuTtoBa
['ynbHapa u ip. 261).

This ballet later contributed to the
creation of new ballet samples. It should be
noted that the Azerbaijan State Academic
Opera and Ballet Theatre, which has a rich
tradition, is also operating in Azerbaijan,
and interesting ballet performances
are included in the repertoire of this
theater. Creation of «Girls’ Tower» led
to the creation of a number of ballet
performances. Thus, in 1950 the ballet
«QGulshan» by Soltan Hajibekov was
presented on the stage of the Academic
Theatre, in 1952 the ballet «Seven
Beauties», and in 1961 «Tropoy Thunder»
by Kara Karaev,in 1962 the ballet «LLegend
of Love» by Arif Malikov, in 1965 the
ballet « Chernoskovo» AshrafaAbbasova, in
1979 the ballet «Thousand and one night»
of Fikreta Amiryeva, in 1986 the ballet
«Babek» of Asaliade, in 2000 the ballet
«Black and white» of Hayama Mirzazadde,
in 2005 the ballet «Love and death» of
Polad Bulbulogolu, thereby took the entire
repertoire of the theatre. We share the
opinion of scientists who say that «in the
conditions of the coming globalization and
multicultural environment, preservation
and development of the epic heritage of
its people ceases to be a requirement of
time, but becomes a necessity for the self-
knowledge of the people and their national
seli-identification» (Tanu,

JKymacentosa 325).

The above examples of Azerbaijani ballet
music and national ballet, such as works
by Kashkaya (1987), are vivid examples
of the fusion of traditional musical forms
with other arts. The musical language of
Azerbaijani art from the very beginning
was closely linked with folk legends, which
predetermined its further development.

It is important to note that the process of
making music, based on the interaction of
word and sound, opened new horizons for

combining with theater, cinema art, as well
as literature, which greatly expanded the
possibilities for expression in dance and
gesture.

In addition, as researchers
(Kaztuganova and 266 others) note,
music, which arose on the basis of an
unbreakable link with legend and word, is
a phenomenon that continuously evolves
in time and space. This development is
not limited to traditional dombra music,
but covers broader musical forms that
are reflected in the genres of academic
composer music and poetry. Thus, the
combination of music with other forms of
art contributed to its organic penetration
into ballet, theatre productions and cinema,
which strengthened its connection with
national traditions and modern cultural
forms.

[t should be noted that the above
examples of ballet works are only a part
of the works created by Azerbaijani
composers in this genre. In this context, it
is worth mentioning the list of ballets and
choreographic miniatures presented by
researcher Irada Saryeva. Among them:
the choreographic miniature “Dagestan”,
created by the brilliant Uzeyir Hajibeyli
in 1920, the unfinished ballet by Muslim
Magomayev “Mad Mukhtar”, a one-act
ballet-fantasy based on the novel of the
same name by Cervantes “Don Quixote”
by Kara Karayev (1960), the first mugham-
ballet based on the symphonic mugham of
the same name “Rast” by Niyazi (1962),
written by Soltan Hajibeyov in 1961, the
children’s opera-ballet “The Fox and
the Alabash”, “Stronger than Death”
by Arif Melikov (1966), “The Caspian
Ballad” by Tofik Bakikhanov (1967), the
choreographic novella “Shur” by Fikret
Amirov (1968), a one-act choreographic
poem based on the poem of the same name
by Nizami Ganjavi “Leyli and Majnun”
by KaraKaraev (1969), choreographic
miniature “Yalli” by Rauf Gadzhiev (1969),
choreographic miniature “Lezgikhangi” by
Rauf Gadzhiev. (1969), “Two People on



Earth” by Arif Melikov (1969), “Shadows of
Gobustan” by Faraj Karayev (1969), Faraj
Karayev “Kaleidoscope” (1971), based
on the poems and ghazals of Mirza Shafi
Vaze “Mugham” by Nazim Aliverdibekov
(1972), one-act choreographic miniature
“Azerbaijani Suite” by Rauf Hajiyev (1972),
based on the poem of the same name by
Rabindranath Tagore, the ballet “Chitra”
by Niyazi (1972), “Alibaba and the Forty
Thieves” by Arif Melikov (1973), “The
Epic of Nasimi” by Fikret Amirov (1973),
a choreographic poem dedicated to the
work of Caspian oil workers “Conquerors
of the Caspian” by Fikret Amirov (1975),
a pantomime ballet “Kosa-Kosa” by
Rakhil Gasanova (1975), “Inspiration” by
Leonid Weinstein (1977), “Poem of Two
Hearts” by Arif Melikov (1981), “Humay”
by Nariman Mamedov (1981), “Nizami”
by Fikret Amirov (1984), based on the
work of the same name by Sergei Yesenin,
“Eastern Poem” by Tofik Bakikhanov
(1989), children’s ballet based on
“Khamsa” by Nizami Ganjavi, “Good and
Evil” by Tofik Bakikhanov (1992), “Empty
Cradle” by Firengiz Alizade (1993), “Yusif
and Zuleikha” by Arif Melikov (1999),
“Journey to the Caucasus” by Akshin
Alizade (2002), “Call of Karabakh” Tofika
Bakikhanov (2008), “Waltz of Hope” by
Akshina Alizade (2008), “Sayaly” by Elnara
Dadashova (2012), children’s ballet “The
Magic Apple” by Oktay Zulfugarov (2012),
“Sheikh Sanan” by Nariman Mamedov and
others (I'azeta «Baki x b r»,2015:15).
Innovations and algorithms are being
introduced into the educational process.
Since the creation and development of
the choreographic education system
in Azerbaijan, as a result of attracting
professional personnel to the Baku
Choreography School and inviting a
number of specialists from Russia to the
teaching staff, the process of teaching
choreography in the Republic of Azerbaijan
has been further improved and a system for
training highly professional specialists for
the national ballet scene has been formed.

The development process in the field of
education has created a broad basis for the
development of national personnel.

In addition to Gamer Almaszade,
who was already working as a teacher
at the Baku Choreographic School,
during that period the teaching staif was
formed from prominent figures in the art
of ballet such as Leyla Vekilova, Tamilla
Mamedova, Rafiga Akhundova, Chimnaz
Babayeva, Tamilla Shiralieva and other
famous ballerinas and choreographers.
Here it would be quite appropriate to cite
the thoughts of art researcher Narmina
Guliyeva, who notes: “In the 1960s, in
connection with the need to preserve the
national dance traditions of Azerbaijan,
professionally teach and promote national
dance, a folk department began to function
at the Baku Choreography School, where
Khumar Zulfugarov, Afag Malikova,
Roza Jalilova, Tarana Muradova, Jamila
Bayramova, Sabina Gasimova and other
figures of choreographic art studied,
who later received the honorary titles of
Honored and People’s Artist of Azerbaijan.”
(Fynuena, 43).

Results and discussion

Let us repeat, according to the order of
the President of the Republic of Azerbaijan
dated April 30, 2014, the educational
complex “Baku Choreography Academy “
(BAC) was created on the basis of the Baku
Choreography School. Currently, the Baku
Choreography Academy, operating under
the Ministry of Culture, is the only leading
higher education institution in Azerbaijan
that trains professional specialists in
various fields of choreography. By order of
the President of the Republic of Azerbaijan
[lham Aliyev, the Academy began its
development path with the approval of the
Charter of the Academy dated December
26, 2014..

The Baku Academy of Choreography
is a unique multi-level educational
complex for Azerbaijan, implementing
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programs at various levels of education:
from primary and secondary general to
secondary specialized (college) and higher
(bachelor’s, master’s, doctoral). This multi-
stage structure places high demands on the
modernization of the educational process,
which in the context of globalization

and increasing competition in the global
educational space is becoming a top
priority.

The need to improve educational
programs and train faculty is determined
by the need to increase the level of
competitiveness of students and their
readiness for new challenges facing
professional choreography and art in
general. In this context, the integration of
innovative pedagogical methods, as well
as strengthening academic mobility and
cooperation with international educational
institutions are key areas of strategic
development of the Academy.

Thus, the modernization of the
educational system of the BHA contributes
not only to improving the quality of training
specialists in the field of choreography,
but also to the formation of competitive
personnel capable of making a significant
contribution to the development of national
culture and art in the conditions of the
modern globalized world. (Raheb, Stergiou,
et al).

It is known that the study of the basic
principles and methods of teaching
the pedagogy of choreographic art and
performing skills has become an important
problem in every historical period.
(Chappell, et al). Preparation and targeted
process of forming the dancer’s personality,
exchange of accumulated experience in
the field of ballet art, targeted influence
on the student with the aim of preparing
for future professional activity. (Fink, et
al). Developing professional ballet skills
requires not only technical skills, but
also emotional and artistic maturity. It
is important to create a stimulating and
supportive environment for the student to
help him or her reach his or her potential.

Through shared experiences and targeted
training, significant progress can be made
in preparing for a future professional career.

As we begin to learn ways and
methods of teaching young dancers,
we ask ourselves: « What are we trying
to achieve?>» The success of a teacher,
whether working with professionals or
beginners, is measured not by purely
technical or physical achievements, but
by the formation of creative, intuitive and
inquisitive personality. (Tharp, K. 2005).

Drawing a parallel between the
Choreography Academy of Azerbaijan and
Kazakhstan, it is possible to say in the
words of the authors of the article «Seriler
Saltanaty» presentation of national-literary
scene in choreographic performance»,
Kazakhstan performs a great job as a world
glorifier of national culture, reviving the
national dance art, being a new milestone
in choreography art of Kazakhstan. The
main goal of this group is to raise national
dance art to a world level, to reveal the life
and history of the great steppe through
new national productions. (’Kanrac6aesa,
Kycanosa 214).

One of the greatest achievements of
the Academy is the establishment for the
first time in the history of choreography of
the International Competition of Classical
and National Dance named after Gamer
Almasade. This competition, which was
attended by representatives of different
countries, serves to further strengthen
friendship between peoples. In 2016 and
2018, the Academy successfully held a
competition with 324 participants from 12
countries.

Book of the first rector of BCHA by
Professor Timovich Efendiev «Baku
Choreography Academy: a path begun from
tradition», devoted to 90 years of history of
choreographic education in Azerbaijan and
5-year the summer activities of the Baku
Choreography Academy is a fundamental
work, which serves as an important source
for scientific research. The book contains
a rich material about the creativity of



Azerbaijani masters of ballet, leading
choreographic teachers, and it also reflects
the establishment and development of
national dance art and choreographic
education..

In accordance with the practice
of development of world universities,
despite its short life, the Academy of
Choreography has declared itself as a
unique educational and scientific creative
center of the Republic. As you know,
ballet training is a specific process aimed
at achieving one goal - the training of
highly qualified performers. And the
stages of the formation of the domestic
system of choreographic education
developed in close relationship with
theatrical art. As confirmed by the above
ballet performances and choreographic
miniatures. And it is natural that in addition
to choreography, the Academy opened the
faculties “Theater Studies” (scenography,
costume design for national and classical
dances) and “Musicology” (pedagogy of
music, instrumental performance, folk
instruments, ) in the 2017-2018 academic
year. The uniqueness of the Academy lies
in the fact that it trains not only ballet
dancers, choreographers, choreographers,
but also actors, theater directors and
musicologists. The Academy has formed
departments of ballet master art, classical
dance, national dances, social subjects,
musical subjects, Azerbaijani language and
literature, art history, design, united in the
Faculty of Arts.

One of the key tasks facing the
Baku Choreography Academy is the
implementation of targeted and systematic
activities in all areas of choreographic
education, as well as the development
and publication of teaching aids that form
the basis of the educational process. For
the first time in the Azerbaijani language,
a number of educational materials on
choreography created by professional
teachers of the academy were compiled
and published. In addition, some textbooks
were translated from Russian into

Azerbaijani and transferred to the disposal
of students and students mastering the
specialty in the field of choreography.

The object of research of this work is
the process of formation and evolution of
the Azerbaijani ballet school. As a material
for the study, ballet works of Azerbaijani
composers were used, as well as the
creative activity of prominent figures of
ballet art. Particular attention is paid to
structural and organizational changes in
the development of the ballet school, from
the Baku Choreographic School to the
Baku Academy of Choreography.

The historical and cultural approach
to the topic made it possible to highlight
the key factors that contributed to the
development of choreographic art against
the background of the formation and
improvement of the national ballet school.
In the course of the study, using a formal
analysis, the characteristic features of the
Azerbaijani ballet school and its unique
path of development were revealed,
which makes it possible to more deeply
comprehend the contribution of this school
to world choreographic art.

Baku Academy of Choreography,
considered as the most important element
in the development of national ballet art,
is the result of cumulative achievements
over a century of evolution of choreographic
education in Azerbaijan.

The Baku Choreographic School, which
is the country’s only secondary specialized
educational institution in choreography,
has trained outstanding ballet dancers
and dance masters, known not only in
Azerbaijan, but also in many countries
of the world, exactly 85 years from the
date of its creation. Among them are
Gamer Almaszade, Leyla Vekilova, Rafiga
Akhundova, Tamilla Shiralieva, Chimnaz
Babaeva, Tamilla Mamedova, Khumar
Zulfugarova, Afag Malikova, Roza Jalilova,
Ramazan and Olga Arifulin, Vladimir
Pletnev, Gizgait Khudagulukyzy, Naila
Nazirova, Rufat and Valentina Zeynalovs,
Ella Almazova. Most of these artists
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completed internships and continuing
education courses at Moscow and St.
Petersburg choreographic schools, and
then returned to Baku and took up teaching
activities. However, considering the rich
repertoire of the Azerbaijan State Academic
Opera and Ballet Theatre, as well as the
State Dance Ensemble of the Azerbaijan
State Philharmonic and the State Song
and Dance Ensemble, The need for highly
qualified ballet and dance artists, as well

as professional teachers and ballet masters
has also increased. Of course, after some
time, that is in the middle of the 90s,

to meet the need for ballet masters and
choreographers, the Azerbaijan State
University of Culture and Arts opened a
specialty «Art of Ballet Master». For many
years the relevant department has prepared
ballet masters with higher education,
provided professional staff of various
theaters and collectives. However, from

the point of view of art, this disconnection
caused many problems and significantly
slowed down the pace of development of the
choreographic field.

The coordination of scientific and
creative activities in the field of national
choreographic art of Azerbaijan is
an important step in ensuring the
direct participation of specialists in
solving key problems in this area. The
Baku Choreography Academy has
established close cooperation with state
institutions from the very beginning
of its activities, taking the initiative to
establish qualification programmes
aimed at training professional personnel,
necessary for performing choreographic
art. In addition to the already existing
programs on choreography such as
classical dance, ballet master art, national
and modern dance, as well as training
of ballet masters, new directions were
opened at the academy. Among them art
history (scenography, costume history,
choreography history), as well as design
including scenography and design of
costumes for national and classical dances.

These specialties are interdisciplinary and
related areas that expand the opportunities
for training specialists in the field of
choreography.

The training of dance teachers at the
Baku Choreography Academy is based
on the historically established system
of classical choreographic education,
which has cultural significance and covers
teacher training for higher and secondary
educational institutions, ballet company,
professional dance ensembles in the capital
and in the regions. The system is aimed
at training of teachers-tutors who help to
improve the professional skills of ballet
artists and ensembles, ensuring their
preparation for stage performances.

Considering the high importance of
this area, the Cabinet of Ministers of the
Republic of Azerbaijan officially included
the specialty «Dance teacher» in the list
of state specialties by its Decree 135 of 10
April 2017. The activities of ballet artists
and ensembles are temporary, and by the
age of 38-39 their stage career is usually
over. However, success on the stage is not
enough to continue a career in pedagogy.
Need a pedagogical education, as well as
profound knowledge and skills in the field
of choreography. The specialty «Dance
teacher» was created for this purpose.

At the same time, there is an urgent
need for fundamental research that would
contribute to the further development and
existence of choreography. Therefore, the
role of the master’s and doctoral degree
courses operating in the academy is great.
(https://news.day.az/culture/874145.
html).

Basic Provisions

1. Development of pedagogical skills
based on theoretical and methodological
principles of subject activity under the
influence of philosophical-pedagogical
tradition of higher education.

2. The development of pedagogical
qualities of personality is a complex multi-



stage process, depending on the unity of
external (tasks set by the rector and dean)
and internal factors (the availability of
curricula and teaching aids).

3. The process of developing the
pedagogical qualities of the personality of a
student choreographer involves the unity of
training, education and development during
classroom lessons, creative and socio-
cultural events, reflecting domestic folk
traditions, modern trends in the dynamics
of choreographic art and the needs of the
audience.

4. The specifics of the development and
teaching of the ballet school, its plastic
language, historical factors determine the
path of further development of the national
dance and ballet of Azerbaijan.

5. Studying the characteristics
of traditional culture of Azerbaijani
dance influenced the revival and new
interpretation of folk education in
choreography. It proved to be promising
paths for the development of the theory of
Azerbaijani dance.

Conclusion

Local, regional and global socio-political
and socio-economic processes observed in
recent decades have a significant impact
on the development of science, education,
culture and art. However, thanks to the
consistent domestic and foreign policies of
the Azerbaijani leadership, the legal, social
and logistical basis for the progressive
development of the humanitarian sector
has been substantially strengthened. In
accordance with the requirements of time
and modern standards, significant projects
aimed at improving the cost-effectiveness of
these areas have been implemented, as well
as systematic measures to improve them.
The development of choreographic
education in the context of the
establishment and evolution of the ballet
school as one of the basic directions of
artistic education is of particular interest.

Azerbaijan has shown high achievements
in the field of art education, which is
confirmed by the observed quantitative
and qualitative indicators of these
successes, which have a tendency to
increase. The establishment of a system of
complementary arts education, in particular
through public art schools and music
schools, has contributed to the inclusion of
large numbers of children and the provision
of high-quality educational services.
This phenomenon, in turn, not only
demonstrates the importance of artistic
education of the younger generation, but
also reflects public attitude towards cultural
heritage and the perception of art by
viewers.

Thus, strengthening the system
of artistic education, in particular
choreography, is an important element
for sustainable development of the
humanitarian sector of Azerbaijan and
contributes to the preservation and
continuity of cultural values. In conclusion,
we would like to emphasize that...the art
of dance is a powerful art, enriching the
inner world of man and purifying his soul.
One of the characteristics of this difficult
and complex area is that it requires great
sensitivity. The graceful movements of
dancers, the elegant rhythms and the
dancing positions that shine in harmony
can not fail to impress the hearts of
spectators...» (JKanrac6aesa, Kycanosa
213).

Value of the study
(contribution to relevant field)

Baku Choreography Academy is one of

the artistic higher education institutions

in Azerbaijan. The unique status of

the multi-level academy sets us new
challenges to implement more extensive
and exemplary works in the field of art
education. Therefore, the development and
establishment of ballet school in Azerbaijan
from a historical point of view is the best
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foundation for its further development of all ~ the knowledge and research available today
choreographic education and art in general.  in the field of learning and development of
The value of this study is that it summarizes the ballet school, and also serves as a visual
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scientific guide for further studies.
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Kaszax yaTTbiK Xopeorpadus akajeMHsiChl,
(Acrana, Kazakcran)

93EPBANIXAH XOPEOTPA®UANDIK OHEPIHIH EPEKWIENIKTEPI: OKbITY
TYXbIPbIMAAMACDI )KOHE OPbIHAOAY WWEBEPJIITIH XETINIAIPY

Anparna. Xopeorpaduanbik 6HepAiH AaMybl CTaTUKANbIK MPOLLECC eMEC, O/ YaKbIT aFbIMblHA CalKec
TYpaKTbl Typae AaMbin keneni. Kasipri xarganaa 6anet )xaHe yATTbIK, Xopeorpadusi canacbiHbIH,
XKeTeKLi MaMaHAapbl aHANUTUKANbIK 3epTTeynep apKplibl 6M 6HEpiHiH XaHa TypiepiH aHbIKTar, OHbIH,
[aMybIHbIH, Ka3ipri TeHAeHUMANApbIH aHbiKTayaa. Xopeorpadus canacbl 60vibiHIWA KaCibW Kagpnapabl
(6anet aprici, b1 aHcambni apTicTepi) fLavibiHOAyAbIH Heri3i 6aneT MekTebi ekeHi ce3ci3. [lereHMeH,
neparor-xopeorpadTapra, baneTmerictepnepre xaHe 6anet MaMaHAAPbIHA CYPaHbICTbIH, apTybl OKY
YAepicCiHe aHa TacinaepAi eHrisyai Tanan eteai. o3ipbaixaH PecnybnvkacbiHaa xopeorpadus
©HEepiHiH A3CTYpAepiH cakTay XaHe AaMbITy KXKETTiNliriHe 6alinaHbICTbl, COHAAM-aK OCbl Canafa XoFfapbl
6inikTi MaMaHaapAbl fasgpnay MakcaTbiHAa baky xopeorpadusanblk, yunnumiLeciHiH 6as3acbiHaa baky
xopeorpadus akafeMusacbl Kypblnabl. 3epTTeyAiH MaKcaTbl: O3ipbaikaH xopeorpadusibik HEpPiHiH,
KasnbINTacy XaHe AaMy epekLienikTepiH o3ipbaikaH 6anet MekTebiHiH, 3BONIOLMACH KOHTEKCTIHAE
Kapactbipy. MinaeTTepi: O3ipbaiixkaH 6aneT MekTebiHiH KanbiNTacy XXaHe AaMy XKOJbIH aHbIKTaY;
O3ip6aiikaHHbIH Xopeorpadusbik, @HePi KOHTEKCTIHAE XopeorpadTapablH, KOMbIbIMAAPbIHbIH,
MaHbI3blH TYCiHY X8He aHbIKTay; 6onawak 6anet aprictepi MeH 61 aHcaMbni apTicTepiH AalbliHAAY XaHe
OpbIHAAYLWbINbIK, WebepniriH apTTbipy 60WbIHIIA NEeAArorMKanblK, KbI3METTEri naes MeH XaHalbinabIKTbl
Heri3gey; a3ipbaixaH OUiH AaMbITy HerisiHae MaMaH-xopeorpadTapAbl AakblHAAY MOAENIH XEeTiNAipymiH,
nepcneKTUBabIK MiHAETTEPiH aHbIKTay. 3epTTey aaicTepi. Makanaga KoMbIIFaH MakcaTTap MeH
MiHOETTepre CaMKecC FblbIM 93ipNereH aficTep: Tapuxu Tanaay, CanblCTbipMabl Tanaay, KaTbiCyLUbl
nefarorvkanblk, 6akplnay afici XkaHe apTypni Nefarornkanblk TEXHONOrMANAPAbl CaNbICTblPYAbIH,
aHaNUTUKANbIK, 3A4iCi KONAAHbINAbl. 3epTTeY HaTUXeNepi Macenenepai wewynid 6enceHai TacinaepiHe
KaTbICTbl TEOPUSNIK XXSHE MPAKTUKANbIK, EPEXENepaiH KEH aAicTeMENiK Heri3ainiriMeH KamMTaMachi3
eTineni. 93ipbaikaH 6anet MekTebiHiH KanbiNTacybl MEH AaMYbIHbIH, HETI3ri epeKLenikTepi MeH
NMPUHLMMTEPIH CMNaTTal OTbIPbIM, MaKana aBTopaapbl xopeorpadusanblk eHepai ae, 6inim 6epyai ne
[9CTypnepai cakTay MacenieCiH KapacTblpbin, HAaKTbl A3NeNAepMeH TyXXbipbiMAanabl. KeH, aykbiMabl
FbIIbIMU-NEAArOrMKaNbIK LEPEKKO3LEPTre CYMEHE OTbIPbIM, TEOPUSbIK MPUHLMNTEPAI SKCMEPUMEHTANAbI
TYpAe TeKcepy.

TyiiiH ce30ep: xopeorpadusanbik 6iniM, baky xopeorpadus akagemusicol, 6anet mekTebi, 43CTYP
CabaKTaCTbIfbl, MOAEHM KYHAbIbIK,

Aotiexce3 ywin: LLlaxmypagoBa, Hurap, xxaHe lynbHapa CanToBa. «93epbaiigkaH xopeorpadusbik,
©HEepiHiH epeKLIenikTepi: OKbITy TYXbIpbIMAAMAChI XXdHe opblHAAy WebepniriH xeTingipy». Central Asian
Journal of Art Studies, T. 9, N2 3, 2024, c. 255-269. DOI: 10.47940/cajas.v9i3.940

AnFbic: aBTOP/IAp MaKanaHbl XXapusnayra faibiHaayFa KeMekTeckeHi ywiH “Central Asian Journal of
Art Sdudies” pegakumscbiHa, COHOAM-aK 3epTTeyre Ha3ap ayAapFaHbl XXaHE KbI3bIFYLbI/bIK, TAHbITKAHbI
YLWiH aHOHMMAI peLeH3eHTTEpre anfbic bingipesi.

Asmopnap KomuazbaHblIH COHFbI HYCKACbIH OKbIN, MAKY/10a0b] #aHe Myddenep KaKmeblfbiCbl #OK 0en
ManiMOEDI.
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Lllaxmypanosa Hursp, CauroBa I'yibHapa

Kasaxckasi HaloHasbHast akajieMust Xopeorpaguu
(Acrana, Kasaxcran)

OCOBEHHOCTU XOPEOTPA®UYECKOIO MCKYCCTBA ASEPBAMOKAHA: KOHLENLMUA
OBYYEHNA U COBEPLWEHCTBOBAHME NCMOJTIHUTEJNIbCKOIO MACTEPCTBA

AHHoTaums. Pa3BuTre xopeorpadrueckoro MCKYcCTBa HE SIBNSETCS CTaTUYHbIM NPOLLECCOM, OHO
HEYK/IOHHO Pa3BMBAETCS B COOTBETCTBUM C TEHAEHLMSAMU BPEMEHW. B COBPEMEHHbBIX YCIIOBUSX BEAYLLME
CrneLuanucTsl B 061acti 6aneTa M HaLMOHANIbHOM Xopeorpaduu NOCPEACTBOM aHAIUTUYECKMX
1ccnefoBaHUi BbISBSHOT HOBble GOPMbI TaHLLEBAIbHOTO MCKYCCTBA M OMPEAENsIoT aKTyaslbHble
TEHAEHUMW ero pa3BuTus. HECOMHEHHO, GyHAAMEHTOM MOAFOTOBKM NPOdECCHOHANbHbIX KaApPOB
(apTucToB H6aneTa, apTUCTOB TaHLEBaNlbHbIX aHCaMbnel) B chepe xopeorpaduu aensetcs 6aneTHas
wkona. OfHaKo BO3pOCLUMIA CNPOC Ha NeAaroroB-xopeorpacos, baneTmelictepos v 6anetoBenos Tpebyer
BHeLpEeHUs HOBbIX MOAXOA0B B 06pa30BaTe/bHbIM NMpoLecc. B cBs3u ¢ HE06XOAMMOCTbIO COXPAHEHMS

W pa3BUTMS TPALMLIMIA Xopeorpaduyeckoro nckyccTea B AsepbaiiaxaHckoi Pecnybnuke, a Takxe ¢
Lle/Ibl0 MOATOTOBKM BbICOKOKBANMMULMPOBAHHBIX CMELMANUCTOB B AaHHOM 061acTh, Ha 6ase bakuHckoro
XopeorpamMyeckoro yYmnuiia cosgaHa bakuHckas akagemus xopeorpaduu. Llenb uccnenosanus
paccMOTpeTb 0COBEHHOCTM CTAHOBNEHUS U Pa3BUTUS a3epbaiigkaHCKOro Xxopeorpapuyeckoro
MCKYCCTBA B KOHTEKCTE 3BOOLMM BaneTHOW WKobl A3epbaiigkaHa. 3a4auu: BbiBNEHUE NYTH
CTaHOBNIEHWS U Pa3nTUS a3epbaiiiKaHCKOM BaNeTHOM LUKO/bI; OCMbIC/IEHUE U ONPEaeNneHune
3HAYMMOCTM MOCTAHOBOYHbIX PaboT HaneTMeNCTEPOB B KOHTEKCTE XOPEOrpayeckoro NCKyccTBa
AzepbaiiaxaHa; 060CHOBaHME MAEN M HOBAaTOPCTBO B NMeLArorMyeckoi AesTeNbHOCTH Mo MOArOTOBKE
COBEPLIEHCTBOBAHUS UCMONIHUTENBCKOTO MAacTePCTBA ByayLmnx apTucToB 6aneta u apTUCToB aHcambns
TaHLA; onpeneneHue NepcnekTUBHbIX 33434 COBEPLIEHCTBOBAHMS MOLENM MOLTOTOBKM CMELManvUCTOB-
xopeorpaoB Ha OCHOBE Pa3BUTUS a3epbaitaykaHCKOro TaHLa. MeToabl uccnenoBaHus. B cootBeTcTBmm

C LeNnsMu 1 3aa4amu, NocTaBNEHHbIMU B CTATbE, UCMO/Ib30BaHbI BbipaboTaHHbIe HAyKo METOAb
UCTOPUYECKMIA aHaNN3, CPAaBHUTENbHBbIV aHann3, MeToA, BKIOUYEHHOTO NeAarorMyeckoro HabnoaeHus,
QHaANUTUYECKUIA METOL, COMOCTABNEHMS PA3NNYHbIX NEAArorMyeknx TEXHONOrMiA. Pe3ynbraTsl
BbIMOJIHEHHOTO UCCNEL0BaHUA rAapaHTUPYHOTCS 06LWMPHOM METOLONOrMYECKOW 060CHOBAHHOCTbIO
TEOPETUYECKMX U MPAKTUUYECKMX MONOXKEHUI, CBA3aHHbBIX aKTUBHOLEATENbHBIM MOAXOAAM K PELIEHUIO
nobnem. Xapaktepusysi OCHOBHbIE YepTbl U MPUHLMMbI CTAHOBNEHUS U PA3BUTUS GANETHOM LLKOSbI
AzepbaiiikaHa, aBTopbl CTaTbW pacCMaTPUBAIOT BONPOC COXPAHEHWE TPALMULIMIA, Kak XOpeorpaduyeckoro
MCKYCCTBA, Tak M 06pa3oBaHus, U hopMyMpyeT C KOHKPETHbIMU apryMeHTaMu. OMbITHOM NPOBEPKOA
TEOPETUYECKMX MOOXKEHUM, ONOPOI Ha WMUPOKKUIA CMEKTP HAy4YHO-NEeLArOrMYEeCcKUX UCTOYHMKOB.

Kntoyessie cnoea: xopeorpadpuyeckoe obpasoBaHue, baknHckas akagemms xopeorpaduu, banetHas
LLKONA, NPEEMCTBEHHOCTb TPAAMLIUIA, KYNbTYpHAs LLEHHOCTb.

Ans yumupoearus: lLlaxmypaposa, Hurap, u ynbHapa CautoBa. «OcobeHHOCTH xopeorpaduyeckoro
McKyccTBa AsepbaiikaHa: KOHLenuus 06y4yeHns u COBEpLIEHCTBOBAHUE UCTIONHUTENBCKOrO
mactepctBa». Central Asian Journal of Art Studies, T. 9, N2 3, 2024, c. 255-269. DOI: 10.47940/
cajas.v9i3.940

bnazodapHocmu: ABTOPbI BbipakatoT 6narofapHocTb pegakumm «Central Asian Journal of Art
Studies», a TaK)Ke aHOHUMHbIM peLLeH3EHTaM 33 BHUMAHWE U MHTEPEC K UCCIeL0BaHMI0, a TakxKe 3a
MOMOLLb B MOAFOTOBKE CTaTbM K My6AMKaLmK.

Asmopsl npoyumanu u 0006puIu OKOHYAMENbHbIU 8apuaHm pykonucu u 3aseastom o6 omcymcmesuu
KOHGIUKMA UHMepecos.
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®OPTEINUAHO:
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BYJ1YILIEE

(K 80-JIETUIO KA3AXCKOW
HALIMOHAJIbHOM
KOHCEPBATOPUU UMEHU
KYPMAHTIA3bI)

Maiia Cenn', Uropb Onekcenko?

I.2Kazaxckast HallMOHaJ/IbHasi KOHcepBaTopusi M. Kypmanrasbl
(Anmarbl, Kazaxcran)

AnHoTaums. CTaTbs NOCBSLLEHA UCTOPUM CTaHOBNEHUS Kadeapbl cneumanbHoro doprtenmaHo Kasaxckon
HaLMOHaNbHOW KoHcepBaTopun MMeHW KypMaHrasbl, ©opMUpOBaHME KOTOPOI NPOMCXOAMIO B OAHO
BpeMs C pa3BUTMEM Ka3axCTaHCKOM hopTenuaHHOWM LKoNbI. B cTaTbe BbISBASIOTCS 0COOEHHOCTU
dopMupoBaHua kadenpbl cneunansHoro GoprenmMaHo Kasaxckow HaLMOHaNbHOM KOHCEPBATOPUM
nmeHn KypmaHrasbl. ABTOpamMu npefnpuMHUMAETCs NomnbiTKa OCMbICIMBAHWS MCTOPUYECKOro npoLecca
ee dopmupoBaHus. OLHMM U3 raBHbIX GaKTOpoB GopMMpoBaHUA Kadenpbl cneunansHoro GoprenMaHo
paccMaTpuBaeTCs MPeeMCTBEHHOCTb UCMONHUTENbCKMX U MeAArornyecknx NpMHLUMNOB. ABTOpI
NMPUMEHSIOT UCTOPUYECKMIA MOAXOA, C MOMOLLbI0 KOTOPOrO NPOC/EXMBAKTCS UCTOKM, MOBAMSBLUKE Ha
CTaHOBNIEHWE NEeLArorMYeckoro 1 UCMONHUTENbCKOro 06aMKa Kadenpbl cneumanbHoro GoptennaHo,
a TaKkXXe CMCTEMHbIN NOAXOA, MO3BONSIOLLMIA PACCMOTPETb 0COBEHHOCTU POPMUPOBAHUS U PA3BUTUS
Kadenpbl cneumansHoro poprennaHo Kasaxckoi HauMoHanbHOM KOHcepBaTopun uMeHn KypMaHrasbl.
Ocobblit MHTEPEC NPOSIBASETCS K BONPOCaM pa3BUTUS Kadeapbl cneumanbHoro doprenmaHo Kasaxckoi
HaLMOHaNbHOW KOHCepBaTOpUM MMeHWU KypMaHrasbl C TOYKM 3peHUS Ka3aXCTaHCKOTO My3bIKOBEAEHMS,
0TMEYaeTCs YHUMKaNbHOCTb 3TOro npouecca. B xoae nccnenosaHus 6biamn M3yyeHbl LEHHbIE LOKYMEHTbI,
XpaHsiwmecs B Apxnax Kazaxckoi HauMoHanbHOM KoHcepBaTtopuu nMeHn KypMaHrassl 1
HoBocnburpckow rocyaapCTBEHHOM KOHCepBaTOpUM UM. M. [MHKKU. Pe3ynbTaTbl MccnenoBaHms MoryT
6bITb MONE3HbI B NpoLiecce 06y4eHMs Kak NMMAHUCTOB (MCNOMHWUTENEN, UCCef0BaTeNEeN, Nefaroros), Tak 1
My3bikoBeoB. CTaTbs COAEPXKMT TabNULLY M AMarpaMMy, KOTOpbIe OTPaXXatoT pe3ynbTaThl UCCNef0BaHMS.
Knioyeswie cnosa: Kasaxckas HaLMoHanbHas KoHcepBaTopus uMeHu KypmaHrassl, kadenpa
crnewuManbHoro GopTennaHo, KazaxcrtaHckas GopTennaHHas WKona, TpafuLMK, UCNIONHUTENBCTBO,
neparornka, GoprennaHo.



Ans yumupoeanus: Cenn, Maia, u OnekceHko Uropb. «Kadenpa cneumanbHoro doprenuaHo:
npownoe, HacTosiwee, byayuiee (kK 80-neT1io Kazaxckow HaLUMOHaNbHOM KOHCEPBAaTOPUM MMEHU
Kypmanrasbi)». Central Asian Journal of Art Studies, 1. 9, N2 3, 2024, c. 270-290. DOI: 10.47940/cajas.

v9i3.900

Asmopsl npoyumanu u 0006puIu OKOHYAMENbHbIU 8apuaHm pykonucu u 3aseastom o6 omcymcmesuu

KOHGIUKMA UHMepecos.

BeepeHue

XX BeK B KOHTEKCTe BCel KazaXcKol
MY3bIKaJbHOH KYJIbTYPbl — 3TO BAXKHEHLLIUN
ncropuueckuit capur ([xxymakoBa 67). 40-e
rr. XX cTo/ieTust sBUJMCh CyIbOOHOCHBIMH
JUISl HAMOHAJIBHOTO (hOPTENUAHHOTO
McKyceTBa. FIMeHHO B 3T0 BpeMst Hayasoch
€ro CTpeMHUTEJIbHOE 3BOJIOLMOHHOE
JIBUXKEHHUE.

OTtKpbiTHE KOHCepBaTOpHH B 1944
rojly 03HaMeHOBAaJI0 UCTOPHUECKUH pyGeK
CTaHOBJICHHUST (DOPTEMHAHHOTO HCKYCCTBA
1 KyJIbTyphbl cTpanbl. [lepBasi, u, 1o
HACTOSILLEr0 BpEMEHH, eIMHCTBEHHASI
KoHcepBaTtopus B Kazaxcrane, yxe
Ha HavyaJIbHOM 3Tare pa3BUTHs CTaJsla
KY3HHLEH BbICOKOKBAJH(ULIUPOBAHHbIX
CMELHANMCTOB aKaleMU4eCKOro
NpogeCcCHOHATBHOTO HCKYCCTBA CTPAHBI.
[Ipofinst 80-1eTHUI MyTh CTAHOBJEHHUS
1 passutus, Kasaxckas HauuoHasmbHast
KoHcepBaTopusi UMeHn Kypmanrasbl k
HaCTOSILIEMY BPEMEHHU SIBJISIETCS LIEHTPOM
MY3bIKa/JbHOT0 06pa3oBaHusl, HAyKH,
Hay4yHO-MeTOJMYeCKHUX pa3apaboToK B
BOIPOCAX BOCTUTAHUS UCIIOJHUTEEH,
KOMII03HTOPOB, M€Jaroros, uccjeanoBaresied
Pecny6ankn Kasaxcran. [Tyt Kazaxckoit
HalMOHAJIbHON KOHCEPBATOPUH — 3TO
MCTOpHSI ee hopTennanHon Kadeapsl,
KOTOpast 3a MeHee YyeM BEKOBYIO HCTOPHIO
MOJHSAIACH 10 YPOBHS yHaCTHHKA MHPOBOH
MHAHUCTHYECKOH KYJIbTYPhI.

K uncsy aktyasibHbIX BOPOCOB,
CBSI3aHHBIX C Pa3BUTHEM Kadeapbl
crieianbHoro (hopTenuano, MOKHO

OTHECTH €€ UCTOPHIO U (hOPMHUPOBAHHE,
KOTOpbIe HYK/IAI0TCS B THIATEJbHOM
uccsenopanun. Cyuiectsys,
NperuMylIeCTBeHHbIM 06pa3oMm, B
MpaKTHKe, IeITeJIbHOCTL Kadeaphl
KaK §IBJIEHUS] TEOPETUUECKH ellle
HEJI0CTaTOYHO OCMbIceHa. B ¢Boto
ouepelib, U3yueHHe HCTOPHU Kadeaphbl
creluasbHoOro opTenuato, TakxKe
npejlycMaTpuBaeT pacCMOTPEHHE TaKHX
MOHSITUH, KaK MPeeMCTBEHHOCT, TPAJHLIHH,
KazaxcTaHcKasi popTenuaHHast KoJaa u jip.

[lesib HACTOSIIIETO UCCIEIOBAHUS
— M3Yy4UThb MaTepHaJibl Kadeapbl
cnenuanbioro oprenuano KHK umenu
Kypmanraabl u, Ha 0cCHOBe COOpaHHbIX
JIAHHbBIX, BBISIBUTb OCOOEHHOCTH ee
thopmMHpoOBaHHUs U pa3BUTHs. B 310 cBSA3N
OblJ1a NPEANPUHSITA MOMbITKA TePUOAU3ALIUN
OCHOBHBIX UCTOPUUECKHX BEX U KOHKPETHbIX
3aa4 B KaxKJI0M U3 HUX. Kpowme Toro,
Obly1a cliesiaHa MornbITKa BbICBETUTh
B3aUMOJIEHCTBYE MHOMO06PA3Hs Pa3/IMUHBIX
(hopTenuaHHbIX 1IKOJI, FeHea 0THIeCKHe
BETBH KOTOPbIX COCTABHJIN Kaepy
crnenpalbHoro oprenuato. B actHocTH,
M0—HOBOMY, C YYETOM MaJIOM3BECTHBIX
CBHJIETEJILCTB, MPOCJIEKUBAETCS
TBOpUECKast 1eATE/ILHOCTD (DUTYP, BHECIIUX
BbIIAIOLIMICS BKJIAI B Pa3BUTHE Kadenpbl
CrienuasbHOro PopTenuaHo U BOCITUTABIINX
0TeueCTBEHHbIX MPOQECCHOHATLHDIX
MY3bIKAHTOB-MCIIOJHUTEJIEH, T1€]1ar0roB,
KOMITO3UTOPOB, YUEHbIX.

OpranusauroHHasi 1 MeTouuecKas
paGoTa Mo OCyIIECTBJEHHIO MEPBbIX 1IAr0B
npodeccuoHalbLHOTO My3bIKaJbHOTO
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o6pasoBanus Kazaxcrana, nana
MMITYJIbC B J1a/IbHENIIEM CTAHOBJICHHH U
(hopMHpPOBAHHMH MEPBOTO MY3bIKATLHOTO
By3a pecryOJ/nKH. !

MeToabl

B Hacrosiliem uccsie[oBaH|H aBTOPbI
NPeINPUHUMAIOT MOMBITKY CHCTEMHOTO
BUleHHs. JIaHHbBII METOJL IaeT BO3MOXKHOCTb
CHCTEMATH3UPOBATH FeHEANOrHI0
(opTenuanHoi Kadeapbl Kak 1eJOCTHYIO
CHCTEMY.

Ouckyccuga

Hekotopbie acnekTbl HCTOpHH Kadepbl
cnetpanbHoro goprennano KHK

M. Kypmanrasel paccMoTpeHbl B
paboTax Moc/aeIHUX IECATH JIeT — B
JIUCCEPTALIMOHHBIX HCC/IeI0BaHUsAX AJtyalll
Myxutooit (2009), Hansl Jlyiicen6aeBo#

(2013), Aiicyny KannasikoBo#t (2013),
Bannbipran batikanamosoit (2019),
Aiirepum ban6ycunosoii (2020). B
YKa3aHHbBIX IMCCEPTALUIX HCTOPHS
Kacdheipbl B OCHOBHOM paccMaTpHBaeTcst
¢dparmentapro. Ha ceroansitinuii ieHb, Kak
MOKa3bIBAET aHAJIU3 HCCJIEI0BATENBCKON
JIUTEPATYPhI 32 MOCJeHee IeCaTHIeTHE,
MCTOPHUS Kadeapbl H3yueHa HEOCTATOUHO
11€JI0OCTHO, OTYACTH 1O MPUUMHE OTCYTCTBHUS
apXMBHbIX MaTepHasioB. ABTOpaMH IJaHHOM
CTaThU MPeNpUHAMAETCS MOMbITKA
HauboJiee TOJHO M I0CTOBEPHO OCBETHTH
U3y4yaeMbli MaTepuadl.

B pesyJ/ibraTte npeanpuHATOro
CHCTEMHOTO TMOJIX0a K HCTOPHH Kaerpbl
cneuuanbioro gpoprennano KHK
uM. Kypmanrasbl, 6blJ11 BbIsIBJIEHbI
0COOEHHOCTH ee (POPMUPOBAHUS U PA3BUTHS
Ha Pa3HbIX YPOBHSIX:

1. Onpenenenne pakTopoB
YHUKaJIbHOCTH;

'CoBeTCcKOE MPABUTENbLCTBO, OTKPbIBAS KOHCEPBATOPHUIO TOCTAHOBJIEHHEM 0T 24 uiosis 1944 rona
Cosera Haponnbix komuccapos Kazaxckoit CCP 3a Ne 402 «O6 opranusalii KOHCEPBATOPHH B
ropozie Anma-Are» (noanucanHoe npeaceaaresneM Hypracom YHIAChIHOBBIM U YIIPABJISIOLLUM Ae/1aMU
Cosera Haponnbix Komuccapos Kazaxckoit CCP Hypnaynetom Kysem6aeBbim B Jlome npaButesibcTBa

B AsimMa-ATte), yKas3blBaeT B IOKyMEHTE:

1. OpranusoBath ¢ | okta6psi 1944 roga B ropoje Anima-Arte rocynapcTBeHHY0 KOHCEPBATOPHIO HA
6ase 31aHUST My3blKaJbHO—X0peorpauiecKoro KOMGHHATa CO CJEAYIOLIUMHU (haKyJIbTEeTaAMH:

1. HCTOPHKO—KOMIO3HTOPCKHM,
2. BOKaJIbHbIM,
3. hopTenuaHHbIM,

4. OPKECTPOBLIM C OTACJIEHHEM HAPOAHBIX HHCTPYMEHTOB,

5. baKysbTeT XOPOBOr0 AINPHKHUPOBAHHUS,
6. co3aTh MPH KOHCEPBATOPHH OMEPHYIO CTYIHIO.

7. Onpenenuts B KosnuecTBe 150 yesoBek niaH npuema Ha nepsblii Kype Anma-ATHHCKOH

rocy1apCTBEHHOH KOHCEPBATOPHH.

8. Bbiies1iTh B CaMOCTOSITENIbHY 0 €IHHUILY XOpeorpadruecKoe YUHIIHIILE U pa3yKPYTHUTh
MysbiKaJibHO-X0peorpaduuecKnil yueOHblit KoMOGUHAT ¢ siHBapst 1945 roja.

9. [TorunHUTH MY3bIKAJAbHOE YUHJIHILE U MY3bIKAJIbHYIO LIKOTY AnMa-ATHHCKOH roCy1apCTBEHHOM
KOHCEPBATOPHH, B LIEJISIX YIyUlleHHs] KauecTBa yueGHO—MeTOANYECKOH 1 BOCIIUTATEbHOH PaGOTHI.
10. O6s13atb Anma-Arunckuit ropcoset 10 15 centsiops 1944 ropa npenocraButs 10 kBapTHp A4
pasmMelleHust MPodeccCopCKO-MPernoaaBaTeabLCKoro coctapa Ayima-ATHHCKON roCy1apCTBEHHOM
KOHCEPBATOPHH U MIOMELIeH e MOJI 001IeKUTHE CTYAEHTOB KoHcepBaTopuu Ha 100 yesioBek.

I1. OpranuzoBath B AsiMa-ATHHCKOH rOCY1apCTBEHHON KOHCEPBATOPHUH HAYUHO-3KCITEPUMEHTAbHY 0
MacCTEepPCKYIO 10 U3TOTOBJIEHUIO U YCOBEPILIEHCTBOBAHUIO HAPOAHBIX My3bIKaJAbHBIX HHCTPYMEHTOB, AJ151
obecrevyeHHts HOPMaJILHOTO y4eOHOro pollecca B KOHCEPBATOPHHU U B IPYTHX MY3bIKAJIbHBIX yueOHbIX
3aBeACHUAX PECITYOJIUKH.

12. O6ecneunThb GyHKIIHOHUPOBAHKE HAPSILY C MPO(eCCHOHaNIbHBIMU MHOXKECTBA X035IHCTBEHHBIX
3aJ1a4 110 KM3He0OeCrneyeHUI0 KOHCEPBATOPUHU: TOMELLIEH U 115 TPOXKMBAHUS MPUTJIALLIEHHBIX H
9BAaKyMPOBAHHbIX MpeNnojaBaTeJ/el, MoOMeLEeHHUs 11 3aHATHI, OTOIMJEHUE, SJEKTPOCHAOKEHHUE,
001IeKUTHE (MHTEpPHAT), 06€CeUeHHOCTh HHCTPYMEHTAPHEM, JIUTEPATYPOIl H (POHOTEKOH,
HaJlaXKuBaHue obliecTBeHHOro nutanus (baiikagamona 8).



2. BhisiBjieHne B3aUMOCBsI3eH C
MOMOLLIBIO TIPEJICTABIEHHON MEPHUON3ALIHHY;

3. Packpbitre 3nauenus
NpeeMCTBEHHOCTH. MO0KHO rOBOPUTh
0 KaszaxcTaHCKOH (hopTernuaHHo#
uikoJe (nanee — KOIII), B ocHoBanuu
reHeasorHyecKoro JipeBa KoTopo#
HaXOSITCS IBE BaKHbl€ JIMHUU
NPEEeMCTBEHHOCTH: pycCKas 1
3arnajiHoeBporencKast HCIOJHUTENbCKHEe
wkoaibl. [lepBas cBsizana ¢ umeHamu
BhIIAI0IMXCST TPO(eCcCcopoB
UCIOJIHUTE/IBCKUX KiaccoB MOCKOBCKOH
JleHuHrpazackoit koncepsaropuil. Bropas
— OT HUCMOJHUTENBCKOTO UCKYCCTBA
1 neparorvkn @epenua Jlucra u ero
rnocJsie/loBaTesel.

B cBsA3M ¢ 0OTKpbITHEM TTEPBOH
KoHcepBatopuu B 1944 rony,
BIepBble B yueOHOM Ipolecce
OblJIM OMpeJie/IeHbl HalpaBJ/ieHHs]
KOHLLePTHO- UCTTOIHUTENbCKOH, HAay4YHO-
MEeTOJHYECKOH U Nelarorniyecko
paboThbl, KOTOPble OCHOBBIBAJIUCDH U
pa3BUBAJIMCh HA JIYULLIUX JOCTHKEHHUSIX
PYCCKOH LLIKOJIbI THAHU3MA U HA TECHBIX
CBSI351X C MUPOBOH HCIIOJNIHUTEJIbCKON
KyJIbTypOH. DTH MUAHUCTHUECKHE
TPaJAMLMH U HCTIOJHUTENbCKAsT KYJIbTYpa,
MCTOKH KOTOPbIX OepyT Havyasuo ot
camoro ®epentia Jlucra u BenyT K
[Tayaio [Ta6ery, Anekcannpy 3usotu,
Cepreto PaxmanunoBy, Anekcanupy
[onbaensenzepy, ['puropuio ['MH36ypry
¥ MHOTUM JPYTHUM, pHoGpeJsn ocodoe,
3M0Xa/IbHOE 3HAUEHHUE /I UX Ja/ibHeH1Iero
MOLLHOTO pacrnpocTpaHenus. JloctaTouHo
Ha3BaTb UMEHA TaAKMX 3HAYUTEJIbHBIX
My3blKaHTOB, Kak Camapuit CaBUIHHCKHH,
Koncrantun Mrymuos, 'enpux Heiirays,

Anexcannp [osibieHBeii3ep H Apyrux, 4ToObl

MPOCJIEAUTh, HACKOJIBLKO IyO0KO Obliia
nylieHa KopHeBasi CHCTeMa UX yYeHUKaMH B
Kaszaxcrane.

O6 nckyccTBe pycckoit popTenuaHHoi
ILIKOJIbI U €€ 0COOEHHOCTSIX CKa3aHo
B pasJIMUHbIX HCcyenoBaHusx. Kak
M3BECTHO, OJIHOH U3 OTJIMYUTEJNLHBIX YePT
PYCCKOH (hopTeNnHaHHOM 1LIKOJIbI SIBJISIETCS
MCKYCCTBO BJIaJIeHUsI HEOOBIKHOBEHHO

MSITKHAM, TI€BYYMM, HAMOJHEHHBIM 3BYKOM
(Teeputuna 149). MoxeT Jiu MacTepcTBO
Tyllle BJAUATh HA POPTENHAHHBIH

TeMOp — 3TOT BOMPOC OCTaeTCs
TMPeJMETOM CIIOPOB MEKJy aKyCTHKAMHU H
mysbikanTamu (Li, Timmers 490). B stoi
CBSI3H TPEJICTABISAETCS HEOOXOAMMbIM
oXapaKTepu30oBaTh HEKOTOPbIE

neaarorndyeCkue npuHUMIibl Nepedrc/€HHbIX

MacTepoB pyccKoro hopTenuanHoro
MCIOJIHUTE/IbCTBA, OKA3aBLIMX
3HAUMTEJbHOE BJUSIHHE HA POPMHUPOBAHKE
MPOLECCOB Pa3BUTHS Ka3axCTaHCKON
(hopTenuaHHoH 1LIKOJIbI, TPUEMbBI KOTOPBIX
ObLJIH HHTETPUPOBAHbI U MTPHKUJINCH KaK
HoBast HopMaJibHOCTh (Benetti 169).

Cawmapuit CaBUIMHCKHH — MPeEeMHHUK
nejaarornueckux npuHuunos Jleonuna
Hukonaesa (Hacsennuka Teonopa
JlelweTHUKOro) 1 NpeICTaBUTE b
neTepOypreKo-JeHHHTPaICKOH
hoprenuanHoi WKOJbI. Bytyun
HEOPAHHAPHBIM MY3bIKAHTOM,
BBbICOKOPYIHPOBAHHBIM YEJIOBEKOM,

OH CBOIO yKH3Hb MOCBSITHJI MEJIaroruke,
BOCMUTAHHUIO My3blKaHTOB. Camapuii
CaBlIMHCKUI Nepesan y4eHMKaM
OCHOBATEJIbHYIO LIKOJY MHaHu3ma. OH
TakKyKe MPUBOJIMJ B PABHOBECHE BCE
MHAHACTHYECKHE KOMITOHEHTBI: TPUBUBAJ
PUTMHUYECKYIO KYJbTYPY, HaslaXK1BaJ
CJIYXOBOH KOHTPOJIb, YUHJ KPUTHUECKH
NOJIXOUTh K cobcTBeHHOM urpe. [Tox
PYKOBOJICTBOM rejiarora yuenuku Camapust
CaBIIMHCKOTO KPOTIOTJIHBO OBJIaJIeBaJIH
MCKYCCTBOM I€HMs1 Ha hopTenuaHo,
KAHTHJICHOH.

OnHUM 13 BayKHEHNIIINX NeJarorniyecknx
npuHuunoB Koncerantuna MrymuoBa, kak
u ['enpuxa Hetiraysa, 661710 npucTasbHoe
BHUMaHHe K popTenuaHHOMY 3BYKY,
OTBepraHue yJlapHbIX TeHIEHLHH.
BHuMaTe IbHOE OTHOLIEHHE K
COJIEP2KATENbHON CTOPOHE MY3bIKH
Konerautun MrymHoB crapasicst npuBuBaTh
BCEM CBOMM yUeHHKaM, CTaBsl, TAKHM
00pas3oMm, BO IJ1aBy yrJja npeo0JaiaHue
XYJI02KECTBEHHOT'O COJIeprKaHMs1 Hajl
TexunueckuM (Csionas, slkobyieBa 1 —8).
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Tak cjioxKunoch, UTo TBOpUECKHe
opuenTupbl Anekcanipa [‘osbaeHBeiizepa
oKazaJsii HauboJiee MPOAYKTUBHOE
BJIMSIHME HA CTAHOBJIeHHE (POPTEMUAHHOTO
uenoJiHUTe beTBa Kasaxerana,
6s1arofapsi MpeeMHUKaM €ro LIKOJbI.
[TocnenoBaTesisiMi €ro NPUHIMITIOB Ha
Kachesipe crieuasbHoro poprenuato
AJIMaTHHCKOW KOHCEPBATOPHU B Pa3Hoe
Bpems aassnch EBa Koran, Jlonmuna
3eanbliep, Hennu [oteinkuna, Tak u B
nocJie/iH1e IeCITUIIETHS MIepPBbIi Jlaypear
Kaszaxcrana I'ynbxxamunis Kaneipoekosa.
ITH TpaMLKK, B3pallleHHble B TBOPUECTBE
[onbieHBen3epa, ObIIM MOAXBAYEHbBI
€ro BbIIAIOIIUMCS y4eHHKOM [ puropuem
['uH36yprom, KOTOpbIH B CBOIO OUepe/ib
nepesiaj 3T NPUHLHKIIbI CBOEMY
mo6uMomy yueHuky [ ie6y Akcesbpony,
yuutesito I'yibxkamunn Kanbip6ekoBoii.
[Ipu npocsylmBanum ayamosanucei
Anekcannpa lNonbrenBeiisepa, a Takke
0 CBUETEJ/IbCTBAM €r0 YUeHUKOB U TeX,
KOMY JIOBEJIOCh YCJ/IbIIIATh THAHUCTA, B €10
MCIOJIHEHHU OTMEYaeTCsl HeOOBIKHOBEHHOE
MacTepCTBO 3BYKOU3BJICUEHHUS,
OTJIMUABLIEECS BHYLIUTELHON LIKATOH
3BYKOM300Pa3UTEJIbHBIX CPEJICTB U
KPacoYHOCTbIO 3BYKOBbIX accolinalui. Ero
3BYKY OblJIM CBOUCTBEHHbI HEOOBIKHOBEHHAS
Urpa Kpacok, npHBJeKaBLiast TenJaoToH,
€CTEeCTBEHHOCThIO, THOKOCTbI0. MHOrHe
YCMaTPUBAJIH B 3araJlouHOM 3ByKe
[osibieHBe3epa BazkHeliIee CTHIeBOE
KauecTBO HHTEPIIpeTaToOpa, MacTePCKH
nepeaollero 3aMbices1 KOMIO3UTOpa
caymaredo (Cenn 247). Bece kKoMnoHeHThI
UCIOJIHEHUST 00 beIMHeHbl TAKUM 006pa3oM,
4yT00bI CO3aTh COMJIACOBAHHOCTh
(Kirby 305).

Taxkum o6pasom, npodeccopa
UCITOJTHUTEILCKUX KJ1aCCOB PYCCKOH
MUAHUCTHYECKOH LLIKOJIbI YIeJIsIIH
nepBocTerneHHoe 3HauyeHue pabore Hajl
3ByKoH3BJeueHHeM. FIMeHHO 3Ta KaTeropusi
NPUBHUBAETCS LIKOJIOH, TPAAULMSMU U
nejgaroryueckumu npunuunamu. Heemorpsi
Ha TO, UTO COBPEMEHHAst 3CTeTHKa
BJIMSIET HA UX MTOHUMaHKe U TPUMEHEHHeE,

MOCKOJIbKY TPAKTHKA HAXOIUTCS B
nocrostHHoM JBKeHnu (Holmgren 576).

Pesynbrathbi

dopmupoanue hoprenuanHon Kadeapbl
Kasaxckoil HalMoHabHOH KOHCEPBATOPHH
umMeHn KypmaHrasel Mbl nipejiiaraem
pasziesIuTh Ha CJleflylolie HCTOPUYeCKHe
TePHOIBI:

0-0-0-0

TlepBIii mepuoa lerBepTHIii nepHox
(1944 — (1960 — (1970 - (c1991-xrr.
1970 rr.) KOHeI[ 1o
1980 rr.) HAaCTOSIIIIEro
BPEMEHH)

Bropoii nepuojx ‘Tperuii mepuox

konen 1950 rr.)

Puc. 1. [lepuonusauus

[TepBbliii neprox GopMUpOBaHUS
COBMaJ CoO BpeMeHeM OKoHuaHust Bropoii
MHPOBOK BOHHBI 1 JyTHJics 10 KoHia 1950-
X TOJI0B. DTOT MEPUOJL — OJIMH U3 CAMbIX
HaChIIIEHHbIX KaK B HCTOPUH (hOPTENHAHHOH
Kahespbl, TaK U B UCTOPUH (OPTENHAHHOTO
uckyccTBa Kagaxcrana, OCHOBHbIMH
3a7auaMu KOToporo 6bl/ii popMUpOBaHHe
Kahesipbl, pagpadoTKa nepBbiX ydeOHbIX
nporpamm, HaydHO-MeTOIMUECKast, HayuHO-
MceseIoBaTe IbcKasi i KoHIlepTHast paboTa,
OCBO€HHE KOTOPbIX 1110 BECbMa CKOPO.

[lepBbifi nepuos cBsi3aH ¢
JIeATeJIbHOCTBIO MPHE3KHUX My3bIKAHTOB,
BKJIaJl KOTOPBIX B (hopMHUpOBaHHe
(opTenuaHHoro HCKyCccTBa U
Ka3axCcTaHCKOH (hopTennHaHHON IKOJIb
MMeJ1 peliatoliee 3Hayenne. Mimento
9Ta TIes/a TBOPYECKHX JIMYHOCTEH,
11€/1aroroB-3HTy3MacTOB CTOsI/IAa Y HCTOKOB
CTaHOBJIeHHsT popTenuaHHol Kadeapbl
AnmvaTuHcko# KoHcepBaTopuu. OMHUMH
13 MEePBbIX 11€1aroroB KOHCEPBATOPHH 110
KJaccy crelnanbHoro opTenuato craJu:
u.0. fouenta Jlazapp CakcoHnckuii
(BbImyckHUK Of1ecCKON KOHCepBaTOPHH



no knaccy I'. bubep, nonyuusiiero
obGpasoBaHue B bepJsHcKoi
KOHCepBaToOpHHu ) paboTaBLINH
KoHllepT™erictepoMm ¢ 1941—1945 rr. B
Teatpe orepbl ¥ H6anera umMenn Abas u
dunapmonuun umenu yKamo6oina; Cepaduma
Mapryauc, okonunsiiasi bepsunckyto
KOHCEePBATOPHUIO U NpernojaBaBsliias B
Opecckolt KoHcepBaTOpuK; U.0. nolenTa C.
['uH36ypr, u.0. npoceccopa Mapusi OKyHb
(BbImyckHULa KneBckoil koHcepBaTopun),
1.0. joueHTa A. KantopoBuy, u.0. JolieHTa
C. Kan, n.0. nouenra M. Cranuiiesckasi,
npenojgasatesb M. MokJelosa, B.
Munpyun, Jluaus KenbGepr (BbiyckHHIIA
JleHuHrpaackor KoHcepBaToOpUH Mo Kjaaccy
C. CaBuinHcKoro; 3a 25 jiet paboThbl B
AnmMaTHHCKOH KOHCEepPBATOPHH €10 OblIH
BBIMYIIEHbBI OKOJIO 3D CTYIEHTOB, CPEIH
nux M. besnoycosa, Benepa Mb6paesa, J1.
3abyruHa u zip. ).

[lepBbiM 3aBeyiolinm Kadeapoi
creuranbHoro GopTennato OTKpbIBLLIEHCS
AnMaTHHCKON KOHCEPBATOPUH CTaJl
[eopruti [1etpoB, BbinyckHUK MOCKOBCKOH
KOHCepBaTOpuH Mo Kjaaccy Konerantuna
HrymHoBa, pyKOBOACTBO KOTOPOTO
MPULLIIOCH HA MEePUOJL CTAHOBJIEHHUS
KoHcepBatopuu. [Tocsie nepuona
pykoBozcta ['eoprusi [TetpoBa, a Takxke
B. Munjyinna (1944 —1946), 3aBenytoium
kadeapoii crenuasbHOro GoprenuaHo
AnmaTHHCKOH KOHCEPBATOPHH Obll
HasHaueH npogeccop Ebrenunit ['uposckuii
(1891—1973). Boinycknuk Jlenunrpaackoi
KoHcepBatopuu, EBrenuii ['mpoBckuil
SIBJISIIICS IPEEMHHUKOM LLIKoJbl Teonopa
Jlemerutkoro (3unrep 73). Kpome
doprenuantoro otaenenus JlenuHrpaackon
KOHCEPBATOPHH, OH 3aKOHYHJI U TEOPETHKO -
KOMTO3HTOPCKHUH (paKyJIbTeT.

C npuxonom Esrenust ['npoBckoro
Kadespa crieurasbHoro poprennato
noJtyuusia HoBbIH cTumyJ1. [IpropuretHoe
3HauyeHHe NnpuobpeJsiu HayuHas,
MEeTO/IMY€eCKast U MPOCBETUTENbCKAS
pa6ota B KoHncepsatopuu. [To nnuuunaTrse
Kapeapbl ObIIO MOJI0KEHO HAYAJIO
NpakTHKe TBOPUECKUX OTYETOB CTY/ICHTOB

W [1€J1ar0roB nepe LIMPOKOH ayIuTOpUeH.
Tak B yue6HoM 1949—50 rr. 6B110
NPOBEJIEHO 0OJIbLLIOE KOJHYECTBO OTYETHBIX
KOHIIEPTOB CTYIEHTOB H Mearoros.
KoHiiepThl 4acTo HOCHJH JIEKIIHOHHBIH
(hopmMaT 1 COMpPOBOKIANUCH My3bIKaJbHBIMU
witocTpauusamMu. B sTom cocrosiia
MPOCBETHUTENbCKAs paboTa Kadenpbl,
KOTOpasi POXO/IMJIA He TOJIbKO B CTeHAX
KOHCEPBATOPUH, HO U B PA3JIMUHBIX
MY3bIKaJIbHBIX M KYJIbTYPHBIX OpPraHu3alnsix
(IToTeuikuna 21).

B 1949 rony 6b1s10 opranu3oBaHo
HayuHnoe cTynenueckoe o61ecTBo
(HCO), KoTopbIM pyKoBOjiHJ TIpodeccop
Esrenuit ['upoBckuii, a npeacenatesem
OblJ1 HA3HAUEH OJIMH U3 €r0 MePBbIX
cryneHtoB — Apnodba ['puncesb.
B uactHocTH, cTyneHTbl Kadeapbl
crieuasbHoro GopTenuaHo NPUHUMAJH
ydyacTue B KOHLUEPTHO-HUCIOJHUTEbCKOM
JeATeIbHOCTH Kadepbl, y9acTBOBAJH
B KOHKypCax Ha Jiydlliee HCTOJHEeHHe
MPOU3BE/ICHUI COBETCKUX KOMIIO3UTOPOB.
Bbina sHaunTENBHO paciiipeHa TeMaTHKa
yueOHoro njaHa. OHa oxBaTbiBasa
MEeTOJIMKY PYCCKOT0 M COBETCKOT0 NMHaHW3Ma
Ha puMepe 1KoJbl Teonopa JlemeTnikoro
— Annbl EcunoBoit. C MomeHTa ydacTus
COBETCKHX ITMaHUCTOB BO BCECOIO3HBIX
1 B MEXKIyHaPOJHBIX KOHKYpCaX — MM.
@penepuka lllonena B Bapuiase, nm.
Koposnenl Enuzasetsl B bpioccede, B
JIEKLIMOHHBIHA MaTepHaJsl OblJIO BKJIIOUEHO
noppoOHOe 06CyKIeHHE JIaypeaToB
MeKIyHapoJHbIX KOHKYpcoB ([ 'puropuii
['uns6ypr, JleB O6opuH, Slkos 3ak, Slkos
®nuep, Poza Tamapkuna, dmuiib ['niednbe,
Cearocnas Puxrep) ¢ npocaylimBaniem
rpaMsaricei, a Tak:Ke aHaJu3 KHUIH
«Macrepa CoBETCKOH MHAaHUCTHYECKOH
LLIKOJIBI» TI0/1 peflakiueit Ayiekcanapa
HukosaeBa, nocesiliieHHOH BbIIAIOIIAMCS
npogeccopamMm MocKoBCKOH KOHCepBaTOPUH
Anekcannpy lonbienBeitzepy, Konerantuny
Wrymuosy, Camyuny @eitnbepry. Takum
o6paszoM, 06JIMK Kadeapbl crierasbHOro
hopTenuaHo onpeaessics BbicoYanum
npoeccroHa bHbIM YPOBHEM
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npenonasaresei. HecomHenHo, 4ro ux
npoeccHOHaIU3M U Xy/102KECTBEHHbIE
B3IVIsI/Ibl OKA3aJ/I1 BO3JEHCTBHE HE TOJbKO
Ha BOCMHUTAHHE MOJIOJIbIX My3bIKAHTOB, HO U
Ha JasibHelllee pa3BuTHE caMoi Kadeapbl
crnenanbHoro oprenuano (Cenn 62). 1o
MOATBEPKAAET HEOOXOAUMOCTh MOBBIIIEHHS
pOJIM NPE/IMETOB, CIOCOOCTBYIOLLIMX
XYJ107K€CTBEHHOMY MbILIJIEHHIO B

COUueTaHWH ¢ NpakTuKoil. baaronaps sTomy,
yyauigecs MoryT kayecTBeHHee paboTaTh
Hajl COOCTBEHHBIM UCMOJHUTEIbCKUM
pernepTyapoM B COOTBETCTBHHU C
MPUHLMIAMH [IEPE0BOTO XY/102KECTBEHHOIO
mbitsieHust (dos Santos 429).

Cpe/ii epBbIX BbIMYCKHUKOB
npodeccopa kadenpbl EBrenust ['mposckoro
B 1949 6b11 1 NepBbIN Ka3axCKHil
BBIMyCKHUK-TTHAHUCT KOHCEPBATOPHH
Harum Memnjpirasiyues, OKOHYUBILIMH
TaKxKe OT/e/IeHHe KOMITO3ULIMHN Y
Esrenust Bpycuiosckoro. Ha kagenpe
creuranbHoro poprenuato NpoaoLKanach
HachIlleHHAas HAyYHO-MeTOAuIeCKas U
HayuyHO-HUcc/el0BaTe/bekast paboTa.

C nauana 1950-x rogos Haua/u
BBIXOJIUTH MepPBble COOPHUKH MO
pefakUMsMU npenogaBaTeselt Kadeapbl
crenranbHoro poprenuato, A0Kaab,
yueOHble TPOrpaMMbl, METOIHUECKHE
pa6ortbl. Tak, K npumepy, NosiBUINCH
cOOpHUKH: « 15 opTenuaHHbIX Mbec»
Esrenust Bpycunosckoro (penakrop
Esrenuit ['MpoBCcKHii, coaBTOp APHOJIB]L
[pundennbn), « MajeHbKUA My3bIKAHT »
Bopuca Epsakosuua (penakrop Esrenuit
['upoBckuit), c6opHUK-yueOHOE MocoOHe
«100 nbec HA Ka3aXCKHE TEeMbBI» JJIs1
JIETCKUX MY3bIKaJIbHbIX 11K0JT EBCelt
3uHrepa (Moazke BbILLEAILUH U3 TTeYaTH
non penakuueil Haruma Menapiranuena).
OnHoBpeMeHHO OblIM COCTaBJEHbI U
onyG/JMKOBaHbl yueOHble POrPaMMbl:
«YueOHblil perepTyap o KJjaccy
akkomrnaHemeHTa» Pysuma Kaiimana,
«[Iporpamma MCTOpPUU U TEOPUH PYCCKOTO
nuanuama» AproJibia ['pundesbia.
Bbln ony6sMKoBaHbl MeToAHYECKHE
pabotbl: «PaGoTa nejarora B 1IKoJIE »,

«[lenarornueckue npuHLMNbI Npodeccopa
Heifiraysa», «Ana/ins beTxoBeHCKHX
coHart», «BTopas conara 14 hoprenuaHo
Bnanumupa [lep6auena (MCNOMHUTENbCKUH
ananns)» JInann Kenb6epr (Apxus KHK
uM. Kypmanrassbi).

O TOM, HAaCKOJILKO MPUOPUTETHO
6bl10 V11 ATMaTUHCKOH KOHCEPBATOPUH
KajpoBoe obecreyeHre Ha CTajuu
CTAHOBJIEHHS], CBUIETEJIbCTBYET PEryJ/sipHOe
npuryanieHue Ha Kageapy creinansbHoOro
(opTrennano BbICOKOKBATU(PUIIHPOBAHHBIX
CMEeLHaNUCTOB, TAKUX, KaK, K
npumepy, noueHT Esceil 3unrep. OH
OblJ1 yCEeLHbIM KOHLEPTHPYIOLLHM
MHAHUCTOM, aHCAMOJIUCTOM B PA3/IMUHbIX
COCTaBax, KPYMHBbIM HCCJIEIOBATENEM,
MY3bIKAHTOM-[1€/Iar0roM, BOCIUTABLIMM
6os1ee 80 BbinyckHUKOB. OGbeMHast
pPa3HOCTOPOHHSISI TBOPUECKAsT 1EATENbHOCTD
EBcest 3unrepa octaBu/ia BUIHBIH CJel B
JeATeIbHOCTH (popTenuaHHoN Kadeapbl He
TOJIbKO AJIMATHHCKOH TOCYy1apCTBEHHOM
KoHcepBaTopuu umenn Kypmanrassi,
Ho 1 HoBocuGupckoi rocynapcTseHHoON
KOHCepBaTOpuu UMeHH MuxaunJia
['MHKH. 3HaUUTEbHBIM COOBITHEM
JUIS1 UCTIOJTHUTENIbCKON Kaeaphbl CTano
npuryaLleHue npogeccopa, NHaHUCTA,
nejarora u Komnoautop Mataes
['ozennyna. On — npeacraBuTelb KHEBCKOH
MTHAHUCTHYECKOH LLIKOJIbI, BOCTIUTAHHUK
KpyrnHoro mMysblkanTa ['puropust
BeknemuiieBa (coBepileHCTBOBABIIETO
cBoe mactepcTBo y @eppyuuo bysonu) u
Qennkca biymendenbaa, yausiierocs y
['enpuxa Heiiraysa (yuenuka ®@epmunana
Xusepa, KOTOpbIi, B CBOIO 04Yepe/lb,
noJsiydas ypoku macrepcrsa y Moranna
[ymmenst).

[leparoruueckuit coctaB npojoJsKaJ
YKPErIsiThCcs HOBbIMU Kaapamu. B
KoH1le 50-X IT. Kaeapy crenransbHoro
(opTenuaHo nomnoJHUIN BbITYCKHUKH
YpasibCKo# rocyiapcTBeHHOH
KoHcepBaTopuu UMeHH Mojiecra
Mycoprckoro u3 knacca beptbi
Mapani; dmuib Pocman n Anna
CanoxuukoBa—bapak. C 1964 rona



B AJIMaTMHCKOH KOHCEPBATOPUH MO
pacrnpeiesieH|I0 HayaJsu Meaaroruyeckyio
JeITe/IbHOCTD BBIMTyCKHHUIIbI MOCKOBCKOM
['ocynapcTBeHHOI KOHCEPBATOPHH HM.
[Terpa YaiikoBckoro Auna Vcakosa (knacc
npoceccopa Bukropa MepxkanoBa) u Auzia
Keephnanze (ksnacc npodeccopa slkoa
3aka).

B cBsi3u ¢ oTbesnom Eprenus
['upoBckoro B 1957 rony, 3aBeioBanue
kadeapoil crenuransbHOro GoprenuaHo
¢ 1957 no 1962 rr. nepeuuio K
yuenute Aunbl EcunoBot#, Jleonnaa
Kpeiiuepa u Aprypa [lna6ens Apuante
Bupmak (1957—1958), satem JIunue
Kenbbepr (1958—1961) u k Pysumy
Kaumany (1961 —1962) — BbIMyCKHUKY
KueBckoii KoHCepBaTOPHUH 110 KJIaccy
Koncrantuna MuxaitsioBa — yueHuka
Baanumupa Ilyxanbckoro (0OKoHUHBIIETO
[leTepOyprekyto KOHCEPBATOPHUIO MO
tdoprenuano y Teonopa Jlemeruikoro,
no komnosuiun — y Hukosast 3apemobl
u [Onust Morancena). Pysum Kanman,

KaK U MHOTHe JIpyrue npuraauleHHble
nperiojlaBaTesiu, npuexas B Asma-

Aty B rozibl sBakyatuu. [TocBaTuBIINE
CBOIO TBOPYECKYIO U Mearoruyeckyio
JiesiTeJIbHOCTb pecnybauke, Pysum Katiman
paboTa/ B AJIMaTHHCKOH KOHCEPBATOPUU

1 MY3bIKaJIbHOH 11IKOJIE /1151 OflaPEHHbIX
nereit umenu K. baricenroBoit na
OT/IeJIEHUSIX CMelHaNbHOTO (hopTenaHo

1 KOHIIEPTMEHCTEPCKOTO HCKYCCTBA JI0
KoHu@a »ku3Hu. Pysum Kauman comeltiian
MPEnoaaBaTe/bCKyo 1eSTeJbHOCTh

¢ paboTOH KOHIIEPTMEHCTEPOM KaK B
KOHLlepTax, TaK U B TeaTpe ornepsbl U 6ajera
uMenu Abasi, COTpyAHHYAJ CO MHOTUMU
MacTepaMM BOKaJibHOro nekyeerBa. OH
TaKxKe yBJIeYeHHO 3aHUMaJICs Hay4YHO-
MEeTO/IMYeCKOMH e5ITe/IbHOCTBIO, COCTABUB, K
npumepy, « YueOHbIH periepTyap Mo KJjaccy
AKKOMIaHEMEeHTa».

Oco0yto poJib B pa3BUTHH
(opTenuanHoro HCMOJHUTENbCKOTO
MCKYCCTBa TMePBOro MepHojIa Chirpasi
0OHOBJIEHHbIE y4eOHble NPOrpaMMbl U
peniepryapHasi noJuTHKa. Penepryap
pacIInpHUIICS TIPOU3BEIEHUSIMU

3arnajHoeBPONeHCKUX KJIaCCHKOB C

YUeTOM pazHoo6pasus CTuIek 1 popM.

B yueOHble nporpaMmbl OblIH BHECEHDI
Jierkue noJnpoHnYeCcKre NMPou3BeIeHHs
KOMIO3HUTOPOB 3M0XH 6APOKKO: MaJleHbKHE
MPeJIIoIN|, HHBEHIIMH, CUM(OHWH, YaCTH
ctout W naptut Moranna Cebacruana
baxa, I'eopra ®punpuxa ['ennens,
HMoranna [Taxenn6ess, 'eopra Tesnemana;
JIETKHe COHaThl U COHATHHbI JIOMEHHUKO
Uumapossl, @punpuxa Kynay, Myimo
Knementu; stionbl Kapaa Hepun—Ienpuxa
['epmepa, Teonapa Kyanaka, I'epmana
Bepenca, Autyana Aupu Jlemyana,
®ennkcea Jle Kynne, Mrnana Mouieseca;
nbecbl Muxauna [nunku, [Tetpa
YaiikoBckoro, Antona PyGuHiiTeiina,
Anrona Apenckoro, dnBapna ['pura.

B penepTyap Oblid BKJIOYEHbBI TepBble
thopTenuanHble COUMHEHNS Ka3axCTaHCKHUX
KOMITO3UTOPOB: MATb CepUi COOPHUKOB
OOLLMM UMCJIOM 75 TbeC M0 Ha3BaHHEM
«Kaszaxckue necnu B hopme MUHHATIOP Ha
HapojHble TeMbl» AJiekcanapa 3araeBuya
(rombl uznanuit 1925—1930) u c60pHUK
«[Tecnu Kazaxcrana» (1931 r., 35 nbec),
cb6opuuk bopuca Epsakosuua «IIbechl

JUisl popTenuaHo Ha KazaxcKue HapoJHble
TeMbl» Ha MaTepuase 42 HoMepoB,
oTo6paHHbIX U3 cOOPHUKOB AJleKcanpa
Saraesuya (1957 r.), « TajpKUKCcK1e TaHIbI»
Axmeta Ky6GaHoBa, npeJsito/ii, HOKTIOPHBI,
6aJiana, TaHiibl U 1p. popTenuaHHbie
nbeckl Kymtyca Kyxambsipoa (counHsin
MX HauuHas ¢ 1937 r.), MUHHATIOPBI U
o6paboTtku EBrenusi bpycusosckoro, nbecol
Cepres lla6enbekoro, «JIBeHaaath nbec
1151 opTenruaHo Ha HAPOJHbIE TEMbI»
Jmutpus Matyuuna.

Bropoit nepuon hopmupoBanusi
Kachenpbl CrenrasbHoro poprenuato
Kaszaxckoli HalmoHa/nbHON KOHCepBaTOPUH
umenn Kypmanrasel xapakrepuayercs
TEM, UTO MpodeccHoHabHas TJIaHKa
CyLIeCTBEHHO noBbicuaach. C 1962—1987
IT. Kadeapoi crneinanbHoro poprenuaHo
pykoBoauia Esa Koran (1928—1985).
Bnaronaps ee aBTopuTeTy, Kak My3blKaHTa,
KaK MHAHUCTKHU U KaK MPOJIoJzKaTe 15
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Tpamurid MOCKOBCKOH KOHCEPBATOPHH,
a TakXKe ee 10cJe/I0BaTesIbHOM M BOJIEBOH
opraHusauuy yueGHOro rpoiiecca
(paspaboTKa yueOHbIX [JIaHOB, penepryapa
1 KOHLLePTHBIX IPOrPaMM ), A€sITeJIbHOCTh
Kaheipbl MOAHAIACH HA HOBYIO BBICOTY.
Bripoc npodeccronanbHblil ypoBeHb
KaK yyaluxcs, TaK u rperojaparesei
Kahepbl crienuasbHoro GoprenuaHo.
Hano ormMeTuTh, 4TO B 9TOT NMepuoj
yCrelHbIMK Jyist Asima- ATHHCKOM
KOHCEPBATOPHUH OKA3aJIMCh PErHOHAJIbHbIE
KOHKYPChl My3bIKaHTOB-HCIOJTHUTENEH
pecny6uk CpenHeit Asun u Kazaxcrana,
IJle CTYJIeHThl KOHCEPBATOPHHU BIIEPBbIE
npoOytoT cBOU cuibl: JItoaMuia 3edblep
(2 mecto), Bnagumup Tebenuxun, Mapuna
Bapransin, Aiicyy Jlocaesa, ['yibnana
JKonbim6eroBa. Kadenpa crnenpansHoro
(hopTenuaHo nocTerneHHo crajna LeHTPoOM
MMMAHUCTHYECKOTO 00Pa30BaHUsA
pecnyOJIHKH: YKPEMUJIHCh TBOPYECKHE CBS3H
C My3bIKa/JbHbIMU LIKOJIAMH M YUHJIULIAMH,
MPOBOJIUJIUCH KOHKYPChI U OTKPBIThIE YPOKH,
KOHCYyJIbTauuu, cemuHapsbl (Cenn 63 ).
Oco60 LieHHBIH BKJIAJL BHECH TBOPUYECKHE
BCTpeuH ¢ npoeccopaMu MoCKOBCKOH
KOHCEPBATOPHH, B YHCJIEe KOTOPBIX SIKOB
@unep, ['puropuii ['MHsbypr, slkos
Muabiureiin, Bukrop Mep:kanos, ['1e6
Axkcenbpon, Bepa ['opHocraesa u jip.
[Tepuon 60-70-x rr. oTMeueH
MOsIBJIEHHEM HOBOTO MOKOJIEHHS
1nearoruyeckux Kajapos,
JIEMOHCTPHUPOBABLINX JIYUllIH€e TOCTHAKEHHS
¥ BBICOKHH TOTeHIMA Kadeapbl 3a
o3HaueHHbId nepuoj. Ha kadenpe
crenranbHoro poprenuato Havaau
CBOI0 paboTy BBIMyCKHUKH AJIMATHHCKOH
KOHCEPBATOPUH, CPEIM HUX U BOCITUTAHHUKH
npodeccopa Esa Koran (jiotients Hesn
[Toteuikuna, Jlionmuna 3enbliep, Mapuna
Bapransi, KaHauaaT HCKyCcCTBOBEICHHUS
Avicyny Jlocaena, 'yaibaana yKosbimGeToBa,
JIOLIEHT, KaHMIAT HCKYCCTBOBEIEHHS
Anyamr MyxutoBa, npogeccop CeTsiana
Maccosep, nouenr [losnnan )Ky6anosa,
Bannyp Keinbip6ek). B atu xke rosibl Ha
Kahesipe HAUMHAIOT paboTaTh BbIMYCKHUKH H

AnmMaTtrHCKO# KoHcepBaTopuu (1podeccop
Benepa Mo6paesa, Esrennit Bauraep,
Anus Kapacaesa, Biagumup [lecros),
MocKoBcKo# KOHCepBaTOPHH (TIePBbIi
KaszaxcTaHCKHil opranuct Baagumup
Te6Gennxun, KaHAMAAT HCKYCCTBOBEAEHHUS
Aabsupa Kupcanosa, Mapuna
Kypmanaesa ), BbIMyCKHHIIA HHCTHTYTA HM.
['Hecunbix 3acayeHHblil nesitens PK,
notient Apura bBaiicakasiosa. Tak, Kax/blil
13 MepevUC/IeHHbIX M1e1aroros COOCTBEHHOM
MCIOJIHUTEJ/IbCKOH, Melarornyeckoi 1
METOAUUECKOH JeATENBHOCTbIO BHEC

BKJ1a/l B Pa3BUTHE Kaepbl CrelrasbHOro
(opTenuaHo U cyl1eCTBEHHO MOBBICHJ ee
NOTEHLHAI.

Bropoil nepruon o3HamMeHoBaJCs
3HAUMTEJbHO BO3POCLIMM MaclITaboM
CJIO’KHOCTH pernepTyapa yueOHbIX
Nporpamm, 1o CpaBHEHHIO C MEePBbIM
nepuonoM. Bospocsin npodeccuonasnbHble
3aJla4d MacTepeTBa: B penepryap ObliH
BKJIIOYEHbI MOJIUPOHHIECKHE TIPOU3BEEHHUS
KOMITO3UTOPOB 3110XH 6apoKKo: XOpollo
TeMIepHpoBaHHbIN KJaaBup (06a Toma),
nosiHocTbio Anramiickue, @paniysckue
CIOUTBI, TAPTUTBI U TOKKAThI, Ppanily3ckas
yBeptiopa Moranna Cebactnana baxa;
9TIO/Ibl BBICLIETO HCITOJHUTENBCKOTO
macrepcerBa @penepuka Illonena,
®epenua Jlucra, Cepres PaxmaHuHoBa,
Anekcanpa CkpsiGuHa, KpynHas
dopma (conarsr Moseda Taiimia,
Bosbgranra Amanes Mouapra, Jlioasura
BaH berxoBena, @panua llly6epra),
pa3BepHyTble POMAHTHYECKHE COUHHEHMUS
Dpenepuka [lonena, Pepenua Jlucra,
Po6epra lllymana, [Terpa Hatikosckoro,
Cepresi Paxmanunosa. [Tepuon otmeuen
MOsIBJIEHHEM HOBBIX TIPOU3BEICHUH
Ka3axCTaHCKUX KOMITO3UTOPOB: MPEJIOINH,
Jlerenna o nombpe, Bapuaulu Ha TeMy
Ka3axCKOH HApOJIHOM NecHH « Eyumai»,
coHara, rnepble (popTernuaHHble KOHUEPTI
Haruma Meunnbiranuesa; ¢poprenvatHble
BapHallK, coHaTa (MocBsileHHas
['epoto Cosetckoro Cotoza MaHiiyk
ManwmertoBoii) bopuca EpzakoBuua
(1947 r.); boprennanHasi coHata



(MocBsillleHHAS TAMSATH YEXOCJIOBAIIKOTO
JKypHaJsIMCTa, MocMepTHO HarpaKJaeHHOro
Mexnynapoaton npemuert Mupa [Onunyca
@yunka) Anaronuit berukoBa; coHaTsl 1J1si
¢doprenuano Aunpt Mcakopoii, basap6ast
JI>KymaHus130Ba; nepBbiil PopTenHaHHbId
KOHIIEPT ¥ (hopTenuaHHble Nbechl EBrenuns
Bpycuaosckoro, 06paboTKH KazaXCKHX
HapOIHBIX MeceH st poprenuano Epcest
3unrepa, nbechl Ausibl Micakooii, ['a3usbl
JKybanosoii, bakupa basixynosa u gpyrux.
Tpertuii nepuon popmupoBanus
Kachepbl CrienrasbHoro poprenuano — ¢
1970-x rr. B TpyoByio 1esiTeNIbHOCTh
Kahepbl BKIIOUUIACH HAlIHOHAJIbHAS
TJiesijla Ka3aXCTaHCKUX CIelHauCTOB,
MOJIy4MBLIMX BbicLIee NpodeccHoHalbHOe
o0Opa3oBaHue B KOHcepBaTopuax MoCKBbI 1
JleHuHrpaza, noJsydnBIINX KBaJU(DUKALMHI

KOHILIEPTHBIX HCTIOJIHUTEJIEH, aHCaMOJIUCTOB,

nejaroros BY30B. 1o Takue uMena, Kak
3acayxenHbli fesitesib PK, npodeccop
Hypanau Mamaiinos, 3aciykeHHbIH
apruct PK, npodeccop Anrait Kycannos,
3acay:xentblit iesrens PK, nouent
Pycrem EpmekoB, npogeccop [onbHapa
Hypananosa, 3acny:xennbiii nesresib PK,
npoceccop ['abut Hecunbaes, npodeccop
Juna Mam6eToBa, npogeccop Cpetnana
Maccosep. B tpetbem nepuose Ha
nepeiHUi MJ1aH BbIIBUraeTcst 1esITeJIbHOCTh
uenogauress-anuHoctH (Froneman 101).
MouJionibie ipernoiaBaTesiu, BJAUBIINECS B
cpejly 3peJioro rnejaroriyeckoro cocTaBa
KOHCEPBATOPHH, YCIELIHO COBMELIAIH
00e JIeSITeIbHOCTH — HUCMOJHUTEBCKYIO
v nejarorudeckyto. [IpuopuretHoit
cBepx3ajiauell JaHHOTO TepHrojia craJga
TBOpUECKasi peasu3alyist JUUHOCTH Ha
MexKyHapoHol apeHe. /s pellieHust
JIAHHOM 3a1a4i He0OX0AUMO OBLIO,

4TO6bI U3 y2Ke c(hOpMHUPOBABILIEHCS
BbICOKOKOHKYPEHTHOMH Cpe/ibl BbIEINACh
JIMUHOCTb. HauBblclIUM OCTHKEHHEM
TPETbEero rnepuojia CTaJjlo rnosiBjaeHue
MepBOro B UCTOPUH OPTENHAHHOIO
nckycersa Kasaxcrana jaypeata
MexK1yHapOoaHOTro KOHKypca MMaHUCTOB
— D'yawxamunu Kansipbekosoit. [To6ena

Ha MeXKIyHapOJHOM KOHKypce rocTaBu/a
['ynbxkamuimio KanblpGeKoBy B 0iMH Psiji €

BblIaIOIUMHUCs TTPEACTaBUTEISIMU MUPOBOI'O

nuaHu3Ma. YTBepKIeHHe Ka3aXCTaHCKOro
MpeaCcTaBUTE/IsT HA MEXKIyHaPOIHOH apeHe
CTaJI0 Ba’KHBIM PYOE:KOM WISl peCIyOUKH.
Konkypc — BaxkHbIf TOKasare b s
3aBOEBaHMS MEKIyHAPOIHOTO MPU3HAHHUS,
M03BOJISIIOLLIUI TBOPUECKOH JIMUHOCTH
nposiBUTh cedst. Kak nokaswipator
COBpeMEHHbIE HCCeIoBaHus, 00yueHHe
urpe Ha opTenuaHo no3poJsieT
KOHKYpUPOBaTh B 00111eCTBE, CO3/aBasi
HOBBIE MyTH K ycrexy (Bai 513).

Tpetuit nepuon B ucTopuu
Kachenpbl OTMeUeH nepBbIMU NTo6e1aMu
Ka3axCTaHCKHUX MHAHUCTOB Ha
MexKyHapoHoM ypoBHe. [TepBoit
Ka3aXxCTaHCKOH MHAHUCTKOM, JOOUBILIEHCST
MeXKJlyHapOJIHOTO MPU3HAHUSI, CTasla
['yab:xamuist KagpipbekoBa, ofiepxKaBliias
B 1980 roay 6siectsinyio nodeay Ha 31
MeKIyHapOJIHOM KOHKYpCe TTHAHUCTOB HM.
JI>kan-barrucra BUOTTH B HTa/IbsIHCKOM
ropone Bepuensn (Ilepsasi abcosmoTtHast
npemust ). My3bikaJjibHble KDUTHKH
KpyrHeHimx uanauni « Stampa Sera», «La
Reppublica», «La Sesia», «L.’Eusebiano»
B BOCTOP2KEHHbIX PELEH3USIX PU3HABAJIH
MosiBJI€HHE HOBOTO SIPKOr0 apTUCTHYECKOTO
VMEHH, HA3bIBAJIM «BEJMKOH MHAHUCTKON»,
«THAHUCTKON MEXKyHapOIHOTro KJacca»,
«TUTPOM KJIaBHATYPbI», MOAUEPKUBAH
HeOOBbYalHYI0 My3bIKaJbHOCTD,
COC/IMHEHHYIO C FOJIOBOKPYKUTEbHON
TEXHUKOH, MOpaKatolye caylaTess
(Restagno 7), ormeuanu coBepliieHHOe
rcnosiHenne npoussenenui (Villata 13),
BOLIE/ILINX B POrpaMMy BbICTYTIJIEHUH
Ka3aXCTaHCKOW MUaHUCTKH, CPABHUBAJIH
ee Urpy ¢ BbIIAIOLMMUCS HCTIOJHUTENSIMU
XX crosietust Anbo YHKKOJIHHY,
Jlazapem bepmanom u Ipépnem
Huddpoit. 3acayxennniii aptuct PK,
npoceccop KasHYM Anrait Kycannos
BcrioMuHaet: «ITo6ena I'yabkamuian Ha
KOHKypce Obljla OUeHb pe3oHaHCHOH. MHe
JI0BeJI0Ch 1o6ece10BaTh ¢ npoeccopamu
MoCKOBCKOF rocy1apCcTBeHHOH
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koHcepBatopuu uM. [Tetpa HailkoBckoro,
Hanpumep, Cepreem JlopeHcknm,
CamBesioM AJlyMsiHOM, KOTOpbIe
npucyTcTBOoBa/M Ha Beecoiosnom

oTOope Ha 3TOT KPYMHEHILIHI KOHKYPC
MUAHUCTOB B MUpe. Bee oHM BbIpaxKasn
BOCTOPT BBICOUANIIIMM YPOBHEM HUTPbI
[ynbxamusin»2.

Iyabxamunsa KagpipbekoBa nocJe
oKOoHUaHHs1 MOCKOBCKOH KOHCEPBATOPUH
M ACCHCTEHTYPbI-CTAaXKMPOBKH 110 KJ1accy
3acayxennoro aptucra PCOCP,
npoceccopa ['1e6a Akcenbpona, B
1974 rony Hauasa CBOIO JIEATEJILHOCTh
Ha Kadenpe, ¢ 1992—1998 zaBenosana
Kacenpoii poprenuano. [lenaroruky
yCMEeLHO COBMellaJ1a ¢ HaChILEHHOH
KOHLIEPTHOH JIESITe/IbHOCTBIO B KAUeCTBe
cosinctku ['ockonuepra CCCP u
Kazrochunapmonuu um. JKamobina. 3a
BBIIAIOIMICS BKJIA B My3bIKaJbHOE
uckycerBo Kazaxcrana, B 1982 rouy
[yabxamuiie Kanbip6ekoBo# Obl0
MPUCY2KIIEHO 3BaHHE 3aC/TyKEeHHOH
apructku KasCCP, a B 1991 rony
— 3Banue Haponnoit aptuctku PK u
3Banue npodeccopa (BAK). B 2000 romy
ykasom [Ipesunenta PK Harpaxnena
opaenom «Kypmer» 1 B 2010 — opreHom
«[Tapacar».

B stom e nepuoge, cnycrst Tpu
roza, B 1983 r., naypearom 2 npemuu
MeXKIyHapOHOr0 KOHKypCa MHaHUCTOB
uM. Mapraputhbl Jlonr u JKaka Tu6o
cranoButcst JKanusi Ay6akuposa,
OKOHYHBIIAs MOCKOBCKYIO KOHCEPBATOPHIO
(ksacc nmpodeccopa JIbBa Biacenko),
3aBenoBaBlias kadenpor ¢ 1992-1997 rr.,
¢ 1997-2018 rr. — pekrop.

YerBepthiit nepuon — ¢ 1991 r.

J10 HacTosilero BpeMeHu. O6peTeHue
KazaxcraHoM HE3aBUCHMOCTH U
cyBepenuteta B 1991 roay nossoJsinio
KJIACCHUECKOMY HCKYCCTBY pecryOJIMKH
MHTErPUPOBATLCS B €IMHOE MUPOBOE
KyJIbTypHOE MPOCTPaHcTBO. MUpoBble
NPOLLECChI NI0OAIU3ALMHU B PA3JIMUHBIX
00J1aCTSAX AKHM3HU KOCHYJIUCh U KYJIbTYPHOH
cepbl 1eAaTe/IbHOCTH Yesl0BeYeCTBa.

OHM BBIMOJHSAIOT 0ObEAUHSIONLYIO POJIb,
OTKPBIBAIOT HIHPOKHE BO3MOKHOCTH
JU1s TPOheCCHOHAIBHOTO OOIIEHNS U
KyJbTypHOro oomena. B Kazaxcrane na
NPOTSKEHUH Tpex YeTBepTel BeKa, B CTeHax
cHavyaJsia AlIMaTHHCKOH KOHCepPBATOPHH, a
B fa/ibHelieM Kasaxckoii HalmoHa/nbHON
KoHcepBaTopuu uMeHn Kypmanrassi,
yCrelHo BHEPSIUCh U peasi30BbIBAUChH
3aJ1a4M M0 BOCIUTAHUIO U MTporaranje
KJ1aCCUYE€CKOT0 My3bIKaJIbHOTO
006pa3oBaHusl U COXpaHEHHIO KaK
KJaCCUYECKUX, TaK U HAPOJHbBIX KYJbTypPHBIX
Tpamuuuii. PassuTue, coBeplieHCTBOBaHHE
¥ MOJCPHU3ALHS 9THX OOTaThbIX TPAIULIMH —
OJIHU U3 TJIaBHBIX CJ1araeMblX HHTETPallii B
MHPOBOE KyJIbTYPHOE TIPOCTPAHCTBO.

3a 3T rojpl Kadepa nornoJHuIach
HOBOH TJIESI0H MOJIO/IBIX TaJaHTIHUBBIX
MHAHHUCTOB: 3acJy?KEeHHbIH JIesTeb
Pecny6sikn Kazaxcran, npodeccop
['ynbkan ¥Y3enbaesa (kaace npodeccopa
EBbl Koran — crienpanbHoe doprenuaHo,
kJjacc npogeccopa ["azusbl YKybHanopoi —
KOMIO3HLUS ), JlaypeaT MezKIyHapOIHbIX
KOHKYPCOB, JI0lleHT boraros Aiiraikaepa
(knacc notieHta Aiicysy JlocaeBoit ), 101I€HT
['ynenapa Kypam6aesa, nokrop PhD,
JlaypeaT MeKIyHapOIHbIX KOHKYPCOB,
notient Apman Taey6epreHoB. 3a
nocaennne 10 set kadeapa nonosHUIaCH
SPKUMH THAHUCTHUECKUMH UMEHAMH,
BoinyckHukamu KHK um. Kypmanrassi
Amunem Hecun6aeBbiM, BbITTyCKHUKaMH
MOCKOBCKOH KOHCEPBATOPHH, JaypeaTaMu
MeKIlyHapOJHbIX KOHKYpcoB Paburoi
Hiocem6aeBoi u BhinyckHutert KHK um.
Kypmanrassl, jlaypeaTom MeKyHapoJHbIX
KoHKypcoB Jleion AkiimnekoBoi. Takxke
BbIMycKHULIeH MoOCKOBCKOH KOHCepBaTOpPUH
1 Boicuedt mikosibl Mysbiku Kapiicpys
Maiieit Cenn (kaacc npogeccopon
['ynbkamunu Kaapip6ekoBoil, Anekcanapa
Munosinua, Kanne Pannany). Ilns storo
repuojia XapakKTepHo TO, YTO Ka3axCTaHCKast
MCIMOJIHUTE/IbCKAS IIKOJIA BCTYMHJIA B TOPY
3pPeJIOCTH.

*M3 unTepBblo, B3sitoro Maiie#t Cenn



CoBpeMeHHbIH MepHoj 03HaMeHOBaJICS
nepexojoM B podecCHoHaNTbHOM
MY3bIKaJIbHOM 00y4eHUH K HHHOBALMOHHbBIM
o6pasoBaresibHbIM porpammam BY3o0B.
CoBpeMeHHast KOHLEMNLHUS U CTPeMJIeHHe
MPEIOKUTh 06YUAIOLIMMCS 1IEJOCTHOE
00pa3oBaHue, MOMOraet yyallemycs
6oJiblLlIe 3a[IOMHHATh U CAMOCTOSITE/ILHO
neiictBoBaTh (Demirtzoglou,
Papazachariou-Christoforou 1). B
2010 rony B bynaneiure (Benrpus)

ObLIO MPUHSATO PellIeHHe O BXOXKIEHUH
Kazaxcrana B bosionckyto cucremy.
Takum o6pasom, Kasaxcran cran nepsbim
LIeHTPa/JIbHOA3HATCKUM FOCY1apCTBOM —
MOJIHOMPABHBIM UJIEHOM €BPOIMENCKOro
00pa3oBaTesIbHOTO MPOCTPAHCTBA.
Kadenpa cnetpanbtoro oprenuano
Kaszaxckoli HalmoHa/nbHOM KOHCepBaTOPHH
uM. Kypmanrasbl oiHO# U3 1nepBbIX
BHEJIPUJIA STH HHHOBALIUH B My3bIKAJbHO-
o0pazoBatesibHble NPOrpaMMBbl.
[Ipoeccopa u nenaroru Kadeaphi,
0CO3HABAasA KOHKYPEHTOCIIOCOOHOCTh
COBPEMEHHOI0 My3bIKaJIbHOTO
06pa3oBaHuH, a TaKXKe UCMONb3Ys
nepeioBble MeTO/Ibl 00yUEeHHs1, CMOTJIU
aJlanTHpoBaThCs K MHHOBALMAM. B oTiinumne
OT COBETCKOH CHCTeMbl 00pa3oBaHusl,

B OOJIOHCKOH CHCTEME OCHOBHOM

YIop c/ieslaH Ha CaMOCTOSITEJIbHOCTh
oOyyJalollerocs: yMeH1e caMmoCTOsITeJIbHO
pazoOpaTh MPOU3BEIECHUS JIOO0H

3MOXH, MOArOTOBUTb KOHLEPTHYIO
nporpammy. [Ipu 5ToM 10/KHBI
MPUCYTCTBOBATH CTUJIEBAS JOCTOBEPHOCTb,
TEXHUYECKOEe COBEPILIEHCTBO,

TBOpUECKasi HHAMBUaJbHOCTD, a

TaKKe KOMIETEHIIMH KOHIIEPTHOTO
opranusaropa. bosionckuii npouece —
npouecc cOMMKEHUA U TapMOHU3AILHH
CHCTEM BbIcLIero o6pa3oBaHus CTPaH
EBponbl 1 A31H C 11eJ1bl0 CO31aHUST €IMHOTO
NPOCTPAHCTBA BbICLLEro 00pa3oBaHuUsl.
CrpykTypa KBaJIM(pHUKaLIMi BKIIOYAET

3 uMkJaa: 6aKasaBpuar, MarucTparypa,
nokropantypa. Kaxkias crenenb
OMMCBIBAETCS € MOMOLIBIO 1I€CKPUIITOPOB.
Onu coziepakaT noipoOHbIH 0630p TOTO,

YTO JI0JZKEH 3HaTh U yMeTb 06yyaeMblil
10 3aBePLICHUH Y4eOHOH NPOrpaMMBbl.
Jly6siMHCK1e 1eCKpUNTOpbl 6a3upyloTes Ha
pesyJibTaTax oOyueHust, 001LIEM KOJUUECTBE
3auetHbIx equunl ECTS. 91o 1 coctaBasier
npodgeccrHoHasbHble KOMIETEHIIUH
MCIOJIHUTEJISI B HOBOH CHCTEME BbICLIEr0
00pa3oBaHusl.

Oco60oe BHUMaHME yeJsieTCs]
MHKJII03UBHOMY 0Oy4eHHIO — yUalldMCst
C OrpaHHYEHHBIMH BO3MOXKHOCTSIMH, a
TaKxkKe ¢J1a00BUSIILIUM, TaK KAaK MIMEHHO
OHHU CTAJIKUBAIOTCS ¢ MpoOJieMaMu Mpu
YTeHUH HOTHOTO MaTepuaJsa. Hapyuienue
3pEHHUsT OTPAHUYHUBAET CMIOCOOHOCTb YUTATh
MY3bIKaJIbHbIF TEKCT U CTABUT MOJL YTPO3y
MHOTHE acneKThl UIPbl HA My3bIKaJIbHOM
MHCTPYMEHTE; TeM He MeHee, JI/1s1 MHOIHX
JIIOJIEH My3bIKA SIBJISIETCS HEOTbeMJIEMOK
4acTbio KOTHUTUBHOTO pa3Butus (Lussier-
Dalpe 2). Kpome Toro, Bo Bpemst naHjaeMuu
Covid-19, mMpoKo npuMeHsJI0Ch
OHJIalH-00yueHKe, MoKa3aBlllee Hemjaoxue
peayJibTaThbl 06yueHHUs M JoKasaBllee, 4To
BO3MOKHO 00y4aThCsl He TOJBbKO B KJacce,
Ho u ynaJsienHo (Liu, Shao 6).

Llenbio KHK nm. Kypmanrassl
Ha CEeroHSAIHUN €Hb SBJSETCS
coXpaHeHHe My3blKaJIbHbIX TPaULHH
Ka3axCKOro Hapojia, PacKpbITHE U
pacrnpocTpaHeHne COBpeMeHHbIX
TEHJICHLIMH KaK HallHOHAJIbHOTO,
TaK U MUPOBOT0 POPTENHAHHOTO
MCIOJHUTEIBCKOTO HCKYCCTBA MOCPEICTBOM
MOMyJIsIPU3aLMH Jy4lIHX 00pasLoB
MPOU3BEICHUI Ka3aXCTaAHCKHUX, PYCCKHUX
1 3anajHOeBPONEeNCKUX KOMITO3UTOPOB.
[Ipu sTOM, MOJIO/1asT HALlHOHAJIbHAS
MCHoJIHUTE IbCKas 1Kosa Kagaxerana,
BKJIIOUAsICh B HUX, HE TOJIbKO BbISIBJISET
o0ll1e TeHIeHLMH, HO U OOHapyKHBaeT
CBOIO crielnduKy. B cBsizu ¢ 3TUM BcTaer
BOIMPOC O HOBOM HAYYHOM OCMbIC/JIEHHU
MCTOPHM Ka3axCTaHCKOH hopTenuaHHok
1IKOJIbl. Ero Heo6xo1MMo paccMaTpuBaTh
KaK HCTOPHUYECKYIO 9BOJIIOLMIO B KOHTEKCTE
0OLLECTBEHHbIX U 0OLLEKYIbTYPHBIX
MPOLLECCOB, PA3HbIX JI51 KAXKJI0I0
BpPEMEHHOT0 OTpe3Ka.
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OCHOBHbIE MONIOXEHUS

Bo Bpemst npoBeieHUsT HCCel0BaHHUS
aBTopamu OblJ1 UCII0JIb30BAH MPUHLHUI

CBAA3AHHOTO C IeATEJbHOCTBIO JIMYHOCTEH
M ee BO3JICHCTBHEM Ha CJIe/yIolHe
nokoJienus. Metopuko-KynbTypHas
LICHHOCTb BLIAABJACTCA IJIaBHBIM 00pasoM

| |

¢ 1991-X IT. /10 HACTOSMIET0 BEMEHH
Yerseproe nokonexne nexaroros. Mesaynapoaxoe
coTpyaHHIecTeo. [oanicanie BonoHCKOro coraueHus.

1980 1. ITepBbiii Ka3axCTaHCKiii iaypeat MeAyHAPOAHOr0 KOHKYpCa
nHarxcToB-I'H. Kansipbexona (XXXI Mexayrapomsbiii KOHKYp
THaHHCTOB M. JDX.-B. BioTri B 1. Bepyenn, nepead abcomorHas mpemus).

KAIPOB.
N

1970 kouen 1980 rr. TpeTse NOKOCHHE NEAATOTOB - ILICANA HALHOHATBHBKX

4

\

1960 - 1970 rr. Bropoe moKoneHHe MeAAroroB — i3 THCIA BINYCKHHKOB LEHTPAMBHBIX
KOHCCPBATOPHI{ } IIEPBBIX BBITYCKHHKOB ANMATHHCKO/ KOHCEPBATODHI.

[1951 . [epBsiii kasaxckwif npodeccronanshbti nuanuct HM. Menppramics. ]

obmecrsa (HCO)

Llw 1. [lepBsie OTHeTHbIE KOHUEPTHI CTyAeHTOB H mexaroros. Co3narie Hay:Horo cTyaenyeckoro

\ J

MCTOHECKHC H Hay4HO-HCCIEH0BATEbCKHE pAGOTEL

1946 1. TTpre3x BHITYCKHIKOB ICHTPATERBIX KOHCCPBATOPH 10 pacmpeAcackIo. IIcpesic HaydHo-

1944 r. Co3zanue KOHCEpBATOPHH B T. Amva-ATe

Co3nanie Ka()eapsi CICUHATEHOTO (OPTCMHAHO.

ITepBoe N0KOACHHE MPEN0AABATE:ICH ~ MPHE31 NICK B! 1CArOr0B-MY3bIKAHTOB.
Pa3paoTxa mepssIX yucOHBIX IPOTPAMA I PAGOYHX IIAHOB

1940 1950 1960 1970

1980 1990 2000 2010

Puc. 2. Mcropuueckue 3Tarnbl

MCTOPU3Ma, KOTOPBIH MO3BOJINJ BHISIBUTD
BaXkKHelI11Me 0COOEHHOCTH (POPMHUPOBAHHUS
¥ pa3BUTHsI Kaeapbl CrelHaibHOTO
doprennano Kazaxckoit HalpoHanbHoi
KoHcepBaTopuu uMenu Kypmanrasbl

¥ 110Ka3aTh BbICOKHE pe3yJibTaThl,
JIOCTUTHYTbIE 32 CPABHUTENLHO HEOOJIBILION
CPOK.

+ Mcnosib3oBaHie CHCTEMHOTO MOJIXO/1A
M03BOJIUJIO JIETAJILHO CTPYKTYPHPOBATh
MCTOPHUECKHI MPOLIECC CTAHOBJIEHHUS
Kadeapsl crietmaabioro gpoprennano KHK
uM. KypmaHrasbl ¢ KOHKpeTHBIMU 3a1lauaMu
B KayKJIOM 3Tarne

* YcTaHoBJIEHO 3HAYEHHE
NPeeMCTBEHHOCTH B POPMUPOBAHUH
Ka3axCTaHCKOH (hOpTenUaHHON HIKOJIbI

* [TomuepkuBaercs BaXKHOCTh
M3yueHHs1 HCTOPUYECKOTO STara,

NPeeMCTBEHHOCTbBIO TBOPUECKUX LIKOJ U
CBsI3eH, CHHTE€30M TPAaAHULIMI U HOBATOPCTBA,
(hopMHpOBaHHEM HaIMpaBJAeHUH, a TaKKe
OTHOLLIEHUEM MPEJICTaBUTEEeH Pa3HbIX
MOKOJIEHUH K 9THM acCleKTaM.

3aKknwuyeHue

Takum 06paszom, paccMOTpeB OCHOBHbIE
MepHO/Ibl M MeAaroruieckue mpUHIKIIb
dhopmupoBaHust Kaeapbl CrielHaabHOrO
doprenuano Kazaxckoit HalluOHATILHOM
KOHCepBaTOpuu nMeHn Kypmanrassi ¢
TOUKH 3PEHHST HCTOPUYECKOTO KOHTEKCTa,
B KOTOPOM OHH (hOPMHUPOBAJIOCH, MOKHO
clles1aTh CJlelytol1e BbIBOJIbI:

1. Kadenpa dpoprennano KHK
uM. KypmaHrasbl ¢ camoro cTaHoBJIEHHUS!
My3blKaJIbHOro 00pa3oBanus B Kaszaxcrane



OPHEHTHPOBAJACH B CBOEH eATEJbHOCTH
Ha CJIaBHbIE TPAAHULIMHK, 3aJI0’KEHHbIE ee
OCHOBaTeJIsIMH U HanboJiee BUIAHbIMU
macTtepami, paboTaBIIMMHU B Hell Ha
NPOTS?KEHUH BCeX MPeabIIy X U
MOC/EeyIOUIUX JIeT. DTH TPAIULIHIH,
CJIOXKUBLIMECS MHOTHE 1€ CATHIICTUS
Ha3aJl, ¥ CbIrpaBLINE CTOJIb BAaXKHYHO
pOJib B 0OpeTeHUH KOHCEePBATOPUEN

ee COBPeMEHHOro 006JIMKa, MOXKHO

Bknap, aBTOpOB:

paccMaTpUBaThb KaK KOHIIEHTPAT OMbITa
NPOLJIOT0, He YTPATHBILIErO CBOEH
aKTYaJbHOCTH W 3HAUMMOCTH H JIO HAIIIUX
JIHeH.

2. Jlana nomnbiTKa NpocJiexK1uBaHms
Pa3BUTHS Ka3aXCTaHCKOH hopTenuaHHom
IIKOJIbl B HCTOPUUECKUM Cpe3e C yUeTOM
NpPeeMCTBEHHOCTH MOKOJIEHUH ¥ TPaIULIHK
B KaXXJIOM U3 MIEPHOJIOB, YTO U COCTaBHJIO
OCHOBY MCCJICJIOBAHHS JIAHHOH CTaTbH.

M.4. Cenn - popMMpoBaHME KOHLIENLMK CTaTbW, pa3paboTka METOAOB UCCNELOBAHMS,
BbIGOP HAy4HOW IUTEpATYpbl, aHANU3 PE3Y/LTATOB UCCIEA0BAHMS.

W.B. OnekceHko - paboTa ¢ 3apybexxHbIMU MCTOYHMKAMMU, MOUCK LMTAT, cOop, aHanus u
0606LLeHe MaTepranoB UCCefoBaHNs, 0QOpPMIEHHUE CTATbK.

ABTOpnapAblIH, yneci:

M.4. Cenn - Makana TyXbIpbIMAAMACbIH KaNbINTaCTbIPy, 3epTTey SAICTEPIH a3ipney,
FbIbIMU 9aebMeTTepAi TaHaAY, 3epTTey HaTUXKeNepiH Tanaay.

W.B. OnekceHko - LeTenaik AepekKke3nepMeH XyMbIC, Laiiekce3aepai isaey, septrey
MaTepuangapbiH XUHAy, MakanaHbl pecimaey
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Kypmanrasbi atbinarsl Kazak yaTThik KOHCEPBATOPHSICHI
(Anmatbl, Kazakcran)

APHAWMbl ®OPTEMUAHO KA®ELPACHI: ©TKEH, BYTIH, BOJTALIAK,
(K¥PMAHFA3bI ATbIHOAFbBI KA3AK ¥ TTbIK KOHCEPBATOPUSCbIHbIH, 80 XXbl/1AbIFbIHA
APHAJFAH)

Anparna. Makana KypMaHfasbl atbiHAarbl Kasak, yATTbIK, KOHCEPBATOPUSChHIHbIH, apHalibl
dopTenraHo KadenpacbiHbIH KYpblTyblHa apHafaH, OHbIH, KaNnbINTacybl Ka3aKCTaHAbIK, GopTennaHo
MekTebiHiH JaMybiMeH Bip Me3ringe opbiH anfaH. Makanaga KypMaHfasbl atbiHAafbl Kasak yaTTbIK,
KOHCepBaTOPUAChIHbIH, apHalbl GopTeNMaHo KadeapachiHbIH KANbINTacy epeKLlenikTepi ainkpliHAANaabl.
ABTOpNIap OHbIH, AAMYbIHbIH TAapUXW NPOLECIH VFbIHYFa apeKeT xacan Kkepai. ApHalbl popTennaHo
KadenpacbliHbIH, AaMYbIHbIH 6acTbl aKTOpAapbIHbIH Bipi peTiHAe OpbIHAAYLIbIIbIK XHE NeAarorukablk,
KaFuaaTTap cabakTacTbiFbl KapacTblpblnagbl. ABTOpaap apHaibl GopTennaHo KapeapachiHbIH,
nefarornkanblk XXaHe OpblHAAYLWbUIbIK 6eMHeCiHiH naiaa 6onybiHa acep eTkeH BacTaynap aHbIKTanaTbiH
Tapuxu Tacingi, conaan-ak KypmaHnrasbl atbiHAaFbl Ka3ak, yATTbIK, KOHCEPBATOPUSChIHbIH, apHalibl
dopTenraHo KadenpacbiHbIH KanbiNTacy XaHe AaMy epeKLenikTepiH KapacTblpyFa MyMKiHA K 6epeTiH
XyHeni Tacinai nanpanaHaabl. Kypmanfasbl aTbiHAaFbl Ka3ak yATTbiK KOHCEPBATOPUACHIHbIH, apHakibl
dopTenmaHo kadenpachiH Ka3akCTaHAbIK, My3blKaTaHy FblbIMbl TYPFbICbIHAH AAMbITY MacenenepiHe
epeKLLe KbI3bIFyLbIbIK TaHbITbIAAbI, Oy NpouecTiH 6ipereiniri atan eTingi. 3eptrey 6apbicbiHAA
KypMaHfasbl aTbiHAaFbl Ka3ak yATTbiK KOHCEPBATOPUACHIHbIH, XaHe M. [MunHkKa aTbiHAaFbl HoBoCcMOGUpCK
YATTbIK KOHCEPBATOPUSACBIHbIH, MypaFaTbiHAA CaKTanyAa TypFaH KYHAbI KyKaTTap 3epaeneHfi. AnbiHFaH
HaTWXenep NuMaHucTepai (opblHAAYLWbINAPAbI, 3ePTTEYLWinepai, nefarortapAbl), COHbIMEH KaTap
My3blKaTaHYLWbIApAbl OKbITY MpoLeciHae nanaansl 60aybl MyMKiH. Makanaga 3epTrey HaTMKenepiH
KOPCETETIH KecTe MeH auarpamMma 6ap.

TyiiiH ce30ep: KypMaHFa3bl aTbiHAaFbl Ka3ak yATTbIK KOHCEPBATOPMSChI, apHaibl GopTenuaHo
kadenpacsl, KazakcraH doprennaHo MekTebi, 43CTypnep, OpbiHAAYLbUIbIK, NeAarornka, oprennaHo.

Joaiiekces ywin: Cenn, Maita, u OnekceHko Mropb. «ApHaiibl hopTennaHo kadeapachl: eTKeH, GyriH,
6onawak, (KypMmaHfasbl aTblHAAFbl Ka3ak, YITTbIK, KOHCEPBATOPUSAChIHbIH, 80 XblIAbIFbIHA apHANFaH)».
Central Asian Journal of Art Studies, 7. 9, N2 3, 2024, 66. 270-290. DOI: 10.47940/cajas.v9i3.900

Asmopnap KomuazbaHblH COHFbI HYCKACbIH OKbIN, MAKy10a0bl #aHe Mydoesep Kaliliblblfbl JOK
eKeHOieiH Manimoelioi.
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THE SPECIAL PIANO DEPARTMENT: PAST, PRESENT, FUTURE
(TO THE 80TH ANNIVERSARY OF KURMANGAZY KAZAKH NATIONAL CONSERVATORY

Abstract. The article is devoted to the formation’s history of the Special Piano Department of the
Kurmangazy Kazakh National Conservatory, the formation of which took place at the same time as
the development of the Kazakh piano school. The article describes the features of the formation
of the Special Piano Department of the Kurmangazy Kazakh National Conservatory. The authors
make attempt to conceptualize the historical process of its formation. One of the main factors in
the formation of the Special Piano Department is considered to be the continuity of performing and
pedagogical principles. The authors apply a historical approach, which helps to trace the origins that
influenced the formation of the pedagogical and performing image of the Special Piano Department,
as well as a systematic approach, which makes it possible to consider the features of the formation
and development of the Special Piano Department of the Kurmangazy Kazakh National Conservatory.
A specific interest is paid to the development of the Special Piano Department of the Kurmangazy
Kazakh National Conservatory from the point of view of Kazakh music studies, a unique character of
this process is noted. The valuable documents stored in the Record keeping office of the Kurmangazy
Kazakh National Conservatory and M. Glinka Novosibirsk State Conservatory were reviewed during
the study. The results obtained can be useful in the process of teaching piano players (performers,
researchers, teachers), as well as musicologists. The article contains a table and a diagram that
demonstrate the results of the study.

Keywords: Kurmangazy Kazakh National Conservatory, department of special piano, Kazakhstan
piano school, traditions, performance, pedagogy, piano.

Cite: Sepp, Maia and Igor Oleksenko. “The special piano department: past, present, future (to the
80th anniversary of Kurmangazy Kazakh National Conservatory)”. Central Asian Journal of Art Studies,
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Barbic KazakcraHHbiH 3aMaHayu cayJleT OHEPiHe MIeHU - 3THUKAJIbIK,
(hakropaapapiH acepi
Akb6oTa TaHxapblkoBa, [ynbHapa MayneHosa

Cypem 1. Aktebe kanacbiHoafFbl «Keruencity» cayna oMblH-CayblK, OpTanblfbiHbIH KacbeTiHae Ka3akpl
INeMeHTTepAi nanganaHy.

Cypem 2. NiwiHaepAi 3aMaHayn apxuTekTypara beitimaey. ATbipay KanacbiHaarbl «KasakcTaH» KOHaK, yili.
Cypem 3. OpTypni 3THOCTap MdLEHMETIHIH CayneT eHepiHe acepi. AkTebe KanacbiHAaFbl AXTaHOB TeaTpbl.

«MeH 0ip XKyM06aK ajaMMblIH... AGail» CreKTaK/b/AbIH MJIACTUKAJbIK LIELiMi
l'ymkaH [daynetkynosa, onus LaHkbibaesa

Cypem 1. T103TUKanbIK, CbIMAbIKTbIH CMMBObI 60nbiN TabbinatbiH KycTbiH 6ip KayblpcbiHbIH yCTan TypFaH
Abaii berHeci.

Cypem 2. KonblHAa TacTapbl 6ap Kyc-agamaap caxHacbl.

Cypem 3. Cupek aikainapMeH xaHe KycTap YHinepiMeH TONbIKTbIPbUIFAH NAACTUKANbIK KOPIHIC.

Cypem 4. KeiinkepnepAin, apkaicbICbl KYAKiNi TYpAe Y3blH OPbIHABIKTA 63 OPHbIH anaabl.

Cypem 5. be3bana MeH KanblHAbIKTbIH KOHINCi3 Kyii cesinepi.

Cypem 6. OpeKeT CYpeTTiH, WapTTbl WeKCi3AiriHe Heri3genrex.

Cypem 7. Apampap TyMaH apacbliHfa cuinepi, caxHaza Tek Tactap Kanagbl.

Kasipri Ka3ak KecKiHaeMeciHaeri CTHIMCTHKANBIK KypaJ peTiHaeri metacopaHbiH
KOHLIENTYaJbIK PoJi
M6parumoB AmaH, OcnaHoBs baiimypat

Cypem 1 - MeupxaH HyproxuH «o63en / Copys». KeHen, mainbl 605y, 2023 x.

Cypem 2 - ¥naH [laii6ait «AnTbiH aT / 3010TOW KOHb». KeHen, Mainbl 605y, 2023 .

Cypem 3 - HypnaH Kunubaes «XXeti KasbiHa». KeHen, Maiinbl 605y, 2016 x.

Cypem 4 - Noc6on KacbiMoB «XKeTi kasblHa / CeMb cokpoBuLy». KeHen, Mainbl 605y, 2023 x.

Cypem 5 - [ocTbik AaHFbinbiHaarel H. KunubaesTsiH, «@apusa» TybiHAbICH GeliHeneHred 6unbops
Cypem 6 - Hypnan Kunubaes «®apusax». 65/36, keHen, maiinbl 60sy, 2011 x.
https.//m.facebook.com/nomadsgreatsteppe/photos/a.351681228289840/351681451623151/?type=3&sourc
e=43&paipv=0&eav=Afb7xrTGPYnA3s-XRnLVKVHOGXS_YTUXSFfPOHdLjfzqawlQ9ZedEHNMG5nL2P7CLPs
Cypem 7 - AkkaHa Abnanvesa «AHap». KeHen, Maiinbl 60sy.

https.//artline.ru.net/topic/abdalieva/

Cypem 8 - «beteH agam», 2015. KeHen, mainbl 601y, apanac TexHuka.
https.//nomadmgz.kz/index.php/lyudi/254-khajrulin-kadyrzhan

Cypem 9 - Monnokb6aes, Kekwapmuymnsm cepusacel, 2017. KeHenke akpun xaHe Temnepa. 100 x 140 cm
(39,4 x 55,1 proiim).

https.//ariadna.media/wp-content/uploads/2021/05/Monnok6aes.jpg
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Binsinve KyJabTypHbIX H 9THUUECKUX (DAKTOPOB HA COBPEMEHHYIO apPXUTEKTYPY
3anagnoro Kasaxcrana

Akb6oTa TaHxapbikoBa, [ynbHapa MayneHosa

PucyHok 1. icnonb3oBaHMe Ka3axCKUX 3/1eMEHTOB Ha (acase TOproBo-pa3BieKkaTeNbHOro LeHTpa
«Keruencity» B r. AkTobe.

PucyHok 2. ApanTtauus dopMoobpa3oBaHus K COBPeMeHHOM apxuTekType. FocTuHuua «KasaxctaH» B
ATbipay.

PucyHok 3. BnusiHWe KynbTyp pasHbIX 3THOCOB Ha apxuTekTypy. TeaTp uMeHu AxTaHoBa B AKTOGe.

HUcnonb3oBaHue ApeBHUX METPOrIU(OB B AU3aiiHE O1€XKIbI

l'y3an MacagvkoBa

PucyHok 2. HOxHbIh KazaxcTaH, ropbl LWy - Une, Tamranel. ConHue Ha 6bike BBepXy — rnaBHoe
60xecTBo.

PucyHok 2. MexnayHapoHbli1 KOHKYPC MONOABIX AM3aiMHEPOB, OPraHU30BaHHbIN B AKTIOOUMHCKOM
perMoHanbHoOM yHuBepcuTeTe nMmeHn XybaHoBa.

PucyHok 3. Konnekums Kpuctnana mopa Jlacko.

PucyHok 4a. Myxckas pyballuka npuUTaneHHoro Kpos ¢ NpUHTOM HacKaibHOM XXMBOMMUCMU.

46. TBUAOBbIV XaKeT U3 NepepabOTaHHOrO CbIpbs C HACKaNbHBIMKU PUCYHKaMM B BUAE NETPOrnndos,
BbILUWUTBIX UFIOMN.

PucyHok 5. OnucaHue fpeBHUX CMMBOJIOB, BXOASLLMX B KOMNO3MLMIO: (3,b) V1306paxeHne/MNevatsb
ConHua, (c) ConHueronoBblit Yenosek, (d) Pe3bba u3 pora 6apaHa, () ConHeuHbli cBeT u bbk, (f) MT1ua
- Open, (g) Bepbniog, (h) Kosa.

PucyHok 6. inntocTpaums-onncasme pasmeLleHns KOMNo3nLMM BUHTaXKHOTO NpUHTa Ha pybaluke: (a)
Dupont Satin Light Gold 07, (b) cTpouka «3ur3ar», HAHeCEHHas Mo Kpato Kaxaoi KoMnosuumu, (c)
6apxaTHas TkaHb (d) pybaluka u3 6enoro xiomnka, (€) MNyrosuua ang pybawku Anka

PucyHok 7. TeXHU4YeCKUI pUCYHOK KOMMO3MLIMK IPEBHUX CUMBOJIOB, pa3MeLleHHbIX Ha pybaluke.
Monuactep 10 Mm 50 - e.

PucyHok 8. Pybaxa, ykpalleHHas KOMNo3uumMen 13 ApeBHMX CUMBOJIOB: (3) BUA cieBa, (b) BuA cnepeam,
(c) BMA cnpasa.

PucyHok 9. “Myn60opAa” AOCKa XYA0XKECTBEHHOM KOMMO3MULMM HA TEMY APEBHUX CMMBOJIOB.

KoHuenTyanbHasi pojib MeTaopbl KakK CTUJIMCTUUECKOTO NPUEMA B COBPEMEHHOM
Ka3aXCTaHCKOM XKUBOMUCH

M6parnmoB AmaH, OcnaHoBs baiimypat

PucyHok 1. MeupxaH HyproxuH «963en / Copys» (2023) Xonct, Macno.

PucyHok 2. ¥naH [laiibait «AntbiH aT / 30n10T0W KOHb» (2023), XoncT, Macno

PucyHok 3. Hypnan Kununbaes «XeTi KasbiHay». 2016r. Xonct, Mmacno

PucyHok 4. Docbon Kacbimos «XeTi kasbiHa / CeMb cokpoBuwy» (2023), XoncTt, Macno

PucyHok 5. bunboppa Ha npocnekte [locTbik ¢ paboToi H. Kunubaesa «@apusa»

PucyHok 6. HypnaH Kununbaes «®apwusa» 65/36 xonct, macno 2011 r.
https.//m.facebook.com/nomadsgreatsteppe/photos/a.351681228289840/351681451623151/?type=3&sour
ce=43&paipv=0&eav=Afb7xrTGPYnA3s-XRnLVkVHOGXS_YTUXSFfPOHdLjfzqawlQ9ZedEHNMG5nL2P7CLPs
PucyHok 7. AkxxaHa Abpanvesa «paHaT» X.M.

https.//artline.ru.net/topic/abdalieva/

PucyHok 8. MoctopoHHuit 2015. Xonct, Macno, CMeLlaHHas TeXHWUKa
https.//nomadmgz.kz/index.php/lyudi/254-khajrulin-kadyrzhan

PucyHok 9. NMonnokbaes, cepus Kokwapmionsm, 2017. Akpun 1 temnepa Ha xoncte. 100 x 140 cm (39,4
x 55,1 uH)

https.//ariadna.media/wp-content/uploads/2021/05/Monnokbaes.jpg
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Plastic solution of the performance “Men bir zhumbak adammyn... Abay”
Gulzhan Dauletkulova, Aliya Shankibayeva

Figure 1. The image of Abai, who holds a Feather in his hand, which is the symbol of a poetic gift.
Figure 2. A scene of bird-peoples with stones in their hands.

Figure 3. A plastic scene, complemented by rare screams and cooing of birds.

Figure 4. Each of the characters comicaly takes his place on a long bench.

Figure 5. The dejected state of the groom and nevemta is felt.

Figure 6. The actionis based on the conditional infinity of the drawing.

Figure 7. Piople disappear into the haze, leaningonly stoneson the stage.

Using ancient petroglyphs in clothing design
Guzal Massadikova

Figure 1. Southern Kazakhstan, Shu - Ile mountains, Tamgaly. The sun on the bull at the top is the chief
deity (Rogozhinskii et al., 165-171).

Figure 2. International competition of young designers organized at Aktobe Regional University named
after Zhubanov.

Figure 3. Christian Dior Lascaux Collection.

Figure 4a. Men’s slim fit shirt with rock painting print.

4b. Upcycled Tweed Jacket with Needle Felted Petroglyph Rock Art.

Figure 5. Description of the ancient symbols included in the composition: (a,b) Image/Seal of the Sun,
(c) Sun - headed Man, (d) Ram Horn Carving, (e) Sunlight and Bull, (f) Eagle Bird, (g) Camel, ( h) Goat.
Figure 6. Illustration description of the placement of the vintage print composition on the shirt: (a)
Dupont Satin Light Gold 07, (b) Zigzag stitch applied to the border of each composition, (c) velvet fabric
(d) white cotton shirt, (e) Anka Polyester shirt button 10 mm 50’s.

Figure 7. Technical drawing of the composition of ancient symbols placed on the shirt.

Figure 8. A shirt decorated with a composition of ancient symbols: (a) left view, (b) front view (c) right
view.

Figure 9. “Moodboard” board of artistic composition on the theme of ancient symbols.
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