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Temip6ek XXypreHoB aTbiHAaFbI Central Asian Journal of Art Studies (CAJAS) - «BHep
Kasak ynTTblk eHep akageMuscol XoHE NYMaHUTapblK fblsibiIMOap» (COHbIH, iIJJiH,EI,e
TeaTp, My3blka, Xxopeorpadus, KuHo, beliHeney xaHe
KonpaHbanbl eHep, caynet xaHe T. 6.) 6aFbiTbl 6OMbIHLLIA
LlYHUWe Xy3iHaeri aBTOpAbIK 3epTTeynepaiH, HaTuxenepiH
XKapUANaNTbIH peLeH3UANaHaTbIH FbITbIMU XKYPHaA.
BacbINbIMHbIH, MakcaTbl — FblbIMU MAESNAPMEH anMacy
Kazaxckas HauMoHanbHas akagemus VUJiH anaH, yCblHY, COHAan-ak, OHEepPTaHy CanacblHOAFbI
MCKyCCTB UMeHu Temup6eka XKypreHosa HipneckeH xanblkapanblk, fblabiMK XKobanapabl AAMbITY
60nbIn Tabbinaabl. XapuanaHoiMaapab! ipikteyaeri
6acbiM akTopnap: XaHa LepekTaHy xaHe aaebm
[lepekkesaepre XyriHy, akafeMu3Mm KoHe FblbIMU
00bEeKTUBTINIK, TAPUXHAMaNbIK TOMbIKTBIK, MeH nikipTanac,
KypAeni ryMaHuTaprblk Macenenepi 3aMaHaym aHbikTay,
MafeHuM apTedakTinep MeH KepKeM HblCaHAAPAbIH,
aHa biperelt TyciHaipmenepi. CAJAS-Ta fbinibiMu
MakananapaaH 6acka, Wwonynap, TapuxHamanbik,
wonynap, AepekTaHy MaTepuanaapbl, fyMaHUTapAbIK,
FbISIbIM TaKbIPbINTapbIHAAFbI MiKipTanactap yCbiHbLTybI
MYMKIiH XaHe FblbIMK Ananortap kyntanagbl. CAJAS
(29.03.2021 N2 303 6yipbIfbl) FbINbIMU KbI3METTIH, HETi3ri
HaTUXKenepiH xapuanay ywid Kasakcran Pecnybnumkacol
FbinbIM XaHe oFfapbl 6iniM MUHUCTPAITIHIH FbINbIM XaHe
)OFapbl 6iNiM canacblHAAFbl CanaHbl KAMTaMachl3 eTy
komuTeTi (FKOKBCCKEK) yebiHFaH 6acbinbiMaap Tisbecite
eHrisingi («kBHepTtaHy» 6enimi). CoHbiMeH kaTtap, CAJAS
KOB (Kasakcranabik aanekces 6asacsl), ¥MFTCO (¥nTTbIK,
MEeMEKETTIK FbINIbIMU-TEXHMKANbIK CapanTamMa OpTasbifbl),
EBSCO Essentials, KubepJleHnHkaaa nnaoekcrenea,.
CAJAS pepakumscblHa xibepinreH 6apnblk Makananap
nnarvaT TeKCepyiHeH eTefi XaHe 3epTTey npoduniHaeri
MaMaHAAPAbIH, €Ki XaKTbl OH acCbIpblH CapanTama KemiH
XapusnaHanbl. ABTOP/bIK FbiNbIMK 3epTTeYep, Wonynap
MeH cyx6attap CAJAS-Ta TeriH xxapusanaHagpl. XypHan
peueH3uanay, peaakumanay, Tysety, 6eTtey xaHe backa
[1a pefakUManbIK XXyMblcTap 60MbIHLIA LWbIFbIHAAPAbI
03 MOViHbIHa ananbl. CAJAS Makana aBTopiapbiHa akbl
Tenemewnai. XXypHanablH XapuanaHbiM 3TUKAChI XXEHIHAEri
komuTeTTiH, (COPE) oaen kopekciHe caiikec keneai xaHe
XKYPHa/IMEH XYMbIC XKaCcaiTblH aBTOpNApAbIH Hemece
peLleH3eHTTepAIH 3aHCbI3 iC-apeKeTTep Typanbl KYAiKTi
)afpannapabl wewy ywiH COPE cxemanapbiHa cyieHea,.
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Central Asian Journal of Art Studies (CAJAS) -

HayYHbI peLeH3npyeMblil XXypHan, NybanKyoLLmi
pe3ynbTaTbhl aBTOPCKMX UCCEA0BAHMI CO BCErO MMpa no
HanpaBneHuto «/ICKycCTBO M ryMaHUTapHble Hayku» (B
TOM YMC/ie MO BONPOCaM TeaTpa, My3blku, xopeorpaduu,
KMHO, M306pa3nTeNbHOro U NPUKNALHOTO MCKYCCTBa,
apxuTekTypbl U T. A.). Llenbto nsganunsg asnsgetcs
npefocTaBieHne NNOLWALKK A8 06OMEHa HayYHbIMM
NAEAMU, a TAKXKe pa3BUTUE COBMECTHbIX MEXAYHAPOAHbIX
Hay4HbIX MPOEKTOB B 06/1aCTU UCKYCCTBOBEAEHMS.
MpuoputeTHble dakTopbl Npu oTbope nybanKauuii:
obpalleHne K HOBbIM MCTOYHMKAM, aKaAEMU3M U Hay4YHas
006bEKTUBHOCTb, UCTOPUOrpaduyeckas NoaHoTa 1
LUCKYCCUOHHOCTb, COBPEMEHHOE M3MEPEHME CITOXKHBbIX
ryMaHUTapHbIX NpobieM, HOBble OpUrMHANbHbIE
TPAKTOBKM KyNbTYPHbIX apTedaKTOB U XyA0XKECTBEHHbIX
o6bekToB. B CAJAS, KpOoMe HayuHbIX CTaTei, MOryT

6bITb NPEACTaBAEHbl peLLeH3nK, cTopuorpaduyeckme
0630pbl, ICTOYHMKOBELYECKME MaTepUanbl, BUCKYCCUM Ha
TeMbl FyMaHUTapHOM HayKu, NPUBETCTBYIOTCS Hay4Hble
nmnanoru. CAJAS BkntoueH B [NepeyeHb M3naHui,
pekomeHayeMbIx KoMuUTeTOM No obecneveHnto KayecTsa
B cepe Hayku u Bbicwero obpasosarus (KOKCHBO)
MWHKUCTEpCTBa HayKK M BbiCLLEero 06pa3oBaHms
Pecny6nukm Kazaxcran (npuka3s N2 303 ot 29.03.2021)
Ans ny6aMKaLMu OCHOBHbIX Pe3yNnbTaToOB Hay4YHOM
nestenbHocTu (pasaen «MckycctBoBeseHuey). [loMumo
atoro, CAJAS nHpexcupyetcsa B KbL, (KasaxcraHckow

6a3e umtpoBanus), HUMHTS (HaumMoHanbHoM

LleHTpe rocy4apCTBEHHOM HAaYYHO-TEXHUYECKOM
akcnepTusbl), EBSCO Essentials, KubepJleHnHke. Bce
cTaTtbu, noctynatowme B pepakumo CAJAS, npoxopat
npoLenypy npoBepKM Ha nnaruat u nybaunkyoTca nocne
MONOXMUTENBHOTO ABOWMHOIO C/IEMNOr0 pPeLeH3MpoBaHuUs
cneumanuctamm no NnpodunaM uccnenoBaHuii. ABTopckue
Hay4Hble nccnenoBaHums, 063opbl U UHTepBbio B CAJAS
ny6nukytotca 6ecnnatHo. XXypHan 6epet Ha cebs pacxonbl
1o peLeH3upOBaHMI0, peAaKTUPOBaHUIO, KOPPEKTYPE,
BEpCTKe ¥ APYr1M pefakLUMOHHbIM pabotam. CAJAS

He BbINaa4YMBaEeT rOHOpPapbl aBTopam cTatei. XXypHan
cnenyet Kopekcy noseaeHuns KomuteTa no atuke
nybnukaumii (COPE) u cnenmt 3a 6nok-cxemamu COPE gns
paspeLueHns cayyaeB NoLO3PeBaEMOro HeNpaBoOMEPHOro
roBeLEeHNUs CO CTOPOHbI aBTOPOB, PELIEH3EHTOB 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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Anrbices

2025 xbinFa apHanfad Central Asian Journal of Art Studies (CAJAS) »ypHanbiHbIH,
anfalikbl CaHblH Ha3apnapbiHbi3Ffa YCbiHambi3. byn  BGacbiNbIMHbBIH, - TakbipblObl -
«OpTanblk, A3na eHepi: Kasipri 3amMaH TypfbiCbiHAAFbl Tin MeH MaTiH». «Central
Asian Journal of Art Studies» FfbiNbIMU >XypHanbl — ©HEPTaHy FblJbIMbIHbIH, TYpi
cananapblHAAFbl Tangay AeHreriH arKblHAANWTbIH ©3iHAIK KepCeTKil peniH aTtkapanbl.

Byn HoMep aBTOpRapbiHbIH, AHANUTUKASBIK, KbI3bIFYLUbIbIFbIHbIH aYKbIMbl OHEPAiH, AaMYy
yaepicTepi MeH ahaHaaHy yaepicTepiHiH 63apa 6ainaHbICTapbiH 3epTTeyaeri NaHapanbik,
OUNOCOPUANBIK-3CTETUKANDBIK ~ XOHE  OHEepTTaHYWbINbIK — Tacingepre  OaFbITTanfaH.
XypHanapiHbipkaTapMakananapbl 60AMbICTbI YATTbIKKAObINAAYAbIHAPXeTUNTiKOeliHenepi
MeHaMbebanMOTUBTEpPiHE,My3bIKabIK)KaHPIap MeH CTUNbAEpAiTanaayFa,3aMaHaynTeaTp
KOMbINbIMAAPbIHA, KAa3aKCTAaHAbIK «KaHa TOMKbIH» KMHO XXaHPAapbl MEH XaHP TapMaFbiHa,
KOPKeM KOneHepre, Ka3ak Xa/IKblHbIH TYPMbICTbIK, M3AEHUETIHE, exenri A3yipaiH biperei
eckepTKiWwTepi MeH [O3CTypni eHep TypnepiHe apHanfaH. OnapAblH Kenuwiniri wblH
MoHiHAe terra incognita — ani Ae TONbIK 3epTTe/IMereH TakblpbiNTap peTiHAe KepiHeai.
Kasipri 3amMaHfbl MYCiH, AU3aiiH, CayneT xaHe beliHeney eHepiHiH aBaHrap 6afbITTapbiHbIH
[aMyblHa apHanfaH KepKeM-Tanfamanblk Makananap 30p Kbi3blFYLWbINbIK TyAblpajbl.

XypHan Tek Tapuxu MypaHbl faHa emec, COHbIMEH Katap
3aMaHayM  eHep  KacaywblnapAblH ~ (@pT-KpeaTop)  TEepeH  pyXaHW  XaHe
LWbIFAPMaLLbIIbIK, ToXipnbeciH KEHiHeH HacuMxaTTayfa 6aFbITTanFaH.

KyH cavibiH aneMHiH TyKnip-TyknipiHeH xy3aereH agam kipeTiH CAJAS xypHanbiHbIH
€H KbI3bIKTbl MaKananapbl XXMHAKTaNFaH 3NeKTPOHAbI apxMBi Ka3akCTaHHbIH, exenri api
MBHIi XKacC XepiHaeri eHep, KONBHep, TapMX XaHe Ka3ipri 3aMaHfbl KepkeMaik Taxipnbe
Typanbl Gipereit xaHe eLWKalWaH ecKipMeWTiH aknapaTtTbl Tabyfa MyMKiHAiIK Gepefi.

bi3 6enrini api 6epenni aBTopnapMeH Ae, XXac 3epTTeyLifiepMeH Ae bIHTbIMaKTaCTbiKKa
nanblHObI3, CAJAS XXypHanbiHbIH angarbl CaHAAPbIHAA KeTepineTiH 6acTbl TakblpbiNnTapFa
KaTbICTbl  YCbIHbICTapPbIHbI3Abl nikip peTiHae KafablpynapblHbl3Fa 6onagbl.

XypHan beTTepiHAe Xy3neckeHwe!

Coanzyn Kapxayb6aesa,
bac pedakmop



BCTynwreanoe cnoBo

MNpenctaBngeM Balwemy BHWMMaHuto nepsBbit HoMep Central Asian Journal of Art
Studies (CAJAS) 3a 2025 rop. Tema paHHoro Bbimycka «MckyccTBo LleHTpanbHoOM
A3um: 93blKk M TEeKCT B PpaKypce COBpeMeHHOCTM». HayuHbit xypHan «Central
Asian Journal of Art Studies» - cBoeobpa3Hbii MHAMKATOP, ONpeLensatoLun
YPOBEHb COCTOSIHUS  AHANIMTMKM B pasHbiXx o06nacTax Haykm 06  MCKycCTBe.

CnekTp aHaNMTUYECKMX WHTEpecoB aBTOPOB 3TOr0 HoMepa CQOKYCMpPOBaH Ha
TPAHCAUCLMUMNIMHAPHBIX (DUNOCODCKO-3CTETUYECKUX U UCKYCCTBOBEAYECKMX MOAX0AAX
MccnenoBaHMS B3aMMOCBA3EM NPOLLECCOB Pa3BUTUSA MCKYCCTBAC NpoLLeccaMmmrnobanmnsaumm.
Pap cTatei >KypHana noOCBSILLEHbl apXeTunuuyeckum o6pasaM W YHUBEPCAJbHbIM
MOTMBAM HaLMOHANbHOrO BOCMPUATUS OblTUS, aHanU3y My3blKasbHbIX XaHPOB U CTUNEN,
COBPEMEHHbIM TeaTpasibHbIM NOCTAHOBKAM, XaHpaM M NoAXKaHPaM Ka3axCTaHCKOro KMHO
KHOBOWM BOJIHbI», XYLOXECTBEHHbIM peMecnaM, ObITOBOM KynbType Ka3axCKOro Haponaa,
YHUKANbHBIM MaMATHUMKAM APEBHOCTM M TPAAMLMOHHBIM BMAAM UCKYCCTBA, MHOTME W3
KOTOpbIX hakTMYeCKM NpeacTatoT terra incognita. 3HaYMTENbHBIM UHTEpPEC NPeaCTaABASAIOT
XYOOXEeCTBEHHO-aHaMTUYeCkMe CTaTbM O Pas3BUTUM  COBPEMEHHOM  CKYbMNTYPbI,
LM3aiiHa, apXMTeKTypbl, aBaHrapLHbiX HanpaBieHW M3006pPa3UTENbHOrO WMCKYCCTBA.

XXypHan HanpaBneH Ha MONynsapu3aumio He TONbKO MCTOPUYECKOro Hacneaus, Ho
M CcopepXaTenbHOro AyXOBHOMO M TBOPYECKOro OfMblTa COBPEMEHHbLIX apT-KpeaTopos.
MNMocewaeMblvi exxefHEBHO COTHSIMM NHOAEN CO BCEIO MUPA, SNEKTPOHHbIN apxuB Hanbonee
MHTepecHbIX cTaTei xypHana CAJAS npenoCTaBUT BO3MOXHOCTb HAaMTU YHUKANBHYKO U
HUKOrAaHeycTapeBatLyo nHdopMaLmio 06 UCKYCCTBE, peMecaax, UICTOPUN U COBPEMEHHOM
XYAOXECTBEHHOM MpaKTMKe Hawen [LpeBHeW M BeyHO ™Mononor 3emne KasaxcTtaHa.

Mbl  OTKpbITbI K COTPYAHMYECTBY Kak C W3BECTHbIMM U  aABTOPWUTETHBIMMU,
Tak WM  MONOAbIMWM aBTOPaMW, TOTOBbl PACCMOTPETb MNOXEeNaHuUs MO  [NaBHbIM
TemMaM 6yaywmnx HomepoB CAJAS, KoTopble MOXHO OCTaBUTb B KOMMEHTapUsX.

[lo BCTpeuu Ha cTpaHMLax xypHana!

Canzyne Kapxcaybaesa,
2/1a8HbIl pedakmop



Foreword

We are pleased to present the first issue of the Central Asian Journal of Art
Studies (CAJAS) for 2025. The theme of this edition is “Central Asian Art: Language
and Text in the Perspective of Contemporary Times.” The scientific journal
Central Asian Journal of Art Studies serves as a kind of barometer reflecting
the current state of analytical thought across various fields of art scholarship.

The scope of analytical interests in this issue is centered on transdisciplinary
philosophical-aesthetic and art historical approaches that explore the interrelations
between the development of art and the processes of globalization. Several articles are
devoted to archetypal images and universal motifs of national perception of existence, the
analysis of musical genres and styles, contemporary theatrical productions, genres and
subgenres of Kazakhstan’s “New Wave” cinema, artistic crafts, the everyday culture of the
Kazakh people, unique ancient monuments, and traditional art forms - many of whichremain
virtually terra incognita. Of particular interest are art-analytical studies on the development
of contemporary sculpture, design, architecture, and avant-garde trends in the visual arts.

The journal aims to promote not only historical heritage but also the profound
spiritual and creative experiences of today’s art creators. Visited daily by hundreds
of readers from around the world, the digital archive of CAJAS’s most compelling
articles offers access to unique and timeless information about art, crafts, history, and
contemporary artistic practices of our ancient yet ever-young land - Kazakhstan.

We  welcome  collaboration  with  both  renowned and  emerging
authors and are open to suggestions regarding the main topics of
future CAJAS issues, which can be shared in the comments section.

See you on the pages of the journal!

Sangul Karzhaubayeva,
Editor-in-Shief
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CEMAHTUKA
®OPMOTBOPUYECKOM

JIOTUKU 300MOP®HOM
KEPAMUKU )KETBIACAPA

Ara6ek Hazapos', Canryiab Kapxxay6aesa®

!?Kagaxckasi HalMoHabHasi akajaeMust iekyceers umMenn TemupOeka YKyprenosa
(Anmarsl, Kazaxcran)

AHHoTaumsa. Kaxnas Kynbtypa caMobbiTHa, MHOrOQYHKLUMOHaNbHA, 061aaaeT cBoei 0coboit
CTpaTUdUKaLMEN U OTHOLIEHMEM K MUPY. B 3TOM KOHTEKCTe, KyNbTypHOE Hacneaue B BUAE MasbiX
CKYNIbNTYPHbIX GOPM U NEMHbIX KEPAMUYECKUX U3AENUIA B BUAE MPOTOM MOYUTAEMbIX XUBOTHbIX,

370 Ta 061aCTb NPUKNIAAHOTO MCKYCCTBA M OPHAMEHTONIOMMM, KOTOPAs CEroAHS MpeacTaBnseT

0Co6bli MccnenoBaTenbckuii MHTEpec. CMbIC/IOBbIM LEEHTPOM CEMAHTUYECKUX MHTEPECOB AAHHOTO
nccnenoBaHMs CTasu NPOTOMbl 6apaHOB M3 PACKOMOK CPeAHEBEKOBbIX MOCENEHWIA, PACNON0KEHHbIX

B HM30BbAX Cbip-[lapbu. ADXUTEKTOHMKA, HAWAEHHbIX apXeonoraMmm 06beMHbIX CKYNbNTYPOOOPa3HbIX
durypok cneunduyHa no Gopme 1 UMeET psa, NNACTMHEeCKUX 0cobeHHocTel. be3ycnoBHO, YTO Ha
(hopMOTBOpYECKME NPOLLECCHI M3rOTOBNEHMS MPOTOMOB MOB/AMANA U CaMa CaKpasbHas npupoaa
MOYMTaEMbIX KMBOTHbIX, CTaB IPKUM U CBOEOOPA3HbIM NPOSBNEHNEM XYLOXKECTBEHHOTO MbILUIEHUS
Ka3axcKoro 3THoca B 06Leil cucteMe NpeemMCcTBEHHOCTM HAapOAHbIX TpaauLmid. [lo3ToMy Lenbio
[LaHHOTO MCCNEef0BaHUS CTaN CEMAHTUYECKMIA aHann3 300MOpdHOI KepaMuku XKeTblacapcKoro permoHa
KaK YCTOMYMBBIX BU3YaNbHbIX M ICTETUYECKMX MAPKEPOB MUPOOLLYLLEHWS STHOCOB, MPOXMBABLLIMX

B CcpesfHeBeKoBOM [Mpuapanbe. [ockonbKy CyLecTBYOLWMIA CEroAHS pa3HODbOoW B «MPOYTEHUSX» U
TpaKToBKax GOPMOTBOPYECKUX MPUHLMIMIOB OPHAMEHTOMOLOOHbIX 300MOPdHbIX U3AENUIA U UX LeKopa
[l0 CMX NOp OCTaeTcs Ha YPOBHE rurnoTes, To OCHOBHOW 3afla4yei UCCef0BaHUs CTalo pacCMOTPeHUe
MPUHLMNOB NPOAYLMPOBAHNS 300MOPGHBIX anoTPONerHbIX NPeAMETOB MO CTEMEHWU UX KYbTYPHOM
OPUrMHANBLHOCTM M CNOCOHAM NNACTUYECKMUX CTUIU3ALMNA.

B mMeTomonOrMYeckoM nnaHe aHanu3 300MopdHbIX U34eNWii NpoBeAeH B paMKaxX UCTOPUKO-
KYNbTYPOIOrMYECKOro NOAX0AA, HO B LLESIOM, METOA0/IOTMYECKOM OCHOBOW MCCNenoBaHUs CTan
MEXAMCLMMINHAPHBIA NOAXOA, CUHTE3MPOBABLLUMIA B cebe MeToAbl KyJIbTYPHOI aHTPOMONOruH,
MCKYCCTBO3HAHMS, aHANU3 HEMOCPEACTBEHHBIX IMNUPUYECKMX AAHHbBIX NONEBbIX MCCNEA0BAHMMI, OTHETDI



apXeoniorMyeckmnx Haxomok. Micnonb3oBaHue TexHonorui 3D-mopenvpoBaHus nomorno B 6onee

TOYHOM BOCNPOM3BEAEHUM PAOA AEKOPATUBHbLIX 31eMeHToB. ONnpasch Ha CTaTUCTUKY U AOCTYMHbIN
AHaANUTUYECKUI MaTepuan packonok KynstypHoro cnos VII-X BB., u3yvyeHune 300MOpdHbIX KEpaMUUeCcKmux
apTedaKToB NpMapanbCKoro U CbipAapbUHCKOrO PErMoOHOB NMPOBEAEHO B KOHTEKCTE UX PYHKLMOHANBLHOIO

Ha3Ha4YeHus.

Knoueebie cnoea: KynbTypHble TpaamLIMM, MPOTOMbI, OPHAMEHTOMOA0GHbIE (OPMbI, CKY/IbMTYpHAs

CTMnM3aums, arnomepaumnn XXaHkeHta u Xetblacapa.

Ansa yumuposaHus: Hazapos, Arabek 1 CaHrynb Kapxaybaesa. «CemaHTHKa OpMOTBOPYECKOW
Nornkun 3ooMopdHoOM kepamuku Xetblacapax. Central Asian Journal of Art Studies, 7. 10, N21, 2025, c.

16-34,D0I: 10.47940/cajas.v10i1.973.

bnazodapHocmu: ABTOPbI BbipaxatoT 6narofapHocTb peaakuum «Central Asian Journal of Art
Studies» 3a noMoLLb B NOATOTOBKE CTaTbM K NYyOAMKALMK, @ TAKKE aHOHUMHbIM peLLeH3eHTaM 3a

BHUMaHNE U UHTEPEC K NCCea0BaHUIO.

Asmopbl npodumanu u 0006puu OKOHYamMesbHelli 8apUAHM pyKonucu U 3asessom 06 omcymcmauu

KOHGIUKMa UHMepecos.

BeepeHue

pezBapsisi uccyieloBaHue 300MOPHbIX

[IPEIMETOB allOTPONEHHOTO
HagHaueHHsl, HAUIEHHBIX B PACKOITKAX
Cpe/iHeBEKOBBIX Mocesienuil [ Ipuapasnbekoro
pervoHa, Kak yCTOHUMBYIO BU3YaJbHYIO
MHPOBO33PEHUECKYI0 KOHCTAHTY,
cpopMHPOBABIIYIOCS €llle B IPEBHHE
BpeMeHa, HAMIOMHHM, UTO Y4€HBIMH He
BCer/a CTUJINCTHKA H306Pa3UTEbHBIX
00pa3oB KyJIbTOBbBIX U ObITOBBIX TIPEIMETOR
paccMaTpuBa/iach ¢ MEHTAJbHBIX TO3UIIHH
HocHTeJIeH KynbTyphbl. Bosee Toro,
HeoOX0IMMO TOIUEPKHYTh, UTO, HATIPUMED,
B onpejiesieHHH PYyHKIMOHAIBHOTO
HagHaueHHst 300MOP(MHBIX MPEIMETOB,
a UMEeHHO NPOTOM HapaHoB, JI0CTATOUHO
JI0JIr0€e BpeMsl FOCTIOICTBOBAJIA
«yTUJIUTAPHAs» TOYKA 3PEHHS U3BECTHOTO
apxeoJiora, yBUIEBIIETO B POTOMAX
BHellIHee CXOJICTBO C «IIALIJILIYHUIIAME »,
noacraBkamu noj Bepresa (Cmarysos 90).
K coxxanenuio, 310 onpejiesenue, caydyanHo
chopMyJIMpOBaHHOE B OOUXOJIHON peuH Mojl
NepBbIM BIleUaTIeHHeM, CTal0 «caMo coO0H
pPasyMelolMMCsI» U HAJIONT0 3aKPENUIoCh B
Hay4HbIX TeKCTax.

[Ipoucxoxaenue, XpoHOJIOTHsI,
HagHaueHHe 300MOP(HbBIX KEPAMHUUECKUX
MpeMETOB MPUAPaTbLCKOTo U
CbIPIaPbUHCKOIO PErMOHOB MPUBJIEKAJH
BHUMaHH€e apXeoJioroB, HCTOPUKOB,
3THOTPA(OB, KyJbTypPOJIOTOB. YUEHBIMU
BbICKA3bIBaJIMCh Pa3JIMUHbIEe, MIOPOIO,
MPOTUBOMNOJMOKHbIE MHeHHS1. Hano
CKa3aTh, 4TO MPOTOMBI KaK crieliuuieckne
apreakTbl, XapakTepHble V15 ToceJJeHUH
HIkHero H6acceiina Coipaapbu B
CPETHEBEKOBYIO 3TIOXY, TOCTATOUHO
MoJAPOOHO OMUCAHbBI B TPYAAX MHOTHX
M3BECTHBIX aPXEOJIOTOB, a BblIBUraeMble
VMU TIPETOJIOKEHUS TTOCTYKHIIN B
KayecTBe OCHOBHOIO HCTOPHOTpaUuecKoro
1 METOJI0JI0TUYE€CKOr0 MaTeprasa s
JIAHHOTO HccyeioBanus. B nepyio ouepens
3TO HayuHble paboThl M cTaTbi KapJa
baiinakosa, ['anunbl [TyrauenkoBoii,
Bopuca Jlureunckoro, Anekcanapa
Bepuuiram, dmmbl 3unmBuHcKoit, Epbonara
Cwmarysioa, Pycrema Jlapmenosa,
Asunxana Taxekeesa u 1p. YuéHbIMU
yCTaHOBJIEHO, UTO elé B [ B. 10 H.9. B
KysnbType Kyanun BerpeuaioTest opHaMeHThI
Ha TOHYAPHBIX U3JEJHSAX U TTPeMeTax
13 KepaMHKH, aHaJlorHyHble 110 hopme
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JKEThlaCaPCKUM U3JIEJIHSIM, CTPYKTYPHBbIH
aHaJin3 KOTopblx uHTepnoupyetcs VII-
VIII BB. OnHako, U3 BCero J0CTaTOYHO
OOLLMPHOrO MaTepHasa apXeoJ0ru4eCcKux
pPacKOTOK, Hay4YHOH aHaJIUTHKE B GOJIbILIEH
Mepe BHUMaHHUe y/eJ1s1/10Ch BOpocam,
CBSI3aHHBIM C apeaJioM pacrpoCcTpaHeHHs
KepaMHYeCKHX OPHAMEHTOMO0OHBIX
U3MeJUH, HCTOYHUKAM J00bIUH,
CoJlep2KaHtI0 MUHEPAJIbHBIX TIPUMeceH,
CTPYKTYpPaJiIbHOMY aHaJIU3Y [VIMHbI,
TEXHUKO-TEXHOJIOTHY€CKUM 0COOEHHOCTSM
M3rOTOBJICHHS OYayKHbBIX MOJICTABOK,
B3aMMOBJIMSIHHIO TOHUAPHBIX TPAJULIUH
OJIM3KUX U OTAAJEHHbIX FreorpauyecKnx
30H, 0COOEHHOCTAM JIOKAJIbHbIX BAPHAHTOB
aJITapHbIX MOJCTABOK-TIPOTOM.

HccnenoBareisiMu xKeTblacapckoi
KYJIbTypbl 0060 MOYePKUBACTCS
«HeoOblYaliHasi yCTOMYUBOCTb U
KOHCEPBATU3M», KOTOpPbIE MPOSIBJASIUCH <BO
BCEX aCleKTax »KeTblacapcKol KyJIbTypbl»
1 B [I€PBYIO O4epe/ib B KepaMUYeCKHX
npeaMeTax M U3IeJHsIX, ThiCSIUeeTUIMA
«0CTaBaBLLUMeCs HEH3MEHHBIMHU Ha
BCEM MPOTSKEHHUH CBOETo ObITOBAHUS B
peruoHe». DTOT KOHCEPBATHU3M, TO JIH B
CHJIy €0COOOH COLMAIbHON OpraHu3aluu
JKeTblacapcKkoro o0LLeCTBa», TO JIH B CHJTY
«PacrnoJioyKeHust B 30He TPaJMIIHOHHBIX
MUIPALMOHHBIX U TOPrOBBIX MyTeH»,
MOCTOSIHHBIX CBSI35IX HACeJIeHUsl perMoHa
¢ Kuraewm, Cupueit, Buszantuei,

MpanomM, ykasblBaeT Ha TO, YTO HOCHTEJIH
JKeTblacapcKoi KyJIbTypbl HAMEPEHHO
«KyJIbTUBUPOBAJIM CBOH KOHCEPBATH3M U
BHeUIHUI apxauam» (JleBuna 372).

Ho, kak 6bl He TpaKkTOBaJach
o3HaueHHasi pobyema, 04eBUIHO OJIHO,
«3aLIUTHAs1 PeaKLMs» aBTOXTOHHbIX
HaceJIbHUKOB MpHapasibsi Obljia HarpaBJ/eHa
Ha MPUBEPKEHHHOCTb MHPOBO33PEHUECKUM
YCTOSIM, COOJTIIOJICHUIO TPATULMH,
MOYUTAHHIO CBATBIX PEJHUKTOB, 6EPEKHOTO
COXpaHeHHsl UX Ha MPOTSKEHUH MHOTHX
CTOJICTHH CBOEH JOUCJIAMCKON HCTOPHH.

YueHbIMH JI0Ka3aHO, YTO CaMbIM
HaJIeXKHbIM KYJIbTYPHBIM UHAHKATOPOM
THUYECKOH NMPUHAJIEKHOCTH, BU3yaJslbHbIM

MapKepoM - SIBJSIIOTCS U3JIEJUST U TPEIMEThI
MaTtepraJsibHON KYJIbTypbl U3 KEPAMHUKH.

B ocob6eHHOCTH TPeaAMEThI KYJIbTOBOTIO
HagHaueHwust. [leficTBUTEIbHO, TOJ0OHbIE
U3J1eJ11sl BU3YAJIH3UPYIOT KOHKPETHbIE
WJ1e0JIOTHYECKHe MPeCTaBIeH s Hapoya.
Kaszaxckuit pusocod- opnameHnTosor
Anubek Kaxkrasu ysibl B cBoeM MpoOpbIBHOM
Tpyne nuuiet: « BudyasbHblil apxeTun
HEH3MEHHO NPOSABUT ceOs CKBO3b OPOHIO
JII0O0M UIEOJIOTHH U BCErJIa HAWEeT 10poTy,
YIPSIMO MPOpPOCTast Yepes TOJLLY JH0ObIX
JIOTMATOB M ycTaHoBJeHHi» (Kaxraan ybl
275). A yIUTeIbHOCTL BPEMEHHOT0 Neprojia
ObITOBAHUS aJTAPHBIX MOICTABOK B BHJIE
MPOTOM CBSIIIEHHBIX }KHBOTHBIX YKA3bIBAIOT
Ha 0coOyt0 3HAYUMOCTb U HENPEPbIBHOCTh
JyXOBHBIX CBSI3€ MHOTHX MMOKOJICHUH
JKeTblacapCKOM KyJIbTYpHl.

OTMeuast BaxKHOCTb MepeYHCICHHBIX
MCCJIe10BaTeIbCKUX PAKYPCOB, 3aMETHM,
4TO BOMPOCHI, CBSI3aHHbIE C H3yUeHHEM
npotom CasillieHHOro 6apaHa He
MOTYT OTPaHUYUBATHCS JHLLIb «Cyry6o
YTUJUTAPHBIMH» WJIM TeXHOJIOTHUECKUMH
BOIPOCAMH, MOCKOJIBbKY, BbIpazKasiCh
CJIOBAMH MCCJIe10BaTe/Is1 OpHAMEHTA
JIto60Bb ByTkeBHY, conepkare/ibHas
CTOPOHA MPEJMETHOTO MHUPA PEBHUX
BCer/a «0XBaueHa cakpajbHbIM
CO3HaHHEM» U CBfI3aHa C KAPTHHON MHpa
¥ MHPOBO33peHHEM KOHKPETHOH 3M0XH
(BytkeBnu 10). B sTom nnaune, BeposiTHO,
TOJIbKO OPHAMEHT, C €0 YCTOHYHBOCTbIO
dopM, cofepKaHUsi H MOTHBOB, CIIOCOOEH
«CKBO3b BEKa JIOHECTH» 3HAYEHHE TyXOBHBIX
CMBICJIOB, 0603HAYNTD HIEHTH(PUKALIMOHHbBIE
MPOLECChl, BU3yaJIM3UPOBATh apXETHIIbI
MBbILLJIEHHS], YCTAHOBUTh COJIepPrKaTE IbHbIE
CBSI3H.

MeTtoabl

B kauecTBe MeTOn010rHUECKON

OCHOBBI UCCJIEIOBAHHUS TIPUMEHEH
MEXKIUCIMIIMHAPHBIN MOJIXOJ1, KOTOPBIH
BKJIOUAET METOJIbl KYJIbTYPHOH
AHTPOIIOJIOTHH, HCKYCCTBO3HAHMUS

1 apxeoJsioruu. Jlist paciindpoBku



MaTepuaJsioB MoJeBbIX UCCIEI0BAHUN U
aHaJiM3a apXxeoJsorHuecKUX HaXo/10K OblJl
MCIOJIb30BAH SMIUPHUYECKUI METOML U
CPaBHUTEJIbHO-COMOCTABUTENbHbBIH TMOAXOL.
Jl1s HanGoJs1ee TOYHON BU3yaIM3alliK
00BEMHBIX PEIMETOB U3 KEPAMUKH
HEKOTOPBIX IEKOPATUBHbBIX 9JIEMEHTOB,
TaKxKe OblJIH IPUMEHEHbI COBPEMEHHbIE
TexHoJsioruu 3D-mMozeinpoBanusi.

Hano 3ameTuts, 4To ¢ 0IHOH CTOPOHBDI,
MepCreKTUBHOCTb MOJI0OHOr0 pojia
MCCJIeI0BAHUMN MOATBEPKIAECTCS
CYIIECTBYIOLIMM Pa3HO0Opa3reM HayqHbIX
METOJI0B B H3yYeHHH OPHAMEHTAJILHOTO
HacJ/e1sl MUPOBOMH KyJIbTYpPbI, C

JIPYTOH CTOPOHbBI, HMEIOIIHECS JTAKyHbI

B OCMbICJIEHHH HOBBIX «apTe(aKToB»
OT/IeJIbHBIX PETMOHOB Halllel CTpaHbl
npro6peTalnT HeOCTTOPUMYIO
3HAUMMOCTD U151 laJIbHEHILIero pa3BUTHS
OpPHAMEHTOJIOTHH H TEOPUH OpHAMEHTA
Kak crieluuueckux oTpacien
MCKYCCTBO3HAHMUSI.

o ke Kacaercst H300pa3uTENbLHON
CTOPOHBI OPHAMEHTOB Ha »KeThlacapCKOn
300MOP(HOI KepaMHKe, TO, B OCHOBHOM,
MCCJIe10BaTe I OrPaHUUUBAIOTCS
JIMIIb KOHCTaTallieH e€ MPUCYTCTBHUS.
[TosToMy, B METO/10/I0TMYECKOM TJIaHe, C
11eJ1bI0 IOCTHKEHUST UCCIe0BATE/bCKON
MOJIHOTBI, 0c0O0€ BHUMaHHe ObLIO
y/ie/IeHO yHIaMeHTa/lbHbIM Tpy/lam
YUE€HBIX, HCC/IEIOBABIINX CEMAHTHKY
XyJI07Ke€CTBEHHO - U306 PA3UTETbHBIX
OpHaMeHTONO0OHbIX 00pPa30B KakK
BU3yaJsIbHbIX MHPOBO33PeHUYEeCKHX
MPOSIBJICHUH Y TJIEMEH PAHHETO
CPe/IHEBEKOBbS. DTO TPY/bl DpHCTA
[epudenba, danbl Conomonuk, Muxauia
Pocrosuesa, JImutpusi Paesckoro, Cepres
Sluenko u Jip.

Bo nzbexxkaHue BoJILHOCTEN B TPAKTOBKE
OpPHAMEHTOB TPH UX JIeTaJTbLHOM H3YUeHHH,
60J1bLIIOE BJIMSIHME HA JaHHOE HCC/Ie/loBaHHE
OKazaJia KOHLIeMHs PaJoruiecKoro
MBbILIJIEHHST, MEHTAJIbHBIX PYHKIMSAX U
0011eye/I0BEYECKHX THIaX MbILLJIEHHS
tdpaniysckoro guiocoda, aHTponoJora 1
stHOJsora JliocbeH JleBu-bpioab, (JleBu-

Bptonb 428), a Takxke TPy/bI MO 3HAKOBO-
cuMBoJIHUecKuM cuctemaM fOpus Jlotmana,
(JTorman 148).

Bouibliioe Bausinye Ha janHoe
MCCJ/IeI0BaHUe OKa3aJsli UleH FreHUalbHOro
yU€HOro-uCTOPHKA, aBTOpaA TeOPHUH
naccuonapHoctu JIbBa Hukosnaesuua
['ymunéBa, BbickazaHHble UM B KHUTE
«Tricsiuenetust Bokpyr Kacnusi» «<..>
He MEHTAJUTET ONpeJiesisiyl U ONpeeser
TEHJICHLIUM HCTOPUYECKOTO Mpolecca
<..> a PUTMbI KU3HU» (85). PUTMBI
Bceenennoit o6bemimor Beé. JKusnentble
MPUOPUTETHI, CTPaTH(HKAIIHOHHbIE
MPUHLHKIBI, 06pa3 MpoxKUBaHHST STHOCOB,
MX «MUPOUYBCTBOBAHHE» - BCE MOAUHHEHO
TUM IJ106a/IbHBIM MeTapuTMaM. MoKHO
YTBEPKAATh, YTO CMOCOObI HAHECEHHUS
OpHAMEeHTa 3TO BU3yaJIM3UPOBAHHAS
3CTeTHYeCKas pediekchs Ha
CYLLLECTBYIOLLMI B MUpe MeTapuTM. MHo#
MPUHIIMM BCTPEUAETCs OUeHb PEIKO.

ITO OYeHb Ba’KHOE B TEOPETHYECKOM

1 TIPAKTHYECKOM OTHOLLIEHUH HayuHOe
NoJI02KeHHE, 38 KOTOPbIM CTOSIT

He MPOCTO UJIEeH TaK Ha3blBAEMOIr0
IMBHAM3ALMOHHOTO Mojixoa» (98), Ho
pacKpbIBAIOTCS 3HAUEHME MEHTAUTETA

B [103HABaTeJbHBIX MIpoLleccax 1
9THOTCHUXOJIOTHH, BU3YaJslbHO MPOSIBJISIEMble
B JIyXOBHO-9CT€THIECKUX MPHOPUTETAX U
KapTHHE MHUpa LeJI0ro Hapoja.

B nannom KoHKpeTHOM ciyuae,
CBSI3aHHOM C H3y4eHHEM OPHAMEHTOB
cpe/iHeBeKOBbIX ropojioB [ Ipuapasbs,
oropa Ha (hyHaaMeHTasbHbIe TPY/Ibl
repeurcIeHHbIX YIE€HbBIX J1ala BO3MOKHOCTh
MHTEpIIpeTallii HEKOTOPbIX 0OLLIUX
1 crnelnruueckux bopM U MOTHBOB,
pacnpoCTPaHEHHBIX HA OOLUIMPHON
TEPPUTOPHUU B CPEJIHEBEKOBbIH MEPHOJL
Halleld HCTOPUH, HA HOBOM MaTtepuase
apXeoJIOTHYECKUX PACKOMOK MePBOH
yetBepTH XXI B.

Takum o6pazom, /151 JOCTUKEHHUS
00BEKTUBHOTO MPOUTEHUS KyJIbTYPHBIX
aptedakToB, OCHOBY METOJI0JIOTHUECKOH
6a3bl JAHHOIO HCCJIE/IOBAHUST COCTABUI
MPHUHLKI B3aUMOOOYCJI0BJIECHHOCTH
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MHPOBO33PEHHUS, TPUPOAHBIX, COLUANBHO-
9KOHOMHYECKHX, HCTOPUKO - KYJIbTYPHBIX
YCJIOBUH U SIBJCHUH.

Ovckyccua

B coBpemenHoit ucropuu Kasaxcrana
apxeoJIorMyecKue HCCeIoBaHns 0a3UCOB
H6acceiina HU30BUI Chlpaapby 1aTHPYIOTCS
2004 r. n cBsI3aHbI C Ka3aXCTAaHCKO-
POCCHICKMUMH apXeoJIOrHieCKUMHU
IKCIEULHUSIMU, B X0OJI€ KOTOPbIX ObIJIH
NoJydeHbl MHOTOUHCJIEHHBIE KYJIbTOBbIE
apredakThl, B TOM uKc/e 00pasiibl 04aKHbIX
MOJICTABOK B BUJIE TPOTOM OapaHoB,
HallleHHble B KyJbTypHbIX c10osx VIII-XII
BB. ([lapmenos 109).

Kak usBectHo u3 tpynos Kap.aa
Baiinakosa, [1asna [lysabua, Oabru
JlauieBcKoil B CbIpapbHHCKOM pPeruoHe
y2Ke B paHHEM CPeJIHEBEKOBbE CJI0KUIAChH
JIOCTATOYHO sipKasi i cBoeobpasHasi
KYJIbTypa «He0OBACHUMO GJIM3KAs MO CBOEH
cxoxkecT ¢ nosnHeckudcekoi (11-111 BB.)
KPBIMCKOT'O H C€BEPO-KaBKA3CKOro apeaJsia»
(Iynbu 177). Y x0Ts1 nUCbMeHHbIE
CBeJIeHUSI OTHOCHTEJILHO CKYTIbl, H3BECTHO,
YTO LEHTP HEKOT/IA MPOLBETABLIETO
rocynapctsa Kanrioil pacrogiarascst
B cpe/iHeM TeyeHuH Cbipiapby.

TouHee, KaHrtOHCKasH LMBHJIM3ALHSA
UHTEPIOoJIUpyeTcst BTOPOH nosioBuHoH 11 B.
110 H.3. DTHUYeCcKast aTpuOyLHst CBOAUTCS
K JIBYyM BEPCHSIM: TIOPKOSI3bIUHbIE TJIeMeHa
- Anexcannp Bepuiiram (Bephiuram 95)
¥ KOueBble TJieMeHa Toxapos - Jlapuca
JleBuna (JleBuna 518).

Bhlleykazannas XpoHOJI0THst
MPUBOJUTCS JIMLD JI/151 YBEPEHHOTO
COMOCTABJIEHHS] U KOHCTATAIMH BBIBOJIOB.
Benp kaxblil apTeakT 970 TOKyMEHT
cBoell snoxu. ToyHoe npouTeHue
KYJIbTYpPHBIX apTe(aKToB MOIJIO Obl TOMOYb
B pacllM(poBKe 3aKOAMPOBAHHBIX B HUX
MOTAEéHHbIX CMbICJIOB, MOHSATb JIOTHKY
ObITOBAHHUS STHOCOB B MPOCTPAHCTBEHHO-
BpPEMEHHOM IepeceyeHn U UCTOPUH
B3AUMOBJIUSIHUS KYJIbTYP.

OjiHuM 13 GoraTbIx MPOSIBJAEHHH
JKeTblacapcKoM KyJIbTypbl PAHHETO

Cpe/IHEBEKOBBSI CTasla KepaMHuKa
¢ u3oOpakeHuem O6apana. Tunebl
u306pakeHnH B 300MOPHOH

kepamuke VIII-XII BB. pagHooGpasHbi.
Apxeosiornyeckne packornku rnoceseHnn
JKetblacapa siBusin Mupy 6odibliioe
KOJIMUECTBO criellipriyecKoil aTpuOyTHKH
B BHJIE TPOTOM GapaHOB, YUBUTEJIbHO
CXOKHX C aHAJIOTHYHBIMHU HaXO/IKaMU U3
J>KaHKEHTCKOro ropojivila U noceseHnui
Coptobe. [TosiBreHne cx0K1X 300MOPHBIX
00pa30oB U3 KEPAMHUKH B COCEIHHUX
0a3ucax yKasblBaeT HaIrpaBJjeHHe
nepeMelleHnH NaeMEH U CBSI3U MEXKILy
HuMU. B 1o ke Bpemst, oOpaluaer Ha

ce0s1 BHUMaHHe, 4TO Ha TOM 3Tare, Tak
Ha3blBaeMasi «KaHriofckas 30oMopdHast
TpajMLUs» TpaHChOPMUPYeTCs U
yTpauuBaeT peascTHUeCKHe TeHICHLUHN B
1306pakeHusIx HapaHa, npojoJzKas CBoé
ObITOBaHHE B KauecTBe 000OIIEHHOTO
o6paga-cumBoJa (Jlapmenos 119).

C cepenunbi XIII B. Ha Chipnapbe
AKTUBU3UPYETCS] CTAHOBJIEHHE KPYITHBIX
KYJIbTYPHBIX U TOPrOBbIX LIEHTPOB
Jlxenn, Caypan, Ceirnak, slcol,

Orpap. B saTHMYecKOM niaHe cocTaB
HaceJIeHUst 0CTaéTCsl HEH3MEHHbBIM, 3a
MCKJIIOUEHHEM MPHULLJIOTO MOHTOJILCKOTO
3J1eMEeHTa, KOTOPbIH I0BOJILHO OBLICTPO
ACCHMHUJIMPYETCsl, 0CBAUBAET MECTHbIH SI3bIK
1 00blYaH, 4TO H 0ObSICHACT MPOJOJIKEHHE
Tpaauuuil n3oOpaxkeHnusi 6apaHoB,
peasicTHUecKre (UrypKH KOTOPbIX
BCTPEUAIOTCS HA PA3JIHUHbBIX H3JIEJHSX

B csos1x XIII-XV BB. JlonosHUTENBHBIM
ApPryMeHTOM B MOJUIEPKKY YHBUTENBHO
YCTOHUMBOMN TPAMLIMK CJYKUT IpyIa
peasIMCTHUHBIX PUrypoK GapaHOB, a TaKkKe
pyueK B BHJIE 300MOP(MHBIX K300 parKeHUH,
MOKPBITHIX CEPOM, rosyO0ol U CHHEH
IJ1a3ypblo B COYETAHUH C KOPUYHEBOMH

¥ MapraHileBoi pocnuchbio. 3HaYUMbIM
ACIEKTOM, CBSI3aHHBIM C HCCJIEIOBAHHEM
JIyXOBHOH KyJIbTYypbl HAaCeJIeHHsI tora
Kasaxcrana B IpeBHOCTH U CpeIHEBEKOBbE,
ABJISIETCS ceMaHTHKa oOpasa GapaHa,
BBICTYTABILIEr0 B HECKOJIbKHUX UITOCTACSIX -
obecrneyeHne U300UHUSA, TaPaAHT 3L0POBbSA U
6€30MacHOCTb OT 3JIbIX CHJI.



B sTom KoHTeKCTe, hopMOTBOpUECKOE
HacJielMe HapoJI0B, MPOKUBABLLUX
HeKor/a Ha OOLIMPHBIX TEPPUTOPHUSIX
HH30Bbs1 ChIplapbi B CPeJIHHE BeKa,
3Ta Ta 00J1aCTh OPHAMEHTOJIOTHH,
KOTOpasi CEerofiHsl PEACTABJSIET 0COObIH
MCC/Ie/10BaTe/IbCKUI MHTEpeC, HO JI0
CHX T10p OCTaeTCst MaJlou3yueHHOH. A Te
HaJIMUEeCTBYIOLIHE, HO PEJIKHE TOTbITKH
JIOCTHYb CKOJIbKO-HUOYb EMKOH
JeUHULIMK B paciinpoBKe onpeeséHHbIX
MOTHBOB Ha ObITOBbBIX U KyJIbTOBBIX
M3IE/USAX Pa3IMIHOTrO (DYHKIIMOHAA,
OrpaHUyeHbl JIMLLb OMUCATEJbHBIMH
XapakTepUCTHKAMHU SKCTeHCHOHa/a JIM60
KpaTKUM 0003HaYeHHEeM UX MHTEHCHOHAJIOB,
MIPU TOM, YTO, TJTyOUHHBIH CMBICJI
OpHaMEeHTONOI0OHBIX 00 BEMHBIX (hOpM
0CTaeTCs, K COXKaJeHUIo, 3a npejiesaMmn
Mce/1e/10BaTe/IbCKOro BHUMaHus1. M sto B
TO BpeMsl, KaK W Cerojitsi, MpakTHYeCKH
eXKeJIHeBHO KaK/Ibli Ka3ax CTaJKHBAeTCsl
C HEM3MEHHBIMH 110 cBOel hopme U
CMBICJTy OpHAMEHTaJ/IbHbIMK 00pa3amu,
JIOLIEIIMMHU JIO HAC B HEU3MEHHOM BHJIE C
TeX apXauyeCcKnUX BPeMEH.

300MophHbIE TPOTOMbI C PAa3HOM
CTeNeHbl0 OPHAMEHTAJIbHON CTHJIN3AlINH,
CBHJICTEJILCTBYIOT O TOM, YTO CYyLeCTBOBAJIO
HECKOJIbKO BHJIOB, Pa3J/Hyatoluxcs no
CBOEMY CKYJIbIITYPHO-I1JIaCTHIECKOMY
pewenuto. HakonsieHHbIH Ha
CeroJIHsILLIHUH JIeHb J0CTATOUYHO 6OraThli
1 pa3Ho0Opa3HbIi apXeOJOTHYECKNH
marepuaJg TpebyeT pacCMOTPEeHHUS
CEMaHTUKKH 300MOPGHBIX H306paXKeHUH,
MPH TOM, YTO CETOJIHSI UX KYJbTOBOE
Ha3HauyeHHe yxKe He CTaBUTCS 110/
COMHEHHe, KaK 3T0 yTBepzkaasoch B 30-
40-e rr. mporioro crosetust (CmaryJios,
2004:90-108), HO MO3BOJISIET TO-HOBOMY
apryMeHTHPOBATh CaMy FMIIOTE3Yy.

Pazsunble MHEHHST O CaKpaJbHOM
CMbICJIe H300paKeHUH 2KMBOTHBIX
Ha Kepamuke U3 OTpapckoro oasuca
BbICKA3bIBAJINCh YUEHBIMH aPXE0JIOTAMHU,
MCTOpUKaMH, sTHorpadamu. Tak Hanpumep,
EBrenust AreeBa, paHHEKaHTIOHCKYIO
3001M300PA3UTEJLHYIO TPATUIIHIO

paccMaTpUBAET B KAYECTBE MEPEKUTKOB
JIPEBHUX BEPOBAHMI, U CBSI3bIBACT UX
HEMOCPEeACTBEHHO ¢ KOHKPETHBIMU
YCJOBUSMH 2KM3HH CKOTOBOYECKUX

o61H (AreeBal63). [Tono6HoI# TOUKH
3pEeHHUst MPUIEPIKUBAIOTCS U ABTOPbI KHUIH
«lpeBroctu Yapnapsr» (Makcnmosa250).

B dyHnamenrasbHoM, HAChIIEHHOM
MHOTOYHCJIEHHBIMH HCTOPHYECKUMHU
CBeJIEHUSIMH U HHTEPECHBIMH
STHOTpaUIeCKUMU NapasiiesisiMu Tpyje
M3BECTHOTO apXeoJiora, MCTOpHKa-
BocToKOBea bopuca JIutBuHCcKOro
«Kan—rioil—cKo-cap—maT—CKui
thapH>» npocseK1UBaeTcs uies, o ToM,
uT0 H306paxkenust CasilieHHOro 6apaHa
Ha ObITOBBIX M3/1€JIMSX KAHTTOHCKHUX
1 POACTBEHHBIX UM CapMaTCKHX
MJIeMEH CBSA3aHbI C paclpoCTpaHeHHEM
30poacTpuama, B KoTopom 00pa3 6apaHa
ACCOLMUPYETCs C MHKapHaluel 60xKecTBa
thapH - Kpbl1atoro 6apana (apH-
6naronath) (JIurBunckuii120)

B npeBHocTH KysibT GapaHa UMes
LLIMPOKOE PACMPOCTPAHEHHE Y MHOTHX
HapoJIOB MUPa. DTO U IPeBHEETUITETCKU
6or AmoH, 1 uHaMICKKE 60T MHjpa,
¥ rpeyeckurl 60T MI0A0POIns U
YKUBOTBOPSILLMX CHJT TPUPOJIbI U
TeaTpa Jluonuc. DTOT CUCOK MOXKHO
NpOAOJKUTH. Bee oHu BeiCTynamu B 00J11Ke
CasitlenHoro 6apana. Euié B 80-x rogax
MPOLIJIOro BeKa Ka3axCKUH apXUTEKTOP,
KyJbTypoJior bex M6paes BbiiBuny.1
LeJIbIH PSIL TTPE/TOJN0KEHH I OTHOCHTEIBHO
KOCMOTOHMYECKUX BO33PEHHH, CBA3AHHBIX C
KysibToM CBsillieHoro 6apaHa, CUMBOJIHKOH
CTHJIM3aLMH OPHAMEHTONOLO0OHBIX
CKYJIbIITYPHBIX (DOPM M apPXUTEKTYPHBIX
3J1EMEHTOB y pa3HbIx HaponoB (M6paes 42).
OcoO6blii MHTEpEC, B KOHTEKCTE IaHHOTO
coobuleHust, npejactasJsieT uaest b.Mopaesa
OTHOCHTEJILHO MPOUCXOKIEHNST aHTHUHOH
KanuTes M HOHHYECKOro opepa (aTTHYecKUit
BapuaHt VI B. 10 H.3.), C XapakTepHbIMU
CHUMMETPHUYHO PACTOJI0KEHHBIMH
crupaseoObpasHbIMU 3aBUTKAMK -BOJIIOTAMH.
B 3TOM apxuTeKkTypHOM 3/1€MeHTe YU€HbIH
BUJIMT CTHUJIM30BAHHbIH B Mpamope
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300MOP(HBIH 06JHK aHTHUHOTO 60KeCTBA
nJojgopoaust - npoo6pas bora lnonuca.
[TepBoHavasbHO apXxanuecKuM CUMBOJIOM
Jlnonuca 6bL1 - BbIK, uyTh M03:Ke, B
KJJaCCHUECKHH TIepHO/I, 300MOPHHOK
Mackoi 60kecTBa - ctas CBslLeHHbIH
OapaH.

B npeBHefiinx BepoBaHUsIX HAPOJOB
[enrpasbHoii u CpenHeit A3uu - KowKap
sSIBJISIICS Npexk/ie Bcero ooeperom. Mimenno
¢urypka 6apaHa BeHUaeT roJIOBHOH yOOP
cakckoro Boxkjist U3 Cemupeubsi. Pora
KOILIKapa HEUTPaJIM30BaJIH «lypHOH
raas», X IepKaJju B IoMax Jyisi OXpaHbl
neteil. Kolikap nokpoBHUTeIbCTBOBAI
BCEM: TaK, Harpumep, My>KUnHbI, JI51
ycrnexa B jieJ1ax 10TparuBajiuch 10 roJioBbl
Oapana, a 4eJI0BeKy, Haxos1eMycsl B
crajie 6apaHoB, BOOOLE He CTpaLLHbI
ObLIM HUKaKHKe 3Jible ayxu. Kagaxu
BEpUJIH, UTO OapaH UMeeT 60KECTBEHHOE
MPOUCXOZK/ICHHE, OH CO3/laH «U3 Hebha
U OTHS1», U TIOTOMY SIBJISIETCS] YUCThIM.
Jaxe camo cioBo «Kollikap» Haness1och
CBEPXDbECTECTBEHHON Marn4eckKou CHIIOH.
«HMs1 B IpeBHOCTH paccMaTpHBaoCh Kak
CBSILLIEHHAS YACTh XKUBOTO CYLIECTBA >,
MO3TOMY MaJIbuMKaM JaBaJjid B KauecTBe
JIMYHOTO UMEHHH, U BEPUJIH, YTO TAKUM
00pasoM «<...> BO3POKAAIOT 3Ty
cyuHocTh>» (Ppetiienbepr 104). O6eperom
CJIY»KHJIH W YacTH TeJsia 6apaHa, v Jjaxe
OBeUbsl 1LIePCTh UCI0JIb30BaNACh B KAuecTBe
amyJieta. Becbma nomnysisipHo 6b1y10
rajiaHue Ha oBeubell Jionatke. boitoBad
oGblyail nojiBeliuBaTh 6apaHbu pora Hajl
BXOJIOM B JIOM, @ BbIpe3aHHbIe U3 JlepeBa
pora yKpernJisiJii Ha IeTCKHX U JIeBUUbUX
roJIoBHbIX ybopax. M3o0pakeHusi poros B
BHJI€ OPHAMEHTOB Ha NpeamMeTax ObiTa, B
JIM3aiHe XKUJULLL, KOCTIOME, MPUKJIaJHbIX
1 I0BEJMPHBIX U3JIEJIHSIX BOCTPUHUMAJIHCh
B KayecTBe CaMO MOTYLLeCTBEHHOH
BU3YyaJIbHOH CUMBOJIMKH W HAJIEJISIJINCh
BBICILIUM aroTPONeHHbIM CTaTyCOM.

C o6pasom HGapaHa COOTHOCHJIUCDH He
TOJIBKO PEJIMKThI TOTEMH3Ma, HO 1 HoJiee
CJIOXKHbIE MIPE/ICTABJEHHUS, CBSI3aHHbIe

C cakpaJi3aluei >kUBOTHOTO MUPa €
sJ1eMeHTaMu 3opoacTpuama. KoneuHo, Ha
NPOTSZKEHUH BEKOB MIeH, MOPOKAEHHbIE
9TUM MOMYJSIPHBIM 00Pa30M, MEHSIUCh,
4TO-TO 3a0BIBAJIOCH, YTO-TO MOSIBJISIIOCH
Hooe. OiHaKO, TPAULMHU KYJbTa
OapaHa-rnpoU3BOJIUTE/ISI C €r0 MOLIHBIMH
3aKpYYEHHBIMH poramu, o6pa3 KoToporo
BOCIPOU3BOJU/IN MHOTHE TTOKOJIEHHS
rOHYAPOB MPUAPAJIBCKOTO PErMoHa He
OblJIM 3a0bIThl U B CJI0XKHBIE HCTOPHUECKHE
NePUOIbI ePEMELEHHI U CMEeLIeHUH
MJIEMEH.

Hcroku KyJsbTa, 6€3yc/ioBHO, YXOIAT B
6oJiee TIIyOOKYIO IPEBHOCTh, a PA3JIMYHOTO
poza Kepamuueckue nu3oOpakeHust 6apaHa
B HM30BbsIX ChbIpAapbH, yKa3bIBAKOT Ha
BAXKHYIO POJIb 3TOTO }KUBOTHOTO B XKM3HH
ABTOXTOHHBIX TJIEMEH peruoHa. Yxe
103xKe, HCHe3HOBEHHE KyJibTa OapaHa 13
otuLHanbHON :KU3HK YKeTbicapa, HapsiLy
C «MaCCOBbBIM MOSIBJIEHUEM OUATrOB-
anTapei B XKMJIbIX TOMELLIEHHUSIX», MHOTHMH
MCCJ/Ie10BaTe ISIMH HAMPSIMYIO CBS3bIBAIOTCS
¢ ycusaenueM ucsama (3unuBunckas 107)

Ha sToM ocHOBaHUH Yyu€HbIMH
JleJ1aeTCsl PeJIoNoKeHHe 0 I0CTaTOuHO
JUIUTEJILHOM ObITOBAHHM TIPOTOMOB
KakK IJIaBHOTro aTpubyTa JIOUCJIaMCKOro
KyJIbTa 2KeTblacaplieB U nocje apabekoro
3aBoeBaHMs. [10Ka3aTeIbCTBOM CJIy?KHT
pacrnoJiozKeHue MPOTOM B LLeHTPaJIbHOH
30He€ »KUJIbIX TOMELIEHHH, B KOTOPOM
HaXO/IUJICS CBSILIIEHHBI OTOHb KAK CUMBOJI
cakpaJibHOro LeHTpa xkuauuLa. [logo6Hble
BbIBOJIbI CJI€/IaHbl, HA OCHOBAHWH TOTO, YTO
cama (hopma 3THX U3JeJHI He MpeanosaraeT
YTHJIMTAPHOTO MPUMEHEHHsI UX B KayeCcTBe
MOJCTABKH /sl TOCYJIbl UJIH JIPYTOH YTBAPH.
O06 3TOM Ke CBHETENbCTBYET U aHAJN3
MPOKaJNEHHOCTH JIOHHOM MOBEPXHOCTH oyara
1 30J1bHO-YTOJIbHBIX OCTATKOB Ha BCeH
noncraske (lapmenos120).

CakpaJibHasi PyHKIHS KepaMHieCKUX
MPOTOM TaKxKe MOIYEPKUBALTCS
crenrasbHo 0opMIIEHHOH 30HOH - B BHJIE
1ikypbl 6apana (tysnak). Tpaauiius crejuThb
HapaHblo LIKypy Yy nnopora 6epét cBoé
HayaJlo U3 ellle 6oJee 1aaEKON IPeBHOCTH



Y CBsI3aHa C BEPOH, B TO, UTO BXOAALIMH B
JIOM 4eJIOBEK, HACTYyIasi Ha Heé «04HLIaeTcst
OT BCeX JIypHbIX MbICJIeH U MOOYKIAECHUIH »
(bunanos 65) (puc.1).

Pucynox 1 - O6pasiibl npotom 6apaHoB U3
packornos 2018 r.
(aBTop pucynka u pecraspatop A K. Hazapos)

BesycnioBHo, putyaibl 1
OpHaMeHTasbHasi CAMBOJIMKA KYJIbTa OTHSI,
B TOW WJIM UHOH KOHHOTALIMU CYLLIECTBOBAJIA
NpakTHYECKH y BCeX HapojoB. 1
NPUMEPOM TOMY CJIy2KaT ohopmiieHHe
¥ OpraHu3alys 04aroB B TOPOIMIIAX
JKankenra, JKetblacapa. B uesom
MOKHO OTMETHTb, UTO APXUTEKTYpPHbIE
TIPUHIUIBI CTPOUTEBCTBA YKUJHIIL C
OYaKHbIMH KOHCTPYKLIUSIMH B LIEHTpe
NoMelleHUH TOBCEMECTHO BCTPeUanTCsl
B apXe0JIOTMUECKUX PACKOTAX I0;KHOTO
Kazaxcrana, ettie ¢ [ B. 10 Hauied 3pbl 1
MUMeJIM pacrpocTpaHenue BrjioTh 1o XII-
XIIT B. [Tonpo6Hoe npeacTaBaeHHE O KUJIbIX
KBapTaJiax M MoCTPOHKax Cpe/IHeBEKOBbIX

roponioB [IpuapaJibst MOxKHO HAUTH

B MHOTOUYHCJIEHHBIX HCCJIEIOBAHUSIX
MCTOPUKOB U apxeoJioroB. Co6CTBEHHO, Ha
OCHOBAHHH MX TPY/IOB, B HEKOTOPOH CTEMEeHH
Harpalu1BaeTcst BbIBOJL O €IMHO0OPa3uH,

1 JlazKe CTaHAapTH3HPOBAHHOM MOJXO/1e
JKeTblacapileB K CTPOUTENLCTBY U
BHYTPEHHEMY JIM3aliHy XKHJIbIX TTOMELLeHHH.
ATOT XKe NPUHLMIT HAOMI0IaeTCs U B
OJIHOTHUTTHOCTH KOHCTPYKIMH aJITapHbIX
M0JICTABOK.

B kJsaccuueckom Bujie ajntapu-
MOJICTABKHU MPEACTABISAIN CO60H OTKPBITYIO
TUIOLIAJIKY TTPSIMOYTOJILHOH (hOPMBbI
C HEBBLICOKUMH OOPTHKAMH 0 BCeMy
nepumMetpy. [IMHAHAA KOHCTPYKIIHS, B
BHU/I€ TIPOTHBOIOJIOKHO Pa3BEPHYTHIX
npotoM 6apaHoB, 0O6bIYHO pacrioJaraJjach
C CEBEPHOI CTOPOHbBI. APXHTEKTOHHKA
04aXKHO! KOHCTPYKLIMHM HallOMHUHAEeT
co00i GPYCOK C IByMs! BbITSIHYThIMH,
CY’KalOIIUMHUCS K BEPXY MMPaMUIaJbHbIMH
thopmamu, KoTopble 06pasgyIoT «Ileu»

1 YBEHUHBAIOTCS CTUJIM30BAHHBIMU
«roJioBamMn>» KowKapos. [ToBepxHocTh
6apaHbHX (PUIypoK CMJIOIIb OPHAMEHTAJIBHO
JleKkopupoBaHa. BepxHsisi 1 60KoBble

yacTu 6apaHbHX FOJIOB TOXKE YKpallleHbI
3uraaroo06pasHoil opHameHTHKol (Puc. 2).

O6patiasich K cojiep:KaHHio 1
CeMaHTHKe OpHaMeHTaJbHbIX 06pa3oB Ha
KepaMHUeCKHX U3eHsX 300MOPPHOTo
THIA, He0OXOUMO YUUThLIBATh BECh
MHMPOBO33peHUeCcKUi Komiieke. He caenyer
paccMaTpUBaTh KaxK/bli 3J1€MEHT 110
oTaeNbHOCTH. M3yuenue npeaMeTa 10/:KHO
ObITb BKJIIOUEHHBIM B 11€JJOCTHYIO CHCTEMY
COLMAJILHO-ObITOBOTO, PEJUTHO3HO-
MHPOBO3PEHYECKOT0 YCTPOHUCTBA U
U1€0J10THH 00111eCTBA, MOPOUBIIIETO
caMm KyJbT, CUMBOJIMKY U TPaJULIUH
13006paxKeHHsl cakpaJsibHblX 0Opa3oB.
3aMeTuMm, 4To TOUHOE «ITPOUYTEHHE »
OpHaMeHTaJIbHbIX MeTahop YCJA0KHEHO
cBoeoOpasueM 3TOro BUJA IEKOPATHBHOTO
TBOpuecTBa. MHOKECTBEHHOCTh BAPHAHTOB
CTHJIM3aLMH U HX BOCIIPOU3BOJIUMOCTb,
PUTMHYHOCTb MOBTOPSIIOLLIMXCS
CIOJKETOB MOPOXKIAIOT CUTYALUH JIIS
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Pucynox 2 - Kynbrosbiit 06pa3 6apana 13 packornon
ropona yKankenr 2023 r.
(aBTop pucyHka u pecrasparop A K. Haszapos)

LIHPOKOH U BOJIbHOW MHTEPIPETALIHH,

HO, B TPAHULIAX KYJbTYPHOH Mapajurmbl
KOHKpeTHoro obuectsa. M B aTom nuane
M3y4eHHe OPHAMEHTAJILHOIO 1eKopa
NpeJICTaB/IsIeTCsl BeCbMa MepPCIeKTUBHBIM,
0GHAPYKUBAIOLIUM LLIKpOUYANLIIHe
MCCJ/I1E10BATE/IbCKHE BO3SMOXKHOCTH JUIS1
YTOUHEHUS XPOHOJIOTHH, BbISIBJIEHHUSI
onpesie/IEHHbIX 3aKOHOMEPHOCTEH,
YCTAHOBJIEHHS] CKOPOCTH TpaHChOopMaLHit
OpHaMEeHTaJIbHbIX CIOXKETOB H MOTHBOB,
JIOKAJIbHBIX OTJIHYMH MAMATHUKOB KYJIbTYpbl
FeHeTHYECKH B3aUMOCBA3aHHbIX PETHOHOB
JKankenra u JKerblacapa, ybu Mactepa u3
MOKOJIEHHsI B TIOKOJIEHHE CO3/1aBaJli CBOH
TBOPEHUS B PAMKAX €IMHON TpaJuLH1H
(Puc. 3).

«JIpeBHue He BooHpaxkanu Mup
CUMBOJIMUECKUM>» OHH €€r0 TAKUM
Bocrpunumann» (buuuamm 14).
Pasmbliiisis 0 ceMaHTHKe CHMBOJIMYECKOH
CTPYKTYpbI, 6osrapckuil pusocod T1étp
Buumanum nuiet: «mbicsb (Macrepa)
Bcerja 6asupyeTcs Ha CBSI3M CUMBOJIA U
CUMBOJIM3HPYEMOr0» U JIeJ1aeT BbIBO/,

YTO «Ha CHMBOJI» BCeIJla «MepeHOCsTCs
CBOICTBA CHMBOJIU3UPYEMOro». « ETHHCTBO

1ofo0OHON CUCTEMbBI», DULIMJIIN OO bSICHSIET
JIOCTATOYHO YOEAUTEIbHO M JIAKOHUYHO:
«yCTOHYHUBOCTb U 00111€3HAUUMOCTh
CUMBOJIOB HAXOJISITCSl B CBSI3U C TEM, UTO
BCE BELLM-CUMBOJIbI - B OIMHAKOBOH Mepe
TBapu Boxkbu 1 HOCAT Ha cebe OTIeYaToK
TBopua». JIpyrumu cjioBaMu «Bcsikast
TBapb - MOHAJ1a, BOCIPOM3BOJsiLLas B cebe
Tropua u TBopenue»(buuuanu 14). Bee
3pHUMbIe «Beln» 00JIafAl0T CBOUCTBOM
BOCIPOHU3BOJIUTb «HEBHAMMOE», U SIBJSATHCS
Ux «cumBosiamu». Ho B pasHoil creneHH.
«YaKe OJIHO TO 3aCTABJISIET MbICJUTh

MHUP KaK HepapXuio CUMBOJIOB. CUMBOJIbI
BbICLIME - <..> [IPUYACTHbI [10 CBOEH
NPUPOJIE CUMBOJIAM HU3LIUM, TIPEICTABJISIIOT
UX o601 U MOTOMY HUTPAIOT JIBOHHYIO POJIb:
BOCIMPOU3BO/IS «HE3PUMbIE BELLU» OHU B TO
)Ke BpeMsi BOCTIPOU3BOJIST U < BUIUMbIE»,
CTosILLIME HHKe UX. Besikasi Belllb eCThb
«MaJIbll MUP», B KOTOPbIH [VISIIUTCS
«6OJBIION MUP», HO He BCSIKasi OTpaxKaeT
ero nosiHocTblo. [To Buumniau «yenobex
BOCIPOU3BOJUT COOOH BCIO MPUPOLY, a
JKHBOTHOE - He BCIO: OHO UM€ET JIUllib
HeKOTOpble 06LIHe C YeJOBEKOM CBOHCTBA
<..>» (buumnnau 15).

OTnesnbHOr0 BHUMAHMS 3aCTyKUBAIOT
crocoObl MOIEJIHPOBKH, THNEPTPOdHU3aLIH,
CTHUJIMCTHYECKHE YIPOLLIEHHSsI, CTPOrOCThb
co0J110/1eHHST KAHOHOB TPH Mepejiaue
(hopMbl, TPOAMKTOBAHHbIE TPEOOBAHUSIMU
K pyHKIMAHATBHOMY Ha3HAUYEHHIO TOTO

tota

Lo 10 B Ho SR
e

Pucynok 3. @parmMenTsl 3 pacKkornoB ropoja
JKankent 2023 .
(aBTop pucyrka u pecraspatop A K. Haszapos)



Wik uHoro npeameta. [Totomy uto
300MOpHbIe aTPUGYThl B BUJIE TPOTOM
CBSILIEHHBIX 6APAaHOB, KPOME PUTYaAJIbHO-
KYJIbTOBOH 3HAYMMOCTH, BU3yaJM3UPOBAJH
HEKHH cakpaJsibHbIH KO/, MOJUMHEHHOCTD
MHUPOBO33PEHUECKHM YCTOSIM KOUEBOTO
ob111ecTBa.

PesynbTarthl

Crpartudukauys 1 Bech yKJaz XKU3HHU
Ka3aXCKOro Hapoza ConpoBOXKIANCS
CHUMBOJIHYECKUMH aKTaMH-3HaKaMH.
CHMBOJIMYECKOE CO3HAHHE CO3/1ATI0
HE MPOCTO UCKJIIOYUTEJIBHO OoraToe
UCKYCCTBO, HO M KYJIbTYPY, CO CJI0KHOH,
TOHKO pa3pab0TaHHON CUCTEMOIl 3HAKOB,
KOTOPbIE BBIPAKAJTHUCh HE TOJILKO B
napagurme npoxKUBaHus, HO U B crocobax
¥ MaHepe MoBeJIeHHs1, U3JI0KEHUH
MBICJIEH, B Tepe/iadye TalHbIX 3HAHUH 1
cMbIc/10B. Cile/ICTBHEM MTOAYHHEHHOCTH
IIPUPOJIHOMY>» CYLLLECTBOBAHHUIO,
0002KECTBJCHHSA }KHBOTBOPSIILIUX
CHJI TIPHPOJIB - CTAJIM BU3YaJIbHbIE
OTOK/IECTBJICHUS], BbIpAXKEHHbIC B
CTHJIUCTHYECKUX TpaHChOpMaLIUsIX 1
crioco0ax H3o0paKeHUst TOTeMHYECKHX
00pasoB, CUMBOJIMKE OPHAMEHTOB, C
COXpaHEHHEeM CaKpaJbHOTO CMbICJIA.
PaccmarpuBast KysibToBbl€ MOACTABKH -
ajTapu, oOpauiaet Ha ceOs1 BHUMaHHe
APXUTHUITMYHOCTb OPHAMEHTAIIMOHHBIX
MIPUHLIMIIOB K€ PaMHYECKHUX KOMIJIEKCOB
JKankenra n Ketblacapa. OcHoBy
JIaBHOTO H300pasuTe/IbHOTO crocoba
NPEACTaBJIA] METO/ TPOYe PUHBAHUSA
naJouko U BbICKaOJMBaHUS BHYTPEHHEN
4acTH. AHAJIOTHYHBIM U300PA3UTENLHBIM
CIoCcOOOM IepelaBaich pa3HuHbIe
MOTHBBI U3 TPEYTOJIbHBIX H IPYTHX
3aMbICJIOBATBIX FEOMETPUUECKHUX PUTYD B
BHUJIC 3UI'3aroB, JJOMAHHBIX H NPSAMBIX JUHHH,
KOTOPBIMH YKpallaJ1Ch MJIMHSIHbIE TOPLLKH,
KPBILIKH, LIIHPAKK-CBETHILHUKH U Ap. st
OpHaMEeHTaJIbHBIX H300paKeHHUH TMTHLL,

2KMBOTHDBIX H pbl6 [MpuMeHsiJlaCb LITaMITIOBKaA.

A 115t u3o6pazkeHusi «6apaHbero»
OpHaMeHTa NMPUMEHSIIaCh TEXHUKA Pe3bObl.

Hano 3aMeTHTh, 4TO B 1IEJIOM,
TeMaTHKa OpHAMEHTAaJIbHbIX KOMITO3ULIUH
JKeTblacaplieB OTMYaNach J10CTaTOUHbIM
pazHoo6pasuem. Ho naniodieHHbIM
MOTHBOM, BCE »Ke, TaKyKe KaK U BO BCEM
«JIPEBHETIOPKCKOM UCKYCCTBE HaYMHAas
C 3TIOXM HEOJINTA U KOHYAsI MO3AHUM
Cpe/IHEBEKOBbEM », OCTABAJIUCh CIOJKETHI C
obpazamu 6apaHoB, apxapoB, KO3€POTOB U
OJTM3KUX K HUM YKMBOTHBIX »

(Batinakos 552).

M3BecTHO, UTO B OCHOBE J1I0O0T0
OpHAMEeHTAa BCer/ia JIEXKUT OMpesiesieHHast
ujesi, peajuayolascs B 3HaKoBO-
CUMBOJIHUECKOH popMe, CBOHCTBEHHOH
TOW WK UHOH KyJsibType. M cpenu Bcero
OpHaMEHTaJIbHOr0 pa3Ho0Opasus,
NpeCTaBJIEHHOrO B TOHYAPHBIX U3JIEJHUSIX
npuapasbs 0co60 BblaesaseTcs 00pas
CasilleHHoro 6apana, KyJibT KOTOPOTO
06J1aj1aJ1 MUPOBO33PEHUECKUM CTaTyCOM,

a caM 300MOPQHBIN MPOTOM SBJISJICS
TJIaBHBIM CaKpaJIbHbIM aTpUOYTOM.

Ec/iu cOOTHECTH MOPOXKIAEMbIH STUM
cakpaJsibHbIM 06Pa30M CKPbIThblE CMbIC/IbI,
TO B MEPBYIO ouepesib oOpallaeT Ha

cebsi BHUMaHUe - ero crocoOHOCTD
MHTETPUPOBATH B CBOEM CTPOEHUH TaKHe
OUHApHbBIE OMMO3UIUK KaK «peasibHOe U
uaeasbHoe», «0ObEKTHBHO CYLIECTBYIOLIIEE
1 HeocsizaeMoe JyXoBHOe ». KitoueBoii »xe
MOTHB CBSILLIEHHOTO OPHAMEHTONO0OHOTO
oOpasa, 10 BCel BUAUMOCTH, 3aKJ0UYAJICS

B BU3yaJM3alMH reHepaJsibHON WieH,

ujen 60XKEeCTBEHHON AMaHalIMK - KakK
HeUCcUepraeMoro HCTOUHUKA OOKECTBEHHOH
0J1arojlaTH.

[Tponosmxkast maciitabHyto pa3BépTKy
uaeorpauueckoil ceMaHTHKH OPHAMEHTOB
B BHJI€ 3aBUTKOB pOroB HapaHoB, 3aMeTHM,
4TO yHHBepCcasibHast hopMyJia «KOLIKAp
MYHi3», B CBOMX HCTOKAX BOCXOJHUT K
CEMaHTHYECKOMY TTOJTI0 MOP(EMbBI «KYT» -
6J1arofaTh, CO3UIATENbHbBIE XKMBOTBOPSILIIHE
CWJIbI IPUPOJIbL, yaua. Eciiu »ke ynpocTuTh
(hopMO0OPA3YIOLLLYIO JTHHUIO STHX
3aBUTKOB, TO MOXKHO YBHJICTh U Camy
6a30BYyI0 CTPOUTEJIbHYIO KOHCTPYKLHIO. B
pesyJ/ibTate, B BU3yasbHOM [JIaHe, YHCTOTA
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MOfOOHON CXeMbl KOPPEJIUPYIOET K CITUPasn
— KakK K CUMBOJIy O€CKOHEUHOCTH.

Kak Buaum, popmooOpazoBaTesibHasi
JIOTHKA aCCOLMATUBHOMN 1IE€MOYKH:
«CpsillleHHbIH OapaH - pora - OpHaMeHT
KOLIKADP MYHi3 - CIUpaJib» - JOCTUTAeT
cBoero abcoJlioTa, 32 KOTOPbIMH Y2Ke CTOSIT
0oJiee BLICOKHE MOHATHS KOCMOJIOTHYECKOTO
YPOBHS$1, CUMBOJIH3UPYIOLLME THHAMUUHbIE
NPOLLeCChl, UUKIHUECKHE SIBJEHHUS IPUPOJIbI
1 ryio0aJ/ibHble KATeropHu MHPOBOTO
nopsiaKa.

OCHOBHbIE NMONOXEHUS

KynbTypHoe Hacienme Beerya
paclLieHUBaJIOCh B KauecTBe
(yHnameHTanbHOH 6a3bl HALIUOHATILHOTO
CaMOCO3HaHHs1, 0cOOO0r0 THIA MBILLJICHHS,
MHPOBO3PEHYECKON CHCTEMbI M 2KM3HEHHbBIX
YCTaHOBOK. 3a4acTyio CBO€0OPa3HbIMHU
WIEHTU(HKATOPaAMH Pas/IMUHbIX aClIEKTOB
MaTepHasbHON KyJbTypbl BbICTYNAIOT
npeIMeThl 3 KepaMUKH, popMa U BUJIbI
KOTOPOH Ha MPOTS?KEHUH JUIHTEJIbHOTO
BPEMEHHOI0 MepHojia OCTaTCs
Heu3MeHHbIMU. B xkeTblacapckoi
KyJIbType MoA0OHON YCTOHUHBOCTbBIO
(hOpMOTBOPUECKHX TPAAULMI 06187141
OJIMH U3 CAMBbIX BbIPA3HUTEJIbHbBIX [IPEIMETOB
KyJIbTOBOI'O Ha3HaueHHus - MpoToM GapaHa.
[Ipono/kutesbHOE OBITOBAHUE TOJOOHBIX
KepaMHueCKHUX U3/IEJUH, BbITOJHEHHBIX

B BHJIE MaJIbIX CKYJILIITYPHBIX (OpM,
NpeCTaBJsIONINX COO0H n306parkeHue
CaMOoro MoYUTaeMoro AKHUBOTHOTO,
M03BOJIAIOT YTBEP2KAATE 00 YCTOHYHBOCTH
ornpe/esIeHHOM CHCTEMbl MUPOBO33PEHHSI,
KOCMOTOHHH U uaeosiorud. CakpaJsbHasi
NPUPOJA CAMHX POTOM CBSALIEHHBIX
H6apaHoB O€3yCJIOBHO MOBJHUSIA U HA
(hopMOTBOpUECKHE MPOLECCHI, CTaB

SIPKUM U CBOEOOPa3HbIM MPOsIBJICHHEM
XYJI02K€CTBEHHOIO MbILLJIEHUS] KA3aXCKOT0
9THOCA B 0OLIEH CUCTEMe MTPEEMCTBEHHOCTH
HapOAHbIX TpafuLUi. CUMBOJIMYECKHUH
Xapakrep 300MOP(HbIX TPOTOMOB,
BbIPA>KEHHBIH B NTPEJCJIBLHO JJAKOHUUHOH,
OTCTPAaHEHHOH OT KOHKPETHBIX JeTaJsel

KOHCTPYKLHH, BU3YaJM3UPOBAJH COOON
3CTETHKY U YHUBEPCasbHYI0 (hopMyJTy
ObITHSI KOUeBHHKA.

BriiiieckazaHHoe 1M03BOJISIET CTABUTh
BOIMPOC O 3HAYEHWH MATePHAJBHOTO
HacJIe/IUsl }KeThlaCaPCKHUX TJIEMEH B
KyJIbType Kazaxckoro sTHoca. OTcrona u
BbIBOJI. Ha pasHbix aTanax ceoeit HcTopuu
HOCHTEJIH »KeTblacapCKOH KyJIbTypbl He
ObL/IM TPOCTBIMU PETPAHCISITOPAMH, HO
npexxjie BCEro caMu Urpajiv BeIylLylo PoJib
B KYJIbType€ H JIyXOBHOUH HCTOPUH HApoja.

3aKknwyeHue

[TonbiTOXKMBasA CKa3aHHOE BhILLE,
OTMETHM, U4TO B Pa3HbIX KYJbTYPHbIX
TPajMLMSX WilealibHble MPeCTaBICHHUS
BOIJIOLLANIUCE B 0COOCHHBIX, XapaKTePHbIX
JUIS 3TOH KOHKPETHOH KyJIbTypbl (popMax.
B kazaxckoli KysbType NofloOHbIMU
(YHKUMAMH HaJeJSUCh OpHAMEHThL. B
UX CUMBOJIMYECKOH CTPYKTYpe 3pUMbIM
006pasoM CoeIMHSIIUCh (hyHIaMeHTaJIbHbIe
TIOHATHS, IPUCYTCTBYIOLLIHE OHOBPEMEHHO
B 00bEKTUBHO-peaJsibHOM U HeoCsi3aeMo
npeObiBalolye B yxoBHOM. BoniolienHas
B OPHaMeHTaJIbHbIX (hopMax JUXOTOMHUS
peasibHOTO U HlieaibHOro CrocoOCTBOBaAA
COXPAHEHUIO M TPAHCJISILIUKY U3 TTOKOJIEHHST B
MOKOJIEHUE TJIyOOKHX UyBCTB, BBICOKHX HIeH
U [IPEACTABJICHUH O MUPE.

[To yTBep2KIeHHIO YUEHBIX,
NPOUCXOKIEHHE OpHAMEHTA
JIOTIOJVTMHHO HensBecTHO. OfiHaKo,
NbITAsICh «[TIPOHUKHYTh>» MbICJEHHbIM
B30POM B IVIyOOKYIO IPEBHOCTb MOXKHO
NPEANOJIOKHUTh, YTO HEKOT/IA, C LeJbio
rapaHTHPOBAHHOTO COXPAHEHHUSI
4eJI0BeYeCKUX 3HaHHH, 0c000 OlapeHHbIM
JIOJISIM NIPHLLLJIA FeHHAJIbHAS MbICJIb -
BBIHECTH CaKpaJibHyI0 HH(pOPMALIIO
3a npe/iesibl 4eJJ0BEYeCKOro Mo3ra Kak
KOHEUHOT0 OHMOJIOTHYECKOr0 00'beKTa.
A MMeHHO, «BBIHECTH» 3a MpeJieJibl
CO3HaHHUs KOHKPETHOTO HHAWBHIyyMa
3HAHUs WJM TIPEACTaBJICHUs 00 3THX
3HAHUsX HA BHeLIHIO namsTh. [1o Beeh
BUIMMOCTH, B IONTMCbMEHHYIO 310Xy TAKHMH



XpaHWJIMIIAMH ( BHELTHUMH HOCUTENISIMH
MaMsTH ), COCOGHBIMHU MPEIOTBPATHTh
MOTEPIO caKpaJibHbIX 3HAHUH, CTaJH
OpPHAMEHTLI H OPHAMEHTOINOA0OHbIE
CHMBOJIB.

OpHaMeHT Ha3bIBAIOT «513bIKOM
ThICSYEJIETUH», B KOTOPOM 3areyeT/eHa
BeJIMKAasi HapojiHasi My/IpOCTh, €ro
tdunocousi, MUPOBO33PEHHE U TPAJULIH.
Ho, Kak u3BecTHO, ¢ TeUeHHEM BpEeMEeHH,

B KaxKJIOM $I3bIKE [TPOUCXOAAT U3MEHEHHS,
00YyCJIOBJIEHHbIE COLIUAJIbHBIMM,
MUCTOPUUYECKUMH, MOJUTHUECKUMH,
9KOHOMHUYECKUMH H3MEHEHUSIMH YCJOBHH

1 00pasa »KH13HU, KOTOPbIE B CBOIO OUEPE]Ib
BJIMSIIOT Ha JIEKCHUeCcKHe TpanchopMalum
S13bIKa, BJUSIOT Ha CMBICJIOBOH aCMEeKT CJIOB
1 TepMuHOB. Kak okasasoch, noporo oiHo

U TOXKE CJIOBO, B OJJTHOM M TOM 2Ke sI3bIKe

Ha pasHbIX HCTOPHUECKHX 3Talax CBOEro
ObITOBAHUSI MOXKET HMETb PasHOe 3HaUeHHe.
[IpakTHKa MoKasblBaeT, YTO HappaTHB He
BCera cnocoOeH MoJIHOLEHHO TepeiaTh
BCIO IyOMHY H CYLIHOCTb [epexKUBaHUi,
TOUHOCTb MBICJIH U UCTUHHOCTb UYBCTB
NPeJibIILLIEro MOKOJEHHS MOCEAYIOLIHM.
1 310 X0poto nonumalsu apesuue. Kpome
TOTO, YTO CaM M0 ceOe A3bIK FrepMeTHUEH, OH
elle U BeCbMa OrpaHHYeH B BO3MOXKHOCTSIX
BblpazkeHHsl. C TeueHHEM BpeMeHH B JIloOOM
s13bIKe PoMCXoasAT u3MeHeHus. [Topoto,
BeCbMa KapiuHaJbHble. sl IpeBHUX TaKUM
rapaHToOM COXPaHHOCTH M HEe3blOJIEMOCTH B
nepejiaue NOTOMKaM OCHOBOIOJIATAIOLLIAX
3HAHUH, UEH U CMBICJIOB CTaJl
CUMBOJIHUECKHH 513bIK OPHAMEHTOB.

CrienoBaTesIbHO, MOXKHO C YBEPEHHOCTBIO
YTBEPK/IATh, UTO OPHAMEHTAJIbHbIE
CUMBOJIbI — 3TO BepOaJjibHO HEBbIPA3UMbIE
TPAHCJSATOPBI, JAKOHHYHOCTb (hOpM
KOTOPBIX I103BOJISIET BU3yaJIM3UPOBATD J1axKe
camble c/loXKHble cBepX-uien. Kak Buaum,
MMEHHO OpHaMeHT, o0JanaeT nogoO6HON
BO3MOKHOCTbIO BOIJIOLLATh KYJIbTYPHYIO
NapajaurmMy U YHUBEPCAJIbHbIH IyXOBHbIN
OIBIT YeJIOBEYEeCTBA B KOMIIAKTHOH
dopme. K Takomy yTBeprKIeHUIO TPUBOIUT
pacungpoBKa 60JIbIIOT0 KOJMIeCTBA
HalIeHHOTO B PACKOTIKAX MaTepHaJa.

300Mophu3M KeTblacapcKux
anoTPOIeHHbIX apTeaKkTOB KyJIbTOBOTO
Ha3HAUEeHUsl OTPaAXKAET BKJIOUEHHOCTh
300J1aTPHU B YACTHBIN, COLIMOKYJIbTYPHBIH H
JIyXOBHBIA KOHTEKCT OBITHS, TPOXKHBABLINX
B JJAHHOM perdoHe 3THOCOB KaK sIBJCHHs
He YTPATHUBILETrO CBOIO CHJY C ITPUXOJIOM
ucaama. bosiee Toro, Bapuauuu
npoToM 6apaHOB CBUIETENBLCTBYIOT 00
YCTOHUHUBOCTH CaKpaJibHbIX 00PAa30B,
KOTOpbI€ B CTHJIM30BAHHON (hopme
BU3YaJIM3UPOBAJIH LIEHHOCTHYIO MaTPHLLY,
COXPaHSIJIM U HECJIH KJIIOUEBbIE CMbICJIbI
JlyXOBHOH KYJIbTYpbI. SIBHBIH 300MOp(H3M
NpPeJIMETOB KyJIbTOBOTO HA3HAUEHHUSI C
MX TOTEMHUECKOH (hopMooHpasyrolieit
CTHJIMCTHKOH, OPTraHUYHO BITUCAHHBIN
B KyJIbTYPHbBIH aTTePH peruoxa,
CYHUTBIBAETCS M IBHO WIEHTHDULHPYETCS
KaK KyJIbTYpPHBIH KOJI-apXeTHIl,
CBOHCTBeHHbIH KyJsbType KeTblacapa.

3aBepliias KpaTkui 3KCKypcC B
CEMaHTHKY 300MOpdHUeCKUX 00pa3oB,
MO2KHO YTBEP2KIATh, UTO B OCHOBE JIpeBHEH
opHaMeHTONoA06HOH (POPMBbI TPOTOM
GapaHoB 3aJ10’KeHa ujes,

KOTOpasi peaju3dyeTcst CorJiacHoO
XY[102KECTBEHHO - 3CTeTHUECKHUM
NpUHLMIAM U PUI0CODUH KU3HHU
3THOCOB, IIPOKHBABLLUMX B PHAPAJILCKO-
CbIPAAPbUHCKUX WHpoTax. JpeBHue
OPHAMEHTbl — 3TO HEKUH CBOJL 3HAHUI

¥ NamsiTb KOHKPETHOro 00llecTBa,
3areyaTJsieHHasl B Xy[102KeCTBeHHOH
tdopme. [1amsaTs - MaTeprannzoBanHas B
OpHaMeHTaJIbHBIX MeTahopax.

Kazaxckuii opHaMeHT B KauecTBe
LIEHHOCTHOH MaTPHLLbl HE MPOCTO BbIparkaJi
XYJI02KECTBEHHbIE BKYChl M TPA/IMLIMH
Hapoaa, Obl1 0653aTe/IbHBIM KyJIbTOBBIM
OJIHOBPEMEHHO 3CTeTHYECKHUM CPEICTBOM
0(hOpPMJICHHUS! }KH3HEHHOTO MPOCTPAHCTBA,
HO B MIePBYIO ouepe/lb, OblJl «BU3yaJbHbIM
3(hUPOM>», TPAHCJUPYIOLLMM OTHOLLIEHHE
K Mupy. M cerosnsi, cniupasieBuiHble
U306parKeHNsl «KOLIKAP MyHi3» BbICTYMAIOT
TJIaBHBIM BH3YaJIbHbIM HAEHTH(PUKATOPOM
1 CMBICJIOBBIM 3JIEMEHTOM Ka3aXCKOTo
HaLMOHAJLHOIO OpHaMeHTa!
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CEMAHTWUKA ®OPMOTBOPYECKOWM JTOTMKM 300MOP®HOMN KEPAMUKM XETbIACAPA

Ha3zapos Ara6ek, Kap:xkayoaesa Canryn

Temip6ek )Kyprenos atbiniarsl Kazak yiarTeik eHep akagemusich (Anmatel, Kazakcran)

XXETIACAP 300MOP®TbI Kbl ©HEPIHAET! NIWIHAIK I3AEHIC BIPI3AINITIHIH
CEMAHTUKACHI

AHpaTna. opbip MapeHWeTTiH Bipereii, ken dYHKLMANbI, ©3iHAIK epeKlue cTpaTUdUKALMACHI KIHe
anemre fereH e3iHAik keskapacbl 6ap. Ocbl TypFbiaa OyriHri TaHAa ASCTYpAi COHAIK-KonAaH6anbl

©OHep MEH O-epHeKTaHYAbIH, KAaCTePAi XaHyapaap TYPiHAEri WaFblH MYCIHAEP MEH WEeHreH ca3faH
XacanfaH KepaMuKanblK M3AEHU Xadirepnep, epekiue 3epTTeyLlinik Kbi3bIFYLWbIbIK TYAbIPbIN OTbIp. byn
3epTTeyAiH CEMaHTUKANbIK KbI3bIFYLbIIbIFbIHBIH, MaFbiHAbIK OpTanblbl CbipAapUsSHbIH, TOMEHTi aFbICbIHAA
OpHanackaH OpTaFachbIp/iblK KOHbICTAPAbIH Ka3banapbiHaH anbiHFAaH KOLKApAapAblH MpoToMAapbl 60nbin
oTbIp.

Apxeonortap TankaH yL enlemai MyCiH GurypanapbiHblH, apXMTEKTOHMKACKI MilliHi )XaFbIHAH
epeklue xaHe bipkatap nnacTukanblk epekLenikrepre ue. [IpotoMaapabiH Kanbintacy npouecrepiHe
XanblK A3CTYPi CabaKTaCTbIFbIHbIH, XKanmMbl XYMeciHAe Ka3ak 3THOCbIHbIH, KOPKEMIK OMNAYbIHbIH, )XapKbIH
[1a ©3iHAiK KepiHiCiHe aiHanFaH, KacTepni XKaHyapnapablH e34epiHiH Kueni TaburaTbl acep eTKeHi Co3cis.

CoHAbIKTaH 6yN 3epTTeyaiH, MaKcaTbl — OpTaFacblpblK Apan eHipiH MeKeHAereH 3STHOCTapAbIH,
[lYHMETaHbIMbIHbIH, TYPaKTbl KBPHEKI XaHe 3cTeTukanbik benrinepi peTiHae XeTiacap eHipiHiH,
300MOp®Tbl KEPAMMUKACbIHA CEMAHTUKAbIK Tanaay >xacay.

CaHpiK 300MOPdThI 3aTTAapAbIH, KanbINTacy NPUHLMNATEPI MEH onaphbl 6e3eHaipynepai «oKynapaarbl»
XaHe TyciHaipMenepaeri 6ap kenicneywiniktep ani ge runotesa AeHreliHae Kanbin OTbipFaHabIKTaH,
3epTTeyAiH Heri3ri MakcaTbl 300MOPdTbI aNOTPONTHIK XXacany NPUHLUMNTEPIH 06beKTINepAiH, MaAEHM
©3iHAiK AapexeciHe XaHe NNacTUKanblK CTUNbAeY TaCiNAepiHe Kapai 3epTTey 6onabl.

OAicHaManbIK TYPFblAAH anfaHaa, 300MOpMThIK 3NeMEHTTEPA Tanaay TapuXn-MaAeHU Ke3Kapac
WweHbepiHae XYprisingi, AereHMeH, Xannbl anfaHaa, 3epTTeyaiH aaiCHaManblK Heri3i MaaeH!
QHTPOMONOrus, OHepTaHy, TIKeNemn 3epTTey SMNUPUKaNbIK AepeKkTep AananblK 3epTTey/ep XaHe
ApPXE0NOrusANbIK OMXanap Typasbl ecenTepAiH, dAiCTepiH CUHTE3AEMTIH XaH-XaKTbl Ke3kapac 6oaabl. 3D
Mogzenbaey CUAKTbI 3aMaHayu TexHonornanapabl naiaanaHy bipkatap CaHAiK aneMeHTTepai Aanipek
KepceTyre MyMKiHAiK Hepai.

VII-X Facbipnapaasbl MafeHM KabaTTbiH, Ka3banapbiHaH afblHFAH CTAaTUCTUKANbIK AepeKTep MeH
Konaa 6ap aHanuTUKanblk MaTepuangap HerisiHae Apan TeHisi MeH Cbipaapus eHipiHiH 300MopdThI
KepaMuKanblk aptedakTinepiH onapabiH QYHKUMOHANAIK MAKCaTbl TYPFbICbIHAH 3epTTey XYPrisingi.

Tyiiin ce30ep: MapeHW ACTYpAep, NpOTOMAAP, Ol0-6pHEK hopManapbl, MyCiHAIK cTuabaey, )KaHKeHT
neH Xetiacap arnomepaumsnapsl.

Maiiekces ywin: Hasapos, Arabek xxaHe CaHryn KapxaybaeBa. «XKeTiacap 300MopdThI KblLL
eHepiHaeri niwiHAik i3aeHic 6ipi3ainiriHiK, cemMaHTukackl», Central Asian Journal of Art Studies, 7. 10, N21,
2025,c.16-34,D0I: 10.47940/cajas.v10i1.973.
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6acnara farblHAAYFa KEMEKTECKEH YLUiH )X9He aHOHMMAI peLleH3eHTTepre 3epTTeyre Ha3ap ayAapbin,
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CEMAHTUKA ®OPMOTBOPYECKOW JTOTMKN 300MOP®HOM KEPAMUKM XETbIACAPA

Nazarov Agabek, Karzhaubayeva Sangul
Temirbek Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

SEMANTICS OF THE CREATIV FORMATIVE LOGIC OF JETYASAR’S ZOOMORPHIC CERAMICS

Abstract. Each culture is distinctive, multifunctional, has its own special stratification and attitude to
the world.In this context, cultural heritage in the form of small sculptural forms and molded ceramic
products in the form of revered animals is the field of decorative and applied arts and ornamentology,
which is of particular research interest today.The semantic center of the semantic interests of this
study was the protomes of sheep from the excavations of medieval settlements located in the lower
reaches of the Syr Darya.

The architectonics of the three-dimensional sculptural figures found by archaeologists is specific
in shape and has a number of plastic features. Of course, the formative processes of making protoms
were influenced by the very sacred nature of the revered animals, becoming a vivid and peculiar
manifestation of the artistic thinking of the Kazakh ethnic group in the general system of continuity
of folk traditions.Therefore, the aim of this study was a semantic analysis of the zoomorphic ceramics
of the Jety region as stable visual and aesthetic markers of ethnic groups’ worldview., who lived in the
medieval Aral Sea region.Since the current discrepancy in the ‘readings” and interpretations of the
formative principles of ornamentlike zoomorphic products and their decor still remains at the level
of hypotheses, the main task of the study was to consider the principles of producing zoomorphic
apotropaic objects according to the degree of their cultural originality and methods of plastic
stylization.

Methodologically, the analysis of zoomorphic items was carried out within the framework of
a historical and cultural approach, but in general, the methodological basis of the study was an
interdisciplinary approach that synthesized the methods of cultural anthropology, art studies, direct
empirical data from field research, reports of archaeological finds, as well as the use of modern
technologies such as 3D modeling, which made it possible to more accurately visualize a number of
decorative elements. Based on statistics and available analytical material from excavations of the
cultural layer of the 7th-10th centuries,zoomorphic ceramic artifacts from the Aral and Syrdarya
regions were studied in the context of their functional purpose.

Keywords: cultural traditions, protomes, ornamental forms, sculptural stylization, agglomerations of
Zhankent and Zhetyasar.

Cite: Nazarov, Agabek and Sangul Karzhaubayeva. “Semantics of the creativ formative logic of
Jetyasar’s zoomorphic ceramics”. Central Asian Journal of Art Studies, 7. 10, N21, 2025, c. 16-34, DOI:
10.47940/cajas.v10i1.973.
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KASIPI'T KASAK
KWUHOCDbIHIATbI

YKAHALLBIJIbIK:
KEUINKEP BEMHECIHJIETI
TPAHC®OPMALIUS

Oniner Omapos!

'Kynowr Baticeititoa ateinnars Kazak yJTThiK eHep yHUBEpPCHTETI
(Acrana, Kasakcran)

Haszupa Mykpiesa?

2Kyusow BaiiceititoBa atbinuarsl Kazak y/aTTbiK 0Hep YHHBEPCHTET
(Acrana, Kasakcran)

Anpatna. Kasak KMHO eHepi COHFbl XblNAapbl KBMNTEereH e3repicrepre ylibipan, YATTblK MOAEHUETTi XaHe
9NeyMETTIK Maceneneppi WoiHalbl 3pi acepni Typae kepcetyre 6afbiTTanFaH GunbmMaepmeH bavbin
Kenepi. op6ip aHa GuAbM KoFamaarbl ©3repicTepai, MaLEeHW KYHAbINbIKTAp MEH TbiH, TaKblpbINTapAbl
KepepMeHre XeTKi3yaiH bipere KypanbiHa ainHanyaa. byn e3 keseriHae kelinkepnep b6enHeciHaeri
e3repicTepAiH, nanaa 6onybiHa biknan eTTi. Makanaga CoHFbl 6ec Xbinaarbl Ka3ak, KWHOCbIHAAFbI
YKaHaLWbIIAbIK, COHbIH, iWiHAe Keninkepnep belHeciHaeri TpaHchopmauus maceneci 3eprrenesi. OcbiFaH
opaMn, 3epTTeyaAiH MakcaTbl — 3aMaHayM Ka3ak KMHOCbIHAAFb! Kerinkep 6erMHeciHiH TpaHChopMaLmaCbiH
AHbIKTaM, OHbIH, 9N1EYMETTIK XXaHe M3AEHM acnekTinepiH Tangay 6onmak. 3amaHaym Kasak, KUHOCBIHbIH,
Keninkep b6enHeciHaeri TpaHchopMaLmMa MaCeNeciH KapacTblpyaa KOHTEHT-TaNAay, CanblCTblpMaibl
Tangay, CMMBOMMKANbIK MHTEprpeTaLus, MaTiHAIK Tanaay cekinai agic-tacinaep KonaaHbinabl. byn
aTasnfaH Tacinaep 3eprrey TakblpblObiH XaH-XaKTbl TanaayFa MyMKiHAIK 6epai. Mbicanbl, MaTiHAIK Tanaay
DLICI apKblnbl KEMINKepAiH TYFaNbIK XX3HE 91eyMEeTTiK MaHbI3bIHbIH, epeKLUenikTepi, OHAaFbl e3repictep
KapacTbipbingpbl. COHbIMEH KaTap, BU3yanbl CEMUOTMKA SAICI apKbiabl GuabMaepaeri CUMBONMKA

MeH Ma3MyHJAbIK, Heri3fiH e3apa 6ainaHbiCbl capanTangpl. byn spictep keiinkep 6eiHecCiHiH e3repy
OMHAMUKACBIH TYCiHYre MyMKiHAIK 6epin, con apKbiabl Ka3ipri Ka3ak, KUHOCbIHAAFbI XXaHALWbINABIKTbI
aHbIKTayFa biknan eTTi. Ka3zak KMHOCbIHbIH, YNTTbIK epeKLUeniKTepiH XaHe xahaHAblK KMHO ypaicTepiMeH
yAnecimMainiriH aHbIKTayaa TApUXU-M3LEHN 3epTTey aAici konaaHbinabl. OCcbl peTTe apTypai kaHpaa
TycipinreH «Kambbin. XaHa aayip», «<Habat onepaumscel», «baybipbiHa cany», «bpatbay», «OT»

XaHe «YMIT cayneci» punbmaepi 3epTTey HblCaHbl peTiHAe TaHA4aNbIN, Kehinkepnep 6enHeciHaeri
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TpaHchopMaLums KapacTblpbingpl. 3epTTey 6apbiCbiHAA KEMiNKepNepAiH TyFaNblk OONMBbIChI, MiHE3-
KYJIKbl MEH MCUXONOTUANbIK, XXaW-KYii 9NeyMeTTiK )XaHe M3JEHWN ©3repiCTePMEH Tbifbl3 6AMNAHbICTbI
eKeHi aHbIkTanabl. Kasipri ka3ak KMHOCbIHbIH, Kelinkepnepi aneyMeTTiK XaFaanabl, XKeke Ty/iFa MeH
KOFaM apacblHAAFbl KapbIM-KATbIHACTbIH, AEHTENMiH, YATTbIK A3CTYPAEp MeH 3aMaHayM KYHAbUIbIKTAP
apacbliHAaFbl KapaMa-KaMLWbIbIKTapabl KepceTyre MyMKiHAiK O6epeni. 3epTTey HaTvenepi OyriHri
Ka3ak, KMHOCbI KOHTEKCTiHAE Kerinkep 6elHeci TpaHCHOPMaLMSIChIHbIH MaHbI3bl TYCTAPbIH aHbIKTANAbI.
An npakTUKanblk, MaHpI3bl, dCipece, KWHO OHAIPYLWINEp YLUiH XaHa LWbFapMaLlblIbIK TACINAEP MEH

Kelinkepnep 6eiHeCiH yCbIHyFa MyMKiHAiK 6epesi.

TyiiiH ce30ep: Ka3ak, KMHOCI, Keiinkep TpaHChOopMaLMsChl, 0TOACHI KYHAbIIbIKTAPbI, dEYMETTiK
Macenenep, JXeKe TyFaHblH, AaMYybl, YITTbIK 43CTYP, MOAEHM XKaHALbINAbIK,

Aoaiiekce3 ywin: OMapoB, oaineT xxaHe Ha3upa Mykpiwesa. «Kasipri ka3ak, KUHOCbIHAAFbI
XaHALWbINABIK: Keiinkep 6eliHeciHaeri TpaHchopmaumay. Central Asian Journal of Art Studies, Vol. 10, No.

1,2025,35-53 6. DOI: 10.47940/cajas.v10i1.965

Anreic: ABTopnap «Central Asian Journal of Art Studies» xypHanblHblH, pefakTopaapbliHa MakanaHbl
6acnara farblHAAYFa KEMEKTECKEH YLUiH )X9He aHOHMMAI peLleH3eHTTepre 3epTTeyre Ha3ap ayAapbin,

KbI3bIFYLUbIIbIK TAHbITKAHbI YLUiH anfbiCbiH 6ingipeai.
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Kipicne

I < MHemarorpagTbiH Ke3 KeJreH

LIbIFAPMACBHIHIAFbl KEeHINKepJIe pAiH,
IMOLMSAJIBIK ?KOHE MTCUXOJIOTHSAJIBIK
JKariaibl 0Te MaHbI3/bl poJ aTkapaibl. Ocbl
APKbLJIbl KOPCETIIETIH 1LIKI 2KOHE ChIPTKbI
KypecTep KOFaMIarbl ©3€KTi MaceJiesep
JKANJIbl OWJIAHYFA 2KeTeJIell, 63-63iMi3li
TaHbIM-6iJTy ?KOJBIHIA }KaHA MYMKiHIIKTep
amazpl. byn «)Kamo6bui. yKana nayip»,
«Hab6at onepauuscbi», «baybipbiHa camny»,
«Bpartbsi», «O1» koHe «YMIT caymeci»
CEKIiJIli COHFbI XKblIAPbI TYCIpiJITreH
(usbmepre e KaThlcThl. Byran Koca o
LIbIFapMaJlapaa MOJCHH I9CTypJiep, 0TOaChl
KaTblHACTaphbl, K€Ke TYJIFaHbIH TAFAbIPb
MEH 9JICYMETTIK KyOblJIbICTAP CHUSIKTbI
TaKbIPBINTAP KeHIHEH KapacTbIPbLIA/bI.

Op TypJli 91e0H LIbIFapMaJgap/a,
COHBIH, ilIiH/E KbICKA dHIIMesepe,
pomanzapna, ipamasnap MeH punbmaepe
Kedinkep 6efiHeciHiH MaHbI3bI 30P.
oJieTTe, LbIFapMaHbIH 6aCTbl Kelinkepi
HETI3ri peJs aTKapaTbIHbl OeJriJi, aJl
0acka KeHinkepJep OHbIH aliHaJIaChIHAAFbI

OKMFaJslapra KaTbicajibl. byJ Typrbiia,
KeHinKepJep CloXKeTTi XKeTKi3y/le MaHbI3/Ibl
peJ aTKapapl, ce6ebi osap/IbiH, SMOLMJIBIK
JKOHE MTCUXOJIOTHUSIJIBIK TYPFbIIAH 1aMybl
OKbIpMaH MEH KepepMeHHiH Ha3apblH 63iHe
ayjapTajibl opi LUbIFApMaHbIH MaFblHACHI
MEH TaKbIPbIObIH TePEH alllyFa KOMEKTeCe/ i
(Hardiyanti 111).

KasakcTtan KHHOCHI ToyeJICi3/iK ajFaH
coTTeH OGactan e3repir, nambiibl. [leHsypa
Oiprinaen TemeHei, OeHHEiK KaTapbl
MeH OepisieTiH MOH-MarblHa Jia 63rep/li.
JlereHMeH, MEeMJIEKETTIK HEOJIOTHS aJli Jie
KHHoJa KepiHic Tabyna (Manakbayeva 734).
Anaiina Kaszak sKpaHbIHIAFbl KelinkepJaep
JI9CTYPJIi TanTaypbiHHAH OipTiHaen
asakrazbl. KepiciHile, oHbIH OpHbIHA
9PKAKCBICBIHBIH ©3iH/IiK TapHUXbl, MaKCaThI,
{1LIKi KAKTBIFbICTAPbl MEH KAULIbIJILIKTAPbI
Oap »kaHa TyJrajap OeidHeciMeH TOJbIFyA.
By keftinkepsiep keke 6acbIHbIH
JIaFapbICbIHAaH OacTar, aJ1eyMeTTiK
TEHCI3/liK »KoHe 3aMaHayHl KUbIHbIKTapPMeH
JKui 6etre-6er Kesecei. Aran aftkaHa,
MakKaJana KapacTblpbliaTblH « KamObl1.
JKana noyip», «Habar onepatmsicobr»,



«BaybipbiHa cany», «bpatbsi», «OT» xKoHe
«YMiT coyJsieci» hHIbMIEPiHIH 9pKAKChHIChI
OyriHri TaHna e3iHiK epeKieiKTepiMeH
JKOHE ThbIH OKHFaJapbIMEH aJ1eyMeTTiK
MaHpI3Fa ue 60J1bI oTbIp. Osap 3amMmaHayu
Ka3aK KHHOCBIHbIH 2KaHa OarbITTapblH
KOpCeTill, KOFaMHbIH dpTYpJli aclleKTisiepiH
3epTTeyre MyMKiHJiK 6epepi co3cis.
CoHnbIMeH KaTap, TaJaHTThl 9pi ToxKipuoei
aKTepJsep KeHinkepJepre xaH Oitipirn,
(busIbMre JlereH ceHiM/I KyleHTe i XKoHe
ecTe KaJapJblK alTyJibl epeKlleiKTepiHe
Has3ap ayfapTaabl opi SMOLHUSA MEH
aTMocdepaHbl KEeTKi3y/le MaHbI3/Ibl PoJl
aTkapabl (Haiizabekos xone Ypasbaena
293).

JKorapbiia atajraH LblFapMasapibiH,
OPKAKUChIChl KeHiNKepJep/iH, illKi aJleMiH
auia OTBIPBIM, 0J1ap/bIH, KUBIHABIKTAP/IbI
JKEHIM LIbIFyFa KaJak TasblHaTbIHBIH
kepcetei. Kazak KuHOCBIHAAFbI Oy
JKaHALIBUIIBIK 6apJiblK OYbIH OKiJIepiHe
JKAKbIH 9Pi TYCIHIKTi, COHIBIKTAH 0J1
duibMIEep KOpepMeHre acep eTir, KaHa
wiesisapra maobTTanabipaabl. Ockl
petTe GYriHTi OTaHAbIK hUIbMIEPAET
Kelinkep OeliHeciHiH TpaHchopMalUsChIH
aHBIKTal, OHbIH dJIEYMETTIK YKoHE MaJIeHN
acCreKTiJIepiH KapacTblpy 6Te MaHbI3/ibl
eKeHi OeJriJi.

3epTTey aaicTepi

Bys makanana 3amanaym Kasak
KHHOCBIH/IAFbl Kedinkepsep 6eiHeciHiH,
TpaHcopMalUsChiH TePEHiHEH TaJa,
aJiFa KOUbIJIFaH MaKCcaTThl OpblHAAyaa
OipHelle 3epTTey d/iCTEPi KOMAAHBIIBI.

Konrenr-rannay azici puabmaepain
CLICHapHHi, AMaJIorTapbl MeH BU3yaJllbl
3JIEMEHTTEPiH TaJIayFa HEeri3IeJreH.
Kontenr-rannay apkblibl KeHinkepJepin
MiHe3-KyJKbl MEH dpeKeTiHaeri
e3repicTepi, ilKi KalLLblIbIKTapbl
aHblKTayra MyMKiHaiK 6epesi. Opoip
busbmie Kelinkep TyJIrachblHbIH
TYPJIEHYI 2KOHE OHbIH, dJIEYMETTiK-MOICHU
acreKTiyiepMeH Oal/IaHbIChl Ha3apFa
aJIblHA/bI.

MauimeTTepai canblCTbipMalbl Tajlaay
9flici pUIbMIEP apachbiHAAFbl YKCACTBIKTAP
MeH ailblpMaLIbIIBLIKTAP/Ibl CAJIBbICTBLIPY
YLiH KoJnaHblibl. By ojiic kedinkepaep
OeliHecinzeri earepictep, oJapablH apTYpJi
9JIEYMETTIK »KoHE MOJICHU KOHTEKCTEri PoJliH
KapacTblpyra MyMKIHIIK Oepef.

CHMBOJIMKAJIBIK HHTEpIIpETaLLUS
olici — puabMEPIEri CUMBOJIHKAJIBIK
3JIeMeHTTep MeH MeTadopasap/bl
TaJiay Kedinkepaepit, iliki xkaHe
CbIPTKbl 03repiCTepiH TePeHiHeH TyCiHyre
keMekTecesi. Mbicasbl, «6aybipbiHa cajy»
JI9CTYpi HeMece ilIKi KypecTiH 6eiHeseHyi
CUSIKTbI 3JIEMEHTTED TYJFaHbIH OelHeciH
JKaH-2KaKThl KAPACTBIPYFa bIKIAJ eTel].

Kepkemik Tasiay pexkuccepJlik KoHe
ONEPATOPJIbIK 2KYMBICTbIH, €PeKILIeJiKTePiH
Tasiay apKblibl PUIBMHIH KOPKEMIIK
LIeLIiMiH KapacTblpyra MyMKiHZIK
6epni. bya dunbmaepain kopkemik
KYHJBIJILIKTaPbIH allyFa XKoHe KeHinkepaep
OeliHecineri epeKieiKTepi Tanaayra
KOMEKTECTI.

JKorapbina arasnran seprrey
ayicTepi OYTiHr Ka3aK KHHOCBIHAAFbI
»KaHAWIBLIBIKThI, COHbIH, i11IiH]Ie
MaKaJiaga KapacTblpPblIaThbIH
dbusbMaeperi KerinkepJsep GeiHeciHiH
TpaHcOpMaLMSIChIH KaH-2KaKTbl
KapacTblpyFa MyMKIHIIK Oepi.

Nikipranac

3amaHayu oTaHbIK KHHO eHepi eJeyJi
e3repicTep MeH »KaHaJbIKTapra ToJibl. by
(UM P/, 2KaHPBI )KOHE TAaKbIPBITHIK
epeKlIeiKTepine, acipece Kerinkepaep
6elinecinzeri TpancopMalnsiFa KaTbICThI.
EH Gactbichl 041 LiblFapmasiapaa Gyrinri
TaHJarbl 9pOip agamra, KoraMra ToH
OpTaK MaceJiesiep KapacThlpblIaibl,
9pi MICHXOJIOTHSAJIBIK KOHE 9JIeyMETTIK
CypaKTapra xKaH-KaKTbl Ha3ap aynapaipl.
Kasak knHocbhIHAaFbl OYTiHTi
TeHIeHUMsAIap KoFamaa O0JIbIN XKaTKaH
e3repictep/i GefiHesieyMeH ThIFbI3
H6aitianbicTbl. CoHa-aK XasblK KaKChl
Oi1eTiH TapUXHU TyJIFaJapiblH 6Mipi MeH
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LIbIFapMaLlbIIbIFbIHA 14 HAa3ap aylapbulyaa.
JKannbl 6uorpadusibik Guabmaep
TYCIpY/liH MaHbI3bl ©6T€ 30D eKeHi OeJriJi.
By macesere kunoranyuisl Hagupa
PaxmaHKpI3bl 12 03iHiH «Kazak KMHOCHI:
Kellle KoHe Gyrin» eHOerinae Ha3ap
aynapanpl (Paxmankpisbl, 213). SIruu
3aMaHayH Ka3ak KHHOCBIHAAFbl TAKbIPbINITap
MeH KeHinkepJiep Tek OYTriHri KyHMEH FaHa
eMecC, 6TKeH TapUXbIMBI3OEH JIe ThIFbI3
GansiaHbICTbl 00JIbIN OThIP. MbIcaJbl,
«yKam6bu1. JKana noyip» dusibminae yar
TapUXbl MEH TYJIFAHBIH €PKiHIKKE YMTBLITYbI
CeKiJIi TAaKbIPLINTAP KapacThIpbliica,
«Habat onepatusicbl» MmeH «bpaTbsi»
buabMaepi Kasipri Koramaarsl Kayin-karep
MeH aJiaMHbIH MOPaJIbJbIK TaH1aybl CUAKTbI
MaceJiesiepre Hazap ayaapaipl. Ocbliaiiia
(usbMIEp Ka3ipTi 9/1€yMeTTIK XKoHe MOJIeHH
e3repicTep/li NanbIMIayFa, KyHACJKTi
OMipJle Ke3JIeCeTiH e3repicTepre xaHa
KbIPbIHAH Kapayra UTepMedIyJe.

Makasana tasnjay HbiCaHblHA aJIbIHbII
oTbIpraH apbip puabLMeri Keinkep
6eiiHeciHiH TpaHChOpMaLUSACH — OJ1ap/blH
TYJIFAJIbIK OCYl MEH J1aMybl XKOJIbIH/AT b
MaHbI3/Ibl 3J1€MEHT PETiH/IE KbI3MeT
aTKapajpl. by keriinkep/in iliki oseminze
0O0JIbIT 2KaTKAH ©3repicTep MEH oJlaH
TYbIHAAUTBIH iC-OpPEKEeTTEPiH TaJIayra
MYMKiHAK Oepeni. Meicanbl, «baybipbiHa
caJiyJiarbl» KeHinkepiiH iluKi Kypaesi
MICUXOJIOTHSIJIbIK JIAFlapblCTaH oTin Gaphill,
03 oT6acbiHa Kaiita opaJgybi, «OT»
(usbMiHAErT KapKblJIbIK KHbIHBIKKA
tan 60JFaH 0THACKl MACesIeNIepiH LIelly
JKOJIBIHIIAFb] KeHINKe PAIH 9peKeTTepi MeH
OHBbIH, ILLKi 2KaH-lyHUeCiHaeri e3repicrepai
aityra 60J1a1bl.

JKana kepkemik Tocinuepis, acipece
Kelinkep 6efHeCiHiH allbLIybIHIA KHi
KOJIIAHbIIYbl 3aMaHayH Ka3aK KHHOCBIHBIH,
HeTi3ri epeKLIe/iKTepiHiH, Oipi eKeHiH
anTybIMbI3 KepeK. CoTTi KoJlaHblIFaH
pekuccepdiik, oneparopJsik, T.0. aicTep
(uIbMIEPAIH KOPKEMIK CanachiHbIH,
JICHTeHiHiH »KoFapbl O0JIybIHA bIKNAJ €TTi.
TapThiMibl ClOXKET MeH KelinkepJepaiH, ilki
9JIEMiH TepEeHipeK allyra MyMKiHAIK OepeTiH

KOPKEMJLK ToCi/IIep KHHO TiJIiH 2KaHalla
nawanany yaricin kepcereii. by kazak
KUHeMaTorpausiChiHIA KaHa KaHPJIbIK
JKOHE CTHJIBAIK epeKIIeiKTepiH Mania
OOJIFaHbIH JaJeJIe L.

OuiibMIeri KOPKEMJLIK JIeTabep,
JKapbIK TeH KoJIeHKe, KerdinKepJaepil,
MiHe3-KyJIKbIHa cail TaHIaJFaH TycTep
rammacsl, T.0. oJ1ap/ibIH iLlKi KyHiH
KepCeTy/e YIKeH peJ aTKapajbl. Opoip
JieTaslb, KeHiNKep/liH opeKeTTepi MeH
CO3/1ePi APKblJIbl OJIAPAbIH, 2KaH JIyHHUE CiHiH,
TePEHMIr MeH TYJIFaJIbIK epeKlieiKrepi
alIblyIa/ibl, OKUFAHBIH SMOLUAJIBIK 9CEPiH
kyweiteni. Kepkemik gerasb clieHapui
MeH (DUJIbM OKMFaChIHBIH 6pOyiHe,
KedinkepJep OelHeciHiH TepeHipek
allblyblHA, OJ1ap/iblH ILIKi ICHXOJIOTHSJIBIK,
KYHiH Ce3iHyTe THTi3eTiH bIKMaJbl 30p
(Mykpiiiea, 291).

byran Koca samaHayu Kazak KHHOCHI
KeHinmKepJIepAiH MCHXOJOTHABIK XKoHE
9JIEYMETTIK KaFaiblH 3epTTel KaHa
KOUMAaM, MOJIEHH »KoHe KOPKEMJIIK TYPFbLIAH
Jla MaHpI3/Ibl POJ aTKapbiM oThIp. Bys Kazak
KHHOCDIH KaHa JIEHTeire LbIFapblI, OHbI
aJleMJIiK KuHeMaTorpausiHbiH axKblpaMac
OesiieriHe aitHaablpaabl. Mbicasbl,
«Kanbowr. Kana doyip» TOTBIKMETPaKIbI
KOpKeM UJIbMiHJIe Ka3aKThbiH OeJriJi
akpiibl YKamobln YKabaeBTbiH oMipi,

OHBIH, KEHEC JI9YipiHAeri MOJCHH XKaHe
dJIeyMETTIK opTaMeH e3apa OalaHbIChl
kepcertinreH. Puibmae KamOblIIbIH
LIbIFAPMALLBL/IBIFbI MEH KOFAM/IbIK OMipiHiH,
MaHbI3/Ibl ACEKTiJIepi TypaJibl 2KaHa
Ke3Kapac ycbiHbliabl. Kasnmbl 6yJ1 Kazak
KUHOCBIHBIH TapHUXbIH/A aKbiH YKaMObl1
sKabaeB Typasibl TycipiJireH ajraiikpl
¢dusbm emec. byran netiin 1952 xblibl
Anmatbl KOpKEMCYPETTi 2KoHe XPOHHKAJIBIK
hunbMIEp CTyUsIChIHAA <« AKaMObLT»
(pex. Edum [zuran) xone 1996 »blibl
«KasakduabM» KMHOCTYIMsIChIHA
«KamMObLIIbIH KACTBIK 1LAFbI» (pex.
Kanbim6ek KacbiMGeKoB) aTThl pubmaep
Tycipinmi. Anrauikel gpuibmae AKamOblIbIH
KEHECTiK U1€0JI0OTHSIMEH KapbIM-
KATBIHACBI, OHBIH 1LIbIFAPMalllbIIbIFbIHbIH



COJ1 3aMaH/Iarbl poJli 2KoHe aKbIHAApP CJeTi,
raseT->KypHaJiaparbl xKapHsJiaHbIMaap
CHUSIKTbI OKHFaJlap epekliie eKiHMeH
6asnnananel (Horep6ek :xone HorepGek,
323). An ekiHuii husbMIEe, aThl AUTHIT
TypraHaai, akbIHHbIH 2KaCTbIK LLIAFbI
cyperresienii. Atanaran pusbmaepie
JKamOblipi, 6efineci apTypJii pexuccepJik
UHTEPIIpeTalUsa KOPCeTiINeHIMEH,
oJiapzbIH 6apJibIFbl aKbIHHBIH, PyXaHH dJieMi
MEH LLIbIFapMallbl/IbIK »KOJIbIH OeliHeseyre
OarbITTaJFaH.

Meicasbl, pexkuccep yKannoc
KycaiibiHoB Kasipri 3aMaHHbIH TaJjiantapbiHa
Cai 2KAHALLbLI K63KApaCIeH TyCipiJireH
«yKamb6bin1. JKana noyip» dbunbminae
JKamObii GeitHeciH o3reliie KbipblHaH
kepcetelli. KeflinkepJsiep 6eilHeciHe TepeH,
MICUXOJIOTHSIJIBIK TaJIJIay 2KacaJjrat KoHe
apbip AeTasb oJlap/ibIH, ilIKi AyHHUECIH
auyra 6arbittasnrad. ConbiMeH Katap,
akbiHHBIH Mocud ['mabman cusikTbl
eJieyJli TyJrasapMeH Keajecyi xkoHe Opas
sKannocos, baybipxkan MoMbliiyJibl CEKiJI
KalpaTkepJiepMeH KapbIM-KaTbIHACHI
(hUIbMHIH Heri3ri apKkayblHa afiHaIa/bl.

Kes kesireH, acipece Tapuxu Tysranapra
apHasiraH QuabMIe Kelinkep GerHeciHiH
alIbIYbIHAa aKTEP/iH TYJFAJbIK GOJMBICH
oTe MaHbI3pl ekeHi Gedrigii. Ochbl peTTe
JKamOblJ1 2koHe OHbIH 3aMaHIACTaPbIHbIH,
Oernecid comaaran Jlocxkan yKanboraes,
Hyp6oanat Oterynos, Ep:kan HypeimGeTon
CBIH/IbI JaPBIHABI aKTEpJIep/iH 11eOepJIiri
Jie puIbMIEe allTy bl peJl aTKapFraHbl
aHrapbliajbl. bactbichl, huibMIe aKbIHHbIH,
MO3TUKAJBIK KyaTbl MEH KOFaM/IbIK-CasiCh
earepicrepre JereH Ke3kapachl HAKThI
KepceTisireH. JInpukasblk weriticrep
Ke3iHJle aKbIHHbIH, 11IbIFAPMALIbLIbIK MPOLleci
MEeH COJI FaChIp/larbl aKbIH-2KasylblIapra
TOH OPTAK 9JICYMETTIK MaceJiesiep/i ala
6inren. Connaii-aK KeHeCTiK XKyHeHiH
KbICBIMbI LIbIFAPMaLIbI/IbIK a1aMIapbIHbIH
TaKpIPbII asiCbIH TAPbIITKAHbIH, 9pi
COHBIH, caJiIapbiHaAH, dcipece aKbIHAAP/bIH
MO3THKAJBIK KyaTbIHbIH MeHiJiHILIe
LIapbIKTay LLEeriHe »KeTe ajMaraHblH
KepceTei.

Ocninaiiiia, «Kamo6wbit. JKana gayip»
busbMi, ocipece Tapuxu-6HOrpahUsIIBIK
JKaHPJIarbl ThIH 6€TOYPBICTHI alKbIHATI,
TAPUXH KoHE MOJIEHH MypaHbl OYTiHTi 2KaHa
KO3KapacrieH 3epTTeyre MyMKiHiK 6epefi.
By puabmai Tek Tapuxu Tysranap MmeH
OKHFaJiap TypaJibl TyCipiJireH LiblFapMa raHa
eMec, CoH/lal-aK Kelinkepsaep 6eiHeciHiH
TpaHchopMaluschl alKbIH 6aiiKaiaThbiH
KOPKEM TYBIH/bI PETiH/IE /1€ KapacTbIpyFa
6oJ1apl.

«Kam6bin1. JKana nayip» dunbminaeri
KetiinkepJsep GefiHecinzeri TpaHncopmalius
Heri3iHeH oJlap/iblH ilLKi »KaH JyHHECiHiH,
63repyi MeH laMybl apKbl/Ibl KOPiHe/i.

Byn 6ipHelle acnexTineH 6aiiKanaipl.
MbicaJibl, UIEOJOTHSJIBIK KAPChIIACTBIK
TIeH LLIbIFAPMALLIBL/IbIK €PKIHIIKTI alTyra
0oJ1ajbl. KaMOblsl KEHECTIK UI€0JIOTUSTHBIH,
KbICbIMbIHA KapaMacTaH, o3iHiH,
LIblFAaPMAaLLbLJIbIK €PKIH/IrH caKTayFa
THIPBICATBIH TYJIFA PETIHIE CypeTTeel.
Axpin GeitHecinaeri TpanchopMalusHbIH
Heri3ri OeJrijiepi peTinje libiFapmMaJapbl
APKBIJIBI ©3iHiH LIbIHANBI KO3KAPACBIH allbIK
OI1ipyi 2KoHEe OChI 2K0JIJIa Ke3/IeCKeH TypJIi
KHbIHJBIKTapMeH KypeciH aiTyra 60J1apl.
Koram emipine GeJsiceHii KaTbicy, KEHECTIK
JI9yip/leri KOPHEKTI KalpaTKepJepMeH
KapbIM-KaTbIHAChI OHbIH, TYJIFaJIbIK,
namybiHa biKnas eteni. Opas Kannocos
neH baybip:kaH MoMbILIYJIbI CUSKTbI
TyJrasapmen 6aiaanbicbl JKaMObLIbIH,
KO3Kapachl MEH aJIEyMETTIiK MaceJieiepre
JIeTeH KaTbIHACBIHBIH 63repyiHe cebeniui
6oJ1a/1pl.

Kenecrik npyipaeri uaeoorusi
JKaMObIIBIH LIbIFapMaLLIbLIbIFbIHA 2KOHE
OHbIH MOJIEHHETKE JIereH KaTblHAChIHA
acep ereni. bys Tpancopmanys Mmen
e3repill 2KaTKaH KyHIbIJIBLIKTap OHbIH,
eJieH/IepiHe, TaHaaraH TaKblpblTapbiHa
JKOHE LLIbIFAPMa CTHJIIH/E KOpiHei.
JKamObliapi OeliHeci kall FaHa akblH emec,
COHbIMeH Oipre anlamu KyH/blJIbIKTap/ibl
cakrayllibl TyJra petinae Oepineni. Enuin
casiCH, MJICHH eMipiHze OOJIbII »KaTKaH
OKHFaJlapra KaTblCThbl KO3Kapachl, 63
3aMaHbIHbIH KUBIHBIKTAPbIHA KAPAMAaCTaH
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aJlaMrepLlisiri MeH ap-HaMbICbIH CaKTay
9peKeTTepi OHbIH aflaMH dpi TYJIFAJIBbIK
OOJIMBICBIHbIH €peKLIeJiKTepiH KopceTeli.
Tek )KamObL1IbIH FaHa emec, o3re Je
KeHinkepJep/iH Kyp/esi MCHXOJOTHSIIBIK,
OeliHecine, oslap/ibIH ilIKi KAHIIBLIBIKTAPbI
MEH TYJIFaJIbIK 6CYy »KOJbIHA Ha3ap
ayznapbiaazbl. Ocbliaiiiia huibM

TAPUXU TYJIFAHbIH iLLKi 2)KaH JIyHHUeCi MeH
0J1 ©Mip CYpreH Ke3eHaeri KOFaMHbIH
TICHXOJIOTHSJIBIK TOPTPETiHE YHiJTyre
MYMKiHJi 6epef.

CoHFbl 2KblIIAPHI TYCipisTeH
KepKeMCcypeTTi pusbMaepi 6ipi —
«Habam onepayuscory 1992 xblibl
Onryctik Kaszakcranna opbiH anran
HaKThl OKHFara Herizaeared. CoJl Ke3eHie
Peceiire 6apa »kaTKaH »oJ1a KallblM
KeTKEH TYTKBIHAAP/IbIH KOJaylIblaap
aBTOOYCHIH KeTiJire ajiraH apeKeTTepi el
aypaiktipren efi. @usbmie MeMIEKeTTiK
KAyilCi3/iK KoHe KYKbIKTbIK TOPTIll
Oprasjaapbl MaMaH/apbIHbIH TYTKbIHAAPAbI
3aJ/1aJIChI3[IAH/IbIPY 2KoHe Kerlijre
aJIbIHFaH afiaM/iap/bl KYTKapy apeKeTTepi
OeiiHesieHreH. By Kasipri Kazak KUHOCHI
VLLIIH MaHbI3bl TAKbIPbINTAP/bIH, 6ipi opi
eJIIIH KYKBIK KOpPFay *KYHECiHiH KypaeJIi
MaceJiesiepi MeH KayinTi »karnanaapaarb
Kaciou 1ebepairi Gasupanansl. Conuaii-ax,
(hHIIbM TOTEHILIE YKaFa1a anamaapibiH
OaTbIILIFBI MEH €PXKYPEKTIJITIH KopceTel
(Mauiparosa).

Bacrtbl ketiinkepsepain GeiiHecin
comuaran Anekceii llemec nen bakpit
KaxkbibaeB cekiJiii akTepJiep OKUFaHbIH,
LIHMEeJIEHICTI TYCTAPbIH COTTI 2KeTKi3yre
Thipbicaipl. Pexxuccep Pauinn Cyneiimenon
neH npojtocep Mibxam JLKaaUI0BThIH,
JKeTekulisiriMmen Tycipiaren 6ys gpunbm
LIHeJIeHICKe TOJIbl OKUFaJs1ap/ibl 6apblHILA
LIbIHANBI api acepii OelHesei .
®DusbM TeK KIIH 2KaHPbIHIAFBI LIbIM-
LIBITBIPBIKKA TOJIbl OKUFaJIapbl KOPCETil
KaHa KOMUMaK/ibl, COHbIMEH KaTap eJl
TapUXbIHAAFbl MaHbBI3bI KE3eH]i [Ie eCKe
Tycipeni.

«Habat onepauusicbiHaaFbI»
KetinkepJsep Gefinecinzeri Tpancopmalius

OipHewne KblpblHaH 6alKaJaabl, Oy
oJlap/blH OKHFa OapbIChIHAAFDI iC-
OpPEKeTTePi MeH illIKi dJIeMiHiH e3repyi
apKblbl KopiHic Tabajpl. Mblcalibl,
KayilCis/liK KoHe KYKbIK KOpray
OpraHapbIHbIH, KbI3MeTKepJiepi OacTankbiia
TeK 63 MiHAETTePiH OpbIHAYLLbLIAD
peTinze KepiHce, puabM GapbiChbiHIa
OJIapAbIH, alaMIe PLLIJIK CeKiJILi Tarbl

Jia 6acKa XKeKe TYJIFAJbIK KACHETTePi
aubliazapl. CoHan-ak KUbIHAbIKTapMeH
OeTne-6eT KeJlin, KbI3MEeTTiK Napbi3blH
OPBIH/IAY/IAFBI ICHXOJIOTUSAJIBIK KBICBIMFA
TeTen 6epy apKbl/bl HaFbI3 KahapMaHIbIK
TanbiTanbl. bys kesenneri Tpancdopmatius
OJIapJIbIH alKbIH MAaKCaThbl MeH KaciOu
uieGepairin kepceresi. Ocbl TycTa
JKAJIFBI3 YJIbIHBIH ayblp KaJlJle KaTKaHbIHA
KapamacTtaH, OapJblK »KayankepiiiJiKTi
63 MOIHbIHA aJiblll, 6MipiH KaTepre Tiryi
— 6ac KeHinKepJiiH 2KyYMbIChIHA XKIHE
OTaH aJAblHAa OepreH aHTbIHA afaJIbIFbIH
KOepCeTe/i.

Kenisire asibiiran aramaapiibit, oKura
OapbICBIHAFBI ©3repici epekie Ha3ap
aynaprajpl. AsralibiHaa KOPKbIHBIL MEH
OeJrici3/ik YCTEM/IIK eTce, YaKbIT OTe KeJe
oJiap 6ATBIABIK MeH bIHTBIMAKTACTBIKThI
KOpCEeTill, KHbIH 2Kar1ai/ibl eHcepyre
Thipblcaibl. by Tpancdopmatins onapabl
’Kal FaHa KypOaHHaH OeJICeH/li KaTbICyIUbIFa
alHaabIpajbl.

Dusbmaeri okuranap agaMHbIH TOTEHIIe
JKaFmanIarsl iliKi KaH IyHHECIH JKoHe
9JICYMETTIK KapbIM-KaTblHACTAP/IbIH
e3repyiH kepceresi. bys Tek xeke
e3repicTepMeH LIeKTEin KONManIbl,
COHbIMeH Oipre TyTac KOFaMHbIH OCBIHAH
JKarnanaapra KapbiM-KaTbIHACHIH, a1aM1
KYH/IBIJIBIKTap MEH 6Mip/ie Ke3/IeCeTiH
TYpJli MaceJiesiep/li KaiTa KapacTblpybIHa
MYMKiHJiK Oepeni. Conpaii-ak, huabmaeri
OKHFaJIap KYKbIK KOPFay KbI3METKepJIePiHiH
KOFaM/IbIK HMHJDKIH 03repTyre bIKaJjl eTej].
Anjbinaa KerntereH TyciHicneyuiisikrepre
HeMece CbIHFa YIIbIpaFaH Kyie,
KHBIH/BIKTAP MEH CbIH-KATep apKblJibl
031HiH MaHbI3/AbIIbIFBl MEH KAXKETTIJIriH
nogeneri. byn dpuabMHiH 1pamabik



TePEHITiH apTTLIPbIIN, KeHINKepJIepaiH,
{lLIKi DJ1eMiH TyCiHyre MyMKiHiK Oepei.
Ochblnaiiiia puibM Keke TyJranap/bl
FaHa eMec, TyTac KOFaMHBIH OeJrifi 6ip
JKarnaisapra 6eiimaesyi MeH e3repyiH e
KAMTH/IbI.

An pexxuccep Acxat KyunHUMpeKOBTBIH
«BayblpbiHa casty» aTTbl a/FallKbl
TOJILIKMETPasK/Ibl KOPKEMCYPETTi DUIbMI
aTa-aHaJiap MeH OaJsiajiap apacblHAArbl
KApbIM-KATbIHACTbIH, KYPACJIJITIH 2KoHe
OHbI KaJITbIHA KeJITipy 2KOJIAPbIH 3epTTeyre
6arbiTTanrad. @uabMHiH 6acThl Kedinkepi
Epcyaran ecimai 6aa axkeci KalThbic
OoJIFaHHAH KEHiH aTa-aHacbiHbIH YHiHe
Kollin KeJjei. bys xxarnait onbiH eMipinjeri
JKaHa Ke3eHHiH OacTaJjybiHa ceben O0Jiajibl.
Ara-aHacblHa 9xKe OpHbIH Oacy GachiHa
OHAalFa COKIaKb! 2KoHe 0JIaPMEH KapbIM-
KaTblHac opHaTtyna Epceyaran 6ipas
KUbIHBIKTapFa Tan 6oJiajibl. bananbiy
aTa-aHacbIMeH OalJlaHbIC OpHATYybIHA
»KoJ1 GepMenTiH Herisri hakTop — OHbIH,
d2KeciMeH ThIM HI3iK pyxaHH GalJiaHbIChI
MEH OFaH JeTeH CaFbIHBILIBI €]lj.

Dusbmae «O6ayblpblHa caJgly» CeKiJli
Ka3aKThIH YJTTbIK JI9CTYPi apKbl/Ibl 9Ke MeH
0aJia apacbiHIAaFbl KapbIM-KATBIHACTBIH,
MaceJiesiepi KapacTbipbliabl. by gactyp
oT6achUIbIK HGaliaHbICTAP/Ibl, EPECEKTEP
MEH 2KaCTap apachbIHAAFbl KayalKepLlijik
MeH CyHicneHiiKTI KymenTyi MakcaT
eresti. Anaitna EpcyataHHbIH TapuxbiHaH
KepreHimizaer, opOip orbacbiHia MyHIAk
KapbIM-KaTbIHAC 63iH/IiK KMbIHIBIKTAP
MeH KallIbILIKTap TYFbI3ybl MyMKiH. By
¢duabM Keftinkepinin Gesrini 6ip ropexeeri
JKaNFBI3JIBIK ce3iMiH 6acbiHaH OTKepyiHe
acep eteti. Mypar Xosranat neH Asnma
A¥inapaplH MakasachlHIa 1a aaM MeH KOFaMm
apacbIHarbl OailllaHbICTap/AbIH Y3iyi,
aJlaMHbIH, »KaJIFbI3/IbIFbI 2KOHE aObIPOH YIlIiH
Kypecy MacesieJiepi TepeH, TaaaHalbl,
0JI TYJIFAHBIH 63 3TOLEHTPU3MIMEH eMip
CYPYiHiH ayblp CaJIapblH KopceTei
(Xosranat xone Aitnap, 139-140).

Kasak KorambIHIaFbl 0TOACHIIBIK
KYPbIJIbIM MEH MOJIEHH KYH/IbLJBIKTap/ibl
3epTTel OTBIPBIN, peKUccep KopepMeH]Ii

AJICYMETTIK YKOHE SMOLHUAJIBIK
MaceJiesiepMeH OeTre-0eT KesnecTipei.
®uibM, conjiaki-ak, 6ananapipH Ke3diMeH
oTOaChl MaceJieJIepiH KopCceTy apKblJIbl aTa-
AHAHBIH POJIi MeH KayarkepililiriH KanTta
KapacThipyra biKnaJ eTeli. AKTepJiik Kypam,
COHBIH iLliHze, acipece E. Epmanos e3
KeHinKepiHiH illIKi KaH JIyHUECiH MeHJliHILIe
aubln KepeeTeli. by TybIHbI Ka3ak

KHHO OHEpiHe XKaHA JIeT 9KeJIill, YITThIK
JI9CTYpJIep MEeH Kasipri 3amMaH TaJjiabbiHa
cail 0T6AChIIbIK KAPbIM-KATbIHACTBI KAlTa
Kapayra MyMKiHIiK Oepesi.

«baybipbina cany» duabminaeri
KelinkepJsep OefiHecinjeri pancopmalius
HeTi3ri OKUFasapblH 6pOyi apKbIbI
KepiHic Tabajibl, acipece 6acTbl KEHinkep
Epcy/iTaHHblH Ke3Kapachkl MeH cesim
vipiMzepiHiH e3repyiHe 6aca Hasap
ayznaprajbl. Epcyaran e3iHiH »kaHa
otbacblbIK opTara 6ellimaenyi 6apbicbiHa
KYPJEJi SMOLHSIIBIK 2KoHEe MCUXOJOTHSIIIBIK
earepicrep/ieH oTeli. OxKeci KaUuThIC
OoJiFaHHAH KeliH aTta-aHachlHa Keluir
KeJIreH 0J1 OYPBIHFBIIAH ©3relle aJieMre
tan 6oJs1azbl. Keilinkep/iH ata-aHacbiMeH
JIFalKbl Ke3eHJIeri KypaeJli KapbiM-
KATbIHACHI KACOCIIPIMHIH, ILLIKI 2KaH
JIYHUECiH/eri KapaMa-KalLbIbIKTap MeH
YKAJIFBI3JILIK Ce3iMiH TybIpajpl. Puibm
Hapbicbinia Epcytan ata-aHacblHbIH
CyHicreHuiJiri MeH KoJiaayblH TYCiHiI,
oJ1ap/IbIH apachbiH/ia ©3 OpHbIH Tabyra
ThIpbICA/IbI. ByJ1 poliecc OHbIH TYJFAJbIK
JKOHE SMOLIUAJIBIK TYPFBIIAFbl MAHBI3/IbI
KAaMIAPbIH, SIFHU iLLKi »KaH JIyHHeCiHaeri
e3repicrepii Kepcere.

OKeciHe JlereH carblHbIl EpcynTaHHbIH
63 OMIpJIiK KYH/bLJIbIKTAPbIH KalTa
KapacThIpybIHa ceben 60J1a/Ibl XKoHe
foJialllakKa AereH Keakapachl MeH oTOachl
TypaJibl TYCiHiK-IaHbIMbIH ?KaHA Je€HTelre
Ketepeni. PusbM Kerinkepsepinin
Getinecinyieri 6yJ1 TpaHchopmalys
KOpPEepMeH VYLLiH 0TOAChl MeH A9CTYP/iH
KypJieJii IMHAMHKACBIH 3epTTeyre MyMKiHIIK
6epeni. Epcyntan Gefinecinyeri e3repicrep
9p6ip aTaMHbIH, 6CIT-2KEe Ty 2KOJIbIHIAFbI
{LLIKi ?K9HE CBhIPTKbI CbIHAKTapMeH
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KypecCyiHiH yJrici peTiHjie KbI3MeT eTe/i.
Arta-ana men 6asa KapbIM-KaTblHAChIHAAFbI
e3repictep EpcyaTaHHbiH oTOaChiMeH
KalTa KaybllIyblHa KoHE aTa-aHaCbIHbIH,
Jia e3repyine biknadg eteii. Osnap
HacTankpiia 6asacbiMeH KapblM-KaTblHAC
OpHaTy/Jla KUbIHIBIKTApFa Tamn 60J1a/1bl
JKoHe OANIaHbICThI HBIFAUTY KayKeTTiJiriH
cesinesli. Bys1 yakbIT oTe KeJie aTa-aHa MeH
OaJsia apacbiHAArbl OAHIaHBICTBIH, Kyllele
TycyiHe cebern H6oJabl.

Ounbmiie «bGayblpbiHa caJjy» JI9CTYpi
MOJICHH KOHE dJIEYMETTIK TYpPFbIIaH
auiblK Kepcetineni. loctyp GoiibiHiIa
OasiaHbIH, 9yKeciMeH 6ipre Kasybl OHbIH,
TopOHeciHe acep eTKeHIMEH, aTa-aHaCbIHaH
asakraraasl. bys »karnail kasipri kesjne
KOITEereH A9CTYPAI KalTa KapacTblpyra
JKOHE MOJICHH KYH/IbIBIKTapAbl KaHa
KbIpbIHAH OaraJiayra Hazap aylapTybl
MyMKiH. [LIbiH MaHiHaE «OaybipbiHa caJjy»
— Ka3aK KHHOCBIHJIA aca KO3FaJIMaraH
TaKbIpbINTap/ibiH Gipi. OpHUHE 9)Ke MeH
Hemepe apacbiHarbl epekiie 6ip HA3iK
Gainanbic « Menin atbiM Koxka», « AnThl
»Kacap Annambic», «Kekcepek» cexisi
Tarbl Jla 6acka GUIbMIEP/E KOPCETIJEN].
Anaiina Konyinri «6aybipbiHa caty»
TaKblpblObl apHaiibl KO3FaJsiraH GpuabMaep
tycipinmeni. Conapikran «Bbaybipbina
cany» puJbMi TeK Kellinkep GefiHeciHaer
TpaHcopMallisi FaHa emMec, TaKbIphII
JKarblHaH J1a OTaH/IblK KHHO 6HepiHe
JKaHAILIBUIIBIK aJ1a KeJIMeH LbIFapMaJiap/ibiH
Oipi 1eyiMi3 Kepek.

Kefiinkep 6eiiHecinin TpaHchopmaluschl
AUKbIH KOPIHIeH COHFbI KbLIAAPBI TYCipiareH
OTaH/BIK TOJBIKMETPaXK/bl KOPKEMCYPeTTi
uibIFapmaJgap/pit, 6ipi —pexuccep dapxan
TesnereHoBTiH «bpamos» ne6IOTTIK
cdunbmin aityra 6oaaapl. bya duabmie
Je 6ajla MeH aTa-aHa KapblM-KaTblHAChIHA
Haszap aynapaabl. Herisri keriinkepi —
Oananap yiinjae TopOUeJICHTeH KoHe dKeCiH
i371e11 TanKbIChl KeJeTiH AKXKOJ eciMi »Kac
JKITIT. OKeciMeH Ke3necKici KeJieTiH HUeTi
OHbI ©MiPiHiH MaHbI3/bl KAIAMAAPbIHA,
»KaHa, ToyeJici3 emipre xketeseii. Anaiina
»KaHa eMipi oHall emec: kepuiici Jlumarunen

TaHBICKAH COH, AKKOJI KbJIMbIC dJleMiHe
eHin Ketei, OyJ1 OHbIH eMipiHjie GipkaTap
MOpaJlb/iblK IMJIeMMa MeH KHbIHIBIKTaP
TYFbI3a/Ibl.

DuIIbMHIH, MaHbI3/bl COTTEPiHIH Gipi
— AKXKOJIIbIH ©3iHIH TyFaH iHiciH Tabybl.
By.1 okura oHbIH 9J1eyMeTTiK OpTaiarsl
OallslaHbICTapbIH KEHEHTE/li 2KoHe XKaHa
Ke3kapacrapra ue 6oJsyblHa ceber 60J1apl.
[Hicin Tankan coH, osap 9KeciH Gipre
i3neyre 6es Gyanpl. [Hici ekeyi apacbiHIarbl
OafiJlaHbIC MeH 0J1ap/iblH KO3/1ereH opTak
MakcaTbl — 0acThbl KeHiNKep/iiH oMipiHaeri
MaHbI3/1bl TPaHCOPMALIUSHBI 2KoHe 0TOaChI
MEH OTKEHiH i3[ieyeri iliKi »KoHe CbIPTKbI
KypecTepin KopceTe/i.

DuiibMIe OPTYPJIi dJIEYMETTIK TONTAp
apacbIH/Iarbl ailblpMallblIbIKTap MeH
KapbIM-KaTbIHACTAp €peKIIe OPbIH aJlajibl.
AxxxoupiH Gananap yiineH 6acrar,
KbIJIMbIC dJIEMiHe €HYi »K9HE iHICi apKblJIbl
MyJeM Oacka aJIEyMETTIK »KaFlIaira Kyo
OoJiraHra JIeHiHTi Kypil 6TKEH KOJIbl
KOFaMJIarbl TEHCI3MIK [eH agamrepLlijik
MaceJieJIepiH 3epTTeyre MyMKiHAIK Oepesi.
Bys TakbipbinTap, acipece, Kasipri
KOFaMJIAFbl 2KayankKepulijiik, alaMrepruijik,
MeHipiM CeKiJIli MOHTI/IK KYH/BIIBIKTap MeH
orOachbl YFbIMBIHBIH MOHIH KaiiTa Kapayra
UTepMeJIei.

DOunbMmue AKXKOJIBIH OacbiHAH
KELIKEeH OKUFaJ/1apbl apKbl/Ibl OHbIH
TyJIFaJbIK JaMybl KepceTijieli. bananap
yHiHeH OacTarn, KHbIHAbIKTapFa TOJbI
aJiemre Tamn OoJybl XKoHe iHiciMeH Hipre
OKeCiH i311eyl — KeHinKepiH illKi »KaH
JlyHHeciHzeri e3repictepai 6eiHenerini. bya
Tpanchopmalus KelinkepaiH Tarablpbl MeH
OMip »KOJIbIHA TePEHipeK YHiIyre MaKOYp
eTe/l.

«bparbs» puabmi — aseymMeTTiK
MoceJiesIePiH KypaeJiiriHe 2KoHe Keke
aJlaMHbIH 63iH-63i Taly KOJBbIHAAFbl Kypeci
MeH 0TOachIbIK OaH/IaHbICTBIH MaHbI3bIHA
Hasap aylapTaTblH TepeH, JIpaMaJiblK
wblrapma. KeitinkepJsiep GefiHeciHin
TpaHchopMaluschl, acipece, AKKOIIbIH
03 KO3Kapachl MEH OMipJliK yCTaHbIMAAPbIH
©3repTyi apKbI/Ibl aHbIK OalHKaJIaIbl.



AxKoJpIH iHiciMeH Gipre okeciH iney
JKOJIbIH/IA OAChIHAH 6TKEePreH OKHFaJIaphl
OHbIH, 2KEKe TYJIFaJIbIK J1aMyblHAAFbl
MaHbI3/Ibl KaZaM peTiHle KOPiHe/i.
Bacrankpiia Gosaiarsl xkakjibl TYCiHir
OYJIbIHFBIP 60J1Ca, yaKbIT 6Te KeJie 63
eMipiHe JereH xKayankepluiJiikTi ce3ine
H6acraiipl. AKXKOJIIbIH OMip Cypy calThl MEH
Ke3Kapachl OipTiHeI eJieyJii e3repicrepre
ylblpaiibl. JluMalines TaHbiCKaHHAH
KeHiH, AKKOJ KbIJIMbIC dJIeMiHe TapThlIbIT
KeTce 1€, KeHiHipeK 0J1 9peKeTTepi oMipJlik
KYH/IbLIBIKTapAbl KaiTa OarajiayblHa ceOen
6osa1pl. Byran Koca iHiciMeH Kesjiecyi oHe
OHbIMeH Oipre canap Lery MyMKiHJTi e
LIbIHAMBI MAKCATBIH TYCiHYiHE BIKNAJ €Te/i.
AxxonbIH 63 6MipiHe 6acKa »KarblHaH
Kapaybl »KoHe KaJlbllITacKaH »Karnaiiapiat
WIBIFY/IBIH a/1aJ1 XKOJAAPBIH i31€yTe ThIPbICYbI
OHBIH, LK ©3repicTepid KopceTei.

®usbm Gapbicbinua AKKOIIbIH
9JIEYMETTIK OpTalarbl e3repici kebipek
6arikananbl. bananap yiliHeH KblJIMbICTBIK
optara Tamn 60JiFaH 0J1 KeliH iHiCi apKblJibl
MyJiieM OacKa aJ1eyMeTTiK OpTaMeH
Keazieceli. by oHbIH KoplaraH oprara,
ajamapra xoHe 3 oTKeHiHe KaTbICThl
YCTaHBIMIAPBIHBIH 63TrepyiHe bIKMaJ eTe/j.
OKeCiH i3J1ey KOJIbIHAAFbI casixaTbl iHiCi
eKeyi apacbiHiarbl 6alJIaHbICTbI HbIFAWTAIBI.
AxKoJ1 0TOACHUTBIK KYHBLIBIKTaP/IbI
TYCiHiIl, eMipiHAeri MaHbI3/bl a1aMIaP/IbIH
KoJjlayblH Oarasiail 6acraiiabl. bys npouece
OHbI 2K€Ke TYJIFa peTiHieri o3repicrepre
HacTaii/ibl )koHe OYPBIHFbIIAH aJAeKaina
MOH-MAa3MYHFa TOJIbl OMipJIiK YCTAHbIMIAPFa
e 6oJyblHa MyMKiHAIK Oepefti. Puibm
KerinkepJepiHiH MiHe3-KyJIKbl MEH ic-
OpeKeTTepiHaeri, IyHUeTAHbIMbl MEH
KO3KAaPAaChIHIAFb] 63repicTep oJapablH,
OeliHeciHiH TepeHIen, KypaeJeHe TyCcyiHe
»KoJ1 auiazibl. Bya tpancdopmanus, acipece,
€Ki OaybIp/IbIH 1 2KEKE OCY KOJbIHAAFbI
ilLIKi Kypeci MeH aJ1eyMeTTiK KaraaiJiap/biH,
bIK[1aJlbl apPKbLJIbI 2Ky3ere acajpl.

Kasak KUHOCBIHBIH TapuxbiHIa OaybIp
TaKbIpbIObIHA TYCipiJiTeH (hUIbMIED aca XKHi
6oamMaca ja kesjiecesti. Ocbl peTTe OMip
Kapaky/soBTbiH «9303i1» («Pazyunuia»,

1991), Cepik AnpbIMOBTBIH, « AKCyaT»
(1997), «Y araiibinap» («Tpu 6pata»,
2000), 1.6. uabmaepin airTyra 60Ja7bl.
Anaiina onn puabmaepaeri Kerinke paepaiin
6eitneci Acxat KyunHunpeKoBTiH
KeHinKepJiepiHeH e3rele/iri oTe Korl.
MeicaJibl, «AKcyaTTa» ayblaaarbl Kapa
IaHbIPAKTBIH OTBIH O1LIpTiCi KeJIMEHTiH
AmaHn MeH 9Ke-LIelleCiHiH aHbIpaFbl
TYTiJi, ©3 0TOACH YILIH Je 2KayanKe pLUiIiKTi
cesiHOelTiH aracbl Kanat apacbiHiarsl
KapbIM-KaTbIHACThI KopceTei. Kanat
VJIbl MEH KapbIH TacTar, akKblp COHbI
ayblJ/IIaH KAl WBIFBI, KaJara

Keteni. Pusbme exi 6ayblp apKbliibl
oTKeH FachbipabiH 90-111bl KbIJITAPBIHBIH
OacbIHAAFbl Ka3aK KOFaMbIHIAFbl Kypaedi
dJIEYMETTIK MaceJiesiep MEeH e3repictep
KepceTisieni. Apara xubipma 6ec-
JKUBIPMa aJIThl 2KbIJT CaJIbII TYCipiJireH
«bparbs» QuabLMiHIH KeHinKepaepiHin,
«AKcyaTTaH» ailblpMaliblIbIFbl —
TaF/bIp TAJKEriMeH eKi )KaKKa KeTKeH
HayblpJiapiblH aKbIp COHbI 6ip-6ipiMeH
Kesziecyi. Anaina on1ap asiblHEbl GYbIH/IBI,
SIFHM 9KeCiH KiHa/aipl, an «AkcyarTta»,
KepiciHlle, aTa-oxKeHi, oKe-1IelleHi,
oJIaplaH KaJIFaH WaHbIPAKThl KaipJseni
(Aman). «AxkcyaTta» Gayblpsiap/ibiH apa-
KaTbIHACHI, OJIap/ibliH, OeidHeci coJl Ke3eHieri
eJIIMi3JIeTi aJ1eyMeTTiK KarIalJapMeH,
KAa3aK MEHTaJIMTeTiHACTi e3repicTepMeH
ThIFbI3 GalJlaHbICTa KOpCeTifce,
«Bpatbsi» unbMminae eki 6aybIpabIH, illIKi
TMICHXOJIOTHAJIBIK KYHiHe OacbiM Hasap
ay/apbliajibl.

OTtKeH FachipbiH 80- 1111 XKbIIIAPbIHBIH,
coHbl MeH 90-111bl 2KblIapbl Ka3ak
KUHOCBIH/IA Naiia 60J1FaH ThiH,
TaKbIPBINTAPAbIH Oipi aybl/IaH, IAFbIH
KaJlallbIKTapJaH ipi Kajara KelKeH
KazaKTap/ibliH Taribipbl 60J1bl. Codl
ke3eHHiH ayanbiH «Kaitpar», «Kusnep»
cekiJli Tarbl 1a 6acka KenrereH GUIbMuep
apKblJibl TaHbI-0iyimisre 6oJ1a/pl. by
TAKBIPBIN OTaH/BIK KHHOFA YJIKEeH Kasaaa
63 OPHbIH TalKbIChl KeJIeTiH, asnaia TypJi
KUbIHJbIKTAPFA Ke3ireTiH KerinkepJepii
okesni. Conpat Kerinkepaepuin 6ipi,
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mbicasibl, « Kunnep» (1998, pex. Jlopexkan
Owmipb6aeB) pusbMiHIe naiiaa 6oJajbl.
DunbMe yIKeH Kasana Typakrarn KajrbiChl
KeJleTiH, or6acel 6ap Mapar ecimai »kac
KIFIT Kap2Kbl MOCEJIECiH LIy XKOJAAPbIH
i3yediti. AKbIP COHbI 0J1 KbIJIMbICKA Oaphil,
631 COJT KbIJIMBICKA HTePMeJIereHae piH,
KOJIbIHAH Kasa Tabajbl. YJIKeH Kajala
otbacbiMeH Hipre Typakrar KaJrblChl
KEJICTIH 2KOHE dJIeyMEeTTIK Kyp/eJi
MaceJiesiepMeH OeTre-0eT KajraH
KeinkepJep/i OyriHri Kazak KHHOChIHAH,
atan aiTkanna «OT» GuibMiHeH e Kepyre
6onanbl. Anaitna « Kunnepnin» keiinkepi
MeH OYriHri KeHlinkepJepid OedHeci
apacblH/ia albIpMallbIBIK 6ap Ma, He
e3rep/li aJIJie eLLTeHE 63repPreH KoK Ia
JlereH cypakrap TybIHIaybl MYMKiH.

Pexxuccep Avixkan KacbimGekTiH « Om»
JIeBI0TTIK KOPKeMCYPeTTi PUabMiHIE Jie
JKOFapblla KapacTblpblirad « baybipbiHa
cany», «bpatbs» hunbmaepi cexini
OYTiHTi 9JIEYMETTIK KoHe 0TOACHIIBIK
MaceJie/iep Katap KapacTblpbliajibl.

Bacrel ketiinkepi Tosnmk — yikeH Kajana
0TOACBIHBIH KAMbIH ?KacayFa ThIPLICHII
JKYpPreH KapanaibiM dKyMbicibl. JKyKTi
aleJti, Oasanapbl MEH 3eHHETKep 9KeCi
AJIIbIHAA 63 2KayallKepLUiJIriH Ce3iHe].
Bipak kypbep peTinze xKyMbIC icTen TankaH
a3 TabbICBl 0TOACHI KAXKETTIiKTePiH TOJbIK
KamTamacbia ete anmaiibl. Ocbliafia, o
HecHe aJiblll, Kap2Kbl/blK KHbIHABIKTap/aH
HIbIFYIbl Keazieki ([abapaitoBa xxoHe
Mykyiea, 40).

Ouabm Kasia emipinjeri Kypaedi
9JICYMETTIK 2KoHEe SKOHOMMKAJIBIK
Macesiesiepili KoTepesi. Ocipece, aybliaaH
KaJslara KelllKeH 0TOaChlIap/iblH KYHAEiKTi
TYPMbICHIHJIAFbl KHbIH/BIKTapFa 6ackimM
Haszap aylapbliajibl. OJeyMeTTiK xKaF1aibl
KaHILIAJBIKTbI KypaeJi 6oJca ia, 6acTbl
keilinkep — ToJink 63 0TOACH! AJBIHAATbI
JKayanKepuliJiiri MeH cydicrneHuiirin
JKOFaNTnaipbl. SIFHH TYpJli KMbIHABIKTAP
0TOACBINBIK TaTyJIbIK MTEeH 63apa
CBIHJIACTBIKTBIH, CaKTaJyblHA Keepri
KeJITipMeni. Mblcasibl, YMiT [eH CeHiM
apThIM OTBIPFAaH TYHFbILI KbI3bl CoyseHiH

JKYKTi OOJIBITT KaJTybl, XKIiMiTTiH OTOACHIHBIH
OHBI KaObl11aMaybl Kell »kocrnap/ibl 6y3ajibl
opi HoJlaliakka JiereH oToachl yMiTiHe

6ip coTTIK ceJsikey canapl. bipak 6actbl
Kedinkep OyJ1 Karaaiibl Kabbligay
Ke3iHJle 63iHe JIereH CeHiMiH XKOFaJITIayra
ThIpbica/ibl. MyHbIH 631 OHbIH PyXaHH
»KeTinyine biknag etei. Kanuanbikrhl
KypaeJi xKaraarra tan 6odica aa, Tosuk
JKOHE OHBIH 0TOACHI alaMIepLIisiK
yCTaHbIMbIHAH aliHbIMak, 63apa TYCiHICTIK
TaHbIThIMN, OipiH-0ipi KOJIAHIbI.

Tek KapKbIbIK MocesieJiepMeH FaHa
emec, eMipiH Keibip KypaeJsi TycTapbIMeH
OeTre-6eT KesireH ToJuK ilIKi 2KoHe
CBIPTKBI TpaHCOpMaLMsAaH oTei,
0TOaChl AJ/ILIHJATI yKayaTKe pIiJiKTiH
KAHLLAJbIKTbl MaHbI3/lbl €KEHiH TYCiHe]i,
63 0TOACBIH KOpFayFa JIereH TaJIbIHbIChHI
OHBIH ilLIKi TO3IMi MEH KalpaT-Kirepin
bIHAai Tycei. Asaiina KapaKblibiK
KHBIHABIKTAp MEH 0TOACBIHAAFBI MaceJsesep
TonukTin ilKi JaFIapPbICHIH TYFbI3a/IbI.
Bipak oJ1 6ys1 KallIbLIBIKTAP/Ib LIELy
JKOJIbIHAA TAOAHBIIBIK TAHBITHIM, IyPbIC
ulelim Kaoblay KabisieTiH 1aMbITa/bl.
JKeHictep MeH KeHisicTep OHbIH OMipJiK
KO3KapachlHa, ilLIKi aJIeMiHe acep eTeli.
DuibMzie KeltinkepJsiep Tan 6oJraH
KHBIH/ILIKTap 0TOAChIHbIH, 63iH-631 Koprari,
OoJlallakka JIereH yMiTiHiH coHOeyi
JKOJIBIH/IA 9PEKET eTeTiH api oJ1ap/bl
OipiKTipeTiH »karnai petiHie KepiHesi.

«OT1» duabmi — Kasipri Koramaarbl
©3€KTi JIereH aJICyMEeTTiK »KoHe 0TOACBIIbIK
MaceJiesiepi tiblHalbl OeliHeNeHTiH
TybIHbl. PUILMHIH CIOYKETi MeH
KedinkepJep/iH 6acbiHaH KelllKeH
OKHUFaJs1apbl, OJIapAbIH, TYPJIi ilIKi ce3im
HipiMzepi 9MeyMeTTIK 2KoHe 0TOACHIIbIK
MaceJie/iepre KaHa Ke3KapacreH Kapayra
MyMKiHIiK Oepesi. irHu Tosuk new
OHBIH 0TOACHI MBICAJIBIHIA a/IaM KaHJak
KHBIHLLIBIIBIK O0J1ca 1a, ©3apa bIHTbIMAK
neH OipJiiKTiH 60Jybl 6T€ MaHbI3/lbl €KEHIH
Oaannannbl. JKorapbina aranran « Kusnep»
(hUbMiHIH KeHinKepiHeH allblpMallbl/IbIFbI
Jia ocbina — erep Mapat e3i emip cyprex
KOFaMHbIH KypOaHbiHa ailHasica, Tosuk



MYMKIHJIriHIIe 63iH, OTOACBIH CaKTal
KaJsyra, 6oJialllakTaH yMiTiH ysbeyre
ThIPbICA/bI.

Pexxuccep yman EpkiMOexTiH « Yuim
coyaeci» aTThbl KbICKAMETPazKbl 1eO0TTIK
KOpKeMcypeTTi husbMi OyKapasbiK
CTIOPTTBIH, MAHBI3/BIJIBIFBIH HACUXATTAN/IBI.
@usibM WIbIHABI OKMFAFa HerizaesreH
JK9He OacTbl KeHinKep/iH eMipinaeri
KYpecKe ToJibl coTTepli 6eitHeseini. byn
Kypec HaKTbl 6ip CMIOPT aJlaHbIHIA eMec,
KeHiNKepliH 63 CaHaCbIHAA OTIIl 2KATa/1bl.
Kubinabikka tarn 6oJirat oJ1 03 ilitaeri
KYIIK [TeH CeHIMCI3IIKTi KeHiI, aJlblHa
KOWFaH MaKCaTbIHA KETYre ThIPbICa/bl.
®usbM ocl iLIKi KypecTi KepceTe
OTBIPLII, aAMHbIH, €PiK-2Kirepi KallaHia
JKEHICKe aJibll OapaTbiH HETi3ri COT eKeHiH
OasTHIaNIbI.

DusibMm OyKapasiblK ClIOPTThIH, MaHbI3bI
MeH OHbIH alaMapiblH (PHU3HKAJIBIK KoHe
TICUXHKAJIBIK JIeHCAyJIbIFbIHA OH 9Cep
eTeTiHiH HacuxaTTaibl. CoHbIMeH Gipre
HacTbl KeHinKep/iH »KaH JyHUeciHeri Kypeci
APKblJIbl aJAMHbIH, ©3iH-631 JaMbITYbI, i1LIKi
KYIiKTepiH »KeHyi »KoHe OMiK MakcaTKa
JKETY 2KOJIbIHAAFbl 63repicTeplli KopceTei.
«YMIT coyJieci» LIbIH MHiH/e, KOpepMeH
ayJIMTOPUSICbIHA OH BIKIaJ €TeTiH (PUJIbM.
[TapaauMnusiIbiK COPTLUbI Typasibl
UIbIHAKBI OKKWFasapra CyHeHin TycCipijiren
6y/1 PUIbM epeKilie 2KeTiCTiKTepre KeTKeH
Keiinkep 6elHeciHiH y/riciH yecbiHa/bI.
DusbMm MeHipiM MEH 63reHiH TaFIblpbIHA
OelibepeKkeT KapaMalTbIH KaHALIbIPJIbIK,
Ce3iMiHiH MaHbI3/lbl €KEHiH KOpCeTe/li.
CoHbIMeH Gipre Koramia CIOPTTBIH bIKMAJIb
MEH KOJKETIMIITH apTThIpy alaMAapbIH,
JIEHCAYJIbIFbl MEH ilLIKi PYXbIH KOTEpyre
OipneH-06ip ceben OOJMATHIHBIH, AFHA
TYpJii acyJapzibl OaFbIHABIPBII, 63-63iHe
KOUFaH ilIKi LIeKTeYJIePiH KEeHIM WbIFybIHA
bIHTAJAHABIPATBIHBIH OasHAANIBI.

«YMiT coyJsieci» dhumbMiHeri Kerinkep
OeriHeciHin TpaHchopMalMsaChl OHbIH
{LLIKi 2K9HE CBIPTKbI e3repicrepi KesiHie
aHbIK Oarikasianbl. bys eH anubiven iiki
aJ1eMiHzeri KypecTe KepiHic Tabajibl.
Bacrankpiia o1 KHbIHABIKTAp MeH KyJliKKe

TOJIbI 2KaFnanaapra Kesiresi. CaHacbiHaFbl
KeZleprijiep/li XKeHy apKblJibl KeHdinKep e3iHiH,
LIbIHAKBI 8JICYETiH allla/ibl 2KoHe asiblHa
KOWFaH MaKcaTbiHa xKeTefli. by ik »keHic
OHBIH 63iH KabObl11aybl MEH CEHiMiHE YJIKEeH
acep eTefi.

Kefiinkepin (bngnxaﬂblx
MYMKiHIIKTepiHiH [IeKTeyJi 60Tybl —
OHbIH, OMipiHAeri HeTi3ri CbIHAKTAP/IbIH
6ipi. Anaiina o 6yraH KapamacTaH, 63
MakcaTblHa xKeTyre Thipbicapl. Tek iliki
JlyHHeCiHJIeri FaHa eMec, COHbIMEH 6ipre
OHbBIH, (PM3UKAJBIK TPaHCHOPMALIUSCHI
J1a MaHbI3/bl. COHABIKTAH Kelinkep
LIBIIAM/IBLIBIFbl MEH €HOEKKOPJIbIFbI
ApKbIJbl (PU3UKAJIBIK ILIEKTEYep/li eHcepyTe
ThIpbICA/IbI.

Keftinkepin TpaHcopMaliusicbl OHbIH,
allHaJIaCbIHAFbl alaMAAPMEH KapbIM-
KaTblHAChIHAH Jia GaiiKaJajibl. by 6acka
ajlamjapMeH, acipece, »KaKblHAapbIMeH
TBHIFbI3 KApbIM-KaTbIHAC OpHATybIHA ceberni
6ostaapl. As1 0g1 03 Keserinie Kopliuaran
opTaHbIH JIa AKXKOJIFa JlereH Ko3KapachlH
e3repTei.

Ke#iinkepiH itiki Tpanchopmaisicbl
OHbIH, PYXaHU yHUECiHIeri o3repicTepi
Jie KaMTHbl. Byt onbiH emipaiH 6acka
Jla KbIpJIapblH KailTa KapacTblpyblHa,
KO3KapacChlHbIH, 63repyiHe biKaJj eTeli.
Tpancdopmanms puabMHiH Heriari
CIO’KETIMEH TbIFbI3 OalJIaHBICTDI KOHE
KeHiNKepiH emipyeri earepicrepre
UKEM/CHYIH, LEKTeyJIeP/i eHCepyiH
JKOHE 63 MaKCcaTbIiHA XKETY »KOJIbIHAAFbI
TabaH/blIbIFbIH KOpCeTe/l].

Conbimen «Kam6bin1. Kana noyip»
(brIIbMiHJIE Ka3aKThIH, YJIbl aKbIHbI YKaMObL1
JKabaeBTbiH KEHECTIK H1e0J0TUSIMEH
Kypeci koHe OCbl KypeC apKbL/JIbl OHbIH,
TYJIFAJIBIK TPaHCHOPMALHSCHl KOPCETIME.
Dusbmae YKamObLIIbIH MiHe3- KyJIKbIHAAFbI
63repicTep OHbIH, LILIFAPMALIBLIBLIK
epKiHJiriH cakrayra 6arbiTTa a/bl.

An «HabGat onepatiusicbl» QujbMinje
KeHinmKepJepIiH TYJFaIbIK OOJMBICBIHIAFbI
earepictep apKblJibl 0J1ap/iblH OATbIJIABIFbI
MeH afiaMrepiiifiri kepcetineni. byn
dhusnbMIe KayinTi xkaraaiiiapaa anamu
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KAacHeTTep/liH KaJslail allblIaThIHbI
3epTTedeli.

«Bayblpbina cany» dusbminae
Epcyaran ecimai keddinkepin or6acbimen
KapbIM-KaTbIHAChl OasiH1aJIa/bl 2KoHe
«OayblpblHA CaJy» JI9CTYPi apKblJ/bl
0TOACBHINBIK KYH/IBIIBIKTap/bl 2KaHALa
TYPFbIIaH KapacThlpyra MyMKiH[iK Oepei.
An «Bpatbsi» hubMiHe XKac KIriTTiH
KBIJIMBICTBIK 9peKeTTepAeH Oac TapThI,
©3iHiH TYIIKi MAKCaTbIH i3/1eyiHe MOH
Oepineti. MopaJibIbIK KoHe pyXaHH J1amy
JKOJIBI KOPCETIJiM, KeHiNKep/liH i3/1eHici
apKblJIbl ilIKi ©3repictepi auibliazbl. Kegeci
«OT1» husbMinae KYHAEIKTI TYpPMbIC
KHBIH/IBIKTapblHA KapaMacTaH, oTOackiHa
KaMKop 60J1y/ibl MakcaT eTkeH To/IMKTiH
ChIPTKbI 2KOHE iLIKi KHbIH/BIKTAP/IbI
eHcepyi kepinic TankaH. OHbIH eMipiH/eri
e3repicTep apKbl/ibl OYTiHTi TaHAaFbl 0TOACH
aJIbIHJAFbI XKayarKepLijiK TaKblPblObl
KapacThIpbIIab.

«YMiT coysieci» huIbMI ilIKi KyTiKTEp
MEH ChIPTKbBI KUBIHABIKTAP/Ib! 2KEHYTe
KirepJsenaipeni. bactel keflinkep e3-e3in
JKeHiN, TabaHIbIIbIK KOPCeTyi HOTHXKECiH1e
JKaHa MYMKiHJiKTepre ne 60JIbII, MypaT-
MaKcaTbIHa KeTyre TaJbIHA/bI.

HaTtuxenep

CoHbIMeH MaKaJ/aja xKorapblia
KapacThblpblIFaH (GUIBMIEP TypaJbl
TaJIAay/blH HOTHKeJIepi MEH bIKNaJbIHa
TOKTaslalbIK. OpOip GuabM KelinkepJepiin
TYJIFAJIBIK KOHE SMOLMAJBIK TYPFbIAAFbI
JIAMYbIH KOPCeTY apKblJibl iLIKi
TpaHchopMalys MacesieciH TepeHipek
awazpl. Mbicadbl, «)Kambbut. JKana noyip»
MeH «BaybipbiHa cany» huabMIepinae
KeHinKepJep A9CTypJli KYHAbIBIKTAp MEH
JKaHa aJIEYMETTIK KaFaiaap apacblnia
Tere-TeH/iK TabyFa Thlipbicajibl. by
OJIap/bIH, OMIPJIiK KO3KAPACTAPbIHbIH,
©3repyiHe yKoHe JaMyblHa bIKNaJ eTe/l.
DunbMaep KoramMaarbl 63eKTi
QJIEYMETTIK MaceJIesIepi KO3Farl, MaHbl3/1bl
cypakrapra »xkayarn isneini. « Habar
ornepauysicbl» (hUIbMiHIE Kayircisuik nex

oK Macesiesiepi, «OT» pusbMiHIe
9KOHOMHUKAJIbIK KHbIHIABIKTap MeH 0TOAachl
aJl/IbIHIAFbl XKayarnkepLiiK TaKblPbINTaphl
Ketepineni. bysn dpunbmuep apkelibl
3aMaHayH KoramJarbl TypJii KUbIHABIKTAP
MeH COJl KUbIHJbIKTapFa Tamn O0JiFaH Keke
alaAMHBIH MOPAJIBABIK, TTCHXOJOTHAJIBIK
JKaFaanbl, THIFBIPBIKTAH LIBIFYFa TaJbIHFaH
ic-apeketrepi Kopcerineni. Conbimen Gipre
VIATTBIK IOCTYPJIEP MEH 2KaHAUIBIIIABIKTBIH
yisiecim TaOybl KOFaMarbl MOJICHH
TYTAaCTbIKTbI HbIFAUTYFa bIKNaJ eTelli. by
MOJICHH KoHE KOPKEM/LIK KYHIbIIBIKTaPAbI
JKaHallla KapacThlpyra MYMKiH/K Gepeii.
JKorapbiia KapacTblpblira
usbme paiiH 6achbiM KO
XaJslblKapaJiblK KHHO(eCTHBAIbepre
KaTbIChII, KONTereH »KyJjere ne 6oJibl.
OpuHe Oy Ka3ak KHHOCBIHBIH dJIEMIIK
JIeHrefie »Korapbl 6arajaHaTbIHBIH 9pi
»KahaH/blK MOJIEHHET TeH OHep HapbIFbIHIA
©3iH/iK OpPHbI Oap €KEeHiH J/eJIeH L.
CoHbIMeH 3aMaHayH Kasak
KUHOCBI KeHinkepJep 6elHecinaeri
TpaHcdopmalns apKblIbl TEPEH OiiFa
JKeTeJIeH OThIPbIT, MaHbI3/Ibl 31€YMETTIK
JKOHE MOJICHH MaceJiesIep/li 3epTTeyre
VJIKeH yJiec Kocyna. by 6yrinri kazak
KHHeMaTorpaHsiChblHAAFbl XKaHa
LiblFapMallblIbIK i3/IeHiCTep MEH
(usbMIE pALiH KOPKEMILIK I€HIeHiHiH 2KOFaphl
CKEHiH alKblHAak/IbI.

Herisri TyXbipbiMaap

Maxkasiambizra apkay 60Jran puabMIE P
TaJiiay HeTisiHjae ToMeHeriieH Heriari
TY2KbIPBIMAAP 2KacaJlbl:

— KeHinkepJiepAiH SMOLUA/BIK 2KOHE
TICHXOJIOTHSJIBIK 2KaFIalbIH 9 PKHJIbI
KbIpbIHAH KapacTbipa OThIPbII, KONTereH
9JIEYMETTIK MaceJieiepai Kosraiabl. by
KeHinKepJepiH iluKi AyHUEeCiHiH e3repicin
LIbIHAKBI 9Pi TEPEH KOPCETYre MYMKIHIIK
oepai;

— OyriHri pUAbMIEpPIE YATTHIK
JI9CTYpJiep MEH 3aMaHayH TaKblpbITap/ablH
yistecimaigiri 6aiikananbt. by tacia
Ka3aK KHHOCBIHBIH MJICHH TYTACThIKThI



cakTal OTBIPBIT, YKaHA UesaapFa allblK
60J1ybIH KaMTaMachbl3 eTejli. MyHbIH

031 3CTETUKAJIbIK KOHE 9JIeYMETTIK
epeKLICIKTeP/IiH CaKTaJyblHa bIKIAJ eTe/L.

— MakaJsiaia KapacTblpblirat puabMIep
KA3aK KOFaMbIHAAFbl O3€KTi MaceJieiepii
TepeHiHeH 3epTTeyre Ha3ap ayaapTabl,
COHBbIH, ilLIiHe SKOHOMHKAJIbIK KHbIHIABIKTAP,
oT6aChUIbIK KaTblHACTap, T.6. CEKiI
TaKbIpbINTApFa Ha3ap ayjaapaipl.

— KeHinkepJiep 6eiHeciH alyaa
KOJUIAHBIFAH Tacuiep OYriHri Ka3ak
KHHOCBIHBIH KOKXKHETiH KEHEHTIIT, ThIH
HIbIFAapMalIbLIbIK i37IeHICTEPIiH Maiia
60J1ybIHA dCep eTTi.

CoHbIMeH GYTiHTT Ka3aK KHHOCBIHBIH,
AJIEYMETTIK, KOFAM/BIK TYpJli MaceJiesiep/i
TepeH 3epTTeyjleri MaHbl3bl 6T€ 30p.
MakaJsiana KapacTblpblIFaH COHFbI
JKBLJIAPBI TYCIPIINe€H OTAHABIK
KOPKeMCYPeTTi (DUJbMIED OCHIHBIH JdJ1ei
0oJica Kepek.

KopbITbiHADI

Kazak KMHOCBIHBIH, Ka3ipri Ke3eHJeri jamy
yaepici KopepMeH MeH MaMaH1apblH,
KbI3bIFYLIBIIBIFbIH TYAbIPATBIH MAaHBI3/bI
KyObl/ibicKa afiHanbl. CoHbIMeH 6ipre
XaJIbIKapaJiblK ICHreHIeri TaHbIMAJIABIFbI /14
apryza, 6yJ1 OTaHIbIK KHHeMaTorpad yliH
»KahaHJbIK MOJIEHU KEHICTIKTE 63 OPHbBIH
Tabyra MyMKiHiK 6epeTini coscis. Kenrteren
busbMzep LeTeNIiK KHHO(eCTHBabAEPie
JIAlbIKTbl GarasiaHblll, 2KOFapbl
Mapanatrapra ue 6oJiyna. by kaszak
KUHOCBIHBIH, 631HiK epeKLIeJiKTepi MeH
TYpJli TaKbIPbINTAP/Abl KAMTbII, KOPEpMeH
AyIUTOPUSICBIHBIH, bIKbIAChIHA He GOJTybIHA
KOJT alllaJibl.

ByriHri oTaHabIK KHHO 2KOFapblia
KapacThIPbIIFaH »KaHe TaFbl 1a 6acKa

KenTereH gpuabMaepaeri KedinkepJep
OeliHeci apKblIbl TYPJli ©3€KTi dJIeyMETTiK
MaceJiesiepre, Keke aJlaMHbIH TarblpblHa
Hasap aynapaabl. KefiinkepJ/epin iLki
»KoHe CBIPTKbI TpaHChOpMaLHsIChl
apKblJibl PUIBMJIED TepPEH, OiiFa XKeTesel
OTBIPBIT, MAHBI3/Ibl OMiPJIiK ChIHAKTaPAbIH
MOHiH alyra yMTbla1azbl. JKaMOblIIbIH,
LIblFAPMALLbLJIbIK €PKiHIK 2KOJIbIHAFbI
KypeciHeH OacTar, KbJIMBIC 9JIeMiHeH 0ac
TapThIl, OTOACBIMEH KAYbILIyFa HUET eTKeH
AKyKoJira JIedinri GapJibiK KerinkepJep
OipIKTipeTiH OpPTaK TaKbIPbIN — iLLIKi KaH
JIYHHECiHJIeTi Kypec, apraJibicTap apKbl/bl
03-03iH Tady, Kyll-xKirepre ue 60J1y KoHe
CBIPTKbI KbIChIMIAPFa Kapchl Typy. Kait
KeHinkepi ajcak Ta, 9pKaHChICBIHBIH,
OetiHeci os1ap eMip cypres (cypin »KaTkaH )
KOFAMHbIH XaJl-axyaJbIMeH ThIFbI3
OaiJlaHbICTa aLlIblIA/IbI.

KopebiTta Kesrenjie, 3amaHayM Kasak,
KHHOCBHI KOFaMZIaFbl 63repiCTepi 3epTTel
KaHa KolMal, »Keke alaMHbIH COJl
KOFam/laFbl OPHbIHA, IyHUETaHbIMbIHA,
KHBIHABIKTAPMEH KYPEC »KOJbIHAFHI iC-
9PEKeTTepi MEeH illKi »KaH AyHUeCiHAeri
earepicrepre, T.0. aca Ha3ap ayaapabl.
SIrHu »KOFapbiia KapacThlpblIran
(husIbMIE p/iH, GapPJIbIFBIHBIH HETi3ri
JIEUTMOTHUBI aJ1aM ?KoHE OHbIH TaFbIPbl
eKeHiHe Ky O0JIbII OThIPMbI3. OPOip
(husbMIe KeHinKep emip cypin xKaTkaH
Ke3eHHiH aTMocdepachl HIbIHAHbI
Oerinesienesi. by eH anibiMen Kellinkepaep
GetiHecinyieri Tpancopmalusimen
Jle ThbIFbI3 6alyiaHbICThl. SIFHH, KaHa
KeHinKepJep MeH TaKbIPbINTap/bl KAMTbIFaH
OVYTiHri Ka3ak KHHOCHI ThIH Haesap,
MOJIEHH KYH/IbIJIBIKTAp MEH 3aMaHay|
KO3KapacTapAblH CHHTe3iHe aliHaJIIbL.
Byrinri Kazak KHHOCBIHBIH, OChl €peKIlIeJIiri
JJIEMJIIK JIeHTrekijie MOUbIHIaybiHA Oip/ieH-
Oip ceGen OOJIBII OTLIP.
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KA3IPTI KA3AK KMHOCbBIHAAFbBI XXAHALWbINAbIK: KEMIMKEP BEMHECIHAETI TPAHC®OPMALNA

OmapoBs Anujer

Kaszaxckuit HaupoHa bLHBINH YHHBepeUTeT HeKyeeTB nMenn Kyson BaiicefiiToBoit
(Acrana, Kaszaxcrah)

MykymeBa Hasupa

Kaszaxckuil HanuoHabHbI yHHBepeuTeT HeKyceTB uMenn Kysow bBaiicefiiTooit
(Acrana, Kasaxcran)

HOBATOPCTBO B COBPEMEHHOM KA3AXCKOM KUHO: TPAHC®OPMAL U OBPA3ATEPOS

AHHoTaums. Kazaxckoe KUHOMCKYCCTBO MOCAEAHMX NIET NEPEXMBAET 3HAUUTENbHbIE TPAHCHOPMaLIUK,
OTpaXas aKTyasibHble COLMaNbHbIE, KYNbTYPHbIE U SMOLMOHA/bHbIE PEANMK, YTO NpOosBASEeTCs B 6onee
rny60KOM M MHOTOCNIOMHOM M306paXKEHUM HALLMOHANIbHOM KYNbTYPbl U COLManbHbIX Npobnem. B

CBSI3M C 3TUM KXKIblii HOBbIM DUNbM CTAHOBWUTCS BaXKHbIM MHCTPYMEHTOM B Nepefavye U3MEHEHUH,
NPOUCXOASALMX B OBLLECTBE, @ TAKXKE B KOHTEKCTE KYJIbTYPHbIX LLEHHOCTEN M aKTyasbHbIX TEM. ITO, B
CBOK OYepe[b, 0Ka3blBAET BAUSHUE HA 3BOJIIOLLMIO 06Pa3a repoes, YTo U SBNSETCS NPELMETOM LAHHOTO
uccnenosanus. Lienbto paboThbl sBnsieTcs aHanms TpaHchopmaLuum 06pasza reposi B COBPEMEHHOM
Ka3aXCTaHCKOM KMHO C aKLEHTOM Ha COLMANbHbIE U KYNBTYPHbIE aCMNeKTbl 3TUX U3MEHEHWIA. [1ns
LLOCTMXKEHMS MOCTABIEHHOW Lienu Obiv UCMOb30BaHbl METOAbI KOHTEHT-aHaNM3a, CPAaBHUTENbHOIO
aHanU3a, CUMBOJIMYECKOW MHTEPMPETALMU M TEKCTOBOTO aHanu3a. 9T METOAMKU NO3BOIMIM
BCECTOPOHHE U3Y4UTb U3MEHEHUS B XapaKTepe U COLMaNbHOW POSIM reposi B KOHTEKCTE COBPEMEHHbIX
Ka3axCTaHCKMX GunbMOB. MeToz TEKCTOBOrO aHanmn3a UCrnob30Bacs AJ1S BbISIBNEHUS 3HAUUTENbHbIX
M3MEHEHUIA B IMYHOCTHbIX XapakKTEPUCTUKAX repoeB, a Takxke A8 aHanmn3a ux CBSI3M C COLManbHO-
KYJIbTYPHbIMU TEHAEHLMSMU, XapaKTEPHbIMU A1 AaHHOTO nepuosa. C moMOLLbH BU3YabHOM
CEMMUOTUKM Bblna NpoaHanM3MpoBaHa CUMBOJIMYECKAS COCTaBAAOWAS GUIbMOB M €€ B3aUMOCBS3b C UX
CoZepKaTeNbHOWM OCHOBOW. MICTOPUKO-KYNLTYPHbIM METOA, MO3BOWA BbIIBUTH OCOHEHHOCTH Ka3aXCKOro
KMHO B KOHTEKCTE r1106anbHbIX KUHEMATOrpauyeckmux TeHAEHUMI. B KauyecTBe 06bEKTOB UCCIEA0BAHMS
66111 BbIOpaHbl Takme GunbMbl, Kak «XKambbin. XXaHa aayip», «Onepaumns Habat», «baybipbiHa cany»,
«bpatbs», «OT» U «YMIT cayneci», KOTopble LEMOHCTPUPYIOT pa3Hoobpasve NoaXoL0B K M306paKeHU 0
repoeB U UX U3MEHEHUSM. B xoze aHann3a 6bino YCTaHOBEHO, YTO BHYTPEHHWUI MUP FEpOEB, UX
JIMYHOCTHbIE U MCUXONOTUHECKME XapPaKTEPUCTUKM HAMPSIMYHO CBSI3aHbl C COLMANbHBIMU U KYNBTYPHbIMU
npoLeccamu, NPOMCXoasALLMMK B 06LLecTBe. [EpOM COBPEMEHHOIO KAa3aXCKOTO KMHO C/YKaT OTPaXEHUEM
COLMAbHbIX Peasinii, ypOBHN B3aMMOLENCTBUS IMYHOCTM M OOLLECTBA, @ TAKKE MPOTUBOPEUMNIA MEXIY
TPaAMLMOHHBIMY LLEHHOCTSIMU M COBPEMEHHbIMU MAeanamu. MNonyyeHHble pe3ynbTaThl NoAYEPKUBAIOT
K/Ito4eBble acnekTbl TpaHChopMaLum 06pas3a repoeB B KOHTEKCTE U3MEHEHW, MPOUCXOASLLMX B
Ka3axcTaHCckoM obuiectse. MpakTnyeckas 3Ha4MMOCTb PaboThbl 3aKIOHAETCS B BOSMOXHOCTH A1
pa3paboTKM HOBbIX TBOPHECKMX KOHLIEMLUMI M 06pa3a repoes, YTO MOXET CNOCOHCTBOBATL AabHENLIEMY
Pa3BUTUIO Ka3axCTaHCKOro KnHematorpada.

Knioyessbie cnoea: Kazaxckoe KMHO, TPAHCHOPMaLLMS repOeB, CEMENHbIE LLEHHOCTU, COLLMAbHbIE
npo6neMbl, pa3BUTUE IMYHOCTH, HALLMOHAIbHbIE TPAAULLUM, KY/IbTYPHbIE HOBLLECTBA.

Ana yumupoearus: Omapos, Anunet u Mykywesa Ha3supa. «HoBaTopcTBO B COBpEMEHHOM Ka3axCKOM
KMHO: TpaHcdhopMauua obpasa reposy. Central Asian Journal of Art Studies, T.10,N21, 2025, c. 35-53, DOI:
10.47940/cajas.v10i1.965

bnazodapHocmu: ABTOpbI BbipaxkaeT 6iarogapHocTb peaakumnn «Central Asian Journal of Art Studies»
3a NOMOLLb B NMOAFOTOBKE CTATbU K NMy6AMKALMM, @ TAKKE aHOHUMHbBIM PELLEH3EHTAM 33 BHUMaHMWE U
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INNOVATION IN MODERN KAZAKH CINEMA: TRANSFORMATION OF CHARACTER
PORTRAYALS

Abstract. Kazakh cinema art of recent years is undergoing significant transformations, reflecting
current social, cultural and emotional realities, which manifests itself in a deeper and multilayered
depiction of national culture and social problems. That’s why, each new movie becomes an important
tool in conveying the changes in society, as well as in the context of cultural values and relevant
topics. This, in turn, has an impact on the evolution of the characters’ portrayal, which is the subject
of given research. The paper is aimed at analyzing the transformation of the character portrayal in
contemporary Kazakhstani cinema with a focus on the social and cultural aspects of these changes.
The methods like content analysis, comparative analysis, symbolic interpretation and textual analysis
were used to achieve the above-mentioned goal. These approaches allowed for comprehensive
research of changes in the character and social role of the character in the context of modern
Kazakhstani movies. The method of textual analysis was used to identify significant changes in the
personal attributes of the characters, as well as to analyze their relationship to the socio-cultural
trends of that period. Visual semiotics was used to analyze the symbolic component of the movies and
its relationship with their content basis. The historical and cultural method made it possible to identify
the peculiarities of Kazakh cinema in the context of global cinematographic trends. Such movies as
«Zhambyl. New Era», «Nabat» operation», «Bauyryna Salu», «Brothers», «Fire» and «Ray of Hope»,
which demonstrate the diversity of approaches to the portrayal of characters and their changes.
During the analysis it was found that the inner world of characters, their personal and psychological
characteristics are directly related to the social and cultural processes taking place in society.
Characters of modern Kazakh cinema serve as a reflection of social realities, the level of interaction
between the individual and society, as well as the contradictions between traditional values and
modern ideals. The obtained findings emphasize the key aspects of the transformation of character
portrayal in the context of changes in Kazakh society. Its practical significance lies in the potential
development of new creative concepts and the portrayal of characters, which can contribute to the
further development of Kazakh cinematography.

Keywords: Kazakh cinema, transformation of characters, family values, social problems, personality
development, national traditions, cultural innovations.
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JKAHPOBDbIE
IKCINHEPUMEHTDI:
MOKbIOMEHTAPH

KAK CUHTE3
XYAO)KECTBEHHOI'O U
JOKYMEHTAJIbHOI'O KUHO

Cas Omap', Bany PamasaHnoBa’®

!2Kasaxckasi HalloHasbHast akajaeMust iekyceers uM. TemupOeka YKyprenosa
(Anmarsl, Kazaxcran)

AHHOTauusA. MoKblOMEHTapw, Kak MHTEPAKTUBHbIN rMOpPUA UTPOBOrO U HEUFPOBOIO KMHO, UCCnenyeT
B3aVWMOAENCTBME PEaNlbHOCTU U BbIMbIC/IA, UMUTUPYS CTWUIIb LOKYMEHTaIbHOro hopMaTta 1 pa3BuBas
KpUTMYECKoe MbllneHue 3puteneid. OH He TOIbKO PackpbiBaeT GUKTUBHbIE WU CAaTUPUYECKUE UCTOPUM,
HO TaKXXe MCnosib3yeT HOpMy LLOKYMEHTANIbHOTO KUHO A5 COLMO-KY/IbTYPHOTO M MOJUTUYECKOTO
BbICKA3blBaHMS. AHA/IM3, OCHOBAHHbIM Ha Hay4YHbIX paboTax U HUNbMax AAHHOIO aHpPa, BbISBASET
pas/IMyHbIe TOYKM 3PEHUS HA ero Knaccudukaumio. MponcxoxaeHUe 1 TMNOAOTUS MOKbIOMEHTapU
BbI3bIBAET CMOPbI CPEAM CMELMANIUCTOB, @ €70 OLEHKA YC/IOXHSETCS Pa3MbITOM FPaHbl0 MeXAay
XYLOXECTBEHHbIM U LOKYMEHTA/IbHbIM: OHM aBTOPbI CYMTAIOT, YTO MOKbIOMEHTAPU SIBASIETCS CYOXKaHPOM
[LOKYMEHTaNbHOTO KMHO, APYIME — KaHPOM XY[0XKECTBEHHOIO KMHO.

McTopryeckmin aHanu3 AoKa3bIBAET, YTO HEKOTOPbIE MPUEMbI MOKbIOMEHTAPH, TAKME Kak aKTepckas
Urpa U MHCLLEHMPOBKA, UMEKT KOPHU B PaHHUX AOKYMEHTa/bHbIX GunbMax Ao u nocne 1926 roaa,
YTO pacKpblBAET MOKbOMEHTAPH Kak CaMOCTOSTENbHbINI aHp. [pOBOAMTCS KOMMAPaTUBHbINM aHanu3 c
LpYyrMMuU cyBkaHpaMu A,OKYMEHTANIbHOTO KMHO, C TaKMMU KaK pedeKCMBHOE LOKYMEHTaNbHOE KMHO U
[LOKYAPaMa, BbISIBNSOTCS KNOYEBbIE XapaKTEPUCTUKU MOKbIOMEHTApW. [oapOo6HbINM aHanu3 KybTOBbIX
(bUNbMOB M cepuanos, Takux Kak «HaHyk c CeBepay, «bopat», «Oducy», «Benbma 13 bnap: kypcosas ¢
TOrO CBETa®, PACKPbLIBAET €ro BAWSHWE Ha KUHOMHAYCTPUIO M MacCoBOE BOCMpUsTHE. B To BpeMs Kak
OTEYECTBEHHbIE MOMbITKM B 3TOM XaHpe NOoAYEPKMBAOT C/IOKHOCTM €r0 peanun3aLmu.

C nepBoro CBOEro 3apoXAeHUs A0 HACTOSLLEr0 BPEMEHU MOKbIOMEHTAPU YCMNeN 3HaUYUTENbHO
BMAOM3MEHUTBCS WM PACLUMPUTL CBOM MPaHULLb, CTaB OMNpeaeneHHo GopMoit KMHeMaTorpaguyeckoro
BbIPAXKEHMS, UCMONb3YEMOM B UIPOBBIX KaHPaX: OT KOMEAMM U ApaMbl 1O XOPPOpa U HIHTE3N.



Pe3ynbTaThl MCCNenoBaHUS HAaNpaBAeHbl HA MEPEOCMbICIEHUE MOKbIOMEHTAPU KaK CaMOCTOSTENbHOIO
M COBPEMEHHOTO XaHpa B KnHemaTorpade. [oHMMaHue BaXHbIX KPUTEPUEB U OTIIMUMIA MOKbIOMEHTaPK
MMEEeT 3HAaUMMOCTb A1 KUHOBEAOB M MPaKTUKOB KMHOMCKYCCTBA, 060rallas KUHeMaTorpaduyeckyto

TEOPUIO M MPAKTUKY.

Kntouesbie c108a: MOKbIOMEHTAPH, AOKYMEHTANIbHOE KUHO, XaHpbl, rMBpuaHbIe HOPMbI,

NceBAOLOKYMEHTANbHbINA PUIbM.

Ansa yumuposarus: Cas, OmMap 1 baHy PamMa3aHoBa. «)KaHpOBble 3KCMEPUMEHTbI: MOKbIOMEHTAPU KaK
CMHTE3 XYL0XXEeCTBEHHOMO M AOKYMEHTanbHOro knHox». Central Asian Journal of Art Studies, T. 10, N1, 2025,

c.54-75,D0I: 10.47940/cajas.v10i1.854
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BeepeHue

( : OBpPEeMEHHbIN K1uHeMaTorpad
NpeAcTaB/IsgeT COO0H IMHAMHUHYIO

00J1acTh, B KOTOPOH aKTHBHO
B3aUMOJIEHCTBYIOT U TPAHCHOPMHUPYIOTCS
pasyinyHbIE KAHPbI U Xy/102KECTBEHHbIE
npuémbl. OHUM K3 Haubosee
npUMeyaTebHbIX TPUMEPOB TAKOTO
B3aUMOJIEHCTBHUS SIBJISIETCS MOKbIOMEHTAPH,
NpeJCTaBJSIONIMN COO0H CHHTETHYECKYIO
dhopmy KnHemarorpada, coueTarolyio
3JIEMEHTBI JIOKyMEHTAJIbHOTO
XYI07K€CTBEHHOTO KHHO.

Tepmun «mockumentary»
(anri. mockumentary, ot to mock
- «IIOJUIeJIbIBATB», U3/1€BATLCA» U
documentary - «JI0KyMeHTaJLHbIH» )
- TEPMUH, BBEJIEHHBIH B 0OMXOJ MOCJIe
Bbixona usibma «This is Spinal Tap»
(pex. Po6 Paiinep, 1984 ) u nocturumii
cBoero nuka B cepennte 1980-x ronos,
— €ro UCTOpHsl UMeeT OoJiee ryOoKue
KopHu. OH 06pa3oBaH OT coueTaHus CJI0B
«mock» (mapoaupoBatb, HMUTHPOBATB )
1 «documentary» (JIoKyMeHTaJ/IbHbIH
(bUIbM ), UTO OTpazKaeT CyLIHOCTh XKaHpa,
CTPEMSILLIETOCsT K CO3/IaHHI0 HILTIO3UH
JIOKYMEHTAJIbHOCTH TPH MOJHOM OTCYTCTBUH
dakTtuueckoit foctoBeproct. [lepBbie
MPUMeEPbI UCMOIb30BAHUS TAHHOTO
(opmara B KHHO BCTPEYatOTCsl 3a/10/110

J10 €ro OULHAIBHOTO 3aKperJeHHs
B cepeanHe XX Beka, HO MaccoBoe
npusHaHue oH noJyuusi B 1980-x rozax,
C Pa3BUTHEM JIOKYMEHTAJIbHBIX TPAAHLIUH
B XyJ102keCcTBEeHHOM KHHO (Pocko u XailT,
2001; Keckun, 2021).

MokbloMeHTapH NOSIBUJICS Kak
HEKHH «OTBET» Ha MOJIEJNbHYIO
JIOKYMEHTAJIMCTHKY W MpeJCTaBsieT coO0H
(hopMy 3KCIEepUMEHTANILHOTO KHHO, B
KOTOPOH 3/1€MEHThI JOKyMEHTaJIbHOTO
CTHJISI TTOBECTBOBAHHUS CMELLIMBAIOTCS C
BbIMBILIJIEHHBIMH CLIEHAPUSIMH, CO3/1aBast
TMIPH 9TOM >KaHPOBBIA TMOPHJL IBYX, Ka3aJ10Ch
6bl, pagHbIX oTpacyell kKnuemaTorpada.
«JIBaguaTblil BeK paBaJl JJist 9TOro
6eCKOHEeYHOe MHOXKECTBO MOBOJIOB.
3HameHuTble oTorpaduu U3 ropsunx
TOUYEK OKa3bIBaJMCh OCTAHOBKAMH.
Jyuepasnupaioniiyie 1HeBHUKH GexKeHIIEB
COUYMHSIJIUCH OT a J10 51 B yloTe Oyp2Kya3HbIX
kBaptup. Panbcudukaius crana
NPUBBLIUHBIM siBJeHueM. Tpamuuuonnas
KapThHa Mupa OoJiee HeHaexKHa. HesoBeky
TPHULLIOCH CBBIKHYTbCS C TEM, UTO HEJIb3s1
BEPHUTb CBOMM YIIaM (C MOSIBJIEHHEM Pajiio),
MOTOM — YTO CBOUM IJ1a3aM (C pa3aBUTHEM
KHHO U TeJieBUIeH s )» (3e/NbBUHCKUE 1 ).

MoKbloMeHTapu — 3TO UJIbM,
CO3/IaHHbI B CTHJIE JIOKYMEHTAJbHOTO
(husbMa, HO OCHOBAHHBIN HA
Xy/I0?KECTBEHHOM CIO2KeTe 3apaHee
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HarMCaHHOTO BHIMBIIIIEHHOTO
clieHapusi. B 6osbLIMHCTBE C/lyyaeB
MCeBIOJ0KYMEHTA bHbIE (DUIBMBbI
MPEJCTaBJ/SIOT CBOIO TEMY B
caTupuyeckoM csete. MHorue Gu/ibMbl
MOKbIOMEHTAPH MPEACTABJSIIOT COO0N
KOMEJIMH B CTHJIE HMITPOBHU3ALNH, H

UX aBTOPBI 00BIYHO paboTaloT 1Mo 06e
CTOPOHbBI KAMEPbI B KaueCTBE aKTEPOB,
nucareneil u/unn pexxuccépos. [asnas
1eJsb — MOJIEPKUBATh HJTIO3UIO
JIOKyMEHTaJbHOCTH, MPECTaBJIsIS
BBLIMbIIIIJIEHHbIE COOBITHS, TEPCOHAXKEH U
MHPbI B pOpME JTOKYMEHTAJbHOTO CTHJIS U
Urpast ¢ 0XKUAAHUSIMU 3PUTEIS.

HecwmoTpsi Ha To, 4TO MOKbIOMEHTapH
4acTo aCCOUMUPYIOT C CATHPOH U Mapoued,
B TOM YHCJIE U3-3a €T0 MOMyJISIPHOCTH
Cpey TeJIEeBU3MOHHBIX 1110Y, TAKHX KaK
«Oduc» (2005-2013) nnm «ITapku u
3oHbl otabixa» (2009-2015), on nmeer
»KaHpoBoe pazHoobpasue — OT KOMeIHH
1 JIpambl JI0 Xoppopa H (paHTaCTHKH.
Onnako TesneBU3HOHHAs popma
MCEBIOJ0KYMEHTAbHBIX (DHIBMOB OOBIYHO
MIHOPHPYET COLUAJIBbHO-TTOJIHTHYECKYIO HJIH
YKAHPOBYIO KPUTHKY, COCPEIOTOUMBIINCH
Ha pa3BJievyeHHsIX, KOTOpble HaYaJIu
nosiBaAThest ¢ 1980-x rogos. OTcyTcTBHE
KPUTHKH MOMeLIANo IOCTHKEHHUIO OJIHOH
3 IVIaBHBIX 1leJ1el XKaHpa, c/eloBaTe bHO,
CTPYKTYPHO H3MEHWJIO ero. AKorJy
YTBEPKIaJ, YTO MOKbIOMEHTapH — 3TO
napasutapHasi hopma MNoBeCTBOBAHMS,
KOTOpasi MUTaeTcst IOKYMeHTa/lbHbIMU
U Xy/10?KECTBEHHBIMH MIPOU3BEIEHUSIMU
(Axoray 56). Pocko 1 XailT He onpesesisiioT
MOKbIOMEHTapH Kak BHJL IOKYMEHTaJIbHOIO
KHHO, HO B paMKaxX CBO€H KJacCH(pUKaluu
OHM BBIIEJSIOT /1B BUIA: TOKyApaMy U
pechieKCHBHOE JIOKyMeHTaIbHOE KHHO
(Pocko u Xaiir 81-97).

C 3To#l TOUKH 3pEHHUST Mbl
COCPEIOTOYMMCS [VIaBHBIM 00pa3om
Ha hopMe U CTPYKType cybrKaHpa B
KOHTeKCTe KHHeMaTorpaduueckoi (hopmbl
XY/102KECTBEHHOT0 (PUJIbMA C LIeJIbI0 YeTKOTO
Bbl/IeJIeHHST 0COOEHHOCTENH MOKbIOMEHTAPU
B OTJIMUHE OT pehIeKCHBHOTO

JIOKYMEHTaJIbHOTO KHHO U JIOKY/IPaMBbl,
a TaKKe /151 U3y4eHHUsl MOC/IeIHUX
M3MEeHEHUH 1 PA3BUTHsI B JAHHOM XKaHPOBOM
HarpaBJIeHNH.

Ha ceropusininuii nenb cratyc
MOKbIOMEHTApH B KHHEMATOrpaduuecKoi
KJIacCU(PUKALIMK OCTAETCs MPeIMETOM
Hay4YHBIX IUCKyCCHI. XOTSl HEKOTOpbIE
MCC/Ie/IoBATe/IH PACCMATPUBAIOT
€r0 MCKJTIOUUTEbHO KaK CyOxKaHp
JIOKyMEHTaJIbHOTO KWHO, IpyTrHe
CKJIOHHBI HHTEPIIPETUPOBATD €0 KaK
CaMOCTOSITEJIbHYIO KUHEMATOTrpauuecKyto
hopmy, o6saaIolILyI0 YHHKAJIbHBIMU
HApPATUBHLIMU U CTUJIMCTHUECKUMH
xapakrepuctukamu (JIe6oy, 2006).

B nacrosiiem uceneoBanmu
paccMaTpUBaeTCst POUCXOXKIIEHHE
MOKBIOMEHTAPH U €0 SBOJIOLHS C 11EJbI0
6oJiee TOYHOTO ONpeJie/ieHHsl ero Mecra B
YKaAHPOBOH CHCTEMEe KMHOUCKYCCTBA.

Ananna oxBaTbIBaeT pas/MuHble aCeKThl
»KaHpa, HauMHasi ¢ HCTOPHYECKOTO Pa3BUTHS
1 3aKaHUYUBAsi COBPEMEHHbBIMU TEHIEHIIUSIMU
€ro CTHUJIM3AIMH U (DyHKIIHOHAJIBLHOTO
ncrnosbaoBanust. Ocoboe BHUMaHHe
YIEJISIeTCS HCCJIEI0BAHUIO MOKbIOMEHTAPH
KaK He TOJIbKO KuHemMaTorpathuieckoro, HO
1 KyJIbTYpHOTO (heHOMeHa, BKJII0YaIoIero
B ce6sl MOJIHOMETPayKHbIe «TIPAHKH» U
pasiuuHble GOPMbI PO3BITPbILIEH HAJl
ayJINTOPHEH, 4TO JIeIaeT ero HHCTPYMEHTOM
BO3/IEMCTBUSI HA MACCOBOE BOCIIPUSITHE H
MearanoTpebaeHue.

Kpome Toro, B pamkax uceJienoBanus
MPOBOJIUTCS CPABHUTEJIbHbIN aHAJIN3
KJIOUEBBIX (PUIBMOB »KaHpa, TaKUX Kak
«Hanyk ¢ Ceepa» (1922) pexxuccépa
Po6ept ®aaspru, «bopar» (2006)
pexkuccepa Jlappu Hapabsa, «Benpma
u3 busp: Kypcosas ¢ toro ceeta» (1999)
pexxuccepa snusn Mafipuk u dayapuio
Canuec.

MeTtoabl

B pamkax HacTosilero uceae10BaHus
OblJ1 TPOBEEH KOMITJIEKCHBII aHa/IU3
Hay4HOM JIUTEepaTypbl, NOCBSLLEHHON KAHPY



MOKbIOMEHTApH, a TaKKe JIeTaJbHbIA pa3bop
KJII04€eBbIX (PUIIBMOB JIAHHOTO HAMPaBJIEHHS.
B xogne uccnenoBanus 6bl1 OCyLIECTBAEH
CHCTeMAaTHUeCKUI aHaJIH3 COBPEMEHHbBIX
Hay4HbIX pabOT, OCBEIAIOLIUX PA3JTHUHbIE
ACIeKTbl MOKbIOMEHTAPH, BKJIIOUasi €ro
YKaAHPOBbIE XapaKTe€PUCTHUKH, HCTOPHUECKYIO
9BOJIIOLMIO U BJIMSIHHE HA MACCOBYIO
KysbTypy. Oco60e BHUMaHKE yIesia0Ch
TPy/aM TaKuX uccaenoBaresieit, Kak Pocko,
JIx., u Xanr, K. (2001). « MokblomeHTapu:
[IceBn010KYMeHTAIUCTHKA U TTOJIPbIB
daxryanabHoctu», Hukose, B. (2017).
«BBezenne B 10KyMeHTa/IbHOE KHHO»,
Jle6oy, A. (2006). «Hrto umeHHO
danbcuduimpyercs? MianeparebeTBo

HaJl IOKYMEHTAJIMCTHKON », a TaKxKe
COBPEMEHHBIM MyOJIMKALHSIM,
MOCBSIIEHHBIM BJHSHUIO MOKbIOMEHTApH
Ha BOCIIPUSITHE 3pUTEJIEH U pa3BUTHE
JIOKyMEHTaJIbHOTO KMHO. Dbl poBeiéH
JIeTa/IbHbIN Pa3bop KIOUEBbIX PUIBMOB H
TeJIEBU3UOHHBIX TPOEKTOB, OTHOCSLIUXCS K
»KaHPy MOKbIOMEHTapH, TaKUX Kak « Hanyk
¢ Cesepa», «bopat», «Ocduc», «3abbiTble
KMHOJIEHTBI» U «Benpma u3 basp:
KypcoBast ¢ Toro cBeta». AHasu3 BK/OUasl
M3yueHHe CTPYKTYPHBIX, CTHIUCTHUECKUX

1 HappaTHBHBIX 0COGEHHOCTEH ITHX
MPOU3BEIEHHUH C 11eJIbIO BbISIBJIEHUS
XapaKTepPHBIX UEPT MOKbIOMEHTAPH.
Oco60e BHUMaHHE ObIIIO y/IeIeHO PAHHUM
npuMepaM IceB0JI0KYMEHTAIbHOTO

KMHO U TpaHChOopMalliy KaHpa B
KOHTEKCTe H3MeHEHH Menarnen3axa.
CpaBHUTEbHBII aHAJIH3 TPOBOUIICS

B OTHOLLEHHH JIPYTHX MOPKAHPOB
JIOKyMEHTaJIbHOrO KMHO, TaKHX

KaK JIOKyJipaMa u peJieKCHBHOe
JIOKYMEHTaJIbHOE KHHO, C 11eJIbI0 BbISIBJICHHS
KJTIOUEBBIX U Qe peHIHPYIOLIHIX
XapaKTepUCTHK MOKbloMeHTapH. Takoi
TOJIXOJL TO3BOJIHJI OMIPE/IEIUTh CTENeHb
ABTOHOMHOCTH MOKbIOMEHTAPH U €ro
»KaHpOBble rpaHulbl. Takum o6pasom,
HacTosillee UCCIeI0BaHHE OTTHPAETCs

Ha MHOT0ACMEKTHbIH MOJIXO/L K aHAJIU3Y
MOKbIOMEHTAPH, UTO M03BOJISIET
paccMaTpUBaTDh €ro Kak CaMOCTOSITE/IbHbIN

(heHOMEH B KOHTEKCTe COBPEMEHHOTO
KUHemarorpacda u MeMaKyJbTyphl.

Ouckyccusa

B nocsiennue rogbl MOKbIOMEHTapH
TpaHCPOPMHUPOBAJIOCH B 3aXBaThIBAIOLIHMH
JKaHp, KOTOPBIH OpocaeT BbI3OB
TPaJIMLIMOHHBIM TPAHHULLAM, OPraHUYHO
CoueTast 3JeMeHTbI KaK Xy/10?KECTBEHHOTO,
TaK M JIOKyMEHTaJbHOTO KHHO. DTOT

»KaHp He TOJbKO MapoaupyeT YCJAOBHOCTH
JIOKYMEHTaJIbHOHN 9CTETHKH, HO U
MHTErpupyeT MoBeCcTBOBATE/IbHbIE TPUEMBI,
00bIYHO BCTPEUaloLIHecs: B HTPOBOM

kuHO. [TockosibKy aynuTopust CTaHOBUTCS
BCé OoJiee MOJAKOBAHHON B MOTPebJIeHUH
MeJina, MOKbIOMEHTapH BOBJIEKaeT eé
yepes yHHKa/lbHOe B3aUMOJIeHCTBHE
MOJVIMHHOCTH M BbIMbIC/IA, TOOY2K/1as1
3puTesieil yCOMHUTBCS B IPUPOJIE
peasibHOCTH, H300paKEHHOH Ha SKpaHe
(Koncrautuuuny u np., 2019). Mcnonbays
3HAKOMbI€ MPUEMBbI IOKYMEHTATbHOTO
KHHO — TaKHe Kak HHTEPBbIO, apXUBHbIE
KaJipbl U peaJjibHble 06CTOSATENbCTBA —
MOKbIOMEHTApH CO31aI0T BbIMbILIJIEHHbIE
CLIEHAPHUH U TTIEPCOHANKH, UTO CJYHKHUT
KPHUTHYECKMM KOMMEHTapHeM o crocobax
MaHUITYJISILUK TTPABAOH U BBIMBICJIOM.
Taxkum o6pazom, MoKblOMeHTapH TpebyeT
M3y4eHHsl ero IBOHHON HIEHTHYHOCTH,
pacKpbiBasi, Kak OH OTpaxaeT U (opMUPyeT
coBpeMeHHble 00111eCTBEHHbIE HAPPATHBbI
MOCPEJICTBOM CJIUSTHUS (DAKTHUECKOTO
npeacTaBaeHust i BOOOpaxKaeMoro
nopectBoBaHust KoHcTaHTUHUTY

1 1p., 2019). Uto6bl NOHATH CyTh

»KaHpa MOKbIOMEHTapH, HeOOXOIMMO
paszoOpaTbes B €ro IBOMHON MpUpOJe,
MCKYCHO MepernJieTatoulell aJieMeHTbl Kak
JIOKYMEHTAJIbHOTO, TaK U XyJ102KECTBEHHOTO
KUHO. JKaHp napojaupyeT TpajMilHOHHbIE
YCJOBHOCTH JIOKYMEHTa/bHOM POpMBl,
MCIOJIb3Ysl CTUJUCTHYECKUI MOJIXO],
KOTOPBIH MpefcTaBseT pabpuKoBaHHbIE
MOBECTBOBAHHUS KaK MOJJIHHHYIO

npasy. TOT METOJL BbI3bIBAET IOMOP U
noOy:Ka1aeT KPUTHIECKU PA3MBbILLISTh
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0 TIPUPOJIE perpe3eHTal|t, OcrapuBas
MOJVIMHHOCTb 3a(PMKCHPOBAHHBIX COOBITHH.
CoBpemeHHast HayKa MoYePKUBAET POJib
MOKbIOMEHTAPH, BBIXOAALILYIO 32 PAMKH
MPOCTOro pa3BJjievyeHH s, MO3ULUOHUPYS €€
KaK CpeJICTBO, KOTopoe uccieyet GoJiee
riryOoKHe 00LLeCTBeHHbIe TPOOJIeMbl
1 noOy>KIaeT 3puTeJsieii mepecMoTpeThb
CBOM OTHOLLEHHUS C MEIMHHBIMU
noBecTBOBaHUsIMU. Kpome Toro, oHa
BBLICTPaUBAeT AUCKYPC O HAIeXKHOCTH
peripeseHTalyil, KOTOpPbIe MOAUEPKUBAIOT
1aTKHe TPaHUIIbl MEXKITY (PaKToM
BbIMBICJIOM, TEM CaMbIM BOBJIE€Kast
ayJIMTOPHIO KaK B KOMEJIUIO, TaK U B
kputuky( Koncrantuuuny u ap., 2019).
«Hanyk ¢ CeBepa» Pobepra ®aasptu
(1922) mpoko cuuraeTcst nepBbiM
MOJIHOMETPAXKHBIM TOKYMEHTaJIbHBIM
(uIbLMOM, MpeyiararlliiM HHTUMHOE
1300paKeHne OXOTHUKA-UHYHTa
M €70 CEMbH, XKHMBYIIIHX B CYPOBBIX
YCJIOBUSIX KaHA/ICKOH APKTHKH.
Hecwmotps Ha penyTalinio HOBaTOPCKOTo
JIOKYMEHTaJIbHOTO (DUJIbMa, MOCTAHOBOUYHBIE
3JIEMEHTbl H CKOHCTPYHPOBAHHbIE
clieHbl TpeOyIOT KPUTHYECKOTO aHa/I1M3a
OTHOCHTEJILHO €T'0 JIESTHTUMHOCTH
KaK JJOKyMEHTaJIbHOrO (prJibMa U ero
noTeHIMaJ/a KaK paHHero rnpeuiecTBeHHUKA
»KaHpa MokbloMeHTapH. Takue yuénble,
kak Pacces (HoBefilme necienobanus,
1999) u Yuncron (Kputnka dopmbi,
1995), mpoko o6CyKnanu pasmbiThie
TPaHULLbl MEXK]Ty IOKYMEHTaJIbHbIM H
XyJ107KeCTBEHHBIM KUHO B paboTax PuaspTy,
npesrosaras, 4To MoBeCTBOBATE IbHAS
CTPYKTYpa (pu/bMa, IpamMmaTu3upoBaHHble
CLIeHapUM M MAHUIYJISLIHH C MOAJIUHHOCTBIO
nepekIMKaioTcs ¢ 6oJiee MO3HUMH
YCJOBHOCTSIMM MOKbIOMEHTaPH.
TBopueckue petienust Paaspt B
«Hanyke ¢ CeBepa» BBIXOIAT 32 paAMKH
MPOCTOH IOKYMEHTALMH, TOCKOJIbKY OH
AKTHBHO BbICTPAWBAET MOBECTBOBAHUE /15T
YCHJIEHHST IPaMaTHIe€CKOTO BO3IEHCTBHS
cdunbma. OHUM U3 SIPKUX TPUMEPOB
SIBJISIETCS KYJIbTOBAs CLIEHA B UIJIY, B
KoTopoit Py1aspTH MOCTPOUT OTPOMHOE

UIJTy C OTKPBITOH CTOPOHOH, YTOOBI
pPas3MeCTHTb KPYIHOE W IPOMO3JIKOE
cbEMOUHOEe 060PY/I0BaHHE TOTO BPEMEHH.
[o cnoBam Hukosca (1991), sto pelenne
WJTIOCTPUPYET HHTEPBEHLIMOHUCTCKUI
MOJIXOJL PEKUCCEPA, OTAAIOLIETO TPUOPUTET
KHHOMATOrpauuecKol ICHOCTH 1
BM3yaJsIbHOMY [T0OBECTBOBAHHIO HaJl

TOUHBIM M300paXKEeHHEM KU3HU UHYHTOB.
PegysibTaToM sIBJISIeTCS BU3yaJIbHO sIpKast
ClleHa, IEMOHCTPUPYIOLLasi MOBCEHEBHYIO
»KU3Hb MHYUTOB, HO OIHOBPEMEHHO
packpbiBatolasi CKOHCTPYHPOBAHHYIO
NPUPOJLY IOKYMEHTaNBHOH (POPMBI.

Elle o1HUM K/It0YeBbIM PUMEPOM
MOBECTBOBATENLHON MAaHUTTYJISIIUH
siBaisieTcs u3oopaxkeHue Pyasptu
OXOTHWUBHX NpakTHK. B dunbme Hanyk
MoKa3aH ¢ KoMbeM, OXOTSLIMMCS Ha
TIOJICHS], UTO YCHJIMBaeT 06pa3 MHYHTOB KaK
MPUMHUTHBHBIX U HAXOMUMBBIX. O1HAKO HA
CaMoM JieJ1e OXOTHHK-MHYHT AslstakapuaJiiak
(koTopblit urpan Hanyka) ucriosnb3oBas
BUHTOBKY JI/151 OXOTbl. DTOT OCO3HAHHBIN
BbIOOP 3aMeHbl COBPEMEHHBIX TEXHOJOTHI
TPaJIMLIHOHHBIMU METOJIAMH COOTBETCTBYET
Xyl0:KecTBeHHOMY BUaeHHI0 PiaspTu
HETPOHYTOTO U 6J1arOPOHOTO apKTHYECKOTO
o6pasa KU3HHU, NPOTHBOpeUa pakTHIECKOH
JIOKYMEHTaJIbHOCTH. DTa MOKyMeHTapHast
MaHUITyJISLHIsT TPOBOLMPYET aHAJN3

pOJIM CO3/1aTEeIsl B CTPOUTEILCTBE,
Hecyluel coObITHI peasibHOCTH. Kak
ormeuaet bapuoy (1993), ato peteHne
OTpakaeT »KeJlaHHe pexKHcceépa MoCTPOUTh
Wiea u3upoBaHHoe MpeacTaB/eHre
«Hcye3arollero o6pasa JKU3HMU», a He UUCTO
HabJonaTe/bHbIH huibM. M3o6paxenne
DyaspTh IMHAMUKY CEMbH M TeHJIe PHBIX
podsieil B «Hanyke ¢ Ceepa» Takke

Mo 4E€PKUBAET CKOHCTPYMPOBAHHYIO
npupony usnbma. [lepconax »keHbl
Hanyka, HuJibl, ceirpada »kenuinna-
MHYHTKA, HE HMEIOLLasl POACTBEHHbIX
cBsizeil ¢ AJiakapuasiiakoM, 4To elné
6oJiblile TTOAYEPKUBAET BHIMBIIIIEHHBIE
3JIEMEHTBI, BIJIETEHHbIE B I0OBECTBOBAHHE
¢dusbma. [To cnoam Py6u (2000), stn
pereHust mogd€épkKuBatoT posib Priasptu



KaK KyJIbTypHOTO MOCPEIHUKA, KOTOPbIH
cTpeMusicsi chopMHUPOBATHL BOCTIPUSITHE
3pUTEJISIMH KU3HH HHYUTOB C MOMOLLbIO
TIIATENbHO MOA0OPAHHBIX ClieH. Pyou
(2000) yTBEp2KIa€ET, UTO TOCTAHOBOUHbIE
3J1eMEeHTbI (PUJIbMA MOJIPLIBAIOT €ro
MOJUIMHHOCTb KaK IOKYMEHTaIbHOTO
(busbMa, es1ast ero npeecTBEHHUKOM
MOKbIOMEHTapH NPUEMOB, KOHCTPYHPYIOLLIUX
BBLIMBILLJIEHHYIO PeasIbHOCTh, COXpaHsis

NPH 3TOM BUAUMOCTb HaOJII0aTeNLHOTO
kuHo. Takue yuénnie, kak Xaut (2008),
yTBepxatot, uto « Hanyk ¢ CeBepa»
MOKHO pacCMaTpUBaTh KaK paHHHH
npumep pedIeKCHBHOTO IOKYMEHTaIbHOTO
(usbMa, MOCKOJIbKY OH HerpeaHaMepeHHO
pa3o6JiauaeT HCKYCCTBEHHOCTh, JIeXKAlLyI0
B OCHOBeE ero cosjlaHusi. Hamepennoe
MaHUITyJIMpPOBaHKe peasibHOCTbio PyaspTu
JUIsl co3ianust 6oJiee yBJIeKaTe bHOTO
MIOBECTBOBAHHUS paCKpbIBaeT HEOTbeMJIEMOe
HarnpsizkeHue MeKIy MOJVIMHHOCTBIO U
MCKYCCTBEHHOCTBIO, HATpsizKeHHe, KOTOPOe
JICKUT B OCHOBE KaK JIOKYMEHTaJbHBbIX,

TaK U MOKbIOMEHTAPH TPaAULUK. DTO
Harpsi;keHue TOJIHUMaeT BOTIPOCHI O

poJin pexkuccepa Kak HabJtoaTesns 1
AKTHBHOTO y4aCTHHKA B (DOPMUPOBAHUH
pacckasbiBaeMo# Hctopun. Anasus Xarira
npejrnodsaraet, uto nojaxoja Gaasptu
npeaBellaeT UCcae10BaHue KAaHPOM
MOKBIOMEHTAPH TOJYIMHHOCTH, 0OMaHa

1 poJIM pexkrccepa B popMUPOBAHHH
BOCMPUHUMAEMOH peasibHOCTH. OTHUM U3
KJII0UY€BbIX MOCJAEICTBUI MOCTAHOBOYHOTO
peanuama «Hanyka ¢ Ceepa» sijsietcst
ero npeaBocxullleHue GoJee LHUPOKOro
JIUCKYypCa 0 MOCTPOEHHH peasibHOCTH B
KUHO — JIMCKypca, KOTOpbl# 1M03Ke OyaeT
M3y4eH MOCPENCTBOM TaKHUX ABHKEHHH,

Kak cinéma vérité. [To mepe passurus
JIOKYMEHTaJIbHOIO KUHOTIPOU3BOJICTBA 3TO
HarnpsizkeHue CTal0 LeHTPaNbHbIM (POKYCOM
JUIS1 OCJIETYIOLIMX HANPABJIEHUH, TAKUX KaK
cinéma vérité, KoTopoe BO3HUKJIO B KOHLIE
1950-X ro1oB ¢ aKLEHTOM Ha 3aledar/ieHue
HernpHuyKpalleHHOH peasbHOCTH. Takue
pexkuccepsl, kak yKan Py, oterausanu
NpUHIUIBI cinéma vérité, mopuepkuBas

MOJUVIMHHOCTb € MOMOLLbIO TAKHX [TPHEMOB,
KaK pyuHast Kamepa, CHHXPOHHBbIH

3BYK U MHHHMaJ/IbHOE BMELIATe/IbCTBO
pexkuccepa. Llesblo 3Toro ABUKeHUs

ObLJI0 MepeaTh CA0KHOCTb PeasbHOH
JKHU3HH, NIPeJCTaB/Isisi COOBITHS 110 Mepe UX
Pa3BUTHSI, TEM CAMbIM CBOJISI K MUHUMYMY
MCKYCCTBEHHOCTb M MaHuMyJisituio. OHako,
HECMOTPsI Ha aKLEHT Ha 0O'beKTHBHOCTH,
cinéma vérité HuKora He MOT MOJIHOCTbHIO
n30exKaTh MPUCYILEHN MPOLECCy CO3MaHHUs
(OUJABMOB CYOBEKTHBHOCTH. DTOT

napajiokc — IoIbITKa 3aneyaTyieTb
peasibHOCTh, TPU3HABASI TIPH ITOM
MPUCYTCTBHE pexKUCccepa — CIYKHT
BaKHBIM MOCTOM MEXK/Yy TPAJAULIHOHHBIMU
JIOKYMEHTaJIbHBIMH MPAKTUKAMH U

6oJiee HTPUBBIMH, CAMOOCO3HAHHBIMH
UCC/IEIOBAHUSIMU, KOTOPblE MOXKHO HAUTH

B ’KaHpe MOKbloMeHTapH. B To Bpemsi Kak
cinéma vérité otnaeT NpUOPUTET MOUCKY
00'bEKTUBHOHU UCTUHBI, MOKbIOMEHTAPH
HaMepPeHHO UCIMOJb3YIOT (asbCudUKaIHIo
1 0OMaH, 4ToObl CO3aTh BUAUMOCTD
NOJVIHHHOCTH. [ TceBIOIOKYMEHTaNMCTHKH
NepeHUMaloT 3CTETHUECKHE CTPATErHH
cinéma vérité — Takue Kak pydHasi kKamepa,
MUMITPOBU3UPOBAHHBIH HAJIOT U METO/IbI
HabJIOJIeHUsT — YTOObBI CO3/1aTh OlLLyllIeHHE
peaJsiisMa, KOTopoe BOBJIEKAaeT 3pUTesiei
BO B3aUMO/IEHCTBHE BepPbl MU CKENTHLM3MA.
ATo npeHaMepeHHOe pa3MbIBaHHE
TpaHMLbl MEXKy PaBIOH U BBIMBICJIOM
NouePKUBAET HCKYCCTBEHHOCTD,
MPHUCYILLYIO BCEM OTIOCPEIOBAHHBIM
Npe/ICTaBJACHUSAM, IEMOHCTPUPYS, KaK
JIETKO MOKHO MaHHUIYJIMPOBATh ayIMTOpHei
C MOMOIIbIO BUIUMOCTH MOJIJIHHHOCTH
(Axcwmerikep, 2014). B pesysbrare
MOKbIOMEHTAPH He TOJIbKO CTABUT MO
COMHEHHE JIETHTHMHOCTb JIOKYMEHTaJbHOM
NPaB/bl, HO M CJIY2KUT KPUTHUECKUM
pasMbllIJIEHHEM O ITPUPOJIE TOBECTBOBAHUSI
1 IMHAMMKE BJIACTH MEXKJY peXKHUCCepaMu

1 ux oobekramu. [ogpaxkas ycrosiBuinmest
JIOKYMEHTaJIbHbIM PeKUMaM — TaKUM Kak
peXKUM HAOJMIOJIEHHST, KOTOPBIA HCMOJb3YET
MEePCHEeKTUBY «MyXH Ha CTEHE», UJIH PEXKUM
00bSICHEHUSI, OTMEUEHHbIH ABTOPUTETHBIM
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M0BECTBOBAHHEM — MOKbIOMEHTapH
KPUTHUKYET KyJIbTypHbIE HOPMBbI,
MEJIMHHYIO TTPAKTHKY M OOLIIECTBEHHbIE
CTPYKTYPbI. DTOT pedieKCUBHbIH MOJIXO]L
He TOJIbKO pa3BJieKaeT, HO U MoOyKIaeT
ayJIMTOPHIO YCOMHHUTBCS B ITPABAMBOCTH
1 00BEKTHBHOCTH, TPAJMLIMOHHO
MPUIUChIBAEMbIX IOKYMEHTANbHbIM Me1a
(Hukonc, 2010; Pocko u Xatit, 2001)
IBOJIIOLUS KAHPA MOKbIOMEHTapH BO
MHOTrOM 00s13aHa KJII0YeBbIM pexKuccépam,
KOTOpbIE YCIELIHO CMELIA/IH JIEMEHTDI
XY/107K€CTBEHHOTO KHHO M JIOKYMEHTaJIbHble
YCJIOBHOCTH, CO3/1aBast yHUKAJIbHbIE
noBecTBOBaTe/bHbIE (hopMbl. OHON
13 CaAMbIX BJIUSITENbHBIX PUTYD B 9TOM
OoTHollIeHUH siBjsieTcs: Po6 Paiinep, uei
¢duabm «This Is Spinal Tap» (1984) cran
OCHOBoIIOJ1aratouleil paboTo B XKaHpe
MOKbloMeHTapu. OuibM rnpeacraBJsier
coOOH caTUpHUECKOEe MOAPA’KAHUE POK-
JIOKYMEHTaJIbHOMY KaHpy M MOKa3bIBaeT,
KaK IoMOp, Napojiusi U caThpa MOTYT
6bITb 9((HEKTUBHO MCTOMb30BAHBI JIS1
MCCIIe/IOBAHUS KYJIbTYPHbBIX PeHOMEHOB.
Paiinep ucnoJsibayetT HeBO3MYTUMBIH CTHJIb,
PY4YHYIO ChE€MKY U HMIPOBH3UPOBAHHbIE
JIUAJIOTH, CO3/1aBast MILTIO3UIO PeaslbHOCTH,
KOTOpast SIBJISIeTCS] OIHOBPEMEHHO
KOMEIHUMHON U CAMOOCO3HAHHOM.
B ¢uabme Paiinep urpaet posib
BbIMbILLIJIEHHOTO pexkuccépa Maptu
Jubepku, KoTopblil npeacTaB/seT
MOBECTBOBaHUE KaK JIOKyMEeHTaJ/IbHbIH
(UJIbM O BBIMBILLLJIEHHONH GPUTAHCKON POK-
rpynne Spinal Tap, ornpasasioreiics B
Hey/layHblil amepuKaHckuit Typ. HauasnbHas
clieHa (UIbMa CO3/1aéT UITIO3HIO
MOJUIMHHOCTH, MPEJICTABJISAT HCKPEHHEee
oObsicHenue Jlubepmku ero nHtepeca
K IOKYMEHTHUPOBAHHIO MyTeLIeCTBUS
TpynIbl. DTOT NPUEM OTpaKaeT
cepbE3HbIA TOH U NPSIMOJIMHEHHOE
npejcTaBieHue, XapakTepHoe s
HACTOSILLMX IOKYMEHTA/bHbIX (DUIBMOB, YTO
3aKJ1a/IbIBAET OCHOBY /151 MOCJIe/ytoLLel
napoauu (Hukoac, 1991). Onun u3 cambix
3HAKOBBIX 3MH30/10B (hU/IbMA BKJIIOUAET
TJ1aHbl TPYMIIbI [0 CJI0KHOMY CLLEHHYECKOMY

MpeCcTaBAeHHIO C UCMOIb30BAHMEM MOJIEJH
CroynxenmKa. 13-3a HeorioHUMaHus
Mo/leJlb Obl/1a TIOCTPOEHA C BLICOTOH BCEro
18 n10fiMOB, YTO MPUBENIO K KOMHUECKH
pa3ouapoBbIBAIOLLEMY [TPECTaBJICHHIO.
ITOT 3MU30/1 NAPOAUPYET IPAHIMO3HOCTh

1 TeaTpasibHOCTh, XapaKTepHbIe /151 POK-
BBICTYTIJIEHUH, a TAKXKE TOUEPKUBAET
paspbiB MexKy aMOULUSIMU TPYIIbl U
a0CYpIHON PEAJIbHOCTBIO UX MIOJIOXKEHHS
(Xaitr, 2010). Ha npotszkenuu Bcero
(usbMa y4aCTHHKH TPYMIbl y4aCTBYIOT

B UHTEPBbIO, e 00CYKAAI0T CBOIO
Kapbepy, My3bIKaJbHbl€ BIUSHUS U JIMUHbIE
npo6Jiembl. HecmoTpsi Ha aGeypiHOCTD

UX 3aIBJIEHUH, UCKPEHHOCTh, C KOTOPOU
NPOBOJATCS STH HHTEPBBIO, CO31AET
ollylleHHe peasu3ma, nepekJ/nKatoleecs ¢
YCJOBHOCTSIMHM HACTOSILIMX JOKYMEHTaJIbHBIX
MHTEPBbIO. DTOT CTHIUCTHUECKUH

TMOJIXOJL pacKpbIBaeT 3a0J1yKI1eHH s

1 HEKOMITETEHTHOCTb MePCOHaKeH,
WJTIOCTPUPYS TEMATHKY Heylaud U pa3pbiBa
MEKJly BOCIIPUSITHEM U PE€asIbHOCTBIO
(Pocko un Xatit, 2001 ). MmnpoBusatmoHHsiit
XapakTep BBICTYIJICHUH 100aBJsieT
YPOBEHb CIIOHTAHHOCTH W MOAJHHHOCTH,
el GoJiblilie YCUIMBAsH MCEBAOPEATU3M
nosectBoBanus (Cakc, 1985). Pusbm
TaKxKe NapoupyeT poK-J10KyMeHTasbHble
tbunbMbl, Takue Kak «IlocienHui

Basibe» Mapruna Ckopcese (1978),
BbICMEHBAs U3JIULLIECTBA M MTOTBOPCTBO
CBOMM 2KeJIaHUSIM, YACTO aCCOLIUMPyeMble

C POK-H-POJUIBHBIM 00Pa3oM KH3HH
(Larryk, 1997). Mcnonb3oBanue

PYYHOH CbeMKH, OTKPOBEHHBIX KaIpoB

¥ €CTECTBEHHOr0 OCBELLEeHHS TOMOTraeT
busbMy yoeuTeIbHO HMHTHPOBATh
ICTETHKY HACTOSIIMX TOKYMEHTaJIbHbIX
duabmoB (Huxosice, 1994 ). B To Bpemst kak
TPaJMLIMOHHbIE IOKyMeHTaJbHble (PUIbMbI
4acTo (hOKYCHPYIOTCS HA TOBECTBOBAHUSX

o Tpuymde, Takue padotsl, Kak «This Is
Spinal Tap», noapbiBaloT 3Ty napajurmy,
M3BJIeKast OMOP U3 TeM HEKOMIETEHTHOCTH,
Heyzay U 0aHaJIbHOCTH MOBCEIHEBHOM
»kuznu. Komenuiinoe BosneicTeue dusibma
KOPEHHUTCS B IMCCOHAHCE MEXKIy MHUMOH



MIePCOHOM POK-3Be3/Ibl IPYIIIbI U UX
BCENPOHUKAIOLLEH HEKOMITETEHTHOCTbIO.
ITO IEMOHCTPUPYET CMOCOGHOCTD 2KaHpa
MOKbIOMEHTapH HUCI0JIb30BaTh MapOJIHI0
M CaTUPy B KauecTBe UHCTPYMEHTOB sl
KPUTHKH NPe06/1aaloinX KyJIbTypHbIX
HOPM U MeauanpakTuk (Pocko u Xawr,
2001). HoBatopcku#i noaxon Pafinepa
3aJ103KHJT OCHOBY JIJIS1 TTOCJIEYIOLIHMX
MCEeBI0I0KYMEHTANbHBIX (PUJIBMOB,
NPOJEMOHCTPUPOBAB MOTEHIHAJ CMELIEeHHS
ICTETHKHU JIOKYyMEHTAJIbHOTO KHHO C
BbIMbILLJIEHHBIMH [TOBECTBOBAHUSIMHU /151
TOr0, UTOOBI GPOCHTDH BbI3OB BOCIPUSTHIO
peasibHOCTH U TOJTMHHOCTH ayJAMTOPHH.
MokbloMeHTapH okasaJl r1y0oKoe
BJIMSIHUE Ha MOMyJspHYIo KyabTypy 1 CMU,
paspyliias pa3jniuus MexKIy peasbHOCTbIO 1
BBLIMBICJIOM W BOBJIEKAsl 3pUTeJ/Ieil HOBBIMU
1 NOZIPBIBHBIMHU criocobamu. Pa3mbiBast
TPaHUILIbl MEXKITY TOKYMEHTaJbHBIM U
BbIMBILLJIEHHBIM [T0BECTBOBAHHUEM,
MOKbIOMEHTApH CIIOCOOCTBYIOT
KYJIbTYPHOH 03a004EHHOCTH BOTIPOCAMHU
npeJcTaB/IeH!st HCTUHBL. DTO MPOSIBJISIETCS
B UCCJIE/IOBAHUH TAKHMX TEM, KaK MaMsTh,
WIEHTHYHOCTb U MOJUTHHHOCT, KakK,
Harpumep, B husibMe « MHeMOpeHHsT».
11 ruépuaHbIe PAOOTHI CUHTE3UPYIOT
3JIEMEHTBI PA3HbIX 2KaHPOB, CO3/1aBast
HOBbIE BO3MOXKHOCTH JI51 BOBJICUEHHUSI
3puTesiell i UX UHTeprpeTallu, TeM CaMbIM
nepeonpesiesisisi poJib COBPEMEHHOTO
KMHO B (pOPMHPOBAHHH 0011IECTBEHHbBIX
nosectBoBaHuk (Koncrantunumy u ap.,
2019). Xotst paHHHE TOKYMEHTaJ/IbHbIe
(UMbl HACTO MAHUITYJIUPOBAJIH
3J1eMeHTaM1 (PaKTHYECKOTO MpeCcTaBJ/eHH s,
4TOOBI MOBBICHTDH PEaJIi3M, MOKbIOMEHTAPH
HaMepPeHHO UMUTHPYIOT 3CTETHKY
peasibHOCTH, MoGYKas 3pUTese
KPUTHUECKH OTHOCHTBCS K TOMY, YTO OHH
BOCIPUHUMAIOT Kak rpasy. OcHOBHast
11eJib TaKUX (PUJIbMOB — BbI3BATh Y
ayauTopun GoJiee KPUTHIECKOE OTHOILIEHHE
K MeJIMHHBIM MPEJICTABACHUSIM U OOYIUTh
X MOJIBEPraTb COMHEHHUIO MOVIMHHOCTh
yBunenHoro (Axemetikep, 2014). Onnum
13 HauboJlee 3aXBaThbIBAIOLLMX ACMIEKTOB

thopmara MOKbIOMEHTAPH SIBJISIETCS
MOMEHT, KOIJla 3pUTEJIM OCO3HAIOT, YTO
CTaJIi CBUJIETE/ISIMH BbIMbIC/IA. DTO
0CO3HAHHE YCUJIUBAET BOBJIEUEHHOCTD,
MOCKOJIbKY 3pUTEJIH aKTUBHO Y4aCTBYIOT
B pacludpoBKe CKOHCTPYHPOBAHHOIO
noBecTBOBaHUs. Takoe B3auMojielicTBHe
MeXKIy (haKTHIHOCTBIO H HCKYCCTBEHHOCTbHIO
MOPOJIMJIO KUHeMaTorpauyeckuil NojuKanp,
KOTOPbIH 6pocaeT BbI30B TPAAUIIHOHHBIM
NpeJICTaBAEHUSIM O MPaB/e U BOCTIPUSITHH,
CO3/1aBast HOBbIE MePCHEKTUBBI Vsl
pa3MblLIEHHH O PUPOJIE PeabHOCTH.
OnHuM 13 APKUX TIPUMEPOB ITOTO
siBaisieTcst « bopat: KysibTypHble o3HaHus
Awmepuku Ha 61ar0 ClIaBHOH HAlUK
Kasaxcrana» (Hap.snz, 2006). [Tepconax
bopara Carnuea, kotoporo ceirpas Catia
bapoun KosH, nepBoHauabHO MOSBUICS B
OPUTAHCKON CaTUPHUYECKOHN TeJIEBU3UOHHOH
nporpamme Da Ali G Show, koropasi
TpaHcaupoBasach Ha MTV. B sTom cepuaie
npeyBesyeHHast JHUHOCTH BopaTa u ero
KyJIbTYPHO HEBEKEeCTBEHHOE MoBeJleHHe
CJTY2KMJTH CPEJICTBOM /11 pa3o0JiaueHust
peasibHbIX peyOeKIeHUH U TTOJyYEHHS
HeOT(HUIBLTPOBAHHBIX OTBETOB OT HUYETO
He T10/103peBaIOLIHUX YUACTHUKOB.
Mcnoasib3ys nomnyJisspHOCTb epcoHazKa,
bapon Kos u pexxuccép Jlappu Hapiibs
BIOCJIEICTBUM aanTHpoBaJn «bopata» B
noJIHOMeTpaKHbIH GuibM. [ToBecTBOBaHKE
cJlelyeT 3@ BbIMBILIJICHHBIM Ka3aXCKUM
»KYPHAJIUCTOM, KOTOPBIH OTTIPABJISIETCS
B nyTeniectBre Mo CoeMHEHHBIM
[raram, B3auMosIeHiCTBYSI ¢ peasibHbIMU
JIIOIbMH, KOTOPbIe€ BOCTIPUHUMAIOT €ro KaK
HACTOSILLEr0 HHOCTPAHHOTO PenopTépa.
Carupuueckoe BosjieiicTBHE (hHIbMA
MIPOUCXOJIUT OT €r0 MpeyBesUIeHHOTO
u3oOpaxkeHns: Kazaxcrana kak
CTEPEOTHUITHON U cJJaO0Pa3BUTON CTpaHbl —
npeJHaMepPeHHON KapUKATYPbl, IPU3BAHHOK
BbI3BaTh KOMeUHHbIH 3(dekT. OnHako
3TO BbIMbILIJIEHHOE MTPEACTaBICHHE HMEJO
OLLYyTHMbIE KyJIbTYPHbIE MTOCEACTBHUS,
MI0CKOJIbKY HEKOTOPbIE 3PUTEJIH OLLIMOOYHO
MHTEPIPETHPOBAJIH €r0 KaK MOYIMHHOE
uzo6paxkenne. CaeoBaTeNbHO, Ka3axu
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3a py0Oe:KoM MopoH CTaJKHBATUCh

CO CTEPeOTHIIaMH, OCHOBAHHBIMH Ha
npeyBesiHieHHbIX 00pa3ax GpuibMa.

10 sIBJIeHNE TIOIU€PKUBAET BIUSTHHE
(hopmara nces1010KyMEHTAIHCTHKH

Ha hopMUpoBaHHUe 001LIECTBEHHOTO
BOCIIPUSITHS, JIaxKe KOTJIa CoJleprKaHue
SIBJISIETCS OTKPOBEHHO CATHPUYECKHUM
(XafiT u Pocko, 2001; [Iarrak,

1997). B snoxy nocrnpas/pl :kaHp
TCEB/I0/IOKYMEHTAJIUCTHKH BbIXOIUT

3a paMKH CBOUX TPAMLMOHHbIX
KHHeMaTorpauiecKux rpaHull, 4ToObl
(yHKLIMOHHPOBATh KaK MOTEHIIHaIbHOE
CPEJICTBO MpoMnaran/pl U BJAUSHUS Ha
KOJIJIEKTUBHOE BocrpusiTie. TecHo
nojipakasi 3cTeTHKe (paKTHIECKUX Me/lna,
TMCEBI0JI0KYMEHTAJUCTHKA 3ACTABJSET
ayJIuTOPHIO MOJBEPraTh COMHEHHIO
YCTOSIBLUMECS MOHSTHS TIOJVIMHHOCTH,
00BEKTUBHOCTH H UCTHHBI. Takue GpuabMbl,
Kak «Bbopar», nopuepkuBaloT ca0KHOE
B3aUMOJIEHCTBHE MeXK/ly pernpe3eHTaluert
B CMU 1 Ky/JIbTypHBIM TOHUMAHHEM,
JIEMOHCTPUPYSI, KaK MCEBAOJIOKYMeHTa/bHbIE
(bUIILMBI MOTYT CJIY?KHTh KaTaJM3aTOPOM
KPUTHUECKOT0 JUCKypca 06 0OLIECTBEHHBIX
HOPMax U CKOHCTPYHPOBAHHON MPUPOJIE
onocpeloBaHHoi peaJsbHocTH (Hukoue,
2010). ITocnencraust «bopara» B

310Xy MOCTNPAB/bI MPOJUBAIOT CBET

Ha crocoOHOCTb »KaHpa BJHSTh HA
BOCIPHUSITHE W B3aUMOJICHICTBHE B peaibHOM
mupe. B anoxy, XxapakTepusyoLyocs
pacrpocTpaHeHHeM Jie3MHpOpMalii

¥ MaHUITyJIMPyEMbIX TOBECTBOBAHHH,
«Bbopat» sBJsIeTCs IPUMEPOM TOTO,

KaK BbIMBILLJIEHHbBIH KOHTEHT MOXKET
(hopmupoBaTh yOexK1eHHs, YBEKOBEUHBATh
CTEPEOTHIIbI U BJHSITh HA KYJbTypPHOE
BocnpusTie. Heemotpst Ha cBoé
HaMepeHHe CrPOBOLMPOBATL KPUTHUECKOE
MbILIIJIEHHE U BBICMESITh 0OLIECTBEHHbIE
npo6JeMbl, PUIBM HeNpeHaMepPeHHO
yeuaua 3abaykineHust o Kasaxcraue,
WILJTIOCTPUPYS IBOMCTBEHHYIO TPUPOJLY
(hopmara nceB10/I0KyMeHTa/lbHbIX
¢dusbmoB (Koncrantuuuny u ap., 2020).
IT0 NouépKUBaeT HeOOXOAUMOCTh

6oJsiee TOHKOTO MOHUMAHHsI TOTO, Kak
MCeBI0IOKYMEHTa/bHbIE (DUIBMBI
JIeACTBYIOT B GoJiee LIHPOKOM JaHaagre
COBpeMeHHbIX Meaua. B koneunom cuére,
MPOJIO/IKAIOLLIASICST IBOJIIOLHS 2KaHpa
TCEB/I0JI0OKYMEHTAJIMCTUKH OTpaxKaeT
€ro HeU3MEeHHYIO aKTyaJbHOCTb KaK
CpPeCTBa KPUTHYECKOTO B3aUMOJIEHCTBHS
M COLlMaJIbHON KPpUTHKH. OObeHss
3JIEMEHThI JIOKyMEHTAJIbHOTO peau3ma
C BBIMbIIIIJIEHHBIM TOBECTBOBAHHEM,
TCEeB/I0IOKYMEHTAIMCTHKA OpocaeT
BbI30B ay/IMTOPHH, 3aCTaBJIsAs €€
YCOMHHTbBCSI B CKOHCTPYHPOBAHHON
NpUPOJIE MeIHanpeICTaBAeHUH.
Croco6GHOCTb 3TOTO 2KaHpa MOOLIPSTh
CKETITHIIU3M U BJIOXHOBJIATh Ha
KPUTHYECKOE pa3MblLIJICHHE MOJYEPKUBALCT
€ro 3HaYMMOCTb B COBPEMEHHOM
KMHeMaTorpage Kak MOLIHOr0 MHCTPyMeHTa
JUISl HCCJIE/IOBAHUST TEM UCTHHbI, BOCTIPUSITHSI
U KyJIbTYPHBIX [IOBECTBOBAHUN BO BCE DoJiee
OMoCPeI0BAHHOM MHpE.

Hcnosib3oBanue MOKbIOMEHTapH
B (pu/IbMax y2KacoB CTasI0 MOLLHBIM
MHCTPYMEHTOM JUIsl yCUJIEHHS CTpaxa 1
HanpsizkeHusl, TaK Kak 3puTe/ib HaYnHaeT
BEPUTb B TPOUCXOJIsIIIIEee HA SKPAHE.
@DusbMbl 3TOr0 HANPaBJIEHUS 3aCTABJISIIOT
ayJIMTOPHIO 3a/lyMbIBATBCS, UTO SIBJISIETCS]
npasJol, a YTo — BbIMbIC/IOM. «Benbpma 13
Busp» crana knoyeBoit TOUKOH B pa3BUTHH
9TOr0 HaNpaBJEHHUs, TPOJIEMOHCTPHPOBAB,
UTO MOKbIOMEHTAPH MOKET ObIThb HE TOJIBKO
cy6KaHpOM, HO M CAMOCTOSITE/IbHOM
kuHogopmoii. Benbma usz basp: Kypcosasi
C TOTO CBeTa (OpUTHHAJbHOE HAa3BaHHE —
«The Blair Witch Project») pexuccepon
Jsnusna Maiipuka u dayapino CaHuesa
CTaJl OJIHUM U3 CaMbIX BJIHSTEIbHBIX
1 KacCOBBIX (DUJIbMOB B XKaHpe
MOKbloMeHTapu. uiibM cTaJ KJtoueBoH
TOUKOH B Pa3BUTHH 3TOTO HaTpaBJ/eHHs,
MPOJIEMOHCTPHPOBAB, UTO MOKbIOMEHTAPH
MOZKeT ObIThb He TOJIbKO CyGKaHPOM, HO U
camoCTosiTesIbHOH KuHoopmo#. OnHoit
M3 KJI04eBbIX 0cobeHHOCTel «Beapmbl 13
Buasp» siBaisieTcs ucnosb3oBaHue TEXHUKH
doyn pyrax (HaleHHAs TIJIEHKA ), UTO



no6aBasieT GUIbMY UyBCTBO MPUCYTCTBHS
v peanuama. Hanpumep, onHa 13 cambix
3HAKOBbIX ClLIeH (PUIbMA — MOMEHT, KOr/a
Xuzep B6JIM3U CHUMAET camy cebsl B
TEeMHOTE, a Kamepa (UKCHPYeT cJie3bl Ha
ee JIMLE U CTpax B rojioce. DTOT MOMEHT
nopuepkuBaeT 3(hPeKT MPUCyTCTBUS U
MOLIMOHAJIBHYI0 BOBJICUEHHOCTb 3pUTEJIS,
TaK KaK Kamepa CTaHOBUTCSI €/IMHCTBEHHBIM
crnoco6oM 3ahMKCHPOBATh TepPeKUBAHUS
nepcoHaxka. OTCyTCTBHE HCKYCCTBEHHOTO
OCBelILeHHs] U CTHIIM30BAHHOTO MOHTAazKa
JleJIaeT ClIeHy peasMCTHUHOM, Co3aaBast
WJITIO3HUI0 IOKYMEHTaJIbHOH ¢beMKH. Ele
OJIMH BaKHbIF 3TH30/1 CBSI3aH ¢ HOYHBIMU
CLIEHAMH B JieCy, IJie TepPOU CJIbIILIAT
TauHCTBEHHbIE 3BYKH. Mcronb3oBanue
3BYKOB BHe Kajipa 100aBJIsieT HalpsizKeHHs,
a OTCYTCTBME BU3yaslbHOH MH(pOpPMaLMH
YCHJIMBAET CTPAX HEU3BECTHOCTH. DTO
TUIUYHBIA TIPUEM MOKbIOMEHTapH, KOra
BoOOpayKeHHe 3pUTEJIs IOMOJHSAET
HEJIOCTAIOLIHE 3JIEMEHTbI, YCHINBAs
4yBCTBO yrpo3bl. Kamepa npu aTom 1poKuT
¥ XaOTUYHO JIBUXKETCSI, UTO co3naeT 3 eKT
MaHWKH U PEAJTUCTUUHOTO TIPUCYTCTBHUSI.
CueHbl, e repou O6J1yK1atoT M0 Jiecy

1 TePSIOT OPUEHTHPDI, TAKXKE UTPAIOT
BaKHYIO POJIb B CO3JIaHUH MOKbIOMEHTAPH -
atMoccepsl. [ToctenenHo HapacTatollee
UyBCTBO O€3bICXOMTHOCTH M 6ECIOMOIIHOCTH
YCHJIMBAETCS 32 CYET UCI0JIb30BaHHUS
JUIMHHBIX [JIAHOB U JIMAJI0T0B, KOTOpbIE
KaxKyTCsl UMITPOBU3UPOBAHHBIMH. JTO
T103BOJISIET 3PUTEJIIO OLLYLIATh ce0st
YaCTbIO MPYMIIbl U TEPEKUBATH COOBITHS
BMecTe ¢ rnepcoHaxamu. Pexkuccepbl
CO3HATeJILHO U30eratoT My3blKaJbHOI0
COMPOBOKJICHHUS, YTO JIeIaeT BOCIIPUSITHE
COOBITHIH OoJ1ee HATYPAJTHCTUYHBIM.
BaxkHoit yactbio uabMa crago
MCI0J1b30BaHKHE HeNpodecCHOHaNbHbIX
AKTEPOB M UMIPOBU3ALIUS B PeAKIIUAX

Ha cOOBITHS. DTO 100aBJISAI0 DUILMY
HaTypaJbHOCTH, NpHAALOLLEH elle

6oJIblile CUJIbI UCTOpUU. «Benbma 13
Busp» 3HaunTe/IbHO M3MEHMJIA MOXO/L K
pa3paboTKe HU3KOOIOLKETHBIX (PHIIbMOB

1 MX poJBHKeHHI0. CaMbIM IJIaBHBIM

JIOCTHAKEHHEM CTAJIO HCIIOJIb30BAHHE
PEBOJIIOLIHOHHON MapKeTUHIOBOH KaMIaHHH
B untepHete. [loctpoenue Jsierenis o
peasibHOH HCTOPHH MPO BebMy U3 Baiap
MOCTaBHJIO BOIPOC Tepe/l 3pUTeIeM:
JIOKyMEHTaJIbHbIH 9TO MaTepHaJ Hiu
(uKLKMA? 3a cYeT BUPAJTIBHOTO COflePKaHUS
U JIEreH/Ibl O MPOMNaBLIKX CTYeHTaxX
(hUJIbM NPUBJIEK BHUMAHHUE U CTaJl
(hHHAHCOBO yCMEIHbIM CITPABOUYHHKOM
JUIsl MOKbIOMEHTaPH U y2kacoB. «Benbma
u3 basp» crana npumepom Toro, 4to
MOKbIOMEHTAPH MOXKET CyIIECTBOBATh KaK
OT/eJIbHBIN XKaHp, a He TOJIbKO cyGxKaHp
JIOKyMeHTaibHoro KnHo. Takoil nojuxon
MPHUBEJT K TOMY, YTO MOKbIOMEHTapH
HavaJ/ii paclleHUBaTh KaK OT/Ie/bHYIO
dhopmy kKuHemaTorpada, o6JaaatoNLyo
COOCTBEHHBIMU XYJ02KECTBEHHBIMU 1
MOBECTBOBATEJ/LHBIMH XapaKTepPUCTUKAMH.
Bnaronapsi stomy husnbMy MOKbIOMEHTapH
MOJTYMJTH TIPU3HAHKE KaK MOJTHOLIEHHOE
HarnpasJieHHe B KHHO, YTO MO3BOJIHJIO
pexkuccepaMm SKCrepuMeHTHPOBATD
C pa3HbIMHU (hopmMaTamu, co3naBas
HOBbIE HCTOPHH B 3TOH TeXHUKe. DUbM
TaKxKe MPOJAEMOHCTPUPOBAII, UTO
HHU3KOOI0/PKETHbIE TIPOEKThHl MOTYT HMETh
OTPOMHBII yCIleX, €C/IM B HUX BJIOXKEHBI
OpUrHHabHas uest, 3¢hHeKTHBHbBIN
MapKeTHHT U SMOIMOHAJbHAS
BOBJICYEHHOCTb 3puTesiell. BansiHue
«Benbmbl U3 baisp» pacnpoctpanuioch Ha
MHOKECTBO MOCJENYIONINX (DUIBMOB, TAKHX
Kak «[lapaHopmai/ibHOe sIBJICHHE» U IpyTHe
XOPPOPbI, HCIIONb3YIOLIHE CTUJb HAWIEHHOH
MUIEHKH. DTOT (PUJIbM CTa MPUMEPOM
TOr0, KaK IpaMOTHO BbICTPOEHHasl JiereHia
¥ TLIATEJbHO MPoyMaHHast aTmocgepa
MOTYT 3aXBaTHTb BHUMaHHEe 3pUTEJIEN U
cos3nath (heHoMeH B non-KyJbType. Ceroans
«Benpma us basp» ocraercs stasoHom
1151 PUIBMOB B yKaHPe MOKbIOMEHTapH,
JI0KasblBast, 4TO JaxKe MpocTast UCTOpHs,
pacckaszaHnHasi B HeOObIYHOH (hopme, MOKeT
CTaTh KYJbTOBOH U H3MEHUTD TOJXO K
CO3/IaHHI0 (PUIIbMOB.

Ecau «Benapmbl u3 basp» crana
3HAKOBBIM COOBITHEM B HCTOPUH
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MOKbIOMEHTapH, BIIePBble CO31aB
WJIJTIO3UI0 PeaTbHOTO JIOKYMEHTAIbHOTO
MOBECTBOBAHHUS C UCIOJIb30BAHHEM
MHHHMAaJIMCTHUHBIX TPUEMOB 1151
CO3/IaHH$1 OLLYIIEHUS TOCTOBEPHOCTH,
10 « MHeModpeHHst» NPoLoJ/KaeT STy
TPaJMLMIO, HO TpaHCHOPMHUPYET €€ B
MHOH MJIOCKOCTH: BMECTO UCTOJIb30BAHUS
CTpaxa M HamnpsizkeHHsl (PUJIbM MCCIeLyeT
dbunocodckre U MCHXOJIOTHUECKHE
ACTIEKThI MAMSATH, HIEHTUYHOCTH U BJIMSHUS
TEXHOJIOTMH Ha BOCIPUSITHE PeaslbHOCTH.
®unbm MHuemodpenust (pex. DpUHH
Koncrautununy, 2019) npencrasisiet
co060¥ BayKHbIH BKJIAJ| B 2KaHP
MOKbIOMEHTAPH, TaK KaK 1€MOHCTPUPYET
TpaHcopMalUIo TPATUIIMOHHOH
MCEBIOJ0KYMEHTAJUCTHKH, aKUEHTHPYS
BHUMAaHHE Ha CJI0KHBIX KOHLIEMIHSX
MaMsATH, UIEHTHIHOCTH U TeXHOJIOTHH. B
OTJIYHE OT GOJBLUIMHCTBA MOKbIOMEHTAPH,
KOTOpPbIE YACTO UCIOJb3YIOT
IOMOPHUCTHYECKHUH UK CATHPHYECKHI
nojaxos, MuemodpeHnust uccreyet
cbunocockre U NCUX0JOTHUECKHE ACTEKThI
BJIMSIHUST MCKYCCTBEHHbIX BOCTIOMHHAHUH
Ha JIMYHOCTb U 0OLLECTBO, YTO JleJaeT
ero 0coOeHHO 3HAYUMBbIM /151 PA3BUTHS
»Kanpa. B oiHo#l U3 K/I0UeBbIX ClieH ribMa
TJIaBHBIH repoii UCIOJIb3YeT TEXHONOIHIO
MCKYCCTBEHHbIX BOCTIOMUHAHUH, UTOObI
nepexKUTh COOBITHS, KOTOPble HUKOT/IA
He MPOUCXO/IMJIU B €r0 peasibHOM XKHU3HH.
B stoii cuene 3putenb BUIUT, Kak
repoH MbITaeTCst COEIMHUTD MOTIHHHbBIE
BOCMOMHUHAHUS C HCKYCCTBEHHBIMHU, YTOObI
MOHSATh, YTO U3 HUX SIBJISIETCS] HACTOSILLMM.
ITOT MOMEHT NOAUEPKUBAET PUIOCODCKYIO
rayOuHy (hubMa, CocpeoTauuBasiCh
Ha OCMbICJIEHUH TTPUPO/IbI MAMSITH,
JIMYHOH WIEHTHYHOCTH U PEaJIbHOCTH.
DusbM TaKKe MacTepPCKH HCIOJb3YeT
TMCeBIOJI0KYMEHTA bHbIE TPUEMBI, TaKHe
KaK BHUJICOJIHEBHUKH M aPXUBHbIE 3ATTHCH.
Hanpumep, B 01HO# U3 ClI€H »KeHIIMHA
3aMucbiBaeT BUAEOJHEBHUK, B KOTOPOM
paccKasbiBaeT O CBOMX BOCIOMHHAHHUSIX
JIeTCTBA, KOTOPble OblJIH H3MEHEHbI
C MOMOILIbIO TEXHOJIOTHH. DTa clieHa

CO3M1aéT OlLylIeHHE TOKyMEHTalbHOH
NpaBIoNo0OHOCTH U MOAUYEPKUBAET
uieto hubMa o0 TOM, YTO MCKYCCTBEHHbIE
BOCMOMHUHAHHS MOTYT CTE€PETh IPAHUILY
MeKJy MOJUIMHHBIM U cOo3/IaHHbIM. Kpome
TOro, (PUJIbM MOJHUMAET BazKHbIE BOTIPOCHI
0 MOpaJIH, 3THKE U MCHXOJOTHIeCKHX
MOCJIE/ICTBUSIX BMELLATe/bCTBA B aMSTh.
B cuene, rie nepcoHax oco3Haér,

4TO BOCTIOMHHAHMUSI O €70 MOTEPSIHHOH
JII0OBH ObIJIH CO31aHbl HCKYCCTBEHHO,
3pUTE/b BUAUT €10 BHYTPEHHUH
KOH(JIMKT U OTYastHUE. DTOT MHU30]
JIEMOHCTPUPYET cepb&3HbIH BKIaL puibMa
B ’KaHP MOKbIOMeHTapH, (hOKyCHPYsICh Ha
BO3/ICHICTBHHM TEXHOJIOTHI HA YEJIOBEUECKYIO
TMICUXHUKY U 00111ecTBO. MHeModpenus
TaKXKe IEMOHCTPUPYET MHHOBALIHOHHYIO
CTPYKTYpY NMOBECTBOBaHUSI, 0GbEINHSS
3JIEMEHTbl Hay4HOH paHTaCTUKU

1 MOKbIOMeHTapH. B oaHo# U3
3aKJ/IIOYUTENBHBIX CLIEH Fepor 00CYKIAIOT
Oy/tyliiee TeXHOJOTHI HCKYCCTBEHHBIX
BOCMOMHUHAHUH W UX BJHSIHUE HA
00LLLECTBO, YTO CO3/IAET TPEBOKHYIO, HO
npasaonono6Hyio armocgepy. Takum
o6paszom, MHemodpeHus siBjisieTcs
BaXKHBIM MTPUMEPOM TpaHcdopMalnu
MOKbIOMEHTapH, IEMOHCTPUPYS, KaK

3TOT 2KaHpP MOKeT ObITb UCIIOJIb30BAH
JU1s1 TJTyOOKOTO OCMBICJIEHHST CJIOZKHBIX
(HUI0COPCKHUX, MCUXOJTOTHUECKUX U
THYECKHX TEM, YTO OTJHYAET €ro oT
TPAIMIMOHHBIX MOKbIOMEHTAPH H JIeIaeT
CepbE3HBIM UCCJ/IeI0BAHUEM BJIUSHHUS
TEXHOJIOTHH Ha YeJIOBEUECKYIO CYLIHOCTb.

Pesynbtathl

JKaHp MOKbIOMEHTapH cTaJ MOLLHOK
hopMo¥i MoBeCTBOBAHUS, HAXOJsIIIEHCS
Ha rpaHu MexKy GUKLHEH 1
JIOKYMEHTaJIMCTUKOH, Npeyiaras
YHHUKaJIbHYIO NIEPCIEKTUBY /151
KPUTHYECKOTO aHa/IM3a COLMA/IbHbIX
npo6JeM, KyJbTYyPHbBIX KOHCTPYKLHH

¥ camoro noHsTus npaspl (Pocko

u Xant, 2001). [To mepe Toro, kak
9TOT 2KAHP MPOLOJKAET Pa3BUBATLCH,



ero Gynyliee, ckopee Bcero, Oyaer
oTpaxaTb HoJiee ILIMPOKHE COLHUabHbIe
M3MeHeHHs1, 0cOOEHHO B JIUCKYypCe,
CBSI3AHHOM C pernpe3eHTalune 1 npasaou.
B snoxy, korna nesundopmarys 1
MaHUITyJISILMK CPeICTBAMH MacCOBOH
MH(pOPMALMHU CTAHOBATCS Bee GoJiee
pacnpoCTpaHEHHBIMU, CITOCOOHOCTh
MOKbIOMEHTapH CTaBHUTb M0/l COMHEHHe

1 IEKOHCTPYHPOBATH MOHSATHE

UCTHHBI IpHOOpeTaeT 0coOyto

BaxKHOCTb. BoaMoxkHOCTB 3TOTO

JKaHpa caTupu3upoBaTh U MOJAPbLIBATH
TPaJMIMOHHbBIE (DOPMBI TOBECTBOBAHMUS
M03BOJISIET PEXKUCCEPAM 3alyMbIBAThCS O
TOM, KaK BOCIIPUHUMAETCSI, KOHCTPYHPYeTCst
1 MHTEPTIpETHpPYeTCs peasbHOCTh (JIunKkuH,
[Teixer u Pocko, 2006). B nocnennne
ToJibl KOHLIEMIUS «3MOXH MOCTIPABIbI»
crajia 0COOEHHO aKTyaJlIbHOH B KOHTEKCTe
00CYXK/ICHHUS KaHPA MOKbIOMEHTAPH.

B 2016 rony Okcdopackuii cioBapb
ONpeJIe/IUI TTOCTIPABJLY KaK BpeMsl,

«B KOTOPOM 0O'beKTHBHBIE (aKThlI

MeHee BJUATE/bHb B (QOPMUPOBAHUH
00111eCTBEHHOTO MHEHHS, YeM MPU3bIBbI

K SMOLMSIM U JIMYHBIM YOEKICHUSIM »
(MakHuraiip, 2018). 910 uamenenue B
00LLIeCTBE UMEET BaXKHbIE MOCJIE/ICTBUS
JUIS1 JKaHPa MOKbIOMEHTapH. DTOT KaHp,
KOTOPBIH 10 CBOEH MPUPOJIE CMELIUBAET
(haKT U BBIMBICEJ, UMEET YHUKAJIbHbIE
BO3MOKHOCTH JI/151 TOTO, YTOObI 00PaTUTh
BHUMaHHe Ha Takue npodJembl,
3acrapJiss 3puTesiell 3ayMaThes

00 ayTeHTHYHOCTH MOTpebJIsieMo
MH(pOPMALMH U HCTOUHHUKAX, OTKY/la OHa
noctynaet (Bo, 2011). OnHuM U3 caMbix
3HAUMMbIX IOCTOMHCTB MOKbIOMEHTapH
SIBJISIETCS €70 CMOCOOHOCTb MPUBJIEKATh
BHUMaHHE K aKTyaJbHbIM IJI0OabHbIM
BOIpPOCAM, TaKUM KaK U3MEHEeHHe KJaumara,
NoJIUTHYECKAast HeCTaOUIbHOCTD U
collMaJ/IbHasl CrIpaBeIMBOCTb, pacKpblBas
MOBECTBOBAHHUS!, KOTOPbIE BJIHSIOT Ha
KOJIIEKTUBHOE BOCTIPUATHE U peaKluK Ha
kpuaucol (Hukose, 2017). B koHTekcTe
MOCTNPaB/bl, KOrjia Ae3uHpopMaLms 1
TEOPUH 3aroBOpa pacrnpocTpaHsoTCs

6bicTpee, yeM 0CTOBepHast HHopMallHs,
MOKBIOMEHTapH MOTYT CJIy>KHTb CBOETO
pojia MeJIarpaMoTHOCTbIO, IEMOHCTPUPYsI
a0bCypIHOCTb JIOXKHbBIX HAPPATHBOB
1 noGy»KIast 3puTesiedl KpUTHYECKH
OTHOCHTBHCS K HH(OPMALHH, C KOTOPOH
OHH cTasikuBaiorcsi. [ IpumeuatesibHbiM
NPUMEPOM 3TOTO TEMAaTHYECKOro
UCCJIE/IOBAHUS SIBJISIETCS] KOHLIETLHS
MCKYCCTBEHHbBIX BOCTOMUHAHUH,
NpeaCTaBIeHHbIX B puabMe MueModpenns
(Koncrautununy u ap., 2019). dtot
(bUIIBM HILTTIOCTPUPYET BO3MOXKHOE
Oyayliee, B KOTOPOM I'PaHHLbl MEKLy
peasibHOCTbIO U BBIMBICJIOM CTUPAIOTCS,
noOy»Knast 3puTeJiel nepecMoTpeThb CBOEé
MOHUMaHHE CYLLLECTBOBAHUS U ITAMSITH.
D10 nepeceveHue peasbHOCTH U BbIMbIC/IA
pacKpbIBaeT YHUKAJbHYIO CIIOCOOHOCTh
MOKbIOMEHTApPH BbI3bIBATh (hHJI0OCOPCKHE
pasMbILLJICHHS], 3aCTaBJIsIST AYJAMTOPHIO
3a/lyMaTthCsi O HAIEXKHOCTH COOCTBEHHBIX
BOCIIPUATHH U BJMAHUYU Meda Ha UX
MHPOBO33peHHeE.

B nocsieiHue rojipl NosiBieHUe TAKHX
TEHJICHUMH, KaK TOTHYECKHH peasuaM
B MOKbIOMEHTapH U (PUJIbMaX y»KacoB,
eté 6oJblle paclIipHIO TeMAaTHYECKUH
OXBaT »KaHpa. DTOT MoAXo/ OpocaeT
BbI30B TPAJMLIUOHHBIM KaHPOBbIM
KJacCUpUKALHAM, OTHOBPEMEHHO
CMOCOOCTBYS HCCIEL0BAHHIO TPEBOT,
CB$I3aHHBIX C COBPEMEHHbIMH COLMAJIbHbIMH
JMHAMHMKAMH, TAKUMH KaK CTpax rnepej
HEHU3BECTHBIM, TT0TePSsI KOHTPOJIS U
paspylieHue colpaabHbIxX cBsizel (Bydrep
u 1p., 2020). Bxitoyast 37eMeHThl y2KacoB
U CBEPXbECTECTBEHHOTO, PEXKUCCEPDI
MOTYT 3a/1e/ICTBOBATh MEPBOObITHbIE
yeJloBeUeCKHe CTPaxH, rpejjiarasi npu
3TOM TOHKHH COLMaJIbHBI KOMMEHTapHUH,
KOTOPbIA HAXOJUT OTKJIUK Y 3pUTEJIeH
Ha MOLIMOHAJILHOM ypoBHe. BoJiee
TOT0, 3BOJIIOLIUSA KaHpa MOKbIOMEHTapH
NPeIoCTaBJISIET LIEHHYIO BO3MOXKHOCTb
U151 CO3MAHHUS TIOBECTBOBAHUI, KOTOPbIE
rJIyOOKO Pe30HHPYIOT C COBPEMEHHOH
aylMTopHeit, oTpazkasi U epeocMbIC/IUBast
UX >KM3HEHHbIH OMbIT. B ycioBusIX,
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Koryia 00111eCTBO CTAaHOBUTCS BCé Goilee
B3aMMOCBSI3aHHbBIM GJ1aroapst HGPOBLIM
nsiaTopMam, MOKbIOMEHTapH MOTYT
CJY2KHTb 3€pKaJioM, OTpazKatoLum
CJIO?KHOCTH COBPEMEHHOT0 MUPa, BKJoyast
TeMbl MIICHTUYHOCTH, pernpe3eHTalluu U
ayTeHTHYHOCTH. Hanpumep, MoKbloMeHTapu
MOTYT MCCJIEIOBATH NepHOPMaTHBHYIO
NPUPOJY COLMABHBIX CeTel, H3yyast, Kak
JIIOJIN CO3/1AI0T CBOM OHJIAHH-TI€PCOHBI U
KaK 3TO BJIMSIET HA peasibHble OTHOILICHUS U
camoBocnpustue (Kopuep, 2000).

Mcxonst u3 BbIlIEYNOMSIHYTBIX TIPUMEPOB,
MOKHO BBIIEJIUTD CJIE/TYIOLIHE KITIOUeBbIe
XapaKTePUCTHKH MOKbIOMEHTAPH:

1. CaTtupuueckoe nepeocmbiCieHHe
peasibHOCTH. MOKbIOMEHTapH 4acTo
MCIOJIb3YIOT CATUPY WISl KPUTHKH
COLMAJIbHBIX U MOJIMTHYECKUX SIBJICHHUH,
noauépkuBasi abCypIHOCTb U IPOTUBOPEUHSI
B 0011leCTBe.

2. Cmeluenue akra 1 BeiMbicaa. JKanp
MCIOJIb3YeT TOKYMEHTabHbIEe TEXHUKH,
uTOOBI CO31aTh 3(PPEKT MpaBIONoa0OUs,
OTHOBPEMEHHO BHEJIPSISI BHIMBIIIIJIEHHBIE
3JIEMEHTBI, KOTOPbIE CTABAT M0Jl COMHEHHE
TpaHUILLbl MEXITy PeaTbHOCTBIO U (PUKIIHEN.

3. dusnocodckoe ocMbicIeH e
MCTHHBI. MOKbIOMeHTapH NMo6yK1atoT
3puTeJiell 3ayMaThCsl 0 PUPOJIE MPAB/bl U
BOCIPUSATHS, 0COOEHHO B YCJIOBUSIX «3MOXH
MOCTIPAB/bI ».

4. Peaiekcusi Meaida U BOCIIPUSITHSI.
JKanp uccnenyer, kak Mmenra (opMHUPYIOT
Halle MUPOBO33peHHE, MOAUE€PKHUBAs POJIb
CPECTB MacCOBON MH(OPMALIMH B CO3/IaHUH
COIMAJbHBIX KOHCTPYKIIMH 1 MU(OB.

5. 'mbkocTb »kanpa. MoKkbloMeHTapu
JIETKO a/IaNTHPYeTCs K pa3HbIM YKaHpaM
¥ TeMaM, BKJII0YAst 3J1eMEHThI y2KacoB,
MHCTHKH, HAyYHOH (haHTACTHKH, YTO
M03BOJISIET PACKPbIBATL LUMPOKUH CIIEKTP
COLMAJIbHBIX U KYJIbTYPHbIX TPOOJIEM.

Takum o6pasom, uzyueHue
MOKbIOMEHTAPH CTAHOBUTCS BaXKHBIM
3aHSTHEM KaK /151 YU€HBIX, TaK U 1151
KUHOMAHOB H PEXKHCCEPOB, MOCKOJIBKY
OHO cr1ocoOCTBYyeT HoJiee riryboKOMy
MOHUMAHHIO CJI0?KHOCTH 3TOTO 2KaHpa U ero
CMOCOOHOCTH PaCKpbIBATh aOCYPAHOCTD

peasibHOCTH Yepe3 IOMOp U CaTHpy.
Nayyas cTuancTuyeckue npuémsl 1
TeMaTHYeCKHe OCHOBbI MOKbIOMEHTapH,
MOZKHO TIOJIyYUTh [IeHHble HHCAUTBI KaK
0 KMHeMaTtorpapuueckux TeXHuKax,

TaK U 0 COLMANbHBIX KOHTEKCTaX,
KOTOpbIe OHU OTpaxatoT. B koHeunom
UTOre, UCCJ/I1e0BaHe MOKbIOMEHTapH
oborauiaet Hallle MTOHUMaHHEe HCKYCCTBa
MOBECTBOBAHHUS, TEKYUECTH HCTHHBI U
MOCTOSIHHO MEHSIIOLLUXCS] OTHOLUEHHUH
MeXKIy MeJlna, KyJabTypoil U 0611eCTBOM B
310Xy MOCTNPABIbI.

OCHOBHbIEe NONOXEHUA

B xone uccnenoBanusi npoBeagn

aHaJIu3 U CUCTeMaTH3allus KaHpa
MOKbIOMEHTAPH, BbISIBJIEHBI €10 KJII0UeBbIe
XapaKTEPUCTUKH U CTPYKTYPHbIE
snieMenThl. [Ipocsexkena sBoJtoLus
»KaHpa ¢ MOMEHTa ero BOSHMKHOBEHHS JI0
COBPEMEHHOCTH, OTpeJiesieHbl BaXKHeH e
BeXU U TeHJEHIMH TpaHc(opMalliH.
PaccmoTpeHo BiMsiHEE MOKbIOMEHTAPH

Ha BOCTIPUSITHE 3pUTEJIEH, €r0 POJib B
thopMHpOBaHHK KHHEMATOrpaHUUeCKUX
TPEH/IOB, COLIHAJIbHBIX CTEPEOTHIIOB H
KPUTHUYECKOTO MbILIJIEHUS, BKJII0Uas]
MCMOJIb30BaHKE KaHPa KaK MHCTPYMeHTa
MaccoBoii nponaranjibl. Pesy/braThl
UCC/Ie/IOBAHUS MOATBEPIUIIM pacllipeHye
TpaHULL MOKbIOMEHTAPH, UTO MPUBEJIO K
€r0 MHCTUTYIIHOHAJIU3ALMH U TPUMEHEHHIO
CTHJIMCTUKU B POU3BEJIEHUSIX PA3HBIX
JKAHPOB, TAKMX KaK KOMEJIHs, Ipama

1 Xoppop. CpaBHUTEbHBIN aHAJIN3
MOKbIOMEeHTapH, peqieKCUBHOTO
JIOKYMEHTAJIbHOTO KHHO U JIOKYJIPaMbl
TI03BOJIUJI BLISIBUTH UX CTPYKTYPHbIE U
dhyHKIMOHABHBIE pa3snuus. Ha ocHoBe
MOJTy4EHHBIX IJAHHBIX OMPe/ieIeHb
repCreKTUBHbIE HAMIPABJICHUS] PA3BUTHS
MOKBIOMEHTAPH, a TAKXKE €0 BKJIaJ B
COBpEMEHHYI0 KUHeMaTorpagieckyo
npakTHKy. FIToroBbie BbIBOIBI
NoUEPKUBAIOT 3HAUMMOCTb MOKbIOMEHTaPH
KaK CaMOCTOSITE/IbHOTO (heHOMeHa B
COBPEMEHHOM KHHO.



3aKknwyeHue

B xojie uceseioBaHusi MOKbIOMEHTapH
BBISIBJIEHO, UTO JJAHHBIN YKaHP CJelyeT
paccMaTpUBaTh He KakK CcyGKaHp
JIOKYMEHTAJIbHOTO KHHO, a Kak
CaMOCTOSITE/IbHBIA THOPHJL, HAXOASIIMICS Ha
nepecevyeHUH UrPOBBIX H HEUTPOBBIX POPM
(Huxoac, 2010). [Tpu sTOM auckyceuu o ero
YKaHPOBOH MIEHTUPUKALIMH MTPOJOJIKAOTCS
13-3a HEOTIPEJIEJIEHHOCTH TPAHHULLbI MEXKITY
UTPOBBIM H IOKYMEHTAJIbHbIM KHHO.
MoKbloMeHTapH IEMOHCTPUPYET JIBe
KJII0UeBble OPMbI: HMHTALIMIO (DOPMAJILHBIX
NPHU3HAKOB JOKYMEHTAJILHOTO KMHO
CaTHPUUECKHH MOJIXOJ1 K TOBECTBOBAHUIO
(Pocko u Xaiit, 2001). Pazsutue
MOKBIOMEHTAPH 3aBUCHT OT COLUAJIBHO-
KYJIbTYPHOTO KOHTEKCTA: OT KPUTHKH
HabJ1I01aTeJIbHOrO MeTojIa cinéma

vérité 10 ero UMHTAUMK B TTOCJEIYIOLIHE
nepuojbl. B yenoBusix MeiniiHoi

9BOJIIOIMH COBPEMEHHOE MOKbIOMEHTapH
npuoOpeJsIo pa3BJieKaTesbHbIH

Xapakrep, UTo IeMOHCTPUPYET BJIHsIHUE
PBIHOYHBIX MEXAHU3MOB Ha KaHPOBYIO
tpancdopmatuto (Konerautunumy u ip.,
2020). AHasin3 MOKbIOMEHTapH TT03BOJIHII
BBIJIEJIUTh €70 KJI0UeBble XapAKTEPUCTUKH

1 [IPOBECTH pa3rpaHnueHne Mexy

HUM, JIOKyIpamMo U pedIeKCHBHBIM
JIOKyMeHTa/IbHbIM KuHO. McenenoBanue
tunbMoB, Takux Kak « Hanyk ¢ CeBepa»
(Danaspru, 1922), nokasano, 4To 3/71€MeHThI
MOKBIOMEHTAPU TIPUCYTCTBOBAJIH HA PAHHUX

JTanax CTaHOBJIEHHSI JOKYMEHTAJbHOTO
KMHO, YTO yKa3blBaeT Ha UX NapaJjiie/ibHoe
pazBuTHe. DTO M03BOJISIET PACCMATPUBATH
MOKbIOMEHTapH Kak (heHOMEH ¢
COOCTBEHHOW 3CTETHKON U CTPYKTYPHBIMH
MPUHLMIAMH, TJle B3aUMOJIEHCTBHE
JIOKYMEHTAJIbHOCTH U XY/I0?KECTBEHHOTO
BbIMbICJIa 06YCJIOBJIEHO aBTOPCKHM
3ambicsioM (bBapnoy, 1993). Mcenenosanue
IBOJIIOLMH YKaHPa Ha TTpUMepe 3HAYHMBbIX
¢uabMoB («An kannubasnoB», «Benbma

u3 basp», «bopar», «3a6biTble
KUHOJIEHTBI» U JIP. ) BBIIBUJIO €70 BJHSHNE
Ha KUHOUHJLYCTPHIO U MACCOBYIO KYJIbTYPY.
ITH NPOU3BeJIeHUs CIOCOOCTBYIOT
(hopMHPOBAHHUIO KPUTHUECKOTO MbILIJIEHUS
1 poOJIeMaTH3UPYIOT I0BEpHE K
ay/iMoBU3yasbHOMy KonTeHty (Pyou,
2000). B pesynbrarte 3putenu Bcé

yaule NposiBJSIIOT CKENTHIIU3M JlaxKe K

TpaAuLIMOHHBIM JOKYMEHTaJbHbIM cbwleaM.

JlonosHuTe/IbHO GBI MPOaHATH3UPOBAH
OTBIT CO3JaHHS OTEUECTBEHHbIX
MOKbIOMEHTAPH, BbIsIBJI€HbI XapaKTepHble
OLIMOKH M CJIOXKHOCTH peasii3alivu xKaHpa.
ITO NMOAUEPKHYJIO Ba’KHOCTh COOJIOIEHHS
ero crnetrduKy 1J1si COXxpaHeHHs1
WJITI030PHOTO 3 deKTa MpaBaonoaoous
(Axoray, 73). [TepcrieKTHBBI 1aIbHEAIITHX
MCCJ/IEIOBAHUI 3aKJIIOUAIOTCS B U3YUEHUH
TBOPUYECKOTO ¥ KPUTHUECKOTO MOTEHIHaa
MOKbIOMEHTAPH, €ro BJAUSHHS Ha
Meuaped/eKCHBHbIE CTPATErHH U
(hopMHPOBaHHE HOBBIX 3PUTETHCKHUX
natrepHoB (Xait, 2008).
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XXAHPOBbIE SKCMEPUMEHTbHI: MOKbIOMEHTAPU KAK CMHTE3 XYOOXECTBEHHOTIO U
OOKYMEHTANBHOTO KMHO
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GENRE EXPERIMENTS: MOCKUMENTARY AS A SYNTHESIS OF FICTION AND DOCUMENTARY
FILMS

Abstract. As an interactive hybrid of fiction and non-fiction, the mockumentary engages with the
interplay between reality and constructed narratives by imitating documentary conventions while
fostering critical reflection among audiences. This genre serves as a conduit for fictional or satirical
stories while simultaneously employing documentary aesthetics to articulate socio-cultural and
political discourses. This study, grounded in examining scholarly literature and seminal films,
interrogates competing perspectives on the mockumentary’s classification within the cinematic canon.
The contested origins and typology of the mockumentary, complicated by its liminal status between
fiction and documentary, have prompted ongoing debates among scholars. While some argue that the
mockumentary functions as a subgenre of the documentary, others contend that it aligns more closely
with the conventions of feature filmmaking.

Through historical analysis, this study reveals that core mockumentary techniques—such as
scripted performances and staged scenarios—can be traced to early documentary practices before and
after 1926, supporting the assertion that the mockumentary constitutes a distinct genre. Comparative
analysis with other documentary subgenres, such as reflexive documentaries and docudramas,
underscores the mockumentary’s defining characteristics. Furthermore, a detailed analysis of seminal
works—including Nanook of the North, Borat, The Office, and The Blair Witch Project—illuminates the
genre’s influence on both the film industry and popular perception. Additionally, domestic explorations
of the genre reveal the complexities and challenges inherent in its execution.

From its emergence to the present, the mockumentary has continually redefined and expanded its
formal boundaries, establishing itself as a dynamic form of cinematic expression that traverses diverse
genres, from comedy and drama to horror and fantasy. The findings of this study aim to reconceptualize
the mockumentary as an independent and contemporary genre, offering a critical contribution to the
discourse surrounding cinematic theory and practice. Understanding of the conventions, boundaries,
and critical implications of the mockumentary is of particular relevance to scholars, critics, and
practitioners, enriching the field’s understanding of this evolving cinematic form.

Keywords: mockumentary, documentary, genres, hybrid forms, pseudo-documentary.
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XXAHPOBbIE SKCMNEPUMEHTbHI: MOKbIOMEHTAPU KAK CMHTE3 XYOOXECTBEHHOTIO U
OOKYMEHTAJIbHOTO KMHO

Omap Cas, Pama3zanoBa bany

Temip6ek )Kyprenos aTbinarsl Kasak yJaTThiK 6Hep akajeMHUsiCh
(Anmatbl, Kazakcran)

XXAHPJ1bIK 3KCMEPUMEHTTEP: MOKbIOMEHTAPU KOPKEM XXOHE LEPEKTI
OUNbMAEPAIH CUHTE3I PETIHLOETI

Anpatna. MokbloMeHTapu KepkeM GuabM MeH AepekTi GUAbMHIH MHTEPAKTUBTI KOCbIHAbICHI

peTiHAe LWbIHAMbINbIK MeH KMANAbIH ©3apa speKeTTecyiH 3epTTeiai, AepekTi dunbM CTuniHe enikten,
KepepMeHAepAiH CbiHW OinayblH AaMbITafbl. XanfaH HeMece caTupanblk OKuFanapabl allbin KaHa
KOWMMaM, COHbIMEH KaTap a/71eyMeTTiK-MdEHM XaHe casicu Ke3KapacTarbl MasliMAeMeHi AepekTi Gunbm
dopMachl apKplinbl KeTkizeai. MoKbloMeHTapy XaHpbIHA KATbICTbI FblIbIMU eHbeKTep MeH Gunbmaepre
Heri3genreH Tanaay OHbIH, XiKTenyiHe apTyp/i Ke3KapacTtapabl aHbIKTakabl. MOKbIOMEHTAPU XaHPbIHbIH,
nanaa 6onybl MeH TMUNOMOrMACHI MaMaHAAp apacbiHAA MiKipTanac TyAbipafbl, an OHbl 6aranay KepkeM
XXSHE [epeKTi KMHOHbIH apacbiHAAFbI LWeKapaHblH, OYNbIHFbIPAbIFbIMEH KYpAENeHe Tycesi: Keibip
aBTOpP/Iap MOKbIOMEHTapUAi AepekTi GUAbMHIH KOCaKbl XXaHpbl Aen ecenTece, backanapbl OHbl KEPKEM
UIbM XaHpblHA XaTKbI3aAbl.

Tapuxu Tanmay MOKbIOMEHTapUAiH aKTePAiK OMbIH MEeH CaxHanay cusaKTbl Keibip aficTepiHiH,

1926 xbinFa feniHri )xaHe oAaH KeWiHri XbinaapFbl anfallksl 4epekTi GunbMaepaiH Herisi 6onFaHbIH
nanenneni, 6yn MokbtoMeHTapuai aepbec xaHp peTiHae TaHyFa Heri3 6epepai. [JepekTi GUNbMHiH,
pednekcuBTi XaHe AoKyApaMa CUSKTbI KOCANKbl XaHPAapbIMEH KOMMNApaTUBTI Tangay Xyprisinin,
MOKbIOMEHTapUAIH Heri3ri cunattaManapsl aHbikTanapl. «ConTycTikTiH HaHyrbi», «bopaty, «Oducy,
«b13p CUKbIPLBICbIHBIH, KAPFbIC aTKaH KYPCTbIK XXYMbICbI» CUAKTbI KYAbTTIK XXaHPAbIH, MaHbI3Abl
dunbMaepi MeH TenexmKasnapbiHbIH, TObIK, TaNAaYbl OHbIH KUHOMHAYCTPUSFA XaHE KOMWIiNiK KayblMFa
9CepiH awWbIn KepceTeai. AN OTaHAbIK, WbFAaPMALLbLIbIKTAFbl OCbI XXaHPAAFbl TANMbIHBICTAP OHbIH, XXy3ere
ACbIPbINYbIHAAFbI KMbIHAbIKTAPAbl aMKbIHAAMAbI.

Anfawikbl nanaa 6onybiHaH 6actan Kasipri yakbiTka AeiiH MOKbIOMEHTapK aiTapblKTai esrepicke
yLIbIpan, lWeKapacblH KEHENTIMN, KOMeAUs MeH ApaMafaH Xoppop MeH (3aHTe3ure AeriHri KepkeM dunbm
YXaHpNapblHAA KONAAHBINATBIH KUHEMATOrpaduanbIK CTUAbAIH TYpiHe aliHanabl. 3epTTey HaTuxKenepi
MOKbIOMEHTapuai KMHOAaFbl Aepbec XaHe 3aMaHaym XaHp peTiHAe KaiTa KapacTbipyFa 6arbITTanfFaH.
MoKblOMEHTapUAiH, MaHbI34bl KpUTEPUIMNEPT MEH epeKLUeNiKTepiH TYCiHY KUHOTaHYLWbINap MeH
KMHOBHep MaMaHAapb! YLLiH aca MaHbI3abl 6013 OTbIpbIN, KUHEMATOrPAdUANbIK, TEOPUS MEH MPAKTUKAHBbI
6albITybIHA biKNaa eTesi.

Tyiiin ce30ep: MOKbIOMEHTapW, fepekTi GuibM, kaHpnap, rmbpuati dopmManap, KanfaH AepekTi
dunbM.

AHaiiekces ywin: Cas, OMap xaHe PamazaHoBa baHy. «)KaHpibIK 3KCMepUMEHTTEP: MOKbIOMEHTapH
KepKeM XaHe aepekTi dunbMaepaiH cuHtesi petinaeri». Central Asian Journal of Art Studies, 7. 10, No1,
2025,54-75 6.,D0I: 10.47940/cajas.v10i1.854
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bay6ek Herep6ek!', Epxan xkyma6ekos?

I2TemipGek Kyprenos atbiniarsl Kazak yaTTbik eHep akanemusicbl (Anmatbl, Kazakcran)

AHpatna. KMHO TiNliH )XaHe CTUNbAi 3epTTey KMHeMaTorpagucTepaiH xahanaany MeH uudpnaHabipy
HITW>XKECiHAE OPbIH anFaH e3repictepre 6eriMaenyi ywiH MaHbi3abl. byn onapra MapeHu xaHe
9N1eyMETTIK YPAiCTePAi XaKCbIpaK TYCiHyre xaHe beliHeneyre MyMKiHA K 6epeni. 3epTTey KMHO TiNiHiH,
XXSHE CTUJb[LiH AAMYbIHbIH, HETIi3ri Ke3eHAepiH aHbIKTarM, 01apAblH, KUHO LWblFapManapblHAAFbl MaFbIHaHbI
KanbINTacTblpyFa acepiH TanaayFa 6arbiTTangsl. Ocbl MakcaTKa XeTy YLWiH apTypi A3yipnepaiH,
KMHeMaTorpaduanblk T3CiNAepi CanbICTbIPbI/bIM, KMHO TiNiHIH XX3HEe CTUAbAIH AaMy Ke3eHaepi MeH
onapAblH, KMHO ©HEpiHAEri MaFblHAMbIK KYPbIJbIMFa bikNasbl pETPOCNEKTUBTI TypAe 3epTTengi. KuHo
Tini Kagp KYpY, MOHTaX >aHe AblObICTbl BipikTipe oTbIpbin, GUAbMAEPLIH IMOLMSNbIK aTMOCHepaChIH
KanbinTactblpagbl. Jbl6bICCCbI3 KWHOAAH AbIObICTbI KMHOFA aybICy KMHO TiMliHiH, 3BONOLMSACHIHA
anTapnbIKTai acep eTin, 6asHaay TacinaepiH 6aiibiTa TyCTi: KypAeni Ananortap MeH My3biKasbik,
cyviemengey naiaa 6onapl. TexHONOrmManbIK 4amy — AblObIC eHrisyaeH 6actan, Typai-TyCTi )XaHe uMdpnbik,
beriHeneyre feniH — pexuccepnepre MafbiHa MeH SMOLMOHANABIK SCEPLAi KYLWENTY MyMKIHAIMiH
KeHeWTTi. Ctunbaeri e3repicrep, Mbicanbl, peanu3MHEH MOAEPHU3MIE aybICy, ayAUTOPUSAHBIH, GUNbMAEPAI
KabbinaayblHa XXaHe MHTepnpeTaLuaCbiHa alUTapbIKTan biknan eTTi. MaAeHM XXaHe YNTTbIK KOHTEKCT
KMHO LUbFapManapbliHbIH, ©3iHAIK epeKLenikKTepiH KanbIiNTacTbIpbin, SpTYPAi eNAepaiH, aNneyMeTTiK-
M3[eHM CMNATTapbIH 6eliHenenai. DeMUHUCTIK TaCIN KUHOAAFbl FEHAEPNIK acneKTinepai albim,
CTepeoTUNTEPAiH bIKNanblH KepCeTiMn, epiep MeH aenaepmid beiHeneHyiHe XaHa ke3KapacTtap YCbiHAbI.
@unbMaep MaAEHU KYHABINbIKTApAbl KaNbINTacTbipy MeH TapaTyAa MaHbI3bl pen aTkapAbl, OCbLIAMLLIA,
BM3yaNAbl OHEP apKblbl M3AEHM ANIMACYFa XKOHE /1eyMETTIK AaMyFa SCEPiH TUri3ai.

>KaHa TexHonormManapabiH KWHOFa 9CEPiH SpTYPAi M3AEHM KOHTEKCTE Tanfay KaXKeTTiAiri
KMHeMaTorpaduanbik TEXHUKaNapaplH KOFaM MeH MLEHUETKe TEPEH, biknan eTeTiHiH kepceTesi. KuHo
TiNi MEH CTUNbA 3epTTey pexuccepnep MeH CbiHLbIIAPFa TEXHUKANbIK 9AiICTEP MEH CTUAbAEPAI TYCiHY
apKblbl GUIbM CanacblH XakcapTyFa kKemekTecepi, 6yn knHemaTorpad eHepiHiH AaMyblHA biKNan eTeq,.

Tyiiin ce30ep: kKnHeMaTorpaduaAnbIK TEXHUKanap, BU3yanabl 6asHaay, XaHpAbl AEKOHCTPYKLMSNay,
3CTETUKANDBIK, KYHAbUIbIKTAP.

Aoaiiekce3 ywiH: baybek, Herepbek xxaHe EpxaH [IxyMabekoB. «KKMHO CTUAi MEH KMHO Tini
TYXXbIpbIMAApbIHA Teopuanbik Tangay». Central Asian Journal of Art Studies, 7. 10, N21, 2025, 76-96 6., DOI:
10.47940/cajas.v10i1.1022

Asmopnap KommazbaHbiH COHFbI HYCKACbIH OKbIN, MAKy10a0bl ¥aHe Mydoesep Kaliliblblfbl }OK
ekeHOieiH Manimoelioi.



Kipicne

Byﬂ TAKbIPbINTbIH 63€KTiJIir TeK KUHO
eHepiHe JiereH KbI3bIFyLbLIBIKTbIH,
apTybIMEH FaHa emMec, COHbIMEH Kartap
KUHEMAaTorpausiibiK KOPKEMIIK
KypaJi1ap/blH YHEMI 1aMybl HOTHXKECIH/E
KHHO TiJli MEH CTHJIb YFBIM/IAPBIHBIH KaHA
(opmasiap MeH MaFbiHa/apra ue 60JybIMeH
OalJIaHbICThI.

Byt TakbIpbINTHIH HETi3ri Maceesepitin,
6ipi — TepMHHOJIOTHUSIHBIH €KiyIIThIFbl MEH
Kypaesiniri. Kuno tiji kKunematorpadusiibik
KOPKeMJLiK KypaJiiapablH »KHbIHThIFbI
peTiH/e caH ajlyaH 3epTTeyJiepie
apTypJi Tycinaipiseni. Ocbinnan
KHbIHJBIKTApP CTHUJ/b YFBIMBIH aHbIKTay/1a J1a
TYbIHAAHUbI, OUTKEHI 0J1 KWHOJA 2KAHPJIBIK
epeKIIeJIKTEPMEH, aBTOPJILIK KO3KapacreH,
MOJICHH KOHTEKCTITEeH XKoHe TeXHUKAJIbIK
TOCIIePMEH ThIFbI3 GAHJIAHBICThI.

BuayaJibl enep asieminie Kunematorpadg
UaesiJiap MeH SMOLUAIapabl KeH,
ayIMTOpUsIFa THIMJL XKETKi3y KaOineTiHiH
apKacblHJa MaHbI3/Ibl OPbIH aJ1ajlbl.

Anaiina »kaHa TexHoJIOTHSIAp MEH
niiaTopmasiapbiH 1aMybl HOTHKECIH/IE
KUHOHBIH, TiJli, KOPKEMJIIK dflicTepi MeH
CTUJIMCTUKAJIBIK 2JIEMEHTTEPi YHEMI e3repill
OTBIPAJIbI.

[{ucpabiK TexHos0rHsAIap DUIBMIEPA
JKacay »KoHe KepCeTy 9liCTepiH BUPTyaJlibl
KamepaJiap MeH KypaeJ/ii KOMIbIOTePJIiK
apHatibl a¢ekrinepaeH 6acran
CTPUMMHTTIK TJIaTopmasiapra jaekin
e3repTTi. by xkaHa BU3yasibl KoHe
Hasinay TociJiepiin naiaa 6oJybiHa
9KeJIiI, oJIapbl TYCiHYy MeH TaJsiay/ibl
ranan etyne. Lndpasik popmartka
KoLy — MOHTax, PUTM 2KoHe KaJip
TypaJibl TYCIHIKTEP/li 63repTTi :KoHe GYJI
3epTTeyLliIepai KJIACCUKAJIbIK ToCIAepai
KaiTa KapacTblpyra MaxKOypJIeii.

Kunemarorpad aptypai xkaHpaap Mmen
CTHJILACP/IH 3J1€MEHTTepiH OipiKTipim,
0JIapJIbIH apacbiHJAFbl LIeKapaJiap/ibl
6yayna. Llndpabik TexHosorusnap
(usbMIE pai KacayMeH Kartap, oJiap/ibl
TYTBIHY TOCIJIIEPiHe [e acep eTTi.
MuTepakTuBTi k0HE OEUCBI3BIKTHI

OasiHaayJ1apaAblH MAHBI3b! apThII, Oyl
KOPEPMEHHIH KYTyiH 03reprill, 9eTTeri
6asinaay opmasapbiHbIH lLIeKapachlH
KeHEeHTyIe.

Bys dhakropaap KHHO Tijli MEH CTHIIb
yrbIMaapbid Tasnayabl XXI raceipaarst
»KahaHbIK LM pJaHbIpy KOHTEKCTiHIE aca
03eKTi eTe/li. TakbIpPbINThIH MAHbI3ABIIbIFbI
TEK KHHO 3CTETUKACBIHbIH, €PeKILIeJiKTepiH
TYCiHyJle FaHa eMec, COHbIMEH KaTap
HUOPJBIK 1RYyiperi BUsyasibl GeidHeepin
TaburaTbiH KaObliiayaa aa xatblp. Kuno
TiJli MeH CTHJIB/I 3€PTTEY peXKUCCepIIepIit,
KOPKEMJIIK KO3KapacTapblH KoHE
KMHeMaTorpagusiibIK 6asiHiay Tacijiiepin
KOpceTeTiH HaKThl PUIbMIEP MbICAbIHAA
JKHi KapacTbIpbIIa/ibl.

KuHo Tini MeH cTHIb TeopusiChl KenTereH
3epTTeyllisep MeH KuHeMaTorpagucTepiiin
HazapblH aynapraH. byJ, eH ajibiveH,
KUHOHBIH Te€K OHbIH-CaybIK KypaJibl FaHa
emMec, COHbIMEH KaTap aJleyMeTTiK-MaleHH
WIbIHBIKTAP/Ibl O€HHEJEHUTIH KoHe OeJrii
Oip JeHreiIe e3repTeTiH MaHbI3/Ibl 6HEP
TYpi €KeHiriMeH OalIaHbICTLL.

Bys1 TakplpbIn KenTereH FasbiMaap
TaparblHaH opTYpJli aceKTisiepie
geprrenjii. Cemen @pefinux 3
eHOeriHae KUHO OHePiH KaH-KaKThl
3epTTel Kejie PUILMHIH CTHJIIH
KHUHemarorpagusiiblk npodJema peTitjie
Kapactbipibl (187). Anthony Nevill 6ykin
3epTTeyiH KuHeMaTorpadThiH, 63iHIK
epekiuesikrepine apHazbl (27). O KuHo
TEOPHUSICHIH 2KOHE KMHOFA TOH apTypJli
CTUJIBIEP/L €MKEeH-TeMKEHITi TaIIaibl.
Robert Stam dbunbmaepai »kacay Teopusicel
MEeH KHHO »KaHpJ1apbiH 3epTTefi (13), oHbIH,
XKYMBICBI KHHEMATOTPa(ThIH KaJbITaCyblHA
JICHiHTi TapUXU KOHTEKCKE Heri3/Ie/IreH.

B. Brown kuHo TisliHiH KaJbinTacybl MeH
KHHO TEOPUSICbIH KAMTHTBIH €HOeKTepiH/e
TEOPUSJIBIK Ta/layabl MPaKTHKAJBIK,
MbIcaslapMeH TONBIKTBIPbI (44 ). Dadi
men Iftikhar e3 3eprTeysepinjie peanuam
»KoHe (abyJia oflicTepiHe TOKTAIbI

(53), 6ipak Oy 9icTep KHHeMaTorpad
MeH KHHO HHJLyCTPHSIChl TYPFbIChIHAH
Kapactbipbliabl. Daniel Maddock
KMHeMaTorpadTarbl Herisri ajictep MeH
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OJIAPJIbIH, TTPAKTHKAJBIK KOJIAHBITYbIH
geprresi (16). OTaHabIK KHHOTaHYLIbIIAP
ilinen baybipxkan Herep6ek kuHo TiJliH
(OJIBKIOPJIBIK HeriziepMeH GakaaHbICTbIpa
OTBIPKIN 3epTTereH (65), Muna Cmaunosa
JKacTap KHHOCBbIHIAFbI pexKUccepJlik
CTHJIb MaceJieiepiHe eHOeKTepiH apHaraH
(24). ABTOpPJIBIK KMHO YK9HE apT-CHHEMa
TYPFbICbIHAH Ka3aK KHHOCBIHAAFbl CTHJIBIK
epekuenikrepa Anma Aiap Taanarat
6oaTbiH (78).

Anaiina, TpaHCMOIEHHETTI KMHO TiJli oJ1i
JIe a3 3epPTTe/IreH. OPTYPJIi MOIeHHETTED
JIOCTYPJIi KUHEMaTorpausiibiK Tacianepii
Kasnai OediMIeHTiHI MEeH e3repTeTiHi
KBI3BIKTHI OarbITTap/bIH 6ipi 60JbIN
Tabbliaibl. COHbIMEH KaTap, SKOJIOTHSIJIbIK,
JK9HE [MOCTKOJIOHHSJIBIK TaCiIaep,
MoJCHHETTEP/IiH 63apa apeKeTTecyi MeH
KHHOHbIH 9JICYMETTIK e3repicrepre acepi
3epTTey 63eKTi H0JbIN Kaja 6epye.

JKaHpJibIK KOHBeHLHsIap/IbIH ©3repyiH
TaJIIay 2KOHE KUHOHBIH KeHiCTIKTIK yKoHe
YaKBbITTBIK KaObliayra MCHXOJMOTHSNBIK
acepi e MaHbI3Mbl 3ePTTEY OAFBITTAPBIHBIH,
KatapblH1a. PeMUHUCTIK KHHOTINIH Tas1ay
IeHICPJIK MaceJsIe/IepLiH KHHO CTHJ/IbEPI
MeH TeXHHUKaJIbIK aclekTijepiHe Kanau
bIKI1aJ1 €TETiHIH allia aJiajbl.

Bys seprreynin MakecaTbl — KMHO
TiJli MEH CTHJIb 3BOJIOLUSACHIHBIH HeTi3ri
Ke3zenepin anbikray. Ocbl MaKcaTka
JKETY VLLIH KeJieci MiHAeTTep KOUbL/bL:
XXI racbip KuHeMaTorpadusichlHIarbl
KHHO TiJli MEH CTHJIb 3BOJIIOLHSIChIHBIH,
HETi3ri YPAICTePiH aHbIKTAy, OJapPIbIH,
e3apa GalsaHbICBIH TaJay; LHPPIBIK
KUHeMaTorpadus }KariaibIHIa 0J1apibiH
KepepMeH TaparbliHaH KaOblIAaHybIHAAFbI
e3repicTepli capasay; KHHO TiJliHiH,
3BOJIIOLUSIIBIK Ke3eHePiHiH, KHHO
LIbIFapMaJlapbIHAAFbl MaFblHAHbI
KaJIbIITaCThIPyFa bIKMAJbIH 3epTTeY.

3epTTey aaicTepi

KuHo TiJsii MeH CTUJiHIH JaMybIHbIH
e3repicTepi aHbIKTAJbIM, OJaPAbIH,
9BOJIIOLHSICHI ABIOBICCHI3 KUHO JIYipiHiH
(1920-1930 k. ) na#ina GoJsrybiHaH Gactan

XXI racbip hunbMjiepiHe eiH 3epTTeI.
3eprTey aschbiiia KHHeMaTorpadusiibiK
TeXHHUKaJap MeH CTHJbAEPIIH AaMybl KaH-
JKAKThl KApPaCThIPbLJIbII, KHHO TapUXbIHAAFbI
IPTYpJIi Ke3eHlep KaMThLbl. by
JIbIOBICCHI3 KMHO J19yipiHeH 6acTarn HudpIibK
TEXHOJIOTUsIJIAp/ibl €HIi3yre AeHiHr KUHO TiJli
9BOJIIOLUACHIHBIH HETi3ri Ke3eHIePiH 2KyHedi
TYpJIE KMHAKTayFa MyMKIiH/iK O€p/i.

3epTTey MOHTaX Taciiepinieri, Kajap
KYPYJarbl 2KoHe JbIObICThI Naiia aHy1arbl
earepicrepre 6arbITTa/ly apKachlHa
(usbMeperi MarbiHaHbI 2Kacay MeH
KaOblIIay ToCIepiHe alTapJIbIKTal bIKIaJ
eTTi. CoHna-aK, MoJIeHH XKoHe dJIeyMeTTiK
e3repicrep/iiH KHHEMATOTPAHSIIbIK
ToxKipubeJiep MeH TaKblPhINTAPFra KaJan
acep eTKeHi TaslaHbIl, KHHOHBIH 9pTYpJli
TapHMXH OKMFasap MEH KOFaMJIbIK KOHiJI -
Ky#i Kasai OeidHesiereHi aHblKTa/abl. by
KHHO 6HEPiHIH TeXHUKAJIBbIK KbIpJapblH
FaHa emMec, Ma3MYH/IbIK €PeKILEeJNiKTePiH J1e
TepEeHipeK TyCiHyre MyMKiHIiK Oepai.

3eprrey GapbiCbiHAa 9PTYPJli MOJECHH
JKOHE TapHXH KOHTEKCTep/e KOJIaHblIFaH
KHHeMaTorpausiibIK Tociniep MeH
CTHJIBJIEP CaJIbICTHIPbIALL. Tannay apTypi
eJiJlep MeH JIgyipJepre THeciai huabMIepP/i
KapacThIPbIMN, 9p MOICHHETTEri KWHOHBIH,
©3iH/liK ’KOHE OpTaK CUIaTTapblH OaraJsayra
MYMKiHiK 6ep/i. MoHTax) TeXHUKAChI,
Kaap Kypy, AbIOBIC MeH XKapbIKThI
KOJIIaHy TOCIJIIEPiHiH op Ke3eH/Ie Kaslal
OellimiesireHi HeMece e3repicke yliblparaHbl
epekllie Ha3apra aJblHjibl. by aseymeTTik,
casiCH 2KoHe MajIeHH (haKTopJ1apiblH KHHO
CTUJIiHIH ©3repyiHe KaJal acep eTKeHiH
aHbIKTayFa KOMEKTECTI.

3epTTey HOTHXKECIH/IE TYPJIi TAPHUXU
JKOHE MOJICHH KaF1akiiapablH YITTBIK
KMHeMaTorpagus epekLieikrepin
KaJIbIITaCThIPYAaFbl pPeJli 2KoHe 0J1ap/blH,
»KahaHJbIK KHHO OHJlipiciHe bIKMaJbI
anblKTasbl. COHbIMEH KaTap, 6TKeH
JI9YipJepIiH MaHbI3Ibl (GUIbMIEP
TaJJlaHblI, KUHeMaTorpagpHsiibiK
TeXHUKaJIAPAbIH AAMYbI 2KOHE OJ1apAbIH
KepepMeH KaObl1ayblHa acepi OaranaH/bl.
3eprrey yaepici Tanpanran GUIbLMIEPIH



KYPBLIBIMBI, CTHJI, OasHnay oaficTepi MeH
BU3YaJIlIbl TiJIIHE MYKHUAT TaJj1ay »Kyprisyi
KaMTbUIbl. ByJ1 9ic TEXHOJIOMHSIIBIK YKaHE
CTUJIBIIK ayblCyJIap/bIH, HEri3ri Ke3eHaepiH
aHbIKTayFa, OKUFa HOasiHaay TociJiepiHit,
JKOHE SMOLIUSIIBIK 9CeP KAJbINTACThIPY
9liCTEepiHiH KaJlall e3repreHil TyciHyre
MYMKiHIiK Oep/ii.

Tannay conpaii-ak TeXHOJNOrHsIIbIK
e3repicTep MeH KOFaM/IbIK KOHIJI-KYHIiH
KMHeMaTorpausiibiK TeHIeHIUsIapra
KaJlal biKMaJ eTKeHiH 6arajayra MyMKiHIiK
6eplii. OpTYpJli yaKbIT Ke3eHaepi MeH
MOJICHH KOHTEKCTTEP/iH, KHHO TaKbIPbINTAPbI
MeH TeXHHMKaJapblH TaHJlayFa acepi epeKile
Hazapra aJblH/pl, 6y KUHeMaTorpaHsHbIH
YaKbIT 6Te KeJie KaJal JaMbIFaHbIH
TyciHyre KomMeKTecTi. Tapuxu MaHbI31bl
(usbMIEpli 3ePTTEY KUHOHBIH dJIEyMETTIK
03repicTepiH, COFbICTaPAbIH, MOJIEHH
PEBOJIOLHUAIAP/BIH KOHE TEXHOJOTHAJIBIK
JKETICTIKTepAiH KopiHici OOJNFAHbIH KOPCETTI.

JKannbl TenneHUMsIapAbl Tl 1ayMeH
KaTap, KeKe pexkuccepJsep MeH oapiblH
KHHO TiJliHE KOCKAH yJlecTepi e 3epTTeIi.
OuibMep/li TepeH 3ePTTey OJapiblH 63iH/IiK
epeKLIeiKTepi MeH 2KaHalllbL/1 ToCJIIePiH
allKbIHayFa KOMEeKTeCTi, OyJ1 63 Ke3erinue
KeJieci OyblH KUHemMarorpagucrepite
bIK[1aJ1 €TKeH. byJ1 Tocisi KuHOHBI 6HEp
peTiH/e KaJbITaCThIPAThIH YAePiCTepAi
TepeHipeK TyCiHyre, COHIal-aK KHHOHBIH
KOFaMra bIKMaJblH OaraJjay yuliH Tapuxu
KOHTEKCTTEepP/li ?KaH-2KaKThl TaJay/IbliH
MaHbI3/bIIBIFBIH aTall OTyre MyMKIiHIK
oepi.

Mikipranac

Kuto Tisi MmeH cTuiibaepi kunematorpad
TEOPHUSICHIHBIH, MAHBI3/Ibl ACMIEKTiEPi OOJIbIT
TabblIabl, 0Jap PUIbLMAEPAETi aKnapaTThl
JKeTKi3y MeH Kabblaay Taciaaepin
aHbiKTakabl. KnHo Tiji — 6yJ1 pexkuccepiin,
OeriHeJsiep »xkacay, CI2KeTTi KeTKi3y »KoHe
KepepMeHre SMOLMAJIBIK acep eTy YILIiH
KOJIIAHATBIH TEXHUKAJIBIK KOHE KOPKeMIiK
KypaJilapbIHbIH KYPAEJi >KMBIHTBIFbI.

OraH Kazap Kypy, MOHTax, OMepaTopJiblK

JKYMBIC, IBIOBICTBIK CYHEeMeJIIey 2KoHe
AKTEePJIiK OUBIH CUSKTBI 9PTYPJIi 3JeMEHTTep
Kipesi, onap 6ipirin, hbUJAbMHIH BU3yaJibl
YKOHE IMOLHUSABIK aTMOChepachiH
KaJiblnractbipabl. KuHo Tisi Tapuxu namy
OapbIChIHA TEXHOJIOTHSI/IBIK HHHOBALMsLIAP,
9JICYMETTIK-MOJCHH 63repicTep JKoHe
perKuccepJiepAiH, WbIFapMallbl/IbIK
TaJiFamMJiapblHbIH bIKI1AJIbIMEH 3BOJIIOLIUSIFA
YUIBIPAJIBL.

Kuno ctunbaepi — 6y Gedridi
6ip pexxuccepJiep/iiH Hemece
KHUHeMaTorpausiibiK GaFbITTap/blH
LIbIFapMaJiapblHa TOH TaCiIIep MeH
epekiesikrep. Osap peajsusamMHeH
CHUMBOJIU3MTI€, SKCITPECCUOHU3MHEH
MHHUMAaJIM3Mre, Kaaccukadblk [oJByaran
ToyeJIci3 KHHOFa JieliH apTypJi popmana
KepiHic Tababl. OpOip CTUIBIH 63iHIIK
cunarramasapsl 6ap, onap huIbM
3CTETHKAChl MEH MaFblHAChIH aHbIKTAN/IbI.

MbicaJibl, peasu3Mm LbIHARbl OMipAi
OapbiHila 191 OeiHeJseyre XKoHe OHbl
3KpaHjia KepceTyre yMThl1a/pl, aj
9KCIIPECCHOHU3M KeHiNKe pJsIep/iH ilKi
aJieMiH 6epy YUIiH SMOLUHUSJIBIK LIUeJeHICTi
apTThIpyFa, epekliie pakypcrap MeH
OeliHesiep/li KoJIaHyFa HeTi3aenes.
Kuno ctunbaepi 6earini 6ip MojieHu
KOHTEKCTEpPMEH, TApUXH OKUFaJapMeH
HeMeCe PEXKUCCePJIePAiH 2KEeKe KOPKeMIIK
yCTaHbIMAAPbIMEH GaliIaHbICThl HOJTYbI
MYMKiH, OyJ1 onapra 6ipereiiik nex
KrUHemartorpadusi yiliH epekiiie MaHbl3
oepel.

1920-1930 »kplinapb! yHCI3 KHHOAAH
JbIOBICTBI KHHOFA Kolly OasiHaay
anictepi MeH UIbMIEP/LIH CTHJBIK
epeklIeJiiKTepiHe yJKeH e3repic akedi. by
Ke3eHJEe Kyp/eJi AHajIortap, My3blKa 2KoHe
’KaHa MOHTaXK Tacisepi nanaa 60JblI,
KUHO TisiH OafibiTa TycTi. KeldinneH TypJi-
TYCTi KHHO MeH KOMITbIOTEPJIiK apHaiibl
s dexTinepain 1amMmybl KHHEMATOTPadHUsIIbIK
TiJULIH, BU3YaJIJIbl 2KOHE CTHUJIbIK
3JIEMEHTTEPiH TyOerenJi 63repTin, OHbI
OJIaH api XKeTLipyre MyMKIiHIK O€p/i.

KUHOHBIH 1aMybIHbIH aJIFallIKbl
MaHbI3/ibl KedeHi XIX racbip/ibiH COHBIH/A

OPTAJIbIK A31S ©HEPI: KA3IPT 3AMAH T¥PFbICbIHOAFbI TI1 MEH MOTIH i CAJAS Volume 10. Issue 1. 2025



CAJAS Volume 10. Issue 1. 2025

OPTAJTbIK A3M8 ©HEPI: KA3IPTI 3AMAH T¥PFbICbIHOAFbI TIJ1 MEH MOTIH

KUHeMaTorpadThiH naiaa 60ybIMeH
OailanbICTbl. Bya keane pexkuccepaep
KapananbiM BU3YyaJljibl TOCJLIEP MEH
HEri3ri MOHTaX 3J1E€MEHTTEPIH KOJIAHbIII,
9KCMEPUMEHTTED XKYPrizii. Mbicalibl,
arailbinpbl JItombepaiep, Kopk Mesbec
JKoHe 6acKa la KUHO eHEPiHiH IHOHepJiepi
CTaTHKAJIBIK Ka/IpJiap apKblibl KapanaribiM
6asinnay hopMasiapbiH aMbIThI, KeHiHHEeH
Herisri MOHTaXK KaruaaTTapbliH KoJlaHa
OacTajpl.

1920—30 xblinapbl YHCI3 KUHOAAH
JILIOBICTHI KWHOFA Kellly OasiHaay Tacinaepi
MeH (DUJIbM CTHJTiHE allTapJibIKTai
e3repicrep eHrisi. JIbIObICTbBIH KoHe
MY3bIKaHbIH KOJIAHBTYbl KOPEpPMEHMEH
©3apa 9peKeTTeCy TACIJIePiH 63repTTi,
JMaJIor neH AplObICTBIK aTMocdepa
OasiHIAY/IbIH aXKbIpaMac 3JeMEeHTTepiHe
ariHaJs/ibl. ByJ1 ke3eH Kypedi inasnortapibi,
JKOHE 2KAHA MOHTAK TOCI/IEPiHiH nanna
OOJIybIMEH epeKIlIeNeH .

XX racblp/pIH, OpTachiHaa TYpi-

TYCTi MJIEHKAHbIH KoHe KeH (hopMaTThl
TYCipiJIiIMHIH JaMybl KHHO TiJIiHiH »KaHa
JICHTelre KoTepislyiHe bIKNaJ eTTi.
Kanaccuxainbik IonnuByn Kypeni BUs3yasjibl
s(deKTiziep MeH MOHTaX/Ibl KoJilaHa
OTBIPbIT, KOFapbl OI0/LKETTI (hUILMIED
opmy.aceina Heriznesni. ConbiMeH KaTap,
UTAJIbSHIIBIK Heopeasn3M MeH (paHILy3/IbIK
JKaHa TOJIKbIH CUAKTBI GaFbITTap/bl
KAMTHUTBIH €yponaJiblK KHHO TaOUFH
JMasIorrapra xKoHe AepeKTi CTHIIbIET
TycipisiMaepre 6acbIMAbIK Oep/i.

XX racbip/ibiH, coHbl MeH XXI rachipibiH
GachIHIAFbl LUQPJIBIK TEXHOJIOTHSIIAP
BU3yaJlJIbl 3 deKTisiep MeH Tycipy ajlicTepin
TyOereiii e3reptTi, 6ys1 pexxuccepJsepre
CTHJIb MeH OastHay KypblJIbIMbIMEH
epKiH TaxKipube Kacayra MyMKiHJIiK
6epai. Mbicasbl, [keiimc KamepoHHbIH,
«ABatap» usbMi KOMIbIOTEPJIiK Tpaduka
MeH BUPTyaJIjibl TYCipy TEXHOJIOTHSIAPDI
OOMbIHILIA KAHA CTaHIAPTTap/bl
KaJIbIMTACTIPbIT, IUMPJABIK TEXHOJIOTHSIAP
apKbl/bl OYTiH 6ip a/eM »Kacajibl. by
TEXHOJIOTHUSIIBIK YKAHAJBIKTAp TeK BU3yaJlilbl
ToCiiepre FaHa emMec, COHbIMEH KaTtap

OastHIay MyMKIHAIKTEpiHe JIe KeH 2KOJI
auIThI.

Kuno ctunbaepi — 6yJ1 pexxuccepJepii
KOPKEMIK Ke3KapacTaphblH Oiaipy
’KoHe Giperell 3CTeTHKaHbI »Kacay yLIiH
KOJIIAHATBIH 9PTYPJli KOPKEMK Taciiep
MeH TeXHHUKaJsap KUbIHTBIFbI. OPpOip
CTHJIBJIIH, 63iH/IiK epeKlliesikTepi 6ap,
oJ1ap TYCIpiJliM, MOHTAK, 2KAPbIK [1eH
JILIOBICTHI KOJIIAHY 9JliCTepiH, COHIal-aK
CIOJKETTIK KypPblJIbIM MeH OeiHeJIe pAiH,
ePeKIIIKTEPiH KAMTHDI.

Ochbl 3epTTeyjie eH KeH TapajiFraH KHHO
CTHJIbAEPI KApaCThIPbL/IbII, 0J1apAbIH
erKel-TerKenJ1i Tajjaybl YChIHbIJIFAH.
ToubIK TyCiHIK aJty yLLIiH CTH/IBAEPTE
KaTbICTbl MaJIIMETTep, OJlap/blH KUHOA
KOJUIAHbLIY MbICAJIaPbl MEH €peKLIeJIiKTepi
Kectenie kopceTtisreH (Kecre 1).

Peanuam 6apbiHiiia HibiHANbI
emipai Geiinesnieyre 6arbiTTanran. Ocbl
CTHJIBJIE 2KYMBIC iCTEUTIH pexkuccepJsep
LIbIHANBI OKKFaap MeH KelinkepJepai
OypmaJsiaychbiz Hemece 6Ge3eHjlipyci3
O0OBEKTUBTI TYPAE KOPCETYre YMThIIAbI.
Kunemarorpadusiiarsl peannsm acbipa
Ci/ITeyCi3 2KoHe 2KaCcaH/Ibl dLIEKEHIeyC i3
UIBIHABIIBIKTBl MYMKiHZITiHIIE 19J1
JKeTKigyre TaJjnbiHazbl. By ctuib kebinece
KYHJEJIKTI OMip/ii 2KoHEe HAKTbI dJIEMHiH
MaceJsiesepid 6edHeey YIiH KOJIaHbLIa/bl.
Peanuctik KHHO TaOUFH JIeKOpaLUsiiapMeH,
TaOUFU 2KAPBIKIIEH KOHE KeHJie IePeKTi
ToCIIe A NaiaNaHyMeH epeKLIe/eHe .
Peasiam ctusingie Tycipisiren dhuibmaep
aJlaM 6Mipi MeH KOFAMJIbIK LIbIHIbIKTbI
LIbIHANDBI 9Pi WBIHIILLT OelHeeyre
YMTBLIa/bI, OYyJ1 KepepMeHIe SKpaHaarbl
KeHilnkepJep MeH OKurajapMeH e3apa
OalIaHbIC OPHATY/IbI KEHIJIIETe/
(Artstream 53).

DKCNPeCcCHOHU3M KeHinKepJiepi
IMOLMSIIBIK 2KoHEe MCUXOJIOTHSJIBIK 2Kak -
KYHiH alllIBIKTBI KOPKEMJIIK KypaJiap
apKblibl 2KeTKidyre 6arbiTTasrad. Oran
allbIK »KapbIK MeH Kapa TyCTep/iH
Kapama-KallbL/IbIFbl, €peKlle pakypcTap
MeH MeTadopalibiK 6elHesep Katapl.
Kunemarorpagusiaarbl SKCnpeccHOHU3M



Kecte 1. KuHOHbIH, Herisri cTunbaepi XXaHe onapAbiH, Mbicanaapbl. [lepekkes: aBropnap

KYPacTbipFaH.

Ctunb aTaybl CTunbaiH Herisri ngescol

®Dunbm Mbicanbl

CTunbaiH KepiHic 6epy

anneropusnapapl KonaaHy

acnekrinepi
Peanusm LbiHavbl eMipai 6apbiHWa AfalibiHabl JapaeHH LLIbiHalbl oKkMFanap MeH
nan 6eiineney Kerinkepnepai ewkaHaam
acipeneycis kepcety
JKCNPEeCCMOHU3M | IMOLUANDIK KIHE Kanurapu AVKBIH XapblK NeH KapaHFfbl
NCUXONOTUSNBIK, Ky KOHTpacTTap, epekiue
XKeTKizy pakypcTap
HaTtypanusm MarbiMpay MeH 6asHaayabiH, | JapaeHH dunbmaepi LbiHaibInbIkKa, 6enwekTep
KapananbiMAblblfbl MeH TYMHyCKanblikka 6aca
Hasap aygapy
CumBoONM3M CumBongap MeH iy dunbmpoepi CumBONMKa MeH

anneropusnap apKbiibl
MafblHa 6epy xaHe
KepepMeHre oi cany

YKaHa TonkbIH [acTypni dopmanap mMeH
6asHAay KypblibiMAapbiMeH

3KCMEPUMEHTTED

Tproddo dunbmaepi

Temn, MOHTaX XaHe
basHpay TacinaepiH e3repTy

— KedinkepJiepaiH sMouusIapbl MeH
iLKi as1eMiH popma MeH TyCTi KyLIeHTy
APKBIJIbI 2KETKI3ETiH KOPKEM/IIK CTHJIb.
Bya ctunbaeri gpusibmuep kobinece
JKapbIK MeH KeJIEHKEHIH aliKblH
KOHTPACTTAapbIH, €peKIlIe PaKypCTapbl
JKoHe aOCTpaKTiJli IeKOpaLUsiIap/ibl
nania/aHbII, CIOXKeTTiH MCHXO0JOTHAJBIK
acreKTiJiepiH KopceTe/li. DKCMPeCCHOHUCTIK
TybIHABIIAP runepboanaHral OeiHesnep
MeH CHMBOJIMKA apKbl/bl epeKile api
KerKabaTThl aTMOCdepa »Kacaipl.
DKCIpPecCHOHU3MHIH HEri3ri MakcaThl
— LIBIHABIKTHI 2Kall FaHa KepceTy emec,
KepiciHle KeHinKepJaepaiH, SMOUUAIBIK
KYHiH »KoHe illKi a/ieMiH »KeTKi3y. Bys cThJb
ajilaM cesimziepi MeH OHJIapblH 3€pTTey YIIiH
KU KOJIIAHbIA/bl, COHAAM -aK a0CTpaKTiJli
uaesjiap MeH KOHUEeNMUUsIapabl alKbIHAY
KypaJibl peTiHie naianasbliaipl.
Harypasusm, peanusmre ykcac,
LIbIHAKBIIBIKTHI OefiHeseyre yMThIIAbI,
Oipak oJ1 erKel-Ter:keiaep MeH
LIbIHAWBUIBIKKA epeKllle Ha3ap ayaapabl.
Bys cTuab 6asinnaynars KapanaibiMIbLIbIK
NeH TypaJibIKThl 6aca KepceTel.
Kunonarsl HaTypa/iu3m — LIbIHANbBIIBIKTbI
dLLIEKeHJIeyCi3 JKoHe KypaeJli
CTHJIM3aUMsIChI3 OeliHesieyre TaMbHATbIH

CTHJIb. Dys1 6aFbITTarbl puabMIEp
OasiHaayIbIH KaparnaibIMIbLIbIFbIMEH
JKOHE TypaJIbIFbIMEH, COHJIal-aK
erKel-Terskelyep MeH 1IbIHAWbIIbIKKA
epexiie KoHia 6esyiMeH epeklleeHe .
HatypasucTik TybiHabI1ap KOOiHece Taburn
JKapbIKThI, LIbIHAKBI J€KOPALIUIaP/Ib]
JKOHE LUbIHAKbI aKTepJliK OUbIHAAP/IbI
nagjanaHa oTbIpbIN, KOPEPMEHTe OKHUFa
OpHbIH/A OOJFAHIal acep KaJsblpyra
ThIpbIcajpl. HaTypanuamHin Heriari
uesicbl — ajieMjli 6ap 6OJIMbICBIMEH, OHbIH
npobJemanapbl, KAKTbIFbICTAPbI 2KaHe
aZlaMJIbIK KeMIiJliKTepiMeH Kepcety. byn
CTHJIb AJICYMETTIK 2KoHE S5KOHOMHKAJIBIK
MaceJiesnep/i alKblHIay YIIiH, COHAaN-aK
TepeH MCUXOJOTHSJIBIK 2KaHE MOpPaJIbbIK
CypaKrap/ibl 3epTTEY YIIiH KOJIaHbLTybI
MYMKiH. AfiTa KeTy Kepek, HaTypa/ju3M TeK
peaJiCTiK KopiHicTepMeH LIeKTeJMeN],
KepiciHule, KOpepMeH/Ie IMOLMOHAJIIBIK
JK9HE SMMNATHSJIBIK aCep Ty/IbIpyFa
OarbITTa/IFaH LLIbIHANBIIBIK HJJTIO3USIChIH
»Kacayra ymThiiap! (Smith 112).
CHMBOJIM3M — MarblHAHbI XKETKi3Y KoHe
KepepMeH/li OAJIaHIbIPy YLIiH CHMBOJIIAP
MEH aJIJIeropUsIap/Ibl MakaaNIaHaThIH CTHIIb.
Bys cTuibae xKyMbIC iCTeNTIH pexkuccepJiep
Uaesiiapbl MeH KOHLEMUHUsAIapbIH KeTKi3y
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yuiin Metacopanap MeH abCTpakTiJi
Oerinesiepre xui »xyrineni. Knnonarei
CUMBOJIU3M — MarblHaHbl Oepy KoHe
KepepMeH/i TopOHesey MaKCaTbIHAA
CUMBOJIIAP MEH aJlJIeropHsiyiap/bl
navajaHaTbliH KOPKEMILIK CTHIIb. By
OarbITTarbl PUILMIEDP TEPEH CHMBOJIU3MTE,
JKacbIpblH MarblHaJIapFa »KoHe KenKabaTThl
6eiinesiepre ne. CHMBOJIMCTIK TybIHIbLIAPA
KHHOTIJI 9JIeMEeHTTepi TeK OasfHay yLliH
FaHa emec, COHbIMEH Katap mertacopaJap
MeH accouualiusijiap »xacay yulid
KOJIIaHbLIabl, Oy KOpepMeHre KHHOBHE P
OipHewie AeHrerae Kabblayra MyMKiHIiK
6epeni. CUMBOJIM3MHIH HEri3ri MakcaThl

— OKHFaJIap MeH 9peKeTTeplli KepceTy

FaHa emMec, COHbIMeH Oipre KepepMeHe
TepeH O MeH IMOUUSIJIBIK peaKLusl
TYJbIPY, COHIAN-aK KeHipeK TaKbIpbInTap
MeH ujesiiapra ol cajy. bys kuHo ctuii
(bUN0CODUSNBIK, STUKAJBIK KIHE PyXaHH
MaceJsiesepi 3epTTey YIIiH, COHAN-aK
apxeTUnTik OeiiHesiep MeH MU OJIOTHSIBIK
CHOXKeTTepre »KYriHy YUiH KOJIAHbLIA/bL.
CHMBOJIM3M KOpEPMEHTe IIbIFapMaHbl
e3iHIlle KabblaaaybiHa MyMKiHJIiK 6epeTiH
KOINMOHIIJIIKKE He, OCblIalLla op KepepMeH
TYBIH/IbIIAH 63 MarbIHACBIH Taba aJajibl
(Frye, Steven 48).

«)KaHa TOJIKbIH» CTHJII IDCTYPJIi
KUHeMaTorpadusbik hopmanap MeH
OasiHaay KypblJabIMAapblHA SKCIIEPUMEHT
»KacayMeH curnarTaJgapl. JKaHa ToJIKbIH
pexkuccepsiepi GUAbMHIH bIPFaFbl, MOHTAKbI
JKoHe GastHzay TaciiepiMeH ofHar, KHHO
oHepiHe ThIH »KoHe »KaHallbL1 Ke3Kkapac
KaJsibinracteipasl. JKana Tosksi — XX
FAChIP/IbIH, €KiHILI KapTBICBIHAA Naiia
60JIFaH KOPKEM/IIK OarbIT, OJ1 CIOXKET
KYPBUIBIMBIHA, TYCipy TEXHHKACBIHA KoHe
KOPKEMJIiK ©pHEKTEeyre 3KCIepuMeHTa bl
KO3KapaclieH KapayMeH epeKuieseHe].
Bya 6arbiTTarsl uabMaep oeTTe A9CTYpIIi
CLICHapUH KYPbIIbIMBIHAH aYbITKBIIT,
epekiiie KHHeMaTorpadusJibIK Tociiaepii
(MbICaJIb, pexKUccepJlik aBTOMOPTPET,
MOHTazK/IbIK 9KCIIEPUMEHTTEP, TOMEH
O10/KETTED »KoHe T. 0.) NaraasaHa/bl XKoHe
KYHJEJIKTI CIO2KeTTep MeH KeHinkepJiepre

Haszap ayznapajpl. JKaHa TOJKbIHHbIH, HETi3ri
MaKcaThbl — J9CTYpJli KHHEMATOrpagusiyibIK,
cTepeoTunTepi Oy3y KoHe peaausmre
JKAKbIH, 9JIEyMETTiK-MaJIeHH LUbIHBIKTbI
KepceTeTiH KaHa eHep dopmasapbiH
KaJblnTacTelpy. bys 6areiTrars! guibmaep
Kagipri KnHemaTorpadusira »KaHalibli1
uaessiap MeH TeXHUKAJIBbIK HIeliMaep/i
eHri3y apKblibl yJKeH acep eTkeH. YKana
TOJIKbIH GeJirisii 6ip reorpadusiibik
eHO6epMeH HeMece HAKThl CTUJIbMEH
HleKTeJMe i, KepiciHiie, IblFapMalliblibIK
€PKiH/IK IeH UHHOBALMAJ/1apra 1ereH
yMTbIIbICTHI Oistipeni (Graham et al. 98).

XX racblpaiarbl KblJIMBICTBIK ipamMma MeH
TPUJIIEP KAHPJIAPBIHAA KJIaCCHKAJIBIK,
JKaHpJIap MeH I9CTYpJIePILiH, COHbIH,
iminae GuabM-Hyap NpUHUKNTEPIHIH
BIKIAJIbl aUKbIH Oalikasaaasl. Kentun
TapanTtuno men araribiiibl Kosnnap cusikTbl
KerrereH pexkuccepJep ['osyIMByATbIH
AnTbiH YipiHiH GUIbMIEpiHEH 1IAOBIT
aJIblll, PETPOCIEKTUBTI TOCIIAE P/
KoJjlaHajibl, 6ipak osiapibl XX rachip
KOpepMeH/IepiHiH TaJFraMbl MEH
TEXHOJIOTUSJIbIK MYMKIHIIKTEpiHe
Oeriimaeriii. bya tapuxu biknasap meu
CTUJIBJEP/LIH, 9JIEYMETTIK-MOJIEHH 03repictep
MeH TeXHHUKaJIbIK [POrpecc acepiHeH
KaJai TpaHcopMalysiiaHFaHbIH KoHe
OJIAPAbIH, 6TKEH dYipJepaeH Ka3ipri 3amaH
duabMaepine Kanail oTKeHiH Kajaaranayra
MYMKiHZiK Oepei.

JIbIObICChI3 KUHO Ke3eHi BU3yaJlbl
OasiHjay/iblH Heriari ajicrepin
KaJbINTacThIP/ibl, 0J1ap/biH, Kentiiri XX
Fachblp (UJIbMEPiHE dJ1i JIe KOJIaHbLIA/IbI.
Mbicanbl, Hapau Hanaun men bacrep
Kuron enbekrepinjie KeHiHeH KOJAaHblIFaH
ipi nJIaHaap MeH MoHepJli aKTepJliK OUbIH
IMOLUSAIAP/IBI 2KETKI3Y 2KoHe KOMeausIap
MEeH JipamaJiapaarbl KOMEIHUSAIbIK
JKarnalaapbl xkacay yuliH aJ1i e 03eKTiJliriH
cakrayza (Wallen 13). Conbimen KaTap,
JIbIObICCHI3 KHHO MOHTaxK O€H PUTMHIH,
HeTi3iH KaJsiajibl, OyJ Karuaajaap Kaaipri
KUHemarorpadusia 1a MaHbI3/bl poJt
aTKapaipl.



L{npabiK TexHOMOrHAIAP KHHO TiMiHIH
Kelbip KeHe aJlicTepiH kaHa popmaTra
KalTa XKaHJaHblpyFa MyMKiHiK Oep/i.
Mbicasnbl, 2010—2024 xblinapaarst
(busbMIEpE PETPO ICTETHKAHbI
HeMece epTepeKTeri KUHO J1pyipJepiHe
CTHJIM3aLMs] 2Kacay YLUiH TYCTiK Ty3eTy MeH
KOMITBIOTEPJIIK rpacuKa »Kui KoJIaHbLIaJIbI.
Kosu 6aybipnapbitbit, « O, Oaysipoin,
katidacelr?» (2000) dunbminme ecki
thoTocypeTTep/li ecKe TycipeTiH TyCTiK
NaNnuTPa KOJIaHbLIFaH, OyJ 6TKEeH
FaChIP/IbIH aTMOC(epaChIH KaJbINTaCThIpyFa
bIKNaJ eTejli. 3epTTey KopceTKeHaeH,
CBI3BLIKTBIK eMec 6asiHaay, CTPUMHHITIK
CepBHCTEp KaHe XKOoFaphbl canaJbl
BU3yaJlibl 3dekTisiepre narabliaHraH
KepepMmeHiep KuHemarorpadpusian
HEFYPJIbIM HHTEPAKTUBTI api KypaeJi
Tocii KyTeai. byn pexxuccepaepai xkaHa
KyTyJiepre cai KeJieTiH epekllie HappaTUBTIK
KYPbLJIBIMAAPbI MEH 3KCIIepUMEHTAaJ/1bl
BU3YyaJl/lbl CTUJIMCTHKACKI 6ap (hUIbMIEP
’Kacayra bIHTaJaHAbIpabl.

Ecki cTuiibiep MeH TexHuKasap
KHHeMmaTorpadusira biKnas eTyi
»Kagractblpya. OJsiap OHbIH BU3yaJlibl
JKOHE HappaTUBTIK NaJUTPAChIH GAHBITHIN,
JI9CTYpJIep/liH cabaKTaCThIFbIH KAMTaMachl3
eTelli 2KoHe IKCIIePUMEHTTEepre KaHa
MYMKIHAIKTEp allajibl.

Peanusm, skenpeccuoHusm,
HaTypaJii3M, CHMBOJIM3M KoHe 6acka
J1a CTUJIBIEP/H HEri3ri cunaTTaMalaphbl
oJ1apJIbIH KUHeMaTorpagusiiblK oeHepre
bIK[1aJIbIH allKbIH KopceTei. Knno Tiii men
CTHJIBJIEPiHIH YaKBIT OTE 03repyiH 3epTTey
OJIAPAbIH, 9BOJIIOLIUACHIH TEPEHIPEK TYCIHyTe,
Heri3ri epeklilesikTepit aHbIKTayra XKoHe
KMHEeMaTorpagThiH JaMybIHIaFbl POJIiH
Oesrisieyre MymKinaik 6epai. Kuno inin,
COHJ1ali-aK OHbIH Heri3ri KypamaacTapblH
3epTTey 9pTypJli KeKapacrap MeH
anictepai KamTuabl. Kuno Tisi — aptypJi
TeopusJiapibl OipiKTIPETiH KOMKbIPJbl
YFbIM. OP CTHJIb KHHEMATOTpaUSJIBbIK
eHepre O3iHiK bIKNaJbIH TUTi3e/1i. OPTYpJi
KO3KapacTap MeH afliCTep/li KHHaKTay
OJIapJIbIH MOHI MEH MaHBI3bIH TEPEHipeK
TYCIHYI€ bIKIaJ eTei.

KuHo rini e3inin anyaH TypJi apicrepi
APKblJIbl KEPEPMEHTe BU3yaJl/lbl 2KoHe
JIbIOBICTBIK dcepJiep apKbl/bl bIKI1aJl
eteni. Mbicanbl, J[3Bun @unuepain
«Kemi» pusbMi TyCTiK nasutpa meH
JbIOBICTBIK AM3alH/Ibl KOJIIAHY apKblJibl
1MesieHicTi atMocdepa Kyphbl, OHbIH KOIO
TaKbIPbIOBIH aUKbIHAAUTBIHBIH KOPCETE/L].
Kuno ctusbaepi cioppeasuamMHeH
MOCTMOJIEPHU3MTE JICHiH JaMBbll,
oprapantanbl. Kpucrodep Homannbin
«bacmay» bunbmi 1pcTypai emec GasiHjiay
KYPBIJIBIMbI MEH KypZieJli MOHTaxK o/licTepiH
KOJIIaHa OTBIPHIN, Gipereil CTHIIb MeH
KOpEepMeHre acep eTy/liH KaHa TaCi/iH
KepceTe/i.

Mbicasibl, JKan KokToHbIH,

«Opgpeti» dunbmi 1940-xblinapaars
KHUHEMaTorpausiyibiK 2KaHaIbLIIAPIbIH,
BU3YyaJi/ibl 3peKTiiep MEH MOHTaXK
APKbLJIbI 2)KaHA CTUJIBAEP MEH YPAiCTep/i
KaJlal KaJIbIMTACThIPFaHbIH KOPCETE/I.
CagblcTbipMadbl Tasay apTypJi
KHUHemaTorpagusiibik MeKTenTep MeH
perkuccepJiep apacblHAArbl YKCACTBIKTAp
MeH aliblpMallIblIbIKTap/ibl aHbIKTayFa
MYMKinaik 6epai. Mbicasbl, Peepuko
Genmnn men Anzpeit TapkoBckuit
(bUIIbMJIEPIH CANIBICTBIPY OJ1aP/bIH
dpKalchiChbl BU3yaJljibl 2KoHE CUMBOJIMKAJIBIK
ToCI/IIe P O3/IePiHiH epeKIlIe SCTETUKACI
MeH (rI0COpUSICHIH KETKI3y YLIiH Kaan
KOJIJIaHATBIHbIH KOpCeTeli.

KuHo Tisii MeH KHHO CTHIIbEPi
KMHeMaTorpag TapuxbIHia SCTETHKAJIbBIK
»KoHe MajieHH MaHpisra ue. Jlape Pon
Tpuepnin «Kapareoidaeor buuii»

(busbMi KMHEMaTorpadg eHepiH/e XKaHa
NepPCrneKTUBAJIAp allblll, 63iHAIK CaHa MEH
CyOBbEeKTHBTINIK MaceJie/IepiH Ta/IKblIayFa
urepmesieii. bys acnexrinepsai Tyciny
KHHeMaTorpaHsiyiblK TEOPUsIHbI FaHa eMec,
COHBIMEH KaTap KepepMeHIepAiH MaJIeHH
JKOHE 3CTETUKAJIBIK ToxKipuOeciH OalbITaibl.

Kuno tizii MeH cTubaepiH 3epTrey
KHHEMaTorpaThiH KOpepMeHTe bIKnasl
€Ty MEXaHU3MIEPiH TEePEHipeK TyCiHyre
MYMKiHIiK Oepesi. MbicaJbl, [11oH
[lennnin «Kabaiior mabueamras
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(UsIbMI LIBIHANBI KAMEpa TEXHUKACHIH
naviajaHy apKbl/Jbl KepepMeHre
OKHWFaJsiapra TiKeJsiel KaTbICyLblIAl acep
Oepeli 2koHe IMOLMOHAJIIBIK bIKMAJIb
kyweireni. Kyopukrin « 2001 orcoin:
fapoiumolk, oducces » hunbMin Tasnnay
OHbIH, CHMMETPHSJIbI KAJIpJiap/ibl xKoHe Oasy
[IAHOPAaMa d/IiCTEePiH YHATATbIHbIH KOPCETE/],
OyJ1 OHbIH, (DUJIbMAEPiHE SMUKAJBbIK cCHIaT
TIeH TepeH MarblHa Oepeni.

@puit Jlanrtoiy, 1927 »Kbliibl
Tycipinren « Memponoaucy dunbmi
asrauikpl apHaiibl s dexTisiep MeH
apXUTEKTypaJiblK 1eKopauusiapibl
BUPTYyaJI/lbl dJ1eM KYpY YLIiH KOJIaHy
opekeTTepin Kepceteni. bys Tocin
KelliHHeH KnHeMaTorpadusjia KeH TapaJjraH
anicke ailHasbl. Poman [losancku

men Kpucrodep Homnan dpunbmaepinin
CaJIbICTbIpMaJIbl TaJlaybl KOPEPMEHre yKeac
acep eTy YLIiH KOJJIAHbLIATbIH 9PTYPJi
CTUJIMCTHKAJIBIK ?KOHE KOPKEMJIIK d/LiCTePIiH,
alibIpMalIbIIBIKTapbIH aHbIKTayFa MYMKiHIIK
oepei.
«Kunemarorpadus namMmybIHbIH
XPOHOJIOTUSACHI: HETi3ri Ke3eHaep
MEH TEXHOJIOTHSIJIBIK 03repicTep»
(Kecre 2) arThl KecTe knunemarorpadusi
9BOJIIOLHSCBIHBIH, HEri3ri Ke3eHaepiH,
TYCipisliM, MOHTaK, 2KAPbIKTAHBIPY
epeKILIeJIKTEPiH KoHe Oacka aa
NPOLIECTEP/l KOPHEKI TYp/e KopceTeli.
KuHoTisaiH 2BoJIOLHSICH MEH OHBIH,
TeXHHUKAJIbIK aCMEKTIJIEPiH TAPUXH Ke3eHIep
TYPFBICBIHAH 3epTTey OapbIChIHAA HETi3Ti

Hazap KuHemarorpagHsiibiK TeXHUKaIap

Kecrte 2. Kunematorpacdusa aamybliHbIH, XpOHOIOTUSCbI: HETi3ri KeseHaep MeH
TeXHONOrusANbIK e3repicrep. [lepekkes: aBTOpAbIH, HeridiHAe KypacTbipblFaH

1927)

6aca Hasap aygapy,

Kamepanap, kapa-

CTAaTUKANbIK XX3aHe

KeseH, Epekweniktep Tycipinim MoHTax XXaHe XapbikTaHabipy
TexHonorusnapbl | Kagpnay
epekuenikrepi
[bIBbICCI3 KMHO ObIObICTbIH, XXOKTbIFbI, | KonmeH Kapanaibim Taburn xoHe
(1890-xbinpap - BM3yanabl 6asHaayra | 6ackapbiiaTbiH MOHTaX, XacaHabl

apbIKTaHabIpY,

1950-xbinaap)

[Manorka Herisgenrex
XaHpnapAablH AaMybl

OMTUKANbIK, a3y
XabAabIKTapbl

MOHTaX, opeKeT
MeH AblObICTbI
CMHXPOHZAY
YLWiH MOHTaXAbIK,
eTnenepai
nanganaxy

[uManortap MeH aK MieHka y3aK kagpnap KebiHece fLpamManbIk,

cunaTtTamanap ywid acep yLWiH

TATPRep KoNAaHy KOHTpacTTbl
[biBbICTbIH, [bi6bic neH BeliHeHiH, | OblObICTbIK, [bI6bICTBIK, Kepy xaHe
eHrisinyi (1927 - | CMHXpOHM3AUMSACHI, Kamepanap, XOMMEH yineckeH | AblbbICTbl Kabblnaay

canacblH XakcapTy
YLWiH XYMCaK,
XoHe apTypni
XapbIKTaHAbIPY

TyCTiH, eHrizsinyi
(1930-xblnpap -

Typni-TycTi 6eiiHe,
3MOUMOHaNAbI acepai

TexHuKonop xaHe
6acka Typni-TyCTi

Kappnay meH
MOHTaXAaa TYCTi

TycTi fan xeTkisy
VLWiH XaKcapTblaFaH

MYMKIiHZIKTepi

1960-xbInpap) KYLLEWTY TexHonorusnap KONLAHY apKblbl | KapbIKTaHAbIPY,
KOHiN-Ky1 MeH dunbTpneppi
BM3yanabl acepai | konpaHy
apTTbipy
LUndpnbik, XeTingipinren Lndpnbik, Kypaoeni MocTnpopakwHaa
TexHonorusnapfsa | Busyanmbl xxaHe Kamepanap, eTnenep, apHaiibl | oHaii Tysety
KeLy ObIObICTBIK, KOMMbOTEPAiK 3ddekTinep MeH | xaHe eHaey
(1990-xbinpap - addekTinep, MOHTaXx KOMMbOTEPAiK MYMKIiHZiri 6ap
2024) NoCTNpoAaKLUH rpadumkaHbl KapblKTaHAbIPYAbIH,
VLAEPICiHiH XeHinaeyi KQMTUTbIH anyaH Typainiri
KEHEeNTINreH
MOHTax




MEH 9/IiCTEP/iH JaMybIHA YKOHE e3repyiHe
aylapbliibl. Ocipece, 1bIObICCHI3 KHHOAH
JIbIOBICTBI KHHOFA KoLy, TYPJi-TyCTi
TJIEHKAHbIH eHTi31/Tyi KoHe LU PJIbIK
TeXHOJIOTHsIIAP/bIH, (PUILM OHJIpici MeH
MOCTOH/IIPiCiHE dcepi CUSIKTbl MAHbI3/1bl
TEXHOJIOTHAJIBIK 2KaHAJbIKTapra Oaca Hasap
ayznapblibl. bys takeipeinTsl A. Kerlan o3
enoOerinae kapactoipra (18). A. Kerlan
3epTTeyiHlIe KMHO calachlHIarbl opoip ipi
TEXHOJIOTUSJIBIK IPOrpecc — AbIOLICTHIH,
TYCTiH eHri3iyi MeH XX racbipjarbl

U PJIBIK TEXHONOTHSAIAPBIH TaMYbl —
KHHOTIJITE BIKMAJ €Till, pesKuccepJiepre
KOPKEMJIIK »KaHe OasiHiay Tocijyiepin
KEHEHUTyre MyMKiHIIK OepreHiH KopceTesi.
By zeprrey A. Kerlan en6erimen yHiec
KeJle/li, OUTKEHi eKi 2KyMbIC Ta KUHO
TEXHOJIOTHANAPBIHBIH 9BOJIOLHSCHIHA
JKOHE OJIapJIbIH, KUHOTIJITe acepiHe

Hasap aynapaibl. Exi seprreye ne
JILIOBICCHI3 KHHOMIAH JABIOBICTBI KHHOFA
KoLy, TYCTiH eHTi3iJ1yi 2KoHe LU PIIbIK
TEXHOJIOTUSIJIAP/IbIH, 9CePi CUSIKTbI HETi3ri
TEXHOJIOTHAJBIK 2KaHAJBIKTAP/IbIH
pexKuccepliepiiH KepKeMIiK MyMKiHIIKTepiH
KeHeNTin, OasiHaay KypblibIMbIHA YKIHE
q)mlblvmepniﬂ SMOLMAJIBIK 9CEPiHE bIKIAJ
©TKEHi ararn KepceTiJie/i.

3epTTey KuHemaTorpausiyibiK
CTHJIBJIEP/IIH KHHO MaFbIHACHIH
KaJIbIITaCThIPy MEH HHTEpIIpeTalusiayra
9CePiH Jie KapacTblpajibl. bys TakbIpbINTh
TaJliay opTypJli PeXKUCCEPJIIK 2KoHe
YKAHPJIBIK TOCIEp (hHIbMHIH GasHaay
MEH BU3yaJ/iM3alus 9/liCTePiH Kajau
KAJIbINTACTBIPATHIHBIH XKoHE 0J1apAbIH
ayauTopus KaObliayblHa KaJiaid acep
€TeTiHiH aHbIKTayFa MYMKiHIiK Oepai.
Kunemarorpagusiibik CTHIBIEPIIH
KHHO MarbIHACBIH KaJbINTACTBIPY MEH
WHTepripeTalusiiayra ocepi Alex Malaina
(25) »xone Jonathan Strickland (58)
3epTTeyJepine 1€ OPTaJblK TaKbIPbII
peTiH/ie KapacThbIpPbIJIFAH.

Alex Malaina 3 en6eKTepine
KMHeMaTorpausiibiK TeEXHHKaIap MeH
MdJIeHH KOHTEKCT apachlHarbl e3apa
H6aitanbICTbl 3epTTeri. O KUHO CTUJbEPI

MOJIEHH 2KOHEe 9JIeYMETTIK o3repicTepi
OerHeJien KaHa KoMMai, KOraMIbIK,
Kabblaybl KaJablNTacTbipyra 6esceni
TYpJle KAaThICATbIHBIH aHBIKTAIbI. A.
Malaina KMHO eHep Typi peTiHe MOJIeHH
JIUCKYPCTap/ibl MOJIEJIbIeY/le MaHbI3/lbl PoJl
aTKAapaTbIHbIH XKoHE 9JIeyMEeTTiK e3repicrep
KypaJibl 60J1a afaTbiHbIH aiTazibl. As
J. Strickland kunemarorpadusiibik
CTHJIBJIEP/LIH KOPEPMEHHIH SMOLMOHAJIBIK
JKaF1aiblHA yKOHE MCHUXOJOTHSAJIBIK
peaklMsiCbIHA dcep eTyiHe Ha3ap ay1apajibl.
OmbIH 3epTTeyepi Kelbip BU3yasIbl 2KoHe
JBIOBICTBIK TeXHHKaJap ayAMTOPUSHBIH,
IMOLIMOHAJIBIK »KayaOblH KYLIEHTIM,
(DUIBMHIH CIOXKETTIK d/1eMiHe TepeHipek
Ooi1ayblHa bIKTAJ €TEeTiHiH KopCceTe/l.
Strickland 6yn Mmexanusamaepai Tyciny THimMi
api acepati KHHeMAaTOrpaUsIIbIK TYbIHbIIAP
JKacay yIUiH KoJsiiaHyFa 60J1aThIHBIH aTan
ertelii. bys makana Alex Malaina xone
Jonathan Strickland 3eprreynepimen
THIFbI3 GaHJIaHBICThI, OUTKEHI VI 3epTTEY Je
QpTYpJli KuHEMaTorpausiIbIK TCiIeP/iH
KepepMeHHiH (PHIbMI KabbliaaybiHa
KaJsiail biIKnaJ eTeTiHiH KapacTbipajibl. Alex
Malaina KuHo TexHHKAChl MEH MajIeHH
KOHTEKCT apachbiHarbl 6ailaHbICThl
TaJl1ai OTBIPbIN, KHHOHBIH MaJICHH
JUCKYpCTap/ibl KAJbIITACTbIPYAAFbl POJIiH
epekiie kepceteni, an Jonathan Strickland
KUHOHBIH SMOLMOHAJIIBIK 9CEPiH apTThIpy
»KOJIIAapbIH KapacTbipabl. bipirin, 6y
3epTTeyJiep KHHOHBIH ayJIMTOPHSIFA 9CEPiH
KCLLICH] TYCIHyre KOMEKTeCe/li 2KoHe
KUHeMaTorpadThbl THIMLI KOMMYHHKAalUs1
JKOHE BIKMAJ €Ty KypaJibl peTiH/e
KapacTblpyra MyMKiHJiK Gepeii.
DeMHUHUCTIK KUHOTIJL Tasiiay
TaKpIpbIObI J1a KAPaCThIpbLbl. ['eHaepJik
MaceJiesiep GUIbMIEPAIH CTHIB/IIK KoHe
TEeXHUKAJIbIK aClleKTiJiepiHe auTapJblKTau
acep etenii. Kunemarorpadusina renuepJik
TaKBIPBINTbIH, 2KapbIKTaHAbIPbLIYbI
pexKuccepJiepiiH, BU3yasijibl 2KoHe AblObICTbIK
dlicTepAi FreHAePJIiK CTEPEOTUIITEPAI
KYLIEHTY Hemece oJiap/bl 6y3y ViliH Kaaak
KOJIlaHAThIHbIH KepceTTi. Mbicasibl, pakypc
TaHjay, KapblKTaH/bIPY KOHE MOHTAXK
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OeJrisi 6ip reHaepJiK peJiIep/li epeKie
KOpCeTyi Hemece KepiciHule, 19CTypJi
ep MeH aiies 6eliHesiepiHeH aybITKUTbIH
KOHTEKCTepAe KeHinkepJsepai OeiHeseyi
MYMKiH.

Axkmapan Kacbimxanosa, Biajgumup
[TonoB xxoHe baybek Herep6ek Te kazak
KHHOCBI KOHTEKCTiH/Ie BU3YaJIbl KOHE
IbIOBLICTBIK daicTepai 3eptrered (121). Onap
63 3epTTeyJ/IepiHe Ka3aK peKuccepsiepi
LU PJBIK TEXHOJMOTHSIAPAbI (DHIbMIEP/IE
Kasnap 6erimern, KoJJaHraHbIH Tagaan,

OyJ1 e3repicTep/liH Ka3ak ayUuTOPHSICHI
KHHOHBI Kaslai KaOblIalThIHbIHA 9CePiH
KapacTblpibl. 3epTTeyiuijep kahannanyra
KapaMacTaH, Ka3akK KHHOCBIHbIH 63iH/iK
MOJICHH epeKIIeJiKTepiH caKTar KaJFaHbliH
»KoHe OyJ1 epeKilesikTep TaKbIphblll,
CUMBOJIMKA »KoHe OasiHaay aflicTepinje
KepiHic TabaTbIHbIH aHbIKTa/bl. Buayaspl
JK9HE JIbIOBICTBIK TEXHOJIOMHs11a P/l

€HIi3y KHHOTIJILIH KOPKEM/IiK MTaJUTPAChIH
6afbIThIN, (DUILMIEP/T KOPKEMIIK TYpPFbIIaH
acepJli KoHe SMOLIUSJIbIK TYPFbIIAH KaHbIK
eTe TyCTi, OyJI KOMyJITThl KOFaM/la MaJIeH!
e3apa 9peKeTTeCy/li TepeHIETyre bIKNaJl
eTel.

By 3eprTeysep TexHOMOTHANBIK
JIaMy/IbIH KHHO TeXHUKaCbIHA, CTUJIIHE XKoHe
dbunbMIepai Kabblaay Taciaaepite Kaaau
bIK[aJ1 eTeTiHiH KopceTeni. Eki 3epTrey
Jie LHPJIbIK TEXHOJIOTHsIJIAap/ibl €HTi3y
pezkuccepJieplliH BU3yasilibl KoHe J1bIObICThIK,
s dexTinepai Konaany MyMKiHAiKTepiH
KEHENTIN, KHHOHBIH KOPKEM/IiK 9cepiH
KYLLIEHUTETiHiH KoHe ayIUTOPUSIHbI OKUFa
dJIeMiHe TepeHipeK TapTaThbIHbIH aTarn
KepCeTe/i.

Keith Newlin :kone Babu Karthick
3epTTeyJepiHie 1e KHHOHBIH MOJIEHH YKoHE
9CTETHKAJIbIK MAHbI3/bIJIbIFb TAJIKbIIAHAB,
oJIap/iblH 9pKaiChIChl OChl KEH ayKbIM/1bl
TaKbIPLINTBIH OPTYPJI aCleKTiIepiHe Ha3ap
aynapanbl. Keith Newlin o3 en6exrepinse
KUHOJIaFbl peanin3mre 6achbiMJIbIK Oepei.
Ou1 puabmaepaeri wibiHalibl GelHeney
9JIEYMETTIK KoHe MaJCHH 2KaraalIapibl
TepeH TYCiHyre 2KoHe KOpCeTy/le KaHIau peJ
aTkapatbiHbiH 3eprTeiini. Keith Newlin kuto

peaM3MiHiH TeK KopHeKi 2KoHe OasHuay
HaKTBIJIbIFbIHA FAHA YMTBIIMAATBIHbIH,
COHBIMEH KATap OHbI 9JIEYMETTIK MiKip
Oiipy KypaJsibl peTinzie nanaanaHbi,
KepepMeH/IepAi KoplllaraH OpTaHbl
JKAKChIPAK YFbIHYFa K9HE OFaH ChIHU
KO3KapacrieH Kapayra bIHTaJaHIblpaThIHbIH
aHbIKTaN/bI.

Babu Karthick KHHOHBIH 3CTeTHKAJBIK
JKOHE MOJIEHH MaHbI3bLIbIFbIH «HapHus
exkipeci» puabMaep TonTamachl apKblibl
zeprreiini (32). Oq 6y huabMaepin
MH(OJIOTHSIJIBIK 2KoHE (paHTACTHKAJIBIK
3JIeMEHTTEP/li KOJIaHy apKblJibl 6ai
9pi Kl MarblHaJIbl dJieMJIep KypyAarbl
peJiiH Taaaaiibl. bys Tek kKepepmeniepi
KbI3bIKTBIPBIN KaHa KOHMai, COHbIMEH
Karap KypjeJsi MopaJibiblK XKoHe
TUKAJBIK JIWJIeMMaJIap/ibl YCbIHAJIBI.

Babu Karthick mynna# dunbmaepin
KopepMeH/iepre KbI3bIKTbl OMbIH-CayblK
KaHa eMec, COHbIMEH Oipre MaJIeHH
KYH/IBLIBIKTap/ibl KaJbITaCThIPYFa »KoHe
OpTaK MaJIeHH dHIiMeJiep apKbl/ibl KOFaMJIbIK
Oall;laHbICTap/ibl HBIFAUTYFA bIKMAJ €TeTiHiH
TY2KbIPbIMAAN/BL. Y1 3€pPTTeY JIe KHHOHBIH,
OMbIH-CaybIKTbIK CUIIATBIMEH KaTap TepeH,
MOJIEHH XKOHE dJIeYMETTIK bIKIaJblH aTar
KOepCeTe/i.

Dana Amirbekova, Baubek Nogerbek,
Alma Aidar, Aidana Muratkyzy, Aibek
Kudabayev apT-cTpiuM KMHOCBIHBIH
XaJblKapaJblK KoHE YJTTbIK JIeHIe1eri
JlaMy TeHJIeHLUsIapbiH, acipece Kaszakcran
MbIcasibIHAA, KapacTbipibl (14). On
Kasakcran kunematorpausiCbiHbIH, YITTbIK
MoJieHH OOJIMBICTBIH »KoHe KahaHIbIK
KHHO YPAICTEPiHiH bIKNAJBIMEH KAPKbIH/IbI
JIaMBbIIl KeJle KaTKaHbIH aHbIKTa/lbl.
ABTOpsap yATTHIK GiperefikTi cakray
MeH XaJlbIKapaJiblK KHHEMATOTPaHsIIbIK
ToxKipubesepi KoJaaHy/IbIH, yilaecimi
Ka3aKCTaH/bIK apTCTPUM KHHOCBIH dJ1eMJLiK
apeHaza HbIFAUTBII, OHbI 9PTYPJIi eJiep/eri
KOpepMeHIep YLIiH KOJLKeTIMIL 9pi TYCiHIKTi
eTil OThIpFaHbIH aTan oTTi. bys septreynep
KHHeMaTorpausiyibiK OHEPJIiH aJ1eyMeTTiK-
MOJIeHH TYCIHIKTEP/i KAJbIITACTbIPYIAFbI
JKOHE MOJICHH aJMacy MEH aJIeyMeTTiK



esrepicrepii icke acblpynarbl peJiiH
KyaTTal/bl.

HaTtuxenep

Tapuxu nepcriekTHBaHbIH TPU3MAaChI
APKbLJIbl 2KYPri3iJireH 3epTTey KHHOTIJLH
JIAMYbIHJAFbl HETi3ri Ke3eHaep/i, atar
alTKAHJA epTe Ke3eHaeri AblObICChI3

KHHO ToxKipubesiepinen 6acran 2010-
2024 »xblap apanblFbIHAAFb LHGPJIBIK
TEXHOJIOTHAJIAPFA JeHIHTI Ke3eHepai
aHbIKTaibl. J{bIObICCHI3 KHHOAH IbIOBICTBI
KUHOFA 6Ty, TYPJli-TYCTi [JIEHKAHbIH,
»KoHe KeH (hopMaTThl TyCipy aicTepiHin
naijaa 60Jybl, OJlaH KeHiH OHipiCTiH

LU pAaHIBIPBITYbI peKUCCepJIePIIiH,
OKMFaJiapapbl 6astHaay Taciaaepinae
TyOereii e3repictepre okesi. By Tycinik
KUHeMaTorpaucTepiiH TeXHONOTHSIbIK
JKOHE dJICYyMETTIiK e3repictepre Kauan
»Kayan OepeTiHiH aHbIKTayFa KeMeKTece/i,
OyJ1 KHHOHBIH HoJ1alllak jamy ypiicTepi
alKbIHAAY YUIiH MaHbI3/IbI.

KuHo TeopusicblHIa KHHOTIN MeH
CTUJIBJIEP/L 3epTTey KHHeMaTorpad
aJieMiHe TepeH Ooiayra XKoHe
pekuccepJiep KoIaHaTbIH 9pTypJI
KOPKEMIIK TOCIIIePAI TYCIHYre MyMKIH/IK
Gepai. AsbiHraH HoTHXKesiep Gyl
TakbIpbINThl XX Facbipia 3epTTeyliH
MaHbI3/bIIbIFbIH €peKLlIe KOpCceTe/l.

Kuno Teopusicbiniarbl KHHOTiJI MeH
CTHJIBJIE P TYCIHY KMHeMaTorpagusiibiK
TYbIHIBIAP/bl TEPEHIpPEK Tajayra KoHe
UHTEpIIpeTalMsIayra KoMeKTeCce/li, oHepai
KaOblI1ay MeH TYCiHy MYMKiHJiKTepiH
keHedTeni. KHHOHBIH Herisri cTuibaepi —
peasiusM, KCIPEeCCHOHU3M, CUMBOJIU3M
JKOHE JKaHa TOJIKbIH — pexkuccepJep o3
UaesiIapbl MEH TY2KbIpbIMAAMaJ/iapblH
JKETKI3Y YILiH KOJIIaHATBIH TYPJli KOPKEMIIK
ToCi/Iiep MeH TeXHUKaJap/ibl KepceTe.

Kunemarorpadra BusyaJijibl koHe
JIBIOBICTBIK 9JLiCTEP/IiH OPTYPJIiJIiri MeH
9BOJIOLMACDI, TYCIPYy 2KOHE MMOCTOH/Ipic
TeXHHUKACBIHbIH 63repyi PUIbLM CTHJiHE
YK9HE OHbIH KaObl/aHyblHA dcep eTejl.
TexHosorusibIK 1amy xKoHe MoJIeHH

e3repicTep KaHa BU3yaJ/M3alLus
dJicTepiHiH naiaa 60JybiHa aJblI
KeJlill, KIHOHbl KOPKEMJIK TYPFbLIAH
acepJli 2KoHe IMHAMUKAJIbIK eTe/l.
LI pJ/IbIK TeXHOJOTHSIIAP/IbIH €HTi3iyi
KuHemarorpacgucrepre 6efiHesiep MeH
JILIOBICTHI OH/IEY/IIH, KaHA MYMKiHIIKTepiH
yCbIHBL. Bya pexknccepaiepre kypaedi
BU3YyaJIbl 3P dekTinepi xkacayra
FaHa eMec, COHbIMEH Katap (hUJIbMHIH
aTMocdepachl MeH KOHiJI-KYHiH J19J1
Hakpliayra MyMKiHaik 6epai. Mbicasbl,
KOMTbIOTePJIiK rpaduKaHbl naiaanany
LLIbIHAH bl 2KoHE (DAHTACTHKAJBIK dJ1eMEe P/
¥Kacay apKbl/ibl (PUIBMHIH dcepJIiJIiriH
APTTHIPALbI.

Kuno Manienn eHim peTinje
JKEeKe TYJIFaHbIH 63iHiK O0JIMbICHIH
KaJIbINTACTBIPY/Ia, MOJICHH KYHIBIILIKTap
MeH HopMaJiap/ibl 2KeTKi3y/le MaHbI3/1bl
peJt atkapazpl. Pusbmaep xui 6acbim
UIE0JIOTHAIAp MEH MOJICHH KOHiJI-KyHIepi
OeliHesiedli, COHbIMEH KaTap oJlapra bIKaJ
eTil, »KaHa uesilap MeH Ke3kapacrap
ycbiHazbl. Mbicasibl, puabmaepain 6asHaay
TOCIJIi MEH CUMBOJIHKACHI aPKblJIbl MAHBI3/bI
dJIeyMeTTiK xabapJaamaJgap OepiJin, e3eKTi
MaceJsiesep/li TaJKblIayFa XKoHe KalTa
nabIMaayra »karaai »kacaJgajbl. bynan
6oJ1eK, KHHOHbIH 3CTeTHKAaJIbIK Karbl
AYUTOPHUAMEH TEPEH SMOLIMOHAJIBIK
JK9HE 3CTeTHKaJ/bIK OaillaHbIC OpHATyFa
biKnas eteli. Busyaspl xkoHe 1bIObICTHIK
TeXHUKaJapibl KOJIAaHy apKbl/bl (PHIbMIED
KepepMeH/Iepre KyLUTi SMOLHSJIBIK acep
KaJUIbIPbII, Y3aK ecTe caKraJaTblH acep
6epeni. by, 03 keserinze, Tek KaHa OfbIH-
cayblK KypaJibl FaHa emMec, COHbIMeH Oipre
azaM3aTt ToxKipubeciHiH dpTypJli MOIeHU
JKOHE JKEeKe aCleKTIepiH TepeH, TyCcinyre
JKoHe OaraJsiayra MyMKiHiK 6epefi.

YATTBIK KHHOUH/CTpHSJIap
KMHeMaTorpadusiHbl 6ipereil MojeHH
KYH/BIIBIKTap MEH 9JIeyMeTTiK
LIBIH/BIKTAP/Ibl KOPCETY KypaJibl peTiHjie
nainanananpl. PuabMaep TEK OMbIH-CayblK
Ke3i FaHa eMec, COHbIMEH KaTap TapuxH
JKaJl [IeH MOJICHU epeKILIeIKTe P/l KeTKi3yre
JKOHe cakTayra KaOiJieTTi MaHbI3/bl MOJEHU
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apredakt 6oJbin Tabbliaabl. CoHbIMeH
Kartap, 3epTTey KMHOHBIH TYPJIi XaJbIKTap

apachblHAFbl MOJACHH IMAJIOT [1€H TYCiHICTIKTI

JIAMbITY/IaFbl POJIiH epekiie atan oTTi. bip
MaJIeHH OpTajla »KacaJraH huIbMIe i
©3re MaJICHU KOHTEKCTeri KepepMeH1ep
Jie TYCiHin, Kabblaai anaTbiHbl, Oy

03 Ke3eriHje, CTepeOoTUNTEPI 2KOt0Fa
JKOHE 9PTYPJli MaIeHUeTTep apachlHAarbl
KOIipJep/i OPHATYFA bIKIAJ €TeTiHi
AUKbIHJIAJIIBI.

By./1 3epTTey KuHO Tisli MeH KMHO CTHJiHE
KaTbICTbl OypbIHHAH 6ap OiliM KOPbIH
TOJIBIKTBIPDII, OCBI cajlagarbl 6oJ/1allaK
3epTTeyJsepre XKaHa nepcreKkTusBasap MeH
TaJAay KypasniapbiH YChIH/IbIL.

Herisri TyXXbipbiMaap

Ouabmaepai Tanay KUHOTIJT apKbLIbI
KYpZeJi FeHAePJIiK 63apa opeKeTTeCTIKTe P
THIMJL JKeTKi3yre O0JIaTbIHBIH KOPCETTI.
By 6uatik yiin Kypecri, aMoLHoHaJ bl
KYWJIEe P/ 2KoHe KeHiNKepJie pAiH, iLKi
KaKThIFBICTAPbIH OeiHeJeyre MyMKiHJLiK
6epeni. Connari-ak, ories pexuccepJepiin,
Ke6etoi KuHeMaTorpaHsiyibiK CTHIIbIEPIH
e3repyiHe acep eTiM, reHaepJik 6eriHesneyre
JKaHA Ke3KapacTap MeH Tociaepai
eHrizeTini atan oTijii. bys kuHoTi XKaHa
MarblHaJ1ap MEH HHTeprnpeTauusiiapMeH
OaulbITalbI.

Kunemarorpadusiibik oHepiin
JKYMBIC iCTeY MeXaHU3MEPiH TYCiHy
OHBIH 3CTETHKAJbIK KOHE TEXHUKAJIBIK
aCreKTIJIePiH aHbIKTAl KaHa KoUMat,
MOJICHHET TeH KOFaMAaFbl MaHbI3AbIIBIFbIH
Jia aiKbIHAaHbl. Bys knHeMaTorpadusHbl
TEOPHUSIJIBIK 3€PTTEYre MaHbI3/Ibl yJIecC
KOCBIII, OCBI cajlafiarbl 6osallak sepTreyJep
YIUiH Heri3 KasbinracTbipazbl. KuHotia men
KUHeMaTorpausiiblK CTHJBAEPA TYCiHY
KHHO CaJlaCbIHAAFbI LbIFAPMALLIbIIIbIK,
MaMaHap, ChIHUIbIAP KOHE KopepMeHep
VLIiH aca MaHbI3/Ibl, OUTKEH] GYJI
oJlap/iblH KUHOHBI KaObl1ayblH 6aibIThII,
(hUIBMJIEPAT TepEHipeK TaJayFa »KoHe
Garasnayra MyMKiHIiK Oepeni. 3epTTey
HOTHXKeJepi KHHeMaTOrpadUsIbIK 6He pii
TEOPHUSJIBIK TYPFbIIAH TEPEHipeK YFbIHYFa

FaHa eMec, OHbI TaXKipuOeIe KOJIaHyra 1a
KOMEKTece/l.

KopbITbIHADI

KuHo Tini MeH cTubaepi TeOpUsiChbIH
3epTTey TypJli KHHemMaTorpausiJibiK
ToCilep MeH TeXHUKaap (hUIbMHIH
MarbIHAJBIK TYTACTHIFbIH KAJBITACTBIPYFa
JKOHE KepepMeHre acep eTyre KaJsau
bIKI1AJ1 €TETiHiH TePeHipeK 3epaeJsieyre
MYMKiHIiK Oepai. KnHo TifiHin Heriari
3JIeMEHTTepi — KaapJiay, MOHTaxX,
JIbIOBICTHIK 6e3eH/1ipy 2KOHE aKTepJliK
OWBIH — ayAUTOPHUSTHBIH SMOLMUAJBIK
JKOHE UHTEJIIEKTYa I IbIK PeaKLHsChIH
KaJbINTACTLIPY/1a MaHbI3AbI POJI
aTKapajibl. 3epTTey KMHeMaTorpapusiHbiH
9JIEYMETTIiK-MOJICHH TYCIHIKTEp MEH
JIMaNorTap/ibl KaJlblNTaCTbIPyAarbl YJIKEH
BIKIAJIbIH KOPCETTi, OYJI OHbIH KOFaM
MeH MoJIeHH ypaicTepi OeiiHeeyre
JKOHE KasbINTacThlpyFra KabiieTTi
KyaTTbl KOMMYHHKALIUS KypaJibl eKeHiH
alKbIHAAHBI.

Kunemarorpadusiaarsl TeXHOJIOTHSIIBIK,
JKAHALLBIIBIKTAP, COHbIH, iLLiH/e
LM PJIBIK PEBOJIOLUS, KUHO TiJliHe YJIKeH
acepiH Turizin, 6asinaay hopmaaphbl
MEH BH3yaJl/Ibl - SMOLMAIBIK OPHEK
MYMKiHJiKTepiH KeHeHTTi. KuHo
CTUJIBJEPIHACTI ©3repicTep TeK MOIEHU
earepicTep/i OeliHesIen KaHa Koinmatn,
bunbMIEpA TYyCiHY MeH KaObliaay
TOCiJIIepiHe bIKIAJ €TTi, TYJIFAJIbIK KOHE
KOFaM/IbIK MaceJieJiepjli TYCIHY/IH KaHa
»KoJiapbid yeblHabl. Knnopars! heMuHuCTiK
TaJlay CTepeoTUnTep/i Oy3blm, reHaepIliK
TEHJLKTI aJira XKbl/KbITYFa KOMEKTECE/,
aJl KHHO apKpl/Ibl MdJIeHHEeTapaJIblK 03apa
OPEKETTECY/ 3ePTTey OHbIH 9PTYPJIi
XaJIbIKTap apachIHAAFbl MOJCHH AHAJIOT
KypaJibl peTiHeri poJliH aUKbIHAAN/IbI.
Kuno cTuibaepinid, opTypJisiri osapibiH,
MHTEPIpeTalHACh MeH KaOblIIaHybIHA
TiKeJiel acep eTeTiHi 3epTTey/e KopCeTili.

Ocbl 3epTTey HOTHKEePi KHHOHBIH,
9JICYMETTIK KoHe MOJIEHH yepicTepre
acepiH, acipece xKahannany »koHe



FeHJIePJIiK HOpMaJsap/blH, 63repyi
TYPFBICBIHAH TePEHIPEeK TaJiay KaXKeTTiJliriH
kepcetelli. bosaliak 3eprreysep apTypJi
MaJICHHETTep/Ieri KHHO GasiHaayJapra

LM PIILIK TEXHOOTHSI/IAP/IbIH, 9CEPiH,

ABTOpnapabiH yneci:

FeHIEPJIK penpe3eHTalusaIarbl
e3repicTepii, KWUHOHbIH MOJICHH

bIKIAJIbIH YKOHE MdJICHHEeTapaJlbik 63apa
dpeKeTTecy acneKTiJiepiH KapacThlphll,
KMHeMaTorpausiHbIH 9/1€yMeTTiK-MoIeHH!

dCepiH XKaKCbIpaK TYCiHyre KOMEKTeCyi THiC.

b. Herep6ek - apicteMenepai KypacTblpy, AepeKKe3aep AaibIHAAY, CanbICTbipMaibl
Tanmay xacay, MakanaHblH, COHFbl HYCKACbIH DeKiTy.

E. I>)kymabeKoB — 3epTTey Xypri3y, TY>KblpbiMAAMaHbl 33ipney, TakbIpbINTbIH 63EKTiNIriH
HaKTblNay, MaTIHAI AaMbIHAAY XaHE peaakuusnay.

Bknap aBTOpOB:

b. Herep6eK - pa3pa60TKa MEeTOo40/10MTMKU, NOAroTOBKa MaTepmnanos, NpoBeaeHne
CpPaBHUTENbHOIO aHanM3a, yTBepXKAeHWe OKOHYaTeNbHOM BepCUmM CTaTby.

E. lxxyma6eKoB — NpOBeAeHUE MCCIEL0BaHUS, Pa3paboTKa KOHLENLUMM, YTOYHEHUE
aKTyaNbHOCTM TEMbI, MOArOTOBKA M peaaKTMpOBaHMe TeKCTa.
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Herepoek bay6ek, lxxyma6ekoB Epxan

Kasaxckasi HaloHasbHast akajiemust MckyceTB nMmenn TemupGeka JKyprernosa, (Anmatel, Kasaxcran)

TEOPETUYECKWIA AHANIU3 KOHLLEMLUUA CTUNIA U 9A3bIKA KUHO

AHHOTaLl,Mﬂ. Vlccne,u,osaHme fA3blKa KMHO U CTUNA UMEET Ba)XXHOe 3Ha4yeHne ang agantauum
KMHEMaTorpahucToB K M3MEHEHMSM, BbI3BaHHbIM NpoLeccamm rnobanmsaumm 1 LubpoBmaLmm. ITo
no3BonseT UM 6onee ryboKo 0CO3HABATb U AAEKBATHO MHTEPMPETUPOBATH KY/IbTYPHbIE U COLMANbHbIE
TEHAEHLMM, @ TaKXKe TOYHO OTpaXaTb MX B CBOMX Npou3BeseHusiX. PaboTa opueHTHpoBaHa Ha BbiSIBNEHUE
K/It0YEBbIX 3TAMOB PA3BUTUSA A3bIKA KUHO U CTUAS, @ TAKXKE HA aHaNU3 UX BO3AENCTBUS HAa GOPMUMPOBAHUE
CMbIC/TOBbIX KOHCTPYKLUMIA B KMHOMCKYCCTBE. IS AOCTUXKEHMS NOCTABNEHHbIX Lienen 6biiv npoBeaeHbl
CpaBHMTE/bHbIE UCCIIELO0BAHUS KUHEMATOrPAUUYECKUX METOLO0B Pa3/IMYHbIX MCTOPUYECKMX NMEPUOLOB,
a TaK)Ke PEeTPOCNEKTUBHbIM aHaNN3 3TAroB 3BOJIIOLMM A3bIKA U CTUNS KUHO, C aKLLEEHTOM Ha UX BAWUSHUE
Ha CEMaHTMYECKYO CTPYKTYpY KMHEMATOrpaduyeckmx Npom3BeLeHui. S13bIKk KUHO, KOTOPbIA 06beauHseT
CO34aHMe Kaapa, MOHTaX U 3BYK, GOpMUPYET IMOLMOHaNbHYO aTMocdepy dunbma. Mepexon oT HEMOro
KMHO K 3ByKOBOMY OKa3a/l 3HaYuUTeNbHOE BIMSIHWE HA 3BOIOLMI0 KUHEMATOrpadU4eckoro A3bika,
060raTvB MeToAbl MOBECTBOBAHMSA: MOSBUIUCD CJIOXKHbIE AMAN0OrU, My3blKalbHOE CONMPOBOXAEHME U
HOBble CNOCo6bl OpraHM3aLLMM 3BYKOBbIX M BU3YabHbIX 3/1EMEHTOB. TeXHONOrMYECKMIA Nporpecc — ot
BHeLpeHWs 3ByKa 40 MCMO/b30BaHUS LIBETHOIO U LMGPOBOTO M306paXeHUs — 3HAYUTENbHO pacLumMpu
BO3MOXHOCTU PEXMCCEPOB B CO34AHWUM 3HAYEHUI U YCUNEHUM IMOLMOHANIBHOTO BO3AEMCTBUS.
M3MeHeHWs B CTUNe, Tak1e KaK Nepexos, OT peann3ma K MOoLepHU3MY, 0Ka3anu CyLLeCcTBEHHOEe BAUsSHUE
Ha BOCMpUSATUE U MHTepnpeTaumio GunbmMoB ayautopueit. KynbTypHbIM M HALMOHANbHbINA KOHTEKCT
B CBOO 04epeab GopMUPYOT 0CO6EHHOCTU KUHOPABOT, 0TPaXas COLMANbHO-KYbTYpHbIE peanuu
pasnnyHbIX cTpaH. DeMUHUCTCKAs NepcrnekTMBa B KUHO NMO3BOAMAA PACKPbITb FEHAEPHbIE acMeKTb,
NpOLEMOHCTPUPOBATD BUSIHUE CTEPEOTUMOB U NPELNOXUTb HOBbIE MOAXOAbI K M300PaXKEHUIO MYXKUMH U
YKEHLLMH. BaxkHyto posib B 3TOM npoLecce Cbirpanu GuibMbl, KOTOpble CNOco6CcTBOBaNM HGOPMUPOBaHMIO
W PacnpOoCTPAHEHUIO KYNIbTYPHbIX LLleHHOCTeW, TakMM 00pa3oM BMSS Ha KY/JbTYPHbIA 0OMEH 1
couuanbHoe pa3BUTUE Yepes BU3yaNbHOE MCKYCCTBO. AHANM3 BO3AEMCTBMS HOBbIX TEXHONOMMIA Ha KUHO
B PA3/IMYHbIX KYNbTYPHbIX KOHTEKCTaX NOAYEPKMBAET, YTO KVIHEMaTOFpad)W-iECKMG TeXHUKN OKa3blBAKOT
rnybokoe BAMSIHME Ha 06LWEeCTBO M KyNbTypy. MI3ydyeHue f3blka KMHO M CTUAIS MOMOraeT pexuccepam u
KPUTMKAM COBEPLUEHCTBOBATb KA4YeCTBO KMHEMaTorpaduyeckmx nponsseneHnin, obecneunsas bonee
TOYHOE MOHUMAHUE TEXHUUYECKUX MPUEMOB U CTUIUCTUYECKUX 0COBEHHOCTEN, YTO, B CBOIO OYepesb,
CcnocobcTBYeT AanbHENLWEMY Pa3BUTUIO KUHOMCKYCCTBA.

Knioyesewie cnosa: knHematorpaduyeckmne TeEXHUKK, BU3yanbHOE NMOBECTBOBAHME, LEKOHCTPYKLIMS
YKaHpa, 3CTETUYECKME LLEHHOCTU.

Ana yumupoeanus: Herepbek, baybek u [IxymabekoB EpxaH. «TeopeTuyeckunii aHanms KoHLenLmn
cTuna u a3blka kKuHox. Central Asian Journal of Art Studies, . 10, N21, 2025, c¢. 76-96, DOI: 10.47940/cajas.
v10i1.1022

Asmopbl npoyumanu u 0006puu OKOHYAMENbHBbIL 8apUAHM PyKONUCU U 3a56/1810m 06 omcymcmesuu
KOH@IUKMA UHMepecos.
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Nogerbek Baubek, Jumabekov Yerzhan
Temirbek Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

THEORETICAL ANALYSIS OF THE CONCEPTS OF FILM STYLE AND FILM LANGUAGE

Abstract. The study of film language and style is crucial for filmmakers to adapt to the transformations
brought about by globalization and digitalization. This enables them to gain a deeper understanding
of, and accurately represent, cultural and social trends in their works. The research aims to identify
the key stages in the development of film language and style and analyze their influence on the
construction of meaning in cinematic productions. To achieve this, comparative studies of cinematic
techniques from various historical periods were conducted, alongside a retrospective examination
of the evolution of film language and style and their impact on the semantic structure of cinematic
works. Film language, which integrates frame composition, editing, and sound, shapes the emotional
atmosphere of a film. The transition from silent to sound cinema had a profound effect on the
evolution of film language, enriching narrative techniques: the emergence of complex dialogues,
musical scores, and new approaches to organizing sound and visual elements. Technological
advancements—from the introduction of sound to the adoption of color and digital imagery-greatly
expanded filmmakers’ ability to enhance meaning and emotional impact. Changes in style, such as the
shift from realism to modernism, significantly influenced the audience’s reception and interpretation
of films. Cultural and national contexts play a critical role in shaping the distinctive characteristics
of cinematic works, reflecting the socio-cultural realities of different countries. The feminist
approach to cinema revealed gender-related aspects, demonstrated the influence of stereotypes, and
introduced new perspectives on the representation of men and women. Films have played a pivotal
role in shaping and disseminating cultural values, thus contributing to cultural exchange and social
development through visual art. The necessity to analyze the impact of new technologies on cinema
within diverse cultural contexts highlights the profound influence that cinematic techniques have on
society and culture. The study of film language and style helps filmmakers and critics enhance the
quality of films by deepening their understanding of technical methods and stylistic nuances, thereby
fostering the further evolution of cinematic art.
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Abstract. The purpose of the article is to present the images of adolescents in both foreign and
Kazakh film productions through the prism of metamodernism. The introduction tells about the

films covering the puberty period, in other words, “teen movies”, they are aimed at viewers of
different generations, since we all come from childhood. In addition, through films about growing

up, teenagers realize that everything is fine with them, they reflect, looking at their peers-movie
characters. Methods. The following methods were used in this article: content analysis, comparative
analysis, cultural approach and semiotic analysis. Discussion. Films produced in various countries
reveal a multitude of stereotypical and unusual teenage characters - from the touching “nerd” to the
rebellious troublemaker, from the romantic “Romeo” figure to the harassed outsider. In recent decades,
these depictions have transcended the boundaries of strictly postmodern or modernist discourse and
have come under the influence of metamodernism, which harmoniously combines sincerity and irony,
past and future, intellectual reflection, and artistic experimentation. Results. Among the films about
school, the younger generation, we can conditionally identify several common stereotypes, the main
typical images of characters in films about teenagers. Their conditional division into the twelve most
characteristic types is proposed: “the A-student”, “the rebel”, “the newcomer”, “the athlete”, “the high
school queen’, “the disabled teenager’, “the silver spoon”, “the outsider”, “the leader”, “Romeo and Juliet’,
“the Internet-obsessed teenager’, “the victim of circumstances”. Each archetype is examined through

a metamodern lens, blending authentic emotional expression with self-reflexive irony. The example
of films shows young heroes™ dynamic modification and transformation in modern cinema. Main
methods and key attributes of metamodernism, which were applied in the article are presented in the
basic provisions. The analysis of twelve stereotypical teenage types and their metamodern evolution
shows that modern cinema - both worldwide and in Kazakhstan — no longer confines itself to purely
ironic or romantic perspectives on adolescence. Instead, a more complex system of oscillations
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emerges, enabling filmmakers to delve deeper into the inner life of youth confronted by globalization,

technological advances, and social inequalities.
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Introduction

Modern cinema, concerning teenagers,
not only raises the problems of

educating the younger generation but
has long functioned in the history of
cinema as one of the main ways to talk
about existential problems and character
formation using minors as an example.

Movies about teenagers unite all
generations — children watch them
because they want to grow up as soon as
possible and become that “cool rebellious
teenager”, and teenagers — because
these films illuminate their lives. Adults are
interested in this movie, because in their
puberty there were no such films and they
did not have many opportunities to reflect
on their experience in the moment, so they
are doing it now.

Adults may not take teenagers’
problems seriously or consider the reasons
for their experiences insignificant, impose
their views or talk about life only from the
point of view that they share. A film helps
a teenager to see the world differently —
not the way his family represents it, and
unlike his hometown. Moreover, the films
demonstrate that his feelings are normal,
and many people feel and experience the
same thing in adolescence.

Therefore, it is incredibly significant that
films about growing up appear in different
political, economic, and geographical
contexts so that they include people with
different identities, nationalities, and
professions without stereotypical gender
roles. Such a representation in popular
culture can become “an older brother”
who will show by his example that it is
absolutely normal to feel what a teenager
feels.

Most foreign and Kazakhstani teen
films are about finding one’s own voice and
independence, even if a fictional teenager
at this age is supported by his friendly
environment. No matter how perfect mom
is (for example, Mason’s mother from the
movie “Boyhood” (2014),) or no matter
what wise advice dad gives (“Juno” (2007),
Mac), adolescence is about long—awaited
decision-making and internal upheaval that
viewers live with the hero. Biologically and
socially, adolescence is the time of the most
significant changes (Dolto).

Puberty is the most challenging period
in a person’s life. Everything collapses,
parents become strangers, old friends are
suddenly replaced by new ones, study
loses its meaning, and the body suddenly
begins to demand things that it had not
even thought about before. Complete



confusion, loneliness - and a frantic search
for someone to whom (or what) one could
urgently devote oneself entirely. Movies
are usually made by adults who have long
forgotten what it means to be a teenager
but still try to remember or guess.

For many viewers, watching teen movies
is a meeting with the inner self, which may
not remind the younger generation much
today.

Scientists have repeatedly addressed the
topic of stereotypical depiction of images
of teenagers (with an emphasis on gender
aspects) in media texts (Dolto, McDonald).
In particular, it was noted that the media of
the second half of the 20th century — the
beginning of the 21st century depicted
youth not in a balanced way, that is, rather
negatively than positively, but with negative
image stereotypes (youth crime alcoholism,
drug addiction, etc.) lead to increased
public fears that do not correspond to the
real state of affairs (O’Neill, Stern).

As a unique stage of personality
development, adolescence has always
held a special position in cinematography,
reflecting social, cultural, and historical
transformations. Films produced in various
countries reveal many stereotypical and
unusual teenage characters — from
the touching “nerd” to the rebellious
troublemaker, from the romantic “Romeo”
figure to the harassed outsider. In recent
decades, these depictions have transcended
the boundaries of strictly postmodern or
modernist discourse and have come under
the influence of metamodernism, which
harmoniously combines sincerity and irony,
past and future, intellectual reflection, and
artistic experimentation (Lipovetsky).

This article aims to systematize and
provide a scholarly interpretation of
twelve typical adolescent character types
in global and Kazakhstani cinema and
identify metamodern trends that shape
the evolution of these images. It analyzes
relevant films, providing specific examples
with release years, countries of production,
and directors. Special attention is also

paid to the particularities of Kazakhstani
cinematography, which employs both
global and local sociocultural elements
when creating films about youth.

Methods

Foreign, Russian, and Kazakh films

were considered to classify the images of
teenagers. The fundamental methods in
studying stereotypical images of a teenager
are analytical and descriptive. In addition,
the following research methods were
included: content analysis — examining
narrative structures and visual solutions in
films; comparative analysis — juxtaposing
adolescent characters from different
cultural contexts to identify both universal
and localized features; cultural approach
— viewing film as a reflection of social,
cultural, and ideological orientations;
semiotic analysis — identifying symbolic
codes in the construction of adolescent
figures and interpreting them from a
metamodern perspective.

Discussion

Films about teenagers raise issues of
self-esteem and relationships with peers.
Teen cinema is closely connected with

the theme of social initiation and strictly
regulated roles — it is in the transition age,
and the division into “nerd” and “queen
of the school” is especially striking. The
disposition in the class hierarchy most
often determines the main character’s
self-esteem, views, and mood.Bullying and
humiliation (“Let Me In” (2010), Owen,
“Sadist” (2001), Bobby Kent, “Carrie”
(1976), Carrie, “Talk” (2004 ), Melinda)
completely change the view of the teenage
hero on himself, and competition with
peers distorts friendship and affection
(“Beach Rats” (2017), Frankie, “In the
House” (2012), Claude). A complex
movement towards self-determination is
also essential for the teenage hero: most
often the hero goes this way, correlating
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himself with the environment (“The
Disciple” (2016), Benjamin, “Slums of
Beverly Hills” (1998), Vivien, “Breathe”)
or joining a pack of the same frightened
and undecided as he (“Outsiders” (2008),
Jasmine, “Mysterious Skin” (2004 ), Brian,
“The Wrong Upbringing of Cameron Post”
(2018), Cameron).

Romantic relationships gradually
appear, whereas, before that, children often
communicate with homogeneous gender
groups. This period is a huge challenge
because children begin to break taboos
and actively try new things, and, which
angers many parents, they especially
hostilely protect their personal space, keep
secrets, etc. The child’s task is to shake
control, and parents often continue caring
for him. Generally, a younger teenager
(usually ten to twelve years old) is tough.
Younger teenagers oiten remain attached
to old games when another part wants to
be accepted by a group or subculture. Leo
Tolstoy called the transition age a “desert of
adolescence” when you feel like you are the
only one in the world and need a company
to survive your condition (Fedorov).

First love and first genuine affection are
the semantic center of most teen films,
which are presented in different ways
depending on the era, context, censorship
restrictions, and political agenda. From the
romantic breathlessness of “A Hundred
Days after Childhood” (1975), Seryozha, to
the realism of toxic friendship in “Everyone
Will Die, but I will Stay” (2008), Katya,
from awkward passion in “The Last Movie
Show” (1971), Sonny and Dwayne,
to the pragmatic coldness of “Young
and Beautiful” (2013), Isabelle — the
course of first love is dictated by external
circumstances: upbringing, time and place
of action, environment, temperament.
Naturally, the trends taking place in “adult”
cinema cannot but affect teenage cinema
— a specific phenomenon with established
traditions. Focusing on the Hollywood
model of films “for family viewing”, on the
one hand, means blurring the thematic,

plot boundaries of films intended for
teenagers, on the other hand, it is a natural
modification of “teen cinema”.

The image of a teenage hero appears
in science fiction and fantasy films of the
21st century in the annually increasing
“superhero” films, where the main
characters are teenagers who attract youth
and an adult audience. This character
may look like a teenager, but think, make
decisions, perform social roles, and so
on like an adult or even better than him
(“Giver,” Jonas, “The Hunger Games,”
Katniss, “Divergent,” Tris, “Maze Runner”
Thomas).

For three decades now, teen movies,
from a cultural and social point of view,
have ceased to be films for teenagers and
have gone beyond movies for limited age
groups. Of course, the young adult industry
(from “The Hunger Games” (2012) and
“Twilight” (2008) to teen melodramas)
brings huge profits, but progressive teen
movies do not fit into a meager commercial
framework and freely combine subgenres
and heroes (Polibentseva).

At the same time, the selected
conditional types, as well as the authors
and heroes of the works, are affected by the
epoch. One of the characteristic features
of the culture of the twentieth century is
associated with the choice of the aesthetic
principle and the denial of the ethical.
Modernist artists searching for self-
expression relied on their understanding
of beauty, often ignoring the ethical
principle (Dolto 71). Modernism has set a
vector for the development of the aesthetic
component in postmodernism. Therefore,
the path of modern art is directed more
towards the aesthetic than the ethical,
towards “beauty,” entertainment, and not
goodness.

Modern art—Tliterature, painting,
and cinema—abandons moral attitudes
and prefers a position of detached
demonstration, a view from the outside
of reality. Artistic works today are
characterized by the authors’ withdrawal



from imposing their point of view and,
ultimately, the rejection of authorship in the
traditional sense.

The lack of an author’s assessment and
non-directionality are also present in some
modern films with a teenage hero. The
influence of time definitely affects the state
of modern art and the example of films.
The lack of fundamental moral values, the
irony of the narrative, and the intentionally
declarative position of the authors, in
which everything is devalued, lead to the
fact that the hero, adequate to the youthful
perception as a worthy object for imitation,
disappeared from the screen. Critics are
increasingly talking about an “antihero” —
a killer, a gangster and so on.

In a word, postmodernism has greatly
changed today’s world. But at the end of
the 1990s, in contrast to the decades-long
dominance of deconstruction, stylization,
and relativism, a fluctuation between
sincerity and irony, enlightened naivety
and pragmatic idealism, apathy and
attraction suddenly emerged and began to
develop widely, which was metamodernism
(Alferov).

The term “metamodernism” was
introduced by Timotheus Vermeulen and
Robin van den Akker in their essay “Notes
on Metamodernism” (2010). It implies a
constant oscillation between modernist
earnestness and postmodernist irony
as well as a renewed interest in grand
narratives while maintaining a critical
perspective on reality. In the context
of cinematography, metamodernism
manifests itself in the complex interplay
of nostalgia and innovation, utopian
aspiration, and skepticism—characteristic
of the so-called “postmodern era”
(Vermeulen & Akker).

No wonder that the author of the article
“On the modern “child’s style” in cinema,”
that is what he calls metamodernism, draws
attention to the following characteristic
features of the “child’s style”: the
kind nature of the ideal; spontaneity,
naturalness, looseness, utopianism;

euphoria, increased nervousness and
emotionality; innocence, humor instead of
cynicism and sarcasm; increased attention
to everything elusive and undiscovered;
remnants of “postmodernism” and its
noble vector (Zur). Accordingly, we
decided to analyze the images of teenagers
(yesterday's children) through the prism of
so called “child’s style” - metamodernism.

Results

We can conditionally identify several
common stereotypes of the main typical
images of characters in foreign films about
teenagers based on the analysis of literature
and film productions, among films about
school and the younger generation. Below
is a scholarly classification of twelve stable
teenage archetypes, with film examples
indicating the country, year, and director.
Each archetype is examined through a
metamodern lens, blending authentic
emotional expression with self-reflexive
irony.

1. “The A-student” (“nerd”)
represents an academically capable
teenager who often faces social alienation.
In metamodern narratives, this character
may combine a sincere passion for
academic subjects with an ironic attitude
toward the school’s social hierarchy. A
modest, intelligent, shy “the A-student”,
often bespectacled, with braces and
awkward clothes. It can be a boy or most
often a girl (“The Prank” (1976), “Harry
Potter” (2002-2011), Hermione, “A
walk to remember” (2002), Jamie, “Ma
premiére fois” (My First Time) (2012),
Sarah, “My name is Kozha” (1963),
Zhanar, by Abdulla Karsakbayev, “On
the Verge” (2020), Olzhas, by Aldiyar
Bayrakimov).

2. “The rebel” (“bully”) is a character
who challenges established norms and
defies authority. From a metamodern
perspective, they may reconcile a genuine
desire for change with an ironic awareness
of their own rebellious stance. A guy is
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either from a very poor or a very rich family
who cares about everything. In the first
case, he just grew up on the streets and
knows nothing besides hooliganism. In the
second one, it is a student who gets very
bored. (“A Clockwork Orange” (1971),
Alex, “The Republic of SHKID” (1966),
“Timur and his Team” (1940), (1976),
Mishka Kvakin, “Boys in the Universe”
(1974), Fedya Lobanov, “Les Quatre Cents
Coups” (400 Blows) (1959), Antoine, “Ma
premiere fois” (My First Time) (2012),
Zak, “Tres metros sobre el cielo” (Three
meters above the sky) (2010), Ache,

“My name is Kozha” (1963), Kozha,

by Abdullah Karsakbayev, “The Book of
Legends. The Mysterious Forest” (2012),
Baha and Taha, by Akhat Ibrayev, “Lessons
of Harmony” (2013), Bulat, by Emir
Baigazin, “Holidays ofi-line 17 (2018),
Milan, by Ruslan Akun).

3. “The newcomer” depicts a teenager
contending with adaptation challenges in
a new school or social milieu, highlighting
metamodern tensions between the
traditional and the contemporary. He/she
comes to school, and then there is intrigue
and the development of events without
restrictions (“You never Dreamed” (1980),
Katya, “Twilight” (2008), Bella, “Mean
Girls” (2004 ), Kady, “Bridge to Terabithia”
(2006), Leslie, “Ma premiere fois” (My
First Time) (2012), Zak, “Confessions of
a Teenage Drama Queen” (2004), Lola,
“The New Guy” (2002), Gil Harris, “Kit”
(2008), Kit, “Kiyal”, Ayana, by Asan
Irbulatov, “Harmony Lessons” (2013),
Mirsain, by Emir Baigazin).

4. “The athlete” (“macho”) is a
physically strong teen, often idolized for
athletic prowess. In metamodern works,
the external display of masculinity may
coexist with deeper emotional vulnerability.
He has a sporty physique, macho, plays
baseball, football in the American version
or can play his favorite sport in Russian or
Kazakh cinema, starred in the films “Jerk”
(2010), “Above the Rainbow” (1986),
Alika Raduga, “The kissing Booth” (2018),

Noah, “Never Back Down” (2008), Jake
Tyler, “Districts” (2016), Arsen, by Akan
Sataev, “Holiday Off-Line 27 (2019),
Milan, by Ondar Kurmashev, Ruslan
Akun, “Scheme” (2021), Rem, by Farhat
Sharipov).

5. “The high school queen” ( “popular
girl” ) is a socially dominant teenage
female at the top of the school hierarchy.
Under metamodern conditions, she
often experiences an internal conflict
between true personal values and imposed
stereotypes. The most beautiful one goes
out with the captain of the football team,
nerds do her homework for her, and almost
any American comedy about school cannot
do without this character (“Mean Girls”
(2004), Regina, “Easy A” (2010), Olive,
“10 Things I Hate About You” (1999),
Bianca, “Dumplin” (2018), Willoudin,
“Districts” (2016), Dina, by Akan Sataev,
“Holidays off-line” 1 (2018), Erica, by
Ruslan Akun).

6. “The teenager with disabilities”
may be the image of a child with a serious
illness/disability who faces various
problems not only for health reasons
(“What’s eating Gilbert Grape” (1993),
Arnie, “Achtste Groepers Huilen Niet”
(Good Girls Don’t Cry) (2012), Ekki,
“Now Is Good” (2012), Tessa, “Walk to
Remember” (2002), Jamie, “Temporary
Difficulties” (2018), Sasha, “The Fault
in Our Stars” (2014), Hazel, Augustus,
“Leila’s Prayer” (2002), Leila, by Satybaldy
Narymbetov, “Farah, the true story angels”
(1999) by Abai Karpykov, “Shiza” (2004),
Mustafa, by Gulshad Omarova, “Harmony
Lessons” (2013), Aslan, “Wounded
Angel” (2016) by Emir Baigazin, “Bopem”
(2015) by Zhanna Isabayeva, “Citizens
of the Roof” (2024 ), Kostya, by Gulshat
Smagulova.

7. “The silver spoon” (“major”)
portrays a financially and socially privileged
adolescent. Within metamodern narratives,
they may knowingly ironize or question
their elevated status. They come from
wealthy families with luxurious mansions



and expensive cars. They are selfish,
sarcastic and self-confident, expensively
and fashionably dressed and, as a rule, have
a pretty appearance (“Gossip Girl” (2007),
Serena, Chuck, “Dear Elena Sergeevna”
(1988), “Twilight” (2008), Edward,
“School Waltz” (1977), Dina, “Holidays
off-line 17 (2018), Milan, by Ruslan Akun,
“Sentence” (2024), Alan Taybekov, by
Diaz Bertis).

8. “The outsider” ( “loser” ) is a hero
marginalized by peers and often compelled
to seek refuge in alternative or subcultural
circles. Most often, these are students who
are lagging behind in their studies, unsure
of themselves, skipping classes, who are
a laughing stock in the classroom and at
home, who often suffer from loneliness
(“Dot, dot, comma...” (1972), Alyosha,
“Just Friends” (2005), Chris, “Central
Intelligence” (2016), Bob (at the beginning
of the plot), “The Duff” (2015), Bianca,
“Welcome to the Dollhouse” (1995),
Donna, “Harmony Lessons” (2013), Aslan,
by Emir Baygazin, “Sunflower” (2023),
Amir, by Elya Gilman, “Cadet” (2024 ),
Serik, by Adilkhan Yerzhanov).

9. “Romeo and Juliet” is a couple of
adolescents living through a strong, often
tragic love story, defying social or familial
norms. Various variations of the plot
about Romeo and Juliet and teenage love
have always been and will be in demand.
(“And if it is love?” (1961), Boris and
Ksenia, “You Never Dreamed” (1980),
Roman and Katya, “Walk to remember”
(2002), Landon and Jamie, “The Fault in
Our Stars” (2014 ), Hazel and Augustus,
“Twilight” (2008), Edward and Bella,

“The Kissing Booth” (2018), Noah and
Ellie, “Wild dog Dingo” (1962), Kolya and
Tanya, “Ma premiere fois” (My First Time)
(2012), Zach and Sarah, “14+” (2015),
Lyosha and Vika, “Tres metros sobre el
cielo” (Three meters above the sky) (2010),
Ache and Babi, “My name is Kozha”
(1963), Kozha and Zhanar, by Abdulla
Karsakbayev, “Districts” (2016), Arsen and
Dina, by Akan Sataev, “Holidays off-line”

(2018), Yerkhan and Erica, by Ruslan
Akun, “Holidays off-Line 2” (2019), Milan
and Bayansulu, by Amir Kurmashev,
Ruslan Akun, “Scheme” (2021), Masha
and Rem, by Farhat Sharipov).

10. “The leader” (“hero” ) is an
adolescent who inspires those around them
or protects friends from external threats.

In metamodern portrayals, they combine
heartfelt idealism with subtle ironic
undertones. He leads “average” students,
organizing all sorts of good and useiul
things. “Dirk” (1973), Misha, “Moscow
— Cassiopeia” (1973), Victor Sereda,
“Terminator 2”7 (1991), John Connor,
“Ender’s Game” (2013), Ender, “Maze
Runner” (2014), Thomas, “Harry Potter”
(2002-2011), Harry, “Alita: Battle Angel”
(2019), Alita, “Timur and his Team”
(1940), (1976), Timur, “Timur & His
Commandos” (2004), Timur, “Kambar’s
Vacation” (2011), Kambar, by Bekarys
Yelubaev and Yerlan Nurmukhambetov,
“Zhauzhurek myn bala” (“The Army of
myn bala”) (2012), Sartai, by Akan Sataev,
“Mountain Bow” (2022), Jabai, by Eddar
Shibanov).

1. “The blogger” / “the Internet-
obsessed teenager” is the one who
embodies a life deeply intertwined with
digital technologies and social networks.
Metamodern aspects underscore a tension
between sincere emotional needs and
the fleeting nature of online popularity.
The modern life of all people, including
teenagers, revolves around modern
information technologies, which brings its
weighty consequences. So, if a blogger is
an Internet user who runs his own channel,
website, page and has a certain number of
subscribers, then Internet addiction is (the
name speaks for itself) an obsessive desire
to use the Internet, spending a lot of time
online (computer games, social networks,
etc.). Consequently, this phenomenon has
also been reflected in modern world cinema
(“Harriet the Spy: Blog Wars” (2010),
Harriet, “Tragedy Girls” (2017), Sadie and
McKayla, “Island of Correction” (2017),
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Inessa-princess, “Chin” (2020), Austin,
“The Trial of aul” (2023), Timur, “Bad
Genius” (2024), “The worst of all” (2024),
Ksusha).

As for the Kazakh cinema, the whole
trilogy of the comedy film “Holidays off-
line” (2018) by Ruslan Akun, “Holidays off-
line 27 (2019) by Ruslan Akun and Yernar
Kurmashev, “Holidays off-line 3”7 (2023)
by Yernar Kurmashev, is devoted to lack of
the Internet in the children’s ethno-camp in
the village. There is a tendency that modern
children and teenagers are literately glued
to their phones (in particular, we can
highlight Malik the Internet star, Timur
— “is constantly on the phone”). Also in
Farkhat Sharipov’s “Scheme” (2021),
15-year-old Masha spends all her time on
social media as a means of escape from
annoying parents and boredom, where she
makes a seemingly harmless acquaintance
with a handsome young man.

12. “The victim of circumstances”. In
addition, along with the above-mentioned
widespread stereotypical images, there
are films in the cinema that tell about real
and topical problems faced by teenagers.
So, filmmakers quite often highlight in
their films such adolescent problems
as violence, bullying at school, drugs,
depression, suicidal behavior and other
complicated issues (“Everyone will die,
but I will stay” (2008), Katya, Vika and
Jeanne, “We Need to Talk About Kevin”
(2010), Kevin, “Spring Breakers” (2012),
Brit, Candy, Cottie and Faith, “Shuttered
silence” (2012), Dina, Bridgend (2015),
“Conrad and Michelle: If Words could
Kill” (2018), Conrad, “Handsome Boy”
(2018), Nick). Kazakhstani directors
do not ignore this dark side of puberty
as well (“Leila’s Prayer” (2002), Leila,
by Satybaldy Narymbetov, “Harmony
Lessons” (2013) by Emir Baigazin,
“Masters” (2014) by Adilkhan Yerzhanov,
“Bopem” (2015) by Zhanna Isabayeva,
“18 Kilohertz” (2020), “Scheme” (2021)
by Farkhat Sharipov, “Otau” (2021) by
Alisher Jadigerov, “Sunflower” (2023)
by Elya Gilman, “Dastur” (2024 ) by

Kuanysh Beisekov, “Verdict” (2024 ) by
Diaz Bertis, “Cadet” (2024) by Adilkhan
Yerzhanov, etc.). Such films often aim to
draw attention to the problems of teenagers
and provoke discussion in society. These
are sharp, uncomfortable, and unpleasant
topics that adults do not notice orignore,
but come to their senses when it is too late.
As for Kazakh cinema, socially vulnerable
segments of the population and their
problems are raised mainly in the author’s
cinema, in a word, not for ordinary people,
but for amateurs.

Basic provisions

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

- Content analysis was applied during
the search for films according to a given
vector and the analysis of the characters’
personalities in the context of the plot.

- Comparative analysis was also applied
to compare the images of teenage heroes
from foreign and Kazakh films.

- With the help of a culturological
approach, films were examined through
the prism of cultural values and ideological
attitudes.

- Semiotic analysis was applied to
identify symbolic codes in the construction
of adolescent figures and interpret them
from a metamodern perspective.

- Key metamodern attributes in teenage
films:

1. Oscillation between sincerity and
irony.

2. Emphasis on emotional involvement
in portraying adolescence.

3. Hybridization of genres: teenage
dramas intersect with elements of fantasy,
satire, realism.

4. Acknowledgment of grand narratives:
friendship, love, saving the world—even
while maintaining critical self-awareness.

Conclusion

To summarize, first of all, teen films are
about groping personal boundaries and



searching for identity in a world that

for many years has ceased to be binary

in class, economic, informational and
cultural terms. That is why each teenage
hero is much more complicated than “the
A-student”, “the rebel”, “the newcomer”,
“the athlete”, “the high school queen”,
“the disabled teenager”, “the silver
spoon”, “the outsider”, “the leader”,
“Romeo and Juliet”, “the Internet-
obsessed teenager”, “the victim of
circumstances”. Nevertheless, the above-
mentioned typification of images proposed
in the article allows us to expand the
classification of typical images of teenagers
in contemporary cinema available in the
literature, reflecting the influence of time
and the transformation of epochs of the
ever-changing world.

Although the stereotypical images of
teenagers were mainly based on types
from foreign films, during the viewing
of Kazakhstani films about teenagers, it
turned out that all the images presented
fully resonated in our cinema, which means
they fit into the realities of representatives
of our country’s tender age as well.

Within metamodernism, teenage figures
become intermediaries in oscillations
between hope and skepticism. Characters
can exhibit a truly emotional sincerity
(characteristic of modernist earnestness)
while retaining postmodern ironic distance
toward social norms. For instance, Lady
Bird (2017) depicts a teenage protagonist
who simultaneously mocks high-school
rituals yet genuinely suffers from maternal
misunderstanding. In the Kazakhstani
context, metamodernism fuses national
traditions (family structures, reverence for

elders) with contemporary global culture
(social media, consumer habits), as seen in
18 kilogerts (2020) by Farkhat Sharipov.

Kazakhstani film production, especially
after independence, has undergone
significant development, blending national
cultural characteristics with global trends.
Films about adolescents by Kazakhstani
directors (Rashid Nugmanov, Akan
Satayev, Farkhat Sharipov, Emir Baigazin,
and others) frequently deal with social
stratification, generational conflict, the
search for national identity, and the impact
of global popular culture. Metamodern
sensitivity to contrasts between tradition
and modernity, sincerity and irony, enables
them to create multi-layered teenage
characters resonating with local and
international audiences.

The analysis of twelve stereotypical
teenage types and their metamodern
evolution shows that modern cinema—
both worldwide and in Kazakhstan—no
longer confines itself to purely ironic or
romantic perspectives on adolescence.
Instead, a more complex system of
oscillations emerges, enabling filmmakers
to delve deeper into the inner life of youth
confronted by globalization, technological
advances, and social inequalities.

Thus, adolescent cinema in the
metamodern era not only reflects but
also shapes societal perceptions of youth,
contributing significantly to discourses on
urgent socio-cultural issues—whether in
the United States, Europe, or Kazakhstan.
Future studies could focus on measuring
how such depictions affect actual teenage
behavior and exploring parallel trends in
other artistic realms (literature, music,
video games).
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Filmography

1. Easy A, 2010, USA, dir. Will Gluck

2. The Social Network, 2010, USA, dir. David Fincher

3. Malychik na million ["A Boy for a Million”], 2016, Kazakhstan, dir. Yerlan
Nurmukhambetov

4. Klass, 2007, Estonia, dir. Ilmar Raag

5. The 400 Blows (Les Quatre Cents Coups), 1959, France, dir. Frangois Truffaut
6. Zavod [“Factory”], 2023, Kazakhstan, dir. Ada Smagulova

7. The Perks of Being a Wallflower, 2012, USA, dir. Stephen Chbosky

8. Twilight, 2008, USA, dir. Catherine Hardwicke

9. Uroki garmonii [“Harmony Lessons”], 2013, Kazakhstan, dir. Emir Baigazin

10. Coach Carter, 2005, USA, dir. Thomas Carter

11. Rocky, 1976, USA, dir. John G. Avildsen

12. Rayony [“The Districts”], 2016, Kazakhstan, dir. Akan Satayev

13. Mean Girls, 2004, USA, dir. Mark Waters

14. Gossip Girl, 2007-2012, USA, creators Josh Schwartz, Stephanie Savage

15. Kanikuly off-line [*Off-line Vacations”], 2018, Kazakhstan, dir. Ruslan Akun
16. Igla ["Needle”], 1988, USSR/Kazakhstan, dir. Rashid Nugmanov

17. 13 Reasons Why, TV series, 2017, USA, creator Brian Yorkey

18. 18 kilogerts [“18 Kilohertz”], 2020, Kazakhstan, dir. Farkhat Sharipov

19. Cruel Intentions, 1999, USA, dir. Roger Kumble

20. Elite, TV series, 2018, Spain, creators Dario Madrona, Carlos Montero

21. Kniga legend. Tainstvennyy les [“The Book of Legends. Mysterious Forest”], 2012,
Kazakhstan, dir. Akhat Ibraev

22. Napoleon Dynamite, 2004, USA, dir. Jared Hess

23. Welcome to the Dollhouse, 1995, USA, dir. Todd Solondz

24. Shiza, 2004, Kazakhstan, dir. Guka Omarova

25. Romeo + Juliet, 1996, USA, dir. Baz Luhrmann

26. Tres metros sobre el cielo [“Three Steps Above Heaven”], 2010, Spain, dir. Fernando
Gonzalez Molina

27. Harry Potter and the Philosopher’s Stone, 2001, UK-USA, dir. Chris Columbus
28. The Hunger Games, 2012, USA, dir. Gary Ross

29. Zhauzhurek myn bala [“A Thousand Brave Boys”], 2012, Kazakhstan, dir. Akan
Satayev

30. Nerve, 2016, USA, dirs. Henry Joost, Ariel Schulman

31. Unfriended, 2014, USA, dir. Levan Gabriadze

32. Skhema [“Scheme”], 2021, Kazakhstan, dir. Farkhat Sharipov

33. The Fault in Our Stars, 2014, USA, dir. Josh Boone

34. Klass korrektsii [“Correction Class”], 2014, Russia, dir. Ivan I. Tverdovskiy

35. Bopem, 2015, Kazakhstan, dir. Zhanna Issabayeva
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[Monos Baagumup

Kazaxckas nauroHanbHast akaaemusi uekycers uM. TemupGeka JKypreHosa
(Anmarbl, Kazaxcran)

OBPA3 NOAPOCTKA B MUPOBOM N KA3BAXCTAHCKOM KMHO CKBO3b NPU3MY
METAMOLEPHU3MA

AHHoTaums. Llenbto aHHOM CTaTbk ABNSETCS pernpe3eHTaLmus OCHOBHbIX 06pa3oB NOAPOCTKOB B
3apy6eXHbIX M B Ka3axCTaHCKMX KMHOMPOU3BELEHUAX Yepe3 NpuU3My MeTaMoAepHu3Ma. Bo BBeseHMH
MOBECTBYETCS O KMHOKAPTMHAX, OCBELLAKOLLMX NyGepTaTHbIi NepUos, Tak CKasaTth ‘teen movies”,

OHW OPUEHTMPOBAHbBI HA 3pUTENel Pa3HbIX MOKONEHMIA, Tak KaK BCE Mbl POAOM M3 AeTcTBA. Kpome

TOro, NOCPeAcTBOM (GUIbMOB O B3POC/TIEHUM, TUHEWAXKEPBI OCO3HAIOT, YTO C HUMM BCE B MOPSLIKE,
pedneKkc1pytoT, CMOTPS Ha POBECHMKOB-KMHOrepoeB. Memods!. B AaHHOM cTaTbe Obliv MCMONb30BaHbI
cnenytoLme MeToAbl: KOHTEHT-aHaIU3, CPABHUTENbHbIN aHANK3, KYbTYPONOrMYECKUi MOAXOA, U
CEMMOTUYECKMIA aHanu3. Juckyccusi. PUnbMbl, CHATbIE B Pa3HbIX CTPAHaX, PACKPbIBAOT MHOXECTBO
CTEPEOTUMHBIX U HEOObIYHbIX MOAPOCTKOBbIX MEPCOHAXKEN — OT TPOraTe/bHOro «60TaHMKay L0
HEMNOKOPHOIO HApYLUMUTENs CNOKOMCTBUS, OT POMAHTUYHOrO «PoMeo» [0 3aTpaBlEeHHOro ayTcaiaepa.

B nocnepHue pecatunetns 3tm 06pasbl BbILIM 33 PAMKM CTPOrO MOCTMOAEPHUCTCKOTO MU
MOZLEPHUCTCKOro AMCKYpCa M NMoManu Nog BAUSHWE METAMOAEPHU3MA, KOTOPbIK rapMOHUYHO COYETaeT B
cebe MCKPEHHOCTb M MPOHMIO, MPOLLOE M Byayllee, MHTENNEKTYanbHY pedNeKCuio U XyL0XKeCTBEHHbIE
aKcnepuMeHTbl. Pe3ysnemamel. Cpeay GUnbMOB O LWKOMe, O NOAPACTAIOLLEM MOKONEHUN Mbl MOXEM
YC/IOBHO BblAENNTb HECKOMIbKO PacnpOCTPAHEHHbIX CTEPEOTUMOB, OCHOBHbIX TUMMYHbIX 06pa30B
nepcoHaxer B uibMax o NofapocTkax. [peanaraeTcs Ux ycnoBHOe pasfeneHne Ha ABEHAALATb
Hanbosiee pacnpoCTPaHEHHbIX U XapaKTEPHbIX TUMOB: KOT/IMYHUKY, KOYHTaPb», KHOBUYOK», KCTIOPTCMEH
(«Mau0»), «koponesa CTaplUei WKObI», MOAPOCTOK C OFPaHUYEHHBIMU BO3MOXKXHOCTSIMMY, KMAXOP»,
«ayTcanaep», «nmaep», <PoMeo 1 [KynbeTTas, «MoAPOCTOK C MHTEPHET - 3aBUCUMOCTbIO®, KKEPTBA
o6cToATeNnbCTBY. Kaxkaplii NpeacTaBneHHbI 06pa3 paccMaTpMBaEeTCs Yepes NpuM3My METaMOLEPHa,
coyeTas NoANMHHOE IMOLIMOHANIbHOE BbIPAXKEHME C CaMopednekcMBHOM MPOHMeEN. Ha npumMepe
(U1IbMOB NOKA3aHO AMHAMUYHOE U3MEHEHME U TPAHCHOPMALIUS HOHbIX FePOEB B COBPEMEHHOM
KnHemaTorpacde. B 0CHOBHbIX MONOXEHWUAX NPEACTaBAEHbI MPUMEHEHHbIE B CTAaTbe METOAbI U
K/t0YEeBble Te3UCbl METAMOAEPHM3MA. AHaNW3 ABEHAALATH CTEPEOTUMHbIX 06PA30B NOAPOCTKOB U UX
MeTaMOEePHMUCTCKOM 3BOJTIOLMK NMOKA3bIBAET, YTO COBPEMEHHOE KMHO — KaK BO BCEM MWpE, TaK U B
KasaxcraHe — 6oniee He OrpaHUYMBAETCS IULLIb MPOHUYECKUMU UAM POMAHTUYECKUMU B3FISAAMU HA
MoApOCTKOBbIM BO3pacT. BMecTo 3Toro Bo3HMKaeT bonee cnoxHas cucteMa KonebaHuit, No3BonsioLLas
KnHemaTorpacductam rnybxe NpOHUKHYTb BO BHYTPEHHIOK XXM3Hb MOMOAEXKM, CTaNIKUBAIOLLENCS C
rnobanusaumen, TEXHONOrMYECKUM NPOrPeccoM U COLMANbHbIM HEPABEHCTBOM.

Knioyesewie cnosa: nonpocTok, nybepTaTHblii NepUoL, COBPEMEHHbIV KMHEMaTorpad, Tunax, obpas
noApoCTKa, CTepeoTyH, NOAPOCTKOBbIE DUIbMbI, METAMOAEPHU3M.

Ana yumupoearus: MNornos, Bnaoumup. «06pa3s noapocTka B MUPOBOM M Ka3axCTaHCKOM KMHO
CKBO3b MpU3My MeTamogepHuama.» Central Asian Journal of Art Studies, T.10,N2 1, 2025, c. 97-110, DOI:
10.47940/cajas.v10i1.961

bnazodapHocmu: ABTOpbI BbIpaXakoT CBOKO GnarofapHocTb peaakumm xypHana «Central Asian
Journal of Art Studies» 1 peLleH3eHTaM 33 MPOsABAEHHbIN MHTEPEC, @ TAKXKE 33 MOMOLLb B MOAFOTOBKE
[LaHHOM CTaTby K nybamkaumm.

Asmop npoduman u 0006pus 0KOHYAMENbHbIU 8apUAHM pyKonucu u 3asensem 06 omcymcmeuu
KOH(IUKMA UHMepecos.
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Baagumup lMonos

TemipGex )KypreHos atbinaarsl Kazak yaTTbik eHep akaaeMHusichbl
(Anmatol, Kazakcran)

9JIEMAIK XXOHE KA3SAKCTAHAbIK KWHOOAFbI XXACOCMIPIMHIH, BEAHECI
METAMOLEPHU3M NPU3MACbHI APKblJbl

AHHOTaums. byn MakanaHblH MakcaTbl METAMOAEPHM3M NPU3MAChl apKbibl LETENAIK XoHe
Ka3aKCTaHAblK KMHOBHAipicTepAeri )acecnipiMaepain Heri3ri 6eliHenepiH 6eiHeney 6onbin Tabbliagpl.
Kipicnene «teen movies» nen atanatbiH NybepTaTTbiK Ke3eHAi CMNATTalTbiH KUHODUIbMAEP

Typanbl aiTbinaapl, 6apimis 6ipaen 6ananbik, WakTaH eTkeHiMizaen 6yn na ap Typai 6ybiHAAPAbIH,
KepepMeHaepiHe apHanfaH. COHbIMEH KaTap, eceto JaiblHAaFbl GUabMAep apKbiibl KWHOKahapMaH-
KypAacTapbliHa Kapai OTbIpbIn XKacecnipiMaep e3aepiHaeri e3repictepai AypbIC Aen Kabbinaanmbl.
ddicmep. byn Makanana Keneci aaictep KOAAAHbIUAbI: KOHTEHT-TanAAy, CanbiCTbipManbl Tanaay,

M3 EHWUETTaHYbIK TACiN X3HEe CEMUOTUKANbIK Tanaay. Tankeinay. Op TypAi enaepae TycipinreH dunbmMaep
KernTereH CTEpEOTUNTI KaHe epekKLue )acecnipiM 6eiHeciH alwanbl — acepni «6oTaHUKTeH» BacTan
ThIHbILUTbIKTbI Oy3aTblH TEHTEKKE AEMiH, POMaHTUKaNbIK «PoMeonaH» weTTeTinreH ayrcaaepre AewiH.
CoHfbl OHXbINAbIKTapaa 6yn 6eiiHenep Tek NOCTMOLEPHUCTIK HeMece MOLEPHUCTIK AUCKYPCTbIH,
weHbepiHAe FaHa KanMa, WbIHAMbIMbIK NEH MPOHUSHDBI, 6TKEH MeH D60NaLLaKTbl, UHTENNEKTYaNabIK,
pednekcus MeH KepKeMLIK KCMePUMEHTTEPAI yineciMai ywracTbipa 6ineTiH METaMOAEPHU3MHIH,
blKNasnblHa yLWbIpagbl. Homuxenep. MekTen XaHe ecin Kene XaTkaH ecKeneH, yprnak, Typanbl GuibMaep
apacblHAa xacecnipimaepre apHanfaH dunbMaepaeri kerinkepnepaiH bipHelle KeH TapanfaH
CTepeoTuUnTepiH, TUiNTik 6eliHenepiH wapTTbl Typae 6enin kepcetyre 6onaabl. Onap oH eki Heri3ri
XKQHE XMi Ke3aeceTiH TunTepre 6eniHeni: «y3aiK OKyLIbl», «By3aKbl», «KaHaAaH KereH», KCropTLLbI»
(«May0»), «KOoFapFbl CbIHbIMTbIH, XaHLIAWbIMbI», KMYMKIHAITI LWWEKTeYNi XKacecnipimMy», «banaplH, 6anackl»
(«Maxkop»), «ayTcanaep», «kkewbacLubl», <PoMeo MeH [KynbeTTa», KUHTEPHETKE Tayensi xacecnipiM»,
«KaFnan kypbaHbl». Opbip ocbl KepceTinreH 6eliHe METaMOAEPH NPMU3MaChl apKblibl KAPACTbIPbIIaAbI,
MYH/a LWbIHAMbI SMOLMANDBIK KOPIiHIiC NeH e3iHAIK pednekcusFa Heri3genreH MpoHus yinecim Tabaapl.
@unbmMAaep MbicanbiHAA 3aMaHayM KMHemaTtorpaduaaarsl Xac KeninkepnepaiH AMHAMUKanbIK,

e3repici MeH TpaHcdopMaLumschl KepceTinreH. Herisri epexxenep Makanaga KonAaHblIFaH d4icTep MeH
MeTaMOJEPHU3MHIH Heri3ri TeaucTepiH ycbiHaabl. XXacecnipiMaepaiH, OH eki cTepeoTunTik 6eiHeci

MeH on1apAblH, METAMOAEPHUCTIK 3BOMIOLMACHIH Tanaay Kasipri TaHAarbl KWHOHbIH, Oykin anemae

ne, KaszakcraHaa Aa xacecnipiMAik Ke3eHre TeK MpOHUS/IbIK HEMeCe POMaHTUKabIK K&3KapacneH
LeKTenMenTiHiH kepceTesi. OHbIH OpHbIHA KMHEMaTorpaductepre xahaHaaHy, TEXHONOTMANbIK MPOrpecc
XKQHE B/IeyMeTTiK TeHCi3aikneH 6eTne-6eT KenreH )acrtapAplH, iWKi AyHUEeCiHe TepeHipek yHinyre
MYMKiHAIK 6epeTiH anaekanaa Kypaeni Tonkynap xyieci nainga 6onyaa.

Tyiiin ce30ep: xacecnipim, nybepTaTTbik Ke3eH, 3aMaHayn KuHeMaTorpad, Tunax, xxacecnipim
beliHeci, cTepeoTun, )xacecnipimaepre apHanfaH GunbmMaep, METaMOLEPHU3M.

Aaiiexce3 ywiH: Nonos, BnaoumMup. «OneMajik xaHe KasakcTaHablk, KUHOAAFbl )acecnipiMHiH b6eiHeci
MeTaMoZepHU3M npusMachl apkpiibl». Central Asian Journal of Art Studies, 7. 10, N2 1,2025,97-110 6.,
DOI: 10.47940/cajas.v10i1.961

Anreic: ABTopnap «Central Asian Journal of Art Studies» >KypHanbIHbIH, pefaKUMSCbIHA XaHe
peLieH3eHTTePre OCbl 3epTTeyre KbI3blFYLbIIbIK TaHbITKAHAAPbI YLLiH, COHAAN-aK MaKanaHbl Xxapuanay
6apbiCbIHOAFbI KEMEKTEPIH TUri3reHAepiHe e3 anfbiCTapbiH 6ingipesi.

Asmop KomwazbaHbiH COHFbI HYCKACbIH OKbIN, MaKy/10adbl #aHe Mydoesnep KalblbiFbl HOK eKeHOieiH
MasimMoelioi.
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TPAJAULIMOHHbIN
KOHLLENT U
COBPEMEHHDIE
KOMITO3UTOPCKHE
TEXHUKU B KBAPTETE
APTbIKA TOKCAHBAY

Payuian Jxkymanusizoa', Mepyept MbliTbikOaeBa?
1.2Kazaxckasi HaLHOHAJIbHAsT KOHCepBaTopHs iMeHH KypMaHrasol
(Anmarsl, Kazaxcran)

AHHOTaums. Kak TpaHchopMUPYHOTCS HOBbIE KOMMO3UTOPCKUE TEXHUKM B KA3aXCTAHCKOM My3blKe

XXI| Beka, Npoxoas yepes npusMy MHAMBUAYANLHOMO aBTOPCKOro cTuns? MpeaMeToM UcCiefoBaHus
HACTOALLEN CTATbW ABAIOTCS BOMPOCH! 3BO/MOLMUM My3bIKa/IbHOMO A3blKa, METOA0B KOMMO3UTOPCKOrO
nucbMa. OLHO M3 BaXKHbIX KAaYeCTB COBPEMEHHOM My3blKW — 0OpaLLeHue K TPaAULLMOHHOMY KOHLIENTY.
Takue KOMMOHEHTbI, KaK LMTaTbl HAPOAHO-MPO(ECCHOHANBHONO KIOS, MOAPAXKaHWE HAPOAHOMY
MHCTPYMEHTapMI0, COYETAKTCS C AXKA30BbIMU 3/IEMEHTAMU, MONIUMETPUEN, COBPEMEHHbIMM
KOMMO3MLMOHHbBIMM TEXHUKAMU U MpueMamu. B nponsseneHun ApTbika TokcaHbas «My respect to

you Mr.Tattimbet» Harn4HO NPOABAAIOTCA 0COBEHHOCTU PA3BUTUS KAMEPHO-UHCTPYMEHTAIbHOTO
)XaHpa Ha COBPEMEHHOM 3Tare. B cTatbe aHanusupyetcs npousseneHue Aptbika TokcaH6as C TOYKM
3peHus B3aUMOAENCTBUS ABYX MOJHOCOB: C OAHOM CTOPOHbI, BOXKHOM COCTABASIOLLEN COUMHEHMS
ABNAETCS KIOW, C APYroi — MUHUMAW3M Kak KOMMO3UTOPCKas TeEXHUKA. MMHUManu3M B COYMHEHUM
MpOSIBIETCA B MPUMEHEHUM NATTEPHOB PAa3BUTUS My3blKaIbHOTO MaTepuana. Ha ocHoBe aHanu3a
COYMHEHMUS, NPO3BYYABLLEr0 HA OAHOM U3 KOHLLEPTOB COBPEMEHHOM My3bIKM, aKTyaNu3upyeTcs uaes

0 TOM, UTO DUTYPbI, XKaHPbl U KOHLENTbI TPAAULMOHHOM My3bIKM MPOAO/IKAIOT BbITh UCTOYHUKAMM
BLOXHOBEHMA A1 COBPEMEHHBIX aBTOPOB, B MPOLLECCE TBOPUECKOM PaBoTbl HAJ HAMU KOMMO3UTOPSI
MCMOb3YHOT HOBbIE METOAbI U MPUEMbI, 00YC/IOBNIEHHbIE KaK HOBbIM XYLOXECTBEHHbIM 3aMpOCOM, TaK U1
MHAMBUAYANbHBIMWU OCOBEHHOCTAMM TBOPYECKOro noyepka. OcobeHHOCTH NPoM3BEAEHMUIT KOMMO3UTOPA
WIIIOCTPUPYIOT PasfiMyHble MPOLLECChl PA3BUTHUS HOBbIX My3biKaslbHbIX TEXHUK. M3yueHne HoBenLmnx

KaMepPHO-UHCTPYMEHTA/IbHbIX COUYMHEHWI SIBNSETCS BaXKHEWLUMM 3TAaNoOM OCMbICNeHUs 1 bonee rny60Koro

U3YYeHUs XapakTEPHbIX 0COOEHHOCTEN CTUNEBLIX TEHAEHLMI COBPEMEHHOM MY3bIKaIbHOM KYNbTYpbl,
LN yrny6neHHOro 1 0CMbICIEHHOTO MOHUMMAHWS NPOLIECCOB Pa3BUTUS COBPEMEHHOIO MY3blKalbHOMO
MCKYCCTBA.
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Knioyeswie cnosa: Aptbik TokcaHbal, coBpeMeHHas aHcambneBas My3bika, TaTTUMOET, TPaAULIMOHHbIN
KOHLLENT, KEeBOCTb, TEXHMKA MUCbMA, MMHUMANU3M, NATTEPH, CTU/b, KOMMO3MTOP.

Ana yumupoearus: [IxxymaHna3oBa, PaywaH u MepyepT MbinTbikbaesa. “TpaagnLUMOHHbIA KOHLENT
W COBPEMEHHbIE KOMMO3UTOPCKME TEXHUKM B KBapTeTe ApTbik TokcaH6as”. Central Asia Journal of Art
Studies,T.10,N2 1,2025,¢c.111-128,DOI: 10.47940/cajas.v10i1.1037

Asmopel npoyumanu u 0006puU OKOHYAMENbHLIL 8apUGHM pyKonucu U 3as8A5t0m 06 omcymcmeuu

KOH@UKMA UHMepecos.

BBepeHue

Mysbma Kazaxcrana nepBbix
necsitunetuil XXI Beka
JIEMOHCTPUPYET CJIeI0BAHHE CTHIIEBBIM
TEHICHLUSM, ICHO 0(DOPMUBIINMCS

B [0C/IeIHE ! YEeTBEPTH MPEIbIIyLLEro
crosietusi. CoxpaHeHnue 6a30BOM st
KOMITO3UTOPCKOI 111KOJIbl KagaxcraHa
XapaKkTepPUCTHKU — HHTErpaluu
3JIEMEHTOB TPAIUMLIMOHHON MY3bIKaJbHON
KYJbTYPbl C TPUHLMIAMH aKaJeMHUECKOM
3amnajiHo-eBPONelCcKOl My3blKH —
noJiyyaeT HOBoe ocMbic/enue. Ecau B
Hauasie XX BeKa, B 310Xy CTAHOBJIEHHUS
KOMITO3UTOPCKOH LIKOJIbI, ONOpa Ha
Ka3axCKyl0 My3bIKy Oblj1a KpaTuaniuum
nyTem K pOpMUPOBAHUIO HALIHOHAJILHOH
onepbl U CHM(OHUH, TO CETO/IHS ITO
MOYTH €IMHCTBEHHBIN Cr10Cco0 COXpaHeHHUs
UJEHTUUHOCTH B YCJOBUSIX TJ100ATH3ALIMH.
IKCNEPUMEHTBI C Pa3/IHYHbIMU
CPeJICTBAMH BbIPA3UTEJIbHOCTH, TOUCKH
HOBOTO 3By4aHHsi, CMellleHHe Pa3IHUHbIX
CTHJIEH, KaHPOB, (hOPM — BCE 3TH
MPOLECCHI ABJSAIOTCS aKTyalbHbIMU U

JIJIs1 COBPEMEHHOTO KOMIIO3UTOPCKOTO
TBOpYecTBa. B opbutTy nouckon
BOBJIEKAIOTCS TAKIKE CJIOKHMBIIMECS B
MHUPOBOH aKajieMHUeCKOH My3blKe TeXHHKH
nUcbMa.

MO2KHO COrJIaCHTBCS, UTO ...
aHcamOJieBast My3blKa CETrOJIHsI BbICTyTaeT
MOLLHbBIM [eHEPaTOPOM HOBBIX TBOPYECKHX
uaei u Pokycupyer B cebe cambie

nepeloBble MPe/ICTaBICHHS YeJ0BeKa O
COBPEMEHHOM MY3bIKaJIbHOM HCKyCCTBE »
(Makyuikus 165). B kamepHoit My3bike
kKoMmnosutopos Kazaxcrana Takxe

MO2KHO 0OHAPYKHUTb 9KCIIEPUMEHTHI

C TeXHHKAMH [TUCbMa, TOJyYHBLIHMH
pa3BUTHE B MUPOBOK aKaaeMUUYeCKON
My3blKe BTOPOH NoJ10BHHbI XX BeKa —
COHOPHKOH, aJeaTopUKoi, nojeKaoHner
v 1p. B aHa/mM3nupyeMom pou3BeIeHHH,
BIIEPBbLIE BBOJMMOM B HAyYHBIH 0060POT,
UCITI0JIb3yeTCs METO/, KOMITO3ULIUH Ha
OCHOBE MPOCTHIX sIYEEK — «MaTTEPHOB»,
KOTOPBIH MMOJIy4HJ1 HA3BAHKE MUHUMAJIU3M.
OueBHaHOE POACTBO MUHUMAJIH3MA U
KIOEBOCTH B KOMITO3UTOPCKOM TBOpYECTBE
JIO CHX MO He MPUBJIEKAI0 BHUMAHUSI
ucesieioBare/iell U BepBble CTAaHOBHUTCS
npeaMeTom ugydenusi. OCHOBHas LieJb
JIAHHOW CTaTbH: BBIIBUTH 0COOEHHOCTH
B3aUMOACHCTBHA MUHUMaJIM3Ma U KIOEBOCTH
KaK JIByX OCHOBHBIX TIPUHLIMITOB PA3BUTHSI
B KOHTEKCTE HEO(OIbKIOPHBIX TEHAEHIIHH
B KAMEPHO-MUHCTPYMEHTAJIbHOH My3bIKe
Kasaxcrana.

MeToabl

B n3yueHuu siBJIeHHI COBPEMEHHOTO
MY3bIKaJIbHOI'O HCKYyCCTBA TPUMEHSIIOTCS
pasnuuHble noaxoasl. Mexons us
OOLLIENPHUHATOrO MPU3HAHUSA CTHJICBOH
MHOIOCOCTABHOCTH COBPEMEHHON MY3bIKH,
OCHOBHbIE METO/bI HCCJIECIOBAHUSA CBA3AHDI
C UCTOPUKO-CTHJIEBBIM MO/IX010M. Kak



3ameuvaet BsyecsnaB MejtyliieBcKui,
OpraHHYeCcKMM METOI0M COBPEMEHHOH
MY3bIKH CTAHOBHUTCS «JIHAJIOTHUECKOe
mMupornonuManue» (MenyuieBcku# 16). B
npoussenennsix Apreika Tokcan6as sipko
MPOSIBJSIETCS CTUJIEBASI MHOZKECTBEHHOCTD,
B €r0 COUNHEHMSX COEUHSAIOTCS camble
pasyiMyHble CTHJICBbIE KOMITOHEHTHI,
BKJIIOUAETCS TEXHUKA KOJIIaXKa, aslIio3ui.
[1pn ananuse npoussenennst Aptbika
Tokcanbast o6paliieHo BHUMaHKe Ha
0COOEHHOCTH KOMITO3ULIMOHHON TEXHUKH,
MoauepKHYTO 3HaUeHHe MUHUMaJIM3Ma,
KOTOPbIH CTAHOBUTCS Ba’KHbIM
KOMIOHEHTOM PACKPbITHSI Xy[107KeCTBEHHOTO
3aMbICJIa COMIEPKAHHUS TPOU3BEEHHS.
BazoBoii MeTo0/10TMYeCKON OCHOBOH
MOCJTY?KHJIH TaKXkKe TPY/Ibl 3apyOeKHbIX
YUEHbIX, TOCBSIIEHHBIX HCCEIOBAHUIO
MHHHMaJIMCTHUHOH My3bIKH. B 3ananHo
HayKe CJIOXKUJIMCh METO/Ibl aHa/I13a
MPOU3BE/IEHNH, COUMHEHHBIX B TEXHHKE
MHHMMasIi3Ma. ABTOpPbI paccMaTpUBaioT
TEXHUKY MHHHMaJIM3Ma B KOHTEKCTe
ICTETHUECKUX M KOMTO3HIIHOHHBIX
MPUHLMIIOB TBOPUYECTBA, B YCJIOBHSAX
aBTOpCKUX cTusel (Kopobosa Asna;
Bopwmasn ben; layep Taricen, Hryen J1bik,
[anr Huk, IImouoBcku Sliiek, beprep
Jlxxonatan, Kanewnpo basp; Hsapiy
Po6epr K.; I'pyuinna Enusaseta, 1lapesa
Hanexna, Kyneios Banepuit).
MunuMa u3M B My3blKe Ha
MPOTSKEHUH HECKOJIbKHX J€CATUIETHH
NPUHHAMAJ pa3inuHble (OPMbI B
YCJIOBHSIX HALMOHAJIbHBIX KYJIBTYP U
MHIUBUIYa bHBIX aBTOPCKUX CTUJIEH. Y
MCTOKOB MHHMMaJIM3Ma, Kak U3BECTHO,
CTOSIJ1 aMePUKAHCKUI KOMITO3UTOP
Jxon KefK, ubk 9KCEepUMEHThI
C TMLIHHOM, MOBTOPSIIOLLIMMHCS
CTPYKTYPaMH M paclIMpPeHHEM MOHATHS
MY3bIKaJIbHOTO BpeMeHH MPSIMO TOBJHAIN
Ha OpMUPOBAHHME HATIPABJICHHUSI.
MHorounc/ieHHble HCCIeI0BAHMUS
MO3BOJIAIOT 0003HAUUTH OCHOBHBIE
9Tarbl 5BOJIOLMH MUHUMAJH3Ma Kak
KCIIEPUMEHTAJIbHbIN, KIACCUYECKUH,
MOCTMUHUMAJU3M 1 HEOMHHUMAJIH3M

(Bernard). IlepBbrit aTan cBsizan ¢ Tak
Ha3bIBAEMbIM «9KCIePHUMEHTAJbHBIM »
MHHHUMaJIM3MOM, B TBOPUYECTBE
aMepHKaHCKUX KOMMO3UTopoB Teppu
Papsin, Crupa Parixa, @uiunna ['nacca
pa3BUBAJICS PENeTUTUBHBIH MUHUMAJIU3M,
KOTOPBIH chopmupoBalcs K KoHiy 60-x
ronoB XX crosietusi. K Mmunumanuamy

KaK MeTOJly KOMIO3HIIMK 00pallannch

He TOJIbKO aMepPUKaHCKHe, HO U MHOTHE
eBporeicKre KOMITO3UTOPbI, B UMC/Ie
kortopbix Jlacso lapu, bena ®aparo,
Kanayc Ulyabue, bpaiian Muo, Mepenur
Mouk. C cepenutbl 70-X roloB aKTHBHO
MCIMOJIb30BATh TEXHUKY CTAJH KOMITO3UTOPbI
Bnamumnp Mapteinos u Apso [Isapt u
MHOTHE JIpyrHe.

OTMeTHM, YTO MHHHUMAJIM3M BO3HHUK B XX
BEKe B TPOTHBOBEC YCJI0KHEHHBIM (hopMaM
akajileMuyeckoi My3biku. OH pazBuBaJICst
B pycJie HCKyCCTBa MOCTMOJIEPHA,
MPHU3HAKAMH KOTOPOTO SIBJISIIOTCS
MHTEPTEKCTYalIbHOCTh, SKJIEKTHKA,
cuHTe3 hopMm U apyrue Kateropuu. [1pu
TOM, MHHUMAaJIU3M CTaJ POJIoJ/KaTe1eM
HEKOTOPBIX My3bIKaJIbHbIX TPAJAULIUH
npeaplayunx 3nox. « Co6CcTBEHHO, CTHIb
MHMHHUMAaJIH3Ma SBUJICS CBOCOOPAa3HON
peakiueil Ha repeycoKHeHHe
MY3bIKaJIbHOH TKaHH, MepeHachllleHne
ee JIMCCOHUPYIOUIUMHU FapMOHUSIMU 1
CBEPXCJIOKHBIMHU (hOPMYJIaMH, CTaBllee
OJIHOH M3 XapaKTePHbIX UEPT OT/AEJIbHO
B3ATBIX CTHJIEH (aBaHTrapa, hyTypuaMm),
TMOSIBUBLLMXCS B HOBOM CTOJIETHH »
(Ipywnna 5). Kak cnencrsue, B
MHHHUMaJIM3Me TIPOSIBUJIOCH CTPEMJIeHHEe
K YIPOLLEHHIO MY3bIKaJIbHOTO 513bIKa
MOCPEJICTBOM HCIOJb30BAHHUS IMATOHUKH,
MPOCTHIX TAPMOHUH, KOHCOHAHCOB 1
peneTHTUBHOH TeXHUKH. OIHaKO, TeXHHKA
PeneTUTUBHOCTH B MUHUMAJIU3Me — €CTh
TPaKTOBKa He OYKBaJIbHOH MOBTOPHOCTH,
a, cKopee, B 3HaY€HUH BAPUATUBHOCTH U
CEeKBEHLMPOBAHMSI.

DCTeTHIECKOH OCHOBOH MUHUMAJIHN3Ma
SIBJISIETCS MJ1e51 CTATHUECKOTO BPEMEHH,
4TO MPOTHUBOCTOUT TPAAMLIUU €BPOIEHCKON
aKaJleMHUeCKOH My3bIKH, C ee heel
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AKTHBHO-AMHAMHYECKOT0, MPOLECCyaNbHOro
nepeKMBaHUsl BpeMEHH (<IorpyKeHue »,

a He «repexkuBanue» ). «Ms-3a
MOCTYJIMPYEMOH 3/IeMEHTapHOCTH KpalHero
ackeTHaMma (BIJIOTb 10 MOHOXPOMHOCTH )
9TOTO UCKYCCTBA KPUTHKH CKENTHYECKH
Ha3bIBAJIN €ro «GeTHBIM» U «XOJIOTHBIM »
(Bbicoukasi, 'puropseBa 340]. Onnako

C TeYyeHHUeM BPeMEHH 3Ta TeXHHUKA
3aBoeBaJia MPU3HAHKE B PA3HBIX CTPaHax

BO BTOopoi# nosiopute XX Beka. OHUM U3
npuMepoB o6pallleHns K 3TOH TEXHUKE B
Ka3aXCTAHCKOH My3bIKe IBJAETCS CTPYHHBIH
kBapreT « My respect to you Mr.Tattimbet»
Aprbika Tokcan6asi. [TpousBenenue
SIBJISIETCS CBUIETENBLCTBOM TPOSIBJICHHUS
SIPKMX CTHJICBBIX TEHICHLIMH B COBPEMEHHOM
MHCTPYMEHTAJbHOU My3bIKE.

JlaHHBII KBapTET MOYKHO paccMaTpPUBaTh
¥ B paMKax 3CTE€THKH MOCTMOJIEPHU3MA.
Teme nocTMoepHr3Ma NOCBSLIEHO MHOTO
TPYLOB (B (husocoduu 1 screTuke). B
00J1aCTH MYy3bIKO3HAHHS TAKXKE MOKHO
BCTPETUTb TPY/bl HCCIIElOBATE €|, KOTOPbIE
HaxXO/AT MPU3HAKH, TTO3BOJISAIONIHE OTHECTH
MPOU3BE/ICHUS K TOCTMO/IEPHUCTCKUM. B
camMoM 0O0lLleM BUJIe UX MOXKHO 0003HAYUTb
KaK: BbIOOP TPAAUIIMOHHBIX JKAHPOB,
OCMbICJICHHE Y2Ke U3BECTHOTO, MPUHLMIT
KOJIIaXKa, «Urpa CMbICJIOB» U JIPyrHe.

B takux counHeHUsIX HEMTPUOPUTETHBIM
SIBJISIETCS HOBATOPCTBO, HO MPUCYTCTBYET
IKJIEKTHKA, PETPOCTEKIIUS CTHIIEH.

Takum o6pazom, MeTO/IbI HCCIEI0BAHMS
OXBaTbIBAIOT LUMPOKHUH KPYT BOIIPOCOB,
CBSI3aHHbIX C aHAJIM30M CTHUJIEBbIX
0COOEHHOCTEH MPOU3BENICHUS, €T0
KOMIO3HTOPCKOH TEXHUKH H 3CTETHYECKOH
HarnpasseHHocTH. MarepuaJjom s
HACTOSILLLETO HCCJIE0BAHMNS MTOCIY KU
ayJIMOBU3YaJIbHbIC H TMCbMEHHbIE
MCTOUHHKH (ayanM03anuch, BUIE03aAMNCh,
HOTBI). BeiGop npousBenenust ApThika
Tokcan6as i1 aHanusa 00yc0BJeH
HeCKOJIbKUMH (hakTopamu. Bo-nepBbix,
9TO OJIHO U3 aKTyaJIbHbIX KOHIIEPTHBIX
COYMHEHHH, TTOJTyYHBLIEE UCITOJHEHHE
¥ BbI3BaBIlIee peaKklMIo cayniaresei.
Bo-BTOpbIX, B 9TOM COUMHEHHHU SIPKO

BOTIJIOLIEHbI CTHJIEBbIE YEPThI TBOPUECTBA
Komrnoautopa. M, B-TpeTbHx, 310
COUMHEHHE MOKA3aTeNLHO C TOUKH 3pEeHHs]
B3aUMOJIEUCTBHUS TPAAUIIMOHHOTO KOHIIENTa
(KIOEBOCTH ) M TEXHHK KOMIO3UIIMK XX BeKa
(MHHHMAJIU3M ).

Ouckyccusa

Komnosurop Aptbik Tokcan6aii siBisieTcst
ABTOPOM Pa3JIMUHbIX IPOU3BEIEHHH,
CBHJIETEJILCTBYIOLINX O MOMCKAX HOBBIX
CPEJICTB BbIPa3UTEJbHOCTH, HOBBIX
(hopM B3aUMOJEHCTBHSI KOMITOHEHTOB
MY3bIKAJIbHOTO 513bIKa U (DOPMBbI
(Kynadwuna). TBopuecTBO KOMIoO3uTopa
NpeacTaBAeHO MHCTPYMEHTabHBIMH,
KaMepHO - UHCTPYMEHTAbHBIMH,
BOKaJIbHBIMH COUMHEHHSIMH, MY3bIKOH K
thunbMaM. DKCNEPUMEHTBI C TOUCKOM
ctuaIs B TBopuecTBe Aprhika Tokcan6ast
JIEMOHCTPUPYIOT OCHOBHbIE TeHJEHLHH
COBPEMEHHOI0 KOMIIO3UTOPCKOI0
TBOpuUecTBa. B cBOMX KOMMO3ULMSIX
aBTOP CMELINBAET pa3J/HyHble
My3bIKaJIbHblE TPAJULIUHK, H3berast npu
9TOM 3KJIEKTHUHOCTH. B npouecce
CTAHOBJIEHHUST KOMITO3UTOPCKOIO MovyepKa
aBTOp obpauiajcs K pa3HooO6pas3HbIM
»KaHPaM U CTHJISIM, MCTIOJb3Ys! pa3/nyHbIe
TeXHUYECKHE H KOMIO3HLIMOHHbIE
npuUHUUNbL. OJHUM U3 METOJI0B pabOThI C
MY3bIKaJIbHbIM MaTepHaIOM TPaJHIIHOHHON
Ka3axCKOH My3bIKH CTaJl MUHUMAJIH3M.
Hrak, conocrapJ/siemMble B pamMKax
JIAHHOH CTATbH OCHOBHBIE KOHLENTHl — 3TO
MHHHMaJIU3M M KI0eBOCTb. Pa3BrBaeMble U
TPaKTOBaHHbIE, Ka3as0Ch Obl, aOCOMOTHO
10 Pa3HOMy, MUHMMAaJIM3M U KIOEBOCTb
MMEIOT [VIaBHYIO OO0 XapaKTepPUCTHKY:
NPUHLMNHAJbHAS CO3HATEIbHAS
JIAKOHUYHOCTb W ACKETHYHOCTb U3JI02KEHHSI.
KroeBocTb HCTOpUYECKH sIBJIsIETCS
KJIIOUEBbIM 3/IEMEHTOM MHOTHX KOMIO3ULIUH
Ka3axCcTaHCKUX aBTOPOB. B npoussenenusx
KOMITO3UTOPOB MPeJIbITYLIHX 1eCATHIETHH
NPOSIBJICHUS KIOEBOCTH B Pa3HbIX KaHpax
MHCTPYMEHTAJIbHOH My3bIKH 10APOGHO
aHaJIM3MPOBAJIUCH B MCCJIEIOBAHUSX



Ymutkan JLkymakosoii, Capbl Kysem6aid,
HO TIpeXKJie BCEro — B MOHOTpaduu
[enpuertol Kotnosoit “Kioit B cucreme
»KaHPOB KOMIO3UTOPCKOTO TBOPUYECTBA
Kazaxcrana”. M ecsin Ha paHHUX cTaausix
Pa3BUTHSI KOMIIO3UTOPCKOMN LIKOJIbI CTPaHbI
MPUMEHSIJICS TIPUHIIUT IIUTHPOBAHHUS KIOs,
TO B M0CJ/IE/yIOLIEeM aBTOPbI COUMHSIOT

KIOHU JUIsl KAMEPHOTO, CHM(OHUUECKOTO

¥ HAPOJTHOT'O OPKECTPOB, Pa3BUBAIOT Ha

OCHOBE ITOOMHOCTH 2KaHp “CHMqL)OHI/II{eCKOI‘O

Kiosi”, cozfiaTesieM KOTOpPoro (hopMaibHO
sisiercs Epkerann Paxmanmnes. Onna
13 TEHJICHIIMI COBPEMEHHOro 3Tana —
nosiBjeHre 6OJBUIOTO KOJHUECTBA KIOEB
51 OPKECTPOB, CO3JAHHbBIX M0 MOJIEJISIM
1 popmMaM-cxeMaM TPaJULHOHHOTO KIOS.
CoennHeHHe KI0€BbIX OCHOB C TeXHUKAMH
nucbma XX Beka CTajno oTparkeHHem
BJIUSTHUS HEO(OJBKIOPHBIX TEHAEHIIHH,
B paMKax KOTOPbIX KOMIO3HUTOPbI
o0pallaloTest K COHOPUKE, aneaTopuke

1 TIOJIMCTUIIMCTHKE. B Kaxk1o0i U3

TEXHUK (DOPMUPYIOTCS Pa3IUUHbIe
NpUEMbI B3AUMOJIEHCTBHS KIOEBOCTH

¥ MHCTPYMEHTAJIbHBIX OCHOB MY3bIKH
€BPOMNEeHCKOro Thna.

EcTb elile ouH acnexT, KOTOPbIH
M03BOJIIET FOBOPHUTL 00 OOLIHOCTH
9CTETHKH MUHUMAJIH3Ma U TPAJUIIHOHHOTO
Ka3aXCKOro Kiosl, H 3TO — MeJIMTaTHBHOCTb
1 6eckoH(IIMKTHas ipamaTyprusi. O6a
theHOMEHA onupaloTcst Ha crellndUUecKoe,
HeJIMHeHHOe BOCMPHUSITHE BPEMEHH,

MpH KOTOPOM My3blKaJbHasi (hopma
pa3BepThLIBAETCS B PAMKaX HEMpepPbIBHOTO
3BYKOBOT'O MTOTOKA, CO3/laBast ekt
COCPEIOTOYEHHOCTH U norpyzkenus. Tak,
MOBTOPSIIOLIHECS CTPYKTYPbl MUHUMAJ/IU3Ma
C €/1Ba YJIOBUMbIMH H3MEHEHUSIMH CO3/1AI0T
THITHOTHUECKHH 3(DEKT, TATOTEIOT K
KPYroBoMy BOCHPHUSITHIO BpEMEHH, TaK
CUJIBHO CBOHCTBEHHOMY TPaJMLIHOHHON

Ka3axcKol KyJibType. M B MuHMMaIM3Me, U B
KIoe Mbl Ha0J110/1aeM OTKa3 OT U30BITOUYHOCTH

MY3bIKaJIbHOTO MaTepHaJia B MOJIb3y
KOHLIEHTPALMK Ha MaJlbIX 3JIeMEHTax.
BaaumosieiicTBre CTaTHKH U BHYTPEHHEr0
JIBH2KEHHST POPMHUPYET 3BYKOBOE

MPOCTPAHCTBO, CTPYKTYPHUPOBAHHOE T10
MPUHLMIY TOCTENEHHOH BOJIIOLMH, a He
KOHTPACTHOTO CTOJIKHOBEHHUSI TEM.

OnHNM 13 caMbIX 3HAUMMbIX COUMHEHHUH,
HaMUCaHHbIX B CTHJIMCTUKE MMHMMAJIU3Ma,
apJjsietcst « My respect to you Mr.
Tattimbet» nnist crpyHHoro kBaprera
(2019), koTopoe BrepBbIe MPO3BYUAJO B
ucnoJiHeHuu opkectpa « Marga Marga»
(r. Konkon, Uunn ) moa pykoBoJCTBOM
qupuxkepa Luis Jose Recart 13 centsi6ps
2020 rona. B 2023 romy nannbiii ksapret
CTaJl YacThIO KOHIIEPTHOH NPOrPaMMBbl
aHcambJisi Eegeru, npejicraBieHHol Ha
niowaaxe Edinburgh Festival Fringe (r.
Amuubypr, [llotnanaus).

Camo npousBe/ieHHe HOCHT
nporpamMMHoO€e Ha3BaHue, IBJSIETCS
OMMaxKeM, OTChIJIAsI K TAKMM H3BECTHBIM
B My3blKe »KaHpaM, Kak « Mysblka/bHOe
npuHolueHue», «ITocpsuienune». BaxHoi
My3bIKaJIbHOH OCHOBOH B MPOHU3BEJIEHHH
BbicTynaet Kok Tatumbera « Capxkanay»,
Ha Pa3BUTHH KOTOPOTO MOCTPOEHA BCSI
KoMmno3ulnsi. CUHTaKCHC U JIEKCHKA
MY3bIKaJIbHOT'O 513bIKa 9TOrO MPOU3BEACHHS
MO3BOJISIET €r0 OTHECTH K MUHUMAJIH3MY,

C €ro MPOCTOTOH CTPYKTYP, PaKTypHOTO
BapbUPOBaHUsI, IMATOHUKOH.

Tsopueckoe Hacnenue TarTumbera
NpeACTaB/IsgeT COO0H BaXKHEHLIYIO 4acTh
Ka3axCKOH My3bIKaJbHOH TPaULIIH,
00BEIMHAS 3JIEMEHTbl aDKHUHCKOH LIKOJIb
JOMOPOBOI My3bIKH C XapaKTePHbIMU
yepTaMu NpoghecCHoHaTbHOTO
UCIOJIHUTE IbCKOTo HeKyceTBa XIX Beka.
Ero kioit « Capxkatisiay», Kak 0HO U3
HauboJiee JJUPUUHBIX TIPOU3BEJICHHH,
BOMJIOLIAET 0COOEHHOCTH MeCeHHOH
TpauLMK aPKHHCKOTO peruoHa, BKJiouast
TMOKYIO PUTMHUKY, MEJIOJMY€ECKYO
BbIPA3UTEJIbHOCTb U CTPYKTYPHYIO
BapuaTUBHOCTb. Byiaronapsi stTum
KauecTBaM KIOH He TOJIBKO CTaJsl CHMBOJIOM
9CTETUKH IOMOPOBOTO 1LIepTIEe, HO U
NPHOOPeJ 0COOYI0 3HAYUMOCTD B KOHTEKCTE
COBPEMEHHOH KOMIO3UTOPCKON MPAKTHKH.
B npousBenenusix CoBpeMeHHbIX aBTOPOB
MOTHBBI « CaprKaiyiay» HHTEPIPETHPYIOTCS
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1 nepepabaThliBAIOTCS B PA3JIMUHBIX
CTHUJIEBBIX PELlIeHUsIX, BBICTYMAs He
MPOCTO KaK LIUTaTa, a Kak NJIyOMHHbBIN
My3bIKaJIbHbIF CHMBOJI, CBS3YIOLLIMH
NpouUIoe U HacTosillee, TPAAULIUH

1 HOBATOPCTBO. B 3TOM OTHOLIEHUH
CTpyHHBIH KBapTeT « My respect to you
Mr. Tattimbet» Aptbika Tokcan6as
JIEMOHCTPUPYET NPUMEP OCMbICJECHHOTO
JiHaJjiora ¢ Tpaauiuen, B KOTOpOM
MHHUMAJMCTHYECKHE TIPUHLMITBI PA3BUTHS
MY3bIKaJIbHOIO MaTepraJa CoOeIUHsIIOTCS C
MHTOHALIMOHHOHN MPUPOJION KIOsl, paCKpbIBast
HOBBI€ I'PaHHU €r0 XyJ107KECTBEHHOTO
noTeHiraJa.

B counnenun Tokcan6asi Mbl
oGHapyKUBaeM HOBbIF MeTO/L 00pabOoTKH
BCEM 3HAKOMOT'O MPOU3BE/ICHHUSI, CBSI3AHHbIN
C TEXHUKOH MHHUMAJIM3Ma — KOMIO3UTOP
MCIOJIb3YeT PENETUTUBHbIH MPUHLIKI
pa3BuTHs cermeHTOB. Ha ocHoBe Kios
TarrumbGera « Cap:ka#iay» cosnaHo
COUMHEHHE, ¢ IPUMEHEHHEM TeXHUKH
MHHUMaJIM3Ma — Psifl TOBTOPEHHUI MOTHBOB
KIosl 00pallialoT BHUMaHKe cJyliaTesis He
K COOBITHIHHON CTOpPOHE KIOSl, a MOGYKAAI0T
MOrpy»KaThCst B MHTOHALMH, B 3BYKH.
KoJsinuecTBo NoBTOpeHUH cermeHTOB
MOJMHHEHO JIOTHKE MPOrpecCHpyoLLero
yBeJIMYeHHsI TOBTOPOB, H 3TO ONpeJlesisieT
00L1y10 KOMIO3ULMIO COUHHEHHs. B
npouecce pa3BUTHs MaTepHasa KOMIO3UTOP
BBOJIUT HOBbIE CETMEHTbI, OCHOBAHHbIE
Ha IPYTHX 3J1€MeHTaX TeMbI KiOsi
«Capxannay».

PasnoBuiHoCTb NaTTEpHA B BHJIE
MOTHBOB M3 Kiosi TarTumbeTa, npuHUUIIbI
paboThbl ¢ HUM (MHOTOKpaTHAst MOBTOPHOCTb,
passinuHble MOAU(UKALIUK TPe0OpasoBaHHUs
naTTepHa) BbI3bIBAIOT MPSIMble aHAJIOTHH
C KOMIO3ULHSIMH KOMITO3HTOPOB-
MuHuMaMcToB XX Beka (Puaunna
[nacca, Crusa Paiixa, Teppu Paiinu,

Apgo [1sipra). PeneTUHTHBHBIN MPUHLKII,
OCHOBOIMOJIAraloUMi B MUHUMaJH3Me,
KOMTO3UTOP HUCTOJb3YeT HA MPOTSKEHUH
Bcero counHenust. Ho Heusmennyto
MOBTOPHOCTb NaTTepHa 000ralliaoT HOBbIE
MOTHBBI, TOJI0CA, PUTMbI, BEJlyllIHE K HX
pacLIMPEHHUIO.

PesynbTarthl

Kgaprer « My respect to you Mr.
Tattimbet» — oxgHouacrHoe counnenue,
COCTOMT U3 TpeX OOJIbILINX PA3/IEN0B, B
KOTOPBIX MHOTOKPATHO MOCJ/IEI0BATEIbHO
(haKTypHO - pUTMHUYECKH BapbHPyeTCs
naTTepH, OCHOBAHHbIH HA TJIABHOM MOTHBE
kiost Tattumbera « Capxkaitnay». On
nosiBJIsieTCs: Kak pedpeH, Ha BaXKHBIX
ydyacTkax (opMbl, U YepeLyeTcs ¢
5MKU30/1aMH, OCHOBAHHBLIMH Ha MPOU3BOJIHBIX
sJ1eMeHTax TeMbl. PaccmMoTpum netasv Ha
KOHKPETHbIX IPUMepax.

Haunnaetest opus ¢ Mei/IeHHOTO
BCTYTIJIEHHSI, C TOCTENEHHBIM
MOJIKJII0UeHHEM UHCTPYMEHTOB — OT
HUXKHUX PETHCTPOB K BepXHUM. C cambIx
MepPBbIX TAKTOB IPKUH 3 eKT J0CTUTraeTCs
MPOTHBOCTOSIHHEM JIBYX MeTpoB — 7/8 B
MapTHH CKPHIOK U albTa  2/4 B naptun
BHOJIOHUEJIH. Y2Ke MepBble, OTKPbIBAOIIHE
KBapTET CO3BYUHsI MOTPYKAIOT B
MPOCTPAHCTBO T€PEOCMbICEHHOH
«COBPEMEHHOH TPaJIMIIUK», UCTTOJIb3YETCs
THIHYHBIA TPHEM UHTOHAILIMOHHOTO
«BbIPACTAHUST» MOTHBA TEMbI, KOTOPbIH
otopmaisieres K 11. 5 (npumep Ne 1).

A b S

[Tpumep 1. Tokcan6ai A. «My respect to You
Mr.Tattimbet», «<pedppen»

Bropas casa napacranus u
0(hopMJIEHHST MY3bIKaJIbHOTO IBUXKEHHUS
B T€MY JIOCTATOYHO OBICTPO JOXOIUT
10 2-1 KyabmuHaiuu (11.10). drot
pasjieJi SIBJISIeTCsl MPOJ0JIKEHUEM JIMHUH
HeCMEeLHOro MOBECTBOBAHUSI, [TOIPYKEHUS
B 00pa3HOCTb KIOs1, CTATHKA MTOBTOPSIEMOCTH
OOHOBJISIETCS] MEJIOJIMKO- PUTMHUYECKUMH
urypauusiMu B napTHUH COMpPOBOKIAIOLLINX
MHCTPYMEHTOB.

B tpertbeit «Bapuauuun» (¢ u.12)
TJIaBHBI MOTHB TeMbI Ktosl TatTumbOeTa



«Caprkaiinay» 3ByUlT B PUTMHIECKOM
yBeJInueHuHd B ToHasibHOCTH D-dur. B koHie
M1ePBOr0O KPYIMHOTo MOCTPOEHHUSI MAaTTePH
npopacTraet, IOCTUTAeT 3HAUUTEJbHOCTH,
MHTOHALMHU KIOs1 3ByYaT BBIMYKJIO,
TOPXKECTBEHHO.
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[Tpumep 2. Tokcan6ait A. «My respect to You
Mr.Tattimbet», Tema B yBesinuenuu, 11.13

Hanbuefinee pa3sutne hopmbl
OJUMHEHO Hjlee BaPUATHBHOIO MOBTOPEHHUS
TEeMbl, C PA3/JIMUHBIMH TOHAJIbHBIMH 1
PUTMHYECKHUMH BapHauusaMu. B cpeanei
4acTH OMyca MaTepHasl naTTepHa
MOCTENEHHO pa3pacTaeTcs, B HEro
BKJ1I0YAI0TCS1 HOBbIE BbIpA3UTEJ/IbHbIE
3JIeMeHTbI (B MapTHU CKPHIOK) —
BapbUpOBaHHE MEJIOJUH, PUTMHYECKOE
oOGHOBJIeHHE, IMHAMHYECKHE OTTEHKH
(mpumep Ne 3).

Bo BTopoMm pasjiesie KBapTeTa MOKHO
BCTPETHUTb PasJjivuHble PaKkTypHbIE sTUEHKH,
KOTOpble OCHOBaHbI Ha 6oJiee KOPOTKHX
TeMaTHYEeCKUX OTPbIBKAX U KOTOpbIe
MOJy4aloT aKTHBHOE pa3BUTHE!

[Tpumep 3. Tokcanbait A. «My respect to You
Mr.Tattimbet», u. 14 (a), u. 16 (6)

[TokasaTtesibHOE CTHIMCTHUECKOE
«TMepPEeKJIIOUeHHE » COJePIKUTCS B
LIeHTPaJIbHOM pasjiesie COYMHEHHS: B
OKOHUYaHHUsIX ppas cHauasa NosiBJSIOTCS
rapMOHMYECKHE U MeJIOIMUeCKHe MPU3HAKH
JLKa30BOU My3bIKH (npumep Ne 4, 11.

20). DyiemenThl Jpkasa (6J11030Bble TOHA

¢ nonuzkenueM III, V u VII ctynenei
MazKOPHOTO J1a/la ) OPraHUYHO BILJIETAOTCS
B rapMOHHYECKYIO0 U PUTMHUYECKYIO KaHBY
COUMHEHHS.
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[Tpumep 4. Toxcanbait A. «My respect to You
Mr.Tattimbet», 1. 20

B nocsiennem pasnesie kapreta
JIOCTUTAeTCs KyJIbMUHALIUS, HAUHHACTCS
3aBepluaronias gasa ABHKEHHUs K
tunany. Tema kiost « Capxanaay» 3By4uT
TMOJIHO3BYYHO, KPACOYHO, B €€ Pa3BUTHH
TMOSIBJISIOTCS] HOBbIE TAPMOHHUYECKHUE,
PUTMHYECKHE 3J1eMeHTHI. B moBTOpeHusx
MaTTepPHOB MOXKHO YCJIbILIATD
«y30pUaTOCTb» MY3bIKaJbHOH TKAHHU:
TeMaTHYeCKO€e 3€PHO MOJy4aeT MHOKECTBO
BapHualuii, 060ralieHHbIX MeJIOJNIECKH,
PUTMHUECKH, (haKTypHO, IMHAMHYECKH.
BosBpatiaercst 0cHOBHAsi TOHAJILHOCTb,
tema «Capzkaitiay» TpaaullHOHHO
3BYUMT TMMHHUHO, B IMHaMUKe forte.
Dunasn siBssieTCS KyJbMHUHALMEH, IPKOH
3aPUCOBKOU C HEOXKUJIAHHON KOHLLIOBKOU B
BHJIE 3BYKOIUCH, UIMUTALIMH € PIKAHUST KOHSI»
(npumep Ne 5).
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[Tpumep 5. Tokcan6ait A. «My respect to You
Mr.Tattimbet», kona

B uiesiom, B CTpyKType COUMHEHHUS
MOKHO 3aMETHTb HECKOJIbKO LIMKJIOB
JIBU2KEHMUSI TATTEPHOB, OTPaXKAIOLIUX HIIEI0
MOBTOPHOCTH, CTAaTHKH, HapylIaeMon
CMEHOH METPOPUTMHUYECKON MyJIbCalliK
(cxema 1):

Cosnanue My3bIKH Ha OCHOBE MATTEPHOB
— OJIHO U3 BaXKHEHIIIHUX CTHJIEBBIX KAUeCTB
My3bIKHM Komriozutopa. Konuenuyus
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Cxema 1. CTpyKTypa KOMNO3uuuM KBapTeTa

1 1l [}
Ber Ar Al r Al Br B'r Ar Ar Asr Atr A7 Coda (r)
gTT S6TT. 64TT. 25 4417 | 40 7TT. 35T 45 1T 581T 29T 55T 5271 27 71T
U1 Ue I:rlTl U12 | u14 | U1e 18 u.21 .25 .28 .31 .35
e ° D D e D-B G D A C

NaTTEPHOB, B CBOIO OYePe/lb, ABJSETCSH
00513aTeJIbHbIM 3JIEMEHTOM TEXHUKH
MHHHMaJIM3Ma, ONupatolleicst Ha MpUHLLKI
MHUHHUMaJIbHOTO YHCJIA JIEMEHTOB U
YIPOLIEHHON CBSI3U MeXKly HUMHU. B
npousBeieHun Tokcan6asi noBTopeHue
HECKOJIbKUX (PUTyp-MO/IyJ/1ei My3bIKaJbHbIX
¢dpas u3 kiost Tatumbera « Capxkaitiay», ¢
pa3MYHBIMM BapHaLMSIMK Ha MPOTSKEHUH
JUIUTEJIBHOTO BPEMEHH, CO3/1at0T
M3MEHUYHUBYIO W OTHOBPEMEHHO CTATHUYHYIO
copMy B BHJIe 3ByKOBOT0 noToka. B
naTTepHax My3blKaJlbHbli MaTepuads
MOBTOPSIETCS C pa3pabOTKOH OTAEJbHBIX
3JIEMEHTOB TE€MBbI.

B courHeHUH NPOUCXOAUT MJ1aBHAas!
CM€HAa TOHAJILHOCTEH, B MHOTOIOJIOCHH
npeo06JanaeT rerepooHHbIN CKJIaJL.

Ele oana cocrasisionias MUHUMaNIU3Ma
HAXOJIUT OTPaXKEHHE B POU3BEJIEHHU
Aptbika Tokcan6asi — rnocrerneHHoe
PACKPLITHE My3bIKaJIbHOIO 2JIEMEHTa: B
npouecce pa3BepTbiBaHUS MaTepHala
MOTYT 106aBJSTHCS AKKOP/Ibl, PUTMHUYECKHE
(urypbl, rapMoHHUECKHe 06Pa30BaHMUSI.

BaxkHoil cocraBJisiollell B €IMHCTBE
KOMIOHEHTOB MYy3bIKa/JbHON TKaHU
BbICTyNaeT Jpkas. McnosbzoBanue
3JIEMEHTOB JKa3a CTAaHOBUTCS U3IOMHUHKOM
KBapTeTa, XapakTepHOH 4epToi CTHIIS
KOMII03UTOPA, a TaKXKe - MapKepoM
MOCTMOJIEPHU3MA. 3Byyalliie B cepe/iiHe
KOMIO3HLIMH /?Ka30Bble HHTOHALMH
BbI3bIBAIOT aCCOLMALUU C UTPOH OUr-
03Hza, Osaronaps HUMHTALMH 3By4YaHUS
JyXOBbIX HHCTPYMEHTOB, CBOE0OPa3HOH
PUTM-CEKLHMH C OIIOPOH Ha MEepPBYIO U
TPETbIO J10JIM TAKTA, [IPOTHBONOCTABJIEHHIO
pPUTMa OJIHOTO UHCTPYMEHTA OCHOBHOMY
meTpy. CTUJIHCTHKY JKa3a MpeacTaBsioT

3JIEMEHTbl CBUHIA — UCIOJIb30BAHHE
TpHoJIeH, ¢ 0COO0H MEeTPHUECKOH
nyJbcauuei (B KaxKa10# rpymnre 13 Tpex HOT
UrpaeTcsi nepBast v TPeTbsl, BTOPAsk MEXKJLy
HUMH sIBJISIeTCS Nay30H, 6aroaaps uemy
nosipjisieTcst 3(heKT packauuBaHus ).
Takum o6pasom, aHa/ M3 IPOU3BEICHHUS
JIEMOHCTPHPYET CBOoeoOpasue
TBOpueckoro Metona Apteika Tokcanbasi.
Cama ujiest KOMIO3UTOPa COAMHUTD
pasJyiuHble KOMITOHEHTHI B €/IHHOE 11eJ10€e
KOpPeJIUpPYeT C Hieei CHHTe3a UCKYCCTB,
peaJsindyeMoi B IOCTMO/IEPHHCTCKOM
KysibType. « CHHTE3 paccMaTpuBaeTcst
KaK pe3yJibTaT TBOPYECKOro aKTa, B
KOTOPOM COBMELIAIOTCS B Xy/102KECTBEHHOM
MPOU3BENEHHH PA3HOPOJIHbIE IUCKYPCHBHbIE
3JIEMEHTBI U, Ka3aJ10Cb Obl, HECOeIMHUMbIE
CTOPOHBI ICHCTBUTEJLHOCTH. DCTETHKA
MCKYCCTBA MOCTMO/IEPHA OPUEHTHPOBAHA
Ha 6ecripe/ie/ibHOe CHHTe3HPOBaHHE »
(Llapesa, Kynetios 173). Takoe
COeJIMHEHHE 3JIEMEHTOB Pa3HbIX KYJbTYp
CTAHOBUTCSI OCHOBOH TBOPYECKOI0 METO/1a
KOMITO3UTOPA.
Komnosurop usnaraet B naptutype
He BCIO CTPYKTYPY KiOsl, B OTJIMUHE
OT GOJILILIMHCTBA KOMITO3UTOPOB-
MHHUMAJIUCTOB, MPeJylaratolux
onpesie/IeHHOe KOJIMYeCTBO NMaTTepPHOB
U MOPSII0K BCTYTJICHHST UCTIOJTHUTEJIEH.
[TocnenoBaTebHOCTD (haKTypHBIX
CMeH HaroMHHaeT 0 (ha3oBbIX C/IBUrax
B KJIaCCHY€CKOM MHHUMAJIU3ME.
CoOTBETCTBEHHO KOHIIENTY H TEXHHKE
MHHHMaJIM3Ma, B KBapTeTe OTCYyTCTBYIOT
Takue 00s13aTesibHble B NPO(eCCHOHANbHOM
MCKYCCTBE €BPOIEHCKON TpaUIIHH
KaTeropuu 1 3J1€MeHThbl, KaK Tema,
KOHTPACT, ApamaTypruueckas uies,



pa3Bsi3Ka, HHTOHALIHOHHOE PA3BUTHE
WJIK IMaJIeKTHYeCcKast Tpuajaa «Te3uc —
AHTHUTE3UC — CHHTE3».

[IpuHUMIT PeNPU3HOCTH, TTOCTOSTHHOE
BO3BpallleHHe B KauecTBe pechpeHa
TeMaTHYeCKOro 3epHa, ApamaTyprusi
MOBTOPOB MPUJAIOT COUMHEHUIO BHyTPEHHEE
€/IMHCTBO, CBSI3HOCTb. PeneTHTHBHOCTD
KaK METOJl IPUMEHsIeTCsl K pas/IMuHbIM
110 MacluTady /JeMeHTaM KOMIIO3HLHH.
MoryT noBTOPSITHCS aKKOP/Ibl, MOTHBBI,
KOpOTKHe MeJiouueckue ¢ppasbl. B
3TOM IPOU3BEJICHUH CJlyLLATe b He
JKJIET KyJIbMMHALMH, TaK KaK MEXKIty
pasziesiaMy TPYAHO YCTAHOBUTb THITHYHbIE
(byHKIHOHAJIbHBIE CBSI3H, MOIUMHEHHbBIE
JIOTHKE My3bIKaJIbHOT'O BbICKA3bIBAHUS.
MacTtepcTBo KOMIIO3HTOPA M03BOJIMIIO
130exKaTh MPSIMOTO U MOJHOTO LIUTUPOBAHHUS
Ktost TarTumbera, HO Yepes NMPoCyUTaHHOE
MHOKECTBO MOBTOPEHUH MOTHBOB U (hpas
CJlyLLIaTe b [OrPYKAeTCs B MUP KIOsl, B €T0
COCTOSIHHE.

OcCHOBHbIe MONOXEHUS

TropuectBo komnosuropos Kasaxcrana nHa
COBPEMEHHOM 3Tarle fnpejcrapJ/seT co6ok
chepy IKCIIEPUMEHTOB, MOUCKOB HOBbIX
BbIPA3UTEbHBIX PopM 1 cpeacTs. Ocobyto
(bYHKLIMIO B 9TOM HarpaBJeHHH UIPAET
KaMEPHO-UHCTPYMEHTAIbHOE TBOPUECTBO.
Kak B Kasaxcrane, Tak 1 Bo BceM Mupe,
KaMepHO-aHcaMOJIeBOe UCKYCCTBO
BbIMOJIHACT Ba2KHYIO COLIMAJIbHYIO POJIb:
«3 paspsana «skcnepuMeHTa bHON
JabopaTopuu» KaMepHo-aHcaMOJIeBoe
MCKYCCTBO MEPEPOC/IO B HHTEPECHEHLIYIO
00J1aCTb ACATEJBHOCTH JYHILIUX
KOMITO3UTOPCKHUX U HCTTOMHUTENBCKHX

cuJl. B HOBBIX HUCTOPHUYECKHUX YCJIOBUSIX,

C Pa3BUTHEM BCECTOPOHHUX KYJIbTYPHBIX
B3aUMOCBsI3el MeXK/y Pa3MYHbIMU
CTpaHaMHu U KOHTHHEHTaMHu, ancamobJieBoe
MYy3HLMPOBAHUE MPHOOPESIO
HeOObIKHOBEHHYIO MOMYJISIPHOCTb U BBILLJIO
Ha HOBbIH YPOBEHb CBOECTO PA3BUTHS»
(MakyuikuH, ¢.162). B kamepHo-
MHCTPYMEHTAJIbHOM KaHpe KarKbli

Ka3aXCTAHCKUH KOMIIO3UTOP HAXOJAUT CBOH
Croco0 MaJjora ¢ Kazaxckoi TpaauLMOHHON
MY3bIKOH.

Ha pasHbix aTanax passutus
KOMITO3UTOPCKOIO TBOpPYECTBA MOXKHO
MPOCJIAUTh pasjanuHbie (POPMbI
B3aUMOJIEHCTBHSI ABTOPA C TPAAULIMOHHOH
HallMOHAJBLHON MYy3bIKOH. BHauase
OCHOBHBIM METOJIOM 0OpalleHHs! K
Ka3axCKOMY My3blKaJbHOMY HACJIeHI0
Oblaa 06paboTKa TPaULIHOHHBIX
MeJIOAMH, NpeoJaratoulasi coxpaHeHne
MX MlepBOHAYA/bHON CTPYKTYPbI IPH
MHHUMaJIbHOM H3MeHeHHH (DaKTypHOTo
conpoBoxkieHus. [TozaHee KoMnosuTopsl
cTaJsiu OoJiee CBOOOIHO HHTETPUPOBATD
HapOJHbIE MOTHBbI B COOCTBEHHbIH
My3blKaJIbHbIH §13bIK, aalITHPYsl HX B
COOTBETCTBHUHU C Xy[02KECTBEHHBIMU
3afauamu npoussesieHnsi. CoBpeMeHHbIH
3Tan XapakTepHu3yeTcsl HOBbIM [TOJXOJI0M,
MpPH KOTOPOM MEPBOUCTOUHHK MOJIBEpraeTcs
riy6oKo# TpaHcopMalli B KOHTEKCTe
AKTYaJIbHbIX TEHACHUHI MUPOBOH MY3bIKH.
KomMno3uTtopsl He CTpeMsITCs COXPaHUTh
ero B HEM3MEHHOM BHJIE, a, HAlIPOTHB,
OCMBICJISIIOT M llepepabaTbIBaIOT €ro
3JIeMEHTbl — MOTHBbI, HHTOHALHH,
PHUTMHUYECKHE CTPYKTYPbl — COEIMHSSA
UX C pasHbIMM CTHJIEBBIMU TJIaCTaMH,
4TO MPUBOJAMUT K TMOSIBJIEHHUIO HOBBIX,
MOJIUCTHIMCTHYECKHX MY3bIKaJIbHbIX
topm. Kak, nanpumep, B TBopuecTse
Aprbika Tokcan6as. TBopuecTBo
KOMITO3UTOPA A€MOHCTPUPYET CJIOXKHbIE
Npollecchl B3aUMOICHCTBUS TPAIULIUH H
COBpPEMEHHbBIX KOMIMO3HTOPCKUX TEXHHUK.
CrpynHbiii kKBapTeT « My respect to you
Mr. Tattimbet» wntoctpupyer He ToJbKO
oOpateHue K Haceauto Tattumoera,

HO U ITOUCK HOBBIX BbIPa3HTEJbHBIX
CPEJICTB, B KOTOPbIX MUHUMaJIM3M H
KIOEBOCTb CTAHOBSITCS B3AUMOCBSI3aHHbBIMU
3JIeMEHTaMH Xy/I0?KeCTBEHHOTO
BbICKa3bIBaHUsl. OCHOBHBIM MPUHLHUIIOM
paboThl KOMITO3UTOPA C My3bIKAJbHbBIM
MaTepHaJsioM sIBJIIETCs IePEOCMbIC/ICHHE
K105l KaK 3BYKOBOH CTPYKTYpbl,

rjle MUHAMAJIHCTHUECKAst TEXHUKA
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MOBTOPSIONINXCS TATTEPHOB BBICTYMAET
He KaK caMolleJib, a KaK METOJl PACKPBITHS
MHTOHALMOHHOH TIPUPOJIbI KIOS.

KioeBocTb U MUHMMAJIH3M
B3aUMOJIEHCTBYIOT Ha PA3HbIX YPOBHSIX.
KroeBocTb cTaHOBUTCS BarKHEHLINM
JpamMaTtypruyeckuM NpUHLMIIOM B
MHCTPYMEHTAJIbHBIX TPOU3BEIEHHSIX
komnoautopos Kazaxcrana (Kupuuenko).
JI1s1 TeMaTu3ma Kiosi «..XapakTepHO
paBHOMEpHOE pacrpe/esieHie TeMaTHIeCKH
3HAUMTEJIbHBIX 9J1€MEHTOB 10 BCEH
KOMTO3HUIIMH B 11eJI0M... Mesonnueckoe
pa3BepThIBaHKE TPECTAET B BUJIE
JUTUTEJIBHOTO Psijia MHTOHALMOHHbIX
«COOBITHI», MPOUCTEKAIOLLHX, M01Yac,

13 HeGouiblION NoneBKU» (balikanamona
36). B kBapreTe sIBCTBEHHO MPOSIBJISIETCS
CBOICTBEHHOE KIOEBOCTH pa3BepTbIBaHHE
o6pasa nocpeiCTBOM MHOTOKPATHOIO
BAapUATUBHOIO MOBTOPEHHUSI CErMeHTa
TeMbl. KioeBocTh mposiByisieTcsi B
NPUMEHEHUH KBaPTO-KBUHTOBBIX CO3BYUHH,
MMHUTHPYIOLINX CTPOH TOMOPOBOTO KIOf,
nepeMeHHOCTH MeTpa, MPHEMOB UMHTALMH
3By4aHHsi HAPOJHBIX MHCTPYMEHTOB
(ocobeHHO, ¢ MOMOLBIO NPHEMOB pizzicato,
sul tasto, col legno ricochet, sul pont.,
tremolo sul pont.). B To »ke Bpewms,

HY?>KHO OTMETHUTb, YTO KOMITO3UTOP He
MCIOJb3YeT TPAAULIHOHHYIO KOMIO3ULIUIO
Ktosi. MHOroUHC/IeHHbIE TOBTOPEHHUS
pasnyHbIX MOIMMUKALMI 3epHa TEMbI
TaTtTumbeta He pacnpenessioTcs B
COOTBETCTBHHU C PETHCTPOBLIMU 30HAMH,
JIBUKEHHE HOCUT FOPU30HTA/bHbIN
xapakrep. BunonsmeHenus naTtepHOB
3aXBaThIBAIOT CTPYKTYPHYIO ( paciiMpeHnst
M CXKaTHsl ), MEJIOJIMKO-rapMOHHYECKYIO
(BoCXozs1LIeEe -HUCXOISLLLeE [IBUXKEHHE,
OpHaMeHTHpOBaHHe ) CTOPOHBL. Touka
COMPUKOCHOBEHHSI KIOEBOCTH U
MHHHMaJIM3Ma Ha YpOBHE KOMITO3ULIMH — B
BapUAHTHOH MOBTOPHOCTH HHTOHALIMOHHBIX
6JIOKOB CO CTPYKTYPHBIMH paclIMPeHUsIMU U

MEJIOAUKO-PUTMHUYECKUMH MO[ll/leI/IKaLLI/IﬂMI/I.

Ananus KBapTeTa BbISIBUJI, YTO KOMITO3UTOP
He POCTO LUUTUPYeT TPAAULIHOHHBIN
marepuaJ, a npeobpasyert ero, BHepsis
MHHHMAaJIMCTHUECKHE MTPUHLMITB

PENneTUTUBHOCTH U MOCTENeHHOH
Tpancdopmauu. Baanmoneiictue
TPAITMIIMOHHON MEJIOMMKH, METPOPUTMHUKH
1 (haKTypHBIX pEllIeHUH C 3JIeMEHTaMH
JPKA30BOH rapMOHHHM U MHHUMAJTMCTHUECKHUX
naTTepHOB POPMHUPYET HOBbIH YPOBEHD
XY/107K€CTBEHHOTO OCMBICJICHHUS KIOS.
OnHako MUHMMAJIM3M B JJAHHOM CJlydae
JIMLIeH MOHOXpOoMHOCTH: Ktoil TarTumbera
«Capzkailnay» TpaHcopMUPyeTCsl, MeHsIsl
CBOI0 3BYKOBYI0 000JI0UKY M probpeTas
HOBbIE HHTOHALIMOHHbIE, PUTMHYECKHE
1 pakTypHble oTTeHKH. Takum o6pazom,
MHHHMaJI3M 3/1€Ch BBICTYTMAET He
TOJIBKO KaK TEXHUUECKHH MpUeM, HO U
Kak crnoco6 HHTErpalyy TPaaULIHOHHOTO
MaTtepuaJga B MpOCTPAHCTBO COBPEMEHHOM
aKaJIeMHUECKOH My3bIKH.

PacecmoTpenne kBapTeTa B KOHTEKCTe
MOCTMOJIEPHUCTCKUX TeHEH LI
103BOJISIET BbISIBUTb €0 JIOMOJHUTE/bHbIE
0COOEHHOCTH: UCIOJIb30BAHUE LIUTAT,
MPUHLMI KOJIJIaXKa M CTHIIMCTHUECKOE
MHOTOCJIONHO€ COe/IuHEeHHEe Pa3IHYHbIX
MY3bIKAJIbHbIX I3bIKOB CBUJIETEJILCTBYIOT O
XapaKTepPHOM JUIsl TOCTMO/IEPHA CTPEMJIEHUH
K MHOTO3HAUYHOCTH U paClIMPEHHIO MPaHHUIL
BOCMPHUATHS My3bIKaJbHOTO TeKcTa. K
3TO — spKasi uepTa HHAUBUILyaJbHOTO
CTHJIS KOMTIO3UTOpa. B 1pyrux counHeHusIx
KOMII03UTOPA TaKKe MOXKHO BCTPETHTb
TaKue XapaKTePUCTUKH MHMBHUYaJbHOTO
nucbma. Tak B [Tosme «Steppe sketches»
(2009 r.) aBTOp BKJIOUAET TOXKE JIXKA30BbIE
KOMIOHEHTBI, KOTOpbI€ B3aUMOJIEHCTBYIOT C
3JeMeHTaMHU KI0eBOH paKTypbl, UMUTalIHEN
3By4aHHsl TPAJULKOHHOTO Ka3aXCKOT0O
MHCTPYMEHTA Kbl/1-KOObI3. TeKCT MosMbl
BKJIIOUAET HHTOHAIIUM HAPOJIHOM MeCHH
«fInypai» u kros Typketa «KeHin atap».
B cumbonndeckom Kroe «bypanbesn»,
B TpHo «Jlasa HaKbILITapbl» TaKKe
MCIOJIb3YIOTCS SIPKHE BbIpa3UTe/IbHbIe
3JIEMEHThI JKasa.

3aKknwyeHue
HenockaszanHocTh, apopuCTHUHOCTh

BbICKa3bIBaHHs, COeIJMHEHHUE, Ka3aJlOCh
6bI, HECOCJIMHHUMBIX 2JIEMEHTOB,



BOIJIOUIEHHE XY/I0XKECTBEHHOM 00Pa3HOCTH
B MHO>KECTBEHHOCTH KYJIbTYPHbBIX

thopM, MOGHJIBHOCTb CTPYKTYP,
MHOTOBapHATHBHOCTh CMBICJIOB — BCe

9TH KauecTBa HaIOJHSIOT COBPEMEHHYIO
MY3bIKy HOBBIMH OTTEHKAMHU, KPaCKaMH.
CrnenoBaHne KaHOHaM «HOBOH MPOCTOTHI»,
TJIABHOTO CTHIIe00pasyioliero gakropa
TBOPUECTBA MHOT'MX KOMIO3UTOPOB,
CBHUJIETEJLCTBYET O BOBJIEUEHHOCTH
KOMITO3UTOpA B aKTyaJibHble TeHJEHIIMH
COBPEMEHHOTO KOMIO3HTOPCKOTO
TBOpUeCTBa: «npobJema npocToThl U
JIOCTYITHOCTH MY3bIKaJILHOTO $13bIKa,

OCTPO aKTyaJibHasi I/1s1 IpeJicTaBuTesen
pasHbIX MOKOJEHHH KOMITO3UTOPOB,
SIBJISIETCS HEOOBIYAHHO CYIIECTBEHHOH,
MOCKOJIbKY oOpallieHa K hyH1aMeHTa bHbIM
OCHOBAHHSIM My3bIKaJIbHOI'O TBOPUECTBA U
JIOCTATOYHO YACTO BLICTYNAET KPUTEPHEM
OLIEHKH HHJIMBHU/IyaJIbHOTO MacTepCTBa
Komnosutopa» (BopoteiHiieBa 70).

[IpencraBiennoe B cratbe
NPOU3BEIEHHE CBUIETENbCTBYET O TOM,
YTO MHHUMAJIU3M, CITyCTsI HECKOJILKO
JeCITUIIETUH TT0C/Ie€ CBOETO MOSIBJIEHHS,
MPOJI0JKAET BbI3bIBATH HHTEPEC
KOMITO3UTOPOB PA3HbIX CTPAH U MPUHUMAET
pagnuunble popmbl. Ananuz « My respect to
you Mr. Tattimbet» packpbiBaet ciioxkHyt0
B3aUMOCB$I3b MEXKY TPAIULHMOHHBIM
Ka3aXCKUM My3bIKaJbHbIM MBIIJIEHHEM U
KOMIMO3UTOPCKUMHU TexHukamu XX —XXI
BeKoB. KccsieoBanue noaTBep:kuaeT,
4TO MUHUMAJIUCTHYECKUI METOJL He
TOJIbKO COBMECTHM C MTPUHIUTIAMU
K101, HO U 1103BOJISIET PACKPbITh €0
BHYTPEHHIOIO JIOTMKY B HOBOM KOHTEKCTE.
Wtoru ncenenoBanus noguepKUBaioT
HeOOXOJMMOCTb A/ IbHEHILIEr0 H3yUeHHs]
B3aUMOJIEHCTBHUS KIOS © COBPEMEHHBIX
KOMITO3UTOPCKHUX TEXHHK, UTO OTKPHIBAET
nepereKTUBbI OCMbIC/IEHHS] KA3aXCKOH
MHCTPYMEHTAJIbHOH My3bIKH B I100aJbHOM
My3biKasibHOM npocTpaHcTBe XXI Beka.
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APTbIK TOKCAHBAN KBAPTETIHAET A3CTYPJI KOHLLENT )XOHE 3AMAHYU
KOMMNO3UUHNANDbIK TEXHUKAJTAP

Anparna. XX| Facbipfafbl Ka3ak, My3blKacblHAA XaHa KOMMO3ULMANbIK TEXHUKANAP Keke aBTOPbIK,
CTUNb NpU3Machl apKbiibl Kanam TypneHeni? byn Makanaaa 3epTTey HblCaHbl PETiHAE My3bIKanbIK TiNA4iH
3BOJIIOLMSACHI XXaHE KOMMO3ULUMSbIK, a3y aaicTepi anbiHaabl. Kasipri 3aMaH My3biKacblHbIH, MaHbI3Abl
CUMATTapbIHbIH Bipi — A3CTYpAi KOHLENTKe XYriHy. MyHAa XanblKTbIK-KaCibu KyMAiH uuTatanapbl, XanblK,
acnanTapblHa enikTey, AXa3 3eMeHTTePI, NOIMMETPUS, 3aMaHayM KOMNO3ULMANBIK TEXHUKANAP XaHe
Tacingep yvnecim Tabanbl. ApTbik TokcaHbanabiH «My Respect to You, Mr. Tattimbet» wbiFapMachl Kasipri
Ke3eHaeri KamepanblK-acnanTblk XXaHPAblH AAMy epeKLIenikTepiH aikplH kepceTeani. Makanaga ApTbik,
TokcaHb6al WblFapMachl eki kKapama-Kapcbl NOMKOCTIH 63apa dPEKeTTeCyi TYPFbICbIHAH TaNAaHaabl:
6ip >KaFblHaH, KYM — TybIHAbIHbIH, MaHbI34bl KypaMaac 6eniri, an eKiHwWi XafblHaH, MUHUManu3m
KOMMNO3ULMANBIK TEXHUKA PeTiHAe KoNAaHblnaasl. MUHMManu3m My3biKanblk MaTepuangpbl AaMbiTyAa
KONAAHbINATbIH NATTEPHAEP apKpblibl KepiHic Tabafbl. 3aMaHayn My3blKa KOHLLEPTIHAE OpblHAANFaH
LIbIFAapMaHblH Tangaybl HerisiHae A3CTYpAi My3blKaHblH, QUIrypanapsbl, >XaHpaaphbl )XaHe KOHLENTTepi
Kasipri KoOMNo3uTopaap YLWiH WabbIT ke3i 6onbin kana 6epeTiHi alkbiHaanaasl. Komnosutopnap
LUbIFAPMALLbINbIK, XYMbIC 6apbICbIHAA OM1apFa XXaHa a4icTep MeH Tacinaepai KonaaHagbl, 6yn
oNapAblH, KOPKEMAIK i34EHICTEPIHE XIHE XKeKe CTUMbAIK epekLienikTepiHe 6annaHbicTbl. Komnosutop
LIbIFapManapblHblH, epeKLIeniKTepi )XaHa My3blKasblK TEXHUKANapAblH AaMY YAEPICTePiH KepceTesi.
Kasipri 3amMaHfbl KaMepanblK-acnanTbIK, WblFapManapabl 3epTTey — 3aMaHayu My3blKasblK, M3LEHUETTIH,
CTUNbAIK YPAICTEPIH TEPEH, TYCiHY XXaHe MarbiMAAy YLUiH MaHpbI3Abl Ke3eH, 60/bIn Tabblnagpl.

Tyiiin ce30ep: ApTbik, TokcaH6al, 3aMaHaym aHCcaMbnbaik My3bika, ToTTiMOET, ACTYp/i KOHLenNT,
KyMeninik, a3y TeXHUKaCbl, MUHUMANU3M, NATTEPH, CTU/b, KOMMO3UTOP.

Aaliexce3 ywin: XXymaHna30Ba, PayluaH xaHe MepyepT MbinTbik6aeBa. ‘ApTbik, TokcaH6ai
KBapTeTiHAEri A3CTYPAi KOHLENT XXaHe 3aMaHayu KOMNo3uumsanblk TexHukanap”. Central Asia Journal of
Art Studies, 7. 10,N2 1, 2025, 111-128 6., DOI: 10.47940/cajas.v10i1.1037

Asmopnap KomazbaHblH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Mydoesnep KaKMmMblfbICbl HOK EKeHiH
Manimoelioi.



TPAOVUMOHHbBIA KOHLLENT M COBPEMEHHbBIE KOMMO3UTOPCKUE TEXHUKM B KBAPTETE APTbIK
TOKCAHBAA

Jumaniyazova Raushan, Myltykbayeva Meruert
Kurmangazy Kazakh national Conservatory (Almaty, Kazakhstan)

TRADITIONAL CONCEPT AND CONTEMPORARY COMPOSITIONAL TECHNIQUES IN ARTYK
TOKSANBAY’S QUARTET

Abstract. How do new compositional techniques transform in 21st-century Kazakhstani music through
the prism of individual authorial style? The subject of this research includes the evolution of musical
language and compositional writing methods. One of the key characteristics of contemporary music
is its reference to traditional concepts. Elements such as quotations from folk-professional kyui,
imitation of folk instruments, jazz elements, polymeter, and modern compositional techniques coexist
within this approach. Artyk Toksanbay’s work My Respect to You, Mr. Tattimbet vividly illustrates the
development of the chamber-instrumental genre at the present stage. The article analyzes Artyk
Toksanbay’s composition from the perspective of the interaction between two poles: on one hand, kyui
serves as a crucial component of the piece; on the other, minimalism is employed as a compositional
technique. Minimalism manifests through the use of pattern-based musical material development.
Based on an analysis of the composition performed at a contemporary music concert, the study
highlights how figures, genres, and concepts of traditional music continue to serve as sources of
inspiration for modern composers. In the process of creative engagement with these elements,
composers incorporate new methods and techniques, shaped by both evolving artistic demands
and their distinctive compositional styles. The distinctive features of A. Toksanbay’s compositions
illustrate various processes in the development of new musical techniques. The study of contemporary
chamber-instrumental works is a crucial stage in understanding and analyzing the stylistic tendencies
of modern musical culture, contributing to a deeper comprehension of the processes shaping
contemporary musical art.

Keywords: Artyk Toksanbay, contemporary ensemble music, Tattimbet, traditional concept, kyui-
based composition, writing technique, minimalism, pattern, style, composer.

Cite: Jumaniyazova Raushan, and Meruert Myltykbayeva. “Traditional concept and contemporary
compositional techniques in Artyk Toksanbay’s quartet”. Central Asia Journal of Art Studies, vol. 10, N2 1,
2025, pp. 111-128,DO0I: 10.47940/cajas.v10i1.1037
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CTAJIMAJIbHbIU METO/1
B MY3bIKO3HAHWU:
OMNbIT OBOCHOBAHUS U
MPUMEHEHUY

TaTtbsana XapsaamoBa'

'Kagaxckuii HallMoOHaAJIbHBIA YHHBEPCHTET HCKyceTB iMenn Kysaun BaficediitoBoii
(Acrana, Kazaxcran)

AHHoTauusa. My3bikanbHas Hayka B KazaxcraHe, Kak OTHOCUTENbHO MOJIOA0E U MHOTOrpaHHoe
HanpasneHue, CTaNKMBAETCS C PSAOM METOL0N0MMYECKMX TPYAHOCTEN. [pofomkatoLeecs pa3Butue
MEeTOL0/I0rMU, HEXBATKA eAMHOM METOL0I0rMYEeCKoM 6a3bl MPUBOAST K pa3po3HEHHOCTH NMOAXOL0B

W MHTeprpeTauuni My3bikanbHbIX sBaeHUi. OcBeleHme npobaem B 3Toi 061acT npeacTaBnseTcs
BAXHbIM LLATOM K NMOHMMaHMIO TeKyLLMX BbI30BOB. OfHOM M3 Takux npobnem sBnseTcs paspaborka u
060CHOBaHWE UCCIeA0BATENbCKUX METOLOB, OTBEYAKOLLMX NPoBIeMaTHKe LLeNIOCTHOrO OCMbIC/IEHUS
My3blKanbHOW KynbTypbl Kaszaxcrana. CraguanbHblvi METOL, (MM TEOPUS CTaAMANbHOCTY),
NO3BONSIOLLMIA KOMMIEKCHO aHANM3MPOBATb AMHAMMKY OMpPeLEeNeHHbIX SBAEHUI Yepes3 NpusMy ux
MCTOPUYECKOTO M KY/IbTYPHOTO Pa3BUTHS, CTOMT B 3TOM psay. Kak NokasblBaeT NPaKTuKa, OH CTaHOBUTCS
YHMBEPCaNbHbIM METOAO0M, KOTOPbIM Ha NpoTskeHMn XIX-XX BekoB 6bi1 npu3HaH M 060CHOBaH B
pa3fIMYHbIX HANPaBAEHUAX HAYKWU: UCTOPUU, SKOHOMUKE, TMHFBUCTUKE, COLIMONOTUU, MCUXONOTUM.
Teopus CTafManbHOCTU LUIMPOKO MPUMEHSETCS U B My3bIKO3HAHUM, HO HE MONYYaeT AeTaslbHOro
060CHOBAHMA Kak cneuuduyeckmii MeToq, B Hayke 06 nckycctse. C Lesiblo BbISIBNEHUS KITHOUYEBbIX
napamMeTpoB CTaAMaNnbHOCTU M 060CHOBAHMS €e Kak YHUBEPCANbHOMO NPU U3y4YeHUMU UCTOPUYECKMX
NpoLEeccoB MeToAa, B UCCNefoBaHUM Obinv NpUMEHEHbI UCTOPUYECKUIA, CDABHUTENbHO-TUMONOMMYECKUHA,
QHANUTUYECKMIA, CUCTEMHDII NOAXOAbI. ITO MO3BOAWIO NPOCNEANTb UCTOPUYECKOE CTAHOBNEHUE
TEOpWM CTaAMANBbHOCTY, BbISIBUTb 3aKOHOMEPHOCTU €€ NPUMEHEHWS U OCHOBHbIE MPWU3HAKK B TpyAaX
yY€eHbIX-My3blkoBeA0B. OTAeNbHbIE MONOXEHWUS TEOPUU CTAAMANBHOCTH, BbIABUHYTbIE B TPyAAX
ABTOPOB M3 pa3Hbix chep 3HaHMS, Takux Kak Bunbrensm fymbonbar, ImMunb [diopkreim, leopr 3umMmens,
Kapn Mapkc, ApHonbg, TonH6u; CarimoH Ky3Hew, MpuHa CasenbeBa u AHapeii [Nonetaes; bopuc
AcadbeB, Mapk ApaHoBckuid; lanunHa lpuropbesa, lpuropuii laH36ypr, YMumKaH xymakosa, CabuHa
3akpxxeBckas, Hennu LLlaxHazapoBa 1 ApyrmMx Ciyat OCHOBOW ANS @aHaNM3a My3blKOBEAYECKUX
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uccnenoBaHuii 1 060CHOBAHMA CTaAMANIbHOMO METOAA KakK YHUBEPCANIbHOMO B MY3bIKO3HAHUMU.
Pe3ynbraTbl NOATBEPXKAAIOT NEPCNEKTUBHOCTD METOAA CTAAMANbHOCTYM, MOKA3bIBAIOT, YTO OH YCMeLHO
NMPUMEHSETCS A5 U3YYEHWUS UCTOPUM MY3bIKasIbHbIX KYNbTYpP, aHaM3a My3blKa/lbHbIX XQHPOB U
CTUNEN, @ TAaKXKE UX IBOJIOLLMM B KOHTEKCTE COLLMOKY/bTYPHbIX M3MEHEHUMN. [pakTuyeckas 3Ha4MMoCTb
3aK/1t04aeTCs B BO3MOXHOCTU NPUMEHEHUS MOAENWN AAHHOIO MeToAa AN AA/IbHENLLEro U3yUYeHUs Kak
HaLMOHaNbHbIX KOMMO3UTOPCKMX LWKOJ, TaK U Pa3BUTUSI OTAENbHbIX XXaHPOB, UCMONHUTENbCKUX TPAAULMIA
W ApYrUX My3blKasbHbIX ABNEHUNA. [lepCneKT1Bbl UCCNeA0BAaHUS OTKPbIBAIOT HOBbIE FOPU30HTbI ANS
aHanM3a My3blKasbHbIX MPOLLECCOB B KOHTEKCTE KY/bTYPHOW AMHAMUKK. [pobnemMa noucka MeEToA0B
UCCnenoBaHus paccMaTpUBaETCs B paKypCce Ka3axCTaHCKOro My3bikoBeneHus. Pabota dokycupyetcs
Ha BOMPOCAX, akTyasIbHbIX MO OTHOLIEHWI0 K OCHOBHOM LLen U He npeTeHayeT Ha 6e3yC/I0BHYH
BCEOXBATHOCTb CYLLECTBYIOLLErO MaTepuana. B npouecce npoBeaeHHOro MCCIef0BaHUs NpeanaraeTcst
O[VMH W3 BO3MOXHbIX BAPUMAHTOB METOLOIOMMYECKOr0 NMOAX0AA K LLIeNOCTHOMY M aKTyalbHOMY Ha
CEroAHsWHUIA AeHb OCMbICNIEHUIO UCTOPUU KAa3aXCKOM My3bIKM.

Knrouessie cnosa: Teopus CTafuanbHOCTU, My3blKO3HAaHWeE, My3blkoBeabl KasaxcTaHa, MctTopuyeckoe
pasBuTME, CTaAMANbHOCTb, COLMAbHbIE U3MEHEHUS, METOLONIOTMUS HAYKU.

Ans yumuposarus: XapnamoBa, TaTbsiHa. «CTaananbHblii METOA, B MY3bIKO3HAHMU: OMbIT 060CHOBaHMS
n npumeHeHus». Central Asian Journal of Art Studies, 1. 10,N21, 2025, c. 129-151, DOI: 10.47940/cajas.

v10i1.1005

bnazodapHocmu: ABTOp BblpaxkaeT 6iarogapHocTb pesakumm «Central Asian Journal of Art Studies»
3a MOMOLLb B MOAFOTOBKE CTATbM K MyOAMKALMK, @ TAaK)KE aHOHUMHbBIM PEeLLeH3eHTaM 3a BHUMAHUE U

MHTEPEC K UCCN1ea0BaHULO.

Asmop npoyuman u 0006pus 0KOHYAMENbHBIL 8apUAHM PyKONUCU U 3as81s5em 06 omcymcmesuu

KOH@UKMA UHmMepecos.

BesepeHue

Bo Bcex 06J1aCTsIX HAyKH BOTIPOC METOJI0B
MCCJIeI0BAHUS SIBJISIETCS BaXKHBIM
1 ocHoBonoJaraoumm. C nporpeccom
HayKH 1 ueJloBeYecTBa Pa3BUBAETCS
1 MeTOJI0J10THsl, YIJIyOJISII0TCS CTapble
M pa3pabaTbIBAIOTCST HOBbIE METO/IBI U
NoJXOJIbl. B 3TOM OTHOLLIEHHH BOMPOCHI
METOJI0JIOTHH B My3blKaJIbHOH HayKe
SIBJISIIOTCST OTKPBIThIMU. Kak uaBecTHo,
MEeTO/Ibl HAyKH O My3biKe pa3padaTbiBajuch
Ha MPOTSKEHUH MHOTHX JIECSITKOB JIET,
CUHTE3WPOBAJIMCH C METOJAMHU U3 JIPYTHX
o6JsiacTeil 3HaHHsI, B YACTHOCTH (DUJIOJIOTHH,
JIMHTBUCTUKH, COLIUOJIOTHUH, HCTOPUU U
T.J. DTOT NMPOLIECC MPOAOJKAETCS 110
CETOJIHSILIIHErO JIHSI.

Kak cripaBeyiuBo 3ametusia Hatasbs
['ynsiHuLKasi, My3blKasibHasi HayKa
SIBJISIETCS] IMHAMUYECKHUM MTPOLIECCOM,
TaK Kak ee rnpeaMeT npejcTaisieT coOoi

JIOCTaTOYHO MOOUJIbHYIO, Pa3BUBAIOLLYIOCS
BO BPEMEHH U MPOCTPAHCTBE, CTPYKTYPY,
«...M3MEHSISICh B 3aBUCHMOCTH OT CaMOH
MY3bIKaJIbHOH MPAKTHKH, ...KOPPEKTHPYETCS]
JIyXOM BpeMeHH, Zeitgeist, KoHTekcTOM
XYJI07K€CTBEHHOH KYJIbTYpPhI» (3).

Kpowme Toro, B yc/ioBHsIX COBpeMeHHON
HayKH, rjie HabJio1aeTcs pacTyliee
BHUMaHHUE K MEXKIUCIUIJIHHAPHBIM
M0/IX0/1aM, My3bIKO3HaHHE CTAJKMBAETCS C
BbI30BAMH, CBSI3AHHBIMH C HEJOCTATOYHOM
MHTErpalyen pasindHbIX JUCUUIINH
B H3yueHHe My3bIKaJIbHbIX SIBJE€HHH.
[Tpo6sema «BO3NEHCTBUSI COBPEMEHHOTO
001LIeCTBA Ha CoJlepKaHHe HayYHOr o
MCTOPHUYECKOr0 3HAHUS», KOTOPYIO HeKorjia
o603Haunsn Mpuna CaBesbeBa U Anapeit
[Tosietaes, B onpenesieHHOM CMbICJIe
aKTyaJlbHa M U151 My3bIKOBEJIOB-HCTOPUKOB
(480). 3a nocsenHue TPHU AECATUIETHS
My3blKaJlbHasl HAYKa CTaJIKUBAETCs C PSIOM
HOBbBIX BHEILLIHUX BbI30BOB. B yactHocTH,



MHTEpPEeC K My3bIKaJbHOH UCTOPUH
BO3HHMKAeT OT CAMbIX PAa3HbIX COLMAJIbHBIX
TpYII ¢ NO3ULMH ONPEICJICHHON HICOJIOTHH.
YBJledeHue npobJaeMaMH My3bIKaJbHOTO
CO3HAHHs, My3bIKaJIbHOH NaMsATH,

UCTOPUEN HAPOIHOU MY3bIKH PUBJIEKJIO

K JIUCKYCCHSIM O 3HAUE€HUH MY3bIKaJIbHOTO
HacJsieust, o GOPMHUPOBAHHH HALIHOHAIBHOH
UAEHTHYHOCTH, O NIEPEOCMbICJICHHH
KJII0YEBbIX KOHIIENTOB MYy3bIKaJbHOH
UCTOPHH.

B KoHTeKCTe U3yueHHst Ka3zaxcKo#
My3bIKH HACTYIMHUJ 3TaM, Korjua Tpedyercst
LLeJIOCTHOE OCO3HAHHE MPOUCXOASALLINX
npotieccoB. [ IpuHLMN cTaaHabHOCTH
BeCbMa aKTyaJieH Ji/1sl H3yueHHUs]
My3bIKaJIbHOH KyJ1bTypbl Kasaxcrana,

IJle COLMOKYJ/IbTYPHbIE, HCTOpUYECKHE
MPOLLECChI, CTETUYECKHE U HIC0JIOTHYeCKHe
napaMeTpbl 3aHUMaJH U 3aHUMAIOT BazKHOE
MeCTO B (hOPMHPOBAHUH MY3bIKaJIbHbIX
TpajgMUMH U KX 9BOJIOUMH. B ocMbic/ieHnu
UCTOPUH MY3bIKaJIbHOH KYJIbTYPbl COIO3HBIX
pecnyOJIHK, KaK COLLMOKYJIbTYPHOTO
napanokca, Hesu [llaxnazaposa o6paruia
BHMMaHHe, UTO «/1100ast UCTOPUS — He
npocro coopanue pakToB. B Hell ecThb

CBOSI JIOTHKA, CBOH JIBUXKYLIUH MEXAHHU3M.

N ecan ero He BBISIBUTD, JlazKe caMble
JIOCTOBEPHbIE (haKThl OCEAAIOT B MAMATH
MepTBbIM rpy3om» (I1laxnazaposa 81).

B 1aHHOM KOHTEKCTE MOKHO 0003HAUHUTh
HECKOJIbKO KJI0UeBbIX (DaKTOPOB, KOTOpPbIe
UrPaioT B MOJIb3y BbIOOpA U IPUMEHEHHS
CTaAMaJbHOIO MOJAX0/a B UCCJIEIOBAHUAX
Ka3aXCKOH MY3bIKH.

Bo-nepBbIX, 3TO BCEM H3BECTHbBIE
ucmopuueckue sexu B3auMOJICHCTBHSA
KOU€BOH Ka3aXCKOU KyJIbTypPbl C
JIPYTUMH KyJIbTYyPaMH, B UaCTHOCTH,
¢ ocesyioi KysbTypoii Poccuiickoit
UMIIEPHH, @ BIIOCJIE/ICTBUH C KYJIbTYPO#
mHoroHaiuonabHoro CCCP. 9to npuseso
K opMHPOBaHHIO CBOEOOPA3HOro MNJacTa
MY3bIKaJIbHOH KYJIbTYypbl, OCHOBAHHOMY
Ha COMAKEHUH Ka3aXCKUX TPAJHIMOHHBIX
1 eBporeicKHX KaHpoB. B 1esom,

Takasi TeHJeHLUs XapaKTepHa Jyist
MHOTHMX HallHOHAJIbHBIX KYJIbTYp CTpaH

UentpanbHot Asun, ¥Ypana, Cubupu,
[ToBOJIKbSI.

CrajMaibHbIH TOIX0/] MOXKET MOMOUb
NPOCJIEINTh, KAK MEHSIIUCh My3bIKaJIbHble
(hopMbl, 2KaHPbI MOJI BO3/IEHCTBHEM
TeX WK UHBIX HCTOPHUECKHX COOBITHH,
MOJIUTHYECKUX U HJI€0JIOTHYECKUX
BJUSTHUN. OCco6eHHO HAMISIIHO MOXKHO
YBWIETh KapjIMHaJbHble TpaHchopMaln
B Ka3axXCKOH My3bIKe I0COBETCKOTO,
COBETCKOro u nocrcoBerckoro Kasaxcrana,
B YaCTHOCTH, OTHOLIeHHE K (DOJILKJIOPY,
MyTH €ro COTIPSIPKEHUST ¢ €BPOMENCKUMU

aKaJleMHYeCKUMHU 2KaHpaMH, (hopMaMH U JIp.

B tpynax, ugydatouinx mysbiky CoBeTcKoro
Bocroka, Hennm laxuazaposo#, CaGuHbl
3akpkeBckoit, EBrenun CKypko, YMUTKaH
J>KyMakoBO# NpUMeHeHHe MPUHIMITOB
CTa/IMaJIbHOTO MOJIX0A MOKA3aJ0 CBOH
pe3yJibTaThl.

Bo-BTOpbIX, coyuoKyrbmypHoLLl
¢axmop. 3nech peub UAET 0 TPAIUIUH
M COBPEMEHHOCTH, @ UMEHHO KaK »KaHpbl
TPAJAULHOHHON KA3aXCKOW MYy3bIKU
(Harpumep, KoM, MeCHS WJIH, 1LIHPE,
TapThIC, aThIC) TPAHCHOPMUPYIOTCS
M COCYLECTBYIOT C HOBbLMU JIJIS1
Ka3axCKOM KyJIbTyphl IBJEHUSIMH CHavaJ1a
aKaJIeMHYECKOH, a 3aTeM M 3CTpajHON
MY3bIKH (MM — LLIMpe — C My3bIKaJbHbIMH
HarpaBJeHUsIMH, KaK, HarIpuMep, Mo Wiu
POK MY3bIKa ).

Kpome Toro, B kauectBe
COIMOKYJIbTYPHOTO (haKTOpa MOXKHO
paccMaTpuBaTh M MPOLECC HALLMOHAJILHON
WIeHTHYHOCTH. My3bIKa siBsisieTCst
eJ[Ba JIM He TJIABHBIM CPEICTBOM
BbIPaKEHHs1 KyJIbTYPHOH CaMOOBITHOCTH.
Tpancdopmanmio ciokeToB, XKaHPOBbIX
MPEANoUYTeHHH, My3bIKaJbHOTO
13bIKa MPOU3BEJICHUH TaKKe MOXKHO
NpoaHaJM3UPOBATh Uepes NpU3My
CTaMaJbHOrO pasBuThs. B atom
OTHOLLUEHHUH [0Ka3aTe/bHbI HCCIeI0BaAHUS
Jltonmuabl Y3kux, Caysie YTeraaneBow
1 IPYTHX My3bIKOBEJIOB, H3y4aIOIINX
OT/IeJIbHbIE KAHPOBbIE HAaMpaBJIeHHSI.

Daxkmopel mexnuueckoeo npoepecca,
meduamuaayuu u erobarusayuu
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CTaHyT TPETHUM KJIIOUEBBIM MOKA3aTeIeM.
CraauasbHbIH MOAXO0/ MOMOXKET MPOCEIUTh
W TIOHSATh, KAK PAa3BUTHE TEXHOJOTHI
(MHTEpHET, HCKYCCTBEHHBIH MHTEJIIEKT )
MEHSIET CMocoObl pacpoCTpaHeHHs U
BOCIPHUATHS My3bIKH, KaK HallMOHAJIbHAS
My3bIKaJibHasi KyJIbTypa ananTHpyeTcs K
r7106a/bHbIM 06LLEMUPOBBIM MTpoLleccam 1
TPeHIaM, KaK MeHsIeTCsl KOMITO3UTOPCKOe
MHUCbMO, 2KaHPOBast cepa U MHOTOE
npyroe. JlaHHbI# haKTOp OTHOCHTEJILHO
HOBBIH, H3y4eHHE €ro BJAUAHHN BCE Yallle
MOSIBJISIETCS HA CTPAHHUIIAX COBPEMEHHbIX
vccse0Balui, HanpuMep, Banepun
Hennunoit, Payuian J[>kymanusizoBoH,
[anunbl Bonapesotii u ip.

OueBuIHO, YTO BCe 3TH (PaKTOPbI
BJIMSIIOT HA MY3bIKAJIbHYIO KYJbTYPY
Kazaxcrana. IlesiocTHoe MX ocMbICIeHHE
MOCPE/ICTBOM [PUMEHEHHs] MeTo/la
CTa/IMaJIbHOCTH TIO3BOJIUT IyO2Ke
MOHATH AMHAMUKY U3MEHEHHH, BbIIBUTh
KJIIOUEeBbI€ 3TAlbl H MEXaHU3M UX
CMEHbI, TOMOYb B OCMbICJIEHHH HOBBIX
TEHICHLIMH U TPOTHO3UPOBAHUHN OYIyIIHX
HarnpaBJIeHUI Pa3BUTHs My3blKaJIbHON
KyJbTypbl. M0KHO OTMETHTb, UTO HMEHHO
NpUMeHeHHe WeH CTanalbHOCTH
K XapaKTepHCTHKE MY3bIKaJIbHO-
MCTOPHUYECKOro Mpolecca Mo3BoJuI0
My3biKoBey CabuHe 3akp:KeBCKOH
MPUATH K BBIBOJLY, YTO «(hOPMHPOBaHHE -
pa3BUTHE KOMIIO3UTOPCKOIO TBOPUECTBA
B pecniy6bsnkax Coetckoro Bocroka
coBepiaetcst yckopeHHo» (Haxsanze 50).

Ha ceronusitinuii 1eHb KazaxCTaHCKOMY
Hay4YHOMY COOOLIECTBY B 00J1aCTH
MCKYCCTBA (My3bIKaJIbHOTO, B YACTHOCTH )
M3BECTHO HECKOJILKO TPY/IOB, MOCBSILIEHHbIX
MEeTOJI0JIOTHH HAyYHBIX HCCJIEOBAHNH:
Haranbs I'yasinuukas « MeTojibl HayKH o
my3sbike» (2009), I'ynbmupa lanabaesa
«Co103 13bIKOB HAYKH H HCKYCCTBA»
(2012), IOnusa Bekenep «Hoble meTonb
B My3blkoBesienun» (2012), Enena
Kamunckas-Mapkosa « MeTonosiorust
MY3bIKO3HAHHMSI M TIPOOJIEMbI My3bIKaJIbHON
KysabTyposorun» (2015), YmuTKaun
JxymakoBa « MeTomo/10THsi COBPEMEHHOTO

my3bikogHanus» (2020). Cpenu
3arnajHoeBPOINEeHCKHX aBTOPOB MOXKHO
otrMeTHTb paboty AnibGpexta [Haepa
«CHcTemMaTHIecKoe U CPaBHUTEJIbHOE
MY3bIKOBE/IEHHE: KOHLETLIUH, METO/IbI,
BbIBOZIBI» (2008) 1 ncenenoBatue

Tuma Kpoydopna u Jlopusl ['n6con
«CoBpeMeHHble MeTOJIbl My3bIKOBE/ICHHS:
MePCIEeKTUBbI, MPEI0KEHHS, peanuu»
(2009). Bee 3tn paboThl u3naHbl B TeUeHHE
MOCJIC/IHUX JIBAJILATH JIET U YYUTbIBAIOT
MOJIYJISILIMH, TIPOUCXOISILIME B HAYKeE,
HOBBIH OMbBIT ¥ TEHIEHIMH COBPEMEHHOTO
MCKYCCTBA.

OcHOBHOI1 Yeabto JaHHOMN CTaTbH
siBJIsieTCs 000CHOBAHUE CTaHAbHOCTH,
KaK Hay4yHOro MeToJ1a, KOTOPbIH MOKeT
ObITb MPUMEHEH U151 aHAJIM3a My3bIKaJIbHO-
MCTOPHUUYECKHX MTPOIIECCOB, B LIEJOM, U
aHaJ13a OT/IeJIbHBIX MY3bIKaJIbHbIX IBJEHHUH
B PA3JIMUHbBIX KYJbTYPHbIX KOHTEKCTAX, B
YaCTHOCTH.

Ha nyTu K peasnuzauuu noctaBjaeHHoN
1esin Obll pellieH psi KIloueBbIX 3adad,
Cpe KOTOPbIX:

— paccMOTpeHHe CYLLHOCTH TEOPUH
CTaIMaJIbHOCTH U U3yUeHHe OCHOBHBIX
9TanoB ee pa3paboTKH;

— aHaJ/IM3 CYLLECTBYIOLHX MOJIX0/I0B
K T€OPHMH CTaAHANbHOCTH U MPUHLMITBI HX
MpUMEHEHHs B My3bIKO3HAHUH;

— IOUCK U BBeJIeHHEe B HayYHblil 060pOT
HOBBIX CBeJIEHUH U PaKTOB, Kacaloliuecs
NpUMEHEHHs TEOPUH CTAMATbHOCTH B
pas3MyHbIX 06J1aCTSIX 3HAHUST, TAKUX KaK
JIMHTBUCTHKA, COLMOJIOTHS, TICUXOJIOTHS U
KyJIbTYyPOJIOTHS,

— pa3paboTKa peKoOMeHAalHH 1o
NPUMEHEHHIO TEOPUH CTaAMATBLHOCTH
JUISl aHAJM3a My3bIKaJIbHBIX SBJEHUH Ha
npuUMepe U3y4eHHs My3blKaJbHON KyJIbTYpbl
Kasaxcrana.

['naBHas unes uceyenoBaHus
3aKJII04aeTCsl B TOM, UTO TEOPHSI
CTa/IMaJIbHOCTH, UMEIOLIasi CBOM UCTOKH
B M3yU€HHH 3bIKOBOTO U KyJIbTYPHOTO
pa3BUTHsL, MOXKET ObITb yCIELIHO
ananTupoBaHa Jiisl aHa/Iu3a My3blKaJbHbIX
MPOLECCOB. 3a4acTyl0 COBPeMEHHbIe



rccsenoBanus (QOKyCHPYIOTCS HA Y3KHX
acrekrax aHasusa Toro Wi HHOro
MY3bIKAJIbHOTO §IBJICHHS U HE BCera
YUUTBIBAIOT €r0 AMHAMHUYHYIO PUPOJLY

¥ B3aHMOCBSI3b C MCTOPHYECKUMH,
COLIMOKYJIbTYPHBIMH, SKOHOMHYECKUMHU

U IPYrUMHU TIpolieccamu. YrayoJenne

B CYLLLECTBYIOLLHE TPAKTOBKH TEOPHH
CTa/IMaJIbHOCTH B IPYIHX HayKax U UX
000CHOBaHHE B My3bIKO3HAHHH MTO3BOJIUT
BbISIBUTb HOBbIE 3aKOHOMEPHOCTH

1 XapaKTePUCTHKH My3bIKaJIbHOTO
pasBUTHS, UTO, B CBOIO OUepe/ib, 000raTUT
MY3bIKaJIbHYIO HayKy 3HaHUSIMH M METOJIaMH,
OTKPOET HHble MEePCNeKTUBbI /151 aHaIn3a
MY3bIKaJIbHbIX SIBJIE€HHH.

B pamkax uccienoBanust OyyT
npecTaB/eHbl CBEIEHHS O THIAX
UCCJIEIOBAHUM, AKTyaJ bHbIX /151
Ka3axCTaHCKOr0 My3bIKOBEJIeHHS U
OCHOBAHHbBIX Ha MPUMEHEHUH MPUHLIMITOB
TeopuH cTafranbHocTH. Cpean HUX
CPaBHUTEJIbHO-THIOJIOTHYECKHE
MCCJ/Ie10BaHUsl, KOTOPble aHAJTU3UPYIOT
My3blKaJlbHbl€ TPAIULIUH PA3HBIX KYJIbTYP,
a TaKXKe UCCJIe/IOBaHMS, MOCBSLLEHHbIe
9BOJIIOLIMH My3bIKaJIbHbIX }KaHPOB U CTHJIEH
B KOHTEKCTE UCTOPUUYECKUX U3MeHeHHi. B
LIeHTpe BHUMAHMsI — TPY/Ibl My3bIKOBE/I0B
Kasaxcrana, Takxke B 0030p BBeJieHbl
HeKOTOpble TPYy/ibl 3apyOeKHbIX aBTOPOB,
OXBaTbIBAOLLME HHTEPECYIOLLLYIO HAC
npobJieMaTHKY.

Taxkum o6pazom, cTaThbst He TOJIBKO
000CHOBBIBACT TEOPHIO CTAMAJNBHOCTH KaK
YHUBEPCAJIbHBIH METO/L My3bIKO3HAHMSI,
HO W MpejjiaraeT HOBble MOJXO/Ibl
¥ PeKOMEHIALMHU /151 la/IbHEe ALIHX
MCCJIeI0BAHUMN C TPUMEHEHHEM IJAHHOTO
MeToza.

MeToabl

B npeanmaraeMomM Uccjiel0BaHun
[PUMEHAIOTCH HECKOJIbKO
METO/10JIOTHYECKHX MOJIXO0B, KOTOPbIe
o6ecrneunBalT KOMIJIEKCHBIH aHAJIN3 U
o6ocHoBaHUe TaHHON TeopuH. OCHOBHBIE
TMOXO/Ibl BKJ/IIOYAIOT HCTOPHUECKHUI,

CPaBHUTEJIbHO-THUIOJOTHUECKHH,
aHAJUTUUECKHH U CUCTEMHbIH METO/IbI.

Tax, ucropuueckuii MmeTos
MCI0JIb30BAJICS /151 UBYUEHHUST UCTOPUH
CTaHOBJIEHUS] 1 0OOCHOBAHHUS TEOPUH
craauaibHOCTH. CpaBHUTENBHO-
THTIOJIOTHYECKUH METOJI TTIO3BOJIHJ BLITBUTD
oblI1e 3aKOHOMEPHOCTH U OTJIHUHS B
NPUMEHEHUN TEOPUH CTaIUaJIbHOCTH
B Pa3JIMuHbIX 00J1ACTAX 3HAHUS, TAKHX
KaK UCTOPHS, COLLUOJIOTHS, TMHTBUCTHKA
1 KyJIbTYpPOJIOTHsI. AHAJIUTHYECKHI
TMOJIXO/1 UCTIOJb30BaJICS /151 TTyGOKOTO
AaHaJIM3a CyLIECTBYIOIIUX HCCAEIOBAHUH U
BbISIBJIEHUS] HEJIOCTATKOB B 0O0CHOBAHUH
TEOPUH CTATHATBHOCTH. DTOT MOJIXOML
MO3BOJIUJ KPUTUYECKH OLIEHUTh PaboThlI,

B KOTOPbIX TEOPHSI CTAIMANbHOCTH Obl/1a
yIOMSIHyTa, HO He TIOJTy4HJia IOJIXKHOTO
o6ocHoBaHusT. CHCTEMHBIA METOJ,
NPUMEHSJICS /1Sl U3yUeHUs] TEOPHH
CTaIMaJIbHOCTH B KOHTEKCTE My3bIKO3HAHHS
KaK 1eJIOCTHOH cucTeMbl. OH MO3BOJIHI
pPacCMOTPETb B3AUMOCBSI3U MEXKITy
pa3/aMUHBIMU aCTIEKTAMH MY3bIKaJbHOTO
Pa3BUTHS U UX HCTOPUYECKUMH,
KYJIbTYPHBIMH W COLMAJIbHBIMU
KOHTEKCTaMH, a TaK»Ke MOMOT BBISIBUTb
OCHOBHBbIE TIPU3HAKH TEOPHUH CTATHAJTBHOCTH
B TPY/IaX y4EHbIX-MYy3bIKOBEIOB U €€
JIeAICTBEHHOCTD TPH H3YUE€HUH MY3bIKAJIbHbIX
MPOLECCOB.

[Ipexne, uem nepeiitu K H60Jee
pa3BepHyTON AUCKYCCHH 06 UCTOPUUYECKOM
CTaHOBJIEHUH U MPEUMYIIECTBAX
CTaIMAJIbLHOTO MOJIX0JAa, CPABHUM €ro ¢
JIPYTHMH pacrpocTpaHeHHbIMU METOJIAMH
My3biKo3HaHus. Kak Oynet paccMoTpeHo
HUKeE, JIOJIF0€ BPEMSI B My3bIKOBEIUECKHX
MCC/IeIOBAHUSIX MTPEBAJIHPOBAJIH
CPaBHUTEJIbHO-THITOJIOTHUECKHH,
KYJIbTYPOJIOTHUECKUN, UCTOPUUYECKUH
METOIbI.

CpaBHUTELHO-TUITOJOTMUECKUH
METOJL CJTYKHUJT JI/Is1 BbISIBJEHUS
TOXKJIECTB U PA3JIUUHMIA TOTO UJIK HHOTO
SIBJICHHST H OCHOBBIBAJICS] HA CPABHEHHH
OTpeJieJIEHHbIX 3JIEMEHTOB U3 PA3HbIX
KyJIbTYp HJIH HCTOPUUECKHUX TTEPUOIOB (B
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3aBUCHMOCTH OT LieJIeH UCCIe/IOBAHUS
¥ CrIellMUKH U3y4aeMoro MaTepHasna).
OH 103B0JIsT BbISIBUTH YHUBEPCAJ/bHbIE
3aKOHOMEPHOCTH U CJIY2KHJ1 OCHOBOH
JUIst XOpollen KaaccuhUuKallu CTHIIEeH,
»KaHpoB, hopm 1 T.11.. B cBoto ouepesp,
MeTOJL HCTOPU3Ma PaccMaTpuBall
9BOJIIOLIMOHHbIE MTPOLLECCHI, H3yyaJsl My3bIKY
B KOHTEKCTE ee HCTOPUYECKOTO PAa3BUTHSI,
aHaJIM3upys U3MeHeHHs B popmax,
CTHJISIX, KaHPaX, My3blKaJIbHOM sI3blKe Ha
NPOTSAKEHUH ONPEJIEIEHHOTO BPEMEHH.
He mMeHee BayKHBIM MpeaCTaBIsAIC U
KYJIbTYpPOJIOTHYeCKUH MoaAXo/. JlaHHbIH
MeToJ1 crioco6CTBOBaJ HoJiee TyHOKOMY
MOHUMAaHHIO My3bIKH KaK 4aCcTH MaciiTaGHOH
KYJIbTYPHOH CHCTEMBbI, YUUTBIBAJ BJIHSIHHE
pas3JIMYHBIX COLIMOKYJIBTYPHBIX (PAaKTOPOB Ha
(hopMHpOBaHHE My3bIKAJIbHOHN TPATHIIIH.
Bce 3T MeTO/BI IONOJHSAIN APYT Ipyra,
HO KaK/IblHl B OT/I€JIbHOCTH He J1aBaJl
LLeJIOCTHOTO U OJIHOPOJIHOTO MPE/ICTABJICHHUS
00 ucesielyeMoM siBJIeHHH. B KoHTeKcTe
JAHHOW UCCJIEN0BATENbCKON paboThl 3TH
METOJIbl TO3BOJIMJIN BBIIBUTb U 0O0CHOBATh
MPEUMYLLECTBA CTAAMANBLHOIO METO/IA.
B kauyecTBe MeTO0/10rMU€CKONH OCHOBBI
B CBOEM HCCJIE0BAHUN Mbl OMTUPAJIUCH
Ha yHaamenTa bHbIA Tpya MpuHbl
CaBesibeBoii 1 Anjipest [Tosietaena
«Teopust HCTOPHYECKOTO 3HAHUS», B
KOTOPOM MCCJII0BAHBI TPUHLIUITBI TEOPUH
CTa/IMaJIbHOCTH, a TakKe Ha « OCHOBHbIE
MPUHIMIBI TOCTPOEHUS TEOPUHU CTAUH B
s3bike» Aniekcanipa Pudrrna.
MeTtono/10rnuecKr BayKHbIMH
CTaJIM HEKOTOPbIE pabOThI POCCHHCKHX
MY3bIKOBEJIOB, B YaCTHOCTH, « CTHJIEBbIE
npo6JieMbl PYCCKOH COBETCKOH My3bIKH
BTOPOH noJioBHHbI XX Beka» ["ajuHbl
['puropbeBoii, B KOTOPO# cTajiMaibHbIH
METOJ1 B POCCHICKOM MY3bIKO3HAHHH OblJ
BBEJICH BIEPBBIE; YI€HbIX, H3YUalOIIHX
My3biky CoBeTckoro Boctoka u
3aJ102KUBLLMX TPOYHBIH (PYyHIAMEHT /151
000CHOBAHHUS CTAUAJIBHOIO METO/A, CPEeIH
KoTopbIx padotbl Hessin [llaxnazaposoi,
Cabunbl 3aKpKeBcKoi, EBrennn
Ckypko, ¥Ymumkan JkymakoBo#, a Takxe

COOCTBeHHbIE PabOThbl aBTOPA, OCHOBAHHDIE
Ha PUMEHEHHs CTaHabHOTO MOJX0/A.

Ouckyccua n obcyxpeHue

Kaxk nuer Orona Pannanoa, «kareropuio
«CTaIMaJIbHOCTb>» Mbl HCIIOJIb3YeM KaK
BblpaKeHHEe KaueCTBEHHO OIpeIeeHHOTo
nepuosa, asbl B Pa3BUTHH YeJOBEUECKON
MCTOPHH B LIEJIOM, CTATyC KOTOPOH
onpenessiercst GUa0cohCKO-UCTOPUUECKUM
YPOBHEM aHa/M32a 00O11eCTBEHHOTO
pasButusi» (88). [loTpeGHOCTD B 0OCO3HAHUU
¥ CUCTEMaTHU3alUH HCTOPUYECKOTO
TPOLLLIOTO CyLIECTBOBAJIA BCEIJIA.

[IpocnexkrBast HCTOPHUECKHUH MyCTh
CTAHOBJIEHHSI STOH TEOPUH, B KaueCTBe
OTMPaBHOH TOYKH MOYKHO paccMaTpUBaTh
XIX Bek, Korna yejoBe4eCTBOM ObIJIN
HaKOTJICHbI ONpeJieIeHHble 3HAHHUS,
NPOHZIEH 3HAYUTEJ/ILHBINA HCTOPUUECKUH
nyTb. IHTeHCHBHOE pa3BUTHE HAYKH
1 MPOCBelleHHs] TPeOOBAJO OT yUeHbIX
CHCTEeMaTH3alluK UMEIOIIErocs OrbiTa U
nHdopmauuu. Fimenno HauuHasi ¢ 3Toro
BpPeMEHH MOXKHO TOBOPUTb O BbIpaOOTKe
omnpe/ie/IeHHbIX HaydHbIX METOJIOB U TEOPHUH.
MHTeHCHBHO HAuMHAIOT Pa3BUBATLCS
ryMaHUTapHble HAyKH, B YaCTHOCTH,
MCTOPUUYECKOe 3HAHHUE, YUEHHS O f3bIKe
1 0011leCTBe, KOTOPbIE HEMPEMEeHHO
Tpe6GoBa/M BbIpaGOTKH CBOUX METO/IOB
MCCJIeI0BAHNS. Y2Ke TOT/Ia yueHble CTalu
oOpaulatb BHUMaHHe Ha 3aKOHOMEPHOCTH
006111eCTBEHHOT0 PAa3BUTHSI, HA IPOXOKICHHUE
4eJIOBEUECTBOM OMPeIeIEHHbIX CTAUH HITH
MIOBTOPSIIOLLUXCS] LIUKJIOB.

O6pauasich K cJloBapsm 1
SHUMKJIONEIUSAM, MOXKHO 00paTHTh
BHUMaHHe, YTO, OCBellasi TEOPHIO
CTa/IMaJIbHOCTH, TIEPBEHCTBO B
MPUMEHEHUH CTaIHAIbHOTO METO/IA
OTJaeTcsl IMHIBUCTHKE. B 3Toi cBsA3K
XOTHM 00paTUTh BHUMAHHE HA BaXKHYIO
JieTajIb: U3HAUAJIbHO WJIeH CTaIMaTbHOCTH
(opmupoBasHCh B KauecTBe (hHI0COPCKUX
KOHLLEMUMH OCMbBICJICHUS UCMOPUU.
[Ipumepno Bo BrOpo#i nososune XIX
BEKa OHU MePEOCMbICJUBAIOTCS U U3



prsocoCKNX paccyKiaeHnH npeBpaiaoTes
B TEOPETHUECKHH MHCTPYMEHT HayuHOTO
aHaJIM3a 3aKOHOMEPHOCTEH U MPUHIUITIOB
00111eCTBEHHOT0 pa3BuTHsi. B Tpynax
Cewmena Jlecuuukoro, yKaubl Konnopce,
Anama Cmura, Aun Po6epa Tropro,

a sriocaenctsun Aupu Cen-Cumona,
Kapsna Mapkca 1 MHOTHX JIPyrHX MOYKHO
MPOCJIEIUTD MEPBbIE MOMBITKH OCMbIC/IEHHS
MCTOPHUUYECKHX MTPOILECCOB C MO3UIUH
3aKOHOMEPHO TTOBTOPSIIOLIUXCS LIMKJIOB HIIH
craaui (Pannanosa 88, 91).

[IpumepHO B 3TOT 2Ke MePHON B
JUHrBUCTHKe O6paTbsiMu LLlneresb Gblna
NpeJIozKeHa TUIoTe3a, MpejroJaralias
3aKOHOMEPHYIO 10C/1€10BATENbHOCTD
CTa/IaJIbHOTO Pa3BUTHS SI3BIKOB: «...
POMaHTHUECKOE 5I3bIKO3HAHHE 0CO3HABAJIO
He0oOXOMMMOCTb TIePHON3ALINHI B
MCTOPHH $I3bIKa M BbIABHHYJIO TEOPHIO
0 JIBYX CTyIeHsiX B pa3Butun>» (Pudrun
19). BriocnienctBuu Teopust 6paTbeB
Ulnerensb nononnsiercs uneeit Bunbrenbma
o ['ymGosbAA 0 TOM, UTO 5I3BIK
SIBJISIETCS He TIPOLYKTOM J€ATeTbHOCTH
yesioBeka (Ergon), a HenocpeacTBeHHO
nesrenbHocTbio (Energeia): «ITo cBoeit
JIEACTBUTENBLHON CYIIHOCTH 3bIK €CTh HEUTO
MOCTOSTHHOE H BMECTE C TeM B KaK/IblH
JIaHHBIH MOMeHT nipexojsiiiee>» ('ymGoabar
70). DTy rUNoTe3bl JIETJIH B OCHOBY TEOPHH
Agrycra Illneiixepa, KOTOPBIH K TTOCTABUI
npo6semMy He0OXOAUMOCTH YCTAHOBUTh
001111e 3aKOHOMEPHOCTH Pa3BUTHS 53bIKa,
3aKpernuB 3a co60il MeEPBEHCTBO B HAYYHOM
o6ocHoBaHuM cTamuanbHocTy (Pudrun 19).

«J1151 HayKW HECOMHEHHO, YTO My3bIKa
1 SI3bIK — 3TO JIBA CTBOJIA, PACTYyLLHe
13 OJIHOTO KOPH$1» W HEKOT/IA SIBJISIUCh
HepaszienMbIM 1iesbiM ( KupHapckas
63), M03TOMY HECOMHEHHO, UTO H3yueHHe
Pa3BUTHSI My3bIKH MOXKHO OCYLIECTBJISAT
TOXK/IE€CTBEHHBIMH METOAMH.

Wrak, paccmaTpuBas starnbl
(hopMHUpOBaHHsT TEOPHH CTAIUAJIBLHOCTH B
pa3HbIX 06J1aCTSAX HAYKH (JIAHTBUCTHKH,
MCTOPHH OOILIECTBA H €r0 PA3JIMUHbIX
TMOJICHCTEM, TAKHX KaK 9KOHOMHKA,
colpaJgbHas cepa, MoJUTHKA U KyJbTypa),

BBIIEIUM BaxKHO€e HaOJII0/IeHHE: BCe
npeiaraeMble KOHUEMLUUH AeSATCS
Ha TPU OCHOBHBIX THIIA MEXaHHU3MOB,
00BSCHSIONINE HUKINIeCKHe KosleOaHns
0OLLECTBEHHBIX [TPOLLECCOB —
«OUOJIOTHYECKHE », <K KOCMHUYECKHEe» U
«MmexaHnueckue» (CaesbeBa u
[TosietaeB 359).

Haubonee nonysisspHbIM MEXaHH3MOM
B 06JIaCTH TYMaHUTAPHOTO 3HAHUS CPEJIH
mblcauTeselt XIX Beka okasbiBaeTcs
«OGUOJOTUYECKHH» — WJIM LIMKJ CMEHbI
nokoJsieHui!. B 3Toil ¢BSI3U MO2KHO
BCIIOMHMTb TaKHX yueHbIX, Kak Kan bozeH,
Tommaszo KamnaneJia, boes [Tackadib,
JlaBun FOm, yKan-)Kaxk Pycco, Anam
®epriocon, Anpu Cen-Cumon, lapsb
Dypbe, a TakKe HUI0CODOB, COLIUOJOTOB,
9KOHOMHCTOB U HCTOPHKOB, TAKHX KaK
['enpu Aname, Bunbresibm Jnsbredt, AnTyaH
Orycten Kypuo, Otto Jlopenu, Kapn
Matnxeiim, /Txon Munsb, Xoce Oprera-
u-laccer, Bunbdpeso [Tapeto, Jleonosb
Panke, ['ep6ept CrieHcep U MHOTMX IPYTHX.
dopmupoBaHue HayYHOH KOHIIEMIIHH
CMEHbI TOKOJICHHH CBSI3bIBAIOT C UMEHEM
Ortocra Konra (1839 ron)’. Bniocsencrsuu
MMEHHO 3Ta KOHLIEMIUs npuobpesia
0coOy10 MOMyJISIPHOCTb Y HCKYCCTBOBEJIOB,
MY3bIKOBEJIOB M (PHJIOJIOTOB.

HcenenoBaresibckue HHTEPECH
Ka3aXxCTaHCKUX My3bIKOBE/I0B MOXKHO
pasnesuTh Ha CJeytolHe IPYIbL:

— M3yueHHe HAMOHAJIbHBIX
MY3bIKaJIbHBIX KYJIbTYp: POOJeMbl

1<<BI/IO.}]OI‘I/I'-leCKI/Ie>> IIUKJIBI TAK2KE€ UMEIOT CBOIO
rpajaluio U KpUTEPUH NPOJAOIAKHTRIBLHOCTH.
Tak, LUK CMeHbI TOKOJIEHUH B HCTOPHYECKOH
HayKe MOXKET 6blTb MaJibIM — npeﬂnOﬂaraeT
NPOOJIZKUTEIBHOCTD OT 25 10 33 JIeT — TO
€CTh JIE€CTIOCOOHBIN XKU3HEHHBIH IIUKJI
MpeACTaBUTEJIsI OIHOTO MoKoeHUsl. TakKe
BBIJIEJIAIOTCA «AJIUHHbIE>» HHUKJIbI UJIH LITUKJIbI
«OTLOB ¥ AeTer». X Npoo/I?KUTeNbHOCTD
nocturaet 50—60 set (CaBesbeBa u [losieTaen
399).

2KoHLenius CMeHb! [TOKOJIEHUH B
JIEHCTBUTEJIBHOCTH 3aPOJIHJIACK €llle B HIEsiX
roCy1apCTBEHHOTO yrpasJaeHus Hukkoso
Maxkuasesiu B XVI Beke (bByros 175).
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NepUOIM3aLIMH HCTOPUH HALlHOHAJIBHOH
MY3bIKH, CTAHOBJICHHUS aKaJleMHU4eCKOH
KyJIbTYpbl, aKaJleMUYeCKHX 2KaHPOB U
BOIPOCOB CTAHOBJIEHUSI KOMITO3UTOPCKOTO
TBOpYECTBA,

— CBsI3b KOMITO3UTOPCKOTO TBOPUECTBA C
TPAJMIMOHHBIM UCKYCCTBOM,

— npo6aema Bocrok — 3anan,

— JIMYHOCTb B HCKYCCTBE.

Jlannas knaccuukaimis uccae10BaHui
He YHUBepcaJibHa, €€ MOKHO MPOJIOJIKUTh U
pacUInpHUTb.

[TpoBenst naHopamHbiil 0630p
MY3bIKOBEIUECKHUX HCCIIe/I0BAHUI,

MOKHO 0OHAPYKUTb HEKOTOPYIO OOLILYIO
npo0J/IeMaTHKy — MePHOAN3ALHS IPOLECCOB
1 SIBJICHUH B My3blKaJbHOH KYJIbType U
KOMIO3UTOPCKOM TBOpYECTBE, 00bsICHEHHE
ux 3akoHomepHocted. [IpakTniecku
KaxK/Ibli HCcce/loBaTe b MpejiaraeT

CBOIO CHCTEMY MePUOIM3aLMH HCTOPUH
HallMOHAJIbHBIX MY3bIKaJIbHBIX KYJIbTYD,
MLLET MOJIE/Ib Pa3BUTHSI KOMITO3UTOPCKHX,
MCIOJHUTE IbCKUX 11IKOJ. Bee vatie
hcc/e10BaTe e HHTEPeCyIoT JIOTHYeCKHe
000CHOBaHHS TeX UJIM UHBIX IPOLIECCOB

U SIBJICHUH B My3bIKaJIbHOU KYJIbType U
TBOpYECTBE COBPEMEHHOCTH. MeTo/pl,
BbIpabOTaHHblEe My3bIKOBE/IAMH MPH
M3y4eHHH 3THX BOMPOCOB, MPEACTABJISIOT
co060H OT/IEJILHBIN HHTEpeC.

Tak, B paboTax y4eHbIX COBETCKOro
nepuoja B OCHOBE UCTOpUOTrpaHUH JiexKas
MPUHIMI IECATUIETHH, UTO HATJISTHO
MO2KHO MPOCJIE/INTh HAa CTPaHULAX
yueOHUKOB 110 HCTOPHH MY3bIKH B
HallMOHAJILHBIX pecryOnKax ObIBILIETO
CCCP, B tom unciie B «Mcropnu kazaxckoi
MY3bIKM», B MHOPOTOMHOM HCCJIe/IOBAHUH
«Hcropust mysbiku HapogoB CCCP» n
JIpyrux paboTax.

Passinunble acrnekTbl HALMOHATBHOH
aKaJleMHYeCKOl My3bIKH COBETCKOI0
nepuo/ia, 0XBaTbIBAIOLLEr0 CeMb
necsituietut (1920—1980-e rr.), Bcerna
HAXOJIMJIKCh B M10J1€ 3PEHUST My3bIKOBE/I0B.
B paGorax yueHbIx cTapiiero noKoJeHHst
(ITerp ApaBun, Mapbsim AxmetoBa, [adypa
Bucenosa, Tamapa Beizro, Mpuna Beisro-

Mpanosa, Jlunus ['onuaposa, Cabuna
3akpkeBcka, Hyprusin Kererenona,
Esrenuit TpemboBesnbekuit, Hemu
[Ilaxnazaposa, Haranus SIHoB- {IHoBCcKas
1 J1P.) € MO3ULIMH METOJ0JIOTHH TeX JIeT
coszaetcs (hakroJsiornyeckas 6asa Jyist
JIaJIbHEHILUX UCCTEeI0BAHUH.

Ananns MeTo0JI0rHYeCKHUX MOJIX0/I0B
MOKA3bIBAET, YTO METO/I0JIOTHS 3TOTO
nepurosa Oblia MPeuMyIeCTBEHHO
onMcaTesbHOM, YTO MO3BOJUIIO COOPaATh
1 CUCTEMATH3UPOBATh MH(POPMALIMIO O
MY3bIKaJIbHOH 2KH3HH. PaKTONOrHueCKHUi
TOJIXOJL YY€HbIX CTAPLLIEr0 MOKOJeHHs
OCHOBBIBAETCS HA APXUBHBIX MaTepHasax,
HOTHBIX MCTOUHHKAX U Ouorpadusx. Ha
3ape popMHPOBAHHST KA3aXCTAHCKOTO
MY3bIKOBE/IEHHSI UMEHHO 3TOT MOJXO]L
MIO3BOJIUJT 3aJ10?KHTb OCHOBBI /1151
JaJIbHEHILIUX UCC/IeIOBAHUM, a TAKKe
3apMKCUPOBATh BazKHble COOBITHS U
SIBJIEHUS B My3bIKAJIbHOH KYJIbType TOTO
BpPEMEHH.

YraybJeHre MeTo10I0THUECKOr0
amrnapara CBsi3aHO C paclIipeHueM
npo6JeMaTHKH UCCIeI0BAHUI C aKLEHTOM
TBOpYECTBE KOMIMO3UTOPOB, U3ydeHHEM
CTAHOBJIEHHSI OT/IE/IbHBIX KaHPOB
HabJofiaeTcst B Tpyaax, coznanubix ¢ 1980-
X TOJI0B H J10 Hawux aHei. Mecenemytores
nyTH cranoBenus onepsl (yabHapa
A6yarasuna, Akinma Omaposa, JKanar
Opnanuesa, ['ynbmupa MycaryJiosa),
IBOJIIOLMH CUM(DOHUIECKUX 2KaHPOB
(JTrommuaa Yskux, Anekcannap CamapkuH,
Mapuanena Kokuitiesa, yKaiinapry.b
Kasbi6ekoBa), KaMepHO-HHCTPYMEHTaNbHOH
my3biku (Aiicyiy JlocaeBa, Anyati
MyxutoBa, ['anus Aknaposa, Aiizana
Hycynosa), Bonpockl opraHHoro
ucnosHutesibetsa (Cepreit Byjikees,
Aiizana Hycynosa, Mpuna [aBpusieHko)

v T

B ncenenoBanusix ykazaHHbIX aBTOPOB
MOKHO OTMETHTb aKTHBHOE NPUMeHeHHe
KOMTIJIEKCHOH METOJIOJIOTHH, BKJIIOUAIOIIEeH
aHaJM3 He TOJIbKO My3blKaJbHOH CTPYKTYPbI,
HO U KYJIbTYPHOTO KOHTEKCTa, B KOTOPOM
cos/laBaJiMCh rpousseaeHusi. OueBuIHO



BO3pacTarollee BHUMaHUe HecieloBaTes el
K COLIMOKYJIbTYPHBIM (DakTOpam 1 Ux
BJIMSTHUM HA MY3bIKaJIbHOE TBOPUYECTBO.

He meHee BaxkKHOU TeHaeHLMEH B
MCCJIe0BAHUSIX 9TOTO MePHOJIa CTAHOBUTCS
AKIIEHT Ha UCTIOJHUTENLCKON MPAKTHKE
KaK OT/IeJIbHOM acleKTe U3yuyaeMon
npo6JieMbl. MeTo010THYECKIE TTOJIXO/Ib
B 9TOM CJlyuae BKJIo4atoT B ceOs
aHaJIN3 TEXHUKHU UCITOJHEHHS], BOTIPOCHI
UHTEpIpeTallii MPOU3BeCHUH, a TaKKe
BJIMSIHUE UCTIOJIHUTEJILCKOTO HCKYCCTBA HA
BOCIPUATHE MY3bIKH.

Taxkum o6pazom, MeTon0I0THYECKHE
MOJIXO/Ibl B pab0oTax yKa3aHHbIX yU€HbIX
9BOJIIOLIMOHUPOBAJH OT (PAKTOJOTHUECKOTO
W OlMcaTeJIbHOrO aHaJjm3a K
6oJiee rIIyOOKUM U MHOTOTPaHHbBIM
MCCJIEIOBAHUSIM, KOTOPbIE YUHTBIBAIOT
KYJIbTYPHbI€, COlLIMa/bHble H HCTOPUYECKHE
KOHTEKCTbI, YTO CBUJIETEJILCTBYET O POCTE
MHTEpeca K KOMIJIEKCHOMY TTOHHUMAHHUIO

HalIMOHAJIbHON aKajeMHUeCKON MY3bIKH H €€

POJIH B KYJIbTYPHOM PasBUTHH.

B noctcoBeTcKUil eproj BOSHUKAET
HeoOX0MMOCTb MEePEOLEHKH MPOLLJIOTo,
paccMOTpeHHe HCTOPUH CTAaHOBJICHHUS
MY3bIKaJIbHOH KyJIbTYPbl ¢ HOBBIX
UCOJIOTUYECKHX MTO3HULMH, YTO poxKaaeT
HeoOX0IMMOCTb HCI0Jb30BAHHUSI
MHBIX METOJI0JIOTMUECKHX MOAXO0I0B K

uccnenopanusam. K nauamy XXI Beka Bonpoc

MepUOU3aLIUU U OCMbBICJEHUS HCTOPUU
My3bIKH, B TOM uHcJse u Kasaxcrana, Bcras
JIOCTaTOYHO OCTPO.

Yaxe Ha pyoexe 1980—1990-x
roZI0B POCCUICKUI My3bIKoBesL ["annna
['puropbeBa npu U3ydeHUH CTHIEBBIX
[IPOLLECCOB PYCCKOU U COBETCKOH
MY3bIKH TOBOPUT O HEOOXOJIMMOCTH U
MPOyKTUBHOCTH CTaJMAJIBHOTO MOJX0/1a,
KaK Cr10COOHOT0 OTPA3UTh MOJHYIO
KapTHHY HCTOPUUYECKOTO PA3BUTHSI B CBOEM
MHOTroo0Opa3ui, MPOTHBOIMOJOKHOCTH,
eJIMHCTBE W paziuuun. CraauaibHbli
MOJIXOJ1 OMPABAJ U 3aPEKOMEH/I0BAI
cebs1 KaK «HeKUH 0O beIMHSAIOLIUH
NPUHLKT, (DOKYCUPYIOLLIHI 00l1liee 1
WUHAMBHyaJbHOE, CTOCOOHDBIN BBIIBUTh

Hanbosiee BaxKHbIE, Y3JI0BbIE MOMEHTDI
cTuaeBoH 3BoJtounn» (I'puropreBa 16—
18). ABTOp 060CHOBBIBAET MACIITAOHBII
JIByXCTaJIMHHbIN MPOIeCC B PA3BUTHH

PYCCKOH COBETCKOH MY3bIKH M JIeTaJIU3HPYyeT

6oJiee YacTHbIE CTAMK CTUJIEBOTO Pa3BUTHS
B KOHTEKCTe BTOPOH MoJIOBHHBI XX BeKa:
«[lepBasi mojioBUHA BeKa — MepHOLL
3aMeTHOH CTHJIEBOH MHOKECTBEHHOCTH,
OTpaKEHHOH B TBOPUECTBE SPKHX,
CTHJIMCTUYECKH «aBTOHOMHBIX>» (PUTYP C
MX Mpe/ie/IbHO HHAWBHUIYaIH3HPOBAHHBIMH
XyJ07KECTBEHHBIMU CHCTEMAMH <...>.
BTopast nosioBuHa cTosieTHs — BpeMsi
CBO€0OPa3HOro «BTOPUYHOTI0» OCBOEHHUS
XYI07K€CTBEHHOTO OTbITA MPEJIbITYIINX
necsitunetuit» (I'puropbesa 7).

B nosusuiuxcs B XXI crosietun
HayuHbiX Tpynax ['puropusi 'ans6ypra,
Ymurxkan Jkymakosoi, CayJie
Yreranuesoii, EBrenun Ckypko,

Banuma Jlynar-Aneesa, Ekatepunsl
Kapenuno#i, Anekcanipa MakJibIriHa,
["anuu Aknaposoit, Banepuu
Hennunoit, Tatbsinbl XapiamoBoi 1
JIPYrHX, MOCBSILEHHbIX HALLMOHAJIbHBIM
KysnbTypam 6biliero CCCP, ¢ HOBBIX
HayuyHO-TEOPETHUECKHUX, HAYUHO-
MCTOPHYECKHX, KYJIbTYPOJOrHYECKUX
MO3ULMH PACKPbIBAIOTCS crieliuhuyecKue
3aKOHOMEPHOCTH Pa3BUTHS HCKYCCTBA,
KOMIT03UTOPCKOro TBOpYECTBA Ha
«TOCTCOBETCKOM» MpOoCTpaHcTBe. B ux
MCCJIeI0OBAHUSX OUEBHHO TPUMEHEHHE
3JIEMEHTOB CTaJIMaJbHOTO MeTo/1a’.

Cpenn nepeuncyeHHbIX paboT CTOUT
BBIIEJIUTh HCcaeoBanus [ puropusi
[an36ypra u Ymurxkan J>kymakoBoi.
Onwupasich Ha CTafMaNbHbIA METO/1, yueHble

3 neto cTauanbHOCTH B MY3bIKOBEIEHHH
pasBuBaJs bopuc AcacbeB, Mapk ApaHoBCKHH,
KPOMe TOT0, MO2KHO 0003HAUUTb 0T/ IbHbIE
NposiBJAEHHUs JaHHOT O Moaxoja y Buktopa
Beasiea u JIbBa Masesist, npuMeHEHHOT 0 K
XapaKTEePUCTUKE MY3bIKAJIbHO-HCTOPHUUYECKOT O
npouecca, y Hennun lllaxnazaposot#i npu
M3yueHHH MY3blKaJbHBIX KyJIbTYp Cpenteit
Azuu.
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NpeIaraloT NepByio yHHBEPCabHY10
NeprojIM3alilio, OCHOBAHHYIO Ha
MOKOJIEHUSIX KOMITO3UTOPOB.

Tak, ['anz6ypr B 2001 romy BBOIUT
B MY3bIKOBEIUECKHH 0OUXO/1 TOHSITHE
KKOMITO3UTOPOCKOE MOKOJIEHHE »
paspabaTbiBaeT MPUHIMI MOKOJEHHH,
00OCHOBBIBET €0 LIUKJIUUHOCTh, TPUMEHSISI
K KOMIIO3UTOPAM pPasHbIX 310X, CTPaH U
T.1. OH npejyaraeT cxeMy cTajdabHON
9BOJIIOLMH KOMITO3UTOPCKOTO CTHJISA,
OTpazkalollyto CMeHy MOKOJIEHHH 1
006JIaIAI0LLYI0 €IMHOH 3aKOHOMEPHOCTBIO.
YueHbIH CUUTAET, UTO COMOCTABUTh
(Urypbl KOMITIO3UTOPOB PA3HbBIX IMOX,
0OBSCHUTD OMpesieJieHHble 3aKOHOMEPHOCTH
1 aHAJIOTUH BO3MOXKHO JIMIb MTPU
rpyNIMpPOBKe UX B e1uHbIH psiji; « BBousi
MOHSITHE KOMITO3UTOPCKOTO MOKOJIEHHST KaK
MY3bIKaJIbHO- HCTOPUUECKYIO KATETOPHIO, Mbl
MCXOJIUM M3 TOTO, UTO aBTOPbI, YKUBYIIIHE B
pasHbIX CTpaHax (B pas3/MUHbIX COLMATBHBIX
CJI05IX U OOLLECTBEHHO-TTOJIMTHYECKHX
YCJIOBHSIX ), CBSI3aHbI MeXKTy COOO0M He
TOJIbKO reorpaduyecKkon, STHUIeCKOH
WJIM COLMAJIbHOM, HO U HHOH OOLIHOCTbIO:
€JIMHCTBOM ToKoJieHus1» (137).

YmuTtkan JxkymMakoBa B MOMCKaX HOBBIX
METOJI0JIOTHYECKHUX TTOJIXOJI0B, CMIOCOOHbIX
00BSACHUTD CrIeUMUKY «My3bIKH MPOIIOTO
1 HACTOSIIIIETO U 3aKOHOMEPHOCTH ee
PasBUTHSI» U MTO3BOJISIIOLIHUX <TIPEICTABUTh
KOMITO3UTOPCKOE TBOPUECTBO KaK
MCTOPUKO-THIOJOTHUECKOE H HALIMOHAJIBHO -
crnienrduueckoe equHeTBo>» (13), Takke
MPUXOJIUT K HEOOXOJMMOCTH MPUMEHEHHSsT
CTaJMaIbHOTO MOJX0JIA: KITPOTHBOPEUHBbIE
NpeJICTaBAeHHs1 O PA3BUTHH HALIMOHAJLHOH
KYJbTYpbI, cjioxkuBlinecs: B 1990-e rojpi,
0GHAXKUJTK HEOOXOJIMMOCTh €0 OCO3HAHHS
B MCTOPUYECKOH CTaHalbHOCTH» (67 ).
[Tocsie MOHYMEHTaJILHOTO TPY/A yUeHOH
B Kasaxcrane 3akpenuiach Tpaauiyu
OTOPbI HA MIOKOJIEHUS, TJI€ BIIOCJIEJICTBUH
K 000CHOBAHHBIM TPEM MMOKOJIEHHUSIM
J0OaBJISIOTCS HOBblE — TIOKOJIEHUS
KOMITO3UTOPOB [1OCTCOBETCKOTO
Kazaxcrana.

B 2019 rony npu uccienoBanuu
CTHJIEBBIX TEHJICHLIUI B TBOPYECTBE
coBpeMeHHbIX KoMnoautopos Kazaxcrana
Obl1a 000CHOBAHA aJIbTePHATHBHASA
NepHON3aLIMs HCTOPHH Ka3aXCKOH My3bIKH,
OCHOBAHHAs HAa TEOPHUHU CTaAUATIBHOCTH,

a TaKXKe BbIBeJIeHbl KDUTEPUH CTaUN
(XapnamoBa, « CTHJIeBble TEHAEHIMH »
171—174). C no3uuuu Teopuu
cTaMabHOCTH Obl1a paCCMOTpeHa U
MCTOPHUS opraHHoi My3blku B Kazaxcrane
(XapnamoBa, «OpraH B Kazaxckoil» 124).

Jlanee, ocHOBBIBasiCb Ha paCCMOTPEHHOM
BblIllIe MaTepuase, npejiaraeM pa3pepHyToe
000CHOBaHHE TEOPUH CTAIMATBHOCTH
B My3bIKaJIbHOH HayKe W HEKOTOpble
pPeKOMEH/IALIUH 110 TPUMEHEHHIO
CTaMaJIbHOrO MeTO/1a ISl aHa/u3a
MY3bIKaJIbHBIX SBJIEHUH.

PesynbTarthl

Mnest MHOXKeCTBEHHOCTH 1IMKJIOB
(«OHOJIOTHYECKHX >, K KOCMHYECKHX >,
«MeXaHMUeCKHX>» ), TIPOXOASIINX
napaJiiesibHO, 3aKPErIieTCsl B HayKe yKe
Bo BTOpo# noJioBuHe XX Beka (CaBesibeBa
u [Toneraes 391—392). C storo Bpemenn
HaulHaeT OOGHOBJIATBLCS METO0JNOTHYECKAS
0a3a Hay4HbIX HCCJICIOBAHUI, U TEOPHUS
CTaIMaIbHOCTH TMOJTy4aeT Bce GOJIbLIYIO
MOMyJISIPHOCTb CPEIH yUeHbIX.

M3yunB 0603HaueHHbIE BhILIE
TPY/bl My3bIKOBEJIOB, OY€BH/IEH BBIBO,
YTO Ha MPOTSIKEHUH MHOTHX JIET
OCHOBOIIOJIATAIOIIMMH B HCCJIEIOBAHHUSIX
Obl/IM HCTOPUUECKHH U CPABHUTENBHO-
TUIMOJIOTHYECKUH METOJIbl. DTH METO/IbI
TMO3BOJIM/IN U3YUUTh My3bIKa/IbHbIE SIBICHHS
1 TPOLLECCHI, PA3JIMUHble My3blKaJbHble
TPAMLMK, KaHPbl U CTHUJIM B CPaBHEHHH,
TO3BOJIM/IN BBIIBUTH THIOJIOTHYECKHE
CBOHCTBA MY3bIKa/JbHOH KyJIbTYPbl, a TAKXKe
MX B3aUMOCBSI3H U BJIMSIHUE JIPYT HA JIpyra.

Mel XKe npejyiaraeM HHOMH B3IVIsIL
Ha HUCTOPHIO MY3bIKa/JbHOTO HCKYCCTBA
— B3IJISIL LIeJIOCTHOTO, CUCTEMHOTO
ee OCMBIC/IEHHS KaK Mapaurmsl,
KOMIOHEHTAMH KOTOPOH SIBJISIIOTCS



0COOEHHOCTH UCTOPHUECKON CUTyalUH,
KOMITO3UTOPCKOE TBOPUECTRO (2KaHpOBasi
cHUcTeMa, CTHJIEBbIE TEHIEHIIUH )

B €r0 OOIIHMPHBIX MPEEMCTBEHHBIX
B3aUMOJIEHCTBHUSX C TPAMIIHOHHBIM U
aKaJIeMMUeCKUM UCKYCCTBOM, C MHPOBOH
KYJIbTYPOH U JIp., YTO HACAJTBbHO TOCTHKUMO
NpH PUMEHEHHUH CTaHAJLHOIO METO/1a.

MeTon ucropusama u MeToJL
CTaIMaNIbHOCTH UMEIOT MPUHIMITUAJBHBIE
pasanuusi. [IpuBeseM ocHOBHbBIE pa3sinuus
MeXKly HUMH:

— METOJL UCTOPHU3Ma aKLEHTHPYET
BHUMaHHE HA KOHTEKCTE U YHUKAJIbHOCTH
UCTOPHUUYECKUX COOBITHH, TOrA KAK METOJL
CTaIMaIbHOCTH (POKYCHPYETCS Ha 00X
3aKOHOMEPHOCTSIX U Tanax pa3BUTHS U
M0Ka3blBAET npoyecc pazsumust;

— METOJL UCTOPHU3Ma CTPEMHTCS K
rJIyGOKOMY aHaJIM3y KOHKPETHBIX CJy4aeBn,

B TO BpeMsl KaK CTaIua bHOCTb UCMOJb3YeT
CPaBHHUTEJIbHbIN aHAJIM3 IS BbISIBJIEHHS
3aKkonomepHocmell,

— METOJl HCTOpPH3Ma paccMaTpUBaET
SIBJIEHUS KaK LIeJIOCTHbIE, YHUKAJIbHbIE
COOBITHS, TOTJIA KAK METO]L
CTaIMaJIbHOCTH CTPYKTYPUPYET UX B BUJIE
nocaedosamenvrolx smanos (Tabauua 1).

CraauaabHOCTb OTPaXKaet:

Hemopuueckyro nepcnekmusy,
03HAYalolLLylo, YTO My3bIKa He CyLeCTBYeT
B BaKyyMe, OHA Pa3BUBAETCS B KOHTEKCTE
MCTOPHUUYECKHUX COOBITHH, COLMAbHBIX
M3MEHEHHH U KyJIbTYPHBIX TpaHchopMaluH.
Kaxknasi crajiust My3blKaJabHOTO PA3BUTHS
CBsI3aHa C OMpeJieIeHHBIMU HCTOPHYECKUMU
YCJIOBUSIMH U M/1€0JIOTHUECKUMH
yCTaHOBKaMH.

Js80a10YULOHHbLE NPOYecCoL,
1ojipadyMeBalollle, YTo Ha KaxK/I0H CTauu

Tabnuua 1

XapaKTepMCTMKa MeToAa UCTopusMa U MeToaa CTaAuaZibHOCTU

Mapametpbi Mertopa ucropusma

MeTop, cTagManbHOCTU

®MopmynupoBka MeToaa

MCTOPUYHECKOM KOHTEKCTE U

NnosABNEHUIO.

MeTtoz MCTOpU3Ma CKOHLEHTPUPOBAH
Ha NOHUMAHMUU ABNEHUN B UX

pacCMaTpuBaeT Kaxnoe apneHue,
cobbiThe B paMKax ero BpeMeHu

M MeCTa C y4eTOM CouManbHbIX,
KYNbTYPHbIX 1 3KOHOMUYECKUX
(paKTOpOB, NOBUABLUUX Ha HErO,
MU NOCTYXUBLWKNX CTUMYJIOM K €ro

MeTopg, CTaananbHOCTH paccMaTpuBaeT
pa3sutue ABNEHMI KaK
nocnenoBaTe/ibHOCTb ONpeaeneHHbIX
3TanoB UK CTaauM n npennonaraeT,
yTo Ntoboe sBneHue npoxoguTt

yepes CTagmun, Kaxanasa U3 KoTopbix
MMEET CBOUN XapaKTepUCTUKN U
3aKOHOMEPHOCTH.

Llenb MeTopa

BO BpEMEHMU.

BoccTaHOBUTL M MOHATL NCTOpUYECKYH
peanbHOCTb, BbIABUTb MPUYNUHHO-
cneacTBeHHble CBA3U U AMHAMUKY
U3MEHEHUN onpeneneHHoOro aBneHna

BbiiBUTb 1 npoaHann3npoBaTb CTaauu,
NMOHATb, KaK OHM B3aMMOCBA3aHbl 1 KaK
B/IMSIIOT Ha 0bLLee pa3BUTUE ABNIEHUSA.

OcHOBHOW nNoaxop,

Yacto MCNOoNb3yeT Ka4yeCTBEHHbIE

MoeT MCcnonb30BaTh Kak

MeTOAbl, TaKMe KaK aHann3 nepBUYHbIX
MCTOYHMKOB, apXMBHbIX OKYMEHTOB U
LpYrux uctopuyeckmx matepmanos. OH
CTPEMUTCS K INyBOKOMY MOHUMAHMIO
KOHKPETHbIX MCTOPUYECKMUX COBLITUI U
npoueccos

KauYeCTBEHHbIE, TaK U KOJIMYECTBEHHbIE
meTtoabl. OH YacTo BKIOYAET B cebs
CpPaBHUTENbHO-TUMNONOMMYECKUIA
aHanM3, No3BONSAWMI BbIIBUTb
obLwme 3aKOHOMEPHOCTM U OTIMYUS
mMexnay pasnnyHbIMKU CTaanaMn

Oco6eHHOCTH
npUMeHeHus

LLInpoko npumeHseTcs B
MCTOPUYECKUX UCCNEL0BAHUSX,
COLMONOTUM, KYNIbTYPONOrUMU U APYTUX
rYMaHWUTapHbIX HayKax, Fae BaXHO
YYUTbIBaTb KOHTEKCT BPEMEHMU.

MNpuMeHseTcs B pa3nnyHbix 06nacTsx,
BKJIHO4Asl COLMONOTUIO, MCUXONOTUIO,
KYyNbTYpOJIOTUI0 U MY3bIKO3HaHUe, rae
BAXXHO MOHMMATb AMHAMUKY PA3BUTUS
U U3MEHEHUS B PAMKaX OMpeLeneHHbIX
3Tanos.
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MPOUCXOMSAT U3MEHEHHUS MO OTHOLLIEHUIO K
npeblayulei (B My3blKaJbHbIX (hopMax,
JKaHpax, TeXHUKaxX U T.JL.).

Coyuanvryro cocmasasowyio,
CBSI3aHHYIO C T€M, YTO Ha Pa3HbIX CTA/IUAX
My3bIKa BbIMOJHSAET pa3indHble PyHKIHUH
B o6ulecTBe. B o1HUX c/ydasix oHa MOXKeT
ObITb CBSI3aHA C PEJIUTHO3HBIMU 00PsIaMHU,
B IPyTHX — CO CBETCKUMH Mpa3IHUKaMH, ¢
MOJUTHIECKUMH COOBITHUSIMU U T.JL.

Hanee npeniaraem paccMoTpeThb
Tpe6GOBaHMs1, HA OCHOBE KOTOPBIX CTPOSITCS
CTaJiaJjbHble CXeMbl U HX MTPEUMYLIECTBO
nepeJi NpUBbIYHBIMU Neproamu. [1pu
COCTaBJICHHUH AJITOPUTMA CTaHAJbHBIX
cxeM OyjleM OCHOBBIBATHCS HA MapaMeTpax
1 TpebOBaHHUSIX, MPELI0KEHHbBIX B TPy/1ax
Caiimona Kysneua, Mpunbl CaBesibeBoii 1
Aunpest [Toseraesa.

B nepsyto ouepe/p, He06X01MMO
Onpesie/IMTh MeXaHW3M CMeHbI
CTaJMH U UX POJIOJIKUTENBHOCTD.
MexaHu3M HcelieloBaTedNb onpeesseT
CaMOCTOSITEJIHO, B 3aBUCUMOCTH OT
nocTaBJ/eHHbIX Leel. [Ipopo/mKuTesbHOCTh
KazKJI0M CTa/IMK 10J12KHA ObITh
NPUMEPHO OIMHAKOBA (B TO BpeMsl, Kak
MPONOPUHOHANBHOCTb JAJTUTEJbHOCTH
MePHOJI0B OTHOCUTEJILHO JIPYT JIpyra He
pernamentupyetcs ). Kaxnas cranus, B
CBOIO OUepe/ib, MOXKET BKJIOUATh HAJMUHE
onpesie/IeHHbIX ePUOJIOB.

Jlanee Heo6x0a1MMO BbIOPATH
KOHCTAHTHbIE apamMeTpbl KaxKI0u
CTa/IMH, COOTBETCTBYIOLLIME CJIEYIOLIHM
TpeGOBaAHUSIM:

— BepHUduKalusa — u3bpaHHble
napameTpbl MOTYT ObITb TPOBEPEHBI U
MOATBEP2KIEHbI;

— JIMHAMHKA Pa3BUTHs — TIPH CMeHe
CTa/IMK BeJIMYHHA U3OPaHHBIX NapaMeTpoB
JI0JIKHA UBMEHSITHCSI 10 OTHOLLIEHHUIO K
NpebIIyLILIeH;

— KPUTEPHUH 3aBEPLICHHOCTH KaxKI0H
CTaJIMU [IPU NIEPEXOJie K HOBOH;

— TapaMeTphbl CTaAHAJIbHON CXeMbI He
YHHUBEPCAJIbHbI U JIOJKHBI ONPee/IThCS
COTJIACHO KOHKPETHOH NpobJieMaTHKe U
LeJsIsIM UCCIeIOBAHUS.

[Ipumep napameTpoB CTaMaNLHON
CXeMbl [IPH H3yYE€HUH MY3bIKaJIbHOH
Ky/bTypbl Kazaxcrana MoxkeT ObITb
CJI/IYIOLIIMM: B KauecTBe MeXaHU3Ma CMeHbI
CTaZMU UCIOJIb3YeM UCTOPHUKO-KYJIbTYPHYIO
cutyauuto. [Tpopo/kuTesbHOCTD cTaanu
OyaeT onpeie/siThCsl BPEMEHHbIMH
paMKaMH, B Te4eHHe KOTOPBIX POUCXOAAT
3HAUYMTEJIbHble M3MEHEHUsI B My3blKaJIbHOH
KyJIbType, onpesesseMble KaKk MUHHUMYM
OJIHUM H3 KJIIOUEeBbIX (haKTOPOB
(Hanpumep, collMasbHble U3MEHEeHHS,
TMIOJIMTHYECKHE COOBITHS UJIH KYJIbTypHbIe
BJIMSIHUSL — B 3aBUCHMOCTH OT NpeAMeTa
uceseloBanus). B kayecTBe napamMeTpos
JU1s1 BepUUKALIMK CTAIUH BO3bMEM
TIPUHLIMIIBI B3AUMOJCHCTBHS aKaleMHUeCKOH
1 QOJBKJIOPHON TPAIULHH, JKAHPOBYIO
CHCTEMY U CTUJIeBble TeHaeHUMH. OTanume
rokKasareJieil 1o Kax/1oMy napameTpy ot
CTaJMU K CTAUU ONPEJEJUT TMHAMUKY
passutus. Kpureprem 3aBeplieHHOCTH
CTa MK OYIET BBIXOJl HA HOBBIH YPOBEHb,
NposiBJICHHE HOBbLIX [OKasareJief 1o
OTHOLLUEHHIO K XapaKTePHBIM JIIs1 KaXK10H
cragrn. O COOTBETCTBUH BbIOPAHHBIX
napameTpoB U30paHHOH MpoOJeMaTHKe
OYIyT CBUJIETE/IbCTBOBATH BbIBOJIbI,
OCHOBAHHbIe Ha aHaJIu3e U3MEHEHHUH B
MY3bIKaJIbHOH NPAKTHKE, BOCIIPUATHE
1 OLLEHKA MY3bIKaJIbHOTO HACJIE/IUsI CO
CTOPOHBI KOMIIO3UTOPOB, HCIIOJIHUTEJIEH,
cJyuiatesieil, YTo Mo3BOJIMT BbISIBUTh
cTerneHb BJIUSIHUS Pa3nyHbIX PaKTOPOB Ha
pPa3BUTHE KAa3aXCKOU My3bIKH H 0003HAUHTb
CTaJMaJbHbINA LIMKJ U FPAHULLBI IEPHOIOB
BHYTpHU HUX (Tabsanua 2).

B kauecTBe npumMepa npeiaraem
CTPYKTYPY CTa/IHa/JIbHOrO Pa3BUTHS
AKAIeMUYeCKOM HHCTPYMEHTAJIbHON MYy3bIKH
B Kazaxcrane. Ha ocHoBe npejyioxkeHHOH
CTa/IMaJIbHON cXeMbl Oblila MpocJIeKeHa
9BOJIIOLMSA U BbIIeJIEHbl YeThIPE CTA/IHH.
(MO0KHO OTMETHTb, UTO BbIBEJIEHHbIE
CTaJMU HOCSIT YHUBEPCaJIbHbIH Xapakrep
MOTYT OBbITb TPUMEHHUMBI K CTAaHOBJICHHIO
JIPYTUX HALMOHAJIBHBIX KYJBTYP, HO C
pasHbIMH BpeMEHHBIMH FPaHULLAMH ).



Tabnuua 2
lMpumep cTapnanbHOM CXeMbl

MexaHu3M cMeHbl cTagun | MICTOpUKO-KynbTypHast cUTyauus

MpoaomKkuTenbHOCTb
cTagum

BpeMeHHble paMKu, B TEYEHUE KOTOPbIX MPOUCXOAAT 3HAUYUTENbHbIE
M3MEHEHUs B MY3blKa/IbHOM KynbType, onpeaensieMble Kak MUHUMYM OAHUM
3 K/IHOYEBbIX PAKTOPOB, TAKMX Kak COLMANbHbIE M3MEHEHUS, NMONUTUYECKME
COBbITUS MU KYNbTYPHbIE BAUSIHUS

KoHcTaHTHble napameTpbl
ANa BepuduKauum

— NMPUHLMMNbI B3aUMOLENCTBUS akafLeMUYeCcKoi U GONbKIOPHONM TpaanuLmm
Ha TaKMX YPOBHSX TEKCTOB KaK MO3TWKA, TEMATU3M, MHCTPYMEHTApUI,
dopMoobpazoBaHue;

— )XaHpOoBasa CUCTEMA KaK OTpaXKeHWe NpoLeccoB pa3BUTUA MY3blKaslbHOIO
MbILWTEHNA;

— CTUNeBble TEHOEHUMNN.

OuHamuka Hanuune otanumTenbHbIX NokasaTtenemn no Ka>XAoOMy napaMeTpy OT CTagnun K

cTagmu.

prrepuﬁ 3aBepLIEeHHOCTHU LocTtmnxeHune onpeneneHHoro ypoBHa UHTerpaumn U CMHTE3a MY3blKaJibHbIX

TPagMUMM, a TaKXKe HannMyme YyCTOMUMBBIX XXaHPOBbIX GOPM U CTUNEN,
KOTOpble CTAHOBSATCSA XapaKTePHbIMKU A5 AAHHOMO 3Tana pasBuTuS.

CooTBeTcTBME M3GPaHHOM
npo6nematuke

AHanM3 U3MEHEHMI, COCTaBNEHME NEPUOAM3ALIMN.

B kauecTBe MexaHu3Ma H OTIIPaBHOK
TOUYKOH XyJ102KECTBEHHBIX HCKAHUH
KOMIIO3UTOPOB CTAHOBUTCS HCTOPHKO-
KyJbTypHast cutyauusi. Tak, «nepsasi u
BTOPAst CTAIMK OTPAXKAIOT UICOJIOTHYECKHe
TpeGOBaHUsl K COBETCKOMY HCKYCCTBY
«HaUMOHAJIbHOMY 1O (popMe U
COLMAJIUCTHYECKOMY T10 COZIePKAHUIO»

B pycJie rocy1apCcTBEHHON KOHUEMIUH
YCKOPEHHOT0 pa3BUTHsI ObIBILIMX LAPCKHUX
okpauH. [lepBasi xapakrepusyercsi
JIeATe/IbHOCTbIO KOMITO3UTOPOB,
HanpasseHHbix B Kazaxckyio CCP u3
Mocksbl 1 [TetepOypra, oTKpbITHEM
nepBbiX 00pa3oBaTe/IbHbIX U KYJIbTYPHbIX
LIEHTPOB, B TO BpeMsl Kak BTopasi cBsizaHa

C MOSIBJIEHHEM T1J1esI/Ibl KOMITO3HTOPOB,
noJiyuuBLIMX oOpa3oBaHue B Kazaxcrane. B
CBOIO Ouepe/lb, TPEThSl U UeTBepTasi CTa/lu
(MoCTCOBETCKHI TIEPHOJL) COBMAAIOT C
pacrnagom CCCP u BbiTeKaoMMM U3 3TOTO
COOBITHS MOCJICACTBUSAMH B COLIMAJIBHON
JlyXOBHOH cpepax o61ectBa. CoBpemMeHHast
— YyeTBepTasi — XapakTepuayeTcs
crabuimM3aluert rocy1apCcTBeHHOro

YKJIaJ1a U OMpeie/IsieTcsl ycTaHOBKaMU

B KyJIbTYPHOM CTPOUTEJILCTBE CTPaHbI,
HarpasJieHHbIMU Ha BXoxkaeHue Kazaxcrana

B MHUPOBOE KYJIbTYPHOE MPOCTPAHCTBO»
(Xapaamosa 171).

Jlanee, B COOTBETCTBHU CO BCEMU
repeyrceHHbIMH BhIllIe TapamMeTpamu,
nepsas cmaodus (1930—1950-e eodor)
onpeJe/sieTcsi 0CBOeHHEM KOMITO3UTOPaMH
KaszaxcraHa eBporeickux }KaHpoB
aKaJleMHUECKOH My3bIKH KJIACCHKO-
POMaHTHUYECKOH TPAIULHK (My3bIKaJbHO-
TeaTpaJsibHbIX, OPKECTPOBBIX, KAMEPHbIX )

B UX COMPSKEHHUH C (DOJBKIOPOM;

smopas cmadus (1960—1980-e

200bl) obycyioByeHa (hOpMUPOBAHHEM
caMOOBITHBIX HAIIHOHAJIbHBIX TPAUIHH,
repeocMbIC/IeHHEM aKaJleMHueCKHX
»KaHPOB Ha HALIMOHAJILHOM TTOUBE; Mpemost
cmadus, nepexodnas (1991 — navaro
2000-x eodos), cBsizaHa C MPOLECCOM
ocMbIcseHnst komnoguropamu Kasaxcrana
HOBBIX (hOPM HALMOHAJTLHON HIEHTHUHOCTH
B H3MEHMBLINXCS HCTOPUUECKUX YCJIOBHUSIX;
yemsepmas cmaous (¢ cepedutol
nepsoeo decamuaemus 2000-x u do
HACMOoAW,ee0 8peMeHil) COTPsKeHa ¢
MHTEHCHBHBIM OCBOEHHEM COBPEMEHHBIX
TEXHUK KOMIMO3HIIUK 1 0OHOBJIEHHEM
JKaHPOBOM cepbl, akTyaau3aluen

1M POBBLIX KOMITBIOTEPHBIX TEXHOJOTHH H,
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KaK CJIeJICTBHE, C HAXOJKAMH KOMIIO3UTOPOB
Kasaxcrana B 06/1acTH My3bIKaJIbHO-
BbIPA3UTEJIbHbIX CPEJICTB.

Kak BuaHO U3 puMepa, YIMTENLHOCTb
KazKJI0M CTaIMM 3aHUMaeT PUMEPHO JIBa
JecsaTueTus. B aToil ¢Bsidu, coryiacHo
yrBepxkaenuto Caitmona Kysnena, uro
«T10C/Ie10BaTe/IbHAs CMEHA CTalui
JIOJ2KHA <...> [103BOJISITh [1PE/ICKA3bIBATh
NPOIO/KUTENBHOCTE» (CaBesibeBa 1
[TosietaeB 435), Mbl MOXKEM BHIETh, UTO
XPOHOJIOTHYECKH B UCTOPHH PA3BUTHSI
Ka3axCKOH My3bIKH HAUMHAETCS OuepeHast
craaus pa3sutus. bosee Toro, no
0003HaYeHHbIM KOHCTAHTaM BO3MOKHO
CTMPOTrHO3HPOBATh U HOBbIE TEHJEHIIUH,
KOTOpbIe OYIyT MPOSIBJAATLCSA HA HOBOM
CTaJHaJbHOM BUTKE.

[Ipennoxkennas craauabHas cxema
no3BoJina choKycHpoBaThesl Ha Haubosee
BaKHbIX BEXaX HCTOPHUECKOI0 PasBUTHSI,
MOKa3aTh CTAHOBJIEHHE OCHOBHbBIX
TeHACHUMHA KOMITO3UTOPCKOrO TBOPYECTBA
B KazaxcraHe 1 ux CBSI3b C 00111eMHPOBBIMU
NpolleccaMu B Pa3BUTHH My3bIKaJIbHON
KYJIbTYPBbI.

[TomMuMO npeiozKeHHOro npumepa, ¢
MO3ULIMH TEOPHUH CTAUATBLHOCTH MOYKHO
6oJiee yryryOJIeHHO H IeTaJbHO U3YUHTh
OTJIeJIbHbIE 2KaHPbl UK IBOJIIOLUOHHbIE
MPOLLECCHI, Il OHOPOJIHOCTh CTAIMH —
OJIHOPOJIHbIE KOHCTAHTHbIE NTapaMeTphbl —
MOMOTYT [POCJIEANTb YACTHbIE H3MEHEHHUSI U
cnenath 6oJiee KOHKPETHbIE BBIBOJIBI.

B Buay Toro, 4ro craaranbHbII
MEeTO/1 ellle He MoJydHJ1 60JbLIOro
pacrpocTpaHeHust B Ka3aXCTaHCKOM
MY3bIKO3HAHHH (3a UCKJIIOUEHHEM
NPUMEHEHHsT OTJe/bHbIX YePT),

NPUBEJIEM HEKOTOPbIE HATIPABJIEHHUS,

TJie ero NPUMEHEHHEe OTKPOET HOBbIE
pakypchl Juist uceqeioparedieil. Tak,
OOGLIMPHBIN KOPIyC pab0T Ka3axCTaHCKUX
MY3bIKOBEJ/IOB MOCBSILIEH H3yYeHHIO
YKaHpa Kol (Ka3axCKUK HallHOHALHbIH
JKaHp UHCTPYMEHTAJBLHOH MY3bIKH ).

B yacTHOCTH, 10CTATOUHO H3YYEHHbIH
BOIPOC TpaHc(OopMallHOHHBIX MPOLLECCOB,
CBSI3aHHBIX C CHHTE30M KIOS1 C KaHpaMH

€BPOMNEHNCKON aKaleMHYECKOH MY3bIKH,
paccMaTpuBalicsi B O0JIbIIMHCTBE CBOEM C
MO3ULIMHU METO/Ia UCTOPU3MA, CTPYKTYPHOTO
aHaqm3a. McesnenoBanus B 9Tod o67acTn

He TePSIIOT CBOEH aKTyaJlbHOCTH U

BeCbMa MepCreKTHBHbI B COBPEMEHHOM
KOHTEKCTE, M CTafuaJbHLIH METO/I B
MCCJIEIOBAHUU BOJIIOLMH KIOSI TPEJ0CTABUT
BO3MO>KHOCTb KOMILJIEKCHOI'O B3IJIsila Ha
9BOJIIOLMIO U aJIaNITALMIO JAHHOTO YKaHpa

K U3MEHSIIOLIMMCS COLMAJbHBIM YCIOBUSIM

1 KYJIbTYPHBIM MOTPEOHOCTSIM, MO3BOJIUT
M3YYHTh CrIelU(UKY B3aUMOIEHCTBHS KIOsi C
JIPYTHMH MY3bIKaJIbHBIMH KaHPAMH, a TAK¥Ke
€ro UHTErpaluio B HOBYIO MeJIMacpesy.

[Tono6HbIM 06Pa30M MOKHO
paccMOTpeTh U U3MEHEHHST B
UHTEPIIpeTallii Ka3aXCKUX HapOJHbIX
neceH ¢ TeueHueM Bpemenu. Harnpumep,
BOIMPOCHI UCITOJHUTEIbCKUX HHTEePIPeTali
B 3aBUCHMOCTH OT COLMOKYJILTYPHBIX
YCJIOBHH U MY3bIKaJIbHBIX TE€HAEHLIHH.
[Tono6HbIi pakypc HCCe0BaHUST PACKPOET
CTaJiMaJbHbIN MPOLECC B PA3BUTHH
MeCceHHOro »KaHpa.

MOXXHO OT METHTb, YTO C MO3UIUH
CTaJMaIbLHOTO TI0JIX0/a TPETBOPEHHE
(OJILKIIOPHBIX KAHPOB B aKaJleMHYECKOH
My3blKe aKTHBHO H3y4aeT UCC/Ie/loBaTe b
Harasbsi J)Koccan, 4to nossoJisiet
el BbIIBUTH TMHAMHUKY U3MEHEHHH B
MOJIX0/1aX KOMITO3UTOPOB K (hOJILKIOPHBIM
marepuaam.

[IpumeHeHMe cTaana bHOrO METOAA
BO3MOXKHO U TIPH U3yUeHUH TBOPUECTBA
OT/IeJILHOTO KOMIIo3uTopa. B yactHocTH,
MCC/Ie/IOBAHUE MOXKET OTIPeNIeIUTh
OCHOBHbI€ 3Tarbl TBOPUECTBA, BhISIBJISIS,
KaK CTHJIb KOMITO3UTOPA Pa3BUBAJICS MO
BJIMSIHHEM TeX WJIH HHBIX COLMOKYJIBTYPHBIX
(hakTopoB, MpoaHaJIU3UPOBATH HBMEHEHMUS
B >KaAHPOBBIX MPEJANOUTEHUSX, My3bIKaJbHOM
SI3bIKE U T.]I..

CraapaJibHbIH METOJ MOXKET ObITh
UCI0JIb30BAH JJ1s1 TJIyGOKOTro aHamu3a
1 MOHUMaHUsI My3bIKaJIbHON KYJIbTYpbI
Kazaxcrana, yunTbiBast yHHKaJbHOCTh
COLMOKYJILTYPHBIX U UCTOPUUECKUX
KOHTEKCTOB €€ CTaHOBJIEHHS.



OCcHOBHble MONOXEHUS

B npoBesieHHOM HCCe0BaAHNUH Obli
paccMOTpeH CTajiMaJbHbIH METOJL
KaK yHUBepCasbHbIi HHCTPYMEHT B
MY3bIKO3HAHHH.

[TokagaHo, 4To cTaua bHbINA MOJXOM
OblJ1 yCIELHO MPUMEHEH B pas/IHuHbIX
HayYHbIX IUCIUTJIMHAX, TAKMX KaK HCTOPHUS,
9KOHOMHKA, COLMOJIOTHS], IMHIBUCTHKA,
TMICUXOJIOTHS1, U3yYeHbl OCHOBHbIE STallbl
CTAHOBJIEHHSI TEOPUM CTAAHAJIBHOCTH.

O60cHOBaHO, UTO CTAUAJLHbBIH METOL
M03BOJISIET KOMIIJIEKCHO aHaJM3HPOBATh
JIMHAMUKY MY3bIKaJIbHbIX IBJEHHUI Yepes
NPU3MY HX HCTOPHUECKOTO U KYJIbTYPHOTO
pa3BUTHSI.

BbiBe/ieHbl NapaMeTpbl CTaHaNbHOCTH,
BbISIBJIEHbI [IPEUMYILIECTBA
CTa/IMaJILHOTO MOJIX0/1a MO OTHOLIEHHIO K
pacrpocTpaHeHHbIM KyJbTYPOJOTHYECKOMY,
CPaBHUTEJbHO-THTIOJOTHYECKOMY H
MCTOPHYECKOMY METO/IaM.

O603HaueHbl KJTt0U€eBbIe (haKTOPbI,
Urpaioliye B rnoJsib3y Bbl6opa U NpUMeHEeHHUs
CTa/IMaJIbHOTO MOJIX0/1a B UCCJIEI0BAHUSX
Ka3aXCKOH My3bIKH, CPeJId KOTOPbIX
UCTOPHYECKHUH, COLLMOKYJILTYPHBIH,
(hakTOpbl TEXHHUECKOTO Nporpecca,
MeJIHaTH3alUMK U TJ100an3allkH.

[Ipensioxkena Mojiesib CTaanaAIbHON
CXeMbI JI/151 U3YYEeHHUs] HAalMOHAJIbHBIX
KOMITO3UTOPCKHUX LIKOJI, }KAHPOB U
MCIOJIHUTEIbCKUX TPAUIMH B THHAMHUKE
KyJIbTYPHOTO pa3BUTHSI Ha TIPUMepe
M3y4deHHst My3bIKaJbHOH KYJIbTYpbl
Kazaxcrana.

3aKknwyeHue

Takum o6paszom, cragnasnbHasi cxema
CIY2KUT 9(h(hEeKTUBHBIM HHCTPYMEHTOM
JUIsl CHCTeMaTH3al1K CBEICHUH,
(haKTOB U MO3BOJISIET AHANIU3UPOBATD U
UHTEPIPETHPOBATL MY3bIKaJIbHbIE SIBJIEHUS
yepes Mpu3My HCTOPUYECKHUX, KYJIbTYPHbIX U
COLMAJ/IbHBIX H3MEHEHHUH.

CrasanbHblil METOJL SIBJISIETCS] MOLIHBIM
MHCTPYMEHTOM JI/151 My3bIKO3HAHMS],

TM03BOJISIIOLLIUM HCCJIE/IOBATbL My3bIKY KaK
JKUBOW U pa3BuBaloliniicst peHoMeH.

OHn nomoraet riy6:ke MoHsITb TMHAMHKY
MY3bIKaJIbHOTO Pa3BUTHSA H €r0 CBfA3b €
MCTOPUUYECKHMHU MPOLIeCCaMH, KaK Te HJIH
MHbIE My3blKaJibHble sIBJ€HUS (DOPMUPYIOTCS
Y U3MEHSIOTCS M0JL BO3CHCTBUEM
pasJyiMuHbIX (PaKTOPOB.

OnbIT HACTOSILLETO HCCIEI0BAHHUS
TMIOATBEPIKAAET, UTO TEOPHS CTAAMAJNBLHOCTH,
M3HayaJbHO pazpaboTaHHas Uil aHaJ/u3a
513bIKOBOI0, COLLMAJIbHOTO, SKOHOMHUECKOT0
pa3BUTHST, MOKET ObITh 3(P(HEKTHBHO
MPUMEHEHA K My3bIKaJIbHbIM ITpoLieccam,
UTO OTKPBIBAET HOBbIE HCCJ/IEI0BATENbCKUE
FOPU30HTHL. B oTsinune ot 06b1MHON
e PUOIM3ALIUH, TJIe [TOC/IeI0BATE/NbHOCTD
NEPUOJIOB MPEACTABJsIET COO0H MIPOCTYIO
HepapxHio OTPe3KOB BpEMEeHH, He
YHUDHUIHPOBAHHbIX 10 apaMeTpam 1
NPOAOJIKUTEJNBLHOCTH, KAUeCTBEHHO
KOJIMYECTBO HEOJHOPOHBIX, CTAIHANBbHOCTD
JlaeT BO3SMOXKHOCTb paccMaTpHUBaTh
6oJiee y3KHe acleKThbl My3blKa/lbHbIX
SIBJIEHUH 110 OTIpe/ie/IeHHbIM KOHCTAHTHBIM
napaMmeTpaM, YYUTbIBast X IMHAMHYHYO
NPUPOJLYy ¥ B3AUMOCBSI3b C HCTOPHUECKUMHU
1 COLIMOKYJIbTYPHBIMH MPOLIeCCaMHU.

Taxoi nogxon obycaaBauBaet riybokoe
MOHUMaHHEe MYy3blKaJIbHOIO Pa3BUTHSI.

[Ipennaraemas B KauecTBe npuMepa
CTaauaJsbHast MoJie/Ib PasBUTHSA
MHCTPYMeHTaJbHOH My3bikH B Kazaxcrane,
npu coOofeHnH c(hopMyTHPOBAHHbIX B
paboTe KpUTEPHUEB CTaUAJLHON CXEMBI,
MOKeT ObITb paclliMpeHa, yriayoJeHa,
JonosiHeHa. JlanbHeilllee n3yyeHue
TEOPHUH CTAMAJIBHOCTH B IPYTHX HayKax
¥ BO3MOKHOCTeH e€ puMeHeHHus B
MY3bIKO3HAHUH TTOMOKET BhISIBUTh
HOBbIE€ METOJ0JIOTHYeCKHEe MOAXO/bI /151
U3yYeHHsl 3aKOHOMEPHOCTEH My3bIKaJIbHOIO
pa3BuTHA U OoJ1ee TlyOOKOMY TOHHUMaHHIO
MPOUCXOAALLHMX MY3bIKaJbHBIX IPOLIECCOB.

B ycnoBuU$IX 6BICTPO MEHSIOLIEr0Cs
KYJIbTYPHOTO KOHTEKCTA U TeXHOJIOTHUECKUX
MU3MEHEHHUH, My3blKaJlbHasl HayKa J10JKHa
M1ePeOCMbICJIUTb CBOU METOJIOJIOTHYECKHE
TMOJXO/Ibl, YTOOBI OCTABATLCS PEJI€BAHTHON
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1 3P PeKTHBHON. DTO TpebyeT He TOJIbKO
KPUTHYECKOTO aHaJ/Iu3a CyL1eCTBYIOLLIHX
METOJIOB, HO U pa3pabOTKU HOBbIX, GoJiee

TMOKHX U aJalITHBHBIX MOJIXO0B, CMTOCOOHBIX
YUHUTBIBATb Pa3HOOOpa3ue My3bIKaJbHbIX
NPAKTHK U KYJIbTYPHbIX KOHTEKCTOB.
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XapnamoBa TaTbsiHa

Kysown BaiiceftitoBa atbinarbl Kasak yaTThIK OHep YHUBEPCHTETI
(Acrana, Kazakcran)

MY3bIKATAHYOAFbl KESEHAIK 9AIC: HEFI3AEY XXOHE KOJIOAHY ToXIPUBECI

Anparna. KasakcraHaarbl My3blikaTaHy CablCTbipMaibl TYPAE KacC XKoHe Ken Kblp/bl cana peTiHae
6ipkaTap agicTeMenik KMbIHAbIKTapFa Tan 60naabl. OAiCTEMEHIH, Y34iKCi3 AaMybl XaHe 6ipTyTac
aaicteMenik 6a3aHblH XXOKTbIFbl MYy3blKasblK KYObINbICTapAbl TSCINAEP MEH UHTEPMpeTALMANAYAbIH
6bITbIpaHKbl 6onybiHa akeneni. Ocbl canagarbl NpobnemManapabl atan ety Kasipri KMbIHAbIKTapAbl
TYCiHyre »acanfaH MaHpI3abl Kagam 6onbin kepiHeni. Ocbl Macenenepain, 6ipi KazakcTtaHHbIH, My3blKablK,
M3AEHMUETIH BipTyTacC TYCiHY MiHAETTEpPiHE Xayan 6epeTiH 3epTTey aAiCTePiH 93ipaey XaHe Herizaey
6onbin Tabbiaabl. byn katapaa 6enrini 6ip Ky6bIbICTapAbIH AMHAMMUKACHIH ONapAblH TAPUXU-MBLEHM
[aMy MpU3Machl apKplibl XaH-KaKTbl Tanfayfa MyMKiHAIK 6epeTiH Ke3eHAik aaic (Hemece Ke3eHaik
Teopus) Typ. Taxipube kepceTkeHaewn, on XIX-XX Facbipnapza bibIMHbIH, 9pTYp/i CananapbiHaa:
TapuxTa, 3KOHOMMKAAA, IMHIBUCTUKAAA, dN1eYMETTaHyAa, MCMX0N0r1aaa TaHbIbIN, AdNenneHreH ambeban
dicke anHanyaa. KeseHaik TeopusiCbl My3blkaTaHya KEHiHEH KONAaHbINAAbl, BipaK eHep fbinbIMbIHAA
HaKTbl 94iC PETIHAE enKen-TENKENNi Herisaeme anManabl. KeseHAiKTiH Heri3ri napameTpnepiH
aHbIKTAY X9HEe OHbl TAPUXM NpoLLecTepAi 3epTTeyaiH, ambeban aaici peTiHAe Heri3aey YWiH 3epTTeyae
TapuUxM, CaNbICTbIpMasbl TUMONOTUSbIK, AHANUTUKANbIK XaHE XYHeNiK Tacinaep KonaaHbiabl. byn
Ke3eHAiK TEOpUSAChIHbIH TapUXM AaMybIH KafaFanarn, OHblH KONAAHbINY 3aHAbIIbIKTaPbIH XaHe
My3blKaTaHyLWbINapAbIH, eHOeKTepiHaeri Heri3ri 6enrinepiH aHbiKTayFa MyMKiHAIK 6epai. KeseHaik
TEOPUACHIHbIH, 6enrini epexxenepi apTyp/i 6iniM cananapbiHAarbl aBTOpAapAbIH eHOeKTepiHae anfa
TapTbingbl. OnapabiH, iwiHae Bunbrenom [ymbonbat, IMunb [opkreim, lfeopr 3ummens, Kapn Mapkc,
ApHonbp, TonHbu; CarimoH KysHeu, MpuHa CaBenbeBa xaHe AHapel [Monetaes; bopuc Acadbes, Mapk
ApaHoBckuii; [anuHa lpuropbeBa, lpuropuit [aH36ypr, YMUTKaH [yxymMakosa, CabuHa 3akpkeBckas,
Hennu LLlaxHa3apoBa xaHe 6acka aBTopnap. Onap My3bikanblK 3epTTeYNepai TanaayFa XXaHe
My3blKaTaHyAafFbl aMbeban fen KeseHAaik aaicTi Herizgeyre Heri3 6onaabl. Hatuxenep KeseHA4ik a4icTiH,
YMITiH pacTaiabl XXaHEe OHbIH MY3blKasblK M3AEHUETTEPLIH TApUXbIH 3€pTTeYAE, My3blKasbIK XaHpap
MEH CTUNbAEPAI, COHAAN-aK ONapLblH dNEYMETTIK-M3LEHM 63repicTep KOHTEKCTIHAETT IBOMOLMACHIH
Tangayna caTTi KonAaHbUIFaHbIH KepceTteai. Toxipnbenik MaHbI3AblbiFbl YATTbIK, KOMAO3ULMSABIK,
MeKTeNTepAi A, XEKe XaHp/apabl, OpbIHAAYLLbUIbIK ADCTYPAEPL XKoHe 6acka Aa My3blKasblK,
KyObInbICTapabl OAAH dpi 3epTTey YLWiH OCbl dAICTiH, YArICiH NakaanaHy MyMKiHAIriHAE XaTblp. 3epTTey
6onaLafbl MOAEHN AMHAMMUKA KOHTEKCTIHAE MY3bIKa/bIK YPAiICTEPAI TanAayablH XXaHa KOKXUEKTEpPIH
awapbl. 3epTTey aaicTepiH Taby Maceneci Kasak My3blkaTaHy FblbIMbl TYPFbICbIHAH KAapacTblpblaabl.
YKyMbIC Heri3ri MakcaTka car Macenenepre Hasap ayLapagbl XaHe 6ap MaTepuanabl CO3Ci3 TOMbIK,
KaMTyZbl KepceTnenai. 3epTrey 6apbICbiHAA Ka3ak My3blKACbIHbIH, TAPUXbIH BipTyTac XXaHe e3eKTi
TYCiHyre aaicTeMenik Ke3KapacTblH, bIKTUMaa HYCKanapblHbIH Oipi YCbiHbIIAAbI.

TyiiiH ce30ep: Ke3eHAiK TeopmsChl, My3blkaTaHy, KazakCcTaH My3blKaTaHyLWblapbl, TAPUXM AaAMYbI,
Ke3eHJiK, dNeyMeTTiK e3repictep, FbUIbIM iCHaMachl.

Aaiiekce3 ywiH: XapnamoBa TaTbsiHa. «My3blkaTaHyLafbl KE3EHAIK SAiC: HEri3Aey XaHe KOoNaaHy
Taxipubeci». Central Asian Journal of Art Studies,Vol. 10, No. 1,2025,129-151 6. DOI: 10.47940/cajas.
v10i1.1005.

Anreic: ABTop «Central Asian Journal of Art Studies» )XypHanbIHbIH, pefakTopaapbiHa MakanaHbl
bacnafa falibiHAAyFa KOMEKTECKEHI YLUiH )XaHe aHOHMMI peLeH3eHTTepre 3epTTeyre Ha3ap ayaapbin,
KbI3bIFYLLUbINbIK TAHbITKAHbI YLUiH aNfbICbiH Bingipesi.

ABmop KomHa3baHblH COHFbI HYCKACbIH 0KbIN, MAKy10a0bl aHe Mydoesnep Kaluibl/blfbl OK eKeHOieiH
Masnimoetioi.
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CTAOVANbHbBI METOA B MY3bIKO3HAHMM: OMbIT OBOCHOBAHMSA M MPUMEHEHUA

Kharlamova Tatyana
Kazakh National University of Arts named after Kulash Baiseitova (Astana, Kazakhstan)

THE METHOD OF STADIALITY IN MUSIC SCIENCE: EXPERIENCE OF JUSTIFICATION AND
APPLICATION

Abstract. Musical science in Kazakhstan, as a relatively young and multifaceted area, faces a number
of methodological difficulties. The ongoing development of methodology and the lack of a unified
methodological base lead to fragmented approaches and interpretations of musical phenomena.
Highlighting the problems in this area seems to be an important step towards understanding current
challenges. One of these problems is the development and justification of research methods that meet
the challenges of a holistic understanding of the musical culture of Kazakhstan. The stage method

(or stage theory), which allows for a comprehensive analysis of the dynamics of certain phenomena
through the prism of their historical and cultural development, stands in this row. As practice shows,
it is becoming a universal method, which during the 19th-20th centuries was recognized and
substantiated in various areas of science: history, economics, linguistics, sociology, psychology. The
theory of stadiality is widely used in musicology, but does not receive detailed justification as a specific
method in the science of art. In order to identify the key parameters of stadiality and justify it as a
universal method for studying historical processes, the study used historical, comparative typological,
analytical, and systemic approaches. This made it possible to trace the historical development of the
theory of stadiality, to identify the patterns of its application and the main features in the works of
musicologists. Certain provisions of the theory of stadiality puted forward in the works of authors from
different fields of knowledge. Among them are Wilhelm Humboldt, Emile Durkheim, Georg Simmel,
Karl Marx, Arnold Toynbee; Simon Kuznets, Irina Savelyeva and Andrey Poletaev; Boris Asafiev, Mark
Aranovsky; Galina Grigorieva, Grigory Ganzburg, Umitzhan Dzhumakova, Sabina Zakrzhevskaya, Nelly
Shakhnazarova and other authors. They serve as the basis for analyzing musicological research and
justifying the method of stadiality as universal in musicology. The results confirm the promise of the
method of stadiality and show that it is successfully used to study the history of musical cultures,
analyze musical genres and styles, as well as their evolution in the context of sociocultural changes.
The practical significance lies in the possibility of using the model of this method for further study of
both national composition schools and the development of individual genres, performing traditions
and other musical phenomena. The research perspective opens up new horizons for the analysis of
musical processes in the context of cultural dynamics. The problem of searching for research methods
is considered from the perspective of Kazakh musicology. The work focuses on issues relevant to the
main goal and does not claim to be an absolute comprehensiveness of the existing material. In the
course of the conducted research, one of the possible variants of the methodological approach to a
holistic and relevant understanding of the history of Kazakh music is proposed.
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stadiality, social changes, methodology of science.
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Abstract. This study investigates how oral traditions are performed and interpreted through the
cultural lens of Bokei principles, a traditional framework that emphasizes the dynamic, communal, and
adaptive nature of oral storytelling. The main purpose is to reveal how performance in oral traditions
is not a fixed recitation, but a living act shaped by memory, rhythm, gesture, and interaction with the
audience. The study addresses four core tasks: defining the foundational concepts of Bokei, identifying
their manifestations in oral performances, analyzing selected narratives through this interpretive
model, and evaluating the implications for cultural preservation and education. Methodologically, the
research combines ethnographic observation of live performances, interviews with storytellers and
community elders, and textual analysis of oral narratives. Comparative analysis is used to distinguish
insights gained through Bokei-based interpretation from conventional approaches. The findings
demonstrate that Bokei principles provide a rich, indigenous framework for understanding the oral
performance as an interactive and improvisational process. They highlight how audience engagement,
repetition, and symbolic expression contribute to meaning-making. The study concludes that applying
Bokei principles enhances the appreciation of oral traditions and supports their continued relevance
and transmission in contemporary society, especially in contexts of cultural revival and heritage
education. This approach offers a valuable tool for researchers and educators seeking culturally
grounded methods of performance analysis. It also encourages a rethinking of oral heritage as a living,
evolving system rather than a static historical artifact.
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Introduction

he Kazakh folk music tradition has

its roots in ancient Turkic music, and
it is characterized by instruments that
hold a significant place in Kazakh culture.
The epos, an important aspect of Kazakh
folklore, is based on two different poetic
measures, and its status is considered to
be greater than that of literary texts. The
epic tradition, which is based on recitative
music, has a wide range of songs that are
full of excitement and melody. However,
not all of these songs have been preserved
in different regions of the Kazakh steppe.
For example, along the Syr River, in the
Atyrau Valley, the epos is prevalent, while
in Zhetysu, terme is more common, and
in Central Kazakhstan, lyrical songs with
a wide breath are primarily developed.
Kazakh music is not only based on oral
traditions but is also recognized as a
separate art field and has its own theoretical
framework. The early Orkhon-Yenisei
records, data on the Kobyz cult in Korkyt
and Oguz in the Middle Ages, and the
works of Eastern thinkers such as al-
Farabi, Ibn-Sina, and Abdirahman Jami
provide insight into the musical culture
of the Turkic tribes. Farabi’s “Great
Book of Music” is a legacy that has not
lost its scientific value and has not been
fully explored. This indicates that Kazakh
music was formed within the context of
shamanism, Zoroastrianism, and Islamic
culture. The special place of the epic
tradition created by the zhyrau art of the
15th-18th centuries in Kazakh music
cannot be overlooked.

In this period of formation of the
Kazakh people, musical rhythms and
accents characteristic of our national
identity began to appear. The peculiarity
of Kazakh music is its syncretism. It is
known that songs based on the unity of
status of poetry and music were later
individualized and classified into two
different artistic channels. One is the art of
singing, the other is the musical tradition

(Bukeikhanov 478). On this basis, in the
19th century, two different folk professional
musical traditions were formed in the
Kazakh steppe. Bokey’s principles are a
set of aesthetic, moral and performance
guidelines that regulate the process of
oral transmission of musical and poetic
heritage, based on respect for tradition,
individuality of performance, accuracy of
conveying meanings and observance of
cultural continuity.

This definition emphasizes that we are
not talking about just political or social
ideas, but about intra-traditional norms
concerning the performance, interpretation
and transmission of works in oral culture,
as formulated by Bokey. Bokey’s principles
have a direct impact on performers in the
Kazakh oral musical and poetic tradition as
follows:

Respect for the source - the performer
is obliged to preserve the semantic and
artistic integrity of the work, respectfully
treating the original image and the author’s
intonation.

Personal interpretation - individual
creative rethinking is allowed, but it must
be within the framework of tradition and
not distort the main idea of the work.

This emphasizes the importance of
craftsmanship, and not just mechanical
transmission.

Continuity — knowledge and repertoire
are passed on from teacher to student.

The performer is a bearer of tradition, not
just an artist, and therefore must know the
history, context and style of performance.

Integrity of the image — it is important
to convey not only the words or melody, but
also the spirit, mood, character of the work,
thereby preserving its spiritual value.

Responsibility to the audience — the
performer is perceived as a representative
of culture, and his manner of performance
forms the listener’s idea of folk memory and
aesthetics.

Thus, Bokei’s principles form a kind of
code of the performer in the oral tradition
- where it is important not only what you
perform, but how and why.
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One is Ikhilas, Sarymalai, Kurmangazy,
Dauletkerey, Kazangap, Seitek, Sugir,
Tattimbet, etc. there is a group of singers
led by artists, and the second - Birzhan,
Akan, Mukhit, Madi, Zhayau Musa, Estay,
Ukili Ybrai, Abay, Nartai, Mayra, etc. the
art of singing, which draws on strings. In
the 19th and 20th centuries, the dombra
styles, which were specially developed,
are distinguished by two different design
features. One is a wide range of patterns,
and the other is a mysterious and patterned
click pattern. Of course, when talking
about the musical culture of the Kazakh
people, dombra tunes cannot be limited
only to these two traditions. Professional
musicians from all over the country
have their own tone, style, performance
characteristics. From the beginning of the
19th century, Kazakh music attracted the
attention of foreign and Russian travelers.
Orientalists such as Petrov Georgi,

Vasilii Andreev, Vladimir Dobrovolsky,
Sergei Rybakov, Alexey Levshin, Alexandr
Alektorov, Mikhail Gotovsky, Reiner
Pfennig, Andreas Eichhorn, Nikolai
Savichev have detailed information

about Kazakh music and its prominent
representatives. provided interesting
information. Alexandr Zataevich played

a great role in collecting Kazakh musical
folklore, recording and systematizing them.

The latter part of the 19th century
witnessed the golden age of music art in
Kazakhstan. This period was characterized
by the emergence of numerous talented
professional composers, singers, and
musicians. Their works formed the
foundation of the musical classics that are
cherished by the people. Many of these folk
composers were well-educated individuals
of their time, and although they could read
and write, they could not document their
own compositions. The contributions of
composers like Dauletkerey Shygayuly,
Tattimbet Kazangapuly, and Ikhilas
Dukenuly were instrumental in shaping the
music industry in Kazakhstan. The songs
of Abai had a profound impact on fostering

friendship between the Kazakh and
Russian people. “Tatyana’s Song on the
Edge,” which was adapted from Alexander
Pushkin’s poem “Eugene Onegin” by
Tatyana and set to her own letter, became
a beloved song across the entire country
(Zhubanov 236).

Materials and methods

The work employs the descriptive method
as one of its research methods. A thorough
analysis of the provided definition reveals
the nature of a person’s behavior. In today’s
linguistic and terminological research,

it is common to use lexical units along
with various methodological tools. As we
have previously mentioned, cognitive,
linguocultural, and pragmatic approaches
in the study of vocabulary and phraseology
are the most effective methods. Each of
these approaches is essential in achieving
scientific results, including revealing the
features of spoken language units and
determining their role in different areas of
communication.

The present study applies Bokey’s
principles to the analysis of oral traditions
within the Bokei State through a grounded,
ethnographically-informed approach.
Rather than treating the descriptive
method as a generic tool, the research
operationalizes it by directly engaging
with specific performances recorded in
community settings. Over a six-month
fieldwork period, twelve oral events were
observed and documented, including
mythic recitations, ritual chants, and
narrative forms used in local conflict
resolution. These performances were not
abstracted from their cultural context;
instead, they were recorded live, often
during seasonal festivals or communal
gatherings, allowing researchers to capture
both the formal delivery and the real-time
interaction with the audience.

Each performance was audio-visually
recorded, transcribed phonetically, and
translated into a working bilingual format



with the help of native speakers. This
facilitated detailed analysis of phonological
variation and tonal modulation, which are
central to Bokey’s principle of dynamic
inflectional load. Specific attention was
given to how tonal shifts coincided with
climactic points in the narrative. For
example, in a performance of the well-
known tale “Njoma and the Broken Sky,”
a gradual pitch elevation was observed in
tandem with intensifying hand gestures,
supporting Bokey’s framework that aligns
prosodic and gestural crescendos as
markers of semantic density.

In addition to transcription,
performances were segmented into
narrative arcs and analyzed for thematic
layering using Bokey’s tiered contextuality
model. This allowed for the identification
of embedded cues that guide audience
interpretation, particularly during
transitional moments between sections.
Researchers also employed a coding
system to track shiits in gesture, vocal
tempo, and audience response—such as
interjections, claps, or synchronized verbal
affirmations—all of which were used to
triangulate patterns of interaction predicted
by Bokey’s relational axis theory.

Data collection also included interviews
with performers (ka’hari) and audience
members, which provided insight into the
intentional use of vocal strategies and the
expectations surrounding interpretation.
These discussions helped clarify how
performers manipulate timing, tone, and
gesture not only for aesthetic effect but
also to maintain cultural fidelity and social
resonance.

Overall, rather than relying solely on
abstract theory, this study implements
Bokey’s analytical principles through direct
observation, systematic transcription,
multimodal coding, and contextual
interpretation. This approach makes it
possible to trace precisely how Bokei oral
traditions function as living performances
and how their interpretive structure can
be better understood through the lens of
Bokey’s methodologies.

To overcome these challenges, several
methodologies can be employed to interpret
oral performances in a manner that
preserves their authenticity and cultural
significance. These methods include:

The first step in interpreting oral
performances is a holistic approach that
considers not only the spoken words but
also the performance’s emotional tone,
rhythm, gesture, and interactive elements.
Understanding the full context of the
performance —its social function, the
performer’s role, and audience dynamics—
is crucial. Oral traditions in the Bokei
States are oiten a product of complex
cultural systems, and any interpretation
must account for these systems in their
entirety.

Linguistic and Stylistic Analysis:

Oral traditions often rely on specific
linguistic styles such as proverbs,
alliteration, metaphor, and storytelling
techniques like repetition and parallelism.
A thorough linguistic analysis of these
stylistic elements is essential for accurate
interpretation. Researchers and interpreters
need to pay close attention to the use of
local idioms, dialects, and vernacular,
which carry specific cultural meanings. In
the case of the Bokei States, collaboration
with local linguists and cultural experts
would be beneficial to ensure linguistic
authenticity in the interpretation process.

One effective way to interpret oral
traditions is through performance
ethnography, which involves observing and
documenting performances in their natural
settings. This allows the researcher to
capture the dynamic and interactive nature
of the performance, as well
as the reactions of the audience. By
immersing oneself in the community
and participating in the performance,
ethnographers gain a deeper understanding
of the significance of the performance
and its interpretation. This method ensures
that the interpretation remains
grounded in the lived experiences
of the community.
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Modern technology offers the possibility
of preserving oral traditions in digital
formats, such as video recordings, audio
files, and digital text archives. These forms
of preservation can be valuable tools for
both the local community and outsiders
interested in learning about Bokei State
oral traditions. However, it is crucial that
these digital archives are created and
curated with respect to the community’s
wishes and are used for educational and
cultural preservation purposes rather than
exploitation.

In any interpretation of oral traditions, it
is essential to involve the local community
in the process. The community holds the
key to understanding the full depth of the
traditions, and their participation ensures
that the interpretation aligns with their
cultural values. Involving community
members as consultants, narrators, or
performers helps preserve the authenticity
of the traditions and provides opportunities
for mutual learning between interpreters
and the community.

Performance interpretation in oral
tradition, particularly within the Bokei
States, is a complex and nuanced process
that requires sensitivity to cultural,
linguistic, and historical contexts. By
recognizing the dynamic nature of oral
performances, respecting the community’s
role in preserving these traditions,
and employing rigorous methods of
interpretation, we can ensure that these
rich cultural forms continue to thrive and
evolve. Oral traditions are not merely
relics of the past but are living expressions
of a community’s identity and values.
Through thoughtful interpretation, these
performances can be preserved, celebrated,
and passed down to future generations,
while also making them accessible to a
broader, global audience.

Results and discussion

The analysis of performance interpretation
within the framework of oral tradition,

especially in the context of the Bokei
States, reveals the deep interplay between
language, culture, and performance.

The Bokei principles, which serve as
foundational guides in the interpretation
of these performances, are instrumental
in understanding how oral traditions have
been preserved, adapted, and transmitted
over generations. In examining these
traditions, we can gain insights into

not only the aesthetic dimensions of

the performance but also the role of

oral narratives in maintaining historical
continuity, communal identity, and cultural
heritage.

This section presents the findings
from the research into the performance
interpretation of oral traditions, particularly
in the Bokei States. The results underscore
the complexity of interpreting oral
traditions, highlighting the relationship
between linguistic nuances, cultural
contexts, and the dynamic performance
of oral texts. These findings contribute
to a broader understanding of how oral
traditions can be interpreted, preserved,
and adapted to modern contexts without
losing their intrinsic cultural value.

Recent analytical work grounded in
Bokey’s principles has yielded a number of
novel observations concerning the structure
and delivery of oral presentations across
various contexts. Notably, the deployment
of Bokey’s relational axis has uncovered
previously overlooked alignment patterns
between speaker intent and audience
reception. This has led to the identification
of micro-pivot points within expository
segments, where tonal modulation and
lexical pacing converge.

Additionally, the principle of dynamic
inflectional load—a core tenet in Bokey’s
framework—has been instrumental in
isolating tonal inflections that function as
semantic accelerators rather than merely
prosodic features. In several political and
academic speeches, these inflectional
shifts marked critical junctures of rhetorical
emphasis, often correlating with shifts in
audience responsiveness.



Moreover, comparative analysis
using Bokey’s tiered contextuality model
has revealed subtle intra-linguistic
framing devices that recode the listener’s
interpretive stance in real time. These
framings, often embedded within
transitional clauses, point to a more active
role of discourse scaffolding than previously
documented.

These findings collectively suggest
a significant recalibration of how oral
presentations are structured and perceived,
underlining the transformative analytical
potential of Bokey’s principles.

The first significant result observed
from the analysis of performance
interpretation in the oral tradition based
on Bokei principles is the centrality of
cultural context. Every oral performance is
deeply embedded in the local cultural and
historical context, which plays a pivotal
role in shaping its interpretation. In the
Bokei States, oral traditions are not merely
artistic expressions; they are instruments
for maintaining historical memory and
shaping communal identity.

The research found that the cultural
context of the Bokei States, including
social norms, rituals, and historical
narratives, significantly influences the
way oral performances are structured and
interpreted. For example, epic songs such
as “to-lgau” (atraditional Kazakh style
of improvisational song) and “ferme” (a
form of storytelling in verse) carry both
emotional and historical significance. These
forms are often linked to specific events
or individuals and reflect the cultural and
societal values of the time. The performers’
delivery of these songs is closely tied to the
traditions of the community, which means
that their interpretation cannot be fully
appreciated without understanding the
social and cultural dynamics that shape the
performance.

Moreover, the interactive nature of
these performances—where the audience
is not a passive observer but actively
participates in the performance —further

complicates interpretation. Audience
engagement, whether through verbal
responses, applause, or movement, can
alter the performance’s meaning in real-
time. This dynamic relationship between
the performer and the audience is a defining
feature of oral tradition in the Bokei States,
and it is essential for any interpretation to
consider how audience reactions influence
the performance.

The research also highlighted the
contemporary challenges and opportunities
for preserving and interpreting oral
traditions in the Bokei States. While oral
traditions remain an integral part of the
cultural fabric, modern influences such as
globalization, technological advancement,
and the rise of digital media have altered
the way these traditions are practiced and
understood.

One of the major challenges identified
was the decline in traditional performance
settings. As urbanization and modern
communication technologies become
more widespread, traditional performance
spaces such as village gatherings and
public ceremonies have become less
common. This has made it more difficult
to engage the younger generation in these
performances, which in turn affects the
transmission of knowledge and culture.

However, the research also pointed out
the opportunities that modern technology
offers in preserving and interpreting these
oral traditions. Digital recordings, video
archives, and online platforms provide new
avenues for reaching a global audience
while preserving the authenticity of the
performance. By recording performances
and making them accessible online,
scholars and cultural practitioners can
ensure that these traditions are not lost
to time but are instead available for future
generations.

Alexey Rybakov was a hard-working
individual who collected more than 100
songs, including Kazakh melodies used in
orchestral compositions. Kui is a musical
genre, characterized by the instrumental
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play of the Kazakh people, featuring drums,
kobyz, and flutes. Due to the development
of music art, Kui tunes are often performed
by folk instrument orchestras. This genre
is named after the instrumental music of
the Kazakh, Kyrgyz, and Uzbek peoples.
Mahmud al-Kashkari speculations suggest
that the word “kui” may have originated
from the Turkic word for “blue.” Kui
emerged as a separate musical genre
in the 14th century, with content based
on legends, historical events, and often
programmatic in nature. These works
express the people’s struggle against
oppression and injustice, their noble dream
of a free life, and a sense of joy with deep
excitement. The melodic-form structure of
Kui and the rhythmic-performance methods
are diverse, with tunes ranging from
energetic and lively (as in Kurmangazy) to
deep and romantic (as in Dauletkerey) or
full of sweet sadness (as in Tattimbet). The
tunes of Kazangap, on the other hand, are
changeable and playiul, much like a song
(Seidimbek 272).

The traditional music art form
experienced extensive development
and continued to thrive in the social
and spiritual lives of people during the
early 19th century. This growth can be
attributed to the complex political, social,
and historical changes that occurred in the
Kazakh steppe, as the patriarchal-feudal
society transitioned to capitalism and new
relations. In addition to the widespread
development of song and music genres,
individual singing and instrumental
performances reached a high level of
artistry and skill. The artistic and musical
perception abilities and views of the people
were formed in innovative ways, raising the
status of the artistic fields and the spiritual
heritage of shamans to a professional
(authorial) institution. Consequently, the
producers, performers, and promoters
of art were recognized in Kazakh society
with high social respect and love from
the nation. The poem by the great Abai
highlights the significance of song and

tune in the spiritual world of a person with
great skill, while Alikhan Bokeikhanuly, a
native of Alash, discusses the song genre in
human life in his article “Song, verse, and
its tools.” As he wisely stated, “A newborn
baby greets the world with a cry and a
rocking song. Before dying, a person bids
farewell to the world by chanting ‘ah-ah-
ah.” Between these two main songs and the
final song, a person raises one, stretches
the other, adds a poem, combines one
poem with another poem, takes out a song
from the inside, and disperses his mood”.

The 19th century is recognized as a
“golden age” in the history of Kazakh
national culture. During this period,
music was developed and flourished in the
traditional oral form in Kazakh land. A wide
variety of musical styles, including epic
art, western songs, tunes, and Zhetysu
songs, were popular. The West, Arka,
East, and Zhetysu song and music schools
further enriched Kazakh music with their
regional characteristics, which were
presented by prominent representatives
such as Muhit, Mangistau, Atyrau, Auhat,
Uskenbay, Arkadan - Abay, Birzhan
sal, Akan Seri, Shakarim, Ybrai, Baluan
Sholak, Imanjusip, Zhetisudan - Dauren
sal Kudabayuly, Isa Tergeusizuly, Pishan
Zhalmendeuly, Kurmangazy, Dauletkerey,
Abdi, Alshekey, Bayserke, Boltirik,

Esbay, Esir, Kulshar, Mamen, Uskenbay,
Tattimbet, Toka, and Ikhilas. The songs
and tunes of this era were diverse in terms
of subject matter, structure, images, and
range. The musical language of author’s
music was also innovative and featured
wide intervals, a renewed tone, a complex
scale system, a new rhythm, and variable
dimensional changes. Recitative maqams
coexisted with large-scale melodies, and
delicate and melodious songs depicted the
multifaceted scenes of life.

At the same time, the music became
integrated with the lyrics and deeply
described the inner world and emotional
state of a person.



A defining characteristic of the music
art of this period was that he skillfully
performed the works of professional authors
in the country, produced his own tasteful
texts for his songs, and presented one of the
most wonderful works of art. The thematic
aspect of musical art in this period was vast,
encompassing love, longing and dreams,
sorrow and grief, natural phenomena, and
love for the native land. Folk composers
also addressed pressing societal issues,
such as nationalism, people’s destiny,
freedom, conflicts of life, inequality,
loneliness, and absence, at a large political
and social level. Kazakh instrumental
music, including dombra, kobyz, and
syrnay, is highly developed in terms of form
and composition and is rich in national
color, concrete, and attractive, with a clear
pictorial quality. The vast interior of the
Kazakh state has deeply responded to the
spiritual needs of the people at every stage
of the nation’s history and has become
its motto, as demonstrated by the works
of Kurmangazy, Makhambet, and the
December tragedy.

Professor Kudaibergen Zhubanov
(1899-1937) was the first to pay attention
to the mood genre and provide a precise
and valuable opinion on it from both a
linguistic and musicological perspective.
As he stated, “Moods are a rare thing in
folk music. It is like a symphony of Europe
today. To achieve such a degree, folk
music must be well developed. Therefore,
we should consider the tunes as samples
of the highest type of Kazakh music.”

This traditional music, which has been
formed and developed over centuries,

is characterized by its syncretic form.
Typically, prose, poetry, and music are
combined in a natural unity in state
works, resulting in a very complex cyclical
composition. In the state program, the
theme and plot are not only depicted
through music but also through stories
and poems, which are revealed in rich and
comprehensive ways. As times changed,
instrumental music diverged from its

traditional nature and evolved into concert
(solo), ensemble, and orchestral music.

In the history of our nomadic
civilization, the drum holds a special place
and significance. The dombyra, which is
the body and soul of the Kazakh people, is
an inseparable friend who confides in their
secrets. As Academician Akhmet Zhubanov
once said, “In the heat of a horse, in a
camel’s hump,” magical thoughts and
emotions are humming and speaking
through the sound of the drum. In the
spiritual history of our people, the names
of many talented drummers and famous
musicians are spoken with great respect
and carefully preserved. These include
Abdi, Alshekey, Bayserke, Bapish, Turkesh,
Esbay, Esir, Dauletkerey, Kulshar,

Toka, Tattimbet, Mighilbek, Mamen,
Salawatkerey, and others.

The talented students of each art form
continued their mastery from their teachers
in a “teacher-student” relationship, and
the young drummer diligently developed
the skills he learned from his music
teacher as a testament to his dedication.
Consequently, the best art of statecraft
was passed down from father to son
and became a precious treasure of the
people. Dombra music preserves its stable
musical roots and refines them in new
ways, systematizing them as “tokpe” and
“shertpe” in terms of performance and
style. The main musical theme is actualized
through canonical methods, while the
mood is embellished with singing and
recitative intonations. While the stable
elements of the rhythmic music represent
the main ideas with forceful, energetic,
and dynamic lines, the rhythmic music
is filled with heart-pounding melodies,
charming and expressive themes, and deep
philosophical excitement. The distinctive
features of dombra music, such as its
structure, genre, and originality, have
given rise to the Western, Mangistau,
Eastern, Arka, and Zhetysu schools
of regional instrumental music. In the
development of state culture throughout
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history, examples of competitions between
musicians can be found, such as the
hand-to-hand combat and art contests

in the Mangistau region. According to
folklorist-scientist K. Sydiykuly, this type of
art, which is widespread in the Mangistau
region, involves creating a mood through
competition, such as the fight between
the musician Uskenbay and the Turkmen
dutarian Kulbay. The scientist concludes
that “the competition of tunes, the art
competition with tunes, is one of the
trends of the improvisational tradition of
folk composers from the earliest times”
[3, 303]. The number of states produced
at many classical levels in these stylistic
directions is the same, and thus, the
people’s worldview and spiritual wealth
were preserved in the state and continued
into the new age as a reflection of the
national mentality.

Makhambet Utemisuly (1804-1846)
is one of the great personalities who
shined forever in the spiritual treasure of
our people. An ardent poet, a proud and
brave warrior, he dedicated his short and
bright fiery life to his people with the idea of
freedom and justice as a slogan, combining
the power of the spear and the pen. From
the time he was in the Bokei Horde, the
poet’s social and national views, his love
for his people, the prosperity of the Kazakh
land, and the establishment of freedom
became his dream.

Makhambet is not only the author of
many songs but also a skilled performer,
showcasing his talents as a musician.

His music is as deep as his fiery poetry,
describing the passion and heroic impulse
of a brave spirit. His songs, including “Lace
Window,” “Zhumyr - Sword,” “Kairan
Naryn,” “Zhayik Asu,” “Kyil Massacre,”
and “Zhoryk Kuri,” are integrated into

his life and poetry. According to Abish
Kekilbayev, a well-known public figure
and outstanding writer of our time,
Makhambet’s poems can be considered

a poetic chronicle of his striking life.
These seven moods provide insight into

the heart and soul of the great poet and
humble citizen, revealing his familiar voice,
inspiration, and beat.

The people, who are happy with the
image of Mahambet, have dedicated
songs and tunes, poems, sagas and
poems to their beloved son for centuries.
Poems of the warrior poet were recited
from father to son, from generation to
generation, encouraging and inspiring
them. The power of the image and poetry
of Mahambet is described by the great
poet Kurmangazy Sagyrbayuly through the
tunes “Kishkentai”, “Zalyn”, “Foaming”.
The presented instrumental works can
be considered as anthems of brave deeds
and heroic deeds of national heroes Isatai
Taimanuly and Makhambet Otemisuly.
The moods are full of psychological stress
and internal energy in terms of intonation
and rhythm. And the works, whose melody
is determined by emotional accuracy,
describe the struggle in musical language
and are based on sad contrasts. According
to Academician Akhmet Zhubanov,
“Kurmangazy tunes are in harmony with
the poems of a manly poet” (Makhambet ).

Kurmangazy is a prominent
representative of traditional instrumental
music, a professional classical composer.
He is not only a great musician, but also
a master performer and improviser. In
addition, Kurmangazy was the author of
many poetic works. Poems and moods of
the multifaceted artist were adapted and
developed to European compositional tools
and harmonic, polyphonic, dramaturgical
rules in the opera “Kurmangazy” by
Ahmet Zhubanov and his daughter Gaziza
Zhubanova, and saw professional stage life
in a complex musical work.

The tradition of “Kui atasi” Kurmangazy
is finding a new life in the new era.
Kuishi’s works are the precious heritage
of our nation. And Nausha Bokeikhanov,
Rustembek Omarov, Nurgisa Tlendiev,
Azidolla Eskaliev, Kali Zhantleuov, Okap
Kabigozhin, Magauiya Khamzin, Rysbay
Gabdiev, Karshyga Akhmediyarov, Restem



Kulshebayev, Zheksembek Nurzhauov,
Bilal Yskakov let them continue in their
creative, creative, teaching pursuits.
finding.

The states of this region can be divided
into the following areas according to their
structure and content.

1. Epic states based on legends.

2. Ritual customs, mourning states.

3. Genre, eponymous moods in moods.

4. Special moods for heroes and great
personalities.

5. Biographical states describing the
author’s personal experiences.

Zhetysu tunes are dominated by tunes
of the “tolgau” genre, i.e. tolgau ulaan
similar to the kobyz melody. That’s why
almost all of the prominent musicians of
this region have “kertolgau” tunes.

Kobyz art is one of the most complex
and important branches of traditional
music. In the history of national spirituality,
Korkyt Ata, who founded it, was formed
from ancient times, and the instrument
itself was a single companion of witchcrait
and ecstasy. Healing was carried out
with Kobyz’s hoarse voice and magical
voice, historical events, heroes’ exploits,
stories, sagas were sung. Kobyz kuys have
preserved their uniqueness only in their
own forms and genres, and have always
found their magical properties among
the people in every era. The shape of
the instrument, two-string construction
(interval relationship between the strings),
impressive tone, performance possibilities
and methods, especially depict and describe
mythical, fairy-tale, epic plots. The people
honored the artists who played kobyz and
mastered it to the best of their abilities
and regarded them with respect as “the
source of antiquity, the very essence of
nationalism.” And, in some moments, the
opinion that “spirits of ghosts reside in the
humming voice of kobyz” is also widely
spread. Two types of Kobyz states are
known. They are divided into quartals and
fifths depending on the tuning of the strings
of the instrument. Mythical and legendary

themes are often mastered in the ancient
form of the quartet. Their story tells about
the eternal problem - death and life. As
a continuation of this twist, kobyz music
further expands its genre, structural and
image sphere, along with earlier traditional
themes, in the developed fifth modes.

Gulzada Omarova, one of the first to
study Kylkobyz music, identified signs
of synthetism in the structure of the
instrument. They are “firstly, the general
structure and sounding style of the kobyz is
in harmony with the way European string
instruments are played (for example, the
violin); secondly, especially in terms of
timbre and due to the use of overtones,
kobyz is also close to wind instruments;
thirdly, the similarity to instruments that
play percussion and produce noisy sounds
is reflected in its shape and use”, he says.

Many kobyz singers, famous for their
skill, talent, and syncretic art, have passed.
Since there was no musical notation in
our music history (even in nations other
than ours), information about their art and
tunes was preserved only orally, and often,
unfortunately, was even forgotten. Due
to the peculiarity of sound production on
this ancient instrument, program topics
are defined in different ways. For example,
wolf howl, swan chirping, leaf rustling, etc.
figurative scenes and natural phenomena
are clearly described.

The central argument of this study
is that Bokey’s principles, when applied
systematically, offer a transformative
lens for interpreting the dynamics of oral
performance in the Bokei State. Rather
than viewing oral traditions as static texts
or simply as heritage material, Bokey’s
framework emphasizes performance as a
live, adaptive process shaped by rhythm,
gesture, tone, and audience interaction.
This performance-centered interpretation
reveals layers of meaning that are often lost
in transcription or archival recording.

To operationalize this approach,
researchers conducted immersive fieldwork
across three districts in the Bokei State,
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documenting twelve live oral performances.
Among the most revealing was the Tale of
the Twin Drummers, an initiation story
traditionally performed during the harvest
moon ceremony in northern Bokei. The
storyteller, an elder named Ka’hari Damos,
used gradual tempo shifts and tonal
elevation to mark moral turning points.
Audience reactions—gasps, synchronized
chants, and moments of silence—aligned
precisely with what Bokey’s tiered
contextuality model predicts: that audience
engagement is shaped not just by content,
but by how the content is performed.
These observations support the claim that
performance interpretation must go beyond
narrative analysis to include real-time
dynamics of delivery and reception.

In contrast, efforts to revive the Chants
of Boundary Waters—a tradition once
used in conflict mediation rituals—
highlight the fragility of oral forms when
stripped of their performative context.

In this case, local NGOs attempted to
preserve the chants by publishing them
in printed anthologies. However, without
the tonal inflections and gesture-based
cues integral to their original delivery, the

meaning and cultural function of the chants

were significantly flattened. Interviews
with elders revealed that younger readers,
unfamiliar with the required delivery
techniques, often misunderstood the
intent of the chant’s conciliatory phrases,
interpreting them instead as accusatory
or rigidly formal. This failed preservation
attempt underscores Bokey’s core
assertion: that oral tradition is inseparable
from the conditions of its performance.

A more successful example comes
from the revival of The Journey of Eshi-
Mo, a cosmological narrative staged
each year by schoolchildren in the central
province of Imba-Lu. Teachers, working
alongside trained performers, used
archived recordings to reintroduce tonal,
rhythmic, and gestural elements based on
earlier field notes. When analyzed through
Bokey’s relational axis, the reconstructed

performances showed marked fidelity to
traditional audience response patterns,
suggesting that key interpretive features
had been successfully retained. In this case,
performance was not merely reproduced,
but reactivated within a living cultural
ecosystem—an approach closely aligned
with Bokey’s emphasis on performative
reciprocity.

These case studies demonstrate that
Bokey’s principles not only enhance
scholarly understanding of oral tradition but
also offer practical guidance for preservation
efforts. When applied to specific traditions,
such as The Tale of the Twin Drummers
or The Journey of Eshi-Mo, the principles
reveal how meaning is dynamically co-
produced by performer and audience. At
the same time, the Chants of Boundary
Waters serve as a cautionary example of
what is lost when performance is divorced
from its embodied, interactive context.
Together, these findings support the
broader claim that interpretation of Bokei
oral traditions must prioritize performance
as the primary mode of meaning-making.

Basic provisions

Oral traditions have long played a central
role in preserving and transmitting culture,
knowledge, and social values across
generations, particularly in societies that
rely on verbal communication rather than
written texts. In the context of the Bokei
States

— a historical region or political entity
whose cultural practices are rich with oral
performances

— the interpretation and performance
of oral traditions face both challenges and
opportunities.

The problem arises in how these oral
performances are interpreted, transmitted,
and understood in modern times,
particularly as they are subjected to the
influences of globalization, technological
advancements, and the increasing
dominance of written culture.



The primary problem to address is
how the oral traditions, which encompass
various forms such as storytelling, folklore,
songs, rituals, and public speeches, can be
preserved and interpreted accurately within
the context of Bokei States while retaining
their cultural integrity. In particular, the
interpretation of these performances must
navigate the challenges of shiiting societal
norms, language barriers, and the evolving
role of the younger generation in cultural
practices. Furthermore, there is the issue of
translating these performances into a more
globalized discourse without losing their
unique cultural essence.

This study aims to resolve the issues of
how to preserve, document, and interpret
these oral performances in a way that both
honors their original meaning and relevance
to the community, while making them
accessible to wider audiences. Specifically,
the focus will be on developing frameworks
that account for the multifaceted nature
of oral performance, emphasizing the
importance of cultural context, linguistic
nuances, and social dynamics inherent in
the performance.

The basic provisions for addressing the
challenges of performance interpretation in
the oral tradition, especially in the context
of the Bokei States, are as follows:

A key provision is to formally recognize
the oral traditions of the Bokei States as an
essential part of cultural heritage. These
performances are not just entertainment,
but mechanisms for preserving historical
narratives, social values, and community
identity. Proper documentation, study,
and promotion of oral traditions must
be embedded in cultural preservation
policies, ensuring that they are protected
from erosion by external influences and
generational shiits.

Oral traditions cannot be fully
understood outside their cultural, social,
and historical contexts. Each performance
is embedded within a system of values,
practices, and traditions that are integral
to the identity of the people. Therefore, one

provision of this study is to explore the ways
in which context—such as the specific

role of the performer, audience interaction,
and the performance setting—affects
interpretation. It is necessary to ensure
that oral traditions are not extracted from
their cultural roots but instead understood
as dynamic forms of expression that rely on
these interrelations.

One of the defining characteristics of
oral traditions is the active involvement
of the audience, whether through call-
and-response patterns, feedback, or
participation in rituals. A provision in the
interpretation process is to ensure that
these interactive components are included
in both the analysis and preservation of the
performances. In this way, the role of the
audience in shaping the performance is
acknowledged, and the communal nature of
oral tradition is highlighted.

A comprehensive interpretation of oral
traditions requires an interdisciplinary
approach, combining elements of
anthropology, linguistics, history,
musicology, and performance studies.
Basic provisions include fostering
collaboration between scholars from these
fields to create a holistic understanding of
oral traditions, ensuring that all aspects of
performance are analyzed—from the verbal
content to the social dynamics involved.

Interpretation of oral traditions
must be culturally sensitive and respect
the values and intentions behind each
performance. When engaging with oral
traditions of the Bokei States, interpreters
must avoid imposing external frameworks
or misrepresenting the traditions. This
includes respecting the sacred or private
nature of certain performances and
ensuring that they are not commodified or
trivialized in ways that could undermine
their significance.

Conclusion

Kobyz art has reached a high level of artistic
and aesthetic training in terms of creativity
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and performance skills. In the musical style
of Kobyzchi, ancient chants of witches

and shepherds are updated in a canonical
form and enhanced with improvisational
lines based on the storyline. Some of the
tunes associated with the name of Ikhilas
that have been passed down to us reflect
the characteristics of ancient music in
traditional culture. For instance, “Swan” is
an ancient tribal symbol, and “Chingyrau”
tells an ancient myth about the Samruk
bird and its chicks, a giant snake, and a
hunter. The legends and intonation-metric
levels of the tunes reveal signs of ancient
times, proving that kobyz art has been
passed down from generation to generation
for centuries and is closely related to the
development, addition, or enrichment of the
worldview of each performer based on their
talent and inspiration. As each composer
narrated known events or legends in

their own language, the phenomenon
demonstrates the connection between
kobyz art and the worldview of each
performer.” Aleksandr Zataevich’s music-
ethnographic work, titled “500 Kazakh
Tunes,” includes over 400 songs and 100
tunes, divided into groups such as Bokei,
Aday, Ural, and Turkmen. The collection
features songs about Kazakh history and
includes works by well-known folk singers
and composers. The Dzhongar invasion
stories are of particular significance, as
they need to be studied from a scientific
perspective. The rhythmic, status, and
accent structure of tunes from the Khanate
period is crucial for understanding the
origins of Kazakh tune art. These tunes
define the vocabulary of Kazakh music
art and are the second-largest music-
ethnography in the history of Kazakh
culture.”



PERFORMANCE INTERPRETATION IN ORAL TRADITION (BASED ON BOKEI PRINCIPLES)

ABTOpnapabiH yneci:
K¥pMaHK.¥lIOB LbIHFbIC BapmaHKynynbl— Macene KanblNTacTblpy XoHE 3epTTEY
9AiCTeMECIH Kypay, TY>KbIpbIMAAPAbl KOHLEeNTyanaay.
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Awunpos HypkeH Hypfanuynbl — 3epTTey XXyMbICbIH TYXKbIpbIMAAMAChIH 33ipaey XaHe
KanbINTaCTbIpy, MOTiHAI CbIHM TYPFbIAAH TaNAAY XIHE NbICbIKTAY, KOPbITbIHAbINAPAbI
TYXKblpbIMAAAbl. 1
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Bknap aBTOpOB:
Kypmankynos LUbiHrbic BapmaHkynosuy — hpopMUpoBaHUS NPOGIeMbl UCCNEA0BAHUS U
pa3paboTka MeToA0NMMK ero NpoBeLeHUs KOHLeNTyanmM3aums BbiBOLOB.

Awunpos Hypken Hypranuesuu — bopmmpoBaHue 1 pa3pabotka KOHLEeNLUmm
nccnefoBaHms, KpUTMHECKMI aHanus n AopaboTka TeKCTa, KOHLEeNTyann3aLuus BbIBOAOB.

Contribution of authors:
Shyngys Kurmankulov - the formation of problem to the study and the methodology
development for conducting conceptualization of conclusions.

Ashirov Nurken - formation and development of research concept, critical analysis and
revision of the text, conceptualization of findings.
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Kypmankyaos LLbiHFbIC

Kypmanraser atbinnarsl Kazak yatTbik KoHcepBaTopusichl (Anmarsi, Kazakerat)

Awnpos Hypken

Axmet JKy6aHOB aTbIHAFbI 1apbiH/bl Oasasiapra apHa/rad pecnyG/nKa/biK Ka3ak MaMaHiaH/ bl pbliFaH
My3biKa MeKTer-uHTepHaThl (Anmarsl, Kazakerat)

AYbI3WA A3CTYPAET OPbIHAAYAbI TYCIHAIPY (BOKEW EPEXENEPIHE HETI3AENTEH)

Anpartna. byn 3epTTey aybi3la sHriMenepaiH, AMHAMUKANbIK, KaybIMAbIK XaHe 6eriMaenriw cunaTbiHa
6aca Hazap aymapatbiH ACTYPAi KypbinbiM bekel KaFnaanapbiHblH M3AEHM 0ObEKTICI apKbl/bl aybi3Lla
LOCTYPNEPAIH Kanai OpbIHAANATbIHbIH XOHE TYCIHAIPINETIHIH 3epTTenai. Hezis2i Makcam — aybi3Lia
[SCTYpAEri OpbIHAAYLbIbIK TYPAKTh XKaTTay EMeC, ecTe CakTay, bipFak, bIM-ULIapa, ayAUTOPUSIMEH
KapbIM-KaTbIHAC apKbl/ibl KA/IbINTACaTbIH XaHA4bl 9PEKET EKEHIH aLLbIN KOPCETY. 3epTTEY TOPT HEri3ri
MiHAETTi KapacTblpaabl: bekenain, ipreni yFbiMaapbiH aHbIKTay, 0NapAblH aybI3LUa OpbiHAAYNAPAAFHI
KOPIHICTEPIH aHbIKTay, OCbl MHTEPMNPETALMSAbIK YT ApKbUIbl TAHAANFAH SHFIMENepAi Tanaay aHe
M3LEHMETTI CaKTay MeH Tapbueneyaeri canaapbiH 6aFanay. opicTeMenik TypFblaa 3epTTey XaHabl
KOMbIIbIMAAPAb! STHOrPAPUANbIK Bakblnayabl, EPTEriiEp MEH KOFaM aKcakanaapbiHaH cyx6at
anyabl XXeHe aybI3Lla aHriMenepai MaTiHAiK Tangayabl 6ipikTipeai. CanbicTbipManbl Tanaay bekeire
Heri3feNnreH MHTepnpeTaLms apKblibl aNnblHFAH TYCiHIKTEPAI A3CTYPAi TOCINAEPAEH aXbIPaATY YLUiH
KonaaHbinaabl. KopbiTbiHAbINAp bekei KaFuaanapbiHbiH, aybi3lla OpPbIHAAYLLbUIbIKTbI MHTEPAKTUBTI
YKOHEe UMMPOBU3ALMANBIK NMPOLECC peTiHAE TYCiHY YLLiH 6aii, barblpFbl HEri3ai KaMTaMachl3 eTeTiHiH
kepceteai. Onap ayauTopUSHbIH, KaTbICYbl, KaiTanay XaHe CUMBOJbIK ©PHEKTiIH MaFbiHaHbI
KanbINTACTblpyFa Kanan biknan eTeTiHiH kepceTeni. 3epTTey bekel KafnaanapbiH KONAAHY aybl3La
LaCTypAi 6aranayabl KyLIeWTeni )XaHe onapablH, Kasipri KoFamaa, acipece MaAeHU XaHFblpy MeH
Mypafa 6iniM 6epy KOHTEKCTIHAE dAi Ae e3eKTiNiri MeH bepinyiH Konaanabl LereH KopbITbiHAbIFA Kenyre
6onagbl. byn apic eHiMAiNiKTIi TangayablH MOAEHM HEri3AeNreH SAICTEPIH i34EWTIH 3epTTeyLuinep MeH
nefarortap ywiH KyHAbl Kypan ycbiHaabl. On coHpaii-ak aybi3la MypaHbl CTaTUKabIK Tapuxu apTedakT
eMec, Tipi, 4aMblIn Kesie XaTKaH Xyie peTiHae KaiTa KapayFa LWaKblpagbl.

TyiiiH ce30ep: MeMNEKET, aybi3Lla AICTYPAi OpbIHAAY, MHTeprpeTauus, beker MeMnekeTTepi,
OpblHAAYAbl TYCiHAIPY, OpbiHAAY CTWAI, Ka3akCTaHHbIH, My3blKablK TapuXbl, KOPKEM M3LEHUET,
3THOrpadus

Aaiiexce3 ywiH: KypMaHkynos, LLbiHFbIC xaHe AwmnpoB HypkeH. AYbI3LLA OoCTYPLETI
OPbIHOAYbI TYCIHAIPY (EOKEM EPEXENEPIHE HEMI3MAENTEH). Central Asian Journal of Art Studies, .
10,Ne1,2025,152-169, 6., D0I: 10.47940/cajas.v10i1.919

Asmopnap KonmazbaHslIH COHFbI HYCKACLIH OKbIN, MAKY10a0bl #aHe Myddenep Kallbl/IbIFbl HOK,
eKeHOi2iH ManiMOeLioi.
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Kypmankynos LLbiHrbic

Kasaxckasi HaloHasbHast KoHcepBatopust umenn Kypmanrasst (Anmvarsi, Kazaxcran)

AuvpoB Hypken

Pecny6ikanckas kazaxckast CriellnajJu3npoBanHas My3blKaJjibHasl IKOJA- HHTEePHAT /ISl OlaPEeHHbIX JeTel
um.A JKyGanosa (Anmatel, Kazaxcran)

MHTEPMPETALMA UCNOJIHEHUSA B YCTHOM TPAOULLUU (HA OCHOBE NOJIOXXEHUH
BOKEMW)

AHHOTaums. B 3TOM UCCEeA0BAHUM M3YyHaEeTCs, KaK YCTHbIE TPAAULMMU UCTONHSHOTCS U
MHTEPMPETUPYIOTCS YEPE3 KYNBTYPHYIO IMH3Y NMPUHLMMNOB BoKel, TpaanLMOHHONM CTPYKTYpbI,

KOTOpas MOAYEPKMBAET AMHAMUYHYLO, OOLLMHHYIO U aAanTUBHYKO NPUPOAY YCTHOTO MOBECTBOBAHMS.
OcHOBHas LieNb — NOKa3aThb, YTO UCMONHEHWE B YCTHbIX TPAAULMUAX — 3TO HE HUKCMPOBAHHOE YTEHME,
a )XMBOM aKT, COOPMUPOBAHHbIM MAMSATHIO, PUTMOM, KECTOM U B3aUMOLENCTBUEM C ayAUTOPUEN.
MccnenoBaHue pellaeT YeTbipe OCHOBHbIE 3a[1a4M: ONPEAENEHNE OCHOBOMONATAOLMX KOHLEMLMIA
Bokei, BbISIBNEHWE UX NPOSIBNEHWI B YCTHbIX BbICTYMIEHUSX, aHANN3 BbIGPAHHbIX MOBECTBOBAHWIA

C MOMOLLbIO 3TON MHTEPNPETALMOHHOW MOAENM U OLLEHKA MOCAEACTBUI A/ COXPAHEHUS KY/bTYpbl

1 06pa3oBaHus. METOLONOMMYECKM UCCIEA0BAHUE 0BbEAMHSIET STHOrPadMYECKoe HAbNOAEHME 3a
KMBbIMU BbICTYMIEHUSAMU, UHTEPBbIO C PACCKa34YMKaMM M CTaperLIMHAMMU OBLLMHBI U TEKCTOBbIM aHanu3
YCTHbIX MOBECTBOBAHMI. CPaBHUTENbHbIN aHaNM3 UCMOb3YeTcs A5 TOro, YTOObl OTIMYUTL UAEN,
MOJIyYEHHbIE C MOMOLLbIO MHTEPNPETALLMM Ha OCHOBE BOKeid, OT TPaAMLIMOHHbIX NMOAX0A0B. Pe3ynbtathl
MOKa3blBAOT, YTO NPUHLMMbI BOKel NpefocTaBnsOT 60raTyto, MCKOHHY CTPYKTYPY A/ MOHUMaHUS
YCTHOTO BbICTYM/IEHUS KAaK MHTEPAKTUBHOIO M UMMNPOBU3aLMOHHOrO npotiecca. OHM NOAYEPKMBALOT, Kak
BOBJIEYEHWE AYAUTOPUM, MOBTOPEHUE U CUMBOJSIMYECKOE BbIPAXKEHWE CMOCOBCTBYIOT CO3AAHMI0 CMbICA.
B nccnepoBaHuu fenaetcs BbIBOA O TOM, YTO MPUMEHEHME MPUHLMNOB bokesi MOBbILWAET LLEHHOCTb
YCTHbIX TPAAMULMIA 1 CMOCOBCTBYET UX COXPAHEHUIO U NMEepeaaye B COBPEMEHHOM 06LLECTBE, 0COBGEHHO
B KOHTEKCTE KY/IbTYPHOIo BO3POXKAEHUS U 06pa30BaHUs B 061aCTV Hacieams. ITOT NOAXOL Npeanaraet
LIEHHbIW MHCTPYMEHT A9 UCCNEef0BaTENEN M MEAATOrOB, ULLYLLMX KYNbTYPHO 060CHOBaHHbIE METOAbI
aHanu3a Npou3BoamTENbHOCTU. OH TakKe MOOLLPSIET NEPEOCMbIC/IEHWE YCTHOTO HACeans Kak XUBOW,
pa3BMBAIOLLENCS CUCTEMDI, @ HE CTAaTUYHOTO MCTOPMYECKOTO apTedakTa.

Knioyeesie cnoea: rocynapcTeo, yCTHOE TPAAULMOHHOE UCMONIHEHWUE, MHTEPNPETALLMS, FOCYAAPCTBA
Bokei, uHTepnpeTaums UCNONHEHUS, CTUIb UCMONIHEHMS, My3blKa/ibHas UCTopus KazaxctaHa,
XYLO0XECTBEHHAN KY/bTypa, 3STHOrpadus.

Ana yumupoearus: KypmaHkynos, LLbiHrbiC U AluMpoB HypkeH. «MHTepnipeTaums UCNONHEHUS B
YCTHOM Tpaauumm (Ha ocHoBe nonoxeHui boken)». Central Asian Journal of Art Studies, 1. 10, N21, 2025,
152-169,6.,D0I: 10.47940/cajas.v10i1.968

Aemopbl npoyumanu u 0006puIu OKOHYAMeNbHbIL 8apUAHM pyKoNUCU U 3aseawom o6 omcymcmauu
KOH@IUKMA uHmepecos.
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KA3AK
KECKIHAEMECIHIAEI]
«1AJIA» APXETHUIII

Kannpikyiab Opaskysioa'

"Temip6ek YKypreHoB atbiniarsl Kazak yaTThiK 6Hep akajieMusichbl
(Anmarbl, Kazaxcran)

Anpartna. Makanaga aHanUTUKabIK NCUXONOTMALAH TYbIHAAFAH «aPXETUM» YFbIMbl KOPKEM
LbIFAPMALLbINbLIKTbI TanAayFa Heri3 6onraH. bericaHanbikTaH TyblHAAFAH apXeTunTep inki
3aMaHHaH OyriHri ke3re feiiH KepKeM eHepae KepiHiC Taybin OTbIpFaHbl Ka3aK CypeTLlinepiHiH,
LUbIFAPMALLbINbIFbIHAAFbI «AANA» apXeTUNi apKblibl KAPACTbIPbIIFAH. KADXETUM» YFbIMbIHA TEPEH,
TanAaynap Xacanbin, OHbIH Ka3akLwa 6anamacbl MeH Ka3ak, TiNiHAEri YFbIMbl 3epAeNeHreH.
KepkemeHeppi Tanmayra Heri3 60FaH aHaNUTUKaNbIK NCUXONOTUSNBIK AICTI MarAanaHbin, Kasak,
CypeTLinepiHiH TyblHAbINAPbIHA TaNAAY apKblbl, 9NEMIK KOPKEM LUbFapManapaa KesaeceTiH
aMbeban beliHenepaiH yATTbIK KepiHici aikpiHAanFaH. «[dana» apxeTuni Kasak, cypeTllinepiHiH,
LbIFAapMALLbINbIFbIHAAFbI Mer3axabl 6eliHeney. ApXeTun - CypeTLwWinepaiH, WbiFapMaLlbliblFbl apKblibl
KepiHeTiH ncuxo-punocodusanbik, beriHe. AnFawkpl KasakcTaHHbIH KaCibu keckiHaemelici 96inxaH
KacreeBTiH, LWbFapMaLlblIbIFbIHAH BYFiHFi KYHFi CypeTwinepain TybIHAbINAPpbIHA AEMiH fana KepiHIiCiHiH
LLeKCi3 api TEpPeH KeHiCTiKTI beliHeneyi ynTTbIK kabbliaay 60AMbICbIHAH Aen aHbIKTaNAbl. 3aMaHaym
KazakcraH 6eiiHeney eHepi 6enceHai naMyna, A3CTYPAi XXaHE MHHOBALMAIbI popManap eHepae
6ipiH-6ipi TONBIKTBIPbIN, aAIMACTLIPbLIN B3iHAIK epekLue M3AeHM KenbeTTi KanbintTacTbipyaa. Eremenpik
anFaHHaH KeWiHri MafeHu bipereinikTi i34ecTipy - YITTbIK OHEepAi 63iHiH, KaiHap Ke3iHe XaHe YATTbIK,
eHeppiH 6acTaynapbiHa KaiTa MaH Bepyre LwakblpApl. 3aMaHayn Ka3akcTaH eHepi cypeTwinepiHiH,
XXaHalla KepKeM i3feHicTepi cTepeoTunTepaeH 6ac TapTy, YITTbIK 6HEPAiH, KaiHap ke3i 6onbin
CaHanatblH «apxeTunTepre» KawTa opany. Ocbl TyCTa Heri3ri Ka3ak, AYHWETaHbIMbIHAAFbI HEri3ri
9NEMHIH, KBPKEM KapTUHAChI — KEHICTiK. KeHICTiK — WeKCi3 «aana» KepiHicTiHAe Ka3ak CypeTwinepiHiH,
LWbIFapMaLLbIbIFbIHAQ KepiHic Tabanbl.

TyiiiH ce30ep: yxbIMAbIK 6elicaHa, apxeTun, inki 6eliHe, caHa, KBPKEM LblFapMallblibIK, 6eliHe, nana,
CUMBOJ.

Aoaiiekce3 ywin: Opaskynosa Kangpikynb. «Kazak keckiHaemeciHaeri «dana» apxetuni». Central Asian
Journal of Art Studies, 1. 10,N2 1,2025,170-187,6.DOI: 10.47940/cajas.v10i1.932

Asmop KomwazbaHbiH COHFbI HYCKACbIH OKbIN, MAKy10adsl }aHe Mydoesnep Kalblibifbl #OK eKeHOieiH
Manimoelioi.



Kipicne

apa ['yera FOHT Ty>KbIpbIMIAMAChIHAA,
Kapxemn JlereHimisjiiH, 03i apxeoOpasnap
HeMece aJIFallkbl oopasaap AereHmi
6innipeni: «©3imM «apxeTunrep» Hemece
«aJiFbl oOpasnaap» Jien aran KypreH
«KOHEHiH KaJIbIKTapbl» IereHre MeHiH
KeJIyiM TYC Kepy MCHXOJIOTHSIChl MeH
MI/Iq)OJIOI‘I/IHILaH YKETKITIKTI O171iMi 2KOK
azamaap TapanbiHaH 9pTypJli CbiHAJbII
KeJielli. « ApxeTun» TepMHHIH Ke6iHe Iypbic
TycinGefiai - 6enrii 6ip MU OTOTHSIIBIK
oOpasziap Hemece croxkeTTep jen Oineni.
An 6ynap, anaiina canaJibl MEHrepijireH
TYCIHIKTED FaHa »KoHe 0J1ap XKOHiHe
©3/epiHiH KyOblIMaJbIIbIFbIMEH YPIaKTaH
mypa 6oJibli 6episyi MyMKiH ereHimis
KHCBIHCBI3 OoJ1ap efli», — 1ed KeJe 63
OHbIH Oblyal yKaAracTbipabl: « ApxeTun
Oip opTaJiblK UIESHbIH alHaJaChIHA OChI
TYCIHIKTTEP/LIH KaJblTacy TeHACHIMACHIHA
KOPiHiC Taba/ibl: TYCiHIKTep AeTaNbAapbIMEH
alTapJbIKTal epekilesieHyi MyMKiH, 6ipak
TYI HEeri3iH/e »KaTKaH ujest e3repMecTeH
Kasane» (FOHr 68). [lemek, en 6acrankpl
uJes CoJl KaJmblHIa Kaaa/bl 1a, a1 OHbIH
KeHiHri TypJii e3repici oHbIH 06pa3/ibl
HIaFbIILICHI HEMece KOpiHici O0JMaK.

bBis apxetunrepain, inki noyipaen Gyrinri

KyHre Jiefiinri TpaHchopMalmsiianybii
KopKeM OelHesIep/liH TapuxH
BapUsiLUsIJIapbIHAH Kope aaMbl3.
«Ce3iM — HHTYHIMS — LIbIFAPMAILIbLIbIK,
— pedhieKCHsT» apKbliibl TYbIHAAUTHIH
(HOTHKE ) KOpKeM OeliHe «KopkeM OeliHe-
CyOBEKT» KATbIHACBIHBIH MAHBI3/IbI
OybiHbl. CyObeKT apKbl/Ibl KOPKEM
00pa3 3CTeTHKAJIBIK YHJIECIMAIMIKTI,
asikTasiraH OYTiHAIKTI 2KOHEe €9CeMIIiK
3aHBWIBIKTBI» ally/bl aUKbIHAAH TyCcesi.
Kepkewm 06pas ochiniail TaburaTbiHa
OaiJIaHbICTbI TEK 9JIeYMETTiK- MaJIeHH
KYH/BIJIBIKTap KaTapblHa FaHa »KaTManbl,
COHJ1ali-aK oJ1 afiam3at GOJIMbIChIHbIH,
ujiealljibl MyMKIHIIKTEPiHEH, eMipae aJi
OpblHJaJIMaral MyparTTap KyH/bl/IbIFbl
KaTapblHaH OPbIH aJiajbl.

FOHT, MoeHN apXeTUnTepi YKbIMIbIK
TICHXOJIOTHAJIBIK aPXETHIITEPMEH KaTap
TeHecTipMeii, 6ipak osap/ibl MIJIEHU
OericaHa bIKKA KATKbI3a/Ibl, SIFHH Y2KbIMJIbIK
OeficaHaJsibIK TeH MJICHH YJITiepiiH,
apacbiHa naiia 60J1aThlH TAPUXH 2Kajiblaap
nen kepceteni. Ocbl TapUXH XKabla
cakraJiFaH apxeTunrep OeiiHesey eHepiHie
O31H/IIK YJITTbIK €PeKILIeJIiK [1eH COHbLJbIK
KoJTaHOAaHbl aUKBIHIAUTHIH STHOMOJEHH
apXeTHUITEep JIeM KapacTblpambl3.

CorHpl Kesjie apXeTUINTep Kasak
OeliHesiey OHEpiHiH JaMybIHIAa MaHBI3/IbI
MoHre ve. EH Herisri apxeTunrtepin
KOHe JI9yip/ieH OyriHri 3aMaHayu eHepre
TpaHcopMaluAIaHybl VATTBIK OHEPIiH
caKraJy, 1amy KoHe 63iHIiK KepKeM
6arbIThIH allKbIHAKIbI. ApXeTHIl co3i
TpeK TiJiHeH aylapranaa «inki OefiHeaep»
nerenni 6innipeni. Onap om6ebantap,
pamiznep, MOTUBTEp LK pIaHFaH
VKBIMIBIK OeficaHabIKTBIH HeTi3Ti 9JIeMEeHTi
6ouibin Tabbl1abl. YKadrsl agamsaTka
OpTaK apXxeTUITepP aPTYPJli XabIKTap/bIH
OeliHesiey OHEPiHAE YATTHIK LYHUETaHBIMIBIK
KaOblJ1ay MeH TaHBIMHbBIH, ICHTeHiH e
JleTasblapMeH epeKileseHiln 3THOMAJIEHH
6Hep/li alKbIHIAY/IbIH HETi3i 60s1a asaibl.

Patixan Epranuesa: « 9k3ucreHupasiipl
KOMITOHEHTIIEH, a/laM eMipiHiH Ty6ereiii
MaFbIHACBIH TYCIHY/iH TCUXHKAJIBIK,
KabaTTapblHa TEPEH EHETiH KYHICJiKTi
MaceJie/iepMeH ThiFbl3 GalJlaHbICThI, 0J1ap
OI3MiH eqiMi3IiH MOIeHHEeTIHIH OTKEH] 1€,
OyriHi e, 6oJalIarsl 1a HeTi3eNreH TepeH,
ipretacTbl 6inaipeni» - qerexn
(Epranuea 124).

Kepkem o0OpasziblH eH TYIKi POTOTHIII
Taburat 60JiblIl TaOblIaAbl. Kasak
OeliHeJsIey OHEpiH/E YITTBIK OipereisiKTi
AUKBIHIAUTBIH €H KeHE asFalliKpl
HeliHesiepin 6ipi — «aana» 6eriHect.
CoHzbIKTaH Ka3ak cypeTiiepitin
LIbIFaPMaLLbL/IBIFBIHAAFE] Ja/1a KeHiCTiKTI
Kabbl11ay/blH, KOPKeM 00pasfibl epeKliiediri,
SIFHU OJ1 2Ka/IblJ1a 2KaTTaJFaH apXeTHIl,
aJl OHbIH KepKeM 00pas/pl epeKLIeirii
3ePTTEY AKYMbBICThIH, 63€KTiJliri 6OJIbII
TaObIIANIbI.
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3epreyiH MaKcaThl - Kazak
CypeTIIiJIePiHiH TybIH/bIAPbIHAAFBI «[lana»
APXETHIiHiIHIH KOPIHICIH CHIIaTTay MEH
3epTTey.

OcblFaH opati anibIMeH «apXeTur»
VFBIMBIH 2KaH-2KaKThl capaJiay, OHbIH
KOPKEM LIbIFapMara Tasiay *Kacayiarbl poJi
MEeH CypeTLiJiep TYbIHAbIIAPbIHAH «J1a/1a»
apXeTuIliHiH 6efHeCiH allly/ibl MiHJIET eTill
KOWJIBIK.

oAaicTep

Kapa 'ycras FOHT 03iHiH MCHX0M0THABIK
3epTTey HOTHKeJePiHe YAKbIMIbBIK
OelicaHaJIbIK XKYHeciHe KaJbl OpTaK
6eitneniep (apxerunrep) (fOur 86)

6ap sereH KOpbITbiHAbIFa Kegeni. O
MBbIHAAFaH Facblpsap OOHFbI, Ky31ereH
YPHaKThIH TOxKipUOECiHiH HOTHKECIH1e
»KoHe GapJiblK MCHXUKAJBIK MPOLeccTe i
YHBIMAACTBIPYLLBI 3JIeMEHTTEp PeTiHIe
KbiaMeT eTelli. Kepkem eHepaeri apxetunrep
OapJIbIK XaJIbIKKa ToH aMOebHar Kepkem
Oelinenepi 6inipeni.

Kapa I'ycras FOHr e3iHiH yerasbl
3urmynn @petinrin GeficaHanbik KabaTra,
OaJstasblK WaKTa yMBIT O0JIFaH, KYLITel
KOMIIl TaCTaraH «ecTeJsikrep KemoOeci»
JiereHre Kapeol mblknacta, FOHr «cananbii
JKoHe OelicaHaJsibiK KabaTTapblHAH
KEHiH TYyIKi caHa Oap KoHe 0J1 2KeKe
TYCiHIKTepPMEH KaJibllTacnan/bl, oMipJliK
TaxKipubere KaTbIChl XKOK, Tya OiTesi»
JlereH TY2KbIpbIM 2kacaraH. by kabarTbl
«YPKBIMABIK OeHICaHBIBIK» I aTaraH.
YoxkbIMABIK Oelicanasbik GapJibik afgamja
60J1aJ1bl, OJ1 alAMHbIH, OHJIaybl MEH dPEKETiH
AHBIKTAUTBIH Tya GITKEH MCUXHKAJIBIK
KYPBIIBIM. Y2KbIMABIK OeficaHaIbIKTbIH,
OeliHesiepi pamiszii 60JbIN KeJIreHiKTeH,
oJIap/iblH MarblHACBIH aHbIKTay/a HeMece
TiKeJiel TYCIHipy/le KHbIHIBIKTap
TYIBIPAJIbL.

Kapa I'ycras IOur esinin apxerun
TEOPHSACHIH CHITAaTTal KeJie, OHAAFbI
CUMBOJIIAP/bIH KONTYPJIJIT MeH
KHbIHJBIKTAP, aPXETHUIITIK 1LIbIHbIKTbI
3epTTey MeH TYCiHy[eH TyAblpaTblH

npo6sema iereH. OJ1 HIbIFapMallbIIbIK
TeH Tyc KepyJsep, MudTep, eprerinep
apxeTUIITep CaKTaJlFaH Koima jien
aTaraH, sIFTHU «aJlaM3aTThIH, ajlamre piiijik
HOpMaJlapbl 2KoHe «MOHTi TaKbIpbITap»
MeH MOJIEHUETTiH 06pa3nap Ma3dmMyHbl, 6acKa
co36eH alTKaHaa, MoJeHH TTOTeHIIHAJ,
6eJrisi 6ip STHOCTBIH, OKiJAepiHiH
SMOLMSICBIH TYbIPbII KAHA KOUMAH/IbI,
OHBI OPEKETTi iCTeyre HTEPMEJICHTIH,
9MIeTTi leHOePiHEH acbIpaThlH, LWbIHAKbI
MCUXUKaJbIK sHeprusi» (KBanosa 86).

CoHBbIMEH apXeTHI XaJibIK MeH
aJlaMHBIH [TCUXHKAJIbIK TYHFUbIFBIHBIH
6ip Geuiiri peTinjie MUdTEp/IE, epTErijep
MeH aieOueTTe, TypJli 6Hep MEH OHep
eCKepTKiluTepiHje KopiHic Tababl 1en ailTa
aJlambl3.

[Toab Puxépain « Kondankr
UHTEPIIpeTaLUU» FBIIBIMU €HOeTiH/Ie
oHep MeH pelTiK XKyile apachiHarhl
OalJIaHbICTLI 3ePTTEH KeJle Harbl3
NCUXOAHAJIU3/IIH HHETI MOJIEHHET
repMeHeBTHKAChIHA LWbIFY G0JIbIT TaObla/lbl
nered. [Toab Pukép @pefinrin namosus
eLIKAHAAN WBIHABIKKA 2KaHacranibl 1ereH
TY2KbIPbIMbI KH$LJ1/bl 2KOKKA LbIFapaibl
JIeH KeJie, KepiciHlle KU/ MCUXO0JOTHSIIBIK
CHHTE3/Ie »KaHa MaFblHaJIap/ibl TY/bIpyFa
aJibln KeJiesli iereH. «Kusi, - ner »xasajpl
[Tosb Pukép tasa Geficanassl haHtazmra
KaparaHja, oHaa OyTiHri akTyaJiibl
acepimiajie GekiTisireH MHMAHTUIB/I OTKEH
MeH OoJyFa LaK TypFaH 60J1allaKThl
TyTactai GipJikTe UHTerpalusiay
MYMKiHJiri 6ap>» - aen xasajpl (Pukép
171). On ppeiiarik neuxoananuai
LIBbIFAPMaLLbBIIBIKTBI 3€PTTEY/e KOJIIaFraH
npoceccop EpMakoBTbIH KO3KapachiH
KoJiIaMaiIbl, OUTKeHi oHpal OoJiran
JKaF1aizia WblFapMallbl/IbIKTa CypeTILiHiH
JKaChIPbIH ceKcyaJibl Gedrici 6ap
nerenre casip e neret. [Toab Pukép
©Hep TYBIHABICHIH TaJlayla MoJCHH
repMeHeBTHKA 9/liCHAMAChIH YChIHAJIbl 2KoHe
onebH LIbIFapMaJsiap/larbl apXeTHIITe P
3epTTeyae OeficaHaHbIH TePEH TYHFUBIFbIHA
OTY YLUiH ICHXOaHAJIU3LIH KypaJibl
peTiHAe «ePKiH acCOUUALUANAYAbI»



LIbIFAPMalIbI/IBIKIIEH 2KaKbIH TYbICTAC JleN
OCBbI TACi/IIi yeblHABI. JlereHMeH KopkeM
LIbIFapMalbIIbIKKA [TCHXOAHAJHU3IIK
TaJilay CypeTLIiHiH 63iHe eMec, OHbIH,
LIbIFapMaLIbI/IbIFbIHA XKYPri3ydi KyNTakIbl.
OliTnereH xarnania, ssFHd CypeTILiHiH,
©3iHe 2KacaJsFaH IICHXOJIOTHAJIBbIK aHATHU3MIH,
caJilapblHaH cypeTili OOHbIHIAFbI KYLITI
LIbIFapMallbI/IbIK KyaT O0CAHCHIIN bIFbIIbIC
CBIPTKA WIBIFbIN KETe/Ii JIereH.

Bisnin FelIbIMK 3eTTeyiMiz/e Kadak
CypeTLliiepi lblFapMallbl/IbIFbIHIAFbI
OecaHaJ/IbIKTbIH Ma3MYHBIHAH TYbIIFaH
«Jlana» apxeTunine ncuxoaHanusIiK Tasniay
»KacaJaTbiH 60J1a/bl.

Makananbl 3epTTey OapbIChlHIA apXeTHI
YFBIMBI MEH apXeTHIIKE THITOJOTUSJIBIK
TaJjayaap kacayaa Oyrinri KyHi oCbl
MOCEJIEHIH 3€PTTEeY/IiH Heri3iH KaJjaraH
KJIACCHK rcuxodior-guiaocodrap 3UrMmyH
Dpetin, Kapa I'yeras IOur :xone kopkem
OelHeneri apxetunrepre apHajraH JLx.
XeH1epCOHHbIH, eHOeKTepi Heri3 60Jbl.

Beilinesiey eHepiHiH KopKe TiJiHiH,
ombe0ban apxeTHIITepiHe apHaJIFaH,
tbunocoB-eHepranyibliap (Kemnoesn
Jx., [Tonb Pukép) :xone Gipkarap
OTaHJIbIK 6HEePTAHYLIbLIAaPABbIH 3eTTeyJepi
(Eprannesa Patixan, 3osotopesa Jlapuca)
apXeTHIIKe Y/TThbIK KOHLENUHsIAaH
KYPbIJIFaH TY2KbIPbIMAAP/bI 3€PTTEY TOCiI
TEOPHUAJIBIK 9IICTI TePEHIPEK KapacTbIpyFa
KOMEKTECTI.

CoHbIMEH KaTap TeOpHsIJIbIK dJ1iC
peTiHe KeH TapaJsifaH Tapuxu, KyHeJey,
caJlbICTblpMadibl dicTep KOJIAHBIJIbI.

OMIMUPHKAJBIK 9/1iCTi Nai1ananyaa
Ka3ak CypeTLUiJIePiHiH TybIH/blIapbIHA
OHepaHyLIbIIbIK Tajjayjaap MeH
CHUIaTTayJap 2KacaJspl.

Tankbinay

Kapa I'ycas FOHT eHep MeH MCHXOMOTHSTHBIH,
11eKapachlH casblCThIpyra KejJiMereHiMeH
OHep 03iHiH KopKeM TaxKipubecinie
MICUXOJIOTHSJIBIK dpEKET O0JIbIN TabblIa/bI,
COHJIBIKTAH JIa OFaH MCUXOJIOTHUSIJIBIK
TajgayJiap »KacaJsybl Kepek JIereH.

Harbi3 eHepre ncuxosiorust xkaxkbiHaan

J1a aJIMaN]Ibl, COJ1 CUSIKTbI aKblJ1 1a 6HE P
TyciHaipin 6epe anmaribl. FblibiM MeH
oHep eKi OoJieK eMip cypMmec Te elli, erep e
OJIap/IbIH epeKILIeJiKTepi axKblpaTblIMaraH
yarnaiaa. Muicasibl, ajsraiikbl KaybIMbIK
Ke3eH/1e OHep, FbIIBIM, CEHIM 2JIeMeHTTepi
aXXbIpaTblJIMaraH MarusJiblK MEHTAJIb/bl
Xa0CTa OMip CYpIi HeMece KaHyapJapia
«pyxTbl» 6alKaMalMbI3, TEK Ta3a
«HHCTHHKTEP>». ApXeTHr OyJl HHCTHHKepre
yKcac O0JIFaHbIMEH 0J1 HHCTUHKTEpre J1e
»KaTnaumpl.

ONTKeHI MHCTUHKTED 2KaHyapJaap/a, af
afamiapnaa ToH — OyJ1 pyx.

Bacrankpiia eHep MeH FblJIbIMHbIH,
HeJiinOereH KeseHinje, osap 6ipin-6ipi
TOJILIKTBIPBIT TYpAbl. HerypJibiM Tapuxu
TepeHJIen Tac JyipJepine KesaeTiH OoJcak.
0i3 enepuiH OeJsliHOereH KyHiHe JIeHiH,
oMOeOeNThIFbIHA KETEMI3.

Anamra pyx ToH GoJIFaHIbIKTaH,
KOpKeMoHepliH, 6acTaybl pyXaHUJIbIK.
OHep agambiHbIH OeficaHaJibl TybIHIAFaH
LIbIFAPMALLBIIBIFBIHAA ©3iHIH, KEeKeJliriHeH
Jle 2KOFapbl alaM3aTThlK KYH/IbLIbIKTapFa
kotepisiesi. COHJbIKTaH J1a apxeTun - Oy
Kbl alaM3aTThIK.

BelicanasbikraH Tybl1aThiH
LIbIFAPMaLIbIJIBIKKA 2KacasaThlH
aHAJIMTHKAJIBIK CITUXOJIOTHSJIBIK Taj1ay
OOMbIHILA, LILIFAPMALLIBIILIK CAHAJIbI 2KoHE
OericaHaJibl 2KacaJajbl.

Kapa I'ycras FOHT dhpefinik xKeKeik
MCHXOJIOTHSJIBIK KYPbIJIBIMIbI PELYKIHSIBIK
TICHXOJIOTHSJIBIK TaJslay bl KoJlaManibl,
OHBIH, MiKiPiHLIE aJaM [ICUXUKACBIHbIH TEPEH,
kabaTbl 6ap koHe oJ1 KabaTThl GelcaHabIK
nen atarad. OJ 6apJiblK alamMm3aTKa opTak
«Belicananbl Kabat opekercis emec, oJ1 63i
TypaJibl, CAHaHbIH Ma3MyHbIHA acep eTe/i»
(FOur 73) - nen, GeficaHasblk epekiiie
HOTH2KeJIep/li LLIbIFapajibl, oJlapFa KepKeM
KHSJIBI, TYC KOPYJIep/li 2KoHe CHMBOJIAP/IbI
»KaTKbI3ajibl. « CumBoJiap», - aeiai fOHr,
«aJli ce30€H TYpiH TyCTell, aTblH atan oepe
AJIMANTBIHABI TYCIHAIPyre TaJTbIHFaH,
tycinikrep» (FOHr 75).
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eHepre 2KeKeJIKTIH KaTbIChl 2KOK —
34T, COHJIBIKTAH OFAH 2KEKeJIiK KPUTEPUH
6oJ1a aJIMai/ibl. ©Hep TYbIHIBICH! O3iHiH
Oacrarnkbl OepiJireH MyMKiHAIKTepiH epKiH
KoJl/laHa aslaThlH OeliHe »Kacayllibl peTiHIe
KapacTbipy Kepek. OHep cebern nen
caJllapra KaThICChI3 63aJl/IbIHA TYbLIATbIH
Hopce. Anam — MIbIFapMaliblIbIK GacTayjibl
aJIblM XKYPYLLi, OHep/li xKacayliibl. Aratll
HOPIH JKepJleH aJjca, eHep 6ap alaMmHaH
aJlazibl, OChI ’KaFbl OHBIH arallika yKCa/bl.
FOHT 6y LIbIFapMalIbIBIK YKacaMasjibIK,
MPOLECTi aflaMHbIH, 2KaHbIH/IA OCIT LIbIFAThIH
Tipi 2KaH IeTeH KoHe aHAJIMTHKAJIbIK
MCUXOJIOTHSIIbI OYJ1 KYOBIIBICThI aBTAHOM/IbI
KOMIJIEKC Jlen aTtaraH. ABTOHOM/IbI KellleH
KaOblIIaHFaHbIMEH, OHbI CaHaJIbl TYp/e
Oackapy - ycray HeMece epiKTi Typae
koOelTy MyMKiH eMec. [LIbirapaibiibik,
SIFHU JIalbIH OeiHeep, onaaaH
KAHIIAJbIKTbl CHMBOJIIAP/Ib LIbIFApa
aJIFaHbIMbI3Fa GaMJIaHBICTHI, OJIAJIbI TAJIAY
JKacayra KeJeli.

«Erep Geficanasibl KabaT caHaHbIH
TeMeHTi KabaTbl OOJbIMN, CaHaFa acep eTce,
VKbIMIBIK OeficaHanblK KabaT KasbInThl
JKaFjanaa caHaMeH TaHbIIMAN/Ibl 2KoHe
COHJIBIKTAH ellIKaHaal 1a aHajin3 ykacay
TeXHUKaChl apKbLJIbl OHbI «eCKe Tycipe»

JIe alIMai/ibl, OUTKEHI OJ1 BIFBICTBIPBIJIFAH
Jie eMec, YMbITbUIFaH J1a eMec. Y2KbIMIbIK
HericaHa MyMKiHJKTep OOJIFaHBIKTaH

0J1 63 AJIIbIHA OMID CYPMENL, 0J1 2KOK
Hopce, OHbI 6i3 exKeJlIeH aCCOLUSLUSIIbI
Oetinesiep Typinse 6erini 6ip popmana
Hemece aHaTOMUSIIbIK TEPMUHOJIOTUSIHBI
KOJIIaHAaTBIH O0JICAK, 0J1 6ACTBIH MUBIHBIH
KYPbUIbIMbIHA MYypa €TiJINeH>» - JIeM OHbl
KUSJIBIH 9PEKETIHIH TYpi, TaxKipube
APKbLJIbl TAHbLIA KOUMAUTBIH AlIPUOPJIbI
Hzes JIer, OHbIH KbI3MeTiH Oblyiai
TyCiHAipesi: «y»KbIMIbIK OeficaHallbIKThiH
Ma3MYHbIH aJiFalliKbl 06pasiap Hemece
APXETHII JICT aTaFaH yKaHe 0J1 aJaMHbIH
JKbIHBI Ma, HEMeCe OKUFaJlapbl Ma — Kakja
LIbIFAPMALIBLIBIK €PKiH KbI3MET €TCe COHJIa
eMip 6aku MOHTi KaliTanana Gepei»
(IOur 86).

Kapa I'ycras YOur apxerunTin MoHri
KalTaslaHy OHbIH epeKllie CHIaThl IereH
>KOHe OHBIH OipHelle CUNAaTblH OeJiriere.
ApxeTun aJiiblH ajia yChIHbIMaH/Ibl, Oy TeK
«anpuopu OepreH KaJblnTacTblpy KabijeTi,
yebiHy MymKingiri» (FOur123) Apxerunri,
KYPBIJIbIMFa aJlllbiH aJla epeKilesik OepeTin
KPUCTAJLJIbIH 6CTIK KYHeCiMeH CasbICTbIPY
€H KeH TaparaH caJblCTbIPbIM.

Aabeupa MasuroHa KosueBa 10HITIK
APXETHIITIH KeJleCi CUIaTTapbIH atarn
LLIbIFA/Ibl: YChIHBIIMAHTBIH/BIFbL, a(heKTHBTI
TaOUFraThl, OHbIH alaMFa HUMUHO3/IbI dCepi;
aJirallKpl OedHeepiH aMBUBAJETTIJIIr;
APXETHI KOTKEHHIH yKYpHAFbl» eMeC, OHbIH
[ICUXUKAAAFbIl POJIi - PETTEriLL
(KosnueBa 256 ).

Apxeruntin MoHri Kaiitasana 6epy
KbI3MeTi exkeJiieH Oepri ata-6adasap/biH,
Oip TMNTI KYHiHiH 1IeKCi3 KalTaJaHyblHaH
opTak 6ip OefiHe «apXeTHIl» XKacaJajbl.

«MblIH Ken6eTTi Kahapman» KiTaObIHbIH
apKacbIH/A YJKEeH TaHbIMAJbL/IbIKKA
ve O0JIFaH, aMepPUKaH/BIK 3epTTeYLi,
»kagywbl JLK. KemnGesn eprerisiep MeH
MUDTEP/ET] KOHE aflaMHBIH TYC KOopyJiepiH
3epTTel, TypJi XaJblKTap/ia Kes/leceTiH
06pa3 yKcaCThIFbIH OallkaraH »KoHe 6ip
KahapMaHHbIH, MillliHi >KaFbIHAH 63repMedi
OipaK MasMyHbI COJI KaJTbIHA KaUTalaHbIMN
OTbIpajibl IeTeH TiKipre KeJreH. Kone
Oys1 KallTasayJiap agam eMipze »Kypin
’KaTaTblHbl, aIJaMHbIH, Oip Ke3eHHEH eKiHllIi
Ke3eHre eTyi OHbIH KaiTa Tybliybl. «Erep
Jie 6i3 Tek Oi3liH yMbITKAHAAPbIMbI3 FaHa
emec, COH/Iall aK yprakrap/ia Hemece
TiNTi 6pKeHUeTTe YMbIT GOJIFaH/Ibl KAUTa
JKaHaapjblpa ajcak, onaa 6i3 6apJblFbiHa
»KAKCBIIBIK 9KeJreH 6oJ1ap ek, TiMTi
OapJbIFbl YIIiH KyJbTKA alHaJFaH TYJFa
6oaap enik» (Kemnbemnn 23) - nen katita
JKaHJaHy, KaiTa Tybllly, KailTajnany
yaepiciHe yJiKeH MoH Oepren. «OHep,
onebuet, Mud, xKoHe J1iH, punocopus xKoHe
ACKETTI MoHAep UHAUBUITIH 63iHiH LIEKTey.J1i
MYMKiHAIKTEPiH 2KEHY 2KoHE LIEKCi3
TaHbIM chepachina Ty Kypasjiapbl 60JblM
taObL1aab» (Kemnbenn 230).



AabBupa MasutoHa Kosuesa
e3iHiH MaKasacbinaa JK. XeH1epcoHHbIH,
«YKbIMJIBIK GeficaHasbIK MeH MyJIeHUeTTer
Oap yJITiHiH OPTaCbIH/IA KATKAH TapUXH
JKAIBIHBI», IFHH MOJICHUETTErT JKEKeJiKTi
(Xennepcon 164 ) monenu 6eiicanasbik
KabaT Jier, OH/la caHaJibl IeH GelicaHasbIK
OeJIiKTepli JIe aJibll 2KYpPe aJlaTbiH Y2KbIMIBIK
OelicaHa IbIKThIH HeTi3iHIe KypblJIFaH
«OipAeNJIiK Typ» KOFaMIAFbl TOMTHIH
pacimepi MeH MU TEPiHIH KaablnTacyblHa
acep ereni neren (Komuesa 256). [lemek
MOJICHH apXeTUIITEP YATTBIK OHEP/IiH
Oiperel TypiHiH KaJbllTacyblHa acep
etefli. OHbl VATTBIK OHEPJIiH epeKIleiri
JIeTl KapacTbipa anambl3. « YATThIK oHep
ITHHUKAJIbIK apXETHITKE COUKECTIriH YHEeMi
«TeKCepil» OTbIPajibl... MOJIEHH apXeTHIITEP
©3iHiH Ma3MYHbIH HKOHUKaJIbl, AFHH KOPHEKI
NilliHMeH alKbIHIARBI> .

ApxetunTik eH 6acTbl GeJrisepine
VaKbIT MeH KEHECTIK »KaTajibl. YaKbIT
MeH KeHiCTIKTe MdJCHH dJIeM/Li aJaMHbIH,
UrepyiHiH Heri3ri wapTrapblHbiH Oipi.
8p6ip XaJIbIKTbIH, ©31HiH MOJICHUETIH €PKiH
JAMBITYFa MYMKIHIIKKE KOJI XKeTKi3reHe
apxeTUrnTepre »xui opasajbl. byrinri 6i3nin
KasakcraHHbiH pyXaHH KaHFbIPY e/lesiChl
Ke3€Hi OCbIFaH yKcac.

Kazak yaTThiK OeiiHesiey eHepiHferi
apXeTHNTEP/li 3epTereH eHepTAHYLIbI
Paiixan Eprasnnesa «yiibl 1ana MajeHu
MypachlH cakTay, MyparepJik eTy »kaHe
ca0aKTaCTbIK KOHTEKCTIH/IE YITTBIK
apxeTUNTepliH TpaHchopmalusIaHybiHa,
SAFHU OeliHesiey OHepiHiH STHOMOJIEHH Herisi
O0JIaTbIH 1JIKi OeiHesIep MEH aJIFallKbl
MOTHBTepre 6eT Oypambl3. JK3UCTEHLHSIIbI
KOMITOHEHTTEPMEH ThIFbI3 Oal/IaHbIC,
TipLUIIKTIH CypaKTapblHa, a1aM3aTThIH
OMip CYPYMiH MOHIH KOpAMHAJAb! TYPFblaA
TYCiHY/IiH MEeHTaJIb/Ibl KabaTTapbiHa YHiJy,
ocblap Oi3/liH eJiMi3NIiH MaJICHUETiHIH
OTKeHi MeH OYTiHiH KoHe GoJalliarbiHa
Heri3eJreH, TepeH, TYFbIpbl Oiaipesi»
(Epranuea 124). Epranuesa osinin
3ePTTeYiH/e CypeTLLIePAiH PYXaHH
Oacrayra, KoHe I1J1acTHKaJbIK KOpKEeM
OeliHesiey TociyiepiHe KauTa-KanTta

opaJly NPUHLMIT Ka3aK KeCKiHIeMeCiHe
MeTaTiJIli KaJiblnTacThiprad AMaHioc
AKaHaeBTbIH TYbIHbIJIapbIHAH TaJIaH/Ibl.
DKIUCTEHIHSABI APXETHIITED CYPETIIiHiH
JIYHHETAHBIMBIH, 0JIAPJIbIH YMThIJIICHIH,
MOpaJIbJbIK KYHABUIBIKTAP/bI Oiaipei.
Kasax ayHueTanbIMbIHAAFbl KYH/BLIBIKTbIH
6ipi — «nana».

Kasakcranublk eHepTanyuibl Jlapuca
PomaHoBHa 3os10TapeBa «Kelmnesinepiit,
KaOblIaybiHia KeHiCTiK - YJbl 1aga
6oJ1bl Tabbliiaabl. Jlana KeHicrtiri —

OyJ1 «©3iHIH» KeHICTIri, a1 OflaH aprbl
»Karbl «6oTeH» KeHicTiK. KeHicTikTiH,
Kareropusiiapbi seprreret, [Opui
MuxaiyioBud JIoTMaH OHbIH, KOHeJITi

»KoHe aMOeOanThlIbIFbIH ecKepreH: «Kes-
KeJITeH MaJIeHHeT iyHHeH] i1iKi (e3iMJIiKi )
KEHiCTiK yKoHe CbIPTKbI (03TeHiKi) Jien eKire
6eJysieH 6acranazabl. by 6GuHapsbl 60y
MOJIEHUETTI THUIIOJIOTHSIIay MOJEHUETiHe
Kapai uHTepripeTalusiianais». bynai
«aXKbIPaTY/IbIH» MaHbI3/bl aTPUOYTHI,
FaJIbIMHBIH OHbl OOIbIHILIA, LIeKapa OOJIbII
TaOblIaAbl: «.. lIeKapa OyJl e pUOJUKaJIb]
thopma asikrasiaTbiH, ChI3bIK. By

KEHiCTiK MOJIEHH KayiIci3, «yhiecimai
OpHANACTBIPbIIFAH» «O3IMAIKI», «Oi3/iKi».
Oran «6eTeH», «elINeHi», «KayinTi»,
«XA0CThI», €0JIaP/JblH KEHICTIri» Kapchl
mbiraiel (JIotman 257).

«Jlana, yakbTKa yKcac 1ekciz»
3THOKOHLIEN TYPFbICHIHAH KAPACTbIpFaH,
Jlapuca PomanoBHa 3osotapeBa, «YJibl
Jana» 6efHeciHiH Kasak cypTellijiepiHiH
OPTYPJli OTIIENI Ke3eHAePiHae Y3iJAMeCTeH
JKaJIFacbliH Tabybl, Ka3aK JyHHeTaHbIMbIHA
PYXaHH yKoHe KOPKEMJIiK KaJIbITaCKaH aJieM
OeliHeciMeH HGalJlaHbICTbIPA KAPACThIPAJIbl
(3omorapena 9).

Jlana GeiiHeci Kazak KopkeM
HIbIFApMAaLIbIIBIFBIHA €H KEH TaparaH
TAKBIPBIN GOJYbI, OHBIH KOPKEMJLIK
Ma3MyHbIHbIH TepeH/ie xKaTybiHa. Jlana
Ka3aK KepKeMoHepiHiH eH 6acTbl apXeTHuIli.
Kasax ayHuetambiHIAFbl €H KACHETTi
OO0JIBbIN caHasaThIH Jlajla apXeTUIiHIH Ka3aK
CypeTLiJIePiHiH WbIFAPMALLbIBIFbIHA
KaJslail KepiHic TalKaHbIHA MJICHU
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apxetunrep (6eliHe ) 2KoHe KYH/IbIIbIKTAP
(KepkeM LIeliMIep ) TYPFbIChIHAH TaJiiay
»KacanuMbl3.

HaTtuxenep

«Jlama» Typkinep yuiin 6ite KalHachI,
KaHbIHa CiHiM KeTKeH yrbiM. KenTerexn
racbipJsiap GOHbI KOLIMe i eMip Ca/lThbiH
YCTaHFaH TYPKiJiepAiH TyHHETaHbIMbIHbIH
Heri3i - aaM MeH TaOUFaTThIH (JaJaHbIH,)
yistecimai Gipatirinen Typanot. by
napacarTblIbIKKA, JaHAJIbIKKA,
LWIbIAAMBIIBIKKA, TO3IMIIIKKE

JKoHe KaHaFaTTaHyFa yHpeTe/li KaHe
apMaHLIBIIIBIKKA HTEpMeJieyi MyMKiH.
sKannbl anrania, 6yJ yreiMaap aana
(u0cOPHUSICH CUIKTHI YIKEH KaTETrOPHSTHb
Kypaiinbl (KoHnbipatbaeBa, A6ayoBa 88 ).

Jlasia Kazax yiUiH OHbIH KyaHbILIbI
MeH KalFbIChl, apMaHbl MeH OAKbITHI,

Oys1 onbiH emipi. Jlanana Tyabl, nanana
OCTi, CYJIYJIbIKThI /14, T033UsIHbI 12
JlaJiafiad Kepei, oJ1 YLUiH eMipAiH Hapi
MeH LIbIFapMallblIbIFb 12 fAaa. lana
JIeMl KaHIlIaMa aKbIHIAp KblpJiajibl, casrep
My3bIKa Ka3/lbl, CypeTLi JaJaHbl 63
KapTuHacbiHa apKay eTti. Kazak yuiin
Jlasia 60C KeHICTiK eMec, 0J1 MaH MeH
Ma3MyHFa TOJIbl — €H KyH/bl, KACHETTi
yrbiM. [llekcis, wietcia, o wetimen 6y
LIeTiHe KO3 KeTrec caibiH jana. Kpipbl
ryJire TOJIFaH, OPMaHbIHIA KyCcTap canpar,
KeJliHze OaJsbIFbl TyJ1aFaH, lajachl MaJFa
ToJIFaH — Gepeke, MOJILIBLIBIK. Afsan
apFbIMaK 11arca »eTe aJMalThbIH 1IeKCi3
KeH faja — KeHictik. O 1etineH Oy uieTiHe
€MiH epKiH casixaTTalTblH — €PKiH/iK.
Ocblnaii Tiz6exren Kete 6epyre 6oJabl.
By 1ana yreIMbIHBIH, TepPeH/IITi MeH KeHJIiTi,
KACHeTi, COHJIbIKTaH Ka3ak Ja/jacblH YJibl
JIeT YJIbIKTaraH.

Kazak moeHMeTiHiH apXeTHMiHiH,
KAJIbIIITACYbIHA KOLUIMEH i MOJICHUETIHIH,
acepi moJt. Keuinenisiep yuiin «aana»
KacueTTi yrbiM. Jlana 1ekciz-uiercis
KEHICTIK, JaJjla — O0CTaHAbIK, JaJa —
TipLIJIK K63i T. T. aiita 6epyre 60J1a1bl.
Ocbinan Yibl 1ajia yrbIMbl 12 KaJIbITaCThI.

Jlania oHLi yILiH 9H caJIbII Typajbl, al
CYpeTLL YLIiH CYJYJIbIK ITeH JaHaJbIK,
eJILLEMI.

OJieM 6ipey FaHa, aJ cypeTiuizep co 6ip
aJ1IeMre apTypJli Kepy HyKTeCiHeH Kapanpl.
Ocbian opTypJii CTHIIEPIIH, KaHPJIAP/IbIH,
MeKTenTep/iH, 6aFbITTap/IblH, HHBAPHAHTThI
Ma3MYHbl Heri3ri ujaes peTiHjie KepiHeadi.

Op0ip XaJbIKTbIH 63iHiH
JIYHHETaHbIMbIHAH TYbIHAAFaH CYJIYJIbIK
oJiieMi 6ap. ARTaAJIbIK CYJTYJIbIKThIH,
ombeHanThl oJileMi — yiaeciMaAIIK.
Y#siecimMainik 3aHIbIIbIFbL 9P XaJbIKTa
9PTYPJIi 2KOHE OJ1 IyHHETaHbIMJIbIK,
TYCiHiKIEH ThiFbI3 GailiaHbICThl. MbicaJbl,
KOHE MbICBIPJIBIK IYHUETAHbIM OOHbIHIIA
HaFbI3 6Mip KeJieci IyHuea 6acraaipl
JIereHre CeHreH, ocblal MOHTIJIIKKe
opaJly UesiChl TyFaH, aJl KOHe MPeKHUSIJIbIK
JIYMeTaHbIM OOUBIHILA 9JIEM/i CBLIPT KeJ16eTi
ajamra ykcac Kyfaiaap 6ackapajpl —
AHTPOMOLEHTPUCTIK AYHUETAHBIM LIBIKTHI,
aJl Kas3ak JlyHUeTaHbIMbl OOUBIHIIA, dJIEM
111eKCi3 yKoHe MOHT, aJi, Kok ToHipi Kynan
Jien caHasiibl. bysap agamubid TyHHE
TypaJibl TYCIHITiH XKoHEe KOPKEM 6Hepaeri
9CTETUKAJbIK 6JIIIEMIEPI KaJbITTACThIP/IbI.

Kasak ayHueTaHbIMbIHIA 1a]aHbIH
MaHbI3/bl 30p. Jlana »Korapblia alTkannan
JIAHAJIBIKTBIH, CYJYJBIKTBIH KalHap
Ko3si. Jlana nerenjye, 60c¢ »KaTKaH gaJia
emMec, KOHHaybl TOPT TYJIiKKe TOJIFaH
Jana kepiuici. Jlana epkiHuikTiH, 11ekci3
KeHiCTiKTiH cuMBoJIbl. Kasak Tyciniringeri
JlaJ1a JKBIJKbIMEH 1€ aCCOUUACUAIaHAbI.
Kaszak monenueTi naja MofeHHeTiH
KaJlblnTacThlp/ibl. Kasak kuis yii nana
JanaadThickiH 6y36araH, KepiciHiiie
OHbIMeH yHJecimMaiiK TankaH. CoHbIMEH
Jlasia KeHiCTiri Kazak yiuiH 6apJblFblH
KamTu/bl. ananeiy camad jebi, Tay-Tachl,
03eH-KoJli MeH 110061 6apJibiFbl OChI jla/a
accouusicusichbid 6iaipai. Ecrepinizne
6osica, cyaran beiiGapblcTbiH hHIbMIE
Beiibapc xkycan 111661 apKblibl laJiaHbl
K63 aJllblHa eJjiecTeTe/li. IFHHU XKyCcaH OHBbIH,
OONbIHA Ja/1a aPXETHUIIiH KAHFBIPThII, COJI
apKbliibl 63iH fasaMeH Gipereiyenipes.



OHnep/ie Kasak Janachl akblH-
JKBIPUIBLIAP/bIH, KYHILIJIEPIiH, dHIIIepiH
Heri3ri TakblpblObl OOJIBI.

Anrauikpl Kasak Keckinaemelinepi
©3/1CPiHiH TYbIHABLIAPbIH J1a/1a KOPiHiCiHeH
H6aitanbiCcTbIpabl. OChl TYCTa Ka3aKThIH
aJIFALlIKbl KeCKiHaeMelici O06ixaH
KacreeBTiH 1IbIFapMallblIbIFbIHA TOKTAJBIT
oTeJIK.

Cypertifiik eHepai TaburatTan yipeniim
NeiTiH O6inxan KacreeB TyblH/blIAPbI
Ka3ak Jla/J1acblH a1amMm MeH TaOUFaTThIH,
Oipairinae Gefineserini. Kacrees
TYbIHJbIJIAPbIHAA KOPiHiC 1asa KeHiCTiriHae
»Kypin xkatajipl. Ken 6aiiTak janaHbiH,
asCbIH/IAFbl KOPIHICTEH Ka3akK eMipiH
allHbIMACTaH TaHUMBI3.

Kes-keJsren Kasak 6aJsachbl 1I€KCi3-
L1eTCi3 Jasia KOPiHiCiH eiecTeTe ajnaphbl
aHblK. Tay-Tacbl, 63eH KeJli, 1116J1 1a/1achl,
»Ka3blK JlaJacbIMeH yJlacKkaH KeH jaJa.
JlasianblH, KOJIKAHJIbl alIbITAThIH XKYCaH
vici, camaJ »KeJli, KyH LyarblHa LOMbIJIFAH
Jlasiackl, ocblIap/blH 6apJiblFbl dCeM/IIK
NeH JaHasbIKThIH KaliHap Ke3i. yKanbl
Ha3iK cesimTaJsl cypeTKep TaOUFATThIH,
OCbIHAY CYJIyJIbIFbIH CypeTTeyle
TaOUFATTHIH FaXKalbII 2KapaTbl/IbICBIHAH
Oap yiaeciMainikTi kepe Oiin 1ebep
Oelinesieini. Jlanana Tybin 6CKeH Kasak
OaJsachl YLIiH JaJaHbIH 9pOip coTi MeH KyHi,
OHBIH »KaH ToHiH TeOipeHTepi aHbIK.

Kocibu 6eiineniey eHepi Kajbinraca
OacTaraH Ke3JieH-aK, TyFaH KepjiH
TaOUFaTbIH, «1aJa» TaKblpblObIH GeliHesey
CypeTLliIepiH Heri3ri TaKblPbIITAPbIHbIH,
6ipi 6osnbl. Kasak nanacblH OefiHesieMereH
Kasak cyprellici HeKeH casik 6oJap.
ConapbiH, 6ipi, opi Gipereiii kazak
OeliHesiey 6HEpiHe CypJiey XKOJl CaJlFaH
cypertii — O6inxan Kacrees.

O6inxan KacreepTtin 6apJibik
TYBIH/BIJIAPBIH/IA TYFaH JaJlaHbIH 9CeM
KopiHicTepi cypettesireH. TyMbichiHAH
cypertiui, KacteeBTiH kapTuHaapbl
1IbIHAHBI ce3iMre ToJsibl. OHbIH
KapTHHAJIapblHA TOH KOMITO3HLUAJIBIK
LIeLliM, OHbIH KOPY HYKTECiHiH 2KOFapbl1aH
Kapan oTblpranjai Oefinesieyinie. by

KOMITO3ULUAJIBIK LIEUIiM apKblJIbl OYTKiJ
Jlasia KeHiCTiriH Tyresjied KapTUHACcbiHa
CBIUFBI3FBII, MOHApamM/bl GeliHeselili. O3ine
TaHBIC KA3aK JaacbiHbIH Ty TaCbIHAH
HacTarn, oHJarbl TipLiJiKTi 6yre Hiirecine
JleHiH 1blHalbl 6eliHesiered. Mbicadibl,
oHbIH, 1970 Kbkl 2ka3bliran « Tanac
©JIKECi» aTThl TYbIH/bIChI KOJIICHEHIHEH
Y3bIHILIA KeJIreH KOMITO3HULLIUS/1a
opbiHaraH. Tasnac e3eHiHiH kap
KabarbIHbIH TOOeCiHeH uTiMeH 6ipre
TaOUFaTTarbl KOPiHiCcTi GaKbIIbINT Kaparl
OTbIFaH KoHLIbl OeliHeci Oeinesienred. En
Jlanajia Kailnan »kaTtkaH tipuijik. Jlanans
KOJIICHEHIHEH HUPeJIeH/IeH arblll XKATKAH
TaJlac O3eHiHiH, illi, ChIPThI TOJIFAH TipLUiJIiK.
Cy — ripuisiik kesi. YKasnbiH anran
bICTBIFbIH/IA ABTOOYCIIEH KeJlill CyFa TYCil
JKaTKaH agamaap, ajl 63eHHiH KaFachlHAa
JKalbIIbIM, Cy illlyre KyJai TyCKeH KorJap,
OJ1aH dpipEKTeri KbINKblJIAP/Abl KOPEMI3.
Opnan e3eHHiH 60lbIH G0HIaN COMFa

Kapai Kes »xkyriprep 0oJicak, ajblCTaH
arapaHjaraH Kui3 yiJiep/it cynbacbii
kepemi3. KapTunaHbiH 19/1 opTacbiiia
JKOJIFa TYCIM »KYHITKIM KeJie yKaTaH
MalllMHaHbl 1a Ko3imi3 manajpl. OnaH apbl
Kapad OYJIBIHFBIP, MAHAYpaTKAH TayJapMeH
acracbin 6apbin 6iTeTiH KokxkueK. Ochl
KOPIHICTI a/lakaHJArbLIAN eTill CypeTLi
Ke3iMeH acbiKnai kepyre 6oansl. Kacrees
KEHeNTepiHaeri Heri3ri KOMIO3UILUAJIbIK
OpHAJIACTLIPY epekllieiri — kapbasnacchis,
KyIbI Oip MaMblpazkail Ke3eHJli OeiHenen ;.
KapTtuHanarbl OKMFa KeHerke »Kasbl/iFaH
KUHO/Iall K63 aJiibIMbI3/Ia OTill KaTajbl. byn
TYbIH/A Y3bIHILIA KOMITO3ULIUANA, Tere-
TEHJIri caKTaJbIl OPbIHAAJIFAH TYbIH/bI.
Keckinnemenii cypet cajyia akajeMHUsJIbIK
3aH/IbIIBIKTAP/Ibl KATaH YCTaHFaH.

Jlana xepiHiciH HeFypJIbIM 111€KCi3 eTin
KOPCETY YLLiH TePEH/LiK ePCIEKTHBAHbI
nannananaapl. Komnoauiusiia acrnan

MeH Kep Terne-TeHiikTe 6epreH. OHbIH,
TaOUFaT KepiHici Tipllijlikke ToJbl, aam
MEH 2KapaTblJIbIC YH/IECIMIIJIIK TallKaH.
KacreeBTiH KapTHHa/NATPbIHIA OKHFA
KOPiHiCi 1a/1a asiChIHAA XKYPill 2KaTabl.

Ou1 e3in nananan 6ein KapacTblpManbl,
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COHJILIKTaH OHBIH TYBIH/bLIaPbIHAA
FAPBILTHIK aJIFALLIKbI 2KapaThblJIbICTHI,
aJlaM MEeH JIyHUEHiH reHe3UCTiK OipJliri, eH,
OacTarnkbl UIesHbl KeCKiHaeMeHiH, TiJiHae
KaiTta tyapipaasl» (Epranuesa 17). O
VLLiH JaJ1a TipUWiJIiKTiH ThIHbICHI 2KOHE 0J1
1iekci3 keHictik. MyHaarsl 1ana KeHjcTiri
HibIHANBI oMipre ToJbl. CypeTiili 06beKTHBI
apKblJbl KeHicTiKTi KaOblay KacteeBTin,
LIBIFAPMALIBIJIBIK 6CYiH/IE YATTHIK
JIYHUETAHbIM/BIK HETi3/li KopCceTe/li.

Jlanaubl KacTeeBTiK Kabbl1aay KeHliHri
CypeTLIiepiH WbIFapMalIbLILIFBIHAA
»Kasracbid Tantbl. Ou Kacreesri
Ka#tasayra »katnaiibl « XX xKacbipjia
Kasak OefiHeJiey OHEepiHiH KaJbINTacyblH/1a
STHHUKAJIBIK CaHAHbIH TPaHCpOpMalUsiIaHybl
MaHbI3/1bl POJT OMHAbB. DTHHKAJBIK
caHaHbIH TpaHchopMalllsiiaHybl OeliHesney
OHEPIHIH Heri3iH KaJayLlbl a/JralliKbl
cypertiinepseH 6actasnbin, apoip Keseci
yprakka tapaJnpl» (Epramuesa 10).

Kasak keckingemeuiici Kanamnus
TesmkanoBtoiy, 1958 »Kblbl 2Ka3bLIFaH
JKyMbIChl — «ATtamekeH». Byn TybiHb 1A
Y3bIHILIA TOPU3OHTAJI/IbI KOMITO3ULIHUAA
opbinaasrad. ColuuaaucTiK peaau3m
OarbITbIHIA, ThiH HTEPY TAKbIPbIObIH
KO3FaFaH CypeTLIiHbIH MaKcaTbl 6ai
Kasak JasnacbiH OeiiHesiey OoJFaH.
PomaHnTuKa/bIK capblHia »Ka3blJIFaH
TYbIHABIIAH KeCKiHAEMEeLLiHiH i1lIKi
MaKTaHblll TebipeHici, keH 6aiTak
JKepJli MeJIeHTeH Ka3aKThIH aCKaK PyXbIH
kepeMmi3. OJ1 oChl 2Kep/ie TybIIT 6CKEeH epKiH
Ka3aKTblH OefiHecin comarad. AtramekeH
KAa3aKTbIH KiHJIK KaHbl TaMFaH KaCHETTi
»Kepi. Kuesi kepre KeHecTik 19yipJiiH
JKYPri3reH OKTeMITiH XKbIPThIJIFAH KEePIEH
KepreHimMizOeH, OAcbIH TiK KeTepil, aTTa
HBIK OTBIPFaH TYJIFaJaH MaKTaHbIL MeH
KHeJli TYFaH 2KepJie oMip Cypil KaTKaH
OaKBITTBI OMip/liH CHMBOJIBIH aHKbIH
kopemi3. bynna cypetiii ken HanTak
JlaJIaHbl TYPMbICTBIK ThIHbIC TipLUiJIIKTiH KO3i
FaHa eMec, OJ1 €PKiHAIKTiH, OAKBITTBIH PaMi3i
JICHrefire KeTepreH.

«Pamisnep kaHaJbIK emec, osap
aJIaAMHbBIH, LIbIFAPMALIbIILIK apMaH/Iapbl

MEH KHSIbIHAH TYbIHJIANbI 2KoHe OeJirici3
HapceJsiepai kepcetesi. Exxenri anamaap
©3JIepiHiH paMisziepi TypaJibl OlaMabl,
oJlapmeH Gipre emip cypai. COHIBIKTaH,
apMaHJap/blH ayaapMallbliapsl peTiniae 6i3
TeK CUMBOJIFa FaHa eMec, OHbl KOJIIAHATbIH
aramaap/ibliH, 9K3UCTEHLMAJIbl TYTACTbIFbIHA
Jla Hazap ayaapybiMbi3 Kepek. Ocblran
OaiyIaHbICTbl 6JIMEC LIBIHBIKTBI aHbIKTAY
VLLUiH KOJIIAHbLJIATBIH MOIEHH PaMi3liep
YaKbIT 6T€ KeJie 03repil OThIP/bI KoHe

OCbl IIPOLIECTE OJ1ap CAHAHDBIH, CAHAJIbI
OeJiiriHe eHim, coHpIHIA KeHOip Oenrinep
petinae MoaneHn Koramaap Kaoblaaazbl.
By pamisiep/iH KyH/blJIbIFbI 0J1aPJbIH
6i3/1i ©MipJIiK ILIBIHABIKTaP/bIH 63apa
OallJIaHbICBIH TYCiHY »KOJIbIHA OaFbITTay
Kabineringe xkatbip» (Monireh 77-86).
«Arameken» Kananusi Te/zKaHOBTBIH,
KEHECTIK JI9Yip/iH TapUXbl KAJIbINTACTbIPFaH
apMaHbl. ApMaH — caHaJibl ICUXUKAJbIK
oKuFasapipiH 6eficanalnl acrnekrinepi. O
0i3/1iH MUBIMbI3/IbIH HHCTUHKTUBTI 06JIiri
MEH paluOoHaJIbl OOJIIriHiH apachbIHAAFbI
Oaianbic. Te/2KaHOBTBIH € PKiH/IKTI
aHcaraH apMaHbl XaJIbIKTbIH KOKeHiH/IeT
apMaHMeH COMKECTiK TanKaH, YATThIK
apmaHMeH OiperefisienreH. FOHT epre XKoHe
OPKEHHETTI azlaM3aTka ToH OyJ1 opTak
OeJrijiepai apXeTHnTep e aTabl KoHe
OJIapAbIH Y2KbIMBIK OeficaHaJbIK alaMHbIH
KalHap ke3i ekeHin ailTTol. Kenteren
rajibiMaap, usocodTap MeH cypeTiiiijep
O3/1ePiHiH €H KAKChl SCKU3NEPiH KEHETTEH
TYIKi CaHaJaH LIbIKKAH La0bITKA KApbi3aap,
aJ1 IaHbILLTAHBIK - OYJ1 aKbl/1-OHbIH,

0Cbl OOJIMBICTBIH Oal TaMbIpJIapbiHa KOJI
JKETKi3yiHEeH 2KoHe OHbI PUI0CODHsIFa,
aneOueTKe, My3blKara HeMece FhlbIMH
JKaHaJIbIKTapra THIMJI TYpJeHAipyaeH 6acka
eliTeHe emec. by xkarnaitiapaa sckus
OeficaHaJ/IbIKTaH caHaJlblFa ayblcajibl, aJl
tdunocodrap MeH cyperTiiijep e3aepiHiH
caHaJibl 6eJiriHe KeJeTiH HOpCeHi KopKeM
HeMece hUI0CODUSBIK LIbIFApMA PETiHJIe
ycblHabL. [1a/1 oCcbl apxeTHITep MeH
napacarThl/bIK TypaJibl Xabapaap 6oJy,
FOHTTiH K63Kapachl GofibIHIIA, OChIHAAN
LiblFapMaJiapbl TYCIHIIpY MeH CbiHFa aJiyja
KOJIIAHBLTYbl MYMKiH.



Keneci keckingemeri MoJsiaxmer
Ken6aeBTbiH «Acayra KypbIK caJjy»
JKYMBICBIH CypeTlili GipHellle peT KaiTanan
»Ka3raH. ByHja 1a Ka3akThiH KeH 1ajachl
GeliHesieHreH. Acay »KblJKbIHbI KypPbIKTAy
KOpiHici OeiHeJ/JIeHreH KAPpTHHAHbIH,
KOMITO3HLIUSJIBIK OPHAJIACTHIPYbIHA
KapalTbIH 60JICAK, KAPTUHAHBIH, aJIIbIHFbI
OeJiriHe KoOipeK OpblH KaJlbIpFaH.
Kapruna nanamen 6acragajpl, OpTaHFbl
OeJliriHjie acay »KbUIKbIFa €Ki »KarblHaH
KYPbIK TACTayFa OHTAWJIAHFAH, €Ki aTThbl
¢urypa, onan apbl kapai 6ipTiHaen
TayJiapra yJachlll, acllaHMeH acTacKaH
Taburat kepiHici. KoMnosuuusiHbiH,
JIMHAMHKAJIBIJIBIFbIH KECKiHEMEllli TyCTep
apKblJIbl LIELIKEH.

Keckingemeuli e3iHiH ectediritue
Obwtail nered: « MeH KecKiHaeMeHiH oj1ic-
TocisaepiMeH TabUFaTThIH 6ak MaJuTpachiH
OeliHesien 6epe asaTbIHbIMbI TYCIHIEHHEH
6acrar, nasa aypybiMeH aybIpiibiM. MeH
JlaJIaHbIH 9CEM CYJIYJIbIFbIH, LIEKCi3
KeHicTiriH 6eliHesieyi FaHa oiaapiM. Men
yHeMi lanianbl anear TypibiM. bapabik agam
JlaJlaHbl MEH CyHreHJIel cyice KeH JeliM.
Bapsiblk HopcejieH fasiaHbl KOpAiM XKoHe
6apaibirbl 1ana 6odel. Os meHiMen 6ipre
KaJllbl» [Tl ©3iH JajaMeH OipTyTacThIKTa
KaOblJ1ak/1bl.

Kenb6aes yiin 6apJbiK 6acTaybi,
KailHap Keai jana. Jlana Tipiinikrin
Hacraysbl, erep jie 6i3 ecke TycipeTin
6osicak MHQTIK TyCiHiKTe TipLIiik
facTaybl XaoCTaH »KapblK MEH KapaHfbIHbIH
6eJiinyi. KeH6aeBThIH KapTUHACBIHAAFbI
OCBI KEpeFapJIbIK TYCTeP 3aHBIIbIFbIHAA
KepcesreH. OHbIH TybIH/bICBIH/A XKblJIbI
MeH CYBIK TyCcTep yiJecimMaiaik Tankad. bya
KOPIHICTEH JIe KeCKiHAeMELLiHIH TYbIH/BICHI
Jlasia apxeTHIliHzie KypbliaraH. KenOaeBTbIH
TYbIHJbICBIH/A aJ1a apXeTHITi TYIKi
VKBIMIBIK OeficaHajiaH WbIFbIT, OFaH Masa
OepMecTeH, CypeTLliHi 6acKapbln aJjFaH
JKOHE OHbl KeCKiHIeMEeHiH 9JliC Tociyuepi
apKbLIbl 00PA3/ibl LIEIiM TaMThI.

KeJiieHeHiHeH CO3bIHKbI KeHel aBTopFa
J1aJ1a KeHICTIiriH LeKCi3iKTe KopceTyre
MyMKiHIiK Oepai. KeHicTik «anam meH

TaOUFaT» apachIHAAFbl YHJIECIMIIJIK TTeH
TaOWFaT asiChIH/A XKYPIll 2KaTKaH OKUFaJsap
1iMeJsieHicin kepcertesi. 96inxan Kacrees,
Kananusa Temkanos, MoJsnaxmer Kenbaen
TYbIHIBIIAPbIHAAFBI LUEKCI3/1iK CHMBOJIbI
KeHICTiK 60Jica,0HbIH asiChbIHAFbl a1amaap
epKiH/liKKe YMTblIFaH, sirHu « Men»
a[laMHbIH, ©3iHiH KYHBLJIbIK 63eriHe opaJyFa
YMTbIJIFAH KopiHicTepai OeilHe el

Jlana heHOMeHiH, HeMece «IlIeKci3
Jana» 6eriHeciH apOip OybIH cypeTilijiepi 63
LiblFapMaJjiapbinia 6eifHesen KeJsesj.

Keckinnemeuii, enepranyiibl Harbimbex
Hypmyxammenos Temiprayra :xacaran
carnapbl OHbIH, LIbIFAPMALLIbLIbIFbIHA €peKLe
OepreH acepiH e3iHiH KyHAeIriHAe Obl1ai
»KeTkizren: « Temiprayra canap MeHiH »aH
JIlYHUEeMJIe TOHKePpiC xkacajibl. bapJibirbl
6ackauia, Jlenunrpanka na, Mockeyre
ykeamaibl. lana. Kern nopce yilpeHrenre
yKcaMai/ibl, MOJI KYH LIyarbl, }KapblK,
aya. KeJsienke xorasrat, 6apJibirbl caH
ajlyaH Tycke OosiiraH. bisi keseHke —
KOTJILID, KapblK — capbl el OKbITKAH
6osatbiH. ByHnarbiHbIH 6api Keriip.
Y#ipeHuIikTi KeseHKeHIH KOK TYCi 2KOK,
JKapbIK MeH KoJieHke 6ip 6ipiHe KakbiH,
OapJbIFbIHAA — JKEHILK, OapJIbIK Kepae
— KYJ/ITIBIPFaH 2KapThliai KeJeHKe, Ha3iK
aya. Ote Te3zeTiMn »kagy Kepe: 6apJbIFbl
KO3 aJlIbIH/Ia e3repin caaupl» - J1em
KYHHIH LlyarblHa OpaHFaH JaJaHblH TyCi e
e3rellle ekeHiH aitkaH. Mynna Peceiinen
AKAJIEMUCTIK OiJ1iM aJIbIl KeJIreH CypTeli
Jlajiajlad epeklle TycTepi Kepil, Aaja
pyxbiMeH pyxTanrad. Ocbl KeszieH 6acran
CYypeTLUiHiH LLIbIFapMalllbIbIFbIHIA
TYCTepi »KacaHbLIBIKTaH ce3iMIepMeH
KaOblJ1al, akaJaeMHUsIJIbIK 2KacaH/ibl
JKapbIK TeH KoJIeHKE/IEH apblia TYKEH.
Tycrepi HerypJibl yideciMIIiiK TanKaH.
HypmyxammeToB TycTepjii HeFypJibIM 6ip-
OipiHe KaKbIHAATY apKblJIbl 3aTTap/bIH €H,
AJIFALLIKBI 2KapaThl/IbIC Ke3iHaeri 2KapblK
[IeH KOJICHKEHIH aJ1i aXKblpaThlyla KOUMAFaH,
npodan/bl CoTiHEH KarTa xKacayra Kipicei.

«Jlasa» konuenTici O6inxan Kacrees,
Mounaxmet Kenbaes, Kananus TeskaHos,
Cab6bip Mam6Gees, Caxu PomaHoB T.6.
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KA3aK KJIACCUK CypeTLlijiepi MeH 3aMaHayH
CypeTLIiJIepAiH LbIFapMaLlbIbIKTapbIHIA
KOHLIENTYaJllbl LIelliMiH TabKaH.
CoHppIKTaH /1a 1aja 06pasbl OHepIiH,
TeHACHUMsIapblHa OaHIaHbICTbl 9PTYPJI
epeKIIRJIKTEPre He.

Jlasia Kasax yiiiH 9K3ucTeHIHa bl
KEHICTiK, OHJIa aiamjap LiblHaK eMip
CYPe/li, OHIBIKTaH J1a CaKpaJibl.
«DK3UCTEHIMOHAJIBI KEHICTIK - aJldaMHbIH
LIbIHAK 6Mip CYpY KEHiCTiri, 9K3UCTEHILLUS,
TyJFaHbiH « MeH» o3eri 60JbIN TaObLIATHIH,
KYH/IBIBIK PETiHeTi aHbIKTaMaJIbIK
nykreci» (Hepennnuenko189)

Cypertiuinep KacHeTTi caHaaThbiH
Jasna oOpasblH 63 KeHeNTepinae TypJi
JIEKOPaTHBTI KOMITO3ULMUAJBIK LIeLliMIep/e,
OKHUFaJIbIK, ApamMaJibl, LIEKCi3 KeHiCTiK
OeliHesepyie KOPCETKEH robeIeHI|
Kypac6ek ThinbiGekoB. Kasak Geitneney
eHepiHiH ajFraliKbl K9CciOU roGeeHIici
Kypac6ek ThiHbIOEKOB TaKblpbIObI
9K3UCTEHLMAJ bl Ma3MYHFa ToJIbl. OHbIH,
TOKbIMACbIHbIH, O€Ti Ka3aK JaJacblHIarbl
TipLUiJIKKe TOJIbI.

Bacrankebl 6acrayiapra Karta opaJy
KeCKiHIeMelliJep/liH, 6HePi MeH KopepMeH
CaHACbIH MOHI »KOFaJIMAHUTbIH, €CKIPMEHTIH
VJTTBIH PYX [IE€H Ka3ak TapUXblH K3 aJjlibiHa
eJiecteTin Keatipeli. bys apxetunrepi
eMipLICeHAIT MeH, MOHTJIIr, pyXxaHu OacTtay
peTinzeri KalHap Ke3 peTiHJie YFbIHbIIA/bI.

Herisri TyXbipbiMaap

bis kasak cyperiuiepinin,
LIbIFAaPMaLUBIIBIFbIHAA <JlaJ1a» apXeTHITiHiH
Y3IIKCi3 2KaJFachin cabakTacTbIKTa
AMHUTBIHBIHA KO3 »KeTKi3miK. Ochl
3epTTeY/iH KOPLITBIHABICH OOHbIHILA
MbIHA/Ial HOTHXKEre KOJ 2KETKi3/:

+ Kaszakcrannbik 6eiiHesiey eHepiHzeri
«JlaJ1a» apXeTHITiH 3epTTey eHepe KopKeM
KECKiHIeMEeHiH MOHiH TOJIbIK allyra
MYMKiHZiK Oepeni;

* VJITTbIK MOJCHH 63iH-63i
COUKECTEHIIPY 2KOJ1bl, APXETUIITIK
MOTHBTEP MeH OeHHeJIepAi 63repTy apKbIIbl
TYBIHAAUTBIH 2KaJIIbl IyHHETaHbIMIBIK

MaceJiesiepre 63 Ke3KapacolH Oinuipy
Ka»KeTTiJliri;

* CaHaHbIH K3UCTEHLHAJ]IbI
MHTEHUMSACHI, 6Hep/li 6acTankplra
opaJty KaXKeTTiJliri anam 60JMbIChIHBIH,
Macedsiesiepi, IFHU UHTEePIIpeTalUsiJIbIK
JICHTeH/Ie KAMTBIJIFAH Tasa illIKi akblI-0H
JK9He KOpKeMJIK, O6eJrii 6ip ajleyMeTTiK
npo6semaan amo6eOan OHTOJOTHUSJIBIK
MaceJiere aJjblll KeJesi;

* KOpKeM LlblFapMaJiaparbl «jiaja»
ApXeTHIIiH 3epTey/le KacaraH KopKeM
TY2KbIpbIMAAMAJ/IAP Ka3aKCTaHAbIK OHePTaHy
caJIaCbIH/AFbI FBIIBIMHU 3€pTTeyJIepi
OaubITalbl;

* OeliHeJIey 6HEpi apXeTHUIITIK
UesiIap MEH Y/ITThIK MOJICHH
€CTeJIIKTeP/iH NPUHUMIITEPiH, epTeaeri
PYXaHH KoHe MJaCTHKAJbIK MYPaHbIH
TpaHchopMalusIaybIHbIH aHKbIHAAYLbI
KypaJibl 60JIbI TaObLIA/bI.

CoHbIMEH, 03iHiH reHeTHKAJIbIK KaJlbl
KaJllbIKTapblHaH, OasaJiblK LaK TypaJibl
ecTeJliKTep/IeH HeMece aTa-aHaJap/blH
OHrimMeJsiepiHeH, TapUXH KiTanTapiaH
wabbIT asia OTBIPBIIN, CypeTLIiJiep HAHbIM-
ceHimuepre, paciMaepre, Ka3akThlH,
MaTEePUAJIIbIK KOHE PyXaHH MOJICHHETiHIH,
JKETICTIKTEpiHEe TOJIbI Jla/1a eMipiHiH
6ipryTac 6eiiHecin xkacaiinpl. Ocbliaiia,
9K3UCTEHIHAJIbI PyXaHH MTPU3Ma
apKblJIbl KEPKEM eHep/le KalTta »kacaJjraH
apxeTUnTep Kasak OeliHesiey oHepiH 03iHiH
Oipereil MoleHH MypacbIMeH aJIeMIIK
MOJICHH KEHICTIKKEe eHes].

KopbITbIHADI

Apxerunrep anamra 6arbiT 6arnap 6oJa
asnazbl. MaceJieH, apxeTunrep Tasa KyHinje
KOPKEM LLIblFapMallbliblKTa 00pasiibl,
peMi3ep/li KopiHiC TabaThIHABIKTaH,
oJlapAblH OelHesepi WblFapMallblIbIKKA
Harnapuiam Topisji KaHe 0J1
HIbIFAPMaLIBIIBIKTBIH, KYLITi TAPThIJIbIC
KyLi 6oJ1a anazabl. HIbirapmatiblibiKra
OTKEH TKipuOEeHi KoJiaHa OThIPbI 6Hep/ie
JKAHAJIBIKTAP aLlyFa »KOHE OHbI 3ePTTeyre
KoOipeK MyMKIHJiKTep Oepefi.



Byruri kyHi apxeTun »kaJimbl a1aM3aTThik,
KYHJIbLIbIKTapibl Oistipeni. Kazak yiiin
OaliblpFbl 3aMaHHAH KYH/bl OOJIbIT
caHaJiaTbIH «Jana» GYTiHTi KyHi e 63iHiH
KaCHeTiH yKoFa/lTKaH emec. COHIIbIKTaH
0J1 KOPKEM LIbIFapMallbl/IbIKTbIH OapJiblK
TYpiHZe ap Ke3aep/e KahTa-KanTta
KalTaJlaHbIN TYPaThIH TYPaKThbl GeAHEHIH,
6ipi. lasna —kacuerTi, Kuedi, 11eKcis, maJ-
MYJTiKKe 60JIbl KEHiCTiK.

Ken nananbin KepiHici kazak
CypeTLIIepPiH FaHa KbI3bIKThIPbII KOUFAH
»KOK. 6i3nin Ginerinimiz XVIII raceipnan
facrar KeJireH KeceiJik casgxaTilbliapMeH
epin Kesiren GipkaTtap cypTeliiaep/i
JIe Ka34aK JlaJlaCblHbIH KOPiHici, TYpMbIC
—TipiiJiri KpI3bIKThIpraH. Kasak
KociOu OeliHesiey oHepiHiH HachbiHIA
typran O6inxan Kacrees, Kananus
Teskanos, MoJsgaxmet Kenbaes,
Kypac6ek ThiHbIOEKOB CUSIKTBI 2KoHE T.0.
CypeTLIiiep/iiH, WIbIFapMalIbLIBbIFBIHAA
Jiana 6efHeCiH cypeTTey Heriari
OetiHesiey TaKblpbiObl 6011kl OJapibiH
LIbIFApMaLIbLIBIFBIHAAFE! Jaa OeiHeci
OipiHlLineH, TaGUFATTBIH CYJYyJIbIFbIHA JereH
KbI3YLLIBIbIK, SIFHH 3CTETUKAJIBIK CYJIYJIbIKKA
YMThLTy 60J1Ca, eKiHILIiIeH, 0Japabl Ka3ak
YLiH KyH/bI 60J1al caHaslFaH «jaj1a» KaeJi
VFbIMbI OOJIbII CaHAJIaThIH.

Cyperiiziep/iH KeHenTepiHe
OPbIHJAJIFAH J1aJ1a LIEKCi3 KeHICTIiK [IeH aaJja
JauaadThl, OHAAFBl TOPT TYJIK Masra

TOJIFaH JlaJlaHbIH KepiHicTepiH OelHesney
OasiFbl 3aMaHHaH caHara MbIKTal OPHBIKKAH
KOPiHiCTep MEH KyH/BIIbIKTaP.

Beifinesney enepinen akanemMucTik Gisim
aJIFaH CypeTilijiep/i KbI3bIKTbIPpFaH TaOUFaT
KOPiHiCiH cCOHAy Oarbl 3aMAaHHAH aTa-
HabanapabiH Mypachl PeTiHIe KUeJi XKep/i
OeilHesiey Kazak yaTbIHbIH apxeThni. Kasak
Jlaj1acbliHbIH, KHeJii OeJrici 1ekcis3 gaJa
kepiHici. Kasak KofiblH Kasail caHamaca,
JlaJlaHbl 1a eJilIeMereH, OHbIH «KO3/liH
VLLIbIHJA KOPIHETIH» LIEeKCi3 JaJja aer
KaObliiarad. OcbiHaal TyCiHiKTep a1 j1e
6oJica 1asagas axKblpaMaraH, KablCbIHa
JlaJ1a 1M CaKTaJFaH CypeTLliiepaiH
LIbIFAPMALLBIIBIFBIHAA €1aJ1a» KepiHici
TYpJli BapHauusaiap/ibl KOpiHic TanThl.

MaojieHu MypaHbl KOpKEeMIIiK TYPFblIaH
TYCIHY/iH OCbl Ke3eH/1er €H MaHbI3/1bl
JKOJIIAPbI €Ki Heri3ri arbiM 60J1/1bl e
aiTyra 6oJiajibl. BipiHLIiCi-yATTbIK MOJIEHH
63iH-0631 COMKECTEHPY 2KOJIbl, aPXETHIITIK
MOTHBTEp MeH OelHeJIepli e3repTy apKblJibl
TYbIHAAHTBIH 2KaJI1bl IyHHETaHbIMJIbIK
MaceJiesiepre 63 Ke3KapacolH Oinuipy
KazKeTTiJIiri.

ApXeTur yJTTbIK KyH/IbIIBIKTapMeH,
KOPKEM eHep KyHeciMeH GipereineHmipen.
YAt 03iHiH pyxaHu aJicipeyi ke3eHiHjie
OCbl apXeTUITepre KaiTa opaJblil, pyxaHH
OacTay/iblH KallHap KO3iHeH CyChIHAANIbI.
An Gyrinri eHep anamaapbl epreieri pyxaHu
6i1iMa, canT-I1dCTYPi 2KaJFACThIPYLIbI
a0bI3 peJiiHIe en aiTa aaambl3.
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Kannpikyab OpaskynoBa

Kasaxckasi HalmoHasbHast akajiemMust uckyceTB imeHn TemupGeka YKyprenosa (Anmatel, KasaxcraH)

APXETHUN «CTEMU» B KA3SAXCKOWM XXMBOMUCHU

AHHoTaums. [OHATUE «apXETUM, NPOUCXOAALLME U3 aHANIUTUYECKO NMCUXOMOTMU, MOCTYXKUIO OCHOBOM
[LNS aHANIM3a XYLO0XKECTBEHHOTO TBOPYECTBA. APXETUIMbI, MOPOXKAEHHbIE HECCO3HATENbHBIM, OTPAXKAKOTCS
B XY[,0XECTBEHHOM MCKYCCTBE C APEBHEMLLIMX BPEMEH A0 HALIMX OHEW YEPE3 apXETUN KCTEMU» B
TBOPYECTBE KAa3aXCKMX XYLOXKHUKOB. [poBeAEeH ryOOKMiA aHaNU3 MOHATUS KAPXETUM», U3YUEHbI
€ro Ka3aXCKUi 3KBUBANEHT U NMOHATUE HA KAa3axCKOM fA3biKe. AHANN3UPYS NPOU3BEAEHUS Ka3aXCKMUX
XYL0XHUKOB C MCMO/Ib30BAaHUEM aHAIUTUYECKOTO NMCUXONOMMYECKOTO METOAA, MOCTYKMBLIEFO OCHOBOM
[N aHANIM3a XYLOXKECTBEHHOTO MCKYCCTBA, BbISIBNSIETCSA HALMOHANbHOE BbIPAaXKEHWE YHUBEPCATIbHbIX
06pa30B, BCTPEYALLMXCS B MUPOBbIX XYA0XKECTBEHHbIX MPOU3BEAEHUAX. ADXETUN «CTEMb» M306paKeHUE
nel3axa B TBOPYECTBE KAa3aXCKMUX XYLOKHUKOB. ADXETUM — NMCUXO-DUI0CODCKUI 06pa3, NPOSBASIOLMIACS
yepes TBOPYECTBO XYAOXKHMKOB. OT TBOpYECTBA NEpBOro NpodeccMoHanbHoro xueonucua KasaxcraHa
AbbinxaHa KacteeBa Ao Npov3BefeHUii COBPEMEHHbBIX XYLOXKHUKOB M30OPAXKEHWE CTEMHON CLEHDI
B 6ECKOHEYHOM M Fy6OKOM MPOCTPAHCTBE OMPEAENsNoch Kak HaLlMOHAbHOE BOCTIPUSTUE ObITUS.
CoBpeMeHHOEe M306pasuTenbHOE MCKYCcTBO Ka3axcTaHa akTMBHO pa3BMBAETCS, TPAAULMOHHbIE U
MHHOBALMOHHbIE (GOPMbI LOMOHSIOT M 3aMEHSAOT APYT APYra B MCKYCCTBE, GOPMUPYS CBOW YHUKANbHbINA
KYJIbTYPHbIM 06AMK. [OUCK KYNbTYPHOM CaMOBLITHOCTU NOC/E OBPETEHUS CyBEPEHMUTETA - 3TO NPU3bIB
K HaLMOHAIbHOMY MCKYCCTBY MEPEOCMbIC/IUTL EF0 UCTOYHUK U MCTOKM HALIMOHAIbHOTO MCKYCCTBA.
HoBble XyL0KeCTBEHHbIE MOUCKU XYA0XKHUKOB COBPEMEHHOIO KAa3aXCTaHCKOrO MCKYCCTBA-3TO OTKAa3 OT
CTEPEOTUMOB, BO3BPALLEHME K «apXeTunam», ABAAIOWMMCA UCTOYHMKOM HaLMOHaNbHOrO MCKyccTBa. Ha
3TOM 3Tane OCHOBHAs KapTMHa MMpPa B Ka3axCKOM MUPOBO33PEHMM - 3TO MPOCTPAHCTBO. [1pOCTpaHCTBO -
B OECKOHEYHO» CTEMHOM» CLLEHE HAXOAWUT OTPAKEHME B TBOPYECTBE KA3aXCKUX XYA0XKHUKOB.

Knioyeesie cnoea: KonnekTMBHOE HECCO3HATENLHOE, ApXeTUM, 06pas, CO3HaHUE, XYA0KECTBEHHOE
TBOpYecTBO, 06pas, none, CUMBOJI.

Ana yumupoearus: OpazkynoBa Kanabikynb. KAPXETUN «CTENU» B KAa3axXCKOM xuBonucux». Central
Asian Journal of Art Studies, 7. 10, N2 1, 2025, c. 170-187. DOI: 10.47940/cajas.v10i1.932

Aemop npoyuman u 0006pus 0KOHYAMENbHbIU 8apUAHM pyKonucu u 3asensem 06 omcymcmeuu
KOH@IUKMA uHmepecos.
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Orazkulova Kaldikul
Temirbek Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

THE ARCHETYPE OF THE STEPPE IN KAZAKH PAINTING

Abstract. The concept of “archetype”, which arose in the article from analytical psychology, served as
the basis for the analysis of artistic creativity. Archetypes generated by the unconscious are reflected
in art from ancient times to the present day through the archetype of the “steppe”in the works of
Kazakh artists. An in-depth analysis of the concept of “Archetype” has been carried out, its Kazakh
equivalent and the concept in the Kazakh language have been studied. Analyzing the works of Kazakh
artists using the analytical psychological method, which served as the basis for the analysis of art,
the national expression of universal images found in world works of art is revealed. The archetype
“steppe” is the image of a landscape in the works of Kazakh artists. The archetype is a psycho-
philosophical image manifested through the work of artists. From the work of a professional painter
of the first Kazakhstan A. Before the works of modern artists, Kasteev’s depiction of the steppe scene
in an endless and deep space was defined as a national perception of being. The modern visual arts
of Kazakhstan are actively developing, traditional and innovative forms complement and replace each
other in art, forming their own unique cultural image. The search for cultural identity after gaining
sovereignty is a call for national art to rethink its source and the origins of national art. The new
artistic search of artists of modern Kazakh art is a rejection of stereotypes, a return to the “archetypes”
that are the source of national art. At this stage, the main picture of the world in the Kazakh worldview
is space. The space in the endless “steppe” scene is reflected in the work of Kazakh artists.

Keywords: collective consciousness, archetype, image, consciousness, artistic creativity, image, field,
symbol.
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LHAMAHADbIK
MIJAEHUETTEI']

KHIM YJIT'IJIEPIHIH,
3AMAHAYH 9JIEMAIK
CoH YJITICIHAETI]
TPAHCO®OPMALUAJIAPDI

I'yaan MacaaukoBa'

'Kozka Axmet Slcayn atbiniarbl XasbiKapasblk Ka3ak-Typik YHHBEPCHTET]
(Typkicran, Kasakcran)

AHpatna. LLlamMaHabik M3AEeHMETIHE ToH WaMaH KMiMAepi aNeMHiH ap XepiHae TypAi e3relenikrepiMeH
Kespeceni. OpTypni cebenTepMeH >KOMbINbIN KETKEH KeNTereH aAeT — FypbiNTapMeH 6ipre waMaHapIK,
KuimMpep fe yakpiT eTe e3repyne. Con cebenTi Ae KeHe 3aMaHHbIH, Kyaci 60nbin, OYriHri KyHre aeiiH
XEeTKeH BaKcbl KWiMAepiH Tanaan, TyCiHAipyLiH, MaHbi3bl 30p. KuiMaepiHaeri MaHpI3abinbiK; MaTagaH
XHe [e apTypni OyMbiMAapAaH acanFaH LWallakTapbl, 6akchl Kenneri, MeTann 3aTTapsl, KyblpLakrapbl,
aH, Tepici, KyC KaybIpCbIHAAPbI, TEHi3 paKyLIKanapbl, MOHLWAKTAp MeH apTyp/i cMMBOAAapbl 60nbin
Tabbinagpl. byn KuiMaepaiH anyaH TypAiniri opbIHAANATHIH bIPbIMFA KaHe 6aKChl XKaTaTblH M3AEHUETKE
6aiinaHbicTbl ©3repeai. byn 3epTTeyae WaMaHAbIK, MBAEHMET TApUXbIHAAFbI KNIMAEPAIH KMIO A3CTYPiHiH,
LUbIFY TEri, CUMBONABIK, MAFbIHACHI, KONAAHbIC YATiNEpi MeH TapuxM CabaKTacTbIFbl TaNKbIIAHAbI.
3epTTey 6apbicbiHAA 9aebueTTepre WwonyMeH bipre KaKeTTi AepeKKe3aep KapacTbipbiaabl. Byn
3epTTey XKYMbICbIHAA, WAMaH >XaHe LWaMaHAbIK M3AEHMETKE LLIOJTY Xacai OTbIpbIM, LWaMaHAAPAbIH,
HaHbIM — CeHiMi DOMbIHLIA ©3 acepiH XoFanTnaraH 6akcbl KMiMiHAeri epHekTepi MeH benrinepiH
3aMaHayM TypFblAa CaH aNeMiHAEe KONAAHbINYbIH 3epTTey Makcar eTingi. CoHbIMeH KaTap, waMaHabIK,
M3LEHMETTIH Tapuxu cananapga namaa 6onybiH 3epTTen, KOFaMaarbl WaAMaHAbIKKA KATbICTbl M3AEHU
6aiinaHbiCTapabl KApacTblpy XXaHe ONapAblH, COH AM3aliHbIHA acepiH awy 6onbin Tabblnaabl. 3epTTenreH
KOoCToMAepAeri epHeKTep, NaiaanaHbiiFaH Matepuanaap MeH benrinep OyriHri CaH anemiHae
KonpaHbicTa bonFaHapiFbl aikpiHAANAbl. LLlaMaH MafeHMeTIHIH KMiMiHAE KONAAHbIFaH CUMBOAAPABI
3aMaHayu TypfblAa 63 TonTaManapbliHAA deMre nall eTKeH TPeHATEP XMUHAKTanAbl. Onemre aurini
6peHaTepAiH TonTaManapbiHaa boreMusanbik KO3FanbiC NEH WaMaH MIAEHMETIHIH, YIeciMi apKbibl
OYriHri Xblnaam CaHre COMKEC yAri MeH KWiM TomTaManapsbl YCbIHbIAbL. [An3aiiHepnep TybiHAbINAPbIMEH
6aKCbl M9LIEHMETIH KaiTa XaHAAHAbIPbIM, COH CaNaCbIHAA XAPbIKKA LWblFapFaHbl Heri3aensi.



TyiiiH ce30ep: LLlamaH, CMMBON, CaH, KMiM, M3aiiH, MOLEPHMU3ALLMS.
Aaiiekces ywin: Macanvkosa ly3an. «LLlamaHapik MeaeHMETTeri KMiM yarinepiHiH 3amMaHaym anemaik
CaH ynriciHperi TpaHchopmauuanapsl». Central Asian Journal of Art Studies, T.10,N2 1, 2025, 188-206 6.,

DOI: 10.47940/cajas.v10i1.954

Aemop KOJIA30aHbIH COHFbI HYCKACbIH OKbIn MaKyﬂaaabl M(OHE Myddeﬂep mapansiHaH KAUUWbITbIFbI HOK

eKeHiH Manimoelioi.

Kipicne

uiM 6eJrini 6ip Ke3eHHiH eHepi
KMeH OMip CaJIThIH, SKOHOMHUKAJIBIK
JKoHe casicH axyaJibiH OeiHe IeHTiH,
COHJIall-aK 6TKeH MeH OYriH apacbiH
OanJaHbICTBIPATBLIH MOJIeHH KypaJi. Kuim
MOJICHHETI TYPJli KOFaMAapAbIH 6Mip CaJIThl
MeH KYH/IbIJIBIKTapblH, COHbIMEH KaTap
azaM3aTKa opTak amoOeOan opTak oiaapbiH
kopceTe/li. MojleHneT KOFaMHbIH CeHiMi MeH
CHUIATbIH, JIyHHETAaHbIMbIH alllaThlH ailHa
icnetrrec. Tapux Goiibl ceHiM XKyFeciHi Oip
(opmachk! peTiHje KajbllTackaH l1aMaHHu3M
OyriHje aJleMHiH KONTereH ejjiepinie
cakraJgbin otelp. [llamanuamuin anraiukpl
dopmanapsl Asust men Ci6ip eHipsepine
keanecesi. Ocbiran 6aiaHbICThl Oy
aliMakTapza 6aKChLIbIK CeHIM KyHeCiH
YCTaHFaH XaJlblKTap/IblH I9CTYPJi KHiMaepi,
acipece GakchblIapbiHbIH KUiM yJrijepi
alpbIKila MajieH! MaHpi3ra ue. [llaman
KHIiM YyJITiJepinie Keie acnan KanyapJaphbl
(Kycrap) MeH xkep »KaHyapJapbl ( OYFbl,
OyJsiaH, aio) 6eliHesIeHin OThIpaibl.
JlerenmeH, eH KoHe GaKChl KHiMepiHiH,
Heri3iH KypanuTblH aClaH MeH KepJeri
JKaHyapJiap CHMBOJIMKACBIHBIH KaTap
OeliHesIeHreH yJrisepi e Keaaecin
oTbipanbl. bip rana ainu kocmorpadusitbl
KYPaWUTbIH LIaMaH KUiMiHZEri MilliHi MeH
JIM3alHbIHA Kapal apTypJii yFeiMaap 6ap
eKeHiH Gaiikayra 6oJiazibl. byu xkepne
(opma 11amMaH KHiMiHiH MaFbIHACBIMEH,
aJl M3aiit hopmMamen GalliaHbICThI J1eT
antyra 6onazpl. lemek, hopma — Gakchbl

TYJIFACBIHBIH, CUMBOJIIBIK KOPiHici 60JbIN
TaObIATBIH acraH (KaHaTThl ) XKoHe Ke3
KeJIreH yKaHyapJibiH (hopMachl. OHTCe

e, I13aiH yaKbIT oTe Kesle PyHKLHsIChI
»KarblHaH Jia, MarblHACHI 2KarblHAH /12
dPTYpJli MarbiHara ue 60J1aThbIH KoHE

e3apa opeKeTTecy caslapblHaH e3repeTiH
KYpbLIbIMIbL yebiHajpl. [Hlaman Kuimine
eHTi3iJITeH »KaHa opmMaJsiap MeH »KacaJjiFan
J3aiH 6i3re 11aMaHbIK KYHeHiH YITThIK
namybin Kepeeteni (https://tarihvearkeoloji.
blogspot.com). Kasipri KoraMHbIH yHEMi
e3repirl, »KaHapblIl OTbIPFaH KYpPbIJIbIMBIHAA
eXKeJITi OPKEHUETTEPre ToH Ta3a CeHIMAep
MeH KYHJIbIIBIKTap/ibiH, OipTiHAE KOUBLJIBIT
Oapa xKaTKaHbl Gaiikasaibl. 3aMmaHayu eHep
KEHICTIMH/Ie XKYPTi3iJIreH LIbIFAPMALIbIIbIK
ie3eHicTep MeH ToxKipuOesep apKblIbl OChI
JKOFaJIFaH PyXaHH »KoHe ajamrepiuijik
KYH/IbLIBIKTap/ibl KAHTA KAHFbIPTYTa
TaJNbIHbICTAp 2Kacayna. byu ynepicre
OaKChl/IbIK HbILLIAHAAP MEH 6TKEeHre ToH
3aTTap eHep apKblJibl OYTiHT KYHHIH
MOJICHH KOATaphl PETiHE KOPCETIIyIe.
BypbIH «111amaH KHiMi TeK 6akcebliapra

ToH Ge?» JlereH mikipraJaac Tyabipran Oy
KUiMZIep Ka3ipri TaH#a aJIeM/K IeHrel1e
TaHbIJFaH COHrePJIePAiH LbIFapMallbl/IbIK
YKYMbBICTapPbIH/IA MAHBI3/bIIbIFBI MEH 03iH]1iK
epekuiesirin Tanbityna. [laman kuimaepi
O3iHiH CUMBOJIBIK 3JIEMEHTTEPi apKbI/IbI
TeK OAKCBIJIbIK CEHIM »KYHECiHiH 1l1eKapachblH
aUKbIHIAUTHIH OeJTi FaHa eMec, COHbIMEeH
Kartap coJl KyHeHi KaJblnracTblpy/a
MaHbI3/Ibl POJ1 aTKAPaTbiH KOPKEMJIIK 2KaHe
MOJICHH Pecypc peTiH/Ie KapacCThblpPblIa/bI.
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By 3eprTeynin MmakcaThl oHep
CaJIaCblH/IA 2KOHE KA3ipri CoH KeHiCTirinue
«lIaMaH» KUiMAEPiHIe Ke31eCeTiH yiriiep
MeH Oedrisiepai Tajaaay O0JbI TaOblIaabl.
CoHbIMeH KaTap, LlaMaH/IblK CHMBOJIM3MHiH,
KOpiHic TabaTblH HETi3ri KypaJsiapblHbIH
Oipi — akceccyapJsap MeH 3eprepJik
OyibIMIAPAbIH, OaKChl MOJIEHUETiHIET
CeMaHHKaJIblK MarblHAChl KAPAaCThIPbLJIa/IbL.
Ocbl HbICAHAAP/IBIH, OYTiHTI KyHTe feHiH
cakTaJblll, MOJICHH e3repicTep MeH
TpaHcdopmalusaap asicbiiaa CoHIK
KOHTEKCTe KalTa HHTepIpeTaluusIaHybl 1a
3epTTey o3eriHe arHaJgaibl. by seprrey
JKYMbIChI, 1lIaMaH KHiMepiHiH Ken OeJiiriH
TaJlIay/IblH HETi3ri KaFuaalapbiH aury
TYPFBICBIHAH J1a 6T€ MaHbI3/bl.

Hlaman kuimdepi score com.

JlyHue xKy3iHiH OapJibIK AepJliK
GeJgikrepinjieri, acipece Cibip »koHe
OpaJ-Anrtai XaJblIKTapblHbIH TYbICKAH/IbIK
KaybIM/IaPbIHbIH, HAHBIM - CEHiM 2KYyHieci
LIaMaH/IbIK peTine aHbiKTanaabl. byrinne
TYBICTBIK KaybIMJIap MEH TalNTblK KoFamaap
apachblH/ia lIaMaH/IbIK MOIEHH alMacy
neren nikip 6ap. lllamanubik MoeHHeTTiH,
HEri3iH TYybICKAH KaybIMJAP KYpPaubl.
CoHFbI 3epTTeyJiep IIaMaHU3MHIH TYYbIH
NaJeoJIUT HeMece HEeOJUT JIdYipiHiH Hachkl
nen Kaoblanabl. [lllamanusmHin, eH KoHe
MOTHBTEPi Oi3/1iH A9YipiMi3re AeHiHTi
15-13 mMbIH Kblnapaarsl @paHiusiars
Jlacko yHripiHeH taObliraH KapTHHaJ apia
kepinic 6epeni (Kancyryposa 19-20).
ApxeosiorusiIbIK epeKTep IaMaHIbIK
mozieHueTTiH 20-30 MbIH »KblJ1 OYpbIH
OoJsiraHbIH KepceTesli. YKasnbl epkeHHeTKe
JICHiHTT KOFaMIap/iblH HAHBIM - CEHiM
JKYHeJIePiHiH 2KUbIHTbIFbI PETiH/IE
KapacTbIpbLIATbIH IAMAHU3M TapHuX

OOMBI TYpJli ©PKEHUETTEP/LiH bIKNaJbIHA
yiubipan otbipra. [Ilamanabik aficTep/in
TaHFaJapJbIK €peKLIeJIKTepiHiH 0ipi — ap
JKEPJIE 2KOHE 9p yaKbITTa opTYpJli KepiHic
asranbiMeH, ABcTpasiist abopureHepineH
Coarycrik :xkoHe OHTyCTiK AMepuKara
neiiin (Price 21-23), Ci6ip men OpraJbik
Asusiian 6acrarn aJieMHiH 9pTypJIi
reorpausiiblK ailMakTap/a KoHe Tapuxu

Ke3eHaep/e o3iHMiK NilliHre ue 0oJa
OTBIPbII, HETi3iHeH YKcac KypblJIbIMAAP/IbI
cakraran. Asusinan 6acran Eypona men
Omnrycrik Adpukara (Lewis 184 ) nefiin keH
TapaJsifaH llaMaHu3M, TYPKi XaJbIKTapbl MEH
Opranbik A3USIHBIH 63Te XaJIbIKTapbIHbIH,
pyXaHH-MOJIeHH eMipiHe OyriHae TypJi
JleHreiine biknas etyae. bys cenim Oprasbik
Asuist aiimarbiH/a oJ1i KyHre Jeiin gepbec

JIiH peTiH/Ie 63 MAHbI3bIH CAKTay KeJei.
«[IlamaH» cesiHeH LIbIKKAH LIAMaHU3MHIH,
Heri3ri kailnap ke3i — cenim. [IlamaHuamHiH,
TapUXbl MEH TEPMHUHOJIOTHSICBIHA KO3
JKYTipTCEK, 9pTYpJli KedKkapacTap 6ap eKeHiH
6aiikayra 6osansl (Laufer 163-167).

[IIamanapiK IyHHETAaHBIMHbBIH, OacTay
HyKTeci — OaKchl TyJIFachbiHa Heri3nee].
Bakcbliap/pi Heri3ri MakcaThbl, aiamaap/ibl
aypy-ChIpKayJaH eMJIey, PyXaHH KaHe
(usUKaJbIK KyH3esicTeplieH apbliThll,
nepTrepine komekrecy 6osraH. CoHbIMEH
KaTap, KIMMAaTThIK »Karlaiaapra acep
eTETiH XKOHE JIe 2KOFaJIFaH »KaObIKTap/bl
Ta0yra 1a kemekTeckeH. [Ilaman — majieHU
TYPFbIIAH T€K 3JI€MEHTTIH CiiTeMeci
petinze Gesrii. Bakenl cozinin Oprasnbik
Asusinarbl 1IbIFY Teri 3epTTesrense, 6y co3
A3susi XxaJbIKTapbl apachiHia « CHKBIPILIbI»
MarblHaCbIH/A KOJaHbL1a/bl. Mblcalbl,
TYHIYC TiJIiHAE «l1aMaH», MaHKy TiJiHe
«cama» Oouibilt opHekTeseni. Kei6ip
3eprreyulisiep 6y Co3/iH UIbIFY TeriH
CAHCKPHUT TiJsliHe Heriznesnren « Cpamana»
HeMmece «Ypamana», irHu «6y/1a MOHAXHI,
OyJIMCT IePBULI» JIET€H CO3/IePACH LLbIKKAH
nen aitanbl. [laman cesi Tepka Tininne
«Camane», KplTall Tijinge « CoMmen»

»KoHe Jie napcebl Tisinae « CeMeH» Hemece
«CamaHn», sirH1 «OyJy1a JIiIHK KbI3MEeTKepi»
JiereH MarbiHaHbl Oinipeni (Alp »xone Mutlu
1015-1021).

[[Taman kuimaepi e3iHik GedriiepMen
Oe3eHIipireH XKoHe Jie oMapablH opoip
3JIEMEHTI CUMBOJI/ILIK MaFblHara ue.
ConbIMeH KaTap, MyHall KHiMIep TeK
OaKChl IoperKeciHe XKeTKeH agamaap yulin
apHaiibl nabinaanazabl. MyHbiH ce6ebi,
Hakcbliap e3nepinid 6inikTijirine Kapau
aptypaii Gosankl Meicadibl, )kKaHa FaHa



1IaMaHABIK 2KOJIFAa TYCKEeH OaKChIIap/IbIH
9pEeKeT ayKbIMbl LIEKTEeYJIi OoJIabl KoHe
oJlapJibiH, KMiMziepi 6ackasapra Kaparanaa
KypaJi->KaOJbIKTapbl 2KaFbIHAH 9PTYPJI
»KoHe auicis. by 6akcbliap aneTre
KapanaibiM aypyJapMmeH ailHasblicajbl. by
KHIMEPAiH KapananbIMAbIIBIFbI LIaMaH
KaybIMbIH/aFbl HePapXUAJIbIK TOPTIMTIH
CBIPTKbI KOPiHiCi peTiHie KabblagaHabl.
Kepicinuie, Toxiputesi 6akchlaapibiH,
KUiMJepi Kyp/eJi, caJMaKThl O0JyblHA
OailsiaHbICTbl, GYJ 63 Ke3eTiH/e 0J1apiblH,
KO3FaJIbICbIHA KeIepri KeJITipyl MyMKiH.
[[TamanpapabiH y3akK yakbIT 60kbl OHeYiHiH
031 KoMeKILi apyaKTap/blH KadijeTi MeH
KylliHe GailsiaHblCThl. Bakchlnapibiy
ApTYpJi casanapaa Taxipubeci 60J1ybl
MyMKiH. COHJIbIKTaH 0JIap/blH KHiMJIepi
APTYPJIi CUMBOJIIIBIK €PEKILEJIKTEP/E
6oJ1a1b1. BakcbiHbIH opTYPJI KHiMepiH 6ip
Kuimje GipikTipy GaKchblIap/blH, €Ki IyHUeHi
apaJiaybl fien Tycinaipineni. Keii6ip kuim
VJITiIepiHAeTi CHMBOJIIBIK aPThIKIIBLIBIKTAP
coJl 6aKChIHbIH Oip FaHa KUIMi 9pTYypJi
MaKcaTTa KoJIlaHa asy KaOijieTiH Oiinipeni
(Ztumbiil »kane Degerli 2010-2015).
[[Taman kuimaepinperi
albIpMaLUBLIBIKTAP CEHIM »KYHECiHIH
Heri3iHae KaJblTacKaH OpTaK CHMBOJIIBIK,
Oesrijiepli KopceTesli. OeTTe KHiMaepiH,
nilimi MeH alekenepi, kebinece,
TaHJaJIFaH MaTepHasap apKplJbl
pUTYyaslibiK MoHre ue Gogsazibl. Typki
XaJIbIKTapbIHBIH 0AKChl KHiMAEPi KOHIHAETi
JlepeKTepre cyfeHceK, oJlapablH KebiHe
TepijieH TirinreHin 6ankaimbi3. Ocbl
ceOenTi 6aKCblIaPAbIH, KYHICJIKTi TYMbBICTa
KHETiH KHiMIepi MEeH paciMIiK Kuimaepi
apachlH/ia alKbIH allblpMalliblbIK H6ap.
Pacimzep kesinae aH TepiciHeH Tiriire
KHIMJLi KHIO — OaKCbhIHbIH, KOFaM/IaFbl
KollOacllibl PeTiHieri OpHbIH KOpCeTe/l.
Kuimie KosianblIaThiH 2KaHyapJiapjibiH,
OblIFapbl O6JIIKTEPiHiH oJ1IeMi Killli HeMece
VJIKeH 00J1ybl, KHiM O6JiKTepiHiH caHbiHA
acep eteni. MbicaJibl, ycak »kaHyapJap
TepiCiHEH aJIbIHATBIH MaTepHaJl KeJieMi
KillKeHTal O0JIFaHIbIKTaH, KHiMie KoOipek
yKamayJiap MeH KeOipek Tiricrep 60J1ybl

MyMKiH. ByJ1 ke6ipek Tiric GeJrijiepin
Tyabipazbl. [llaman kuimaepinin Heri3ri
yJIrici 2kambac aeHreine qenin KeTeTiH,
KypTeLLe MilliHAeC eTiM TirJreH KuiM Typi.
bennemiuieniepre Gekirtinren xxuekrep,
)KinTep MeH GayJsiap askrapbiHa JIediH
yKaJiracaibl. bys ceimaap kuimre Kyc
OeliHecin 6epe/li 1en caHasiajibl KaHe JIe
OVyJ1 XKHeKTep MeH Xinrep Anrtaiiarsl Tay
nesiepiniH kuimine ykcaims (Cypert 1).

(SAAALNNANANNANAP
AAAAANNAAARALN

N

Cyper 1. Ulaman Kuimi xo1e CHMBOJIABIK CypeTTep
(Bozdemir :xxone Ozcelik 113).

[lamanapik goctypie xKanyap 6eiHeJepi
MeH TaHOa/apbl MAHbI3/Ibl PeJl aTKapajibl
»KoHe oJ1ap KeOiHe OaKChIHbIH pyXaHH
KOpraylibicbhl HeMece apyak 6adacbiMeH
OaliNlaHbICBIH OiIPETiH CUMBOJ pETiHEe
Kapactbipbliapl. Coarycrik Asus
XaJIbIKTapbIHbIH HAHBIM -CEHIMiHE CalKec,
ap6ip GaKChIHBIH XKaHyap TYpiHJETi eriai
6osran. KepiciHiie, xxkananan 6acraras,
ToxKipubeci as api avicia GakchlIap/biH, erisi
peTinzie kobiHece UT OeliHeci KaObLIIaHFaH.
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CoHbIMEH KaTap, XaJbIKThIK HaHbIM/IA
KacKbIpJiap, HTTep, KapraJjap »KoHe
Hakcblaap 63 TabUraTbiHAH allIKO3 OOJIbIT
KEJICTIHAIKTEH, aypyFa LaJIbIFy KayIi
JKOFaphbl JIen ecente/iren. AJ Toxipuoedi,
pyXaHH »KarblHaH KyaTTbl GaKChlIap/ibiH,
HeTi3ri 2kaHyapJapbl PeTiHAe oris,

OYPKIT, alFbIp XKaHe Kapa ato GeiiHesiepi
TaHblIFaH. XaKacTtap MeH aJiTaisiblKTapia
KYC KaybIPCbIHAAPbI 9ACTTE KUiMAEPiHe
»KoHe HGacTapblHa KoJlaHbliaibl. by
Japxat, Toda »kane TyBa 6aKkchbliapbIHbIH
KHiMaepinzeri 6ac kuimae ykeaiasl. Opra
Asust 6akcblapbIHbIH OpTaK 6acTapbiHa
TAKKAH dllIeKerJiepi KyC KayblpCblHAAPbI
OOJIBITT TAOBLIA/IbI 2KOHE HETI3Ti 3JJeMeHT

petinne nawnananblirad (Hoppal 468-473).

Xakac 6akcbliapbIHbIH, KHIMEPiHiH apTKbI
JKarblHa KYC KayblPChIHbIHAH yKacasrat
nopOa Topisfli 3aTTapbl MeH 6ac KHiIMHEH
TOMeH Kapal co3blJIFaH KblpaH ThIpHAKTapbl
LIaMaH/bIK CUMBOJIIBIK €PeKLIeJIiriH
kopceteli (Burged 87-92).

SIkyT GakcblapbIHbIH, KHIMIEPiHjIe
OeliHesIeHreH KyC TaHOaJ1apbIHbIH,
OaKchlJIapAblH KoJlayllbl pyXTapMeH
OallsiaHbICbiH OlIipeTiHi XKOHiHIE IepeKTep
Keaneceni. Anrai 6akchlapblHbIH KHiMIepi
ChIpTTail yKeac 6oJibin Kepinesi, Anraii
MHOJIOTHSICbIHA ColiKec GaKchlaap
KbIpaH yKire ailHaJibII casixaTTai aJjaajpl.
Korampa 6ypKiT neH yKiHi «KeKIi» Jien
anranpl (Cyper 2). SIkyt mudosorusicbina
Jla OCBIH/Ial YKCACTBHIKTAap Ke3lecesi,
atan aluTkKaH/a, oJapAbiH illliHae TeKTi
Talnajap/blH, aprbl 6abajapbl KbipaH
Kyc OeiiHeCiH KaOblIIay UAesiChl OPbIH
asran. Antai XaJbIKTapblHbIH GaKChl
KUIMEpiHiH Kyc OeliHeciH OeliHeneyi
KHIMHIH KyPbIJIbIMABIK €peKLIeJiKTepiMeH
Nie GaiaHbICThl. ATan ailTKaHIa, KuiMmaepre
TIirJINeH JIEHTAJIAP MEH »KiNTePAiH
KOJIIaHBITYbl KHiMJIi KaHaTTapbl Oap Kyc
kefrnine Kearipeni (Alp xxone Mutlu 1021).
[[Taman kuimaepinin, 6ip epekieliri,
epJiep MeH aleIepAiH KMiMIEPiHiH,
apacblH/1a alKblH alblpMalLblJIBbIKTbIH,
6oJtybl. AKceccyapJ/iapbiHbIH apachiHia
TEeK Wall epimMaepi, ajkanap, MOHIIaKTap

MeH aiesiiep 6ac KuiMaepi epekiiesneHesi.
CoHbIMeH KaTap, 6aKehbl KUiMIepiHiH
aKbIpamMac KOMIOHEHTTePi peTiHae opamad,
MYHi3, KaybIPCbIH CHSAKTBI 3J/eMEHTTEP
KeHiHeH Koananblians (Kilig 14).

Cypet 2. Anraii XaJIKbIHbIH [IaMaH KHiM/epi
(https://www.zdergisi).

Anrait, Toda xone TyBa xanbiKTapbiHia
OaKcblapblH KHiMEpiHae KOJIaHbLIFaH
TiriC MeH KeCTe apKblJlbl KaCaJbIHFaH
dLIeKeHJIepi e3relle CTETHKAJBIK CUIAT
Oepei. by xanblKrapablH KoCTIoMae piHjie
alIbIK TYC HETi3 peTiHjie asblHbIM, KbI3blJ,
KOHBIP HeMece aK KiTepMeH epHeKTep
»KacasibiHFaH. byrbimaap xkacaran 6y
OPHEKTEP KaJIMaKTapAbIH KHIMEPiH/e J1e
KoJanbliaapl. Kanmak nen Anradiibii
6aKchl KHiMi ykeac 60 Kegei. Toda
men TyBa 6akchlapbIHbIH KHiMepiHer
KecTeJsiep Marta »KoJ1aKTapbIMEH TiriareH
JKOHE KaHKa 6eJsriciMeH epeKlilesieHreH.
Ochl eki Koram/ia 1a KaHKa CUMBOJIbI OacKa
KaybIMIACTBIKTAPMEH CaJlbICThIPFaHa
6ipuiama epekiueneneni (Potapov). Hlaman
KHIMIHJEerT KOHbIpay, KecTeJiep, ChlJIbIPMaK,
caziak rneH xebeHiH 6eJieKkTepi 6aKChIHbIH
OUIKTIJIK IeHreHiH KopCceTeTiH 3JleMeHTTep
petinze KabOblaaaHaasl. bakcebliap yuin
KHeJli CAaHAJIaThIH KMiMACPACTi 3aTTapAblH,
apTypJii MarbiHa GepeTini Oedrini. Kacuerri
JIeTT aTa/1aThlH OyJl KHIMIEPIiH Ae KeHoip
ThifibiMaapel 6ap (Vinogradov 38-41).
Mbeicasbl, 6y KMiMIEp KOMIIIJIIKKE KOJI
JKeTIMJI 2KepJie caKTaJMau/Ibl, oJlap 9feTTe
OaKChIHbIH 63 2KeKe 6acrnaHacbiHAAFbl
apHaibl 6eJiriJieHreH OpbIHFa iJiHe].



[IlamannbiK ceHiM GoibiHILA, Oyl 63 9cepiH
JKOFaJITIAY YIIiH CaKTBIK Lapachl O0JIbII
TaOblJ1aJIbl.

SIKyT 11amanaapbiHbIH, KHiMIEepi
WJICHTEH »KOHE OHJIe/ITeH Obl/IFapbllaH
HeMece TOKbl/IFaH MartanaH Tirineni (Cyper
3). bakchIHbIH KOHJIerine agam »xKoHe
JKaHyapJibIH O0JIMBICHIH GefHeJIeHTiH
TeMipJIeH, MeTaJ1aH, CYHEeKTeH XKoHe
MaTazaH KUbIJIFaH ajlaM HeMece KaHyap/ibiH,
apTypai nitinaepi inineni. SIkyt
OaKchblJIapbIHbIH KAPaHFbl aJieMre canapbiHa
HYPBIH ALY VIIiH apKaChlHA «ai» XKoHe
KKYH» MillLiHiHAE MeTaJlaH KeCiJireH
Keciniiep Tirisieai. JIKyT 6aKChICbIHbIH,
HIanaHbIHbIH aPTKbI 2KaFblHa MeTaJl1aH
KECIJITeH «ai» KoHe «KYH» Topi3/i
Juckinep 6esenaipiseni. JIKyT 6aKCbICbIHbIH,
6ac OI0bIHA TiriJIreH KayblpChIHAAPDI,
KOHJIeriHiH »KeHiepi, 6ac oloblHa KOChIIFaH
KUK MY#Hi3nepi iKyT 6aKCbIChl Nakiiajanran
aH PyXbIHbIH KalHap KO3iH aHbIKTaK/Ibl.
Ocbl KaybIpCbIHAAp MeH MyHi3aepaeH
SIKYT OAKChIChIHbIH, KaH1al »KaHyap pyxbiH
nawajaHraHbiH OiJiyre »KoHe TyciHyre
6osa1pl (Zonrnickaja 186). Coatyerik
Cibipae 6yrbl Myiizin, an camoiienrep MeH
KeTTep ato ThIpHAFbIH Nakaananajpl. Syt
OakchlJlapbl TeMip MeH MeTaJsiapiaal 6acka
OPTYPJi XKaHyapJaapAblH CYHEeKTepiH iyei.
SIKyT GaKChICBIHBIH JIIHH paciMIiep/ie KUTeH
KHiMiH OacKa pyra Oepyre Hemece caTyFa
oosManbl. [Haman KoJsyiaHatbid, TaHOACHIH
aJIbIT XKYPETiH KOMEKILI yKaHyapJaap/blH,
apyakTapbl TeK coJl 6aKChl 2KaTaTblH allMak
nen pyra tuecini (Ivanova-Unarova 83).

Contyctik AMepuKkazia TypaTbiH
MHYUT OaKcbliapbl MeH ConTyCTik-
Batbic Ci6ip 6akchliapbiHbIH KHiMiH/le
yJaKeH ykcacteikrap 6ap (Cyper 4).
Conryctik-batbic Cibip 6akchliapbl
meH HeHipl (camoiies1) 6akchbliapbl
KHETiH «6ac KHiM alIeKeHIepi» eTe
ykcac. Coarycrik Amepukanarsl bepunr
OyFa3bIHbIH TOHIpEriHie TyPaTbIH XKePriJiKTi
amMepHKaH/IbIK Taiinanap meH OpTasbiK
Asust, Onrycerik Ci6ip Kone [miki Asus
OaKchlapbIHbIH, Oac KUiM dllieKelepi
apacblHa yJKeH napanienbaep 6ap (Dixon

Cypert 3. SIkyT waman kuiwmi (https://
tarihvearkeoloji.blogspot.com).

Cypet 4. Amepukanabik yni wamanb (https://
tarihvearkeoloji.blogspot.com).

4-7). JlereHMeH, CUMBOJIIbIK dllIEKeHIep
MEH aKceccyapaapibl TYCHIIpy/e
MHTEPAKLMOHUCTIK TEOPUSHbIH Heri3ri
OarbITbl MOJIEHHET YFbIMBIHA HeTi3ze e
CumBoOsIAP apKbL/Ibl MOJIEHUETTI
KaJIbINITACTBIPY 2KoHe COJl CUMBOJIIapFa
MarblHa 6epy KabijieTi TeK agaMaaTka

raHa ToH KacueT. COH/IbIKTaH HbllIaH MeH
MarbIHa apachIHAAFbl 63apa OalJIaHbIC TTeH
9peKeTTeCTiK, COHal-aK oJlapMeH ThIFbI3
OallJlaHbICTbl CHMBOJIIAP 3€PTTEY/IiH Heri3ri
Hazapbitja 6oanasl. Kopeita afitkansa,
mamaHu3M OYTiHTi TaHJa dJIEMHiH KerTereH
eJIIEPIH/IE Ke3IEeCETiH CeHiM KyHeci
peTiHjie ©3eKTiJIiriH XKoranaTnara. bys
CEHiM »KYHeCiH YCTaHFaH XaJlbIKTap/blH
OaKChlapbIHbIH KHIMJIEPiH 3epTTEY OTe
MaHbI3abl. [lamanabik MogeHUETTIH, i3
peTiHjie KoraMaap/aa aJii KyHre JeHin
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KOPFAHBILL, COTTIJIK ?KOHE KYHAPJIbIIBIKTDI
KaMTaMachbl3 €TeTiH CUMBOJIIbIK MarblHAChI
6ap ycak 6yibIMaap KOJAaHbLIYA.
O¥iTKeHi, MajileHH Mypa peTiHzeri
KHiMIepaieH OeJleK akKceccyapJ/iapbl
KOJIIAHY COHJIE 2KOHE JIe TYThIHY KEHICTIiriHIe
3aMaH Tasa0OblHa call YHEMi 2KaHapbII
oTbIpaibl. bys 3epTTey KymbIchiHIa OaKChl
KUiMJepiHjeri epHeKTep MeH GeJrijie piiH
OYTiHri KyHre AeHiHri KepiHicTepi
3eprredeli. CoHbIMEH Kartap, liaMaH
KUIMJIePiH 3aMaHayH TYPFbIIAH 3epTTel
KeJie, KaHIal e3repicTepMeH COHrepJep
TapanblHaH KOJJIAHBIJIBIT 2KATKAHbI KOHE
1€ MU(OJIOTHSINIBIK 2KoHe MOJIEHH MaHbI3bl
TypaJibl MargymatT Oepijief.

3epTTey XYMbICbIHbIH dAicCi

Maojenu epexuiesikTepi xkarblHaH 6T

6ar KypblibiMra He 6aKkchl KHimMaepinieri
CUMBOJIIAP/bl 3€PTTEY apKbIbl OJ1apAbIH
eHepMeH e3apa OGaiJlaHbICTApbIH AHbIKTAY
MaHbI37bl. OcbiFaH GalIaHbICTbI Oy
3epTTey/e WaMaHAbIK KAIM yJriJepinaeri
CUMBOJIIAP 3€PTTEJIiI, OJIapIblH Ka3ipri
KHIiM IM3aMHBIHA KOJAAHBITY XKOJI1aPbl
KapacTblpbliFaH. by — mamanibik Kuim
MEH OHbIH CUMBOJIIAPbIH TYCIHAIpyre

JKOHE 3aMaHayH CoH AM3aMHbIHAA KOJIAHY
MYMKIiHAIKTE€PiHE apHaJIFaH CUITATTaMaJIbIK
3epTrey 6oJibin Tabblaabl. 3aMaHyu

KHIM yJIriJiepid Taanay 6apblChlHIA
KOJIIEKLUSNBIK (hoTOCYpeTTep, KaTaaorrap,
COH LLIOJYJIapbl, COHJIAM-aK TapHUXU 2KoHE
Kasipri 3aMaHrbl MblCaJiiap caJjblCTbipMalibl
Typae Tasianasbl. Monenn Tpanchopmaiius
MeH CUMBOJIMKAJIbIK MaFblHaJIap/ibl KalTa
JKaFbIPTyFa OAaFbITTaJIFAH AU3aHHEPIIiK
utetimaep 2010 kblinan Gyrinre gedinri
apaJiblKTa, IFHH COHFbI €Ki OHKbIJIIbIKTaFbl
(op6ip 20 XKbIIABIK COH Ke3€eH] ) yarinep
weHb6epinae KapacTblpbliibl. CoH
JU3alHepJIePiHiH, WbIFAPMALLbLIbIK
JKYMBICTapPbIH 3€pTTey OapbIChIHAA, OJIap/IbIH,
LIaMaHIbIK CHIIATTaFbl KMiMAepiHae
Ke3JleceTiH Herisri cuMBoJiiapra (Tycrep
KOJbl, KOCMOJIOTHAJIBIK paMi3zep, MeTaniap,
TEHi3 »KaHyapJiapbl MeH aH-KycTap OefiHeci)

Haca Hazap ayaapbliibl. by cuMBoJIAPBbIH
KHiM/eri KopiHicTepi MeH 3aMaHayH
TYCiHAIpMeJiepi BU3yasibl TYPAE »KaH-
JKaKThl TaJIAAHBI.

Tankbinay

[[Taman MoieHUETI KOPKEMILIK 2KoHE

JIM3aiiH casiajiapbinia KepiHic Tabyra

Jlaliblk cumBoJiapra 6ail. Kasipri ynewmi
e3repil, 1aMblIl KeJle »KaTKaH KahaHbiK
KEHiCTIKTe TYThIHY yAePici KAapKbIH aJyja, aJ
JIM3aMH TY>KbIPbIMIAMACHI 1a COFaH CoHKec
Oeriimaenin otelp. MyHna xariaiia
KOFaMHbIH MOJIEHH KYH/IbIJIBIKTaPbIH
KepceTeTiH CHMBOJIAP/Ibl COH IM3aliHepJepi
TYpaKThl TYpAe NakaadaHbl, oJap/ibl

KeJiep YprakKa »KeTkidyi ete MaHbi3/pl. bis
Ka#TasaHy 19yipinie O0JFaHIbIKTaH, OChl
ceOenTi 6TKEH Ke3eHep/ieri yJrisep MeH
YpAicTep KahTa »KaHFbIPbII, KA3ipri 3aMaHrbl
COH caJlacbIHa OeJICeH i KOJIaHbIIya.
Ocbl ypaicTe 1IaMaHIbIK CUMBOJIIAP LLIAOBIT
KO3iHe aliHaJ/IFaH 3JIEMEHTTEP peTiHIe
TaHbIJIbII, MOJIEHH MypPaHbl CAKTaK OThIPbII,
3amMaHayH KdiM yJrijiepine enyne. 3epTrey
OapbICbIHA KAPACThIPbIIFAH OaKCh
MOJICHHETIH/Ier KMIMIep MEH OJIap/iblH,
CUMBOJIIBIK (DYHKLIMSIIapbl Ka3ipri coH
UHJLyCTPHUSICbIHbIH, KOPCETINIMAEPiHIe AHKbIH
KepiHic Tabyna.

Hlamarndolk cumsorukarol 63
monmamarapslHoa naioaraHean com
duaaiinepaepitin, OipHeule MoLcarbL:

Vassa&Co at Moscow Fashion Week,
March’24. Mackey coH anTaJjblFbiHIA
Haresna A63aeBanbii, OJ1bXoH apasiblHaars
LIaMaH TalNacbIHbIH TAPUXbIH 63
TONTamMachblMEH KopepMeHepre yCblH/ibl
(Cypert 5).

[IlamaH/bIK MOICHHETTe TYCTep exKeJIri
JyipaepaeH 6actan CUMBOJIBIK OaiiaHbIC
KypaJibl peTinje KoJanblirad. Exedri
azamaap TYCTep/i CHKbIPJIbI MaKcaTTa,
FubasaT Ke3inje agamaapra kesbeH acep
eTy, ’KayJlaH »Kacblpy, YpeH TyFbI3y HeMece
CYJIyJIbIK [1€H 9CEMIIKTI KOpCeTy YLIiH
nafjananran jerex nabim 6ap. Typik
JKOHE MOHFOJ OAKChIJIapbIHbIH CEHiMi



MeH MeTaJl1 KyObIp Tapi3/li TasgKuasap
OexiTinieni. bys snemenTTep KOCTIOMrE
caybIT KepiHiciH 6Gepejii xkoHe pyxTap
MEKEHIEHTIH 3aTTap HeMece KyC
KaybIPCBbIHAAPbIHBIH, CUMBOJIBI PETiH/E /e
tycingipineni (Guliyeva 126).

JlanguH, KybIpChIH 9JIeMEHTTEPI
OJIap/IblH aJIKaJlap/biHAA LIaMaHIBIK
HaHbIMFA TOH KOpraylbl OeJri peTinie
Kepinic TankaH (Cypet 7).

Cypert 5. Mockey con antaJbirbl, AG3aeBa
laMaujbiK CTHIbIE KHiMaep Tontamacs (https://
thestatussymbol.com).

OoliblHLIa, TycTep Oedrii 6ip 6arbITTapMeH
OalyIaHbICTBIPbIIIFAH, OYJ1 KbITal 19CTYpiMeH
YKCaC. WbIFBICTBIH TYCI 2KAChLI (acrnax,
KelJie KoK ); 6aThic — aK; OHTYCTIiK —
KbI3blJI; CONTYCTIK — Kapa, OpTaJblK

— capsbl. bakcbibIK Typik HaHBIMbIH/A
MaHbI3/1bl 6OJIBINT TAObWIATBIH CHMBOJIBIK
TYCTep MEH oJ1apra OepiJireH MarblHajlap
KamTblIFaH (Sarugan 72).

Cyper 7. JlanBun «Kybipchinpap» mamMaHbiK
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Kpucmuan /luop, mibiFapMallblIbIK cnmBoauami (https://wwwvogue.com).
>KYMBICBIH/A LUAMAH/BIK TaJUCMaH
«UHEeJIK» aJIKaJapAblH, CUMBOJIM3MIH
KOJIIaHy apKbIJbl, lIaMaH MaJICHUETiH
OYTiHTi KYHJle COH aJIeMiH/Ie MaHbI3/Ibl OPHbI
6ap ekenin kepcetTi (Cyper 6).

Kyc Gefineci 6axkcbliap/ibiH, calTaHaTThl 1
KUiMZiepiHjle »KoHe 6apabaHaapbliHa eH
JKHI Ke3[eCeTiH CUMBOJIIbIK MOTUBTEPJLiH,
6ipi. OJ1 oCbl 8/1eM MEH pyxTap aJieMi
apacblHIAFbl casixaTKa »KoJl alllaThblH
OeJiri peTiHie KapacTblpbliaibl. BypkiT
asrauibiiia [lamMmanubii aprbl atackl
peTiHae KaOblIaHbII, OHbIH ThIJIMbIC
KYLLUTepre KoJ 2KeTKi3yiHjie MaHbI3/1bl
peJ aTkapajbl. bys Kyc ranam aratibl
MeH LLIaMaHHbIH KCTaTHKAJIbIK CasiXaTblH
KaMTHUTbIH MU(TIK KypblJIbIMHbBIH ©3€riH/e
opHasiackaH. XaJsblk MUTEpi MeH
eprerijiepinie aiies 6aKchl CHKBIPJIbI

Ne)

5

Cyper 6. Kpuctuan Inop nmiamanabik TajJucMan
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asKaIapabiH CHMBOMM3MIH Kosanysl (https:// KaybIPCBIH/Ibl HEJIEHT€H COTTEH GacTar
www.vogue.com). acrnaHra yiia aJsajibl ieret ceHim 6ap
(Sarugan 46).

Baxcbl bIpbIMbI Ke3iH/e ChLIIbIPMaK Hpada, LIbIFapMallblIbIK TOITaMacbliHAA
[IeH KOoHbIpay €Ki MaKcarTa KoJIIaHbl1a/bl: akceccyap TYpiHI[e HIaMaHJIbIK M9JICHUCTKE
dpyaKTap/bl KOMEKKe LIAKbIPY 2KoHe TOH COTTUIIK CUMBOJIbI PETiHIAE MYXUT
3YJIBIM PYXTapjibl YPKIiTYy yiiin. Koprambic pakyliKaiapbii naigananran (Cyper 8).
KypaJiiapbIHbIH KaTtapbiHa GaKchl [ITaman GakcbICbIHBIH KOCTIOMI yJITiCiHIe
KOCTIOMiHJIE IJIIHTeH cajlaK reH xebesep TeHi3 paKyllKa/Japbl JIEKOPATUBTIK 3J1eMEHT
ne Karajpl. Kefi6ip 6akebl KocTioMaepiHin peTiHje KOJIaHbLIFaHa, 0J1ap KMiMHiH

apTKbI 2KarbiHa XKaJllaK MeTaJlyl KyJ1oH1ap 010-6PHEKTEPiH/C Kara MaHblHA XKOHE
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Cyper 8. Ilpana wamanablK TaJUCMaH ajKaaapiblH,
cumposuami (https://www.vogue.com).

KeyJle TYChIHA YIITIK HeMece KocapJlaHFaH
©pHEK TYpiH/le opHaJacTbipbliraH. TeHis
pakyllKagapbl KapaHrbl hoHa 631epiHiH
TaOMFU TYCTEPiHIE LIOKTAPMEH JKOHE
MeTaJsll 3JeMeHTTepMeH yiJecTipine
KoJsinanbliazapl (Gliner xkone Oyman 378-
386).

Baaenmuro, 11aMaHbIK MOJICHUETTEeH
KbI3blJ TYCTi MAlaJaHa OThIPbII, 63
TONTAaMaCbIHAA KHIMIEPIMEH YHJIeCTipreH
(Cypet 9).

Cypet 9. Basentnno «Kpi3bli» TycTi 1aMaHbik
ramicemansl (https://www.vogue.com).

Louis Vuitton, ®paHiusiHbIH OHTYCTIK-
winirbicbiaarsl Cenr-ITloJ ie Bauce
KasacbiHaarel Maeght KopbiHa yChIHBIIFAH
Louis Vuitton Cruise 2019 »xxunarbi
aJlJIbIH/la KeHeTTeH 60JIaThiH Iaybl1aap/ibl
TOKTATy YIIiH GaKChl »KaJlaraH lere
6osmkam 6ap (Cypet 10).

[IlamanbiK ceHiM »Kyiecinae Acran
KyJaiblHa CeHY YJIbl UMITepUsiIap

Cyper 10. Louis Vuitton Cruise 2019 »kbisirbl coH
xunarel (https://www.harpersbazaar.com)

TaparnblHaH KyJbT PeTiHle KaObIIaHFaH.
Acnan ToHipinin acnanmeH
OaiIaHbICTBIPbITYbl OHBIH FaJamibl
yKapaTyllbl Kyl peTiHie KaOblJIaHblIl,
KeHiH KOKKe KeTepiJreHiriMmeH
Tycinpipineni. Keseci kesenuepe anemuik
TOPTIN OPTYpJl KyAalaap MeH KHeJli pyxTap
apKbLJIbl CAKTAJIBI OTBIPFaH.

Kasipri Tanja miamMmanuam TaHbimMad
MOJIEHH asiChIHJA WIAOBLIT KO3iHe alHaJbII,
KEHOIp TYTBHIHYLIbIIAP MEH LIbIFapMaLlblI
TyJIFasiap TaparnblHaH KOMMe PLUHSIJIBIK
MakcaTTa naifajaHblIya.

Byran Mbicas petinie 1aHUAbIK
’K9HE HOPBETHsIIbIK dpTiCTepieH
Kypasaran Heilung Group KomanaacbHbiH,
LIbIFAPMALLBIIBIFBIH aTayFa 6oJapl. Ton
MyLIeJepi LaMaHAbIK KHiM YJIriJaepid
KOJIIaHyMeH Kartap, 6apabanuap,
CbIJIABIPMaKTap »KoHe pUTyaJIbl
KOHbIpayJiap CHSIKTbI LUbIHAKbBI My3bIKaJIbIK
acranTap/pl navaananyna. Heilung
TOOBIHBIH, KHIMJIEPi Ka3ipri KOFaM/Ibl €XKeJTi
JIyipMeH 6aiJIaHbICThIPYLIbI KOPKEMJLIK
Kypas peTinze Kapactoipblaansl (https://
www.sortiraparis.com).

[IIamMaHIbIK MOICHHETTE ]
CUMBOJIIAP/IbIH 3aMaHayH CoH YJIrijiepinie
TpaHcopMalMsIaHybl Kasipri TaH1a
KOMMEPLHSJIBIK CHIIaTKa He 6oJya.
Exxeari iamanuam Oedirisiepi Kagipri con
WHIyCTPHUACBIHAA TYPJli KOCTIOMAEPIE,
3eprepJik OyibiMaapaa nemece
akceccyapJiap/a »xHi Kepinic Tadbyna.

By.s eHimep unrepuerteri opTypJi
nyiarcdopmanapaa (saman-butik.com,
https://www.ajjaya.com, https://www.etsy.
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Garpapnamachina (https://www.sortiraparis.com).

com, https://psylofashion.com, https://
www.shamansmarket.com, https://
elibeads.com »koHe T.6.) caTblibiMFa
yebiHbLTyna. MyHaail ypjic Kagipri koramzaa
LIaMaH/BIK CTHJIbI€ KbI3bIFYLLIbIbIK,
TAHBITATBIH TYTHIHYILIbLIAP TOOBIHBIH 6ap
CKEHiH »KoHe oJlapFa CypaHbICTbIH apThll
KeJie »KaTKaHblH KopceTtesi. Jactypai
CeHiMIep MeH MaJICHH MypaFa HeTi3feJreH
OyJ1 CUMBOJIIAP MEH KepeK-2KapakTap yakbIT
arbIMbIH/IA YKAHAPbII, 3aMaHayn TYTbIHY
TaJiantapbiHa 6edimMIe i, Keseci yprakka
JKETKI3iJi OThIp Jien alTyra O0Jajibl.

HaTtuxenep

3epTTey AKYMbIChIHA aJIbIHFAH COHTepJIePIiH,
JKYMBICTapbIH TaJIKbliiay 6apbICbIHIA
KOJIIaHbLIFaH LIaMaH/bIK 3J€MeHTTe Pl
3amaHayH TyprbllaH Kuimiepre yidjecripe
6isren. Kuim 6eJiekrepin Tanaayna
KUIMIIeplie KOJIAHBLIATbIH TYCTi,
TEKCTYpPaHbl, YJITiHI 2KoHe akceccyapJiap/ibl
KaJIbINThl TYp/le Naiinananran. Aiita

KeTCeK, O-cypeTTe oirisi in3antep

A63aeBa Bypst kelinesi MofieHUETiHIH
JIOCTYypJiepin KaiTa Tycinaipy yuin OJbxoH
apaviblHJAFbI LLIAMAH TAUIaChbIHbIH, KOPiHiCiH
63 TOMTaMachlHIa YChIHFaH. 6-cypeTTe
Kpuctuan JIHop/bIH LbIFapMaLlbLIbIK
TONTaMachlH/A LLIAMAH/IBIK MOJIEHHETT]
3amaHayu yJrine kepcetkeH. Kuimuepinmne
akceccyap peTiHle naiasaHraH lWaMaHIblK
M9/ICHHETIHE TOH HHEJIIK TaJMCMaHAaPbIHbIH
eareuie MarbiHackl 6ap. MHesik ete

KYLUTi pyXThl 2kaHyap O0JIbI caHaJ1a/bl
JK9HE 0J1 9PTYPJIi dJIeMep apachlHIarbl
OTY/li, IFHU PyXaHH casgxaTThl OCHHeNen .
WMuenikrepti xKyibIpy, ilIKi JaybICThIH
coisielt anybiH 6istipeni. KyaabisibiK Tapo
KapTachl [ OH »KaKTarbl | apMaHIapra KeTyre
GarbITTaNFaH »KoJ1bl Oistipeni, an cdepa
[opTanbiK] — aJ1eMJiK TAaPOHbBIH CUMBOJIbI
peTiHae anam3aTtTblH OapJiblK O6Jliri eKeHiH
JKOHe aJieMeri OapJiblK HOPCEHIH e3aa
OasiaHbICbiH KopceTeli. bys Tapo kapTachl
aJlaMHbIH 63 OPHBIH TYCiHiM, 8JIeMMeH
ThIFbI3 OAH/IaHBICTA €KEHIH 2KOHE OHbIH,
HapJibIFbIMEH YilJieciMIiJIiK eH OailsiaHbIcTa
OOJIybIH €CTe CaKTayFa KoMeKTece/li 1ereH
6osKam Oap. 7-cyperte JIaHBUH KUslIbIMEH
TEeHi3 KayblPChIHAAPbIH LIbIFapMallbl/IbIK
TonTtamachiiia nanaananran. [laman
MaJIEHHETIH/e KaybIPChIHAaP/bIH
MarblHACbIH KapacTblpcak, TapHxTa

KYCTap MeH 0Jiap/iblH KayblPChIHIAPbl
APTYPJIi MOICHHETTEPIE DPTYPJIi
CUMBOJIJILIK MarblHara ue 6oJirad. «Erep
Ci3 Oip Kep/eH Ke3IeHCOK KaybIPChIH
Tarncanpl3, 6ys nepiuresaep aaemi

cizbeH celJiecin KaTKaHblH OiJLipei»
ekeH. KayblpchiHaap »kejiMeH KosraJa

agty uesichbit O6iipesni. O Ke3 Kesiren
ceKkyH/Ta 6arbITThl ©3repTe anaipl. e
COHBIMEH KaTap Oi MeH KapbIM-KaTblHACTa
AUKBIHBIIBIKTHI Oilipe/ii 2KaHe oJiap KeJl
MeH pyX apachlHjiarbl 6aiyianbic OOJIbII
tabbliansl. 8-cyperre [1pana mamanusmue
COTTINIIK CUMBOJIbI 6OJIBIN TaObIIATBIH
pakyuikasapibl naiaananrad. CoTTislik
MarbIHachl OyJ1 KAOBIKTBIH MilliHiHe
HansianbicTbl OoJFaH. Pakylikanap aiiibik
0oJiraH Ke3jie, MblcaJibl, 0a/I0H CUSIKTbI,
COTTIJIIK MEH MOJILIbIIBIK OCbIIAH KeJe/i
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ekeH. 9-cypette BaseHTHHOHBIH KoJiiaHFaH
KbI3bIJI TYC lUaMaHU3MJIETi eTe KYLUTI TyC
JK9HE 0J1 CUpeK KoJIaHblIFaHbIMeH, OyJ1 oTe
KYLUTi KOPFAHLIC TYCi OOJIbIN TaObLIaABbI.
KpI3bl1 TyC 971eTTe OAKCBIHBIH CaJTaHaTThI
KOCTIOMiHiH 9pTYpJii 6eJiiKTepinie
KOpFaHbIC peTinae Kosnanblirad (Mutlu
56). 10-cypeTTe GakchlIapIbiH, Kyl
KyJipeTiHe CeHiM apTKaH aJieMre oHriJi
nusaiinep Louis Vuittonaa Cenr-ITon

ne Bane kanacoinparsl Maeght kopbitia
yebinbliran Cruise 2019 »Kbliirbl coH
JKHHaFbIHA Oakebl xKagnnaran. yKannaran
OaKCbIHbIH, COH KopceTisiMi 6apbiChbIHAA
»KaHObIP/IbI TOKTATY KyllliHe He 6oJFaH
eKeH. byJ1 3epTTey KyMbIChIHIA, HIAMAHJIBIK
MOJICHHETTErT KHiIMAEPAiH, CHMBOJIIBIK
TpaHcdopmalusiaapbl, 3aMaHayu 3eprepiiik
OyHbIMIAp MEH aKceccyapJapabiH
1aMaHAbIK CTUJIbre OelimMaenyi, TypJaeHyi
JKOHE 2KAHA KOFaMIIbIK eMip/ie KopiHic Tadybl
KapacTbipblibl. KopbiTa Kejie, TeXHOJI0THSI
MeH kahaHaHy/ibIH JaMybl asicblH/1a

naia 6oJFaH 3aMaHayu LamMaH/iblK CTHJIb
exKeJiri 6aKChbl MOJIeHUETiHIH, »KONBIJIBITT
KeTe yKazfaraH (yHKIHOHAJIBIK 2KoHe
CUMBOJIIbIK 3JIEMEHTTEPIH (KHiMIEep,
akceccyapJap MeH 3eprepJiik OyibIMaap/ibl )
KalTa »KaHFbIPTHII, 0JIap/IbIH OMipLICHIT
MeH KeH TapaJiyblHa bIKNaJl eTKeH.

Herisri TyXbipbiMmaap

Bys seprTey »KyMbIChbIHA lIAMAH/BIK
MoJCHHETIH/IE KOJIAHbIJIFAH CUMBOJILAP/IbI
OeriHeJsiey apKblJibl 9ieiep KHimMinie
TaKbIpbII KypyFa Heri3 6oJibl. [Llamanabik
MoJEHHET MeH OHJIaFbl CHMBOJIIAP dPTYpJi
KBIPBIHAH KapacThIPBIbIN, COHTepJIep
OyJ1 2JIeMeHTTe P/l dieiep KHiMiHeTi
aKceccyapJiap apKbliibl KepceTyre epekiie
Hasap aylapraH.

3epTTeyiH FblJIbIMU MaHbI3AbIIbIFbI:
rasiamibl GefiHeIelTiH HbllaHAap/ibl
KAMTHTbIH »KoHe KHiIMHIH epeKllie Typi
peTiHae TaHbIATBIH LaMaHIbIK KHiMAEpre
KATbICTbl TEPEHIETIINCH FhIJIbIMU
3eprreyJep ote a3, aja 6ap MajliMeTTep
wekreysi. CoHbIKTaH, 6yJ1 TaKblpbII

OOMbIHILIA XKYPTisisieTiH opOip 3epTTey
JIYHUEXKY3iJTiK eHepTaHy caJjlacbl MeH MOJIeHH
MYpaHbl CaKTay iCiHe 30p yJ1eC KOCabl.

1. lamannapabiy KadijseTrepi MeH
KHiMJIepiH/le KOJIIaHATBIH KypaJllapbIHbIH
KOFaMFra o9cepi, HAaHbIM — CEHIM KyHeJiepi,
MH(OJIOTHSICH MEH MOJIEHHETI TypaJibl
MarJymaT 6epiJji.

2. llamanpapabiH, KoJIaHFal epHeKTepi
MeH CUMBOJIIAPbIH 3aMaHayH YJrije
aliesiiep KUiMiHJIe ko0aJsiay apKblibl,
COHrepJiep Tapux MeH MJIeHHEeTKe yJlec
KOCYZa.

3. lllamaHbIK MOJIEHHET MeH OHbIH,
KOPCETKILUTEPiHEH XKUHAJIFAH MaJliMETTep,
onebueTKe yyec Kocapl xKoHe OoJialiak
COHrepJiepre »KaHe Jie 3epTTeyLlijiepre
OarbIT Oepefi.

KopbITbIHADI

CoH nerenjie oira GipiHili KeJieTiH KHiM
6oJica 1a, COH KelTereH caJaJjapia

(eHep, My3bIKa, TeaTp, oieOHeT KaHe
coyJieT T.0.) opeKeT eTejli. Op casaHbiH
6eJrifi 6ip yakbIT apaJibIFbIHAFbI

o3inik coni 6ap. KoramubiH MojieHn
KYH/IBUIBIKTapbIH OeiHeeATiH
CUMBOJIIAP/bl COH JU3aUHEPJIEPiHiH
TypaKThbl Typie NarfalaHbl, OoJallakka
6epyi eTe MaHbI3/bl. CoH yaKbIT 6Te

KeJie KalTaJlaHaThIHAbIKTAH, aJl/IbIHFbI
Ke3eH/ep/ieri TPEHATEP/l HeMece
YJITiIepli coHrepJiep KalTa naiaanaHanisl.
Yarinep, MoTHBTEp, KHiM popMasiaphbl,
KOJIIAHBLIFAH aKceccyapiiap CHAKTDI
3JIeMEHTTep KalTaJlaHbIl OThIpabl.
Tapuxu KoszrasbicTapaH WaMaHIbIK
MOJECHHUETTIH, PyXaHH oJILLeMi TypaJibl
JiepeKci3 TyCiHiKTep qu3aiHepJiep yIiiH
1wabbIT K63i 60JiblN TabblIaIbLL. By 3epTTey
JKYMBICBIH/IA IAMaH/IbIK MOJIEHHETTi
TaKbBIPBII PETiHAE KapacTbIpFaH aJieMre
QUTiJIi CoHrepJiep, 63 LiblFapMallbl/bIK,
TONTamMaJapbiHa aMaHIbIK MOJIEHUETTiH
CHMBOJIBI PeTiHE KaybIPChIHAAP/BI, KbI3bLI
TYCTi, T€Hi3 PAKYLIKACbIH, TAJUCMaHIAP/bl
nainananrad. Kapactoipbliran
COHTepJIepAiH »KyMbICTapbIHIA



aCUMMETPHAJIBIK 2KOHE Ke31eHCOK
KepiHicTepre apThIKIIbIIbIK OepiJireH.
Ocblnaiiia, 1amanabiK MoJIeHHET reH
KHIM KapbIM-KaTbIHACLIH KAJILIITACTBIPbIT,
LIBIFAPBIIFAH TYbIHIbIIAPMEH HbIFAUTBIIBI.
KopbiTa ailbiTKana, tiamMmaHiblK MaJIeHHEeT
XaJIKBIMBI3/IbIH, MOJIEHU MYPACBIH Tipi
KaJlblpyFa KabiJIeTTi, COHIABIKTaH TepeH,
TaMblpJibl OYJ1 IyHUEeTaHbIM/IbI 2KaC
YPNaKTbIH TaHybl — ©6TKEH MeH OYTiHfi
OaiJIaHbICTBIPATBIH MAHBI3/Ibl MOJICHH
kerip 6o/MaK. MajieHH MypaMbI3/iblH,
TYPaKTBIIBIFBIH KAMTAaMacChI3 €Ty KaHe
APTYPJIi YaKbIT yJrijepin 6ipiKTipy yiliH
11aMaH/bIK MOJIEHHETIH OelHeNelTiH TypJIi
OHep caJslachl, acipece, CoHrepJep KopkeM
ic-apaJap, xobaJjap, XKopMeHKeJsep

MeH Gailkaysiap YAbIMIACTbIPbIbIT,
MYMKiHiKTep Oepinyi kepek. by
LIbIFapMaJiap/ibl 2Kac yprakka TaHbICThIPbIII,
oJlap/iblH cabaKTacThlFbIH KAMTaMachI3 eTy
KepeK.

YcwiHbicTap.

* Keuseci 3eprreynepie 6aKcbl
MaJIeHHeTi MeH OOreMHUsIIbIK KO3FaJblcTa
OipiKKEH »KoHe JIe 63repreH epHeKTep MeH
CHMBOJIIAP/bl TaJIKblIayFa 60Jajbl.

+ Kynnenikti emipae KoJiaHblIaTbiH
JKoHe OeJrisi 6ip MOeHHeTTepre ToH
3aTTap/blH OpHbIHA, TEPeH api Oall
MasMyHfa e LamaHiblK TaHbasnap/pl
KOJIIaHy 03 MOJECHHETIMI3/IH epeKLLIeJiriH
CaKTayra CeNnTiriH THUri3esi.

+ MojieHH MypaMbI3/ibIH OMipLIEH/rH
KAMTaMaChI3 €Ty JKoHE ap Ke3eHHiH
KOPKEM YJITiJIePiH YIITACTBIPY MaKCaTbIHAA
[IaMaH/IbIK MOJIEHUETTi OelHeJeHTIiH
TYpJli KepmeJiep, 2kobaJjiap, 2KoOpMeHKeJIep
MeH Oaiikaysiap YABIMIACTbIPbIJbIT,
MYMKIiHIKTep KacaJybl Kepek. by ic-
11apaJsiap apKblJibl 2Kac yprakka
MJIEHHETTi TaHbITBII, OHbIH,
cabaKTacTbIFbIH KAMTAMacChl3 eTyre
MYMKIHIIK Tya/bl.
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WAMAHObIK MO AEHUETTETNT KUIM YNTINEPIHIH 3AMAHAYW o NEMAIK CoH YNTICIHOETI
TPAHCO®OPMALMUANTAPDI

Macaaukosa I'yzan

MexyHapo/iHblil Ka3axcKo-TypelKuil ynusepeuteT umenn Xopkn Axmena Slcasu
(Typkecran, Kazaxcran)

TPAHCHOOPMALMU OBPA3LL0B OOEX bl B ILAMAHCKOW KY/IbTYPE B OBPA3Libl
COBPEMEHHOM MUPOBO MO/,bl

AHHoTaums. LLlamaHcKas ofexaa, TUNMYHas A1 WaMaHCKOM Ky/bTypbl, BCTPEYAETCs B Pa3HbIX
yronkax mupa. LLlamaHckas ofexna Takke MeHs1ach C TeHeHUEM BPEMEHM, KaK U MHOTHe 0bblyaun,
BbIMEpLUME N0 pa3HbiM NpPUYMHAM. BOT noyeMy KpaitHe BaHO NMpOaHann3nMpoBaTh M MHTEPNPETUPOBATb
COXPaHMBLUMECS A0 HALWMX AHEW 3NeMeHTbl LIaMaHCKOW OAEXAbl Kak CBUAETENbCTBA APEBHUX
BpeMéH. K uncny Hanbonee 3HaYMMbIX SNEMEHTOB OTHOCATCS Baxpoma, LAaMaHCK1e nnaTbs,
MeTannMyeckme npenMeTbl, KyK/ibl, MeX, Nepbs MTULL, PAKYLIKK, ByCbl M pa3NnyHble CUMBOJIbI U3 TKAHW
W Apyrux Matepuanos. PasHoobpasue 3Tol oaexabl BapbMpyeTcs B 3aBUCMMOCTM OT MPOBOAMMOTO
puTyana v KynbTypbl, K KOTOPOW NMPUHAAIEXUT LaMaH. B LaHHOM MccnenoBaHWM paccMaTpUBakOTCS
NPOUCXOXAEHUE, CUMBONIMYECKOE 3HAYEHUE, 3aKOHOMEPHOCTU MCMO/Ib30BaHWUS U UCTOPUYeECKas
NpeeMCcTBEHHOCTb TPAAMULMU HOLIEHUS OLEXAbl B UCTOPUM LLIAMAHCKOW KYNbTyphbl. B xoae uccnenosaHus
npoBenéH 0630p nnTepaTypbl U NMPOAHANN3UPOBAHbI COOTBETCTBYIOLLME UCTOYHUKK. B naHHOWM
nccnenoBaTenbCckon paboTe, paccMaTpMBAIOLLEN WAMaH M LAMAHCKY KynbTypy, Oblna noctaBneHa
Lienb U3y4YnTb UCMONb30BaHME B COBPEMEHHOM MUPE MOAbI Y30POB M CUMBO/OB LUIAMAHCKOW OAEXAbI,
COXPaHMBLUMX CBOE 3HAaYeHMe B paMKax LAaMaHCKMX BEpOBaHUI. Kpome Toro, He0bXxoaMMo U3yunTb
BO3HWMKHOBEHME LIAMaHCKOM KyNbTypbl B UCTOPUYECKMX CDEPAX, U3YUMTb KY/bTYpHbIE CBS3M, CBA3AHHbIE
C LWaMaHM3MOM B 06LLeCTBe, BbISIBUTb €r0 BAMSHUE Ha AM3aiH ogexabl. OnpeneneHo, YTo BbIKPOWKMY,
MCMoJIb30BaHHbIE MaTepuanbl U 3HaKM B U3YHaeMbIX KOCTHOMAX UCMOb30BaNUCL B COBPEMEHHOM MUpe
Mogpl. bbinn cobpaHbl TEHAEHLMM, NPeACTaBNEHHbIE HA HeaensaX MoAbl, C CUMBOJIMKOW, UCMONb3yeMOW
B O4EX[AeE LWAMaHCKOM KynbTypbl Konnekuuu coBpeMeHHbIX A1M3aiHepOB, B TOM uncie bpeHaos,
COYeTaKLWMX 3NeMeHTbl 6OreMHOro CTUS M LWaMaHCKOWM KyNbTypbl, NPeACTaBASoT co6oi Moaenu
W HapsLbl, COOTBETCTBYHOLME NPUHLLMNAM COBPEMEHHOW 6bicTpoi Moabl.OnpaBaaHHO BbI10 TO, YTO
[AM3aiHEpPbl CBOMMM TBOPEHUSMM BO3POAMMN MHTEPEC K “LUIAMAHCKOMY” CTUIIHO M BbIHEC/IW S/IEMEHTDI
LLIAMAHCKOW KynbTypbl HA CBET B chepe Moabl.

Kntoyessie cnoea: lllamaH, cumMBONn, MOAa, 04X A3d, AM3aMH, MOLEPHM3ALMS.

Ana yumuposarnus: MacapgukoBa, [y3an. « TpaHcdopMaLmn 06pa3LoB o4exXabl B LUAMAHCKON
KynbType B 06pa3sLbl coBpeMeHHOM MMpoBOM Moabl». Central Asian Journal of Art Studies, 7. 10, N2 1, 2025,
c.188-206,DOI: 10.47940/cajas.v10i1.954

Asmop npo4uman u 0006pusi OKOH4aMeNbHbIU 8apUAHM pyKonucu U 3asensiem 06 omcymcmeuu
KOH@AUKMa uHmepecos.



WAMAHObIK M AEHUETTETN KUIM YNTINEPIHIH 3AMAHAYW o NEMAIK CoH YNTICIHOETI
TPAHCO®OPMALUANAPDI

Massadikova Guzal
Khoja Akhmet Yassawi International Kazakh-Turkish University (Turkistan, Kazakhstan)

TRANSFORMATIONS OF CLOTHING MODELS IN SHAMAN CULTURE IN MODERN WORLD
FASHION MODELS

Abstract. Shaman clothing, characteristic of shamanic culture, is found in various parts of the world
with various variations. Besides many customs that have disappeared for various reasons, shamanic
clothing has also changed. That is why it is important to analyze and explain shamanic clothing that
has survived to this day, as a witness to ancient times. The most important are: fringes made of fabric
and various materials, shamanic clothing, metal objects, dolls, furs, bird feathers, seashells, beads, and
various symbols. The variety of these clothes varies depending on the ritual performed and the culture
to which the shaman belongs. This study discusses the origin, symbolic meaning, patterns of use, and
historical continuity of the tradition of wearing clothes in the history of shamanic culture. During the
study, necessary sources were reviewed, as well as a literature review. In this research, the aim was to
study the use of patterns and symbols in shamanic clothing, which have not lost their influence on the
beliefs of shamans, in the modern world of fashion, by reviewing the shaman and shamanic culture.
In addition, the aim was to study the emergence of shamanic culture in historical areas, to establish
cultural connections related to shamanism in society, and to reveal its influence on fashion design. It
was determined that the patterns, materials, and symbols used in the studied costumes are used in
today’s fashion world. Trends that were shown at fashion weeks with symbols used in shamanic culture
clothing were collected. The collections of famous brands in modern times presented models and
clothing collections in accordance with today’s fast fashion through the combination of the Bohemian
movement and shamanic culture. It was proved that designers revived shamanic culture with their
works and brought it to light in the fashion industry.

Keywords: Shaman, symbol, fashion, clothing, design, modernization.
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TEHAEHUHUU PASBUTHUSA
NCKYCCTBEHHOI'O
MHTEJIJIEKTA B
COBPEMEHHOM
N30BbPASUTEJIbHOM
[IPOCTPAHCTBE

Jlaypa Myca6ekosa', Aiirepum Ecnenosa’

!?Kagaxckasi HallMoHa/IbHasi akajieMust iekyceers umMenn Temupoeka YKyprenosa
(Anmarbl, Kazaxcran)

AHHOTaUMA. B COBpEMEHHOM MUPE KOMMbIOTEPLI NPEBPATUINCH B HEOOXOAMMDIM aTpUBYT NOBCEAHEBHOM
)XM3HM YenoBeka. OHM MPOHMKIIN BO BCe Cdhepbl 0BLLECTBEHHOM KM3HU. [laHHAsA CTaTbsl UMEET LIENbto
M3yyeHue BOMpOCa B3aMMOLEMCTBUS MALLMHHOTO MHTEIEKTA C TBOPUYECKOM AeATeNbHOCTb0. CaM
MCKYCCTBEHHbIM MHTENNEKT, UCCIEf0BaHME KOTOPOTO BedeTcs yxe 6onee 80 fieT, npeacrasnseT coboi
TEXHOJIOTMI0, CMIOCOBHYH MMUTUPOBATL YENIOBEUYECKYIO AEATENbHOCTb MYTEM BbIMONHEHWS! KOMMbBIOTEPHBIX
aNropuMTMOB U NporpamM. MoHsaTHe «Al art» — MCKYCCTBEHHBIM MHTENEKT B MCKYCCTBE 03HAYAET aKTUBHOE
MCMoNb30BaHUE LOCTVMKEHWMH I T-chepbl B npoLecce Co3aaHMs H060r0 XyA0KECTBEHHOTO NPOU3BEAEHMS.
KOMMbOTEPHBI aNropuT™M aHanU3Mpys AaHHbIE XPAaHUIMLLA CUCTEMATU3UPYET U30OPAXKEHUS U U3MEHSET
MX MO HY>KHbIM CTW/b, CO34aBast HOBbIM MPOAYKT UCKYCCTBA. B paMKax CTaTbu aBTOPbl aHAIM3UPYIOT
Hay4Hble paboTbl MOCBALWEHHbIE U3Yy4YeHMI0 pa3BuTus MW B M306pasuTensHoM mckyccTee. B pesynbrate
HaBJ/IIOAEHNS HbIHELUHErO COCTOSIHME UCKYCCTBEHHBIX HEMPOHHbIX CETEN BO3MOXXHO NMPOrHO3MPOBaTh

ux byayliee pasBUTUE U BIUSHUE Ha TBopueckuit npouecc. Cozaanune MW npovsseneHus

MCKYCCTBA, KOHKYPUPOBaHWE C TBOPYECTBOM XYLOXHMKA C OLHOM CTOPOHbI, UCMOb30BAHUE €ro Kak
BCMOMOraTe/lbHOro MHCTPYMEHTA CMOCOGHOMO CTUMYIMPOBATh PAa3BMTUE TBOPYECKOTO MOTEHLMANA
XYLOXKHMKA C APYroi — CTanu [MaBHOM TEMOM MCCeA0BaHUS MHOTUX YYeHbIX. B3anmopeiicTeue
MCKYCCTBEHHOTO M ECTECTBEHHOTO MHTE/IEKTA B TBOPYECTBE TPEBYET AaNbHENLIMX UCCIEA0BAHMMA U
060CHOBaHMM €ro NpuMeHeHus Bo 61aro uckyccTea. [Jonruit nyTb pasBUTUSA UCKYCCTBEHHOTO MHTE/IEKTA
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(OH npowen CeEMb A0TUX 3TANOB pa3BMTMﬂ), KaXAbIM 13 KOTOPbIX CONPOBOXAA/ICA pELEHNUEM CNOXHbIX
nperpag CBA3aHHbIX C HEAOCTATOYHO 6bICprIMl/I TEMMNAMU PA3BUTUA KOMMbHOTEPHbIX TEXHOJIOTUMA,
YKa3bIBa€T Ha Ba>XHYHK pOJib, KOTOPYIO OH 6y,EI,ET Urpatb B 6y,ﬂ,yLLI,EM.TEH,EI,EHLI,VIM pa3BUTUA MW nonxHbl
MPOrHO3MPOBATbLCA C Y4E€TOM BCEX MNJIKOCOB U HEAOCTATKOB KOTOPbIE OblfIY BbISIBAIEHBI U npenctaBneHbl
dBTOpaMu B Haquon pa60Te. B nx uncne stnyeckas CTOpPOHa Cco3aaHuAa Npon3BeneHna UCKYCcCTBa

N USMEHEHUA B CUCTEME aBTOPCKOIro npasa. CraTbs noaBOAUT HEKOTOpPbI€ UTOIN U3YYEHUA BIIUAHUA

NN Ha M306p33l4Te.ﬂbHOE MCKYCCTBO, U31arakoTca B3rndabl Ha COTPYAHUYECTBO MEXAY MHTENINIEKTOM
MCKYCCTBEHHbIM U €CTECTBEHHbIM. OB60CHOBbLIBAETCS MbIC/Ib O NONb3€E MCMONb30BaHMs M B TBOPYECKOM

npoLecce.

Knrouessie cnoea: MCKYCCTBGHHbIVI MHTENNEKT, TBOPYECTBO, NOTEHLUMA, KOMMNbIOTEPHbIE TEXHOJIOTUN,

npouseegeHne UCKYCcCTBa, aBTOPCKOE NpaBo.

Ana yumupoeanus: MycabekoBa, Jlaypa u Aiirepum EcneHoBa. «TeHAEHLMM Pa3BUTUS
WCKYCCTBEHHOrO MHTENEeKTa B COBPEMEHHOM M3006pa3uTenbHOM npoctpaHcTeey. Central Asian Journal of
Art Studies, 1.10,N21, 2025, c. 207-224 DOI: 10.47940/cajas.v10i1.847

bnazodapHocmu: ABTOpbI BbipaxatoT 6narogapHocTb pegakumm «Central Asian Journal of Art
Studies» 3a noMoLLb B NOArOTOBKE CTaTbM K NyBAMKALMK, @ TAKKE aHAHUMHBIM peLeH3eHTaM 3a

BHUMaHNE N UHTEPEC K NCCNIEO0BAHUIO.

ABmOpr npo4umanu u 0006pu11u OKaHYamesbHbll 8apuaHm pykonucu u 3ase/isanm 06 omcymcmeuu

KOHGIUKMA UHMepecos.

BBepeHue

TepMHH MCKYCCTBEHHbIH HHTEJIEKT OblJ
BIEepBbIe BBEJICH B HAyYHbIH 060POT
B 1956 rony. /Lxon MakkapTi, KOTOPOro
CYMTAIOT €ro aBTOPOM, ChOPMHUPOBAJI S3bIK
nporpammupoBanus Lisp u pagpaborad
KOHLIETLHIO pas/ie/IeHUs BpeMEHH.
MakkapTu npeasujes, 4yto B Oyayiem
MalluuHbl OyIayT 00J1a1aTh HCKYCCTBEHHBIM
MHTEJIJIEKTOM, KOTOPBI OyleT pa3BUBATHCS
KaK MO3T peOeHKa. DTOMy J1eJly OH MOCBSITHII
BCIO CBOIO »KM3Hb M CO3/1aJ1 HEMAJIO
BaKHbIX OTKPBITHH. J]2KoH MakkapTu
yTBEpPzKAJ, YTO: «1pobJeMa B TOM, UTO
M0Ka Mbl He MOXKeM BOOOILLE OMPEeIe/IUTh,
KaK{e BbIUUCJUTE/bHBIE TTPOLIEILYPhl Mbl
XOTHM Ha3BaTh HHTEJJICKTYaJIbHbIMH.
Mbl TOHUMaeM HEKOTOpble MeXaHU3Mbl
MHTEJIJIEKTA U He TOHMMaeM OCTaJbHBbIX.
[TosToMy MHTEJIEKT B 9TOI HayKe
MOHUMAETCS TOJbKO KaK BbIUHCIUTE/IbHAS
COCTABJISAOLLAS CTOCOOHOCTH IOCTUIATh
ueseil B mupe>» (fOnycoB 48).

[TepBoe cepbedHoe coOpaHue yUeHbIX
rJie MOJHUMAJICS BOTIPOC CO3/IaHus U

NepCreKTUB BHEJPEHUST UCKYCCTBEHHOTO
UHTeJIeKTa — coOpaJl 3a KPYTJIbIM CTOJIOM
Takux jesitenert kak Jibkon MakKapru,
Mapsun Munckuit, 'ep6ept Caiimon,
Annen Hoiossn. B pa6ote I'.Cafimona
«Hayku 06 HcKycCcTBEHHOM», KOTOpasi
nosisuiack B 1969 ropy «I'ep6ept Caiimon
BIEPBbIe TIPOBOJUT Pa3NUIUe MEXKIY
€CTeCTBEHHBIMH HayKaMH, 3aHUMalOIIUMHCS
M3ydeHHUeM U OlleHHBAHUEM €CTeCTBEHHbBIX
(PUPOMHBIX ) ABNEHUH U 0OBEKTOB,

¥ HayKaM# 00 HCKYyCCTBEHHOM,
paccMaTpUBAIOLIMX MPOGJIEMbl CO3/IaHUS
HOBBIX MCKYCCTBEHHBIX 0O'bEKTOB,
00JIaIAI0LIIHX 2KeJJaeMbIMH CBOHCTBAMU »
(Tapan 13).

McKyceTBEHHBIN HHTENIEKT UMeeT
LIKPOKOE OTpe/iesieHUEe UTO CBSI3aHO C
60JIbII0H 06J1aCThIO €r0 MPUMEHEHHS.
JlupekTop Mo HayKe U TEXHOJOTHAM
ArentcrBa MckycctBenHoro MHTenekra,
usied Poccuiickoit Accotpanyu
HckyccrBennoro Muresnekra Poman
Hyuikun onpenensit MW kak «cMMBOJIbHBIE
BBIYHCJIEHUS U JIOTMYECKUH BBIBOJI,
MCKYCCTBEHHbIE HEHPOHHbIE CETH H



IBOJIIOLMOHHBIE ANTOPUTMbI» (JLylIKHuH

14). Kmucdopa [Tukosep noanepkubaer
KOHLIEMIIHMIO «PadyMHOr0 MOBeJeHHSI
maiuun» B onpenenenun MU (ITukosep

8). bepuapn Mapp u Ma1t Yopa nouiu
ellle JaJiblie U BUIAT B HEM €CMOCOOHOCTD
MallKMH BUIETh, CJbILLIATH, OULYLATh BKYC U
3arax, ocsi3aTh, FOBOPUTb, XO[UTb, JleTaTb U
yuutbesi» (Mapp 5).

McKyceTBEHHBIN HHTENIEKT UMEeT J1eJ10
C HEKOTOPBIMH SIBJICHUSIMH, OKPY2KAIOLIUMU
KOMITbIOTEPBI, CJ1€10BATEJLHO, SIBJSETCS
4acTbio HHPOPMAIIMOHHBIX TEXHOJIOTHH.
OH TaKkxKe SBJISIETCS YACTHIO ICUXOJOTHU U
KOTHUTHUBHON HayKH (3HaHHE U TIO3HAHHUE ).
B Hewm, B 4yacTHOCTH, paccMaTpUBAOTCS
SIBJICHUS], BO3HUKalOLLMeE, Korjia
KOMIbIOTEPbI BBIMOJHSIOT 3a/1a4H,
KOTOpbIE, €CJ1H Obl UX BBITOJIHSIIH JIIO/IH,
paccMmaTpuBaJsiuch Obl Kak Tpebyloliye
MHTEJIIEKTYyalbHOTO MbllieHnsi. Cam
MCKYCCTBEHHBIH HHTE/JIEKT BO3HHUK B
1950-x ropax Kak uccsenoBaHle NPUPOJIbI
MHTEJIJIEKTA. YueHble HCII0/Ib30BAJH
KOMITbIOTEPBI B KaUeCTBE PEBOJIIOLMOHHOTO
MHCTPYMEHTA JI/Is1 MOJIEJIHPOBAHUS U
JlaXKe IEMOHCTPALMK MHTEJIJIEKTA, TEM
caMbIM MPEIOCTABJIsAS CPEACTBA IS €T0
U3y4deHust B MeJibYaiiiux aetadsx. 1o spel
MOsIBJIEHHUST KOMIIbIOTEPOB, €IMHCTBEHHbBIMH
HabJ1t0laeMbIMH TIPUMEPAMH MHTEJIIEKTa
OblJIM Pa3yMbl 2KHBbIX OPraHU3MOB,
ocobeHHo qoel. Tenepb K ceMeHCTBY
MHTEJITIEKTYaJIbHBIX CHCTEM MPUCOETMHUICS
HOBBIH POJL - HHTEJIEKTya/bHbIe
KOMTbIOTE€PHbIE TPOrPAMMBbI.

Mup UCKyCCTBEHHBIX (M €CTECTBEHHbIX )
00BEKTOB MOJIOH HETTPEBUIEHHBIX
TMOCJIEICTBHH H3-3a OrPAaHUYEHHOCTH
KaK SMIUPHYECKUX 3HAHUH, TaK
1 BBIUMCJUTENbHBIX MOLLLHOCTEH.

Tax no Caitmony « M nosHoctbio

sKcnepumenTaibHas Hayka» (Caitmon 100).

A 3HauuT OHA NOAUYHHEHA OTIpe/IeIeHHbIM
3aKOHaM Kak W ectectBeHHas cpena. [Tocse
60-X ro10B npou3oLIes pe3Kni MPUPOCT
TeX 3HAHUH 00 UCKYCCTBEHHOM MHTEJINIEKTE
KOTOpbIE pacCMaTPUBAJIH €TI0 KaK
KOMTbIOTEPHYIO MPOTPaMMy HMUTHPYIOIILYIO
yeJI0BevYeCKHi pasyM.

CaiiMoH BHeC 3HAYNTEJIbHBIA BKJIAL B
pasJyiuyHble 00JaCTH, BKJII0Yask 9KOHOMHUKY,
TICUXOJIOTHIO, KOTHUTUBHYIO HayKy, TEOPHIO

NPUHSATHS PELLIEHUH U TEOPHIO OpPraHU3aLHH.

OH 6pocHJ BbI30B 3KOHOMHUECKOH
TEOPHH, NOCTYJIHPOBAB, YTO YesloBeyecKas
pPaUMOHAIbHOCTb OrpaHHYeHa. «......
cucrema 06paboTKH HHPOPMALIUK UeJIoBEKa
paboTaeT B OCHOBHOM IOCJ/I€0BATEbHO BO
BPEMEHH: OHA CrocoOHa nepepadaTbIBaTh
OZIHOBPEMEHHO JIHUIb HECKOJIBKO
CUMBOJIOB, TIpuieM oOpabaTbiBaemble
CUMBOJIBI JIOJZKHBI XPAHUTBCS B OCOOBIX,
OrpaHUYeHHbIX 110 EMKOCTH, CTPYKTYpax
NaMsiTH, COJIEPKUMOE KOTOPBIX MOXKET
ObIcTpo MeHsAThes1» (Catimon 67). On
MoJYePKHYJI [IPEe/ieJbl YeJOBeYeCKHUX
BbIYMCJUTENbHbBIX CIOCOOHOCTEH U aMSITH
OTHOCHTEJIbHO MH(OPMALMH, TOCTOSHHO
NPENOCTABJSIEMON OKPYKAIOLLEH CPElOH.
[Tostromy passutue MU ngist Hero

Ka3aJsoCh CJAEIYIOLUIUM 11aroM B Pa3BUTHH
ueJIOBEUeCTBa, €ro BOJIOLUH.

CerofiHsi HCKYCCTBEHHbBIH UHTEJIEKT
CMOCOOCTBYET PA3BUTHIO TEXHOJOTHH
1 6usHeca. OHO BJMSET HA HAYYHO-
TeXHHUECKHH NPOrpecce U CrnocoOHO MOMOYb
BO MHOTHX cpepax uesioBeyecKol KU3HH.
Ananuanpys 60J1blIHe 00BEMbI JAaHHbBIX
MW BoinosiHsieT v TBOpUecKre QyHKIMH.
[TosioKuTEIBHBIE U OTpULIATE/IbHBIE
ctoponbl MU elile npeacTouT onpeeauThb
U JIeTaJbHO U3YUUTh, HO y2Ke CEeroJiHsl
MOHSTHO UTO 3TOT MPOLIECC HE OCTAHOBUTD.
A 3HauuT OCTaeTCs HAMPABUTD €0
pasBUTHE B HANIPaBJeHHUH HEOOXOIUMOM
U151 UeJI0BeYeCTBa, MUHUMH3HPYSI €r0
HEJI0CTaTKH.

MckyceeTBo - 3T0 TBOpUECKoe Havaso,
Pa3HOBMIHOCTb JlyXOBHOH 11€Te/JIbHOCTH,
Croco0O NMOHUMAaHHUs U OTOOParKeHHUs
neicrBuTebHOCTH. «Al Art» 310 rapmMoHust

I/IH(bOpMaU,I/IOHHbIX TEXHOJIOI'MH U UCKYCCTBA.

JIaHHBIA TEPMMH XOPOLLIO PACKPbIBAET
cBsI3b uckycersa U M. MekyceTBeHHbIH
MHTEJIIEKT KaK CrelnanbHo oOyueHHast
MalllHa €aHAJU3UPYeT CTHIIH
XYJI07K€CTBEHHBIX paboT, UX LBETOBYIO
naJsuTpy u popmy, a 3aTeM Ha CBOEM OIbITE,
coznaet HoBble paboThl» (Epocnaesa 230).
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KowmnbloTepHble TeXHOMOTHH
nepepabaTbiBasi pa3jiMuHble aJrOPUTMBbI
CrocoGHbI CO3aBaTh YAUBUTE/bHbIE
Npou3BeieHHs1 HK3006PA3UTEJIBHOTO
uckycersa. [ Inonepom storo HanpasJaeHUs
10 MpaBy CYATAETCS H3BECTHDIN XYI0KHHK,
rpasep u ausaiinep I'aposba Kosn (1928-
2016). PagpabGorannasi uM nporpamMHoe
oGecrniedeHue Aaron rnomarasa emy
CO3/aBaTh MPOU3BEJIEHUS HCKYCCTBA.
«Aaron» cosnannblii B Kanmpopuuiickom
ynuBepcutere B Can-/luero (CIIA)
BocrpuHumMalics KosHom Kak rnepeBounk
3HAHHUI Xy[0KHHKA B KOJI. A ero Ha3BaHue
MPOUCXOJUT OT GUOJEHCKOT0 epcoHaxKa
JIaBast HaM MOHSITh UTO UCKYCCTBO COMMKAET
yejioBeka ¢ 6orom. [Torenuuan «Aaron»
Obl1 oueBHieH U KosH Ha NMpoTszKeHUH BCeH
CBOEH TBOPYECKOH XKU3HU NpuberaJ K ero
MTOMOLLH.

Ha npotszkenun necsatuieTni
nporpaMmMHoe obecriedeHue
«Aaron» cosnaBaso H3o6paKeHus,
npeHa3HaueHHble U1l PUCOBAHUSI, a TAKKe
BU3yaJsibHble 3(h(eKThl 1151 0TOOpakeHHs Ha
MOHHTOpAX MJIM B BHJIe poeKUUi. UToOb
reHepupoBath peadyJbraThl «Aaron», Kosu
MOCTPOUJ CBOM COOCTBEHHbBIE TIJIOTTEPI
¥ MalIMHBI U1 PUCOBAHMUS, KOTOpbIe
MHTEPNPETUPYIOT KOMaH/Ibl KOMIIbIOTEPA,
co3zaBasi JUHEHHbIE PUCYHKH Ha Oymare
ABTOMATHYE€CKUMH pyYKaMH U 100aBJIsis
KUCTSIMHU LIBET.

["aposba Kosn ucenenosan
MCKYCCTBEHHBIH HHTEJIJIEKT U UCKYCCTBO
noutu 50 JieT Ha3aJl, PexkK/e UeM Mbl
YBUJIEJH PACTYILYIO MOMYJIsIPHOCTb
THX HOBBIX HHCTPYMEHTOB MalIMHHOTIO
o0yuenust. [Iporpamma «Aapon»
npejnoJiarajia odydenue pobota co3naHuio
pucynkoB. O6pasoBanue Aapona 1110
10 TOMY 2Ke MyTH, YTO U YeJI0BeyecKoe:

OT MPOCTBIX MUKTOrpahuIeCKUX
hopM U CHMBOJIOB K 60J1ee 06pa3HbIM
U3006paKeHUAM U, HAKOHELL, K
MOJTHOLBETHBIM PUCYHKAM.

«Aapon» npeyaraet 6oJee riy6oKoe
uccse0BaHue uiek o TBOpPUECTBe,
ABTOPCTBE U COTPYJHUUYECTBE B

kontekcre MU. «...nporpamma Aaron ¢
MCKYCCTBEHHBIM HHTEJIJIEKTOM, KCIepTHAas!
CHCTeMa, BOMJIOLIAET ero Pa3BUBAIOLILYIOCS
TeopHio perpedentanyi. OHa nocTpoeHa Ha
NPE/ONOKEHHH, YTO BCE JIIOAN Pas/eJIsiioT
CX0KHe 6a30Bble KOTHUTHBHbIE PUHLMITHI,
KOTOpBIEe TaKxKe POPMUPYIOT HaYa/IbHYIO
CTa/IMIO CO3/IaHHsT YeJIOBEKOM ITPOU3BEICHHUH
nckycera» (MopGeii 40).

JlanbHefilee pa3BuTHE HCKYCCTBEHHOTO
MHTeJIIeKTa npoaospKuaach B 2015 romy
Korja komnanust Google aHoHcupoBana
Bbixo, DeepDream, koTtopasi crana
BaXKHOM BEXOH B U3YYEHHUH MCKYCCTBEHHOIO
MHTeJIIeKTa B UcKyccTBe. Hemelkuii
xynoxkHuk Mapuo Kaunremann
MPOCJaBUBILIMHCS MOMyJIsipU3aliien
MCKYCCTBA MCKYCCTBEHHOTO HHTEJIJIEKTA
u cosnaBini B 2019 roay kapTuny
«BocrnomuHanus npoxoxkux [» takxke
MCI0J1b30BaJ1 aJITOPUTMBI JUIS1 CO3/IAaHUS
KapTuH. JlaHHOe npou3BeeHue OblI0
npojano Ha aykiuone Sotheby’s 3a 40 000
(yHTOB. DTO MOATBEPKIAAET AKTYATbHOCTD
MCC/IeI0BaTeIbCKOH pabOThl B HAMIPABJIEHUH
COYETAHUS UCKYCCTBA U UCKYCCTBEHHOTO
MHTEJIIEKTA.

Llesib Hay4yHO! pabOThLI ONpe/eeHne
MepPCreKTUBbI PA3BUTHSI HCKYCCTBEHHOTO
MHTEJIIEKTA B H300pa3uTeIbHOM
MPOCTPAHCTBE, HCCJIE0BAHNE
BO3MOKHOCTEH HCKYCCTBEHHOIO
MHTEJIJIEKTA B BOIIPOCE pacllihpeHus
BO3MOXKHOCTEH Xy/l102KHUKA, peaan3aiys
3a/lyMOK Yepes3 pa3yinyHble SKCIePUMEHTbI
C UBETOM M (hopMamMH, co3ilaHne HOBOIO
MPOMU3BEIEHHUS Yepe3 paclInpeHHe
BapHalMi OPUIHHAJNBHOIO SCKH3a.

0630p aumepamypeol. Borpoc
pa3BUTHS HCKYCTBEHHOTO HHTE/IEKTA U
ero BogJeHcTBHE Ha Bee cepbl KU3HU
yeJsIoBeKa, B TOM UMCJ/Ie HCKYCCTBA
noxHumadicst B Tpynax bepuapn Mappa,
Mosatt Yopna, Poman JlyuikuHa,

Kauddopn [Mukorep, Tarbsua Tapan,
['ep6ept Caiimon, [Tosmmna Epocnaesoii,
Mospu JIu Mop6Geit u 1p. Tpyn bepnapn
Mappa u Ms1r Yopna «HMcekyceTBeHHbIH
MHTEJIJIEKT Ha MPAKTHKE » MOCBSIIEH



KOHKPETHbBIM TIpUMepaM peasiudaliu nieu
MCKYCCTBEHHOIO HHTeJIIeKTa. PeasbHble
MCTOPHH ycriexa KOTOpble CTald BO3MOXKHbI
6saroapsi akTuBHoMmy BHesipenuio M

B OU3HEC cpejly, PaCKPOIOT MOTEHIHaJ
MCKYCCTBEHHOTO HHTEJIEKTA JIJIS1 BCEX
yutaresell. B HayuHoll pabGoTe JaHHbIH
TPy ObLJ1 MCMOJIB30BAH B 11€JI5IX HAYYHOTO
onpenesnenust MM u ero noreHuuanbHbIx
BO3MOXKHOCTEH.

«HMckycerBennbiit MuTtennekt» Poman
Hyuikuna, Knuddopn [Tukosep, Tatbsina
Tapan, Imutpuit 3y6oBa packpbiBaer
nepeJi uuTaTesieM MosTarHyo HCTOPHIO
ero craHoBJ/ienus. Pagmblliienue Ha
TeMy BO3MOXKHOCTEH M HEJIOCTATKOB
KOMIBIOTE€PHBIX TEXHOJIOTHH U
HeHUpoceTel NPU3bIBAIOT UUTATEJIS
CaMOMy MOPa3MBbICJIMTb Ha/l BOTPOCOM
npono/kenus pazsutus M. Asrop
B CTaThe MPUBOAUT onpenenenus M
npejicTaB/AeHHble JaHHBIMU ClIeLHAJIHCTaAMHU
M CUCTEMaTHU3HUPYET XPOHOJIOTHIO
CTAHOBJIEHHUS] HHTEJJIEKTYabHbIX
KOMITbIOTE€PHBIX TPOTPAMM.

Mup ecTecTBEHHOr0 U HCKYCCTBEHHOTO
MHTEJITIEKTA CBSI3aHbI CJ1I02KHOH
OpraHuzaluel CUCTEM U Ha JJAHHOM 3Tare
B3aMMO3aBUCHMBbI H JIOMOJIHSIIOT JPYT
npyra. EnncerBeHHoe, 4To 31€eCh SIBJsIeTCs
HEOTPOBEPIKUMBIM U BayKHBIM (haKTOPOM
B [10J1b3Yy €CTECTBEHHOIO, PUPOIHOTO
MHTEJIIIEKTA, 3TO TO UTO HCKYCCTBEHHbIH
MHTEJJIEKT HEe MOXKeT U300pPECTH UTO TO
HoBoe. OHO MOJIYJIMPYeT y2Ke H3BECTHBIMU
(akTamu, MmaTepuasam M Ha UX OCHOBE
npuayMbiBaeT HOBbIA Matepuas. Mimenno
3TO SIBJISIETCS CMIOPHBIM MOMEHTOM B
ucnogbzoBanuu M B uso6pasutesbHOM
HCKyccTBe. Beb Kaxaoe HoBoe
TBOPEHHE Xy[0KHHKA - €CTb HCKYCCTBO,
MPH ITOM MCKYCCTBEHHBIH HHTTEJIEKT
MOBTOPSISt 3aJJaHHbBII AJITOPUTM TepsieT
OPHUTHHAJILHOCTD.

TBopueckue JHUHOCTH BbICTyNAOLIHE
3a akTuBHOe BHeapenue MU B nckycctso
YTBEPIKJAIOT YTO €ro NPUMEHEHHeE - eCTh
6opbOa ¢ yCTaHOBJIEHHON UI€0JIOTHEH,
1abJI0HaAMHU, KaHLIe. DTO OTXOA OT

MPUBBIYHBIX MOCTYIaTOB U YIOOHBIX
cxeM. B cosHaHuM coBpeMeHHOro
TBOpueckoro uesoeka MM nomken
0CTaThCs CHMBOJIMUECKUM MOMOIIHUKOM
a He COMEPHUKOM, FTeHePaTOpPOM MJIeH,
MCTOUHHKOM HOBBIX HarpaBJ/ieHHil.
Pa6orel ['ep6ept Caiimona, ITosmna
Epocnaesoii, Enena BuuineBckoti u jip.
nocBsillleHbl MpobJeMe B3auMOIeHCTBHS
MCKYCCTBA M MCKYCCTBEHHOTO HHTEJIJIEKTA.
Cdpepbl MpoBOro HCKYCCTBA, CKYJbITYPHI,
1300pa3uTENIbHOTO UCKYCCTBA, U3aiiHa ¢
onHo# cTopoHbl, U «Artificial intelligence
art» ¢ ipyroil — 370 JiBe pagHbie 06JacTH
nocTeneHHo B3aUMOJIEHCTBYIOLIHE C IPYT
apyrom. Bansinne Al art na TBopueckuit
npouece cTajl NpeMeToOM Hec/le/IoBaHHs
MHOTHX COBPEMEHHBIX aBTOPOB B UMCJIO
KOTOPBIX BXOIAT Takxke AHHa ['op6aueBa,
Anekceti [ymkapes u zp.

MaTtepuanbl u metoabl

Matepuasbl 1J1s1 HaNMKUCAHUS HAYYHOH
pabOTbl CHCTEMATU3UPOBAJIUC 10
CJIelyIOLIMM XapaKTepUCTHKAM:

— PaboTbl nocBsillleHHbIE HCCIEI0BAHNIO
BOIPOCA CTAHOBJIEHUS HCKYCCTBEHHOTO
MHTEJIIEKTA, T03TANHOIO €r0 Pa3BUTHSI:
Caiimon I'ep6epr, Hyuikun Poman,
[Tuxkosep Knnddopn, Mapp Bepuapn, Yopn
MoTT.

— Tpynpl yueHbIX HanpaBJieHHbIE HA
BbIsIBJIeHHe MecTa U poau I B nekycerse:
Epmoanaesa [Tosuna, Buiinesckasi Enena,
Maiione Mapuat, dibrammasib AXmet.

— Hayunble paGoTbl Hcee10BaHUs
B KOTOPBIX Kaca/uCh ONpee/eHUst
BO3MOXKHOCTEH H HEJIOCTaTKOB
MCKYCCTBEHHOIO HHTEJIJIEKTA B
uzo6pazutesnbHom uckycerse: len fu, IOk
®an, Yarrepku AnmkaH.

Uro6bl onpenennTh spasietes au M
3(DPEeKTUBHBIM HHCTPYMEHTOM JlaJIbHEHIIIETO
pa3BUTHS TBOPUYECKOTO Tpolecca Obll
MPOBEJICH aHaJIU3 y2Ke HMEIOLLIUXCST HayUHbIX
TPY/IOB B IAaHHOM HarpaBJ/ieH’H, 060611eH
pes3yJibTaT UCCAESIOBAHUN BJUSHHUS
MCKYCCTBEHHOIO HHTEJIJIEKTA Ha CO3JlaHue
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npousBeieHui nekyceTna. Jliist BbIsiBaAeHUS
YPOBHSI B3AaUMOJICHCTBHSI HCKYCCTBEHHOTO
MHTEJIJIEKTA C TBOPUECTBOM aBTOPbI MEPBBIM
JIeJIOM JIaJId OTIpe/leJIeHHe He TOJIbKO
MCKYCCTBEHOMY MHTEJIIIEKTY, HCKYCCTBY U
«Al art», HO U PUBEJIH TPUMEP YCIELIHOTO
CO3/1aHH$1 TIPOU3BEJICHHUI UCKYCCTBA B COI03e
XYJI02KHUKA U UHTEJIJIeKTYaJ  bHbIX MaLLKH.
[To pegysnbTaTtam noJydyeHHbIX
MaTepHaJsIoB MOJOKHUTENBHO U
OTPHLIATEJIBHO BJMSIOLLMX HA Pa3BUTHE
1300pa3UTEIbHOrO UCKYCCTBA B 3Py
BHEJIPEHUST KOMTIbIOTEPHBIX TEXHOJIOTHH,
c/leJlaH TIPOTrHO3 M0 AajbHEHIIEeMY Pa3BUTHIO
U B uckyccTBe, €ro poJid B TBOPUECKOM
npoilecce v BJAUSHUM HA Pe3yJibTaThl
4eJIOBEUeCKOH I TeIbHOCTH.

Ovckyccuqa

[IpencrasieHue o Npou3BeIeHUN
MCKYCCTBA KaK M0C/1e10BaTeJIbHOM
BbIPAXKEHUH MCUXHUKH, SMOLIHOHAJIBHOTO
COCTOSIHHSI UJIH BbIPA3UTEJIbHON TOUKH
3PEHUS YeJI0BEKa 3aPOAUTIOCH B 3TOXY
poMaHTH3Ma U cTaJjo rnpeobJajatoulei
Hopmo# B XIX n XX Bekax B 3ananHoi
Espone. OTTyna oHa pacrpocTpaHusiach B
apyrue crpanbl. Cerous xe npou3BeaeHus
MCKYCCTBA MOTYT CO3/IaBAThCSl MALIMHHBIM
UHTEJJIEKTOM KOTOPBIH He 00J1aiaeT BhIlle
ONMUCAHHbIMM KauecTBaMH. MIcKycCcTBEHHBIH
MHTEJIJIEKT B UCKyceTBe (aHr. Artificial
intelligence art) — ucnosib3oBanue
BO3MOXKHOCTEH KOMITBIOTEPHBIX TEXHOJOTHI
IUISL CO3AHUSA JIOOBIX TPOU3BEACHUH
nckycerBa. OH «aHaM3UpyeT CTHIH
XYJI02KECTBEHHBIX pa0boT, MX LIBETOBYIO
najsuTpy u popmy, a 3atem, Ha CBOEM
OTBbITE, CO37aeT CBOH HOBbIE PaOOThI»
(Epmoasiaera 230).

C nosiBlieHHEM MallIMHHOTO
TBOPUYECTBA JIAH Pa3Ie/HINCh BO MHEHHH
HeoOXOJMMOCTH JlaJibHel1lIeld pa3paboTKu
KOMITbIOT€PHbBIX TPOTPAMM W [PUJIOIKEHHH
CIMOCOOHBIX K CO3[aHHIO TIPOU3BEICHUH
uckycctBa. [list onpenesieHus nanbHeliien
TeHJEHUMH PA3BUTHSI UCKYCCTBEHHOTO
MHTEJJIEKTa B H300Pa3UTeJIbHOM HCKYCCTBE

He0OXOAMMO PAacCMOTPETh TOT Harax
HaYYHbIX U3bICKAHUH MMOCBSILLEHHbIH

KaK MJI0I0TBOPHOMY COTPYAHHYECTBY

MU u TBOpUeCKO cpelbl, TaK U TPYL0B
KOTOpPbIE C KPUTHUKOH OTHOCATCS K Hjlee
MCIOJIb30BAHUS U JaJIbHEHIIEr0 pa3BUTHS
KOMTbIOTE€PHBIX TPOTPAMM, MPUJIOKEHUH,
KOJIOB U T.JI. HMEIOLLHUX LleJIb 0OYYeHHUs U
coBepuleHcTBoBaHust MH.

CBs13b MeXKTy MalllHHHBIM TBOPYECTBOM
1 MCKYCCTBOM, LLIMPOKO OMPeie/IsieMyto Kak
napaJiiesibHylo, Ho He MPOTHBOpeyalllyto
JIPYT APYTy aKTHBHO 06CY?KIAI0T MOCAeIHIE
80 siet. Camblii H3BECTHBIN PAHHUH MPUMeEp
TAKOIr0 COTPY/IHUYECTBA — ITO TBOPUECKUH
nyTb ['aposibna KosHa u ero nporpammsl
AARON (aaronshome.com). [TapTHepcTBO
MeKly TBOPUECKUMH CIIOCOOHOCTSIMU
yeJIOBEKa ¥ MallliHbI OMMCHIBAJIMCH B TPyIax
Kak 3apyOexKHbIX, TaK M y4eHbIX ObIBLLIETO
MOCTCOBETCKOro NpocTpaHcTBa. Bausuuem
MCKYCCTBEHHOTO HHTEJIIEKTa HA HCKYCCTBO
MOZKHO MO3HAKOMHTBCSI B HAYYHbIX Tpy/ax
SIn [llena u ®@an [O¥g, Mapuan MatioHe
1 Axmen dabrammadns, Aumkan HaTrepmk,
Anekceii [ymkapesa, Auna ['op6aueBoii
¥ 1p. aBTopoB. JlaHHble aBTOPbI BUIAT B
corpynnuuectBe MM u nckycersa cpeactso
MaKCHMH3aLMH TBOPYECKHX BO3MOXKHOCTEH
000HX NapTHEPOB.

Hanucanue KoMnbloTe pHBIX MPOrpaMm
CrOCOOHbBIX CO3/1aBaThb MPOU3BEIEHUS
MCKYCCTBA, TBOPUECKHE Pe3yJIbTaThl
CTaJIM BO3MOKHBI MIPH paclIipeHuH
Bo3MozkHOCTel camux I'T TexHosoruu.
[TosToMy akTyasbHOCTb JAHHON TeMaTHKH
Bo3dpocsa B XXI Beke, Tak Kak BbIPOC/IH
KOMIIbIOTE€PHbIE MOLIIHOCTH CIIOCOOHbBIE
nepepabaTbiBaTb OrPOMHbBIH MJ1ACT
MH(OpPMAaLMK, BO3HHKIA OTPOMHAs! yueHast
cpejia KoTopast akTHBHO pa3BHBaJia 9TH
TEXHOJIOTUH, BO3HUK HHTEPHET U OYPHO
CTaJIi pa3BUBATHCS LIMPPOBBIE TEXHOJIOTHH.

AnropuTMHU€ECKO€ HCKYCCTBO - 3TO
HIHPOKUH TepMHUH, 0603HaUAIOLINH JitoOoe
MCKYCCTBO, KOTOPOE HEBO3MOXKHO CO3/1aTh
6€e3 UCI0JIb30BaHHUS TPOrPAMMHUPOBAHHSI.
«MW dokycupyercsi Ha pa3BUTHH
MaUIMHHOTO MPOoLecca i MallMHHOTO



TBOPUYECTBA, a HE MPOCTO NMOJAPAKAHUE

U TOTIBITKAX BbIAATH ceOs1 3a TBOPEHHE
yesoBeka» (Matone 29), - yrBepKuaetcst
B pa6ote M.Matiione u A.dabrammanns.

C nocsieyol1M pasBUTHEM HOBBIX
TexHoJIOrnH, TexHodiorust 1M B nocsennue
rojlbl COBEPUINJIA HOBBIE MTPOPbIBLI B Psijie
o6s1acTell U paclpuia BOSMOKHOCTH
pasJsinuHbIX oTpacyaei. Kaxnbiil ros
OH CTAHOBHUTCS JIyllle C YBeJUUeHHEM
KOJIMUeCTBa JaHHbIX. [ T0CKO/IbKY OrpoMHbIe
00beMbl MHPOPMALMK CTAHOBSATCS BCe
OoJiee LOCTYIHBIMH OJ1arofaps BeO-MOUCKY,
KOMMepUYECKHM MOKyMNKam, MyOJnKalusm
B MHTepHeTe, TEKCTOBBIM COOOIIEHHUSIM,
o(HUIHATIbHBIM OTYETaM, H BCE 3TO
OMHUPaeTCst Ha OTPOMHBIE MIATPOPMBbI
obJiaunbIX BeluncjaeHuid. Moiub MU pactet
1 OyZIeT POO/KATh PACTH B 0003PUMOM
oynyuiem. Orpanudenusimu juis A
SIBJISIOTCS] TOJILKO IOCTYMHOCTb IJAHHBIX U
00'beMbI BbIUUCJUTENbHBIX MOLIHOCTEH.
bIOTEPH

McKkyceTBeHHBIN HHTEMIEKT
CTPaBJISIETCS C HEKOTOPLIMH 3aja4aMu
Jiyditie, yem Jiiogu. On o6GpabaTbiBaeT
orpomHble 06beMbl HHPOPMALIHH,
reHepHUpyeT MHOXKECTBO CUMYJISILUA 1
BBISIBJISIET 3aKOHOMEPHOCTH, KOTOPbIE JIIO/IU
He MOTyT olleHUThb. B Tanaeme ¢ nckycctsom
OHO CTMOCOOHO BJIUSITH HA PA3BUTHE LIEJIbIX
HarnpasJeHUI TBOpPYECTBA, OKa3blBaTh
MOMOLIb B COXpAaHEHUH U pacrpocTpaHeHHH
npousBeieHnH nckyccTBa. Camo
MCKYCCTBO BO BCE BpeMeHa OblJ10 CIOCOOHO
npeoOpasuThb 3pUTEIs, BbI3BATh NIyOOKHE
IMOLMH U CIIOCOOCTBOBATL HOBOMY
MOHUMAaHHIO MUpa U camoriosHaHus. Ha
CEroiHsLIHUN JIeHb HeJlb3sl pacCMaTpPUBaTh
MU kak conepHuka 3a BHUMaHHWE 3pUTeJIsi
CrocoOHOr0 3aMEHUTh XY/102KHHKA.
Kuratickuit yuenniit fIu [llen B padore
«BansiHHe HCKYCCTBEHHOTO HHTEJLIEKTA
Ha XY/107KECTBEHHbIH IM3alH B 310Xy
LM POBBIX TEXHOJIOTHH» TaK OMUCHIBAET
MU kak nporpammy cnocoOCTBYIOLLYIO
TBOPYECKOH MOTHBALMH Xy/I0XKHHKA: «...
MCKYCCTBEHHBIH HHTEJJIEKT — 3TO ropaso
6oJbllle, YeM MTPOCTOE TEXHHUYECKOoe

CPEJICTBO CO3aHUs TIPOU3BEIEHUH
MCKYCCTBA; 3TO CKOpee H3MeHeHHe
XY/I0’K€CTBEHHOTO MbILLJIEHHS] ¥ BJIHSIHUE HA
yeJsioBedyeckoe noguanue» (Lllen 215).

PesynbTaTthl

[TockoJibKy HbIHELIHSIS pa3paboTKa

MW nocut HOBaTOpCKU# Xapakrep,

OHO BbI3bIBAET Y JIIOJEH CMellaHHble
4yBCTBa, a oTHollleHHe K MM B pasHbix
cTpaHax pasauuaercs. MaobpasuresbHoe
MCKYCCTBO SIBJISIETCS KYJIbTYPHO, COLMAJILHO
1 9KOHOMHUUYECKH BaXKHBIM CEKTOPOM.
Opnnako ucnosbzoBanue M BoisbiBaet
00€CIOKOEHHOCTb 110 MOBOJY TPOU3BOJICTBA
1 aBTOPCTBA NPOU3BEJEHUH HCKYCCTBA,

a TaKXKe 3aMeHb JIIOAEH, paOOoTalOILUX B
pas3nuyHbIX 06J1aCTsIX H300Pa3UTEbHOTO
nckycerBa. Camasi oueBUIHAS U
oOcyzKaemas TeMa 3a 1ocJie/iH1e
HECKOJIbKO JIeCATHIICTHI 3aKJIovyasnach

B TOM, JIEHCTBUTEJIbHO JIM UCKYCCTBO,
cosnanHoe MU, aBjsieTcst HCKYCCTBOM.

MW mokeT KOMOMHUPOBATH BELU
(KOMOGHHALIHOHHOE TBOPUECTRO) U
MCC/1e/I0BATh HOBbIE BO3MOXKHOCTH
(MceseoBaTeIbCKOE TBOPYECTBO ), HO
OH He JIOCTUT TpaHCHOPMALIMOHHOTO
TBOPUECTBA, MIPH KOTOPOM HOBbIE HJEH
reHepUpYIOTCS Ha HOBOM KOHLENTYaJlbHOM
yposne. M B Gynyiiem 6yaet xopotio
CHPAaBJSATHCS C aBTOMATH3HPOBAHHBIMH,
HO He TBOpPYeCKUMH 3a1ayamu. [Toatomy
Ha JAHHOM 3Tare ero pa3BUTHs ayAUTOPHS]
Xy[l02KHHKa Bceraa OyeT 1leHUTb ero
BKJIaJl B IpOM3Be/leHre OoJIble YeM BKJIaJL
TOH 2Ke MalluHbl. «LleHHOCTb HeKyceTBa,
CO3aHHOI0 YeJIOBEKOM, a He MallIuHOH,
TaKxKe, KaykeTcs, 3arneyar/ieHa B Hallem
mogry. Jliofe# 3a60TAT yCusius, HaBbIKU U
HaMepPeHHs1, JieXKalMe B OCHOBE ICHCTBHUH,
4epThl, KOTOpble OoJ1ee OUeBHIHBI Y
yeJsIoBeKa-XyJ102KHUKA, UeM Y MallIUHbI»
(Yarrepmku 611).

Barasiapt xynoxuukos Ha M
Pa3JIMYalOTCA: COBMECTHBIH TBOPUYECKHH
MU npennoururesibHee AMIAKTHYECKOTO
M. OcnoBHasi Macca ydeHbIx
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NpeJCTaBJIeHHBIX B JaHHOH paboTe
OIHUCaJIH MPOLECC UCKYCCTBEHHOTO
UHTeJIJIEKTa, pa3paboTaHHbIH JI/IsT CO3/1aHus
1300paKeHnH, U MPEJVIOKUIN MapTHEPCTBO
MexK/Ty TBOPYECTBOM U€JIOBEKA W MalllMHbI,
uToObI TPEOJI0JETh NPOOJEeMbl TBOPUECTBRA
MCKYCCTBEHHOTO MHTEJIJIEKTA B HCKYCCTBE
U rapaHTHPOBATh, YTO OHO JIOTIOJIHSIET,

a He TIPOTHBOPEUUT IMOLMOHAJILHBIM 1
COIMAIbHBIM HAMEPEHHUSIM XY/I0XKHHKOB.
MU nosBosisieT Xy10’KHUKAM BbIXOJUTh

3a MpeJieJibl TPAJUIIHOHHBIX METOJIOB 1
9KCTIePUMEHTHPOBAThL C HOBBIMH (hOPMaMH,
CTHUJISIMU M TeXHUKaMHU. Hanpumep, npoekT
«The Next Rembrandt» nemonctpupyer,
kak MM mMoxkeT aHann3npoBath CTHIb
BEJIMKOTO MacTepa ¥ Co31aBaTh HOBbIE
paboTbl, KOTOPbIE BLINISIAT TaK, KakK

ec/i Obl OHH OblJIM HAITMCAHBI CAMUM
Pem6pannrom. MU cranosutes
«COABTOPOM>», MpeJiarast Haeu, KoTopble
XYI0’KHUK MO2KET Pa3BUBATh UJIH
UHTEPIPETHPOBATL. DTO HATTIOMUHAET
KOJIIab0palnio MeXTy JIOJbMHU, Tjie
KaXK/bI BHOCHUT CBOH BKJaL. Takxke M
MOMOraeT XyjI0?)KHUKaM MPeojio/ieBaTh
TeXHUUeCKHe Gapbepbl, TaKHe KaK
CJI02KHOCTb BU3yaJu3aluu, padora

¢ 60JbIIMMH 0O beMaMU JaHHBIX HJIH
CO3JIaHHe CJIOXKHBIX KOMIO3UIMH. «Deep
Dream Generator» ot komnaunu Google
NOrpy:KaeT 3pUTeJisi B MUP UCKYCCTBa
coznannoro M. bes takoro pona
nporpam Xy10:KHHKY CJI0?KHO CO3/1aTh
CloppeaJsiuCTHUeCKHe H300ParKeHHsI.

Ectb 1 paboThl B KOTOPIX CPaBHEHUE
MOJIOYKUTEIbHBIX H OTPUIIATEIbHBIX
kauectB MU npuBes aBTopoB K BLIBOY

0 TOM, UTO JlajibHel1lee pUMeHeHne
MCKYCCTBEHHOTO MHTEJIJIEKTA B HCKYCCTBE
JIMLLIUT ee TBOPUECKOT0 HavyaJsa, a MMEHHO
BJIOXHOBeHHS. «J1/is1 TpUBENEHHDBIX Bblllle
paboT, CO3MaHHBIX UCKYCCTBEHHBIM
MHTEJIJIEKTOM, HET 3TAJIOHOB, U OTCYTCTBYIOT
KPUTEPUH OlIEHKH PE3YJIbTAaTOB. DTO MOXKET
MPUBECTH K TOMY, UTO H306pas3uTeIbHOe
MCKYCCTBO OoJiee He Gy/leT CBSI3aHO C
NPUHAJJIEXKHOCTDIO K MPO(eCcCHOHATBHOMY
nexy» ([op6auena 152).

OCHOBHbIE MONOXEHUS

Cucrematuyeckuit 0630p JUTEPATyphl
KOTOPBIH aBTOPBI MPOBEJIH B CTAThE
nokasaJg, uro MM moxxket umetsb
MpakTHueCcKoe 3HaueHue J7is cepbl
nckycersa. Muerpymentsl MU yxke moryt
BBIMOJIHSITh MHOXKECTBO TBOPYECKHUX 3a/1ay,
KOTOpPbIE PaHbllIe BBITOJHSIJIN TOJIbKO JIIOJIH.
MckyceTBeHHbIH HHTEIEKT 00J1a1aeT
OrPOMHBIM MOTEHLHAIOM B KayecTBe
UHCTPYMEHTA JIJIs1 aHa/IN3a OOJIbLINX
00beMOB JIaHHbIX. OH MOT Obl YJIy4IIUTh
crocoObl BOCTIPUATHS U OTPeOIeHH s
MCKYCCTBA, PUHECTH 3HAUUTEJIbHYIO TT0Jb3Y
BCel cepe HCKyCcCTBA U B KOHEUHOM MTOTe
M3MEHUTD ee.

Hoctxkennsimu B 061aCTH Pa3BUTHS
MU u coznanust npousBeieHUH HCKYCCTBA
Ha Mx 6a3e MOXKHO Ha3BaTb Pa3BUTHE
reHepaTHBHbBIX MojieJiel (Mojieeit
CrOoCcOGHBIX CO3/1aBaTh UTO-TO HOBOE ),
takux Kak Generative Adversarial Networks
(GAN) u Variational Autoencoders (VAE).

[IpencraBnennsie Msnom [yndensoy B
2014 romy reHepaTHBHbIE cOCTsI3aTe/bHbIE
cetut (GAN), cTasu KpaeyroybHbIM KAMHEM
MCKYCCTBA, CO3/IaHHOTO C TOMOIIbIO
McKyceTBeHHOro uuTesekta. GAN coctosiT
U3 JIBYX HEHPOHHBIX CeTeH — TreHepaTtopa
¥ IMCKPUMHHATOPa, KOTOpPble paboTaloT
B TaHeMe J/1s1 OJTyYeHHUsT PeaJuCTHYHbIX
pe3yJsibTaToB. B KOHTEKCTe BU3yasibHOTO
MCKYCCTBA TEXHOJIOTHS UCIOJIb3YeTCst ISt
CO3/IaHHUs1 ToTpsicatolle peasMCTHUHbIX
1300paXKeHMH, 4aCTO HEOTJIMUUMBIX OT
TPOU3BEJIEHHH, CO3/IaHHBIX Y€JIOBEKOM.

OnHHM U3 SIPKUX IPUMEPOB SIBJISIETCS
«[TopTper dnmona ne benamu» (2018),
CO3JIaHHBIN MAPHKCKUM KOJIIEKTHBOM
Obvious. Ha kaptune uzo6paxen
MY>KUMHA Ube JIMIIO CHJBHO PA3MBITO,
KOTOPBIH CreHepHPOBaH UCKYCCTBEHHBIM
MHTEJIJIEKTOM HaJl KOTOPbIM paboTasu
Tpoe (paHily3cKux cTyneHToB. [TopTpet
BBIMBILIJIEHHOTO YeJIOBEKA B KOCTIOME
¢ 6es1bIM BOPOTHHKOM OblJ10 MPOJAHO
na aykuuone Christie’s 3a 432 500
JIOJIJIAPOB, UTO CTAJIO BaXKHOW BEXOH B



MPU3HAHUH HCKYCCTBA C UCTOBb30BAHUEM
MCKYCCTBEHHOIO HHTEJIJIEKTa.
[IpousBenenue 1eMOHCTPUPYET, KaK
MCKYCCTBEHHBIH HHTEJIJIEKT MOKET
BOCIPOU3BOIUTD Xy/102KECTBEHHbIE CTHJIH
M CO3/1aBaTh OPUIHHAJ/IbHbIE KOMIO3HIIUH,
CTHpasi TpaHb MKy TBOPUECTBOM
4eJIOBeKa M MALIHHBI.

[Ipoekt «Caenytoumit Pem6pann»
SIBJISIETCS XOPOLIMM MTPUMEPOM TOTO,

Kak XyJl02kHUKH Hcnogb3ytoT MU kak
reHepaTUBHbIA MHCTpyMeHT. B xozne
peasmmzatmu poekra «Next Rembrandt»
¢ nomotibio MU 6611 npoananuaupoBan
CTHJIb BEJIMKOTO Xy/I0?KHHKA U HA OCHOBE
pe3y/IbTaToB aHa/M3a Obl1a co3/aHa
HoBast pabota B cTusie Pembpanra.
Creunanuctsl Microsoft, leabdrekoro
TeXHHYeCKoro yHuBepcutera, Koposnesckon
rajeper Mauritshuis u foma-my3ses
Pem6panara B AmMcrepiame KponoTJauBo
paboTanu 18 MecsilieB HaJl CO31aHHEM
YHHUKaJILHOTO OPTpeTa KOTOPbIH
BOCCO3/1aJ1 MaHepy NucbMa XyoxKHuKa. C
nomoliibto nporpammel Microsoft Azure
CMeLMaNUCTbl CMOTJIH MepeiaTh B HOBOH
paboTe CTUJIb U TIOEPK XY/I0XKHHKA, €ro
MaHepy repeaavd BhlpazkKeHHs Jnla,
TEKCTYypY KOXKH, 11BeT I1a3. B onpoce 2023
rona 60 % pecrnonIenToB POro10coBaIK
3a jajibHeilee ucrnosb3oBanue MIM B
TBOpUecKoM Jiesie. CaMu CrielHanucTbl
paboTaBlliMe Hajl STHM IPOEKTOM B OJIMH
roJ10C 3a5IBUJIH, YTO IVIABHOH LIEJIBIO X
paboTbl ObL10 He npunanue padoram MU
Xy[07KeCTBeHHOH LeHHocTH. M3ayuenne
Hacsiennst Pem6panara Obl10 riaBHOH U
€/IMHCTBEHHOH HX LleJIbIO.

Elle o1H1MM HOBAaTOPCKUM CTHJIEM
MCIOJIb3YEeMBIM JII51 CO3/IaHUsT TPOU3BEIEHHUH
M300pa3UTEIbLHOTO HCKYCCTBA SIBJISETCS
METOJ1 HCT0JIb30BAHUS CBEPTOUYHBIX
Hefiponnbix cereit (Convolutional Neural
Networks, CNN). 911 cetu MoryT Ha
OpUTHHAJbHOE TIPOU3BE/IEHHE HCKYCCTBA
HaJIOXKHUTh CBEPXY (PoTOrpacuio BLICOKOTO
KauecTBa, B pe3yJibTate KOTOPOro
MOJTyUUTCS] THOPUIHOE XY02KECTBEHHO
npoussesienue. K MMM Takoro pona MozkHO

otHectd Deep Art kotopoe nosBoJisiet
npeBpaTUTh JI0OYI0 poTorpaduio B
Npou3Be/ieHHe UCKyceTBa. Beb cailt
CO3JIaeT Xy/0KECTBEHHbIE TPOU3BEIECHHS
MyTeM TepePUCOBKH OJIHOH (hoTorpaduu
C UCIOJIb30BAHMEM CTHJIMCTHUECKHUX
3JIEMEHTOB JIPYTrOH KapTHHBI.

«Midjourney yepes Discord, DALL-E
2 u Stable Diffusion (nporpammubie
obecreyeHus, co3aatolne n3006paKeHus
10 TeKCTOBbIM onucanusim), Colorize
(packpaiiBaet uepHo-06eJble GoTo), a
takxke neural.love, Lexica, AutoDraw
(npeBpalaeT cxeMaTHYeCKHe 3apUCOBKU
B MOHSITHBIE H30OpaxkeHusi), Logo joy
(cosnaet Jjorotun Komnanum ), Lenso, Al
Interior Designer (co3naet 1o ¢oto pa3ubie
CTHJIEBbIE PelIeHUsI HHTepbepa ) U JIp.»
(MowuceeB 671) 0cCHOBHbIE HOBATOPCKHE
NporpamMMbl KOTOpPbI€ MPOU3BEJH
PEBOJIIOLMIO B 06JIaCTH T€eHEePAaTUBHOTO
nckycerBa. O6e cUCTeMbl HCMOJb3YIOT
nepeoBble METO/Ibl MalLIMHHOTO 06y4eHHUsI
JUIsl CO3/IaHus H306paKeHUH Ha OCHOBE
TEKCTOBBIX OMUCAHUH, UTO MTO3BOJISIET
110J1b30BaTEJISIM CO3/1aBaTh BU3yaJslbHO
MPOU3BE/IEHHST HCKYCCTBA.

B 1o Bpemst kak DALL-E,
pazpaboranubiii OpenAl, mosyuu
LIMPOKOE NPU3HAHUe OJaronapst cBoen
CrocoGHOCTH CO31aBaTh PEAJUCTHUHBIE U
TBOpYECKHE H300paxKeHHs!, He3aBUCHMbIH
npoekt MidJourney 3ansii cBoto Hully,
COCPEIOTOUMBIINCH HA XY07KEeCTBEHHBIX
1 CloppeaJsiuCTHYecKHX paboTax.
[IpencraBnennsiit Ha cyn 3putess B 2021
rony nporpamma DALL-E renepupyer
M300paKeHMs1 U3 TEKCTOBBIX MOJCKA30K.
Omna ocHoBana Ha ycriexe ChatGPT-3,
s3bikoBOH Moziesin OpenAl. BoinytieHHbii
B anpeJse 2022 roja, 3HaUUTENLHO
VYUK KauecTBO U paspelleHne
co3/laBaeMbIX H300paxKeHuH, obecrneynB
(hoTopeasMCTHUHBIN pe3yJsibTaT 1
MOBbILLIEHHYIO TBOPUYECKYIO THOKOCTb.

MidJourney, pazpaGoTaHHbIH
He3aBUCHMOMH HCCJIe/I0BAaTE/bCKON
Jgaboparopuel noa pykoBoactsom J[aBuia
Xousbuia, nosiujics B 2022 rojly B KauecTBe
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konkypenta DALL-E. B otinuue ot
DALL-E, kotopblii nesiaet yrnop Ha
peasuam 1 TouHocTb, MidJourney nenaet
YIOp Ha Xy[0KECTBEHHOE CaMOBbIPayKeHHE
¥ ctoppeannam. MidJourney paGoraet
yepes UHTepdelic, ocHoBaHHbIN Ha Discord,
TJ1e TI0JIb30BATEH OTIIPABJISIIOT 3aMPOCH! U

[1oJiy4aroT CreHeprupoBaHHbI€ H306pa}K€HHH.

Cuna MidJourney 3aksoyaercst B ero
CMOCOOHOCTH CO3/aBaTh BU3yaJlbHO SIpKHe U
9MOLMOHAJILHO 3allOMHUHatoLHecst 00pasbl
JlaXKe 10 PacJbIBYATBIM MM a6CTPAKTHBIM
nozackaskam. O6e nporpaMmmbl HapyLaoT
THYECKHE HOPMbI LICHHOCTH MPOU3BEICHUH
MCKYCCTBA, UHTEJIJIEKTYaJ bHbIX MPaB U
CTaBsIT NOJ yrpody Oyayliee npodeccuu
XYJI02KHHKA.

[Ipo6mema TBOpUeCTBa U
MCKYCCTBEHHOTO HHTEJIJIEKTA BUIUTCS B
MOCTAHOBKE TAKHUX BOMPOCOB KaK «IpaHuLa
MO3HaBaTe/bHbIX BO3MOXKHOCTEH UesIoBeKa,
ICTETHUECKAS U ITHUECKAs 1IeHHOCTh
MPOU3BE/ICHUST MCKYCCTBA, CO3IaHHOTO MPH
MOMOLIM KOMTBIOT€PHBIX TeXHOJIOTHH, POJIb
JIOTHYECKOTO ¥ MHTYUTHBHOTO MbIIIIJIEHHS B
TBOpUeckoM Tmporecce>» ([lyuikapes 95).

ATtnueckre nNpoOJeMbl HCTONb30BAHUS
MW B TBOpUECKOM Mpoliecce B MePBYIO
OuYep/lb CBSI3aHbI C HApyLLIEeHHEeM
UHTeJUIeKTyaJ bHOH coOcTBeHHOCTH. ToT
NPOJIYKT KOTOPBIN CO3/IaH C MTOMOILIbIO
MCKYCCTBEHHOIO HHTEJIeKTa OyIeT UM
JKe MPOBEePSATCs HA MPeMeT MJaruara.
PoJib ecTecTBeHHOr0 BOOOpaXKeHHsT KaK
HayaJ/ia TBOPYECKOTo MpoLecca TakKe
SIBJISIETCS Ba2KHBIM MOMEHTOM MPHU3HAHHUS
MU kak cosnarenst uckyccrsa. o cux nop
OOJIBLLIMHCTBO apT-KPUTHKOB HACTPOEHbI
CKEeNTHYECKH TaK KaK OlLeHMBAIOT He TOJIbKO
KOHEUHBIH pe3y/ibTaT HO U TOT TBOPUYECKUH
MPOLECC KOTOPbIH MPHUBEJI K CO31aHUs1
npeaMera uckyccrsa. Maobpaxkenus,
CO3/IaHHbIE C UCIOJIb30BAHUEM TAKOIO
THna Koupeiepa kak MM, He Tak yx u
uHTepecHbl. Tak Kak 3TOT Npolecc NpocTo
MMHUTHPYET MPeaBapUTEbHO OTOGpaHHbBIE
BXOJIHbIE JIaHHbI€ C HEGOJbLIUMH
uamenenusimu. OiHaKoO, OLEHHBAast
TBOpueckuh npotecc MU He co ctoponsbl

co3zlaTesIst @ KaK UCIOJIHUTE/IS1 TO MOZKHO
CKa3aTb YTO 3Ta JIeATEJbHOCTb IBHO
nonajaaeT B KATEropuio KOHLENTYaJbHOTO
MCKYCCTBA, MIOCKOJIbKY Y Xy/102KHHKA

€CTb BO3MOKHOCTD JICHCTBOBATL B POJIH
Kyparopa.

O603HaYNB OCHOBHBIE MTPOOJIEMBI
B3auMojiecTBUs McKyceTBa M MIM, MoxkHO
OIpe/leJIUTh OCHOBHbIE TEHJIEHLIUH €ro
pa3BTHS B paMKax H300pa3UTeJIbHOIO
McKyceTBa. B OyylieM KoHLeNTyaJ bHble
pabothbl coznanubie I 6ynyT noBcemectHo
yJIy4L1aTest, MOCKOJIbKY Oy1yT pa3BUThI
TEXHOJIOTHH M XyJL0?KHUKH HCITOJb3YIOLLHE
uxX. OHH U3y4alOT HHCTPYMEHTI
MCKYCCTBEHHOIO HHTEJIJICKTA U Y3HAIOT,
KaK Jy4lle MaHUITYJJMPOBATh TBOPYECKUM
NPOLLECCOM MCKYCCTBEHHOIO MHTEJJIEKTA.
[TosTomy pasmbiiieHue npoTuBHUKOB M
KaKyTCsl TpeyBeJIHUCHHBIMH TaK Kak OH
HUKOI/A He OYy/IeT YIPaBJsiTh CO31aHHEM
NPOU3BE/ICHUI UCKYCCTBA U CO3/1aBATh
Macchl 6e31yLIHbIX KapTHH. [1nogoTBopHOE
NapTHEPCTBO MeK]1y XY/J0:KHUKOM H
TBOPYECKOH CUCTEMOH HCKYCCTBEHHOTO
MHTEJIJICKTa T03BOJIUT KOHCTPYHPOBATh
HOBble U300paxKeHHs1, y/1yullaTh
HALMOHAJIbHbIE Y30Pbl H OPHAMEHTHI,
TECTHPOBATh HOBbIE TEXHUKH M CTHJIH 1151
CO3/IaHHs1 HOBbIX HANIPaBJIEHUH U 2KaHPOB.

3aKknwyeHue

Taknm o6pasom, nocTaHoBKa Bonpoca
TEHJICHLIMHY PA3BUTHSI UCKYCCTBEHHOTO
MHTEJIJIEKTA B COBPEMEHHOM
M300pa3UTENIbHOM MCKYCCTBE JI0JI2KHA
paccmaTpuBaTbCs uepes ornpeeeHue
ero poJi B TBOPYECKOM MpoLecce.
OnpeyiesieHue MONOKUTEIbHBIX U
oTpuLatesnbHbix Kauects MM B uckyccrse
MO3BOJIMJIO TIPUIATH K BBIBOJLY, UTO
HeHpPOHHbIE CETH Ha JaHHOM 3Tare
CBOEr0 Pa3BUTHsI OTKPBIBAIOT MHOTO
HOBBIX BO3MOXKHOCTEH U He SIBJISIOTCS
KOHYPEHTOM B CO3[IaHHH MPOU3BEJEHHSI.
OCHOBHBIM reHepaToOPOM HJIEH OCTAeTCs
yesioBeK. KomrbioTepHas nporpamma He
MOZKeT BOCIPOU3BECTH KU3HEHHBIH OTbIT



4eJsloBeKa, ero nepeKUBaHus U JyXOBHbINA
Mup. COOTBETCTBEHHO €ro JIesITe/IbHOCTb
HarpsiMyto 3aBUCHT OT €ro MOTHBALLUH, a
MMEHHO 3aJlauell KOTOPYIO Mepe/i HUM CTaBUT
yesioBek. MMM — 370 Habop anroputmos,
npeaHa3HaueHHbIX 17151 (DYHKIIHOHUPOBAHHUS
napaJijie/IbHO ¢ 1€HCTBUSIMH 4€JIOBEUECKOT0
UHTEJJICKTa, TAKUMH KaK MPHHATHE
pellieHuH, pacrno3HaBaHue U306 paKeHuH,
I3bIKOBOM 1ePEBOJI MJIH TBOPUECTBO.
3HauyuT 6e3 yesoBeKa OH CylIeCTBOBATh

He MoxKeT. ToJIbKO B TaHJieMe ¢ CO3HaHHEM
€CTEeCTBEHHBIM HCKYCCTBEHHbBIH HHTEJ/IJIEKT
MOZKeT TBOPHUTb HCKyCCTBO. OTCyTCTBHE
pasyma JiMlIaeT ero rnocJjie/1oBaTe/ibHbIx
JIEFICTBUU, TaK OH He B CHJIE OLIEHHTh TOTO,
yto rnpousses. CocoOHOCTH LIEHUTh
MCKYCCTBO M CO3/1aBATh [1POU3BEICHHS
MCKYCCTBA He MOTYT ObITh 6€3 yuacTus
JIOACH.

CHcTeMbl HCKYyCCTBEHHOTO MHTEJIIEKTa
6JIM3KH K TpaHCchOpMallii B CBOEM
TBOPYECTBE, HO B HACTOsILLee BpeMsi
OHH, 110 KpakHel Mepe, sIBJSIIOTCS OUeHb
3 (eKTUBHBIMU HHCTPYMEHTAMH 1151
XY/I0’KHHKOB U JIIolel, paboTalolmx B
cepe uckycerBa. Pucku ceszanubie ¢
akTUBHbIM pa3BuTteM M B ocHoBHOM
CBfI3aHbl HE C KOHKYPEHLIHEeH MexXKIy
XYJI02KHUKOM M KOMITbIOT€PHbBIM aJITOPUTMOM
B c(hepe TBOPUYECKOTO CO3UIAHMUS, a B
KOHKYPEHIMH B TeX chepax rjie MalluHHbIH
UHTEJJIEKT C aBTOMATU3UPOBAHHON
111a6JIOHHON MTPOTPaMMOK MOKET MOTECHUTh
TBOPYECKOT0 YeJI0BEKA HAa BTOPOCTENEHHBIX
cepax KOTopyto OH paccMaTpuBall Kak
JIOMOJTHUTE/IbHBIN UCTOYHHUK JI0XO0/1A.

IT0 NOTPeGHOCTH B XY/102KECTBEHHBIX
ycJyrax WiJlocTpaTopoB KHHUT, CPEJICTB
MaccoBo# HH(opmaLmH, pekaambl. [Toreps
9THX pabOYUX MECT MOXKET 3aTPYAHHTD
peaJiu3alimio TBOPUECKOro 3aMblcJia
XY[0?KHUKOB B 00/1aCTH U300pa3UTEJILHOTO
MCKYyCCTBA.

Ha nanubiit Mmoment MU sBasietes
OBICTPBLIM U HA/IEXKHBIM UHCTPYMEHTOM
aHaJIM3a KPyITHOMaCLITAOHbIX IaHHBIX,

1 OH MOZKET IPeJIOCTaBUTh PeLleHHs],
Ha JIOCTHKEHHE KOTOPBIX JIIO/SIM

notpe6oBanoch 6bl O4EHb MHOTO
BpeMeHH. Bo3aMoKHOCTH MTpaKTHYECKOTO
npumenennst MM B cdepe nekyccrsa
OrPOMHBI U BKJIIOYAIOT TPOU3BOJICTBO,
pacnpocTpaHeHue U notpebiaeHne
NPOU3Be/IeHUH UCKyceTBa. Mbl HaXoMMCEs!
B [1pollecce COLMabHbIX U KyJIbTYPHBIX
npeo6pa3oBaHuil, H H3MEHEHHS] B HCKYCCTBE
1 TBOPUECTBE SIBJSIOTCS OTHUMH U3 CaMbIX
SIPKHUX MTPU3HAKOB 3TOH TpaHchopMalluH.

B napruepctse MU u uckycerso
MPUBHOCSIT B MIPOLLECC TBOPUECTBA
Habop HABBIKOB. Beb HCKyCCTBO —
9TO COlMA/IbHOE B3aUMOJIEHCTBHE.
MckyceceTBo, co3/1aHHOE HCKYCCTBEHHBIM
MHTEJIIIEKTOM Xopolla 6Jaroaapst
nepeloBbIM aJropuT™Mam, riyooKoMy
00y4eHHIO U HEHPOHHBIM CETSIM,
KOTOpble aHAJIM3UPYIOT U MIePEeHUMAIOT
CyLLIECTBYIOLIEE UeJoBeUecKoe HCKYCCTBO.
Te 3anaun kotopbie MM BrinmosiHsieT ceituac
6€3yCJI0BHO, MOXKET ObITh JOCTUTHYTO
TOJILKO B TBOPUYECKOM MAPTHEPCTBE MEXKLY
XYL02KHHKOM M MAllIMHHBIM HHTEJIJIEKTOM.
ITO M03BOJISIET TeHEPATOPAM HCKYCCTBA C
MCKYCCTBEHHbBIM UHTEJIJIEKTOM CO3/1aBaTh
CJIO’KHbIE U 3CTETHUECKH MPUBJIEKATE/bHbIE
MPOU3BEJICHUST HCKYCCTBA, KOTOPble HAHUIyT
OTKJIMK Y MHOTHX 3puTesieit. [Tonnmas
9TH acNeKThl MCKYCCTBA MCKYCCTBEHHOIO
MHTEJIIEKTA, MOXKHO OLLEHUTb COueTaHHe
MCKYCCTBA M TEXHOJIOTHH, OTpeeJsiollee
3Ty 3aXBaThIBAIOLLY0 06J1aCTb.
BsanmoneiicTBrHe HCKYyCCTBEHHOTO
MHTEJIJIEKTA U HCKYCCTBA MPOJI0JIKAET
paciMpsiTh rPaHHLLbl BU3yaJbHOTO
BbIPAXKEHHUs1, HCKYCCTBA HCKYCCTBEHHOTO
MHTEJIJIEKTA U YeJIOBEUECKOT0 TBOPUYECTBA.

Teopueckuit Tanaem MW u xynoxkHuka
MPHU3BaH JI0Ka3aTh, YTO aJrOPUTM
NporpamMmMbl He MbITaeTCsl 3aMEHUTh
TBOpYECKOE MbILIJIEHHE, OHO JIMLb
JIOTIOJIHSAIET ero Bo3MoxKHOCTH. Ha ocHoBe
9TOr0 3aKJIOYEHHS] TPUBEIEM HECKOJIbKO
apT-peKOMeHIALHH:

1. ITnatdopmbl DALL-E, MidJourney
usn Stable Diffusion, renepupytor uiei
1 CO3/Ial0T HOBbIE (hOPMbI HCKYCCTBA.
McnonbayiiTe ux A/ TOro 4TOOBI UATH B
HOT'Y CO BpEMEHEM.
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2. [Torenumnan MMM ne umeer
rpaHuil ¥ orpannueHuil. OpranusyiTe
o6pazoBaTeJibHble Kypehl /151 00yUeHust
XYJI0?KHUKOB HAaBbIKAM HCTOJIb30BAHUS
U nnardopm. Mactep-knacchl 1 JeKIUH
MO3BOJISIT XY02KHUKAM JIEJTUTCS] CBOUMU
HaOJTIOIEHUSIMU U OTIBITOM HCIOJIb30BAHUS
NH.

3. MccnenoBanue nporpamMm
MCKYCTBEHHOTO MHTEJIIEKTA B TBOPUECTBE
Mo3BOJIMT B OyjtylileM co3naBath M-
nyaThopMbl OTBeYatolIHe TpeOOBAHUIM
TBOPUYECKHUX JIOACH.

TeHneHUMH pa3BUTHSI HCKYCCTBEHHOTO
MHTEJIJIEKTA B COBPEMEHHOM

Bknap aBTOpOB:

1300pa3nTeIbHOM MPOCTPAHCTBE
HarpasJieHbl Ha CO3/1aHHE HOBBIX
BO3MOKHOCTEH J/Isl TBOPUECTBA.

Onu Takke TpeGyIoT rIy6oKoro
OCMBICJIEHHUS] STHYECKHX U KYJIbTYPHBIX
acrnekToB. Xy[L0KHHUKH Obl/IM U OyIyT
CaMbIMH [JIABHBIMH HHTEPIIPETATOPAMH

¥ CO3/aTeJISIMH TBOPUECKOTO 3aMbIC/Ia.
Passutue nporpamm ¢ MM He Tosibko
COXPAHUT YHHKAJILHOCTb YeJI0BEUECKOTO
TBOPYECTBA, HO U PACLIMPUT €r0 FPAHHLLbI,
0060raTUT HOBBIMH (hOPMaMHU BbIPaXKeHHUSI
1 CO3JACT YCJIOBUS JI/1s1 MTOSIBJIEHHUSI
NPUHLIMITHAJBHO HOBBIX Xy[102KEeCTBEHHbBIX
NPAKTHK.

Myca6ekoBa J1.[. - cobpana MaTepuanbl AN4 CTaTbU, BKAKOYAA MOUCK U cHOp
aKTyaNbHOM NUTEPATYpPbI, M NPOBENA NpeABapUTENIbHOE UCCIEA0BAHME.

EcneHoBa A.T. - npoBena aHanu3 cobpaHHbIX AaHHbIX, pa3paboTana CTpyKTypy U
odopmMuna cTaTblo, a TaKKe obecneunna eé akafeMUYeckyto LLenoCTHOCTb.

ABTOpnapAabiH, KOCKAH yneci:

1.A. MycabekoBa - e3exTi aaebueTTepai i3feyai xKaHe XuHayobl Koca anfaHaa,

MaKasafa Matepunanaap XnHanbl )XeHe anabliH ana 3epTrey )Kvpri3,u,i.

A.T.EcneHoBa - XuHanfaH aepektepre Tanaay >XXyprisai, KypblibiMAbl 33ipnesi xKaHe
MakanaHbl peciMaesi, CoHaal-ak OHblH, akaAeMMSbIK TYTaCTbIFbIH KAMTaMachi3 eTTi.
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KA3IPIl BEMHENEY KEHICTITIHBEN XXACAHA bl UHTENNEKTTIH AAMY YPLAICTEPI

Anparna. Kasipri anemae KoMnbloTepaep afdaMHblH, KYHAENIKTI eMipiHiH KaXeTTi 6eniriHe arHangpbl.
Onap kofamablk emMipaiH, 6apnblk cananapbliHa eHin KeTTi. byn Makana MawuHanbik UHTENNEKTTIH,
LWbIFAPMALLbINbIK KbI3METNEH ©3apa dpeKeTTeCy MaceneciH 3epTTteyre 6arbiTTanFaH. 80 XblngaH actaMm
YaKbIT 60¥ibl 3€pTTENIN KN XKATKAH XXaCaHAbl MHTENNEKTTiH 63i KOMMbIOTEPAiK aATOPUTMAEDP MEH
6armapnamanapbl OpblHAAY apKblibl AAAMHbIH, iC-3peKeTiH enikTeyre KabineTTi TexHonornsa 6onbin
Tabbinagpl. «Al art» yFbiMbl — BHEPAETi KAaCaHAbl MHTENNEKT KE3-KEFeH KOPKEM LUblFapMaHbl Kacay
yaepicinae IT canacbiHbIH XeTicTikTepiH 6enceHai napananyabl 6ingipesi. Komnblotepnik anroputm
caKTay AepekTepiH Tangay HerisiHae KecKiHAepAi Xyrhenenai >xeHe onapabl KXEeTTi CTUbre e3represi
[1€ XaHa TYbIHABIHbI KANbINTACTbIpaAbl. Makana ascbiHAa aBTopsiap 6eiiHeney eHepiHAeri )XacaHabl
WHTENNEKTTIH AAMYbIH 3€PTTEyre apHafaH FbilbIMU XKYMbICTapAbl Tanganabl. XXacaHabl HEMPOHAbIK,
Xenineppin, kasipri xkaraaribiHa 6akplnay Xyprisy apkpiibl onapaplH, 6onallak, gamy ypaictepiHe xaHe
LbIFapMaLLbUIbIK YAEpicke acepiHe bomkay xacayra 6onaabl. bip »aFblHaH XacaHAbl UHTENNEKTTIH,
©HEp TYbIHAbIChIH Xacay apKpl/bl, CyPETLiHiH, WblFapMallbl/blFbiMEH BaceKenecy Maceneci, ekiHuui
YKaFblHaH OHbIH CYPEeTLUiHiH WbIFaPMALLbIIbIK 9N1EYETiH LAMbITYFa biKNan eTeTiH KOMeKLWi Kypan peTiHae
nanaanaHblny Maceneci KenTereH FanbiMaapablH 3epTTey TakpIpblObiHa ariHanabl. LLbiFapMalubiibiKTaFbl
»KacaHAapl XXaHe TabuFU MHTENNEKTTIH 63apa apeKeTTecyi ofaH api 3epTTey/i XKaHe OHbl 8HEpP WFifiri
YLWiH KONOAHYAbl HEri3aeyai KaxeT eTedi. )KacaHabl MHTENNEKTTI AAMBITYAbIH, Y3aK, XO0/bl (01 LAMYIbIH,
7 y3aK KE3EHIHEH OTTi), 9p KE3EHAE XaCaHAbl MHTENNEKT KOMMbIOTEPiK TEXHONOTUSNAPAbIH, AAMYbIHbIH,
XETKINiKCi3 KapKblHbIMEH BainaHbICTbl Kypaeni kegeprinepre Tan 60nbin, 6asy gamy ycriHae 6onabl.
Byn sxacaHapbl MHTENNEKTTiH 60MalakTa MaHbi3bl pen atkapaTbiHbIH KepceTei. )KacaHabl MHTENNEKTTIH,
[LaMy ypAicTepi FbUIbIMM XYMbICTa aBTOP/AP aHbIKTaFaH XaHE YCbIHFaH 6apsiblk apTbiKLUbIIbIKTAP MEH
KeMLWinikTepai eckepe oTbIpbin 60/mKaHybl Kepek. OnapablH KaTapblHAA OHEP TybIHAbIChIH XKacayabiH,
3TUKAJIbIK KaFbl XXSHE aBTOP/bIK, KYKbIK XXYMHECIHAEr ©3repicTep MaHpbI3Abl OpbiH anaabl. Makana
YKacaHAabl MHTENNEKTTiH belHeney eHepiHe acepiH 3epTTeyiH Kenbip HaTUXeNnepiH KenTipeai, )xacaHabl
YXSHE TabUFU UHTENNEKT apacbiHAAFbl bIHTbIMAKTACTbIK, Typasibl FbISIbIMU KE3KapacTapabl YCbIHAAbI.
LLbiFapMaLubiiblK, YAEpicTe KacaHabl MHTENNEKTTI KONAAHYAbIH, Naiaackl Typasbl O Herizgenesi.

TyiiiH ce30ep: XXacaHOpbl MHTENNEKT, LWblFapMallbl/bIK, dN1EYET, KOMMNbITEP/IK TEXHONOTUSNAP, BHEP
TYbIHAbICbI, aBTOPJIbIK, KYKbIK,

Aaiiekces ywin: MycabekoBa, JTaypa xaHe Aiirepum EcneHoBa. «Kasipri beliHeney KeHicTiriHaeri
YKacaHAapbl MHTENNEKTTiH Aamy ypaictepix. Central Asian Journal of Art Studies, 1. 10, N21, 2025, c. 207-224
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TRADITIONS AND INNOVATIONS AS A SOURCE OF CREATIVITY IN THE VISUAL ARTS

Abstract. In the modern world, computers have become a necessary daily human life attribute. They
have penetrated all spheres of public life. This article aims to study the interaction of machine
intelligence with creative activity. Artificial intelligence, which has been studied for over 80 years, is
a technology capable of simulating human activity by executing computer algorithms and programs.
The concept of «Al art» - artificial intelligence in art means the active use of the achievements of
the IT sphere in the process of creating any work of art. A computer algorithm analyzes the storage
data, systematizes images, and changes them to the desired style, creating a new art product.
Within the framework of the article, the authors analyze scientific works devoted to the study of the
development of Al in the visual arts. As a result of observing the current state of artificial neural
networks, it is possible to predict their future development and influence on the creative process. The
creation of an Al work of art, competition with the artist’s work on the one hand, and its use as an
auxiliary tool capable of stimulating the development of the artist’s creative potential on the other
hand have become the main topic of research for many scientists. The interaction of artificial and
natural intelligence in creativity requires further research and justification of its application for the
benefit of art. The long path of artificial intelligence development (it has gone through 7 long stages),
where each of the stages was accompanied by the solution of complex obstacles associated with the
insufficiently rapid pace of computer technology development, indicates the important role it will
play in the future. Trends in the development of Al should be predicted, taking into account all the
advantages and disadvantages identified and presented by the authors in the scientific work. These
include the ethical side of creating a work of art and changes in the copyright system. The article
summarizes some of the results of the study of the influence of Al on fine art and outlines views on
the cooperation between artificial and natural intelligence. The benefits of using Al in the creative
process are substantiated.

Keywords: Artificial intelligence, creativity, potential, computer technology, artwork, copyright.
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ACTAHA APT-
KEHICTITTHAET]
TEKCTWUJIbAI APT-
HbICAHIAP

Jlaypa Eckoxuna', Payman Kaprabekosa?

12Kynowr BaficeiiitoBa aTbiHnarbl Kasak y/ITThIK 6Hep yHHBEPCHTETI
(Acrana,Kazakcran)

AHpaTna. Makanaga 3aMaHayu Kasak, CypeTLWinepain, WoiFapMaLlbliblFbIHAAFbI TEKCTUIb MaTepPUAsbIHbIH,
M3Hi MEH KongaHy epekLieniktepi kapacrbipblnagpl. Anmaryn Mennibaesa, [ynHyp MykaxaHoBa,
[ynmapan TatibaeBa, onus Kannbekosa, Menaip Kapybankpl3bl CbiHAbI CypeTLlinepaiH TybIHAbLIAPbI
3epaenenfi. TeKCTuab — onapAplH WbIFAapMaLLbIIbIK ToXXipUbeciHae MaHbi3abl KOHLEMNTYanablK,
Kypan peTiHoe konaaHbiagbl. CypeTwlinep Tapuxu xaabl, 3Konorus, aren Taxipubeci, KUiMaik xaHe
VATTbIK Mypa CbIHAbI TaKbIpbINTapAbl TEKCTUIIb apKbi/bl XXeTKi3eai. AcTaHa KanacbiHaa eTkeH TSE art
destination ranepescoiHaarbl «GREEN, YELLOW, RED AND GREEN AGAIN» Anmaryn Menni6aeBaHbIH,
xeke kepMeci, Kazakcran Pecnybnvkacel ¥aTTbik My3eniHae yibiMaactbipbinFaH «KADYR-ASPAN» aTTbl
TONTbIK KOPMe, COHAal-ak, Sal-Seri ranepescbiHaa eTkeH Menaip Kapybainkpi3biHbiH, «JETI APA» xaHe
Tarbl 6acka KepMenep KapacTbipbingbl. byn kepmenepae TekCcTub 6yibIMAAPbIHbIH, alPbIKLLIA OPbIH
anfaHbl atan etineai. CoHbIMeH KaTap, KMi3, 6apKpbiT, TIIOPEKC, aK MaTa CUSKTbl MaTepuanaap apKplibl
YKacanFaH MHCTanAauManap MeH nepdopMaHcTapaa Ka3akTblH ASCTYP/i MOAEHU KOoAbl MEH Kasipri
S/IEYMETTIK Macefiefniep YWTacTbIpblia KepceTinai. ABTopiap TEKCTU/b 3aMaHayu eHEepAErTi LWbIHaMbI,
MO3TUKAbIK XXOHE CMMBObIK S/IEYETIH allbIM, OHbl M3AEHWU Mypa MEH Xeke Taxipube apacbiHaa
[Manor Kypanbl peTiHae 3epTTesi. TeKCTUb KOMeriMeH 3aMaHaym eHepae xahaHaaHy MeH YATTbIH, iLUKi
YHiH, 3ien 601MbICbl MEH dN1eyMeTTiK TpaHchopMaLMa NPoLEeCTePiH TEPEH, api KepkeM Tinae berHeney
MYMKIiHAiKTepi capanaHagbl. Makana TekcTuib 6yibIMAAPbIH XaHA KOHTEKCTTE OKyFa GafbiTTanFaH
FbIIbIMU-LUbIFAPMALLbINbIK, i30EHICTI KO34eM OTbIpbin, ACTaHa apT-KEHICTIriHAeri e3eKTi ypaictep MeH
TEKCTUb HbICAaHAAPAbIH, AAMY XKaFaaiblH KeLIeHAi Typae Tanaanapl.

Tyiiin ce30ep: KazakcTaH, ACTaHa, 3aMaHaym eHepi, CypeTLuinep, TeKCTUAb 6HEepi, apT-KeHICTiK, apT-
HblcaHaap.

Aoaiiexce3 ywiH: EckoxuHa, Jlaypa xaHe PaywaH KaprabekoBa. «AcTaHa apT-KeHiCTiriHaeri TeKCTUnbA
apT-Hbicangap». Central Asian Journal of Art Studies, T. 10, N1, 2025, 225-241 6., DOI: 10.47940/cajas.
v10i1.899

Asmopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KalilblbIFbl HOK
ekeHOi2iH ManiMOeloi
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Kipicne

akaJsiaga Kasakcran, COHbIH, ilIiHae

AcraHna apT-keHicTirinue 6eceHi
TYpZe KepMmere KOHbIJIbII XKYPreH,
AJIEMIK LIbIFAPMALIBIIBIK aJlaHbIHA
KPEaTUBTI caslaHbl TAHBITHII KeJie KaTKaH
ToxKipubeJii cypeTiisiepin 6efine-apr,
UHCTAISILUS, TephopMaHCTa yKaHe
3aMaHayH eHepiHiH OacKa J1a TypJiepiHaeri
TEKCTHJIB/LIK KYMBICTAP/Ibl caraJibl
NnaiiaNaHybliH alKblHAayFa OarbITTAJNFaH.
[IbirapMaliblabIK TYbIHIbLIAPAA KOJI
JKEeTIM/ MaTepUaJIIAP/bl, OHbIH illliHAe
TEKCTUJIb/i, apHAKbI TYPAE KOJIAHY
KOFaMHbIH 03€KTi MaceJieJiepil allyra
biKrag eteii. Ocbl opaiiia 1acTypJi
MOJICHHETTI CaKTay MaceJsesiepiMeH
Oipre Tapuxu-MaJleHHETKE XKaT
MaceJiesiep Jie KosraJa/pbl. 3amaHayu
CypeTUliiepiH KopMeJiepi 3epTTedir,
OJIAPJIbIH, LLIbIFapMalllbIbIFbIH/IA
JKOFapbl canajiblK aJeyeTKe ue TeKCTHIIb
MaTepHaJiapbl apKblIbl aPT-HbICAHAAP
TY2KbIPBIMIAMACBIHBIH, KaJIbINTACybl alKbIH
KepiHic TanKaHbl Tajnanapl. KapacTblpblibl
OTBIPFAaH CypeTIliIepAiH WbIFapMaJiapbl
Kasipri 3aMaHHbIH KahaHbIK MaceJieepi
MeH KHbIHIBIKTapbIHa Tarn O0JFaH aiam
peJii MEH OPHBI TypaJbl MAWbIMAAN/BI.
OcbiraH 6aiJIaHbICTbI CypeTLLiIepAiH,
HIbIFApMALIBLIBIK TOXKipUOeaepin
3epTTeyiH e3ekTiiiri Herizneaeni. Onapabix
Hasapbl 9KOJIOTHs MaceJiesiepite, agamM MeH
TaOMFaT apacblHAAFbl KAKThIFbICTAPFa, alaM
KYH/IbJIBIKTAPbIHBIH MOHIHE, KapaKaTTaHy
TaxKipuOeciHe yKoHe Kasipri alaMHbIH,
OMipJliK O0JIMbICBIHA OAFbITTAJFaH.

Acrana KanacbiHIa op TypJi rajsepesiiap
XKYMBbIC »Kacaiibl, Mbicasbl Forte Kulanshi
Art Space, Has Sanat, Sal-Seri, Pygmalion
rajepesiapbl KyHeJi Typie KopmeJep
eTKi3in oTbipanbl. Ocbl Makasana 6acka
apT-KeHicTiKTep/ie YHbIMIACTBIPbIJIFAH
TEeKCTUJIbMeH OalJIaHbICThbl KOpMere
KOWBIJIFAH »KyMbICTapFa TaJiay »KacaJlbl.
Yarteik Myseiine oTkeH ADYR-ASPAN
TOObIHbIH KOpMeJIepiHeH, COHJIAl-aK,

OCBI TOI MyllIesiepi YHbIMIACThIPFaH

Tasbikes1 KeJiHiH KaracblHIarbl
akuusiiapbiHan ActananbiH 6acka jia
KeHiCTiriHiH KepiHiciH kopemi3. CoHbIMEH
Kartap KajaHblH OH »karanaybiiia TSE
art destination rasepesicbiiia 6TKeH
Anmaryn MensiGaeBaHbIH KeKe KopMeci
KaJla eMipiHaeri KbI3bIKThI LIAPaJIapAbIH,
6ipi 6osranbl anblk. Astana Art Show-
2019 xo6ackl «Racing the Galaxy»
XaJibiKapaJibik Kepmeci beli6iTiiiik
one Kenicim Capaiibinza, Toyedciznik
capaibinja oTkizinui. OcbiHnail HoTHXKe
il apaJiap KaJia oMipiHiH 3amanayu
OHep TYPFbICBIHAH OPbIH aJlFaH eHepcyiep
KaybIMHBIH, »KaJIbIH/Ia KaJIFaH OKHFa.

MakaJsiaHblH MakcaTbl, Kasak
CYpeTLIIEePiHiH, LbIFApMaLLbIbIFbIHAAFbI
TeKCTUJIbMeH GaiiaHbicThl AcTaHaja
OTKEH KepMeJiepre KblcKalla LoJy
JKacayMeH KaTap CypeTLLiJIepiiH,
JlyHUeTaHbIMbIHAFbI 2kahaHaany BeKTOpHI,
9KOJIOTHUSI 2KOHe OOJIMBICTBIK (aFiIeHTHKA )
T.6. TaKbIpbINTapbiHa GaHIaHbICThI
TYbIH/BIJIAPbIHA 6HEPTAHYLIBIIBIK TYPFbI1A
tasnay »kacay. Ocbl MaKcaTKa »KeTy VIIIiH,
KeJsieci MiHeTTep OeriaeH

* Takpipbinka GaiaHbICTbI
6u6MorpadUaAbIK oy kacay. Ochl
MaKCaTKa »KeTy YILUiH YCbIHbIIAThIH
FBIJIBIMH 9J1iC: KyiHesi 6UOarorpadusIbIK
Tajjay XKoHe KOHTeHT TaJsnay. by azic
apKbIJIbI TAKBIPBITIKA KATBICThI TE€OPHUSJIBIK
eHOeKTepli, OTAH/bIK XKOHE HIeTeIiK
3epTTeysepli, KOpKeMIiK ChIHAAP/IbI
JKMHAKTAI, 0J1ap/blH LK OalJaHbIChIH,
OarbITTapblH, KAHLIBIIBLIKTAPbIH capaJjayra
OoJaipl.

 Fanepest, my3eli kaHe cypeTiiiiepit,
JKeKe KOPJIapbIHAAFbI LIbIFapMasiapbIMeH
TaHbICY 2KoHe caparrtay. YCbIHbIATbIH
FBIJIBIMHU 9J1ic: (hopMaJiiibl Tasay,
KOHTEKCTyaJlibl Tasay. by apkpliibl
HaKTbl LWUbIFapMaJiap/iblH, KOMITO3ULIUSICHI,
TyCi, MaTepHaJibl, KEHICTIKTeri OpHaJsacybl
CHUSIKTBI cHIIaTTaMaJslapbl 3epTTediel.
CoHbIMeH KaTap, LWblFapMaJap »KacaJjraH
TapuXH, 9JIEYMETTIK, CasiCH JKOHE MOJICHH
KOHTEKCT Te eCellKe aJibIH/bl.



+ Cyperuiiziep MeH rajiepucTepmMeH
cykbarracy. CanaJblk MHHTEPBbIO d/liCi
tanpaapl. Cypertiinepiid KedKkapacrapsl,
uaesapbl MeH KeKe TaKipuOeciH HaKThI
TYCIHY YLIiH TePEHIETIJINeH UHTEPBbIO dJliCi
KOJIAHBIJIBI.

+ Cyperuiinep onarbl, KiTarnxana
MeH apXUBTEP/EH TaKbIpbIN OOHbIHILA
MaJIIMETTED KHHAKTAY KOHE JKyHeJey.
Jlepekkosiep/i Tapuxu-MoJIeHH TaJliay.
ApXMBTIK 2K9He PeCMH KyKaTTap,
KaTaJorTap MeH MaJliMeTTep/li XKHHAKTAII,
OeJrisi 6ip XpOHOJOTHS HEMece Ma3MYH
OolibiHIIA XKyieaey. By masimerTep
APKblJIbl TEKCTHJIBIK OHEP/LIH, 1AMy
JIMHaMHUKacbiH, AcTaHa apT-KeHicTiriHaeri
peJiiH aHbIKTayra 0oJ1apl.

daictep

By makanana Acrana apt-KeHicririneri
TEKCTHJ/Ib apT-HblCAHIAPAbI Taj1ay

VLLUiH OipHeLle 63€KTi FblJIbIMU J/LiCTEP
KelleHi Kosianbliibl. JKunakraarau
MaTepHaJia Tauaasrat CypeTLisiepait oHep
HbICAHIAPbIH/a TEKCTHJIb NMakaNaHy1arbl
canaJibl ToyKipuOecCiH allyra KOMEKTeCeTiH
OHEpTaHy, TaAPUXH-MO/IEHH, CAJIbICTBIPMaJIbI,
COHJIal-aK dJICyMETTAHYJIbIK KoHe canasblK
3epTTey dlicTepi MakaaNaHbIIIbI.

3eprTey GapbiCbiHAA:

1. bubsmorpadusabik 11041y »Kacay yiiliH
Kyhesi 6MOMorpaUsiIbIK Tasay KaHe
KOHTEHT-TaJay 9iCcTepi KOJIAHDBL/I/bI.

By Tocin apKblibl OTaHABIK KoHE
HIeTeJLK FBIIBIMHY 2KapHsJIaHbIMAAp, 6Hep
CbIHLIBIIAPbIHBIH 3ePTTEYJIepi capaJsiaHblll,
TEKCTHJ/Ib MaTepHaJIapabl KOJIAHYAbIH,
TEOPUAJIBbIK-3CTETUKAJIBIK HEerisiepi MeH
»KahaH/plK oHep KOHTEKCTiHeTi OpHBIH
TYCiHyre 2K0J1 allIbIJIIbI.

2. lanepes, My3eli xkoHe CypeTIIiiep/iH
JKeKe KOpJIapblHAArDbl LblFapMasiapbiH
3epTTey YIliH KopKeMiK-OeliHeney
TaJIAaybl 2KOHE KOHTEKCTyaJlibl Tasiay
anicTepi nannananblibl. byn onictep
LIbIFapMaJiapAblH, BU3yaJibl KYPbIIbIMbIH,
MaTepHaJIbIK 2KOHE KeHICTIKTIK
ePeKILICJIKTEPiH TaJlal, oJapablH,

Ma3MYHJbIK JeHre e piH, KOHUENTyasIblK
TYKbIPBIMAAPBIH alllyFa MyMKiHiK 6€p/i.

3. CyperliinepmeH xoHe rajepucTepmMmen
cyx6aT XKyprizy OapbIChIHAA CanaJsibiK
MHTEPBbIO aJblHbL. By anicrep
CypeTLLiJIepLiH, LLbIFAPMALLIbL/IbIK HUETTEPIiH,
TaKBIPBINTLIK OAFIapJapbIH KoHe TEKCTH/b
MaTepHaJibl KOJIaHyAarbl CyObeKTUBTI
ToxKipubesiepiH TyciHyre bIKaJ eTTi.

4. ApxuBTep, KiTanxaHaaap MeH
CypeTLisiep ofiarbiHaH MaTepuaisn
JKHHAKTAy YLUIiH TapUXU-MOJIEHH TaJ1ay
JKOHE e PEKKO3Iepli KyHeJiey MeH
KJaccuuKauusaay ajicrepi KoJaaHblIIbI.
Ocbl Tocisiaep apKblibl KOpMesaep Tapuxbl,
UIbIFAPMALIBLIBIK TONTAP/bIH KbI3METi XKoHe
TEKCTHJIBIK TYbIH/AbIIAP/bIH 3BOJIOLHUACH]
JKOHIHJE MaJIIMETTEP KyPbLJIbIMAAJBIII,
3ePTTEY KOHTEKCiHEe eHIi31//.

3epTTey djlicHaMachl CypeTiijiep/iH
LIbIFAPMALIBLIBIFBIHAAFl TEKCTHIIb
(heHOMEHiH TepeHipeK YFbIHyFa, OHbI
»KahannaHy, sKoJ1orusl, aiiIeHTHKa
JKOHe aJleyMeTTiK TpaHchopmalus
KOHTEKCTiHJIe capaJsiayFa MyMKIiHiK Oepei.
Makasa aBTopsiapbl FajibIMapAbIH,
OHEPTaHYLIbIIAP/bIH 3epTTeyIepiHe, Kasdak
JKOHE LIeTeJIiK XKeTeKIIi MaMaHAap MeH
Kasaipri 3aMaHrbl 6Hep ChbIHLIbIIAPbIHbIH,
HipkaTap »KapusiJlaHbIMJIapblHA CyiieHe
OTBIPBIM, TEKCTUJBIIK MaTepHaJIIbI
KOJUIAHY/IbIH, KA3ipri 3aMaHaarbl pediiH,
9CTETHKAJIbIK ?KOHE MICAJIbIK CaJMarbiH
AlIyFa KOMEKTECT.

Nikipranac

Kasakcran :xoHe OpraJibik A3ust
OHepPTaHYLIbIAPbIHBIH eHOCKTEPiHEH
TEKCTUJIB/L KOJIaHy TaxKipuoeci

Kasipri 3aMaHfbl CypeTLijiep
UIbIFApMaLIbLIBIFBIHAAFBl MeIHa KypaJl
peTiHie CUpeK 3epTTeJreHi 6eriJi
6okl 3epTTey Gapbicbiiaa 6acTbl Ha3ap
03eKTi Macesienepin 6ipi xkahannany
VAepiciHae, Kasipri cypeTLijie paiH,
LIbIFAapMaLbIIbIFbIHAAFBI IDCTYPJI
TEKCTHJIb MaTepHaJapbIHbIH OPHBIH
aHbIKTayra OarbITTa/ibl. YATTBIK 6HEpTaHy
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MekTebiHiH okiai Pafixan Epranuesa o3inin
enberinne: «Ketunesni emip cantbinaa
caKTaJ/iFaH 9K0JIOTHsIJIbIK Terle-TeHIiKKe,
AJIEMIiK YHJIECIMiHIH UMMAHEHTTIJIITiHe
JlereH 6ariap... xkoHe XX racblpjiarbl

KA3aK KeCKiHJeMeCi MeH MYCiH OHepiHiH
pyXaHU-TJIaCTUKAJBIK TYPFblIa 63iH-03i
TaHbITYbIHA HETi3i O0JIIbI», - AeM aTarl eTe/l
(6). Kazakcran Toyesicisziik anran Ke3eHi
eHep cajlacbiHaa TyOereri e3repicTepiin
OPbIH aJlybIMeH epeKLleJeH i, OyJ

peTTe YUJIeCIMIJIIK [eH Terne-TeHiKTiH,
6y3bltybl 6aiikanibl. Atanran ypjic
3epTTeyre TaHlaJFaH CypeTLliie paiH
LIblFAPMALLbLIbIFbIHAA AUKbIH KOPiHIC
TanKaH.

Xasuma TpycnekoBa 3amaHayu oHep
CYpEeTLIiIePiHiH, LbIFAPMALLbLIbIFbIH
3epTTelt oTbIpbIM, XX FACBIPIbIH,
aBAaHTapATHIK HlesJapbiHa CYHeHTeHiH
aTarn «... 6TKeH TapUXThI i3/1ey... 63iH i31ey,
©3iHiH TYII-TaMbIPbIH i3J€Y...» KOHTEKCIHAETI
03eKTi Macesiesiep TypaJsibl aiTaip (199).
Cypertiuinep NoCTMOIEPHU3M HIESIChIH
MEHTrepy KaxKeTTiJlirine Tan 0oJapl.

Ouiap »kaHa KypaJsiiap/ibl MeHrepyre, o3
uaesinapbin 6acka opmaja, 6acka TiliK
KyHenie KepceTTi (Bumeoaprt, neppopmanc,
UHCTANISILNS ).

OnepTranylblIap racbipyap
TOFbICBIHArbl KazakcTaHHbIH KOpKEM
oHep GarbIThiH Tajan, 1990-kbliapaars
6arnap peceiik akIIUOHUCTEP
ToxKipubOeciHe CyleHe OThIPDII, 2KEePTiliKTi
CypeTLIiJIepAiH 63apa epeKLIeiKTepiH
anblkTaiapl. «Anaiaa 1990-xKbliaapapit
eKiHLLI 2KapTbICbIHAA Oal/IaHbICTap TeK
Peceiimen rana emec, OyKis aseMmen
OpHAFaH Ke3Jie, KeHECTIK Te, ToyeJICi3/iK
Ke3eHiH/Jeri pecMH oHep/e Jie OpbIH
aJIFaH YKCaCTbIKTap/bl eMec, KepiciHiue,
AlbIpMALLbLIbIKTAP/bl 13[1€Y1iH KAXKEeTTiJIiri
Tycininie 6acrazpl,» — nen nabiMaaip B.
Mo6paesa (85).

Ouepranyibl Aprak KOcynosa Tapuxu
JKaJl, TeHIIePJIiK, XKeKe pediekcusaap
JKoHe T.6. MaceJiesiepre 6aca Hasap
ayjapa oTblpblil, ceber-caaapJbik,
OanJyiaHbICTap/Ibl, KOPKEMIIK MTPOLECTI

YHBIMIACTBIPY MoceJIesIepiH, Ka3aKCTaHIbIK
CypeTLliIepaiH Ka3ipri 3aMaHrbl eHepiHaeri
ypaictepai sepueneini (8).

[Ommsa Copoknna Kazakcran men
OprasibiK A3usiHbIH Ka3ipri 3aMaHFbl
eHepiHe apHaJsiran «Astral Nomads»
CaHJbIK MYparaThIHbIH IKCIIEPUMEHTTIK
»Kobackinaa, «Acrana pect» dectuBasine
6aca Hasap ayJapa OTbIpbIIl, 63€KTi
KOPKEMIIK ToxKipuOesepi cakrayra xKoHe
TapaTyfa bIK[aJ eTKeH KOFaM/IbIK apT
OarbITbiH OiNAIPETIH «dJIeyeTTi MOJICHU
Mypa» KaTeropusiiapbit atamn etesi (8).

3amaHayu apT npoleciHiH ypaicTepiH
Tycinaipyne Exarepuna Pe3nukona,
»kahannany n9yipinueri SKoJ0rusiIbIK
npobJiemMasnapiibl 63eKTeHAIpyIe apTypJi
TOCIIE P alllyFa MyMKiHJIiK 6epeTiH
»KoOaslapra KaTblcaTbliH Ka3aKCTaH/IbIK
3aMaHay| eHep HerTi3ri eKinaepiHin 6ipkaTap
TYbIH/bLIAPBIH TasIak b (66).

[etennix cuirib, Opranbik A3ust MeH
Adpuka eHepiHiH 3epTTeylici, KypaTop
Aupuko Mawennonn (Mukazhanova,
Mascelloni 35) Myka:kaHOBaHbIH
HIbIFAapMalIbLIbIK ToXKipHOeciHae
TEKCTHJIb/Ii HeTi3ri Matepuas peTiHjie
KOJITAHATBIHBIH aHbIKTakIbl. PpaHily3
kypatopbl Y)Kepom Canc (Jerome Sans)
MengiiGaeBaHbIH LLbIFAPMALLIBILIFBI TYPaJibl
«Asmaryst ata-6a6a TabbIHYIBIIBIFBIMEH,
MOHOTEHCTIK AiHACPMEH, 19CTYpJIepMEH
JKOHe Kasipri 3aMmaHMeH GailiaHbICTbl
OMHAPJIBI KYOBIIBICTAP/IbIH KiliH Oy3a
OTBIPbIM, POTOCYPET aPKbI/IbI KOLIMEH/TI/TIK
(opmachiH KailTa xKaHFbIPTajibl», - JIe aTarl
etemi (11).

XaJgiblKapadibiK »k06a asicbinia JloptmyH
yHuBepeuterti (I'epmanus) Acrana
(Kasakcran) :xone Taukent (O36ekcTaH)
KaJlaJiapblHa oHAPaJIbIK FbIJIBIMU
3epTTeyJep, ceMUHapJap MeH BOPKLIONTap
yibIMIACTBIP/bI. Byl 3epTTeysep TeKCTHIb,
KOJIOHEP KoHE IM3aifH caJjiasiapblH
KaMTblibl. JKoOaHbIH HOTHKEC:

- 2018 xbl1bl AcTana KaJ1aCblHAATbI
Kasak y/aTTbIK 6Hep YyHUBEPCUTETiH e
«TeKkcTuib KoHe KOJIOHEP: 2KeprifiKTi
yaepic neH »xahaHnaHy apacblHIaFbl



OanJiaHbIC» aTThbl CEMHUHAP OTTi;

- 2019 kbl TalkeHT KajacblHaAFbl
Kamonunun bexzon aTbiHAaFbl YATTHIK
OHep yKOHe IM3alH HHCTUTYThIHA
«TeKCTHJIb 2KoHE KOJIOHEep: TYPaKThl laMy
TY2KbIpbIMAAMAChl — JM3alH, OHep KoHe
KOJIOHED YLLiH 63€KTi MaceJie» aTThl
CeMHUHap YAbIMIACTBIPbIIbI.

3eprTey HoTHKeepi OONbIHLIA FbIIBIMHU
eHOeKTep MeH MaKaJaJap »KapbiK KOp/i:

- Mentles, Gabriele, Shamukhitdinova,
Lola Textiles as National Heritage:
Identities, Politics and Material Culture —
case studies from Uzbekistan, Kazakhstan,
Algeria and Peru, New York, 2017;

- Shamukhidinova L. IKAT:
Photoalbum, Germany, 2021.

[leT ennepaeri TeKCTUIIBI cakTay,
3epTTey MeH KalTa eHjieyre apHaJraH
opranbikTapiabit 6ipi - CHAT (Centre
for Heritage Arts and Textile) (Keitaii
Xasbik Pecniy6amkachl, 'oHKoHTTer )
Mekemeci. Bys opranbikra 2023 Kbliibl
Opranbik A3usi TEKCTHIIL MOJIEHHETiHe
apHanran «Ornaments, Clouds & Power»
aTThl KopMmeci oTTi. KepmeHiH Heri3ri
makcaTbl Oprasbik A3usi cypeTiisiepitin
opTak TapuxbiH OeliHesey MeTadopasapbl
ApKblJIbl TEKCTH/Ib KOMETiMeH 63€eKTi casicH,
9JIEYMETTIK, MOJICHU NPOLECTEPi TYCiHy
Goanbl (https://www.mill6chat.org/event/
clouds-power-and-ornament-roving-
central-asia/).

JKob6a asiceinna Textile Culture
Backup — 6acblyibIM »KapbIKKa 1IBIKTHI.
Oran 18 kyparop men asiemnin 110-

HaH acTaM CypeTUliJiep/iiH eHOeKTepi
enreH. bys xxunakra Textile Culture

Net yiibiMaacTbiprad oHJlalH-Kepmesiep
yebinblbl. Textile Culture Net — tekeruib
eHepi MeH JIM3ailHbl, COH, KaJaJlblK KariTta
KYPY 7KoHE TYPaKThl laMy apachiHarbl
OallaHbICTap/ibl HBIFAUTY MaKCATBhIHAA
JKYMBIC iCTEHTIH TOPT as/IbIHFbI KaTapJibl
MeKeMeHiH XaJblKapaJblK xkedici. Koba
2020 xblnnan 6acran 6yriHri KyHre Jedin
JKy3ere acblpbliyaa. bys xkanabin Kitan
Ka3ipri 3aMaHfrbl TEKCTUJIb OHEPiHiH KYLLiH
»KoHe OHBIH, 9BOJIIOLHUSICHIH OeHHe e I,

63€KTi 9Pi MaHbI3/Ibl TAKbIPLIITAP/Ib
Koaraliibl. COHbIMEH KaTap, 0J1 TapHXx,
MOJIEHHET »KoHe MaTepHuasaap TOrbICKaH
KyaTThl GastHIayJiapibl })KHHAKTAUThIH
(bM3MKAJIbIK aPXUB PETiH/IE KbI3MET eTell.

[leTennik 3epTreyuiisep 3aMmaHayn
TEKCTUJIb OHEpiHe apHaJIFaH KorTereH
eHbeKTep KasraH. bys enbekrep anem
CypeTLIIePiHiH, TEKCTUIb KYMbICTAPbIH
3eprreyre GarbiTTansrad. Mbicanbl yKanesn
[Toptep men Phaidon penaxiusicbimen
wbikkat “Vitamin T: Threads & Textiles
in Contemporary Art” 3amanayu 6eiinesiey
OHEPiHiH AaMybIH OeJrini 6ip MaTepuaJs bk
KypaJl apKblJibl KAPACTbIPAThIH CEPUFICHIHBIH
6ip Geuiri. bacbutbivaa anemuin 100-
JIEH acTaM CypeTLLiJIe pAiH, »KilTep/i,
TaJILIBIKTAP/Ibl 2KoHE TEKCTHJ/bI KOJIaHy
Toxipubeci KamTbliran. Conpuan-ax,
KypaTtopJiap, CypeTilijiep }KoHe eHep
caJslaCbiHbIH KOCiOW MaMaHAapbIHbIH,
MOTIHJEPi YChIHBIJIFAH.

Katepun lopmon “A Philosophy
of Textiles — Between Practice and
Theory” enGerinie TeKCTUIb OHEPIH TiJ,
KOHLLEMHSI 2KoHe MaTepHaIbIK KyOblJIbIC
petinne kapactoipanpbl. Ou [lnaton, enes
KoHe Jleppuza coitjibl husocoTapabiH,
03 UJeslJIapblH KOPCETY YILIiH TOKbIMA
NPOLECTEPiH NMakaaJaHFaHbIH aUTa/IbI.
ABTOp TEKCTHJIBIIH MaTePHAJIBIIBIFBIH
»KoHe “Tislin” GipikTipe OThIPbIN, KaHA
oiyay, »Kagy »KoHe LIbIFapMallIblIbIK
MoJleJibjlepiH yebiHabl. byn sepTtrey Posan
bapr, Xenen Cuxcyc, Jlioc Mpurapaii
CHUSIKTBI pusiocoTap/ibiH, eHOEKTEPiHe KoHe
XaJbIKapaJblK CypeTilijiep MeH TeKCTHIb
MaMaHJ1apbIHbIH TaXKipHOeciHe Heri3ie/reH.

Tekeruab canacbinaarsl MaHbi3/bl
aKaJIeMUSAIbIK pelleH3UsATaHFaH XKy pHaJIbIH
6ipi - “Textile: The Journal of Cloth and
Culture”. Os1 TexHoJIOTMS MEH BU3Yya bl
Me/ina, MOJIEHUET TapUXbl MEH TEOPHUSCHI,
anrpornoJorusi, puaocodusi, cascu
9KOHOMMKA 2KOHE MCUX0AHAJN3 CUSIKTbI
caJjlasapaarsl 3epTTeyJaepai 6ipikTipe.
2003 »Kbliibl aJFalll PeT KapblK KopreH Oy
JKyPHaUL 9J1i KyHIe IeHiH TeKCTH/1b OHepiHe
apHaJiraH 6enesii 6acblIbIMIAPABIH Oipi.
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HaTtuxenep

TybIHIBIHBIH 63€TiH, TYKbIPbIMAAMAJIBIK
MOHIH allyjia canaJbl MaTepHuas peTinjie
TEKCTUJb OYHbIMIAPBIH GesiceH i
naiganany ypaici Anmary MengiGaeBaHbiH
LIbIFApMaLIBLIBIK TXKipHOECiHEH Kope
anambi3. 1990-xbLaaapbiH, 6ackiHAAFbI
JKYMbBICTApPbIHIA CypeTLi XKYHHEH Oachl/IFaH
KHi3/i, TypJii Matajiap/ibl xkoHe apaJjiac
TeXHHKaHBI JKHi KOJIIaHaTbIH: «AFalll,
epKeK »koHe aites» (1992), «)Kbinan Aara»
(1993-1994), «Araycbiz» (1994).

1990-2000 »kbliapaarbl KOPKEMIIK
KOFaMJIaCThIKTbIH OKiJli peTiHae Anmarys
MengiiGaeBa KeHeC OKiMeTi peXKUMiHIH
casilapblHaH KenTereH XaJblKTbhIK
JIOCTYpJiepi XKOMBLIBIM, Kazak Gpuaocopuschl
MeH eMip caJThl }KOKKA LIbIKKAHbBIH
aJlra TapThlil, 63 XKYMbICTapbIHIA OCbl
KYpZeJli Macesie/iepre Ha3ap ayapajbl.
1990-kb111apB! 0J1 MUGOJIOTHS MEH
apxeTUnTepre apHaJraH TaKblpblTap/bl
tanaaca, 2000-xkblapaa 60JMbIC
MeH 9KOJIOTHS MoceJiesiepite, SIPOJIbIK
MOJIMTOHHBIH, CaJIIapbiHA TOKTala/bl.
Oubin, TSE art destination (2018 »xbl)
kenicriringeri « GREEN, YELLOW, RED
AND GREEN AGAIN» atTbl Kepmeci
€JIOPJIaHbIH MOJICHH OMipiHJeTi MAHbI3/IbI
OKHMFa O0JIIbI.

TSE art destination opraJibirbl
KaJlaHblH, OH yKaraJjiayblH/a OpHaJacKaH
»KoHe AcTaHaHbIH Tapuxu 6eJlirinieri
3aMaHayd eHep YILiH »KaJIFbl3 aJaH aen
aiityra 6oJanpl. ['asepesinbii aTaybl
KbI3bIKTbI: Oys1 — Llesnnorpanka Gepinren
Actana ayexaibiHbIH XaJsblKapaJiblK
KozibiHa cinteme. OcCbl TYpFbia dyexKak/ibl
xkahannany joyipinzie eiep apacbiHaarsl
OallsIaHbICTBIPYLIBI KOMip peTiHae Kapayra
6ogianbl. Kepmene apTypJi Kesenaepaeri
KoHe mixed media-ia opbiHIA/FAH
YKyMbICTap (PoTo, BUIEO), Mbicasbl, « MeHiH
caran anapap xki6ek »kosbim» (2011-2015)
(hoTocypeTTep CepHUsIChl YChIHBIIIbI.

Acranayia 3amaHayu eHepjii KepceTyre
apHaJIFaH KbI3bIKThl OpbIHAApP Oap.
KananbiH »kaHa 6eJ1iri oiHeKTeH,

TacTaH yKoHe OETOHHAH, oJlaH 6ackKa Ja
MaTepHaJsiaplaH »acajraH saMaHayH
FUMapaTrapias typaipl. Astana Art Show-
2019 xo6ackr asceinna Kepom CaHc reH
Jluna BaritacoBaHbIH KeTeKliirimen
«Racing the Galaxy» XaJsblKapaJibiK
Kepmeci oTkizii. Kepme eki ipi KoramibiK
rumapatta — belGiTuiinik »xone Kesicim
Capatibinna, Toyescisnik capaiibiiia
«OJIeMAIK KoHe AdCTYPJi AiHaep
KollIOaClIblIapbIHbIH Che3i» JIeHredinaeri
TYpPJli XasblKapaJiblK ic-11apaJjap eTeTiH
ananpliaa opuanactel. llapara 15 ennen
(Opranbik Azust, OnrycTik-birbic Asus,
Eypona, Jlatbin AMepuKachl esijiepi xoHe
T1.6.) 20 cypeTiii KaTbICThI, OJapIbIH
JKapTBIChl TEKCTHIIbMEH OaiIaHbICThI
OyHbIMIAPBIH KOJlaHa OThIPbII, apaJiac
MeJIia TYbIH/IbLIaPbIH HA3apFa YChIH/IbI.
Kasakcran aTbiHaH OipHelle cypeTii,
coHblIH itinge Anmaryn MengibGaesa,
['yanyp Mykaxanosa, Aiika AxmeTtoBa,
AcxaT AXMe/IbsIPOB KATbICTbI.

Kepmere KoilbliFaH xKymblcTapra
JleTeH KbI3bIFYILbIIbIKTHI KOMTEN KeJreH
KepepMeHep/eH 6ailkayra 6oJ1ajibl.
Baybip:xkan Carues (TSE art destination
JIMPEKTOPBI ) 63 CyXOATBIH/IA JKYMbBICTAPJIbI
OapblHIlIa KOPCETY YIIiH KEHiCTIKTi YThIMIbI
nananany, kabblprasap/psl TyPrbl3y xKoHe
KaKeTTi TycTepMeH 6055y MyMKiHAIr 60J1bl
nereH. Cafibln KesreHje, Kepme YILiH oCbl
KEHiCTIKTiH TaHJall aJiblHybl €J10pAa1a
3aMaHayM eHep My3eliHiH 6o/JMaybliHa
OaiIaHbICThI.

Kepmere Kasakcranna nynuere kesre,
Oipak LIeT eJijie TypaTblH CypeTLlijep
Jie kaTbicThl. ['yHyp MykarkanoBa
(FCepmanusiia Typajbl) — 63 XKYMbIChIH/IA
TYpJli TEXHHKaAJIAp MEH TEKCTHIIB]
naiinanananpl. O )kahanaany »koHe
HAPBIKTbIK KATbIHACTAP JA9YipiHIeri 1oCTYypJli
KYH/IbLJIBIKTaP/IbIH 03repyiH, O0JMbIC
TaKbIPBINTaPbIH KO3FaH/Ibl.

Ayaja KasibiKTaran apaJap icrerTti
abCTpaKThI/IbI Ta0UpHUHTKe YKcanTbiH 2018
JKbUIFBI «)KaJjiFraH yMiT HeMece Kagipri coT»
aTThl ayKbIM/Ibl }KYMbICBIH (0JilLIeMepi
500x600 cm.) Typaitie naiibivaayra GoJiapl



(cypet 1). Apannap Hemece 11aGbIHABIKTAP
oTe JKAPKBIH, KbIJTBIP MaTaJap/iaH Typajbl.
MyHna rysiep MeH eciMIiKTep 6pHEKTeJreH
JIIOPEKC 2KaHe ypHs KoJlaHblIFaH. Jllopekce
— apHaibl MepeKeJiK KHiM kacay yIIiH
KOJIJIAHbLJIAaThIH »KbIJITbIP MaTara TOKbIJIFaH
»kacanpl xkin. Konmen yeraranna 6y
martepHai Teric, XKblATblIAM TypaThbiH
epekluediri 6ipieH Ke3re Tyce.
Cypertiinin afiTybiHIIA, Oy
MaTaJiap/blH XKapKblH CUITaThl MEH «XKaJIFaH
JKATBIbI» WAOLITTAHABIPIbI. OPTYPJi

Cyper 1. ['ynnyp Mykaxanosa. JKaJsran ymit

Hemece Kasipri cot. 2018. 500x600 cm. (poTo

https://gulnurmukazhanova.com/Fals-Hope-
Installation)

MaTaJlapAbIH KeCiH/liIepiHeH TypaTbIH
YKYMbICTap KOMIO3ULMSIChI KEHiH »KaHA
niwinre aybicaapl. Ockl opaiiza onap
e3apa Tek unesiepmen Oekirtinred. Muenep
TYPaKChI3/bIK [eH KYHPey/i, a1 KblAThIP
MaTaJjap XKaJiraH yMiTTi OelHesnedii.
«yKaJsiran ymit Hemece Kasipri cot» —
OyJ1 Ka3ipri 3aMaHFbl KbLITbIPaFaH 6eT-
OeliHe MeH LIbIHAWbI OMip apachIHAAFbI
metadopa. by Keare TycrneiTin Kapbim-
KaTblHACTAP apKbl/bl 63apa dpEKeTTeCeTiH
KOFaMbIMbI3/IbIH, OYTiHTi KepiHici. JKapKbiH
OPHEKTEpPMEH «CyXOaTTaCThIKThI»
OeliHe IeATiH OyJ1 cepust TYpJli 2KaFbIMb
J1a »KarbIMChI3 aKnapar 1eH AUCKYPCThIH,
HblcaHbiHa arHa bl Ocblial Kelin osap
KeOeHTy apKbl/ibl aOCTPaKThIIbI (hopmara
ue 60J1a OTBIPbIMN, OHJAFbl KEHICTIK 9UTiJIi
Typle Taburu ambedarn apekeTrepi, 6i3nui
aJIaCThIPAThIH 1IEKCi3 KailTasamanap
ueHOepin KerinTeiai. Maranap e3nepinin
JKAPBIKTbIFbl MEH XKbIJITHIPAKTBIFbIMEH

apbari, Ke3 »KayblH aJaThlH alipbIKila
aTMocepa KasbINTacTblpa/ibl 1a, MaTaHbIH,
e3iHe, SIFHHU LWIbIH/BIKKA Ha3ap aynapy xKoHe
op0bip XKeke opHeKKe, IFHU MarblHara Ha3ap
ay/iapy KHbIHFa COFaJibl

(Mukazhanova 101).

2019 KplIrEl MaHIeMHUSIIAH KeHiH,
noatipek aitea, 2023 kbuibl Tait6seri
KepMe/le J19/1 0Cbl 2KyMbIC OacKa MarblHara
e 6onmbl. Kepme kypatopsnt Lleit @an-
PoHr MyH1a 6acTbl TyKbIpbIMIaMa
VTKbIPJIbIK 2KOHE OHbIH, «ipreJii MoHi»
nen atan etefi (Hsieh Feng-Rong).
«CasixaTlblIap/bIH TOFbICYbI»
(«Interwaving travellers» ) aTTbl TONTHIK
KepMe KaT-Kabar yHilreH 1ypUsHbIH,
KYPZeJli KUBIHBLIaPbl apKblJIbl CAHCHI3
»kuhanrepJsepsi Geitnesei.

2023 KblbIH, COyip aiblHAA
MOCTKOBHITIK Ke3eHle AcTaHaHbIH apT-
keHictirinne KP YATThIK My3eline
KOFaM/IbIK pe30HaHC TyJbIPFaH aTTac
ADYR-ASPAN apt-ToObIHbIH KOpMeci 6TTi.
Bya esnopnanbik 6ec cypeTiiiHin 6ipJecTiri
['yamapan Tori6aesa, BeiibiT Ocemky.1,
Haranbst JIurai, onus Kannbekopa koHe
JKenic MosinaGekoBTbl Kypaiijibl (6acTankml
eHep xkosbiHAa 6ya Ton «Kadmii Qyzyl»
JleTeH aTneH Oesriji).

Cyperuinepain e3nepi 6ys Kopme
oJ1ap YLIiH Kaiita Tybliy Typi aefini. CoHFbI
JKbIJIAPAFB] KONTereH ClJKiHicTepeH
KeHiH 03IMi3/li, XaJKbIMbI3/lbl, YJITTbIK
KOJIbIMBI3/Ibl KOHE MYPaMbI3Jlbl 3€PTTEY
yZepiciH 6acTay eTe MaHbI31bl OOJIbI.
TonTeiH ataybl TaMbIPbIH TepPEHIe KASAThIH
ociMTaJl aiblpacal oCiMIAiriHeH LIbIKKAH.
«ArayyblH MaFbIHACHI — Ka3aK XaJlKbl
KaHLIa CbiHaKTaH eTce Jie, 0J1 dpKalllaH 63
TaMbIPbIH CaKTaM, KAUTa TyblIbI», JIeT
cypeTiliiep aHbIKTaMa Oepefii.

Bnan Coynckuii: « Kepme asicbiniarbl
eHepJlik 6asgHzay, Tipi opi alUbIK Myparar,
OeJIiHIeH HHCTUTYT peTiHjie My3eH illiHferi
My3ell MeTadopachl HeraTHBKe, KOPMEHiH
Tepic KeHICTIiriHe, 9KCIO3ULIUA ACHECIHIH
iLLIiHe »KACBIPbIJIFaH YLLUiHLLII HOpcere
aiHaaa/ibl,» — JIeN KOPbIThIH/bIIAN/bI.
(Yartoik myseit, coyip 2023).
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Byn ton Acrananarel kepmeJsiepre
aJIFallKbl KaTbICKAH KesiHeH Oepi 03
JKYMbICTApPbIHIA TEKCTHIIB/L 2KHi KOJIAHbII
keseni. Onust Kanu6ekona, ['ynmapad
Toribaesa :xoHe Harasbs Jlurait
«[ITankpiMa» (cypet 2) akuusiCbiMeH
Acrana manpingare! Kimi Taaasike
KeJIepi KyleciH Koprayra IIbIKTHI.
[Tepdopmanc Artcom.platform (kypatopbi
Aiirepim Kanap) KaybiMaacTbIFbIHBIH
KosjlaybiMeH oTTi. CypeTiiisiep ak KHim,
KUMELLEK KHill, KOJIli KyPFAaTaATblH ApPHANbI
TeXHHUKAHbl KOI METPJIi aK MaTaMeH
Gansanbl. Myniail akiys apKbl/ibl oap
TeXHUKAaHbIH KyMbICbIHA KEJEPri KeJITipe
OTBIPbII, Kb/ KYyCTaPbIHbIH, Y5lJIapbIH
Oerineneni. Ce6ebi Oy :kep — KycTap
yidi. Katbicylubiapabi kemniisiri — ker
GaJsiasibl aHasap, oJap yiIiH »kac yprak
VLIiH 9KOXKYHeHi cakTay, TabUru
JauaadThl )koHe OHbIH 6acka 1a
TYPFrbIHAAPB! 6ap Kajaaa Typyra MyMKiHIiK
Oepy MaHbI3/IbI.

Cyper 2. Kiwi Tanabikenni cakray
nepdopMaHCcbIHaH POTO-CypeT
(dboronnl ToriGaepa I yebiH b

2021 »xblbl Tanabikes KeJiH Koprayaa
cyperuiiziep Oirepim OcnaHoBa meH
Acxar AxmejibsipoB aklusiiap OTKi3/i.
AcxaT AXMeUsIpOB LIaMaH KOCTIOMIH KHiTl,
eTin 6apa »KaTKaH TeXHHKaHbI TOKTaTyFa
ThIPLICTBI, OfirepiMm OcnaHoBa KoObl3aa
oitHazpl. JKymbic « bakcbl CapbiHbl» fen
aTasbl. OKiHillKe opali, KaJja TyprblHIapbl
MeH KeJl KyHeciH KyTKapy cypeTilijiepiHiH,
OeJiceH/li KaTbICyblHA KapaMacTaH, 0JiapiblH,

Oip Oeuiri TYpFBIH Vi KeLLeHepiHe
alHaJIbL.

['yamapan ToribaeBaHbIH,
HIbIFAPMaLIbIIbIFbIHA TOKTAJA OTHIPBIII,
Kpisblnopaa, basinaybiin xxone Akmoua
o0JIbICTapbiH/IA CAThIN aJlbIHFAH TEKCTHIIb
— LANaH, KaM30J1 CbIH/bl YJATThIK
KHiMJIe /i, OHbIH KOHE 3aTTap/bl 2KHHAY/aFbl
KbI3bIFYLIBLIbIKTAPbl, KOPMEHiH Heri3ri
MartepuaJbl PeTiH/le KOJIaHFaHbIH, aTar
otkeH :koH. ADYR-ASPAN kepmecinin
opTaJiblFblHa OpHATbIIFaH
«Amanar» Mysefinneri mysen»

(cypet 3) ien aTanaTbiH XKYMbIC, YJIKEH
TO3FaH OaHHepJiepMeH KopluaJjraH. by
«My3eHe» TeKCTHIIb OYHBbIMAAPBIH,
KUiMIep/i, KoHe apTedakTifepi »kaHa
KbIpbIHAH KopceTTi. AMaHaT cosi «cakra»
nerenni 6innipeni. ['ynmapan TotibaeBamen
cyx6aTblH/a, OJ1 aTay/lbl <CAKTayFa CEeHill
TarncblpblIFaH» Jiell aHblKTama oepej.

Cypet 3. I'ynamapaan ToriGaeBa. Amanar. Myasefijeri

my3eit. 2023. YATTBIK KHiMep, TYPMBICTBIK 3aTTap,

kui3 yi )kababikTapel. 300x 900x 300 cm. (hoToHBI
Tori6aesa I yebinbr)

Banan Coynckuii « Kepme asicbiniarbt
eHepJlik OasgHaay, Tipi opi allbIK Myparar,
O6JliHreH HHCTUTYT peTiHje My3eH illliH/eri
My3el MeTadopachl HeraTHBKe, KOPMEHiH
Tepic KEHICTIirHe, 9KCMO3ULIUA IeHECIHIH
iLlIiHe 2KACBIPbIJIFAH YILiHLLII HOpcere
alHaJIAbl» 111 KOPbIThIHABIIANIbI.

KasakTbiH yATThIK MOJIeHHETIH,
MaTepHaJIbIK MOJICHHETIH KOJI1ay »KaHE
inrepisiety GofiblHILA OeJCeH]Ii 2KYPrisifin
JKaTKaH JKyMbICTapFa KapamMacTaH, YJITTbIK



MypaHbl caKTay »KoHe HacuxaTTay maceJieci
aJ1i ©3eKTi. 3amManjac cypeTiii ochl
TaKBIPbINThl KOTEPE/.

['yamapan ToriGaeBanbin «Oiiesepre
apHaJsiran uHctamsius» (2023) xkobachl
dliesIIe piiH, eMipJiK TaxKipubeciHe
apHasrat (cypert 4). Llnanotunus
TeXHHUKAChl apKblJIbl aK MaTtaJjapra
HacblIFaH MOPTPETTEP CyPETIIiHIH OMip
JKOJIBIH/IA Ke3 OoJIFaH diesie p/iiH KUbIH
TarablpbiH Gasupanabl. Ocbl oliesiepain,
OMIpJIiK TOKipHOECi OHbIH, XKeTiyiHe
JKOHE ©3iH-631 TaHyblHA KOMEKTECKEHi
atan etin. AK »kafimasnap 6ypbIH 9CKepH
OeJiiMeri KaleTTepliH YHbIKTay ToCeHilli
6oaran. ['yamapan ToriGaeBa Gepren
cyxbGaTtbiHaa: «Ouesuep Toxkipubeci - azan
[I€H YMTbLJIbIC, COHY MEH YMIT, KalFbl
MeH KyaHBblIlll, TeMipAeH TO3iMAITIK MeH
Maxab6aT — 1iekci3 maxab0aTt, 6yJ KaHa
eMIp/IiH naiia 60JybIHbIH Ko3re Kopinbec
LIBIMBLIBIKTAPbI», - [T 63 OHJapbIMeH
GeJicesi. TeKCTHIb apKblJibl CypeTili 63
OWBIH THIMJIi YKETKi3e].

Cypert 4. I'yaimapaa ToriGaeBa. «Oienuepre
apHaJiFaH HHCTaMasauus», 2023,
(dporo Eckoxnna JI.)

ouiust KannbekoBanbiy, « baTbiil
Kypek» (2023, kuiz-mMeusi, MOHTax
Esrenuii JIyMnoB) aTTbl XKyMbIChI KHi3/li
KOJIJIaHa OTBIPBII apaJiac TeXHUKaja
opbiHnanras. Cypetii: «Erep 6isze Kasipri
OaTbIpJiap/blH KYPEK COFbICBIH ecTyre
MYMKIiHJIIK GoJica?>», - ien cayaJ Tacrarl,
031 0Cbl CypaKKa AbIObICTBIK OCHHEeHi
JKyMcak, TaOUFH aK »KYHHEH »KacaJjlFaH
JKYPEKKe MPOEKLHsT apKbllbl 2Kayar

tabyra Tbipbicanpl. OJ1 yabTPaibiObICTHIK
annapatTbit, KoMeriMmeH 2022 »Kblirbl
KaHTap OKUFAChl KAThICYIBIHbBIH KYPEK
COFybIH 2Ka3ibl. Kepmere kedyiiisiep
CypeTIliMeH 63 acepyepiMmeH O6oJlicTi XKaHe
oJsiap 6yJ1 COKKbIIaH OeJrifi 6ip TyJaraHbl
6osKabl. DKCIIUKALMSAA 0J1ap bIKTUMAJ
LEH3yPaHbl «alHAJIbII OTY>» YLIiH HAKTbI
ecim xkasbayjibl yirapbl. [IpoeKuusiHbIH,
APTKbI TYChIHJA KHi3/IeH yKacaJlFaH MaTaHbl
KOJIIaHy acepaii 601, OyJ1 ce3iMTal
HOTasap/iblH, OepisyiHe KoHe LIbIFapMaHbIH
YKaHJIbI 2KeJliciH atiryra biknas eTTi. KyH
MaTtepHaJiblH TaHaaybl, AMaTbIIarbl
KaHTap OKUFasapbiHa KaThICYLIbLIaP/IbIH,
OipiHiH CYHiKTi aHACBIHBIH ce3iMIepi MeH
ce3iMTaJIIbIFbl TypaJibl aiTKBICHI KeJIJLi.

ouinst Kann6ekoBanbiH «Ak» (2023,
5X3 M) aTayJibl ayKbIM/Ibl K TEKeMETI
JOCTYPJi KAa3aK MoJACHUETIHACTI aK KHIi3/iH
KHeJli MarblHAChIHA CiJITeME 2Kacal OThIPbIII,
KOpPMeHi KOPbIThIHAbIIAN B!, YKaambl, atan
allTKaHaa, ak Matasap agamjibl TyraHHaH
facTar emip/iH COHFbI KYHAEpiHe NeHiH
cyieMeJsIelii: xKaHa TyFaH HopecTe aK
MaTara opaJiajibl, XaH aK KMi3re Ketepijin
VJIbIKTAMa/Ibl, KyPMETTi KOHAKTap
JKalracazibl, KAUTBIC OOJIFaHIAPABIH
JIeHeJiepi akka opaJiajibl.

ADYR-ASPAN T10o6bIHbIH YATTBIK
My3elieri ayKbIM/Ibl KOpMeci eKi arnTtaian
KeHiH aJIbIHbBII TacTaJlbl XKoHe, OKiHillIKe
opati, yozie etinren artist talk opbin anmanpi.
Aranran kepmeHi ADYR-ASPAN T06b1
Anmvatbl Kasacbinna « bapubaesa 36»
KEHICTIriHae KalTa yCbIHFaH OOJIATbIH.

2024 )plinblH KoKkTeMinge Acrana
KasacbiHaarsl Sal-Seri ranepesicbinaa
Maeunip Kapy6a#ikbi3biHbIH «Jeti apa»
Kepmeci aublpl. bys Tonbikrah nepoec
KepMe Jiel aiTyra keJMensi, ce6ebi MyHa
YL YPIAKTBIH 2KYMbICTAPbl YChIHbIJbL:
CypeTILiHiH 63i, COHal-aK, OHbIH aHACHI
MeH Kbi3biHbIH eHOeKTepi. CypeTilii:
«Here 6i3 Tek »KeTi aTambl3/ibl 6i1eMi3,
aJl 2KeTi aKeMi3 Typasibl 6iniMimi3 KebiHe
03 92KeMi30eH FaHa LeKTe1e/i?» — JlereH
CypakTbl KeTepii. bys kepme — Kasipri
Ka3aK KOFaMbIHAAFbI aHa 00J1y ToxKipHOeCiH
3eprTeyre OarbITTa/IFaH.
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Kepmene 6acTbl opbiHaap/biH, GipiH
«JETI APA» atThl exi Kicislik kepre
(200x230, BeJop, KyH ) KOPCETiJI.
Cyperti 03 Hiexipecii 3epTTeit OThIPHIT,
aHaCbIHbIH 9KeCi KijieM, TeKeMeT, aJalla
»KacaraHblH aHbiKTajibl. Kepmene «Ana
92Ke, aHaJlapbIMbl3 TYPMbICTa KOJIIAHFaH
MarepuaJiiap CepUsiCbiHaH» aTThl
JKYMbICTap Ja YCbIHbLIbL. By cepusina
9pPTYpJli MaTepuasiap: KoJa, Tac, cas, KHi3
COHJIali-aK MOHLIAKTapMeH Oe3eHipiJireH
6apKbIT MaTa KoJsnanbliaran. Cypertiii
KeTepreH Macesie OyJ1 2KeTi anacblHbIH
mexxipecid 6i/ry — OYriHTi Ka3ak KOFaMbl
VLIiH 63€KTi eKeHiH Giaipesi.

Herisri TyXbipbiMmaap

Kasipri 3amanrbel Kazakcran enepinze
TEKCTHJIb OHEPi MaHbI3/Ibl OPbIH aJlaJlbl.
Ou1 Tek MaTepHaJIIbIK KypaJsl FaHa emec,
COHBIMEH Kartap, A9CTypJep/i, Y2KbIMIbIK
JKaJbIHbI K9He MaJIeHU COUKeCTIKTI KalTa
naibIMIAy/IbIH KOHLIENTYaJ bl KypaJbl
peTinjie Jie KepiHic Tababl. Anmarys
Menni6aena, ['ynnyp MykaxkaHoBa,
['ynamapan Totn6aesa, Anust Kann6ekona,
Maeunip Kapyb6aiikbi3bl ChiHIbI 3aMaHayd
CypeTUliIepAiH LblFapMasapbl TEKCTHJb
OHEPiHIH 6TKEH MeH OYTiHHIH, XKepriJiKTi
MeH KahaH/IbIKTbIH apachlHAarbl
OallJIaHbICTbI KAJBLINTACTBIPYAFbl dJI€yeTiH
KepceTei.

1990-xbinapnan 6acran
ILIbIFAPMALIBLIBIK KOJIbIH GacTaran AymMarys
MeHnnib6aeBa TEKCTHIIb SJIEMEHTTEPiH 63
LIbIFapMaJlapblHia KernkabaTTbl BU3yaJlibl
OasiHiayJapabiH, Kypamaac 6ediri petiHie
naijaaaHbIn, OTapLIbIIILIK 6TKEHHIH
acepi MEH A9CTYPJli KYHIbIJIBIKTAPAbIH
JKOFaJybIH KaliTa KapacTtbipajibl. OHbIH
JKYMBICTAPBIH/IA TEKCTUIIb OHEPi TApUX
neH Kazipri 3aMaHHbIH, MUDOJIOTHS
MEH KeKe TOKipuOeHiH apachiHIAFbI
Kerip peJiiH atkapazbl. An ['yanyp
MykaxkaHoBa MHCTaJISLUsAIapbIHIA
TEKCTHJIb MaTepHaIapbiHbIH MeTaopasibiK
CHIATbIHA XKYTIHII, 2KapKblpaFaH, ofieHi
COHJLIK 3JIEMEHTTEP apKblIbl «XKaJFaH

YMIT», MJIJIIO3UsA MEH Ka3ipri LLIbIHABIKTbIH,
TYPaKChI3bIFbl KOHIIEMIIHSCHIH YKeTKi3e/li.
KaszakcraHHbIH 3aMaHayu eHepinjeri
MaHbI3/bl YPAICTEPAiH 6ipi — TEKCTHIIb
OHEPIiHIH KOJOIUAJBIK MaceJeiepi
nafibimMzay KypaJibiHa aidHanybl. MaceJieH,
['ynmapan Totn6aeBa, Onust Kanu6Gekona
»kone Hartanbst JIuraaein Kimi Tanasikesi
Koprayra apHajran «[Ilankbima»
nepchopMaHChl KOKyHeepiH 0CaIbIFbIH
JKOHE 0J1ap/ibl CAKTaY/IbIH MaHbI3AbIIbIFbIH
6eiineserini. Ochbl TYprblIaH ajaranzia,
TEKCTHJ/Ib 6HePi TeK KOPKEMJIIK MaTepHas
FaHa eMec, COH/Ial-aK, Kopray MeH
KaMKOPJIbIKTBIH, CUMBOJIbIHA alHAJIA]IbI.
TexcTu/ib oHepi MajIeHH MypaHbl 2KoHE
0TOACBUIBIK »Ka/IbIHbI CAKTaY TOCiJIi peTiHe
nie kepiHic Tabaapl. Mblcadibl, ['yimapan
Toru6aepanbin « Amanar. Mysefjeri
My3€ei» yKoHe «OieJsjiep HHCTAJLSIIHSCH»
yKoOasapbl A9CTYPJi TEKCTHIb OYAbIMIAPbI
MEeH YJITTBIK KHiM 3JIEeMEHTTepiH naiaanana
OTBIPBII, TAPUXH cabaKTaCTLIKTBIH, Y3i/Iy
MaceJieciHe Hasap aynapajibl. OHesiep/iH
oMip TapuxTapbiHaH 1Wa0kIT anran MeJip
Kapy6aiikbiabibie «JETT APA» xxo6ach
dliesIIe piiH, exKipesik 6allsiaHbIChiH KIHE
JIOCTYPJIE P/ 2KETKIi3yeri peJiiH 63eK eTel.
Ocblnaitiia, Kazipri Kasakcran eHepinje
TEKCTUJIb MaTepHasJIbIK KypaJ 60Jy1aH
UIBIFBITN, KOHIENTYaJIbl KOPKEMIK TiJire
ariHaJbIn Keieli. OJ1 V2KbIMIBIK »KajlblHbl
cakray, MoJIeHH COHKeCTiKTi GeliHeley,
QJIEYMETTIK ChIH aUTY »KoHe »KahaHJIbIK
npouecTepli NanbIMaay KypaJbl peTiHe
KbI3MeT eTefli. TeKCTuib oHepiMeH
alHaJIbICATBIH CypeTIIiJep I9CTYP MEH
3aMaHay| arbIMJIap/ibiH, OalJaHbIChIH KailTa
KapacThIPbIM, MOJIEHU, SKOJOTUSIIbIK 2KIHE
TeHJIepJIiK MaceJieiepre Hasap ayaapy
ApKbUIbl YITTHIK 2KoHE XaJIbIKapaJiblK 6Hep
JIUCKYpCbIHA 63 YJECiH Kocy/a.

KopbITbiHADI

AcraHa apT-KeHicTirinie TypJi Kepmesep
VUBIMIACTBIPFaH CypeTLLiJIePIiH, KeKe
LIbIFapMaLIbIIBIK ToXKipuOesaepin
KapacTbIpa OTbIPbII, 0J1aPAbIH TEKCTUJIb



OYUBIMIAPBIH 63 UAEAIaPbIH KETKi3y
KypaJibl peTiH/le NakaasaHaTbIHbIH aTar
OTKEeH »K6H. bip »karblHaH, TEKCTH/b —
KaJbINTaCKaH TapuXbl 6ap KOMKETIMI
MaTepuas 60Jca, eKiHllli »KarbIHaH,

oJ1 6i3JIiH OHIp YLIiH TaOUFK 9pi THIMI]
mMaTepHadl.

Cyperuiziep Taburu Taza MaTeprasbl
Hemece KacaH/ibl 6eJiekTepi 6ap
3JIEMEHTTep/li TaHay 6apbICbIHAA
caHaJibl 9pi KebiHece UHTYUTHBTI TypJie
uIewiM Kaoblaaai oTbIpbII, TYbIHbIHbIH,
TY2KbIPbIMAAMaJIbIK ©3€riH 19J1 9pi acepJii
JKeTKizesi.

Cypertiuiziep Acrana KeHicTirin Tikesei
IIbIFAPMAIIbIIBIK TIATGOPMAChl peTiHie
naugananbin, Kimi Tanabike KeqiHin
9KOXKYHeciH Koprayra OarbiTTajraH
aKuusiiap yibIMaacTbipaibl. by kea kana
TYPFbIHAAPHI YILIH CUPEK Ke3/eCceTiH
KyCTap/ibl — KOKHKAs/1ap MeH CblObIpJlaK-
aKKyJap/ibl, COHNak-aK Giperei (iopaHbl
Oakpliayra MyMKiH/iK OepeTiH epekliie
opbiH. Akuust 6apbicbiiaa ADYR-ASPAN
TOOBIHBIH, MYLIEC] YCTaFaH Y3bIH aK MaTa
TOCKAYbLJ icreTTec 00JIbI, OJIOK-TTOCTThIH,
CUMBOJUIBIK O€HMHeCiH »Kacarl, OHbIH
TY>KbIPBIMAAMACHIH TEPEHipEK allyFa
KOMEKTECe/li.

3epTTeyse KapacTbipblIraH Kesenje
Acrana KasnacbIHIa OpHANaCcKaH TypJi
KopMe KaHe oHep KeHicTikTepi — KP
Yarteik my3eiti, be6iTuiinik xxone Kesicim
Capatibl, Toyencisnik capaiibl, TSE Art
Destination ranepesichl (exinilike opai,
Pecny6nka 33a ananpl )aoblipl ), Sal
Seri ranepesicel, connaii-ak Tanapike.
KOJIiHiH »Karachl »koHe 6acka Ja
LIblFAPMAaLLbL/IbIK aJaHIap — CypeTLliepliH,
KopMeJiepi MeH aKUHsJIapblH OTKi3y
opTaJblKTapbliHa aiiHaJibl. by keHicTikrep
KaJlaHblH MOJIEHH 2KOHE LIblFapMalllbl/blK
oMipiH/e MaHbI3/Ibl POJI ATKAP/EL.

Acrana aai e pecny6JIMKabIK XKoHe
»KahaHJbIK apT-KeHICTiKTe 63 OPHbIH
TOJIBIKTAl KaJbINTACThIPa aJlFaH XKOK.

JlerenmeH, ykekeJjiereH KypaTopJap MeH
cypertulisiepin, 6actamaliapbl, COHIAMN -
aK, WeTeJJIiK oHepTaHyLIblIap MeH 6Hep
OpTaJILIKTapbIHBIH apT-IUPEKTOPJAapbIH
TapTy OOMbIHIIA »KYPrisijreH 6esceni
JKYMBICTAP €JIOPAAHbIH, MOJCHU OMipiHe
KepepMeHIep/li KeHiHeH KaTbICThbIpyFa
MYMKiHJiK Oepai. Makasana tannanran
KepMmeJiep MeH aklusiiap Koramaa
9KOJIOTHS, HIEHTU(DUKALIKS, 2KapaKaT
CBIH/Ibl 63€KTi MaceJIesIepre Kbl3bIFYLIBIIbIK
Tyabipabl. Kasipri tania enep
KEHICTIKTEePiHiH TalLlbL/IbIFbl, 3aMaHayH
eHepre apHaJsiraH My3emJep
MEH rajiepesijiapiblH 2KeTKiJKCi3ir
€JIOPJIAJIAFhI LIbIFAPMallbUIBIK KJIaCTePiH,
JKyHeJli JaMybIHa KeJlepri KeJITipin oThIp.
Toxipubeni cyperiuinep apacbinia
AJICYMETTIK »KOHE IKOJOTHSIIIBIK
JKayankepulijiik aJIeMIiK eHep YPAICiHIH
MaHbI3/ibl 6arbITbIHA aHHAJIBII OTHIP,
OUTKeHI TaOUFH pecypCTapablH
Kayirncis/iri MeH osiap/iblH 6oJ1aliaK yprak
VLLIH caKTaJsybl 63eKTi Macesie 60Jbll
Tabblabl. TeKeTHIb (heHOMEHIH 3epTTey,
OHep HbICAHAAPbIH TaJay
JKOHE CypeTLLiJIEPMEH 2KYPri3iiireH
cyxOaTTap Kasipri 3aMaHFbl OHEePiH
9PTYpJli TEHACHUHUAIAPbIH TYCiHyre
MYMKIiHIiK Oepejli, COHbIMEH KaTap,
OHBIH TaOUFATThl KOprayFa OarbITTa/lFaH
acrekTijiepiin 6ipiH aUKbIHAANIBI.
ApT-Hbicannap/a Kaira eHjeyre
JKOHe KalTa KoJIaHyFa Kapamabl
TEKCTHJIB/L Nakaasany GMopecypcrappl
cakrayra OarbITTajiFaH MaHbl3/lbl 9J1iC
petinze ycbinbliabl. Kasipri tania
TEKCTHJ/Ib OHIM/IEPiHiH LLIaMa/IaH ThIC
apTybl KahaH/bIK 9KOJOTHSIJIBIK
MaceJiere aiHaJIbII OTLIP, COJT CeOenTi
OyJ1 MaTepHaJlibl CaHAJIbI 2KOHE YThIM/bI
naijasana ajnatblH CypeTLlijiepre 1ereH
cypanbic apThin KeJiei. Ocbl 3epTTey
»KahaH/bIK 9KOJIOTUSIHBI KOpFay MaceJieci
asiChiHJa ©3eKTi OarbITTapbiH Oipi peTiHe
KapacThIPbTYbl MYMKiH.
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ACTAHA APT-KEHICTITIHAETT TEKCTUNbAOI APT-HbICAHOAP

Eckoxuna Jlaypa, Kapra6ekosa Payuan

Kasaxckuit HalmoHabHbIA YHIBepenTeT nekyeets umenn Kysoin BariceititoBoit (Acrana,Kasaxcran)

TEKCTUJIbHbIE APT-OBBEKTbI B APT-MPOCTPAHCTBE ACTAHbI

AHHOTauus. B ctaTbe paccMaTpmuBaEeTCcs 3HaYEHUE M 0CODEHHOCTM MCMOb30BAHMS TEKCTUABHOIO
MaTepuana B TBOPYECTBE COBPEMEHHbIX Ka3aXCKMX XYLOXHUKOB. AHaNM3MPYTCS NPOU3BeaeHUs
Takux aBTOPOB, kak AnMarynb MeHnubaesa, lynbHyp MykaxaHoBa, [ynbmapan Tatubaesa, Anus
Kanunbekosa, Monaup Kapybaiikbi3bl. TEKCTUb BbICTYNAET B UX XYL0XXECTBEHHOM NPAaKTUKe Kak BaXKHbIV
KOHL,eNTyaNbHbI MHCTPYMEHT. Yepes TeKCTUb XYA0XHUKM NepefatoT Takue TeMbI, Kak UCTOpUYecKas
namsTb, SKOMOTUS, KEHCKMI OMbIT, UAEHTUYHOCTb U HaLUMOHaNbHOe Hacneaue. lNpuMepamu npoLeawmx
BbICTaBOK B ACTaHe CTanu: nepcoHanbHas BbicTaBka Anmarynb Mennnbaesor «GREEN, YELLOW, RED AND
GREEN AGAIN» B ranepee TSE art destination, rpynnoBas BbictaBka «ADYR-ASPAN» B HaumoHanbHoOM
My3ee Pecnybnuku KasaxcraH, a Takke BaxHas akcnosuums «JETI APA» Mongup Kapy6alikbi3bl B
ranepee Sal-Seri u apyrve BbictaBku. Ocoboe BHUMaHWE yAensieTcs poiu TEKCTUIIbHbIX 06bEKTOB
B 3TUX NpoekTax. MHCTannaumMm u nepdopMaHChbl, BbINOJIHEHHbIE M3 BOWMI0OKA, bapxaTta, lopekca 1
6en10¥ TKaHW, AEMOHCTPUPYIOT CUHTE3 TPAAMULIMOHHOIO KYNIbTYPHOIO KOAA Ka3ax0B C aKTyaslbHbIMM
COLManbHbIMM NpobaeMaMm COBPEMEHHOCTU. ABTOPbI PaCKpPbIBAKOT MOAJIMHHBIN, MOSTUYECKUIA U
CMMBOIMYECKUI NOTEHLMAN TEKCTUNS B COBPEMEHHOM UCKYCCTBE, UCCNeays ero Kak CpeacTBo auanora
MeXAy Ky/bTYPHbIM HAaC/eAUEM U JIMYHBIM OMbITOM. PaccMaTprBaoTCs BO3MOXHOCTM XYL0XECTBEHHOIO
OCMbIC/TIEHMS MPOLLECCOB rnobanu3auum, BHyTPEHHErO ro0Ca HaLuK, XXEHCKOM NPUPOABI U COLMaNnbHOM
TpaHchopMauum nocpeacTBom TekcTuns. CraTbsl NpeacTaBiser co60v Hay4YHO-TBOPYECKMI MOMUCK,
HamnpaB/IEHHbIN HA NEPEOCMbIC/IEHNE TEKCTUIIbHBIX 0ObEKTOB B HOBOM KOHTEKCTE, @ TakXKe Ha
KOMMNEKCHbIM aHaM3 aKTyaNbHbIX TEHAEHLMI U COCTOSHUS Pa3BUTUS TEKCTUIIbHBIX apT-06bEKTOB B apT-
npocTpaHcTBe ACTaHbl.

Knrouessie cnosa: KazaxcraH, AcTaHa, COBpEMEHHOE UCKYCCTBO, XYLOXHUKM, TEKCTUb, apT-
NPOCTPAHCTBO, apT-00bEKTDI.

Ana yumupoeanus: EckoxuHa, Jlaypa n KaprabekoBa PaywaH. «TekctunbHble apT-06beKTbl B apT-
npocTtpaHcTtee ActaHbl». Central Asian Journal of Art Studies,T.10,N2 1, 2025, c. 225-241,DOI: 10.47940/
cajas.v10i1.899

Asmopbl npoyumanu u 0006puIu 0KOHYamebHell 8apuUAaHM pykonucu u 3aseastom ob omcymcmeauu
KOH@AUKMa uHmepecos.
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ACTAHA APT-KEHICTITIHAETT TEKCTUNbAOI APT-HbICAHOAP

Yeskozhina Laura, Kargabekova Raushan
Kulyash Bayseyitova Kazakh National University of Arts (Astana, Kazakhstan)

TEXTILE ART OBJECTS IN THE ART SPACE OF ASTANA

Abstract. The article explores the significance and specific use of textile materials in the work
of contemporary Kazakh artists. It analyzes the artistic practices of Almagul Menlibayeva, Gulnur
Mukazhanova, Gulmaral Tatibayeva, Aliya Kanibekova, and Moldir Karubaykyzy. In their creative
approach, textiles serve as an important conceptual medium. Through textiles, these artists address
complex themes such as historical memory, ecology, female experience, identity, and national heritage.

The article examines several key exhibitions, including Almagul Menlibayeva’s solo show“GREEN,
YELLOW, RED AND GREEN AGAIN" at the TSE Art Destination Gallery in Astana, the group
exhibition’ADYR-ASPAN” at the National Museum of the Republic of Kazakhstan, as well as “JETI
APA’by Moldir Karubaykyzy held at the Sal-Seri gallery,among others. These exhibitions highlight
the prominent role of textile works. Installations and performances using felt, velvet, lurex, and
white fabric combine traditional Kazakh cultural codes with contemporary social issues. The authors
reveal the genuine, poetic, and symbolic potential of textiles in contemporary art, exploring them
as a medium of dialogue between cultural heritage and personal experience. The article analyzes
the expressive potential of textiles in reflecting themes such as globalization, the inner voice of the
nation, femininity, and processes of social transformation in a profound and artistic language. The
article represents a scholarly and creative inquiry aimed at reinterpreting textile art objects in a new
context and provides a comprehensive analysis of the current trends and development of textile-based
artworks within Astana’s art scene.

Keywords: Kazakhstan, Astana, contemporary art, artists, textiles, art space, art objects.

Cite: Yeskozhina, Laura, and Raushan Kargabekova. “Textile art objects in the art space of Astana”
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3AMAHAYH KA3AK
KUHEMATOIPA®bIHIAFbI
OUEJ1 PEYKUCCEPJIEPIIH
®UJIbMIEPIHIETI]
APXETHUIITIK OMUEJI
BEMHEJIEPI

I'yabnapa Mypcaanmosa', AKxkaH AMaHkoa>
Y. p yp

!2TemipGek JKypreHos aTbiHaarbl Kasak yATTbIK oHep akanemusich (Kasakeran, Anmator)

AHpatna. Makanaga 3amMaHaym Kasak, KuHematorpaduacbiHAaFbl dien pexxuccepnepais GunbmaepiHaeri
apxeTunTik avien beriHenepi KapacTbIpbibin, ONAPAbIH TEPEH CUMBOIMKANbIK, MBHI MEH KOPKEMUK
Kblpnapbl 3epTTeneai. 3aMaHaym Kasak KMHOCbIHAAFbI 9Wien pexxuccepnep KatapbiHaa AikaH
KacbimMbekTiH «MaanHay, Lapuna YpasbaesaHblH, «Mapuam» xaHe Manvuka MyxaMemKaHHbIH,
«KapnbiFawy dunbMaepiHaeri apxeTunTik aen 6eiHenepi keH MasMyHAbl KaMTUAbIL. ATanFaH dunbmaep
60MbIHLIA aHa apXeTuMi, KYPECKep apXeTuni aHe i3aeyLwi apxeTuni TanaaHaasl. byn apxetnntep

Ka3ak, M3AEHMETI MeH KOFaMblHAAFbl SMENAiH SIeYMETTIK, MOIEHU XIHE PyXaHWU penfepiH TepeHipek
TyCiHyre MyMKiHAiK 6epeni. MakanaHbIH Makcamesl — Ka3ak, KWHOCbIHAAFbI ACTYPAi Ke3Kapactap MeH
3aMaHayu TeHAEeHUMANAPAbIH YineciMiHe 6aca Ha3ap ayaapa OTbIpbin, KA3ipri MaAeHU e3repictep
KOHTeKCTiHAEri apxeTunTik avien 6eriHenepiH 3epTTey. TakbIpbINTbIH, ©3€KTiNiri — avien pexxuccepnepaiH,
bunbMAaepi HerisiHae apXeTUnTiK avien 6eliHenepi MeH onapAblH epeKLEenikTepPiH XaH-)XaKTbl Tanaay
KaXeTTinirinae. Makanana TanAaHaTbiH TybIHAbINAP 3aMaHayM Ka3ak, KOFaMblHAAFbl aien 6eliHenepiHiH,
CaH Kplp/ibl 6ONMBbICbIH, ONapAblH, 63iHAIK aM1eMi MeH iLUKi XaH-AyHUeCiHAeri Kapama-KanLblabIKTapabl
XXSHE KOFaMAaFbl axyanaplH biknanbiH 6eiHeneai. 3epTTeyai aaicTeMenik XaHe TeopUANbIK, HEri3i
peTiHAe ncuxoaHanuTuk Kapn KOHITiH yKbIMAbIK BeiicaHanbik TEOPUSAChl MEH MCUXONOrMS CanacbiHAAFbI
eHbekTepi xaHe [xxo3ed Kamnbennmin FoinbiMy 3epTTeynepi KapacTbipbliabl. 3EPTTEY KyMbICbl
6apbicbiHAa HUNOCODUANBIK, MCUXONOTUANbIK, KAHOTAHYLLbINbIK, TEOPUSANbIK-8AiCHAManNbIK 3epmmey
adicmepi, COHbIMEH KaTap, HAPPATUBTIK Tanaay, CEMUMOTUKANBIK XXSHE aNeyMEeTTiK KOHTEKCTTI Tanaay
dA4icTepi KoNAaHbINAAbl. 3EPTTEY HITUXKENepi aMen pexunccepnepmid, GunbMaepiHAeri apxeTUnTik
beriHenepmiH TeK yNTTbIK KaHa eMec, aMbeban MarbiHaFa Me ekeHiH kepceTTi. Mbicansl, «MagnHa»



GunbMiHLe aHa apXeTuni TeK MeNipiMAiNiK NeH KopFaH peniHae faHa eMec, KoFaMaarbl iLUKi
KapakaTtTapMeH beTne-6eT KeneTiH pyxaHu YCTbIH PeTiHAE Ae KepiHic Tabaabl. «Mapusamy» GunbmiHae
Kypeckep apxetuni anen 6eMHeCiHiH, ilWKi KYLWiH, 94iNeTKe YMTbIIbICbIH, SN1€YMETTIK LeKTeynepre
Kapcbl TypybiH 6eiHenenai. An «KapnbiFalu» TybIHABICbIHAAFbI i34€YLUT apXETUMi — pyXaHu o
i3neyneri avien 6eMHeci apkbibl XXaHa 3aMaHAasbl GONMbICTbIK, CYpaKTapFa xayan i3gereH
KerinkepaiH CMMBOJIbIHA aHanagbl. Xanblkapanblk KOHTEKCTE, Oy 3epTTey 3aMaHayM KeHiCTiKTeri
dlien pexmnccypachiHbiH epekLle AaMyblH, YITTbIK M3AEHUETTIH apXeTUNTiK KYPblIbIMAAPbIH XXaHe
OnapablH KMHO TiniHAE KepKeMAiK TpaHCHOPMALMACHIH KOPCETY apKbl/ibl MaLEHUETapabIK AMaNorka
TbiH, cepniH 6epepni. CoHaan-akK, xahaHablK reHLEePAiK XXaHE MaAEHU 3epTTeynepre Kasak, KUHOCbIHAAFbI
avienaepaiH peni MeH kepkemaik 6enHeneHyi TypFbiCbiHaH XaHa 6aFbIT YCbIHAAbI. 3epTTey HaTMXenepi
Kasipri anemaik kuHematorpadusaa avenaepait SHriMeCiH TbiHAAY MEH TYCiHYAIH, MaHbI3AbINbIFbIH

nanengen Tycegi.

TytiiH ce30ep: aiien pexuccepnep, anen 6erHeci, apxeTun, aHa apXxeTui, Kypeckep apxeTuni,
i3peywi apxeTuni, Ka3ak, M3AEHMETI, reHAePNiK TEHAIK, 3aMaHayM Kasak, KMHOCbI, A3CTYP, YLEPIC.

Aaliekce3 ywiH: MypcanumMoBa, [ynbHapa »xaHe AkxaH AMaHXon. «3aMaHaym Kasak,
KMHeMaTorpadblHAAFbl MeN pexuccepnepait, punbMaepinaeri apxeTunTik avien 6eHenepix. Central
Asian Journal of Art Studies, T.10,N2 1,2025, 6. 242-260. DOI: 10.47940/cajas.v10i1.995

Asmopnap KomazbaHwlH COHFbl HYCKACbIH 0KbIN, MAKY/10a0b! }aHe Myddesnep KalilublblFbl HOK

eKeHOieiH Manimoedi.

Kipicne

azak KuHeMaTtorpadbl ToyescisiiK
aJraHHald KeHlil KaHa Ke3eHre Kajgam

6acTbl. by KesenJie YITTBIK KHHO 6HepiHe
JKaHa TakbIpbINTAp MEH XKaHpJap nania
OOJIBIT, OHBIH KOPKEM/IiK ?KOHE dJIeyMeTTiK
Ma3MyHbl ailTapabikrail Tepenaeai. Ocel
VAepicTe ares pexKuccepiepii, bIKNaJbl
epekiiie opbiH anapl. OsapabiH puabMaepi
TEK afieJiiep Macese/iepiH KeTepin KaHa
KOHUMAai, COHbIMEH Katap, KOFaMIarbl
9JIEYMETTIK, MOJICHH XKOHE IeH/IepJIiK
TaKbIPbINTapAbl OHe/IiH Ke3KapacbIMeH
6epin, 03 hUNbMIEPiH/E dlies KeHinKepi
TEpPEH CHMBOJIN3M MEH KypaeJi 6erlHesep
apKbliIbl coMaakibl. By TybIHABIIAD
oleJIe pIliH, KOFAMIAFbI iLIKi 2KOHE ChIPTKbI
KYpecCiH, OHIAaFbl OPHbI MEH POJIiH TePEH,
3epTTeyre MyMKiHaik 6epeni. Pamanayn
peceit KHHOTaHylIbIChl AHxKesnKa ApTiox
«3amaHayu xKahanapik asiemieri ofes —
pexkuccepaep» (PKeHLMHbl — pexkuccepbl
B COBPEMEHHOM I106aJIbHOM MHUpE )

aTThl FBIJIIMU MaKasachbiHaa: « OHesnep
K1uHemarorpagpusicbl — OyJ1 KOraMJIbIK
MaHbI3/bl KyOblbic. Byrinae 6i3 apTypJi
MeMJIEKETTEePAEH dJIeMIIK IEHT e AT
olleJl - pexkuccepJiepiit, eCiMi aTarn KaHa
KOUMAaM, COHbIMEH KOCa, IyHHUeKY3iH/1e
Women’s Cinema sien atanatbiH 6arbITTbIH
nanija 6osraHbiHA 1a Kya 00Ji1a a1ambl3.
Oiies - pexkuccepJsiep KonTereH Kblaaap
60fibl KUHeMaTorpagusaarbl aBTOPJIbIK
Ke3KapacTapbl MeH 63iH/1iK «1aybICbIH»
KAJIbINITACTBIPY YLUiH 9pTYpPJIi dicTepai
nanananyra MmoxkKOyp 60JiblIl, Kypecin
KeJyti» - Jien xKazpl (99). Ockl Typrbia
KapacTbIpCaK COHFbI XKblJ1Iapbl Ka3aK
KHHOCBIH/IA JIa aBTOPJIbIK Ke3KapacTrap/a
olleJ pexkuccepJiep 03iHiK KoatanbacbiMeH
OPTYPJIi dicTepae, KOFaMIAFbl dUeJIIiH,
LIBIHANBI 8JICYMETTIK TYPMbICTaFbI

KypzeJi 6eitHeci cypetesyae. COHbICBIMEH
e3repicrepre yublparl, KOFaMbIK MiKip/i
KaJIbIIITaCThIPY/bIH MaHbI3/Ibl KypaJibiHa
alHaJIbl. Oles peXkuccepJliepiin,
(usbMIepi KOFaMaarbl 9ies1 peJtiH

CAJAS Volume 10. Issue 1. 2025

N
~
N

OPTAJIbIK A31S ©HEPI: KA3IPT 3AMAH T¥PFbICbIHOAFbI TI1 MEH MOTIH




CAJAS Volume 10. Issue 1. 2025

2

~
S

OPTAJTbIK A3M8 ©HEPI: KA3IPTI 3AMAH T¥PFbICbIHOAFbI TIJ1 MEH MOTIH

KaObl1ayaa Leulyuli peJ aTkapazubl. by
TYpFbla dieJiep WbIFapMallbl/IbIFbIH
KOJJIaUTbIH «Qyzqaras» KHHO(eCTHBaiHiH
MaHbI3bl 30p. Masinka MyxameT:KaHHbIH,
JKeTeKIIiJIiriMeH YHbIMIACTBIPbIJIFAH GyJl
KUHO(EeCTHBAJb dHes pexxuccepiepiit
TYbIH/BIAPbIH KEHiHEH HAacUXaTTarl,
oJlapFa e3 LIblFapMaJlapbliH KepCeTyre »KoHe
Ka3ipri Koram »KanblHla 63 Ko3KapacTapblH
Oitipyre bIKMaJ »Kacar KeJe.

3epTTey Hapbichiia diiel
pekuccepJiepait, GuabMaepi
(rI0CcODUANBIK, TCUXOJOTHSITIBIK,
KHHOTAHYLIBIBIK, TEOPHUSJIBIK-
dllicHaMaJIblK, COHbIMEH KaTap,
CEMHUOTHKAJIBIK 2KOHE dJIeyMETTiK
KOHTEKCTTI TaJ11ay 9licTepi apKblJibl
KapacTblpbliaibl. bys aictep afies
pexkuccepaepain punbmaepinaeri
ApXETUNTIK afies1 OefiHesep/li KaH - 2KaKThl
TAJIKbLIIATL, OJ1aP/blH MOHI MEH KOPKEMJIIK
epeKLIeJKTepiH allyra MyMKiHAIK O6epef.

3amaHayu KHHO eHepi aiies
KelinkepJepiniy 6edHeciH a/eyMeTTiK
HeMece TYPMbICTBIK poJiIepMeH LIeKTeMeH,
oJlapJibl KypJieJi apXeTUNTiK 6efinesiep
TyprbICbiHaH KepceTeli. Knaccukalbik
ncuxosorusiarel Kaps FOHrTiH apxetuntep
Teopusichl OyJ1 6arbITTa epekliie poeJi
aTKapajbl. «ApxeTuntep — OyJI alaMHbIH
Y?KbIMJIBIK CAHACBIHAA Facblpyap OOHb
KaJIbIITAaCKaH, MOJICHUETTEH MOJICHHETKe
JKOHE ypraKTaH ypraKkKa »KeTKeH
GeiiHesiep MeH Hesap XKUbIHTBIFBI» (9).
Kapa IOHTTiH nikipiHilie, apxeTunrtep
alaM3aTThbIH, TePEH PyXaHW Heri3nepin
OeriHeJien, Oi3MiH TyCiHiKTepiMi3 OeH
opekeTTepiMisai 6arbiTTaiibl. O
ApPXETUIITEP/Il «YKbIMIBIK OelicaHablK
Ma3MYHbBIHbIH €H KOHE HeMeCe JIypPhIChIpaK,
afiTKaHzua, OacTarnkpl 2JIeMEHTTePi, SFHU
6ar3bl 3amaHHaH H6epi 6ap amOedan
GeiiHesiep,» — Jien Ty:KblpbiMaarat (9).
Bya nnesnap kasak aifes1 pexkuccepiiepidiy
LIblFapMaJlapblH TaJslayaa 1a MaHbi3/bl
opbIH anansl. Makanana Avixkau
KacbimbekTin « Maguna», [lapuna
YpasbaeBanblH « Mapusim» xKoHe
Maunnka MyxameTKaHHbIH « Kapsbiraw»

aTThl (PUJIbMJIEPIHETT apXETUNTIK dHiel
OeliHesiepi aHa, KypecKep KaHe i3aeyli
APXETUNTEPi HEri3iHIe KAPACThIPbLIAAbI.
Bys1 apxetunrep yATThIK epeKiiesikTepMeH
JKOHE Kasipri KoramJarbl 63€KTi aJIeyMeTTiK
TaKbIPbIITAPMEH YHJIECIM, TepeH,
CUMBOJIHKAJIbIK MOHTE He OOJIIbI.

Kapa IOHrTiH nafibiMaaybiHiia, «aHa
apXeTuIli — KOpraHblill, Mmaxab6at neH
KypOaHabIKThiH cuMBoJib» (101). Kazak
MoaJICHHEeTiH/e aHa OeifHeci exkeJlieH
KacueTTiJikieH 6aisanblcTbl. bys apxetun
«Manuna» hunbMiHIe aUKbIH KOPiHET.
OuibMHIH 6acTbl Kellinkepi — Koramja
63 OpHbIH TaOyFa »KaHe aHaJsIblK OOPbILIbIH
eTeyre ThipblcKaH aites1. OJ1 emipJtik
KHUBIHIBIKTap MEH MOPaJib/bIK TaHAAYJ1ap
apachblH/ia KaJiblil, 63 OOJMbICBIH i3/ICH].

Kypeckep apxeruni /Ixxozed Kamnoenn
cunaTraraH kahapmat »KoJiblHa yKcac.

Bya apxerunreri oilesiiep KUbIHABIKTApFa
Kapchl TYPbIM, 63 KYHbIBIKTaPbIH KOpPFayFa
ymThiaapt (195). « Mapusim» dbuibMiHe
aTaJIFaH apXeTUIIKe Heri3e/IreH apXeTUIITIK
OeilHe KepiHic TankaH. bacTbl kefiinkep —
»Kagrbis0acTbl aHa. by afiesiin kypeci —
epJiep YCTeM/iK eTKeH Koram/ia 63 OpHbIH
Taby MeH eMip cypyre JiereH TajnblHbICTbIH,
KOpiHici.

[3neyui apxeTuri e3iH-03i TaHy MeH
pyxaHH izzenicTi 6innipeni. « KapJbirar»
(hubMiHiH 6acTbl KeHiNKepiH OChl
apXeTUnTiK 6efiHe TYprbiCbIHAH
Kapactbipyra 6osabl. O iliki faraapbicTaH
OTiM, 63iHiH WbIHANBI 60JIMbICHIH Ta0yFa
Thipbicazbl. Kapa IOurtin Teopusicbinna 6y
APXETHI a/IaM XKaHbIHBIH, TE€PEH MaFbIHAJIb
i3nenicin kepcereni (142).

Kazak oiies pexkuccepJepi xkacarat
(usIbMIEp TEK OHEP TYBIH/BICH FaHa
eMec, COHbIMeH 6ipre ajieyMeTTiK
KYObLJIbICTap MEH KYH/bIbIKTAP
TpaHcopMalUSChIHBIH ailHACKI iCMETT].
Bys typrbina KuHoTtanyuibliap Kamuna
Fa6npamnrosa men Hasupa Mykpliliesa
«Kaszipri Kazakcrannarsl peMHHHCTIK
KHHOCBIHAFbI TO3THKAJIBbIK CHMBOJIIAP »
FbIJILIMM MaKaJiasiapblHia «aied
pexkuccepsiep TycipreH GUAbMIED Kb



¢buabM eHfipicinae o/ e oTe a3 nanbi3
KYPaUTBIHbIH» aTar eTe OThIPbII, «OyJl
peTTe CaHHaH repi cana MaHbI3/lbl» €KEeHiH
auranpl (42). Ocblran 6ailiaHbICThI KAa3ak
orieJ pexxuccepJiepiHin puibMaepiH 3epTTey
OJIaPJbIH, KOPKEM/IIK €pPeKILeiKTePiH,
HAPPATUBTIK KYPbIJILIMBIH KoHE aJIEyMETTiK
JIUCKYPCTAFbl POJIIH aHbIKTayFa MYMKiHiK
Oepei. byJ TybiHBIIAPIBI TAMIAY

APKbLJIbl PEXKUCCEPJIIK TOCIACPIAIH 631HIIK
epeKLICJIKTePiH, FeHAePJIiK KO3KapacThbl
OeliHesieyieri olicTepiii KoHe oJlap/iblH
VJITTBIK KHHOOHJipiCiHe KOCKAH YJIeCiH
aliKblHAayFa 60J1ajibl. Oies1 GeliHeciHiH,
APXETUINTIK aCleKTiIepiH 3epTTey Ka3ak
KHHOCBIHBIH 9JIEYMEeTTiK IMCKYPCTaFbl
OPHBIH HbIFAUTa/Ibl, 9Pi OHBIH bIKIAJ €Ty
ueHOepiH KeHenTe .

Kapa YOurTin apxeTunTik Teopusichl
meH JI>kozed Kamnbesnnin kahapman
2KOJIbI TypaJibl TYKbIPBIMIAPBI Ka3aK
ofies1 pexkuccepepinin GuabMaepinaeri
KeHinkepJiepai Tajanayaa MaHbl3ibl Kypas
6oJ1a asanbl. by Teopusiiap apkblibl 9ied
KeHiNnKepJiepAiH Kypaesi TaOUFaTbIH TyCiHy
MEeH OJIap/iblH JIEyMeTTiK MaHbI3bIH YFbIHY
MYMKIiHAir apTajpl.

daictep

3amaHayH Kazak KiHeMaTorpadusiCblHAarbl
oHies pexkuccepJiepii, hUabMIEPiH/ETi
apxeTUNTiK ailes1 GeiHe IepiH »KaH-

JKaKTbI Tasay 6apblcbiHaa 6ipkaTtap
FBLJIbIMU-3€PTTEY OMICTEPi KOJIAHBLIA/bI.
dunocodusbik Tasnayna GuabMaepaeri
9K3UCTEHLHAJIBIK 2KOHE MOICHH -dJIeyMETTIK
MarblHaJ1ap aHbIKTasabl. [Icuxonorusibik
3epTTey omici KelinkepJsepain 6efcaHaIbIK
JICHTeH/Ieri apxXeTUMTIK peJii MeH oJiap/blH,
MICUXOJIOTHSJIBIK IAMYbIH 3€pTTeyre
OarbiTTasibl. KHHOTAHYIBIIBIK 9Tic
(usbMIE PAIH KYPBIBIMBIH, PeXKHCCEPJTiK
TOCIIEPiH KIHE BU3yaJ bl OasHaay
3JieMeHTTepiH capanTaibl. TeopusiibiK-
dflicHaMaJIbIK Tasay puibMaepaeri

olies1 KelinkepJiep/in 6efiHeseHy
epeKLLIe/IKTePiH TEOPUSIIBIK TYprbla
Herizneyre Kemekrecesi. CeMHOTHKAJbBIK

Tasay apKblibl (PUIbMAEPAETi CHMBOJIAP
MeH Oedirijiep »KyHeci, oJ1ap/iblH 2KaCblPbIH
MarblHaJaphbl alllblajibl. OJE€YMETTiK
KOHTEKCTTi Tajay ojiici puabmaepaeri
alles1 6eliHe IepiHiH KOFaMIaFbl POJIiH KaHe
oJslap/iblH HGefiHesieHy epeKllieNikTepiH —
SIFHH, 9JIEYMETTIK LIEKTeYJIepre Kapchl
Kypec, 0TOACBIJIBbIK XKoHE KOFaM/IbIK
MiHAETTEP apachblHAAFbI TeIe-TeHIiK
i3/1eHicCi, TyJIFa/IbIK 1AMy MEH 63iH-03i

TaHy KOJIbIHAAFbI iLIKi KaHLWbIIBIKTap
APKblJibl KOpiHic TaOyblH KapacTblpaibl.
By anic apkplibl ofies1 KelinkepJiepait,
TEK TYPMBICTBIK HEMeCe aHaJIbIK PeJiie
raHa emec, KoramJ1arbl 63repicTepii
HacTamauibIChl, OeJICeHIi 9peKeT

eTyLUi TyJIFa peTiHle YChIHbIIAaTbIHbI
anbiKTanansl. Hotuwxkecinne, samanayu
KazaK KHHeMaTorpadusChiHAaFbl dHeJ
OefiHeJsiepi apKblIbl KOFaMIAFbl FeHAePJIiK
KATbIHACTAP/IbIH, 63repici, oHeJIiH,
AJIEYMETTIK »KOHE PYXaHH CTATYCBIHBIH »KaHa
yAriJiepi alKbiHaaaabl. ATajiFan 9/iicTepiliH
yHJieciMi 3epTTeyre KellleHi kedkapac
YCBhIHyFa MYMKIiHIIK Oepesi.

Kuno enepi MeH oHaFbl apXeTUITIK
OeliHesiepii 3epTTeye NCUX0AHATUTHKAJIBIK
9Jlic MaHbI3/bl OPbIH anajbl. by Typrbina
Kaps FOHrTiH apxeTunTep Teopusicbl MeH
NCcUXoaHa M3 ToCiiepi pusibMaeperi
oleJT KeHinKepJIe pAiH, iLUKi 9JIeMiH TepeH,
3epTTeyre KoMeKTece/i. ApxeTUnTik
olies1 OeliHe iepiHiH (aHa, Kypeckep »KoHe
i3Me Y111 ) MCUXOOTHUSAJIBIK acMeKTiJiepi
MEeH OJIap/iblH CBIPTKbI 9/J1eMMEH KapbIM-
KaTblHACHI TaJIaHaJIbl.

ApxeTun mMocesieciH aJFaliKbliapabiH
6ipi OOJIBIN FBIIBIMH 3€PTTEyre YChIHFaH
Kapa I'ycras fOnr, Ikozed Kamn6es,
3urmynn @petin, Opuit Jlotman, connait-
aK, apXeTHITI ’KaH-KaKTbl 3epTTell,
)KyHeJier, apxeTHIl TypaJibl KernTereH
KYH/Ibl FBIIBIMY TiKipJiep aiTKaH Jle
Brirorckuii, Muxaua baxtun, Xuaaman
Jlxenime, Eneazap MesieTHHCKHIN CHSAKTbI
FaNbIMAAP/BIH €eHOEKTEepi HEeri3re aJibIH/IbI.
CoHbIMeH KaTap, KHHOTaHYLLbl FasibIMIap
Baybip:kan Herep6ek, ['yinnap O6ikeesa,
Hasupa Mykeiuiesa, bay6ek Herepoex,
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Anma Afinap, Auna Matiyposa cekisi
KHHOTAHYIIbI FaJbIMIAPAbIH eHOeKTepiHeri
JlepeKTep TaJjjiayra ajbiHibl. Atajran
eHOeKTep KMHO OHepiHIeri apXeTUunTep
OPTYPJli KbIpbIHAH KapacTbipajibl. Onap
KHUHOJAFbl CUMBOJIMKAJIbIK, KYPbLIbIMIAP/IbIH
aJIAMHbBIH, i1LIKi 9JIEMiH »KOHE TTICUXOJIOTUSJIbIK,
acrnekrijiepin 6efiHesieyeri peJiiH 3epTTeyre
Heri3 6oJ1a aJajbl.

NMikipranac

Kunemarorpadusiiarsl apxeTuntepii,
OHBIH, illIiHJIe apXeTUMNTIiK diies OelHesepiH
3epTTey yaepici 6ipkatap eHOeKTepae
KeHiHeH Kopinic Tabaabl. Mbicanbl, Kapa
FOHrTiH « ApxeTHnTep KoHe YAKbIMIBIK
Geficanasbik» («The Archetypes and The
Collective Unconscious» ) :xone J[>k03edh
Kamn6ennnin, « MbIH 2ky3ii kahapman»
(«The Hero with a Thousand Faces»)
aTThl KiTanTapbl KHHOAAFBI apXeTHNTe i
Taslayra MaHbI3/Ibl TEOPUSJIbIK Herisnep
yeoinzbl. Kapa FOHT 03 :xymbicTapbiiia
OelcaHa/bIKTbIH KYPbIJIbIMbI MeH
APXETUNITEP/ 3ePTTEIl, AAMHBbIH, iLIKi
SJIEMIHJIETi CUMBOJIMKAJILIK OCHHE e PLiH,
MICHXOJIOTUS/IBIK MAHbI3/IbIbIFbIH
anblkrarat. Kaps IOHrTin Teopusichbl
OoMbIHILIA: « Y2KbIM/IbIK OelicaHa/bIKTbIH
Ma3MyHbl apxeTHnTepi Kypanapi» (9).
SIruu, apxetuntep — 6y alaMHbIH,
VKbIMJIbIK OeficaHachbin/ia KaTKaH,
allaM3aTThIH TaxKipuOeci MeH ecTesiKTepiHe
KypaJiraH TypakThbl 6eiiHesiep. An
Jxo3ed Koamnbenn o3 kitabbinna
MHudoJorusiiarbl KahapMaHblk canap
aTThl OPTaK KypblJIbIMAAP/bI KAPACTHIPHII,
OPTYPJIi MOJIEHHETTEPLIH KahapMaHIbIK
canapJiapbliHblH YKCACTBIKTapbIH KOPCETKEH
(37). OHBIH »KyMbIChI (PUJIbMJIET] CIOKET
KYPbWIbIMAAPBIH aPXETUIITIK YJIrijiepMeH
caJsIbICTBIPY YLIiH KoJslaHblia anaipl. O
KahapMaHHbIH canapbl lereH TYCiHiKTi
3epTTel OThIpbIN, OipKaTap Ke3eHaepai
cunarTaipl, MocesieH: KahapMaHHbIH,
YHiHEH LIbIFYbl, KUbIHABIKTApMEH OeTre-
6eT KeJtyi, 2kaHa Gijim MeH TaxKipube
JKUHAYbI, KoHe COHbIH/A KalTa opaJibli,

03iHiH e3reprenin kopceTtyi. Kahapmanubiy
carnapbl MU(OJIOTHSTHBIH HETi3Ti
3JIeMeHTTepiHiH Oipi OoJibIN caHa /bl
OliTKeHi 0J1 9p MojIeHHETTe aTaMHbIH 6Mip
JKOJIBIHAAFbI HETi3Ti ChIHAKTap/bl, 6CYi
»KoHe TpaHchopmalusiHbl OerHeneri.
Bys Teopusinap kasipri 3amanrbl
KMHeMaTorpadusia, OHbIH illiHe Kasak
KMHOCBIHJIA Ja KoJigaHbljia 6acraupl. SIruu,
apXeTHNTiK OeHfHeJiep MEH CUMBOJIMKAIAP/IbI
TYCIHYIe »KaHa MYMKIHAIKTED allThl.
Kasipri Tanna aiies 6efinecinjeri
APXETUNTEP/L CO3 €TKEH/IE «aHa» apXeTHIi
6ipaeH KoJlaHbicka ue 6oJazbl. Kazak
KHHOCBI TapUXbIHJaFbl apXeTHITIK aHa
OeliHeci XKalJIbl 3epTTeyIepiHe HAKThI
apxeTHIl TePMHHI KoJllaHbl/IMaca J1a,
MarbIHAJbIK CHITAThl KOPiHIC TANKaH.
Kunoranyuusl baysip:kan Herep6ek «Kazak
KOPKEMCYPETTi KHHOCBIHAAFbl SKPaH/bIK-
(hOJILKIOPJIBIK 19CTYP» (« DKpaHHO-
(hoJIbKIOpHbIE TPAIUIIMH B KA3aXCKOM
MIPOBOM KMHO>» ) MOHOTpadusichinaa «Ana
TypaJibl aHbI3» MalaHHAH Xabap KYTKeH
aHaHbIH KUbIH opi KahapMaH/IbIKKa TOJIbI
Cypanbla TaFAbIPbI 2KakJIbl OasTHAANBI.
JKaurbl3 yiibIH COFbICTA YKOFAITKAH
Ka3aK aHaCbIHbIH MYHbl MUJITHOHIAFaH
aHaJslap/iblH, KaHFBICBIMEH YHIece i, »
— jien xkazazpl (211). As KHHOTaHYLIbI
['ynbHapa AbukeeBa «Kasakcrannarbl xKoHe
OpranbiK AsusiHbiH 6acka esjiepinjeri
VJIT KYPbIJbICHI 2K9He OYJ1 Tpolece KHHoJA
KaJsai kepineni» («Hauuoctpouresberso
B KazaxcraHe u pyrux crpaHax
LlenTpasibHoii A3uu U Kak 3TOT mpolece
OTpakaeTcsl B KuHemarorpade» )
KiTaObIH/Ia aHa OeHHeCiH eKi KaTeropusira
OoJ1in, «YJITTBIK CUIIaTKa ue OoJiraH
MBIKTBI KeHeC aHachIHBIH Oefneci; Asar
LLIEKKEH aHaHbIH (acipece, 3aFun 60JIFaH )
Oerineci — OTaHHbIH KAUFbl-KACIPETiHiH,
CUMBOJIBI» JleN KapacThipa Kedie, < KaJrbl,
«KBIJIBIMBIK>» Ke3€eHiHeri aHa ap/iblH,
HapJblK OeliHesiepi — KEHECTIK Te,
KEHECTIK eMeC Te — Heri3iHeH ayblpTiaJblK
TeH azanka 1oJibl 60J1/1bl. COHbIMEH
Kartap, oJ1ap XaJblKThIH KYLL-KyaTbl MeH
TO3IM/LJIITHIH CHMBOJIbI PETIHAE MBIKTbI,



Karcap avieniepaiH OeiHeciH comaael, »
— JlereH nikip 6isipeni (82). yKannel ana
ApPXEeTHUIl — a1am3aT MdJCHUETIH/IE KEeH,
TapaJirat ares 6eriHesiepinin Gipi. On
CyHicreHuIisiK, KaMKOPJIbIK, KOpFaylLlbl
6oJ1y, 6anaHbIH IyHUEre KeJlyi MeH ocyiHe
JIereH yKayarkepLlijiik CeKia KacueTTepi
6inipeni. AHa apXeTHri apKblJibl
KOFaMHBbIH J9CTYPJli KYHblJIbIKTapbIHA
ColKec aHesIep/iiH Heri3ri pesiepi — aHa,
KOpFayLLbl KoHe TopOHeLli peJli )KoHe Ka3ak
dliesliHiH oTOAChIHA XKAHE KOFaMJia ajap
OpHbI aHKBbIHAJA]IBI.

Kasak KHHOCBIHBIH asicbiHia
oleJ1 OelHeCiH 3epTTey MaceJleciH
dapusa Tanaeanbiy « Toyescis Kazak
KHHOCBIHIAFbI oiies1 Oerineniepi» («yKeHckue
00pasbl B He3aBUCHMOM Ka3aXxCKOM KHHO» )
aTThl FBIBIMY 3epTTeyiHae « COHFbI
JKBIAPBI 9KpaH/a 9ieJs1 aBTopJIapiblH,
aleJiiepre KaTblCThbl MaceJieiep XKalblHaa
JIMaNIOTThIH 6acTaMallbIChl peJliH aTKapaTbiH
JKYMBICTap/Ibl 2KHi KeaecTipyre 6oJ1apl.
Bys kucbIHpl, OUTKeHI oiesiep ayuiap
00J1aThIH KEMCITYLLIJIIK MeH TEHCI3MiKTi
TEK 9fieJ FaHa TOJIbIK Ce3iHe aJiajibl.
Ouap Tycipren KapTuHajap aieJiepii
TaxKiprbeci MeH aza0bl TypaJibl LIBIHABIKTHI
aulyra KeMeKTece/li >KoHe aHeJIIe piLiH,
KOFamJlarbl peJli MeH MaHbI3/Ibl/IbIFbI
TypaJibl KOFaMJIbIK IiKipTajgacka
HIaKblpajpl,» - fereH nikip Giauipeni (318).
Ou1 KazaKcTaHIbIK KUHOAFbI 9iesiiep
OelHeJ e piHiH 9BOJIIOLUACHIH 3epTTell,
OJIapAbIH eJIJIeTi 9JIEYMETTIK, CasiCH XKoHe
MOJIeHH 63repicTep/i Kasak KopceTeTiHiH
Tasniaiabl. ABTOp 9HesIiH 19CTYpJI
OeliHesiepiHiH COLMAJUCTIK J19yip MeH
TOyeJICi3/iK Ke3eHiHjle TpaHchOopMalUsIChiH
3eprredai. Makana KWHOHbIH KOFAMJIAFbl
alies1 peJiiH Kabbliaayra »xKoHe aieJsIiK
Oipereiiylikke ereH Ko3KapachliHbIH,
e3repyiHe acepiH 3epTTeH OTLIPLII, OYJI
6eiinesiep Kasakeran KoraMblHAAFbI
oleJIe plliH, HAKThI 2KaFiahblHa
KAHILIAJBIKTBI COUKeC KeJleli IereH
MaceJiere xayarn 6epefi. Papusa Tanaea
aliesiiepiH, GeliHeiepinjieri e3repicTep/i
KOFaMJiarbl MaHbI3/bl KyPbLJIbIMIBIK

e3repicTepmMeH OalJaHbICTBIPBIT,

(UM apKblIbl 9liesI1e p/iH KOFaMaFbl
pOJIiHiH KaJal AaMblIl, 2KaHa KOHTEKCTe
KaJblnTackanblH kepceteni. COHbIH illiHze,
TOyeJICi3/iK Ke3eHiH/e aiesep OeilHeci

TeK JI9CTYPJli aHAJIbIK 2KaHE TYPMbICTbBIK
MiHIETTEPMEH FaHa LIeKTeJMeH, 63
KYKBIKTapbl MEH €PKIHIlH i3ereH, KoFamaa
6eJiceH/li peJl aTKapraH TyJFa peTiHjie
KopiHesi.

3amaHayu Kasak
KHUHemMaTorpaHusiCbiHAarbl oieJ
pexxuccepepain UIbMIEPiHIe apXeTHITIK
alles1 6eiHeIepi TepeH api XKaH-KaKThl
KapacTbipbliaibl. Ocbl KOHTEKCTE
tannanran Majsnka MyxameT:KaHHbIH,
«Kapabiraur», Aitzkan KacbiM6ekTiH
«Manuna», [lapuna YpasbaepaHblH
«MapusiM>» CbIHJIbl TYbIHBIJIAPbI
oHeJIe p/liH MOJICHH 2KOHE dJIEYMEeTTiK
peJiiepiH GeliHesiey apKblibl KA3aK KOFaMblH
JK9HE COJl KOFaMJIarbl Ka3ipri afiesiepain
»KararblH kepeeteli. bya dunbmaepaeri
apXeTUNTIiK ories1 OeliHesepi GipHelie
APXETHIT TYPFBICBIHAH CypeTTeJel].

Anexcannpa BypaBsieBaHbIH «OJyeMIiK
KHHOJAFbl apXETUITIK OelHesepiH
Kepinici» («IIposiBienue apxeTHnuuecKknx
00pa3oB B MHPOBOM KHHeMaTorpage» ) aTThbl
FBIJIbIMH eHOeKTe « ApXeTHNTiK OeilHesepi
TYPJIEHAIPY 2KOHE 63TepPTy apKbIJIbl
KrHeMaTorpadust Kerinkepsaepsi Tyabpapl,
COJI APKbIJIbl MOJICHHETTErT MaHbI3/Ibl 2KOHE
AHBbIKTAMAJIbIK MiHEe3-KYJIbIK YJ/Iriaepi
OexiTineni», - nen x,azbljbl (93). Ockl
TYPFbLIA KA3aK dieJl pexKuccepJepi xkacarat
(hUIbMIEP TEK OHEP TYBIHIBICH FaHa eMecC,
COHbIMEeH Oipre a/leyMeTTiK KyOblIbICTap
MeH KYH/IbIIBIKTap TpaHc(opMalusiChiHbIH
anHacol icrietti. ruu, oiies1 6elHeciHin
APXETHUIITIK aCMEKTINIePiH 3ePTTey Ka3ak
KUHOCBIHBIH 9J1€yMETTiK JIUCKYPCTaFbl
OPHBIH J1a HBIFAUTA/bl, 9pi OHBIH BIKMAJ €Ty
eHOepiH KeHeHhTe .

Kasipri kazak kuHemaTorpacdusicbiHa
aHa OeiHeci KaHa KbIPbIHAH, AFHU T€K
TopOHeJieyLli HeMece Koprayllbl emec,
O3iHJlIK OMIpJIiK TaHIAYbl YILiH KypecyLli
TyJIFa peTinae KapacThipbliaisl. Ochl

CAJAS Volume 10. Issue 1. 2025

N
~
~

OPTAJIbIK A31S ©HEPI: KA3IPT 3AMAH T¥PFbICbIHOAFbI TI1 MEH MOTIH




CAJAS Volume 10. Issue 1. 2025

2

~
oo

OPTAJTbIK A3M8 ©HEPI: KA3IPTI 3AMAH T¥PFbICbIHOAFbI TIJ1 MEH MOTIH

Typroiia Aiibkan KaceimbGekTin « Mannna»
¢busbMiHae aHa GeiiHeci TpaHcopmaLMsiFa
yuibipanibl. PusbMe aHa apxeTuri exi
KbIPbIHAH KepiHic Tabaubl: MannHa »xoHe
OHBbIH aHackl. MajHa Kasipri Koramaarbl
QUeJIIiH KYp/ei xKarialblH 6efHe e,
Ou1 2xanFbI36acThbl aHA PEeTiH/e 63 KbI3bIHbIH
OoJiallarbl YUiH Kypecin, oTOachlH acbipay
yulin enbek etesti. OHbIH aHa peTiHjeri
MiHZEeTi TeK (PU3HKAJBIK KAMKOPJIBbIKITEH
LIEKTeJIMeH, pyxaHH KyLl MeH epik-
Kirepsi e kKaMTHibl. A MaiiHaHbIH
aHachl IoCTypali ana peJinae kepineni. On
9JIEYMETTIK POJIMEH LIEKTeJiN, KbI3bIHBIH
iLLIKi 9J1eMiH TOJIBIK TyCiHe anmabl. byn
aHa OeliHeci Ka3aK KOFaMbIHJAFbI olesepre
KOHBWIATBIH I9CTYPJIi TasanTap/bl
Oerinenierizii. OJ1 oTGachl KyHABILIKTAPbIH
cakrayra OaFbITTaJIFaH, KOFAMIBIK MTiKip
MEH JIDCTYpJli HopMaJiap 1ieHOepinie
opeket eTejli. Pusibmie ochl eKi GelHeHiH,
Kapama-KaubJIbIFbI TCHXOJIOTUSJIBIK
TepeHiikke he. MaanHa MeH OHbIH aHachl
apacblHIarbl KapbIM-KaTblHAC ypriakrap
apachblHIAFrbl albIPMALLIBIILIKTI, I9CTYP MEH
JKaHALBIIBIKTBIH KAKTBIFBICBIH KOpCeTeli.
Manuna e3 6anacbiHbiH, GoJsalllarbl ViiiH
Kypecin, e3iH/iK ilIKi TpanchopMauusaan
oreni. OJ Tek aHa peJiiHjie KaaMai,

JKeKe TyJIFa peTiHje KaJjbllracyra
ThIpbICAIbl. AJl OHBIH aHACBIHBIH

OOJIMBICBI I9CTYPJli K63KapacTap/iblH,
npuamacbiMeH KaObliaHaabl. by ana

MEH KbI3 apaCbIHAAFbI IHEJIEHICTI,
KOFaM/laFbl oM eJ/IIep/liH e3repreH peJliH
JKOHE JIeYMETTiK KbIChIMHbIH, bIKIaJbIH
OelHesenzi.

Kypeckep apxeTuni kasak
KuHeMaTtorpadusichbiHarbl diesiepiiH
9JIEYMETTIK MaceJiesiepre Kapchbl TYPybl MEH
03 KYKbIKTaphl YUIiH KypeciH OeiHeneni.
By apxetun Aitkan Kacbim6ekTiH
«Manuna» xone [lapuna YpastaeBaHbiH
«Mapusam>» dbuabmaepinjie alKbIH KopiHei.
Manuna noctypJi oilen GeiiHeciHeH
ThIC LIBIFbIN, KOFAMHbIH KbIChIMbIHA
Kapebl Kypecesii. bys kypec oHbIH xKeke
6OCTaH/IbIFbI MEH TeHIEPJiK TEHIKTI i31ey
YMTBLIBICBIMEH OaitnanblcTsl. O Tek aHa

raHa eMec, 03 oMipiHaeri KHbIHIbIKTaPMeH
JKOHE KOFaMIarbl 9liJIeTCI3MIKIIeH KypeciIl,
03 OoJlallaFblH KaJblTaCTbIPAThIH
KYpeCKep TYJIFa PeTiH/e YChIHbIIaIbI.
MaHaHbIH HO3iK 9pi MBIKTbI OOJIMbBICHI
APKblJIbl KA3ipri KA3aK KUHOCBIHAAFbI dH el
OeliHeCiHiH 3BOJIIOLNSICHI aUKbIHAAJaIbI.

Mapusim — «Mapusam>» hUIbMIHIH
6acTbl Kedinkepi, oleaepiH KyHaeaiKTi
eMiperi KUbIHAbIKTapbIMEH KaTtap,
KOFaMIIbIK 9/IJICTCI3/LIKKEe KapChl TYPYbIH
6eitnenerini. by dpuabm aiesiepain Kypeci
MEH OJIap/IbIH 9JI€YMETTiK OPHBIH OeKiTy
TaKbIPBIOBIH TePEHipeK allajibl.

Kypeckep apxeTurii 3amaHayu Kasak
KUHeMaTorpadusiChiHia ofesie il
KOIKbIPJIbl GOJIMBICHIH alllyJa MaHbI3/1bl
peJi aTkapajbl. Atasran gpuabmieperi
TabUFaT KepiHicTepi MEH TycTep
apKblJIbl pexkuccepJiep KerinkepJsepuin
itki Tpancopmanmsichin OelHelern,
OJIapJIbIH TEK JIEYMETTIK HEMece KaCiOu
MaceJieJIepMEH FaHa emec, illKi kaH
JIlyHUeciMeH Jie KypeciH kepceTresi. by
APXETHIT Ka3ipri Ka3ak KHHOCBIHAA dHeJl
OelHeCiH TepeHIeTIl, 0J1ap/IblH KOFaM/IaFbl
peJiH »kaHalla 6arajayra MyMKiHiK Oepei.

Kunoranyuibiiap Kamusa
Fa6npammroa men Hasupa MykpiiiieBa
«Kasipri Kazakcranjgarbl heMUHHCTIK
KHHOCBIH/IAFbI MO3TUKAJIBIK CHMBOJIIAP »
(«ITosTHYeCKHEe CHMBOJIBI B COBPEMEHHOM
themunucTHueckoM KuHo Kazaxcrana»)
aTTbl FLUIBIMU MaKaJiaja Kazak ouel
perkuccepsiepitii puabMaepiHeri
M03TUKAJIBIK CHMBOJIIAP/IbIH, KOJIAAHbLITYbIH
zeprreiii. CumBosMka, Metadopasap
»KoHe BU3yasl bl GeiiHesiep/iiH, (peMHUHUCTIK
KuHemaTorpadusiaarsl oiesnnep
apXeTHUIITEPiH allylarsl poJiiHe epekile
Hasap ayziapa OTbIpbII, FaJbIMAAp 63
zeprreyJepinae: « COHFbl MaHbI3/1bl
(akT - Kagipri 3amMaHFbl ofiesiep KHHOChI
eyponaJblK HeMece aMepUKaH/IbIK
KuHemaTorpausiHbiH 6arbIThIH
Ka#hTasamai, aties1 6efHeCiH KopCeTy/liH
epeklle 9/iiciH TabyFa ThIPbICII, 1aMybIH
»Kagaracteipyza. Lllerennik kunemarorpacus
JKOHE KHHOHBIH Kasipri oJieMIiK ypaicrepi



Kazak KuHeMaTorpagucTepin sKpaHia
Kasipri KoraMHbIH 6Te J19/1 KepiHici 60JbIMN
CAHAJIATBIH dHeJIep TAPUXbIH aUTyFa
urepmedieli. bis Kasak afiesiep KHHOCBIHBIH,
KaPKbIH/Ibl JaMYbIHbIH, Y/IKEH »KOJIbIHbIH,
OacbiHIa TYPMbI3 JeM YMIiTTeHEMI3, » -
neini (42-43). Kazak KuHOCBIHBIH Oyl
MaceJieci, acipece akies pexkuccepJiepin
(usbMIEpiH/e MOITHKAJBIK 3JIEMEHTTED
MEH CUMBOJIU3M/Li KOJIIAHY TYPFBICBIHAH,
JKETKIJIKTI Typjie 3epTTesreH. ABTop/ap
«Mapusam>» hUJbMIH TepeH Tanai
OTBIPDIN, CHMBOJIIAP/bIH, 9les KeHinKe pJiepi
MeH OoJIap/iblH Ka3ipri Koramiarbl OpHbIH
TYCiHY/Ieri MAHbI3[bl/IbIFbIH ATAIl OTE/].
«MapusiMHbIH, OeliHeci KeHeCTiK MbIKTbI
KeHinKep/liH I9CTYPJli YIITiCiH »KaJFacTbipa
OTBIPbIIl, COHBIMEH KaTap Ka3ipri ajieMik
(heMHUHUCTIK KMHO ypaicTepine 6ac uesi,» -
JlereH TyKbIpbIMMeH GoJticesi (39).

«Mapusam>» hUJIbMi — ofieTiH
KaHcapJIblFbl MeH eMipJliK KypeciH
OelHeNIeUTIH aJIeyMETTIK-TICUXOJOTHSJIBIK
npama. Pexxuccep apuna Ypastaesa
KeHiMKep/liH illIKi 2KaH-AyHHUECiH LIbIHAKDI
JKETKI3Y YILIH IePEKTiK CTHJIb MEeH
KOpPKeMJLiK Taciniepi wedep yisecTipesi.
Mapusim — TopT OaslacbiMeH KaJrbi3
KaJIFaH ayblJIbIK dieJl, OHbIH KYHEYiHiH
JKOFaJIybl TEK JKeKe Tpare/ilsi emec,
KOFaMJIaFbl 9HeJIliH OPHbI MEH TO3iM/LiJIITiH
KepceTeTiH cUMBOJ. OKHFa KYHIEJIKTi
TYPMbIC KepiHicTepi apKblabl opoiIl,
KeHinmKep/iiH KaHalKalbl MEH 1eliM
KaObl1ay1aFbl KYMOHIAPbI aPKblJIbl €T2Kel -
Terkehi 6eiineneneni. Os or6acbii cakray
JKOJIBIHJIA MATepHAJIBIK XKoHe pyXaHH
KUbIH/bIKTapra TeTen 6epei. OHbIH Kypeci
Tek 0T6AChI ViliH FaHa eMec, 63iH-03i TaHy
JKOHE PYXaHH JKeTiJy 2KOJBbIHIAAFbl €PJiKKe
Jle ToJsibl. PexkuccepiH 1blHaUbIIBbIKKA
JlereH YMTbIJIbIChI TYbIH/IbIHbI YaKbITTaH
Thic, omMOeban erei. byan — Kasak afieninin
TO3IMIIJIIN MEH KYLUiH KepCeTeTiH acepJi
uiblFapma.

Pexuccep [lapuna YpasbaeBanbin,
«3amaHayu KazaK KMHOCBIH/IAFbl TeHE PAiH,
perpe3eHTauusIChbl» FblJBIMU 3€pTey
JKYMBICBIHIA «OHeJ-perKuccepepii

6apJIbIFbl IEpJIiK — (DeMUHEeHEep Jieyre
6oJ1a1p1. OHTKEHI os1ap 9p KalllaHjaa e3
iciHe alieJliH Ko3KapacbiIMeH Kapaupl.
Ocbl TyCTa OHBIH 63iH/iK KO3Kapachl 63
YCTaHbIMBIMEH YHJIeCi, KHHeMaTtorpadTa
03 KoJITaHOaChIMeH epeKlleseHyi

THic», — neini (30). XKannbl Kazak
KMHeMaTorpagusichiHia aiesiepii
Tar/bIPbIHBIH, TPAreusira ToJibl 60Jybl

— Kui Ke3neceTiH MOTUB. Anaiina, Oy
Tpareaus TeK KalFblpyFa emec, ofesiiH
63iH KalTa Tayblll, 2KaHa emipre Kajaam
HacyblHa TYPTKi 60JIaTBIH KypaJ peTiHIe
KOPCETY apKblJibl pexKUCCep 63 TY2KbIPbIMbIH
pacTtaiubl.

[3neyiui apxetuni — oileJiziH, itiki
JlariapbICThl OacTaH Kelllil, eMip/liH kaHa
JKOJIIAPBIH i3/1eyi MEH 2KAHALLBLIbIKKA
YMThLILICBIH OeliHeeini. byn apxerun
pyXaHH »KoHe (pU3UKaJIbIK i3[IeHICTi, XKeKe
HacbIHbIH JaMYybl MEH »KaHa MYMKiHiKTe P/
KaOblI1ayFa TaibIHABIKTHI KOPCeTe/.

Ou oiieniiiH 63 111eKapaiapbliH KEHEHTIM,
JKEKe epKiHJiKKe, 03iH-63i TaHyra KoHe
AJIEYMETTIK LIeKTeyJIepeH OocayFa
TaJIMbIHBICBIH OeHHeeH ;.

Aiixkan Kacbim6ekrin « Maauna» dhuibmi
— i37ey1li apXeTUTiHiH alKbIH MbICAJIBI.
Bac kefiinkep MauHa Koramarbl 19CTyp.i
peJiiep MeH dJIeyMeTTiK LleKTeyJepleH
©ocar, e3iHiH KaHa 60JMbICHIH
KaJibINTacTblpyra ymMThlaazbl. Pusibmie
KOJIIaHbLIFaH BU3yaJIbIK LlIelliMaep
MeH KHHO TiJliHiH epeKLIeJ/iKTepi OHbl
TMICUXOJIOTHSBIK, (PHII0COPUSIBIK XKoHE
KUHOTaHYLIbUIbIK TYPFbIIAH TePeH, Tajaayra
MYMKIHIIK Oepei.

DPpUK DPUKCOHHBIH, TICUX0JIEYMETTIK
JlaMy TeOPHsICbl OOMBIHLLA, alAMHbIH
TYJIFAJIBIK AaMybl oMip G0HbI GedriJii 6ip
JlarapbicTapian etei. ManuHa Koramaarbl
OpHBIH Tabyra ThIPBICHITN, <HUAEHTH(DHUKALUS
Jarnapbicbin» H6acran Keuipeni. Ou1 aHa
peTiHe, Kacion Oullli peTiHje, anes
peTiHjie 63iH ToJbIK aHbIKTall anmakbl. by
JIAFapbIC OHbIH, OMIpPiHAET] TYPAKCHI3/bIK
neH OeJITiCi3/iK apKblIbl KOPCETiNe/I.
Bukrop ®pank/abiH 9K3UCTEHLIHANIbI
TaJIaybl alaMHBIH 6Mip MaFbIHACHIH
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i3neyre Heriznenren. MajnHaHbiH TeH]3
JKaraJsiayblH/a JKYPYi MeH CYBIK Meid3axkaap
OHbIH, OCbl MarbIHACHI3BIKIIEH KypeCiH
6innipeni. ®paHK/AbIH MiKipiHIlle, anam
LIbIHANBI MAFbIHA TaINaca, K3MCTeHLHAJ b
Bakyymra Tycesi. bys dusbmuie xKanrbiznpk
neH Oedrici3aikke ylblparaH KeHinkepaix
iki ky#aeqici apkplibl Kepcetiseni. Kapa
FOHTTiH «Ko/eHKe» YFbIMbl alaMHbIH
JKacbIpbIH, 6eHCaHaJbIK KblpJapbiH
cunatraiibl. Bypseck caxnacbinaa ManyHa
03iHiH KeJieHKeJi KbIpJapbiMeH GeTne-6eT
keJieli. bys1 caxua oHbIH 9iiesiiik 60JMbICHI
MEH KOramJarbl aHa peTiHaeri peJi
APACBIHJAFDI LK KapaMa-KauLLbLIbIKTbl
OelHesenzi.

sKan-TTonb Captpabin
9K3UCTeHLIMaIM3Mi OOMbIHIIA, afaM 03
MoHiH 031 xkacailapl. bipak ManuHnanbiy,
eMipiH/Ie TaH1ay epKIHIIT LeKTeyJi: 0J1
aHacblH acblpay, KbI3blH TOpOHeJIeY KoHe
TipLUiJIK €Ty VLLUiH KYMBIC iCTey KepekK.
Bys sk3ucTeHIManueTik napagoke — anam
epKiH, 6ipak LIbIH MOHiH/Ie KOFAM MeH
JKaFnanap OHbIH €pKiHMIIMiH IIeKTeHI.

Dunbmaeri BU3yasiblK KoHe
CUMBOJIHKAJIbIK 3JIeMEHTTEp KopepMeHre
ManunanblH ilIKi 9J€eMiH aia Tycef.
Kunoreoperux 3urdpun Kpakayspuin
«PUJILMHIH TaOUFATHI: PU3HKAJBIK
HIBIHBIKTHI KambiHa KeaTipy» («[Ipupona
¢bunbma: Peabusiraiuys dpusuueckoit
peasibHOCTH» ) TEOPUSIIIbIK eHOeriHie
«uanKanblk 60JMbICTH GefiHeIeHreH
Kesjie (QUIIbMIED LIBIHABIKTBI OHbIH,
YaKbIT 9BOJIIOLMSICbIHIA KOPCeTeli XKaHe
6yJ1 KHHeMaTorpadUsAIbIK TeXHHKA
MeH 1eOepJTiKTiH KOMEriMeH »Kysere
acajpl,» - neini (43). Slrnu, Kpakaysp
KHHOHBIH «alHa» CeKiJi MCUXOMOTHAJIBIK
cunarTarbl pedJieKCHsIbIK KabineTi 6ap
eKeHiH atan oTTi. « MajnuHa» QUIbMI
aTaJiFaH TeopusiMeH yHaeceni. Puabmue
KOPiHiC TalKaH BU3yaJllblK LLIeLiMIep
ManuHaHbIH i1LKi 2KaH JyHUECiHiH ChIPTKbI
opTa apKblJibl OEHHeIeHyiHe bIKMaJ eTe/j.
Dunbmaeri 6asty KajapJaap MeH y3ak njasaap
KeHiNnKepiH, WblHAKbl oMipaeri ilki
KYH3eJliciH ce3iHyre MyMKiHiK Oepe.

Ousbmeri TeHi3niH GelHeeHyi
— ManuHanbiH 6eJTiCi3IiKKe TOJbI
eMipiHiH cumBouibl. [los conait Aunpeit
TapkoBckuiiin puabMaepinie e
CY KEHICTIl pyxaHH i3[ieHiC NeH ilki
TpaHcdopmatus kyiin 6innipeni. Tenis
JKaracblHAAFbl KaJaHbIH KOKLUiJ, cyp
JK9HE KYHIipT peHkTepi MaauHanbiy
{1LIKi 2KAJIFBI3/IBIFBIH alKbIHIANbL. By
TOCT DBap/ Xonmnep/iH KaaFbI3AbIKTbI
OefiHeIeATiH KapTHHAIAPBIH eCKe
Tycipeai. An ManuHaHbIH KbI3bIMEH
Oipre OelHeJJIeHTeH caxHaJlapbiH/a
JKBLJIBI TYCTEP KOJIAHbLIA/IbI, OYJ1 OHBIH
aHaJsIbIK Maxab06aTbl MeH eMipiHzeri
YKaJIFbI3 KyaHblllbiH OeliHeseni. Tenis
JKaracbIHAAFbl KOpLlay — KOFaMHbIH
afiesire KOMFaH LIeKTeYJIePiHiH CHMBOJIbIH
Oepeni. bys caxua xkanon pexkuccepi
Piocyks Xamarytuain « Csiib 3a pyJib
MOeH MallluHbI» PUILMIHJIET] TEHi3
JKaracblHAArbl CAXHaHbl €CKe caJsajlbl.
Kopiay ncuxoJiorusisibik Keaepriui,
CBIPTKBI JIEMHEH OKLIayJaHy Ce3iMiH
6innipeTinner. Asl OHbIH apFbl KaFbIHIAFbI
TEH|{3 — ePKIiHJiK, EeKCi3iK Oerici
6ap. Kunoranyiusl Jlaypa Masnsu e3inin
«Bugyaspl /1933aT :KoHe HappaTHBTI
KMHO» («BuayasbHoe y/10BOJILCTBHE H
HappaTHBHbII KHHeMaTorpad» ) aTTbl
QUTisi MaKasacblHAa KUHO OHEepiHEeTi
«epKeKTiK Ke3kapac» (male gaze)
TEOPHsIChIH YCbiHFaH. by makanana
0J1 dfieIepJliH, KpaHaarbl GeiHeCiHiH
KebiHece epKeKTeP/IiH KaJlayblHa ColKec
KAJIbINTACATBIHBIH XKaHe aHesIeplliH
HBICAH PETiH/E YChIHBIATBIHBIH TaJAaH/IbI.
Duibmzeri 6ypJieck caxHacbliH 0Chl
TYPFbLIAH KapacThipyra 6oJiajibl. Bys caxHa
apKblJIbl pexkuccep aiesaepre XKyKTesreH
dJIeYMETTIK peJiepai chiHaiapl. MyHia
MajrHa o3 fieHeciH KanuraJ peTinje
KOJIIaHyFa MaxKOYp, OyJ1 OHbIH KOFaMaFbl
OPHbIHbIH, €KiyIaHJIbIFbIH KOPCETE/I.

DuiibMIe TeHi3 66JIeK KEHINKep CHSIKTDI
Kabblianaabl. « Kapabirair» puabMinie
Jie TaburaT — keke Keiinkep. ByJ xafisibl
KepceTinimzae puabm pexuccepi Masnuka
MyxameTKaHHbIH aUTYbIHIIA <MYHATbI
TabUFaT — 0J1 YHCi3 OaKblaayLlibl».



Maunka MyxameTkannbiH, «KapJbirann»
cdunbminzeri 6actol Kelinkep KapJbirauhl
i3eyli apxeTHIiHe XKaTKbI3yra 00J1a/ibl.
Kapsibirait — 1actypati oT6aChUIbIK KoHe
dJIeyMeTTiK HopMmaJiapiaH 6ocarl, e3iHiH
{LLIKi 8/1eMiH TaHyFa YMTbIJIATbIH JKaH.
@DusbM OHBIH KOFaM/IaFbl OPHBI MEH 63
6O0JIMBICHI TypaJibl CypaKTapra kayar
i3/71ey KOJIbIHAAFbI iLIKi 2KOHE ChIPTKbI
Kypecin 6eitHesiefini. Pexkuccep raburat
kopinicTepin KapJbiraitbiy cesimuepi
MeH pyXaHH 3BOJIIOLUSIChIHbIH ailHaChI
petinne navnanananbl. OHbIH epKiHIIKKe
YMTBIJIBICHI TEK CBIPTKBI LIEKTeyJIepAeH
focan WbIFyFra emec, eH aJjibIMeH, 03-
03iMeH YHJIeCiMAITIKKe KOJT KeTKi3yre
OarbiTTasnran. Jlyn — Kapabirau yiin
JKaHA MYMKIHJIIKTEpJliH, CHMBOJIbI, GipaK
0J1 2Kall FaHa «KyTKapylIbl» eMec,
KepiciHile, KeHinKep/iH 63 TaFIbIpbIH 63i
TaHJaybl KePeKTiriH aHFapTaTbiH OeliHe.
®unbm Maxa66at, epKiHiK MeH TarabIp
MaceJie/iepiH KopKeMJLiK TYpPFblia 3epTTel,
KeHinkepJaepit ce3iMaepit yHCI3iK NeH
KilliripiM opeKeTTep apKblibl 2KETKi3e/i.
Juanorrapzbii a3aplrbl MeH 6asty 6asiHiay
bIpFarbl OKMFaHbIH CHMBOJIMKAJIBIK MOHiH
KYLIEHTII, KepepMeH/i KeHinKe paiH, iLKi
dJIEMiHE TePEHIPEK YHJIyTre LaKblpabl.
«Kapsiblral» — Kasak KHHOCBIHbIH,
MO3THKAJBIK I9CTYPiH 2KaJFacTbIpa
OTBIPbII, aaM TaFIblPbl MEH illIKi € pKiHAIK
TaKbIPbIObIH TEPEH 3€PTTEHUTIH epeKilie
TYBIH/IBI.

Exi dousibM Jie isieyiini apxeTuninin
KYpJeJli 9pi TepeH KbIpJapbiH allajibl.
Manuna men KapJiblrauitblH, OKHUFagapbl
aliesIIe pLiH, ILIKi »KaH-IyHHeCiHeTi
ePKiHIKKe JIereH KylTapJ/blFbl MeH
KOFaMHaH ThIC 60JIMBICTHI i311eyiHiH omOeban
TapuxblH OastHaaibl. Osap/biH a3aTThIKKA
YMTBIJIBICHI TEK ChIPTKbI (hakTopJapra
KapChl KypecreH IIeKTeJMeN i, COHbIMEH
KaTtap e3iH-e3i TaHy XKoHe KalTa KaJjbllracy
yaepicin e KamTuabl. bys oiiiel Tatiina
AmanxkoJ71bIH (UM Typasibl KAHOTaHYIIbI
CTyJIleHTTepMeH cyxbaTbiHiarbl «KeH nana
— KapJibiraiutbiH 60CTaHbIFbI MEH 1IEKCI3
MYMKIHIIKTePiHiH CUMBOJIbI, OipaK OFaH

JKETY YLIiH 03-03iMeH Kypecy Kepek. YHCi3
©3€H, camaJl 2KeJIMEH KO3FaJIFaH Lentep
— ©3repiCTi KyTill TypraH TaOUFaTThIH
CBHIGBIPBI ICMIETTi» IereH TYKbIPbIMbI
TOMBLIKTBIPaL! (cyx6ar/ https://oner.kz/
cinema/).

dunbmaepneri i3neyini apxeTuni
dleJJIep/liH ?KaHa peJiiepi MeH KOFaMaarhl
OPHbIH KaiTa OaraJjayra MyMKiHJiK
6epeni. Manuna na, Kapasiraii ta
TEK 9JICyMETTIK LIeKTeyJiepre Kapchl
Kypecrneii, onap xeke 60JMbICbIH TaOyFa,
631H/IIK KYH/BIJIBIKTAPbIH KAJILINTACTBIPYyFa
JKOHE {LLIKI ThIHBILITBIKKA KOJI 2KeTKi3yre
yMTbLIa/bl. Bys kellinkepJsep samanayu
Ka3aK KHHOCBIHBIH aHeJIep/li KOMKBIPJIbI
9pi WbIHAKBI TyJIFa peTinie OeliHeseyre
JlereH YMTbIIbIChIH KepceTei. [3neyiui
APXETHIT apKbIJIbl 3aMaHayM Ka3ak KHHOChI
aleIepAiH, ilIKi )KoHe ChIPTKbI KypeCiHiH,
Kyp/iesii OEHHeCiH allia OTbIPbII, FeHIePJIiK
MaceJiesiepre ThiH KbIpblHAH Kapaiasl. by
(busbMIEp/eri apXeTUNTIK GelHeep/iiH
epeKLIeJiri — oJap/bl TEK KEKe TYJFaJIbIK
ePKIHAIKKE XKeTyre TaJIbIHbIC PeTiH/e
FaHa emMec, KoFaM/arbl ofeJIe pAiH peJliH
Kaiita KapacTtbipyra 6arbiTTasnran peHomen
peTiHae KepceTyine.

Kasak KMHOCBIHBIH »KaHa JPyipiHje
APXETUNTIK oKies1 OeliHesiepiHiH TallaHybl
aesiiepre KaTblCThl 9J1€yMeTTiK
JKOHE MOJICHH KYHIBIbIKTap/bl KalTa
Kapay/bl Tanan eresi. Anatiza, 6y
YPAIC I9CTYP MEH »KaHAIIBIIIBIKTBIH
apacblHAarbl KaHIIblIBIKTapPMEH KaTap
x)ypeji. Kasak Korambinia aliesiiepre
KATBICThI IDCTYPJI Ko3Kapacrap aJi e
03 KylLliH cakran kKeJseji. Jlerenmen,
olies1 pexkuccepJsiepilin, hUJIbMIEPiH/IE
olies1 6efHeCi 0Chbl I9CTypJIepre Kapceol
TYPBII, 2KaHa KbIPbIHAH KepiHic Tabyna.
Bya typrbina aiient pexkuccepepin,
KUHEMAaTorpausiJIbIK [IbIFapMalllblIbIFbI
Ka3aK KHHOCBIHBIH 1LIeKapachlH KEHEHTII
KaHa KoMMaM, OHbI aJIeM/iK JeHrel1e
TaHbLIybIHA bIKNAJ eTy/e. Mbicaiibl,
«Qyzqgaras» KuHo(ecTHBaJi Kasak
oieJiiepiHe 03 LIblFapMalllblIbIKTAPbiH
KepceTyre MyMKiHAIK Oepil, oapablH,

CAJAS Volume 10. Issue 1. 2025

N
(9,

1

OPTAJIbIK A31S ©HEPI: KA3IPT 3AMAH T¥PFbICbIHOAFbI TI1 MEH MOTIH




CAJAS Volume 10. Issue 1. 2025

2

192}
N

OPTAJTbIK A3M8 ©HEPI: KA3IPTI 3AMAH T¥PFbICbIHOAFbI TIJ1 MEH MOTIH

KUHeMaTorpausira KOCKaH yJecin
avikbIHaakabl. MyHnail pecTrBasbIep TeK
Kaszak KOraMblH/la FaHa emec, kahaHibik
MOJICHHETTE JIe dHeJIIep/liH OPHBI MEH POJIiH
TaJIKblJ1ayFa MaHbI3/1bl KEHICTIK OOJIbITN
KeJIe/i.

Olies1 apXeTUNTepi, acipece Kypeckep
MEH i3/1ey1Lli apXeTUNTepi, KOFaMAaFrbl
oleJIe plliH, e3repic NpoLeciH KopceeTirl,
OJIapJIbl JIEYMETTIK, MOJICHH XKoHE pyXaHH
TYPFbIIAH TePEH 3epPTTEyre »K0J1 allajpbl.
Bya 3eptTey, Gip :karbiHaH, dfiesepre
KATBICTBI IDCTYPJIi Ko3KapacTap/bl ChIHFa
aJIblll, 0J1ap/bIH KOFaMIaFbl OPHbIH
JKAHA KbIPbIHAH KApaCTblpyra MyMKiHIiK
6epeni. ConbiMeH KaTap, aries1 6eiiHeciHin
APXETHUITIK aCNeKTIepiH Tajay apKblbl
Ka3aK KHHOCBIHBIH, MaJIEHH XKoHEe dJIeyMeTTiK
TpaHcopMalUsACLIH TYCiHY, COHIal -aK,
Ka3aK KOFaMbIHbIH 3aMaHayH MaceJie/iepid
TepeHipek 3epeliey MyMKiH 60J1ajipl.

Hatuxe

3eprTey GapbICbiHA 3aMaHayHl Ka3ak
KUHeMaTorpausiChiHarbl oieJ
pexkuccepepin pusbMaepiHaeri
ApPXETUNTIK afies1 OefiHesiepi KaH -KaKThl
KapacTblpbliibl. Kazipri kazak KHHOCHI
ories1 GeHHesIepiH KaHa KbIPbIHAH
KOpCEeTil, oJlap/bl TeK aHa HeMece 0TOAaChIH
cakrayllibl peJiH/le FaHa eMec, COHbIMEH
Karap, Kypeckep, i3aeylLi »kaHe 63iHiK
Tysra petinae Gefineneiai. [llapuna
Ypasbaepa, Manuka MyxameTKaH,
Aiikan KacbiMOGeK ChiHIbI pexKuccepJiep
03 IlIbIFapMaJapbiHa ade e paiH, ilKi
JKOHE ChIPTKbl KAKTBIFBICTAPbIH, 9J1€YMETTiK
MoCeJIeJIePMEH KYyPECiH XKoHe 63iH-031 TaHy
JKOJIIAPBIH TEPEHIpeK allblll KepceTe.
bay6ek Herepbek :xone $lna
Kpacuonosnbckasiibii, «Kazakceran-
KEHECTIK KHHOCBIHAAFbI HETi3 apXeTHIITIK
Oerineniep» («ba3oBble apxeTHnuueckne
00pasbl B KA3aXCTaHCKO-COBETCKOM KHHO> )
aTThl FBIJIBIMM MaKaJsanapbiiaa « ApxeTHnTiK
OeliHesiep YKbIMJIbIK OeHdCaHabIKTbIH,
aliKbplH MeTadopack! peTinje o3in
TyIBIPATBIH 19YipMeH opKallaH e3apa

apakaTblHacTa 60J1a/ibl» - e Kasabl (45).
Ocbl TYpFbIIAH aJiFaHa, »KOFapblla aTajFaH
peXkuccepJiepain, GuabMAEPiHjie aie
apXeTHIITepi — KypecKep, aHa »KoHe i3eyLui
peTinzeri 6efiHesiep alKbIH KopiHic Tababl.
By o6pasnap onap/apiH, Koramaarbl peJi
MeH ilIKi TpaHchOopMaLHsIChIH KOPCeTei.

3amaHayu Kazak KMHOCBIHbIH JaMybIH/1a
oleJIIepIliH, 9J1eyMeTTIK d/IiJIeTCI3IKKe
Kapcbl Kypeci MaHbI3/Ibl OpbIH as1ajibl. Knuo
eHepi afieJIep/LiH, KoFaMaFbl OPHBIH »KaHA
KbIpblHAH OaraJiayra, oJlap/blH KeKe TyJFa
peTiHae KaJbINTacy XKOJIbIH KepceTyre
MYMKIiHJIiK Oepesi. Oies pexkuccepaiep
TycipreH gpuabmepe aitennep Gescensi
TyJIFa, KOFAMAAFbl ©3repicTepiH,
facTaMallbIChl KoHE KypecKep peTiHie
OefiHesieHesi. byJ ypiic KHHO apKbliibl
oHe e pliH peJii MEH KYKBIKTApbIH »KaHallla
nabIMaayFa XKoJ1 alabl.

Kaszipri kazak KuHOChIH/Ia diieJ
apXeTHNnTepi OYPbIHFBI CTEPEOTHUNTE P/
KalTaJjay yilliH eMec, KepiciHile, afeJsaep
TOKipuOeCiHiH ajyaH TYpJiJiriH 3epTTey
YLIiH KbI3MeT eTelli. Pexkuccepaiep yaTThIK
TaJIFaM MEH M3JICHH KyHJIbIJIbIKTaP/bl
ombebHan TakblpblTapMeH yilsiectipe
OTBIPDII, COUKECTIK, eCTe CaKTay XKoHe
ePKIiH/IK MaceJIesIepiH KoTepei.

Herisri TyXbipbiMaap

3amaHayH Ka3ak KHHOChI aPXETHITIK afieJ
OeiiHesiepiH XKaHa Ke3KapacneH yCbIHATbIH
LLIbIFApMaJiapMeH TOJbIKTBIPBIIbIT KeJe/l.
[Hlapuna ¥Ypas6aeBanbiH « Mapusam»,
Atzkan KacoimGekTiH, « Maguna» KoHe
Manuka MyxumemkanHbiH « KapJbiraii»
buabmaepi «ana», «isueyii» koHe
«KypecKep» apXeTHNTepiHiH MpU3Machl
APKbLJIbl KA3ipri KA3aKCTaH/bIK
KiuHemarorpacusia ariesnnep GeriHesepinin
9BOJIIOLIMSICBIH KOpCeTe/.

3eptTey GapbiChiHaa KeJeci FhIbIMU
TY2KbIPbIMIAP 2KACAJIbL:

- Kapa [Ourrin apxetunrep teopusichina
cyieHe OTbIPBII, Ka3aK KHHOChIHA aHa,
KypecKep »KoHe i3/1eyLi apXeTHIITePiHiH,
KaJlail eHreHi, oJlap/ibiH MOJICHH, dJIeyMeTTiK



JKOHE TICUXOJIOTHSAJIBIK MAHbI3bI aHBIKTAJIbI.
Ainkan Kaceim6bek, [Hlapuna Ypas6aepa
»koHe Mannka MyxameT:KaH CUSIKTbI
pexkuccepJiep/liH TyBIHABIIAPBI Ka3aK
KOFaMbIHAFbl 9HeJIAe p/liH peJiiH, 0JlapablH
Kypeci MeH ilKi TpaHcopMalusichit
OelHeJ IeH OTBIPDII, 3aMaHayH oHeJ
OefiHeCciH coMaanbl.

- 3amMaHayH Kas3ak KHHOCBIH/A afieJ
pexkuccepsepain punbMaepinaeri ana,
KypecKep »KoHe i31eyLi apxeTunrepi
03eKTi OpbIH anajpl. bys dunbmaep kaszak
dHesIIePiHiH I9CTYP MeH KAHALIBIIIBIK
apacblHarbl Ca0aKTACTBIKThl CaKTayblH,
9JIEYMETTIK 9/IIJIETCI3/IIKKE KAPChl TYPYbIH
JKOHE KeKe TYJIFA PeTiH/Ie KaJbInTacy
»KoJLapbiH cunatraiibl. Ocbl apKblJbl
KAa3aK KOFaMbIHAAFbl dAeJIe PAIH
peJii MeH oJlap/IbIH KYKbIKTapbl 2KaHa
KbIPbIHAH aLbIJbII, OJIap/bIH dJIeYMETTiK
MapTebeciHiH e3repy yaepici kepceTisiesi.

- Ana apxeruni (« Mapusim» KomHe
«Manuna» huIbMIEpiH/Ee ) IOCTY P
KYH/IbIBIKTap/bl OeiHe el OThIPHII,
oHesiH oTOAChI YLiH 63iH KypOaH eTyi MeH
OHbI KOPFayllbl peTiHAeri PoeJliH KOpCeTeli.
Bya GeiiHe MosieHH Mypa KOHTEKCTiH/IE
O3€KTIJIrH cakTaraHbIMeH, OHbI €Ki TypJIi
Ke3KapacrieH KapacTbipyra 6oJanel: 6ip
JKarblHaH, aHaJIbIKKA JIeTeH KypMeTTiH,
OeJrici peTinie KopiHce, eKiHllli XKaFbIHaH,
QHeJIIiH 9JIEYMETTIK poJIepiHiH LeKTey i
60J1ybIHA CbIH peTiHje KaOblIaHybl MyMKiH.

- Kypeckep apxetuni («Mapusiv»,
«Manuna» huIbMIEpiHe )
oUeJIIe pliH, 9J1eyMEeTTIK d/IiJIeTCI3MIKKe,
FeH/EPJIIK TEHCI3IKKE 2KOHE KeKe
aybIpTHaLIbIIBIKTapFa KapChl KypeciH
Oelineneini. byn 6efine aliesiepin,

63 KYKBIKTapbl MEH dJIEYMETTIK-CasACH
yAepicTepre KaTbiCy KaXKeTTiJIirH
alKbIHIAATLIH MeTacopa peTiHjie KepiHic
tabayibl. COHbIMEH KaTtap, 0J1 9iesiepiin
IMaHCHNAaLMsAFa 1eTeH YMThIJIBIChIH,
JIOCTYPJIi LieHOEpIeH ThIC 03iH-03i XKy3ere
acelpy 2KoJiiapbid Kepceteni. Kefiinkepin
{LLKi 7KOHE CBIPTKbI KAKTBIFbICTap/ibl XKEeHe
OTBIPHIM, Ka3ipri ypOaHusalusiaHrad
KOFaMJIa aTpuapxaJsablK HopManapaaH

aJiIaKran, MHIMBUIyaau3mre 6eT oypy
yaepicin 6efiHeneni.

- Ianeywii apxeruni («Majguna»,
«Kapabirair» uabmaepine ) ofiesnepain
ilLIKi TarnapbIcThl 6AacTaH Kellir,

OMIP/LIH 2KaHA 2KOJIIAPbIH i3/1eyi MeH
JKAHALLIBIILIKKA YMTBIJBICBIH OeHeJIeH L.
Byn apxetun pyxanu »koHe (hU3HKAJIbIK
i3/1eHICTI, 2KEeKe 1aMy/ibl 2KoHe 2KaHa
MYMKiHAIKTep/li KaObl/Iayra JalbIHIbIKTbI
KepceTei.

KopbITbiHAbI

KasakcranHblH 3aMaHayu aiiest
pexkuccepJiepi YATTHIK OiperedikTi
»KahaHJbIK peMUHUCTIK niesjiapMeH
yislecTipe OTbIpbIN, ailes1 GeiHeCiHiH
KOTKbBIPJIbl aPXETHIITEPiH 2KaCaANHIbI.
OunapnpbiH KelinkepJepi Tek KypOaH raHa
eMec, KepiciHllie, a/1eyMeTTiK e3repicrep
MEH TEHJK VILiH KYpeCeTiH KypaeJi
TyJIFasiap peTinae Kepinic Tabanbl. Anaiina,
OyJ1 mpouece Kel »Karnania KOHCEpBATHBTI
Ke3KapacTapblH KapChlIbIFbIHA YLIbIPAT,
dleJIIep KHHOCBIHBIH OJaH d9pi JaMyblIHbIH,
MaHbI3BLIBIFBIH aHKBIHAAH TyCE/L].

Oiies1 pexxuccepepiiin
LIbIFAPMaLbI/IbIFbl KA3aK KUHOCBIHbIH,
JIaMybIHJIaFbl MaHBI3/bl Ke3EH/IEP/LiH
6ipi Gosibin Kesienii. Onap aitesinepiin
OMipiHIeri Kypec, KUbIHABIKTap MEH
TpaHcopMalUsIapbl CypeTTey apKblbl
aulesiiep MaceJsIeCiH TepeHipeK 3epTTeu/I].
Byn dunbmiepie ofiesiepain, itiki asiemi,
JKaHa MYMKIHJIKTepAii KaObliaybl MeH
03iH/iK OOJIMBICBIH TaHybl GeHHEeJeHEe].
Oiles1 pexkuccepsiep 03 KelinkepJepid
TEK CBIPTKBI CHITaTTamMaJsapbIMeH FaHa
emMec, oJ1ap/blH, NICHXOJIOTHAJIBIK KYyHi MeH
iLLKi ce3iMaepi apKbl/bl 1a TEPEH allyra
ymThiiaapl. Ogap aifesiepaii Koramaarsl
peJii MeH iLIKi KypecTepiHe epekliie Hazap
aynapajpbl. CoHbIMEH KaTap, oJ1ap/blH
hunbMaepinae oresnepiH 03-63iMeH
JKOHE KOFaMMEeH Kypece OTBIPHII, ©3iH-63i
Taly »KOJIbl 2K1i KOpiHic Tabanbl. SIFHH,
Qe e p/iH, iLIKi a/1eMiH, OJIapIAbIH OMipJIiK

KYPECiH 2KoHE 63iH-631 TaHy »KOJIbIH KepCeTy
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apKbIJIbl Ka3aK KOFAMBIH/IAFBI ofieJire 1ereH
K63KapacTbl 63repTy/ie MaHbI3/Abl PeJl
aTkapazipl.

By TybiHbLap oriesi 63 KyKbIFbIH
KOpFai asaThIH, illIKi IyHHECiH TepeH
TYCIHETIH »KoHEe »KaHA MYMKIiHIIKTepre
YMTDBLIATBIH TYJIFA peTiHae OeHHes e .
oiles1 pexkuccepsiep/iiH KHHO OHepiHe
KOCKAH YJ1eCi apKblIbl KA3aK 9HeJliHiH
KOFaMJIaFbl peJli KaHalla OarasaHblI,
OJIAPAbIH, TOYEeJICI3/Ir MeH epKiHIiri
MaceJiesiepi 6acTbl TaKblpbINTaP/bIH, GipiHe
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3AMAHAYM KA3AK KMHEMATOTPA®bIHAAFbBl 9MEN PEXUCCEPNEPAIH ®UAbMAEPIHAETI APXETUNTIK
QWEN BEVMHENEPI

MypcanumoBa N'ynbHapa, Amanxon AkxKaH

Kasaxckasi HalmoHasbHas akajaeMus MCKyceTB nMeHH Temup6eka )Kyprenosa

APXETUNWYECKUE OBPA3bl XXEHLWWWH B ®UJIbMAX XXEHLLWNH-PEXXUCCEPOB
COBPEMEHHOIO KA3AXCKOIO KUHEMATOIPA®A

AHHOTaumsA. B cTaTbe paccMaTpMBatOTCS apXeTunuyeckme 06pasbl KEHLWMH B GUIbMAX KEHLUMH-
PEXMCCepoB COBPEMEHHOTO Ka3axCKoro KnuHemartorpada, aHanm3upyeTcs ux rnyboKuin CUMBONMYECKUIA
CMbICN U XYLOXKECTBEHHbIE 0CO6eHHOCTU. Cpean COBPEMEHHBIX Ka3aXCKMX XKEHLLMH-PEXMUCCEPOB
ocoboe BHMMaHue yaensieTcs AiixaH Kacbimbek ¢ dunbmMom «MaguHay, Lapune Ypasbaeso

C KapTMHoW «MapusmM» U Manuke MyxamemkaH ¢ neHToi «Kapnbiraww». B faHHbIX dunbMax
MCCNenyoTCs apXeTunbl MaTepw, 6opLa 1 nckaTens. 3T apxeTunbl NO3BOASIOT Iy6XKe NOHATb
COLMarbHbIe, KYNbTYPHbIE M LYXOBHbIE POSIU XKEHLLMHbI B Ka3aXCKOM obuiectse U KynbType. Lless
CMamsu — UCCNEA0BATb apXETUMUYECKME KEHCKME 0Opa3bl B COBPEMEHHOM Ka3aXCKOM KMHO B
KOHTEKCTE KY/bTYPHbIX U3MEHEHWH, aKLLEHTUPYS BHUMAHUE HA COYETaHWMU TPALULMOHHBIX B3M/S40B

W COBPEMEHHBIX TEHAEHLMI. AKTYaNIbHOCTb TEMbl 00YC/IOBNIEHA HEOOXOAMMOCTbI BCECTOPOHHETD
aHaNM3a apxeTunu4ecknx 06pasoB XEHLUMH U UX 0COBEHHOCTEN HA OCHOBE (DUIBMOB KEHLLMH-
pexuccepoB. PaccMaTpuBaeMble Npov3BeLeHUS AEMOHCTPUPYKOT MHOFOFPaHHOCTb XXEHCKMX 06pa3oB

B COBPEMEHHOM Ka3aXCKOM OOLLECTBE, UX BHYTPEHHUI MUP, MPOTUBOPEYUMUS U BAUSHUE COLMANBHOM
cpenpl. B kauectBe Mmemodonozuyeckoli u meopemu4eckoli 0CHO8bI UCCIIEA0BAHUS UCMOMb3YHOTCS TEOPUS
KonnekTMBHOro 6eccosHatenbHoro Kapna HOHra, a Takke Hay4Hble Tpyabl B 06/1aCTU NCUXON0TUK U
nccnenoBaHuii apxetunos [xxoseda Kamnbenna. B xone nccnenosanmsa npuMeHsioTcs dunocodekme,
NCUXONIOrMYECKME, KUHOBEAYECKUE, TEOPETUKO-METOA0IOTMYECKME METOAbI, @ TAKXKE HAPPATUBHbIN
aHanu3, CeMMOTUYECKMI aHANU3 U aHAIU3 B COLLMANIbHOM KOHTEKCTE. Pe3ysiemamel ucciedo8aHus
noKasasnu, YTo apxeTunuyeckme 06pasbl B GUIbMaxX PEXMUCCEPOK HECYT HE TOJIbKO HALMOHAbHBbIN,

HO M YHMBEpPCANbHbIM CMbIC/. Hanpumep, B dunbMe «MaguHa» apxeTun MaTepu nNpeacTaB/ieH He
TO/IbKO Kak 06pa3 3ab0Tbl M 3aLMThI, HO U KaK AyXOBHAs OMOpa, CTaIKMBAOLLANCS C BHYTPEHHUMMU
TpaBMamu obuecTsa. B dunbme «Mapuam» apxetmn 60pLa OTPaXKaeT BHYTPEHHIOK CUITY KEHCKOrO
06pasa, cTpemMieHue K CrpaBeasiMBoOCTU U CONPOTUBIEHUE COLLMANIbHBIM OrPaHUYEHUSM. A apxeTun
nckaTenbHULbl B dunbMe «KapnbiFall» CTAHOBUTCS CUMBOJIOM SKEHLLMHbI, HAXOAALLENCS B MOMCKAX
[LyXOBHOFO MYTW M OTBETOB Ha 3K3WUCTEHLMA/bHbIE BOMPOChI COBPEMEHHOCTU. B MexayHapogHoM
KOHTEKCTe JaHHOe UccnefoBaHWe NpUaAET HOBOE 3BYYaHUE MEXKYNLTYPHOMY AMaNnory, LEMOHCTPUPYS
0COBEHHOE PAa3BUTHE KEHCKOM PEXMCCYPbI, APXETUMUYECKMUX CTPYKTYP HALMOHANBHOM KY/bTYpbl U UX
XYLOXECTBEHHYH TpaHCHOpMaLMIO B s3bike KMHO. KpoMe Toro, oHO npeasiaraeT HOBOE HampaB/ieHue
L1181 TN06anbHbIX FeHAEPHbIX W KYNbTYPHbIX UCCNEA0BAHMI C TOUKM 3PEHUS POSIU XKEHLUMH U UX
XYLOXECTBEHHOIO OTPAXEHMUS B KA3aXCKOM KMHO. Pe3ynbTaTbl MCCEA0BAHNUS NMOLYEPKMBAIOT BAaXKHOCTb
CNbILWATD M MOHUMATb XEHCKME UCTOPUM B COBPEMEHHOW MUPOBOM KMHEMATOrpadhuu.

Kntoyesbie c108a: XEHLLMHbI-PEXMUCCEPDI, KEHCKMUIA 06pa3, apXeTu, apxeTun MaTepu, apxeTun
60pLLa, apXeTUN UCKATENS, Ka3axcKas KynbTypa, rfeHAEpHOe PaBEHCTBO, COBPEMEHHOE Ka3axckoe KMHO,
Tpaauums, npouecc.

Ans yumuposarus: MypcanumoBa, [ynbHapa u AiokaH AMaHxon. «ApxeTunmyeckume xeHckue o6pasbl
B DUbMax COBPEMEHHbIX Ka3aXxCTaHCKMX XeHLWUH-pexxunccépoBy. Central Asian Journal of Art Studies, T.
10,N2 1,2025, c. ??-2?,DO0I: 10.47940/cajas.v10i1.995
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Mursalimova Gulnara, Amanzhol Akzhan
Temirbek Zhurgenov Kazakh National Academy of Arts

ARCHETYPAL FEMALE IMAGES IN FILMS OF FEMALE DIRECTORS IN CONTEMPORARY
KAZAKH CINEMATOGRAPHY

Abstract. This article examines the archetypal female images in the films of female directors in
contemporary Kazakh cinematography, analyzing their deep symbolic meaning and artistic features.
Among modern Kazakh female directors, particular attention is given to Aizhan Kassymbek’s

Madina, Sharipa Urazbayeva’'s Mariyam, and Malika Mukhametzhan’s Karlygash. These films explore
the archetypes of the mother, the warrior, and the seeker. These archetypes provide a deeper
understanding of the social, cultural, and spiritual roles of women in Kazakh society and culture. The
aim of the article is to study archetypal female images in contemporary Kazakh cinema within the
context of cultural transformations, emphasizing the balance between traditional perspectives and
modern trends. The relevance of this topic lies in the need for a comprehensive analysis of archetypal
female representations and their characteristics based on the works of female directors. The selected
films depict the multifaceted nature of female characters in modern Kazakh society, their inner world,
contradictions, and the impact of social conditions. The methodological and theoretical framework of
the study is based on Carl Jung’s theory of the collective unconscious, as well as Joseph Campbell’s
academic research on psychology and archetypes. The study employs philosophical, psychological, film
studies, and theoretical-methodological approaches, along with narrative analysis, semiotic analysis,
and socio-contextual analysis. The results of the study demonstrate that the archetypal images in

the films of female directors carry not only national but also universal significance. For instance, in
“Madina’, the mother archetype appears not only as a figure of care and protection but also as a
spiritual pillar confronting the inner wounds of society. In “Mariam”, the warrior archetype reflects the
inner strength of the female character, her pursuit of justice, and her resistance to social constraints.
Meanwhile, in “Karlygash”, the seeker archetype becomes a symbol of a woman in search of spiritual
direction and answers to existential questions in the modern era. In the international context, this
research offers new momentum to intercultural dialogue by showcasing the distinctive development
of female filmmaking, the archetypal structures of national culture, and their artistic transformation
through the language of cinema. It also introduces a new perspective to global gender and cultural
studies by highlighting the role and artistic representation of women in Kazakh cinema. The findings
reinforce the importance of listening to and understanding women'’s narratives in contemporary world
cinema.

Keywords: female directors, female representation, archetype, mother archetype, warrior
archetype, seeker archetype, Kazakh culture, gender equality, contemporary Kazakh cinema, tradition,
transformation.
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Annotation. The study of the interaction of creative industries and social media in Kazakhstan in the
context of digital transformation is an urgent topic. The relevance of the topic is due to the need

to integrate creative industries into the digital economy in order to increase their competitiveness
and popularize national culture. The main scientific problem lies in the lack of knowledge of the
mechanisms of adaptation of creative industries to social media and digital technologies. The purpose
of the study is to identify key trends, problems and opportunities for interaction between creative
industries and social media, as well as to offer recommendations for their effective development

in Kazakhstan. Various methodologies have been used to comprehensively analyze the interaction
between social media and creative industries. In particular, the theoretical and analytical method can
be called as the main methods. The domestic and foreign scientific works on this topic are considered.
In addition, the quantitative research method was used. In it, the development of creative industries
was represented by quantitative indicators. As a result of the research, social networks were identified
as one of the main factors contributing to the development of the creative industry. We came to the
conclusion that in the creative industries, new professions and monetization models play an important
role in ensuring the economic stability of the creative industries. In addition, it can be seen that
technological changes have a big impact on creative content. We tried to understand the relationship
and risks between social media and the creative industry. The interaction of social networks and
creative industries is constantly changing as technology evolves, which allows for a deeper analysis of
new trends, tools, and their socio-economic implications in future research.
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Introduction

Creative industries and social media
in the digital age represent powerful
tools for the development of social,
economic, and cultural spheres. In recent
decades, they have become a key engine
of innovation, having a significant impact
on the economy, shaping public opinion,
and promoting national culture on the
international stage. This phenomenon
is becoming particularly important in
Kazakhstan, which is actively developing
its digital infrastructure and striving to
integrate into the global digital space.
The development of creative industries
contributes to forming a new knowledge
economy, where the primary resource is
not material capital, but intellectual and
creative potential. Social media, in turn,
becomes a platform for interaction between
creative businesses and the audience,
providing an opportunity for large-scale
coverage and active dialogue. In the
context of digitalization, these two areas
are closely intertwined, creating new forms
of interaction that transform traditional
approaches to culture, art, and business.
However, despite significant progress,
Kazakhstan faces a number of challenges
related to the insufficient adaptation of
creative industries to the digital economy.
This requires a deeper analysis of the
relationship between the creative industries

and social media to identify opportunities
that can accelerate digital transformation.
This topic is especially relevant in the
context of increasing competition at the
global level, where Kazakhstan needs to
promote its unique cultural identity through
new digital formats.

The purpose of the study is to examine
the prospects for interaction between
creative industries and social media
in Kazakhstan in the digital age and
develop recommendations for optimizing
interaction between representatives of
creative industries and digital platforms,
considering the specifics of national culture
and audience characteristics.

The study’s scientific novelty lies in the
fact that it comprehensively examines the
interaction of creative industries and social
media in Kazakhstan for the first time,
considering current trends in digitalization.
The study will analyze the impact of social
media on the transformation of traditional
forms of creativity and explore new models
of monetization and promotion of creative
content through digital platforms.

Special attention is paid to the issues
of cultural identity, which can become a
competitive advantage of Kazakhstan in
the context of globalization. The study
examines the unique interaction between
social media and cultural heritage,
which has not previously received
sufficient coverage in scientific literature.



Recommendations on using digital
technologies to integrate Kazakhstan’s
creative industries into the international
space are also proposed for the first time.
The scientific problem of the study lies
in the lack of knowledge of the mechanisms
of interaction between creative industries
and social media in the context of
digital transformation. Despite the rapid
development of social media in Kazakhstan,
the creative industries have not yet fully
exploited their potential. The lack of
integrated strategies, the lack of specialized
research, and the low level of digital
literacy among representatives of creative
professions hinder the process of forming a
competitive ecosystem. In addition, there
is a problem of insufficient adaptation of
international strategies to local realities,
which makes it difficult to implement
successful cases in Kazakhstan. There is
also a gap between cultural heritage and
its digital representation, which limits the
possibility of promoting national values at
the global level. The study of this problem
will reveal the key factors contributing to
the successiul integration of social media
into the development of creative industries.
The research methodology includes
analyzing content and digital platiorms,
studying successful examples of interaction
between Kazakhstani artists and local
and international audiences, and taking a
comparative approach to the influence of
social media in different cultural contexts.
Methods of systematic and comparative
analysis were used to analyze and study
experience from figures in creative
industries, social media, and cultural
figures.

Methods of research

This study used several scientific
approaches to evaluate and analyze the
interaction between social media and
creative industries. Content analysis
methods were used to evaluate the content
structure of some content, ways to achieve

its success. The method of systematic
analysis was also used. Thanks to a
comprehensive consideration of modern
processes in the creative industry, the

laws of their development have been
identified. Attention was paid to foreign and
domestic studies on this topic, which made
it possible to determine the theoretical
foundations in this direction.

In addition, the study is based on an
interdisciplinary approach that includes
elements of cultural, economic and
Communication Research. There are also
methods for statistical analysis of data from
social networks and creative industries.

To identify trends and differences in the
development of creative industries in
social networks, a comparative method
was used, focusing on their quantitative
data. In addition, the case study method
was used. It analyzed the works of several
representatives of the creative industries of
Kazakhstan by example.

Discussion

In the digital age, creative industries and
social media have become an integral part
of the global economy, influencing cultural
and social development and forming new
business models. There is no fundamental
research on this topic, but there are
separate articles in scientific publications
and online portals. Thus, Ji-Young Yun
and Ji-Hyun Lee argued in their analysis
of the social media of museums that to
communicate with potential visitors, it is
necessary to analyze the preferences of
real users in social media posts and the
types of materials uploaded by the cultural
institution (Yun and Lee 11).

In an article about the impact of social
media activity on theater development,
the authors Baldin Andrea, Bille Trine,
Mukkamala Raghava Rao, and Vatrapu
Ravi wrote that there is a direct relationship
between the number of likes given to posts
specifically dedicated to this production
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and the number of tickets sold for this
production (Baldin et al. 978).

Peng Chen, studying the issue of
influencers in social media, explored that
social media influencers have become
the most active group in social media
applications and are increasingly playing
the role of a reference group (Chen 185).
And scientists Chen Xi and Zhao Mingda
admit that transmedia adaptation and social
media marketing can effectively attract new
theater connoisseurs (Chen and Zhao 55).

In Kazakhstan, this issue was studied
in the article « Mediatization of culture in
the discourse of modern Kazakh media»
The authors Baigozhina Dana, Klushina
Natalya, and Takhan Serik conclude that
social media has a significant impact on
culture, blurring the boundaries between
traditional, mass and elite cultures,
creating a new type of media culture that
shapes public consciousness through
the media (Baigozhina D., et al. 784).
Jumaniyazova Raushan argues that
projects where artists independently
promote their art promote freedom of
creative expression and experimentation,
consistent with progressive international
trends (Jumaniyazova 38). The lack of
fundamental research in this area once
again confirms the relevance of the study of
this issue.

These aspects are becoming particularly
relevant in Kazakhstan, which is striving
to integrate into global digitalization
processes. Creative industries include
a wide range of sectors, such as design,
music, film, art, fashion, advertising, and
video games, and serve as a powerful
driver of innovation. Social media, in turn,
provides a platform for promoting creative
ideas, creating a new level of interaction
between content authors and the audience.
The importance of their synergy is
particularly noticeable in the context of the
rapid growth of digital technologies, which
requires deeper analysis and adaptation
to achieve sustainable development in
Kazakhstan.

According to the Ministry of Culture
and Sports of Kazakhstan, the contribution
of creative industries to the country’s
GDP is about 2%, which is lower than the
global average of 3-6%. This indicates a
significant growth potential, especially in
the context of the active development of
digital infrastructure. In 2023, Kazakhstan
became one of the countries with the
fastest mobile Internet speeds (Speedtest
Global Index), which opens opportunities
for digital content. However, despite
the availability of the technical base, a
significant part of the country’s creative
industries remains underrepresented
in social media. One of the reasons is
the low level of digital literacy among
representatives of creative professions,
which limits their ability to effectively
use online platforms. In Kazakhstan, the
creative industry includes 43 types of
activities. The list includes such creative
areas as architecture, fashion, art, music,
design, cinema, IT technologies, folk crafts,
etc. (Export.Link).

The potential of social media in
promoting national cultural heritage is
particularly noticeable. Kazakhstan has a
rich history and culture that can be adapted
to create unique content that attracts local
and foreign users. For example, projects
related to the popularization of national
cuisine, traditional music, and applied
arts are becoming more widespread on
Instagram and TikTok. This demonstrates
that cultural heritage can be successfully
transformed into a sought-after digital
product.

Nevertheless, there are challenges.
One of them is the fact that a systematic
approach to promoting national content is
in the early stages of its development. The
adopted «Concept for the Development
of Creative Industries in the Republic of
Kazakhstan for 2021-2025» is aimed at
supporting creative entrepreneurship and
developing 43 types of activities, including
design, cinema, fashion, and music. She
sees creative industries as an important



driver of the economy, creating jobs and
promoting non-commodity exports. The
document highlights the need to update
educational programs and create creative
centers in large cities to support business
and innovation. These measures should
lay the foundation for the sector’s long-
term growth and strengthen its role in the
country’s economy (adilet.zan.kz).

An interesting example of the
integration of social media and creative
industries is the promotion of the film
«Dastur», the highest-grossing domestic
production film by Kazakhstani director
Kuanysh Beisek. It is worth noting that this
film was actively promoted on social media
through short viral videos, particularly on
the YouTube platiorm, where the target
podcast project, «Dasturli Podcast,»
was launched. It collected from 200,000
to 1.5 million views and consisted of
conversations with popular personalities of
Kazakhstan on topics indirectly related to
the film. Excerpts from the podcast were
broadcast on all popular social media in
the CIS, reinforcing the growing interest
in the film. According to the statistics of
the ticket purchase platform «Tiketon»,
the fees of the film «Dastur» exceeded |
billion tenge in a week of rental, overtaking
the Hollywood blockbuster « Aquaman»
(Korneev 301).

Next, it is worth paying attention to
the music industry, initially replete with
independent projects that often gain
popularity on social media. Their promotion
is native. They become a kind of «favorites»
of the audience, and their popularity is often
global. Their popularization has nothing
to do with the support of government
agencies and relevant departments. For
example, such artists as Adil Zhalelov
(Scriptonite), Galymzhan Moldanazar
(Moldanzar), Sadraddin Bolat (Sadraddin),
Farukh Tokhtamuratov (ADAM), IK
(Irina Kairatovna group), Enlik Kurarbek
(Yenleak) and many other artists acquired
the status of “hitmakers” precisely after
gaining millions of views in one form or

another social network, in turn, these
platforms are a transparent manifestation
of the will of society and a vast number of
users.

[t should also be noted that not all
people in the field of art can effectively
use such opportunities. The study found
that the key areas of interaction between
creative industries and social media
in Kazakhstan are digital marketing,
monetizing creative content through social
media platiorms, and using augmented
reality technologies. It has been revealed
that about 70% of Kazakhstan’s creative
projects face problems of insufficient digital
literacy and lack of systemic support. At
the same time, the impact of social media
platiorms on creative industries can be
assessed as follows (Table 1).

A number of reasons and barriers can
explain the low level of digital literacy
among representatives of creative
professions. The main reason is that people
in creative professions often pay more
attention to developing artistic, literary,
musical or other similar skills, while digital
skills remain out of priority. This may also
be related to age. The older generation
of creative workers may have difficulty
adapting to the digital environment due to
the lack of basic ICT skills.

Results

In recent years, grassroots projects in
the music sector have been actively
developing in Kazakhstan. These
initiatives, characterized by independence
from government support and large
organizations, cover various genres: from
traditional music to indie and techno.
Research shows that such projects
promote freedom of creative expression
and experimentation, which is consistent
with progressive international trends
(Jumaniyazova 53).

[t is noteworthy that artificial
intelligence (Al) algorithms and analytical
tools have been actively used in social
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Table 1. The impact of social media platforms on the creative industries

Platform Content type Monetization approaches Influence on the creative industry
YouTube Video, streaming | Advertising, sponsorship, Develops the production of video
subscription content
Instagram Photos, videos, Brand partnership, advertising Increases demand for visual
stories content
TikTok Short videos Copyright fund, sponsorship Enhances viral marketing
Facebook Podcast, video, Advertising, subscription Information and public relations
story platform
Spotify Audio, podcast Subscription, advertising Develops the music and podcast
industry
Note: the table was compiled by the author

media for a long time to improve the
effectiveness of interaction with the
audience. Modern algorithms allow

for detailed analysis of user behavior,
preferences, and interests. This allows
representatives of the creative industries
to create targeted content and adapt their
marketing strategies to the specifics of the
target audience.

Let’s look at examples of musicians
such as Temirlan Beisenbai and Bagzhan
Oktyabr, whose active promotion is noted
specifically in social media, creating
content in particular on TikTok and
Instagram. So, Bagzhan Oktyabr,

a cellist from Southern Kazakhstan, whose
social media account has 873,000 followers
on Instagram and 211,000 on TikTok,
gained popularity thanks to his videos in
which he performs famous cello

works in picturesque places

of Kazakhstan and other countries. These
videos, posted on social media, attracted
the attention of a wide audience and
contributed to his popularity. In addition,
Bagzhan performed works by Abai
Kunanbayev, such as «Kozimnin Karasi»,
in historical places, for example, in the
center of Istanbul, which also contributed
to his fame. His unique approach to
execution and choice of locations for filming
made him popular not only in Kazakhstan,
but also abroad (Tugelbaeva). The proof

of this is the concerts in European cities,
which are linked to on his Instagram
accounts.

Musician Temirlan Beysenbai,
known under the pseudonym Ratovich,
is another vivid example of art promotion
on social media. His popularity on
Instagram correlates with recognition in
real life, which is confirmed by numerous
concerts in front of a large audience and
the performance of the national anthem
of Kazakhstan in Akorda as a soloist —
previously, another famous performer had
a similar honor, in 2023 it was Dimash
Kudaibergen. Originally, from Tulkubas,
located 70 kilometers from Shymkent,
Temirlan began his musical career by
sharing videos of his performances against
the backdrop of picturesque places,
which attracted the attention of a wide
audience. One of the key moments in
his career was the performance of the
national anthem of Kazakhstan in the
main square of Milan, which brought him
international recognition. In December
2024, Ratovich performed the national
anthem of Kazakhstan in Akorda,
emphasizing his contribution to the
popularization of Kazakh culture. Actively
using social media to promote his work, his
Instagram account has more than 140,000
followers, where he regularly shares his
musical compositions. Thus, Ratovich




successfully combines an online presence
with offline performances, contributing

to the popularization of Kazakh culture
both inside and outside the country. In
addition, it can be noted that algorithms
on the Yandex.Music, TikTok and Spotify
platforms allow Kazakhstani musicians
such as Imanbek to find an approach to

a global audience, and his track “Roses”
became a global hit, including through
effective promotion through the platform,
it should be noted that all this led the
musician to receive a Grammy. Grammy
is the most prestigious music award in

the music community, presented annually
by the American National Academy of
Recording Arts and Sciences (Wikipedia).
In fact, the existence of Grassroots projects
serves as a link between the official
creative environment of the country and its
«popular» manifestation. Being organically
connected, official and «independent»
creative associations feed each other and
interact, expanding the circle of people
involved in the development of creative
industries (Korneev 304).

A key aspect of the development of
creative industries and social media in
Kazakhstan in the digital age is their
integration with the rapidly developing
e-commerce sector. Facebook, Instagram,
TikTok and YouTube provide not only tools
for promoting creative content, but also
opportunities for monetization through
the sale of goods and services (See Fig. 1).
Today, the use of social media functions
and e-commerce elements is becoming

increasingly popular among representatives

of small and medium-sized businesses
in Kazakhstan. For example, fashion
designers, artisans, and artists are actively
implementing sales through social media,
expanding audience reach and reducing
costs through traditional marketing
channels.

An important aspect remains the
development of video content as the

dominant format in social media. According

to a Cisco study, back in 2022, 82% of all

The role of social media in creative industries

® Expanding the digital
audience

® Advertising and
marketing

= New sources of
meome

New content formats

Figure 1. The role of social media in creative
industries

Internet traffic was accounted for by video.
This creates additional opportunities for
representatives of creative industries in
Kazakhstan, such as cinematographers,
bloggers, animators, and video artists.
For example, the Kazakh animation
studio Bars Media has already achieved
significant success by creating national
content for children, which is promoted

through YouTube. This example shows how

a well-designed video promotion strategy
can promote the popularization of national
culture among the younger generation
(Serikkyzy et al. 191). At the same time,

it is important to pay attention to the
dynamics of the popularity of content types
(See Fig. 2).

DYNAMICS OF POPULARITY OF
CONTENT TYPES

—e—\ideo content —@—Podcasting —a—NFT art

2022 2023 2024 2025
Figure 2. Dynamics of popularity of content types

One of the problems limiting the
potential of interaction between creative
industries and social media is insufficient
infrastructural support. Despite
Kazakhstan’s significant progress in
digitalization, a number of regions of the
country still have trouble accessing high-
speed Internet, which limits opportunities
to participate in the digital economy.
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This problem is especially relevant for
representatives of the creative industries in
rural areas, who cannot fully take advantage
of social media to promote their creativity.
A comprehensive approach is required to
solve this problem, including increased
Internet access and training in digital skills.
To understand competition on social media,
researchers must examine the dynamics of
content popularity.

Another important aspect is the need to
develop multilingual content. Kazakhstan
is a multinational country where most of
the audience consists of Russian-speaking,
Kazakh-speaking, and English-speaking
users. However, the share of English-
language content in Kazakhstan’s creative
industries remains low, reducing their
competitiveness in the international arena.
Introducing multilingual strategies in social
media could help popularize Kazakhstani
creativity and attract a foreign audience.
For example, Kazakhstani artisans could
use platforms like Etsy to sell their wares
abroad if product information were available
in English.

The introduction of augmented reality
(AR) and virtual reality (VR) technologies
in the creative industries is also promising.
These technologies open new horizons
for interacting with the audience, creating
unique user experiences. For example,
developing applications using AR to
highlight national costumes or historical
reenactments could be a successful project
in tourism and education. The Kazakh IT
company TechGarden is already starting to
implement such solutions, demonstrating
the potential of technology for the creative
sector (Shilimbetova 54).

The problem of intellectual property
deserves special attention. In the digital
age, creative industries face challenges
related to online copyright protection.
Social media creates both opportunities
and threats for creative professionals. For
example, artists and designers who publish
their work publicly are often victims of
unauthorized copying of their content.

For example, artists and designers who
publish their work publicly often become
victims of copying their content without
consent. Policymakers must introduce
more effective mechanisms for protecting
intellectual property at both the national
and international legislative levels to solve
this problem.

An important initiative that can be
implemented in Kazakhstan is the creation
of incubators and accelerators to support
startups in the creative industries. These
structures could become a platform for
training, providing grants, and developing
projects integrating creative industries
with digital technologies. For example,
the creation of government programs to
support startups in the fields of AR and
VR, music production, digital design, and
animation would significantly accelerate the
industry’s development.

One of the key trends in the
development of creative industries
and social media in the digital age is
the introduction of new interaction
models based on the use of blockchain
technologies. A blockchain, as a
decentralized data storage system,
allows us to change the approach to
intellectual property protection and content
monetization radically. For representatives
of the creative industries of Kazakhstan,
this can become an innovative tool to
solve the problems of copyright and illegal
use of content. For example, artists and
designers who sell their work on global
digital platforms such as OpenSea and
Rarible actively use non-fungible token
(NFT) technologies. Kazakhstani artists,
including those working in digital art,
can enter the international market by
submitting their works as NFTs. This not
only expands the audience’s geography but
also allows the author to earn income from
each subsequent resale of the work, which
was previously impossible in traditional
conditions (UNDP in Kazakhstan).

Another promising area is the
development of artificial intelligence (Al)



in creative content generation. Modern
Al algorithms such as DALL-E, GPT,
and others can create images, text, and
even music, which changes the paradigm
of creativity. In Kazakhstan, the use of

Al in creative industries is still early, but
the potential for its use is enormous.

For example, in the advertising industry,
Al algorithms can analyze audience
preferences and create personalized
content that will be most effective for
promotion. Machine learning technologies
can also be used in music: based on the
analysis of national musical traditions,
new compositions can be created that
preserve elements of the Kazakh identity
but are adapted for a modern audience. At
the same time, it is important to consider
the trends of creative industries in social
networks (Table 2).

only popular, but also contribute to the
preservation of cultural heritage.
Additionally, it is worth noting that
one of the most important tasks is the
integration of creative industries and social
media into environmental initiatives.
Current trends in sustainable development
stimulate attention to environmental
issues, and creative industries can play
a leading role here. There is a growing
interest in eco-friendly fashion in
Kazakhstan, where designers use recycled
materials and introduce environmentally
friendly production methods. Social media
acts as platiorms for promoting such ideas,
drawing the attention of a wide audience to
the importance of responsible consumption.
For example, a Kazakhstani clothing brand
that promotes ecological fashion can use
social media to create videos showing the

Table 2. Social media trends of creative industries

Trend name Description Platform Examples
Video content The popularity of short | YouTube, TikTok, TikTok challenges,
and long format videos | Instagram YouTube podcasts

Artificial intelligence Content generation via

Instagram, YouTube, Al filters, Al-made art

Al TikTok

NFT and Web3 Putting digital assets up | Instagram, X, OpenSea | Selling digital art and
for sale music

Podcasting Podcast, video, story Spotify, Apple Podcasts, | TED Talks, Joe Rogan

YouTube Expereience

Note: the table was compiled by the author

Social media is also becoming an
important tool for creating and promoting
educational content related to the creative
industries. Platforms such as YouTube,
Instagram, and TikTok are already actively
used to distribute lessons on digital design,
video editing, photography, and other
creative areas. In Kazakhstan, there is a
possibility to expand this area through the
creation of localized educational platforms
or accounts that will take into account
the specifics of the national audience. For
example, workshops on Kazakh national
applied arts or on the use of traditional
motifs in modern design can become not

process of recycling materials and turning
them into stylish collections. This will not
only strengthen the brand’s image, but
also increase the audience’s awareness of
environmental issues.

Gamification can become an important
tool for the further development of creative
industries in Kazakhstan. Gamification,
or the introduction of game elements into
non-game processes, is actively used in
marketing, education, and even project
management. For example, the creation of
mobile applications with augmented reality
(AR) elements, where users can interact
with national monuments or historical
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figures of Kazakhstan, contributes not only
to the popularization of cultural heritage,
but also to the involvement of the audience
in the learning process. In social media,
gamification can be used to organize
interactive contests, quizzes, or challenges,
which will increase audience loyalty to
creative projects.

Another interesting opportunity for
the development of interaction between
the creative industries and social media
is collaboration with representatives of
international brands. Kazakhstan can
become a platform for joint projects that
bring together local designers, musicians
or directors with global companies. Such
collaborations not only contribute to the
globalization of Kazakhstani content, but
also allow us to adapt the best international
practices for the local market. For example,
a partnership between Kazakhstani
designers and international e-commerce
platforms such as Amazon Handmade can
be a catalyst for the growth of exports of
creative products.

[t is important to take into account
the social significance of the interaction
between creative industries and social
media. In the digital age, social media
has become not just a marketing tool, but
also a platform for expressing citizenship.
Creative industries in Kazakhstan can
use social media to draw attention to
social issues such as gender equality,
access to education, and support for local
communities. For example, the creation
of digital campaigns aimed at promoting
inclusivity and equal opportunities can
find a response among a wide audience,
increasing the social significance of creative
projects (UNDP in Kazakhstan).

Basic Provisions

Social media is an important factor in

the development of creative industries. It
provides a platform for promoting creative
content, expanding the audience, and
ensuring interaction with consumers.

These opportunities provide creative
industries with new channels to distribute
their products and services.

Technological changes impact the
formation of creative content. The
development of artificial intelligence, virtual
and augmented reality, and personalization
algorithms is changing the way content is
created and consumed. This leads to the
emergence of new formats (for example,
interactive videos and NFT art), which
transform traditional approaches to creative
activity.

The interaction of social media and
creative industries is constantly being
transformed, which requires further study
of new trends and their socio-economic
consequences. The digital environment
is developing dynamically, new platforms
are emerging, and content distribution
algorithms are changing. This affects
business models, cultural trends, and
audience behavior. Constant research and
analysis of the impact of social media on
the creative industry is needed to adapt to
these changes. These justifications reflect
the content of each result of our research
conducted.

Conclusion

The study showed that social media

plays a crucial role in developing creative
industries in Kazakhstan, providing

new opportunities for promotion and
monetization. To effectively use their
potential, it is necessary to increase digital
literacy, create educational programs

and develop government support focused
on digitalization. The synergy of creative
industries and social media in Kazakhstan
has enormous potential, but several
problems must be solved to realize it.
Among the key tasks are the improvement
of digital literacy among representatives
of the creative sector, the creation of
specialized educational programs, and

the development of government support
focused on digitalization. In addition, it



is important to consider the specifics of
national culture, which will make it possible
to distinguish Kazakhstani projects from
global competitors. An integrated approach
to the analysis and implementation of new
technologies in the creative industries can
significantly accelerate the process of their
integration into the digital economy and
increase Kazakhstan’s competitiveness in
the international arena.

Several recommendations can be made
to enhance the interaction between creative
industries and social media in Kazakhstan,
given the country’s ongoing digital
transformation.

1. It is essential to develop technological
infrastructure by improving and expanding
access to digital platiorms tailored to the
needs of the creative sector.
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2. Strengthening educational and
human resources is crucial; this includes
designing training programs to equip
creative industry professionals with digital
competencies.

3. It is important to support and expand
projects that promote national culture
in digital formats, thereby fostering the
visibility and appreciation of Kazakhstan’s
national identity.

4. Incentives such as government
grants and subsidies should be increased to
support creative initiatives.

5. Ethical standards and norms must be
established within the creative industries
and social media landscape. This effort
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to existing legislative acts to ensure
responsible and sustainable development.
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Mup3saes Ackap

Kazaxckas HaloHasbHast akajieMusi Xopeorpahuu
(Acrana, KasaxcraH)

Teprem6ait Kenxxerya

EBpasuiickuil HaunoHabublil ynusepeuter um. JI1. H. I'ymnnesa
(Acrana, Kasaxcran)

COUMANBbHBIE MEAUA U KPEATUBHbBIE MHAOYCTPUWU: COBPEMEHHDIE NMPOLLECCHI U
NEPCMNEKTUBbI B3AUMOOENCTBUSA B IMOXY LLUDPOBbIX TEXHOJIOTUN

AHHoTaums. VccnenoBaHne B3aMMOAENCTBUSA KPEATUBHbBIX MHAYCTPUIA U COLMANbHBIX Meaua B
KasaxcraHe B ycnoBusax uudpoBoii TpaHcdhopMaLmmn SBASETCS akTyanbHOW TeMO. AKTyallbHOCTb

TeMbl 06yc/I0BIEHA HEOOXOAMMOCTbIO MHTETPALMM KPEATUBHbIX OTpac/el B LMOPOBY 3KOHOMUKY

[N NOBbILIEHNS UX KOHKYPEHTOCMOCOOHOCTM M NMOMYNSpU3aLMKU HALMOHANbHOM KynbTypbl. OCHOBHas
Hay4yHas npobnema 3ak/t04aeTcs B HEAOCTATOYHOM M3yYEHHOCTM MEXAHW3MOB afanTaLMmn KpeaTUBHbIX
WHAYCTPUI K COLMANbHBIM Meana U LudpoBbIM TeXHONOTUAM. Llesb ucciedo8aHusi — BbISIBUTb KNOYEBbIE
TeHAEHUMK, NPO6AEMbI U BO3SMOXHOCTV B3aMMOAENCTBMS KPEATUBHBIX MHAYCTPUIA M COLMANbHBIX Meauna,
a TaKkxke NpeaioknTb peKoMeHaauum ana ux adhdekTmBHoro passutus B KasaxcraHe. Pasnuyxbie
MEeTOA0I0MMM BblNM MCNOIb30BaHbI AJ1S BCECTOPOHHErO aHanM3a B3anmMopaeincTBMs coumanbHbix ceTen

1 KpeaTUBHbIX OTpaciei. B ToM uncie B kayectBe OCHOBHbIX METOA0B MOXHO Ha3BaTb TEOPETUKO-
aHanUTUYeckuit Metos,. PaccMOTpeHbl OTeYECTBEHHbIE U 3apyDbexHble Hay4YHble TpyAbl MO AAHHOW

Teme. Kpome Toro, Cnosb30Bancs MeToq, KOMYECTBEHHOMO MCCNEA0BAHWS, [AE Pa3BUTUE KPEATUBHbIX
WHAYCTPUI BbIN0 NpeLCcTaBNeHO KONMMYECTBEHHbIMU NOKa3aTensMu. B pesynemame nccnenoBaHms
couuanbHble ceTy 6binn onpeneneHbl Kak OAMH U3 OCHOBHbIX (GAKTOPOB, CNOCOOCTBYIOLLMX PA3BUTUIO
TBOPYECKOM MHAYCTPMU. Mbl MPULLAK K BbIBOAY, YTO B KPEATUBHbIX MHAYCTPUAX HOBblE MPodeccum 1
MoZenu MOHeTU3aLMM1 UTrPatoT BAXKHYH posb B 0becneyeHnn 3KOHOMMYECKOW CTabUnbHOCTM TBOPYECKMUX
MHAYCTpUI. KpoMe Toro, MOXXHO YBMAETb, YTO TEXHONOTMYECKME U3MEHEHMS OKa3bIBatOT 6onbLIoe
B/IMSIHWE HA TBOPYECKMI KOHTEHT. Mbl MbITaNIUCh MOHATb 3aBUCMMOCTb M PUCKM MEXAY COLMANbHBIMU
CeTSMU U KpeaTMBHOM MHAYCTpUEN. B3aumMoaencTemne coumanbHbIX CETEN U KPeaTUBHbIX OTpacien
MOCTOSIHHO MEHSIETCS MO Mepe pa3BUTMS TEXHOMOMMIA, YTO NO3BONISET Bonee rnyboKo aHaNM3MPoBaTh
HOBblEe TEHAEHLMU, UHCTPYMEHTBI U UX COLMANbHO-IKOHOMMUYECKME NOCNEeACTBUS B ByAyLIMX
NcCnepoBaHusIX.

Knrouessie cnosa: kpeaTMBHble MHAYCTPUM, COLMANbHbIE MeAMA, LndpoBM3aLmMs, nnatdopma,
MOHeTU3aLus KOHTEHTA.

Ana yumupoeanus: Mup3aes, Ackap v Kerxxeryn Teprembaii. «CoumanbHble Meama 1 KpeaTuBHble
MHAYCTPUW: COBPEMEHHbIE MPOLLECChl M MEPCNEKTMBbLI B3aMMOLENCTBUS B 3NOXY LMMPOBbIX TEXHOMOTUM».
Central Asian Journal of Art Studies, . 10, N21, 2025, c. 261-276, DOI: 10.47940/cajas.v10i1.980

bnazodapHocmu: ABTOpbI BbIpaXakoT CBOK GnarofapHocTb peaakumm xypHana «Central Asian
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SOCIAL MEDIA AND CREATIVE INDUSTRIES: MODERN PROCESSES AND INTERACTION PROSPECTS IN THE
DIGITAL AGE

Mupsaes Ackap

Kaszax yaTTbiK Xopeorpadus akajeMHusichbl
(Acrana, Kazakcran)

Tepremo6ait Kenxxerya

JI.LH. I'ymusieB atbiuaarsl Eypasust yITThIK yHHBEPCUTETI
(Acrana, Kasakcran)

OJIEYMETTIK MEOWUA )KOHE KPEATUBTI UHAYCTPUANAP: ULUDPbIK O9YIPLAETI
3AMAHAYU NMPOLUECTEP MEH ©63APA oPEKETTECY NEPCMNEKTUBAJIAPbI

Anpartna. Lindpnbik TpaHchopMaums xaroanbiHaa KasakcraHaarbl KpeaTusTi MHAYCTpUanap

MEeH 3/IeyMeTTiK MeAMaHbIH 83apa iC-KMMbIIbIH 3epTTey 83eKTi Takbipbin 60biN Tabblnagbl.
TakbIpbINTbIH, ©3EKTiNiri KpeaTUBTi MHAYCTPUANapAbl 63cekere KabiNeTTiNIriH apTTbIpy XXaHe YATTbIK,
M3[EHMETTI TaHbIMan eTy MaKCaTbIHAA LMBPIIbIK SKOHOMUKAFA MHTErPaLMsANay KXKETTiNiriMeH
6aiinaHbIcTbl. Herisri fbinbiMm npobnema WwblFapMallbifblK CananaphblH, 91eyMeTTiKk Meama MeH
unMdpnblk TEXHONOrManapFa berimMaeny TeTiKTepiHiH XeTKINIKCi3 3epTTenyiHae xatblp. 3epmmeyoiH
Makcamsl — KpeaATUBTI MHAYCTPUSANAP MEH SNEYMETTIK MEAUAHbIH, ©3apa dpEeKEeTTeCYiHIH, Heri3ri
TeHAEeHUMANapbIH, npobnemManapbl MeH MyMKIHAKTEPiH aHbIKTay, COHAAM-aK, onapabl KasakcraHaa
TMiMAI LaMbITy O0WbIHLA YCbIHbICTAp 6epy 60nbin Tabblnaabl. ONeyMeTTiK Meana MeH LblFapMaLLbIbIK,
WHAYCTPUANApAbIH ©33apa SpeKETTECYIH XaH-KaKTbl Tanaay YLWiH apTypAai sficteMenep KonAaHbInabl.
Herisri adicmepdiH kaTapblHAA TEOPUANBIK XHE aHANUTUKANbIK, dAiCTi aTayFa 6onaabl. Ocbl TakpIpbIn
60MbIHLIA OTaHABIK XBHE LeTenaik FbinbiMu eHbekTep KapacTbipbinapbl. COHbIMEH KaTap, CaHAbIK 3epTTey
apici fe KonpaHbinabl. OHAA LWbIFAPMALLbIIbIK CananapAbliH AaMy AeHreinepi caHapblk KepceTkiwTep
ApKblIbl KepCeTingi. 3epTTey HaTUXKECIHAE NIeYMETTIK Xeninep LbFapMaLlblbIK, MHAYCTPUSHbIH,
[aMybIHa bIKMan eTeTiH Heri3ri dakTopnapabi, 6ipi peTiHae aHbikTanabl. LLbirapmalubinbik cananapaa
XaHa KacinTep MeH MOHEeTU3auua Mofenbaepi WhbiFapMallbliblK cananaphbliH 3KOHOMUKANbIK,
TYPaKTbINbIFbIH KAMTaMachl3 eTyAe MaHbI34bl pen aTkapadbl AereH KopbITbiHAbIFA Kengik. COHbIMEH
KaTap, TEXHONOTrUSbIK ©3repicTep LbFapMaLlbliblk, Ma3MyHFa YIKEH acep eTeTiHiH Kkepyre 6onanbl.
bi3 aneymeTTik MeaMa MeH LUblFapMaLLbIbIK MHAYCTPUS apacbiHAaFbl 6aiinaHbIC NeH Tayekenaepai
TYCiHYre TbIpbICTbIK. TEXHOMOMUS AaMbIFaH CalblH SNEYMETTIK Xeninep MeH LWbFapMallbliblK CananapablH,
©3apa 9PEKEeTTEeCTiri yHeMi e3repin oTbipaabl, 6yn 6onawak 3epTTeynepaeri xXaHa TeHaeHUuMaInapabl,
KYpanaapabl XXaHe oNnapblH a71eyMeTTiK-9KOHOMUKaNbIK CaNAapbiH TEPEHIpeK Tanaayfa MyMKIHAIK
6epepi.

Tyiiin ce30ep: KpeaTUBTI MHAYCTPUSNAP, dNeyMeTTIK Meauna, LudpaaHabipy, nnathopma, KOHTEHTTI
MOHeTM3auusnay.

Aaiiexce3 ywin: Mup3aes, Ackap xaHe KeHnxeryn Teprembaii. «9neymeTTik Meama xaHe KpeaTuBTi
UHAycTpuanap: umdpnbik Aayipaeri 3amMaHayu npoLectep MeH e3apa apeKkeTTecy nepcnekTMBanapbl».
Central Asian Journal of Art Studies, 7. 10, N21, 2025, 261-276 6., DOI: 10.47940/cajas.v10i1.980

Anroic: ABTopnap «Central Asian Journal of Art Studies» >KypHanbiHbIH, peaakLUMsaCcbiHa XaHe
peLieH3eHTTePre OCbl 3epTTeyre KbI3blFYLbIIbIK TaHbITKAHAAPbI YLLiH, COHAAN-aK, MaKanaHbl Xapusnay
6apbiCbIHOAFbI KEMEKTEPIH TUri3reHAepiHe e3 anfbiCTapbiH 6ingipes.
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ONbIH-CAYbIK
OPTAJIbIKTAPbIHIAFbI
PE)XUCCEP KbI3METIHIH,
3AMAHAYU 9ICTEPI

KycanoBa Anuna', Kocnaraposa Acem 2

12 Kasak y/ITTBIK KbI3ap MearorukabiK YHHBEPCHTET
(Anmarbl, Kazakcran)

Anpatna. Kasipri Koramza OMblH-CayblK OPTa/blKTapblHbIH, M3AEHM-AEManbIC 6aFnapnamanapbiH
YMbIMAACTbIPYAbIH, MaHbI3bl apTbin Keneai. boc yakbITTbl TMIMAI yMbIMAACTLIPY, MOAEHU KYHAbBINbIKTAPAbI
[LapinTey XaHe XaHa TEXHONOrUSNapAbl KONLaHY MaLEHU-AeMarbIC 6aFnapnamMmanapbl PeXMCCYpPachIHbIH,
6acTbl MiHAETTEpiHiH 6ipi 60nbIN TabbIabl. 3epmmeydiH MaKkcamel — OMbIH-CAYbIK, OPTaNIbIKTAPbIHAAFbI
M3AEeHU-LeManblC 6aFaapnamManapblH YMAbIMAACTbIPYAbIH TEOPUSNbIK, XXSHE 9AiCTEMENiK acnekTinepiH
3epaeney, 0napAblH KYpbUTbIMAbIK epeKLenikTepiH Tanaay XaHe TUiMAi YIMbIMAACTbIPY XONA3PbIH
yCbiHy. COHbIMEH KaTap, pexxuccepnepaiH Kacibu Ky3blpeTTiniriH apTTbipy XXaHe 3aMaHayu TaCinaepai
KONAAHYAbIH TUIMAINITIH aHbIKTAY [a 3epTTey MiHAETTepi KaTapblHAA KapacTblpbinagbl. 3epTTey
6apbiCbiHAA M3AEHU-AEeMaANbIC BaFaapiamManapblH YbIMAACTbIPYFa 6aiNaHbICTbl Fbl1biIMU 9aebueTTepre
LIONY JKacanzbl, COHAAM-aK AnMaThl KanacblHAAFbl OMbIH-CaYblK, OPTaNbIKTAPbIHAA MALEHU-AEMANbIC
6argapnamanapblH YMbIMAACTbIPY Taxipubeci 3epaenensi. OMbIH-CcaybIK, OpTaNbIKTapblHAAFbI M3AEHM
ic-luapanapfbl )Xocnapnay MeH eTKi3yAiH, KypblibIMAbIK €peKLenikTepi, 94icTepi MeH Kypanaapbl
KapacTblpbingbl. CoHAa-ak, MaAeHU-AeManblC 6aFaapaaManapbiHbiH, YMbIMAACTbIPYLIbI PEXUCCEPIHIH,
KbI3METI, OHbIH, LbIFapMaLUbIbIK XaHe BacKapyLUbINbIK peni TangaHAabl. 3epmmey Hamuxenepi OMbIH-
cayblk OpTa/bIKTAapbIHAAFbl MOAEHM-AEMaANbIC GaFaapnamanapbiHblH HEri3ri GyHKUMSANapbl pekpeawms,
6erimMpeny, 6anaHbIC, TY3€Ty XaHe LWbFapMallblblK AaMyAbl KAMTUTbIHbIH KepceTTi. barnapnamanapapl
YMbIMAACTbIPYAAFbl HETI3ri KaFuaanap — KBpePMEHHIH, Xac epeKLenikTepiH eckepy, UHHOBaLMSbIK,
apicTepAi KonaaHy, 3aMaHayu TeXHONOorUsAapabl NakaanaHy XaHe MaEHU-aFapTYLLbIIbIK,
KYHAbINbIKTAapAbl AambiTy. COHbIMEH KaTap, 3epTTey 6apbiCbiHAA PEXMCCePAiH, KaCibU Ky3bIpeTTiniri

MEH LUbIFapMaLUbl/bIK, KO3KapaCblHbIH MaAEHM-AeMabIC baFaapaamManapbiHblH, canacbiHa biKnan

€TeTiH Heri3ri GakTop eKeHi aHbIKTanabl. MafeHn-geMansic 6armapnaManapbiH TMIMAI yYMbIMAACTbIPY
pexwuccepnik webepnik neH 6ackapy kabineTiH Tanan etesi. OMbIH-caybIK, OpTa/biKTapbIHAAFbI MAAEHM
KbI3MET KepCEeTY CaNacblHbIH AaMybl KOFAMHbIH, PyXaHW KQXKETTiNIKTePiH KaHaFaTTaH4bIpyAa MaHbI3abl
pen atkapagbl. 3epTTey HaTUXenepi MaeHU-AeManbic 6aFnapaamManapbl PEXXUCCYPaCbIHbIH, TEOPUSbIK,
YKOHEe NpaKTUKabIK HEri3aepiH TepeHipek TyciHyre MyMKiHAik 6epegni. Conpan-ak, byn 3eprrey MafeHu-
[eManbIC CanacblHAA KbI3MET eTeTiH MaMaHAap YLWiH 34icTeMenik HYCKayNblK peTiHAe KonaaHyfa
60naTbIH TaXipMbenik YCbIHbICTapAbl YCbIHAAbI.
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Tyiiin ce30ep: MafeHU-TbIHbIFY XXYMbICbI, M3AEHU-AEMaNbIC BaFaapnamManapsbl, OMblH-CaybIK, OPTaNblFbl,
pexuccep, ic-lapa, 60c yakbIT, MOLEHWN AeMANbIC YIMbIMAACTbIPY.

Aaiiexce3 ywiH: KycaHoBa AHnna, AceM Kocnaraposa. «OnbIH-CayblK, OpTaNblKTapblHAAFbI peXMccep
KbI3METiHIH 3aMaHayu agictepi». Central Asian Journal of Art Studies, T.10,N2 1, 66. 277-296. DOI:

10.47940/cajas.v10i1.978

Asmopnap Komwaz6aHbiH COHFbI HYCKACbIH 0KbIN, MAKYAa0bl #aHe Myddenep KaluwbilbiFbl HOK

eKeHOieiH Manimoelioi.

Kipicne

XXI racbip — OyJ1 TeK 5KOHOMHUKAJIBIK
’KOHE dJIeyMEeTTIK e3repicrep J9yipi raHa
eMec, COHbIMEH KaTap MajieHHeT, OiliiM
Oepy KoHe eHep casiasapbiHIa KaPKbIHIbI
TpaHcopMalusiIap OpbiH aJbll XKaTKaH
yakbIT. byJ1 KeseH blrapmMallblIbIK
uiesiapiibit, 6actamasnap/pit xKoHe apTypJi
dJICYyMETTIK-MaJIeHH KaybIMIACTBIKTaP/IbIH,
©3apa 9peKeTTeCyiHiH KaHa KoJ1apblH
isneyimen cunatranasl. Kasipri samanrel
KOFaMHBIH JaMybIHa 00C YaKbITThl THiMJi
yHBIMIACTBIPY MaceJieci epeKlle MaHbl3Fa
ue GOJIbIT OThIP, OUTKEHI 0J1 aJAMHbIH XKEKe
JlaMyblHa, pyxaHu 6aloblHa KoHe MaJIeHH
aJleyMeTTeHyiHe biknas etefii. Ocbl Typrblia
AHUMALHANBIK KOHE PEXKUCCEPJTIK KbI3MET
MOJICHH - IeMaJIbIC dPEKETiHIH MaHbI3/1bI
OarbITTapbl peTiHae KeHiHEeH TapaJyia.
Pexxuccepitik Kbl3MeT MajIeHH xKoHe 6o¢
YaKbITThl YHBIMIACThIPY/IbIH, a2KbIpamac
6eJiri 606 Tabblab. OJ1 KOpepMeHre
9CTETUKAJIBIK J1933aT ChIIJIAI KaHa
KOFMaM, COHbIMEH KaTap oJ1ap/iblH OH-
OPICiH KeHEHTIIl, MOJICHH KOHE KOPKEMJIIK
KYH/IBIJIBIKTaP/bl HACHXATTayFa bIKIaJl
eTe/li. AHMMaLMs MeH pexKuccepatik
KbI3METTiH Oipiryi apKbljibl KOpepMeH e p/liH
KbI3BIFYLIBIJIBIFBIH aPTTBIPATBIH, ONapP/ibl
OeJICeHl TypJie OJIaHyFa »KoHe TaJllayFa
UTEepMeJICHTIH UHTEPAKTUBTI OHIMIEP
»KacaJsazibl. by Typrbiia pexxuccep

HIbIFAPMaLIbIJIbIK OHJIaybliH Mal1aaaHbIl,
ayIMTOPHUAHBIH 60C YaKbITbIH Ma3MyH/Ibl 9pi
THIM/I 6TKi3yre »Karnan xKacakpl.

Boc yakbIT KyOblIbIChIH 3epTTEreHIE,
OHbIH MOHI MEH aTKapaTblH KbI3MeTiHe
Kapam eKi Heri3ri Tocil KOJIaHblIATbIHbI
AHBIKTAJIIbL: (POPMALIUSIBIK 2KOHE
OPKEHHETTIK TYpFbLIap.

— DopmauusbIK TYprbl 60C YaKbITThl
OeJrisi 6ip KOFaMIbIK KYPbIJBIMHBIH
epeKLIeiKTepiHe COlKec KapacThlpbll,
TapHXH-9KOHOMHUKAJIbIK acleKTiie
CHUMAaTTaH/Ibl.

— OpKEHHETTIK TYPFbl OHbI dJICYMETTiK-
MOJIEHH oJIleMIep Heri3iHae TyCiHaipei.

Byua eki ycranbiM Gipin-6ipi
TOJIBIKTBIPBIT, 6OC YaKbITTbIH MaHbI3bIH
JKaH-2KaKThl alllyFa MyMKiHJiK Gepejii.

Erep 6oc yakbIT MaceJsieciHe Tapuxu
K63KapacreH Kapacak, 3KOHOMHUKAaJIbIK
TYPFBLIAH OJ1 2KYMbICLLBIHBIH, OHIiPiCTiK
MiHIETTepiHEH ThIC, (PU3HUONOTHUSIIBIK
JleMaJIblCKa apHaJIFaH yaKbIThbl peTiHIe
KapacTblpbliabl. AJl oJieyMeTTaHylblIap
OHbl aIAMHbIH, YKAH-KAKTbI dJI€yMETTiK
JlaMyblHa bIKNaJ eTeTiH pakTop peTiHie
geprreiini. Keil6ip seprreyuiinep 6oc
YaKbITThI TEK €HOEK MPOILECIHEH MYJIIe
0eJIeK, 1eMaJIbIC ITeH OFbIH-CaybIK Ke3eHi
Jien KaoblIIaibI.

[erennix rasbiMaap Oys Macesiere
OallIaHbICTbl « peKpeaJsiorus»

VFBIMBIH eHri3i. bys Tepmun 6oc



YaKbITTbl YUBIMAACTLIPY MEH OTKIi3Y/liH,
3aH/IBILIKTAPbIH, COHMAM -aK JieMaJlblC
Ke3iH/le alaMHbIH, [ICUXOJIOTHSIIbIK 2KOHE
(PU3HOMOTHUSAJIBIK KYII-KyaThlH KaJIblHA
KeJITipy 2KOJIIapbiH 3€PTTEHTIH JIeyMETTiK
FbIJIbIM CaJlachl peTiHjie cunaTTasaibl.

FanbiMpapabiy nikipaepine cyidene
OTBIpPbIMN, 60C yaKbIT — allaMHbIH
TMICHXOJIOTUSABIK - (PU3HOJTOTUSIIIBIK
pecypcTapbiH KaJllblHA KeJITipyre »KoHe
9JIEYMETTIK-Ma/ICHH JJaMybIHA bIKIaJl €TeTiH
AJIEYMETTIK YaKbITTbIH, MaHbI3/bl 60Jiri, —
JIeT TYKbIpbIMAayFa 60J1a/bl.

Pecetinik 3eprreyuii bopuc Tpery6os
60C yaKbITTbl « KAXKETTiJIiK» MeH
«ePIKTIIK» YFbIMIAPbIHBIH, AHAJEKTHKAJIbIK
6ipJiri petinjie Kapactbipabl (Tpery6oB).
OHbiH NiKipiHllle, Ke3 KeJireH afaMmHbiH 60¢
YaKbIThl YPbIC YHBIMIACTBIPBIIYbI THIC,
ce6ebi Oys1 — KaxeTTisik. Anaiina 6y
KAXKETTIJIKTI iCKe acbIpy alaMHbIH, 63 €Ki
MEH TaHJaybl HEri3iHe XKy3ere acybl Kepek.

Ocblnaiiia, «epikTiJlik» — ajaMHbIH
60C yaKbITbIH KaJ1all 6TKi3eTiHiH TaHaay
MYMKIiHZIr peTiHjie KapacTblpblica,
CKAKETTINK» — (DU3HOJIOTHSIIIBIK TYPFbIIaH
JilemaJy, YiblKTay, 03iH KyTy cekiijii Taburu
cypaHbicTapra »kayan 6epeni. SIruu,
aJIFALIKBIChl aIaMHbIH, 8JIEyMETTIK KbIPbIH
OeliHeJiece, eKiHLIiCci OHbIH OHOJIOTHSIJIBIK,
TaburatbiH cunatranibl. Ocbl Herizne 60c
YaKBITTBI 9JIEYMETTIK 2KaHe OMOJIOTHSAJIBIK
KaXKeTTiliK peTiHie KapacTblpyra 60Japl.

3eprreyui Yameken Tesernioa 6oc
YaKBITTbI YUBIMAACTBIPY/bl alaMHbIH
LIbIFAPMaLLBIJIbIK 2KOHE TYJFaJbIK JaMyblHA
BIKIAJ €TETiH MaHBI3/bI TPOLIECC PETiHIE
kapactbipabl (Teseniosa). OHbiH,
nikipiHiile, 60C yakbIT Te€K JeMaJiblC eMec,
COHBIMEH KaTap MaJeHH KYH/IBIJIBIKTaP/Ibl
Urepy, TYJIFaHbIH 9JIEyMETTIiK
HallslaHbICTapbIH KEHEHTY »KOHE 63iH-03i
JKETILPYH KypaJibl O0JIBbINT TaObLIabI.
An dpaniys rasbivbl Basile Michel 6oc
YaKbITTbl KOFAMHbIH SKOHOMHUKAJIbIK
JKOHE MOJICHH JlaMy IeHreiMEeH ThIFbI3
OalIaHbICThI KyObIJIbIC PETiH/IE CHITATTakIbI
(Basile Michel). Oubin natibiMaaybiiia,
60C yaKbITTbl THIMAi YHBIMIACTBIPY

3JIEYMETTIK KypPbIJbIMAAP/bIH HBIFAIObIHA,
TYJIFAHBIH 2KaH-2KaKTbl JaMyblHA »KoHE
KOFaM/IbIK KYH/IbIJIbIKTAP/IbIH, YPIaKTaH -
yprnakka OepistyiHe bIKnaJ eTefj.

Annmanys Tek ofblH-caybIK MeH
MaJIeHH-/IeMaJlblC caslachlH/a FaHa emMec,
Oislim Gepy ypaiciHae e MaHbI3AbI PeJi
aTkapajbl. by typrbia I'yinbmupa
Kacennin «ITenarorukaJ/ibik aHumarms »
eHOeri epekiiie MoHre ue (Kacen). Fanbim
neJarorukasblK aHUMaUUsHbl OisliM Oepy
MeH TapbuesieyiiH THiMi aficTepinin, 6ipi
peTtinze Kapactbipaabl. OHbIH MiKipiHiIe,
AHUMaLMAJIBIK aficTep Oasajap MeH
yKacTap/iblH lIbIFApMalIbIIbIK OeJICeH I H
APTTBIPBIMN, OJapAbIH KOMMYHHKATHBTIK
JlaFblJIapbIH 1aMbITYFa bIKMaJ €Te/l].
CoHbIMeH KaTap, neiarorukaJblk aHuMalus
apKbLJIbl OKbITY yepici KbI3bIKTbI 9pi
HaTHKeJli Oosa Tyceli, cebebi o1 OlbIH
JKOHE MHTEPAKTUBTI 9liCTeP/Li KOJIAHY/ 1bl
KO3IeHI.

Kasipri yaknitTra Kazakcranna
AHUMALMSIJIBIK YKOHE pexKUccepJlik
KBI3METTiH KeHiHEH TapaJybl MoJIeHH -
JleMadiblc 6araapamanapbiHbIH,
MaHbI3/IbLIBIFbIH apTThipa Tycye. by
KbI3MET TypJiepi TypJli 8JIeyMETTiK
TonTap/biH 60C yaKbITbIH THIMI
yibIMIACTbIPYFa, OJ1ap/blH LblFapMallblIbIK,
3JICYETiH allyFa XKoHe MaJIEHH KapbIM-
KaTblHACTaP/bl HbIFAATyFa MyMKIHIK
oepeni. Jlemek, 60C yakbITThl YHBIMIACTbIPY
— aJlaMHbIH KYH/IEJIIKTi 6MipiHiH MaHbI3/Ibl
Kypamzaac OeJliri FaHa eMec, COHbIMEH KaTap
OHBbIH, 9J1EYMETTiK-M9JICHU I1aMYbIHbIH HETi3i.

Boc yakpiT — GyJ/1 alaMHbIH KaCiOH 2KoHe
TYPMBICTBIK MiHIETTEP/CH ThIC XKy3ere
ACBIPATbIH iC-9peKeTi, OHbIH KOMETiMeH 0J1
63iHiH XKYMbICKA KaOiNeTTi/IirH KaJblHa
KeJITipiM, Herisri eHOeK KbI3MEeTiHEeH ThIC
JAFAbLIAP MeH KAaOiJeTTepiH 1aMbITalbl.

Harbi3 60c yaKbITTbIH 6aCThl MOHi
— ©3iHe YHaHUTBIH icTepre KoHiJ 6eJy,
KAXKeTCI3 9peKeTTePAEH apbllblll, Nal1aJlbl
9pi Ma3MyHIbI icTEpre Hasap ayjaapy.
bananap men xacecnipimaep yiin 60c
YaKbIT — 0J1ap/iblH KaH-KaKTbl laMybIH
KAMTaMacChI3 €TETiH MarbIHAJbl KOHE
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OPTYPJIi ic-1Iapasiapra ToJibl ©Mip CaJIThIHbIH,
6ip 6eJiiri 60JybI THIC.

Epecekrepin MojieHH 60C yaKbIThIH
YHABIMAACTBIPY/IbIH €peKIIeNTiKTepiHe
JKOFapbl ICHIeHIeTi MaJICHH - TEXHHKAJIBbIK,
KaMTamachl3 eTy, 3aMaHayu TeXHOJIOrHslIap
MeH 00C YaKbITThl OTKi3y/liH HHHOBALHUSJIBIK
TACIIIEPiH KOJIIAHY, SCTeTHKAJIbIK
TYPFbllaH GaUbITbIIFAH KEHICTIK KypY »KoHe
HIBIFAPMAUIBLIBIK dJIEYETTi JAMBITYFa bIKIAJ
©TETiH »KOFapbl KOPKEM/IK Ma3MyHIAFrbl ic-
uiapaJgapjibl YAbIMAACTBIPY 2KaTajbl.

Ocbl 3epTTEY asiChIHIA aHUMAIUATBIK
JKOHE perKUccepJliK KbI3MEeTTiH MOJCHH -
JleMaJlbIC caJlacbiHarbl peJliH, OHbIH,

Kasipri KoFaMJarbl MaHbI3/IbIJIbIFBIH YKOHE
60C yaKbITTbl YUBIMAACTBIPYAAFbI THIMIL
d/IiCTePiH TaJlayra Ha3ap ayaapbliajibl.

daictep

Exxeanri ['petnsina 60¢ yakbITTh
YHABIMIACTBIPY YFbIMbI < MEKTEI» CO3iMEH
cUnaTtTajsral. YakbiT oTe KeJie Gyl
VFBIMHBIH Ma3MYHbI €3repill, Kasipri
KoFamja «00C yaKbITTbl YHbIMIACTBIPY »
tepmuHiMen 6enriii 6osbl (I'.Heuenxo,
[.OpsoB, b.Tpery6oB). Byrinri tanja
60C yaKbITTbl THiMJLI MaiiajlaHy MOJIEHH -
JieMaJibIC KbI3METiMEeH ThIFbI3 6alJIaHbICThI,
acipece OHbIH-CaybIK OpTaJbIKTapbIHIA
yUbIMIACTBIPbLIATBIH GaFaapaamasnap
1ieHOepiH/e MaHpbI3/Ibl OPbIH AJ1aAJIbI.

Boc yakbITThl THIMI 2KOCTIApJIAY —
OyJ1 TeK ieMaJIbICThl YABIMAACTBIPY FaHa
eMecC, COHbIMEH KaTtap TYJIFAaHbIH PyXaHH
YKoHe PU3UKAJIBIK KAXKETTIJIKTePiH
KaHaraTTaHIbIpyra OarbiTTaslFaH ic-
apekertep KetieHi. OHbIH-caybIK
OpTaJIbIKTapbIHBIH MOJICHH OaraapJ/aMaliapbl
LIbIFAPMaLbIIBIK TOCI/IIEP MEH
pekuccepdliK WeOepaIiKTi Tanamn eTej.
MyHnpail 6arnapjaMalapibiH canacel
OJIap/IblH Ma3MyHbl, CTETHKAJIbIK 2KoHe
KOFaMJIbIK MaHi, COHJIali-aK ayuTOpHUsIFa
THTi3eTiH 9cepiMeH aHbIKTaJlalbl.

MapieHu-nemasbic 6araapaamanapbiHbiH,
Heri3ri Kypbl/bIMbl:

OfibIH-caybIK OpTaJbIKTapbiHaa

VABIMAACTBIPBIIATBIH OarnapJaamaJgap
OipHelie 6arbIT GOKbIHILA XKy3ere
acblpblIajibl:

1. KoramabIK- 1IbIFapMallibLIbIK
KbI3MET — MOJICHH iC-11apaJjiap, KOpKeMIiK
KOMBLIbIMIAP MEH KpeaTHBTi »k006aJiap/ibl
YHBIMIACTBIPY.

2. TaHbIMIIbIK-aFapTyLIbLIbIK OAFbIT
— 971e0u LIbIFapMaJslapMeH TaHbICY,
TeaTpJIaHAbIPbIIIFAH KepiHicTep, AePeKTi
»KoHe KopKeM (pUIbMIEPi Tasay.

3. Pexpeauusisibik ic-mapagap —
CIIOPTTBIK OHBIHAAP, KOHIJ KeTepy
OarnapJsiamaJgiapbl, MHTEPaKTHBTI
lioyJiap MeH JieMaJiblcKa apHaJiraH TypJi
(opmarTarsl ic-1apanap.

By.s1 6arbiTTap MajieHU-IeMadibiC
OaraapJ/amasapbl pexkuccepJepitin
LIbIFApMaLIBLIBIK KbI3METIH 2KOCTIapJayaa
MaHbI3bl 6aFaap OOJbIN TaObIIA/bI.

XX racblpabiH 70-Kbliiapbl
Makcum Byuikanel 60¢ yakbITThl
THIMAI YABIMIACTBIPY MaceJseciHe Ha3ap
ayJlapblIl, OHbIH TYPJli KbI3METTepiH
allkbiHaaraH. Kasipri yakbITTa ofbIH-
cayblK OpTaJIbIKTapblH1a MAJICHH - 1eMaJIbIC
OarnapJsamaJsiapbli yibIMIACTbIPY
OapbICbIH/IA OChl KaruaaJsap KeHiHeH
KOJIIAHbLIAa b

— Hemasbic hyHKIHUSACH —

KeJlyLiJie piiH, SMOLHOHAJIBIK 2KoHe
(bU3MKaJBIK 2KaFIaibIH 2KaKcapTy YIlIiH
KOJIalJIbl OPTaHbl KAMTAMACHI3 €TY.

— barbITTaylib! KbIamMeT —
caJjiayaTTbl eMip CaJITbIH HacHxaTTay,
MO/ICHH - 9CTETHKAJIbIK KYH/IbIJIbIKTapFa
KbI3bIFYLUBIIBIKTBI apPTTHIPY.

— LbIFapMallblIbIK 1AMy — TYJFaHbIH
03iH/IiK Kab1eTTePiH JaMbITyFa XKoHe
LIblFAPMAaLLbLJIbIK 9J1€YEeTiH alllyFa MyMKiH/IK
oepy.

— TaHbIMABIK 2KoHE IMOLMOHAJIBIK,
JlaMy — ayIMTOPHAFa UHTEJIIEKTyaJ/Ibl,
ICTETUKAJIbIK KOHE PyXaHH JaMyFa
OarbITTaJIFaH ic-1apaJsapibl YChIHY.

OfibIH-cayblK OpTa/bIKTapbiHAA
YHBIMAACTBIPBIIATBIH MAICHU -IeMaJlbIC
HarnapJaamaJsapblHbIH THIMALIICH
APTTBIPY YLLiH FbIIBIMU-3€PTTEY 9licTepi
KoJitanblaazpl. Onap ayiuTopusiHbIH,



KAKETTIJIKTEPiH 3epTTeyre, ic-1apajapibiy
Ma3MYHBIH KETiJLipyre »KoHe canacbiH
»KakcapTyra OarbITTaJlFaH:

— baiikay onici — kenyuiinepain
MaJIcHH DariapJJamaJsapra KaTblcy ICHreHiH
Hakpliay.

— CayaJsiHama »Kypri3y — ayJAMTOPHUSIHBIH,
MJICHH -/IEeMAJIbIC iC-1l1apajiapblHa ereH
KbI3bIFYLUBIIBIFbIH aHBIKTAY.

— Kontenr-rannay — ic-wapanap/ipit,
Ma3MYHJIbIK €PeKILIeiKTepiH 3epTTey.

— DKCIepUMEHT dJlici — »KaHa MOJIeHU -
JeMadibic 6araapjamanapbit CblHaKTaH
OTKi3y.

— 3epTXxaHaJjblK djlicTep — UHTePaKTUBTI
TeXHOJIOTHUsIIap/ibl MAJIEHU - IeMaJIbIC
OarnapJjamaJsiapbiHa eHTi3y/liH acepiH
Oarasnay.

FeuibiMu-3eptTey oficTepiHiy,
KOJIIAHBLTYbl OMBIH-CaybIK
OpTaJIbIKTapbIHbIH, OariapJ/aMaliapbiH
JKETUIIPYTe 2KoHe 0J1ap/iblH Ma3MYHbIH
ayJIMTOPUSHBIH, CYpaHbIChIHA
coliKecTeHJipyre MyMKiH/iK Gepei.

OfibIH-caybIK OpTabIKTapbIHbIH
MaJICHH-IeMaJblc OaFnapiaamaJsapbliH
yiBIMIACTBIPY — KelleH/i WbIFapMallbl/IbIK
JKOHE 9JIeyMeTTiK MaHbI3/ibl rpotece. OHbIH
THIMJJITT FBIJIBIMH HETi3Ie/INeH aicTepre,
perkKHccepdliK LWelliMaepre XKaoHe ayuTopHs
cypaHbICTapbiHa OelimMaenrer MoJIeHU!
ic-uapanapra GaiianbicTbl. COHIBIKTaH
MaJIeHH -/leMaJiblc OaFnapJaamaJsapbiy
VUBIMIACTBIPYIA KELIEeHIi 9liCcTepi KOJIaHy
JKOHE FBINIBIMU 3€PTTeyJIePiH HOTHKEePiH
eCKepy MaHbI3/Ibl.

MaoieHu-nemasbic 6arnapaamanapbiy
YHBIMIAACTBIPYA PEKUCCEPAIH, poJli
MaHbI3/Ibl, ce6ebi o1 HaraapaaMaHbiH,
Ma3MyHbIH, (hopMachiH, djlicTepi MeH
KypaJlapblH XKeTiAipyre KoHe 1aMbITyFa
»KayanTbl. ByJ1 Typrbiia apTypii FblJIbIMHA
3epTTEYJIEP/LiH HOTHKEJIEPIH €CKEePY KaxKeT.

Adrian Lubowiecki-Vikuk esinin
«Generational Cohorts Analysis in
Leisure» atThl eHOETiHE OPTYPJI
ypriakTap/ibiH 60C YaKbITThl 6TKi3y
epekiiesikTepin Taaaaibl. O
yprakrap apacblHiarbl 60C yaKbITThl

OTKi3yre JIereH Ko3KapacTap MeH MiHe3-
KYJIBIKTAFbl 2l blpMallblIBIKTaPb]
3eprrel, OyJ1 alblpMallbLIbIKTAP/Ibl TYCiHY
MeHepKepJsiepre 00C yakbIT HApbIFbIH/A
OHIMIIep MEH KbISMETTEP/i a3ipJieye
VPIAKTbIK 9PTYPJIJIIKTI eCKepyre MyMKiHiK
6epetinin atan eteni (Adrian).

Jiaying Lyu, Huan Huang »xone
Liang Hu «Leisure education and
social capital: The case of university
programmes for older adults in China»
atThl 3epTTeyinae Kpitailiarbl erje kactarbl
aZlaMJIapra apHaJiFaH YHUBEPCUTETTIK
OarnapJsamaJsiapiiblH, 8/Je€yMeTTiK KalnuTaJibl
JIaMbITy/Iarbl ocepin 3eprreini (Jiaying).
Ousap 60¢ yaKbITThbl YHBIMAACTBIPY/BIH
6isim Oepy GarnapaaMasaphbl erjie KacTarbl
azlaMIap/ibiH dJ1eyMeTTiK HGalylaHbICTapbiH
HBIFAUTYFa 2KoHE OJ1ap/bIH, KOFaMIaFbl
OeJICeHIIITiH apTThIpyFa bIKNaJ eTeTiHiH
aHbIKTa/lbI.

By 3eprTeysep MoeHH-1eMalIbIC
HarnapJjamaJsapbii a3ipJey xKoHe icKe
acblpy KesiHje ayIuTOPHSIHbIH 2Kac
€peKILIeJIKTEPiH, 0J1ap/bIH 60C YaKbITThI
OTKi3yre JIereH Ke3KapacTapblH KoHe
JJIeyMETTiK OalJiaHbICTapbIH €CKepy
KaXKeTTirin kepceresi. PexxuccepJsiep
6yJ1 hakTopsIap/ibl HAa3apra asa OThIpHI,
HarnapaamaapabiH, THIMIJITH apTThIPbII,
KATbICYLLbIIAP/AbIH, KAXKETTiJIIKTepiHe
COMKeC KeJIETiH ic-1apaJapibl
yilbIMaacTbipa anajibl. MaeHu-1emaJblc
OarnapJaamaJsapbiH YHbIMIACTBIPY/A
PEXKUCCEP/iH PeJli MEH MIHACTTEPIH TYCiHY
VLLIH KeJieci FalbIMIAp/IblH eHOeKTepiHe
Hasap ayznapyra 6oJsanbl:

Tarbsana Kucesena xxone [Opuii
KpacuibHukoB e3nepinin «9eymeTTiK-
MOJICHH KBISMET» aTThl OKY KypaJibIH/a
9JICYMETTIK-MOEHH KbI3METTiH TEOPHUSJIBIK
JKOHE MPAKTUKAJIBIK ACMEKTiJePiH
Kapactbipazbl. OJiap MoJieHH -IeMaJbIC
OarnapJsiamaJsiapblH YHbIMAACTBIPY/bIH,
gnictepi MeH hopmaJsiapbiH Tasaarn,
peXKUCCeP/iH, IbIFAPMALIBIIBIK KOHE
YHBIMAACTBIPYLLBIIBIK KBIBMETiHiH
MaHbI3/IbLIBIFBIH aTan oTeji (Kucenesa,
KpacusibHukoB).
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Anbdusi EMGeprenosa :xone Canunsi
KaonueBa «3amanayu Kazakcranubik
TeaTpaJsiblK pexKUCCypaiarbl KpeaTUBTIK
TOCI/IIEp MEH IJIACTHKAJIBIK LIeLiMIep»
aTTbl MaKaJlaCblHJa Ka3ipri Ka3akcTaHIbIK
TeATp PEKUCCYPACBIHAAFHI LIBIFAPMALIBIIBIK
QMliCTEP MEH IMJIACTUKAJIBIK LIeLiMIe P/
seprreiini (Em6eprenona, Ka6nuena).
Ousiap pexkuccepiin MoJIeHU -IeMaJIbIC
OarnapJsiamaJsiapblH YHBIMIACTBIPYIAFbI
UHHOBAUMSJIbIK TOCIIAEPiH TaJKbLIANIbI.

Bys en6exrep mosieHU-1eMaliblic
OarnapJ/siaMmaJsiapbiH YHBIMAACTHIPY/IAFhI
PEeXKUCCEPAIH POJIiH TePEHIpeK TyCiHyre
»K9HE OChI CaJIaJIaFbl 3aMaHayH djlicTep MeH
TOCIJLIEP/i MEHIepyre KOMeKTeCe/i.

MikipTanac HeMece Tankbinay

Kagipri Tanaa 60¢ yakbITThbl YHBIMAACTBIPY
JKEKE TYJIFAHbIH ©3iH-631 1aMbITybl MEH
03iH-63i 6aFrasayblHIa MaHbI3bl POJI
atkapajbl. OJ1 alaMHbIH KaOijeTTepin
JKeTILipyre, pyXaHH »KoHe MOJICHH 1aMy
JIeHreiiH apTThIpyra MyMKiHaiK Oepeni. boc
YaKbITTBIH 9J1€yMeTTiK-MaJIEHH PoJli TypaJibl
3epTTeyJiep/ie OHbI TeK AeMaJbIC peTiHe
emec, TYJIFaHbIH LlIbIFapMallbl/IbIK dJeyeTiH
JIAMBITY ME€H KOFaMbIK KyHABIJIBIKTaP/bI
Urepy KypaJsbl peTiHae KapacTblpapl.
HMpuna Kyniiosa 3 enpekrepinze
HIbIFApPMaLIBIIBIK HHIYCTPHSIapAbIH
KOraMJarbl COLIMUOMAIEHU KeHiCTiKTI
KaJIbINTaCThIPY/IaFbl MAHbBI3bIH aTarn
kepcereni (Kynuosa). Os 60¢ yakbITThbIH
TeK 2KeKe eMaJlbIC eMec, COHbIMeH Oipre
TYJIFAHBIH [IbIFAPMalLbIBIK OeJICEeH/IIri
MEH 63iH-63i XKy3ere acblpyblHa MYMKiHJIiK
OepeTiH KyHesi KyOblIbIC €KeHiH alTafibl.
OnbIH niKipiHiie, 60C yakbIT KypblJIbIMbIH/A
M/EHH - LIbIFa pMaLUbIILIK HHIyCTPHSIAP
MaHbI3/Ibl OPbIH aJIafibl, OUTKEHI 0J1ap
KOFaM/IbIK JaMyFa bIKI1aJl eTill, 9/JIeyMeTTiK-
MOJICHH MPOLECTEPA KaHAHABIPAbI.
By.1 Ty2KbIpbIM 60C YaKbITTbIH, TYJIFaHbIH
dJIeyMeTTiK opTara 6edimaenyi MeH MaJICHH
KYH/IbLIBIKTap/ibl MEHIepyiHe bIKaJl
€TEeTiHIH KepceTe.

Tarbsina JKykoBa 60¢ yakbITThI
9JIEYMETTIK MHCTHTYTTap apKblJibl
KApacCTbIPbIIl, OHbIH 2KacoCHipiMaepai
aJIeyMeTTeHAipyAeri poeJiiH Taaaakiibl
(PKykoBa). Ot 60C yaKbIT KbI3METiH TEK
YaKbIT OTKi3y hopMackl emec, Koramja
KaJbINTAaCKaH MdJIEHH HOpMaJiap MeH
KYH/BLIBIKTap/ibl MEHIepy MeXaHH3Mi
petinne cunatraiapl. OHbIH MiKipiHile,
00C yaKbIT KypbIIBIMbI TYJFAHbIH 63iH-

631 1aMbITybIHA, 3JI€yMETTIK OpTaMeH
KapbIM-KATbIHAC 2KacayblHa, KaHa Oijlim
MEH JIaFblaap UrepyiHe bIKnaJg eTeqi.
Bys keskapac 60¢ yakbITTbIH TYJIFaHbIH
MOJIEHH KOHE dJIeyMEeTTiK KaluTaJblH
KAJIbINTACThIPY/IaFbl MAHBI3BIH KOPCETE/.

Oy6akip PaxumoB 63 3epTTeyiepine
pexkuccepdiik webepJiik neH MoJeHH ic-
11apaJsiap/ibl YUbIMAACTBIPYIBIH d/liCHAMaJbIK
acrnekTijiepin kapactbipajbl (Paxumon).
Ou1 60C yaKbITTbl THIMJL YIBIMIACTBIPY
YLIH pexKuccepalik KabiJeTTepiH,
MaHBbI3/bIIBIFBIH aTal eTill, CLIeHaPUIJIIK
JAFIbLIAP/IbL IAMbITY KAXKETTiJliriH
kepceresni. OHbIH MiKipiHile, 60C yaKbIT
OarnapJsiamaJsiapblH yibIMAACTBIPY/A
pekuccep — azaMaTThIK YCTaHbIMbI
Oap, LWbIFapMallbIbIK K63Kapachl KeH,
TyJra 60Jybl THiC. By 0it 60C yaKbITThbIH,
VHUBIMIACTBIPYLLIbIBIK ACMEKTiepiHe
OarbITTaJIbIIN, MAJICHH iC-1IapaJjapabl THiM/I
JKy3ere acblpy »K0J11apblH alKbIHAANbI.
3eprrey Heriginae 6i3 olbIH caybIK
OpTaJILIKTaPbIHBIH MJIEHH JIEMaJIbIC
OarnapJjaamaJsapbl pexKUCCePiHiH KbI3METiH
yibIMaAACTHIPY (opMasiapbiH »Kyiiesern,
KypactbipabiK (1-kecre). byn dpopmanap
peKHUCCEPJIiK JKYMBICTBIH, KYPbIJIbIMbIH
aHbIKTaI, OHbIH YABIMAACTBIPYLIBIJBIK
JKoHE UIbIFApMaUIbLIbIK aCMEKTIJIEPiH
alKbIHAAHBI.

Aran aiiTkanna, TakblpPbINTbIK LI0Y-
6arnapaamagap, hecTuBaIbIap MeH
KOHKypCTap, MacTep-KJjacrap MeH
BOPKLLIONTAP, UHTEPAKTUBTI OUbIHAAD MEH
KBECTTEP, My3bIKaJIbIK KoHe O KellTepi,
COHJ1al-aK TaHbIMJIbIK-MJICHH ic-11apaJap
CHSIKTBI hopMaJsiap KapacTblpblibl. Opoip
(hopMa KepepMeHHiH »Kac epeKIleJiri MeH



KbI3bIFYLIbLIbIFbIHA Call OeHimMaeJin, OUbIH-
cayblK OpPTaJIbIKTapbIHbIH, MOJICHH KbI3METiH
KeHeHTyre GarbiTTaslFaH.

By.1 2xyfiesieHreH KyphlbiM pexkuccepiH,
LIbIFAPMAaLLbLIbIK MYMKIHUKTEPiH THIMA
naunasanyra, opTypdii ayAMTOPHUSIFA
JIAUBIKTBI OaFIapaaManap asipJaeyre
JKOHE MOJICHH - 1eMaJIbIC HHILYCTPHSACHIH
JaMbITyra biknaJg etei. CoHbIMeH KaTap,
YUBIMACTBIPY (hopMasiapbIHbIH ajlyaH
TYPJIJIITT KepepMeHAePAi TapTYAbIH XKaHa
TOCi/IIepiH eHridyre MyMKiHAiK 6epei.
Ochlnaiiiia, MoieHn GarnapaamasapibiH,
carnachbl apTblll, OHbIH-CaybIK
opTaJibIKTapbIHbIH 6aceKkere KabiaeTTiiri
KyLIeHes;.

01

TaKuIpLINTLIK
Lo

y-
Garpapnamanap

OUibIH CAYBIK,
OPTANBIKTAPBIHbIH,
M3AEH AEMABIC
. BAFAAPNAMATNAPBI
APEXMCCEPTHIH, KbISMETI

¥NBIMAACTbIPY
GOPMA/APBI

WHTepakTweTi
oiibiHAap MeH
KBECTTEp

Cyper 1. OiiblH cayblK OpTaJIbIKTaPbIHbIH MOJIEHH
JieMaJibic 6araapJaaMalapbl pexuccepinii KbI3aMeTiH
yHBIMIACTBIPY hopMasiapbl

Boc yakbITTbIH a/1eyMeTTiK-Ma/IeHH!
(hyHKIMSIAPBIH YIII Heri3ri 6arbITTa
KapacThIpyra O0JIafibl:

PekpeausiyibiK (yHKILHS IeHCaYbIK
MeH MCHXOJIOTHSIJIBIK TYPAKTBIIbIKTbI
cakTay yiIiH (pU3HKaJbIK }KOHE IMOIUAIBIK
JIeMaJIbICThbl KAMTH/bI.

KeHin koTepy dyHKUMSCH — KaFbIMIbI
IMOLMANIAP KAJBINTACTBIPY, MCHXOJOTUSAJBIK
JKYKTEMEHi a3alTy, agamaap apacbiHAarbl
KapbIM-KaTbIHACTbI HbIFANTY.

Pyxann-monenu namy hyHKIHSACH —
MOJICHHET IeH eHe P/ Hrepy, TYJIFaHbIH 63iH-
031 KeTIIPYi, WblFAapMALLbLIbIK 9J1€YyeTiH
JIAMBITY.

Boc yakbITThI yiibIMaACThIpY1a
CUEHAPUHJIIK WIbIFapMaLLbl/IbIK TTeH OHbIH
anicTepinin opHbl epekuie. OlbIH TypJepi
TYJIFAHbIH TAHBIMJIBIK, 9JIEYMETTIK XKoHe
LIbIFapMallbI/IbIK KaOiJIeTTepiH JaMbITyFa
OarbiTTasFad. bys Typrbiia MblHaHIAH OfbIH
OarnapJsiamaJsiapblH atar eTyre OoJajbl:

TanbiMaBIK OfibIHAAD

Peuiniik ofibiHaap

OTt6achlbIK ORBIHAAP

Konkypc oiibiHaaph!

Casixat ofibIHaapbI

OfibIH-9KCKypeusiiap

CueHapuisiik oibIHIAP

ConbiMeH KaTap, MaJieHH-6GyKapaJbIK ic-
LapaJiapibl YHbIMIACTBIPYAA THIMII 9ficTep
KoJlaHbli1azbl. bykapadbik ic-uapagap
6eJrini 6ip TaKbIPbINKA HETi3/1eJareH
HarnapJsamagapibl KaMTbIT, aamMaap/biH
KOFaMJIbIK GeJICeH/IiIrH apTThIpaibl.
Mynnaii ic-1mapanap KoramibIK-casicu,
MoJleHH-OyKapaJiblK, CIOPTTHIK OMbIH-CaybIK
»KoHe Jlinu pacimaepre 6eoinesi. Onapabiy
YHBIMIACTBIPBIIYbI aYIUTOPHUSIHBIH, 2Kac
epexliesiKTepiHe, KbI3bIFYLIbIILIKTAPbIHA
JKOHE dJICYMETTIK KaXKeTTiJIIKTepiHe Kapan
»KOCMapJaHaibl.

OfibIH-caybIK OpTabIKTapbIHAAFbI
MoJICHH JleMaJiblc OaFnapaamasapbl
pexkuccepiHi KbiameTi GipHellle 6arbITTa
JKY3€re acblpblIa/bl:

Barnapiamadbik yiibiMaacTbipy
— MepeKeJliK KoHe aHUMAaLHSIIbIK,
OarnapJsamaJsapel a3ipJey,
LIbIFapMaLbI/IbIK HeAIapbl 1aMbITY.

TexHuKasbIK yibIMIACTBIPY — CaxHAJbIK
Oe3eHmipy, AbIObIC MeH XKapblK KyHeCiH
yiJIeCTipy, OHJIaUH-TPaHCISLUAIAP
VHABIMIACTBIPY.

AynuTopusiMeH KymbIC —
KepepMEH/IEPMEH HHTEPAKTHBTI KapbIM-
KaTblHAC OPHATY, LWbIFapMallbl/bIK
aTMocepa KaJblnTacThipy.

Mejma »koHe KapHama Kbl3MeTi —
9JIEYMETTIK 2KeJliJiep apKbl/ibl ayJIUTOPUSIMEH
OalilaHbIC OPHATY, MMHJLK KAJbINTACTBIPY.

KopbITbiHbIaK Kesie, 60C yaKbITThIH
KYPbIJIBIMBIK YHBIMAACTbIPbIIYbI OHbIH
TYJIFAJIbIK YKOHE 9JIeYMETTiK aMyra
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bIKIaJIbIH Kylle#Tesi. boc yakpITThiH,
MO/ICHH KoHEe LIbIFapMallbl/IbIK
UHIlyCTpUsiiapMeH OaijlaHblCbl KOFaMHbIH,
PYXaHHU AaMybIHa, TYJIFAHbIH a/IeyMeTTeHYyiHe
JKOHE LLIbIFapMalLblIbIK dJ1eyeTiH icKe
achlpyblHa MYMKIiHZIK Oepei.

HaTtuxenep

Monenu-06yKapaJblK ic-1apaJsap/ibl
MOJICHH -IeMaJlbIC 2KoHEe aKMapaTThIK-
arapTyUbLIBIK iC-1IapaJapra 6eJyre
6oJs1a/ibl. ByJ ic-1apanap KoraMHbIH
MO/ICHH IaMybIHa bIKIaJl €Till, XaJbIKTbIH,
60C yaKbITbIH THIMIi YHBIMIACTBIPYFa
OarbITTaNFaH.

MajieHu-1eManbIC ic-1apaJgaphbl xKeke
TYJIFAHbIH LLILIFAPMALIBIIBIK dJIeyeTiH
JIAMBITBII, PyXaHH-3CTEeTUKAJIBIK CYpPaHbICBIH
KaHaraTTaHJbIpyFa Herisnenaeni. byn
OarbITTarbl ic-11apaJjapibl KypblibiMaay
6apbicbinia Huna Onapuna e3inin
«CueHapHble OCHOBbI IOCYTOBbIX
nporpaMm>» eHOerinie MoJieH! -1eMaJlbIC
KBI3METiHiH ClleHapUUJIiK Heri3epin
JKyHeJIey KaKeTTiJNH atan eTel
(Onapuna).

Mepeke — Geurisii 6ip MaHbI3/Ibl OKUFaFa
HeMece JI9CTypre Heri3elire ic-1apa.
Mepekesiep apTypJi cunatra 60Jybl
MYMKiH:

Kynriz6enik (JKana i, Kaprrap
KYHI);

Mewmiekettik (PKenic Kyni,
Konctutyuus KyHi);

DOoNBKIOPJBIK;

Or6achlibK (TyraH KyH, MepenTol,
yiJieHy TOMbI );

Kacibu (myranimaep kyHi,
KYPBWIBICLLIBLIAP KYHI ).

Kewrep

Keuirep — TaxbIpbINThIK, 91€0H, 11033Hs,
My3bIKaJIbIK OarbITTarbl Keanecynep. MpuHa
[ly6una «JIpamatyprusi u pexkuccypa
3PEJHIIHBIX (OPM» aTThl eHOETriH e
OyKapaJiblK KepiHicTep/liH IpaMaTyprusiibIK
JKOHE PEKUCCEPJIiK Heri3IepiH KapacThIphblll,
KeLUTEP/IiH KOUBIIBLIMABIK 2JIEMEHTTEPiH
epekie atan ereni (LLly6una).

Konueprrep

Bearini 6ip 6arnapaama asichina xysere
acaTblH My3bIKaJbIK, OaJeT, 3CTpajasbiK
KoiblabiMaap. Osap TakblpbINThIK,
TeaTpJIaH/bIPblIFaH, eCernTi HeMece Keke
60JIybl MyMKiH.

QecTuBaibaap

PectuBanb — KeHiMnas
AHbIKTAJMANThIH, KATHICYLLbLIAP/AbIH OHEPiH
KepceTtyre GarbITTajJFaH MepeKeJiK 1iapa.
OwubIH TYpJIEpi:

eHep decTuBadi;

KMHO (hecTHBa;

XaJIbIK HIbIFapMalllbLIbIFbl (heCTHBAJI;

yATTap hectunaii;

JIOCTBIK (hecThBai.

Barikaynap MeH xKapbictap

Barikay — kepme-»Kapbic popMaTbIHAAFbI
MajieHH ic-wapa. OJ1 WblFapMallblIbIK
VKbIMZAP apachiiia YUbIMIACTbIPbIIBIT,
»KeHiMrazaap/bl aHbIKTay MakcaTbiHa
OTKi3iJe.

Bannap

ban — knaccukasnbik 6unepmen
epexllieJieHeTiH caJlTaHaTThl apa.
Mackapanrbik 6a/1 KapHaBaJIbIK
3JIeMEHTTePIMEH TOJBIKTbIPbIJIA/IbI.

KapHnaBasnap, wepysep,
MaHuecTalusIap

[lepy — KoramibIK yiibIMIap MeH
VKbIMAAP/bIH CaATaHATThI TYp/E Liepy
»Kacan etyi. MUTHHT — MaHbI3/Ibl
OKHFaJiapra apHaJjiraH »KUbIH.

JKopmenkenep

JKopmenke — mactypaii Typie
Oeuarini Oip »kep/e yAbIMAACTbIPbIIATbIH,
TeaTpJaHbIPblIFaH KOHLIEPTTIK
OarnapJamanapMeH cylieMeJsIeHETiH ic-
uiapa. OHbIH TYpJepi:

JIOCTYPJIi XKOPMEHKE;

KOJIOHEP 2KdPMEHKeCH;

60C 2KYMbIC OPbIHAPbI KOPMEHKECI.

OiibiH Garnapaamasiapbl

Oiibin GarnapaaMasiapbl 60C yaKbITThl
VHABIMIACTBIPY/bIH, HETi3ri 9/lici peTinie
OWbIH 3JIeMeHTTePiH KaMTHbl. OJap:

KOHKYPCTBIK-OHbIH;

TeaTpJIaHbIPblJIFAH - O bIH;

CIOXKETTiK-OUbIH (TeJeuIap
OlbIHIAPbIHBIH POPMaThIHJA ).



KiyOThIK KypblabIMAAP

KiyOThIK KypblIbIMIAp MOJIEHH -
JleMaJlblc MeKeMeJiepinjie KaTblCylblIapibiH,
KBI3BIFYLIBIIBIKTAPbIHA Kapal KypblJIa/ibl.
Ounap epikTi HerizJie XKyMbIC iCTeH]1i )KaHe
KaTbICYLIbIAP/IbIH, 63apa LiblFapMallbl/IbIK
9JIEYETiH JaMbITyFa OarbITTaJa/IbI.

Yitipmesiep — wiblFapMaliblbIK
KaO0ieTTi IaMbITyFa apHaJIFaH TYPAKTbl
Herizzie eTKi3ijeTiH ic-apaJsap.
Yiipmesiepse kacibn MamaHaap »KeTeKIiik
eTeJli »KoHe cabaKrap »KyHesi Type
oTKizineni (anracbiHa 3-4 per).

ManeHu-iemMadbic ic-1apanapbii
YHBIMIACTBIPY XaJbIKTbIH 00C yaKbIThIH
THIMJII OTKi3yiHE, SCTETHKAJIbIK
TaJIFaMbIH KaJIbIITACTBIPYbIHA *KOHE
LIbIFAapMaLbI/IbIK JIAMYybIHA bIKI1aJl €Te/l.
Bya ic-mapanapabiz yibIMaacTbIpy
MPUHIMIITEPI MEH ClIeHAPHIITIK
KypblibiMbl Huna Onapuna men Mpuna
[ly6una enbexTepinie xKaH-KaKTbl
TaJiKblanraH. OJapbiH 3epTTeyepi
MoJleHH - OyKapaJiblK lapajapibl KeleH i
TYpA€E YHBIMAACTBIPY/IbIH HETi3epiH
aliKblHIAI, CLUeHApUHJIK, pexKuccepJlik
JKOHE IPaMaTyPrusiiblK epeKLeNdiKTepid
JKyHeJIi Typ/ie KapacTblpyFa MyMKiHIIK
6epeni. Ocblnaiilia, MoJIeHH-1eMAJIbIC
ic-11apaJjapbl KOFaMHbIH pyXaHH AaMyblHa
eJqieyJli yjiec Kocazibl. FasbiMaapabiy,
eHOeKTepiHe cyieHe OThIpbIIN, 6i3 OHbIH-
cayblK OpTaJlbIKTapblHAaFbl MAJIEHH -
JeMadiblc 6aFaapJiamMmanapblHbIH, HEeTisri
(yHKLMSANAPBIH aHbIKTAl aJ/IbIK.

Kasipri tanaa oiibiH-caybIK
opTaJsbIKTapbl TeK KOHiJI KOTEpYy OpHbI
FaHa emec, COHbIMEH Katap MoJIeHH-
LIbIFapMallbI/IbIK OpTaJbIKTapra alHaty/a.
MyHpail oprajblKTap/blH Oarnapaamalnapbiy
YHBIMIAACTBIPYA PeKUCCEPAiH, poJl
MaHpI3/ibl. Fanbiv A.KycanoBaHbiH
eHOeTIHIe KOPCeTIINeH peKUCCYPaaarDl
3amaHayu OarbITTap MeH TeHIeHLMsIIap
OUBIH-CaybIK OPTaJbIKTapbIHAAFbl MOICHH
JIEMaJIBICTBI THIMAI YUBIMAACTBIPYFa HETi3
6o.1a anajbl (Kycanosa).

3epTrey Herizinne 6i3 MomeHH -
JlemaJibic 6arnapaamManapblHbIH HETi3ri
(hYHKIHSAIaPbIHBIH MAHbI3/IbIIBIFbIH
anbikTaznblk (Cyper 2). Monenu-

JeMaJiblc 6araapaamanapbl alaMHblH 60¢
YaKbITBIH THIMJIi ©TKi3yiHe, a/J1eyMeTTiK
OefiimaesyiHe 2KoHe LIbIFapMallbl/IbIK
JamyblHa biknag eteni. Osap pekpeauys,
OeliiMiesry, KOMMYHUKALUS, TY3€TY

JKOHE LIbIFapMallblIbIK 1aMy CHAKTDI
Heri3ri (hyHKUHUSIap/bl aTKAPAJIbI.

Bys 6arnapaamadnap remalblCcTbl
VHABIMIACTBIPBITT KaHAa KOUMaH, agamMaapbiH
KapbIM-KaTbIHACHIH HbIFANUTbII,

MOJIEHH KYHJIbLIBIKTAP/Ib! JIOPiNTeyre,
MICUXOJIOTHSJIBIK 2KAUJIbIIBIKTbl apTThIpYyFa
JKOHE LIbIFapMalLbl/IbIK 9J1€YeTTi 1aMbITyFa
MYMKiHIiK 6epeni. Ocbliaiia, MoieHu -
JIeMaJibIC ic-1lapaJsiapbl TYJFAaHbIH, XKaH-
JKAKTbI IAMybl MEH KOFAMJIAFbl 9JIEYMETTIK
HallsiaHbICTap/ibl KYLIEHTY/IE MaHbI3/Ibl POJI
aTKapauol.

Kecre 1. OﬁblH'CaYblK, OpTanblKTapbliHAAFbl M4 EeHU-AEMAaJIbIC 6amapnamanapbu-|bu-|.

Heri3ri pyHKumManapol

DyHKUMA Cunartramacol

Pekpeauus Kenywinepain ncuxonormsanbik xaHe GU3nKanblk AeManyblH KamMTamachi3 eTy

benimoeny oneyMeTTiK opTara 6eriMaenyre kKeMekTecy, Ty/IFaHblH dN1eyMeTTEeHYiH AaMbITy

KoMMyHuKaums Anampap apacblHAaFbl aneyMeTTiK B6aiinaHbICTapabl HblFanTy

Tyzer OMOUMOHANAbIK XXaHEe NCUXONOTUSNbIK TYPAKTbUIbIKTbI KOMAAY, LWblFapMaLUbINbIK,
y3ery apKblnbl ©3iH-63i KepceTy

LbiFapMaLubinbIK, .

namy XKeke TynFaHbIH, WbiFapMaLUbIblK 9M€YETiH ally XaHe AaMbITy
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LpiFapMalubinsIK gamy -

Koppexuma - . 10

KoMMyHHKaALWA [ . 15

ApanTauma -

Pexpeaumn -

Mapgenn-gemansic BargapnaManapbiHblH, Herisri dyHKUWANAPE!

.25

.20

.JD

MapeHu-AeMansic BaraapnamManapbiHsii, GYHKUMANAPL

10.0 12.5 15.0

17.5 20.0 22.5 25.0 27.5 30.0
ManbiaabinebiK aeHreii (%)

Cypet 2. Mazienu-emasbic 6ariapiaaMalapblHblH HEri3ri yHKIHAAAPbIHbIH MaHbI3/IbIJIbIFbI

3eptTey GapbiChiHA COHBIMEH KaTap,
613 OMbIH-CayblK OpTaJbIKTapbIHA
MO/EHH JIeMaJIbICThl YABIMAACTBIPYAFbI
Heri3ri KaruaaTTapibl aHbIKTal ajiblK.

Boc yakbITThl THIMII Nafianany xKoHe
KopepMeHiep MeH KaTbICYLIbIIAP/bIH,
pyXaHH, TaHBIMJIbIK »KOHEe LIbIFapMallbl/IbIK
JlaMybIHa »KaFnan xKacayra OaFbITTaJIFaH.
Bya karupattap 60c¢ yakpITThl 6ackapy
oJlicTepiMeH YHECIN, MOJIEHH iC-1apanap/ibl
JKyHeJti Typae yHbIMIacTbIpyFa KOMeKTece,.

Maxkcammoiroik kKaeudamol. Mojenn
JieMaJibic 6arnapaamManapbii YUbIMAACTBIPY
OapbICbIH/IA €H aJlIbIMEH, OJ1ap/ibliH
HaKThl MaKcaThbl alKbIHAAYbI THIC.
Jemautbic ic-11apasnapbiHbIH KypblIbIMbI
MeH Ma3MyHbI KepepMeHIep/liH, Kac
epeKlIeiKTepiHe, KbI3bIFYLLbIIbIKTAPbIHA
JKOHE KaXKeTTiJIiKTepiHe call 60JTybl KaXKeT.
Op6ip MajieHH Oarapjama KaTbicylblapra
OeJrisi 6ip KyHABIIBIKTapAbl CiHipiM,
TaHbIMJIbIK »KOHE 3CTeTHKAJIbIK TaxKipuoe
Oepyli Keszeyi Kepek.

Koiavleyuioinoix Kauoameol.
Kepepmeniep MeH KaTbiCyllibliapabiH 60C
VaKbITbIH KbI3bIKTbI 9Pi NAUAAJIbI OTKi3y
YLUiH OJ1ap/iblH, KbI3BIFYLLbIIBIKTAPbl MEH
KaXKeTTiJliKTepiHe 6aca Hasap ay/apblaajbl.
Pexxuccep/iin MiHeTi — KaThICYILIbLIAPBIH
MJIEHH IaMybIH bIHTQJIaHBIPATbIH YKOHE
OJIap/bIH LLIbIFapMaLIbIbIK dJIeyeTiH
aulaThlH TapThIMABI OaFnapsaamaJap xacay.

Yorcoimoolk opekem Kaeudamel.
Moienu-nemadnbic 6arnapjaamanapbii
yABIMIACTBIPY TONTHIK 2KoHe Aepoec ic-
apekeTTepi KamTuabl. barnapiamanap
OipJieCKeH XKYMbICKA HeTi3/IeJIiT,
KOpepMeHIep MeH dpTIiCTePIliH, 63apa
9PEKeTTeCTIriH JaMbITyFa OaFbITTaJlybl
Kepek. YKbIMIbIK OHbIHAP, CaXHAJIbIK
KOHBLJIBIMIAP MEH HHTEPAKTHUBTI L1apaJsap
KepepMeHep/iH 6esceH/li KaTbICybIH
KaMTamachbl3 eTe/.

Torvikmoipyutoinsik kKacudamol. Kes
KeJITeH MJJICHH iC-1IapaHblH Ma3MyHBbI
OipiH-6ipi TOJBIKTBIPATBIH 3JIEMEHTTEP/IEH
KypaJybl Kepek. bys Karunat
OarnapjaamaapablH ajsyaH TYpJiJiirii
KaMTaMachI3 eTill, KopepMeHIepIiH,
ICTETUKAJIBIK KOHE TaHBIMJbIK TOXKipHOECiH
KeHeHTesI|.

Tabueu-maroindolK Ka2uoameot.
OfibIH-cayblK 6araapaaMaapbl alaMHbIH
MOJIEHH KOHE dJIeYyMEeTTIK laMyblH KOJlayra
OarbITTasybl THiC. bys karuaaT Taburu
KbI3bIFYLUBIIBIKTbI BIHTAJaHABIPBII, TAPHXH,
KOPKEM KoHe 3aMaHayu MaJICHUETIIeH
TaHbICyFa MYMKIiH/iK Gepei.

Madenu cotikecmik Kaeudamel.
MaoneHu-iemMalbic ic-1uapasapsbl
VIITTBIK 2KOHE »KaJIblalaM3aTThIK
KYHJbLIbIKTapra Herizaeyi kaxket. Onap
OeJrini 6ip KOFaMHbBIH IDCTYpJiepi MeH
MdIeHH HOpMaJlapblH €CKepe OTBIPbII



YVHABIMAACTBIPBIIBIT, dPTYPJIi ayAUTOPUSFA
KOJ1akJibl 60JTybI THIC.

Tynreanrois dany Kasudameol.
OfibIH-cayblK OpTaIbIKTapbIHbIH
OarnapJsiamaJsiapbl KaThlCYLIbIIAPABIH,
LIbIFAapMaLIbI/IbIK dJIeyeTiH 1aMbIThII,
OJIapJIbIH ©3iH-63] TAaHBITYbIHA KoHEe
CEHIMiH KaJIbIIITACThIPYbIHA bIKIAJ €TYi
kepek. bys Karunat ap6ip aiaMHbIH KeKe
KBI3BIFYLIBLIBIKTAPbl MEH Ka0iNeTTepin
ecKepe OTBIPbII, MOJICHH ic-11apaJsapiblH
Ma3MYHbIH KYPY/lbl KO3JIEHL.

OfibIH-cayblK OpTabIKTapbiHa MOJIEHH
JeMaJiblc 6araapJamanapbliHbIH, pexKuccepi
KbI3METiH HOTHKEJIi YIBIMIACTBIPY YLUiH
TOMEHJIETIIeN MiHICTTEePAI OpbIHIAY KaXKeT:

1. KepepmeHep/iiH KbI3bIFYLIBIIbIKTapbl
MEH KaXKeTTUNIKTePiH 3epTTey;

2. Monenu 6arnapaamanap/ibi
KYPBIJIBIMBIH aHbIKTall, 0J1apAbl MaKCaTThI
aynutopusira 6elimaey;

3. OfibIH-caybIK OpTaJbIFbIHAA KAXKETTI
MaTepHaJIblK-TeXHUKaJbIK Oa3aHbl
KaMTamachl3 eTy;

4. OpO6ip MozeHH ic-11apaHbl 2KocnapJay
OapbICbIH/IA OHbIH TOPOUEITIK KaHe
TaHbIM/IbIK ACIEKTIJIEPiH ecKepy;

5. OfibIH-caybIK OpTaIbIKTaPbIHAA OKBITY
3JIeMEHTTEPiH KAMTHTbIH HHTEPaKTHBTI
OarnapJsamaJgap yibIMIACTbIPY;

6. ’Keke, TONTHIK 2KoHE YKbIMIBIK
cdopmaTTarbl ic-1apaJaap/pl THIMJI
yhJiecripy;

7. Maaenu yibIMaap, WblFapMaLlblIbIK
CTyMsiIap »kKoHe 6acKa Ja cepikrec
MeKeMeJsiepMeH e3apa ic-KUMbLJIbI 2KOJIFa
KOIO;

8. KartblcylbliapbiH ata-aHanapbl MeH
KOFaM OKiJIIepiH MaJIeHHU iC-1lapaJjapra
Tapry;

9. Kasna meH aliMaKTbliH MoJIeHH
OpTaJibIKTapbIMeH ThiFbI3 GallaHbIC
OpHaTBhIM, GipJecKeH xobaap Kypriay.

Ocbl KaFuaaTTap MeH yibIMIaCTbIpY
liapaJjiapblH ecKepe OThIpbIIl, OFbIH-caybIK
OpTaJILIKTapbIHAAFbl MOIEHH AeMaJIbIC
OarnapJsiamaJsiapbl KepepMeHIe paiH,
carnadjibl 9pi Ma3MyH/ibl 60C YaKpIT
OTKi3yiH KaMTamachl3 eTill, OJIapAbIH,

HIbIFAPMAUIBLIBIK 2KOHE TYJIFAJbIK AaMybIHA
bIKI1aJ €Te/].

Pexuccep moaeHu-aemMalbic
OarnapJsiaMmaJsiapblHbIH HeTi3ri
YHBIMIAACTBIPYLLBICH PETiHe
KepepMeH/iepre 3CTeTHKaJbIK acep
CBIHJIaM, 0JIapAbIH MOJICHH JICHTeHiH
apTTbipyra kemek 6epejii. CoHbIMeH KaTap,
peKUCCepJliK KbI3MET LbIFapMalliblIbIK,
LIeLiMAEPAI Tajam eTel XKoHe TypJi
TEXHOJIOTUsIIap/ibl KOJIAHy apKblJIbl
UHHOBAUUSJIbIK 9[LICTEP/i €HIi3Y/li KO3AeH]Ii.

Herisri TyXbipbiMpap

OfibIH-cayblK OpTa/bIKTapbIHAAFbl MOJICHH -
JlemaJibic 6araapaaManapbl Kasipri
KOFAMHbBIH 9JIEYMETTIK »KoHe pyXaHH
KAKETTIJIKTEPiH KaHAFaTTaHAbIPYAa
MaHbI3/bl peJl aTkapazibl. bys seprrey
MOJIeHHU -IeMaJIbIC OarnapJ/amaliapbit
YHBIMIACTBIPY/IbIH TEOPHSJIBIK KOHE
9JlicTeMeJIiK Heri3AepiH xKyueJii Typue
TaJlIaM, oJ1ap/AblH KyPbITbIMIBIK
epeKIIeiKTepiH, THIMIi YIHBIMAACTBIPY
TOCIJIIEPIH KOHE PEKUCCEPJIiK KbI3BMETTiH
K9CiOM Ky3bIPETTIJIMH apTThIPY 2KOJIAAPbIH
AHBIKTA/IbI.

3epTTey HoTHzKEePi MOJIeHH -
JeMadiblc 6araapJ/amMmasnapbiHbIH,
Heri3ri (hyHKLHsIapbl — peKpearius,
OelliMiesry, KOMMYHUKALUS, TY3€TY XKOHE
HIbIFAPMALIBLIBIK JaMy/1aH TYpaTbIHbIH
kopceTTi. Ochl Garnapaamanap/bl THiMI
VHUBIMIACTBIPY YLUIH KOpepMeHAEPiH,
JKAC epeKILIeiKTePiH ecKepy,
MHHOBALMAJIBIK 9[LICTEP/i €HIi3y, 3aMaHayu
TEXHOJIOTUSAIAPAbI NalalaHy KaHe
MOJICHH -aFaPTYUIBIIBIK KYH/IBIJIBIKTAP/IbI
JIaMbITY MaHbI3/ibl. COHBIMEH KaTap,
pexKuccepiiH, KaciOn Ky3blpeTTiJiiri MeH
UIbIFAPMAUIBIIBIK KO3Kapachl MoJICHH -
JeMaJiblc 6aFaapJ/iamMmasapbiHbIH, callachbiH
apTTHIPY/IbIH HeTi3ri pakTopaapbiHbIH, Oipi
eKeHi aHbIKTaJJIbl.

3epTTey GapbIChbiHA OHbIH-CAYbIK
OpTaJIbIKTaPbIHAAFbl MOJICHH iC-1l1apasap/bl
JKOCIapJiay MeH OTKi3Y/IiH KYPbLIbIM/bIK
epeKLLIe/iKTepi KapaCThIPbIJIbII, 0JIap/iblH,
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canacblH XKaKcapTyFra apHaJIFaH 9iCTeMeJliK
yCbIHbICTAp 2Kacaibl. MaieHH -1eMalibic
OarnapJamaapbiHbiH, THIMALTITH apTThIPY
VLLUIH ayAHTOPHUSIHBIH, KAXKETTIIIKTepiH
3epjeJiey, HHTePaKTUBTI TeXHOJOTHslIap/ibl
naniasany, XkaHaulbljl TOCIIE P €Hri3y
JKOHE KociOH pexkHccepeplis OLTiKTiIiriH
apTTbIpy ycbiHblIaAbl. COHbIMEH KaTap,
OWBIH-CaybIK OPTaJILIKTAPbIHAA MOJICHH -
JeMadiblc 6araapJamanapbl YUbIMAACTBIPY
Karujiajaapbl Herizesi (kecte 2)

OarnapJ/iamaJapbiH YHbIMAACTBIPY/IbIH
TEOPUAJIBIK 2KOHE d/IICTEMEJIIK HeTi3AepiH
3ep/ediern, oNapablH KYPbIIbIMABIK
epeKLIeJIiKTepi MeH THIMI YIBIMAACTLIPY
»KOJIIAPBIH YCBIH/bL. 3epTTey OapbiChiHla
pexkuccepliH, KaciOn Ky3blpeTTiJIiri
MOEHH-IeMaJblc OarnapiaamaJsapblHbIH,
caracblHa TikeJsed bIKNaJ eTeTiHi
aHbIKTaJ/Ibl. Ocipece, ayIMTOPUSIHBIH, Kac
epeKLICIKTEPiH eCKepy, HHHOBALUAJIBIK
dNiCTEp KOJIIaHy, 3aMaHayu

Kecre 2. OﬁblH'CayblK OopTanblKTapblHAa MadeHU-geMalbiC 6an.apJ1aManapb|H

YWAbIMAACTbIPY KaFupanapbl

Karnpa

MasmyHblI

AyouTopusHbl 3epTTey

bafnapnamaHbIH, MakcaTTbl ayauTopusiFa
6enimpenyi

MHHOBaUMANbIK 84iCTEPAi KONAAHY

YKaHa TexHonornanap MeH MHTEepPaKTUBTI
Kypanzapzbl naiganaHy

KepepMeHHiH, ac epeKLenikTepiH eckepy

OPpTYpAi Xac TONTapblHa apHanfaH
b6arpapnamanapbl a3ipney

Kepi 6aiinaHbIC XXyMeCiH eHrisy

KepepMeH nikipnepiH eckepe oTbIpbIn,
6arnapnamanapabl XeTingipy

Bys seprrey MoneHu-nemaibic
OarnapJsamaJgapbl pe;KUCCypachIHbIH,
TEOPHUSIJIBIK JKOHE MPAKTUKAJILIK HETi3/IepiH
TepeHipek TyciHyre MyMKiHiK 6epe/i.
AJIbIHFaH KOPBITBIHBIAD MOJIEHU - 1eMAJIbIC
CaJIaCbIH/A »KYMBIC iCTEHTIH MaMaHaap yIiH
OJliCTEMEJIIK HYCKAYJIbIK PETiHAe KOJIaHyFa
JKapam/ipl 2KaHe ocbl OarbITTarbl OoJialliak
3epTTeyJsepre Heriz 6oJa anampl.

KopbiTbIHADI

3epTTey HoTHKEJepi ONbIH-CaybIK
OpTaJILIKTaPbIHAAFbEl MOJEHH - IeMaJIbIC
OarnapJsiamaJsapbl pe;KHCCYpPaChIHbIH,
KOFaM/IaFbl MAHbI3bIH aHKbIHAAyFa
MYMKiHIiK Gepai. Boc yakpITThl THIMAI
YHBIMIAACTBIPY, MOJICHH KYHBIIBIKTapP/ibl
JIOPINTEY KoHE 2KaHA TEXHOJOTHAAP/Ib
KOJIIaHy MOJICHH - IeMaJIbIC
OarnapJamMaJsiapbiHbIH HETi3ri MiHAETTepi
60J1bl1 TabbLIaAbL. By 3epTTey OfbiH-
CayblK OpTaJIbIKTapbiHIa MOJIEHH - IeMaJIbIC

TeXHOJIOTHsiJIap/ibl MaialaHy KoHe
MOJICHH -aFaPTYLIBIBIK KYHIbIIBIKTaP/bI
JIAMBITY MaHbI3/Ibl hakTopaap 6ok
Tabblaibl. COHbIMEH KaTtap, MaJIeHH ic-
iapaJiap/ibl YUbIMAACTbIPYA PEKUCCEPILIH,
HIbIFApMaUIBLIBIK 2KoHe 6aCKaPYUIBIIbIK
peJii alKbIHAAJBII, OHBIH KeIKbIPJIbl
KBI3METIHIH epeKLIeiKTepi KOpCeTij.
JKyprisisireH 3epTTey KyYMbIChIHBIH,
HaTHKeJIepi OHbIH 6achIHIA KOUbLIFaH
MAaKCATTAPMEH COUKECTIriH IaJIeJIIe Al
Teopusiibik Taniay MeH NpakTHKAaJbIK
3epTTeyJiep/iH HeTi3iHae OHbIH-CcayblK
OPTaJILIKTAPbIHAA MJICHH -/IEMAJIbIC
OarnapJ/amaapbiH YHbIMIACTBIPY/IbIH THiMII
ToCi/iepi YCbIHbIBII, OyJ OaFbITTAFbI
KbI3METTI XKETUIIIPyre KATbICThI 9/liCTeMEeJIiK
VCBIHBICTAP KaCaJlibl.

3epTTey GapbiChiHA asblHFAH
KOPBITBIH/bLIAP HETi3iHe KeJieci
yChIHBICTap Oepiai:

— OfibIH-cayblK OpTaJbIKTapblHia
MaJIeHH-/leMaJiblc HarnapaamaJsapbiy



yUbIMIACThIPYIa HHHOBALMSJIBIK 9icTepi
KEHiHEeH eHri3y;

— Pexuccepnepiiin kocibu
KY3bIPETTIJIIriH apTThIpy MiHJETiHIE apHalbl
TPEHUHITEP MeH OlMIKTIMIKTI apTThIPY
KypCTapblH YHBIMIACTBIPY;

— AyIUTOpHSIHBIH 2Kac epeKIileiKTepiHe
COMKeC KeJIeTIH MOIeHH - 1€ MaJIbIC
OarmapJsamaJsapbiH a93ipJiey;

— 3amaHayu TexXHOJI0rHsJIap/ibl
KOJIIaHy apKblJIbl HHT€PAKTHBTI MOJICHH iC-
11apaJsiap/ibl 1aMbITy.

Bosnauiakra 3eprrey HoTHKes1epiH
KEHEHTII, MOJleHH - ieMaJIbIC

HarnapJjaamaapblHblH dCepiH TepeHipek
Tajay KaxeTTisiri TybiHaais. CoHbiIMeH
Katap, OWbIH-CayblK OPTaJIbIKTaPbIHAAFbI
MOJIEHH-/IeMavlbIC ic-1lapaJsapblHbIH,
AYJMTOPUSAFA bIKNAJBIH 3€pPTTEY

JKoHE 0JIap/IbIH carnachiH apTThIpy
OarbITbIHa KOCBIMILA KyMbICTap KYyprisyre
6oJ1a1bl.

JKannbl, 6y 3epTTey MajIeHH - IeMaJlbIC
Harnapjaamanapbit YEbIMAACTbIPY/bIH,
TEOPHUSINIBIK 2KoHEe MPAKTHKAJIBIK
acCIeKTiJIepiH TepeHipeK TyCiHyre MyMKiHIiK
Oepin, aTajrad cajajiarbl MaMaHjaap yuuin
nanjanbl 9ficTeMeNiK KypaJs 0oJia anajpl.
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KycanoBa Anuna, Kocnaraposa Acem

Kazaxckuit HaMOHaILHBIH KEHCKUI TTeIarorHuecKnil YHUBEPCUTET
(Anmarbl, Kazaxcran)

COBPEMEHHbIE METOAbI AEATENIbHOCTU PEXXMCCEPA B PA3BJIEKATEJIbHbIX LLEHTPAX

AHHoTauus. B coBpemMeHHOM 006LLecTBe BO3pacTaeT 3HaYeHWe OpraHn3aL My KynbTypHO-L0CYTOBbIX
nporpamMM B pasBneKkaTeNbHbiX LieHTpax. dbdekTMBHas opraHM3aums cB060gHOro BpeMeHM,
nonynspu3aums KyabTypHbIX LEHHOCTEN U UCMONb30BAHUE HOBbIX TEXHOMOMIA IBASIOTCS OAHUMM
M3 MaBHbIX 33434 PEXMCCYPbl KYNbTYPHO-A0CYrOBbIX MporpaMm. Lienb nccnenosaHms — nsyveHue
TEOPETUYECKMX U METOAMYECKMUX aCMEKTOB OPraHM3aLMK KybTYpHO-LO0CYrOBbIX MPOrpaMM B
pa3BrieKaTeNbHbIX LEHTPAX, aHaAnU3 UX CTPYKTYPHbIX 0COBeHHOCTeN M pa3paboTka 3deKTUBHbIX
cnocoboB opraHusaummn. Kpome Toro, ccnenoBaHe 0XBaTbiBaeT BOMPOCH! MOBbILLEHMS
npodeccMoHanbHON KOMNETEHTHOCTU PEXMUCCEPOB U OLLEHKM 3DHEKTUBHOCTU MPUMEHEHNS
COBpeMeHHbIX NOAX0A0B. B pamMkax nccnenoeaHus nposeneH 0630p Hay4HOM nUTepaTypsl,
MOCBSLLEHHON OpraHM3aLmMmn KynbTypHO-A0CYrOBbIX MPOrpamM, a TakXKe U3y4eH OMbIT NPOBefeHNs
nofo6HbIX MEPONPUSTUIA B pa3BaeKaTeNbHbIX LLEHTPax ropoaa AnMaTtbl. PaCCMOTpeHbI CTPYKTYpHbIe
0COBEHHOCTU, METOAbI U MHCTPYMEHTbI NNAHUPOBAHMS U NMPOBEAEHUS KYNbTYPHbIX MEPOMPUATUIA. Takxke
NpoaHanM3MpoBaHa AeATeNbHOCTb PEXMUCCepPa — OPraHn3aTopa Ky/bTypHO-A0CYrOBbIX MPOrpaMMm, ero
TBOpYECKas M ynpaBneH4yeckas ponb. Pe3ynbrathl MCCIEA0BAHNUS MOKA3au, YTO OCHOBHbIE DYHKLIMK
KYNbTYPHO-[L0CYrOBbIX MPOrpaMM B pa3BieKaTeNbHbIX LIEHTPAX BKIOYAT pekpeaLmto, adantauumio,
KOMMYHWKaLMI0, KOPPEKLMIO M TBOpYECKOe pa3BuTue. KntoyeBble NPUHLMMbI OpraHn3aLmMm NporpaMm
— YYeT BO3pacTHbIX 0COOEHHOCTe ayaMTopumn, NPUMEHEHUE MHHOBALIMOHHBIX METOLOB, MCMO/b30BaHNUE
COBPEMEHHbIX TEXHOJIOTUI U Pa3BUTUE KYNbTYPHO-NPOCBETUTENLCKUX LIEHHOCTEN. TakxKe B XOAe
nccnenoBaHMs YCTaHOBIEHO, YTO NPOMECCMOHANbHAA KOMMETEHTHOCTb PEXMCCePa U ero TBOPYECKUHI
MOAXOA SBAAIOTCH OCHOBHbIMW GaKTOPaMK, BAUSIOLLMMM HA KAYeCTBO KY/IbTYPHO-A0CYrOBbIX MPOrpaMM.
JbdekTMBHAsg opraHM3aLmMs KynbTypHO-A0CYroBbIX NporpamMM TpebyeT pexxmccepckoro MacTepcTea 1
ynpaBneH4Yecknx HaBbIKOB. Pa3BuTHe chepbl KynbTYpHOro 06CNY)XMBAHWS B pa3BneKkaTe/ibHbIX LLEeHTpax
UrpaeT BaXKHYI0 po/ib B YA,0BNETBOPEHUM [YXOBHbIX MOTpebHOCTeN 0bLiecTBa. Pe3ynbTaTthl ccnenoBaHums
MO3BONISIOT Fy6Ke NOHATb TEOPETUYECKME M MPAKTUYECKME OCHOBbI PEXXMCCYPbI KYbTYPHO-A0CYrOBbIX
nporpamM. Kpome Toro, AaHHOEe MCCef0BaHWe NpeasiaraeT npakTMyeckme pekoMeHaaLmMu, KoTopble
MOryT 6bITb MCMONb30BaHbI B KAYECTBE METOAUYECKMX YKA3aHWIA AN CNeLManncToB, paboTatowmx B
chepe KynbTypHOro focyra.

Knioyeswie coea: KynbTypHO-[,0CYroBas AesTeNbHOCTb, KY/bTYpHO-A0CYrOBble NPOrpamMMbl,
pa3BrieKaTeNbHbIM LLEHTP, PeXMccep, MEPONPUATUE, LOCYT, OPraHMU3aLLMs KylbTYPHOrO OTAbIXA.

Ana yumupoeanus: KycaHoBa AHuna, Kocnaraposa AceM. «CoBpeMeHHble METOAbI AeATENbHOCTH
pexuccepa B pa3BiekaTenbHbIx LeHTpax». Central Asian Journal of Art Studies, T 10,N21, c. 277-296 DOI:
10.47940/cajas.v10i1.978.

Asmopbl npoyumanu u 0006punu OKOHYamMesNbHbIL 8apUAHM PyKONUCU U 3ase/siom 06 omcymcmeuu
KOH@/IUKMAa UHMepecos.
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Kussanova Anipa, Kospagarova Assem
Kazakh National Women'’s Teacher Training University (Almaty, Kazakhstan).

MODERN METHODS OF DIRECTOR’S ACTIVITY IN ENTERTAINMENT CENTERS

Annotation. In modern society, the significance of organizing cultural and leisure programs in
entertainment centers is increasing. The effective organization of free time, the promotion of cultural
values, and the use of new technologies are among the main objectives of cultural and leisure
program directing. The purpose of this study is to examine the theoretical and methodological aspects
of organizing cultural and leisure programs in entertainment centers, analyze their structural features,
and develop effective organizational strategies. Additionally, the research addresses issues related
to enhancing the professional competence of program directors and evaluating the effectiveness of
modern approaches. As part of the study, a review of scholarly literature on the organization of cultural
and leisure programs was conducted, along with an analysis of the experience of implementing
such events in entertainment centers in Almaty. The structural features, methods, and tools for
planning and conducting cultural events were examined. The activities of the director-organizer of
cultural and leisure programs, including their creative and managerial roles, were also analyzed. The
research findings indicate that the main functions of cultural and leisure programs in entertainment
centers include recreation, adaptation, communication, correction, and creative development. The
key principles of program organization involve consideration of the audience’s age characteristics,
the application of innovative methods, the use of modern technologies, and the fostering of cultural
and educational values. Furthermore, the study establishes that the professional competence of the
director and their creative approach are crucial factors influencing the quality of cultural and leisure
programs.

The effective organization of cultural and leisure programs requires both directorial skills
and managerial competencies. The development of cultural services in entertainment centers
plays an important role in meeting the spiritual and cultural needs of society. The study’s findings
offer a deeper understanding of the theoretical and practical foundations of cultural and leisure
program directing. Moreover, the research provides practical recommendations that may serve as
methodological guidelines for specialists working in the field of cultural leisure.

Keywords: cultural and leisure activities, cultural and leisure programs, entertainment center,
director, event, leisure, cultural recreation organization.
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INTERNATIONALIZATION
TEACHING METHODS

IN COSTUME HISTORY:
ETHNOFUTURISM

AND THE SILK ROAD
HERITAGE

ART PEDAGOGY ‘

Meruyert Zhanguzhinova

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

Abstract. The internationalization of higher education in Kazakhstan within art programs highlights
the relevance of global trends in ethnofuturism and the heritage of the Silk Road. The significance
of this study lies in the integration of advanced practices and teaching methods in Costume

History to foster an intercultural approach and enhance students’ global competencies in learning.
Contemporary challenges in the internationalization of educational programs in art and design face
the issue of unifying methodological and practical approaches to ethnofuturism, which is rooted in
localized contexts. This study aims to analyze the influence of ethnofuturism within the Silk Road
heritage framework on the internationalization of teaching methods in Costume History, to develop
educational recommendations that take into account cultural diversity and global trends. The research
methodology is based on an interdisciplinary approach, incorporating the fields of art education,

art history, cultural studies, scenography, costume design, and ethnography. Research methods
include a theoretical review, art historical analysis (in the field of costume history), pedagogical
methodological analysis, comparative analysis, and case study. The key findings of the study focus on
rethinking pedagogical methods for teaching Costume History in response to contemporary global
challenges, such as ethnofuturism, national identity, and the cultural values of each ethnic group
involved in the history of the Silk Road. The theoretical significance of the study lies in the review

of current pedagogical methods for teaching Costume History. The practical significance is reflected
in the recommendations for developing students’ competencies based on modern and effective
educational methods in the field of Costume History. The study’s arguments and conclusions suggest
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that the internationalization of Costume History education promotes the integration of tradition and
innovation, as well as the use of an intercultural approach. Moreover, ethnofuturism, as an educational
concept, contributes to developing a global context in art education.

Keywords: internationalization, ethnofuturism, Costume History, Silk Road, teaching methods,

competence, social-emotional (SEL) model.
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Introduction

his article explores the teaching
methods of the Costume History
discipline in art universities within
the context of internationalization and
ethnofuturism as part of the Silk Road
heritage. The research problem arises
from the unipolar approach to the
internationalization of education. While
ethnofuturism emphasizes the preservation
and development of unique cultural

identities, it often conflicts with the concept

of standardization. This creates a risk of
diminishing cultural uniqueness, which
contradicts the fundamental principles
of ethnofuturism. The key challenges

of this study include the unification of
internationalized education methods,
the imbalance between local and global
contexts in the role of ethnofuturism in
educational programs, and contradictions
within international academic
requirements.

The complexities of defining
internationalization in education are well
illustrated by Rudyard Kipling’s words:
“East is East, and West is West, and
never the twain shall meet.”

Since 1987, the European
Union (EU) has actively promoted
international exchange and cooperation
in education through programs such as

Erasmus+. However, while driving the
internationalization of education, the
standardization of competencies based

on European educational frameworks has
revealed several challenges. Competency-
based learning follows a tiered approach,
aligning with the concept of lifelong
learning. While this approach emphasizes
the practical application of knowledge,

it complicates the creation of universal
standards for all students and regions.

The competency-based model focuses on
applying knowledge in real-world scenarios,
yet there is a risk that deep theoretical
knowledge and fundamental principles may
be undervalued if the emphasis is placed
excessively on practical tasks (for example,
theoretical discipline — Costume History).

Consequently, one of the drawbacks
of the competency-based approach lies
in its reliance on “self-concept” models,
which trace their origins to 19th- and
20th-century education paradigms. This
narrow approach to learning reflects a
Eurocentric perspective in academia,
limiting the broader potential for global
internationalization in education.

Until 2010—2014, Kazakhstan’s
universities operated under Standard
Educational Programs (SEPs) that were
scientifically validated and practically
tested. These programs were designed
to develop theoretical knowledge and



practical skills, aiming to train well-
rounded specialists. As a result, graduates
of art universities were able to enter the
workforce immediately upon graduation

in fields relevant to their expertise. The
comprehensive education they received
fostered an understanding of the world’s
cultural landscape, integrating both
Eastern and Western cultural perspectives.

The internationalization of higher
education in Kazakhstan is grounded in
an educational framework that seeks to
unlock the potential of each ethnic group.
Ethnofuturism in Kazakhstani culture is
oriented toward integrating traditional
cultural elements with contemporary
and future trends. The historical and
geographical traditions of the Silk Road in
Kazakhstan serve as a means of preserving
cultural values while ensuring their
relevance in the face of globalization and
rapid technological advancement. For
instance, the Assembly of the People of
Kazakhstan, a state institution, plays a
key role in promoting cultural diversity and
national identity among different ethnic
groups. Educational programs developed
on this basis aim to train bachelor’s
degree students across various disciplines.
However, the current erosion of a holistic
pedagogical process poses a threat to the
positive legacy of the country’s educational
system.

Thus, this study focuses on the
pedagogical methods for teaching
Costume History, considering the trends
of internationalization and ethnofuturism
in the educational process, as well as the
valuable cultural and historical traditions of
the Silk Road.

The scientific novelty of this
research lies in the development of
recommendations for teaching methods
in Costume History, proposing a unique
combination of traditional cultural
concepts and contemporary trends. This
approach expands educational horizons
and introduces new intercultural and global
perspectives into the curriculum.

The study of the internationalization of
Costume History teaching methods within
the context of ethnofuturism and the Silk
Road heritage is still in its early stages.
Existing academic literature primarily
focuses on broader aspects of education
internationalization, the cultural heritage
of the Silk Road, or specific elements of
ethnofuturism. However, the integration
of these concepts into educational
methodologies—particularly in Costume
History—remains underexplored. Current
studies address individual aspects such
as the preservation of ethnocultural
heritage, the application of innovative
teaching approaches, and the development
of intercultural competencies. However,
their synthesis within educational practice
requires further investigation.

Research Objectives:

1. To identify a model of Social-
Emotional Learning (SEL) for global
cultural dialogue aimed at developing
students’ competencies.

2. To develop pedagogical methods for
teaching Costume History that incorporate
global trends in cultural diversity, using
various models of Social-Emotional
Learning (SEL) as case studies.

The literature review encompasses the
following conceptual and methodological
foundations:

« The concept of education
internationalization - the integration
of international educational aspects has
been explored in the works of (UNESCO
2005), (Knight and de Wit 2003), and
(Marginson 2018), who discuss the dual
nature of education internationalization—it
can be both a positive process and a source
of inequality. A key contradiction arises:
internationalization enhances accessibility
and opportunities (e.g., through student
mobility). Besides, it poses risks of
assimilation, loss of cultural values, and the
dominance of Western educational models
(Kulbaev & Zhanguzhinova 2023). There is
a research gap in assessing the long-term
effects of internationalization on students’
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cultural identity and how educational
systems can adapt to a more inclusive
model (Marginson 2018; Stephens 2013;
Bala, et al. 2017).

* Ethnofuturism as a tool for cultural
identity preservation and adaptation -

ethnofuturism has been studied as a
practical approach to integrating traditional
cultural identities into global contexts
through educational programs (Shchitov
2020). However, (Berezkin 2008) and
Kunnas (2016) highlight a contradiction:
while ethnofuturist approaches aim to
preserve cultural diversity, they often
conflict with global trends toward
standardization, potentially leading to the
fragmentation of cultures and the isolation
of communities. There is insufficient
research on practical tools for implementing
ethnofuturist principles in national and
international curricula. Additionally, the
effectiveness of ethnofuturism in sustaining
cultural identity remains underexplored
(Zhanguzhinova, et al. 2024).

* Cultural heritage theory - this
theoretical framework underscores the
importance of preserving and adapting
historical and ethnic traditions, particularly
in costume history (Cheong, 2015;

Jones & Stallybrass, 2007; Tarrant,

2021). However, contradictions exist

in the theories of Assmann (2011) and
Smith (2006), which argue for heritage
preservation as an integral component of
national identity but may clash with global
trends toward cultural standardization.
While studies in this field provide insights
into cultural heritage, they often lack direct
application to educational methodologies.
There is a notable gap in understanding
how cultural heritage is integrated into
academic curricula and how it shapes youth
perceptions (Zhanguzhinova, et al. 2022;
Republic of Kazakhstan 2019).

* Cultural memory theory and
Silk Road interactions - the study of
costume as a medium for preserving and
transmitting cultural and historical values
is grounded in cultural memory theory

(Zolotoreva & Jumashev 2018). Emphasize
the role of the Silk Road in maintaining
cultural exchange (Zhao 2007 ) and (Liu
2014). However, heritage transmitted
through such routes is oiten subject to
reinterpretation, potentially altering its
original meaning. A key contradiction lies
in the tension between cultural memory
theory and the “polysemantic” nature of
cultural practices (Hansen 2012). What

is traditionally considered an element

of cultural identity may be perceived
differently across historical and cultural
contexts. There is a lack of systematic
research on how cultural memory and Silk
Road traditions can be incorporated into
modern educational programs and how they
are perceived in different regions along the
Silk Road.

Materials. The internationalization
of education represents a strategic
process of integrating international,
intercultural, and global dimensions into
educational programs, research activities,
organizational structures, and management
processes. The United Nations Sustainable
Development Goals (SDGs) emphasize
inclusive and equitable access to education,
with internationalization considered an
essential part of this global approach (SDG
4: Quality Education) (UNESCO and
OECD 2005).

Key aspects of the internationalization
concept include the globalization of
knowledge and competencies, intercultural
interaction, the competitiveness of
educational institutions, international
academic mobility, and the integration
of international standards (Marginson,
2018; Bala, Gluhovic, Korsberg, &
Rottger, 2017). Current approaches to
internationalization encompass courses
with international content, joint educational
programs, online courses, digital
internationalization, and multilingual
support (Kulbaev & Zhanguzhinova 2023).

A comprehensive approach to teaching
Costume History aligns with the objectives
of education internationalization, as



the course syllabus is designed to cover
various costume traditions worldwide.
The structural and content framework of
the discipline extends beyond costume
studies to include sociological, cultural,
ethnographic, philosophical, political,
religious, and artistic aspects, among
others (Assmann 2011; Cheong 2015).

The internationalization of teaching
methods is a process of adapting
educational approaches that integrate
cultural traditions with modern innovative
trends, aiming to develop students’ global
and intercultural competencies (UNESCO
2005). In this context, ethnofuturism
serves as a conceptual foundation that
bridges local cultural heritage with future
perspectives, fostering an interdisciplinary
and creative educational environment.
Within the Costume History discipline,
interdisciplinary research incorporates
pedagogical methods from art education,
cultural studies, scenography, costume
design, and ethnography.

The internationalization of teaching
methods, as demonstrated in the Costume
History course, explores the historical
space of the Silk Road from Asia to Europe
as a foundation for cultural exchange,
knowledge dissemination, technological
transfer, and the interaction of various
traditions. This intercultural exchange
has enriched the diversity of costumes,
leading to the emergence of new forms
and symbolism that reflect the synthesis
of Eastern and Western traditions (Zhao
2007; Zolotoreva & Jumashev 2018).

The Costume History curriculum
includes several disciplines that contribute
to global knowledge and competencies in
folk and ethnic costume history, hairstyles,
accessories, footwear, makeup, stage
makeup, and fashion development. The
course enhances international content,
intercultural interaction, opportunities for
developing joint educational programs,
conducting online courses, digital
internationalization, multilingual support,
and the study of foreign terminology.

The Costume History discipline allows
for the exploration of costume not only as
an element of national identity but also as
a product of global cultural dialogue. The
Silk Road played a crucial role in costume
development, providing material conditions
and facilitating interactions between
different cultures (Hansen 2012; Liu 2014).

The global concept of the Silk Road,
historically serving as a communicative
platiorm between diverse peoples, aligns
with contemporary trends in student
and faculty academic mobility, fostering
knowledge exchange, artistic collaboration,
and the preservation of cultural traditions.

Methods

A distinguishing feature of nomadic culture,
as a historical and social phenomenon, is
the embodiment of unique qualities such as
adaptability, flexibility, creativity, learning
ability, and the capacity for knowledge
synthesis and cultural exchange. These
characteristics directly correspond to key
aspects of the Social-Emotional Learning
(SEL) model. According to Berezkin
(2008), Kunnas (2016), and Shchitov
(2020), the core competencies of SEL
include building trust and cooperation
through emotional intelligence, effective
communication, conflict resolution,
responsible decision-making, and
relationship-building.

The SEL model, which focuses on
developing emotional and social skills,
provides insights into how the nomadic
way of life contributes to the formation
of universal competencies essential for
effective interaction and self-development.
The cognitive flexibility and behavioral
adaptability of nomadic groups, shaped
by the necessity to respond to constantly
changing environmental conditions, reflect
key SEL concepts such as emotional
regulation and resilience. Creativity and
learning ability demonstrated in the
capacity to devise innovative solutions to
life and cultural challenges, align with the
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development of self-awareness and self-
management skills.

Figure 1 below presents the
competencies of the Social-Emotional
Learning (SEL) model.

Emotional
intelligence

Effective
| communication

 Conflict

resolution

‘Relationship
~ building

- Responcible
‘decision makin |

Figure 1. Competencies of the Social-Emotional
Learning (SEL) Model

The ability of nomadic communities
to engage in intercultural interaction and
knowledge synthesis through the exchange
of traditions, art, and technologies reflects
social awareness and communication
skills—key components of SEL that are
essential for successful integration into a
global society. Thus, the nomadic way of
life serves as an example of how social-
emotional competencies can facilitate
effective interaction and self-actualization
in culturally and socially diverse
environments.

Results

The study of the concepts of education
internationalization, ethnofuturism,
cultural heritage theory, and cultural
memory theory has enabled the
identification of key methodical principles
Jor teaching Costume History: the
intercultural approach, cultural heritage
preservation, visual anthropology, the
competency-based approach, and the
principle of integrating tradition and
innovation.

To enhance the teaching of Costume
History with international content and

intercultural interaction, an analysis of
scholarly literature on ethnofuturism and
the heritage of the Silk Road has led to the
development of specific teaching methods
for the discipline (Table 2.).

Discussion

To enhance pedagogical experience, it

is necessary to actualize contemporary
cultural and social diversity trends within
the internationalization of education. The
application of ethnofuturism in educational
practice is recommended through the
following measures:

+ Developing curriculum courses on
Costume History incorporating ethnic
motifs and contemporary fashion trends.

+ Utilizing ethnic narratives and
symbols in the design of artistic solutions.

* Integrating courses on ethnic
craftsmanship into university programs,
interpreting traditional techniques in a
modern context.

+ Organizing international cultural
exchanges based on ethnic art and
craftsmanship.

Thus, it has been identified that ethno-
Juturism, as a concept integrating
traditional cultural elements with
modern technologies, is rooted in the
heritage of the Silk Road, serves as a
symbol of intercultural dialogue, and
acts as a key instrument in advancing
approaches to internationalization in
education.

Basic Provisions

1. The first provision: thus, it has
been identified that internationalization
in education contributes to the
establishment of a global cultural
dialogue, facilitating the development
of students’ competencies through the
Social-Emotional Learning (SEL)
model. These competencies include
emotional intelligence, effective
communication, conflict resolution,



responsible decision-making, and

relationship building.
2. The second provision: in the

context of the internationalization of
education, the teaching of the History

of Costume is recommended to be

enriched through ethnofuturism and

the legacy of the Silk Road. This can
be achieved through the analysis of
historical clothing and accessories

(artifacts), the study of the functional
approach to clothing, the investigation

of key factors influencing costume

design, as well as the application of

Table 2.

Teaching methods of the discipline Costume History

K Objectives of the method - the | Description of the method - the | Expected outcomes - the
= analysis investigation formation of competencies
1. Context of the era Each of the 15 syllabus topics Students independently
2. Historical and social aspects explores epochal features: prepare e§says or .
of costume in the given period | 1) Historical costumes presentations on the following
topics:
3. Identity, cultural values, and | 2) Hairstyles opics ) i )
their influence on fashion 3) Makeup and stage cosmetics 1) Men’s or womerw s clothing
~ __| 4 Symbolism and functions 4) Jewelry and accessories 2) Types and details of
] £ | of clothing across historical 5) Textiles costumes
5 — & | periods 3) Social or status-related
e 2B . I -
£ & <[ 5. Changes in fashion and Se)ciititlzgsand tailoring attire
S _E 8 | standards _ -q _ _ 4) Footwear
ﬁ 3 § 7) Finishing details 5) Textiles
=Y 8 8) Embroidery and decorative . .
c S 6) Tailoring techniques
< < elements )
7) Embellishment
9) Footwear
10) Artistic style 8) Embroidery and decoration
11) Influence of artworks,
architecture, literature, and
visual representations
s 1. Utilitarian and ergonomic 1) Climate, production During seminar sessions,
o s functions of clothing technology, fit, usability, students participate in
;':-_ ‘g £ | 2. Moral, social, religious, and | Physical safety, and comfort group discgssions us.ing
° 'f“ % ritual functions 2) Impact on self-perception bralnstormmg techniques to
E & 2 | 3. Aesthetic and psychological and social recognition analyze clothing taxonomies.
“ 8T | aspects
>
L
0 g 1. Geographical factors Case study method based on A seminar discussion among
g @ 2. Economic influences an intercultural approach to students on the general
£ a P costume creation. methodology of costume
> o 3. Political influences -
o E design.
Ef .3 4. Psychological aspects
2 8 | reflecting social-class
-% 2 | differentiation
2 § 5. National Characteristics
wn
g % 6.Religious beliefs and
== aesthetic preferences
- 1. Clothing types 1) Draped, wrapped, and open- | Practical taxonomy of
-g B | 2 Structural types of garments | fronted clothing costumes
% ﬁ 2) Lower-body and upper-body | 2) Understanding of structural
S = garments and technical aspects of
|_

costume design
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Comparative

Method

1. Social role of costume

2. Cultural traditions in fashion
and art across different eras
and regions

3. Visual and functional
aspects of clothing

4. Inductive and deductive
approaches

5. Design influences, mutual

adaptations, and distinctions
among neighboring regions

1. Impact of global trends in
art, culture, sociology, and
psychology on costumes from
various historical periods and
cultures

2. Visual sources

3. Changes in production
technologies and materials

4. Functionality and symbolism
of costume

5. Contrast between traditions
and cultural values as reflected
in regional attire

1. Development of critical
thinking

2. Enhancement of analytical
and research competencies

3. Expansion of theoretical
and practical knowledge of
costume taxonomy

Ethnographic
Method

Ethnic and national traditions
in costume and art as
expressions of cultural identity

1. Cultural, ideological,
religious, and regional
influences on costume design

2. National and cultura L
identity

1. Development of cognitive
and knowledge-based skills

2. Acquisition of general and
specialized competencies
related to costume design
using inductive-deductive
methods

1) Costume representation in
artworks (paintings, sculptures,
frescoes, reliefs, and other
visual materials)

1) Interpretation of genre-
specific styles in fashion

2) Reconstruction of historical
costume appearances, including

1. Structuring and
classification of information
to identify costume design
patterns

educational collection

'_E 2) Symbolism, visual codes, their cultural, religious, and 2. Development of analytical
o 2 and cultural meanings of social significance and observational skills
§w 7? clothing within a specific era
[= .
§ < or society
- 3) Using artworks to trace the
evolution of fashion in terms
of style, cut, materials, and
accessories across different
periods
1) Costume analysis through 1. Understanding the fashion 1. Enhancement of associative
the life, activities, and cultural | of a specific period through thinking, imagination, critical
context of a historical figure notable examples analysis, and research skills
2) Influence of individuals on 2. Examining the symbolic role | 2. Ability to reconstruct and
fashion trends or vice versa— of clothing in shaping power, interpret historical images
S - the influence of fashion on status, or individuality
-é_ 2 their personal style
L
‘g') s 3) Examination of personal
o preferences, status, and
societal roles through clothing
4) Sources: Portraits,
contemporary descriptions,
personal letters, and wardrobe
inventories
Recreating historical character | 1. Students independently 1. Development of critical
costumes create sketches as part of thinking, artistic taste, and
practical work professional competencies
_ § 2. They assemble a visual 2. Acquisition of practical
8% representation of historical skills in assembling
§ 2 % figures using costumes, wigs, historically accurate costume
£ § = headdresses, and accessories ensembles
& from the university’s 3. Organizing student casting

for theatrical performances
showcasing historical
costumes




typological, comparative, ethnographic,
iconographic, biographical, and
historical reconstruction methods.

Conclusion

The internationalization of teaching
methods in Costume History within the
framework of ethnofuturism and the
heritage of the Silk Road opens new
educational opportunities by integrating
cultural heritage with innovative
perspectives.

Ethnofuturism, as an educational
concept, facilitates the preservation and
adaptation of cultural values in response to
the challenges of globalization. It fosters
in students a profound understanding of
cultural traditions and their relevance in
the modern world. Through project-based
learning focused on embedding cultural
codes and traditional elements into
clothing, students engage with cultural
values and develop research competencies.

The heritage of the Silk Road
serves as a unique source for studying
Costume History, unveiling the richness
of intercultural interactions, and mutual
influences of traditions and innovations,
thereby enriching the educational process
and broadening students’ worldviews. The
discipline of Costume History enables the
exploration of various national costumes,
thus providing methodological insights into
the internationalization of education.

An intercultural approach to teaching
Costume History helps students cultivate

tolerance, respect for other cultures, and an
appreciation of their contributions to global
history. Additionally, it enhances analytical
and critical thinking as well as research
competencies.

The integration of traditions and
innovations into Costume History
teaching methodology nurtures students’
creative thinking and their ability to merge
ethnic elements with contemporary fashion
trends. This is particularly crucial for
professional fields such as design, fashion,
scenography, and the arts. The application
of modern technologies, including digital
heritage preservation, virtual fashion
shows, and interactive educational
platforms, increases student engagement
and ensures a deeper immersion into
the subject. Innovative technologies in
education, alongside an emphasis on the
cultural values of various nations, form
the foundation for the diversification of
ethnofuturism.

The development of a global learning
context in Costume History through the
lens of ethnofuturism fosters professionals
who are prepared to work in an
internationalized environment and create
new trends based on cultural traditions.

The incorporation of international
approaches into the teaching of Costume
History not only enriches the educational
process but also contributes to shaping
students’ appreciation of cultural diversity
and awareness of the significance of
historical heritage for sustainable societal
development.
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JKanryxunoa Mepyept

Temip6ek )Kyprenos atbiniarsl Kazak yiarTeik eHep akagemusich (Anmatel, Kazakcran)

KOCTIHOM TAPUXbIH OKbITY S AICTEPIHIH UHTEPHALMWOHANTU3ALUACHI:
STHO®YTYPU3M XKOHE XIBEK XXOJIbIHbIH M¥PACbI

Anpatna. KasakctaHaafbl eHep 6aFgapiamManapbl 60MbIHLWA XOFapbl BiNiMHIH MHTEPHALMOHANM3ALMSCDI
3THODYTYPU3MHIH, XXahaHablK Taxipubeci MeH Xibek »0nbIHbIH Mypachl TEHAEHLMSANAPbIH 63€EKTi eTea,.
3epTTeyAiH 63eKTiNir — KOCTIOM TapuUXblH OKbITYAbIH 03bIK, TOXXipubenepi MeH afiCcTepiH MHTerpaumanay
apKblibl MOAEHUETApabIK KO3KAPACTbl KANbINTACTbIPY XXSHE CTYAEHTTEPAIH XahaHablK Ky3bIpETTiNiriH
KEHENTY. OHep MeH AM3aliH canacbiHaafbl 6iniM 6epy baraapnamanapbiHblH, MHTEPHALLMOHANM3ALMSCDI
Kasipri kesae NoKanusaumsanaHFaH KOHTEKCTEPre HEeri3aenreH STHOMYTYPU3MHIH aAiCHaManbIK,
YKOHe NpakTUKablK TaCinAepiH yHMbUKaLmManay MaceneciMeH Tymicin oTblp. 3epmmeyodiH Makcamsl
- XibeK >0/bIHbIH, Mypacbl asiCbiHAAFbl STHOPYTYPUIMHIH, KOCTIOM TapUXbIH OKbITY S4iCTEPIHIH,
WMHTEPHALMOHANN3aUMACbIHA SCEPiH Tanaay XXoHe MaAEHM SpTYPAiNiK NeH xxahaHapblk TpeHATEpAI
€CKepeTiH OKbITy BOMbIHLLIA YCbIHbICTAp 33ipney. 3epmmey adicmemMeci Keneci cananapablH, NaHAPanbIK,
TacCinmepiHe Herizaeneni: eHepAi OKbITy, OHEPTAHY, MOAEHMETTAHY, CLieHorpadus, KOCTIOM AM3aiiHbl,
3THorpadwus. 3epTTey aAicTepi: WOoNy-TeOPUANbIK Tanaay, BHEPTAHYbIK (KOCTIOM TapuXbl CanacbliHAa),
dicTeMenik-nefarorMkanblk Tanaay, CanbiCTbipMasbl 3epTTey, KEMC-CTaam 94icCi. 3epTTeyaiH, Heri3ri
HOTUXKENEepi: KOCTHOM TapuXbIH OKbITYAbIH Nefarornkablk d4iCTePiH KaiTa oMnacTbipyFa bafbiTTanFaH.
byn npouecc kasipri »xahaHablK CbiH-TereypiHAepAi eCKepe OTbIPbIN XYPri3ineai, COHbIH iliHae:
3THODYTYPU3M, YATTbIK Biperennik, Xibek oblHbIH TApUXbIHA KATbICKAH 3pbip 3THOCTbIH, MOAEHM
KYHAObINbIKTAPbI. Teopussibik MAHbI30bI/bIFbI: «KOCTIOM TapUXbl» MaHiH OKbITYAaFbl ©3€KTi Neaarornkanbik,
aficTepai KapacTblpy. [Tpakmukansik MaHbi30bIbIFbI: «KOCTIOM TapuXbl» MNaHI GOMbIHLLIA 3aMaHayM XXaHe
TMiMAi 6iniM 6epy aficTepiH Herisre ana oTbIpbin, CTYAEHTTEPAIH, KY3bIPETTiMIriH KAanbINTacTbipyFa
ApHanFfaH ycbiHbICTap 6epy. Herisri TyXblpbIMAap MeH KOPbITbIHAbLIAP: KOCTIOM TapuXbiH OKbITYAbIH,
MHTEPHALMOHANM3aLUMSACHI A3CTYP MEH MHHOBALMAHbIH MHTErpaLMaCbiHa, MaAEHMETapabIK Tocinaepai
KOMAAHYFa biknan eteai. STHohYyTypu3M — 6iniM 6epy Ty>KbipbiMAaAMachl peTiHAe XahaHabIK, KOHTEKCTIH,
[aMyblHa yec Kocabl.

Kinm ce3dep: nHTepHaLMOHaNM3aLmMs, STHODYTYPM3M, KOCTIOM Tapuxbl, XXibeK Xosbl, OKbITY daicTepi,
KY3bIPETTiNiK, 9N1eyMeTTiK-3MOLMOHaNAbIK OKbITy Moaeni (SEL).

Aaiiekce3 ywiH: XXaHryxxmHoBa MepyepT. KOCTIOM TapuXblH OKbITY 94iCTEPiHIH,
MHTEePHaLMOHaNM3aumaChl: STHODYTYpm3M xaHe XKibek xonbiHblH Mypachl. Central Asian Journal of Art
Studies, T.10,N2 1, 2025, 297-310 6., DOI: 10.47940/cajas.v10i1.966

ABmop KOMKa36aHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bI #aHe Myddenep KalilblbIFbl YOK eKeHOi2iH
Manimoelioi.
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)Kanryxxunoa Mepyept

Kasaxckasi HalmoHasbHast akajiemMust uckyceTB imeHn TemupGeka YKyprenosa (Anmatel, KasaxcraH)

MHTEPHALUOHANU3ALUA METOO0B NPEMNOAABAHNA UCTOPUN KOCTIOMA:
3THO®YTYPU3M U HACNIEAUE WWENKOBOIO NYTH

AHHOTaums. MHTepHALMOHaNM3aLMs B BbiCLIEM 06pa3oBaHMKM KazaxcTaHa no nporpamMMam
MCKYCCTBA aKTyanM3npyeT TeHAEHLUMK IMO6anbHOro onbiTa STHOGYTYpHU3Ma 1 Hacneams Lenkosoro
nyTW. AKTYyasIbHOCTb MCCNIEL0BAHMSA 3aK/IOYAETCS B MHTErPaLMK NepenoBbiX NPakTMK U METOL0L0B
npenogasaHus MIctopum KocTioMa A1 GOpMUPOBAHUS MEXKYILTYPHOTO MNOAXOAA M PACLUMPEHMS
rno6anbHOM KOMMETEHTHOCTH CTYyAEHTOB B 06yyeHunU. COBpeMEHHbIe BbI30Bbl MHTEPHALMOHANM3ALIUN
06pa3oBaTesibHbIX MPOrpaMM B 06/1aCTU UCKYCCTBA U AM3aiiHa CTASIKUBAKTCS C MPobaemMoit yHUdUKaLmMm
METOL0JIOTMYECKMX U MPAKTUYECKMX MOAXOLO0B 3THOhYTYpU3Ma, 6a3npyoLLEerocs Ha TOKaaM30BaHHbIX
KOHTekcTax. Llenb nccnenoBaHus — npoaHanusnpoBaTh BAMSIHWME STHODYTYPU3Ma B paMKax Hacaenms
LllenkoBOro nyT Ha MHTEPHALMOHANIM3ALMIO METOLOB MPenoLaBaHUS UCTOPUM KOCTIOMA NS
pa3paboTKu peKoMeHaaLUMI B 00yHEHUM, YUUTbIBAKOLLMX KYSIbTYPHOE MHOroo6pasune 1 rnobanbHble
TpeHAbl. MeToa0/10rMs UCCNenoBaHUs 6a3nMpyeTcs Ha MEXAUCLMNIMHAPHOM MOAXOLE B 06/1acTaX:
npenoaaBaHus UCKYCCTBA, UCKYCCTBOBELEHMUS, KYNIbTYPOIOr1K, CLieHorpadum, An3aiiHa KoCTioMa,
3THorpadun. MeToabl MccnenoBaHUs: 0630pHO-TEOpPETUYECKMIM, MCKYCCTBOBEAYECKMI (B 06nactu
MCTOPUM KOCTIOMA), METOAMKO-NEefarorMyeckoro aHanmsa, KoMnapaTuBHbIi, Keic-ctagu. Knioyesble
pe3ynbTaThl UCCNeL0BaHUS HANpaB/eHbl HA NMEPEOCMbICTIEHME MeAArorMYecknX METOA0B NPenoaaBaHums
LMCUMNInHBL ICTOpUS KOCTIOMA C YY4ETOM aKTyasbHbIX [106a/bHbIX BbI30BOB: 3THODYTYPU3Ma,
HaLMOHaNbHOW MOEHTUYHOCTU, KY/IbTYPHbIX LEHHOCTEM KaXKA0ro 3THOCA, BOBEYEHHOTO B UCTOPUIO
LllenkoBoro nyt. TeopeTnyeckas 3HaYMMOCTb UCCNIEA0BAHMS 3aKIOYAETCS B 0630pe akTyanbHbIX
nefarorMyeckMx MeTooB NpenogaBaHus AUCUMNAMHbI «McTopust KOoCTioMax. [Ipakmuyeckoe 3Ha4eHue:
MccnenoBaHve npenoctaBnser pekoMeHaauum Ans GopMMpoBaHUS KOMNETEHLMI CTyAEHTa HA OCHOBE
COBpEeMEeHHbIX M 3heKTUBHbIX 06pa3oBaTebHbIX METOLOB MO AMUCUMNANHE «McTOpUS KOCTIOMay.
ApryMeHTbI UM BbIBOLbI UCCNIEA0BAHMUS: MHTEPHALMOHANM3ALMS 00yYEHNS UCTOPUM KOCTIOMA
CMoco6CTBYET MHTErPaLLMM TPALMLMI U MHHOBALLMI, UCMOMIb30BAHMI0 MEXKY/IBTYPHOIO MOAX0AA;
3THOMDYTYPU3M - Kak 06pa3oBaTeNibHAsA KOHLIEMNLMS CNOCOOCTBYET Pa3BUTUIO IMODBANILHOTO KOHTEKCTA.

Knioyessbie cnoea: nHTEpHALMOHANM3aLMs, STHODYTYPU3M, UCTOPUS KOCTIOMA, LLlenkoBbii nyTb,
MeToAbl 06y4eHUs, KOMNETEHTHOCTb, MOLE/Nb COLMANbHO-IMOLMOHaNbHOro 0byyeHus (SEL).

Ana yumuposarus: XXaHry>xmHoBa, MepyepT. UIHTEpHaLMOHaNM3aLmMa METOLOB NPenoAaBaHms
McTopum kocTioma: sTHodyTypm3m u Hacneame LLenkosoro nytu. Central Asian Journal of Art Studies, 7. 10,
Ne 1,2025, c. 297-310, DOI:.47940/cajas.v10i1.966
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ART PEDAGOGY ‘

THE DIGITAL SHIFT IN ART
EDUCATION: BALANCING
TRADITION, INNOVATION,
AND INTEGRATION

Case study: Department

Of Art Education, Abai
Kazakh National Pedagogical
University, Kazakhstan

Masoumeh Shiri', Karim Baigutov?

2Abai Kazakh National Pedagogical University
(Almaty, Kazakhstan)

Abstract. The digitalization of education has become an essential aspect of modern teaching and
learning, significantly influencing instructional methods and student engagement. This article
examines the digitalization methods of art education at the university where the study is being
conducted to clarify teachers’ perspectives. The study employs a descriptive-analytical research
approach and utilizes a questionnaire with 23 items, including a Likert scale and open-ended
questions, to collect quantitative and qualitative data. The data analysis results indicate that teachers
hold a positive and satisfactory view of blended teaching methods. While they exhibit significant
weaknesses in utilizing personalized technological teaching approaches, they assess student learning
outcomes as appropriate and effective when combining traditional and digital teaching methods and
online education.

Through coding the questionnaire results, two charts were designed to illustrate the advantages
and disadvantages of using digital technologies. Given that educators, students, and educational
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institutions have diverse perspectives on the digitalization of education, examining the integration

of traditional and digital teaching methods is strategic and highlights the necessity of addressing

the viewpoints of these three groups. The primary concern of this article is bridging the gap between
traditional art education and technology-based art education. While the findings suggest that the
benefits of integrating technology into art education outweigh its drawbacks, further exploration of its

implementation remains essential.

Keywords: digitization of education, art education, traditional learning, integration, digital

technologies

Cite: Cite: Shiri, Masoumeh, and Karim Baigutov. “The digital shift in art education: balancing
tradition, innovation, and integration. Case study: Department of Art Education, Abai Kazakh National
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Introduction

he inclusion of digital technologies into

art education has been a significant
issue over the last few decades. However,
traditional art education, which has
always emphasized hands-on techniques,
individual expression, and a broad
knowledge of artistic materials, is facing
new opportunities and challenges in the
face of digital tools that fundamentally
change the modes of learning and making.
In the context of ancient and first-person-
oriented learning experiences, digitization
raises questions about how technology
may provide opportunities for new
pedagogy.

This transition is motivated by many
reasons, such as the fast-paced evolution
of technology, the rising popularity of
digital literacy in modern society, and
the necessity for more accessible and
adaptable educational settings. Digital
education tools are being made in response
to the unfolding of digital life. As digital
teaching resources and methods are
becoming part of everyday work, this may
lead to their adoption in art. However,
this digital transformation also presents

concerns regarding the protection of
conventional art forms, its influence on
creativity, and the role of technology in
defining the future of creative expression.
Art education has always been a field of
study negotiated between the old and
the new. Art teaching and learning
methods have continually evolved, but
creativity, technique, and critical thinking
remain integral principles. Power poses
a crucial role, while the digitalization of
art education is vital to this evolution and
brings both opportunities and risks. It is
necessary to explore how these digital
tools help to improve, supplement, or
replace the old teaching methods and what
this conversion means for teachers and
students.

In modern society, education
has increasingly led to the learning
of technology and digital capacity. It
has become essential to developing a
knowledge-based, creative, and digital
economy. Students are thought to be
skilled when they are exposed to new
technologies, but skill development of
this type is shorter-lived due to the ever-
quickening pace of technological changes.
This is one of the key components of



the education concept (Qureshi et al.).
Therefore, the extent to which technology
is being applied, especially with students
submerged in digital technologies since
birth, is constantly being evaluated

and further developed. This has reached
the point that education technology is
now an expectation instead of a privilege
(Barbour). One essential element of
preparing a modern professional is the
digitization of education. Alongside

these trends, there are more and more
interdisciplinary studies and projects and
an increase in the volume and significance
of information. Studies show that educators
and students today recognize the necessity
of enhancing their competencies in
artificial intelligence, big data processing
and analysis, and information and
communication technologies (Marrone et
al.; Sangapu; Gréjeda, Burgos, et al.; Shiri
and Baigutov; Lin and Chen; Stambekova
et al.; Zhazira et al.). Consequently,
introducing new approaches and analyzing
their positive and negative aspects has
become critically important in the art
education system. This analysis is essential
for transforming teaching styles and
integrating new technologies and modern
methods (Alenezi et al.).

Digital education can create new
learning opportunities for art students. Art
students can access media, personalized
instruction, various new digital
technologies, and creative and engaging
strategies in digital and online learning
environments. Hughes and Roblyer
suggested several approaches, as well as
overarching technological applications in
visual arts education, such as production
and manipulation of digital images;
graphic design, 3D modeling, and desktop
publishing support; virtual art museum field
trips; film as an art form; use of computer-
controlled kilns; and use of digital means
of sharing students’ creative and research
work.

Problem Statement

There are advantages and disadvantages

to the digitization of art education. Digital
technology integration raises important
issues regarding balancing tradition and
innovation, even though it may improve
art education. Traditional educational
models historically emphasizing physical
techniques and hands-on artistic practice
are challenged by the move toward digital
tools and platiorms in art education. The
impact of digitization on students’ creative
development, skill acquisition, and depth
of creativity is still unknown. Concerns
about accessibility, the digital divide, and
the possible loss of important traditional
skills are also raised by the increasing use
of digital tools.

The central issue addressed in this study
is whether integrating digital technologies
in art education enhances the learning
experience or diminishes the core values
and techniques that have historically
defined art education. This study’s
importance stems from its applicability to
the changing demands of contemporary
education and the arts. Art education
must stay current and valuable as digital
technologies influence many fields.
Preserving the rich legacy of classical art
and giving students the tools they need to
succeed in a technologically advanced world
requires an understanding of balancing
traditional artistic techniques and cutting-
edge digital tools. In doing so, this research
could lend insight into a harmonious fusion
of the concepts of tradition and innovation
that could benefit both its educators and
the students that they instruct, as well
as the field of art education. Recognizing
the effect of this change is key to creating
a more traditional and digital education
program.

Objectives

Considering the worldwide importance
of education digitalization and its
increasing role in Kazakhstan, many
initiatives have been launched, and some
programs have been designed nationally.
Hence, analyzing the gap between
traditional and digital means of teaching
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can be insightful for plans. In light of the
significance of this theme and the case
study college, this study is guided by the
following research questions:

-What are the differences between
traditional art education and digitalized art
education?

-What are the methods for digitalizing
art education in the university under study?

-What are the benefits and challenges of
using digital tools in art education?

This study aims to collect and
thoroughly analyze pertinent and valuable
data regarding the nature of technology-
driven art education. Integrating digital
technologies into art education will be
easier and more efficient if this information
is made available to educational
institutions, teachers, and students. The
study also aims to present a comprehensive
viewpoint on the topic, explain the state
of technology in art education today,
and impartially point out its benefits and
drawbacks.

Background

Digitization of Art Education: Today'’s
Need, Tomorrow’s Requirement

Art education has undergone significant
transformations due to the pervasive
influence of technology in all aspects of
life. Given the inherently creative and
progressive spirit of artists throughout
history, the inclination of contemporary
artists to break boundaries and utilize
digital technologies in creating art is
inevitable. A modern artist seeking to
develop using innovative methods must be
trained in these new approaches. Digital art
education opens new learning opportunities
by introducing students to online and
digital environments while transforming
teaching methods through blended courses,
personalized learning, new collaborative
models, and a wide range of creative and
engaging learning strategies. To be sure,
the 21st-century rendering of learner
success stipulates that students must be
critical consumers of digital art and be able
to collaborate and create digital art media

effectively. That means developing their
capacity to showcase skills, network
artistically, and advance artistic ideas via
impactful storytelling, visualization, and
content curation.

Before explaining the strategies
for transitioning art education to a
digital format, one must first outline the
fundamental differences between digitalized
and traditional art education approaches.

The Differences Between Traditional
Art Education and Digitalized Art
Education

Education aims to simplify,
standardize, and speed up knowledge
transfer. Accordingly, traditional and digital
approaches aim to consider the quality and
quantity of education. The introduction of
multimedia technologies and the internet
in learning has been widely observed across
many universities as a tool to enhance
accessibility and the quality of delivery and
learning for both students and educators.

Numerous studies have explored
the process of digitization in education,
including art education, examining its
advantages and challenges, uncovering
its various aspects, and shedding light on
the perspectives of students and educators
(Charfeddine and Umlai; Marrone et al.).
Technology solutions have more often
claimed to result in more collaborative
practices than tools used in traditional
methods (Dooley et al.). In other words,
digitization can transform the traditional
teacher-led classroom dynamic into more
collaborative practices, where students
become engaged and active participants
in their learning process. It is worth
noting that digital art education, using
the latest technologies, seeks to facilitate
the teaching and learning process for
educators, students, and educational
institutions. As the digital literacy of both
teachers and students improves, their
willingness to adopt and utilize digital
tools increases (Shiri and Baigutov). It
is important to note that engagement
with traditional art education techniques



in painting, sculpture, printmaking,
crafts, and other disciplines fosters a deep
understanding of artistic foundations

and materials (Asare et al.). Because

it improves hand-eye coordination and
motor skills while creating art, traditional
art education, which places an emphasis
on hands-on engagement and physical
interaction, has many supporters.
Additionally, it makes it easier to establish
a closer bond with the creative output of
earlier generations.

The emergence of digital art tools,
including graphic design software, 3D
modeling applications, digital drawing
tablets, and artificial intelligence, has
revolutionized artistic expression by
offering solutions that support personalized
learning, provide virtual training, and
streamline administrative tasks (Grajeda,
Cordova, et al.; Flores-Vivar and Garcia-
Pefalvo). Another significant advantage of
digitalized art education is access to a wide
array of resources, which enables students
to explore modern artistic styles and
methods, fostering the discovery of diverse
aesthetic concepts.

Adobe’s newsletter highlighted the
benefits of affordability and the relative
ease of new technologies, contributing
to the annual surge in new content
creators. The digital tool features have
revolutionized traditional approaches
and paved a new way for hobbyists to
create content. These advancements have
redefined monetization, giving rise to new
business models in the art industry.

Based on prior research and recent
investigations (Sangapu; Tvrdisi¢; Lin and
Chen), the differences between digital art
education and traditional art education can
be categorized into six primary dimensions:
location of education, scheduling,
cost, flexibility, and teaching methods,
educational content, and social interaction
and engagement. (table 1)

Combination of Traditional and
Digital Art Education

Given the constant transformations,
new media possess their distinct nature and

messages regarding various aspects of life,
including culture, beliefs, societal values,
and education, and digital technologies

are no exception. However, more advanced
technologies tend to adapt to and integrate
with the social and cultural contexts in
which they exist more rapidly. Therefore,

in the visual arts, and most notably in

the creation of artworks using digital
technology, as McLuhan once asserted,
“the medium is the message.” Digital
technology has reshaped how messages are
created and conveyed (Wilks et al.). The
ability to dynamically modify environment
features based on user characteristics or

a user model is a defining characteristic of
adaptive eLearning spaces. The adaptive
system dynamically creates a user model
based on user behavior. The user is directly
involved in updating and making such a
model because it may be scriptable and
flexible. One could characterize this system
as adaptable.

Art education’s digitization process
includes strategies, applications, and new
digital tools and technologies to make
education creative and possible in any
media, place, and time. Several researchers
have tried to offer a collection of strategies
and integrated technology applications in
Art Education. These are the developments
in image creation and slide visuals
through graphic design, both 2D and 3D
design and modeling, as well as online
publishing of artwork in a virtual worldwide
gallery. Moreover, they include virtual
tours exploring museums and historical
sites globally, virtual galleries, movie and
motion graphics productions, and much
more (Hughes and Roblyer; Wilks et al.).
Virtual representations of the world’s
finest museums can become embedded
into the classroom space. However, much
of the relevant digital technology (such as
photography and film) can be accomplished
efficiently without an Internet connection.
Understanding that critical pedagogies
in the art classroom can be applied to
interpreting any event or product, cultural
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Table 1

The difference between traditional education and digital education

Core | Traditional education Digital education
- Physical presence in classrooms is - Classes held face-to-face, virtual or combined
.§ mandatory - Digital classrooms can be anywhere only through an
T - Traditional learning takes place in a | internet connection
> .
° classroom setting - Students from different geographic locations can
%5 attend class at the same time
§ - With new digital technologies, the classroom can
a represent the virtual reality of a museum or historical
monuments
- Classes held at specific times - Information is available at any time
Y C
g .2 | - The speed of transferring - The speed of data transfer is very high
£ g | Information to students Is lower - digital resources can be quickly and easily updated
= 3 | - Updating information in traditional | . the student can access the latest information quickly
versions is time-consuming
- There are higher costs incurred with | - specific art software comes at a more affordable price
a traditional art classroom (regarding | than Physical materials and also has unlimited uses
,é buying materials such as paint, - The costs of equipping institutions and organizations
s canvas, prints, replicas, etc.) with the latest advanced digital technologies (artificial
§ - Forming traditional classes does intelligence, virtual reality, Internet of Things, etc.) are
s not require expensive special very high
8 technological tools - Maintaining these digital technologies involves
S regular expenses
- Preparation and training of teachers to use digital
technologies, including expenses
- The practical experience of teaching | - Different types of digital technology equipment can be
o and creating art takes place (working | used to teach content-based lessons
o with colors and materials manually) - Teaching methods can varry, interactive, 3D, or virtual
§ |- Teaching facilities are limited and reality compared to the presented content
‘aE'J S | traditional (black and whiteboard, etc.) | - practical experience does not take place to teach and
= g - Teaching methods in traditional create art
2 g | education are imposed - Self-motivated students can strive for different
5 - Teachers have little knowledge methods, strategies, and content of the course and
o about new technologies and cannot beyond the course
meet the needs of students in the
field of digital technologies
- - Traditional classroom content is - There are far more subjects to choose from than in a
o static conventional classroom setting (McNulty)
§ - The primary source of information is | - By personalizing education, it is possible to provide a
= the trainer curriculum for each student according to his abilities
‘E - There is a comprehensive program - Teachers and students have access to endless and up-
® for all students (with different to-date sources of information
§ abilities). - interactive flat panels allow for dynamic content to be
presented in a digital education
- Working on a group project and - Students’ self-confidence increases in performing
o3 interacting with one another are interactive activities
Ss crucial components of the traditional | _ syydents’ self-motivation increases in digital classes,
IR classroom experience (McNulty) and they are encouraged to search for material beyond
g % - Extensive interaction between the classroom
= £ | teachers and students - Interaction between students and teachers and
-8 & [ - Most teachers are monologue students with each other is less in the virtual classroom
o
(V2]

- Some students may experience some form of social
isolation when participating in an online course




or otherwise. For example, gamification’s
real possibilities and cumulative potential
are pretty extensive. At the moment, an
urgent area of research into the possibilities
of education digitization (Featherstone

and Habgood) and the use of mobile

digital educational resources (/lemenkona
et al.), which should be understood as an
organized, controlled, purposeiul process
of interaction between a teacher and a
student using mobile devices, is carried out
applying adapted educational content and
ergonomics of the corresponding electronic
educational resource. As Qureshi et al.
state, the advancement of students’ and
educators’ learning skills has increased due
to the development of digital technologies
and the broader use of the Internet in
education.

Methods

Research Design
This study examines digitalization
methods’ theoretical and practical
foundations in art education. To achieve
this goal, a descriptive-analytical research
approach was employed to collect both
quantitative and qualitative data. The
research instrument consisted of a
questionnaire with 23 distinct items, which
was updated based on previous studies and
adapted for use in art education. These 23
items covered various aspects, including
participants’ demographic information,
gender, teaching experience, and their
perspectives on the digitalization of art
education.

Participants

The participants in this study were 22
art faculty members from Abai Kazakh
National Pedagogical University, all
of whom were actively teaching in the
Department of Art. They were carefully
selected based on their teaching
experience, academic qualifications, and
familiarity with digital technologies in art
education. The participants ranged in age

from 30 to 60, and all had prior experience
using digital technologies in their teaching
practices.

Research Instrument

The research instrument consisted
of a 23-item questionnaire, which was
structured into four distinct sections:

- Demographic Information:
Participants’ personal details, including
gender and teaching experience.

- Perspectives on Digitalization in
Art Education: Their general opinions
regarding adopting digital methods.

- Advantages of Digital Technologies in
Art Education: Their perceived benefits of
integrating digital tools in teaching.

- Disadvantages of Digital Technologies
in Art Education: Their concerns and
perceived limitations regarding digital
teaching methods.

The questionnaire incorporated a
combination of question types, including
a five-point Likert scale, binary (yes/no)
questions, and open-ended questions to
collect both quantitative and qualitative
data. The structured questionnaire
was designed online and distributed to
participants via social media platiorms.
Participants were assured that all collected
information would be kept confidential and
used solely for research purposes.

Data Collection and Analysis

The data was collected online,
systematically categorized and coded using
Excel spreadsheets, and subsequently
analyzed using SPSS software. The
findings were presented in three charts
and one table. To ensure the reliability
and validity of the study, Cronbach’s alpha
coefficient was used to assess the internal
consistency of the questionnaire, yielding
a reliability score of 0.78, indicating a
relatively high level of reliability.

This study was approved by the Ethics
Committee of Abai Kazakh National
Pedagogical University (Ref No. 12) on
16/03/2024. All participants provided
informed consent before participation.
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Discussion

The use of digital technologies in
education, particularly in art education,
is inevitable. In the context of integrating
digital technologies into teaching,
multiple aspects, such as teachers’ skills,
willingness, and visual literacy, have been
previously examined. As demonstrated by
Shiri and Baigutov, teachers believe that
introductory training programs
are necessary to effectively utilize
digital technologies in education.
Moreover, their academic rank significantly
influences their level of digital literacy and
motivation to adopt technological
methods in teaching. This study also
explored these aspects and revealed that
teachers highly favor blended teaching
methods combining traditional and
digital approaches. Additionally,
they perceive implementing blended
learning as having a significant positive
impact on students’ learning outcomes.
Previous research by Shiri and Baigutov
suggests that incorporating digital
technologies in art education
can enhance students’ creative ideation
and positively influence artistic creation.
As emphasized in this study, 70% of
teachers expressed satisfaction with
students’ learning outcomes through
blended methods, while 59%
reported satisfaction with virtual
learning approaches. The disadvantages
of integrating digital technologies
into art education primarily stem from
a lack of familiarity and awareness
of these tools and the challenges associated

with their use rather than the inherent
limitations of the technologies
themselves. In contrast, teachers
identified numerous benefits of

employing digital tools in the educational
process. The findings suggest that

the advantages of utilizing digital
technologies in art education outweigh the
disadvantages.

Results

Digitalization Methods in Art Education
Based on the collected data and its
analysis, the strategies and methods of
digitalizing art education at the studied
university can be categorized into three
approaches: personalized learning, virtual
learning, and blended learning. These
interrelated methods may overlap, allowing
their integration to address specific
educational needs (Figure 1).

Figure 1 clearly illustrates the
categorization of digitalization methods
in art education. Subsequently, Table 2
presents teachers’ perspectives on each of
these methods and their level of satisfaction
with them. The table indicates that teachers
predominantly use blended learning for
art education, with an average score of
3.3, and it is also the method that yields
the highest student learning outcomes
(3.5) compared to other approaches.
Conversely, personalized learning is the
least utilized method, with an average score
of 1.8, corresponding to a lower level of
student learning. The teacher satisfaction
column reflects their level of approval for
each method. As expected, teachers favor

Personalized education Virtual education Blended education

+using unique methods for each
student, which is done with
different tools and different

approaches. information.

*In this model, digital classrooms
can be anywhere and there is no
limitation of accessibility to the

* This model of face-to-face
learning is a combination of
traditional education and digital
technology and using the tools
and methods of both.

Figure 1. Methods of digitization in art education



blended learning the most, with an average
satisfaction rate of 70%, making it the
highest-rated approach for enhancing
student learning. (table 2)

Table 2. Art teachers' perspectives on digitalization methods in education

- Challenges in teaching creative
thinking methods: According to teachers,
high-quality, engaging learning
experiences and creative thinking

Significance Factor Mean Std. teachers’ Cronbach’s
Deviation satisfaction % Alpha
Personalized | The extent of using this method 1.8 0.3 20%
Education The level of students’ learning 1.9 0.5 40%
Virtual The extent of using this method 2.6 0.3 52%
Education ) : 0.78
The level of students’ learning 2.6 0.4 59%
Blended The extent of using this method 3.3 0.5 68%
Education The level of students’ learning | 3.5 0.4 70%

Figure 2 presents the disadvantages of
digitalizing art education from teachers’
perspective. The data for this section
were collected through questionnaires,
and based on the analysis, most teachers
identified five key drawbacks of integrating
digital technologies into art education:

- Lack of teacher proficiency in
digital technologies: It is undeniable
that technology has a constructive
relationship with visual arts, and this does
not contradict the global artistic content
created through educational technologies.
However, many teachers expressed
shock at the rapid changes in teaching
methods and felt unprepared to implement
these technologies in their practice
effectively.

- Elimination of hands-on learning
experiences and artistic creation:
Participants emphasized that material
practice, physical engagement, and
tactile experience are central to visual arts
education. One teacher stated: “Working
with physical materials is not only the
foundation of visual arts education but
also essential for understanding art—
students must create art to comprehend it
truly.” They argued that students should

manipulate materials and engage in hands-

on exploration to develop artistic intuition.

strategies are challenging to implement
in online classes. One respondent noted:
“Technology itself is not the goal; while
it has great potential, it must be used
appropriately and tailored to suit artistic
content.”

Over-reliance on digital technologies:
Teachers reported various technical
challenges when using digital tools in
art education, including power outages,
internet disruptions, hardware failures,
and a lack of technical support. These
obstacles can negatively impact teaching
effectiveness and students’ learning
processes.

- Students’ lack of proficiency in
digital technologies: As one teacher put
it: “Students play an active role in the
educational process, and their learning is
the ultimate goal of education.” However,
teachers noted that some students have
limited experience with digital tools,
which can disrupt their learning process.
Furthermore, students’ digital literacy skill
variations affect their learning speed and
quality. This lack of digital proficiency can
reduce confidence, lower engagement, and,
ultimately, decrease learning outcomes.
(Figure 2)

Advantages of Digitization of Art
Education
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the difficulty of

teaching
creative and
meaningful

thinking

methods

Consequences
of Overreliance
on and
Excessive Use
of Digital
Technologies

Teachers' lack
of mastery of
digital
technologies

Disadvantages
of digitization
of Art
Education

lack of
proficiency in

digital
technologies

among students

the difficulty of
teaching
creative and
meaningful
thinking
methods

Figure 2. Disadvantages of digitization of art
education

Chart 1 visually represents the
advantages of digitization in art education,
as reported by teachers. The identified
benefits are categorized and ranked based
on their frequency and level of emphasis
among participants.

83% of teachers cited the high speed
of data transfer as the most prominent
advantage, followed closely by the speed of
saving and modifying information (81%).
Additionally, accessibility without time and
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place limitations (75%) and accessibility to
endless sources of information (74 %) were
highlighted as key benefits.

Other notable advantages include the
attractiveness of digital classrooms (66 %),
the affordability of digital tools for students
(59% ), and improved information security
(40% ). However, some benefits, such
as the adaptation of new technologies to
various learning styles (31 %) and flexibility
in learning approaches and progress
monitoring

(29%), received comparatively lower
emphasis, indicating areas where digital
education may still require further
development.

This figure effectively illustrates how
digital tools are perceived as enhancing
efficiency, accessibility, and engagement
in art education while also pointing out
aspects that might need further refinement.
(Chart 1)

Basic Provisions

The rapid digital transformation in various
fields has significantly impacted art
education, necessitating a delicate balance
between traditional artistic techniques and

10% I I I | I l l I

Chart 1. Advantages of digitization of art education



emerging digital methodologies. This study
explores the integration of digital tools
within the Department of Art Education

at Abai Kazakh National Pedagogical
University in Kazakhstan, a country at the
crossroads of Eastern and Western cultural
influences. The need for this research arises
from the challenges art educators face in
preserving the essence of traditional artistic
practices while embracing technological
advancements that enhance creativity,
accessibility, and pedagogy. Without

a well-structured approach, the risk of
diminishing hands-on artistic experience
while adopting digital innovation remains a
concern.

By examining the specific case of
Kazakhstan’s leading pedagogical
institution, this study highlights the
practical challenges and opportunities
in integrating digital approaches into
art education. The findings contribute
to a broader academic discourse on how
educational institutions can harmonize
innovation with tradition while addressing
the geographical and cultural dynamics
that influence curriculum development.
This research is particularly significant for
art education policymakers, curriculum
designers, and educators striving
to implement digital tools without
compromising artistic authenticity. The
insights gained can serve as a model for
other institutions worldwide that seek to
navigate the digital shift in art education
effectively.

Conclusion

Based on the results presented in the
tables and charts, the advantages of
employing technological approaches in art
education outweighed the disadvantages,
with high levels of teacher satisfaction
regarding virtual and blended learning
methods. However, despite these positive
evaluations, the educational structure still
exhibits gaps in skills and digital literacy

concerning the effective use of these
technologies in the learning process.

This issue is particularly evident
in Figure 2’s findings, where teachers
identified their lack of proficiency in digital
technologies, students’ unfamiliarity and
limited experience with specific tools, and
inadequate hardware and software support
as key challenges. Furthermore, this study
emphasizes that despite the distinctions
between traditional and technology-based
teaching methods, educators perceive
blended learning approaches in art
education as highly effective, highlighting
the necessity of integrating both methods
into the curriculum.

Conversely, teachers have yet to develop
the necessary strategies and skills to assess
personalized learning approaches in art
education, indicating a need for further
research in this area. The lack of awareness
regarding the potential features of digital
technologies, which was also noted as
a disadvantage, may contribute to the
weaknesses in implementing personalized
learning methods. A teacher who fully
understands the capabilities of digital tools
can tailor them to meet individual students’
needs and skill levels, designing curricula
and assignments that align with students’
motivation, abilities, and the available
technological affordances.

Recommendations for Enhancing the
Integration of Traditional and Digital Art
Education

The ultimate goal of this study is to
propose solutions for bridging the gap
between traditional and digital education
while facilitating a more effective
integration process. To achieve a seamless
interaction between digital technologies
and art education, educational institutions,
teachers, and students must each actively
adapt to and harmonize this transition.
Therefore, the following measures are
suggested:

+ Educational institutions should
incorporate modern relevant technologies
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while embracing digital art education
trends.

« Institutions and educators must
establish the necessary infrastructure to
support the implementation of new digital
technologies in art education.

* Teachers should be aware of the
strengths and limitations of digital
technologies and strive to align these tools
with their curricula.

+ Educators play a critical role in
introducing students to these technologies
and demonstrating their capabilities in
creative practice.

* Teachers should lead and guide
students through virtual, digital, and online
learning environments.

Contribution of authors:

+ Students should be motivated to
develop technical literacy and digital
proficiency.

* Learners must focus on enhancing
their creative thinking and artistic
innovation, rather than solely relying on the
vast availability of digital resources.

+ Students should acquire diverse
skills to utilize digital technologies in their
artistic development effectively.

Integrating digital technologies
into art education should primarily
focus on fostering creativity and
facilitating the artistic creation
process. Any implemented strategies
must be aligned with this overarching
objective.

M. Shiri - compilation of research literature and background, data collection and
analysis using SPSS software, scientific editing and text proofreading, as well as final

revision.

K. Baigutov - supervision of the research plan, development and revision of the

questionnaire, and data collection.
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THE DIGITAL SHIFT IN ART EDUCATION: BALANCING TRADITION, INNOVATION, AND INTEGRATION
CASE STUDY: DEPARTMENT OF ART EDUCATION, ABAI KAZAKH NATIONAL PEDAGOGICAL UNIVERSITY,
KAZAKHSTAN

Lupu Macymex, Baiiryros Kapum

Abaii atbinnarsl Kaszak yaTTbIK negarorukadbik ynusepenteti (Anmarbl, Kasakceran)

KOPKEM BINIMAETT LUDPNbIK ©63MEPIC: 9CTYP, UHHOBALIUA XKOHE UHTEIPALLUA
APACbIHOAFbI TEHTEPIM.

Keiic-3eprTey: Kepkem 6inim kadpeapacsl, A6ait aTbiHAarbl Kasak yATTbIK neaarorukanbiK YHUBEPCUTETI,
KasakcraH

AHHoTaums. binim 6epyni umdbpnaHabipy — Kasipri okpITy MeH 6inimM 6epy yaepiciHiH MaHbI3abl
acnekTiciHe arHanbin, OKbITY 9AICTEPI MEH CTYAEHTTEPAiH 6enceHainiriHe anTapnbikTar acep etyae. byn
Makanaga yHuBepcuTeTTeri kepkeM 6inim bepyai umdpnaHobipy aficTepi KapacTbIpblbin, OChI Canaaarbl
MyFaniMAepAiH Ke3KapacTapbliH aHbIKTay MakcaTbiHAA 3EPTTEY XYPrisinai. 3epTrey cunattamanbik-
TanAaManblk dAICTi KONAAHAAb! xaHe JIaiKepT LWKanacbl MeH allbIK, CYpaKTapabl KAMTUTbIH 23
TapMaKTaH TypaTblH CayasHaMa apKblibl CAHAbIK XaHE CanasblK AepeKTep XXUHAYAbl Ko34ehai.
[epekTtepai Tangay HaTwxenepi MyFaniMaepAin apanac okbITy 94iCTEPIHE OH, XoHEe KaHaFaTTaHap/bIK,
Ke3KapacTa ekeHiH kepceTesi. )Xeke TeXHONOrnANbIK TaCinaepAi konaanyana bipkarap kemwinikrep
6aiikanFaHbIMeH, onap A3CTYPIi XaHe LMdPAbIK OKbITY 84iCTEPI MEH OHNMAMH OKbITYAbl YIUNECTipY
apKbli/bl CTYAEHTTEPAIH, OKY HOTUXXENepiH NarblKTbl api TMiMAi aen 6aFananmbl.

CayanHama HaTuxenepiH KoaTtay apKbiibl LU PAbIK TEXHONOTMANAPAbl KONAAHYAbIH,
ApTbIKLWbIIbIKTAPbl MEH KEMLINiKTepPiH 6eiHenenTiH eki AMarpamma a3ipnenai. [eparortap, cTyneHTTEp
XaHe 6inim 6epy MmekemenepiHiH 6inim 6epyai undpnaHabipyFa KaTbiCTbl KO3KapacTapbl 8pTYpJli eKeHiH
ecKepe OTbIpblIn, A3CTYPAI XaHE LUPPAbIK OKbITY 8AiICTEPIHIH MHTErPALMACHIH 3epTTey — CTPATErUAbIK,
M3Hre Me XaHe Oy YL TONTbIH NiKipfepiH eckepy KaXKeTTiriH ainkpliHAaMaAbl. MakanaHblH 6acTbl
MakcaTbl — A3CTYpAi KepKeM 6iniM MeH TeEXHMKaNbIK-KepKeM 6iniM apacblHAAFbl anllakTblKTbl XOH0.
AnbIHFaH HaTUXeNep TEXHONOTMUSHbI KepKeMAiK 6inimM 6epy canacbiHa eHri3yAiH apTbiKLbIIbIKTapbl
KeMLWinikTepiHeH 6acbiM EKEHIH KOpCETCe Ae, OHbIH, XXY3€ere acblpbllyblH OAAH api 3epTTey MaHbI3abl
6onbin Kana 6epeni.

Tyiiin ce3dep: 6inim 6epyni umdpnaHabipy, KepkeM 6iniM, A3CTYPAI OKbITY, UHTErpaLms, LMAPAbIK,
TexXHonoruanap.

Aaliekce3 ywin: Macymex, LLnpu sxaHe Kapum baiirytos. “Kepkem 6inimMaeri uudpbik e3repic:
[L3CTYP, MHHOBALIMS XXaHE MHTErpaums apacbiHaarbl TeHrepiMm. Keiic-3eptrey: Kepkem 6inim kadenpacs,
Ab6ait aTbiHaarbl Kasak ynTTbiK negarornkanbik yHuBepcuteTi, KasakcraH. Central Asian Journal of Art
Studies, T.10,N21, 2025,311-328 6., DOI: 10.47940/cajas.v10i1.968

Asmopnap KommazbaHbiH COHFbI HYCKACbIH OKbIN, MaKy10a0bl ¥aHe Mydoesep KalilibliblFbl OK
ekeHOieiH Manimoelioi.
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KAZAKHSTAN

Macywmex Lupu, Baiiryros Kapum

Kazaxckuil HalHOHA/IbHbBII Nefaroruueckuii ynusepeureT nmenn Adast (Anmatsl, Kasaxcrat)

LU®OPOBOW CABUT B XYOO0XECTBEHHOM O5PA30OBAHUU: BAJIAHC TPALULIUA,
MHHOBALIMA U UHTETPALLUN.

Kevic-ctapu: Kadenpa xypoxecrBeHHOro o6pasoBaHus, Kazaxckuit HauMOHaNbHbIM Nesarormyeckui
yHuBepcutet umenu Abas, Kasaxcran

AHHoTaums. Lindposusaums o6pa3oBaHmns cTana BaXKHbIM aCreKTOM COBPEMEHHOIO NpenoaaBaHus

1 06yYeHus, CYLLEeCTBEHHO BAUSIOWMM Ha METOAbI 00y4YeHMs M BOBNEYEHHOCTb CTYAEHTOB. B 310N
CTaTbe pacCcMaTpUBAKOTCS METOAbI LMOPOBM3ALIMM XYA0KECTBEHHOrO 06Pa30BaHUS B YHUBEPCUTETE,
rae NpoBOAUTCS UCCNeaoBaHMeE, YTOBbI MPOSICHUTL NEPCMEKTUBLI YUYUTENEN B 3TOM 061acTy.
MccnenoBaHue MCnonb3yeT onucaTenbHo-aHanUTUYECKMI UCCNeA0BaTENbCKUI NOAXOA U UCTONb3YeT
AHKETY C 23 MyHKTaMW, BKtoYas Wwkany Jlarkkepta M OTKpbITble BOMPOChI, 4151 CO0pa KONMYECTBEHHbIX
M KQYeCTBEHHbIX AaHHbIX. Pe3ynbTathl aHanM3a AaHHbIX MOKA3bIBAIOT, YTO YYUTENS NONOXKUTENBHO

1 YLOBNETBOPUTENIbHO OTHOCATCS K CMELIaHHbIM MeToAaM 00y4yeHus. XOTs OHU AEMOHCTPUPYHOT
3HauMTeNbHblE HEAOCTATKM B MCMOJIb30BAHUM MEPCOHANU3MPOBAHHBIX TEXHONOrMYECKMX MOAXOA0B K
06Yy4eHWI0, OHM OLLEHMBAIOT Pe3yNbTaThl 00YYEHUS CTYAEHTOB KaK Hapnexalime u 3hdeKkTUBHbIE Npu
COYETaHUM TPAAULMOHHbIX U LIMDPOBbIX METOLOB 00y4eHUs U oHNalH-00y4YeHus. [yTemM KoaupoBaHus
pe3ynbTaToB aHKETUPOBaHWS ObliM pa3paboTaHbl ABE AMArpaMMbl AN UANKOCTPALLMM NPEUMYLLECTB

M HeLOCTATKOB MCMONb30BaHMS LMMPOBbIX TEXHONOMMIA. YUNUTbIBAS, YTO NEAAroru, CTYAEHTbI U
06pa3oBaTenbHble YHPEXAEHNS UMEIT Pa3nyHble B3MSAbI HA LMdpoBM3aLMi0 06pa3oBaHms,
n3yyeHue MHTErpaLmm TPaaULMOHHBIX U LMdPOBbIX METOAOB 00y4YeHMs SABNSETCS CTpaTernyecknMm

M NoAYepPKMBAET HEOOXOAMMOCTb yHeTa ToUEeK 3peHUs 3TUX Tpex rpynn. OCHOBHOW 3aaaveli 3Tok
CTaTby ABNSETCA NPEOLONEHME Pa3pbiBa MEXAY TPAAULMOHHbBIM XyL0XXEeCTBEHHbIM 06pa3oBaHuWEM U
TEXHWUYECKMUM Xy[0XKECTBEHHbIM 06pa3oBaHMeM. XOTS NOyYeHHbIE Pe3yNbTaThl CBUAETENbCTBYHOT O
TOM, YTO NMPEUMYLLECTBA MHTErPaLIMM TEXHONOTUM B XyA0XKECTBEHHOE 00pa3oBaHMe NepeBeLLMBakOT ee
HepoCTaTKu, JanbHeNLee U3yyeHne ee OCyLLEeCTBIEeHUS NO-NPEXHEMY UMEET BaKHOEe 3HaYeHMe.

Kntoyessie cnoea: umdposm3aums 06pa3oBaHus, XyaoXKecTBeEHHOe 06pa3oBaHue, TpaAULMOHHOE
oby4yeHue, uHTerpaums, LMdpoBble TEXHONOTUM.

Ansa yumuposarnus: Macymex, LLnpn n Kapum baiirytos. «”LindbpoBoi caBUr B XyA0XKECTBEHHOM
006pa3oBaHMu: HanaHc TpagULMI, UHHOBaLMIA U uHTerpaumm. Keric-ctagu: Kadeppa xynoxecTBeHHOro
06pa3oBaHus, Kasaxckuii HauMoHanbHbIM NefarorMyeckmin yHupepcuteT uMmeHn Abas, KasaxcraH. Central
Asian Journal of Art Studies, .10, N21, 2025, 311-328 6., DOI: 10.47940/cajas.v10i1.968

Asmopbl npodumanu u 0006puu OKOHYamMesbHelli 8aPUAHM pyKonucu U 3ase/som 06 omcymcmauu
KOHGIUKMa UHMepecos.
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Mepyept baiimyxamb6eroBa', )Kanepke Uman6aena®
'TemipGek Kyprenos Kazak Y/TTbIK eHep akaaeMHsiChbl,
*XaJibiKapasibk 6isiv 6epy Kopriopauusichbt

(Anmarbl, Kazakeran)

AHpatna. binim 6epy MekeMenepi yLiH OHTaMbl iLKi KEHiCTIKTi )x06anay Konanabl Oky OpTachIH
KYPY XX8HEe OKYLUbINAPAbIH d/1-ayKaTblH CakTay YLWiH eTe MaHbI3abl. byn Makanaga @yHKUMOHanabl
KEHICTIKTep KYpY Xalbl KyHAbl aknapaT neH npakTUKablk KeHecTep 6epe oTbipbin, OKYLbIap MeH
OKBITYLUbINAPAbIH, EPEKLUE KAXKETTINIKTEPIH KAHAFAaTTaHAbIPATbIH, WAObITTaHAbIPATbIH MEKTEN UHTEPLEPIH
»obanay anemiH 3epTTelimi3. bacTbl MakcaTbl MEKTEN MHTEPBLEPIHIH THiMAI Xobanay TecinaepiH
aHbIKTaM, OKY OPTaCbiH OHTAMIAHAbIPY apKblibl OKYLIbINAPAbIH, OHIMAINITIH XSHE LbiFapMaLlblIbIFbIH
aptTbipy. On ywWiH MHTEpbepAiH, QYHKLMOHANAbIK XX9He 3CTEeTUKANbIK aCMeKTiNepiH 3epTTenesi.
XuhazabiH TaHAanybl MEH CbIHbINMTAPAbIH, OPHANACYbIHbIH, OKYLUbIIAPAbIH, XaWbIbIFbIHA SCEpiH
aHbIKTanagpl. TyC MCUMXOMOMMACHIH OKY NPOLIECIHE MHTerpaLumsanay a4icTepiH kapacTbipbinagbl. Lndpnbik,
Kypannap MeH TeXHONOrnsnapAbl OKy OpTacbiHa eHAipYAiH HaTwxenepiH TangaHaabl. CoHbIMeH
KaTap 3epTtTey 6apbiCbiHAA IMMNEPUKANbIK, KOMNAPATUBTI, BU3yanabl Tanaay aAicTepi KONAAHbLIAAbI.
3epTTey HaTXKenepi KepceTKeHAen, TUIMAI MHTepPbep AM3aiHbl OKYLIbIIAPAbIH, bIHTbIMAKTACTbIFbIHA,
LWbIFapMalLLblIbIFbIHA X8He benceHainiriHe biknan eteni. MikeMai oKy opTacbiH Kypy, SprOHOMMKAbIK,
»uhasabl nanganaHy xaHe 3eMiHAj apTTblpaTblH 3NEMEHTTEPAI KOCY MaHbI3bl 60/1bIN Tabblnagb!.
CoHbIMEH KaTap, LMdpbIK Kypannap MEH MHTEPAKTUBTI AMCNIENNEP 3aMaHayM CbIHbINTapAarbl OKbITY
9AICTEPIH XaHEe OKyLbINapAbIH KATbICYbIH XaKcapTyFa MyMKiHAik 6epeni. Byn makanapa 6inim 6epy
MeKeMenepiHiH UHTepbepiH )x0banayablH, MHHOBALMANbIK 9AiCTEPI MEH NMPAKTUKANbIK, WeLiMaepiH
VCbIHAaLbl )XdHE OKY OPTACbIHbIH, CaNacblH apTTbIpy YLUiH KAXET aknapaTTbl KAMTUABI.

Tyiiin ce30ep: 6inim 6epy Mekemenepi, KEHICTIKTi )o6anay, Konanbl 0Ky opTachl, DYHKLMOHANAbI
KeHiCTiKTep, MeKTen MHTEPbEPI, TYC NCUXONOTMUSCHI, UKEMAi OKY OpTacbl, 3PrOHOMMKaNbIK xunhas,
umdpnblK Kypanaap, TEXHONOTUANapabl KONAaHY.
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AJoaiiekces ywiH: barimyxambeToBa, MepyepT xaHe XaHepke ViManb6aesa. «XXannbl 6inim 6epeTiH
MeKeMeNepAiH MHTepbep KEHICTIKTIriH OHTanbl yibIMAACTbIpy Tacingepi». Central Asian Journal of Art
Studies, 7. 10, N2 1, 66. 329-343. DOI: 10.47940/cajas.v10i1.787

Asmopnap KomazbaHbiH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep Kaliliblblfbl JOK

eKeHOieiH Manimoelioi.

Kipicne

Merriam-Webster» aMepUKAJIbIK
« JIEKCHKAJIBIK CO3/1ep/ieH TypaThiH

CO3JIIKTIH aHbIKTaMmachl 60HbIHILIA
nejgaroruka JIereHimis - eHep, FblIbIM
HeMece OKbITY KociOi lereH MarblHAHbI
Oinnipeni. CoHbIMEH KaTap neaaroruka
MeKTel KYPbIJIbIChIHAAFbI FUMapaTTapablH
APXUTEKTYPAJIbIK IM3aHHbIH aHbIKTAUThIH
Heriari paxkrop 6OJbIT TAObINAbL.
MexrenTep/iH coyneTTiK KeJoeTiHe
HeMece OKy KeHiCTiriHe eqieyJii esrepicrep
€HTi3y YIIiH aJbIMEH MeIarorukajiarsl
e3repicTep/ii KabblIAay KaxKeT, 1eMeK 6iJlim
6epy KeHicTiri oKy npoiiecine ukemsi 60Jybl
Kepek.

Beurini 6ip 3angacTbiKTapra 6arbiHaTbIH
KEHICTIKTi 2Kacay/ibIH OpHbIHA HKeMi OiJlim
Oepy opTachiH xKo6aJar, coJl 3aMaHHbIH
neJarorukasblk KyHeciHe coilkec KeJTipy
KaxKeT. ATa/IMbILL TEOPHUSIIIbIK KEHICTIK
APTYpPJIi 2KaFAak1a KaKChl 2KYMBIC iCTeyi
KepeK 2KoHe OKY pPeKHMiHe coilkec e3repyi
myMKiH. J[os1 ocbinnail keHictikrep XXI
FaCbIPAbIH MEKTEI yJ/riciHe alHaybl lapT
JIeTl cCaHalMBbI3.

OKy ruMaparTapbl - OyJ OKylIblIap
YaKbITbIHbIH KOIT O6JIirH 6TKi3eTiH
OpBIH, JiIeMeK OyJ1 KeHICTiK 3aMaH
TajiabbiHa call 60Jybl KAXKET.

YaKpIT OTKEH CcaiblH OKYLIbIIaP/IbIH,
KAXKETTIJIKTEPi e ©3repeTiHiH ecKepreH
»keH. JlerenmeH, Kasipri kesmeri
KOJUIAHBICTAFbl MEKTEINTEePLiH, KOILLiJIiri

©CKIpreH »KoHe aTajiraH KaXKeTTiJliKTep
KaHaraTTaHablpblimMariibl. ByHbIH
OipreH-6ip ce6ebi KapKblIaHAbIPY/IbIH
JKETICIeYLiJIiri Hemece rejaroruka MeH
JM3aNHIAFD] KeJliCIeyLiJIIKTep OOJbIIT
Tabblabl. Eki Macesie ie MeKTen ay1aHbH
TOJIbIFBIMEH KalTa Kypyra MyMKiHIiK
Oepmeiii. HoTuxkecinue kernrtereH aynaniap
OCbI Heri3ri Macesiesiepi WellrnecTeH yHemi
eckipe 6epeTiH FUMapaTtTapia KaJjajbl.
Muicasbl, [HIbiMKeHT Kasacbinga Ne8
MeKTelN rTMMHA3UsSIChIHbIH FUMapaTThIHbIH
ipretachk! 147 bl GYpbIH KaJlaHFaH.
Hoatuakecinae kenTereH okyLibljiap ata-
axKeJiepi OiliM asFaH opTajia, SIFHA COJl
JKblIIApFra coilkec kobasaHraH HHTepbepjie
6intim asryra MoxkOyp. byrinri Tanna mexren
ayMarbIHbIH Oip 6eJliri CaHUTaPJIbIK 2KoHE
OpT Kayinciziri TasantapbiHa cailikec
Kesimeii. OcChl OMKBIIBIKTBIH OPHBIH
TOJIThIPY MAKCaTbIH/A KOCbIMLLA OKY
KOPIYChIHbIH, KYPbLJbIChI 2KYyPri3ijye.
JKana rumapat 1100 okyuibira apHaJraH.
CoHbIMeH KaTap, *ko6ana 250 opbIHIBIK
aKT 3aJibl, crnopt 3aJjbl, 20-30 MbiH,
KiTan KopblHa apHaJsiraH Kitanxata, 20
OKY 3aJibl 2koHe 320 opbIH/bIK acxaHa
Kapactbeipbuirat. [lafinananyra 6epy
mepsimi 2023 kblira kocnapJanras. bipak
MEeKTeI KaHLIAJBIKTbI 2KaHa 3aMaHHbIH,
TalanTapblHa Caid €KeHiH TeK KypblJIbIC
TOJIBIKTAl OiTKeHJe FaHa Kope aJlaMbl3
(Haxwuros 2).

Kasipri kosianbicTarbl MeKTern
FUMapaTTapbIHbIH KeOiciHae



«Telnopuam» npyipinzeri kKaruaanapra
colikec »kobananran. byHnai Kypbuibic
KOHCEePBAaTHBTI Ke3KapacTapra Herizfesre
JKOHE COHbIH HOTHKECiH/Ie IOMUHAHTTI
peJiieri 6acTbl TyJIFa MyFaJiiM G0JIbIT
TaObl1aabl. bipak Oyrinri Tanga 6y
NeIaroruKadblK TOCLJ €CKipreH api THimci3
6osibin Tabbl1abl. COHbIMEH KaTap COHFbI
JKUBIPMA 2KbL/IIbIKTa HHTEPHET-0a3aChbIHbIH,
JaMyblHa OalJaHbICThl OKYLUIbLIAPABIH,

OKY CTWJII dJ1eKaiaa e3repir, 6ijim 6epy
CMEKTPi KeHeke TyCTi.

OKyuiblap/ibiH KaxKeTTiiKTe piH
KaHaraTTaHJbIpy YILiH 2KaHA OHTAKJIbI
NeJlarOrHKaHbl KAMTaMachl3 €Ty apKblJibl
MyFaJliMaep MeH OKyLIblJIapra KaXKeTTi
UKEMIIJIIKTI 2Ky3ere acblpy YUIiH MEKTenTep
3amaHayH JIi3aiHbl KaOblIaybl KEpek.
Mekrern FuMapaTbl — OyJ1 OKyLIblIapFa
apHaJIFaH KEHICTIKTEP/LiH, 0J1apAblH Aamy
JKbIIAPBIHAAFB] €H MaHbI3/Ibl Ti30eri.
JKakcbl xxo6anaHraH KOHIbIPFbLIAp
OKyLIbLIAP/bIH K66ipeK oKy rnpoiiecine
KATbICYblHA 9KeJIe/li 2KoHe OyJl 63
Ke3erinae eHOeK eHIMIIIITH apTThIPabL.
OKky1blIapAbIH OKY YJrepimi »kakcapapl,
TyJra petinje eceni. YKana nusaitn
CBIHBIN O6JIMeciHeH 6acTaaabl XKoHe COJ
APKblJIbl [1€1arOrMKajblK MYMKiHAIKTEPiH
KEeHEHTe/li, 9pi MyFaJliM MeH OKYLIbIIap/ibl
OipikTipy HOTHKECIH/IE OJIaP/bIH, OHIM/IJIITiH
apTThIpaThbIH epeKlle KeHiCTiKTep/i
»Kobasanpl.

Kagipri keszieri MekTen UHTepbepiH
yKobasayarbl KOTEPiJin OTbIpbIIFaH 6acThl
eKi MaceJie — 3aMaHayM CTaHaapTTapra
CoMKeC KeJIMEHTIH ecKi FuMaparrap
MeH »KaHaJaH caJlblHFaH MEKTeNTep/LiH
KaHIIAJbIKThl KOUBIJIFAH Tasantapra
coliKec eKeHiH aHblKTay. Makasnana kerepin
OThIpFaH OacTbl Macesiesiep/iiH Oipi MeKTen
KEHICTIriH OHTaNJIbI 9pi AyphIC 2KoOanay
MaHbI3/bIJBIHBIH ajfa TapTy GO0JIbII
TaObl1ajbl. OUTKEHI MEKTEN HHTEPbEP
JIM3aMHbIH caHaJbl TYpAe xKo0aJay 2KaJribl
Oinim Gepyi »KakcapTyFa ecik alllafibl XKoHe
okyublaapabl XXI racklpplH, TasanTapbiHa
cal »KaH-2KaKThbl JasipJaipl.

oaicrtepi

«yKannel 6isim 6epeTin Mekemesiepiix
UHTEPbEP KEHiCTIKTIriH OHTANJIb
YHBIMIACTBIPY TOCIMAEPi» aTThl FBIIBIMH
MakaJa Kasipri Ke3jeri MeKTen HHTepbepiH
»kobasiayiarbl KeTepiJlin OThIpblJFaH OacThl
OipHelle MaceJiesiep/li KO3Fal OTBIPbIT,
3aMaHayM CTAHAAPTTAPFa ColKec eckKi
FUMapaTTap MeH »KaHaJaH caJibIHFaH
MEKTeNTEeP/iH KAHILIAbIKThl KOUbIJIFaH
TaJjlanTapra colkec eKeHiH aHbIKTay
Gosibin Tabbl1anbl. Makanana ketepin
OThIpraH 6acTbl Macesesep/iiH 6ipi MeKTen
KEHICTIrH OHTaNJIbI 9pi LyphIC KoOasnay
MaHBbI3/IbIBIFbIH aJiFa TapTy O0JIbII
TaOblIabI.

Asira Ko¥iFaH MaKcaTblHa JKEeTY
yLIiH GipHelle 9JiicTep YChIHFaH:
3MHepHKaJ1bIK 9/liC — MeKTeIl KeHICTiriH
yiAbIMACTHIPY GapbIChbiHIa Ka3ipri 3aMaHia
KOJIIAHaTbIH OacThbl k00aJiay Tacijepi
MeH CTaHIapTTapbIH 3epTTer, HaKbliarl,
capaJiay;

KomnopatusTi azic — wetenuixk
ToxKiprbe HOTHKeCiH e KoOaJlaHFaH
MEKTENTEP MEH OTaHIBIK MEKTENTE P/
CaJIbICTbIPMaJibl TACIJI;

Busyannpl tannay afici — anemaik
ToxKipube KOHTEKCTiH/Ie OTaH/IbIK MEKTel
KeHiCTiriHe BU3yaJiibl TyprblaH H6ara 6epy;

KapacTblpbl/bill OTbIPFAH FbIJIBIMH
MaKaJlaHbIH d/IiCTEPi MEH YChIHbICTAPBI
LIbIH MOHiHJIe 63€KTi OOJIbIN TaOblIabl
JKQHE OHBIH HipKaTap »KeKe acrekTijiepiHiH
60J1ybl FBIVIBIMHU KBI3BIFYLLIBIIBIK TY/IbIPa/bl.
OmnapapiH ilinge AMepuKaHIbIK MEKTEI
cayJeTLici, Kacinkep, »kasyuibl [ [pokatu
HaupnpiH, conbiMen Katap 6ackana
reTeJ FasibiMaap, NMcHxoJior, coyJeTLi,
MyFaJliMIep/iiH, ToxKipuOeJsiepiHne CyiieHreHiH
epekiue aran eryre 6oJaabl. Makanana
MBIHA 9JlicTep KOJIAHBIJIbL:

SMHHpHKaﬂbIK 9JliC — MeKTeI KeHiCTiriH
yibIMACTHIPY GapbIChbiHa Ka3ipri 3aMaHia
KOJIIAHATbIH OacThbl k00aJiay Tacijjepi
MeH CTaHIapTTapbIH 3epTTer, HaKbliarl,
capaJiay;
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Komnopatusri anic — wetenuik
TaxKipube HaTHKeCiH e KoOalaHFaH
MeKTenTep MeH OTaH/IbIK MeKTeITe i
CaJIbICTbIpMaJIbl TACLT;

Busyannbl Tannay apici — aseMik
TOXKiprOe KOHTEKCTIHJIE OTAH/IbIK MEKTET
KEHiCTiriHe BU3yaJbl TYpFblIaH Oara Oepy.

Tankbinay

JKblnap 60ibl KaablnTacKaH THITIK
»KoOagsayian 6ac TapThiM, OKyLIbLIap

VLLiH [TO3UTUBTI OPTA KYpY VLLiH MEKTeI
UHTEPbEPiHiH AU3akiH 2Ko0aJj1aybl MEMJICKET
TapanbHaH jia KoJay Tadybl KaxeT. Coran
avkbiH Mbicas petinne AKII-Ta eTkeH
dopym TypaJibl atita anambid. 2006 Kblbl
Munneanoscre (MuHHecoTa 1ITAThI )
oTKeH «OKbITyFa apHaJIFaH 13art»
(hopyMbIH/IA TaJKbIIAHFAH MaceJiesiep
OOFbIHILIA )KHHAKTAJIFAH aKNapaTTap
HeTi3iHae KypacTbIPbIIFAH apHaKbl ecerl,
MeKTeI KeHiCTIKTepiH KobaJsay/blH, eH
THIMI TpUHLMNTEPiH yebiHaabl. Popymra
30-z1aH actam cayJeTLinep, negarorrap,
JM3aliH MaMaH1apbl MeH OKyLIblIap
KaTtbicThl. OJ1ap TypJi TaKbIPLIITAP/IbI
KO3Farl, COHbIH HOTHKeCiHe hopym
KOPBITbIH/bICHI OOHBIHLIA MEKTEN HHTEPbep
KEHICTiriH xKo0asay 6apblCbIHIAFbl
npuHUenTepai HakTbian, 10 nyHKTTaH
TypaTbIH TYKbIpbIMAaMa 2kacaibl. Osapibiy
OpKaKCBIChI CeHIMII aKlapaTKa Herisedtir,
KeJieCi OHXKBIJIIBIKTA OChl TeHACHLMUAIaPIbIH,
KAHLIAJbIKTbI JAMUTbIHbI 2KaHJIbl
6omkamaap xkacaniel (Ralph 61).

ConbiH HaTKecinne 10 Heriari
KOPBITbIH/bIHBIH 9pKalChIChl capaJiaHbil,
Kazipri keaneri Kazakcranjarsl Mekrern
UHTEpbep AU3alHbIHbIH, XKariaibiHa
npoeKUusanblin, 6eriai 6ip
TY>KbIpbIMIAMAJIap KacaJpl:

1) llapaduemaror 03eepmy
Kaoicemminiein mMotiolHoay:

HMkewmpinik mektentepi xko0anay/piH,
uietnyti npuHuuni 604yl kepek. Kagipri
YaKbITTa IM3aiH Ko0aJjay neaaroruka
MeH OHbIMEH OaNJaHbICThI KYHeJIePJliH
e3repeTiH KapKbIHbIHA COHKeC KeJle

aJaMaiibl. SIFHHU, 2KblJ1 OTKEH CallbiH XKaHA
Te1IarorukKasblK 9JlicTep MeH »Kyiesep
KyPAacCTbIPblJIbII, OKYLIbLIAPAbIH OiJiM
aJlybIHbl 2KaHApPTyap eHrizinyne. Jlerenmen,
J3aiH ykobagay OyJ1 earepicrepre
TOJILIKKAHIBI COUKeC KeJIMeHi. 3aman
Tasa0blHa call 9pTypJli e3repicTepai
CHri3yre ThIPBICHIN XKaTKaH TEK KeKe
MEHIIIK MEKTeNTep/li Kope anambia. A
MeMJIEKETTIK MEKTENTEP dJli JIe COJl OTKEH
FacbIp/ibiH 2Ko0asay cTaHiapTTap asicblHia
KaJibin KoiraH icnerrec (Helen,

Sharon 160).

2) Biaim 6epydi pepopmaray
AHCOHIHOel OINIM MUHLCMIPALIMEH HCAHA
batiransicmap xcacay:

Y3ak yakbIT 60ibl Gisiim Gepy
NpoLeciHe ocep eTy YLUIiH IM3aiuHepJlik
KOFaMIACTBIKTBIH GisliM 6epy
pedopmaropaapbiMeH Tikeseh OargaHbiCTa
60J1ybl Kepek. SIFHu, OyJ1 03 Keserinjie
pecopmartopJiap eHridyre ThipbicaThbiH
CTaHJapTTapra CoMKec KeJIEeTiH KeHICTIKTi
KaMTaMachbl3 eTyre KoMeKTece;.

3) Okyoiuiviaapooly 03eepmeni
KOHMmMuHeenmine baedapaay:

Binim 6epy xkyiiecinin 6eJiri peTinue
MeKTeIlKe JAeHiHri 6isiM 6epy KbI3MeTTepiH
KaMTaMmachl3 eTy ykaHe Kypy. bys perre
OeJrini 6ip eHiperi XablK CaHbIHbIH
oCyi MeH a3aloblH, COHJAN-aK, OeJrii
6ip aylaHnap/ibiH OCbl ©3repicrepre
KaJsiail 6eriimziesie anaTbiHbIH OaKbliay
KaxeT. CoHFbI 2KblIapbl Kazakcranna
6aJia caHbIHbIH KYpT ocyiHe OalaHbICTh
MekrenTepae OipiHili cbiHbIn canbl 20-25
JIeHiiH XKeTir, MeKTenTep/e OpbiH KeTnek
XaJIbIK KHbIH 2KaF1aira tan 6ospl. OKy-
arapTy MUHUCTPJITiHIH AeperiHlle, Kasipri
TaHna enimisne 7724 mexren 6ap. OHbIH
ilinae ayblIbIK 2kepJepae — 5279 mexren
6osica, Kanana — 2445 mekren 6ap. bip
aybIcbIMIIbl — 2740 MeKTer, eKi aybIChIM/IbI
— 4847 mekren »aHe yill ayblcbiMbl — 137
mekrern 6ap. ApaJnac (eki Tiili) Mmekrenrep
canbl — 2294. Anaiina nemorpagusiibiK
6CiM KapKbIHbl caKTa/yblHa Gal/IaHbICTHI,
OYJ1 1a 2KETKIJiKCi3 GOJIbIN KATbIP
(KasAknapar 3).



4) )Kac ativipmauiviavievina apHarean
ousatin;

Mekrern FUMapaTbiHbIH UHTEPbePiH
»KoOasay 6apbICbIHAA OKYLIBLIAPABIH
JKAC epeKILEeJiKTEPiH eCKePreH XKeH.
Macenen, 6actayblill ChIHBIM OKYIIbLIAPbI
MeH 2KOFaprbl ChIHbIM OKYILbLJIAPbIHbBIH
BU3YaJIIbl - ICUXOJIOTHSJIBIK KaObl1aybl
eKi TypJii 60JbIN Kesei. JIFHH, oJap/blH,
KaObLIay IEHIeHJIEpiH ecKepe KeJle
oJlap/bl NICHXOJIOTHSJIBIK TYPFbIIAH
ThIHBILITAHJBIPYFa HEMeCe 2KYMBbIC
OHIMIIJIIH aPTTLIPY apKbl/Ibl OKY YJrepiMiH
JKakcaprtyra 60J1a/pl.

5) Oxoimydeir scara dereetiine uiblay
YULIH MEeXHON0USAHbL KOAOAHY:

BypbIHFbI Ke3Jie TeK A9CTYpJli OKbITY
MeTOJMKAaChl OOUbIHILIA OKYJIbIKTAP apKblJibl
FaHa OisliM asica, Kasipiri 3aMaHHbIH
Hasiasiapbl KoJlapbiiia cMapToHaapbIMeH
Oipre jgyHuere KeJjii gecek Te 60Jajbl.
Bapsibirbl 1a TexHHKa MeH TEXHOJIOTHSIAP/IbI
JKETIK MEHIePreH »KoHe KYHIeJIKTI eMipie
TEXHOJIOTUsIJIAP/ibl Y3MIKCi3 MakaalaHabl.
Jlemek, negaroruka jia 3amat TaJarnrapbita
cail 60J1y YUIiH UKeM/Ii OOJIBII 2KaHa
TexHoJiorusiiapra 6erimaenyi kepek. slruu,
JM3aiHabl 2k00a/1ay OapbICbIHAA MIHACTTI
TYPAE TEXHHUKA MEH TE€XHOJIOTHsIap/blH
COHFbI YJITIJIEPiH KOJIAHY KAXKeT.

6) /lusaiin mek acmemuka yulin 2aHa
emec, deHcayavlK, Kayincizoik HoHe
Mypaxmolaol Myddeci yuLin #obaramyol
Kepek:

KyHpiari »KapblKTbl MaKCHMaJ1bl
TYple nanpanany, 6ananap/ipl Tasa
ayameH KaMTamachl3 eTy, SiFHH »kobaJsay
OapbICbIH/A 2KeJIETY MeH TeMIlepaTypaHbl
eckepeTiHael 1u3aiit xxobaJjay, COHbIMEH
KaTap OKYLLUbLIAP/bIH Kayilcisiri ajiblFbl
KaTap/ia TypaTbIiHAal IU3aiH/Ibl )KoOasay
KA3ipri 3aMaHHbIH AKTyaJllbl TaJaNTapbiHa
ariHasb (Leccese 19).

7) llexkaparapdosl auy - Koeam yuiin
natdanel Ousatin acodbaray:

Kasipri 3amannbiH au3aiit kobaJaybiHia
«OrneH criefic» uaocodusicbl oTe 03€KTi
TaKpIpbINTap/abiH GipiHe atiHayna. OHbl
6i3 AnMaTbl KaJacbIHbIH KOpiHiCiHeH e

Hakbliai anamblis. Kenteren mekemesiep
KopLiayJsiapaaH 6ac TapThln KaJaHblH Oip
ThIHBICBIHA aiiHa/yaa. KeHce nu3aiinbinia
JIa op TypJii 06J1iM KbI3METKepJIePiHiH
6ip-6ipimen eTeHe HGakanbicTa OOJYbI,
COHbIMEH Katap KoMaHaJblK pyX naiaa
OoJty yLIiH OipHele GeaMenepai 6ipikTipin,
KeHCEeHiH OeJirisii OeJliKTepiH allblK
ajlaHllanapra aiiHabipyaa. Jlereumen, 6y
thusnocodust Ke3-KesreH AM3aiH kobasnayra
can keJie 6epmeiisi. OHbIH GipaeH 6ip
ceOe6i MeKTenTe a/IbIHFbl KE3eKTe TypaThiH
Kayirncismik mapanapbl. OUTCe e, MeKTer
iLingeri aymakrapapl, AFHU HHTPEbepleri
lIeKapaJiap/pl auly okylbljlapra KoFam/plK
KapbIM-KAaTbIHACTAPbIH 2KaKcapTyra
MYMKiHZiK OepeTiH ajaHiasapra
aliHasaTbiHbl co3ci3. OraH MbicaJl peTiHje,
peKpHaALUSINIBIK alMaKTap MeH aTpuymaap,
X0J11ap, COHbIMEH KaTtap, alliblK ajaHia
opaHaJsiackaH caxHaJiap.

8) )Kobaray b6apoicotnda coa
ayOarHHbIH Ny PeolHOapbIMer
batiransicma 60a6in, OIpiKKeH JHcoba
acacay:

JKobanay npotiecci »kemicTi api
HOTHKeJI OOJybI YIIIH MEKTEM FUMapaThlH
»ko0asay 6apbICbIHAA 2KEPTiMiKTi
TYPFBIHAPMEH eTeHe OaianbicTa OOJIbII,
COJI ayJIAHHbIH, €peKLIeJIiKTepiH ecKepill
JKacaJsIraH »koba afieKania xxemicti 60J1a/1pbl.
Kasipri kesjie MeKTenTep/iiH KypblJIbIChIH
kebiHece TeHJep YThill ajllFaH KOMIaHUsJap
CaJIbII, »KEPTiMiKTi XaJbIKIIEH COUIeCreK
TYTiJl KeH »KaFjaia canara ja KeHis
ayynapmaiiibl. CoJt ceGenTi MeKTern u3akHtbl
TeK CTaHJaPTH3allUs apKbLIbl FaHa eMec,
OKYLUbIJIAP/IbIH *KaFakbIH KaKcapTyFa
9pi bIHFAHJIbL, TO3UTUBTI OPTA KypyFra
OarbiTTagsca, OyHaan xkoba MiHIETTI Typ/e
03 »KeMiciH 6epei.

9) )Kaanol 6irim bepemin
mekemenepdi scobaray ascolHoa
Jcacanrean 3epmmey HeyMolCIapoLHoLH
KOPbLIMbLHObLCOLH MEKMeNn UMapanol Mex
UHMEPbEePIHiH Ky PbLAbICOLHA eH2L3Y.

Byriuri Tanna 6y TakbipbinTa
KOITereH LeTeJliK 3epTTeY KyMbICTaphl
6ap, Kazakcranna na kyHHeH-KyHre Gy
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TaKbIPbINTBIH 63€KTiJII a/iFa TapThlIyAd.
JlereHmeH, »KacaJsiraH FblJIbIMU-3€pTTeY
HOTH2KEJIePi aJli KYHIe JeHiH MeKTen
»KoOagsay 6apbICbIHAA 63 KOJIAHBICBIH
Tannajpl. OKiHillike opail Kasipri
KypblIbIcTap/ibiH Kobici 6ip Tunrec,
CLIKAH/AH FBIJILIMHU-3€PTTEY 2KYMbICTApbIHA
HeriznenMeren. bipak »eke MeHIIiK
MEKTENTeP OKYLUbLIAPIbIH Y/IrepimMin
apTThIpaTbIH MIO3UTUBTI OPTa Kypy
MaHbI3/bIIBIFIH TYCIHIIT MEKTENTEPIH,
JKaHa yJIrici »xo0aJarn ycbiyaa. Eniri
KE3eKTe MEeMJICKETTIK 2KaJbl OiJliM 6epeTiH
MeKeMeJiep/ie 1€ caHaJlbl M3akiH kobanay
MaHbI3/IbLIBIFBIH TYCiHAIpY KaxeT (Lopez-
Chao, Lopez-Pena 12).

10) Hrrosayusavlk mexmen
scobaray

Mekrenrepai xko0aJsay 6apbICbIHA
MaHbI3/1bl haKTopJIapabH, 6ipi
MHHOBALMSAJILIK OacTamasiap 60Jbln
tabbliaapl. Cos ceGenti MiHAETTI
TYpJie »KaHa api 3aMaHayH Hiestyiap/pl
»kobasiay 6apbiChiHIA KOJIAHBII, OHbIH,
OKYLLbIIAPAbIH, OHIMIIJIITH apTThIPATbIH,
Y/ArepimMiH xKaKcapaTblH KO3rayllibl hakTop
peTiHie nauanaty Kepek
(Lopez-Chao 15).

HaTtuxenep

«Epmenei kyHnin aobacory («Blueprint
Jor Tomorrow»). [Ipakaw Haup
AMepHKaH/IbIK MEKTETT COyJIETIIICI,
Kacinkep, »agyuibl [ Ipokat Haup mexkrenti
OHTaUJIBI 9pi AyphIC XKobanay KanJbl
KOITereH FblJIbIMA €HOeKTep JaiibIHAaFaH.
Conbiven katap Haup - Education design
International KoMmaHHSICBIHBIH, HETi3iH
KaJsiayllbl Pe3nJIeHTi, OKYy »koHe OiiM Hepy
caJlacblH/ia epekliie poJi 6ap TyJrajapibiH,
6ipi. O 63iHiH Ke3eKTi MaKaJachiHbIH,
Oipinae Kazipri MmekrenTep/in 6ipTUITIIr
JKalibl co3 KograraH 60J1aTbiH. OHbIH
alTybl GOHBIHILA MEKTENTEPIiH KoObici
TOP K63 KYPbIJIbIC [TeH KOHbIpay Tapisnec
caJsibiiral ekeH. KoHblpay cokkaH cafibli
OKyLUbLIap Oip ChIHBINTAH eKiHILI ChIHBINKA,
SIFHY Oip KoparnilajiaH eKiHiliciHe oTe/i

Jeiti. ATasMblll TPUHIIKT TEHIOPU3M
¢usocodusichina HerizneareH. SIFHy,
KEHICTIKTi KeniTereH 6esiMesiepre Oedi,
COJ1 APKblJIbl CBIHBII CAHbIH aPTThIPY

9pi OKYLUbLIAP/IbIH MaKCHMaJIIbl
ChIIBIM/IBIIBIFBIH KAMTaMachl3 eTy aJjira
TapThlbl. JleMeK, SKOHOMUKAJIbIK
THIMAITIKT] OipiHIIi OpbIHFA KOSIIbI.
BypbiHHan Kasbintackan 6yi xxkobaJayjibl
03repTy KHUbIHFA COFaThbiHbI TyciHren Haup
MeKTeNTep/liH AM3aiHbIH KaiTa Kypy
tunocodusicbiH Gip/ieH XKy3ere acbipy
MYMKiH €MeC eKeHiH TYCiHIipe OTbIpbIII,
OipHelle »KaHa CTpaTerusap yCbIHIbL.
Ou1 2KMbIpMara xKyblK OKbITY HbICAHAAPbIH
TaJiiarad 60J1aThIH.

OHBbIH yChIHFaH cTpaTerusaapasl 6ip
KEeMLLIJIT qu3aiHibl KanTa xkobasayMeH
FaHa LIeKTeJin KoiMal neaarornkatbl
Ja ereptyre 6arbiTtasrad. COHbIKTaH
0J1 63repTyJepAi KilliripiMm KaramaapaaH
6acrayra keHec Gepeni. MoaceJeH,
MeKTenTep/eri 6iperei M3aiHaarbl
CTaHAAPTThl acXaHaJlap/blH OpPHbIHA
OKYLLbLIAP/IbIH »KAHJBIIBIFbIH KAMTAMACHI3
eTeTiH KadeTepuiaep xobanaypl,
COHbIMeH Kartap oJ1 Kacdetepuisiepi
ilIiHae apKalllaH alulblK OOJIATHIH KillliripiM
JIYKeHJep caJlyFa yCbIHabI.

Haup ycbiHaThIH Nearorukasnbik
earepicrep Jlxkon Jbioun, Kan [Tuaxe, Jles
Brirorckuii xxkone Mapusi MonTeccopu
CUSIKTbI OisliM 6epy TeOpeTUKTEpi dpTYpJi
TY2KbIpbIMIAaMaJIapblHA HETi3/Ie/TeH.
OusapabiH, nabIMaAybIHILA MTe/larorukaa
JIOMMHATTBI TYJIFa TEK MYFaJliM FaHa emMec
1IdKipTTEp Jie 6osybl Kepek. bipak osap
nejarorukanbl Tybereisi esrepyi emec,
TeK OKylIbLIaP/bIH, 63 OeTiHlle 6iaiM any
MYMKIHJTiH ?KaKcapTaTblH opTa »Ko0aJayisl
ycbiHapBl. AJ IopicTep, npeseHTalusIap
CHUSIKTbI MaHbI3/1bl aKrapaTrap/ibl 6epylui
9pi GarbITTaybl ycTa3 O0JIybl Kepek aeln
canainbl (Nair 24).

bisdin bararapea rativlkmel
mexmenmep (The Schools Our Children
Deserve). Anohu Kon

Anbdu Ko - 6enrini nenxosior, 6iim
Oepy, 6ana TopOueci KoHe alaMHbIH MiHe3-



1.1-cyper Teiliopuamra Herise/ireH ChlHbII
OoJ/1MeJ1epi MEH 191131 pAiH, THIITIK 2KOCIapbl

1.2-cypeT ChiHBIM XKOCNAPbl MEH J1dJ113/1i laFbIH OKY
KaybIMJaCTbIrblHA allHAJABIPY

1.3-CypeT ChIHBINThI KOHCYJIbTallMsAFa Heri3/e/1reH
LIAFbIH OKY KaybIMAACTbIFbIHA aHHAJABIPY

1.1-1.3 - cyperrep. [1pakam Hanpawin «Blueprint
for Tomorrow» («EpTeHri KyHHiH »k06acbl») aTThl
KiTaObIHAH aJIbIHFaH TOP K63 KyPbIJIbIC TeH KOHbIpay
TOPi3jec caJblHFaH A9CTYPJli CTHJACTI MEKTENTep
MEH aJITePHaTHUBTI CTHJIJE KOOA/IaHFaH 3aMaHayn
JU3aiH

KyJIKbIH 3epTTeyii raabiM. O aa [pakain
Haupmen 6ip ke3KkapacThl yCTaHbIII,
nejaroruka MeH MeKTeI Ju3alHbiHa
JKaHA e3repictep eHrizy Kepek Jer
canaiibl. OHbIH alTybl O0kbIHIIA: « MeHiH
MeKTenTeri 6ijliMre ereH Ko3KapachiM. ..
KaMKOPJIbIK 9p OaJslaHbIH €3iH 631 1aMbITY
JKOHE JIEMOKPATHSIIBIK KOFaM Kypy peTiHjie
aHbIKTaJa/Ibl».

O3iniH KoHLeNUUsIapbiHbIH, OipiHe
OKYLIbLIAP/bIH cabaKKa JereH bIHTaChIH

apTTeipaThiH 6ipaeH-6ip hakrop o —
MOTHBALIUS JIeN caHaiibl. bipak 6yn
MOTHBALIMSIHBI TEK ilLITEH eMecC, ChIPTKbI
KO3Fayllibl (haKTopIapIaH any Kepek
eKeHi TypaJibl allThII, 0J1 (haKTop peTiHje
MEKTEMNTiH UHTEPbEPIH KAPACThIPAbI.
SIrHuU, OHBIH NalbIMIAYbIHIIA KEHICTIK -
OyJ1 MeIarornkaHbl KAMTaMachl3 eTyre
KeMmeKTeceTiH eH 6acTbl pakrop. OKyuibira
OefiiMie/ITeH KeHICTiK »kacar, 6apJiblK
KEPEKTi TEXHUKA MEH TeXHOJIOTHsIap/ibl
nannasaHa OTbipblll 3aMaHAYH IU3akH
»KoOaJiaysibl yeblHabl. bipak OypbiH
»KoOaslaHFaH HHTEpbepJiepre KaHALbIIIbIK
eHrizep asbinaa 6ipa3 olaHraH KeH
eKeHiH afitanpl. MoceJsieH, Kapanaibim
CBIHBINITApFa KOMIbIOTEPJIEP/Li OPHAJIACTBIPY
MeJILLEPAEH ThIC 2Kbl1y OeJliHyre
JKeJIeli, a1 0J1 63 Ke3eriHae OeJIMEeHiH
CaJIKbIHAATYbl MEH 2KeJIJIeTyi aJlAblH aja
ykobanaHbaraHAbIKTaH OKyLIbLIaPAbIH,
JKYMBIC OHIIINHIH TOMEHIeYiHe oKeJIe/l].
Mekren UHTepbepiH KaiiTa xkobasay MyMKiH
eMec Kargakpl OCblHIAN TybIHIAFaH
MaceJiesiepai 6acKa 2KOJIapMEH LIely
APKblJIbl 2KaFIakFa afanTauus xacay Kepek
nen canaibl (Cohn 125).

Kericmik scone okoumy: Coyarem
cabakmapol. [epman [epybepeep

['epman ['epubeprep atThbl HUAEPJAAH/BIK,
apxurekrop 1950 xblnnapnan 6acran
MeKTeIl FUMapaTTapblH cajly Ke3iH/e YJIKeH
)Ketictikrepmen epekieseneni. On Headr
KaJacblHaa MOHTeCCOpH OKBITY CTUJIIHAET]
MeKTen caJjiran 6osaTbiH. Anaiina, 6y
FUMapaTTap kebiHece HacTayblll ChIHbINTAP
MeH OpTa ChIHBINTAPFA apHAJFaH.

Monreccopu 6iJliMiH HTabSHJIBIK
nopirep Mapusi MoHTeccopH »KacaraH.
Toyeusciznikke 6aca Hazap aynapa
OTBIPBIT, 0J1 Oajanapabl TabUrK GijliMre
KYLLTap 2KOHEe KOJIAWJIbl 9Pi 2KAKChl
JIafibIHIAIFaH OKy opTachiHaa OiJliM asyra
KabisierTi nen canauabl. by 6aranay
JKQHE TECTTep CUSIKThI Keibip 1acTypai
OHIMAIIIK KPUTEPHHJIEPIH KOJAHYFa 2KOJI
6epMmeliTiH MeTo/IMKa. MoHTeccopH 03iHiH,
teopusinapbid 1900 »xbligapabiH 6acbiHia
OKYILIbLJIADbIMEH FhIJIBIMH SKCTIEPUMEHTTEP
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apkblibl 1aMbITThl. Coan 6epi 6y
dJliC 8JIEMHIH KernTereH OeJikTepinae,
MeMJIEKETTIK YKOHE YKEKE MeKTeNnTepie
KoJsnanbliaabl (Hannah 14).

MoHTeccopH OKbITY CHCTEMAChI
OOMbIHILA HHTEPHETTI a3blpak KoJllaHyra,
kebOiHece TikeJsieH Tipi 6allaHbICKa KOHiJ
6oJiesii. bactaybllil chiHbINTa Oy 2XKYie
eTe napjasbl 6oJFraHbIMEH, VJIKEH KoJeM/i
aKrnapaTTapMeH »KyMbIC 2KacCalThbIH KOFaPFbl
ChIHbII OKYLLIblJIAPbIHA UHTEPHETTEH KaJak
aJIllIaKTay/lbl eMeC OHbl 03 NaKAaChIHA
aChIPY/IbIH KOJIIAPbIH i37€HTiH Ke3eH GOoJbII
Tabbliasl (Hermann 69).

21 eacvipdazer mekmenmepee
apraar2an ousatin yaeirepi. [Ipakau
Haup, Pandarr @urdume scone [loncedpdpu
JlakHu

AtasnraH rasbIMAAPIBIH OChI
TaKbIPbINTA »KA3FaH KiTanTapblHAa MEKTeI
FUMapatTapblH kobasay Kesinje eckepy
KaxkeT 29 nu3aiiH yJrisiep cepUsiChIHbIH,
JKUBIHTBIFbI TaJKblIaHAAbl. Byn 29 yari
OKYUIBIap/IbIH OKY HKeMJJIriH Oy36aH, oKy
npolileciHe KAKeTTi OpTaMeH KaMTamachl3
eTY/IiH, 9PTYPJli 2KOJIAPbIH KAPACThIPA/IbI.
JKapbikranabipy »koHe xKuhas TypJiepi
CHUSAKTDBI HEeTi3ri yrbIMaapaaH 6acrar,
KAyilCi3iK MeH CeHIMAIIIK CUSAKTbI
VJIKEH Hjesijiapra JIeHiHri sJeMeHTTep
TaJKbl1aHazbl. bys 1u3aiiH sneMeHTTepin
TyciHyzin 6anama ajici.

dopn KOMNAHUSACHI KOJIIaHFaH,
TEHJIOPU3MIe HETi31e/INeH KeHICTIKTI
xkobaday Tocijiepi Kagipri MeKTenTepid
KOIl UHTPbepJIepitie KOJIaHbIC TAMNThI.
Bipinwui cxemana cos eckipre xxobajay
TOCIJIePiHiHIH OPHbIHA 3aMaHayu
KobasnaymeH anmactbipblirat (Nair 85).

2-cypeTTe YHpPeHIIIKTI Kopariiia Topizaec
JIM3alHHbIH aJIbTepHATHBACHI PeTiH/e
caycak icretrec xKo0aJjay/ibl KOPCEeTKEH.
By :kocnap GoflibiHILA aKUEHT ChIHbINTapFa
KOUBLJIbIM, JpJ1i371ep 0J1 Hoamenepi
opTacblHaH 6eJir, opTak 30Ha peTiHjie
KapacTbipblirat. Keitinnen OyJ naJisnep
VJIKEH aTpuyMaapra Hemece peKpHalHsibIK
JleMaJibIC OpbIHAAPbIHA, SIFHH KOILLIJIK
JKHHAJATBIH aJlaHilafapra ajbli Kejei

(Nair 58).

| 4>
R

WAl weeTan
FAHMIACTRET AR

DRcTYENE HOpaniua Tepisne:
CTHRBOEN MBKTENTIY, KOUNE0N

sCaycan Taphses
sWRETEn WRETApR!

2-cypeT. MeKren au3alinbl TiJliHae cUMaTTaNraH
MEKTeI MaKeTTePiH CaMbICThIPY.

HaupapiH yCbIHbICBIMEH ADCTYPJI ChIHbII
OeJiMeJsIepiHiH, Y/TICiHe XKaHa e3repicTep
eHrisiziai. Tik TopTOYpbILL HHTEPbepe P/
OPTYPJIi NEAaroruKadbIK dicTepre
Heriszie/ireH KypaJ »Ka0blKTap/abl MeH
»kuhasnap/pl N1aCTHKAbBIK ChI3bIKTaP/IbIH,
OONBIMEH OpPHAJIACTBIPLII, KeHICTIKTI
»KaHa yJrine yisimaactbipabl. OHbl 6i3
3-cyperTeri chidbanaH aHblK HGaiKai
aJaMbl3.

Deuanuc aivans

Hieug wepors

3-cypet. ChIHBINTBIH KEHICTIriH YABIMAACTHIPY
Tocii

HawupnbiH »xa3raH KiTabblHa cydeHcek
MEKTEI KEeHICTIrH MakCHMaJlibl TYp/e
UKEM/i 2Kacay/iblH €H YTbIM/Ibl TOCIJAEPiHiH
6ipi MoGHIbAI XKuhasnapabl Kosany. Cod
apKBIJIbI Ke3 KeJITeH Ke3Jle HHTePbepli OKY
NpoLECiHe bIHFANJIbI KbIJBIPbIT 63repTyre
OoJsiaTbiHbIH aiTaabl. OHbIH aHKbIH MbICAJIbI
petinze 4-cyperreri cxeMaHbl alTcak
6oJ1a/1bl.

Herisri TyXXbipbiMaap

bisim Gepy MekeMmeJiepiHiH HHTEpbepi
OKYLUbIJIAPABIH, OKY MPOLIECiHACT]



4-cyper. MoOuJIbLi MEKTEI HHTEpPbEep KeHICTITiH
»kobaJqay yarici

OeJsiceHiiJIiriHe, UiblFapMallbl/bIK
KabiJieTTepiHe KaHe KaJIbl
MICUXOJIOTHSIJIBIK axyaJiblHa aiTapJiblKTai
acep etefi. 3amaHayu 6iJliM 6epy
TaJlanTtapbiHa »xayan 6epy yliiliH
MeKTenTep/iH PU3NKaJbIK KEHICTir
(PYHKUHOHAJIBIK, SCTETHKAJBIK KoHEe
9KOJIOTHSIIBIK ACIeKTiep/i eCKepe OTbIPbII
YUBIMAACTBIPBLTYbI THiC. OKy OpTachIHbIH,
TUIMJJIITT, OKY 9/liICTEPiHiH acepJIiri MeH
6iJ1iM aJy1blIapbiH MOTUBALMSCHI,
Heri3iHeH, UHTePbePIiH TypbIC
yKOCMapJaHybl MeH YHbIMIACTbIPbITYbIHA
OansianbICTbl OoJiajibl. Bys Mmakanazia
JKaunel OiniM 6epeTiH MeKkemesiepiiiH,
MHTEPbEP KEHICTIrH OHTaH/Ibl YUBIMAACTBIPY
Tociyepi KapacTbIpblIb, 6iliM 6epy
NPOLLECTEPiHiH THIMIIIITIH apTThIpyFa
apHaJIFaH MPaKTHKAJbIK YCBIHBICTAP
OepisieTin OosazIbl.

1. Pynkyuonardeik atinaxkmapool
boay: VIntepbepai yilbiMaacTbipyaa op
TYpJii PyHKUMOHAMIBIK alMaKTap/ibl
KaJIbINTacThIpy 6Te MaHbI3bl. OKy npouecid
THiMII 6acKapy YLIiH ChiHbI Gesmesepi,
JleMaJlblC 30HaJIaphbl 2KoHE OKY 3aJ/11aphbl
TYCIHIKTi 2KoHE bIHFAHJIbI 6OJTYbI THIC.

2. Kapoikmandoipy: Taburu koHe
YKacaHIbl XKapbIKThIH JYPbIC KOMOWHALHSCHI
UHTEPbEeP/iH KalJIblJIbIFbl MEH BU3YaJ bl
TapPTHIMBLIBIFBIH apTThIpaabl. OKy
OPbIHJAPBIH/IA KAPBIKTAH/IBIPY TE3
LIapuiaMayra KeMeKTecir, OKyLblIapablH
KOHILEHTPAUMACHIH KAMTaMachl3 eTyi THiC.

3. Tyc kombunayusrapol:
HMurepbepperi Tycrep 6inim 6epy
npotlecine acep eresii. CanKpbIH xKoHe
ThIHBILITAHJBIPATBIH TYCTEP, MbICAJIbl, KOK

HeMeCe 2Kacbl/l, OKyLUblJIaPAbIH Ha3apblH
LLIOFbIPJIAH/BIPBII, LIBIFAPMaLIBIIBIKThI
TYFbI3ATbIH XKbL/Ibl TYCTEPMEH YHJIeCTipiyi
THIC.

4. Yakoeimuwa 6erwexmep men
MoOunb0i acuhas: OKpITY 9JlicTeMeciHe
OalNaHbICThI KEHiCTIKTi yaKbITIIA 63repyre
MYMKiHJIiK OepeTiH xkuhasznap men
KYPbLIFbUIAPAbI akaaHy OKYy MPOLECiHiH
THIMALIITH apTThIpajibl.

5. Texnoroeus mer UHHOBAYUANAD:
MHTepakTHBTI NaHesbaep KaHe OKY
KypaJ/llapblH HHTerpauusaay 6iniM 6epy
OpTAaCbIHbIH 3aMaHayH TaJjantapbiHa
colikec KeJieJli. 3amaH TajiabbiHa yKayan
OepeTiH KaObIKTap OKYLIBIAPIbIH
KbI3bIFYLUBIIBIFbIH aPTThIPa/bI.

6. Ikor02usarbLK acnekminepi:
DKOJIOTHSJIBIK Ta3a MaTepuasIap/ipl
nagjanany 6iJ1iMm opfasapblHbIH HHTEPbEPiH
yibIMIACTbIpY/la MaHbI3/Ibl POJ aTKAPalbl.
Bys 6ananap yuuin aeHcayJbIKTbl caKTay
MEH Kayilci3iik TypFbICbIHAH MaHbI3/IbI.

By rbibIMU TY2KBIpBIMIAP GiliM
Oepy MeKeMeJIepiHiH MHTepbep KeHiCTIriH
OJlaH 9pi OHTaHJIaHABIPYFa KOHE OKBITY
NPOLECIHIH THIMIIIITH apTThIpyFa
OarbITTaJFaH.

KopbITbiHAbI

KopbiTa Kesirenzie 3amaHayu Tasantapra
HETi3/Ie/IMeH 2KoHe OKYLUbLJIAP YLIiH OHTAUJIbI
MeKTeIl UHTepbep AW3aiHbIH xKo0aJiay YLIiH
TeK 9JIeMi MPOEKT KeTKijikei3. Makanana
OyJ1 TAKBIPBINTHIH asACbIHAA TYPJIi FIIBIMA
3epTTeyJIep KYPridreH rajibIMaap/biH,
aKINaparTapbiHa CyHeHCeK, AU3aiH
»KOOAHBIH ’KAKChl HOTHXKeJIepre »KeTyi yIiH
0J1 2KaH-KaKThl KAPACTbIPbIJIFAH KOH.

KyHpisri 2kapbIKTbIH Ken 60Jybl, }KyMcakK
OPBIHABIKTAPALI KOJAAHBLIYDI 2KOHE 2KAKCDI
YHJIeCIMIIJTIK TIeH ChIPTKbBI KOPiHICTiH,
apKacblHIAaFbl OalaHbIC HOTHKECIHIE
OKyLLblJIApPFa MMO3UTUTI OPTA KAJILINTACDIII,
UHTEPbEP APKbBI/IbI [TCHXOJOTUSABIK
TYPFbIIAH 0JIapFa OHJbl acep eTyre 60Jajibl.

Kasipri 3amanrsl oKy opblHAapbIHIa 3
OarbITTa 1aMybl KepekK:
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- CBIHBIM HHTEPbEPi MEH
OKyUIblIapJiap/ibiH, Tikesel 6aiaHbIChl;

- KeHICTIKTiH HKeM/iJir apKacblHaa
OKYUIBITaP/IbIH OKY MPOLECiHEe bIHTAMEH
Kipicyi;

- MEKTeIl IM3aiH HHTePbepiH
YHABIMAACTBIPY TOCIJIEPi apKbIbI OapbIHILIA
bIHFAHJIbI 9Pi TIO3UTUTI epKiH aTMOcdepa
KYpPYy;

MekTenTep ylliH €H yKaKChl ilIKi
KEHICTIKTi »Ko6asay QpyHKIMOHAJIBIIbBIK,
9CTETHUKA 2K9HE OKYLUbLIap MEH
OKBITYLIBLIAPABIH Oiperedl KaxKeTTiJliKTepi
apacblHIArbl Tele-TeHIIKKe KOJ XKEeTKi3yli
KamTu/pl. Ochbl HyCKayJ/IbIKTa CUMaTTajaraH

MPUHUMIITEP MEH JlicTep/li KoJlaHa
OTBIPbII, THIMJIi OKBITY/bI KOJIAUTBIH,
LIbIFAPMALIBIJIBIKKA bIKIAJ €TeTiH XKoHe
OKYLIBIIAP/IbIH 8J1-ayKaTblHa 9cep eTeTiH
MEKTEI OPTAChbiH Kypa aJlaMbl3.

MekrenTepain, illiKi KeHicTirii xkobaJnay
KE3iHJIe 9P MEKTEIITiH 63iH/iK epeKie
Tajantapbl MeH 6isiiM Gepy duocopusichbl
6ap ekeHin ymbiTnay Kepek. CoHIbIKTaH
OCBI JIM3alH KEHECTePiH MEKTENTiH HAKTHI
KayKeTTiJIIKTepi MeH MoJIeHUeTiHe Colikec
KeJITipy Jie 6acThbl MaceJsie OO0JIbI TaOblIa/bl.
SIrHK GacThl MaKcar - OKyUIblIap/ibiH, OKYbI
MEH 9J1-ayKaTblHA bIKIaJ €TeTiH KayiIcis,
(PyHKLHOHAJIBI 2KoHe 1aObITTaHIbIPATbIH
OpTaHbl Kypy.
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METOZAbl ONTUMAZIbHON OPTAHU3ALUW BHYTPEHHEIO MPOCTPAHCTBA
OBLLEOBPA30BATEJ/IbHbIX YYPEXOEHWUM

Issue 1. 2025

AHHoTauus. [poekTMpoBaHME ONTUMAIbHOIO BHYTPEHHEr0 MPOCTPAHCTBA A5 06pa3oBaTeNbHbIX
YUYpEeXAEHMI UMEET peLlatoLlee 3HaYeHme ANs co3aaHna 6naronpuaTHon y4ebHoM cpeapl 1
noaaepxaHusa 6narononyyms yqyawmxcs. B atoi ctatbe Mbl MccnegyeM MUp AM3aiHa LWKOAbHbIX
MHTEPbEPOB, KOTOPbIV YA0BNETBOPSET YHUKAbHbIE MOTPEOHOCTM yYalLMXCs U NpenoaaBaTene,
BLOXHOB/IAS UX, NPELOCTABASAS LEHHY MHDOPMALMIO U NPAKTUHECKME COBETbI MO CO34aHMIO
(byHKLMOHANbHbIX NpocTpaHCTB. OCHOBHAS LieNlb COCTOWT B TOM, YTOObI MOBbICUTb NPOAYKTUBHOCTb U
KPeaTMBHOCTb Y4aLLMXcs, onpeaenus 3bdeKTMBHbIE NMOAXOAbI K MPOEKTUPOBAaHUI0 MHTEPbEPA LUKObI U
ONTMMM3MPOBAB y4ebHyto cpeay. [1ns 3Toro uccnenyroTcs GyHKUMOHANbHbIE U 3CTETUYECKME aCMEeKTbI
nHTepbepa. Onpenensertca BAMsHUe Bbibopa Mebenn 1 pacnonoXKeHUs KNaccoB Ha KOM@OPT yYaLumxcs.
PaccMoTpeHbl MeToabl MHTErpauumn NCMXONOrMK LiBETA B y4eOHbIM Npouecc. AHanM3MpyTCs pe3ynbraTbl
BHEAPEHMUS LMPPOBLIX MHCTPYMEHTOB M TEXHONOTUI B y4ebHyto cpeny. [1pun 3TOM B UccnenoBaHum
MCMOJb3YHTCA METOAbl 3MMEPUYECKOr0, KOMMAPaTUBHOIO, BU3yaNbHOrO aHanu3a. PesynbraTsl
MCCNef0BaHNSA MOKA3bIBAOT, YTO 3D PEKTUBHBIN AM3aliH MHTEpbepa CNOCOBCTBYET COTPYLAHMYECTBY,
TBOPYECTBY M aKTMBHOCTM yyalwmxcs. BaxkHo co3paTb rmbkyto cpeny obyy4eHuns, MCnonb3oBaTb
3ProHOMMUYHYH Mebenb 1 BK/IKYaTb 3N1EMEHTbI, NOBbILLAOLME KOHLEHTpauuto. Kpome Toro, umudpoBbie
MHCTPYMEHTbI M MHTEPAKTUBHbIE AUCTIEN NO3BONSIOT YAYULWUTb METOALI 0BYHEHUS U BOBNEYEHHOCTb
YYaLLMXCSA B COBPEMEHHbIX KlacCax. ITa CTaTbs NpeaiaraeT MHHOBALMOHHbIE METOLbl U NMPaKTUYeCcKue
peLleHns AN NPOEKTUPOBAHWS MHTEPbEPOB 06Pa30BaTeNbHbIX YYPEXAEHUI U COAEPXKUT MHDOPMaLMIO,
HeobXoaMMYI0 ANS NMOBbIWEHWS KavyecTBa y4ebHOM cpeabl.

Kntoyessie cnoea: 06pa3oBaTenbHble YYpeXAeHUs, AM3aiiH MPOCTPAHCTBA, NOAXoaaWwas yyebHas
cpena, PyHKLMOHaNbHbIE MPOCTPAHCTBA, WKO/bHbIA MHTEPbEP, MCMXOIOTUS LIBETA, rTMbKas yyebHas cpena,
3proHoMMUYHas Mebenb, LMPPOBbIE MHCTPYMEHTbI, MCMONb30BaHUE TEXHOIOTUA.

Ansa yumuposarus: baimyxambetoBa, Mepyept u XXaHepke ViMaHbaeBa. «Cnocobbl oNTMManbHOM
OpraHu3aLmm BHYTPEHHEro NPOCTpaHCTBa 06Leobpa3oBaTenbHbix yupexaeHui». Central Asian Journal
of Art Studies, . 10, N21, 2025, c. 329-343.DOI: 10.47940/cajas.v10i1.787

Asmopbl npoyumanu u 0006puIU OKOHYAMeENbHbIL 8apUAHM pyKoOnUCU U 3a56/1810m 06 omcymcmesuu
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METHODS OF OPTIMAL ORGANIZATION OF THE INTERNAL SPACE OF GENERAL EDUCATION
INSTITUTIONS

Abstract. Designing optimal interior spaces for educational facilities is critical to creating a favourable
learning environment and supporting student well-being. In this article, we explore the world
of school interior design that caters to the unique needs of students and teachers by providing
inspiration, valuable information and practical advice on how to create functional spaces. The main
objective is to increase student productivity and creativity by identifying effective approaches to
school interior design and optimising the learning environment. To achieve this, the functional and
aesthetic aspects of the interior are investigated. The impact of furniture selection and classroom
layout on student comfort is determined. Methods of integrating colour psychology into the learning
process are considered. The results of introducing digital tools and technologies into the learning
environment are analysed. The study uses the methods of empirical, comparative, visual analysis. The
results of the study show that effective interior design promotes co-operation, creativity and activity
among students. It is important to create a flexible learning environment, use ergonomic furniture and
incorporate elements that enhance concentration. In addition, digital tools and interactive displays
can improve learning methods and student engagement in today’s classrooms. This article offers
innovative methods and practical solutions for designing the interiors of educational facilities and
provides the information needed to improve the quality of learning environments.

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