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Central Asian Journal of Art Studies (CAJAS) - «BHep
XSHe ryMaHMUTapblK, FbiNbiMAAP» (COHbIH, iWiHAe

TeaTp, My3blika, Xxopeorpadus, KuHo, beliHeney xaHe
KonpaHbanbl eHep, caynet xaHe T. 6.) 6aFbiTbl 6OMbIHLLIA
LlYHUWe Xy3iHaeri aBTOpAbIK 3epTTeynepaiH, HaTuxenepiH
XKapUANanTbIH peLeH3UANaHaTbIH FbITbIMU XKYPHa.
BacbINbIMHbIH, MakcaTbl — FblbIMU MAESNAPMEH anMacy
YILiH anaH, yCbiHy, COHAAN-aK, @HepTaHy canacbiHAaFbI
HipneckeH xanblkapanblk, FblabiMK XKobanapabl LAMbITY
60nbIn Tabbinaabl. XapuanaHoiMaapab! ipikteyaeri
6acbiM akTopnap: XaHa LepekTaHy xaHe aaebm
[lepekkesaepre XyriHy, akafeMu3Mm KoHe FblbIMU
00bEeKTUBTINIK, TAPUXHAMabIK TOMbIKTBIK, MeH nikipTanac,
KYpAeni ryMaHuTaprblK Macenenepai 3aMaHaym aHbikTay,
MafeHuM apTedakTinep MeH KepKeM HblCaHAAPAbIH,

aHa biperelt TyciHaipmenepi. CAJAS-Ta fbinbiMu
MakananapaaH 6acka, Wwonynap, TapuxHamanbik,
wonynap, AepekTaHy MaTepuanaapbl, ryMaHUTapAbIK,
FbISIbIM TaKbIPbINTapbIHAAFbI MiKipTanactap yCbiHbLybI
MYMKIiH XaHe FblNbIMK Ananortap kyntanagbl. CAJAS
(29.03.2021 N2 303 6yipbIfbl) FbINbIMU KbI3METTIH, HETi3ri
HaTUXenepiH xapuanay ywid Kasakcran Pecnybnumkacol
FbinbIM XaHe oFfapbl 6iniM MUHUCTPAITIHIH FbINbIM XaHe
)OFapbl 6iNiM canacblHAAFbl CanaHbl KAMTAMachl3 eTy
komuTeTi (FKKBCCKEK) yebiHFaH 6acbinbiMaap Tisbecite
eHrisingi («kBHepTtaHy» 6enimi). CoHbiMeH kaTtap, CAJAS
KAB (KasakcraHabik aanekces 6asacsl), ¥MFTCO (¥nTTbIK,
MEeMEKETTIK FbINIbIMU-TEXHMUKANbIK CapanTamMa OpTasbifbl),
EBSCO Essentials, KubepJleHnHkaaa nHaoekcrenes,.
CAJAS pepakumscbiHa xibepinreH 6apnblk Makananap
nnarvaT TeKCepyiHeH eTefi XaHe 3epTTey npoduniHaeri
MaMaHAAPAbIH, €Ki XKaKTbl OH acCbIpblH CapanTama KemiH
xapusnaHanbl. ABTOPAbIK FbiNbIMK 3epTTeYEp, LWonynap
MeH cyx6attap CAJAS-Ta TeriH xxapusanaHagpl. XypHan
peueH3uanay, peaakumanay, Tysety, 6eTtey xaHe backa
[1a pefakUMabIK XXyMblcTap 60MbIHLIA LWbIFbIHAAPAbI

63 MOViHbIHa ananbl. CAJAS Makana aBTopnapbiHa akbl
Tenemewnai. XXypHanablH XapuanaHbiM 3TUKAChI XXEHIHAeri
komuTeTTiH, (COPE) oaen kopekciHe caiikec keneai xaHe
XKYPHa/IMEH XYMbIC XacaiTblH aBTOPNApAbIH HemMece
peLleH3eHTTePAIH 3aHCbI3 iC-apeKeTTep Typanbl KYAiKTi
)afpannapabl wewy ywiH COPE cxemanapbiHa cyieHea,.

: 8
‘,-! OFEM ACCESS Oj S :rlkah‘lh:glrn STt 1'P'I_I.I::! ]'l.-'.'l'IS



Central Asian Journal of Art Studies (CAJAS) -

Hay4YHbI peLeH3npyeMblit XXypHan, NybanKyoLLmi
pe3ynbTaTbl aBTOPCKMX UCCEA0BAHMI CO BCErO MMpa Nno
HanpaBneHuto «/ICKycCTBO M ryMaHUTapHble Hayku» (B
TOM YMC/ie N0 BOMPOCaM TeaTpa, My3blku, xopeorpaduu,
KMHO, M306pa3nTeNbHOro U NPUKNALHOIO MCKYCCTBA,
apxuTeKTypbl U T. A.). Lenbto nsgaHung asnsgetcs
npenocTaBieHne NNOLWALKK A8 06OMeHa HayYHbIMU
NAEAMU, a TAKXKe pa3BUTUE COBMECTHbIX MEXAYHAPOAHbIX
Hay4HbIX 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 NpobieM, HOBble OpUrMHANbHbIE
TPAKTOBKM KyNbTYPHbIX apTedaKTOB U XyA0XKECTBEHHbIX
o6bekToB. B CAJAS, KpOoMe Hay4HbIX CTaTei, MOryT

6bITb NPEACTaBAEHbl peLLeH3nK, cTopuorpaduyeckme
0630pbl, UCTOYHMKOBELYECKME MaTepUabl, AUCKYCCUM Ha
TeMbl FyMaHUTapHOM HayKu, NPUBETCTBYIOTCS Hay4Hble
nmanoru. CAJAS BkntoyeH B [NepeyeHb M3naHui,
pekoMeHayeMbIx KoMuTeTOM No obecneveHnto KayecTsa
B cepe Hayku 1 Bbicwero obpasosarus (KOKCHBO)
MWHKUCTEpCTBa HayKKM M BbiCLLero 06pa3oBaHms
Pecny6nuku KazaxcraH (npukas N2 303 ot 29.03.2021)
Ans nybavKaLmMu OCHOBHbIX Pe3ynbTaToOB Hay4YHOM
nestenbHocTu (pasaen «MckycctBoBeseHuey). lloMumo
atoro, CAJAS nHpexcupyetcsa B KbL, (KasaxcraHckow

6a3e umtpoBaHus), HUMHTS (HaumMoHanbHoM

LleHTpe rocyfapCTBEHHOM HAaYYHO-TEXHUYECKOM
akcnepTusbl), EBSCO Essentials, KubepJleHnHke. Bce
cTaTtbu, noctynatowme B pepakumio CAJAS, npoxopat
npoLenypy npoBepKM Ha nnaruat u nybaunkyoTca nocne
MONOXMUTENBHOTO ABOWMHOIO C/IEMNOr0 pPeLeH3MpoBaHuUs
cneumanuctamm no npodunaM uccnenoBaHuii. ABTopckue
Hay4Hble uccnenoBaHums, 063opbl U UHTepBbIo B CAJAS
ny6nukytotca 6ecnnatHo. XXypHan 6epet Ha cebs pacxonbl
Mo peLeH3UpOBaHMIO, peAaKTUPOBaHUIO, KOPPEKTYPE,
BEpCTKe ¥ APYrMM pefaKLUMOHHbIM pabotam. CAJAS

He BbINaa4YMBaEeT rOHOpPapbl aBTopam cTaTtei. XXypHan
cnenyet Kopekcy noseaenuns KomuteTa no atuke
nybnukaumii (COPE) u cneamt 3a 6nok-cxemamu COPE gns
paspeLueHns cy4yaeB NoOLO3PEeBAaEMOro HENpPaBOMEPHOTO
NoBeLEeHNs CO CTOPOHbI aBTOPOB, PELLEH3EHTOB U UHbIX
nuL, paboTatoLwmX € XKypHaNoM.
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Central Asian Journal of Art Studies (CAJAS) is a
scientific peer-reviewed journal that publishes the
results of author research from around the world in

the field of Arts and Humanities (including theater,
music, choreography, cinema, fine and applied arts,
architecture, etc.). Priority factors in the selection of
publications: appeal to new sources, academicism and
scientific objectivity, historiographical completeness
and debatability, the modern dimension of complex
humanitarian issues, new original interpretations of
cultural artifacts and art objects. In addition to scientific
articles, CAJAS can include reviews, historiographical
reviews, source materials, discussions on the topics of
the humanities, and scientific dialogues are welcome.
CAJAS (order no. 303 dated 29.03.2021) is included in
the List of publications recommended by the Committee
for Quality Assurance in the Sphere of Science and
Higher Education (CQASSHE) of the Ministry of Science
and Higher Education of the Republic of Kazakhstan
for publication of the main results of scientific activity
(section «Art Studies»). In addition, CAJAS is indexed

by KazCB (Kazakhstan Citation Base), NCSTE (National
Center of Science and Technology Evaluation), EBSCO
Essentials, and CyberLeninka. All papers submitted to
the CAJAS editors undergo a plagiarism check and are
published after a positive double-blind peer review by
specialists in research profiles. Author research studies,
reviews, and interviews in CAJAS are published free of
charge. The journal bears the cost of reviewing, editing,
proofreading, layout, and other editorial work. CAJAS
does not pay royalties to the authors of articles. The
CAJAS follows the Committee on Publication Ethics
(COPE) and follows the COPE flowcharts to resolve cases
of suspected misconduct by authors, reviewers, and
others who work with the journal.
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LLlariroszosa XaHepke

ARTS & HUMANITIES
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(xopeorpadusibiK HyCKajgap MeH caxHaJjblK UHTePNpeTauusaap)

MoptHoBa TaTbsiHa

Kotouibi-xopeorpad AuBapa CanplkoBaHbIH 0asieTTepinaeri MU(OJOTUsIbIK
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XONAapblH TabyablH MaHbI3Abl Kypasbl.
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C orpoMHbIM yo0BONBLCTBMEM NpeacTaBnseM yeTeepTbi HOMep Central Asian Journal of
Art Studies 3a 2024 r., NOCBALWEHHbIA OAHOM M3 CaMbIX aKTyaslbHbIX U MHOTO3HAYUTENbHbIX
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MOHATb, KaK YE/I0BEK B3aMMOMENCTBYET C OKPYXXaloWel Cpefoi, Kak MEHAEeTcs ero
MAEHTUYHOCTb B YCNOBUAX F106anmn3aLmm, M Kak MCKYCCTBO MOXKET CTaTb KaTaan3aTopoM
nepeMeH. XyaoXecTBeHHOE TBOPYECTBO — 3TO HE TOJIbKO CPEACTBO CaMOBbIPaXeHUs, HO
M BaXHbIA MHCTPYMEHT A8 06CY>KAEHMA aKTyasbHbIX NPOB/IEM, @ TAKXKE NMOMCKa MYTEN UX
peLeHuS.

bnaropapum Bcex aBTOPOB 3a WX TPYAbl, PELEH3EHTOB 3@ HEOLEHWMYI0 MOMOLLb B
MOAroTOBKE fAHHOrO BbiMycKa. Hageemcs, 4To MaTepuasbl 3TOM0 BbINyCKa CTaHYT CTUMYIOM
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Dear Readers and Colleagues!

We are delighted to present the fourth issue of the Central Asian Journal of Art
Studies for 2024, dedicated to one of the most relevant and multifaceted topics of our
time—"The Human in the Artistic Image of the Contemporary World."

In an era of constant change driven by technological advancements, social
transformations, and global uncertainty, contemporary art reflects the complexities of
existence, posing numerous challenges and questions about humanity’s place in this
world. It compels us to contemplate how we perceive ourselves and the reality around
us. Art is a mirror—one worth looking into.

We invite you on a journey into the realm of creativity, to immerse yourself in diverse
interpretations of human nature, to reflect on the roles we all play in society, and
perhaps even to reconsider your own place in this multifaceted world.

Each scholarly article in this issue seeks to explore how humans interact with their
environment, how identity evolves in the context of globalization, and how art can serve
as a catalyst for change. Artistic creation is not only a means of self-expression but also a
vital instrument for discussing pressing issues and searching for solutions.

We extend our gratitude to all the authors for their contributions and to the reviewers
for their invaluable assistance in preparing this issue. We hope that the materials
presented here will inspire further academic research, contribute to the expansion
and renewal of the scientific knowledge base, and make a meaningful impact on
contemporary art studies.

Sangul Karzhaubayeva,
Editor-in-Shief
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Abstract. The complex of wedding attributes of Turkic peoples includes: yurt, carriage or riding animal,
as well as the costume of newlyweds. Sufficient attention has been paid to the decoration of the
wedding costume in science. However, the other attributes have not received due comprehension
and illumination. We are sure that artistic and aesthetic labelling of wedding attributes in traditional
culture was undoubtedly made with a special intention and carried certain information, representing
the status of newlyweds. Hence, the purpose of this article is to investigate the meanings and
values of the decoration of wedding paraphernalia in Turkic peoples, which is considered as visual
“signs of newlyweds”. The sign nature of wedding attributes is investigated from the point of view
of color symbolism, constructive features and ornamentation. The sources of different periods (pre-
revolutionary and modern), as well as archival photographs and artefacts from museum collections
(late 19th - early 20th centuries) served as materials for the study. The main methods of research
are comparative, semantic and art history analysis. In the opinion of the author of the article, the
synthesis of these approaches in the future may contribute to the analysis and reconstruction of the
lost meanings of the decoration of other traditional products. The study allowed us to find out some
features of the decoration of wedding paraphernalia, reflecting layers of archaic beliefs and ideas
about the universe in Turkic culture, characterized by a common fundamental basis and differing in
ethnic variants.

The article was prepared within the framework of the project of the Committee of Science Ministry
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art of Kazakhstan in the focus of visual studies: iconography, semiotics and discourse”.
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Introduction

he wedding attributes of Turkic peoples

include a special yurt and all its
decoration, a palanquin (arba/carriage ) and
the decoration of the riding animal, as well
as the costumes of the newlyweds. These
artefacts are, on the one hand, one-of-a-
kind works of traditional art and, on the
other hand, part of a single complex.

The author of the study suggests that
the structural unity of wedding rituals,
expressed in cosmology as the original
creation, reflected in the works (Ayyzhy et
al.; Lamazhaa; Naurzbayeva) is reflected
in the artistic design of wedding attributes.
This is indirectly confirmed by the works
in the field of analyzing the costumes of
newlyweds in the peoples of the Turkic-
Mongolian area (Ayyzhy, Khovalyg;
Volodeva et al.).

The research materials were
sources from different periods (pre-
revolutionary and modern), as well as
archival photographs and artefacts from
museum collections (late 19th - early
20th centuries) on wedding attributes
of Kazakhs, Nogais, Kara-Kalpaks and
Uzbeks from the collections of the Russian
Ethnographic Museum (REM), the Peter
the Great Museum of Anthropology and
Ethnography of the Russian Academy of
Sciences (MAE RAS, Kunstkamera) and
museums of Kazakhstan.

Thus, the focus of this article is the
little-studied decoration of wedding
attributes - yurt, palanquin (arba/carriage)

and riding animal of the newlywed. Their

study was based on sources from the pre-
revolutionary and modern periods, as well
as folklore data.

Methods of research

Hypothesis of the study, which consists

in the idea that the wedding decor of
Turkic peoples preserved echoes of the
deification of the Great Mother, worship

of the World Tree (tree of life), astral cult,
fire cult, cosmic union of Heaven and Earth
and other elements of the most ancient
beliefs, which in artistic terms is expressed
in color, ornamentation, etc., and other
elements of the most ancient beliefs. The
article presents an attempt to reconstruct
their meanings and values on the basis

of comparative, semantic and art history
analysis. The comparative approach allowed
to identify the common and specific in
wedding decor; the semantic approach

to establish the meaning of color and
ornamental decoration, and the art history
approach to trace some stylistic features of
the encoded images of wedding attributes.

Discussion

Wedding yurt as a process of creation of the
“New World”: peculiarities of exterior and
interior. According to many researchers
(Fielstrup; Kuftin; Margulan; Argynbaev)
and others, the wedding yurt was used by
many Turkic peoples and was characterized
by a special decoration and was the main
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part of the bride’s dowry. It is clear that the
wealthier the bride’s family, the richer and
more exquisite her dowry.

The Kazakh yurt for newlyweds “otau”
(Argynbaev) - fig.1.1 was set up before the
wedding, accompanying the process with
rites and rituals (gifts for raising the dome
circle “shanyrak koterer”, for covering
with felt “otau zhabar”, for looking “otau
korimdik™, etc.). In Kazakh folklore it is
poetically called “ak otau” (white yurt).
Some information on the decoration of the
wedding yurt is found in the epic Koblandy-
batyr. It was first mentioned by Shahizada
Tokhtabaeva (21), who quotes the following
lines from the epic:

He ordered to build a white yurt for the
young men before dawn,

With the bright glitter of gold coins,

To colour it from within,

To cover it with silver on top.

To some extent, the information from
the epic may seem hyperbolic. However,
the tradition of decorating the wooden
frame of the yurt and interior items with
inlays of silver and gold in steppe culture
can be traced in steppe culture since the
13th century. To confirm this, let us cite
the information of Mashkhur Zhusup
Kopeyuly, who describes the wedding otau
of the daughter of a wealthy man of the
Younger Juz, a bai named Baisakal. In this
yurt, some components of the frame were
richly inlaid with silver: the upper and lower
part of the kerege, uyks, shanyrak and
others (Negimov 2018: 26).

The name of the wedding yurt of the
Nogai people is identical to the Kazakh one
— “otav/otau”. It is an unassembled round
structure, which was used by newlyweds
until they had children (Gadzhieva 1979) -
Fig.1.2. The Kara-Kalpak wedding yurt was
similarly called “otau ui” and “ak ui” (white
yurt) by semi-settled Uzbeks.

The Kyrgyz yurt “yerge” is considered
the main part of a bride’s dowry, which was
distinguished from the surrounding yurts
by its beauty. Folk craitsmen decorated
it with special diligence and love

(Alymbaeva 101). Fedor Fielstrup wrote:
the wedding otau of the Kazakhs and

the Orgo of the Semirechiye Kyrgyz...is
distinguished by its ornamentation inside
and outside, and is covered with a light-
coloured felt as far as possible - it is not
without reason that some nationalities
call it ak-ui, i.e. a white yurt (112). In the
Caspian lomut people, wide cloth ribbons
of white color were sewn on the dome

of the yurt of newlyweds, hence the yurt
was called “ak bavuly ei” (yurt with white
ribbons) (Vasilieva 113). Sometimes the
yurt of the Kipchaks of the Fergana Valley
“ak ui” (white house) was covered with
patches of white cotton cloth instead of
felt. Thus, the presence of white (the whole
through the particular) in the decoration of
a wedding yurt was obligatory. According
to Gleb Bonch-Osmolovsky, “white

kibits of Turkmens and Kirghiz have full
resemblance to the decorated

wedding dwellings of Nogais and
Kara-Nogais” (107).

Fig. 1. 1 - Wedding yurt otau. Kazakh.
(Fielstrup 1926);
2 - Wedding yurt otau. Nodais. 1903. Collection
REM Ne 333 (Durmenova 2008)



The most complete information about
the decoration of the yurt of newlyweds is
preserved in the Nogai people. Researchers
(Kanokova; Kanokova; Kuzeeva,
Zelnitskaya) include 8 types of single and
paired small felt hats sewn on the wedding
nomad tent otau: man’laisha, esik kiyiz,
iyinik, biyala, oyzek basar, etek bav,
tabansha bav (Kuzeeva, Zelnitskaya 198).

Regarding the “man’lashai” (Kanokova
2018 and others), it was repeatedly
noted that its shape is close to the
anthropomorphic figure and correlates
with the image of the guardian of the home
hearth, the goddess of fire “Tamyz” - Iskra
or, according to other sources with the
ancient Turkic ancestor Goddess Umai,
whose symbol was a triangle (Kanokova
134). As represented in fig. 2.3, the
shape of “man’lashai” is indeed similar
to a female figure and, to some extent,
resembles the shape of a sab (a leather
burden for koumiss) associated by Zira
Nauryzbaeva (Nauryzbaeva) with the image
of the Great Mother (fig. 2.4).

adha

Fig. 2. 3 - Elements of «manglashay». Nogais
(Kanokova 2021);
4 - Saba. Capacity for the preparation and storge of
kumis (fond of CSM of RK)

Of particular interest in the wedding
yurt of the Nogai people is such an attribute
as a flag “tunglik”, the size of which was
62 x 97 cm. According to Fatima Kanokova
(135), such a flag was richly covered on
the front side with applications in the
form of horn-shaped curls, spirals, circles,
triangles, cross-shaped and other figures
cut out of cotton fabric of red, blue and
black colors.

The copy of the flag (REM No. 333-44)
shows a cross-shaped figure in the center,
below on the sides of the main figure are
two triangular patterns, and at the bottom
of the piece is a succession of triangles.
One of them is located in the center and
inverted with the base upwards. The static
cross-shaped figure (“Turkic palmetto™)
is interpreted in two senses: a sign of the
supreme deity Tengri (a symbol of stability
and steadiness) or a reflection of the
ancient cult of the “space ram”, and the
triangles are a visual sign of the goddess
Umai (in an earlier version, the bosom of a
woman).

Describing some types of wedding flags,
Fatima Kanokova notes that S-shaped
motif was often used in such products.
According to the researcher, it could be
interpreted as “a symbol of lightning and
water, guardians of moisture, messenger
of rain”, as well as associated with the
symbolism of the snake “patron of the
house, mediator between heaven and
earth” (102-103).

Unfortunately, no information about
the use of wedding flags among Kazakhs
has been preserved. According to one of
the oldest traditions, the migration to the
place of a new seasonal pasture, perceived
as a great holiday, was invariably led by the
recognized beauty of the aul, necessarily
with the banner of the clan in her hands.

According to Fatima Kanokova (237),
each color of the Nogai wedding flag
ornamentation had a symbolic meaning,
and any attribute necessarily contained
the pattern “duva” - an amulet often found
on the flag, felt carpets and clothes. In
turn, the door curtain — “esik kiyiz” was
a rectangular felt cloth richly decorated
with geometric and zoomorphic ornaments
made in the applique technique. On both
sides of the wedding yurt door were hung
“iynik” - ornamented rectangular strips,
next to it were hung “biyala” - decorative
strips, “o’zek basar” and “etek bav”- wide
woven woollen ribbons, one for tying the
felt to the yurt frame in the upper part and
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the other in the lower part. Many of the
above-mentioned decorative elements

are decorated with rhombuses, triangles,
various stripes, S-shaped figures, i.e.

the oldest iconic symbols of the universe
in Eurasian art. According to Anna
Dyurmenova, such magical signs were not
only to protect the newlyweds from evil,
“but could also be used for imitation magic:
the sacred union of heaven and earth is
embodied in the union of a woman and a
man on earth” (34), the scientist writes.

In Kazakhs, the first wedding day is
called otau zhabar - the day of “covering
the nomad tent” as opposed to the “big
feast” (ulken toi). For covering the nomad
tent women receive gifts (Grodekov 67).
Boris Kuftin (Kuitin 1926) correlates the
etymology of “otau” with “from” - fire,
which is quite in line with the traditional
ideas of Turkic peoples about its sacredness
(auliye), raised to the cult of the First
Mother (Ot-Ana). Rustem Dosmurzinov
writes: fire (“from”) is not only a mediator,
but also an embodiment of the patron
spirit...in wedding rituals fire as an
embodiment of the master spirit and the
spirit of ancestors ‘sanctioned’ the bride’s
entry into a new home and the formation of
anew family (172).

One of the very few visual evidence
of the Kazakh otau is a photo by F.E.
Fielstrup (IEA RAS No. 2535) from the
early twentieth century. The photo shows
ayurt in light-colored felt, decorated
with wide ribbons with applications in
the form of a tree-like pattern in a wide
band divided structurally into two levels.

A fragment of this decoration is shown

in fig. 3.5, where the ornament is built
according to the traditional scheme:
equality of positive-negative. The tundik
(covering of the shanyrak) shows a similar
ornament to the band ornament - a tree-
like element enclosed in a triangular shape.
According to the established tradition,

the ornamentation of the band of the otau
exterior can be interpreted as a reflection of
representations of the World Tree (Kazakh

baiterek). However, Elena Tsareva,
studying the iconography of felt curtains of
Karachais and Balkars “dzhyigych kiyiz”

in comparison with petroglyphs of the
Chalcolithic period, develops the idea of
“syncretisation of the motif of birth mothers
with the subjects of the World Tree and
goddesses of all animals and plants” (30)
in Eurasian art. This idea finds confirmation
in the design of the Kazakh otau

(figs. 3.5; 3.9).

The figuration in Kazakh culture of the
visual image of the Great Mother (the
pattern “Uly Ana” fig. 3.10) is confirmed
by the research of Alibek Kazhigali uly
(Kazhigali uly), and the combination
of positive-negative of the ornamental
ribbon motif can be interpreted as a ritual
connection of two beginnings: male and
female (steppe yin-yang) by the example
of the iconography of the felt sirmak of the
wedding ceremonial gift.

The described decoration of the wedding
yurt led to the spread of the Kazakh
expression “oyuly ak otau” (“ornamented
white yurt”). Interesting information
about the decoration of otau is found in
folk folklore. Eraly Ospanuly (Ospanuly
2021) quotes the lines of akyn Makhambet
(19 century) “about the high yense of the
white yurt” and notes the existence of such
decorative elements of the yurt as “yense”
and “kusmuryn” among Kazakhs.

Yense is a U-shaped woven item that
was hung in front of the entrance to the
yurt. The sample of the twentieth century
presented by Eraly Ospanuly (Ospanuly
2021) shows that it is made in two
techniques: pile - the main horizontal slat
and two strips on the sides, made in the
technique of wool less carpet weaving. The
lower edge of the strips is decorated with a
number of tassels made of woolen threads
(fringe). The ornamental decoration of
the horizontal slat is geometric curls in
the form of a zigzag. On the side strips,
alternating diamond pattern. The color
of the product is saturated, harmoniously
combining red, white, dark burgundy,



yellow, green and brown colors. Their
combination from the point of view of color
symbolism can be interpreted as a wish for
long life, youth and endless blessings from
heaven.

tMuﬂ%
Rty

Fig. 3. 5 - Decorative elements of the Kazakh
wedding yurt on a photo by Fedor Fielstrup
(Kazakhs. Peoples and Cultures 2021);

6 - Fragment of the decoration of the curtain Jiygich
kiyiz. Balkars. Beginning of the XX century. REM
No. 6086-7 (Tsareva 2013);

7 - Drawings of petroglyphs with images of women
in labor and mother-producers on monuments of the
Eurasia Age of Eneolithic by Novgorodova (Tsareva
2013);

8 - Drawings of the motif “Adam Surat” on felt
shelves of the Karachayeys and Balkars by Eugenia
Studenetskaya (Tsareva 2013);

9 - Decorative element of the Kazakh wedding yurt
by Boris Kuftin (Kuftin 1926);

10 - Pattern “Uly Ana” (Kazhgali uly 2003).

Another element of the otau exterior
is a curtain called “kusmuryn” (“bird’s
beak™), which was hung over the entrance
door of the yurt. It should be reminded
that Kazakhs have a maiden ring with the
same name. The curtain itself is not wide
strips (embroidered or woven), joined in a
triangular shape, decorated at the ends with
fringe or tassels. They were usually placed
on either side of the door. The very shape
of the product and, of course, the name
goes back to orthomorphic images, which,
according to Tatyana Bernshtam, in folk
culture refer to “means of magical influence
of a productive or protective nature” (22).

The Kazakh yurt, as well as the Nogai
yurt had a felt door curtain “kelinshek esik
kiyiz” (“felt door of a young woman”),
decorated with horn-shaped patterns. A
sample of felt door curtain of a Kazakh yurt
can be seen on the photo of ethnographer
Boris Kuftin (Kuitin 1926). It is designed
in the form of two large rhombuses with
cross-shaped figures inscribed in them.
The entire compositional space of the door
curtain is completely filled with a pattern
without voids. This formal technique,
most likely, as well as in the iconography
of suzani, is connected with the ideas
about the relentless creative power of the
Supreme Forces.

There is an interesting detail of the
exterior of the otau of Semirichiye Kazakhs
on the photo (Fig. 4.11) presented by
Vasiliy Shupeikin (3), where, besides the
border on the edge of the dome covering in
the form of tree-like patterns, there are two
wide monochrome woven strips with fringed
tassels (shashak). On the upper band,
textile rectangular inserts are attached at
regular intervals. On the side visible to the
viewer the pattern of the inserts is different
(not repeated). The Kazakh yurt presented
at the World Industrial Exhibition in Paris
(1867) has a similar design.

The process of preparing the contents
of the wedding yurt by the girl and her
assistants began long before the ceremony
itself, which was a kind of presentation of
her skills to the future husband’s family and
numerous relatives. According to Karim
Shaniyazov the interior of the wedding
yurt of the Kipchaks of the Fergana Valley
included: ornamented articles of woolen
or cotton fabrics, specially woven tutum
carpets, the edge of which was richly
decorated with fringe. Their coloring was
predominantly dark red or burgundy. This
color scheme predetermined the name of
the process of decorating a new yurt, called
“uini kizil kilish” (225), which means
“to make the yurt beautiful”. Perceived
as sacred, the red color in wedding
paraphernalia speaks for itself. It is a
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symbol of fire, life-giving ray of the sun,
prosperity, life, strength, etc.

The color scheme under consideration
is dominant in Kazakh lint-free carpets
“Arabs kilem”, which according to
experts (Tsareva; Bazhenova, etc.) almost
completely convey the iconography of
wedding carpets of the Arabs of Central
Asia “jihezi”. Such a carpet was an
invariable attribute of the bride’s dowry
and “was considered an amulet, a talisman
ensuring family happiness and well-being”
(Tsareva 284). In the Kazakh variant of
“Arabi kilem” two motifs are leading:
alabas (variegated top) and ormekshi
(spider), the latter pattern most likely
correlates with the image of the Great
Mother Spider, once widely used in
Eurasia. According to Natalia Bazhenova
(Bazhenova) the ornament “alabas” is
a vertical rod, the base and top of which
are decorated in the form of multilayered
multicolored stepped triangular figures.
This motif is associated with images of the
world mountain or the world tree.

Carpets with world tree or stem motifs
are often found among Kazakhs and
symbolize the formation of a new family
and the beginning of a new stage of life.
According to specialists ([ Kazakh carpets...
2012: 353), the semantic meaning of such
patterns is interpreted as a wish for future
increase of offspring. Researchers write:
“young families were given such carpets
with the wishes “Orkenin ossin!”, which
means “May there be many children and
wealth!™ (Kazakh carpets... 353). The
presence of fringe in carpets or other
wedding paraphernalia in traditional culture
was perceived as a wish for abundance and
prosperity. It was customary for Bashkirs
to decorate even cattle (part of the bride’s
dowry) with fringe. The most interesting
attribute of the wedding yurt of the Kungrat
Uzbeks is the decoration of the atma,
which is a garland of multicolored woolen
tassels sewn on many red homespun
ribbons diverging from one center - a
felt (tunkarma) hanging from the rim of

the yurt, cut in the form of a circle and
ornamented with white and red cloth
appliqué (Karmysheva 267). 4.12. The
scholar interprets the symbolism of the
jewellery as protection from the evil eye.

One of the most sacralised attributes
was the wedding curtain: Kazakh -
shymyldyk, Nogai — shymyldryk’y, Uzbek -
gushanga (or chimildik), Kyrgyz - koshogo,
and others. Gleb Bonch-Osmolovsky
interprets the functional load of this
attribute of the wedding ceremony (110)
as a “temporary shelter for newlyweds”,
the role of which began to increase with
the gradual disappearance of the wedding
dwelling itself. That is, the disappearance
of the wedding dwelling as a vestige of
maternal and ancestral orders led to an
increase in the role of the curtain and, of
course, there was a transfer of functions.
Unfortunately, very little information
about the Kazakh shymyldyk has also been
preserved, and Kazakh museum artefacts
belong to the time when their traditional
iconography was practically lost.

Only a few precedents can be presented:
one photo by Sergei Dudin “Scene of a
Wedding Rite” (MAE No. 1199-81), which
shows a wedding curtain of Kazakhs of
the Semey region made of a solid-colored
fabric with two strips of fringe sewn on the
upper edge (the latter is most likely factory-
made). An interesting lithograph by Vasiliy
Timm (fig. 4. 13) was published in the
Russian Art Leaflet No. 34 of 1852.

[t shows a Kazakh curtain - a
shymyldyk, a bride in an outfit and a
saukele, and a young man (apparently
the groom). It is impossible to determine
the color of the ornamentation from the
almost black-and-white drawing, but the
general iconography of the piece is easy to
read. The curtain is a rather voluminous
screen made of light-colored fabric with an
upper bar in the form of a wide strip (irieze)
of twelve squares with tree-like patterns
visible to the viewer, alternating light and
dark colors.

The frieze is framed by alternating



Fig. 4. 11 - Women of the Medeu Pirmanova clan
(Shchupeikin 2009);
12 - Decoration of the Uzbeks-kungrats wedding
yurt — atma (Karmysheva 1998);
13 - Lithograph by Vasiliy Timm (Kazakhs. History
and Culture 2018)

light and dark ornamented triangles
(sewn upwards). In the central field of the
shymyldyk on two sides of the entrance
there are horizontally arranged four
rhombuses and two vertical stripes, in
turn, the entrance behind the curtain
is also framed by an ornamented band.
Unfortunately, due to the specific features
of the lithograph, it is difficult to judge
exactly how the decoration of the curtain
is executed. Most likely, the decoration is
made using patchwork or embroidery.

There are much more descriptions of
wedding curtains of the Nogai, Uzbek
and other Turkic peoples preserved in the
collections of different museums. Thus,
the Nogai curtain was made of red cotton
cloth. A distinctive feature of these curtains
was applique in the form of rhombuses
and triangles. A copy of one Nogai curtain
from the REM funds (No. 333-34) is
made of red fabric, where the upper plank
consists of two horizontal strips of square
flaps of approximately the same shape, and
the central space is made of five vertical
strips combining rhombuses, squares
and triangles. These strips are made in
patchwork technique, combining a variety
of colors: green, blue, white, etc.

On this and other typical Nogai
curtains (Fig. 5.14), elements of
patchwork technique, namely, a strip of

three rhombuses sewn with ends to each
other and tassels on the edges, attract
attention. The details of decorative belts
of biyala (ill. 5.15) are similarly arranged
among the Nogai people. The meaning
and significance of the given, most likely
correlates with the understanding of
the rhombus as the female beginning (a
universal symbol of fertility and fertility),
and its repeated variation in the wedding
attributes once again emphasizes the
predominant role of the image of the Great
Mother Goddess.

Uzbek wedding curtains (REM No.

Fig. 5. 14 - Fragment of the wedding curtain of
shymyldyk. Nogaiyans (The Foundation of the
Grigorii Prozritelev and Gregory Prave Stavrapol
Museum-Reserve);

15 - Biala Decorations. REM Foundation (Kuzeyeva,
Zelnitskaya 2020)

9373-124) were made entirely in patchwork
technique, making a bright composition of
large and small geometric shapes: squares,
triangles and rhombuses. The use of flaps
(Turkic kurak) in wedding paraphernalia
can be explained by the traditional Kazakh
concept “zheti zhut”, which means “seven
troubles”. In the folk understanding these
are: an unclaimed word; a depopulated
land; a lake without birds; a people without
a leader; a brave husband deprived of his
homeland; an old man deprived of his peers
and unstitched quilts.

According to Elmira Gdil, it is the
“unclaimed” flap (“unstitched” into the
system of the universe) that is perceived
as the destruction of ties - kinship, social,
natural. In turn, a sewn kurak is a model
and guarantor of the integrity of the
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world (84), i.e. the kurak in the wedding
curtain can be understood as a process of
modelling a new world (a new family) from
a variety of patchworks (two families, two
clans).

In general, for the bearers of traditional
culture, ‘the erection of a new yurt was
perceived as a symbolic construction of the
microcosm, the creation of a new world
for a young family (Azhigali, Naumova
530), which was echoed by the decor of the
exterior and interior of the wedding yurt.

The way to the groom’s yurt: decoration
of the ritual carriage and riding animal.
The most ancient attribute of a Turkic
wedding is an arba with a felt. Often it was
a dome-shaped structure mounted on a
cart. In Nogai people it is called “kuyme”.
Nikolai Kharuzin (Kharuzin 2006) gives
information of G. Ananyev about such
peculiar arbas with tent - the ritual
carriage of the bride (Nikolai Kharuzin’s
expression). They were made “not of
burlap or felt, but of planks; the arba tent is
attached to the arb from behind and in front
with planks painted in different variegated
colors. Behind the arba there is a small
square hole in the front with a double-leaf
door” (Kharuzin 49). Information about
kuima is found in Kazakh epics. In the
poem Kyz Zhibek there are lines telling that
the heroine left on a “kok kuima” - a blue
arba/yurt.

The blue yurt of the ancient Turks is
mentioned by Lev Gumilev, who cites a
poem by the Chinese poet Bo Ju-yi (eight
century) describing its merits. Here are a
few lines:

The prince has covered his palaces with
carvings,

That they are in front of the blue yurt!

[ will not give the yurt

to noble princely families for their
palaces (73).

The scholar believes that the poet calls
the yurt “blue”, emphasizing the color that
symbolized the Turks (Gumilev 176). But,
“kok” in Turkic color symbolism denotes
quite a wide range: blue, blue, green, white,

blue and gray (this phenomenon is called
“Turkic colorblindness” in science). Also,
this lexeme can be used as an intensifying
degree, emphasizing the significance

of something. Perhaps, the name of the
wedding harness “kok kuyme” is not

only an “intensifying degree” denoting

its ritualized character, but also the color
itsell - blue, blue. We find explanations
about the color of the carriage in Alkei
Margulan, who cites the information of the
Arab traveler Ibn Batutta that the women
of Desht-Kipchak ride in an arba with a
canopy “made of gilded silver” or “painted
wood”, and the horses carrying her arba
are decorated with “silk gilded covers”.
Moreover, “the whole of it (the arb) was
covered with good blue cloth; the windows
and doors were open” (Margulan 13).

A relic of the ritual understanding
of blue in wedding ceremonies can be
considered a wedding dress of Kara-kalpak
women “kok koylek” (blue dress), and the
coloritself is popularly called “boz” (gray).
Here an interesting detail emerges, once
again demonstrating the peculiarity of
color perception in Turkic culture, perfectly
demonstrated by Almira Naurzbayeva on
the example of comparing Kazakh and
Kyrgyz yurts (“boz ui” - gray yurt). The
author notes that this “factor in naming
the yurt is associated with the peculiarities
of the natural picture of Kyrgyz residence,
with the predominance of mountainous and
foothill landscape, with a rich color palette,
the dynamics of which is variable during the
day and season” (73).

The Karakalpak people also used
“bogenek arba” wagons in wedding
ceremonies, and the term “ak bogenek”
(white arba) appears in the epic “Alpamys”
(Karakalpak version). According to
scholars, it was “arranged from the usual
one by building a small canopy on it,
closed with a curtain” and perhaps the
very fact of its presence “reflects the relics
of matrilocal marriage, when women and
girls accepted men in their dwellings”
(Zhdanko, Kamalov 1980: 29). In another



study, Tatyana Zhdanko writes: a newlywed
Karakalpak woman always made her ritual
wedding journey to her husband’s aul to
her husband’s village on an arb, as opposed
to Kazakhs and Turkmens, who specially
decorated a camel for this purpose (549).

Referring to the field materials of
Anna Morozova, the authors (Zhdanko,
Kamalov 29) suggest that the Karakalpak
wedding carriage - arba could represent
a kind of house - a canopy ui, installed
on the platform of three interconnected
carriages. Such houses were used during
folk festivities by a group of mourners and
musicians.

In this context, materials on Turkmen
wedding paraphernalia are of considerable
interest. The caravan of the bride “Gelin
Aladzhi” usually consisted of 11-12 camels;
one of the camels was used to carry the
bride to the groom’s house in a palanquin
“gedjebe” (or kedjebe). According to Ata
Dzhikiev, the gedjebe imitated the Salyr
dwelling and resembled a yurt. The lower
part of the palanquin consisted of felt
(yurek) and the upper part of woven comb.
The outside of the “gedjebe” was covered
with white cloth, on which pieces of cloth
of different colors were sewn. A bundle of
fringe “purchukly khupba” was attached to
the top of the palanquin (156).

The decor of the palanquin corresponded
to the solemnity of the moment: bright and
colorful, and its main function was magical
protection of the newlywed from harmful
forces. The permanent exposition of the
REM on Central Asia and Kazakhstan
presents one of the variants of the white
gedjebe, where elements of patchwork
technique are present in the decoration.
On the dome of gedjebe is placed a cross-
shaped composition of patchwork, which
can be considered in two contexts: a
symbolic picture of the world (horizontal
projection - the four sides of the world) and
a symbol of the heavenly dome, protection
and patronage. A number of diamond-
shaped patterns (female signs) are
organized along the circle of the palanquin

dome.

Let us turn to the decor of the bride’s
riding animal. Kazakh samples are depicted
in the drawings of Aleksandr Dokuchaev
(“Bride’s send-off and Kazakh aul”), in
the photo of Konstantin de Lazari (“Arrival
of the bride to the groom’s house™) and
other visual materials. One of the original
samples of traditional Kazakh art is a
bride’s horse blanket (MAE RAS Ne
439-12), which is richly decorated with
applications and embroidery on a red
background. The embroidery decoration
includes a rare type of solar sign (the sun)
with inscribed inside motifs of volute (horn-
shaped curl), pinnately dissected foliage
and tulip motifs. Solar signs, celestial
luminaries and, in general, the celestial
sphere in the folk understanding had great
power, which was expressed in asking for
their blessing for a young family: “ayyn
tusyn - onynan, zhuldyzyn tusyn - sonynan
- let the moon enter blessedly on the right,
let the stars bless on the leit”

(Nurlanova 218).

Results

The study showed that the Turkic wedding
yurt, despite the different ethnic variants
had a number of common features. It is
obligatory covering with white - a symbol
of purity, purity and holiness. In this case,
white color marks the sacral space-territory
(a kind of shrine), and decorative elements
of the wedding yurt can be considered as
signs of distinction and boundary markers,
magical prohibition, protection from
penetration.

The exterior of the yurt was
supplemented by various sign elements:
flag (Nogai); door curtain (Kazakhs, Nogai,
etc.); details above the entrance to the yurt:
“manglashay” (Nogai), ense (Kazakhs),
etc.; curtains hung around the door
“kusmuryn” (Kazakhs), biyala, iyinik, etc.
(Nogai); wide curtains hung around the
door “kusmuryn” (Kazakhs), biyala, iyinik,
etc.). (Nogai); wide woven strips framing
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the yurt (Kazakhs, Nogai, etc.).

These elements of wedding yurt exterior
decoration in most cases demonstrate
the female hypostasis, i.e. there is a
pronounced focus on the presentation of
tree-like patterns in these products - the
image of the Great Mother, preserved
among the Turks in various variations:
Ot-Ana, Tamyz and the goddess Umai.
The multiple strengthening of this image
is most likely connected with even more
ancient representations of the dwelling as
a female womb, in this case contributing
to the “birth” of a new family. Thus, the
decoration of the exterior of the wedding
yurt with the predominance of “female
motifs” confirms Ivan Lepekhin’s (151)
conclusions about it as a place of “axillary
visitation” and Gleb Bonch-Osmolovsky’s
judgment (109) as an archaic “symbol of
the forms of marriage regulations”, i.e.
an echo of the ideas about the vestiges of
maternal and ancestral orders.

The exterior of the wedding yurt is
echoed by its interior. The whole creative
potential of the bride herself, her mother,
grandmother, sisters and iriends was
directed to the process of “making the yurt
beautiful”, expressed in a bright symbiosis
of life-affirming red and various benevolent
patterns. In this case, the interior of the
yurt can be considered as a set of signs and
symbols of protection, amulets and all kinds
of good wishes, projecting harmonious and
happy coexistence of its future inhabitants.
The decoration of the palanquin and riding
animal, the purpose of which was the safe
“delivery” of the newlywed to the place of
her new residence, are presented first of all
as signs of protection and protection.

Main points

The article describes the decor of wedding
paraphernalia of Turkic peoples, which
the author tends to consider as “signs of
newlyweds”. In the process of research it
was found out that many components of

the decoration of wedding paraphernalia
have ancient roots and go back to pre-
[slamic beliefs. The image of the Great
Foremother is especially pronounced,
which is expressed in the ornamentation,
predominant color and other elements of
decoration, reflecting the ideas of fertility
and abundance. The cosmogonic symbols
(solar signs and celestial luminaries) are
of no small importance in the decoration of
wedding attributes, which emphasizes the
understanding of the wedding in general
as a cosmogonic act, i.e. the wedding is a
reactualization of the act of creation of the
world.

Conclusion

To summarize, let us cite the words of
Elmira Giil: “in any traditional society,
adherence to certain ceremonies serves as
a kind of guarantor of stability, prosperity
and “correct” course of life” (28). This
statement has a direct relation to the
decoration of wedding attributes, which
according to popular beliefs depended

not only on the successful conduct of the
ceremony, but also on the further happy life
of the newlyweds. Therefore, the wedding
decor invested not only the maximum of
labor effort and skill, folk understanding of
beauty and harmony, but also coded sacred
meaning.

In general, the wedding decor of Turkic
peoples has preserved echoes of the
deification of the Great Mother, worship
of the World Tree (tree of life), astral cult,
fire cult, cosmic union of Heaven and
Earth and other elements of the most
ancient beliefs, which occupy a special
place in the well-coordinated mechanism
of colorful and original ceremonial action.
We are inclined to consider the “signs of
the newlyweds”, which in the past and,
in some cases, now are peculiar markers,
demonstrating the status and special state
of the initiated marriage, which is nothing
but a cosmogonic act.
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Abaii arbinnarbl Kazak Yarreik [lenarorukasbik YHUBepeuTeTI
(Anmatol, Kazakcran)

XAC XXYBAWUNAPLODbIH BENTINIEPI»: TYPKI XAJIbIKTAPbIHbIH, YAJIEHY TOMbI
ATPUBYTTAPDbIHbIH BESEHAIPINTY EPEKLIENIKTEPI

Anpatna. Typki XanblKTapbIHbIH, YANEHY CanTaHATbIHbIH, aTpUMBOYTTapbiHA KMi3 Yi4, KyiMe HeMece

MiHiC >XaHyapbl, COHAAN-aK, ac >KybannapablH KMiMi xaTafbl. FblnbiMu 3epTTeynepae ymneHy

KMiMiHiH 6e3eHaipinyiHe XeTKinikTi KeHin 6eniHreH. Ananaa, kanfaH atpubyTTap TUICTi LeHrenae
KapacTbIpblblIM, XXETKIMiKTI Ha3ap ayaapblaMaraH. bi3 Aactypni MageHMeTTeri yineHy atpubyTTapbiHbIH,
KepKeM-3CTeTUKanbIK, 6enrineHyi apHanbl MakcaTneH xacanbin, 6enrini 6ip aknapatTbl XeTKi3in, xac
ybarnnapabiH, MapTebeciH 6eiHenereHiHe ceHiMAimis.

OcbIfaH 6anaHbICTbl, 6y MakanaHbliH, MaKCaTbl — TYPKi XanblKTapblHbIH, YMAEHY CanTaHaTbl
aTpubyTTapbIHbIH, MafblHANapbl MEH MAHAEPIH 3epTTeyY, 0NlApAbl «XKAC XXybarnapablH, BU3yanapl
«benrinepi» peTiHae Kapactbipy. YineHy atpubyTTapblHbiH TaHOANbIK TaBUFATbI TYCTiH CUMBOJIMKACHI,
KYPbINbIMAbIK, €peKLUENiKTePi )XaHe Ot-6pHEK TyPFbiCbiHAH 3epTTeneai. 3epTTey Matepuanaapbl peTiHae
SpTYpP/i Ke3eHAepaeri Aepekkesaep (peBonoLUMsFa AeNiHri XaHe Kasipri 3amMmaHfbl), coHaan-ak, XIX
FacCblpAbIH, COHbl — XX FacbipablH, 6aCbIHA XXaTaTblH MypafFaTTblK GOTOCYpeTTEP MEH MYy3€el KOpaapblHAAFbI
apTedakTinep nanganaHbligbl.

3epTTey aaicTepi peTiHAe CanbiCTbipMasbl TaNAay, CEMaHTUKANMbIK XXaHEe eHepTaHy Tanaaybl
KONMAaHbINaabl. Makana aBToOpbIHbIH, NiKipiHLLIE, aTaNFaH aAiCTepAiH, cnHTe3i 6bonawakTa 6acka oactypni
OyMbiMaapabIH, 6e3eHaipinyiHaeri XKofanfaH MaFblHaNapAbl TaN4ay MEH PeKOHCTPYKLUMAayFa KeMeKTecyi
MYMKIiH. 3epTTey TYpKi M3 eHUEeTIHAEri Xannbl iprefi Heris6eH cMnaTTanaTbiH XXaHE STHUKANbIK,
HyCKanapaa epekLleNneHeTiH Fanam Typasbl apXanKanblK CEHiIMAEP MeH TYCiHIKTepAiH KabaTTapblH
KOpCEeTETiH YINeHyY TOMbl aTpUOYTTapbiHbIH, 6€3eHAipinyiHiH Kenbip epekluenikTepiH aHbIKTayFa
MYMKIHAIK 6epai.

Makana KasakctaH Pecnybnukach! fbiibiM xaHe ofapbl 6ifiM MUHUCTPAITiHIH, Fol1bIM KOMUTETIHIH,
AP23488164 «Ka3akCcTaHHbIH A3CTYpAi XoHe 3aMaHayM eHepi KepHeKi 3epTTeynepaiH Ha3apbiHaa:
MKoHorpadms, CEMMOTMKA XXaHEe AMCKYPC» XK0obacChl asgCbiHAA AalblHAANFAH.

Tyiiin ce30ep: xac xybannapabliH, 6enrinepi, MoH-MarbiHa, 6e3eHAipy, YIMIeHy ToWbl aTpubyTTaphbl, OK-
©pHeK, TYPKi M3 eHMeETi.

Aaiiekce3 ywin: LLlarirososa, XXaHepke. «XKac >ybarnapabiH, 6enrinepi»: Typki XanblKTapblHbIH, YAEHY
TOVibl aTpMBYTTapbIHbIH, 6e3eHaipiny epekweniktepi». Central Asian Journal of Art Studies, 1.9, N24, 2024,
16-33 6.,D0I: 10.47940/cajas.v9i4.922

ABmop KomHa3baHblH COHFbI HYCKACbIH 0KbIN, MAKy10a0bl }aHe Mydoenep Kaluibl/blfbl OK eKeHOieiH
monimoelioi
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Kazaxckuit HalHOHAJBHbBII MearorHieckuii yHuBepeHTeT iMeHn Abast
(Anmarbl, Kazaxcran)

«3HAKW HOBOBPAYHbIX»: 0OCOBEHHOCTU LEKOPA CBALEEHOW ATPUBYTUKU Y
TIOPKCKUX HAPOJOOB

AHHoTaums. K komnnekcy cBagebHow aTpnbyTuKM TIOPKCKMX HAPOA0B OTHOCATCS: OPTa, MOBO3KA MU
€3[10BO€ XXMBOTHOE, a TaK)Xe KOCTIOM HOBOBpauHbIx. [lekopy cBafebHOro KocTioMa B HayKe yaeneHo
[locTaToyHOe BHUMaHMe. OfHaKo, OCTanbHble aTpUBYThl HE MOAYYMUIN LOMKHOIO OCMbICIIEHUS U
OCBELLEHUS. Mbl yBepeHbI B TOM, YTO XYL0XECTBEHHO-3CTETUYECKAS MAaPKUPOBKA CBaAebHOM aTpnbyTmkm
B TPAAMLMOHHOM Ky/bType 6€3 COMHEHWS NMPOM3BOAMAACH C 0CODBIM YMbICIIOM M HECNA ONpeaeneHHY
MHPOPMaLLMIO, penpe3eHTUPYs CTaTyC HOBOOPAYHbIX.

OTclofa, Lienbio HaCTosLLEN CTaTbu SBASETCS UCCef0BaHME CMbIC/IOB U 3HAaYEHWUI AeKopa
CBafebHOM aTpMBYTUKM Y THOPKCKMX HAPOA0B, KOTOPbIM pacCMaTpMBAETCS B Ka4eCTBe BM3YaslbHbIX
«3HaKOB HOBOOpPAYHbIX». 3HAKOBas NpMpoaa CBafebHbIX aTpUbYTOB MCCAeayeTCs C TOUKU 3peHUS
LIBETOCMMBO/IMKM, KOHCTPYKTUBHbIX OCOBEHHOCTEN M OPHAMEHTUKU. MaTepuanamm ans UccnefoBaHus
MOCY>KUAN UCTOYHMKM Pa3HbIX NEPUOAOB (BOPEBOMIOLMOHHBIA U COBPEMEHHDIN), @ TaKXKe apXMBHbIe
dotorpacdun 1 aptedakTbl U3 My3eiHbIx Konnekuuii (koHua XIX - Hayana XX BB.).

OCHOBHbIMKU METOAAMM UCCIIEA0BAHMUS CNTYXKAT CPAaBHUTENIbHO-COMOCTABUTENbHbIM, CEMAaHTUYECKUIA
M MCKYCCTBOBEAYECKMI aHanu3. Ha B3rnag aBTopa CTaTbM, CMHTE3 0603HAa4YEeHHbIX MOAXOA0B B byayliem
MOXeT CrocobCTBOBATb aHaNM3Y U PEKOHCTPYKLMM YTPAYEHHBIX CMbIC/IOB LEKOPA APYTMUX TPAAULMOHHbBIX
ns3nenun. MlccnepoBaHme NO3BOAMIIO BbISCHUTb HEKOTOPble 0COBEHHOCTU feKopa CBafebHOM aTpubyTmKy,
OTPaXXatoLLLEN MNaCTbl apXauyHbIX BEPOBAHMI U NpencTaBneHnin o BceneHHOM B THOPKCKOM KynbType,
XapakTepusyemon obuiei pyHLaMeHTaNbHOM OCHOBOM M Pa3nMYatoLLYOCS B STHUYECKMX BapUaHTax.

CraTbs MOAroToB/MEHa B paMKax npoekta KomuTteta Haykn MUHMUCTEPCTBA HAaYKM M BbICLLIErO
obpasoBaHua Pecnybnumku Kasaxcran AP23488164 «TpagMuUMOHHOE M COBPEMEHHOE MCKYCCTBO
KasaxcraHa B GpoKyce BU3yanbHbIX MCCAEA0BaHWUI: MKOHOrPadus, CEMUOTUKA U GUCKYPC.

Kntoyessie cnoea: 3Hakv HOBOOPAUHbIX, CMbIC/, 3HA4YEHWeE, AeKOP, CBafebHas aTpubyTHKa, OpHAMEHT,
TIOPKCKas Ky/bTypa.

Ana yumuposarus: LLlairo3osa, XXaHepke. «3HaKn HOBOOPAYHbIX»: 0COOEHHOCTM AeKopa cBafebHoM
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CKAHIMHABCKUE
CHO)KETbI B BAJIETHOM
TEATPE POCCUU

XX-XXI BB.

(XOPEOT' PAOUYECKUE
BEPCUU U CUEHUYECKUE
WHTEPIMPETALUN)

Tarbsina [lopTHOBa

Poccuiickuit rocynapersentbiil yausepentet um. A.H. Kocbiruna (Poccusi, Mocksa)

AHHoTaumsa. CraTbsd NOCBALLEHA OTPAXKEHUIO CKAHAMHABCKOW KynbTypbl B 6aneTHOM uckycctse Poccum
XX-XXI| BB. M X UHTEPNPETALMM B CLLEHUYECKMX NOCTAHOBKAX, MOCKO/bKY CKaHAMHABCKAA KyAbTypa

no cel AeHb OCTAeTCS AaNeKo He CAaMOM M3yYeHHOW TeppuTopueN. Llenb AaHHOW CTaTbU COCTOMUT B
NpoBeLEeHNU UCCNEeN0BaHUS 0COBEHHOCTEN MCMONb30BAHUS CHOXKETOB CKAaHAMHABCKOIO KYNbTYPHOrO
MMpa B oTeyecTBEHHOM HaneTHoM Teatpe XX-XXI| BB. pa3HbiMKU Xopeorpadamu B pasinyHble BpEMEHHbIE
nepuoabl pa3BuTus pycckoro 6aneta. Memodsl. Ha ocHoBe MaTepuanos TeaTpasbHbIX My3€eeB 1
61bMoTek, a TaK e Buaeo3anunceli 6aneTos nNpu U3y4eHny BONPOCOB 3aPOXKAEHNS U PA3BUTUSA
CLLEHMYECKUX MHTepnpeTaLmii xopeorpadyeckmx Npon3BeaeHNi Ha CKaHAMHABCKYIO TeMy, aHanu3a
OTAENbHbIX BaNeTHbIX BEPCUIA, UCMONb30BaH KyNbTYPHO-UCTOPUYECKMA MeToA,. [1ns paccMoTpeHus
cnocoboB npeobpa3oBaHUs NUTEPATYPHbIX MCTOYHUKOB B HaneTHOM xopeorpaduu 3a4encTBoBaH
CTPYKTYPHO - QYHKLMOHANbHbIMA MeToA. C LeNiblo BbISIBNEHUS CHOXKETHOM Xopeorpaduyeckon apaMatyprum
NPUMEHEH METOJ, UCKYCCTBOBEAYECKOro onucaHus. ConoctaBneHne paboT pasHbix Xxopeorpados
OCYLL,EeCTB/S/10Ch METOLOM CPAaBHUTENBHOIO aHanu3a. Pesyssmamel ucciedosaHus. PaccMoTpeHbl
HECKOJ/IbKO 0TeYEeCTBEHHbIX 6aneTHbIX MOCTAaHOBOK C MO3WLMM CUHTE3A CYLLECTBYHOLMX TPAAULMIA
xopeorpad1yeckoro UCKyccTBa M aBTOPCKOrO B3rs4a NMOCTAHOBLLMKOB Ha U3/10KEHWE CKAaHAMHABCKOro
ctoxKeTa. BbisiBneHbl aBTOPCKME 0COBEHHOCTM CLEHMYECKMX MHTEpNpeTaunii. lNpocnexeHa 3BonoLms
pa3BUTUS CKAaHOMHABCKOM TeMbI OT CriekTakaen Havyana XX B. 4O COBPEMEHHbIX NOCTAHOBOK HaLIero
BpeMeHu. [poBeaeHHbIN aHanM3 HGaneTHbIX CNeKTakaen OTpaXKaeT Kak CNOXMBLUMECS TPaaULLUMM
xopeorpaduyeckow KynbTypbl, Tak 1 aBTOPCKMM B3rNS4 MOCTAHOBLLMKOB Ha MHTEPMNpETaLLMIO
CKAHAMHABCKOTO ctoxkeTa. baneTbl XXI| B. paclumpstoT AMana3oH NPpUMEHSEMbIX MPUEMOB U UHCTPYMEHTOB,
KOTOpble 60sbLie HanpaB/ieHbl HA BHELIHee AM3aiHepcKoe opopMIeHUe CnekTakas, a caMo
MCMosib30BaHWe CKaHAMHABCKOrO MOTKBA NMOABEPraeTCs 3HAYUTENbHOM TpaHChopMaL UK.



Kntoyesbie cnoea: 6aneT, CKaHAMHABCKME MOTUBBI, CTIEKTAK/IW, UHTEPMPETALIMM, XOpeorpadus,

AnpepceH, lpur.

Ana yumuposanus: NMopTHoBa TaTbsiHa. «CKaHAMHABCKME CHOXETbI B 6aneTHoM Teatpe Poccum XX-XXI
BB. (xopeorpaduyeckune BepCcuU U CLEeHnYeckne uHTepnpetaummn)». Central Asian Journal of Art Studies,
T.9,N24, 2024, c. 34-50, DOI: 10.47940/cajas.v9i4.952
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KOHGIUKMa UHMepecos.

BeepeHue

Ha py6exe XX-XXI BB. H6aser Kak
OJIHO U3 MPOSIBJACHUH TPAJIUIIIOHHON
OTeYeCTBEHHOH KyJIbTYPbl CTaJl aKTUBHO
BO3BPAlLlATHCS B }KU3Hb POCCHSIH,

BCSIKMH pa3 HaMOMKUHAs O KOJIOCCAJbHOM
HAKOIJIEHHOM HaCJIe[InH BbICOKOTO
xopeorpaduueckoro uckycerna. baser,
OIHUPAasiCh Ha KJIACCUUECKYIO MUPOBYIO
JIUTEPaTypy B KAUeCTBE CIOXKETHOH OCHOBHI,
CTPEMHUTCS COXPAHATh MaMATh O HEHl.
[IpusHanue yHUKAJIbHOCTH Pa3JIMUHbIX
KYJIbTYPHBIX OMbITOB [IOMOraeT YIPOUYeHHIO
Jasiora MexKiy aTHocamu. B Hacrosiiee
BpeMsi CKaHIMHABCKast KyJIbTypa 10 cel
JIeHb OCTaeTCsl aeKo He caMOl H3yYeHHOH
TEPPUTOPUEN, MEXKILY TEM € CKAHIMHABCKUU
mMatepuas» — 3TO 3HAUUTEJbHbINA
KYJIbTYPHBIH MJ1aCT, OCTABUBILINI CBOH
CJiefl B XopeorpagpuieckoM HCKyCCTBe
Poccun. 3nech MHTEpECHO MPOSICHUTD,
KaKuM 06pa3oM MarucTpasbHble
YCTAHOBKH CKAHIMHABCKOrO 3THOCA
(lanuu, Hopseruu, [Beunn),
XYJI0’KeCTBEHHas! 2KM3Hb, MIE0JIOTHS,
JIMUHbIE TIPEANOUYTEHHUST PEXKUCCEPOB U
UCIIOJIHUTEIEH ONPEIEISIIM BEKTOPbI
TEMaTHYECKHUX U 2KaHPOBBIX MOAXOJI0B B UX
npousBe/ieHUsIX. X0Ts KyJbTypa CEBEPHOro
TaH1la MOXKET 110Ka3aThCsl €IMHOM, MPH
9TOM OHA OCTaeTCsl pa3HO0Opa3HoH,
JIEMOHCTPUPYs reorpacuyeckre pasiudus
B TIPEJICTABJIEHUH U OMUPAsiCh Ha MECTHOE
Hacaenne. OnHako GakT B3aHMOBJIHSIHUS

9THX reorpaduuecKux peruoHoB B cepe
MX MBIIIJIEHUST 0 TBOPYECKOTO Hana3oHa
OTpPULIATb Hesb3sl. HecomHeHHO,
CKaHJMHABCKUH TaHell Mo-MpexKHeMy
pa3BHUBAETCsl HA OCHOBE TPAAUIMK, HO
Ternepb NpUOOPes COBPEMEHHbIE YePThI.
JlaTckui KOpoJieBCKUi H6asieT BeleT CBOIO
ncroputo ¢ 1748 rona, Hopsexxckas
GaJsieTHasi TpyMmna Havyasa CylleCTBOBATh
¢ 1959 r., B To Bpems kak KoposieBckui
1IBeJCKUH OasieT Obl1 ocHOBaH B 1773
rojty. CeroHst o6e LIKOJIbl 3aHUMAOT
MCKJIIOUUTEIbHO BBICOKHE MO3ULMH
Ha MUPOBOH apeHe. B 3ajauun Hauiero
MCCJIeI0BAHUS HE BXOJIUT aHaJ/In3 6aJseToB,
MOKa3aHHbIX CKAHIMHABCKUMHU TPYTIaMH.
[]eab nauHoM CTaThM COCTOUT B
MPOBEJICHUH UCCJ/Ie10BaHUST 0COOEHHOCTEH
MCIMOJIb30BAHMS CIOXKETOB CKaHIMHABCKOTO
KyJIbTYPHOT'O MHpa B OTE€UECTBEHHOM
6asetHoM Teatpe XX-XXI BB. pasHbIMH
xopeorpadamu B pa3iMiHble BpeMeHHbIe
MepPHOJIbl PA3BUTHSI PyCCKOTO HaJseTa.
3adauu cBsI3aHbl CO 3HAKOMCTBOM €
HECKOJIbKUMH Oasle THBIMH TIOCTAHOBKAMM T10
CKaHJIMHABCKUM MOTHBAM U OCOOEHHOCTSIMU
MX CLEHHYECKHX BOTJIOLLIEHHH B pagHoe
BpeMsl.

MeToAabl

B cratbe HUCII0JIb3YIOTCs TEOPETHKO -
METOJ0JI0THYECKHUE ITOAX0Abl, BKJIIOYAIOLIHE
TPYAbl OTE€YECTBCHHbIX U 38py6€)KHbIX
HCKYCCTBOBE/I0B, IMOCBAUIEHHbIE
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M3y4eHHIO KaK MOCTAHOBOUHBIX pellleHHH
CKaH/IMHABCKHUX CIOXKETOB B KOHTEKCTE
TBOpUecTBa GaeTMelCTepoB, TaK U UX
CJIOYKEHHIO B PAMKaX CKa30UHOTO YKaHPa
B TeaTpaJ/ibHbIX MPe/CTaBAeHUsAX. MOKHO
BBIJICJIUTD CJIe/TylollIHe MPUMEHEHHbIe
MEeTO/IKH:

— KYJIbTYPHO - HCTOPUYECKHI — MpH
M3y4eHHH BOMPOCOB 3aPOXKIEHHS H
pa3BUTHS CLIEHHYECKUX HHTEPIpeTalnii
JIUTEPATYPHBIX IPOU3BEICHUH U KYJIbTYpPHO-
MCTOPHUUYECKOH CUTYallu B PA3BUTHH
6aJsieTa, HCTOPUH OT/IE/bHBIX GaTeTHBIX
BEPCHI1 JIMTEpaTYPHBIX IPOU3BECHHH;

— CTPYKTYPHO - (DyHKIIHOHAJIbHBIN
MeTOJl — TPHU PACCMOTPEHHHU CMOCOOOB
npeoOpa3oBaHusl JUTEPATYPHBIX
MUCTOYHHKOB B OasieTHOH Xopeorpaduu;

— METO/J OMMCaHus XopeorpapriecKoro
MPOU3BEJICHHST — C LIeJIbIO BbISIBJIEHHS
JpamMaTypruu CKaHAMHABCKOTO ClOyKeTa
Xopeorpaguueckoro npou3BeaeHus;

— METO/l CPABHUTEJIBHOTO aHaJ/u3a
— IpHU COMocCTaBJ/eHUH paboT pa3HbIX
XopeorpagoB, MHTEPIPETUPYIOLIHX
CKaHIMHABCKYIO TEMATHKY.

B uenom, niist ucenenoBanust TeMbl
NpUMeHeH KOMIIJIEKCHBIH TIOXOJ, TPH
KOTOPOM aHa/u3 OaJsleTHbIX CrieKTaKJ/IeH
OCYLLECTBJISIETCS BO B3AUMOCBSI3HU C
JIUTEPATYPHBIM HCTOYHUKOM, My3bIKaJbHOH
NapTUTYPOH U Xy/102KECTBEHHbBIM
othopMJIEHHEM.

Jlumepamypolii 0630p. J1ns
paccMOTPEHHsT TeMbl UCIOJIb30BaHbI
(pyHraMeHTabHble TPY/bl 0 HCTOPHH
6anera Bepol Kpacosckoii (Kpacosekas),
neesenoBaresibekue pabotsl Ogiecu
[op6aroroii (I'op6aTosa), @enopa
JlonyxoBa (JIonyxoB), ITosimHbl BosikoBo#
(Boskosa), OJibru YiibsiHOBCKOH
(Ynbsinoekas ), EnuzaBetst Cypuil
(Cypun), V. Jlusu (JIusin), ocBeniaionine
OT/leJIbHbIE aCleKThl pean3aluu
Xopeorpaguueckux pelieHui B 061acTu
MHTEPIpEeTAluK CIOXKETHBIX JIHHUH;
KpUTHUECKHe MaTepraJbl TaTbsHbl
Kysnetooii (Kysnerosa), Anekcanpa
['Bo3neBa (I'Bo3neB), Muxauna

JlukuapnonyJo (JIukuapnomny.o), Hukonas
Acreta (DcTeT); apxUBHasi pecca HadaJga
XX Beka ¢ marepuasamu 0 6aseTHbIX
MOCTAHOBKAX, a TaK:Ke BOCIIOMUHAHHUS
JesiTesiel KyJbTypbl B cepe OGaseTa:
Mapunbl Busben (BuBben), o630pHasi
MH(pOpPMAIHS O CTIEKTAKJ/ISAX U3 HHTEPHET-
M3JIaHUH W HHOCTpaHHas JuTepaTypa,
3aTparuBarolliast BOpOChl CTAHOBJIEHHS U
pagButHs 6asnetHoro uckycersa B CILIA u
B 3ananHoit EBporne (Lidova, Beaumont,
Acocella).

PesynbTaThl

Pycckuit 6aner, npofiist yTh CTAHOBJEHUS
1 POPMUPOBAHUS B OT/IEJbHOE
HarpaBJieHHe MJIaCTHIeCKOT0 HCKYCCTRA,
B XX B. aKTMBHO pa3BMBAeTCs, UILA HOBbIE
CIOXKeTbI U151 0hOPMJICHHST aBTOPCKOTO
3aMblcJ/1a B ocTaHoBKax. B Hauane XX
BeKa oTeyecTBeHHOoe 6a/leTHOe HCKYCCTBO
BBILLJIO 32 MPEEJ/Ibl IOCTATOUHO 3aMKHYTOH
cepsl cyliecTBOBaHHS, HAYa/I0 CO3/1aBaTh
TECHble B3AHMOCBSI3H C JIMTEPATYPHBIM
MHPOM U HCKYCCTBOM, UYTO OTPA3nJIo 00LIHe
TEHICHLIMH IMHAMUYHOCTH, XapaKTepHOM
JIJIST POCCUHCKOH YKU3HH TOTO BPEMEHH.
Pacuupusncs rpanuiibl npodeccuoHalbHON
JeTe/IbHOCTH, Haua/MCh BbI€3]Ibl PyCCKUX
Tpynn 3a rpanuiy. MasecTHble «Pycckue
Ce30HbI» B cTosULlEe PpaHumy cTasu
MPUMETOH HOBOTO TIePHOJIA B JKU3HU
pycckoro 6aseta. MexayHapojHoe
NpU3HaHKE PYCCKOro Xopeorpahuyeckoro
MCKYCCTBA, J1aJ10 TOJTUOK K BO3POKICHHIO
amepukanckoro (Mary Clarke and
Clement Crisp; Jennifer Fisher) u
3ananHoenporneiickoro 6asneta ( Cyril
William Beaumont; Jennifer Homans).
Baaronaps uemy passusach
HallMOHaJIbHAS aHTyIiCcKas GajeTHast
uikoJa (John Hart), 6aner I'epmanuu
(CpyubiHOBa), CMOTJIM MPOSIBUTD
ce0s Ha MONPHUILLE OPTaHU3aTOPOB U
HasieTMelicTepOB HOBble UMEHa, YBUIEJH
CBET HOBbIE Xy107K€CTBEHHbIE PelleHHUS
(Joan Acocella). Ha Bce 310 nossnsiin
NpeCTaBUTE/M PYCCKOH LLIKOJIbI 6ajieTa



(Richard Buckle). B camoit Poccnu B 310
BpeMsl 3asBUJIM O ceOe HOBATOPbI, CTABLLIHE
MoJBepPraTh COMHEHHIO IOMUHHUPYIOLLYIO
MO3ULIMIO aKaIeMHUeCKOH OaJIeTHOMN LIKOJIBI.

K Havasty npotisioro Beka ofiHUM
13 OCHOBHbIX HAllPaBJIEHHUI PYCCKOU
€BPOMEHNCKOH KyJbTYphbl CTaNo oOpalleHue
K KyJIbType CKaHJMHABCKUX CTPaH.
[IpousBenenus Kuyra 'amcyna, I'enpuxa
N6cena, mysbika dnpapa ['pura, HapoaHble
caru CJy?KuJ1H HCTOYHUKOM aBTOPCKOTO
BJIOXHOBEHHSI, YYaCTBOBAJIH B CO3[aHUH
HOBBIX GaJIeTHBIX OCTAHOBOK.

8 nekabpsi 1913 rona npousoltiio
HeBeposITHOE COObITHE, COXPAHUBILIEECS]
B apXUBHBIX 3anucsix bosbuioro Teatpa.
Heseposithblil hypop npoussesia npembepa
ojlHoakTHOro Gajeta - «JIlo60BbL ObicTpal»
(Hopsexckas ckaska, uauius ). [Tocoe
JIAHHOTO MpeJICTaBJ/IeH s OFPOMHYIO
MOMyJISIPHOCTD MOJYUHJT AsleKcanap
['opckuii, KOTOPBIH BIIepBbIE HCIOJb30BAJ
My3bIKaJIbHOE COMPOBOXKICHHE B BHIE
npousseieHns: « CUMpoHUIeCKOro
TaHUa» B crneln(UIHON aBTOPCKOH
nonave Annpest Apenjica. bosbiioi Tpy
npojenan Koncrantun KopoBuH, KOToOpbii
CMOT IPaMOTHBIM 06PA30M MPENOHECTH
CLIeHHYeCKOe 0(popMIIeHHE 1 BU3yaIH3aLHIo
00pasoB. [J1aBHble MAPTHH UCIIOJIHHIIHU

Manocrpauusl. Ekatepuna Bacuibesna esibuep.
doro 1910-er.
https://i-ranevskaya.ru/krug-obscheniya/ekaterina-
vasilevna-gelcer.html

Exatepuna ['enbuiep (I[1actymika) (uin. 1),
Muxaunsn Mopakun (Pri6ak).

Banet Bo30GHOB/IsI/ICS ellle IBAXK/IbI:
B utosie 1918 r. u B auBape 1922 r. nox
yrnpaBJ/ieHHeM Toro e Asiekcanapa
['opckoro (benosa, Jlo6poBoJibeKasi,
Kpacosckas). CioxkeT pacckasbiBaeT o
BCTpeYe Ha HOPBEKCKOM Gepery Mopsi co
CISILLUM PbIOAKOM JIeBYIIEK U3 pblGaubeit
JepeByliKd. Mexxty ppi6akoM U OIHOH
13 JIEBYLLIEK 3apOXKIAETCs JII0OOBb.
HMecropus 3akanuuBaeTcst 6J1arornoJyyHo:
oren [TacTyuiku cornainaercest oTaaTh B
»KeHbl pbIbajiKy CBOIO J10ub. [leficTBre
3aBepluaetcst o0lIMM TaHueM. bajet He
COXPaHHUJICS, TO3TOMY CY/IMTh O HEM MOYKHO
TOJIBKO 110 poTOrpacusiM U OT3bIBAM
COBpPEMEHHHKOB.

dra noctaHoBKa AnekcaHnmpa
['opckoro sBJsieTcst 06pasiioM HOBBIX,
pecopmaTopcKux Besinuii B xopeorpaduu. B
Hel OajieTMeHCTep yXOUT OT YCJIOBHOCTEH
KJaccuyeckoro 6ajieta v CTpeMHUTCS K
Jipamatuyeckomy peasnuamy. Kecrtbl n
MHUMUKA [epCcoHazkel HarpasJ/eHbl Ha
(hopMHpoOBaHHe I0CTOBEPHBIX 06Pa30B
KpecTbsiH. [lyist aToro Anexkcanap
['opckuti mpusbIBaI aKTEPOB HE MbITAThCS
6e3/lyMHO CJIeI0BATh €r0 YKa3aHUsIM, a
CaMOoCTOSITe/IbHO aKTHBHO paboTaTh Hajl
poJibio, HabJ110/1ast 32 TPOTOTUIIAMU B
POJIHOH Cpejie U 3alIOMUHATh XapaKTepHbIe
MaHepbl oBefeHus Kpectbsid (Cypuly).

JlaHHble pe3yJsibTaThl KOPEHHBIM
00pa3oM OTJIHYAJUCH OT (DYHIAAMEHTAJbHbBIX
nocrysnartoB 6ajeTa, 1azke caMmo Ha3BaHHue
ObLI0 BOCTIPHUHSATO HEOJHO3HAUHO, HO
KPUTHKH OTMETHJIH BBICOKYIO JIOCTOBEPHOCTb
00pa3oB 6e€3rpaMOTHbIX KPECTbsIH TOI0
BpeMeHH, H MaJIOBbIpa3UTe/bHblE JHLA,
1 3THOrpaHuecKylo TOUHOCTb MaHepbl
MOBEJICHUS KUTEJEeH pblOALKOH IePEBYILIKH
(Jlensinasi nema). [Tomumo BomioleHHs
STHOTpayeCcKol Npas/pl B KecTax
Y TIOBEJIEHUH, peaJsii3M Halllesl CBoe
oTpakeHue U B Xopeorpaduu — 3pUTeH
6aJsleTHOH MOCTAHOBKH YBHJIEJIM HEYKJIIOXKHE
MPUTOMNBIBAHUS U TPBIKKH KPECThSIHCKOTO
taHua. JlaHHble 3MM30/Ibl MHOYKECTBEHHBIM
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00pas3oM OIMUCHIBAJIN KyJbTypHbIE J€SITENH
TOr0 BpEMEHH B CBOHX ouepKax. DTo OblJI0
MOMCTHHE HeOObIYHOE, 3aBOPAKHBAIOLILEE U
KOJI0CCA/IbHOE 3PEJHIIIHOE TIPe/ICTaBJeHHE,
NPOU3BEJIeH HACTOSILLME hypop B GaneTHOM
MCKYCCTBE TOTO BPEMEHH.

B apxuBHbIX 3anucsix Bosbiioro
TeaTpa oTMedeHO opopMJIEHHE CLIEHBI,
KOTOpOE TaKKe BbIAEP:KaHO B STHHUECKOM
cThJIe. YTIOMUHAETCs1 0c000€e orUcaHue
HOPBEKCKHUX KOCTIOMOB, KOTOPbIe Obl/IH
HaroJIHEHbl IPKUMH OTTEHKAMHU JILJIOBOTO
1 cuHero 1Beta. CKIaibIBaI0Ch OLLylIeHHe
nepJiamyTpoBoro nepesusa. [ Ipu
MCOJ1b30BAHUH 0CO00T0, CelHaIbHOrO
OCBeLLEHHs CKIAbIBAJICS HACKIIIEHHbIH H
MOJTHOLLEHHBIH PUCYHOK.

«Jlensinast nepa» — oOaJier,
nocrasjeHHbil B 1927 rogy ®enopom
JlomyXoBbIM, TJIaBHbIM OaJjieTMelHcTepom
JieHuHrpaackoro ['ocynaperBeHHoro
Teatpa ornepbl U HGaserta. MysbikajabHoe
conpoBoxjieHre — dnsapn ['pur,
HauboJiee NMonyAsipHbIA B JAHHbIHA MEPUOJL,
BpeMeHu. baseT Obla co3nan no MoTHBaM
O/IHOMMEHHOH cKa3o4yHOH nosecTH ["aHca
Anpiepcena, GoJiee no3Hel Bapualiu
«CHeKHOH KOPOJIEBBI» C TJIABHBIMU
reposiMu baGertoi u Pynu. CioxkeT 6oJiee
peasucTHueH U ApamatuieH. [ iaBHbii
repol B KOHLIE NTOTHOaeT.

JleficTBUS TPEeXaKTHOTrO CHIEKTaKJIs!
TIPOUCXOJIMJIM B 3aCHEIKEHHOM Jiecy,
0co6bIM 00Pa30M MepeaBassoch ollylleHne
BBIOIH U [TOPBLIBOB BETPA, 3TO MOXKHO
OblJIO 3AMETUTD B [IEPBOM M TPEThEM aKTe.
Bropoii akT nokasbiBaeT HOPBEKCKYIO
JIEPEBHIO CO BCeMH 0COOEHHOCTSIMH ObITa
1 2KH3HEHHOTO0 YKJaja. DTa NOCTaHOBKa
nuMesia OOJIbLION yCriex, KaK y MmyOJHKH,

TakK W NpUBJeKana KpUTHKOB: GasieTHas!
cuieHa Bunena «Jlensnyio neBy» 68

pa3. Ocobyto MomyJsipHOCTb CPeH
JmobuTesiell 6aJeTHOro UCKyCcCTBa MMeJ1a
ragera «JleHuHrpaackas npapua».

[Tocsie KaxK0ro HOBOTO MpeCTaABJIEHHUS
OT/eJIbHOM rpachoil MosiBJIsl/IaCh CTaThbs
OaJsieTHbIX 0603peBareJsiell U KpUTUKOB. B
KauecTBe vKcrepra yacto Bbictynan Mropb

Coanneprunckuti (Muxeesa). OH 0co6bIM
00pa3oM MOT HanucaTh M MoJ4epKHYTh
JleTa/i He3aMeTHbIe 3PUTENLCKOMY
BHUMaHnuio. [lonrBep:knaercs ToT hakr,
YTO MOCJIE €ro MPOdecCHOHANBHOTO
MHEHHs1, GOJLILIMHCTBO 3PUTEJIEH TTOBTOPHO
MPUXOJUJIN Ha MIPEACTaBIEHHE, YTOObI
6oJiee MoAPOOHO OTCACUTD YIyLIEHHbIE
mMoMeHThl. MiBan CossiepTuHCK1i
M0J1b30BaJICcst 0COOBIMH HHCTPYMEHTAMH,
4TOObI NepeiaTh IPKOCTb BeYaTaeHHH

M Kpacok npejcraB/enust. Takke
IKCMEPTHBIM aHAJIU30M OH OIMHUChIBAJ
TMOJIXOJL B CO3/IaHHH OasIeTHOrO
npencrapienus. [lonuepkuBasn cusbHble
CTOPOHbI CMIEKTAKJISA U PACTIUCBIBAJ 3PUTEJIIO
CJIO’KHbIE MOMEHTbI IIPOCTBIM SI3bIKOM, 32
YTO MOJYYHJT OTPOMHYIO MOMYJISIPHOCTD B
KauyecTse OANETHOTO KPUTHKA.

DTa NOCTAHOBKA CTa/la pe3yJ/bTaToM
onbiToB Penopa Jlonyxosa no
rapMOHHUHOMY CUHTe3y GasleTHbIX TPAIULIUK
1 HOBOH (hOPMBbI CTHJISI, UTO BBI3BAJIO
JKUBelillee 00CyKIeHHe U HEOIHO3HAUHYIO
peakuuto 3puteseit. Jlonyxos caenan
aKLEHT Ha Xxopeorpaguueckyto
JIEMOHCTPALNIO POJIbKIOPA, 3J1E€MEHTHI
aKpoOATUKK U OTJMYAIOLIHECST BBICOKOH
CJIO’KHOCTBIO BepXHHeE NoyiepKKU. HoBble
MOCTaHOBOUHbIE MPUEMBI ObLIIM CTOJb
YMECTHbI B 00111eM PUCYHKE TaHLA, YTO
CTaJ/Ii PacrpoCTPaHATLCS U Ha YyxKHe
CMEKTaKJIM, B TOM YHCJIe aKTyaJbHbl OHH
1 ceidyac. MHorve HOBbIE 9JIeMEHTBI
Jly9THO-KJ1aCCUYECKOT0 TaH1a OblJIU
BIIEpPBbIe ONPOOOBAHDBI B 9TOH MOCTAHOBKE.
Jx. bananuunn Bbicoko 1eHua Penopa
JlonyxoBa, Bce ero nocjeymolime
TPY/ibl ObLIH OPUEHTHPOBAHBI HA €T0
nesiTesibHOCTh. BaseTmeiictep ocoboe
BHUMaHHe yJ1eJIsl/1 MHCTPYMEHTaJbHOMY
conpoBoxkaeHHIo Xxopeorpaduu. OH
XOTeJ1 nepeaathb OyayLIUM MOKOJeHHEM
TOHYaMLIMe HI0AHChI OaleTHOrO HCKYCCTBA,
0co0y10 MHOTOTPAHHOCTb U LIEHHOCTh
XopeorpaguuecKux npeacTaBaeHui.

Ero uesib 6bl1a B TOM, UTOObI Oyj1yliine
MOKOJIEHUsT YMHOKAJIM W pa3BUBa/IU GaJer.
Kaxxnoe cBoe aeiicTBHe — 3anucbiBall



B JIHEBHUKH, KOTOPbIE MeyaTaanch
B HECKOJIbKHX 9K3eMILIspax, 4ToObl
MCKJIIOUUTb BEPOSITHOCTD MOTEPb.

OuepenHoe HEBEPOSITHOE COOBITHE
npoudouio 27 nosiops 1928 r. CorsacHo
JieTornucu bosbliioro Teatpa cocTossioch
npejicTaBiaeHne 6aJeTHOTO NPOU3BEIEHHUS
«[ToueJyit hen», aBTOPOM KOTOPOTo CTAI
Hropb CTpaBUHCKHH, BCIO Xy102KECTBEHHYIO
4acThb B €JIMHCTBEHHOM JIMLIE CO31aBaJ
1 BocripousBoaus Asekcansp benya.
M3navyanbHO MOCTAHOBIIUKOM OblJI
1. Jly6, onHaKo B CBSA3H C TSKENOH
60J1€3HbIO HHUIIMATHBY B CBOM PYKH B3si/1a
Bponucnasa Huxuncekas, B To Bpemst
nofaionias HafaeX bl yueHnna. B nannom
NpeJICTaB/AeHUH 0Ka3bIBAJIUCh ACMEKThI
1 KyJIbTypHble 0COOEHHOCTH CeJIbCKOT0
MpasfHuKa, a TAaKXKe YKJIOH HaMedasicst
Ha MOJrOTOBKY K CBa/leOHON TpaMLMH.
Hcexonnbie xopeorpaduueckue faHHble
Oepyt HauaJso ¢ counHenui [Terpa Mabuua
YailkoBcKoro, a B 0011LeM MPEJICTABICHUH —
3T0 OblJIa MHTEPIIpeTalus ckasku «JlensiHast
JIeBa».

Hogast untepnperatus 6blia
npeacrap/eHa Ha clieHe MapurHCKOro
Teatpa. [ Ipono/KUTeIbHOCTD CIIEKTAKIIS
45 munyT. B cBOEM NpouTEHHH COUHHEHHUS
Uropst CrpaBunckoro xopeorpag Makcum
[1eTpoB OTXOAUT OT HCXOAHOTO COJEPKAHUS
qubperto 1928 rona. 31ech onuckiBaeTcst
BCs1 CeBepHast KpacoTa U 0COOEHHOCTH
3UMHHX MecsileB. Xopeorpad Makcum
[TetpoB 0coGbIM 06pa3om nepepaet
LEHHOCTb JIIOOBH U MOHUMAHUS. XyT02KHUK
- noctaHoBIMK AsboHa [ TnkasoBa,
M10Ka3bIBaeT BCIO 3PEJIULLHYIO MOJHOTY
6aJsleTHOTO Mpe/ICTaBAeHUs. 3PUTEb
nepexKUBaeT BMECTe C reposiMU YyBCTBO
deu, X010/ 3SUMHEH CTY2KH U TOUCTHHE
uncTol o6BU. B esnom, «ITouenyi
(her» MoJIOH HEOPOMAHTHUECKUX MOTHBOB,
U3SILLHOTO COYeTaHUsl rIyOGOKHX HPOHUYHBIX
CMBICJIOB H HCKPEHHOCTH, aJI/II03UH U UTPBI,
PO2KIAIOLIUX MHOYKECTBO BOTIPOCOB.

B otanuue ot 6asera 1928 roaa, B
nocranoske Makcuma [leTpoBa ryiaBHbIM
[IBETOBBIM (POHOM SIBJISIETCS UEPHBIH TOH,

TOJIBKO B XKaHPOBOH CLIEHE CeJIbCKOT0
MpasHUKa KOCTIOMbI ITEPCOHaXeH
npeacTaB/eHbl IPKO 3eseHbIMH (UL, 2).

Wannocrpauus 2. Cuena ua criekrakias. «[louedqyi
then». Poro — 3unanna Buabuyk.
https://ptj.spb.ru/blog/meta-stravinskij/

CoBpemeHHasi clieHH4ecKast
MHTEpIpeTalusi CKaHJHHABCKOTO CIOXKETA
«Jlensnot neBbl» Makcuma [letpoBa
coznaet HaJiet, JeHTMOTHBOM KOTOPOTO
SIBJISIETCS] MHULIMALIMK W B3POCJIEHHE 1103Ta,
pPOMaHTHYeCKHe YCTPeMJIeHHS BbIPBATLCS
3a npejiesibl 00blIeHHOCTH. B 9TOM cMbIcse
BCTPEUH C Kax10i U3 pell — 310 HOBAsi
CTYMeHb }KU3HEHHOM MYyTH IJIaBHOTO I'eposl.
CTOUT OTMETUTBL 0c000€ U3SILIECTBO
rpalMo3HOCTb U MJACTHKY TOCTAHOBOYHOTO
pelleHusi, KOTopoe M03BOJISIeT NPOBECTH
napaJiiesu ¢ «JleGeuHbiM 03epom».
Xo0J10/1 ¥ OTOHb, TbMa H SIPKOCTb, TaHILLbI U
THLIMHA CO3/AI0T HerepelaBaeMblil OTTEHOK
M3BICKAHHOCTH U co0J1a3Ha. DTO OTKPLIBAET
MHp HereperaBaeMol U COBepPLICHHOH
KpacoTbl. MucTHUeCcKHe 00pasbl 100aBJISOT
3aBOpaKuBatolye 3PPeKThl U IMKUH 1L1apM
B 3TOM NpousBeieHnH. OTKPbITOCTb U
HENPHUCTYMHOCTb CO3/AeT HerepeaaBaeMblil
3 HEKT MCUXOJIOTHUECKOTO BOCTIPUSITHSI.
SIpkoCTb KpacoK BHOCSIT B ClIeHHUECKHE
KapTHHbI HEKYIO 2KMBOTIHCHYIO
HaroJHEHHOCTb U OJIHOBPEMEHHO
3arajlouHOCTh, B COBOKYITHOCTH TEMHBIMU 1
CBETJILIMH OTTEHKaMH, CO3[A€TCsl He 3eMHOH
s¢pdekt kpacotsl ([lotenyit pen) (u.
3,4,5).

Ha nepeanem nuiane clieHbl 4yacTo
TJIaBHBIN repoil HAXOAUTCS B TPOPUIb
WJIK CMIMHOM K 3puTenisam (ui. 4). Takne
103l ellle pas NnoyepKUBaloT aBTOPCKHUH
AKLIEHT HA BHYTPEHHUX MepPeKUBAHHUSIX
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Wamocrpauus 3. @est [ FOHowa
https://www.mariinsky.ru/playbill/
playbill/QOQ1/10/18/2_1930/?Sid= 132882

Wamoctpauus 4. Ges I u IOnowa
https://www.mariinsky.ru/playbill/
playbill/QOQ1/10/18/2_1930/?Sid= 132882

Wanmocrpauus 5. @es 11 u [Onowma
https://www.mariinsky.ru/playbill/
playbill/2021/10/18/2_1930/?sid=132882

FOHotm Ha KaXKa0M U3 3TANOB XKH3HEHHOTO
MyTH, Ha4aJ0 KOTOPBIX aCCOLMUPYETCS C
nosiByiennem Pen.

CoJibHOE BBICTYMJIEHHE TJIABHOTO
reposi B KOHIIE MOCTAHOBKH, MOJHOE

TPEBOTH, HAJIEXKIbI ¥ BOJIH K MTPEOI0JEHUIO
NPensTCTBUN, CTAHOBUTCS CaMbIM
MPOH3UTE/IbHBIM 3MM30/10M HaJsieTa.
B dunanbHoOl clieHe mpocTpaHCcTBO
3aBOJIaKUBAeT I'yCTOM TyMaH, U repoi
0CTaeTCsl OJIMH Ha OJIMH C TEMHBIM
MPOCTPAHCTBOM, CKPBIBAIOLIMM €TI0
oyyliee.

Banet no ckannuHaBcKMM MOTHBaM
«["ankuit Yrenok u Ozepo JleGenenr»
B rocranoBke Haranbu Kacatkunoit u
Bananumupa Bacunea (ux iu6petTo u
xopeorpadust) Ha My3bIKy JiBapaa ['pura
6l npescTapsieH nybanke 25.03.2016
B ['ocynapctBenHom Kpemsiesckom
nBopiie. CriekTak/ib Obl TPUYPOUEH K
nartuaecstuiaeTio Tearpa Knaccuueckoro
Basera. [1ponomkutebHOCTL MOKa3a:
1 wac 30 munyT (["agkuit yréHOK 1 03epo
qebenert). OcHoBy HasieTa COCTaBUJI CIOXKET
3HAMEHHUTOMH CKa3Ku natuaHuHa [anca
Anpepcena npo ragkoro yreHka (ui. 6).

Wnmocrpauus 5. @eq [ u FOHowia
https://www.mariinsky.ru/playbill/
playbill/2021/10/18/2_1930/?sid=132882

Hexkoropeie ncesenopatenu, ananausupys
JIaHHYIO TTOCTaHOBKY, 00paliaii BHUMaHue
Ha co3jianre U GyHKIIMOHUPOBaHHE
B GasieTe 06pa3HoOk KOHLEMIHH
HPaBCTBEHHBIX H MEXKKYJIbTYPHbBIX
nepeceyeHuil, yroHueHHble 06pasbl
xopeorpaduu cosnaior HeBepOasbHOe
M TAaKTHJIbHbIE aCCOLMATHBHbIE
KOMMYHHUKalIUU. B cOBOKyNHOCTH C
peyYeBbIM COMTPOBOKACHHUEM NJAHHOE ABJICHHUE



CO3/aeT HEeMOCPEICTBEHHBIE OLLYILIEHHS
y4acTHsl B NpeacTaBieHu. B nanHoM
cjlydae 3TO BbIPAa3uJoCh B My3blKe DJBap/a
['pura, BbinoJHAOLIEH B KOHTEKCTe OajieTa
(oHOBbBIE (PYHKIMH C yTPATOH MPUCYLINX

el 06pa3oB, CMbICJIOB U CEMaHTHKH,
KOTOPbIMH OHa 00J1aajia B cTaTyce
CaMOCTOSITEJILHOTO POU3BeJieHus. B
Xopeorpaguueckom aHasnu3e yrnoMHUHAETCsl
TOYHOCTb U BbIPA3UTEJbHOCTD Mepeaaun
9MOLUH, NepeKUBAHUI U UyBCTBA NJIaBHOIO
nepconaxa. laHnoe npeacrapsiexue

Oy/leT aKTyaJsbHO BCET/a, 3/1eCh KaXK/bIH
MOZKeT HalTH MepeceyeHust ¢ }KH3HEHHbIMH
cutyauusiMu. CyliecTByIOT MHO2KECTBO
IKCMEPTHBIX OLLEHOK 3MOIIHOHAJIBHOTO
COCTOSIHHS, KaK 3puTeJiell, Tak U aKTHBHBIX
YUaCTHHUKOB, 3a/1eHCTBOBAHHBIX B
CTeKTaKJe.

B naHHO# nocTaHOBKe MPUMEHEHBI
3J1eMeHThl 6aJbHOI Xopeorpadui,
nepezaiolie OCHOBHOE COCTOsIHUE U
BHYTPEHHHE NepeKUBAHUS AKTEPOB.
[IpuB/eyeH NpUHLIKI KJ1aCCUUECKOTO
TaH1eBaJbHOTO TPEJICTABJIEHHS,
MCIOJIb3YIOLLNH YepeloBaHHEe ME/IJIEHHOTO
1 ObICTPOro putMa. PUTMHUECKUH LUK
JIBU?KEHUH CMEeLAeTCs B 3aBUCUMOCTH
OT BapHaUMil, MOXKHO HaGJIIOIATh LIMKJIbI
3aMeJITIEHHOT0 JIBU2KEHHSI, KOTOpbIe
CO3/1a10TCsl TIPH MOMOLIM TOHKOTO
TaHLEBAJbHOIO MacTepCTBa, Mpeatollero
uyBcTBa repoeB. ClieHHuecKue IeHCTBHS
co3/1aloT 0coOyi0 aTMOCcdepy KpacoThl
yepeylolXcsl KapTHH. B coBokynHocTH
C TAHUAMH W HEMbIMH MOHOJIOTaMH HJIET
JIEMOHCTpAlMsl HeYTO OOJIbILIETO, YeM
YaCTHOE MpeJICTaB/eHue, a My3blKaslbHble
3MU30/Ibl TPUJAIOT OCOOBIN 1IapM B 06111eM
NpeJICTaBIeHHH.

Cuenapuct hokycHpyeT BHUMaHHE
Ha MOMEHTaX, B KOTOPbIX TPOUCXOAUT
pacxozkieH1e OCHOBHOTO CIOXKeTa C
NepBOMCTOYHUKOM. ABTOpOM Hasieta
MPUBHOCSITCS] HOBbIE STH30]1bl,

YacTHble ClieHbl, 0COOEHHO CBSI3aHHbIE
JIeHCTBEHHBIMH CIOJKETaMH - MOXUIILEHHE
Jle6enunoro Sia, a Takxke 0coObIM
00pa3oM MoKazaH Mpolece U3rHaHus

Jlucnipl. KoHiloBKa Tak ke oT/M4aeTcst

oT opuruHana. banermerictep nepenaer
TOHKOE BHYTpPEHHee COCTOsSIHUE yUaCTHUKOB
npeacTaB/aeHus], BHyTPEHHHE TepPeKUBAHUS
1 HEBBIHOCMMOE YyBCTBO OJIMHOYECTBA,
KOTOPOE MBICJUTCS /15 [JIABHOTO reposi Kak
OCHOBHasi ICUX0JIOTHUECKast JIMHUS STOTO
npousBesieHust. OJIHaKO CTOMT OTMETHTb,
YTO repoil HAXOIUT CBOE CUacThe U oOpeTaeT
HACTOSILLUX POAUTENEH.

24.11.2023 r. B MysbIKaJbHOM TeaTpe
umenn Koncrantuna CraHuciaBckoro
nokasaJiu npembepy 6aneta “CHexHas
KopoJieBa” B HOBOH HHTepMpeTalHH.

Astop unen Makcum CeBaruH, oH e
XYJ07KE€CTBEHHBIH PYKOBOJUTENb U
nocraHoBILHK. [To MOTHBAaM OIHOMMEHHOH
CKa3KHM J1aTcKoro kiaaccuka ['anca
Annepcena (Exkarepuna MouenoBa —
cuieHorpadust, Koncrantun bunkun

— XyL0XKHHUK 110 cBeTy, Cepre#i Pbliko

— BHze0). B nocsiennee Bpemsi Bozpoc
MHTEpeC K JaHHOMY JIMTEPATypPHOMY
npoussejieHuo u 6aner Makcuma CeBaruna
SIBJISIETCS yoKe Ms1TOoH octaHoBKoH. [To
aHaJIOrHK C EPBOUCTOYHUKOM, OH pasjie/InJ
JIeHCTBHE HA CeMb PacCKa3oB, 106aBUB

oT cebsl ellle U BOCbMYIO CLIEHY - STHJIOT-
aJla’kKuo 1MoB3poceBIIMX repoes. [1pu

9TOM MCKJIIOUHJT POJIb JaMJIaHIKH U BelyHb-
unKr. OTJIHUUTENBHON 0COOEHHOCTBIO
3TOM Xopeorpauyeckoil HHTeprpeTalHH

- UCIOJIb30BAHME MYJIbTHUIJIMKALIMH.
[IpurnaiiieHHble UM CTIEUATUCTDI -
XYJO?KHUKH CO3/1a/TH MYJIbTHIIJIMKALIHOHHYIO
BCEJIEHHYI0, B KOTOPOH MPaKTHUECKH BCe
MepCoHaKH UMEIOT MPOTOTHUIIBI TePOEB
MYJIbT(HIBMOB, a IVIaBHble IeHCTBYIOLIHE
qia ckasku Kaw u I'epna obnanaior
HeeCTeCTBEHHBIMU 2KeJITHIMH BOJIOCAMU
(. 7).

Takke HOBOBBe/IeHHEM CIIEKTAKJIS
SIBJISIIOTCS MACKH, B KOTOPBIX BBIXOISAT
nepcoHaku Ha clieny. [Ipasna, 31o
MOZKHO CUHTATh HOBATOPCTBOM JIMLIb PH
CpaBHEHHH C COBPEMEHHBIMH CTaHIAPTAMHK
BHELLHEro BU/1a UCMOJIHUTEIeH. DTO HeKast
OTCBIJIKA K MPOILLIbIM TPafULIUsAM OaseTa,
COTJIACHO KOTOPBIM J10 pechopm YKana
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Hogseppa Bo Bropoit nososune XVIII Beka

APTUCTBI HA CLIEHY BBIXOAMJIM B MacKax
(n1. 8).

Wamocrpauus 7. Kaii u l'epna. @oro Kommepcants
(Cne6 lenkyHos)
https://ccty.ru/kultura/pateticheskaia-kakofoniia

Takum o6pazom, «penHTepripeTarys»
KJIACCUUECKHX CI02KETOB M TOCTAaHOBOK
CTAHOBHUTCS Bce 6oJiee MPUBBIYHON U
pacnpocTpaHeHHOH B COBPEMEHHOM
TeaTpaJibHOM UCKyccTBe. PelleH3un Ha
3Ty MOCTAHOBOUHYIO BEPCHIO HMEIOT
CKopee HeraTuBHYyIo olieHKy (BoJikosa).
OjiH1 KPUTHKM BUJIST B ClieKTakje 0coboe
npejcTaBjieHre My3blKaJabHOro Maciitaoa,
KOTOPOE B COBOKYIHOCTH CO CLIEHHUECKUMHU
JIEUCTBUSIMU BBITVISIUT KaK HeKast
KapTUHA 6e3MsTeKHOCTH U YBEPEHHOCTH,
BbI3bIBAIOLAS ACCOLMALIUK C OaJeTHbIMU
wramnaMu. Jlpyrue oTMeuaioT TeXHHUECKYI0
CTOPOHY HCIoJIHEeHHUS (3 heKTHbIe
MPBEKKH ), CBA3aHHYIO C HHTOHALIHOHHBIM
uepe/loBaHUEM MY3bIKaJbHOTO
COMPOBOKEHHUS, Mepeiatollast
MHOTOTPaHHOCTb COBOKYTHOCTH apTHCTH3MA
¥ MY3bIKaJIbHOCTH.

OCHOBHbIE NMONIOXEHUS

- Onpeziesienne xKaHpa CKaHAUHABCKOTO
CrokeTa B 6aJIETHOM TeaTpe OCHOBBLIBACTCS
Ha BBICTpaUBaHMU OIpeleIeHHOH
UHBAPHAHTHOK CXeMbI ( CIOYKETHOH,
KOMITO3ULIHOHHOH, CTHJIMCTUYECKON ),

WManmoctpauus 8. @parment 6ajera « CHexkHast
kopoJieBa» ([Tocranoska M. CeBaruHa)
https://ccty.ru/kultura/pateticheskaia-kakofoniia

3aBMCUMOH OT JIMTEPATyPHOTO
NEePBOMCTOUHHUKA, TIPEJOMJIEHHOTO Yepes
aBTOPCKYIO Xopeorpaduio.

— CkaHauHaBcKast TeMa Ha 6aJieTHOH
CILIEHE COJIEPKHUT PSil A3IKOBBIX
0COOEHHOCTEH KaK KOHCTaHT, He
(PYHKLHMOHUPYIOLLHX B JIUTEPATYPHOM
NPOTOTHIIE, HO TOJydatollasi HoBoe
OCBellleHHe B XOpeorpapuueckom
MPOUTEHHUH.

— Hcropus ckaHauHaBCKOTO
(hoJILKIIOPHOTO MaTepHasia MpoCIeKUBAETCS
B psijie OaJIeTHbIX CrieKTaKJ/el oT ero
nosiBjieHust B «JIe/isiHOM f1eBe» U OCHOBHBIX
3TaroB Pa3BUTHSI B KOHTEKCTE 001X
M3MeHEeHU I HCTOPHUYECKUX YCIOBUH U
3BOJIIOLMH TeaTpasibHOro rpoliecca B
Poccun XX-XXI BB. 10 nojarBeprKiaeTcs
XapakTepUCTHKON HauboJiee 3HaUMMbIX
xopeorpaduueckux npoudsenenuin Penopa
JlonyxoBa, Makcuma [lerposa, Haranbu
Kacarkunoit u Bnagumupa Bacuiesa,
Makcuma CeBaruna.

— CoBpeMeHHble MOIMUKALMH
CKaH/JMHABCKOH TeMbl 00pasyioT
00J1aCTh «KaHPOBOT0 CBOEOOPA3UsI»,
npejiaraloliero aHajaus ee
B3aUMOIPOHUKHOBEHHST B H3OPaHHbIX
MHTEPTpeTaLUsIX U ClIIeHUIeCKUX BEPCHSIX
CIIEHHUYECKOT0 MOBECTBOBAHHUS (TaHLA,



xopeorpaduu, ciieHorpahuiecKoro
oopmJIeHHS] —KOCTIOMOB H JIEKOPALHi ).

3aKknwyeHue

[To utoram nayueHusi TeMbl
NpeCTaB/IsgeTCsl BO3MOKHBIM CKa3aTh, 4TO
paccMoTpeHHble OasieTHble TTOCTaHOBKH
OTParkatoT KaK CJ0KUBLINECS TPAIUIIHH
Xopeorpaguueckoro HCKyccTBa, Tak

1 aBTOPCKHUI B3IVIS/L TOCTAHOBLIMKOB

Ha HHTEPIIPETalHIO CKAHJAMHABCKOTO
ctoxkeTa. OCoOEHHO CHJIBHO BJIMSIHHE
pecopmaTopckoro noaxoaa B 6oJiee

TMO3/IHUX, COBpeMeHHbIX paboTax. M1 ecsn
B MocTaHOBKax XX B. HOBBIH MOIXO]T
BbIpakaJicsi B M300peTeHHH HOBbIX,

6oJsiee CJI0XKHBIX, aKPOOATHUECKHX
3JIEMEHTOB TaHIIa, TO MOCTAaHOBKH XXI

B. pacLIMPSIIOT Mana3oH NpUMeHsieMbIX
MPUEMOB ¥ MHCTPYMEHTOB (UCTIO/Ib30BaHHE
MYJIbTHIIJIMKALMH B TTOCTAHOBKE

Cesaruna 2023 roza ), KoTopble 6oJbliie
HarpaBJieHbl Ha BHellIHee 0hopMIIeHHe
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Portnova Tatiana

AN. Kosygin Russian State University
(Russia, Moscow)

SCANDINAVIAN PLOTS IN THE RUSSIAN BALLET THEATER OF THE XX-XXI CC.
(CHOREOGRAPHIC VERSIONS AND STAGE INTERPRETATIONS)

Abstract. The article is devoted to the reflection of Scandinavian culture in the Russian ballet art
of the XX-XXI centuries and their interpretation in stage productions, since Scandinavian culture to
this day remains far from being the most studied territory. The aim of this article is to investigate
the peculiarities of the use of Scandinavian cultural world plots in the Russian ballet theater of the
XX-XXI centuries by different choreographers in different time periods of Russian ballet development.
Methods. On the basis of materials from theater museums and libraries, as well as video-recordings
of ballets, the cultural-historical method was used to study the issues of origin and development
of stage interpretations of choreographic works on the Scandinavian theme, analysis of individual
ballet versions. To consider the ways of transformation of literary sources in ballet choreography,
the structural-functional method is involved. In order to reveal the plot choreographic dramaturgy
the method of art historical description was applied. The works of different choreographers were
compared by the method of comparative analysis. Results. Several Russian ballet productions are
considered from the position of synthesis of the existing traditions of choreographic art and the
author’s view of the directors’ presentation of the Scandinavian plot. The author’s peculiarities of
stage interpretations are revealed. The evolution of the Scandinavian theme development from the
performances of the early 20th century to the modern ballet productions is traced.

Key words: ballet, Scandinavian motifs, performances, interpretations, choreography, Andersen,
Grieg.

Cite: Portnova Tatiana. Scandinavian plots in the russian ballet theater of the XX-XX| Centuries
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[MopTHoBa TaTbsiHa

A.H. Kocbirut ateinaarsl Peceil Mem/ieKeTTiK yHHBEPCHTET]
(Peceit, Mackey)

XX-XXI FACbIPJIAPOAFbI PECEW BANET TEATPbIHAAFbl CKAHAUHABUAJIbIK CIOXXETTEP
(XOPEOTPA®UANDIK HYCKAJIAP MEH CAXHANDBIK UHTEPMPETALUANAP)

AHpatna. CkaHAMHABMS M3AEHMWETIHIH, BYriHri KyHre AeiiiH a3 3epTTenyiHe 6ainaHbicTbl Makana XX-XXI
facblpnapparbl Pecelt 6aneT eHepiHAeri CKaHAMHABUANbIK M3AEHUETTIH, KOpiHiCiHe )XaHe onapablH,
CaxHasbIK KOMblIbIMAAPAAFLl MHTEPNPEeTaUMACbIHA apHanFaH. MakanaHblH, Makcams! — opbiC 6aneTiHiH,
[aMYybIHbIH, dPTYpAi Ke3eHaepiHae apTypni xopeorpadtapapbit XX-XXI| Facbipnapaarbl oTaHAbIK 6anet

TeaTPbIHAA CKAaHAMHABUANbIK MBLEHW DNEMHIH, CHOXKETTEePiH KONAAHY epeKLuenikTepiH 3epTTey. ddicmep.

Teatp Mypaxkainapbl MeH KiTanxaHanap Matepuanaapsbl, COHAal-ak, 6aneT beriHexxasbanapbl HerisiHae
CKaHOWHABUANDbIK TaKblpbINTafbl xopeorpaqammbm WblFapManapiblH CaxXxHablK UHTEPNPETALUUACBIHbIH
LUbIFY TEri MEH AaMyblH 3epTTeyae )eke 6aneT HyckanapbiH Tanaay YWwiH mapuxu-madeHu adici
nanganavbingpl. banet xopeorpaduscoiHaarbl 94ebu AepekTepai TYpAeHAipy XKONAapbIH KapacTbipy
YWiH KYPbINbIMAIK-QYHKUUOHANObIK 30ic KonAaHbinabl. CHOXXeTTiK Xopeorpaduanbik ApaMaTyprusiHbl
aHbIKTAy MaKcaTblHAA KepKeMOiK cypemmey 30ici KONAAHbINAbI. OPTYPAi XopeorpadrapabiH,
YKYMbICTapbIH CaNbICTbIPY CA/bICMbIPMAbl manday a0ici apKblibl XYpPrisinai. 3epmmey Homuxenepi.
BipHelue oTaHAbIK 6ANeTTiK KOMbINbIMAAPbI CKAHAMHABUSAMBIK CIOXKETTI KepceTyae Xopeorpaduanbik,
©Hep A9CTYpNiepiHiH, CUHTE3i MEH pexuccepnepain e3iHA4iK Ke3Kkapachl TYPFbICbIHAH KApacTblpblIAb.
CaxHanblk, UHTEpNpeTaumManapabliH, aBTOP/bIK epeklweniktepi awbingbl. CKAHAMHABUS TakblpblObIHbIH,
Lamy 3Bontoumsacel XX FacblipablH 6acbiHAafbl crekTakabaepaeH 6actan Kasipri yakpiTTasbl 3aMaHaym
KOMbIIbIMAApFa AeWiH 3epaeneHsi. banet KoMbinbIMAAPbIHA XXYPri3inreH Tanaay xopeorpaguanbik,
M3AEHMWETTIH KaNbINTAaCKaH ASCTYPAEpPiH Ae, KOKLWbINAPAbIH CKAHAMHABUSAbIK CHOXXETTI TyCiHAipyaeri
ABTOP/IbIK K&3KapacbiH Aa kepceteai. XX| facblp 6anerTepi cnekTakabAiH CbipTKbl AM3aMHbIHA
kebipek BafbITTasFaH 0NapablH KONAAHbINATLIH 9AICTEPi MEH KypanAapblHbiH ayKbIMbIH KEHEUTEA], an
CKaHAMHABMANbIK MOTUBTI NalndanaHyAblH ©3i aUTapabiKTai e3repicke yLbipanapl.

TyiiiH ce30ep: 6aneT, CKaHAMHABUANbIK, MOTUBTEP, CNEKTAK/Ib, UHTEPMpETaLMANap, Xxopeorpadus,
AHpepceH, lpur.

Aaiiexce3 ywiH: NMopTHoBa TaTbsiHa. XX-XX| Facbipnapaarbl Peceit 6anet TeaTpblHAAFbI
CKAHAMHABUSANBIK, CHOXKETTep (Xopeorpaduanbik HyCKanap MeH caxHanblk MHTepnpeTaumsanap)». Central
Asian Journal of Art Studies, 7.9, N24, 2024, 34-50 6., DOI: 10.47940/cajas.v9i4.952

Asmopnap Kom«azbaHwlH COHFbl HYCKACbIH 0KbIN, MAKY/10a0bl #aHe Myddenep KalilublblFbl HOK
ekeHoieiH Manimoelioi.
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Aiicyny Tanu', Buoburyas Hycumxkanosa?

12Kasaxckas HauloHasbHast akajaeMusi xopeorpaduu (Acrana, Kazaxcran)

AnHoTauus. CerofHs KynbTypa NpeacTaBaseTcs Kak CIOXKHbIN XXMBOM OpraHu3M, CUHTE3UPYHOLLMIA
3N1IEMEHTbI Pa3NIMYHBIX XYA0XXECTBEHHbIX HarnpaBneHuit: jazz-folk, Heoknaccmka, aneKTpoHHas My3blka U
T.0. B XXI| Beke B KazaxcraHe nponcxoaut TpaHCGOpMaLms My3bikabHOTO CONMPOBOXAEHMS 6aneTHbIX
CMEKTAKNEN U UX CHXKETHBIX OCHOB. EC/IM paHee My3bika AN1s CreKTak/ieln co3aaBanach KOMMO3UMTOpamu,
TO CeroaHsa HabnaaeTcs KOMMUASTUBHBIN XapaKTep, KOraa Xopeorpadbl CaMOCTOSTENbHO BblOMpatoT
3BYKOBOE COMPOBOXAEHME CBOENM MOCTAHOBKM, OCHOBbIBASICb HA JIMYHBIX NpeanoyTeHusx. Kpome Toro,
3HauYUTENbHbIE M3MEHEHMS 3aTParMBaloT M CLLeHorpaduio.

Llenb cTatbu — nccnenoBaHUe 3BOMOLMMU Ka3axckoro 6aneta B KOHTEKCTE COBPEMEHHbIX KY/IbTYPHbIX
W3MEHEHMIA, C aKLLEHTOM Ha afibTEPHATUBHOE NMpoYTEHME MUDOOTMYECKMX 06Pa30B, UX BK/IOYEHUE B
COBpEMEHHBIN KOHTEKCT. [laHHas paboTa SBnseTcs NpoAo/IKeHUMEM nccnenoBaHuin Jliogmunbl XXyinkoBow,
Anumbl MongaxmeTtoBoi, AHBapbl CafibikOBOM, MOCBSALEHHbIX U3y4YEeHUI0 NPETBOPEeHMS MUMONOrMYECKNX
06pa3oB B TaHLe M BaneTHbIX CNEeKTAKAAX, B YaCTHOCTH. B npouecce paboTbl Haf MccnesoBaHMeM Hbiin
NPUMEHEHbI UCTOPUYECKUIA, KYJIbTYPHO-PETPOCNEKTUBHbINM METOAbI, a8 TAKXKE METOA CPAaBHUTENIbHOIO
aHanu3a u Metog MMbopecTaBpaLmm.

B pe3synbrate nccnenoBaHus 6buiv 060CHOBaHbI KtOUYEBble AaCNeKTbl U3MEHEHWU 6aneTHoro
CNeKTaks, NoKa3aHo BAMsSHME MUbONOrMYecknx 06pa3oB Ha TBopyecTBO AHBapbl CafblkOBOM U
COBPEMEHHbIM Ka3axckui banet. PaccMoTpeHo, KaknuM 06pa3oM 3T 06pa3bl 060raLlakoT Ka3axckui
6anert, fenas ero He To/IbKO CPEACTBOM XYA0XECTBEHHOIO CaMOBbLIPAXKEHMS, HO U BaXKHOM YaCTbio
KY/JIbTYPHOIO AManora Mexay npoLuibiM U HAacToAWMM. PaboTa 3HauMTeNbHO pacLUMpUT NPeaCcTaBIeHUs
MeX[yHapOo4HOro COObLLECTBA O Ka3aXCKOM baneTe, NpeaoCcTaBUT YHUKA/bHbINM B3M1S4, HA SBOTHOLMIO
Ka3axckoro 6aneta Kak Ky/lbTypHOro peHOMeHa, KOTOpbIl coYeTaeT B cebe TPafMLMOHHbIE Ka3aXCKUe
MOTWBbI U COBPEMEHHbIE XYA0XECTBEHHbIE HanpaBieHus. OHa AEeMOHCTPUPYET, Kak 6aneTHoe UCKYCCTBO
KasaxcraHa coxpaHsieT cBOK caMOBbITHOCTb B 310Xy rnobanu3saumu.
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BBepeHue

a3axCKui OaJieT — YHUKAJbHOE ABJICHHE
KB mupe nckycersa. On cchopmupoBasicst
HA OCHOBE MHOTOBEKOBOH KYyJIbTYPHOMU
TPagULMH, COXPAHUBLLIEH B ceOe OOraTcTBO
Ka3axcKoro smnoca, O6bita 0 00bluaeB Hapoja.
3a nepuojL CBOEro CyllecTBOBAHHUS ITOT
BHJI HCKYCCTBa MpeTepries MHOXKECTBO
M3MEHEeHHUH, 0TpaKasi SBOJIIOLHIO He TOJIBKO
B My3bIKe, HO U B COJIepKaHUU — JIHOPETTO,
clieHorpaduu, TaHile U T.J.

YCJIOBHO MOKHO BbIJIEJIUTh HECKOJIBKO
3TanoB (hoOpMUPOBaAHHUS Kazaxckoro Haserta,
nepBbii U3 KOTopblX — 1930-€ rosbl —
CBsi3aH ¢ 3apox/eHrem B Kazaxcrane
AKAIEMHUYECKOHN MY3bIKAJIbHOH KYJIbTYPbI
NUCbMEHHON Tpamuiuu. [lepBeHCTBO B 3TOM
HarnpaBJeHUU UCTOPUUECKH TIPHHAIVIEHKHUT
Bacuio BennkanoBy. MIMeHHo ero nepy
NPUHAIJICKUT NTEePBbIH Ka3aXCTAaHCKHUH
6aner «Kankaman Mambip» (1939).

Caenytoumit atan — 1950-1970-e
rojibl — BaxKHasi Bexa B pa3BUTHH OaJjieTa
B Kazaxcrane. Dtot srarn cBsizaH ¢
CO3/IaHUEeM BeJIMKOJIENHbIX 0a/1€TOB, B
KOTOPBIX 02KMBAJIH [T€PCOHANKH U CIOKETHI,
MoYepIHyThle U3 HAPOJHON KYJIbTYpbl. DTH
HaJsieTbl He TOJIbKO NepeaBaJji KyJabTypHOe
HacJsie/ine, HO M CO3/aBaJ/i YHUKAJIbHYIO
ICTETHKY, 00BEUHSIOLLYIO CLIeHHYeCKoe
MCKYCCTBO C TPAJMLIUSIMU Ka3aXCKOro
Hapona — «Kamb6ap u Hasbim» Bacusns
Besnkanosa (1950), «Opreke» (1957)

u «JlocThik koabiMen>» (1958) Hypruch
Tanennuena, «Jlerenma o 6e/10M NTHLE »

u «Xupocuma» ['agusnl JKybaHoBoi
(1965), «Hun-Tomyp» Kynyca
KyxxambsipoBa (1967) u ip. menno B

HUX CPOPMHUPOBAMCH KOMITO3ULIMOHHbIE
MPUHIMIBI K XOpeorpaduyeckas crelugpurka
Kazaxckoro OaJjera.

Aran BTOpoil nosoBuubl 1970-

1990-X roj10B B UCTOPUH CTAHOBJIEHHS
HalKOHa/bHOrO OaJjieTa cTas CBoero

pojia nepexoHbIM. B 310 Bpems
TIPOUCXOJIUT MOCTENEHHbIH OTXO OT
CTPOTOCTH KJIACCHUECKUX GaJleTHbIX
(opM, UTO MPOSIBAISIETCS B UCMOJIb30BAHHUH
6oJiee ananTHPOBAHHBIX CIOKETOB

M CTHJIMCTHYECKUX SKCTTePHUMEHTOB.
JIMGpeTTO HAUMHAIOT BKJIOUATH J1€MEHThI
COBPEMEHHOT0 TeaTpa, paclupsisi Mpeesibl
ABTOPCKUX MHTEpIpeTaluil i OCBauBast
HOBbIE (DOPMbI CAMOBBIpaXKeHHS1. DTO OB
TIepHO/I TIOMCKA HOBOTO sI3bIKa HCKYCCTBA,
YTO OTPA3UJIOCh B COJIEPKAHUH U BHJIE
Kazaxckoro 6ajera. DTo MepuoJ Co3naHus
TaKUX OPUTHHAJbHBIX TPOU3BENEHHH, KaK
«Kaparos» ["azusbl JKy6anosoii, (1987),
«Akcak-Kynan» Anmaca CepkebaeBa.

C nauvana 2000-x ronoB (coBpeMeHHbIH
3Tan ) HabJIIoAaeTCs 3aMeTHast
TpaHchopMalyst OCHOB JUOPETTO
Kasaxckoro Oaseta. HoBble noaxosbl
MPOCJIeKUBAIOTCS HE TOJILKO B My3bIKe,
HO W B coflepaKaTesibHOU chepe Haseta —
JMOPETTO, B KOTOPBIX MPOCJIEKUBAETCS



TeHzleHIus K o6Jierdenuio. Tak, Hanpumep,
€CJIM Ha HavyaJlbHbIX 3Tanax CTaHOBJEHHS
Kazaxckoro 6ajieta OCHOBY JMOPETTO
COCTABJISAIN SMUYECKHE CKA3aHUS U JIeTeH]Ibl
(«Kankaman u Mawmbip», «Kambap u
Hasbim» Bacususa Bennkanosa, «Ilecus
o Kbiz-)Kubek», «Koabi-Kopneur u basin-
Cyay» EBrennsi Bpycunosckoro, «Akcak
Kysnan» Anmaca CepkeGaeBa u Jp.),
CeroJiHsl BCe sipue Ha cleHax 6ajleTHbIX
TEaTPOB 02KUBAIOT MU(OJIOTHIECKHE
00pasbl U CIOKETbI, YTO CBU/ICTE/ILCTBYET
0 CTpPeMJIEHUH HHTETPUPOBATh KaK
TPaJMLIMOHHbIE, TAK U COBPEMEHHbIE
3JIEMEHTBI B €JIMHYIO XYJI02KECTBEHHYIO
cuctemy. HoBble moixo/pl He TOJIBKO
YIPOLLAIOT COAEPKAHUE, HO U JIC/IAI0T

ero 6oJiee IOCTYMHBIM M aKTyaJbHBIM 1151
3pureJisi. Xopeorpadbl U KOMIO3UTOPbI
CTPEMSTCS CO3/aTh YKUBYIO M IHHAMHUYHYIO
MHTeprpeTalnio Kazaxcrana B KoHtekcere
COBPEMEHHOI0 MMPOBOIO HCKYCCTBA,
COXpaHsisi IPH 3TOM CBSI3H C KOPHAMH H
KYJIbTYPHOH MIEHTHYHOCTBIO HApO/A.

Tem cambIM 3BOJTIOLMOHHbBIE TPOLIECCHI,
MPOUCXOISILIME B Ka3aXCKoM HaJieTe,
OTpaXkatoT He TOJIbKO U3MEHEHHs B
XyJ107K€CTBEHHOM BOCIPUSATHH, HO U GoJiee
LLIMPOKHE COLMA/IbHbIE U KYJIbTypHble
n3mMeHeHusi. CeroHs Kazaxckuh 6aer
MPOJIOJIZKAeT Pa3BUBATLCS, COXPAHSS yX
TPAJMIHI, HO OCTaBasiCh OTKPHITHIM K
HOBBIM HJIeSIM U BESTHUSIM. DTO CO3/1aeT
YHHUKaJIbHYIO CHHEPIHI0, KOTOpasi O3BOJISIeT
ucKyccTBy Gasieta B Kagzaxcrane octaBaThes
aKTyaJlbHbIM H BOCTPeGOBaHHbIM.

MeToabl

MarepuaJsiom JaHHOTO HCCJIeI0BAHUST
TOCJTY?KUJIH JIBE TOCTAHOBKH H3BECTHOTO
xopeorpada AuBapbl CanpikoBoit — «Typan
Jajia — KblpaH J1ana» u «Kearoparbl
TypaJibl aHbI3». BeIGOp 3THX MPOU3BEIEHHI
0GYCJIOBJIEH HX 3HAUMMOCTBIO /1Sl PA3BUTHSI
KazaxcKoro 6asieTa i yHHKaJbHOCThIO
MPeJICTABIEHHBIX B HUX XOpeorpaduiyecKux
pelleHuH.

Anpapa CanpikoBa — xopeorpad-
MIOCTAHOBILMK, aBTOP CBbILIE COPOKa
Xopeorpaguueckux MUHHATIOP B CTHJIE
HeoKasaxcKol xopeorpaduu, BOLIEIIINX
B yUeOHBII U CIIeHHYECKHUH perepTyap
BeJlyLLIUX LEHTPOB Xopeorpaduueckoro
MCKyCcCTBa. DTO — AJIMaTHHCKOE
Xopeorpaguueckoe yYuuLlLe HMEeHH
Anekcanyipa CeseaneBa, ['ocynapcTBeHHbIH
akajemMuueckuil Teatp tatua PecnyGanku
Kasaxcran, Kazaxckas HalmoHasbHas
akajieMusi UckycceTB uMeHu Temupbeka
JKyprenosa, Kazaxckas nauponanbHas
akajemust xopeorpaduu, reatpbl «AcraHa
Baner» u «Acrana Onepa», TeaTpbl ipambl
nmenn Myxrapa Ays3oBa, TeaTp «ActaHa
Miosuks» u Jp.

Bbi6op MeTo10B HccieloBaHus B JaHHON
paboTe 000CHOBAH HEOOXOIUMOCTbIO
MOJIy4HTb KOMILJIEKCHOE Mpe/ICTaBIeHHe
1 TIOHUMaHKHe TBOPUECKOTO HACIe/HS
AnBapbl CaibIkoBOH, €0 3HAYeHHs /17151
Ka3axcTaHcKoro 0aJsieta u BJMSIHUS Ha
COBpEMEHHYI0 XOpeorpauio B LLEJOM.
Meropnonorudeckasi 6a3a mo3BoJsieT
YeTKO KOHKPETH3HPOBATH KaK/bli
aCreKT MCC/IeI0BAHUS U IaeT ILIMPOKHE
BO3MOXKHOCTH JIJI51 aHAJIH3a HOBBIX
TEHJICHLIMH U MOJIXO/I0B B Ka3aXCKOM
Teatpe TaHua. Tak, B nnpotiecce paboThl
Hajl uccieloBaHueM OblIH TPUMEHEHbI
CJIeJIyIoLIIHe METO/IbI:

- UICTOPUYECKUHA METOJl, KOTOPbII
MO3BOJIUJI TPOCENUTD IBOJIOLHUIO
Ka3axcKoro 6aJjieta oT ero 3apoxKiaeHHs1
J10 coBpeMeHHOCTH. C MOMOlIIbIO
MCTOPUUECKOT0 aHa/13a OblIH BblieJIe€Hb
KJIIOUEBbIE STaAlbl PA3BUTHS, BbISIBJICHBI
3HAUMMble BJIUSHUS U H3MEHEHHUs] B
MoJXo/ax K TUOPETTO U Xopeorpaduu.
JIaHHbIH MeTO/L TOMOT IPOAHAJIH3HPOBATh,
Kak noctanoBku Anapbl CajibikoBO#
COOTHOCSATCSI C MPEbIIYLIUMH TPAJHIHSIMH
M CTHJISIMH, @ TaKKe BbISIBUTb 0COOEHHOCTH,
KOTOpPbI€ OTJIMYAIOT €€ PaboThl OT
MOCTaHOBOK 00Jiee paHHUX MPOU3BEIEHHH;

- KYJIbTYPHO- PETPOCIeKTUBHBIN
METOJ1, HCT0JIb30BAHHE KOTOPOTO 1aJ10
BO3MOXKHOCTb PACCMOTPETh 0COOEHHOCTH
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KyJIbTYPHOTO KOHTEKCTa, B KOTOPOM
CO3/1aBaJIUCh UCCIIeTyeMble TPOU3BEIEHHUS.
OH 1o3BoJIU TJyGKe MOHSTh, KaK
KyJIbTYPHBIE, COLIMaIbHbIE H HCTOPHUYECKHE
(hakTophl BJAUSIOT Ha cojleprKatue U popmy
BbIpakeHust B 6ajierTe. DTOT METOJL TAKXKE
MOMOT BBLISIBUTB BJIUSIHHE Ka3aXCKUX
TpaJULIMI U 0OblYaeB Ha COBPEMEHHbIE
xopeorpaduueckue MUHHATIOPBI, CO3/IaHHbIE
Augapoiit CalblKoBOI;

- METOJl CPAaBHUTEJILHOTO aHAJIU3a
ObLJ1 UCI0JIb30BAH JI/Is1 COMOCTABJIEHHUS
JIBYX H3y4aeMbIX TTOCTAHOBOK H JIPYTHX
3HAYMMBbIX [TPOU3BEJICHUH Ka3aXCKOTO
faJieta. DTOT MOJXO/L [TO3BOJIHJ OCBETUTD
CXOJICTBA U Pa3JIHUHs MEXKy pa3/JTHYHBIMA
XopeorpapuuecKUMH pelleHUsIMH,
0COOEHHO B KOHTEKCTE UX JIMOPETTO U
My3bIKaJibHOTO ohopmienust. OH nan
BO3MOXKHOCTb BbIJICJIUTh YHHKAJbHbIE
ocobeHHocTH paGoT CajlbIKoBOH, a TaKKe
MPOCJEUTh TEHACHLIUU B Pa3BUTHH
Kazaxckoro 6aJsieta, BKJo4as nepexoj oT
3MUYECKUX CKa3aHUH K 6oJiee 00J1erdéHHbIM
(hopmMam MoBeCTBOBAHMUS;

- MeTOJL MUpopecTaBpalliu, KOTOPbIi
nomoraer rjy6:ke npoaHaJu3upoBaTh TEKCT
JMOPETTO U BHISIBUTh €r0 MU(DOJOrHIecKre
MOTHBBI. B 3TOM KoHTeKCTe aHau3upyeTcst
B3aUMOJIEHCTBHE CUMBOJIOB H 06Pa30B
0aJsieTa, a TakxKe MX OTpaXkKeHHe B
TaHIleBaJIbHBIX JIBUAKEHHSX U XOPeOTpadHH.

Ovckyccuqa

[Ipembepa nepsoro Ganera AHBapbl
CanpikoBoii «Typan jana — Kelpat

nana» cocrosiyiack B 2017 rojy Ha clieHe
AnmaTnHCcKoro Xxopeorpaguueckoro
yunsmiia umenn Asnekcanzpa CenesneBna
B ropojie Anmatbl. MiHTepeceH xaHp
6asieta, 0003HAYEHHbIH CAMUMH aBTOPaAMH
KaK «3THO-6aJsleT B HeOKa3axCKon
xopeorpaduu».

Heokasaxckasi xopeorpadus — HOBoe
HarpasJieHHE B Ka3aXCTAHCKOMH KyJIbType.
MccnenoBaresn kazaxckoro TaHua
CepaJbl Tney6aes, Aiiryab Kynab6ekosa u
bamxkan Taey6aeBa cunTaroT, 4To «:KaHp

«HeoKazaxckasi xopeorpausi» moJydns
CBOE pa3BUTHE B pesyJibTaTe MOMCKOB
MOCTAHOBIIIMKOB M OMPEIEsIHIICS B KaueCTBe
MHTEPTPETAlIHOHHOTO HaMpaBJIeHUS
HapOJIHOrO TaHLA B TBOpUYECTBE xopeorpada
Angapbl CazibikoBoit» (Taey6aes Cepadbl,
Kynb6ekosa Aiirynb TaeybaeBa bamkan
Tpamnuuonnas o6psioBas KyJabTypa
Ka3axoB Kak (hU0codHUs ¥ CYLIHOCTD
TBOpYECTBA COBPEMEHHBIX XOpeorpacgos).
Cawma e Anapa CajibikoBa B OJTHOM U3
CBOMX MHTEPBbIO OMpeJIesieT ero Kak:
«BWJL TaH11a, KOTOPbIH OMUPAETCS HA OTIBIT
KJ1aCCUYeCKOr0, HaPOJIHO - CLIEHHYECKOro
TaHua u rayoodanine Tpajauidm
TaHlEeBaJJbHOH KyJbTypbl Kazaxcrana»
(ITouemy Kazaliek Besjie y3HAIOT 1O
pykam?). HyxkHO oTMeTHTB, 4TO X0peorpad
YCMEIHO MPojlo/KaeT paboTaTh B IJaHHOM
HarnpaBJIeHUH, BBIBOJS KaXK/Iyl0 HOBYIO
TaHLeBaJbHYIO TTOCTAHOBKY K HEOKHIAHHBIM
pelleHUsIM TPAIUIIMOHHBIX TeM, YTJTyOI€HUIO
JICKCHKH TaHLla, MaKCUMaJIbHOMY
MCIMOJIb30BAHUIO HHAMBUya/IbHbIX JaHHBIX
apTHCTOB.

O6patumcst K 6anety « Typan nana
— KblpaH gana»'. Jlubperro 6anera
HarMcaHo U3BECTHBIM Ka3aXxCTaHCKUM
xopeorpagom-rnocraHoBLIHKOM Jlamupom
YpasbiMOeToBbIM. B camom siubpeTTo
aBTOpPaMH yKa3aHo, 4To 6aJeT co3aaH Mo
MOTHBaM Ka3axCKux MHGpoB. Mysbika K
CMEKTAKJ/II0 KOMIUJISTUBHA 110 CBOEMY
Xapakrepy ¥ CoTKaHa u3 KioeB Mykes,
npoussenenuit Hyprucel Tnennuena,
AkrtoTbl PaiibIMKyJIOBOI K aBTOPCKO#M
MY3bIKH 3THO-(oJsibK Tpynmbl « Typan».

B pacKkpbITHH HCTOPHH CO31aHUS
6anera «TypaH nana — KblpaH jgana»
HEBOJIbHO HaTpalIUBaeTCsl aHAJIOTHsT
M3 HCTOPHH OaJsieTa, CBOMMH KOPHSIMU
YXOJsLLeH B €BPONEHCKOe HCKYCCTBO.
Heo6xommo oTMETHTD, UTO B OCHOBE
NepBOro B MMPOBOH HCTOPUM OaJieTa

'B in6perTo nepeBoj Ha3gBaHus GaJseTa 1aeTcst
B 6oJiee 00001ILEHHOM CMbICIe — 3eMJIs
Kaszaxckas.



Jiexkan ipeBHerpedeckuit mug «Kedan u
[Ipokpuc». ABTopom aannoro 6asera Obl
(paniysckuit komnosutop Anipe ['petpu
(1741-1813). [Ipembepa 6anera «Kedan
u [Ipokpuc» cocrosiiach B 1773 roay Ha
cuene KoposieBckoit onepsl B Bepcadie.
[To3:xke repont aHTHYHBIX MU(DOB ellle He pa3
OKUBAJIM Ha OaJIeTHOH CLieHe.

«Ha nanere XIX crosietusi no ciayuaio
BEJIMKOKHSIXKECKOH CBa/IbObI B IOMe
PomanoBbix [lTeTuna nocraBus u3bicKaHHbIH
juBeptrcMeHT « I Ipobyxnenne Ouopbi»,

B 30-e roapl npotioro Beka Baranosa st
CBOEH pelakUMu «DcMepaJib/ibl» COYHHUIA
BUPTYyO3HOe na-je-ae /luanbl u AkteoHa,
elBa JIM He cpasy CTaBlliee MOMyJsipHbIM
KOHILEPTHBIM HOMEPOM, a HECKOJIbLKO
necsitusietut cryersi @penepuk Aniton
npeacTaBus Ha cy myOaukd « CUJIbBUIO»,
3HAMEHUTYIO TPyAHEH el BapUaluen -
NMULIMKATO 3arJiaBHON repouHu» (Mud o
OECKOHEUHOCTH ).

[IpuBesieHHBIE TPUMEPDI MTOATBEPKAAIOT
napaJiiesii Mexkiy pasBuTieM 6aneTHOro
uckycerBa EBponbl n Kaszaxcrana. B sto#
CBsI3H oOpallleHne K MU(OJIOrHIeCcKUM
ob6pazam, KOTOpbIMU Horata Kasaxckas
KyJIbTypa BUIUTCS] OPraHUYHbBIM SIBJIEHHEM
B CBETE PA3BUTHSI MHPOBOro GasleTHOrO
MCKYCCTBA.

Ecam akiieHTHpOBaTh Hallle BHUMaHHe Ha
HalMOHAJIbHBIX OajieTax, B OCHOBE KOTOPbIX
3aJ103KeH TOT WJIM MHOH MU WJIH JIeTeH a,
TO CJIETYeT OTMETHTD, YTO MX HEOOJIbIIOE
KOJIMUECTBO. DTO OaseT «Ke3TblpHaK»
b.AkouieBoit 1 A.MykaTaii, noctaBJ/eHHbIH
B 1999 rony. HesakonueHnHnsiit 6asnet
O.XpomoBo# «Menesi» o MOTHBaM
MHUpuueckoil Tparenn Espununa. A takke
He octaBeHHbIH GaseT C.AGnnuHypoBa
«Mudbl Kok6opu». [Tocaennsis
npembepa teatpa «Acrana baser» —
6anet Kapunbl AGnynannon «OT Kbi3»,
cocrosiBluasicst 6-7 okrsiopst 2023 roaa,
TaKXKe MOXKHO MPUUYUCIUTD K OajieTam
Ha MH(OJOTHIECKUH CIOXKET, B KOTOPOM
rJIaBHbIN repoil — cTpesiok Mepren —
pellnB 10Ka3aTh CBOIO 100J1€CTh, CTPeJIsieT
B CoJIHIIE, U TEM CAMBIM MOTPYKAET

MHP U BCE 2KMBOE BO ThbMY H XOJIO]L.
«Mudosiornueckne CloXKeThbl, MOTHBHI,
00pasbl, CO3HATEJILHO UCMOJb3yeMble MPH
CO3/IaHUH Xy07KeCTBEHHBIX TPOU3BEIEHUH,
OTHOCSIT K HEOMH(OJIOrHYECKOH TeHEHIINH,
WM HEOMU(OJIOTU3MY>» CUUTaeT DJbMHpPa
JKanbic6ekona (PKanbicO6ekoBa dabMupa
Mudosornueckre o6pasbl H MOTHBbI B
COBpPEMEeHHOH Ka3axcTaHCKoH npoae, ¢.28).
Uccnenosarens Osecs CtpoeBa cumraer,
4TO «sIBJIeHHEe HeoMUoJoruzaun XX
BeKa, B €PBYIO OUePe/ib, HEMOCPEICTBEHHO
CB$I3aHO C 9CTETHKOH aBaHrapa, 4to
1nojipadyMeBaeT HUMHJIUCTHUECKYIO
YCTaHOBKY Ha paspylleHue Tpajuiu»
(Crpoesa Ousecss Heomucposioruueckue
TEHJIEHIIUH B BU3YaJIbHOM KYJIbType
XX—XXI Bekos, ¢.26). Takum o6pasom,
HEOMHU(OJIOTH3M MOKHO HAa3bIBAaTh 3BE€HOM
B 6ECKOHEUHOM MpoLecce 3BOJIOLHH
yesioBeueCcTBa U TeM GoJiee UCKYCCTBa.
COOTBETCTBEHHO, KyJIbTYpHAst 310Xa,
BbI3bIBAIOLIAS K )KH3HH MU(OJIOTHUECKHE
00pasbl, MOTUBbI U CIOXKETbI, BCeria
CBsI3aHa C MPOLLECCOM BO3BPALLIEHHUS K
MCTOKAM, K TaDMOHHU3ALIMH KU3HH.
['naBuble Mudosoruueckue o6pasbl
6aseta AuBapnl CanbikoBoit « Typan nasa
KbIpaH Jlajia» — 3TO MPapOAUTEsH 3eMJIH
Tenrpu u Ymail. «¥Ymaii obpaTu/ia CBOUX
Jodepei B nebener, 4ToObl OHU HECTH
106pO JIIOJSM — W OHM T0JIeTesIH Hajl
MHPOM — TpereTHble U 0UapOBaTe/bHbIe
[Truuer JTo6Bu>» (JInb6perro 3THO-
6anera A.CanpikoBoii « Typan nana -
KbIpaH jiaja» ). OueBHJHO, YTO B JAHHOM
cylydae aBTop JUOPETTO HCITOJIb30Ba
METO/l aHaJIN3a XY[L0KECTBEHHOTO UJIH
(hOJILKJIOPHOTO TEKCTA, TaK Ha3biBaeMast
mugopecraBpatus. K cioBy, nanHbli
TEPMHUH BriepBble Obl BBEJIEH POCCHHCKUM
yuenbiM Cepreem TesierntbiM B KOHLE
XX Beka («Punocodust muda: BBeeHHE
B MeTo MUbopecTaBpatuu» ). [1o
onpeJeJIeHHI0 YUeHOTro «MU(opecTaBpalius
— 9TO METOJl aHa/IM3a Xy/102KeCTBEHHOTO
TeKCTa, BKJIOYAlOUINH B ce6sl BbIsIBIEHHE
B TEKCTe 3/J1eMeHTOB MU(OCO3HAHHS,
ornpeiesieHHbIE IEHCTBUS 3aKOHOB
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MH(OTBOPUYECTBA, YCTAHOBJIEHHE

cTeneHn MU(OJOTHUHOCTH TEKCTa,
aHaJsi3a MU(MOMOTHBOB U MOCJIEIYIOLLYIO
UHTeprpeTainio Mudoctoxkera» (Tenerun
Cepreii. @unocodusi muda. Benenue B
MeToJ MUopecTaBpallu ).

B uentpe nubpetTo H6anera — KeHCKOe
60xkecTBO YMail. boruns Ymai 3annumaet
B TIOPKCKOM KyJIbTYpe LleHTpaJbHOE MECTO.
CHUMBOJI NJIOIOPOIUS TIOPKCKUX HAPOJIOB,

X03s11Ka rop, MOKPOBUTEJbHULA MJIaJICHLIEB,

POKEHHIL, IMKHX 3BEPeil, OXOTHUKOB,
nouutaemas iamanamu Ha Anrae. Tropku
Has3bIBaIM YMali 1o-pasHomy: Omai,
blmaii, Maii — auna, [1ait ke, Harturai,

[lamany B taHHOM GasieTe OTBOAUTCS
pOJIb ¥ CacHuTeJ1s 0€31eTHOHU Napbl, U
npopuuaTesisi, KOTOPbI 1acT NMpaBUIIbHOE
HarpaBJeHHe B XKU3HHU IVIABHOMY Tepoio
Oasieta — toHolue. [1aBHbII repoi
Hasieta Xopeorpada-rnocrTaHoBILMKA
Jamupa YpasbimberoBa « CTpaHCTBUS
Kopxkbita» — KopkbiT. «B kazaxckom
HaponHoM npeganun KopkbiT — mwamas
(6aKchl), LeJUTeNb Iy, TOCPETHNUK
MEKILy JIIOJIbMH U TyXaMH MPeIKOB
(apyaxamu), HacessiiolMU Bepxuuii
mMup. OH — HOCHUTEJIb CYLIHOCTHBIX
IIeHHOCTEH TEHTPUAHCKOTO MUPOBUICHHUS,
COCTABJISIIOLLETO BAXKHYIO YaCTh

Yo6ai, Canrait, Otioken, Hauuraii-sxe,
AryreH, dtyren-sxe, Mpora, Mrora, Yay
rak uHe. YMai oJIMIEeTBOPSIIACH C XKEHCKUM

TPaIMLUMOHHON Ky/bTypbl Besuko# Crenn»
(VKyiikoBa Jlronmusia bajieTHBIN crieKTak/Ib
Jamupa YpasbimbertoBa « CTpaHCcTBHSI
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HavaJioM, UpeBOM MaTepu, MaTKOH 1
OTPE3aHHON MyTIOBHHOH.

OTtkpbiBatoT 6ajet hUrypbl-
NeTpOrngbl, 02KUBAIOLLIME O] 3ByYaHHe
ylapHoro uHcTpymeHTa. «Iletporaudbl
— 3T0 NaMsITh BEKOB, 3areyar/ieHHas Ha
kamusx» (CaapikoBa 6). CTOUT OTMETHTD,
4TO B aBTOPCKOM Oaraxke AHBaphbl
CanblKoBO# UMeeTcst TaHell Ha My3bIKY
Mykest «Oxupliide nerporaudoi». B
OJTHOM M3 CBOUX MHTEPBBIO Xopeorpad
pacckasasia, 4To BrepBble nobbiBasa
B ypouwiie Tamragnl B 2004 rouy.
BrnoxHoBenue, HaBesiHHOE TIeTpOTIU(aMH
narupyembivmu XIV-XIII Bekamu 110 H.3.,
HaTOJIKHYJI0 Xopeorpada Ha cosnaHue
HECKOJIbKMX BapHAHTOB TaHIa « OKUBILIME
neTporaugbl».

CrosikHoBenue JloO6pa u 3na,
6UHAPHOCTb MUPO3AaHHS MOKa3aHa
xopeorpadom-nocTaHoBUIMKOM O0pbOOH
JIBYX LIAMAaHOB — 6€JIOro U YepHOro.
Takxxe He0OXOIMMO OTMETHTh, UTO 00pas
11aMaHa B COBPEMEHHOM Ka3axCKOM
HasieTe —I0CTATOUHO pacrpocTpaHeHHas!

durypa. B 6anere «30B crenu», npemMbepa

KOTOPOr'o COCTOSIIaCh Ha ClieHe TeaTpa
«Acrana onepa» B 15-16 nekabpsi
2020 roya B mocTaHOBKE 3HAMEHHUTOTO
xopeorpada [latpuka ne bana, [llaman
— 0JIHa U3 KJI0UeBbIX (pUryp Gasera.

KopkbiTa»B KOHTEKCTE iMasora KyJbTyp).
Ecsi roBopuTh 0 X0peorpaduu 6asera
Angapbl Cazibikooit « Typan jana, KblpaH
Jlajzia» B paMKax HacTosIlLIero HCCeL0BaHuUs1
6s1130K 1oaxo Anumbl MosiaxMeToBOH
«O06pasbl hUryp HacKaJbHON KUBOMUCH
6anermeiicrep A.CanpikoBa pacKpbiBaeT
MyTEM BKJIIOUEHHUS CrieliuUIeCcKuX
MOJIO?KEHUH PyK. DTO pa3HOBUIHOCTH
MOJIO2KEHUH KUCTEH PYK, TOJKYIOLIUX O
NMOHUMAHUH HOMAJIAMH TPEXYPOBHEBOTO
MOCTPOEHHS] MHPA — HUXKHETO, CPEJIHETO,
BepxHero» (MoJinaxmetoBa Asnma
Pexxuccepckasi MHTepripeTaliusi Ka3axckoro
TaHla B Xopeorpaduyeckom UCKyCCTBe
Kasaxcrana konua XX — nauasa XXI Beka).
Hcenenoparesib 10BOJBHO IETANIBHO OMUCal
JIBU2KEHHS PYK B TOH ClLIeHe C OAPOOHBIM
TOJIKOBAHHEM KaK[0T0 IBUKEHHUSI.
[TpuBonum ux B Tabauue Huxe (Tabu.1):
Crenyrolasi KapTiHa npejictaBJaeHa
TaHLIEeM YeTblpeX 11aMaHoB,
NPEACTABJ/IAIOLMX COOOH YeThIpe
CTOPOHbI cBeTa. MUCTHYECKHUT XapaKTep
npuaeT 3By4aHne KazaxCKUX HAapPOJIHbIX
MHCTPYMEHTOB KOObI3a M 11aH-KOObI3a.
['oBOpsi 06 MHCTPYMEHTAPHUH KA3aXxCKOro
HapojJa HeOOXOIMMO BbIICJIUTh, YTO
puTyasibl 6aKChl HEPA3PbIBHO CBSI3AHbBI CO
3By4aHHEM HMEHHO 3THX HHCTPYMEHTOB.
[IIamaHbl PU3bLIBAIOT MpapouTesIei



Ta6nuua 1. OnucaHue ABMXKEHUS PYK. TBHFPMaHCKMe TOJIKOBAHUA KaXXA0ro ABUXKEHMS..

LeumeHue llepesod TonkosaHue Anumsl Mondaxmemosol
[IBUXEHWME PACKPbLIBAET LLEHHOCTU TEHTPUAHCKOTO
6ec caycak, naTepHs
BEPOBAHUS — MOK/IOHEHUE MSATU CTUXUSM MPUPOAbI
[BuxKeHWe CUMBONM3UPYET CYXKAEHWUS KOYEBHUKOB O
YKOFapbl-TEMEH BEPX-HU3 o
OGUHAPHOM ONMO3ULUM HUKHEFO U BEPXHEro Mupa
LaplLubl KBagpat [IBUXEHWME HAaNMOMUHAET O YeTbIpEX CTOPOHAX CBETA
CbIANBIK, npenoaHoLeHne [lBuxeHWe onucbiBaeT NoknoHeHne 6ory TeHrpu

3emusit Yma# u Tenrpu. lyst npeacrasieH
B KJIacCHUeCcKol Xopeorpaduu, ¢
COOTBETCTBYIOLLMMH MOIEPIKKAMH, TJIe
rapMOHMYHO BIJIETUCH B TAHELL ABHKEHHS

PYK Ka3axcKoro taHua.

Taxxke B Ganere «Typan nana —
KbIpaH J1a/J1a» Mbl BbI€JIsIEM TIPHEMbI
MeTaopHIecKOro 1 ajlJleropHuecKoro
BbIpayKeHHsl, KOIJ1a 3pUTeJ/Ib UMeeT
BO3MOXKHOCTb «JI0/yMaTh», <OHSThH>»
CMbICJ U 00pa3 caMoCTosITeNbHO. JlaHHbIN
MpUeM, J10BOJIbHO YaCTO BCTpeyaeTcst
He TOJIbKO B 6ajieTe, HO U B HCKYCCTBE

Kaszaxcrana, B LeJioM.

["apmonnyHO B KaHBy GaJieTa
Anapa CajibiKoBa BIljes1a CBO# paHee
npejicTaBaeHHbIl Tanell «Ep Typan».
Kiotio6pasnasi JoMOpoBast KOMIO3HUIIKS
nepeiaeT sHepruyHblid 6er KoHel. B
Xopeorpaduu xKe BTOPST IBHKEHUS
«aTlaobIC», a HA 9KpaHe CIPOCLIUPOBAHbI
ckauku 6atbipoB. Hekas napaJuiesib 1
TPEXMEPHOCTb My3bIKH, XOpeorpaduu
1 BU3yasibHOE oopMJIeHHe JatoT
BO3MOKHOCTb XOpeorpady J0CTUTHYTh
LLeJIOCTHOCTH 3TOH KaPTHHBIL.

B 1esiom, CTOUT OTMETHUTB, YTO
6anet «Typan naja — KblpaH jana»
3TO MEePBOE KPYMHOE MOJOTHO AHBApHI
CaziblkoBOH, KOTOPOE HMEJIO OTPOMHBbIH
ycrex y aputesiedl. DTo OIHOAKTHbIH HaJieT
Npofo/KUTENbHOCTBIO 30 MunyT. 1o
paccMaTpuBaeMoil OCTaHOBKH y AHBapbl

?)KentopaHrbl TypaJibl aHbI3 B EPEBOJIE C
kazaxckoro «Jlerenna o TypaHre».

CanbikoBo# B 6arake nocTaHoBILMKA OblIH
oT/le/IbHble TaHlleBaJIbHbIE HOMEPA.

MHuTtepeceH u TOT (hakT, 4TO TBOpPUECKHE
MOMCKH MO MPETBOPEHUIO MU(OJOTHUECKHUX
CIO’KETOB W 0OpalleHHe K IPEBHUM MJacTaM
MPOTOKA3aXCKOM KyJbTypbl AHBapa
CanbikoBa BeJIeT MOCTOSIHHO, Co3/1aBasi
HOBbI€ ClIeHHUeCKHe MocTaHOBKH. Tak,
B 2020 roay xopeorpad-mnocTaHOBIIMK
NPEICTABUIIA HA CYJL 3PUTEJIS HOBbIH
HaseT «)KenTopaHrbl Typasibl aHbI3» >
[Ipembepa cocTosinachk Ha cleHe HOBOTO
teatpa «Actana banetr» 6-7 Hosi6psi 2020
rozaa. [ Ipojo/KuTeIbHOCTD TOCTaHOBKH 34
MHUHYTbI. JlaHHO€E Npon3BeieHHe MpecTaeT
BTOPBbIM 6a/1€TOM Ha MU(OJOTHUECKH
ctoxket. JIubperro Ganera « KearopaHsbl
TypaJibl aHbI3>» MPUHAJIEKUT NEPy
3acny:keHHoro aesresst Kazaxcrana —
baxnita Kanpbekosa. My3bika K GajieTy no
y2Ke OMUCaHHOMY MofXoy Oblia nogodpaHa
caMUM X0peorpagoM-MoCcTaHOBIIMKOM H3
NPOU3BEIEHHH H3BECTHOIO KA3aXCTAHCKOTO
komnosutopa Kyara [Iunbnebaesa.

JKenropanrbl — 3T0 1epeBo U3
CeMelCTBa TOTOJIMHBIX MOJ1 Ha3BaHUEM
«Typanra». HazBanue nepena Typanra
CO3BYYHO HA3BAHUIO JIPEBHETIOPKCKOTO
rocynapcrsa Typan. «Jlpyroe HazBaHue
3TOro CBslLEeHHOro epeBa YKentypaura,
TO ecTb, TypaHra, npusbiBaoias BeTep.
OHo J1a2ke B THXYIO MOTOJIy TOJBbKO eMy
M3BECTHBIM CI10COOOM KayaeT BETBSIMH U3
CTOPOHBI B CTOPOHY CJIOBHO MPHU3bIBAET
Betep» (Jlerennaproe nepeso Typanra —
nepeBo u3 ctpanbl Typan).

B ocHoBe nubpeTTO GasieTa HCTOPHUsI
0 TOM, KaK JI0OBITYMKH XOTSAT BbIPyOUTh
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TypaHnry B CBOUX KOPBICTHBIX 11€JI5IX, OHAKO
OJIHOMY M3 IOHOLIEH CHUTCS COH, YTO OH
pyOuT IepeBo, a H3-10J1 TONopa Kanaet
yeJsioBeyecKast Kposb. B oOpase nepea
I0HO1LIA BUAUT CTPOHUHbBIN CTaH J€BYLIKH...
[Onotwa 6pocaercsi Ha NOMOLLb, YMOJSIET
J0OBITUMKOB He pyOUTb KOpHU TypaHru, HO
ero yousatot. 3aaymaHHoe 100bITYHKAMU He
yBeHYaeTcsl yerexom, Ha nomolib Typaure
MPUJIETAIOT NTHLLbI, HO...I0HOLLY HE BEPHYTb.
Onnakupaet Typanra cBoero noruoiiero
3aLMTHHKA B IPOTSXKHbBIX M€CHSIX, U TOJBKO
BETPY JIOBEPSIET OHA CBOIO nevalb. Tak B
Hapojie nosipJisiercst Haspanue yKestypanra
— THe3JI0Bbe BeTpa.

O Tom ke nepeBe y nucareJis
BaxniT:kana bekrenosa ectb
(hantacTuueckas nopectb « Cje3bl
Typanru», B KOTOpO# ONMHUCHIBAIOTCS
BpeMeHa BOHHbI Ka3aXoB ¢ KaJIMbIKaMH.

[To ctoxkety nosectu Typanra — 310 umst
rJIaBHOH repOUHH, KOTOpast He MorJia
BbIOPATh MEK]Ly JABYMSI JUKMTHTAMH
Temupom u Kapaxxanom. B cocrsizanusix
moJiofiexku nobeaun Kapaxkas, oH u
»kenusicst Ha Typanre, Ho cepjle ee
ckJ/oHs10ch K Temupy. Typaura, Bblitas
3aMyK, He OlleHHJIa BCEeX IOCTOUHCTB
Kapaxana, otnana csoe cepaue Temupy, u
TOIJIa NPOU30LIJIA TPAre/iusi, B pe3yJibTaTe

KOTOPOH MOTUOJHN BCE TPOE MOJIOIBIX JIFOJEH.

«...3Be3Jlbl MevYasbHO CMOTPEJIH C
HeJI0CcAraeMoi BbICH Ha MPUBOJILHO
pacriacTaHHyto BHH3Y 3eMJII0, OKYTaHHYIO
MpaKoM HouH. FHOor1a HeKoTopble U3 HUX
najajiu UepToukaMu-Ccjae3nHKaMHu, CJI0BHO
camo He6Oo OIJIaKUBAJIO TeX, KTO OblJI TaM,
JAJIEKO-/1aJIeKO BHU3Y, NIOCPEIU CTEIH,
MUPHO JiblLIALLEH aPOMATOM LIBETYLIETO
»kycana. M, kak oTpakenue 3THX 3Be3Jl, Ha
JIUCThSIX TYPAHTOBBIX JIEPEBbEB, PACTYLIUX
TO TYT, TO TaM B OeCKpailHUX NPOCTOpPaXx,
3aropaJjiucb MUPHUa/Ibl MPO3PauHbIX KareJib,
Ha3BaHHbIX B HAPOJie cae3aMu TypaHru»,
— TaKUMH CJOBAMHU 3aBepliaeT aBTOp CBOIO
noBectb «Cjiesnl Typanru». Kak Buaum, u
B 3TOM MPOU3BEJICHUH aBTOP UCIOJIb30BAJ
MOTHUB, TJle aHUMHU3M MU(OJOTHUECKOTO
CO3HAHHUS co3/aeT He3abbiBaeMblid 06pa3
TJ1avylero Jepena.

HHuTepBbio ¢ xopeorpadom-
nocraHoBIIMKOM AuBapbl CanbKOBOH
BBISIBUJIO, UTO MexK]y IMOpeTTO Gajera
«yKentopaHrbl TypaJsibl aHbI3» U MOBECTbIO
baxbiTkana bekrenosa «Ciesbl Typanru»
HeT cBsA3u. CroxkeT OblJl Pe/10KeH
xopeorpady aBropom aubperto. B nannom
cJlydae 3To aBTOPCKUH MU, CO3/1aHHBbIH
Baxbitom Kanp6ekoBbiM Kak cBoero
poja aHaJjor apeBHero Mudga. [Togo6HbIi
pe3yJibTat MpoeKIHH MH(OJOTHUECKOTO
MbILLJIEHHS] HA COBPEMEHHYIO KH3Hb
Ha3bIBaeTCs HEOMHU(OM, OCHOBHOH LIEJbIO
KOTOPOTO siBJIIeTCs 00bICHEHUE HOBOH
kapTuHbl Mupa (ChiznbikGaeB HypaxaH.
Heomudonoruam B iuteparype pybexa
XX-XXI BeKkoB (K moctaHOBKe Mpo6J/ieMbl ).

Ecun 2xke ocTaHOBUTBCSI HA cCAaMOM
o6page TypaHru, HeOOXOIUMO OTMETHUT,
4TO 9TO JIepeBO NpecTaeT Npoobpasom
6a30BOro KOHLIENTa B KAPTHHE MHpa
TIOPKCKUX HAapoa0B — fepeBa bafitepexk.
OHo gBJIsIeTCS LLEHTPOM MHPO3JIaHUs
1 00'be/InHsIeT BCe TPU chepbl ObITHS
M0 BepTHKAJHU. «JlepeBo CyKUT U
OCbl0 MHPA, 1 €ro LIeHTPOM. DTO TOUKa
oTcyeTa KOOPAMHAT, KaK BpEMEHHbIX,

TaK U MPOCTPAHCTBEHHBIX. Y Ka3axoB
BoCNoMHHaHue o MupoBoMm Jiepese,
COEJIUHSIIOLLEM Pa3Hble MUPbI, COXPAHHJIOChH
B apxanueckoM (hoHjie KyJabTypbl — B
MHUdax, GosbKIope, B YACTHOCTH, B
HapoaHbiX ckaszkax» (Kora# 9. Konuenr
«JlepeBo» B KysbType LlenTpasbHoit Asun).
Ha reppuropun Kazaxcrana npouspacraet
LeJIbli PsiJL BUIOB JIePEBbEB, OHAKO

oco60e MeCTO B 3TOM Psijly 3aHUMAET
TOMOJIb (110-Ka3axcKu «Tepek» ). B aToi
cBsi3u o6pas TypaHra kak jiepeBa nojasuia
TOMOJIs1 ObIJ UCTIOJIb30BAH ABTOPAMU He
cnydaitno. B cioBape Kannwi6asi bekraesa
CJIOBO «TepeK» B KAa3aXCKOM sI3blKe UMeeT
caleqyiollde 3HaueHust: iepeBo (obiiee
Ha3BaHHUe ); TOMOJb (BHJL AepeBa); (6anTepek
— nepeH.) onopa, 3aiuTa ( bekraen
Kannbi6ait Bosibliioil kKazaxcKo-pyceKuid,
PYCCKO-Ka3aXCKHH CJI0Baphb).

Takeke Hesb3s1 He BblIENUTL 06pas
JlepeBa B uckyceTBe Kasaxcrana B LiesioM.



B tBopuectBe bBaxnimkana KananbsinoBa
Tepek opylieBsisieTcst U 060KECTBJISIETCSI.
«[Tono6HO UesI0BEKY TOMOJb pacTeT,
MEHSIETCsl, C KayK/bIM FOJIOM CTAHOBHUTCS
Bhile U myjpee» (Koraw 3. Konuent
«JlepeBo» B Kysbtype LlenTpanbHoit Asun).

O06BEKTOM HCC/Ie10BaHUS SIBASIOTCS
MuoJioruyeckrne o6pasbl, BOIJIOLIEHHbIE
B JIByX 3HAUUMbIX TOCTAHOBKAX KA3aXCKOTO
6anera — «TypaH nana — KblpaH
nana» u «KesatopaHrbl Typasibl aHpI3».
ITH MPOU3BEJIEHHUS CTyKAT TPUMEPOM
B3aUMOBJIUSIHUS TPAUIIMOHHOTO
Ka3axCKOro (poJIbKJI0pa 1 COBPEMEHHBIX
XopeorpapuuecKux KOHLEMHUH, OTpaKasi
JIMHAMUKY KYJIbTYPHbBIX H3MEHEHHH,
npoucxonsiuiux B Kazaxcrane B XXI Beke.
AKueHTHpPYeTCSl BHUMAHHe Ha TOM, Kak
MH(OJIOTHYECKHE MOTHBbI U 00pasbl
(hopMHUpyIOT cosiepkatnue 6aJNETOB, BAUSIOT
Ha MX My3blKaJIbHO€ COMPOBOKIEHHE U
BU3yaJsIbHYIO HIEHTHUHOCTb. YUHThIBAS
MIPOYHYIO CBA3b C Ka3aXCKOH KyJIbTYPHOH
WIEHTHIHOCTBIO, B 9THX GaJjieTax
UCC/IelyeTcsl TeMaTHKa, CBsI3aHHast ¢
HallMOHAJILHBIMU MHU(aMH U JIereH1aMH, 9To
NpUAAET NPOU3BEJEHHUM 0COOYI0 MIyOHUHY U
MHOTOCJIOHHOCTb.

[IpaBuJibHOE OCMBIC/IEHHE ITHX
3JIEMEHTOB T03BOJISIET IyG2Ke MOHSTh
MPOLECChl, MPOUCXOASLIHE B KA3aXCKOM
HaJsieTe, M €ro BOJIOLMIO KaK 4aCTH
rJI00AJIbHON KYJbTYPHOH CPEIbI.

PesynbTaThl

[TocranoBka «Typan nana — KblpaH
Jlasia» rpeacTasJsieT co60i OCMbIC/IeHHEe
CKBO3b MPHU3My X0opeorpaduiyecKoi
MHTEepPIIPeTaLH BeJHYHs Ka3aXCKOM
3eMJIM M ee CUMBOJIM3MA, IPOHU3aHHOE
MH(OJIOrHYeCKUMHU 00pas3amH,
OJIMLIETBOPSIIOLLIMMH €IMHCTBO HAapo/ia

C MPUPOJIOH U ero ayxoM. B aTom
NPOU3BECHUHN MU(HUUECKHE CyLLeCTBa U
MCTOPHUECKHE NTePCOHAKH 0XKUBAIOT Ha
clLieHe, co3/iaBast aTmocdepy, B KOTOPOH
TPAMLIMK U COBPEMEHHbIE BESTHHUS
repeceKatoTcst U B3aHMOIOMOMHSIIOT JIPYT

Jpyra.

Bropas nocraHoBka — «)KesaTopaHrbl
TypaJibl aHbI3» — TaKKe Morpyxaet
3puUTeJIs B MUP Ka3axcKUx MUGOB, Hccaeys
TeMbl JIIOOBH, MPEIAHHOCTH U TepoU3Ma.
Hcnosb3oBanue Mugosiornyeckux o6pason
B 3TOM HaJjieTe He TOJIbKO yriyossieT
cojiep>KaHue CreKTaKssl, HO U ClocoOCTByeT
CO3/IaHHI0 YHHKAJIBHON 3CTeTHYECKON
Cpejibl, B KOTOPOH OasieT CTaHOBUTCS
MeJIMYMOM JI/1s1 [iepeiaun KyJbTypHOH
MaMsITH U UICHTUYHOCTH.

O6e nocTaHOBKH MEePEOCMbICAUBAIOT
JIpeBHHUE TPAJULMHU Yepe3 MPU3My
MH(OJIOTHH U Xopeorpaduu, npuaaBas im
HOBYIO »KU3Hb B COBPEMEHHOM KOHTEKCTe.
Taxk, knoueBbiMu 06pazamu « Typan nana —
KbIpaH Ja/1a» siBJSIOTCS:

boocecmeso ¥Ymari — onun us
1IeHTPaJIbHBIX MU OJIOTHYECKHX 00pa30B,
3aHUMAIOLLMH BazKHOE MECTO B TIOPKCKOM
KyJIbType. YMa# oJIMLETBOPSIET KEHCKOe
Havaso, MJaoJ0pojie U MaTepUHCTBO. B
KOHTEKCTE MPOU3Be/IeHUs YMal He TOJIbKO
CUMBOJIM3UPYET KU3Hb U 3aLLUTY, HO H
BBICTyTAeT KaK XpaHUTEJbHULA TPAULIUA
1 KyJbTypbl. B 6anete ee nzobpaxkenue
0co0eHHO aKTya/lbHO, TaK KaK OHa
obpalllaercst K COBpeMeHHOCTH, Nepeianasi
CBOE rocJ1anue 100pa U JitoOBH yepe3 CBOMX
Jlouepeii-yebeneil, KOTOpble CTAHOBATCS
CUMBOJIAMH JIIOOBH, KPACOTbI U HAJIEXKIbI.

Jlebedu — nouepu Ymat,
npeBpatleHHble B jebe/iei, He YTo UHOe,
KaK KOHLEMIUS nmuy A1068u. ITOT
o6pa3, o06J1a/1as1 CKa30YHOK MPUPOJOH,
YKa3bIBAET HA CBSI3b MEKly 3¢ MHBIM
HeGeCHbIM, MeXKly MaTepHaJbHbIM U
JyXoBHbIM. JleGenu, napsiipe Hajl MUPOM,
CUMBOJIM3UPYIOT UUCTOTY U BBICOKHE
CTpeMJICHHS, a TaKXKe MPEJCTaBAI0T COO0H
BO3MOKHOCTb ISl JIIOJEH MoJ1y4aTh 100po 1
6s1arocsioBeHue ot borunu.

[lamanbl — nposiBjeHne
npoTHBOEHCTBUSA — 6opbObI [loGpa
u 31a. besiblit 1 yepHblil L1aMaHbl
OJIMIIETBOPSIIOT OCHOBHbBIE aPXETHIIhI,
roKasblBatollie KOHMJUKT 1 OajlaHC B
MH(OJOTHIECKOM CO3HAHUM — €/IUHCTBO
npotuBonoJsioxkHocter. [laman, kak
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MOCPEJHUK MEXKly MUPaAMU, UMEJ
CHJIbHOE BJIMSIHHE B TPAIMLUMOHHOM
KyJbType. DTH MePCOHAXKHU MOTPYKAIOT
3puTeseil B atMocdepy Mariu U MUCTHKH,
YTO YCHJIMBAET SMOLIMOHAJBHYIO
BbIPA3UTEJbHOCTb.

[TeTpornudbl — HauaJbHBIA J1€MEHT
6asieta. PurypHble neTporyaudbl 0:KMBAOT
MO/ 3BYKH ylapHbIX HHCTPYMEHTOB.
[TeTporsudbl B 5TOM KOHTEKCTE He
TOJIBKO CUMBOJIM3UPYIOT IPEBHOCTD U
HacJ/eane, HO U CJy2KaT CBSA3YIOLIUM
3BEHOM MEXKJly HCTOPHUYECKUM TPOLLJIBIM
1 coBpeMeHHOCTbio. OHHU NPEeCTaBSIOT
c000H MHOTOCJIOMHbIE CUMBOJIBI, KOTOPbIE
XpaHsT B cebe 3HAHUS U TOHUMAaHUSI
JPEeBHUX HapooB. OKHUBJICHHE ITHX
CHMBOJIOB MOUEPKHUBAET UX aKTyaJbHOCTh
JUIS1 KYJIbTYPHOH MIIEHTHUHOCTH.

Tenepu — B Kazaxckoi MUQOJIOTHU
Bor He6a, cumBosiusupytoiiinii BepXxoBHYIO
CUJIy, MYJIPOCTb U 3allUTy. B Gasnete oGpas
TeHrpu c/y>KUT BazKHBIM CBSI3YIOLLUM
3BEHOM MeXKjly HeOOM U 3eMJIEH,
MouePKUBAs BAXKHOCTb MOKJIOHEHHS
MPUPOJIHBIM CHJIAM U KYJIbTYpe MPEIKOB.
On o6pamJisieT BHYTPEeHHUH KOHMITUKT
NepcoHakei, 3acTapJisisi X 00palaThes
K CBOEMY KYJIbTYPHOMY HaCJIeJIuIo B
MOMCKAX OTBETA HA BOTIPOCHI KU3HH.
Tenrpu npezcrap/sieTcsi Kak Myjipbli
MOKPOBUTEJIb, HAaBUPATEJIb 3a MOPSIAKOM U
CMPaBeIMBOCTHIO.

Takxke B 6asieTe NPOCAEKUBAIOTCS
MOTHBbI TIOPKCKOIO MHU(OCO3HAHHS, TAKHE
KaK CTOJIKHOBEHHE CTHXHI, IepeceueHne
MHUPOB, OECKOHEUHOE JIBUKEHHE LKA
YKU3HH U CMePTH. DTH MU OJIOTeMbI
CTAHOBSTCS OCHOBOH U1l HHTEPIIpeTaliu
XopeorpaguuecKix 3J1eMeHTOB U TOMOTaloT
CO3/1aBaTh BU3yaJIbHO MeTahopHUeCKyto
CTPYKTYPY HUCTOPHH.

Elile ofmn acnexT — MHPOYCTPOHCTBO.
Kak ykasbiBaet Asmima MoJiiaxmeToBa,
xopeorpadus 6aneTa BKIOUAET
crienduuecKre ToN0KeHHs PYK, KOTOpble
WTIOCTPUPYIOT TPEXYPOBHEBOE [TOCTPOEHHE
MHpa: HUKHUH, CPEIHUIA M BEPXHUN
YPOBeHb. DTH CUMBOJIbI MTPEACTABJSIOT

COOOH COeIMHEHNA MEKIy 3€MHBIM MHPOM
(/110111 ), MUPOM JIyXOB (1l1aMaHbl ) © MUPOM
6oroB (Ymait). Hepes aBHKeHUS U MO3bI
TaHLOBLIHMKOB OCYLILECTBJISIETCS IyOOoKast
CB$I13b MEKJy BCEM CYLLHMM, UTO YKPEIJIsieT
KyJIbTypHble U MU(OJIOTHYECKHEe KOPHU
cloXKeTa.

[lentpanbhbliii 06pa3 Hasnera
«)KenTopaHrbl TypaJibl aHbI3» — o0Opa3
nepesa Typanra. FMimenHo uepes Hero
nepesalTest e CBS3H MPUPOJIB,
4eJI0OBEUECKUX YYBCTB H B LIEJOM C
COLMOKYJIbTYPHBIM KOHTEKCTOM TIOPKCKOTO
MHUPOBHJIEHHSI.

Hpeso Typaura sBssietcs
OJIMLLETBOPEHHUEM XKHM3HH, KPACOTHI U,
OJIHOBPEMEHHO, yI3BUMOCTH. B Mucosornu
TIOPKCKUX HapoJ0B JlepeBo BbICTynaeT
KaK KyJIbTYPHbIA CUMBOJI, COSAUHSIIOLLIAN
TPU MUPA — BEPXHHUH, CPEAHUH U HUZKHUH.
B stom koHTekcTe TypaHra He npocTo
JIepeBo, a CHMBOJI €IMHCTBA U CBA3U
MOKOJIEHUH, a TAKXKE OTParKeHHEe JyXOBHBIX
1 SMOLMOHAJIbHBIX MePEeKUBAHUT JIIOJIEH.

JlanHblil 00pa3 TakxKe HajleseH
AHUMHUCTHYECKUMH YepTaMu —
4eJI0BEYECKMMH YyBCTBAMH M SMOLIUSIMH.
Typanra «njayer», onsaknsast cBoero
criacurelisi, 1 TakuM o6pasom rnepeaaer
riry6oKyto nedalib 1 ckopOb 00 yTpare.
CosnaBasi napasJesb ¢ 4YeJ0BeUeCKUMH
UyBCTBAMH, B MOCTAHOBKE 060CTpsIeTCst
Tema 3alLUThl IPUPOJIbL.

Bce nepeunciieHHOe 1103BOJISIET
TOBOPHUTB O TOM, UTO MU(OJOTHUECKHEe
o06pa3sbl B HcCielyeMbIX 6aneTax —
3TO MPOEKIIUS TPAAUIIMOHHBIX MU(OB
Ha COBPEMEHHOCTD, Ijle MU(UUecKre
MOTHBbBI TPUMEHSIIOTCS U151 0ObSICHEHUS
COBPEMEHHbIX peaslbHOCTeH U KPU3HCOB.
Tem cambiM, 06pa3sbl ciyKaT He TOJBKO
Xy/107KeCTBEHHBIM BblpazKeHHeM, HO U
MOCJaHHEM O BaXKHOCTH COXPaHEHHSI
KyJIbTYPHOMH NMaMsITH U HIEHTHUHOCTH,
pPa3MbIBAIOT MPAHHUILBI MEZK]LY MPOLLBIM
1 HACTOSILIAM, IPUMeEHsIsT MU K
COBPEMEHHBIM 9KOCOLHAJLHBIM TPOGJIeMaM.

B pesysbraTe uccsenoBanus Oblin
00OCHOBAHBI:

— KJII0YeBble acreKTbl MK3MEeHeHUH



6aJIeTHOTO CITEKTAKJISI - Ha OCHOBE
UCTOPUUECKOTO U KYJIbTYPHO-
PETPOCTIEKTUBHOIO METOJIOB UCCTIE0BAHHUS
CTaJIO OUEBH/IHO, UTO Ka3axCKUi Haser
MepPexXoUT OT TPAULMOHHBIX PopM K Gosiee
COBPEMEHHbBIM, IKJIEKTUUHBIM TTOIX01aM

B MTOCTAaHOBKE. DTO BKJIIOUAET B ceOs1 Kak
UCIOJIb30BaHME HOBBIX TEXHOJIOTHH, TAKHUX
kak 3D-npoekuyn nu LED-3sKkpanbl, Tak u
aJlanTalllio My3blKaJbHOTO COMPOBOXKIEHHUS
K COBPEMEHHBIM »KaHPOBBIM HaMpPaBJIEHHUAM
(Jvkas-hoJiK, HeOKJIacCHKa ). DTH
HU3MeHeHHs1 000CHOBaHbl HEOOXOAUMOCTbIO
NpUBJIeUEHHS BHUMAHUS 3pUTeJIed U
OTPaXKaloT MOUCKH HOBbBIX XY/107KECTBEHHbIX
pellIeHni, KOTOpbIE YUHTBIBAIOT
NOTPeOHOCTH U BKYChl COBPEMEHHOT0
00111eCTBa;

— acreKThl BAUSHUS MU(OJOrHUECKUX
006pa3oB Ha TBOPUECTBO AHBapbI
CanbiKoBOH - ToKasareJib r1y60Kon
CB$I3U MeK/1y KyJIbTYPHBIM HACJ1eIHeM
1 COBPEMEHHBIMHU Xy02KECTBEHHBIMH
npaktukamu. KcnoJsib3oBanue Mudos,
3T0COB U (POJILKJIOPHBIX MOTHBOB He
TOJIbKO 000TallAeT XYy/10:KECTBEHHbIE
MOCTAHOBKH, HO U CO3JIAET MOCT MEXKJLy
MOKOJIEHUSIMU. B Xojie cpaBHUTELHOTO
aHaJsin3a OblJIo 0KasaHo, uTo CajbplkoBa
YMeJIO UHTEPITPETHPYET MU(OJIOrHUECKHE
TeMbl, HATIOJIHSIST KX HOBBIM 3HAUEHHEM
B YCJIOBUSIX COBPEMEHHOCTH. DTO
060CHOBaHHUE MOJYEPKUBAET TOT aKT, UTO
MHUoJIoTHYeCKHe 06pasbl CJy?KaT He TOJIbKO
UCTOUHHKOM BJIOXHOBEHHUS, HO U CPEICTBOM
nepeaauu KyJbTyPHOU HIEHTHUHOCTH,

— poJib MU OJIOTHUECKHX 06PA30B B
KYJIbTYPHOM JIMaJIoTe MeXKITy MPOLLJIbIM
¥ HACTOSIIIAM - MU(OJIOTHUECKHE
00pasbl, UCTOJIb3yeMble B COBPEMEHHOM
Ka3axcKoM OaJjieTe, CTAHOBSITCS] BaXKHOU
4aCThIO KYJbTYPHOTO UaJIOTa, KOTOPbIH
MoMoraet 0Co3HaTh, Kak TPajnluH
BJIMSIIOT HA COBPEMEHHOCTh. B pesysbTate
HcCaeI0BaHus ObIIO OTMEUYeHO, YTO
9T 00pasbl AANTHPYIOTCS K HOBBIM
peaJiusiM, YUUTbIBasi COBPEMEHHbIN
B3IVISI/L HA KyJIbTYpy. DTO 060CHOBaHHE
M03BOJISIET MOHSATh, YTO Ka3axCKUH HaJieT

CTaHOBUTCS TIATPOPMOH /7St 0OCYKIEHUS
BOIPOCOB HIEHTHYHOCTH, COLMAJILHOTO
B3aUMOJEHCTBHUS U KyJIbTYPHOTO
CaMOBBIPaXKEHHUSI.

Mudosoruyeckue JUOPETTO
COBpPEeMEeHHBIX Ka3aXCTaHCKUX OaseToB
MO3BOJISIOT PeasM30BaTh HECKOJBKO
3ajau: xopeorpad-nocTaHOBLIMK
AKTyaJIM3UPyeT Ka3axcKylo TaHleBabHYIO
JIEKCHKY, TIOCKOJIbKY HAl[MOHAJIbHYIO
MH(OJIOTHIO MO?KHO BBIPA3UTh TOJIBKO
yepe3 COOTBETCTBYIOILLYIO MJIACTHKY;
HallMOHaJbHAS MU(OJIOTHS €CTECTBEHHBIM
00pa3oMm MpejrosnaraeT opraHuyHoe
COMPOBOXKIEHHE — HAPOAHYIO My3bIKY
1 ayTeHTHYHOE 3ByUYaHHe My3bIKaJbHbIX
MHCTPYMEHTOB; PEaHUMHPOBATH HCTUHHYIO
npupoy Mucga, He 06paTUBLINCH K
€ro Kojly, LIeHHOCTSIM, HEBO3MOXKHO. B
57Ol cBsi3n AnBapa CaJlbIKoBa B CBOMX
HasieTax Ha MUGOJOTHUECKHH CIOKET
4acTo OTChIJAET 3PUTEIS K 6A30BbIM
THYECKHM MOHATHSIM, MOJHUMAET
npo6JsieMbl Pas3/IMUHOTO XapaKTepa;
HaKoHell, MU(OJOTHIeCKas UCTOPHUS
aKKyMyJIMpyeT BCIO KOMITO3HLMIO GaJjieTa
yepes CIoyKeT, apXeTHIlbl, IMOLIHOHANBHYIO
MPUPOJTY, HAPOIHBIH KOJIOPHT, KOCTIOMBI
u nekopauuu. [Ipencrasnennbie B padore
6aJieTbl CTAHOBATCS SMUYECKH 3HAYUMbIMU
JUISl CBOEH STIOXH U 3aKJIa/IbIBAIOT HOBbIE
TEHJICHLIMH B TeaTpasibHOM UCKYCCTBE
Kasaxcrana.

Llenrocmoe nposederro20
uccaedosarus (8HeCeHHbL BKAAOD
darHol pabomol 8 cCOOMBEMCMBYIOUYIO
obaacmo 3nanull). LleHHocTh
MIPOBEJICHHOTO UCC/IeI0BAHUS BUIMTCS
B KPUTHYECKOM T10JIX0/Ie K HEKOTOPbIM
CIIeHUYECKHM TPOU3BEIEHUSIM
COBPEMEHHOI0 KazaxcTaHcKoro 6aJjera.
CocpenoTaunBasich Ha CofleprKaTeNbHOM
cTopoHe 6aJIeTOB, MOCTABJIEHHBIX
xopeorpadom AuBapoi CabikoBo#,
napaJuieJibHO ObLIY BbIsIBJEHbI 00111e
OTJIMUUTENIbHBIE TPU3HAKH B 11€JI0M
XapakTepHble /151 OC/IeHUX MOCTAHOBOK.
MHorue U3 npu3HakoB HAYUHAIOT
o0peTaTb yCTOHUUBLIN XapakTep 1 yxKe
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(opmupytores B TeHaeHunu. Mrak, B
6anetax « TypaH nana, KelpaH fgajna» u
«)KenTopaHrbl TypaJibl aHbI3» obpallleHue
K MH(DOJIOTHUECKMM 00pa3am ¢ 0fHON
CTOPOHbBI CTPOUT MOCT MEXKIY MPOLLJIBIM

¥ HACTOSILIMM Ka3aXCKOH KyJbTypbl. B
JIAHHOM cJiydae MU TIpeacTaeT B KauecTBe
MPOCTPAHCTBA, B KOTOPOE MOrpyKaeTcst
3puUTeJb C MepBoi MUHYTHI. M, peub uer,
cKopee, He 00 apXanuyHOM MbIIJIEHHH,

a 0 €ro HOBBIX MPoYTeHHUsIX. JInbpeTTo

B Ha3BaHHbIX OaseTax OTHOCUTCS K
Heomuooruzaiyu. C 1pyroif CTOPOHHI,
Ha3BaHHbIE HasieThl UMEIOT OOIILYIO
TEHJICHLIMIO — OTCYTCTBHE y4acTHsI
KOMITO3UTOPA B TBOPUYECKOM Ipollecce.

B nanHOM cjiyyae Mbl UMeeM MpUMepHl,
Korza Ha ce6s CTOJIb BaXKHYIO POJIb

Bknap aBTOpOB:

HepeT cam Xxopeorpad-mocTaHOBIIHK.
B ciienctBre yero Bee npejcTaB/ieHHble
HaJsieTbl XapaKTePU3YIOTCSl HAMU KaK
KoMmnusiTuBHbIe. Ha Jsiniio B coBpemeHHOM
Ka3axcTaHCKoM OaJjieTe HameyaeTcsl
TEHJIeHIIUS 0TX0/1a (PUTYPbI KOMIO3UTOPA HA
3aJIHUH TJIaH, U BbIXO/Ia HA MePeHUH MJaH
xopeorpada-nocraHoBLinKa. B nogo6HbIx
TBOPUYECKHX 9KCIIEPUMEHTAX OYEeBHIHBIM
CTAHOBHUTCS TOT pakKT, uTo GasIeThl He
MMEIOT aBTOPOB, TOI/1a KaK B MUPOBOH
npaxkTuke jo6oe 6ajseTHOE MPOU3BeEJIEHHE,
npexe BCero, WiIeHTUPUIMPYETCs 10
MMEHH KOMITO3UTOpA.

Takum 06pazom, 1aHHOE UCCTe0BaAHHE
BO MHOTOM CITOCOOCTBYET OCO3HAHUIO U
(hOpMHPOBAHHIO AHAJUTHYECKOTO B3IJIsIAA
Ha (PYHKIIMOHHPOBAHUE COBPEMEHHBIX GOpPM
ClleHHUYecKOoro uckycceTBa Kasaxcrana.

A.B. TaHu - bopMmpoBaHME KOHLEMUMKU CTaTbM, pa3paboTka METOA0B UCCIeL0BaHMS,
BbIGOP HAY4HOM NUTEPaTYpbl, aHANIM3 PE3YNbTaTOB UCCIIEL0BaHMS.

B.H. HycunxaHoBa - paboTta ¢ 3apy6exxHbIMU MCTOYHMKAMM, MOUCK LMTaT, cbop, aHanus
1 06006LLEeHMEe MaTepManoB UCCef0BaHNs, 0hOpMIEHHE CTATbM.

ABTOpnapabiH yneci:

A.B. TaHu — Makana TyXbIpbIMAAMaCbIH KANbINTaCTbIpy, 3epTTey AiCTepiH a3ipney,
FbINIbIMKU BaebueTTepai TaHaay, 3epTTey HITUXKENEPiH Tanaay.

B.H. HycunxaHoBa - weTengik aepekke3aepMeH XyMbIC, AaeKkce3aepai isney, 3eptrey
MaTepuanmapbiH Xu1Hay, MakanaHbl pecimaey

Authors’ contribution:

A.B.Tani - formation of the article concept, development of the research
methodology, selection of scientific literature, analysis of research results.

B.N. Nussipzhanova - working with foreign sources, searching for citations, collection,
analysis and generalization of materials of the research, preparing an article for

publication.



MU®ONOTUYECKMUE OBPA3bl B BAJTIETAX XOPEOTPA®A-MOCTAHOBLMKA AHBAPbI CALLbIKOBOW

CnMCoK UCTOYHUKOB:

Gianvittorio-Ungar, Laura. «Narratives in Motion: the Art of Dancing Stories in Antiquity
and Beyond: Report on an Interdisciplinary Symposium with Scholars and Performerss.
Greek and Roman Musical Studies, 8.1, 2015, p. 174-189. DOI: 10.1163/22129758-12341367.

Hedreen, Guy. «Choral Dance in The seus’s Cre tan Advent ure on the Frangois Vase:
Hesperia». The Journal of the American School of Classical Studies at Athens, Vol. 80, No. 3,
2011, p. 491-510.

Papaioannou, Christina et al. «Association of dance with sacred rituals in ancient Greece:
The case of eleusinian mysteries». Studies in Physical Culture and Tourism, N2 18, 2011, p.
233-239,

bekTaes, Kanabibai. bosbwol Kazaxcko-pycckull, pyccko-Kas3axckudli c1o8aps. AnmaTsl,
KasaxcTtaHckuit npoekT, 1996.

XaHbicbekoBa, InbMupa. Mugonozuyeckue 06paszsl U MOmMuUBsI 8 COBPEMEHHOU
kazaxcmaxckoli npo3e. 2018. Kazaxckuit HaUMOHanNbHbIM Nefarornyeckuin yHupepcuteT
umenun Abas, https://kaznpu.kz/docs/doctoranti/zhanysbekova/Disser.pdf. JaTta poctyna
06 nekabps 2024.

oamuna, Xyiikoea. «baneTtHbiit cnekTaknb [lamupa YpassiMbetosa “CTpaHCcTBUA
KopkbITa” B KOHTEKCTe ananora kynetyp». Central Asian Journal of Art Studies, 1. 5, N2 4,
2020, c. 40-55. DOI:10.47940/cajas.v5i4.285.

Korait, Inbmupa. «KoHuenT «epeBo» B kynbType LleHTpanbHoi A3umns. BecmHuk Ka3HY.
Cepus dunonornueckas, 157(5), 2015, pp. 60-64. https://philart.kaznu.kz/index.php/1-
FIL/article/view/1609

«JlereHpapHoe gepeBo TypaHra — gepeBo U3 cTpaHbl TypaH». Qazagstan tarihy, 05 okT96ps
2016, https://e-history.kz/ru/kazakhstanika/show/12058. lata goctyna 06 nekabps 2024.

«Mug o 6eckoHeuHocTux». Voci dell Opera, https://www.vocidellopera.com/single-post/
eros-minos/. lata goctyna 06 pekabps 2024.

MongaxmeTtoBa, Anuma. Pexuccepckas uHmepnpemayus Ka3axcko2o maHua 8
Xxopeoepagudeckom uckyccmee Kazaxcmara koHua XX - Hadana XXI eeka. 2020. Kazaxckas
HauMoHanbHas akagemus nckyccts um. T.K. Xyprenosa, 6D040600 - Pexwuccypa,
[uccepTaums Ha coMcKaHMe akafemMuyeckon ctenenmn goktopa PhD, Anmarsl, 2020.
https://kaznai.kz/wp-content/uploads/2022/01/PhD-%D0%94%D0%B8%D1%81%D1%
81%D0%B5%D1%80%D1%82%D0%B0%D1%86%D0%B8%D1%8F-%D0%9C%D0%BE%D
0%BB%D0%B4%D0%B0%D1%85%D0%BC%D0%B5%D1%82%D0%BE%D0%B2%D0%B
E%D0%B9-%D0%90.%D0%A2.-%D0%BF%D0%BE%D0%BB%D0%BD%D0%B0%D1%8F-
%D0%B2%D0%B5%D1%80%D1%81%D0%B8%D1%8F-_compressed.pdf lata noctyna 06
nekabps 2024.

‘i‘ CAJAS Volume 9. Issue 4. 2024

KA3IPTI 9IEMHIH KOPKEM BEMHECIHAETI ALAM



‘!‘ CAJAS Volume 9. Issue 4. 2024

KA3IPTI ©NEMHIH KOPKEM BEMHECIHOETI ALAM

MU®ONOTUYECKME OBPA3bl B BAJIETAX XOPEOTPA®A-MOCTAHOBLLMKA AHBAPbI CALLbIKOBOW

«[MoueMy Ka3alek Be3ae y3Hato no pykam?». 365info.kz, 10 centabpsa 2015, https://365info.
kz/2015/09/pochemu-kazashek-vezde-uznayut-po-rukam/. lata noctyna 06 nekabps
2024.

Crpoesa, Onecs. Heomugonoauyeckue meHoeHyuuU 8 8u3yansHol Kynemype XX-XXI sekos,
2022. MHCTUTYT knHO 1 TeneBupenus (TUTP), https://disser.spbu.ru/files/2022/disser_
stroeva.pdf. [lata noctyna 06 nekabpsa 2024.

Coi3ppbikbaeB, HypxaH. «Heomudonornsm B nutepatype pybexa XX-XXI| BekoB (k
noctaHoske npobnembi)». Filologiya Ufqlari Jurnali. Tom 6, N26, 2021. https://hp.jdpu.uz/
index.php/hp/article/view/3789. ata noctyna 06 nekabps 2024.

Tenerun, Ceprei. Quiaocogus Muga. BeedeHue 8 Memod mugopecmaspayuu. Mocksa,
06wuHa, 1994.

Tney6aeB, Cepanbl, U Ap. <TpaguLMOHHAg 06psf0Bas KynbTypa KazaxoB Kak punocodus u
CYLLHOCTb TBOPYECTBA COBPEMEHHbIX XopeorpadoBy». BecmHuk ans-Papabu, Dunocodus,
M3AeHUeTTaHy, casgcatTtaHy cepusicol, No4, (70), 2019, c. 46-54.



MU®ONOTUYECKMUE OBPA3bl B BAJTIETAX XOPEOTPA®A-MOCTAHOBLMKA AHBAPbI CALLbIKOBOW

References

Gianvittorio-Ungar, Laura. «Narratives in Motion: the Art of Dancing Stories in Antiquity
and Beyond: Report on an Interdisciplinary Symposium with Scholars and Performerss.
Greek and Roman Musical Studies, 8.1, 2015, pp. 174-189. DOI: 10.1163/22129758-
12341367.

Hedreen, Guy. «Choral Dance in The seus’s Cre tan Advent ure on the Frangois Vase:
Hesperia». The Journal of the American School of Classical Studies at Athens, Vol. 80, No. 3,
2011, p. 491-510.

Papaioannou, Christina et al. «Association of dance with sacred rituals in ancient Greece:
The case of eleusinian mysteries». Studies in Physical Culture and Tourism, N2 18, 2011, pp.
233-239.

Bektayev, Kaldybay. Bolshoy kazakhsko-russkiy, russko-kazakhskiy slovar [Large Kazakh-
Russian, Russian-Kazakh dictionary]. Almaty, Kazakhstanskiy proyekt, 1996. (In Russian)

Zhanysbekova, Elmira. Mifologicheskiye obrazy i motivy v sovremennoy kazakhstanskoy

proze [Mythological images and motifs in modern Kazakhstani prose]. 2018. Kazakhskiy
natsionalnyy pedagogicheskiy universitet imeni Abaya, https://kaznpu.kz/docs/doctoranti/
zhanysbekova/Disser.pdf. Accessed 06 Desember 2024. (In Russian)

Lyudmila, Zhuykova. “Baletnyy spektakl Damira Urazymbetova “Stranstviya Korkyta” v
kontekste dialoga kultur.” [‘Damir Urazymbetov’s ballet performance “The Wanderings of
Korkyt” in the context of a dialogue of cultures.”] Central Asian Journal of Art Studies, V. 5,
Ne 4, 2020, pp. 40-55, DOI:10.47940/cajas.v5i4.285.

Kogay, Elmira. “Kontsept ‘Derevo’ v kulture Tsentral'noy Azii” [The concept of Tree in the
Central Asian Culture.] KazNU Bulletin. Philological Series, 157(5), 2015, pp. 60-64. https://
philart.kaznu.kz/index.php/1-FIL/article/view/1609 (In Russian)

“Legendarnoe derevo Turanga - derevo iz strany Turan.” [‘The legendary Turanga tree - a
tree from the country of Turan.”] Qazagstan tarihy, 05 October 2016, https://e-history.kz/
ru/kazakhstanika/show/12058. Accessed 06 Desember 2024. (In Russian)

“Mif o beskonechnosti.” [“The Myth of Infinity.”] Voci dell Opera, https:/www.
vocidellopera.com/single-post/eros-minos/. Accessed: 06 December 2024. (In Russian)

‘i‘ CAJAS Volume 9. Issue 4. 2024

KA3IPTI 9IEMHIH KOPKEM BEMHECIHAETI ALAM



‘!‘ CAJAS Volume 9. Issue 4. 2024

KA3IPTI ©NEMHIH KOPKEM BEMHECIHOETI ALAM

MU®ONOTUYECKMUE OBPA3bl B BAJTETAX XOPEOTPA®A-NMOCTAHOBLLMKA AHBAPbI CALLbIKOBOW

Moldahmetova, Alima. Rezhisserskaya interpretaciya kazahskogo tanca v horeograficheskom
iskusstve Kazahstana konca XX - nachala XXI veka [Director’s interpretation of Kazakh
dance in the choreographic art of Kazakhstan at the end of the 20th - beginning of the
21st centuries.] 2020, T. Zhurgenov Kazakh National Academy of Arts. 6D040600 -
Directing, Dissertation for the academic degree of PhD, Almaty, 2020. https://kaznai.
kz/wp-content/uploads/2022/01/PhD-%D0%94%D0%B8%D1%81%D1%81%D0%B
5%D1%80%D1%82%D0%B0%D1%86%D0%B8%D1%8F-%D0%9C%D0%BE%D0%B
B%D0%B4%D0%B0%D1%85%D0%BC%D0%B5%D1%82%D0%BE%D0%B2%D0%BE
%D0%B9-%D0%90.%D0%A2.-%D0%BF%D0%BE%D0%BB%D0%BD%D0%B0%D1%8F-
%D0%B2%D0%B5%D1%80%D1%81%D0%B8%D1%8F-_compressed.pdf. Accessed: 06
December 2024. (In Russian)

“Pochemu kazashek vezde uznayu po rukam?” [“Why do recognize Kazakh women
everywhere by their hands?”] 365info.kz, 10 September 2015, https://365info.kz/2015/09/
pochemu-kazashek-vezde-uznayut-po-rukam/. Accessed: 06 December 2024. (In Russian)

Stroeva, Olesya. Neomifologicheskie tendencii v vizual'noj kul'ture XX-XXI vekov [Neo-
mythological trends in visual culture of the 20th-21st centuries], 2022. Institut kino i
televideniya (GITR), https://disser.spbu.ru/files/2022/disser_stroeva.pdf. Accessed: 06
December 2024. (In Russian)

Syzdykbaev, Nurzhan. “Neomifologizm v literature rubezha HKH-HKHI vekov (k
postanovke problemy).” [“Neo-mythologism in literature at the turn of the 20th-21st
centuries (towards the formulation of the problem).”] Filologiya Ufglari Jurnali. Tom 6, N2 6,
2021. https://hp.jdpu.uz/index.php/hp/article/view/3789. Accessed: 06 Desember 2024.
(In Russian)

Telegin, Sergej. Filosofiya mifa. Vvedenie v metod miforestavracii [Philosophy of myth.
Introduction to the method of myth restoration]. Moskva, Obshchina, 1994. (In Russian)

Tleubaeyv, Seraly, et al.. “Tradicionnaya obryadovaya kul'tura kazahov kak filosofiya i
sushchnost’ tvorchestva sovremennyh horeografov.” [“Traditional ritual culture of the
Kazakhs as the philosophy and essence of creativity of modern choreographers.”] KazNU
Bulletin, Philosophy, cultural studies, political science series, No4, (70), 2019, pp. 46-54.
(In Russian)



MU®ONOTUYECKMUE OBPA3bl B BAJTIETAX XOPEOTPA®A-MOCTAHOBLMKA AHBAPbI CALLbIKOBOW

Aiicyny Tanu', Hycinxxanosa bu6iryn®

12Kazak yaTTbIK Xopeorpadust akajieMHusiChbl
(Acrana, Kazakcran)

KO bI-XOPEOTPA® AHBAPA CAAbIKOBAHbIH BAJIETTEPIHAEN I MU®OJOTUANBIK,
BEMHENEP

Anpatna. byriHri TaHAa MaLeHUET apTyp/i KepKeM BaFbITTapAblH 3NEMEHTTEPIH CUHTE3AENTIH
KypAeni Tipi opraHn3M peTiHAe KapacTblipbinanbl: jazz-folk, Heoknaccuka, 3NeKTpoHAbl My3bIKa XaHe T.0.
XXI| Facbippna KasakctaHaa 6aneT cnektakibaepiHiH My3blKablK CyiMemMenaeyi MeH onapAblH, CHOXKETTIK
Heri3aepiHiH TpaHcdopMaLmaChl Xypin xaTbip. Erep ae 6ypbiHAApbI CNeKTak/Ibaepre apHanfFaH My3blka
KOMMNO3UTOpIap TapanblHaH Xas3blica, an Kasipri TaHAa My3blKaiblK CyMemMenaeynid, KOMuasTUBTIK
cunatbl 6arkanasbl, MyHAa xopeorpadTap 63 KoMblbIMAAPbIHA XXEKe TaNFaMaapblHA CYMEHE OTbIpbIN
My3blka TaHAanabl. COHbIMeH KaTap, cLueHorpadums Aa auTapnbiKTai e3repictepre yLibipayaa.

MakanaHblH MakcaTbl — Mudbonoruanbik 6eriHenepai 6anamanbl TypFblaaH TyCiHYre XaHe onapabl
3aMaHayu KOHTEKCTKe eHrisyre 6aca Hasap ayzapa OTbIpbiM, Ka3ipri MBAeHU e3repicTep KOHTEKCTIHAE
Ka3ak b6aneTiHiH 3BoMoUMACHIH 3epTTey. byn sxymbic Jllogmuna XyiikoBa, ©nMma MongaxmeToBa, AHBapa
CapblkoBaHbIH, 61 MeH baneT cnekTakabaepiHaeri MUponorusibik 06pasaapabiH, OpbIHAANYbIH 3epTTeyre
apHanfaH eHbeKTepiHiH xanracbl 60nbin Tabbinambl.

3epTTey 6apbICbiHAA TAPUXU, MBLAEHW-PETPOCMEKTUBANbIK, dA4ICTEP, COHAAN-aK, CaNbICTbipManbl Tangay
XoHe MudopecTaBpaums aaicTepi KonAaHbINAbI.

3epTTey HaTuKeciHae 6aneT cnekTak/baepiHAEri e3repicTepAiH Heri3ri acnekTinepi Herizgenin,
Mudonoruanbik 6eriHenepain AHBapa CafblkoBa MeH Kasipri Ka3ak, 6aneTiHiHiH, WbFapMaLlblIbIFbIHA
acepi kepceTingi. byn obpaspapapiH Kasak, 6aneTiH 6aibiTa OTbIPbIN, OHbl TEK KEPKEMAIK 83iH-63i bingipy
Kypanbl FaHa eMec, COHAAN-aK, 6TKEH MeH Ka3ipri MaAeHW AMaNnorTbiH apacbiHAAFbl MaHpI3Abl BeniriHe
alHanablpaTbiHbl TaN4aHAbI.

Byn >KyMbIC XanblkapanblK KOFaMAACTbIKTbIH, Ka3ak, 6aneTi Typanbl TYCiHiriH efayip keHenlTesi,

Kasak, 6aneTiHiH A3CTYpAi Ka3ak MOTMBTEPi MEH 3aMaHayM KepKeM DafbITTapblH YMNECTipeTiH MaAeHU
(heHoMeH peTiHaeri 3BontouusacbiHa Bipereii Ke3kapac ycbiHagbl. On KasakctaH 6anet eHepiHiH,
»ahaHaaHy payipiHae o3 bipereiniriH Kana cakTalTbIHbIH KepceTesi.

TyiiiH ce30ep: Mud, 6aneT, aNoc, XkaHp, KOMMO3UTOP, Xopeorpad, My3blka, KOKLLbI, baneTmeicTep,
CMeKTaK/b, TapuXx.

Aaiiekces ywin: Tanu, Avicyny xxaHe buburynb HycumxaHosa. «Kotowwbl-xopeorpad AHBapa
CapbikoBaHbIH baneTTepinaeri Mudonoruanbik, 6eiiHenep». Central Asian Journal of Art Studies, 1. 9,

N2 3,2024,66.51-69.DOI: 10.47940/cajas.v9i3.900

Asmopnap Kom«a3baHwlH COHFbl HYCKACbIH 0KbIN, MAKY/10a0b! aHe Myddenep Kalilubl/blFbl HOK
ekeHOieiH Manimoelioi.
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MU®ONOTUYECKMUE OBPA3bl B BAJTETAX XOPEOTPA®A-NMOCTAHOBLLMKA AHBAPbI CALLbIKOBOW

Tani Aisulu', Bibigul Nussipzhanova?

12Kazakh National Academy of Choreography
(Astana, Kazakhstan)

MYTHOLOGICAL IMAGES IN THE CHOREOGRAPHER’S BALLETS ANVARA SADYKOVA

Annotation. Today, culture is perceived as a complex, living organism that synthesizes elements of
various artistic movements: jazz-folk, neoclassicism, electronic music, and more. In the 21st century,
Kazakhstan is experiencing a transformation in the musical accompaniment of ballet performances
and their narrative foundations. While in the past, music for performances was created by composers,
today, there is a compilative approach where choreographers independently select the soundtracks
for their productions based on personal preferences. Furthermore, significant changes also affect
scenography.

The article aims to explore the evolution of Kazakh ballet in the context of modern cultural
transformations, focusing on alternative interpretations of mythological images and their integration
into a contemporary context. This work continues the studies of Lyudmila Zhuikova, Alima
Moldakhmetova, and Anvara Sadykova, who are dedicated to embodying mythological images in dance
and ballet performances. The research employs historical and cultural-retrospective methods, as well
as comparative analysis and the method of myth restoration.

The research employs historical and cultural-retrospective methods, as well as comparative
analysis and the method of myth restoration. The study substantiated the key aspects of changes in
ballet performances and demonstrated the influence of mythological images on the work of Anvara
Sadykova and modern Kazakh ballet. It examines how these images enrich Kazakh ballet, making it
a means of artistic self-expression and an essential part of the cultural dialogue between the past
and the present. This work will significantly expand the international community’s understanding
of Kazakh ballet. It showcases how Kazakhstan’s ballet art preserves its uniqueness in the era of
globalization.

Key words: myth, ballet, epic, genre, composer, choreographer, music, director, choreographer,
performance, history.

Cite: Tani, Aisulu and Bibigul Nussipzhanova. “Mythological images in the choreographer’s ballets
Anvara Sadikova)”. Central Asian Journal of Art Studies, vol. 9, no. 4, 2024, pp. 51-69. DOI: 10.47940/cajas.
v9i3.900
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CEMHUOTHUYECKWU AHAJIU3
CIMMOPTUBHOI'O BAJIbHOI'O
TAHLIA B ACIEKTE

TOUYEK 3PEHUSI ABTOPA,
3PUTEJIS U TEPCOHAYKA
(XOPEOTPA®UUYECKOTI'O
OBPA3A)

Annoek Ucaaunes', Anuma Moapgaxmerosa’®

I?Kazaxckast HallMoHaJbHast akajieMusi nckycers umenn TemupGeka JKyprenosa (Anmarsi, Kazaxcran)

AHHOTaums. B cTatbe NpeacTaBneH CeMUOTUYECKMI aHAM3 EBPONENCKON NMPOrpaMMbl CMIOPTUBHOIO
6anbHOro TaHLA C MO3MLMM TOUYEK 3pEHUS aBTOPa, 3pUTENS U NepcoHaxa (xopeorpaduyeckoro 06pasa)
C NPUMEHEHUEM WUCCNELOBATENBCKOrO MHCTPYMEHTApUsl, OCHOBAHHOIO HA METOAE CEMUOTMYECKOTO
aHanusa bopuca AHopeesuya YcneHckoro. Lienbto uccnefoBaHus SBASETCS BbIBAEHWUE OTIMUMTENbHBIX
0COBEHHOCTEN TOUEK 3pEHUS aBTOPA, 3pUTENS U MEPCOHaXa (Xopeorpaduyeckoro obpasa) B
€BpOMeNcKoi NporpamMMe CrOPTUBHbIX BabHbIX TAHLEB B 3M0Xax MOAepHA, MOCTMOAEPHA U1
MeTaMozepHa. Ha ocHOBe CEMMOTUYECKOrO aHaM3a 33Aa4aMu UCCIeA0BaHUS BbICTYMUAN U3yYeHne
€BPOMNENCKON NMPOrpaMMbl CMOPTUBHOIO 6abHOMO TaHLLA B aCMEKTAX BHELIHEN U BHYTPEHHEN TOYEK
3pEHUSI MO MPUHLMMY KUCKYCCTBO — KOMMYHUKALIMS — A3bIK — 3HAK®, F1e XOPeorpathUyYeckoe NCKyCcCTBO
MMEET AMANOTMYHbINA XapaKTep KOMMYHUKALMU MEXAY UCMONHUTENEM U 3PUTENEM, @ TENIECHOCTb ABNSASICH
A3bIKOM TaHLA GOPMUPYET Pa3fIMUHbIE 3HAKM.

Pe3ynbTaToM AaHHOTO MCCNELOBaHUS SBNSETCS PACKPbITUE TOUEK 3PEHMSI AaBTOPA, 3pUTENS U
nepcoHaxa (xopeorpaduyeckoro 06pasa), KOTopble NokKasanu BeayLue TeHAEHLMU Pa3BUTUS ICTETUKM
TaHLLEB €BPOMENCKOM NPOrpamMMbl B MEPUOALI MOLEPHM3MA, MOCTMOAEPHMU3MA U METAMOLEPHU3MA.
KoMnapaT1BMCTCKMIA METOL NMO3BOIUA BbISIBUTb XapaKTEPHbIE 0COBEHHOCTU Pa3BUTUSI 3HAKOBOM
CMUCTEMBI B €BPONENCKMX TaHLLAX BbllEHA3BaHHbIX NepuoaoB. lNpoaHanu3MpoBaHo cBoeobpasue
MCMONHUTENbCKOrO CTUAS B 3M0OXaX MOAEPHA, NOCTMOAEPHA M METaMOAEPHA C TOYEK 3pEHUS aBTOPa,
3puTens U nepcoHaxa (xopeorpapuueckoro o6pasa).



[aHHoe uccnenoBaHue npegcrasnaet I'IEpCI'IEKTVIBHbIFI MHCprMEHTapMVI B BOMNpocCax npoBeaeHnaA
CEMUOTUHECKOTO aHa/IM3a TaHUa B LUMPOKOM NPUMEHEHUN B CCDEan TaHLUEBA/IbHOIO CNopTa 1 B

HanpaBneHWsax xopeorpad1yeckoro UCKyccTea.

Knrouessie cnoea: 3cTeTvKa TaHLEB, CMOPTUBHBIN GaNbHbIV TaHeL, TaHL,EeBasbHbII CMOPT,
CEMMOTUYECKMI aHanu3, bopuc YcneHckui, MeTaMogepPHNU3M.

Ana yumupoeanus: Vicanues, Annbek n Annma MongaxmetoBa. «CeMUOTUYECKUI aHaNuU3
CMOPTUBHOIO HaNbHOro TaHLA B aCMeKTe TOUEK 3peHus aBTOPa, 3pUTeNs U NepcoHaxa
(xopeorpaduueckoro obpasa)». Central Asian Journal of Art Studies, 1.9, N24, 2024, c. 70-87, DOI:

10.47940/cajas.v9i4.947

bnazodapHocmu: ABTOpbI BbipaxkatoT 6narogapHocTb pesakumnm «Central Asian Journal of Art
Studies» 3a nomMoLLb B MOATOTOBKE CTaTbM K NyBAMKALMK, @ TAKKE aHOHUMHbBIM peLLeH3eHTaM 3a

BHUMaHME N UHTEPEC K NCCNEeO0BAHUIO.

ABmOpr npodumanu u 0006pw7u O0KOHYamesbHbll 8apuaHm pykonucu u 3ase/isanom 06 omcymcmeuu

KOH@IUKMA uHmepecos.

BBepeHue

OpallleHre K TeMe CEMUOTHYECKOTO

AHaJIM3a CIIOPTUBHOTO 6AJbHOIO TaHLA
B MIPEJMETHOM T10JI€ HCKYCCTBOBEIEHHUS
npeJcTaBJsieT COO0H HOBYIO YCTAHOBKY
KOHLENTYaJbHOTO aHAJIU3a U €ro
WIEHTH(UKALIMK B XOpeorpaduueckom
uckyccTBe. HMcenenoBanue TeHaeHIMNA
MeTaMojlepHU3Ma B Xopeorpauieckom
UCKYCCTBE SIBJISIETCS] aKTYaJIbHbIM
HarnpaBJeHUeM B LIEJOCTHOCTHOM
U3yYEHUU TEOPETUUECKUX pa3padoToK
JIAHHOMN KyJIbTypHOH napaaurmbl. OnHaxo,
pacKpbITHE TEHICHIMHA MeTaMoJIepHU3Ma
NpeJCTaBSICTCS CJ0XKHBbIM 6e3 oOpallleHus
K 9CTETHKE 310X MOJIEPHA U MTOCTMOJIEPHA.

B Haiem ucciienoBaHuu Mbl

NPEeANPUHUMAEM TONBITKY H3YUEHHUs
TOYEK 3pEeHHUsT aBTOPA, 3PUTEJIS U
nepcoHaxa (xopeorpadguieckoro o6pasa)
B €BPOINEHCKOH NMporpamMmMe CrOPTHBHBIX
OaJsibHbIX TaHIEB (TaH1leBaJbHbINI
CMOPT) B EPUOJIbI MOJIEPHH3MA,
MOCTMOJIEPHU3MA U METAMOJCPHU3MA B
acriekTe CeMHOTHYECKOTo aHau3a. CTOUT

OTMETHTb, UTO IaHHOE HCCJIeloBaHHe
SIBJISIETCST TPOJIOJIPKEHHEM M COCTABHOM
4acTbio craThu « MeTos popmasibHOro
anasin3a Anekcanapa ['aGpuueBckoro B
MCCJIeI0OBAHUN XOpeorpaduu COPTHUBHBIX
6aJibHbIX TAHLIEB .

MeToAabl

OCHOBHBIM METOJIOM HCCJIEIOBAHUS
BBICTyIaeT MeTOJ CEMHOTHYECKOTIO aHaJIn3a
Bopuca AnjipeeBuua ¥YcreHcKoro

B ACMEKTe BHELIHEH U BHYTPEHHEH TOUeK
3peHust. JlaHHbI MeTOJ MO3BOJIH/ HAM
MCCJIEI0BATh SCTETUKY CIIOPTHBHOTO
0aNbHOrO TaHLA B TPHEIUHCTBE

pPaKypcoB aBTOPa, 3pUTEJIS M TIePCOHAKA
(xopeorpaduueckoro o6pasa). Takxe,

B HCCJ/I€I0BAHNM MTPUMeHeH (hopMaJsIbHO-
CTUJIMCTHYECKHUH aHa/u3 ['eHpuxa
BesibhiiiHa, KOTOPbIH T0MOJHUI
TEOpeTHYeCKylo 0a3y NPOBOJAMMOrO HAMH
MCCJIe10BaHUsS B 00/1aCTH (POPMAJIBHOTO
aHaJsu3a. Bmecte ¢ TeM, ObLIO
oOpalleH’e K KyJbTypHO-HCTOPHYECKOMY
MEeTO/y MCCJIeI0BAHUS, ONIPABAAHHOIO
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UHTErpasbHON THOKOCTBIO B 00JIaCTH
MCKYCCTBOBE/UE€CKOI0 MO3HAHMSI.

Baxkno# yactblio uccsenoBatust
BBICTYIHJIO UCIOJIb30BaHKE
(heHOMEHOJI0TMYeCKOT0 MOJX0/a.
[IpumeneHue GpeHOMEHOJIOrHYECKOT0
MOJIX0/IA OTIPABIAHO €T0 MOMBITKON
NPeoJI0JIeTh «pacllerneHue» Mpou3Be/IeHHs
UCKycCTBa Ha (hopMy U colieprKaHue (B
(hopMasIbHO - CTHIMCTHUECKOM aHaJIH3e )
WJIM Ha O3Havatollee U o3Hayaemoe (B
CEMHOTHYECKOM aHAJHU3E ).

dakrosioruyeckor 6a30i UCCaeI0BaAHUS
SIBUJINCh MOHOTPAaUU M CTaTbU
MCKYCCTBOBE/IOB, KYJIbTYPOJIOTOB U
¢usocooB, apXuBHbIE BUIEOMATEPHAJIBI U
tororpadu BbICTYIJICHHH HCTIOJHUTE N
CMOPTUBHOTO H6aJILHOTO TaHIA B MEPUHOAX
MOJIEPHU3MA, MTOCTMOJIEPHU3MA U
MeTaMo/lepHH3Ma.

Ovckyccuqa

Xopeorpaguueckoe HCKYCCTBO AHAJOTHYHO.
B acnekre nporecca KoOMMyHHKaLMK
Mbl MOXKEM TPAKTOBATb TaHell Kak
co00lIleHHe, aBTOPA KaK OTIPaBUTE NS
co0O1IeHHsI M 3PUTEJIS KaK ajipecaTa
coob1ienust. COOTBETCTBEHHO, B 9TOM
nJiaHe Mbl MO2KEM Pa3JMiaTh TOUKY
3peHus aBTopa (OTHPaBUTEJS ), TOUKY
3peHusi 3puTeis (ajpecara) v, HaKOHell,
coobl1eHHe KaK TOUKY 3peHHsI TepCOoHarKa
(xopeorpaduueckoro o6pasa). XoTesoch
Obl OTMETHTb, UTO MOHSATHE «TOUKA
3peHus» HeceT B cebe 1eUHULIMIO paKkypca
BOCTIPHSITHSI.

3ameTHM MpH 3TOM, UTO U3HAYAJILHO
€CJIM MO3UIIUS 3PUTEJIS UMeeT
BHELIHUI XapakTep 10 OTHOLIEHHUIO K
Xopeorpaguueckomy MpoU3BeJIeHHIO,
a Mo3UIHs NMepCoHaXka — Xapakrep
BHYTPEHHHUH, TO MO3ULHS aBTOPA MOKET
MEHSITbCS B 9TOM OTHolIeHuH. OHAKO, MTPH
ornpesiesIeHHbIX 06CTOSATEIbCTBAX BHEIIHSS
¥ BHYTPEHHSISI TOUKH 3PEHHST HMEIOT MECTO
TaK 1 C TIO3ULIMH 3PUTEIS.

O6patiasicb K TeCOPUH BHEILHEH
¥ BHYTpPeHHEH TOYeK 3peHHsl B

1300pa3nTeIbHOM HCKYCCTBE, OMMCAHHOH
B Tpyse b.A. Ycnenckoro « CeMHOTHKA
MCKYCCTBA» MOKHO OTMETHUTb, UTO
«HCI0JIb30BAHUE BHYTPEHHEN UM BHEILIHEH
TOUKH 3PEHHs] B H300pa3UTENbLHOM
MCKYCCTBE MOKET MPOSIBJATHCS, B
YaCTHOCTH, B CHCTEME MePCHEKTUBbI.

Tak, npsimasi 1 JiMHeliHas TepCrneKTHBa,
XapakrepHasi yisl peHeCCaHCHOH 1
Mo3/iHeHIIel XKUBOTIHCH (TTpenoJaraionias
COKpallleHHe MPeAMETOB M0 Mepe UX
yaseHusl OT 3PUTEJIs ), PEACTABISET MUP
TAKUM, KaK OH BOCIIPUHUMAETCS U3BHE (CO
CTOPOHBI ), C KAKOK-TO (DHKCHPOBAHHOH
TOUKH 3PEHHsI — BHELIHEH M0 OTHOLIEHHIO
K U300pakaeMoH AeHCTBUTEIbHOCTH.
Hanpotus, Tak Ha3biBaemast oOpaTHas
MepCreKkTHBa, XapakrepHas Jisl ApeBHEro
MCKYCCTBA (Tpe/roJiaratonias cokpamieHie
MPEMETOB 110 Mepe WX NPUOIHKEHHUS

K 3PUTEJIIO KAPTHHBI, T.€. K [IepeiHeMy
MJ1aHy ), COOTBETCTBYET MO3UIIHMH HMEHHO
BHyTpeHHero HaOsonatens» (173).

B stoii cBsi3u, oOpallieHue K npobyaeme
«paMOK», T.e. TPAHHULL Xy[102KECTBEHHOTO
MIPOU3BEJ/ICHHUS MPECTaBIISIETCS
aKTyaJlbHbIM B XOpeorpapuieckom
MCKYCCTBE C €ro H300pa3uTeibHO-
BbIPa3UTe/IbHbIMH CBOHCTBAMH. «B
CaMOM JieJie, B Xy/102KECTBEHHOM
npousBeieHn — OyJib TO POU3BEJIEHHE
JIUTEPATYPbI, }KUBOIMHUCH U T.I. — Mepes
HaMU MpeJCTaeT HEKUE 0COObIH MUP — CO
CBOWM MPOCTPAHCTBOM U BpEMEHEM, CO
CBOEH CHCTeMOH LIeHHOCTEeH, CO CBOUMHU
HOPMaMH MOBEJICHHUS, - MUP, 110 OTHOLIEHHIO
K KOTOPOMY Mbl 3aHUMaeM (BO BCSIKOM
cilyyae, B HavaJie BOCIPHUSITHS ) TIO3ULLUIO 110
He0oOXOIMMOCTH BHEUIHION, T.€. MO3ULHIO
noctoponHero Ha6Jsonatess. [TocreneHno
Mbl BXOJIUM B 3TOT MHUP, T.€. OCBaMBaeMcs ¢
€ro HOpMaMH, BXKUBAeMCsl B HETo, MoJiyyast
BO3MOKHOCTb BOCIIPUHUMATD €70, TaK
CKasaTb, <H3HYTPHU», a HE KU3BHE>»; HHaye
rOBOPS1, UUTATENb CTAHOBUTCS — B TOM
WJIM HHOM acreKTe — Ha BHYTPEHHIOIO M0
OTHOLLUEHHIO K JAHHOMY MPOU3BEIECHUIO
TOUKY 3peHHsi. 3aTeM, OfIHAKO, HaM
NPEJICTOUT NOKUHYTh 3TOT MUP — BEPHYTbCS



K CBOEH COOCTBEHHOH TOUKE 3PEHMUS,

OT KOTOPOU Mbl B O0JIbLLIEH CTEIIEHU
abcTparupoBaJiuch B Mpollecce BOCIPUSTHS
XYJI02KE€CTBEHHOTO IPOU3BEJICHHST»
(Yenenckuit 174).

«[Ipn 9TOM upe3BblYaliHYIO BaXKHOCTb
npuoOpeTaeT Npouecc nepexoja oT Mupa
peasibHOrO K MUpPY H300paKaeMoMy, T.e.
npob6Jiema crielajibHOH opraHu3aulu
«PaMOK>» Xy/I02K€CTBEHHOI0 U300 paKeHHU.
Ara npobJemMa rnpeacraeT Kak npodaema
YHUCTO KOMITO3ULIMOHHAS; Y2Ke U3
CKA3aHHOTO MOXKET ObITb ICHO, UTO OHA
Herocpe/ICTBEHHbIM 06pa30M CBsI3aHa C
onpeJie/IeHHbIM Yepel0BaHHeM OMHCaHHUs
«U3BHE» M OMUCAHUSI <U3HYTPU», - HHAUE
roBOps, MEPEXOIOM OT «BHELUHEH» K
«BHYTPEHHEI» TOUKe 3peHUsl, H Ha060POT
(Yenenckuit 174).

PesynbTaTthl

Touka 3penust aBTopa. Inoxa modepHa.
PoanHoit KOHKypCcHbIX Ga/ibHbIX TAHLEB
siBasieTcst Auryiusi. IMeHHO 371eCh BO3HUKIIH
nepBble accoLMalluK yunTesieit 6ajabHOro
TaH1a, KOTOPble 3aJ0XKUJIH OCHOBY JI/151
pa3BUTHS STOTO 2KaHpa Xopeorpaduu,
paspaboTasii OCHOBHbIE HJIEH U
CTAHAPTU3UPOBAJIM TEXHUKY HCTTOJHEHHUSI.
«B To Bpemsi B AHIJIMH GOJIbIIYIO
pOJib B Pa3BUTHH KOHKYPCHOTO OaJIbHOTO
taHua urpas xxypaas «The Dancing
Times», peraktopom KOTOpOro 6bli
Ouymunn Puuapacon. [o ero unniparuse
B 1929 r. 6bl1a coznana opraHuzauys,
0OBEIMHSAIOIAS ACCOLMALIMN YUHTEEH
H6anbHblx TaHleB — Official Board of
Ballroom Dance (OBBD). OBBD, a takxe
oblecTBa yuuTesei 6ajbHbIX TaHIIEB
B IPyIHX CTpaHax MoryJsipu3upoBaIt
¥ Pa3BUBAJIM KOHKYPCHbIH TaHElL.
OHM onpesiesuIu CTHJIN U CTaHAaPThl
MCIIOJIHEHHUS, CO3/AJIH CUCTEMY MeJIAIbHbIX
TECTOB, MPOBOJU/N K3aMEHbI 1151
yuHTeJsIed, a TAKXKe PEryJsipHO CECCHU
KOHT'PeCCOB U151 pacnpoCcTpaHeH s
MH(OpMaLHH.

OueHb BaXKHbBIM /151 pa3BUTHS GaJIbHBIX
TaHLIEB 0Ka3aJiCsl BLIXO/L B CBET B TPU/LLATHIE
rojibl EePBBIX KHUT 110 3T0H TeMe. Ocobyto
poJib Cchirpast u3naHubiil B 1936 r. nepBbii
yue6HHK «Ballroom Dancing» Asnekca
Mypa, e Gblsi orucaHnbl GUTYPhI BCex
TaHLEB eBPOIEHCKOH nporpamMmbl. B
TOM 2Ke rojly BbllllJ1a KHMra Bukropa
Cunbectpa u @ununna Puuapacona
«The Art of Ballroom». C xonua 30-x rr. B
AHrJIMK HAYMHAIOT U3/IaBaThCs JIBA XKypHaJa
«Ballroom Dancing Times» u «Alex Moore
Monthly Letter Service»» (Kotopa).

B nepuon mosepHu3mMa aBTopamu
6asibHON Xopeorpaduu B 60JILIIIHHCTBE
cBoeM ObLIH TEOPETHKH TaH1la, KOTOpble
CTAHaPTH3UPOBAJIH TEXHUKY HCTOJHEHHUS
1 YIOPSIOUUIIH (DUTYPBI €BPOTNEeNCcKOi
nporpamMmbl. OCHOBHBIMH HCTOUHUKAMH
rnoJtydeHusi HHOPMaLMK B STOT TEPUOJL
OblIM MIepUOMUECKHEe U3IAHUS H
JuTeparypa.

O6patuasich K hopmaJsbHO-
CTUJIMCTHYECKOMY aHau3y ['enpuxa
Besbdanna, Mo2KHO PUHATH K BBIBOJLY,
4TO B MIEPUOJL MOJIEPHHU3MA BOCIIPUSITHE
aBTopa 6asibHOl Xopeorpaduu, KOTopoe
(hopMHpPOBaIIO IBUKEHHUS, (PUTYPHI,
KOMITO3HIIHOHHBIH PUCYHOK UCXO/IUJIO OT
COLMOKYJIbTYPHBIX T€UEHHH TOr0 BpEMEHH U
B UAaCTHOCTH, OT (PM3HUECKHX BOZMOXKHOCTEH
uenogiHuTes1ell. « Pasmunbie snoxu
MOPOKAIOT PA3JIMUHOE HCKYCCTBO» —

B 3THX cyoBax [ Besbdinn Beipasun
HeOoOXOIMMOCTb CBSI3H HCTOPUH HCKyCCTBA
C COLMOKYJIbTYPHBIMH YCJIOBUSIMH €T0
pa3BUTHS (9KOHOMUKA, TIOJIUTHKA, HCTOPHS
HapoJia u ero KyJbTypbl, MOAA U T.JL.) U
TakuM 06pa3oM OpUEHTUPOBAJ HAyKy 00
MCKYCCTBE Ha H3yueHHe Xy/102KeCTBEHHBIX
(hopM B CBSI3H C OCMbICJIEHHEM (DOPM
MHPOOLLLLLIEHHST, TTPUCYLLIUM TOH HJIH

uHo# snoxe. «Ho ecan npucmoTpeThest
no6JIMKe, TO YBHHLb, YTO H3MEHEHHIO
noJBepraach He oJiHa JMlb 00CTaHOBKA,
OKpy2Kalollast yesioBeKa, 6oJbliast 1 MaJast
apXUTEKTypa, He TOJLKO ero yTBaphb U
oflexK/1a, — CaM YeJIOBeK B CBOEM TeJIECHOM
06JIMKe cTaJjl PyruM, H HMEHHO B HOBOM
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BIIEYaTJICHUH OT ero TeJia, B crocobe
JlepaKaTh €ro u rnpujaaBaTh eMy JIBHKEHHE
CKPBITO HACTOSILIIEE SIIPO KAXKIOTO CTHIIS»
(Benbdaun 235).

dopmooOpazoBaHue TaHlEBaILHOM
napbl B EPBYIO 0Uepe/lb BJIUSAIO HA
UHCTPYMeHTapuil aBTopa. BepTukanbsHoe
M0JIO’KEHHE B Mape M HeMpUHYKIEHHOEe
nepemelleHne 0TpaxKaaoch B
reOMeTPHIECKH MPOCTBIX (hUTypax u
JIMHEHOM PUCYHKE MepeBHKEHHS.
Mwmenno 3nech nepea HaMu npejcTaeT
npo6JieMa «paMoK» XyJ102KeCTBEHHOTO
MIPOU3BEJICHHUS, B HALLIEM CJIyyae
xopeorpaduueckoro o6pasa. TanuenaJsbHasi
napa, ux noJioxKeHue BbICTyNaeT B
BHJIE <PaMOK>» XOpeorpacuieckoro
oOpasa. [lepen aBTopamu Obli
OrpaHuveHHbII MaTepuaJ B BUJE
BEPTHKAJU3UPOBAHHOTO MOJIOXKEHHUS B
nape, 4to MPUBOJUJIO K COCTABJIEHHUIO
Xopeorpaguu U KOMIO3UIIMOHHOTO PUCYHKA
MPEUMYLLECTBEHHO B MOCTYNAaTe/bHOM
xapakrepe. Kak Obl 3T0 HM 3By4aJo
TABTOJIOTHYHO, aBTOPbI ObIJIM B CBOEM
pojle B «paMKax» MpH COCTABJIECHHUU
xopeorpaduueckoil iekcuku. Jlantble
00CTOSITE/IbCTBA OTPAXKAIOTCS BO
BHYTPEHHEH TOUKe 3peHHs aBTopa.

KacaresnibHo BHelIHEl TOUKY 3peHHUsT
aBTOPA MOYKHO MPEJINoJarath, 4to ee
(hopmMHpoBasa B epByIo o4epe/ib, cama
xopeorpadust aBTOpOB, CTpeMeHHe
YCOBEPILEHCTBOBAThL TAHIEBAHUE U TaK, KaK
Ha Ha4yaJIbHOM Ieprojie OblI0 CUUTAHHOE
KOJIMUECTBO e/IaroroB-TeOPeTHKOB,
B3IJISTHYTh Ha Xopeorpaguio Kak Obl MOjL
JIPYTHM paKypCcoM He MPeJICTaB/IsAI0ChH
BO3MOKHbIM.

Inoxa nocmmodepra. B anoxy
MOCTMOJIepHA, KOTJIa CIIOPTUBHBINA GasibHbIA
TaHel MOJHOCTbIO chopMHUpOBaJICs
OTHOCHUTEJILHO MPOTPaMMbl TAHLEB,
persiaMeHTallut My3blKaJbHOTO
COMPOBOKIEHHUSI, TApaAJIJIETIbHO
3BOJIIOLIMOHUPOBAJIA IMHAMUKA JIBUKEHUS
TaHueBaJbHbIX Nap. CyenoBaTe/bHO, WIS
ycrnewHoro obecneyeHus AMHAMHYHOTO
JIBU?KEHHUS] BO3HHKJIA HEOOXOAUMOCTb

B 10paboTKe noJiokeHus B nape. Tak,

JUIs1 BbIMOJIHEHHST DUTYD ¢ OoJibliIel
AMIJIUTYION 11ara, ¢ 60JbLIEH CTeNeHbIO
MOBOPOTA, C yBeJUUEHHEM HAKJIOHOB
TpeboBaJjiach OoJiee KecTKasi paMKa B
nape 1 He6oJ1bLIOoe OTKJIOHEHHE APYT OT
Jipyra Jyist Co3/1aHnsi NPOTHBOBECA, UTO
NpHUBEJIO K 6oJiee BbIpaxKeHHOMY [TOBOPOTY
rOJIOBbI BJIEBO [ApTHEpaA U MapTHEPLLH
(B30pbI, HAMIpaBJeHHbIE MUMO JIPYT JIpyra
Takke 00ecreynBatoT OpUEHTALHIO H
KOHTPOJIb Ha TaHLEBAJbHOH MJIOLIAJIKE ).
dopmupoBaHue TaHHOTO MOJIOKEHUS

B 11ape MPOXOANJIO HMMAHEHTHO U,
NPEUMYLUECTBEHHO PAKTHYECKUM

nyteMm ucrnoJuutesnel. Pasurue
UCITOJIHUTEJ/ILCKOTO MacTepcTBa 00yCJI0BUII0
JleJierMpoBaHue YacTH TBOPUECKHUX 3a1ay
OT aBTOPA K UCMOJHUTE/SIM. B 1anHoM
KOHTEKCTE YMECTHO Oy/eT NPUBECTH CJI0Ba
[". Besibhana, KOTopbid yTBEp2KIA,

4TO «CMeHa CTUJIeH He 3aBUCHUT OT
CO3HATEJILHOH BOJIM XyL0XKHHKOB.
PasButue xynoxkecTBeHHbIX (hOpM
CTAHOBUTCSI BHyTpPeHHE 00YCJIOBIEHHbBIM,
MMMAaHEHTHBIM TPOLLECCOM, TTOAYHHSAIOLIUM
cebe Bce ocTajibHble MOMEHTbI TBOPUYECKOH
JIesITe/IbHOCTH, HE3aBUCHMO OT
MH(POPMALIMOHHBIX CBEJIEHUH O Xy[L0KHHKAX,
KOTOpbI€, CJ1e10BATEJ/bHO, JUIsl IOHUMaHMsI
MCKYCCTBA UIPAIOT BTOPOCTENEHHYIO
posib» (Besbdaun). OTciona Bo3duukaer
3HAMEHHUTBIN BeJIbQIHHOBCKUI T€3HC:

He <HUCTOPHUSI XyN0KHUKOB», a KHCTOPHUSI
UCKyccTBa 6e3 MMeH».

«HcenenoBaresns Hatanbst B. Aturanosa
XapaKTepuayeT MJ1acTHIeCKyI0 HHTOHALIUIO
KaK CBOETO pPojia CTPOUTEJ/IbHBIH KMPITHUHK U
CPEJICTBO XapaKTePUCTHUKHU TaHLLeBaJIbHOTO
00pasa Toro UK HHOro MepcoHaKa;
M3Ha4yaJIbHYIO KaTerOpHI0 BCAKOTO TaHLaA,
00J1a/1a1011Yy10 BEJIMKUM MOTYLECTBOM
1 3a/1a1011Ly10 TOH B /iio6oM TaHie. OHa
MOXKeT ObITb PUIYMaHa He TOJbKO aBTOPOM
nepBOHAYaIbHOTO XOpeorpaduyecKoro
TEKCTa, HO U UCITOJIHUTEJIEM, CO3AI0LIUM
HOBYIO pelaKLIMI0 BCEM H3BECTHOIO
npousBesieHnsi» (Mambiknna).
JeiicTBUTEIBHO, BEyLIME NTAPbl MUPA



3aaBaJii TOH BCeMYy TaHLIEBaJbHOMY
co0011leCTBY, MponaraHupys CBOH
TaHLEBa/bHBII CTHJIb U MaHEPy
MCIOJIHEHUS. B oT/nyMe OT 510Xu MojiepHa,
IJIe OCHOBHBIMH HCTOYHHKAMH UH(OPMAaLIUK
BBLICTYMNAJIH MEPUOIMUECKIEe U3IaHUS U
JuTeparypa rno 6ajbpHOH xopeorpaguu,
3110Xa MOCTMOJIEpHA XapaKTepUayeTces

TEM, YTO CAMH HCIOJHUTENH B KauecTBe
JIEKTOPOB MPOBOJUJIN MaCTep-KJIacchl,
BBICTYMAJIM HA KOHIpeccax, 3anuChbiBaInCh
1 THPaKMPOBAJIMCh BUIIEO-JeKIHH. Bee

3TH (PAaKTOPBI MOCTIOCOOCTBOBA/IN TOMY, YTO
TPaHULLbl MEXKly BHYTPEHHEH H BHELLIHeH
TOUKAMH aBTOPa KaK Obl € PACTBOPUJIUCH»

B MHOT000Opa3uH npejjaraeMblx

BAPUAHTOB UCIOJIHEHHS OabHOH
Xopeorpaduu neaaroraMu-TeopeTHKaMH 1
UCTTOJTHUTEJISIMH.

Inoxa memamnodepra. CriopTUBHbINA
HaJsibHbIH TaHell B 310Xy MeTaMojiepHa
XapaKTepU3yeTcs B MePBYIO Ouepelb
BXOXK/I€HHEM JIaHHOMN JIMCLUMITJIHHBI B PSi/ibl
MexX1yHapoaHOro OJMMITHACKOT0 KOMUTETa
¥ MOTEHIIHAJIBHOTO YHaCTHs B TpOrpamme
OJMMIUACKUX Urp. DTO 0OCTOATENLCTBO
JIaJ10 TOJIYOK K MOBbILLIEHHIO CITIOPTHBHOH
COCTABJISAOLLECH B 9CTETHKE JAHHOTO
BHJ1a XopeorpauyecKoro HCKyceTBa.
Tennenuust CiopTUBHOCTH B TaHLE
TNpHBeJIa K YCJI02KHEHHIO MJ1aCTHYECKOH
BbIPA3UTEJbHOCTH, PUTMHYECKOH OCHOBBI,
JIMHAMUKH IBHKeHus1. JlanHble hakTopbl
TaK:Ke 0TPa3uINCh Ha GopMOOOpPa3OBAHUH
napsbl B eBpornerckon nporpamme. Taxk,
MHTErpupoBaHUe TOPU30HTAJIBHON
MJIOCKOCTH B (DOPMUPOBAHUH TTOJIOKEHUS
B [1ape JIOCTUraeT HauOOoJIbLINX 3HAUCHHUH,
YTO M03BOJISIET UCMIOJHATH TEXHUUECKH
yCJI02)KHEHHYI0 Xopeorpaduio. Bmecre ¢
TEM, TeHJICHLHsI CTIOPTHBHOCTH MOBJIMsI/IA
Ha MOTHBALIMIO KaK aBTOPOB Xopeorpadui,
TaK U UCTIOJIHUTEJIEH, I[Jle arOHaJIbHOCTb
SIBJISIETCS CMbICJI000Pa3yoLLIUM
napametpom. Llesecoobpasto 3nech
npusectu cioBa Aprypa [llonenrayspa:
«Hatire Tesio 3HakOMHUT Hac U ¢
(pU3UUECKUMH, U C ICUXUYECKUMHU
nepeMeHamMHu: B JIBUXKEHUSIX €10 HaM

HepeKo laHa MPUIMHHOCTD B hopMe U
6biBanus, 1 MmotuBauuu>» (1llonenraysp).

B 10 e BpeMmsi, BMecCTe ¢ TeH/leHIIHeN
CIIOPTHBHOCTH Ha TOUYKY 3peHHs aBTOpa

B 3110Xy MeTaMO/IepHa OTYACTH MOBJIUSAJ
BO3POCILIHH TEMI KU3HH, KOTOPbIH
oTpaxKaeTcsl B IMHAMUYHOM IMOCTPOEHUH
xopeorpaduu. Takxke, xoueTcst OTMETUTb,
UTO CIIOPTUBHASI COCTABJISIIOLLAS
0TpasuJiach He TOJIbKO Ha CaMoi

9CTETHKE U Xopeorpaduu CriopTUBHbBIX
OaJsibHbIX TaHIIEB, HO U HA HMEHOBAHUH.

B WDSF (Bcemupnas denepatius
TaHIEBAJIbHOTO CMOPTA ), OHOH M3 BEIYIIIHX
MHPOBBIX OpraHu3auui, MPU3HAHHOM
MexK1yHapOaAHBIM OJIUMITHHCKUM
KOMHTETOM IPHHSATO Ha3bIBaThb CIIOPTHBHbIE
OaJsibHbIE TaHLbl TAHUEBAJILHBIM CIIOPTOM.

B snoxy metamoznepHa Hapsiay ¢
Macrep-KJaccaMM, KOHpeccamMu 1 BUeO-
JIEKIUSIMH MCTOUYHHUKHY MH(pOPMaLHH
B 00J1acTH OaJbHON Xopeorpadun
MONOJHUJINCHL OHJIAHH-ypokaMu. OcoGeHHO
AKTyaJibHbIM 3TO CTAJI0 BO BPEMSI MaHAEMHUN
KOpOHaBHpyca.

[TonpiTOXKMBAsI pa3nest o TouKe 3peHust
aBTOpA, MOXKHO CKa3aTh, YTO U3MEHEHHE
paKypca BOCIPUATHS aBTOpa ObLJIO CBSA3aHO
C COLLMOKYJIbTYPHBIMH T€UEHUSAMH KaK/I0H
U3 310X, C IpeoOpa3oBaHUEM TeJIECHOCTH
1 popMbl. BazkHbIM MOMEHTOM cTaJl
OTXOJ1 AOMHHHPOBAHHSI MO3UIUH aBTOPA U
YKpenJeHus MO3HLUHMH HUCTIOJHUTES, KaK
ABTOPA HOBBIX CTUJIEH U TEHAEHUUH, UYTO
MPUBEJIO K TOMY, UTO pasrpaHuiyeHue Ha
BHYTPEHHIOIO U BHEUIHIOIO TOUKY 3pEHHUSI
aBTOpa CTaJIo 6oJiee He AKTyasbHbIM.

Touka 3penus apumens. Inoxa
modepra. Bo-nepBblX, VISl 3pUTEIs
KOHKYPCHbIe OaJibHble TaHLbl ObIIH HOBBIM
siBsieHueM. [Ipexkne uem, GasibHble TaHILbl
copmHUpoBaMCh B COPEBHOBATEJ/IbHbBIH
BUJ| TAHLLA, OHU OTpeleIeHHOe BpeMsl
pasBUBAJIMCh B BUJE COLMAJIbHBIX TAHLIEB,
IJle 3pUTeJIH BbICTYIAJM TaKKe B KayecTBe
ucnodsiHuTe e, bosiee otuetinBoe
pasjieJsieHue Ha 3pUTeJiell U UCTIONHUTeN el
IIPOU30LLIIO T10CJIe 3aBEPLUCHHUS
(hopMHPOBaHHUST KOHKYPCHBIX Oa/IbHbBIX
TaHLEeB.
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Bo-BTOpbIX, POBOJIS AHAJIOTHIO CO
CLIEHHYECKUMH BHIAMHU XOpeorpagu,
MOKHO OTMETHTb, UTO PaKypC BOCTIPUSTHS
y 3puTeJsiell 6a/bHBIX TAHUEB H CLIEHHYECKHX
TaHUeB oT/aHyaeTcs. Eciu npu juuespenuy,
K ipumepy, 6asera 3putesib HabJ101aeT 3a
JIEFCTBOM C OJIHOTO PAKypCa U3 3PUTEJLHOTO
3asia, To B Oa/IbHbIX TaHLAX TaHLEeBaJbHas
MJIOL1AJIKa UMeeT YeTblpe CTOPOHBI U
OKpY2KeHa 3PUTEJISIMH CO BCEX CTOPOH.

B nanHoMm ciyyae cama TaHlleBasibHas
TMUIOL1AJIKa BLICTYMAET KaK « paMKa»
XyJI02KeCTBEHHOTrO TIpousBeieHust. [Tepen
3puTeJIeM TaHlleBaslbHble Mapbl MPEACTaloT
BO BCEX paKypcax, Ha MepeaHeM U 3ajHeM
njaxe, B ylaJeHnu U NpUOJIHKEHHH.
3anaua 3puTesist GOKyCHpPOBaTh CBOE
BHUMaHHUe Oyjib TO Ha BCEH MJOLIAJKE,

Ha onpeJie/IeHHON TaHlleBaJlbHON nape,
napTHepe WK NapTHepLle, UK XKe B
cpaBHeHuu nap. «MmeHHo «pamku» -
Oy/lb TO HEMOCPENCTBEHHO 0O03HAUYEHHbIE
rpaHULLbl KAPTHHbI (B YACTHOCTH, €€ pama)
WJIH CcrielMalibHble KOMIMO3UIIHOHHbIE
(opmbl — OpraHusyioT H3o6pakeHne

1, COOCTBEHHO TOBOPS, JIEJAI0T €ro
u3o00paxKeHueM, T.e. PUAAIT eMy
CEeMHOTHUECKHH XapakTep. 31eCb MOXKHO
BCIIOMHMTb IlyOoKHe cjioBa ['nabept

K. Hecreprona o Tom, uTo neuzax 6e3
paMKH NMPAKTUIECKH HUUETO HE 3HAUMT,
HO JIOCTaTOYHO MOCTaBUThb KaKHe-TO
rpanuiibl (Oyab TO pamMa, OKHO, apKa U
T.11.), KAK OH MOKET BOCIIPUHUMAThCS KaK
uzoopaxkenue. st Toro 4ToObl YBUIETh
MHP 3HAKOBbIM, HEOOXOIUMO (XOTS 1

He BCerja JIOCTaTOuHO ) pexkK/ie BCEero
0003HAUUTh FPAHULbI: UIMEHHO TPAHHLLbI

M CO3/IaloT 3oOpaxKeHue. (XapakTepHo

B TOH CB$I3H, UTO B HEKOTOPbIX 3bIKAX
«HM300pa3UTh» ITUMOJIOTHYECKH CBSI3aHO C
«OrpaHU4uTb» )» (Yenenekuit 177).

['oBOps 0 BHeLlIHeH U BHYTPEHHEH TOuKe
3pEHHUS 3PUTEIIS], 3/1eCh €CTECTBEHHBIM
006pa3oM 3puTeJib B HauaJjle BOCIPUITHS
HAXOJUTCS HA BHEILIHEH CTOPOHE 10
OTHOLLUEHHIO K XY/102KECTBEHHOMY
npousBesieHuto. OnHako, npu
orpe/iesIeHHbIX 00CTOSITEIbCTBAX 3PUTEJIb

TaKKe MOXKET 3aHSITh BHYTPEHHIOIO TOUKY
3peHusl. B 1aHHOM acrekTe yMecTHO
NPUMEHUTH NoHsATHE « OOpa3oBaHHbIN
raas», paspadorantoe ['eHpruxom
Benbgnnbiv. B ocHoBe Teopuu
Besibhiina JIexKUT uiest 0 pasiuiHbIX
«MeToJIax BUJIEHHUS», XapaKTePHbIX JI/Isl TeX
WJIM MHBIX MCTOPHYECKHX 310X, Pasnuuune
CBSI3aHO C 9BOJIIOLIMEH [TICUXUYECKON
NPUPOJIbI YeJI0BEKA, MTOPOXKAAIOLLeH
MU3MEHEHHE 3PUTEJIBHOTO BOCIIPHUATHSA
NpeJMETHOr0 MUPA U, KaK CJe/ICTBHE,
u3MeHeHHe (hOpM ero BOCIPOU3BEECHHS B
UCKYyCCTBE.

Yepes npusmy gopmasibHOro aHaausa
MOJIOZKEHHS B Iape B €BPONEHCKON
nporpaMme CropTHBHBIX GaJIbHBIX TAHLEB,
MO2KHO OTMETHTb, YTO HA HAauaJIbHOM
yTane pa3BuTHs GabHON X0peorpapuu
3pUTeJIbHOE BOCIpHsTHE (hOPMHUPOBAOCH
1o xoy pa3Butusi popmbl B Tanue. s
3puTeJisi chOpMHUPOBABILIUHCS KOHKYPCHBIH
OaJsIbHBIN TaHell IBUJICS CBOETO pojia
(beHOMeHOM M BHavaJsie 3puTesbHOe
BOCIPUATHE alalTHPOBAJIOCH MO/ STOT
denomen. [lanee, nocJse ananrauum yxxe
3pUTeJIbHOE BOCIPUsITHE OblJIO OCHOBHBIM
(hakTopoM 3BOJIOLKH (DOPMBI TAHLA. DTO
00yCJ/1aBJIMBAET MOMYJIIPHOCTb GaJIbHBIX
TaHLEB y 3pUTeJiell BO Bce BpeMeHa.

Ecay 1151 3puTesist 31oxu MeTamoziepHa
OaJsIbHBIN TaHell SM0XK MOJIEPHA MOKaXKeTCs
NPUMHTHBHBIM, TO JIJ1s1 3PUTEJIsT STTOXH
MOJIepHA OH OblJ1 3TAJIOHOM 3CTETHKH.
CTOUT NOAYEPKHYTh, UTO MO/ 3PUTEJILHBIM
BOCIIPUSITHEM [10/Ipa3yMeBaeTcst
OXBaTbIBaHHE BCEX YUACTHUKOB Mpoliecca,
T.e. 3puTeseH, cyei, aBTopoB,
UCTTOJTHUTRJICH.

[IpuMeHUTEILHO BHYTPEHHEN
TOYKH 3PEHHS 3PUTEJIST M TIOHATHS
«O6pa3oBaHHbIH 113>, XOTEJN0Ch Obl
TaKzKe OTMETHUTb TO, YTO CIIOCOOHOCTD
3pUTEJIeM 3aHHMMAThb BHYTPEHHIOK TOUKY
3peHUsl HANPSIMYIO 3aBUCHUT OT YPOBHSI
KyJIbTypbl 3puTeis. B snoxy MoaepHa
OasIbHbIMHM TaHLLAMH [TPEUMYLLLECTBEHHO
YBJIEKaJIMCh BbICILIME CJIOH 0011LeCTBA,
MHTEPECOBABIIMECS KUBOITUCHIO,



JIUTepaTypoi, TeaTpoM, My3bIKOH U T.I.
Becb 3TOT Kpyr MHTEPECOB M103BOJISLI
3pUTEJI0 B MACCOBOM MuiaHe oJiee ry6oKo
COMepeKUBATh, MPOYUTHIBATH TO HJIH
MHOE XYJI02KeCTBEHHOE MPOU3BEJICHHE,
(opmupoBaTh scTeTHUecKHi BKyc. «Kak
y aBTOPA, TaK Uy 3pUTeJ/Isl HA OCHOBE
JiaJjiora ocyllecTBJsieTcsl cBO60HOE
CaMOOTKpOBeHHe, Tpebylolliee He TOUHOCTH,
a riyOUHbBI TPOHUKHOBEHHS B /PO
coObiTus» (Manununa 130).

B paspa6oTke acrniekra BHyTpeHHEH
TOUKH 3pEHHUs TaKxKe OblJl 1oJ1e3eH
OJIMH U3 (hyHIAMEHTANIbHBIX TPY/LOB
Aptypa [onenrayspa « Mup Kak BoJisi H
npeJcTaB/IeHre », B KOTOPOM OH pasJiesisii
peasibHOCTb Ha MUP KaK BOJIIO M Ha MUP KaK
npencrapienre. CorsacHo 3TOH KOHUENUUN
BECb OKPY2KAIOLLUI HAC MUP HA CaMOM JieJie
€CTh JIMLIb Halle MPEeJICTABJICHUE O HEM.
«J1ns Hatero uHTEIEKTA aH JHLIb MUP
- IPEJICTABJICHHE, HO HEMOCPE/ICTBEHHOE
YyBCTBO BHYTPEHHHMM IyTe€M BBOJUT HaC
B CYLLLHOCTb BCSIKOTO OBITHS, B BOJIIO»
(Ionenraysp). Uem mbl GsikzKe K BoJie, TEM
MeHbllle CBsSI3aHbl ¢ MHOrooOpa3ueM Mupa
npencrapienuil. [llonenraysp csisbiBaet
OJIM30CTD YeJI0BeKa K BOJIE ¢ SCTeTHUECKUM
onbitoM. CorsiacHo [llonenrayspy, B
ICTETHUECKOM TePEKUBAHNUH Mbl TEPSIEM
4epThl CBOEH MHAUBHIYAIbHOCTH U
CJIMBAEMCS1 C Xy/L02KECTBEHHBIM 00BEKTOM.

Inoxa nocmmodepra. dnoxa
MOCTMO/IePHA, XapaKTePU3YIOLLAsCs
pa3BUTHEM MAcCCOBOH KYJIbTYPbl, OTJI0KHJIO
CBOH OTMEYaTOK U Ha 3pUTEJIbHOE
BOCMPHUATHE CMIOPTHUBHBIX OAJIbHBIX TAHIIEB.
[ IpHHLMIIBI BBICOKOTO HCKYCCTBA OTOLLIIH
Ha BTOPOM MJ1aH B CHJTy 00 bEKTUBHBIX
MPUYHH, CPeI KOTOPBIX, K TPUMepy
OblJIM MaccoBoe yBJeyeHHe 6albHbIMU
TaHLAMH, CMeHa My3blKaJbHbIX BKYCOB
OT KJlaccuuecKoi K actpaanoi. Takxke,
MPOYKTaMH 3pPUTEJILHOTO BOCTIPUATHS
OblJIM 3JIEMEHTbI KUTUEBOCTH B GasIbHbIX
TaH1ax, oroOpaxkaemble, B YaCTHOCTH,
B TaHLLAX JJaTHHOAMEPUKAHCKOH
nporpammbl. Ha ¢oro 1, 2 (Old dancing
videos) Mbl MO2KeM BHIETb, UTO OJIHUM U3

HaunboJiee sipKUX MPUMEPOB ObLJ 3J€MEHT,
M03aMMCTBOBAHHbIH U3 PUTYPHOTO KaTaHusl,
rJie napTHep BpalllaJjcs Ha oiHOH Hore,
BTOpAasi HOTa OTBOJIMJIACH B CTOPOHY HJIH
Hasajl, a napTHepLa, HaXoAsICb B KOHTAKTe
¢ naptHepoM o66erasa ero BOKpyr ero
ocu. JIaHHBIN 3J1eMEHT HCIOJb30BAJICS
MCKJIIOUUTE/IbHO B pa3BJieKaTesbHbIX
ueJsisix. B 3ToM KOHTeKCTe MOXKHO
MPOBECTH aHAJIOTHIO C OTHOH U3 OCHOBHbBIX
TEHJICHLIMH Pa3BUTHS TOCTMOJIEPHU3MA,
C ICKOHCTPYKUHEH. «IeKOHCTPYKILIUS»
B JAHHOM CJlydae BbIPayKaeTcst ¢ OHOH
CTOPOHbI B pacnajie TPajuLMOHHbIX
MPUHIMIIOB UCTIOJNIHEHHST U C APYTOH
CTOPOHBI B HHTETPUPOBAHUH B HasIbHbBIN
TaHell He TOJILKO 3JIEMEHTOB JIPYrHX
TaHleBabHbIX HaMpaBJeHUi, HO U CrIopTa,
a TaKxKe 110y.

OnHako, B eBpOIENHCKON porpamme
TeHJeHUMH KUTUEBOCTH He HabJII0aJl0Ch.

T =
T YYLSLLY P LTI

doto 1, 2. [Tapa csieBa: HMeHa HEU3BECTHBI, T1apa
cnpasa: Maiiks Crusnunanoc u Jlopna JIu, 1971 r.
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Hanporus, 6oJiee akTHBHOE NepeMelleHHe
Ha TaHLeBaJIbHOH MJIOL1aJIKe, MOBJIeKIIee
3a OO0 COBEPLIEHCTBOBAHUE
(opmoo6pazoBanus B nape, yBeJndeHue
HaKJIOHOB, TepeTeKaHHUsl U3 BEPTHKAJIbHOM
MJIOCKOCTH B TOPU30HTAJILHYIO U HA060POT
NPUAJIO €BPONEHCKUM TaHLAM B OOJIbILECH
Mepe U3SILLECTBO U MACTEPOBUTBIN
Xapakrep ucnoJiHeHusl. B nannom acnexre
«JIEKOHCTPYKLHSI» B €BPONENHCKOM
nporpamMme BblpaxaeTcsl B BbIXOJE U3
«paMOK» TaHlleBaJlbHOH Napkl, T.€. B
OTXOJle OT BEPTHKAJIM3UPOBAHHON (DOPMHI,
MPUCYLLEH B 310Xy MOJIEpHa.

Inoxa memamodepra. TenneHuus
CIMIOPTUBHOCTH, OXBATHBLLAS CTOPTHBHbIH
OaJibHbIH TaHell B 310Xy MeTaMojlepHa
0Tpa3uach Ha 3pUTEIbLHOM BOCHPUSTHH
cylefytolnm o6pa3om. Bo-nepBbix, ecsu
B 310Xy MOJIEpPHA U MOCTMOJIEPHA 3PUTEJIb
npeacTaB/si U3 ceOst HHTEJIMI€HTHOTO
Ha0J1I01aTeIs XY/102KeCTBEHHOT O ICHCTBUS,
TO B COBPEMEHHOE BpeMsl 3puTesb OalbHbIX
TaHUEB MMPAKTHUECKH HUYEM He OTJIMYaeTCs
OT 3pUTeJIs €IMHOOOPCTB, K IPUMEpY.
Kpuku, Bo3riacel, sMolHoHa/IbHast
NoJjIepzKKa CBOUX Map CTajd HEOTbeMJIeMOH
4aCTbI0 COPEBHOBAHMI MO CIOPTHBHLIM
OasibHbIM TaHLaM. Pasymeercsi, Takoro poja
NOJJIeP7KKa OTHOCHTCS B ITEPBYIO OYepe/ib
K 3PUTEJISIM, HMEIOLLIUM OTHOLIEHHE K TOH
WJIM MHOW TaHlleBaJbHON nape, 6yab TO
poauTesu, 6JIM3KUE, IPY3bsl, MeIarory-
TpeHepbl. Ha Halu B3rJisj, n1aHHas MozieJb
JIMLE3PEHHUS CIOPTUBHBIX OAJIbHBIX TAHLIEB
He T03BOJISIET 3PUTEJIIO B MTOJIHON Mepe
3aHATb BHYTPEHHIOK TOUKY 3PEeHUs, TaK
KaK MHTEHLIUS 3pUTeIsl HanpaBJeHa Ha
npecseoBaHue cyry6o JMIHbIX HHTEPECOB.
CJrielyeT OTMETHTD, YTO 3a4acTylo Mearoru-
TPEeHepbl BLICTYNAIOT B KauecTBe Cy/leH
COPEBHOBAHUH, IJIe UM HEPEJIKO MPUXOAUTCS
OLIeHUBATb TaHLEeBaJ/bHbIE apbl HAPSLY CO
CBOUMM.

Bo-BTOpbIX, MPUMEHUTEJIBHO MOHATHS
«O6pazoBanHblfi rnasz» ['enpuxa
Besnbdanna, snoxa metamosiepHa
XapakTepu3yeTcsi pa3BUTHEM I106aIbHON
M POBU3ALMH, UTO OTPA3UIOCH

6yKBaJIbHO BO BCeX chepax yesoBeyecKon
»KU3HezesTeIbHOCTH. ColyalibHble

CETH, MeCCeH/KePbI, MapKeTMJIeHChI

Bce GoJibllie 3aHUMAIOT BHUMAHUS U
BpPEeMEHH y COBpeMeHHOro oouecTsa. B
MacCoBOM MJlaHe COBpeMeHHOe 0611eCTBO
MeHbllle HHTEPECYeTCsl TeaTPoM,
»KUBOIUCbIO, JIMTEPATYpo# H T. 1., UTO,
HEeCOMHEHHO, CKa3blBaeTcsl Ha CrocoOGHOCTH
BOCIPUHUMATh IIYOUHHO XY/I02KECTBEHHOE
MPOU3BEJICHHE U 3aHUMATh BHYTPEHHIOK
TOUKY 3peHMS].

[Tonposst uTork pasuesa o TOUKe 3peHust
3pUTeJIsl, XOTe0Ch Obl OTMETHTb, UTO
TOUKA 3pEHUsT 3PUTEJISI HMesl 3aBEIOMO
BHEIIHIOI0 TIO3ULHIO 110 OTHOLIEHHIO K
XY/107K€CTBEHHOMY TPOU3BE/ICHHUIO, TaKxKe
obJiajiaet BHyTpeHHel noguuuedt. [1pu
9TOM, HCCJIEI0BAHKE T10KA3aJ10, UTO B
MacCOBOM IJIaHe CIIOCOOHOCTb 3PUTEIs
3aHuUMaTb OoJiee rJIyOMHHO BHYTPEHHIOK
TOUKY 3PEHHS UMEET TeHIEHIMIO CHUKEHUS
OT 3M0XM MOJIEpPHA K 3110Xe MeTaMoJIepHa.
Kpowme Toro, ec/iu B Havase 3puTesibHOE
BoCHpUATHE (POPMHUPOBAJIOCH IO X0y
pa3BuTHs GOPMBI B TaHIle, TO BIOC/IEACTBUH
y2Ke 3pUTe/IbHOE BOCTPUATHE ObLIO
OCHOBHBIM (PAKTOPOM 3BOJIOINH (hOPMBI
TaHLLA.

Touka 3perus nepconaxtca
(xopeoepaghuueckoeo obpasa).

Inoxa modepra. Ecan aBTop U 3pUTEIb
SIBJSIIOTCS Cyry00 06'beKTaMU, a ux

TOUKH 3peHust cyObeKTaMH, TO MePCOHaAXK
(xopeorpacuueckuii 06pas) v ero Touka
3peHHUsI MO3ULIHOHUPYIOTCSI HAMM B acrieKTe
cy6bekToB. «To, uTo BCe Mo3HaeT u

HUKEM He M03HaeTcsl, 370 - cyObekT. OH,
CJIe/IOBATEJIbHO, HOCUTE b MUPa, 0011iee

1 BCErja NpejrnoJaraeMoe ycaoBue Beex
SIBJICHUH, BCSKOr0 00beKTa: HOO TOJILKO I
cyObeKTa CyllleCTBYEeT BCe, YTO CYLLECTBYET.
Taknm cyGbeKTOM KaxKIbli HAXOIUT CaMOro
cebs1, HO JIMLIb MTOCKOJIbKY OH T03HAeT, a He
ABJIsTeTCs1 00beKTOM no3HaHusi. OO BHLEKTOM,
OJIHAKO, SIBJISIETCS Y2KE €ro TeJio, U

OTTOr0 CAMO OHO, C 3TOH TOUKH 3PEHHUSI,
Ha3bIBAETCS HAMH MPEICTABJICHHEM »
(IIonenraysp). [To mbiciu [lonenrayspa,



MUP KaK MpeJcTaBieHre UMeeT JBe
CYLLLECTBEHHbIE U HeJIeJIMMble TTOJIOBHHBI.
«[1epBast 3 HUX - 0OBEKT: ero popmoi
CJTy2KaT MPOCTPAHCTBO U BPEMSI, a Yepe3 HUX
MHOKECTBEHHOCTb. Jlpyrasi »ke 1oJioBuHa,
cyObeKT, JIEXKUT BHE POCTPAHCTBA U
BpeMeHHU: HOO OHA BIIOJIHE M Hepas/ieIbHO
HaXOJIUTCS B KAXKJIOM MPEJICTABJSIOLLEM
cywectBe» (Illonenraysp). B stom
KOHTEKCTE TaKyKe XOTeJI0Ch Obl OTMETHTD
MO3HIIHI0 (hpaHILy3cKoro pumocoda
Mopuca Mepano-TlouTtu, nanaraemyio

B ctathbe Jlyknuepoit K.J1. «O
(heHOMEHOJI0TMYeCKOM TMOJIXO/IE K U3yYeHHIO
Npou3Be/ieHnH ueKyceTBa»: «Hocurenem
CcyOBEKTUBHOCTH /151 (PPAHILY3CKOTO
dunocoda siB/sIeTCA UENOBEUECKOE TEJNO B
COBOKYITHOCTH BCEX €0 KauecCTB U CBOUCTB;
MMEHHO OHO B IIpoLiecce MHOro0Opa3Horo
BOCIPUATHSI MUpPaA KOHCTPYUPYET U
ocMblcsuBaet 31ot Mup. [TogobHas
TPAKTOBKA aHTPOMNOJIOTHYECKOT0 acneKTa
MCKYCCTBA OYEHb TOYHO BbICBEUMBACT
POJIb JKUBOTO, CHXOCOMATHYECKOTO

«s1». DTO «51» BBIXOIUT B OKPYKAIOIIHH
MHP, OTHOBPEMEHHO BOUpast ero

B ce0s1; B 3TOM B3aUMOJICHCTBHH U
pozKaeTcst NPOU3BEIEHHE HCKYCCTBA, B
KOTOPOM OTParKaroTcsl OJHOBPEMEHHO H
XapaKTepUCTHKH MUPa (0OPMHUBIIIHECS

B BU3yaJIbHOM BOCTIPUSTHH YeJIOBEKA ),

¥ aHTPOTIOJIOTHYECKAs! CrielU(UKa «51»»
(Jlykunuesa 190).

B cnoptuBHbIX 6a/IbHBIX TaHLAX 00Pa3
MCIOJIHUTEJ 1€ HeTOCPEICTBEHHO CBSI3aH ¢
9MOLIMOHA/ILHBIM BbipaxkeHueM. B otinume
OT JIATUHOAMEPUKAHCKOH MPOrpaMMBbl, TJie
9MOLMH MOKHO BbIPA3HTh BCEM TEJIOM,

B €BPOINEHCKON IPOrpaMMe OCHOBHbIM
MHIMKATOPOM SMOLMH y UCTTOJHUTEJEH
siBaisieTcs JuLo. Ha BblpazkeHue, MUMHKY
JIMLA H3HAYAJIBHO MTOBJIHSIIA My3bIKa.
WMwmenno mysbiky [llonenraysp nasbizaet
BBICILIMM U3 UCKYCCTB. My3blKa 110 MHEHHUIO
[loneHrayspa sIBJsieTCS KOMHEH caMon
BOJIH. «My3biKa M03BOJISIET TOYYBCTBOBATh
YHHMBepCaJslbHble UyBCTBA U IMOLIUH,
OUMIIEHHbIE OT MOBCEJAHEBHBIX J€TANEN. .
Myabika JulieHa Ji00ro MaTepruaabHOTO

BOMJIOLIEHUS B OTJIHUME OT XKMBOTIUCH,
CKYJILITYPbI, U AaxKe no33un» (I1paBoe
noJsiyiiapue uutposepra). OnHako, CTOUT
OTMETHTh, UTO TaHell Hepa3pbIBHO CBS3aH

¢ My3blkoi. M B 1aHHOM acriekTe B TaHLe
Halle TeJo BbICTYNaeT HHCTPYMEHTOM
00BEKTUBALIMN MY3bIKH.

B snoxy moaepHa, Koraa 6asbHble TaHLbI
MCHOJIHAIUCH MOJT KJIACCHYECKYIO MY3bIKY
(Basbce), mkasoByio My3bIky (DoKCTpoTHI)
1 My3biky TaHro ObL1 3as0:xeH 06pas,
HanpsiMy!o CBSI3aHHbIH C POLLECCOM
MPOCJYIINBAHUS MY3bIKH TOTO HJIH HHOTO
Xapakrepa. AHaJIOTHIO 3MOLMOHAJIBLHOTO
BbIPaKeHHsI MO?KHO MPOBECTH ¢ MUMHKOH
JMpmxkepa opkectpa. Kak mbl 3Haem,
KJaccuyeckast My3bika 6epeT CBOM HCTOKH
OT LePKOBHOH My3blKM CpesIHeBEKOBbSI.

C Tex BpeMeH B KJIaCCHUECKOH My3bIKe
TPAHCJIMPYIOTCS HPABCTBEHHbBIE LIEHHOCTH
xpuctranerBa. OHON U3 LLEHTPabHbIX
1IeHHOCTEeH XPUCTHAHCTBA SBJISIETCS UYBCTBO
cocTpananus. IMeHHo cocTpananue,
cornepeXK1uBaH1e UyBCTBYETCS MPH
MPOCJYHIHBAHUH KJIaCCHIECKOH MY3bIKH H,
COOTBETCTBEHHO, 0TOOpPaKaeTcsl B SMOLMSAX
caywaredst. Takum o6pasom, MOKHO
MPENONOKHUTh, YTO OTHUM U3 OCHOBHBIX
06pa3oB y UCTIOJHUTEJCH €BPOTNEHCKON
MporpamMmMbl CIOPTUBHBIX Ga/bHBIX TAHLEB
siBJasieTcs coctpananue (Poto 3, 4).
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®oro 3, 4. [1apa cieBa: uMeHa HeH3BeCTHbI, apa
crnipaBa: Mupko ['o3zosn u dnura lanuyTe.

Inoxa nocmmodepra. Hecmorps
Ha CMeHy MY3bIKaJlbHbIX BKYCOB OT
KJIACCHUECKOH K 3CTpajiHoM, oOpas
TaHUEBAJBHON Mapbl, 3aJI0KEHHBIH B 3MOXY
MO/IepHA, COXPAHUJI CBOU UCTOKH B 3110XY
MOCTMOJIEpHA, HO BO3pacTaHHe IHHAMUKH
JIBHKEHHS HA TAHLLeBAJIbHOM IJI0LLAJKe
HaJI02KHJI0 OTpe/leJIeHHbIe YCI0BHS
U151 BUIOU3MEHEHHUST SMOLIMOHAJILHOTO
BbIpaxKeHHUsl TaHlleBasbHbIX nap. Tak,
ycoBeplIeHCTBOBaHHE (hOPMbI, yBeJIHYeHHE
JUIMHBI L1ara, HaKJOHOB, PUTMHY€ECKOTO
pucyHka nocrnoco6¢TBoBalsio Godiee
SIPKOMY SMOLIMOHAJIbLHOMY BbIpaKeHHIO.
MMeHHO aMniuTyna 1BUKEHHUSI IBJSIETCS]
rJIaBHBIM HHAMKATOPOM 3MOLIHOHAJIBHOTO
BbIpaXKeHUsI TaHIIeBaJIbHBIX Nap, Oy/b TO
B FOPHU30HTANBLHON MM BEPTHKAJIbHON
[JIOCKOCTH, T.€. COITOCTABUMOE 3aMOJHEHHE
JIBU?KEHHUST SMOLIMOHAILHON HArPY3KOH 1151
obecrieueHust ecTeCTBeHHOCTH. B naHHoM
acrekre JJ1s PeACTaBJICHHS MOKHO
NIPUBECTH B PUMEP CIIOPTUBHBIN OaJIbHbIA
TaHel| 3M10XH MOJIepHa M MeTaMoJIepHa.
Eca npeactaBuThb TaHell ¢ aMIIMTYL0H
JIBU?KEHHS], TIPUCYILEH 3110Xe MOJIepHa
9MOLIMOHA/ILHBIM BbIpaXKeHHEM, PUHSTBIM
B 3110Xe MeTaMojiepHa (3aberas Brepe,
MO2KHO CKa3aTb, YTO IMOLMOHAJIbHOE
BblpazkeHHe Gy/leT YCHIUBATHCS ), TO
9TO OyIeT BbIIVISIETh HEECTECTBEHHDIM,
«TepeurpanHbiM». M »ke Hao6opor,
aMIIIMTY/A ABHKEHUs, TPUCYLIAst
310Xe MeTaMOJepHa U SMOLIHOHAJIbHOE
BbIpaXkeHue, NPUHSITOE B 310Xy MOJIepHa,

9TOT BaApPHUAHT UCIOJIHEHUS OyeT
CMOTpPETbCS MPeANoYTHTENbHee, TaK KaK
mMpora TaHia oynet 3abupaTh OCHOBHOE
BHHMaHHe, HO BCe 2Ke JYIs TIOJIHOLLeHHOTO
3CTETHYECKOrO BOCMPHUSATHS JaHHOE
IMOLMOHAJIbHOE 3aroJIHeHHe Oy/IeT He
JIOCTATOUHBIM.

Inoxa memamodepra. B snoxy
MeTaMojlepHa Tak»Ke MPUCYTCTBYET OTXO]L
OT My3bIKaJIbHOTO COMPOBOXK/ICHHS,
NIPUHATOTO B 310Xy MOCTMOJEPHA,

OTHBbIHE NIPEBAJIUPYIOT PEMUKChI Ha
TNOMyJIPHYI0 My3blKy. HecmoTps Ha 310
o0pas TaHLEeBaJbHOH Napbl COXpaHseT
3aJ/102KeHHble B HEr0 OCHOBbI, HO
TeHAEHUUS YBEJUUEHUST aMITJIUTY/Ibl
JIBUKeHHs, Oepyllasi CBOe HauaJlo B 310Xy
NOCTMOJIEpHA, HAXOJUT CBOE MPOJIOJI2KEeHHE
B 3110Xy MeTamoziepHa. [Tomumo
YBEJIHUEHHS aMIJIUTY/Ibl IBH2KEHUS OJHUM
13 (HaKTOPOB yCHIIEHHST IMOLIHOHATBHOTO
BbIpAXKEHHUsI CTasa TeHIEHIIHS
CrOPTUBHOCTH. CTpeMJIeHHEe CIIOPTCMEHOB
3aHsTh [IPU30BbIe MECTA HAXOAUT CBOE
OTpakKeHHe B IOBEIeHHH SMOLIMOHAJILHOIO
BbIPazKeHHsI 10 YPOBHS 9KCITPECCHH.
Oco6eHHO 3TO MPOCJ/eKUBALTCS B TaHILAX
JIATUHOAMEPUKAHCKOH MPOrpaMMBbl, I/1e
YPOBEHb KCIIPECCHH MOXKET I0CTHraTh

JI0 HE@CTECTBEHHOCTH UCITOJHEHHSI.
Takxxe, ecsin B eBponeickoi nporpaMmme
3PUTEJIbHBII KOHTAKT ME2Kly apTHEPOM

U napTHepliei NpakTHYECKH OTCYTCTBYET
M3-3a 0COOECHHOCTEH MOJOXKEHUS B Mape

W U1 ODHEHTHPOBAHHMS HA TaHLleBaJbHON
MJIOLLAJIKE, TO B JJATHHOAMEPHKAHCKOH
nporpaMme 3pUTe/IbHbIH KOHTAKT MEXKIy
napTHEPOM M NapTHepLlel 00ycIoBJIeH
HaJIM4MeM I10BeCTBOBATEJNbHOCTH B TaHLE H
B3aWMOOTHOILIIEHUs BHYTpH napbl. OiHaKo,
B 310Xy MeTaMojiepHa Mbl HabJII01aeM, YTO
3pUTEJIbHBII KOHTAKT MKy apTHEpPOM

¥ NapTHepLIeH B JATUHOAMEPUKAHCKOH
nporpaMme NpakTHYeCKH CBeJeH

K MHHUMYMY, YTO HE MOXKEeT
TOJIO?KUTEJIbHO OTPA3UTLCS B aCleKTax
MOBECTBOBATEJILHOCTH M B3aUMOOTHOLLEHHUS
B 11ape, a Tak:kKe Ha o6LIeM 3CTeTHUECKOM
Bocrpusatuu. [ I[puanHoil 3TOMy MOXKET



ObITb, KAK Mbl paHee OTMevaJiu, TeHIeHIIUS
CIMOPTUBHOCTH, IJle TaHlleBaJbHble Naphbl
CTPEMSITCSI TPUBJIEUb BHUMAHUE CyJel 1
3puTesiel, HalauB C HUMU 3PUTEJIbHbIN
KOHTaKT. BmecTe ¢ TeM, 1aHHbIH TpeH]l
MO2KHO CBSI3aTh C COLIMOKYJIbTYPHbBIMH
YCJOBUSIMH Pa3BUTHs OOLLIECTBA B 9M1OXY
MeTaMojIepHa, IJle My>KUHHa U XKeHIIIHHA
CTPEMSITCS K HE3aBUCHMOCTH, K TeHIepHOMY
paBEHCTBY.

Mcxonist M3 BbILIEU3J102KEHHOT O,
MOZKHO CKa3aThb, UTO TOUKA 3PEHHUSI
nepcoHaxa (xopeorpadguueckoro o6pasa)
MMest 3aJ102KeHHbIe OCHOBbBI B 9110XY
MOJIEpHA, CBSI3aHHbIE C My3bIKaJIbHbIM
COMPOBOKIEHHEM CO BPEMEHEM
BHJIOH3MeHsack. Buaonsmenenue
CBSI3aHO HE CO CMEHOU MY3bIKaJIbHOTO
COMPOBOK/IEHHUS, a C yBeJIMUEeHHEM
AMIJIMTY/Ibl IBUPKEHHST, TAK KAK OCHOBA
oOpasa Obl/1a coxpaHeHa.

OCHOBHbIE MONOXEHUA

B xone ncenenoanust pazpaboransl U
copMyIUpoBaHbl CleIyIOlMe HayYHble
pe3yJibTaThl:

- OTIpe/Ie]IeHO, YTO Ha TOUKY 3PeHHUsI
aBTOPA B €BPOTEHCKON Mporpamme
CMOPTUBHBIX HAJIbHBIX TAHIIEB TOBJHUSIHN
COLIMOKYJIbTYPHbIE TEUEHHSsT 110X MOJIEPHa,
MOCTMOZIEpHA ¥ MeTaMoJIepHa;

- IPOAHAJU3UPOBAH XapaKTep
BHEIIIHETO U3MeHEHHUsT POPMbI BHYTPH
napbl, MOBJAEKUINH pediieKcHio pakypca
BOCIPUATHS aBTOPA;

- BBISIBJIEHO, YTO BHYTPEHHSIS TOUKA
3peHHUs 3pUTesIs M ee riyOGHHa B MACCOBOM
nJlaHe UMeeT TEHIEHIIMIO CHHKEHHUS OT
3TI0XH MOJIEPHA K 3T10Xe MeTaMOJIepHa;

- OIpe/IeIeHO, YTO TOUKA 3PEeHUS
3pureJisi GopMHpPOBAIACh M0 XOLY PA3BUTHS
(opMbl B TaHLle, HO BIIOCJIE/ICTBUH Y2Ke
3pHUTEJbHOE BOCTIPUATHE ObIJIO OCHOBHBIM
(hakTOpOoM 3BOJIIOLIMH (DOPMbI TAHLIA;

- YCTaHOBJIEHO, UTO TOUKA 3PEHHS
nepcoHaxa (xopeorpadudeckoro o6pasa)
HeMOCPEeACTBEHHO CBsI3aHa C My3blKaJlbHbIM

COTNPOBOXKACHUEM €BPOINEHCKON MPOrpaMMbl

CITIOPTUBHBIX OaJIbHbIX TAHLIEB;

- BbIAIBJIEHO, YTO aMILJINTY/A JABU2KEHUS
BBICTYIaeT OCHOBHBIM HHAMKATOPOM
Pa3BUTHSA SMOLMOHAIBLHOIO BbIPAXKEHHS
B €BPONEHCKON NPOrpaMme CrIopTHBHOTO
OabHOTO TaHLA.

3aKknwyeHue

Ha ocHoBe cemnoTHUECKOrO aHa/IM3a
€BPOIEHCKON MPOrpaMMbl CIOPTHBHOTO
6aJibHOrO TaH1la HaM YaJ0Ch HCCIEI0BATh
JIAHHBI BUJL CUHTE3a Xopeorpaduieckoro
MCKYCCTBA M CIIOPTA C MO3ULMH TOYEK
3peHHUst aBTOpa, 3pUTeJIsl U epcoHaxa
(xopeorpaduueckoro o6pasa). OcHOBHOM
MHCTPYMEHTApUH - TeOpeTHUECKHE
pazpabotku B.A. YcneHckoro,
TMI03BOJIMBLLME MCC/IEA0BATh BHELIHIOW

1 BHYTPEHHIOIO TOUKY 3pEHMSI, UTO
NPEI0CTABUIIO BO3MOKHOCTb B3IVISIHYTh
Ha CTETHKY CIIOPTUBHOrO GAJIbHOTO TaHLA
6oJiee rIyOHHHO.

Teopetuueckue paspaborku [
Besbainna ponosnHum uccneioBaime B
o6s1acTH (hopMasIbHOTO aHa/u3a, a TakxKe
pasfes BHyTpeHHelH TOUKH 3peHHst 3pUTeJIst
MPUMEHHTENBHO NOHATHST « OO6pa3oBaHHbIN
rJjaas».

Kak n B hopmasibHOM aHasin3e, Ha
OCHOBE CEMHOTHYECKOTr0 aHa/Iu3a ¢
NpUMeHeHreM (peHOMEHOIOrHYEeCKOoro
MOJIX0/1a YAJ10Ch MPOCJIEINTh OTpazKeHHe
orpe/esieHHbIX TeHACHUMH pa3BUTHSI
Xy/107K€CTBEHHbBIX MIPOLIECCOB KaXK/101 U3
snox. Tak, B MojilepHM3Me — «Iporpecc»
C TOYKH 3peHMsl aBTOPA BblpaxKaeTcsl B
BHJI€ CTPYKTYPHBIX (hOPM MOCTPOEHHS
(huryp, KOMIMO3ULMH TaHLLa, C TOUKH
3pEHHUS 3PUTEJISE B YCTOMUUBOM HHTepece
K Pa3JIMuHbIM XKaHPaM HCKYCCTBA, C TOUKH
3peHust nepcoHaxa (xopeorpaguueckoro
o6pasa) B 3aJI0¥KEHHBIX B HErO
HPABCTBEHHBIX LIEHHOCTEH.

B noctmonepuusme —
«JICKOHCTPYKLHSI» C TOUKH 3PEHHUs aBTOpa
BbIPAXKAETCS B BUJIE BbIXO/IA 38 PAMKH
(hopMbl, KOHCTPYKLIMH, C TOUKH 3PEHHUST
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3pUTEJISt B OTXOJIe BOCIIPUSITHSI IPUHIIUIIOB
BBICOKOTO MCKYCCTBA K MacCOBOH

KyJIbType, C TOUKH 3PeHHsI lepPCoOHaXKa
(xopeorpacuyeckoro o6pasa) B yBeJHMUeHUH
IMOILMOHAJILHOTO BbIPayKeHHsI TI0CPEJICTBOM
AMIIUTY/Ibl JIBUYKEHHUSI.

Bknag, aBTOpOB:

B metamozepHusme — «kosiebaHne»
MexK/y KaTeropusiMH CIopTa M HCKyCCTBa
IPOCJICKUBAIOTCS C TOUEK 3PEHMs aBTopa,
3pUTeJIs U epcoHaxa (xopeorpaduieckoro
obpasa).

A.T. Ucanues — GopMHpOBaHME TEOPETUYECKOM YaCTM TEKCTa, paboTa
UCTOYHUKAMU U MHTEPNpeTaLmMs NoNyYeHHbIX AaHHbIX. AHANU3 U cMCcTEMATU3ALMS
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A.T. MonpaxmeTtoBa — onpefeneHme KoOHUEeNUUn MCCNesoBaHus, BbiBaeHUe
Kpyra 3agay u pa3pabotka MeTofo10rMun uccnenoBaHus. HayuHoe
pefakTMpOBaHWE OCHOBHOIO TEKCTA, TEKCTA aHHOTALMM, KOHCYIbTUPOBAHUE U

Hay4YHOe pyKOBOACTBO.

ABTOpnapabiH, yneci:

o.T. UcanuneB — MaTiHHIH TeOpUANbIK BeNiriH KanbinTacTbipy, Lepekke3nepMeH
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Ucanunes 9aioek, Moigaxmerosa Anuma

TemipGek Kyprenos arbinarsl Kasax yartbik enep axkagemusicol (Anmarnl, Kasakeran)

ABTOP, KBPEPMEH XX9HE KEMINKEP (XOPEOTPA®UANDIK BEMHE) ACNEKTICIHAETI
CNOPTTbIK BAN1 BUIHIH CEMUOTUKANDIK TANIAAY

Anpatna. Makanaga bopuc AHopeeBuy YcneHCKMIAIH CEMUMOTUKANbIK Tanfay sfiCiHe HerisaenreH
3epTTey KypanaapbiH naganaHa oTbipbiM, aBTOP, KOPEPMEH XaHe Kerinkep (xopeorpadusnbik 6eiHe)
TYPFbICbIHAH CMOPTTbIK, 6an 6UiHIH eyponanblk, 6aFaapaaMacbiHbiH, CEMUOTUKANBIK Tangaybl 6epinrex.
3epTTeyaiH MakcaTbl — MOAEPHAIK, NOCTMOAEPHAIK XaHe MeTaMOLEPHAIK Adyipaeri cnopTTbiK, 6an
6MiHiH eyponanblk 6araapnamMacbiHAAFbl aBTOPAbIH, KOPEPMEHHIH, XXaHe KeninkepaiH (xopeorpadusnbik,
6elHe) ke3KapacbIHbIH, epekiue 6enrinepiH aHbikTay. CEeMUOTUKANbIK TaNAay HerisiHAe 3epTTeyiH,
MaKCaTbl CMOPTTbIK 6an 6MiHiH eyponanblk 6argapnaMacbiH «eHEp — KapbIM-KaTblHAC — Tin — TaHOa»
KaFnaacbl 60MbIHLIA CbIPTKbI KIHE iLLKi K&3Kapac acnekTinepiHae, COHAan-ak, Xopeorpapuabik eHep
OPbIHAAYLIbl MEH KepepMeH apacbiHAAFbl KApbIM-KaTblHAC AMANOITbIK, CMMATKA Me 6onbin, AeHe BiTiMi 61
Tini 6ona oTbIpbIN, 3PTYPAi 6enrinepai KanbinTacTblpybliHAA 60bIN TabbINAbI.

byn 3epTTeyaiH HaTUXECI MOAEPHU3M, MOCTMOLEPHM3M KIHE METAMOAEPHU3M Ke3eHaepiHaeri
eyponanblk 6arnapnamMaHblH, 61 3CTETUKAChIHBIH, AAMYbIHAAFbI XXeTeKLi TeHAEHUMANAPAbl KOPCETKEH
aBTOPAbIH, KEPEPMEHHIH, XXaHe KeWinkepaiH, (xopeorpadusanbik 6eriHe) ke3kapactapbiH aly 60nbin
Tabbinaabl. CanbiCTbipMasbl 94iIC KOFapblaa aTaiFaH KeseHaepaeri eyponanbik 6unepaeri TaHba
XKYMECiHIH faMy epeKLenikTepiH aHblKTayFa MyMKiHAiIK 6epai. MogoepHU3M, MOCTMOLEPHM3M XKaHe
MeTaMOLEPHMU3M LdyipnepiHAeri OpblHAAYLbUIbIK CTUAbAIH 63iHAIK epeKLeniri aBTop, KOPEePMEH XaHe
Keninkep (xopeorpadusnbik 6eiHe) TypFbiCbIHAH TanAaHambl.

byn 3epTTey 61 cnopTbl CananapbiHAA XaHe xopeorpadusanblk eHep 6afFbITTapblHAA KEHiHEH
KONAAHbINATBIH BULIH CeMMOTMKANbIK, TanLayblH XXYPrisyre apHanfaH nepcneKkT1BanblK Kypanaap
YKUbIHTBIFbIH YCbIHAAbI.

TyiiiH ce30ep: 61 3CTETUKACHI, CNOPTTbIK 6an 6ui, 61 cNopTbl, CEMUOTMKANDIK Tanaay, bopuc
YCneHCKui, METaMOLEPHU3M.

Moaiiekce3 ywiH: Vicanves onibek xaHe MongaxmetoBa AnvnMa. «ABTOpP, KEPepMEH XaHe Keninkep
(xopeorpaduanbik 6erHe) acnekTiCiHAeri cnopTTbiK 6an BuiHiH cemoTukanbik Tangaybl». Central Asian
Journal of Art Studies, 1.9, N24, 2024, 70-87 6., DOI: 10.47940/cajas.v9i4.947

Anreic: ABTopnap «Central Asian Journal of Art Studies» »ypHanblHbIH, pefakTopaapbiHa MakanaHbl
6acnara faviblHAAYFa KEMEKTECKEHI YLLUiH XX9HEe aHOHUMAI peLLeH3eHTTepre 3epTTeyre Has3ap ayaapbim,
KbI3bIFYLLUbINbIK TAHbITKAHbI YLUiH aNfbICbiH Binaipesi.

Asmopnap KommazbaHblIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesep KalilublbIFbl HOK
eKeHOieiH Manimoelioi.
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Issaliyev Alibek, Moldakhmetova Alima
Temirbek Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

SEMIOTIC ANALYSIS OF BALLROOM DANCE IN THE ASPECT OF VIEWPOINTS OF THE
AUTHOR, VIEWER AND CHARACTER (CHOREOGRAPHIC IMAGE)

Abstract. The article presents a semiotic analysis of the European program of ballroom dance from the
point of view of the author, viewer, and character (choreographic image) using research tools based on
Boris Andreevich Uspensky’s semiotic analysis method.

The purpose of the study is to identify the distinctive features of the points of view of the author,
viewer and character (choreographic image) in the European program of ballroom dancing in the
modern, postmodern, and metamodern eras. Based on the semiotic analysis, the objectives of the study
were to study the European program of ballroom dance in aspects of external and internal points of
view according to the principle «art - communication - language - sign,» where choreographic art has
a dialogical nature of communication between the performer and the viewer. Physicality, being the
language of dance, forms various signs.

The result of this study is the disclosure of the points of view of the author, viewer and character
(choreographic image), which showed the leading trends in the development of aesthetics of dances
of the European program during the periods of modernism, postmodernism, and metamodernism. The
comparative method made it possible to identify the characteristic features of the development of the
sign system in European dances of the above-mentioned periods. The originality of the performing
style in the eras of modernity, postmodernity, and metamodernity is analyzed from the points of view
of the author, viewer and character (choreographic image).

This study presents a promising toolkit for conducting a semiotic analysis of dance, which has wide
application in dance sports and choreographic art.

Keywords: aesthetics of dance, ballroom dance, dancesport, semiotic analysis, Boris Uspensky,
metamodernism.

Cite: Alibek Issaliyev, and Alima Moldakhmetova. “Semiotic analysis of ballroom dance in the aspect
of viewpoints of the author, viewer and character (choreographic image)”. Central Asian Journal of Art
Studies, Vol. 9, No. 4, 2024, pp. 70-87,DO0I: 10.47940/cajas.v9i4.947
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O HEKOTOPbIX ACITEKTAX
B3AUMOJIENCTBUY
ATHOMCUXOJIOTUU

U MY3bIKAJIbHOM
3THOJIOTUHU

(HA MPUMEPE KA3AXCKOW
TPAJAULIMOHHON
MY3bIKH)

Axap Aiityaposa', JKaneab AGenbraeBa?

'Kazaxckuii HalmoHaILHBIHA XKEHCKHI refiaroruueckuii yuusepeuret (Anmarbl, Kasaxcran)
?Kasaxckasi HalMoHaJ IbHas akajeMust iekyceeTs umenn Temnp6eka YKyprenosa (Anmatbl, Kasaxcran)

AHHOTauMs1. B3aMMoLeiCTBUE STHOMCMXOIOMMU U My3blKabHOM STHONOTMM Ha MPUMEpPE Ka3axcKoi
TPaAMUMOHHOM My3bIKM ABNISETCS aKTyasibHbIM B YC/I0BUSIX Fo6anu3aumm, M 0KasbiBaeT BMSHUE Ha
(OPMUPOBaHME STHUYECKOM MAEHTUYHOCTU. Lienb nccienoBaHms — BbISIBUTb POb TPAAULIMOHHOM My3bIKM
B MOALEPKAHUM MCUXON0rMYECKOrO BAaronoyumus U STHUYECKOM CaMOBbITHOCTM Ka3axcKoro Hapozaa.
MccnenoBaHue BbIMOMHEHO C MPUMEHEHWEM KOMIIEKCHOTO MOAXO0AA, BKOUAKOLLETO NCUXOI0MMYECKUE

U KynibTyponoruyeckue Metoapl. Mpu aHanuse 6bian U3yyeHbl STHorpaduyeckue, punocodekue

U MCUXONOTUYECKME ACMEKTbI KAa3axCKOM My3biku; paboTa onupanach Ha TPYAbl Ka3aXCTaHCKMX
MCCIef0BaTeNei Mo CUMBOMKE M LEEHHOCTAM MY3bIKaIbHOM KY/bTYpbl.

Pesy/ibTaThl MCCNEA0BAHMS MOKA3bIBAKOT, YTO KAa3aXCKas TPAAMLMOHHAS My3blKa BbIMONHAET
Ba)XHbIE MCUXONOTUYECKUE GYHKLMK. PUTyasbl 1 06paabl B KAa3aXCKOM KYAbType BbICTYNAOT Kak
CPEACTBa NCUXO3MOLMOHANIBHOM PErynsLmMm, NO3BONSIOLLME YYACTHUKAM MEPEXUTb CUbHBIE SMOLMM.
Hanpumep, «CbiHCy» 1 «XKoKTay» NOMOTakoT Nt0AAM CMPaBAATLCA C yTpaTaMu U CTPECCOM, aifTbIC, Kak
Cnoco6 06LEHUA B MOMEHT COCTA3aHUS - CHSTb BHYTPEHHEE HaMpsKeHWE, pa3peLnTb KOHMANKTHbIE
cUTyauuu. MHCTpYMEHTaIbHbIE KoM MepeaarT CKPbITYio MHGOPMaLMIO U MOALEPKMBAKOT COLMATbHYIO
rapMoHuio, a KobbI30Bas My3bika CMOCOGCTBYET NepepaboTkKe TParuuyeckmux NepeskMBaHui, BbinonHAs



NcUxXoTepaneBTUHECKY0 POJib. Kasaxckas MYy3blKa UMEET 3HAUYNUTE/IbHOE STHOMNCMXONTOrM4YeCcKoe
3Ha4vyeHune, nogaep>Xmead yxoBHOE U NCUXonormyeckoe 6J1arononyq|4e coobuecTsa. nepCI’IeKTl/IBbI
BK/IHOYAKOT AasbHelLee n3yvyeHue Ka3axcKow Tpa,ﬂ,MLl,MOHHOVI MY3bIKX KaK pecypca Ansg ncuxotepanuu,
a TakXe BO3MOXXHOCTU UCMOJIb30BaHMA BbllUEHA3BAHHbIX MY3blKa/IbHbIX MPAKTUK B COBPEMEHHbIX

NCUXONTIOrM4YeCcKmnxX noaxogax.

Kntouesbie cn08a: STHONCUXONOTUS, MY3blKa/lbHafA 3THONOIMA, Ka3axckad TpagnuuMOoHHaa My3blika,

puTyanbl, 06psabl.

Ans yumupoeanus: AiityapoBa Axap, u AbenbtaeBa XaHesnb. «O HEKOTOPbIX acnekTax
B3aVMOAENCTBMS STHOMCUXOOTMU U MY3bIKAJSIbHOM 3THOMOMMU (Ha MPUMEPE Ka3axCKOM TpaAULMOHHOM
My3bikmn)». Central Asian Journal of Art Studies, .9, N2 4,2024, c. 88-100. DOI: 10.47940/cajas.v9i4.946

A8mopbl npoyumanu u 0006puIu 0KOHYamebHell 8apuUaHmM pykonucu u 3aseastom ob omcymcmsuu

KOHGIUKMA UHmepecos.

BBepeHue

9Tﬂoncnxonomﬂ 1 My3bIKaJibHasi
ITHOJIOTHS SIBJISTIOTCST JIBYMS1
pa3MIHBIMKM 00JIACTSIMH 3HAHMS,

HO MEe>KJly HUMH CyIIeCTBYET
B3aUMOJICHCTBHE. DTHOMCHXOJIOIHST
M3ydaeT MCUX0JIorHyeckre 0co6eHHOCTH
¥ TIPOLIECCHI PAa3JIMUHBIX HAPOJIOB B
KOHTEKCTE X KYJIbTYpbl, TPAAULIHI 1
rcropun. MysbiKaabHast STHOJOTHS,
3aHUMaeTCsl H3ydeHHeM MY3bIKaJIbHbIX
TPAJMLKMH W HCTTOJMHHUTENBCKHUX MTPAKTHK
pasJIMUHbIX KYJbTYp U HAPOJA0B. Mbl
Oy/leM paccMaTpHUBaTh 3THOTICHXOJIOTHIO
1 STHOJIOTHIO B KOHTEKCTE MY3bIKH, HMesi
B BHJLy My3bIKaJbHYI0 STHOMCHXOJIOTHIO U
MY3bIKaJIbHYO 3THOJIOTHIO.

Oo6a HanpaBJ/ieHHs U3y4alOT BAUSHUE
MY3bIKH Ha KyJIbTYpPYy H MOBEJIEHHE
JIIOJIeH, OJIHAKO JIEJAI0T 3TO C PA3JIMUHBIX
UCCJIEI0BATEIbCKUX MMO3ULIHH.
DTHOMNCHUXOJIOTHST M3ydaeT BJUSTHHE
MY3bIKH Ha TICHXOJIOTHIO UeJIOBEKA U €ro
B3aUMOJEHUCTBHE C 0OIIECTBOM, B TO

SIBJIEHHE HALMOHAJIbHON KYJIbTYPbI,
OTpakaeT BarKHEHIIHNE 4ePThl STHUUECKON
NCUX0J0ruu. B 3TOM cMbIcie, MHTerpalius
3THOINCUXOJIOTHYECKUX 3HAHUK U HAPOIHON
MY3bIKH (9THOMY3bIKH ) OTKPBIBAET

HEU3MEpPUMbIE€ BOSMOXKHOCTH JIJIs1 USYHEHU ST

MHOTHX aCII€KTOB.
MeToAabl

B nanHom uccsienoBaHnu npuMeHeH
KOMITJIEKCHBIH MOIX0/, 00 beIMHSIOLINH
TICUXOJIOTHYECKHE U KYJIbTYPOJIOTHYeCKHUe
acrnekTbl. [Ipo6yiema B3anMOCBSI3H 3THX
JIByX o6J1acTeil 0cOOEHHO BaxKHA B CBETE
ry100aNu3allMd U MUTPALMH KYJbTYp, YTO
HaKJIa/bIBAET ONpeaeEHHbIe U3MEHEHUSsT
Ha BOCMPUATHE MY3bIKH B PA3JHUHBIX
9THUYECKUX Ipynmax.

MccenenoBanust KyJbTypHbBIX H

(hr0cOMCKUX aCMEKTOB Ka3aXCKOH MY3bIKH

pacKpbIThl B paboTax Ka3aXCTaHCKHMX
yUeHbIX, TakuX Kak Acust Myxam6eToBa,
[llonnan Capuena (Tykenoa), Cabuna
Asiz6ekosa, ['yab3ana OmMapoBa u 1pyrux.
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PaccmarpuBas nosenenue uesoseka Phillip

R. Slavney yrBepxkiaet, uto Bepa siBJjsieTcs

OCHOBOH MOBEJIEHNS U OTHOCUT KOHLIEMIIUIO

Bepbl K 06J1acTH THOMCUX0J0THH (Slavney).
OpnHako ncuxosoruyecKui

ACTIeKT Ka3axCKOH My3bIKH OCTaeTCs

BpeMsl KaK 3THOJIOTHSI CKOHLIEHTPHPOBaHa
Ha M3YYeHUH My3blKaJbHbIX TPAIULMI
PA3JIMYHBIX KYJbTYP H UX HCTOPHUECKHUX
KOpHeH.

Kasaxckast TpafguLOHHast My3bIKa,
Kak H J11060e 0CHOBOMOJIAraoLLee
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MaJsIou3y4eHHbIM, U Hallla CTaThsl
npejicTaBJ/sieT COO0H O/IHY M3 MOMbITOK
paccMoTpeTh ITHOICHXOJI0THYeCKHe
XapaKTEPUCTHKH, CBSI3AaHHbIE C My3bIKOH
Ka3aXoB.

Kyavmypoaoeuyeckuti acekT Takoro
TMOJIXOAa PaCKPBIBAET HATIPaBJICHUS,
ucesieyoume 0co6eHHOCTH CHMBOJIMKH U
LEHHOCTHbIX OPUEHTALUH TPAILULUOHHON
KYJIbTYPbl, HEPA3PbIBHO CBSI3aHHbIX
C COOTBETCTBYIOLIUMHU pa3iesaMu
THOTpaUn, POJLKIOPUCTHUKH,
9THOMY3bIKOJIOTHH. TemMaThuKa Takoro
poja uccieloBaHni oOLIKMpPHA: 31eCh
paccMaTpUBAIOTCsl BONIPOCHI BOCCO3aHHsI
THHUECKOH KaPTHHbBI MUPA Yepe3 My3bIKY,
a TaKxKe BO3POKJIEHHE CUMBOJIHKH
JIPEBHEro CO3HAHMUS HALLIUX MPEJIKOB,
«3aKOIMPOBAHHON» B BepOAJIbHbIX U
HeBepOasIbHbIX (My3bIKaJIbHbIX ) CTPYKTYpax.
« My3bIKaJbHbIH QOJLKIOP H 06Psijibl
Ka3aXoB SIBJSIIOTCS LLEHHEH UM HCTOUHHKOM
ISl BOCCO3/IaHUSI OCHOB MUPOITOHUMAaHHS U
MHPOBOCIIPUSITHSI HapoJa. Bce KOMIOHEHThI
o6psiia U3HAYaJbHO HMEIOT CaKpaslbHOE
3HauYeHHe, KaK Maruieckue 1efcTBus,
CJI0Ba, My3blKa, O1€K/1a, [IPEIMETHI,
3anucH u T. 1. Kaszaxu coznanu 6orateiiuimni
My3bIKaJIbHbIH (OJIbKIOP — KOJbIOeJIbHbIE,
JIeTCKHe, IIaKTHYeCKHe, Kapa OJleH MeCHH
1 MECHU-TTUCbMa, HHCTPYMEHTAJBHYIO
My3bIKy. OHM SIBJISIIOTCS] BOTJIOLIEHUEM
TBOPYECTBA, 2KU3HEHHOT'O OI1bITa, NJIyOHHBbI
1 3PEJIOCTH MY3bIKaJIbHO-TT03THUECKHUX U
XYJI02KE€CTBEHHBIX TPAIULIUH, H3HAYAJbHBIX
ICTETHYECKUX YCTAHOBOK»

(Gabitov et al 650).

CBH/IeTE/IBCTBO TOMY — MHOKECTBO
JiereHs1 U MUOB, COXpaHUBIINXCS B
BHJIE OTJ/IEJIbHBIX CKA30K U JIETeH]l,
conpoBozxaatoLLKX Kiou («LLIbiHbIpay»,
«KopKbIT», «AKKy» 1 1p.). B 311X
MCTOYHHKAX Mbl BUJIUM JIpEBHUE
MH(OJIOTH3UPOBAHHbBIE KOCMOTOHUYECKHE
NpeJICTaB/AeHUs TIPOTOKA3aXO0B O
MHUpO3IaHuu, 0 BeesnenHoli, otoOpaxkeHHble,
KpOMe TOro, M B CaMOH My3bIKe.
(Hanpumep, uepes npocrpaHcTBeHHbIE

(akTypHble (OpPMBI.)

Ouckyccua u obcyxaeHue

Ioxkrop nckyccrosesienust A.M.
MyxambeToBa yTBEPKIAET, YTO CIOBO
«KIOH» B CBOEM JIpeBHelLeM 3HaYeHUH
CBSI32HO C MOHSITHEM < COCTOSTHHE»,
4TO OTpaxKaeT BaxKHEHIYI0 KaTeropuio
mupononumanus (172). CpaBunm
JIAHHBIH TE€3UC CO CJIEYIOLLIHM
onpenenenuem: «Ilcuxuueckoe 3nopoBbe
— cocmosHue nyuieBHOro 6J1aronoayyus,
XapakTepuayollleecs: OTCYyTCTBUEM
60J1€3HEHHBIX ICUXHUECKUX TIPOSIBJICHUH 1
obecrieunBarollee ajeKBaTHYIO YCJIOBHSIM
OKpy2KalollleH 1eHCTBUTENBHOCTH
peryJisilyio NoBeJIeHusI, AeSTEJIbHOCTH »
(ITerpoBckuit, fIpoweBckuit 301).
Hecmotpst Ha HeKoTOpOE pasJsnuue,
o0a orpe/ie/ieHUst CXOSATCs B TOM, YTO
JyLIeBHOE COCTOSIHHE HMEET KJI04eBoe
3HaueHHe J/1s1 F'apMOHUH YesloBeKa.
Kareropus «kiofi-coctosinue» B
TPAIMLIMOHHON KyJIbType COeIMHSIET
BHYTPEHHHUI MUP YeJlOBEKa C BCEJIEHHOH,
TMOUEPKUBAst, 4TO GJIArOMOJydHe JIMUHOCTH
HarnpsiIMyto CBSI3aHO C LEJIOCTHOCTBIO U
rapMoHHel MHpPa, B KOTOPOM YeJIOBEK
SIBJISIETCS] OPTaHUUHON YaCThIO.

ArHomysbikoBepbl (Enkhtuvshin u
Enebish 5), uccnenyst npoucxoxienne
MOHTOJILCKOH MYy3bIKH, OTKPbIJIH CKPbIThIE
TMCUXO0JIOTHUECKHEe 0COOEHHOCTH KOUEBOTO
MHPOMOHUMAHHS, KOTJIa My3bIKa UCIOJIHSIET
poOJib pUTyasia B iasiore 4esoBeKa u
npuponsl. Mcenenoarenu noauepKuBaior,
YTO MOHTOJILCKHE MY3bIKaHTbI 00peTatoT
CKPBITOE CO3HaHHe U cuJTy 6Jaroaaps
YYBCTBY €/IMHEHHSI C CUJION MTPUPO/IbI,
JlyXaMd 3eMJTH 1 y[lIaMH TIPEJIKOB,
ollyuias (MpeuMylecTBeHHO B HOUHOe
BpeMs1) BUOPALMK OKpY2KaloLero MUpa.
ABTOpBI FTOBOPAT 0 «TailHOM (heHOMeHe
4eJI0BeYeCKOro CO3HaHUs1» B My3blKe
KOUEeBBIX HAPOJIOB.

ITHOMY3bIKa OTpaKaeT 0COOEHHOCTH
HalMOHA/ILHOTO XapaKTepa 1
MeHTasuTeTa. Hanpumep, noM6poBbie
MHCTPYMEHTAJIbHbIE CTHJIM «TOKIE» U



«11IepTIe» IEMOHCTPUPYIOT KOUeBOe
Co3HaHHWe, coyeTast IMHaMHYHOE OCBOEHHE
NpoCTpPaHCTBa ¢ PUIOCOMCKUM COCTOSTHHEM
MoKosl. 3aMeTHM, YTO YHHBepCaJbHble U
crieurduyecKre nposiBJACHNsT STHUUECKUH
MICUXOJIOTHH - JIBUZKEHHE W TTOKOH -
NPOC/IEKUBAIOTCS HA PA3HBIX YPOBHSIX
MaTepPHANBbHO-OBITOBOH U TIyXOBHO-
ICTETHYECKON KyJIbTYPbl Ka3axoB,
HarpuMep, B CHMBOJIM3ME «3BE€PHHOIO
CTHJIST», B 06psiziax c8adebH020 Kapasana
U noepebaivHolx nPoBoA0a (CTaThka u
JIBUXKEHHE OJIHOBPEMEHHO ).

M3yueHue TpanuiMOHHON My3bIKH MOYKET
ObITb YIJ1yOJEHO C TOMOLIBIO TOCTHAKEHUH
NPAKTHYECKON [TCUXOJIOTHH, YTO OTKPbIBAeT
HOBbIE MIEPCIEKTUBDI /I aHAJIN3a
ITHOINCUXOJOTHYECKUX 0COOEHHOCTEH
MY3bIKH.

Hsyuenue smHomy3oLKu ¢ LOMOUYbIO
NCUXOAO02UYECKUX 3HARUL NO380ASEIM
1O-HOBOMY PACKPLLMb KAK MY3blKAAbHbLE
ocobenHocmu, maK u 3MHONCUXON02UIO
KA3axcKko2o Hapooa.

B TpaiyiMOHHBIX KyJIbTypax My3blKa 1
0Opsiibl HTPAIOT KJIOUEBYIO POJIb HE TOJIBKO
B COLIMAJILHOM H JlyXOBHOM KOHTEKCTaX,

HO U B 06ecreyeHUH TICHX0J0THYEeCKON
3alLUThI, TEPMHH, KOTOPBINA OblJ BBEJICH
SurmynjioMm OpeijioMm. ITH KyJIbTypHbIe
MPAKTUKH BHITOJHSIOT HECKOJIBKO (DYHKIINH,
KOTOpbI€ MOMOTaloT JIIOJSIM CIPABJSTLCS

C BHYTPEHHUMH U BHELIHUMH CTPeCCaMH,
NOJUIe P2KUBATH NICUX03MOLHOHAIBHOE
OJs1aronoJiydne M 3allMILaTbCcs OT yrpo3, Kak
BHEIIIHEr0, TaK U BHYTPEHHETO XapaKTepa.
PaccMoTpuM HECKOJIBKO acrekToB, Kak
My3blKa U 06psijibl CTAHOBSITCSI CPE/ICTBAMH
MICUXOJIOTHYECKOH 3aLLUThl B TPAIULIHOHHOM
Ka3axcKoM o0llecTBe.

Ecan paccmarpuBaTh 3THOC Kak
MCHXOJIOTHUECKYIO OOILIHOCTb, TO
HETPY/IHO 3aMETHTb, UTO OH SIBJISIETCS
rapaHTHPOBAHHOM (hOPMOK 3allUIIIEHHOCTH
1 cTabUJIbHOCTH JI/Is1 IMUHOCTH C
YCTOHYMBBIM 3THHUECKHUM CTaTyCOM.

PesynbTarthl

PutyasnbHble ny1auu, Takne Kak “chbiHcy”
1 “2KoKTay”, SIBJISJIMCH BAXKHBIMU

3J7IeMEHTaMHU KyJIbTYPHOH MPAKTHKH,
KOTOpPbI€ MOMOTaJIH JIIOJSIM CIPaBJISATHCS
C YTPaToH, CTPECCOM WJIH 3HAUUMbIMU
M3MEHEHHUSIMU B 2KM3HU. DTH 00pSi/Ibl He
TOJIKO BbIpaxkaJsii KOJIJIEKTHBHYIO 00J1b, HO
1 obGecrneunBan 3heKTHBHOE CPEJICTBO
JUIS1 THAMBHyaJbHOTO TIPEOIOIEHHS
9MOLIMOHAJILHBIX TPYIHOCTEH.

[IpencraBsienue o ToM, UTO Yepes Takue
pUTYaJM3UPOBAHHbIE IEHCTBHS UeJOBEK
MOZKET alalTHPOBATLCS K TPABMHUPYIOLLUM
CUTYyaLUsIM, MOIUEPKUBAET UX BAXKHOCTb.
Takue npakTHKH, 1EACTBUTESIBHO, UMEIOT
rJlyOOKHE MCHXO0J0THYeCKHE KOPHH.
OHu 1M03BOJISIIOT YesI0BEKY, 0COOEHHO
B KPUTHYECKHI MOMEHT, BKJIIOUHTh
MeXaHHU3Mbl, KOTOpble aBTOMAaTHY€CKH
HaNpaBJsIOT €ro PeakUHio B COYUALbHO
odobpsemyro hopmy, Cloco6CTBYIOT
CaMOperyJIsiLMK U MPeLoTBpallatoT
JIECTPYKTHBHbIE MOCJEACTBUS 151 TICUXUKH.

Putyasbl u 00psbl B Ka3axcKoi
KyJIbType BbICTYNAIOT KaK cpecTBa
MICHX03MOLIMOHAJILHON PETyJIsiLIH,
KOTOPBIE MO3BOJISIOT yUaCTHHKAM
NepeKUTb CHJIbHbIE SMOLIMH, TaKHEe KaK
CTpax, nevaJib WJM rHeB, B 6€30MacHON
1 KOHTPOJIHPYeMOil 06CTaHOBKe. DTH
pUTyaJIbl IOMOTalOT OPraHM30BaTh
MICUX03MOLIMOHAJIbHBIE MTePEKUBAHUS U
CJIy?KaT CBOETO Pojia «IMICHXOJIOTHYECKOH
pa3psiiKoi», BOCIIPOU3BE/ICHHE KOMILIeKca
PUTYaAIU3UPOBAHHbBIX PEAKLUNA, IMOLUH,
MOCTYTKOB JIa€T BO3MOXKHOCTh MEPEKUTh
TPaBMY HJIM CTPECC C HAUMEHbLIUMH
MICHUXOJIOTHYECKUMU TOTEPSIMU
(AunityapoBa 74-80).

MHTepecHo, 4TO yHaCTHUKH PUTYaJIbHOIO
npouecca TpaIuLHOHHbIX KYJbTyp
1 B COBPEMEHHOE BpeMsl CTPEMSTCS
MCIBITHIBATh, POXKHUBATH HMEHHO Te
3SMOLMH, KOTOPbIE TIPUCYIIH (XapaKTepHbI )
MMEHHO JJ1s1 HUX, T€ SMOLIMH, KOTOpPble
oorcudaemol B JanHoM pernote. O6 3Tom
TMHULLIETCS B UCCJI€I0BAHUH, TOCBSILLEHHOM
aHaJI3y MCUX0JIOTHIECKUX MEXaHH3MOB B
MY3bIKaJIbHOM BOCHPUATHH «PesysibTaThl
MoKasaJji, 4To CJyLIaTesd CTPEMUJIUCD K
MY3bIKaJIbHbIM BIeYaTJeHUsIM, KOTOpble
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BbI3bIBAJIH Obl SMOLMH, TPUCYIIHE KYJbType
(orpeesieHHON HALIMOHAJILHOCTH ).
Hocranbrusi, BoiaBaHHasi My3bIKOH, U
KOHTEKCTyasIbHble (haKTOPbl CUUTAJIUCH
BaXKHLIMU M CTIOCOOCTBOBAJIM MOBbILLIEHUIO
uyscmesa baaeonoaryqus» (bappanac).

AWTBIC B TPAIMIIMK Ka3aX0B TaKKe
CJTY?KHUJT MOILIHBIM HHCTPYMEHTOM
MICUXOJIOTHUECKOH ajlanTalluy 1
ColMabHOH KOMMYHHKalUU. AUTHIC,

Kak popMa BepOaAJIbHOTO COCTA3aHMUS,
JIEHCTBUTEJLHO BBITIOJIHSIET (PYHKIIMIO
CHATHS MICUXOJIOTHUECKON HATIPSXKEHHOCTH,
KOTOpast BO3HUKAET H3-3a TPAJHIIMOHHBIX
3arpeToB B OOLIEHHH MEXKITy Pa3HbIMH
COLMA/IbHLIMU ¥ BO3PACTHBLIMU TPYTIIAMH.
Uepes aliThbic 4eslOBEK TOJTyUaeT
BO3MOKHOCTb BbICKA3bIBATh UyBCTBA,
MBICJIH H SMOLIMH, KOTOPbIE B OBCEJHEBHOM
JKU3HU JIMO0 He BbIpaXKaoTcs, JUO0
OrpaHUYMBAIOTCS COLMATLHBIMH HOPMaMH W
YCJIOBHOCTSIMH.

A¥TBIC TTO3BOJISIET yUACTHHKAM
(HE3aBMCHMO OT reHJIEPHBIX W BO3PACTHBIX
OrpaHHUYEeHHH ) OTKPBITO TOBOPUTH TO, UTO
0ObIYHO 3aMaJIUMBAETCS WM BbIpaykaeTcs
JIMIIb HAMEKAaMU. DTOT OTKPBITBIH 1 TIPSIMOH
crnoco0 0O1LEeHUsT B MOMEHT COCTSI3aHUs
MOMOraeT CHATb BHyTPeHHee HarpsKeHue,
pa3pelnTb KOHPJIUKTHBIE CHTYaALMH H
130€KaTh IMOLMOHAJbHBIX TT€PETPY30K.
OMOIMOHAJIbHBIE MEPEXUBAHHS, KOTOPbIE
MOTJIM Obl TPUBECTH K COLMA/IbHBIM
WJTH TICUXOJIOTHUECKHUM MOCJIE/ICTBHSIM,
«BBITIECKUBAIOTCS» B 6€30MaCHON 1151
COLMA/IbHOHN CTPYKTYpPbI (popMe — vepe3
MY3bIKaJIbHO-TT03THUECKOE UCKYCCTBO
(Typcynos).

[Ipuuem 3T0 MPOUCXOIUT BCEJIOIHO
— TJIe POJib IJIABHOTO CYJIbH H
«TICUXOAHAJIUTHKA» BBITIOJHSET HAPO/I.
Haponnoe coGpanue, 3ameTnm, «He
3amMevaeT» UJIH CMOTPUT «CKBO3b MaJlbLibl»
Ha HapylleHHe HEKOTOPbIX TPaJAHIIHOHHBIX
THYECKUX HOPM MOBEJIEHHUS - B 3TOM
Mbl YCMaTPUBAEM OJIMH U3 3aKOHOB
MICHXOJIOTHUECKON PeryJisitiii 3THOCA, OJIMH
13 CroCcoOOB ero COXPaHHOCTH.

MHuTepecHbl B 3TOM CMbIC/IE IpeBHUE
o6pasiibl aiTbicoB. HekoTopbie aliThichl
— 3TO COCTSI3aHUST MEXKILy UeJIOBEKOM H
YKUBOTHBIM (JIHCOH, BOJIKOM H JIP. ) UJIH K€
4eJIOBEKOM M HEOJLylLIeBJIEHHBIM MPEIMETOM
(mom6Gpoti). Takoii HepeaJsibHbIH B XKU3HU
alTBIC HA CAMOM JleJie IEMOHCTPUPYET, Ha
Hall B3IVIsIAL, IMAJIOT ¢ caMUM coO0H, o
CBOUM BHYTPEHHHUM «s1». DTO, M0 METOaM
MPaKTUUECKOH MCUXOJIOTHH, OJIHA U3 POPM
reliTajbTepanui - BOCCO3aHue CBoeH
11eJIOCTHOCTH Yepe3 BbITeCHEHHE HJH
UCrpaBJ/eHne HEKOTOPbIX CTOPOH CBOEH
JIMUHOCTH.

[ewrranbTepanusi ocHoBaHa Ha uiee
LIeJIOCTHOCTH JINUHOCTH U YTBEPKIEHHH,
YTO YeJIOBEK MOXKET JI0CTHUb BHYTPEHHEH
rapMOHHH, €CJIH HayYUTCsl BOCIPUHUMATD
M MHTErPUPOBAThH BCE CBOM YACTH,

BKJItOUast T€, KOTOpble OblJIH OTBEPTHYThI
WK 3a0bIThl. B afiThicax, B KOTOpbIX
Y4acCTBYIOT XKUBOTHbIE HJIH [TPE/IMETHI,

Mbl BUJIMM OTpakKeHHe TaKoro npotiecca:
yeJIOBEK BCTYMaeT B «COCTsI3aHUe» C TeMH
acreKTamu CBOEro BHyTPeHHEro Mupa,
KOTOpbI€ MOTYT ObITh aCCOLIMHPOBAHBI C €0
COOCTBEHHBIMU MEPEKUBAHUSIMU, CTPAXAMU
WJTH 2KeJTaHHSIMU. DTO B3aUMOJIEHCTBHE
M103BOJISIET YeJIOBEKY OCO3HATh 3TH
ACIEKThbI, BbIPA3UTh UX M, BO3MOKHO,
MePEOCMBIC/IHTD.

duiocod 3upa Hayprizbaera
MPOBOJIUT MapaJijiesid MezKily Ka3axcKoh
TPaJUILIHOHHON MYy3bIKOH, 0COOEHHO
1IaMaHCKOM, W ncuxoaHanusom. OHa
YTBEPKIAET, YTO KIOH-KamJlaHne 6aKchl
— 3T0 oOpalleHne K 6eCcCo3HaTebHOMY
KaK B CaMOM yeJioBeKe, TaK M B cJyliareJe.
Kioil c/1y>KUT 1Maniorom Mexky Co3HaHHeM
1 Oecco3HaTe IbHbIM, 3aTparuBas BOMpoCkl
ObITHS, CMEPTH U BeyHoCTH. Kamsanue
6aKchl, MOrpy»Kast B 3TH NepexKUBaHus,
MIOMOraeT «IepeBoCCO31aTh>»

BHYTPEHHHUI MUP YeJIOBEKA, YTO HMEET
ncuxoreparneBTHueckui apdexT. Myabika
KOOBI3a, ¢ €€ 3BYKOIOAParKaTeJIbHOCTbIO
(MMHTALMKU TOJIOCOB XKMBOTHBIX M TIPUPOJIBI ),
MOMOraeT UCUENHUTh Jyllly, 0COOeHHO B
NPOU3BEJIEHHSIX, TOCBSIEHHBIX TOTEMHbBIM



JKUBOTHBIM, 0TOOparkast X KpUTHIECKHE
MOMEHTBI, TAKHE KaK MoTeps IeTeHbILLIa UK
panenune (Haypbiz6aesa 62).

Kobwi3 3acmasasem gaicumocs
8 NCUXON0UYECKU HANPANCCHHbLE
MOMEHMbL CYUW,CMBOBAHUSL IMUX
HCUBOMHOLX U IMeM CaMbIM neperecmu
CXOOHble mpacudecKue nepercusanus y
uenroseka boaee aeeue. «Tak, Harnpumep,
ecTipty — cooOblIeHHe O CMEPTH — MOXKET
cojiepakaTh 06pasbl Jebejist, CoKoJa, ropbl
u T.1. Ho npousseneHue He paspadaTbiBaeT
“Temy” nebejisi, “TeMy” COKOJIa, a JIHIlb
OJIHY TeMy, OJIHY HJICIO - HJICI0 TSXKEJ0H
yrpatbl» (Haypbizbaesa 62). Kazaxckas
My3bIKa MOJIHA CeMaHTHYeCKH 3HAYHMbIMH
My3bIKaJIbHbIMH (hopMyJiaMu-00pasamu,
KOTOpbIE MURUBUPYIOM CULbHeluLLe
IMOYLOHANbHBLE NePEeHCUBAHUSL.
[lepenaBasi THIMUECKHE CMbICJOBbIE
3HauyeHus1, oHU (opMyJibl ) B KAKOM -

TO CTeMeHH abCTParupyioT uesoBeKa

OT €r0 JIMYHbIX SMOLIMH U TeM CaMbIM
86L800m ero Ha o611eYes0BeYeCKUH,
rJyOUHHBIN cMbIca ObiTHS. Takum 06pazom
3/1eCb MOXKHO rOBOpUTb 0 My3biKe Kak
cpelcTBe TpaHChOpMaLMK ICUXUKH Yepes
M3MeHEHHbIE COCTOSHUS CO3HAHUS.

O6parumcst K TaKOMy KJ1acCU4eCKOMy
MHCTPYMEHTAJIbHOMY 2KaHpPy Ka3axoB Kak
KKIOU».

Kron n uncTpymeHTanbHas My3bika
Ka3axOB BBIMOJIHSIM BAXKHYIO (DYHKLIHIO
peryJsiTopoB MCHXUUECKOH XKU3HHU COLIMYMa,
JIeACTBYSI Kak HeBepOasibHble MOCPEIHUKH,
nepenatouide nHopmalluio, Koraa npsimoe
0011leHHEe MOYKET MPUBECTH K KOH(PIUKTY
WJIM HEraTUBHBIM MOCJIE/ICTBUSIM. DTa
NcUxoJiornuecKast pyHKIMs 3aKI04aeTcs B
sauume, M03BOJSAS U36€KATH OMTACHOCTH.
[Ipumepom c/1yKuT JiereHza o Kioe «Akcak
KyJiaH», Korja jomb6pa cnacsa KusHu
KIOWIIIN U €T0 CIyTHUKOB, MPEIOTBPATHUB

!9mnarus (ot rpeu. empathea —
corepeKMBaHUe) — MOCTHKEHHE
IMOLMOHAJBHOTO COCTOSIHHSI, TPOHUKHOBEHHE-
BUYBCTBOBAHME B I1€PEKUBAHUS IPYTrOro
uejioseka (ITerposekuit, Ipoesckuii 463).

nepeaavy ckopoHo# Bectu KoL xaHy.
Kioii «He kpuun, ne mymu» Kypmanrazsi
JIEMOHCTPUPYET, KaK uepe3 My3bIKy MOKHO
BbIPA3UTh BO3MYIIIEHHE U BbITJIECHYTh

THEB, He Hapyllasl 0OLLEeCTBEHHbIe HOPMBbI

1 coxpansisi ceoboy. Takum o6pa3om, Kok
MOMOTaeT TepeaaTh CKPbITYI0 HHQOpPMAIIHIO,
petiast KOHMAUKTHBIE CUTYalMH €3 CJI0B 1
CHU2Kasl HaTpsKEHHe.

HesepbanvHolll 236LK MY3bLKLL 8
mpaoduyuoOHHOM OOuecmse, Kak B
KIOSIX M TIeCHSIX Ka3aXCKOH My3bIKH,

UrpaJl KIoUeBYIO PoJib B CJI02KHbIX
TMICUX0JIorHyeckux cutyauusix. Hanpumep,
«pUTyaJIbHbIH YIIPEK» OT JI0YePH B
MPOIIAJLHBIX MECHSX KaHpa « ChIHCY»
OblJ1 HEBO3MOXKEH B pealsibHOH XKU3HH,

BHe 00psina. O6psiioBast NecHs CayKua
cnocoOOM CHSITb ICHXOJIOTHYECKOE
HanpsizkeHue, 1aBasi BO3MOXKHOCTb
BbIPA3UTh T€ YYBCTBA U MbICJIH, KOTOPbIE B
TPaMLIMOHHOM 3THKEeTe OblIM 3arpelleHbl
JU1s1 TyOJMYHOTO POrOBapHUBAHMUSI.

OO6parumcst BHOBb K BbICKa3bIBAHUSIM
A.M.Myxam6eTOBOH, Kacalolxcs KaHpa
<KIOH».

Kioit — nuts Hepaszie/isieMbIX MUPOB:
MCKYyCCTBA U 2kM3HH. My3bika B pamMKax
pUTyaJa... BKIYaeTcsl B OTOK peasibHOro
TMICUXOJIOTHYECKOT0 B3aUMOJIEHCTBHUS
JIOJIeH, ¥ cama CTAaHOBUTCSI TJIaBHBIM
«JIeHCTBYIOLLMM JIMLIOM» OOLLEHUS;

Kioit, siBssisich BaKHeH1LIeH 4acTblo
YKHU3HH, HEMIOCPEICTBEHHO BJIUSIET HA Hee,
OH rapMOHU3yeT ObITHE, usaedusaem
(husnyeckue u aylieBHble Henyru (176,179).

[Tcnxo10ru3M Ka3axcKo# My3bIKH
MCXOJIUT U3 IJTyOOKO T'yMaHHCTHUECKOH
MPUPOJIbI TPAJMIIMOHHON KYJIBTYPHI, T/Ie
yBaXKeHHe K JIPyruM, BHUMAHHUE K UX
HACTPOEHHIO — 3TO BaxKHeMILIMe TyXOBHbIE
LleHHOCTH. BbipaxkeHusi, Takue Kak
«KOHiJIIH cypay>» (CIpOCHTb 0 HACTPOEHHH )
M «KOHiJIiH Ta0y» (HalTH HacTpoeHue ),

a TakxKe CBSA3b CJIOBA «KYH» C MOHATHEM
«KOHiJ KyHi» (HacTpoeHHe ), MOKA3bIBAIOT,
KaK KIOH CJTy»KHJT CPEJICTBOM SMNaTHH',
MO3BOJISIIOILMM [TOYYBCTBOBATH U MOHATH
BHyTpPEHHEE COCTOSIHUE JIPYTOT0o YeJOBeKa.
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Krofi o6nanan yHukaabHOH
CMOCOOHOCTBIO TICHXOJIOTHYECKH
IIPUCOEMHSITLCS» K BHYTPEHHEMY
COCTOSIHHUIO cOOeCe/IHUKA, He Hapyllasi
€ro JIMYHOTO MPOCTPAHCTBA, U JeJall
9TO Yepes «si3blK YUCTOH My3bIKH». B
Ka3aXCKOH KyJIbType KIOH He TOJIbKO CJTyKHJI
CPECTBOM PEryJIiLMH MEKJIMIHOCTHBIX
OTHOLLUEHHUH, NPe0TBpalllast KOHPJIUKTbI
¥ TiepefiaBasi CKpbITyIo HH(OpMallnio, HO
1 OblT cloco60M 3MNATHHHON Nepeauu
COUYBCTBHSI M yTelleHusi. Mysblka nomoraJa
HaWTH Ty «JlylIEBHYIO CTPYHY», KOTOpasi
1103B0JIs/Ia BOUTH B Jiyllly cobeceIHMKa
M NoJziepzkath ero. B sTom u ecth nagoc
9THOMY3bIKH Ka3ax0B, MOATBEPKIAIOLINH ee
fIcUXoTeparneBTHYECKHE KayecTBa. BaxkHoe
MeCTO, KOTOpOe 3aHUMaJ/I ITHHYECKHE
My3bIKaJIbHbI€ KAHPbI B TPAAULIMOHHOM
oOLlecTBe, CBUACTEJLCTBYET O BHICOKOH
JIyXOBHOCTH H PAa3BUTOCTH 3TOI0 00111eCTBa,
rJIe ncuxonoeuyeckoe baa2onoayuue ecex
0e3 UCKAI04eHUA YAeHO8 COYLYMa ObLIIO
BAXKHEHLLIUM [TPHOPHUTETOM.

OCHOBHbIE MONOXEeHUS

Cratbsl nocBsillieHa B3aUMOJIEHCTBHIO
ITHOICHXOJIOTHH W My3bIKaJIbHON
9THOJIOTHH Yepe3 aHa/In3 Ka3axcKok
TPaIMLMOHHON My3bIKH. ONHUCBLIBAIOTCS
e€ ncuxosioruyeckue GyHKIMM, BKIIOYAs
poJib B IOJUIEP2KAHUH SMOLIHOHAJIBHOTO
6J1aronoJy4nst U STHUUECKON HIEHTHUHOCTH.
Hcenenyiotest putyadibl 1 06psifibl,

Takue Kak « CpiHCy», «)KoKTay»,

AUTbIC U KIOH, BBITIOJMHSIONIME QYHKIIHH
MCHXO3MOLIMOHAJLHON Perysiiuu

¥ collMabHOl rapMonuu. B cratbe
AKLUEHTHPYeTCsl BHUMaHKE Ha KyJIbTYPHbIX,
THOTpaUIeCKUX U PUIOCOPCKUX acreKTax
Ka3axCKOH My3bIKH, €€ 3HaUeHUH KaK
CPEJICTBA MICUXOTEPAINUU U €€ BJIUSHUH

Ha (hOpMHUPOBAHHE lyXOBHOTO €IMHCTBA U
YCTOHYHMBOCTH OOILIECTBA.

3aKknwyeHue

Hrak, My3blka B Ka3axcKo#h
TPAMUMOHHON KyJIbType TOUHO OTpaxKaJa
ITHOINCUXOJIOTHIO Ka3aXCKOTO HApoJa,
couetast hUa0cohCKyI0 CO3eplaTebLHOCTD
C HEYIep2KUMOH SHepruei }KM3HEHHOTO
pUTMa KOYEBHUKOB U YBArKEHHUEM K
JIylLIEBHOMY COCTOSIHHIO KaXKJIOT'0 UeJIOBEKa.
Caty>Kk1i1a CpeJICTBOM MCUXOJIOTHUECKOH
peryJsiiiy U 3alUThI B 0O1IEeCTBE: Uepe3
HeBepOasibHYI0 GOpPMY KIOs, PUTYaJIU3a1IHIO
IMOLMOHAJIbHBIX COCTOSIHUH U CHAITHE
COLIMAJILHON HAMPSI)KEHHOCTH Yepe3
MY3bIKaJIbHO-TI03THIECKOE COPEBHOBAHUE
(afiTbic). SIBasiIach yHUBEpPCAIbHBIM
MICUXOTEPAreBTUUECKUM CPEJICTBOM,
u3JjeunBasi pu3ndeckue 1 JiyllleBHbIe PaHbI,
OJ1arofgapst TOHKOH MCHUXOJOTHYeCKON
NPUPOJIEe KAa3aXCKOH HHCTPYMEHTAJbHOM
My3bIKH, KOTOPasi COEIMHSIET HACTOsIIIee
1 BeUHOE, Mpexojsilee 1 He3blbaemMoe.
Oco6eHHOCTh ITHOMCUXOJIOTHH Ka3axoB
3aKJIIOUAeTCs B CIOCOOHOCTH COBMEIIATh
BHUMAaTeJ/IbHOE BUYBCTBOBAHHE B
HACTPOEHHE-COCTOsTHUE JIPYTOro UeJloBeKa
C MPU3HAHUEM €IMHCTBA JIMUHBIX 3aKOHOB
C BeUHbIMH 3aKOHaMH ObiTHsi. M aTomy
JI0KA3aTeJIbCTBO - TPAJUIIMOHHAS
My3blKa Ka3aXx0B — KaK OJIHO U3 CaMbIX
HeMaTepHuabHbIX BUIOB UCKYCCTB.
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3THOMNCUXO0J10TMA MEH MY3bIKAJIbIK 3THONTOT'NMAHbIH ©3APA OPEKETTECYIHIH
KEWBIP ACNEKTINIEPI TYPA/bI (KA3AKTbIH A3CTYP/I MY3bIKACbIHbIH MbICANIbIHAA)

Anpatna. Kasak LaCTypAi My3blKacbiHbIH, MblCa/bIHAA STHOMCUMXONOTMUS MEH MY3bIKasIbIK STHOMOMUSIHbIH,
©3apa 6ainaHbiCbl )xahaHaaHy XarFaarbiHAA ©3eKTi 60/1biN Tabblnakbl, COHbIMEH KaTap 3THUKANbIK,
GiperenikTiH KanbinTacyblHa Aa acep eTeAi. 3epTTeyaiH MakcaTbl — Ka3ak, XaaKblHbIH, NCUXONOTUSNbIK,
CanayaTTbl/blFbl MEH 3THUKA/bIK EPEKLIENiriH CaKTayAaFbl A3CTYPAi My3blKaHbIH PesliH aHbIKTay. 3epTTey
MCUXONOTUANBIK XXHE MBAEHU dAICTEPAi KAMTUTbIH KeWeHAi TaCinai KonaaHy apKblibl Xyprisingi.
Tanpay yWiH Ka3aKCTaHabIK, 3epTTeyLWinepaiH, My3blKablk MOAEHUET KYHAbUIbIKTapbl MEH CUMBOJIMKACHI
XalblHAAFbl EHOEKTepiHe CyieHe OTbIPbIM, Ka3ak, My3bIKAaCbIHbIH, STHOrPAdUAbIK, HGUNOCODUSIIK XKIHE
NMCUXONOTMSANbIK, ACNEKTINEPi 3epTTeNA,.

3epTTey HaTUKeNepi KasakTblH ASCTYPJi My3blKaCbIHbIH, MaHbI3[bl MCUXONOTUSIbIK KbI3MET aTKapaTblHbIH
kepceTeni. Kazak MageHUeTIHAEr 94eT-FypbINTap MEH CaNT-PaCiMAED KATbICYLWbINAPAbIH, KYLUTI
aMoumuanapabl cesiHyiHe MyMKiHAiK 6epeTiH NCMX03MOLMOHANAbl peTTey Kypasibl peTiHae apekeT

eteni. Mbicanbl, «CbIHCY» MeH «)KoKTay» agamaapFa Kaifbl MEH Kyi3enicke TeTen 6epyre kemMekTecesi,
an anTbIC XapbIC TAPTbIChl XXaFAaMbIHAA KAPbIM-KATbIHAC TaCiNi peTiHAe iLuKi WMeneHicTi XeHingeTyre,
[lay-XKaHXanabl Wwewlyre keMekTecefi. AcnanTblk Kyiaep acbipblH aknapaTTbl 6epeai xaHe aneymMeTTik
yANeciMAinikTi cakTaimbl, an Kobbi3 capbiHbl NCUXOTEPANMSBIK POJ aTKapa OTbIpPbIM, KAMFbIbI
OKUFanapabl eHcepyre kemekTecesi. Kazak My3bIKacbl KaybIMAACTbIKTbIH, PYXaHW XaHE NCUXONOTUSIbIK,
9/1-ayKaTblH KONAAWM OTbIPbIM, aiTap/blKTai 3STHOMCUXONOTUS/IBIK MaHIe Me. AnfaFbl YakbiTTa Ka3aKTbiH,
LL3CTYPAi My3bIKaCbiH NCUXOTEPANUSAHbIH, PECYPChl PETIHAE OAaH 9pi 3epTTeYAi, COHbIMEH KaTap
YKOFapblAa aTanFaH My3blKasblK TaXipubenepai 3aMaHaym NcuMxonorusibik ToCiNAEpaEe KONLAHY
MYMKIHLIKTEPIH KaMTUAbI.

TyiiiH ce30ep: STHONCUXONOTMS, My3bIKasblK, 3STHONOMMS, KA3aKTbIH, A3CTYP/i My3bIKaChbl, CanT-Kopanap,
pacimaep.
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3THOJOTUSIHBIH, ©3apa apeKeTTeCyiHiH Kelbip acnekTinepi Typanbl (Ka3aKTblH A43CTYP/i My3blKaCbIHbIH,
MbicanbiHaa)». Central Asian Journal of Art Studies, 1.9, N2 4, 2024, 66. 88-100. DOI: 10.47940/cajas.
v9i4.946
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ON SOME ASPECTS OF THE INTERACTION OF ETHNOPSYCHOLOGY AND MUSICAL
ETHNOLOGY (USING THE EXAMPLE OF KAZAKH TRADITIONAL MUSIC)

Abstract. The interaction between ethnopsychology and musical ethnology, using Kazakh traditional
music as an example, is highly relevant in the context of globalization and plays a significant role
in shaping ethnic identity. This study aims to explore the role of traditional music in maintaining
the psychological well-being and ethnic uniqueness of the Kazakh people. Conducted through an
integrated approach encompassing psychological and cultural methods, the research examines the
ethnographic, philosophical, and psychological dimensions of Kazakh music, drawing on studies by
Kazakhstani scholars on the symbolism and values of musical culture.

The results reveal that Kazakh traditional music fulfills critical psychological functions. Rituals and
ceremonies in Kazakh culture serve as tools for psycho-emotional regulation, enabling participants
to navigate intense emotions. For example, “Synsu” and “Zhoktau” help individuals process grief and
stress, while aitys, a competitive form of communication, alleviates internal tension and resolves
conflicts. Instrumental kyuis convey hidden messages and sustain social harmony, while kobyz music
assists in processing tragic experiences, offering psychotherapeutic benefits. Kazakh music holds
substantial ethnopsychological significance, fostering the spiritual and psychological well-being of the
community. Future research should focus on the potential of Kazakh traditional music as a resource for
psychotherapy and its integration into modern psychological practices.

Key words: ethnopsychology, musical ethnology, Kazakh traditional music, rituals, ceremonies.
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MUSICAL-HISTORICAL
FACTORS OF EVOLUTION
OF ORGAN ART

OF KAZAKHSTAN

IN 2000-2023

Aizada Nussupova', Irina Gavrilenko?
I-2Kurmangazy Kazakh National Conservatory (Almaty, Kazakhstan)

Abstract. Organ art, which has deep roots in the European cultural tradition, occupies a worthy place
in the musical space of Kazakhstan. The article is devoted to the analysis of historical factors that
contributed to the development of organ art in the republic. The relevance of the study is conditioned
not only by the rarity of such works in the context of the selected region, but also by the continuing
interest in the organ heritage as an element of intercultural dialog. It should be emphasized that
national organ art is not limited exclusively to performance practice. It also includes the study of
organology, the structure of musical works, and the interaction between the musical traditions of East
and West. The article pays special attention to the identification of regularities and national originality
associated with the peculiarities of the development of organ art in Kazakhstan, as well as to the
study of the third stage covering the years 2000-2023. It is worth noting that the selected period has
exceptional characteristics; hence, the description of the key moments in the evolution of modern
domestic organ culture seems important and timely. The methodological basis of the work was formed
by historical, comparative and analytical principles of research, which allow to study in depth the
Kazakh organ school, existing musical instruments from the point of view of their structure, as well
as the organ repertoire of domestic composers, taking into account the diversity of genres and style
canons.

The results of the work will find theoretical application in the courses of lectures on the history
of Kazakh music, on organ performance, on instrumentology, as well as in the creative activity of
performers and composers of Kazakhstan. In practical terms, the study is necessary to promote the
national repertoire and organ school of the republic, as well as a theoretical and methodological
basis for the study of organ pieces by Kazakh composers in the work of organ performers. The present
research is aimed at solving the problems of the development of domestic organ art, performing
practice and its interaction with other types of musical creativity. The three components of national
organ art - organology, composer’s activity and performance - had not previously been considered
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within a single cultural and historical paradigm and had not been subjected to comprehensive
scientific analysis and deep artistic understanding, which was the purpose of the research. In this
regard, the following tasks have been set: to determine the historical stages of formation of the organ
school of Kazakhstan, to study the third stage of evolution from the perspective of the interaction of
three main components, to identify its role in the process of progressive movement of organ art in
the republic, to make a classification the operating organs in terms of their structure and disposition;
to study the organ repertoire of domestic composers, taking into account genre varieties and style

patterns.

The research of three leading vectors, including organology, composer’s creativity and performing
practice, allowed to better understand more deeply the mechanisms of integration of organ art
into the musical culture of Kazakhstan in 2000-2023 and to reveal the tendencies of its further
development in the context of globalization and cultural diversity.

Key words: Organ, organ art of Kazakhstan, composer’s creativity, issues of organology and

performance.
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Introduction

odern musicology increasingly

focuses on the processes of
integration and cultural interchange, which
have also become an integral part of the
musical space of Kazakhstan. Organ art,
being a unique aspect of the European
heritage, has evolved over many centuries,
leaving its trace in the musical picture
of the world. Organ art traditionally has
strong links with the historical, cultural and
social features of the region where it was
formed. Kazakhstan in this respect, with its
rich history and original cultural diversity,
is a fertile area for understanding this
phenomenon. It is important to take into
account that national music is not limited
only to performance, but also includes
the study of organology and the creation
of original compositions, as well as the
interaction of musical traditions of the East
and the West.

The study of musical and historical
factors contributing to the evolution of
the phenomenon under study becomes
relevant, as it is intended to fill the gaps
in the scientific understanding of the
history and current state of organ art in
Kazakhstan. Their analysis allows us
to realize how world musical trends are
adapted and transformed in different
cultural contexts, including in the
multiethnic and multicultural landscape of
Kazakhstan.

[t is reasonable to consider the evolution
of organ art in the republic through the
prism of several key vectors. These are
the installation of organs in Kazakhstan,
the creation of organ works by national
composers, and the development of
performing skills. For example, the first
organs appeared in major cities such as
Almaty and Astana, which became a kind
of symbol of cultural revival in the post-
Soviet period. The organ works of Kazakh



composers naturally reflect national
musical traditions and identity, which are
often manifested in the use of melodies
and rhythms characteristic of Kazakh folk
music.

The formation of the domestic
organ school is determined by the close
connection with European musical
traditions, which undoubtedly had a
significant influence on the development
of organ culture in Kazakhstan. This was
reflected in the active involvement of foreign
teachers, as well as in the organization
of master classes and concerts with the
participation of famous performers from
different countries. It should be noted that
from the moment of installation in 1967
in KNC named after Kurmangazy the first
organ in the republic, the corresponding
specialization was opened, which
successfully functions till nowadays. Later
in KazNUA (Astana), as expected, opened
its own organ class. Thanks to these events,
young musicians had the opportunity to
learn to play this instrument under the
guidance of qualified masters.

Currently, both universities actively
cooperate with international music
academies and conservatories, which
facilitates the exchange of experience and
improves the quality of music education.
In this sense, the mastering of modern
performing practices, which have a direct
impact on the formation of Kazakhstani
organists, is of great importance.

The study of the process of formation of
the organ school of Kazakhstan, based on
the key aspects of organology, composer’s
creativity and performing activity, allows
us to divide more than half a century of its
development into three stages.

A distinctive feature of the first stage
(1967—1974) is the mastering of the
timbre palette of the organ and the creation
of a repertoire of the first arrangements,
arrangements and miniatures, which is
discussed in detail in the article “To the
problem of the formation of the national
organ art of Kazakhstan (1967—1974)”

in the journal “Keruen” (Gavrilenko,
Nussupova).

The second stage (1975—1999) is
marked by the emergence of a large
form in the organ music of composers
of Kazakhstan, the appearance of an
instrument of symphonic type of the world-
famous firm “Rieger-Kloss”, specializing
in the production of organs, in the Kazakh
State Philharmonic named after Zhambyl
in 1988 and the birth of new names in
performing practice.

The third stage, which began in 2000
and continues to this day, is characterized
by the installation of organs in the capital
of Kazakhstan, strengthening the position
of organ performance and creating
compositions that synthesize classical
models with the latest means of musical
expression and styles. The above implies
the aspiration to revive Kazakh folklore,
which creates a unique combination of
national and modern in music.

The Kazakhstan organ school plays an
important role in promoting intercultural
dialog, becoming a means of sharing
creative experience, uniting different
traditions and musical communities.
Concerts of organ music include a diverse
repertoire, including works by Western
European (Johann Sebastian Bach, Cesar
Franck, Felix Mendelssohn, August Ritter,
Julius Reubke, Johannes Brahms, Max
Reger, etc.) and national composers (Bakir
Bayakhunov, Serik Erkimbekov, Adil
Bestybayev, Gulzhan Uzenbayeva, Olga
Khromova, Arman Zhaiym, Rakhat-Bi
Abdyssagin).

Thus, the present study not only reveals
historical and contemporary aspects
of organ art in Kazakhstan, but also
contributes to a deeper understanding of
cultural processes taking place in the era of
globalization.

Methods

The organ heritage of Kazakhstan,
considered in a holistic cultural and
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historical context, appears as a fruitful
reflection of the interaction between East
and West. The basis of the study was a
systematic approach, which implies the
study of the triadic complex “instrument
— music — performer” in a single and
inseparable connection of its components.
The chosen method opens up an
opportunity to study the modern stage of
the development of organ art (from 2000
to the present) in a complex of issues that
includes the morphology of the organ,
composer’s creativity and performance.
This allows us to consider organ music
an important component of the cultural
heritage of the republic.

In order to realize the set goal,
historical, analytical, genre-stylistic and
comparative methods of research were
involved.

Musical material includes:

— Gabit Nessipbayev’s arrangements of
Kazakh and Kyrgyz folk songs;

— arrangements of piano, vocal and
orchestral works by Gabit Nessipbayev,
Larissa Latyshova and Irina Gavrilenko;

— pieces for solo organ by Bakir
Bayakhunov, Balnur Qydyrbek, Gulzhan
Uzenbayeva, Zhunus Jumabekov, Arman
Zhaiym, Rakhat-Bi Abdyssagin, Alexandr
Yerubayev.

— works of large form: “Blue Minaret”
for organ, kyl kobyz and symphony
orchestra by S. Erkimbekov; Spiritual
Concerto for mixed and children’s choirs
accompanied by organ “Dedication to
the Pontiff” and Fantasy for piano, organ
and symphony orchestra by Zhunus
Jumabekov; Cantata “Redemption by
Prayer” for mezzo-soprano, tenor, mixed
and children’s choir, symphony orchestra
and organ by Olga Khromova; Fantasia
for kyl kobyz and organ “Ushardyn ului”
(“Ushar’s howl”) by Alibi Abdinurov;
“Sacrifice to Tengri” for large symphony
orchestra and organ by Adil Bestybayev;
“Tilep-abyz” (“Sage Tlep”) for quartet of
kobyz and organ and “Sagyndym” (“I miss
you”) for voice and organ Serik Abdinurov;

Cantata for organ, choir and symphony
orchestra by Rakhat-Bi Abdyssagin and
“Qantar” for kyl kobyz, piano, organ and
synthesizers by Nikita Malyukhov, where
the organ is presented as part of the
orchestra. All the above mentioned allowed
to process a significant number of musical
works.

A review of the literature.

Comprehension of the organ art of
Kazakhstan requires a comprehensive
approach using a variety of research
methods. The system-ethnophonic method
is realized in the works of Mariya Moiseeva,
Evgeniya Krivitskaia, Tatyana Zenaishvili,
Elena Burundukovskaya, Anna Pronina
and others. These works also present the
history of various European organ schools.
Information about the national organ art
is supplemented by works by Tatyana
Kharlamova, Gabit Nessipbayev, Larissa
Latyshova, Vladimir Tebenikhin, Meruert
Zhekenova, Galina Yuminova and others.

In the study of the musical culture
of the republic and the work of Kazakh
composers, an important role was played
by the works of Kazakh musicologists
— Nurgiyan Ketegenova, Umitzhan
Dzhumakova, Evgeny Trembovelsky,
Genrietta Kotlova, Aklima Omarova, Galiya
Akparova, Aizada Nussupova, Valeriya
Nedlina, revealing the main milestones
of the composer’s school, the problems
of interaction between national and
international, the system of genres and the
main style directions.

Discussion

In Kazakhstan, the sphere of spiritual

organ art, being relatively young, as it

was born at the end of the XX century,
continues its development at present. It is
noteworthy that according to the canons

of European church performance, formed
over several centuries, it is customary to
include the organ not only in the liturgical
context, but also to actively use it in concert
practice. It should be noted that systematic



organ concerts with the participation of
professional musicians are a common
phenomenon in many European churches.
[t is known that the beginning of this
tradition is inextricably linked to the work
of the late 16th century Dutch organist Jan
Pieterszoon Sweelinck, whose pedagogical
achievements laid the foundations for many
of the leading European organ schools and
significantly influenced the development of
the organ art.

In 2000, with the installation of a
new instrument in the Roman Catholic
Cathedral of the Blessed Virgin Mary
of Fatima, the Mother of All Nations
(Karaganda), a similar practice began to
actively function in Kazakhstan. But until
the beginning of the XXI century, this kind
of performance did not exist in the republic,
organs in the sphere of Roman Catholic
church culture were used strictly for their
intended purpose, i.e. directly in worship.

The third stage, which began in the
2000s, is characterized by new approaches
to understanding the artistic value of
musical art. This period turned out to be
the most difficult, but also interesting and
productive at the same time. Unfortunately,
the joy and enthusiasm of the first years
after independence dissolved rather
quickly. For the possibility of integration
into the world economic system, large-
scale changes were necessary, first of all,
concerning the introduction of market
economy principles. The main thing in the
study of culture in general and musical art
in particular in that period was the change
of value policy. As U. Dzhumakova notes:
“The fact of fading activity of composer’s
creativity did not at all indicate a decrease
in its relevance in the national culture. It
expressed the exhaustion of creative tasks
set by this epoch and the need for their
renewal in connection with the changed
artistic and aesthetic situation (57).

It is quite natural that many musicians
were temporarily forced to leave their
main profession in search of a more stable
income. This was due to the difficult

financial situation and the lack of proper
funding from the relevant ministries. Given
the above, the organ art of this period was
in a very difficult state.

[t should be noted that the art and
literature of the republic in the 90s of
the twentieth century experienced a
period of some liberation from ideological
dogmas and bans, gaining individuality
by the early 2000s. At the same time,
significant changes began to occur in the
professional musical sphere of Kazakhstan.
For example, domestic performers began
to achieve significant success at major
international competitions in various
countries. In addition to performing
activities, by the beginning of the third
millennium, new educational institutions
and musical groups began to open and
form in the country. Domestic organ art
also continued its progressive movement,
having entered the next stage of
development since the 2000s.

Let us dwell more on the problem of
organology. New organs were installed in
the capital of the republic at the beginning
of the twenty-first century. It is noteworthy
that the first instrument of Astana began to
function not in the secular sphere, but in
the bosom of the Roman Catholic Church,
namely, in the Catholic Cathedral of Our
Mother of Perpetual Help. The 2001 digital
organ is still in operation today, excluding
concert performances in the
performing arts.

Four years later, in 2005, the Astana
Concert Organ, manufactured by the
famous German organ-building firm “Hugo
Mayer”, was installed in the organ hall of
the Kazakh Academy of Music (now the
Kazakh National University of Arts). The
instrument turned out to be of excellent
quality, with a strictly organized disposition
and the presence of peculiar registers.
Nowadays it is actively used in concert
practice of the capital. In 2007, KazNUA
received two more instruments — study
organs from the same company.
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In 2009, the Kazakh National
Conservatory named after Kurmangazy
in Almaty replenished its instrumentation
with a digital ersatz organ — Content
D4330. Its appearance contributes to the
further growth of national performance,
allowing students and teachers of the
conservatory to improve their skills.

In 2010 another important event in
organ building of the republic took place.
A large concert organ of the Austrian
company “Piluger Orgelbau GmbH” was
brought to the Roman Catholic Cathedral
of the Blessed Virgin Mary of Fatima, the
Mother of All Nations in Karaganda, which
for the first time in the history of the organ
art of Kazakhstan began to be used not
only in worship services, but also in concert
practice of the country. Let’s remind that
earlier, till the beginning of XXI century,
the organ in Catholic churches of the
republic was used only in divine services.
Now, after several years, Karaganda is one
of the leading cities in terms of the number
of organ concerts, not yielding to the
northern and southern capitals.

Since 2018, the electronic instrument
of the company “Viscount” (made in Great
Britain), installed in the Roman Catholic
parish of the Nativity of the Blessed Virgin
Mary in Shakhtinsk (a small town near
Karaganda), has been actively involved in
conducting worship services, excluding
concert activities.

In 2022, the first organ in the bosom of
the Lutheran Church appeared in Astana.
As is known, the spiritual organ direction
of the republic for a long time developed
only within the Roman Catholic Church.
Of course, both Lutherans and Catholics
use the organ in worship, following the
precepts of the Psalter “Praise Him on
strings and organ” (Psalm 150, verse 4).
At the moment the Lutheran Church of
Kazakhstan is represented by 8 parishes
in different regions. According to available
information, the basis of domestic

Lutherans was made by deported Germans.

The center of the Lutheran Church of the

country is Astana parish, the archbishop
of which is Yuri Timofeevich Novgorodov.
[t was he who inspired the idea of an organ
in the Lutheran community, which was
crowned with success in August 2022.

Considering the process of equipping
halls and classrooms with new instruments,
it should be noted that five of the nine
organs are real pipe instruments with
mechanical tracts and only four are digital
instruments. Despite the popularity of
the spread of electronic organs in various
countries of the near abroad by the end of
the XX century, digital ersatz instruments
were brought to Kazakhstan only in the
new millennium. However, given that the
cost of an entire electronic instrument
is approximately the same as the cost of
one register of a mechanical organ (an
average-sized pipe organ usually consists
of 12 — 15 registers), and the electronic
instruments themselves are optimally
suited to fulfill the functions assigned to
them (in our case, use in teaching and
accompanying worship services), the
acquisition of electronic instruments has
become quite natural.

At the third stage, the performing
sphere continued to improve. Organist
Gabit Nessipbayev, creatively developing in
concert and pedagogical areas, trained and
educated new performers, including Elena
Arazova (Efinberg), Kairat Mendygaliev,
Larissa Yushkova, Larissa Latyshova,
Tatyana Konovalova, Oleg Smolnikov,
Saltanat Abilkhanova, Tatyana Son,
Vyacheslav Vcherashniy, Adil Nessipbayev,
loanna Solomonidou, Leila Akshpekova,
Aizhan Muratalieva, Venera Seitbattalova
and many others. In 2005, in parallel with
the organ activity in the southern capital of
the republic, with the installation of the first
organ of the Kazakh National University of
Arts, an organ class was opened. Among
the young teachers we highlight Larissa
Latyshova, Saltanat Abilkhanova (since
2010), Venera Seitbattalova (since 2016),
Kamilya Akhmetova (since 2018). The
same musicians are also active organists-



performers, performing not only in the
country, but also abroad. Thus, two schools
— Almaty and Astana — are successfully
functioning in Kazakhstan.

Composer’s work of the third
stage represents a rather extensive
sphere of activity. For example, the
list of arrangements is expanded by
arrangements by Kazakhstani organists
Gabit Nessipbayev (“The Voice of Asia”,
the original piece for wind orchestra by Adil
Bestybayev), Irina Gavrilenko (“Tribute
to Bach’s Portrait No. 10” by Alexandr
Romanov and “Prelude and Fugue” by
Gulzhan Uzenbayeva), and transcriptions
by Larissa Latyshova (“Basso ostinato” by
Aida [sakova and “Keruen”
by Serik Abdinurov).

The field of original works for solo
organ is enriched by the Piece for Organ
by Serik Abdinurov (2001), “Uran”
by Balnur Qydyrbek (2001), “Kazakh
Bachiana” (2004), Prelude, Chorale and
Fugue (2023) by Bakir Bayakhunov,
Fantasia (2005) and Variations (2022) by
Gulzhan Uzenbayeva, works by Zhunus
Jumabekov’s Tekemet (2005) and Three
Pieces for Organ (2007), Arman Zhaiym’s
Organ Symphony (2022) and Rakhat-Bi
Abdyssagin’s Organ Pieces (2020).

This time was marked by the creation of
ten large-scale canvases where the organ
is part of the ensemble: “Blue Minaret” for
organ, kyl kobyz and symphony orchestra
by Serik Erkimbekov (2002), spiritual
concerto “Dedication to the Pontiff” for
mixed and children’s choirs accompanied
by organ (2003) and Fantasia for piano,
organ and symphony orchestra by Zhunus
Jumabekov (2004 ), Cantata “Redemption
by Prayer” for mezzo-soprano, tenor, mixed
and children’s choir, symphony orchestra
and organ by Olga Khromova (2005),
Fantasia for kyl kobyz and organ “Ushardyn
ului” (“Ushar’s howl”) by Alibi Abdinurov
(2007), “Sacrifice to Tengri” for large
symphony orchestra and organ by Adil
Bestybayev (2008), “Tilep-abyz” (“Sage
Tlep™) for quartet of kobyz and organ

(2015) and “Sagyndym” (“I miss you™) for
voice and organ (2016) by Serik Abdinurov,
Cantata for organ, choir and symphony
orchestra by Rakhat-Bi Abdyssagin (2021)
and “Qantar” for kyl kobyz, piano, organ
and synthesizers by Nikita Malyukhov
(2022).

The repertoire presented here outlines
new principles in the field of organ music
characterized by stylistic diversity. The
simultaneous coexistence of several trends
is evident: classical-romantic, neo-baroque,
neo-folkloric, as well as the creation of
experimental works in search of innovations
in musical language and unusual sound
combinations. When considering the
wide palette of musical genres that are
realized in the sphere of organ works,
several vectors can be clearly distinguished:
miniature, technical-virtuoso works,
concert, symphonic and cantata works.

Organ miniatures by composers
of Kazakhstan are characterized by
transparency of texture, small forms,
aspiration to programmatic, and appeal to
everyday genre. Creative experiments in
the field of texture, diverse juxtaposition of
registers, abundance and colorfulness of
strokes, dynamic shades and pedal give the
works a special elegance and originality.

Technical and virtuoso works reveal
the boundless possibilities of the organ.
Characteristic features of this genre group
are the complication of the textural layer,
polyphonization of all melodic lines, and
maximum expansion of the range.

In concert opuses, the virtuosity of the
solo part, playing and technical complexity
naturally come to the fore. Alongside
concertizing, the symphonic method of
developing musical material
is actively used.

In the symphony, which is the highest
genre of instrumental music, individual
author’s solutions are noticeable. For
example, composer Arman Zhayim, who
created the organ symphony in three
movements, reveals the main idea of the
work by means of the sound possibilities
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of this instrument, which are as close
as possible to the sound of a symphony
orchestra, displaying the narrative and
dramatic action.

Finally, in the cantata genre, the
authors’ search for composition is evident,
which demonstrates a considerable variety
of participants. Thus, there is a gradual
transformation of the cantata into a more
complex contrast-composed work, where
soloists, choirs (children’s and mixed),
recitatives and orchestral accompaniment
appear. In terms of content, religious and
historical subjects prevail.

Studying the relationship of the music of
the selected period with national origins, it
is worth noting that the trend of renewal of
musical melos continues, the content of the
works retains a steady reliance on unique,
peculiar to the worldview of the Kazakhs
and rooted in the life of the people images
and plots (not only epic and mythological,
but also everyday life, such as the depiction
of landscapes), and in the musical language
of the works the most important role is
played by nationally defined thematicism.
There is no doubt that the national
culture and traditions of the Kazakhs
remain a powerful source of inspiration for
contemporary composers.

Results

The third stage of the evolution of the
national organ art was a turning point,
as it came to the stage of the end of the
Soviet era and the birth of independent
Kazakhstan. As it is known, the first years
of independence were associated with a
crisis that affected not only economic,
but also socio-political areas, and it,

as a consequence, was reflected in the
humanitarian and spiritual spheres of
human life. During the first decade of
the XXI century there were significant
state transformations aimed at economic
recovery, development of human capital,
establishment of a favorable investment
climate, etc. Significant changes were

also felt in the field of culture, associated
with a powerful reassessment of values.
This period of time was marked by
comprehension of the new status of the
republic.

Addressing the issues of organology, it
should be noted that this period is marked
by the largest increase in the number of
instruments, compared to previous stages.
Thus, starting from 2000, nine more organs
were installed in Kazakhstan, which are
used both in secular and church directions.

Of the nine new organs, two are concert
organs (in the Organ Hall of the KazNUA
in Astana and in the Cathedral of Mary of
Fatima in Karaganda), three are exclusively
educational (two organs in the KazNUA
of the capital and an electronic organ in
the Conservatory of Almaty), and three are
used only in divine services (in the Catholic
parish of Astana, Almaty and Shakhtinsk
and in the Lutheran church of Astana).

Studying the performance issues of the
third stage of the development of organ
art in Kazakhstan, it is worth emphasizing
the qualitative “leap” that occurred in this
field. It was caused by the functioning of
the organ class of the Almaty Conservatory.
The performing school was enriched with
new names and a new specialization
“Organ” was opened in KazNUA (Astana).

As is well known, performance is
closely interrelated with organ music, the
creation of which is directly dependent on
the activities of composers. An important
impetus for the appearance of many
compositions that emerged aiter 2000 was
the installation of a concert organ at the
University of Arts in the northern capital.
With the appearance of the instrument
and professional organists, Kazakhstani
composers had the opportunity to
familiarize themselves with the organ not
only theoretically but also practically,
creating several works for it.

In the third stage, the organ repertoire
was significantly enriched with new
works, including arrangements, solos and
compositions in which the organ is part of



the overall ensemble. Regarding the scale
of development of the field of compositional
work, it should be noted the solid expansion
of the sphere of solo works for organ, and,
in general, the largest increase in works

in comparison with previous periods. In
addition, the active introduction of Kazakh
melos into modern compositions by
domestic authors is evident, giving organ
music an original sound and reflecting the
originality of national art.

Thanks to the limitless sound
possibilities of the organ, its ability to
imitate not only the sounds of many
musical instruments, but also the singing
of birds, the noise of trees, and the roar
of rockfalls, ultra-modern opuses began
to appear in the works of Kazakhstan’s
composers. These include “Blue Minaret”
for organ, kyl kobyz and symphony
orchestra by Serik Erkimbekov; Spiritual
Concerto for mixed and children’s choirs
accompanied by organ “Dedication to
the Pontiff” and Fantasia for piano, organ
and symphony orchestra by Zhunus
Jumabekov; Cantata “Redemption by
Prayer” for mezzo-soprano, tenor, mixed
and children’s choir, symphony orchestra
and organ by Olga Khromova; Fantasia
for kyl kobyz and organ “Ushardyn ului”
(“Ushar’s howl”) by Alibi Abdinurov;
“Sacrifice to Tengri” for large symphony
orchestra and organ by Adil Bestybaev;
Cantata for organ, chorus and symphony
orchestra by Rakhat-Bi Abdyssagin.

Thus, the organ gradually joined
the arsenal of modern instruments.
Undoubtedly, fruitful cooperation between
composers and performers played an
important role in the creation of the
repertoire. As can be seen from the list,
the considerable range of works composed
for the organ encompasses a wide genre
palette. These include various types of
concert works — concertos, concertinos,
fantasies, cantatas and extended program
works.

Basic Provisions

1. The interaction of academic European
organ music and Kazakh traditional culture

became possible due to the predisposition
of both systems to interpenetrate on the
basis of common musical principles, as
well as recognition and openness to various
forms of musical expression.

2. The emergence of organ art as a new
form of national art in Kazakhstan is the
result of the interaction of two cultures —
European and traditional Kazakh.

3. The phenomenon of Kazakh organ
music is determined by the synthesis of
European forms, national musical language
and modern composition techniques.

4. Based on the analysis of works related
to the third period, several directions of the
development of organ music in Kazakhstan
have been identified: classical-romantic,
neo-baroque, neo-folklore, as well as the
creation of experimental works aimed at
finding innovations in the field of musical
language and unusual sound combinations.

5. The emergence of large-form genres
and organ pieces in various ensembles has
historically been conditioned and marked
the beginning of a new stage in the history
of Kazakh music. The active process of
developing various genres of organ music in
the works of modern domestic composers
characterizes the viability and importance
of organ art for the entire musical culture of
the republic.

6. The organs of Kazakhstan, which
originated between 2000 and 2023, are
a collection of nine instruments that are
classified by type (pipe and electronic) and
by type of use (secular and spiritual).

7. At the third stage of the evolution
of the organ school in Kazakhstan, it was
divided into two main lines — Almaty and
Astana. Within the framework of each of
these areas, educational programs in the
specialty “organ” are functioning, and a
unique staffing of teachers and performers
has been formed.

Conclusion
The third stage of the development of the

organ art of Kazakhstan is the most intense
of all the previous ones, in view of the
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appearance of more organs in the republic.
[f, at the first stage of formation (1969—
1974) the number of instruments counted
only 2, in the second period of formation
(1974—1999) they became 7, and at the
moment — 16. Noting the quantitative
indicators of organ installations increasing
in geometric progression, and taking

into account the effect of accumulation of
achievements in organology, performing
and composer’s creativity, it is possible

to assume that in the future the organ

art of Kazakhstan will develop even

more progressively, covering the layer of
nationality more deeply and becoming an
integral part of Kazakhstani culture.

Using the system method, an attempt
was made to study the evolution of the
national organ art of Kazakhstan and its
characteristic features in the complex of
issues of organology, composer’s creativity
and performance. As a result, the distinctive
features of the third stage were revealed,
demonstrating the close interrelation of the
components of the whole.

First, Kazakhstan’s instrumentation is
represented by all existing types of organs.
Thus, there are 16 instruments in the
country at the moment. Of these, five are
fully mechanical, one is mixed, another one
is electronic tracture, five are pneumatic,
and four are digital ersatz instruments.
Taking into account the revival of interest
in organ art in recent decades, it can be
assumed that this will directly affect organ
building, new organs will appear both in the
secular sphere and in the spiritual direction.

Secondly, at the moment there are two
organ schools successiully functioning in
Kazakhstan — Almaty and Astana. It is
noteworthy that each of them is attached to
a higher educational institution (Almaty —
Kazakh National Conservatory named after
Kurmangazy, Astana — Kazakh National
University of Arts) and is represented by
the names of famous organists. Among the
brightest names of organists of the republic
should be named Vladimir Tebenikhin,
Aliya Karasaeva, Gabit Nessipbayev.

[t is obvious that the ascent of new

talented organists (Saltanat Abilkhanova,
Larissa Latyshova, Adil Nessipbayev

and others) to the musical Olympus and
the establishment of performing schools
favorably affect the improvement of the level
of performing skills.

The rich concert activity of the organ
class of the Conservatory played a special
role in strengthening the position of
performing arts. It should be noted that
in Soviet times two organ concerts were
held in Alma-Ata every month, one of them
with the participation of musicians from
far abroad and the other from the Soviet
Union. In between these two events there
were regular performances by Almaty
organists. As a result of a well-thought-out
concert policy, organ music was constantly
played in Alma-Ata. Naturally, this fact
directly influenced the consciousness
of the capital’s public, whose level of
perception steadily increased from concert
to concert. This also affected the continuity
of generations of listeners, as young people
first came to the concerts and later brought
their children.

As a result, there was a transformation
of public thinking, as a new type of national
art was introduced into the arsenal of
Kazakh musical classics - organ art, based
on a deep assimilation of folk-national
foundations. As a result, the process
of adaptation and fusion of organ art
with the national consciousness, which
influenced the authenticity of culture, was
successful in the republic. According to
Gabit Nessipbayev, nowadays Almaty has
formed a prepared, educated and grateful
public. This became possible due to the
actively functioning organ class in the
conservatory in the 70s of the twentieth
century. Being an instrument introduced
from the European cultural environment,
over time the organ harmoniously blended
into the national context, rising to a new
supranational level. In general, the growing
number of performers, concerts and
festivals of organ music contributed to the



strengthening of organ art in the cultural
life of Kazakhstan.

Thirdly, with the birth of the organ
school in the republic, the first organ
opuses appeared, which at first were
represented by three genre varieties -
arrangements, miniatures and a large
form, where the organ performed as part
of an orchestra. At the moment, organ
music in the works of Kazakh composers
is characterized by a variety of genres and
forms with distinctive features and specific
means of expression. The phenomenon
of Kazakh organ music consists in the
synthesis of European forms, national
language and modern techniques of
composition. All this demonstrates the
growth of composer’s skill and enrichment
of the repertoire. The introduction of the
organ into the compositions of various
ensembles and the creation of new
principles of interaction between it and folk
musical instruments (kyl-kobyz, dombra,
sybyzgy) testily to the significant expansion
of experimental forms of music-making.

Thus, it is possible to assert that
the organ art in the musical culture of
Kazakhstan turned out to be viable and
creatively promising, since over time it has

developed into an integral independent
type of national art. The results of the
work can serve as a supplement to the
content of the courses of the history of
Kazakh music, instrumentology, history
of organ performance, musical culture of
Kazakhstan, as well as will find application
in the practical activities of organists as a
theoretical and methodological basis for
the study of organ works by composers of
Kazakhstan.

The analysis of three key areas —
organology, composer’s activity and
performing practice — has opened up the
possibility of a deeper understanding of
the mechanisms of integration of organ
art into the musical culture of Kazakhstan.
Understanding these aspects allowed not
only to identify the main trends in the
development of national organ music, but
also to determine how globalization and
cultural diversity affect its evolution. As
a result of the study, significant musical
and historical factors contributing to the
popularization and strengthening of organ
art in the country, as well as promising
ways of its further growth in the context
of the modern world music space were
identified.
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HycynoBa Aiizana, laBpuienko Upuna

Kazaxckas HalroHasbHasi KoHcepBaTopHst M. Kypmanrasbl
(Anmarbl, Kazaxcran)

MY3bIKAJIbHO-UCTOPUYECKUE PAKTOPbI 2BOJIIOLLMA OPTAHHOIO MCKYCCTBA
KA3AXCTAHA B 2000-2023 roabl

AHHoTauusa. OpraHHOe MCKYCCTBO, MMetoLLee rnybokme KOPHU B €BPOMENCKOM KYNbTYpHOW TPaaMLMK,
3aHMMaeT AOCTOMHOe MEeCTO B My3blKaZIbHOM NpocTpaHcTBe KasaxcraHa. CraTbs NoCBALLEHA aHanM3y
ncTopuyecknx GakTopoB, COLENCTBOBABLLIMX PAa3BUTMIO OPraHHOIO UCKYCCTBa B pecnybnuke.
AKTYanbHOCTb MCCNIef0BaHMS 0DYCNOBAEHA He TONbKO PefKOCTbio NMOoL0OHbIX paboT B KOHTEKCTE
136paHHOro permoHa, Ho M HEU3MEHHbIM MHTEPECOM K OPraHHOMY Hacneamio Kak 3eMEHTY
MEXKyNnbTypHOro auanora. Cnepyet nofyepkHyTb, YTO OTEYECTBEHHOE OPraHHOE UCKYCCTBO He
OrPaHNYMBAETCA UCKITOYUTENBHO MCMONHUTENLCKOM NpakTMKon. OHO Takke BOMpaeT B cebs nsyyeHune
BOMPOCOB OPraHo/0rMMM, CTPYKTYPbl My3bIKalbHbIX NMPOW3BELEHWI, @ TaKXKe B3aMMOLENCTBHE
My3bIKaNbHbIX Tpaamumnin Boctoka 1 3anaga. Oco6oe BHMMaHMe B CTaTbe YAENSETCA BbISBNEHUIO
3aKOHOMEpHOCTeN M HaLMOHANbHOIo CBOeobpasus, CBA3aHHbIX C 0COBEHHOCTAMM PA3BUTUS OPraHHOrO
nckyccTBa B KaszaxcraHe, a Takxke M3y4YeHUIo TpeTbero 3tana, oxeatbiBatowero 2000-2023 roabl. Crout
OTMETUTb, YTO M3OPaHHbIM Nepunos 061afaeT UCKNIOYUTENbHBIMU XapaKTePUCTUKAMU; CIeA0BaTENbHO,
OMMCaHMe KYEeBbIX MOMEHTOB B 3BO/IOLLMM COBPEMEHHOW OTEYECTBEHHOM OPraHHOM KYNbTypbl
NpeLCTaBiSeTCs BaXHbIM U CBOEBPEMEHHbIM. MeTo,0M10r1Yeckyto 0CHOBY paboTbl COCTaBUM
NUCTOPUYECKMI, CPABHUTENbHbIN M aHANUTUYECKUIA NPUHLMMbBI UCCNELO0BAHMS, MO3BONSOLLME yOOKO
nccnenoBaTth Ka3axCTaHCKYH OPraHHYH LWKOMY, CYLLECTBYHOLWME MY3bIKabHble MHCTPYMEHTbI C

TOYKM 3PEHUS UX CTPOEHMS, @ TAKKE OPraHHbIi penepTyap oTe4ecTBeHHbIX KOMMNO3UTOPOB C YYETOM
MHOroobpasus XaHpOB U CTUNEBbIX KAHOHOB. Pe3ynbTaThl paboThl HaMAYT TeOpeTUyeckoe NpUMeHeHue
B HAYYHbIX MCCNELOBAHMAX MO UCTOPUM KA3aXCKOW My3bIKM, MO OpraHHOMY UCMOHUTENBCTBY, MO
MHCTPYMEHTOBEAEHMIO, @ TAKXKE B TBOPYECKOW AEATENbHOCTU UCMONHUTENEN U KOMMO3UTOPOB
KasaxcTaHa. B npaktnyeckoM nnaHe uccnenoBaHve HeobxoaMMo A8 nponaraHibl HALMOHANBHOIO
penepTyapa ¥ OpraHHOW LIKO/bI pecnybiMku, a TakKe Kak TeopeTuyeckas U MEeTOL0N0rMYeckas 0CHOBA
NPy U3y4EHMU OPraHHbIX COMMHEHNI KOMMO3MTOPOB KasaxcTaHa B paboTte MCMONHMTENEN-OpraHUCTOB.
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HacTosiee nccnenoBaHve HamnpasieHo Ha pelleHue Npobaem pasBuUTUS OTEYECTBEHHOIO OPraHHOro
MCKYCCTBA, MCMOTHUTENBCKOM NPAKTUKK M €€ B3aMMOLENCTBUS C APYTMMU BULAMU MY3bIKabHOTO
TBOpYecTBa. Tpy KOMMOHEHTA HALMOHANbHOrO OPraHHOMO MCKYCCTBA — OPraHOorus, KOMMO3MTOPCKas
[LesTeNbHOCTb U UCMOIHUTENBCTBO — PaHEEe He PacCMaTpUBANUCh B PAMKax eAMHOMN KyNbTypHO-
MCTOPUYECKONM MapafurMbl U He MOABEPrannCb KOMMNIEKCHOMY HayYHOMY aHanu3y u rybokomy
XYLOXKECTBEHHOMY OCMbIC/IEHMIO, YTO U SBUNOCH LieNblo NPeanpUHATOro CCNefoBaHus. B 31oi cBszu
nocTaBneHbl CesyloLme 3a4a4u: ONpeLennTb MCTOPUYECKME 3Tanbl CTAHOB/IEHUSI OPraHHOW LIKObI
KasaxcTaHa, uccnenoBaTb TpeTUiA 3Tan 3BOMIOLMK C NO3ULUMKM B3aMMOLENCTBUS TPEX OCHOBHbIX
KOMMOHEHTOB, BbISIBUTb €F0 POJib B MPOLLECCE NOCTYNATENbHOMO ABUXKEHUS OPFraHHOTO MCKYCCTBA B
pecnyb6nuke, NPOM3BECTM KNAaCCUUKALMIO AEMCTBYIOLLMX OPraHOB C TOYKM 3PEHUS UX CTPOEHUS U
LMCMNO3ULLUK; M3YUYUTb OPTraHHbIM pernepTyap 0TeYeCTBEHHbIX KOMMO3UTOPOB C Y4YETOM XaHPOBbIX
pa3HOBWUAHOCTEN U CTUNEBbLIX 3aKOHOMEPHOCTEN.

OcyLecTBNEHHOE UCCNEeA0BaHUE TPEX BELYLLMX BEKTOPOB, BK/IHUAOLLMX OPraHOIOruio,
KOMMO3MTOPCKOE TBOPYECTBO M UCTONHUTENBCKYH NMPAKTUKY, MO3BOIUIO Fy6XKe NOHATb MeXaHWU3Mbl
MHTErpaLmm OpraHHOro MCKycCTBa B My3blKasnbHy KynbTypy Kasaxcrana B 2000-2023 rofbl 1 BbISIBUTb
TEHAEHLUMW ero AanbHENLIero pa3BuTUS B KOHTEKCTE o6ann3aumnm 1 KynbTypHOro MHOroobpasus.

Knioyeswie cnoea: OpraH, opraHHoe UCKyccTBO KasaxcraHa, KOMMO3MTOPCKOe TBOPYECTBO, BOMPOChI
OpraHosiorMn U UCNONHUTENBCTBA.

Ans yumupoeanus: HycynoBa, Aii3aga, u [aBpuneHko MpuHa. «My3sbikanbHO-ncropuyeckme dakTopel
3BOJIIOLMM OpraHHoro uckyccrea KasaxcraHa B 2000-2023 roppi». Central Asian Journal of Art Studies, T. 9,
N2 4,2024,c.101-119.DOI: 10.47940/cajas.v9i4.929

bnazodapHocmu: ABTOpbI BbipakatoT 61arofapHoOCTb apxmBy Ka3axckon HaLMOHaNbHOM
KoHcepBaTopuu uM. KypmaHrasbl 1 focynapctBeHHOMY apxuBy I. AMaTbl 33 NpefoCcTaBaeHHble
MaTepuanbl, a Takxxe npodeccopy opraHHoro knacca KHK nm. KypmaHrasel, 3acnyxeHHomy apTucty PK
[T. HecunbaeBy 3a KOHCYNbTUPOBAHMeE.

Asmopb! npoyumanu u 0006puuU OKOHYAMENbHbIL 8apUGHM pyKONUCU U 3a56i510m 06 omcymcmsuu
KOH@IUKMA uHmepecos.



MUSICAL-HISTORICAL FACTORS OF EVOLUTION OF ORGAN ART OF KAZAKHSTAN IN 2000-2023

Hycinosa Aiizana, NaBpunenko Upuna

Kypmanrasbi atbinarsl Kazak yaTThiK KOHCEPBATOPHSICHI
(Anmatol, Kazakcran)

2000-2023 XXbl1IOAPOAFbl KASAKCTAH OPTAH ©HEPI 2BOJIOLUUACBIHBIH TAPUXU
MY3bIKAJIbIK ®AKTOPJIAPbI

Anpatna. Eyponanbik MafeHM A3CTYPAE TEPEH TaMblp XaiFaH opraH eHepi Ka3zakcTaHHbIH, My3blKablK,
KEHICTIriHAe NarbIKTbl OpblHFa Me 6onabl. OcbiFaH 6alNaHbICTbl Makana pecnybankana opraH eHepiHiH,
[aMybIHA bIKNan eTKeH Tapuxu GakTopiapAbl TangayFa apHanfaH. 3epTTeyAiH 63eKTiniri TaHaanfaH
alriMakK, Ma3MyHbl MYHJ,al )XyMbICTapAblH, cMpek 60nybIMEH FaHa eMec, COHbIMEH KaTap MafileHMeTaparbiK,
LMAnor 3N1eMeHTI peTiHAe OpraH MypacbiHa AereH TYPaKTbl KbI3bIFyLWbIbIKNeH Ae 6arnaHbicTbl. OTaHAbIK,
OpraH eHepi TeK OpblHAAYLIbUIbIK TOXKIPpMOEMEH FaHa LWEKTENIMENTIHIH aTan eTKeH XeH. On opraH acay
MacenenepiH, My3blKasblK, WblFapManapablH, KYpPbUIbIMbIH, COHAAM-AK, LLbiFbIC MeH BaTbICTbIH, My3bIKasbIK,
[L9CTYpNiepiHiH 63apa 6arnaHbICbiH 3epTTeyai KaMTuabl. Makanaga KasakcraHaasbl OpraH eHepiHiH, famMy
epekLueniktepiHe 6aiNaHbICTbl 3aHAbIIBIKTAP MEH YATTbIK epeKLUenikTepai aHbIKTayFa, CoHaa-ak, 2000-
2023 xbingapabl KAMTUTbIH YLWIHLWI Ke3eHA4i 3epTTeyre epekLle Hasap ayaapbinagbl. TaH4ANFAH Ke3€eH,
epeklle cMnaTTaManapfa ue eKeHairid ge anta keTy kepek. COHAbIKTaH Ka3ipri 3aMaHfbl OTaHAbIK, OpraH
M3LEHMETIHIH 3BOMOLMACBIHAAFbI MAHbI3Abl CATTEPAIH, CUNATTaMaChl MaHbI3Abl )KSHE YaKTbl/bl 60/bIN
KepiHea,i.

3epTTeyaiH 94iCHAManbIK HEri3i peTiHAe TapuXu, CaNbICTbIPMasbl XXSHE aHANUTUKANbIK 3epTTey
NPUHUMNATEPI anblHFaH, onap KasakcraH opraH MekTebiH TepeH 3epTTeyre, My3blKasblK acnanTapablH,
KYPbINIbIMbIH, COHLLAM-aK, OTaHAbIK KOMMO3WUTOPApAblH, OPraHAblK, PeNepTyapblH XaHpAap MeH CTUAbAIK
KaHOHAAPAbIH KeNTYpAiNiriH eckepe OTbipbin Tangayfa MyMKiHAIK 6epesi. KyMbIC HaTMxXenepi Kasak,
MY3bIKaCbIHbIH, TApUXbl, OPraH OpbIHAAYLLbIIbIFLI, aCNANTaHY CanacblHAaFbl FbIbIMU 3EpTTEYNEPAE,
CoHpai-ak, KasakctaH KoMMno3uTopnapbl MEH OpbIHAAYLLbINAPbIHbIH WbIFAPMALLbIIbIK KbI3METiHAE
TeopeTuKanblK TYPFblaa KONAAHbINATbIH 60naabl. [pakTUKanbIk TYpFblAaH anfaHaa, 3epTTey YATThIK,
peneptyap MeH pecnybaunka opraH MekTebiH HacuxaTTay YLUiH MaHpI3abl, COHAAN-aK, KasakcTaH
KOMMO3MTOPAAPbIHbIH, OPraHAbIK, WbiFapManapbiH OPraHUCT OPbIHAAYLUbINAPbIHbIH, KYMbICbl TYPFbICbIHAH
3epTTey KesiHAe TEOPUANbIK XKIHE 9AiCTEMENiK Heri3 peTiHae KbI3MeT eTeai. byn 3epTTey oTaHAbIK,
OpraH eHepiHiH, 4aMybl, OPbIHAAYLbIbIK TOXKipUOECi )XaHe OHbIH, 6acka My3blKablK, LblFAPMALLbIbIK,
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TypAepiMeH 63apa dpeKeTTecy MacenienepiH wellyre 6arbiTTanFaH. YNTTblK OpraH eHepiHiH, yLu
KOMMOHEHTbl — OPraHo/IorMs, KOMMO3UTOPJIbIK KbI3MET XaHe 0pbIHAAYLLbIbIK — OypbIH BipTyTac
M3LEHWN-TaPUXM MAPaAUTMa TYPFbICbIHAH KApaCTbIpblIMaraH XaHe 3epTTey KYMbICbIHbIH, MakcaTbl 6onbIn
TabbINaTbIH KELWEHA| FbINbIMU TanaayFa He 6onMaca TepeH KepKeMAiK TyCiHikke TycnereH. OcbiFaH
6aiinaHbICTbl MbIHALAM MiHAETTEp KoWblnAbl: KazakcTaHaasbl opraH MekTebiHiH, Kanbintacy TapuxbIH
aHbIKTay, YL Heri3ri KOMMOHEHTTIH, ©3apa apeKeTTecyi TyPFbICbIHAH IBOMIOLMSHbIH, YLLIHLII KEe3eHiH
3epTTey, OpraH eHepiHiH pecnybinKanarbl anFa XbIXKybl NPOLLECIHAET OHbIH, PeNiH alKbIHAAY, OPraHHbIH,
KYPbINbIMbl MEH AMCNO3ULMSCBIH ECKEPIM, XYMbIC iCTeN TypFaH opraHaapAbl knaccudukaumsanay;
OTaHAbIK KOMNO3WUTOPNAPAbIH, OPraHAblK PenepTyapbiH XXaHP/bIK, Typiepi MEH CTUNbAIK 3aHAbUIbIKTAPbIH
eckepe oTbIpbin 3epTTey. OpraHoNOrMsAHbI, KOMMNO3UTOPbIK, LWbIFAPMALLbIILIKTbI )X3HE OPbIHAAYLUbIbIK,
NpakKTUKaHbl KAMTUTbIH YL XeTeKLwi BekTopAbl 3epTTey 2000-2003 xbingapbl KaszakcTaHHbIH, My3bIKanbik,
M3[eHMeTIiHe OpraH eHepiH MHTerpauusnay TeTiKTepiH TepeHipeK TyCiHyre XaHe xahaHaaHy MeH
M3 EHW SPTYPNINiK KOHTEKCTIHAE OHbIH, OAAH 3Pi AaMY TEHAEHUMANAPbIH aHbIKTayFa MYMKiHAIK H6epai.

Tyiiin ce3dep: OpraH, Ka3akcTaHHbIH OpraH eHepi, KOMNO3UTOPbIK, LblFAPMALLbI/bIK, OPraH Xacay
XX9He opblHAay Macenenepi

Aoaiiekce3 ywin: HycynoBa, Aii3ana xaHe laBpuneHko MpuHa. «2000-2003 xbinpapaarsl KasakcraH
opraH eHepi 3BONMOLMSACHIHbIH Tapuxu My3bikanblk dakTopnapbi». Central Asian Journal of Art Studies,
T.9,N24,2024,101-119 66. DOI: 10.47940/cajas.v9i4.929

Angeic: ABTopnap Kasak yaTTblK, KOHCEPBATOPUACHIHbIH, MypaFaTbiHa )XaHe AIMaTbl KanachIHbIH,
MeMNEKETTIK MypaFaTblHa YCbIHbIIFAH MaTepuanmapsbl YLWiH, COHAAN-ak, KypMaHfasbl atbiHaafFbl KYK-HbIH,
opraH CbIHbIObIHbIH, NTpodeccopbl, KasakctaH PecnybnukacbiHbiH, eHbek ciHipreH aprici £.T. HecinbaeBka
KeHec bepreHi yLwWwiH anfbic 6inaipesi.

Asmopnap Kom«a3baHblH COHFbI HYCKACbIH 0KbIN, MAKY/10a0bl #aHe Myddenep Kalilibl/blFbl HOK
eKkeHOi2iH ManiMOelioi.



ABTopnap Typanbl Manimer:
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KOMITO3UTOP

BAJIHYP KbIIbIPBEK
LLBIFAPMALLBIJIBIFbI
HETI3IH/E KOPIUIJIEC
XAJIbIKTAP APACBIHIAFbI
MY3bIKAJIbIK
BAUJIAHBICTAP/bI
TAJIJAY (<«KbIPFbI3 KYH»
MbICAJIbIHIA)

Aiiryab EpranueBa

Maxambet OtemicoB atbinaarsl batsic Kasakeran ynusepeureri (Opas, Kazakeran)

Anpatna. banHyp banfabekkbidbl Kbiabipbek (1955) kasipri 3aMaHfbl Ka3akCTaHAblK KOMMNO3UTOP/bIK,
MekTe6iHiH kKepHekTi ekini. OHbiH, 500-4eH acTam apTypAi XaHpiapaa xasbinFaH onepa, baner,
CMMDOHMANDIK XXHE YpMeni acnanTap OpKeCcTpiHe apHanfaH My3blka, pEKBMEM, KaHTaTa T.6. KaTapblHAA
KeneMi eki KOHLEpPTTIK 6araapaamMa KypanTbiH Xasblk, acnanTap OPKeCTpiHe apHasFaH TybIHAbIAPLI
KenTereH LblFapMaLLblIbIK VKbIMAAPAbIH KOHLEPTTIK penepTyapbiHa eHiM, X1i OpblHAANYbl My3bIKaTaHy
FbIbIMbI TapanblHaH aNi ae 6onca apHaibl 3epTTen, 3epaenen, baranayabl KAKET eTETiH AYHME.

3epTTeyAiH MakcaTbl — Ka3aK My3blKacblHAA KepLuinec (Ka3ak-KblpFbi3) XanblKTap apacbiHOafbI

©3apa M3AEeHM anmacy ypaictepi yariciiH komnosutop banHyp Kblablp6ekTiH «KbIpFbi3 Kyi» aTTbl XablK,
acnanTap OpKecTpiHe apHaifaH WbiFapMachl apKblabl Tanaan, KOMNO3UTOPAbIH, Aapa KeNbeTiH aiKbIHAAY.
OrfaH eTy ywiH: 1) kasipri keage KOMNO3UTOPAbIH, SPTYPAi XaHpAapAa KenTereH LblFapManap xasy
TEXHMKACbIH MeHrepreH webepniriH cunartTay, 2) Kas3ak, >XaHe KbIpFbl3 XaNblKTapblHbIH, A3CTYPAI
acnanTbIK, My3blKacblHAA KanbINTackaH 6ainaHbICTapAbl 3epaeney, 3) xanblk acnantap OpKecTpiHe
apHanfaH «KbIpFbi3 KYMAiH» My3blKanblK CEMaHTUKACbIHA Tanfay Xacay, 4) )xaHa KOMMNO3UTOP/bIK,
TEXHONOTMANAP apKblibl OPKECTP MAPTUTYPaCbIHA EHTI3iNreH apTyp/i OpbIHAAYLWbINbLIK TaCiNAepai
AHbIKTAY CeKinai MiHAeTTep aTkapbinabl. Makanaza KeleHAi XaHe Xyheni Tacinaep, CanblCTblpMasnbl-
TapuXu, CanbICTblPMasbl-TUNONOTUANbIK, MOPDONOTUANbIK 34iCTEP KONAAHbINAbI. KOMNO3MTOPAbIH,
LblFapMaLLbIIbIK KenbeTiH aikbiHaay ywiH Capa Kysemb6ait, lynmupa Mycarynosa, 3yndus Kacumosa,
an Kasak-KblpFbl3 My3blKacbliHAAFbl GainaHbicTap eHiHae Ayroct InxropH, Cayne Yteranvesa, AkboTa
TypbiMbeToBa, Makcat Meney6ekTiH 3epTTeMenepi nanaanaHbiiabl. ATKApblIFaH XXyMbICTbl AaibiHAAYAA



Genrini kasakcTaHablK aMpuxkep-kommnosutop, KP eHbek CiHipreH kaipaTtkep, npodeccop AiTkanu
YKanbiMoB xaHe [layneTkepei aTbiHAAFbl 06NbICTbIK XasblK aCnanTap OPKeCTPiHiH KOPKEMAIK XeTeKLiCi
XaHe 6ac ampuxepi EpkiH HypbiMb6eTOB MHTEpnpeTaumsacbiHaaFbl KOMNO3uTOp banHyp KbiabipbekTiH,

LWbFapManapblH OpbIHAAY YAriCi MaHbI3Abl 6onabl.

3epTTey HaTUXKECiIHAE KOHEAEH XETKEH Ka3aK XaHe KblpFbl3 KyMepiHAEri CHOXKETTIK, KaHp/bIK,
KyPpbInbIMAbIK 6aiinaHbICTapAblH, MaHbi3bl alKbIHAAMbIM, XaNblK, acnanTap OpKecTpiHe apHanfaH «KplipFbi3
KY#» LblFapMachl apKblabl koMno3uTop bannyp KblablpbekTiH, Xanblk acnantap OpKecTpi penepTyapbiH
KEHEWTYMEH KaTap, )XaHa MHTOHALMANbIK KYPbIbIMAAP MEH OpbliHAAYLbUIbIK TOCINAEPIH eHri3reHi
KepceTinai. My3blkaHTTap NapTMSCbiHAA anfall peT faybiCreH OpbiHAAY 3NEMEHTTEPIHIH, AOMbbIpa
LIAHaFbIH KafbiN OMHAY ToCiNAEPiHiH KONAAHFAHbI TaNAAHAbI.

TyiiiH ce30ep: Ka3ipri 3aMaH Ka3akCcTaH KOMNO3MTOPbI, A3CTYPAI My3blKablK 6Hep, AOMObIpa Kyinepi,
KbIPFbl3 KOMY3bl, KaFbIC TYpEePi, UHTOHALMANBIK, KYPbLIbIMAAP.

Aaiiexce3 ywiH: Epranvesa Aiiryn. «kKomnosutop banHyp Kbiablpbek LWbiFapMallbliblFbl Heri3iHae
KepLuinec xanblkTap apacbiHAaFbl My3blkanblk 6ainaHbicTapabl Tangay («KbipFbl3 KyM» MbiCanbIHAA)».
Central Asian Journal of Art Studies, 1.9, N2 4,2024,120-138 66., DOI: 10.47940/cajas.v9i4.944

Aemop KOIHA30aHbIH COHFbI HYCKACbIH OKbIn MaKyﬂ()aabl MHE MVO()E/Iep mapansiHaH KQUWbI/bIFbI HOK

eKeHiH Manimoelioi.

Kipicne

Baﬂﬂyp banra6ekkpisbl Kpiibipbek
Kasipri Ke3eH/1e My3blka 6HepiHiH
GapJiblK 2KaHpJapblH MEHIepreH KOPHEeKTi
KOMIo3uTopJaapbiH 6ipi. OHbIH ecimi
KoCiOU My3bIKaJIbIK OPTAMEH Katap
KOILiJIiK KaybIMFa TaHbIMaJ OoJica 21,
HIbIFAPMALIbBIJIBIFbI TypaJibl My3blKaTaHy
KbIpbIHAH caparnTaJ/iFaH FblIbIMH eHOeKTep
Ker eMmec. OHepTaHy JOKTOPbI, poceccop
Capa Kysemb6ai «Kankaman-Mambip»
orepa-H6aJseTiHiH CIO2KeTi MEH My3bIKachl
Typasbl 2ka3ca (281), enepraHy KaHaUIAThI
['ynmupa Mycary/i0BaHbIH MaKaJaJapblHaa
CUM(OHHUSABIK TYbIH/BLIAP/BIH CIOXKETTIK
JK9HE MY3bIKaJIblK CeMaHTHKAaChl
Kapactbipblianapl (321). A, e3
LIbIFAapMallbIIbIFbIHIA YPMEJI acnantapmen
Kartap XaJblK acrnarnrap opkecTpiHe
»kazblarad banuyp Kpinpipoekrin
TYbIH/BIIAPbl apHAKbI TaJ1ay AKYMbICTAPbIH
aTKapy/bl TaJarn eTe/j.

Kasak xaJsiblk acrantap opkecTpine
apHaJIFaH aJiFalll LiblrapMaJgapibl AxmeTt

JKy6anos, Jlatud Xamuau, Esrenuii
bpycunosckuit, JIeonnn Llapropoackuii,
Jmutpuii [llaGennekuit (eHueynep MeH
JIalbIKTay1ap/ibl 1a eCKepe OThIPhII ) 2Ka3ca,
oJiapabIH i3iMeH ChiibiK MyxamepKaHOB,
Kenkebek Kymic6ekon, Hypruca
TinenaneB Kazak My3blKacblHbIH aJIThiH
KOPbIHA €HI'eH TYbIH/blIap/ibl IyHHere
akeJireHi 6eJriji. bannyp banrabekkpi3bl
o3iHe JIeHiH KaJlaHFaH KOMITO3UTOPJIbIK,
MEKTENTiH KOPHEKTI OKiJIePiHiH
TYBIH/bIIAPBLIH OOKbIHA CiHiPe OTBIPHIT,
XaJIbIKTBIK aCNaNThIK My3blKacblHa KaTbICThI
i3/1HIC 2KYMBICTAPbIH aTKAPa/ibl.

D onbKIOPIIBLIK My3bIKaHbIH 150-
JIEH acTaM YJITiCiH XxaTKa Tycipir, MoJ
3THOTrpaUSIbIK TOXKipHOe XKUHaKTaraH
KOMITO3UTOP Ka3ak 10MObIpacbiHa
THTOJIOTHSJIBIK TYPFbIIA TYBIC KbIPFbI3/IbIH
KOMY3 KyHJiepiHe Hasap ayaapbll, Ka3ak
XaJIbIK acranrap opKecTpiHe apHaJFaH
«KbIpFbI3 Kyi» aTThl LIbIFAPMAChIH KaJlbIH
JKYPTLUBLIBIKKA yeblHAABI. Komnosutop
KBIPFBI3/IbIH, I8CTYPJi My3bIKAChIH
napTuTypara Tycipy 6apbIChIHIA YITThIK
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eHepre ToH OPTAK HHTOHAUUAJIBIK -
TaKBIPBINTHIK MAa3MYH MEeH TeMOPJIiK YH-
Ooslyra epeklie Hasap ayaapajbl.

ATanMBblIlI TYBIHIBI OPKECTPIIIH
pernepTyap KOpblH KeHEHTyMeH Karap,
ACMAaNTbIK OPbIHAAYLIbIIbIK 11e0ePJIKTIH,
APTYPJIi KbIPJapbIHBIH alIbLIybIHA BIKTAJ
eTTi. KpIprbI3 KyliiHe ToH KopKeM/IiK
OeliHesiK TaKpIpPbINTap 2KaHa KarbiC TypJepi
MeH IMHAMUKAJBIK JJaMy epeKIlIeJiKTepi
apKblJbl KeTKi3ii. Kazak xasbik
acranrtap opKecTpi My3blKachblHIA MyHAl
Takpipbintap Kenxxkebek Kymic6ekoBThIH
«Papabu casbl», « KopKbIT TypaJbl
aHpI3», «J10CTbIK MepeKeci» aTThl
LIbIFapMaJiapblHaa 6alKasiambl.

bannyp Keiibipoek « Kpiprbi3 Kyiie »
J0MObIpa »KoHe KOMy3 acranrapbiHa ToH
OPTaK OPbIHAAYLIBIIBIK 9/liC-TaCI/IEPiH
ePKiH KoJiiaHajibl. AJT JTaThiK TipeK peTiHje
KbIPFbI3/IbIH IDCTYPJi My3bIKAChIHA TOH «pe-
JIS» JIAATBIK ayKbIMIBLIBIK KOJIAHbLICA, aJl
KBIPFbI3 acrarnrapblH cHrarTay OapbIChiHAA
caJIbICTbIPMaJibl-THIIOJIOTHSIJIBIK dJicTep
KOJIIAHDBL/IFaH.

XaJiblK acnanrap opkecTpiHe
apHaJirad b.KpiabipoekTin « Kplprbi3
KYH>» LIbIFAPMAChIH TaJIaylaFbl MaKcat
— 03iHiH JamybiHaa 90-KbIJIIbIK TAPUXbI
eJIiMi3/liH MaHIaHaJIbl LbIFAPMALLbLIbIK,
V’KBIMBIHBIH, peNepTyapbl Ka3ak KyhJaepiMeH
Karap 6ayblpJsiac TypKi XaJbIKTapbIHbIH
My3bIKacbIMEH CyChIH/IAl, 6CYyiH Ko3/ereH
KOMITO3UTOP/bIH, €HOETiH OaraJay.

Komnosutop/biH »Kady MaHepiHje
VJTTBIK HAKbILLITAaFbl KBAPTA-KBUHTAJIbIK,
MHTOHALMSIIBIK HipiMAEp, KYH eHepiHe
TOH bIPFAKTBIK KypblJIbIMIAp MOJIbIHAH
keaneceni. Conpaii-ak, oy 6aybipJac
TYPKi XaJIbIKTapPbIHBIH, My3bIKACbIH, TAPUXH
CIOXKeTTePiH, (POJBKIOPJBIK MypPaChIH,
MY3bIKaJIbIK TiJIiHiH e peKIIeJiKTepiH
3epTTer, KEeTiK MEHrepreH FaJbiM-
KOMIO3UTOP. KOMMO3HTOP/IbIH XaJlbIK
acrnanrap opkectpine apHaJjraH «Kplprbi3
KYH>» aTThbl IILIFAPMAChIH/IA KbIPFBI3IbIH
KOMY3bl MEH Kasak JoOMObIpacbiHa
TOH 2KYPIEK €KIliH, 9pPTYpJli KarbicTap
3aH/Ibl TYpJIE KOMIAHBIBII, dpTYpJIi

OPbIHAAYLIBIIBIK TOCIAEP KOpCeTiaesi.
KbIprbi3apiH, 60TOM KaHPbIHIA YKa3blJIFaH
TYbIH/IbIFA 2KbLJIIAM €KITiH, KOTePiHKi
KOHIJT-KYH TOH. AT KOMIO3HIHSJIBIK
KYPbUIBIMbI KA3aKThIH LlIepTIe KykuepiHe
ykcac kegieii. [lIbirapmana 1oMObipaHbIH,
OacbIH KeTepy, cayCaKrieH 1IepTin ofHay,
ajlakaHMeH JoMObIpa IlIaHaFbIH Kary,
OPKECTP MYy3bIKAHTTAPbIHbIH NapTHACHIHA
peuyuTaTUB TOPI3Jli AaybICIIeH OpbIHIAY
3JIEMEHTTepi KEHiHEeH KOJIaHbIaIbl.

oaictepi

Komnosurop bannyp Keabipoek
LIbIFapMaLlbIIbIFbIHAAFBI Keplinec
XaJIbIKTap apacbiHIarbl My3blKaJIbIK
GansiaHbicTap/ibl Tajaay OapblCbiHia
TapUXU-KeLIeH I XKaHe »KyHeJi Tociaaep
naijananblibin, « Kelprbl3d KyHiHiH»
JKAHPJIBIK €PEKLLeJIir, My3blKaJbIK Ti/li MEH
KOMITO3ULIUAJIBIK KYPBIJIBIMBIH CHIIATTay
YLiH caJlbICThIPMaJibl-THITOJOTUSIJIBIK,
MOPhOJOTUABIK d/licTEP KOJIAHBLIBI.

XVIII-XIX r.r. aybi3iiia Jambiran
KoCiOM eHep MalTaJIMaHIapbIHbIH 6Mipi
MEH LIbIFaPMALIBIBLIFBI TypaJibl arall
asran Axmer JKy6anos (400) en6ekrepi
63 JKaJIFACBIH TaYbII, aKaJIeMHKTiH,
HacrtamacbiMeH Kypbliran Kypmanrassl
aTbIHAAFBI XaJIbIK acrarnrtap OpKeCTpiHiH
KaJlbllITachIl, 1aMybl My3blKaTaHy bl -
raJibiM bucenranu Fusaros (9) enGerinne
KepiHic Tanca, KOMIO3UTOpJap TypaJbl
»kasbliran Capa Kysemo6aii (280), Ymitkau
JKymaxkoBa (55) KypacTbipran OKyJIbIKTap
MeH MOHOTpadusiziapibiH, MaHbI3bl 30P.

YATTHIK OHEePiMi3/IiH oUriJi TyJFasapbid
VJIBIKTAy MaKcaTblHJa eJlimiszie
pecryOJHKaJIbIK 2KoHe XaJIbIKapaJiblK
KOH(pepeHLUsIap YHbIMAACTBIPbLIbII
KenTereH eHOeKTep XKapHsJaaHnca,
Ka3aK My3bIKaCbIHbIH 9J1eM MOJICHUETI
KOHTEKCTIiHJETI peJli TypaJibl Ma3MyH1AJFaH
3eprremediep jie GapuIbIbIK
(Kaztuganova 90).

KommnosuTtopJap «a19cTyp KoHe Kasipri
3amMaH» NPUHLMNATEPiH YCTaHbII, XKaHa
KOPKeMJiK OaFbITTap/bIH, XKOJIbIH KaJlabl.



Op caarep aybl3ilia 1aMblFaH MOIeHH
VJITIePAl 63 TybIHAbIAPbIHA apKay eTill,
KOMITO3UTOPJIbIK TEXHOJIOTHsl/IapMeH
KOpKeMJiel, TeK e3iHe ToH KoJTaHoa
KaJibIlTacTblpa ajpl (Yreraauesa
«KypmaHrazbl —Kasak My3blKa OHepiHiH,
KOPHEKTI oKiJi» 47).

Fanbivpapibin enbexkTepinae XX
FacbIp/bIH OipiHILIi 2KapThICbIHAH
Hacrart, 19CTypJli My3blKa oHepiHe
KATBICThI ThIH i3€HICTEP KOPiHIiC TaNThI.
XasblK acnanTapbl »KeTiipiin, xKeke
OpbIHJAYIIbLIBIKIIEH Oipre opKecTpJIiK
OWBIH 2KEeTeKIi OpbIHFa He OoJia HacTabl.
Jlombbipa, KoObI3 acnanTapbiHbIH,
OipHewie TypJepi »kacaJbli, OipbIHFak
JIAJITBIK yKyHere Tycipijin, KyJaak-Kydaepi
JIMaTOHUKAJIBIK KBapTa HemMece KBUHTA
MHTEepBaJapbiHa KeaTipint. AkaneMuk
Axmer JKy6aHoB 6actamachbiMeH Y2KbIMIbIK
OWBIHHBIH, HETi31 KaJaHblIM, aJrallibiHaa
skcnepumenT petinzie 11 anamnan
KYpbUIFaH 1IaFblH aHcaMbJib KeHiH
dJIeM caxHaJlapbiH OarbiHAbIPFaH aca ipi
HIbIFAPMaLIbIJIBIK Y2KbIMFa alHAJIFAHBI
6esrigii. OpkecTp My3bIKAHTTaphbI
Ka3aKTblH 9Hi MeH KyHimeH Oipre [letp
YailikoBcKuH, Morauuec bpawmc, Jlionsur
BaH berxosen, Mpan ['nunka, Moaecr
Mycoprekuii, Anekcanap bopoaun T.6.
KOMITO3UTOPJIAP/IbIH TYbIH/blIaPbIH
MeHrepir, OpbIHAAYLIbIIBIK IeOepJiKTepiH
yurransl ('msatos, «Kazaxckuit opkectp UM.
Kypmanrazbi» 83). Coibik MyxamezKaHOB,
Ken:kebek Kymic6ekon, Hypruca
Tinennues, YKonaman Typcbinbaes,
JKymarait Tesek6aes, bannyp Keiibip6ex,
Aiitkanmu yKaitbimos, Epmypat Ycenos
T.0. KernrereH KOMIO3UTOPJIap/ibiH, Ka3ak
XaJIblK acrnanrtap opKecTpiHe apHakibl
JKA3blJIFaH TYbIHABLIAPbBI YJITTBIK 6HEPiMi3/iiH,
KAHLLIAJbBIKThI JAMBbIII, KETIJIMeHiHiH 2KaPKbIH
JpJieti. AJi, aFblIIIBIH KOMITIO3HTOPbI
A.Dawrap 2010 k. AGait oHzepi HeriziHe
CUM(OHHUSJIBIK OPKeCTpre apHaJjra
danTasus Kasbir, 6yJ1 TYbIHIbI dJeMre
airizii ctkpunkatubl Mapat bucenranues
OacKapybIHIaFbl Y2KbIM periepTyapblHa eHil,
»ui opbinnanyna ( Epramuiesa 339).

Connati-ak, Kas3akreH HibIFy Teri 6ip,
6aybIpJac TYPKi XaJbIKTapbIiHbIH YITTbIK
acranrtapbl TypaJbl kapusiianran CoyJie
Yreranuena (3), Akbora TypeimGeToBa
(2109), Makcat Mejniey6ek (491 ) enbexrepi
aca KypjieJii, ©3eKTi TaKblpblNTap/blH, OachiH
atapl.

Tankbinay

Kasak mysblKacblHia KOMIO3UTOpaapJaap
TaparnbiHaH 6acKa XaJbIKTapblH
MOJIeHHETiHe KbI3bIFYLLbIIbIK TaHbITHII,
OJ1ap/blH O3bIK YJIriJepi Heri3inue
JKaHA My3bIKaJbIK TiJIMeH OakbIThlJIFAH
LLIbIFApMaJiap »Kasbliaranbl Oedrii. Fasusa
JKyb6anoBanbiH, « Kublpma ceriz» ornepachl,
Hypruca Tinennuestoin, «boopaawrap»,
«bana muika» kyinepi, Mykan
Tese6aeBThiH, « Kecteni opaman», «Toc
MeHi, ToC» (OpbIC TiJIiHIEe aUThIIATHIH
«CHHHUH n1aTouek>, « Knu MmeHs»
QHJIepi HeTi3iHJle) — YATTBIK OHePiMi3JIiH
KJIACCHUKAJIBIK MYPaChIH aUKbIHAAWTBIH
ayHuesep. A FbIIBIMU aliHAJIBIMAA TYPKiJiK
JyipeH 6actay ajraH TyM TaMblpbl 6ip
eJIiepaiH My3biKa eHepinze (Sabirova 131),
Hayblpsiac xaJblKTap apacbiHia MoJIeHH
aJjmacy npotiectep 60JIbIN TYpFaHbIH
JOJICJIICHTIH AepeKTep e OapLbIIbIK.
OpraasusiiibiK XaJblKTapia KeH TaparaH
MY3bIKaJIbIK acrantap TypaJibl ajralil
pet xasran 90y Haceip as1-Dapabunin
(870-950) (127) enberi asemre KeH
Tapar, WeT eJl FajJbIMIapbl TaparnblHaH
KBI3BIFYIIBITBIK TAHBITHIT, 3€PTTEY
JKYMbBICTapbl aTKapblaranbl 6erii. XIX
FACBIP OKbIMBICTBLIAPbI — TMOJSK A0Jb(
Sluyuikesuu (94), Hemic Ayryct dixropt
(14) 7.6. Ka3aKThIH YATThIK aclanTapbiHbIH,
JAJIaJIbIK OMipJIeri aTKapraH KbI3MeTiHe
Hazap aynapca, XX f. FajibiMaapbl AHauT
Huuyksn (4), Haxoiv lynasies (97),
Tyxracun ['adypOekon (44) eHOeKTepine
TYPKi MoIeHHETiHIH MY3bIKaJIbIK OHEpi
capanTtaJapl.

Kazaknen uibiry Teri 6ip, 6aybipaac
TYPKi XaJIbIKTapbIHbIH My3bIKaJIbIK
acranTapbl TypaJibl }KapblK KepreH
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OTaHJBIK FaJbIMIAPABIH €HOEKTepi 1e
OapLIbLIbIK. DTHOMY3bIKATaHYLIbI-

rajbiM Coysie OTerasnueBa GaibIprbl

Opra A3us XaJbIKTapblHbIH, MY3bIKaJbIK
acranTapblHbIH STHO(OH/BIK KacHeTTepiHe
VHIJII 3epTTey 6apbIChiHAA OJ1apbIH,
LIEKTePi 2KaHyapJiap/blH, KblJIbIHAH, CIHIp
JKOHE MeTaJlJJIaH »KacaJ/iFaHbiHA TOKTaJIbII,
acrnar JaMmybIHAaFbl BOJIIOLUSITIBIK
OarbITThl alKbiHAalbI (82). CoHpai-ak,
OJIap/bIH AYHUETaHbIMbIHBIH, KaJlbIIITACybIHA
TaOUFU-reorpadusIbIK XKarIaubIH,

acepi, a1 My3blKaJlblK acrnantapbl MeH
LIbIFapMaJlapbIHa eCiMIIK *KoHEe »KaHyapJap
aJ1eMi (TOTEMM3M ) MOJT KOPiHiC TanKaHbl
Typasibl tadstenep kearipeni (Tokzhanov
9835).

Facoipaiap 6oiibl Taburat asicbiHaa
OMip CypreH XaJblKThIH MY3bIKaChIH/IA
JKBIJIKbI 2KoHE Tyie oOpasaapbl Kui
kesnieceni. Kazakra «Tenen kek», «Kapa
Kopra», «boszaitreip», «bec xopra»,
«Kekcepke» aTThl Ky#jep 6osca, sKyT
XaJIKbIHbIH »KbIJIKbl MaJIbIHA apHaJIFaH
0JIOHXO0J1aphbl, KbIPFbI3NApabIH « batire »
aTThl WbIFapMaJsapbl 6edrisi. Connai-axk,
Tylie GeitHeci « )Kenmasi», «bogiHreHHiH
6yakini» (Cyrip), «Epke atan» (baitxkirit)
TOpi3ai Kazak KyhJepinje 6eriHesneHce,
aJl KbIPFbI3 XaJIKbIHBIH KYY 2KaHpbIHa
«Botoi» («bota»), «Tokrorynamyn boroii»,
«Afinaiinein Botoio», « MypaTaasbiHbiH
KiuuHe BoToit» Topi3ai aBTop aThiMeH
aTaJsiraH liblFapMaJgap KernTen Kesjiece.

KbIprbi3 aHbi3apbl 60FbIHILIA KOMY3
acnaObIHbIH »KacaJsybl aHiibl KambGapxaH
ecimimMeH OGaiaHbICTbl OoJFaH. batbip-
aHLLIbl KOH/IbIH KeTKeH LIeriH KyparaH
aralThiH MOUbIHbIHA KePill, aJaralll KyHi
opbiHjaran ekeH. Ketin « Kambapxan»
60JIbIT Tapar KeTKeH KyHJiep TonTaMachl
KOITereH TYpKi XaJbIKTapbIHbIH aclanThblK,
MY3bIKACBIHbIH aCbhlJ1 Ka3blHAChIHA allHAJIFaH
(MynTekees 138).

KbIprbi3 KOMY3LIbIAPbI €CTY KOHE ecTe
cakray KaOijeTTepiMeH epeKILLe/IeHill,
CYBIPBII-calMaJibiK eHep heJsepine
TOH 2Keke KacueTTepi 6ogran. Kyiiep
ClO’KeTiMeH HeMece »KaJlblaama jiepoec

TypiHze opbiHAaIaAbl. Acnanka Kepisir,
TarblJaThIH LIEKTEp caHbl — 3, KyJaK-Ky#i
kBUHTaNBIK (Ky3HeloB 7). Aiita KeTy Kepek,
KBIPFbI3 KOMY3bIHa aTTac acnanrap 0acka
TYPKi XaJbIKTapbiHaa Keajiecrneii. Kpiprbia
KOMY3bIHbIH, KyJ1aK KyHiHiH OipHelle TypJaepi
Oap: KBapTa, KBUHTa, KBapTa-KBUHTA,
KBHHTA-KBapTa, OKTaBa-KBapTa, KBapra-
OKTaBa, CeKyH/la-KBUHTA, KBUHTA-CEKYH/IA.
Komysra tarbliaThiH ylI LI€K 9pTypJi
KyJ1aK-Kyire KeaTipijeni. Acnan KyJsak-
KyHJiepiHiH, 3iHiK aTayJjaapbl 6ap: ToJroo,
UIbIH, OOILI, OH, COJI, KO, Tepic

(Anaryuios 117).

JKac ranbim AkGota TypbiMGeToBa
JIoMObIpa acrabbIHbIH KA3ipri penepryapbiHa
KATbICTbI 3€PTTEY JKYMBICTaPbIH aTKapbIIl,
KasakIeH TYM-TaMbIpbl 6ip TypKi
XaJIbIKTaPbIHBIH, My3bIKaCblHA TOKTAJIA/IbI.
OHBbIH auccepTaLUsChbiiIa 630eKTiH,
JIOMObIpachIHia, 630€KTiH JyTapblHa,
TYPiKMEHHiH, ca3blHa OPbIHIANAThIH
LIbIFapMaJiapblH 10MObIpara JlalbIKTaJblI,
oHJlesITeH TypJiepi KepceTisiei. ABTop
KbIprbI3abiH, « Matt 60Tol», «Kpi3 kepbes»,
«)Kai kep6e3» aTThbl XasblK KyyJepiHiH
Ma3MYHbIH, aHbI3bIH, My3bIKaJbIK TiJiH,
KYJIaK KYHiH, KaFbICTapblH, 9yeHIe PiH,
1LIEKTe OpHaJacyblH, (aKTypachiH,
CApbIHbIH, bIPFaFbl MEH €KIIiHiH,
JIMHAMHKACBHIH 2KaHe T.0. OpbIHIAYUIBIIBIKKA
KATbICTbl €peKILIeJiKTePiH KaH -KaKTbl
KapacThIpblir, JoMObIpara Tycipirn, HOTaJbIK
XpecToMaTHsi peTiHjie XKUHAK LIbIFap/ibl
(150).

JKanpaibik Typrbiia 6ail KbIprbl3
XaJIKbIHbIH KOMY3 My3bIKachlH/Ia
OoTolJIap aTbIMEH TapaJiraH KyiJep
oTe Kol Kesjeceui. Aran aiTkana,
«MypaTaaJsblHbIH BoTOBI»,
«MypaTaaJsibiHbIH KHUHHe BoToiibl»,
«Ainaiibin botodibi», « TokrorysmyH
bBorotibl», «Hon boro#», « Ma boToi»
JKoHe T.0.

TapuxTbiH KaJbIH KOHHAYbIHAH KEeTKEeH
OaybIpJ1ac XaJKbIMbI3bIH My3bIKaJIbIK
MypacblHa Kasipri »kac FajbiMaap OyblHb
J1a Hasap ayjapyna. KoOblsibl-FasbiM,
KazakcranapiK « Typan» stHoancamOJiHiH



»Keke opblHaaybicbl Makcat Meneybek
KOOBI3Fa yKcac IyHHeJ 1ep/li KbIPFbI3,
030eK, KapaKaJinak MajleHHeTi asicbiHia
3epTTer, OJIAPJbIH YKCACTHIKTAPbl MEH
albIpMaLIbIIBIKTaPbIH aHBIKTaH/IbI.

OHblH, i31eHicTepiHe Ka3aK KbIKOObI3bI,
KapakaJ/inak KoObI3bl, KbIPFbI3 KbISIFbI,
0306€eK K0Oy3/1apbIHbIH MOPMOTOrHSJIBIK
JKOHE ProJIOTUSIJIbIK epeKLIeJIiKTepi
alKBIHAAJIBIMN, penepTyap KOpbl MeH
OpbIHAAYLIBIIBIKTA KOJIAHbIIATbIH K9CiOH
Jarneliaapel capanradiaisl. Kelprbia
KBISFBIHBIH FeHeaJJ0ruChl OaKChl-0anrepJiik
KbI3MeTIeH 6aianbicta 6oJMaranbl,
MOWBIHbI aJ1Fa Kapa UiJiil, laHarbl 02Kay
TeKTeC, THEKTepi aFallTaH, aJl leKTepi
KbIJIJIaH »KacasiraHblH cUnaTTaiabl. Acnarn
»Kacayzia KoJlaHblIaThbiH aralll, Tepi,
ATThIH KblJ1bl, MeTaJJI, CYKA0AK CeKiJii
MaTepHaJiap aHbIKTaJbI, wWebepJiepiin,
ecimziepi TypaJibl MaJliMeT Oepife.
Kasipri kesze Kblprbi3 KblIKbISFBIHbBIH
IBOJIOLMAJIBIK 1aMy 2KOJIapbl CHUITaTTaJbIII,
JKAHA MOJICHUET asiChbIH/A XKETi/ipiJareH
TypJepi kepceTineni (Meneybek 495).

Jlom6bIpa penepTyapbiHia KbIpFbi3
Komro3uTopbl Atait OroH6aeBTbIH
(1904-1949) «Mat 6otoit» Kyli keke
JKoHe aHcaMOJIbiep/ie OPbIHAAJIBII 2KYP.

An «AKkcak KyJ1an» KyidiHiH BapHaHTbl
Kbiprbinapaa «Ker Gykanbin Kyycy» jen
aTaJiblll, My3blKaJblK OPbIHIAYLLIBIJIBIKTA KeH,
Taparat.

Bbannyp banra6ekkbidbl Kpiibipoek
(hOoJILKIOPJIBIK Mypara, Ka3ak XaJblK
acnanTapblHbIH TYPKiJIiK MOIEHHETTEH
TYBbIH/IAFaH FeHe3UCiHe, OTKEH FachipJapaa
Ka3ak Jla/1acbiHia 60JIbIN 6TKEH TapHXH
yakurasapra epekiie Kbl3blFyUIblIbIK
TAHBITHIM, i371eHe OiNeTiH CypeTKep.
[31eHiMNasbIFbIHBIH ChIPbI /1 HETi3Ci3 eMec
eni. Komno3utopbiH KiH/iK KaHbl TAMFaH
TeKTi TaMbIPbI, 63i TybI-6CKEeH 0TOACHIIBIK
Oail pyxaHu opTachl, pecrnybJauKaaarbl
AJIIbIHFBL KaTapJibl OKY OpbIHAAp/a ajiFaH
KociOu OiniMi webep My3bIKAHT PeTiHIe
KaJibllTacybliHa MOJl MyMKiHJIK Oepi. O
VJITTbIK MOJICHUETIMI3/liH TePEeH TaMbIPbIHA
YHiJIiN, OHiK Y/rigeri TybIHABIIApAb] €PKiH

»Kaza 6acranbl. OHbIH casrepJik KapbIMbl
VITTBIK MYULE, PYXaHH KYHIBLIbIK, €1 MeH
JKepre apHaJjiFaH Kecek TybIH/bl1ap/ibl
JyHuere okeJgyre xketegeni. XXI racbip
KOMITO3UTOpJIapbIHbIH, ipi Kisi 6oJa Typa,
63 3aMaHbIHbIH CypeTKepi PeTiHAe YITThIK
Ka3blHAMBbI3JIbl KOTITETeH TybIH/blIAPMEH
TOJIBIKTBIPBII, KOHLEPTTIK pernepTyap/bl
6ailbITThl. KoMmo3utop oJibKa0pJbIK
YJITiAET] TybIHABIIAP/BIH TYHFUBIFBIHA
YHIJIITT, 2KaHPJIBIK 2KOHE KyPbIJIbIMIBIK
epekulesikTepiHe KoHiJ 6oJi.

Ochbl GarbITTa 0J1 KOT i3/1eHiM, Ka3aKThIH,
9Hi MeH KYHiHiH CHHKPETTi CHMaThIHA
albIpbIKILIAa KOHT 66J1in, 63iH1iK KOpKeM]IIK-
ICTETHKAJIBIK TaJFaM KaJIbINTACThIPA aJljlbl.
A1, KOMIIO3UTOP LIbIFapMaJIapbIHbIH aTTapbl
TAPUXH LWbIHABIK, (PUJIOJIOTHSIIBIK Ta1ay,
(hUI0COPUATBIK OF - TY2KBIPBIM KYMbICTAPbI
ATKAPbIJIFAHBbIHBIH HOTHXKECI €KeHiH
Oisipeni.

bannyp Keiibip6ek 3amana ThiHbICHIH
JK9HE KOoFaM eMipiHze O0JIbII XKaTKaH
OPTYPJli YaKurasap/bl OU eJieriHeH oTKi3im
KaHa KolMa#, OeJICeH/Ii TypAe ic-apeKeT
JKacar, lblFapMaJiapbl apKbl/ibl YH
Koca asnaTbiH Kasamrep. OJ1 XasbIKThIH,
KOPKeMJIiK MYpachiH, TapUX KOHHAYbIHIAFbI
aKTaHJIAKTap/bl FBIIBIMHU TYpPFbla
3epTTerl, J1aJedieyre yMThlla ajlaTbiH
KoMno3uTop. OHBIH Ka3y MoHepiHIe
VJITTBIK HAKBILLKA TOH KBapTa-KBHHTAJbIK
MHTOHALMSIIBIK HipiMep naiaa 6oJblr,
Ky 6HepiHe TOH bIPFAKThIK KYPbIJIbIMAAP
KOMITO3UTOP LLUbIFApMalLbIIbIFBIHBIH
CTUJIBJIIK OAFbITTapbIH aUKbIHAANIbI.

SIraun, Toyesnci3nik uuescbiMen

cycbIHAaIM, 6ORBIHAAFbI KOMITO3UTOPJIBIK
TybIH/blIapbIH KaszakeTaHHbIH KaHa
MoJIEHHETIH KaJbITACThIPYFa apHarl, ThiH
TaKbIpbINTap/bl i31ectipe 6actajibl. by
Ke3Jle KOMITO3UTOp Gip/ieH TapuxKa YHiJIi,
«6i3 KiM6i3?» lereH cypaKrap/ibiH, xkayaObiH
isnectipe Gacraiabl. baanyp KeinbipGekTin
«KpIprbI3 Kyit», «Bepini meHiH 6afiparbim»,
«Ysrap:KaH, »KepjliH, caJKblH-al»,
«Cepikrec», «banrabexk», «Omap
capbiibl», «Ocnan ayenzuepi», «Cepik»,
«Kannar», « CyHKap/ibl TOprail TernkeH
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KyH», «Kepimcas» aTThl xaJblK acnanrap
OPKECTpiHe apHaJIFaH LblFapMaJsapblHia
OTKEHHIH FaHa eMeC Kasipri 3aMaHHbIH,
MaceJiesepi 1e KaMThIIFaH.

bannyp Kbiibipbek xasbik
LIbIFApMaLUbLIbIFbIH K9CiOH TYpFbIA
MeHrepreHn Komnosutop. OJ Ka3aKThiH,
OHJIepiH XaTKa Tycipy yiin KazakcranHbiH,
00JIbIC MeH ay/laH OpTaJIbIKTapblH KOl
apaJian Kypirn, ayecKoH aHIIIIePIiH
pernepTyapbiMeH TaHbICHII, ayblJI
cagrepJiepiHiH, 6HepiH capanTarn, Taaaanibl.
dcipece, komnoautopabl yKericy eHipiHiH
OHLUIJIIK-OPbIHAAYLIBIJIBIK MOHEPi epeKLe
KbBI3BIKTbIPAIbI.

HaTtuxenep

Bannyp Kpinbip6ekrin xanbiK acnanrap
OpKeCTpiHe apHaJIFaH LblFapMaJsapbiHia
KOFaM oMipiHiH, TypMbIC-TipLLiJiri

MeH TabuFaT asiCbIHAAFbl KepiHicTep
Oerinenienren. 90- bl KbliapaaH Hacrarn
Ka3aK My3bIKaCbIHJA 19J1 OChI 2KaHP
JKeTeKlli peJire ne 6osraHbl OeJrii. XaabiK
acrnarnrap opkKecTpiHe llblFapMa »Kasy
YLiH, OipiHLIileH, KYALH KypblIbIMbIH,
MUHTOHAUMSAJIBIK TAKbIPBITTLIIBIFbIH KOHE
VITTBIK TeMOPJIiK 60sTyJIap/ibl MEHIePY
Kaxxet. Kepuexri komnosuropsap CblbiK
Myxamemxanon, Hypruca Tinennnes,
Kenxkebek Kymic6ekoB opkecTp
perepTyapbiH KOPKEM TybIHIblJIaPMEH
GaribiTkanbl Oerisi. Onap opkectp
pernepTyapblH TOJNBLIKTBIPYMEH KaTtap, Kasak
My3bIKaCbIHbIH HETi3ri 1aMy OarbITTapbiH
KaJbinractelpabl. Kasipri kesne Epmypar
Ycenos, Aiitkasn JKaiibiMoB, Apman
JKaitbivm, Epkin HypbiMOeToB xKane T.6.
XaJIbIK acrarnrap opKecTpiHe apHaHbl
lbirapmadiap »xagyaa. ConbiIMeH

Karap, OypblH Ka3ak OpKecTpiHe aca
KOHIJ1 OeJIMereH KOMIo3uTopJap Ja
VITTBIK aClanTapbIMbI3[bIH TEMOPJIIK
epeKLIeIKTePi MEH OPbIHAAYLLBIIBIK
MYMKiHLU{JTIKTEPiHE KbI3YFbILLIbIIbIK
TaHbiTa 6acTajbl. OpbIHAAYLIBIIBIK
OHepJIeri ThIH, OacTaMallblI/IbIK 6Te
KapKbIH/bl aTKapbl/ibl. CoJl CHAKTbI

My3bIKaJIbIK ToXKipHOeae apTypii
XaJIbIKTap acnantapblHaH KypblJIFaH
aHcamOJibiep, KJacCHKaJblK acnantap
MEH 9THOMY3BIKAJbIK Y2KbIMIAP KypPbIJbIT,
KOMITO3UTOPJIap LIbIFapMaLlbl/IbIFbIHAA
CHHTe3/Ie/INeH My3blKa JIa OpbIH aJia
Oacrajpl. XasblK acnanrap OpKecTpiHiH,
o3iH/liK TeMOPJIiK YHi Toyescis Kazakcran
ujesiJiapbiHa XKaKblH KopkeM OelHesiepii
cypeTTeyre bIHFalJbl O0JIbl. Pyxann
KYH/IbLIBIKTap/ibl i3/1ey MakcaTblH/1a
»Kasbl/IFaH WblFapMasap MeMJIeKeTTiK
MapTrebere ve OOJIIBI.

ABTOP/BIH XaJsbIK acnantap
OpKeCTpiHe apHaJIFaH LiblFapMaJsiapblHbIH,
elIKalchIChbIHIA (DOBKIOPJIBIK MaTepHAJIbI
TYIHYCKaa KoJlaHy ajiici koK. bapsibirbl
ABTOP/IbIH TOJ TYbIH/BIAPHL. Ocipece,
«KpIprbI3 Kyil» xkoHe «Kepimcan» opkecTp
perniepTyapblHaH TyCeH, eiMi3/liH KerTereH
LIbIFAapMalbI/IbIK Y2KbIMJIAPbl OpbIHIAY/A.
«KbIprbI3 Kyi», aThl aTaJjbll TypraHia,
KbIPFbI3/1apAblH KOMY3 KYHJIepiHe eJliKTen
»KasblraH TybiHabl. Kblprbl3 KOMy3bl —
JomObIpara ykcac TaMOyp TeKTeC LeKTi,
uieptrnedi acnan. Typki MojieHHeTiHIe Ka3aK
JOMObIPACHIHA THUIIOJIOTHSIJIBIK TYPFbIA TYbIC
acriantap KeH taparaH. Kanmak, Horai,
e30¢€K, TaTap XaJblKTapblHAa — 10MObIpa;
TYpikMeH, 630eK, KapakaJnakrapjia —
nytap. Bip KbI3biFbl KbIPFbI3 KOMY3bIHbIH aThl
facKa TypKi XaJIbIKTapblHIa Ke31eCreni.
KeHe 3amaHna TyblHaraH acnarn Tapuxbl
VIII-IX r.r. 6acray anajbl. AcnanTbi
nyHuere Keqyi Kambapxan eciMimen
GaitnanbicTbl 6osran (Anaryios 70).

Kazax 1omObipackl MeH KbIpFhbi3
KOMY3bIHBIH aliblpMaLlIbIbIFbI LIEKTePiHiH
canbiHja. [lactypai nomb6bipa ofeTTe
eKi LIeKTi OOJIBbI KeJIel, VI LeKTiJiepi
eTe CUpeK, TeK Keibip aliMakTap/a raHa
Keazeceti. A, KOMY3/IbIH YT IEKTI 6OJybI
KBIPFBI3/IbIH, ACManThl My3bIKaCbIHAA Y
JBIOBICTBI KYPBIJIBbIMAAP/IbIH, TapaJybiHa
cebern GoJipbl. AllbIpMalLiblIbIKTapFra
KapamacTaH, OyJ1 acranTtapablH
OOMbIHIA KOTITereH yKcacThiKTap 6ap.
SIFHH, KOMY3JIbIH VI 1LIEeKTi 60JIybl OFaH
LIbIFAPMaHbIH Ma3MYHbI MEH JIaAThIK



epeKLIeJiriHe ColKec apTypJli KyJIaK-
Kyizie oilHayFa MyMKiHiK Oepet.

Kbiprbi3 Tisinaeri keilbip cesnepre
TOKTaJICAK, TOJIT00 — aCIarTblH KyJaK-
KYHiHIH KeJTipisyi, UblH — 6Te KaTThl
KyJlaK-Ky#, 601 — dJIci3 Ky, OH — OH,
Oypay, cos1 — Tepic 6ypay, Kol — KOC
6ypay. Komys mysbikacbiH1a 10MObIpa
KyHJIepiHe ToH TePMUHIIK aTayJiap KenTell
Keaziecesii. Ocipece Gy YKCACTBIK KyJaK-
KYHiHEe KaTbICTBI OH »KoHe Tepic Oypayra
H6aitanbicTbl. CoHbIMEH KaTap, «11aJbiC
6ypay» (cekyHna), «kanbic 6ypay» (yJaKeH
TeplHst ) xkoHe «Tesl Oypay» (YHHUCOH)
CeKIiNI KyJaK-KyH KOMY3/IbIH KOC LLIeriH1e
Jie ko Keazecesi (Anaryios 54).

Jlom6bipa MeH KoMys/ia bIObIC LIbIFapy
Tocinepi 6ipael, ekeyinje fe caycakmneH
OpbIHAJIATBIH KArbICTap HEeri3ri WTPUXTiH
peJiin atkapabl. Conjan-ak, 1exkTep
aJIMa-Ke3eK TapTy d/lici Jie eKi acnanka
opTak Kacuet. KpIprbi3 Kyiliepinie 6y
dJlic oTE XKHi Kesfecei, aj 1oMObIpa
KyHaepine 6y Heri3iHeH LiepTre
JocTypine ToH. Komys 6eH 10MObIpaHbIH,
JyTap acrnaOblHaH ailbIpMaLLbIJIBIFbI 19J1
OCbl LLIEKTep/li aIMa-Ke3eK TapTy oJicCi
6oJbIN TabbLIabL. Byran Koca exi acnanka
TOH MHULLKKATO, (hJ1azKoseTTep, TPEMOJIO,
LIeKKe Karblll OfHay, acnar laHarblH Kary
Cekisai Tocinaepai AoMObIpaliblIap MeH
KOMY3LUbLJIAP KHi KoJIaHabl.

OyeH »KeJlici KbIPFbI3 KyHJepitie
keOiHece KBapTa, KBUHTA, TepLUs
KALIBIKTBIKTap bl KAMTHIBI.

Jlombbipa Ky#sepiHe TOH KBapTa-
KBMHTAJIBLIK YHIECTIKTEH ropi, TepLHUs
KALIBIKTBIFBIHAAFDI LIbIFapMaJap KoMy3
My3bIKachlHla KenTen Keszecei. J{lombbipa
KYHJIePiHZE 2KHi Ke3/1eCill OTbIPaTbIH
KBapTa-KBUHTAJBIK KaLIbIKTBIKTap
acnanTbl MEHrepill, YUpeHyie bIHFAUJIbLIIbIK
TYFbI3a/Ibl.

Kbiprbi3 KyiJepiHe TOH CIOYKETTIK
TakbIpbIITap, OCHHeJ ey dlicTepi,
MHTOHALMSNIBIK epeKuIesik, Oyp/oH, ayeH
JKeJTiciHiH 6aFbITTac aaybicTapa yHaeayi
J1oMObIpa KyiJiepimeH 6aiiaHblCbIH
JKaKBIHATHITI, pernepTyap aaMacybiHa

MYMKIHJIK TyFbI3yza. YKasrbl, TypKijik
MJICHHETTE «KYI» CO3iHiH 3TUMOJIOTHSCHI
azlaMHbIH 6esriii 6ip »karnaiaarbl KOHiJI-
KyHimeH Tycinaipineni. ©36ek, anrat,
TaTtap, OalIKypT KyHJIepiHiH MarbiHaChl 1a
ocbinzai. Kyit mysblkacbiHaa KopuiaraH
OpTaMeH YHJECTIK, TilTi aJIeyMeTTiK
MaceJiesiep J1e XKaH-KaKThl CHIaTTaslajbl.

Mynna «IIbIFbic My3blKachl» TyCiHiriHe
TOH KONTereH MeJU3M/IED, JaThIK
ayblcraJblK, KEHEHTIITeH ceKyHaanap
keanecreii. Kelprbi3 Mysblkachl apao,
[apChbl, MOHFOJI MOJICHUETTEPIHIH
bIKNaJsiblHaa 60J1FaH KoK. KblpFblaiap/ibiH,
KyyJsiepi Kazak Kyisepine xkone OHTYCTIK
Cibipaeri TypKi TiJiec XaJabIKTapbIHbIH
My3bIKacblHa »KakbIH KeJei. Kazak
Jlanacbinaa Kblprbia ayenaepi kebinece [y
koHe Tasnac esennepiniy 60fbIHAA TYpaTbIH
XaJIbIKTap apacblHa KeH TaparaH.

Kbiprbiz Kyiaepinid, GipHelle xKaHpJIbIK,
TypJsiepi 6ap. Kpiprbi3 Komy3 eHepinjie
yuI ipi »kaHp 6ap: «060H», «3ajaKap»
(Kapa) »KoHe «alTbiM». AJl OCblIaPIbIH,
631 OipHeLIe XKaHPJILIK TypJepre
Kikreseni. 3ankap »kaHpbinna Kambapxa,
Bboro#i, Kep6es, lbinrbipama, Tosroo,
Bekapricran, Kalipbik Kyysiepi tibirapbliran
(Anaryuios, 12). KpIpFbi3IbiH MKaHPJIbIK
KYHJIepine KOMITO3UTOP/IbIH aTbl OipiHLi
typanbl. Macesen, «KypenkennyH
Kambapxanbi», « MypaTaasblHbIH
Kam6apxanbi», « MypataasblHbIH,
Keprosroo», «KypenkeimyH
[ biHrbipamachl». « TOKTOFy/IIyH
kepbesi» xxoHe T.0. KasakTbIH 1acTypai
eHepiHe MyHzal atayjaap « MypaTTbiH
TOKMeci», «ANTbIHANIBIH aKKEeJIeH]»,
«Temipbekrin Tokneci», « MaxambGeTTiH,
Tepmeci», «banac», « Cokpip Ecxkan»,
«Borna» cekisi wibirapmanapaa
Keazecesi. CoHbIMEH KaTap, Ka3ak »KoHe
KBIPFbI3 KYHJIepiHIe aTTac Y/riyiepis
60JIybIH LIbIFapMasiapibiH Ty6i 6ip TypKi
MajJleHHeTiHeH acTay ajiFraHjblFbIMeH
Tycinaipyre 6oaansl. MaceseH,
«Keproaray»/ «Kep-toaroo», «Tosray»
— «Touroo», «Kokray» — «Kokroo»,
«Kambapxan»/ «Kambapxan», «Kep6es
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akxenen»/ «Kaiu kep6es», «Kep6es
Kepik»/ «Kep6es», «Tepickaknaii»/
«Tepe-Karbii», «Torbia Tapay»/ «Torya-
Kailpbik», «Kokeiikecti»/ «Kokoli-KecTi»
JKoHe T.0.

Kowmys xoHe nomMmObipa KyHaepiHiy,
TAKbIPINITAPbI TAPUXU 2KOHE TYPMbBICTbIK
CHOXKETTEPAI, TiPLLJIIKTIH 9pTypJli
KOHiJI-ce3iMlIepi MEH MCHUXOJIOTHSIIIbIK,
yKaraanaapbii, TabUraT KoHe Kopliarat
opTanbl Oerinenedii. Kyil »koHe Kyy
AHBI3APbIHBIH CIO2KETTEPIi JIe YKcac KeJie/li.
Yoibl LLIbIHFBICXaHHBIH, 2KOPBIKTAPbBI, OHBIH,
yJIKeH yJibl Kollibl XaHHbIH 6J1iMi Ky#
TinimeH »keTkisren Ketbyra TypaJibl aHbl3
Kazak («AKcak KyJaH» ) }KoHe KbIPFbI3

(«Ker 6ykanbiH Kyycy) MojieHUETIH]IE JIe KEH

TaparaH.

KomnoauropJiap iibirapMauiblibiFbIHAA
631 6Mip CYPreH KepluijieC XaJblKTapbIHbIH,
M9JIEHHETIMEH TaHbICY, OJIapFa
KBI3BIFYLIBIJIBIK TAHBITBII, apHaHbI
HIbIFapMa apHay Kasak KyHILiJIepiHiH
kemeHrepi Kypmanrasbiian 6acray ajaraHn
ypaic. Kazak My3blKachlHbIH KJACCHTi
XIX r. beke#t Opnacbinia 6oJraH
TapUXH OKUFAJapAbl 63 LIbIFApMaJiapbiHa
apkay eTkeHi OeJriji. backa xanbikrap
My3bIKaCbIHbIH dcepi Herizinje Kypmanrasbl
JIOCTYPJIi Kyl eHepiHe yKaHa 0Opas/bIK-
Mas3MYH/IbIK »KaHa bIKTap eHriszi. Kyiuii-
KoMIo3uTopbiH «Jlaymken», «IlTepoBckuii
mapi», « Mamunna», «Capamxkan», «He
KpuuH, He mymn», «Oxota», «ITabecki»,
«Hror» kyhepiHiH ataysaapbl, GipiHiiIeH,
COJl KOFAMHbIH, 9CepiHeH TybIH/AM,
eKiHIIiIeH, KyHLIi-KOMITO3UTOP/IbIH
TaHBIMJIbIJILIFBIH, 63 3aMaHbIHbIH YKaPLUIbIChI
eKeHJrNH alKbIHAANIbl. AJl, aTAKTbl
«Capblapka» KyHiHIe KOHTPAMyHKTThIK
IOJIMPUTMHSJIBIK» KyPbIIbIMAAP J1a
Kesaece/.

Kepuiiniec, 6aybipsac XaablKTap/biH,
0ipi — KbIPFbI3 My3bIKaChIHa JIeTeH
KbI3bIFYLIbIIBIK KOMII03UTOP BasiHyp
KbiibipOeKTiH KOPKEMIIK-9CTETHKAJIBIK,
TasiFaMaapbid aiKbiHaakabl. OHbIH
XaJIblK acrnanTtap OpKecTpiHe »Ka3blIFaH
«KpIprbI3 KyHi» 19CTypJli My3bIKaHbIH

OapJiblK 3aH/IbLIILIKTAPbIH CAKTaI
OpbIHJIAJIFaH aBTOPJIbIK LiblFapma. bisnin
nalbIMAAybIMbI3LLA, KOMIIO3UTOP Oyl
TYbIH/IbIHBI 2Ka3y GapPbIChIHAA KbIPFbI3
KYHJIepiMEH TaHbICY MaKcaTbIH/Ia KelTereH
HOTaJIbIK KUHAKTap/ibl capaJiar, ayiio
JK9HE BHJIEO MaTepHuaNiapMeH TaHbICKaH.
Tynrbiu pet 6ya wsirapma Kypmanrasbl
aTbIHAAFbl aKAJIeMHUSIJIbIK XaJbIK acrantap
OPKeCTPi OpbIHAAYbIHAA TaHbIMAJ GOJIbIIT,
Kasip eJsimizzieri 6apJiblK opKecTp
perniepTyapbiHa €HIeH TYbIHAbLIAP/bIH 6ipi.

Komnoauroppit, « Kpiprbi3 Ky#»
OPKECTPJIK LIbIFapMachl KbIPFbl3
My3blKacbIHaFbl O0TOH »KaHPbI
Herizinze »kasbliran. Komysra apuasnran
penepryapna « Myparaa/biHbiH, boroii»,
«MyparaaJsblHblH KHunHe boToii»,
«Anpainpin boroit», «TokToryaayH
Bororo», «Hon botoi», « Ma botoii»
aTThl KyyJiep KeH taparad. boroi
JKaHPBIHAAFBI KyyJep Tepic Oypayaa,

SIFHU LUEKTEePAiH KyJaK-Kyiiepi KBUHTaFa
KeJITipiJies.

[IIaGbITTaHa OpbIHAAIATBIH KYHre
JKYPJIEK €KITiH, KOTePiHKI KOHII-KYH ToH.
Kbiprbi3apii, 60TOM Kyilaepi Tepic (KBUHTA )
OypayblHJa OpbIHAAICa, KOMIO3UTOPABIH
TYBIHABICHI Ka3aK JOMObIpacbiHa
apHasranabiKTaH, d-g JaaTbiK Tiperinae
»kazbliarat. LIbirapmManbiH epekiiesirid e
0Chl JIAATHIK TipeK aiiKbiHaakbl. Cebebi
OPKeCTpre apHaJiraH KyHiH TOHAJbIr
aHbIK KepceTiimereH. Kasipri jomObipa
kyisiepi (Kypmanragbiian 6acran) Herizinen
oH Oypay/ia opblHanaTbiHbl Oeriai. Kyi
OacbiHaH 6acran Oip aemje, ToKTaMai,
YHEeMi IMHaMHKaJlbIK, TeXHHKaJIbIK
OpbIHAAYLUbLIBIK TACIIIePMEH AaMblIl
OTbIpajibl. TybIHBIHBIH ILIOBICTHIK dyeHiHIe
alTapJibiKTai earepicrep 60JManIbl.

Kyii »kentici kenTereH opbIHAAYLIBLIBIK,
ToCiNAepi MaianaHy apKblabl JaMHJIBI.
KbIprbI3 KyyJiepi KBUHTa KyJ1aK-KyHiH/e
6oJaTbiHbIH eckepeek, b. Kpiibip6ekTi,
LIBIFAPMACHIH/IA 19/ OCbl HHTEPBAJIIbIK
KYPBIJIBIMAAP KONTeI Ke3aece/li.

LIbIFapMaHblH KOMITO3HLHSIJIBIK
KYPbIJIbIMbI KA3AKTbIH 1LIEPTIIE KYyHIepinaen



HETi3ri TaKpIpbIN OipHelle peT KauTaJlaHbll
OTbIPATbIH OOJKTEepeH TYPajbl.

A-B- B1-Al1-B2-B3-C-A2-A

Bacbinna kepceTisireH bIprakThIK
(opmyJia LiblFapMaHblH HEri3ri Ma3aMyHbIH
cunarraiibl (Nel mbican).

Ne1
——

gﬁzsﬂm,.lé

ATTBIH 1aOLICBLIH 6eHHe e ATiH
My3blKaJblK MaTepHaJl eKiHlLi peT
KauTajaranja KillkeHe BapuauusiJiblK Typae
earepesi (Ne2 mbicai).

No2

KatiranaynbiH yuinui typi
CUMMeTpHsi/ibl KeJiesli (Ne3mbicad).

Ne3

[Y)

Keneci y3injji KOMNo3UTOP/IbIH, ABTOPJIBIK
apMaH-KHslJIbIHAH TybIHAAaFaH My3blKaJlblK
TakpIpbil. ToMeH KarbicnieH KyHblHaaTa
OpbIHJAJIFAH KYH KeJticiHiH 6ObIH/A 9H
dyeHiHe TOH JIMPU3MHIH 6ap eKeHiH aHFapy
KUbIH eMec (Ne4d mbicas).

Med
-

bysraiirrsssrt

Opi Kapai KOMIMO3UTOP KbIPFbI3
KYHJIepiHe TOH KOMY3/IbIK TaCi/Iae pii
epKiH KoJiana 6acraiibl. YKasmbl, KydaiH
KOPKEM/IIK Ma3MyHbI J0MObIpara ToH
€MeC KarbICTap MeH ToCi/liepii eHrizyMeH
KbI3bIKTbI. AJIFAllIbIHA TOMEH -2KOFaphbl
KarblCTapMeH OpblHIaaThiH CHHKONAJIBIK
Y3iHJli OpKecTp JayblCTapbIHbIH aJma-
Ke3eK KOCBIIYbIMEH KOPKEeM CypeTTeJIe]li.
JlomOblpalibliap acnanTbiH, 6acblH KoTepin

Higle

ycTar, ekninzi Texereneit 6oaambl (Neb
mbicai).

Mas [maliapeiin.  Coiain  Borpepy
W - ! L

= ') L] 5

~ (]

Kenerren 6acrankb! TakblpbllKa
opaJtybl KYHJIiH BUPTYO3/Ibl CHIATBIH IAMbITA
TycKeHael 60a1a/bl. Bip Kaparanja, Ky#in
Heri3ri oyeHi KallTajsaHraHaai 6oJibin
Kepineni (Ne6 mbical).

&;l‘-‘l"’l‘-‘.t:*ihi‘-'f?i'*:i

JlocTypdti My3bIKaHbIH KOMITO3ULIHSIIBIK
KYPbIJIBIMBIH/A KalTajay 2J1eMeHTTePi
KOIITel KeajleceTini 6edrii. A,
KOMITO3UTOPJIbIK MAMAH/ILIKTBI OHiK KaciOH
nopexenie meHrepred b.KpinbipOexTin
TYbIHIBICBIH/IA KalTasiayJ/iap BapHaLUs/IbIK
Typae Oepiin, AbIObIcTap apachlHAAFb
KallbIKTBIKTAp (MHTEpBaJ ) KeHele Tycel.

AnraiiibiHa cerisiikrepMeH ceprin
OPBIHJAJIFAH KYH JKeJiCiHiH eKMiHi
casiObIPChIT, IbIOBICTBIK KALIBIKTHIKTAP
KeHeHin, TMHamMuKa Kyfiieie tycesi (Ne7
mbIcas).

qf;;" .

-
- - L] -

KbIprbI3 KOMy3 KyyJiepiHe ToH
JKaJlaH, LeKTe »Ka3blJFaH My3blKaJlblK
MaTepual IaMH KeJie »KaJFbl3 caycaKeH
OpbIHAAIATBIH bIPFAKTHIK (hopMysiara
aybicajibl. OcbhlHIal OpHEKTI Tacisiep
TeaTpJIaHAbIPbIJIFAH KepiHicTepre ykecac
KeJIiI, LIbIFapMa Ma3MyHbIH OaibiTa Tycesi
(Ne8 mbicadr).

LT o]

L
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Herisri TyXXbipbiMaap

Bannyp banrabekkpizbl Kpiibipoek
Ka3aKCTaH/bIK KOMIIO3UTOPJIBIK MEKTEITiH
apJaKThl OybIH OKiJIi peTiHjie KaciOu
weOepJIiriH WbIHAAL, Kac KesineH Oacrari,
OVTiHTi KyHre IefiiH LIbIFapMallblIbIK
JKYMBICTapbIH TOKTATIAMH, YHEMI i3feHicTe
’KypreH Kasnamrep. XX FacbIp/ibiH,
OpTacCbIH/A aKaIEMUAJIBIK 2Ka30a
MojleHHeTTi eGep MeHrepin (mpodeccop
K.KokaMusipoBThIH CbIHBIObIHAH ), OTEpa,
6asiet, CUM(OHHUSI, peKBHEM, ypMeJi
acrnanrap opkecTpiHe apHaJFaH My3blka
JKA3FaH 01, IDCTYPJI KYH OHePiHiH 1aMyblHA
Jla aUTapJIbIKTal y1ec KOCThI.

Komrmosutop nactypJi KyiaiH kBapTa-
KBUHTAJIbIK HHTOHALUSJIBIK HipiMAepiHe
KOHiJ1 00J1i11, KOMIO3ULHUS/IBIK KYPbIIbIMIAD
MeH bIPFAaKTBIK (hopMyiasapbiH
meHrepesi. O KyHJIiH iliki Ma3MyHbl
MeH KepKeMJiK OeiHesIepiH OPKeCTP/LH
6ail TeMOpJIiK YHIMEH KopepMeHTe
»KeTKizyi yitrapajsl. OnbiH, « Bepini
MeHiH GafiparbiM», « Ysirap:KaH, Kepai
caskplH-ai», «Cepikrec», «banrabek»,
«Omap capbiHbl», «OcnaH ayeHaepi»,
«Cepik», «)Kannat», « CyHKap/pl Toprai
TernkeH KyH», «Kepimcasn», « KpIprbi3
KYH» TyblHIbIIapbiH Kazakerannarsl
aKaJeMHAJIBIK OPKECTPJIEPMEH Kartap,
KOrTereH aiMaKTapaarsl 1blFapMalliblIbIK
V2KBIMJIAP /1A 2KHi OpbIHIAy/A.

Bannyp banraGekkbidbl KazakneH
LIeKapaJsiac OpHaJacKaH KblPFbI3
OaybIpJiapbIMbI3/IbIH My3bIKaCbIHAAFbl
OallsiaHblcTap/ibl Taybl, XaJblK
acrnanrtap opKecTpiHiH pernepTyap KOpblH
JaMbITYJIbl Ke3neini. Ocbl Typrbiia
Ka3aKThIH 0MObIpachl MeH KblpFbi3
KOMY3 LIblFapMaJiapblHAAFbl KaHPJIbIK
OansiaHblCcTap/ibl, My3blKa TiJliHaer
YKCACThIKTap MeH alblpMallibliIbIKTap/ibl
CaJIbICTBIPMAJIbI - THTIOJIOTHAJBIK 9JlicTep
HeriziHje Tajjaay e3eKTi 2KoHe OPbIH/LbI.

Komnoaurop/ipii Xasblk acrnantap
opkecTpiHe apHasiraH « Kplprbi3 KyHiHiH»
JKAHPJIBIK € PeKLIeJIir KblJIaM eKITiHIHIe,
KOMITO3ULIUA/IBIK KYPbIJIBIMBIH/A,
OPbIHJAYLIbLIbIK TOCIACPIHAE KOPiHei.

[Ibirapmania 1oMObIpaHbIH, LIAHAFBIH
Karblll OHHAy, My3bIKaHTTap NapTHsiapbiHa
JIAYbICIIEH OPbIHAAY 2JIEMEHTTEPiH eHIi3y
OPKECTP OPbIHAAYUIBIIBIFbIHAA TYHFbILL
KOJJIaHbLIFaH Tociaaep petinjie bannyp
KbinblipOeKTiH KoTaHOAChIH alKbIHAANIBI.

KopbITbiHADI

B.KblibIp6eKTiH KOMITO3UTOPJIBIK,
TYbIH/IbIJIAPBIH CapaJial, XaJblK acrnanrap
opkecTpiHe apHasrat « Kplprbi3 Kyil»

aTThl LIbIFAPMAChIH TaJiiay OapbICbIHAA
TOMEHJIETiIed KOPbITbIHbI KacayFa 60J1a/bl:

1. Komnosurop e3iHiH LbiFapMaJsapbl
apKblJIbl KA3aK My3bIKaCbhIHbIH JaMyblHa MOJI
yJ1eC KOCTHI:

— OHBIH LIbIFAPMALIBIJIBIK MYPaChl
opTYpJi KaHpJaapa Kasblirad 500-1eH
acTaM TYbIH/bIIAP/Ibl Kypanbl;

— 150 dhosbKIOPBbIK YATiIEpi XaTKa
TYCipill, OHIereH;

— ypMeJii acnanrap opkecTpine
HIbIFapMaJiap »Ka3raH TYHFbILI
KAa3aKCTaH/bIK KOMITO3UTOP;

— FBIJIBIM MEH KOMITO3HTOPJIBIK
UIbIFAPMALIBLIBIKTHI Oipei aTKapbIT
JKYpreH Tysrajapabit, Oipi;

— Kasakcran KoMno3UTOpJIbIK
MeKTeOiHiH JaMybIHa MeMJIEKETTIK
JIeHrefiie 2KyMbIcTap aTkap/bl.

2. «KpIprbI3 Kyili» 19CTYpJli My3bIKaHbIH
KONTereH 3aHIblILIKTapbIH cakTan
OpbIHJAJIFaH aBTOPJIbIK WbIiFapMa. Kasak
JIOMObIPACBHIHA KbIPFbI3/IbIH KYYJepiH
OpbIHAY MYMKIHAIKTEPi KOMITO3UTOPJIBIK
TeXHOJIOTUsIIap/ibl aialaHy apKblbl
KOpCeTieli:

— TYBICKAH KbIPFbI3 XaJIKbIHBIH JA9CTY Pl
My3bIKaCbIHbIH 10MObIpaia OpbIHAAJY YJrici
KopceTiJiei;

— Ka3aKTbIH 10MObIpackl MEH
KbIPFbI3 KOMY3bIHAaFbl YKCACTBIKTAp MEH
albIpMAlLIbLIBIKTAP KyJaK-KYH, KarbIC,
OypIOH, 9y€eH KeJiCiHIeTi MHTEPBAJIIBbIK
KYPBIJIBIMAAP, CIOXKETTIK TaKblpbINTap, KyH
aHpl3apbiHa 6alIaHbICThI;

— WIbIFApMaHbIH OOUbIHA KbIPFbI3/IbIH
KOMY3bl MEH Kasak JJOMObIpacbiHa ToH



MHTOHALMSIIBIK HipiMIEP MEH BIPFAKTbIK
bopmy.ianap Kenten Keszece/;

— KbIPFbI3 KYYJIepiHIeri 2KAHPJIbIK
Tyciniktepre coiikec b.Kpinpipoekrin
«KbIpFbI3 Kyi» TYbIHJIbICHI GOTOH KaHPbIH/A
JKa3blJIFaH.

3. KyiiiH KoMMo3uIHsIbIK KYPbLIbIMbI
Ka3aKThIH LIepTIe KyHijepiHe ykeac
KeJIill, Heri3ri ayeHiK TaKbIpblIl KakiTasaHa
opbiHaanajbl. «Kelprbi3 KyHmiH»

KOPKEMIIK epeKLIeJiKTepi PeTiHae apTypJi
OpbIHJAYLbLIBIK TACIIIEP KOJAAHbIA/bI.
JlomOGbipanbIH 6acbiH KOTepy, caycakieH
1lepTin o¥iHay, ajJlakaHMeH JJOMObIpa
LIaHAFbIH Kary, OPKeCTP MY3bIKAHTTAPbIHbIH,
NapTUSIChIHAA PEUUTATUB TOPi3jli AayblceH
OpbIHAAY 3JeMEHTTEPiH KOJIaHy —
KOMITO3UTOP/IbIH OPKECTP My3bIKachlHa

€HTi3TeH »KaHAUIBIBIK MTPUHLANITEPI e
Kabblaaayra 60Jabl.

3epTTey GapbiChiHA asbIHFAH
HOTH2KeJIep/i OYTiHIi TaHIa 3aMaHayH
Kasakcran KoMIO3UTOpJ1apbiHbIH
LIbIFAPMALIbUILIFBIH 3epTTEYE, Kahannany
ypaicTepi asicblHia TYPKijliK MOIeHHETTEH
Hacray aJiraH yarinepai capanayna, bananyp
Banra6ekkpizbl KpiibipbekTin, ornepa,
H6asieT, CUM(pOHUSIBIK My3bIKa, ypMeJTi
OPKeCTp, KaMepaJiblK OPKECTP »KaHe
KaMepaJiblK My3blKa, XaJblK acnantap
OpPKeCTpi, KaHTaraJjapbl, 3CTpaja sHAEPi,
KHHO 2K9He TeaTpra apHaJ/iraH My3blka
JKaHpJapblHa WblFapMadap »xasy
1e6epJIiriH aHbIKTay/1a, KOMITO3UTOP/IbIH
KOFaM UIJIrT YIIiH aTKApFaH KbI3METiH,
ajlaMu KeJiOeTiH aliKblHay/1a naiaasaHyra
6oJ1aapl.
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Epranuesa Aiiryib

3ananno-Kaszaxcranckuit ynuepeuret uM.Maxamoera YTeMHUcoBa
(Ypanbck, Kazaxcran)

AHAJIU3 B3AUMOBIUAHUSA MY3bIKANIbHbIX CBA3EN MEXAY COCEAHUMU HAPOLAMMU
B TBOPYECTBE KOMMO3UTOPA BAJIHYP KblAbIPBEK (HA MPUMEPE «KbIPTbI3 KIOW»)

AHHoTaums. OgHMM U3 ApKUX NpencTaBUTeNell COBPEMEHHOM Ka3axXCTaHCKOM KOMMO3UTOPCKOM

LUKObI, BHECLUMIA BECOMbIN BKNAL B ee pa3Butue asnsetcs banHyp banrabekoBHa Kbiabipbek (1955).
OHa aBnsetcs aBTopoM 6onee 500 COUMHEHMIA, HAMMCAHHBIX B PAa3HbIX XXaHpax, Kak onepa, 6aner,
My3bIKa AJ19 CUMOHUYECKOrO M AyXOBOr0 OPKECTPa, PEKBMEM, KaHTaTa 1 ap. Ee counHenns ans ons
OpKECTPa Ka3axCKMX HApPOLHbIX MHCTPYMEHTOB UCMONHAEMbIMU MHOTMMMW COBPEMEHHbIMU TBOPYECKUMMU
KONNeKTMBaMK TpebyioT MPOBEAEHMS OTAENbHbIX HAYYHO-MCCeA0BATENbCKMX paboT AN onpeneneHuns
BK/J1afa KOMMO3MTOPa B pPa3BUTME UCMONHUTENLCKOrO MCKYCCTBA KasaxcTaHa.

Llenb nccnepoBaHus — nokasatb Ha npumepe «Kbiprbi3 Kio» A/ OPKeCTpa Ka3axXCKMX HapOAHbIX
nHctpymeHToB b.Kbiabipbek npoLecc B3anMOBANUSHNS TIOPKOSA3bIYHBIX (Ka3ax-KbIprbi3) KynbTyp B
MHCTPYMEHTANIbHOM MY3bIKE U BbISIBUTb CTUb KONO3KUTOpPA. 115 3Toro 6biin onpeneneHbl cnenytolme
3apaym: 1) BbiiBNEHWE BbICOKONPOMECCUOHANbHBIX BO3MOXHOCTEH KOMMO3MUTOPa COBPEMEHHOCTM
B CO3A4aHMMN MHOXECTBA NMPOM3BELEHUI B Pa3HbIX XaHPaXx, 2) pacCMOTpeHne chOopMMUPOBABLLMXCS
My3bIKa/bHbIX CBS13€ B TMMONOIMYECKM POACTBEHHbBIX MHCTPYMEHTAX Ka3axoB U KbIprbi30B, 3) cAenatb
CeMaHTMYeCKni aHanun3 «Kbiprbi3 Kioi» 418 OpKecTpa KazaxCKMx HapOAHbIX MHCTPYMEHTOB, 4) AoKa3aTb
BBEAEHME HOBbIX KOMMO3UTOPCKUX TEXHONIOMMI B NapTUTYpy OPKECTpa B BUAE pa3HOO6pa3HbIX NpuMemMoB
Urpbl HA MHCTPYMEHTE.

B nccnepoBanuy 6bi1M npYMeHeHbl KOMMIEKCHBIN M CUCTEMHBIN MOAXOAbI, @ TAKXKE CPAaBHUTENbHO-
NCTOPUYECKMIA, CDABHUTENBHO-TUMONOTMYECKMIA, MOPDONOTMYECKMI METOABI MCCEA0BAHMS.
[pencraBneHne TBOpYECKOro 06MKa KOMMO3MTOPA ONMPaNMUCh Ha Hay4YHble 3bickaHug Capbl Kysemban,
[ynemupbl Mycarynoso#, 3ynbdum KacumMoBoW, @ Npy HaNnMCaHWM Ka3ax-KbIPrbi3CKUX My3bIKalbHbIX
cBsi3ei BblIM MCNONb30BaHbl HAayYHble TpyAbl Ayrycta JiixropHa, Cayne Yteranuesoi, AK60OTbI
TypbiMbeToBOM, Makcata Meneybek. B noarotoBke cTaTbu UCMONHEHWE NPOU3BEAEHMI KOMMO3UTOPA
BanHyp Kbigbipbek B MHTepnpeTaLum M3BECTHOTO Ka3axCTaHCKOro AMPMKEPa-KOMMNO3NUTOPa,
3acnyxeHHoro gestens PK, npodeccopa AiTkanu XXanMoBa v rnaBHOro JMpUXKepa U XyA0XKeCTBEHHOIO
pykoBoauTens 3anafHo-KasaxcraHckoro obnactHoro opkectpa uM.[laynetkepes EpkuHa HypbimbeToBa
nmenu ocoboe 3HayeHue.

B pe3ynbrate nccnenoBaHms 6bi1m 0603HaYeHbl UCTOPUYECKME CBA3M KA3aXCKMX U KbIPrbI3CKMX KIOEB,
KOTOPbIM XapakKTepHbl 0OLLHOCTb CHOXKETOB, )XaHPOB, KOMMO3MLIMOHHBIX CTPYKTYP, @ COMMHEHMEM «KbIprbI3
Kio» komnosuTop banHyp Kbigbipbek cMorna He Toibko 060raTuTh penepryap opKecTpa Ka3axckmux
HapOAHbIX MHCTPYMEHTOB NyTEM MHTOHALMOHHbIX CTPOEHWI, HO U BHELPWUTb HOBbIE MCMONHUTENbCKMNE
npueMmbl Urpbl KaK nasbLeBble OpsLaHKUS N0 BCEMY KOPMYCY MHCTPYMEHTA M MCMOJIb30BaHME
peynTaTUBHbIX BO3MNACOB B MAPTUM MY3bIKaHTOB.

Knioyeseoie coea: Ka3axCTaHCKMI COBPEMEHHbI KOMMO3MTOP, TPAAULMOHHOE My3blKa/lbHOE
MCKYCCTBO, AOMOPOBbIE KHOM, KbIPrbI3CKMIA KOMY3, UCMONHUTENBCKMUE LUTPUXU, UHTOHALMOHHbIE
hopMoobpazoBaHus.

Ana yumuposanus: Epranvesa Aiirynb. AHanu3 B3aMMOBAUSHUS My3blKabHbIX CBS3EM Mexay
CocefHMMM Hapofamu B TBOpYecTBe komMnosuTtopa banHyp Kbigbipbek (Ha npumepe «Kbiprbi3 Kioi»)».
Central Asian Journal of Art Studies, 7.9, N2 4, 2024, c. 120-138. DOI: 10.47940/cajas.v9i4.944

Aemop npoduman u 0006pus 0KOHYAMENbHbIL 8apUAHM pyKonucu u 3asensem 06 omcymcmeuu
KOHGIUKMa UHMepecos.



KOMMO3NTOP BAJTHYP KblAbIPBEK LWbIFAPMALWDbINbIFbIHOA KOPLWINEC XANNBIKTAP APACbIHOAFbI
MY3bIKAJIbIK BAUJTAHBICTAPAbl TANLAY («KbIPFbI3 KYW» MbICAJTbIHLA)

Yergalieva Ajgul

Makhambet Utemisov West Kazakhstan University
(Uralsk, Kazakhstan)

ANALYSIS OF INTACTION OF MUSICAL CONNECTIONS BETWEEN NEIGHBORING PEOPLES
IN THE WORKS OF COMPOSER BALNUR KYDYRBEK (BASED ON THE EXAMPLE OF
«KYRGYZ KUI»)

Abstract. One of the prominent representatives of the modern Kazakh school of composition, who

has made a significant contribution to its development, is Balnur Balgabekovna Kydyrbek. She is the
author of more than 500 compositions in various genres, including opera, ballet, music for symphonic
and wind orchestras, requiem, cantata, and others. Her compositions for orchestras of Kazakh folk
instruments, widely performed by many contemporary creative ensembles, require dedicated scientific
research to determine her contribution to the development of the performing arts in Kazakhstan.

The study aims to demonstrate, through the example of “Kyrgyz Kui” for an orchestra of Kazakh folk
instruments, the process of mutual influence between Turkic-speaking (Kazakh-Kyrgyz) cultures in
instrumental music and to reveal the composer’s style. For this purpose, the following tasks were
defined: 1) identifying the highly professional capabilities of a modern composer in creating many
works in different genres, 2) examining the formed musical connections in typologically related
instruments of the Kazakhs and Kyrgyz, 3) making a semantic analysis of “Kyrgyz Kui” for the orchestra
of Kazakh folk instruments, 4) proving the introduction of new compositional technologies into the
orchestra score in the form of various techniques for playing the instrument.

The study used a comprehensive and systemic approach, as well as comparative-historical,
comparative-typological, morphological research methods. The presentation of the composer’s
creative image was based on the scientific research of Sara Kuzembay, Gulmira Musagulova, Zulfiya
Kasimova, and when writing Kazakh-Kyrgyz musical connections, the scientific works of August
Eichhorn, Saule Utegalieva, Akbota Turymbetova, Maksat Medeubek were used. In preparing the article,
the performance of the works of the composer Balnur Kydyrbek in the interpretation of the famous
Kazakhstani conductor-composer, Honored Worker of the Republic of Kazakhstan, Professor Aitkali
Zhaimov and the chief conductor and artistic director of the West Kazakhstan Regional Orchestra
named after Dauletkerey Erkin Nurymbetov were of particular importance.

As a result of the study, historical connections between Kazakh and Kyrgyz Kuis were identified,
which are characterized by common plots, genres, compositional structures, and with the composition
“Kyrgyz Kui” composer Balnur Kydyrbek was able not only to enrich the repertoire of the orchestra
of Kazakh folk instruments through intonation structures, but also to introduce new performance
techniques such as finger strumming across the entire body of the instrument and the use of recitative
exclamations in the musicians’ part.

Key words: Kazakh contemporary composer, traditional musical art, dombra kuys, Kyrgyz komuz,
performance strokes, intonation formations.

Cite: Yergalieva Ajgul. “Analysis of intaction of musical connections between neighboring peoples
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of Art Studies, 1.9, N2 4,2024, pp. 120-138, DOI: 10.47940/cajas.v9i4.944

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

CAJAS Volume 9. Issue 4. 2024

[N
W

7

KA3IPTI 9IEMHIH KOPKEM BEMHECIHAETI ALAM




ABTOp Typanbl ManiMerT:

CeepeHuns 06 aBTOpE:

Information about the author:

Epranuesa Aiiryib
TemupOyaaToBHa — eHepTaHy
KaHMIAThl, OPbIHAAYIIBLIbIK
oHep MaMaH/apbiH JaibIHIay
BBb ara oxpiTytibicer, Maxam6er
©OTeMicoB aTbiHarbl baTtbic
KaszakcraH yHupepcureTi

(Opaun, Kazakcran)

Epranuesa Aiiryiab
TemupOyaaToBHA — KaHAUAAT
HCKYCCTBOBEJICHHSI,

crapiuii npenoaasaresb Ol
«[ToxroroBka crieuaJ/iucToOB
HCIOJIHUTE/ILCKOTO HCKYCCTBA Y,
3ananHo-Kasaxcranckuii
yHHUBepcuTeT M. MaxamGera
YremucoBa

(Ypanbek, Kazaxcran)

ORCID ID: 0000-0002-4714-7099
E-mail: aig_erg63@mail.ru

Ajgul Yergalieva — Candidate of
Art History, senior lecturer of

the EP training of performing arts
specialists, Makhambet Utemisov
West Kazakhstan University
(Uralsk, Kazakhstan)



\ 4

ARTS & HUMANITIES

CSCSTI 18.41.45
UDC 5527
DOI 10.47940/ cajas.v9i4.855

GENRE FEATURES
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Abstract. The most widespread song genre of the national musical culture was initially divided into
areas, formed by local musical characteristics, and then continued and developed in colloquial speech.
In Kazakhstani musicology, the study of this genre continues to progress, exploring its various aspects.
This article examines the etymology of the words “matok”, “teris olen”, “konyr”, and “sagynysh an”, as
well as determines their significance in the context of the region’s lyrical songs. The article primarily
aims to explore the musical features, range, harmony, and other elements of local lyrical songs,
focusing on their vitality, variability, and characteristic musical and stylistic traits. It also examines the
continuity between ritual and authorial lyrical works specific to the region. In accordance with this
goal, the article reflects the complex focus of research among the internal conditional periodic types
of the genre (ritual, folk, oral, and professional). The results achieved in order to identify intertemporal
continuity can be used in scientific research and performing arts, demonstrating scientific and
practical significance. The approaches of complex and comparative historical and theoretical analysis
are applied based on fundamental scientific works studied by domestic scientists in the genre of
conversational and professional local songs. The article also focuses on the local genre features of
Zhylyoi songs, which have developed between two prominent performing schools in the Western
region of Kazakhstan, based on the songs’titles and musical and theoretical characteristics.

Prepared under the project AP19676609 ‘Academic musicology in forming a new humanitarian
knowledge”.
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Introduction

he simplest, though the richest, genre

of Kazakh music culture is songs.
Traditional songs from the Western region
are considered to be an integral part of our
nationwide spiritual values. A traditional
approach to songs in the area was formed
and has developed based on its unique
music and style properties, just like it has in
other areas.

A comprehensive analysis of West
Kazakhstan’s regional lyrical (and author’s)
songs from ancient times up to the
beginning of the 20th century helped to
clarify several questions. It revealed that
Western Kazakh songs may be categorized
into three traditional directions. The study’s
relevance lies in the fact that it has not been
studied what the similarities and features
of these schools are with each other, even if
they are located in the same area. The goal
is to study the specific genre features of a
different singing tradition developed among
two popular schools in the same area.

The foremost song-performing school
in the region owes its foundation to Mukhit
Meralyuly (1841—1918). He was a singer
and a composer who lived in Oral. His
musical compositions were well-recognized
by Kazakh people and became classics. The
dombyra accompaniment for these wide-
ranging and marvelous songs conveys the
idiosyncratic spirit of bravery and courage.
The musical and stylistic peculiarities of
the dombyra (kyui), which were established
within this region, are clearly seen from the
accompaniment for Mukhit Meralyuly’s
songs.

Another song performance school is the
one that developed in Mangystau, which
is located on the shore of the Caspian
Sea. The musical art direction of this
area is connected with the works of seven
singers and composers descended from
the Adai tribe, who lived in the region.
Historical records show that they were
contemporaries who created their art

together. They are known as “Anaiiapin
KeTi Kalkpichl” (Seven music masters of
Adai ancestry). Therefore, people called
them “kaiky” (music master). The word
“kaiky” refers to a person who is a singer,

a songwriter, a composer, or, in other
words a master of the music arts. Another
meaning given to the word “kaiky” is
exquisiteness. This is meant for the songs
of slow tempo-rhythm, that are different
from the style of Mukhit Meralyuly’s songs.
Such “exquisite” songs contain bright,
slow rhythms and beautiful lyrics created by
the Mangystau dombyra melody.

The third school of songs was
established from Zhylyoi traditions. Zhylyoi
is an area located between the Oral and
Mangystau oblasts. Therefore, the music
composed in this tradition gathered
musical elements from both areas (Oral
and Mangystau). Those songs have a wide
range and slow rhythm. Their dombyra
accompaniment is similar to that of the
Mangystau school.

The well-known representatives of
the aforementioned song-performing
schools freely traveled the Western
region, spreading the musical culture of
the nomadic Kazakh people. Wherever
they stopped, people treated them as
distinguished and honorary guests. Thus,
the music cultures of these three schools
have developed through mutual influence.
The songs of Zhylyoi will be published in
this article for the first time in their full
and systematized version. Several versatile
artists (singers and composers) from
Zhylyoi include Kyzdarbai Doskanauly,
Sakyp Medetbaiuly, Dostan Sal, Artykbai,
and others.

Methods

This study’s methodological approaches
and research methods provided a detailed
examination of Kazakh song genres,
revealing their cultural and regional
distinctions. The following methods were
employed:



1. Comparative Method — used to
analyze and compare ritual songs such as
“Zhoktau” and “synsu,” identifying their
unique characteristics. This method was
also applied to household songs, allowing
for the differentiation of genre-specific
features in “sagynysh an”
and “kuldirgi an”;

2. Informational Interview Method
— was used during the ethnographic
expedition, where interviews were
conducted with bearers of musical folklore.
We identified the characteristic features of
the traditional understanding of “konyr an”
and “matok an”;

3. Comparative-Historical Method —
employed to investigate the origins and
meanings of lyrical song types such as
“matok an” and “konyr an.” This method
revealed that the term “matok an” is
specific to the local dialect of western
regions, including Atyrau and Mangystau.
Additionally, it was instrumental in
uncovering the etymological significance
of “konyr an” by comparing the term with
potentially related words within the broader
Kazakh song genre;

4. The modern method of notation for
Kazakh songs — we used a method of
song notation that reveals the essence of
Kazakh songs more deeply. In Kazakhstani
musicology, this is called “barmak”.

During the expedition, the author
collected samples among the population
that had not previously been found in
Kazakhstani musicology: “matok” songs,
“konyr” song, “sagynysh” song, “kuldirgi”
song. The information was collected by
interviewing respondents to determine the
significance of the song titles—the analysis
of information attached importance to the
folk name of genres. Local dialect words
were interviewed by the regional dictionary
of the Kazakh language and philologists
through interviews.

Then, a meaningful analysis of the
samples by genre and topic was carried
out. A comprehensive and comparative

musical and theoretical analysis was
conducted with other regions to determine
the local stylistics, range, scale, and
melodic movement of songs. To quote
songs, we relied on methods developed by
Kazakhstani scientists in recent years. This
is a convenient and new approach to the
chosen topic.

Upon notating the songs from the
article, we used a method different from
European music theory, which is so
familiar to us. According to national
ethnomusicologists, the reason for doing
so is the risk that if the Kazakh poetry
norms are not followed, inevitable mistakes
might occur during the notation process.
For instance, there is a rule about a strong
first beat in duple and triple time, which
we are aware of. Considering this rule, we
may find that the permanently stressed first
beat does not match the Kazakhs’ language
prosody.

Taking this feature into account, we
applied the method of music notation
proposed in recent years by professors
Bolat Karakulov and Ilyas Kozhabekov.
Within this method of music notation,
the time is put conditionally, and
the corresponding bar line is drawn
fragmentarily. The standard bar line
corresponds to the Kazakh poetry quatrain,
i.e., drawn only at the end of each line. In
addition, a convenient key was selected to
play the note on the dombra instrument
(the pitch performed by the informant is
indicated in parentheses).

These are the song types that were
notated: cotncy (synsu), scoxmay
(zhoktau), cacoinoiu o1 (sagynysh
an), kapa eaex, (kara olen), kyadipei
on (kuldirgi an), momexk on (matok
an), Korolp ox (konyr an). These names
appeared during various periods of the song
music genres. Based on the opinion that
the most ancient songs are those preserved
in national folklore, the songs named
zhoktau and synsu are examples of the
ancient period of this music genre.
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Discussion

Zhoktau is a song of grief and loss, usually
performed while crying. The exact period
when Kazakh national zhoktau songs
were brought about is hard to identify.
According to the records of the scientist
M .Kashkari, zhoktau is a type of song
that appeared due to the warlike lifestyle
peculiar to ancient Turkic tribes. Whereas
academic Alkey Margulan says that lyrics
for the songs about grief match with Orhon
Yenisey inscriptions. “Commemoration
traditions, such as koshtasu (last respects),
estirtu (announcement), zhoktau, aza
tutyp kaigury (to mourn), zhylau (crying),
kadirlep shygarip salu (saying good-bye),
basyna belgi ornatu (to raise a grave),
as berip toi zhasau (funeral feast), soiys
kylu (butcher) — all are the customs and
traditions survived from the Saka, Huns
and Wusun, and taken by the Kazakh and
Kyrgyz nations” (Margulan 36), — he
explains.

The songs of zhoktau illustrate the
way a person’s heart and soul feel, the
feeling of grief. They are usually made of
lines containing 7 or 8 syllables. Typically,
women sang the songs of remembrance.

Studying Kazakhstani regional songs of
grief and sorrow revealed slight differences
in their modern musical style peculiarities
and names. For example, there is a type
of custom called korisu (korisu means
meeting someone face to face), which is
practiced in Syr and Aral-Kazaly regions.
Korisu has other meanings as well,
such as the act of sharing the loss of the
grieving women by an outside condolence.
Reunions during the Muslim Kurban
Ait festival to forgive and forget all the
offenses and harms they faced were also
called korisu (Zhanabergenova 218-219).
Similar traditions can be found from the
Bayan-Olgii region of Mongolia — korisu,
i.e, zhoktau and zhubatu (to console)
(Sipos Ne 6 a). Exactly the same names
for the songs synsu and zhoktau in some
regions is an indication of the common act

of mourning. The researcher, the head of
the Songbook of Two Regions group, made
the following conclusion: “Their music is
predominated by modest forms and the
relatively free, unstrofhic forms are quite
frequent” (Sipos 108).

Among the burial custom songs of
the Western region, there is one called
teris olen (teris olen means “opposite” or
“reversed”, whereas olen means “song”).
[t includes zhoktau songs of Aktobe. The
researcher explained the reason why it
is called “teris olen”: it is a local feature
peculiar to zhanazalau (performing funeral
service) custom, according to which a
mourning person is turned back on the
condolents. A.Sabyrova in her article “Teris
olen” Kazakh traditional genre she says
that this kind of custom is very popular
among Kazakh people. “..a person grieving
on his/her close and loved one is turned
back on, because he/she spoke on behalf of
a person from the other world or addressed
the spirit of the one who is gone”

(Sabirova 182).

Nowadays, commemoration traditions
(zhoktau) are changed to suit the norms
of the era. Nonetheless, modern zhoktau
songs use musical techniques peculiar to
this genre for their texts, and some local
music styles may be heard on occasion.
Thus, applying this genre for centuries
has created musical stereotypes regarding
the songs conveying a person’s emotions,
sorrow, and grief.

Songs of mourning (zhoktau) born in
the Western region are of low range with
the fourth and sixth interval. Unlike synsu,
instances of the high range and seventh
interval compositions are rare in zhoktau.
Songs composed of 7-8 syllable lines in the
form of kara olen are hardly ever found. It
is usual for them to contain two different
melody lines as in synsu.

The ascending movement of intonation
dominates in the area’s songs. Waving
melodic word combinations start with 11/
[II degrees, and get higher. Sometimes,
the IV degree calls special attention.



Sound repeated at one point on the I and
[l degree, which is the feature of traditional
songs, and, thus, occurring in zhoktau
songs, catches the attention as well. These
songs resemble a recitative (declamation)
epic melody. Such monotonous rhythm is
needed to depict its nature. Typically, they
are in a minor mode. Alongside the Aeolian,
Phrygian, lonian, and Mixolydian modes of
major tonality can also be heard.

In addition to those songs collected
from the Western region nationwide,
some rarely found traditional musical
compositions made up of women, whom
the people called “zhoktauger” (mourner),
were also published as music notes. Such
women as Bagyt Zhanakkyzy and Agilash
Shargabayeva were mourners. According
to tradition, they were invited to the
mourning house and performed, for several
days, commemoration of the deceased.
Finally, they obtained payment from the
master of the house. They were considered
“professional performers” of traditional
customs. An example of such a songs is the
one compiled by a mourner named Zylikha
[zbasova. The song’s music consists of
three parts. Since Kazakh traditional
mourning songs music depends on the
tragic state and psychological factors,
the way they are performed may vary by
the situation and time. Moreover, a long-
lasting performance may be stopped at any
point, whereby another person continues
singing with a different melody. Therefore,
having short parts is quite possible.
Zhoktau songs of this kind may sometimes
be performed by several people at a time
in various manners, i.e., with lyrics and
music of their own. Speeches, pauses,
or quiet conversations might follow such
performances. Although these combined
actions create a particular syncretic genre,
the melody remains the most important
ingredient. The song, its lyrics, melody,
emotions (crying), facial expression,
etc., all combined, make up a particular
mourning and syncretic genre.

[f one considers the features specific
to the area’s zhoktau songs based on the

version performed by Zyliha Izbasova,

it is seen that, corresponding to their
improvisational nature, the poetic lines

are astrophic: the first verse consists of 6
lines, the second of 5, and the last one is
of 4, which suits the nature of the art of
improvisation. While singing, the mourner
made pauses, and used a different melody
for each strophe. The first two strophes
were similar, in Phrygian mode, whereas
the last one was in Aeolian mode. At the
beginning, the string of notes are of an
upward waving motion. In the first part,
musical development of the whole strophe
is grounded in the different versions of the
same music. Such fragments are repeated
in the second strophe but are not present
in the end. Unlike synsu, in zhoktau songs
performed in the area, the low (quart-
sixth) range dominates, and cases in which
they contain 11 syllables are considerably
rare. It is also infrequent when one line in
zhoktau songs varies among performances.

Synsu is the bride’s farewell song. By
tradition, the girl, who is getting married
against her will, sings to demonstrate her
sadness and worries, dreams and wishes,
and unfortunate destiny.

She devotes songs to her mother, father,
relatives and friends.

The tradition of synsu is known by
different names in different corners of the
Kazakh land: korisu, aryz olen, auzhar,
uki-au, tanysu, saryn, koshtasu, etc.

In Western region, bride’s songs were
recorded under names such as synsu,
tanisu zhyry, tanyzu ani, koshtasu ani,
aryz olen, synsu zhyry. The one called
aryz olen can be heard only in the Oral
oblast.

The musical and poetic pattern of synsu
songs performed in this area are of two
kinds. The first is made of 7-8 strophes,
while the second version uses 11 syllables,
called kara olen patterned songs. In
Oral and in its neighboring Orynbor
oblast, synsu songs typically consist of 11
syllables.

[t is a local peculiarity of these oblasts
that the bride’s songs should be melodious.
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In addition, another peculiarity of the area
is the recitative manner, and repetition of a
syllable, especially the I degree repeating
several times on one sound (scansion). In
Orynbor oblast, Aktobe and Bokei province
bride’s farewell songs do not possess
those features. Among the forms of synsu
and zhoktau songs, there are tirade type
songs (tirade type song refers to a type

of song pattern that have 5, 6 or 7 lines
within a strophe instead of a standard
four). This type was found within the art

of improvisation, and it does not have a
pattern for the structure of the syllables,
which is very eye-catching.

“Sagynysh an”. These are the letters
sent from the motherland to the battlefield,
or from the battlefield to the motherland
during the years of World War Il (1941-
1945). They contain songs that were
performed with the accompaniment of the
melody. Those songs bear the name of khat
olender, i.e., letter songs, or shygarma
olen, which means compositions. The
central theme raised in them was how the
war separated people from their loved ones.

The letter songs are similar to
traditional koshtasu and synsu songs
in terms of their content and music.

For example, tragic news sent with the
letters was in the Kazakh traditional form
of zhubatu (to appease) and konil aitu

(to express condolences). If the letter
announces the death or loss of a soldier,
the song will include music techniques and
elements peculiar to zhoktau songs.

Based on these scientific records, it
was found that in Zhylyoi province of
Western region, the letter songs were
called sagynysh an, and their similar
nature was identified. Furthermore, the
materials of the information provider who
published the contents of the sagynysh an
examples show that their name is the local
name for the letter songs (compositions)
centered on the everyday life theme. Above
all, they differ in terms of their poetic text:
the letter songs were usually written by
soldiers, addressing their motherland,

while the songs called sagynysh an show
the emotions and feelings of the loving
mothers, women waiting for their beloved
husbands or children intensely missing
their fathers. Those are the letters sent from
the motherland to the battlefield. For that
reason, their musical properties are similar
to the pattern of kara olen. Whereas in the
letter songs, alongside the musical basis,
the author’s personal style can be clearly
seen.

Results

Through the study and analysis of these
songs, we have achieved some results in
thematic, stylistic terms from local artists.
By their nature, these household songs
differ from the above-mentioned ritual
songs. So, let’s pay attention to the local
musical features of everyday songs:

1. A free syllabic structure is
characteristic of the form and poetics of
local “qara olen” (including kuldyrgi an),
and it was confirmed that humorous songs
are labeled as “kuldyrgi an” based solely on
their thematic content.

2. We determined that songs referred
to in the local dialect as “matok” are part
of Kazakh lyrical songs and, due to their
romantic content, are named as such and
found only in the Western region.

3. We identified that songs with the
term “qonyr”, as used in Kazakh music,
are predominantly referred to as “qonyr an”
in this local culture and have a lyrical and
rhythmic character.

Kara olen (which means a simple
song) is a simple daily life song. Its poetic
structure includes 11 syllable lines, which
means that a line consists of 11 syllables.
This type of song utilizes AABA form. In
Kazakh poetry one can find a type of song
called kara olen, which is made of 4 lines.
Therefore, national songs with simple
musical accompaniment are also called
kara olen. On the one hand, such songs,
in terms of their simple music, resemble
traditional songs of ancient times. On the



other hand, they are analogous to complex
examples of songs that developed in vocal-
professional folklore. These are the peculiar
features of this type of song. The stylistic
norms of kara olen songs have not yet
been determined in national music studies.
Several music studies specialists propose
to include national songs in the list of kara
olen songs due to their simplistic nature.
However, such a hypothesis is not yet
proven from a scientific point of view.

Now, let’s analyze kara olen format
songs sung in the Western region. Their
peculiar feature is the title of the songs,
which is “kara olen”. Another feature is
that they can be performed with the melody
of songs popular among Kazakhs, such
as “Kamazhai”, “Dedim-ai, au”, and
“Saulem-ai”. They may also be sung to
the music of such famous regional songs
by Mukhit Meralyuly as “Ainamkoz”,
“Zhaima konyr”, “Zauresh”, or those made
up by Kayip, such as “Ak bobek”. However,
the melody may sometimes slightly differ.
One more peculiarity of this type of song
is the lack of a chorus, just like in the
area’s lyrical songs. Kara olen songs are
performed with the lines that are kept in
peoples’ minds. In some cases, they may
be prolonged to 15-17 syllable lines, when
the performer adds his/her own words.

The additional words may either extend the
song meaningfully or sometimes consist

of alexical words. This form deviates a

little from the standard 11 syllable lines.
One type of song that came from Zhylyoi
province is called kuldirgi ander.

“Kuldirgi an”. The area’s kara olen
format songs are performed in groups in
the form of aitys (poetry competition).

The way they are performed is not

different from the standard pattern, and

we cannot find them in the professional
singer’s repertoire. Older adults usually
composed and performed songs at once
during significant celebration events. Their
structure is of 11 syllable lines strophes,
the content is funny and amusing. Due to
the age peculiarities of the performer, the

songs are called kuldirgi ander are of low
range, monotonous and have a musical
composition corresponding to their nature.

Agjol Kulshykova, informer, explains:
“These are funny songs sung by elderly
people. They are made in a question-
answer pattern (to be answered by men and
women within the groups), and the first two
lines are repeated while performing”. The
songs named kuldirgi ander are sung by
the public sitting next to each other, during
a toi (feast). Singers can perform them
with one melody composition, according
to the music picked by the performer. It
is not about the winning and the losing
party. From the point of view of a dialogue
between men and women, this type of
songs may be considered as belonging to
the public aitys (poetry competition) genre
(Muhtar Auezov, Taliga Bekkhozhina).

[f one will pay attention to the text of the
kuldirgi ander, it should be seen that the
performers add 3and 4" lines to the first
two lines of kara olen. Thus, the songs
known as kuldirgi ander are not grouped
by their kara olen pattern content. Besides,
they do not possess any musical properties
of their own.

The thematic, meaningful features of
the songs of “matok” were revealed during
the analysis of lyrical songs. “Matok an”
is a phrase in a dialect spoken only across
Atyrau, Mangystau, and Oral of the
Western part of Kazakhstan that refers to
songs about love. During the expedition,
local people told us that they used the
word “matok” in relation to beautiful,
attractive people gifted with a strong sense
of aesthetics and style who stand out for
their temper and conduct. There is an
assumption that men used to compose and
devote “matok” songs to their beautiful
girliriends, wives, and beloved people.

Special attention was paid to the
content of the notated “matok” songs
to identify what this word exactly means
when it’s used as a type of songs. As a
result, based on the information above, it
was discovered that its meaning is close
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to a man wedded to something (being in
love). So, “Matok” songs resulted from
awoman’s figure, beauty, and feelings
toward them as described in the love
songs. Such contents are also found in
the songs of folk composers. This kind of
songs is even found among Kazakh lyric
(folk and author) songs. Anyway, even after
thousands of songs were notated since the
early 20th century, songs called “matok”
were not encountered.

According to data collected during the
expedition to the area, informers tend to
give descriptions such as: “it’s love songs,”
“only men sing these disgraceful songs,”
“it was not for the public,” “men used to
sing it for the people whom they fell in love
with,” “there are shameful words,” or “you
are the same age as my child, so [ cannot
tell you that.” Since most of the folk music
was recorded by women aged 55 to 90,
their mentality, perception, and culture did
not let them perform many “matok” songs.
Most of them just dropped the rest of the
song saying “I am a quite elderly person
and would feel awkward in case children
hear me, so please, do not insist on ending
it”. Based on the above, we can conclude
that youth and men did not perform matok
songs publicly, but only among small
groups, due to “shameful words” contained
in them. Description of women'’s beauty,
adoring and being in love with them is the
extent of today’s versions of these songs.

[V. “Konyr an” — beside “matok”
songs, “konyr” song samples also exist
in the West. The word “konyr” (brown)
has many meanings for Kazakh people.
For example, “konyr kuz” (late autumn),
“konyr salqyn” (pleasant and gentle cool),
“konyr zhel” (gentle summer breeze),
“konyr ui” (yurt covered with brown felt),
“konyr kui” (pleasant melody), “telkonyr”,
“konyr gaz” (brown goose), etc. Our study
focuses on the use of such a big concept
in national music culture. Researcher
Talasbek Asemkulov says: “The basis
and main point of traditional music is
timbre, the coloring of sound, the many

overtones accompanying essential note.
Timbre culture is what we can call the
Kazakh culture. The Kazakh traditional
sound ideal is “konyr” (gentle), a quiet
sound rich in overtones. This perfect sound
reflects the mentality, and worldview

of each nation” (Asemkulov 110) while
considering usage of the word “konyr”
concerning to the world of sounds. In

his articles about musical instruments,

the author points out that the “konyr”
sound is a traditional sound ideal (term
by Izaly Zemtsovsky) rich in overtones.
Musical Researcher Gulnar Begalinova,
researching the materials used to make
national ancient instruments, concludes:
Materials (wood, leather, bone, horn,
mane hair, livestock intestine) that Kazakh
people use to make musical instruments
form the special acoustic parameter of an
instrument’s sound. Instruments made

of those materials create warm, mellow,
pleasant, and konyr (gentle) sounds.
Therefore, the Kazakh specific timbre

ideal is called “konyr” (Begalinova 35).
Researcher Zhumeken Nazhimedenov
considers the acoustic specifications of
dombra scientifically and believes that the
“konyr” sound is a complicated and strong
concept. The scientist claims that sound
varying within a frequency of circa 60 Hz to
600 Hz is a sound that the Kazakh ancient
dombra made by plucking strings made

of sheep intestines (Nazhimedenov 7).

The aforementioned quotes consider and
describe the instrumental konyr sound as a
timbre ideal of Kazakh music.

Kazakhs in China use the term “konyr”,
common to Kazakh music, to describe the
national melodies as a whole.

A collection of Kazakh songs from the
[li area called “62 Kazakh Konyrs. Konyr
of a Swan” includes Kazakh melodies for
sybysgy and kobyz, folk songs and excerpts
from poems. Comments to the book say
the following: “... the wishes of people,
their moods, were personified by “konyr”
melodies and encouraged people to move
forward. Back in those days, “konyr”



melodies were played in the residences of
Khans, in large celebrations and at public
meetings and spread widely, having found
a place in the hearts of people and have
reached our days” (Swan’s konyr, 62
konyr 6). Having said this, the concept

of “konyr” music, which has the ability

to express musical works in instrumental
or song genres without limitations, is
general, comprehensive, widely understood
and considered. In other words, konyr
describes a wider concept than the writings
of a particular genre.

In instrumental music, ancient
samples of kyuis (traditional instrumental
compositions), called “konyr” are found as
played on kobyz and sybyzgy. In contrast,
melodies played on dombra formed a
cycle, jointly named “Sixty-two Konyrs”.
Researcher Saule Utegalieva, who studied
the revolving mechanism of dombra, made
the following conclusions: “Dombra kyuis
should be performed in a low range. Their
sound should be brought close to “Konyr
dauys” ... “Konyr dauys” has multiple
meanings. It is primarily associated with
the bottom of the music space, lowercase
(1). “Konyr” means the timbre of the
dombra as well. Its sound range is close
to the tenor voice and includes the small
and the first octaves (2). To communicate
with the outside world, a velvet low sound
is necessary (3). Only through it can
reflections and a diverse range of feelings
and emotions of a steppe nomad be
conveyed. This concept broadly reflects the
philosophy of kyui, directed towards the
inner world of a person (4). “Konyr dauys”
may be correlated with the behavior and
character of the Kazakh people, as well as
their attitude to life (5). “Konyr dauys”,
“Konyr burau”, “Konyr kuyi” are one-
ordinal (synonymous) phenomena, kind of
assuming each other” (Utegaliyeva 92-93).
The nature, content and musical style of
these kyuis are lyrical and philosophical.

The same may apply to “konyrs” in song
genres as well: “Alkonyr”, “Nazkonyr”,
“Konyr zhai” (“1000 songs”, Ne 808),

“Maida konyr” (“500 Kazakh songs and
kyuis”, NeNe 162, 223), “Zhai konyr”
(Zatayevich 312) (Ne 91), and works of
Kazakh folk composers, such as “Zhaima
konyr” of Mukhit, “Konyr”” of Birzhan,
“Maida konyr” of Akan the Seri, “Konyr”
of Zhayau Musa, “Zhai konyr” of Baluan
Sholak, “Kurmanali’s konyr” (“1000
songs”, Ne 570), etc. In the West part of
Kazakhstan, “Konyr an” type of works (Ne
242, 394-395; 12, Ne 463 ] were published
in T.Bekkhozhina’s collection named “200
Kazakh songs”.

Some works were also collected during
the musical and ethnographical expedition
to the area. In addition to these, there
is a number of “Zhilioidin konyr anderi”
(Konyr songs of Zhylyoi). “Konyr an” is
defined as a “slow, sorrowful song” in the
Kazakh Explanatory Dictionary (Kazakh
dictionary, K 328). As the content and
subject of these songs are the main
components in understanding the nature of
the musical compositions, we have focused
on researchers’ definitions regarding the
songs’ performance. Aleksandr Zatayevich,
who was the first person to notate these
compositions, translated them as follows:
“Gentle, soft,” “Calm elegy,” “Quiet
music,” “Smooth song,” “Elegiac chant.”
Regarding the way of performing them,
he describes it as “moderately,” “in a very
long-drawn-out manner,” “gloomily and
grievously,” “freely and boldly,” “wide
and loosely,” “very wide,

@

calmly and
gracefully,” and “at ease.” He says that
elegiac songs are mainly called so, which is
why they are minor.

The “konyr” can be more accurately
translated as “cantilena” (Zatayevich 30).

According to the notations of the
ethnographer, we can clearly see that
quarter note value is slowly performed
between = 58/100 rhythm. More recent
issues also describe it as a patient,
beautiful, slow, calm, thoughtful
song. So, the musical nature of konyr
songs have standard features: lyrical,
calm accentuation, sedate, patient, and
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thoughtful. If we pay attention to the words
calm, gentle, and quiet used with the word
“konyr”, we notice that they have similar
meanings, and make its deep sense more
transparent.

[t is well known that the art of poetry
has a wide development in the Western
part of Kazakhstan. This type of tradition is
accompanied by orbital genres “around” it
(Alma Kunanbayeva) - a folgau (cantus),
terme (parables), osiet (commandments),
naqyl soz (admonitions), etc. The
intense, streamlined and melodic nature
of music had a great influence on how
the song industry was built. Those who
commented on this matter first drew
close attention to these functions. A solid
argument thereof is the large variety of
musical versions. Compared to the songs
of the Western School of Music, “konyr
songs” are characterized by remarkably
calm, monotonously slow sounds, the
appearance of which was influenced by the
poetry of a lyrical and courageous nature.

To conclude, while the konyr song is
generically described as a Kazakh sedate
song in national music culture, in the
Western part of Kazakhstan, it is a song
with a certain musical description and
thoughtiul nature, distinguished by its
long, slow, and patient performance.

Basic Provisions

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

— Since the song culture of the Zhylyoi
area in western Kazakhstan has not been
specifically studied, this article explores
the distinctive features of the local song
genre. To fully understand the meanings of
genres within the Zhylyoi song tradition,
we attempted to examine them within the
broader framework of Kazakh national
music.

The insufficient study of the diverse
regional schools, an essential aspect of
considering the song genre as a unified
ethnic heritage, necessitated a separate
investigation of the highlighted issues.

As a result of this research, newly
collected materials were systematized,
and a genre-based differentiation was
conducted.

— This included identifying and
incorporating previously unknown folklore
genres into musical practice, such as
“matok an,” “konyr an”, “sagynysh
an,” and “kuldirgi an”. The unique
characteristics of ritual and lyrical genres,
the connection between song genre names
and local dialects, and their thematic
content were revealed.

Thus, this article examines the local
song tradition within the context of Kazakh
culture. It is evident that Zhylyoi songs
form part of the broader ethnomusical
heritage of Kazakhstan. They share
common elements with traditional Kazakh
songs while also exhibiting distinct
features.

Conclusion

To summarize, we were convinced that

the musical culture of the three Western
singing schools developed, influencing
each other. For the first time in this study,
zhylyoy songs are systematically published.
The article highlights the peculiarities of
the local song genre of the Zhylyoy area,
which has developed among two large
singing schools in the Western region.

The place of songs and lamentations in
the funeral rite is special. In such cases,
the Kazakh people traditionally sing the
song-zhoktau (crying-jylau, farewell-
qoshtasu, dauys, aza). A unique tradition
has been preserved in this area until recent
years. There is a mourner who comes to the
mourning house by special invitation and
performs her own poems by composing.
They are professionals who perform each
stanza of the song to different melodies.
The materials of the expedition were
analyzed and it was found that the crying
people are called “zhoktauger”. They go
to the mourning house by invitation, even
if they have no family ties and mourn at the



wake, which is held for three days, “seventh
day”, “forty days”, “one hundred days”.
Musical analysis has shown that there is a
similarity between such crying songs and
farewell songs performed by the bride in

the initial motive of the melody. They are
continued later, in lyrical songs. That is, the
melody of these samples, which are based
on crying, a sense of farewell, is developed
in a close relationship. Thus, the research
addresses essential genres of traditional
music. In this context, several key aspects
can be highlighted.

1. During the research, songs were
found on the Zhylyoy land — “sagynysh”
songs. It turned out that they would
compose only during the war years. These
are nostalgic letters from his native land,
addressed to his son, brother, and wife. The
study found that these songs are a sample
of simple folk (11 syllables) poems. They
begin with repeated lines, with the initial
two lines typical of eleven syllabic ones,
and in the last lines, words intended for a
specific person are pronounced. Moreover,
letters from the front are called, as in other
regions of Kazakhstan, a welcome letter
(salem khat) or an essay in verse (shygarma
olen).

2. The next genre determined in the
course of the study are simple songs (kara
olen).Among them were songs that were
called funny songs in terms of content.

Two groups take turns singing stanzas,

joking with each other. The melody of
simple songs, funny songs are simple and
unpopular. Sometimes, they are performed
with the melody of songs shared on the
Kazakh steppe. Any person has sung these
songs, having composed them from his
soul. Therefore, sometimes each line of a
stanza exceeds 11 syllables and stretches
to 15-17 syllables. This is how it lengthens
from the words used to convey the thought
being expressed.

3. A significant result was obtained
by the musical-theoretical analysis of the
songs “matok” among the lyrical songs.
The lyrics do not have a special melody
and are works aimed at women. It was
discovered that the word “matok” is one of
the local dialect words used exclusively in
the area.

4. The article defines the place of
“konyr” songs among the lyrical ones.
The cantilevered, calm, thoughtful songs
correspond with their name, the meaning
of the word “konyr”. Konyr is the name of
a sound ideal in Kazakh music in general,
therefore, whole lyrical songs can be called
that way.

The songs of the Zhylyoy area were
considered within the framework of Kazakh
folk songs. They defined both their common
symbols and their unique character. This
artistic significance, which has developed
and lives on the edge of our country, is
an integral part of our country’s musical
treasury.
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Typmaram6eroBa BakbiT

Atbipayckuii ynusepeuter uMenn Xasena Jlocmyxamesioa
(Arbipay, Kazaxcran)

Kasryranosa Aiinyp

Wucruryt imrepatypbl 0 MekyceTBa uMenn Myxrapa Ays3oBa
(Anmartsl, Kazaxcran)

YXAHPOBbIE OCOBEHHOCTMW MECEH XblJIbIOWCKOW MECTHOCTU

AHHOTaums. Hanbonee pacnpoCTpaHeHHbI MECEHHBIN XXaHP HALMOHANbHOW MY3bIKasbHOW KYbTypbl
6b71 NepBOHaYaNbHO pasfeneH Ha pernoHbl, CGOPMUPOBaAH MECTHBIMU My3blKa/lbHbIMU MOTUBAMMU, A
3aTeM MPOLO/IKEH U Pa3BUT B pa3roBOPHOM peyun. B oTeuecTBeHHOM My3blkoBeAYECKOM cdhepe n3yyeHue
3TOrO XaHpa B Pa3MYHbIX acneKkTax NPoLo/MKAeTcs U Mo cei AeHb. XKMByYecTb, BApUATUBHOCTb
MECTHbIX JIMPUYECKUX NECEH, XapaKTepPHble MECTHbIE MY3bIKaJIbHO-CTUIUCTUYECKUE OCOBEHHOCTU
Kpasi, N(peeMCTBEHHOCTb Mexay 06ps0BbIMU U aBTOPCKMMMU NIMPUYECKMMMN MPOU3BEAEHUAMMN AAHHOMN
MECTHOCTV ONpefensioT OCHOBHYHO LieNb CTaTbu: My3blKa/lbHble 0CO6eHHOCTH, [Mana3oH M Naa U T.4. B
COOTBETCTBMM C 3TOW LLENbI B CTaTbe HallNa OTPAXXEHWE KOMMIEKCHAs HanpaBieHHOCTb UCCIen0BaHMi
Cpeay BHYTPEHHMX YCIOBHbIX MEPUOAMYECKMX BULOB XaHpa (06psaoBbie, HAPOAHbIE, YCTHO-
npodeccruoHanbHble). Pe3ynbtathl, LOCTUTHYTbIE C LieNbto BbISBEHUS MEXBPEMEHHON NPeeMCTBEHHOCTH,
MOryT 6bITb MCMONB30BaHbI B HAYYHO-MUCCIEA0BATENBCKUX PabOTax, UCMONHUTENBLCKOM MCKYCCTBE,
LEMOHCTPUPYS HAYYHYIO M NPAKTUYECKYI 3HAYMMOCTb. [IpUMEHeHbI NOAX0AbI KOMMIEKCHOro U
CPaBHUTENBHOMO UCTOPUKO-TEOPETUYECKOIO aHaNM3a Ha OCHOBE yHAAMEHTabHbIX HaY4YHbIX TPYAOB,
M3YYEeHHbIX OTEYECTBEHHbIMM YYEHbIMU MO XaHPY YCTHO-NpodeccroHanbHol necHu. dopmynupys
nccnenoBaHue, MecTHbIE XXaHPOBble 0CO6eHHOCTH neceH XKbiNbloM, CI0XKMUBLUMECS MEXAY ABYMS
prﬂHeﬁUJMMM NUCNONMHUTENbCKUMMU LLKONaMKN 3anap,Horo PEernoHa, Bbinn onpeneneHbl Kak no Ha3BaHUAM
MeceH, Tak U Mo My3blKalbHO-TEOPETUYECKUM MPU3HAKAM.

CraTbs nogrotoeneHa B pamMkax npoekta AP19676609 “AkafeMuyeckoe My3blKOBEAEHME B NpoLiecce
$hOopMUPOBaHNS HOBOIO NYMaHUTAapHOro 3HAHUS'.

Knrouessbie cnoea: nokanbHbIM NECEHHBIV XaHP, 06psaa0Bas My3bika, NaA, AMPUYECcKas NeCHS, KKOHbIP»
(cnokoWHas) necHs, My3blKanbHbIM A3bIK.

Ana yumupoeanus: TypmarambeToBa, bakbIT M KasTyraHoBa AliHyp. «)KaHpoBble 0CO6eHHOCTH
neceH Xbinblockon MectHocTuy. Central Asian Journal of Art studies, 7.9, N2 4, 2024, c. 139-154, DOI:
10.47940/cajas.v9i4.855

bnazodapHocmu: ABTOPbI BbIPaXXakoT CBOK Bi1aroaapHOCTb peaakumm xypHana “‘Central Asian Journal
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GENRE FEATURES OF THE SONGS OF THE ZHYLYOI AREA

Typmaramb6eroBa BakbiT

XaJies Jlocmyxame/10B aTbiHaarbl ATbipay yHUBEPCHTETI
(Arbipay, Kazakcran)

KasrtyraHoBa AitHyp

Myxrap Oye30B aTbiHaFbl OlcOHET KOHE OHEpP HHCTHTYTbI
(Anmatbl, Kasakcran)

XblJIbIOW 6HIPI SHAEPIHIH XXAHPJbIK EPEKLWENIKTEPI

Anpatna. YITTbIK, My3blKa M3AEHMETIHIH €H KEH TapasfaH 9H XXaHpbl 6acTankplaa aMmMakTapra 6eniHin,
XKEPTiNiKTi My3blKasblK aMLLbIKTapbIMEH KaNbINTACTbl, COAAH KEMiH aybl3eKi TifAe Xanfacbin, LamMblabl.
OTaHAbIK My3blkaTaHy canacbiHaa 6yn aHpAblH SpTypAi acnekTinepae 3eptrenyi OyriHre geniH
YKanfacTblFblH Tabyaa. XXeprinikTi AMpUKanblK, SHAEPAIH eMipLIeHAeri, BAPUAHTTbIbIFbI, 9P 6/IKEHIH,
©3iHe TaH XePprifikTi My3bIKanblK-CTUINCTUKANbIK, €PEKLIENIKTEPI, 9P 6HipAiH FYPbINTbIK XXSHE aBTOP/bIK,
NMPUKaNbIK TYbIHAbINAPbI apacbiHAAFbl CAbaKTaCTbIFbl MaKanaHblH, Heri3ri MakcaTblH aiKbIHAANAbI:
YKaHPAbIH My3bIKablk epeKLuenikTepi, AblbbIC ayKbiMbl MEH AbIObICTBIK KyHeci xaHe T.6. Ocbl MakcaTka
C3MKeC MaKanafa >XaHpAblH, ilKi WapTTbl Ke3eHAIK Typnepi (FYpbINTbIK, XanblKTbIK, aybl3eKi Kacion
aBTOpJIap) apacbiHAAFbl 3epTTeyNepaiH, KeleHai 6arbiTbl KOPiHiC TanTbl. YakblTapanblk CabakTacTbIKTb
aHbIKTAy MaKCaTbIHAA KON XKETKIi3iNreH HaTUXKeNep FblibIMU XKaHE NPaKTUKaNbIK MaHbI34bIbIFbIH KBpCeTe
OTbIPbIM, FbIIbIMU-3EPTTEY XKYMbICTAPbIHAA, OPbIHAAYLLbIbIK 6HEPAE NaiaanaHblnybl MyMKiH. OTaHAbIK,
FanbIMAAPAbIH aybl3€Ki-KaCiby aMaKTbIK 9H XKaHpbl O0MbIHLIA 3epTTereH ipreni fblbiMUM eHbeKTepiHe
Cy/i€He OTbIpPbIN KELEHA] XXaHE CanbICTblpMasibl TAPUXU-TEOPUSIIbIK TaNAay TaCiNAEPi KONAAHbINLbI.
3epTTeyai TYKblpbiMAan Kene, baTblC aiMaKTbIH, eKi ipi OpbIHAAYLbIIbIK, MEKTEDI apacbiHAA KanbiNTackaH
XKbInbloW sHAEPIHIH, XeprifiKTi )XaHpAbIK epekwwenikTepi aH ataynapbl 60MbIHLWA A3, MY3bIKablK-
TeopuanblK 6enrinepi 60MbIHILA A3 AHbIKTANAbI.

Makana AP19676609 «XaHa ryMaHuTap/biK 6iniMai KanbiNnTacTblpy YAEpiCiHAEr akafeMUSbIK,
MY3bIKaTaHY FblIbIMbI» TaKbIpblObIHAAFbI K00 afCbIHAA AAMbIHAANAbI.

TyiiiH ce30ep: XepriniKTi 9H XKaHPbl, FYPbINTbIK, My3blKa, NaA, IMPUKANbIK 9H, KOHbIP 9H, My3blKa Tifi.

Aaiiekce3 ywiH: TypmarambeToBa bakbIT xaHe Ka3TyraHoBa AMHYp. «XXbINbloi 6Hipi aHAEPIHIH,
XaHpAblK epekweniktepi». Central Asian Journal of Art studies, 1.9, N2 4, 2024, c. 139-154, DOI:
10.47940/cajas.v9i4.855

Angpic: AsTopnap “Central Asian Journal of Art Studies” )XypHasbiHbIH, peAaKLMACbIHA XXaHE
pEeLeH3eHTTepre oCbl 3epTTeyre Kbi3bIFYLbIIbIK TaHbITKAHAAPb! YLUiH, COHAAM-akK, MaKanaHbl Xapusnay
HapbICbiHAAFbI KEMEKTEPIH TUTri3reHaepiHe 63 anfbiCTapbiH Oingipeni.

Aemopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KalllublbIFbl HOK
eKkeHOi2iH ManiMOeloi.
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KA3AXCTAHCKUH
KUHEMATOI' PA®

B COLIMOKYJIbTYPHOM
[MPOCTPAHCTBE
COBPEMEHHOI'O
3PUTEJIA

Mapuna bakeesa', )Kacyaan [Nowmanos?

I2Kazaxckast HallMoHaJ bHast akajieMusi uckycers umenn TemupGeka Kyprenoa (Anmarsi, Kazaxcran)

AHHoTauus. KaszaxcraHckuii KuHeMaTorpad Kak npeaMeT COLMOKYILTYPHOrO aHanu3a npeacTaBnser
0Co6blii UHTEPEC, KaK As co3aTeNeit KWHOMPOAYKTa, TaK U A/l KWUHOKPUTUKOB M COLIMOJIONOB.

HoBwW3Ha paboTbl 3aKk104aETCS B PACCMOTPEHWM U aHaNM3€e Ka3aXCTaHCKOro KuHeMatorpada B
KOHTeKCTe rn06an13aLmnm 1 BOCNIpUsTUS 3pUTENIEM COBPEMEHHbIX MOAENEN KMHOMPOU3BOACTBA.
O60CHOBaHbI MPEUMYLLECTBA MCMONb30BaHUS COLIMONOTMYECKOTO NOAXOAA MPU aHANU3E BIUSHUS
KMHOUHAYCTPUM Ha HOPMUPOBAHME KYNIbTYPHO-LEHHOCTHBIX OPUEHTUPOB 3PUTENS; BbISIBNEHDI
NpeanoYTeHNs 3pUTeENeil K onpeaeneHHbIM xaHpaM. MeToabl. B ocHOBY MeTogonormyeckoi 6asbl
UCCnenoBaHUs MOMOXKEHbI 0BLLEHAYYHbIE MPUHLMMbBI 0GBEKTUBHOCTM U CUCTEMHOCTH. [1pK paccMOTpeHuu
KMHeMaTorpada Kak BaXKHOW YacTu COLManbHO-KYNbTYPHOM COCTaBASOLLEl 06LLECTBA MCMOb30BaH
CTPYKTYPHO-YHKLMOHANbHBIM MOAXOM, ONUCATENbHbIA METOL M aHANUTUYECKOE pedeprpoBaHue
crneumManusnpoBaHHbIX CaiToB. PesynbTathl. C NOSIBIEHUEM UCKYCCTBEHHOTO MHTENEKTA MACLUTabHO
MEHSIIOTCS TEXHOMOTMU KMHOMPOW3BOACTBA, PAa3BUBAOTCS MHTEPHET-NIATGOPMbI, NpeAnaratoLLme
LWIMPOKME BO3MOXHOCTM JOCTYMa K KUHOMPOAYKUMU. Hapsdy € 3TUM BaKHbIMU OCTAKOTCS
uaeonorMyeckas LeHHOCTb M KOMMEpYEeCKas NpubbIIbHOCTb. B ¢BSI3M € 3TMM NpoaHanu3npoBaH BONpoc
BOCMPUSATUS KUHOTMPOWU3BEAEHWS! COBPEMEHHBIMU 3pUTENSIMU, 0COB0E BHUMAHME YAENEHO U3YYEHUIO
COLMONOrMYECKOM XapaKTePUCTHKM KMHO. HapaBHe ¢ hyHOAMEHTaNbHbIMWU U3MEHEHUSMU B 3BOJHOLMM
KMHemaTorpada, HeM3MEHHO aKTyaslbHbIM OCTAOTCS €ro rpaHuLbl U MpakTHKa. [03ToMy 0CO6EHHO BaXKHI
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COBPEMEHHbIE TEOPETUYECKME NMOAXOAbI, KOTOPbIE NMO3BOMSIOT WMPE MU3Yy4aTb KUHEMATOrPahUUECKYHO
NpakTUKY U ee UHTEPMpPETaLMM, UMEIOLLME 0COB0E 3HAYEHME HE TOMTbKO AN MOHMMAHKUS UCKYCCTBA KMHO,
HO M AN COLMANbHO-KYNLTYPONIOTMYECKOTO OCMbIC/IEHMS.

Knioyeesie cnoea: kuHeMaTorpadus, COLMOKY/bTYPHOE NPOCTPAHCTBO, F06anm3aums, GyHKLUUU KUHO,

coumonorna KMHo.

Ana yumuposarus: bakeesa MagunHa u NowaHoB XXacynaH. «kKaszaxcraHckuin kuHematorpad B
COLMOKY/IbTYPHOM NPOCTPaHCTBE coBpeMeHHoro 3putensy. Central Asian Journal of Art Studies, T. 9, N4,

2024,¢c.155-173,D0I: 10.47940/cajas.v9i4.934

bnazodapHocmu: BbipaxaeMm rnyboKy Npu3HaTeNbHOCTb M 61aroaapHOCTb pefakLmMm XXypHana
«Central Asian Journal of Art Studies», a Takxke aHOHUMHbIM peLeH3eHTaM.

Asmopel npoyumanu u 0006puU OKOHYAMENbHLIL 8apUGHM pyKonucu U 3as8A5t0m 06 omcymcmeuu

KOH@IUKMA UHMepecos.

BeepeHue

MHO Bceraa Obl10 HeOTACJIUMO
KOT COLMAJIBHO-KYJIbTYPHOTO
M0J102KeHHs1 cBoero BpeMeHH. OHO Obl1o
U SIBJISIETCSI MHCTPYMEHTOM PeTPaHC/IsILMH
orpe/iesIeHHbIX UeH U COCTOSIHUS
o6uiectBa. Kakoe Gbl COObITHE He OMUCHIBAJ
(usbM, Oy/ib 3TO Cpe/lHeBEKOBAs BOHHA UJIH
(haHTacTHUECKOE TTPUKJIIOUEHHE, OHO BCETia
JeMOHCTPHPYET COLUAJIBHYIO HIIEOJIOTHIO
TOr0 BpeMeHH, B KOTOPOM CO3/1aBajICsl
(rsbM. AKTYasIbHOCTb T€MbI OTIPEIEISIeTCS
TEeM, 4TO B ITIePHOJL JIOMHHHPOBAHUS
U LIHPOKOTO pPacrpocTpaHeHHs!
BH3YaJIbHOTO UCKYCCTBA, KHHO HE TOJIbKO
oTpakaeT COCTOsIHMEe 00LLeCTBa, HO
M ydacTByeT B POPMHPOBAHUH HOBBIX
OpPHEHTHPOB Y 3pUTEJIEH, TTOTOMY
Kak Jiaxke, pyH1aMeHTa/lbHble U
HEM3MEHHO YCTOHUMBBIE TEMbI, KaK
pOZMHA, CeMbsl, TIOOOBb, OPATCTBO
U T.[. CO BpEMEHEM MO/IBEprarTcs
riry6okuM npeodpaszoBanusiM. Bee 310
CBHUJIETEJILCTBYET O TOM, UTO KHHO SIBJISIETCS
MOLIHEHILIUM UHCTPYMEHTOM OTPaKeHHs
COLIMOKYJIbTYPHOU CHTyalMH OOLLECTBA.
Ho cnenyer oTMeTHTD, UTO HE TOJIBKO
COLMOKYJIbTYPHOE MTPOCTPAHCTBO BPEMEHH
BJIMSIET HA MeTaMOop(o3y KHHOMCKYCCTBA,
HO M KWHOUCKYCCTBO OKa3bIBAET CBOE
HEMOCPE/ICTBEHHOE BJIUSHHE HA COLMYM.

[Ipumepamu ciy>kat Kopelckue 10pambl,
KOTOPbI€ B TIOCJI€IHUE TOJIbl CJy2KAT
MOLIHOH Mponarauioi B HHAYCTPUU
KpacoThl, My3bIKH U MOJibl. Takasi
KoppeJisiius HabJo1aachk B pagHble Tarbl
pa3BUTHS KHHOUCKYCCTBA. ECTb MHOXKECTBO
MPUMEPOB, KOTJIa MOCJI€e BbIXOAa (hHIbMOB
06 orpabJieHUsIX POCJIO KOJUYECTBO TAKOTO
e pona npecryniennd. B CILA B 80-x
rojiax OblJ IPOBEJICH OMPOC OCY2KACHHDIX,
pe3yJibTaThl KOTOPBIX MOPA3HJIH YUEHBIX.
Bosee 60 % npecTynHuKoB NpH3HAJIKCE,
YTO COBEPIINJIN MPECTYTIEHHS, ToApaxKas
reposim husIbMOB. B To Bpemst Kak cepuad
«CeMHa1laTh MTHOBEHUI BECHbBI» B

CBOE BpeMs MOBJIMSJ HA COKpALLleHHe
npectynHoctH B crpane (Mcakos 4).

Wrak, B3aumoeficTBHE CTOPOH — KMHO U
COLIMOKYJIbTYPHOE ITPOCTPAHCTBO 3PUTEJIH,
MMEIOT JIBYyCTOPOHHEE BJIHSIHUE, I]le 00e
CTOPOHBI MOTYT UMETb IOMUHHPYIOLLHE
no3uuMu. Borpocy KazaxcTaHckoro
KHHemarorpaca B COLMOKYIbTYPHOM
KOHTEKCTE JI0 CHX MOP yAeJsieTcst
HEJI0CTaTOYHO BHUMAaHMUSI, XOTS POJib
KUHemarorpaca B }KU3HH Ka3axCTaHCKOTo
3puTeJisi 04eHb BbicOKa. BaxKHO OTMETHTD,
YTO rocyapcTBeHHas nomutrka Kasaxcrana
OKa3bIBAET 3HAUMTEJIbHYIO TTOJIE PIKKY
Ka3axCTaHCKOH KHHOMHIYCTPHH, O YeM
cBuaeresibeTByeT 3akoH Ne212-VI ot
03.01.2019 «O kunemarorpaduu>.



JlaHHblil 3aKOH onpesieJisieT COLHabHO-
3HAYMMble PUIBMBI KaK «aKTyaJsbHble
(pUIIbLMBI, B TOM YHCJIe HCTOPUYECKHE,
HarpaBJieHHbIE Ha MOBbIILIEHHE
MaTPUOTHYECKOT O, JIyXOBHO-HPABCTBEHHOTO,
MHTEJITIEKTYaIbHOTO U KYJIbTYPHOTIO
noTeHIHa a o01ecTBa, BOCIHTaHHE
TM0JIpacTarolllero nokoJeHus». B pasnese
JlaHHOro 3aKOHa, MOCBSALEHHOM JIyXOBHO-
HPaBCTBEHHOMY BOCTIHTAHHIO, BbIIEJIEHbI
(HIbMBI K I0OMJICHHBIM M TAMSITHBIM JlaTaM,
MOCBsILIIEHHbIE HCTOPUYECKUM JIHUHOCTSIM,
BhiatoMest coobiTusiM. Takke Ctatbsi

3 yKasbIBaeT Ha TO, YTO rocy/lapCTBeHHas!
MOJIMTHKA JI0J2KHA pab0oTaTh HAa OCHOBE

«1) coznanns ycsoBHH 17151 TPOM3BOJICTBA,
MCIOJIb30BAHMSI, THPazKa, NpoKaTa, nokasa
1 XpaHeHHsl HallHOHAJIbHBIX (PUIBMOB;

2) CTUMYJIHPOBAHMST U MTOJUIE P2KKHU
pacnpocTpaHeHust HallHOHAJIbHbIX
(pUILMOB, B TOM UHCJ/I€e B 3apyOexKHbIX
CTpaHax; 3) rocylapCcTBEHHOH MOJIE PKKH
pa3BUTHs TBOPUYECKOH, IIPOU3BOJCTBEHHOM,
TEXHUUECKOH, 00pa30BaTeJbHON U HAYYHOU
6a3bl KuHeMaTorpaduu; 4) 10CTyHOCTH
NPOU3BENEHUH KMHeMaTorpauu s
HaceJieHusl Ha TeppuTopun Pecnybinku
Kazaxcran; 5) cosnanus yCJa0BHIH 1151
pa3BUTHs Ka3aXCKOro si3blka B cepe
KuHemarorpagpuu». 31ech ciaenyer
3aMETHUTh, YTO rOCyapCTBEHHAs!

TMOJIMTHKA B Chepe KHHOUCKYCCTBA CTABUT
HalKOHAJbHbIE HHTEPECH] B TPUOPUTET.
Peanusauus Konuenuuu KyabTypHo#
nonutukn Pecny6inkn Kasaxcran Ha

2023 — 2029 rosibl Tak:Ke FOBOPUT O TOM,
4TO MPUHUMAIOTCS KOHKPETHBIE MEPBbI JI15t
TMOJIEP2KKH OT€UECTBEHHON KHHOWHYCTPHH.
Haunoi Konuenuuei npeycMoTpeHo
peleHne ceyolHX OCHOBHBIX 3a/1a4:

1) o6ecnieyeHne 1OCTYMHOCTH KYJIbTYpbl
JUIs1 HAaceJIeHUsI;

2) MoBbIllIeHHE Y3HABAEMOCTH
Ka3axCTaHCKOro UCKyCCTBA Ha
MEXKIYHAPOIHON apeHe;

3) obecrieueHne COXPaHHOCTH
MCTOPHKO-KYJIbTYPHOTO HACJIE/IHS U €ro
MOMYJsIPU3aLHsT Ha MEKLyHAPOIHOM
ypoBHe». TakKe 0OTMeUEHO, YTO «B

11eJI5IX COBEPILIEHCTBOBAHUS Chephl
KrHemaTorpacguu B Kazaxcrane 6yuyt
peaJiM30BaHbl CUCTEMHbIE MEpbI,
cnocoOCTBYIOLIME YBEJIMIEHHI0 00'beMOB
BbIyCKA KAUeCTBEHHOH OTeYeCTBEHHON
KUHOMPOIYKIMH, OPUEHTHPOBAHHON Ha
3aMHTEPECOBAHHOIO MOTPEOUTEJISI».

Elle oHMM nokaszaTesieM Toro 4to
KUHOWHJLYCTPHUS SIBJSIETCSI IPUOPUTETHBIM
HarpaBJeHHeM PA3BUTHS CTPAHbI

cay>KUT npuHsitoe [ToctanoBaenune
npaBuTesnbeTBa PecnyOanku Kazaxcra ot
15 mapra 2019 rona Ne 113 «O cosnannu
['ocynapcTBeHHOrO LEeHTpa MOJIE PIKKH
kuHo» (9). baaronaps rocynapcrsento#
noauepzkke ¢ 2021 no 2023 roapl 6bia
NPoOBeJ/ieHa MOJIEPHU3ALIUSA KHHOCTY/IUS
«Kazaxkduabm» umenn [lakena Aiimatosa.
Jlannasi Kunoctyaust 06J1aaeT OorpoOMHbIM
MOTEHIHAJIOM U B Jla/IbHEHIeM 0KHaeTCsl
pOCT OTeUeCTBEHHOH KUHOMPOLYKLMH B
HalMoHaAJbHOM KoJiopute. Takum oGpasom,
Ha ypoBHe [IpaButesbeTa yuessercs
60J1bl110€ BHUMAHHE KYJIbTYPHOMY PA3BUTHIO
CTPaHbl, YTO TAKXKe MOJIPa3yMeBaeT

pOCT KayecTBa MpeocTaB/sieMoi
KUHOTPOIYKIMH, KOTOPast Ha CerojiHsl
SIBJISIETCS] OJIHUM M3 CHUJIbHEHUIIHX
nokasaTteJsieil COLMOKYJIbTYPHOH
cocTaBJIsIIoLeH 00111eCTBA.

Hayunasi HoBU3HA HccenoBaHus
3aKJII04YaeTcsl B TOM, UTO
NpoaHaTU3UPOBAHBI TEOPETHKO-
METOJI0JIOTHYECKHE MOJIXO/Ibl K
MCC/IeIOBAHMIO KHHeMaTorpada Kak
(heHOMEHA COLIMA/ILHO-KYJIbTYPHOH OCHOBbI
coiyma. O60CHOBaHbI PEUMYIIECTBA
MCI0JIb30BAHHST COLMOJIOTHYECKOT0 MO/IX0/1a
NpH aHaJIu3e BJAUSHUS KHHOUHIYCTPHH
Ha (hOpMHUPOBAHHE KYJbTYPHBIX U
1LIeHHOCTHBIX OPHEHTALMI Y 3pUTeJIs;
BbISIBJIEHbI TIPE/INOYTEHUS 3pUTENEel K
orpe/iesieHHbIM 2KaHpaM, 00yCJI0BJI€HHbIE
HaJIMYUeM repoeB U aHTUIepoeB, IeHCTBUS
KOTOPbIX COOTBETCTBYIOT KU3HEHHbBIM
NpUHLMIaM 3puTedisi. Flexonst u3 nocjieHux
PEHUTHHIOB KUHO(HUILMOB, HE TOJBKO
KPHUTHKH, HO U 3PUTEJIM OTMEYAIOT, YTO
B 110CJ/Ie/IHEE BPEMS 3aMeTeH CHIIbHbIH
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VKJIOH B CTOPOHY KOMEUHHOTO 2KaHpa.
XoTb KOMejIHi 1 COOUPAIOT peKOp/IHble
Kacchl, HO JIJI1 KA3aXCTAHCKOTO 3PUTEJIs
MHTEPECHBIMH M AKTYaJbHBIMH OCTAIOTCS
(hHJIbMbI COLIMAJILHOTO XapaKTepa.
ITOMY CBUJIETEJNLCTBYIOT TaKHe (PUIbMbI
BbI3BaBIIINE OOJBIION 0OIIeCTBEHHBIN
pesoHaHc, kak «bakpiT», «Kar»,
«JlacTyp», «YMpPH HJIK BCIIOMHU .
KasaxcTaniieB Bceraa BoJIHOBAJIN U
BOJIHYIOT BOIIPOCHI CAMOCO3HAHHUS,
UCTOPUUECKH BaXKHbIE COOBITHS,
colMasibHble U KyJIbTypHble IPOGJIEMBbI
o6uiectBa. M0OKHO C YBepEHHOCTbIO
CKa3aThb, 4TO (hHJIbMbI COLIMAJILHO-
KyJIbTYPHOTO Xapakrepa Bcerja OyayT
0CTaBaTbCsl MHTEPECHOU U aKTyaJbHOH,
TaK KaK OHU MOJHUMAIOT BOTIPOChI
o0LecTBeHHON 3HaYunMOoCTH. OHH CO31aI0T
MJIOUIAJKY JJ151 IEMOHCTPALMH CJIOMKHBIX
COLIMAJILHBIX TTPOGJIEM, TEM CAMbIM
pacKpbIBasi camble Y5I3BUMblE CTOPOHBDI
»KU3HM 0011ecTBa.

MeToabl

Kunemarorpad Kasaxcrana, kak u no6o#
JIPYTroil CTPaHbl, B MOCTOSIHHOM Pa3BUTHH.
Tpancdopmarius, cnetnduiecKue
0COOEHHOCTH U CBOMCTBA KMHO BCeraa
BBI3BIBA/IH OCTPBIF MHTEPEC, TaK KaK

KMHO BCer/ia UieT B HOTY CO BpeMeHeM

¥ TPAHCJHUPYET HE TOJIBKO Ty SMOXY, B
KOTOPOM CYIIECTBYET, HO U IaeT HEKUH
MCTOPUUECKHI aHAJIH3 TIPOLLITIOMY, 3€ PKAJIUT
HacTosilllee U MPOTHO3UPYET Oyjiylilee.
Kunemarorpad npus/iexas BHUMaH1e
hun0cooB ¢ MOMEHTA ero POXKJEHHS,
OJIHaKO Jinlb B KoHIle 1960-x - navasne
1970-X rr. TeopHsi KHHO BXOJIUT B KOPITYC
aKaJieMHUeCKUX IUCLUIINH. FiMeHHO

B 3TOT MepUojL hUI0CO(HS TEPEBOAUT
(oKyc BHUMAHHUSI CO 3peJINILA HA 3PUTEST
(4To BMUCHIBaeTCS B OOLILYIO T€HAEHIHIO

K M3y4€eHHMIO OTbITa HCKYCCTBA, HATp.,

B paMKaXx «pelenTHBHOH 3CTETHKN» ).
AkTyasbHBIME SIBJISIOTCS HIEH
(panityackoro KuHoKpuTHka Anape basena
€0 CB$I3U MPOCTPAHCTBEHHOTO MTOCTPOEHHUS

Kazlpa C akTHBHOCTBIO H CBOOOIOH
BOCTIPHUSITHS, C BHYTPEHHEH paboToH
cosHanus 3putensi..» (12). Ceroans ananus
(heHOMEHa 3pPUTENILCTBA TAKXKe MPOJI0JKAET
COXpaHATh CBOIO aKTyaJIbHOCTb.
TeopeTnko-meTon00rMUE€CKHE MOIXOIbI
K pacCMOTpEeHHIO KuHeMaTorpadga B
KOHTEKCTE COLIMaJIbHO-KYJIbTYPHbIX
njen obl11ecTBa, ee LeHHOCTeH U
KYJIbTYPbI OJIyYHJIH CBOE BOIJIOLLEHHE
B paborax [Tutupnma Asnekcaniposuua
Copokuna (17). I[Ipu paccmoTpenun
KHHemaTorpaa Kak BaxKHOH 4acTu
COLMAJIbHO-KYJIbTYPHOH COCTaBJIsIIOLLEH
00111eCTBA UCIOJIb30BAH CTPYKTYPHO-
(PyHKIHOHAJLHBIN MOXO/, TEOPHUST
00111eCTBa KaK KOMMYHHUKALMH, KOHLIETLIUS
KyJbTypbl. B ocHOBY MeTo0/10rHyecKok
6a3bl HCCIIEIOBAHUS TT0JI0KEHDI
o0lleHay YHble MPUHLMITBI 0O BEKTHBHOCTH
1 cuctemHoctH. TakxKe B Mcc/e10BaHUN
MCI0JIb30BAHBI OMUCATE/bHbIH METOI,
MeTOJlbl MOHUTOPHHIa MacCOBOH Mpecchl
¥ aHaJIMTHUIeCcKoe peepupoBaHue
Crelra u3uPOBaHHbIX MeJIMa CAUTOB.
Bonpoc BocnpuaTHSI KHHOTIPOU3BEICHHS
3pUTEJISIMH BOJIHOBAJIA CO3/laTeslell KHHO
1 KHHOKPUTHKOB BO Bce BpemeHa. [laxe
MOsIBUJIACh CAMOCTOSATE/IbHAS OTPaC/b -
busbMoJIorKs, uaydaroniasi QU3U0JOruio U
MICUXOJIOTHIO BOCTIPUSITHSI 3PUTEJISIMH.
Taknm o6pasom, HapaBHe ¢
(yHraMeHTaNbHBIMU U3MEHEHUSIMU B
9BOJIIOLIMH KHHeMaTorpada, HeH3MeHHO
aKTyaJlbHbIM OCTAIOTCS €r0 MPaHULLbI U
npaktuka. [Tosromy oco6eHHO BaxKHbI
COBpEMeHHble TEOpeTHUECKHE MOJIXO/Ib,
KOTOpbI€ M03BOJISIIOT LIKPEe U3y4aTh
KUHeMaTorpauyeckyio MpakTHKY U ee
MHTEpTpeTallui, KOTOpble 3HaUMMbl He
TOJILKO JI/151 TOHUMaHHs1 HCKYCCTBA KHHO,
HO U JUI51 COLIUAJIbHO-KYJIbTYPOJIOrHUECKOT0
OCMBICJICHHS.

Ouckyccua mnm obcyxpeHue

Bcem usBectHo, uto KuHemaTorpad Ha 3ape
CBOEH JeATeJIbHOCTH BLIMOJIHS OOJIblIe
pa3BJjieKaTeIbHYI0 (YHKIIHIO, TOTOM —



nHpopmaonHyio. Crycts 10roe Bpems,
copMHUpOBaB CBOH H306pa3UTe IbHbBIH
13bIK, CHCTEMY 3BYKOPEKHUCCYPbl U
MOHTazKa, 000raTHBIIKChH OTIePAaTOPCKUMH
TEXHUKAMH U BbIPa3UTeJIbHbIMU
Cpe/cTBaMM, KUHemMaTorpadg craj HOBbIM
CNocOOOM Xy/I0?KECTBEHHOTO BOCTIPUSITHS
MHpa.

«...DUJIbLM M0JIb3yeTCsl 3/1eMEeHTaAMU
JIUTEPATypPbl — CIOXKETOM, ipaMaTyprued,
CJIOBECHBIM TEKCTOM, MeTapopoil U Tak
Jlajiee; TeaTpa — aKTepPCKOW UTPOH, TPUMOM,
JleKopalyei, ocBelleHHeM;
M300Pa3UTENbHBIX HCKYCCTB —
KOMTO3HUIIMeH MU3aHKaIpa, MOCTPOeHHEM
MepCreKTHBbI, TPAKTOBKOH KOJOPUTA U
LIBETOBOH raMMbl; My3bIKH,
HeMoCpeACTBEHHO 3ByUalllell ¢ SKpaHa uiu
OTMOCPEIOBAHHON B KHHEMATOTpaduueckom
putMe...» (Meifinax 6). I1ist Toro 4to6bl
ray6:xe NOHUMAaTh COCTOSIHUE
COBPEMEHHOI0 KAa3aXCTAaHCKOT0
KMHeMaTorpada, cjeyeT pacCMOTPETh
0cOoOEHHOCTH MUPOBOTO KHHEMaTorpada ¢
TOUKH 3peHHUsI IJ100aau3alMH JAHHOH
unaycrpud. C Hauasa XI Beka
KuHemarorpad craj npuobpeTatb HOBble
XapakrepucTuku. [ TosiBUI0CH MHOYKECTBO
BAapHUAHTOB JUIsl TIPOM3BOJICTBA H
pacnpoctpanenust kuno. [losiBusoch
OTPOMHOE KOJIMUECTBO MaTHOPM, TaKnue
kak, Amazon Prime, usu, Kunonouck HD,
Netil ix u gp. Otciona cienyert, uTo cucrema
KUHeMaTorpathuu BOJIOLUMOHHBIM MTyTeM
npuobpeTaet ryoGaNbHbIA XapakTep, Bce
ACreKThl POM3BOJCTBA KHHOMPOIYKTa
noasepraroTcs raodanusannu. Bo-nepsbix,
(usbMBbI cO31at0TCS GOJBILIMM KOJHYECTBOM
Jiojielt; TakxKe 60Jbliiasi 4acTh paboThl
oTaaeTcs Ha ayTcopcHHr. Yacro gpuibm
CHUMAIOT MapaJijieIbHO B HECKOJIbKUX
crpaHax. Bo-BTopbix, MHOTHE CTpaHBbl
npeayaraioT quddepeHIpoBaHHble
CIOXKETbI, CrellHHIECKUX FepoeB U
ucropuu. [Ipumepom caykaT Koperickue
JIOpaMbl U TyPEeLIKHE CepHalbl.
['no6anusatius HHILYCTPUU UMEET CBOU
nutockl. baaropapst KyabtypHomy U
npoeccroHaIbHOMY 0OMEHY pacTeT

KauecTBO TEXHHUECKOTro obecreyeHus,
BHe/IpsitoTCsl HOBble NpueMbl. [1o cyioBam
COLIMOJIOTOB KHHO HE TOJIbKO pe3yJ/ibTaT
rio6anu3alny, a 1axe ee NpoBOJAHHK, TaK
KaK B HacTosillee Bpems Jilo00e KHHO
JIOCTYTIHO /151 TPOCMOTPOB B J1I060# TOUKe
3eMJIM U TaKUM 00pa3oM 3pHUTeJH B Kypce
BCEX KUHOCOOBITHH, TPEH/I0B U 3HAKOMbI CO
BCeMH HOBbIMU nepcoHaxkamu. Ente B 60-x
rr. XX B. AMepHKaHCKHH COLIHOJIOT
Mapuian Maxkioss BBes Tepmut global
village, uTo nepeBoanTCS Kak raobasbHast
nepesHs. [To MHeHHIO courosora, MUp
CKaJICs JI0 YPOBHS IEPEBHH U 32 CEKYH/Ibl
BCsl HH(OpPMALLUS MepeaaeTcsi 3a ThICSIUU
KusomeTpoB. Takas cutyauus coausuia
BCEX JIIOJIeH 110 MUPY U NpUBeJa K
M3MEHEHHUsIM CaMOro Xxapakrepa cBsizu. B
MTOre NPOU30LLJIA HHTErPaLUs BCeX KyJbTyp
— reorpacguuecKmx, HallMOHAJIbHBIX,
9THUYECKHUX, UTO MPUBEJIO K CO3/IaHUIO
cy6KyabTyp (D). baaronaps koperickum
Jlopamam, B Halllell cTpaHe cTaJa MoryJsipHa
KOpencKas KyxHsi, a ¢ pPOCTOM
TOMNYJIAPHOCTH TYPELKHX CEPHAJIOB, B MOJIE
YKpallleHHs] B BOCTOYHOM CTHJIe, a TaKxkKe
MMeHa Typelkux aktepos. Takoe
T0JIO?KEHHE KyJIbTYPbl COLMOJIOTH HA3BaJIH
«TJIOCKUM MUPOM», T.e.ryo0ajibHoe
cOJIKEHHE BCeX KYJIbTYP B AKTUBHOH CeTH
KOMMYHHUKauuu. HecoMHeHHO, Takoe
cOJIMKEHHE OTKPbIBAET nepejt
KruHemarorpagom 6oJibliKe MepereKTHBbI,
3pUTEJIH, HAXOACh 1I0Ma, MOTYT
3HAKOMHTBCS € KyJIbTypo# apyrux crpad. Ho
CTOUYKH 3PEHHST Xy/I07KECTBEHHO-
3CTETHUECKON LIEHHOCTH OHO UMeeT
HEKOTOpble OTPHLIATEbHbIE TTOCJE/ICTBHS.
To ecTb 3puTesin pasnesiaTcs Ha 1Be
KaTeropuu: OfIHU OyIyT MoTpeOIaTh
roTOBYI0 HH(bopMalHIo 6€3 KPUTHIECKOTO
BOCIIPUSATHSA, IpyrUe OyayT COCOOHDI
oTOUpaTh HYKHYIO HH(PMALIHIO OT
HeHy>kHOH. [ToaToMy KuHemaTorpad nmes
OrPOMHOE BJIHSIHHE, MOYKET MOCJYKHTh
MHCTPYMEHTOM JI71s1 OOJIbIINX UMITEPUU
0Ka3aTb «JIaBJIeHHE» Ha COLIUOKYJIbTYPHbIE
YCTaHOBKH JPYruX cTpat. /st Toro uto6sl
NpoaHan3upoBaTh PoJib KMHEMaTorpadga B
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oOL1ecTBe HEOOXOIMMO PACCMOTPETh
colpalbHble PYHKIHH KHHOUCKYCCTBA B
1LeJIOM. 3/1eCh M0JIe3HO 06paTUTLCS K
Tpyaam cotnogiora Xoce Opreru-u-
["accera, KOTOPBIi U3ydas PeHOMEH KUHO C
COLIMOJIOTHYeCKO# TOUKH 3penus. [To
MHEHHIO Y4eHOT0 Mo PHUIbMaM MOXKHO
CYIIUTb O COLMAJILHOM IOJIOXKEHHH CaMOro
o61ecTBa. C ero TOYKH 3peHust MOIUMHHOE
MCKYCCTBO BbI3bIBAET y 0011eCTBa
oTTop:keHue u HenpuusitTie. CyTb B TOM, 4TO
00111eCTBO HE FOTOBO K MPUHSTHIO
HACTOSILLEro HCKyceTBa «...HoBoe nekycerBo
ob6pautaetcst K 0co60 olapeHHOMY
MeHbLIMHCTBY. OTClo/1a — pasjipazkeHue B
macce. Korna komy-To He HpaBuTCS
MPOU3BE/ICHHE HCKYCCTBA HMEHHO
MOCKOJIbKY OHO MOHATHO, 9TOT YeJIOBEK
YYBCTBYET CBOE [IPEBOCXOJICTBO HA/l HUM, U
Torja pasjipazkeHuto Het Mecta. Ho korna
Belllb He HPaBUTCS MOTOMY, UTO He BCe
TMOHSITHO, YeJIOBEK OLLLyLIaeT ceOst
YHH2KEHHBIM, HAUMHAET CMYTHO M0J103PeBATh
CBOIO HECOCTOSITE/IbHOCTD,
HEIOJIHOLLEHHOCTb, KOTOPYIO CTPEMHUTCS
KOMIEHCHPOBATh BO3MYLIEHHbBIM, SIPOCTHBIM
CaMOyTBepIKIECHHEM Tepe]l JIULOM
npousBeeHusi» (221). KacaresbHo
COBPEMEHHOI0 MaccoBOr0 UCKYCCTBA, OHO
OPHEHTHUPOBAHO HA NOTPeGHOCTH
GOJIbILIMHCTBA. A MHTe/IEKTYaIbHOE
NpousBesieHHe TpeOyeT y 3puTelis rryOboKHX
3Hanui. «Takum ob6pasom, cerojts
3a4acTylo He 3pUTeJIb CYIUT
KUHOIIPOU3BECHUE, a OHO — CBOEr0O
spuress (A6uynnaesa 10). Mictunnoe
MCKYCCTBO HepopMasbHO pasjiessieT
00111eCTBO Ha JIBE KaTeropuH, KOTopble
NOJISIPHO BOCITPUHUMAIOT Xy/102KECTBEHHOE
TBOpuecTBO. Takke KHHopexkuccep Jlyu
Jeuttok nucaJl, 4To 3puUTeIsIM KUHO HET
HeOOXOIMMOCTH HMeTb 0COOble YMCTBEHHbIE
CrOCOGHOCTH, O UeM HeJlb3sl CKas3aThb sl
JoOUTes e My3bIKH H JINTEPATypbl, KHHO
npeaHazHaueHo ajs maceol (23). B to xe
BpeMsi, KHHemMaTtorpad Kak HUUTO JIpyroe
COOTBETCTBYET H/IeSIM HOBOH ICHXOJIOTHH,
OH crnoco6eH K MOHUMaHHIO CBSI3H MEXK1y

cyObeKTOM U BHEITHUM MUpoM. Camo 1o
cebe KMHemarorpagusi HMeeT COBOKYIHOCTb
3HAUYeHHUH: ee MOXKHO PacCMaTPUBATh U KaK
CPEJICTBO MacCOBOH MH(OPMALMH, KaK
MeJ/iMa, Kak UCKYCCTBO, KAK HHCTPYMEHT
KOMMYHHKALIMH, KAK COLLMAJIbHO-
KyJIbTYPHbIH HHCTUTYT, a TaKxkKe Kak
MHLyCTPHIO 5KOHOMUKH. [To MHeHHIO
Basiepust AnatosibeBiua MOHACTBIPCKOTO
«KHMHO - HCKYyCCTBO CHHTETHYECKOE,
NPOCTPAHCTBEHHO-BPEMEHHOE,
3BYKO3pHTEJIbHOE, 0ObeIMHSIOLIee Ha
TEXHUUECKOH OCHOBE B OJIHO KaYeCTBEHHO
HOBOE XYJI02KECTBEHHOE 11eJ10e
BbIPA3UTEJ/IbHbIE BO3MOXKHOCTH MHOTHX
nckycets» (80). [To cioBam Cepres
JmutpueBuua BacuibeBa «kuHematorpadg
— 3TO MHOT00OpAa3Hoe SABJICHUE,
oObeMHsALLee B cebe caeytolme
COCTaBJISIIOLLIME: CAMM KAPTHHBI KaK MPOJyKT
KUHOTBOPYECTBA; KWHOMPOU3BOJCTBO;
KMUHOIPOKAT U CeThb KHHO3PEJIHILIHbIX
MPENPUSATHH, CYl11eCTBOBABILINX
JIOCTATOYHO ABTOHOMHO; KHHOTEOPHIO,
BKJIIOUAIOLLYIO B ceOs1 KHHOTIEIarOTHKY,
MCTOPHUIO M ICTETHKY KMHO, a TaKxKe
KHHOKPUTHKY» (12). UTo KacaeTtcs
MacCoBOH KOMMYHHKALMH, COLMOJIOT
["aposba Jlaceys.1 Bblies M HECKOJIBLKO
OCHOBHBIX (PYHKIIMH KOMMYHHUKAILIUH — 3TO
HabJI0/IeHUE 3a OKpYzKalollel cpeloH,
BbISIBJIEHHE CBSI3W MEXKJLy CJIOSIMH 00111eCTBa
NpU pearnpoBaHWK Ha cpejly, nepeaada
COLMAJIBHOTO OMbITa HOBOMY MOKOJICHHIO
(217). KacaresibHO KMHO, KaK HHILYCTPUH
9KOHOMMKH, MOXKHO C YBEPEHHOCTBIO
CKasaTh, YTO B MOCJIEIHNE TO/Ibl Bce cephbl
KyJIbTypbl KOMMEPLHAJTU3UPYIOTCS.
Hanpumep, maccoBoe KMHO 1 aBaHTapjiHOe
pa3BHUBaJsCh napasiensHo. Kommepueckue
busbMbl HaGUpaJsn 060POThI, pa3BUBAJIN
CBOM KaHPbl, B TO BpeMsl KaK aBaHrapj He
MMeJ1 11eJIh coOUpaTh Kacchl, a 3aHUMaJICs
TBOPUECKHUM MOUCKOM U [TO3HAHHEM
JIeACTBUTENBHOCTH. B TO 2Ke Bpemsi
CYLLECTBYET JIOCTATOUHOE KOJIMYECTBO
(prIbLMOB, coueTatolMx B cebe MacCoBYIO
MOMYJISIPHOCTb U MOAJIMHHbIE TBOPUECKHE



unen. TakxKe MHOTO TPUMEPOB KOra
perkuccepbl, 3aHUMaloLLecst
9KCMEPUMEHTANILHBIM KHHO, CITYCTsl BpEMSI
CHUMaJIM KoMMepueckue (usbmbl. Kuno,
KaK MHIYCTPHUsi SKOHOMHKH, B COBPEMEHHOM
Kasaxcrane 3anumaeT He6O0JIbLIOE MeCTO,
XoTs1 U obecrieynBaeT paboyuMH MeCTaMH
6oJblII0e KOJMYeCTBO Jiofeh. KnHo, Kak
COLMAJIbHBIA MHCTUTYT UTPAET OUYeHb
GOJIBLIYIO POJIb B €€ NPeeMCTBEHHOCTH U
nocJsenoBatesbHocTH. Muxaua FBanosuu
JKabckui oTMeyal, 4To « KHHO Kak
MHCTHUTYT NPEACTaBJACT COOOH COLMAIbHOE
oO6pazoBaHue, B IPOCTPAHCTBE KOTOPOTO
JIOJI KOMMYHULIUPYIOT C TOMOLLbIO
creuudUUecKoro Xy10KeCTBeHHOTO sI3bIKa,
Y/IOBJICTBOPSISt CBOH SMOLIMOHAJIBHO-
M03HaBaTeJbHbIE U HHbIE TOTPEOHOCTH »
(420). Yro kacaeTcst COLIMOJIOTHUECKOH
XapaKTePUCTHKN KMHO, 3/16Ch BaXKHO KaK
OTPaXKaloTcsl pas3jiMuHble CoLUaNbHble
sIBJICHUS U Bompockl. Ec/in pacecmaTpuBath
BCIO 9BOJIIOLMIO KUHO, TO KUHO [103BOJISIET
M03HaTh MPOOJIEMbl Pa3HbIX BPEMEH U 310X,
a TaKkyKe MO3BOJISIET MOHSATh, KAK MEHSIETCS]
OTHOLIEeHHe 0011leCTBA Ha pasHble
aKTyaJibHble BOMPOCKI BpeMeHHu. Muxaui
MBanosuyu YKabcKuil BbiiesisieT HeCKOJIbKO
TPy KacaTesbHO (hyHKIIHOHAJbHBIX
oco6eHHOCTelH KuHemMaTorpaga, Bo-nepBbIx
- «3CTETHUYECKYI0, COLMATU3UPYIOLLYIO
(yHKIMH, PYHKIMIO 3aKpeMNIeHHUsT U
pa3BUTHsI CUCTEMbI 0011IeCTBEHHbIX
OTHOLLIEHHH U KOMMepPUYECKYI0 (PyHKIIHIO»;
BO-BTOPbIX MOIUE€PKUBAIOTCS
KOMMYHHMKATHBHAs1, lI03HaBaTe/bHas,
BOCIUTATE/IbHAS], IBPUCTHUECKAS H
pasBJyiekaresibHas ynkuuu (13). Takxke He
MeHee BaXKHbIMU SIBJISIIOTCS HE0J10THYeCKast
LIEHHOCTb U KOMMepuecKast MPUObIIbHOCTD.
J1151 usMepeHust JIaHHOM 1LLeHHOCTH
COLIMOJIOTH HCCJIeYIOT YPOBEHb
noceLaeMoCTH KHHOTeaTpoB, a TaKxkKe
npeanouyteHus aputedsieit. OcoOblil MHTEpeC
JUIS1 UCCJIEIOBAHMS BbI3BIBAIOT TAKKe
MY2KCKHe M 2KeHCKHe 00pasbl, crielinduka
JKaHPOB, OTPaKeHHe orpe/ieIeHHbIX
ColMaJIbHBIX TPOOJIEM.

PesynbTaTthl

B nocsieniHne rospl oTeuecTBeHHbIE
(hUIIbMBI M0J1B3YIOTCS GOJBLION
TMOMNYJISIPHOCTBIO, ObIOT PEKOP/bI U
co6upalot kaccosblie c60pbl. CoryacHo
MHEHHIO 9KCTEePTOB, KHHOMH/LCTPHs]
JIEMOHCTPUPYET KaueCTBEHHbIH 1
KosinuecTBeHHbIN poct. [To nanubimM Bropo
HalMoHaJ/bHOH cTaTuCTHKU 3a 2023 roj
cHATO 387 Ka3aXCTaHCKUX (PUJIbMOB, 3TO
6osiee uem Ha 50 % Gosibliie yem 3a 2022
ron. U3 uux 25% MOJIHOMETpaKHble
(hUIIbMBI, U3 KOTOPBIX OKYMEHTaJbHbIX
— 50, MrpoBbIX — 35, XPOHUKAJIBHBIX —

9, anumaumonubix — 3 (Kasaxcranckas
npasaa, 26 anpessi 2024 r.). C pazutrem
HalMOHAJbLHONH SKOHOMHUKH U BO3POKIEHUEM
HAaUMOHAJbHON HIEHTHYHOCTH CTOUT
OTMETHTb H MHOTOOOpa3ue BbITyCKaeMbIX
K1UHOMpoaykToB. 1o nanubiM noprana
«KrHOTMOMCK» MOYKHO OIIEHUTh KaHPOBbIE
MPErnouYTeHNs Ka3axCTaHCKOH ayInTOPUH
(www.kinopoisk.ru). (Ta6auua 1)

CornacHo peititunry noprana «Ilocne
TUTPOB>» Cpeld (PUIBMOB, BbILLIEIILIHUX B
MpoKaT 3a MocJ/e/iHKE 1B rola HaHOOJIbILIYIO
MOMYJSIPHOCTD, MOJYYHIH HCTOPUIECKUH
dbubm «KAUT» Aficynrana CentoBa;
nerektuB «[osmad» Anunbxana Ep:katosa,
«Urpok» Ilnaca beptuca; «Illekep»
Aiirope JKosnackanu, «5:32» Anuiepa
Yrena. Takke HapaBHe ¢ PUIbLMaAMU
NpU3HaHKWE 3pUTEJIEH MOTYUaI0T U CepHalIbl.
Takue cepuasnbl Kak « MOIIEHHUKH»,
«5:32», «Illekep» cTaJju MomyJssipHbl
He TOJIbKO B CTpaHe, HO U 3a MpejiesaMu
Kasaxcrana. He masioBaxKHO OTMETHTb
TO, 4To BecHoi 2024 roaa B poccuicKHil
MPOKAT BbILLEJ MOJHOMETPaXKHbIH
Tpusiep «IIpurosop» pexuccepa Jlnaca
Bepruca, rine ocnoBHast uaesi - 6opboa 3a
crnpaBeiMBoCTb. Crieytolinid puiibm,
CHATBIH HEJIABHO Ha COLMAJIBHYIO TEMY,
TaKKe MoJy4ns 6OJbIIOH OTKIIHUK Y
gputesieit. Jlpama «Kuanb nocse»

Epnapa Hyprasnuesa, noBecTByeT 0
MOJIOJIOM MY?KUHHE, TTOJTyYHBLIEM TSIZKEJYIO
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Ta6nuua 1. PeiituHr 12 nyywmx ¢punbMoB, npousBeaeHHbIX B Pecny6nmke KasaxcraH
(maHHbIe HA OKTA6pPbL 2024 ropa)

N2 | HasBaHue Fopa Bbinycka | XXanp Pexwuccep Peittunr
1 ]5:32 2022 Letektus Anvwep YTeB 8.2
2 | MoweHHUKM 2023 Kpumunan Omxac Hypbai 8.0
3 | Wan 2012 Tpunnep Epmek TypcyHoB 7.8
4 | bakpIT 2022 Hpama Ackap Y3abaes 7.8
5 | YepHbiit oBop 2023 boesuk [uac beptuc 7.7
6 | Tomupuc 2019 McTopuuecknit punem | Akan Cataes 7.7
7 | Hayun MeHa xuTb 2023 Komenus AkaH CaTtaes 7.6
8 | Paketup 2007 Kpumunan AkaH CaTtaeB 7.6
9 | bpat unu 6pak 3 2024 Komepus AHBap MamxaHoB 7.6
10 | Nleto 1941 ropa 2022 BoeHHbIN bek6onar Lekepos 74
11 | TanTbiM-ay CeHi 2023 Komepus AHBap MamkaHoB 7.4
12 | MauaHckas uctopusa | 2022 Komepnus Hypcyntan Jxymabekos | 7.3
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usnueckyto TpaBmy. OCHOBOM 1151
(usibMa NocJyzKuJIa peasibHas HCTOPHUst
cembi. Pexxuccep Epnap Hypranues cmor
110Ka3aTh He MPOCTYyI0, HO TPOraTeJ/bHYyI0
MCTOPHUIO TEX, KTO MepexKUBAeT TPYAHbIH
nepuos KU3HU. PUIIbM YUHUT He CIaBATHCS
1 60POTHCS 32 KU3Hb. DTH M0Ka3aTe/u
FOBOPSIT O TOM, UTO Halll 3pUTEJb YCTaJ OT
OTHOTHTTHBIX KOMEJIUH, U MPENoIuTaeT
(UIIbMBI Ha cepbe3Hble COoLabHble
TeMbl. B 311X hrsibmax 3auactyio eHTpom
KOH(JIMKTA CTAHOBHUTCS OBITOBAST HCTOPHSI
0ObIYHOM CeMbH, HO Yepe3 Hee MOCTeNeHHO
packpbiBatoTcsi 6oJiee cepbe3Hble
npobJieMbl Bcero o6uiectBa. MoxKHO
CKasaThb, YTO KMHO COLIMAJILHOTO XapaKTepa
SIBJISIETCS 3€PKAJIOM OTpakatolliee Bce
npoucxozsilee B coluyme. JleMOHCTpUpys
camble TIPOTHBOPEUYHUBbBIE CTOPOHbI

JKU3HH, OHO MPUIJallaeT 3puTesen K
nuanory. biaronapst sTum unbmam
aKTyaJlbHble collHaJjIbHble MPoGJeMbl
paccMaTpUBaloOTCs yepe3 NMpU3My pasHbixX
COLMAJIBHO - SKOHOMHUYECKHX CJI0eB. DTO
JlaeT BO3MOXKHOCTb pacKpbITb TeMy GoJiee
ILIMPOKO U MOJIYUUTh [JIy60KOe NOHUMaHHe
HACyLIHBIX BONPocoB. Takne huabMbl
BCerja MakCMMaJslbHO peasiiCTHYHbI - 9TO

elle ojHa MpUIMHA, MOYeMy OHH UHTEPECHDI
3PUTEIIIO.

Kak Mbl BUiMM, KHHO OCTaeTcs
MUHTEPECHBIM 3PUTEJIIO, OHO ABJSETCS TOU
MSITKOH CHJION, KOTOpast BIIOXHOBJISIET
Ha BbIGOD, JIeHCTBUS, (hOPMUPYET HALLIU
UHTepechl U 06pa3 :KU3HU. TakKe OHO
(hopMHUpyeT npeJIcTaBAeHHEe O TIOJUTHYECKHUX
UJesIX U COUMAJbHbIX YCTOAX. MuXau
Meanosuu yKabcekuit nuiiet: «[ IpunsaTo
CUMTATh, UYTO KHHO SIBJISIETCS 3€PKAJIOM
ob1uiectBa. B uapectHom cmbice
TAK OHO U €CTh, OO B JIIOOOM CJjiydyae
KHHemarorpad cosiaeT 1 pacnpocTpaHsieT
orpeJieJIeHHYI0 Ue0JI0THI0, TyCTh JlaXKe
CWJIbHO UCKaXKeHHY10. Ecaiu npeniaraemasi
3PUTEJIIO KAPTHHA MHPa CO3/laHa B
ero cCoOCTBEHHOH CTpaHe, BOCCO3/aeT
ee peaJsivi, CJI0BOM, HAlMOHAJILHA 110
CBOEMy XapaKTepy, KHHeMaTorpad MoxeT
BBICTYNATh CPEJCTBOM TPAHCJSLIMH OT
MOKOJIEHHS K TTOKOJIEHHIO COLIUAJIBHOTO
OMbITa IAHHOTO 0011ECTBA, CPEJICTBOM
MO3HAHUS HAPOJIOM CBOEH HCTOPHUU U
KYJbTYPHOI camoObITHOCTH. Eciin ke
KHHemaTorpacduiyeckasi KapTiHa MUpa B
OCHOBHOM MMMOPTHPYeTCs, hOPMUPOBAHHE
CPEICTBAMM KHHO COLIMOKYJIBTYPHOH



WIEHTUUHOCTH UHIMBUIA U HAPOJA B 11€J10M
yTpauuBaeT HallMOHAJbHbIE KOPHU» (44)
Jladibliie OH J0TModHseT: B 310l cBsidn
KaKJI0My rOCYJIapCTBY OU€Hb BAXKHO Y/IE/SITh
BHUMaHHe HallHOHAJIBLHOMY KHHeMaTorpady,
MOCKOJIbKY PeryJiupoBaHue 3Toi cepbl
MO2KET cocoOCTBOBATD MOJUIEPAKAHUIO U
YKPEIJIeHHIO HALLMOHAJIBLHON HIICHTHUHOCTH,
LIeHHOCTEH, KYJbTYPHbIX 00Pa3LloB H JIp.
Takum o6pazom, knuematorpad
Kazaxcrana, kak 1 10600 pyroi cTpaHbl,
MMeeT CBOM crieliuduueckrue 0CoOeHHOCTH.
Ha npotsizkenuu Bcelt 9BOJIOLUMN MEHSJIACh
crieurduKa Mpou3BoACTBa, MacluTao,
crocobbl pacnpoctpanenusi. C nosiBjieHHeM
MCKYCCTBEHHOTO MHTEJIJIEKTA POUCXOJUT
TpaHchopMalys BCeX TEXHOJNOTHH, B TOM
yMcsie U KHHOMPOoU3BojCcTRa. baiaronaps
MCKYCCTBEHHOMY UHTEJJIEKTY MHILYTCS
clueHapuil, o6pabaTbiBatOTCs KaJphl.
B ckopom BpemeHH, BO3MOXKHO, GyjieT
noJy4ath Kajapbl ¢ JIOOBIMH MTePCOHAKAMHI
¥ cloxKeTaMu. PasBUBaloTCsl HHTEPHET-
n1aTGOpPMbl, KOTOPbIE TpeIaraoT
6oJiee LMPOKHE BO3MOXKHOCTH J0CTYIA
K KHHOTPOJyKLMK. PacTeT nHTepec K
A3MATCKOMY KHHO W MOXKHO MPE/ITON0KHTb,
4TO 3Ta TeHJeHLMsT Oy/IeT PacTH.
Cyuiectyer elie 6oJibliee KOJUYeCTBO
MOTeHIHAJbHBIX HAMlpaBJeHUH Pa3BUTHS
MCKyCCTBa KUHemarorpacpuu. Takum
oOpasom, kuHemartorpad Bcerja OyneT
NPEACTABJSATD NJIyOOKHI HHTEpEC 11151
ucesieioparesiell BO MHOTHX HarpaBJieHHUsIX.

OCHOBHbIE NONOXEHUS

Kunemarorpad — 3To npojyKT, CO3AaHHbIN
4eJIOBEKOM U HEPa3pbIBHO CBSI3aHHbIN

¢ counymoM. [Tostomy kunemartorpad
SIBJISIETCS 3€PKAJIOM TOTO BpeMEHH, B
KOTOPOH OH PeJIU3YeTCsl, OH OTPakaeT
MHPOBO33peHHe, IEHHOCTH H HHTEPEChl TOTr0
00111eCTBa B KOTOPOM OH CyLIECTBYeT.

Bhe 3aBucumMocT# 0T TOTO 3TO
HalMOHA/IbHBIA KUHEMaTorpad Hiu
MUPOBOH, OH C [I€PBbIX CBOUX AHEH
CBOETO CyLLIECTBOBAHHS OKA3bIBACT
MacuitabHOe BJIHSHUE Ha COLIMOKYJIBTYpHOE

NPOCTPAHCTBO 3puTesi. KuHo MoxeT
ObITb HCMOJIB30BAHO KAK HHCTPYMEHT
nponarasjibl LEHHOCTEH ONpeiesIeHHbIX
KyJAbTyp, rpyrn. OHO MOKET BJIUAThH Ha
thopmMHpOBaHHe orpesiesieHHOro oOpasa
OT/IeJIbHOW CTPAHbI UJIH 3THOCA, BbI3BATH
OTBep2KEHHE WJIH MOJIEPIKKY CO CTOPOHBI
3pHUTEJIsl HAa KOHKPEeTHbIe cuTyaliuu. Kuno
— MOLIHeHIIee CPEJICTBO MAHUITYJISLIUU
YyBCTBAMH 3PUTEIS.

OjHoll 13 BaxKHEHIITHX 3a/1a4
aHaJM3a BJIMsIHUS KHHeMaTorpada Ha
COLIMOKYJIbTYpPHOE MPOCTPAHCTBO 3PUTEIS
SIBJISIETCS] U3YUeHHE B3aUMOOTHOLIECHUH
KHHO C COLIMAJIbHbIMH HHCTUTYTaMH,
KaK pesiurusi, oOpazoBaHue, KyJbTypa,
MOJINTHKA. 3/1eCh YK€ BayKHO OTMETHTh
AKTyaJIbHOCTb UCCJIEI0BAHHUS KaK
KruHemarorpacg popMupyeT pasindHbie
LICHHOCTH y 3pHUTeJIEH, U KaK 3TH
LEHHOCTH B MOCJE/YIOIEM MOBJIUSAIOT Ha
BOCIPHUSATHE TOTO 2Ke KHHeMaTorpada.
HeB03M0KHO MEpeolieHUTh BJUSIHHE
(buabMa Ha MbILIJIEHHE 3PUTEJIST, TIOTOMY
KaK OHO BCer/a MOJKPenJeHO CHIbHBIM
IMOLIMOHAJIbHBIM COJIEpKAHUEM.

JlaHHbIE MTOJIOYKEHUST MOYKHO
paccMaTpUBATh KAaK OCHOBAHUS MTPU
aHaJI3e OTJIEJbHBIX KHHOTIPOJYKTOB
pasHbIX BpeMeH W HanpasJseHuit. [Tpu
TOM KHHOMPOU3BE/IeHHE CTAHOBUTCS
TOYKOH OTpaKeHUs1 HACTPOEHHSI
3I10XH, B KOTOPOH OH CHSIT, a TaKxKe
XY/I0’KECTBEHHDIX, JINUHBIX H COLMAbHBIX
NpenoYTeHUI pekuccepa, CHABILIErO
3TOT PuJibM. [JlyGoKOoe U pa3HOCTOPOHHEE
U3ydeHue BOIPOCOB BOCTIPUSITHS
COBPEMEHHBIM 3pHTe/ieM PUILMOB B
COLIMOKYJIbTYPHOM KOHTEKCTE MOMOTYT
PacKpbITh psifL TPoOJeM OTEeUeCTBEHHOM
KUHeMaTorpathiu U orpeesisiT JajbHe e
aKTyaJsibHble BOMPOCHI UCCJIE0BAHUS
POJIH KUHOUCKYCCTBA B COLMOKYJIbTYPHOM
NPOCTPaHCTBE.

3aKknwyeHue

Kax Bun 3pesuiiia kunemarorpad
TpUBJIeKaJl BHHMaHHe HcceloBaTesie
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C MOMEHTA CBOETO IOSIBJICHHS,
ToJIbKO ¢ 1960-X rT. dhoKyc BHUMaHMS
NePeBOJIUTCS C COAEPKAHUSI KHHOIKpaHa
Ha 3putesist. CeroaHs Mbl MOMbITATUCD
NpoaHa u3uPOBaTh UMEHHO (heHOMEH
3PUTENBCTBA, C TOUKH 3PEHHs COLMabHON
3HAUUMOCTH KMHO. 3PUTEJIST MOXKHO
paccMaTpUBaTh C Pa3HbIX aCMEKTOB: B
KOHTEKCTE SMOLIMOHAJBHOIO BOCIIPUSITHS,
MHTEJ/JIEKTYaJIbHOTO BO3IeHCTBHS,
COLMAJIbHON HCTOPHH U UIEOJIOTHH,

a TAKXKE KYJIbTYPHOH M 3THUUECKOH
WIEHTHYHOCTH. Bce 3T0 B COBOKYMHOCTH
ornpejesisieT COLMaNbHYIO LIeHHOCTDb H

ONbIT KHHOUCKYyccTBa. [Ipu 3TOM KHMHO,
SIBJISISICh XY/I07KECTBEHHBIM (heHOMEHOM
JIEMOHCTPUPYET JIyXOBHYIO KyJbTypY

TOro 001IEeCTBa, IJle OHO CO3/1aBaJIOCh.
LlestocTHOCTB KMHO 00yCJ/10B/I€HA
LLEJIOCTHOCTBIO KYJILTYPbI: €0 MOKHO
NPEJICTaBUTh B [IPOTHBOIOCTABJIEHHH
«Tepor — MHP», €JIMYHOCTD - KyJbTypa».
N3 sToro ciesyer, 4To KHHO He TOJIbKO
0COOBIH BUJL 5CTETHUECKOTO BO3JIEHCTBHS,
MMEIOLLUH BIUSHUE HA Xy[02KECTBEHHBIN
BKYC 3pHUTeJIs, HO M MOLLHBIA FreHepaTop
MHPOBO33PEHHs 11eJ10I0 00111eCTBa, [0TOMY
KaK JIIO[H, UMEIOLLHEe Pa3Hble KOPHH,
LLEHHOCTH W B3IJIsi/bl, TOCMOTPEB OIMH U TOT
»Ke (pUIbM, HAUMHAIOT MBICJIUTD OJIMHAKOBO.
OnbIT Ka3axCTaHCKOH KHHeMaTorpaduu
NOCJIeHUX AeCATHJICTHI IEMOHCTPHPYET
60J1b11I0H CKauOK B pa3BUTHH. OHAKO,
Ka3aXCTAHCKHE 9KCIEPThI YKA3bIBAIOT

Ha HEKOTopble MPo6JIeMbl, KOTOpbIE
3aMeVISIOT pa3BUTHE UHLYyCTPUH —
HeslocTaTOYHOEe (PUHAHCHPOBAHKE, CIa0bIH
MapKeTHHT, npobJiemMa KuHo3asos. 1o
CJI0BaM KMHOBE/IOB y IPOU3BOJIUTEIEH
KHUHO HeXBaTKa (PUHAHCOB HA MAPKETHHT
(usbMa, TaK Kak OHM He UMEeIOT NpaBa
TPaTUTh FOCY/laPCTBEHHbIE JIEHbIH Ha ee
npoasuxKenue. Ellle 0IMH MOMEHT, KOTOPbIH
NPEensATCTBYeT PA3BUTHIO KA3aXCTAHCKOI0
KHHO, 3TO TO, YTO [IPOU3BOJIUTE/H He
3aUHTEPECOBAHDI B [IPOKATE, TAK KAK

BCe NpaBa NpUHaIeKaT rocyjapcTsy. B
MHPOBOH MPaKTHKe KHHEMATOrpahUCThl
3apabaTbIBalOT Ha MpojaKax Gpuabma 1

Ha CTPUMMHTOBBIX MJ1aTopMax, uTo B
Ka3axCTaHCKHUX peaJsiisiX HeBO3MOKHO.
KacaresibHo npo6JieMbl ¢ KHHO3aJ1aMHU,
60JbllIMe KHHOTEATPhI JIOKAJIU30BaHbI B
Tpex KPyMHbIX ropojiax Hallel cTpaHbl:

B Acrane, Asuimarol u B LlIbiMKeHTeE.
Heob6xoanmo petinTh Bonpoc co
CTPOUTEJILCTBOM KHHO3aJ10B U B PErHOHAX.
B nocsiennue rospl Takue cTpaHbl Kak
Kurati, Typuus, Kopesi, @paniys akTuBHO
MPOJIBUraloT CBOIO KHHOMHyCTpHI0. B
Kasaxcrane Takxke ycreuino pa3BuBaercsi
BHYTPEHHHUI pbIHOK. Kak paHee Obli0
OTMEUEHO, Ka3axCTaHCKHEe PUJIbMbI Cero/IHs
nonyJisipHee roJulMByICKHX 6JI0K6aCcTepoB.
B 10 e BpeMsi, rocy1apcTBO BCECTOPOHHE
TMOJIeP2KUBACT KHHOUHYCTPHIO CTPaHBI,
napaJijieJibHo aKTUBHO paboTatoT
KHHOLLIKOJIBI, pacTeT 60JbLI0e
KOJIMYECTBO MOJIOJIBIX MPOheCCHOHABHBIX
KUHEMaTorpaucToB, YTO FOBOPUT O

TOM, 4TO Oy/ylllee 0Te4eCTBEHHOI0
KMHeMaTorpada eliie Brepe/iy.

CoryiacHo MpoBeeHHOMY HCCJIEIOBAHUIO
MO2KHO YTBEP2KIATh, UTO B HACTOSIIIEE
BpeMsl colldasibHoe BoszieHcTBHe (social
impact) kazaxcTaHCKOr0 KMHO CTaJslo B OJIMH
pSIZL C TOKa3aTe sIMU YCTEITHOCTH (prIbMa
— KaccoBbIMH cOOpaMH M Harpaiamu.
BaxHO OTMETUTb HeraTHBHbIE MOMEHTHI,
KOTOpbl€ BCTPEUAIOTCS B COBPEMEHHOM
KMHeMaTorpadge — MnomyJsipusaiius
(emMHUHH3Ma U TOMOCEKCyaIu3ma,
CKJIOHHOCTb K JIETKOH XKU3HH U MOJyYeHHIO
ObICTPON MPUOBIIH, TTPOTNAraHia HaCHJIHSI.
[Tpocmortp busbMa urpaet GoJibLIyI0 POJib B
(hopMHPOBAHUHU MTOBEEHYECKHUX YCTAHOBOK
3puTeJIsl, KOTOPBIH Ha M0JCO3HATEIbHOM
YPOBHE B MOC/IE/IYIOIEM MPOSIBUTCS B
ero o6pase xKusnu. HekoTopble yueHbie
CYMUTAIOT, YTO MPOCMOTP (PHJIbMA Y2KACOB
MOKHO CPABHUTb C KylaHHEM B JIeASTHON
BOJIe — TOBbIIIAETCS YPOBEHb ajipeHasuHa,
yBeJIMYMBaeTcsl 60JeBOH Mopor,
yCUJIMBaeTCsl paciiernsienne Kupos. [1pu
npocMoTpe (PUIBMOB KOMEUHHOTO XKaHpa
BbIPa0baThIBAIOTCS TOPMOHbBI SHAOP(PHUHBI.
ITH rOPMOHbBI YKPETJISIOT UMMYHHTET,
MOMOTraioT PAa3BUTHIO ACCOLMATHBHBIX



CBSA3eH B MO3Te, KOTOPBIH CITOCOOCTBYET
Pa3BUTHIO TBOPYECKHX CMIOCOOHOCTEH
yesioBeka. [TosTomy sH10pHHBI HA3bIBAIOT
FOPMOHAMH 3710POBbSI U cyacThbsi. UTo
Kacaercs JJpaMaTHueCcKuX (H/JIbMOB, TO

OHH CKa3bIBAIOTCS HA MbILLJICHUH 3PUTEJISI.
[Tocsie mpocmoTpa Taknx pUABMOB 3pUTEb
HauMHaeT aHaJM31POBATh MOCTYIKH
repoeB, CPaBHUBAsH CBOIO KH3Hb C CIOXKETOM
¢duabma. B nenom, kak, u B Kakoi mepe,
(uJIbM BJMSET HA YeJIOBeKa, 3aBUCHT U

OT (hM3HUECKOTO U MICHXOJIOTHYECKOro
COCTOSIHHS YeJI0BeKa, OT €ro Xapakrepa

Bknap, aBTOpOB:

1 COLMAJIBHOTO MOJIOYKEHHUSI HA MOMEHT
npocmoTpa. HecoMHeHHO, KHHO J10JIKHO
pacKpbiBaTh MpobJeMbl 0011eCTBa U
KYJIbTHBUPOBATb BKYyC K HCKyccTBY. Ho
HeJIb351 HeJI0OLLEHUBATD U IeCTPYKTHBHOE
BJIMSIHUE KHHOOOPA30B Ha 3pUTEJIS.
[TosTOMY Ba)KHO OTCJIE}KHBATH KaKHe
KYJIbTYPHO-M/I€0JIOTHYECKHE LIEHHOCTH
TpaHCAUpyeT KuHemarorpadg, He jomycKas
NPOABHKEHUSI U MTOMYJIsIPU3ALUH
HeraTUBHBIX YCTAHOBOK, H Pa3BUBATh
KUHOUCKYCCTBO BO 6J1aro MporpeccuBHOrO
pa3BUTHA Halllero oOLLEeCTBa yepe3s
MPOJIBUKEHHE HCTHHHBIX LICHHOCTEH.

M.K. bakeeBa - aBTOp Maen, HanncaHe OCHOBHOIO TEKCTA, MOUCK LMTAT, ocbopMneHme
CNUCKa nnuTepaTtypbl, CbOpMyﬂl/IpOBKa KNHOYEBbIX Lener 1 3a4ay MCCnefoBaHus.

X. MowaHoB - penakTMpoBaHUe CTaTbM U HanMCaHMe OONOJHUTENbHOIO TEKCTA, MOUCK

uuTarT, OCDOpMJ'IEH ne CTtaTbu.

ABTOpnapAblIH, yneci:

M.K. BakeeBa - naes aBTOpbI, HEri3ri MaTiHAI a3y, Aaekce3nepai i3ney, apebuertep
Ti3iMiH pacimaey, 3epTTey/iH Heri3ri MakcaTTapbl MEH MiHAETTepiH benriney.

X. MowaHoB - KOCbIMLLA MITIHAI peaakuuanay xaHe xasy, AareKkco3aepai i3aey,

MaKanaHbl pacimMaey.

The contribution of the authors
M.K. Bakeyeva - author of the idea, writing the main text, searching for quotations,
making a list of references, formulation of the key goals and objectives of the

research.

J. Poshanov - editing and writing of additional text, search for quotations, article

design.

CAJAS Volume 9. Issue 4. 2024

=
[o)}

5

YEJIOBEK B XYAOXECTBEHHOW KAPTUHE COBPEMEHHOIO MUPA




CAJAS Volume 9. Issue 4. 2024

1

o
o

YEJIOBEK B XYAOXECTBEHHOWM KAPTUHE COBPEMEHHOIO MMPA

KA3AXCTAHCKUIM KUHEMATOTPA® B COLUMOKYNbTYPHOM NPOCTPAHCTBE COBPEMEHHOIO 3PUTENS

CN1COK UCTOYHUKOB

Abaynnaesa, 3apa. MypaToBa, Kupa. Mckyccmso kuHo. MockBa, HoBoe nutepaTypHoe
0603peHune, 2008.

Ardine, Dustine, &, Stephen, D.Perry. “A Cinematology Approach to Behavioral Change
Regarding the Mental Illness Stigma in Society: A Rhetorrectional Situational Analysis

of the Film a Beautiful Mind”, Quarterly Review of Film and Video, 2024, pp. 1-24. doi:
10.1080/10509208.2024.2391147. https://www.tandfonline.com/doi/full/10.1080/105092
08.2024.2391147 Accessed: 3 October 2024.

baseH, AHape. Ymo makoe kuHo? Mockga, MckyccTteo, 1972.

Broda, Ann. Newsies: “Carrying the Banner through Film, Live Theater, and Virtual
Theater”. Quarterly Review of Film and Video, 1-18, 2023. www.tandfonline.com/doi/abs/10
.1080/10509208.2023.2276019 Accessed: 3 October 2024.

Bacunbes, Cepreit. OmeyecmeeHHsbil KuHeMamoz2pagd Ha pybexe 3nox: ucmopus Kpu3uca.
1986-1996 22. (Ha npumepe KpacHodapckozo kpas). KpacHoaap, 2003.

Lenntok, lyn. @omo 2eHus kuHo. MockBa, HoBble Bexu, 1924.

Xabckui, Muxaun. Kunemamozpag - 3epkano unu moaom? KUHOKOMMYHUKAUUs Kak
couyuokynemypHas npakmuka. Mocka, KaHoH+, 2010.

Xabckuit, Muxann. Mobanuzm u pyHkyuu KuHo 8 obuiecmse. Mockea, HayuHo -
MCCnenoBaTeNlbCKMi MUHCTUTYT KUHOMCKYCCTBA, 2002.

3akoH Pecny6numku KasaxctaH ot 3 aHBaps 2019 roga N2 212-VI «O knHemaTorpadum» (c
M3MEHEHMWSIMU U [ONONHEeHMIMU Mo cocTosiHMio Ha 20.08.2024 r.) Online.zakon.kz, https://

online.zakon.kz/Document/?doc_id=39029378&show_di=1 [1ata obpalieHus: 24 okTabps
2024.

Mcakos, CanmaH. «HeratueHoe Bo3aeictane CMU - ycnosue, cnocobcTeytolee
NpecTynHOCTU HECOBEPLUEHHONETHUX®. AKMyadibHble 3a0a4u nedazo2uxu, Mmatepuansl VI
MexxayHapoAHOM Hay4HO-NpakTUyeckon koHdepeHuun. Anpens 2016, Yuta. URL: https://
moluch.ru/conf/ped/archive/189/9902/ lata obpalueHus: 25 oktabps 2024.

KoHuenuusa kynetypHoi nonuTukn Pecnybnmkun KaszaxctaH ot 28 mapTa 2023 ropa N2
250 Ha 2023 - 2029 ropbl. Adilet.kz, https://adilet.zan.kz/rus/docs/P2300000250. laTta
obpaleHus: 24 oktabps 2024.

KenBopTu, Kpuctodep. Kak cHumarom 6nokbacmepsl TapaHmuro, Ckopcese, Cnunbepe.
UHcmpymeHmel u packadposku pabom ayydwiux pexcuccépos. Mocksa, bombopa, 2024.

Ky3HeuoB, [laHuna. S3eik kKuHo. Kak noHUMame KUHo u nosy4ams y0o8o/scmsue om
npocmompa. MockBa, bombopa, 2019.



KA3SAXCTAHCKWUM KUHEMATOIPA® B COLMOKYNbTYPHOM NMPOCTPAHCTBE COBPEMEHHOIO 3PUTENS

Jlyywme dunbmbl u cepuansl (Kazaxctan). KuHonouck https://www.kinopoisk.ru/lists/
movies/country--122/?b=top&sort=rating [lata o6pawieHus: 29 oktabps 2024.

Lasswell, Harold. The structure and function of communication in society. Schramm W.,
Roberts D.F. The Process and Eff ects of Mass Communication. Urbana, 1971. https://sipa.jlu.
edu.cn/__local/E/39/71/4CE63D3C04A10B5795F0108EBE6_A7BC17AA_34AAE Accessed: 3
October 2024.

Levin, Daniel T., et al. “Perceiving versus scrutinizing: Viewers do not default to awareness

<
of small spatiotemporal inconsistencies in movie edits”. Psychology of Aesthetics, Creativity, §
and the Arts, 2024. https://psycnet.apa.org/doiLanding?doi=10.1037%2Faca0000462 ~
Accessed: 20 October 2024. 2
MakntoaH, fepbepT M. lMoHumaHue medua: BHewHue paciiupeHus yenosexka. MockBa, 2
KyuykoBo none, 2011. E
=}
>
Meiinax, Muppa. lMnacmuka gunsma. CaHkT-MNMeTepbypr, POCCUIACKUIA MHCTUTYT UCTOPUM .
nckyccTs, 2006. <
<
MwutTa, Anekcanap. KuHo mexdy paem u adom. Mocksa, M3patenbcteo ACT, 2024. ©
MoHacTbipckuin, AHapei. «KunHo Kak Bua uckyccreax. Tam6os, BecmHuk Tamb608cko2o iy

yHusepcumema, N2 3-2, 2001. https://cyberleninka.ru/article/n/kino-kak-vid-iskusstva/
viewer [laTta obpaleHus: 29 oktabpsa 2024.

Optera-u-faccet, Xoce. [lecymaruzayus uckyccmea. Mocksa, Mckycctso, 1991.

«MouTtn 400 pmnbmoB cozpanu B KaszaxctaHe 3a npownbiit rogy» Kasaxcmaxckas npasda, 26
anpens 2024 r. //kazpravda.kz/n/pochti-400-filmov-sozdano-v-kazahstane-za-proshlyy-
god [aTa obpaweHus: 28 oktabps 2024.

CopokuH, Mutupum. CospemerHbie coyuonoaudeckue meopuu. Mocksa, CankT-lNeTepbypr,
CbiKTbIBKAp, LIeHTp ryMaHuTapHbIX nHuumatms, 2021.

YEJIOBEK B XYAOXECTBEHHOW KAPTUHE COBPEMEHHOIO MUPA

Corbett, Kevin. “Genre Destroyed and Being Obnoxious: The Metamodernism of
Everything Everywhere All at Once”. Quarterly Review of Film and Video, 1-13, 2023. www.
tandfonline.com/action/showAxaArticles?journalCode=gqrf20&startPage=0 Accessed: 23
October 2024.

Suleimenova, Ainur, et al. “Regularities of Constructing the Narrative of an Interactive
Documentary Film as an Infotainment Phenomenon”. Southern Communication Journal,
89(2), 2023. www.tandfonline.com/doi/full/10.1080/1041794X.2023.2280654 Accessed: 2
November 2024.

Tupap, lTopaH. lIpogeccus pexuccep. YacmHsie ypoku om eenukux pexuccepos. MockBsa,
Jkemo, 2022. ISBN: 5-04-165924-0

iizeHwmelin dns XXI seka: coopHuk cmamell. MockBa, Garage, 2020.



CAJAS Volume 9. Issue 4. 2024

1

o
(o]

YEJIOBEK B XYAOXECTBEHHOWM KAPTUHE COBPEMEHHOIO MMPA

KA3AXCTAHCKUIM KUHEMATOTPA® B COLUMOKYNbTYPHOM NPOCTPAHCTBE COBPEMEHHOIO 3PUTENS

References

Abdullayeva Zara., Muratova Kira. Iskusstvo kino [Art of cinema]. Moskva, Novoye literaturnoye
obozreniye, 2008. (In Russian)

Ardine, Dustine, &, Stephen, D.Perry. “A Cinematology Approach to Behavioral Change
Regarding the Mental Illness Stigma in Society: A Rhetorrectional Situational Analysis

of the Film a Beautiful Mind”, Quarterly Review of Film and Video, 2024 pp. 1-24. doi:
10.1080/10509208.2024.2391147. https://www.tandfonline.com/doi/full/10.1080/10509208.
2024.2391147 Accessed: 3 October 2024.

Bazen, Andre. Chto takoye kino? [What is cinema?] Moskva, Iskusstvo, 1972. (In Russian)
Accessed: 7 October 2024.

Broda, Ann. Newsies: “Carrying the Banner through Film, Live Theater, and Virtual Theater”.
Quarterly Review of Film and Video, 1-18, 2023. www.tandfonline.com/doi/abs/10.1080/10509
208.2023.2276019 Accessed: 3 October 2024

Vasilyev, Sergey. Otechestvennyy kinematograf na rubezhe epokh: istoriya krizisa. 1986-1996

gg. (na primere Krasnodarskogo kraya) [Social cinema at the turn of eras. History of the crisis
1986-1996. For example, the Krasnodar region]. Krasnodar, 2003. Accessed: 3 October 2024. (In
Russian)

Dellyuk, Lui. Foto geniya kino [Photo of cinema genius]. Moskva. Novyye vekhi, 1924. (In
Russian)

Zhabskiy, Mikhail. Kinematograf - zerkalo ili molot? Kinokommunikatsiya kak sotsiokulturnaya
praktika [Cinema - mirror or hammer? Film communication as a sociocultural practice]. Moskva,
Kanon+, 2010. (In Russian)

Zhabskiy, Mikhail. Globalizm i funktsii kino v obshchestve [Globalism and the functions of cinema
in society]. Moskva, Nauchno-issledovatelski institut kinoiskusstva, 2002. (In Russian)

Zakon Respubliki Kazakhstan ot 3 yanvarya 2019 goda N2 212-VI «O kinematografil» (s
izmeneniyami i dopolneniyami po sostoyaniyu na 20.08.2024 g.) [Law of the Republic of
Kazakhstan dated January 3, 2019 On Cinematography]. Online.zakon.kz, https://online.zakon.
kz/Document/?doc_id=39029378&show_di=1. Accessed: 24 October 2024. (In Russian)

Isakov, Salman. “Negativnoye vozdeystviye SMI - usloviye, sposobstvuyushcheye
prestupnosti nesovershennoletnikh” [“The negative impact of the media is a condition
contributing to juvenile delinquency”]. Current problems of pedagogy, materials of the VII
International Scientific and Practical Conference. April 2016, Chita, URL: https://moluch.ru/conf/
ped/archive/189/9902/ Accessed: 25 October 2024. (In Russian)



KA3SAXCTAHCKWUM KUHEMATOIPA® B COLMOKYNbTYPHOM NMPOCTPAHCTBE COBPEMEHHOIO 3PUTENS

Kontseptsiya kulturnoy politiki Respubliki Kazakhstan ot 28 marta 2023 goda N2 250 na
2023 - 2029 gody [Concept of cultural policy of the Republic of Kazakhstan dated March
28, 2023 No. 250 for 2023 - 2029.]. Adilet.kz, https://adilet.zan.kz/rus/docs/P2300000250.
Accessed: 24 October 2024. (In Russian)

Kenvorti, Kristofer. Kak snimayut blokbastery Tarantino, Skorseze, Spilberg. Instrumenty

i raskadrovki rabot luchshikh rezhisserov [How blockbusters by Tarantino, Scorsese, and
Spielberg are made. Tools and storyboards from the best directors]. Moskva, Bombora, 2024.
(In Russian)

Kuznetsov, Danila. Yazyk kino. Kak ponimat kino i poluchat udovolstviye ot prosmotra [The
language of cinema. How to understand cinema and enjoy watching it]. Moskva, Bombora,
2019. (In Russian)

Luchshiye filmy i serialy (Kazakhstan) [The best films and TV series (Kazakhstan)]
Kinopoisk, https://www.kinopoisk.ru/lists/movies/country--122/?b=top &sort=rating
Accessed: 29 October 2024. (In Russian)

CAJAS Volume 9. Issue 4. 2024

Lasswell, Harold. The structure and function of communication in society. Schramm W.,
Roberts D.F. The Process and Eff ects of Mass Communication. Urbana, 1971. https.//sipa.jlu.
edu.cn/__local/E/39/71/4CE63D3C04A10B5795F0108EBE6_A7BC17AA_34AAE Accessed: 3 1
October 2024.

o

9

Levin, Daniel T., et al. “Perceiving versus scrutinizing: Viewers do not default to awareness
of small spatiotemporal inconsistencies in movie edits”. Psychology of Aesthetics, Creativity,
and the Arts, 18(4) 2024, https://psycnet.apa.org/doiLanding?doi=10.1037%2Faca0000462
Accessed: 20 October 2024.

Maklyuen, Gerbert M. Ponimaniye media: Vneshniye rasshireniya cheloveka [Understanding
Media: The external extension of Man]. Moskva, Kuchkovo pole, 2011. (In Russian)

Meylakh, Mirra. Plastika filma [The Plasticity of Film]. Sankt-Peterburg, Rossiyskiy institut
istorii iskusstyv, 2006. (In Russian)

YEJIOBEK B XYAOXECTBEHHOW KAPTUHE COBPEMEHHOIO MUPA

Mitta, Aleksandr. Kino mezhdu rayem i adom [Movie between heaven and hell]. Moskva, AST,
2024. ISBN 978-5-17-095326-4. (In Russian)

Monastyrskiy, Andrey. “Kino kak vid iskusstva” [“Cinema as an art form”]. Tambov, Bulletin
of Tambov University, N¢ 3-2, 2001. https://cyberleninka.ru/article/n/kino-kak-vid-
iskusstva/viewer Accessed: 29 October 2024. (In Russian)

Ortega-i-Gasset, Khose. Degumanizatsiya iskusstva [Dehumanization of art]. Moskva,
Iskusstvo, 1991. (In Russian)



CAJAS Volume 9. Issue 4. 2024

1

~
o

YEJIOBEK B XYAOXECTBEHHOWM KAPTUHE COBPEMEHHOIO MMPA

KA3AXCTAHCKUIM KUHEMATOTPA® B COLUMOKYNbTYPHOM NPOCTPAHCTBE COBPEMEHHOIO 3PUTENS

“Pochti 400 filmov sozdali v Kazakhstane za proshlyy god” [‘Almost 400 films were
created in Kazakhstan last year”] Kazakhstanskaya pravda, 26 aprelya 2024 g. kazpravda.
kz/n/pochti-400-filmov-sozdano-v-kazahstane-za-proshlyy-god. Accessed: 28 October
2024. (In Russian)

Sorokin, Pitirim. Sovremennyye sotsiologicheskiye teorii [Modern sociological theories].
Moskva, Sankt-Peterburg, Syktyvkar, Tsentr gumanitarnykh initsiativ, 2021. (In Russian)

Corbett, Kevin. “Genre Destroyed and Being Obnoxious: The Metamodernism of
Everything Everywhere All at Once”. Quarterly Review of Film and Video, 1-13, 2023. www.
tandfonline.com/action/showAxaArticles?journalCode=gqrf20&startPage=0 Accessed: 23
October 2024.

Suleimenova, Ainur, et. al. “Reqularities of Constructing the Narrative of an Interactive
Documentary Film as an Infotainment Phenomenon”. Southern Communication Journal,
89(2), 2023. www.tandfonline.com/doi/full/10.1080/1041794X.2023.2280654 Accessed: 2
November 2024.

Tirar, Loran. Professiya rezhisser. Chastnyye uroki ot velikikh rezhisserov [Profession director.
Private lessons from great directors]. Moskva, Eksmo, 2022. (In Russian)

Eyzenshteyn dlya XXI veka: sbornik statey [Eisenstein for the 21st century. Collection of
articles.]. Moskva, Garage, 2020. (In Russian)



KA3SAXCTAHCKWUM KUHEMATOIPA® B COLMOKYNbTYPHOM NMPOCTPAHCTBE COBPEMEHHOIO 3PUTENS

bakeeBa Maauna, lNowanos YKacynan

Temip6ex )KypreHos aTbiHAaFbl KA3aK YATTHIK 6HEP aKajeMUsICh
(Anmarbl, Kazaxcran)

KA3IPI'l KBPEPMEHHIH 9JIEYMETTIK MO AEHU KEHICTITIHAETI KASAKCTAHAbIK
KWUHEMATOTPA®USA

AHHoTaums. KasakCTaHablK KnHematorpad aneyMeTTiK-M3AEHM TanLay HbiCaHbl PeTiHAE epeklue
KbI3bIFYLIbLIbIK TyAbIpaabl. KazakcTaHablk KMHeMaTorpadTbl ahaHLaHy KOHTEKCTIHAE Tanaay xaHe
KOPEPMEHHIH KMHO BHAIPICiHiH 3aMaHayu yArinepiH Kabbinaay Heri3gepiH 3epTTey XKYMbICTbIH,
»KaHanblfbl 601bIN Tabblnagbl. Makanafa KepepMeHHiH M3AEHU-KYHAbINbIK 6aFaapnapbiH
KanbINTacTblpyFa KUHOMHAYCTPUSHBIH, SCEPiH Tanaay 6apbICbiHAA COLMONOTUSABIK TACINAI KONAAHYAbIH,
APThIKLWbIIbIKTAPbI HETi3A4enin, Ka3akCTaHabIK KOpepMeHAEPAIH KaHpnapFa AereH Kanaynapsbl
aHbIKTaNAbl. OficTep. 3epTTeyaiH, aaicHamanblk 6a3acbl 0ObEKTUBTINIK MEH XXYUENiMiKTiH XXanmbl Fb1bIMU
npuHUMNTEPiHe HerizaenreH. KuHemaTtorpadusHbl KOFAaMHbIH 9NeYMETTIK-M3AEHM Kypamaac 6eniriHiH,
MaHblI3abl 6eniri peTiHae KapacTblpy Ke3iHae KypblabiMAbIK-DYHKLUMOHANABIK TSCi, CMNaTTay a4ici,
MaMaHIaHAbIPbIIFAH CaiTTapFa aHanUTUKaNbIK Tanaay xacay Tacinnepi konaarbiiabl. Hatuxenepi
YKQHe Tankbinay. KacaHabl MHTENNEKTTiH Nakaa 60nybiHa 6aiNnaHbICTbl KMHO TYCipy XaHe TapaTty
TEXHONOTUANAPbI KEHIHEH ©3repyae, a/IeMAIK KMHO BHIMAEPIHE KO/ XETKi3yre KeH, MyMKiHAIKTep
YCbIHATbIH MHTEpHeT-Nnathopmanap fAamyna. COHbIMEH KaTap, KUHOHbIH, UAEONOTUSANBIK KYHAbUIbIFbI
MeH KOMMepLMAbIK TabbICTbINbIFbI MaHpI3abl 60biN kana 6epeni. OcbiFaH 6anaHbICTbl 3aMaHaym
KepepMeHaepaiH dunbmaepai Kabbingay Maceneci TanaaHbin, KAHOHbIH, d1eyMeTTaHy/blK, CMNAaTTaMachbiH
3epTTeyre epekiue Hasap ayaapbiigbl. KUHO 3BONOLMSACbIHAAFLI TYOEremnni e3repictepMeH Katap OHbIH,
LeKapanapbl MEH NPaKTUKaChl YHEMi 83eKTi 3epTTey HblCaHbl 601aTbiHbl aHbIK. COHAbBIKTaH, KUHOHbI
3/1EYMETTIK-M3EHM TYPFbIAAH XKaH-XKaKTbl KAPacTbIpbIN KMHEMATOrPadUANbIK NPAaKTUKAHbI )XHE OHbIH,
MHTEpNpeTaLMsanapbiH KEHiHEH 3epTTeyre MyMKiHAIK BepeTiH 3aMaHaym TEOPUANbIK TOCINAEP epekLue
MaHbl3bl.

TyiiiHOi ce30ep: KnHemMaTorpadus, aneyMeTTiK-MLEHN KEHICTIK, )KahaHaaHy, KUHO QYHKLMSANAPbI,
KMHO 3/1eyMeTTaHybl.

Aaliekce3 ywiH: bakeeBa MaguHa, MowaHoB XacynaH. «Kasipri KepepMeHHiH, aN1eyMeTTiK MaAEHU
KeHicTirinaeri KasakcraHablk knHematorpadusy. Central Asian Journal of Art Studies, 1.9, N24, 2024, c.
155-173,D0I: 10.47940/cajas.v9i4.934

Anreic: «Central Asian Journal of Art Studies» XypHanbIHbIH, pefaKLMACbIHA, COHAAN-aK, aHOHUMA
peLeH3eHTTEpPre LWEKCI3 anfblCbIMbI3abl 6ingipemis.

Asmopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KallblbIFbl HOK
eKkeHOi2iH ManiMOeloi.
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Bakeyeva Madina, Zhasulan Poshanov

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

KAZAKH CINEMA IN THE SOCIO-CULTURAL SPACE OF THE MODERN VIEWER

Abstract. Kazakh cinema as a subject of socio-cultural analysis is of particular interest to both

the creators of the film product and film critics and sociologists. The novelty of the work is the
consideration and analysis of Kazakh cinema in the context of globalization and the viewer’s
perception of modern film production models. The advantages of using a sociological approach in
analyzing the influence of the film industry on the formation of cultural and value orientations of

the viewer are substantiated; the preferences of viewers to certain genres are revealed. Methods. The
methodological basis of the research is based on the general scientific principles of objectivity and
consistency. When considering cinema as an important part of the socio-cultural component of society,
a structural and functional approach, a descriptive method, and analytical referencing of specialized
sites were used. Results. With the advent of artificial intelligence, film production technologies are
changing on a large scale, and Internet platforms are developing that offer extensive access to film
products. Along with this, ideological value and commercial profitability remain important. In this
regard, the issue of perception of film production by modern viewers is analyzed, special attention is
paid to the study of the sociological characteristics of cinema. Thus, the features of Kazakh cinema

in the socio-cultural space are comprehensively considered. Along with fundamental changes in

the evolution of cinema, its boundaries and practice remain invariably relevant. Therefore, modern
theoretical approaches are especially important, which make it possible to study cinematic practice
and its interpretations more widely, which are of particular importance not only for understanding the
art of cinema, but also for socio-cultural understanding.

Keywords: cinematography, sociocultural space, globalization, cinema functions, sociology of
cinema.

Cite: Bakeyeva, Madina, and Poshanov Zhasulan. “Kazakh cinema in the socio-cultural space of the
modern viewer.” Central Asian Journal of Art Studies, Vol. 9, No. 4, 2024, pp. 155-173, DOI: 10.47940/
cajas.v9i4.934
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BJAUAHUE

[MOTPEBJIEHUS CEPUAJIOB
HA KVJIbTYPHOE
MbILUJIEHHUE:
IMITMPUYECKOE
NCCJIEJOBAHUE

HA OCHOBE TEOPUH
YAOBJIETBOPEHMUSI -
KYJIbTUBUPOBAHMUA

[MwenaeBa Anbmupa

Kasaxckasi HaloHasbHast akajieMust MCKyceTB nMeHn TemupOeka YKyprenosa (Asnmater, Kazaxcran)

AHHoTaums. bnarogaps WMPOKOMY U NIEFKOMY JOCTYMY Yepes LMPPOBbIE KaHaslbl, 3KCMAHCUS KYNbTYPHbIX
NMPOAYKTOB 3HAYMTENIbHO BO3POC/A. ITa KOHLEMNLMS CTana 0COBEHHO aKTyasbHOM B NocneaHue
[LeCATUNETUS], MOCKO/IbKY KPEAaTUBHOCTb HE TOMIbKO MPUHOCUT BUHAHCOBYH J,06aBNIEHHY CTOMMOCTb,

HO W, B HEMOHETapHOM M/1aHe, CNOCOBCTBYET Pa3BUTUIO MSFKOW CUJTbl, YKPENJISS KY/bTYPHOE BAUSIHUE

W couMarnbHble CBS3W Ha rMobanbHOM YpOBHE. B faHHOW CTaTbe pacCMaTpUBAETCS TEXHONOMMYECKOE
pa3BUTHUE CPEACTB MacCOBOWM MHGMOPMALIMM U KOMMYHUKALMU YBENMYMBAET NOTpebIeHue

KYNbTYPHbIX MPOAYKTOB, MOCKO/bKY 0b/ieryaeT 4OCTyn K MeAua yepes OHNavH-naatdopmel. [loMmmo
pa3B/ieKaTe/bHbIX U 06Pa30BaTENbHbIX LieNei, 3KCMOPT KybTYPHOM NPOLYKLMM, TAKOM KaK TeneLwoy 1
cepuarnbl, KOTOPbIK CTan BO3MOXEH Bi1arofaps OHAaWH-L0CTYNY, MOXET 3HAUUTENIbHO CTUMY/IMPOBATh
BHYTPEHHIOK 3KOHOMMKY U CO3AaTb 61AronpusSTHbIN KAMMAT AJ1S MEXAYHAPOAHOM TOProB/IU, 3aHATOCTU
W TYpU3Ma, YBEIMUMBAS JOXOLbl OT MOJbI, Pa3BiE€UYEHUM, FaCTPOHOMMUU U TYPUCTUHECKUX YCITYT.

Llenbto cTaTbu ABASETCS UCCNEA0BAHUE BANUSHUS NOTPEBNEHNS CEPUANOB Ha KYNbTYpPHbIE 3HAHWS,

a TakXe NpoBeAeHME IMNUPUYECKOTO UCCIeL0BaHMS, OCHOBAHHOTO HA TEOPUM YA0BNETBOPEHUS U
KyNbTMBMPOBaHUS. MiccnenoBaHMe HanpaBneHo HA aHann3 OCHOBHbIX GaKTOPOB U AMHAMMKU, KOTOpbIe
Lenatot cepuanbl 3QHEKTUBHBIM MPOAYKTOM KYNbTYPHOM MHAYCTPUM B PA3/IMUHBIX KYIbTYPHbIX
obuwecrtBax. B pamkax nccnegoBaHus 66110 NpoOBELEHO IMNUPUYECKOE UCCefoBaHMe. bbin ncnonb3oBaH
MeTof MHTepBbio C okyc-rpynnamu ¢ 14 no 45 nert. Pe3ynbraTbl MCCienoBaHus Nokasanu, Yto

cepuasibl 0Ka3bIBAKT MOIOXKUTENbHOE BAUSHUE HA COLMANbHYIO CTPYKTYPY, CMOCOBCTBYS YAyULIEHUIO



MEeXKYNbTYpHOM 0CBEAOMIEHHOCTU U YCTOWYMBBIM NpaKTUKaM. [1oTpebHOCTb B yA,0BNETBOPEHUN
0Ka3bIBaeT 3HAUUTENbHOE B/IMSIHWE HA NOTpebNeHUe U MeXKYNbTypHOe obyyeHue. B otanume ot
npeaplayLiMx CCNefoBaHMMI, Hall NOAX0M aKLLEHTUPYET BHUMaHWE Ha TOM, Kak Meaua-npoayKums,
hopMUpys KyNbTypHble NPeAnoYTeHUs], CNOCOBCTBYET Pa3BUTUIO rACTPOHOMMUYECKOTO TypU3Ma.

Knrouessie cnosa: cepuan, Kynbtypa, OHnanH-nnatdopma, Meaua, TeneBuaeHne, BULEOXOCTUHT,
You Tube.

Ana yumupoearus: MNweHaeBa InbMupa. «BausHWe notpebneHns cepuanos Ha Ky/bTypHble
MbILLMIEHME: SMNUPUYECKOe NCCNef0BaHUE HAa OCHOBE TEOPUM YL0BNETBOPEHUS-KYbTUBUPOBAHUSY.
Central Asian Journal of Art studies,T. 9, N2 3,2024,c.174-192,DOl:

bnazodapHocmu: ABTOp BblpakaeT CBOK 6iarofapHoCTb peaakumm xxypHana «Central Asian Journal
of Art Studies» 1 peLieH3eHTaM 3a NPOSBNEHHbIN MHTEPEC, @ TAKXKE 3@ MOMOLLb B NMOATOTOBKE LAHHOM

CTaTbU K I'Iy6f| MKalun.

Asmop npoyuman u 0006pus OKOHYaMeNbHbIU 8apuaHmM pykonucu u 3aseasiem ob omcymcmesuu

KOH@UKmMa uHmepecos.

BeepeHue

paHchopMalyst KyJabTypbl

KOMMYHMKAIIHH MOJIOJIOTO TIOKOJIEHHS
MOJ1 BO3/IEHCTBHEM ITPOLIECCOB
LUM(pPOBU3ALME — OJIHO U3 KJIIOUEBbIX
IBJIEHHH COBPEMEHHOT0 00111eCTBa,
onpejeJsiioliee He TOJbKO Crocobbl
B3aUMOJIEHCTBHUSI, HO U KYJIbTypPHbIE HOPMbI,
1IeHHOCTH 1 puBbIUKH. [{udpoBusanms
OXBaTbIBAET MPAKTHUECKH BCE aCMEKThI
YKM3HH, 1 0COGEHHO 3aMeTHO 3TO B 00,1aCTH
KOMMYHUKAIWH, T71e TPaAUIHOHHbIE
(opMbl 001LIEHHUS YCTYNAIOT MECTO HOBBIM
uupoBbIM hopmartam. B nocsientee Bpems
Ha6J1101aeTCst IPKO BbIpaXkKeHHasi TeHAEHIIUS
pocTa MoryJIsipHOCTH CEPUAJIOB B CETEBOH
KOMMYHUKaUUH. Ceprasibl CTaHOBSTCS
CPEICTBOM I7100a/IbHOTO 0OLLICHHS,
repeliaruBas uepe3 HallMOHaJbHbIe
rpaHULbl U 0O'beIMHSIST MUPOBbIE
MH(pOPMAMOHHbBIE PECYPCHI B €IHHYIO
cucremy. DTOT (heHOMEH BbI3bIBAET MHTEPEC
K Hay4HbIM IOJIX0/IaM U HaTpaBJIEHHUSIM,
CBSI3aHHBIM C aHAJIM30M BJIHSTHUS
cepHaJIbHOTO KOHTeHTa Ha obiecTBo. Haiia
3ajlaya — YTOUHUTb U Pa3BUTb OCHOBHbIE
HayuHble MOJXO/Ibl, KOTOPbIE HAM KaxKyTCsl
HauboJiee aKTyasbHbIMH U MTPOYKTHBHBIMH.

AKTyasbHOCTb TEMbI 3aKJII0YAETCS B TOM,
YTO CepHaJibl OKa3bIBAIOT 3HAYUTENbHOE
BJIMSIHUE HA BOCTIpUATHE 00111eCTBa, B
TOM YMCJie OTeyecTBeHHOH aynurtopun. Ha
npuMepe BriepBble MPOBOAUTCS aHAJH3
SMIHPHUYECKOTO UCCIe/IOBAHHS CEPHATBHOTO
KoHTeHTa. B yenoBusix riobanbHoM
LM POBU3ALMHI U POCTA TOMYJISIPHOCTH BeO -
cepHaJioB BaXKHO MOHATh, KaK TaKHe Me/ua
bopmatbl GopMUPYIOT OOLLLECTBEHHbIE
HACTPOEHHUSI, KYJIbTypHbIE PEANOYTEHHS U
CollMaJIbHbIE YCTAHOBKH ayTUTOPHH.
Kyavmyproie npodyKniel — 3T0
MarepuaJsibHble U HeMaTepHaJsbHble
AKTHBbI, BKJIIOYAIOIIHE HCTTOMHUTENbCKOE H
M300pa3uTesIbHOE HCKYCCTBO, KYJIbTYPHOE
nacienue U kontent CMU (Cepocranoa
O. b.). TexHomnornyeckoe pa3BuTHe CPEICTB
MaccoBOi HH(OPMALMK U KOMMYHHKALMH
yBeJIMUUBAET NOTpebIeHHe KyIbTYPHBIX
MPOJYKTOB, MOCKOJIbKY 00JI€r4aeT 10CTy
K MeJlia yepes OHJIalH-M1aTPOpMBbl.
[lepenoBble TEXHOJIOTHH U METO/IbI TAKXKE
MCMOJIb3YIOTCS JITISE CEMAaHTHYECKHUX
paccyzkjieHni. BbiBojibl HAa €CTEeCTBEHHOM
I3bIKE W H3BJIeUeHHEe OCHOBHOH
MH(pOpPMaIHHK U3 U306paKEHHH U TEKCTOB
CrocoOCTBYIOT KAPTHPOBAHHIO 3HAHUH, YTO
0COOEHHO T0JIE3HO MPU HHTEPIIpeTaLHH
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menua. MHocTpaHHble moTpeGUTe M
CYMTAIOTCS MOTEHUHMANBHBIMH PEKJIAMHBIMU
LeJISIMH Ha MeXXyHapOJHOM YPOBHE, U
OpeHjibl U MEeHeKE bl HarlpaBJeHUH Bce
yaule COTPYAHUYAIOT C TPOU3BOJUTEISIMH,
4TOObI UCIOJIB30BATh HHTEPECH ITHX
notpebuteser (Masunkuna). Mol
onpesiesisieM MOMyJsiPHYIO KYJIbTYpy Kak
KyJIbTYpY, BbI3bIBaIOLLLy10 BceoOliee
BOCXMIIIEHHE, COCTOSIIILYIO U3 TPOU3BENEHUH,
CO3JIaHHBIX C LIeJIbI0 TPUBJIEYEHHS
LLIMPOKOH ayJIMTOPHH. DTa KOHLIEMLUS
MPUBOJUT K (POPMHUPOBAHHIO KYJIbTYPHBIX
00bEKTOB, KOTOPble HAXOMAT OTKJIHK Y
MHoxKecTBa Jionei. [lonyasipuas KysnbTypa
MPOTUBOTIOCTABJSETCS TPATUIMOHHBIM
MPeJICTaBJACHUSIM O BbICOKOKYJIbTYPHBIX
LLEHHOCTSIX, K KOTOPbIM OTHOCHTCSI
KyJIbTypa, Co3/laHHasi HHTEJJIEKTya aMH.
OnHako cerofiis axe HHTeJIeKTyaJlbl
CTaJIKMBAIOTCS C MOMYJISIPHBIMU
KyJIbTYPHBIMH TIPOLyKTaMH, KOTOPbIe

yKe He cuuTarTcest HU3kumu. MiMeHHo
“Hapoa” sIBJISIeTCs1 co3aaresieM NomnyasspHoOi
KYJIbTYpbI, H OHa SIBJSIETCS TIOTMHHON
“napoaHoil” kysbTypoil. [llupokas ny6anka
CO3/IaeT MOMYJISIPHYIO KYJbTYpY, KaK 1
pernoHasbHyio. [lonynasipHas KysibTypa
OTpakaeTcsl B pa3jIMYHbIX MPOLyKTax

B o6iiectse (I1latikuna). [Tonynsipuas
KyJIbTypa — W CepHaJibl TECHO CBS3aHbl, TAK
KaK cepHaJibl SIBJASIOTCS OIHUM H3 KJIOUEBbIX
3JIEMEHTOB MacCOBOTO MOTpebJ/IeHHs]

B paMKax MoMyJIsIpPHOH KyJbTypbl. DTO
NPOJYKT UHyCTPHAJILHOTO 001LeCTBa,
CMBICJT KOTOPOTO MOJJIEKUT HHTEPIIPETALMH.
Ona nposiByisieTcs Yepes TOMHHUPYIOLILYIO
KYJIbTYpY, MOJULe P2KUBAEMYIO
MPOMBbILLJIEHHBIMH TEXHOJIOTHSIMH U
MacCOBbIM MTPOU3BOJICTBOM, UTO JIe/IaeT eé
JIOCTYIHOH /7151 BCEX COLMA/IbHBIX CJIOEB,
He3aBUCHMO OT MPOCTPAHCTBEHHbIX HJIH
BpPEeMEHHBIX OTpaHUUEHHH, DTOT MPOIleCC
B3aUMOJICHCTBHUSI, TAKKE U3BECTHbIH

Kak ryio6aJinsalust, HateJ st ceosi

HOBBIE KaHaJIbl, 0COOEHHO C HIHPOKUM
pacnpocTpaHeHHeM CPeJICTB MaCCOBOH
undopmaiyu. [lepenaua sananui u
KyJIbTypbl, HauaBIIasics C ra3eT, paano

1 TeJIEBUIEHHUS, T/Ie KOMMYHHUKAIUs
pasBHBaJiack B oJiHy cTopony, ¢ 2000-

X TOJIOB cTaJjia 6oJsiee ObICTPOH U
pacrpocTpaHeHHOH OJ1arofapst LHpPOBbIM
nyatopMam M TaKUM JIOCTHKEHHSIM B
00/1aCTH KOMMYHHKALMH, KaK COLHa/bHble
cetu. Teie MHD PK cepunanbl n pusbMmel,
KOTOpbI€ CMOTPSIT B Pa3HbIX CTpaHax

MHUpa, IMBepchULIMpoBasUCh GJaroaaps
TOMY TPOIIECCY U MOBBICHJIN HHTEPEC
pas3JIMYHbIX COOOLLECTB K cepHaJam,
KOTOpble UMEIOT IJ106a/IbHOE BJAUSIHUE,
MOMHMO JIOKAJIbHOTO TIPOU3BO/ICTBA.
WunycTtpus cepuanos, npejaratouias
HOBbIA KOHTEHT B IPOTUBOBEC IJ100aJbHOMY
CMpOCy B MHAYCTPHUHU CEPUAJIOB, HaYasa
peaiM30BbIBATb CO3HATEJ/IbHbIE TOCTAHOBKH,
4TOObI HAMOJMHNTD KOHLIEMLMIO HHYCTPUH
KYJIbTYpBI.

HHuOycmpuro Kyasvbmypol MOKHO
MOHUMATh KaK MPOLECC, B X01e KOTOPOTo
KyJIbTypa CTAaHOBUTCS TOBAPOM,
TMOJIBEPKEHHBIM KOMMOJU(UKALUH 1
MHIyCTPHATU3ALMH. DTa HHILYCTPHUSI
KOHTPOJIUPYETCS CBEPXY — TEXHOJIOTaMU
1 MIPOMBILLIJIEHHHKAMHU, paboTaloLIMMK
B cpepe MaccoBoil HHboOpMalyH,

TaKHUX KaK ra3eThbl U TeJeBUIeHHE, — U
OpPHUEHTHPOBAHA MPEUMYLILECTBEHHO Ha
u3BJjiedeHue npuoblid. Mubimu cioBamu,
MHIYCTPHSI KyJbTYPbl XapaKTepH3yeTCst
MacCOBbIM [TPOU3BOJICTBOM KYJIbTYPHBIX
MPOYKTOB, MOAYMHEHHBIM IKOHOMHUECKUM
TpeOOBAHUAM, UTO BEJET K MPOLECCAM
KOMMOJM(UKALIMH, CTAaHIaPTH3ALIMH
(CepocraHoBa).

Kommoodugurayus B 3T0OM KOHTEKCTE
03HAyaeT, YTo KyJbTYPHbIE LIEHHOCTH
HAYMHAIOT PACCMATPUBATBCS KAK TOBAPHI,
TJIABHOM 11€/1bI0 KOTOPBIX CTAHOBUTCS
0OMeH, a He MX BHYTPEHHSISI /1M JlyXOBHasl
LIeHHOCTb.

Cmawndapmusayus e pearnoaaraet
YCTaHOBJICHHE ONPeIesIEHHBIX TAaPAMETPOB,
KOTOpble CMOCOOCTBYIOT HoJiee JErKOMY
BOCIPUSITHIO KYJIbTYPHBIX MPOyKTOB
MaccoBOH ayJIMTOpHeEN. DTO ynpolaer
yCBO€HHE TPOAYKLHH KyJIbTypHOH
VHIYCTPHH, feasi eé peacKadyeMoi



1 OJIMHAKOBO MOHSITHOM /YISl LLMPOKOTO
Kpyra rnorpe6ureJiei, 4To B CBOIO 0UY€pe/ib
CrocoOCTBYET €€ KOMMEPUECKOMY yCIiexy.
Takum 0o6pazom, HHILYCTPHST KYJIBTYpPbI
npeBpalllaeT yHHKa bHble KyJbTypHble
(heHOMeHbI B CTaHIAPTU3HPOBAHHbIE
TOBApPbl, OCHOBHOH 11€/1bI0 KOTOPBIX
SIBJISIETCS MTOJTyueHHe TIPUObIIH, a He
pa3BUTHE KYJIbTYPHOTO UJIH JlyXOBHOTO
Hacseusl.

Teopus coyuaroro2o
KYAbMUBUPOBAHLUL OTHOCUTCS K
JI0JITOCPOYHOMY BJIHSIHHIO T€JI€BUEHHUS
Ha BOCIPUSITHE PeasibHOCTH ayAMTOPHEH.
ITOT NOJXOJL K MACCOBON KOMMYHHUKALIUH
Obl npennozker xopkem ['epOHepom
u Jlappu ['poccom u3 [lencunbBanckoro
yHuBepcutera. Kx uccsenoBanus,
M3BECTHBIE KAK «KYJbTYpHbIE
MHIMKATOPbI», COCPEIOTOUEHBI HA
M3yUEHHH TOTO, KaK TeJIeBUIEHHE BJIUSIET
Ha 3puTeJsieil Ha POTSIKEHHH BPEMEHH.
Teopusi KyJIbTUBHPOBAHHUS MOTYEPKUBAET
KymyasmusHolll 3pdekT npocMoTpa,

YTBEp2KaAas, 4TO 4aCTOE U MPOJOJ/I2ZKUTEJ/IbHOE

BO3/IEHCTBHE MEMHHOTO KOHTEHTA MOXKET
M3MEHUThb BOCIIPUSITHE PEASIbHOCTH.
['epGHep u ero Kosiern akeHTHPOBaIIH
BHUMaHHe Ha TOM, UTO JIOJITH IPOCMOTP
CO3JIaeT «CUHTE3UPOBAHHYIO PEATIbHOCTh Y,
OCHOBAHHYIO Ha MOKa3aHHbIX 00pa3ax

¥ clieHapusix. 3puTesin, 0coOeHHO Te,

KTO CMOTPHT TeJlecepHaJibl PEryJisipHo,
HaYUHAIOT BOCIPUHUMATh 9TH 00pasbl

Kak oTpakeHue peaJsibHoi ku3uu. Co
BpeMeHeM H300paXKeHHsI U CIOXKEThbI
HAaYHHAIOT BJHSATH HA BOCMIPUSTHE
3pUTeJIeH, UTO MPUBOJIUT K COYLUANbHOMY
KOHCMPYUPOBAHUIO PEALbHOCU, TIPH
KOTOPOM JIIOJI BOCTIPUHUMAIOT MHUp Uepe3
NpU3My yBUJIeHHOTO Ha KpaHe (Gerbner
& Gross). McenenoBanue KybTypHbBIX
MHIMKATOPOB HAIPABJIEHO HA OTpe/iesieHne

BJIMAHUSA TEJIEBUACHHA Ha 3pHT€JI€ﬁ. TGOpI/IH

KyJIbTUBUpOBaHus ['epbHepa nojuepkuBaeT
KYMYJISITHBHOE BO3JIEHCTBHE TeJIeBUIEHUS

1 OKOHYaTesbHOE POpMUpPOBaHHE

HOBOW PeajibHOCTU HA OCHOBE 00PAa30B
peasibHOCTH, MPEJICTaBAEHHbIX HA

tesneBunennn (CosoBbeB). CaeoBaTeNbHO,
Mbl BOCIIPUHUMAEM MHP, B KOTOPOM
JKUBeM, yepes TeseBuaenue. Jlpyrumu
CJIOBAMH, KyJIbTHBALIHOHHBIH MOJXO]
NoJuepK1BaeT 3HAYUTEJIbHOE BJIUSIHUE
TesieBuaeHus. Bausinue na dpopmuposanue
00LIECTBEHHOTO BOCHPHUSITHSI, KOTOpPOE
MOPOJIMJIO COLHAJIBHOE KOHCTPYHMPOBAHHE.

KommyHukayuonHas Kysomypa
cepuaJjia OCHOBBLIBAETCSI HA TAKOM
MCIOJIb30BAHHH, TPH KOTOPOM 3PUTEJIb
HeMoCPeACTBEHHO BKIIOYAETCS B «[TOTOK
COOBITHIH» U BUIUT €0 KU3HYTPU» 3TO
MPUBEJIO K CO3/IaH1I0 TOIO HOBOTO MyTH
00PAa3HOro MbILLJIEHUs], KOTOPbIH ObL
Obl HanOoJIee afieKBaTeH COBPEMEHHOMY
BUJIEHHIO peasibHOCTH. BocnponsBeieHust
peajibHOCTH 0OpallleHHast JTULOM
KO BpEMeHH, HCTOPUH, KOTOpasi
crocoGHa MOMOYb 3pPUTEJII0 HayYHThCs
«JIHAJIEKTUYE€CKH MBICJIUTB», YTO O3HAYAET
aHAJM3UPOBATh «3areyarjieHHoe
Bpemsi». [TorpeGHocTh B HauGosiblLIeH
NpUOJIHAKEHHOCTH K PeasbHOCTH,
AyTEeHTHYHOCTH Ccepuajia B CETEBYIO
KYJIbTYpY COXPaHSIETCsl y MaccoBOH
ayauTopuu. Passuthe cepuasio B
CeTeBOH KOMMYHHUKALMH CTAJI0 BAXKHbBIM
aCreKTOM KyJIbTYPHOH JIeITe/IbHOCTH
yesioBedyecTBa. C MosiBJI€eHUEM CETEBBIX
TEXHOJIOTHH JIIOJIU TIOJTYYHJIH YHUKAJIbHbIE
BO3MOKHOCTH /i1 [lepesiayk 1 oOMeHa
pagnoo6pasnoii unopmaumreid. B nannom
KOHTEKCTE peub WIET O PA3BUTHH CepHaTIOB
B paMKax CeTeBOH KOMMYHHKALMH.
HecomHenHo, 06111eCTBO NMPOJOJIKAET
TPaHCPOPMHUPOBATHLCS, H3MEHATHCS
1 MOJIePHU3UPOBATHLCS, YTO TAKKe
OTpakaeTcst Ha CUCTEMe MACCOBBIX
KOMMYHHKALIUH.

[{1chpoBble TEXHONOTHH HE TOJBKO
Croco6CTBOBAJM Tepexo/ly U3 (hH3UYECKOTO
MPOCTPAHCTBA B BUPTYaJIbHOE, HO U CO3/1AJH
HOBbIE CLIEHAPHHU COLMAJILHON »KU3HH,
BJIMSISI HA XapaKTep B3aUMOIEHCTBHUS
mexny JionbMu. (Pangrazio; Sanchez-
Rojo, Garcia del Dujo, Munoz-
Rodriguez, & Dacosta). CepuaJibl
UrpatoT 3HAYUMYIO POJib B (POPMUPOBAHUH
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MHUPOBO33PEHHUS 3PUTEJIEH, TTO3BOJISAS

UM CIIPaBJIATLCH C SMOLMOHANBHBIMU U
MICUXOJIOTHYECKUMHU Harpy3Kamu yepes
NPOLIECC COMEPEIKUBAHUA U BOOOpazKaeMoH
WIECHTU(UKALMK ¢ reposiMu. [1aBHbIe U
BTOpOCTEINeHHble MePCOHAXKH OCTAIOTCS
AKTHBHBIMH B KaKJIOM 3TU30/I€, KOTOPbIH
4acTo IeJUTCS Ha CETMEHThI. DTH
CerMeHTbl MOTYT (hOKYCHPOBAThCS Ha
Pa3HBIX MEPCOHAXKAX, HO BCE OHHU CTPOSATCA
BOKPYT LeHTpaJsibHoro ctoxkera. Cepuasbl
NPUBJIEKAIOT ayIMTOPHUIO BCEX BO3PACTOB,
MOCKOJIbKY KazKJbIH 3pUTEb MOKET HAUTH
yto-To 6sM3Koe st cebst. [TonyasipHocThb
CepUasioB MOXKHO OOBSICHHTb YEThbIPbMsl
KJII0UeBbIMU (pakTopamu. Bo-nepBbix,

OHM NPeJIaraT BO3MOKHOCTb cOeXKaThb
OT CypoOBO#i peasibHOCTH. Bo-BTOPBIX, OHH
MPOEUHUPYIOT COOBLITUS HA KU3Hb 3PUTEJI,
Jlesiasi e€ npotue U noHstHee. B-TpeTbux,
JIFOJIM YYBCTBYIOT ce0s1 B 0€301aCHOCTH,

Ha0/0/1as1 32 Uy?KHMH NPoOJIeMaMH, TaK Kak

9TH TPYAHOCTH HE KacaroTcsl UX HaIlpsimMylo.
B-4eTBEpThIX, 3pUTE/IH MOTYT HUCIbIThIBATh
SMOLIMOHAJIBHYIO TTPUBS3AHHOCTD K
NepPCOHAKaM, BOCIIPUHUMAs UX KaK CBOIO
CeMblo U NpeJicTaBJIsisi cebsl psiioM ¢ HUMH.

MeToabl uccnepoBaHua

Hccenenosanue, npoenénHoe ¢
MCIOJIb30BAHUEM IMNUPULECKO20 MEMOOa
Ha 0CHOBE (POKYC-TPYII C yYaCTHUKAMH
B Bo3pacte oT 14 1o 45 sieT, Mo3BOJINIO
BBISIBUTH 3HAUMTENbHOE BJIMSIHUE CEPUATIOB
Ha BOCMPUSITHE KyJIbTYPHBIX IIEHHOCTEH H
TYPUCTHYECKHE TIPEANOUTEHNS ayIUTOPHH.
Memoo kpumuueckoeo anarusa
pEeCMOHIEHTOB MOKa3aJ, YTO CepHasibl
He TOJIbKO (hOPMHPYIOT KyJIbTypHOE
MBILIJIEHHE, HO U BJIMSIOT Ha MOBEJIeHHE,
NpearnouYTeHusi B BbIGOpe 10Cyra u aaxe
TYPUCTHYECKHX HATpPaBJIEHHH.
Hcnonb3oBanue ucmopuuecko2o
Memoda NO3BOJIUIIO MPOCTEAUTh PA3BUTHE
cepHaJsioB Kak KyJbTypHOTro (heHoMeHa
yepes MpU3My UCTOPHUECKHUX COOLITHH
U JIMUHOCTEH, YTO MTOMOTJIO IJ1y02Ke
TMOHSITb TIPUUHMHBI MTOTTYJISIPHOCTH IJAHHOTO

»KaHpa B Menua. BimsiHue n3BecTHbIX
JIMUHOCTEN U COLIMOKYJIbTYPHbBIX (aKTOPOB,
CBSI3aHHBIX C HCTOPHYECKMM KOHTEKCTOM,
CBITPaJIo BazKHYIO POJIb B (POPMHUPOBAHUU
HaLMOHAJILHOTO HMHJIKA.

MeToJ1 KOHCTPYKTHBHOTO aHa/13a
TIOMOTJIO BBISIBUTb T€CHYIO B3aUMOCBS3b
MeKIy Melna-NpoayKLHel, BOCIPUSITHEM
HalMOHAJIbHOTO UMH/KA. TesleBU3HOHHBIE
JIpaMbl O €]ie He TOJIbKO CMIOCOOCTBYIOT
NOMNyJsIPU3aLMH KOPEHCKOH KyXHH, HO U
BBLICTYMAIOT MOUIHBIM HHCTPYMEHTOM 1151
MPOJIBUKEHUS KYJIbTYPhI, YTO B HTOTE
CrocoOCTBYET POCTY FaCTPOHOMHYECKOTO
Typu3ma. YiyullleHHe HalMOHAJbHOTO
UMH/Ka OJ1aroiapsi HHTepecy K MECTHOH
KYXHE HampsiMyto CBSI3aHO C JKeJlJaHHEeM
MOCETUTb CTPaHy, YTO MOATBEPKIAETCS
BBLIBOZIAMHU TIPE/IBIIYIINX UCCTIE0BAHUN B
3TOH 06JIaCTH.

Takum o6pazom, meua-npoayKius,
0Cc0OeHHO cepHalibl, OKa3bIBAIOT
3HAUMTEJIbHOE BJIUSIHHE HA BOCIPUSITHE
CTpaHbl U €€ KyJIbTypHbIE TPAIULIMHU, YTO
CMOCOOCTBYET PA3BUTHIO MEXKTyHAPOIHOTO
Typu3Ma, OpMEHTHPOBAHHOIO Ha
3HAKOMCTBO C MECTHOH KyJIbTYPOH.

Hceaedosarue sausanus cepuaros Ha
KYabmypHoe molulrerue

B uccaenosanunu 6bL1 HCITIOJB30BAH
KOJIMUECTBEHHbBIH METOJI /ISl U3y4eHHs]
BJIMSIHUSI CEPUAJIOB Ha KyJIbTypHOE
MbllLJIeHHe ayiuTopuu. B onpoce npunsiiu
yuactue 50 pecroHIeHTOB B BO3pacTe OT
14 no 45 net, KoTopble GbIJIM BIOPAHDI
Ha OCHOBE UX CAMOUJIEHTH(HKALMH C
MHTEPECOM K ceprasiaM. YUaCTHUKH
BKJIIOUAJIH CTYIEHTOB, paboyuX H
npoceccronanos. Llesab ncenenopanuns
3aKJ/104a/ach B TOM, YTOObI H3yUHTh
BJIMSIHHE CepPHaJIOB HAa SMOLIMOHAJIbHbIE
peaki1u, KyJbTypHble 1IeHHOCTH U JIMYHOE
NOBEJICHHE 3PUTEJIEH.

Hcenoavzosanue Google-gopmel u
OHAQliH-0onpoca

Jlnst cGopa JaHHBIX HCT0J1b30BaNACh
Google-thopma, kKoTopasi Gblia
pacnpocTpaHeHa yepes colalbHble CEeTH,
takue Kak WhatsApp. Onpoc conepxan



BOIPOCHI, HAarlpaBJIeHHbIE HA BbISIBJAEHHE
BJIMSIHUSI CEPUAJIOB HA BOCHIPUSTHE KYJILTYP
1 00pa3 AKHU3HH y4acTHUKOB. HeTbipe
KJII0Y€BBIX BOMPOCA BKJIOYAJIH:

1. lemorpaduueckasi paz6uska
yyacTHUKOB (Pucynox 1);

2. Bonipoc «CMOTpHTE JIH BBl CepHasbI? »
(Pucynok 2);

3. Binsinue ymoGUMbIX cepraJsioB Ha
yuacTHUKOB (PucyHok 3);

4. BIOXHOBJISIIOT JIH OHU Ha KaKHe-J1H00
neictusi? (Pucynok 4).

5. «CepHaJibl KAKUX CTPaH Bbl
npearnoyntaere?» (PucyHok 5).
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PucyHok-1. BogpacTtHasi kateropus pecrnoHjieHToB

Ilemorpaduueckast pasbuBka
YYACTHHKOB BBIIVISIUT CJIEyIOLLHM
ob6pasom:

Bo3pact 14-25 ner: 20 pecroHIeHTOB
Bo3pact 26-45 siet: 30 pecroHieHTOB
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Pucynok-2. OTBeTbl Ha BTOpPOH BOTIpOC

Ha Bonpoc «CmoTpuTe Ji1 Bbl
cepHasibl?» GOMBIIMHCTBO PECTIOHICHTOB
oTBeTH/IM yOenuTesbHo. M3 50 yuacTHHKOB
40 cooO1IMIHM YTO CMOTPAT cepHaibl, a 10
yKasaJii, 4To CMOTPSIT U3 PEJIKO.

Ha Bonpoc «Buamsitor sin Ha Bac Baiuu
Jo6uMble cepualbl?» M3 40 yuacTHuKOB
OTBETHUJIH, UTO CEPUAJIbI MTOJIOKUTEJNBHO
BJIMSIIOT HA UX HAacTpoeHue. Posib 10

YYaCTHUKOB OTBETUJIHU, UTO CE€PUaAJIbl HECYT
HUKAKOM TMOJIb3bI.
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Pucynok-3. OTBeTbl Ha TPETUI BONPOC
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PucyHok-4. OTBeTbl Ha UeTBEPTHI BOTIPOC

Ha Bornpoc « BloxHOBJSIIOT JI OHU
Bac?» M3 30 yuacTHUKOB OpUEHTHPOBAHbI
Ha TOUCK HOBBIX HHTEPECOB, TAKHX KaK
M3ydyeHue f3blKa U MOUCK HOBBIX YBJIEUEHHH.

10 yyacTHUKOB BbI3BaJI pacTyllui
MHTepeC K MyTelleCTBUSM U 2KeJlaHHe
nonpo6oBaTh HOBYIO €]1y.

10 yyacTHHKOB OTMETHJIM, YTO CepHasl He
0Ka3aJl 3aMEeTHOTO BJIMSIHHS HA HX 2KH3Hb.

w B

S H AR B T SFOPEEEEHE ARESRT  CTYPSREH O AR T
CEERNAE

§ Frowe Suowyl TR B nrears doelp e

Pucynok-5. OTBeTbl Ha MATBIH BOTIPOC

3ak/ounTesbHbli Bonpoc « Cepualbl
KaKHX CTPaH Bbl MPEANOUUTALTE P »

Pegy/ibraThl 0Ka3biBaloT AMepHKaHCKHe
cepHaJibl 25 yUaCTHHKOB.

Kopeiickue npambl 15 yqacTHHKOB,
Typetikune cepuanl 10 ydacTHHKOB.
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O6cyxpneHue

Ananusupyercs BjusiHUE MOTPeOJIeHUS
cepuaJsioB Ha KyJibTypHble 3HAHHUS,
OCHOBBIBAsICh Ha pesyJibTatax
IMIHPHUECKOTO UCCJIe/IOBAHUS,
MPOBEJIEHHOTO CPEJIH 1IeIEBOK ayIMTOPHU
Kasaxcrana B Bo3pacte ot 14 j1o 45 Jier.

HMcenenoBanue onupaercst Ha TEOPHIO
COLMAJIBHOTO KyJIbTUBHPOBAHUSI, KOTOpasi
NOUEPKUBAET, UTO MEAHAKOHTEHT He
TOJILKO YJI0BJIETBOPSIET NOTPEOHOCTH
3pUTeJIel, HO U aKTHBHO (POPMHPYET UX
MHPOBO33PEHHE U KyJIbTYPHOE BOCIPHUSITHE.
IMnupUUecKre JaHHble TOKA3bIBAIOT, UTO
13 50 ornpotennblx 40 yuacTHUKOB CMOTPSIT
cepuaJibl, YTO CBUIETEJLCTBYET O BbICOKOH
NOMyJISIPHOCTH 3TOT0 MeMATPOlyKTa
CPeJId MOJIOJIEXKH W B3POCJIOH ayIuTOPHH.
PacnpocTpaHeHHbIe 0TBETHI, YKa3blBaloLL1e
Ha MOJIOXKUTEJIbHOE BJUsIHUE, OblIU Jasiee
npopaboTaHbl, MOCKOJILKY JIIOJIH OMUChIBAJH
4yBCTBA 9UOPUH, CHACTBS M PAIOCTH MOC]Ie
MPOCMOTpa CBOET0 JIIOOGUMOT0 (pUbMa.
Te, kTo coobiian 06 OTPUIIATENLHOM HIH
HeHATpaJIbHOM BJIUSIHUH, OTMETHJIH, YTO
u3o6paxkeHue 6oJiee TEMHBIX TEM YaCTO
MPUBOJIMT K UyBCTBAM OTYASIHUS HJIU
pasoyapoBaHHsl, TEM CaMbIM BbI3blBasi
JIBOUCTBEHHOCTb BO3[ECUCTBUS CEPUAJILHOTO
KOHTEHTA.

Bausanue cepuaros na nacmpoenue u
00pas JcuU3HU

Bonpoc o BiusiHuM cepralioB Ha
HacTpOeHHEe PECIOH/ICHTOB BbISIBUJI, UTO
OOJIbLIMHCTBO YYACTHUKOB OTMETHJIN
MOJIOYKUTEJILHOE BO3IEHCTBHE JIIOOUMBIX
CepuaJsioB Ha UX SMOLMOHAJIbHOE COCTOSTHUE.
ITO NOATBEPKIAET OCHOBHOE MOJIOKEHHE
TEOPHH YIIOBJIETBOPEHHUSI, COTJIACHO KOTOPOH
3pUTesn 06pallatoTCsl K MEIMaKOHTEHTY
JUIs1 yJIydlleHHsl HACTPOEHHUS1, OTBJICUEHUS]
OT CTPECCOBBIX CHTYALIUH UJIH pellieH s
COOCTBEHHBIX [TCUXOJIOTHYECKHUX TPOOJIEM.
OnHako, BayKHO MOAUEPKHYTh, YTO HAPSLY C
3TUM [POLECCOM MTPOUCXOJUT HEOCO3HAHHOE
YCBOEHHE KYJIbTYPHBIX HOPM, CT€PEOTHITOB
1 00pa3oB, KOTOpble IEMOHCTPUPYIOTCS B
cepuasax.

13 40 yyactaukos uccnenoanus 30
yKasaJii, 4To CepHaJibl BAOXHOBJSAIOT HX
Ha MOUCK HOBBIX HHTEPECOB U YBJIEUEHHUH.
IT0 ellle pa3 MOATBEPIKAAET, YTO CepHab
OKasbIBalOT He TOJILKO SMOLIHOHAJILHOE
BO3JICHCTBHE, HO U SIBJISIFOTCS CTHUMYJIOM
K pacuIMpeHHuIo KyJbTypHOTO Kpyro3opa.
Hanpumep, MHOrHe pecrioHIeHTbl
3as1BUJIM O TOM, 4TO GJlarojapst cepuaJjiam
OHH 3aMHTEPECOBAJIUChH H3yUeHHEM
MHOCTPaHHbBIX A3bIKOB, TAKHUX KaK
KOPEUCKUI WK TYPELKHH, a TaKKe
HavyaJu yesiTb BHUMaHHe pas3JjMiHbIM
acreKTam KyJbTypbl APYTHX CTpaH —
KyXHe, My3blKe, Mojie ¥ Tpaauuusim. 10
Y4aCTHUKOB COOOUIMJIN O TOM, UTO CepHaJIbl
BbI3BAJIM Y HUX 2KeJIaHHEe MyTellecTBOBaTh
1 TIONPOOOBATH HOBbIE BUJIbI €/1bl. ITO
CBHUJIETEJILCTBYET O TOM, UTO CepHaJibl He
TOJIBKO PasBJIeKaloT, HO © MOTUBHPYIOT
3puUTesiel K KyJbTypHOMY OOMEHY,
MO3HAHUIO HOBBIX CTPAH U TIOTPYKEHHIO
B MX YHHKaJIbHbIE TpaauLuu. Mumycrpus
cepuaJsioB TaKUM 00Pa3oM CJIyKHT MOCTOM
MeKy KyJIbTypaMH, TOMOTast 3pUTEJIIM
MIPOHUKHYTb B KyJIbTYpHbIE MUPBI, paHee
HEJI0CTYIHbIE HJIH MAJIOU3BECTHbIE /151 HUX.

Pesysbrathl mokasasnu, uto 6oJee
MOJIO/Ible PECTIOHACHTBI BbIpasuJ/n 6oJee
AKTUBHOE HaMepeHHe [10CeTUTh HOBble
mecta. Ena ucrnosib3yeTest Kak pekjiaMmHblid
UHCTPYMEHT IS IPUBJICYEHHS TYPHCTOB
U CTUMYJIMPOBaHMsI OCELLEHHs] MecTa
nasHauenus (du Rand & Heath; du Rand).
Kopefickuii TesieBUSHOHHBIN paMaTHUeCKUI
cepuan (TomKaHrym), ¢ ClOXKETHOH JIMHUEH,
MOCBALIEHHON KOPEHCKON KyXHe, Obl
sKcrnoptrpoBan 6osiee yem B 50 cTpaH,
UTO MPUBEJIO K YIIMBUTEJIBHO MOMYJISIPHOMY
mera-xuty. [lonyasipHocts 3700 Tese
JIpaMbl, BbILIE/LLIEH 3a peaeJibl CTpaH
1 KYJIbTYPHBIX TpaHull, crocobeTBOBaJa
YKPernJeHnI0 HalMOHAJILHOTO UMHJRKA
Kopen nin HauoHasnbHoro 6pensia
U [IpUBeEJIa K pe3KOMY POCTY NPOJaK
KOPEHUCKOH MPOMBILLIJICHHOH MPORYKLHH,

a TaKkxKe K BO3pOcCIlIeMy HHTepecy K
KOPEHUCKUM TypHCTHUECKHM pecypcam,
rjle TYPUCThI MOTYT ONPOGOBATH



OJ1101a MECTHOH KyXHH, TPHOOPECTH
CYBEHHPBI, 10y4aCTBOBATb B KyJIMHAPHOM
Typu3Me, NoCeTUB pepMbl, MOJIOUYHbIE
MPOU3BOJICTBA, MUBOBAPHH, BUHOJEbHH
¥ TaCTPOHOMHYECKHE TeMaTHYeCKHe Typbl
(Boyne et al.; du Rand et al.; Hall &

Mitchell; Hjalager & Corigliano). Pucynok

6 WITIOCTPUPYET KOHLENTYaIH3aLHI0
9TOTO UCCJIEIOBAHUS, KOTOPOE
JIEMOHCTPUPYET B3aUMOCBSI3b MEXKILY
MPUYHHBI TIPENTOYTEHHST KOPEHCKON KyXHH,
HalKOHaMbHBIN UMUK Kopeu u, kak
CJIeICTBUE, HaMepeHHe noceTuTh Kopeto.

HPH‘{I/IHHO-CJIG,U,CTBGHHQH CBfI3b Ha pUCYHKE

6 HauMHaeTCsl ¢ Pe3KOro yBeJIMueHHsl
MHTEPEC K KOPEHCKOH KyXHE U KyJIbType.
B kauecTse cJjie/ytoliero 1ara B 5THX
OTHOLLUEHHUSAX NPUUHUHDI [IPEITTOYTEHUS
KOPEUCKOH KyXHH, BEPOATHO, MPUBEAYT K

YyJAydlI€HWIO HAUMOHAJIbHOI'O UMH]2Ka KopeH

1 HamepeHHio noceTutb Kopeio ¢ 11esbio
racTpPOHOMHYECKOTO TypH3Ma.

Pucynok 6. [Ipensnaraemast cTpyKTypHast MojeJb
yJyULlIeHUs] HALLHOHAJIBHOIO UMUJIKA U [TOCeLLeHHs]
B Kopelo ¢ Liesibio racTpoHOMHYECKOro Typu3Mma.

BbiBoj 5TOr0 HCc/e10BaHUS
nojipagyMmeBaeT KOMMOAU(HUKALMH
HalMOHAJILHBIX KYJIbTYp Uepes3 rpaHuliLbl
¢ nomoliblo 3Kkpana (Portegies, 2010).
KyJIbTYpHbI€ 1IeHHOCTH HAYHHAIOT
paccMaTpUBaTbCS Kak TOBaphbl, NIaBHOM
11eJIbI0 KOTOPbIX CTAHOBUTCSI OOMEH,
TEeJICBU3UOHHAS ipaMa Ha TeMy eJibl
npou3BeJsa KoJoccasbHblil 3PdeKT.
Becbma BeposiTHO, UTO CpelicTBA MacCOBOM
MH(popMaLrn 3(h(HEKTHBHBI B MOBBILLICHUH
MHTepeca K efie U GopMHPOBaAHUH
HALMOHAJILHOTO UIMMKA, UTO TPUBOJUT
K pOCTy TypH3Ma, OPHEHTHPOBAHHOTO

Ha ey (Boyne et al.; du Rand et al.).
Ha namepenue nocetutsb Kopeto ¢
11eJIbI0 TaCTPOHOMHYECKOT0 TypHU3Ma
CYLIECTBEHHO MOBJIHS BO3POCIIHUHI
HalMOHAJbHBIA UMUK, DTH BLIBOJIbI
OUY€Hb MOHSITHBI B TOM CMBbICJIE, YTO
yJIydllieHHOE BOCTIPUSTHE UMHKA HALIUH
3a cueT GOJIbILIEro HHTEpeca K MECTHOM
KyXHe MOXKeT ObITh JIETKO CBSI3aHO C
HaMepeHUEM COBEPILIUTh MOE3KY B 3Ty
CTpaHy, TJie TYPUCThI CMOTYT MONPo6OBaTh
eJly B POJIHOH CTpaHe MPOUCXOKIEeHH . DTH
pe3yJibTaThl COTJIACYIOTCS C pe3ybTaTaMu
OoJIbIIMHCTBA HccsenoBanui (Beeton;
Busby & Klug; Connell; Han & Lee;
Huang; Kim et al.; Liou; Portegies; Took
& Baker). 9tot heHoMeH nouepKrBaeT
HeOOXOJMMOCTb BHUMATEJ/IbHOTO
OTHOILIEHHUS K KaXKJIOMy acreKTy Meua-
NPOIYKIMH, Oy/b TO e/1a, OJIeXkK/a,
KaueCTBO CLeHAPHsi U XYJI07KeCTBEHHAs
npopa6GoTka ciieH. Bee 3T s7eMeHThI
MTPaloT BaxKHYIO PoJib B (hOPMHUPOBAHHUH
U MPOJIBUYKEHUH HALIMOHAJILHOTO UMHJKA
Ha MeXXIyHapOJHOH apeHe, BUss Ha
BOCTIPUSITHE CTPAHBI U €€ KYJIbTYpPbI.

BausHue cepuaros Ha KyabmypHoe
socnpusmue u UOeHMU4HOCMb

Ellle oHUM BayKHBIM acCreKToOM
00CyXK/IeHUS SIBJISIETCS BOMPOC O
TOM, KaKue cepuaJibl MPeAnouuTaroT
KasaxcraHcKue 3putesin. PedysbraThl
MCCJIEIOBAHUS TIOKA3bIBAIOT, UTO
MpernouTeHne OTIAeTCs aMepPUKaHCKUM
(25 yuacTHHKOB), KopeickuM (15
YUaCTHHUKOB) U TypeuKuM cepuaam (10
yuacTHUKOB). Hanpumep, kopeiickue u
TypellKHe cepHaJibl, pacrpocTpaHeHHbIe
Ha Tepputopun Kaszaxcrana, oTKpbIBalOT
MECTHOH ayIUTOPHH HOBBLIH MU
TpaIULKH, 0ObIYaEB U MEKJIMUHOCTHBIX
OTHOLIEHHUH, YTO TIPUBOJHUT K YKPETJIeHHIO
KYJIbTYpPHBIX CBSI3€H U B3aUMOTMIOHUMAaHHS.
D10 IeMoHCTpHUpYeT, uTo B Kazaxcrane
CYyLIECTBYET BBICOKHI HHTEpeC K
3apy6eKHbIM KyJbTypam, KOTOPbIH
TMOJIEPKUBAETCS MEIHATIPOYKTAMH.
MHTepecHO OTMETHTD, UTO HU OJIMH U3

PECIOHACHTOB HE YITOMsIHYJI Ka3aXCTaHCKUE
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cepuaJibl B KQUeCcTBe MPeoYTHTENbHbIX,
YTO MOZKET YKa3blBaTh Ha HELOCTATOYHOE
pa3BUTHE JIOKAJbHON UHIYCTPUU

CepraJsioB UJIM HA HU3KYIO CTeleHb HX
MPUBJIEKATEJILHOCTH JI/Is1 Ka3aXCTaHCKOM
ayJIMTOPHH.

B KoHTeKcTe TeopHun KyJbTUBUPOBAHHUS
Ba>KHO OTMETHTb, YTO MIPOCMOTP
3apy6eKHbIX CepHaoB Croco6CTByeT
(hopmMHpoOBaHHIO y 3puTesiel 06pasa Apyrux
CTpaH, MX TPAJULIUHA U 0OLLECTBEHHBIX
HopM. Hanpumep, amepukanckue
cepuaJibl YacTO TPAHCJUPYIOT HIEH
WHMBH/yaM3Ma, cBOOO/IbI BbIOOpaA H
60pbObI 32 CIIPABEYIUBOCTD, TOMJIA KAK
KOpeHCKHe ipaMbl MOTYT aKIIeHTUPOBATh
BHUMaHHe Ha KOJIJIEKTUBU3ME, CEMEHHBIX
LIEHHOCTSIX U YBAXKEHHUH K CTAPLIHUM.
Typelikue cepualibl, B CBOIO 04ePEib,
MOTYT TPaHCJAHPOBaTh 00Pa3bl CUJIbLHBIX
CEeMEHHBIX CBA3EH W HALIMOHAJIbHBIX
TpaguUMid. Ycrnex TypelknX cepuasoB Ha
MHPOBOM PbIHKE TaKxKe 00bsCHsICH 00111l
KOHIIeNUMEeN NnopasaeseHusi, Kotopast
npeacTaB/sieT co60H y2Ke 3HaKOMyio popmy
JUIsl TPAaHCHALIMOHAJILHON TPAHCJISILIMK B
paMKax MblIbHOH OMepbl STHX CEPUAJIOB
(Kaptaan, Yesim, and Ece Algan). Bce satu
KYJIbTypHble 0OCOOEHHOCTH MOTYT OKa3blBaATh
BJIMSIHME HA BOCTIPUSITHE 3pUTEJISIMHU
CBOeH COOCTBEHHOH KyJIbTYpPhl, POpMUPYsT
npeJicTaB/AeHre 0 TOM, YTO SIBJISICTCS
“HOpMOH” B pasHbIX 00111eCTBAX.

Taxkum o6pazom, cepraJibl CTAHOBSTCS
Ba>KHbIM HHCTPYMEHTOM KYyJIbTYpPHOIO
BJIMSIHUSI, CO3/1aBast y 3puTeJsieil o6pasbl
“HreasibHOTO” 00LIECTBA UK CTHJIS KU3HH,
K KOTOPOMY OHH MOTYT CTPEMHUTBLCS. DTO
0COOEHHO aKTyaJbHO /151 MOJIOJIEXKH,
KOTOpAast HAXOJUTCS B Mpoliecce
(hopMHPOBaHHsI CBOEH HICHTHYHOCTH H
AKTHBHO BIUTbIBAET KyJIbTypHble 00pasbl,
TpaHCJAUPyeMble Uepe3 MeUaNpOIyKThl.

PesynbTarthl

Kazaxcran, kpynHeiiias ctpaHa
LlenTpanbHoii Asun, npooJ/Kaer
YKPENJIATh CBOM OTHOLIEHHS] ¢ AMepHKOi,

Kopeeii n Typuued. dtu cTpanbl

AKTHBHO Pa3BHUBAIOT COTPYAHHUECTBO

B chepax MOJIMTHKH, IKOHOMHKH,
TOPTOBJIH, KyJIbTYPbI ¥ IPYTHX 06JIACTSIX.
Ha stom done pacnpocrpanenue
cepuaJsioB B Kazaxcrane oTKpblio

HOBBIE MEPCMEKTUBBI IS KyJIbTYPHOTO
oOMeHa 1 KoMMyHHKalu. Kacatoumxest
BOCIPUATHS U KOMMYHHKALIUOHHOT'O
BJIMSIHUS aMePUKAHCKHX, TYPELKHX U
KOPEHCKUX cepualloB Ha Ka3axCTaHCKY10
ayuTopuio. AHanusupyercsi, Kak 3TH
cepHasibl MPUHUMAIOTCS 3PUTE/ISIMU B
Kasaxcrane n o6cyzk1at0TCsl BO3MOKHbIE
KOMMYHHKALMOHHbIE IMJIEMMbI, CBSI3aHHbIE
C UX BJIUSTHHEM Ha MacCOBOTO 3PUTEIS.
CepuaJibl, UMEIOLLIMEe MUPOBOH ycriex.

Ha npumepe Kopeiickasi BosiHa, Win
XaJquo, 3apoausack B Bocrounoit Asuu

B 1990-X rojax u npeBpartuiach B
rao6anbHOE SIBJICHHE MOC/EAHUX JIET,

4TO MOATBEPKAAETCS UCKIIOUHUTETbHBIM
ycnexom xuta PSY «Gangnam Style» B
2012 ropy u anb6om BTS «Love Yourself:
Tear», Bosrnasusimii yaptsl Billboard B
2018. Kuratickne »KypHaMCTbl BBEJIH 3TOT
tepmuH (Kopefickas Bosna) ete B 1990-x
rojiax Jijist ONMcaHust Y IMBUTEIbHAS BOJTHA
TOMYJISIPHOCTH KOPEHCKOH MOM1-KyJIbTypbl
3a npenenamu HOxkHo# Kopeu. A takke
TPAHCJMPYIOTCS HA MACCOBOM YPOBHE Ha
TPaHCHALMOHAJBbHBIX TeJIeKaHalax UK
MOTOKOBBIX MJ1aThopMax B yOJHPOBAHHBIX
WM CyOTUTPOBBIX BepcHsx. PomaHnTHYeckne
MeJIOZIPAMBbI MOJIb3YIOTCS CAMbIMH
BLICOKUMH pelTHHramu. ®akT Toro, 4yto
OHHU CcTposITCS 6€3 peKIaMHbIX T1ay3 H,

KakK MpaBuJI0, WISITCS TOJBKO OJIMH CE30H,
cocTosILLMA U3 16 niu 24 3mu3oa0B.,
TI03BOJISIET 3PUTEJISIM JIerde HaCaKAaThCs
npocmoTtpom. baaronapsi sTomy dopmat
croco6CTBYeT ObICTPOMY MOTPYKEHUIO

B CIOXKETHYIO JIMHUIO, UTO MOOYKIaeT
3puTesiell cMOTpeTh 1oy 3anoeM (Fujita).
[TorpebsieHue cepruaoB OKa3blBaeT
3HAUUTEJbHOE BJIUSTHHE HA KyJbTYPHbIE
3HaHMs M BocrpusTHe y 3putesieit. Teopusi
Y/IOBJIETBOPEHHUSI - KyJIbTHBUPOBAHHS
MO3BOJISIET JIydllle MOHATh, KaK CepHasibl



He TOJIbKO YJI0BJAETBOPSIIOT NOTPeOHOCTH
3puTesiel B pa3BieueHut, HO i (QOPMHUPYIOT
UX BOCIIPUSITHE JIPYTHX KYJbTYp M 0OLLeCTB.
IMMUpUIECcKoe HCCeoBaHNe MoKa3aJo,
YTO CepHaJibl BAOXHOBJSAIOT 3pUTeJ/IeH Ha
HOBbIE€ UHTEpPECHI, TAKUe KaK 11o1npoOoBaTh
HOBYIO eJly WJIH »KeJlaHhe MyTellecTBOBATh,
¥ OKasbIBAIOT MOJIOXKHTEJIbHOE BO3ACHCTBHE
Ha UX HacTpoeHHe. JlaHHble FOBOPSIT O TOM,
4YTO COBpEMEHHOE MeJIMHHOE MTPOCTPAHCTBO
AKTHUBHO BOBJICKAET BCEBO3MOXKHbIE
KaHaJlbl epeaadyd HHopMaliuu U crnocoobl
BKJIIOUEHHS 3pUTEJISt B TPOLIECC CO3/IAHHUS
aJIbTEPHATHUBHBIX ClOxKeToB. OHaKO
BaXKHO TaKxKke 0OpaTHTb BHUMaHHE Ha
HEJI0CTAaTOK Ka3axCTaHCKHUX CepUasion

B IIPEAINOYTEHHSX PECIIOHICHTOB,

UTO MOXKET CBH/IETEJIbCTBOBATD O
HeOOXOIMMOCTH PA3BUTHS JIOKAJILHOH
MHJyCTPUH cepualioB. B 1iesom, cepualbl
CTAHOBSITCS] MOLLHBIM HHCTPYMEHTOM
KyJIbTypHOTO 06MeHa 1 (hOpMHPOBAHHS
MHPOBO33PEHHs 3pHTeJIeH, UTO AeJaeT HX
BaKHbIM 00'bEKTOM M3YUeHHsI B KOHTEKCTE
MeJIMAKYJIbTYPhl U TJI00ANTH3aLIHH.

Ha pecnionnentoB 6osbliioe BAHsSHHE
OKasblBaeT BU3yaJsibHAasl OpUEHTaLHs,
Takasi KakK si3blK TeJia U 3asiBJIeHHe O MOJIE.
Cocpe10ToYnB BHUMaHHe Ha M3MEHEHHUSIX
B [IOBEACHUU U 00pa3e KU3HHU JtI0OUTeIeH
Knpawmbi B Caxa u JIxefiko6 (2020)
YTBEPKAAIOT, 4TO, ABTOP: aTpUOYTHI UTO
Msmenenus B oBeleHUU HEU30EKHbI,
KOIJIa UeJIOBEK HAXOAUTCS B TIOCTOSIHHOM
BU3yasibHOM noTpebiieHnu. TouHo Tak

JKe BCe UBMEHEHHUsI, KOTOpble TPOUCXO/IST
B pesyJ/brate npocmotpa Kdrama,
HeYIMBHUTEJbHbI, HO 3JIeMEHT, KOTOPbIH
BBIJICJISIETCS], — 3TO TO, HACKOJIbKO
XOPOLUUM HJIH TIOXUM MOXKET ObITh 3TO
BJMsiHUE. Jlo MaHaeMHUH OTHOLLICHHE
Ka3axCTaHCKUX KMHEMaTorpagucToB

K CepHaJ/ibHOMY MTPOU3BOJICTBY ObI/IO
NpeHeOPeKUTENbHBIM, HO JIOKIAyH
KapHHAJIbHO U3MEHHJ IPUOPUTETHI,

1 B CTpaHe Mpou301les HACTOSIIIIHH

OyM cepHaJsibHOro KoHTeHTa. CeroaHs
AKTepbl U PeXKUCCEPBI C TOPAOCTbIO U
6J1IeCKOM B TJ1a3aX pacCKa3biBAIOT O

CBOHUX HOBBIX MIPOEKTAX Ha MaJIeHbKOM
skpane. Kapum Kanpip6aes cinenai
Jis « KuHonoucka» noabopKy raaBHbIX
Ka3axCTaHCKHUX Be6-cepHuasoB, cCaMbiX
Pa3HbIX M0 CBOEH CTETHKE U 2KaHPY,
HO abCO/IIOTHO XUTOBBLIX. HecomMHeHHO,
00111eCTBO TpaHChOPMHUPYeETCS,
M3MEHSIeTCsl, MOJIePHU3HPYETCS U
CHCTEMa MACCOBBIX KOMMYHHKALUH, Ubsl
pOJIb YCUJIMBAETCST HETIOCPEJICTBEHHO
B [1e€peJIOMHbIE, KPU3UCHBIE TT€PHOJIBI.
Oco6eHHo B IMHAMHYHO pa3BUBAOLHECS
BpeMeHa COIMaJbHBIX CETeH YBEJIUUHIIOChH
KOJIMYECTBO co3/areJsiell cepuasioB B
ceTeBOH KoMMyHHKalMH. CollHanbHO
MaCCOBOH KyJIbTYpbl IaHHbIH (peHOMeH
UrpaeT BaxKHyo poJib, 6J1aroapst ceTeBon
KOMMYHHUKALMH PacrpoCTPaHsTh CepUaJbl
Ha BCEX YPOBHSIX U MOJy4aTh JIOCTYTI C
pasHbix naardopm. Cepualsl B ceTeBoi
KOMMYHHUKALMH CTaJsl aKTyabHbIM
SIBJIEHHEM COBPEMEHHOCTH, a TaKxKe
SIPKUM TIposiBJIeHHEM peHoMeHa You
Tube menua. Tak kak ganubii You Tube
HalleJIeH Ha MaKCUMaJIbHO IITHPOKUH OXBaT
ayJIUTOPHH, OH CTPEMHUTCS 33/1eHiCTBOBATh
Bce Bo3aMoxkHble Veb-nopTtadbl. le6ior
Afirope JKosnackasy nocBsiiiieH
octpeiiiieil npo6Jeme crpanbl kK 2020
roy AJIMaThbl ¥ Ipyrue KpyrnHble ropoja
Kasaxcrana HaBOHH/IN CHHTETHUECKHE
HapkoTuku. CepuaJ cienan 23-j1eTHero
pexKuccepa HaCTosILEeH 3Be3MI0H,
CBOIO POJIb TYT ChITPAJIO ¥ €T0 yMeHHe
FOBOPHUTB Ha JIOCTYITHOM CaMO# LLIMPOKOH
ayJIMTOPUM MAaTEPHO-MALLAHCKOM SI3bIKE.
3pHUTe b KOMMYHHUIUPYET ¢ KOHKPETHBIM
NepcoHakeM, Tak U ¢ U306paxKeHHbIM
«MHPOM>.

3a noutu 15 JieT HU OJIMH SKPAHHBIH
OaHIUT He MOT MPUOGJIUIUTBLCS K TaKOH
BceHapoHoi nonyasipoctu. [Toka He
nosisusics cepuan « Cepakant bpotan».
Tparukomenusi o 6anure ([lysbira
AKMoOJ11a), KOTOPBIH 110 HeJIenoi
CJTy4alHOCTH BIaJl B KOMY Ha TIHKE CBOEH
KPUMHHAJILHOH Kapbepbl B 90-e rojibl
¥ TIpULLIEJ B CO3HAHKE B Hallle Bpems,
cTaJjla BazKHOH BeXOH B pusibMorpapuu
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Anuiepa YTeBa, MMst KOTOPOTO paHee

accouuupoBadics ¢ ceMeHHbIMH KOMEIUSIMHU.

[TonauaJy Kasasoch, uto « Cepzkau
Bbporan» nogpaxaet pycckomy «YuuTeso
(bUBKYJIbTYpbI» — HO CTPYKTypa cepHaJia
«YTeB» 0Kaza/jach FOPU30HTAJLHOH,

1 MIPOLIEHT JipaMaTH3Ma B HEM ropasjio
6oJ1bLIe; KaXKeTCsl, YTO B MOC/e/IHee
BpeMsi CTaJI0 I0CTYMHO MPOU3BOJCTBO
(rIBLMOB U cepuaJsioB. baorepsl, meBiibl,
JKa#kiapMaHibl cBO60IHO paboTatoT B

KuHouHaycTpun.Kak 6yaro u nonysisspHOCTb,

¥ KHHOTTPOU3BOJICTBO CTaJIH JIETKOH BEILIbIO.
KasaxcraHckue cepuaisbl B ceTeBOH
KOMMYHHMKALMH HAYMHAIOT HaOUpaTh
060pOTHI IO Mepe PocTa MPOCMOTPOB
B ceTeBbIX Myiatdopmax kak YouTube
Mejiia JUisl TPAHC/ISILIMKY CEpHaJioB B
CeTeBOH KOMMYHHKAIMH, co00I1aeTcs,
YTO JIOCTUIHYTa JIOTOBOPEHHOCTB O TOM,
uTO Ha KabebHbIX KaHasax CLLIA u
JlaTuHckoi AMepukH OyIyT MOKa3biBaTh
CeMb Ka3axCTaHCKHMX CEpPHaJIoB U MSITh
AHUMAalMOHHBIX IPOEKTOB TeJeKaHaa
“bananan”, a B Typuun a5 3puresei
nepeBeyT ¢ Ka3axCKoro si3blka
nokyMeHTaJjbHble puibMmbl (kazpravda.kz).
[Ipencenarens npasnennst AO
«PTPK «Kasakcran» JIsizzat Tanuco6an
npejacraBuia kanan «Qazaqgstan». B
CBOEM BBICTYTIJIEHHH OHA OTMETHJIA, —
Koprnopauust «Kasakeran» npearaer
gpuressim 160 cepuii Tesiecepuason B rofl.
OnHako pacxojibl Ha HX MPOU3BOJCTBO
3HAUMTEJIbHO HUZKE 110 CPABHEHHUIO C
nonyJ/asipHbIMU B Kazaxcrane typeuxumu 1
poccuiickuMu cepuasamu. Hatu cepuadbl
M0JIb3YIOTCS1 BBICOKHM CITPOCOM KaK Ha
TeJIeBUJIEHUH, TaK U B HHTepHeTe. 3a
TroJL AMCTPUOYILIUS HAILIETO TIPOU3BO/ICTRA
npUHeca HaM 10X0J1 B padmepe 104
MHUJIJIMOHOB TeHre, — oTMeTHJa JIs33aT
Tauuco6atii.

OCHOBHbIEe NONOXEHUA

B xone ucenenoBanus 6u111 paspaboTaHbl
1 COPMYSUPOBAHBI CJEIYIOIINE HAYHUHbLE
pesyavmameol: Onpederexa wiupoma

B803MONCHOCMEl BAUAHUS CEPUAN0E

HQ opMUPOBAHLE KYAbMYDHbLX
npednoumenuii: Vliccnenopanue
BBISIBUJIO, UTO MeJIHa-TPOJyKIIHS,

B YACTHOCTH KOPEHCKHEe cepuallbl,
OKAa3bIBaeT 3HAYNUTEJIbHOE BAMSHHE HA
(hopMHpPOBaHHE BKYCOBBIX U KYJIbTYPHBIX
npejanouTeHni 3puteseil. Baxkro, uto
UMEHHO TeMaTHKa €Jlbl B TAKHX Jipamax
BbI3bIBAET MOBBILIEHHbIH HHTEPEC K
KOpPENCKOM KyxHe U KyJIbType, co3/1aBast
YCTOHUMBYIO CBSI3b MEXKJTy KOHTEHTOM
CepraJsioB ¥ HallMOHAJIbHBIMH LEHHOCTSIMH.
[Ipedaoocena modean, urrrocmpupyemas
Ha Pucyuke 6, KoTopasi IeMOHCTPHPYET,
KaK MPUYMHBI IPEANOUTEHUH BEYT K
YJIydIlI€HUIO HALIHOHAJIbHOTO HMUIKA, a
CJIeNIOBATENIbHO, K HAMEPEHHUIO MOCETUTh
CTpaHy C 1&JIbl0 raCTPOHOMHUECKOTO
Typuama. Mojiesib oJuepKUBAET BAXKHOCTh
KaKJI0T0 3J1IeMeHTa MeJIia-MpoyKIHH B
NPOJABHKEHUH HALMOHAJBHOTO HMHKA —
Oy/lb TO €14, OJIEXK/1a, KAUeCTBO ClieHapHs]
WJIH XyJI02KeCTBEHHAs MPOpabOoTKa ClIeH.
ITH 3/1€MEHTbI CTAHOBATCS KIIOUEBBIMU
npu OPMHUPOBAHUH KYJILTYPHBIX
NPEICTABNCHUHA MEXKIYHAPOJHON
AyIUTOPUH U MOTYT CYLLIECTBEHHO BJIUSITH HA
BOCIIPUSITHE CTPAHBI.

3aKknwyeHue

[ToTpeOyienure cepualioB OKasbiBaeT
BJIMSIHUE HA H3MEHEHHE COLHAIbHBIX
CTPYKTYp B pasjinunbix crpanax. Cepuan
MOKET OBIThb CpeaACTBOM, CTUMYJINPYIOLIUM
M3yueHHe KyJbTypbl, I3blKa, FaCTPOHOMHH,
MO/Ibl K [TOBCEIHEBHbIX ITPUBbLIYEK.
[IpoBenenHoe smnupuuecKoe Hece10BaHne
TMOATBEPJIUJIO, UTO CepHaJIbl UTPAIOT
3HAYUTEJIbHYIO POJib B paClIpOCTPAHEHUH
KYJIbTYPHbIX 3HAaHWH U OKAa3bIBAIOT
BO3/IEHICTBHE HA MOBCE/IHEBHbIE

[IPUBBIYKH ¥ BOCIIPUATHE KYJIbTYPbI

cpean ayautopuu. CepHasibl CTAHOBSITCS
3P PEeKTUBHBIM MHCTPYMEHTOM MSTKOH
CHJIbl, YKPETJIsAs KYJbTYPHbBIC CBSI3H U
CTUMYJINPYSI TO3UTHUBHbIC COLlMaJIbHbBIE
M3MEHEHHUS B Pa3JIMUHbIX 0OL1ECTBAX.



JanbHeiuine uccaenoBaHust MOrJU Obl
rJ1y62Ke Morpy3uThes B KaueCTBEHHbIe
aCMeKThl 9TOH AMHAMMKH, HCCIIe/lysl, KaK
MOBECTBOBATE/bHbIE 3JIEMEHThI B 9THX
cepuasiax CrocoOCTBYIOT TOCTPOEHHIO
MHMBUIYaJbHbIX U KOJIJIEKTUBHBIX
KYJIbTYPHBIX HIEHTHUHOCTEH.
Kasaxcranckum Kunematorpacpucram
BAXKHO MCIOJIb30BATh MOTEHIIMAJ CEPUAJIOB
JUIS1 TPOJIBUKEHUST KA3aXCTAHCKOH KYJIbTYPbl
1 npuBJedeHns Typuctos. [lonyssipHocTb
BHUJIEOXOCTHHIOB, KOTOPbIE 32 MOCJIeIHHE
TrO/Ibl IPEBPATHIIUCH B COLIMAJIbHBIE
Menua, pacret. HeoOxomumo cosnaBaTh
KauecTBEeHHbIE CepHalibl C MHTEPECHBIMU
CIO’KETAMU U SIPKHUMHU T1€PCOHAKAMMU,
KOTOpbI€ CMOTYT 3aBO€BaTh BHUMaHHe
MeXKIlyHapOHOH aynmuTopuu. Baxno
TaKyKe JIEeMOHCTPUPOBATH B ceprasiax
Kpacoty npupoabl Kasaxcrana, ero
JIOCTONPHUMEYATEeJIbHOCTH U KyJIbTYPHOE
Hacsienre. Bocrnosnb3oBaBIlUCh

IMIUPHYECKUMH METOAAMH HCCJIIOBAHUS
cepHasioB B CETEBOH KOMMYHUKALIUH, Mbl
3aMeTHJ/IM H3MeHEeHHSsI B 0OLLECTBEHHOH

Y 9KOHOMHYECKOH ?KH3HH CTPAHBI.
Bbicokue pedTHHTH TPOCMOTPOB
Ka3aXCTAHCKUX CEPHAJIOB HA CETEBbIX
nyiaTopMax CBUAETENBCTBYIOT O PacTyllen
MOnyJsipHOCTH OTEYECTBEHHOTO KOHTEHTA
KaK CpeJid MECTHOW ayIUTOPHH, TaK U 3a
eé npenesamMi. DTO TOBOPHUT O TOM, UTO
Ka3axCTaHCKHE CepUasibl HE TOJbKO HAXOJST
OTKJIMK Y 3pUTeJIed, HO U CTAHOBSATCS
Ba’KHBIM UHCTPYMEHTOM JI/I1 TTPOBHKEHHUS
HalMOHAJBbHOH KyJIbTYPbI H HCKyCCTBA Ha
MexKIyHapoaHol apeHe. HMcenenoBanue
OTKPBIBAET HOBbIE TOPU3OHTHI /151
JlaIbHEAIIUX HAyYHbIX H3bICKAHHUH B
006J1aCTH Me/IHa TPOJYKIMH U KYJIbTYPHBIX
NPEANOYTEHHH, 0COOEHHO B KOHTEKCTE
ryioGau3aly 1 paciliipsonierocst
MHTEpeca K KyJbTypHOMY 0OMeHy uepe3
cepHaJbl.
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THE IMPACT OF TV SERIES CONSUMPTION ON CULTURAL THINKING: EMPIRICAL
RESEARCH BASED ON THE THEORY OF SATISFACTION-CULTIVATION

Abstract. Due to the widespread and easy access through digital channels, the expansion of cultural
products has significantly increased. This concept has become particularly relevant in recent decades,
as creativity not only brings financial added value but also, in a non-monetary sense, contributes to the
development of soft power, strengthening cultural influence and social connections on a global level.
This article explores how the technological development of media and communication enhances the
consumption of cultural products by facilitating access to media through online platforms. In addition
to entertainment and educational purposes, the export of cultural products, such as TV shows and
series, made possible through online access, can significantly stimulate the domestic economy and
create a favorable climate for international trade, employment, and tourism, increasing revenues from
fashion, entertainment, gastronomy, and tourism services. The goal of the article is to study the impact
of series consumption on cultural knowledge and conduct an empirical study based on the theory of
satisfaction and cultivation. The study aims to analyze the key factors and dynamics that make series
an effective product of the cultural industry in different cultural societies. As part of the research, an
empirical study was conducted. The focus group interview method was used with participants aged 14
to 45. The results of the study showed that series have a positive impact on the social structure. The
research makes an important contribution, as it concludes that the need for satisfaction significantly
and positively influences consumption and intercultural learning, while also increasing intercultural
awareness, thus leading to sustainable practices.
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[Mwenaesa Aabmupa

TemipGex )KypreHos atbinaarsl Kazak yaTTbiK eHep akaaeMHusichbl
(Anmatol, Kazakcran)

CEPUANAAPAODI TYTbIHYAbIH M3OEHU OMNAY XXYWUECIHE 9CEPI: KAHAFATTAHLObIPY
XXOHE KYNIbTUBAUNA TEOPUACBIHA HETI3AEJNTEH SMIMUPUKANDIK 3EPTTEY

AnHoTaums. Llndpablk apHanap apKbiibl KEH ayKbIMAbI )XaHE OHAM KOMKETIMAINIK apKacblHAA M3AEHM
OHIMAEepLiH Tapanybl auTapbiKTak apTTbl. Byn yFbiM COHFbI OHXbINAIKTApAA epekKLue e3eKTi 6onabl,
cebebi WhbiFapMaLlblblK TEK KApPXKbI/bIK KOCBIMLUA KYH/bl fFaHA EMEC, COHAAN-aK, XyYMCaK KYLITi AaMbITyFa
YNec KOCbIM, aneMaiK AeHreiae MAEHM bIKMan MeH a/1eyMeTTiK BainaHbICTapabl HblFAMTYFa biknan eTes.
Byn Makanapa bykapanbik aknapaT Kypanaapbl MEH KOMMYHUKALMANAPAbIH, TEXHONOTUANbIK AaMYbl

M3 EHW OHIMAEPLIH TYTbIHYbIH apTTbipaTbIHbI KAPACTbIpblNaAbl, cebebi oHnaiH nnatdopmManap apKbiibl
Menmara KomKeTiMAinikTi xeHinaeteni. OMbIH-cayblk xaHe 6iniMm 6epy MakcaTTapbiHaH benek, MaaeHu
OHIMAEPLiH, MblCanbl, TENELWOoynap MeH cepuaniapAblH, IKCMOPTbl, OHNAMH KO/MKETIMAINIK apKacbiHAA
MYMKiH 60bIM, ilLKi 3KOHOMWKAHbI €A3Yip bIHTANAHAbIPYbI XaHE Xa/blKapasblk CayAa, >KYMbICMEH KaMTy
MEeH TYpU3M YLUiH KONaWbl KIMMATTbl KaNbINTACTbIPYbl MYMKiH, COHbIMEH KaTap C3H, OMblH-CaybIK,
racTpOHOMMS >KaHe TYPUCTIK KbI3METTEPAEH TYCETiH TabbicTapabl apTTbipaabl. MakanaHbIH MakcaTbl —
cepuanaapabl TYTbIHYAbIH, M3AEHM BinimMre acepiH 3epTTey, COHAAN-aK, KAHaFaTTaHy MeH KynbTMBUpney
TEOpUACbIHA Heri3feNnreH IMNUPUKaNbIK 3epTTeY XYPrisy. 3epTTey apTyp/i MaLEHN KOFaMAapaa
cepuangapapl TUiMAT MBAEHWU UHAYCTPUS BHIMIHE aHANAbIPATbIH HEri3ri hakTopaap MeH AMHAMMUKAHbI
Tanpayra b6arbiTTanfFaH. 3epTTey ascbiHAA IMNUPUKANbIK 3epTTey Xyprisinai. 14-45 xac apanbiFbiHAAFbI
(oKyc TonTapMeH cyxbaT a4ici KoNAaHbINAbI. 3EPTTEY HATUXKENEPi CepuanaapAblH aneyMeTTiK
KYPbINIbIMFa OH, 9Cep eTeTiHiH KepceTTi. byn 3epTTey MaHbI3apl ynec Kocaabl, cebebi 3epTTey TyTbiHY MeH
M3[EeHMApPasbIK OKbITYFa OH, XXaHe aiTap/bIKTal acep eTeTiH KaHaFaTTaHy KXXETTINIrHIH, MaAeHMapanbIK,
xabapoapnbIKTbl apTTbipaTbIHbl, CONT apPKbI/bl TYPAKTbI TXipubenepre akeneTiHi Typanbl KOPbITbIHAbI
xacanagpl.

Tyiiin ce30ep: cepuan, MaEHUET, OHNAMH-NNaTGopmMa, Meana, Teneanaap, BUAEOXOCTUHT, YouTube.
Haiiekce3 kenmipy ywin: TweHaeBa Inbmupa. «Cepuansapabl TYTbIHYAbIH M3AEHW OWNAY XYMeCiHe
aCepi: KaHaFaTTaHAbIPY-KyNbTUBALMS TEOPUSCHI HETi3iHAEr aMnupukansik, 3epttey». Central Asian Journal
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Abstract. The article provides a detailed comparative analysis of approaches to editing in auteur
and commercial cinematography in Kazakhstan, focusing on how these differences shape different
narrative structures and influence viewer perception. The study revealed that auteur, so-called “slow
cinema’, is characterized by a viscous tempo, nonlinearity and associativity, based on which it can be
concluded that in auteur cinema, editing serves to create a space for reflection and emotional depth.
In commercial cinema, on the contrary, editing with frequent frame changes, rhythm, and linearity
of the narrative ensures spectacle, dynamism, and accessibility for the mass audience. The article
demonstrates how editing reflects the philosophical, aesthetic,and commercial objectives of various
trends in Kazakhstan’s cinema. The study found that editing is a key element of cinematic language,
not only forming the structure of the narrative but also influencing the viewer’s emotional perception.
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Introduction

Central Asia is one of the fastest-
growing regions in the world regarding
cinematography progress. Gulnara
Abikeeva, a famous Kazakh film expert,
notes this in her dissertation: “At the
beginning of the second decade of the

new century, Kazakh cinema occupies

a leading position in Central Asia”

(89). Unsurprisingly, this fact has not
only made many people closely follow
local cinema news but has also given a
powerful impetus to developing domestic
cinematography. After all, it is undeniable
that cinematography is a unique art form
capable of reflecting and shaping cultural
contexts, and in recent decades, there have
been noticeable changes in approaches to
content creation. First of all, this is due to
the fact that not only the auteur direction
in Kazakhstan’s cinema has developed
significantly: domestic commercial films
such as “Dastur” (2023) by Kuanysh
Beisek and “Prigovor” (2024 ) by Dias
Bertis have shown high box office receipts
and have received recognition from viewers
even outside of Kazakhstan. The role of
commercial cinema in the development of
the industry cannot be underestimated:
Gulnara Abikeyeva wrote in her article
that “Kazakh cinema began to take shape
as a cultural industry from the moment
when film distribution was revived in 2005
and films began to be made not only for
festivals, but also before everything for the
audience” (54). The development of the
commercial direction is also evidenced by
the emerging genre diversity: in addition
to well-known and even somewhat dull
comedies, Kazakhstan’s film distribution
now includes thrillers, horrors and dramas
of domestic production. This not only
expands the direct opportunities of the local
film industry but also provides a vast field
for research and deepens the theoretical
basis of Kazakhstan’s cinema. In this
article, auteur and commercial cinema will

be considered in antithesis to each other:
unhurried, viscous narration, characteristic
of “slow cinema” and “dynamic montage”,
characteristic of commercially oriented
films. According to the author of this
article, it is the editing that plays a key role
in the visual structure and the audience’s
perception of the story. As researcher Das
Soumen said in his book, “as a narrative
technique, film editing depends on the
complex interplay between the viewer’s
cognitive processes and emotional
reactions” (109).

To conduct a deep analysis on the stated
topic, it is worth understanding such key
concepts as the already mentioned “slow
cinema” and “fast content”.

In the context of globalization and
digitalization, where viewers seek instant
gratification, the concept of “fast content”,
which explains the success of commercial
films, is becoming especially relevant. This
type of media production, characterized by
dynamic editing, brevity and high visual
appeal, has become a determining factor
for mass cinema, especially on social media
platforms. A group of Spanish researchers
found that “during the last few decades,
shot lengths have got shorter, going from
about 10s in the 1930s and 1940s to below
4s after 20007 (83). Films and videos
created in the fast content format are
aimed at quick perception, which implies
minimal time for plot development and
simplified narrative structures. According
to Carlo Comanducci, “fast content”
is characterized by “fast-paced action,
hyperkinetic cinematic style, and irreflexive
consumption” (39).

On the opposite side of the spectrum
is the concept of “slow cinema”, which is
a conscious effort to experience time and
space in a contemplative manner. This
movement in filmmaking emphasizes long,
still shots, minimalist dialogue, and a slow
pace of storytelling. The primary goal of
slow cinema is to create a deeply emotional
experience for the viewer, who can immerse
themselves in the atmosphere and visual



aesthetics rather than being subject to
rapid-fire action. Master of Arts Shagilbaev
says in his article: “Slow cinema carries

a high axiological aspect and develops
cinema in a cultural direction” (46).

This article will explore the opposition
between “slow cinema” and “fast content”,
i.e. auteur cinema and commercial cinema,
examining their main characteristics, their
impact on audience perception and the
cultural context in which they exist. This
comparative analysis will be carried out by
comparing editing techniques. Editing—as
a key component of cinematic language—
serves as a critical lens through which these
differences can be analyzed. Let’s examine
editing not merely as a technical tool but
as a creative force that shapes storytelling,
mood, and viewer experience. It will analyse
how these two approaches to cinema
shape contemporary understandings of the
medium, as well as their implications for
cinematic practice and future trends in the
industry.

Methods and materials

In the course of this study, comparative and
structural analysis methods were used to
identify key features of editing in auteur and
commercial cinematography of Kazakhstan.
Kazakhstan’s films created within the
framework of the specified directions over
the past ten years were used as empirical
material. The analysis of editing solutions
was based on the study of rhythm, frame
composition, the order of alternation of
scenes, and sound and visual effects. For a
more detailed examination, the case study
method was used, within the framework of
which in-depth analyses of individual films
were conducted, representing both auteur
and commercial approaches. In addition,
interviews with professional editors working
in these directions were studied, which
made it possible to compare theoretical
conclusions with practical aspects.

A notable limitation of prior research
has been an overemphasis on Western

practices; this article seeks to address this
gap by focusing on Kazakhstan’s unique
cinematic context.

Discussion

Kazakhstan’s auteur cinema established
itself in the global film community ten
years ago, when the names of Adilkhan
Yerzhanov, Emir Baigazin, and Farkhat
Sharipov began to appear more and
more often and noticeably at prestigious
class A film festivals (Abikeyeva 177). In
essence, Kazakhstan’s auteur cinema is
a direction in the national film industry,
characterized by the individual creative
approach of directors, the reflection of
personal authorial visions and original
artistic solutions, and the desire for cultural
originality in works. Unlike commercial
cinema, which is oriented towards the
mass market and profit, auteur cinema
focuses on aesthetic values, socially critical
content, and experimental narrative forms.
Kazakhstan’s auteur films often explore
national identity, historical memory,
cultural traditions and contemporary social
issues, using unique editing techniques,
visual styles and narrative structures. In
connection with the above, the author’s
approach to editing by Kazakh directors can
be conditionally called “reflective editing”.
The commercial side of Kazakhstan
cinema is a direction of national cinema,
focused on mass audiences and achieving
box office success. Unlike art-house
cinema, commercial cinema is based on
standard genre forms (action, comedy,
melodrama, horror) and uses proven
narrative and visual strategies to attract
the widest possible audience. The main
features are: dynamic editing, entertaining
content and the use of international
cinematographic conventions, which
makes it close to global standards of mass
culture. This allows us to conclude that the
choice of editing techniques in commercial
cinema in Kazakhstan is determined by the
principles of “dynamic storytelling”.
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Commercial cinema in Kazakhstan has
been actively developing since the early
2000s, when, in the context of national
economic growth, an industry capable
of producing films competitively at the
regional and international levels began
to form. Films such as The Racketeer
(2007) by director Akan Satayev have
become iconic examples of Kazakhstan’s
commercial cinema, combining crime
action and drama elements with local
themes relevant to Kazakhstan’s society.
Currently, precedents of young directors
such as Dastur (2023) by Kuanysh Beysek
and The Sentence (2024 ) by Diaz Bertiz
can be added to this list.

In addition to the purpose of creation,
commercial and auteur cinema are
distinguished by the features of visual style,
narrative structure, and tempo-rhythm of
the story. In many ways, the final visual
style and integrity of the film’s event
sequence are determined by editing.

As Julie Lambden puts it in her book,
“Film editing is part of the long process of
formulating, acquiring and presenting the
images and sounds that make a film” (4).
The power of editing was proven by “The
Kuleshov Effect”: “one shot by another
would alter the apparent meaning of the
component shots” (Kovacs 34). Editing
is one of the fundamental elements of film
language, which provides consistency and
structure to the narrative and shapes the
emotional and aesthetic perception of the
film. Editing connects visual elements
and creates connections between them,
allowing the viewer to interpret and
comprehend the information.

Editing determines how quickly or
slowly events unfold on screen. It can
create tension (for example, in action
scenes with quick cuts) or relaxation (in
scenes that use long takes and a slow
pace). The way scenes are connected to
each other affects the perception of time
in a film. Slowing down the pace can
help create an atmosphere and deepen
emotional perception while speeding

up the pace can create a dynamic and
energetic effect. Editing helps structure the
narrative by creating a logical sequence and
event connections. It allows for complex
time structures, including flashbacks,
flashiorwards, and parallel plots. Effective
editing can create symbolic connections
between shots, reinforcing the themes and
ideas embedded in a work. For example,
the juxtaposition of different scenes can
highlight the contrast between characters,
their motivations, and their internal
conflicts.

The study of editing features in
Kazakhstan’s cinematography is based
on the works of both domestic and foreign
researchers studying the differences
between auteur and commercial cinema.
However, most existing studies focus on
Western cinematographic practices or
study Kazakhstan’s cinema in general,
without deep differentiation between auteur
and commercial directions. This work
fills this gap, focusing on a comparative
analysis of the two approaches, specifically
in Kazakhstan’s conditions.

Results

Editing is not just a technical process of
putting shots together; it is a key tool that
influences the rhythm and pace of film
narrative. Rhythm and pace determine
how the viewer perceives and interprets
the story, creating emotional and aesthetic
effects. Some researchers even argue

that editing can influence the viewer’s
perception of time (Kovarski 2).

Using the conclusions from the previous
paragraphs, let’s consider how editing
works in the commercial and authorial
directions using specific examples from
Kazakhstan’s cinema.

In the film “Tulip” (2008) by Sergei
Dvortsevoy, editing is used to create a slow,
almost meditative rhythm. Long takes and
minimalist transitions allow the viewer to
immerse themselves in the protagonist’s
world, exploring his inner experiences



and alienation. Non-linear flashbacks and
associative transitions help create a deep
emotional connection with the characters,
emphasizing their isolation and desire

for love. This approach aligns with auteur
filmmaking’s philosophical and aesthetic
goals, fostering deep engagement.

In contrast, let’s consider a striking
example of commercial cinema — the film
Kelinka Sabina (2010) by Nurtas Adambay.
Here, editing serves to maintain dynamics
and ease of perception. Quick changes
of frames in comedy scenes and the use
of “editing on rhythm” with an emphasis
on music create a lively and entertaining
impression. Effective visual transitions and
a clear structure help to hold the viewer’s
attention, which corresponds to the goals of
commercial cinema.

Editing in “Tulip” allows for an in-
depth exploration of themes of loneliness
and internal struggle, creating space for
reflection. In “Kelinka Sabina”, on the
other hand, the editing maintains the
lightness and entertaining nature of the
plot, making it accessible to a broader
audience. Each approach to editing thus
reflects the differences in the aims and
styles of auteur and commercial cinema in
Kazakhstan.

Now let’s repeat a similar analysis
using more modern examples: “Brothers”
(2022) by Darkhan Tulegenov as a
“representative” of auteur cinema and
“Prigovor” (2024 ) by Diaz Bertiz from
commercial cinema.

Editing in “Brothers” plays a central
role in creating dramatic tension and
maintaining an emotional atmosphere.
Darkhan Tulegenov uses editing to
gradually reveal the inner conflict between
the brothers, highlighting the contrast
between their views on life. Slow editing
with long takes is often seen, creating a
sense of time needed to contemplate and
analyze the characters’ emotions. This
gives the film depth and allows the viewer
to feel the tension in the relationships
between the characters.

Another important element is the use
of parallel editing, which helps to show the
characters’ different perspectives and inner
worlds without destroying the integrity of
the narrative. For example, scenes, where
the brothers’ actions occur in different
time frames, are connected by editing
transitions, creating associative links
between their life choices and decisions.

Bertiz’s “Prigovor” uses more dynamic
and aggressive editing, which emphasizes
the severity and hopelessness of the
characters’ situations. Editing plays an
important role in creating a sense of
inevitability and heightening the tension,
maintaining a fast pace of the plot. The
shots change more frequently, especially
in scenes involving trials and conflicts,
which creates a sense of pressure and
acceleration.

Editing in “Prigovor” also helps to
create a sense of anxiety and instability.

It uses abrupt editing transitions and
contrasting scenes that switch the viewer’s
attention between different points of view,
creating a complex and multi-layered
picture of the conilict. For example, in

key courtroom scenes, abrupt transitions
between close-ups of the characters’ faces
heighten the emotional tension, adding
drama to the dialogues and monologues.

From the above, it becomes clear that
the editing in Tulegenov’s “Brothers”
is slow and thoughtiul. It focuses on the
internal conflict, giving the viewer time for
reflection and understanding. In contrast,
the editing in Bertis’s “Prigovor” is
dynamic and tense, with frequent abrupt
changes of shots, which contributes to
creating an atmosphere of anxiety and
drama.

Through editing, “Brothers” builds
on emotional depth and the gradual
revelation of character. At the same time,
“Prigovor” uses editing to create a sense of
mounting pressure and accelerated pacing,
emphasizing the tension surrounding the
trial. Let’s consider another modern pair of
films - “Bauryna salu” (2023) by Askhat
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Kuchincherekov and “Koke” (2024 ) by
Asylzhan Abdumutaliev.

The film “Bauryna salu” uses editing
as a means to create emotional depth and
emphasize cultural and family traditions.
The film features long shots, which is
typical for many Kazakh arthouse films,
allowing the viewer to deeply understand
the characters’ experiences and feel
the atmosphere of the events. Editing
transitions are often slow, with a smooth
alternation of scenes, which creates a
feeling of inner silence and contemplation.
The main goal of editing in “Bauryna salu’
is to convey emotions through minimalism
and attention to detail.

“Koke” uses more dynamic and
emotionally charged editing aimed at
creating a sense of tension and drama.

The film is sharper in its structure and
editing, with abrupt transitions between
scenes enhancing the dramatic effect. The
editing here helps create strong contrasts
between calm and disturbing moments,
emphasizing the internal conflict and
tension in the characters’ relationships.

“Koke” also extensively uses the inter-
frame alternation of close-ups and general
views to evoke in the viewer a sense of
presence in the events. In this film, editing
is aimed at sharper emotional shiits: a
change in tempo and alternation of different
moods help maintain a high level of tension
and emotional involvement.

In comparison, it becomes clear that the
montage in “Bauryna salu” is smoother
and more meditative. It focuses on long-
term relationships and cultural and family
values, creating space for reflection and
immersion in traditions. The montage in
“Koke,” on the contrary, is sharper and
more dynamic. It emphasizes the dramatic
side of the narrative and creates an intense
atmosphere due to frequent changes of
plans and contrasts.

Thus, “Bauryna salu” uses montage
to convey quiet emotional depth and
contemplation, while “Koke” strives to
create a tense and dramatic effect, making

’

montage an important tool for controlling
the dynamics and perception of the viewer.

Basic Provisions

This study provides a comprehensive
analysis of the divergent editing techniques
employed in Kazakhstan’s cinema, focusing
on both auteur and commercial forms. The
findings elucidate several core insights:

1. Editing Styles and Techniques:
Auteur cinema is marked by intricate, slow-
paced editing that fosters deep character
arcs and thematic sophistication. This
contrasts sharply with commercial cinema,
where brisk, dynamic cuts propel the
storyline swiftly and maintain heightened
viewer excitement and emotional intensity.

2. Contrasting Approaches in Editing:
Films like Bertiz’s “Prigovor” utilize
intense, rapid editing to underscore
characters’ dire plights, engendering a
palpable sense of urgency. Conversely,
“Bauryna salu” adopts a smoother,
reflective editing style, encouraging
introspection on cultural and familial
dynamics.

3. Audience Emotional Engagement:
The study confirms that the type of editing
significantly affects audience engagement
and emotional response. The meditative
tempo of “Bauryna salu” invites a deep
narrative immersion, while the quick edits
in “Koke” elicit a heightened sense of
tension and anticipation.

4. Cultural Resonance in Editing:
Editing choices mirror the broader cultural
and societal contexts within Kazakhstan.
Auteur films often highlight cultural
traditions and personal narratives, whereas
commercial cinema emphasizes dynamic
conflict and storytelling flair.

5. Impact on Viewer Experience: The
research underscores editing as a pivotal
element in shaping cinematic narratives
and viewer experiences. The contrasting
editing methodologies in auteur versus
commercial films mold not only the
stories but also the emotional connection
audiences form with the content.

In conclusion, this investigation



highlights the pivotal role of editing in
crafting the narrative and emotional depth
of Kazakhstan’s films, revealing substantial
differences between the narrative
approaches of auteur and commercial
cinema.

Conclusion

Editing is a key element of film production,
forming not only the structure of the
narrative, but also the emotional perception
of the viewer. In the auteur and commercial
direction of cinematography, editing
performs different functions, reflecting the
aesthetic and genre objectives of each film.

In auteur cinema, editing is oiten
oriented toward creating depth and
reflective space, where the viewer can
immerse themselves in the narrative
through slow, fluid transitions and long
shots. Editing emphasizes emotional
resonance and thematic depth through
contemplative pacing. This approach
emphasizes the inner world of the
characters and allows for the development
of multi-layered narratives, while creating
an atmosphere of contemplation and
psychological immersion.

In commercial filmmaking, editing plays
the role of a tool for maintaining dynamics
and spectacle. Rapid frame changes,

rhythmic editing and clear linearity of the
narrative create a high speed of perception,
increasing tension and involving the viewer
in actively following the plot. However, it is
crucial to clarify that techniques like rapid
montage are not inherently exclusive to
commercial cinema, as they have historical
roots in broader cinematic traditions,
such as Sergei Eisenstein’s “montage
of attractions.” Using such techniques
in commercial films aims to captivate
audiences through immediacy and
spectacle. Here, editing serves primarily
to hold attention and ensure maximum
emotional impact. It can be concluded that
commercial cinema employs editing to
enhance accessibility and engagement.
This dichotomy reflects not only the
differing objectives of these cinematic
branches but also their contributions to
the evolution of national cinema. Editing
thus becomes a universal language of
cinema that helps express different creative
ideas and aesthetic goals. It reflects the
balance between visual form, rhythm and,
emotional content, playing an important
role in constructing both the narrative
structure and the viewer’s experience.
Future research should expand
to include comparative studies with
international cinema to further
contextualize Kazakhstan’s unique
contributions.
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A. A. MawypoBa — aHann3 Hay4YHOM NuTepaTypsbl, paboTa ¢ 3apybexXHbIMU UCTOYHUKAMMU,
MOLroTOBKa IMTEPATYpHOro 0630pa, KOHCYNLTMPOBaHME M HayYHOE PYKOBOACTBO.
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dukaHoB Paiibim6ek, MawypoBa Ausa

Temip6ek )Kyprenos atbinarsl Kazak yaTThiK 6Hep akaaeMHsiChl
(Anmatbl, Kazakcran)

KA3AKCTAHHbIH ABTOPJIbIK )KOoHE KOMMEPLUUAJbIK KUHOCbIHOAFbl MOHTAX
EPEKLWENIKTEPIH CANIbICTbIPY

Anpatna. Makanaga KasakcraHaafbl aBTOPJIbIK KOHE KOMMEpPLMAbIK KMHeMaTorpadusaasbl MOHTaX
ToCinmaepiHe enken-TenKenni canblCTelpManbl Tangay bepinreH, 6yn arMbipMallblIbIKTap SpTYpAi
6asHAay KypbibIMAAPbIH Kaan KanbiNTacTblpaTbiHbIHA XaHE KepepMeHaepaiH KabbinaaybiHa Kanam
acep eTeTiHiHe Ha3ap ayaapajbl. 3epTTey HaTUXeCiHAe aBTOPAbIH «6asy KMHeMaTorpabusachl» TYTKbIp
KapKbIHMEH, CbI3bIKTbIK, €MECTiFiMEH XaHe acCoLMaATUBTININIMEH CMNATTanaTbiHbl aHbIKTaNAbI, OCbIHbIH,
Heri3iHae aBTOP/bIK KWNHOMOHTaX MaibiMAay MEH 3MOLMOHANABIK TEPEHAIK YLWiH iLUKi KEHICTIKTI Kypy
Kypanbl peTiHAE KbI3MET eTefi AereH KOpbITbiHAbI XacayFa 6onasbl. KoMMepumsanbik KuHeMaTorpadumsaaa,
KepicCiHLWe, KaapnapablH Xui e3repin oTblpybIMeH, basiHAay bipFaFbl MEH CbI3bIKTbINIbIFBIMEH MOHTAXAAY
KepepMeHre OMbIH-CaybIKTbl, AMHAMU3MAI XXaHe KO/ XEeTiIMAINIKTI KaMTaMachi3 eTeni. Makanaga
MOHTaX Ay Ka3aKCTaHAbIK, KUHOHbIH, TYp/li 6afbITTapblHblH, GUNOCODUANBIK, ICTETUKANbIK, KaHE
KOMMEePpLMAbIK MaKCaTTapblH Kanan KepCeTeTiHi KapacTblpblnagbl. 3epTTey HaTUXKECIiHAE MOHTaX Tek
6asHAay KypbIibIMbIH KafbINTACTbIPbIN KAaHA KOMMai, COHbIMEH KaTap K&pepMEHHiH, 3MOLMOHANAbIK,
KabblnaayblHa aCep eTeTiH KMHO TiNiHiH, HEeri3ri 3NeMeHTI eKeHAIri aHbIKTanabl.

TyiiiH ce30ep: MOHTAX, aBTOP/IbIK, KUHO, KOMMEPLMSbIK, KUHO, Kaap, pUTM, 6asty KMHO.

Aoaliekce3 ywiH: OnxaHoB, ParbiMbek, xaHe Anaa MawwypoBa. «Ka3akCcTaHHbIH aBTOPbIK XaHe
KOMMEpUMSNbIK KMHOCbIHAAFbl MOHTaX epekLueniktepiH canbictbipy». Central Asian Journal of Art Studies,
T.9,N2 4,2024,193-204 66., DOl 10.47940/cajas.v9i4.937

Asmopnap KommazbaHbiH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KalliblibIfbl JOK
eKeHOieiH ManimMoelioi.
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AnbxanoB Paiibiméek, Mauyposa Auna

Kazaxckas HalroHasbHast akaaeMust uckycers umenn TemupGeka JKypreHosa
(Anmarbl, Kazaxcran)

CPABHEHME OCOBEHHOCTEN MOHTAXA B ABTOPCKOM M KOMMEPYECKOM KUHO
KA3AXCTAHA

AHHOTauus. B ctaTtbe NpoBOAMTCS NOAPOGHbLIN CPAaBHUTENbHbLINA aHaNM3 NOAXOA0B K MOHTaXYy B
ABTOPCKOM M KOMMep4eckoM KuHemaTorpacde KasaxcraHa, akLeHTUpYst BHUMaHWE Ha TOM, KaK
3TU paznnuns GopMUPYIOT pasHble NOBECTBOBATE/NbHbIE CTPYKTYPbI U BAUSIOT HA 3pUTENbCKOE
BocnpusTHe. B pesynbtate nccienoBaHUs BbISBIEHO, YTO aBTOPCKOMY, TaK Ha3blBAEMOMY «MefIeHHOMY
KMHO», CBOWCTBEHHbI TAry4MiA TEMI, HENIMHEMHOCTb M aCCOLLMATUBHOCTb, HA OCHOBAHMM YEro MOXHO
CLLenathb BbIBOZ, YTO B aBTOPCKOM KMHOMOHTAX CYXXMT KakK MHCTPYMEHT AJ1S CO3A4aHUS BHYTPEHHEro
NPOCTPAHCTBA A5 PA3MbILLIEHWUI U IMOLMOHANBHOM FNyOUHbI. B KOMMepYeckoM KMHO, HanpoTuB,
MOHTa) C YaCTOW CMEHOM KafpoB, pUTMUKOM M IMHEMHOCTbIO MOBECTBOBaHUS obecrneynsaet
3pEeULLHOCTb, AMHAMUYHOCTb M AOCTYNHOCTb A1 MacCoBOro 3puTens. B ctaTbe paccMoTpeHo, Kak
MOHTaX OTpaxaeT Gunocodckue, ICTETUYECKME U KOMMEPYECKUE 334N PA3/IUYHbIX HamnpaBieHW
Ka3axCTaHCcKoro kuHematorpada. B pesynsrate MccnenoBaHWs YCTaHOBIEHO, YTO MOHTAX SBSETCS
K/II04YeBbIM 31EMEHTOM KMHEMATOrpaduyecKoro A3bika, He ToIbKO GOPMUPYHOLLUM CTPYKTYPY
MOBECTBOBAHMS, HO U BAMSIOLLMM Ha 3MOLMOHANbHOE BOCMPUSTUE 3pUTENS.

Knioyesbie cnoea: MoHTaX, aBTOPCKOE KUHO, KOMMepYeCKoe KMHO, Kafp, PUTM, MeAJIEHHOE KMHO.

Ana yumupoearus: AnbxaHoB, PaitbiMbek 1 Aupa Mawyposa. «CpaBHeHWe 0COBEHHOCTEN MOHTaXa
ABTOPCKOro M KoMMep4yeckoro KMHo KasaxcraHnax. Central Asian Journal of Art Studies, 1.9, N2 4, 2024, c.
193-204,DOI 10.47940/cajas.v9i4.937

Asmopbl npoyumanu u 0006puIu OKOHYamMeNbHsIl 8apUAaHM pyKonucu U 3as6/1510m o0b omcymcmesuu
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Abstract. The relevance of the topic of this study is due to the need to disclose the processes
of synthesis of the foundations of traditional Kazakh music and pop vocal creativity in modern
conditions. It is based on the importance of comprehending, studying, and preserving the national
musical heritage of Kazakhstan, as well as understanding the principles of its modernization,
adaptation to new forms. The purpose of the article is to study the phenomenon of interaction of
branches of musical, in particular, vocal art, being different in their content and origins. It consists in
highlighting the leading categories of each of these industries, the mechanisms of their functioning,
and ways of updating, through penetration into new genre areas, performance style, and compositional
structures. To achieve it, a set of methods was used. Among them are: culturological; historiographic;
systematization method; method of analysis and synthesis; method of comparative characteristics and
study of structures. The results of the study made it possible to trace the process of formation, stylistic
expansion, and transformation of the stage of Kazakhstan; to realize the importance of national
professional music of the oral tradition; to determine the leading components of the mechanisms for
the implementation in popular culture of the types of ethnic vocal performance; to highlight them as
constituent elements of a large-scale complex and integral system, representing the synthesis of two
different areas of musical art. The practical significance of the study is the demand for its materials
in such areas as modern pop vocal performance; ethnomusicology; professional music of the oral
tradition; musical pedagogy; psychology; sociology; cultural studies; medicine; religious studies;
ethics; aesthetics; economy. The data of the article can be applied both in concert and performing, and
scientific, pedagogical activities of musicians of various directions and specialities.

Keywords: ethnic art; popular culture; academic performance; guttural-overtone singing;
improvisation.
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Introduction

he need to study the problem

of translating the types of vocal
performance of traditional Kazakh music in
modern pop art is due to its modernity and
relevance. At the present time, pop artists
are searching for ideas, images, intonation,
and rhythmic foundations that are of global
importance for the ethos, contributing to
a deep comprehension and disclosure of
its roots, spiritual values that have been
formed over a number of centuries, as well
as the unique nature of its folklore. The
factor of importance of all these categories
for modern pop music of Kazakhstan and
world popular art as a whole turned out to
be the basis for choosing this topic as the
material of this publication, the purpose
of which is to study the mechanisms of
enrichment, expansion, and modernization
of this area by referring to the traditions of
ancestors.

The research problem was the system
of vocal performance components
fundamental for oral traditional music
of Kazakhstan and the process of their
implementation in the context of pop music
of the present time. It is actively studied
by the modern science of Kazakhstan. In
particular, Kakim Danabayev and Park
Jowon explore the historical path and
leading trends in the popular music of
Kazakhstan, list and describe famous
groups of performers, note the fact that pop
artists used national symbols (in particular,

the traditional signs of nomads “tamgi”,
similar in writing to the famous epic about
“Kultegin™) associated with the history of
the people, prompting to treat their native
language with interest and respect, as well
as interaction with Western pop culture, in
the context of which the implementation of
the ideas of globalization takes place (90).
This contributes to monitoring the state of
contemporary pop art in Kazakhstan and
around the world.

Tatiana Kulaha and Natalia Segeda
highlighted the methods of teaching the
techniques of pop vocal performance (145).
They explore the problems of terminology in
the field of training professional personnel
for the stage, in particular, the modern
pop vocal and performing thesaurus,
which is a form of individual activity that
realizes its unique resource of a specialist
in such areas as cognition, vocal technique,
artistic technologies, communication,
interpretation, art image system. Neal
Woodruff turns to the consideration of
teaching processes in music schools (43).
The scientist states the universality of the
profession of a modern vocal teacher, who
faces the complex task of comprehending
and combining in his own practice various
styles and directions of performance:
traditional (spiritual ), academic, pop, solo,
and choral. This contributes to expanding
the boundaries of education and improving
the quality of training for entertainers,
both in Kazakhstan and in other countries.
Kim Chandler refers to the study of various



aspects of mastering the educational
program dedicated to pop singing (39). The
specialist singles out the discipline directly
related to the formation of a popular music
performer into an independent branch and
gives an overview of the main requirements
for his training, focusing on such categories
as a performance technique, artistic
mastery, and interpretation. This approach
is aimed at the deep and comprehensive
development of the future entertainer.
However, the problem of synthesizing
elements of oral traditional and modern
pop art remains open to researchers. This
fact necessitated an appeal to its study.
Thus, the objective of this publication is

to highlight the fundamental aspects of
world popular and ethnic vocal art, as well
as the principles of their interaction, aimed
not only at enriching and modernizing the
national stage in Kazakhstan, but also at
popularizing and preserving outstanding
examples of Kazakh folk music.

Methods

In this study, several methods were used
to reveal the problem of implementing
the traditions of Kazakh music in the
modern stage, such as: culturological,
historiographic; systematization method;
method of analysis and synthesis; method
of comparative characteristics, and study
of structures. The reason that prompted
us to turn to the culturological method

of studying the materials of the topic was
the fact that oral traditional and modern
pop music of an ethnic group are large-
scale objects in the sphere of spiritual and
creative progress of society, the content,
and significance of which must be studied,
illuminated and multilaterally disclosed
in such a scientific direction as cultural
studies.

The historiographical method of
comprehending the issues of combining
the oral professional and popular branches
of the musical environment of the present
time is due to their nature of the chronicle

plan, volume, and numerous displayed
phenomena, as well as the process of the
extended formation of the foundations of
the noted industries, their responsiveness
to events and requests from different eras,
the ability to enrich, expand own borders
and modernization in accordance with the
discoveries and conquests of a certain era.
The method of systematization is dictated
by the complexity of the chosen research
topic, which is distinguished by many
directions and elements that make up its
basis.

The method of analysis (derivation of
categories) and (their) synthesis into a
single system was required to determine
the components of the problem of
translating the types of vocal performance
of traditional music of Kazakhstan in the
modern stage. The method of comparative
characteristics was necessary to study the
content, functions, and role, as well as to
determine the relationship between the
leading components of the problem under
study. For this purpose, in particular, the
method of structural analysis was used,
which is used in the process of revealing the
mechanisms of formation and development
of modern musical art, combining
traditional and pop musical branches.

With the help of the culturological
method, the role and significance of oral
traditional and modern popular music
in the context of the life and activities
of society, their conditionality by the
atmosphere in which they arose and were
formed over various periods of time, were
established. Thanks to the historiographical
method, it was possible to trace the
process of formation and enrichment with
the achievements of the national musical
culture of such an industry as pop art to
reveal the roots and origins of its nature,
which is undergoing modernization
using new technologies for designing and
presenting shows to the audience. Through
the method of systematization of sources,
the nature of vocal performance, adopted
in traditional Kazakh music, and aspects of
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its implementation in the conditions of the
modern national stage were revealed.

Due to the methods of structural
analysis of the problem under study, the
derivation of its fundamental categories,
and their comparative characteristics,
the content of such a phenomenon as
the popular music of Kazakhstan in the
present period and its continuity from
traditional oral professional national
creativity was determined. Finally, the
method of synthesis of categories into a
single system contributed to the coverage
of the processes of implementing the
traditions of Kazakh vocal performance on
the stage, as a manifestation of the many
facets of a holistic complex phenomenon
that combines different, in a sense, polar
directions.

The materials of this study are
scientific works devoted to the study of the
relationship of musical art, in particular
modern popular music and pedagogy,
philosophy, as well as discoveries in the
field of modernization of engineering
technologies and medicine. The foundation
of the base of sources of this development
was made up of samples of traditional oral
professional music and modern pop art of
Kazakhstan. Based on them, an analysis
was made of the process of transformation
of the creativity of national vocal performers
in the period of the second half of the
twentieth century and the first decades of
the twenty-first century.

Results

The study of the processes of
implementation in the conditions of

the modern stage of the types of vocal
performance characteristic of the traditional
music of Kazakhstan indicates that two
leading sectors of the national professional
oral school of singing skill turned out to

be their foundation. Table 1 provides a
description of the fundamental categories of
traditional vocal music in Kazakhstan.

The technical means of performance
used by the masters of the national vocal
school of Kazakhstan also gained special
significance. They are the features of using
the singing apparatus and working with it,
as well as the factor of attracting musical
instruments in the process of singing.
Thus, the traditional vocal performance of
Kazakhstan is characterized by reliance
on the oropharyngeal canal of the larynx,
which determines the system of singing
techniques, its phonetics. This led to the
formation of guttural-overtone singing
in a low register due to the inclusion of
the head and chest resonators. As for the
instrumental accompaniment, it should be
noted that the national traditional singing
art of Kazakhstan involves solo performance
as a standard of its classical style. However,
the participation of samples of national
instrumentation (dombyra, kobyz) gives
it a special expressiveness, designed to
flavour colour the content of the vocal
melody. At the present time, the national
vocal creativity of Kazakhstan concentrates
several directions that differ in their internal
content, the nature of the sources that
serve as a support for them, functions and
significance in the life of society. Table
2 analyses the vectors of formation and
further development of the foundations of
a unique national heritage in the modern
Kazakh singing environment.

Table 1. Types of singing in traditional Kazakh music

Structure containing verse and chorus

Free improvisational form

This type of presentation of musical
material embodies the classic version of a
folk song, which has become widespread
almost all over the world.

Such a system of fixing musical thought by means of
vocal performance does not fit into the strict framework
of classical compositional structures and is an indicator
of ethnic identity, as well as the uniqueness of the
traditional singing school of Kazakhstan




Table 2. The main vectors of the implementation of performing skills in Kazakhstan

Preservation of the
singing art of the oral
tradition in its purest
form

Implementation of the
features of world pop vocal
performance on national
grounds

Deep synthesis of the traditions of national Kazakh
and classical singing

The way to preserve the
ethnic heritage in the
most optimal form of
authentic performance
of national melodies,
which manifests itself:
the modal basis of
Kazakh traditional
music; the manner

and methods of its
transmission to listeners,
as well as stable forms
of compositional
structures, canon forms
at the heart of the
improvisational process
and forms built on the
principles of free variant
development of the
material

Adaptation on the basis of
national culture (through
the use of the national
language) of the most
striking aspects of modern
pop performance, which
have become widespread
and especially popular in the
world. This implies the use
of a modernized engineering
and technological base

for the implementation of
projects in which the singers
of Kazakhstan are direct
participants, as well as the
intonational-rhythmic fund
and compositional structures
that have formed in the
context of popular music in
America and Europe.

Formation of a multilaterally developed professional
in the field of vocal art, who owns the techniques
of classical opera singing and Kazakh traditional
national performance, who is able to demonstrate
the richness of the treasures of world and ethnic
singing skills, and also in his activity to create the
prerequisites for a fruitful interaction of cultures,
styles, schools, and principles of interpretation.
This direction in the development of modern

vocal art of Kazakhstan was formed thanks

to the professional activities of outstanding
representatives of the national opera school of the
country. Among them, the names of Kulyash should
be mentioned. Baiseitova, as well as her associates:
R. Dzhamanova, N. Serkebaeva, N. Karazhigitov,

M. Musabaeva, B. Tulegenova, R. Zhubatyrova, Kh.
Kalilambekova, A. Dnisheva, N. Usenbaeva, who laid
the foundations for a highly professional synthesis
of natural sources of their voices, their typical

timbres, and the principles of belcanto.

Table 3 illustrates the stages of the
implementation of the combination of the

national traditional and classical European
system of vocal performance.

Table 3. The process of integration of professional music of the oral tradition in the

context of world singing art

Opera Singing

Mastering the European School of

Enriching the methods of working with the voice, expanding the
scope of its capabilities and replenishing the arsenal of technical
methods of vocal performance by mastering the basics of academic

singing, in addition to a wide range of existing skills of the traditional
ethnic type of interpretation

Expansion of the sphere of
distribution of the Kazakh national
melos (processing of sources for the
choir, various types of ensembles)

Opening of a large-scale unique fund of oral traditional music of
Kazakhstan, in particular, its vocal branch, for the academic school of
composition and the introduction of the latter’s techniques into the
environment of national song art

The usage of rhythmic formulas by
the national stage of Kazakhstan,
which have been widely developed in
modern popular art

The modernization of Kazakh vocal creativity is carried out due to the
highly artistic combination of its historical origins (types of singing,
methods of displaying musical material) and the most striking
elements from the styles of pop music that have become leading in
the present period of time (rhythms, intonational turns characteristic
of the performance of popular artists)

Mastering the manners of vocal
performance in the field of genres of
the present period of time: jazz; rock;
fusion

Active use by national pop singers of features inherent in the
performing practice of US and European artists, including elements of
complex (sometimes extreme) vocalization, reflecting an individual
approach to improvisation, a free creative method of reproducing a
certain style

Interaction of the volumetric sound,
structural technological fund of the
national traditional vocal school and
the environment that embodies the
modern popular culture of Kazakhstan

A combination of different manners of performance: recitativeness;
improvisation (this is facilitated by the use of metric groups in
phrases of 7-8-, 11-complex structure); and a wide intonational-
rhythmic fund of pop art of the present time.

CAJAS Volume 9. Issue 4. 2024

N
o
O

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD




CAJAS Volume 9. Issue 4. 2024

2

=
o

Table 4 lists and describes the spheres as a master of the pop format, who later

of dissemination of contemporary variety developed the genre of indie music atypical
art, which is based on the professional for the stage of Kazakhstan on national
music of the oral tradition in Kazakhstan. language. Another category is being

Table 4. Centres for the implementation of interactions between national and

contemporary world popular music

Social environment

A deep synthesis of elements of the national oral-professional singing
school of Kazakhstan and the rhythm-intonation fund, formed in the
context of the stage, takes place within the framework of events
significant for the life of society: rituals (seasonal, family, social and
social); corporate events (cover bands, toy groups); conferences; festivals
(“Asia Dauysy” (1990); “A Star of Asia” (2017); Nomad Vibes, Gakku
Dauysy or Youth (second decade of the 21st century); contests (“ Zhas
Kanat”); communities, in particular Qazaq Indie (Almaty), which gathers
young musicians on its site, giving each of them the opportunity to share
their creative ideas and projects

Educational environment

Houses of creativity, educational musical institutions of various levels,
corresponding to the degrees of complexity of the educational programs
they cover, become a platform for monitoring the success of the
implementation of a complex, multifaceted and holistic musical system
of the new time, combining the origins of traditional and world popular
music

Concert stage environment

The base (platform) of creative experiments and discoveries in the field
of interchange of values inherent in two large-scale areas of modern
musical culture (traditions of the ethnic group and world popular art of
the masses), preserving the best examples of their unity, as an indicator
of the creative progress of society

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD

Media environment and
social networks

A means of disseminating the classical foundations of national oral-
traditional and popular music, as well as an opportunity to observe
the transformation, content enrichment and real-time modernization
of the variety art of Kazakhstan, which is actively promoted by NTK
and Channel 31, the musical reality show “SuperStar KZ”, broadcast
on “Channel One (Eurasia)”; X Factor (2011); “l am a singer” its stars:
Dimash Kudaibergen and young singer Danelia Tuleshova), which is a
joint project of Channel 31 and the South Korean company MVS (2017).
Currently, popular artist Jah Khalib, who presented the recognized hits
“You are for me” and “Your sleepy eyes”, was able to declare himself,
like many other artists, not only in Kazakhstan, but throughout the
CIS, contributing to the development of the music industry of the
entire region through the means of information and communication
technologies.

There are several aspects of the actively implemented in the performing
implementation on the stage of national practice of the Urker group. The third of
traditions inherent in the song heritage the listed categories is used by famous
of Kazakhstan. Among them: the state Kazakh pop artists Aidos. Sagat and
language; national folklore; cultural values ~ Jah Khalib. Finally, the fourth is widely
of the ethnic group; patriotic mood. The represented by the Urker group in various
first of these categories is reflected in periods of its activity.
the work of the group, which appeared Through Table 5, the disclosure of
in 1994 under the name Urker, as well modern trends in pop music, embodied in
as Galymzhan Moldanazar (2010 to the the activities of the young generation of

present), who proved himself performers in Kazakhstan, is carried out.



Table 5. Vectors of Kazakh variety art

Pop music

The direction of the second half of the last decade of the twentieth century,
characterized by a synthesis of classical and national vocal traditions with a system of
instrumental concert design, providing freshness and novelty of rhythms, timbres, and
atmosphere of performance.

Hip-hop

The direction of the second half of the last decade of the twentieth century (stylized
rhythmic music that originated in Hispanic and African American environment), which
has not lost popularity at the beginning of the twenty-first century. Its representatives
in Kazakhstan: groups Ghetto Dogs; 101 (led by Ivan Breusov). Here most often and
directly there is a mixture of different genres and styles of performance. Evidence of
this fact is the activity of the group Da Gudda Jazz, which combined in its music such
directions as rap and reggae, as well as rhythm and blues.

Rap

The direction of the second half of the last decade of the twentieth century (a free
style of performing a certain rhyme, including jargon words of a particular social
environment, which sound under a characteristic background beat). It is most clearly
represented by the Kazakh group Rap Zone; the work of Scryptonite, who founded the
rap group JILLZAY.

Boys band

Direction of the second half of the last decade of the twentieth century. Its
characteristic features are reflected in the practice of such ensembles as: trio “ABK”
with Yerlan Kokeev, Medeu Arynbaev and Kydyrali Bolmanov; “Bablis”; “Alan”;

“Zhigitter”, “Horde” and “Ringo”, which conquered Kazakhstani listeners not only with
singing, but also with dance performances that were unusual at that time.

Pop jazz
(Smooth jazz)

A direction in the popular music of Kazakhstan in the last decade of the twentieth
century (@appeared in the USA in the mid-1970s, representing a mixture of classical jazz
and light rhythm and blues, becoming one of the most famous types of pop music).

It is personified by the activities of such Kazakh groups as: “Boomerang”, “A-Studio”,
“Almatushechka”, “JCS”, Zhanna Sattarova.

Rock music
(alternative
music)

Direction (its source is African American blues), formed in the middle of the twentieth
century and includes many options: pop rock, Britpop, death metal and grindcore and
many others. It is represented in Kazakhstan by groups: “Roxonaki”, “Blues Motel”; “Che
Francisco”; “Maxim Sergeyich” and “Eclecticism”, “Asem”; “Ulytau” - in the style of
instrumental Kazakh ethno-rock.

Q- pop or

Kazakh pop
music of the
newest time

A direction that realizes its potential in the culture of Kazakhstan today. It was it that
became fertile ground for the implementation of the origins of the oral-traditional
vocal school of the ethos, the rethinking of popular music and filling it with new
content. The bands Ninety One and Renzo stood at the origins, which is reflected in the
work of many young performers.

With the help of Figure 1, a list of
elements of the vocal performance of
traditional music of Kazakhstan is carried
out, which are implemented in the
conditions of the modern national stage.

Variable meters and rhythms,

philosophical content of texts, including
the meanings of eternity, the sublime
principle, as the basis of the universe, and
holiness (the repertoire of the Ninety-One
group). One of the features of the modern
Kazakh stage is the use of the potential of
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embodying the oral traditional professional
music of Kazakhstan, are reflected in the
work of modern national pop artists (they
are widely used by Yerbolat Kudaibergenov,
who subtly noticed the consonance of these
components of folk art with the laws of

rap, as well as the groups Urker, “Konyr”,
“Alatau serileri”, “Alashuly”). The popular
music of Kazakhstan in many of its varieties
(directions) is characterized by a deep

the singing range of voices. Thus, artists
with outstanding performance skills are
gaining popularity (Dimash Kudaibergen,
Cashew group, Zhanar Dugalova, Moldir
Auelbekova, Ninety One group, Amre,
and many others). A special type of
development of a small-range musical
thematic core, based on the principles of
the variable development of its intonation
and rhythmic nature, accompanied by the
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Figure 1. Fundamental components of the ethnic song art of Kazakhstan

transposition of this cell into another key,
used by folk musicians, is also implemented
in the pop music of Kazakhstan (groups
Urker, “Konyr”, “Alatau Serileri”,
“Alashuly™).

One of the leading signs of the
adaptation of traditional Kazakh vocal
creativity to the conditions of modern
popular music culture is the performance
of songs in the state language of the
country, which embodies the uniqueness
of the ethnic group and its originality. The
use of the foundations of the traditional
modal system of Kazakh music pentatonic,
phrygian, and other folk modes, also
symbolizes the trend towards the revival
and popularization of the traditions of the
national vocal school (modern samples of
East Kazakhstan and West Kazakhstan
song traditions). Inclusion in the pop style
of performance of recitatives, chanting
in a low register of individual syllables
and words (Jah Khalib), exclamations,
and interjections in a high register,
characteristic of the national singing
tradition (Urker group) reflects the
synthesis of two large-scale branches of
musical art: popular mass culture and
ethnic creativity. One-voiced monodic
by its nature, the traditional vocal music
of the Kazakhs becomes the intonation
basis for all modern music, modifying and
acquiring harmonically diverse musical
arrangements.

Finally, improvisation, as a form of
presenting the material of modern pop
songs, based on the development of
their rhythmic and intonational cells
in accordance with the canons of the
traditional Kazakh vocal performing
culture (variability), opens the vast and
little-explored world of Kazakh national
music to modern listeners. All the above
aspects of the oral professional vocal
culture of the Kazakh ethos act in a highly
artistic synthesis with the foundations
of the national popular music of the
present period of time. The brightness
and novelty of the sound of centuries-old
motifs, in turn, is given by instrumental
accompaniment, including an electric
guitar, a synthesizer, a percussion rhythm
section, as well as features of pop vocals,
where elements of academic singing, jazz,
rock, and rap are implemented.

Discussion

Scientists from different countries
addressed the problem of modernization,
enrichment of national pop art and the
implementation of the leading aspects of
traditional performance in its context. They
covered certain aspects of this topic, which
are its leading links.

So, Guro von Germeten explores the
role of musical taste (the psychology
of music perception) in the process of



forming future pop performers (560). Its
development is one of the fundamental
values for the vocal training of professional
personnel, the scope of which can also

be traditional professional art. This

serves as an incentive for the creation

of high-quality artistic compositions by
representatives of modern popular music,
which contributes to the progress of the
culture of Kazakhstan. The noted work
focuses on the aesthetic aspect of musical
art. This is its difference from the proposed
publication, which explores a voluminous
system of types of vocal performance and
their implementation in practice.

Jean-Francois Nault et al. turn to the
study of the issues of educating artistic
taste through acquaintance with various
genres of musical art (725). This direction
is significant in the field of modern
pop performance, when it refers to the
traditional forms of ethnic vocal music, as
it can spiritually and aesthetically improve
the artists, as well as the audience. Here
the interrelation of such leading aspects
of the life of society as musical art and
philosophy, morality, faith, the unity of
which is called upon to preserve the ethos
and ensure its future, is manifested. The
article of scientists is aimed at revealing
the semantic, meaningful aspect of music.
However, this is only one of the sides of
the large-scale problem outlined in this
work, which also highlights its stylistic,
structural, genre spheres and ways of
translating artistic ideas.

The spectrum of cultural interests of the
younger generation that appeared after the
collapse of the USSR is also being studied.
Kakim Danabayev et al. comprehend
the phenomenon of their uniqueness on
the examples of pop art of the present
period, which combines the methods of
composition characteristic of the Western
tradition and the foundations of ethnic
identity (13). This is the mechanism
for revealing the national identity and

prospects of modern popular Kazakh music.

The noted researchers are focused only on

a separate component of the system for the
implementation of national origins, which is
revealed in this publication as a multilateral
phenomenon of world culture. Afsaneh
Yadaei et al. raise the issue of preserving
the heritage of the oral musical traditions of
the ethnic group with the help of computer
technology (15). Thus, the process of
transforming dance movements created by
software into musical sounds and rhythms,
which are peculiar patterns that embody the
leading structural elements of national art,
is revealed. This direction can be used in
the design of performances by pop artists;
therefore, it turns out to be promising for
the noted purpose. However, this is only
one of the components of an integral and
complex system of implementation of
national folklore in the context of modern
popular music, which is studied in this
work.

Cultural heritage has become one of
the objects that attract the attention of
scientists. Evangelos Himonides speaks
about the significance of the context in
which the piece is performed (25). Thus, it
plays a certain role in the perception of the
quality of the artist’s work, which indicates
the deep interconnection of all components
of the performance (including variety) on
the modern stage. Here, attention is paid
to stage decorative elements and modern
means of the sound engineering industry,
which are directly and actively involved in
the functioning of popular music. At the
same time, the difference between the
mentioned publication and the proposed
work is that the purpose of the first is to
analyse in detail one specific line of musical
performance, while the second is focused
on a panoramic display and study of many
branches of the problem of modern vocal art
in Kazakhstan.

Ross Purves and Evangelos Himonides
are searching for universal ways of teaching
a musician (including a vocalist) (219).
Scientists consider the core components
of culture and the process of transforming
their perception, transitions from one
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priority to another, which indicates the
timeliness of the appeal of ethnic groups
to the traditions of their ancestors in the
current period. This also applies to the
types of vocal performance of traditional
Kazakh music on the stage. The noted
article is devoted to the global progressive
trend of musical education. At the same
time, the sphere studied in it also turns out
to be one of the components of a complex
system disclosed in this work.

Science also focuses on the process,
as well as the result of the perception
of singing (academic, folk, traditional)
by audiences of different composition
of participants. Marcello Sorce Keller
considers singing (traditional) as a
sociological phenomenon (95). It is one
of the elements of ideology and can have
a positive impact on the formation of a
respectful attitude towards the national
heritage among young people. This
happens in various contexts, among which,
one of the leading places is occupied by
the branch of popular music. This aspect
contributes to the unity of the ethnic group,
its safety and prosperity, not only in terms
of musical culture, but also life in general.
This became the foundation of the proposed
study. For this reason, understanding
the types of traditional vocal performance
that have existed in Kazakhstan for many
centuries can give a description of the
history of the ethnic group, the formation
of its culture, the paths to progress and the
preservation of spiritual values. This is also
one of the aspects of the topic analysed in
the proposed publication, where it becomes
a significant link in terms of content and
function.

One of the topical spheres of life of
modern society, including the Kazakh
people, is the modernization of musical
pedagogy. It opens a wide range of
possibilities for fixing, as well as studying
the principles of traditional singing in the
format of teaching aids, textbooks, and
educational programs. With their help, the
process of applying the types of traditional

vocal performance in the context of pop
music of Kazakhstan acquires a scientific
justification and becomes the foundation
for the construction and successful
implementation of educational programs in
the speciality “Traditional singing”, “Pop
vocal”. At the same time, the mentioned
scientific work is aimed at the development
of the educational industry, while the
proposed article aims at a multifaceted
analysis of the state of the modern stage of
Kazakhstan, in particular, the principles of
preserving and implementing in its context
the centuries-old traditions of national
music.

[t should be noted that now, the problem
under consideration as a voluminous
complex and, at the same time, an integral
system, has not been considered in the
works listed above. This fact prompted us to
turn to it in this publication and conduct its
in-depth study.

Conclusion

In the process of studying the problem

of the implementation of the leading
components of the traditional music of
Kazakhstan in the conditions of the modern
stage, it was revealed that it is an integral
complex system consisting of categories
that are different in scale, content, and
functional significance. Two formats of
singing, fundamental for the centuries-
old vocal culture of the Kazakh ethos,
became obvious. They are a structure
containing a verse and chorus, as well

as a free improvisational form. The ways
of artistic design and transmission of

oral traditional vocal performance in the
context of the present period have gained
illumination. These include features of
using the singing apparatus and working
with it, in accordance with the canons

of Kazakh music, factor of attraction of
national musical instruments. The leading
directions for the implementation of vocal
performance skills in the modern culture
of Kazakhstan were identified. They



represent the preservation of the singing
art of the oral tradition in its purest form;
the implementation of genres and styles of
world pop vocal performance on national
soil; deep synthesis of patterns of national
Kazakh and European classical singing.
Aspects of the integration of Kazakh
national vocal creativity into the sphere of
world academic and popular music were
considered. These are the development of
the European school of academic singing;
expansion of the distribution area of
the Kazakh national melos (processing
of sources for the choir, various types
of ensembles); the use of modern pop
rhythmic formulas, mastering the manners
of vocal performance in the field of genres
of the present period of time (jazz; rock;
fusion); the interaction of the volumetric
sound, structural technological fund of the
national traditional vocal school and the
environment that embodies the modern
popular culture of Kazakhstan, as well as
other countries. The centres of interaction
and conditions for the synthesis of the
leading components of the oral traditional
and pop branches of Kazakh vocal art have
gained disclosure. Among them: the social
environment; educational environment;

concert and stage space; media
environment and social networks.

The fundamental criteria for the
manifestation of the original traditions of
the Kazakh ethnic group in the context of
world popular music of the present period
were highlighted. They were the state
language; national folklore; cultural and
spiritual values; patriotic mood. In the
process of studying this topic, the leading
vectors of pop music in Kazakhstan were
also identified. These include pop music;
hip-hop; rap music; boy band; pop jazz;
rock music (alternative music); Q- pop
or Kazakh pop music of the newest time.
The publication presented the types of
traditional Kazakh vocal art, reflected in
the modern pop environment, their value,
demand among the younger generation
of artists, uniqueness, and prospects for
future generations. Thus, the problem of
synthesis of traditional vocal performance
and the variety art of Kazakhstan as a
complex integral system was revealed. Its
prospects lie in the possibility of obtaining
new discoveries in the field of musical
genres and means of their implementation,
contributing to the modernization, and
expansion of the fund of national and world
musical culture.
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Mepyet MyxcubinoBa', Moanuuc Kaitcuan®

12 Temip6ek YKyprenos atbitarst Kazak YATTbIK 0Hep aka1eMUsIChl
(Anmatbl, Kazakcran)

LOCTYPJII KA3SAK MY3bIKACbIHbIH BOKAJ1AbIK OPbIHAAY TYPNIEPI X)XOHE OJIAPAbIH,
KA3IPT'I CAXHAOA KOJTAAHbBINTYbI

AHpatna. 3epTTey TaKblpblObIHbIH, ©3EKTINIr A43CTYPAi Ka3aK My3blKaCbIHbIH HETi3AEepPiH XaHe Kasipri
Xarpannapaa 3CTpaganblk BOKA LWbFapMaLLbIIbIFbIHbIH, CUHTE3i MPOLECTEPiH ally KAXEeTTiNiriMeH
TyCiHaipineni. byn KasakCTaHHbIH, YITTbIK, My3blKasblK, MypacbIH TYCiHY, 3epTTeY XaHe CakTay, COHAan-ak,
OHbIH, XaHFbIPTY KaFMAATTAPbIH, XXaHa dopmanapfa 6enimMaenyiH yrblHy MaHbI3AblUIbIFbIHA HEMi34eNreH.
MakanaHblH, MakcaTbl — Ma3MyHbl MEH LUbIFY TEri apTypAi My3blKablK, atan aiTKaHLa, BOKANAbIK,
6Hep cananapbiHblH, ©3apa apekeTTecy KybbinbicbiH 3epTTey. On 0Cbl cananapAablH dPKANChIChIHbIH,
YETEKLL| KaTeropusinapbiH, 0NapAblH, XXYMbIC iCTey MeXaHW3MAEPiH XaHe XaHa XaHpAbIK, cananapsa,
OPbIHAAYLBIbIK CTUIbIE X3HE KOMMO3ULMANbIK, KYPbUIbIMAAPFA €HY apKblibl XXaHAPTYAbIH, XONLAPbIH
KepceTyre H6afbiTTanFaH. byn MakcaTka Ko XeTki3y ywiH bipkatap agictep KonaaHbinabl. OnapabiH,
ilWiHoe M3AEHUETTaHY 94iCi, TapMXHAManbIK d4iIC, KyMeney afici, Tanaay XaHe CUMHTe3aey afici,
CanbICTbIpMasibl CMNaTTaManap MeH KypblibiMAApAbl 3epTTey aaici 6ap. 3epTTey HaTwxenepi KasakcraH
CaxXHaCbIHbIH, KaNbINTACy, CTU/bAIK KEHE XaHe e3repy NpoLeciH 6akblnayFa; aybli3lua A3CTYPAIH,
VITTbIK, K9CiOW My3bIKaCbIHbIH, MAHbI3AbIbIFbIH TYCiHYre; STHUKA/bIK BOKaNAbIK OpbIHAAY TYPAepiH
non-MafeHMETTE Xy3ere acblpy MEXaHM3MAEPiHIH XeTeKLi KOMMOHEHTTEPIH aHbIKTayFa; onapabl exi
TYPNi My3bIKasblK, @HEP CaNaCbIHbIH, CUHTE3iH 6EMHENEeNTiH KeH ayKbIMAbl KeLeHAi XYMeHiH Kypamaac
3/1EMEHTTEpI pPeTiHAe KepceTyre MyMKiHAIK 6epai. 3epTTeyaiH NpakTUKablkK, MaHbl34blblFbl OHbIH,
MaTepuanaapbiHbiH, Ka3ipri 3cTpafianblK BOKaNLblK, OpbIHAAYLIbUIbIK, STHOMY3bIKaTaHy, aybi3Wa ASCTYPLIH,
KaCibu My3bIKachbl, My3blKalblk, MeAAror1Ka, NCUXon0rus, aneyMeTTaHy, MolEHUETTAHY, MeAULIMHA,
LiHTaHy, 3TMKa, 3CTETUKA, IKOHOMMKA CUSKTbI Cananapaa cypaHbicka ue 6onybliHAA. MakanaHblH,
LepekTepi apTypni 6afFbiTTap MeH MaMaHAbIKTaFbl My3blKaHTTapAbIH, KOHLEPTTIK-OPbIHAAYLIbIbIK, KOHE
FbINIbIMU-NENArOruKanbIK KbI3METiHAE KOMAAHbITYbl MYMKIH.

TyiiiH ce30ep: STHUKANbIK 6HEP; NMON-M3AEHMET; aKaAEMUSNbIK, OPbIHAAYLIbIbLIK; KEMEMMEH-
06epTOHAbIK 9H anTy; UMNPOBU3ALUS.

Jaiiekce3 ywin: MepyeT MyxcubiHOBa XaHe MoaHHuc Kancnam «[acTypni Kasak My3bIKaCbiHbIH,
BOKaNAbIK, OPbIHAAY TYPJIEPi XXaHe onapablH, Kasipri caxHaga Kongaublnybl». Central Asian Journal of Art
Studies, 1.9, N2 4,2024, 66. 205-220. DOI: 10.47940/cajas.v9i4.943

Asmopnap KomwazbaHbiH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep Kalllibliblfbl JOK
eKkeHOi2iH ManiMOelioi.



TYPES OF VOCAL PERFORMANCE IN TRADITIONAL KAZAKH MUSIC AND THEIR IMPLEMENTATION IN
MODERN STAGE

Mepyer MyxcubiHoBa', Moanuuc Kaiicuan?®

1?Kazaxckas HalMoHasbHast akajaeMust uekycets uMeHd TemupOeka Kyprenosa
(Anmarbl, Kazaxcran)

BUObl BOKAJIbHOTO UCMOJIHEHUSA B TPAOLULIMOHHOM KA3AXCKOM MY3bIKE U UX
NPUMEHEHUE HA COBPEMEHHOW CLLEHE

AHHOTaumA. AKTyanbHOCTb TEMbI LAHHOTO MCCe0BaHUs 00yC/IOBAEHA HEOOXOAMMOCTBIO PACKpPbITUS
NpOLLECCOB CMHTE3a OCHOB TPAAMLIMOHHOM KAa3axXCKOW My3blKM M 3CTPALHOMO BOKaIbHOTO TBOPYECTBA
B COBPEMEHHbIX yC10BUAX. OHA OCHOBAHA Ha BAaXKHOCTU OCMbICNEHUS, U3YYEHWUS U COXPAHEHUS
HaLMOHaNbHOrO My3blkanbHOro Hacneans KasaxcraHa, a Takke Ha MOHMMaHUM NMPUHLMMOB ero
MOLEpPHM3aL MK, afaNTauumn K HOBbIM opmaM. Llenb ctatbn — nsyyeHne heHoMeHa B3aMMOLENCTBUS
HanpaBneHWi My3blKaibHOTO, B YAaCTHOCTM BOKAJIbHOTO MCKYCCTBA, PA3/IMYAOLLMXCS MO COAEPXKAHMIO
1 npoucxoxaeHunto. OHa 3aKk1t04aEeTCs B BbISBEHUM BEAYLUMX KAaTETOPUIM KaXKLOM U3 3TUX OTpac/en,
MeXaHU3MOB UX QYHKLIMOHMPOBAHMUS U MyTeil 0OHOBNEHUS, Yepe3 NPOHUMKHOBEHME B HOBbIE XaHPOBbIE
061aCTH, UCNONHUTENBCKME CTUM U KOMMO3WULMOHHbIE CTPYKTYPbI. 15 LOCTUXKEHUS 3TOM Lenu 6bin
MCMoJb30BaH KOMIMIEKC METOA0B, CPeM KOTOPbIX: KY/IbTYPOSOr1MYeCKMiA; UCTOPUOrpadUyecKmii; METOL,
CUCTEMATM3ALLMN; METOL aHANIU3A U CMHTE3a; METOA, CPABHUTENbHbIX XapaKTEPUCTUK U U3YyHeHUS
CTPYKTYp. Pe3ynbTathl ccnenoBaHMs NO3BOAWAM NPOCAEAUTb NpoLLecc hOPpMUPOBAHUS, CTUIEBOTO
paclMpeHns 1 TpaHCPOPMALLIMM KAa3aXCTAHCKOM CLEHbl; 0CO3HATb 3HAYUMOCTb HALLMOHANBbHOM
npodeccMoHanbHOM My3blKM YCTHOM TPAaAWLMU; ONpenennTb BEAYLLME KOMMOHEHTbI MEXAaHM3MOB
BHeLpPEHMS B NOMN-KyNbTypy TUMNOB 3THUYECKOrO BOKAJIbHOTO UCMOSIHEHUS; BbIAENWUTb UX KaK COCTaBHbIe
371eMEHTbI KPYNHOMACLUTAabHOM CNOXKHOM M LLEeNTOCTHOM CUCTEMBI, NPeACTaBAAIOWEN CUHTES ABYX
pa3fiMyHbIX 0bnacTeit My3blKasbHOrO MCKYCCTBA. [pakTMyeckas 3HaYMMOCTb UCCIEA0BAHMS 3aKO4AETCS
B BOCTPe6OBaHHOCTM €ro MaTepumasnioB B TakMx 061acTsX, KaK COBPEMEHHOE 3CTPaLHOEe BOKalbHOE
UCTONHEHME; STHOMY3bIKOBEAEHME; NPOhECCMOHaNbHAs MY3bIKa YCTHOM TpaAuLMK; My3blKanbHas
nefarornka; NCUXonorus; COLMOoNOrus; KynbTyponorus; MeauumuHa; pefurMoBeileHne; 3TUKA; 3CTETUKA;
3KOHOMMKA. [JaHHble CTaTbu MOTYT BbiTb MCMOb30BAHbI KaK B KOHLLEPTHO-MUCMONHUTENbCKOM, TaK U B
Hay4YHOM M Neparormyeckon LeaTenbHOCTU My3blKaHTOB Pa3/IMYHbIX HAaNpPaBleHUI U CneuuanbHOCTEN.

Knioyesbie cnoea: STHMHECKOE UCKYCCTBO; NMOM-KYNbTYPa; akaAeMU4ecKoe UCMoIHeHWE; ropioBoe-
06€epTOHHOE NEHWE; UMMPOBU3ALLUS.

Ana yumupoeanus: MyxcubiHoBa MepyeT n MoanHuc Karicuaom. «Buapbl BOKanbHOro MCNONHEHUs B
TPaSMUMOHHOW Ka3axCKoW My3blke U MX MPUMEHEHWE Ha COBpeMeHHOM cueHex. Central Asian Journal of
Art Studies,T.9,N2 4,2024, c. 205-220. DOI: 10.47940/cajas.v9i4.943

Asmopbl npodumanu u 0006pusIu OKOHYamMesbHsbIl 8apUAHM pykonucu u 3ase-som ob omcymcmeuu
KOHGIUKMa UHMepecos.
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MY3bIKAJIbBHO-
JPAMATYPI'MHECKOE
PASBUTHUE OBPA3A
bUP)KAHA

B OINEPE «BbUP)KAH-CAPA»
MYKAHA TYJIEBAEBA

Aamar Us6amberos', Toixkan Erin6aesa’®

12Kasak yaTThIK oHep yHusepeuteti (Acrana, Kasaxcran)

AHHoOTaums. AKTyanbHOCTb UCCIIEA0BAHUS ONPEAensieTcs 3HaYMMOCTbIo onepbl «bupxaH-Capa»
MykaHa Tyne6aeBa B KynbTypHOM Hacneamun Kasaxcrana. Llenb nccnenoBaHus - aHanms My3blKanbHO-

L paMaTypruyeckoro passuTus obpasa bupyaHa, packpbIBaOLLErocs Yepes KOMMO3MLMOHHbIE
MPUHLMMbI, UHTOHALLMOHHO-HACBILLEHHbIE TEXHUKU U COAEPXKATENbHYIO BbIPAa3UTENbHOCTb
[pamaTypruyeckon ctpaterun MykaHa TynebaeBa. 3afayamMum UCCeN0BaHMS SBASIOTCS paCCMOTPeHMe
My3blKa/bHO-ApaMaTypruyeckoi cocTaBsiollei obpasa bupxkaHa 1 aHanmsa My3blkanbHo-
LpaMaTypruyeckmx 3N1eMeHTOB, XapaKTePHbIX A5 3anafAHOEBPONENCKON KNacCUYECKOM My3bIKasbHOM
TPaAMLIMK, NPENOMNAIOLMECS B HALMOHAZIbBHOM Menoce 1 0060l 3MOLMOHANBHOM CH1e BOKANbHbIX
napTuii raBHoro repos onepbl M.TynebaeBa. Memodsi. UccnepoBaHune 6asupyeTcs Ha KOMMIEKCHOM
MeToAeaHann3a My3blKaabHbIX U APaMaTypPruyeckux 31eMeHTOB Onepbl, COBMELLALLMIA MCTOPUYECKUI
U My3blKabHO-TEOPETUYECKME NMOAXOAbI. MICnonb3yeTcs METo, My3blKaslbHOTO aHanMU3a Ans U3yyeHus
apuii M peunTaTMBOB, aHAIM3aBOKAIbHOTO MacTeEPCTBA U UCMONHUTENbCKOM TEXHUKU A5 BbISBAEHUS
0cobeHHOCTEN UCTMONHEHWS NAPTUIA, @ TAK)KEMETOACTPYKTYPHOrO aHanM3a ANs UCCIef0BaHuUS
[paMaTypruyeckoi coctaBnsioLLei paccMaTpuBaemMorodpeHoMeHa. Kpome Toro npoBoamnTCS
MCTOPUKO-KYbTYPHBIM aHann3 KOHTEKCTa CO34aHus onepsbl. B xoae nccnenoBaHus nocnenoBaTenbHO
NpoaHasM3MpoBaHbl YeTbipe apuu bupskaHa, MrpatoLme 3HaYMMyto posib B PackpbiTM 06pasa mMaBHOro
reposi.

Pe3ynemameol. B xoae uccnenoBaHus YCTaHOBNEHO, YTO apuu bupskaHa xapakTepu3yoTcs IMpUYecKoi
KpacoToW U 3KCMPeCCUBHOM MHTEHCUBHOCTbIO, YTO MOAYEPKMBAET €F0 IMOLIMOHANBHYHO TY6UHY 1
BHYTPEHHME NepexunBaHuS. BbisBneHbl KtoueBble My3blKasibHble TEMbI, CAMBO/IU3UPYIOLLME Pa3IUYHble
acnekTbl xapakTepa bupxaHa, a UX TOHaNbHble KOHTPACTbl OTPAXAtOT €ro IMYHOCTHbIE U IMOLMOHANbHbIE
n3MeHeHus. Takxxe NpoBefeHO CPaBHEHMe C 3anaaHoeBponeickumu onepamu. CaenaHbl BaxHble
BbIBOZbl O TOM, YTO ornepa «bupxaH-Capa» 3HaYMMa He TONbKO A/ Ka3axXCKoM, HO U A1 MUPOBOW
OnepHON TpaauLmK. Pe3ynbTaTbl MCCIE[0BAHMS NOAYEPKMBAKOT MacTepcTBo TynebaeBa B CO3AaHUM
MHOTOrpaHHOro My3blkaabHO-ApamaTypruyeckoro obpasa bupxara. Onepa «bupyxaH-Capa» He
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TO/IbKO COXPAHSET KyNbTypHOe Hacneane KasaxcraHa, HO M MPOAOJIKAET OKa3biBaTh BAUSHME HA HOBOE
MOKOJIEHWE KOMMNO3UTOPOB M UCToNHWUTENEN. [pakTUyeckas 3HaYMMOCTb UCCIIEA0BAHMS 3aK/lo4aeTcs B
yrny61eHHOM U3YYeHUU TEXHUKM KOMMO3ULMM U NMPUEMAX MHTOHMPOBAHUS B ONEPHOM ApaMaTypruu, a
TaKXXe B BO3MOXXHOCTM JaNbHEMLUMX MY3bIKOBEAYECKMX MCCNEA0BAHMI Ka3axCKoM onepbl. [lepcnekTuBbl
BK/IOYAIOT M3y4YeHMe BANSHWUS onepbl Ha 6osee WMPOKME KYNbTYPHbIE KOHTEKCTbI M CPAaBHUTENbHbIN
aHanu3 c ApyrMMu Npov3BeLeHMSIMU, COHETALLMMU TPAAULMOHHbIE M 3aMNaAHOEBPONENCKUE SNEMEHTHI.
Kntoyessie cnoea: onepa «bupxaH-Capa», apun bupxana, MykaH Tynebaes, Kazaxckue onepebl,

MYCKME MapTUM B Ka3axCKMX Onepax.

Ana yumupoearus: N36ambeToB Anmar, EriH6aeBa TolaH. My3blkanibHO-ApaMaTypruyeckoe
pasBuTMe 0bpasa bupxaHa B onepe «bupxxaH-Capa» MykaHa TynebaeBax. Central Asian Journal of Art
Studies, 1.9,N2 3,2024, c. 221-240, DOI: 10.47940/cajas.v9i4.909

Asmopnap Komxa3baHwlH CoOHFbl HYCKACbIH 0KbIN MAKy10adbl #aHe Mydoesep Kalibliblfbl #OK ekeHOieiH

MmaniMoedioi.

BeepeHue

Bucmpm KAa3aXCKOU My3bIKaJIbHOK
KYJIbTYPbI KaHP OMepbl 3aHUMAET
MCKJIIOUUTEIbHOE MecTo. TpH perakimu
onepsl «bupkan-Capa» Mykana
Tyne6aena (1946, 1949, 1958 r.) siBaisitoTest
LLIe/IEBPOM Ka3axCKOH My3blKaJbHOH
KysabTyphbl: «B onepe «bup:kan n Capa»

s CTpeMMUJICS repesiaTh O1aropojiHble
pPOMaHTHYeCKHe YyBCTBA repOeB U BLICOKHE
naTpuoTHUECKHe MeuThl Hapoaa. Hapoanoe
TBOPUECTBO- HEUCCAKAEMbIH HCTOUHHK
BJIOXHOBEHHSI JI/I11 KaKJI0r0 M3 Hac»
(batinasaposa).

Onepa Mykana Tyne6aeBa « bupxkan-
Capa» npejcraBysieT COO0H BaxKHbIN
3JIEMEHT KaHOHA Ka3aXCKOH MY3bIKaJIbHOH
KYJbTYPbI, OJIMLETBOPSIS TOBOPOTHBIN
MOMEHT B Xy/102KECTBEHHOH HCTOPHH
crpanbl. ClozKeT orepbl OCHOBaH Ha
COOBITHUSIX U3 KH3HH T€BLIA U KOMITO3UTOPA
XIX Beka bup:kan-cana u TananTiauBon
nostecchbl Capbl Tacran6exkbisbl. B
NPOU3BEJIEHUH MTEPETIETAIOTCS COLMA/bHbIE
1 JIMPUYECKHe JIMHUHK, a 00pa3 nosta
packpbIBaeTcst uepes ero rnecHu, Takue Kak
«bupkan can», «Aurbain», «Kanbora» u
Jpyrue.

CuHTE3 My3bIKH U IpaMaTypruu B
3TOM onepe BblIeJSeTCsl OPraHHYHOCTbIO
CJIUSIHUS JIUTEPATYPHOH OCHOBBI U
MY3bIKa/JIbHOrO TeMaTH3Ma, BbIPOCLLIEro U3
MHTOHALMOHHOI0 6oraTcTBa Ka3axckoro
MY3bIKaJIbHOTO (hoJIbKI0pa.

Hayunas npobaema 3axkmouaetcst
B HEOOXOJMMOCTH TTOHUMAHHUST TOTO, KaK
Mykan Tyne6aeB UCMosb3yeT My3blKaJIbHO-
JipaMaTypruueckue npuémal Jyist CO3aHHUs
1 pa3BuTHsa oOpasa bupxkana B onepe
«Bupkan-Capa». C0:KHOCTb 3aKJ/104aeTCsl
B HEJIOCTATOUHOH MCCJIEIOBAHHOCTH 9THX
NPUEMOB C TOUKH 3PEHHUS UX BKJaJa B
MY3bIKaJIbHYIO IpaMaTypruto U BAUSIHUS
Ha BOCMPUATHE IVIABHOTO Teposi. DTO
BaXKHO J/151 OoJiee rJiyOoKOro NoHUMaHHsl
crieuUKH Ka3axcKoil ornepsbl U eé
pPasBUTHSI B KOHTEKCTE HALMOHAJIbHOH
MY3bIKaJIbHON TPAJULMH U KYJIbTYPHOTO
CUHTE3a C 3aMajJHOeBPONEHCKO OMepo.

Akmyaavrocme uccaredosarus
00ycJI0BJIeHa He0OXOAUMOCTBIO IeTaJIbHOIO
aHaJi13a My3blKaJbHbIX XapaKTePUCTHK
onepbl «bupkan-Capa» 4ToObl pacCKpbITh
npuémel, kotopble Mykan Tyse6aeB
MCI0J1b30BaJ B CBOEM MPOU3BENEHHH. DTO
uce/ie/IoBaHue Mo3BOJISIET BhISIBUTh, KaK
KOMIIO3UTOP COYeTaeT Ka3axCKyo KyJbTypy



C €BPOMEHCKUMH My3bIKaJbHBIMU (POpMaMH
JUIS1 CO3/IaHHUS! CJIOAKHOTO U MHOTOTPAHHOTO
obpasa bupxkana. Yray6snéHHoe nayueHue
9THX ACMEKTOB He TOJIbKO CMIOCOOCTBYET
MOHUMaHHIO BKsaja Tyne6aeBa B pa3BuTHE
Ka3aXxCKOM OIepbl, HO U HMeeT 3HaYeHHe YISl
COBpPEMEHHOH My3blKa/JbHON Mearoruku,
MCITOJIHUTEIBCKON MPAKTHKH U JaJIbHEHIIHNX
Hcese0BaHuM B 00J1aCTH HALMOHAJAbHON
MY3bIKaJIbHOH KYJIbTypbl.OHO MO3BOJIMT
0CO3HATb, UTO Ka3axckasi ornepa siBJseTcs
BayKHOH YaCTbi0 MUPOBOK OMEpHOH
TPAJIMLIMK U €€ NPOJI0JKATEJIEM.

OcHoBHast yeab 3TOH cTaTbl —
NpoaHaJM3uPOBATh OPUTHHAJbHbIE TPUEMBbI
MY3bIKaJIbHBIX XapAaKTEPUCTHK U UX POJIH
B /IpaMaTypruyeckux NocTpoeHHsx,
CBSI3aHHBIX C PA3BUTHEM MY3bIKaJILHOTO
ob6pasa bupxkana. [lsis1 nocTHzKeHUs1 STOH
LleJIM TIOCTaBJICHbI ClelyloLine 3adayul:

1. TlpoBecTu My3biKaJbHO-
JipamMaTyprudyeckuil aHaau3 apui,
pPEUUTATHBOB U TEMAaTHYE€CKOr0 MaTepHuaia,
cBsizaHHoro ¢ o6pasom bup:kana.

2. PaccmotpeThb CBI3b Ka3aXxcKoil
1 3aMaiHOEBPOIEHCKON OepHON
TPaMLMHK U TIOHSITh, KAK My3bIKaJibHble
(opMBbI M IpamMaTyprusi, xapakTepHble
YISl 3aN1a/IHOEBPONEHCKOro HCKycCTBa
NPEeJIOMJIAIOTCA B KA3aXCKOH orepe.

YHUKaAbHOCMb TAHHOTO UCCJ/Ie10BAHUS
3aKJII04aeTCsl B €0 MHOIOMJIaHOBOM
MOJIX0JIe K aHAJIU3Y OTepPbl, YUUThIBAIOILIEM
KaK My3bIKaslbHbl€, TaK U KyJIbTYpHbIE
acrnekTbl. B To BpeMsi Kak G0JIbILIMHCTBO
CyLLEeCTBYIOLIHMX paboT coOCPelOTOYEHbI
Ha UCTOPHYECKOM KOHTEKCTE MJIH
6uorpacuyecKux JaHHbIX, Halla CTaThbsl
HarpasJieHa Ha JIeTaJlbHoe PacCMOTpeHHe
MY3bIKaJIbHO - IpaMaTypruveCcKux
npuemoB Mykana Tyse6aeBa u UX poJiu B
coslaHuu oOpasa ryiaBHoro reposi. Takke
BBIMOJIHEHO CpaBHEHHe ¢ 0Opasliamu
3arajHoeBPOIEHCKOro ONepHOro HCKyCccTBa
JUI51 TOTO, YTOOBI MOHSITh, UTO Ofepa
«bupkan-Capa» aBJ/seTcsl Ba2KHOH 4aCTbiO
HE TOJIbKO Ka3aXCKOro, HO U MHPOBOTO
OMEPHOro UCKYCCTBA.

HoBble cBesienusi, BBOAMMbIE B HAYUHbIH
000POT, BKJIOYAIOT NOAPOOHBIA aHAIN3
apuil ¥ peuutatiBoB bupxkana, uto
MO3BOJISIET IIy02Ke MOHSTh My3blKaJibHble H
Jipamatypruyeckie petlieHust KOMIO3UTopa.
Kpowme toro, onepa «bupxxkan-Capa»
BBOJIUTCS] B KOHTEKCT MHPOBOTO OMEPHOT0O
MCKYCCTBA, YTO MOJYEPKUBACT ee
3HAYUMOCTb.

MeToAabl

B naHHOM Hccesie10BaHHM UCMOJIb3YeTCs]
KOMOUHALIUS METOJ0JI0THUECKHX MOJIXO/I0B
K anasugy onepbl Myxana Tyse6aeBa
«bupxkan-Capa». Mcenenosanue
MOCTPOEHO Ha TPeX KJIIOUEBbIX METOAX:
MY3bIKaJIbHOM, UCIOJTHUTEbCKOM 1
Jipamartypruyeckom aHanuse. Kaxiplii u3
9TUX METOJIOB TLATE/NLHO MOJ00PaH /st
BCECTOPOHHETO U3ydeHHsT My3bIKaJIbHbIX U
JipaMaTypruyeckux 3JIeMeHTOB OIepbl.

C nomol1bio My3bIKaJIbHOTO aHAJH3a Mbl
MPOaHATU3UPOBAJIH CTPYKTYPHbBIE 3JIEMEHTHI
ornepbl, BKJII0OYAsT MEJIOINI0, FapMOHHUIO
M PUTM. DTOT METO/L MOJpa3yMeBaeT
JieTaJbHOE U3yUeHHe PA3JIUIHBIX apuH,
peUUTATHBOB U TEeMAaTHYE€CKOro MaTepuasna.
[1esib COCTOUT B TOM, YTOOBI ITOHSITD,

KaK My3bIKaJIbHble MIPEINMOYTEHHS

Mykana Tyne6aeBa BausiioT Ha ob1iee
MOBECTBOBAHUE U Pa3BUTHE MEPCOHAXKA.
MenosnuTesibCKuil aHaau3 cocpeioToueH Ha
MCCJIeI0BAHUN BOKAJIbHBIX U TEXHHUECKHUX
npo6JieM, CBSI3aHHbIe ¢ UCMOJHEHHEM
ornepbl. ITOT METOJL BKJOUaeT B cebsl
aHasiu3 TpeOOBAHUH K KOHTPOJIIO JIbIXaHHUS,
roJIOCOBOMY JIMANa3oHy U CJ0KHOCTH
MCTMOJIHEHUS BO BPEMSI IBUZKEHHS O CIIEHE.
Llesib COCTOUT B TOM, YTOOBI MOHSITh, KaK
9TU 3JIEMEHTbI BJUSIOT Ha U300parKeHHue
MepcoHake U X B3aUMOJICHCTBHE C
MY3bIKOH.

Jlpamatypruueckuil aHaan3
MPUMEHSIETCS /IS TOTO, UTOOBI HCCIEI0BATh
pOJIb My3bIKH B JIpaMaTypruyeckoi
CTpyKType onepbl. OH BKJIoUaeT B cebsl
13ydeHHe TOro, Kak My3blKaJbHble TeMbI
¥ MOTHBbI HCITOJIL3YIOTCS IS YCHJICHUS
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MOBECTBOBAHHUS U SMOLMOHAJIBHOTO
BO3/IeHCTBHUS. B aHanuse Takke
paccmaTpuBaeTCs HHTerpalus
My3bIKaJIbHbIX 3JIEMEHTOB C JIMOPETTO H
CLIeHMYECKUM JIeHCTBHEM, YTO MO3BOJISIET
MOHATH OOLLYI0 IpaMaTypruyecKyo
M0CJ/1€10BaTE/IbHOCTh TPOU3BEIEHHSI.
BriGpanHbie MeTojibl 000CHOBAHbI
HeOOXOIMMOCTbIO 11eJJ0CTHOTO TTOHUMAHMSI
onepsl «bupkan-Capa». My3blKaabHbIH
aHaJIu3 Mo3BoJIsIeT KOMITO3HIIHOHHbIE
NpUeMbl, HCToJb30BaHHble TyebaeBbiM.
McnosHuTtebeKuil aHaua rnpejjaraet
NPaKTHUECKUH B3IJISL HA UCITOJIb30BAHHME
THUX PUEMOB UCMOJHUTEJISIMH.
JlpamaTypruiueckuii aHaJjiu3 nomMoraet
OLECHUTb CHHEPTHIO MEXK/1y MY3bIKOH U
apamoii B orepe. OObEMHN B 9TH METO/IbI
B PaMKax JaHHOTO HCCJIE0BAHHUSI, Mbl Ia€M
BCECTOPOHHUI aHaJ/M3 onepbl « bupzkaH-
Capa», nouepKHyB €€ Xy/10:KeCTBEHHbIe
JIOCTHXKEHUS U KyJIbTypHOE 3HAYEHHE.
WMHTerpauyst pasiuyHbIX METOL0NOIHYECKHX
NojiXo7l0B 06ecreunBaeT TOHKOe U riiy6oKoe
M3yueHHe Pas/JMUHbIX aCMIEKTOB OTIepHl.

Ovuckyccusa

Onepa «bup:xan-Capa» no npaBy
CUMTAETCS TMOJJTMHHBIM [IEAEBPOM H
9TaJIOHOM B HCTOPHUH MY3bIKaJIbHOTO
uckycctBa Kazaxcrana. Ee ycnex,
BBILIE/IINH 32 PAMKH HALMOHAJBHOTO
YPOBHSI, 0ObSICHSIETCST KPAaCOTOH 1
BbIPA3UTEbHOCTBIO MY3bIKH, SIPKO
BbIPayKEHHBIM HAIIHOHATBHBIM KOJIOPUTOM,
a TakXKe BHUMaHHEeM K 3aKOHaM Tearpa
1 Ipambl. Ycrexy ornepbl 3HauuTeJIbHO
Cnoco6CTBOBAJO JIMOPETTO, HATHCAHHOE
M3BECTHBIM MI03TOM, Y4€HBIM U NUcaTe/IeM
Xaxkumom JlxxkymanueBbiM. Kak oTmeuad
Esrenuntt BpycunoBckuii, 310 M6PETTO
OTJINYAETCs! BLICOKUMH MOITHYECKUMU
¥ IpamMaTypruuyeckKuMm KauecTBaMH,
4TO MPUJALT OMepe CoAepKaTebHOE U
Jipamatuyeckoe cBoeobpasue, obecreynBast
ee »kugHecrnocobHocth (Jlxkymakosa 118).
Cpasy CTOUT OTMETHTD, YTO 3TO
MOJIHOLLEHHAst orepa, a He MPou3Be/leHHe ¢

HOMepHOH CcTpyKTypoii (Kak « Kbz Knbek»
1 «Abaii», MosIBUBLIHECS paHblIle).
OCHOBHBIM OTJIMUHEM OTEPbI SABJISETCS
CKBO3Hasl IpaMaTyprusi, XapakrepHasi 1/1si
3amnaHoeBPONEHCKON ONepHO TpaUIIHH.
Kpome Toro, MoxKHO OTMETHUTb U IpyTrHe
HaXOJIKH, KacalollUecst My3blKaJbHOTO
SI3bIKa, 0 KOTOPBIX GY/IET nojipoOHee
CKa3aHo HUKe.

Mykan Tynebaes, cosnaBasi My3bIKy,
CTPEMHJICS] PACKPBITb BCE TOHKOCTH
nostuyeckoro Tekcra. [To muenuio
M3BECTHOIO Ka3aXxCTaHCKOTO My3bIKOBE/IA
Tamaps! [xkymasineBoi, oH npuaepKuBascst
MPUHLMIIOB, XapaKTePHbIX 1151 OTIEPHOTO
MCKYCCTBA 3apyOeKHbBIX U PYCCKHUX
KomnosutopoB XIX Beka, rjie MeJoust
sIBJIIeTCS «YJbIOKOH My3blKH» («Omnepa
Mykana Tyne6aesa "bupxxan u Capa"»).

MysbiKa ornepbl UrpaeT KJI04eBYo
pOJIb B ee ycrexe. ¥YiKe ¢ repBbIX HOT OHa
MOJIHOCTBIO 3aXBaThIBAET CJIyLlIATE/SI.
Tamapa JlxymasnueBa otmeuaet: «C
MepBbIX 3BYKOB OMephbl CJ1yllaTe b NonaaaeT
noj o6asiHie BeJUUeCTBEHHOH, CJIOBHO
JieTsilled BBbICh K 00Js1akaM, co3aarllen
Breyat/eH1e UMIPOBU3ALIUH, BLIXOHOH
necHu akbiHa bup:kana «bazapbiH KyTThI
60J1CbIHY («$SIpMapKu MbILIHBIA BUILY ),
MPOHUKHOBEHHOH U SMOLIMOHAJIBHO-
otkpbIToil apuu «Ilipkinemip» («Mup
nycThiHEHN 3HOMHON cTag» ) Caphbl ¢
JPAMATHYHON KyJIbMUHALIMEH, a TaKxKe
MPOH3UTEILHOMN, HACBIILIEHHOH MOITHHHBIM
JIpaMaTU3MOM MPeJICMEPTHOH apuu
Bup:kana «Capsl apka catipaniarat
Kannak eqim» («O, Capsl Apka, Mo#
Kpa# poJIHON» ), B KOTOPOH 3areyaTyeHbl
BBLICOKHH JIyX H My?KE€CTBEHHOCTb Feposi»
(«Onepa Mykana Tyne6aeBa "bup:kan n
Capa"»).

[Tecennocts siBasieTCs onpeesiionlei
CTHJIMCTHYECKOH 4epPTOH OMephl.
Komnosurop, onupasich Ha crieliu Ky
HaLMOHAJIBHOTO BOCIPUSTHS U UCIIOJIb3YS]
3aKOHBI My3bIKaJIbHOTO (DOJIBKIOPa
1 TIeCEHHBIX TPAIULIUH, co3/1all
YHHUKaJbHOE MY3blKaJbHOE MPOU3BEJIEHHE.
TemaTnueckuit MmaTepual st onepol



yepnaJicst U3 My3blKaJbHOTO HACJIEIUs]
Bup:kan-cana. MHorue necHu 3HaMeHUTOro
axbiHa XIX Beka Obl1M BKJIIOUEHBI B OTlepy
Mykanom TysieGaeBbiM, UTO TTO3BOJUIIO
rapMOHMYHO COEIMHUTD BO3BbILLICHHbIE

1 cB0O0/10/1100UBbIE MTeCHU bupxkaHna ¢
KOMITO3UTOPCKUMH yCTPEMJIEHHSIMU aBTOPA.

Kak ormeuaet Tamapa Jlxymasiiesa,
«MHororpaHHo# TpakToBKe bupikana,
MOKagy LeHTPASbHOTO Tepost B Pa3IHUHBIX
00pa3HbIX UIOCTACSX — KaK 3HAMEHHUTOr0
casia, B0OJEHHOr0, cbiHa cBoel OTUu3HbI,
rJIyOOKO CTpaialollelt IMYHOCTH, TOMOTaeT
oOpalleHre KOMIO3UTOPa K HACJEeIUIO
camoro bup:kana Koxkarysosa, BkjoueHHue
B MY3bIKaJIbHYI0 TKaHb MPOU3BEIEHHUS
11€JI0r0 MeCEeHHOTOo MJ1acTa KoMIo3uTopa
— NpeacTaBuTe s yCTHOH TPaIULMH CO
cxoocum mooycom motuirerus. OOIUHOCTb
NPOSIBJISIETCS B HAJIMYUH POMAHTHYECKOTI0
HavaJ/ia, MHOTOJIMKOCTH BOMJIOLLEHHS
JIUPUKH, Niepeiatolllel MHorooopasue u
M3MEHUYMBOCTb HACTPOECHHUS], CBOMCTBEHHbIE
BOCTOUHOMY Xy/107K€CTBEHHOMY MbILLJIEHHUIO,
MJIACTUYHOCTH MEJIOJIUKH, HHTOHALIHOHHbIX
KOHCTaHT, JIMPUYECKOH KCIPECCHH,
SIBJISIIOLIEFCST CTUJIEBOU JIOMUHAHTONH 0O0UX
TBOp1IOB» («Omnepa Mykana Tyne6aeBa
«bupxxkan u Capa»»).

Boinatommmucs siBJsiioTest apuu
bBupxkana us onepsl «bupkan-Capa»,
OCHOBAHHbIE Ha MEJIOJUSIX [TECEH CaMOoro
bup:kana Koxkarysosa, ofiHako ¢
HEKOTOpbIMU U3MeHeHUsIMU. Tak, OblIn
J106aBJIeHbI 3/J1eMEHTbI, XapaKTepHble JyIsi
eBPOIIeHCKON orepHol TpajuLuu.Peus o
HEKOTOPbIX U3 HUX MOUJIET HUXKE.

Cpenu apuil, OpUTHHAJILHBIF TEKCT U
My3blKa KOTOPBIX PUHAIEKUT Brupkan-
caJjly, MOXKHO OTMETHUTb TaKHe, Kak
«yKanb6ora», «Aur6aii», «bupxkan can»,
«yKambaccunap», «Konbait» u apyrue.
Bce oHuM BbieISIIOTCS SMOLMOHABHOH
SIPKOCTBIO U IIyGOKOH BbIPasHUTEIbHOCTbIO,
MacTepCKH pacKpbiBast XapakTep rJaBHOTO
repost. B xofie neficTBUs onepbl necHn
Bup:kana tpancdopmupytores, oboratasch
HOBBIMH TEMIOBBIMH, FAPMOHHUYECKUMHU
1 MeJIOMUeCKUMH oTTeHKaMu. OHH

OpTaHHWYHO BILJIETAIOTCS B My3bIKAJbHYIO
TKaHb OMephbl, MOAYUHSSACH €€ IpaMaTypruu
M YCUJIMBAsi OCHOBHbIE UJIEH, KOTOPbIe
KOMTIO3UTOP CTPEMUJICS BBIPA3UTh B CBOEM
MPOU3BEIEHHH.

BaykHO OTMETUTD, UTO My3blKaJbHble
3JIEMEHTBI, TAKHe KaK apuy ¥ BOKaJIbHble
MapTHH, UTPAIOT LEHTPAJILHYIO POJIb
B (hopmupoBanuu o6pasa bupkaHa.

B wactHoctu, Tamapa Jxymasnuena
MOJUEPKUBAET 3HAUMMOCTb My3bIKaJIbHbIX
TeM U SMOLIUH, KOTOpble MepeIalnTcs
yepes Takue apuu, Kak BbIXOIHAS MeCHS
Bupxkana u ero npeacmeprtHast apus
(«Onepa Mykana Tyne6aeBa «bup:kan

1 Capa»»). DTH My3blKaJbHble MOMEHTbI
OTpazkaloT BHYTPEHHHUI MUp TepcoHaKa
M €ro pa3BUTHE HA MPOTSZKEHUH OTepbl.
Harle uccnenoBanue moaTBeprkaaeT, 4To
My3bIKaJbHble TEMbI H UX SMOIIHOHAJbHAS
HACBILLEHHOCTD SIBJSIIOTCS KJI0UeBbIMU
JUIst co3ianus sipkoro obpasa buprkana,
aHaJIOTMYHO TOMY, KaK My3bIKaJbHble TEMBbI,
Hanpumep, B KuTaickol onepe «Hateis
Like a Mountain and Sorrowis Like the
Sea» ncnoab3yloTCs 1151 PACKPbITHS
xapakrepa nepconazxkei (Li, Chutima,
and Liu).To xxe camoe moxxHO HabJ/1I01aThH
M B JIPyrHX orepax, HanpuMmep, B ornepe
«Maynam barrepdasii» Jrkakomo [Tyquunu
(Hage).

Mo2KHO cKa3aTh, 4TO 3TO THITHUHBIH
[IpPUEM B €BPOIEHCKOKN ONePHON
npamarypruu 1 Mykan Tyne6aeB onHuM 13
TMepBbIX KOMIO3UTOPOB OPraHUYHO BBOJUT
€ro B Ka3axcKylo orepy.

Takke 3HauKMTEIEHOE BHUMaHHE
B HAllleM HCCJIe0BAHNH yleIsIeTCs
MY3bIKa/JbHOMY Pa3Ho06pasuio apuit
bup:kana B onepe. ['adypa bucenona (28),
Tamapa Jlxymanuena («Tpaauuus ailiToica
B KazaxcKoi onepe» 44) u Aiiryss OmapoBa
(67 ) mojuepkuUBaIOT, YTO UCIIOJb30BAHHE
Pa3JIMUHbIX My3bIKaJIbHBIX (DOPM H CTHJIEH
B «bupxkan-Capa» CBUIETENLCTBYET O
MacTepCcTBe KOMIO3UTOPA B CO3MAHUN
JipaMaTypruyecki HachlIeHHbIX 1
9MOLIMOHAJIBHO TJTyOOKUX MOMEHTOB.
AHanus 3THX apuil B HallleM MCCJIe0BaHUN
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MOKa3bIBAET, YTO KaxK/asi U3 HUX UTPaeT
KJIIOUEBYIO POJIb B PACKPBITHH BHYTPEHHETO
MHpa 1 IpamMaTypruyeckoro pa3BuTHsl
o6pasa bupxkana. dto noareeprkIaeT, Kak
My3blKaJIbHble 0COOEHHOCTH M CTPYKTypa
apui MOTYT CJIy?KUTb BaXKHBIMH CPEICTBAMU
JUIs TJTyOOKOTO PACKPBITHS MEPCOHAKA,
CO3/1aBast TeM CaMbIM MHOTOCJIONHBIH H
MHTepeCHbIH 00pas, UTo TaKKe MOKHO
Ha0J1I01aTh B MUPOBOH orepe, Tie
pasHooOpasue My3blKaJbHbIX JIEMEHTOB
Croco6CTBYET PA3BUTHIO CJI0XKHBIX U
MHOTOTPaHHBIX TTePCOHANKEH.

Ele ofnH acnekT Hallero Mec/e10BaHus
KacaeTcst MHOrooOpasust My3blKaslbHbIX
¢dopm B onepe «bupxkan-Capa». Kak
otrmeuaet ['ynbmupa yKakcbiGekoBHa
MycarysnoBa, pagHoo6pasue My3blKaJabHbIX
(hopM, TaKHUX Kak TepMe U 2KeJlipme,
UrpaeT BaxKHYI0 poJib B Ka3aXCKHX orepax,
OKa3bIBasi 3HAUMTEJIbHOE BJMSHUE HA
MX My3bIKaJIbHO-IpaMaTypruueckyio
cTpykTypy (169-170). B konrekcre
Hallero HCCeI0BaHUsl TO MHOrooOpasue
(hopMm, XOTS 1 He YIIOMSIHYTO KOHKPETHO,

B LIJIOM CITOCOOCTBYET CO3/IaHHI0
MHOTOTPAHHOIO W HHTEpeCcHOro o6pasa
Bupxkana. Mcnosib3oBanue pasinuHbIx
My3bIKaJIbHbIX (hOPM 1103BOJISIET IyGrKe
W sipue PacKpbITh BHYTPEHHUH MUP
MepcoHaka M ero ipamatypruueckoe
pasBuTHe. DTO HAOJIOJIEHUE corJiacyeTces ¢
HalIMMHU BBIBOIAMH O TOM, YTO 6OraTcTBO
My3bIKaJIbHOTO si3bika orepbl Tysne6aeBa
cnoco6eTByeT Godiee ryooKoMy
MOHUMAaHHIO U PacKpbITHIO 06pasa
bup:kana.

Takke BaxKHO OTMETHTb 3HAUUMOCTb
onepnl «bupkan-Capa» /s Kazaxckon
MY3bIKaJIbHOH KYJIbTYpbI, 4TO
nonuepkuBaetcs ['aguzoit JKybanosot,
KOTOpasi CpaBHUBAET 3HAUMMOCTb OMep
«Abait» Axmera yKybanosa u Jlatuda
Xamuau ¢ onepoit Mykana Tysne6aea:
«[To Xyno»KecTBeHHOH 3HAYUMOCTH,
WIeHHO-HPaBCTBEHHON HAMOJHEHHOCTH,
HOBATOPCKOMY pelleHHIo TpobJeM
HalMOHAJILHON OTepbl H CAMOOBITHOCTH
MY3bIKa/JIbHOTO sI3bIKa 06€ orepbl

paBHO3HAuHBI. OHM 00€ MPEeICTaBAAIOT
XY/I02KECTBEHHO COBEpLIEHHbIC
NPOU3BEJIEHHsI HCKYCCTBA, YTO JaeT 1PaBo
HaM MPUUUCUTD HXK HCKJIIOUUTEIbHBIM
SIBJICHUSAM B KYJIbTYpe Ka3axcKoro Hapoja.
ITO eIMHCTBEHHO BEPHBIH KPUTEPHUH,
6s1arojiapsi KOTOPOMY Mbl HA3bIBAEM HX
KJIACCHKOH MYy3bIKaJIbHOIO HCKYCCTBA
Kaszaxcrana» (209). 910 mueHue
MOATBEp:KAAET, uTo «bupxkan-Capa»
npejcTaBJ/sieT coO0H BblIAKOLLEECS
NPOU3BEJIEHHE, YTO HAXOJUT OTParKeHHe
B TIyOOKOM W MHOTOCJIONHOM 06pase
Bupxana.

B naHHOM HccsieloBaHUH Mbl
cocpenoTounmcst Ha oOpase bupxkana,
€ro My3bIKaJIbHO-IpaMaTypruiecKon
COCTaBJISIIOLIEHN.

[Tepconax bupzkana sipko BormJolieH
B CEPHH apUil H PEUUTATHBOB, KOTOPbIE
TUIATEJBHO 000 paHbl, YTOObI
OTPasUTh €ro 3MOLMOHAJIbHYIO TJIyOHHY
1 IpaMaTHYeCKyto 3HaUMMOCTb 00pasa.
Apuu Bup:kana oT/iHuaoTCs IMpUIECKOi
KPacoTOH W HHTEHCUBHOCTBIO 3KCIPECCHH,
JleMOHCTpUPyst criocobHocTh Tynebaesa
nepeaBaTh CJ0KHbIE SMOLMH € [TOMOLLBIO
My3bIKH. B 3THX apusixX 4acTo HCMOJIb3YIOTCS
pasHooOpasHble MeJIONH, OTpazKatolliue
CTpPacTHyO HaTypy bup:kana u ero
BHyTpeHHee cMsTeHue. Mcnonb3oBanue
OPHAMEHTOB M IMHAMHYHBIX KOHTPAacTOB
elle OoJiblle YCHJIUBAET SMOLUOHAbHOE
BO3JIEHCTBHE, TI03BOJISISI 3PUTEJISIM TIy02Ke
MPOHUKHYTHCS MEePEKUBAHUSIMU U 60pbOOH
Bupxkana.

PesynbTaThl

Paccmotpum apuu bupxkana us Bcex
yeThlpex IeHCTBUM, UTOObI MPOCEIUTh
MY3bIKaJIbHO -IpaMaTypriUiecKyo
9BOJIIOLIMIO 0Opasa.

[ akm. bup:kaH BniepBble BBIXOIUT Ha
CLIeHy ¢ TecHel «AnT6aii», no3apasJsis
¢ oTKpbITHEeM sipMapku. O6pa3 buprkana
MHOTOIPaHHO U HEOOBIYHO BOMJIOLLEH
aBTOPOM, TOJYEPKHUBAsH €ro CBOOOY U
He3aBUCHMOCTb, UTO JIeJIaeT ero NpuMepoM



JUISt OKpY2KatoluX. DKCMo3uins o6pasa
Bupxkana Gbliia THiaTeNLHO MPOAyMaHa
3apanee. [losiByienue xopa nepej ero
BBIXOJIOM Ha CLIeHY NPHUAaeT 3HAUMMOCTh
€ro MosIBJIEHHIO, CO3/1aBasi OlILyllleHhEe
0XKHJIAHHSI.

[TepBoe nosisnenne bupkana Ha
CLIEHE MMOCTPOEHO Ha MEPEHHTOHHPOBAHUH
MeJIOAUHU eCHU «AiT6ai». MeJIoIHUHOCTb
1 cBOGOJIHOE MEHHE B BICOKOM pETHCTpe
B 9TOM 00paslie 3BYUHUT TOPKECTBEHHO,
OXBaTbIBast LIMPOKHUI iMana3oH.BokasbHble
TPYZHOCTH CB$I3aHbI ¢ HEOOXOAUMOCTbHIO
MOJIHOLUEHHO 6paTh JIbIXaHUE U
ylepKUBATh BBICOKYIO MO3ULIMIO 3ByKa. Ha
KYJIbMUHAIIHOHHOM MOMEHTE MEeCHH HYXKHO
YMeTb CMIOKOHHO B3SITh NTyOOKHH BIOX
U Y/IeP2KUBATh BLICOKYIO HOTY JIO KOHILIA
JILIXaHHUS.

Elte ofHa cJI0»KHOCTb HCTTOJHEHHUST
MeCHU 3aKJII0YaeTcsl B TOM, UTO OHA
noeTcsi BO BpeMst iBHxkeHus. Heobxonnumo
yIePKUBATh 3BYK PABHOMEPHBIM, YTOObI OH
OblJ1 CJIbILIEH B KAXKJIOM YroJIKe 3aJ1a, U pH
NPUOJIHKEHHH YCUIIMBATD 3BYK C TIOMOLILBIO
KpellenJi0. Ato TpedyeT NpaBUILHOTO
JIbIXaHUST BO BPEMSI IBUXKEHUS, UTOObI He
COUTBCS C IBIXaHUS1 U COXPAHUTb CBOOOJLY
UCITOJIHEHHS.

Apust siBJsieTCs] BaXKHOM cocTaBJIsiiolIei
orepbl, OTPaxKast My3blKaJbHYIO 1
JIpaMaTHY€eCKY!0 3BOJIOLUIO [IABHOTO Ieposi.
AHasiu3 My3bIKaJIbHOTO TEKCTa MOKa3bIBaeT,
YTO OH HaTKMCaH B TOHAJbHOCTH My 6eMoJb
MaxKop ¥ UCTIOJHSIETCS B BEJIMYECTBEHHOM
TeMmre, 0003HaYeHHOM MMOMETKOH 1m1aestoso,
KOTOpast MpUIaeT MeJIOUH OJaropojICTBO U
TPaHIM03HOCTb.

Onepa HauMHAETCs ITOH TOPKECTBEHHON
apuen, 3aaouei 1paMaTHYeCKUi TOH
BceMy npousBesieHuto. Megoaus necun
nJaBHas U MeJIJIeHHasi, COOTBETCTBYET
CTHJIIO Maestoso. AKKOMITaHEMEHT
obecreynBaeT rapMOHHYECKYIO MOJUIEPIKKY
OCHOBHOH JIMHUH, TIOlUEPKUBAST MAXKOPHYIO
TOHAJIbHOCTb. AKKOMITIAHEMEHT B
OCHOBHOM COCTOHUT U3 aKKOPJIOB, KOTOPbIE
JIOTIOJIHSIIOT MEJIOJIUIO, pUaBas riyouHy U
HACBILIEHHOCTD 00111eMY 3ByJaHHMIO.
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[Tpumep 1. «ITecus bupxkana»

MysbikasibHble 0COOEHHOCTH MeCHH
MojuepKHYTH pasMepoM 3/4, apuTmuyeckoe
pagHoobpasne MPUBHOCUTCS 3a CYET
MCIOJ/Ib30BAHUS TPHOJIEH. DTO MPUIALT
MCIOJIHEHHIO IMHAMUYHOCTH, TO4epKH1Bas
KJIIOUEBble MOMEHTbI B MEJIOJIMH.

®opma necun — crpoduueckas,
XapakTepHast V1 MHOTHX HapOJHbIX
npousBeeHuid. B apuu HabJsonatores
MOBTOPSIOLLIMECS MOTUBbI, CO3/1AI0LLHE
OlLylleHHe 3aBePLIEHHOCTH U e/IHHCTBA
MY3bIKaJIbHOH Hjled. DTa apus sIBJsieTcs
OTPAKEHHEM Ka3aXCKHUX MYy3blKaJbHbIX
TPAJIMLIMH, YTO NPOSIBJISIETCS KaK B MEJIOJIHH,
TaK U B BbIOOpE TEMBI.

Er.uic ma i, Eyube ke, su
v KTMFOKFAER, M EpApe EFab...

[S.L0S TS TH

[Ipumep 2. «Ilecns bupxkana»

Taknum o6pasom, «Ilecnst Bupkana»
13 OIepbl IBJASETCS MPUMEPOM Ka3axCKOH
HAPOAHON MY3bIKH, COUETAIOLIEH
M03THYECKYIO BbIPA3UTEJILHOCTD C
MeJioiueckoil kpacotoi. OHa urpaet
peLIAIOLLYIO POJb B PACKPLITHH XapakTepa
1 cyapObl buprkana, noguepkusast
€ro 3HaUMMOCTb KaK KyJbTypHOH U
MCTOPUUYECKOH (DUryphl. DTa TECHS He
TOJILKO 060ralllaeT CIOKET OIepbl, HO U
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MOJUEPKUBAET HEMpexoJslilee Hac/e1e
KA3aXCKHUX My3bIKaJbHbIX TPAJUILHH.

T akm, 2-a cyena. Apnoso bupxana.
Apuoso Buprkana HauMHaeTCst CO CTPOK
«OTTEHlyHHe, KypcayJ/ibl Tap Ky3aMaH>».

B HauaJsie oHO ucnosiHsieTcsi B hopme
peurTaTHBa, 3aTEM MOCTENEHHO MePEXOJUT
B MEJIOJINIO apH030. DTO apHO30 OCHOBAHO
Ha rnecHe bup:kana «Anackak» u BblpakaeTt
BHYTpPEHHHE UyBCTBa 1M03Ta. AprHo3o

B MeJJIEHHOM TeMIIe HeCeT 3JIeMEHThbI
MSTKO#H JIMPUKH, TEM He MeHee TPUOJIbHbIE
PUTMHUYECKHE MOMEHTBI K MHOT/IA ObICTPbIH
TEMII BCe 2Ke CO3/Ial0T onpe/eieHHble
CJIOXKHOCTH JIJIS1 BOKAJILHOT'O HCTIOJIHEHHS.

Hauanbhasi ppasa apruoso B
TOHAJBHOCTH P€ MUHOP B BHJI€ BOCXOJISIILIETO
ckauka (®Da nue3 B nepBol okTaBe 1 Mu
BO BTOPOH, T.e. fisl-e2), cosnatoiiero
Harnpsi>keHHbIH 3PPeKT BOJTHEHHUS,
OTpaKaIOLIMH SMOLMOHAJILHOE COCTOSTHUE
nepcoHaxka. PUTMHUECKH MepBasi 4acThb
MeJIOJIMH HaChlllleHa BOCbMbIMH HOTAMH,
N00ABJISIIOIIMMH OLLYLIEHHE JIBHKYILLEHCS
HEPTHH.
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[Tpumep 3. «Apuozo Bupkana»

Janee naunnaercs monysistiusi B da
MaxKop. DTO CO3JIAeT OllyllleH1e HAJIEXKbI H
npuaaeT BoojylleBjaeHre. BaxKHo OTMETHTh
60JIbII0E KOJIMYECTBO aJibTepallni,
KOTOpbIe MPUIAIOT MEJIOJIMU HallHOHAJIbHBIN
KOJIOPHUT, XapaKTePHbIH JIJIsl KA3aXCKOH
HapOJHON My3bIKH. [[apMoHHUecKoe
COMPOBOXKJIEHUE aPHO30 JIOBOJILHO OOraToe,
C 4aCTOH CMEHOH aKKOPIOB, KOTOPbIE
CO3/1A10T MOJIHYI0 3BYKOBYIO najutpy. B
6acoBOW MapTHH aKKOP/Ibl YaCTO MEPEXOST
OT TOHWKH K IOMHHAHTe H CyOIOMHUHAHTE,
obecrneunBasi cCTabUJIbHYI0 TAPMOHHUECKYIO
0CHOBY MeJiofinu. TakyKe CTOUT OTMETHTD
MCI0JIb30BAHUE CEMTAKKOP/IOB, KOTOPbIE

MPHUAAIOT MY3bIKe IOMOJHUTEbHYIO
Hanpsi;KeHHOCTb U [IyOHHY.
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[Tpumep 4. «Apuoso bupkana»

[Tono6GHble MOYJIILIMK — XapaKTepHasi
yepTa 3anaJHoeBPONeHCKON ONEPHOH
Tpaauuru. Takoli npueM BeTpeyaercs,
Hanpumep, B ornepe « MysblKaJjbHble
Bedepa» Jlxk. Pocennu (Gallenzi 4).

PuT™MUYecKn akKOMIIaHEMEHT YeTKUH
U CTaOMJIbHBIH, MTOIEPXKUBAET PUTM U
noJuepKUBaeT ApamMatham mMeJoauu. Hacroe
UCII0JIb30BAHUE May3 B MEJIOANYECKOH
JIMHUM T1I03BOJISIET COJIUCTY BbIPA3HTh
9MOLIMOHAJIbHbIE HIOAHCBI TEKCTA, AeJ1as
UCIoJiHeHHe 6oJiee BbIpa3uTe/IbHbIM U
TporareJ/ibHbIM.

B nesiom, 370 apuo30 AB/ISETCH APKUM
npuUMepoM onepHoro ctuisi Mykana
TynebaeBa, ymesio coueTaioniero
3JICMEHTDI Ka3aXCKOH HAPOAHON My3bIKH
C KJIaCCUYEeCKHMH 3alalHOeBPOIEHCKUMHU
onepHbIMU (hopmamu. MeJjioanueckas
JIMHMS, OoraTtasi CKauKaMHl 1 OpHaMeHTaMH,
Hapsiay ¢ 60raTblM rapMOHHYECKUM
COINPOBOKIEHUEM U YETKOCTbIO PUTMA,
OKa3bIBaeT CHJIbHOE IMOLIHOHAJIBHOE
BO3JICHCTBHE Ha CJyLIaTe/is, nepeiaBas
r/yGoKHe UyBCTBA U TeperKUBAHMS
MePCOHAXKA.

PacemoTpuM, Kak JaHHBIA MeJIOIMY€eCKUH
PHUCYHOK OTpakaeT pa3BuTHe oOpasa
bup:kana B onepe.

B sToM apr030 13 BTOpPOro akTa ornepsbl
«bupxkan-Capa» Mykan Tyne6aes
MCIOJIb3YeT Pa3/IMUHbIe My3blKaJIbHble
CPEeACTBA, YTOODI [MIyOOKO PaCKpbITh
XapakTep U BHYyTPEHHHI MUP [JIABHOTO
repost, bup:kana. OHo urpaer kJoueByio
pOJIb B My3bIKaJIbHO-IpamMaTypruyeckoi
9BOJIIOLIMH ero oOpasa.

Hauanao apuoso. Apro3o HaunHaeTcs B
TOHAJILHOCTH pe MHHOP, YTO Cpa3y co3aaeT



aTMoccepy TpyCTH U pasaymui. MuHopHasi
TOHAJILHOCTb 3/1eCb CHMBOJIU3UPYET
BHYTpPeHHI010 60pb0y U nevasb buprkana,
€ro pasMbllJIEHHsT O XKU3HU U Cylb0e.
CKayok BBepX B HauaJ/le MeJIOJIMH YKa3blBaeT
Ha CHJIbHbIE SMOLMH U CTPEMJIEHHE K
BbICLIEMY M/leaJly, UTO XapaKTepHO J/1s1
POMaHTHYECKOT0 reposi. DTOT My3blKaJbHbIH
NpUeM MoJYePKUBAET BHYTPEHHIOK CHJTY H
CTpacTHOCTb bupxKkaHa, ero crpemiieHue K
uieadgy.

Moodyaayus u cmena moHarbHOCMUL.
Mopnynsauus B @a mazkop cosnaet
OlLylIeHHe HajleXK/Ibl U BOOYLIEBJICHHUS
nepcoHaka, Ho UCIoJb30BaHue
aJbTePUPOBAHHBIX CTyTeHeH MpuaaeT
MHHOPHBIH XapaKTep MeJIOJ1H, YTO
MPUBHOCHT OTTEHOK MeJIaHXOJIHH, OTpaxKasi
HEOJTHO3HAUHOCTb U CJI02KHOCTb UyBCTB
Bupxkana. DToT nepexo siBjseTcs
BAKHbIM IpAMAaTHUECKUM 3JI€MEHTOM,
MOKAa3bIBAIOLIMM, YTO J1a2Ke B MOMEHTHI
HajleXK/Ibl Fepoii He 3a0bIBAET O CBOMX
nepeKUBaHUsIX U OOJIH.

lapmonuueckoe conpogoxcdenue
U pummuueckas cmpyKkmypa.
["apmonnueckoe conpoBoXKIeHHE apHO30
HaCbIlllEHHOE W AWHAMHYHOE, YaCTO
MEHSIIOLLeeCs, YTO CO3/1aeT OlLylleHHe
BHYTPEHHEr0 BOJIHEHUSI U HECTAOUIBHOCTH.
ITH rapMOHHYECKHE TTIePEXO/Ibl OTPaXKaloT
JipamMaTHYeCcKHe MOBOPOThI B 2KM3HH
Bup:kana, ero amotinonasbHbie KoJebaHus.
YCTOAUUBLIF PUTM aKKOMITAHEMEHTA,

B TO K€ BpeMsl, MOJIep>KUBAeT 0OLIUI
JipamMaTHYeCKUi TeMI, co31aBasi OCHOBY

JUIS1 MEJIOJIMYECKOTO Pa3BUTHS U MO3BOJIAS
COJIUCTY BbIpaxkaTb TOHKHE SMOLMOHAJIbHbIE
HIOAHCHI.

Taknum o6pasom, sta apust aB/sgeTCs
KyJIbMUHALlHeH BHyTpeHHEro KOHMJIMKTA 1
JlyXOBHbBIX TOMCKOB reposi. OHa oTpaxaet
nepexojl OT ryOOKHX JIMUHBIX UYYBCTB
K 6oJiee CBETJIOMY H ONITHMHCTHYHOMY
B3IVIsly Ha Oyjylilee, HeCMOTPS Ha
MPOJIOJIZKAIOLLYIOCS BHYTPEHHION0
60pbOy. B koHTekcTe 3BOMIOIMH 06pasa
9TO apUO30 AEMOHCTPUPYET POCT U
pasBUTHE reposi, ero CnocoOHOCTb K

camopeIeKCHH U CTPeMJIEHHE K HieaJy,
YTO SIBJISIETCS BAXKHBIM LIaroM B €ro
JIMYHOCTHOM H JlyXOBHOM pa3BUTHH. Takum
06pa3oM, My3bIKaJIbHO-/IpaMaTHyeCcKas
COCTAaBJIAIOLLAS STOTO apHO30 MOMOraeT
PACKpPbBITh CJI0KHbBIA U MHOTOrpaHHBIH 06pa3
Bup:kana, ero BHyTpeHHNE KOH(PJIUKTHI 1
yCTpPeMJICHHS U UTpaeT KJI0UYeBYIO POJIb B
€r0 3BOJIIOLMH KaK repost orepsbl.

Il akm. Qunareras apus bupacana.
Ita yacTb TpeOyeT OT UCTIONHUTEST OUeHb
BbICOKOH T€XHUUECKOH MOAroToBKU. st
MPaBUIBLHOTO UCTTOJHEHHST HEOOXOIUM
HIHPOKHH BOKAJILHBIH IMANa30H
1 yBEpEHHOE BJlaJiecHHe TeMIIOM U
rapMOHHUECKHMHU Tepexoiamu. Berynienne
K apuu Hanucano B Mu 6emoJib Maxkope,
HO apHsi COJIMCTa HaYMHaeTcst yxke B Pe
Mazkope. MeJiojiist Me/IJIEHHO Pa3BUBAETCS
B JIHPHYECKOM CTHJIE, MOC/IeI0BATE/ILHO
MOJIHUMAsICh K BEpXHUM peructpam. B
CcepeiMHe apuM MeJIoIMYecKast JTIHHUSA
MeHsIeTCsl, OHa CTaHOBHTCS GoJiee
¢BOOOIHON U MOLIMOHAJILHOM, JOCTHTasl
KyJbMuHatuu. [Tocse KyJbMUHALIMY apust
BO3BpallaeTcs K [lepBOHaYalbHON MEJIOJIHH.

Ata apusi npeacranJsieT cob6oi
KBMHT3ICCEHIMIO COYETaHHsT Ka3aXCKHUX
My3blKaJIbHBIX TPAAULMH € 3arajHou
orepHo# hOpPMOH, B pesyJibTaTe uero
noJiydaeTcst 00raToe u BbIpa3uTeJIbHOE
My3blKaJIbHOE TT0BECTBOBAHHE.

CrpyKTypa apuu U MeJsIofiMueCKni

KOHTYP PaCKpbIBAIOT BaXKHbIE JIeTaJH
XapakTepa U SMOLMOHAJBHOIO COCTOSIHUSA
Bup:kana, BHOCS CBO¥ BKJIaj, B 001110
JIpaMaTypruveckylo JMHHIO OTEPHI.

MeJioust apun HauMHaeTcs B
ToHaJibHOCTH Pe Makop, 4To npuaaet
MIPOU3BEJICHUIO IPKYIO U BIOXHOBJIAIOIILYIO
TOHAJILHOCTh, CO3/1aeT OLLyLLeHHEe
OTKPBITOCTH M 9KCIIAHCHBHOCTH, UTO TaKxKe
acCOLMMpYyeTCst ¢ KAPTHHOH OecKpailHoH
Kazaxckoli crenu. Pasmep apuu — 3/4,
XapaKTepHbIH /151 TAHUEBAJbHOW MY3bIKH,
NpUaeT MeJOIUH TPalMO3HOCTb U
MJIaBHOCTb. DTa PUTMHYECKAsI CTPYKTYypa B
coueTaHUHU ¢ MeJIOAUUYECKON JIMHUEeH co31aeT
OlLyllleHHEe HETPEPBIBHOCTH U JIBUIKEHHUSI
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BIiepe, oTpazKast a9MOLIMOHAJbHOEC
COCTOsIHHE Tepos.
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[Tpumep 5. Punanbuas apust bupkana
13 BTOPOTO aKTa

CpejHsist yacTh apuu HanucaHna B
TOHAJIbHOCTH JIsl MUHOP CO CMEHOH pa3mepa
Ha 6/8, uTo oTpakaet GoJee MOJBHAKHbII
XapakTep MeJonuu. B akkoMmnaHeMeHTe
NOSIBJISTIOTCST 32 HOTHI. DTa CMeHa
TOHAJIbHOCTH W JIMHAMHKA MY3bIKH He
TOJIbKO KOHTPACTUPYET C HAUAJIOM apuH, HO
1 riiy6Ke pacKpbIBAET MCUXOJIOTHUECKOe
HanpsiKeHue repos. Takoe My3blKaJbHOE
pellieHre yCUJIMBAET ApaMaTu3M, JieJias
BHYTpPEHHHE MepeKUBaHHUSI ePCOHAXKA
60Jiee OCTPLIMU U BbIPA3UTEJIbHLIMH, a
€ro 3MOIMOHANbHBIH IHana3oH — GoJee
SIPKUM.

[Ipumep 6. Punanbuas apust bupxana
13 BTOPOT0 aKTa

[To Mepe pasBuTHsi apun 3aMeTHO

YCHJIMBAETCs UCITOJIb30OBaHHE XPOMATU3MOB.

ITO XpoMaTHUECKOe JIBUKEHHE OTpaxKaeT
BHyTpeHHee cMsITeHHe U TocKy bupxkana,
J00aBJISISE CII0KHOCTH SMOLMOHAJIBHOH
CTPYKTYpe MPOU3BE/ICHHUSI.

JpamaTu3m cutyaluu nepeaaercs 3a
CUET XPOMATH3MOB.

[Tpumep 7. Punanbuas apust bupxkana us sToporo
aKkTa. XpoMaTU3Mbl.

BaaumosieficTBHE MexK1y BOKaJbHOH
napTHeil H OpPKeCTPOBBIM aKKOMITaHEMEHTOM
CTAHOBUTCS GoJiee CJI0KHBIM, OPKECTP
9XOM OTKJIMKAeTCsl Ha BOKaJbHbIe (hpasbl,
CO3/1aBast IMaJ1oT, KOTOPbIH yCUJIMBaeT
JipamatHyeckoe Bo3necTBre. DTOT AUaJIor
UIpaeT KJIOUEBYIO POJb B PACKPLITHH
MHOTorpaHHoro xapakrepa bupxxana,
MOCKOJIbKY OTpaxaeT ero BHyTPpeHHUH
KOH(JIUKT U TOCKY. OTTE€HKH 1 UX
CJIO’KHOE MeperieTeHHe CUMBOJIM3UPYIOT
ero 60pb0y ¢ BHEIIHUM JIaBJI€HHUEM U
JIMUHBIMH XKEJIAHUSIMH, HILTIOCTPUPYS]
NPOTHBOPEUHE MeXKIy €ro myOJHIHON
MePCOHON U IMYHBIMU SMOLIUSIMH. DTO
MY3bIKaJIbHOE HarpsiKeHHe MPOJIBUraeT
JipamMaTHYecKoe MOBECTBOBAHKE BIepe],
Noue pKUBast SBOJIOLIUOHHYIO CI0?KHOCTb
XapakTepa rJIaBHOro repost U yrayoJsis
MOLIMOHAJIBHYIO BOBJIEUEHHOCTb ayIUTOPHH
B €ro IMyTellecTBHeE.

CTOMT OTMETHTB, YTO MOOOHbIH
JIMHAMH3M MEeJIOJIH, KOTOPBIH
noJuepK1BaeT ApaMaTH3M MPOUCXOASILLETO
Ha CLIeHEe, XapaKTepeH JJ1s1 MHOTHX
urasbsHckux onep. Hanpumep, Lxu EnH
JIn, ananusupys Tpuo «O di tu come
fremono cupi» («Yro-To Tam Ha ckaJjie
3auypliajno» ) us onepol Bepau «bau-
Mackapaa», otMeyaer, yto «... Tpuo
MOCTENEeHHO PAa3BUBACT IMHAMUUCCKUI
MOZbEM, KOTOPBIH JOCTUTAET KyJIbMHUHALMH
B rocJiesiHef ctpode u Koje, 6marogapsi
pasnuuHbIM (PaKTOPaM, a HMEHHO:
MaKCHMaJslbHOH PUTMHUECKOH aKTHBHOCTH,
KOIJ1a BOKaJIbHbl€ PUTMbI CHUKAIOTCS
JI0 BOCbMOI HOTbI; CTAKKaTO B roJ10ce U
OpKecTpe; XpOMaTH3MY; H KPELLEH/0 OT pp
1o ff B punase V-o6pasHoe npuxKenne» (5).

Kak ormeuaet ucesenobaress Jlopuan
Banyu, n1pyroit komnoaurtop, nepy KOToporo



MPUHATIEKUT MHOYKECTBO OTIEPHBIX
weneBpos, Mouapt Takxke yacto npuberal
K XpOMaTH3My B CBOUX orepax (4).

Taknm 06pazom, MOKHO yTBEPKIATD,
yto mactepctBo MykaHna TyseGaeBa
CPaBHUMO C BbIIAIOUIMMHUCS JOCTHKEHUSIMU
KJaCCHIECKHX €BPOTIEHCKUX KOMITO3UTOPOB,
MOCKOJIbKY OH He TOJIbKO BUPTYO3HO
MCI0J1b30BaJ TPUEMBI, XapaKTepHble
JUIS 3aMaIHBIX OTIEPHBIX TPAIULHN, HO U
OpraHUYHO UHTErPUPOBAJ HX B COOCTBEHHOE
NpousBeieHue. DTO CBUAETEBLCTBYET O
ero rJiy00KOM MOHUMAHHWH MY3bIKaJbHOH
JipamMaTypruuv 1 yMeHUH alanTHpoBaTh
CJIOXKHbIE €BpOMeHCcK1e TEXHUKH,

CO3/1aBasi yHUKaJIbHbIA, MHOTOCJIOHHbBII
MHP, B KOTOPOM HallMOHAJIbHAS TPAULIUS
OpraHM4yHO MeperJieTaeTcs ¢ 3anajaHou.

[IpumeuaTeibHbI TaKXKe H3MEHEHHS
PUTMHYECKOr0 pUCyHKa apuu. YepenoBaHue
MPOCTBIX PUTMOB U GoJiee CJ0MKHBIX
CHHKOMMPOBAHHBIX YCIOKHIET MEJIONINIO, a
TakxKe 0OLLYyI0 IMHAMUKY. DTH PUTMHYECKHE
CIBHUTH 0COOEHHO 3aMeTHbI B KaIeHIIMOHHBIX
(pasax, rje My3blka 4acTo 3aMeJiisieTcs,
4TO 1103BOJISIET O0J1e€ BbIPa3UTEbHO
nepenarthb KaoyeBble SMOLUMOHA/bHbIE
MoMmeHThl. Takoe ucnosib3oBaHue pydbato
SIBJISIETCS OTJIMYMTEJIBHON YePTOH OMEepHOro
MCIOJIHEHHUS, TPEIOCTAB/ISS MEBLY
BO3MOKHOCTb 00Jiee sIpKO repeaTb SMOLUUN
nepcoHazKa.

[Tpumep 8. Punanbuas apust bupxkana
u3 BToporo akra. Py6aro.

Yro kacaeTcst pakTypsl, TO B apUH
npeo6JanaeT romooHHO-rapMoHHYecKast
KOMII03HLIUS, [Jle BOKaJIbHAs NapTHsl
COMNPOBOXKIAETCA AKKOPLOBOH
noauep:kkoi opkecrpa. OnHako ectb
MOMEHTBI, Korjla (PaKkTypa CTaHOBHUTCS
6osiee MoMMPOHHIECKOH, 0COOEHHO BO

B3aUMOJIEHCTBUHM BOKAJILHOW MApTHU U
OPKECTPOBOT0O COMPOBOXKIEHHUS. DTH
MoJIMPOHHUECKHE TTaCCaXKH TIPUAAIOT
TJIyOUHY U CJI0’KHOCTb MY3bIKaJIbHOH TKaHH,
noJuepK1Basi MHOrorpaHHOCTb XapaKkTepa
Bupxkana. [Tepexon k nosmudonun
CHMBOJIM3UPYET pa3BUTHe 06pasa reposi

1 CJIO2KHOCTb €0 SMOLMOHAJIBHOTO
cocTosinusi. MysblKaJjibHble JIMHUH,
CrieTasicb BOEIMHO, OTpaxKatloT
nepenJeTeHue ero JMIHoi 60pbObI C
XYJ102K€CTBEHHBIMH M 0OLLLECTBEHHBIMU
YCTPEMJIEHUSIMU. DTOT (haKTypHbBIH
KOHTPACT He ToJIbKO oboraliaer
MY3bIKaJIbHYIO TKaHb, HO U CJTy?KUT MOIIHBIM
JipamMaTHYeCKUM TIPUEMOM, OTPaKaIOIIUM
BHYTpeHHHe KOH(IMKTBI brp:kana u

€ro IMHaMHUYHOE B3aUMOJICHCTBHE C
OKpYzKatolLUM MUPOM. C MOMOLLbLIO ITHX
CJIOYKHBIX TEKCTYPHBIX Bapualuii MykaH
Tyne6aeB achekTHBHO Nepenaer rayoUHY U
9BOJIIOLMIO XapakTepa bupxkana.

Takxke BaxkeH JMHAMUYECKUI 1Mana3oH
apuu. Mysbika 1J1aBHO MEPEXOUT OT
MSATKHX, HHTPOCTIEKTHUBHBIX MaccaKen
K 6oJiee MOLLHBIM, JIeKJIaMallHOHHbIM
pasaesam. DTOT IMHAMHYECKHI KOHTPACT
NouepKUBAET SMOLIUOHABHYIO
HACBILLEHHOCTb apHH, BOBJIEKas
CJIyLIaTe st B SMOLMOHAJBHBIA MHP
Bup:kana. McnonbzoBanue KpeleHio
1 IMMHHY39HJI0 elile 6oJbliIe yCHIUBaeT
BbIPA3UTEJbHOCTb MY3bIKH, MTO3BOJISIS
TOHKO HHTEPIPEeTUPOBATL IMOLMOHAJBHOE
COCTOsIHHE MePCOHaXKa.

B uesiom, dpunasmbHast apusi U3 BTOporo
akra ornepbl « bupxkan-Capa» siBasiercs
NpeKpacHbIM MPUMEPOM TOT0, KaK
TpaJIMLIMOHHbIE Ka3aXCKHe My3blKaJlbHble
3J1eMEHTbI MOTYT ObITh OPTaHUYHO
MHTErPUPOBAHbI B 3aMa/IHYIO OMEPHYIO
thopmy. baaronapsi cBonm mMeJsioMueCKUM,
rapMOHMYECKUM, PUTMHUECKUM H
(haKTypHBIM TOHKOCTSIM apusi 1aeT ray6okoe
npeacTaB/ieHle o0 Xxapakrepe H SMOLUSIX
bupxkana, BHOCs1 cBOH BKJaj B GoraTyio
NauTPy YeJ0BEUECKHX MePeKUBAHUN 1
KyJIbTYPHOT'O CaAMOBbIpaXKeHHsl B orepe.
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IV akm, apua bupxcana. dto apusi
SIBJISIETCS TIOCJIE/IHEN TTepejl CMEPThIO
Bup:kana. Ona ucnosHsieTcst MeaIeHHO
H CHOKOﬁHO, B MeJIOAUH NPUCYTCTBYIOT
TPHOJIH U MPLIXKKH Yepe3 OKTaBy, KOTOpbIe

MPpUBOIAT K BbLICOKOH HOTe Ha KyJIbMHUHAlUH.

B KoHLe apun yepes TpHOJIM B MEJIONUH
BbIpaKeHbl MEUTHI H 3aBETbI 109TA CBOEMY
Hapojy. 3aBeplaeTcst apusi CJI0OBAMHU M03Ta
«Capa, Ana», KOTOpble HCITOJHSIOTCS

Ha 11eJI0H HOTe C KPeleH/I0 H TTEPEX0JIoM
Ha JMMHUHY>H0, YTO CUMBOJIU3UPYET

nocJ/eaHue ymupatoiiue abixanust bupxkana.
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[Tpumep 4. Gunanvuas apus bupxkana
13 UEeTBEPTOrO aKTa

Dra apusi IBJSIETCS KYJbMUHALIHOHHBIM
MOMEHTOM B Ollepe, 3akJjouasi B cebe
IMOLMOHAJbHYIO U IPAMATHUECKYIO0
CYTb TJIaBHOTO reposi. My3biKajibHO-
JpamaTrieckoe pasButue buprkana B aTo#
ApUH MOYKHO TIOHSITH M0 €€ CTPYKTYpE,
OPKECTPOBKE U BbIPA3UTEJLHON CHJIe
BOKaJIbHOT'O UCTIOJIHEHHSI.

Myaeikarono-memamuueckas
cmpykmypa. OpKecTpoBoe BCTYIJIeHHE
3a7aeT SMOLMOHAJbHBIH TOH, CO3/1aBast
aTMocepy pa3myMHil U CoXKaJIeHHI.
[lepenieTeHue JUPUUECKUX CTPOK U
JpaMaTHUeCKUX aKKOPJIOB B UCIOJIHEHUN
OpKeCTpa MOJIr0TaBJUBAET ayIMTOPHIO K
3aKJIOUUTESIbHOMY HHTPOCMEKTUBHOMY
MoHoJiory bupxkana. ['naBHasi Tema apuu
OTJIMUAETCS] MOILIHON W BbIPA3UTEJLHOH
meJsionueit. Mcnosb3oBanne MUHOPHON
TOHAJILHOCTH TIPUIAET ITOH TEME
OlLYLIEHUE TPATHUHOCTH U GE3bICXOJHOCTH.
Mapiieo6pasHeblii pasmep 4/4 —
JpamMaThuecKoe HamnpsikeHue. B cepennne

apUu My3blKa CTaHOBHUTCSI OoJiee
B3BOJIHOBAHHOH, YEMY CITOCOOCTBYET
U3MEHEeHHe PUTMHUYECKOH H OPKEeCTPOBOMH
(hakTypbl, UTO OTPaXKaeT ero coxKaueHus O
HecOBIBIITUXCS HaleKIax.

Bokanrbrole u UHCMPYMEHmMaLbHbLe
ocobernnocmu. Apusi Tpebyet
MCKJIIOUMTENILHOTO BOKAJIBHOTO MAaCcTEPCTBA
U CIIOCOOHOCTH K HHTEpIpeTaLHH.
[IIupokuii BoKaJbHBIN AHANA30H, OT
MOIIHBIX BBICOKHX HOT JI0 HACBIIIIEHHBIX
HHU3KHUX TOHOB, T103BOJISIET TEHOPY
nepeiaTh ApaMaTHUeCKYt0 HaNpsKeHHOCTh
WJIH JIMPUUECKYIO UYBCTBUTEJBHOCTh
bupxkana. Mcnonb3oBanue Tpuosieit
1 OKTaBHBIX 1€PEXOJI0B MPUIAET
MCITOJIHEHHUIO CJIOXKHOCTD U SMOLMOHAJBHYIO
HACBILLIEHHOCTb, IOCTHIasi KyJIbMUHALMH
Ha BBICOKOH HOTe, KOTOPast MoluepKUBaAET
Jpamatuieckuil nuk apuu. OpkectpoBoe
COINPOBOKJICHHE UTPAET BaXKHYIO POJIb
B M0J1ep2KaHUH BOKAJIbHOH JINHUH H
YCHJIEHUU SMOLMOHAJILHOTO BO3JIEHCTBHS
apuu. PagHoo6pasHble HHCTPYMEHTa/lbHble
TeMOpbl U IMHAMHYECKHE H3MEHEeHHUs]
coszaloT 6oraThlil, hakTypHbIH 3BYKOBOH
JaHaadT, KOTOpPbIi yCHIHBAET
IMOUMOHAJIbHbBIE B3JIEThI U MaJIeHUS]
ucnosiHeHusi. Baaumoneiicteue
OpKeCTpa C BOKaJIbHOK NapTuel npuaaet
rJIyOUHY ¥ KPACOUHOCTb My3bIKaJIbHOMY
MOBECTBOBAHMUIO, MOJUEPKHUBAsT KJIIOUEBbIE
MOMEHTbI HalpsizKeHHOCTH W pa3pelleHust
KOH(JIHKTA.

Imoyuorarvroe sozdelicmaue.

Apusi bup:kana okasbiBaet riry6okoe
IMOLMOHAJIbHOE BO3/IEHCTBHE, JIOCTHTAEMOe
Gsiarojiapsi ee 3axXBaThIBAIOLEN MEJIOJIUH,
CJIO2KHOH OPKECTPOBKE U BbIPA3HTEJIbHOMY
Bokasy. OHa npo6y»Knaet riyookue
YyBCTBA y CJyLIATe s, TPOTraTeIbHO
uzobpaxkasi 1ocyeiHie MrHOBEHHS

»KU3HU Buprkana u ero Henpexosiero
HacJeaus. 3akJ/ounTesbHble c1oBa «Capa,
Ana», npousHeceHHble ¢ HApACTAHUEM U
NepexosoM B IMMHHYIHI0, CHMBOJIU3UPYIOT
nocJseaHue B3oxu bupxkana, ocrapsisis
HeM3IJ1auMoe BlieyaTyieHue o ero 6opboe u
OKOHYaTeJIbHOM CMHPEHHH.



Takum o6pazom, punanbHast apusi
bupxkana B IV neiicTBuu spssietcs
MPUMEPOM CJIMSIHHUS HALLHOHAJIbHbIX
Ka3aXCKUX MY3bIKaJIbHbIX TPAJULIUH C
KJIACCHUYECKOH OTIEpPHOM JIpaMaTyprue.
SIpKue My3blKasibHble TEMbl aPUH, TOHKAS
BOKaJIbHasl NapTHS U CJI02KHAsK OPKECTPOBKA
CO3/IAI0T SIPKOE U BbIpasuTe/ibHOe
uzobpaxeHue xapakrepa bup:kana. B stoit
apun Mykan Tyne6GaeB macTepcku nepeaaet
BHYTPEHHUI MUp Tepost, ero 60pbOy U
nocJie/IHUe pa3MblLLJIEHHS], UTO JleJ1aeT ee
LIeHTPaJIbHbIM 9MOLIHOHAJILHO PE30HAHCHBIM
MOMEHTOM OT1epbl.

OCHOBHbIe MONIOXEHUS

1. O6pas bup:kana B onepe «bupxkan-
Capa» Mykana Tyne6aeBa riry6oKu# 1
MHororpanHbiil. Kommnosutop ncrosbayet
pasHoo6pasHble My3blKaJbHble (POPMbI

— OT apuil 10 peYUTAaTUBOB — YTOObI
MOCTENEeHHO PACKPbIBATh €0 MepeKUBaHUs
4 TICUXOJIOTHYECKYIO 9BOJIIOLHUIO.

2. MysblKa/ibHble TeMbl H MOTHBBI,
cBsizaHHble ¢ o6pa3om bupxkana,
OTJInuaeT ryyboKasi CHMBOJIMKA W TOHKast
MHAMBUIYya u3alus. OHM oTpaxKatoT
CJIO?KHBIH BHYTPEHHUH MUP Fepos,
NouEPKUBAIOT PAMATH3M €ro CybObI
¥ BHYTPEHHHE NPOTHBOpeuHsi. BbiGop
TOHAJIbHOCTEH U TeMOPOB CIOCOOCTBYET
CO3/IaHUIO SIPKOTO My3bIKaJbHOTIO MOPTpeTa,
KOTOPBIH MOAYEPKUBAET FePOU3M H
JIyXOBHYIO CHJY TJIABHOTO Teposi.

3. CHHTe3 Ka3axCKUX M eBPOMeHCcKuX
MY3bIKaJIbHBIX TPAJULMI BBICTYNAET
LIeHTPaJIbHBIM 3JIEMEHTOM OIlepbl.
Mcnosb3oBanue TpajniMOHHBIX KA3aXCKUX
MOTHBOB B COYETaHHH C 3J1eMeHTaMU
3aMagHOeBPONEHCKON Onepbl NPUAAET
oOpasy bupxkana MHOTOCJIOHHOCTb U
0co0yt0 3HAYUMOCTb KaK JI/151 Ka3aXCKoM, Tak
U MUPOBOU My3bIKaJIbHO! CLICHBI.

4. JlpamaTyprudeckast CTpyKTypa
onepbl yCHIUBAETCsl Yepe3 KOHTPACThI
B My3bIKaJIbHbIX T€Max, 4TO M03BOJsIET
rly02Ke PACKPBITh BHYTPEHHHH
KOH(JIUKT reposi U ero CTpeMyIeHHe K

cBobone. Mykaun TysneGaeB macTepcku
UCIT0JIb3yeT My3blKaJIbHbIE TPHEMBI 151
CO3JIaHHUsI JTMHAMHUUHOH, HACbILIIEHHOH
MOBECTBOBATEbHOH JIMHUMU.

5. McenieioBanune 1eMOHCTPHPYET, UTO
My3blKaJibHble pellienusi Mykana Tyne6aeBa
He TOJIbKO HOBATOPCKHE, HO U OKA3bIBAIOT
3HAYNUTEJIbHOE BJIMAHHE HA Pa3BUTHE
Ka3axcKoi ornepbl. [letannsnpoBanHbli
aHann3 obpasa buprkana noxkasniBaer,
KaK KOMITO3UTOP Yepe3 rapMOHHYHOE
coueTaHue My3blKH U JipaMaTypruu
CO3/1aE€T MHOTOTPAHHBIA H SMOILIMOHAJBHO
HACBILLEHHBINA MTOPTPET Ireposi.

3aKknwyeHue

Anajua My3bIKaJbHOTO U
JpaMaTypruyeckoro pa3BUTHs MepCoHaxKa
bup:kana B onepe Mykana Tysie6aeBa
«bupxkan-Capa» nemoHcTprpyeT
KOMITO3UTOPCKHUH TaJIaHT, C TOMOLLBIO
KOTOPOIO OH BIOXHYJI 2KM3Hb B 3TY
ncropudeckyio urypy. [1pu tiiatensHom
u3ydeHun apuit bupxkana craHoBUTCS
OYeBHHBIM, UYTO KOMIIO3UTOP UCIOJb3YET
forartyto najuTpy My3blKajbHbIX
3JIEMEHTOB, YTOOBI MepeaTh NyOHHy
SMOLMH TJIaBHOTO Iepost, €ro JIMYHYIO
60pbOY U KyJIbTYPHYIO CAMOOBITHOCTb.

Apuu Bupxkana otsinuaioTces iMpuiecKon
KpPacoTOl U HHTEHCHBHOCTBIO 3KCIPECCHH,
JIEMOHCTPUPYSI €r0 CTPACTHYIO HATYPY
Y BHyTPEHHEEe CMATEeHHE, KOTOpoe
OH nepexkuBaeT. Menonb3zoBanue
OpPHAMEHTOB, IMHAMUYHBIX KOHTPACTOB
¥ pa3Ho0Opa3HbIX MEJIOAUH YCUIUBAET
SMOLMOHAJBHOE BO3IEUCTBUE ITUX ApUH,
M03BOJISISI 3PUTEJISIM [IYy02Ke TPOHUKHYThCS
XapaKTepoM IJIaBHOTO Ieposi.

Boraras opkectpoBasi najautpa u
MCI0JIb30BAHUE TPAAHIIMOHHBIX KA3aXCKUX
MHCTPYMEHTOB eLl1€ OoJibLlIe MOAYePKHBAIOT
xapaktep bup:kana, no6asssis
AYTEHTHYHOCTH W IJIyOMHbI MY3bIKAJIbHOMY
camoBbIpaxkeHuto. Mcropuueckui u
KYJIbTYPHbIH KOHTEKCT, B PAMKax KOTOPOr'o
6bls1a HanMcaHa onepa «bupxxkan-Capa»,
TakKe NMPUIAET el Henpexoasiee
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3HaueHue. Onupasch Ha peasibHble PUTYPHI
1 coObITHs, Tyse6aeB He TONBKO OTAaeT
JIaHb YBAXKEHH51 Ka3aXCKOMY HaCJ/1e/I110,
HO M CO3/Ia€T MPOU3BeJeHHe, KOTOpoe
HAaXOJUT OTKJIMK y COBPEMEHHOH ayAUTOPHH.
CoueTaHue TpajMIIMOHHBIX KA3aXCKHUX
My3bIKaJIbHbIX 3JIEMEHTOB C 3aMaJHbIMU
onepHbIMH (hopMamH Moue pKUBaET eé
YHUKaJIbHOE M0JI02KEHHE He TOJIbKO B
Ka3aXxCKOH MY3bIKaJIbHOH KyJIbType, HO U B
MHPOBOH.

ITO UccseIoBaHue He TOJbKO
yry6JsieT MOHUMaHHe My3bIKaJlbHO-

Bknap aBTOpOB

JIpaMaTypruueckoro pazBuThst oopasa
Bupxkana, Ho 1 NOUEPKUBAET BaXKHOCTh
onepbl He TOJIbKO JI/Is1 KA3aXCKOH, HO U IS
MHUPOBOH My3bIKaJIbHOH KyJbTYpbl. Bynyliue
1ceie/IoBaHust MOTJIH Obl TPOJIOJIXKUTh
u3ydeHue BJUsIHUS onepbl « Bup:kaH-
Capa» u, B yactHocTH, o6pasa bup:kana Ha
nocJie/lytolile MOKOJIEHHST KOMITO3UTOPOB

1 UCroJIHUTEeH. YT1yOsisiCh B
My3blKaJlbHble U pamaTypruyeckue
TOHKOCTH 0Opasa bupxkana, Mbl B 3TOM
aHaJIu3e MOMbITAJUCh PACKPLITH KYJIbTYpHOE
1 Xy[102KeCTBEHHOE 3HaueHHe orephl
«bupxkan-Capa».

T.X. Ernn6aeBa cobpana MaTtepuansl AN CTaTbK, BKIKOYAsA NOUCK M cHOP aKkTyanbHOM
nuTepaTypbl, M NPOBENa NpeaBapuTesbHOe UCCNefoBaHMe.

A.K. N36ambeToB npoBen aHanu3 cobpaHHbIX JaHHbIX, pa3paboTan cTpyKTypy u
ohopMUn CTaTbio, a Takxke obecneynn eé akafeMUYeckyto LIeNoCTHOCTb.
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MY3bIKANTbHO-APAMATYPITMYECKOE PA3BUTUE OBPA3A BUPXAHA
B ONEPE «BUPXAH-CAPA»MYKAHA TYJTEBAEBA

UzbamobeToB Anmar, Erin6aesa Toixkan

Kaszax y/TTbIK 6Hep yHUBEpCHTETI
(Acrana, Kasaxcran)

MYKAH TONEBAEBTbIH, «<61PXXAH-CAPA» OMEPACbIHOAFbI 6IPXXAH BEMHECIHIH
MY3bIKANbIK-OPAMATYPTUANBIK AAMYbI

Anpartna. 3eptTeyaiH e3ekTiniri MykaH TenebaeBTbiH, «bipxaH-Capa» onepacbiHblH, Ka3akcTaHHbIH,
M3[EHWN MypaCbIHAAFbl MaHbI3AbIIbIFbIMEH aHbIKTanaabl. 3epTTeyAiH MakcaTbl — MykaH TenebaeBTbIH,
KOMMO3MLMANbIK, MPUHLMNTEPI, MHTOHAUMsFA Baii TeXHUKanapbl MeH ApaManblk, CTPATErMUIChIHbIH,
Ma3MyHAbIK M3HepAiNiri apKblibl awbinaTbiH bipykaH 6eiHeciHiH My3blKanbiK-ApaManblK AaMyblH Tanaay.
3epTTeyaiH MiHoeTTepi bipxaH 6eliHeciHiH My3bikanbliK-apaManblk Kypamaac 6eniriH KapacTbipy XaHe
M. TenebaeB OnepachbiHblH 6ac KerinkepiHiH BOKanAblK NapTUSAapbiHbIH, YATTbIK MENOCHIHAA XaHe
epeklie 3MOLMOHaNabl KyLWiHAe TyMiceTiH 6aTbiC eyponanblK KAacCUKanblK My3blKablK A3CTYpiHe
TOH My3blKaNblK-ApamManblk 3/1eMeHTTepAi Tanaay 6onbin Tabbinagpl. 9dicmepi. 3epTTey TapUXM XKaHe
My3bIKa/bIK-TEOPUSNbIK TACinAepai OipikTipeTiH onepaHblH My3blKanblK-ApaManblK 31eMeHTTePiH
TanpayablH KeWeHAi aaiciHe HerisgenreH. Apusnap MeH peuntaTMBTEPAI 3epTTeyAe My3blKasblK,
Tanaay, napTusnapAbl OpbiHAAY epekLlenikTepiH aHbIKTayAa BOKanAbIK Wwebepnik neH opbIHAAYLbIbIK,
TEXHUKACbIH Tanaay aAicTepi, COHAAN-aK, KapacTblpblbln OTbipFaH GEHOMEHHIH ApaMasblk, KOMMOHEHTIH
3epTTey YLWiH KypbINbIMAbIK Tanaay aaici konaaHbinapbl. COHbIMEH KaTap, OnepaHblH, )acany KOHTEKCTiHe
TapuXx1-MaAeHM Tanaay Xyprisinesi. 3eptrey 6apbicbiHaa 6acTbl kelinkep 6eMHeciH allyaa yaKeH pen
aTKapaTblH bip>aHHbIH TEPT apuschl peTiMeH TanaaHAabl.

Hamuxcenep. 3epTTey 6apbicbiHAa bipXKaHHbIH, apusiapbl OHbIH 3MOLMOHANbAbI TEPEHAITI
MeH iLKi TONFaHbICbIH KOPCETETIH IMPUKANbIK CYNY/bIFbIMEH XXaHE MAHEP/i KapPKbIHAbIbIFbIMEH
CMNaTTanaTbIHAbIFbI aHbIKTanAbl. BipXaH MiHe3iHiH Typni KblpnapblH 6eiiHeneiTiH 6acTbl My3biKanbIK,
TakblpbINTapbl aiKbIHAANAbI, 3N ONAPAbIH TOHANLbI KapaMa-KaMLWbLIbIKTApbl KEMiNKepAiH TyIFablk,
YK9HEe 3MoLMOoHanabl e3repictepiH cunattanabl. CoHbiMeH bipre batbic Eypona onepanapbiMeH ae
canbICTblpy Xyprisingi. «bipxaH-Capa» onepacbiHbIH Ka3aK YLiH FaHa eMec, aNeMAiK onepa AacTypi
YLiH [e MaHpI3bl 30p AereH TYKbIpbIMAAP Xacanapl. 3epTTey HaTuxenepi bipxaHHbIH Ken Kpip/ibl
My3blKasblK-ApaMasblk 6eHeciH xacaynarbl TenebaeBTbiH, WwebepniriH kepceTeai. «bipxxaH-Capa»
onepachl KasakcTaHHbIH M3AEHM MypacbIH CaKTan KaHa KoiMMal, COHbIMEH Bipre KoMno3uTopnap MeH
OpbIHAAYLWbINAPAbIH XXaHa OYbIH eKinaepiHe Ae bIKManbiH XanFacTblpyaa. 3epTTeyaiH NpakTMKanbIK,
MaHbI3AblIbIFbl KOMMO3MLMS TEXHUKaNapbl MeH onepa ApaMacbiHAAFbl MHTOHALMS TaCiNAepiH TepeH,
3epTTeyae, COHAAMN-aK, Ka3ak onepacbiH 0faH api My3blKasblK 3epTTey MyMKIHAIriHAE XaTblp. 3epTTeyaiH,
6onalarbl onepaHblH, KEH M3EHN KOHTEKCTKE SCEepiH 3epTTeYAi XaHe ASCTYpAi KaHe 6aTbiC eyponanbik,
aneMeHTTepAi BipiKkTipeTiH 6acka XKYMbICTapMeH CanbICTbipMabl Tanaaynbl KaMTUAbI.

Tyiiin ce3dep: «bipxxaH-Capa» onepacsl, bipxxaH apusnapbl, MykaH Tenebaes, kasak onepanapbl,
Ka3akK ornepanapblHAAFbl epnep napTusanapsl.

Aoaiiekce3 ywin: N36ambeToB Anmar, ErnnbaeBa ToikaH. «MykaH TenebaeBTbiH, «bipykaH-Capa»
onepacbiHAaFbl bipxkaH 6eMHeCiHiH My3bikanbiK-apamMaTyprusanblik aamybl». Central Asian Journal of Art
Studies, 7.9, N2 3,2024, 221-240 66., DOI: 10.47940/cajas.v9i4.909

Asmopnap Kom«a3baHblH COHFbI HYCKACbIH 0KbIN, MAKY/10a0b! #aHe Myddenep KaKmblFbiCbl #OK 0en
ManiMOeOi.



MY3bIKAJTbHO-OPAMATYPITMYECKOE PASBUTUE OBPA3A BUPXAHA
B OMEPE «BUPXAH-CAPA»MYKAHA TYJTEBAEBA

Izbambetov Almat, Yeginbaeva Toyzhan

Kazakh National University of Arts
(Astana, Kazakhstan)

MUSICAL AND DRAMATURGICAL DEVELOPMENT OF THE BIRJAN CHARACTER IN THE
«BIRJAN-SARA» OPERA BY MUKAN TULEBAEV

Introduction. The relevance of the research is determined by the significance of Mukan Tulebayev’s
opera Birzhan-Sara in Kazakhstan’s cultural heritage. The study analyzes the musical and dramatic
development of Birzhan’s image, revealed through Mukan Tulebaev’s compositional techniques and
dramatic strategies. The study’s objectives were to consider the musical and dramatic components of
Birzhan’s image and how musical and dramatic elements characteristic of Western European opera are
refracted in Kazakh. The research is based on a comprehensive analysis of the musical and dramatic
elements of the opera. The method of musical analysis helps study arias and recitatives, performance
analysis identifies the features of the performance of the parts, and dramatic analysis examines

the dramatic component of the image. Additionally, historical and cultural analysis contextualizes
the creation of the opera. In the study, we consistently analyzed Birzhan’s four arias, which played a
significant role in revealing his image.

The study found that Birzhan’s hast arias are characterized by lyrical beauty and expressive
intensity, emphasizing his emotional depth and inner feelings. The vital musical themes symbolizing
various aspects of Birzhan’s character and their tonal contrasts reflecting his personal and emotional
changes are revealed. A comparison with Western European operas has also been made. Essential
conclusions were drawn that the Birzhan-Sara opera is vital for the Kazakh and the world opera
tradition. The study’s results emphasize Tulebaev’s skill in creating a multifaceted musical and
dramatic image of Birzhan. The Birzhan-Sara opera not only preserves Kazakhstan’s cultural heritage
but also continues to influence subsequent generations of composers and performers. The research’s
practical significance lies in an in-depth understanding of composition and drama techniques and
the possibility of further research in Kazakh opera and musicology. Perspectives include exploring the
opera’s influence on broader cultural contexts and comparative analysis with other works combining
Kazakh and Western European opera elements.

Keywords: «Birzhan-Sara» opera, Birzhan’sarias, Mukan Tulebayeyv, Kazakh operas, male roles in
Kazakh operas.

Cite: Izbambetov Almat, Yeginbaeva Toyzhan. “Musical and Dramaturgical Development of the
Birjan Character in the «Birjan-Sara» opera by Mukan Tulebaev.” Central Asian Journal of Art Studies, vol.
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AN ONTOLOGY-ORIENTED
APPROACH

TO TRADITIONAL DANCE:
ON THE EXAMPLE

OF KAZAKH DANCE

Berik Kuketov', Aliya Shankibaeva?

!2Temirbek Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

Abstract. In this article, comprehensive ontology-oriented work was done on the study of the
«Kamazhai» dance, using the example of which the method of initial study of traditional dance was
revealed, which helped to identify the primary components of the analysis. These are dance styles,
musical basis, context and symbolism, poses and movements, costumes and attributes, and traditional
rituals and customs. The main topic of this study is the national dance «Kamazhai», with its main
functions, such as aesthetic, practical, social, educational, and historical. The purpose of the article is
to identify an ontology-oriented approach as the correct method in the study of traditional national
dance. This will contribute. This will contribute to a comprehensive analysis of traditional national
Kazakh dance in general, through which Kazakh folklore dance will take a significant position in the
people’s traditional culture. The result of this study was a comprehensive analysis of the «kKamazhai»
dance, using the example of which the authors confirmed the correctness of the chosen ontology-
oriented approach in the study of traditional national dance. Based on this approach, it became
possible to determine and affirm the importance of the «Kamazhai» dance in the national culture of
the people. Based on the six main areas of analysis in the «<Kamazhai» dance, the relationship between
textual and dance content was revealed, which determined the dance class as related to children’s
folklore, which, accordingly, revealed its purpose - to demonstrate educational functions in a playful
and relaxed way and prepare the girl for her most active social life. The main provisions of the study
were the analysis and practical application of the method of an ontology-oriented approach in the
study of folklore dance, using the example of the «Kamazhai» dance. Based on the newly discovered
factual data about dance, a deeper study of this dance action was conducted for the first time, which
revealed the essence and meaning of this simple-looking and deep-content dance. Further analysis
of national folklore dance as a whole using this method will contribute to preserving dance folklore,
its study, and the definition of a worthy place in the unified family of national folklore. The method
described in the article will enrich the historical and theoretical significance of Kazakh dance, both in
practical performance and in educational and research processes.

Keywords: Kamazhai , ontology, traditional dance, heritage, Kazakh dance, historical dance, national
dance.
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Introduction

For centuries, folk art has been created
in forms that match the tastes of its era
and contemporaries. Among the Kazakhs,
this has resulted in the emergence of
unique folkloric genres such as aitys (oral
poetry contests), terme (philosophical
songs), epic poetry, songs, and dance.
This is the unique art of Kazakh figures.
Indeed, it has become a precious treasure
of spiritual existence for centuries, a soul
companion for every Kazakh intellectual.
These genres of art took root in a society
where life moved slowly, where labor was
not regulated by time, and which existed
in the vast steppe. They found their place
and flourished among the people. Thus,
traditional art became part of society,
coexisting within a certain period and
performing alongside historical events.
Today, the changes occurring in Kazakh
art are often justified as being in line with
the demands of the times. However, the
history of national art has deep roots. For
example, dance art: the ancient Kazakh
dance «Kamazhai » was among the first
to flourish in Kazakh dance art. Due to
changes over time, today, we can only
see it in limited circles or at youth dance
competitions.

The rationale for choosing the topic:
Based on this decree, it is evident that

there are many dances in Kazakh dance art

that have been passed down as heritage.

However, we can observe a lack of effort

in preserving and promoting them within

our country. Nevertheless, focusing on

«Kamazhai », one of the earliest steps in

Kazakh dance, and exploring the depth

of its heritage, along with comprehensive

research, is an important goal today.

Therefore, we aim to identify the role

of this national dance in Kazakh art and

history through an ontological perspective.
Relevance of the problem: In his

decree «Preserving Cultural Heritage

in Modern Kazakhstan», our President

stated: «Culture and art are critical areas of

national life. Art is the nation’s

soul, and Culture is its spiritual

image. These two values are the core

of our civilization. Preserving and

enriching them is our common duty. Abish

Kekilbayuly said, ‘“The history of culture is,

ultimately, the history of humanity». One

can see the character of the

Kazakh people in its traditional art,”

noted Kassym-Jomart Tokayev (Official

Website of the President). «Ontology

is an important resource for improving

the efficiency of information processing

systems, as well as for creating intelligent

data storage services designed to manage

vast, heterogeneous digital content.»

(Truong-Thanh Ma). In this article, we



Table 1. Proposed Structural complex of elements of an ontological approach to

traditional dance

An introduction to the elements of an ontological approach to traditional dance

Ng Item name

Description

1 Dance styles

Classification of traditional dances by region or nation.

2 | Context and Symbolism

Describe the socio-cultural and religious contexts in which
traditional dances take place, as well as the symbolism used in
these contexts.

3 Musical Elements

Identify typical musical genres and instruments associated with
traditional dances.

4 | Movements and postures

Description of basic movements, postures and techniques
characteristic of traditional dances.

5 Costumes and attributes

Classification of traditional clothes, use of their colors, patterns
and ornaments.

6 Traditional rites

A description of how traditional dances are associated with
rituals and ceremonies such as weddings, festivals or funerals.

present the initial steps in creating a model
of traditional dance.

An ontological approach to studying
dance helps explore the general
characteristics and social significance of
Kazakh or national dance. (Table 1)

As a result, six main elements emerged.
To ensure that this concept is a viable
option, let’s take one specific traditional
dance as an example. For instance, the
Kazakh dance «Kamazhai ». This is
because no one has yet provided a concrete
definition of this particular dance. In this
connection, there was a need to analyze
the dance to confirm its place in traditional
culture, as well as to determine the
correctness of the method of ontology-
oriented approach in the study of Kazakh
folk dance.

Methods

The article observed six important elements
of traditional dance through an ontological
approach.

Ontological modeling is creating
formal models to present knowledge
of traditional dance. This includes a
description of the categories, styles,
methods of dance elements, and their

interrelationships. Nodes are the creation
of graphs or networks that represent the
different elements of the dance and the
relationships between them (for example,
a sequence of movements or traditional
meanings).

Empirical research is the use of control
methods to identify the main elements of
dance and their structural characteristics.
Data analysis from videos, audio
recordings, or live performances
can be used to identify general patterns in
dance practice.

During our work with the control
method, we helped to determine one
specific meaning of the dance “Kamazhay’
by connecting sets with the poem.

[t was determined what time this
dance covers by means of analytical
analysis, comparing it with other national
dances.

In our historical research, it was used
to give a complete and accurate definition
of the word’s meaning. At the same time,
the historical method helped us to achieve
one result based on the data in determining
which period our dance covered.

Classification and categorization - use
in developing and tabulating classifiers that
can organize dance elements and practices.

’

CAJAS Volume 9. Issue 4. 2024

N
~
N

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD




CAJAS Volume 9. Issue 4. 2024

2

~
S

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD

Discussion

1. «Kamazhai » — is one of the works

of dance art that derives its name from
the Kazakh song «Kamazhai », which is
widely known among Turkic-speaking
peoples. The dance is thought to have
appeared around the 19th century. It
conveys beauty and grace, as if trying to
express the meaning of the song. On one
hand, it is a dance, and on the other, a
song, representing an exquisite example of
Kazakh culture and song-dance art.

2. «Kamazhai » is a girl’s name. In
Kazakhstan, names consisting of two
parts or compound words that carry dual
meanings are quite common. For example,
if we take the legendary dancer Shara
Zhienkulova, her full name was Gulshara,
which combines “gul” (flower) and “shara”
to convey a deep meaning. “Kamazhai ” is a
similar name that embodies a combination
of two ideas, as seen in the following
references.

- KAMA (Kama)— noun.A valuable fur
animal, beaver. “Young people often wore
fashionable hats made from the fur of a
beaver (Kazakh SSR History).”

- KAM (Kawm)- (1) archaic. Shaman,
sorcerer, healer, soothsayer, fortune-
teller, medium. (2) Preparation: to make
preparations. (3) Sorrow, grief.

- ZHAI (Koit)— particle. 1. To speak
calmly, thoughtiully, and slowly. “Our
Begimbet’s son doesn’t abandon his kin,”
he said calmly and thoughtfully, “we’ll
consider the strength of our vehicles” (M.
Zhumagulov, “The Eagle”).

By focusing on the meaning of the lyrics,
we arrived at the following conclusion:

KAMDANUDA (Kamnanyna)— verb.
The process of preparation is ongoing,
getting ready for the road ahead. Here,
it signifies that someone is preparing for
something.

ZHILANU (JKaiinany) — The noun
form of the verb “;xaiinany,” meaning to
find peace or comfort (Baiynkol Kaliyev).

Why did we come to this conclusion?
The dance movements align with the lyrics,
suggesting that a girl is preparing for
something.

3. The song «Kamazhai » is found in
folk literature. It is recognized as a folk
song. Recent research by philologists has
proven that the song does have a specific
author. To be precise, the author of the
song is Mustafa Segiz Seriuly (1840—
1899). This information was revealed
in an article published in the “North
Kazakhstan” newspaper, issue No. 13,
written by Karakat Yskakuly Shalabayev,
an Honored Worker in Education of the
USSR, labor veteran, and philologist,
titled “Kamazhai Is Not a Folk Song,”
where he provided concrete evidence
(Shalabayev Karakat).

«At first, Kamazhai had a single feather,

Parted from Kamazhai , I was mocked,

While separated from Kamazhai ,

Where have my laughter and joy gone?

Ahai lilai, lililai,

Kamazhai , you’ve fallen behind, my
dear».

[f we pay attention to the meaning,
the lyrics describe the actions and
preparations of a girl, revealing the essence
of the title. This song was traditionally
performed with the Kazakh national
instrument, the dombra, or sung a cappella.

The song was first notated by composers
Yevgeny Brusilovsky, Latif Khamidi,
and Akhmet Zhubanov. These individuals
made significant contributions to
Kazakh music, transcribing folk
melodies to lay the foundation for the
professionalization of Kazakh musical
traditions. In dance, this melody is used
by instructors during rehearsals with
accompanists.

4. In Kazakh dance, hand positions
and movements are highly expressive
and diverse. Combined with head and
body movements, they convey a sense
of national character. « Many basic
positions of plastic hands replicate the
oldest and most widespread examples of



Kazakh ornamentation, which emerged movements in the «Kamazhai » dance

during labor activities in accordance depict the adornment and display of
with the people’s real living conditions. jewelry characteristic of a young girl,
These include cosmogonic, geometric, reflecting the song’s content. These
zoomorphic, and plant motifs» (Olga essential dance poses and movements
Vsevolodskaya-Golushkevich). The are shown in the table (Table 2).

Table 2. Basic poses and movements of Kazakh dance by Shara Zhienkulova.
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Used by gestures such as: (Idrisova
Salima).

Now, let’s focus on the video material
(Kuketov Berik). As observed in the video,
the movements in the dance are derived
from the daily life of a Kazakh girl.

5. Ontological perspective — it
emphasizes the importance of the meaning
of words, along with current changes.
Therefore, if we delve into the meaning of
the words, the song’s first verse mentions
the feather on the girl’s headdress. This
leads us to Shara Zhienkulova’s book, “The
Secret of Dance,” where she describes the
traditional attire in the «Kamazhai » dance,
indicating that young girls performed this
dance. To be more specific:

«@irls under the age of sixteen wore
dresses with two or three skirts reaching
down to the ankles, along with a small vest
or short camisole. The chest was adorned
with coins, beads, coral, pearls, or silver
buttons. They decorated themselves with
earrings, rings, and bracelets. In the
summer, they wore embroidered shoes
(kebis), and in the winter, they wore heeled
boots».

«A beautiful little skullcap (takiya) was
worn on the head — they came in various
shapes: round, flat-topped, five-pointed, or
shaped like a yurt. They were adorned with
ornaments, beads, coins, and, of course,
feathers». (The Secret of Dance, Shara
Zhienkulova). Based on this description,
through the song’s lyrics, we identified both
the costume and the age group suitable for
the Kazakh dance.

6. «Kamazhai » does not promote a
specific tradition, but rather reflects the
connection between the words of the song
and the movements. This connection
aligns with the aesthetics of a Kazakh
girl, highlighting her natural grace and
describing the traditional clothing. As
evidenced by the references above, this
relationship with the song’s lyrics is
unique. This approach is not exclusive
to Kazakh dance but can also be seen
globally, where movement and lyrics

correspond. For example, the Uzbek dance
“Yalla” and the Kazakh «Kamazhai » share
similarities. Based on the six elements of
this particular ontological approach in the
study of traditional dance, we determine the
similarity and contradictory direction.

1.Dance style: Yalla is a dance from the
Uzbek people. The basis of this dance is a
dance taken from the life of a girl. “In the
country of Uzbekistan, such song genres of
folk art as koshuk, lapar, ashra, yalla, which
have acquired their official completeness in
the culture of” ichkari “(“women’s half”)
in the Fergana feminine environment, have
long been found (Gafurbekov, Karomatov,
Olimboe, Akhmedova, ) (Turgunova
Nasiba).

2.In various dance movements, natural
phenomena, labor processes, feelings
and experiences of a woman, her dreams
and aspirations were poetically reflected.
Although the movements of the Yalla
dance are the main movements but their
names still have little use today: they are
kiygir buyin, ufar, ufari sahta, Maida ufari,
Yurga, Zang, charh, ailanish, Gul uyin,
Shoh, duchoba. When the people’s artist
of Uzbekistan Razia Karimova began to
systematize and record the movements
of the Fergana dance according to their
content, she gave all other movements their
proper name.

3.Basically, Yalla is performed in a fun
way. In the art of Fergana yallachi, the
connection between melody and word is
manifested in different ways. As a result of
this relationship, different forms of song
genres emerged. In particular, in the
Yalla genre, we find the structural forms
“poem-chorus” (“song-chorus”) dominant.
According to the formal structure of the
genre, a solo singer and an ensemble
consisting of two or more singers are
involved. In this case, the poem is sung by
the soloist, and the chorus is sung by the
entire ensemble.

Man otimni,

Kodir Ollo, etkaz Meni kelinchakka-e,

Kodir Khudo etkazganda kelinchakka,
VOi-Voi,



“I don’t know,” he said. nakarot:

Oh, ukanozim, voei,

“I’'m sorry,” she said.

Where in sogingand, Oh, elgizimey!

This Yalla is present in the Namangan
women’s repertoire, performed by two

Figure 1. Girl dancing during the “Yalla” dance by
Nasiba Turgunova.

women (duet) during the performance of
the game, which had a special theatrical
scene. To fully understand the outfits
and performance of the Yala dance, we
considered 1 suert as a model. (Figure 1)
4.Performance of the Yalla games
with various dances and movements
performed with the beats of the pit or doira
(percussion instrument oval shape) for
rhythmic strokes of the palm. By the time,
when the dutar (stringed instrument) hung
on the wall, became an invariable attribute
and an indicator of the cultural level of
families and firmly entrenched in the life
of the most capable women mastered this
musical game on the instrument and played
on it, dance melodies or accompaniment

brought the playing in their songs to a high
level of professionalism. At the same time,
amateur performances appeared, this solo
performance was accompanied by the game
in dutar (Turgunova, Nasiba).

5. «In the art of Yallachi, the synthesis
of poetry, music and dance, song genres
were created dance usul (musical rhythmic
formulas), women’s intonations and
melodies characteristic of creativity, as
well as various folk songs in a new way,
lapar, ashula, yalla appeared (Karomatov
F., 1961; 1978; 1985; Rajabov 1., 1972)»
(Turgunova, Nasiba).

6.As evidenced by the historical sources
and memoirs of eyewitnesses, the Fergana
yallachs, participating in all cultural and
educational events and rituals of women,
mainly used the works of yalla, lapar, er-er,
Ulan (aithishuv) and other genres of folk
women’s creativity, many of which were
themselves creative personalities, wrote
songs, improvised, used the movements of
dances on the square.

So it turned out. (Table 3)

The early representations of the Yalla
dance are reflected in Notebay’s article,
for example, about the middle-aged
Mousturabibi-Yallachi who organized a
troupe of young girls and taught them
to perform in society. “The troupe was
formed on a voluntary basis” (2). Hamza
Hakimzade Niyazi, in his drama “The
Secrets of the Paranja or the Yallachi
Case,” depicted historical events in the life
of the famous Kokand Yallachi - Moustur
Khoziz from 1882 to 1919 (Usmanova
Gulasal). Based on these references,
the similarity between the “Yalla” and
“Kamazhai ” dances is significant. This is
because the connection between the dance
and the song of that era clearly shows the
emergence of fundamental movements
in national dance performances.
Consequently, the importance of the
“Yalla” dance in Uzbekistan and the
“Kamazhai ” dance in Kazakhstan is linked
to the portrayal of girls’ manners in their
daily life, with the initial distinctive forms of
movements emerging.
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Table 3. Proposed Structural movements and meanings in dance.

Main move Meaning
Tung (ToHr) Dawn
Osmon (OcmoH) Sky
Kuyesh (Kyew) Sun
Tulkin (TynkuH) Wave
Dovul (Josyn) Storm (Gale)
Yarim Oy (fpum on) Half Moon
Gul (T'yn) Flower
Guncha (T'yHua) Bud (Flower Bud)
Shokcha (LLoxya) Branch
E Yoy Otish (Eit oTuww) Archery (Shooting with a Bow)
: Charchpalak (Yapxnanak) Swing
2 [lon 1zi (MnoH n3n) Snake’s Trail
‘: Kaldyrgoch (Kanabiprou) Swallow
é Usma Kuyish (Ycma Ky#ui) Eyebrow Painting
; Chevarlik (YeBapnuk) Embroidery
5 Rumol Uyin (Pymon yiiunH) Playing with a Scarf
© Mayin Sabo (MaiinH cabo) Breeze
248 Kongil Jilvasi (KoHrun >xxunsacu) Heart Game
Uyali (Yanuw) Shyness
Oyjomol (Oikamon) Charm
Khipchabel (Xunuaben) Slim Waist
Labi Guncha (JTabu ryHua) Lips Like a Bud
Zulfi Zanjir (3yndu 3aHxmp) Hair Twists
Hayol (Xaén) Dream
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Oynakka Karash (OiHakka kapalw)

Looking in the Mirror

Koshi Kamon (Kowwu kamoH)

Arrow-shaped Eyebrows

Here is a table summarizing the terms
and their meanings related to the “Yalla”
dance and the comparative significance of
the “Kamazhai ” dance:

Yalla Dance: Originates from Uzbek
culture and includes various movement
terms that reflect natural phenomena, daily
life activities, and cultural practices. This
dance has specific gestures representing
these concepts.

Kamazhai Dance: This Kazakh dance
similarly incorporates gestures reflecting
aspects of a girl’s daily life and cultural
practices, showcasing the connection

between dance movements and societal
roles.

Teaching the fundamentals of Kazakh
dance involves significant contributions
from the music and movement training for
girls.

Results

The article’s ontological approach revealed
six key elements of traditional dance.
Ontology (from Greek: «ontos»—
being, «logos»—study) is a branch of
philosophy. It is a division of philosophy




(and metaphysics) that deals with defining
the fundamental nature of things in the
world (e.g., whether entities exist) and their
properties.

It examines the universal basis, the
principles of existence, its structure, and
patterns (Kazakh Encyclopedia).

What areas does ontology generally
cover?

1. In Information Technology:

Example: «Ontology-oriented system
design enables more accurate description
and structuring of data, ensuring its more
efficient use» (cinema, television, internet
video materials).

2. In Science:

Example: «An ontological perspective
on an issue allows researchers to
understand better the key categories and
relationships within a thematic domain»
(philosophy) (Deepjyoti Kalita). The
following model was considered. (Figure 2)

Proposed Structural Model

H:"-'-'=-—\--ﬁ'_""' -
U G

Figure 2. Ontological Models of Dance: Key
Categories and Relationships in the Thematic
Domain by Deepjyoti Kalita.

To achieve precise data, we consulted
various literature, articles, video materials,
and conducted interviews during our
research. The ontological analysis of the
“Kamazhai ” dance clarified its origins,
costume styles, the meaning behind the
lyrics, and the primary essence of its name.
Our study also examined how the dance’s
value to the nation is reflected in the
broader context of traditional dance.

In order to gain access to reliable data,
a lot of literature, Articles, video materials
and interviews were created during our
research work. During the ontological

analysis of the dance” kamazhay”, we came
to a clear decision to reveal the history of
origin, clothing patterns, the concept of
the poem as a word, the main meaning of
the name. In addition, in our article, we
considered the value of traditional dance
to the nation as a whole, forming the basis
of our preliminary analysis of heritage
dance. The ontological approach helps
dancers and teachers to learn the National
Dance in a structured way. In the future,

it can be used for deeper mastery and
improvement of skills, become the basis
for the study system and analysis of dance.
The movement in the dance” kamazhay

“ contributes to the preservation of the
song and connection of the movement,
national culture, a comprehensive study
of each Kazakh dance. This is a reflection
of the emotional state of the people, their
aspirations and beliefs. The ontological
approach emphasizes the preservation and
transmission of dance traditions. It was
established that the dance not only retained
its form, but also understood its meaning,
was associated with the most important
stages of life, traditions. This allows you

to see dance as a legacy that develops but
maintains a connection with the past.

Basic provisions

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

- The ontology-oriented method is
justified for studying traditional national
Kazakh dance, contributing to the complete
understanding of the value and significance
of dance folklore.

- The ontology-oriented method has
identified six main directions of the dance
under consideration, revealing the main
functions of this type of creative activity.

- Based on this approach, the folklore
dance “Kamazhay” was comprehensively
analyzed, making it possible to determine
the authorship of this dance action and
establish its creation.

- During the study, it was once again
confirmed that the close connection
between words and music is a specific
feature of Kazakh dance folklore.
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- The authors of the article reveal
the possibilities of practical application
of the ontology-oriented method in the
perspective of studying traditional dance
creativity and returning it to new life in
modern culture.

Conclusion

The ontological perspective has greatly
aided in comprehensively studying
traditional dance, including the “Kamazhai
” dance. Analyzing the word “Kamazhai

” revealed that the dance reflects aspects

of a girl’s grooming, preparation, and
adornment through its movements. This
article is intended to provide information for
future dance professionals and serve as a
historical reference.

In summary, we found that the
“Kamazhai ” dance:

1. Represents an exemplary model of
song and dance art,

2. Is associated with the meanings of
preparation and refinement,

3. Was authored by Mustafa Segiz Seri,
not a traditional folk song,

4. Clearly links the lyrics with the
movements,

5. Was performed by young girls, as
evidenced by costume research,

6. Covers the 19th century, as observed
from comparisons with similar dances from
other cultures.

7. It was found that it is a dance
performed by young girls. The importance
of this method in determining the

importance and meaning of each traditional
dance helps to determine the specifics of
our folk dance. Because through dance,
music, costumes and movements, the
historical knowledge and experience of the
ancestors are preserved. Traditional dances
are one of the most important elements
of national and ethnic identity. They help
to preserve the characteristics, culture
and customs of the population even in the
context of globalization, where external
influences threaten the disappearance of
local traditions. Thus, the importance of an
ontological approach to traditional dance is
due to the fact that it has different functions
and makes a significant contribution to
the development of culture, education
and social life, while maintaining a close
connection between the past and the
present.

At the same time, Kamazhay’s poem
is widely distributed in other countries
due to the changes in the melody, which
give it a new interpretation. Furthermore,
due to reinterpretations of the music, the
“Kamazhai ” song is gaining popularity
in other countries. For example, the
traditional Kazakh song “Kamazhai ”
can be viewed on YouTube performed by
Stimer Ezgii, where it is accompanied
by the dombyra and Turkish instruments
(Aji Gani). Belgian artist Julien Jafires
also created a European-style rock
interpretation of the Kazakh folk song
“Kamazhai ,” incorporating the dombyra
into his performance, which has gained
notable attention globally (Julian Jaffres).
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Bknap aBTOpOB:

B.A. KykeToB - (hopMMpoOBaHUE TEOPETUYECKOM YacTu TeKCTa, paboTa C UCTOUHMKAMM
M MHTEpNpeTaLms NofyYyeHHbIX AaHHbIX. AHanM3 U cucteMaTusaums Matepmana,
MCNOHEHME NPaKTUYEeCKOW YacTu UCCNef0BaHMs. ...

A.B. LlaHknb6aeBa - Hay4HbIV pyKoBoAMTeNb. HayuyHoe peaakTMpoBaHMe OCHOBHOMO
TeKCTa, TeKCTa aHHOTaLMu.

ABTOpnapabiH yneci:

B.A. KykeToB — MaTiHHiH Teopusnbik 6eniriH KanbinTacTbipy, AepekKe3aepMeH XYMbIC
XXOHe anblHFaH MaNiMeTTepAi MHTepnpeTauuanay. Matepuanapl Tanaay xaHe xyneney,
3epTTeyAiH NpakTUKanbIK 6eniriH opbiHAAY.

9.b. LlaHKblb6aeBa — fbiNbIMKU XXeTeKwWwici. Herisri MaTiHAai, aHAaTna MaTiHiH FbibIMK
penakuumsnay.

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD



CAJAS Volume 9. Issue 4. 2024

2

vl
N

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD

AN ONTOLOGY-ORIENTED APPROACH TO TRADITIONAL DANCE: ON THE EXAMPLE OF KAZAKH DANCE

References

Aji, Gani. “Kazakh Folk Song ‘Kamazhay, Performed by Syumer lzgyu.” Private Channel, 26
Jan. 2015, www.youtube.com/watch?v=WPMeJZwM6kO0. Accessed 10 September 2024
(In Turkish)

Shalabayev, Karakat. “Kamazhay is Not a Folk Song.” North Kazakhstan Newspaper, no. 13,
2024, p. 9. (In Kazakh)

«Home page.» Official Website of the President of the Republic of Kazakhstan, 21 May 2024,
www.akorda.kz/kz/memleket-basshysy-madeniet-zhane-oner-kyzmetkerlerin-marapattau-
rasimine-katysty-214036. Accessed 10 September 2024 (In Kazakh)

Idrisova, Kenzhebekovna, Salima. “Aina of Knowledge,” 30 Apr. 2021, homepage. (In
Kazakh)

Julian. «Julian Jaffres "Kamazhay."» Kamazhay: Folk Song from Kazakhstan, 17 Jan. 2015,
www.youtube.com/watch?v=k9tl9Bgrkc8. Accessed 20 August (In Kazakh)

Kazakh Encyclopedia. Vol. 7, National Encyclopedia of Kazakhstan, Almaty, 2005, p. 736. (In
Kazakh)

Kalita, Deepjyoti. “Ontology for Preserving the Knowledge Base of Traditional Dances.”
OTD, The Electronic Library, Oct. 2020, DOI: 10.1108/EL-11-2019-0258www.researchgate.
net/publication/344727289_Ontology_for_preserving_the_knowledge_base_of_
traditional_dances_OTD.

Kaliyev, Bayynkol. Explanatory Dictionary of the Kazakh Language. Almaty, 2014, 728 pp. (In
Kazakh)

Kuketov, Berik. “Kamazhai Dance.” Private Channel, uploaded 28 Feb. 2024, www.youtube.
com/watch?v=wVaUKTS93SE. Accessed 10 September 2024 (In Kazakh)

Truong-Thanh, Ma. “An Ontology-based Modelling of Vietnamese Traditional Dances.” The
30th International Conference on Software Engineering Knowledge Engineering (S), July
2018, DOI: 10.18293/SEKE2018-129. (www.researchgate.net/publication/328689624_An_
Ontology-based_Modelling_of Vietnamese_Traditional_Dances_S. Accessed 20 August

Turgunova, Nasiba. “YALLA.” Teatr Jurnali, vol. 3, 2017, p. 3 (In Uzbek)

Usmanova, Gulasal. Mustakillik Davri Uzbek Raks San‘atining Rivojlanish Tamoyillari. PhD
dissertation, Tashkent, 2022, pp 140. (In Uzbek)

Vsevolodskaya-Golushkevich, Olga. School of Kazakh Dance. Art, 1994. pp 152 (In Russian)

Zhienkulova, Shara. The Secret of the Dance. Oner, 1980, pp. 279. (In Russian)



AN ONTOLOGY-ORIENTED APPROACH TO TRADITIONAL DANCE: ON THE EXAMPLE OF KAZAKH DANCE

Kykeros Bepuk, Lllanku6aeBa Anusi

Kasaxckasi Haunonasnbrasi Akanemusi Fiekycers nm Temup6eka yKyprenosa
(Anmarbl, Kazaxcran)

OHTOJ/I0r0-OPEHTUPOBAHHbIA NOAXOA K TPALULLMUOHHOMY TAHLLY: HA MPUMEPE
KA3AXCKOro TAHLIA

AHHoTauus. B faHHOM cTaTbe Oblia NpoaenaHa BCECTOPOHHAS OHTONOr0-OpeHTUPOBaHHas pabota no
nccnenoBaHuio TaHua «Kamaxkai», Ha npMMepe KOTOPOro PackpbiT METOZL, HaYanbHOro U3y4YeHUs UMEHHO
TPaAMLMOHHOIO TaHLA, KOTOPbIV CNOCOBCTBOBAN BbISBNEHMIO LIECTM OCHOBHbLIX KOMMOHEHTOB aHaIn3a.
370 - TaHUEBa/NbHbIE CTUIU, My3blKaNlbHAsh OCHOBA, KOHTEKCT U CUMBOJIMKA, NMO3bl U ABUXKEHWS, KOCTIOMbI

W aTpuBYTbI, TPAAMLMOHHbIE pUTYasbl U 06bl4au. PaccMoTpeHne HaLMOHANbHOO TaHUa «Kamaxai» ¢

€ro 0CHOBHbIMU DYHKLMSAMU, TAKUMM KAK: ICTETUYECKAS, MPaKTUYEeCKasi, COLMAbHas, BOCNUTaTENbHAa U
MCTopuyeckas, SBNSeTCS OCHOBHOW TEMOM AAHHOIO UCCNeA0BAHMUS.

Llenbto cTaTbu aBNseTCS 0603Ha4YEHNE OHTONOr0-OPMEHTUPOBAHHOIO NOAX0AA Kak Hanbonee
BEPHOro MeToAa B U3yYeHUM TPALMLMOHHOIO HALMOHANBbHOrO TaHLLA, CNOCOOCTBYHOLLErO BCECTOPOHHEMY
aHaNU3y TPAAULMOHHOIO HALLMOHANbHOTO Ka3axCKoro TaHLa B LLeNIOM, C MOMOLLbI KOTOPOro Ka3axckui
(ONbKNOPHbIN TaHeL, 3aiiMeT CBOE 3HAYMMOE MOJOXKEHWE B TPAAULMOHHONM KyNbType Hapozaa.

Pe3ynbTaTom AaHHOrO MccnenoBaHUs SBUNICS BCECTOPOHHMIA aHanu3 TaHua «Kamaxaii», Ha npumepe
KOTOpOro aBTOPbl MOATBEPAWIN BEPHOCTb BbIOPAHHOrO OHTOOr0-OPUEHTUPOBAHHOMO MOAX0AA B
U3y4yeHMUM TPALMLMOHOIO HALMOHANBHOMO TaHLa. Ha ocHoBe AaHHOro Noaxona NosiBMAack BO3MOXHOCTb
onpeneneHuns U yTBEPXKAEHMS 3HAUMMOCTU TaHLA «KaMaxait» B HaLMOHaNbHOM KynbType Hapogaa. Ha
OCHOBE LLECTU OCHOBHbIX HAaNpaB/ieHWI aHanu3a B TaHLe «KaMaxali» packpbiTa CBS3b TEKCTOBOMO U
TaHL,EBa/IbHOrO COAEePXKaHMWs, YTO OMpesennIo Knacc TaHLa, Kak OTHOCSLLErocs K AeTCKoMy honbKIopy,
YTO, COOTBETCTBEHHO, PACKPbLIIO €ro Ha3Ha4YeHWe — B UTPOBOM M HEMPUHYXAEHOW hopMe NposBUTb
BOCMUTaTE/bHbIE DYHKLMM U NMOATOTOBUTL AEBOUKY K €€ A0/bHENLILEN COLMANbHOM XM3HU. OCHOBHbIMM
pe3ynsbTaTaMu UCCIEeA0BaHNUS SBSKOTCS aHANM3 U NPAKTUYECKOe NMPUMEHEHME METOAA OHTO/OrO-
OPVEHTUPOBAHHOIO MOAX0AA B U3yYyeHUM (DONIbKIOPHOro TaHLa, Ha NpuMepe TaHua «Kamaxai». Ha
OCHOBE BHOBb OTKPbIBLUMXCS GAKTUHECKUX AAHHBIX O TaHLLe, Obino Bnepsble NpoBeaeHo bonee rnybokoe
nccnenoBaHUe 3TOro TaHLEBabHOMO AENCTBUS, YTO PACKPbIIO CyTb M 3HAYEHWME 3TOro NPOCTOro C
BMAY M yBOKOro no cogepXaHuto TaHua. JanbHenWwmnin aHanm3 HauMoHanbHoro GobKIopHOro
TaHLa B LLeJIOM C MOMOLLbI AAHHOIO MeToAa byaeT cnocobCcTBOBaTb COXPAHEHMIO TaHLLEBaIbHOMO
honbknopa, ero U3y4yeHuto 1 onpeaeneHuo AOCTOMHOro MecTa B eAMHONM CeMbe HaLMOHANBHOIO
donbknopa. MeToz, packpblBaeMblii B CTaTbe, OyAeT cnocobcTBoBaTh 060ralleH0 MCTOPUHECKON U
TEOPETUYECKOM 3HAUMMOCTMU Ka3axCKOro TaHLA, Kak B MPAKTUYECKOM UCMOIHEHWUM, TaK U B YHEOHOM U
nccnenoBaTenbCkoM npoueccax.

Kntoyessie cnoea: Kamaxkal, OHTONOMMS, TPAAMLMOHHbIM TaHeL, Hacneaune, KasaxCckui TaHeL,
UCTOPUYECKUI TaHeL, HALMOHA/bHbIM TaHeLL.

Ana yumupoeanus: Kyketos, bepuk, Anus LLlaHknb6aeBa. «OHTONOr0-0pUEHTUPOBAHHBIN NMOAXOA, K
TPaAMLUMOHHOMY TaHLY: Ha NpuMepe Kasaxckoro TaHua». Central Asian Journal of Art studies, 7.9, N2 4,
2024, c.241-255,D0I: 10.47940/cajas.v9i4.956

bnazodapHocmu: ABTOPbI BbIpaXatoT CBOK 6/1arofapHOCTb peaakumm xxypHana «Central Asian
Journal of Art Studies» 1 peLieH3eHTaM 32 NPOSBAEHHbIN MHTEPEC, @ TAKXKe 33 MOMOLLb B MOATOTOBKE
[aHHOM CTaTbM K NyOAMKALUU.

Asmopbl npoyumanu u 0006puu OKOHYamMesbHelli 8aPUAHM pyKonucu U 3asessom 06 omcymcmauu
KOHGIUKMa UHMepecos.
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Kykeros Bepik, LllankbiGaeBa Daus

Temip6ek )Kyprenos atbinarsl Kazak yaTThiK 6Hep akaaeMHsiChl
(Anmatol, Kazakcran)

OOCTYPJII BUTE OHTONOIUANDBIK BAFOAPNTAHFAH ToClJ1: KA3AK BUI MbICAJIbIHOA

Anparna. byn makanaga «Kamaxai» 6uiH 3epTTey 60MbIHLLIA XaH-KaKTbl OHTONOTUANbIK, GaFbITTaNFaH
YKYMBbIC XYPri3ini, OHbIH MblCanblHAA ASCTYPAi 6uAi 6acTankbl 3epTTey 94icCi albiabin, TanaayabliH,

anTbl Heri3ri Kypampaac 6eniriH aHbikTayra MyMKiHAK 6epai. Byn Makanapa «Kamaxaii» 6uiH 3eptTey
6OMbIHLIA YXaH-aKTbl OHTONOMUSANbIK, BaFbITTaNFAH XKYMbIC XXYPri3iNAi, OHbIH, MbICaNbIHAA ASCTYpPi

6uai 6actankbl 3epTTey a4ici kepceTingi, byn afic TanaayablH, anTbl HEri3ri KOMMNOHEHTIH aHbIKTayFa
MYMKiHAiK 6epai. bByn - 61 cTunaepi, My3biKanblk, HEri3, KOHTEKCT NeH CMMBOMKA, NO3aiap MeH
KMMbINAAP, KWiMAEP MeH aTpubyTTap, A3CTYPAi FypbinTap MeH paciMaep. «kKamaxai» ynTTbik 6uiH
OHbIH, Heri3ri QyHKUMSINapbIMEH, SFHU 3CTETUKANbIK, MPAKTUKANbIK, 9€YMETTiK, TIpOUENiK xaHe Tapuxu
acnekTiiepMeH KapacTblpy OCbl 3€pTTeYAiH, HEri3ri TakpIpblObl 601bIN TabblNaAbl. MakanaHblH MakcaTbl
— 03CTYpAi YATTbIK BuAi 3epTTeyne eH TMiMAi 94ic peTiHAe OHTONOrUANbIK OaFblTTarbl KO3Kapac TaCiNiH
Kepcety, byn Tacin Kazak GonbKNopblK 6UiH XKaH-KaKTbl TangayFa MyMKiHAIK 6epefi xaHe Ka3ak Xanblk,
OMiHIH A3CTYPNi MAEHMETTEri MaHbI3AbIIbIFbIH aHbIKTAYFa biknan eTefi. byn 3epTTeyaiH HaTUXeciHae
«Kamaxan» 6ui aH-aKTbl TaNAaHbIM, aBTOPAAp AICTYPAI YATTbIK 6UAi 3epTTeyae TaH4anfaH
OHTONIOTUSANBIK, BaFbITTaFbl KO3KAPAC SAICIHIH, AYPbICTbIFbIH aHbIKTaAbl. byn Tacin HerisiHae «Kamaxai»
OUiHIH, XaNbIKTbIH YATTbIK M3AEHWUETIHAETT MaHbI3AbIbIFbIH aHbIKTAM, OHbl AdNenney MyMKiHAIr nanaa
6onabl. TangayablH anTbl Herisri 6arbiTbl 60ibIHIWA «KaMaxal» BuiHAe MATIHAIK )XaHe 61 Ma3MYHbIHbIH,
6aiinaHbichl awbingpl, 6yn 6uai 6ananap GonbKAOPbIHA XaTKbI3yFa MyMKIHAIK 6epai, COHbIMeH KaTap
OHbIH, MiHAETI — Tapbuenik QyHKLUMSINApAbl OVbIH TYPiHAE KepCeTe OTbIpbIM, Kbi3 6anaHbl 6onatiak,
91eyMEeTTiK eMipiHe faiblHAAy eKeHAiri aikpiHAanabl. byn afic apKbiibl YATTbIK, GONbKAOPABIK BUAIH,
ofaH api 3epTTenyiHe, 61 GONbKAOPbIHbIH, CAKTaNYbIHA, OHbIH, 3E€PTTENYIHE XIHE YATTbIK (ONbKIOPAbIH,
6ipTyTac oTOaChIHAAFbl NaMbIKTbl OPHbIH aHbIKTAYFa biknan eTedi. Makanaaa KapacTbipbliFaH 3AicC Kasak,
OUiHIH TAapUXU XKaHE TeOPUSbIK, MaHbI34bIbIFbIH, COHAAM-aK, OHbIH, MPAKTUKANbIK OPbIHAAYbIHAA, OKY
XaHe 3epTTey yaepictepiHae H6aibiTyFa biknan eTesi.

TyiiiH ce30ep: KaMaxaw, OHTONOrUSA, A3CTYPAI 61, Mypa, Ka3ak 6ui, Tapuxu 6u, yTTbik Hu.

Aoaiiekce3 ywin: KykeTtoB, bepuk xaHe LaHkbibaeBa onus. «Aactypni 6Ure OHTONOMUANbIK,
OarmapnaHfFaH TaCin: Kasak 6ui MbicanbiHaax». Central Asian Journal of Art studies, 1.9, N2 4, 241-255 66.,
DOI: 10.47940/cajas.v9i4.956

Anroic: ABTopnap «Central Asian Journal of Art Studies» >KypHanbiHbIH, peaakLmsacbiHa XaHe
peLeH3eHTTepre 0Cbl 3epTTeyre Kbi3blFyLblbIK TaHbITKAHAAPbI YLiH, COHAAN-aK, MaKaNaHbl Xapuanay
6apbiCbIHAAFbI KEMEKTEPIH TUTi3reHAepiHe 83 anfbiCTapbiH 6ingipesi.

Asmopnap Kom«a3baHblH COHFbI HYCKACbIH 0KbIN, MAKY/10a0bl #aHe Myddenep Kalilbl/blFbl HOK
eKeHOieiH Manimoelioi.
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Mapxan Eny6aesa', Moannuc Kaiicuan?

!?Kagaxckasi HalMoHa/IbHast akajeMusi iekyeets umenn TemupOeka Kyprernosa (Anmarbl, Kazaxcran)

AHHOTauus. B cTatbe LeHTpasbHOE MeCcTo 3aHMMAEeT aHaNU3 MEeTOA010rMYeCKUX NOAXOL0B B

KayecTBe BCMOMOraTesibHbIX MPUMEMOB B pa3paboTke npobaem My3bikanbHOro UCKyccTBa. B umcne
3HaYMMbIX NOAXOA0B COBPEMEHHOM TEOPUM U MPAKTUKM HAYHHOTO U XYLOXKECTBEHHOIO NMO3HAHWUS
BbICTYNaeT CUCTEMHO-LLEIOCTHBIA MOAXOA — 3HAUYUMbIMA HAYYHbIA NPUHLMM, BRKHEMLLWIA METOL,
npouecca uccnegoBaHus. ConepykaTtenbHas HanpaBNEHHOCTb CUCTEMHO-LENIOCTHOMO NMOAX0AA
BKJ/ItOYAET B €65 CTPYKTYPHbI aHaNU3 NPUMEHUTENBHO K MPOdeCcCUMOoHabHbIM NpobaeMam
My3blKasIbHOrO 06pa30BaHMA, BKAKOUAs B ce6s: hUnocodckuii ypoBeHb B YMEHUM UCCeL0BaATENS
yepes «0bLLee» BblAENATb CYLLECTBEHHOE «B OTAENIbHOMY C yYeTOM ee cneunduKku; obLieHay HbIM
YPOBEHb B CO34aHMU TEOPETUYECKOW 6a3bl B Pa3NNUHbIX XYA0XKECTBEHHbIX M HAYYHbIX 061ACTAX
3HaHWS; YaCTHOHAYYHbIW YPOBEHb B COBOKYMHOCTU 3HAHMI, NPUHLMNOB M METOAOB UCCEA0BAHMUS B
$hopMMpPOBaHMM NPOMECCMOHANIbHOW U IMYHOCTHOM No3uumm uccnepoatens. Ocobyro 3HaUMMOCTb

B MCC/IeA0BaHMM NpobieM My3biKalbHOMO MCKYCCTBA M 06pa3oBaHMs UMEET KOHLENTyabHbI METOL,
npuHUMNa NnpodeccMoHanbHOM HanpaBNEHHOCTH, MMABHbLIM KpUTEPUEM KOTOPOro BbICTYNaeT N0ruka
MCNoNb30BaHUA GUI0CODCKMX, 0OLLEHAYYHbIX U CMELMANbHbIX MONOXEHWI, CTaBa UCCenoBaTens
nepes Heob6xo0AMMOCTbI0 CBOEOOPA3HOro «MepeBON/IOLLEHUN», TO B MONOXEHUE «dunocodas, To
«MCUXONOray, KMy3blKOBeAA», knefarora» U T.4., He ynyckas npu 3TOM CBOK OCHOBHYHO Lenb —
NOAroTOBKY Neaarora-My3sbikaHTa. Bbi3biBaeT onpeaeneHHbIn MHTepec CTPYKTYPHbIA MeToA, OCHOBAHHbI
Ha MHTErpasbHOM MpUHLUMMNE B3aUMOLENCTBUSA CMEXHbIX BUAOB UCKYCCTB B BbISIBIEHUN OPUTMHANBHbIX
naen, HeCTaHAAPTHbIX pelweHui. lNpuyeM ofHUM U3 TaKMX MUPOBO33PEHYECKMX NMOAXOA0B B UCKYCCTBE
SABNSETCS KYNbTYPOIOrMYECKUIA, B COOTBETCTBUM C KOTOPBIM BbIABUHYT MPUHLMM KYNbTYPOCOOBPa3HOCTH,
rfie BCE 3/1eMEeHTbl UCCIef0BaHNS HAXOAATCS B CONMOAYMHEHUMN CoaepXKaHUsa 0bpa3a. M3noxeHHble
MeTOA0N0rnYeckme NoAXoAbl B UCCNEeA0BAaHUM CBUAETENLCTBYIOT O TOM, YTO KaXKAblM U3 HUX UMEET
CBOM CTPYKTYPHO-COAEPXKATENbHbIE 31eMEHTbI U QYHKLMOHANbHOE 3HaYeHMe C NO3ULMM peanun3aumm
OCHOBHOM Lenn — GOpMUMPOBaHUA NOCNELOBATENBHO U MIAHOMEPHO NOArOTOBAEHHOM NMYHOCTU B
obnactu My3bikanbHOro 06pa3oBaHMs.
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BHUMaHNE N UHTEPEC K NCCNea0BaHUIO.

AemopaMu npoyumad u 0006p€H O0KOHYAmesibHbll 8apuUaHmM pykonucu u 3ases1a0om 06 omcymcmeuu

KOH@IUKMA uHmepecos.

BBepeHue

XX BeK 0TMeueH KaK MHTEHCUBHbIN HAayuHbIH
nporpecc, 03HaMEHOBAHHBIH POCTOM
TBOPYECKHX CBA3€H HE TOJBKO MEKILy
€CTEeCTBEHHbIMH M TOUHBIMH HAayKaMH, HO

Y Pa3JMUHbIMH BUIAMH XyJ102KECTBEHHOH
JledaTe/IbHOCTH. JlaHHbIH rpoliecc 3aTPoHyJI U
cdepy My3bIKaJIbHOTO HCKYCCTBA, KYJIbTYPbI,
00pa3oBaHusl, HEIIOCPEACTBEHHO YIJIyOJIsAs 1
paclumpsist IpOCTPAHCTBO CAMOI0 Hay4yHOTO
3HaHusl. B yacTHOCTH, /151 TBOpUYECKOH
MOArOTOBKH 0COOYI0 3HAUMMOCTb HMEJIO
0OHOBJICHHE TTPOLIECCOB, CBA3aHHBIMU

C METOJI0JIOTHYECKUMHU TTpobJieMaMu
XY/I0?KECTBEHHOTO MO3HAHUS, TOSABJACHHEM
TaKHUX HOBBIX 00J1acTell My3bIKO3HAHHS,

KaK [CHXOJIONHsI TBOPUECTBA U

BOCTIPUATHS, 0COOYIO 3HAYUMOCTb HMEJIO
OOHOBJICHHE TTPOLIECCOB, CBA3AHHbBIX

C MUPOBO33peHYECKUMH MpobsieMaMu
JIUYHOCTH, MOSIBJIECHUEM TAKHX HOBBIX
obJiacTell My3bIKO3HaHHS, KaK MICHXOJIOTHS
TBOPYECTBA U BOCIPUSITHS, KYJIbTYPOJIOTHSI
M CPEJICTBA Xy[L0KECTBEHHOTO BO3CHCTBHUS
MY3bIKH.

[IpakTHKa CBHIETE/BCTBYET O TOM, YTO
HAay4HO-00OCHOBAHHASA METOLOJIOTHSA AaeT
HaJle’KHble OPHEHTHPBI CAMOMY IPOLIECCy
pasJ/IMUHbIX IPOLLECCOB M03HaHKs1. BmecTe
C TeM, OHa 3apoxKaaeTCsl U PopmMupyeTcst
B HeJlpax caMOl HayKH, BbICTyNas B
BHUJIe CBOEOOPA3HON KOHLIEHTPALMH

ee CyLIHOCTH, NPUPOJIbl, TOKa3aTeJsl
JIOCTaTOYHO BBICOKOT'O TEOPETHUECKOTO
MbILLJIEHUS UccaeioBatedist. B nosHoi
Mepe 3TH 00LILHE [T0JI0KEHHST OTHOCSATCS
1 K ipoGJieMaM MeTOJI0JIOTHH U METOJUKH
MY3bIKaJIbHOr0 00pa3oBaHusl, CB3aHHbIM
C IPUPOJION UCKyCCTBA. B 3aBucHMOCTH OT
TOT0, KaK PacKpbIBAlOTCS crieliuuyecKre
0COOEHHOCTH HCKYCCTBA B L1€JIOM H
OT/Ie/IbHOTO BUJA XY102KECTBEHHOTO
TBOPUECTBA, B YACTHOCTH, OTPEEsIOTCS
CTpaTerusi v crnocoObl HCCIeI0BAHUS
UCIOJIHUTEJ/IbCTBA.

O6pallleHre K METO0J0THUECKON
npo6JemMaTiKe — XapaKTepHasi uepTa
COBPEMEHHOr0 HAyYHOI'0 3HAHHUS BO BCEX
00J1aCTsIX, He HCKJI0Uasi H My3blKaJbHOE
MCKYCCTBO, U 00pa3oBaHKe, B KOTOPbIX
3Ta 0611ast NOTPeOHOCTb POCTa HAyYHOTO
CaMOCO3HAHUS OlILyl1AeTCsl IOBOJIbHO
OCTpPO, U pa3paboTKa METOA0JNOIHYECKHX
npo6JieM CBUIETENLCTBYET O IOCTHAKEHHH
HeOOXOIUMOT0 YPOBHSI MX OCMbICJIEHMUSI,
160 oborattaercss Ha6Op METOAUK
Mce/ie/IoBaHusl, HAXOMSAT CBOE MECTO B
naHopaMe HOBbIX TEOPHH U BCEBO3MOXKHbIE
TMOJIXO/Ibl B KAUeCTBE BCIIOMOTaTe/bHbIX
NPUEMOB.

Xapakrepuaysi polecc aHaauaa
aKTyaJsIbHbIX TPOOJIEM B PA3JIMUHBIX
00J1aCTSIX 3HAHUST, OTMETHM, YTO OJIHH H
Te yKe Hay4Hble MeTO/Ibl TPUMEHHUTEJIBHO
K H3yUeHHUIO pa3HbIX 0ObEKTOB He
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BCErJIa BBICTYNAIOT MPOLYKTUBHO,
TaK KakK B OJIHUX CJIydasiX sIBJSIOTCS
JIOCTATOYHO LIeHHbIMH, a B IPyTUX —

MeHee noJie3HbIMU. CyllleCTBEHHBIM
(hakTOpOM 3/1eCh BBICTYNAeT B3aUMOCBSI3b
MeKJly XapakTepoM MeToJia U MPUPOJIOH
MCC/IeyeMoro rnpeamMeTa, 03Hauas, uTo u
METOJI0JI0THsl, H METOJMKA J0JIKHbI ObITh
paBHO3HAUHBLIMU B pa3paboTKe 1o o6pasily,
a KOHIIeNTyaJbHble MOJXO/Ibl U [PUEMbI U3
JIPYTHX Hay4YHBIX chep He TOJbKO He JI0JIXKHbI
MIHOPUPOBAThCS, a HA0O0POT, ObITH BeCbMa
MoJIe3HBIMHU. 3HAYUMOCTb METOIOJIOTHH
MCCJ1e/10BaTe/IbCKOTO Mpoliecca
3aKJII04aeTCsl B TOM, UTOObI HA €e OCHOBE
OCYLLECTBJIJINChL pa3dpaboTKa HAYYHOrO
roucka 1 060cHOBaHHe (hyHIaMeHTaIbHbIX
npo6JieM TEOPUH U MPAKTHKH My3bIKaJbHOTO
06pa3oBaHus.

MaTtepuanbl u metopabl

Haynewm ¢ Toro, uTo B KayecTBe HCXOIHOTO
MOJIOXKEHHS B UCCEIOBAHUU TTPOOJEM
My3bIKaJIbHOr0 00pa30BaHUsl HEH3MEHHO
BBICTyIaeT CUCTEMHO-LLeJIOCTHbBII MOJIXOJ,
TEOPETHUECKUM OCHOBAHHEM KOTOPOTO
CJIY?KHUT METOJ0JIOTHYEeCKHI aHaJIN3

KaK BaXKHEULIHUH crlocod no3Hanus u
npeobpazosanus 0elicmaeumenrbHoCmu.
OO6ycnaBnuBalolni npotiiece
UCCJIe/IOBAHUS OT aOCTPAKTHBIX J10
MHOTOACIMEKTHBIX 3HAHUH, 9TOT 3HAYMMBIH
METOJ0JIOTHYECKHH TTOAXO0/, LIHPOKO
BHEJIpsieMbli B COBPEMEHHYIO TEOPHIO U
MPAKTHKY HAYUHOTO H XyJ02KECTBEHHO-
TBOPUYECKOTO TI03HAHMS, BK/IIOUAECT B

ce0sl LLeJIOCTHOE «BUACHHE» H3yyaeMOoro
00'bEKTa BO BCEX €r0 BHYTPEHHUX U
BHELIHUX B3aUMOCBSA35X, YHHBEPCAJIBbHOCTb
KOTOPOI0 3aKJ/I0UAETCS B TOM, YTO «XOTSl OH
1 MOXKET ObITh HCMOJIb30BAH B PA3JIHUHBIX
HayKax, B KaKI10H 00J1aCcTH UCCJIeIOBAHUS
TpebyeTcsl ero KOHKpeTH3alHsl, HCXO/1s

13 0COOEHHOCTEH MPHUPOJIbI H3y4aeMOro
npeameta» (Llexmucrpo 11). CorsnacHo
dhunocohckomy onpesesieHuIo, 1eJoe

B KOHEUHOM CUeTe TPAKTYeTCsl Kak

(hopma BbIpaKeHHUs CYyLIHOCTH, a

BCAKHH UCCIeayeMbIH 0OBEeKT — KaK

Hekasl LeJsiocTHas cucrema. [1pu atom
opraHuyeckoe 1ieJioe paccMaTpUBaeTcst

KaK BHYTPEHHSISI CBSI3b UacTel, Kak

MX €IMHCTBO, HE CBOJIUMOE K CyMMe,
BCJIE/ICTBHE YEro MPHUCYLIHEe eMy HEKOTOpble
crietipuueckre 0cOOEHHOCTH BbIBOJATCS
13 CBOHCTB COCTABJISIIOLLMX €r0 YacTel.

[To muenuto Bukropa Adanacbesa,
CHCTEMHOCTb MpPeJMeTa eCTh OJIHA U3 CaMbIX
CYLLLECTBEHHBIX CTOPOH €ro KayecTsa.

A 3T0 03HauaeT, UTO ¥ CaM CUCTEMHbIH
TMOJIXO/L TaKxKe cucTeMeH. K cucreme, Kak
YKa3bIBAET YYEHBIH, OTHOCATCS HE TOJIBKO
00BEKTBI, MPOLLECCHI, KOTOPbIE MTPUHUMAIOT
HEMOCPEACTBEHHOE yUacTHe B CO3[aHHH ee
HEOTbEMJIEMbIX CBOICTB, HO M BHELLHHE
006pa3oBaHusl, C KOTOPLIMU OHA CBsI3aHa
CeTbI0 KOMMYHHKALIUH, COCTABJISAIOLLMX €€
cpeny.

JlelcTBUE CHCTEMHO-LIEJIOCTHOI'O
T0/IX0/1a YHHBEPCAJIbHO: TaK MOJL
BO3/IEHCTBHEM HE TOJIBKO UUCTO
MY3bIKaJIbHbIX, HO U BHEMY3bIKaJIbHbIX
(haKTOpPOB MPOUCXOIUT HETIPEPBIBHOE
KOPPUTMPOBAHHE KOMIJIEKCHOTO Xapakrepa
3JIEMEHTOB CHCTEMbl My3bIKaJIbHOTO
MBILLIJIEHHST, €70 KOHKPETHOCTH U
ornpeseseHHOCTH. B anHoil ¢Bsidn 0coObli
MHTepecC BbI3bIBAET Uccaen0oBane Moucest
Karana no npo6Jieme TBOpueCKOro
o6uienus (Karan), B KOTOpoM ¢ mo3uiiuu
BbIlI€HA3BAHHOTO MOJX0/1A, a TAKXKe B
orope Ha OOLIMPHBII MaTepuas, U3bATHINA
M3 PasHbIX HAYUHbIX M XY/102KECTBEHHBIX
obJiacTel, pacKpbIBalOTCs 0COOEHHOCTH
MHOT006pa3HbIX hOPM KOMMYHUKATHBHBIX
CBsI3ei, UMEIOLLIUX HECOMHEHHYIO LIEHHOCTb
JUI5l My3bIKaJIbHOTO 00pa30BaHHUsI.

B yacTtHoCTH, yueHbIH BbICKA3bIBAET
YBEPEHHOCTb B TOM, 4TO OOLIEHHE

C UCKYCCTBOM «B KOHEYHOM CyeTe

CaMo 3CTETHYECKOE YI0BOJbCTBHE,
JIOCTaBJIsieMOe BOCIPUSITHEM MTPOU3BECHH
MCKYCCTBA, MO’KHO PaCCMaTPUBATh Kak
pafocTb, BO30YyKNaeMyt0 OECKOPbICTHBIM
OOLLEHHEM C XYIL0KHUKOM KaK ¢ OJIM3KUM,
JIIOOMMbBIM U€JIOBEKOM, YMHBIM H CEP/IeUHO
NpoHHLATeNbHBIM ApyroM» (Karan 294).



3ac/y»K1BaeT crieluaabHOro
yroMHUHaHHUsi 1 060011eHHbIH Toax0 Bopuca
['epiuyHcKoro K onpese/ieHuo ypoBHek B
00J1aCTH MeIarOTUKK U METOJI0J0THUECKUX
3HaHuil. [Ipexie Bcero, K CTPYKTYpHO-
cojiepzKaTe/IbHbIM HepapXHuecKum
YPOBHSIM CTPYKTYPHUPOBAHHOTO UM TMOAXO0/1A
OTHOCSITCS: (PUJIOCOPCKO-THOCEOJIOTHIECKHE
npo6JieMbl OJYYEHHsI HOBOTO 3HAHMUSI,
6a30Bble METOJI0JIOTHYECKHE YCTAHOBKH,
BJIMSAIOLLME HA XOJL HAYYHOTO NTOUCKA;
oOlIeHayuHbIH YPOBEHb, COfle paKALLUH
CrnocoObl U TIPUEMbI IOCTHIKEHUS]
HOBATOPCKHUX Pe3yJ/IbTaTOB B CMEXKHBIX
Hay4HbIX 00J1aCTSIX; YaCTHOHAYYHbIH
YPOBEHb, CJIyKAlllMH 000CHOBAaHHEM
11e/1eco000Pa3HOCTH NPUMEHEHHS TeX HJH
MHBIX METOJIOB, aJleKBATHBIX LLeJISIM U
3anauam uceaenoBauus (epiyHckuit).

CozeprkareJsibHasi HalpaBJeHHOCTb
JIAHHOTO METOJI0JIOMHUECKOT0 M0X0/1a
BKJIIOYAET B ceOsi CTPYKTYPHBINA aHaJIU3
1 (YHKIIMM MHOTOYpPOBHEBBIX 3HAHHI,
(yHramMeHTa/NbHbIe MOJ0KEHHS CyTy6o
METOJI0JIOTHYECKOT0 XapaKTepa, a TaKkxKe
OCMBICJIEHHE HCCIIEI0BATe/IbCKUX METOI0B
MPUMEHHTENBHO K MPOhecCHOHATbHBIM
npo6JieMaM My3blKajbHOTO 06pa3oBaHusl.
[Ipuuem, KaxKabli U3 EepeUUCIeHHBIX
YPOBHEH BbINOJHSIET CBOIO KOHKPETHYIO
3anauy. Hanpumep, dusocodckuii ypoBeHb
060011eHHON HanpaByeHHoCTH Bopuca
['epiuyHckoro HarnpasJieH Ha yMeHHe
ueeseioBarel1s yepesd «obuee» BblIeIATh
CYLLECTBEHHOE «B OT/ICJbHOM» C y4eTOM
crieupuKu U36PAHHOMN /151 U3YUEHHUS
npo6Jiembl. B cBOI0 ouepeib, 061IeHay HbIA
YPOBEHb JJaHHOT'O aCIeKTa yKa3blBAeT Ha
HeoOX0IMMOCTb CO3/1aHHsI METO/I0JI0THYECKH
OCHAlILIeHHOH 0a3sbl, aianTHPOBAHHON
K €e IPUMEHEHHIO B Pa3/IMYHbIX
XYJI02KECTBEHHBIX M Hay4YHbIX 06J1aCTsIX, UTO,
COOTBETCTBEHHO, TpebyeT onpejie/eHHOro
nepecMoTpa CTpaTernu U TaKTUKH 0Xo/1a
K aHaJIM3y TeX UJIM UHbIX aClleKTOB B
YCTaHOBJIEHHH TECHbBIX KOHTAKTOB KaK C
(HUI0COPCKUMHU TTONOKEHUSIMH, TaK U C
peasibHbIMU TTIOTPEOHOCTIMH, AUKTYEMbIMH
KOHKPETHOH 006JIaCThIO MO3HAHUS.

[TosryyeHHbIE IPH 5TOM HOBbIE 3HAHUSA
CYLLECTBEHHO MOMOJIHAIT H 000ralarT
METOJ0JIOTHYECKUH apceHasl OHATUH,
YYaCTBYIOIIMX B pazpaboTke mpodJem
My3bIKaJIbHOr0 00pa3oBaHus.

W, HakoHel, YaCcTHOHAYUYHbIH YPOBEHb,
JIEACTBYIOLLMH B PAMKAaX TaK Ha3blBaeMOIro
0000LIEHHOT 0 MOAX0/a, MOCPEACTBOM
COBOKYITHOCTH 3HAHMH, NPUHLIUIIOB U
MCCJIE10BATE/ILCKUX METOI0B B KOHKPETHON
HAy4YHOU HJIM XyJ102KEeCTBEHHOH 06J1aCTH
MO3HAHHUsT OKOHYATeJbHO PopMUpyeT
npodeCcCHOHABHYIO M IMYHOCTHYIO
nosuluio ueeseoparedisi. C ero noMoubo
ocyulecTBJsieTcs 00paTHOE JIBUKEHHE OT
YACTHOTO K OOLIEeMY B PELICHUH TOH HJIH
MHOH NpodeccHoHaNbLHON Po6GJIEMBI,
obecneynBasi HepacCTOPKUMbINA NIPOLECC
JMaIeKTHYECKOTO eIMHCTBA (hUI0COPCKUX
1 00l1eHayUHbIX M0JI0yKeHUH. CUCTEMHbIH
XapakTep JJaHHOIO YPOBHSI [103BOJISIET
rJ1y02Ke 3aryIsiHyTh B TBOPUYECKYIO
J1JabopaToOPHIO UCCIIeI0BATEJId, YTO,

B YACTHOCTH, NoiMeyeHo ['eHHauem
L{binuHbIM B €ro pabote 1o npodJeme
pasBUBAOLLEr0 0OyYEHHUS B yCJIOBHSX
MOJIrOTOBKH Oy/1yllero nejaarora-MysblkaHta
(Lpirun).

OcHoBbIBasiCh Ha Hcce/10BaHUsIX JIbBa
Brirorckoro, Jleonuna 3ankosa u ip.,
yu€Hble B CBOMX TPYy/laX OCMbICJIUBAIOT
poJib UIOCOPCKUX 3HAHUH B PA3BUTHH
SIBJIEHUH OKPY2KatolLleH 1eCTBUTEJ/IbHOCTH,
OCYLLLECTBJISISE METO/I0JIOTHYEeCKUIT aHAJIU3
BHEILIHUX U BHYTPEHHUX IT0Ka3aTeJseH
crielMUKN My3blKaJIbHOM J1€STeJIbHOCTH,
o0ydaeMbIX B onope Ha (husmocopckue
CBEJICHHS1, KacaloLMXcs 0COOHHOCTEH
TBOPUECKOT0 MbILIJIEHHUSI ejiarora-
My3blkaHTa. OXapakTepu30BaHHbIH
YPOBEHb HA3BAHHOT'O MOJX0/A
M103BOJISIET HCCJIEI0BATEIIO MOJIXO/IUTh
K U3Y4eHHIO paccMaTpUBaeMon
npo6JIeMbl LIeJIOCTHO, HAydHO, C y4ETOM
€€ OTJIMYUUTEJIbHBIX CTOPOH. Takum
06pa3om, 0603HAYEHHBIH paHee MOJIXO,
00pasyroLLUi TPHEUHCTBO CTPYKTYPHO-
cojiepaKaTesbHbIX YPOBHEH, BKJIOUAET B
ce6s MPUHLMIT B3aUMOOGYCJ/IOBJIEHHBIX
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cBsizeid, puaocodckoro, oGIIeHAYYHOTO H
YACTHOHAYYHOT'O MPOLLECCOB UCCIIEI0BAHMSI.
CxoxK1e pa3MbllIJIEHHsT HA 3TOT CYeT
BbICKa3biBaeT ApHoJsiba CoXop B OTHOIIEHUH

MCI0JIb30BAHHST HEKOTOPBIX CBEJICHHH B
006/1aCTH My3bIKO3HAHHSI, 3aUMCTBOBAHHBIX
13 IPyruX HayK ( COLMOJIOTHS, SCTETHKA,
My3bIKa U Jp. ). ABTOp aGCOJOTHO
yOeK/IeH B TOM, YTO KMETO/Ibl, U3BATbIE 3
CMEKHBIX HAYK, 3HAUUTEJIbHO PACHIUPSIIOT
U YrayOJIsIIOT METO0IOTHUECKUI
6a3uc UCKYCCTBA, @ HUMEHHO TO, UTO
CB$SI3aHO C TBOPUYECTBOM, BOCIIPHSITUEM
1 ucrosHutesbetsomM» (Coxop 293). B
KauecTBe NMPUMEPOB, MOATBEPAKAAIOLIAX
3HAYUMOCTb IAHHOTO MOJIX0/1A, BHICTYNAIOT
pa6otbl EBrennsi Hazaiikunckoro, JIbBa
Maseusi, 'enpuxa Heitraysa u ap. B
YacTHOCTH, B HCC/Ie10BaHUHU ['eHprxa
Heiiraysa (Hefirays), BoGpasuiem B ce6s
BeJlyLlHe TOJI0KEHUST IHAJeKTHKH, HAYKH H
MCKYCCTBa, TOCTOSTHHO (DUTYPUPYET CChLTKA
Ha MX METOJI0JIOMMYECKYI0 HAMPaBJIEHHOCTb,
KOTOPOK PYKOBOJICTBYETCS BbIIAIOLIHUICS
MUAHUCT, MeJaror, ydeHblid B CBOEH
TBOPYECKOH XY/10:KECTBEHHOMN MMPaKTHKeE,
B MOJIX0/1aX K pellieHuIo npobJiem
npodecCHOHATBHOTO My3bIKAJIbHOTO
o6pa3oBaHusl.

B 3TOM OoTHOLIEHHH 0coboe 3HaYeHHe
B MCC/IEeI0BAHUN 0003HaYeHHBIX TPOHJIEM
npuobpeTaeT Tak Ha3blBaeMblil memod
npogeccuorHarbHOU HANPasAeHHOCMU,
BaXKHEHLIUM 110Ka3aTeseM KOTOPOro
SIBJISIETCS CJIOZKUBLLIASICS] yCTAHOBKA Ha
TBOpYECKOE HUCI0JIb30BAHUE IOCTUTHYThIX
pe3yJ/IbTaTOB B MPAKTHUECKON JeATEeNbHOCTH
neaarora-mysbikanra. Ceoeobpasue
JIAHHOTO METO/Ia B PellIeHUH TeOpPeTHYEeCKUX
M MPaKTHUECKUX 3a]a4 3aK/104aeTcs B
ornope ero Ha AuaJeKTHYECKYI0 PUPOLLY
MCCJ/1e10BaTeIbCKUX MPOLIECCOB, I71e
TJIABHBIM KPUTEPHEM €r0 JIeCTBUTE/bHOCTH
BBLICTYMAeT YyeTKasi M NpoJyMaHHast
JIOTHKA B UCIOJIb30BAHUH PUIOCOPCKHX,
oO0l1eHayUHbIX H YaCTHOHAYYHBIX
MOJIO?KEHHH, UX TTOCJIE/IYIOLLET0 BJHSIHUS
Ha JIMYHOCTHBIHA ¥ NPOgecCHoHaNbHbIH
pocT crneunanucta. Boixon npu 3Tom Ha

COOTBETCTBYIOLLMH TBOPYECKHH YPOBEHb

B MX KAaueCTBEHHO-MEeTOI0JI0THIECKOH
paspaboTKe HeH30eKHO BEJIET K
nepecTporiKe CaMoro MblllJIeHHs
uce/ie/1oBatelisi, ero TBOPYECKOTO
OTHOILIEHHST K HUM, U, KaK CJeJICTBHE,

K 1IpeoOpa3oBaHUIO BHYTPEHHETO MUpa
JIMYHOCTH MeJlarora-My3bikanta, u6o
«CyObEeKT B CBOUX JCSIHUSIX, B aKTAX CBOEH
TBOPUECKOH JIESITENIBHOCTH HE TOJbKO
cogujiaercs u onpezedsiercs. [Toatomy tem,
UTO OH JIeJIaeT, MOXKHO OTPEIEsSITh TO, UTO
OH €CTh, HallpaBJEeHHUEM €ro JIEeATETbHOCTH
MOKHO OTIpeJIesIsiTh H (hOPMHUPOBATDH €10
camoro» (Pybunuireiin 106).

B cooTBeTCTBUHU ¢ METOJ0NOTHIECKUM
nojxo/0M, GepyllUM HaYasio OT MeTo/la
npodeccroHasbLHON HAaNPaBJEHHOCTH,

BCe MoJlyueHHble 3HAHUS UCCIE0BATE b
JIOJZKEH OCMBICJIMBATh, HCXOJIS U3
crnelMdUKH CBOeH NpodeccroHalbHOM
JIesITeIbHOCTH, CAMOK MTPUPO/IbI
MY3bIKaJIbHOTO HCKYCCTBA, OCHOBBIBASICh
Ha €JIMHCTBE XYJI0?KECTBEHHOTO U HAYyYHOTO
aCIeKTOB M CTaBs nepes coOoi 3agavy
CBO€0OPA3HOT0 «IEPEBOIIOIIEHHUST».
Peub uzet 06 ero crnocoGHOCTH B KaKOH-TO
MOMEHT OIILylIaTh ceOs1 TO «PUaocopom»,
TO KIICUXOJIOTOM», < MY3bIKOBEJIOM »,
«TearoroMm» M T.J., He JIomnycKasi npu
3TOM CBOIO IVIABHYIO 11eJ1b — CJIeJIOBATh
M30paHHOMY UM METOJIy UCCIeI0BaHMS,
aJIeKBaTHOW MMOCTAHOBKE H3y4yaeMbIX
npo6JieM.

Jlo6aBum K ckazaHHOMY ellle
OJIMH Memod, He MeHee 3HAUUMBbIi B
aHaJiae npogeccuoHaNbHbIX MPodaeM
MY3bIKaJIbHOr0 06pa3oBaHusi, MOJYUHBIIHH
Ha3BaHHe Memooa «XydonecmseHH02o
nognanusy (Ansoeprac [lnnnuayckac),
KOTOPBIN ONHpaeTcsi HA KOMMYHUKATHBHYIO
(hyHKIMIO U HAMTpaBJieH Ha BepOasiu3aliuio
MbICJIEH, YyBCTB U MePeKUBAHUI JIMUHOCTH
B TIpOlIecce Xy/I0?KECTBEHHOTO MO3HAHUS
uccesielyeMblx siBjieHni. B crpemsieHun
KaK MOXKHO IJ1y0G2Ke MPOHUKHYTh B CyTb
MHTEPECYIOIIHUX ClielHaamcTa (hakTopoB,
coObITHH U T.11. C MOMOLIBIO YITOMSIHYTOTO
MeTo/Ia MeJIaror-My3blKaHT B CBOEM



TBOPYECKOM HACTPOE Ha MO3HABATEJbHbIN
nyTh OBJIAJIEHHsT HAYYHOH HHopMallHel
M OCMBICJIEHHS] €€ LIEHHOCTH C MO3ULIHU
U30PAHHOTO UM METOJI0J10THYECKOTr0
MOJX0/1a, OH MOCTENEeHHO MPUXOINT K
Ka4eCTBEHHBIM MPeoOpa3oBaHUAM

CBOEH MCCJ/1e0BATE/IbCKON IeITe/IbHOCTH,
TJle HOBATOPCKHUE HIEH OPTaHUYHO
BHEJIPSIIOTCS B y2Ke CJIOKUBLUMACS
apceHaJl MeTOI0JIOTHYECKUX TPUEMOB,
Cnoco6oB U Mp.

Ouckyccusa

Haunem ¢ HarnioMuHaHHs O TOM,

uTo oOpallleHne ueeaeaoBarteen K
pasJIMUHBIM MTpPoLeccaM U SIBJEHUSIM
My3bIKaJIbHOTO UCKYCCTBA K JAHHBIM U3
00J1aCTH 00111eH SCTETUKH, TICHXOJIOTHH,
COLMOJIOTHH U JIP. TIPOJMKTOBAHO, MPEXKIIEe
BCEro, HeOOXOAUMOCTbBIO PACKPBITHS
HUCTHHHO 3CTETHYECKUX LIEHHOCTEH
MY3bIKH, MX JyXOBHOT'O TpeIHa3HAuEHHUST
B MHOT0OOPA3HOM MPOCTPAHCTBE
Xy[02KEeCTBEHHOTr0 MUpa. B nanHO#
CB$13U YMECTHO OTMETHTDb BaXKHOCTh
METOJ0J0THYECKON KaHBbI J1I000T0
Hay4YHOT'O MOCTPOEHUs], OCHOBAHHOTO Ha
MHTErPaTHBHOM MPUHLMIIE OPraHU3aluu
UCCJIEN0BATENbLCKOTO Mpoliecca U
OXBAaTbIBAIOLIETO BCE MHOTOOOpasue
OKpy2KatollleH 1eHCTBUTEIbHOCTH.

Tak, nanpumep, corsiacHo coBpeMeHHOH

TEOPUH MO3HAHHUS, XY/I02KECTBEHHBIN
JIMAJIOT CMEKHBIX BUTIOB HCKYCCTBA
M103BOJISIET BbISIBUTb HOBbI€ BO3MOKHOCTH
IS TIPOSIBJICHUST OPUTMHAJBHBIX WIEH,
HeCTaHAaPTHbIX pellieHUH, Coco6CTByeT

HEJOCTHOCTHU XYHO2KECTBEHHOI'O UHTEJIJIEKTA
ucesieoBaTtedisi v siBJsIeTCs MepCreKTHBHbIM

¥ METO0JOTHUECKH L[eJ1eCO0OPA3HBIM.
Bce 310 B noJiHON Mepe M03BOJSIET
OXBAaTHUTb M OCMBICJIUTh Pa3Hble CTOPOHbI
XY/I0’KECTBEHHOH KapTHHBI MUPA, TJIe BCE
HOCHT B3aUMOOOYCJIOBJEHHbIH XapakTep
U CJIY?KUT MTUTATEJBHON CPeloft /1st
PaA3JIMUHBIX POSIBJEHUH TBOPUYECKON
WHMBUyaJbHOCTH.

Camo siBjieH1Me UHTEerpalu,
CHHTE3a UCKYCCTB B My3bIKaJIbHO-
00pa3oBaTe/IbHOM IPOLIeCCe sIBJISIETCS
BECbMa MePCreKTHBHbIM HANPaBJeHUEM B
TJIaHe CO3/IaHUS HOBOH Xy[02KeCTBEHHOH
PeaJIbHOCTH, MPeAIoJaratollei LUpPOKUi
CMEKTP BO3MOXKHOCTEH JIJIsl TOMCKA
ONTHMaJIbHBIX MyTeH U crocoOoB ee
thyHkuronupoBanus. Peub uaet u 06

Y4aCTUH YIIOMAHYTOTO iMaJiora B OTKPbITHH

0C0ObIX MHAMBHyaJIbHBIX CTOCOOHOCTEH

MOpoK/J1aTh U peasi30BbIBaTh

CYLILECTBEHHbIE 3AMbICJIbl, KOHLIEMLHH,

MOJXO/bI U T.JL., a TaKXKe pa3BUBaTh

JIyXOBHbIE€ KayecTBa B My3blKaJbHOM

CO3HAHUM JIMUHOCTH B XOJI€ HAKOTIJIEHHUS

pasHo0Opa3HbIX }KH3HEHHBIX BIIEUATICHHUH,

oboralleHHbIX HOBBIMH KPAaCKaMH,

3BYKaMH, C OJHOH CTOPOHBI, a C IPYro#

— CTpeMJIeHHeM TIJ1yOxKe M03HATh

«513bIK» My3bIKH BO BCceM OoraTcTee

ero nposisjeHui. ToJsbKO KyJibTypa yma

obecrnieynBaeT MOAJIHHHYIO KyJbTypy

UyBCTBOBaHHUS, HOO B CIOCOOHOCTH

MOHUMATh MY3bIKY, [JIABHOE — 3TO He

TOJIBKO MOCTHYb €€ HIAHChI U CPelCcTBa

BbIPAKEHHUs1, HO M OLLYTHTh BbI3BAHHbIE €10

IMOLMOHAJILHO - XY/I02KECTBEHHBIE MOPbIBHI.
B cBoto ouepesb, €IMHCTBO

MY3bIKH, JIMTEPATYPbI, 2KHBOITHUCH

B TIOJIHOH Mepe oOecrneynBaeT

CO3/IaHHE LIEJIOCTHOH Xy/107KeCTBEHHOH

KOMITIO3ULIMH, CUHTE3UpYIOLLei

MCKYCCTBO 3BYKa, CJI0BA, U300OParKeHHUs]

¥ BOCCO3/IAI0LIIEeH HA 9TOH OCHOBE HOBbIE

Xy/102KeCTBEHHbIe Kpacku ObITHsl. TeM

CaMbIM CO3/AI0TCs1 OJ1aronpUsITHbIE

YCJIOBUS Il PACKPBITHS M TBOPYECKHUX

yeTpeMJIeHUH JIMUHOCTH, BOCTIPUSITHS

€10 HCTHHHBIX ICTETHUECKHUX LIEHHOCTEH.

JLa1st My3biKa/ibHOrO 06pa3oBaHusi

KpariHe BaxKHbIM MPe/ICTaBJISIeTCsl OIbIT

0OLIEHHUS UCCeI0BATEJST C UCKYCCTBOM,

1 3TO HeOoCNopUMbIH dakt. TpynHo He

COIVIACHTBCS C YTBEPAKIEHHEM O TOM, UTO

«TPepMETHYHOCTb, 3aMKHYTOCTb TOH HJIH

MHOH chepbl 1eATeIbHOCTH YeIoBeKa

HOCHT B ceOe HCTOUHHMK caMopaspylleHHs,

TaKyKe KaK OTKPBITOCTb H TOTOBHOCTb K
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B3aUMOJIEHCTBHIO, B3aUMOMPOHUKHOBEHHIO,
B3aUMO/IOTOJHEHHIO SIBJISETCS HCTOYHHKOM
camopassutusi» (Lllep6akona, 98).

Wnest BaxkHOCTH €IMHCTBA
MY3bIKaJIbHOrO UCKYCCTBA U MIO3HAHUS, B
CBOIO 0Yepe/ib, MOJYUHII0 OTPaKEHHE B
KOHIeNMH BsiuecsaBa MeyiieBCKoro
00 MHTOHALMOHHO-(DabyJ/ILHOH PUPOJIE
My3bIKH. Byjyun nocienoBatesnem Teopun
Bopuca AcadreBa o TemGpanbHO
CYLIHOCTH MY3bIKH, OH MIPUXOJIUT K
JIOTHYECKOMY 3aKJIIOUE€HHIO O TPHOPUTETHBIX
(PYHKIIMSIX 3BYyKOBOTO MbIIIJIEHHS, YBEPSIs,
YTO «...MHTOHALLMOHHO MBICJIHTb —
3HAUMT CJIBbILIATH XKM3Hb B 3ByKaX CKBO3b
000O0LIEHHYIO HHTOHALMIO JINPHYECKOTO
reposi, OlLyLaTh ero ayuly, CMOTPeTb Ha
Mup ero riazamn» (Menyiesckuii, 191).

OnHUM 13 MHOTOYPOBHEBBIX MOIXOI0B
K HUCKYCCTBY I10 [1paBy CUMTACTCS
KyJabTypoJiorudeckuii (Mouce Karan,
Bamim MexxyeB u jip. ), 3a/10:KeHHbIH B
Tpyax uccsenoBatesneil punocopun 1
scteTukd (Muxaun baxrun, Jmurpuit
Jluxaues, Anekceit Jloces u 1p.). B
COOTBETCTBHMHU C JJAHHBIM 10/IX0/I0M OblJl
BbIBUHYT TaTbsiHON 3aTAMUHON W MPUHLIMIT
KYJbTYpOCOOOPA3HOCTH, MO, KOTOPBIM
Mccse10BaTe1b MTOHUMAET «LEeJIOCTHbIH
006pa3 My3blKH, KaK Hepapxuyeckast
KOHCTPYKIIHUS, TJIe BCE 3JIEMEHTbI HAXO/SATCS
B COIMOJUMHEHUH cojiepKaHusi obpasa,

KaK KOHIIeHTPHPOBaHHOE M 000011eHHOe
BbIpayKeHHe KyJbTypbl, KAK MPOIYKT
XY/102KECTBEHHOI0 TBOpUecTBa» (3aTsaMuHa,
282). [1o MHeHHIO y4eHOT 0, LEeJOCTHbIH
006pa3 My3bIKH B CO3HAHWH aHAJMTHKA
M03BOJISIET €MY YIIePKMBATh « Pa3HOE»

B €JIMHCTBE «BCeOOLIero», YTo BHOBb
MOATBEP:KAAET 3HAUUMOCTh MO3HAHUS B
TBOPYECKOM B3aUMOJEHCTBUH JINYHOCTH C
MCKYCCTBOM.

CoryiacHO BBIBOJIaM HCCIeIOBaTeNeH
(ITaBen ®aopenckuii, Mouceit Karan,
Bopuc KOcoB u s1p.) LesocTHoCTb
KaK CyMMapHoe siBJieHHe J0J2KHA
NPUPaBHUBATLCS MOHATHIO
HEJICJIMMOCTH, TIPECTaBsAIONIER COO0N
11eJ10€ B COBOKYITHOCTH 3JIEMEHTOB,

rjle MHOXKECTBEHHOCTb HacTen
B3aUMO/IOTIOJHSETCS] MX HEPACTOPKUMbIM
enuHeTBoM. CaMu 2Ke udyyaemble 00bEKThI,
Tpebylolllie K HUM ONpeie/ieHHOrO
METOJ10JIOTHYECKOTO MOJIX0/1a, MPEACTAIOT
KaK KOHILEHTPUPOBAHHOE Co/iepKaHHE
BCeX KOMIOHEHTOB KYJIbTYPbI, TAK KaK
BHE KYJIbTYPHOTO KOHTEKCTa Jito6oe
hccselyeMoe sIBJIeHHe TepsieT CBoe
cMbicIoBoe HanosHeHne. C 3To#
TOYKH 3pEHUS 3asIBJACHHbIF HAyKOH
KYJIbTYypOCOOOpa3Hblil criocod Mo3HaHUs
MUpa onpeiesisieT TaKue OCHOBHbIE
TpeOGOoBaHUs U151 My3blKaJIbHO-
MCCJIe10BATEIbCKOH eATeIbHOCTH, KaK:
MOHUMaHHE XyJI0?KECTBEHHBIX SIBJEHUN 1
MX MOCJIeIyIolas OlleHKa, HCXO/ U3 HX
11eJI0CTHOTrO 00pasa; Xy/10:KeCTBEHHOCTh
KaK 3CTeTHUeCKast pu aHaJu3e CPeJICTB
MY3bIKaJIbHOH BbIPa3UTEJbHOCTH, B
Orope Ha CTpaTeruyeck BepHylo ee
COJIeprKaTebHYIO METOI0JIOTHUECKYIO
HarnpaBJIeHHOCTb.

B 310l cBS3M HeJb3sl He OTMETHTh
1 3HAUUMOCTb 3asiBJIeHHOTO JIbBOM
Bapen6oitmom 06111eXy107KeCTBEHHOTO
MOJIX0/1a M0 OTHOLIEHHIO K pobJieMam
MY3bIKaJIbHOr0 06pa30BaHusl, H3J107KEHHOTO
B KHUre «[1yTb K My3HMLIMpOBaHHIO»
(bBapen6oiim), rie oH cebliaercst Ha
BayKHeHIHe 0OLIEMETOA0JIOTHUECKHE
OCHOBbI H3YU€HHS1 HAYKH U UCKYCCTBA.
B nccnenoBatesnbckom noaxoje aBropa
nocJie/iHee UrpaeT Beylylo PoJib B
Pa3BUTHH He TOJLKO 'yMaHHTAPHBIX, HO U
€CTeCTBEHHbIX HAYK B LIeJISIX BOCTIPUATHS
1 rJIy6OKOTr0 MO3HAHUSI OKPY2KalollleH
JIeACTBUTENBHOCTH, 0CO00 MoAYepPKHBast
MPH 3TOM 3HAYUMOCTb KJ1aCCHUECKON
MY3bIKH B BOCITMTAHUH JIyXOBHO
oGoratiieHHo# JuuHocTH. [Tosib3ysich
oOLIMPHBLIM apceHas oM 3HaHUH B 06/1aCTH
ICTETHUKH, TICUXOJOTHH (PU3UOJIOTHH U T.
1., JleB Bapen6oiim ymesio onepupyet
CB$I3bI0 «00LEro» H «0coOOEHHOT0» B
aHaJin3e pasJIMuHbIX METOI0JIOTHUECKHUX
T0JI0’KEHUI, HalpaBJIeHHbIX HAa TBOPYECKOE
OCMbIC/IEHHE UCCIe0BaTeIbCKUX TPobJeM
My3bIKaJIbHOrO 00pa3oBaHHUsl.



B cBeTe unTepecyiollei Hac
npo6JIeMaTHKH OTIpeie/IeHHYI0 LIEHHOCTh
npruo6peTaeT CHCTEMHbBIH XapakTep
MEeTOJ10/JI0THY€CKOTO MMOJX0/1A, BIABUHYTOTO
Bopucom AcadbeBbiM 1 MpeicTaBaeHHOTO
B CTaTbsIX y4€HOT0 0 MY3bIKaJIbHOM
oOpa3oBaHuH U npocBelieHrd (AcadbeB),
rJie BCe HaleseHo Ha MacluTabHoe
BbISIBJIEHHE Criell(pHUIeCKHX 0COOEHHOCTEN
MY3bIKH KaK HCKYCCTBa, 3aKOHOMEPHOCTEN
MY3bIKAJIbHOTO MbILIJIEHUS U T.JI.
Onwupasich Ha pazpaGoTaHHYIO UM
«Teoputo HHTOHaUMi», Bopuc Acagbes
OCYIIECTBJIIET KPUTHUECKHH aHAJIN3
HEKOTOPBIX HAyYHBIX MPEJICTABJIEHUH
TMICHXOJIOTHYECKOT0 U UCKYCCTBOBEYECKOTO
Xapakrepa, I1ajJeKTHIeCKH MOJX0/s1
K puI0CODCKUM MoCTyIaTaM APeBHUX
mbicauTesel (Apucroresb, [1natoH,
JlemokpuT u jip.). CyliecTBeHHO TO,

YTO C MOMOLLBIO ChOPMUPOBAHHOTO UM
METOJI0JI0THYECKOTO MOJX0/Ia MepPejt
M3BECTHBIM aKaJIEMUKOM OTKPbITUCH HOBbIE
«TOPU30HTBI» OTHOCUTEJILHO HCCJIEI0BAHUS
COIMAJbHO- 3CTETHUECKOH MPUPOJIbI
MY3bIKaJIbHOTO HCKYCCTBA.

B ynomsiHyToM KOHTeKCTe BbI3bIBAET
3aCJy?KeHHbIH HHTEpeC U JIMYHOCTHO-
TBOpYecKasi IeiTeIbHOCTb JIMUTpHS
KabaneBckoro kak KOMNo3uTopa,
MY3bIKOB€/1a, HCTIOJIHUTEIS1, Tearora,
00611IeCTBEHHOTO JeATe/Is U T. JI., KOTOPbIH
BCer/a Npo30pJiuBO MOAXOIU K OLleHKaM
HACYILIHbBIX TPOGJIEM My3bIKAJIbHOTO
o6pagoBanust. Bytyun BesnKoenHbM
METO/IMCTOM M OTMBITHBIM METO/I0JIOTOM,

OH MO0-CBOEMY HHTEPITPETHPOBAJ TaK
Ha3bIBaeMbli CyObEKTUBHbBIN MOAXOJ K
MOCTHKEHHMIO HHTOHAIIHOHHON MPUPO/IbI
MY3bIKH, TOSICHSIS, UTO «HACTOsILLEE,
MPOYYBCTBOBAHHOE U MPOyMaHHOE
BOCIPUATHE My3blKH — OCHOBa BceX (hopM
NPHOOGLLEHHST K My3bIKe, TOTOMY YTO

MPH 3TOM aKTHBU3UPYETCS BHYTPEHHUH
JlyXOBHbIF MHP 00y4alol1xcsl, MX UyBCTBA
1 MbIC/IH. BHe BocrpusTis My3bika Kak
MCKYCCTBO BOOOLILE HE HHTEpecyeT»
(Kabanesckuii 28).

B uesiom, onucanue pasubix
METOJI0JIOTHIECKUX TTOJIXO/I0B, HMEIOTIHX

HEMOCPEACTBEHHOE OTHOLLIEHHE

K COJIePrKaTeJIbHO-CMbICJIOBOM
HarpaBJeHHOCTH UCCIEI0BATENbCKON
JIesITeIbHOCTH MeJiarora-My3blKaHTa, 1aet
OCHOBaHHE YTBeP2K1aTh, YTO OHU UTPAIOT
CYLLECTBEHHYIO POJib B METOJ0JI0TMHUECKOH
OCHAIIEHHOCTH NMPOheCCHOHANBbHBIX
npo6JieM My3blKaJbHOI0 06pa3oBaHusl.
PaccmoTpennble B pa3inuHbIX
MCCJIEI0BATE/IbCKUX aCleKTaxX, OHH
CrocoOHbI OTPAKaTh U BbISABJSATL HanboJiee
CYLLHOCTHbIE JIOTHKO-0TepaloHabHble
CTOPOHBI MTpollecca METO0J0THH HAyYHOT O
MI03HAHUSI, [103BOJISIST BCKPBITh H LIEJIOCTHO
OXBaTHTb MHOT00Opa3ue OKpyKatolero
mupa.

PesynbTathl

MeTuHHO TasaHTIUBbIN UCeieloBaTe /b
B CBETE COBPEMEHHBIX TPEOOBAHUH
My3bIKaJIbHOr0 00pa3oBaHUs — 3TO, MPexKIe
BCEro, MCUX0JIOr — JIyXOBHO Ooratast
JIMYHOCTh, TOHKO YyBCTBYIOLIAsT U [JIyOOKO
MBICJISILLAS: 3TO — WACOJIOT-MbICJAUTEJb,
0012110 UH PA3BUTBIM XY102KECTBEHHbIM
MHPOBO33PEHHEM; 3TO — HACTOSILIUH
Mactep-npodgeccuoHal, 3HaToK CBOEro
Jies1a B U3OPAaHHOH UM ClelHabHOCTH; 3TO
1 TaJIaHTJIMBBIN KYPHAJIMCT, BJaAEIOUIUH
0COOBIM 3CTETHYECKUM MHPOBOCIIPUATHEM;
1, KOHEUYHO 2Ke, 3T0 — sipKasl TBopuecKast
JIMYHOCTh, HOCHTEJIb BEICOKMX MOPaJIbHO-
3CTETHYECKUX MTPHUHLIMIIOB M H1€aJIOB.

B 1aHHOM KOHTEKCTe yMeCTHO COCIaThCsl
Ha Xy[L02KECTBEHHO-HCCJ/Ie10BATEbCKHH
nouxon bopuca AcadbeBa K anasnuay
npo6JieM My3blKaJbHOTO HCKYCCTBA, B
KOTOPOM OTYETJIMBO NPOCJIEKMBAETCS
cyry60 HHAMBH/yaJIbHOE OTHOLLIEHHE
K OpraHudaluu My3blKaJabHO-
neJaroruueckoro npouecca, CBA3aHHOro
C TBOPYECKHUMH yCTPEeMJICHHUSIMH
JMyHOCTH. B cBolO ouepeb, B onope Ha
METOJI0JIOTHYECKHE MOJIXO/IbI, LyLIIHE
oT ncuxoJiorudeckoit Hayku (Cepre#t
Py6unireiin, JIes Boirorckuii, bopuc
TenusoB u 1p. ) 3ameTHO BO3pocIIo
KOJIMYECTBO TPY/LOB, KACAIOLLUXCS
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Ha3peBIIKX NpobJieM B 001aCTH
My3bIKaJIbHOrO TBOpYECTBa, rie, 6aaroaaps
rJly00KOMY TPOHUKHOBEHHIO B €0
CYLLIHOCTHO-COJlep2KaTeIbHble HCTOKH,
BbIIBUTAIOTCS] HOBbIE HAayYHble CI1OCOObI
PaCKpbITHS UX CIeLU(PUKH U 0ObEKTUBHBIX
3akoHomepHocter (Mouceit Karan, Cemén
Pannonopr u 1p.).

[TonpasymeBaercs Ta GJyiaronpusiTHast
Hay4Hast cpe/ia, Iie MeTouuecKast
OCHOBA HccJle/IoBaHusl o6pasyeTcs Ha
IMITUPUYECKH BbICTPAUBAEMbIX Mpolieccax,
a MeTOJI0JIoTHU€eCKast OTIHpaeTcst Ha
(yHr1aMeHTa/bHble TeOpeTHUECKHEe
060011leHHs B peasn3ali MHOTOCTOPOHHHX
CB$I3€l C XYy/I0?KECTBEHHO-3CTETHUECKOH
JIeACTBUTENLHOCTBIO.

Oco60ro BHUMaHHsI 3aC/Ty?KHBAET
METOJI0JIOTHUECKH I TTOJIXO]] B COOTBETCTBUH
C PUHLMITOM JIMaJIEeKTHUECKOTO €IMHCTBA
BceoOl11ero, o611ero 1 0CoO6eHHOro B
pPas3BUTHH TBOPUECKOH JIMUHOCTH, COMJIACHO
KOTOPOMY B KazKJIOM CIellHaJIuCTe,
He3aBUCHMO OT MPOdeCcCcru, NPUCYTCTBYET
KaK eJIMHUYHOE W YHUKAJbHOE, TAK U
ocobeHHoe, ob1iiee.

[TosToMy, TOCTHAKEHHIO CYLIIECTBEHHBIX
pes3yJ/ibTaToB B U3yueHHH KaKOM-

JI160 1pobJsIeMbl BCeria ComyTCTByeT
BbISIBJIEHHE €€ «MeTO/I0JIOTHYHOCTH »,
MCXO0J1a U3 MOCTAHOBKH KOHKPETHbIX
uccse10BaTe/IbeKux 3anad. M anech

Ha MOMOLLb MPUXOAUT UMEHHO
METOI0JIOTHYECKUH aHAJIU3, KOTOPBIN

He 3aMbIKaeT JIOTUYECKYIO Lielb
M03TANHOro UCCe0Batus, a, Ha060POT,
o0ecrneynBaeT ero HernpepbIBHbIN
Xapakrep, 11ajeKTHIecKoe eMHCTBO
BCEX B3aMMOCBSI3aHHbBIX B HEM 3J1EMEHTOB,
MOCPEACTBOM 3TOTO PACKPbIBAET
npakTHYeCKHe (PyHKIUH PUTOCOPCKUX U
o011leHayYHbIX MOJI0KEHUH, aKLIEHTHPYS Ha
UX METOJ0JIOTHYECKYIO 3HAUUMOCTb.

OCHOBHbIE NMONIOXEHUS
B xone ucenenoBanus paspabotaHbl U

copMyIHPOBAHbI CaIEIyIOLIHEe HAayYHble
pesyJibTaThbl:

1. O61enpr3HaHHOl OCHOBOH Kak
usocodeKoil, Tak 1 0011eNeaarorniecKom
METOJI0/IOTHH SIBJISIETCS TE3UC O TOM, UTO
JI000€ UCCIIEI0BAHKE JI0JIXKHO OMUPATHCS
Ha KOHKPETHbIE METO/I0JI0THYeCKHe
TMOJIXOJ1bl, KOTOPble 00YCJaBAUBAIOT JIOTHKY
¥ METOJIbl HAyYHOTO NOUCKA, MPEL0CTaBIsAA
BO3MOKHOCTb €I0 aBTOPY MPOrHO3UPOBATh
Oyyuide pesysbTaThl.

2. YCTONUMBBIN MHTEPEC COBPEMEHHbIX
CMEHANIUCTOB K MPOeCcCHOHATbHBIM
npo6seMam My3blKaJbHOr0 00pa3oBaHusl
BO MHOTOM GepeT CBOe HayaJso OT
MX MOCTOSIHHON MPHUBEP:KEHHOCTH K
MCIOJIb30BAHUIO B UCCJ/I€10BATEbCKUX
paspaboTKax onpeaeneHHbIX
MEeTOJ10JIOTHYECKHX MOJIXO/10B, KOTOPbIe
MO3BOJISIIOT UM OG'bEKTUBHO OLIEHHBATD
XapakTep U3ydyaeMbiX sIBJEHUH U
ONpesesIATh [0 OTHOLIEHHIO K HUM
COOCTBEHHYIO TBOPUECKYIO MO3HUIIUIO.

3. B cthepe meTonosioruu HaydHOTo
MCCJIe10BAHUS B 00J1aCTH My3bIKaJIbHOTO
006pa3oBaHusl BO3HUKJIA OCTpast
HeO0OXOMMOCTb MOAMOTOBKH CIeLHaJUCTOB
«HOBOTO THIA, COEIMHSIOLLMX B cebe
aHaJIMTUKOB-HUCC/Ie/IoBaTe e, Me1arorop-
METOJIUCTOB U My3bIKAHTOB-TIPAKTHKOB »
(ITepBymnna 142).

4. PaszHoro pojia METOJI0JIOTMYECKHE
MOJIXO/IbI, MOJKPeJsieMble 1eHCTBUEM
OnpeJie/IeHHbIX METOJI0B HCCIIE/I0BAHHUS,

0 KOTOPBIX paHee yxke 111/1a peub, Kak
MOKa3blBAET MPAKTHKA, YCIELIHO
aJlanTHPYIOTCs B My3blKaJbHOM
006pa3oBaHuu, UTO, B CBOIO O4Yepelb,
CBHJIETEJILCTBYET O BaXKHOCTH
MEeTOJI0JIOTHYECKHUX U METOANYECKHUX
ACIEKTOB B yCJOBUSX COBPEMEHHOH
MCCJ/1€10BATE/IbCKOH MTPAKTHKH.

5. 3acsy>kuBaet 0c060ro BHUMaHHs
MeTOJ10/10THY€eCKast HarpaBJeHHOCTh
OXapaKTepHU30BAHHbBIX paHee HayYHbIX
T0/IX0/I0B HA Pa3BUTHE MOJHOLEHHOH
TBOPUECKOH JIMUHOCTH B cpepe
MY3bIKaJIbHOr0 00pa3oBaHHus, Iie
BO IJ1aBY yIJa CTaBUTCS podsema
TBOPUYECKOTO CO3HAHHUS HCCJIE/I0BATENS
MpPH PACCMOTPEHHH MY3bIKAJIbHO-



nearornuecknx siBJeHui ¢ yueTom
CBONCTBEHHBIX UM 32aKOHOMEPHOCTEH
M C MO3UIMK XapaKTePHbIX MPU3HAKOB,
THIHYHBIX JIJIS1 BCEX CIELHAJUCTORB!

- HasiMuue oO11MX MoKazaTeJeH,
OnpeeIsIIOLINX CTeNeHb aKTHBHOCTH
TBOPUECKOTO CO3HAHUS Me/1arora-
My3bIKaHTa BO BCEX BHJIAX €ro MPOsIBJICHHUS B
XOJle aHaJIM3a Xy/102KECTBEHHBIX SIBJI€HUH;

- IeficTBHE OOLIENPUHSTHIX YCTAHOBOK
BO BCEX BH/IaX TBOPYECKOH J1eATE/IbHOCTH,
UMEIOIINX OTHOLIeHHe K chepe
My3bIKaJbHOr0 06pa3oBaHHus;

- BbIpaboTKa 0COOEHHOTr 0,
MHMBUIYaJbHO- PO ECCHOHANBHOTO
OTbITA B XOJIe€ UCCEI0BATEBCKOTO aHAIN3a
MY3bIKaJIbHO - [TeIarOrHyeCKUX sIBJCHHMH.

3aKknwyeHue

B 1iesioM H3/102KeHHbIE TTOJIXO/IbI,
MPUMEHUTENBHO K My3bIKaJbHOMY
006pas3oBaHuIO, CBUIETEILCTBYIOT O TOM,
UTO KaKJIblH U3 HUX B OTIPENeJEHHON
cTereHH KOHKPETU3UPYET M PACKPBIBAET
COJIEPXKATEJLHYIO HATIPABJIEHHOCTh
UCCJIEIOBAHUS C YHETOM 0OLINX
METOJI0JIOTHIECKHX TPeOOBAHHUIH U B OTIOpe
Ha criellupuuecKie CTOPOHbI My3bIKaJbHO-
1neIaroruiecKon AeATeIbHOCTH
crieliaincTa HayuHo-JIoTHIeCKUe 1
9MOLMAJBbHO-XY/102KECTBEHHbIE ACTEKThI
MCCJIeI0BAHUS MOJTYUalOT CBOE OTpaKeHHe
B Ha3BAHHbIX MOJX0OJAX. B CYKIEHUSIX
M3BECTHBIX JIHUHOCTEH, Kak Bopuc
Acadnes, Bsiuecsiap MejyiieBcKHil,
Esrenutt Hagzalikuncku#, JImurpuit
KabaneBckuii u ip.

[lebio 1aHHOTO HCC/IENOBAHHUS SIBUJIOCh
Hay4HO-TeOpeTHUeCKoe 000CHOBaHHE
METO/I0JIOTHYECKHUX MOJIXOI0B, CTPYKTYPHOTO
MX COJIEPKaHUSI P BHIMTOJHEHUH CBOUX
onpeseneHHbIX GyHKIMH. O603HaYeHHBIE
TMOJIXO/Ibl BLICTYNAIOT B HEMOCPEICTBEHHOM
CBSI3H € 0011ePHI0COPCKUM
JHaIeKTHYeCKUM METOJIOM MO3HaHHs K
M3yuyaeMbIM PoOIeMaM, COBOKYTTHBIM C
MBbILIJIEHHEM, MAMSTBIO, BOOOpaXKEHHEM,
OXBaTbIBasl 3HAUMTENbHOE YHCIIO (PAKTOB

1 MOHSITUH, BCKPbIBAsI MPOTHBOIOJIOKHbIE
TEHJICHIMH U IBUXKYLIUE CUJIbI
My3bIKaJIbHOrO 00pa3oBaHus.

CucTeMHBIH Xapakrep
METOJI0JIOTHUECKHX MOJIXOJIOB B
UCCJ/IEIOBAHUY PA3JUUHBIX 0O BEKTOB
OKpYzKatollleH IEHCTBUTEJILHOCTH ABJISAETCSA
3HAYMMbIM TEOPETHYECKUM OCHOBaHHEM
JIMAJIEKTUKH, BbISIBJISISI B HEH CHCTEMHbIE
B3aMMOOTHOLLIEHHUSI, MTPeIoarast
LIEJIOCTHOE «BHJIEHUE» U3YYaeMbIX CTOPOH
BO BCEX WX BHEILIHUX U BHYTPEHHUX
CBSI351X, CTUMYJIUPY$T TBOPUYECKYIO MbICJIb,
(hopMHUPYsT MHPOBO33PEHUYECKYIO TO3HUIIHIO
uccJsegoBareliei.

Pesiomupyst H3/10:KeHHbIH MaTepHai,
MOUePKHEM, UTO BCE BbIICJEHHbIE
METOJ10JIOTHUECKHE TTO/IXOJIbl B OMOPE Ha
CYLLLECTBEHHO 3HAYUMbI€ TIPUHLUIIbI, OTBIT
5MOLMOHAJIBHO-1IEHHOCTHOTO OTHOLLIEHHS
K MIPOLIECCY MMO3HAHUS IEHCTBUTEJLHOCTH,
HAXOJSATCS B CHCTEMHOH IHa/IeKTHUECKON
B3aUMOCBSI3H, OTpaKasi CylIHOCTh
METOJI0JIOTHUECKOTO 3HAHUS, BLICTyMAs
B KauecTBe TeOPEeTHYECKUX OCHOBAHUH
ee MpakTHIECKOH peasu3aliny B cepe
My3bIKaJIbHOrO 00pa3oBaHus.

HayuHo-ananekTHueckuil aHain3
BbISIBJIEHHBIX MTOJIX0JIOB CBH/IETEJILCTBYET
0 TOM, UTO OHHU 06J1aJ1AI0T OTpeIe/IEHHBIMU
CTPYKTYPHO-COJIeprKaTeIbHbIMH
3JIeMeHTaMHU U UMEIOT (PyHKIIHOHATLHOE
3HaUEHUE C MO3ULIUH peasiu3allid OCHOBHOH
ey — (hOPMHUPOBAHUS METOOJOTHIECKH
MOJArOTOBJIEHHON JIMUHOCTH B 006JIaCTH
My3bIKaJIbHOrO 00pa3oBaHus.

CrenoBaTesibHO, MOXKHO YTBEP2KATh,
YTO B KaXK/I0H TBOPUECKOH JIMYHOCTH,
HE3aBHUCHMO OT €€ CIeLHaTbLHOCTH,
MPUCYTCTBYET HE TOJbKO eIMHUYHOE,

HO M YHHBEpCaJsbHOE; KaK 0COOEHHOE,
TaK W TUIIMYHOE, OJaroaaps yemy
orepauuoHalibHble I1eHCTBHSI,
CoBepllaeMble B My3bIKaJIbHOM CO3HAHUH
METOJI0JIOTHUECKH MTOJIKOBAHHOTO
MCCIIEN0BATEIS, MOTYT OBbITh

OCMBICJIEHBI C TTO3ULIUH ONePUPYEMbIX

UM METOJ0JIOMMUECKUX TTOJXOJ0B U
METOJ/IOB HayYHOTO aHa/u3a. Pe3ysbrathl
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NPOJIIAHHOTO [TOUCKA He 3aCTaBJISIoT ce0sl
JKIATh: POXKIAIOTCS HOBBIE Telaroruyeckue
TEXHOJIOTHH Ha MOJCTYNAaX K pelieHHIo
npodeccHoHaNbHO — 3HAUMMBIX

npo6JieM My3blKaJbHOI0 06pa3oBaHusl.
[Ipuuem, yuactue B HUX 061IECTBEHHOTO

1 UHIMBUIYAJbHOTO CO3HAHUST HOCHT

Bknap aBTOpOB

B3aUMOOOYCJIOBJICHHBIH XapaKTep, TaK Kak
1IepBO€e M3 HUX TPAHCJIHUPYIOT KyJIbTYPHbIE
HOPMBbI COLIMYMa, @ BTOPO€ BHOCHUT HOBbIE
CBSI3U U HHMBH/lyasIbHble TPHEMbI CBOETO
ONbITa, @ X €IMHCTBO, B CBOIO OYEPE/lb,
BbIpaGaTbiBaeT ONTHMaJbHbIE CPEJICTBA VISl
pPa3BUTHSA CO3HAHMS JIMYHOCTH U OOLLECTBA.
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TemipGek »Kyprenos atbiniarsl Kazak yaTTbiK oHep akajeMHsiChbl
(Anmarbl, KazakcraH)

MY3bIKAJIbIK ©HEP MOCEJIENIEPIH 3EPTTEYAETI oAICTEMENIK TOCIZIAEP

Anpatna. Makanaga My3bikanblk 6iniM 6epy npobnemanapbiH aMbITyAaFbl KEMeKLUi aaicTep

peTiHae afiCHaManbIk Tacinaepai Tanaay 6actbl OpbiH anagbl. FolIbIMU XaHE KepKEMAiIK TaHbIMHbIH,
Kasipri Teopusacbl MEH NPAKTUKACIHbIK, MAHbI3Abl TOCINAEPIHIH KaTapblHAA XYHMeNiK-TyTac Tacin —
MaHblI34blblFbl, 34iCHAMaNbIK, MPUHLMM, 3€PTTEY NPOLLECIHIH, MaHbI3abl a4ici 6ap. Xynenik-TyTac Tacingi
Ma3MyHAbIK 6afbiTbl My3biKanblk, 6inimM 6epyain kacibn npobnemManapbiHa KaTbICTbl KYPbIbIMAbIK,
Tangayabl KAMTUIbI, OHbIH iWiHAE: 3epTTeYLWiHiH, «Kanmbl» apKbiibl OHbIH, €PEKLLENITIH ECKEPE OTbIPbIM,
«KeKe» MaHiH axblpaTa binyaeri punocodusanbik geHrewi; 6iniMHiH 3pTYpi KEPKEMAIK KIHE FblbIMU
cananapbiHAa aaicHaManblK 6a3aHbl KypyAarbl Kanmbl Fbi/IbIMU LEHIEN; XMUbIHTbIKTaFbl )XEKE FblSbIMU
LEHrein 3epTTeyLiHiH K3CibU XaHe XeKe YCTaHbIMbIH KabINTaCTblpyaarbl 6inimM, npUHLMNTEP MEH
3epTTey aaicTepi. My3bikanbik 6iniM 6epy npobaemanapbiH 3epTTeyae Kacibu 6aFbiT NPUHLMMIHIH,
diCHaManbIK TaCiNi epeKLle MaHbI3abl, OHbIH, HETi3ri KpUTepuiti GUN0COPUANBIK, XKAMbl FbUTbIMU KIHE
apHavibl epexxenepai KonaaHy IorMkacbl 60nbin Tabblnagbl, 3epTTEYLWiHI «CbIPTKbI TYPiH ©3repTy»,
COLAH KeniH «dnnocod», «NMCUX0N0r», KMy3blKaTaHYLLbI», KMYFaiM» XaHe T. 6. No3nMuMaNapbiHa KOSAbI.
LLIbiFapMaLubUibIK, TYIFaHbIH, AaMYbIHAAFbl 9MOeban, XKannbl XaHe epekLle AuanekTukanblk 6ipnik
KafuaaTbiHA COMKeC aAicHaMasblK TaCin epekile Ha3ap ayaapyFa /aiblk, OFaH COMKeC MaMaHblFbiHA
KapaMacTaH, 9p MaMaH[a XEKE XIHE Xambl epeklenikrepre ne. TynHycka naesnapapl, CTaHoApTThl
eMec WwelimMaepai aHblKTayaa 6ainaHbICTbl 6HEp TYP/EPiHiH 63apa apeKeTTeCyiHiH, UHTerpanabl
NPUHUMMIHE Heri3aenreH Tacin 6enrini 6ip Kbi3bIFyLWbUIbIK TyAblpaabl. COHbIMEH KaTap, eHepre biknangbl
Ke3KapacTapablH 6ipi MageHMeTTaHy 60bin Tabblnagbl, OFaH CaMKeC MaAEHUETTAHY NPUHLUMMI anFa
TapTbinagbl, MyHAA 3epTTeyaiH 6apnblk 31€MEHTTEPI KECKiH Ma3MyHbIHA 6afbiHabl. 3epTTeyae
KOPCETINreH aaicHaManblK TaCiNAep 0NapAblH 3PKAMChICbIHbIH, My3bIKanblk 6iniM 6epy canacbiHaa
9fiCHaManbIK TYPFblAaH AaibiHOANFAH Ty/IFaHbl KANbINTACTbIPYAbIH HEri3ri MakcaTbiH iCKe acbipy
TYPFbICbIHAH ©3iHAIK KYPbINbIMAbIK-Ma3MyHAbIK 31eMeHTTepPi MeH QYHKLMOHANAbIK MaHbI3bl 6ap eKeHiH
KepceTesi.

TyiiiH ce30ep: apicTemMe, TaCiN, 3epTTey, My3blKa, BHEP, BiNiM, FblbIM, MPUHLMNM, WbIFAPMALLbLIbIK,
M3AEHMET.

Aoaiiekce3 ywin: MapxaH, EnybaeBa, xaHe Karcnay MoaHHKC. «<My3bikanblk eHep MacenenepiH
3eptTeyaeri apicremenik Tacingep». Central Asian Journal of Art Studies, Tom. 9, N2 4,2024,256-272 66.,
DOI: 10.47940/cajas.v9i4.958

Anreic: ABTopnap «Central Asian Journal of Art Sdudies» >KypHanbiHblH, peAakTopaapbiHa MaKanaHbl
6acnafa falibiHOAyFa KOMEKTECKEHI YLUiH )XaHe aHOHMMAI peLEeH3eHTTepre 3epTTeyre Ha3ap ay4apbirn,
KbI3bIFYLUbINbIK TAHbITKAHbI YLLUiH anfbiCbiH Bingipesi.

Asmopnap KonwazbaHsIH COHFbI HYCKACLIH OKbIN, MAKY10a0bl #aHe Myodenep KalilublIbIFbl HOK,
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Temirbek Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

METHODOLOGICAL APPROACHES TO THE STUDY OF THE PROBLEMS OF MUSICAL ART

Abstract. The article focuses on the analysis of methodological approaches as auxiliary techniques
in the development of problems of music education. Among the significant approaches of modern
theory and practice of scientific and artistic cognition is the system-holistic approach - a significant
methodological principle, the most important method of the research process. The content
orientation of the system-holistic approach includes a structural analysis in relation to professional
problems of music education, including: the philosophical level in the researcher’s ability to
distinguish the essential «in a separate» through the «general», taking into account its specifics;

the general scientific level in creating a methodological base in various artistic and scientific fields
of knowledge; the private scientific level in the aggregate knowledge, principles and methods of
research in the formation of the professional and personal position of the researcher. Of particular
importance in the study of the problems of music education is the methodological approach of the
principle of professional orientation, the main criterion of which is the logic of using philosophical,
general scientific and special provisions, putting the researcher in front of the need for a kind of
«reincarnationy, then in the position of a «philosopher», then a «psychologist», «musicologist»,
«teacher», etc., without missing at the same time, its main goal is to train a teacher-musician. The
methodological approach deserves special attention in accordance with the principle of dialectical
unity of the universal, common and special in the development of a creative personality, according
to which in every specialist, regardless of profession, there is both a single and unique, as well as a
special, common. An approach based on the integral principle of interaction of related types of art in
identifying original ideas and non-standard solutions is of particular interest. Moreover, one of the
influential approaches to art is culturological, according to which the principle of cultural conformity
is put forward, where all the elements of research are subordinated to the content of the image. The
methodological approaches outlined in the study indicate that each of them has its own structural and
substantive elements and functional significance from the point of view of realizing the main goal -
the formation of a methodologically prepared personality in the field of music education.

Keywords: methodology, approach, research, music, art, education, science, principle, creativity,
culture.
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AHHoOTaums. MHoycTpus MoAbl B HACTOSILLLEE BPEMS TECHO CBA3AHO C COLMANbHOM OTBETCTBEHHOCTbIO
W 3aLMTON OKPYXKatoLLEeN cpefbl. B ycnoBusx ycToiMumMBoro passutus Tpebytotcs HOBble MOAXOAb,
CNoCobHble COKPATUTb HEraTUBHOE BO3AENCTBUE UHAYCTPUM MOAbI Ha OKpYKatoLlyto cpeny. Llenb
uccnenoBaHus: 06paTMTb BHUMaHMe Ha Npo6ieMbl 3arps3HeHUs OKpYXKatoLLei cpefpbl U NPeanoXnTb
MyTU UX pPELLEeHUs), MONYNSPU3UPOBATb ancaiKIMHT-TBOPYECTBO.

Mpobnema oTX0A0B M NepepaboTKM MaTepuanos YCUIUBAETCS B pe3ysbTaTe YBENUYEHHUS
MpOM3BOACTBA M NOTPeBNEHNS NpeAMETOB MOAbI. ANCANKIUHT ABNSETCS pelleHneM AaHHbIX Npobaem
¥ NepcneKTUBHbIM HaNpPaBlEHWEM: MOMOTaeT YMEHbLUWUTb IKONOTUYECKMUIA Cled UHAYCTPUU MOAbI
1 nepepabaTbiBAET OTXOLbl B HOBbIE NPeAMETbI ANU3alHA, MOBbILIAET YPOBEHb IKONOrUYECKOW U
3CTETUYECKOW MO/b3bl MPOAYKLIMM MOLbI U €€ LeHHOCTb. B MccnenoBaHnM NPUMEHSIUCE Hay4YHble
METOfbI, BKtOUAIOLLME KOMMNIEKCHYIO METOA0/IOMUI0, TEOPETUYECKOE OCMbIC/IEHUE U IMNMUPUYECKOE
onucaxue. Mcnonb3oBanuch AaHHblE CTaTUCTUKM MO NPOU3BOLCTBY MOAHbIX TOBAPOB, Pe3y/bTaTbl
nccnefoBaHUii yYeHbIX B 061aCTU Nerkoi NpoMbILWIEHHOCTH, MOAbI, AW3aiHa. MccnenoBaHne
[L0K3a3bIBAET, YTO aNCANKAMHT SBAsSETCS Haubonee 3POEKTUBHBIM METOLOM YCTOWYMBOFO PA3BUTUS
Am3aiiHa Mogbl. OH CTUMYNMPYeT MHHOBALMU B METOAAX NPOM3BOACTBA M MaTepuanax, a Takxke
CNocobCTBYET yNyULWEHWIO UMUAXKA BpeHAoB.

B pesynbTate nccnenoBaHus BbisBNEHa HEOBXOAMMOCTb GOPMUPOBAHWUS MOLENM LIUPKYISIPHON
3KOHOMMKM U YCTOWYMBOFO Pa3BUTUS UHAYCTPUS Moabl. [puBIEeYEHO BHUMaHWeE K npobreme
M3MEHEHUS KNMMATa M yKasaHbl NyTU peLleHus. ANCaiKIMHT BbiAENEH KakK OAWH U3 METOAOB BbIX0AA
U3 CNOXMBLUEWCS CUTYaLMK, Kak HepexxHoe OTHOLLEHWE U pa3yMHOe pacnpeaeneHne pecypcoB As
613Heca. YNoMsaHyTa BaKHOCTb NPO3PaYHOCTM U STUYHOCTM NpoLecca NPOM3BOACTBA MOLHOM UHAYCTPUM.
[laHa pekoMeHAaLWs N0 BHEAPEHMIO anCaikanHIa B O3LWH-UHAYCTPUI0. KNtoueBbIMU 3neMeHTaMu
yCMewWHOoro BHeApeHUs ancaikanMHra MoryT 6biTb 06y4eHue AM3aiHepoB HOBbIM METOAAM NepepaboTku
MaTepWanoB, a Takxke COAEeNCTBME CO3AaHMI0 NNATHOPM UM NNOLLALOK ANsi 06MEHa OMbITOM B 3TOM
o6nacTu. Pe3ynbTaTbl UCCIEA0BAHMS MOTYT BbiTb UCMONb30BaHbI 415 pa3paboTku peKoMeHAALMI No
BHELPEHWIO ancaiKkiMHIa B NPaKTUKY AWU3aiHEPOB M NMPOU3BOAUTENEN UHAYCTPUU MOLbI.
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Kntouesbie cnoea: HLYCTPUS MOAbI, aNCANKMHT, yCTOMUYMBOE Pa3BUTUE, OTXOAbI, AM3aIH
bnazodapHocmu: ABTOP BbIpaXKaeT MCKPEHHIOK 61aroAapHOCTb YBAXKAEMbIM aHOHUMHBIM
peLeH3eHTaM, yAeNMBLIUM BHUMAHWE ANs OLEeHKU AOCTOMHCTB U BbiIBNEHUS HEA0CTAaTKOB AaHHOM

CTaTby.

Ana yumupoearusa: MycaxaHoBa, XXaHenb. «ANCaiKAMHT Kak METOZ, YCTOMYMBOrO Pa3BUTUS AM3aiHa
moppi». Central Asian Journal of Art Studies, T. 9, N2 4,2024, c. 273-290, DOI: 10.47940/cajas.v9i4.893

Asmop npoyuman u 0006pusl OKOHYAMENbHbIU 8apUAHM pyKonucu u 3aseasiem o6 omcymcmeauu

KOH@AUKMa uHmepecos.

BesepeHue

BHaCTOHLLIee BpeMsi B (p31LIH-HHIyCTPUH
HabJ101a10TCst NPOGJIEMb, CBSI3aHHbIE

C COLHAJIbHON OTBETCTBEHHOCTbIO U
BO3/ICHCTBHEM HA OKPYKAIOLLYIO CPEJLy.
JI13aiiH MOJibl COCTOUT M3 HECKOJIBKO
acrneKToB YCTOHUHBOIO Pa3BUTHS
(ycToituMBO€ pa3BUTHE — 3TO CMOCOOHOCTb
YAOBJIETBOPATH NOTPEOHOCTH CETOIHSALIHEr0
JIHS1, He Jirias OyLyline MoKoJieHHs!
BO3MOKHOCTH YIIOBJETBOPUTH HX
coOCTBeHHbIE MOTPeGHOCTH ):

- 9TUYeCKoe MPOU3BOJICTBO: OTKa3 OT
JIeTCKOTO TPy/a, Y/yulleHHe YCJIOBUH
TPYIAOBOH JIEAATENbHOCTH paboyero
nepcoHaJia, 10CTHAHKEHHUs JOCTOHHOTO
ypoBHst 3apabOTHOH MJ1aThl;

- MMHUMH3AaLHs OTXOJ0B: 3Ta LeJb
MO2KeT ObITb JIOCTUTHYTA [MOCPEICTBOM
pecTaBpaluly MOJHbIX U3NENHH,
nepepadOTKH TEKCTHIIbHBIX OTXO/IOB H
NPOM3BOJICTBA HA 3aKas3;

- 9KOJIOTUYECKH YCTONYHBbBIE
MaTepHasbl: 3TO MaTepHaJibl U3
HaTypaJsibHbIX H OPraHHYeCKHUX BOJIOKOH U
BTOPUYHOE UCIOJIb30BAHHE TEKCTHJIS;

- IPOEKTUPOBAaHUE AJIs1 LIUKJIA KU3HH
NPOJYKTa: IU3aliH U MPoLyMbIBaHHE LIMKJIA
JKHU3HH MIPOJyKTa OT HauaJia Co3aHusl
JI0 KOHLLA UCTT0JIb30BAHHUSA C LeJIbI0
YMEHbLLIEHHsI HEraTUBHOTO BJIMSIHUS Ha
nJaHery;

- 06pasoBaHue noTpebuTeen:
MOBBILLEHHE OCBEIOMJIEHHOCTH O TeKyLLeH

CUTyallH B MPOU3BOJICTBE UHLYCTPUH MOJIbI
1 BOCITUTaHHE OTBETCTBEHHOTO MOBEEHHUSI
11eJIEBOH ay/IMTOPUH;

- MHHOBAIMH B JIM3aiHe: UCMOJIb30BAHHE
HOBBIX TEXHOJIOTHH C y4€TOM TpeOOBAHUH
YCTOHUMBOTO pa3BuTusi. Hanpumep,
cosaHue ausaiHoB B 3D-npuHTepe u3
HaTypaJsibHbIX MAaTEPHAJIOB, KOTOpbIE
MOMOTYT PElINTh OJIHOBPEMEHHO JIBE
npo6JieMbl - COKpallleHHe OTXOJI0B 1
6J1aronoJydHasi yTHAU3alus B MOUBE;

- JIOKaJIbHOE TIPOM3BOJICTBO: (PUHAHCOBAS
NOJJIEPXKKA MECTHBIX TPOU3BOJIUTENEN U
COKpallleHHe YryIeBOJOPOIHOTO ClIe/la B
aTMoccepe TIaHeTh;

- JIOJITOBEUHOCTD
PEMOHTOINPUTOJIHOCTD: YIJHHUTL CPOK
CTYKObI OJIEXK/IbI U TPEMETOB MOJIbI,
MOTHBALUS OTpebUTeiell K 6eperKHOMY
OTHOILIEHHIO ¥ PeCcTaBpally MpeIMeTOB
rapuepo6a.

YcnelHoe TpUMeHeHHe JJaHHbIX
nepevyncsIeHHbIX MPUHIMIOB B HHIYCTPHUIO
MOJIbI OyJIET CoCOOCTBOBATL YCTOMYHBOCTH
1 OTBETCTBEHHOCTH B OY/IylIIEM C yUeTOM
NoTpeGHOCTEH Lie/1eBOH ayAUTOPHH.

B naHHo# cTaThbe Mbl pACCMOTPUM
KOHLEIIHIO “arncaik/auHra” Kak
3¢ (eKTUBHOrO METO/A YCTOHYUBOTO
pa3BUTHS B IU3aklHE MOJIbI.

Hayunaa anauumocme. [lannoe
ucc/ie/IoBaHue MpernoiaraeT noBblileHne
YPOBHSI OCO3HAHHOCTH MOTPeOUTES,
OeperJIMBOe OTHOILIEHHE K PecypcaM,
COKpallleHHe 00 bEMOB TEKCTHJILHBIX



OTXOJIOB, yMeHblIeHHE MaPHUKOBBIX I'a30B,
HOBbIE KpeaTHBHbIE IM3alH- pPelLIeHHUS.

lleav uccaedosarnus: 06paTUThL
BHUMaHKe Ha MpobJeMbl 3arpsi3HEHHUST
OKpY2KatoLLeH Cpe/ibl U MPeJIOzKUTb MyTH HX
pelLeHust, MonyJasipu3upoBaTh AncainkauHr-
TBOPUECTRBO.

Axmyarornocme. B ycnoBusx
rJ100aJ1bHOrO MOTEIJICHHSI U PA3BUTHSI
3eJ1eHOH SKOHOMHMKH KaK HUKOT/IA
aKTyaJ/lbHa TeMa 0CO3HaHHOTO NMoTpebJIeHHUS.
WMupyctpust MOJibl sIBJISIETCS] OTHUM U3 CaMbIX
BJIHSATENBHBIX CPep Ha OKPYKAIOIILYIO CPeLy.
Ancalik/IMHT - OJIUH U3 UHCTPYMEHTOB
JIM3aiHa MOJlbl U YCTOHUMBOIO PA3BUTHSI.
AkTyanbHOCTb Mpo6GJIEMbl HCCIIEN0BAHUS
arncalKJMHIa COCTOUT B CJIC/LYIOLLUX
napameTpax:

- aTCa¥KJMHT COKpalllaeT HeraTHBHOE
BJIMSIHUE Ha OKPY2KAIOLLYyI0 Cpejly;

- IoTpeOUTE/IM B HACTOsILLEee BpeMsl
NIPENOYUTAIOT OCO3HAHHOE UCTTOJb30BAHHE
NpPeAMETOB Au3aliHa, CO3aHHbIE C yYETOM
NPUHLIMIIOB YCTOHUUBOCTH;

- arcalKJJAMHT MpejiaraeT KpeaTuBHbIe U
9KOJIOTMUHbIC PeLeHHs I13aliHa, BbIpaKas
UHJMBULyaJbHOCTb [1OTpeOUTEIS;

- arcalKJJAMHT UCMOJb3YET BTOPHUHbIE
mMatepHasbl, TeM CaMbIM BHOCS BKJIAJL
B COXpaHeHHe PeCypCoB IJIaHeThl U
npejoTBpallasi yrpo3y ucuepraHus;

- GJ1arofapsi ancalkJIUHIY OBbILLIAeTCs
MH(OPMHUPOBAHHOCTb, OCBEIOMJIEHHOCTD
notpebuTeel 0 LUKJIE XKU3HU MPEIMETOB
rapaepo6a  CyllleCTBOBaHHH MpobJieM
yIpaBJieHUs1 OTXOAMH. DTO BOCIUTHIBAET Y
HHUX H3OUPATEJILHOCTD MPH MPUOOPETEHHH
TOrO MJIM MHOTO TOBapa.

Kpowme Toro, nccienoBanue arncaikjiuHra
CNocoOCTBYET CO3IAHUIO0 YCTOHUMBBIX
Mojiesiell oTpeOJIeHUs U TPOU3BOJICTBA, a
TakKKe MOUCKY HHHOBALIMOHHbBIX pellieHUH B
yrpaBJeHnl NPUPOJHBIX pecypcoB. [laHHas
TeMa UCCJIe0BaHUA aKTyaJllbHa B TAKHX
cdepax Kak NpOMbILIJIEHHOCTb, IU3aiH 1
MOJIa B paMKax 0CO3HAHHOTO MOTpeOJIeHUS.

AKTyasbHOCTb HCCJIEIOBAHUS
ancanKJ/MHra ¢ KaxK/ibIM JIHEM
YBEJIMUMBAETCSI 110 CJIEIYIOUIUM MPUUHHAM:

- IpoGJieMbl C U3MEHEHHEM KJIMMaTa
1 OKpY2Kalolllel cpefibl oKasaJu
COMHUTEJIbHOCTb TPAJIULIMOHHBIX CITOCOO0B
notpebJieHUs U TPOM3BOJICTBA, TOIJIA KaK
arncalKJ/MHI 1aeT aJbTepPHATHBHOE pellieHHe
— ¢11oco6 MOBTOPHOI0 UCIMOJb30BAHUS
MaTepraJsioB, CHUKEHHE NOTPeOHOCTH B
HOBBIX pecypcax U COKpallleHHe OTXOJOB;

- anCalKJMHT, YUUThIBas
NoTpeGHOCTH KIMEHTOB B YHHKAJIbHOCTH
1 MHMBUYaJIbHOCTH, CO3/1aeT
NepCcoHaNM3UPOBAHHBIE BELIH, YTO SIBJISIETCS]
BesSIHHEM COBPEMEHHBIX TeHJIEHIIHH;

- Ha (D3UIH- pbIHKE MOBBIIIAETCS
MHTEpPeC K yCTOHUMBOMY Pa3BUTHIO B
mojie. Jluzarinepbl  MojiHble GPEH/IbI B
CBOMX KOJWIEKLHSIX HCTTONB3YIOT 3J1€MEHThI
ancaikJ/auHra, KoTopble siBJsIOTCS
MHMKATOPOM aKTya/JbHOCTH AAHHOTO
HanpaBJeHUs B HHYCTPUH;

- B BeK LIM(POBU3ALUH aTICAUKJIUHT CTaJl
Hanb6osee SPPEKTUBHBIM U TOCTYTHBIM.
[{nudpposbie TexHosornu, 3D-nevats,
MCI0JIb30BAHUE OPraHUYeCKUX OTXOJI0B
KaK 9JIeMeHTOB OMOIM3alHa U ApyTHe
MHHOBAILIMK — MO3BOJISIIOT PACIIHPUTD
BO3MOXKHOCTH arCalKJIMHIa;

- aNCaMKJIMHT IEMOHCTPUPYET
6epexKIMBOe OTHOLIEHHE K PUHAHCOBBIM
pecypcam 3a cyeT yjielleBJAeHNs] CTOUMOCTH
MaTtepraJioB, MOCPEACTBOM BTOPUUHOTO
MCMOJIb30BAHMST. DTO BBIFOIHO /IS
9KOHOMMKH B JIOJIFOCPOUYHOH MEePCIeKTHBE;

- B HEKOTOPBIX CTPaHax BBOASATCS
3aKOHbI M MIPABHJIA 10 YPEryJUPOBAHHUIO
9KOJIOTMUECKON CUTyauuu. B cBsisu ¢
TUM arcankJAMHT, MOKET ObITh, OJJTHUM U3
peleHni JaHHbIX TPoGJIEM JIJIst MHOTHX
MPOU3BOJICTB B HHLYCTPHUU MOJIbI;

- Bce 6OJIbllIe BOJIOHTEPOB, AKTUBHCTOB
1 noTpebuTeIel PU3bIBAIOT KOPIopaLuH K
OTBETCTBEHHOMY MOJIXO/ly B IPOU3BOJICTBE.
AncaifiK/JIMHT MO2KeT CTaTh OHUM H3
NpHeMJIEMbIX CIIOCOGOB YI0BJIETBOPEHHUS
3TOro 3amnpoca.

Takum o6pasom, Hallle UCcCieloBaHUE B
00J1aCTH arncalKJINHTa KpaiHe akTyaabHO
1 BaXKHO /151 UMEHEHHUs PyHKIMOHA A
MHILyCTPHH B CTOPOHY OoJiee yCTOHUMBOTO
pa3BUTHSI.
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MeToabl

Bo Bpems nanHoro nccienoBanus

ObLIM UCIOJIb30BaHbI TAKHE HAyUHbIE
MeTOJIbl, KaK KOMILJIeKCHasl MEeTO0JIOM 1S,
BKJIIOUAIOLA51 TEOPETHUECKOE OCMBICIEeHHE
(aHaJsiorusi, CHHTE3, aHaJIU3, CpaBHEHHE,
abcTparupoBanue, 0600611eHue,
KOHKPETH3alHsl ) U SMIMPHUECKOe
onucanue (H3yuyeHue u 060011eHHE OMbITA,
U3ydeHue JIUTepaTypbl, pe3y/bTaToB
nesTesbHOCTH, HabJoneHue ). B xone
MCCJIeI0BaHUST UCIIOJIb30BaHbI MUPOBbIE

M Ka3axcTaHCKHe JaHHble CTAaTUCTHKH 110
NPEeINPUATHAM U OPraHU3alMsM HHILYCTPUH
MO/Ibl, Pe3yJibTaThl UCCJIEIOBAHUMN YUEHbIX
B 06J1aCTH JIErKOH MPOMBILIJIEHHOCTH,
MO/Ibl, T3aliHa, KOTOpbIe, B CBOIO OYepe/lb,
COCTaBHJIH HH(DOPMAIIHOHHYIO OCHOBY
MCCJ/Ie10BaHUS.

Reet Aus, Harri Moora, Markus
Vihma, Reimo Unt, Marko Kiisa, Sneha
Kapur B niTusieTHeM Hccae10BaHUK
«Designing for circular fashion:
integrating upcycling into conventional
garment manufacturing processes» no
MCIOJIb30BAHHUIO alCANKJ/NHIA B IM3aiHE
¥ MeTOJIaX MacCOBOTO MPOU3BOJICTBA
OJIe2K1bl, 0OHAPYKUIIH, UTO OCTATKH
HEHCIOJIb30BAHHON TKAHH COCTABJISIET
25-40% w3 Bceil TKaHM. DKCIePUMEHTbI
nokasa/u, 4to 50-60 % MoryT 6bITh
MCIOJIb30BAHbBI B alICAUK/IMHTE B HOBBIX
npeaMeTax onexbl (Aus 1).

Azni Hanim Hamzah, Nazlina Shaari
B coBMecTHO# ctaTthe «Upcycle Fashion
and Textile as Sustainable Business
Concept» npeacTaBu/n pesyJ/ibTaThl
UCCJIEIOBAHHUS HAYYHbIX CTaTel U3 6a3bl
Scopus n Google Scholar na npumepe
Masial3uiCcKUX uceaenoBanuil. Boisisuau 3
TEMbl arlCAHKJIMHT MaTepUaJsIoB MPOJIyKTa,
JIN3aH CTpaTeruu arcalkinuHra 1 OusHeca,
nosejieHue notpeduTesne. Jlanunie
MCCJIeI0BAHUS TOMOTYT MOHSATh POJIb
arncakJMHra B 6M3Hece U yCTOMYHBOM
passutun Manaiiauu (Hamzah 71).

Yuan Zhi B ny6mnukauuu «The Upcycling

and Reconstruction of Garments and
Fabrics» onucbiBaeT petpancdopmalinio
MCIOJIb30BAHHON ofexK/Ibl (Zhi 72).

B marucrepckoii quccepTaiid BHUMaHue
aBTopa Anna Carita Lohikoski «Revitalizing
Fashion» nanpassieHo Ha BHe/lpeHHe
MPAKTUKH arCakKJIMHTa B HHILYCTPUIO MOJIbI
W TTOHSITh CJIO?KHOCTH M (haKTOpbI ycriexa
B TpaHchopMaliu pou3BOJICTBA
(Lohikoski 1).

Jennifer Dares B cBoeMm nccsieioBanmu
«Fashion upeycling: the fashion upcycling:
the challenges, successes, and solutions
from a designer’s perspective» o6patiaet
BHUMaHHe Ha CTpaTeruueckue peleHust
komnanuu B Kanase, ncrnosibgyionine
arcaKJIMHT MOJIbl B CBOMX OM3HEC-MOJIEJIsIX
(Dares 1).

B crarbe rpynmner aropos Anténio Dinis
Marques, Beatriz Moreira, Joana Cunha,
Sofia Moreira «From waste to fashion —

a fashion upcycling contest» ocHoBaHo

Ha y4acTHH JIBYX MOJIOJIbIX IM3aiiHEPOB
MOJIbl B TIPOEKTE arcaiK/AnHIa axe ecu
MHIyCTPHST MOJIbI HE TOTOBA K STOMY.
OcHoBHO¥ (oKyC Ha YCTOHYHUBBIX TTOAX0AAX
1 LIUPKYJIsipHOCTH. Bosiee oco3dHanHomy
MOTPEOUTEITIO MOJIbI HY>KHbBI HH(OpMaLIHSs
¥ 3HaHMS1 HA 3T TeMbl, YTOObI Tpe6OBATh
OTBETCTBEHHOCTH Y MOJIHBIX GPEH/IOB
(Marques 1063).

Anitha Balasubramaniam B cratbe
«Sustainable Fashion through Recycling
and Upcycling» ynensier BHUMaHue Ha
HeraTMBHOE BJIMSTHUE MHIYCTPHUH MOJIbI Ha
okpyxatolityto cpeny (Anitha 1).

Kirsten Koch B cBoeii cratbe «Clothing
Upcycling, Textile Waste and the
Ethics of the Global Fashion Industry»
MpeacTaB/sieT pedyabTaThl HAOMIOIEHHS
3a J1eATeIbHOCTBIO MPAKTHKOB TEKCTUIIS U
jquzarinepoB Hopoit 3enananu, KoTopble
MCIMOJIb3YIOT afiCalK/JIMHT, HECMOTPS Ha
M30JIMPOBAHHOCTD IAHHOTO pertoHa
(Koch 1).

CraTbsi-1ccyeoBaHle TPYIIbl aBTOPOB
Sara Li-Chou Han, Priscilla YL Chan,
Praburaj Venkatraman, Phoebe Apeagyei,
Tracy Cassidy, David J Tyler «Standard vs.



Upcycled Fashion Design and Production»,
OCHOBaHHasl Ha CPaBHUTEJLHOM aHaJu3e
npouecca NPoM3BOJCTBA CTAHAAPTHOTO
nM3aiiHa MOJbI M aliCauKJIHHTa, BHeC/Ia
CBOH BKJIaJl B U3yUYeHHeE LIHKJIHUECKYOH
skoHomukH (Han 69).

Hucceprauus Axel Lehtinen «Upcycling
— An analysis of opinions within the
fashion industry» ocHoBaHO Ha ryTyGUHHBIX
MHTEPBBIO ¢ MpoeccHoHasaMi pa3Horo
YPOBHSI HCIOJIb30BAHHUS arlCalKJIMHIa
B [TPOM3BOJICTBE U BbISIBJICHBI MyTH
COKpallleHHsT OTXO0B. Pe3y/ibraThl
M0Ka3bIBaloT, YTO XOTsl NepepaboTKa
Ha OCHOBE MPOU3BOJICTBEHHBIX OTXO/IOB
SIBJISIETCS 2KM3HECTTOCOOHBIM BAPHAHTOM
CoKpalleHus ob11ero o6beMa 0TX0/0B,
KpynHomaciitabHas nepepaboTka 0TX0/10B
B KOHIIE CPOKa CJIy>KObl 110K He SIBJISETCS
»)usHecroco6Ho# (Lehtinen 1).

PesynbraThl 1aHHbIX CTATEH U
JCCepTalli TOMOTYT He TOJIbKO
Jiyqle MOHATb BJAUSIHHE ancaikauHra
Ha MHIYCTPHIO MOJIbl, HO U MPEJIIOKAT
NpaKTHYeCKHE PEKOMEHIALUH /151
JIM3alHEPOB, MPOU3BOAUTEEH U
notpe6uTeied C Uesblo MOBbILIEHHS
YCTOHUMBOCTH OTPACIIH.

O6cyxaneHue

HcenenoBanus B 06J1acT yCTOHUMBOTO
pa3BUTHSI IM3aHHA MOJIbl CBUIETE/IBCTBYIOT
0 TOM, 4TO arcalKJUHT OIMH U3 HauboJlee
sthheKTUBHBIX MeTO/10B. Ju3atiHepol
MOJIbl CHUKAIOT YPOBEHb 3arpsi3HEHHUST
OKPYZKaIOLLEH Cpejibl U CO3al0T HEOObIYHbIE
JIM3aiiHbl, MOJIb3YIOLLHECs CIIPOCOM Y
notpebuTesel, MPaKTHKYIOLIUX OCO3HAHHOE
notpebJieHHe, YUCJI0 KOTOPBIX pacTeT ¢
KaK/JIbIM JIHEM.

B Hauuelt cTpane sTa Tema,
K COKaJICHHI0, HEeJI0OCTaTOYHO
uccaenosana. Tak, K. K. A6usnkanamosa
B uccepraunu «PaspaboTka MeTOAHKH
(opmupoBaHHst MHOTO(YHKIMOHATBLHOTO
rapaepo6a xKeHCKOU 0/1eK/Ibl Ha OCHOBE
MHHOBALMOHHBIX TEXHOJIOTHH» 06paTHa
BHUMaHHe Ha 9KOJOTHYECKHH MOIXO0/ K

MPOEKTUPOBAHUIO KOJIJIEKIIUH OJIEXKIbI.
Paspa6otana 6a3y JaHHbIX pallHOHAJbHBIX
KOJIIEKIIMH ¢ OCHOBHBIMH TPOEKTHBIMH
peLleHUsIMHU OJIEK/IbI JIJIs 2KEHIIUH
(AbusikanamoBa 6-8).

Adele Zavagno B aucceprannu
«Upceycling as a design strategy to
innovate fashion processes and create
a local value chain with the support of
digital technologies. The Offbeat District
case» paccMaTpUBaeT pas3Hble METOJIbI
ancafkJMHra B MOJie U LIMKJIHYHAs
9KOHOMHKA, OCHOBaHHAsi HA BO30OGHOBJIEHUH
pecypcoB (Zavagno 9-10). B coBmecTHo#
cratbe «Clothing Sustainability and
Upcycling in Ghana» uccaienosaredeit
Alberta St. John James u Anthony Kent
npeacTaB/eHbl MOJXO] allCAlK/INHTA U3
ycTorunBoro passutusi B Appuke (I'ana)
(James 375). I'pynna uccnenosatesed lan
Phau, Olamide Oluwabusola Akintimehin,
Sean Lee B craTbe «Investigating
consumers’ brand desirability for upcycled
luxury brands» uayualoT uHTepechl
noTpeGUTe IS HA arCalKJIUHT JIIOKCOBbIE
Ju3aiiHepcKue pybGalllki Ha puMepe
6penna Burberry (Phau 523). Jloknan
Diana Machado, Marisa R. Ferreira,
Amélia Carvalho, Alexandra Brag
«Fashion Upcycling and Social Impact:

A Case Study» nocssiiieH 1esTe/IbHOCTH
HEKOMMEPUECKOH OpraHu3aliiu, U3ydeHHuio
KeHCOB, MOJI0KUTEIbHBIM U OTPULIATEIbHBIM
MOMEHTaM arcaiKjauHra B MOJIE U BJIMSHUS
Ha counym (Machado 319).

Anne Peirson-Smith, Jennifer B
COBMeCTHOH cTaTthe «Transforming
Sustainable Fashion in a Decolonial
Context: The Case of Redress in Hong
Kong» olileHHBaIOT 9KoJ0THUECKHEe
TMOCJ/IE/ICTBHS HCIOJIb30BAHHSI METO/IOB
YCTOMYHMBOIO PA3BUTHS B U3aHHE MOJBI.
ABTOpBI aHAIM3UPYIOT COKpallleHHe
OTXOJIOB, SHEPreTHIECKHE 3aTPaThl
W BJIMSIHME HA KJIMMAT, B YCJOBUSIX
MOCTKOJIOHUAbHOTO ['OHKOHTa ¢
HaMepeHUeM BHEJIPEHHUS STUX TPAKTHK B
unaycrputo (Peirson-Smith 921).
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Debbie Kirsch B cBoefi nuccepraumnn
«The social impacts of the Circular
Economy in the Global South: Circularity
strategies and shared value creation
in fashion social enterprises» (2020)
coo6111aeT, 0 TOM, YTO COBPeMeHHast
MHIyCTPHST MOJIbl OCHOBAHA HA JIMHEHHbIX
OM3HecC-TMoIX0/1axX, UTo BJeyeT 3a COO0H
BpeJl OKpYy2Kalollei cpejie 1 0OLIECTBY.
ABTOp npeyiaraet MoBceMeCcTHO BBECTH
MPUHLIMITBI LMPKYJISIPHOH SKOHOMUKH,

T.K. OHH CIOCOOCTBYIOT GJIar0NnoJydHOMY
ycrorunBomy pazsurtuio (Kirsch 1).

Tracy Diane Cassidy, Sara Li-Chou
Han B rnaBe «Upcycling fashion for mass
production» u3 kauru «Sustainability in

fashion and textiles» ananusupytot nporece

arcakJIMHra 1 pejiaraioT 1Jisi MacCoOBOTO
MPOM3BOJICTBA KAK OJIUH U3 CI10COO0B
nepepaboTKH OCTATKOB TKAHH B HOBbIE
MOJIHbI€ TTPOJIYKTbI C BLICOKOH 1IeHHOCTbIO
(Cassidy 148).

Sara L.C. Han, Priscilla Y.L.Chan,
Praburaj Venkatraman, Phoebe
Apeagyei,Tracy Cassidy u David J. Tyler
B craThe «Standard vs. Upcycled Fashion
Design and Production» nnentuduunpytor
OCHOBHbIE Pa3JIUUMs MEKIY TPATUIIMOHHBIM
MPOM3BOJCTBOM JM3alHA MOJIbI U
arcaliKJIMHra B rpoliecce Mpou3BOJICTBA, C
11€J1bI0 TOMOYb MalITaGUPOBAHHIO (PIIITH-
arcavik/uira B Besimko6puranuu n BHeCTH
BKJI1aJl B CTAHOBJIEHHUH LIMPKYJISIPHOH
skoHomuku (Han 70).

Reet Aus, Harri Moora, Markus
Vihma, Reimo Unt, Marko Kiisa & Sneha
Kapur B ny6snkauun «Designing for
circular fashion: integrating upcycling
into conventional garment manufacturing
processes» CyMMHPYIOT pe3yJibTaThl
MATHJIETHETO MPAKTHYECKOT0 HCC/IEI0BAHUS
00 MCNoJIb30BAHUH alCalKJIMHTA B
MaccoBOM TPOU3BOJICTBE O/ICK]IbI.
AheKTHBHOCTb ITOrO MOJX0/IA OMHCAHO

Hyepes aHaJiu3 reiepatyu M NoTeHluHaJsbHOro

UCTOJIb30BAHUS PA3JIMYHBIX BUIOB
OCTaTKOB TKAHHU OT MPOU3BOJICTBA OJEXK/IbI.
Pegysbrathl JaHHOTO HCCaeI0BAHUSA
MOKAa3bIBAIOT, UTO B 3aBUCHMOCTH OT

pasmepa paGpuKH BeJIMUHHA TEKCTHIbHBIX
OTXOJIOB B CPEJIHEM BapbHpyeTcsi OT 25
110 40% Bceil uCnob3yeMoli TKaHH.
DKCMepUMEHTHI TTOKA3bIBAIOT, YTO OKOJIO
50% 3Toro MaTepHuaJa (TeKCTHIbHBIX
OTXOJIOB ) MO2KET ObITh HCIOJIb30BAHO B
CO3/IaHUH HOBBIX MIPEIMETOB Tapaepobda

C NMOMOLIBIO arcalKIWHra 1 1axe

moxket joctirath 80 %. Buenpenue
aricaiiK/JiMHra Ha MPOMBbIIIJIEHHOM YPOBHE
TpebyeT NMPO3PauHOCTH HHLyCTPHH,
TaKXKe BaXKHO 3aMeTHTh, UTO Mpolece
arcanKJMHra Au3aiHa MOJbl OTJIMUAETCS]
OT TPaJIMIIMOHHOTO METOJ1a M3aiiHa,

T.K. H3JIeJIHE CO3JAETCsI B COOTBETCTBHH
C mapaMeTpaMi OCTAaTKOB BTOPHUYHBIX
marepuaJioB (Aus 2).

PesynbTathl uccnepoBaHus

Ancaiikmunr (ot anra. upeycling) — 3T0
MIOBTOPHOE HCIOJIb30BaHHE Of1EXK/Ibl, 00YBH
1 aKkceccyapoB B IpeoOpa3oBaHHOM BHJIE.
Ancaiik/JIMHT BO3HHUK JIABHO, HAUOOJIBIIYIO
nonyJssipHocTh npuo6pest ¢ 2000 rona.
OnHuM U3 SPKUX MpeacTaBuTes el B
BBICOKOH Mojie siBJisieTcst qu3arinep MapTun
Mapxena (benbrusi, 80-e rospr).

Ecau o6paTutbes K HCTOPUN
pasBUTHS aNlCAaUKJIHHTa (TBOPUECKOE
repeocMbIC/IeHHe ) 10 pa3BUTHSI MACCOBOTIO
MPOU3BOJICTBA LIEJIbIO SIBJISJIAC
HEXBAaTKa PeCcypcoB, a nocje — Ha060poT
Ha0J1t0/1aeTCsl epernpor3BOACTBO,
YTO OKasbIBaeT rnaryoHoe BJMsIHUE Ha
OKpyzKaloliyto cpey (cMm. Taba. ).

Ancarikmunr B Kazaxcrane, K
COXKaJIEHUIO, HAXOJUTCS Ha CTaIMU
3apoxaeHus. [TepBble 1aru B Tom
HarnpasJjeHuu Hauaauck ¢ 2020 rona.
OcHoBHasi IpUYKMHA B TBOPUECKOM
CaMOBbBIPAXKEHUH MOJIOJIbIX IM3aHHEPOB U
3abota 06 okpyxKatoiiiei cpene. Caeyet
oTMeTHTb JiesiTesnibHocTh Upceyceling Fashion
Lab B 3TOM HanpaBseHnH, OpraHi30BaHHOH
2021 ronmy B r. AMaThl B paMKax ILIKOJIbI
COBPEMEHHOr0 UCKyCCTBa U HayKu Art
Collider. lanHbiii MpoeKT 3aHUMAaETCs
opraHusauuei mactep-KJ/aaccos,



Ta6n. 1. 06beM O0TCOPTUPOBAHHBIX 0TXO0A0B. B pa3spese BUAO0B 0TX0A0B (TbIC. TOHH)
(«3enénbiii» nporpecc 1)

Bcero Poct k utory Longa ot PK

2022 2021 2021 2022 2021
Bcero 12238 1191,7 102,7% 32,1 100,0% 100,0%
OTxoAbl NNacTMacchbl, NnacTmka,
nonuaTuneHa o o o
W nonuatuneHTepedTanatoBas 1485 158,2 93.9% -9.7 12,1% 13,3%
ynakoBKa
M ’
B /P, KAPTOM H OTXOAY 139,8 1528 | 91,5% | -12,9% | 114% | 12.8%

yMaru

MNuiesble 0TX0Ab! 45,5 35,9 126,6% 9,6 3,7% 3,0%
Creknoboit 40,8 83,8 48,6% -43,0% 3,3% 7,0%
[epeBo, nucTbs 29,3 29,3 100,0% 0,0 2,4% 2,5%
JloM UBETHbIX U YepHbIX o o o
METasIoB 15,0 21,3 70,7% -6,2 1,2% 1,8%
Opexnaa, TeKCTUNb 10,3 5,5 187,7% 4,8 0,8% 0,5%
WwnHbI 2,6 1,9 138,1% 0,7 0,2% 0,2%
DNEKTPOHHOE U 3NEeKTpUYeckoe o o o
060pyaoBaHMe 0,2 0,1 141,5% 0,0 0,01% 0,01%
Mpoune oTxonbl 7917 702,8 112,6% 88,9 64,7% 59,0%
Pacuetbl Ranking.kz Ha ocHoBe
DaHHbIX Bropo HauuoHanbHoM
ctatuctnkmn ACIMuP PK

MPOCBETUTENBCKOH IEATENBLHOCTBIO B
dopme Workshop. Murepec k nannomy
npoeKTy nposiBui 6osiee 50 yuacTHUKOB
¥ npejicTaBuId u3BecTHbix CMU,
KOTOpPbIE CTaJM YCIELIHO MPUMEHSITh
arncauKJIMHT B MOBCEHEBHON KM3HH.
[o6anbHOE IBHAKEHHE 110 YCTOHUHBOMY
pasBuTHio Mojibl «Fashion Revolution
Week Kazakhstan» opranusosad cepuio
NpsIMBIX 9(MPOB ¢ MpHUTJIALIeHHEM aBTOpa
npoekra. Mycaxanosa yKanesb nojesnunach
MHpopMauHei o BaXKHOCTH BTOPHYHOTO
MCIMOJIb30BAHUS OJIEXKIbl, aKCECCYyapoB U
JIPYTHUX 9JEMEHTOB rapjaepooa.

OcHoBatesb 6penna “Redo.Upcycle” (r.
Anmarel, 2022 r.) lnnapa Bucenranuesa
MCI0J1b3yeT BTOPUUHYIO TepepaboTKy
B CBOMX H3JIE/IUSIX: CYMKH U3 JPKUHCHI,
JKaKeTbl, 0OKH, MJIaThsl, pyOalliki, HMeeT
BUHTaKHBIF MarasuH.

[Tpoekr “Beena_style” (r. AnmaTbl,
2021 r.) npuaaeTt HOBYIO XKM3Hb CTAPbIM
JICKOPUPYS! BLILIMBKOKH, 0OHOBJISIST KPOH.

['no6anbHoe ABHKEHHE MO OCO3HAHHOH
mojie «Fashion Revolution Kazakhstan”
(onnaiin, 2019 r., koopaunatop Aiirepum
AkeHoBa) MPU3BIBAIOT K OOJIbLLIEH
MPO3PAauHOCTH, YCTOHUMBOCTH H ITHKE B
MHITYCTPUH MOJIBI.

[Tpoekt «Ekinshi.custom» (r. Anmatbl,
2020 r., aBTop Asin MapoKKaHCKHii )
HarpasJeH Ha KACTOMHU3ALIMIO OJIEK/Ib
(non6op Bellel, HHANBUIYaJIU3aLHs]

MOJL JKeJIaHHe MOTPEOUTE/IsT C MOMOLLBIO
MOJPYUYHBIX MaTePHAJIOB: JIOCKYTKH TKaHH,
KPACKH U HUTKH ).

Ancaiiknunr-6penn «Andzhidesign» (.

Anmater, 2020 r., ocHoBaTe b AHresinna
Ten) coznaer KopceThl H3 BTOPHUHBIX
MartepHaJsioB, 3aHHMAeTCsi H3TOTOBJIEHUEM
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arncaKJIMHT-MTHLKAKOB, NIepeKpauBaeT
CTapylo OfIe’KIy U HAHOCHT JIEKOp KpacKaMu
WJIU BbILLIUBKOMU.

Ta6n. 2. SWOT-aHanu3 ancaikauHra

CunbHble CTOPOHbI Cnabble CTOPOHbI

*3KONOMMYHO *TPYLHO BHeApUTb
B MaCccoBoe
NpOM3BOACTBO
eTpebyeT 60MbLIMX
(PUHAHCOBBIX BNOXEHUM

Bo3moxHoCTH Yrpos3bl

*MOXHO *60/bLIOE KONMYECTBO

MCNonb30BaTh BO BCEX | OTXOA0B

*NPOM3BOACTBAX U «OTCYTCTBHE

COKPaTUTL KONMYECTBO | 60pyn0BaHMS

pacxonoB
eHEXBaTKa
cneuManuncToB

lunomesa. AncaikyiHT Gy1eT OHUM
13 OCHOBHbBIX H 3PP EKTUBHBIX METOIOB
CHUKEHHSI 9KOJIOTHUECKON Harpy3KH Ha
TJIaHeTy, MOMOraeT CIKOHOMHTb pecypehl
3eMJIu 1 OusHeca.

B 90-e rogpt XX Beka B MHLyCTPUH
MO/Ibl BO3HHKJ1a BTOPHYHAs nepepaboTKa
(pecatikiunr). Bmecte ¢ Tem Gaaroaapsi
NeSTe/IbHOCTH SKOAKTUBUCTOB,
MOMYJISIPHOCTD arcalK/JInHIa NPOLOJLKUIA
pactu. OaHaKo, TEHAEHLMS 0CO3HAHHOTO
notpebJieHnst (aHTH-KOHCbIOMEPU3M ) B
COBpeMEeHHOM obLlecTBe HabJo1aeTcst
He BO BCEX CJIOSIX HAaceJsIeHHUs], B CBSI3H
¢ npeoGJ/aaHueM KarnuTaauCTHIeCKOH
CHCTEMBI.

['To nanubIM 3Ko-uHULMATUBLI « Waste
reduction week Canada»:

B MUpe HaOJII0aeTes yBeJHUeHHe
00beMa MPOU3BOJICTBA TEKCTUJIbHBIX
uznenunii. B Toxke Bpemsi ee ucnosib3oBanue
cokpatuioch Ha 36 %, a 85%
OTNPABJISETCS HA MYCOPHbIE MOJIMIOHBI.

CpenHecTaTUCTHUECKHI YeTOBEK
MOKYIaeT Ha 60 % GoJIblIIE OEHKIIBI, UEM
npeblaylide MOKOJEHHUSI.

[ToTpe6uresiu o BceMy MUPY MOKYMAIOT
npumepHo ot 14 1o 19 Mmusnnapaos nap
0GYyBH B TO/L.

Kananup! B cpennem npuo6petaior 70
HOBbBIX BUJI0B OJ1€2K/Ibl B TOJL

(Waste). 9o cBuneresbeTByeT
0 Upe3MepHOM NoTpebJIeHHH Cpen
HaceJsienus. J1jist cokpallieHHst 0TXO0B H
MHHHMH3aLUK 3arpsisHeHUsT OKpYKalollen
cpe/ibl He0OXOMMO HCIT0Jb30BaTh
HaTypaJibHble MaTepHallbl.

Kaxyio MUHYTY Ha CBaJIKH
oTnpasJsiores 60 MycopoBo30B ¢
TEKCTHJIEM.

[To naHHBIM CTATUCTHKH BO BCEM MUpe
npousBoaAT 6odiee 80 MUJIMAPIOB €IMHHLL
HOBOH OJ1e2K/1bl B I'OJl, BCJIEACTBHE Yero
LIBEHHAS IPOMBILLJIEHHOCTD CTaJ1a OHUM U3
KPYIHEHILIHUX 3arpsA3HUTE el OKpyzKatoLLeH
cpejibl.

JlokazaHo, 4To B CpeiHeM, JIIOJIH HOCAT
TOJIbKO MOJIOBUHY U3 BellleH, KOTOpble
nokynatot (Waste).

Camblil KpyMHbIH 3arpsI3HUTEb MJIaHEThI
nocJie He(TSHOM MPOMBILIIEHHOCTH -
MHJyCTPHs MOJIbl. ExKeroiHo npousBoanTest
92 MUJITHOHA TOHH TEKCTHJILHBIX OTXOJIOB.
Wupycrpust Mozl oTBeTcTBeHHa 3a 10 %
BCEX BbIOPOCOB MAapHUKOBLIX a30B B
MHpe, OKa3blBasi BJAUsIHAE HA H3MEHeHHe
Kanmara. Kaxkbiii roj1 mpou3BognTCst
100 mMusiMapaos HoBbIX uaneanit. 20 %
MPOU3BOJCTBEHHBIX CTOYHBIX BOJL OT
MHIYCTPUH MOJib. J1J151 TpOM3BOJICTBA
OJIHOH XJI0MKOBOH (hyTHosKK yxoauT 2700
JINTPOB BOJIBI. 57% BbIOPOLLIEHHON OJ1E2KIIbI,
OTNpaBJsIeTCs Ha CBAJIKY, 25 % O0TX0/I0B
yHHuTOKaeTCsl. Onexia U3 CUHTeTUYeCKUX
BOJIOKOH (TOJIM3CTEpP, aKPHJ) OTBETCTBEHHA
3a 60% nokynok. CHHTeTHUeCKHe BOJOKHA
pazaaratotest ot 80 1o 800 pas jodbilile,
yeM HaTtypaJibHble, HapUMep, XJIOTOK (CM.
TabJ/1.3).

PacemoTpuM cTaTHCTHKY Ha pUMepe
Benukobpuranun. Kaxnbiit 6putanels B
cpeliHeM BbIOpachiBaeT OJIMH KHJIOTPaMM
TKaHU B FOJl, CEMb KMJIOTPAMM TEKCTHJIbHbIX
OTXOJIOB HAMpPaBJISIETCS HA CBAJIKY.

Kpowme Toro, na ceasky nonanaet 30 %
HexKeJaHHbIX Belllel. Kaxbiil ro
OpUTaHIbl BbIOPACHIBAIOT B MyCOPHbIE
6axu 300 TbICAY TOHH CTapOH OfEK/IbI
1 OJIEX]ly, TPUMEPHO CTOUMOCThIO 140
MHUJIJTMOHOB (DYyHTOB CTepJIMHTOB. B



Tabn. 3. CTpaHbl, npoussogsduime exxerogHblie TeKCTU/IbHbIE OTXO0Abl

HazBaHue cTpaHbl Kon-Bo 0Tx040B (TOHHbI)
Kutan 20 MAH.
CLLA 17 mnH.
NHona 7,8 MnH.
Utanus 465 925
[epMaHus 391752
®paHums 210 001
Benukobputanus 206 456

Bpuranuu nepepatarnisaetcs menee 20 %
MCIOJIb30BaHHOM ofexk/ibl. 1o Beeil cTpaHe
KaxKyt0 MUHYTY MOKYNaeTcst 2 TOHHbI
onexnpl. CpenHuit GpUTaHel] TpaTUT
Ha HoByto ofiexy 980 pyHTOB CTEpPJIHHIOB
(Fashion Waste 1).

CaenoBaTesibHO, YCTOHUMBOE Pa3BUTHE
B MHJIyCTPHUH MOJIbI COCTABJISIET YKH3HEHHYIO
HeoOX0MMOCTb B JI0JITOCPOUHOH
MepCreKTHBE C MO3ULUH COLMATbHON
OTBETCTBEHHOCTH U 9KOJIOTHH.
B 1o :xe BpeMmsi cosnaeT HOBble
BO3MOKHOCTH JI/Is1 PA3BUTHS MHHOBALIUH,
CO3JIaHM$1 U3NEJIUH JIydllIero KayecTBa
1 0O0beIMHEHUS YCUIIUH IM3ailHEPOB,
notpeOuTeNell U NpernpusTHi
B CTAHOBJIEHUH LIUPKYJISPHOM
9KOHOMHUKH.

B HayuHbIx JjabopaTopHsix
CuHrarnypa 1 B 04eHb Pa3BUTBIX CTpaHaX
BO3MOZKHO 11eJ1aTh 3D -npuHTHpOBaHHe
13 arcaiKJIMHTOBbIX MATEPHAJIOB.
B nacrosiiiee Bpemst 3D-npuHTHpOBaHHE
MCIO0JIb3yeT HOBble CHHTETHUECKHE
marepuaJbl. [ToaTomy 3T0 HE3KOJIOTHYHO.
BoamoxkHO, B Oyj1yliieM HOBbIE TEXHOJIOTHH
Oy/lyT MUCMOJIb30BATh HATypaJlbHble
arncafKJHHIOBblEe MaTepHaJIbI.

[Tocaenytolme neesenoBanus
YCTOHYHUBOTO Pa3BUTHS B HHYCTPUU
MOJIbI MTOBJIEYET 3a COOOH pa3pabOTKy
HOBBIX TEXHOJIOTHH, METOJIOB
NPOEKTUPOBAHMS U yCIIellIHOe BHEJIpeHHE B
MPOU3BOJICTBO.

OCHOBHbIE MONOXEHUSA

B nanHom uccienoBaHuu paccMaTpUBaloTCs
CJIelyIOIHEe OCHOBHBIE TTPUHLIHITBI
YCTOHNYMBOIO Pa3BUTHSI MHIYCTPHUH MOJIbI U
ancank/JMHIa Kak BaxKHOH COCTaBJIsIIOLIEHN:
MHHOBALMH B IN3aiiHe, 00pa3oBaHue
notpebuTesiel, pacCMOTPEHHE BCETO LIMKJIA
YKU3HENEATEJLHOCTH MPOYKTa, JJOKAJbHOE
MTPOU3BOJICTBO, COKpaLIEHHE OTXOI0B,
JIOJITOBEYHOCTh MPOJyKTOB JM3akHa,
3THYHOCTb MPOU3BOJCTBA, UCITONb30BAHUE
9KOJIOTHYECKH YCTOHUMBBIX MaTePUAJIOB.

[IpumMeHeHHe STUX MPUHIIUITOB B
KOHTEKCTE HHyCTPUU MOJIbl TOMOKET
co3naTh 60Jiee YCTOMUUBYIO U
OTBETCTBEHHYIO HHIyCTPHIO HA MHOTHE
NOKOJICHHUSI BIIEPE]I.

3akKkawueHue

B peaysibraTte npoBeieHHOTO UCCIeI0BAHUS:
- BbISIBJIEHBI OCHOBHbIE HCTOUHUKH
9KOJIOTMYECKOTO BO3IEHCTBHS B MHLCTPUH
MO/Ibl ( HCTI0JIb30BAHHE PECYPCOB, BLIOPOCHI
1 06pasoBaHKe OTXOJIOB);
- IPOBEJIEH aHa/IU3 YCTOHUMBOCTH
pasJIMuHbIX OU3HEC-MojieJieH B
WHLyCTPHH MOJIbI ( LIUPKYJIsIpHAS
9KOHOMHUKA (1IUPKYJIsIpHAs SKOHOMHKA
npejlycMaTpUBaeT COBMECTHOE M0JIb30BaHHe
NPOJYKIIHEH U MOKYIIKY YCJIYT, a He TOBAPOB.
Marepuasibl UCMOJB3YIOTCS HECKOJIBKO
pas, Bellld PaCcCUMTaHbl HA JUIUTENbHbBIH
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CPOK CJTy2KObl ) H MOJXO/bl, OCHOBAaHHbIE HA
MPUHLIMIIAX aTlCARKJIMHTA );

- TIPE/ICTaBJIEHbl Pe3yJIbTaThl aHaIU3a
NOTPeOUTENLCKOTO MOBEJIEHHS 1
BO3/IEHCTBUS COLMANbHBIX MHUIIHATHB
(cnpaBeuIMBOE MPOU3BOJACTBO U
OTBETCTBEHHbIE LIEMOYKH MOCTABOK ) HA
YPOBEHb YCTOHYHBOCTH B HHLyCTPHH;

- yJleJIeHO BHUMaHHe KPeaTHBHbIM
MOJX0aM H HHHOBALIMOHHBIM PEeLIEHUSIM
B HHIYCTPHH MOJIbI: MCTOJIb30BAHUE
BTOPHYHbBIX MAaTE€PUAJIOB, arlCalKJIMHIa 1
MHHOBALIMH B TPOM3BO/ICTBE;

- BbISIBJIEHDBI TeKYIIIHe 1 Oy/yline
TeHJeHIMH B 00JIaCTH arncaikauHra 1
YCTOHYHUBOTO PA3BUTHS B MHIIYCTPUU MOJIbI U
MX MPOrHO3HPOBAHHE;

- chopMyIHPOBAHBI PEKOMEH/IALIUH 110
YJIYUlIEeHHIO YCTONUMBOCTH B MHIYCTPUU
MOJIbI;

- JlaHa olleHKa 3(PPeKTUBHOCTH METOJIOB
arcayKJIMHra B TPOU3BOJCTBE (3IIH-
VHJLyCTPHH;

- TI0Ka3aHo 3 eKTHBHOE BO3/IEHCTBHE
arcayK/JIMHra Ha CHUKeHHe 0611ero
9KOJIOMMUECKOTO CJ1e/la HHLYCTPUH MOJIbl
(yMeHblIE€HHE UCTI0JIb30BAHHS HOBBIX
MaTepHasoB, SHEPTHH U BOIHBIX PECYPCOB);

- UCCJIe/IOBAHbI KPEaTHBHbBIE MOJIXO/IbI
JIM3aHEPOB B HCMOJIb30BAHHH BTOPHUHBIX
MaTepHasoB U OTXOJIOB /s CO3/IaHHUs]
9KCKJIIO3UBHBIX MTPEIMETOB rapaepoba;

- I0Ka3aHO SKOHOMHYECKasi
3 PeKTUBHOCTD ancaikAnHra st 6M3Heca;

- UCCJIE/IOBAHO BOCIPUSITHE OOLLIECTBOM
JM3a¥riHa, Co3/laHHble C TOMOLIBIO
arcailKjvHra, ¥ BJHUsIHHE Ha NPUObLIb;

- yJleJIeHO BHUMaHKe
MHPOPMHUPOBAHHOCTH MOTpebUTE el U
NpeaCTaBUTe el HHIYCTPUN MOJIbI;

- MCCJIe/IOBAHbl HOBbIE TEXHOJIOTHH,
CNocoOCTBYIOILIHE allCAaUKJ/JIMHTY, TaKHe
Kak lrdpoBble TexHosMoruu, 3D-1nevats 1
JIPyrHe MeTo/Ibl ePEIOBOTO MPOU3BOJCTBA.

- IaHa OLIEHKA BJIMSIHUS arCaiK/JIuHTa
Ha yJIydllleHHe CPaBeAIHBOCTH U YCJIOBUH
TPYy/a B LIeNOUKe MOCTABOK MOJHON
MHIYCTPHH;

- IPOBEJIEHO cpaBHEHHE 3PPEKTHBHOCTH
arncalKJMHra ¢ TpaJHLIHOHHBIMH METOIaMH
NPOMU3BOJICTBA U [IM3aliHA B KOHTEKCTE
3aTpaT, KauecTBa U yCTOUUMBOCTH;

- IPEJICTABJIEHO POrHO3UPOBAHHE
Oy/lylllero pa3BUTHS arcalk/JIMHIa B AW3aliHe
MO/Ibl, BKJIIOUAsT 02KM/Ia€Mble TEHIEHIIUH U
BbI30BBI.

JlaHHble pe3yJibTaTbl, HECOMHEHHO,
CTaHYT OCHOBOH Ji/1s1 pa3paOO0TKH CTpaTerui
10 co3/laHuio HoJiee YCTOHUMBON MHYCTPHH
Mojibl. HeboJibliioe KosiMyecTBo KoMIaHH#
1 OPraHu3aluil B MUPe, MPAKTHKYIOLIHE
arncalKJIMHT U YCTOHYMBOE Pa3BUTHE,
SIBJISIIOTCS YACThIO MOJEJH LMPKYJISIPHON
9KOHOMHUKH. B Xojie 1aHHoro ucesieioBanusi
BbISICHUJIOCh, YTO aNCalK/JAMHT 3(pPeKTHBEH
Ha 3Tarne Mpou3BOJICTBA [IPH YCJIOBHH
MCI0JIb30BAHUS OCTATKOB TEKCTHJIS.
Opnnako, nocJie nonajaHus B joma
norpeduresell MaciTabHoO He Tak
s¢dekrrBeH. B nepcrnexktuBe nmeer
CMBICJI BHEAPUTD allCalKJIMHL Ha oTarne
NPOMU3BOJICTBA B KPYIHEHLINX KOMITAHHUSIX
MHIYCTPUH MOJIbL. DTO OyzieT HauboJsee
NPaBUJILHBIM LLIATOM B J1eJIe COXPAHEHHUS
OKPY2KaIOLLEH Cpelibl U yCTOUUHUBOTO
pasBUTHSI.

Beisodvt. Vicxons us 3anay
UCC/Ie/I0BAHUS [TPeyIaraloTcsl cyelytolme
BBIBOJIbI:

- BAXKHOCTb YCTOHYMBOIO PAa3BUTHSA B
UHILyCTPUH MOJIbI;

- 3KOJIOTHYECKAst OPUEHTUPOBAHHOCTh
JUIsl IM3aiHePOB;

- IPUMEHEHHE arcalk/JAUMHra B
TEKCTHJILHOHN UHLyCTPHH;

- HHHOBALMOHHbIE MaTepHaJlbl;

- KJIKOUEBAast POJib AU3ANHEPOB;

- CripaBeJInBble YCOBHS TPYAA;

- OCO3HaHHOE MoTpelbeHHE;

- HHHOBAUMOHHbIE MOJlesIM OU3Heca,

- MOBbIllIEHHE OCBEIOMJIEHHOCTH B
00I11eCTBE;

- ry106adibHbIF XapakTep npooJieMbl.

OcHoBBIBasICh Ha BbIBOJIAX
UCC/Ie/IOBAHU, TTpejiaraeM cjeayoLine
NPaKTHYECKHE PeKOMEeHAaLHH:

* MOJIEPXKUBATH HHHOBALMH,



1ce/1eoBaHus U pa3paboTKH HOBbIX
TEXHOJIOTHH B 00JIaCTH YCTOHUMBOTO
Pa3BUTHS HHLYCTPUU MOJIbI C TIOMOIIIBIO
rOCy/lapCTBEHHbBIX PAHTOB, MHBECTULIMH U
KOHKYPCOB;

* pACIIMPSITL TPOrpaMMbl B 001aCTH
YCTOHUMBOTO PA3BUTHSI HHJIyCTPUU MOJIbI /151
Pa3BUTHS CO3HATEJLHOCTH MOTpedUTEeH,
[IPOU3BOJUTEJIEH, IU3AUHEPOB;

* HeOOXOJIUMO PAa3BUBATh U BHEIPSITH
CTaH/APThl YCTOMUHBOCTH H CUCTEMbI
cepTHUKALMH /IS SKOJOTHUHBIX
MaTepHasioB U OU3HeC-Mojies1el B 00J1aCTH
(h3UIH-UHYCTPUH, UTO BKJIIOUAET B ceOsi
3 DeKTUBHOE HUCMOJB30BAHHE PECYPCOB H
COKpalleHHe 0TXO/I0B,;

* C1I0COOCTBOBATH MUPOBOMY
COTPYHHUECTBY: JIJIsl COBMECTHbBIX YCHUUN
B Pa3BUTHH ANCAUKJIMHIA MTOOUIPSTh
co3JiaHue MapTHEPCTB MexK1y OpeHIamMH,
NPOU3BOJIUTEJISIMU H FOCYaPCTBEHHBIMU
opranamu. BaaumoneiictBue 3Tnx
CTPYKTYP YCKOPHT MPOLECC BHEJIPEHUST U
pacrpocTpaHeHust yCTOHYHBbIX PAKTHK B
MOJIHYIO HHIYCTPHIO;

* [IPOBOJIMTH MEPOTTPUSATHSI 110
MOBbILLIEHHE OCBEIOMJICHHOCTH 00
arncalKJIMHTe Cpeli oTpeduTeIeH,
CTHMYJIMPOBATH CIPOC HA MPOYKIMIO C

MCIOJIb30BAHHEM METO/0B AlNCalKJIMHTA,
croco6CTBOBATH POPMHUPOBAHHIO
MO3UTUBHOTO B3IJIs11a K YCTOHUHBBIM
NpaKTHKaM;

® YCHJIUTb POJIb TOTPEOUTEJIS;

e 06ecrneyuTb HeoOXOAUMY!IO
MH(PACTPYKTYpy A5 anlCalKIMHTa:
CO3/JlaHHe CeTel COTPYAHHYeCTBa,
NOJyIePKKA MECTHBIX MPEPUATHH U
pasBUTHE LEHTPOB cO0pa, NepepaboTKH U
pacripe/iesieHUst MaTepHaJloB;

* paspaboTaTh U peaJsiu30BaTh
00pa3oBareJibHbIe IPOrpaMMbl U
KypCbl MOBbILLIEHHST KBAJTHPUKALUH
U151 CIEeLHANMCTOB 110 HCOJb30BAHUIO
TEXHOJIOTHH ancaikJuHra B popme
00yyarolIuX MaTepHaJoB, CEMHHApOB,
MacTep-KJaccos;

* U1l KOMIIAHUH, aKTHBHO NPUMEHSIOLLHNX
ArNcalKJIMHT, BBECTH HAJIOTOBbIE JIBIOTHI,
CTUMYJIHPOBATh PAa3BUTHE HHIYCTPHH U
COZIeICTBOBATL MOTHBALMH OPEH/I0B K
YCTOHYMBBIM MPAKTHKAM.

JlaHHble peKOMeHIal1H 103BOJISIT
3¢ (eKTUBHO CO3/1aTh YCAOBUS /IS
YCTOHYMBOIO Pa3BUTHs HHIYCTPHUH MOJIbI
U MOBBICHTb OTBETCTBEHHOCTD Mepejl
00LIEeCTBOM H OKPY2KaloLLIeH Cpelo,
COKpalllasi HeraTHBHOE BO3/IeHCTBHE
MH]Ly CTPHH.
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MycaxaHoBa, YKaHesb

KHMMOIT YHnBepcHTeTiHiH ara OKBITYLIBIChHI
(Anmatbl, Kazakcran)

ANCAWUKJINHT CBH AU3ANHDBIHbIH T¥PAKTbI JAMY 3AICI PETIHAE

Anpatna. CaH MHAYCTPUACHI KA3ipri YakpITTa a/€yMETTIK KayanKepLUinikneH KaHe KopLuaFaH opTaHbl
KOPFayMeH TbiFbl3 6ainaHbICTbl. OPHLIKTbI AAMY XKaFdaiblHAA COH MHAYCTPUACHIHbIH, KOPLUAFaH opTara
Tepic acepiH KblCKapTyFa KabineTTi xaHa Tacinaep Tanan etineni. 3epTreyaiH MakcaTbl: KOpLUaFaH
OpTaHbIH 1acTaHy NpobnemManapbiHa Ha3ap ayaapy XXaHe 0/lapAbl LeLLY XXOAAAPbIH YCbIHY, ancakkaMHT-
LUbIFApMaLLbUIbIKTbI TaHbIMAN eTy. 3epTTeyae KeleHi afiCHaMaHbl, TEOpUSbIK NaibiMaaynap MeH
3AMMNUPUKANbIK CMMATTayAbl KAMTUTbIH FbTbIMK 34icTep KonaaHbinabl. CoH 6yiMbIMAApbIH eHAipy
OOMbIHLIA CTAaTUCTUKANbIK, MANIMETTEPLI, KEHIT @HEPKICiN, CaH, AM3aMH CanacbiHAAFbl FaNbIMAAPAbIH,
3epTTeyNEePiHiH HATMXENEPi NakaanaHbiAbl. 3epTTey anCaNKANHT COH AM3aMHbIH AAMbITYAbIH, €H TUiMi
aici 6onbin TabbinaTbiHbIH Aanengenai. On eHAipic apictepi MeH MaTepyanaapharbl MHHOBALMSNAPAbI
bIHTaNAHAbIPaAbl, COHAAN-AK, OPEHATEPAIH UMUOXKIH XKaKCapTyFa biKnan eTes,.

3epTTey HaTUXKECIHAE LMPKYNSPIIbIK SKOHOMMKA MOLENIH KaNbINTACTbipy XXSHE COH MHOYCTPUSACHIH
TYPAKTbl AAMbITY KQXKETTiiri aHblKTanabl. KnMMaTTblH ©3repyi npobaemMacbiHa Ha3ap ayaapblifbl XXaHe
OHbI LLeLLY XXon4apbl KepceTingi. AnCankanHr KanbiNTaCKaH XaraanaaH WbiFy aAicTepiHiH, 6ipi peTiHae,
YKbINTbl KAPbIM-KATbIHAC XXaHe BU3HEC YLLiH pecypcTapabl OpbiHAbI 6eny peTiHae epekiweneHreH. CaH
WMHAYCTPUACHI OHAIPICIHIH, ALUbIKTbIFbl MEH SAENTINIFiHIH, MaHbI3AbINbIFbl aTan eTiNg4i. ANCaUKANHITI
D3WH-UHAYCTPUSFA EHTI3Y XOHIHAE YCbIHbIC 6epinai. ANCaMKAMHITI CITTi XKy3ere acblpyablH, HEri3ri
3/IeMEHTTEpI AM3ariHepnepre MaTepuangapabl eHAEYAIH XXaHa 94iCTepiH y1MpeTyre, COHAAM-aAK, OCbl
canapa Taxipube anmacy ywiH nnatdopmanap Hemece anaHaap Kypyfa biknan eTyai KaMTybl MYMKiH.
3epTTey HaTUXKeNepi COH MHAYCTPUSACHI AM3aMHepepi MEH BHAIpYLWINepiHiH TaxipnbeciHe anCakkANHITI
€Hri3y 60MbIHLIA YCbIHbICTAPAbl 93ipaey YLWiH nanaanaHblnybl MyMKiH.

TyiiiH ce30ep: COH MHAYCTPUSCHI, ANCANKIMHT, TYPAKTbl AaMY, KanablKTap, An3anH

AnFeic: ABTOp 0Cbl MaKanaHblH, apTbIKLLbIbIKTAPbIH 6afanay KaHe KEMLUINIKTEPiH aHbIKTay YLiH
©3iHiH, KYLLi MEH KaCibu BiniMiH XXyMcafaH KYPMeTTi aHOHMMAi peLeH3eHTTepre i3ri pu3allbliblFbIH
6ingipeni.

Aaliekce3 ywiH: MycaxaHoBa, XXaHenb. KANCAWKIUHT COH AM3aMHbIHbIH, TYPAKTbl AAMY 94iCi peTiHae».
Central Asian Journal of Art Studies 7.9, N2 4,2024,273-290 66., DOI: 10.47940/cajas.v9i4.893

ABmop KOMmKa36aHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bI #aHe Myddenep KalilblibIFbl YOK eKeHOi2iH
Manimoedioi.
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UPCYCLING AS AMETHOD OF SUSTAINABLE DEVELOPMENT IN FASHION DESIGN

Abstract. The fashion industry is nowadays closely linked to social responsibility and the environment.
In the conditions of sustainable development, new approaches are required that can reduce the
negative impact of the fashion industry on the environment. The aim of the research: to draw attention
to the problems of environmental pollution and propose ways to solve them, to popularize upcycling
creativity. The problem of waste and recycling of materials is growing as a result of increasing
production and consumption of fashion items. Upcycling is a solution to these problems and a
promising direction: it helps to reduce the ecological footprint of the fashion industry and recycles
waste into new design objects, increases the level of environmental and aesthetic benefits of fashion
products and their value. The study has applied such scientific methods as complex methodology,
including theoretical reflection and empirical description, used statistical data on the production of
fashion goods, research results of scientists in the field of light industry, fashion, design. The study
has proven that upcycling is the most effective method of sustainable development of fashion design,
stimulates innovation in production methods and materials, and contributes to the improvement of
brand image.

The study has revealed the need for a circular economy model and sustainable development of
the fashion industry. Attention has been drawn to the problem of climate change and ways of solution
have been indicated. Upcycling has been highlighted as one of the methods to overcome the current
situation, as a careful attitude and reasonable allocation of resources for business. The importance
of transparency and ethical production process of the fashion industry has been mentioned. A
recommendation for the implementation of upcycling in the fashion industry has been given. The key
elements of successful implementation of upcycling can be the training of designers in new methods
of material recycling, as well as the promotion of platforms or venues for the exchange of experience
in this field. The results of the study can be used to develop recommendations for the implementation
of upcycling in the practice of designers and manufacturers in the fashion industry.

Keywords: fashion industry, upcycling, sustainability, waste, design
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Abstract. This article explores integrating multidisciplinary approaches into industrial design
curricula, explicitly focusing on using biomimicry, cognitive science, and engineering disciplines. The
aim of this study is to propose an educational model that incorporates these approaches to prepare
students for solving complex design challenges in a rapidly evolving technological environment.

The authors analyze the importance of creating an educational paradigm that fosters systems
thinking, adaptability, and self-organization skills in students, which are crucial in rapid technological
advancements. The research methodology includes a systematic analysis of curricula, a comparative
analysis of teaching methods, and an evaluation of student projects. The results indicate that
interdisciplinary learning can enhance student engagement and improve their preparedness for
professional practice. Examples of biomimicry implementation illustrate how sustainable design can
become the basis for creating environmentally responsible solutions. Cognitive approaches allow for
the development of educational trajectories tailored to individual student characteristics. The authors
conclude that implementing these approaches requires flexibility from educational institutions and
further research to assess their long-term effectiveness more accurately.

Keywords: industrial design, multidisciplinary approaches, biomimicry, bionics, cognitive science,
adaptive learning, sustainable design, systems thinking, engineering disciplines, educational paradigm,
design innovation
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Introduction

ndustrial design, a complex and

multifaceted field, lies at the intersection
of various theoretical and practical
disciplines, such as the philosophy of
perception, cognitive psychology, and
ethnography. This diversity of approaches
creates challenges in education, requiring
a rethinking of how future designers are
trained. Traditional educational programs,
primarily focused on practical skills, can no
longer fully prepare specialists to solve the
complex problems they face in the modern
world. The relevance of this research stems
from the need to create educational models
that broaden the focus beyond technical
aspects and incorporate an understanding
of the metaphysical interactions between
humans and their environment.

Cultural archetypes, such as the Kazakh
Shezhire (genealogy), play an important
role in this context. They can be used as
epistemological models to understand
better the relationship between mental
constructs and their material embodiment.
This approach reveals the potential
for integrating cultural values into the
design process, making design not only
a visualization tool but also a means of
understanding and interpreting the world.

Industrial design education must
consider global (macro) and local (micro)
influences. Macro influences include global
environmental and economic challenges
that force a reconsideration of approaches
to production and resource consumption.
Local micro influences, such as cultural
and territorial characteristics, shape
unique user expectations. In this context,
design becomes a powerful tool linking the
phenomenology of space and time with
cybernetics and systems thinking, requiring
future designers to be able to adapt to
constantly changing conditions.

Methods

A combination of methods was employed
to ensure a comprehensive and systematic

analysis of the educational programs

to investigate the effectiveness of the
multidisciplinary approach in industrial
design education. These methods were
selected to integrate various data sources,
allowing for a deeper understanding of
the impact of interdisciplinary learning on
student preparation.

The first stage involved a systematic
analysis of the curricula of key courses
such as «Fundamentals of Industrial
Design [» (OD 1303), «Elements and
Processes of Industrial Design» (EPPD
2306), «Drawing and Model Making»
(Ris 1210 and Mak 1223), and «Industrial
Design Object Design» (POPD 4314).
This method was chosen to identify how
the allocation of teaching hours and the
teaching methods used contribute to
developing interdisciplinary thinking skills
in students. Analyzing these courses
allowed us to determine how successiully
disciplines such as biomimicry, cognitive
science, and engineering are integrated
into the educational programs and identify
any gaps in preparing students to solve
complex problems.

The second stage of the research
involved a comparative analysis of
existing teaching methods. The
comparison was based on a literature
review of design educational strategies
and instructor feedback. We compared
traditional approaches focused on narrow
specialization with multidisciplinary
models to understand how integrating
disciplines helps students develop complex
thinking and adaptability. This method
demonstrated how the multidisciplinary
approach provides more effective learning
and develops important skills. Data
obtained from research papers (Brosens
et al. 38) and the practical experience of
educational institutions implementing
similar models provided a reliable basis for
comparative analysis.

The third stage involved evaluating
student projects, analyzing the innovation,
functionality, environmental friendliness,



and social significance of the proposed
solutions. Particular attention was

paid to projects demonstrating the use
of biomimicry and cognitive science
principles. This stage was important

for assessing the actual results of the
educational process: how effectively
students apply their acquired knowledge
to develop sustainable and adaptive
solutions. Evaluation criteria included
the students’ ability to use biological
analogs for sustainable design and adapt
to the requirements of real engineering
problems. Data was collected through
questionnaires and interviews with students
and instructors to validate the findings.
This provided qualitative feedback on the
impact of the multidisciplinary approach
on the learning process and allowed for
adjustments to the curriculum based on the
students’ actual needs.

Thus, the chosen multi-level approach
allowed for a comprehensive assessment of
the influence of multidisciplinary methods
on educational programs and confirmed the
need for integrating knowledge from various
fields to prepare future designers capable
of effectively addressing contemporary
complex challenges. The methodology was
influenced by approaches emphasizing
eco-friendly design and the dual “science-
education-production” program as a
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foundation for industrial design education
(Nurkusheva and Tolynbekova).

Discussion

The research (Brosens et al. 38)
emphasizes the need to shift from
traditional, localized approaches to
curriculum reform towards more systemic
methods based on design thinking
principles (Figure 1). Prior studies have
also explored the integration of eco-
materials and sustainable practices in
educational design, emphasizing the role of
ecological awareness and interdisciplinary
methods (Afonina et al.; Strizhak). The
authors highlight the importance of
applying design research methodologies,
such as co-creation, where students,
faculty, and industry representatives
actively participate in curriculum
development. A key aspect of this approach
is the iterative development and prototyping
process, which allows for adapting curricula
based on regular feedback. This enables the
creation of educational models that respond
to the evolving needs of students. The role
of biomimicry in education aligns with prior
research that integrates natural systems
and sustainable solutions into the design
process (Zhdanov et al.; Uzakbayev and
Nurkusheva).
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Figure 1 — Comparative framework of traditional and systemic approaches to education
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Our approach is fully aligned with
this methodology. In developing the
«Fundamentals of Industrial Design I»
(OD 1303) course, we employed the
co-creation method, where students
acted as co-authors of the educational
process. This approach allowed us to
consider their needs and preferences,
ensuring greater program adaptability.
The use of an iterative approach, where we
regularly collected and analyzed feedback
from students and faculty, enabled us
to make timely improvements to the
program. This confirms the relevance of
our methodology and its ability to create
a flexible educational ecosystem. Cultural
aspects of design have also been explored,
particularly in the context of national art
and its futuristic potential in shaping
modern environments (Imanbayeva and
Nurkusheva).

Our approach to industrial design
education draws upon philosophical,
cognitive, and cultural concepts, deepening
the exploration of mobile technology’s
impact on learning. For example, studies
by Imanbayeva and Nurkusheva emphasize
the integration of national art and
futuristic ideas in shaping modern design,
highlighting the importance of cultural
specificity in education. For example, the
philosophy of Martin Heidegger, who
views technology as an extension of human
essence, helps us understand mobile
devices not merely as information transfer
tools but as active mediators transforming
the very nature of the educational process.
Heidegger argues that technology
expands the horizons of human activity,
providing new possibilities for perceiving
and interacting with the world. In the
educational context, this means that mobile
technologies become agents facilitating
the creation of personalized learning
experiences. Associative and figurative
methods in scenography and film design
highlight the importance of cognitive and
emotional engagement in the learning
process (Khalykov 2021).

Rather than viewing mobile devices
as passive instruments, our approach
sees them as active elements within the
educational ecosystem, supporting student
self-determination and self-organization.
For instance, adaptive applications and
digital platforms empower students to
construct individual learning pathways,
aligning perfectly with Heidegger’s
philosophical views on technology’s role in
human life.

Our educational approach is grounded
in the principles of emergence, reflected
in the concept of autopoiesis. We consider
the educational process a dynamic
system capable of self-development and
transcendence without directive external
control. This approach resonates with the
decentralized nature of modern educational
technologies, which facilitate the
autopoiesis and adaptation of the learning
process. Mobile technologies act as agents
of transformation, responding to student
intentionality and catalyzing the genesis of
new educational paradigms (Figure 2).

For example, recursive adaptation
algorithms allow for the dynamic
modulation of course content to align with
each student’s epistemological profile
and existential vectors. This embodies
the principle of emergence: each student
constructs their unique cognitive trajectory,
which evolves in dialectical interaction with
the changing environment. This approach
empowers students to accumulate
information and actualize their potential
within the fluid reality of technological
progress.

The crucial distinction between our
approach and traditional models lies in
synthesizing philosophical, cognitive,
and cultural archetypes with mobile
technologies. In dogmatic learning
systems, mobile devices are primarily used
for knowledge transmission. We, however,
consider them an immanent component
of the educational ecosystem, capable of
influencing self-organization processes
and generating new forms of interaction
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Figure 2 — Mobile complexes as agents of transformative learning in design education

between students and instructors. For
instance, educational platforms developed
within our model consider the individual
phenomenology and cultural code of
students. This optimizes the learning
process and promotes personalization,
which is critical in the context of
globalization and the acceleration of
technological change (Fleischmann 122).

Thus, mobile technologies become not
just tools but catalysts for transformation,
contributing to the formation of flexible
and adaptive learning environments. Our
approach helps construct educational
ecosystems that respond to contemporary
challenges and integrate cultural diversity,
ensuring more profound and meaningful
learning.

At the core of our educational model
lies the principle of biomimicry, which
studies the ontogenesis of natural systems
to create resilient solutions in design and
engineering. Similar ideas are supported
by Musabayeva et al., who emphasize
the importance of integrating sustainable
materials into design education to

minimize environmental impact. In the
educational context, biomimicry allows

us to design programs that, like living
organisms, possess an inherent capacity
for self-organization and adaptation.
Applying biomimicry in educational
processes catalyzes the genesis of dynamic
educational tools that resonate with
student needs and reflect the principles of
evolutionary teleology and plasticity. For
example, students extrapolate biological
processes to develop sustainable materials
and solutions, cultivating ecological
awareness and responsible creation
(Rzheutskaya and Kharina 25).

Also, in 1971, in the book «Design for
the Real World,» Victor Papanek argued
that design unrelated to the sociological
and psychological aspects and ecology
of the world around us is currently
impossible and unacceptable. The artistic
and technical design itself is currently
impossible as a search for a functional and
ergonomic form, divorced from solutions
unrelated to sociological, psychological,
aesthetic, ergonomic aspects, and
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environmental ecology. At the same time,
Oskar Schlemmer’s associative-figurative
series was a key problem with the law of
movement of the actor’s body in space.
Within the framework of the German
Bauhaus school, Oskar Schlemmer’s
work contributed to the understanding
of theatrical scenic events in the field of
art in order to design space as an integral
structure of harmony of a moving person
in a system of functional movement in
the life process and the environment in
which a person lives, both in the past and
the future, along with this, bionics and
bionic research in industrial design. At
this stage of the educational process, it is
very important to provide students with
an information base related not only to
bionic information characteristics in design
but also to modern specialists working in
the field of real and design components
of design should increasingly include
environmentally sustainable materials
in their developments, and at the stage
of the basic educational process receive
information about the latest technologies
that provide environmental safety for
humans and the environment
(Papanek 45).

Cognitive epistemology also plays
a fundamental role in transforming
educational strategies. Studying the

mechanisms of perception, information
processing, and encoding allows for the
development of approaches synchronized
with student memory, attention, and
learning characteristics. Research verifies
that considering individual cognitive
modalities optimizes the assimilation

of educational material. This opens up
prospects for creating personalized learning
pathways that consider the epistemological
potential of each student. For instance,
synthesizing cognitive theories with
technology facilitates the development

of more effective teaching methods,
enhancing the quality of the educational
process (Table 1).

Integrating these approaches into
educational models refines teaching
practices and contributes to the formation
of resilient educational ecosystems.
These systems can dynamically adapt to
fluctuations in the external environment,
including technological and cultural
transformations. The synthesis of
biomimicry and cognitive science ensures
a balance between theoretical knowledge
and practical skills, creating conditions for
developing specialists capable of solving
multimodal problems. Such approaches
allow for the construction of educational
strategies adequate to the challenges of
globalization and technological progress,

Table 1. Key concepts and impacts of transformative educational approaches

Concept Description

Impact on Education

Mobile Mobile technologies act as

Facilitates the development of educational

Technologies
as Catalysts

transformative agents, creating

flexible and adaptive learning spaces.

ecosystems that respond to modern
challenges and embrace cultural diversity.

Inspired by natural systems,

Enables the creation of dynamic educational

Epistemology

and encoding of information, aligned
with students’ cognitive traits

Biomimicry PEEEY ; ; -
. . biomimicry helps design programs tools that resonate with students’ needs and
in Education 3 . . .
that are self-organizing and adaptive. | foster ecological awareness.
Cognitive Focuses on perception, processing, Promotes personalized learning paths,

enhancing material assimilation and
improving the quality of education

Integration
of Approaches

Combining biomimicry and cognitive
science ensures a balance of theory
and practical skills.

Prepares adaptable professionals ready to
solve complex, multidisciplinary challenges
in a globalized world.




integrating students’ cultural and social
characteristics (Table 1).

In conclusion, using multidisciplinary
paradigms based on biomimicry and
cognitive science opens new horizons for
creating innovative educational platiorms.
These adaptive and multimodal strategies
provide culturally and individually oriented
learning, preparing specialists to solve
complex problems in the contemporary era.
Thus, our proposed educational paradigm
stimulates the development of creative and
critical thinking, which is essential in the
context of the permanent transformation
of technologies and social structures
(Cummings and Freeman 62).

Results

Our research findings suggest the potential
effectiveness of a multidisciplinary
paradigm that integrates biomimicry,
cognitive epistemology, and engineering
disciplines to optimize educational
programs in industrial design. The
synthesis of these methods can contribute
to developing systemicthinking, adaptive
potential, and seli-organization skills
among students—key competencies
useful for addressing polymodal challenges
in rapidly evolving technological
environments.

Biomimicry, in particular, can
enable future designers to generate
environmentally sustainable solutions
inspired by nature’s principles. This
approach allows students to not only
design functional objects but also integrate
resilience and efficient resource utilization
principles. Cognitive science, in turn,
can enhance perceptual and analytical
abilities, fostering a deeper understanding
of design tasks and the ability to adapt to
new requirements. Engineering disciplines
bridge theoretical concepts with practical
applications, empowering students to
develop innovative products that meet
contemporary standards.

An analysis of successful educational
programs, such as the courses
«Fundamentals of Industrial Design»
and «Project Graphics», illustrates how
interdisciplinary learning can address
not only technical but also philosophical
and environmental challenges. Students
build competencies to tackle existential
issues and work effectively in project-
based environments by integrating diverse
disciplines. These courses promote a
holistic design approach considering
technical, cultural, and environmental
aspects.

Our data analysis points to potential
improvements in educational programs
through the integration of multidisciplinary
methods. These methods are anticipated to
enhance students’ cognitive engagement,
adaptability, and self-organization
capabilities. The predicted improvement
in performance metrics, estimated at
15—30%, is a preliminary assessment
that requires further empirical validation.
Although this projection is based on the
analysis of successful case studies and
literature reviews, additional research,
with specific examples and long-term
observations, is needed for a more accurate
assessment of effectiveness.

The incorporation of biomimicry into
educational courses, such as “Elements
and Processes of Industrial Design” (EPPD
2306), demonstrates how studying natural
structures and processes can aid students
in developing sustainable materials and
design solutions. This could lead to reduced
resource consumption and minimized
environmental impact, crucial aspects of
modern industrial design. Using biological
analogs can help students understand
how nature’s principles can be adapted for
sustainable design, fostering eco-oriented
thinking and an innovative approach to
solving engineering problems.

These interdisciplinary courses can
also raise students’ awareness of the
environmental and social consequences
of their design decisions. Students learn
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to apply cognitive strategies for deeper
analysis of design requirements and
adaptation to real-world engineering
practice conditions. This underscores the
importance of preparing specialists capable
of responding effectively to contemporary
challenges and creating meaningful,
sustainable projects.

The application of philosophical and
biological concepts in educational models
can contribute to creating a more cohesive
and sustainable learning ecosystem. For
example, the concept of seli-organization,
derived from synergetics, can be observed
in how student project teams learn to adapt
to changing conditions and distribute
roles during project work. Such practices
can enhance collaborative skills, where
students interact and adjust their actions
based on external factors, potentially
improving their ability to handle complex
and unpredictable design situations.

The integration of philosophical
approaches, such as the ideas of
autopoiesis (the self-reproduction
capability of systems), can enable students
to reflect on their design processes in
terms of self-organization and self-
regulation. Such educational methods can
foster systemic thinking—understanding
and managing complex systems
while responding to changes in real
environments. This is particularly important
in today’s technological and social context,
which demands flexibility and innovation
from future specialists.

In conclusion, our research highlights
the importance of considering both macro
and micro processes within the educational
environment. Global challenges, such
as climate change and the need for
sustainable development, call for solutions
that harmonize with natural ecosystems.
Simultaneously, educational programs
must consider local features, including the
cultural and social contexts of students.
Our approach aims to achieve this balance,
striving to create adaptive and dynamic
educational systems that help students

develop both technical and intellectual
competencies.

Basic Provisions

This study examines integrating
multidisciplinary knowledge into
industrial design curricula, focusing on
the intersection of biomimicry, cognitive
science, and engineering disciplines. The
evolution of industrial design education
is marked by increasing demands for
adaptability, systems thinking, and
sustainability, all of which are addressed
through the proposed educational
paradigm. Traditional approaches to design
education have often prioritized technical
proficiency over holistic and adaptive
methodologies, creating gaps in preparing
designers for contemporary challenges.

This research proposes and evaluates
a multidisciplinary educational model
that fosters systemic and critical thinking,
adaptability, and the ability to address
complex design problems. It distinguishes
itself from previous studies by emphasizing
the synergy of natural principles, cognitive
science, and technical application as the
foundation for industrial design education.

Key issues identified include the need
to integrate sustainable and adaptive
design principles, the underrepresentation
of cultural and cognitive approaches in
current curricula, and the challenges
of aligning educational programs with
technological advancements. Unlike
traditional methodologies, which often
isolate disciplines, this study highlights
the importance of interdisciplinary
collaboration in fostering innovation
and responsiveness in industrial design
education.

The research demonstrates that
adopting biomimicry and cognitive
epistemology enhances students’ ability
to create environmentally responsible
and user-centered solutions. The findings
suggest that such an approach prepares
students for professional practice and
addresses global challenges by promoting
sustainable and adaptable design



strategies. This study contributes to
the development of future educational
frameworks, emphasizing the role of
multidisciplinary learning in shaping
resilient and innovative design
professionals.

Conclusion

The research indicates the potential
benefits of multidisciplinary approaches in
industrial design educational programs,
integrating biomimicry, cognitive

science, and engineering disciplines. This
combination of theoretical knowledge and
practical skills may foster the development
of systemic thinking and the ability to solve
tasks in conditions close to professional
practice. Applying these methods is likely
associated with improvements in specific
educational outcomes, such as increased
student engagement and self-organization,
which could better prepare them for the
challenges of the modern world. However,
more systematic and long-term studies

are necessary for more substantiated
conclusions.

Examples of using biomimicry in
curricula, such as applying nature’s
principles to design environmentally
sustainable solutions, illustrate how
these approaches can lay the foundation
for design innovation. Students studying
biomimetic methods gain the ability to
develop materials and structures with
minimized environmental impact, which
is becoming increasingly relevant in the

context of growing ecological responsibility.

The practical value of these methods lies
in preparing specialists capable of creating
sustainable and functional solutions that
meet the demands of the contemporary
market.

Furthermore, the research results
highlight the importance of integrating
cognitive and pedagogical methods to
enhance students’ adaptability and seli-
organization. For instance, courses with
self-organization elements may enable

students to allocate tasks and collaborate
in team projects more effectively. This
can have a positive impact not only on
their academic performance but also on
their readiness for real-world engineering
practice. The long-term influence of these
methods on student success requires
further investigation, as many factors can
affect project outcomes.

Based on the collected data, the
following directions for developing
educational programs can be suggested:

+ Expanding the use of sustainable
design principles and biomimicry to create
environmentally and socially responsible
projects. « More active use of cognitive
strategies and pedagogical methods to
foster adaptive thinking and develop seli-
organization skills. « Integrating modern
technologies, such as BIM and 3D
printing, to increase design accuracy and
improve the visualization of engineering
solutions.

In the future, multidisciplinary
approaches are likely to play an increasingly
important role in educational programs,
contributing to the training of specialists
who will be able to integrate knowledge
from different fields and adapt to the
changing demands of the industry. The
implementation of these approaches will
require educational institutions to be
flexible and able to respond quickly to
changes in the technological environment.
[t is important to note that, despite the
encouraging preliminary results, long-term
studies in various educational contexts are
needed to assess their impact better. Thus,
the development and production of life
support products that allow, with minimal
expenditure of resources and energy,
indirectly support the development of the
earth’s civilization in a safe way, preserving
its natural resources. The State policy of
the Republic of Kazakhstan supports the
development of industrial education and is
interested in “educating a new generation
of industrial engineers. Currently, the
common cultural space of Kazakhstan is,
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in fact, a large field and platform for the
disclosure and thorough immersion in the
reinterpretation of heritage, which we need
to study from a new modern perspective.
In the future, multidisciplinary
approaches are likely to play an increasingly
important role in educational programs,
preparing specialists who can integrate
knowledge from various fields and adapt
to the changing demands of the industry.
Implementing these approaches will
require educational institutions to be
flexible and able to quickly respond to
changes in the technological environment.
[t is important to note that, despite the
promising preliminary results, a more
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comprehensive assessment of their impact
will require long-term studies across
various educational contexts.
Multidisciplinary approaches have
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Hypkywesa Jlazsar, AuiumoBa Aitbora

XanbikapaJgblk 6iniM 6epy koprnopauusicsl (Kazak 6ac coy/eT-Kypblibic akaaeMHUsichbl )
(Anmatol, Kazakcran)

OHEPKSCINTIK AU3ANH OKY BAFOAPTAMAJIAPbIHA MYNIbTUAUCLUNIUHAPIbIK
BINIMAOI UHTETPALUANIAY

AHHOTaums. byn Makanana eHepKacinTik AM3aiH oKy 6araapnamManapbiHa MyAbTUAUCLUMMHAPbIK,
ToCinAepAi eHrisy Macenenepi KapacTbipbliafbl, OHbIH, ilWiHAE BUOMUMUKPUS, KOTHUTUBTI FbITbIM

YXOHe MHXeHepusi NIHAEPIHIH KONLAHbINYbI epeKlle Ha3apaa. 3epTTeyaiH MakcaTbl — CTYAEHTTepAI
KapKbIHAbI AAMbIN KeNe XaTkaH TeEXHONOrUsbIK, OpTaAarbl Kypaeni An3anHablK MiHAETTepAi Wwellyre
[avibiHAanTbIH 6iniM 6epy MoaeniH ycbiHy. ABTOpiap yieni oiinayapl, 6eniMaeny KabineTiH xaHe
©3iH-63i YMbIMAACTbIPYAbl AAMbITYFa bIKNaN eTeTiH 6iniM 6epy napagurMachiH KypyablH, MaHbI34bUIbIFbIH
Tanganabl. 3epTTey aAicTeMeci oKy KoCMmapaapbIH Xyheni Tanaaymbl, OKbITY 34ICTEPiIH CanblCTbipManbl
Tanaayapl XXaHe CTYLeHTTepAiH )obanapbiH 6aFanayabl KamMTuabl. HaTukenep MynsTMAMCLMMIMHAPAbIK,
OKbITY CTYAEHTTEPAIH KbI3bIFYLbIIbIFbIH apTThIPbIN, KSCiOW NpaKTUKaFa AaWbIHAbIKTAPbIH XaKCapTaTbIHbIH
KepceTeni. BUOMUMUKPUAHBI KONAAHY MblCanaapbl TYPaKTbl AM3aMH SKONOMMANbIK XayanTbl WeLliMaepai
yKacayablH Herisi 6on1a anaTbiHbIH KepceTeai. KorHUTUBTI Tacinaep CTyAEHTTEPAIH )XeKe epekLeniktepiHe
beiiMpenreH 6iniM 6epy TpaeKTOpUANapbIH AaMbITyFa MyMKiHAIK 6epefi. ABTopnapAbiH, TYXXbIpbIMbl
60VibIHLIA, OCbl TACiNAEPAI XKy3ere acblpy YLLiH 6iniM 6epy MekeMenepiHeH UKeMAiNiK Tanan etineai,
COHAaW-aK, onapablH, y3ak Mep3imMai TMiMAINIriH 4an BaFanay yLWiH KOCbIMLWA 3epTTey/ep KaxeT.

TyiiiH ce30ep: ©HEePKaCINTiK AM3aiiH, MyNbTUAMCUMNAMHAPABIK TaCiNAep, BUOMUMUKPUS, BUOHMKA,
KOTHUTWBTI FblIbIM, BeMiMAENreH OKbITY, TYPaKTbl AU3ANH, XKyMeni oinay, MHXeHepus naHaepi, 6inim 6epy
napaaurMacsl, An3aiH MHHOBALMANAPbI.

Aaiiekce3 ywin: Hypkylesa, J1933aT, kaHe AlmMMoBa AlboTa. «OHepKacinTik AM3aiH oKy
barmapnamManapbiHa MynbTUANMCUMIAUHAPALIK O6iniMai uHTerpaunanays. Central Asian Journal of Art
Studies. 9,N2 4,2024,291-305 66.,DOI: 10.47940/cajas.v9i4.953

Anreic: AsTopnap «Central Asian Journal of Art Sdudies» >KypHanbiHblH, pefakTopaapbiHa MakanaHbl
6acnafa faliblHAAYFa KOMEKTECKEHI YLUiH )XaHe aHOHMMI peLeH3eHTTepre 3epTTeyre Ha3ap ayaapbin,
KbI3bIFYLUbIIbIK TAHbITKAHbI YLLiH anfbiCbiH 6inaipeai.

Asmopnap Konwa3baHsiH COHFbI HYCKACbIH OKbIN, MAaKyn10aos! iaHe Myddenep Kalilibl/bIFbl HOK
ekeHoieiH ManiMOelioi.
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Hypkyuwesa JIsizzat, Alunmosa Aii6ora

Mexynaposnast oGpasoBaTesibHas Kopriopatst (Kasaxckas rosioBHast apXHTeKTYpHO-CTPOUTEbHAS aKaleMHs)
(Anmarbl, Kazaxcran)

MHTEMPALUA MYNIbTUOUCLUNINHAPHbBIX 3HAHWUIW B YYEBHbBIE MPOTPAMMbI MO
NPOMbIWIEHHOMY AU3AWHY

AHHOTaums. B AaHHOM CTaTbe pacCMaTPUBAETCS MHTErpaums MybTUANCLMMINMHAPHBIX MOAXOL0B

B y4ebHble NPOrpaMMmbl Mo MPOMBILLIEHHOMY AM3aliHY, C 0COBbIM BHUMAHMEM K UCMO/b30BAHUIO
H6MOMUMUKPUU, KOTHUTUBHBIX HAYK M MHXEHEPHbIX AUCLUMNAMH. Llenb uccnenoBaHus — NpeaioxuTb
06pa3oBaTenbHy MOAE/b, KOTOPasi BKAOYAET 3TU MOAXOLbl M FOTOBUT CTYLEHTOB K PELLUEHUIO
C/IOXHbIX 33134 B YC/I0BUSX ObICTPO pa3BMBAIOLLEICS TEXHONOTMYECKON Cpesbl. ABTOPbI aHANU3UPYHOT
BAXXHOCTb CO3aHNs 06pa30BaTeNbHOW NapaAnrMbl, CMOCOBCTBYIOLLEN PAa3BUTUIO CUCTEMHOIO
MbILUNEHMS, AAANTUBHOCTM U HAaBbIKOB CAMOOPraHU3aLMK Y CTYAEHTOB, YTO 0COBEHHO BaXKHO B
KOHTEKCTE CTPEMUTENIbHOIO TEXHOIOFMYECKOro nporpecca. MeToaonorus uccienoBaHus BKIOYAET
CUCTEMATUYECKMIA aHanM3 y4ebHbIX MPOrpamMM, CPaBHUTENbHbIV aHann3 METOLOB NPenoLaBaHUS U
OLLEHKY CTYAEHYECKMX NPOEKTOB. Pe3y/ibTaTbl MOKA3bIBAOT, YTO MEXAMUCLMNIMHAPHOE 0ByYeHne MOXET
MOBbICUTb BOB/IEYEHHOCTb CTYALEHTOB M Y/YYLIWUTb UX NOATOTOBIEHHOCTb K MPOMECCUOHANBHOW NPaKTUKE.
[prMepbl NCNOb30BaHUS BUOMUMUKPUM LEMOHCTPUPYHOT, KakK YCTOMYMBBIN AM3aMH MOXET CTaTb
OCHOBOW AJ151 CO34aHUS 3KOJIOMMYECKM OTBETCTBEHHBIX pelleHuid. KOrHUTMBHbIE NOAXOAbI MO3BONSIOT
pa3pabaTbiBaTb 06pa3oBaTe/ibHbIE TPAEKTOPWU, 3AANTUPOBAHHbIE K UHANBUAYANbHBIM OCOBEHHOCTAM
CTYAEHTOB. ABTOPbI MPUXOAAT K BbIBOAY, YTO peann3aums 3Tux noaxonos Tpebyet rubkoctv ot
06pa3oBaTeNbHbIX YYPEXAEHUN, @ TaKXKE AaNbHENLWNX UCCNEA0BAHUIA ANs 6onee TOYHOW OLLEHKM UX
LONrOCPOYHOM 3DMEKTUBHOCTH.

Knioyesbie cnoea: npoMbILINEHHbIN AWU3alH, MYBTUAUCLUNIMHAPHbBIE MOAXO0Abl, BUOMUMUKPUS,
6MOHMKA, KOTHUTUBHBIE HAYKM, afaNTUBHOE 0ByYeHWe, YCTOMUMBDIN AM3alH, CUCTEMHOE MbILUEHUE,
WHXEHEepHble AUCLMMNANHDI, 06pa3oBaTenbHas NapafurMa, MHHOBaLMM B An3aiHe.
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BU AHCAMBJIbJEPIHIH
YKOFAPbI OKY OPbIHJIAPbI
CTYAEHTTEPIHIH CbIHU
OWJIAY KABIJIETIH
JNIAMBITYJIAFbI POJII

Caman Bakiposa', Auuna KycaHosa®

12KasaK y/ITTbIK Kbl3iap nejarorukaisik ynnsepenreti (Kasakeran, Anmarbl)

Anpatna. XXahaHaaHy npoueciHae MamMaHaap AAspAatTbiH XKOFapbl OKY OpPblHAAPbIHbIH, MAHbI3AbUIbIFbI
apTbin, 6iniM 6epy 6arnapnamanapbl KaTa KapacTblipbllyaa. Opbip MaMaHbIK 60VibIHLA TeK 63 iCiHiH,
webepnepiH FaHa JaiblHAAN KOMMaii, onapablH 6acekere KabineTTiNiriH KanbinTacTbipbin, anfaH
6iniMaepiH TMiMAI napanaHyra yipety 6inim 6epy 6armapnamanapbiHbliH, 6acTbl MakcaTbl 60/1bIn
Tabblnagbl. ONeyMeTTiK MeMaHbIH, XXacaHabl MHTENNEKTTiH, aKknapaTTapablH, KOMKETIMAINIri Kes-
KEeNreH Xarmanaa Tes XaHe TMiMAI WwewiMaepai kabbingan, CbiHv oinav anaTbiH, 63repMeni opTafa Te3
YMPEHETIH, MaCeneHi LWeLlyaiH OHTambl XXONAAPbIH YCbIHATLIH, CYpaHbICKA e MaMaH4apabl fLaspnayabl
Tanan eTeni. ATanfaH Macesne eHep CanacbiHAa Aa MaMaHAAPAb! Aaspaayaa kepiHic Tantel. Ocbl opaiga
aBTopnap, «Xopeorpabus» 6iniMm 6epy 6araapnamachl Xy3ere acblpbliaTbiH YHUBEPCUTETTEPAETI

6M aHCaMbnbaepiHiH CTYAEHTTEPAIH CbiHM OMnay KabineTiH AambITyaafbl 9CepiH Tanaanapl. 3eptrey
GapbICbiHAA CbIHM OMNAyAbIH aHbIKTaMachkl 6epinin, eHepAiH XaHe CTYAEHTTIK 61 Y)KbIMAAPbIHbIH CbIHM
oinayabl AaMbITyFa aCepiH, COHbIMeH kaTap 1985 xbingaH 6epi Kypblibin, eHOEK eTin Kene xatkaH ou
VKbIMAAPbIH Kanai faMbITy KAKET fereH Tapi3ai cypakTapbiH, xayabblH Taby MakcaTbiHAA LWeTenaik
XX9He OTaHAbIK FanbiMAapabiH eHbekTepi capanaHabl. MykTap dye3os atbiHaafbl OKY-HiH, Kazak,
YATTbIK Kbl34ap Nefarornkanbik, YHUBEPCUTETIHIH, TeMipbek XXypreHoB aTbiHAafbl Kasak yATTbiK 6Hep
aKafeMUsACbIHbIH, MaxambeT ©TeMicoB aTbiHAaFbl baTbic Ka3akcTaH MeMnekeTTik YHUBEPCUTETIHIH,
KopkbIT aTa atbiHAafbl Kbi3blnopaa MeEMNEKETTIK YHUBEPCUTETIHIH, CTyAeHTTepi apacbiHaa docs.google.
COm CanTblHAA cayanHaMma xyprisinin, 106 cTyaeHT KaTbICTbl, )KOHE ONApAbIH, KayanTapbl cCapanaHbim,
CTYLEHTTIK 61 aHcaMb/bAepiHiH XeTeKLwinepiHeH cyxbaTTap anbiHAbl. [apBapa YHUBEPCUTETIHIH Asian
American Dance Troupe (AADT), Harvard Ballet Company 61 y>KbIMAAPbIHbIH, ToXipubeci TanaaHabl.
3epTTey HaTUXKENepiH capanai Kene, CTyLeHTTEPAIH CbIHW OlNAy AaFAbICbiH AAMbITyFa BafbITTaNFaH
aBTOPJIbIK, YCbIHbICTAp a3ipneHai. COHbIMEH KaTap, CTYAEHTTIK 61 Y)KbIMAAPbIH LAMbITYAbIH OipHelle
Heri3ri 6afbITTapblH KAMTUTbIH XYyWeni Tacinaep aikpiHAanAbl. KOpbiTbIHAbINAN Kene, CTYAEHTTIK

61 VKbIMAAPbIHbIH, KATbICYLIbIIAPAbIH, 60C YaKbITbIH TUIMAI YIbIMAACTbIPY XXHE OpbIHAAYLIbIIbIK,
KabineTTepiH FaHa AaMbITy4a MaHbI3Abl POJib aTKAPMai CbiHW Oinay KabineTTepiH AaMbITyablH bipaeH
0ip >KOMbl eKeHAiriHe K3 XeTKi3inai.



TyiiiH ce30ep: CTyLEHT, CbIHU OMNay, BHep, Xopeorpadus, CTYAeHTTiK 61 y>KbiMAAPbI, OKY MPOLLECi.

Aatiexce3 ywiH: KycaHoBa, AHuna xaHe bakipoBa Caman. «bu aHcamMbnbaepiHiH XoFapbl 0Ky
OpbIHAAPbI CTYAEHTTEPiHIH, CbIHX OMnay KabineTiH gambiTyaafbl poni». Central Asian Journal of Art
Studies, .9, N2 4, 2024, 306-322 66., DOI: 10.47940/cajas.v9i4.936

Asmopnap KomazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0b! #aHe Myddenep KaKmeblfbliCbl #OK den

ManiMOEDi.

Kipicne

TYPFbLIAH OWJIAY T€3 63repMedli aJieMre
Oellimiesty »KoHe 1aMy VIiH KaXKeTTi Heri3ri
Jarnblaapbiy, 6ipi petinie Tanbliansl. by
JIAFbl CTYJICHTTEPre aknaparThl TaJ1ayra,
JKaCbIPbIH aJIFbIIAPTTAPAbl AHBIKTAYFa,
JI9JIeJIIe PAI CAJIbICTBIPYFa XKoHEe HeTise/IreH
urerimaep Kaoblagayra MyMKiHIIK Oepeti.
TysiraHbiH KaH-KAKThI IaMybl YILIiH 9p
TYPJIi @Hep TypJiepi MeH MoJICHH ic-Luapasap
apKbl/Ibl CBIHU OHJIay/bl 1aMbITyFa Ha3ap
ayJlapy MaHbI3/1bl. Y HIBEPCHTETTE PAiH,

61 aHcaMOJIbJePi LLIbIFAPMALIbLJIbIK 2KOHE
V2KBIMJIBIK 6HEPJIiH Oip Typi peTiHie
CTYACHTTEP/iH OPbIHAAYLILIIBIK XKoHE
TaHbIMJIbIK KaOiNIeTTepiH FaHa apTThIPbIMN
KOMMaH CbIH TYPFLICBIHAH OUsay KabineTine
KaHLLIAJIbIKTBI 9Cep eTeTiHAIr 3epTTey
JKYMBICBIHBIH, HbICAHbI OOJIBIN TaObIIA/IbI.
EH anjpiMeH, CbiH TYPFBICBIHAH OMJ1ay
TypaJibl FaJbIMIAPAbIH, [TiKipiHe TOKTaJaTbIH
6oJgcak, P. DuHuc «He icrey KepeKTirin
uietyre OarbiTTajraH, akKbliira KOHbIMJIbI
pedaexcunti otsay» (10), 1. Yanuurem
«CbIH TYPFbICbIHAH OkJay OyJl Ke3

KeJITeH YaKbITTa, Ke3 KeJINeH »Kar1anaa
nafiananyra 6oJiaTbiH JaFiblIapAbIH
JKUBIHTBIFBI FAHA €MEC, LIbIFapMalllblIbIK
ofstay/ibie, Typi. ChlH TypFbICBIHAH OHJIAY
OeJrini 6ip AeHrelaeri MoHAiK aiMaKTarbl
OisliMre »koHe TaxKipuOere 6al/IaHbICTBI» —
Jen aHbikTama 6epeni (22). Kasipri 6isim
Oepy KeHiCTiriHae akaaeMUsIbIK Oitimre
FaHa eMec, COHbIMEH Kartap CTYACHTTEP/IH,

I < agipri 6in1iM 6epy ypaiciHae cblHU

JKEKe XKOHe dJIeyMeTTiK JaF/ibl/lapblH
JambITyra KebipeK KoHis GeJiHe.
TabbicThl KOCIOH YKOHE YKEKe TYJIFa peTiHjie
KaJlbllITacy YILiH CbIH TYPFBICBIHAH OHJiay
JIaFbIChl 1AMBIThLIY KepeK. Bys aknapaTTsl
TaJjiayra, Heri3/esreH KOpbiThIH bl 2Kacayra
JKOHE caJIMaKThl WelliMaep Kaobligayra
MYMKiHJIK Oepefi. Ochbl TeHIeHIHS
asiCbIH/IA CbIH TYPFbICBIHAH OMJIayFa
JIaFblJIaHAbIPy MEH aMbITY/IbIH 9PTYPJIi
CTaHJAPTThl EMEC TACIIEPiH 3ePTTEY
epexlile KbI3bIFYLIbLIbIK Ty/bIpajibl. « CbIHU
olnay Gedrijii 6ip MakcaTKa OarbITTaJblIl,
63iH-631 PETTEeHTIH NakbIMaayJaap OOJIbIT
TaObl1a/bl, 0OJ1 UHTEpPIIpeTallusira, Tajaayra,
OaraJjiayra »KoHe TY>KblpbIMJayFa, COH1aM -
aK OCbl MakbIMIAYFa HeTi31eJreH 1aJ1eJi,
KOHLENTYaJlIbl, 9jlicCHaMaJIblK, KPUTEPHaJIbl
HeMece KOHTeKCTYyaJlibl adbiMaayiappl
Tycingipyre okeseni» (Tanaraposa,
Koxxanosa 49). Onep MeH MoJIEHHETTiH, ChbIH
TYPFBICBIHAH OUJIay/ibl KAJIbINTACTbIPYAAFbI
poasiin Jlanusna Jlymurpy: «Onepre
YHpeHy ci3/i alliblK OHJ1ayFa, CeHIMAITIKKe,
TaHBIMBIHBI3/IbI 2KETiJIIipyre KoHe ChbIHH
OWJIay JaFblIapbl MeH OCHIMAIMTIKTEPiH
JIAMbITYFa bIK[aJl €Tejli», — JIeN aHbIKTal bl
(10). «OHep TybIHABLIAPBI dJIEYETTI
npo6seMasnbiK 60JbIN TaObLIafbl, OUTKEH]
oJ1apjibl OPTYPJIi KOJIAPMEH TYCiHYTE XKoHe
6aranayra 6Gosajabl» (['mahuran 146).
3epTTeynep MeH MpakTHKAJbIK
ToxXKipube KopceTKeH IeH, oHep MeH
LIbIFAPMaLIbI/IBIKTBIH ChIHU TaJ1ay MeH
pedJiekcHs TaFapliapblH KaJlblNTacThIpyFa
YKOHE JIAMbITYFa alTapJiblKTal yjec
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KOCATBIH/ILIFBIH KOpeMi3. OHep
TYbIHABLIAPbIH 2Kacay ypAiciHae op TypJi
JKOJIIAPMEH LIeLJIeTiH MaceJiesiep
TYbIHAAN]IbI, COHIBIKTAH OHEP TYbIH/bLIAPbIH
TaJIIay XKOHE TYCIHIIPY CTYACHTTEPIIH,
KOPKEeM/IK Ma3MYHFa JIereH apTypJi
KO3KapacTapblH KaJbINTaCTbIPab.
ConbiMeH KaTap, 6esrifi 6ip casnana cbiHU
OWJIay NAFblJIAPbIH UTePY YLUiH apHAKbI
6iJ1iM 2Kk0HEe OHbI Hrepyre OarbITTaNFaH
JKaJIbl JalbIHABIK KaxKeT. 2Koraprbl oKy
opbIHAapbIHIA 61U aHcambJibepi ap TypJi
MaKcaTTa KypblIajbl: CTYACHTTEPIiH
00C yaKbITTapblH THIMJL NakalaHy,
YHUBEPCUTETILLIJIK MepeKesepe,
KOHLIEPTTIiK OargapJ/amManapia eHep
Kepcety »koHe T.0. CoHbIMEH Karap,
JKOO-na 6u ancam6sbaepi ayeckon
»KoHe Kacioun 6oabin Gedineni. JKOO-na
Xopeorpadus Ginim Gepy Gariapaamanapbl
6ap Mykrap Oye30B aTbiHaarbl OHTYCTIK
Kazakcran ynusepcuretinie «Kapakes»,
Kaszak y/aTThIK Kbl3/1ap Me1arorukasbik,
yuuBepcurtetinje « Tomupuc», Temipbek
JKyprenos atbinnarel Kaszak yaTTbik
eHep akanemusicbinga «ASD», Abait
aTbIHAAFbl KA3aK VJTTBIK [1€ar0rMKaJIbIK
yHuBepcuretinae «Jlapa», Maxambert
OTteMicoB atbingarsl bateic Kazakceran
MeMJIEKETTIK YHHBEPCHTeTiHIe « ApHa»,
KopxkpbiT aTa atbinaars Kpisbliopaa
MeMJIeKeTTiK yHUBepcuTeTinae «Jlnnap»,
Myxammen-Xaiinap lysnatu aTbiHaarbl
Tapas enipaik yHuBepcutetine
«Tomupuc», Koxka Axmet flccayu
aTbIHAAFbl XaJblKapaJblK Ka3ak-TypikK
yHuBepcutetinie «bu Cynran» kocioun
61 aHcamOJibjiepi KypblaFaH. Atajran
YHUBEPCUTETTEP/IiH O1 aHcaMOJIbepi
XaJIbIKaPaJIbIK, PeCIyONIHKAJIBIK,
00JIBICTBIK AeHrekieri ecTrBanbIap
MeH Oafikaysnap/blH, Jaypeartapbl. bu
aHcaMOJIbAEPiHiH penepTyapJblK casgcaTbiH
OaKplyay »KoHe JaibIHIBIK KyMbICTapbIHa
KaTbICy apKblJbl CTYJEHTTEP/IiH
HIbIFAPMALIbIJIBIK KaOiJIeTTepi 1aMU/IbL.
BipiniuineH, negaror-peneTuTopbiH,
JKYMbIC Kacay djlicTeMeciH OaKpblian
JKoHe capaJgiail OiJireH CTY/IEHT, 63iHiH

OoJialiak MaMaH/bIFBIHBIH, KbIP-ChIPbIH
Oistyre Thipbicajibl. EXiHllizeH, 03iHiH
OpBIHAAYUIBLIBIK KaOieTiH 1aMbITa
OTBIPBIM, OU Y?KbIMBIHA KYMBIC 2Kacai
Oistyre narapliadaibl. YuliHiiijaeH, oHep
CaJIaChIHIAFbI TOxKipUOeJi MaMaHIApMeH
MiKip a/smaca OTbIPbII, IbIFaPMAalIbIIbIK
olyiay KabinerTepi Kasabinracaabl. CoHbIMeH
KaTap, »KOFapbl KypC CTY€HTTEPiHiH 03iH/iK
JKYMBICTaPBIHBIH, KOPBITBIHBICHI PETiH/IE
KOHBbLIFaH 61 aHcaMOJIbliH, penepTyapblHaH
OpbIH aJjica, 6iJliM ajylibliapibIH

o3/epine JereH CeHiIMIIITH apTThipabl.
Ocblnaiiia, cTyeHTTepaiH cabaKTaH ThiC
LIbIFAPMaLbIJIbIK KYMbICTapbl 0J1ap YLIiH
©3iH-631 JaMbITy YaKbITbIHA alHAJIAJIbI
(bakiposa 50). Xopeorpadus eHepi
caJlacblH/la MaMaHap JaiblHaayaa oKy
JKyHeCiHzeri caxHaJIbIK ToxKipHOEeHiH OpHbBI
epexkiiie ekeHi 6erisi. OCbIHbI eCKepreH
OKY OpbIHAApbl OiJ1iM ajyiibliapaaH 6u
aHcaMOJIbAEPiH KypbITl, OHBIH penepTyapbiH
KeHeNTy/le eHOeK eTiM KeJie/i.

3epTTey aaictemeci

ChiHM OflJ1ay TepMUHiIHE aHbIKTaMa

Oepyle, OHepIiH CbIHU OHJIay/Ibl
JAMBITYIAFbl POJIiH 3ePTTEYe LeTeJ K
YKOHE OTaH/IbIK FaJIbIMIAP/IbIH eHOEKTePi
Tasianzpl. 3epTTey 6apbiChiHAA Kacioun

61 aHcaMOJIbJEPiHiH CTYIEHTTEP/IH

CbIHH OMJIay JaFiblIapbiH IaMbITYFa

acepiH aHbIKTay MaKcaTbiHIa M. Oye30B
atbinaarsl OKY-Hin, Kazak yaTTbiK
KbI3/1ap M1€JaroruKajiblK yHUBEPCUTETIHIH,
T. )Kyprenon arbinnarsl Kazak yaTTbiK
oHep akaaeMusicbinbiH, M. OTemicoB
atbingarsl barbic Kasakeran memiekeTTik
yHHUBepcHTeTiHiH, KOpKBIT aTa aTbiHaarsl
Kbizbliopia MEMIEKETTIK YHUBEPCUTETIHIH,
crynentrepimen docs.google.com caritbiHia
cayannama xyprisinni. Cayannamara 17-20
»Kac apanbirblHaarsl 6apabirbl 106 cTyneHT
KaTbICThl. KaTbicyibiapapiy 97 %-bl
Kbi3nap, 3 %-bi xirirrep. Ci3 03iHi3 OKUTBIH
YHUBEPCUTETTIH KoCciOu 61 aHcamMOJliHIH
myuieciciz 6e? Kania yakpitran 6epi

Ci3 yHMBEPCHUTETTiH aHcamOJIiH/e



6useiicia? bu ancam6sine KaTbicy Kocioun
JKYMBICBIHBI3AFbl MaceJIere Hemece
»Karaaira 6ackaula kapayra KoMeKTecKeH
MbIca/MeH OeJice anacbia 6a? AHcamOJIbIiH
JabIH/BIK 2KYMbBICTapblHA KAHLLAJBIKTbI 2KHi
Kartbicachld? bu ancamO1iHiH KypamblH/ia
KaHJal ic-11apanapaa eHep Kepcereciznep?
Temenzeri TyKbIpbIMIapPMEH KaHILIAJBIKTbI
KeJgiceci3 (1 = mynnem Kegicneimin, 5 =
TOJIBIKTAH KeJliceMiH ):

a. bu ancam6ibsiepine KaTbicy MeHiH
JlpJieJ1Iep MEH YChIHbICTAP/bl TAJIAY KaHe
Oarajay KaOiJeTiMIi apTThIPAbL.

6. bu apKplIbl MEH apTYpJli Ke3KapacTap
MEH MOJCHUETTEP/L KAKChIPAK TYCIHETIH
OOJIIBIM.

B. bu ancam6J1inzie oHep KopceTy MeHiH
63 MaMaH/IbIFbIMHBIH asiCbIHA TybIHAAFaH
MaceJsesep/i Welyre JarIblIaHabIP/b.

d. bu ancam6Jinjie eHep KopceTy »KaHa
uaesiapabl OuJayra, 03 OlbIM/bl icKe
acblpyra MyMKIiHZIK Oepai.

CTyaeHTTep/LiH CbIHU TYPFbIIaH Ofay
KabiJIeTiH JaMbITyFa O1 aHCcaMOJIbaepi
KaJiall bIKMaJ eTejli Jen oiyanchi3; 6u
aHcaMOJIbiHiH MyllIeci 60JTy Ci3/IiH XKeKe
JKOHE KOCiOM IaMybIHbI3Fa KaJlall acep eTe/l;
YuuBepcuter 61 aHcaMmOJibiHe KAHIIAJBIKTbI
JIAUBIKTBI KOJIIay KepceTin, 6arajiaijibl
JIeM OWJIANCHI3 ChIHbBI CypaKTap/bl
KOO apKbIJIbl KaCiOW OM aHCaMOJbiHiH
CTYIEHTTEP/IiH ChIHH OWJIay KabiseTTepin
JAMBITYFA KAHLLIAJBIKTBI 9Cep eTeTiHAIrH
aHbIKTayra ThIpbICTHIK. COHBIMEH KaTap,

20 »KblIIaH acTam yaKbIT OOHbI CTY/ICHTTIK
61 aHcaMOJIbJIEPiHJIE KETEKIIIJIIK eTKEH
ToxKipubesi xopeorpadrap MeH kac
MaMaHAapAbIH CTYCHTTEP/iH, CbIHH Olsay
KabiJieTTepiH JaMbITy1arbl ToxKipuHeci
capaJiaHajipl.

3epTTey HaTUXeNnepi

Xopeorpadus Ginim Gepy GarnapaaMmach
OoliblHILIA MaMaHAAp AalbIHAANTBIH XKOFapbl
OKy opbIHAapbina ctyaentTepsin 70 %- bl
KociOu OU aHcaMOJIbIepiHiH KypaMbIH/a
onep kopceteti. 30 %-bl 63/1epiHiK
JIeHcayJIbIK »KaF1aiibiHa, (hU3UKaJIbIK

MYMKiHIiKTepiHe OaiIaHbICTbl O1
aHcaMOJIbJe PiHiH JaibIHIBIK KyMbICTapbIHA
»Ky#edii Typae KaTbicnaidabl. «Kanina
yaKbITTaH 6epi Ci3 yHUBEPCUTETTIH,

61 aHcamO.J1iHze OUseici3? » ereH
CYpaKThl KOIO apKblJibl 6i3 Kaciou 61
ancam6Jbaepine 3-4 Kype CTyIeHTTepiHiH
CaHbIHbIH apThIK eKeHJliriH Kepemi3. Cyper
1. Kepcetkilrepai eckepcek, 3-4 kypc
CTYAEHTTEPiHIH opi Kapar KociOu Typae
JlaMyFa JIereH TaJ/llbIHbICTapbiH OaliKaiMbl3.

Cyper 1. «Kanua yakbittan 6epi cis
YHUBEPCUTETTiH O1 aHcamOJine OuJeicis» neret
cayaJiHaMa cyparblHa yKayar HOTHXKeJepi.

«bu ancambJiine KaTbiCy Kacibn
JKYMBICBIHBI3[IaFbl MaceJiere Hemece
JKaraadra 6acKalla kapayra KeMeKTeCKeH
Mblca/iMeH GeJice ajnacbia 6a?» cyparbl
OOMbIHIIA cayaJHaMa HaTHXKeJIepiH capanan
OTBIPBIM, Kacibu 61U aHcaMOJIbAepPiHiH
CTYAEHTTEP/LiH OPbIHAAYLIBIIBIK
JIQFIBIAPbIH KAJIBITTACThIPBIT,
©3/IePiHe IereH CeHIMIIIKTEePiH
apTThlpaThIHAbIFbIHA, OajanapMeH
JKYMBIC 2Kacayia KUbIHABIKTAp/Ibl IIeLIyre
KOMEKTEeCKeH/liriHe, oHipiCTiK TaxKipubeaeH
6Ty OapbIChIHAA MACeJIeNepi Lellye,
O3/liMHEH 2KYMBbIC 2Kacay/la KoHe yKbIM/1a
JKYMBIC 2Kacayra Jafibl/IaH/ bl pFaH/IbIFbIHA,
63 MAMAH/BIFbIHA JeTeH CYHICNeHIiTiKTePiH
APTTHIPFaH/IbIFBIHA, KAH-KAKThI JAMyFa
KOJI allIaThIH/BIFbIHA KO3 XKETKi3eMi3.

«AHCaMOJIB/IIH JAaHbIHBIK XKYMbICTAPbIHA
KAHIIAJBIKThI 2KHi KAThICACHI3? »
cayaJiblH KO0 apKblJ/Ibl CTYAEHTTEP/LiH
aHcaMOJIb/IIH JaUbIHBIK 2KYMbICTApbIHA
KaHIla yaKbIT OOJIETIHAIMH aHbIKTA/IbIK.
CayaJsiHama HaTHKeCiH/le anTachblHa
2-3 pert xyliesi Type 1aibIHIbIK
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JKYMbICTAPbIHbIH, XKYPri3iJIeTiHAINH KopeMis.
KepceTkiltepsiin HoTHKeCiH/IE 1aHbIHIBIK
JKYMbICTAPbIHbIH OKY YPAiCiHE KeJaepri
KeJITipMEHTIHAIT OafiKalapbl.

Bu ancam6uinin KypambiHaa Kanjaan
ic-lapanapaa eHep Kepcerecisaep
JIeTeH CypaKKa OepiJireH xKayanTapblH,
HoTHKecinze cryaentTepin 50 %-
JIaH YKOFapbl 66JIir KajaJblK,
YHUBEPCUTETILLIIIK iC-1uapajnap MeH
Garikaysap jaen »kayarn 6epren (Cyper 2.).

BE EFACTELE bR 1 Bidd O K DTS fald -]
RAHTR 5

[TT. T, W

——

| i A

Cypet 2. CryneHTTiK KociOu 61 aHcaMOJibepiHiH
KaHja# ic-1apanapaa oHep KopceTeTiHAIriHiH
KOPCEeTKILlIi.

KepceTkiirepin HoTHKeCH capaJai
OTBIPBII, KO KaFnaiaa kaciou 6u
aHcaMOJIblepiHiH MepeKeJiiK ic-1apaaap/ibl
aTKApaTbIH KbI3MET KOPCETYL Y2KbIM
peTiHae XKYMBIC »KaCalThIHABIFbIH KepeMmi3.
Ochl opatina, 61 aHcamOJbepiHiH,
MylLIesIepiMeH ap TypJi MacTep KJaaccrap
YHBIMAACTBIPY, LbIFAPMAaLLbIIBIK
Ke3JecyJiep, OJIapAblH TAHbIMABIK I€HI€HiH
KEHEHUTETIH 9KCKYPCHSIAP, Y2KbIMIBIK
PYXTbI KaJIBINTACTBIPATBIH THMOUJIIMHITEP
YHBIMIACTBIPY KaXKeTTiJiri Kepinesi. Erep
6osalakThl 2kahaH/bIK KoHe YJITTHIK KYLI
KaJIbllITaCThIPATbIHBIHA CEHCEK, KOFaM 63
MylliesiepiH e3repMedi Karaira 1aibingay
Kepek. JKyMmbicrieH KaMTy xKoHe Gacekere
KabisieTTilikTeH 6acKa ja 6iJimM 6epyiH
MaKcaTTapbl Herisre ajblHybl KaxKeT.

Crynentrepai 60saliak KociGiHiH KbIp-
CBIPBIH MEHrepTi, axaJj eHoekK etyre OayJy
apKbliibl 6i3 KOFAMHBIH 9pi Kapall jamyblHa
yJaec Kocambiz. Ocbl opaiina, 6inim Gepy
MeKeMeJiepi KeKe TYJFaHbIH TYJIFaJIbIK,
9JIEYMETTIK 2K9HE HHTEJIIEKTYaJIbIK
JIaMybIH KOJIIaM, KOFAMHBIH KaXKeTTifliKTepi
MeH YMThIJIBICTapbIH KAHAFaTTaHAbIPYybI

kepek. COHIBIKTaH/Ia yHUBEPCUTETTED
CTYJICHTTEP/LiH 2KeKe 6achbiH, 0Jlap/iblH,
KYHJIBLIBIKTapbIH KaJIbIITACTbIPAThIH
opraJbiK 6oJibin Tabblaaabl. K.d.
MakKapru, 2.X. Onpnaarxe, J1. 3akapc
KoHe A. BpyKc eHep apKbliibl CTYIEHTTEPLIH
©3iH-e3i Oarasay Kabi1eTTepiHiH
JAMATBIHABIFBIH aHbikTaca (1), T. MaTcon
»koHe M.P. I'punicon 6u apKblibl aiam
©3iH 2KeTe TYCiHiI, aJIeM/i TAHW/bI J1e1
TYKbIpbIMAANIbI (3). Keseci cypakTbin,
HOTHKeCiHJIe 6i3 CTyleHTTep/iH 3- 111
CypeTTeri TyKblpbIMIaAMaMeH TOJIbIKTaH
KEJIiCEeTIHAI aHbIKTA/bIK.

Cyper 3. CryeHTTepre yCblHblJIFaH
TYXKbIPbIMAMA.

«CTyeHTTEepLiH CbIHH TYPFbIIaH
oWJay KaOineTiH 1aMbITyra Ou
aHcamOJbaepi Kasall bIKnaJl eTeli e
ols1alfichl3?» cyparblHa CTYJEHTTep
Te3 OPEKET eTyre, OHePiH OAPJIbIK
TypJepiHeH xabappap 60Jyra, Kacioun
MaceJie/iep/li Te3 Liellyre, e3-e31epiHe
JIereH CeHiMAIIKKe NariblJaHIblpbl
Jen xkayan 6epeni. CoHbIMeH Kartap,
KociOu Ou aHcaMOJIbepine 6uiey Tek
KaHa OpbIHAAYLIBIIbIK JAAFbIAPbIH
FaHa JJaMbITbIN KOHMaH, e31epiH
dJIeyMeTTeH/ipyre Je yJec KOCKAH/IbIFbIH
atan ete/li. AHcamOJibjle GUIey apKbLIbl
CTY/IEHTTED alaMJIap/iblH dJIEYMETTIK HEMece
MaJIEHH epeKLIesiKTepiHe KapaMacTaH
e3apa apaJacsir, 6ip-06ipiH TyciHyre
Thipbicajibl. PecTHBaNb, KOHUEPT CUSKThI
AYKBIMJIbl MOJIEHH LIapaJiap KapbIM-KaTbIHAC
TeH MiKip asMacy aJaHaapbiH XKacanpl.



bu ancamoOuibaiepi apKblibl CTyI€HTTEP
OKBITYJIbIH 6acKa TypJiepiHjie KOJ XKeTiMci3
3CTETHKAJIbIK KaObl/l1ay1apbiH XKaHe MaJIeHH
cayaTTbUILIKTAPbIH 1aMbITa/lbl. OHepiH
9JIEYMETTIK KbI3METi OHbl KOFaM/aFbl

OH, 63repicTep MeH irepiJeyit KyaTTbl
KypaJiblHa alHaJbIPajibl, HEFYPJIbIM 91
JKoHe YHJIeciMIli aJieM KypyFa KoMeKTece .
Bbu ancambuibiiepi eHepiH, aeyMeTTiK
KbI3METiH yKy3ere achblpajpl.

«Cizzii ofibIHbI3IIA OM aHCaMOJIiHIH
myleci 60J1y Ci3/liH KeKe KoHe Kaciou
JIAMybIHbI3Fa KaJlail acep eTejli?» cyparbiH
KO0 apKbl/bl 61 aHCcaMOJIbepiHiH
CTYIIEHTTEP/LiH, 2KEeKe TyJIFa peTiHie e31epiH
TaHyFra, 63 KacibiHae TaxKipuobeJi 6onyra
JK9He 63 MYMKIHJIIKTepiH OaraJsiayra »KoJ
AlAThIH/bIFbIH aHBIKTA/IbIK.

«Yuupepcuret 61 aHcambJliHe JalbIKThI
KOJIJ1ay KepceTimn, Oarasanibl 1en oianchi3
6a?» jilereH Cypakka CTyIeHTTep op
TYPJIi 2KayanTap/pl YChIHA/IbI. 3ePTTEY
HbICaHbl OOUBIHILIA 9P TYPJIi 2KOFapbl
OKY OpbIHJapbIHbIH CTYEHTTEepiHEH
JKayar aJibIHFaHAbIKTaH, aTaJFaH Cypak
GofiblHILIA KenTereH GakTopJap/blH acep
eTeTiH/iri afikbiH. YKayan 6epyiuisiep
03 JKayanTapblHia 61 aHcaMOJIbAE PiHiH
JIabIHBIK 2KYMBICTAPbIH »KYpPTi3yre caxHa
TYPiHIEri NadbIHIBIK OPHbIH, TEXHUKAJIbIK
KypaJi KkabJbIKTap/ibl, CaXHAJbIK
KOCTIOMIEpPMEH KaMTaMachl3 €Tyl YChIHAbI.

Tankbinay

ChIHM 2KoHE HIbIFAPMAllIbLIbIK OHJIay
KabisieTi OYKiJ aJieMJie epeKie

MaHbI3/ibl 60J1bIN caHanabl. CblHU

OWJlay — aKknapatTThl ledep KoJIaHy,
TaJjjay, CUHTe3/1ey »KoHe OaraJsiayablH
MHTeJIeKTyas bl rpolieci. CoHbIMEeH
Karap, »KOrapbl alKbIH/IbIK, JDJK,
JKYHEJITIK, ©3€KTiJliK, aHbIK JaJ1eJIep
cekiJiii omOeOan UHTeIeKTyas bl
KYH/IbLIbIKTapra Heriszesred. E. JlioTbix
03 eHOeKTepiH/e CbIHU OHJIayFra yHpeHy
ToxKipubeci a7eyMeTTiK-M3JIeHH KOHTEKCTe
KapacThIpblIybl KaxkeT jien ecenrteiii. CbiHuU
OMJ1ay — JKEKe JIaF/ibl emMec, dJIeyMeTTiK-

MosieHH TaxkipuOe. ChlHH Olslay —auasiorka
KaTbICy, TaJIKblIay, KeJiciMre KeJy,
LIeKTeYJIep/li ChIHAY »KaHe LleKapaJap/ibl
KeHeNHTy» — Jien KapacTtbipajbl (384).
Mamannapsbl fasipsiayza asnran 6ijiMin
KYHJIEJIKTI TO:KipuOee KaxkeTiHe Kapai
KOJIIAHY/Ibl YHPETY/IiH MaHbI3bI 30P.
CryneHTTep asnraH aknaparrapblH capaJay
VLLIH CbIHU OHJIay/lbl YUPEHYi KaXKeT.
«9p6ip OKy-TaHbIMIBIK aKIapaTThl MEHTEPY
yUIiH OyJ1 He VILiH KaXeT, OyJ MaraH He
Oepeni? Mocesieni kanail wenty THimMji ?
Kanpnaii »karnaiia »KaHa HoTHxKere KOJl
JKeTKigyre 6oJ1aibl? — JIereH CUSKTbI
cypakrap Koto MeH rnpoobJiemasap/pl
AHBIKTayFa OarbITTAJybl THIC»
(bapmankynosa, Hypanuea 27). Macesieni
LIEeLIY/iH TEOPHUSIJIbIK HerizaemMeciHe
CYHeHiN, ToxKipuOeJliK }KyMbICTapAbIH
HOTHXKECIH HaKThl (DaKTijiepre Heriszien,
CTATUCTUKAJIBIK MAJIIMETTEP/L TAJAAY, 2KAHA
HOTHIKETe KOJI 2KeTKi3yre MyMKiHIiK Oepefi.
Aubik eHep xko6ajapbl CTYAEHTTEP/H,
TOYeJICI3/IriHe bIKIIAJ eTe/li 2KoHEe LleLliM
KaObLIAayabl KaXKeT eTeTiH Tajnnay,
TYCiHLipy, OaraJjay *KoHe LIbIFapMallbl/IbIK
MaceJieiep/li Wellly CHSIKTbI JIaFibliapiibl
nambita ananel (Ppaucuc, bamdo 106).

CTyaeHTTep YIUiH WbIFapMallbl/IbIK
OHJ1ay/IbIH MAHbI3bIIbIFbIH 3€PTTEY
KOTITereH KbIIIap OONbI FHIILIMHU
KaybIMIACTBIKTBIH 3ePTTey ajaHblHa
apinaqzsl (I1puuapn 117).

Ofinay narnpliapbiH IaMbITY YILIiH
Ke3eH-Ke3eHMEH KOJ11ay KepCceTy KaxKeT
(Norton 64). Oitnay — 6y unesiapiarsl,
nanbIMIay1apAarbl, YFbIMAAPAAFbl
00bEKTHBTI KbI3MeTTi KopceTy npotieci. O
TaJjjiay XKoHe NPAKTHKAJIbIK ic-9peKeTKe
HeTi3[ieITeH CEHCOPJIbIK TaHbIMHAH
CHHTe3JIey KesiH/le naiaa 6oaupl,

OyJ1 03iH-031 i371ey/iH KoHe Tybereii
JKaHAHBI ALIY/IbIH TTCHXUKAJBIK MTPOLECi
(sirHu, Gedirini 6ip afaMHbIH TaHBIMJIbIK
ic-opekeTiHiH 6acTanKpl, aJjibIHFbI
Ke3eHJlepiHe KaTbICThl 2kaHa ). Kes-
KeJIreH OKbITY KaHaai popmana 6oJica aa,
dpKallaH oiJay/ibl KaJblITACTbIpy MeH
JIAMBITY/IbIH, KA2KETTi 2KaHE TanThpMac
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wapThl O6oJibin TabblIaAbl. bifiMai urepy
JKOHE KaJIbINTACTBIPYy — OHJIay/IblH
HaThkeci. [LblFapMaliblibIK ofjiay —
TaOBICTbI OUJIAY/bIH €H 2KOFapFbl TYPI.
Oitnaynbit 6yJ1 Typi cyObeKTHBTI 2KaHa
OHIM MeH »KaHa popmMalusiapibl KypymMmeH
cunarranabl. [birapMaliblibik oAy bIH
eHiMi OipereiJiriMeH cunarrasasl.
[IbirapMalublbIK KacinTepMeH
alHaJIbICaTBIH afamaap, OackaJaap CUSKThI,
03JIepiHiH LIbIFAPMallbUIbIK Ka0iaeTTepin
JaMbITybl KepeK. Kasipri Tania enep
caJlacblH/Ia aKNapaTThiK KOMMYHHKALIHSJIBIK
TEXHOJIOTHsAIap/bl KOJIAHY/Ibl 3€PTTEY
KeH TapaJblil Kesieli. 3epTreynepie
XopeorpadusIbIK KOUbIIBIMIAP/BI YHPEHYIE
QR KoxrapbiH KoJl1aHy »KaHe oJ1ap/iblH
JKOFapbl OKY OPbIHIAPbIHBIH CTYIEHTTEPiH
bIHTAJIAH/BIPYFa 9cepi TasiaHa/bl
(Poca 160).

OKy GapbICblHIA CTAHIAPTThI eMeC
JKAFIasITTap/iblH, KAJbIITACybl MEH 63
OMBIH €PKiH KeTKi3y LIblFapMaLlIbIbIK
MaMaH/bIKTapJarbl CTYIEHTTEPLiH,
HIbIFAPMALIBIJIBIK OMJIAYbIH IAMbITYFa YJIKEH
acep etefi (Kpbitranosuu 404 ).

CryneHTTepaiH ChlHM Ofylay KabineTin
JIAMbITY MaKcaTbIH/1a aHCaMOJIb]LiH,
pernepTyapblHa aBTOPJIbIK KOHBIIbIMIAPbI
Kocy TaxKipubeciH GacilblIbIKKa aJraHia
«Xopeorpadusinbik GefiHesniep>» aiicin
navgananyra 6osajsl. Ctynentrep Gepinren
TaKbIPbIN OOUbIHILA KOPKEM d/1eOHeTTEP
OKBII, LIbIFapMaJiapaarsl OedHe ep
Tabybl KaxkeT. Kopkem Gelinenepai Taby
VLLUiH CTYIEHT €H aJllbIMeH 03iHiH OUbIH/IA
eqecreresli. Kepkem GeiiHesiepai TankaHHaH
KeliH 6acka 9/1ebueTTepMeH CaJbICThIPYbI
Hemece o3iHiH eMipiHae 60JFaH OKUFaMeH
TaJlIal aybl KazKerT.

CoHbIMeH KaTtap, CTyleHTTep
03J1epiHiH KUsJIbIHAH TyFaH oOpasaapbiH
xopeorpaus/IbIK TiIMEH KeTKi3e.
By a11ic apKblabl CTy1eHTTEPIIIH
KHSJIbIH laMbITaMbl3. Kysist apKpliibl
CTY/IEHTTEpP 6Mipje OOJbIN XKaTKAH
OKHFasap/bl OeiHesel, eHep apKbl/bl 63
ayJIMTOPHUsICbIHA YKeTKi3e/li. AnaMaaTTbiH
pyXaHu MaJIeHUEeTi, aiamiap/iblH, KUS/IbI

MEH LIbIFapMaLIbIILIFBIHBIH HOTHKECiHIe
naina 6oJraH. Kusiinay kesinue ctyaeHTTep
IMOLMOHAJIBIK TYPFbIIAH GeJiceH]]
00JIbII, 6371epiHiH OaPJIbIK SHE PrUsJIapbiH
LIbIFAaPMaLBIJIBIK KYMBICTIEH alHaJIbICyFa
»Kymcaipl. AtajraH oicTi ancamOJIbiH
JIANBIH/IBIK 2KYMbICTAPbIH/IA HEMece
CTY/ICHTTEP 63 KOUbIJILIMIAPBIH 2Ky3ere
acblpraH coTTe nanuasanyra 6oJabl.
CoHbIMeH KaTap, KopKeM aieOueTTepi
OKYFa JIeTeH bIHTaJIaHAbIPY OMbIHAAPbIH
HeMmece YeJsIeHRKIe P YUbIMIACTbIPY
Jla CTYICHTTEPAiH TAHBIM/IBIK O 6PiCiH
KeHeHTin xopeorpadusiyibik Kepkem
oOpasziap/ipl 2Kacayra »oJ1 atajbl.
Kasakcrannpik JKOO-narbl 61
aHcaMOJIbAepiHiH KeTeKlIiepiMeH cyxoaT
JKYPri3y apKbl/ibl, 0J1ap/ibiH ToxKipubeciMeH
TaHBICHIT, CTYJACHTTIK aHCAMOJIBJLiH,
myLueci 60Jy KaHLWaJbIKTbI 0J12PbIH, CbIHH
onJiay KabizieTTepine biKaJj eTeTiHAIrH
alKbIHAAYFa ThIPBICTHIK.

bipinuii pecnondenm: KP modenuem
Katpamkepi, onepmany npogeccopol,
n.e. dokmopol. Kyarvbekosa Aiieyro
Kenecosra: CtyneHTTiK OH aHcamOJ1iHiH,
MaKcaThl OKY [pOLEeCiHjle ajbIHFaH
MPaKTUKAJbIK JaFAblIapbl JaMbITy
60JbIT TaObLaMbI. Erep keTekiuijsep
CTYJIEHTTEPMEH Oipre op KOUbLIbIMJIbI
TaJijan, aJafarbl pernepTyap/bl TaJKblIal,
aHcaMOJibre oJ1ap/iblH, LIbIFAapMalUbIIbIK
ecyi MeH canacbl O0HUbIHIIA HAKTbI
MiHJIETTEp KOKCA, CbIH TYPFbICBIHAH
OHJIay/lbl KQJIbITITACTHIPY Mpolieci THIMI
60s1a/ibl. AHcamOJibie OUJIEY CTYEHTTIH OKY
OPEKETIHIH KYLUTI ?KoHE 9JICi3 2KAaKTapblH
Kepyre, 0ObeKTHBTI TypJie OHJayFa XKoJl
awianbl. Ancamb/bMeH GaliKaysapra KaTbicy
aJlJIbIH/IA CTYIEHTTEP/LiH 63iH-63i OaranaybiH
JKOHE JKapbICKA JIereH KyJILIBIHBICBIH
apTThipy MaKcaTbiHaa OarnapaamaHsbl
erKei-TerkKenJi TaJjaay »Kyprisiai.
CoHbIMeH KaTap, KapchlaacTap/ibiH Kacioun
JIeHIeli KapacThIPbL/bIIL, OJIAPbIH, 9JICI3
JKOHE KYILTI 2KaKTapbl aHbIKTaNa/ibl. by
uielimMae piH KOWbIIFaH MiHAETTEpre
acepi GallKay/blH, COHFbI Ke3eHIepiHjieri
JKOHE KOPBITBIH/IbI HOTHXKeJIepAeTi



KepceTKillTepre yjakeH acep etelli. TonTbiK
JKYMbIC, acipece xopeorpad CTyIeHTTep
apacblH/a CbIH TYPFBICBIHAH OHJIay/bl
JAMBITYFA AUTAPJIbIKTAN bIKIAJ €Tel].

JlaJ1 ocbl YKbIMJIbIK eHOeK OapbiChiHa
KollIGaclblIap MEH apTypJli yarepiMaeri
CTY/IEHTTEp ThIFbI3 ©63apa 9peKeTTece/l.
MyHJ1a »KaJmnblaamM3aTThiK KaCHeTTep

MeH KocCiOH Ky3bIpeTTep KaJbITacalbl.
Komannana ke3 kesiren chopmaTtarbl 6achbim
MiHIETTEP TAJIKBIIAHbIN, 6ap MaCeJeHi
CBbIH TYPFBICBIHAH KapacThIpy Heri3iHie
opTak wellimaep Kaobliganaibl. byn
CTY/IEHTTEPJIiH JAANUbIH/IBIK KYMbICTAPbIH
JKYPTi3y, TOIIEH KYMBIC 2Kacay

T.0. ariblJIapblH KaJlbIITACThIPbIII,
OpbIHJAYIUbLIbBIK JIeHI€HIePiH aPTThIPA/IbI.
Kagipri Tanaa 61 y2KbIMbIHBIH, XKeTeKIIIiCi:

- O3bIK JIeHreleri CbiHU OlJ1ayra ne
O0JIybl KEpEK;

- 03 NeJIarOrMKaJIblK KbI3METiHiH
KeMIUiiKTepiH Kope 6iyi, }KyMbICbIHbIH,
apTHIKLIBIILIKTAPbl MEH KEMLUIJIIKTepiH
Oinyi Kaxer;

- OKBITYLLBIJIbIK KbI3METTiH, aJ1/IbIHF bl
KaTapJibl yJriepiMeH FaHa eMec, COHbIMEeH
KaTap KOraMJarbl e3repicTepMeH,
3aMaHayu TeXHOJIOTUsIIapMEH, FhlJIbIMU
3epTTeyJIepMeH JIe YHEMi KbI3bIFYLIBLIbIK
TaHbITHIN, 63iH-031 XKeTIIIpYi Kepek; 4)
aJlaM dJIeyeTiH NAMbITYArbl 03bIK 9iCTE P
KOFaMHBIH Ke3 KeJITeH KbI3MET caJslacbliHa
©3 MOHIHE »KOHE CTYICHTTEPMEH ?KYMBIC
icTeyine 6ertimaeit 6iayi KaxKeT.

Exinwi pecnondenm: Kasak
YAMmoLK Ko130ap nedacoeuKarolk
yrusepcumeminin, « Tomupuc» ou
ancamobrinin scemerxutici, KP Modernuem
caracoioly y3diei Caboaruesa Posa
boavickobizor: CtynenTTep aHcamosb/e
OuJiey apKblibl ap TypJi O 2KaHpJIapbIMeH,
CTHJIIMEH, (hopMasiapbIMeH TaHblCa/lbl
JKOHE OKBITYLLIBIHbIH KYMbIC 2Kacay/iarbl
aficTepiMeH, TociiH Kepeli. Xopeorpad
61 XKaHpJIapbIHbIH KOrTereH hopMasapbii
yHpeTe OThIpbIN, caxHana o6pasibl 6epy/i,
OU KUMbLJIbIH YHJIECTIpy/i JaMblTa/lbl. By
caxHa asiaHblH H6ariapJan Oiyre bIKnaJ
eTil, CTY/IEHTTEP/iH XOpeorpadUsiIbIK

KOUBLIBIMAAPbI KOO TaxKipubecinie
MaHbI3/ibl POJIb aTKapajbl. AHCaMOJIb/Ie
Ousiey 6apbIChIHIA CTY/ICHT KeTeKIIiMeH
TiKeJiel KapbIM-KaTbIHAC »Kacal OTbIPbI,
Tin Tabbicyra, nejaror-xopeorpadrhiy
KbI3METiH OaKbliayra, OU KOWbIBIMAAPbIH
TaJjijlayra jariblaanaisl. Aucamoibie
OuJiey apKblbl CTYJIEHTTEP Ke3-KeJreH
CUTyalMsIap/iaH LIbIFyra OedimMaesei,
O3/lirHeH Wwelim Kadbliaayra ThipbICabl,
KYHIEJIKTi NaAbIH/BIK KYMbICTAPbIHbBIH,
acepiHeH KaciOu (pU3HMKaJbIK (hopMasnapbiH
cakraipl. CoHbIMeH KaTtap, 6acekere
KabiJeTTisliKTepi ocir, KobaclblbIK
KacHeTTepi Kasblnracapl. 1-2 Kypera
CTYIEHTTEP aHCaMOJbMeH TaHbICHII,
penepryapiibl MEHIepir, 031ePiHiH
OPBIHAYLIBLIBLIK KaOiNeTTEPiH JaMbITCa,
3-4 KypcTa KellbaclibliibiK KACHETTeP
HalikaJiblir, 63 6eTiHlIe 61 STIOATEPIH,
KOHUBLIBIMIAPbIH KOUBIM, acaHcaMOJIb]i
YHABIMIACTBIPHIT, Y2KBIMMEH YKYMbIC
icteit ananpl. Bys onapabiz Kociou
KY3bIPETTi/IIKTEPiH HbIFalTabl. bu
KOHBLJIBIMIAPbIH KOIOJIA 03iH/1iK CTHJIBLIEPI,
KoJITaHOaJIapbl KaJibltaca 6acTan/bl.
AncambiibMeH KyMbIc »kacay GapbiChiHIa
JKeKe TaxKipubem/ie Kom KOJIAHAThIH 9Jlic —
Ke3eKTi KOHLIePTTe OUJIEHUTIH CTyIeHTTEeP/IiH
Ti3iMiH HeMece OUJIeHEeTiH Outepi
COHFbI caTTe aiTy. OChl 9J1iC apKblJIbl
eH GipiHili cTyeHTTep aHCaMOJIbJIiH,
OapJbIK pernepTyapbiH KoHe ap TYpJi
napTusiiapibl MeHrepei. by onapabin
03/1ePiHiH OPbIHAAUTBIH OU KUMbLIIAPbBIH
capaJsayra, KociOM TypFbIIaH OHJIaHyFa
JKOJT alllbIM, OYJIIBIK €T XKaJIbIH JaMbITa/Ibl.
AHcaMO/IbMeH XKyHesi Typ/ie XKYMBbIC 2Kacay,
opOip opbIHAAYLUBIHBI Oi/Ty, CTYAEHTTEPIiH
JKaH JTIyHHECiH TYCiHy, oJlapMeH KapbIM-
KATbIHAC 2Kacay OU Y2KbIMbIH/IA 2KEMiCTi
JKYMBIC 2KacayFa KeMeKTece]l|.
Pecnonnentrepuin nikipine cyfiene
OTBIPbIM, CTYIEHTTIK OM aHCAMOJIiHIH,
OPBIHAAYLIBIIBLIK KaOineTTepi, Kacion
KY3bIPETTIJIIKTI KOHE ChIHU OHJIay/Ibl
JAMBITAThIH OKY-TopOue MPOLeCiHiH
MaHbI3/Ibl KypaJbl €KeHiHe KO3 KeTKi3eMi3.
Ougnap YKbIMIBIK 2KYMbIC TIEH CAXHAJIbIK
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ToXKipuOe apKblIbl CTYJICHTTEP O31ePiHiH
(bUBUKAJBIK 2KOHE HHTEJICKTYaJIbIK
JAFIbLIAPbIH XKETIIPETiHiH, COHNAN-
ak, ueiM Kaobliayra oedimaedin,
KolIGaCUIbIILIK KabiseTTepin
KaJlbllITACThIPATbIHBIH KOpceTe/li,
COHBIMEH KaTap CTYACHTTEP/iH CbIHH
olJiay KabisieTTepiH 1aMbITyia aHcambJ1b
JKEeTeKLLIJIepiHe aBTOPJIbIK HIesJIapbiH
ychlHabl. KazakceTanibik 2Korapbl OKy
OpbIHAAPBIHBIH, OM aHCaMOJIbEPiHiH 1aMbBITY
JKOJJIApbIH alKbIHay MaKcaTbiH/A LIeT
eJIIIK CTY/ICHTTIK OM aHCAMOJIbECPiHiH
ToxKipuoOeci KapacTblpbl/ibl. Mbicasbl
[apBapy yHUBEPCUTETIHIH KAMITYChIH/A
9JIeMIIK OU CTUJIbEPi MEH I9CTYPJIePiHiH
KEeH ayKbIMbIH KOPCETEeTiH 25-TeH acTaMm
CTY/IeHTTiK 61 Tontapbl 6ap. JKubipma
JKBUIIAH aCTaM yakbIT 60¥ibl [apBapaThbiH
Asian American Dance Troupe (AADT)
A3UsIbIK aMEPUKaH/IbIK O1 TOObI
xopeorpadust eHepi apKblJibl CTyAEHTTE P
a3MsIbIK MOJICHUETIIEH TaHbICTBIPbII
keJielli. Penieptyapbl 1ocTypili, STHUKAJBIK,
MOJIepH, HaJsieT, XUM-XoM, (DbI0KH CEKiJIi
64 TypJiepiMeH KaMTblFaH. bu ToObIHAAFbI
CTYIIEHTTEP a3usl/IblK OUJIEPIiH OPTYPJIJITiH,
MoHepiH KepceTyre Thipbica/pbl. bu ToObIHA
CTY/ICHTTEp KaCTHHICI3 KaTbica ajajbl.
Bu KolibibIMAApBIH CTYIEHTTED 63/1epi
KOSI/IbI 2KoHe opbiHAaiabl. COHbIMEH KaTap,
KaMIycTarbl 6acka OM TONTapMeH ThIFbI3
OaiyiaHbIC »Kacarl, bIHTbIMAKTACTbIKTbI
aprteipansl. Asian American Dance
Troupe myuieniepi ap TypJii MaMaHIbIKTbIH,
crynenttepi. Onap Kammnycrarbl Mepekedik,
TaHBIMABIK iC-11apasapaa 63 eHepJiepin
KepCeTei.

Harvard Ballet Company —
['apBap/ KoJIeLKiHIH CTyAeHTTepiHeH
KypaJran ['apBapa 6aset Tpynnachl.
1993 Kbliibl KypblJIFaH TOIM, TaJaHTThl
OpbIHAYLIBLITAP/BIH, Kac XopeorpadTapibiH
HaszapblH ayapbln kesesi. Penepryapbi:
KJacCHKaJbIK OaJsiet, 3aMmaHayu Ou. Anra
CalblH TpyMMna MylleJepiHe apHaJaraH
KJIACCHKaJIBIK O1 cabarbl XKyprisijiei.
O3 KepepMeHiepiHe XKbl/IbIHA €Ki PeT
XopeorpadusIbIK KOUbIIBIM YChIHAJIBI.

TonTeIH Heridri MakcaThbl TaJaHTTAP/bI
KoJI1ay/ia 1bIFapMallblIbiK aTMochepa
Kypa OTbIPBII, OJaP/bIH aKaAeMHSIIbIK
JieHreiepin Ketepy. AtasraH TONTbIH
Myliesiepi xopeorpadusiibiK 6iim 6epy
OarnapJsiaMachbiHblH, CTYACHTTEPI.

Herisri TyXbipbiMaap

Kocibu 6u cTyneHTTiK aHcamOJbaepit
JamMbITy GipHellle Heri3ri 6arbITTap/pl
KAMTHTDBIH 2KYHeJli TOCIIAL KazKeT eTel.
3epTTey HoTHKeJepiH Tal1ai KeJe,
aHcamOJbaep/li AaMbITY/IbIH TOMEHETieH
Heri3ri »KoJ11apbl aHbIKTaJ/bl:

1. MBIKTBI KOMaHa Kypy MaKcaTbIHa
TaIAHTThl CTYACHTTEP/I ipiKTey YILiH
TYPaKTbl KACTUHITEP MEH KOHKYpPCTap/ibl
YHABIMIACTHIPY.

TpeHuHITEp MEH MacTep-KJaccrap:
KaTbICYLIbIAP/BIH, 111e0epJliK
JICHTeHiH apTThIPY YILIiH TaxKiprbedi
XopeorpadrapmMeH MacTep-KJaaccrap oTKiay.

2. Peneptyapra apTypJii 61 CTH/IBAEPiH
KOCy, aHcaMOJIbJliH, 63 KopepMeHJIEPiH
Tabyra »aHe OulliaepiH oMOeOanThIFbiH
JIAMBITYFa MYMKiHZiK Oepeti.

bu KoliblbiMaapel: ancamMOJIb1iH epekiie
CTUJIi MEH LLIbIFAPMALLIBL/IbIFbIH KOPCETETIH
epekiie XopeorpadusIbK KOUbIbLIMIAP
JKacay.

3. KocTtiomzep Tiry, KOHKypcTap MeH
(ecTuBasbaepre 6Gapy HIbIFbIHAAPBIH
KapzKbIJIbIK KOJIIAybl KAMTaMachl3 Ty
VLLUiH FPaHTThIK OarnapJaManapra KaTbicy.
YHUBEPCHUTETTIH, aHCaMOJIb/IiH HMHLKIH
JIAMBITaThIH aBTOPJIBIK KOHLEPTTIiK
OarnapJsamaJsap yHbIMIACTbIPY.

4. OJieyMeTTiK XKedqinepye 6esnceni
6oJ1y, aHcamOJIblliH Be6-CalTbIH KypY,
KOHLEPTTEP MEH perneTHLHsIapaaH
BUJCOMATEPHANAAP 2KAPUAIAY.

CTyaeHTTep/LiH OPbIHAAYLIBIIBIK
11e6epJliriH, TaHbIMABIK O 6piCiH apTThIpy
VUIH YATTBIK 2KoHE XaJbIKapaJblK
KOHKypcTap MeH (ecTuBaJibaepre yHemi
KaTbICy.

5. Kaciou xopeorpadrapmen,

OM MeKTernTepiMeH XKoHe MaJIeHH



MeKeMeJsiepMeH OalJIaHbIC OPHATY KoHe
bIHTBIMAKTACThIK. ToxKipube anmacyra xoHe
aHcaMOJIb/IiH »KeTicTikTepiMeH GeJticyre
MYMKIHIIK OepeTiH O0acka OM TONTapbIMeH
opTak 6araapJjamagnap Kypy.

6. AncamOJ1b/IiH MylLIeiepi MeH
Oaclubl/IapbIHBIH KACiOH IeHTeHiH apTThIpy
YLIiH ceMUHapJiap/ibl, TPEHUHITEP MeH
KOH(pepeHIUsAIapIbl YHBIMAACTBIPY 2KoHe
OFaH KaThICY/lbl KAMTAMAChI3 €Ty.

7. KorammeH GaliaHbICThbl HbIFARTYFa
»KoHe KOFaMHbIH MAJIeHH JIeHreiH
ApTThIPyFa bIKNaJ €TEeTiH 9JIeyMeTTiK »KoHe
MaJieHH kobaJapra KaTbicy. Ocbl OarbITTap
OOMbIHLIA YKYHEJI 1aMy 9P TYPJli KepJiep/e
COTTi OHEP KOpCeTe a/1aThlH XKOHE O3iHiH
Oisim Gepy YABIMBIH YKOFaphbl ICHreH/1e
TaHbITa aJlaTblH K9CiOU 2KoHEe TaHbIMaJ
CTYAEHTTIK O aHcaMOJIiH KypyFa KoJ1
aulajpl.

KopbITbiHADI

3epTTeyin xKyprisiny MaciiTabbIHbIH
KeJIeMiHe KapaMacTaH, aJIbIHFaH HOTHKeJIep
6isim Gepy npotiecinie MaHbI3Abl pPoJi
aTKapajibl. 3ePTTEYIiH HOTHKEE P
TaKbIPbIN OOHBIHIIA FAJIBIMIAPABIH
eHOeKTepiH capaJan KaHa Koimai, 61
aHcaMOJIbAepi apKblJIbl CTYACHTTEPiH
CBIHM OHJIay JaFAbICBIH KAJIbIITACThIPY
anictepin kepceteni. Kypriziiren
cayajiHamaJsiap apKpliibl CTyIEeHTTep/iH OH
aHcaMOJIbepi KakJIbl OAJIaphbl, 0J1ap/blH,
CbIHU OfJ1ay KabijieTTepiHe acepi 3epTTeJ.
CoHbIMeH KaTap, KeTeKlllijiepMeH
JKYPrigifireH cyx0aTrapiaH CTyAeHTTiK 61
aHcaMOJIbJEPiHiH 0J1ap/IbIH CbIHU OHJ1ay
KaOlaeTTepiH JaMbITy YLIiH KaHAAH oficTepi
namjasaHaThIHAbIFbl KOPCETIJL].
YHuBepcuteTTeri OU aHcambJibaepi
CTYACHTTEP/IiH CbIHHM OWJIay KaOineTiH

JIaMbBITy/JIa MaHbI3/IbI peJl aTKapajel, ceoeoi
oJlap KaH-KaKTbl OKbITY MEH e3apa
apeketTecysi Tasan etefi. bBipinuineH,
aHcamOJibre KaTbICy CTyAEHTTep/IeH
XopeorpadusiibIK 3JeMeHTTepi Tasar,
capaJiay/ibl Tasan ereji, OyJ 63 uaesJiapbit
Jia, 6acKasap/ibiH HAEAMAaPbIH J1a ChIHA
TYPFbIIAH KapacTblpy KaOieTiH JaMbITapbl.
By KofibuibIMIAPbIH LLIbIFAPY KOHE
MHTepripeTalusaay OapbiCbiHia CTYIEHTTEP
KHUMBIJIIA P/l 2KoHe KOUbBIIBIMAAP/ABI TEPEH
Tasiayabl yupeHnei, Oy Tikeae#l CblHu
oryiayMeH 6alJIaHbICThl KOTHUTUBTIK
npoLecTepai KAMTH/IbL.

ExinwiineH, ancamOJibaeri TONTbIK
YKYMBIC TTiKipTajacTap/ibl TYIbIPbITI,
MaceJie/iep/i Wellly AaFAblIapbiH 1aMbITyFa
bIKIAJ1 eTe/li, OyJ1 CbIHU OHMJIayiblH MaHbl3/1bl
6o.J1iri 60JbIN TaObLIaAL. AHCAMOJIBIIH
facka MyLlesepiMeH e3apa apeKeTTecy
IPTYPJli Ke3KapacTapra HKeMIiJiK MeH
AUIBIKTBIKThI, COHIAN-aK, 63 YCTaHbIMbIH
JlpJenien Koprai 6iy KabiJeTiH KaxKeT
etelli. bys1 ynepic crynenrrepre macesesiepai
HIely/ie KoHe aKnapaTThl 6araJjay/a
KYPbIJIBIMbBI TOCI/II KAJIbINTACThIpyFa
KeMeKTece/li, OyJ1 oJ1ap/iblH, aKaaeMHUsIJIbIK
JKOHe KoCiOW ecyiHe bIKIaJ eTeli.

bu ancamOJibaepine KaTbiCcy apKblbl
»Ky3ere acaTblH LIblFapMallbl/bIK
y/epic CTy/leHTTeP/IiH, LbIFAPMALLIbLIbIK,
OWJIaybIH bIHTaJaHAbIpabl, OYJI CbIHHU
OHJIay/IblH LlIeKapasapblH KeHeHTe i
JKoHE KypJieJii MaceJsiesiepre CTaHAapTThl
eMec 1Ierimaep MeH Tacisaepai Tabyra
MYMKiHIK Oepeli. YHuBepcuTeTTeri 61
aHcamOJIbJIepi CTYIEHTTEP/LIH, ICTETHKAJIBIK
»KoHe (PU3UKaJIbIK IaMybIHa bIKIaJl
eTyMeH KaTap, oJlap/iblH aKrapaTThl
CBIHH TaJilay, CUHTE3/IEY KoHe Oarasnay
Kabi/IeTiH KaJbINTacThIpy/la MaHbI3/bl PeJl
aTkapajpbl, 6yJ TaObICThl OKbITY MEH KACiOU
TNANBIHABIKTHIH, HETi3i O0JIBIT TaObLIAIb.
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BM AHCAMBNbAEPIHIH XXOFAPbl OKY OPbIHAAPbl CTYAEHTTEPIHIH CblHM OMNAY KABINETIH
OAMbBITYOAFbBI POJTI

bakipoBa Caman, KycaHoBa Auuna

Kazaxckuit HaMOHaILHBIN KEHCKUT TTeIarorHueCcKnil YHUBEPCUTET
(Anmarbl, Kazaxcran)

POJ1b TAHLLEBAJIbHbIX AHCAMBJIEH BbICIUMX YYEBHbIX 3ABEJEHUN B PASBUTUMU
KPUTUYECKOTO MbIWNEHNUA Y CTYAEHTOB

AHHoTaums. B npouecce rnobannsauum Bo3pacrtaer 3Ha4YeHMe NOArOTOBKM CMeLnanmcTos
BbICLUMX Y4ebHbIX 3aBefeHNI, NnepecMaTpmBatoTcs obpa3oBaTenbHble NporpaMMbl. OCHOBHAA
Lienb 06pa3oBaTe/bHbIX NPOrpaMM — He TOJIbKO NOArOTOBMTb MacTEPOB CBOErO AeNa Mo KaXAoM
CneumanbHOCTH, HO U Hay4uTb 3GEHEKTUBHO MCMOIb30BATb MOYYEHHbIE 3HAHUS A5 NOBbIWEHUS KOH
KYpeHTOCnoCobHOCTU.|[LOCTYNHOCTb COLMaNbHbIX CETEN, UCKYCCTBEHHOTO MHTENNEKTA U MHbOpMaLUK
TpebyeT NoAroToBKM BOCTPEOOBAHHBIX CMELMANMUCTOB, B TOM YKC/E U B chepe UCKYCCTBA, CMOCOBHbIX
ObICTPO M 3DGDEKTUBHO NPUHMMATD PELLEHUS, KPUTUUYECKU MbICIUTb, BbICTPO aAanTUpPOBaTbCs K
MEHSIOLWENCS Cpeae M npeanaratb ONTMManbHble NyTU pewweHns npobneM. B cBa3m ¢ 3TMM aBTOpbI
aHaNU3UpYIOT BANSHWE TaHLLEBaNbHbIX aHcambnell By30B, rae peanusyetcs o6pa3oBaTtenbHas
nporpamMMma «Xopeorpapus», Ha pa3BUTUE HaBbIKOB KPUTMYECKOTO MbILLEHUS Y CTYAEHTOB. B xone
nccnenoBaHMs A8 Noucka OTBETOB HA CNeayHoLiMe BONPOCh MPOaHaNU3MpoBaHbl PaboTbl 3apybexHbIx
N OTEYECTBEHHbIX YYEHbIX: Yto Takoe KpUTn4yeckoe MblleHne? KakoBo BAUSIHME XYyO0XXeCTBEHHbIX
W CTYOEHYECKMX TaHL,EBasIbHbIX KOJIIEKTUBOB Ha Pa3BUTUE KPUTUUYECKOTO MblwneHnsa? Kak cnepyet
pa3BMBaTb TaHLLEBa/IbHbIE KONNEKTMBbI, paboTatowme ¢ 1985 roga? Ha carte docs.google.com nposeneH
0npoc cpeau CTyneHToB Ka3axcKoro HaLuMoHanbHOrO XXEHCKOro neaarorMyeckoro yHusepcureta, KOxHo-
Ka3axcTtaHcKoro rocynapCcTBeHHOro yHMBepcuTeTa nMeHn Myxtapa Aya3oBa, Kazaxckor HauMoHanbHOwM
aKageMuu UCKYcCTB MMeHU Temmpbeka XXypreHoBa, 3anagHo-KasaxcraHCKoro rocyaapCTBeHHOro
yHMBepcuTeTa MMeHn Maxambeta Ytemumcosa 1 Kbi3blTOpAUHCKOTO rocyAapCTBEHHOIO YHMBEPCUTETA
nMeHn KopkbIT aTa, B HeM NpuHsanu yyactue 106 cTyaeHToB, 6bi1v MpoaHaNM3MpoBaHbl MX OTBETHI,
NpOBefEHO MHTEPBbLIO C PYKOBOAUTENSMMU CTYAEHTYECKMX TaHLLEBANbHbIX aHCcambneit. NpoaHanvM3npoBaH
onbIT A3MaTCKO-aMepUKAHCKOM TaHLEeBaNbHOM Tpynnbl lapBapackoro yHusepcuteta (AADT)
Harvard Ballet Company. AHanu3upys pesynbtaTbl UCCIEA0BaHMS, ObliM pa3paboTaHbl aBTOPCKUE
NpennoXeHUs, HaNpaB/ieHHbIe HA Pa3BUTUE Y CTYAEHTOB HABbIKOB KPUTUYECKOTO MblluneHus. Kpome
TOro, 6bI1M onpeneneHbl CUCTEMHbIE MOAXO/bl, 0XBaTblBaKOLLME HECKObKO OCHOBHbIX HampaBneHui
pa3BUTUS CTYAEHYECKMX TaHLLEBANbHbIX KONNEKTMBOB. MoaBoas uTor, ybexaaemcs, YTo cTyaeHYeckune
TaHLEeBa/bHble KONEKTUBLI SBASIOTCA He TONbKO 3 dEKTUBHOM OpraHu3aLumen CBO60LHOr0 BpeMeH!
00y4aoLWMXCA U PA3BUTUS UCMONHUTENBCKMX CMOCOBHOCTEN, HO U NYTb Pa3BUTUS Y CTYAEHTOB HABbIKOB
KPUTUYECKOTO MblLUNEHUA.

Knioyesbie cnosa: cTyneHT, KPUTUHECKOE MbILUIEHME, UCKYCCTBO, XOpeorpadus, CTyaeHYeckme
TaHLEeBaslbHble KONNEKTMBbI, MPOLEecc 0byyeHus.

Ana yumupoeanus: bakmposa, Caman u KycaHoBa AHuna. «Posib TaHLeBasIbHbIX aHCAMbEl BbICLIMX
y4yebHbIX 3aBeAEeHMI B Pa3BUTUM KPUTUUECKOTO MbILWIEHUS Y cTyaeHToBy. Central Asian Journal of Art
Studies, 7.9, N2 4,2024, c. 306-322,DOI: 10.47940/cajas.v9i4.936

Asmopbl npodumanu u 0006punu OKOHYamesbHelli 8aPUAHM pyKonucu U 3asessom 06 omcymcmeauu
KOH@IUKMA uHmepecos.
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THE ROLE OF DANCE ENSEMBLES IN HIGHER EDUCATIONAL INSTITUTIONS IN THE
DEVELOPMENT OF CRITICAL THINKING AMONG STUDENTS

Abstract. In the process of globalization, the importance of training specialists in higher educational
institutions is increasing, and educational programs are being revised. The main goal of educational
programs is not only to train professionals in their respective fields but also to teach them how
to effectively use the acquired knowledge to enhance competitiveness. The availability of social
networks, artificial intelligence, and information demands the preparation of in-demand specialists,
including those in the arts, who are capable of making quick and effective decisions, thinking critically,
adapting quickly to a changing environment, and offering optimal solutions to problems. In this
regard, the authors analyze the influence of university dance ensembles, where the “Choreography”
educational program is implemented, on the development of students’ critical thinking skills. During
the research, the following questions were explored: What is critical thinking? How do artistic
and student dance ensembles influence the development of critical thinking? How should dance
ensembles, which have been active since 1985, be developed? To find answers to these questions,
the works of foreign and domestic scholars were analyzed. A survey was conducted on docs.google.
com among students of Kazakh National Women'’s Pedagogical University, Mukhar Auezov South
Kazakhstan State University, Temirbek Zhurgenov Kazakh National Academy of Arts, Makhambet
Utemisov West Kazakhstan State University, and Korkyt Ata Kyzylorda State University. A total of 106
students participated, their responses were analyzed, and interviews with the leaders of student dance
ensembles were conducted. The experience of the Asian-American Dance Troupe of Harvard University
(AADT) and the Harvard Ballet Company was analyzed. Based on the analysis of the research results,
the authors developed recommendations aimed at developing students’ critical thinking skills. In
addition, systematic approaches covering several key areas for the development of student dance
ensembles were identified. In conclusion, it is clear that student dance ensembles are not only an
effective means of organizing students’ leisure time and developing performance skills but also a way
to foster critical thinking skills in students.

Keywords: student, critical thinking, art, choreography, student dance ensembles, learning process.
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MEJATOTMKA 1YATHO-
KJIACCUUYECKOI'O TAHLIA

B KASBAXCTAHCKOW
BAJIETHOM LLIKOJIE

XX BEKA

(HA TIPUMEPE
AJIMATUHCKOI'O
XOPEOTIPA®HUYECKOI'O
YUUJTULLIA UMEHU
AJIEKCAH/IPA CEJIE3HEBA)

Jdmutpuii Cyuikos'

'Kasaxckasi HalMoHa/bHasi akaaeMust nekycetB umenn Temup6eka YKyprernosa (Anvatsr, Kazaxcran)

AHHOTaums. Llenibio McciefoBaHus SBNSETCA PacCMOTPEHUE U M3YYEeHME OCHOBHbIX MPOLLECCOB
CTaHOB/IEHMA M HOPMUPOBAHMA AUCLMMIUHBI «[ly3THO-KNaCCUMUECKMIM TAHEL» B CUCTEME
npodecc1oHanbHOM NOLATOTOBKM apTUCTOB BaneTa B KasaxcraHe, Ha npumepe AIMAaTMHCKOTO
xopeorpacduyeckoro yumnnuiua umenun AnekcaHapa CenesHépa. AKTyaNlbHOCTb M Hay4YHast HOBM3HA paboTbl
3aKJIH0YAETCA B M3YYEeHMM BOMPOCA MO TEME CTaHOBNEHUS M GOPMUPOBAHUS AMCLUMMIMHDI «ysTHO-
K/IAaCCUMYECKMI TaHeL» B CMCTEME NMPOdECCMOHabHOM NOAMOTOBKM apTMCTOB GaseTa B KasaxcraHe 4o
3TOr0 MOMEHTa He MpOBOAMIIOCh. B xoze nccnenoBaHus 6biiv MCMO/Ib30BaHbl MCKYCCTBOBEAYECKMIA,
KYNbTYPONOTrMYEeCKuin U Buorpaduyeckuii METOAbl UCCeL0BaHMs. BriepBbie npeacTaBaeHbl AaHHbIE O
K/t0YEBbIX MOMEHTaX GOPMMPOBAHMS U CTAHOBAEHUS AMCLUMIIIMHDI AY3THO-K/IACCUYECKOrO TaHLA Ha
NpoTsKeHUM XX BeKa, 0CHOBAHHbIE Ha OMbITE NeAaroroB Mo Ay3THO-KAaccMyeckoMy TaHuy Metepbypra,
JlenuHrpapa u Anmarsl. MpuBesgHHOE UCCef0BaHUE COAEPXKMT B cebe OpUr1HabHbIi MaTepuan no
MCTOPMM PA3BUTUS AUCLMTIIUHBI «[ly3THO-KIaCCUMUYECKUI TaHEeL» B CUCTEME CpeaHe-CrneLmanbHoro
xopeorpacduyeckoro obpasosaHus B KazaxcraHe, 06/1aAa€T CyLEeCTBEHHOM NPaKTUYECKOM 3HAYMMOCTbIO
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W [anbHENLLIMMM HayYHbIMU NEPCNEKTUBAMM NPOBEAEHUS UCCNEL0BAHUI NO JaHHOMY BOMpOCY, B
KOHTEKCTEe U3yYeHUs oTe4eCTBEHHOW BaneTHOM nenarormky.

Kntoyesbie cnoea: fLy3THO-KNACCUYECKMIA TaHeL, Ka3axCTaHCKas baneTHas Wwkona,
xopeorpaduyeckoe obpa3oBaHue, xopeorpaduyeckoe yunnuile, Noanepka, nefarormka

xopeorpacdun, Anekcanap CenesHés

Ana yumuposanus: Cywkos OMuTpuit. «lleparormka AyaTHO-KNACCMYECKOro TaHLA B
Ka3axCTaHCKoM 6aneTHoM wkone XX Beka (Ha npumepe AIMaTUHCKOrO Xopeorpaduyeckoro yunnmiia
nmenun Anekcanapa CenesHésa)». Central Asian Journal of Art Studies, 7.9, N2 4, 2024, c. 323-338, DOI:

10.47940/cajas.v9i4.873

bnazodapHocmu: ABTop BbipaxaeT 6narogapHocTb peaakumn «Central Asian Journal of Art
Sdudies» 3a NnoMoLlb B NOAroToBKe CTATbU K ny6m4|<au,m4, ad TakXXe aHOHUMHbIM peLeH3eHTaM 3a

BHMMaHKE U UHTEPEC K UCCNIe0BaHUIO.

Asmop npoyuman u 0006/3”/7 0KOHYaMe/bHbIU 8apUAHM pyKonucu U 3asessem 06 omcymcmeuu

KOH@IUKMa uHmepecos.

BBepeHue

Y3THO-KJIaCCHUECKHH TaHell,

ILB chepe npodeccHoHaNTbHOM
MOJI'OTOBKH B CPejiHE - ClelMalbHbIX
xopeorpaduueckux yueGHbIX 3aBe/leHUSX
1o KBasiMpuKalun <« ApTuct Ganera,
3aHUMAaeT OJHO U3 BayKHEHIIINX MECT U
MUMeeT CBOIO 0COOYI0 UCTOPUIO PA3BUTHS,
dopmupoBanusi ¥ ctaHoBseHusi. Cerofs
B KazaxcraHe qy3THO-KJ1acCHUECKUH
TaHell KaK JIMCLUIJIMHA TIOKA He MOJYyYHI
MOJIHOLEHHOTO HAYYHOTO UCCJIEIOBAHHUS
1, KaK pe3yJibTart, He obJafaeT eIMHON
OTEeUEeCTBEHHON MeTOA0JI0THUECKONH Oa30H.

BricTynasi B kKauecTBe OJIHOH U3
TJIABHBIX IMCLUTIJIMH TIPH MOATOTOBKE
npodeccuoHalbHbIX apPTHCTOB GaJieTa,
JIySTHO-KJIACCHUECKUHN TaHell, Ha
NPOTSZKEHUH BCEH HCTOPHU CBOETO
hopMHUpOBaHHSI, UMEET TEHJEHIIHIO
MOCTOSTHHOTO PA3BUTHS U MOTOJIHEHHUS, B
X0Jle KOTOPOTO OH, COXPaHsisi BCe Jyylline
HapaGOTKK U pa3paboOTKH MPOLLIOTO,
BOUpaeT B ce6s U MHTETPUPYET BCe
nepeioBble JOCTHAHKEHHS COBPEMEHHOCTH B
o6JiacTu xopeorpaduueckoro o06pasoBaHus
1 uckycctBa B KazaxcraHe v B MUPOBOM
NPOCTPAHCTBE.

[Ipenmer qy>THO-KJ1aCCHUECKOTO
TaHLA BXOAUT B KOMILJIEKC TUCIIUTIJINH,
KOTOPBIH «crnocobcmayem noOHsmuio
npogeccuorHarbH020 00paA308aAHUS
8 chepe baremruoeo uckyccmaa
(Kasakcran xopeorpadusicbiHbIH ANThIH
6eciri). O6benuHsIOWKUM (haKTOPOM
MKy TIPeIMETOM 10 JyITHOMY TaHILy C
JIPYTUMH CelHabHBIMU JIMCUUIJIMHAMU
(KJIaccHUeCcKUui TaHell, HapOJHO-
CUEHMYECKHUH TaHell, HCTOPHKO - ObITOBOH
TaHell, COBpeMeHHasi xopeorpadus),
SBJISIETCS pa3BUTHe U (DOPMUPOBaHHUE Y
ydaumxest npoeccHoHabHbIX HABLIKOB
U KOMITETEHIIMH UCTTOJIHUTETHLCKOTO
MacTepCTBa, aKTEPCKOH BbIPA3HTENBHOCTH,
CLIEHUYECKOT0 B3aUMOAEUCTBUS U 0OLLIEHUS
B 1ape.

MeToabl

B xone paboTbl HaJL TeMOU CTaTbU OblIH
UCIT0JIb30BAHbI HCKYCCTBOBEIYECKHH,
KYJbTYPOJIOTHUECKHH U GUorpaduueckui
MeTO/Ibl UcciieloBatusi. B Hactosien
CTaThe NPeACTaB/IeH HCTOPHIECKHH
9KCKYPC B KJIIOYeBble MOMEHTbI, B XO/1€
KOTOPBIX MPOUCXOANJIO CTAaHOBJICHUE U
(hopMHpPOBaHHE JIy3THO-KJACCHYECKOro



TaHIla KaK AUCLHUIIJIMHBI B CHCTEME
npodeccroHa bHON XopeorpaduuecKon
MOJrOTOBKH apTHCTOB HaJieTa B
AnmMaTrHCKOM XOpeorpauieckoM yUHJHnIie
umenn Asnekcannpa Cesie3HéBa B epuoj ¢
konua 1930-x no konua 1990-x rogos XX
BeKa.

PesynbTathl

B 3BoJIIOIMOHHOM MyTH AUCHMIIHHDI
«Jly>THO-KJIaCCHUECKUI TaHel»
B Kasaxcrane, npoucxoauT oObeiMHeHHe
JIYULIMX TPAAULKN PYyCCKON OajieTHOM
LIKOJIbI M JIY4LIHX HApaBOTOK Ka3axCTaHCKOH
OasieTHOH MeJlarorvku, B pe3ysibTaTe
KOTOPOro 00pagyeTrcsi OpUrdHabHbINA
CHHTE3 Hay4YHbIX 3HAHHH ¥ TIPAKTHUECKHX
HaBBLIKOB B 06J1aCTH UCKYCCTBA TOJJIePXKKH
JIy3THO-KJaCCHUECKOTO TaHIIA.

AHaJIM3 MoJIydeHHBIX B X0J1e
UCC/Ie/IOBAHUST PE3YJILTATOB
W CJIeJIaHHbIX HA UX OCHOBE BLIBOJIOB,
MO3BOJISIET YTBEPKIATh, UTO JAUCLIUIIIHHA
«Jly>THO-KJIaCCHUECKHUH TaHel»,
B KOHTEKCTE Pa3BUTHsI BCel Mearoruku
Ka3axCTaHCKOH 6aJIeTHOHN 1IKOJIbI,
3aHUMAaeT B Hel OJIHO U3 BEIYLIUX MECT H
«OCHOBBLBACMCA HA Onblme nedaeoeos
Jlenurepadckoeo xopeoepaguuecko2o
yuuauwa, cpedu komopolx Cepeeti
Cokoanos, [lasea 'epom, Cepeeii u
Huxoaaii Jleeamot, Cepeeti Andpuanos,
Jleonud Jleonmoes, Baadumup
[lonomapés,
bopuc lllaspos, Arexcandp [Nywikun,
Hurxoaatl Cepebpernurxos»
(Cyuikos 1. B. JlysTHo-K/1accHyeCcKni
TaHell: NepBoHayYaJbHble STalbl
dhopmupoBaHus aucmnInHb ). Kak
JWMCLIUIIJIMHA, Iy9THBIN TaHell, 6e3 OTpbiBa
OT HCTOPHUYECKOTO PA3BUTHS
0TeYeCTBEHHOH OaJieTHOH IIKOJIbI,
3aC/IY>KUBAET CePhE3HbIX HAyUHbIX
U3bICKAHUH U OTAEJIbHOTO HAyYHOTO
MCCJIe/IOBAHUS M€1arOrHIecKoro U
TBOPUECKOTO HACJIE/IUS ePCOHAHIH
JIySTHO-KJIaCCHYECKOT0 TaHlla aJIMaTUHCKOH
6aJeTHON IKOJIbI.

Ouckyccusa

B 1934 rony, nHa 6ase jieTckoro joma
Ne 13 oTKpbIBaeTCst My3blKaJbHO-
xopeorpaduueckast 1IKoJsa 4151 01apEHHbIX
JleTell 3 BOCITUTAHHUKOB JI€TCKUX JIOMOB,
¥ UMeHHO B 3ToM roy B Kazaxcrane
HauMHaeTcst oOyyeHHe apTUCTOB OaJseTa
Ha rnpogeccHoHanbHON ocHOBe. B cBOEM
yueOHOM rnocobun «HMcrtopus 6anetTHol
nenarorukn Kasaxcrana» (Hukosaea),
Hukosaesa Jlioamuaa A., onupasich
Ha apXHUBHbIE MaTepHaJIbl U pa3jnyHble
HayyHble HCTOUHHKH, OTMeYaeT, YTo
«8 OCHOBE 3apoicOeHUs Ka3axXCKOoU
npogheccuorarbHol xopeoepagpuieckotl
WKOAbL CMOAAQ pYCcKasd Oaremmnas
nedaeoeurka» (30), a uMeHHO
npodgeccroHasbible Xopeorpaduyeckue
yueOHble 3aBeeHns1 MOCKBbBI U
Jlennnrpana.

[IepBoHavanbHO Beé o6yueHHe
CTPOMTCS HA YPOKaxX Mo KJAACCHUECKOMY
1 HAapOJIHO-CLIEHHYE€CKOMY TaHLIaM, 110
PUTMUKE U (hOPTENMHUAHO U AUCHUTIIMHDI
Jly9THO-KJ1aCCUYECKOro TaHLa B yueOHbIX
MJIaHAX LLIKOJIbl He 3HauuTes. JlysTHbli
TaHell, KaK AMCLMIIMHA, B TepeuHe
creuHalbHbIX AMCUHIINH, 0 KOTOPbIM
uaeT obyueHune GyaylInx apTUCToB 6ajera,
MOSIBJISIETCS] CITYCTsI HECKOJIBKO JIET,
Korjla B opraHuaatinu yueGHoro rnpotecca
MPOUCXOJISAT 3HAUUTE/IbHBIC H3MEHEHHS.

CorslacHO apxXMBHBIM JJOKyMEHTaM,
nocraHoBsenreM CoBera HapoaHbix
Komuccapos ot 3 masi 1938 rona Ne
419 «O peopranuzaiiyu yueOHbIX
3aBeJIeHHH 10 MOAroToOBKe KaapoB
MCKyCCTB» Ha 6aze AsiMa- ATHHCKOH
MYy3bIKaJbHO-X0PeorpapuuecKoi KoJbl
cozaérest Xopeorpaduueckuil TeXHUKYM
(Kaszakcran xopeorpadusicbiH ATbiH
6eciri). Hemnorum nos:xe, B 1941 rony,
[Ipukazom YnpasJ/enus Mo aejam HCKYCCTB
npu Cosere Hapoanbix Komuccapos
Kasaxckoit CCP Ne 437 xopeorpacuueckuii
TEXHUKYM BOLLE B cocTaB My3blKa/bHO-
xopeorpaduueckoro KomGuHaTa 1.
[Terpa Mabnua Yafikosckoro, a B 1951
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rouy, peo6pasyercsi B OT/ie/IbHOE
yue6HOe 3aBeeHne, Kak Kazaxckoe
rocyiapcTBeHHoe Xopeorpaduieckoe
yunsmie (Kasakeran xopeorpacgusicbin
AnTbin Geciri).

B konue 30-x rr. npouwioro
CToJIeTHS, B chepe MOArOTOBKH apTHCTOB
6aJieta, co31al0TCsl BCe MPeAnoChlIKY
K OpraHusalyu yueGHOro npoiecca Ha
6oJiee BEICOKOM MPOhecCHOHANbHOM
YPOBHE, MPABUIILHO TOAKPENJIEHHOM
MeTO/IMYeCKHUMHU MaTepHalaMu.
Bnaronapsi cBouM cBSA35IM ¢ BEyIIUMHU
nenaroramu B Jlenunrpane, Asnekcanap
CeJsie3néB, BbIcTpauBaeT Bcé oOyyeHue
Mo XopeorpauuecKuM AUCIUTIMHAM,

B COOTBETCTBHH C NPOrpaMMamMu
JleHuHrpazckoro xopeorpaguueckoro
YUHJIHIIA, KOTOPbIE €My JIMYHO TpHcJala
Arpunnuna SlkosneBHa Baranosa. Uepes
roz, B 1939 romy, Hapsiiy ¢ KJ1accHueCcKuMm,
XapaKkTepHBbIM, HCTOPHUKO - ObITOBBIM
TaHIaMM, B pa3paboTaHHbIX yueOHbIX
nJIaHax Xopeorpauueckoro TeXHuKyMma,
MOSIBJISIETCS KIacC MOMIEPKKH. DTa
3ac/yra npuHaIEKUT Xy/102KeCTBEHHOMY
PYKOBOJIUTEJIIO y4eOHOTO 3aBe/IeHHs]

— Anekcaunpy Baamumuposudy
Ceniesnény. A. B. Cesieanés, nonumasi,
uTo «048 dasvHeluletl YycneuHot
pabomol 8 meampe 8bLNYCKHUKAM
HeAoCMmamouHo 3HAMb OCHOBHbLE
NPUHLUNGL KAACCUYECKO20 MAHYQ,
HedoCMmamo4Ho MmakHce u u3y4erue
HECKOAbKUX XAPAKMEPHbIX MAHLE8 >
(Huxonaesa 43), nponoJ/izkast CBOu
pedopMbl 1O peopraHusaliiy yueGHOro
npoliecca, «8800UM 8 YueOHbLIL NAAH elé
dse cneyuanvHole OUCUUNAUHGLY , CUUTAS
MX TTePBOOUEPENHBIMHU: KJIACC aKTEPCKOTO
MacTepCTBa U KJ1acc MOIEPkKKH B Ty3THOM
TaHlle, TJie yualidecs npuoopeTasu
npodeccroHa bHble HABBIKH MOIE PAKKH
NapTHEPILH B KJIaccHueckom HaJgere.

He meHee BaXKHbIM §IBJISIETCS H TOT
(hakT, 4TO BO3MOKHOCTb MOSIBIEHUS
HOBBIX XOpeorpapHuecKux JUCIUMINH
BO MHOI'OM CBsI3aHa U C yBeJIHUEHHUEM,
0OHOBJIEHUEM CMEIHATH3UPOBAHHOTO

ayZIMTOPHOTO (poH/a yueGHOTO 3aBeIeHHUSI.
[Ipoucxomut 310 B peayJsibraTe nepeessia
Xopeorpaguueckoro TeXHMKyMa B HOBO€
snanue (1940 r.), B KOTOpOM ceroaHs
pacniosiaraetcsi Kazaxckasi HaluoHaJsibHast
KoHcepBaTopust UM. Kypmanrassl. Hasnnuue
GaJsIeTHBIX 3aJ10B, OTBEUAIOIINX BCEM
npodeccHoHaNbHBIM TPeOOBAHUSM MTPH
MOJArOTOBKE apTUCTOB OaJjieTa, Co3/aloT
6J1arONPUSITHBIE YCJOBHS /151 TPOBEIEHHS
TMOJTHOIIEHHBIX M TIPOJTyKTHBHbIX 3aHATHH T10
BCEM ClelHabHbIM JUCUHUIIJIHHAM B LIEJ0M
¥ TI0 ySTHOMY TaHILy B YaCTHOCTH.

OyHHM 13 NepBbIX MperojiaBaTeeM
10 KJIaccy MoJIePKKH CTaHOBUTCSI
A. Cenesnés, nepenaBasi U NpuBUBasi
BO BpeMsi 3aHSATHI CBOUM yueHUKaM
Tpanuiuu [letepOyprekoii akageMuueckon
OasieTHON WIKoJbL. [lenaroruyeckue
npuembl A. Cejie3HeBa 3aKJ04aIH
BbIPaGOTKY Y BOCITHTAHHHUKOB
Xy/JI07K€CTBEHHOH BbIPA3UTENHHOCTH
006pa3oB, My3bIKaJIbHOCTH UCITOJTHEHMUSI,
OCMbICJIEHHOE HCIIOJIHEHHE BCEX JIBHXKEHHUH.
[lepBoHavyasbHO 0OydeHHE MO AUCHHUTIMHE
CTPOMTCS T10 TIPOrpamMMe JIEHHHTPAJICKOTO
xopeorpaduueckoro yuuauiia. [Toz:xe
KaJieHIapHO-TeMaTHIeCKUH TJIaH Kypca,
pa3pabaTbIBaeTcst COTJIaCHO TeMaTHIeCKUM
nJiaHaM BeJIyIIHX XopeorpaduyecKnx
y4eOHbBIX 3aBEeACHHUN: JICHUHT PACKOe
1 MOCKOBCKOE Xopeorpacuiyeckoe
yuuauiie. [To BOCTIOMUHAHUSAM YUEHHUKOB
A. Cenesnéna, He peJIKO BBICTYyMAJ B
KauecTBe MapTHEpA CO CBOMMM yUE€HHIIAMH,
MCIIOJIHSISI C HUMH OTPBIBKH H3 6a/1eTOB
KJaCCHIEeCKOTO HACJIeIUsT Ha 9K3aMeHax
WJIH 2Ke BO BPeMsi OTYETHBIX KOHIIEPTOB,
TJle «OH CAM UCNOAHSAA C KeM-HUOYb
U3 B6INYCKHUY, KAKOe-AU00 adancuo s
(AcracbeB). OnHa us ero yyenuil, Hatasbs
['yiouknHa, B CBOMX BOCIIOMHHAHMSIX
pacckasbiBasia O TOM, KaK Ha BBITyCKHOM
KOHIIepTe OHa UCIIOJIHSIA « Oeroe adaicuo
us «Jlebedurnoeo ozepax» c dsdeii Cauetl,
KOmopolii ucnoanss poas [lpunya»
(PKytikoa 28). bnaropapsi npoBeiéHHbIM
A. Cene3néBbiM pepopmam B cucteme
npodecCHOHATBHOTO CPeIHE - CTeNaTbLHOTO



xopeorpaduueckoro o6pa3oBanus,
o6yueHne 6aeTHOMY HCKYCCTBY CTaJIo
MPOBOJIUTHCS HA PETYJISIPHON OCHOBE B
CrenrasbHO MOArOTOBIEHHbBIX ayAUTOPHSIX,
BeCb yueOHbIH MPOILECC OCYLIECTBISETCS 110
e/IMHBbIM y4eOHbIM TJIaHAM 1 TIPOTPAMMAM.
Uro KacaeTcst Kypca MojiepKKH, TO Hapsiay
C IPYTUMHU IMCLUTIJIMHAMM, 3aHSATHS 110
Jly9THO-KJIaCCUUECKOMY TaHIly HaUHHAIOT
MIPOBOJIUTLCS B « CMPO2O ONpederénHOl
nocaedosameavrocmu» (Hukonaesa 54 ).

B cepennne 40-x rr., B chepe
npodeccHoHaNbHON MOArOTOBKH
apTucToB 6aJsera, ollyliaeTcs 1eUIUT
relarornyecKUX KajipoB, KOTOpbie
MOTJIH Obl MOJIEPAKUBATEL HETIPEPHIBHBIN
Mpollecc pa3BUTHsI Xopeorpahuieckoro
MCKYCCTBA « HA NPOGheccuoHarbHOL
ocHose, ¢ cOOAI00eHUeM HOPM U OCHOB
Kkaaccuueckoeo manya» (Hukonaesa 57).
B cBsi3u ¢ atum, Anekcanap Cesie3HéB,
MPHUBJIEKAET CBOUX YUEHHKOB J1/1s1
rejlarorudeckoil paGoThbl B POJHYIO LIKOJY,
cpeau KoTopbix Pakysb Taxxuesa, [anu
Axxkanos, Jleonnn Taranos.

Llestyio 31oxy B HCTOpHUYECKOM
KOHTEKCTe PA3BUTHsI IUCLIUIIHHBI
Jly9THO-KJaCCHIECKOTO TaHIla B CTeHaX
Anma- ATrHcKoro Xxopeorpaguieckoro
YUMJIMILA, COCTABJISIET MeJiaroruueckast
nesitesibHOCTh Jleonnna MuxaiiioBuua
TaranoBa, koTopyto OH HauaJs B HauaJse
50-x rr. CoBMelllasi CBOIO ClLIeHHUECKYIO
JIeATeIbHOCTh B KAUECTBE BEJIyIIEr0
cosiicTa HaJieta Ha ClieHe TeaTpa orepbl
U 6asiera uMenu Abast, OH HAUHHAET
CBOIO Mearoruyeckylo 1esiTeIbHOCTh B
POJIHOM YUMJIHILIE, HMEHHO B KayecTBe
nperojiaBaTe/isi o Jy3THoMmy TaHily. OueHb
MHOTHE KOJIJIETH TI0 LIEXY U €r0 yUeHUKH,
roBOpsi 0 HEM, Kak o nperojiaBaTeJie no
JlySTHOMY TaHIly, OTMeuasiu, 4yto JleoHus
TaranoB «obaadar ynukaroHoLMU
meopemusecKumu 3HaAHUAMU U
KOAOCCANbHbIM NPAKMULECKUM ONbLIMOM
8 obaacmu uckyccmaa no0oepicKiL,
KOMOpbLMU OH 81OCAe0CMBUL 0eAUNC
co ceounu yuernukamu» (Cyuixkon 160).
Ha npotszkenun MHOTHX JieT, B Asima-

AtunckoM XopeorpaduueckoM yuHJIulILe,
3aHSITHS 110 Jy9THO-KJIACCHUECKOM

taniy JI. TaraHoB B/ eIMHOJIMYHO U
BOCIHTAJ HE OJIHO TIOKOJIEHHE apTHCTOB
6aJjieta, MPUBUB UM HEOOXOUMbIE
npoeccroHabHble HABbIKH B UCKYCCTBE
TMOJIIE P?KKH, BO MHOTOM OJ1arofapsi KOTOPbIM
OHH BIOCJIEJICTBUH CTaJIH BELyLLIUMU
HasiepuHaMK ¥ TaHLOBIIMKAMH B Pa3HbIX
teaTpax mupa. Cpeau ero yueHuKOB:
Haranbs 'onuaposa, Hartanbsa Hexosckas,
Caparysb Hypceyaranosa, Jliogmuaa J1u,
Anyapn Manbbekon, Cepreit TuxoHos,
Yaan Mupceunos, ['enanuit Cutakos,
sKanat KaprambicoB u MHOTHE JIpyTHE.
Cnycrsi BpeMsi, OJIMH U3 €r0 YUeHHKOB,
sKanrat KaprambicoB, cTaHOBUTCS
npenoaaBarte/ieM 1o y3THOMY TaHIly B
AnMaTHHCKOM X0opeorpauiyecKoM yUuJuiie
umenu Anekcannpa Cesesnéna

(Pucynok 1).

Oco60e MeCTo B Mearoruke Mo Ay THO-
KJ1aCCUYeCKOMY TaHIly 3aHUMAET JIMUHOCTh
Anyap6eka MykapamoBuua JI>kasiniona,
BbIITyCKHUKA JIeHUHTrpajicKoi GasieTHON
LLIKOJIBI, BEJIyLIlero coJicTa Oasera Teatpa
umeHu Abas. O6sanas HHTeJJIMTeHTHOH
MaHepOH HCTONHUTENBCKOTO MacTepCTRA
M MaHepaMH UCTHHHOTO KapaJsepa, A.
JI>kanuaoB ¢ Konua 70-x rr., HauuHaer
BECTH YPOKH KJIaCCHIECKOTO U yITHO-
KJ1aCCHYeCKOro TaHua B Asima- ATHHCKOM
HaseTHol LiKoJie. Baarogapsi ceoemy
6oraToMy MpakTHIECKOMY OMbITHI B IySTHOM
tanue, A. JLkanuaos ckpynyJiésHo,

C OFPOMHBIM TeprieHHeM nepeiaéT
HaKoTJIeHHbIe 3HaHus «[lemepbypecKkoll
baremmoil wkoav» (Anvena 154) B
00J1aCTH JIy9THOTO TaH1la CBOMM YUeHHKaM,
MHOTHE U3 KOTOPBIX BMOCJIEICTBUN
CTAHOBSITCS BEIYLLIMMH aPTHCTAMU

HaJsieta BO MHOIMX Teatpax mupa: Mypat
Tykees (Anmarsr), Anexkcannp Mosionos
(Busbhioc), Ep6oniat AcblirasuHos
(Anmars), Anunb6ek becrembaen
(Anmarel ), Makcum Banbuuk (JloHenk),
Mapus Diixsanba (Mionxen, LLtytrapar),
Kanpus Cyaranosa (Mocksa), Jlefina
Anbnuesa (Anmarbt ), JImutpuit Cyiikos!
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Pucynox 1. llIkosa nystHo-Kaaccuueckoro Tanua Taranosa Jleonuna Muxatinosuua

(Anmarsl), Kazbek Axmenbsipos
(FCepmanust) u ap. (Pucynok 2) MHuorue

13 €ro YUeHHKOB CErO/IHs ABJSAIOTCS
BeJlyLLIMMH TTPETIOaBaTESIMHU M0 y3ITHO-
KJacCUYeCKOMY TaHlly B Xopeorpaduueckux
yueGHbIX 3aBe/ieHHsIX AsiMaThbl, ACTaHbl H 3a
py6eKoM, TiepeaaBasi oJiydeHHbIe OT HEro
3HaHMs1 B 06JIaCTH UCKYCCTBA MOIEPAKKH B
KJ1acCUueCcKoM baJiere.

Bo BTopoit nosioBune 70-X rr.
MPOLIJIOrO CTOJETHS BCTYIJIEHHE Ha
JIOJKHOCTD JIMpeKTOpa AJIMaTHHCKOTO
XopeorpaduuecKoro yuuaniia
Kyuiep6aesoit Capbl MnpucoBHbl,
NoCJIy:KuBIIee (PyHIAMEHTATLHOMY
Pa3BUTHIO OT€UECTBEHHOH HIKOJIbI
KJIACCHUECKOro TaHua Tpebyer
OT/I€JILHOTO HAYYHOT'O OCMBIC/IEHHUSI.
CrpaTernueckoe BHIEHHE PA3BUTHS
LLIKOJIBI TTPerioaraso peleHie BOpocoB
MO Pa3BUTHIO KAJIPOB, MOBBILIEHHIO U
COBEPIIEHCTBOBAHUIO MEIArOrHYECKOTO
MacTepcTBa npernojaBaTesell, BHEPEHHUIO
HOBBIX TEXHOJIOTHH B y4eOHbIH

npotiecc. OHUM U3 NOKa3aTe bHbIX
[NPpUMEPOB AABHUJICS OIbIT KOJIJIET 110
JleHuHrpaackomy xopeorpaduieckomy
YUHJIMLLLY - Pacrpe/ieieHue Mearoros mo
crieguMaJ/qansalymsgam B HUKJIOBblEe KOMUCCHUH.
Cosnanue U PyHKIHOHUPOBAHHE LIMKJIOBOM
KOMHUCCHH H T10 IySTHO-KJIACCHUIECCKOMY
TaHLy «JaB8aAL0 BO3MONMCHOCHTLL
nedaeoeam deaumocs Opye ¢ Opyeom
nedaeoeuueckumiL Hapabomirami,
cooupasicoL Ha 3ace0aHisx CBOUX YUKA08 >
(Huxonaesa 94). B urore, B npouecce

'®aktruecku A. JIkaJInJI0B He BEJ Iy THBIH
TaHell Ha Kypce, riae o6yuadcs . Cylikos,
Ho oH (/1. Cy1ikoB), Ha psijly CO CBOUMHU
OJIHOKYPCHHKAMHU, H3-3a OCTPOH HEXBATKH
IOHOLIEH-NapTHEPOB OblLJ PUBJICYEH HA
3aHSITHS 10 Jly3THO-KJ1ACCUYECKOMY TaHILy

B KayecTBe NapTHEpPa Ha KypC cTaplie.

B ¢cBs13u ¢ 9TUM, MOXKHO CUMTATh, uTO /1.
CyLIKOB 1poxoauJ o6y4eHHe 1o 1y THO-
KJIaCCUYEeCKOMY TaHIly OJHOBPEMEHHO Y JIBYX
npenojpaBareseit —y Augocoa K. H. uy
Jl>kanumnosa A. M.
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Pucytok 2. lllkosa 1ysTHO-KaaccHueckoro tanua Jxkanunosa Anyap6eka MykapamoBnua

00yUeHHUsI, YUCHUKH « CHAAU NOAYUAMb
b0.1ee npasuLbHbLE 1L NOCAEO0BAMENbHbLE
sadanus, seco npoyecc obyuerus
npoucxooua 8 e0UHOM KAtoues
(Hukonaera 94).

B Hauasie 90-x rr., B AJIMATHHCKOM
YUHJIHILIE, CBOIO TEIarOrHuecKyto
JIeAITEIbHOCTb B KaU€eCTBe MpernojiaBaTelis
M0 Iy3THO-KJIACCHUECKOMY TaHIly HAUUHAET
Anexcannp Hukonaesnu Menpenes. B
HeJIJaBHEM TPOLLLJIOM, BEJILIHI COJUCT
GaJsieta TeaTpa UMeHH AGasi. YKe ¢
MepBLIMH CBOMMH yUeHHKAMH BO BpeMsi
roCylapCTBEHHOTO 9K3aMeHa 110 JIy3THO-
KJaCCHYeCKOMY TaHILy, OH 3asIBJSET O
cebe Kak 00 BbICOKOMPOhECCHOHANBHOM,
MHTEPeCHOM U HEOPJIUHAPHOM
npenoaaBartesie, Kak 0 JHUHOCTH,
006J1a/1a101I1M BbICOKOXY/I0?KECTBEHHBIM
BKYCOM M ILIHPOKOH TBOpYeCKO# (haHTa3uel.

Mertonmka npernojaBatust A. MesBenieBa
3aKJi04asach B MHIMBHIYaJbHOM
MoJIXo/ie K KaxK1oMy yueHuky. C Kaxioi
napoy Kjacca MpoBOAUACh OT/e bHAS

paboTa 1o U3y4eHHI0 U OCBOEHHIO
(hparMeHTOB U3 KJI1aCCUUeCKOr0 HaC/e/IHs,
oTaenbHbIX 1y3ToB. (Pucynok 3) Jlanusiit
rejlaroruuecKuil MeToJ1 B padote A.
Me/jipesieBa BO MHOIOM T03BOJIHJIO €10
yUeHHUKaM PacKpbITb UX TBOPUECKHUH
MOTeHHaJ, IEMOHCTPUPOBAT JIyulline
UCIOJIHUTEJ IbeKHe KadecTBa. [1o ciioBam
€ro yueHUKOB, OH TpeboBarteJsieH, HaCTONUUB
B JIOCTH2KEHHH MOCTABJIEHHBIX 1IeJIeH U
3ajay, HO NPH 3TOM 3apasuTeJsieH cBoeH
9Hepruen U xapuaMoil. 3asiBUB o cebe ¢
TepBbIX XKe BbIMycKoB, A. Me/BeeB Ha
JI0JITHE TO/Ibl CTAHOBUTCSI OJIHUM U3 BEILyLLIHX
npenojaBaresiel Mo 1y3THO-KJ1aCCHUECKOMY
TaHily B AJIMaTHHCKOM Xopeorpaguieckom
YUHJIHLLLE U §IBJISIETCS] aBTOPOM -
pa3paboTUNKOM 0OHOBJIEHHON THIIOBOH
y4eOHOH MporpaMMbl MO JUCLHUIJIHHE, T10
KOTOPOM cerojiHsi Be€Tcsl npernojaBaHue
6a30BbIX OCHOB JIy9THO - KJIACCUUECKOT0
TaH11la B CpejiHe-CrelMalbHbIX
xopeorpauueckux 3aBeeHHsIX

Kazaxcrana (Jly>THO-KJacCHUECKHH TaHell.
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Pucynok 3. [lenarorudeckuii onbit A. Me/iBeieBa 1 €ro BbIAIOLIIMECS YIEHHKH B KOHTEKCTE Pa3BUTHS €TI0
npoeccronanbHON 6asneTHOH HmiKoJbl Kazaxcrana.

Tunosas yueGHasa nporpaMma 1o UKy
crieaJibHbIX JUCLMILIMH CleLHaJbHOCTH
0408000 — «Xopeorpaduueckoe
UcKyccTBO» ). CerojiHsi Takue BOCITUTAHHUKH
Anexcannpa MenBenieBa, Kak bayp:kan
Jlxxkakanos, yKanuoek Yeun, Ouzkac
TapsianoB sBJIIOTCS NpenojaBaTegaMn

10 JIy3THOMY TaHIly B OaJeTHbIX IKOJaX
Anvatbl U AcTaHbl, IJle OHH MepeiaT
NoJIydeHHbIE OT HETO HABBIKH MOJIEPIKKH
CJIEJIYIOIIIUM MTOKOJIEHUSIM aPTUCTOB GaJieTa.

OCHOBHbIE MONIOXEHUA

[leparoruka 1o gysTHO-KJIaCCHYECKOMY
TaHily B Kazaxcrancko# 6aneTHOH 1IKOJe,
OCHOBBIBAETCS Ha MPEJILLICCTBYIOLLEM OIIbITE
1 JI0CTHKeHUsIX nearoros [letepbypreko-
JIeHMHrpajICKOH LIKOJIbI KJ1aCCHYeCKOro
6anera. Ha npotsizkenun Bcero XX Beka,

C MEePBBIX JIHEH, KaK B YUeOHBIX TJIaHaX
NOSIBJISIETCS JMCLMITJIMHA 110 IySTHOMY
TaHlly, npenojaaBaresd AJIMaTHHCKOTO

Xopeorpaguueckoro yuuamiia B cBoek
ne1arorniuecKon JIesiTe/IbHOCTH, ONMUPAJUCh
Ha JIOCTHXKEHHS 1e1aroroB JIeHUHrpaacKoi
6aJjieTHON LIKOJIbl, KOTOPbIE B CBOIO
ouepe/ib SABJISIIUCH MPSIMbIMH
NPOJOJIKATESIMU aKaJleMUIeCKUX
kaHoHoB [letepOyprckoro Ganera XIX
BeKa W Mejlaroruieckux HapaboTok
[TeTporpajckoro TeaTpajsbHOTO YUHJIHILA
HavaJia npouioro crosetus. Ot yuureJs
K y4eHUKY OepexKHO U M0C/Ie/10BATENLHO
nepejiaBasoch Bee Jiyulline HapaOoTKH B
00J1aCTH NOJJAEPIKKHU B IySTHOM TaHLE,
COXpaHslJlach METOJIMKA MPenoiaBaHus
NpUEMOB MapTepPHOU U BO3MYLIHOH
MOJUIEPKKH Jy9THO-KJIACCUYECKOro TaHla,
MOJIKpEeNJIEHHAsi CBOUM COOCTBEHHbBIM
UCIOJHUTEJBCKUM MTPAKTHUECKUM OTIBITOM.
(Pucynok 4)

[IpoananuaupoBas HayuHO-
nearoruueckue CBs3u npemnojaBaresen
JIy3THO-KJaCCHUECKOro TaHUa GasleTHbIX
mwkoJs Poccun u Kasaxcrana B XX Beke
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pI/ICYHOK 4. HpeeMCTBeHHOCTb MOKOJIEHUH MEXKAY TMpenojaBaTeJ/isiMU IO IYySTHO-KJaCCHYECKOMY TaHILy B
yueGHBIX 3aBesienusix Pocenn n Kazaxcrana. 331

(cxema 4), cTaHOBUTCS OUEBUIHO,

YTO CTaHOBJIEHHE U (hOPMHUPOBAHHE
JIACLUTIJIMHBI 110 Iy9THO-KJ1aCCUI€CKOMY
TaHily B AJIMaTHHCKOM Xopeorpagpuieckom
YUHJIHLLLE TPOUCXOJIUT B HEMPEPBIBHOH
cBsA3u ¢ JIeHUHTpajacKon 6aseTHON
koo, Harsisiino npocsiexknBaercs
HenpepbiBHAsK NPsIMast JTUHHS
«NPeemMcmsernHoCmu NOKOACHULL,
COXPAHEHU U NPEYMHONECHUSL BCEX
AYHULLX OOCMUNMCEHUL U NPAKMUYECKUX
Hapabomok 6 odbaacmu OYyaImmo-
KAQCCUYeCK020 MAHUA: 0N NepebLx
napmrépos barepur umnepanmopcKux
meampos Koruya XIX — nauara XX
sexos 8 Poccuu, uepes ux yueHukos
yore K CB0UM BOCNUMAHHUKAM U daaee
0m 00H020 U3 UX YUEHUKOB, K €20
YUEHUKAM 8 KA3AXCMAHCKOU baremHoll
wroaes (Cyuikos J1. B. M3 nucropuu
MeIarorMKHM JIyTHO-KJIAaCCHUeCKOro TaHIa B
Kazaxcrane: JIeonun Muxansosuu Taranos
160) (cxema 5).

B nocaenytoiune romapl, B XXI Beke,
COXpaHsist IOCTHXKEHHUST U TPAJIULIHU
CBOMX MPe/ILIECTBEHHHKOB, TPUBHOCS
CBOM JOCTHKEHHUST, B AJIMATHHCKOM
XopeorpaduueckoM YUHJIHIILe Iy3THO-
KJIACCMYECKUH TaHIle BEJIH U MTPOJIOJIKAIOT
Bectu: Mypar Tykees, Kanar KapaxaHnos,
sKanat KaprambicoB, Amuab becrembaes,
Anu Bekranues, YKanubek Ycun, JIMutpuii
Cyuikos.

3aKknwyeHue

BcecroponHee uzyueHne UCTOPUU PA3BUTHS
OTEUECTBEHHON NeJAroruKu Jy3THO-
KJJACCHUYEeCKOT0 TaHla, ¢ AaJbHeHRILINM
npoBeJeHHeM e€ aHau3a U MoJIydeHHbIe
pe3yJIbTaThl, CErO/IHS ABJSIOTCS OYEHb
AKTyaJIbHBIMH U OyyT BOCTpeOOBAHHBIMU
Cpe/id, KaK JIeUCTBYIOLIMX [PernoaaBaTesiei
(Pucynok 5) mo 3Toit U CMeXKHBIM
JICLIMIIJIMHAM, TaK U B y4eOHOM Ipoliecce
MpU NOArOTOBKE OYIYIIUX MEaroroB-
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PucyHnok 5. XpoHoJsioruyeckast BpeMeHHas 11KaJa neJaroruku y9THO-KJ1aCCUYeCKOro TaHLa B JIHLLE
neaaroroB-xopeorpagos.

XopeorpagoB B BbICHIHX yueOHbIX
3aBeJIeHUsIX, BEyLLHX MTOArOTOBKY B
o6J1acTh xopeorpaduueckoro 06pasoBaHus
1 vckycerpa. [TosrydeHnble B xozie
MCCJ/Ie0BaHUS U BIIEPBbIE MIPE/ICTABJIEHHbIE
BBIBOJIbI M Pe3YJIbTaThl IAHHONH PabOThI,

B Jla/ibHeleM GyIyT crocoOCTBOBATh
MOCJ/IeyOLIUM HayYHbIM H3bICKAHHSIM B
006J1aCTH MeIarOTHKH M0 AYySTHOMY TaHILy

B KazaxcTaHCcKoH GaJieTHOH LIKOJIE,
BCECTOPOHHEMY aHaJ/IU3y MPOUCXOISLLIHX
MPOLECCOB B chepe UCKYCCTBA

MOJJIE PIKKH, 1I€JTOCTHOMY U TJTyOOKOMY
M3y4YeHHIO MeJarorHyeckoro Haceust
npernojiaBaTesiei IyTHO - KJIaCCHUECKOTo
TaHIA: aBTOPCKUX METOJIMK MperojiaBaHusl,
npoeccuoHalbHbIX KOMIETEHLUH,
NPaKTHYECKUX HApabOTOK.

«Toavko 6 cayuae cosmecmuoeo
meopuecmsa noAYLaemes Xopouutl
dyamnoitl marey» [Huxkonaesa 94, -
ropopusia Capu Mnpucosua Kyurepbaesa. B
AnMaTHHCKOM XopeorpadriecKoM YUHJIHIIe

BeCh yueOHbIH MpoLecc Mo Jy3THOMY TaHIly,
HauYMHAast C MePBbIX 3aHATHH B KOHLEe 30
-x rr. XX BeKa 1 M0 CerofiHsIIHNHI AeHb,
NPenojaBaTesu CTPOUIN U POJ0JIKAIOT
NPUIEPKUBATHLCST OCHOBHOTO MPUHIIKNA
JIySTHOTO TaHLA: HAYYUThb OYIyIIUX
apTucToB Hasera TOUHOMY, TPAMOTHOMY
1 YBAXKHUTEJLHOMY B3aUMOJIEHCTBHIO
TaHIYIOIMX Ha CIIEHEe B nape, B 1yaTe. Bo
BpeMsi YPOKOB JIy39THO-KJIaCCUUECKOr0 TaH1la
rJIaBHOU 3ajiauell siBJIsieTes TO, YTOObI KaK
MOKHO JTy4llle HAyuYUTh YUallUXCs HE TOJbKO
CAMUM HMCIMOJHUTD T€ UJIM UHbIE 3JIEMEHTHI
NOJUIEPXKKH, HO H BOBPeMs OTPeJIEIUTh U
YJIOBUTD, TTPU HEOOXOUMOCTH UCIIPABUB
WJIH K€ CHUBEJIHPOBAB JloOble OlIMOKH,
norpeuHocT. B nyaTHo-Kiaccuyeckom
TaHIE UCIOJb3YeTCs MPUHIUI
KOJIJIEKTUBHOTO TPYy/la U BCe JIEHCTBHUS
HeOOXOIUMO COU3MEPSITD C JI€HCTBUSMH
CBOET0 MapTHEpA.

3yueHne 0CHOB Jly3THO-KJ1aCCHUECKOTO
TaHIla HeOOXOJUMO BCEM JIEATENSIM



XopeorpaguuecKoro HCKyCcCcTBa: U
aprtucraMm 6aJsieta, U HCIIOJHUTENSAM BCeX
JIPYTHX TaHIleBaJIbHbIX HAaNlPaBJeHHH.
DJIeMEHTbI TapTEePHOH U BO3IYLIHOH
NOJUIe P2KKH CErO/IHs MTPHCYTCTBYIO
NpakTHUECKH B 1060 Xopeorpaduu,
HAYUHAs OT KJIACCHYECKOro 6esioro
faJsieta ¥ HEOKJIaCCHKH, M 3aKaHYHBast
TaHLeM MOJIEPH, XHIT-XOIIOM HJIH 2Ke
Opelik-1aHcoM. BianeHue cekpetamu
NapTHEPCKOTo MacTepCTBa, JIMLLb TOJNbKO
YCHJIUT UCTTOJIHUTEJIbCKHE CIIOCOOHOCTH
JII0OOT0 TAaHLOBLIMKA, PACLIUPUT €ro
TBOpYeCcKUi noteHuual. TeopeTuyeckue
3HAHUsI U [TPaKTHUYeCKHEe HABbIKH B
00J1aCTH JIy9THO-KJIACCHYECKOT0O TaHLa
HeoOX0MMbI TaKxKe U OajieTMeHcTepam,
xopeorpadam-nocTaHoBILMKAM, KOTOpbIe
B CBOEM TBOpPUECTBE, COXPAHSS BCe paHee
JIOCTHTHYTBIE CBOMMH MpeAIeCTBeHHUKaM1
JIOCTHKEHHMS1, CO3/IAL0T YTO-TO
COBEPLUEHHO HOBOE, OPUIHHAJILHOE, YACTO
noTpsicarollee U epeBopaurBarolllee Halle
npejicTaB/AeHHe O BO3MOXKHOCTSIX YesloBeKa
1 €ro TBOPUeCKOH (paHTa3!H.
[lenaroruueckue npoteccol B cepe
JIy3THO-KJ1aCCHYECKOr0 TaHUA [TPOXOUBLIHE

B OT€UECTBEHHOM XOpeorpaduieckom
00pa30BaHUU H UCKYCCTBE HA MPOTSXKEHNUH
MPOLIJIOrO CTOJIETHS, 3aCTYKUBAIOT
0c060ro0 BHUMAaHHUs1, BCECTOPOHHETO
aHaJsiM3a u usyuyeHus. bepexxHoe
OTHOLLIEHHE K IOCTHKEHHUSIM TPOLILIOTO,
OyzeT crnocoOCTBOBATL MPOAOJIKEHHIO

1 TIPEYMHOXKEHHIO BCEX IOCTHKEHHH H
HapabOTOK B HEMPePbIBHOM Tpolecce
NPeeMCTBEHHOCTH MOKOJIEHHH

OT yuuTeJs K ydeHUKy. MHoroe us3 Toro,
YTO CErojiHsl MPUMeHsIeTCs B
nearornueckoMm npotiecce 1o

Jly9THOMY TaHLLy JIOCTUTHYTO He HaMH,

a sIBJISIETCS Pe3yJIbTaTOM JIOJITOT0 1
KPOMOTJIMBOTO TPy/a MPeIleCcTBYIOUIUX
MOKOJIEHUH MperofaBatesiei 1o ay3THoMy
taniy. CoxpaHsisi paHee 10CTUIHYTOE,
HeO0OXOIMMO CTPEMHTBCS K TOMY,

4TOOBI MOCJIE/IOLLHE TOKOJIEHHS
Me/1aroroB, BbIpaxKasiCh CJOBAMU

Byanat ['asuzoBuu AtoxaHosa,
«nodxeamuau scmaghemy moeo,
4mobol UCKYCCMBO xopeoepaguu
COXPAHANOCH, PA3BUBANOCH 8 HAOEHCHOLX
pyxkax nawux yuerukoss (Tanew. TTouck.
Jloctxkenust 5).
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PEDAGOGY OF DUET-CLASSICAL DANCE IN THE KAZAKHSTANI BALLET SCHOOL OF THE XX
CENTURY (ON THE EXAMPLE OF THE ALMATY CHOREOGRAPHIC SCHOOL NAMED AFTER
ALEXANDER SELEZNYOV)

Abstract. The aim of the research is to consider and study the main processes of formation and
formation of the discipline of “Duet-Classical Dance” in the system of professional training of ballet
dancers, on the example of Almaty Choreographic School named after Alexander Seleznyov. The
relevance and scientific novelty of the work lies in the fact that the study of the issue on the topic of
the formation and development of the discipline “Duet-classical dance” in the system of professional
training of ballet dancers in Kazakhstan has not been carried out until now. In the course of the study
were used art history, cultural and biographical methods of research. In the process of the research
the author’s results were obtained, clearly showing the key moments of formation and establishment
of the discipline of duet-classical dance throughout the XX century, based on the experience of duet-
classical dance teachers of St. Petersburg, Leningrad and Almaty. The given research contains original
material on the history of development of the discipline “Duet-Classical Dance” in the system of
specialized secondary choreographic education in Kazakhstan, has a significant practical significance
and further scientific prospects for research on this issue, in the context of the study of domestic ballet
pedagogy.
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school, support, choreography pedagogy, Alexander Seleznyov
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JKac xky6aiinapbiy 6eqrinepi»: TYpKi XaJblKTapblHbIH YHJI€HY TOMbI
aTpubyTTapbIHBIH 0€3€eHAipiNy epeKIlueaiKrepi

LLlarirozosa XXaHepke

Cyp. 1.1. «Otay» To¥ Kkui3 yiti. Kazaktap (Puenbctpyn 1926); 2. «OTaB» Toit Kui3 yiti. Horaiinap. 1903. POM
N2 333 (OropmeHosa 2008).

Cyp. 2.3. «MaHrnawai» nekop anemeHtTepi. Horanap (KaHokoBa 2021); 4. Caba. KpIMbi3apl faibiHAayFa
XoHe cakTayFa apHanfaH biapic (KP MOM kopbl)

Cyp. 3.5. ®epop ®OuenbcTpyn 60ibIHIIA Ka3aKTbIH TOM KMi3 YiiHiH aekop anemeHTTepi (KasakTap.
XanblkTap xaHe MaaeHuetTep (pyc.) 2021); 6. IXKbIrblY KMiA3 WbIMbINAbIFbIHbIH AEKOP GparMeHTi.
Bankapnap. XX . 6acbl. PSM N26068-7 (Lapesa 2013); 7. HoBropogoBa 60MblHLIA SHOAWUT ASYIPiHIH
eypasusanbk eckepTKiwTepiHaeri 6ocaHFaH aiien xaHe aiien TekTi ata-6abanap beliHenepi 6ap
netpornudTepaiH cypettepi (Llapesa 8. EBreHuns CtyneHeukas 60ibiHILIA Kapaluainap neH 6ankapnap
KWi3 cepenepiHperi “anam cypat” MotusiHiH cypeTTepi (Llapesa 2013); 9. bopuc KybtuH doTacsl 6oitbiHIWa
Kasak TOM Kui3 yiiHiH aekop anemeHTTepi (KydTtuH 1926); 10. «¥nbl AHa» epHeri (Kaxranu ynbl 2003)
Cyp. 4.11 - Mepey MNupmaHoBa TyKbiMbIHAAFbI dienaep (LLyneiikun 2009); 12. ATMa- e36ek-
KOHbIpPATTapAblH, TOW KMi3 yiiHiH swekeii (Kapmbiwes 1998); 13. Bacunuii Tumm autorpaduscel
(Kasakrap. Tapux xaHe MapeHuet 2018)

Cyp. 5.14. -Toi woeIMbINApIFbIHbIH, dparmeHTi. Horalnap (Ipuropuit Mpo3putenesa xaHe M'eopruit

MpaBe atbiHAaFbl CTaBpanonb Mypaxan -KopbIFbiHbIH, KOpbl); 15. Busana awekeiii. POM kopsbl (Ky3eesa,
3enbHuukas 2020)

XX-XXI racbipsapaarbl opbic 6ajeT TeaTpbIHIaFbl CKAHAWHABUSJIBIK CIOXKETTep
(xopeorpadusblK HyCKajap MeH caxHajblK UHTEpNpeTauusiap)

MopTHOBa TaTbsHa

1. cypem. ExatepuHa BacunbeBHa lenbuep. 1910 xbingapaasel doTocypet
https://f-ranevskaya.ru/krug-obscheniya/ekaterina-vasilevna-gelcer.html

2. cypem. MNbecapaH kepiHic. «CynepiciHin, cyiici» Cypet - 3uHanaa Bunuyk. https://ptj.spb.ru/blog/meta-
stravinskij/

3. cypem. |- nepi xaHe xacecnipim https;//www.mariinsky.ru/playbill/playbill/2021/10/18/2_1930/?s
id=132882

4. cypem. I1- nepi xaHe xacecnipim
https://www.mariinsky.ru/playbill/playbill/2021/10/18/2_1930/?sid=132882

5. cypem. 11- cynepici xaHe xacecnipim https://www.mariinsky.ru/playbill/playbill/2021/10/18/2_1930/
?7sid=132882

6. cypem. «Cy¥KiMci3 yrpek» 6aneTiHeH KepiHic

https://classicalballet.ru/ugly_duckl

7. cypem. Kait meH leppa. ®oto KommepcaHT (Tneb LLlenkyHos) https://ccty.ru/kultura/pateticheskaia-
kakofoniia

8. cypem. «Kap xaHLwwaiibiMbl» 6aneTiHiH GparmeHTi (M. CeBarunH caxHacol) https:/ccty.ru/kultura/
pateticheskaia-kakofoniia

ABTOp, KOpepMeH XaHe Keilinkep (xopeorpadusibik GeiiHe) acnekTiciHaeri
CHOPTTHIK 6aJl OMiHIH CEMHOTHKAJIBIK Taaaay

Mcanves onibek, MongaxmeTtoBa Annma

1, 2. pomocypemmep. Con xak xynTta: ecimaepi 6enricis, oH xak xynta: Maikn CtunmaHoc nex JlopHa Jn,
1971 x.

3, 4. pomocypemmep. Con xak xynTa: ecimaepi 6enricis, oH, xak xynTta: Mupko louzonu MeH SauTa
[anunyTe.



KOCbIMIA

155

173

174

192

205

220

241

255

273

290

Kasipri kKepepMeHHiH d/1eyMeTTiK MdJIeHH KEHiCTiriHaeri Ka3akCTaH/IbIK
KHMHemarorpadus

bakeesa MaauHa, MNowaxos XacynaH

Cypem 1. KasakctaH PecnybnukacbiHaa TycipinreH 12 y3aik GunbMHiH perTuHri

Cepuanpapabl TYTbIHY/IbIH MBJIEHH OiiJlay XKyieciHe acepi: KaHaFaTTaHbIPY XKaHe
KyJbTUBALUSI TEOPUSICbIHA HETI3[Ie/INeH SMITUPUKAJIBIK 3€PTTEY

MweHaeBa dnbmMupa

1 cypem. KaTbicywwbinapablH aemorpadusnbik 6eniHyi.

2 cypem. Ci3 Tenexmkasnapabl Kepin otblpcbi3 6a?

3 cypem. CyMikTi TenewoynapapiH KaTbiCyllbiiapFa acepi.

4 cypem. Onap kaHpai aa 6ip apekeTke wWabbiTTaHAbIpaAbl Ma?

5 cypem. Ci3 KaW engiH TenexmkasnapbliH Xakcbl Kepecis?

6 cypem. ¥NTTblK, UMUAXAT XKaKCaPTY/AbIH XXaHE raCTPOHOMUSNbBIK, TYypU3M MakcaTbiHaa KopesFa 6apyabiH,
YCbIHbIIFAH KYPbIbIMAbIK MOAENi.

JacTypai Kazak My3blKacbIHbIH BOKAJIbIK OPbIHAAY TYpJepi XKaHe oJ1ap/blH Ka3ipri
CaxXHajla KOJIAHbUIYbI

MyxcubiHoBa Mepyer, Karcunan MoaHHKC

Kecme 1. Ka3aKTblH, 43CTYpAi My3blKaCbIHAAFbl 9HHIH Typaepi

Kecme 2. KazakcTaHAafbl OPbIHAAYLWbIbIK LWebepnikTi Xy3ere acblpyblH, Heri3ri Bektopaapbl
Kecme 3. [lyHuexy3inik aHWinik eHep KOHTeKCTIHAEeri aybl3lla A3CTYPAIH KICi6U My3bIKaCbIHbIH,
MHTerpaumsnaHy npoueci

Kecme 4. ¥nTTblK, xaHe Kasipri anempik TaHbiMan My3blkaHblH 63apa apeKeTTeCyiH Xy3ere acbipy
opTanbIKTapbl

Cypem 1. Ka3akCTaHHbIH 3THUKANbIK 9H OHEPIHiH ipreni Kypamaac benikrepi

JlacTypJii 6ure OHTOJNOTUSJIBIK OGaFIapJaHFaH TACiI: Ka3ak OMiHiH MbIcajblHIA
bepik KekeToB, onus LLlaHkbibaeBa

Kecme 1. acTypni 6ure OHTONOrMANbIK KO3KApac 3NeMEHTTePiMEH YCbIHbINATbIH KYPbIIbIMABIK KelleHi
Kecme 2. Wapa XuneHkynoBa opblHAAybIHAAFbI Ka3aK, OMiHiIH Heri3ri Kyinepi MeH KMMbIaaapsl.

Kecme 3. buperi ycbliHbINFaH KYpbIIbIMAbIK KO3FanbiCTap MEH MafblHanap.

1-cypem. «nna» 6u. TypFbiHoBa Hacnba 6oiibiHLWa.

2-cypem. buajiH OHTONOMUANBIK YATiNEpi: TaKpIPbINTbIK AOMEHAEr HEri3ri KaTeropusaap MeH KaTbiHacTap,
OunpxunoTtn Kanura.

AncallKJIMHT COH IM3alHbIHBIH TYPAKTbI IaMy dJlici peTiHje
MycaxaHoBa XXaHenb

Kecme 1. Cypsinmanrax kandwikmapdsiH kenemi. Kandsikmapdsii mypaepi 6olisiHwa (MbiH moHHa) (“XKacein”
npoepecc 1)

Kecme 2. Ancatiknunemin SWOT-manoayei

Kecme. 3. XKbin calibiHFbl MoKbIMa Kan0bIKMapeliH eHOipemiH endep
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OHepkacinTik AM3aiiH oKy 6aFaapaamanapbiHa MyJbTHAUCUUIIMHAPJBIK OinimMai
MHTErpauusiay

Hypkywesa J1a33aTt, AlwmmoBa AiiboTa

Cypem 1. OacTypni xaHe xyreni 6inim 6epy TacingepiHiH, canbiCTbipManbl KypblibiMbl.
Cypem 2. lnzaitH 6inimMiHaeri TpaHcopMaLMAbIK OKbITYAbIH KO3FayLlbl areHTTepi peTiHae Mobunbai
KeleHaep.

XX Facbiparbl Ka3aKCTaHbIK 0ajeT MEeKTeOiHIer 1yaT-KJaCCUKAJIbIK O1
nenarorukacsl (Anekcanap Cene3HeB aTbiHaaFbl AIMaTbl XopeorpadusibiK
YYHUJIMULECiHIH MbICAJIbIHA)

CywkoB OMuTpuit

Cypem 1. lleoHna Muxaiinosuy TaraHoBTbIH, Ay3T-KnaccuKanblk 6u MekTebi.

Cypem 2. [xxanunoB oHyap6ek MykapamynblHbIH Ay3T-Knaccukanblk 6u mekTebi.

Cypem 3. AMepnBeneB neH OHbIH, KBPHEKTI WaKipTTepiHiH Ka3zakcTaHaarbl kKacibn 6aneT MekTebiHiH Aamybl
KOHTEKCTiHAEri nefarorvkanblk Taxipubeci.

Cypem 4. Peceii MeH Ka3akCTaHHbIH, OKY OPbIHAAPbIHAAFbI Ay3T-KNAcCUKanblK 6u MyFaniMaepi apacbiHAafbl
ypnakrap cabakTacTbifbl.

Cypem 5. Meparor-xopeorpadTap TyNFacbiHAAFLI AY3T-KNAaccuKanblk 61 neaarornkacbiHbiH, XPOHONOMUANbIK,
KecTeci.

1-cypem. «Sinnax» 6u. TyproiHoBa Hacnba 6ovibiHWA.

2-cypem. BUAIH, OHTONOTUANBIK YATiNEPi: TaKbIPbINTbIK AOMEHAETi HEeri3ri kKaTeropusnap MeH KaTbiHacTap,
Ovnpoxnotn Kanuta.



NMPUJJAO)XEHMHWE

16

33

205

220

241

255

«3HaKuU HOBOOPAUHBIX»: 0COOEHHOCTU IeKOPa CBaIeOHOI aTPUOYTUKH Y TIOPKCKUX
HapoaoB
XaHepke LUanroszosa

Puc. 1. 1. CBapebHas topTa «oTay». Kasaxu (Guenbctpyn 1926); 2. CBaaebHas topTa «oTas». Horanupbl.
1903. Konnekuus POM N2 333 ([iopmeHosa 2008)

Puc. 2. 3. neMeHTbI Aekopa «MaHrnawam». Horanubl (KaHokosa 2021); 4. Caba. EMkocTb ans
NpUroToBNEeHUs U XpaHeHus Kymbica (PoHa LIMM PK)

Puc.3. 5. SnemeHTbl Aekopa Kasaxckow cBagebHoii topTbl no Mepop Guenvctpyn (Kasaxu. Hapoasl 1
KynbTypbl 2021); 6. @parMeHT Aekopa 3aHaBeca AXblirbiy Kuit3. bankapubl. Hauano XX 8. POM N2 6086-7
(Lapesa 2013); 7. lMpopucoBku NeTpornndoBs c M306paKeHNUAMM POXKAHMLL U MaTepein-npapoanTebHHUL,
Ha namsaTHukax EBpasum anoxu sHeonnta no Hosropoaosoit (Lapesa 2013); 8. Mpopucosku MoTHBa
«afaM CypaT» Ha BOMNOYHbIX NONKax KapayaesLeB v bankapues no EsreHnn CtyaeHeukoii (Lapesa
2013); 9. dneMeHT fekopa Kazaxckoi cagebHom opTbl no doto bopuca KydtuHa (KydtmH 1926); 10.
Y30p «¥nbl AHax (Kaxranu ynbl 2003).

Puc.4. 11. XeHwuHbl pona Mepey NMupmaHoBsa (LLyneikuH 2009); 12. YkpalweHue cBagebHOM opThl
y36ekoB-KyHrpaToB — atMa (Kapmbiwesa 1998); 13. Jiutorpadusa Bacunus Tumma (Kasaxu. Uctopus m
KynbTypa 2018)

Puc.5. 14. ®parmeHT cBafebHOro 3aHaBeca WbiMblNAbIK. Horanubl (Pona CTaBpanonbckoro Myses-
3anoBegHuka uM. Mpuropus Mposputenesa u leoprus Mpase); 15. YkpaweHnus 6usna. @ong POM
(KyseeBa, 3enbHuukas 2020)

Bunbl BOKanbHOT0 MCNOJNHEHHUS B TPAAULMOHHON Ka3aXCKOM My3bIKe U UX
npUMeHeHHEe Ha COBPEMEHHOM ClieHe

MepyeT MyxcubiHoBa, MoaHHuC Karcuam

Tabnuya 1. Buapl neHns B TPAAULMOHHOM Ka3axCKoM My3blke

Tabnuya 2. OCHOBHble BEKTOPbI peanu3aLimm UCNONHUTENbCKOro MacTepcTBa B KasaxcraHe

Tabnuya 3. MNpouecc MHTErpaummn NpodeccMoHanbHOM My3biKM YCTHOM TPaaULMK B KOHTEKCTE MMPOBOTO
NeBYECKOro NCKYCCTBa

Tabnuya 4. LleHTpbl peann3aummu B3aMMoeCTBUIA HALLMOHANBbHOM U COBPEMEHHOW MUPOBOWA MOMYNSPHOM
My3bIKM

PucyHok 1. ©yHaaMeHTanbHble KOMMOHEHTbI STHMYECKOro NeceHHoro uckyccrtea KasaxcraHa

OHTOJI0r0-0pEeHTUPOBAHHDBIN MOJAXO/, K TPAJAMIMOHHOMY TaHIly: HA pUMepe
Ka3axcKoro TaHua

KykeTtos bepwk, LlaHknbaesa Anus

Tabnuya 1. NMpepnoXxeHHbIA CTPYKTYPHbINA KOMMNNEKC 31€MEHTOB OHTONI0rMYECKOro Noaxoaa K
TPaAMLMOHHOMY TaHLYy

Tabnuyb! 2. ba3oBble NO3bl M ABUXKEHMS Ka3axCKOro TaHua B ucnonHenuu Lapbl XXueHkynoBoii.
Tabnuya 3. Npepnaraemble CTPYKTYPHbIE ABUXKEHWS M 3HAYEHUS B TaHLE.

PucyHok 1. TaHew «Snna» no Hacube TypryHOBOM.

PucyHok 2. OHTONOrMYeCcKMe MOAENM TaHLA: K/KOYEBbIE KAaTErOPUM M OTHOLLIEHWS B TEMATUYECKOM
obnactu» no Aunaxinotm Kanuta.
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291 WHTerpauus MyibTUIMCUMIIMHAPHBIX 3HAHUI B yueOHble MPOrpaMmbl Mo
MNPOMbBILLIJIEHHOMY AW3alHY

305 Hypkyuwega J1933aT1, AwmmoBa AiboTta

PucyHok 1. CpagHumensHas cmpykmypa mpaduyuoHHO20 U CUCMeMHO020 N00X0008 K 06pa308aHu0
PucyHok 2. MobunbHble KOMNeKCsl Kak azeHmsl npeobpasytoue2o 0byqeHus 8 ousaliH-obpazosaHuu

306 Poub TaHueBaibHbIX aHCAMOJIEN BbICUIMX YU€OHbIX 3aBEIEHUI B PA3BUTUU
KPUTHYECKOTO MbIIIJIEHUS Y CTYIEHTOB

322 Bakiposa Caman, KycaHoBa AHuna

PucyHok 1. «Kak naBHO Bbl TaHLyeTe B TaHLLeBa/bHOM aHCaMbne yHMBepcuTeTa?» pesynbTaT onpoca no
Ha3BaHHOMY BOMpOCY.

PucyHok 2. TokaszaTenb MeponpusTHii, Ha KOTOPbIX BbICTYMAOT CTyAeHYeckne NpodeccuoHanbHble
TaHLeBasbHble aHCaMbIu.

PucyHok 3. KoHuenuus, npeactaBneHHas cTyaeHTaM.

Tabnuua 1. IHTepBblO C pyKOBOAWTENSIMU TaHL,EBaNbHbIX aHCambnelt By30B KaszaxcTaHa 0 HaBblkax
KPUTUYECKOTO MbILWIEHUS CTYLEHTOB.
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Scandinavian plots in the russian ballet theater of the XX-XXI cc. (choreographic
versions and stage interpretations)

Portnova Tatiana

Illustration 1. Ekaterina Vasilievna Geltser. Photo 1910s.
https://f-ranevskaya.ru/krug-obscheniya/ekaterina-vasilevna-gelcer.html
Illustration 2. Scene from the play. “The Fairy’s Kiss”. Photo by Zinaida Vilchuk.
https://ptj.spb.ru/blog/meta-stravinskij/

Illustration 3. Fairy | and the Youth
https://www.mariinsky.ru/playbill/playbill/2021/10/18/2_1930/?sid=132882
Illustration 4. Fairy Il and the Youth
https://www.mariinsky.ru/playbill/playbill/2021/10/18/2_1930/?sid=132882
Illustration 5. Fairy 11l and the Youth
https://www.mariinsky.ru/playbill/playbill/2021/10/18/2_1930/?sid=132882
Illustration. 6. Scene from the ballet “The Ugly Duckling”
https://classicalballet.ru/ugly_duckl

lustration. 7. Kai and Gerda. Photo Kommersant (Gleb Shchelkunov)
https://ccty.ru/kultura/pateticheskaia-kakofoniia

Illustration 8. Fragment of the ballet “The Snow Queen” (Staged by M. Sevagin)
https://ccty.ru/kultura/pateticheskaia-kakofoniia

Semiotic analysis of ballroom dance in the aspect of viewpoints of the author,
viewer and character (choreographic image)

Issaliyev Alibek, Moldakhmetova Alima

Photos 1, 2. Couple on the left: names unknown, couple on the right: Michael Stylianos and Lorna Lee,
1971.
Photos 3, 4. Couple on the left: names unknown, couple on the right: Mirko Gozzoli and Edita Daniute.

Kazakh cinema in the socio-cultural space of the modern viewer
Bakeyeva Madina, Zhasulan Poshanov

Figure 1. Rating of the 12 best films produced in the Republic of Kazakhstan

The impact of tv series consumption on cultural thinking: empirical research based
on the theory of satisfaction-cultivation

Pshenayeva Elmira

Figure 1. Demographic breakdown of participants (Figure 1);

Figure 2. The question “Do you watch TV series? (Figure 2);

Figure 3. The influence of favorite TV shows on the participants (Figure 3);

Figure 4. Do they inspire any actions? (Figure 4).

Figure 5. Which country’s TV series do you prefer? (Figure 5).

Figure 6. The proposed structural model for improving the national image and visiting Korea for the
purpose of gastronomic tourism.
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Musical and dramaturgical development of the Birjan character in the «Birjan-
Sara» opera by Mukan Tulebaev

Izbambetov Almat, Yeginbaeva Toyzhan

Example 1. «Birjan’s Song»

Example 2. «Birjan’s Song»

Example 3. «Birjan’s Arioso»

Example 4. «Birjan’s Arioso»

Example 5. Birjan’s Final Aria from Act Two

Example 6. Birjan’s Final Aria from Act Two

Example 7. Birjan’s Final Aria from Act Two. Chromaticism
Example8. Birjan’s Final Ariafrom Act Two. Rubato
Example 4. Birjan’s Final Aria from Act Four

Upcycling as a method of sustainable development in fashion design
Mussakhanova Zhanel

Table 1. Volume of sorted waste. By waste types (thousand tons) (“Green” progress 1)
Table 2. SWOT analysis of upcycling
Table 3. Countries producing annual textile wastes

The role of dance ensembles in higher educational institutions in the development
of critical thinking among students

Bakirova Samal, Kusanova Anipa

Figure 1. Results of a survey on the question “How long have you been dancing in a university dance
ensemble?”

Figure 2. Indicators of the events in which professional student dance ensembles perform.

Figure 3. The concept proposed to students.

Table 1. Interviews with leaders of dance ensembles in Kazakhstani universities about students’ critical
thinking skills.

Pedagogy of duet-classical dance in the kazakhstani ballet school of the XX century
(on the example of the Almaty choreographic school named after Alexander
Seleznyov)

Sushkov Dmitry

Figure 1. School of duet-classical dance of Leonid Mikhailovich Taganov.

Figure 2. School of duet-classical dance of Anuarbek Mukaramovich Dzhalilov.

Figure 3. Pedagogical experience of A. Medvedev and his outstanding students in the context of the
development of his professional ballet school in Kazakhstan.

Figure 4. Continuity of generations between teachers of duet-classical dance in educational institutions
of Russia and Kazakhstan.

Figure 5. Chronological timeline of pedagogy of duet-classical dance in the person of teachers-
choreographers
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