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Temip6ek XXypreHoB aTbiHAaFbI Central Asian Journal of Art Studies (CAJAS) - «BHep
Kasak ynTTblk eHep akageMuscol X9HE NYMaHUTapblK fblsibiIMOap» (COHbIH iIJJiH,EI,e
TeaTp, My3blka, Xxopeorpadus, KuHo, beliHeney xaHe
KonpaHbanbl eHep, caynet xaHe T. 6.) 6aFbiTbl 6OMbIHLLIA
LlYHUe Xy3iHaeri aBTOpAbIK 3epTTeyNepaiH, HaTuxenepiH
XapUANaNTbIH peLeH3UANaHaTbIH FbIIbIMU XKYPHa.
BacbINbIMHbIH, MakcaTbl — FbIIbIMM MAESNAPMEH anMacy
Kazaxckas HauMoHanbHas akagemms vLLIiH anaH, yCblHY, COHAan-ak, OHEepPTaHy CanacblHAAFbI
MCKyCCTB UMeHu Temup6eka XKypreHosa HipneckeH xanbikapanblk, FblabiMu Xobanapabl LAMbITY
60nbin Tabbinagpl. XXapusnaHoiMaapab! ipikteyaeri
6acbiM akTopnap: XaHa ilepekTaHy xaHe aaebm
[lepekkesaepre XyriHy, akafeMmn3M XKaHe FblbIMU
06beKTMBTINIK, TAPUXHAMaNbIK TONbIKTLIK, MeH nikipTanac,
KYPAeni ryMaHuTapblk Macenenepai 3aMaHaym aHbiKTay,
MafeHuM apTedakTinep MeH KepKeM HblCaHAAPAbIH,
aHa biperet Tycinaipmenepi. CAJAS-Ta fbinbiMu
MakananapaaH 6acka, Wwonynap, TapuxHamanbik,
wonynap, AepekTaHy Matepuanaapsbl, 'yMaHUTapAbIK,
FbINIbIM TaKbIPbINTapbIHAAFLI MiKipTanacTap yCbiHbLTybI
MYMKIiH XaHe FblnbiMK Ananortap kyntanagbl. CAJAS
(29.03.2021 N2 303 6yipbIfbl) FbINbIMU KbI3METTIH, HETi3ri
HaTuXKenepiH xapuanay ywid Kasakcran Pecnybnukacei
FblnbIM XaHe Kofapbl 6iNiM MUHUCTPAITiHIH FbITbIM XaHe
)OFapbl 6iniM canacblHAAFbl CanaHbl KAMTaMachl3 eTy
komuTteTi (FOKBCCKEK) yebiHFaH 6acbinbiMaap Tisbecine
eHrizinai («<OHeptaHy» 6enimi). ConbiMeH kaTtap, CAJAS
KOB (KasakcraHabik aanekces 6asacsl), ¥MFTCO (¥nTTbIK,
MeMNeKeTTiK FbIIbIMU-TEXHMKANbIK CapanTaMa OpTabiFbl),
EBSCO Essentials, KubepJleHnHkana uHaekcrenea,.
CAJAS pepakumscbiHa xibepinreH 6apnblk Makananap
nnarvat TekcepyiHeH eTeai xaHe 3epTTey npoduniHaeri
MaMaHAapAbIH €Ki XaKTbl OH acblpblH capanTama KeniH
XapusanaHanbl. ABTOPAbIK, FbiIbIMW 3epTTeynep, Wonynap
MeH cyxbattap CAJAS-Ta TeriH xapusanaHagpl. XypHan
peLieH3uanay, peaakumanay, Tysety, 6eTtey xxaHe backa
[l pefakUManbIK XXyMblcTap 60MbIHLIA LWbFbIHAAPAbI
63 MOMHbIHA anaabl. CAJAS makana aBTopnapbiHa aKbl
Tenemewai. XXypHanabliH, XapusnaHbiM 3TUKAC XOHIHAETI
komuTeTTiH (COPE) Open KopekciHe calkec Kenefi xaHe
XXYPHaNMeH >yMbIC XKacaWTblH aBTOpNapablH, Hemece
peLeH3eHTTEPiH 3aHCbI3 iC-OpeKeTTep Typanbl KYLiKTi
Xarpanapabl wewy ywid COPE cxemanapblHa cyieHeq,.
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Central Asian Journal of Art Studies (CAJAS) -

HaY4YHbI peLeH3npyeMblil XXypHan, NybanKyoLLmi
pe3ynbTaTbl aBTOPCKMX UCCNEA0BAHMI CO BCErO MMpa Nno
HanpaBneHuto «/ICKycCTBO M ryMaHUTapHble Hayku» (B
TOM YMC/ie MO BONPOCaM TeaTpa, My3blku, xopeorpaduu,
KMHO, M306pa3nTeNbHOro U NPUKNALHOIO MCKYCCTBA,
apxuTekTypbl U T. A.). Llenbto nsgaHunsg asnsgetcs
npenocTaBieHne NNOLWALKK A8 06OMEHa HayYHbIMK
NAEAMU, a TaKXKe pa3BUTUE COBMECTHbIX MEXAYHAPOAHbIX
Hay4HbIX MPOEKTOB B 06/1aCTU UCKYCCTBOBEAEHMS.
MpuoputeTHble dakTopbl Npu oTbope nybanKauuii:
obpalleHne K HOBbIM MCTOYHMKAM, aKAAEMU3M U Hay4YHas
00ObEKTUBHOCTb, MCTOPUOrpaduyeckas noaHoTa 1
LUCKYCCUOHHOCTb, COBPEMEHHOE M3MEPEHME CITOXKHBbIX
ryMaHUTapHbIX Npo6sieM, HOBble OpUrMHANbHbIE
TPAKTOBKM KyNbTYPHbIX apTedaKTOB U XyA0XKECTBEHHbIX
o6bekToB. B CAJAS, KpOoMe Hay4HbIX CTaTei, MOryT

6bITb NPEACTaBAEHbl peLeH3nK, ctopuorpaduyeckme
0630pbl, UICTOYHMKOBELYECKME MaTepUanbl, BUCKYCCUM Ha
TeMbl FyMaHUTapHOM HayKu, NPUBETCTBYIOTCS Hay4Hble
nmnanoru. CAJAS BkntoyeH B [NepeyeHb M3naHui,
pekomeHayeMbIx KoMuTeToM No obecneveHnto KayecTsa
B chepe Hayku u Bbicwero obpasosarus (KOKCHBO)
MWHKUCTEpCTBa HayKK M BbiCLLero 06pa3oBaHms
Pecny6nukm Kazaxcran (npuka3s N2 303 ot 29.03.2021)
Ans nybaMKaLMu OCHOBHbIX Pe3ynbTaToOB Hay4YHOM
nesTtenbHocTu (pasaen «MckycctBoBeneHuey). lloMumo
atoro, CAJAS nHpexcupyetcsa B KbL, (KasaxcraHckow

6a3e umtupoBaHus), HUUF'HTS (HaumMoHanbHoM

LieHTpe rocyAapCTBEHHOM HAaYYHO-TEXHUYECKOM
akcnepTusbl), EBSCO Essentials, KubepJleHnHke. Bce
cTaTtbu, noctynatowme B pepakumo CAJAS, npoxopat
npoLenypy npoBepKM Ha nnaruat u nybaunkyoTcsa nocne
MONOXMUTENBHOTO ABOWMHOIO C/IEMNOr0 PeLeH3MpoBaHuUs
cneumanuctamm no npodunaM uccnenoBaHuii. ABTopckue
Hay4Hble uccnenoBaHums, 063opbl U UHTepBbio B CAJAS
ny6nukytotca 6ecnnatHo. XXypHan 6epet Ha cebs pacxonbl
Mo peLeH3upoBaHMIO, peAaKTUPOBaHUIO, KOPPEKTYPE,
BEPCTKe W APYrMM pefaKUMOHHbIM pabotam. CAJAS

He BbINaa4YMBaEeT rOHOpPapbl aBTopam cTatei. XXypHan
cnenyet Kopekcy noseaeHuns KomuteTa no atuke
nybnukaumii (COPE) u cnenmt 3a 6nok-cxemamu COPE gns
paspeLieHns cyvyaeB NoLO3PeBaEMOro HeNpaBoOMEPHOrO
roBeLEeHNs CO CTOPOHbI aBTOPOB, PELLEH3EHTOB U UHbIX
nuu, paboTatoLwmx € XKypHaNoM.
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CYBERLENINKA
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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
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Kitan rpadukacbiHaarbl Ka3ak 3mochbl BU3yaiu3alusaCbIHAAFbl YIATTbIK Ues
MambiToBa Caman, Kypanbek ocet

Kasak KepkeMcypeTTi KHHOCbIHAAFbl « OMip aFauibl» MU(OJI0reMachbiHbIH,
CEMHUOTHKAJDBIK 2KIHE MIIEHU -CUMBOJIIbIK MAHi

XonraHat Mypart, Aitgap Anma

ARTS & HUMANITIES

1934 xkbinrbl | OyKiKazakcTaHIbIK XaJbIK 6HEPi KallpaTKepJepiHiH cleTi
asiCbIHAAFbl KA3aKTbIH A9CTYPJi acnanTbiK My3bIKachl

[xxymabaes Acet, bepaibait AikaH

Kapkapasnbl eHipiHe (poJbKIOPJBIK 3KCNeAMUMUANaPAbIH MaTepHaiaapbl 60MbIHILIA
aTHOrpaUaJIbIK AaiaKecT

3eiikeHoBa N'ynHaduc, Kasbibekosa Xaiaaprynb
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KypMmeTTi okbipMaHaap xaHe apintecTep!
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XoHe T.6. epeklue Ha3ap ayaapbinagbl.
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Central Asian Journal of Art Studies — 3T0 He TO/IbKO BO3MOXHOCTb 06PeCTH 3HaHMA, HO U
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BbIPaXXeHMS B KOHTEKCTE peasnin COBPEMEHHON AeNCTBUTENbHOCTH.
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BM3yasbHble 3O deKTbl B chepe KpeaTuBHbIX UHAYCTPUIMA U MHOTOE Ap.

Pepnakums xxypHana Bef€T akTUBHYIO paboTy MO pa3BUTHUIO CBS3EW C Ka3axCTaHCKUMKU
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KaHOHOB B 3MOXY aITOPUTMUYECKOM ICTETUKM, CTATYC XYAOXKHUKA B YCNOBUAX LMDPOBOro
NMOBOPOTA, BOMPOChI BAUSHUS UCKYCCTBA HA GOPMUPOBaHME OOLLECTBEHHOrO CO3HAHMUS,
NposSCHEHME 06LWMX TEHAEHLMIA NPOCbIOMEPU3MA M penpe3eHTaLmMii Npon3BeLeHUNA
N3HA-apTa, punocodmm NApTULMNATOPHBIX MPAKTUK U MHKOPNOpALUUi, 0COBEHHOCTH
BOCMPUATUS HOBbIX GOPM U NPUMEHEHWNE TPAANLMOHHbBIX TEXHONOTUIA U MH. Ap.

C ysameHuem,
enasHeblili pedakmop «Central Asian Journal of Art Studies»
Canayne Kapxayb6aesa



Foreword

Dear readers and colleagues,

We are pleased to present to you the latest issue of the Central Asian Journal of Art
Studies for 2025, devoted to the theme “Interdisciplinary Research in the Art of Central
Asia.”

The dynamics of development in accordance with the principles of informational
openness and the expanding scope of contemporary humanities demand recognition
of the global intellectual potential available today. Therefore, each new issue of the
Central Asian Journal of Art Studies is not only an opportunity to gain knowledge but
also to broaden one’s understanding of the rich diversity of artistic expression within the
realities of the modern world.

The main goal of the journal is to provide timely scientific and theoretical
information to a wide readership. Among its key objectives—alongside the dissemination
of knowledge and the promotion of Kazakhstan’s spiritual, creative, and historical
heritage—are the exploration of diverse research problems linked to the transformation
of art history as a discipline and the enhancement of its effectiveness as a field of
science.

The thematic content of this issue reflects a wide range of research directions, with
particular attention paid to the achievements of innovative technologies in digital design
and interactive media, the dematerialization of art and immaterial forms of artistic
expression in the digital age, as well as post-production and visual effects within the
creative industries.

The editorial board continues to strengthen cooperation with Kazakhstani and
international scholars to publish exclusive results of trans- and interdisciplinary studies.
We invite readers and researchers to join the discussion of pressing contemporary
topics such as the transformation of artistic canons in the age of algorithmic aesthetics,
the status of the artist in the context of the digital turn, the influence of art on
social consciousness, tendencies of prosumerism and representations in land art, the
philosophy of participatory practices and incorporations, as well as the perception of new
artistic forms and the application of traditional techniques in today’s context.

With respect, Editor-in-Shief «Central Asian Journal of Art Studies»
Sangul Karzhaubayeva
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HALIMOHAJIbHAS UIIES
B BU3YAJIU3ZALIUSX
KA3AXCKOI'O 3I10CA B
KHUYKHOU 'PA®UKE

Caman MawmbitoBa', 9cer Kypanoek®

12Kaszaxckuil HalMOHAJIbHBII YHUBEPCHTET HMeHH ajib-Papatu
(Anmarbl, Kazaxcran)

AHHoTaums. Cratbs NocBsLLLEeHa KHMKHOM rpaduke KasaxcraHa. MICKyccTBO KHUXXHOM rpadmkm
NpenocTaBuUI0 KazaxckoMy GonbKaopy BuU3yanbHOe 6biToBaHME. [TaBHOE BHUMAHWE yaeneHo
XyAoxHukam-rpadumkam 1960-1980-x ronos XX Beka, KOTOpble MOCBATUIM CBOE TBOPYECTBO MOUCKY
(hopManbHbIX peLleHni, aaeKBaTHbIM 06pa3aM Ka3axckoro 3noca M MMpOBO33PEHMIO KOYEBOro Hapoaa.
CnoxHO cerofHs nepeoLLeHUTb BKIA, 3TUX XYLOXKHUKOB B COBPEMEHHYH KynbTypy KasaxcraHa. AHanus
NPOW3BeNEHNI KHUXKHbBIX rPaMKOB, CBOEN BU3yanu3aLmel OTAABLWMX LO/HKHOE YCTHOMY HapOLHOMY
TBOPYECTBY, — MApaA0KcanbHas MHBePCKS (CNOBO — M306paxkeHWe — CN0BO), CBOE0bpa3HbIi akdpacuc
(penpe3eHTaLys BU3yanbHOIO B TEKCTE), MO3BOJISIOLLAS MPUKOCHYTHCS K Chepe «HeBbIpa3nMo
Bbipasumoe» (H.B. [oronb). OcHOBbIBasACb Ha aHanM3e KOMNO3ULMM, UCMOb3YeMbIX A5 UITHOCTPALIMK
Ka3aXCKMX INMUYECKUX NMPOU3BELEHNIA, PACCMOTPEHbI CMOCO6bI, CPeACTBa M TEHAEHLUMN B BU3YaJIbHOM
npencTaBieHUM HALMOHANbHOW MAEHTUYHOCTU. CTaTbsl paCKpbIBAET BaXKHOCTb KHUXXHOM rpadmKu Kak
cpeacTBa GOPMUPOBAHMS M NEPefaYM HaLMOHAIbHbIX MOTMBOB U LieHHOCTel. Kpome Toro, nccnenoeaHme
M3y4yaeT BAUSHWE ITOM BMU3YaNbHOM penpe3eHTalmnm Ha BOCNPUSTAE U MHTEPNIPETALIMIO Ka3aXxCKoro
anoca. MemoOsl NCCNef0BaHNUS BKIOYAIOT KOMMIEKCHBIA MEXANUCLMIIMHAPHBIA MOAXOL, COCTOSLLMIA
13 CPaBHUTENIbHO-CTUIMCTUHECKOTO, UCKYCCTBOBEAYECKOr0, CEMMOTMYECKOTO M KYJIbTYpPOI0rM4YecKoro
aHanu3a. PaccmMaTpuBaloTcs pasHble rpaduyeckme Npon3BeaeH s 3Ha4MMbIX MAaCTEPOB KHUXXHOTO
MCKYCCTBA CTPaHbl. B pe3ysemame n3y4eHHbIX MaTEPUANOB BbISIBNEHbI BU3YallbHble KOAbI, Yepes
KOTOpbIE XYA0XHUKM TPAHCIMPYIOT apXETMUMbl SMUYECKOTO MbILLNEHUS, HALMOHA/bHbIE LIEHHOCTU U
MMPOBO33pEHYECKME YCTAaHOBKM. [10Ka3aHo, 4To KHWXKHAs rpaduka BU3yanusupyer anoc 1 GopMupyet
HOBblE MHTEPNpeTaLMOHHbIE paMKK. TakKe B CTaTbe YAEeNeHO BHUMaHMe 3Kdpacucy, MeTadopuke
00pa3oB v CTUIEBOMY MHOr006pasuio, KOTOPbIe OTPAXAT PUIOCOPUI0 KOHEBOFO MUPOBO33PEHMS



Ka3axoB. Taknum o6pa30M, BbIBOAbl NOJIy4E€HHbIE B X04€ UCC1eA0BaHNA MOMOINU NyYlle NOHATb POJib
M 3Ha4YeHne BU3yasibHOro KOMMOHEHTa B dJOpMVIpOBaHMl/I HaLMOHANbHOM MAEHTUYHOCTH yepes

JIMTepaTypHOE Hac/leamne KasaxcKoro Hapoaa.

Knrouessie cnosa: ycTHoe HapoaHOe TBOPYECTBO (3MOC, CKAa3KK, NereHbl), KHWXKHas rpaduka,
HaLMOHaNbHas MAes, HapoAHble TpaaMLMK, M306paxeHue (Gopma 1 coaepXKaHue), BU3yanusaums

BepbanbHOro copepyaHus, skppacumc.
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Asmopbl npoyumanu u 0006puu 0KOHYamesbHeIl 8apuUaHm pykonucu u 3aseastom ob omcymcmeuu

KOHGUKMa UHMepecos.

BeepeHue

3nnqecme M03Mbl — BaxKHast

4acTb Ka3axckoro (osbKIopa, B
OCHOBE KOTOPbIX JIE?KAT repouyecKue U
pPOMaHTHYECKHE CI02KeThl U3 XKM3HH HApPOJia
B 060J104Ke JlereH/1bl. B HUX npeacrator
00pasbl repoes, COBepLUEHHbIX (PU3UUYECKH
1 IyXOBHO.

B cBoux Tpynax yuenble XaJjes
Aprbin6aen, Ankeit Maprysan, Myxrap
Ays308, Arbin Kacbimkanos, Cent
Kackab6acos, Myxaumaausip OpbiHOEKOB,
[apudonna Ecum ynennan ocoboe
BHUMaHKe (HOJILKJIOPHOMY HACJIE/IUIO,
€ro BO3HUKHOBEHHIO ¥ (POPMHUPOBAHMIO,
MCTOPHKO-1103HABaTE/bHbIM HCTOKAM
HapOJHOTO POJLKIOPA. DTH TPY/IbI
BHECJIM 3HAUUTEJIbHBIH BKJIaJl B pa3BUTHE
bun0cOhUM U KYJLTYPOJOTHH.

M3BectHbi# yuénblit Paxmanky.
Bepnpibaes nuier: «Anoc — yHUKaJIbHOE
1 6ecleHHOe BbIpaXKeHHe Xy102KeCTBEHHOTO
MBILIJIEHHST, KpacoTa KOTOPOTO HeyBsiaema.
Jaxke npesctapJisisi co60H LeMnb COObITHI
MPOLJIOT0, OH XPaHUT O€3[0HHYI0 MyAPOCThb
1 Os1aroposiHble uaeadsnl. Beaukue

STHYECKKE TIPOU3BEICHNS BOCTTHTHIBAIOT
B MTOKOJIEHHSIX HDABCTBEHHOCTh, FE€POU3M,
CMPaBeYIMBOCTD U IOCTOMHCTBO»
(bepnubaes 232).

Bot uto nuuier dunocod Hypmaramber
Capcenbaen: « MenrabHasi npuposa
KaxKJI0T0 Hapo/ia BKJIIoUaeT B cebs Takue
KOMITOHEHTbI, KaK HallMOHAJIbHbIe YyBCTBA,
HalMOHaJbHbIE 0ObIYaH, TPAAUIIUY U
HalMOHAJ/IbHOE MOBEJICHHE, KOTOPbIE
CBsI3aHbl JIPYT C JIPYTOM U OTUPAIOTCS JIPYT
na npyra» (Komekosa 21).

Haponnoe nostuueckoe TBOpUECTBO
— Ba)KHasl 4aCTb KyJIbTYPbl KaKJ10T0
Hapoja. 371eCh CAeIyeT BrJSIeThCs
B CJI0BO «(DOJIBKIJIOP». DTOT TEPMUH
BIiepBble YOTPeOUs aHTJIMACKUN
ncTopuk Yusbsim Tomcon B 1846 rony B
3HAYeHWH: HAPOJHOE 3HAHUE, HAPOJHAS
MyapocTb. DosibKI0p cuuTaeTcsi HauaaI0M
HalMOHAJILHON TPAJUIIUK, UCTOPHUECKUMU
KOPHSIMH HapoaHoro co3nanusi. M3 nero
BbIPACTAET Xy/I0KECTBEHHAS JIMTEpaTypa
Co BceMM e€ pasHOBHAHOCTAMH. OiHaKO
3TO He CHUMAET 3HAYMMOCTb STHYECKOH
MO3MbI, CKA3KH, JereH bl (1 axke Muda,
KOTOPBIH €CTh MEPBUUHOE MPEJICTAB/IEHHE
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0 MHUpE ), TOCKOJIbKY YaCTH U LieJ1oe
(hoJibKIOpa MPOHUKAIOT B Jyllly U CO3HAHHE
YyeJsioBeKa C MJIajIeHUECKHUX JIET, CTAHOBSICh
HEOTBHEMJIEMbIM 3JIEMEHTOM “s1” MHIMBH/IA,
JKUBYLLETO 3/1eCh U cefyac.

HeB03Mo0KHO nepeoleHuTb poiib
CKasuTeJieli-2KbIpLLbl, YTO JOHECJIH J10
HaCTOSILLEr0 BpEMEHH BCE BeJIMKOJIeNHe
3M0COB, JYXOBHOH COKPOBHLHHLLbI
Haulero Hapoja. HMaBecTHo, UTO
nepejaya U3 ycT B ycra 006J1aaeT KUBOH
BapuaTUBHOCTHIO. [luchbMeHHas peub
OTMeuaeTcst pa3 M HaBcerja (He cuuras
vcrnpasJieHni B nepensianusix). [Toromy
HEJIETKUH BEIOOP BCTACT Mepej] 3HaTOKaMU
(oJIbKI0pa — KaKylo BEPCHIO ¢/Ie/1aTh
kaHoHn4eckol. Korna BbiGop czieda,
HacTaéT ropa u3naHus KHUTH, HHOTIA — C
WILTIOCTPALIUSIMHU.

[TosTHueckne o6pasbl repoes, UX
YYBCTBA U MbICJIM, COOBITHS, B KOTOpPbIE
OHM BOBJICYEHbI, IHAJIOTH U MOHOJIOTH,
MHMHKA U 2KECTbI, HHTEPbePbl U Mel3aKu
— BCE 3TO B3bIBACT K BOOOPAKEHHIO
rpaduka, NocTaBJeHHOro nepes CJ0:KHOH
3a7auell — He TOJIbKO HAaUTH 3MHU30/1bl B
MOBECTBOBAHUH, B KOTOPBIX 3aKJ/l0ueHa
cama ero CyThb, HO U [epeBeCTH CJI0Ba
B U300 payKeHus, KOTopble yOenun Obl
YUTaTEs-3PUTENS B TPABOMOYHOCTH MX
BO3HHKHOBeHHUS. [TocKo/bKy 3moc pasHbIx
HAapOJI0B UMEET CXO/IHYI0 NPUPOJLY, He
JIMIIHUM OyneT npuBectH cioBa Ommu
KpaBuoBoii, uccienyiouiei KHUKHYIO
rpaduky SIkyTHH: «T0C nepenaBaJcs
M3 YCT B yCTa, TEM CaMbIM OTparKast
MCTOPHYECKYIO, STHHUECKYI0, COLHAJIbHYIO
1 KyJIbTYPHYIO aMsITh 3THOCA. Xy/L0KHHUK
’Ke U306pa3nuTeNbHbIMU CPeICTBAMU
TpakTyeT 10pedeKTHBHYIO (UI0COPHI0
CBOEro Hapojia i OJITHOBPEMEHHO BblpazKaeT
COOCTBEHHYIO MHUBH/YaJbHOCTb, TEM
CaMbIM BJIHsIsl HA U3MEHEHHEe STHHUECKHUX
npeacrapiaennil o Beenennoii»
(Kpasuosa 7).

3aKOHOMEPHO, 4TO CHavaJ/a B MoJie
3peHHs OTeYeCTBEHHbIX HCCleloBaTe el
(pusosioros, hunocodoB, HCTOPUKOB )
okaszaJicst hoJibkI0p. Besb oH cyliecTBoBa
B »KM3HH KA3aXCKOT0 Hapojla MHOTHE BeKa.

Kuwmxknas rpaduxa Kasaxcrana Bosnuk.1a
ToJsibKo B XX Beke. [TosaTomy TekcToB,
MOCBSIIEHHBIX KHU?KHOH WIITIOCTPALIUH,
HemHoro. Jluasor kazaxckoro (oJibKiopa

1 U300Pa3UTEJILHOTO MCKYCCTBA OMHCaH B
moHorpadusix Paiixan Epranuesoit <Ot
M0393UM CKa3aHUsl K MO3THKE KPacoK»,
«ITHO-31M0C B HcKyceTBe Kasaxcrana»,
«DTHOKYJILTYPHbIE TPAIULIMH B
coBpeMeHHOM HcKyceTBe Kazaxerana».
[IpoGaeme “smnoc u KHMXKHAs Tpaduka’”
MOCBSILLIEHbI TAKXKE TEKCThl HCKYCCTBOBEIA
Hunspsr Lapunosoii: « Ouepku Kazaxckoro
1300pa3uTeIbHOTO CKyceTBa. [lepuon
cTaHoBJsieHUs1» U «MckyeeTBO KHUMM XX
BEKa CHHTE3 TJIACTHYECKUX HCKYCCTB

¢ autepatypoit. CHHTE3 UCKYCCTB B
XyJl02KeCcTBeHHOM Ky ibType Kagaxcrana XX-
XXI BB.».

MeToabl

JInst ueesienoBanmst HaUMOHAJIBHON HeH

B BU3yaJIM3aLlUsX Ka3aXCKOro 3110ca

B KHKHOH rpaduke Obl1 BbIOpaH
KOMIIJICKCHBIH METOJ0JIOTHUECKUH MOXOL.
OH BKJ/I0YaeT HECKOJIBKO 3TaroB: cOop

1 MCCJIeI0BAHME UCTOUHHKOB, aHAJIU3
KHH2KHOH rpaMKi Ka3axcKoro 31oca,
WIEHTH(HUKALHS KITIOYEBbIX 3/1€MEHTOB
HaLMOHAJILHON HJIeH, OLLeHKa BJIUSHHUS
BU3yaJsIM3aLMil Ha BOCIIPUSITHE 3110Ca.
Ararnbl Ucc/e10BaHus ObLIH MPOBEEHbI ¢
MCI0J1b30BAHHEM KPUTHYECKOTO aHau3a
XYJIOXKECTBEHHBIX, PUI0COPCKUX U
KYJIbTYPOJIOTHUECKHX UCTOUYHUKOB. B pabote
MCIOJ1b30BAJICS CPABHUTE/bHBIN MOJIXOL

C MOMOIILLbIO KOTOPOTO COMOCTABJIEHBI
pasyinyHble HHTEPIpeTAlH Ka3aXCKOro
3moca Mexky co00i U ¢ (PONBKIOPHBIMH,
JIUTEPaTypHbIMU HCTOUHUKaMU. Takoi
MEKIHMLMUIJIMHAPHBINA aHAJIH3 TT03BOJIUII
TMOJIYYUTb LEJOCTHOE MPEICTABJICHHE O POJIH
BHU3YyaJbHbIX 00pa3oB B (GOPMHUPOBAHUH
HALMOHAJILHON HIeH U apXETHIIOB.

Ovuckyccusa

Bpemennoii otpesok 1960-1980-x rr. XX
BeKa 0C0OeHHO 6OraT UJTIIOCTPATHBHBIM



MartepuasioM, Tak Kak J0CTaTOUHO MOIIIHOH
B Te rojibl CTasa noJMrpagpuyeckas
6asa. Manatorcest cOOPHUKH Ka3axcKUX
CKA30K U 31M0COB, OT/e/bHbIE TOMUKH
SMHUYECKUX 105M. Xy10:KHUKH EBrenni
Cunopkun, Aumxan Cmarysios, Makym
Kucamenunos, Ucarait Mcabaes, Anuib
PaxmanoB, Temupxan OpnaGekos,
Arnmcanst Jlysesnbxanos, Kanpipoek
KameToB ¢ riiy6oKnM yBaxkKeHHEM,
MOYTHTEJIbHBIM OTHOLLIEHHEM K Ka3axcKomy
(osbKIopY yBI€UeHHO paboTalOT Hall
WITIOCTPUPOBAHHEM STTHUECKHX MTOM
1 CKa30K. KaxKnblil 3 HUX HILET CBOIO
CTHJIUCTHKY, YTOOBI TlepeaTh CBOIO
MHTOHALMIO BOCTIPUSATHS BepOaJIbHBIX
006pa3oB.

Anoc u paHblile PUBJAEKAT BHUMaHHE
Xyn0:KHUKOB. A6bliixan Kacrees B 1939
1 B 1940-rr. cosnan 1Be 3ameuaresibHble
crankoBble akBapesin «[ToBoska Kpi3-
JKubek». B 1949 roay Bhiiia KHMXKKa
«[Tecub o Kosbl Kopneure u basu Cay»
(pycckuit nepeBon I'. TBeputuHa) ¢
JIByMS1 PUIypaTUBHBIMH 3aCTaBKaMU U
OpHaMeHTabHBIMHU MOJISIMH, CO31aHHBIMH
Koncrantunom bapanossim. B 50-¢
rozibl BeeBoasio Tes1sIKOBCKHIA TOCBATHI
Ka3aXxCKOMY 3110CY CEPHI0 KOMMO3HUIUH,
HarMCcaHHbIX MACJSHBIMU KPACKaMM, Cpeiu
KoTtopbix: «Aliman-11lonnan», «Ko6nanmubi-
6atbip» u «Acan-Kaiirbr». [Tposiasin
MHTepec K 31ocy U kuHemarorpag. B 1954
rojly Ha 9KpaHbl BbIXOIUT husbM «Ilosma
0 Jito6BH» (pexknccépbl Lllaken AitmanoB
1 Kapa ['akkesib) — 9KpaHU3aLHs T03MbI
«Koabl Koprietn u basin Caty» — s
kotoporo Aiiiia [asimbaeBa coznana
9CKM3bl BEJTMKOJIEMTHbIX OJIESTHUH /151
repcoHazkei, onupasicb Ha STHUYECKUH
martepuadl.

HHrepec K snocy (B J110060#
CTpaHe ) CBsI3aH ¢ MPOHUKHOBEHHEM
Wiell pOMaHTH3Ma B MUPOBOCTIPUSATHE
VHIMBHIYyMa ¥ 00111eCTBa: TOSIBJISIETCS
BHUMaHHe KO BCEMY HapoJHOMY (TpeaHus,
CKa3KH, ObIJIMHBI, My3blKa, TaHell, ObIT),
WieaJu3alius naTpuapxaubHoi xKU3HH,
BocrneBaHue npuposbl. MoxKHO cKasarh,

Pucynox 1. Cunopkun Esrenuti. Uamoctpanus
k «Kasaxckomy anocy». 1962. bBymara,
JIMHOT'PaBIOpA.

4TO Ka3axcKuil (PObKIOP M02Ka/1cs
BU3yaJsIM3alMi B CTAHKOBOH, a 3aTeM
¥ B KHU2KHOH rpaduke, 6marogapsi
POMaHTHYECKOH YBJICUEHHOCTH HAIINX
XY[O’KHUKOB 3aMeyaTesIbHbIMH €ro
croykeTaMu U nepconaxkamu. M 3nech
cyiellyeT ynoMsiHyTh witoctpatito Caxu
PomaHnoBa K ckagke « CopoK HeObIIUIL»
(1955). Kapannaiimblii puCyHOK MaJibukKa,
CMBIIIJIEHOTO COYNHUTEJIST HEOBIHIL,
3aBOpaKUBAeET B3IVIsIL: 6OChle HOTH,
JIpaHHas oJiexkK/a, PyKH B OOKH U OTpOMHAs
11anka Hajl 3aJI0pHOH YJILIOKOH Ha JIHLE.
He Oynet otin6Koli cBsi3aTh pacuBeT
KHIKHOM rpacuku ¢ uMeHeM EBrenus
Cunopkuna. O npuexan B Kazaxcran
BCJIE/, 32 KPACABULIEH U TAJIAHTIIMBOK
xynoxkuuter ['ymbgatipye MemanioBoii.
JI1060Bb K 2KeHe MoBJIeK/1a 3a 000
MHTepecC K HapoJHO# KyJbType. [TocTenento
nepen CHIOPKHHBIM pacKpbliach KpacoTa
s1oca, My3blki, opHameHTa. CHavaJja Ha
TEMbl Ka3aXCKUX CKa30K OH CO3JaéT CepHio
KoMIo3uiink «Becésbie 0OMaHIIMKN»
(akBapeJsiblo M yepHuaamMu B 1958 1., B
TexHuke aprosutorpaduu B 1959 r.). 3arem
IIBETHOH Tyalllblo UCIOHSET HITIOCTPALMH
K «Kazaxckomy snocy» (tom 1, 1959).
Xyn02KHUK HILIET CTHIUCTHKY U TEXHUKY,
HanboJsiee aeKBaTHbIE JIyXy Ka3axcKoro
hosbKaI0opa. CayyaeTcsl, CTOPOHHEMY,
CBEKeMy B3TJIsITy OTKPbIBAETCS TO, YTO
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He3aMeTHO, B CHJTy TIPUBBIYKH, KOPEHHOMY
x)uteno. M Bekope ko BTopomy Tomy (1961,
KHUra usfana B 1962 rojy) on co3naér
CEepHUI0 KOMIO3HIMH B JIMHOTPABIOpE,

TJIe YepHble CUJTYIThI epCOHaKeH AaHbl

B 6EJIOCHEKHOH MycToTe JIucTa Oymaru
(Puc. 1). Konrpacr 6esoro u uepHoro (¢
JIMHAMMKOK OeJIbIX JIMHUH ) — 3TO OT3BYK He
TOJIKO CBETJIOTO U TEMHOTO B TEKEMETE U
cbIpMake, HO U cTosikHoBeHHe [lo6pa u 3aa,
MepCOHaNM3UPOBAHHBIX B SMHKE JII0O0T0
Hapona. DTH KOMIO3UIUH YUBUTEbHbI

10 KpacoTe U cHJie 00pa3Horo 3By4aHusl.
Kaxercs, 1e/b 10CTUTHYTA.

Onnako xynoxxuuk B 1976 romy K
reponyeckoMmy srocy «Asmnambic 6aTbip»
CO3/1aeT aBTOJUTOrpaduu, B KOTOPbIX
HeT SICHBIX, UeTKHX CUy3TOB. HanpoTus,
(OpMBbI CJIOBHO BBITJIBIBAIOT U3 T€JIE€HbI
SICHOTO-HESICHOT0, U3 NoToKa BpeMenu. M
3TO 03HAYaJI0, YTO BOCMPUATHE XYI0KHUKOM
repoeB 31oca U3MeHuJ10ch. Ternepb oH
YBHUJIEN B IEPCOHAXKE HE TOJBKO PbILLAPst
0e3 cTpaxa u ynpeka, 3HatoLero ToJMbKO
«J1a M HeT», HO U peuIeKTHPYIOLLYIO
JIMUHOCTb, CKJIOHHYIO K COMHEHHUSIM U
MEePEOCMBICJIEHUSIM CMbIC/Ia COOBITHH U ceOs1
camoro. PaccMOTpUM JIMCT ¢ M300paKeHHeM
Annawmbica u ero kous Baiiury6apa (Puc.

2). M0KHO TIPENONOKHUTh, UTO B3SAT
MOMEHT, KOIJ1a KOHb BbI3BOJISIET CBOET0
X035IMHA U3 3aTOUEHHUS, TIIe TOT MPOBEJ
CeMb JIeT. DTOT BLIBOJL MOXKHO C/Ie/1aTh U3
TOr0, YTO JIMLLO GaThIPa MOJHO Meyasu,
06Uk, yeranocTH. Annambic 6/1arofapHo
MPUHKK K KOHIO, 0OXBATHB PyKaMH €ro I1Iel0.
Baiiy6ap cioBHo Obl u3aeT nobGepHoe
pkaHue. Barisp ero pacnaxHyToro ryiasa
TMOJIOH FHEBa, 00PALLEHHOTO K TeM, KTO
JlepaKasl B IIJIEHY €ro X03siuHa-apyra.
['os10Ba KoHS 1aHa B pOguJIib, U 3TO
MOYHHAET KOMITO3HULIHIO TJIOCKOCTH JIUCTA,
4TO SIBJISIETCS] 3aKOHOM /151 KHUZKHOH
uamoctpauuu. ['onosa Annawmbica 1aHa

B TpexueTBepTHOM padpopoTe. M 310
BIyCKaeT B M300paKeHHe MpoCcTPaHCTBO,
nyctb u He riy6okoe. Tperner cBeta

¥ T€HH, CO3AAIOLIMX (OpPMY, — ITO
JIBU2KEHHE UYBCTB, a 3HAYUT U BPeMs, B

KOTOPOE OHH MPOKHBAIOTCS. XyIL0KHUK
CO3/1a/1 BblpasuTe/ibHble 00pasbl 2KEHCKHUX
nepcoHakel: HexKHOM KpacaBHILbI
Kapaibiraui, cectpbl Annambica, 1
pewnTesnbHON ['ybOapimH, XKeHbl OaTblpa.
B kax/10¥l U3 3THX KOMIO3ULMH KHBYT
NPUMEThl Ka3aXCKOH KyJIbTypbl: OJ1exK/1a,
BOUHCKO€ CHAps2KeHHe, OPHAMEHTBI.
OpnHako Bce 3TH 3JieMeHThl, Ga1arofaps
CBOHCTBAM JUTOTpauu, NpeacTaloT He

B KaueCTBe HA30HM/JIMBOH 3THOTpaduH, a
KaK HeYTO BIVIETEHHOE B CaMy CYLLHOCTb
snuueckux repoes. KoHeuHo xe,
BU3yaJsibHast OapxaTHCTas LIepLIaBOCTb
JIUTOrpapuu OTChINAET K CTEMHbIM
u3BasinusM (6asnbanam ), KOTOPbIMU GOraThl
HALLK [TPOCTOPHI.

Pucynok 2. Erenuit Cupopkus. Annamsic u
I'yab6apiibib. Matocrpaius k snocy «Asnambic-
6atelp». 1977. Bymara, aBrosutorpacus.

Tema 1106BH 0fiHA U3 TPAAULMOHHBIX TEM
B hosbkyiope. [Tono6HbIe cloxKeThl ObLIH
COCTABHOH YaCTbIO FrepOUYECKHX MOCOB U
rJIAaBHOU TEMaTHKOM 1103M 0 JloOBH. Kak
ropopusl Myxtap Ays3oB: «Bo-nepBbix,
OCHOBHasl TeMa 3THX 1105M — 3T0 6opbba
JIBYX MOJIOJIBIX JIFOJICH 3@ CBOE CYACThe U
cBOOOJ1y, M MPENSATCTBUS, BCTPEYaroLL1ecs
Ha 3ToM NyTH. B abysibHyto CTPyKTYpy
JIUPAYECKOH MO3MbI BXOAAT 0COOECHHOCTH
MOBCEHEBHON ObITOBOH KM3HU. B HUX Tema
BEUHOM JIIOOBH OIMUCHIBACTCS KAK 3aBUCUMAST
OT 3aKOHOB U TIpaB Ko4ueBo# »ku3uu. Eule
OJIHUM CYLLECTBEHHBIM OTJIHYMEM OT
reporYecKHUX 103M sIBJIsSieTCsl TO, 4TO 06pa3
repoeB H3o6pakeH peasibHo» (Ay33oB 114-
115).

OTH CKa3aHUsI MPEJCTaBJISIIOT COOO0H
JiparolieHHoe Hacseue. DTH MecHH



0 cepuax Ba0OJAEHHbIX, ObIOLIUXCS
B YHHCOH, HETO/IBJIaCTHbI 3a0BEHHIO.
[TosTomy CHIOpPKHH He MOT MPOHTH
mumo nosmbl «Keiz Y)Kubek». On cHoBa
npuber K surorpaduu, BuI3biBaloLLEH
cBoel (hakTypoil pas/iMuHble acCOLMALMN:
MUpaxK, 1eJieHa U MOTOK BpEMeHH, TperneT
uyBCcTB. O/1HaKO co3/1a/l COBCEM MHble
KOMIO3ULIMK. Jlaxke JIUCT ¢ «TIopTpeTomM»
npekpacHoi YJKubeK oH HaroJHUI
(urypamMmu MHOIHMX NepCoHaxKeH Mo3Mbl,
KOTOpble HAalIOMHHAIOT O MUPE, B KOTOPOM
OHA YKHBET, TJIe BCe B3aUMOCBSI3aHO, U
0JIHO cOoObITHE BJIeUeT 3a cOOOH pyroe, rie
HHUUTO He HcuesaeT Geccie/iHo. B Kaxbli
JIUCT HAJI0 MPUCTAJILHO BIJISIbIBATHCS,
4TOObI HE TOJIBKO YBHUETh BCE BIJIETEHHbIE
B [TPOCTPAHCTBO 3TOTO MUPaA (DUTYPbI
1 COOBITHSI, HO U OLIYTHTb, OCO3HATh
JIOTHKY UX MPUCYTCTBHS B HJIIOCTPALIMH.
Beccnopro, Cunopkut riy6oKo MPOHUK
B MO9THKY Ka3axcKoro (oJibKopa, uto
MIOMOIJIO €My CO3/1aTh CTOJIb 3aMeyaTesibHble
06pasbl. A moOGyaUTeIbHBIM MOTHBOM CTasla
JII0OOBbB K JKEHILMHE, KOTOPast IoMoraeT He
TOJIbKO HaTbipaM nobexxaaTh Bpara, Ho U
XYJI02KHUKaM B [IO3HAHUH HHOTO MUPa.
MHoroe B HJJIIOCTPaTUBHOH cepe
cnenan Mcaraii MicaGaeB — Xy10:KHUK,
MO3HABILMH MOITUKY Ka3aXCKOro 31oca
C MJIJICHYECKUX JIET, HHBIMH CJIOBAMM,
BIIMTABLLUMH €e ¢ MOJIOKOM MaTepH. Yue
B T1€PBbIX €T0 WIIIOCTPALIUSIX MOYKHO
BUJIETb HEPA3PbIBHYIO CBSI3b repost U
Hapoja. B snoce coObITHSI pa3BepHYThI BO
Bpemenu. M B ycTHOM, 1 B MHCbMEHHOM
BHJIE OJIHO COObITHE HIET BCJle] 3a
JIPYTUM, He Tepsisi [IPH 3TOM LIEJIbHOCTH B
yCTPOHCTBE onucbiBaeMoro mupa. Mcabaes
CTPEMHJICS] COXPAHUTD LIEJbHOCTb B KaXKI0H
KOMITO3ULIMH, BBOJISI B Hee Pa3HOBpeMeHHbIe
coObiTHs. JlaHHBII METOJL KOMITO3HIIUOHHOTO
peuieHust ObLT XapaKTepeH Jiisi BOCTOUHOM
KHUKHOW MUHHATIOpbl. Baiarogapst tomy, 4to
MHOTHE COOBITHS CIJIETEHBI B TPOCTPAHCTBRE
OJIHOTO IpaUyECKOro JIMCTa, BO3HUKAET
e/IMHAsl KAPTHHA KU3HHU Ka3aXCKOro HAPOJa.
Wamoctpauuu K snocy «Ko6anasl 6aTbip»
(1978) BbIMONHEHbI B TEXHUKE JUTOTpadusi.

Pucynok 3. Mcarait Mcabaes. Poxxaenune 6arbipa.
N3 cepun «Kazaxckuii srnoc». 1986. bymara,

oopr.

Put™m duryp, nocraBjieHHbIX B psifl, 1a€T
OllylleHHe Hepa3pbIBHOK CMJIOYEHHOCTH
BCaJHUKOB, FOTOBLIX K OUTBE, U 001LeH
reyvaJiv >KeHIIHUH, PACCTAIOIIUXCS C
MyKbsiMH. [lapasiesibHasi LITpUXOBKa
He TOJIbKO MPHUAAET CUILySTaM MJIACTUKY
JIBUKEHUH, HO U SHEPTHIO YyBCTB BCEX
y4acTHUKOB. bBejioe nosie sicra Gymaru
6epeTcs 3a 0OCHOBY Kak He0603puMoe
MPOCTPAHCTBO KU3HH ¥ 3€MJIH KOUYEBHHKOB,
BocrieBaemoi Kasryran-»koipay (XV B.):
«CrenHas 3emJis1 6eCKOHEUHa, KaK BpeMsi».
B nnmoctpauusx k nosme «basn Cyay u
Kosbl Kopriem» (1968) 6osbliioe BHUMaHKe
y/leJIeHO HHTePbePHbIM KOMIO3ULUsAM. K
371€Ch TPUMEHEH TPUHIIUI COETMHEHUS
pa3HbIX COOLITHI U BpeMEHHBIX OTPE3KOB
(CUMYJIbTAHHOCTD ) Ha MJIOCKOCTH JINCTA
6ymaru. biarogaps TananTy XynoKHHUK
nepeaaeT OpraHuky M JIOrMKy 3TOr0 MHUpa.
cabaeB 6bl1 Tak yBjeUeH 3aauei
MOKa3aTh 11eJIbHOCTb U HPABCTBEHHYIO
CHJTy Ka3aXCKOI0 MHUpa, UTO CO3/1aJl CEPHI0
BEJIMKOJIETTHBIX CTAHKOBBIX KOMITO3ULIMH
«ITo MoTHBam Kaszaxckoro smoca» (1986-
1987). U xots1 370 He WIIOCTPaLUK B
MPSIMOM CMBICJIE, OHU SIPKO U IIy6OKO
MOKA3bIBAIOT KPACOTY KOUEBON KU3HH
Kazaxckoro Hapoja. Paccmotpum 1Ba
aucra: «beramap» («CMOTpUHBI» ) 1
«Poxnenne 6arbipa» (Puc. 3). B nepsom
JIUCTE JICHCTBHE MPOUCXOIUT HA hoHe
topThl. C/ieBa — J1Ba BCaHUKA, OJMH U3
HUX UrpaeT Ha IoMOpe, U TPH XKEHILMHBI.
CnpaBa — TpPH BCaJHUKA U YeThbIpe XKEHCKHUX
(hUryphbl, OIHA U3 HAX — HEBECTa B cayKeJe.
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B BepxHeli uacTh KOMIO3UILIUK — CTelb H
X0JIMbl. XOTs1 (OUTYpP He TaK y2K H MHOTO,
HO Xy/I0?KHUK TaK MJIOTHO UX PA3MECTHJI U
NpUaaJ UM Takylo MOHYMEHTaJbHOCTb, YTO
KaxKeTcs1, 4yTo 31ech cobpasicsl Bech ay.,
4TOOBI MPUHSATh YUACTHE B CTOJIb BaXKHOM
coObITHH. Ha BTopoMm Jincte u3obpaxkeH
MHTEpbEP I0PThI, TJIe BOCCENAIOT JKEHILMHA ¢
MJIAJIEHIIEM Ha pyKax u ctapell. B n1BepHom
npoeme BU/IHbI ayJibuaHe C 1apaMu:
My2KUMHA C OBLOK Ha MJleyax, TPH KEeHUHUHbI
(B pyKax ofiHO# — 6J110/10, Y IPYTOi Ha
roJloBe — KOpP3HUHA, TPEThsl yTUXOMHUPUBAET
JIBYX MaJsibuMileK, Oerylux K lopTe co
Bcex Hor. M cHoBa KakeTcst, 4To Bech ay.l
CMELIUT OCMOTPETh HA HOBOPOXKJIEHHOTO.
Besib Bce aysibuate (Hapoj) — einMHOe
uesioe. Xy102KHHK BblOpasl /11 3TOH cepuu
TexHuKy ocopra. biaronaps sTomy (kak y
CHI0pKHMHA B JIMTOrpadun ) PUTYPbI JKUBYT
B TPENETHOM MPOCTPAHCTBE-BPEMEHH, B TOH
’Ke B 6J1aropo/IHON U 100poxKeIaTebHON
atMmocepe. Benb npousoliio uyao —
4eJIoBeK, OaThlp poauics. [11a BeJMKUX 1edl.
B 70-e roapl rpaduku cranu
YIeJIATh BHUIMAHHE peaJsibHbIM FreposiM
ucropun. Makym Kucamennnos cosnaer
cepHto iMHorpastop « Maxamber»
(1973), nocasilLieHHYIO TTO3TY U BOMHY,
OJIHOMY H3 OpPraHHU3aTOPOB HAPOJHO-
0CBOOOIMTE/IBHOTO BoccTanus 1836
roga — Maxam6ety ¥Ytemucony (1804-
1846). O6pas TasaHTINBOrO YesoBeKa
XYJI02KHUK MPEJICTaBUI B HECKOJIbKHUX
KoMmnosulusx. PacemoTpum aBe U3 HUX,
B Ka)KI0H U3 KOTOPBIX OH — MOUIHBIH,
CWJIbHBIF OaTblp. B cBOeM BOCXHIIIEHUH
nepes No3TOM-BOMHOM rpauk CMeJio
NpUOETHYJ K H300pa3uTe/IbHON TurepooJe:
¢urypa Maxambera 3arnosiHsieT Mo4YTH
BeCh KBajpaTHbIN JiMcT. Kak n3BecTHo,
KBaJIpaT CHMBOJIU3UPYET (CPeId MHOTHX
JPYruX) Takue MjeH Kak: npaBoTa, HCTHHA,
CMPaBeYIMBOCTh, MyPOCTh, YyecTb. Ha
OJIHOM JIMCTE MO3T H300paKEH B 0pTe,
YCJI0BHO 0003HaYeHHON: PparMeHThl
cbhipMaka, Kkepere, ybIKoB cBojia. OH CHIUT
Ha KOBpe, CKpeCTHB nepes coboit Horu. Ha
€ro KOJIeHAX JICKUT JVIMHHBIN OeJIOCHEKHDLIH

CBMTOK, B [1PaBOH pyKe TYyCHHOE Mepo.
JInuo BroxHoBeHHo. Ha GoraTbipckyto cuiy
YKa3bIBAIOT LIKPOKHE M€Y U 0OHAKEHHOE
MYCKYJIMCTOE JIeBOE Mpejirieybe. 3a ero
CMUHON GECILIYMHO CTYMaeT KeHIIHHa,
6051Cb HAPYLIUTb THILIMHY COCPEIOTOUEHHUS.
Ha npyrom sincre MaxambeT n3o6pakeH B
oTkpbiToM npoctpanctse (Puc. 4). Tenepb
OH BO BJIACTH JIPYTOr0 HCKYCCTBA — MY3bIKH.
[IpekHsisi criokokHas mo3a CMeHUIACh
AKTUBHbIM JIBH2KeHHEM. ['0/10Ba pe3ko
MoBEepHYTa K JieBoMy Muiedy. JIeBasi pyka
CTPEMHUTEJIbHBIM IBU2KEHHEM (TepeceKast
TOPC MO AMaroHasu ) nepeGupaeT CTPyHbI
JOMOPbI, KOTOPYIO aKbIH JIEPXKUT CIpaBa

ot ce6s. [IpaBasi Hora cornyTta B KoJieHe,
CJIOBHO 4€JIOBEK BOT-BOT BCTAHET B MOLIHOM
nopbiBe 4yyBCcTB. CJI0BHO MOIYHUHSSCH
MY3bIKaJIbHOMY PUTMY B CBETJIOM TPOCTOPE
CTEIH JIETSIT KOHH — CUMBOJI CBOOOJIbI BOJIH.
O petMocTd BouHa coobuiaet cadisi, B
CBOEM CTPEMHUTENLHOM JABHAKEHUHU CieBa
HarnpaBo OCTABUBILAS BUAUMBIH CJel —
TOHKYI0 Y€pHyto JiMHHI0. KucamenuHos
Halles afieKBaTHoe H306pasuTeibHOe
pelleHre YCTHOMY HacJ/IeIMI0 HapoJa TaKUM
KaK, CTHXH, My3blka H 60pbbe 6aThIpOB 3a
cBoOojy Hapoyia.BB nyliie Mactepa »Kuiu
JOGOBb U TOHUMAHHE SI3bIKA KOHKPETHOTO
1103Ta M Ka3axckoro (osibKaopa.

Pucynok 4. Makym Kucamennnos. Maxamoer.
Jluer us cepun «Maxamber». 1973. Bywmara,
JIMHOTpaBlopa.



PesynbTathl

[To cnoBam Besukoro nucatesss Myxrapa
Ay330Ba: «dnuyecKue MosMbl — TO
6eclLieHHas IyXOBHOCTb Halllero Hapoja.

B xynoxkectBeHHOM 00pase coOpaHbl
3HauMMble COOBbITHS HCTOPUHU HapoJia

M €ro MjeaJibl, IyXOBHbIE LIEHHOCTH U
3CTETHKO-9THUECKHUE, HPABCTBEHHbIE
TMO3HULHH, OTPaXKeHbI B HEM MHPOBO33pPEHHUS
¥ OTHOLLIEHUS OT APEBHUX 3HAHUH K
nckycceTBy» (Ayszo 33).

MHTepeceH onbIT HIIOCTPUPOBAHUS
STIHYECKHUX MTPOU3BeJIeHHI ATbIMcalIbl
[ysenbxanosbiM. Hajo ckasatb, uto B
paHHHUI TepHOJL TROPUECTBA €ro NpHUBJIEKaJa
3aj1aua HafoJHUTb rpauyeckKue
JIUCTBI OOJIBIITUM KOJIMIECTBOM (DHUTYP,
4TOObI epeiaTh TPEBOKHYIO SHEPTHUIO
UCTOPUYECKHUX COOBITHIH. B HUX Xy102KHHK
OT/1aBaJl I0JIZKHOE TepPOHUECKOMY
NPOLIJIOMY Hapojia, Korjia nepej rpo3HbiM
Bparom Kazaxckue »Ky3bl 00beIHHSIHUCH,
4TOObl COXPAHUTL CBOOOY CBOCH 3EMJIH.
Jlyse/ibxaHOB BHUMATEJIbHO H3yyall
MCTOPHUIO CTPaHbl, 00buau, posbkaop. O
MIPU3HAH 3HATOKOM MCTOPHUYECKOH OJIeK/Ib,
npeaMeToB ObiTa, yKpallleHUiH, OpHAMEHTOB,
KOHCKOH ynpsiku, cenest. Ero komnosuunu
OTMeUeHbI 3THOrpaUIeCK BEPHBIMH
JleTajIsIMU MIPeIMETHOTO MUpa Kazaxos. M3
KOpITyca HapOJHbIX CKA3aHUH XyH10KHHK
u3bpaJl Yist UIIIOCTPUPOBAHUS JIMPUKO-
sMuyeckyto nosmy «Aiiman - [osman»,
coznaHHyio B nneppo#i nososute XIX Beka.
B orsiume ot GoJiee paHHUX M03M 3/1€Ch
HeT HHUEro MUHUIECKOro. DTO CJOBHO
peaJibHasi HCTOPHS JIOACH, B KOTOPOH
OMO3TU3HPOBAHO HAPOIHOE MPEeCTaBIEHHE
0 YeCTH, BEJUKOYLLIMH, CMEJIOCTH,
HAXOAYUBOCTH. DTO €IMHCTBEHHASI T03Ma CO
CYACTJIMBBIM KOHIIOM: AllMaH 0CBOOOXKIAET
ce6s1 u cectpy [llosnan u3 niexa u
MPUMHUPSIET BPAXKIYIOLIME POJIbI.

PacemoTpum simet ¢ nzobpazkeHueM
cectép: Aitman (crapuiast) u Lllosman
(mnanwas) (Puc. 5). st ux duryp nsbpan
BepTHKaJIbHbIHA (popmaT, 4TOObI 3aMOJHUTh
1300paKeHueM BCIo CTpaHulLy (MoJI0CTHAS

WJUTIOCTPALLHS ), U TAKUM CrIoco60M
COOOLLUTDb YUTATEJIIO, YTO OHH — TJIaBHblE
nepcoHaku nosmsbl. [TockosbKy 310
JIMpHUeCKasi Io3Ma Co CYACTMBBIM KOHLIOM
rpauk npenoyues TeXHUKY JUTOrpacuy,
NpUAAIOLLEH OTTHCKY OLLylleHHe
6apXxaTUCTOH MOBEPXHOCTH, KOTOPas B
CBOIO 04Yepe/lb OlapUBAET MPEMETHbIE
(hopMbI BU3YyasIbHON MSITKOCTBIO, @ JiMLa —
HEKHOCTBIO U TPEMeTHOCThIO uyBCTB. O1HO
JILO U300pakeHo B MPOGUJIb, IPyroe —
MoYTH aHdac. 31ecb HET Peun o NoPTPeTe.
3rech BU3yaau3atinsi 0O6bIYHbBIX 15 3110Ca
MeTadop, HCIOJb3yeMbIX B OMTMCAHUH
KpacaBull. OHaKo eCTb HeYTO BaxKHOE B
9TOM u300paxKeHuu. Psaaom ¢ purypamu
HET HMYEro MOSICHAIOLLEro KTO M OTKY/a
onu. OniHaKo, CBsI3b BCerja HakeTces.
[lycTb naxke BHelIHe. 31eCh yKa3biBaloll1e
3HAKH MIPUCYTCTBYIOT B HApPsax cecTep.
PyKoTBOpHBIH MpeaMETHBIH MUP BCeria
SIBJIIETCSA OTPA2KEHUEM BHYTPEHHEr0 MUpa
yeJloBeKa M Hapoja. [ly3esbXaHoB KaxK/bIM
CBOUM IPOU3BE/ICHHEM YTBEPKIALT
JIeHCTBEHHOCTb TPAJMLIMOHHOIO B
COBPEMEHHOM MHpeE.

PucyHok 5. Arumcadbl Jlysesnbxatnos. Aiiman
u onnan. Mamoctpauus K nosme «AfiMan-
Hlosnnan». 1985. bywmara, iutorpadus
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OCHOBHbIE MONIOXEHUS

Kumxnas rpaduka Kazaxcrana 60-70-
X roj1oB XX BeKa craJjia BaKHeHIIUM
NPOCTPAHCTBOM perpe3eHTaluH
HAUMOHAJBHON HIeH, oOpeTaouei
3pHUMOe BhipayKeHHe yepe3 BU3yasiu3aliuio
Ka3axCKoro snoca. dnoc — BOMJIOLIEHHE
KOJIJIEKTUBHOM NMaMsITH H HPAaBCTBEHHOTO
Kojla HapoJa. B npousBeieHusIx
XYJI02KHUK-TpaUKOB OH NpuoOpeTaeT
XYJI07KECTBEHHYIO (hOPMY, CO3BYUHYIO
€ro MO3THYECKOMY COePKaHHIO U
MHPOBO33PEHUECKHUM HayajaM KoueBOH
LMBUJIU3ALHH.

KHWKHbBIE HITIOCTPALMK MacTepoB
JIEMOHCTPHUPYIOT TBEP/YIO CBSI3b MEXK/LY
BU3YyaJibHOH (POPMOH M MEHTaIbHOM
CTPYKTYPOH Ka3axcKoro aTHoca.
Hkonorpacus repoes, CTUINCTHKA
1300pa3nuTENbHBIX PELICHUH, BEIOOP
KOMITO3ULIHOHHBIX TPHEMOB 00pasyroT
BbIPA3UTEJbHBIN SI3bIK, IJie (POJbKIOPHbBIH
06pa3 npeobpasyeTcs B Xy102KECTBEHHbIN
CUMBOJI. B 1JaHHOM Xy[102K€CTBEHHOM
CUHTE3€ CJI0B U M300payKeHHH 3ap0Ka1aeTcst
napajoKcaJsbHast MHBEPCHSI: MOITHUECKHUH
TEKCT CTAHOBHUTCSI BU3yaJIbHBIM
MOBECTBOBAHHWEM, BO3BpalLlast uuTaTe/isi
K CaKpaJsibHOH OCHOBE HAlLMOHAJILHOTO
CO3HaHHs HapoJa.

Bugyanuzauus sanoca B KHHKHOU
rpaduke BbIMOJHSAET (DYHKIIMK HE TOJBKO
MHTEPIPETUPYIOLLET0, HO U (DOPMHUPYIOLLETO
MHCTPyMeHTa: rpacuiecKoe HCKYyCCTBO He
MPOCTO OTParKaeT cofepkanue oJbKIopa,
HO W aKTyaJIM3UPYyeT €ro 3HaueHHsl B HOBBIX
KYJbTYPHBIX U HCTOPUUECKUX KOHTEKCTaX.
B sTom npotiecce Xy10:KHHK BbICTyNaeT
NPOBOJIHMKOM MEXK/1y apXeTHITHUECKUM
MHPOM 3110Ca U €ro COBPEMEHHbIM
BocnpusTHeM. TakxKe TpaHcaupyeT
uepes XyJ102KeCTBeHHbIe (POPMbI
o0l1eye/0BeYeCKHe LIEHHOCTH: YeCTb,
BEPHOCTb, OJ1ar0POACTBO, TePOU3M, JIOOOBb
K PonuHe.

BaxkHyio 3HaUUMOCTb HAXOJST MOTHUBBI
POJIOBOH COJIMIAPHOCTH, CAKPaJIbHOTO
NpoCTpaHCTBa, 06pasa cTenu, 6ecKpalHUX

MPOCTOPOB Kak MeTaopbl CBOGO/IbI U
BeUHOCTH. B rpacuiecknx witocTpaiusax
00pa3 HallHOHAJILHOTO reposi CTAHOBUTCS
HOCHTEJIEM CHJIbI M lyXOBHOTO Havasa,
Hepas3pbIBHOTO OT HAPOIHON TPAAUIIUH.

B cBoto ouepesib, KeHckHe o6pasbl
BU3YaJIU3UPYIOT apXETHIl }KEHCTBEHHOCTH,
JIOOBH ¥ MOPAJIbHOH OMOPBI.

B pesynbrate, kHHKHas rpaduka,
MHTePIpEeTHpYIOLas Ka3zaxcKuil aroc,
oOpeTaeT caMoCTosATe bHIO (hopMy
HalMoHaIbHON husocodpun. OHa He MPocTo
COMPOBOKAAET TEKCT, HO U pacUInpsieT
€ro CMbICJIOBOE T10J1e, TPUOOLLAS 3PUTEIS
B KOHTEKCT BU3yaJIbHO BbIpaxKEHHON
HaUMOHAJbHON HIEH.

3aknwyeHue

HuTtepec K osbkaopy, yCTHOMY HAPOJHOMY
TBOPUYECTBY, PUHSIBLIEMY CO BpeMeHEM
MHCbMEHHYI0 (hopMy, ¢ 0COO0H CHIIOH
NPOSIBJISIETCS] B MOMEHTBI TPOOY2KIEHHSI
HallMOHAJILHOTO CAMOCO3HAHHUS. DTO MOXKET
MPOUCXOUTD C OTACJBbHON JINYHOCTBIO U
ueJsibIM HapoioM. YKUBYLLMM B NlepexojiHoe
BpeMmst (CJI0M COLHAJIBHOTO, TTOJUTHUECKOTO,
9KOHOMHYECKOT0 YCTPOHCTBA KU3HH )
HeoOXoMMa JylleBHasi, IyXOBHasl CBSI3b

C UeM-TO KOPHEBbBIM, (hyHIaMeHTa/IbHbIM,
4yToObl HEe MOTEPATH ceOsi B BOJHAX
HecTabUIBHOTO MUPa. dMoc (JacTaH),

B KOTOPOM 3areyarJesa ce0st HapoaHas
MYZPOCTb, HAPOJHOE MUPOCO3EpLAHHE,
NPUBJIEKAET YeJIOBEKA COBPEMEHHOCTH

He TOJIbKO KpacoToH puMOBaHHOH peun
(rped. epos — CJIOBO, CTHX), HO H 3THYECKOMH
SICHOCTBIO B XapaKTepPUCTHKE JIeHCTBYIOLIUX
JILL, pPa3BeleHHbIX 110 noJocam: Jlo6po u
3710. C nosiBJieHHeM KHUTH Xy[L0KHUKH -
rpaduKu MOTYyUHIH BOCXUTHTEBHYIO
BO3MOXKHOCTb JIaTh TYMaHHbIM 06pa3am
nepcoHaked, BO3HUKAOLIMX [P YTEHUH
CJIOBECHBIX OITUCAHHH, BU3yaJIbHYIO
onpeaenéHHOCTb. A MOCKOJIbKY «HaM

He JIaHO MpejyrajaaTh, Kak Halle CJ10BO
OT30BETCS», TO KaxK/1asi S1HuecKast

105Ma MOZKET MOJYYUTh MHOXKECTBO
BapualMil BU3YaJIbHbIX IPOUYTEHUH



CJIOBECHBIX XapaKTePUCTHK repoeB 310ca B
AMIIJIUTYJIE OT CKA30UHbIX, POMAHTHUECKHUX
10 (ycsioBHO ) peannctudeckux. Ha
npUMepe HeCKOJIbKHX XY/I0?KHUKOB

MO2KHO YBHJIETH HHTOHALIMOHHOE,
thopmaJsibHOE, KOMITO3HIIHOHHOE, OLIEHOUHOE
pagHoob6pasue B Mojxojie TpaduKoB K
3ajadam, MocTaBJeHHbIM Mepej HUMU
CMbICJIAMH Pa3HbIX MO3M (repOHUYeCcKUX U
JIMPUUECKHX ), @ TAK:Ke KHUTOH KaK TaKOBOH,
MMeIolllel CBOH 3aKOHbI, CBOIO OPraHUKYy.
YT06bI COOTBETCTBOBATh SMUUECKOMY
MPOU3BENEHHIO XYIOXKHUKY HEOOXOIUMO
BXHTbHCS B 11eJ10€ KYJIbTYypPbl KAK TAKOBOH.
YT106bl COOTBETCTBOBAThL KHUTE, CJIEYET
No3HaTh ee 3aKoHbI. Peliast o6e 31
BeCbMa CJIOXKHbIE 3a/1aUH, XyJ10XKHHUK
pacTeT JIMYHOCTHO U MPO(eCCHOHABHO.

B pesynbraTe unTaresib-3puTeb
noJiyyaer He TOJbKO 3aMedaTe/bHblH
TEKCT, HO 3aMeyuare/ibHoe BU3yasbHOE ero
BoriouieHue. M 370 He MOXKeT npoiTH
OeccJielHO 1151 Hero. bes comHeHnus, ero
Jlyllla ¥ CO3HAHKE MOJYYaloT 3CTeTHIECKOe
Hac/aXIeHHe U TTHLLLY JUIsl Pa3MbllIJIEHUH.

Taknm 06pasom BO3HHKAIOT J1Ba MJIOCA:
XY02KHUK U UUTATENb-3PUTE/b U3MEHSIOTCS
K Jiydtiemy. Uuraiouuit HapoJ, 4yTKUi K
MCKYCCTBY H300paxKeHHs1, HAJlo roJiaraTb,
TaKXKe CKJIOHEH H3MEHSATLCS B JyULIYIO
cropony. Ha 370 Bcerna ectb Hagexna.
KakoBa ke HalMoHa/bHas uiesl,
KOTOPYIO YJIOBHJIM XY/IOXKHUKH B TEKCTaxX
M05M M BU3yaJIU3UPOBAJIM B CBOUX
HJTIOCTpaLUsX? My»KUHHbI I0J2KHbI
ObITb JIOBKUMU, XPAOPBIMU JLKUTUTAMA
(smmuHorpastopa CunopkuHa). JKeHIMHbI
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MawmbitoBa Camain, Kypan6ek 9cer

Oui-DPapadu ateinaarsl Kazak yarTeik yHuBepenteti (Anvater, Kasakcran)

KITAN TPA®UKACbIHOAFbI KA3AK 3MOCbIHbIH BU3YAJIU3AUUACBIHOAFDI ¥ITTbIK
UAEA

Anpatna. Makana Kasak (honbkIopbiHa KePHEKi eMip cbiinafaH KasakcTaHHbIH KiTan rpadukacbiHa
apHanfaH. XX facbipablH, 60-80-wwi XblnaapblHAAFbl 6eriHeney eHepiHiH webepnepiHe apHanfaH,
63 LWblFapMallblIbIFbIH Ka3ak 3MOCbIHbIH 6eliHenepiHe 6apabap dopmanbapl Wwelimaepai isgeyre,
YKaHFbIPbIFbl OHbIH, YPNaKTapbiHAA ©Mip CYPETiH Ka3akK XasblKbIHbIH, AYHUETaHbIMbIHA apHaFaH. byn
CypeTwinepaiH Kasipri Kasak, MaaeHMeTIiHE KOCKAH YeCiH acbipa 6afanay KMbiH. Aybi3lia XanblkK,
LUbIFAapMaLLblIbIFbIHA AMbIKTbI BU3yanu3auMsanapbiMeH Kitan rpaduKTepiHiH TybIHAbUIAPbIH Tanmay
- napafokcanapl MHBepcus (Ce3s — CypeT — €e3), kcunaTTanManTbiHabl 6erHenereH» (H.B. loronb)
CanacbIMEH XaHacyfa MyMKIiHAiK 6epeTiH epeklue skdpasunc (MaTiHaeri Bu3yanapl beriHeney). Kasak,
3MNMKanbIK, WblFapManapblH CypeTTey YilUiH NaiaanaHbinaTbiH 6eriHenepai Tangayfa cyMeHe oTbipbir,
aBTOP YATThbIK GiperennikTi KepHeki beriHeney TacingepiH, Kypanaapbl MEH TEHAEHUMANAPbIH Tanaanabl.
Makana yaTTbiK MOTUBTEP MEH KYHAbINIbIKTApAbl Ka/bINTaCTbIPy XXaHE Kenep yprnakKa XeTKizy
Kypasnbl peTiHAe KiTan rpaduKacbiHbIH, MaHbI3A4bIbIFbIH allaabl, COHAAN-AK, OCbl KBPHEKi 6erHeneyaiH,
Ka3ak, 3MoCblH Kabbinaay XeHe e3iHAiIK TangayFa aCcepiH Tankblianabl. 3epmmeyoiH a0iCHamMabIK
Heri3iHe canblCTbIpMabl-CTUINCTUKASbIK, BHEPTAHbIMbIK, CEMUOTUKANbIK XOHE MOAEHMUETTAHYIbIK,
Tangaynbl KAMTUTbIH KELEeHAI NaHapanblK TaCin anbiHFaH. EBreHnin CuoopkuH, Mcatai Mcabaes,
AfbiMcanbl [ly3zenxaHoB, MakpiM KucaMeamMHOBTbIH, MAMOCTPALMSNBIK LMKALEPI ONapAblH aybl3
apebueTi MaTiHAepiMeH ©3apa 6ainaHbICbl agCbiHAA KAPaCTblpblnaabl. TAKbIPbINTbI XKaH-KaKTbl
3epTTey HITUXKECIHAE CypeTLiNnep 3nNuKasblk OiNayablH apXETUNTEPiH, YATTbIK KYHAbUIbIKTAp MEH
LVHWeTaHbIMAbIK 6aFnapnapabl XXeTKi3eTiH TYpaKTbl BU3yanabl KoATap aHbikTanabl. Kitan rpadukacsl
3M0CTbl TeK GeliHenen KaHa KoMMai, aHa MHTeprpeTaumMsabiK WeHbepnepai KanbinTacTbipbIm, OTKEH
MeH OVYriHHIH apacbiHAaFbl KOPKEMAIK AMANOT KEHICTiriHe aHanaTbiHbl KepceTinai. Epekie Hazap
akdpacucke, beriHenepaiH MeTagopanblK KYpblabIMbiHA XXOHE Ka3ak, XaiKblHbIH, AYHUETaHbIMbI
dnnocodusacbiH OeMHeNenTiH CTUbAIK anyaH TypAainikke ayaapblnagbl. 3epTTey HaTHXKenepi agebu Mypa
APKbUIbl YATTIK, BiperennikTi KanbiNTacTblpyaafbl KEPHEKI KOMMOHEHTTIH, Pe/i MEH MaHbI34bIbIFbIH
TEpEHipeK TyCiHyre KeMeKTecesi.

Tyiiin ce30ep: aybi3 apebueTi (3noc, epTerinep, aHbi3aap), Kitan rpadukacsl, YITTbIK, MAES, XanbIKTbIK,
nacTypnep, beriHeney (bopmacbl MEH Ma3MyHbl), aybi3lWa Ma3MyHbl BU3yanusauuanay, skpacuc.

Aaiiekce3 ywiH: MambiToBa, Caman xaHe oceT KypaHb6ek. «Kitan rpadukacbiHaasbl Kasak, 3MoCbIHbIH,
BM3yanu3auuacblHAarbl YATThIK uaesay. Central Asian Journal of Art Studies, T. 10, N2 3, 2025, c. 16-32.
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Mamytova Samal, Kuranbek Asset
Al-Farabi Kazakh National University (Almaty, Kazakhstan)

THE NATIONAL IDEA IN THE VISUALIZATIONS OF THE KAZAKH EPIC IN BOOK GRAPHICS

Abstract. This article explores the role of book graphics in giving visual expression to Kazakh folklore.
It focuses on the achievements of fine artists from the 1960s to the 1980s who dedicated their
work to finding formal solutions that accurately portrayed the imagery of the Kazakh epic and the
worldview of the nomadic people, whose echoes resonate in their descendants. The contribution of
these artists to modern Kazakh culture is profound and invaluable. Through an analysis of the works
of book illustrators who honored oral folk art with their visual interpretations, the article presents a
paradoxical inversion (word - image - word), akin to ecphrasis, enabling readers to delve into the realm
of the “inexpressibly expressive” (N.V. Gogol). Drawing on imagery used to illustrate Kazakh epic works,
the author examines various methods, techniques, and trends in visually representing national identity.
The article underscores the significance of book graphics as a conduit for conveying and preserving
national motifs and values, while also delving into its impact on the perception and interpretation of
Kazakh epic literature. The methodological foundation of the research is based on a comprehensive
interdisciplinary approach, which includes comparative-stylistic, art historical, semiotic, and cultural
analyses. The study examines the illustrative cycles of Yevgeny Sidorkin, Ibragim Isabayev, Agimsaly
Duzelkhanov, and Mukim Kisamedinov in the context of their interaction with oral folklore texts. As
a result, stable visual codes have been identified through which the artists convey archetypes of epic
thinking, national values, and worldview orientations. It is demonstrated that book graphics not only
visualize the epic but also shape new interpretive frameworks, becoming a space for artistic dialogue
between the past and the present. Special attention is given to ekphrasis, the metaphorical structure
of images, and stylistic diversity, which reflect the philosophy of the nomadic worldview. The findings
contribute to a deeper understanding of the role and significance of the visual arts in shaping national
identity through literary heritage.

Keywords: oral folk art (epic, fairy tales, legends), book graphics, national idea, folk traditions, image
(form and content), visualization of verbal content, ekphrasis.

Cite: Mamytova, Samal and Aset Kuranbek. “The National Idea in the visualizations of the Kazakh
epic in book graphics”. Central Asian Journal of Art Studies, 7. 10, N2 3, 2025, 16-32 p. DOI:10.47940/cajas.
v10i3.1089
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KA3AK KOPKEMCYPETTI
KWUHOCDbIHIAT bI

«OMIP ATALLIbI »
MHUHPOJION'EMACDBIHbIH
CEMHUOTHUKAUJIbIK )KOHE
MIOAEHHU-CUMBOJIAbIK
MOoHI

Xodaranat Mypar!, Anma Aiinap?
2TemipGek Kyprenos arbinarsbl Kasak yiITTbiK oHep akajieMHsiChbl

(Anmatbl, Kazaxcran)

Anpatna. byn Makana - Kasipri kKasak, KepKeMCypeTTi KUHO eHEpPiHAEri KeMip afaLlbl»
MKdOIOreMacbiHblH, CEMUOTMKAbIK, KoHE M3 EHU-CUMBOJIAbIK Ma3MyHbIH TaffayFa apHaNFaH FbllbIMU
i3LeHiCTepAiH, Xanfacol. 3epTTeyaiH, Makcames! — KWHO 6HEPIHAErI «eMip aFallbl» MUbONOreMacbiH
YATTbIK LYHUETAHbIM, TAPUXU-MBLEHM XKabl, KOTHUTUBTIK XXaHE CMMBOJAbIK TYPFbIAAH XKaH-KaKTbl
capanay. MiHgeTi — eMip afalbl 06pa3blHbIH MUDONOTUANBIK XXYMEeLeri MaFblHACbIH aHbIKTay, KUHO Tifli
APKbl/bl OHbIH, MBAEHU-TEHETUKANbIK KOA, PETIHAETT KbI3METIH aKbIHAAY, YTTbIK KMHOAAFbI aPXETUNTIK
KypblnbiMAapMeH BannaHbICbiH Xyieney. 3epTTey 6apbiCbiHAA MUGBONO3TUKANBIK TaNaay, CEMUOTUKAIbIK,
capanTay, CanblCTbipMasbl-M3AEHNETTaHbIMAbIK adicmep KeweHi KonpaHbinabl. Makanaga Kapn tOHr,
Mwupua dnmage, 3urmyHg @peita, Hoptpon ®pait, Jles [ymunes, onkeit MaprynaH, LLlokaH YanvxaHos,
CeniT Kackabacos, LaxnumapaeH KycarbiHOB, Tanacbek oceMKynoB Cekinai fFanbiMaapablH TEOPUAIbIK,
eHbeKTepi Herisre anblHa OTbIPbIN, YATTbIK XXaHE dNeMAIK KMHOAAFbl eMip aFallbl MU(POAOreMachiHbIH,
Ma3MyHbl MEH KOJIAAHbIC asiCbl KaH-XaKTbl KAPACTbIpblnaabl. «OMip afallbl» 6eMHeCiHiH MUDTIK

M3HI XYyMeneHin, on apxetun peTiHae awbin kepceTingi. CoHbIMEeH KaTap, KUHO Tifli apKblibl OHbIH,
M3AEHU-TEHETUKANBIK, KO, PETIHAETI KbI3MeTi ankblHaanabl. Kazak KMHOCbIHAAFbI 6acka Aa MUPTIK
KypblnbiMAapMeH 6ainaHbiCbl 3epAeneHin, HaKTbl MblCanaap Heri3iHae Tangay Xyprisingi. ¥nrTbik,
YKOHE 9NEMAIK KUHO eHEepAEri BU3yanabl-KOHLENTYanablk epekLlenikTepiHe canbiCTbipManbl Tangay
»acanbiHbin, «Kbi3 XKibek», «bankoH», «batbip basH» «KewneHainep», «bakcbi», «<Kek» cekinai
dunbMaepaeri «eMip arallbl» CUMBOJIbIHbIH, CHOXKETTiIK-KOMMNO3ULMSANbIK XXaHEe NCUXONOTUSIbIK, acTapbl
capanaHgpl. 3epTTey Ka3ak XankblHblH, MMPONOrUAbIK LYHUETAHbIMbIH 91IEMIK CaHA MipiMaepi MeH
TYPKifiK O MalUblfbl TYPFbICbIHAH MaMbIMAAN OTbIPbIN, 43CTYPAI YFbIMAAPAbI FbI1bIMU-TEOPUSIBIK,
Tanpay XyMeciHeH eTkizyre H6arbiTTanfaH. byn 3epTTey xanbikapanblK, OKblpMaHFa Ka3ak, XalKbIHbIH,
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MUDONOTUANBIK, LYHUETAHbIMbIH KUHO ©HEPi apKbl/bl TAHYFa, YITTbIK MOAEHM KOLTbI TYCiHYre, apXeTUnTiK
CMMBOJIMKAHbIH, KUHEMATOrpaduanbiK KbI3METiH 3epaeneyre MyMKiHAiIK 6epegi.
Tyiiin ce30ep: Ka3zak KMHOCbI, MU, MMdOnorema, eMip arallbl, 6antepek, 43CTYp, PoNbKIOp, apxeTmn,

MUPOMNO3THKA.

Aaiiekce3 ywiH: XonraHat Mypat, AnmMa Aipap. «Kasak KepKeMcypeTTi KUHOChIHAAFbl «eMip afFallbl»
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eKeHOieiH Manimoelioi.

Kipicne

FblJIbIMAP/IbIH 1aMYybIH/A
MHOJIOTHSIJIBIK KYPbIIbIMAAP/IbI OHEP,
o/IeOUET XKoHE KHHO caslaNapbIHAA FhIIBIMA
TYPFbIIAH NakbIMAay 63€KTi MaceJ/iesIepliH
6ipine aitHasbin oTbip. Mud — anam3aTTbiH
JlYHHUETAHBIMbIH, pyXaHH GOJIMBICBIH }KoHE
TapUXH KaJbICHIH GeliHesielTiH ombGeban
MaJleHH KyObliibic. OJ1 KOpKeM OHePJIiH,
TaOUFATbIHAH O6JIiHOCHTIH, YaKbIT MeH
KeHicTikTe TypJii popmaia >KaHFbIPbIT
OTBIPATbIH CEMUOTHKAJIBIK XKYHe peTinie
Kabblanaapl. Ocbl TyprbIIaH ajrania,
MHUDOJIOTHST MEH OHbIH 3JIeMEHTTepi Kasipri
Ka3aK KHHO OHEPiHJIE JIe epeKllie KOPKeMIK
9pi KOHIIENTYyaJIbIK MaHbI3Fa He.

Kuno — e3iHiH CUHKPETTiK TaOUFaThl
apKacbiHaa OelHeJiK }KoHEe CUMBOJIIBIK
XKyiesiepsi, CoHblH, itminae MUTIK
apxeTunrep MeH MudoJioremManapbl
03 KOPKEM/IiK Kypbl/JIbIMbIHA 111eGep
CiHipeTiH KyaTThl KypaJ. Kazak xaJKbiHbIH,
JCTYPJIi IyHHETaHBIMBIH/IA epeKllie
MaHpbI3Fa Ue «OMip arallibl» OeHHeci, OHbIH
CHMBOJIMKAJIBIK 2KoHe MU(OJOTHSAIBIK
Ma3MYHbI Ka3ipri KnHeMaTorpagusibK
KEHICTIKTE yKaHa UHTEepIIpeTalusiapra ue
60os1a 6actaipl. by Gip »KarblHAH YATTHIK
pyxaHu Mypara jiereH Kaira opasy 6oJica,
eKiHIIi yKarbIHaH »kahaHaaHy XKaFnaibIHIAFbI
MOJIEHH KOJTbI CaKTaylblH TOCiJi peTiHae
KOPiHe/i.

I < asipri Tanaa aNeMIK r'yMaHHUTaPJIbIK

Ochl 3epTTeyjie Kazak KHHO
OHEPIiHJ/Ie «OMip arallbl» CUMBOJIBIHbIH
MHuoJIoreMasnbIK JIeHreiae Kepitic Tabybl
MeH OHbIH, KOPKEMIiK »KyHe/eri MoHi
KapacTblpbliajibl. 3epTTey GapbichiHIa
KHMHO TiJIIHETI CHMBOJIIAp JKyHeci, acipece
MUGTIK apxeTUnTepiH TpaHchopmalusichbl
MeH KHHOHappaTUBTeT (PYHKIUSCHI
KOTHUTHBTI KOHE KyPbIIbIMAbIK-
CEMHOTHKAJIBIK TYPFbIIAH CapaJjiaHajibl.
Arasiran TakbIpbII Ka3ipri KKHOTaHy,
MH(OIOITHKA, MOIEHUETTaHY XKoHe
©HEep TEOPHsIChI AsICBIHAA ThIH FbIJIbIMH
i3fieHicrepre »KoJ1 allajbl.

MakaJiaHbIH Heri3ri MakcaTbl —
KAa3aK KMHO OHepiHJeri «emip aralibl»
MH(OJIOreMaChbIHbIH KOPKEM/IIK KbI3METiH
alIbIT KOPCETY apKbIJIbl YATTHIK
MU OJIOTHSITIBIK XKYHEHiH SKPaH/IbIK
penpedeHTalusiceit Tannay. CoHbIMeH
KaTap MU(TEp MeH CUMBOJIIAP/IbIH
KOpepMEeH CaHaChIH/IA KaJbIITaCcaThbIH
MOJICHH - TICUXOJIOTHSJIBIK 9CEPiH aHbIKTATl,
Ka3ipri Kazak KHHOCBIHbIH, dJIEM/IIK MOJIEHH
KEHiCTIKTeri OpHbl MEH €PEeKILeJiriH
avkpiHaay. Ochbl apKbIbl YATTHIK KUHO
OHEPIiHIH KOPKEeMIIiK-UICSIIbIK dJIeyeTi MeH
pyXaH¥ MasMyHbI »KaHa FblJIbIMH JICHIeij1e
caparka CaJiblHaJIbl.

3eprrey eHGeKTepinae «MU(OIOTHS»
MaCeJIeCiH NcuxoaHan3 eHHepinae
aJIFaLIKbLIAPAbIH Oipi GOJBII FBIJILIMH
aliHasibIMFa yeblHFaH 3urmyna @pefia nex
Kapa I'ycras FOur 6onatbin. Ockl opaiina,



Kapa I'ycras YOurtbin « Apxetunrep

JKOHe V2KbIMIIBIK OeficaHaJsblk» (Jung

16), Jlxeiime XusimMaHHbIH « ApXeTHITIK
ncuxosorusi» (Hillman 78), Eneasap
MesteTHHCKHIIIH, « AHATTUTHKAJIBIK
[ICUXOJIOTHSI 2KOHE aPXETUIITIK CIOXKETTEP/iH
HIbIFY Teri Maceseci» (MesieTHHCKHI 56 )
aTThl KYH/Ibl FBIILIMH €HOEKTepiH ailpbIKila
aTar eTKeH OPbIH/IbI.

MyHiali FBUTBIMH i37I€HICTEP KaTapbiHa
Ka3aK KMHO 6HepiH 3epTTeyllijep, COHbIH,
ilIiHae KUHOAPAMaTyprus cajachl OOHbIHLIA
«MHoJOTEMA» MOCEJIECIH TEOPUSIBIK
JIeHrei1e KapacThlpbll, KaH-KaKTbl
3epTTeyre yChblHFAH aBTOpJIap KaTapbiHaa
[Taxumappen KycailbiHOBTbIH «D1e6u
JK9He JipamaiiblK 1iebepJiiikke 6ayJy» aTThl
enoOerinin MaHbI3bl 30p ([laxumapaen).

3epTTeyre Heriz GOJFaH «OMip arallibl»
MHOJIOreMachIHbIH, KYPbIIbIMbIH, JiHH-
HaHBIMIBIK TlyHHE€TaHbIMbIH KellleH i
TYpJle 3epTTereH eHOeKTep KOKThIH KACHI.
JlereHMeH YITTBIK AYHHETaHbIMbIMbI3/bI
3epJiesiereH KOrTereH 3epTTeylii FajabIMaap
«eMip aralibl» MHoJIoreMachbiHa XKaHama
TYPJle TOKTaJbII OTKEH.

3epTTeyAain MiHpeTTEpi

— «Owmip emip araiibl» MH(POJIOTEeMaChIHbIH,
dJIeMJIIK MUOJIOTHSIIAFbI 2KoHE Ka3ak
(hOJIbKIOPBIHAAFBI OPHbI MEH MaHbI3bIH
aHbIKTaYy;

— MudoJorusiibiK JyHHETaHbIM MeH
KOCMOCTbIK KO3KapacThblH CUMBOJI/IBIK,
OeriHeJliK, TyCcrnaJibl-uiapaJsbl Typie
OepisireH oif-ToJIFamMaapbIH, popMaJibl-
JIOTHKAJIbIK, FbIJIBIMH-TEOPHSIJIBIK
oJIlLIEMJIEPIH alllbI KOPCETY;

— «OwMip aratibl» 6eliHeCiHiH KHHO
TiJIiHAErT CHMBOJIIBIK MOHIH, OHBIH,
MHOJIOreMabIK XKoHe MOJIEHH KOJTaphiH,
KOPKEMCYPETTi KHHOHBIH CIOKeTTiK-
KOMITO3ULIUSIIBIK KYPbLJIbIMbIHAAFBI POJIiH
alKbIHAAY;

— OJIeMJIK XKoHe Kasak
KUHEMAaTorpausiChIHaFrbl <OMip
araliibl» MH(OJIOreMachbIHbIH BU3YaJljlbl
JKOHE KOHLIeNTyaJ/1bl €peKLIeiKTepiH

aHbIKTAI, 0J1ap/iblH KOPKEMJLIK
MHTEpIpeTalUsIChIHIAFbl MarblHAJbBIK
e3repicTepin sepaeJey;

— Kasak KepkemMcypeTTi KHHOCBIH/AFbI
«eMip arauibl» MHpoJOreMaJbIK
GeiiHesiepiH cunaTray »KoHe KHHOMH(pKe
aviHasIFaH (UIbM/EP/IH Ma3MYHbI apPKblJIbl
OJ1ap/iblH, CEMHOTHKAJIBIK, MOJIEHH -
CUMBOJIZIBIK KbI3METiH alllblll KOPCETY.

3epTTey apicTepi

Kasipri kazak KMHO eHepiHJIeri «oMip
arauibl» MHOJOreMachiHbIH KOPKEMJIIK
KOJIIaHy €peKIIeiKTePiH, COHIal-aK
HEOMHU(OJIOTHSIIIBIK KWHOKAPTHHAJIAP/IbIH,
TaOUFaTbIH 3epiesiey 6apbichinaa GipkaTap
FBIJIBIMH 9IicTeP KOJAaHbLIbL. ATan
alTKaHAa, TapHUXH-CasbICTbIpMaJbl,
UHTEPTEKCTYaJ/IbIK, KYPbLIbIMIIbIK,
CEMHOTHKAJIBIK, TepMeHeBTUKAJIbIK TaJiay
dllicTepi 3epTTEY/liH OACThl TEOPUSIIIBIK-
METOJ0JIOTHSJIBIK HETi31 peTiHle aJibIH]bI.
CoHbIMeH KaTap MHTEPIPETALHUIIBIK
TocCiJIIep, IFHU KOPKEM MOTiH/I TYCiHAIpY
MeH Ma3MyHbIH allly/IblH, TYpJi 2KoJ11aphbl 1a
Ha3ap/aH ThIC KaJMa/bl.

3epTTey 6apbiChiHIA KOJIaHbLIFaH
TAPHUXH-CAJIBICTBIPMaJIbl S/LICTiH HETi3ri
MakcaTbl — OeJrijii Oip KWHOKapTHHAHbI
TapHXH 2KoHe MJICHH KOHTEKCT asiChlH/1a
63iHe IeHiHT KOpKeM LIbIFapMajiapMeH
Hemece HaKThl KOFaMJIbIK OKHFaJlapMeH
caJibICTblpa OTbIpPbIN TaJay. by
QJCTIH, THIMIIMITIH alKbIHAAUTBIH
Mbicas petinie Mupua diaumaje
03iniH, « Mudrep MeH cuMBoJIIAP»
aTThl eHOeTiHIe MU(OTOTHSAIBIK
KYPBIJIBIMAAPIABIH, MOJCHH 2KOHE TapUXH
e3repicTepMeH Kasait e3apa 6aiaHbICbIH
KapacTbipajibl. FanbIMHbIH MiKipiHile,
MH(TIH CUMBOJIIBIK MOHI a7laM3aTThiH,
JIYHHETaHbIMJIbIK KaOblJ1aybIHAAFbI
TYPaKTbUIbIK I1€H 63re pMeJIiIiKTIH,
Giperenirin 6efiHeseii. Mudrepmi
TapuXH TYPFbIIAH CaJbICThIPa OTbIPHII,
DJMazie MOJIEHUETTIH laMy Ke3eHjiepinjeri
dJ1eM TypaJibl YFBIMAAP/IBIH KaJlail e3repin
OTbIpraHbiH 3epTTeii. Ocbl apKblbl
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MU OJIOTUSTIBIK OefiHes e piH KOFaMHBIH
{LLIKi MOJIeHH KOATapbIMEH »KoHE TapUXH
OKHUFaJlapbIMeH KaJiail 6alJaHbICaTbIHbIH
KepceTe anajibl. bys KedKkapacTbl Tapuxu-
caJIbICTbIpMaJibl 9IiCTi KOJIIAHy1aFbl
THIMJL TOCI peTiHae KopceTyre 60J1a/bl.
DunaneHin MUPOJIOrHABIK KYpPbIIbIMIAP
MeH CUMBOJIJIap TypaJibl Mikipi, apoip
MajleHHeTTeri MU(TIH O3iHJIIK 1JaMybl MeH
9BOJIIOLMACHIH TYCiHyre MyMKIHIIK Oepei
(Eliade 45).

3eptTey 6apbiChiHaa Ka3aKThIH ACTYPJI
MU OJIOTHSICHIHIAFBI <OMip arallibl»
mMudooreMabIK CHMBOJIbI HETI3Ti Tipek
Oenrinepain 6ipi peTiHIe KapacThiPbLIIbI.
Bys Geline gacTypai iyHHETaHBIMAA TEK
TaOMFU HbICAH FaHa eMec, COHbIMEH KaTap,
FAPLILITHIK KyPbIJILIMHBIH ©3€Ti, 6Mip MeH
6JIIMHIH, PyX MeH MaTePHUSHbIH, apaChIHAAFbI
JloHeKep peTiHae OaranaHajpbl.

JKaunbl 3epTTeyiin TeopHsiibK
JKOHe dJliCHaMAJIbIK HeTi3iH MU
MaceJieciHe KaTbICThl FbIJIbIMU 3€pTTEYJ/Iep
JKYPri3reH OTaH/BIK »KOHE LLIeTEeJIIiK
FaJIbIMAApAbIH eHOeKTepi Kypajbl. Atan
afTKauua, MUQOJOTHSIILIK GeliHesep
MEH apXeTUNTepre KaTbICThI XaJlbIK
aybl3 oileOMeTiHACTI aHbI3-dIcaHaJap,
JlyHUEeTaHbIM/IbIK TYCiHIKTEpP, COHIAN-aK,
JOCTYPJ1i POJBKIOPJIBIK MITIHAEP 2KyHes
TypJle KapacThlpbliibl. by Typrbiia
MU TaHYILIbI FAJBIMIAP/IbIH K63KapacTaphbl
MEH KOHIEeNTYyaNIbIK MakbIMAapbl 3epTTey
OarbIThiH alKblHay1a 6acTbl Oaraap
peTiHe KOJIaHbL/I/bI.

CoHbIMEH KaTap 3epTTeyre aJeMiiK
TeopHs caJlacbiHIarbl 6e1e/Ili FaJbIMIaP/ibIH
MHuoJIoreMara KaTbICThl FbILIMU
TY2KbIPbIMIAPBI apKay 0oJ1bl. bapon
Parnan mudri putyanapik MOTiH peTinjie
Kapactbipca, dphet Kaccupep mudri
MOJICHHUETTIH, CHMBOJIIBIK TYPi PETiHe
zeprreiai. An Kaps KOur mekre6iHiH
okiJi, aurini Mucdosor Jlrkoszed Kamnoemn
MH(TI anamM3aTTbiH 6apJIbIK TapUXH
Jpyipinaeri waobIT Ko3i aen 6aranarad. bya
TEOpHUsJap Kagipri Kazak KHHO OHEePiHeTi
MHosIOreMabIK 3JeMeHTTepi 3aMaHayH
OKbLJILIMJIA TYCiHYTre MYMKiH/iK 6epei.

YATTBIK IlyHUeTaHbIM KyHeciHie
MaHbI3Jlbl OPbIH AJaThIH OMip arauibl»
MHUoJIoreMachl KornTereH OTaH/bIK
FaJibIMIap/ibiH, eHOEKTEePiH/e KaHama
TYP/E KapacTbIpblIFaHbl OanKaaaibl.

Bbyn perre [llokan Yoannuxanon e3iHin
«ToHipi» eHOerinue 0J1 dJIEMHIH TiK
KYPBIJIBIMBIH — «KOFapFbl», <opTa»,
«TOMEHIT» dJIeMIe P 2KaIFaCThIPYLLbI
MUDOJOTUSIJIBIK JiHIEK PETiHle TaHUbI.
ouikelt Maprynan «Exxesri xKbip,
AHbI3IAP>» aTThl €HOEriH/Ie «OMip arallbl»
OeriHeciHiH Ka3ak POJbKIOPbIHIAFbI
TOTEM/LIK, KHEJli 2KOHE KOPFaHbILUTBIK
cunatrapbit TepeH tajiaibl. An Ceidit
Kackabacos « Mudoiorusi. @osbkiop.
Onebuet. 3epTTeysep» KitabblHaa «oMip
arallibl» MH(OJIOreMachblHbIH KOPKEM
MOTiHJET CUMBOJIIBIK KbI3METIH KOPCETE/.
[Taxumappen KycaiibiHoB «O/1e6H KoHe
JipamasnbIK 1ebepJiikke 6aysy» eHberinae
JipaMaJibik MaTiHIeri MU OJIoreMasbIK
KepKemiiK popmasappl, Cepik6os
Konnpiban «Kazak mudosiorusicbina
Kipicne» aTThl ipreJii enberinse, Junapa
CarikeneBa, Anbmupa Haypa6aesa,
Annpeit Xas6ynaToBThiH « KazakrapibiH
JI9CTYPJIi - TYPMBICTBIK ToxKipHOeciHaeri
AJIEMIK 6Mip arallbl CUMBOJIbLI» aTThbl
makagjacbitaa, bek M6paesthin, «biznin
ata-6abasapbIMbI3IbIH, KOCMOTOHUSIJIBIK
TycinikTepi» («JlekopaTHBHOE UCKYCCTBO
CCCP» 1980) makasiachinja, coHjiam-

ak, bonat baixkiritopThiH, «belineney
eHepiHiH (hHI0CODUANBIK Macesesepi»
aTTbl MOHOTpaUsIChIHAA KAa3aKThIH MUDTIK
KYPbUIbIMbI KeHiHeH TasaanraH. CoHbIMEeH
katap Kabbin Xasbikos nen CoHry.
Kapxkay6aeBanbiy, « Typki asiemi TeaTpJsiapbl
ClieHOTpaHsAChIHbIH MHTEPTEKCTYaJIbIFbI:
KEeHiCTiK MeH yakbITTbIH Typaenyi» (Central
Asian Journal of Art Studies 2023)
MakaJiachl »kaHe KaObli1 Xa/bIKOBTbIH,
«IHTeHIIMOHAMIBIIBIK — CLeHOrpadusiiarsl
»KaHa heHoMeHoJIoTUsBIK Tocin» (Central
Asian Journal of Art Studies 2016) aTTbI
eHOeKTepi TAKbIPBINThI )KAHA KbIPbIHAH
naibiMaayra MyMKiHiK 6epei.



Kasak nrpamatyprusicbl MeH KHHO
eHepiHzeri «MmudosoremMa» yrbIMbIHA
KATbICThI XKYPri3iJINeH FbIJILIMU 3€PTTEYJIep
VITTBIK PyXaHH MaceJieiepli xKyHeJieyre,
THOMCUXOJIOTHSJIBIK KbIPJ1apabl
TOJIBIKTBIPYFA, COHJAN-aK, OoJallaK eHep
veJsiepi MeH 2Kac MaMaHAap/IblH, TEOPHAJIBIK
OinimMiH TepeHaeTyre Heri3 60J1a anajpl.
Mynnaii 3eprreyepai oneMaik KHHO
TYBIHIBIIAPBIMEH CaJIBICThIPA KapaTbIpy
VJITTbIK MOJICHHET [eH OHEeP/IiH epeKLIeJiriH
avKbIH/AT, OHbI )KahaH/IbIK KOHTEKCT
asiCbIHJA TYCiHyre MyMKIHIK Oepei.

3epTTeyiH FhlJBIMU TY2KbIPbIMAAPbI
MEH dJIiCTeMEJIiK Heri3epi, acipece «KMHO
MHosIoreMachiH» KaciOu Typrblia ureprici
KeJIeTiH ipaMaTyprrep, KHHOTaHyLIblap,
pexKuccepJiep KaHe Kac FajbIMaap yui
KYHJIbI 9pi MPaKTUKaJbIK MaHbI3bl 6ap
MaTepHasiap peTiHae YCbIHbIIA/IbI.

Mikipranac

Typai exkesri muctep Men anpiznapia
aJlaMHbIH caHaHbl nesieHyi Kyna#
3aHAAPbIHbIH, OY3blIybIMEH ThIFbI3
OanJiaHbICThIPbLIAIBI. DyJl KoHLIeNHs
OPTYPJIi MUOJIOTHSIIBIK 2KyHesiep/ie KepiHic
tankaH. MaceJsieH, Anam ata Mmen Xaya
aHara «KaKChIBIK» TeH «>KaMaHIbIKThI»
TaHyFa ThIHbIM CaJIbIHFaH 6Mip arallblHbIH,
JKEMICiH 2Key apKblJibl ThIHbIM/Ibl OY3FaHbI
Hasinzagica, an rpek mudinae [Tpomereiinin,
an ckanauHaB Mudinae KnotTbin
Kyna#inapaas ot ypsaybl cunatranajsl.
Arasiran OPEKETTEP/LiH HOTHKECIH/Ie

aJlaM KHeJli KeHiCTIKTeH alacTaTblIblIl,
OPKEHUETTiH 2KaHa Ke3eHiHe asiK Oacajpbl.
Jaa ocbl cotTen Gacran agamaat Kynatibl,
MOHTIiJIiK eMip/i i3feyre 6arbITTalFaH

pyXaHH 2KoHe PUI0COpHSIIBIK 2KOJFa TYCE/li.

Anamaat 63 TapUXbIHbIH 9P Ke3€eHiH/Ie
KUeJIi Ie TaHbIFaH CUMBOJIIAP/bI,
Oesrisiepai, MeKeHIepi, 3aTTappl TypJi
(opmana GeliHesien cakTan KaJiiblpjibl.

Bys snemMenTTep MUGTIK caHana KopiHic
Taybll, KefiiHipek aybl3 oiebueTinje, xazba
MoTiHAep/Ie KOHE TacTaFbl TaHOa apa
KOPIHIC TalThl.

Kuno enepinaeri MuosorusiHbiH, OpHbI
XaJIbIKThIH JIyHHETaHbIM/IBIK K63KapachiHa
Tikesiell 6aanbICTbl. MUDOMOTHSIBIK
KYPBIJIBIMAAP/BIH a/laM CaHacbiHa TePeH
CiHyiHe Facblpjiap O0HbI KaJbINTaCKaH CaJT-
JIOCTYpJiep MeH pacimiep biKadg eTTi. by
Typasibl H6esrigi rasbiv FOpuit bopes o3iHin
«3cTeTHKA» aTThl eHOerinae: « Monenu
TYPFbIIaH aJFaHia, MUQTIH IILIFY Teri
paciMMeH Tikesiell 6aiyiaHbICThl, OipaK oJ1
oJlaH KeHiH naina 6oJraHAbIKTaH 63 TerineH
eJieyJii alblpMalllblIbIFbl 6ap», — JeM aTan
kepceteni (183).

Kagipri Tanna emip araiiibiHa KaTbICThI
a/laM3aT CaHaCbIHbIH TepPeH KaTnapJaapbiHaa
cakraJiFaH KueJi yFeIMaap KHHO eHepiHe 1e
bIKTaJ eTyje. byn 3anapl Kyoblabic, ce6ebi,
«eMip araulbl» OCHHeCiHe HeTi3esreH
MH(OJIOTUSIIBIK MOTHBTEP exkeri MbichIp,
['pek >xoHe Pum MoneHuerTepinie
KaJbllTachin, KefiHHeH baTbic
OPKEHUETIHIH KOPKEM TybIH/IblIaPbIHIA
KeHiHeH KepiHic TanTbl. Kene mucrepain
KOILIJITiHAe eMip arallblHbIH 6Mip,
6J1iM 2KoHE KalTa Tipijly CUMBOJIbI
peTiHaeri KoPKeMJIiK CHIAThI JiHU CEHiM-
HaHbIMIapMeH yirachin 6epineni. Anaiina
€XKeJIl OPKEHUeTTeP/liH OMip arallblHa
KATBICThl MU(OJIOTHSJIBIK CAaHACBIHBIH
OMIipLUEH/IITIH TeK KYJIbTTIK PaciMaepMeH
HeMece TaObIHYLIbIbIKIIEH FaHa eJileyre
6osmaliizibl, ce6e6i MudTepaeri «omip
arauibl» MUoJIoreMachl liHK CeHiMaepMeH
KaTap MoJeHH-dJIEyMEeTTIK caHaa e3iH/iK
TpaHcdopMmalusiFa yibiparaH.

«Omip arauibi» MUGoJIOreMachl
XaJIbIKTap/IblH HeMece ITHUKAJbIK
TONTAP/IbIH €2KeJ/Ti MojIeHH KabaTTapbiH
KAMTHTbIHbI GeJIrisli. AFbIIIIBIH MOJIEHHET
Tapuxiibichl dnyapa bepuert Tainop
«[TepBoObITHast KyJbTypa» eHOeriHie
mudTepai GipHelle Typre KiKTen:
pusocousIbIK HemMece TYCiHIipMesTiK
MHU(TEP, HAKTBLIbI, Oipak GypMaJsiaHraH
JlepeKTepre HerizaeareH MugTep,

Tapuxu Hemece Kahapmanablk Mudrep,
(haHTacTHKAJBIK 2KoHe MeTadopasbiK
mMudTep, COHIal-aK casiCH, dJIeyMeTTiK
’KoHe TYPMBICTBIK MUTep. OcChl 2KiKTey
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ilinge «eMip arambl» OGelHeci acipece
MeTadopaJblK, PUI0COPUABIK XKoHe
KahapMmaH/IbIK MU Tep/Ie XK1 Ke3/lece
(Tylor).

OMip araibliHa KaThICTbl MU OJIOTHSIIIBIK
KYPbIJIbIMAAp/a OKUFalap MeH
KelinKepJepliH ic-opeKeTi epekiiie
MaHpI3ra ue. by okuranap yakplt
[IeH KEHICTiK eJILIeMACPiHiH epeKile
YHBIMIACTBIPBLTY bl aPKbLIbI Oepisesi.

OwMip aralblHbIH OefiHeci apKbliibl
OepisieTiH MUQOJIOTHSILIK XPOHOTOTTAP
LIbIHANWBI YaKbIT [T€H KeHiCTIKTi 19JIMe -
J12J1 KalTasnaMaiipl, Kepicinuie, oJiapabliH,
CUMBOJIIBIK 2KoHEe MeTa(pU3UKaIbIK
MHTepTpeTalUsiChiH yebiHaAbl. OchbiFaH
OallJIaHbICTBI OMip aFallbIH TipeK €TKEeH
MU TEPIETi OKUFaJIap MEH dPEKETTED
OeJrisi 6ip YaKbITThIK-KEHCTIKTIK KypbLIbIM
asiChbIHIA YKYHeJIeHiT, MUOJIOTHSIIBIK
JIYHHETaHbIMHbIH 63iH/iK KOOPAHHATTLIK
JKYHECiH KaJiblnTacThlpajibl.

KepkeM LibIFapMaHbIH «oMip
arauibl» MUoJIoreMacbliHa Heri3e/reH
KYPBIJIbIMBIHA Ha3ap ayaapcak, Oy
MaceJIeHiH aca Ha3iK XKaHe KolKabaTThl
CUMaTka ve ekeHin H6arkadmbi3. Kepkem
HibIFapMaHbiH hopMaapbl MUQOJIOTHSIBIK
facTtayjiapMeH ThIFbI3 HakiaHbicTa OOJIbII,
aICcaHa, 3MUKaJbIK 03Ma, ApaMaTyprus
JKOHE KHHOCLEHAPHUHIE 9BOJIOLHSIIBIK
Jlamy caTbliapbit Kepceetesi. byrinae asem
one6ueTiHiH >xayhapiapbl caHasaThiH
poMaHap MeH JpaMaJibiK LblIFapMaJiap/a
«eMip araiibl» MUDOJIOreMachl MeH
CUMBOJIbIHBIH GeJrigii 6ip IeHrenie
CakTaJblll KeJie KaTKaHbl OakKaJsaipl.

OniebUeT NeH ApamalibiK
LIblFapMaJiaparsl KahapmanaapasiH 6actan
KeLUETiH CbIHAKTAPbl MEH KHBIH/bIKTAPbl
KoHe MU(PTIK Clo’KeTTepMeH YKCACThIKKa
ve. Mblcasibl <KHeJli CyJlapbl», «KyMak
apaJslapblH», «KacUeTTi 3aTTap/pl»,
«OeJriyiepai» KoHe « MEKeHIep/i» i3aey
MOTHBTEPIi KA3ipri KOPKEM LibIFApMaJapaa
aJ1i Jie allkbIH KopiHic Tabanpl. by
3JIEMEHTTEP KOPKEM TYbIH/IbIHbIH
KYPBIBIMBIHA MJICHH KO/l PETiHE KbI3MET
€Till, YaKbIT [IeH KEeHICTIKTiH, lAaPTThI
1ieKapaJjiapblH eHcepyre MyMKiH/iK Oepeii.

Ocol Typrbina 3eprreyiii J1es Jlio6umoB
e3iHiH «barteic Eypona eHepi» aTThl
eHoOerine: «Anam »kaH IyHUeCiH o3re
KYLUTapJbIKTap OWJIen ajJaThiH 1pyipJep e
keaneceni. Onnaria eHepaiH KylipeTiMeH
ackak cesimre GesieHyji KaxkeTciHOeH,
AKblJI-OKJIbl HOPJIEHLIPMENTIH MaTepHAJIbIK
UrijlikTepre jJieH KotoJaH Kebipek J1a33at
ananpl», — Jien aran oteji (235). byn
O KepKeM LIbIFapMaJiapaarbl «emip
aralibl» MH(OJIOTHSIJIBIK HEri31ep/liH
KelOip KeseHuepe aJicipeyi MyMKiH eKeHiH
MeH3eli, anaina MU TiH eHepaeri peJi
TyOereii xKolblIMaK, KaiTa }KaHFbIPbIT
OThIpajibl.

Croppeasiuameri MUQOJIOTHSIIBIK
TaKBIPBII [EH aJFallKpbl OacTay Kesuepie
«eMip aralibl» MU(OJOreMasbiK
3JIEMEHTTEPi KeHIHEH KOJIAAHbLIAThIHbI
aHbIK. TaHbIMaJsl KepKeM LUbIFapMaJiap/blH,
KOTLLIJIT i3TiJiK MeH 3YJbIMABIKTBIH,
MeHipiM MeH KaTire3/iKTiH MOHIJIIK KypeciH
HeiiHesieyMeH Katap, hoJbKI0pAAFb
ambOeban MotusTepre Heriznenesi. Omapabin
iliHae KyFbIHFa TYCKEH 2Kac aHesIliH,
TaFAbIpbl, KYTKApbLIFaH Maxab0aT, 9/iJ
)Ka3acChlH TApPTaThIH 3YJbIM KeHinkepJep
CHUSAKTBI CIOXKETTep €peKILLIe OPbIH aJajpl.
Bys MmoTuBTEp Ds1€ MK MU OJIOTHSITIBIK
J9CTYpJIepMeH cabaKTachlll, KopKeM
TYBIHIBIIAP/bIH, KYPBIJIbIMABIK HEri3iH
KaJlbllITacThlpaibl.

[IBeituapusiblk ncuxosor Kapi
[Ourrin ke3Kapackl 6okibiHILA, 9p6iIp agam
caHachIHbIH TYKMipiHae Kyna# apxeturi
Oesirigii Oip JieHreine cakTanran. XanblKTbIK
JUHHIH KAJIbINTACybl MEH OHbIH KACHETTi
KeHiCTiKKe YMTbLIybl TalFramMOapJiblK
MHUCCHS, KMeJli TaOUFaT MeH XKYMaKThl aHeay,
alaM3aTThl 2KAYrepLIiJIiK MeH 3yJbIMIbIKTaH
KOPFAHUTbIH TPAHCILEHACHTTI KYLI CEeKiJi
ceHiMMeH TikeJiell 6ailiaHbICTbl. By f1iHu-
MU OJIOTHSIIBIK YCTaHbIMAADP YaKbIT 6Te
KeJie PosIbKIOPJIBIK ASCTYPJIep MeH a/1e6H -
JIpaMaTyprusuibiK iblFapMasap apKblibl
Kopinic TanTbl. OcbiraH 6alJIaHbICThI,
MuoJioreMasnbiK oisay opmanapbl
XaJIBIKTBIK IYHHETaHbIMAA aJ1i KYHTe IefiH
63 bIKIaJIbIH KOFAJTKAH 2KOK.



MuosorusiHbIH epeKiesiri —
oJ1 caHaja GeiHesieHyi MyMKiH eMec
YFBIMJIAP/Ibl CHMBOJIIBIK (popMasiap, COHbIH,
ilinae «emip araiiibl» 6elHeci apKbl/bl
»KeTKigyre Thipblcajibl. bip Kaparansa,
KiTan 6eTTepiHeri MaTiHAEp MEH KOPKeM
CypeTTep eMip aralliblHa KaTbICThI
MHOJIOTHUSTHBIH KYTHSICBIH alllyFa eMec,
KAUTa OHbl KypAeJeHipe TyCeTiHaen
KopiHyi MymKiH. JlerenmeH, racbipiap
O0Iibl a71aM3aT caHaCbIHA TYPAKThl OpPbIH
aJiIFaH «eMip arauibl» CUMBOJIbI 6eJriJi 6ip
TapUXH Ke3eHJIe 63 MaHbI3bIH KOFAITKaHAaN
KOPIHIM€HIMEH, OHbIH MOHIH TepeHipeK
3eplesiey GapbiChbiHIa MU(TIH 63€KTIJIr MeH
oM6ebanTbirbl KalTa alKblHIAJa/bl.

Kagipri kazak KWHOCHIHJIAFbl <OMip
aralibl» MH(oJIOreMacbliHa KypblJIFaH
KOPKEM/IIK KYPbI/JIbIM KJIaCCHKAJBIK Ka3aK
onebueTiHiH 3aHbl kanrachl. KueJi
«eMip araulbl» OeliHeCiH TeK Taburn
CUMBOJI pETiHJIe eMec, COHbIMeH Oipre
Ka3aK AYHHETAHBIMBIHIAFBI KHEJIi KoHe
JIYHHeTaHbIMJIbIK MoHi 6ap MU OJIOTHSIBIK
HBILLIAH peTiHle KapacTblpy KaxeT. Kaszak
MUDOJIOTHSICHIHAAFbI KMeJIi OMip arailibIHbIH,
KOPKEM OHeperi KOpiHici — YITTbIK
MOJIEHUETIMI3/IiH 031H/IIK epeKILIeJiriH
alKbIHANTBIH MaHbI3/bl (heHOMEH e P/LiH,
oipi.

Kueni «emip araibia» apkay
eTKEH JipaMaJiblK IlIbIFapMaJsap
TapUXH Ke3eHaepaeri MU OJIOTHSIIbIK
JIlYHHETaHbIM/bl KOPKEMJIK KypaJiaap
apKbIJIbl KAUTA YKAHFBIPTHIMN, OHbIH TEPEH
MarblHAJIBIK KaOaTTapblH allyFa MyMKiHIK
6epeni. Ocbl peTTe, KA3aKThIH A9CTYPJIi
(hOJILKJIOPJIBIK MYpaChl MEH KHeJli oMip
araniblHa GaiaHbICThl MU(OJIOTHSIIBIK
arcaHaJ/iaphbl YATTBIK PyXaHH MOICHHETTIH
AJIEMJIIK 6DKEHHET KOHTEKCTiH/Ie
OPHbIH aHBIKTayFa KOMEKTEeCE/.
Kasak Muos1orusiibIK 1oCTypinaeri
Heri3ri epekliiesikrep K1esi «oMip
araubl» CHMBOJIbI APKbIJIbI APAMaJIbIK
LiblFapMaJsiapaa KopkeMIiK-CHMBOJIIbIK
thopmasiapmen GelHe e i, o1ap/IibiH KHHO
oHepiHe bIKNaJbl Kylleke TyCTi.

«©Omip araiibl» MU(OJOreMachiHbIH
(OJILKIOPJIBIK, HIHU-TaHBIMIBIK XKoHe
JpaMaTyprusuiblK 2Kydeaeri Kopidici Kasipri
3aMaHFbl [IbecaJslapiia, CleKTaKIbAeple,
JOpeTTOoNap/a XKoHe KMHOCLeHapuiepae
OpbIH asbin oThlp. Ochblnaiiia Kasak
oHepiHzeri «oMmip aratibl» MU(OJIOTHsIChIHA
Heriszie/IreH CapblH YJITTbIK MOJCHHETTIH
TapUXH JAMYbIMEH ThiFbl3 OANUJIAHbICThI
OOJIBIT, OHBIH KOPKEMJIiK YKoHE
JIlYHHETaHbIMJIbIK HeTis/lepiH aliKblHAayFa
MYMKiHIiK Oepesi. [l pamatyprust yrbIMbl
TeaTp caxHaJlapbIHIAFbl KOUBLIBLIMAAPMEH
LIeKTeJMeH, IepeKTi KopiHicTepeH
6acrar, FblJIbIMU - (haHTACTUKAJIBbIK 2KOHE
KopKeM (DUIIbMIEPIIiH, PeKUCCYpasIbIK
ulelimMaepid e KaMTuabl. by Typrbiia
JIpaMaTyprust TeK OKUFaHbl 6asiHaay KypaJbl
FaHa emMec, COHbIMEH KaTap «eMip araLibl»
OeriHecinyieri MU OJIOTUSIBIK apXeTHNITEP
JKAHFBIPTY MeH O€HHeJIK KypblJIbIMIA b
JKyHeJIeY/IiH MaHbI3/Ibl 9/liCHAMAJIBIK TETIri
Jieyimiare 6oJiaibl.

Arakrel Hemic dusocodsl ApTyp
[Llonenraysp osiHin «JlyHue epik nen
VFbIM — TYCiHiK peTiHjie» aTThl eHOeTiH/Ie
epiK MeH TaHBIMHBIH 63apa 6alJaHbIChbIH
cunartan oTbIpbl: « TaHbIM KapblK
JIYHUere aJiblll LIBIKKAH »Kepjie FaHa epik
OoJ1azibl, 0J1 9pAANBIM OCBI COTTE HEeHi
KaJIalThIHbIH Gisiefli, Gipak »KaJlbl HeHi
KaJalTbIHbIH elIKalla 6inMeii. Opoip
JKEeKe 9peKeTTiH 63iH/iK MakcaThl 6ap,
aJlaiijia »KaJrbl epikTiH TYNKi MakcaTbl
JKOK» Jien TyKbipbiMaabl (Xecc 167). bya
Wiiest alaM caHaChIHIAFbl MUOJIOTHSAIBIK
KYPbL/JIbIMAAP/IbIH, 63re pMeJIiJIiri MeH
KOMKaOaTThIbIFbIH TYCIHIpY/le MaHbI3/bl
YCTaHbIMAAP/DLIH, Oipi.

Kasak KMHOCBIH/IA ©Mip aFallbIHbIH
MU(TIK GeiiHesepi, apXxeTUnTepi,
CHMBOJIIAPbI MeH MU(TIK KEHiCTiK
VFBIMAAPbI KOPKEM TYbIH/BIIAP/IbIH,
Ma3MYHBIH TePEHETIM, OJapabl
MH(OTMOITUKAJIBIK JIEHTelTre KOTepeTiHi
aHbIK. «OMip aratibl» MudosoremMachl
KHHOOHEPIHIET] poJli KueJli KeHiCTIK NeH
cakpaJib/ibl yaKbIT YFbIMIAPbIMEH ThIFbI3
OansiaHbICTbl. OHep TybIHbICH Oeriji 6ip
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MHuoJIoreManbIK KOATap/ibl Makaasana
OTBIPbIN, APXETHNTIK CUMATTaFbl Ma3MYH/IbI
OefiHesieyre yMThLIa/bl.

Ocbl opatiia Kazak KMHOTepJiepi 19CTypiii
Oar3bl MOJICHUETTiH, CHMBOJIHKAJIBIK
JKYHECiH 03 LIblFapMaiapbiHia Kasan
naijaanbl IereH cypak TybIHIAUIbI.

Byan typrbina «6aiiTepek» MudoJsoremacs
MeH «abbI3» OelHeci Kasak KHHO
eHepineri MUMONOTHAIBIK OHIaYIbIH
epekiue hopmasiapblt Kypakibl. 3epTrey
6GapbIChiH/IA KAa3aK KUHOCBIHBIH AJITbIH
KOpbIHA €Hr'eH (POJIbKIOPJIBLIK (PHIbMAEPMEH
KaTap, TOyeJICi3iK KblJIIAPbI TYCIpiareH
KOPKEMCYPETTi KUHO LIbIFaPMaJlapbIHAAFbI
MuoJIoreMasiapblH HHTEPIPETAIUSChI
tannanazbl. Ocbl apKbLJIbl YATTBIK
KUHEMaTOrpagThlH MU OJIOTHSIBIK
JIDCTYPMEH cabaKTaCThIFbl aUKbIHAAJIBIT,
OHbIH 6HEp MEH MAJICHHETTEeri OPHbIH
HaKThl1ayra MyMKiHaiK Gepinesi.
3eprreyuii Cepik6oa KonnbiGai e3itin,
«Kazax mucosiorusiceiHa Kipicre» aTThl
enOerinue MUQTI Kesecinel cunaTTanpl:
«Mug — anraiksl azamaap/piH azamTaHy,
JlYHUeTaHy Ke3Kapachl, aKHKAT TaHbIMbI.
SIrHu epTeneri anrauiksl agamaap/piH Fajaam
TypaJibl TYCiHiri, CeHiMi, HAHbIMbI, I9CTYPIi
YaKbIT 0Te KeJie MU(Ke ailHaJIbIN OTbIPFraH»
(KonnpiGaii 7). Byn anbikramanan MudTin
TeK KaHa KepKeM Hemece JIiHH CUIaTTarbl
Hasinzay (hopmachl emec, COHbIMEH
KaTap JyHHeTAHbIM/IBbIK »KoHe KOTHUTHBTI
KYPbLJIbIM €KEHJIrH KepeMis.

Muicas petine Anam ata meH Xaya
AHaHbIH )KYMaKTaH KybLJIybl TypaJibl
MUTI KapacTbiparibk. JKaparyiibl Anam
MeH Xayara »KymMakTa epKiH »xKypyre
pykcat Gepei. Anaiina «KaKChlJIbIK MeH
JKaMaH/bIKTbl TAHY ©Mip arallibIHbIH»
JKEMiCiH 2KeyTe ThIHbIM CaJlybl KOpiHic
tabajpl. [6iicTiH »Kbl1aH Kehninae XayaHol
asrbIpybl, Xaya aHaHbiH AlaM ataHbl
KOHipiN ThIHbIM CaJIbIHFAH KEMiCTi 2KeTi3yi,
ochbl apekeTTep yuliH Kynaiabia Anam
MeH XayaHbl )KyMakTaH xKepre Kidepyi —
MU(TIH GasiHaay KeJiciH Kypanpl.

Byt MUGTI KypbITBIMABIK TYPFbIIAH
TaJijlarania OHbIH HeTi3ri MudoJoreMaJbiK

3J1leMeHTTepi aHblKTanaabl: Anam ara, Xaya
aHa, »KblJ1aH, ThIFbIM CaJIbIHFaH KeMic,
JKYMaK, xKepre Kyblay. Ocbl ajieMeHTTep
MH(TiIH Ma3MyHbIH Kyparl, OHbIH
MarblHAJbIK KypbLJIbIMbIH KaJIbIITACTbIPA/IbI.
CuMHUTTIK MUOJIOTHST OMip araibl»
MudosioreMachit KueJi 6eiiHe peTinjie
KaJiblnTacThlp/ibl. Kuedi Kitanrarsl «omip
aratibl» MHgoJioreMachl TypKi, rpexk,
CKaHJIMHAB, MBICBIP MU(OJIOTHSIChIHA OPTaK.
Ocsl opaitna «Opmanzap MeH eMip aratibl
aJlaM CaHachl MEH MOJIEHHETIH/IE €XKeJlJIeH
MHosioremMa peTine KalblNTacKaH. ..
JIepJliK 6apJbIK YJATTap AaMy »KOJbIHbIH
OeJrini 6ip Ke3eHiH/Ie eMip arallbiH pyXaHH
MOHHIH, MEKEHI, TaHachl HeMece OeHHeci
petine Kabbliaran» (Minglun 211).

[IcuxoananuTHKaJbIK TeOpHUsiia
MHU(TIH CUMBOJIMKAJIBIK KYPbIIbIMbI
KOILLIJIIK ICUXOJIOTUSIChI TYPFbICBIHAH J1a
zeprredeni. by opaiina 3urmynn @peinrin
YCTaHbIMAAPbI epeKilie MaHpidra ue. O
«bipereiiieny — ncuxoananusne 6acka
aJlaMra SMOLLUSJIbIK TYpPFblIaH GaiJaHyibiH,
€H aJIFalliKbl KOPiHici» jen atan kepceTeli
(Onebuet Teopusicel 232). by keskapac
MH(TIK apXeTUNTEP MEH 0JIap/bIH afam
CaHaCbIH/IAFbI ICUXOJIOTHSIBIK MOHIH
TYCIHipy/le MaHBI3/Ibl METOI0OTHSIBIK
HEeTi3/li Kypanbl.

Kazak kuHo enepinye «boaitepex»
MudoJioreMachl XKHi KoJ1aHblIaTbIH
CUMBOJIILIK OefiHesiepin 6ipi. by Tek Kana
JIeKOpalysi HeMece CIOXKEeTTiK »KeJliHiH 6ip
3JIEMEHTI eMec, KepiciHlle, KheJsi «oMmip
araulbl» PeTiH/e FAPbILUTHIK KEeHiCTiKKe
LLILIFAPATBIH PyXaHH sKoHE KOCMOJIOTHSIJIBIK
MarblHara M€ KOHLENT PeTiHle KOpiHic
Tabapl.

Aranran MudosioreMaHbiH
KUHeMaTorpausiyiblK pernpe3eHTaluusChlt
«Kp13 JKibek» (pex. bosat Mancypos,
1971), «bankon» (pex. Kanbikbek
CasbikoB, 1988), «batbip basin» (pex.
Caambek Toyeken, 1993), «Keunenminep»
(pex. Cepreit bonpos, Msan ITaccep,
Tanrat Temenos, 2005), «bakcbr» (pex.
['ynmat Omaposa, 2008), «Kek» (pex.
Jamup Mana6aii, 2009) dpusnbmaepineH
Oarikayra 6oJajbl.



by dunbmaepne «balitepek» kuei
OpBIH peTiH/Ie KaOblIIaHa/Ibl 2KoHe
OHBbIH, KOJIIAHbLY TociJiiepi opTypJi
CEMHOTHKAJbIK MaHTe He. Mbicalibl
«lepmene» (1986, pex. AcanaJi Ou1iMoB )
tunbMinie 6acThl KeHiNKep/iH aTachl
KACHETTi oMip aralliblHbiH TYOiH/IE OTbIPbII
aHbI3-oHriMe altazapl. A, « AsKaxa »KblIbl»
(1988) puabminge Akram men Moitimxan
K6OJ1 2KaracblHIAFbl KMeJli eMip arallblHa
KeJin wybepek O6annainsl. CoHpaii-ak
KellOip kopkeM huabmaepae balitepek
OTKeH yprakrapMeH OaiJaHbIC OpHATY
KypaJibl PEeTiHAe KepiHeni.

Fanbiv Anexcannp Kocapes:
«)Kekeseren tyJra GeiiHecinje emec,
apXeTHUITIK cunaTTarbl OeHHeepliH,
itninze cy (blLaFag, KaH), xkep (KypJibIK,
Jlak ), OT (2KblITy, YKapblK ) 2KoHe aya
(3cup, 60c¢ KeHicTiK) yeremaik eTesi. byn
OeliHesiep eH KoHe apxeTuntepre 6aphbin
Tipesiesii xkoHe GapJblK MU OJIOTHsIapaa
9JIEMHIH, ?KapaTbl/IbICbIHBIH, HEri3iHe
JKATKAH FapbILLTBIK CTHXHsIIApPMEH
OallJIaHbICTBIPBIFAH» JIeT KopceTeli
(114). byn ke3kapac GoiibiHila batitepek
eMip aralibl MUQOJIOTHSILIK TOPT HETi3Ti
CTHUXHSIMEH (Cy, Kep, OT, aya) GaijaHbICTh
KYPBIJIBIM PeTiHIe KapacTbIpbIIa/bl.

KasakTbiH 19CTYpJli IyHHEeTaHbIMbIH/A
«boniTepek» ranamaplK yiaeciMIiIiKTi
CaKTaHUTbIH, dJIEMHIH YL IeHrediH (2Kkep
acThl, ¥Kep YCTi, acran) GaisaHbICTbIPAThIH
ThIJICBIM KYLIKE He KUeJli «oMip arallibl»
6osibin ecentesieti. OHbIH TaMbIpbl Jlijep
aJIeMiMeH, JIiHi afamaap aJeMiMeH, ajl
ywap 6acbl pyxrap aJieMiMeH cabaKTacKaH.
By konuenuus kenrereH MUGOIOTUSIBIK
Kyresiepie «aJieMiK eMip araLibl» (axis
mundi) yFeIMbIMEH COUKeC KeJleli.

Fanamapik MudosorusiibiK yienepae
AJIEMIIK «OMip aralllbl» YFbIMbl FAPBILITBIK
TOPTINTI CaKTayLlbl TipEK peTiHie
Kapactbipbliaibl. O op KabaTThl
(>KepacTbl, OPTAHFbI dJIEM, 2KOFAPFbI JIEM )
6ip-6ipiMen GallsIaHbICTBIPFAHBIMEH,
oJlap/ibl ©3apa apaJiactbipmail yerarn
TYpaThiH KACUETTI llleKapa KbI3MeTiH Jie
atkapajpl. Ocbirat GailiaHbiCcThl, batiTepek

TeK pUaHKaIbK 06bEKT KaHa emec,
COHBIMEH KaTtap, yaKbIT [€H KEHiCTIKTiH
TOFBICY HYKTECI peTiHze, ypraKrap
apacblHAarbl pyXaHH cabaKTacTbIKTh
OcHHeJICHTIH aPXETUIITIK CHMBOJIFA
alHaJsabl.

Kueni «emip aratiibl» Mugoorusja Tek
TaOUFaT 3JeMeHTi FaHa €MeC, FapbILITHIK
KYPBIJIBIMHBIH CHMBOJIIBIK OeiiHeci peTiHie
KepiHic Tabanbl. lacTypJi TyciHikTepie
OHBIH TYOiHJIe, TOMEHTi KaOaThIHIa — YJIKEeH
JKblJIaH, aJl yiap OacbiHaa, XKOFaprbl
KabarTa Kyc naTiiachl opHaJacapl.

Byn Geitneniep Mugo0OrHsBbIK caHala
OPHBIKKAH apXeTHITIK KypblJIbIMAaP/IbIH
aXkblpamac 06eJIiri.

KuHo — cuHTeTHKAJBIK OHEp casachkl
OOJIFAH/IBIKTAH, OHbIH, iLIiHE KUeJi <oMip
araulblHa» »KACbIPbIHFAH apXeTUIITED,
OeliHeJsIep »KoHe JUaJIOrTap MaHbI3/bl
CEMUOTHKaJbIK MaHTe ue. Kuesi «emip
arauibl» OefiHeci pUIbMIIE YaKBIT MeH
KCHICTIK, eMip MEH eJliM, pyXaHH i3JieHic
CUSIKTbI KaTeropusijiapibl 6efinesieyit,
ombebar KypaJiblHa alHa /bl

OJIeEMJIIK KHHO OHepiHjie /i€ deMILiK
«OMIp araulbl» KOHLEITI TypJii
MHTepIpeTalusijiapra yiblpaiisl. by
typrbyia Teppence Manukrin «Omip emip
araubl» (The Tree of Life 2011) dunbmi
epekiie Hazap aynapTazibl. Pusbm e3iHiH
KypJiesti pua0copusIbIK Ma3MyHbIHA
OaiJIaHbICTbl KOPePMEHIEp MEH ChIHLLIbIIAP
apacblHaa Kapama-KaHLbl MiKipJaep
TynbIpranbiMeH, Kanu kuHodectuBainie
«AnTbIH najbMa OyTaFbiH» HeJIeH .

By dunbmie «omip aratib» 6eiiHeci
aray JIeHrediHzie FaHa eMec, OKHFaHbIH,
CUMBOJIMKAJIbIK KYPbIJIbIMbIH/IA 12
eyt pes atkapaibl. OJ1 SKpaHIbIK
KeHiCTiKTe GipHellle peT KalTajJaHaThIH,
KeHilKepJep/liH KeKe CaHAChIHIA
pedJieKcHst Ty/IbIpaThiH HETi3Ti
CEeMaAHTHKAJIBIK 3JIeMEHT PeTiHIe KOpiHel.
Duibmie «oMip aralibi» HeilHeci
OipHelle CHMBOJIMKAJBIK JeHrel1e
KopiHic Tabajibl, ajaiia OHbIH 6AaCThI
MOHi YPIaK 2KaJIFacThIFbIH OJIIIPETIH
TYMKi ©Mip arallbl» KOHIENTiCiMeH
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OalIaHbICTBIPbLIANbL. By yFbIM
aram3aTThiH, OacTarnkbl caHa AeHreHiMeH
JKOHE 2KapaThlIbIC Typasibl MU(TEpMEH
Haitnanbicbit KopceTei. CoHbIMeH Kartap,
cdusbM xkeqicinge ToHipaiH MarbiHACKH! MeH
OMipJliH, MOHI TypaJibl 5K3UCTEHLHAJIIbI
cypakrap OipHelle peT Ko3Fasaibl.

Ochbinafiia Kuesi «emip aratibl»
OeliHeci KHHO oHepiHJle TeK MU(OJIOTHSIBIK
PEJIMKT peTiHzie FaHa emec, (hUI0COPUIbIK-
9K3UCTECHLMANBIK 3IEHICTIH KOPKEMIIK
KOJIbl peTiH/Ie Jie MaHbI3/Ibl OPbIH aJlajibl.

XX racblp/ibIH 6acTasybIMeH Ka3ak
aneOUeTiHIH KasblnTacybiHa bateic
Eypona onebueTitiH, biKnasbl 30p 60J1bl.
3eprreyuwi [TaBes I'punLepain nikipiHiue:
«KocmoroHusiibiK putyaimMeHn 6aiaaHbICTbl
MH{ 3MHKAJBIK CIO2KeTTeri Heriari
SMU30/ATapAa alKblH aHAJIOTHAJIapFa He»
(177). SIrH1 KOCMOTOHUSIIIBIK paCiMMeH
6aiaHbICTbl MU SMUKAJBIK CIOMKETTIH,
HeTi3Ti 3Mu30ATapbiHa GaUJIAHBICTHI KOPiHiC
Taybll OTbIPaJlbl.

KuHo/1eHTaHbIH aTaybl ecTe cakTajamaca
Jla, «<eMip aralbl» OeiiHeci yHeMi Kaapia
Kepinic Taybin otbipabl. O opkallan
aJIJIbIHFbI KAaTapra liblFapblimMaca ia,
CIO’KeTTE CHMBOJIIBIK MaFblHaFa He
3JIEMEHT PETiHAE KAUTAJIAHbII OThIPAJIbI.
MeicaJibl, hUIbMHIH GackiHa KeHinkepJsep
Y 2KaHbIHAFbl OMip aFrallbl TyOiH/e
OYKiJ 0TOACBIMEH OMHAI yKATKaH
coT OeliHesieHe . DNHU30/1 asirbiH/a,
JKapaTbl/IBICTBIH 2KapblIIKAYbl TypaJibl 0f
KO3FaJslFaH/ia, KaMepaHblH eMip arallibl
OacblHa epmeJien 6apa XKaTkaH OaJasnapra
’KoHe OyTakTap apacblHaH Tycill TypraH
KYH cayJieciHe OarbITTajraHblH KOpeMis.
Conpan-ak, JLkekrin werneci Muccuc
Junan O’bpatien KalTbic 60JFaH YbIHBIH
KazacbiHa OalJIaHbICThbl aHACBIHbIH KYOaTy
CO3/IePiH ThIHAAM OThIPFaHa, oMip aralibiHa
cy#iern Koibl/iFaH O6acKpILL [eH OHbIH 6acbiHa
OpHAaTbIJIFAH OananapablH OUbIHUIBIK YHi
KOpCETIETIH KeJieci Kaap narna 6oJaipl.

Owmip araibl 6acbiHa anapaTbii
OacnaJ/iak ajgaM »KaHblHbIH acllaHra
KOTePiJIyiH €CKe TYCipeTiH CUMBOJIIbIK
OeliHe peTiHze KepiHic TaGazbl. byn

3JIEMEHT «2KaH OACKpILL apKbl/Ibl aclaHFa
KeTepiseni» gereH MUGOJOTUAIBIK
yFbIMMeH cabakrachbin, JxKeKTiH 6asalbiK
LIaFbIHAAFbl 3[TH30TApPMEH aJMaCThIpbla
Oepiseni. Macesien, kamepa KeHinkepaix
€Ki 2Kacap KesiHjie eMip arallibiHa epmeJien
Oapa xkaTKaH caTiH kepcetesi. CoHbIMeH
KaTap, YUIiH eKiHllli KabaTbIHa anapaTbiH
facnaJnak el XKorapbliaH TYCKEH KapblK
cayJieci Tepe3e OMbIFbl ACMIAaHMEH acTachlIl,
pyXaHH KeTepiJty uiesicbiHa MeTadopasibiK
MoaH 6penti. Ochbl Kosre ejiecteren Oerine
hunbMIe Kobipek KailTanaHajbl, o
JKeKkTiH emipre KeJyi MeH OHbIH 6Mip/eH
OTy KaJpJlapbIMEH aJMachIl OTbIPajbl KoHe
kepepmeni «oaHOB GACKbILIbI» MOTUBIHE
JKeTeseri.

KasakTbiH 1apa »kasyllbljiapbIHbIH 6ipi,
ManTaaMaH cypetkep 96ii1 KekinbaepTiH
«Ky#wi» nopeci 6oilbIHILIA 9KpaHaaIFaH
Jomip Manabaiinbin, «Kek» (2006) aTThi
TapUXHU JpaMachbiHaH Ja 6i3 Kuesi «eMip
aratibl» «balTepek» MudosoreMachiH
Kepe anambi3. PuabMHiH 6acTbl
kepinkepJsepi — Epuiopa men yKamaun.
Anrauikpl OHbIHIIBI MUHYTHIHAA YKamad
3UPATTbIH, KACBIH/IA OCIIl TYPFAH OMip
arallbITbiH, OyTaKTapblHaa Oal/IaHbI TypFaH
uybepekTepre e3iHiH KbI3bLI LIyOeperin
KochbIn H6adaiibl. Kbi3biH KaaablpraH
Geurricin Oarikaran Epuiopa gocbiMen 6apbln
CoJ1 KbI3bl 11yOepekTi (18 MuHyT) wiettin
ajajipl. byJ xKepieH aurapaTbiHbIMbI3 KHeJTi
«oMip araibl» MH(OJOrUSICBIH Makzanana
OTBIPHIM, Oi3/liH »KaHbIMbI3OEH OepreH
CepTiMi3 0 yHuere Jekin Oipre nereH Kynus
KeJicimai anrapraapl. Ockl KepiHicTep/e
Tarbl 6ip Ha3ap ayaapaTbiH KaUT —
3UpaTTap/iblH, TOMbIparblHa LAHILIbLIFAH
OMip aralibl ChIPFayblJIIap/ibiH KOKKE
KapaTblll, Ty3y LIAHLIbIYbI, OyJI 2KaF1aina
KOI HOpCeHi aHFapTajibl. OJIi KyHre JeHiH
Ka3aK 3upaTTapbIHAA MOHiTTi KEMT€HHEH
KeliH eKi eMip aralllbiH TOTbIparbiHa
waHwuabl. bya ga 6oJca o yHemen
OoriTepeK MUGOJIOrHsIChl OalIaHbIChIHBIH,
6ipi 60s1ca kepek. amup Manabadiabiy,
«Kek» usbminze emip araiiibl CHMBOJIbI
KeHIMKep/iiH pyXaHH Kyi3eJiici MeH



»KaJIFbI3JIbIFBIH alllaThiH OaCcThl OelHe i
KypaJaap/ibiy, 6ipiHe aitHaibl. OMip aratiibl
MaHbIHAAFbl CaxHa/lapaa KeHinkepiH xKeke
KaJslybl, KAMEPaHbIH »KOFapbl PaKypCcTaH
TeMeHre OarbITTalybl ©Mip arallibl yCTeM
KYL, TAFblPJbIH CUMBOJIbI PeTiHje
Kepcerei. MoHTax GapbiCblHIa 6Mip
arallibl OeiiHeciHiH KalTanaHbin 6epinyi
OHBIH MUTIK CUMATBLIH KYLIEHTIM, YaKbIT
MeH KeHiCTIKTI zKaJirayLlbl apXeTHIT POJIiH
alKbIHAaibl. J{bIOBICTBIK KaTapaa TaOUru
VHAEPiH 6aceHaeyi KeHinkep/iH, ki
VHCI3ZIrMeH acTachblll, KOPKEeMAIK LeimMI
TepeHACTe/.

«Bakcbr» (pex: ['ymuat Omaposa
2008 :k.) puabMinie 6anachiH Kenijlikke
ycTarn oTbIpFaH TONTbI Ta0y YIUiH apK
ypFaH okeci batblp kueJsi eMip arallblHbIH,
TYOiH/e OTBIPBIN, 6aJaChIHBIH, aMaH/IbIFbIH
TiJjien, kapjeM cypaiibl. Pexkuccep akrepre
MOHOJIOT apKblibl ToHipre »xanbapbiHbai,
TeK illKi TyHcik apKblibl FaHa Kyniperti
KYLITEH »K9pJeM Cypar OTbIpFaHbIH
kopcetelli. bys na Gosica akTepiH iki
KYH3€JIiCiH allblll KepceTyre ThipbICKaH
pexkuccepin, 6ipaeH-6ip MyMkinairi 6oJca
Kepek. bafitepek Mudosoremachbita,
OacbiHa aTan eTKeHiMi3/IeH, TeK eMip
arallbITbIH KAHKACBIH FaHa eMec, COHbIMEH
Oipre emip arallIbITaH yKacaJFaH, I9CTypJIi
MHOJIOTHSIIBIK MOH GepiJireH 3aTTap/ibl 1a
JKATKbI3AMBbI3.

CoHpnali-aK pexkuccep.lik LeLim
OoibIHIIAa OAKCHIHBIH FYPBINTHIK
OpEeKeTTePiHiH OapJbIFbl OMID aFallbl
MaHbIH/A LIOFbIpJaaHajpl. OnepaTopiibik
JKYMBICTA TaOMFH 2KapbIK MeH KaapJibIK
KOMITO3ULIUSI OMIp arallblHbIH KHEJiJIiriH
allbIKTalbl. JIbIOBICTBIK KaTapaarbl
JKEJILIH YiJli MEeH KyCTap/blH, YHI eMip arallibl
MMCTHKAJIBIK 8JIEMMEH cabaKTaCThIPaJIbI.
MoHTaK bIpFakTapbIHbIH Oasty Oepidyi
KOpepMeH]li CHMBOJIJIBIK OHFa XKeTeJeH/.
By »xarnaiina eMip araiibl MU oJIOreMachl
HaKcbl MEH KOCMOC apachbIiHAaFbl
OalllaHbICTbIH, KOPKEMJIIK GeilHeciHe
alHaJIFaH.

Keumnesi Kazak 1yHHeTaHbIMbIH/A
Hal3aHbIH ajap opHbl epekiie. HalzaHbl

TeK KaHa COFbIC Kapybl peTiHje
KOJIIaHYbIMEH Oipre KapaJbl YHLiH Ka3achl
»KalJibl Xabap/ibl 2KaJak KypTka xabapaap
eTeTin 6eJri peTinje nainananrad. Keunedi
XaJslblK TYCiHiriHze xepre Tik (Keperere
OanJiaHFaH) LaHUIbIFAH Hail3aHbl Ooksan
KeTrel xKypreH MapKyMHbIH, 2KaHbl

(pyxbl) acnianra, 63 MeKeHiHe KaluTajibl

nern cenren. Muicadsl, «Kpiz Kioek»
(pex. Cynran Koxbikos, 1971) kepkem
(uabMiHiH GipHellle KaapJaapblHaa Hail3a
MudoJioreMacbiHa MoH 6epiJin, epekiie
olHaTblaabl. KiGeK KeKIie-»KeKTi
TOKTAaThII, OHbIH OpHbIHA OaiiayJ/ibl Ke3iMeH
eKi »keOeHiH OipiH TaH1aM, COHbl KOKKE aThlIM
Kibepeni. Cosi :xkebenin neci yKiGekke xap
6oJ1aThiH 6okl Kedicineni («Kpiz JKibek»
duabmi 59 munyt). Orayna TesereHin
KYTiIl, coyKeJieciH KUin Kpidnapmen Gipre
Janbinaabin xkatkad JKivekke CoipibiOan
dKeci 6acrtaraH 6ip Ton ajgam Kiper KeJe.
Ochbl Keszie Ka3aKThbiH KapaJibl Xxabapbl
ectipty octypimer CoipsbiGail asbicTan
OparbIThIN, MOHOJIOT apKblibl TesereHHiH
KalTbic GoJIFaHbIH XabapJanisl. Ochl
CoTTe KajJpra cabblHa aK Ty OalJiaHFaH
Hainza kipei. OHbIH 6achiHa aTThIH

JKasibl OalIaHbIM, eHJli 2KOFapbl KeTepise
6eprenjie, Teserenni esiMre Kumaratn
JKibek, ymitneH Hal3aHbiH cabblHa
yMThIabl. PubMae MAGOTOTHSTBIK
KOpiHiC Hall3a apKbl/bl Ocblyiail 11ebep
Kepinic Tabanbl. OnepaTopJblk
naHopamaJiap MeH TaOUFaTThIH KEH|CTiK
KepiHicTepi eMip arallbIHbIH LLIEKCi3 yaKbIT
TMEeH KeHICTIKTI 2KaJFayLlbl poJliH allajbl.
My3bIKaJlbIK cyfieMesiIeyMeH acTackaH
TaOUFH IbIOBICTAp KOPKEMIIK TYTaCThIKThI
APTTHIPbII, OMip arallibl CHMBOJIbIHbIH,
9CTETHKAJbIK KYKTEMeCiH KylIeHTe .

Hatuxenep

Kazak kepkeMcypeTTi KHHOCBIHIA «OMip
arauibl» MU(OJOreMachl CEMUOTHKAJBIK
TYPFbIIAH KOCMOTOHUSJIBIK YIIKA0ATThI
aJ1eMi (;KepacTbl — OpTaHFbl dJ1eM —
YKOFapFhl 9J1eM ) 3apa GaiaHbICTbIPAThIH
JIoHEKep KbI3MeTiH aTkapajbl. by
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OefiHe cakpaJib/ibl KeHICTiK MeH YaKbITTh
YHABIMAACTBIPYLIBLI KOPKEMJIIK Koripre
alHaJIbIM, KUHO TiJli apKblJIbl KOPpEpPMEHTe
JKeTKi3ie. DKpaH/IbIK HIeliMaep
TYPFBbICBIHAH aJIFaH/a, KaAPJbIH TiK
CBI3BIKIIEH KYPbIIbIMAAJIYbI, TOMEHTI
Hemece XKOFaprbl PaKypCTbIH, KOJIAAHBLIYbI,
aJIbICTaH aJIbIHFaH KaJbl N1anaap, 6asy
NaHopaMa MeH Y3JliK-CO3/IbIK MOHTazK
ToCiJIepi, COHNAN-AK, 2KeJl-1ayblJl CUSKTbI
aTMocdepasibiK AbIObICTBIK 3(heKTiNep/iH,
Oepistyi — GapJibIFbl 1a €OMip aFrallbl»
OefiHeCiHiH KHHOILLiJiK ceMaHTHKaChIH
«OTKEJ», KOTip» MarblHaCbIHA
JKaKbIHAATA/IbI.

Kasak y/iTTbIK KHHOCBIHbIH aJiFaluKbl
Ke3eHiHeH OacTarn Kagipri yakbITKa
JICHIHTI pexKrccepJliK 1IbIFapMalllblIbIK
TYbIH/BIAPbI «OMip arallibl»
MHoJIoreMachl TYPFbIChIHAH KelleH i
3epTTedin, KyheJi Typ/e TajlaHybl
Ka3aK KMHOCBIH/IAFbl MU MeH «eMip
aratibl» MH(OJIOreMachbiHbIH KOPKEMIIK
TOCIJI pETiHeTI MOHIH TepeH TYyCiHyre
MyMKiHaik 6epeni. Bysn mudosorema
HApPaTHUBTIK KYPbIJIbIMAA €peKIIe KbI3MEeT
aTKapbliM, KeHinkepiH lekapajaaH oTyi,
MHULHALMSICI, aTa-06aba pyxbIMeH
OallJIaHbIChl, KATAPCUCKE KETyi CeKiJi
hyHKUMsIAP/Ibl HAKTBIJIAH TYCE/.
Horukecinae oKura »KeJliciHiH yaKbIT MeH
KEHICTIKKe KaTbICThI »KyHeJieHyiHe acep
eteli. «bakebl» Topisfi TybIHAbIIAPAA
FYPBINITHIK 9PEKET MeH TPAHCTBIK
NJIaCTUKA OChI LIOFBIP/b! 9KPaH/Aa alKbIH
eTeJli »KoHe Hau3a, »KeJJliH JblObICTbIK
s eKTinepi CHIKTBI KOChIMIIIA TaHOanap
OMip aralllbiHbIH €KOK I1eH 2Kep/i
JKAJIFAyLLbl» MArblHACBIH KYLIEHTEli.
«Kri3 JKibek», «bankon», «batbip
Basn», «Keumnenuinep», «bakcbi»,
«Kek» huabmiepinie «omip aratibl»
KHeJIi OPbIH, TaFAbIPJap TOFbICHI,
ypniakrap cabakTacTbIFbIHBIH KOPiHici
peTiHae KOAaHbL/IbII, CHMBOJ KYHiHe
OKHFaHBIH TYHiHIH allaThlH «>KACbIPbIH
9yeH» KbI3METiH Jie aTKapazbl. OJeMIiK
JKOHE OTaHJIbIK «eMip arallibl» OefiHeciHe
KATBICTBI CaJIbICTBIPMaJIbl TaJIAayJ1ap, COHbIH

iLlIiH/Ie 3aMaHayHM MHTeprpeTauusJiap,
JIOKAJIIbIK MAa3MYHHbIH omMOe0art
MHQOJIOTHSITIBIK YITiIMEH YHeCyiH
alKbIHAAkIbl. Kazak KMHOCKHI «oMip
aralibl» MH(oJIOreMachl apKblJibl 2Kajibl,
TarabIP, YAKbIT CEKIiJJli »KaMblalaM3aTThIK
KYH/IbLIBIKTap/ibl YATTHIK-M3/IEHH KOJIEeH
OallslaHbICTbIPa aJIIbI.

«Owmip araiibl» MudoIOreMachl
Kazak KMHeMaTorpadblHia CIOKETTiK-
KOMITO3ULIUS/IBIK Oesrijiepiiit, 6acTaylublChl,
CaKpaJib/ibl XPOHOTOMNThI KAJIbINTACTHIPYLIbI
JKOHE MCUXOJIOTUSJIBIK, apXeTHITIK 63€K
peTiHe OpHBIKTHL. ByJ HoTHXKEIED
pexkuceypa, 1pamaTyprus KoHe 9KpaH
CEeMUOTHKACHI YLLiH MaHbI3/lbl 9liCTEMEJIIK
6arnap 6oJa asnansl. CoHbIMEH KaTap,
CHMBOJIJIbI MH3aHCLIEHa, AbIObIC, NJIaCTHKA
JK9HE MOHTaXK GipJirinjie 1elry OHbIH,
MarblHACBIH OapbIHILA allaThIHbIH
KOepCeTe/i.

Herisri TyXbipbiMmaap

— TypJi Tapuxu-Ma/leHH 19yipJie paiH,
cabaKTacTbIFbl asiCbIHA KaJbIITACKaH
KOPKEMCYPETTi KHHO OHEePiHAer «oMip
aratibl» MH(oJoreMachbl MEH OHbIMEH
cabakrac pyxaHu yisecimaep KyieJsi Typie
KapacTbIpbLIbI, OJ1ap/blH CEMUOTHKAJbIK
JKOHE CUMBOJIMKAJIBIK MOH/IEPi 2KAH - 2KaKThl
TaJllaH/bl;

— Kasak kuHo enepinne mudrep men
MHuoJIoreMaapabiH KO PKeMIK - UIEATbIK
OpHBI aUKBIHAJIBII, OTAHIBIK KUHOKOp/A
cakraJsiraH (hunbMaepaeri MUTIK xKoHe
aHBI3/IbIK KYPbIIbIMAAP/IbIH aCTapJibl
Ma3MyHbl MEH PAMi3/liK TAOUFAThl FbLIBIMU
HeTi3/1e alblIbIT KOPCeTII;

— Kazak xasiKpIHbIH «oMip arauibl»
MHOJIOreMachbIHbIH IyHHETaHbIM
KEHICTIriH/Ie OPHBIKKAH PyXaHW YFbIMIAp
JKYHecCi TapuXH-9JIeyMeTTiK KYHIBIJIBIK
petinne 6arananbin, MudosoreMasapabt
VIITTBIK CAHAHBIH KaJIbINTACYbl MEH ITaMybIHa
KOCKaH yJleci 2KaH-2KaKTbl MTaibIMJAJIIbI;

— Kasak KMHOCBIHAFbl €OMip aratibl»
MHuoJIoreMabiK KopiHicTepi asraii pet
FBIJIBIMH TYPFbIA KYPBIJIBIMIBIK KOHE



(PYHKLHOHAJIBIK acreKTijaep/e TaiaHbl,
oJ1ap/ibIH KepKeM/iK opmachl MeH
Ma3MyHbl TepeH 3epjiesienii. bya 6arbiTTa
9JIEMJLIK YKOHE TYPKIiJiK MUDOJOTHUSIBIK
MaTiHACPMEH NapaJjliesibiep

JKacaJiblM, WeTeJJIK 3epTTeyIliaepaiH,
TY2KbIPBIMAAPBIMEH CaJIbICTBIPMaJIbl TaAay
JKYPrisis;

— Kasak kuHo enepinjeri «emip
aralibl» MUgoJIoreMasap TakblpblObl
aJIFall peT apHaibl 3epTTey 0OBEKTiCiHE
alHaJIbII, OHBIH FbIJILIMH -TEOPHUSJIBbIK 2KoHEe
9CTETUKAJIbIK KbIPJapbl HAKTHI KYHEJIEH]L.

KopbITbIHADI

3eprreywi Kapa 'yeras FOur « Apxetunrik
OeliHesiep opAalbIM afaMmmeH Gipre
60J1/1bl, 0J1ap MU OJIOTHSIHBIH, JAiHHIH,
»KOHe eHep/liH KallHap Ke3i» Jemn aran
oTKeHJIeH (22), alamM3aTTbIH MOJIEHU - PyXaHU
9BOJIIOLIMSACHIHA APXETUNTIK OelHesiep —
MUDOJIOTHS, JliH YKoHe oHep/liH 6acTaybl api
»Kagracbl. Ocbl opaiiia, Kasak eHepi MeH
KHUHOCHI 71a MU(OJIOTHSIJIBIK aPXETHIITEP
MeH CUMBOJIIbIK, KYPbIJIBIMAAP/IbI
KOPKEMIiK-3CTeTHKaJ/bIK (hopmasiap
APKbLJIbl JAMbBIThII, 0J1aP/ibl YIIT 2KaJbIHbIH,
OelicaHaJsibIK ICHreHiHe cakTarn, yprnakrap
cabaKTacTbIFbIHA HEri3/eJreH pyxaHu
Mypara aiHaJbipa Oii.
JKanmbianamsatTbik MUGOJOTHSAIBIK
Heri3/epiH aJieM 9iebueTiHaeri KopiHicrepi
— Yuabsim lekenup men @pancya Pabae,
Jxon Munbron men @pancya BosbTep,
JleB Toscroit men @énop JloctoeBckuit
LblFapMadiapblHat 6acrar, ['abpusib
['apcua Mapkec, Annnke J[>KOHCOH ChIHIbI
YKa3ylblJIaP/bIH TYbIHIbLIAPbIHAA 13
KeHiHeH OailkaJsiazbl. bya tibirapmasapna
MU TeK CloKeT KypaJibl eMec,
TyTac KOPKEeMJLiK JyHUEeTaHbIMHbIH
hunocopusIbK KabaThl peTinjie
Kopinezi. Ocbl LibIFapmanap »keJicinaeri
MU OJIOTUSITIBIK KYPbIIbIMAAP KPAHIbBIK
oHepre eHil, Kagipri KHHOTYbIH/IblIapaa
»KaHalla MHTepripeTauusira ue 60oJraHblH
KOpil OTbIPMBbI3.

Mudonorusinbik HiblFapmMasapibl sKpat
eHepiHe OeliMaey — peKHUCCepdliK LeLliM,
JIpaMaTyprusijibik KabiseT neH KepKeMik
KOHLCILHSIHbI TEPEH, YIITACTLIPYAbI Tasall
eTeTiH KypzeJi ypaic. bys ypaic tapuxu
caHa MeH MdJIeHH KOIThI CaKTay VIUiH Je
epeklle MaHbl3Fa ne. PexxuccepJiepin
LIbIFApMaLLbL/IbIK €PKIHIr MeH
9CTETUKAJIbIK 2KayallKepLUiJIiri TOFbICKAHIA,
9KPAHIBIK TYbIH/bI KOPEPMEH Ka/lbIH/A
caKraJiaTblH TePeH Ma3MYH/bl PyXaHH
KYH/IbIIBIKKA alfiHaJiaibl. ByJl peTre xKasyibl
Myxrap Marayunnin; « CypeTkep yIliH eH
VJIKeH OaKbIT — XaJblK YMbITIAUTBIHAAH,
XaJIbIKThIH 2KaJIbIH/A caKTaJlbll KaJaaTbIHAaH
LIbIFapMa TYAbIPY» JIereH MiKipi Ke3 KeJreH
KOPKEM TYbIH/Ibl aBTOPBIHBIH HETi3Ti MypaThl
6O0JTybl THIC JIereH TY»KbIpbIMFa casiibl (117).

Mu KepkeM LIbIFapMaHblH (hopMachl
MeH Ma3MyHBIH FaHa eMec, alaMHbIH
JIYHUETaHbIMJIbIK KYPbIJBbIMbIH, CTETHKAJIbIK,
KaObLIAaybIH 1a aUKbIHAAWTBIH KypaJiFa
afiHaJIbIN OTbIp. MHU(OIOTHSBIK TAHBIM
«eMip arauibl» MUGOJOreMachiHbIH GelHeci
peTiHAe peaUCTIK 2KoHe CUMBOJIIBIK
Ke3KapacTapMeH YHJIeCiI, KepKeMJIiK TaHbIM
MEH M9JIEHU 2KA/lbIHbI XKETIJLIPyre bIKIaJ
eTe/li. COH/IbIKTaH, KOPKEM TybIH/IblIaP/bIH
MUDOJOTHUSITIBIK YKeJIIeri «oMip arailibi»
MHU(oJIOreMachiH SKPaHIbIK OHEepJIe KyHei
TYpAE 3epreJsiey — 3aMaHayH eHepTaHy
MeH KUHOTAHY FbIJIbIMbIHbIH 63€KTi
OarbiTTapblHbiH Oipi 60JIbIN TAObIA/bI.

3epTTey HoTHKeCiHae «OMip
arauibl» MUoJIoreMachl Kazak
KHHOCDBIHBIH KOPKEMIIK XKyleciHae
MaHBbI3/Ibl MOJICHH -T€HETHKAJIBIK 2KoHe
UCOJIOTUSIJIBIK KYPbIJIbIM PeTiH/Ie
aHbIKTaMIbl. Bys Takpipein «OHeprany»
MeH «Knnematorpadusi» canacbiHa
KoOipeK KaKblH, COH/IbIKTaH OHbl «OHep
dunocodusicbl» MamaH/bIFbIHA €MeC,
artaJjiFaH OarbITTapra »KaTKbI3FaH OPbIH/bL.

Byrinri Kazak KUHOCHI — YJITTBIK
PYXaHHUSITTBIH aHHACHI peTiHe, MU(TIK
Heri3zep MeH apXeTHIITeP/i XKAHA KOPKEMLK
dopmaza KanTa KaHFbIPThIT OThI.
Pexxuccepsiep MeH 3epTTeyiiisiep/iH ochl
OarbITTaFbl LbIFAPMALLIBIbIFBI KOFAMJIBIK,
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NPOLLECTEPMEH YHIECE OTBIPBII, MOJCHH-
3CTETHKAJIbIK JIUCKYPCThIH JaMybIHa eJieyJli
yJiec Kocyna. Jlemek, skpaH eHepinaeri
MH(OJIOTHSITIBIK 2KeJTi/Ier] «omip araliibl»
MHOJIOreMachiH Tajl1ay TeK KopKeMIiK
MaceJie eMec, COHbIMEeH KaTap V/ITThIK caHa,
TapUXH 2Ka/lbl KOHE PyXaHH Mypa MaceJieci
€KEeHiH MOHbIHAybIMbI3 KazKeT.

KopbiTbinablIail Kejie, MU(OJIOTHSIBIK
OeliHeJIep MEH «eMip arallbl»
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OOJIMBICBIH TaHBITATLIH ipreJii uaesdaapra
afiHaJaTbiHbI aHbIK. Ocbl ce6Genti MU

KHUHO eHepiHeri (pUuaocopusiibK-
9K3UCTEHLHAJIIBIK MA3MYHHbIH KiJITi peTiHae
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CEMMOTUYECKOE M KYJIbTYPHO-CUMBOJIMMECKOE 3HAYEHUE MU®OJIOTUU «APEBA
XWN3HU» B KASAXCKOM XYOOXECTBEHHOM KUHO

AHHoTaums. [laHHas CTaTbsl SBASETCS NPOAOIKEHUEM HAYUYHbIX MCCEA0BAHNUM, MOCBALWEHHbIX
CEMUOTUYECKOMY U KYNIbTYPHO-CUMBOIMYECKOMY 3HAYEHUIO MU(DONOreMbl «KAPEBA KU3HUY B
COBPEMEHHOM Ka3axCKOM XYL0XEeCTBEHHOM KMHO. Llesib uccnenoBaHus — BCECTOPOHHMI aHanu3
MUDONOremMbl «4peBa XM3HU» B KUHEMATOrpade ¢ No3uLmi HaLMOHANbHOTO MUPOBO33peHMS,
UCTOPUKO-KYNbTYPHOM NaMATU, KOTHUTUBHOIO M CUMBOJIMYECKOTO NOAXOL0B. 3a0a4U UCCAeL0BaHUS
— BbISIBUTb 3Ha4YeHWe 06pasa «ApeBa XXM3HM» a B MUDONOrMYECKOM cucTeMe, ONpeaenuTb ero
(YHKLUMIO KaK KY/JbTYpHO-FeHETUYECKOro KoZa NOCPEeACTBOM KMHOS3bIKA, CUCTEMATU3MPOBATh
CBSI3U C apXeTUNMUYeCKMMU CTPYKTYpaMM B HALMOHaNIbHOM KMHO. B MccnenoBaHuM MCnonb3oBanuch
MUDONOITUYECKMIA QHANN3, CEMUOTUYECKUI NMOAXOL, CPAaBHUTENIbHO-KYNLTYPONOrMYeCcKUue Memodsl.
B ctatbe Ha ocHoBe TpynoB Kapna KOHra, Mupuum dnunane, 3urmyHaa @peiiga, Hoptpona ®pas, JlbBa
[ymunéea, Anbkes MaprynaHa, LLlokaHa YanuxaHosa, Cerinta Kackabacosa, LlaxumapaeHa KycanHosa,
Tanacbeka AceMKynoBa BCECTOPOHHE PaCcCMATPUBAETCS COAEPXKaHME U 061aCTb NPUMEHEHUS
MUDONOremMbl «4peBa XM3HU» B HALMOHANBHOM U MMPOBOM KMHO. O6pa3s «apeBa XXMU3HWU» Obin
CUCTEMATMU3UPOBAH B MUDOSTIOMMUYECKOM KOHTEKCTE, Ero 3Ha4YEHME PACKpPbITO KaK apXeTW, @ TAKxKe
noKasaHa ero QyHKLMS KakK KyNbTypHO-reHeTUYECKOro Koaa Yepes a3blk KMHO. PaccMoTpeHa ero cBsi3b
C OpYrMMU MUPONOTMYECKMMM CTPYKTYPaMK B Ka3aXCKOM KMHO M MPOBEAEH aHANU3 HA KOHKPETHbIX
npumepax. BbinonHeH CpaBHUTENbHbIM aHaNU3 BU3YyanbHO-KOHLENTyaNbHbIX 0COOEHHOCTEN B
HaLMOHaNbHOM Y MMPOBOM KMHO, @ TaKXXe UCCNeL0BaH CUMBONUYECKMIA 00pa3 «ApPEBA XKMU3HM» B TaKMX
dunbmax, kak «Kbi3 Xibek», «bankoH», «batblp basiH», «KoueBHUKM», «BbaKCbl», «KeK» € TOUKM 3peHus
CHOXKETHO-KOMTMO3ULLMOHHOIO M NMCUXOSTIOTMUYECKOro CoAepyKaHus. MiccnenoBaHue HampaBaeHo Ha HayyYHo-
TEOPEeTUYECKUI aHaNM3 TPAAULMOHHBIX NPEACTAaBAEHUI C YHETOM MMPOBOI0 CO3HAHMS M THOPKCKOIO
MbILWIEHMS B KOHTEKCTE MU(ONOrMYECKOr0 MUPOBO33PEHMS KAa3axckoro Hapoaa. [laHHoe nccnenoBaHue
NpeaocTaBAseT MeXAYHAPOLHOW ayAUTOPUM BO3MOXKHOCTb JlyyLle NOHATb MUdOoaornyeckoe
MWPOBO33PEHME KA3axCKOro Hapoaa Yepe3 KUHOMCKYCCTBO, PACKPbIBAET HALMOHAbHbIW KY/bTYpPHbIN
KOA, U KnHemaTtorpaduyeckme dyHKLMM apXeTUNUYECKOM CUMBOJTUKM.

Knrouessbie cnosa: kazaxckoe KMHO, MU, MUpOOreMa, peBO XU3HWU», baliTepek, Tpaamums,
donbkop, apxeTun, MMdono3TmKa.

Ana yumuposarus: Mypar, XonraHat, u Anma Aingap. «CeMMoTUyYeckoe 1 KynbTypHO-CMMBOIMYECKOE
3HayeHne Mudonorum «[lpesa XM3HU» B KAa3aXCKOM XyA0XeCTBEHHOM KuHo». Central Asian Journal of
Art Studies, T. 10, N2 3, 2025, c. 33-52, DOI: 10.47940/cajas.v10i3.1027

Asmopbl npoyumanu u 0006puu OKOHYAMENbHbIL 8apUAHM pyKonUCU U 3a56/1810m 06 omcymcmesuu
KOH@IUKMA UHmMepecos.
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SEMIOTIC AND CULTURAL-SYMBOLIC MEANING OF “TREE OF LIFE”MYTHOLOGY IN
KAZAKH FEATURE CINEMA

Abstract. This article is a continuation of scholarly research dedicated to analyzing the semiotic and
cultural-symbolic significance of the “tree of life” mythologeme in contemporary Kazakh narrative
cinema. The aim of the study is to comprehensively examine the “tree of life” mythologeme in film
through the lens of national worldview, historical-cultural memory, cognitive frameworks, and symbolic
meaning. The objectives include identifying the meaning of the “tree of lifes” image within the
mythological system, determining its function as a cultural-genetic code through cinematic language,
and systematizing its connection with archetypal structures in national cinema. The research employs
mythopoetic analysis, semiotic examination, and comparative cultural methodologies. Drawing on
the theoretical works of Carl Jung, Mircea Eliade, Sigmund Freud, Northrop Frye, Lev Gumilev, Alkey
Margulan, Shokan Ualikhanoy, Seit Kassykbasov, Shakhimardan Kusainov, and Talasbek Asemkulov,
the article explores the meaning and application of the “tree of life” mythologeme in both Kazakh
and global cinema. The image of the “tree of life” has been systematized in a mythological context, its
meaning revealed as an archetype, and its function demonstrated as a cultural-genetic code through
the language of cinema. Its connection with other mythological structures in Kazakh cinema has been
examined and analyzed with concrete examples. A comparative analysis has been made of the visual-
conceptual features in national and world cinema, and the symbolic role of the “tree” in films such
as Kyz Zhibek, Balcony, Batyr Bayan, Nomad, The Shaman, and Revenge has been explored in terms
of narrative-compositional and psychological dimensions.This research seeks to interpret traditional
concepts within the broader context of global consciousness and Turkic philosophical thought,
while offering a scholarly analysis of Kazakh mythological thinking. It provides an opportunity for
international readers to explore Kazakh mythological worldview through cinema and to understand
the role of national cultural codes and archetypal symbolism in film art.

Keywords: Kazakh cinema, myth, mythologem, “tree of life”, baiterek, tradition, folklore, archetype,
mythopoetics.
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1934 )KbIJIFbI |
BYKIJIKABAKCTAHDBIK
XAJIbIK OHEPI
KAWPATKEPJIEPIHIH, CJIETI
ASICbIHIAF bl KASAKTbIH
NOCTYPJII ACMAINTBIK
MY3bIKACDI

Acer [Ixxyma6aes', Aixxan Bepui6ait'

'Kypmanrasbl aTbinarbl Kazak yaTThiK KOHCEPBATOPHSICHI
(Anmatbl Kazaxcran)

Anpatna. Kasipri 3aMaH ryMaHUTapbIK, FblibIMAAP 3epTTeynepiHAeri MaHbl3abl MakcaTTapAblH Oipi

— KOFaMHbIH, 6TKEeHi MeH ByriHiH Ty#iCiHin, bonaluakTasbl 6aFbITTapabl XOCNapaayfa HerisfAenreH oHbIH,
M3AEHMWETI Typanbl TAPUXM TYCiHIriH KanbinTacTblpy 60abin TabblnatbiHbl 6enrini. MyHaam MakcaTThl
Ky3ere acblpy 3THUKaNbIK COMKECTEHAIPY YAEPiCTePiH TyCiHyre Ae 63 biknanblH TUrizesi. Ocbl peTTe
YCbIHbINbIN OTbIPFaH MaKana TakblpblObIHbIH, ©3€KTiNiri KEHECTIK Ke3eH, AaMyblHbIH, 6acblHAA Ka3ak,
LSCTYP/i aCNanTblK OHEPiHIH TapuxK1 GakTinepiH KannbiHa KeNTipyaiH MaHbI34bUIbIFbIMEH BaiNaHbICTbI.
Ocbl opaiga 3epTTey MaTepuanbl peTiHAE Ka3aK My3blKaCbIHbIH, KOPHEKTI XXMHaYLWbICbl ANeKCaHAp
3aTaeBUYTIH, My3blKablK-3THOrPadUANbIK Kbi3MeTiHiH 10 XbingpiFbiHa apHanfaH 1934 xbinfbl |
ByKinkasakcTaHabIK Xanblk 6Hepi KakpaTKepepi CNETiHiH apXMUBTIK XaHE XKapuanaHFaH Ky>KaTTapbl
anblHAbl. 3epTTeYAiH MaKCaTbl CON KyXaTTap Herisingae 1930 xbinaapablH, 0pTacbiHAAFbl Ka3ak, A3CTYpAi
aACManTbIK, My3bIKACbIHbIH, AaMY XafaavblH 3epaeney 6onbin Tabbinagbl. MakanaHbl favbiHAAY 6apbiCbiHAA
CNneTke KaTblCyLbINApAbIH KypaMbl, ONapAblH KbI3METi, penepTyapbl cMnaTTanfaH AepekKkesaep, COHAan-
ak, con ke3peri Kasak ACKP ykiMeTiHiH xanblk, eHeprna3fapbiHa AereH MaeHM CascaTbiHbIH, Bipi3ainiriH
KyaNnaHAbIPaTbiH KYXXaTTap XWHanbIN capantangpl.

Makanapa KeleHzi XaHe Xyreni Tacinaep, My3blKanblK-TapuXxu, peTPOCMEKTUBTI XKaHe
naeorpaduanblk a4icTep KonAaHbIAbl. 3epTTey HaTukeciHae Ka3akCTaHHbIH, apTyp/i aiMaKTapbiHAa,
COHbIH, iWiHae — 6aTbiCbl MeH bankal eHipiHae KobbI3 ASCTYPiHiH AaMy dakTinepi awwblibin, OHbIH,
Tapany reorpaduscbl Kasipri 3aMaHAafblAaH AaHAFYPAbIM KEH eKeHi aHbikTanabl. CneTTiH 6ipHewle KyHri
b6arpapnamanapblHAA XXapusnaHFaH AepekTep CblObl3fbl KYMNEpPiHiH Heri3iHeH eniMisfiH 6aTbiCbl MeH
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LbIFbICbIHAA TapafaHblH pacTagbl. Kobbi3 eHepiHae 0Cbl YaKbITKa AeHiH 6enriciz3 KopKbIT KyinepiHiH,
COHAAM-aK, CbiObI3FbIFa apHaNFaH aHpI3 XXaHe Tapuxum KyhnepiHiH 6onFaHbl aHbikTangpl. Cnette
TapTblIFaH fOMbbIpa Kyinepi ataynapbiHbiH Kelbipeynepi A. 3aTaeBuY XXMHaKTapbiHaH 6enrini 6onbin,
O[laH KeWiHri Ke3eHAep MafeHUeTiMi3ae HacuxaTTanca Aa, bipkatapbl XxapusnaHFaH Aepekke3aepae
KespecnereHi ManiM 6onabl. bipHelue Kyl ataynapbl KeiiiH xasbinFaH 6acka eHipnep HyckanapbiMeH
6ipoeii Hemece ykcac atayna ekeHi aHblkTanbl. COHbIMEH KaTap, MypaFraTTblK Ky>KaTTapAaH afblHFaH
ManiMeTTep CNEeTTeH KeMiH Xanblk acnanTapbl YATTblK, OPKECTPiHiH KypaMblHa KipreH 6ipkatap KepHeKTi
My3bIKaHTTapAbl — CUHKPETTIK TUMTEri M3AEHMET XacayLbinapbl peTiHAe cunaTTanabl.

Makana | bykinka3akCTaHabIK XanblK 6Hepi KanpaTKepaepiHiH, cneTi Typanbl 6onalwakTa Xa3blnaTbiH
3epTTeMeHiH 6ip Geniri peTiHae Ae KapacTblpbinybl MyMKiH. OHbIH, KY>KaTTapbIHbIH, Ma3MyHbl OTaHAbIK,
eHepniH 6acka Typnepi MeH aHpiap TapuXbIHbIH, Kasipre feiiH 6eriManim 60/1bin KenreH TycTapbiH

TONbIKTapyFa A3 KeMeKeceni.

Tyiiin ce30ep: KA3aKTbIH, ASCTYPAi aCMaNTbIK My3blKachl, KEHECTIK Ke3eHHiH 6acbl, apXMBTIK XaHe
YKapUANaHFaH KyXXaTTap, 3aTaeBuy, LOMObIPa, KOObI3 aHe CblObI3Fbl Kyiaepi, Tapany reorpaguscoi.

Aoaiiekce3 ywiH: [xxymabaes, AceT xaHe AixkaH bepaibait. «1934 xbinfbl | ByKinkaszakcTaHAbIK, XanbIK,
eHepi KarpaTKkepepiHiH CNeTi asCbiHAAFbl KA3aKTblH A3CTYPAI acnanTblk, My3bikacbl». Central Asian
Journal of Art Studies, T.10, N2 3, 2025, c. 53-75, DOI: 10.47940/cajas.v10i3.1067

Anrbic: «Central Asian Journal of Art Studies» ypHanbiHbIH pefaKLMACbIHA, COHAAN-aK aHOHUMI

peueH3eHTTepre anfbic bingipeni.

Makana 2023-2025: AP 19676609 «XaHa rymMaHuTapnbl 6inimMai KanbinTacTblpy yaepiciHaeri
aKaLeMUANbIK My3blKaTaHy FblbIMbl» FPaHTbl asACbIHAA AaNbIHAANAbI.

Asmopnap KommazbaHblH COHFbI HYCKACbIH OKbIN MAKY/10a0b! #aHe Myooenep KalillblbiFbl #OK eKeHOI2iH

Manimoelioi.

Kipicne

eTKeH racbipyia Pecefijie »koHe oFaH
KapacTbl eJiiep/ie OPbIH ajiFraH
TapuXK OKUFaJIap KaHa KOFaMJIbIK
(opMalusiHbIH KaJibINTacybiMeH Gipre,
OHBIH, MaTePHAJIIBIK KOHE PyXaHH

caJiaJlapblHblH JaMyblHa opacaH esrepiCTep

okeJireni 6erisi. Ocol Typrbiaa, 1920
JKbLJbl Kypblirad Keiprbi3' aBTOHOMUSIIBIK
COLIMAJIUCTIK KeHeC pecyOIHKaChIHbIH,
(Kbiprbiza AKCP) nneosiorusiibik

cascaTbl Kenecrep PecnybnkachiHbIH,
Heriari 6arbIThl — XKYyMbICIIbLIAD MEH
liapyaJsap/ibiH KaxKeTTijlikTepiHe cai
MOJIEHHETTi KaJbITaCThIPY GOJFaHbIMEH,
coJ1 Ke3eHJie eJliMiz/iiH XaJblK arapTy
KomuccapuaTbid Axmet BafitypcebiHoB
JKoHe 6acka 1a MeMJICKeT KarpaTkepJepi
OacKapybl MeH KOJIAAaybIHbIH apKaChIHAA
VATTBIK PyXaHHU KYH/bLIBIKTap/ibl 19pinrey
MeH HacuxaTTayra Jia alpblKiia KOHiJ

OoJinai. bys perrte esimisin atanaran

caJsia OOMbIHILA YCTaHFaH OarbIThIH COJI
Ke3zie 6acKa Koram/iblK - 9KOHOMHKAJIbIK
(opmanysira oTirn, 3aibIpJibl KoHe
MHITyCTPHAJIbl MEMJIEKET XKOJIbIH TaHIaFraH
Typkusimen canbicTbipyra GoJajpl.
3eprreyuii ['ynait Mupsaor/bl 63iHiH
«Bana BapToKThIH TypiK Xa/bIK My3blKachiH
3epTTeyi: MOTiHi, My3blKAaChl, OPbIHAAJYbI>»
aTThl MakaJsacbinaa Typkusiubiy 1920
JKbIJIIAPJAFbl MOJIEHH casicaThl TypaJibl:
«After the establishment of Turkish
Republic in 1923, in accordance with the
changing political conditions, the state
has started a search for a new identity.
This search, with its political and cultural
dimensions, has its root in Turkism. Such
cultural politics based on Turkism and/or

11925 bl 15 maycbiMaa Keipreiza ACKP
Kaszak ACKP Gouibin e3repTidii.



nationalism, like in other countries, had to
focus its attention on national culture and
its unifying power. During the formative
years of Turkish Republic, this tendency
towards national culture became apparent.
During this process some serious research
activities on Turkish folklore, especially
musical folklore, were conducted» — «1923
*blbl Typik Pecny6/nkach! KypbliFaHHaH
KEHiH e3repil yKaTKaH cascH XKarfainapra
colikec, MeMJIeKeT 03iHiH »KaHa Oipereiik
KeJIOeTiH i3neyre 6eT anpl. CasicH KoHe
MOEHH KaKTapbl 6ap OyJ1 i3AeHIC TYPKIJIK
Heriznepre cyienni. backa ennepaerinet,
TypKi/iK xoHe / HeMece YATHIBLLIABIKKA
Heri3JesireH MoJIeHH casicaT 03iHiH Ha3apblH
VJTTBIK MOJICHHUET »KaHe OHbIH, OipiKTipylLi
KyLine aynapabl. Typik Pecny6snkacol
KaJlbINTacy KblJapbl YATTHIK MOJIEHUETKE
Jiered 6eTOypbIC aHbIK KopiHei. by
Ke3eHJIE TYPIKTEP/LiH, acipece, My3bIKaJbIK
(OJIBKIOPBIH 3€PTTEY KYMBICTAPbI 2Ky3€ere
actbl», — zien xkaszansl (Gulay Mirzaoglu).
Anaiina Typkus en 6ackapy iciH ToyeJcis
MEMJIEKET peTiHe XKYPridce, Ka3ak eJliHiH
MOJIEHH J1aMy TY2KbIpPbIMaMAachl TAlThIK
UIe0JIOTHAAMEH OalJIaHbICTBI OOJIIbI.
Herenmen, 1920 xbliapaarsbl MajieHU
casicaTbIHbIMbI3/IbIH, 6ACThI KETICTIKTEPi —
Anexcannp 3ataeBuutin «Kazak xaJKbIHbIH
1000 oHi» My3bIKaJIbIK STHOrPaQHsIbIK
JKHHAFbIHbBIH, KapbiK Kepyi, Pecefii,
opTaJibIK KaJslaJapblHa Ka3ak My3blKachl
KOHLEPTTEPiHiH YABIMIACTBIPBIIYbI, aTaKThl
onuli Omipe Kauay6aestbin [lapuk 6en
Maiinnarel @pankdypTTa Ka3aKThiH OHiK
9H OHEePiH HacuxaTTaybl — My3bIKaJIbIK
MOJICHUETIMI3/IiH COJ Ke3/Ieri TAPUXbIHBIH €H,
AlLIBIKTBI OeTTepiHe alHaJFaHbI OeJITidi.
Ounapnpid iminae A. B. 3aTaeBuuTiH Kaszak
XaJIblK My3bIKaChIH »KHHATM 2KapHsiiaybl MeH
OHbl OHJICYiHIH MaHBI3bIH OeJIriJI 1opexene
BeHrpHsiHbIH aTaKThl KOMITO3UTOPBI
JKOHe My3bIKaJsblK 3THOrpacbl bana

2EcKepeTiH xKoHT, KEHECTIK Ke3eHHIH 6achbliH1a
MYHBIMEH JieHreitiec ic-mapa OpTasbik Asust
eJIICPiHiH elIKANCBIChIHIA OTKi31/AreH 2KOK

BapTokTbiH eHOerimeH KaTap KoHbln
Kapactbipyra 6oJaipl. JlocTypsii My3blKaHbl
JKUHAY KYMBICBIMEH aiHaJIbICKaHAa KOC
MAaMaHHbIH MAKCATTAPbl MEH 9JlicTepi
63apa epeKLIeiHINeHIMEeH, 0J1ap/ibl XaJlblK
MypacblH 0pacaH MoJl KeJieMAe XKUHall,
KiTalKa 2KapusliaFraHbl MeH 6HIETeHi,
CONTII, STHOMY3bIKATaHYJIbIH MaHbI3/bI
OarbITbIH alUKAHbI ©3apa OpTaKTacThIpabl.
Heabcon Hasua Taitiop «bena baprok:
THOMY3bIKOJIOTHSI ATAChI» aTThl
MakaJjacbiiaa rajabim Tainop Paii Hesbcon:
«BapToKTbIH Kyl yKirepi STHOMY3bIKOJIOTHS
caJlacblH KaJIbINTacThIp/bl, ce6eoi
0J1 3THHKAJIbIK My3bIKaHbl 3€pTTereH
aJIFallKbl MY3bIKAHTTap/IbIH, Oipi O0JIbL. ..
OHbIH aKaIe MUSJIBIK 2KYMbIChI COJI 3aMaH
My3bIKAChIHA ©3repic eHTi3iM, 6aThbIC aJ1eMi
VLLiH OYPbIH 3€PTTEJIMEreH cajlaHbl allThl»,
— nen G6aranaisl (Devid Taylor Neison
2012). O3iHiH My3bIKaJIbIK STHOTPAPUSIIBIK
YKHHAKTapbl apKbl/ibl KA3aK XaJKbIHbIH,
MY3bIKaJIbIK MypPAChIH 9JIeMTe TaHbITKaH A.
3araeBuy eHOeri e esiMi3/iiH MoleHHeTi
YLiH TApUXH MOHi ©LINeNTiH KyOblbIC
OoJiraHbl aHbIK.

«Kaszak xaqakbiibiy 1000 oni»
KiTaObIHBIH MaHbI3bI COJ Ke3JIiH, 63iH/1e
O6uiK Oaranaubirn, 1934 kbl Asimaroiia
oTKeH byKirkazakcmanoolK XaiolK OHepi
Kadpamxepaepinin [ caemi KopHekTi
My3bIKaJIbIK STHOrpaThIH aTajra
eHOeriHiH JalbIHABIFBl asKTaJblIl, Oacrara
YCBhIHFaHbIHA OH KbIJT TOJTybIHA apHAJIbI .

OcbliraH opaii, MakanaHblH aepmmey
mamepuanes petinae Kasakcran
Pecny6imikaceinbig Opranbik MemyekeTTik
apxuBinje cakrajrad 1934 »kblirbl
[ bykinkaszakcTaHbiK XaJblK 6Hepi
KalpaTKepJiepiHiH CJeTi KyzKaTTaphbl
aJibIHbl. Osap/iblH KypaMblHa: YKiMeT
JKOHE caJlajiblK MeKemedJiep TaparblHaH
OeKiTiJIreH KayJibljlap, CJAeTTiH XKyMbIC
OarnapJsiamaJgiapbl, XaTtamaJgapsbl, oFaH
KATbICYLLbIAPAbIH, TI3iMIEPi, 0Japra
apHaJIFaH aHkeTaJsap, T.0. eHJi.

by matepuannapnas xone
YKapusiJlaHraH e peKKosiepieH aTajrat
ic-uapanbiy, KazakcrannbiH arapty iciHin,
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komuccapbl Temip6ek JKypreHOBTbIH,
OaclblIbIFBIMEH MeMJIEKETTiK

JleHrelae yibIMIACTIPbIbIIL, 2KAH -

YKAKTbl OUJIACTBIPbIJIbII, 6T€ MYKHUSIT
JalbIHAAJbII, OFAaH YKIMeT TaparblHaH
VJIKEH KoHiJs GeJliHreHiH Oisyre 6oaisl. by
KalpaTKepjliH, CJeTThl YHbIMIACTbIPY/IAFbI
OeJiceH/li poJli OHbIH 63 MaKaJacbIMeH
Katap, oJ1 TypaJibl 3aMaH/aChl - XKa3ylIbl
ooninna Toxxibaes ecresikrepinje 1e
kepcertinreH (baybip:kan Mmanranues
89-90; 531). An CneTTbiH 6TKi3iyi Typasibl
KasCCP XaJiblK KoMHccapaapbl KeHeci
KayJibichl ciieTTeH 6ip Kbl OYpbIH, SIFHH,
1933 2kpLabiy, 28 wii/gecinie MIbIFLI, OHIA:
«1. XaablK arapTy KoMHUCCapHaTbiHa OChl
MepeHRTON bl OTKI3Y/li TanchIpbim, AJMaThl
KasacbiHa A. 3ataeBuuri, KazakcraH xoHe
Kopuli pecrnybrKanap XaablK My3blKachl
KarpaTKepJiepit Wakpipy; 2. AnMaTbl
KaJacbinia A. 3aTaeBUUTIH KbI3MeTiHe
apHaJsiraH 6astHaamachl 6ap, OHbIH
LIbIFapMaJiapbl OpbIHAANATBIH KOHLEPT
yibIMaACThIpY; 3. A. 3aTaeBHUKe Ka3ak
OHJIEPiH »KUHAY YLUiH FBIJILIMH iC-canap
YHBIMAACTBIPHIM, OHbIH eHOeKTepiHiH, [11-
TOMbIHbIH, OAChLIYbIH KAMTaMachI3 eTy; 4.
A. 3araeBuutin KazakcTaHHbIH My3bIKaJIbIK
OMipiHe CiHipreH KyH[ibl yJeciMeH
TaObIcTapblH Garasar, XaJjblK KomuccapJsap
KeHeciHe 0CblFaH OakJlaHbICTbl Maceiesiep/i
MbICBIKTAY>» KapacTbipbliraH (3ataesuy
260).

Coubimen katap, BKIT (6) aynanubik
KomuTeTi Manenuer xKoHe JIeHMHU3MI
HacuxatTtay OeJliMiHiH MeHrepylici
Ka6ysnoB »xone Kazak ACKP ykimerinin
Xauiblk arapty Komuccapbl JKypreHoB
OexiTkeHn «ITapTHsiabIK, KEHECTIK XKoHe
KOFaMJIbIK YHBIMIAP 2KoHe XaJlblK arapTy
KbI3METKepJiepiHe apHaJ/FraH YHIeyjie»

BKIT (Bb) aiimakTbiKk KOMHTETiHiH 1IeLiMiH
)Kysere acbipy KoHe XaJjblk ArapTy
Komureti kosterusicoinbie, 20/1X-33
KblIFbl KazakcTanaa yiaTThiK OHep/iH 1aMybl
TypaJibl KayJbicbiHa cotikec, 1934 »KbljibiH
MayCbhIM albIHbIH aJIFallIKbl KyH1epi AJiMaThl
KaJlacblH/a XaJIblK OHepi KahpaTKepJepiHiH
Bipinui 6yKiJKazakCTaHAbIK CAETTiH,

LIAKbIPBITYbI TypaJibl aUTBIJIbII, OHbIH,
Herisri MiHaeTTepine:

1) KazakTbiH oHiepi MeH KyiJepiHiH
KOPHEKTI OpbIHAAYLLbLIAPbI, KOObI3LIbLIAD,
JoMObIpallbLIap, ChIpHAULLIbLIAD
(chIOBIFBILIBI, Kypaillibl ), Oulligep,
JleKamaTopJiap, epreriiijaep, KyJauipriiep,
UMITPOBU3ATOPJIAp, ChIKAKILBLIAPD,
CypeTLlifip, MyciHlIiJep, arai webepJepi,
3eprepJiep MeH 010 OloLlblJIap/ibl aHbIKTAY;

2) PeBosoUABIK KOHE COLMATU3M
KypY Ke3eHIepiHaeri xKaHa oHIep
MeH KyiJiep, yacTylikanap, eJeHiep
JKoHe T.0. TaKnaKTap CeKiJji XaJblK
LIbIFapMallbIIbIFbIH OalKaylaH ipikTey;

3) Kasak otonapbit, mycinaepi men
KOPKEM CypeTTepiH, CyHeKTeH, araliTaH,
TacTaH XKoHe MeTaJllaH OMblJIFaH KepPKeMIIK
HyCKaJ1ap/ibl KHHAY;

4) CneTke XaJsblK ©HEPiHiH XKOFapbl1arbl
aTaJjiraH caJjasapbiHaa uebepJirid
KOpceTKeH OapJiblK eHOeKIli Kazakrap
KATbICYbl MyMKiH», — JIeTT Ka3blJIFaH
(PKyprenos, Ka6ysios 50).

Pecny6nnkanbiK aeHreiae eTkeH
OaliKayblH aJblH asla XKaH-KaKTbl
OlJ1acThIpbIJIFaHbl OFAH KaTbICKaH
eHeprasjapra apHaJ/IraH aHKeTa
cypakrapblHaH 1a O6aiikajaanbl. ApXuB
mMaTepuasapsl iinae batoic Kasakcran
oHe Akrebe o6sbickiHaH KereH 1 1
KYHLLIHiH aHKeTaJ/Japbl CaKTaJIbll, OHbIH
COHbIHJIA YJ/IT acnarTap opkecTpiHe
JKYMBICKA KaJlyFa KeJliCeTiH-KeJiClIeHTiHi
Typausibl 1a cypak KorblaraH (Ankera Ne
108, ¢ 5).

Makasna TakblpblObIHbIH 03eKmiAiei
OTKeH FacbIp/ibiH, 30-Lbl XKblJIAAPbIHAA
KA3aK MY3bIKAJIbIK MOJICHUETIHE ]

Tapuxu okura — [ Bykinkasaxkcranabik
XaJIblK OHepi KalpaTkepJiepi CaeTiHiH,
Tapuxu MaHbI3bIMeH OallnanbicThl. KeHec
ykimertitid 1920-1930 xblinapaarst
MJICHH KYPbIJIbIC casicaThbl asChIHA JKy3ere
aCKaH aTtaJIraH ic-uapa oCblFaH JIeHiH
kebiHece OeJIrisi eHep Y2KbIMAAPbIHbIH,
HeMece aTaKThl eHep KalpaTkepJepiHiH
LIbIFAPMalIbI/IbIK »KOJIbIHA apHAJIFaH
eHbeKTepjle KapacThlpbljbl. YKapusiaHra



JIepeKKosJiepre FaHa CyHeHreH 3epTTeyepye

Ciier »keke 3MM30/1 peTiHe FaHa
CHUMATTAJIbIIN, OHLIH LIbLIH MoHiHAe 1930- b
JKBIIAAP/BIH OPTa Ke3eHiHIeri Ka3aKThIH,
JOCTYPJIi My3bIKAJIbIK MOJICHUETIHIH J1aMy
JIEHIeHiH alKbIHAAFAH MaHbI3/lbl TAPUXU
OKHFa €KeHJIir MaMaHAap/iblH Ha3apblHAH
ThIC KaJsiFaH. OcblraH jiefiiH »KasbliraH
KA3aK MY3bIKACbhl TAPUXbIH/A, HETi3iHEeH,
ataJsirad 6aliKayaa 03bIK LIbIKKAH KoHe
K9CiOH eHep Y2KbIMAApbIHA AKbIPbIJIFaH
OHep KalpaTKepJepiHiH FaHa ecimaepi
aTaJIblI, eJIiMi3/liH opTYpJli alMaKTapbiHaH
OipHeuie ait 60MbI ipikTeJin KeJreH
oHeprnasaap MeH oJIap/blH 9KeJreH
periepTyaphbl ataycbi3 Kagjpl. CoJ ceGenri

OyJ1 TaKbIPBINTHI FBIJILIMK aHHAJbIMFA €HIi3y

acrnanTblK MypaMbl3JiblH, TAPUXblHA KATbICThI
JlepeKHaMaHbl TOJILIKThIPYFa eJieydi yJec
KOCYbI THiC.

Makanaubii makcamor — 1934
KblIFbl | ByKinkazakcTanabiK xasbik
OHepi KaupaTKepJiepi CJeTiHiH Ka3aKThbiH
JIOCTYPJIi aCnanTblK MOJACHUETIHIH
JlaMybIH/IaFbl TAPUXH MOHIH KepceTy.
3eprTTey MakcarTaphbl: 1) cjieTke KaTbicKaH
KYH 2KeTKi3yllijiep KypamblH aHbIKTAI,

2) oJ1apIbIH KyKaTTap/a cakraJjraH
perniepTyapbiHa MoH Oepir, o1 KylJaepsi
JIOCTYP 2KAJFACTBIFbI A5IChIHIA KAPACThIPY
60JIbIN TaObLIAMbI.

[ Cner typasibl MasliMeTTep HeriziHeH
Kypmanraabl atbiniarsl Kazax yaTTbiK
XaJIbIK acrarnrap OpKeCTpiHiH TapuXbl
TypaJsibl KasraH 3epTreyiiisep A.
JKy6anos, I'1. ApaBuH koHe b. ['nzaton
eHOeKTepiHe Keaaeceli. bysn mamannap
aTaJjiraH Tapuxu ic-1apaHblH OPKeCTp
KYPY/ZlaFbl OpacaH 30p MaHbI3bIH KOPCEeTe/li.
MyH/1a asraliKbl aBTOpP CJAETTiH aJAbIHA,
YKapThI Kbl OYPbIH, 1oMObIpa aHcamOJ1i
acrnanTtapbiH XKeTiiipy 6apbiChiHIA TEHOP
JoMOBIpaJiaH eKi ece yykeH 6ac 1oMObIpa
acrnaOblH €HTi3il, OPKEeCTP/LH AbIOBICTHIK
ayKbIMbIHbIH KeHeHTeHiH »ka3ajibl. Conpai-
ak, kopHekTi ky#iinep M. bekeflixaHos,
JI. Myxuros xxoHe K. Menerosrep o3
KYHJIepiH opKecTpre asgHOall yCbIHFAHbIH,
aj komnozutop Mean Kolibik kactapra

HOTa cayaTbiH YipeTKeHiH »ka3ajibl. COHbIH
HoTHzKecinae ancaMOJib 1934 JKblIIbIH,
MaychIMbiHIa AsMaTbia wakbipblirat [
BykinkaszakcTaHbIK CJAETTiH KOHUEPTiHE
KaTbICKAH/1A, ThIHAAYLIbLIAP/BIH,

COHBIH iLIiH/E Ka3aK COBETTIK My3blKa
STHOrpaUsiChbIHbIH aTachl A. 3aTaeBUUTIH
JKBIJIBI JIeOi3iHe e OOJIFaHbIH KopceTeli
(PKy6anoB. OH-kyil canapbl 201).
ConbimeH KaTap, A. )Ky6aHoB ciieTke
kearen I'. Maros, K. Kanamb6aes, O.
KaburoxKuH1ep/iiH yCblHFaH penepryapbl
MEH OPbIHAAYLIBLIbIK eGepJirine

yakeH MoH Oepeni (’Kybanos. Kyit
mepekeci). Myabikartanyibl [1. ApaBun
cjeTTe 1oMObIpa aHcaMOJiiHe CKPUNKA
(opeinpayibt I, Jlyraies) xone daieiita
(opbinpayibl . bekracoB) acnantapbiHbiH,
Jla KOCbUIFaHbIH Ka3raH (ApaBuH. AxmeT
JKybanos, 44).

b. Tuzartos caerte nom6bIpa ancamoi
aJiraul peT KoHUepTTik 6araapJjama
YChIHFaHbIH, aHcaMOJibIeri acrnanTap/ibiH
My3bIKaJIbIK - TOXKipuOeJiiK 1iebepxaHana
yKacaJiraHblH, COHIal-aK, OPKeCTp
myltesiepi 6ipKeJiki KOCTIOM KHill

LIbIKKAHbBIH, PENepTyapblHAa XaJlblK KyHJepi

— «Kenec», «bu kyiti», «Keniniek»,
«Kapabac», «AitkaH Kpl3» KoHe XaslblK
aHnepi «bankypai» men «Kaprat»

OpbIH/IAIFaHbIH XKa3ajibl (I n3atoB AkageMuk

Axwmer JKy6aHoB 43 6).

CoHbIMeH KaTap, rajbim OyJ1 ic
11apara KaThICyLIblIap/bIH 6HePi 2KOFaphl
OaraJanbin, KasatkoMubiH, 1934 »KbliabiH
21 maycbimMbinza | BykinkaszakcTanbik
XaJIbIK OHepi KahpaTkepJiepi CAeTiHiH
HaTHKeJslepiHe GaliianblcTbl KayJibichiHaa
A. 3aTaeBHuTIH Ka3ak XaJiblK HIEPiH
JKHHAIM eHJIeyJIeri 30p eHOeri ecKepii,
Mys3bIKasbIK TEXHUKYMHBIH JIoMObIpa
yHipMecCiH ally TypaJibl YChIHbICHI
MaKyJIaHFaHbiH, coHlai-ak, KayJsbina
JIoMObIpa aHcaMOJTiHiH XKyMbIC ToxKipOHeciH
»koHe PecrnybyiMKaHbIH cCOLMaIn3M
KYPY KE3€HiH/E XaJbIKThIH, 6Cill KaTKaH
MOJIEHH KAXKETTUIIKTEPiH eCKepe OThIPHIII,
«Xanblk Arapty KomuccapuaTbiHbiH
JKAHBIHAH KOJIX03, COBX03 XKoHE BHJipic
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OpbIHJApbIHA OHED KopceTy yuliH, | cieTke
KaTbICKaH XaJlblK 6Hepi KalipaTKepJiepiHeH
XaJlblK acrnanrtapbl OpKeCTpiH KypblIl,
oHbl PecnyOsnKaibik 610/pKeTKe KOocy»
MaceJieci KOUbIFaHbIH KepceTelli. b.
TusatoB eHberinae kepcetinrenae,
atasran KayJbira coiikec Kazak ACCP
XaJiblK arapTy KOMMCCapHaTbIHbIH apHalibl
OyipbIFbiHaa Kazak yaTTbIK OpKeCTpiHiH
KYPbUIYbI 2K6HiH/Ie OblIail en »Ka3blJIFaH:
«My3bIKaJIbIK - ipaMaJiblK TeXHUKYMHbIH,
JnoMbbIpa opkecTpi MeH XaJiblK oHepi
KalipaTkepJiepi cJeTiHe KaTbICKAH eH Y3/iK
J1oMObIpalibliap, KOObI3LIbIIAP XKoHe
CbIOBI3FBINIBIIAP HETi3iHae 25 MayCbIMHAH
6acran «KazaTkom aTblHIAFbl YATTbIK
OpKeCTpi»? KypblJIbl €T eCENTe/CIH».
Bys GyiipeiKTa, COHBIMEH KaTap, OPKeCTp
KaTbICYLIbLIAPbI apachiHia TopOue
YKYMBICBIH XKYPrisin, 1934 »KblijibiH
KBIPKYHETiHEH My3bIKaJIbIK TEXHUKYM
JKaHbIHAH Ka3aK XaJblK acrarrap KJaacblH
aiiy yebinbuirat (['usatos. AkageMuk Axmer
JKy6anos 44, 45).

Makananbl naiibiniay 6apbichiHa
KelOip KUbIHABIKTAP TYbIHAAFAHbIH
anty kepek. Onap Heriginen Caet
MaTepHaJiapbiHbIH paciMaenyiMeH
HaiisiaHbICTbl 60JIbl. MbIcaJIbl, TAPUXU
ceOenrepre 6aHJaHbICTh, €iMi3eri pecMu
Kykarrap 1930-11bl XKbl1apkl OpbIC TisliHe
TONTBIPbIIFAHBIKTaH, | BykijKazakeTanabik
CJIeTKE KAThICYLIbLIAP KIHE OJIap/IblH,
eHepiH OarasaraH KaipaTkepJepiH,
OacbIM KOILiJ/iriHiH Teri FaHa »KasblJblIl,
uHupanaapel 6enriienderen. Cos cebenri
6 o0JibIcTaH KeJireH paMHUIHUsIChl YKeac
oHeprasnap/bl 9pTypJi Ky»KaTTapMeH
caJsIbICTbIpa KapacTbipmaca, oJap/bl c1eTKe
KaTbICKaH Oip TyJ/IFa A€M LaTacTbIpyra
6osapl. Kellbip opbinaaylibliiapibiH Teri
COJI Ke3JIeTi YITTBIK 6Hepre eseyJii eHoeri
ciHipreH KalpaTKepJep/iH Terine coikec
KeJireH (Mbicasibl, OMip3akos, CMaiblLIoB?).
CoHbIMeH KaTap, apxuB KyxKaTTapblHja ic-
11apara KaThbICKaH KeHOip eHepriazaapabiH
Teri 9pTypJli HycKala »Ka3blJIFaHAbIKTaH,
oJsiapapl GipHelle OoJiek Kici peTinue
KaOblylayra Heri3 Tyajibl. XaJlblK apachitja

SHLLIJIEp MEH KyHLLIiJep Heri3iHeH 63
TeriMeH eMec, aTbIMEH TaHbIIFaH/IbIKTaH,
6yJ1 2karnai nepekkesepie Anmarbiia
KaJMai, eJiiHe KaUTKaH JlapbiH
veJiepi TypaJibl MaJliMeTTe i i31eyi
KHbIHJATBII, HOTHXKECIH/IE, 3ePTTeY
JKYMBICBIHBIH, KeJleCi Ke3eHiHe 00JBICTBIK
apXUBTEPJCH MaTepuaJsap isney
OapbICbIHA 1a KOJAUChI3ABIKTAP KeTipyi
MYMKiH. ©OHeprasiap yCblHFaH OH MeH
KYHJIEep/IiH Ka3aklila atayJjapbl 6ipae
OpBIC TPAHCKPUITLMACBIH/IA »Ka3blJICa,
OipKaTapbIHbIH pernepTyapbl OPLIC TiliHAECTI
ayjapmachl 60ibiHIlIA FaHa OepisireH.
ConbimMeH KaTap, OyJ1 ic-11apara KaTbiCKaH
KerlOip eHepnazaap KaTbiCylIblIap
Ti3iMiHze GosiFaHbIMEH, OHep OalKaybl
Oaraap/amachIHia oJ1 TyJFalapiblH He
e3i, He peneptyapbl KepceTinmereH. Ciet
KATbICYLLbIAPbIHbIH XKYMbIC Ti3iMaepi
OipHelle HycKana OOJIFaHbIHAH, OJ1
TypaJibl xKapusiianran « Kazakcranckas
npasaa» raseTinjieri Makasnana apxuB
Ky?KaTTapbIHAAFBI Ti3iMAEp/e KOpCeTiareH
124 xaTbicylibiHbIH 6ip 6eJiri FaHa
oenrisienren (Epuaszapos, xxymabaes 21
uioHst 1934 ).

OkiHillike Kapai, cjieTke KeJreH
OHep KalupaTKepJlepiHiH 9KeJIreH YJITTbIK,
My3bIKaJIbIK Mypa HyCKaJlapbiHbIH,
ayMozkasbaJsiapbl XKoHe oJlap/ibIH Tacrara
YKa3bLIFAHBI TyPaJIbl 1€PEKTEP TaObLIMAIbI’.
Conpaii-ak, 6ailkayjibiH KypMeTTi

*Kasakcran Oprasbik Atkapy Komuretinin
aTbIH/AFbl VJIT OPKeCTpi

*CuieT KaTbICyLIbLIAPbl MEH OaliKay
TOPAJNKAChl MyLLIeJ IepiHiH (haMuJusiIapbl
MaKaJiajza aBTopJiap TaparnblHaH Kasakiia
TPAHCKPUIMILUSFA KeJTipiJin xKasblaabl. XX
FACBIP/bIH eKiHIIi XKapThIChIHAA XKAPUAJIAHFAH
JIePEKKO3/Iep/ie aThl aTaJiFaH KyHIIiJepuLiH
MHUILMaIAapbl Kockin Gedrineni. CoHbIMeH
Karap, cjet 6ariapaaMacbiHjia aTaybl
OpbICLIA Ka3blJIFaH KyHJIep/li Kasak Tisine
TopKiMa/siaFraH — MaKaJa aBTopJiaphl.
SBeariai rasnbiv K. )Ky6aHoBTEIH MaKaJachbiHia
EpmekoB akeJireH «AKcak Ky/IaHHbIH»
>Ka3blJIFAHbl TypaJibl IePEK alThlIFAHbIMEH,
oJsi tacria KP Oprasibik MeMJIeKEeTTiK apXUBi
KOPbIH/A Ke3eCIe/i.



Tepasnkacbinna 6oaran A. 3aTaeBUUTIH co
KesJle HoTara TycipreH »kazbaJiapbl Kagipri
yaKbITKA JIeHiH 9J1i 2KapUsiJIaHFaH 2KOK.

daictep

Tapuxu-apxuBTik maTepuaJsra
HerisaenreHiHeH, MaKaJaaa
PeTPOCMEKTUBTI, HIeOTPaUABIK KOHE
MY3bIKaJIbIK-TAPUXH 9LiCTEP KOJIAHDBIIAbI.
PetpocnekTuBTi ofiicTi KoJIaHy eniMi3iz
OTKeH FachIp/ibiH, 30-Kbl/IIapbIHAAFbI
JI9CTYPJli My3bIKaJIbIK MOICHHETI

Typauibl TyCiHiK Oepyre KoMeKTece .
Wneorpadussibik o/lic ceTKe KeJreH
KOPHEKTi eHep KalpaTKepJiepi MeH oJlapiblH
JKETKi3reH 0ail MypachlH KapacThlpyra
MYMKiHIK Oepeti. MysblKaJlbIK-TapuXu
anic kemerimen 1930 »bliiap opracbinia
60JIFaH My3blKaJIbIK KjlirepJep
TaKbIPBINTAPbIHBIH OFAH JeHiHTi )KoHe 0JlaH
KeHiHTi Ke3eHaep/eri MojieHueTimiszieri
OpHbIH aHbIKTayra 60J1a/ibl.

Tankbinay

Kazakcran Pecniy6snkacbiibiH OpTadbik
MemsiekeTTik apXuBiHeH aJibiHFaH |
BykisKkazakcTaHbIK C/1eTKE KATbICThI
KyzKaTTapjibl 3epTTey 6apbiChbiHia

oJ1apJibIH anralKbichl — XaJblK oHepi
KaipatkepJiepinin | Kasakcranmupik cieri
MaxKisticiHin Ne | xatTamack! eH KeJieMli
Ky»Kat 6oJiFaHbl aHbIKTa bl 1934

»KblIbIH, 14 MaycbiMbiHia GacTasra
Caettin kypmeTTi [ Ipesuauymbina
Teparacbl Mup30siH xkoJ1ac 6actara

BKII (6) ©Onkenik komutetinin [1-1i
TMUICHYMbI CalJIaHblII, OHbIH KYMbIC
npe3uiMymMblHa: AcnanTbiK OpbIHIAYLIbLIAP
(Mucrpymenrtanuctsl ) GpurajgacbiHbiH
»KayanTbl )etekiiici — JKybarnos, buiisep
(Xopeorpaductbl) GpuragacbiHbIH yKayarnTbl
x)erekuici — Aau-Apdobyc, OHrimentinep
(Pacckasgunkn ) GpuranachiHbiH XKayarnTbl

SKaparanbl, Baixamcetpoi.
KycinoB 60J1ybl 1a MyMKiH.

x)etekiici — Toacibaes, Cypetiiifep,
Keckil-uieGepsiep, oo OAThIH ycTanap
OpHraaachbiHbIH KayanThbl KeTeKIici —
baakaes enpi.

AcnanTbiK OpbIHAAYLIbIIAD
TepaJsiKacbiHa, COHbIMEH KaTap,
bpycunosckuii, beketixaHos, 3aTaeBuy,
Koupbik, MyxuToB xaHe Jlanre
(kommosuTop ) Kipai (3acenanue [lepsoro
Ka3aKCTaHCKOTo cJieTa JiesiTesieli HapoiHoro
nckycersa 9).

Caertin keseci kyHinzae (1934 »xbliapiH
15 MaycbIMbl ) 6Hep KepceTKeH Kyitiisep .
Ownryctik Kasakceran, I1. AnmaTbl 06J1bICH,
[II. [lbireic Kazakcran o6Jbicel, 1V. Akrobe
00JibIchl, V. Batbic Kazakceran o6J1bIChHI,
VI. OptypJi obabictapaan® kesi. By -
KYH KeHiCTIiriHiH ynaH-0alTaK eiMi3aiH,
OYKiJT TEPPUTOPHUSICHIH KAMTHII, OHBIH
JKAJIBIYJITTBIK CUIATBIH alKbIHAANTBIHBIH
KopCeTes.

Caier 6arnapiaMachiHbIH aCTanTbiK
My3blKa OpbIHAAYLLIbLIapbl OHEP KOPCETKEeH
KyHi - 1934 xbuiapiH 14 MaycbiMbiHIA
domboipa, K0OLL3 }KIHE colObl3bleA
apHaJIFaH KyiJep TapThl/ibl. AHBIFbIPAK
alTKaH1a, oHaa 10MObIpara apHaJrai
33 Kyi, KoObI3ra apHaJ/iraH [ 3 xKoHe
CbIOBI3FbIFa apHAJIFaH 3 Ky TapThIIFAHbI
OeJIriNeHreH.

Koboi3 docmypinin okirdepi aTakThbl
KOOBI3LIbIIAP/bIH aThl KO LIbIKKAH
Omnrycrik Kasakcran, Kaparanapl
obJibickiMeH Kartap, [lvievic Kazakeman,
Axmobe, Opaa o6sbICTapblHaH 14
kesni. YKanmne! anranna, CieTtke 6
00JIbICTBIH, 6eceyiHeH ( OHTYCTIK
Kazakcrannan — Karambaes (Kanambaen)
neH JKycinog” (JKycyHoB), batbic
Kasakcrannan — Tizewos (Tunasiion),
Kaparanupbl o6sbicbinan — Mowkmoibaes
(MbikTbi6aeB), Lbirbic Kazakcrannan
— Bepkibaes (Bepxku6aes/bapkutaes),
AkreGenen — Aeamarnos (Aratanos)
ceKisii 7 KOObI3LIbI KATbICKAH.

ColbbL3ebl Kytiaepit caeTTe
Batbic Kasakceran obJibicbinaH
kearen Yonues (Bannes/banues)

TMeH LIbIFbICKA3aKCTaHbIK Hcaamnos
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opbiHaanbl. barnapiamana Yosnuen
penepTyapbinua «Akcak KyJjaaH», «Asz6an»
»KoHe «Hapinren» kyinepi 60J1FaHbl
OeJriJieHin, eKiHlli CblObLI3FbILIbI CJET
KatbicywbliapbiHbiH Lbirbic Kasakeran
0OGJIbICBIHAH KeJITeH OKijiep Ti3iMiHe
«ChIOBI3FLILLIbI, OUILLIT» OOJIBII 2Ka3bIJIbIII,
TapTKaH Kyisepi KopceTisiMereH.

Baiikayna ky#iiiinep eHepi ceiHa/FaH
KYHI YCBIHBIIFaH KyHsepiH 6acbiM Oediri
domboipautbLrapoLy OpbIHAAYbIHA
60abl. Osap enimMiniH 6 06JbIChIHAH
keqi. Contapabit, iwinae Aamameol
KaJiachl KoHe Anmameor 06JbICbIHAH
— Emmyxamenos (Emmvyxamenos),
Barimyxam6etos (baiimyxambeTtoB),
Paxbim6ekoB (Paxumbekos); Oxmycmik
Kasaxcman obabicbiHaH — EpMekos,
Kynbim6erto (KynbimoeToB), Kyanubikos
(Kyanmpikos /Kynanasikos ), JJochMGEKOB,
Ceprasues (Ceprazees), Ennitaen
(Ennpibaen), Kuembaes; bameoic
Kasaxcman obnbicbiHaH — KaOGuroKUH
(Kaburyxun), Kenti6aes (Kornur6aen),
Mykanos (Mykanos), MatoB, Omip3akoB
(OwmepaakoB), lerevic Kasakcman
o6nbicbiHal — [pre6aes (Mprebaes),
birim6aes (butnmbaen), bazapbHaes;
baaxawcmpotidan — CeliTKacbiIMOB
(Ceiitkacumon), TinemoB (Taetios);
Axmebe obabicbiHan — KypmaHos (
Kypmanos) 6osbl.

AnmMaTbl 06/IbICBIHBIH, TyMacChl
Paxoimbexos cnetre 1) «Kapa xxopra»
(«Kapa »xxopra»), 2) «Kenecapsbl
v Haypbiz6ail Bo Bpems njieHeHust
y Kupruzos» («Kenecapbl MeH
Haypbi36aiijibiH KbIPrbl3 TYTKbIHbIH/A
OoJsiFaHarbl Kyisepi»);

Ownrycrik Kazakcrannan (QyJveatanan)
KeJireH eHepnas Epmexos 1) «laynbaep»
(«ayinaip»), 2) «¥Yxoxy» («Keremin»)
KyisiepimMeH Katap, 3) « XpoMoit KyjiaH»
(«/lukas omanb» ), («AKcak Kysaan» ),

4) «bana Kys1aH »KoCbIraH, TyCeMUCHH
ochiran» («bajsa KyJiaH »KocbiraH, Tycemiciy
ocblFan» ), 5) «Afinarapra ecTupreHb»
(«Annahapra ecripren») 6egimaepinen
KypaJIiFaH UMK/ KYHJIePi OPbIHAA/bI.

Arasran eHipyieH keared Kyanoolkos —

1) «ITapa cHox» («Koc keniniiek»), 2)
«Tocka» («Myn»), an lllasin aynanbinan
KatbickaH /locoinbexos — 1) «bokrepren»
(«bekrepren») 2) «boketikyc»
(«bexelikyc» ) KyHJiepiH 1IepTKeH.

[Inirbic Kazaxkctan obuibichl, Kapkapadibi
aynanbinbl [peebaes® 1) «Kocbacap» —
[[Ta6aka (LLIabakTbiH, « KocHacapbi»), 2)
«brikblinak» — Tartum6et (TotTiMOeT
«BbIIKpIIIAK» ) KyHJIEPiH a/blll KeJi.
Arasran aitmMakran Kesren biminoaesmotr
opblHaraH Kyiepi - 1) «Tepenkek»
(«Tenenkexk» 60J1ybl MyMKiH), 2) « CkyiaJ
Ol-0# cKyag» («Acaabim Ofi-0#,
acaabiM» ) xkoHe 3) «TeipaHkek» Kyiiepi
6O0J1bI.

Kbi3bl1opsia 06JibICbIHAH KATbICKAH
eHepnas JKuernbaes Garnapaamachr: 1)
«Koaza ¢ BepeBoukoit» («Tycaysibl eliki»),
2) «Onenb>» («Byrbi») Kyisiepinen
KypaJiibl.

AkreGe obubichl, [llanxap aynanbiHaH
keJireH Kypuaros: 1) «Kupenbenb»
(«Kypenben»), 2) «Tonkbin» («ToaKbIH»)
»xoHe 3) «Topwl 2kopra at» («Topbl :kopra
aT») KyHJIepiH TapTKaH.

bBarbic Kasakcran oOJbicbiHaH
LIaKbIpbLIFaH eHepriaznap — Kabuoaucun:
1) «Mame ax xenen» («lame akekenen» ),
2) «Capsbl apka» («Capblapka»);
Onipsakos:1) «Bynbyn»(«Bbynbyn»), 2)
«Tepuc kaknait» (Tepickaknait); Mamos:
1) «Maii :xyma>» (baiizkyma), 2) « Cokbip
Ecxkan» («Coxblp Ecxkan»); Mykarnos: 1)
«Akxenen»/«Pbic KoHA» («AKKegeH» ),
2) «Kioii, mocpsillleHHbIH JIEBYILIKE, KOTOPast
BeJia ceOs1 HeMPUJIUYHO B 00111eCTBE »
(«Korampna e3in ojierncia ycraraH Kpi3ra
apHaJiraH» ) KyiJepiH opblHIaraH.

Caiet KaTbICylIblIAPHI Ti3iMiHe
Teri »Ka3bl/IbII KipreHiMeH, oJiapblH,

81934 xblabl Anmatbira caetke HIbirbic
Kasakcrannan keJsren 36 »xacrarbl Kacen
Hprebaes typasni: «Ne 10 ays, Bospact 36 JieT,
MY2K, JOMOPHCT> JIET€H JIEPEKTEP Ka3blIFaH
(LITA PK. @ 81. on 3. 1609)



KeHOipeyiHiH KaHaal Kyd aJibll KeJreHi
OeJrisieHOereH.

ApxXHB Ky’KaTTapbiHia
BykinkazakcTanablk eHep
KalipaTkepJiepiHiH, illiHae caeTTe OpblH
aJiFaHap ochl ic-1uapara KaTbICKaHbl
TypaJibl MakTay KarasOeH, aKllajai KoHe
OaraJibl CbIAJIBIKTapMEH MaparnarTaJfaHbl
kepcetisreH. OnapbiH, illiHe
JoMObIpallblIap apacblHIarbl Oakkay
OOMbIHIIA HOTHKEJIEp TOMEHETiIeH OOJIbL:
Kecme Né |

enrisiniren (I'mzatos 17).

ApxuB KyzKaTTapblHaa oJi
eHepnasnapibiH canbl 30 GosFaHbl TypaJibl
MOJIIMET Te€H OJIapAbIH, Ti3iMi CaKTaJFaH.
Conbimen kaTap, Ne685 KazaCCP Xasbik
Komuccapaapol Kenecinin kayJ/bicbinza
Kasak y/iTTbIK OpKECTPiH YibIMAACTBIPY
Macesieci KapacTbipblira. 1934 XKblirbl 24
maycbimia Kasatkom KayJibicbiHa colikec
Kabbliianran oy Kyxkatta: « 1) Kazak
VATTBIK OPKECTPiH YHbIMIACTbIPYFa KoHe
oHbl KamTamachi3 etyre 100 MbIH py6iib

Kecte N2 1. lombbipalwbiiap apacbiHAarbl 6aiikay 60iblHLIA HITMXKENep KepCceTKilui.

Ne ATbl XeHi TypFbINbIKTbI Xepi Mapanatrapbl

1 opblH K. XaHTineyos baTbic Ka3zakcTaH 06/bIChl MakTay kafasbl; kocTioM /151 com/

2 opblH ©. KypmaHos AkTebe 06nbICbI MakTay Karasbl, KocTioM /138 com/

2 OpblH Epmekos OHTycTik KazakctaH obnbichl MakTay Kafasbl; KocTiom /138 com/

3 OpblH f. MaToB batbic Ka3zakcTaH obnbicbl MakrTay Kafasbl; kannak, (Wwasna) neH
asiK Kuim (6OTUHKM)

3 OpblH Iprebaes LUbiFbic KasakcTaH 06/1bIChI MakTay Kafasbl; Kannak, (lwnsna) neH
asiK Kuim (6OTUHKM)

3 OpbIH 0. KaburoxuH Batbic KaszakcTaH obnbichl MakTay Kafasbl; kannak (lwnsna) neH
asK KuiMm (6OTUHKM)

Ko6bizuibiap To6bl 6obIHIIA, 1 -1
OpbIHJIBI dliIKa3blIap ajnkackl OHTYCTIK
Kasakcran eHipi, Cosakran kesaren K.
Kanam6aes nen Kaparanipn ky#imici J1.
MbikThibaeBKa Gipyelt 6Gein 6epred. 2-uii
opblHMeH baskaittan KesreH KoObI311bl
Tinewes mapanatrasazbl. CblObISFbILLbI
bl. Yasnes ocbl acnan opblHIayLLbLIAPbI
itinen 1-1ui opblHra JlalbIK e TaObl/IbL.
Ocbl atajira eHenasaap/biH 6apiHe GaraJbl
ChIfIBIKTap Gepisin, Ya/jaueBke, oraH
Koca, aKlllaJa# ChIHJBIK Ta TaObICTAJIbI.
Opnan KeliHTi Ke3eKTe akbIHAAp,

QHILIIEp, ebepsep MeH 3eprepaepit,
MapanaTTaJraH Tisimaepi OepiireH.
3eprreyuii b. FusaropThin enberine
artar eTiINreHJeH, CAeTTiH KOPbITbIHBIChI
6orbiHia Kazak ACCP Xanbik Arapty
KomuccapuatbiHbiH KayJsibiChiHa coliKec, 25
maycbivaa Ne 220 Gyfipbiknen Mysbika-
npama TexHuKymbl xKaHbiHaH KasATKOM
aTbIHAAFBL 1 -1i YJATTBIK OpKeCTpi KypblJbL.
Opkectpain KypaMmbiHa 1oMOblpallibliap,
KOObI3UIbIIAP YKOHE ChIObIFbILIbLIAP

MeJllepinie cMeTa OEKiTiICiH, OHbIH,
itringie »kanakbira — 84 MbiH, py6Jib, OKY
mbiFbiHAapbina — 10 MbIH py6JIb 2KoHe
My3bIKaJIbIK acrarTap catbli ajqyra — 6
MbIH py6Jib OeJiincin; 2) BiopkeTTi Katita
Kapay kesinne Hapkomdun kepceTinren
100 MbIH pyOJib COMaHbI €HTI3CiH» - en
kepcertinreH (ITocranonenne Coseta
HapOJHBIX KOMHCCAPOB 6).

Hatuxenepi

CaieTTe TapThHIIFAH KOOBI3 KyiJepi

ilinae kyHi 6yriure aewin 6y acnan
periepTyapbiHjia KeHiHeH OpbIH aJiFaH
«AfipaybIKTbIH alllbl KyHi», «AKKy>»,
«KackblpabiH yiybl», « Ke3 KHik»,
«Kasan» kyiepin Onrycerik Kasakcrannau
kesired Kanamobaes nen JKyciHoB opbiHjaca,
KopkbITTbiH, Ky#iH (Ktou KopkbiTa)
OaTbICKA3aKCTAHIBIK Ti1e1l06 KEeTKI3].
CoHbIMeH KaTap, opblHaaylibl «KaHa

KyH» MeH «KeTiM Kpl3/ibl» 9KeJice,

OCbl KYHTe JIefiiH IepeKKO3/Iep/ie aThl
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aTasnmaraH «Bboskblpka» MeH « YIIKbIP
aT» Kyisepin AKre6e 00JIbICbIHAH KeJIreH
Ep:xanoB taptThl. AKTe6e/iK eKiHii
KOObI31Ibl AraTaHoB GAKCBIIBIK 19CTYpre
TOH KUMBIJI-KO3FaJIbICTaPMEH KYH OpbIHAAI
KaHa Koimati, fom6bipamMer «Kapaxkac»
KyHiH 1e TapTTbl. COHbIMEH KaTap, KoObI3
kyisepi tisiminge [birsic Kazakeran
oGJibicbiHaH KesireH Bepkibaes nereH
KOOBI3LIbI KA3ipri 3aMaH OpbliHAAYLIbIIaPbI
MeH 3THOMY3blKaTaHyllblJIapra MyJIeM
oefimadgiim « Kopgoummeolr, aznamads
KoHe « KOpKbLmmuolH, KOHbLD JOopeacol
KYHJIepiH OpbIHAAFaHbl TypaJibl Ka3blJIFaH
(3acenanue [lepBoro kazakcTaHcKoro
csleTa iesiTesiell HapoIHOro eKyceTBa 12).

CaerTin 6acKa KyzKaTTapblHia oraH
Kaparanpl o6sibicbiHan MbIKTbIOaeB
KaTbICKAHbI TypaJibl IEPEKTEP KaJFaHbIMEH,
OarnapJjamaa OHbIH KaHJIal pernepTyapMeH
LIBIKKAHBI TypaJibl MaJIIMETTEP Ke3/IeCIenIi.
Conpaii-ak, KaTbicyllblaap TidiMiHie
JoMObIpaliibl 60JbIN OeJrijJeHreH
bankamran (Konpiparran) kearen Taemos
KOOBI3OEH 6aThIpJiap/iblH, KbIPFbI3/ap
TYTKbIHbIHAA OOJIFaHbIH TOJIFaFaH
«Kenecapbl-Haypbiz6aii» TapmakTbl
KYHJICPIH TapTThI.

CnieTke KeJsireH KOObI3LIbLIAP
perepTyapbiHbIH KAPThICbIHA XKYbIFbI
Kasipri Kke3aeri My3blka MoJICHUETIHE aTbl
GeiimMaJtiM Kyidsiep. Al COHFbI 2KbIJIIAPbI
nikipraJjacrap TyAbIPbIIT OTbIpraH
KopKbIT Ky#J1epi OHTYCTIK 2KaHe opTaJblK
allMaKTapMeH Karap, eqiMi3/iiH, 0aThIChl
MeH IIBIFBIChIHAA /I CAKTaJFaHbIH CJIEeT
Ky2KaTTapbl JodeJieiiai. CoHbIMeH Karap,
OaTblCcKa3aKcTaHablK TyelloB XKeTKi3ren
«Kemim Koi3» kKyhiimen attac KoObI3
KYHiHiH JoMObIpara TYCKeH HyCKachl
JKeticy kyiinepi KitaGbiHbIH AHbL3 Kyiirep
OeJqimMinze Kapusianra (MynTekees,
MeneyGekyiibl 46).

Yosmes tapTkaH « Hapuren» Typasbl
nepektep A. JKy6anosTbiH « CapmaJiaii»
OYepKiHJie KeJTipiireH. 3epTTeylili OHbl
XaJIblK apacblH/la KeH Tapan KeTKeH
OeJrisi Ma3MyHbl 6ap Ky#Jepre eJikren
JKOHE 63 BapUAHTbIH/A LIbIFapFaH Kyi

Jien kepceetin: «Kyiiie cbIpTKbI 1aybicKa
eJIIKTeUTIH Ke3eHIep 2KHi Keaaecin
OTbIpajibl. Mblcalibl, iHreHHiH 6031ayblHa
@JIIKTEreH YH CbIObI3FbIHbIH TOMEHT
peructpinae Keatipineni. Mynna kasax
CbIOBI3FBILIBIIAPbIHA TOH ChIOBI3FbIFAa 6OC
ypJiey emec, KaiTa JblObICTbl MOJIAUTY
YIIiH KOMEKKe 63 IaybIChIH JIa KOCA/Ibl, KEH,
»Karaiia »KyaH jayblctarbl 6ac 1aybICbIHbIH
KbI3MeTiH aTkapajibl. Mejofusira e3iniy
OPHBIKThI epekKile 6ostyblH Oepe OThIPbII,
O3IH/iK €Ki 1aybICThl KAJIbINTACTbIPAAbI», —
nenni (Ky6anos 280).

«Hapuren» artaybl yKcac Kyfsep
uukai Manrbicray TyOerine Taparat.

A. JKy6anos xone T. MeprasueB
eHbekTepinne «Hap unipren»

UMKIiHIK: 1. [laadeiy mapmkarel,

2. )Kieimmin mapmgarol xxone 3.
baaaHvly, mapmyaHol aTThl TapayJapbl
aTasiaipl. besrini sTHOMy3bIKaTaHylLbl

C. OTteranueBanblH « MaHrbicTayckast
JnoM6poBasi TpaJiUs» KiTabbiHaa TyGek
»koHe bekell opaach Kyiiepinit
LIbIFAPMaLIbIIbIK Oal/IaHbICTaPDI
auTblIFaHbl 6enrisi (Yreranuena 9). An
YoueB penepryapbinaarsl « Hapuren»
OyJ1 OefiHeHiH eKi KopLli alMaKTbl 9pTypJli
acranTapra apHaJiraH Kyisep JeHrefinue
Jle OPTAKTACTbIPATbIHbIH KOPCETE .
Aranran KepKeMJIiK TaKblPbITThIH,

OJlaH aHaFypJIbIM KeH - XaJlblKapaJiblK
JPpexKele, HAKThIPaK aluTKaHAa, TYPKi-
MOHFOJ1 XaJIbIKTapbl apachiHia TaparaHblH
geprreyini C.OteranueBa: «B My3blKaabHO
— M03THYECKOM MCKYCCTBE MHOTHX
TIOPKO-MOHTOJIbCKUX ( TYBHHIIbI, Ka3aXH,
KUPTU3bl, TYPKMEHbI, a TaK:Ke OypsiThl,
MOHTOJIbl, KAJIMBIKH ), IPEUMYLLIECTBEHHO
KOY€BbIX, HAPOJIOB BECbMA IMOTYJISPHBI
JIereH/ibl 0 BepOstonLLe U BepOJIIOXKEHKE »,
- Jlen »aszajibl (Yreranuena, Jlerenb

o0 BepOJ/IIoauLEe U BepOJIIOKEHKE B
MHCTPYMEHTAJbHOM UCKYCCTBE TIOPKO-
MOHTOJILCKUX HaposloB. 1 87).

A. )Ky6anostei Capmasnaii men bl.
YonueBKe apHaJsiran ouepkrepinie Asiz6ai
CbIObI3FBILILIHLIH, €CiMi aTaJMaraHbIMEeH,
cret Garnapaamacbinia bl. Yonues



OPBIH/IAYBIH/A OCHI TYJIFAFa THECITI KYHIiH
KepceTiJyi atajiral eHip/e CblObI3FbI
eHepiH MeHrepreH H6acka ja Kaciou
OpbIHAYLIbIIAPABIH, OOJIFAaHbIH aHFaKTalIbl.

JlomGbipa KyiJepiHin GipkaTaphbl
ABTOPJIBIK TYPFbIIAH KepceTisice, oJlapiblH
OacbIM OeJlirinae KyHLiJepaiH, ecimi
Oesriien6eren. BipiHiui TonTarbl Ky#jaepre
Tommimbemmir, « BblKbLIIAFBI
Llabakmuor «Kocbacapbr», « CoKblp
Ecxkanapl» xkaTkpidyra 6odsasl. Onapibit,
ilinne 6atoicKazakcranablk Matos
asbin kesireH « Cokblp Ecokan» kyili
TypauJibl IepeKTep KyHLli 3epTTeyii
T. MepranuenTin, «JlomObIpa casbl»
MY3bIKaJIbIK - 9THOTPAHUSIJIBIK KHUHAFbIH/A
KeqTipisred. yKunayuibl 6y KyAit,

Opan o6aibichbinia Gosran EczkaHHbIH

KYHi €KeHiH, OHbIH LIbIFY TAPUXbIH COJI
0GJILICTBIH TyMachl, Kelin CapaToBKa KOHbIC
aynapran baticefiitoB CanblKTaH anraHbiH
»asraH (Mepranues 56). An sTHorpad A.
3araeBuutin enberinae « Coxkbip Ecxan»
ky#i, Fa6aysn bekeiixaHoBTbIH xKeTKi3yiHjie
xattasran (A. 3araesuy 1000 necen
KUPru3Koro Hapoaa, 167).

An abakrsin «KocHacap» kyitine
kesarenne, [lla6ak ator A. JKy6aHOBTBIH
«OH KyH canapbl» eHOeriHle Ke3/lece/.
Asrop: «...Tortim6eTTiH Kail )kacTan
JIOMObIpa TapThIM, KIMHEH Kyi YHpeHTeHi
JKaUJIbl Ka3ip Oi3JliH KOJbIMbI3A
MaJliMeTiMi3 2KoK. CoJt epejieri aTTapbl
uibikkan Caiimak, [1la6ak, Toka, Jlaitpabaii
TypaJibl eJ1 ay3biHaa 6ap oHriMesepiH,
OipkaTapbl aHbI3Fa alHHAJIBITT KETKEH», —
Jien, atanran «Kocbacap» KyiiHiH aBTOPbIH
ApKaHbIH aTakThl KyilllijiepiHiH KaTapbiHa
Kocabl (JKybaHoB 78).

Conpaii-ak, 6arnapaamazna Kyu
aBTOpJIaphbl 2Ka3blIMaraHbIMeH,
MOJICHHUETIMIi3/le aTaKThl KyHLIiIep
TYBIHIBIIAPBI PETiH/E TaHbLIFAH HyCKaJap

90OnbImMeH aTTac Kyijaep KasakcranHbiH,
OaTbiCbiMeH KaTap, 6acka ailMaKTapblHIa 1a
keaneceli (T. Mepraques 297 6., A. Tokraran
148, 152 6., b. Mynrekees 179, 199 6.)

Ja 6oJibl. Osiap HeriziHeH eJliMi3fiH,
Barbic Kazakcran obJibichl Kyiiisepi
JKeJIreH Mypa ilinje Keszuecti. Mbicaiibl,
Ka6uroxun opbinaran « Capblapka», A.
JKyb6aHoB xazrannail, KypmaHra3biHbIH
Ky#i. «KazaTkom aTbIHIAFbI YITTHIK
OPKECTPre TYCKeH HYCKAChI OChbI KYHLLIiEH
anbinap» (I'wsaros 18). KaGuroxkuu
XKeTKi3reH «lnme akxkeJeHMeH»

arrtac Kyil Maunrbictay Kyfiiici EcHaii
IIbIFApMalIbIBIFBIHAA Keanecei ( Ecenyibl
92). KypmaHrasbl Ky#Jepi >KHHaKTapblH/1a
«lnme» kyii 6acbirad. K. Axmenusipos
KypacTbIpraH KyiJep »KUHaAFrbIHIa OVl

kyit P. OmMapoB opbiHiaybiHaa HOTara
tycce, A. Tokraran naiibinaara Kitanta
Jla coJl HYCKa XaTtTausbl, Tarbl 6ip Typi /1.
HypneilicoBanbi, HycKachl 6ofibiHIIa T
OJIXKAaHOBTAH aJIbIHFaH.

Owmip3akoB okesiren «Tepickaknaimen»
arrac Hyckanap Kypmanrasbl kyidaepi
xuHakrapoinaa K. Kanrineyos,

J1. Hypnetiicoa xone P. Omapos
opblHaaybiHia xaTtasbin, A. JKy6aHOBTbIH
KOPHEKTI KyHLLIre apHaJFaH
mMoHorpacusicbinaa 6y kyiain [1-Typi

JK. Oiiim6eTOBTEH »Ka3blJIbII aJlbIHFAHBI
kepcetisren’. Ocbl :koHe OMip3aKOBTHIH,
TapTybIHAFbI 2Ka3bl/IFaH eKiHLLi Kyi

— «byn6yn», connaii-ak, Maton
JKeTKigyiHaeri « bailxkyma» Kyii esimisin,
HaTbIC aliMarbl OHipJepiHae eMip cypreH
6acka aTakThl KyHlLiijep/e e 60JraHbl
6esrigii. Cyiet 6arnapaaMachiiIa COHFbI
Kyl « Maiixkyma» fen 6edrijieHreH.
Tapuxra Baiizkyma atThl 1oMObIpallbl
Gosiratbit »kasran A. JKyO6aHoB Kazak
npomoObipambliapsl XIX racbipaa
«baiizkymanbl» Ky#ain 6ip Typi, opmacsl
eTiM aJiblM, «AKXKeJeH» CUSIKTbI 9PKAHChIChI
03iHIIe COJ aTThl KYH LIBIFAPbIN KETKEHIH
MeHgzer, «A. 3ataeBUUTiH Gy KYHIiH
aTbiH « Marikymamen» (MacseHuuameH )
OalJIaHbICTbI IereHi 19J/1eJ1Ci31ey CHSIKTBI»,
— nen kepcetesi (YKybanos 95, 96). A.
3araeBUUTIH Ka3ak My3blKacblHa apHaJFaH
aJIFallKbl eKiHLIi }KHHAFbIH/A OHbIMEH
attac Kyl TypKellITiH »KoHe OJiKek1iH,
aBTOpJbIFbIMeH OepiireH (3ataesud 500
Ka3axCKHX receH U KioieB 17, 75).
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Kasipri Ke3zie KOHLEPTTIK NpaKkTHKaaa
JKOFapblla aTTapbl KOPCETIIreH KyiaepaeH
Kypmanrasbiibig « Capblapka»,
«Tepickaknait», «baiizkyma», JlnHaubix
«Bynbybl» KeHipek TaparaH.

«Topbl kOpFa aTneH» aTanaTbiH KyH
T. Mepranues xunarbiiia «bynbyin»,
«CoKkblp Ecxkan» kyisiepi cUsIKTbI
mapmeolc Kytaiep Tapaybitua Kot30oiH
mapmean Kyti peminoe MaHFbICTayJbIK
LLI. bl6paiibiMOB OpbIHAAYbIH/A YKA3BLIbII
anbinrad (Mepranues 297 6). CellTekTin
«3amaH-ai» aTTbl KyilJiep »KHHAFbIHIA 13
ky#wi @. Cy/aTaHOBTAH »KA3bIJbII aJlbIHFaH
«Topbl aT» Kyiii Ke3neceni (AiTKaH
Toxraran, AittonkbiH Tokraran 84 ).

Ochbiran yKcac ataymen OeJriJi Kyi
kepHekTi Kyii Kazanran TinenGeprenysbl
HIbIFAPMaLIbIIBIK MYPAChIMEH Jie
OailianblcTbipbliajbl. Kyii-seprreyuii
A. PaiibimGeprenos enberinae oa «Top
JKOpFaHbIH OereJsiek Kaknarbl» xKoHe
«Topbl aTThIH KeKisl KaKnalbl» aen
aTaJiblin, xkeTkisyuli b. baceirapaesTbin
opblHaybIHa XaTTalraH (PailbimbepreHos
79, 96). Ocbl 2kepJie ecKepeTiH Hopce,
Kypmanos — Kasanran kyisepi keq
taparaH Akre6e obJbichl, Llankap
ayJlaHbIHbIH TyMachl.

Curiet 6apbIchinaa aepekKosiepae 6ypbiH
KeaJiecrneiTin Gipkatap Kyisaepii OHTYCTIK
Kasakcran o06J1bICbIHBIH OHepriasnaphbl
opbiHaarad. OJiap/ibiH, KaTapblHa
«[Haynbaep» («ayinnip» ), «bokrepren»
(«bexrepri») «bokerikyce» («bekelkyc»)
CHUSIKTBI TYbIH/BLIAP Gap.

Opblc TiliHIe ayrapMasaphbl Ka3bliraH
«Tocka», «ITapa cHox», «Kio#,
MOCBSILIEHHBIN JIEBYLIKE, KOTOpAst BeJia
cebsl HeMpUJINYHO B oOLecTBe », « CKylas
OM-0¥ cKylIaT», «YX0xKy», «OJieHb»,
«BoJgna», «Kenecapsl u Haypbiz6ait Bo
BpeMsl MJIeHeHHs1 y KHPru3oB», «JleBouka
cupota», «Kosa ¢ BepeBoukoit», «Kioi,
CbIrpaHHbIN akcakajoM: Aiimamober,

CUJIS1 Yy OTHS1» KYHJIePiHiH Ka3aKlla aTaybl
OepiMereHiiKTeH, OJapMeH aTTac
HYCKaJlap/ibl i371€CTipy KUBIHBIK TYFbI3/bI.
OunapabiH iwinge «/leBouka cupora» —

«)Kertim KbI3», an «ITapa cHox» — «Koc
KeJIiHIIEeK» JIeMl ayJlapblJIFaH »Karaana,
OHBIMEH aTTac HycKaJ/ap OHTYCTiK- LLIbIFbIC
JKeticyna Taparanbii aiiTyra 60J1a/bl
(MynrekeeB, Meney6ekyanl 42, 44 ).

«Tenenkek» Kyii A. 3aTaeBHUUTIH
«Kasak xaqaxpiibig 1000 aHi» aTTh
JKUHAFbIHIA »Kapusinanran, Toprai
ye3iHiH 6enriyii Koram KaipaTtkepi A.
BariTypchlHOBTaH »Ka3bl/lbII aJibIHFaH aTTac
KylMeH coiikec keJqesi (3ataesny 1000
neceH KUPrudkoro Hapoja 241).

CaieTTe OpbIHAAFaH KYHJIEPiH, illliHe
KopKeM/IiK 6elHeci apTypJli acnantapra
apHaJIFaH TybIH/blIapaa KalTajaaHbli
Ke3JleceTiH HycKaJslapra Ha3ap ayaaprat
JKOH.

CosapplH KatapbiHaarsl « AKcak
KyJlaH» Ky#i KyHi Oyrinre aeilin fomb6bipara
apHaJsiraH OipHellle HycCKacbIMeH OeJriJi.
MyHbiMeH aTttac Ky A. 3ataesuy 1923
JKblJIbl ©31HIH, a/IFALLKbl My3bIKaJIbIK -
STHOTpaUsIBbIK 2KUHaFbIHAA OpbIHOOP
6oJ1iMi MblcaJIapbl illiHAe aJjrall peT
»kapusiiaran. Kyiiji xkeTkigylii - aTakTbl
kyiui Kam6ap Menetos'.

Enimizne «Akcak KyJsan» JoMObipa
KYHJIepi opTypJli aiMaKTBIK I9CTYpJIep MEH
OpbIHAYLUIbIIBIK CTHJIBAEP/E TapaFraHblH
A.Ecenyiibl xxoHe . EsieyCiHKbI3bIHBIH,
«Kyit kepyeni» (Ecenyibl, Eneyciikpibl)
»oHe JK. JKysbaiapiH KypacTbipybiMeH
XKapusiiauran «Akcak kyaan. Kembyea

"Tan6ap Meneros (co6eTBenno- Kapataes) mo
OTILLY- OJIMH U3 POACTBEHHUKOB 3HAMEHUTOTO
ypaJbckoro akbiHa Myxura Kaparaesa...,,
MOJI0I01 YeJIOBEK, MPOLLIEILINI HECKOBKO
KJy1accoB 6.0pHOYpPreKoro peasibHoOro y4uimiLa,
a B 1923romy, Korza st ero 3anucbiBadl,
cocTosBILUA caylatesem FOpuanyeckux
KypcoB B Openbypre. Xopol1i neBel 1
BEJIMKOJICTTHbII JIOMOPUCT, C FPOMaJIHON
OCBEJIOMJICHHOCTBIO B 06JIaCTH Ka3aXCKOH
HapOJHOH My3blKH. Ero nuTepecHeiiime
co0O0LLeHHs (B TOM YHCJI€ TPH BEJIUKOJICITHBIX
KI051)TOMelleHbl KpoMe AKTIOOHHCKOI,

ente 1 B rpynnax.OpeH6yprckoi u
Typkecranal65.484-485 [[Ipumeuanus aBropa
//3araeBuu A. 1000 mecen Ka3axckoro Hapoja.
— MockBa:['ocynapcTBeHHOE My3blKaJIbHOE
u3naTebeTBo,1963.- 468-516 cc.|



Oudin Kyilaepi» aTTbl Kyil )KUHAKTapPbIHAH
Ja 6aiikayra 6oapl (YKy3bail).

Cirer Garnapsiamachinia « AKcak KyJaH»
ky#inin Onryerik Kasakcranna jom6bipa
HYCKACbIH/1a OpbIHIAJIFaHbl KepceTiJce,
Bartbic KazakcTaHHaH KeJireH eHep
KalpaTkepJiepi OHbI ChIOBISFBI KYHi peTiHie
opblHAaraH. SIrHH, GyJ1 TaKblpbINTaFbl
KyUIiH 1930- bl 2KblIaPJBIH OpTaChIHAA
eJIIMi3/IIH 9pTYpJli aliMaKTapblH/a
cakraJblll, TypJli acnanTbIK yJrijie
OpbIHAJIFaHbIH e el i, Afita KeTepdiri,
OHTYCTIKKa3aKcTaHIbIK EpmekoB « Akcak
KyJIaHHbIH>» GipHelle TapMarblH OpbIHIAFaH.

MamnrbicrayJbiK Ky#mi M.
OckeHbaeBTaH aJbIHFaH OyJ1 KyHLiH
ochinjiak (6ipHeliie 6oJiMHEH TypaTbIH )
Hyckacol 1990 xblbl A. xone C.
PaiibimGepreHoBTap KypacTblpybIMeH
bikkaH «Ky# kafiHapbl» KitTabbiHaa
»Kapusiianranbl 6edriji. XX racbipibiH
30-xkbliapbiHa fekin «AKcak KysnaH»
TapMakThl Typae, ©. MyxamGeToBaHbIH
KikTeyi GoibIHIIA, aKbl306LH (WiHde2i Kyl
peTiHjie opbiHaaratbl 6erii. By Typadbl
aTakThl FajbIM-TiaTanylbl K. JKy6aHOBTbIH
1930-11BI KBLIAAP OPTACHIHIA XKA3FaH
«Kasak My3blKacblHaFbl Ky KaHpPbIHbIH,
naina 6oJybl XKk » MaKaIaCblHAH KOpyre
6onanel (MyxambeToBa 34). SepTreyii
OHriMe KOCBII TapThbIN OThIPAaThiH « AKcaK
KysiaH — JKollibl xaH» KyHiHiH O0Chl KyHJIe
YLU TYpJIi HycKackl 6ap eKeHiH, 0J1apablH,
itinae GipiHwici — cyeTTe Ka3blM
aJiblHFaH EpMeK YJIbIHbIH, eKiHIiCI -
Megiet yaibiHbIH, ag yininuici - bexeflixan
VJIbIHBIH, HyCKaJ1apbl €KeHiH aiTajibl.
OugnapapiH 6piHiH e KOMIO3UIIHSICHI,
KYPBLIbICHI OoHbIHIIA Oip-OipiHeH e3apa
KALIBIKTBIFBIH Oafikarn: «E iuinge en
KoIl TaparaH, et OeJrijici EpMex ysblHbIH
BapuaHTbl. Ou1 6ip Ky# emec, »KaTkaH Oip
epreri. OHriMe alTblJIbIN OTbIPAJIbI 1A COJl
OHTriMeHiH apa-apacbiia 6eJiek-6eJek

"Ochbl TycTa eCcKepeTiH Hopce, aTajFaH OuepKTe
FasibiM «AKcak KyJlaHHBIH» eMec, «AKcakK
KyJa» KyHiHiH HOTaJIbIK HYCKAChIH KeJITipreH.

MeJIoIust olHasab», - neki (Kynaibepren
JKy6anos 284, 285). An ysinninepaexn
KypaJsIFaH KyHiH OGipTyTac TybIHIbIFA
aliHasybl 2keHiHe rasibiM K. JKy6anon
Obl1ail jern »xasazpl: « MeneTyJ/bIHbIH
BapHaHTbIHAAFbl «AKCaK KyJaH» KyiiHae
QHriMe/eri KyJlaHHbIH aKCaH1araH
KO3FaJIbIChbIH CHNIATTANTBIH OOJIiKTi FaHa
aJibll, OHbI YJFAUTHIMN, OU CHIIAThIHA
aliHa/IbIpFaH CHMOHUSTHBI KepeMia. Aul,
Kam6appiH BapHanTbinaa «AKcak KysnaH»
aHrimecinaeri 6apJbIK y3aK My3bIKaJbIK
coTTep/i GipiKTipin, apThIFbIH aJblll TACTal,
KalTasaHaTbIH TYCTAPbIH KbICKAPTHIT,
6ac-asirbl TyTac, KeJemii ciMdoHus xKacan
uiblrapranbid H6aikanimbiz» (Kynailbepren
JKy6anoB 586). Ochlnatiia, FaabiM
CJIeTTe eHep KepceTKeH EpMeKOBThIH,
Ky#i TapMaKThl eKeHiH pactarn, Meneros
OPbIHAYBIHAAFbl HYCKAHBIH, OHbIH JIAMbIFaH
TYpiHE XKaTaTbIHbIHA KO3 XKETKi3el.
CaietTe YosimeB CbiObI3FbIIA OPbIHAAFaH
«AKcak KyJiaH» KyHiHiH MaJliMeTTepi
A. JKy6anoBteiH Capmasnaii Typasbl
ouepkinze Kenripijiren. MyHna KopHeKTi
ChIOBI3FBILIBIHBIH €Ki 119KipTi - blckak
YauneBTiH akeci Yosiu meH Eprasn
JKapeikbacoBTrap ataiibii, oJapiblH,
COHFBICBI: <OPBIHAAYILIBIILIKTaH Oacka,
KY# LIbIFapyMeH Jie aiiHagbicTbl. OFaH
«Kotibr», « AKcak KyJaH» KyHiHiH
CbIOBI3FbIFA TYCKEH BAPHAHTBI 2KoHe
«[Ilanab! KeJ1» aTThl KyHaepi xKaTapl», -
JIeM, atajraH acrnanta « AKcak KyJaHHaH>»
6acka, «Kouibl» KyHiHiH e O0JFaHbl,
SIFHU, OJIap/IbIH IIMKJIFa YKcac popmana
OpblHJAJIFaHbl 2KaHe OHbIH 6acKa acnarnka
apHaJIFaH Kyl HyCKachl 60JFaHbl aUThIIaIb]
(VKy6anos 285)'!. By.1 nepek Te batbic
KazakcraH chiObI3FbI KYH OHEpiHE ToJl
periepTyapbiMeH Katap, 6acka acrnantat

AybICKaH KYHJIep/iH e 60JFaHbIH KOPCETE].

«AKcaK KyJlaH» Kyii TypaJibl 2KoFapblia
KEJITIpIJIreH MaJiiMeTTep OyJl KOPKeMIIK
Oetrinenin 1930-111bl >Kblapaarsl [oMObIpa
»KoHe CbIObI3Fbl OHEpiH/le aHbL306LH,
iwindeei Kyi xKoHe aHbl3bL bap Kyt
thopmackiHa TaparaHbiH OGistipei.
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Kongeipatran kesren Tinemos Ko6bizna
GaTbIpJapiblH KbIPFbI3ap TYTKbIHbIH/A
OoJsiraHblH OeliHesiereH «KeHecapbl-
Haypbiz6aii» TapMakThl KyiJepiH akesce,
OHBIMEH TaKbIpbINTac Kyi/i 6ipHelle KyH
6ypbIH coJ caeTTe AnMathl 00JbIChIHAH
KeJireH PaxeiMOeKoB 1oMObIpaia TapTKaH.
Aran etetin Hopce, Kenecapoi-Haypbizoaii
TaKbIPbIObIHAAFBI HycKasap A. 3aTaeBUUTIH
«Kazak xaqkpiabiy 1000 oHi» KiTaOblHaa
AkMoJia 06JIbICBIHAH €Ki 9H KoHe 6ip
Ky# Typinze »kasbljiran. CoHbIMeH KaTap
«Haypnbiz6aii» oninin [11-11i Hyckach
A. 3araesnurin, « Kaszak xankpinbin 500
9Hi MeH KyHJiepi» xkuHarblHbIH CeMel
GedtimMiHzie KenTipinreH. Asl eTKeH Fachip
coHpinna «Kenecapsi-Haypbiz6aii»
Anmatbl 06JbIchl, PaiibiMOeK aynaHbiHa
tyraH Enemec Tanac6arinan »xKa3bl/ibim,
«KericynbiH Ky#epi» KiTaObIHbIH,

«AHpI3 Kyisiep» GeJiMiHIe KapHUsiTaHIbl
(MynTekees, MeneyGekyiibl 328). byn
JlepeKTep atajraH Tapuxu TyJFasapibliH
XaJblK a3aTThIFbl KOJILIHAAFBI Kypeci KeH
reorpagusiiblK ayMaKThl KAMTbIFaHbIMEH,
oJlapJibiH ellinec epJiri HerizdineH yKericy
»KoHe ApKa eHipJiepiHiH My3bIKaJIbIK
HYCKAJIApPbIH/IA KOPiHiC TAlKAHbIH
alFraKTanpl.

Onep OalikayblHa KeJireH GipHellle
KATBICYLIbI 63/1ePiH CHHKPETTi THIITET]
oHep ueJsiepi peTinjae kopceTTi. Mbicaiibl,
JK. Kanam6aes KoObI3 acnaObIHbIH
cyriemesneyimen «Kannanaim» oHiH,
bBarbic Kazakcran exini Kaau YKantineyos
«Ecmbipsa» kone «Apaiiram», ai
[birbic Kazakcrannau kenren PycremGek
Owmapos «bankypaii», «lOpanna» anuepin
aiitca, akrebeJiik onuli 9 KypmaHos
«Kypenoesn», «Tonkbin» xkaHe «Topbl
JKOpFa aT» KyiJepin TapTThl. Asaiina 16
MaycbiM OariapiaMachitia penepryapbl
oHzlep/ieH KypasiraH JKaHTineyoB eHep
KalpaTKepJiepiH Mapanatray Kesinue
JOMObIpaLlbLIAp illiHEH Y3/iK TAHbL/bIII,

1 opbiH, KoHe, KepiciHille, KeHiH 6erii
oHIII peTiHae TaHblIFaH O. Kypmanos 15
MaycbIMia JIoMObIpalIbliap OanKaybIHAA
OHep KOPCETKEH COJI TOTTa 2 OPbIH aJiFaH

(YTpenee sacenanue 16 utons 1934 rozna)'2.

A. )Ky6anoB enbekrepinze K.
JKanrineyoBTiH okesin, KeliiH OpKecTpJliK
HyCKaJ1ap/iblH, KaJlbllITacyblHa HeTi3
oogran «AxkGan», «Anai» xome
6acka J1a KyiJaep TypaJbl MaJiMeTTep
Ke3/IeCKeHiMeH, MyH/Iall IepeKTep cieT
MarepuaJsiapbiiia cakrajamara. An
OyJl — CJICTTIH PeCMH JiepeKHaMachiHa
TycrereH 6ariapJaamManapibit 1a 60JFaHbIH,
Oipak oJiap/blH apXUBTE CaKTaJMaraHblH
Oinipen.

Aranran pecryG/HKaJbIK OHep
OarikayblHaH 03bIM LIbIKKAH ©HePria3nap/ibiH,
Oipkatapbl KasaTkom aTbIHAAFBI YITTHIK
opkecTpre Kaiblpblbl (JlomGpoBbIil
opkectp umenu KaslIMK 72).

TyXblpbiMAaap

— Bearisii My3bIkaJbIK 3THOrpad

A.B. 3araeBuutin asraikbl }KUHATBIH
asiKTaFaHbIHbIH OHKbIJ/IbIFbIHA
opaiaacTbipbin oTKiziaren 1934

JKbUIFbI ByKisIKa3aKcTaHIbIK XaJbIK

eHepi KalipaTkeJepi caeTiHe eiMisiiH

6 06JILICLIHBIH, OKIJIEPT KATBICTDI.
Ounapnpiy 6yJ1 6arikayra aJbli KeJreH
pernepTyapbl Ka3aKThIH A9CTYPJIi acnanTblK
MY3bIKACBIHbIH, COJl Ke3/IeTi IaMy IeHI€HiHiH
MaHbI3/bl KOPCETKILITEPiHiH Oipi 60JbIN
TaOblIA/bI.

— JlomObipa, KOObI3 KoHE ChIObI3FbIFa
apHaJiraH HyckaJiap ilinjae Kasipri kesre
JIefiiH lepeKKes/iep/ie aTTapbl Keaaecrnere
6ipkaTap Kyisepait (Mbicasbl, KopKbITTbIH
«Kopkoimmolr a3Hamasol» xKaHe
«Kopkbummolr KOHbLD Jtcopaacsly, m.0.)
O0JIFaHbl aHbIKTAJbI.

— CuaietTe opbiHaaara 10MObIpa
KyHJIepiHiH 6ipasbIHbIH aTTapbl Kagipri
3aMaHra JeHiH KyHLijiep penepTryapblHIAFb]
KYHJIep aTTapblHa COMKeC KeJle/i.

2Kyitmiirimen Taupiaran . Matos,

apara yakbIT CaJiblll OPKECTP aJijiblHa

LIBIFBIT, THPHKEPJIbIK OHEP/LT YilpeHTeH. A.
JKy6aHOBTBIH KOJIIaybIMEH OPKECTP IHPHKeEPI
KbI3MeTiHe KipickeH (Om3e, 60).



— OPTypJii acnanrapra apHajraH
KYHJIep illiHje TaKbIpbIObl XKoHE
Ma3MyHJIbIK GeliHesiepi 6ipaeil Hemece
yKcac HycKaJsap TapThliibl. Onapabii
KaTapbiiaa «Akcak Kysian» (1oM6bipa
JKoHe ChIObI3FbI acnanrtapbibia), « Kerim
Kbi3» (KOObI3 yKoHe ToMObIpajia ) KyiJepi
6ou171bl. COHbIMEH KaTtap, MadMyHbl KebiHece
JoMObIpara apHaJiFaH TapThic Kyii « Hap
uaipren» araybiHa ykcac - «Hap uren»
CbIOBI3FbIIA OPBIHAAJIBI.

— 1934 XblJibl CJIET XaJbIKThIH KYi
MYypachlH »KeTKi3reH Oipkatap KyHLi
©3/1ePiH CUHKPETTIK TUIITeri MOJACHUET
JKACayLIbIChl PETiHAE KOPCETTI.

— Cuyier HoTHKeJIepi GOMbIHILA 6HEP
HalikayblHaH 03FaH KyHLlijiep coJ ic-
L1apaHblH apThIHLIA YHBIMAACTbIPbIIFaH
KazaTkom aTbiHIaFbl OpKecTpre
KaJl/bI PBIJIIBL.

KopbITbIHADI

Makanana naiiananbljiran MyparaTThik,
Ky?>KaTTap TapUXH OKUFaJjap MeH yaepicrepi
OeliHesiern, olap/ibl 3epTTEY MIJEHUETIMI3IIH,
JlaMybIHbIH 9pTYpJli aclieKTisiepiH
allllIbIKTayra MyMKiH/IK 6epeTiHiHiH
KepceTTi. XaJsblK oHepi KahpaTKepJiepiHiH
(oMObIpIIbLIAP, ChIpHANIIBLIAPD,
CbIOBI3FBILIbIIAP, KOOBI3LIbLIAP,
cyperTiisiep, dHIliaep, Kyhlinep, Oullinep,
»koHe T.0.) I Bykinkazakcranabik ciieTiHin
APXUBTIK Ky?KaTTapbl peTPOCIEKTHBTI
AKIAPATThIH MAHbI3/Ibl KO3 peTiHie
KapacThIPbIIIBI.

JIbIOBICTBIK 2KoHE HOTAJIBIK 2Kaz0aJsapsbl
cakraJjmaca Jia, MakaJsaja aTbl atajrat
ApTYpJi eHep KalpaTKepJepi xKoHe
OJIap/bIH pernepTyapbiHAArbl Kyi
aTtayJapbl OTaH/bIK KyHTaHy1a aiMaKTbIK
JIOCTYPJIEP/ 3€PTTEyre CENTIiriH TUri3irl,
JKEPTIJIKTI 2KePJAEePIiH I9CTYPJli acnanTblK,
My3bIKaCbIHbIH 6TKeH FachipiibiH, 1930- 111k
YKBUIIAPBIHAFBI 1AMy JICHT€HiH 2KoHEe OHbIH,
Ka3ipri 3aMaH MoJIEHHUETi TapUXbIHAAFbI
OOJIMBICHIH aHBIKTAyFa KOMEKTECE/I].

CaieTKe KeJireH eHep KalpaTKepJiepiHiH
6ip OeJiri raHa AJiMaTblIaFbl MEMJIEKETTIK

eHEp MeKeMeJiepiHe KaJiblpblbll, Kebi
TyFaH »kepine KauTbin ketTi. OJ1 KyiLiisep
MEH QHILLIJIEPIIH, perepTyapbl TOJbIK
»Kasblibll Gesrisienoeni. A 6ys Macesie
aprypJi aiimakTapiaa 1930 xblinapbl Kanaai
MY3bIKaJIbIK IOCTYPJED, OPbIHAAYIIBIIBIK
CTHJIBAECP JKOHE JKeKe MEKTeNTepre THecii
MYpaHbIH TaparaHblH 6iJyre MyMKiHiK
oepep efi.

Kefiinri 6ybin mamannapsl Kenec
JPYipiHAeri Ka3akK My3blka TapUXbIH
3eprTeyje OypbIH aThl aTaJiMaraH HeMece
KbI3METiHiH MaHbI3bl TOJIbIK alIblIMAFaH
oHep KaupaTkepJiepi Typasbl AepeKTepii
KeJlellIeKTe TOJBIKThIPY YILIiH:

1) Onapapl XKiGepreH oOJbICTaPABIH,
APXUBTEPIHJIETT MAJIIMETTEPMEH;

2) On aliMaKTbIH MOJIEHUET TapUXbIHA
OaiJIaHbICTbI 6JIKETaHYLLIbIJIBIK
JePEKKO3ICPMEH;

3) JKeprinikti akpiH-2kKa3ylIblIap/ibIH,
€CTeJIIKTEPI 2KOHE KOPKEMIK
LIbIFapMaJ/iapbIMeH TaHbICyFa THiC.

4) Panuo xyiteci oGabicTapia KeriHipek
ALLUBLIFAHbIMEH, KEePTiJIKTI KepJepaeri
paaro KopJapblHaa Ka3ak Kyruisepi,
OHLUI/IEpPi 2KOHE XKbIPLLIbIJIAPBIHBIH ayaHO
»KazbaJlapblH i34€CTipy 2KYMBIChI iCKe acybl
KazKeT.

YCBIHBLIBIN OThIPFAH MaKasaHbl 2Kasy
HapbIChIHIA KA3AKTbIH JIDCTYPJli KyHIepiHiH
1930 Kblnapaarsl 1aMy »kai-KyHiMeH
Katap, aTaJFraH eHEep/liH O/laH KeHiHri
TapHuxblHAa KATBICTbI MaceJie 1€ TYbIH/AA/bI.
Oz — ochl KyHTe JIeHiiH eqlimizne Kazak
KYHJIepi 2KHHAKTapbIHbIH, KYH TypaJibl
3epTTeyJiepliH, oJap/ibliH Tacnanapbl
MeH KyHTabakTapaarbl xka3banapbIHbIH
O6ubaHOrpadUsIbIK KOPCETKILITEPIHIH,
KypacTblpblimMaybl. by macese e Gosatiak
3ePTTEYLIePAIH KOJIFa aJlybl THIC MAHbI3/1bl
icrepuin 6ipi .

1934 »xblyibl 0TKeH XaJbIK oHepi
KaipatkepJiepinin [-u1i cieri yauik
eHeprasaap/bl ipikTer, oJapbl
aKaJIEMUSJIbIK OaFbITTaFbl KOCiOW eHEp
VKbIMJIAPbIHA (Ka3aK XaJiblK acrnantap
opkecTpi, hunapmMoHus T.6.) KaJabIpblrl,
KEeHiH coJl canaga eHOeK eTKeHiHe
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aJiFblapT 6oJica, oJaH KeHiH XaJblK
KyHALIiJIepi »KoHe YJ/IT acnantap OpKecTpiHiH
JKeKe OpbIHAYLLIblIaPbl OYKiJIONAKThIK
JKOHE XaJbIKapaJiblK XaJblK My3bIKachl
©HepI1a3apbIHbIH CalblCTapbIHA KATHICTHI.
XX racbIp/iblH, eKiHIi )KapThiCbIHAH HacTarl,
XaJIbIK MY3bIKAChIH OPbIHAYIbIIaP/bIH

ABTOpnapabiH yneci

KOHKYpPCTaphl aTaKThl KyHIi
KOMITO3UTOPJIap/lblH MepeHToRIapbiHa
OpalacTbIPbIN OTKIi3iJyi aybl3iia
TaparaH My3blKa @HepiH HacuxaTTay iCiHiH
MY3bIKaJIbIK 6Mip/liH TpaHChOpMaLHsIIBbIK
VAepicTepine CoMKeC Ky3ere ackaHblH
KepceTel.

A.LLL. Oyxyma6aeB - | bykinkasakcTaHablk Xanblk, eHepi KaipaTkepnepiHiH, cneti Typanbl
aApXMB AEpeKTEPi MeH XapuanaHFaH eHbekTep MaNiMeTTePiH XUHAyY, MITIHAI AanbiHAAY,
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Jxyma6aeB Acer, Bepau6aii Aiixkan

Kasaxckasi HaloHasbHast KoHcepBatopust umenn Kypmanrasst (Anmvarsi, Kazaxcran)

KA3AXCKAA TPAODULUOHHAA MHCTPYMEHTAJIbHAA MY3bIKA B KOHTEKCTE |
BCEKA3AXCTAHCKOIO CJIETA HAPOOHOIO MCKYCCTBA 1934 TOA

AHHoTaums. OQHOM M3 BaXHbIX LLENel B UCCef0BaHUAX COBPEMEHHbIX FYMaHUTapHbIX HaYK SBSETCS
(hopMHpoBaHUe y 06LLECTBA MCTOPUYECKOTO NPEACTABAEHUS O KY/IbTYpe, OCHOBAHHOIO Ha 0CO3HAHWK
€e NpoLLIOro, HACTOSLLErO M NpoeLupoBaHus byayuiero. Ee ocyliectBneHne Takxxe cnocobcTeyeT
NMOHMMAHMIO MPOLLECCOB STHUYECKON MAEHTUDUKALMN. B 3TOM CBA3M aKTyasbHOCTb TEMbI HACTOSLLLEN
CTaTby 06YC/IOBNEHA BaXKHOCTbIO BOCCTAHOB/IEHMS P MCTOPUYECKMX HAKTOB GYHKLIMOHMPOBAHMS
Ka3aXCKoro TPaMLLMOHHOIO MHCTPYMEHTANIbHOTO MCKYCCTBA Ha Ha4asibHOM 3Tane pa3suTtus COBETCKOro
nepuoaa. B 3Toi cBS3M MaTeEpPMANoM UCCNEL0BaHMS BbICTYNAKOT apXMBHbIE M ONYBIMKOBAHHbIE B MeYaTu
[OKYMeHTbI | BcekazaxcraHckoro cneta aestenei HapoLHoOro uckyccrea 1934 roga, npuypoyeHHOro
10-neTnio My3blKanbHO-3THOrpaM4eCcKoM AedTeIbHOCTM BblAaloLLEerocs cobmpatens Kazaxckom
My3biku A. B. 3aTaeBuuya. Lienbto nccnenoBaHus SBASeTCs M3yYeHUe COCTOSAHUS pa3BUTUS Ka3axCKOM
TPAAMUMOHHBIA MHCTPYMEHTANbHOM My3blkM cepenmHbl 1930-X rogoB, Halleawero oTpaxeHue B
APXMBHbIX LOKyMeEHTax. B npoLecce noAroToBKM cTaTbu 6blan COBpaHbl M NPOaHaNU3MpPOBaHbI
MCTOYHWMKM O COCTABE YYACTHMKOB C/leTa C XapakKTePUCTUKOM UX AEeSTENbHOCTU, PENEPTYapa, @ Takxke
[LOKYMEHTbI, CBUAETENbCTBYIOLLME O MNOCIEA0BATENBHOCTU KYNbTYPHOM MOAUTUKM NPABUTENLCTBA
Kasaxckow (Kuprunsckon)ACCP Toro BpeMeHu Mo OTHOLLUEHUIO K HApPOAHbIM TanaHTaM. B ctaTtbe 6bian
NPUMEHEHbI KOMM/IEKCHbIN M CUCTEMHBIV MOLXOLbI, My3blKaNbHO-UCTOPUYECKMIA, PETPOCMNEKTUBHbIN

n npeorpaduyeckuin, Metoabl. B pesynstate nccnenoBaHus 6o1iun BbigBaeHbl GakTbl aKTUBHOMO
(bYHKLUMOHMPOBAHMS KOObI30BOM TPALMLIMM B PA3HbIX PETMOHAX, B TOM YuC/e, Ha 3anafe KasaxcraHa u
B [pubanxalube, TO €CTb reorpadus MX pacnpoCcTPaHEHUS OKa3anacb 3HAYMTENBHO LUMPE TOM, KOTopast
coxpaHunach B nocsiepytouime nepuogpl. Moatsepannmch GakTbl pa3BUTUS CbiObI3rOBOI My3blKM — Ha
3anage v Ha BocToke KasaxcraH. bbiin 06HapysKeHbl Ha3BaHWUS 4O CUX MOP HEWU3BECTHbIX KloeB KopKbiTa,
a TaKkXKe, Ko — NereHapl U Ko Ha UCTOPUYECKYIO TeMY S CbiBbI3rbl. B mporpaMme HeCKONbKUX AHEN
npoBefeHus cneta 3aUKCMPOBaHbl HAa3BaHUS HECKOIbKMX KIOEB LSl AOMOPbI, HAa3BaHWUS KOTOPbIX
BCTpeYanucb B COOpHMKax A. 3aTaeBuya U QYHKLMOHMPYIOT B My3blKaNbHOM KYNbType A0 CErOAHALHUX
LHen. Takke 6bl1M 0OHAPYXKEHbI M HAa3BAHMS KIOEB, KOTOPbIE HE BCTPEYAKOTCS B ONYHIMKOBAHHbIX
nctoyHmkax. OgHako obpasHas TeMaTMKa HEKOTOPbIX M3 HUX BCTpeYaeTcs B 06pa3uax 4oMOpoBoi
MY3bIKM LpyrMX permoHoB. BMecTe ¢ TeM, CBEAEHMS U3 AaPXMBHbIX JOKYMEHTOB XapaKTepU3YHT Psif,
BbILAOLLMXCS MY3bIKAaHTOB, BOLIEALMX NOC/IE CETA B COCTAB HALLMOHANIbHOIO OPKECTPA HAaPOAHbIX
MHCTPYMEHTOB, KaK HOCUTENEW KyNbTypbl CUHKPETUYECKOTO TUMa.

CraTbs MOXET NPeaoCTaBnsTb COO0M MHTEPEC U Kak YacTb OByayluero uccnenoBaHus o |
BcekasaxcraHckoM cneTe aestenei HapoLHOro UCKYCCTBA, COAEPKAaHWE apXMBHbIX LOKYMEHTOB
KOTOPOr0 MOXET LOMO/HUTb PaHEEe HEU3BECTHbIE CTPAHMLLbI UCTOPUM TaK e M APYr1X BULOB W KaHPOB
OTEYECTBEHHOTO UCKYCCTBA.

Knioyessbie cnoea: Kazaxckas TpagMLUMOHHAS MHCTPYMEHTaNbHAs My3blKa, HA4Ya bHbli 3Tan
CoBeTCKOro nepuoaa, apx1BHble U onyb6SMKOBaHHbIE LOKYMEHTbI, 3aTaeBUY, KoM A8 foMOpbl, KOObI3a 1
CbibbI3rbl, reorpadums pacnpoCcTpaHeHus.

Ana yumuposarus: Oyxymabaes, AceT, u AixkaH bepanbai. «kKaszaxckas TpaguuMoHHas
MHCTPYMEHTaNbHAs My3blKa B KOHTEKCTE | BCeKA3axCTaHCKOro cneta HapoaHoro Mckyccrea 1934 ropax.
Central Asian Journal of Art Studies, .10, N2 3,2025, c. 53-75, DOI: 10.47940/cajas.v10i3.1067

bnazodapHocmu: BbipaxkaeM rny6okyt npusHaTenbHOCTb peaakumm «Central Asian Journal of Art
Studies», a Takke aHOHUMHbIM PELLEH3EHTaM.

Aemopbl npoyumanu u 0006puu 0KOHYamesbHell 8apuUaHm pykonucu u 3aseastom ob omcymcmeuu
KOH@AUKmMa uHmepecos.
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Jumabayev Aset, Berdibay Aizhan
Kurmangazy Kazakh National Concervatory (Almaty, Kazakhstan)

KAZAKH TRADITIONAL INSTRUMENTAL MUSIC IN THE CONTEXT OF THE FIRST ALL-
KAZAKHSTAN GATHERING OF FOLK ART IN 1934

Abstract. One of the important goals in the research of modern humanities is the formation of
society’s historical view of culture, based on the awareness of its past, present and projection of the
future. Its realization also contributes to understanding the processes of ethnic identification.

In this regard, the relevance of the topic of this article is conditioned by the importance of
restoring the facts of the history of the functioning of Kazakh traditional instrumental art at the initial
stage of development of the Soviet period. In this regard, the material of the study is the archival and
published in the press documents of the | All-Kazakhstan meeting of folk art workers in 1934, timed
to coincide with the 10 th anniversary of the musical and ethnographic activity of the outstanding
collector of Kazakh music A.V. Zataevich. The purpose of the research is to study the documents
reflecting the state of development of Kazakh traditional instrumental music in the mid-1930s. In the
process of preparing the article, sources on the composition of the participants of the meeting with
the characteristics of their activities, repertoire, as well as documents testifying to the consistency
of the cultural policy of the Kazakh ASSR were collected and analyzed. The article applied complex
and systematic approaches, musical-historical, retrospective and ideographic methods. The research
revealed the facts of active functioning of kobyz tradition in different regions, including in the west
of Kazakhstan and in Balkhash, that is, the geography of their distribution was much wider than that
preserved in subsequent periods. The facts of development of sybyz music were confirmed - in the
west and in the east of Kazakhstan. The names of hitherto unknown kyuys of Korkyt, as well as kyuys
- legends and kyuys on a historical theme for sybyzgy were discovered. In the program of several days
of the meeting the names of several cues for dombra were recorded, the names of which were found
in the collections of A. Zataevich and function in the musical culture until today. We also found the
names of cues that do not appear in published sources. However, the figurative themes of some of
them are found in samples of dombra music from other regions. At the same time, information from
archival documents characterizes a number of prominent musicians who joined the national orchestra
of folk instruments after the meeting as bearers of syncretic type culture.

The article may be of interest as a part of the future research on the | All-Kazakhstan meeting of
folk art workers, the content of archival documents of which may supplement the previously unknown
pages of the history of other types and genres of national art.

Keywords: Kazakh traditional instrumental music, initial stage of the Soviet period, archival and
published documents, Zataevich, cues for dombra, kobyza and sybyzgy, geography of distribution.

Cite: Jumabaev, Aset, and Aizhan Berdibay. “Kazakh traditional instrumental music in the context of
the First All-Kazakhstan Folk Art Festival of 1934." Central Asian Journal of Art Studies, 7. 10, N2 3, 2025,
. 53-75,D0I: 10.47940/cajas.v10i3.1067
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STHOINPA®UUYECKUH
NAUJDKECT HA
MATEPUAJIAX
®0JIbKJIOPHbIX
SKCMNEIAULIUHA B
KAPKAPAJIMHCKUM
PEr'MOH

I'ynHaduc 3eiikenosa', YKaiinapryiab Kasbioekona?

1?Kagaxckasi HalMoHa/IbHasi akajieMust iekyceers umMenn TemupOeka YKyprenosa
(Anmarbl, Kazaxcran)

AHHOTauus. B ycnoBusax coBpeMeHHOro 3tana pasBuUTUS NyMaHUTAPHbIX HAYK aKTyanu3npyeTcs
Heobx0AMMOCTb Ty6OKOro M MHOTOACMEKTHOrO OCMbIC/IEHUS HEMATePUaNIbHOTO KY/IbTYPHOro Hacieaums,
0COBEHHO B KOHTEKCTE JIOKaNbHbIX TPAAULMIA, HAXOAALMXCS HA CTbIKe YCTHOW UCTOPUM, pETMOHANBHOM
WOEHTUYHOCTU U XYA0XKECTBEHHOW NPaKTUKK. HeCMOTPpS Ha 3HaUYMTENbHOE KOMYECTBO MCCNeA0BaHUNA,
MOCBSILLEHHbIX Ka3aXCKOMY DONbKIOPY U TPAAULMOHHOM My3biKe, KapkapanuMHCKUi permoH ocTaércs
Mafion3y4yeHHOM TeppuTOpUEN B HAYYHOM KapTUHe My3blKanbHOro Hacneamns KasaxcraHa. Lless ctatbu

— OCBETUTb NepBble 3THorpaduyeckme IKCNeanLmu, U SKCNeamLmMmn, opraHu3oBaHHble MobKIOPHbIM
KabuHeToM Kasaxckol HalMOHanbHOM KoHcepBaTOpuM MMeHM KypmaHrasbl, npefocTaBuBLLME
oundpoBaHHble 10 pa3HOXKaHPOBbIX MECEH 3TOTO PerMoHa, KoTopble OblIM HOTUPOBaHbI. HacToswas
paboTa NocBALLEHA aKTyanbHOMY UCCIEA0BAHNI0 DONbKIOPHBIX IKCNeAULMA ADKMHCKOM TpaanuLmm,
npoBeAeHHbIX B KapkapannHckoM pernoHe KasaxcraHa, u X ponu B COXpPaHEHUU 1 nonynspusaumum
Ka3axCKoro NeceHHoro MCcKyccTea. B cratbe paccMaTpuBatoTcs KtoyeBble GUrypsbl, Takue Kak AnekcaHap
3ataeBuy 1 bopuc Ep3akoBuy, KOTOpble 3HAYMTENBHO CMOCOBCTBOBANM COOPY U AOKYMEHTUPOBAHMIO
HapOAHbIX NeCeH M KIOeB pernoHa Memooel. iccnegoBaHne 0CHOBbLIBAETCS HA METOAAX UCTOPUYECKOTO,
My3bIKaNIbHO-3THOrPaMYeCcKOro, CpaBHUTENbHOIO AMArHOCTUPOBAHMS, YTO MNO3BONMO FTyHXe NOoHSTb
NpOLLecChl, CBS3aHHbIE C CUCTEMATM3ALIMEN, KnaccuduKaumen, TpaHchopMaLmen u CoOXpaHeHUeM
Ka3axCKoM My3blKanbHOW KyNnbTypbl. bonblioe BHUMaHWe yaenseTcs poin KaXaon us skcneanumi, a
MMEHHO B €ro 3THOreHe3MCHOM COMOCTaBeHUN. Pe3y1bmamel ucciedo8aHus: MOHUTOPUHT 3anuUcen 1 Ux
pecrnoHAEHTOB, OTC/IEXMUBAET UX MAEHTUHHOCTb HE MPOCTO C apPKMHCKOW, @ UMEHHO C KapKapasnHCKOM
neceHHOV TpaguLMeN, Ha TeKYLLMIA AeHb ObITyoWMX cpean KapkapanuHues. [ponenaH Lenbii
KOMM/IeKC pacciefoBaHUii NepBOMCTOYHUKOB B MOATBEPXKAEHUM [LOKa3aTeNbHOM 6a3bl — MUCbMa,



doTodmKcaLMmM NpOLLIOro CTONETUS, AyAM03aNNCK CEMEMHOrOo apxmBa JleH3saxaH JocMakoBa, - rae
NoslyYeHHble pe3ynbTaTbl MOFYT ObiTb MONE3HbI ANS AANbHENLWMX UCCNef0BaHMI B 061acTi STHOrpadumu,
MY3bIKOBELEHMS U COXPAHEHMS KYNbTYpHOro Hacneams ApKMHCKOro permoHa KasaxcraHa. B 3akntoveHue
nofYepKMBAOTCS NMEPCNEKTUBbI PACLUIMPEHUS 3HAHWUIA, A5 COXPAHEHWUS YHUKANbHBIX MONEBbIX
MaTepuanoB KapKapaJMHCKOM NeCeHHOM TPaaMLMKN B COBPEMEHHOM KynbType. HOTMpOoBaHHbIe 3anmcu
rOTOBATCS K COOPHMKY C COOTBETCTBYHOLLMMU KOMMEHTAPUSMM.

Kntoyessie cnoea: skcnepmumm, Kapkapanbl, permoH, GonbKIopHbIe MaTepuanbl, NeCHU, AnekcaHap
3aTaeBuy, bopuc Ep3akoBuy, JleHsaxaH [locMakos, HU®JT KHK.

Ansa yumuposarus: 3erikeHoBa ynHaduc n XXanpaprynb KasbibekoBa «3THOrpaduyeckuii ganmxect
Ha MaTepuanax GoNbKAOPHbIX IKCneanumin B KapkapanuHckuin permon». Central Asian Journal of Art
Studies, 1. 10, N2 3,2025, c. 76-94, DOI: 10.47940/cajas.v10i3.1003

Asmopbl npoyumanu u 0006PU/7U O0KOHYAMeNbHbIU 8apUAHM PYKONUCU U 3a58/15K0M 06 omcymcmeuu

KOHGIUKMa UHMepecos.

BeepeHue

3KC1’I€[LHLLI/II/I UrpaJii BazKHYIO POJib

B COXPAHEHHH U UCCIICIOBAHUU
HapOJIHOTO TBOPUYECTBA, B TOM YHUCIIE
(osibKIOpa, TpaauLMi 1 0OblYaeB MECTHbIX
HaposoB. DTO Obl1 HE TOJNBKO MPoLece
cOopa MaTepHaJsioB, HO U LLIAHC JJI51

YU€HBbIX, MyTeleCTBEHHHKOB U 3THOrpagoB
OTKPbITh HOBbI€ TEKCThI UM UX BAPUAHTHI,
3auKCHpOBATh YCTHOE HAPOJHOE
HacJsieine, a TaKxKe CHCTeMaTU3UPOBaTh,
MCCIIE0BATH M OMyOJMKOBATh 3aIUCH,

4TO M103BOJISAJIO COXPAHUTb MHOTOBEKOBbIE
HapOJHble TPANULIUH JUIsT OYIyLIHX
NoKoJieHHH. BaxKHOCTD 9KCIeIULMH B
KasaxcraHe 3akJ/ouyaeTcst B TOM, 4TO
MHOTHe Mpou3BeeHust (hosbKIopa,
BKJIIOYasi MECHHU, 3M0CHI, CKa3aHHs
COXPAHSIMCh UCKJIIOUMTEJBHO B YCTHOH
TPAIULUKU U MOTJIH Obl ObITh YTpaueHbl

6e3 COOTBETCTBYIOUIMX UCCIICIOBAHUN U
pukcaumnit. CoxpaHUJIUCh MHOTOUHMC/IEHHbIE
cBesieHHs1 00 sKeneauumsix B Kapkapanuuek
— Kaparanaunckast o61actb, LleHTpanbHbli
Kazaxcran — 6s1arogapsi ceoemy
CTpaTeruyeckoMy pacrnoJioKeHHto, 3TOT
PETHOH CTaJl He TOJbKO aIMUHHUCTPATHBHBIM,
9KOHOMHUYECKHM LIEHTPOM, HO U Ba*KHBIM
KyJbTypHbIM 06bekToM (KostHipbl

»KopMeHKeci ) Juist ucesieoBanust ApKHHCKOM
NE€BYECKOHN LLIKOJIbI.

Takue stHOrpacgel, kak ['eopruii
[Toranun, Anonbd Snmikeesuy, [Tetp
Ceménon-Tan-1anckuit, Muxau
[Tputkun u [lokan YanuxaHos,
MyTeLeCTBOBAJIH [0 STUM 3eMJISIM H
3anuchbiBa/u (hOJbKIOPHBIE MaTepUaJbl, a
TaKXKe OCTAJIUCh OMHUCAHUS OKPYKalolleH
MPUPOJIbI, MECTHBIX 00bIYAEB U KU3HU
Kazaxckoro Hapopa. [IpencraBum cBoaHyto
TabJnLy, rae 0003HaYeHbl 1aThl, UMEeHA U
OCHOBHbI€ MOMEHTBI BKJ1a/1a M IOCTHKEHHH
(Tabmuua 1).

WccenenoBanusi, npoBeieHHbIE
STHorpadamu H nyTellecTBeHHUKAMH,
ChIFpaJii Ba2KHYIO POJIb B JaJIbHENIIEM
pa3BUTHH PETHOHA, TaK KaK 3TH
«MH(POPMALMOHHbIE TEKCTbI» He TOJbKO
3a(pUKCUPOBAJIM YHUKAJbHbIE ACTIEKThI
KYJIbTYPHOMH »KH3HH PErHOHA, HO U

QR-kon 1. Bubsnnorpaduueckuii cipaBouHUK Mo
JIOKAJIbHBIM MEBYECKHM LIKOJIaM
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Ta6bnuua 1. Kntouesble purypbl u pesynbTtathl 3yueHua KapkapanuHcka

— 3THOrpad-y4éHbli1 Kazaxckoro
Hapoza, GONbKIOPUCT, UCTOPUK U
o06LLeCcTBeHHbIN aesTenb.

Fon, ®UO u ocHoBHas peaTenbHocTb | [locTurHyTbie pesynbTaThbl

1835-1920 | leopeutii Hukonaeguy I. MoTaHWH coBepLmMA cneumanbHble Noe3aku B
[lomaHuH — pyCCKUii YYEHBIN U KapkapanuHckuit kpaii 1 NnpoBOAMA UccnenoBaHus. B
nyTewecTBeHHWK, uccneposatens | 1913 roay MotaHWH Hanmcan B CBOMX BOCMOMUHAHUSX,
UCTOPUU, TPAAMLUI U KYNbTYpbl yTo 6bIn B roctax y A.C. PasaHueBa, o4HOro u3
TIOPKCKMX M MOHTONIbCKUX nepBbix obnaaatenei TMTyna «MoYETHbIN rpakaaHuH
HaponoB. Kapkapasnbis.

1830 Adoneg Muxatiinoguy SHwkeesuy | B 1830 rony A. AHwkeeBuy 6611 cocnaH B CMbupb
- MONbCKUI YYEHBIN, 3THOrpad, 33 y4yacTue B BOCCTaHMM NPOTUB POCCUMACKOIO
3aHMMancs uccnefoBaHUeM “MMnepaTopa, a no3xe, OyAyyn B cOCTaBe 3KCMeauLMn
ncropum LeHtpanbHoi Asuu. noJ pyKoBOACTBOM MOrpaHMYHOro HavanbHuka OMcka

H. BuwwHeBcKoro, oTnpaBMCa B Ka3axckue cTenmu.
Ero nytewectBus no Kapkapane onucaHbl B KHure
«[JHEBHMKM M NUCbMA O MYTELIECTBMM MO Ka3aXCKUM
cTensMmy», Kotopas Hbina Bnepeble onybankoBaHa Ha
nonbckoMm s3bike B 1875 ropy 3anucu A. fHwkeesnya
oT 12 ceHta6psa 1846 ropa: «Bupa c KapkapanuHckux
rop notpsicaet. Kapkapanbl pacrnonoxeHsl B
XMBOMUCHOM MeCTe — MeX/y ropamu, BAOSb PEKU»
(TAKO).

1865 lemp lemposuy CeméHos- B 1865 rony noa pykoBOACTBOM 3HAMEHMUTOrO
Tan-LlaHckul — pycckui nyTtewectseHHuKa 1. CeméHoBa-TaHb-LLaHckoro 6bin
reorpad, 60TaHuK, CTATUCT, nsfaH «lfeorpaduyeckmin U CTaTUCTUYECKUIA CI0Bapb
nyTelwecTBEHHMK. Poccuitckor umnepumn», B KOTOPOM pacCKasbiBaeTcs O

XuBOMUCHOW Npupoae Kapkapanbl, 0 MHOrOYMCIEHHbIX
newepax 1 yKpenaeHusix B 3ToM pernoHe. Takxe
nmetoTcs 3anucu n o Cemupeube.

1908 Muxaun Muxaiinosuy B pamkax akcneamummn no KasaxcraHy n CpeaHent Asum
lpuweuH - pycckui nucaTenb- usyyan Gnopy v reorpaduio perMoHoB. B ero paHHux
nyTewweCcTBEHHWK. Npou3BefeHusX eCTb ONMCaHWe NPUPOabl U Ka3aXCKUx

crenei, B Tom uncne Kapkapanbi.
MmetoTcsa paHHble, 4To M. MpULLBKH Bbln 04HUM
13 nepBbIX, KTO ycabiwan 3noc «Ko3bl Kepnew -
basH Cyny» B 3TOM pervoHe 1 3anuncan ero yCTHyt
Bepcuto Ha bymary. B cBonx ouepkax «Y€pHbiin
apab» n «Agam ata u Xaya aHa», ony6iIMKOBaHHbIX B
netepbyprckon rasete «Pycckue HOBOCTM», OH OCTaBWN
SApKMe Bne4vaTnieHns OT NepBbiX AHeN npebbiBaHus B
Kapkapane (Cmarynosa).

1855-1863 | LLokaH LLbiHFbICY1bI YonuxaHos OH 3aHMMancs nccnenoBaTenbckon paboToin

Mo HaceN&HHbIM MYHKTaM, BXOAMBLUMM B

coctaB KapkapanuHckoro okpyra, 4 3anucbiBan
BOCMOMMHAHMS MECTHBIX XXUTENeN, a Takxke peakue
BEPCMM MaNOM3BECTHBIX HAPOAHbIX MECEH U 3KbIPOB
(Cmarynosa).

o6ecreunsii OCHOBY JIs Ta/IbHEHIITUX
HayuHbIX u3bickanuil (QR-kox 1).

Bo BTOpoii TabJiuile npeacTaBaeHo
COBpPEMEHHOE COCTOSIHHE
MY3bIKOBEIUECKOTr0 OCMbICJIEHHUSI
JIOKaJIbHBIX MeBuecKux Ko/ Kazaxcrana
B XPOHOJIOTHUECKOH MOC/I€0BATEIbHOCTH
Ha OCHOBE psiJia KJII0UEBbIX HayYHbIX
HcC/IeI0BaHu .

AHaJIM3 CylIeCTBYIOIINX JaKyH
MOKa3bIBaeT, UTO UCCJIe0BAHHE
KapkapasinHckoi neBuecKom LIKoJbl
el11é He MoJyYnJIa I0JKHOTO BHUMaHHS B
CpaBHEHHM C caMOil APKMHCKOH U JIPYTHX
peruoHaJbHbIX MEeBUECKUX TPAJHIHI.

B saTom KoHTeKcTe amuoepaguueckuil
datidacecm Ha mamepuasax
porvkaropHbLX dKCneduyull 8




Ta6bnuua 2. bubnuorpaduueckuii CNPaBoYHUK N0 APKMHCKOM NEeBYECKOM LUKOJIe

Oarta, ¢puno, Ha3BaHue |

CopepxkaHue

APKA / ApkuHckas nesyeckas WwkKona

1983

Tyneytaes, Kenbren6aii. MeceHHas KynbTypa
Ka3zaxoB lNpubanxawbs. ABTopedepat
AMCCeTaLMM HA COMCKAHWUE YYEHOM CTeneHu
KaHaupaTa uckyccrsosepermns. 17.00.02. -
My3blKasibHOe MCKCCTBO. — AnMa-aTa, 1983.
-2lc

MpepncTaBneHbl 06pasLbl MecTHOro 06psa0BOro
donbknopa. B yactHocTu, B pasgene «bbiToBble 1 aeTckue
necHW» nNpeAcTaBneHbl IBe BEPCUM CbIHCY, a TakkKe
YKaHpbl Xap-xap v Tonbacrtap.

1993

banteHoBsa, MNyncim. Kekwetay ayeHaepi. -
Anmartbl: OHep, 1993. - 144 6.

B 3T0T My3blKanbHO-3THOrpadMyeckunii COOPHUK BOLLIM
6bITOBbIE 0OPSA0BbIE NECHU, TMPUYECKME HAMEBDI,

a TakxKe paHee He ony6/IMKOBaHHblE NPOU3BeAeHMS
HapOAHbIX CAMOPOAKOB, XapakTepHble ANS1 CEBEPHbIX
obnacTteit Hawel pecnybnuku. B pesynbtaTe
MHOroneTHen M MacwTabHom paboTbl uccnenoBatenb
[LaéT npencTaBneHune o TpaauLMK NecHeTBOpYeCTBa
pernoHa u eé npeeMcTBeHHOCTU. HecMoTps Ha To, 4TO B
xope akcneanumm 1984 ropa 6bi10 cobpaHo 6onee 1200
neceH, B COOPHWMK BKtOUEHO b 80 U3 HUX.

2006

Teneytai, EpnaH. bagHaybingbiH, AacTyphi
dHWinepi. — Anmartbl: Kasaknapar, 2006. -
120 6.

(MopmMupoBaHue U pa3BUTUE TPALULMOHHOIO NEBYECKOTO
uckyccTea basHaynbckoro pervoHa

2021

Capsapos, baxbiTkepeit. EpTic-Kepeky,

basiH eHipi My3blka eHepiHiH aTaKTbl
MarntanManaapsbl->Kasy Myca sHaepi [MaTiH]:
Hay4Hoe u3paHue / b. Capsapos, A.M.
Mepranues. — Anmartel : 3CMA, 2021. - 144
6.

MpencraBneHbl HOTbI NeceH Mycbl baiixaHoBa (KnaBupbl
[LNS CObHOTO UCMONTHEHUS 1 GOPTENMAHO, a TaKXKe
napTUTypbl, 06paboTaHHbIE A1 OPKECTpa Ka3zaxCckux
HapOAHbIX MHCTPYMEHTOB)

Kapkapaarurckutl peetox NpejiCcTaBsieT

— JIaHHbIN JaUPKeCT BOCIIOJIHSIET

co00# He MPOCTO PUKCALUIO MY3bIKATLHOH
TPaAULMOHHON KyJIbTYphbl, HO aKTyaJbHbI}
MCCJIe/10BaTe/IbCKUI pecypc, MO3BOJISIOLIHNI
MHTEPIPETHPOBATh KyJIbTypHbI€ MPAKTHKH
Yyepe3 MpHU3My COBpEMEHHbBIX TEOPETHUECKHX
TMOJIXO/I0B.

Taxkum 06pazom, coBpeMeHHbIE
TpaHcdopmalnK KyJbTypHOH MaMsaTh yepes
IKCIEAMLIMOHHbIE 3alIMCH, POCT HHTEpeca
K JIOKQJIbHOH HIEHTHYHOCTH U CTPEMJIEHHE
K MEXKJIUCLHIIIIHHAPHOMY OCMBbIC/IEHHIO
HeMaTepHaibHOrO Hacse/i1s 00yCJI0BHIIH
0co0yI0 aKmyarbHOCNLb PONbKAOPHOLX
U ImHoepaghuueckux uccaedo8anuil,
ONUPAIOULUXCA HA NONEBbLe MAMEePUaNbL.

Ha done rio6anbHbIX TpeHI0B B
TyMaHUTapHBIX HAyKaX — TaKHWX Kak
nosopom K NOCMNAMAMU U KOHUeNYUsl
amHoepaguieckoll pecmumyyuu

CYLLECTBEHHYIO HAYUHYIO HULLIY, CBSI3AHHYIO
C PEKOHCTPYKLMEH perMoHabHOTO
(hoJibKJI0pa KaK MoCpeaHHK KOJIEeKTHBHOH
namsiTH, ONbITa U WIEHTHYHOCTH. B
YACTHOCTH, heHOMEH NOCTNamMsTH (B
UHTeprpetaiiut Mapuantbl Xupiir)
MO3BOJISIET PACCMATPUBATh YCTHO-
nostuueckue Gopmbl (9H, KyH, XKbIp,
TepMme) Kak (hopMbl TPAHCIUPYEMOH
NaMsITH, IJ1e HCTIOJHUTEJH SIBJSIIOTCS
KyJIbTYpHbIMH HaceHUKaMu. OHU
PEKOHCTPYHUPYIOT OIBIT, MOJYyUYeHHBIH uepe3
MEXKIOKOJICHUECKOe B3aUMOJIeHCTBHE,
nepeaHHblil B 3ByKe, CJI0BE W HHTOHALUH
— KaK CBOEro pojia ayouoMHeMOHUeCKULL
kod (Xupmi).

B To ke Bpemsi, MeTo10/10THsl
amroepaguueckol pecmumyyuu Tpedyert
He MPOCTO COOMPaHUs MaTePHaJOB, HO
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THYECKH M KOHLLENTYa/JbHO 0O0CHOBAHHOTO
«BO3BpaTa» 3HAHUs CAMUM HOCHUTEJISIM
KynbTyphl (Kacatenko). Takum o6pasom,
nybauKyemoLll datidxcecma He TOJbKO
JIOKYMEHTHPYET, HO U perpe3eHTyeT
BO3BPAT JIOKAJbHBIM COOOIIECTBAM HX

Ke KyJIbTYpY, YKPEIJisist HIEHTHYHOCTb

¥ coszlaBast iaTopmy Ajs auajora

MEKJy aKaJleMUUECKUM 3HAHUEM H XKHBOH
TpaauLIien.

MexnyHapoaHbI KOHTEKCT
vccse0BaHui B 06J1acTH osibKIopa,
HeMaTepHalbHOrO KyJIbTYPHOTO HaC/AeUs U
MY3bIKaJIbHOH 3THOrpauu — OT MPOEKTOB
FOHECKO (Unesco) 10 1oKaibHbIX
MHULMATUB B cTpaHax LleHTpaJsbHON 1
BoctouHoil EBpornbl — CBUETENLCTBYET
0 pacTyllleM BHUMAaHHH K Pe2UOHANbHOL
MuKponamamu, K «rojocam nepucepuu»
¥ K MOTBbITKAM MHTErpaly TPaIulOHHbIX
3HAHWH B COBPeMEHHbIE HapPATHBbI
YCTOHYHUBOTO Pa3BUTHS, KyJbTYPHOH
MOJIMTHKH ¥ 00pa3oBaHusl.

Ha ocHoBaHHM BbIILIEU3/I02KEHHOTO,
ueno npedcmasasemor cmamou —
apXUBHas KOMMHUJISLUS TPAJAUIIHOHHOTO
3HAHMSI, MHTEPTIPETHPYEMOE U 3HAUUMOE
KaK MHTeJUIeKTyaslbHast natpopma
JUIsl pecTaBpaliu JIOKaJAbHOTO OIbITa
KapkapasinHckoro peruona B amasore ¢
r106a/bHbIMU HAYUHBIMU TeYeHUsIMHU. B
paboTe peasnadyercsi KOMIJIEKCHbIH MOJXOL
K pelleHHIO psiia UCC/1e10BaTeIbCKUX
3a1au: Hay4Has (NperocTaBsis
noJieBble JaHHbIE U UX TT€PBUUHYIO
MHTEPIPETALHIO ); Memodorouieckas
(BMMCBIBAsICh B pAMKH MTOCTMEMOPHAJIbHOH
U PECTUTYLIMOHHOM T€OPHH ); COUUANbHO -
Kyabmypras (cnocoOCTBYsI COXpaHEHHIO
¥ OCMBICJICHHIO KYJIbTYPHOH HIEHTHUHOCTH
Kapkapasnunckoro peruona).

MeToabl

BosHukaeT npoTHBOpeure Mexy:
Haauduem YHUKaALbHO20 NecerHH0e0
mamepuana, 3aUKCHPOBAHHOTO
Kak B paHHUX, TaK U B COBPEMEHHbIX
THOTpAPUUECKUX SKCTIEIULIHSX, H

HeOdoCmamouHoL HayuHol pegrexcuetl u
AHAAUMUYECKUM ONUCAHUEeM ITUX JTaHHBIX
C MO3UIIMH aKTYaJbHbIX METOI0JOTMYECKHUX
noaxojoB. CjieloBaTe/ibHO, HCCHe0BaHNe
OTUPAETCsl Ha METO/Ibl HCTOPHKO-
MY3bIKaJIbHOTO aHAJIN3a, MY3bIKaJlbHO-
THOTPAPHUIECKOTrO U CPABHUTETLHOTO
MOJIXO/I0B, UTO MO3BOJNJ0 HoJiee TyHOKO
OCBETHTb MPOILLECCHI, CBSI3aHHbIE C
cucremaTH3allpel, Kkiaccuuxaimei,
TpaHcdopmalneil H coxpaHeHHeM
Ka3aXCKOH My3bIKaJIbHOH TPAAULIUH
Kapkapanuncka. Oco6oe BHUMaHNe
YIEJSETCS POJIH KAXKI0H SKCIEUIINH, C
AKLEHTOM Ha UX BKJIAJL B 9THOT€HETHYECKOe
13ydeHHe My3bIKaJbHOH KYJIbTYphbI, YTO
MO3BOJISIET PACKPBITh IMHAMUKY H3MEHEHHUH
1 MIPEEMCTBEHHOCTH B €€ Pa3BUTHH.

Ouckyccusa

MysbIKasibHble SKCTEUIINH B
KapkapanuHckuil paiioH npeacTaB/siioT
COOOM BaXKHYIO CTPAHHLLY B HCTOPHH
My3bIKaJIbHOH Ky/bTypbl Kazaxcrana. dtu
IKCTIEUIIMK HAaua i aKTHBHO Pa3BUBATHCS B
koHle XIX-nauane XX Beka.

[lepsas mysvikaroras sxcneduyus
Anexcandpa 3amaesuua boira
nposedena eue 8 1926 eody, do
obpasosanui Kapkapairurnckoeo okpyea.
Kapkapaaurckuil okpye Ovia ouyuarbHo
chopmuposar Kak omoenvHolll pecton
8 1928 eody, umo a6as5emcs 8AiCHbIM
OPURLULHANbHOIM UCOPUYECKUM PAKITOM.
B cBssu ¢ atum, B c6opHuke « 1000
neceH Ka3axcKoro Hapoaa» (3araeBud,
2004), BbINylIeHHBIH 3aTaeBUUEM, HET
oTe/bHOH (ukcaunn KapkapanuHnckoro
pernoHa. Bmecro 3T0Tr0, BCe MaTepuaJbl U3
3TOr0 parioHa ObLIH BKJIOYEHBI B OOLLYIO
KaTeroputo « CeMHUnasaTHHCKast TyOepHUS»,
4TO OTpaxKaeT aAMMHUCTPATHBHO-
TEpPPUTOPHAJIBHOE JIeJIEHHE TOrO BPEMEHH.
Bo Bropom c6opHuke «500 kazaxckux
necen u KioeB» (3ataesuy, 2002)
3ataeBuY BbIIEJSIET B OT/E/NbHbIN paszieJ
«CemMNanaTUHCKUI OTIENT» U TaM Ke
Kapkapanuncku#i pafion o6ocobsisieT ot
npyrux (Ta6anua 3).



Ta6bnuua 3. laHHble c60pHMKOB AnekcaHapa 3ataeBuua

«1000 neceH Kon-so | Kon-Bo «500 kasaxckux neceH u Kiwe» | Kon-so | Kon-Bo
Ka3axckoro Hapopa» ucn-neii | neced u 1931 r. ucn-nei | neceH
1925 . KoeB U Kloes
CemunanamuHckas 35 163 CemunanamuHckuli omoen 85 350
2ybepHus BKIOYana BKtoYan KaparaHauHCKyto,
CeMuUNanaTMHCKYto, Maenopapckyto, BoctouHo-
BocTtouHo- KasaxcTaHckyto,
KazaxcraHckyto, CemMunanaTuHCKyto,
KaparaHauHckyto AKMONUHCKYt0, [IXKe3Ka3raHcKyr
u MNaBnofapckyo obnactu. [laHHble Ha 1963 1
obnactu. [laHHble Ha
1963 r.
«KapkapanuHck. p.» (3aTaeBuny, 35 127
2002)

B 1968 rony B Kapkapasuck 6bl1a
HarpasJieHa crelranbHas SKCHeuLus
115t c6opa CTapUHHBIX TTeCeH, PEIKO
MCIOJHIEMbBIX CPEJI Hapo/a, KOTOPYIo
BO3IJIaBUJI U3BECTHBIH KOMIO3UTOP
1 UCCJIeI0BaTe b pecnybynuku bopuc
['upesuny Epsakosuu. B xoze sToit
noessiku Ep3akoBuy Mo3HakoMHJICs ¢
TBOpuecTBOM Jlenzaxana CeHinxaHysibl
JlocMakoBa 1 BLICOKO OLIEHHJT €70 TTECHIO
«Kapkapasbl Basibci». JlokazatesbecTBoM
TOMY CJIy?KHUT MTUCbMO JIeH3axaHy
JocmakoBy ot bopuca Epsakosuua
jnatupoBaHHoe 16-biM anpesem 1968
rojia, uto siBJsieTCst paKToM, TOCTOHHOTO
BHUMaHUs: « Bauia necus « Kapkapaiol
8ANbCI» MHE OYeHb NOHPAsUAach. Ima
necws, npecoe sceeo, demoncmpupyem
8aul 8bLCOKULL KOMNOZUMOPCKULL
MAaiaHm U 8POHCOEHHOE MY3bIKALbHOE
uymeoe. 51 npedcmasunr smy necrio
Ha Kasaxckom paduo. Ceiluac ona

GaranaraH efli. O3iHi{ 1968 bkl 16 KekekTe asraH
xareiHaa: “Ciapi Kapkapansi BanbCiHi3 MaFaH KaTTbl YHaAbl.
byn aH, 6apiHeH BypbiH, Ci3iH XOFapbl CA3repAiK TanaHTbIHbI3
GeH Taburar GepreH TaHLIMTYHCIMHI3AIK AGHreMiH kepcetesi.
PAAMOCHIHA  YCbIHBIN  OTHIPMbIH.
KypMaHFashl aTaHfaFsl 6Hep WHCTUTYTBIHBIH  (PONbKAOPABIK
KkabuHeTiHae cakTaynbl Typ”, - Aen xasraH. OHAi Kapkapansi

IIncemo B. Epzaxosada JI. JocMaKoBy

OHai  Kasak

XPAHUmMcst 8 horbKAOpHOM KabOuHeme
Hremumyma uckycems umenu
Kypmaneasor». DT0 MUCbMO ObLJI0
[epeBe/IeHO Ha Ka3axXCKHUH SI3bIK U

onyOJMKOBaHO B GpOLLIOpE, MOCBSIILIEHHON
roOuseriHoMy MeponpusTuio K 180-metuio
Kapkapanuncka, npenocraBieHHbIH BHYKOM
Jlenzaxana — JlocmakoBbiM Majusipom
Ep:xanyibl. Takke B 310l Opoliope
3arieuatsieH hoToakT B3aHMOJIEHCTBHUS
Bbopuc Epsakosunua c Jlenzaxanom
JlocMaKoBbIM (K COXKaNEeHUIO OPUTHHAJ
nucbMa 1 gotorpaduii B ceMeiiHoMm
apxuBe He COXPAaHUJIUCh, H €IMHCTBEHHbBIM
MOATBEP:KACHUEM STOMY (haKTy OcTasach
nannas 6potnopa) (Illokabaena)
(Pucynok 1).

PesynbraTthl

CpasHerue apxu8Ho20 pakmuueckoeo
mamepuaia.

OH Ka3ip

e

B. Ep3aropnu, JL. ,T.Iocmr.o

Pucynox 1. Ckpun 6pounopsl ([1lokabaesa)
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Caenytotast posibKaopHast
sKkeneantns B Kapkapaaunekuii peruon
Obla1a opranusoBaHa B vioJie 1987
rofa AnmatuHcko# ['ocynapeTBeHHOM
KoHcepsaropueil umenn Kypmanrasbi'

B Kaparanauncekyio 006J1acTh, 11€J1b10
KOTOPO# Obls1 cOOpP U 3aMUCh MY3bIKaJbHOTO
(osbKIOpa, 3athMKCHPOBAHHYIO Ha
MarHuTO(OHHYIO MJIEHKY: PyKOBOAUTE/b
sKkeneanunu — 3aype Pcanyna, cTyieHTbl
— Mapuna 'amapuuk, Antbin Mnatosa

u 1p.

KoncepBaTopcekasi sKcneauius noceTuna
pationbl Erunapibynak nu Kapkapanunck,
rzie Obl10 3anucaHo 48 npousBeleHui
(Ha ceroHsLIHUN ieHb Erunapioyiak
BXoauT B Kapkapasunckuii paiion). B
XOJI€ 3aMUCH, TOMHUMO MeCeH, TaKxKe
OblJIM 3aMTPOTOKOJUPOBAHbI JaHHbIE H 00
MCTOJTHUTEJISIX.

HU®JT KHK umenu Kypmanrassi
NPeI0CTABUJ IOCTYI K apXHBHBIM
3anucam KapkapanuHckoil skeneamuyn,
BKitouatoniasi 10 necen? u 1 ko
(Tabnuua 4).

[IpenocraBienHble KOMUK ayaMo3arnuce,
C/IeJIaHHbIE C KACCETHBIX JIEHT, ObLIN
3arucaHbl OT TPEX PECMOHAEHTOB, H3BECTEH
ToJsibko oaut — JJocmakos Jlensaxan®.
[Toniumo ucnosiHeHHbIX JIeH3axaHoM MsTH
receH, aBTOPbI IAHHOHN CTaTbH IOTOJHUIN
3TOT CBOJI, ECHSIMHU, B3SITHIX U U3
cemeliHoro apxuba JlocmakoBa JleHsaxaHa:

«KapkapaJibl Basibci» (B TOHaNIBHOCTH
C-dur), «AkroTbl», «KapkapaJibl
Bankanray»*, «bakpIT KyHiH TOHIaFaH»,
«KacTbik» «Orinil» (Ha cjoBa Mykarasu
Makataesa), «)KaHapblHMeH TiJl KATbIM»
(na cnoa @apusbl OHFapCLIHOBOK ),
«['yamen Koca Tepbep ellimM e3iH1i»

(na ciioBa O6ipaia YKomitena)»
(okabaena).

AMnupuUecKuil MaTepuaJ, noJydeHHbIi
B XOJl¢ Hay4HOH CTAKHPOBKH 3€HKEHOBOM
['ynnacduc B HUDJT KHK nmenn
Kypmanrazsr (03.02.2025 — 16.02.2025)
M03BOJIUJI YTyGJIECHHO HCCIEI0BATD
pyKoruch apxuBHoro donna. B xoze
paboThl, COBEPILIEHHO CJAy4alHo, Oblla
oOHapyzKeHa narka, cojiepzkaulas
YHUKaJIbHble 3aMUCH, C/lelaHHble CHHUMU
YepHUJIaMH, ¢ HaluCblo: «/lecHu u
dacmatol, cobparHsie 8 nepuod ¢ b no
23 uroas 1967 eoda. Pykosodumeans
bopuc Epzakosuu. | axzemnaap
(Cemunaramunckas, [lasarodapckas,
Kaprapaaunckas obaacmu) ». Takum
obpasom, ama yenouka coboimuii,
Komopas 83444 Ha4aro ¢ akcneouyutl
Epsaxosuua, nozsossem coeaamo
BACHOLL IKCKAIOZUBHDLLL BHLBOO O MOM,
4mo 3anucu poLbKA0pHO20 KabuHema
KHK umenu Kypmaneasol, 8 mo spems
ObLau coeaamvl umero bopucomn
Epsaxosuuem. Boiue npedcmasaerrore
apeymeHmuposarHole hakmeol cAyHcam

'®ounbkiopublil kabuHeT KHK otkpbliics B peBpasie 1958 roza, u, Kak oTMeueHO B 01y 6JIHKOBAHHOM
kuure HU®DJI: «[IpenogaBaresiy U CTy1eHTbl KOHCEPBATOPHH PErYJ/IsIPHO OTIIPABJISIIUCD

B (hOJILKJIOPHBIE SKCIEANIINH 1O pernoHaM KasaxcraHna v MpUrpaHHYHBIM FOCY1AaPCTBAM,

coGupast TEICSIUM 00PasIOB MY3bIKaJbHOT0 HaCJIEANs OT HAPOAHBIX TasmaHToB> (KypMaHrassl

4). Ha cerogusiiunuii gienb @o/1bKI0PHBI KAOHHET KOHCEPBATOPUM HOCUT HadbiBaHUe HayuHo-

uccJeoBare/bekast (hoJbKJI0pHast 1abopaTpusl.

2Bce nmecHu u3 JaHHOTO MepeyHs Ha CeFOZ[HHIlIHI/Iﬁ JE€Hb HOTUPOBAHbl OAHHUM U3 aBTOPOB CTAaTbH —

['ynnaguc 3erikenopoii (Hayunas nosusna Nel).

*Jlensaxan Ceftinixanyabl JJocmakos ponuiicst B 1928 rony B ropone Kapkapasunck, Kaparanaunckas
o6J1acTb. Ero 1eTcTBO NPOIILIO B OKPY?KEHHH TPaUILIMOHHON My3bIKH KA3aXCKOTr0 HApO/a, 4T0
1poOyAHJI0 y HEro HHTEPEeC K HallMOHAJIbHOMY HCKYCCTBY. DTO CTaJ/10 OCHOBOH ero OyLyLlero
TBOPYECKOro 1yTH. Ero coBpeMeHHUKHU O0TMeualoT, 4To JIeHzaxaH 3aoMHHIICS CBOEH IPeKPaCcHON

MeBYECKOU MaHepoﬁ W apTUCTU3MOM.

*KorHHTHBHBIE JaHHBIE: 9TA TIE€CHS MOATBEPIKAALT, UTO KapKaPAJHHCKHIl PerHOoH 06beINHAN B cebe
«Kapkapaubi-Ky enipi» (Ky — 370 Erinni6ynak), B Tom uncie u «basnkanray enipi». ['eorpaduueckue
¥ KyJIbTyPHBIE 0COOEHHOCTH peruoHa OblJIM COGPaHBI U3 PA3JIMUHbIX JOKYMEHTHPOBAHHbIX
HCTOYHHKOB, MOATBEPKAEHHBIX HCTOPHKAMH, 3aHHMAIOIIMMHCS H3yYeHHEM STOr0 PEerHOHa.



Ta6bnuua 4. Katanor KapkapanuHckoit akcneamuumm

(71 3anwmcob)

119 neHta AsTOp Ucnonuurtenu
1 | «FawbiFbiM-ai» banmykaw Kanabaes banmykaw Kanabaes
2 | «Ak Aiia» Xanbik aHi baiimMykaw Kanabaes
3 | «Akbinek» XanblK oHi Barimykaw Kanabaes
4 | «KOHbIp xai» Xanbik, aHi baiimMykaw Kanabaes
5 | «KypbbiM-aii» Xanbik aHi Barimykaw Kanabaes
6 «Kow KankaM, KoL Kankam» Xanbik aHi [ocmakoB JleH3axaH

7 | «Kapkapanbl Typansl aH»

9Hi: [locMakoB JleH3axaH
ce3i: 3napa EnybekoBa

LocmakoB JleH3axaH

8 | «Kapkapanbl BanbCix»

[ocmakoB JleH3axaH

LocmakoB JleH3axaH

9 «CeHceH, erep MeHiH anTKaH
cesime» (70 3anucb)

oHi: [locMakoB JleH3axaH
ce3i: onnakbap Tineybekos

JocmakoB JleH3axaH

10 [ Kyit «OkT6pb MapLubi»

JocmakoB JleH3axaH

JocmakoB JleH3axaH

11 | 394 neHta ABTOp

OpbiHaafaH

12 | «becik »xblIpbl» Xanblk, aHi

KaHanvHa AMaHKyn

dokasameavcmsom (Hayunas nosusna
Ne 2).

[TosieBble ayano3anucH, K coxaneHHuIo,
C TeYEHHEM BPEMEHH YXYILIHJHCH,
HEKOTOpble )parMeHThl ObIJIM CTEPThI U
He MOJ/IeXKaJH MOJIHON TPAHCKPHITLHH
1 JleKcuyeckon atpubyunu. OnHako,
nocJie OOHapy»KeHHs MarKH C 3aMUCIMH
MO3THYECKHX TEKCTOB, MPOLLECC JIHPUKALHH
CTaJl BO3MOXKHBIM, YTO OTKPbIJIO HOBbIE
NePCMNeKTUBbI /11 BOCCTAHOBJIECHHUS U
COXPaHEHHs My3bIKaJIbHOIO HacJIeIHs,
KOTOpOe paHee OblJ10 OYTH YTpaueHo.
Takxke coxpanuauch Kpatkne
KOMMEHTapHH, YTO JieJlaeT NaclopTH3ALHIO
MHTEPECHBIM B HECKOJIbKUX acCleKTax.
Bo-nepBbIx, 31eCh UETKO yKa3aHbl
Ha3BaHHs M1eCEH, YTO M03BOJISIET TOYHO
WIEHTU(PUIUPOBATH My3bIKabHble
npoussesieHust. Bo-BTOpbIX, NpUBEEHbI
CBeJieHHs1 00 UCIOJIHUTEJISAX, TPH STOM
0Cc06EHHO BaXKHbIM SIBJISIETCS] YKA3aHHe HX
JIOJIZKHOCTEH Ha MOMEHT 3aIUCH, 4TO IaéT
NpeJCTaB/JAeHHE O COLIHATbHOM KOHTEKCTe
U KyJIbTYPHOH 3HAYMMOCTH 3THX JIMUHOCTEH
B ToT nepuon. Hanpumep: «Kapkapasbl
ayJlaHJIbIK MoJIeHUeT OeJiMiHiH aBTOKIYO
meHrepyuiici baitmykain KanabaeBTbin,

OpbIHAYbIH/A O3iHIH LIbIFAPFaH oHi
«FawblFel-ait», yto B nepesoje « Coto
aBTOPCKYIO MecHto «Falbirbi-an»
UCIIOJIHSIET PYKOBOJHUTEJb aBTOKIIYOa
oTea KyabTypbl Kapkapasnuuckoro pariona
baiimykai Kana6aes» (nepeson K K. u
3.1"). «..yzakomneHnue mecma HocUMmMeAs
HKH (nemamepuarvroe KysomypHoe
Hacaedue) 8 Kyaomype. ... Llentpanbhas
(hurypa HemaTepuaJbHOTO KYJIbTYPHOTO
HACJeus ... — €ro Hocumedas, TOT, €
MOMOLIbIO KOTOPOTO MepeaaeTcs 3HaHue,
HaBbIKH, Tpaaulmsi. HemarepuanbHoe
KyJIbTypHO€ HacJie[ie BooOllle He
CYLLECTBYET BHE KOHKPETHbIX JIOIEH »
(Enemanona 17).

AHarus ayoumHemoHu1ecko2o Kooa’.

3anucu osbKI0pHOTrO KabuHeTa
KOHCEPBATOPUH OOBEAUHSIOT B cebe
MEeCHH, Pa3JinuHble M0 2KAHPY: HAPOJHbIE —
«AKbirex»® (o6ob1IatoLIee ONpeeseHne
U151 TleCeH aHOHUMHOTO MPOUCXOKICHHUS,
nepeanmxes ycTHo, GopMUPYIOIIHXCS
B KOJIJIEKTHBHOH TPaULIMH U
OXBaTbIBAIOLIMX Pa3HOOOPA3Hble TEMBbI:
OT ObITA 10 HCTOPUUECKUX COOBITHH );
romopucmuueckue — «KoHpbIp Kol »,
«Kypbbim-aii»; aupuueckue —
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«CeHceH erep MeHiH alUTKaH co3imMe»
(TMpUYECKUH KAHPOBBIN MJ1aCT);
A10608Hble — «TauibirbiM-ail» u
npoujarvroie — «Koul Kajkam, Kol
KaJKam» (JIMPUKO-M03THYECKHUH 2KaHP); O
npasax oceruun — «Ak Aitiia» (necHu
COIMAJIbHOTO MPOTECTa); 0 npupode u
mecmrocmu — «KapkapaJibl TypaJibl 9H»,
«Kapkapasibl Basbci» (TOMOHOMHYECKH
MapKHUpPOBaHHbIE TIECHH B THITOJIOTHU
Ka3axCKUX (OJIbKIOPHBIX MeCeH,
YKa3bIBAIOT ¥ HA PErHOHAJ/IbHbIE LIKOJIbI
neHust ); KoablOeabHole — «Becik KbIpbl»
(06psI0BO-(DYHKIHMOHANBHBIH YKaHP ).

$lcHocTh W uMcTOTA 3anKCH MeCHH
«becik xbipbi» nox Ne 2 Ha sieHTe Ne394,
M03BOJIJIO Pa36OPUMBO PACIIO3HATDL TEKCT U
notuposats (IIpumep 1):

OcHoBHbLEe MY3bLKALbHbLE
AyoUOMHeMOHUYeCKIEe XapaKmepucmuKu
KOAblOeAbHbLX necer: Y3KUi 11anasoH:

B [1pe/leJiax CeKCThl, YTO CBSI3AHO C
€CTeCTBEHHOH y0OHOH BOKAbHOM
TECCUTYPOH JIISl MATKOTO, yOAIOKMBAIOLILEero
nenus. [Ipocras, poBHast puTMHKa:
paBHOMEpHbIH MeTp — 2/4; niaBHoe
NBIXKEHHE pUTMa — 6€3 Pe3KHX aKlleHTOB;
MOBTOPbI PUTMHUECKHUX (hOPMYJI.
Mesonueckast CTpyKTypa: rammooOpasHoe
JBUXKEHHE; MaxKOpHbI# Jaj B-dur;
MeJIJIEHHBIH, YOAlOKUBAIOLLUH TEMTT;
MCIOJb30BaHUE KOJbIOENbHBIX (hopmys —
«920uU 940U 920U >.

PenpezenmamusgHulil
ayouomHemMOHUUecKUll KOO: «AK
Aiina» B 3anucn baiivykama KanaGaesa
3apMKCUPOBaHA KaK «Hapo/HAasl eCHs »,

a B ucnosHenun Eny6as Omip3akosa, B

COTNPOBOXKAECHUH (POPTENHAHHON NAPTHH
1 ¢ 1oMOpoi (OMip3akoB) npejcraBjieHa
KaK aBTOpPCKast BepcHusi ecHu « Ak Aiiiia»
Eny6ast ©Omip3akosa, rjie OH caMm JIMUHO
pacckasbiBaet, uto B 1919 rony B Kocranae
OblJ1a 2KeHILMHA 0 UMeHH Araiillia, KoTopast
npojaBaJja KymbIc, ¥ OH Harucas 3Ty
necHto B €€ yectb. JlocTOBEpHOCTb 5TOH
MH(pOPMALMH HEBO3MOXKHO MTPOBEPHUTb.
Ho o6a BapuaHTa uieHTHYHBI 110 3By4aHUIO
— B OJIHOH CTHJIMCTHYECKOH TeHJeHLHH,
3a UCKJIIOU€HHEM HEKOTOPbIX MEJIOIHUECKUX
o6opotoB. «['eorpaduyeckoe
pacrnoJio;keH1e perHoHOB HCCeyeMoil
TEPPUTOPUH U UCTOPUUYECKOE MPOLLLIOE
OOBSACHAIOT paclpoCTPaHEHHUE B
9THUX palloHax psijia neceH, KOTopble
uenogusiores B Llentpanbaom u
[Oxnom Kasaxcrane, Ha ceBepo-
BOCTOKE H 10ro-octoke Ketsicy. B
npouecce akcneouyuL pecoHoer ol
4acmo UCNOAHANU NeCHU C
MOYHO NOBMOPLIOUUMIUC U
UMAPOBUSUPOBAHHBIMU NOIMULECKUMU
mexkcmamu TojL MeJIOIMU TaKUX XOPOLIO
M3BECTHbIX (M BKJIIOUEHHBIX B PSijL
obL1ecTBeHHbIX ) 00pasiioB» (Babizhan
125-126).

BarxHo cocraJisitolllel, Ha Halll B3TJIsI],
SIBJISIIOTCS] « MECHU-POCMPAHCMBA >
WM KaK ero orpeessitoT 110 THIOJOTHH B
THOMY3bIKOBEJIEHHH U (DOJIbKIOPUCTHKE
« MONOHUMUYECKUL NAACT KA3AXCKUX
necen»’ — KOHKpeTHasl JIOKaJIM3aliys,
cBoeoOpasue IK30THKH MECTOIOJOKEHHS
¥ TIPUPOJTHBIX PECYPCOB IAHHOM
reorpaguyeckoil TOUKH, BOMJIOLIEHHAs B
Tekcrax « Kapkapasibl Typasbl oH».

SYCTOHYMBBIH 3ByKOBOK KOMIJIEKC — MEJIOAHYECKHH, PHTMHYECKHUI, MOITHYECKHE TEKCT — CJy KallHH
CPEACTBOM MAMSITH U OTNI03HABAHHUS B YCTHOH MYy3bIKaJIbHON TPAAUILIHH.

SKoHTeKcTyalbHbIE CBe/IeHHsT: eCHsT «AKGIJIEK» 0 KpacoTe, H3SILIECTBE XKEHCKOH pyku. LIBeToBOI
SMUTET «aK» — «OeJIblii» pacnpoCTpaHéH B HAPOHOH Ka3axcKol necHe, HanpuMep, «Akcuca», «AK
Oy1aK», «AKKaJa KepimMm», «AK KoilJek», «AKIIOKbI», «AKepke» H 1p. Besblil 11BeT HMeeT Goratyio

1 Pa3HOOOPa3HyI0 CEMAHTHKY B Pa3HbIX KYJIbTYPaXx U KOHTEKCTax. B Kazaxckoit My3blKajbHON
KYJIbTYypP€ «aK» UMEET HECKOJIbKO KJII0UEBbIX 3HaUEHH i 6€J/10T0 11BeTa: YUCTOTa U HEBUHHOCTb, CHMBOJI
paBHOBECHS M TAPMOHMH, B ICUXOJIOTMH O€JIbIH LIBET CO3/1aeT OLLyIleHHE TPOCTOPA U CBOOODI.
"TormoHUM — 3TO He MPOCTO reorpaduyecKas OTMETKA, OH HECET LIEHHOCTHY IO, CHMBOJIMYECKYIO U
MJEHTH(DUKALLHOHHYIO HATPY3KY, UTO JIe/1aeT TaKHe MECHH 0COOLIM THIIOM TEKCTOB B KYJIBTYPHOH

namMsiTH.



1.920u 920U 920U Kak,
Epacemrernde acolakol OaK.
TokbipaysLH motiiHaH
Tipi kaaoei-ay kim cypak
040U 940U 940U ay.

oAl 940U 940U QY.

2.910u 040U agativii
Amga moKoim sHcabativiH
Kotdoipoin kemker osxcer0i
Katidan isden mabativin
040U 920U 840U Ay

040U 920U 940U Ay

becik xbIpb

3.040u-940u, annasavim,
KotidoeiH scywi batinaeoim,
En cytimece cytimecin
O3in cylicen annaeoim
940U 940U 920U ay

940U 940U 940U ay.
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[Tpumep 1. «Becik xKbipbr»

Bouiblilyio nonyasipHoCTb U3 3TOTO
cHbopHuKa oOpedia necHsi « Kapkapaaol
saavciy. CnoBa u My3bika Jlenzaxana
CeitnxanyJbl JlocmakoBa. Kauectso
HEH3MEHHOTO JIO3YHra perMoHabHOM
MPUHALIEKHOCTH OTPaXKEHO B TEKCTE
necuu: «Coykeseci Apkanbi, KapkapaJb
taynapbit... Kapkapasst Apka 6arel, 'y
»Kasupa esikemcin». Jlis donbkiaopa B
11eJIOM XapaKTepHO onucaHue obpasa rop
1 MECTHOCTH, TaK KaK B 3TOM MPOSIBJISETCS
THOTpaduueckas crielugpuka.

OTMeTHM, YTO KayeCTBO ay/IM03anucH
necHu «Kapkapasibl Bajbci» pasmbiTa 1
NpaKTHIECKH HEBO3MOXKHO PACCIIbIILIATh
TEKCT, HO MeJIOIMU€eCKast CTPOKA CJIbIIIUMA.
B csienctBun HenpaBusibHOro 6asnanca
3BYKOITMCH TEKCT Te€CHH yliieJl Obl Ha
BTOPOM MJ1aH, OHAKO ... TPAKTHUECKHE
acrexTbl PyHKIMOHHPOBAHMS STHX TEKCTOB,
CHCTeMaTHUeCKH paccMaTpUBalOTCs yepes
CYLIECTBYIOLIME UHTEPTIPETALHH ... »
(Alpysbayeva 52). TekcT 3HaKOM KaxKJI10My

KapKapaJiiHLly, TaK KaK MecHsi BOT y»Ke Ha
npoTskeHuu nodyBeka (1967 r.) apisercs
eumnom Kapkapaiurckoeo pecuona
(ITpumep 2):

OcHoBHbLE MY3bLKANbHbLE
AyoUOMHEeMOHUYeCKUe XapaKmepucmuKku
Ka3axXCKUX necem-8anabCos:

KJIACCHYECKHH BaJbCOBBIN pasmep %,
KaHTHJIeHHAs!, HaTleBHAasi, OCHOBaHa

Ha Ka3axCKoH NneceHHO! J1aJ0BOCTH
F-dur, BosiHOOGpasHasi Mmesiofnyeckast
JIMHHUST, TOSTHYECKUH TEKCT H30OHITYIOT
MeTadopamu 0 POJHOM Kpae, Iiana3oH
OKTaBbl, IIIUPOKOTO JIbIXaHHUSI.

OCHOBHbIe MONOXEeHUS

Mayuenue aynnodaition dhona
J1abopaToprk BHIBOJAT HA CJIYXOBOE
pacc/ibllIaHke CTHIHCTHYECKHUX
0CcOOEHHOCTEH JaHHOTO PErHOHA, TaK
HAa3bIBAEMOT0 «BEPTHKAJILHOTO PaHKHPa»
(tepmuH Anekcannpa banuna) (banun),
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1. Coykeneci ApkaHbiH,
Kapkapasibl Tayiapbit,.
JKep 6iTkeHHiH epKeci,
[IaTThIK 6Mip aliMaFbIH.
Kaiibipmachi: A-a-a...
Kapkapausibl, Apka 6arbl
['ymkasupa, kepkeMmcin
OHime cen, CoHimue ceH
[Ia/IKpIM 2KaTKAH OJIKEMCIH,

2. Cavipanjarat yJaHblH,
OpmaHbIH 1a Mayedi.
[Isipkaranaa GyJ oHiH,
JKanzbl Tep6ep oyeHi.
Katibipmachoi: A-a-a...

JKy3sreH cyny KailbikTat,

OH KeJIiHiH OeTiHe

Keun, 6uneiiik, kaakarai? Kea!
[IbIpKaKbIK KaJbIKan?

Kapkapansl Bajbei

Jensakin docsnkon
optaaran: J, Jocsikon
woTara Tycipren: Jefizenosa 1A
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[Tpumep 2. «KapkapaJbl Basibci»

Ha KOTopble 00paTHJ BHUMaHHe ellé B
nanékue 1926 roupl Anekcanip 3ataeBuu:
«... GOJIBILIMHCTBO MOJIEBBIX MeCeH
HAYWHAETCS C TPOMKHX U JJTUTEJIbHbBIX
BBICOKHMX HOT (Ha MSITOH CTyNeHH). DTH
BbICOKHE HOTbI 3By4aT MOLLHO U JI0JITO, UTO
COOTBETCTBYET MPOCTOPHBIM MPOCTOPAM
crenu. HacTo oHM 3aKaHUMBAlOTCA
KopoTKuM glissando, To ecTb 3ByKOBOM
nepexoaoM K 6oJiee HU3KOH HOTe. DTOT
nepexoj1 00bIYHO OITyCKaeTCsl Ha TePLHIO,
ay KapKapaauryes oH 4acTo J0CTUTaeT
TOUHOTO MOJyTOHOBOTO CHUKEHHUST»
(3araeBuu). Mabsic y)Kancyrypos, Takxke
o6paThJl BHUMaHKE Ha OCOOEHHOCTH
JIOKAJIbHBIX CTHJIeH B Ka3aXCKOH MeCeHHON
KYJbTYpe: « HeCHU KAPKApabL, ...
geauuasole, WUPOKOPACNesHble »

(329). OT™MeTHM, UTO He TIpeAnoaaraeTcs
BKJIIOUEHHE CHCTEMHO-3THO(MOHUYECKOTO
metozia Mropsi Maumesckoro «BBeieHHe

B cepy HceaeloBaHust MpoOJeMbl
MCIMOJHUTEIbCTBA U JIMUHOCTH My3bIKAHTa»
(35), Tak KaK craTbs NpUHsJIA Obl APYrOH
(hoKyc ncemeoBaHusl.

Hrak:

— BriepBble B Hay4HbIF 000POT BBE/ICHBI
ayomMarepHasibl U3 CEMEHHOTO apXUBa
Jlensaxana [locmakoBa, 4yacTb U3 KOTOPBIX
paHee He MojBepraach HOTHOH UKCALUH U
HAY4YHOH UHTEpHpeTaLuH;

— OO6HapyKeHa 1 MpoaHaJu3upoBaHa
pejikast apx1BHasi Marnka ¢ roJeBbIMH
ganucsimu 1967 rosa, xpansiasics
B honnax Kazaxckoi HaupoHambHOM
KoHcepBaTopuu uMeHn Kypmanrassl,
MarepuaJibl KOTOpoH paHee He
nyGJIMKOBAJMCh U HE HCTOJIb30BAJIUCH B
HayUHbIX HCCJIEIOBAHUSIX;

— B peaysibrate paboThl HOTHbIE
MaTtepHasbl OblH aAanTUPOBAHbI /1151
MCI0J1b30BaHMS1 B 06pa3oBaTe/lbHOM



npoliiecce ¥ UHTErpaldi B COBpeMeHHbIe
TEXHOJIOTUH LM POBU3ALIUH U
KaTaJoru3atni HCTOPUYECKUX JaHHbIX.

ITO MO3BOJIMUJIO MPUCTYIUTD K CO3/IAHUIO
3JIEKTPOHHOH BepPCHH apXHBa (hOJIbKJIOPHOH
(OHOTEKH, UTO CMIOCOOCTBYET COXpAHEHHIO
MY3bIKaJIbHOTO HACJIEAUs 151 OYIyIHX
MTOKOJIEHHH;

— [locpencTBom sTHOrpadryecKoi
PECTUTYLIMH SKCTEUIMOHHBIX MATEPUAJIOB,
cobpannbix B KapkapannHckom
pervoHe, COOPHUK peasusyeT
HayYHO-MEeTOJI0JIOTHYECKHH MTOJXO]L
K pernpe3eHTaluk 1 BO3BPALLEHHUIO
JIOKAJIbHOTO KyJIbTYPHOT'O HACJIE/IUs B
Hay4yHOe U 001IeCTBEHHOE IPOCTPAHCTRO;

— BoisiBsienHble MaTepualbl
000rauatoT CyLLeCTBYIOLLYI0 6a3y
9THOMY3bIKOBE/IUECKUX UCTOUHUKOB
1 OTKPBIBAIOT HOBbIE MEPCIEKTHBLI® B
M3YYEHHH PeruoHaJIbHbIX TPaHLHUH.

3aknwyeHue
HOJ’IeBbIe Hcc/e10BaHudA 6OFaTbIX

JIOKAJIbHBIX TPAAULMH, KAKOBBIM SIBJISIETCS]
KapkapasuHckuil pernoH, BaxKHbl. 3amnucK

®onbkaoproro kabunera KHK nmenu
Kypmanrasbl, mo3BoJIM/N co3/1aTh MUHH -
CcOOPHHUK, NPEACTABJAIOLIMNA COOOH pasHble
1o BpeMeHH 06pasiibl, M0 XKaHPOBOH
quddepermaliim, Ho 00beIMHEHHbIX
0OUIMM CTHUJIMCTHYECKUM KapKapasnHCKUM
(heHOMEHOM.

AKTyanbHOCTb HCCJIEI0BAHUS
oTpaxkeHa BO MHOTHX IOCY/1apCTBEHHbBIX
NporpaMmax rno coxpaHeHM1o
HeMaTepHaJIbHOTO KYJbTYPHOIO HaCJeHs 1
«PenpesenratusHoro Cnrcka FOHECKO»
(Enemanosa 18).

UccnenoBanue GosbKI0OpHbIX
IKCIEIMIIHOHHBIX MaTepPHaJIOB,
coOpaHHbIX B KapkapasuHCcKoM peruone,
OCYLLECTBJISIETCS] B PAMKAX COBPEMEHHOT0
HAy4YHOT0 AUCKypca, 0O bEMHSIOIErO
STHOMY3bIKOBe/IeHHE, (hOJbKIOPUCTHKY U
KyJIbTYpHYIO aHTponosioruto. OCHOBHOH
AKLIEHT JIeJIaeTCsl Ha MeCeHHYI0 TPaHULMIO
KaK IpolieccyalibHoe HeMaTepHaJsbHOe
HacJsieie, rnojiBepratoueecst
JIMHAMHYECKOMY BOCITPOU3BOJICTBY.

[1pu aHasM3e TaHHBIX yYUTbIBACTCS
MHTEPCYOBEKTUBHDIH Xapakrep QuKcalluu,
thopmupyIolIIe PAMKH perpe3eHTalyu
JIOKQJIbHOH MYy3bIKaJIbHOH MaMSITH.

8MsBecthbl skcnenniun B XXI Beke: Hayunbiii cotpynnuk HayuHno-necese10BaTebeckoro HHCTUTYTa
«XaJblK Kasbinachl» Haunonanbnoro mysest PK Moynet Apna6u B nepuo ¢ 16 mo 25 mapra 2018 rona
NPOBEJ SKCIEAULHIO € Lediblo c6opa (hosIbKJIOPHOTO HACAEUs B 3anaaHoi yacTi Kaparanauuckoi
06/1acTi. OCHOBHBIMHU HATIPABJICHUSIMH SKCIEULIUHN CTAJH Y/AbITAYyCKUIl pAHOH: HaceIeHUs
Awmankeani, llen6ep, Kapakenrip; Llerckuit paiion: cesio Eckene; y)KanapkuHcKuil paitoH: cesio
Tannbioynak. B Xxone skeneninu MmaTepuasibl peCloHeHTOB OblJIM 3aHCaHbl B BUIEO U ayHO
thopmare — 370 D KI0€B, 4 1€CHU U HOBbIE CBE/I€HHS 00 HCTOPUUECKUX JIMUHOCTSIX, CBA3AHHBIX C
MCKYCCTBOM Klosl. Bee coGpanHble Matepuadibl Obliu nepeaatsl B hona «Pyxanu mypa» Hayuno-
MCCJIC/IOBATE/IbCKOIO HHCTUTYTA «XaJiblK KasblHachl» HannonasbHoro mysest Pecny6nku Kazaxeran.
Taxoke no caoBam Maynet Apra6u 6bliia skeneanuus u B Kapkapannuckuit perton. OpHako mo
HEKOTOPbIM 06CTOATE/IbCTBAM STH 3aMMCH BPEMEHHO HEJIb3sl PACIIPOCTPAHSATS.
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AHpatna. byn xymbic KasakcTaHHbiH, Kapkapanbl eHipiHaeri Apka aH AacTypi 60MbIHLWIA XYPprisinreH
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Ty/IFanapablH, OHipAiH Xanblk SHAEpi MeH KyWNepiH XuHan, KyaTTayaa eneysni ynec KockaHbl
KapacTblpblnaabl. MakanaHblH, Makcams! — anfallkpbl My3blKanblk, 3Kcneanumusnap MeH KypmaHrasbl
aTbiHAaFbl Kasak yaTTbiK, KOHCEPBATOPUSCHIHbIH DONbKNOP KaBUHETI yibIMAACTbIPFAH IKCNEANLUSNBIK,
XKYMbICTapAblH, HaTUXeCiHAe Kapkapasbl eHipiHEH Xa3blbin anbiHFAH TypAi )aHpaafFbl 10 aHHIH,
umdpnaHapbIpbITFAaH HYCKACbIH XaTTan, XapblkKa LbFapy. ddicmep. 3epTTey TapuXu, My3blKanblK-
3THOrpadUANbIK, CanbICTbipManbl daicTepre HerizgenreH. byn Kasak My3blkanbik M3AEHMUETIHIH,
CakTanyblHa KaTbICTbI XiKTey, Xyieney, TpaHchopMaLumanay CbiHAbl NPOLECTEPAi TEPeHipek TyCiHyre
MYMKiHAiK 6epeni. CoHbIMEH KaTap, 9p 3KCMeAULUMSHbIH, peniHe, aTan alTKaHAA OHblH STHOreHe3aiK
COMKeCTiriHe aipbIKWa KeHin 6eniHeni. 3epmmey Homuxenepi: xxazbanap MeH onapabl XXeTKi3yLui
pecnoHAeHTTepAI MOHUTOPUHITEY 6apbiCbIHAA, SHAEPAIH, Xannbinama Apka A3CTypiHe eMec, HaKTbl
Kapkapanbl aH L3CTypiHe CaliKec eKeHAIri aHbIKTanapl. TYMHYCKanapMeH XYPri3inreH XyMbIC KelleHAj
TYPAE XY3€ere acblpbinfbl — XaTTap, 6TKEH FacbipAblH doToduKcaumanapsl, JleHaxaH JJOCMaKOBTbIH,
0TOaCbINbIK APXMBIHIH ayanoxazbanapbl. AnbiHFaH AepekTep 3THorpadus, My3bikaTaHy xaHe Kapkapansl
OHIpiHiH M3AEHM MypacbIH CaKTay canacbiHAafFbl 6onallak 3epTreynep ylwiH namgans 6onapbl ce3cis.
KapkapanbiHbIH 8H A3CTYPiHiH epekLue Aana MaTepuanmapbiH caktay 6onaliak 3epTreynep yiliH xaHa
6arbITTap MeH MyMKIHAIKTEPAi alyFa Heri3 60na anaTbiHbl TYXKbIpbIMAANAbl. HoTanap MeH asbanap
TUICTi TYCiHIKTEMENEepPMEH XMHaKKa AanbIHAANbIM XaTbIp.

Tyiiin ce30ep: axkcneanumanap, Kapkapansi, eHip, Gonbkiopbik Matepuanaap, sHaep, AnekcaHgp
3ataeBuy, bopuc Ep3akoBuy, JleHsaxaH [locMakoB, F3M3 KYK.

Aaiiekces ywin: TynHaduc 3eiikeHoBa xaHe Xaiaaprynb KasbibekoBa. «Kapkapanbl eHipiHe
(HONbKNOPAbIK IKCMEANLMINAPAbIH, MaTepuanaapsl 6oMbIHILIA STHOrpaduanblk ganaxect». Central Asian
Journal of Art Studies, 7. 10, N23, 2025, 76-94 6., DOI: 10.47940/cajas.v10i3.1003

Anreic: Makana aBtopnapbl Kasak, ynTTbik KOHCEpBATOPUSChIHbIH, D0NbKIOP 3epTXaHacbiHa anfbiC
aunTbin, 3epTxaHa MeHrepyuwici — PhD, babixaH bafnaH XXonaackpi3biHa WeKCi3 pu3allblibiFbiH bingipesi.
Onap 3epTTeyre KQXKETTi epeKlle apXMBTiK MaTepuUangapFa KON XeTKidyre MyMKiHAIK 6epin, My3bIKanbIK,
aKkcnenmumanapabl konaanbl. byn e3 keseriHae atanfaH 3epTTeyAiH Heri3iH Kypaabl.

Asmopnap KomwazbaHbiH COHFbI HYCKACbIH OKbIN, MAKy10a0bl ¥aHe Mydoesep Kalilibliblfbl OK
eKeHOieiH Manimoelioi.



STHOTPA®UYECKUA OANOXECT HA MATEPUANAX ®ONbKJIOPHbIX SKCNEAULWN B KAPKAPANUHCKUM
PETMOH

Zeikenova Gulnafis, Kazybekova Zhaidargul
Temirbek Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

ETHNOGRAPHIC DIGEST ON MATERIALS FROM FOLKLORE EXPEDITIONS TO THE
KARKARALY REGION

Abstract. This paper is devoted to the current study of folklore expeditions of the Arka tradition,
conducted in the Karkaraly region of Kazakhstan, and their role in the preservation and popularization
of Kazakh song art. The article examines key figures such as Alexander Zataevich and Boris Erzakovich,
who significantly contributed to the collection and documentation of folk songs and kuys of the
region. The purpose of the article is to highlight the first ethnographic expeditions and the expeditions
organized by the Folklore Cabinet of the Kurmangazy Kazakh National Conservatory, which provided
digitized 10 multi-genre songs of this region and were notated. Methods. The study is based on

the methods of historical, musical-ethnographic, comparative diagnostics, which allowed a deeper
understanding of the processes associated with the systematization, classification, transformation and
preservation of Kazakh musical culture. Much attention is paid to the role of each of the expeditions,
specifically in its ethnogenesis comparison. Results: monitoring of records and their respondents,
tracks their identity not just with the Arka, but specifically with the Karkaraly song tradition, currently
prevalent among the Karkaraly people. A whole complex of investigations of primary sources was
carried out to confirm the evidence base - letters, photo fixations of the last century, audio recordings
of the family archive of Lenzahan Dosmakov - where the obtained results can be useful for further
research in the field of ethnography, musicology and preservation of the cultural heritage of the

Arka region of Kazakhstan. In conclusion, the prospects for expanding knowledge for preserving the
unique field materials of the Karkaraly song tradition in modern culture are emphasized. The notated
recordings are being prepared for a collection with appropriate comments.

Key words: expeditions, Karkaraly, region, folklore materials, songs, Alexander Zataevich, Boris
Erzakovich, Lenzakhan Dosmakov, SRFL KNC.
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AKAJITEMUYECKUH

BOKAJI U EI'O POJIb

B MONYJIIPU3ALIUU
KJIACCUYECKOU MY3bIKU
B XXI BEKE

Akepke Baxrusipkbisbl!, A3amar YKeatbipryzos?

1?Kazaxcknit Haunonanbhblit Yansepcuter HMekycers um. K. BaiicentoBoi
(Acrana, Kazaxcran)

AHHoTaums. HayyHas npobneMa nonynspusaumm Knaccuyeckon My3blki NOCPeACTBOM aKageMUYECKOro
BOKasna CTaHOBMUTCS 0COBeHHO akTyanbHoW B XX| Beke. BiMsHMe MaccoBoi KylbTypbl U CTpEMUTENBHOE
pa3BuTHUE LUOPOBbIX TEXHONOrMI TPeDYIOT MOMCKA MHHOBALIMOHHBIX MOAXOL0B K COXPAaHEHWIO
M pacnpoCTpaHEHUIO KNACCUYECKOrO UCKYCCTBA. AKMYyanbHOCMb UCCNenoBaHNs 0Byc0BAeHa
Hef0CTaTOYHOM pa3paboTaHHOCTBI0 KOMMAEKCHBIX CTPATErMii Nonynspu3aLmm akageMmnyeckoro Bokana
B COBPEMEHHbIX YCI0BUAX. HO8U3HA paboTbl 3aK1t04aeTCs B PACCMOTPEHMM aKaAEMUYECKOro BOKana He
TONIbKO KaK XpaHWUTEeNs KNacCUYeCcKon TpaaMLIMK, HO U KaK MeAMaTopa Mexay KynbTypHbIM Hacneamem
M COBPEMEHHbIMU Meana-naaTGopMaMu, BKAKOYAsS aHanm3 onbiTa KasaxcraHa B KOHTEKCTe rnobanbHbIX
TeHOEHLMIA. Memooosio2uyecKyto OCHOBY COCTaBUAM aHAIMTUUECKMIA, CDAaBHUTENbHbIA METOAbI, KEMC-
MEeTOZA M 3MMUPUYECKMUIA METOL, @ TAKXKe Ky/IbTYpONOrMyeCckunii MoAxXo., NO3BOAMBLUNIA BbISBUTb
MeXaHW3Mbl COXpaHEHUS KYNbTYPHbIX LLleHHOCTEW Npy BHEAPEHUU MHHOBALMI. Pe3y/ibmamsl NOKa3biBaLOT,
4TO aKaJeMUYECKUiA Bokan cnocobeH 3dheKkTMBHO B3aMMOAENCTBOBATD C NOMYNSPHbIMU XXaHpPamHu,
MY/bTUMEOUIHBIMU GOPMATaMM U OHNAMH-MAATAOPMaMK, YTO CNOCODCTBYET pacLUMPEHUIO ayaUTOPUMN,
0cobeHHO cpean MoNoAEXM. AHANN3 Ka3aXCTaHCKMX MPOEKTOB NOATBEPAMI BbICOKYH 3P(EKTUBHOCTL
CMHTE3a K1aCCMYeCKoro 1 HapoAHOro UCKYCCTBA, 0COBEHHO B YCNOBMAX LIMPPOBOrO pacnpoCTpaHeHMsI.
lMpakTnyeckas 3HaYMMOCTb UCCEN0BaHMS 3aK/H04AETCS B pa3paboTke pekoMeHaaLMii Mo aganTaLmm
aKa[ieMMyecKoro Bokana K LMdpoBOI cpeae, BK/IOYAS UCNOb30BaHME COLIMANbHbIX CETEN,
CTPUMMHIOBbIX CEPBMUCOB M BUPTYasbHbIX KOHLEPTOB. [o/1ly4eHHble BblIBOAbI MOFYT 6biTb BOCTPE6OBaHDI
UCTONHUTENSMM, MEAAroraMun U KyNbTYPHbIMU OpraHu3aumamMu npu GopMUpOBaHUK CTpaTerni
nonynsapusaumm Knaccuyeckomn mMysbiku B XXI seke.

Kntouesbie cnosa: akaneMmnueckunii BOKan, K1accuyeckas Mysbika, nonyaspusaums, umdposble
TEXHO/IOMMU, MEXOKAHPOBOE B3aMMOLENCTBME.

Ana yumupoearus: baxTnapkbisbl, Akepke, n A3amat XXenTbipry3oB. KAKageMn4eckunii Bokaa 1 ero
ponb B Monynspu3aummn knaccuyeckoit Mysbiki B XXI Beke». Central Asia Journal of Art Studies, 7. 10, N2 3,
2025, c.95-118,DOI: 10.47940/cajas.v10i3.1020

Asmopbl npodumanu u 0006puU OKOHYaMesbHebIl 8aPUAHM pyKonucu U 3ase/som 06 omcymcmauu
KOHGIUKMaG UHMepecos.
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BeepeHue

Bonpoc TNOIYJIIPU3ALMH KJIACCHUECKOH
MY3bIKH TIOCPEJICTBOM aKaJeMH4YeCKOro
BOKaJ/1a sIBJISIETCS BaXKHbIM acleKTOM
COBPEMEHHOT0 My3blIKaJIbHOTO HCKYCCTBA.
B XXI Beke, Ha done pacryliero BAUSHAS
MaCCOBOH KyJIbTYpPbl H LH(DPOBbLIX
TEXHOJIOTUH, KJlacCHuecKast My3blKa
MIOCTEINEHHO TePsIeT CBOIO ayIMTOPHIO

Y repectaet ObIThb MOMYJISIPHON cpeiu
MOJIOJIeKH. AKaieMriecKoe reHue, sBJsisiCh
OJIHOH U3 KJItOUeBbIX (DOPM BbIpaXKEHHs]
KJIACCHUECKOH My3bIKH, HTpaeT 0co0yto
pOJIb B COXPAHEHHH KyJIbTYPHOTO HACJIe/IHs
4 MPUBJICUCHHH HOBOH ayauTopuu. OjHako
OTCYTCTBHE HCCJI€I0BAHUI, TOCBSILIEHHbIX
COBPEMEHHBIM CTPATerHsIM U MOAX0AaM K
MOy IS PU3ALMHU aKaJeMHUeCKOro BoKaJa,
cozzaet npobeJs B HAy4UHOH JiuTeparype.

CoBpeMeHHbIe TeXHOJIOTHH, TaKue,

KaK CTPUMHHIOBbIE MJ1aT(OPMBI,
COLIMAJIbHbIE CETH U MYJIbTUMEINHHbIe
pecypchl, OTKPbIBAIOT HOBbIE BO3MOXKHOCTH
/151 TIOTTYJISIPU3aLIMH aKaJleMH4eCKOoro
BOKaJsia. B To xKe Bpems B3auMozelicTBHe
aKaJleMHYeCcKOro BokaJa ¢ Ipyrumu
MY3bIKaJIbHbIMH 2KaHPaMH, TAKUMH, KaK
MOI1- WK 9THO-My3blKa, CTAHOBUTCS
Ba>KHbIM HHCTPYMEHTOM /IS [TPUBJICYEHHS
BHUMaHHUs! LIHPOKOH ayauTopHu. Bonpocsl
COXpaHeHUs TPAIULMH aKaeMHU4eCKOro
TMeHUs U €ro ajantalki K COBPeMEHHbIM
YCJIOBUSIM TPeOYIOT NPOBE/IeHHSI HAYYHOTO
aHaJn3a /s pazpaboTKH 3(hHeKTHBHBIX
METOJI0B NoIy./1sipu3aumu. JanHoe
Mcele/loBaH|e HalpasJjieHo Ha TO, YTOObI
BOCIOJIHUTD CYLLECTBYIOLLHE MPOGeJIbl U
BHECTH CBOH BKJ/IaJl B U3yUeHHE U PeLlIeHHe
3TOH NPOOJIEMbI.

B naHHOM Hccsie10BaHHH POBOAUTCA
aHaJIM3 POJIM AKaJIeMHUYeCKOro BOKaJla B
MOy IS PU3ALUH KJIACCHUECKOH My3bIKH
B XXI Beke, a Tak:Ke BhISIBJIeHHE
COBPEMEHHbBIX MOJIXO/I0B U CTpaTerui,
CIOCOOCTBYIOLLHUX MOBBILIEHHIO HHTEpeca
ayJIUTOPHUHU K KJIACCHYECKUM BOKAJIbHBIM
1pou3BeeHUsIM. B pamkax uccie10Banus
MbI:

1. Tlpoananusnpyem 3HaUUMOCTh
aKajieMHUYeCKOro BoKaJa B Mojyle paKaHuu
KYJIbTYPHOT'O HaCJIe/IHs.

2. Uccnenyem coBpeMeHHbIE TEHICHIIUH
B aKajleMMUeCKOM BOKaJie, BKJouast
MCI0J1b30BaHHE LIH(POBBIX TEXHOJIOTHH H
B3aUMOJICUCTBHUE C TOI-MY3bIKOH.

3. Onpenesinm ycreniHblie METOIbI 1
MpUMeEpbI MOMYJISIPU3ALMH KJIACCHUECKOH
MY3bIKH TIOCPE/ICTBOM aKaJeMHUeCKOro
BOKaJa.

4. BoisiBum crocoGbl pUBJeYeHHS
MOJIOZIE2KHOU ayIMTOPHH K aKaJleMUIeCKOMY
BOKaJTy.

5. PacemoTpum KazaxcTaHCKHi OMBIT
MOMyJsIPU3alHH aKaleMHueCcKoro BoKasa B
KOHTEKCTE I106a/IbHbIX MTPO1IECCOB.

YHHKaJIbHOCTb UCCJ/IE0BAHUS
3aKJI0YAETCS B MEXKIUCIUTIIIMHAPHOM
MoJIX0JIe, CoYeTalonieM
KYJIbTYPOJIOTHYECKHH, My3blKaJIbHbIH,
AHAJIMTHYECKHUH U TTeJJarOTHYECKUI
MeTojibl. Ocoboe BHUMaHUE yesieTcst
onbITy Kazaxcrana, kotopblii paHee
Obl/1 HEJIOCTATOYHO OCBELLEH B
HayuHo# siutepatype. Kpome Toro, B
MCCJIeI0BAHUN TaKXKe Y/IesIseTCsl BHUMaHHe
MHHOBALIMOHHBIM CIIOCOOAM MOMyJisipU3aliiu
aKaJIeMHYeCKOro MeHus, BKJIoYas
MCIOJIb30BAHHE COBPEMEHHBIX TEXHOJOTHH.

MeToabl

B nannowm uccienoBanun ObLIH
UCIO0JIb30BaHbI CJEIyIOLIHEe METO/IbI:
aQHAJIMTHYECKHUH, CPABHUTEJILHBIN,
KeHc, SMIUPHUECKUH, a TaKXKe
KYJIbTYPOJIOTHUECKHH.

Ananvtuyeckn# METON TPUMEHSIETCS st
M3y4YeHHUsT HAy4YHOH U CrielluaJu3upOBaHHOM
JIUTEPATYPhbl, MOCBALIEHHON
aKajieMUYeCcKOMY BOKaJly, Moy /isipu3aiinu
KJIACCUUECKOH MY3bIKH U POJIH LUPPOBBIX
TEXHOJIOTUH B MY3bIKaJIbHOM UCKYCCTBE.
OH Bk/touaeT B ceOs aHAJU3 HAyUHBIX
cTaTel, KHUT, IMCCepTallii, a TakxKe
AHAJIU3 KyPHAJIbHBIX CTATeH U cTaTel
¢ MH(OPMALIMOHHBIX PECYPCOB.
AHaIMTHYECKHET METOJL TTO3BOJISIET



HaM BbISIBUTb OCHOBHbIE TEHJIEHIIUH,
TEOpeTHYECKHE MOJXO/Ibl U aKTyaJslbHble
npo6JieMbl B U3yuaeMoi 06J1acTH.

CpaBHHUTEJILHBIH METOJL MCTTOJIb3Y€eTCs
JUIsl CpaBHEHUSI Pa3/IMUHbIX MOIXO/I0B K
NOMyJsipU3alHi aKaeMHueCcKoro Bokasa
kak B Kazaxcrane, tak u 3a pyoexxom. Tak,
K IpUMepy, aHAJIM3UPYIOTCS CXO/ICTBA U
pasinyKsl B HCMOJb30BAHUHM CTPUMHUHIOBBIX
nyaTopM, opraHu3aiuu hectuBasen
1 1M0JIX0/1aX K 00y4eHHI0. DTOT METO]L
1OMOraeT ONpeae/uTh, KAKHE CTpaTeruu
SIBJISIIOTCST HAauGOoJIee YCTelHbIMA U MOTYT
ObITb aANTHPOBAHBI 151 HCMOJb30BAHMS B
OyyleM.

Kefic-meTon npumeneH ajist Toro,
4TOObI M0KA3aTh pernpe3eHTaTHBHbIe
NpUMepbI, IEMOHCTPUPYIOLIHME Pa3IHUHbIE
CTpaTeruu NonyJsipu3ally akajaeM1iecKoro
BokaJsia B XXI Beke. Kpurepusimu or6opa
KeHCOB CTa/ MacliTad aymuTopuu (OT
JIOKAJIbHOTO JI0 MEKTyHapOJHOT0 YPOBHS ),
pasHooGpasue popmMaToB (KHUBbIE
KOHIIEPTbI, MyJIbTHME/IMIHbIE TIOCTAHOBKH,
OHJIAlH-TPaHCJISILMHK, paboTa B COLMATIBHBIX
ceTsIX ), )KaHpoBast HHTErpalus (coueTaHue
C MOTYJIIPHON, STHUYECKOH MJIH JKA30BOH
MY3bIKOI1 ), @ TaK:Ke HHHOBALIMOHHOCTh
(Mcrosib3oBaHue HUGPOBBIX TEXHOJIOTHH
1 HOBBIX (hOPM B3aUMOJIEHCTBHUS C
ny6Jikoit ). Cpein KtoueBbIX TPUMEPOB
— Jumain Kyna#ibepreH, ubst MoJesb
MHTErpalyi akaJeMHuecKoro Bokasa
B 3CTPaJiHbIH opmar u riodasbHoe
MeJIMiHOE MPOCTPAHCTBO MPUBJIEKAET
MUJITHOHBI CJIyllIATe IeH 10 BCEMY MHUPY;
BOKaJbHasi rpynna Mezzo, ycrnemHo
CoueTalollas akajeMHIeCKylo TeXHHUKY,
HapOJIHbIE 3JIEMEHTbHI U COBPEMEHHOE
apaH:KUpoBaHue; orepHast NeBuLa
Mapust Myzpsik, aKTHBHO HCIOJIb3YIOLLAs1
COIlMaJIbHBIE CETH U OHJIAHH - TIIaTPOPMbI
JUISl paclLMpeHns ayIMTOPHH; a TaKkKe
MeK/yHAPO/HbIE U HALMOHAJIbHbIE
MPOEKThI, TAKHE KaK (heCTHBAJb
«Onepanusi» u nnardopma OperaVision,
JIEMOHCTPUPYIOLIHE KOMITJIEKCHBIH MOJXO]L,
K [OMyJIsipU3allii BOKaJIbHOIO HCKYCCTBa.
[TonoGHbIN Moadop KEHCOB MO3BOJSET

OXBaTHUTb LIMPOKHH CMEKTP METOJ0B — OT
VHIMBUIYaJbHbIX KAPbEePHBIX CTPATETHI
JI0 HHCTUTYLIMOHAJIbHBIX HHULIHATHB —
1 BbISIBUTH HanOoJee 3pheKTHBHbIE
MeXaHHU3Mbl TPUBJICUEHHST ayIUTOPUH B
YCJIOBUSX LIMPOBOK MOXH.
IMIMUPUYECKUI METOJL TPUMEHSIETCS /1151
AHAJIM3a My3bIKQJIbHBIX COOBITHH, TAKHUX
KaK KOHIePThl, KOHKYPChI U (heCTHBAJIH.
Ha6onenue Benercst Kak oaiaii, Tak
1 OHJIaMH, TOCPEJICTBOM TPAHCSIIUH 1
3anucei. DTOT METOJL O3BOJISIET OLLEHUTh
peakLuio ayIMTopuu, (hopmMat MeponpHUsITHI
1 3 (HEKTUBHOCTb UCMOJIb30BAHUS
MYJIbTUMEIMHHBIX TEXHOJIOTHH.
CraTHCTHYECKUI METOJL HCTOJb3yeTCs
JUIs1 aHAJIM3Aa JIAHHBIX O TOTYJISPHOCTH
KJ1aCCUYeCKOH MY3bIKH U aKaJleMHU4eCKOro
BokaJsia. Harpumep, uayuenue cTaTHCTHKH
npocmotpoB Ha YouTube u B Instagram, a

TaKKe JIaHHbIX O MOCEaeMOCTH KOHUEPTOB.

DTO MO3BOJISIET BAM KOJIMYECTBEHHO
OLEHUTb 9((EKT OT MOMYJSPHBIX CTPATETHH
1 MEeTOJIOB.

Ky/abTypoJsiornueckuii nojixos no3poJisiet
paccMaTpuBaTh aKaJaeMHUECKHH BOKaJl
Kak sBJICHHE, CBA3bIBAlOLLIEE Tpaﬂ.l/lﬂ,l/ll/l H
COBpeMeHHOCTb. B pamkax sToro nojaxona
aHaJIM3UPYETCsl BJMSTHUE aKaJeMHUeCKOro
BOKaJia Ha POPMUPOBAHKE KYJbTYPHON
WJICHTHUYHOCTHU U COXpaHeHI/Ie My3bIKaJIbHOTO
HaCJIeIHs.

Ouckyccus

Knaccuueckoe nckyceTBo cefuac He
TaK MOMYJISIPHO, BeJlb OHO HAaXOJIUTCS B
COCTOSIHUM MOCTOSIHHOHM KOHKYPEHIIUH
¢ nonysisipHbiM. OfIHAKO COBPEMEHHbIE
TEHJIEHLIMH, TaKHe, KaK UCIOJb30BaHHE
UPOBBIX TEXHOJOTHH, CTPUMHHTOBBIX
niaTopmM, a Tak:Ke KoJnadopainu
KJIACCHUECKUX U MOTI-, JpKa3-, 3THO-
MYy3bIKAHTOB MMOMOTAIOT BIOXHYTb B
aKaJIeMUIeCKOe HCKYCCTBO HOBYIO »KU3Hb.
Opnoit u3 HauboJIee 3aMEeTHbBIX
TeHJIeHIUHA Ha JAHHBLIH MOMEHT SIBJISIeTCS
CJIMSIHUE KJIACCHYECKOH U MOMyJIAPHOH
My3bIKH, KOTOpoe o6oraTuiio o6a KaHpa u
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pacIUINPUIIO X CTUJMCTHUECKHE TOPU3OHTHI.
PaccMoTpuM HEKOTOpPbIE HCCIIEN0BAHMS,
KOTOPbIE MOUEPKUBAIOT 3HAUUMOCTb TaKOT0
cnusinus. Tak, Dur JIu noguepkuBaer, 4ro
«CJIMSIHUE KJIACCUUECKOH U MOMyJIsiPHOH
MY3bIKH HE TOJIbKO PACHIHPUIIO0
CTHJIMCTHYECKHE TOPU30HTHI 000UX

YKaHPOB, HO W 000TaTHJIO My3bIKaJIbHbIH
onbIT caymarenei» (Li 123). [Togo6Homy
COJIMIKEHHIO CITOCOOCTBYIOT ryio6an3auus 1
MEKKYJIbTYPHbIE BJIHSIHUS, KOTOPbIE BJIUSIOT
Ha pa3BUTHE MHHOBALMI U IUBEPCUUKALINH
B My3bike. Takas rubpumusains He

TOJILKO 3HAKOMUT HOBBIX CJIylIaTes el ¢
KJIACCHUECKOHN MY3bIKOH, HO U 06ecrneuruBaeT
ee aKTyaslbHOCTb B COBPEMEHHOM
obuiectse. Jlpyroii uccienosaresb, Tamsun
DJIMOT 3aMeyaeT, yTo TPYIHO CKa3aTh,
CMELIAETCs JIM FPAHULA C KJIACCUUECKOH
CTOPOHBI, UTOOBI CIEPXKUBATH HOBbIE
rubpunuzauun> (Elliot 2023) [Her
CTpPaHMULIb, T.K. 3TO 3J€KTPOHHOE Meua],
WLTIOCTPUPYS MJ1aBHYI0 TpaHcHOpMalio
MY3bIKaJIbHBIX 2KAHPOB U HHTETPAIUIO
KJIACCUUECKHX 2JIEMEHTOB B MOMYJISIPHbIE
opmarhl.

Elite onHO# sipKO# TeHaeHIHEH B
COBPEMEHHOM KJ1acCHUECKON My3bIKe
SIBJISIETCS BCE BO3pACTalOLIUH HHTEpeC
K TaK HAa3bIBAEMOMY «KJIACCHUECKOMY
KPOCCOBEPY», 2KaHPy, coueTaoliemMy
3JIEMEHTbI KJ1aCCHUECKON MY3bIKH C
NOMyJIsIPHBIMA CTUIsIMU. Kak oTMeuaeT
nccsenobaresb Anna KupsieBa, 3a
nocJe/Hee aecsaTHIeTHE ayAuTOPHs
KJIACCHUECKOT0 KPOCCOBEPA 3HAUNTENLHO
paciMpuIach, CTaB OJHUM U3 JIBAJLIATH
CaMbIX MOMYJISIPHBIX My3bIKaJIbHbIX
x)anpos (Kiryayeva 2020). Pa6oTbl Taknx
aptuctoB, Kak The Piano Guys u Jlunacu
CTUPJIMHT, IEMOHCTPUPYIOT, KAK MOYKHO
M3MEHHTh KJIACCHUECKYIO MY3bIKY, UTOObI
oHa Gblyla IPUBJIeKaTeNbHA /I MACCOBOH
aynutopun. Kupsiea nuiier otmevaer
JIYUILIYIO TPOCMATPUBAEMOCTb KJIACCHUECKHX
KPOCCOBEPOB U X KOMMEPUECKHH ycrex
(Kiryayeva 2020), uto neMoHCTpUpYeET
KOMMEpPUYECKHH yCriex 3TOro »KaHpa.

Takasi TeHieH1IMS yKa3bIBAET HA CUJTY

»KaHpPOBOH rMOPUIM3ALIHH, KOTOpast
JleJlaeT KJ1acCHYeCKHe poU3BeIeHHs
6oJiee JOCTYIHBIMU W PUBJIEKATEIbHBIMU
JUIS1 MOJIOZION ayIUTOPUH, UTO SIBJISIETCS
KJIIOYEBbIM ACMEKTOM MOy pU3aLHu
KJ1aCCHYeCKOH My3bIKH (B TOM yHcie,

1 aKaJleMHYeCKOTo BOKaJia) B 310Xy

M POBBIX TEXHOJIOTHI.

KpoccoBepebl, a Tak:ke BK/IOUEHHE
KJaCCUYECKUX 3JIEMEHTOB B MOIYJISIPHYIO
MY3bIKY C[IOCOGCTBYIOT TOMY, YTO
MOJIOZIeKb BCe Yallle CTaJKUBaeTCsl ¢
KyJIbTYPHBIM HacJleIMeM MPOLLJIbIX 110X,
4TO HeH30EKHO MOBBIIIAET MHTEPEC K
KJ1aCCUYEeCKUM MPOU3BEIEHUSIM, OY/lb
TO HHCTPYMEHTaJbHble M BOKAJIbHbIE
o0paatibl. Kak otTmevaer B cBoeil
cTaTthbe, MOCBSILIEHHOH COBPEMEHHOH
uenosiHutesbuulle Kare bynuatuuisuiu,
['spu Jkepapa X9MUJITOH, COBpEeMEHHbIe
MCIOJIHUTEIH KJIACCHUeCKON My3bIKH
MOMOratoT H30aBUTbCS1 OT CTEPEOTHNA
00 3JIUTAPHOCTH, TPAAULIHOHHO
ACCOLMMPYIOLLErocs ¢ MPOU3BEIEHUSIMHU
npouwibix snox (Hamilton 2024).

Cawma Kats roBopur tak: «Bbl MmoxkeTe
BJIOXHYTb HOBYIO »KHU3Hb B [K/JaCCHYECKHUX
KOMITO3UTOPOB — npumedarue Haue|
6Js1arofiapst 9TUM MOJIOJBIM JIFOJAM, KOTOpble
ux cayuator» (Hamilton 2024 ) [Her
CTPaHMLBI, T.K. 3TO JIEKTPOHHOE MeHna |.
M3 sTOro ciemyer BbIBOJL, YTO COBPEMEHHbIE
ApTHCTbI UTPAIOT GOJIBLIYIO POJIb B
NPUBJIEUEHHH ayTUTOPHUH MUJIJIEHHAJIOB
¥ MoKoJIeHust Z, paspyliasi 6apbepbl U
npuryanias HoBbIX CjyliaTesed B MUp
KJIACCHYECKOH MY3BIKH.

Hcnonb3oBanne nudpoBbIX TEXHOJIOTHH
¥ UIMMEePCHBHbBIX MeJIMa MPOU3BEJIO
PEBOJIIOLIUIO B PACIPOCTPAHEHHH
KJ1accuyeckoi Mysblku. Hanpumep,
TEXHOJIOTHUSI BUPTyasibHOH peasibHocTH (VR)
npeasaraeT HHHOBAlIMOHHbIE CITOCOObI
MPUBJICUEHHUS ayIMTOPHH, CO3/aBast
001111Me BUPTyaJibHble TPOCTPAHCTBA /151
ucnosiHuTe el u spuresiei. Kak 6b110
MPOJIEMOHCTPUPOBAHO HA BUPTYaJbHOM
koHuepte JIunacn CTUpAUHT (M3BECTHOM
ckpunadku ) Artemis (2019), rexnosorus



BUPTYaJbHON peasbHOCTH MO3BOJISET
apTHCTaM BBICTYNATh B PE:KUME PeasibHOr0O
BpPEeMEHH, B TO BpeMsi KaK UX aBaTapbl
B3aUMOJCHCTBYIOT C ayAUTOPHEH B
CIOppEeaUCTHYECKON BUPTYaJbHOU
cpene. Bo Bpemsi aToro npeactaBieHust
«usnyecKre Tesia UCMOJHUTEEN 1
3pUTEJIH HAXOJATCSl B peasibHOM MUPe, HO UX
aBaTapbl HAXOJATCS B TOH »Ke BUPTYaJbHOH
cpejie», UTo sipKo IEMOHCTPUPYET
MOTeHIHaJ BUPTYaJbHON peasbHOCTH MPH
CO3/IaHUH IMHAMHYHBIX H HHKJIIO3UBHBIX
MPOCTPAHCTB /151 BLICTYIJIEHHH, KOTOPbIe
B Oy/yllleM, BO3MOXKHO, 3aMEHST
TpaIMLIMOHHbIE KOHLEPTH (Xu 2021).
Uccnenosanue ®. Bannenbepr
1 M. beprmaHna Tak:xe nokasbiBaer,
4TO pa3BUTHE LUPPOBBIX TPAHCISALNH
KOHIIEPTOB He TOJIbLKO pacIUpsieT
JIOCTYTI K aKaJieMUIeCKOMY BOKaJTy, HO 1
co3/1aéT HOBble (DOPMBI TAaK HA3bIBAEMOM
«TUIEepP-PUTYaAJIH3aLUH» KAHPOBBIX
HOpPM. ABTOpBI OTMEUAIOT, YTO OHJIANH-
(hopmMaThl yCHJIMBAIOT CUMBOJIMUECKYIO
3HAUMMOCTb OT/IEJIbHBIX 2JIEMEHTOB
CLLEHMYECKOT0 ICTBUS U MEHSIIOT
BOCIHPUATHE «ayTEHTUUHOCTH» UCTIOJNHEHHS
(Vandenberg and Berghman 2024).
[{ndpoBble maathopmbl, Takue
kak YouTube u Spotify, erie Gosbiie
pPaCLIMPHJIH JTOCTYTI K KJACCUYECKOH
my3bike. Kak otmedaer dur JIu, «c
NosiBJIEHHEM LIU(PPOBBIX My3bIKAJbHBIX
mIaTGOpM CTPYKTypa noTpebeHus My3bIKH
npeTepriesia 3HAYUTEbHbIE U3MEHEHHS.
Couetast K/1aCcCHUEeCKyI0 My3bIKY C
TOMYJISIPHBIMU 3JIEMEHTaMHU [ Kpoccosepol,
cospemerHoble 06pabomKku — npumedanue
Haue|, oHa CTaHOBUTCS OoJiee T0CTYITHOM
JUIS IPOJIBMKEHHUST M pacrpoCTpaHeHus
Ha 3Tux nyatdopmax» (Li 2024 ). Yenex
TaKUX apTUCTOB, KakK JIunacu CTupJuHr,
NouepKUBaeT 3Ty TeHIEHLHUIO U
JIEMOHCTPUPYET, KaK TEXHOJIOTHH MOTYT
JIOHECTH KJIACCHUECKYI0 MY3bIKY J10 GoJiee
MOJIOJOH, TEXHUUECKH MOJKOBAHHOU
aynutopuu. Jla, 3TH TEXHONOTHH MOKa He
MCIOJIb3YIOTCS B paMKaX BoKaJsia, HO MMEHHO
TAKOM MOJIXOJ MO2KET OTKPBITh HOBbIE
FOPU3OHTBI 151 HCTTOJTHUTEIEH.

Posb g posusainm Ha npumepe
onepbl pazbupaet B cBoeil padote M.-M.
Hbioman, kKoTopasi o6pauiaetcs K npobJeme
JIeMOKpaTH3alliK JIOCTyIa K orepe B
yca0BUsX LM poBusaluu. Ha npumepe
(pUHCKON aymuTOpHH, KOTOpasi FOBOPUT MO-
IBEJICKH, aBTOP MOKA3bIBAET, UTO OHJIAMH-
nJIaTGOPMbI U TPAHCJISILMH AeA0T Orepy
6osee nocrynHoi (Nyman 2023).

B 10 e BpeMst 2KMBOE UCMOJHEHHE
1 9MOLIMOHAJ/IbHAST BOBJIEUEHHOCTD M0~
NpeKHEMY UIPatoT LEeHTPAIbHYIO POJib
B yCIexe KJ1acCH4eCKoH BOKaJbHOU
my3biku. J{nckyceust Kpueru Amoncon
0 «3HAYUMOCTH>» KJACCHUECKOT0 MeHHUs
MOKAa3bIBAET, KAK CBS3b MeBLA C ayJAUTOpPHEN
MOZKEeT MPeBPATUTb BBICTYIIJIeHHE B
COBMECTHBIH ONBIT U COXPAHUTH MPH
TOM HHTEPEC ayIMTOPHH K STOMY BHJLY
MCKycCTBa. AMOHCOH OTMEUaeT, uTo
«HeT HUUero 0oJiee 3aXBaThIBAIOLLETO,
yeM »KMBOE BbICTYIJIEHHE, KOT/la
neBell B ynape» (Amonson 2022)

[Her cTpanuiibl, T.K. 3TO 3/71€KTPOHHOE
Me/ial, 1 3TO MHEeHHe pas/edisiioT MHOTHe
COBpeMEHHbIe BOKAJIUCTbI, KOTOpbIE
MOUEPKUBAIOT BAXKHOCTb SMOLMOHAJBHOTO
CaMOBbIPaXKeHHUS! 1S TPUBJIEYEHUS
pazHooOpa3Hoil ayIMTopuu. Takoi akieHT
Ha SMOLMOHAJIBHON COCTABJISIIONLEN JKHBOTO
BBICTYTIJIEHUS] TI0O3BOJISIET MOAYEPKHYTh
BAXKHOCTb YCTAHOBJIEHHUSI [J1yOOKOH CBSI3U
MKy KJaCCHUECKUMU BOKAJIMCTAMH H
COBPEMEHHOH ayIuTOpHelt, 4TO MOXKeT
MOBJIUSITH HA BOCMIPUSITHE aKaJeMUU€eCKON
My3bIKH B 1iejioM. MMupk knaccuiyeckoi
MY3bIKH, CKOpee BCero, NpeTepruT
HEKOTOpble H3MEHEHHS], UTO TO3BOJIUT
nepecTaTbh BOCIIPUHUMATD €€ TOJIbKO Kak
3JIUTapHbIA U HEJIOCTYTHBII BUJL MCKYCCTBA
U niepeBe/IeT ee B paspsijL sipkoro u
JIMHAMHYHOTO COBMECTHOTO OMbITa, MOJ00HO
JKUBBIM BBICTYTJIEHUSIM MOM-3BE3L.

@. Banpnep6epr, M. beprman u K.

BaH JNK, MPOaHAIU3UPOBAB BOCIPHUSITHE
KOHILePTHBIX BBICTYIIJIEHUH C/ylIaTe/IsIMH,
clies1aJiv BbIBOJL, UTO NMo00HOe
KOJIJIEKTHBHOE CJyliaHue popmMupyer
ocoOble (HOpMbI COLMANBHON HIEHTHUHOCTH
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1 KyJIbTypHO# criiodeHHoctH (Vandenberg,
Berghman and van Eijck 2021).J1. Cap6uk
n M. K. Byockoau Takike nojuepKHBaioT
60JIbIIYI0 3HAUUMOCTh HMEHHO 2KHBBIX
BBICTYTJIEHHIH. ABTOPbI aHAJH3UPYIOT
IMOLIMOHAJIbHbIE COCTOSTHHUS CJIyllIaTe el
Ha KOHIlepTax akaJeMUIeCKOH My3bIKH

¥ TOIUEPKUBAIOT, YTO OHH UCIBLITHIBAIOT
OrpoMHBIH criekTp smoluit (Swarbick and
Vuoskosi 2023). B 6osiee nosnued padore
J1. Cap6uik u M. K. Byockoau coBMecTHO
¢ P. Maprunom, I1.T". Xodpdaunrom u H.
Hunbcen, vccnenysi MexaHH3Chl BHUMAHMS
1 SMOLMOHAJILHOTO OTKJIMKA B KOHTEKCTE
KOHIIEPTHBIX BBICTYIICHHH, OTMEUAIOT,

YTO SMOLMOHA/bHAS COCTABJISIONIAS
KOHLIEPTA MOKET ObITh YCHJI€HA C MOMOLLBIO
MyJbTUMEIUHHBIX TexHoJorui (Swarbrick,
Martin, Hefiding, Nielsen and Vuoskoski
2024). Bce 310 no3BosisieT ¢/iesiaTh BbIBOJ,
YTO JI/151 IPOJIBUKEHHST aKaleMHUECKOTOo
BOKaJ1a TakxKe 00JIbllI0e 3HAYEeHHE HMEIOT
«KUBbIE» BBICTYIJIEHHS],  YCHIIUTh

9TH BBICTYTIJICHHS] MOYKHO MTPH MOMOIIIH
COBPEMEHHBIX TEXHOJIOTHI.

[Tpouecc Mexk:KaHPOBOTO
B3aUMOJIEHCTBHUS TAKXKe MTOMOraeT
npeojosieTb 6apbepbl Ha MyTH
KJ1ACCHUECKOH My3bIKH, 0COOEHHO 32
CYeT MHTEerpaluu U poBbIX MIaTHOPM.
[Iupokasi JOCTYMHOCTb KJIaCCHYECKHUX
NPOU3BEIEHUI-KPOCCOBEPOB Ha
CTPUMMHTOBBIX MJaTopmax, Kak
nonuepkuBaet A. KupsieBa, ykasbiBaet Ha
TO, UTO LU(POBbBIE TEXHOJOTHH ChIFPAJIH
BaXKHYIO POJib B paclIMpeHHH 0XBaTa
ayJIMTOPUH KJIACCHYECKON My3bIKOH
(Kiryayeva 2020). [IpencraBienHocTb
BBICTYTIJIEHUH Ha TaKKX MaaTtdopmax,
kak YouTube, nosBosinna ucronnuressim
KJIaCCHYECKOH MY3bIKH TMOJYYUTh IOCTYTI
K MMJJTMOHAM 3pHUTEJIeH JlasieKo 3a
npesesaMu TPajULMOHHBIX KOHIIEPTHBIX
3aJ10B. Hanpuwmep, BbicTynieHus
M3BECTHOH CKpUnayku Xusaapu XaH,
KOTOPAst UCTIOJIHSIET KJIaCCHUECKYIO MY3bIKY,
coOpaJjii MUJIJTHOHBI TPOCMOTPOB, TaK XKe,
Kak u kpoccoBepbl JIunacu CTupaunr,
4TO IEMOHCTPHUPYET BLICOKHIH MOTEHIIHAJ

OHJIAlH NMJ1aTHOPM 15 TPOABHIKEHHS
my3bikanToB (Kiryayeva 2020). [To nammemy
MHEHHIO, TaKHe MIaTPOPMbl MOTYT OTKPHIThH
HOBbI€ JIBEPH M U151 aKaJleMUYEeCKHUX
BOKAJIUCTOB.

CaMsiHMe KJ1acCUYeCKOM My3bIKH ¢
JIPYTUMH 2KaHpaMK M MCI0JIb30BaHHe
1M POBBIX HHCTPYMEHTOB 0KA3a/HCh
0c06eHHO 3P PeKTUBHBIMHU B TPUBJICUEHUN
MoJio/ie2kHOH ayauTopuu. Kak otmeyaer K.
AMoOHCOH, MHOTHE KJ1acCHUYeCKHE BOKAUCThI
HAYMHAIOT CBOIO Kapbepy Mo/ BJUSHHEM
NOMNyJsIPHON My3bIKH, U CIOCOOHOCTb
COUETATh JIEMEHThI KJIACCHUECKOH U
NOMNYJISIPHOH My3bIKH TOBbILLIAET UX
NPUBJIEKATEIbHOCTD /151 COBPEMEHHOH
aynutopun (Amonson 2022). 3nech
MOXKHO YBHJIETb OOJIbILION MOTEHLHA,
MOCKOJIbKY MOJIOJI0€ [TOKOJICHHEe HaunHaeT
BOCIPUHUMATh KJ1aCCHUECKYIO MY3bIKY
yepe3 MPHU3MY CBOUX CYLLECTBYHOLLMX
My3bIKaJIbHBIX TTPEANOYTeHUH, Oaroaaps
BKJIIOUEHHE 3JIEMEHTOB TOT1-MY3bIKH.

B koHTekcTe KazaxcraHa stu
rJ100aJ/bHbIe TEHAECHIIMH OCOOCHHO
3HauMMbl. OTIBIT CTPaHbI B MOMYJIsPU3ALIUH
AKAIeMHUYECKOH BOKAJIbHOU My3bIKH
copmrpoBasics Kak Moji BJAUSHUEM
MeKIyHapOAHOro cooOLlecTBa, TaK 1
6arogapst COGCTBEHHOMY OOraToMy
KyJbTYpHOMY Hacaenuio. Mogsojple
Ka3aXCTaHCKHE apTHCThI, MPOOJIKAIOLLHE
tpamuuuu A. Kypranosa, b. JKunuc6aesa
u K. bBaticentoBoii, npoposmxaior
coyeTaTh KJacCUYecKHe U HapoJHble
3JIEMEHTbI, BOBJIEKAsi HOBBIX CJIyl1aTesel
B MUD aKajeMHUYeCKOH BOKaJIbHOH
My3blkH. Tak, HanpumMep, B TBOpUECTBE
Jlumaina Kynaiibeprena, KoTopblii UMeeT
KJaccuueckoe 06pa3oBaHue, HO BbICTyMNaeT
B OCHOBHOM KaK 3CTpajiHbli MeBell,

MO2KHO YBUJIETb CJIMSIHUE KJIACCHUECKOH U
nonyJasipHoi My3biku. A Acan Hyp6eprenos
u yKacnan ChlIbIKOB — COJIMCTDI
BOKaJ/ibHOH rpymnbl Mezzo, paboTator B
HarnpaBJeHHH KJIaCCUIECKOro KpOCcCcoBepa.
Bce sto noarBeprkaaet riioGanbHbId

CIIBUI' B CTOPOHY CJIMSIHUSI KJIACCHUECKOH

1 MOMYJISIPHON MY3bIKH, KOTJIA My3bIKAHTbI



MCIOJIb3YIOT Pas/IMuHble CPEICTBA
MaccoBOH MH(OPMALMHU ISl OXBaTa

6oJiee WMPOKOH aynuTopud. boJsee Toro,
pa3BuTHE LHU(PPOBBIX M1ATPOPM MO3BOTHUIO
Ka3aXCTaHCKMM BOKAJIMCTAM BbIATH Ha
MeXKyHapPO/HbIX cJlyllaTesiel, 3HaKoMsl
Bce OoJiblie ciIylaTesel 3a pyoexkom ¢

MY3blIKaJIbHbIMH TPaAUuLIUSIMHU Hallen CTpaHbl

M BKJIIOUAsT KA3aXCKYI0 aKaJleMHYECKYIO
MY3bIKY B IJ100a/IbHbIH I1aJI0T KYJIbTYP.

B 3akJ/itoueHue IMCKyCCHH OTMETHM,
UTO aKajleMMuecKoe BOKaJbHOE HCKYCCTBO
UrpaeTt BaXKHyI0 POJib B MOMYJsIpU3aLUH
KJ1accuuecko My3biku B XXI Beke
OJs1arojiapst HHHOBALMSIM, MEAKKAHPOBOMY
B3aUMOJIEHCTBHIO U LIU(DPOBBIM
TexHoJorusaM. Knaccuueckue My3blKaHTbl
CMOIJIM HAUTH CBOMX CJIyllaTe/ el B
COBPEMEHHOM MOCTOSTHHO MEHSIOLLEMCSI
mupe 6sarogapst 06palleHHIo K XKaHpPy
KJ1aCCUYECKOr0 KpOCCoBepa, KUBbIM
BBICTYIIJIEHHSIM, @ TaKxKe OHJIalH
nyiatopmam st npoasKeHust. [Tpumep
Kasaxcrana nokasbiBaeT, Kak 9TH
rjo06abHble TEHIEHLMH MEHSIIOT POJIb
KJacCUYeCKHX BOKAJMCTOB, HO BCe ellle
rapaHTHpysl, UTO KJaccHueckasi My3blKa
ocTaeTcsl Kak KyJIbTYPHbIM JIOCTOSTHHEM,
TaK U IPKUM, Pa3BUBAIOLIAMCST BUIOM
COBPEMEHHOro UcKyccTBa. JlanbHerimne
MeKIUCLUMIIIMHAPHbIE UCCIIEI0BAHUS
M0 HHTETPaLMK KJIACCHUECKON My3bIKH B
passinuHble cepbl KyJabTypbl OMOTYT elile
60JibllIe PACKPLITH €€ MOTeHLHAJ.

Akanemunyeckuii BokaJa B XXI Beke
AKTUBHO HHTErPUPYETCS] B COBPEMEHHBbIH
MY3bIKaJIbHbI KOHTEKCT, HO TPH 3TOM
COXpaHsieT CBOM OCHOBHbI€ OCOOEHHOCTH.
IT0 nposiBageTCcs, HanpuMep, B 00padoTke
KJ1aCCUYECKUX MPOU3BEICHUI JI1st OUT-
KOMITO3ULIHH, HCITOJHSIEMbIX MOT1- U POK-
rpynnamu. Knaccrka B coBpeMeHHOH
006paboTKe cTasna OTAEAbHbIM KaHPOM,
KOTOPbIH HHOIJIA HA3bIBAIOT «KJIACCHUECKUM
KpoccoBepom» (Xyan Xaopanb 2022).

AkanemMuueckue 10CTHKEHHS TAKXKe
MCIOJIb3YIOTCSA B MIO3HKJIAX, PKA30BbIX
KOMIO3HLIUSIX U JJazKe B 5CTPAJHOM TeHHH.
Hanpumep, BokasnbHasi rpynna NON

SOLO coueraet B cBOeM pernepTyape
KJIACCHUECKHe TPOU3BEIeHUST B
COBpeMeHHOH 00paboTKe, MPOU3BEACHHUS A
capella v nonysipHble XUTbl POCCUHCKOM
1 3apy6exHoi sctpajbl (Xyan XaopaHb
2022). To e camoe OTHOCHUTCS H K
KazaxcTaHcKol rpynmne Mezzo, KoTopast
cTaJjia epBod BOKANbHON TPYNION U3
Kazaxcrana, paGoratoliieil B pamkax
KJ1aCCUYeCKOro KpoccoBepa.

Kpowme Toro, nucnosHutessimu
3CTPAJHOrO UCKYCCTBA CTAHOBSITCS
JIIO/IU, TIOJTYUHMBIIHE KJIaCCHIeCKOe
BOKaJibHOE 0OpasoBaHue. ATo BAUSET
Ha KauecTBO 9CTPAIHOIO UCITOJNHEHUS U
3acTaBJsieT ero COOTBETCTBOBAThL OoJiee
BbICOKMM CTaHaapTam. JpKumM npumMmepom
TAKOro UCIOJIHUTES sBJsieTcs Lumalt
KynaiibepreH.

Elile onHo# H3BeCTHOH MeBHILEH,
NonyJsipU3upytolleil akaaeM1uecKui
BOKaJ1 15l LIKPOKOH ayIuTOPUH, SIBJISIETCS]
Mapust Myzpsik. OHa He TOJIbKO 1oeT
B Orlepe, BbICTYNAET HA Pas/IHUHbIX
thectuBassx B Kazaxcrane u 3a pyoekom,
HO M MOIEPKUBAET BaXKHOCTb LIKPPOBBIX
TEXHOJIOTHH 1151 TPOJIBUKEHHUS B
coBpemeHHOM Mupe. B unrepsbio ¢ Jlanoi

AwmeHoBo#, KypHa/mMcTKON «Kazaxcranckoi

npasb», Mapus nojgesnunach, 4To oHa
AKTHBHO BeJIET COLMAJIbHbBIE CETH, YTOObI
TMOJJIePzKUBATh CBSI3b C ayIUTOPHEH
(AmenoBa 2024).

PasnuHble MHTEpHET-pecypChl,
BKJIt0Yasl CTPUMHHIOBbIE TJIaT(POPMbI
YouTube u Spotily, urpator Baxknyio
pOJIb B MOMYJISIPU3ALUMH KJIACCHYECKOTO
MCKYCCTBA MOCPEJICTBOM aKaJeMHUYeCKOro
MeHust, KOTOPbIE MO3BOJISIOT MPEACTABISATh
KJIaCCHUECKHE MPOU3BEIEHHS] B IOCTYITHOM
thopmare, npuBJeKas BHUMaHue Kak
OMBITHBIX CJIylIaTe 1eH, TaK U MOJIOJIbIX
MesiomanoB. TpaHesi1uy cnoco6CTBYIOT
poCTy UHTepeca K My3blKaJbHbIM
KOJIJIEKTHBAM U KOHLIEPTHBIM 3aJ1aM,
CTAHOBSICb BA>KHBIM HHCTPYMEHTOM HX
nonyJsipusauun. KauecTBeHHble oHsalH-
BBICTYIJIEHHS] TPUBJIEKAIOT BHUMAHHE
AyIMTOPUH U TOOYKNAIOT 3pUTEJEH
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MOCETUTh KOHIIEPT BXKUBYIO MIPH MEPBOH
»Ke BO3MOXKHOCTH. ATMOcdepa 3aa,
B3aUMOJIEHCTBHE C My3bIKAHTAMH H
YHUKaJIbHOCTb KaKJI0r0 BBICTYIIJIEHHS
OCTalOTCsl HEJIOCTYIHBIMU Yepes3 5KpaH, 4To
JieJ1aeT KUBO€e MPUCYTCTBUE HE3AMEHUMbIM
(Bacunnenko 2021).

OpraHusauust npsiMbIX TPaHCISLHHI
MOZKeT YaCTHUHO HUJIH MOJHOCTbIO OKYHUTHCS
Os1arojiapsi COBpeMEeHHbIM 3J1EKTPOHHbBIM
cepBucaM. MoHeTH3allUs OCYLLECTBJISIETCS
KaK 32 CUeT MJaTHbIX TPAHCJSLIUH, TaK
1 32 CUET MOJIEPXKKH ayuTopun. Takue
nsiatcdopmbl, Kak Patreon, PayPal, Boosty.
to u Donationalerts mosBosisiioT 3puresisim
JIeJIaTh T02KePTBOBAHMUS, BbIparkast
CBOIO [IPU3HATEJILHOCTb apTHCTaM U
NOJUIEPXKUBAsT UX JiesiTesibHOCTh. Kpome
TOrO, MJIaTHbIE TPAHCJSKH, Oaaroaaps
CBOEH JIOCTYMHON CTOMMOCTH M LIMPOKOH
ayJIMTOPUH, CTAHOBSITCS MPUBJIEKATEbHON
aJIbTEPHATUBOM /711 T€X, KTO HE MOXKET
MPUCYTCTBOBAThL HA KOHLEPTE JIMUHO
(Bacunenko 2021).

Taknum 06pasom, TpaHCASLHMH HE TOJIBKO
pacLIMPSIIOT IOCTYM K aKaJleMHYeCKOMY
MEeHHIO, HO U (POPMHUPYIOT MPOUYHYIO CBSI3b
MEzKJly apTUCTAMHU W UX CJIyLLIATEJISIMH,
CTUMYJIHPYS1 MHTE€PEC K KHBOH My3blKe U
MOJ7Ie P?KUBAsi TBOPUECKHE TIPOEKTHI.

Buneosanuch U BbICOKOKAUeCTBEHHbIE
ayJIMOTEXHOJIOTHH CMIOCOOCTBYIOT
COXpaHEeHHIO YHUKAJbHbBIX HHTEpIIpeTalui
1 BbITIOJIHEHHIO 0Opa30BaTebHON
(yHkuud. Mosojible BOKAJUCTbl MOTYT
YUUTHCS y MACTEPOB MPOLIJIOTO U
HACTOSILLEr0, AHAJU3UPYS UX BBICTYIJICHHS.
B 1o :xe Bpemsi 3ancu coBpeMeHHbIX
HcroJHuTe eH, Takux Kak A. {nuies, M.
MynpsiK 1 MHOTHX JIPYTHX, BAOXHOBJISIIOT
HOBOE IOKOJIEHHE HA U3yYeHHe
aKajieMUuecKoro Bokasa. Takum o6pasom,
MCIOJIb30BaHHE HOBBIX TEXHOJOTHH
OTKPbIBAET Mepejl aKaJleMHUeCKUM BOKAJIOM
MePCIEKTHBBI HE TOJIBKO JIJIsT COXPaHEHHUS
Hac/aeus1, HO M JUIsl ero OOHOBJICHHS U
NOMyJisIpU3aliii B COBpeMEHHOM MHpE.

Axanemuueckuii BokaJs Bce
yallle B3aUMOJIEHCTBYET C IPyrHMH

MY3bIKaJIbHbIMH KaHPAMHU, TAKHMH KakK
KAz, MOM U 3THUYECKasi My3bIKa, UTO
pacLIMpsieT ero ayMTOPUIO U NoYepKUBaET
YHUBEPCAJILHOCTb 3TOTO BU/A UCKYCCTBA.
CoBMeCTHBIE BBICTYTJICHHS aKaJeMUYECKHUX
BOKAQJIMCTOB C MOM-HJIH PKA30BbIMU
MCIOJIHUTEJISIMH SIBJSIIOTCS] YHUKATbHBIMH,
10 CBOEH CyTH, TPOEKTaMH, KOTOpbIe
MPUBJIEKAIOT M OOBEAUHSIIOT NOKJIOHHUKOB
pa3HbIX My3blKaJbHbIX cTHIeH. Tak, K
MPUMEPY, BBICTYTJIEHHSI aMePUKAHCKOH
onepHo# neBuubl Pene ®yeMUHT MOXKHO
CYUTATh MPUMEPOM YCTELIHOTO CJAUSHUS
aKaJIeMHYEeCKOro BOKaJia ¢ PKa3oM.

B ee anw60om Love Sublime Bouwiu
KOMTO3HUIIMH Ha CThIKE KJ1aCCHIeCKOH
MY3bIKH 1 JPKa3a, HallCaHHble H3BECTHBIM
nuanuctom Ppegom Xepiuem. TOT NPOEKT
MOKa3bIBaeT, KaK TeXHHKA aKaJeMHYeCKOr0
MeHUst MOXKET 000TaTUTh JLKA30BYIO
MY3bIKY, IPUIaB €l U3bICKAHHOCTb U
IMOLMOHANIBHYIO TJTyOHHY.

[leBuila HaUnHaJA NIETH B PKA30BOM
TPHO U faxKe Obl1a NpUIJaulieHa B rpymniy
M3BECTHOTO JLKA30BOTO CAKCOPOHUCTA
WManunoiica yKake. [IpaBna, notom ona
HavaJia 3aHUMaThCsl ONEePHLIM BOKAJIOM, HO
TEXHHMKA PKa30BOT0 BOKaJia 0CTalach, Kak u
ee JIoGOBb K 9TOH My3bIKe.

Hanpumep, B ee quckorpaduu ectb
«PokiecTBeHCKHIT» aibO0OM, B KOTOPOM
OHa UCIOJIHSIET MOy IsipHble HOBOTOJHHE
MeCHHU MOJL AKKOMIaHEeMEHT JKa30BbIX
My3bIKaHTOB. Pene ®jieMuHT 1 pKazoBas
MHAHHUCTKA, KOMIIO3UTOP M MeBULA
[Tatpuuus bap6ep TakKe BbICTynaJH
BMecTe, U DJieMUHT BeCh Beuep MCMOJHSAIA
JKA30Bble KOMIO3ULIMH, HalTMCAHHbIe
Bap6ep.

B non-my3bike 0cob6oe MeCTo 3aHUMaIOT
KoJI1abopaliut, B KOTOPbIX aKaeMHUeCKHH
BOKaJl CTAHOBUTCS YACTbIO MACIITaOHbIX
oy. OJIH 13 caMbIX U3BECTHBIX TPUMEPOB
— BblcTyruieHnst Ausipea bouesui ¢
TaKMMH 3Be3aMu scTpapl, Kak du Hlupan
(myat Perfect Symphony) u [lya Jluna
(necus «If Only»). 9t coBMecTHbIe
MPOEKThI MPUBJIEKAIOT BHUMAHKE ILTMPOKON
ayJIMTOPHH, 3HAKOMSI CJIylIaTesiel momn-



MY3bIKH C KPACOTOH OTIEPHOro BOKaJa U
KJaccHyecknx apamxupoBok (Williams
2018).

Elite ojHUM npuMepom ajantaiuu
siBasiercst iysT Anzpea Bouesn u Cenvn
JluoH, UCTIOMHUBILINX KoMmoauuuio The
Prayer. 9ta komnosuuus coueraer B cebe
3JIEMEHTbI OIIEPHOTr0 BOKaJa U MOMyJsIpPHOH
MY3bIKH, YTO MO3BOJIUJIO €l 3aBOEBATh
MeKIyHAPOJHYIO MoMyJisipHOCTh. baaronapst
MOLIHOMY aKaJeMHUeCKOMY roJsiocy
Bouesn 1 cliennyeckomy MacTepeTBy
Cennn JIMoH KaccuuecKkast My3blKa
npuobpesia HoBbIE UepThl, MPUBJIEKAsI
BHUMaHHe LIKPOKOH ayAUTOPHH U jieiast
orepHoe UcroJiHeHHe HoJiee I0CTYTHbIM 151
clylaTesiel, He3HaKOMbIX ¢ TPAAULIMOHHbBIM
aKajieMHUYeCKUM BOKAJIOM.

Takke CTOUT OTMETHUTH U POEKT
OpUTaHCKO! MeBULbI U conpano Kaposnu
CamrcoH, KOTopast akTHBHO 3aHUMAaeTCsl
ajanralyer KJ1accuyecKoi My3blKH
JUIsl COBPEMEHHOTo cayluatess. Ee
UHTEpIpeTalui NpoudBeieHui 'enjess
1 baxa siBasieTcst spKMM IpUMEpPOM
COBPEMEHHOTr0 MOJX0/1a K 3BYKY H
ciieHnueckomy opopmsieHnio. CIMNCoH
AKTHBHO COTPY/IHHYAET C OpKeCcTpamu
1 COBPEMEHHBIMU KOMITO3UTOPAMH, UTO
MO3BOJISIET €H COXPaHSITh aKaJleMHUeCKHe
TPaJMLIUK U ITPUBJIEKATb MOJIOLYIO
aynutopwio (Pritchard 2015).

OTHO-My3bIKa TAKXKe JIaeT
BO3MOKHOCTb 9KCIIePUMEHTHPOBATh
akazemMuueckomy BokaJjty. Kasaxckas
rpynna Mezzo, B penieptyape KOTOpo#
COUETAOTCsl aKaJleMHYECKHE 3JIeMEHThI,

a TaKXKe 3JIeMeHTbl THO-My3bIKH U T10T1-
apaHKUPOBKH, HATJISIHO IEMOHCTPUPYET,
KaK 3TH KaHPbl MOTYT JIOMOJIHSATh APYT
npyra. Mcnosinenne HapoiHbIX NeceH

B aKaJleMMU€eCKOH MaHepe 1Mo3BoJisieT
COXPaHUTb X OPUTMHAJIbHOE 3ByYaHHe,
npuaaBast UM HOBYIO TJIyOUHY U Jies1ast HX
AKTyaJIbHbIMHU.

MoKHO cKaszaTb, UTO B3aUMOJICHCTBHE C
JIPYTUMH 2KaHPaMHU He TOJIbKO CIT0COOCTBYET
TMOMYJIPU3ALHMH aKaAeMHUECKOT0 MeHHs,
HO M M0O3BOJISIET KIACCHUECKUM BOKAJMCTaM

HaxXo/IMTh HOBble (POPMbI CAMOBbBIPAXKEHHSI.
Ananraimst KJ1acCuueCcKuX npou3BeeHuk
yepes NpU3My akajeMHueCcKoro BoKaJa
M03BOJISIET COXPAHUTb HX UCTOPHYECKYIO

M XYJI0?K€CTBEHHYIO 11eHHOCTh, B TO XKe
BpeMs jieJ1ast uX 6oJiee JOCTYITHbIMH

U aKTyaJIbHbIMH JI/1s1 COBPEMEHHOTO
CJIyLLIaTeIsl, B TOM YUCJIE 3a CYeT
B3aUMOJCHCTBHSA C APYTUMH My3bIKaJbHbIMH

2KaHpaMK U HOBBIX IMOJAXOJ0B K UCITOJIHEHHIO.

AkanemMuuecKuil BOKaJ TPaIUIKOHHO
BOCIPUHUMAETCS KaK KaHp,
OpPHMEHTHPOBAHHBIN Ha GoJiee 3pesIyio U
KOHCEpBaTHBHYIO ayauTopuio. OaHako
B [10CJI€IHHME TO/Ibl HAOJIOAAETCS POCT
MHTepeca MOJIOAEKH K STOMY BUILY
MCKycCTBa, GJaroapsi mporpaMmam
MY3bIKaJIbHOr0 00pa3oBaHMsl, yCreIHbIM
MPOEKTaM ¥ MHTEPAKTHBHBIM KOHIIEPTHBIM
tdhopmaram.

Yro KacaeTcst U3BECTHbIX M1€BLIOB
XX Beka, KoTopble MHOTO clies1ajiu
JUISl PA3BUTHS U TIOTTYJIsIpU3aLIN
aKajleMHYecKoro Bokasa, To 31eCh
MOzKHO yromsiHyTh ['achuza Ecumona.

Ero BblcTynuieHns1, OTJIMYABLIHECS
BOKaJIbHbIM MAcT€PCTBOM U SIPKUMH
JipaMaTHYeCKUMH 00pasamMu, He TOJIbKO
000raTHJIM Ka3axCTaHCKYI0 OMEePHYIO CLEHY,
HO M CMOCOGCTBOBAJIM PACTPOCTPAHEHHIO
aKaJIeMHUECKOTO MEeHHUsI 32 PyOeIKOM.

[". EcumoB npeacraBiisiyl Kazaxckyio
KyJIbTYpYy Ha MeK/lyHapOJHbIX CLEHaX
[epmanuu, Wpu-Jlauku, Uuaun un flnounu,
MCIOJIHSST KaK MUPOBYIO KJIACCHKY, TaK U
MPOU3BE/ICHUS Ka3aXCKUX KOMITO3UTOPOB, B
TOM YHCJIE HAPOJIHBIE MECHH.

BaxxHoii Bexoil B omnyJisipu3aiiiu
aKaJIeMHUEeCKOro MeHusi crana ero pabota
B pamkax «/Ineil kysbTypbl Kazaxckoit
CCP» B bouibliiom Teatpe, rjie o
MCIOJIHUJT OIHY M3 KJIIOUEBbIX poJiel B
onepe «EBrenuit OHeruH». ITOT NPOEKT
MoJuepKHYJ1 BBICOKHI YPOBEHb Ka3axcKok
BOKaJIbHOW LIKOJIbI U YBEJIHUUJI CTENEHb
ee MPUCYTCTBUS Ha MEXKLyHaPOHOM
KyJIbTYPHOM apeHe.

B XXI Beke I'. EcumoB npoposmku
BHOCHTb CBOH BKJIAJL B TIOMYJISIPH3ALHIO
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aKajieMHUYeCKOro MeHusl, CTaB PEKUCCEPOM
OMEepPHbIX NOCTaHOBOK. Ero TBopuecTBO
MPOIEMOHCTPUPOBAJIO, KaK aKaeMHueCKUH
BOKaJ1 MOXKET alanTHPOBaThCsl K
COBPEMEHHBIM YCJIOBHSIM, COXPaHsisl

NP 3TOM HaLMOHAJbHbIE TPAAUIIHY U
MOBBILIAS UHTEPEC MOJIOJIOH ayIMTOPHH K
KJ1aCCUYeCKOM My3bIKe.

MysbikasibHOe 06pa3zoBaHue UTPaeT
KJII0YEBYIO POJIb B TIPUBJIEUEHHH
MOJIOZIC2KHOM ayIMTOPHH K aKaJleMHYECKOMY
neuuto. Hanpumep, B BesmkoOGpurtanuu
cyulectByet JleTckas onepHas
nporpamma, opraHi3oBaHHast AHIJIMHCKOM
HallMOHAJILHON OTepoi. DTO MPOEKT,
KOTOPBIH aKTHUBHO paboTaeT C IETbMH U
MOJAPOCTKAMH, 3HAKOMSI UX C OCHOBAMHU
aKaJIleMHYeCKOoro BoKaJa v OIepHOro
TeaTpa. Bo Bpemsi 3THUX nporpaMm
JI€TH MOTYT He TOJIbKO M03HAKOMUTbHCS
C BeJIMKUMH KJIaCCHUECKUMH
MPOU3BEICHUSIMH, HO U MIPUHSITh yyacTHe
B CO3/IaHHUM OMEPHbIX TOCTAHOBOK, UTO
pasBHUBAET y HUX HHTEPEC K XKAHPY C
paHHero Bospacra.

B Poccuu neficTByeT MOJIOIEKHbBIH
o6pasoBaresibHbli MpoeKT «OnepHblit
Ka1ace» — «Jlaboparopus onepbl».
OuepeHot 3Tan npoekTa npoiies B
Mockse ¢ 15 1o 19 okrsi6ps 2024 rona.
Xy02KkeCTBEHHBIM H My3bIKaJIbHbIM
PYKOBOJIUTENIEM SIBJISIETCS OMEPHbBIN MeBelL
v auprxkep JImutpuit Kopuak. B pamkax
npoekra Obll1a NOCTaBJAEHA My3blKaJbHO-
ClleHMYeCKas ocTaHoBKa 1o onepam H.
A. Pumckoro-Kopcakosa, kotopasi 6bly1a
npejictaBiena 19 okrabpsi Ha clieHe
KOHIIepTHOTO 3asa « PunapMoHUn-2» UM.
C. B. Paxmanunoga.

B Kasaxcrane npoxoaur
MEKIyHaPOJHBIH My3bIKabHbIH (heCTHBAJb
«OnepaJiusi», KOTOPbIH POBOJIUTCS B
tearpe «Acrana Onepa». OH 00berHsIET
MCKYCCTBO pasHbIX CTPaH M 310X H
BKJIIOUAET B ce0s1 onepHble TOCTAHOBKH,
6aJieThbl U KOHILIEPTHbIE BhICTYIIeHHUS. B
pamkax ectuBassi, Hanpumep, B 2024
rojty ObLJIH Npe/CcTaBJeHbl onepa «bup:kaH-
Capa», onepa «Typannot» ¢ yuactuem

MPUIJIALIEHHBIX COJIMCTOB, KOMUUECKast
onepa «Jlio6oBHOE 3esibe» JIOHULETTH,
onepa «Eprenuit Onerun» YalkoBckoro u
JipyTHe.

YcnelHble MPOEKThI MO TPUBJICUEHHIO
BHUMAaHHsI MOJIOJIE?KH K aKaJleMHYECKOMY
MEeHUIO YaCTO BKJIOYAIOT 3JIeMEHThI
MOTMYJISIPHOHN My3bIKH, a TAK¥Ke
COBpEMEHHbIE HHTEepIIpeTaLHH
KJacCHYeCKnX npousseneHuit. OnHum u3
CaMbIX IPKUX TIPUMEPOB SBJSETCS MPOEKT
OperaVision, npeacraBsitolinin co6oi
CePUI0 OHJIAUH-TPAHCJISILIUA OTIePHBIX
CMEKTaKJ/IEH, TOCTYIHBIX 3PUTEJISM 110
BCEMY MHUPY. DTH TPAHCJISILIMK YACTO
COMPOBOXKAAIOTCS MHTEPAKTUBHBIMH
3J1eMeHTaMu 1 06pa3oBaTeIbHbIMU
nporpamMmMami, KOTOpble MOMOratoT
MOJIOZIBIM JIIOZISIM JTyullle TIOHSAThb U
OLIEHUTD OTePHYI0 My3bIKy. MosojiexHast
ay[IUTOPHsI MOJTy4aeT BO3MOXKHOCTb He
TOJIBKO HACJIAIUTHCS BEJUKOJNETTHBIMU
BBICTYTIJIEHUSIMH, HO H MTOTPY3UThCS B
MCTOPHIO NIPOU3BEJIEHUST U HAYUUThCS]
BOCMPUHUMATDb CJIOYKHYIO MY3bIKaJIbHYIO
topwmy.

Takum o6pazom, pasinuHbie
MHULMATHBbBI B 00/1ACTH aKaJeMHUIeCKOT0O
BOKaJla, HalpaBJieHHble Ha IPUBJICUEHHE
LLIMPOKOH ayIMTOPHH, UTPAIOT BAXKHYIO POJib
B MOMyJIIPU3AIMH KJIaCCHIECKOH MY3bIKH B
XXI Beke.

Pesynbrathbi

B pamkax uccsieioBanust 6bl1 NPOBEIEH
KOJIHYECTBEHHBIN U KaueCTBEHHbIH aHa/Iu3
LUPOBOrO MPUCYTCTBUS U CTPATETHI
MOMyJIsiPU3alk aKaJeMHueCcKoro BoKaJia
Ha npumepe BbIGpaHHbIX KercoB (Dimash
Qudaibergen; MEZZO; Maria Mudryak;
Asan Nurbergenov; Zhasulan/Zhaslan
Sydykov; OperaVision; dectupanbHble/
MHCTUTYLMOHAJIbHbIE TPOEKThl —
«Qperalia»/Astana Opera). dMnupuyeckue
JlaHHble ObIJIK MOJy4eHbl U3 OTKPbITbIX
ucrounnkos 11 aBrycra 2025 rona.

Jlnst c6opa KOJIMUeCTBEHHbIX IAHHbIX
MCII0JIb30BAJICST METOJ| « CHUMKA »



(snapshot) na ykasannyto naty. Metpuku
BKJIIOUAJIH: KOJIHYECTBO MOJIMHUCYHKOB

Ha nuiatopmax YouTube u Instagram,
COBOKYITHOE KOJIMYe€CTBO MPOCMOTPOB Ha
kaHasax YouTube, a Tak:ke mpocMoTphbl
OT/IeJIbHBIX perpe3eHTaTUBHBIX
Bujieo3anucei. JlaHHble OB TOJTydeHb
¢ ouLMaIbHBIX CTPAHULL APTUCTOB U
OpraHusauyii, a Takzke BepruHUIUPOBAHbI
C MOMOIILIbIO aHAJTMTHIECKUX arperaTopoB
vidIQ u SocialBlade. KauecTBennbiit ananus
OblJ1 HAaMpaBJIeH Ha OLleHKY (PopMaToB
BHIEOKOHTEHTA, MAaTePHAJIOB HHTEPBBIO H
PR-akTuBHOCTEH.

PesynbraThl KOJMUECTBEHHOTO
aHaJ13a JIEMOHCTPUPYIOT 3HAUUTE/bHYIO
BAapUATUBHOCTb B OXBATE ayJMTOPHH
1 YPOBHE BOBJIEUEHHOCTH CPeI
paccMOTpeHHbIX KelcoB. JlaHHble
npejcrassenbl B Tabauue 1.

J1ns1 olleHKM ryTyOUHBI B3aUMOIEHCTBHS
ayJIMTOPUH C KOHTEHTOM, [TOMUMO
abCOJIOTHBIX KOJIMUECTBEHHbIX
nokasareJsied, OblJ1 pacCYnuTaH
OTHOCHTEJILHBIH KOS hHUIIHEHT
BOBJICUEHHOCTH, ONpeJiesieMbli Kak
OTHOLIIEHHE 00I11ero KOJMIeCcTBa
MPOCMOTPOB K KOJIMYECTBY MOANHCUMKOB
kanaza (Views/Subscriber ratio). dtor
KO3(DPUIMEHT CIY?KUT MOKa3aTeeM

Ta6nuua 1. KaHanbHbie MeTpuku (YouTube/Instagram)

CrocoOHOCTH KOHTEHTA MpUBJIEKaTh
BHUMaHHe He TOJIbKO OCHOBHOMH ayJMTOPHH,
HO 1 OoJiee IHPOKOH ayAUTOPHUH,
BBIXOJISILIEH 32 PAMKH CYL1eCTBYIOILIEeH Ha3bl
MO/ITMUCUHKOB.

PernpeseHraTuBHbIE pacyeThl,
OCHOBaHHbIe Ha JlaHHbIX oT 11 aBrycra
2025 rosia, BbISIBUJIU CYLLIECTBEHHbIE
pasnyMsl B 3TOM MOKa3aTesie Mex1y
NpoaHaJM3UPOBAHHBIMU CJydasiMU
(Tabsinua 2).

KauecTBeHHBI aHA/IN3 BbISIBJEHHbBIX
pas3inUyUil NO3BOJISIET HAM BbISIBUTD
CJIE/lyIOLIHe 3aKOHOMEPHOCTH:

1. deHOMEH cBepPXBLICOKOH
BOBJICYEHHOCTH (Ha npuMepe Jnmaiia
Kynaii6eprena). Kosdpdpuumnent,
npesbituaonmi 200, ykazbiBaet Ha
YHUKaJIbHBIH MeJIMHHbBIA (heHOMEH, MPH
KOTOPOM KOHTEHT apTHCTa noTpebsercs
MHOTOKPATHO M aKTHBHO PaclpoCTpaHseTcst
3a npejesaMu ero opULHaILHOrO
coof11ecTBa NOAMUCUMKOB. DTO CBA3AHO
C TpeMsl KJltoueBbIMU hakTopamu: 1)
HasiuyueM rj106abHON H O4eHb aKTUBHOH
(haH-6asbl; 2) peryasipHbIM y4acTHEM B
KPYIHBIX MEXKTyHAPOAHbBIX T€JICBU3UOHHbBIX
MPOEKTaX, KOTOPbIE BBICTYNAIOT B KAY€CTBE
JIBUXKYLLEH CUJIbI IBUKEHHUS.; 3) MaccoBast
nepereyaTka BbICTYIJIEHHI Ha CTOPOHHHUX

UcnonHuTtenb/ npoekt Mnardopma Moanucuuku/ ponnosepsbl | MpocMoTpbl/ NnonynspHoe BUAEO
569,400,000 obwue npocmMoTpsl;

Dimash Qudaibergen YouTube 2,820,000 “My Way” (Virtuosos 2025)
>1,4-2,0 MAH

Dimash Qudaibergen Instagram 4,000,000 -
“It's Now or Never (Live)” =

MEZZ0 (Kazakhstan) YouTube 312,000 1,100,000 NpocMoTpoB

MEZZ0 (Kazakhstan) Instagram 171,000 -

Maria Mudryak YouTube 1,260 La Traviata (Modena)” = 1,600
npoCMOTPOB

Asan Nurbergenov YouTube/ HECKONBKO ThIC. OT AEeCATKOB TbIC. NPOCMOTPOB Y

Instagram OTAENbHbIX BUAEO

Zhasulan Sydykov YouTube [LeCATKM ThbiC. 10-50 Teic. npocmoTpos Ha
OTAENbHbIX BUAEO

OperaVision YouTube 179,000 11,800,000 o6Lwime npocMoTpbl

Astana Opera/ Operalia | — - 200-250 meponpusaTuii B Ce30H
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Ta6nuua 2. NokasaTtenu BOBNEYEHHOCTU

UcnonHutens/ npoekt 06wue npocMoTpbl/ Moanucumkn | KoagdurumeHT npocMoTpoB Ha
nNpocMOTpbI BUAELO noAnucYmKa

Dimash Qudaibergen 569,443,991 2,820,000 201.93

MEZZO (It's Now or Never) | 1,100,000 312,000 3.53

OperaVision 11,846,953 179,000 66.18

KaHaJslaX U B COLIHAJIbHBIX CeTsIX, YTO
3HAUMTEJIbHO PACLIUPSIET OXBAT ayAUTOPHH.

2. Crparerusi BUpasbHbIX BUIEO
(na npumepe MEZZO). Hecmorpsi
Ha OTHOCUTEJIbHO HeOOoJIblLIYyI0 6a3y
TMOAMHUCYUKOB, OT/e/IbHbIe 6JIOKH KOHTEHTA
(Hanpumep, BUaeo «It’s now or never»)
JIEMOHCTPUPYIOT YPOBEHb BOBJIEUEHHOCTH,
3HAYHUTEJILHO MPEBBILIAIOLIHH
Cpe/IHHe MoKa3aTe i 110 KaHaJy, 4To
CBHJIETEJILCTBYET 00 3P heKTHBHOCTH
CTpaTeruu, OCHOBAHHOMN Ha CO3IaHUH
BbICOKOKAYeCTBEHHOI0, OCHOBAHHOT0 Ha
KJIHUMAx ¥ BU3yaslbHO BIEUATJSIONIEr0
KOHTEHTa C HE3aBUCHMbIM BUPYCHBIM
noteHuuas oM. Takue BUI€O BbICTyNAlOT
B KaueCcTBe BOPOHKH, MPUBJEKAIOLIeld Ha
KaHaJl HOBYIO ayJIMTOPHIO.

3. Mojiesib cTaGUIbHOCTH T1ATHOPMBbI
(na npumepe OperaVision). [Tokazaresb
MHCTUTYLIMOHAJIbHOTO KaHasia OperaVision,
XOT$1 M yCTyMaeT MoKasaTeJsiM 3Be3/IHbIX
MCTIOJIHUTEJIEH, 0CTAeTCsl 3HAUUTEIBHO
BbIIlI€ CPETHUX 3HAUEHHUH /151 HULLIEBOTO
KOHTEHTa. DTO CBS3AHO CO CrelUPUKON
naTGopMbl, KOTOpast MyGaHKyeT GOMbIIONH

00beM MOJTHOMETPaKHbIX 3anucei (omnep,
paauonepenay), npeaHazHadeHHbIX J1/1s1
JIOJICOCPOYHOTO MPOCMOTPA H NOBTOPHOTO
notpebaeHust ueaeBon ayauropueit. Takas
MoJieJIb 0O€eCIeuYuBaeT CTaOUIbHbLIN, XOTSI
¥ MeHee B3PbIBHOMH, POCT U yep:KaHue
JIOSIILHOK ayIMTOPHH.

Taxkum o6pazom, pacuer COOTHOLLIEHUS
NPOCMOTPOB/ MOAMCUHKOB TTOATBEPIKIALT,
YTO yCrelHas NomnyJsipu3alus
aKaJIeMHIeCKOro Bokasa B M(PPoBOi
cpejie MoxKeT ObIThb IOCTHTHYTa KakK 3a
cyeT opMUpOBaHUS MacITAaOHOTO
nepcoHaNbLHOro OpeH/ia ¢ r00abHbIM
OXBaTOM, TaK M 3a CYET TAKTUKH CO3/IaHHUs
TOYEYHOT'O BUPYCHOTO KOHTEHTA WJIH
obecrnedeHust HAJIE?KHOTO IOCTYMA K
nnarcdopme (Tabauia 3).

B nanHoil Tabsnue aHaau3upyeTcs
KOJIMUECTBO LIUPPOBLIX MHUIMATHB
— TpaHCJSLMH, OHJIalH pecTHBael,
macrep-kjaccoB H T.J. Mudopmarus Gbijia
coOpaHa Ha OCHOBE H3yueHHsT HOBOCTHBIX
peJi30B, CTpaHULL pecTUBANEH U KaHAJIOB
ucnoanureneid. Mudopmains akryasnbHa
Ha 11 aBrycra 2025 rona. Ta6suiia

Ta6nuua 3. Yucno KpynHbix uUppPOBbIX/TMOPUAHBIX MHULMATUB (penpe3eHTaTUBHbIE
nmHauKatopbl), 2018-2025 (KasaxcraH + MexayHapoaHbie nnatopmbl).

lon Yucno undposbix MHMUMATUB | KoMMeHTapumii

2018 5-8 nepBble MUIOTHbIE TpaHCAALMK, pocT YouTube-akTMBHOCTH
2019 8-12 écpw:rzHemHeT:KmsHocm; decTMBanu HaumHatoT nybamKoBaTh
2020 25+ NaHAEMUYECKUIA BCNNECK: NePeXoA B OHNAMH, pOCT TPAHCAALMIA
2021 20-30 rmbpupHble GopMaTbl, ycuneHme 06pa3oBaTe/lbHOrO KOHTEHTA
2022 15-25 CTabunmnsaums; pocT KaYeCTBEHHOTO KOHTEHTA

2023 18-28 HOBble My/IbTUMEANIHbIE MPOEKTbI

2024 22-35 AKTUBHbIN poCT odnanH+oHNalH dhecTnsanen

2025 18+ rMBPUAHOCTb, CNeunpoeKTbl U Konnabopauum




NoKa3biBaeT siBHyI0 TeHaeHuo: ¢ 2020
rojia LM poBble HHUIIHATHBbI PE3KO
BBLIPOCJIM U Jlasiee KOHCOJMAMPOBAJIUCH B
rUOPUIHYIO PAKTHUKY (OHJIARH + oduiaiih),
YTO BJIMSIET HA CTPATErnH MOMyJsipU3almu
aKaJleMHYeCKOro BokaJsa.

Anasia KeicoB M03BOJIUII BbISIBUTh
pasHoo6pasHble W B3aUMOJIOMOJIHSIIOLLIHE
CTpaTeruu nomyJsipu3alyu
aKaJIeMHIeCKOro BokaJsia B M(PPOBOi
cpene. SIpkuM npumepom TpaHcdopmalinu
aKaJIeMHYECKOr0 UCMOJHEHNST B MACCOBbBIH
MeIMarnpoyKT sisieTcst perHomen Jlumaria
Kynaitbeprena, kotopblii, 06sanas
aKkaJeMMYecKuM oOpa3oBaHueM, paboraer
Ha CThIKe aKaJIeMHYECKOT0 1 TIOMYJISIPHOTO
Bokasa. Obusanast aynuropueit B 2,82
MHJIJTHOHA MoAnHcYnKoB Ha YouTube
1 6oJiee 569 MHIITTHOHOB COBOKYTHbIX
MPOCMOTPOB, aPTHCT IEMOHCTPUPYET
3(p(eKTUBHOCTb CHHTE3a KJIACCHUECKOH
BOKAJIbHOH 1IKOJIbI ¢ (popMaTaMi MHPOBOTO
1oy-6usHeca. KaoueBbiMu (hakTopamu ero
ycrnexa craju: 1) cucremMatuieckoe yqactie
B KPYITHBIX Me2K/LyHapPOJHbIX T€JI€BU3HOHHBIX
npoekTax, 2) KoJiadopauyu ¢
MPU3HAHHBIMHU MacTepaMu (TaKHMH Kak
[Tnacuno lomuuro u HAUSER), a takxke
3) IeITEIbHOCTL BICOKOAKTUBHOTO
(han-coob1iecTBa, 06€CIeUnBaIOIETo
MHOTOKPATHYIO penyOJHMKalliio KOHTEHTA.
JlanHasi cTpaTerusi oueHb 3(pPeKTUBHA IS
MOMyJIsIPU3al1 aKajeMUUeCKOro BoKaJa,
TaK KaK apTUCT 10/1aeT akaJeMHYeCKyo
MY3bIKY B IOCTYTIHbBIX M 3PEJIUILHbBIX popMax.

Kaszaxcranckas rpynna MEZZO
JIEMOHCTPUPYET JAPYTY10, 6oJiee JIOKaJIbHYI0
crpareruto. MEZZO opueHTHPOBaHBI,

1o GoJIblIeH YacTH, Ha Ka3aXCTaHCKYIO
ayMTOpHIo, B oTaMuKe ot Jumalua,
MO3TOMY HX IPOCMOTPbI HE IOCTUTAIOT
TAKOT'0 YPOBHSI, HO BCE 2Ke 3aCJTy’KUBAIOT
BHUMaHusl. B ocHoBe UX cTpareruu —
BU3yaJsibHasi 3CTETHKA U BUPaJIbHBIN
KOHTEeHT. [Ipn oTHOCHTe/IbHO HeGOoMbLIOH
6aze nopnucurkos (~312 000 Ha YouTube)
OTJIeJIbHbIE BUIEO TPYTMbI, TAKHE KaK
kaun “It’s now or never”, Habupator
6oJiee 1,1 MUIIMOHA TPOCMOTPOB.

Mexanuka nomnyssipusalium 3iech
OCHOBaHa Ha CO3/IAHUH KaMePHBIX, HO
KMHeMaTorpaHuHbIX BUIEO, aPaHKUPOBKAX
NOMYJISIPHON U HAPOAHOHM MY3bIKH, 4 TaKXKe
TeCHOH UHTEerpalyu ¢ HallHOHAJbHBIMH
CMMU u KoHlepTHBIMHU MJIoLaAKamMu. Bee
9TO M03BOJISIET TIPOEKTY MOC/EI0BATEBHO
paciMpsiTh CBOIO ayIMTOPHIO OT
HalMOHAJBHON 10 MEXKTyHapOIHOH,
OIMMpasiCh Ha CUJy BUPAJbHOTO KOHTEHTA, a
TaKxKe Ha MacuTab nepcoHalbLHOro 6peH/a.

Knaccuueckast KapbepHast TpaeKTopus,
alanTUpoBaHHAsK K COBPEMEHHBIM
1M POBBIM peasisiM, MPOUJITIOCTPUPOBaHA
Ha npumepe Mapun Mynpsik. B otsinuue
OT apTUCTOB, KOTOPbIE OPUEHTUPYIOTCS
Ha MacCOBbI€e COlLIMAJIbHBIE CETH, ee
MPOJIBUKEHHE OCYLLECTBJISICTCSI B OCHOBHOM
Mo npogeccHoHaNbHbIM KaHaIaM:
ydacTHe B MPECTHHKHBIX MEXKTyHAPOIHBIX
KoHKypcax (o6aanarenbuuua I npemun
1 NIPU3a 3PUTEJbCKUX CUMIIATHH KOHKypca
«OnepaJinsi» ), BbICTYIJIEHHUS HA BEyLLIHX
OMepHbIX ClleHAX U TPAHCJISILMHU yepe3
CrielMaJM3uPOBaHHbIe TIATPOPMbI, TAKHE
kak Operabase u OperaStreaming. Taxo#
nojxop obecrieunBaetT Mapuu He MacCOBbIH
oxsar, kak y lumauia Kynaiibeprena uiu
MEZZO, a oxBary 1ie/1eBOH ayiMTOPHU
— LIeHUTeJIed onepbl U TeaTpasbHbIX
pexkuccepoB. [TopoGHast cTpaTerust Takke
MOZKET HCI0JIb30BAThCsl COBPEMEHHBIMU
BOKAJIMCTAMH /151 IPOJIBUZKEHUSI 1
MOBBILLIEHHS] Y3HABAEMOCTH.

BaxKHbIM acnekToM coBpeMeHHOH
Me/IMa-CTPaTernu TaKkKe sIBJSIeTCs]
CHHEPIHUsl MEXKITy KOJIIEKTUBHBIM H
MHIMBUIyaJbHbIM MPOJIBUZKEHHEM, UTO
BHJIHO HA MTPUMeEpE COJIMCTOB MPOeKTa
MEZZO, KoTopblil Mbl paccMaTpUBaJIH
Bbillle, — Acana HypGeprenosa u
JKacynana CoibikoBa. MIx indHble KaHAJbI
1 BBICTYTJIEHUS], KOTOPble HAOUPAIOT
COTHH ThICSIY IPOCMOTPOB, CO3/1AIOT
JIOTIOJIHUTEJILHBIA MeIUHUHbBIN TOBOJL
YIOMSIHYTh OCHOBHYIO KOMaHJly, CO3/1aBasi
ahdekT maTpelku. Takasi ctpaTerus
JIMBEPCUPULIUPYET MEIUHHOE MTPUCYTCTBHE
NpoeKTa, MoBbillIaeT 0010 BOBJIEUEHHOCTh
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ayJIUTOPUHN U MO3BOJISIET TECTHPOBATh
pasJsinyHble opMaThl KOHTEHTA.
HakoHneli, takue njiatgopmbl,
kak OperaVision, o6ecrneunBaioT
MHCTUTYLIMOHAJIbHBIA YPOBEHb
nonyasipuzauun. Mmest okoso 179
000 noamucumkoB U 11,8 MUIIHOHOB
NPOCMOTPOB, MJ1aTGopma BbICTyNaeT
B KauecTBe CHCTEMHOI0 arperaropa
1 MOCPEJIHUKA, KOTOPBIU Mpeajiaraet
3pUTEJISIM TTOJIHOMETParKHbIE 3aMuCH orep,
o0OpasoBaTeJ/ibHbI KOHTEHT, a TaKxkKe
KOPOTKHE BUEO-KJUMbI. Takol Moaxom K
NOMyJsIPU3aLMK aKaeMHUeCKOro HCKyCcCTBa
MOJIHOCTBIO ONPABJIAH, TAK KaK M03BOJISIET
co3aatb 0co60e MPOCTPAHCTBO, B paMKax
KOTOpOro coOpanbl sipyakiiie o6pasiibl
COBPEMEHHOI0 OMEPHOr0 HCKYCCTBA
1 3aKJ1a/IbIBAET OCHOBY /151 CO3/1aHUsI
OCO3HAHHOTIO HHTEpeca MeKlyHapOHOH
ayJIuTOPUH B IPOTHBOBEC BUPAJIbHOMY
KOHTEHTY.

OCHOBHbIE NONOXEHUA

1. AkajieMHUU€eCKHil BOKaJ SIBJISIETCS
Ba>KHbIM HHCTPYMEHTOM COXpPaHEHHs 1
pacnpocTpaHeHus KIaCCHYeCKOH My3bIKH,
UIpaoLLMM KJIIOUYEBYIO POJib B Mepeaaue
KyJIbTYPHOTO HACJIe/IUsl U B aaanTalnu
MPOU3BEJICHUH 151 COBPEMEHHOH
ayJIMTOPHH.

2. B nocJsiesiHue rosibl akageMuuecKuil
BOKaJ1 aKTHBHO Pa3BHUBAET HOBbIE (POPMbI
B3aUMOJICHUCTBHUS C ayAUTOPUEH 3a CUeT
MCIMOJIb30BAHUS TAKMX TEXHOJIOTHH, KaK
MOTOKOBBIE MJIaT(MOPMbI H BUE03AITUCH, UTO
Croco6CTBYET MOBBILIEHUIO JOCTYMHOCTH
KJIACCHMYECKOH MY3bIKH ISl LLIHPOKOH
ayJIMTOPHH.

3. DMMNUpPHUECKUH aHAU3 TTOKa3aJl
CyIIECTBOBAHHE JIBYX YCTOHUHUBBIX
MoJieJieli TToMyJIsIpU3alti aKageMHUecKoro
BoKaJa: 1) nepcoHaju3aupoBaHHOM,

T.€. uepe3 3BEe3/IHbIX UCTOJIHUTEIEN C
MaccoBbIM OXBaTOM (Hanpumep, dumatua
Kynaiibeprena) u 2) MHCTUTYLIHOHAJIBHO -
KOJIJIEKTUBHOM, T.€. uepe3 naathopmbl,
TeaTpbl U aHcambJin (OperaVision,

«Acrana onepa», MEZZO). x coueranue
obecrnieynBaeT LIMPOKUH 0XBAT U
YCTOUUMBLIN HHTEPEC PA3JIMUHBIX CETMEHTOB
ayJIUTOPHH.

4. BusyasibHO HacChILLEHHbIE
My3blKaJlbHbIE BUIEO0, MEXKAKAHPOBBIE
KoJ1abopalvi 1 oOpa3oBaTesibHble
MHHULMATHUBBI CTaJIM HauboJee
3¢ (eKTUBHBIMU METOJIAMH MTPUBJIEUEHUS
moutoziexk. OnbiTt MEZZO u
OperaVision noarsepKkuaeT, 4To UMEHHO
ananTupoBaHHble POPMATHI (JIETCKHE
onepbl, HHTePaKTUBHbIE TPAHCJ/IALMH,
ILIKOJIbHbIE TIPOrpaMMbl ) 06€CTeUnBaloT
POCT MOJIOJIC?KHOH ayIUTOPHH.

5. Okunaercs, 4T TEHAEHILIMH K
MHTErpaluy akaJieMHuecKoro Bokasa
C JIPyTMMH MYy3bIKaJIbHbIMU 2KaHPaAMU 1
UCIT0JIb30BAHUIO TEXHOJIOTHH MTPOJ0JIKAT
pa3BUBATbLCS, UTO elle OO0JIblLIe PACILUMPUT
ayJIuTOPHIO U YKPENUT MO3ULIUH
KJIACCHUECKOH MYy3bIKH B COBPEMEHHOH
My3bIKa/bHOH KyJbTYpe.

3aKknwyeHue

[TpoBenénHoe uccaenoBanue MoaATBEPAMIIO,
YTO aKaJeMHYeCKHH BOKaJ OCTaETCsl OIHUM
U3 KJII0UEBbIX MHCTPYMEHTOB COXpaHeHHs!

1 aKTyaJU3alMH KJACCUYECKOTr0 HACeus,
TpH 3TOM aKTHBHO TpaHCHOPMHUPYeETCS

MO/ BJAUSHUEM LU(DPOBBIX TEXHOJOTHH U
MeKaHPOBOTO B3aUMOJIeHCTBHs. AHasu3
KEHCOB M0Ka3aJl, 4To POJib aKaleMHIeCKOro
BoKaJsia B XXI Beke He orpaHUUUBAETCS
NoJyIeprKaHueM TPAUIIHH, CaM BOKaJ
CTAHOBHTCS KaK Obl MEIMATOPOM MEXKIy
KJIACCUYECKON U MOMYJISIPHON KYJIbTYPOH,
(hopmupysi HoBble (hOPMbI KOMMYHHUKAIIHH C
ayJIMTOpUEH.

ComnocraBJeHue ¢ 3anadyaMu
MCCJIe/IOBAHUS TTO3BOJISIET BBIIEJIUTh
CJIEMYIOLLIME pe3yJibTaThbl Halllero
UCC/Ie/I0BAHUS:

1. 3HAUUMOCTb aKajieMUIeCKOro BoKaJa
B MOJU1e P2KaHUH KyJIbTYPHOTO HACJICIHSI.
Peneptyap u BblCTyI/IeHHSI COBPEMEHHBIX
APTHUCTOB JIEMOHCTPUPYIOT COXpPaHEHHE
KaHOHA, a KpOCCOBEPHbIE MPOEKThI



JIOKA3bIBAIOT CMOCOOHOCTh aKaleMUUECKOTO
BOKaJla K ajlantaluu, 4To yKpersiet
JIOKAJIbHYIO WIEHTHYHOCTb U YCHJHUBAET
MeKIIyHaPOJIHYIO TPUBJIEKATENBHOCTh
MIPOEKTOB.

2. Mcnosnib3oBanue 1HppOBbIX
TexHoJsioruid. Poct oHsaiiH-aKTUBHOCTH
nocse 2020 rojga noATBepI aKTyaJbHOCTD
ru6puanbix popmaton. YouTube, Instagram
1 OperaVision oGecrednsii KauecTBeHHOE U
KOJIMUECTBEHHOE pacllMpeHre ayuTOpUH U
MOBbILLIEHHE €€ BOBJCUEHHOCTH.

3. YcrneliHble pUMepbl MOMyJIsipU3aLnH.
BrisiBsieHbl 1Ba yCTOHUMBBIX MyTH:
VHIMBUIya bHAS CTPATErUs «3BE3Mbl»
(Dimash) u uHCTHTYIIHOHAIBHO -
KoJllekTHBHas ctparerusi (MEZZO,
OperaVision). O6a noaxoza 3¢hheKTHBHbI
JUISl Pa3HbIX CETMEHTOB ayJIMTOPHH H B
KOMIlJIeKCce 0OecneunBatoT yCToHIMBOe
MPOJIBUIKEHHE.

4. TTpuBneuenne MONONENKH.

Haubonee pedyibTaTUBHBIMH OKa3aJIUCh
BHJIE0, KOJIIa00pallik ¢ SCTPATHBIMU
apTHCTaMH, HHTEPAKTUBHbIE CTPUMBI U
oOpaszoBaTesibHble POEKTHI (JeTCKHe
OMepHl, IIKOJIbHbIE TIPOrPAMMBbI ).

5. Onpit Kasaxcrana B riio6anbHoM
KoHTekcre. Haunonanbhas cliena
JIEMOHCTPHPYET 0COOYI0 MOZIEb
«HAUMOHAJIBHOIO KpOCCoBepa»,
00BEIMHAIONIET0 aKaeMHUECKYIO

M 3CTPAJHYIO TPAIULIMH, a TaKXKe
TPaJIMIIMOHHOE HCKYCCTBO, UTO YCHJIUBAET
MEXKJlyHapO/IHYIO Y3HABAeMOCTb
Ka3aXCTAHCKUX UCTIONHUTENEH U UHCTHTYTOB
(Astana Opera).

Taknm o6pasom, akageMuuecKuil
BOKaJl BBICTYIAET HE TOJIbKO B POJIU
XpaHUTEJIs KyJbTYPHOH NaMsTH, HO U B
KauecTBe JMHAMHUYHOTO MPOCTPAHCTBA
JU1sl iHHOBaLMi. OCHOBHBIE HAaNPaBJICHHUS
€ro Pa3BUTHSA MOXKHO 0XapaKTePHU30BaTh
Kak JIBOMHON MyTb nomnyJssipudatuu: 1)
MepCcoHaNM3UPOBAHHBIH, T.€. OCHOBAHHbIH
Ha Xapu3Me ¥ MacCOBOM OXBATe OTAEJIbHbIX
MCHOJIHUTEIeH; 2) HHCTUTYLIMOHAJILHO-
KOJIJIEKTUBHBIH, T.€. 6a3upytoluiics
Ha MHTerpalyu B IHppoBbIe U
o6pasoBareJibHble TJ1aT(HOPMBI.

Hayunasi snaunmoctb paboThbl
3aKJ104a€eTCs B BbISIBJI€HUH IMITHPHUECKH
MOATBEPKAEHHBIX MOJIesIed MOMYJIsi pU3aLiuu
aKaJleMHYeCcKoro Bokasa, KOTopble MOKHO
NPUMEHATh [PU pa3paboTKe CTpaTerui
KYJIbTYPHOMH MOJMTHUKH U My3bIKaJIbHOIO
ob6pasoBanus. [TepcnekTuBbl gajnbHeALINX
MCCJII0BAHUHN CBSA3aHbI C YIJ1yOJ1EHHBIM
aHaJIM30M JIOJITOCPOYHOTO BO3/ICHCTBHS
1MPOBLIX (HOPMATOB HAa BOCTIPUSITHE
aKaJIeMHYeCKOro BoKasa, a Takxke ¢
ugyueHneM 3(peKTUBHOCTH MeXKKaHPOBbIX
MPOEKTOB 15l yCTOHYUBOTO MPUBJIEUEHHUS
MOJIOZEXKH.
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AKAOEMWUYECKWI BOKAN M EFO POJIb B MONYNAPU3ALMM KTACCUYECKOW MY3bIKM B XXI BEKE
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Baxtusipkbiabl Akepke', )Keatbipryzos Azamar?

12Kyasiown BaiicefiitoBa ateiinars Kazak Yarteik Onep Yuusepcuteri (Acrana, Kasakcran)

AKALEMUANDBIK BOKAJ1 XKOHE OHbIH, XXI FACbIPAAFbI KIACCUKAJIbIK MY3bIKAHDbI
HACUXATTAYAAFbI Pol

Anpartna. AkafeMusnblK BOKan apKbl/ibl KNACCUKaNbIK, My3blKaHbl HACUXATTaY FblbIMU MaCceneci
XXI| Facblpaa e3ekTi cunatka ne 6onbin oTbip. bykapanbik, MOAEHMETTIH, biKNaabl MEH LUPPAbIK,
TEXHONOrMANapAbIH, KApKbIHAbI AaMYbl KNACCUKaNbIK ©HEPAIH, CaKTanybl MeH TapanyblH XaHa
WMHHOBALMANbIK TOCINAEp apKblabl KAMTaMachl3 eTyai Tanan eteai. 3epTTeyaiH e3eKTiniri kasipri
XaFpanaa akafeMusnblK BOKaNAbl HACMXATTayAblH, KeLeHAi CTpaTerManapblHbIH XXETKiNIKTI ageHrenae
93ipneHbeyiMeH TycCiHaipinesi. XyMbICTbIH, FbITbIMM XKaHAbIFbl aKaLEMUANbIK BOKANAbl TEK KNACCUKAbIK,
[LBCTYPAiH CaKTayLWbICbl PETiHAE FaHA EMEC, COHbIMEH KaTap M3AEHM Mypa MeH 3aMaHayu mMeama-
nnatgopManapapl, apacbiHAaFbl MEANATOP PETIHAE KAPACTbIpybIHAA, COHbIH, iliHAe XahaHAbIK,
ypAictep KoHTekciHae Ka3akcTaH TaxipnbeciH TanaayMeH ankbiHAANaabl. 3epTTeyaiH, a4iCHaManbIK,
Heri3iH aHaNUTMKANbIK, CANbICTbIPManbl dA4iCTeP, KEMC-9A4iC NEH IMMUPUKANDIK dAIC, COHAAN-AK,
M3AEHMETTaHYNbIK TCIN Kypaabl. ATaNnfFaH 94icTep MHHOBALMANAPAb! €HTi3y 6apbiCbiHAA M3AEHU
KYHAbINbIKTapAbl CAKTay TETIKTEPiH aKblHAAYFa MYMKIHAIK 6epai. 3epTTey HaTuXenepi akageMusbIK,
BOKa/ZblH, TaHbIMas KaHpAapMeH, MylbTUMEAUSANbIK, POPMATTaPMEH XXaHe OHNalH-NAaThopManapMeH
TMiMAI ©3apa blknanaaca anaTblHbIH KOPCeTTi, Oyn 63 Ke3eriHae, acipece, Kactap apacbiHAA TbiHAAPMAH
AYLMTOPUSCHIH KEHENTYre bikMan eTeTiHiH kepceTeai. KasakCTaHablK )obanapabl Tanaay Knaccukanbik,
YKOHe XaNbIKTblK OHEPAIH, CUHTE3iHIH, XKOFapbl TUIMAINITIH, 8Cipece, UMPPAbIK TapanbiM XaFaanblHAA
pacTagbl. 3epTTeyaiH NPaKTUKaNbIK, MaHbI3AbI/bIFbl aKaLeMUSbIK BOKanabl LM pAbIK opTafFa
6erimpeyniH aficTeMenik yCbiHbIMAAPbIH 93ipaeyMeH ankblHAanaapl. AtTan aiTkaHaa, aeyMeTTiK
Xeninepi, CTPUMUHITIK CEPBUCTEPAI XXoHe BUPTYanabl KOHLEPTTEPAI KONAAHY MYMKIHAiKTEpI
KapacTblpblnaabl. ANbIHFAH HaTUXKENEep KnacCuKanblk My3blkaHbl XX| Facbipaa Aspintey cTtpaTernsnapbiy
KanbINTacTblpyAa OpblHAAYLbINAPFa, NefarorTapra XXaHe MaeHU yibIMaapFa KonnaHbansl TypFblaaH
KYHAbI 60nbin Tabbinagbl.

TyiiiH ce30ep: akapeMuanbIK, BOKaN, KNACCUKanbIK My3blKa, HacuxaTTay, LM pablK TexHonoruanap,
YXaHpapasblk 83apa apeKkeTTecy.

Jaiiekces ywiH: baxTusapkbi3bl, Akepke xaHe AzamaTt XXenTbipry30B. «KAKafeMUANbIK BOKA XXaHE OHbIH,
XXI Facblpaafbl KNAcCcMKanblk My3blKaHbl HacuxatTayaarbl peni». Central Asia Journal of Art Studies, 7. 10,
N2 3,2025,95-118 6., DOI: 10.47940/cajas.v10i3.1020

Asmopnap KommazbaHbIH COHFbI HYCKACbIH 0KbIN, MAKY/10a0bl #aHe Myddesnep Kallibliblfbl JOK
eKeHOieiH ManimMoelioi.
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ACADEMIC VOCAL ART AND ITS ROLE IN THE POPULARIZATION OF CLASSICAL MUSICIN
THE 21ST CUNTURY

Abstract. The scientific problem of popularizing classical music through academic vocals is becoming
especially relevant in the 21st century. The influence of mass culture and the rapid development
of digital technologies require the search for innovative approaches to the preservation and
dissemination of classical art. The relevance of the research is due to the insufficient development
of comprehensive strategies for the popularization of academic vocals in modern conditions. The
novelty of the work lies in considering academic vocals not only as a guardian of classical tradition
but also as a mediator between cultural heritage and modern media platforms, including an analysis
of Kazakhstan’s experience in the context of global trends. The methodological basis comprised
analytical, comparative, and statistical methods, a case method, and an empirical approach, as well
as a cultural approach that enabled the identification of mechanisms for preserving cultural values
when introducing innovations. The results show that academic vocals can effectively interact with
popular genres, multimedia formats, and online platforms, which helps to expand the audience,
especially among young people. The analysis of Kazakhstaniprojects has confirmed the high efficiency
of the synthesis of classical and folk art, especially in the context of digital distribution. The practical
significance of the research lies in the development of recommendations for the adaptation of
academic vocals to the digital environment, including the use of social networks, streaming services,
and virtual concerts. The findings can be used by performers, teachers, and cultural organizations in
shaping strategies for popularizing classical music in the 21st century.

Keywords: academic vocal art, classical music, popularization, digital technologies, cross-genre
interaction.
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IBOJIIOLUA KPEATUBHDbIX

[MPAKTUK COHTPAMTUHIA
B KABAXCTAHE: OT
UHIUBUAYAJIbHOI'O

K KOJITEKTUBHOMY
ABTOPCTBY

3yabhusi Kacumosa, Epnan Jayur

Kaszaxckast HaunoHasnbHas akageMust uckycceTB M. Temup6eka JKyprenosa
(Anmarsl, Kazaxcran)

AHHOTauus. B cTaTbe MccnenyoTCs UCTOPUKO-TEOPETUYECKME aCMEKTbI IBNEHUS COHIPaMTUHIa B
KasaxcTaHe, a TakXKe 3BONOLMSA COHIPaMTMHIA B aCMeKTe BOMPOCOB Nepexona OT MHAMBUAYaAIbHOTO
ABTOPCTBA K KOMNEKTUBHBIM (DOPMaM My3blKaibHOro TBOpPYeCTBa. HeCMOTpS Ha akTMBHOE pa3BUTHE
Ka3axXCTaHCKOM MOM-My3blK1, HAYYHOE OCMbIC/IEHWE KPEATUBHbIX MPAKTUK COHIFPAUTUHIA OCTAETCS
OrPaHMYEHHBIM. Le/1bt0 HACTOALLEero UCCNEef0BaHMS SABNSETCS aHANM3 TpaHChopMaLmMm Moaenen
ABTOPCTBA B KAa3aXCTAHCKOM COHTPANTUHIE, BbisiBNieHNe (aKTOPOB, CMOCOOCTBYIOLWMX NEPEXOAY

K KONNEKTUBHOMY COUUHUTENBCTBY, U OLEHKA BAUSHUS 3TUX U3MEHEHUI HA XYLOXKECTBEHHbIE
XapaKTepUCTUKM MeceHHoro Matepuana. Memodesl. iccnenoBaHve 0CHOBAHO Ha MeXOUCUUNAUHAPHOM
nooxooe, BKIOYAKOLLEM UCTOPUKO-KOHTEKCTYa IbHbIA aHaNu3, CPaBHUTENIbHO-TUMONOMMYECKUI METOA,
KYNbTYPONOrMYECKYH MHTEPMPETALLMIO U My3blKaZIbHO-aHAIMTUUYECKOE UCCIefoBaHue. AHANU3UPYHOTCS
pasnnyHble MOAeNu aBTOPCTBA: MHAMBUAYANIbHOE, Aya/lbHOE U KOINEKTUBHOE. DMMUPUYECKYIO OCHOBY
COCTaBASOT NPOM3BEAEHNS Ka3axCTaHCKMX ucnonHuteneit (MongaHasap, Dequine, RaiM, Ninety

One 1 ap.), N(poaHaNM3MPOBAHHbIE C MO3ULLMIA aBTOPCKOW CTPYKTYPbl, CTUAMCTUKM U TEKCTOBOTO
HanonHeHus. Ocoboe BHMMaHWE yaeneHo CONOCTaBNEHUIO C MUPOBbIMU Keicamu (Taylor Swift, BTS,
Ed Sheeran, Beyonce). Pe3ysiemamel. BbiiBNeHO, YTO COHFPanTUHT, UMEIOLLMIA HOMbLLIOWM UCTOPUYECKUIA
nepuop pa3BuTUs Kak B KasaxcTaHe, Tak U CO BpEMEH 3apOoXAEeHUS NECEHHOM MHAYCTPUM B

KoHLe XIX Beka Ha 3anane, npuobpena coBepLIeHHO HoBble GopMbl BbiToBaHUS B XX Beke. B

CTaTbe TAK)XE PaCCMATPUBAETCS Nepexos, K KOMJIEKTUBHOMY COHTPaMTUHTY, KOTOpPbIM 00ycioBieH
BIUSIHUEM [06aNbHbIX TEHAEHLUMI B My3bIKaIbHOM MHAYCTPUK, PAa3BUTUEM LIMDPOBLIX TEXHOMOTUI U
M3MEHEHWEM KY/bTYPHbIX NPpeanoyTeHui ayamtopun. KonnektueHble popMbl aBTOPCTBA CMOCOOCTBYOT
6onee pasHO0OpPa3HOMY U MHHOBALLMOHHOMY MY3bIKaJIbHOMY KOHTEHTY, OAHAKO MOTYT NPUBOAUTD

K CTaHAApTU3aLuMK 3BYYaHUS. AHAIM3 MECEHHOro0 MaTepuana NoKasbIBaEeT, YTO KOIEKTUBHOE
COYMHUTENBCTBO BUSIET HA CTPYKTYPY KOMMO3ULMI, MICMONb30BAHME FAPMOHUYECKUX U MENOAUYECKUX
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peLLeHUid, @ TaKXKe Ha TEMaTUYECKOe HaMoHEHWE TeKCTOB. MccnenoBaHue 4eMOHCTPUpPYET
3HaYMUTENbHOE BIUSIHUE KOMEKTUBHOIO aBTOPCTBA HA Pa3BUTUE Ka3aXCTaHCKOrO COHrpanTUHra.
TMoHWUMaHWe 3TMX NPOLLECCOB BAXXHO A1 AaNbHEMLLEro U3YYeHMs My3bIKanbHOW KynbTypbl KaszaxcTaHa
M MOXET CNocob6CTBOBATL NOALEPXKKE U PA3BUTUIO OPUTMHANBHBIX KPEaTUBHbIX MPAKTUK B YCNOBUSIX

rno6anmsauumn.

Knrouesbie cnoea: COHrpaiTUHT, NECHS, TBOPYECTBO, MOM-My3blKa, Ka3axcTaHcKas 3cTpaja,

My3blKa/lbHOE aBTOPCTBO, KPEATUBHbIE MPAKTUKMK.

Ana yumuposarus: Kacumosa 3ynbdus, u Epnan JayuT. «IBONOLMSA KPEATUBHbIX NPAKTUK
COHrpanTuHra B KasaxcraHe: oT MHAMBMAYANbHOIO K KONNEKTMBHOMY aBTOpCTBY». Central Asian Journal of
Art Studies, 7.10,No 3, 2025, c. 119-146, DOI: 10.47940/cajas.v10i3.1085

ABmOpr npo4umanu u 0006/JU/7U O0KOHYaMesbHbIU 8apUAHM pyKonucu U 3as68/5m 06 omcymcmeuu

KOH@IUKMA UHmMepecos.

BBepeHue

Fﬂ06aJII/138LLl/IOHHble MPOLECChl, TECHO
CBsI3aHHbIE C PACIIMPEHHEM MPAHHUILL
UHyCTpHUaTU3al1, B COBPEMEHHOM
MUpE CTaJIU BJUAThH HA BCE CTOPOHbI

yeJI0BeYeCKOH JIeITeJIbHOCTH. B HeMeHbIen

CTeINEeHH OHHU HaLJIM OTPaXKeHHE B
pPasBUTHH MY3bIKaJbHOIO HCKYCCTBA,
NPEBPATHUB €ro TAKXKe B CBOETO Poja
UHJLyCTPHIO IJ1006a/IbHOrO NoTpebJIeHHS.
MysbikasbHasi KysnbTypa Kazaxcrana na
COBPEMEHHOM 3Tare TaKxKe NepeKuBaeT
JMHAMHYECKHE H3MEHEeHHsI MOJL BJAUSHUEM
Kak ry00aiu3alui, Tak i BHYTPEHHHX
npoueccoB. OHUMH U3 NOKA3aTebHbIX
B 9TOM OTHOLIEHHH SIBJISIOTCS BCE
(hopMbI TTOMYJISIPHOH MY3bIKH, BKJTIOUAST

¥ TBOPUECKHUE, H UCIIOJIHUTENbCKHE
TeHIECHLHH.

CoBpemeHHast My3bIKa sIBJISIETCS
HEOTbeMJIEMOH YacThbIO [V106aJMU3aALHH.
Kyabtypa XXI Beka otyimuaetcs
pazHOOOpa3ueM U CHHTE3UPOBAHHOCTLIO
pasHbIX s/1eMeHTOB. CHHTE3 He TOJIbKO
CTUJIeH, HalIPaBJIEHUH, 2KAHPOB B MYy3bIKe,
HO M Pa3JIMuHbIX BUJOB UCKYCCTBA
SBJIACTCS Pe3y/JbTaTOM TeXHHYECKOTo
nporpecca, paspepHyBLLIErocs B
HBIHEIIIHIO 310XYy. DKCIepUMeHTalbHble
CoYeTaHMsl My3bIKaJIbHbIX TeMOPOB,
JIAJIONHTOHALMOHHBIX OCHOB,
METPOPUTMHYECKOH OpraHU3alK CO3at0T

HENpUBbLIYHbIE, OPUTHHAJIbHbIE, Kp€aTHUBHbIE

3By4aHHsl, NpUaBasi HEKyl0 HOBU3HY B
CO3IaHUH COBPEMEHHON MYy3blKaJbHON
KYJIbTYpBbI.

Acrpana Kazaxcrana B cBoer 0CHOBe
rJy60KO HallMOHAJ/bHA, HECMOTPS! Ha
TJIaBEHCTBYIOLLYIO POJIb TJI00AJTBLHON
KOMMYHHMKALMH B CTHJIEBbIX HOBALIUSX.
WMuTterpauus u cuuTe3 pa3HopoaHbIX
MY3bIKaJbHbIX KYJIbTYp JOCTHIJIN
JIOCTAaTOUHO BBICOKOH cTeneHu. A
Ka3axCTaHCKasi 3CTpafa — 3TO pesyJ/bTaT
B3aUMOJIEHCTBHSI OCHOBHBIX 3JIEMEHTOB
HaLMOHAJbHON My3bIKH C MHOTOBEKOBBIMU
TPALULUSAMU U [IOT1-MY3bIKH, OepyLLei
HavaJso B 3anajiHbiX cTpaHax B XX CTOJIETHH.
[TocnenHee oco6eHHO CHIILHO OTMEUAETCS B
caMOOBITHOCTH BOKAJIbHO-UCMOJHUTEIbCKUX
TeXHHK, OTJHYAIOUINXCS OT TPAJAUIIHOHHOH
1 aKajieMU4yecKol eBpornerickoi. JlaHHbie
TenaeHuun B Kagaxcrane caenyet
CB$I3bIBATh, B MI€PBYIO OUEPE/lb, C IEPUOJIOM
CTAHOBJIEHHSI KJIACCHYECKOH MYy3bIKH
eBporneiickoil opuentaunu. Maccosast
MecHsl, pOMaHe, BajibC, MOJyUUBILIHE
pacnpocTpaHeHue BO 2-0i MoJOBUHE
XX Beka — 3T0 OJIHO U3 MPOsIBJICHUH
cUMOH03a YKa3aHHbIX €BPOINEHCKHUX KaHPOB
C HallMOHAJILHBIMK MOTHBaMHU. MMeHHO
B TOT MEPHOJL CO3aBAJIUCh COYMHEHHUS
Axwmerta )Kyb6anosa, Mykana Tyne6aeBa,
Hyprucol Tanennuesa, [Hlamuin Kannasikosa,
Abnaxara EcnaeBa, Acera bBeficeyona,
KOTOpbIe MPUIAIH HOBYIO (POPMY Ka3axCKOH
MEeJIOUHTOHALIMH U SIBUJIMCh MTEPBbIM



11arom K (hOpMHPOBAHHUIO OTEUECTBEHHON
3CTPAHON My3bIKH. DTH 2KaHpPbl HALLIIH
OTKJIMK B CEp/lax MUJIJIMOHOB CJIyllIaTeNeH,
nopazkasi CBoel Xy/102KeCTBEHHOCThIO,
9CTETHUYECKUM COBEPLIEHCTBOM, GOraThiM
MHTOHALMOHHBIM CTPOEM, TJTyOUHOH
COJleprKaHusI.

Kak ciieqyet U3 BbllLIEU3/10:KEHHOTO,
KOMTMO3UTOpPCKoe TBopuecTBO Kazaxcrana
CBITpaJio 3HAYUMYIO POJib B POPMUPOBAHUH
»KaHpa 3CTPajiHO MeCHHU, 03TOMY
TBOPUYECTBO KOMIIO3UTOPOB-MECEHHUKOB,
NoJyYHBLINX 0611lee HHTePHALIMOHATbHOE
Ha3BaHWHUe COHrpalTHHra (songwriting),
BbI3bIBAET HAYUHbII HHTEpEC B MJ1aHe
M3ydeHHsI Pa3HbIX METOOJOTHUECKHX
ACIEKTOB UCCJ/Ie0BAHUS MOM-MYy3bIKH.
Ecsin roBopuTh 0 npolieccax 3BOJIOLNH
KpeaTHBHbIX MPAKTHK COHIPAUTHHTA,

B CTpaHe OHa MPOXOJUT MyThb OT
npeobJiaiaHusl HHAMBHUIYaJbHOTO aBTOPCTBA
Ko BCE 6oJiee pacrnpocTpaHéHHbIM hopmam
KOJIIEKTUBHOTO « COUMHUTEJILCTBA .
HMcropudecku My3blKajibHOE U My3bIKaJbHO-
M03THYECKOe My3HIIMPOBaHHE B

TpajIMLIMK Ka3axoB H6ajaHCHPOBaJIo

MKy KOJIJIEKTHBHON W MHIMBH]yasIbHOM
(hopMamu: ¢ OIHOH CTOPOHBI, (POJILKIOPHOE
TBOPYECTBO, MPEJICTAaBJICHHOE
KOJIJIEKTUBHBIM aBTOPCTBOM, C IPyrod —
npoeccronaabHoe TBopuecTBo XIX-XX
BB. B OCHOBHOM CTPOMJIOCH BOKPYT (DUTypPbI
OTJIEJIbHOTO KOMIIO3UTOPA W aKblHa.

Jlnst Hauasia Heo6X0AMMO pa3oOpaThes,
KTO TakoH conrpaiirep. JloctaTouHo
rcuepnbiBaiollee onpejeseHue JaHHOTo
TMOHSITHS B KOHTEKCTE H3yyaeMol HaMu
npo6/ieMaTHKU AaeTcs Ha cafite https://
blog.skillbox.kz/, rie otmeuaetcst, uto
«CoHrpaiiTep — 310 nipodeccuoHal,
3aHUMAIOLIMHCA HAITMCAHUEM TECEeH.

AT0o MOKeT ObITh KaK OJIHH aBTOP, TaK

¥ llesiasi Komana, paboTtarolas Haj
CO3JIaHHEM MY3bIKAJIbHOTO TPOU3BEICHHUSI.
CoHrpaiiTepbl MOTYT CO3/1aBaTh

TEKCThI U MEJIOJIMH /1151 JIIOObIX 2KaHPOB
MY3bIKH, BKJIIOUast 1ofl, poK, XUI-Xorl,
KaHTpH U MHOTHe Jpyrue. FIx pabora
3aKJII0YaeTCsl He TOJIbKO B HAMMCAHNU

TeKCTa U MeJIOJMH, HO U B CO3/IaHHH
My3bIKaJIbHOH aTMocepbl, KoTopasi

6y/leT pe30HUPOBATh C AYAUTOPHE »
(https://blog.skillbox.kz/). To ecth, Kak
Mbl BUIMM, TBOPUECTBO COHIPalTEPOB
1IMpe, 4YeM MPOCTO HarMcaHue My3bIKH

K MecHe, Tak Kak OH JIOJ?KEH YUUThIBATh
TpeOOBaHUs CIYLIATENbCKON ayIUTOPUH

1 MTPOJIBH2KEHHE CBOETO «TIPOIyKTa». A
nocseiHee (MpoJBHKEHHUE ) SIBJISIETCS
HEOTbEMJIEMOH YACTbIO MOM-KYJbTYpHhl,
TECHO CBA3aHHOU C KOMMepLHaNIHU3aLuel
(BCIIOMHHMM XOTs1 6bI TOT (DAKT, UTO
MOM-My3bIKa §IBJISIETCS YACTbIO LIOY -
6usneca). Hecmotpsi Ha akTHBHOE
pa3BUTHE KAa3aXxCTaHCKOM MOM-My3bIKH B
nocJie/IHUE JIBA AECATUIETHS, PeHOMEH
COHrpaHTHHIa, KaK CAaMOCTOSITE/IbHOTO
KpeaTUBHOrO rpoliecca, MpoaoJKaeT
0CTaBaTbCsl B TEHU aKaJeMHUYeCKOro
aHasmza. Tak, nosiBsisieTes napajokce:
MIeCHH CTAHOBSITCS OCHOBHBIM KYJIbTYpPHbIM
MPOLYKTOM 3MOXH LU(DPOBU3ALMH, HO CAMH
MeXaHU3Mbl HX CO3/IaHHsI PEIKO CTAHOBSITCS
NpeaMEeTOM IIyOOKOro TeOPETHYECKOro
ocmbicaenust. [1pu sTom B MexXyHapoaHo
My3bIKaJbHOH HayKe yzKe 1aBHO 0003Ha4YeH
CIBHUT OT MHIMBHU/IYaJbHOTO TBOpUYECTBA
KOMTO3UTOpa K MHOTOYPOBHEBBIM (hopmMam
KOJIJIEKTUBHOTO aBTOPCTBA, 0COOEHHO B
KOMMepUYeCKH OPHEHTUPOBAHHON My3bIKe
(cm. Negus, Herbst et al.).

Takum 06pazom, akTyasbHOCTb TEMBbI
JIAHHOTO HCC/eIoBaHUsl 00yCJI0BIeHa
HEOOXOAMMOCTBIO U3y4€eHHS! JAHHOTO
(heHOMEHa U €ro BJIUSIHUS HA COBPEMEHHYIO
MY3bIKaJIbHYIO KyJbTypy. KpeaTupHbie
MPAKTHKH CO3JaHHSI ITeCEH B KOHTEKCTe
cMeHbl POPM aBTOPCTBA MOKA OCBELIEHbI
B My3bIKO3HaHHM B MaJsioll cTenenu. B
Ka3aXCTaHCKOM MY3bIKO3HAHHH BOMPOC
COHIPANTHHIA KaK CaMOCTOSITENIbHOM
(hopMbl aBTOPCTBA MOKA HE TOJYUHJI
JOCTaTOYHOH TeOPETHUECKOH pa3paboTKH.
U, HecmoTpst Ha HasMuKe pador,
MOCBSLLEHHBIX BOTIPOCAM 3BOJIOLHH
Ka3aXCTaHCKOTr0 KOMIO3UTOPCKOro
TBOpuecTBa (/xxymakoBa YMUTKaH,
Abnpaxman 'ynbnap, Henyiuna Banepust),
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npo6JieMa KpeaTUBHbIX MPAKTHK
COHrpafiTepoB, a TaKxKke nepexoja ot
MHMBU/YaJbHOTO K KOJIIEKTUBHOMY
ABTOPCTBY B KOHTEKCTE COBPEMEHHOH
MY3bIKaJIbHOH UHLyCTPUH, OCTAETCsl
MaJiouccieloBaHHoN. B 3Tol ¢Bsi3u

BayKHO OTMETHTb, UTO KOMIJIEKCHBIH
aHaJlu3 3BOJIIOLUY COHIPAUTHHIA OT
MHIMBUIYaJbHOTO K KOJIIEKTUBHOMY
ABTOPCTBY MPEANPUHUMAETCS BIEPBbIE,
4TO OnpeJiesisieT HayyHyto HOBU3HY JaHHOTO
ucesieiopanusi. Takum o6pasom, OCHOBHAs!
npobJiemMa 3aK/ouaeTcst B HeJJ0CTaTOUHON
TEOpeTHYeCKOol pazpaboTaHHOCTH BOMpoca
0 SIBJICHMH U TBOPYECTBE COHTpaiTepoOB B
Ka3axCTaHCKOM TeCEHHOM TBOPUECTBE U UX
3HAUEHHUH B PA3BUTHH OJHOTO U3 HauboJee
BOCTPeOOBAHHBIX H Pa3BUTbIX 00J1acTeN
OTEUECTBEHHOMN KyJIbTYPbl — MOTMYJISIPHOM
MY3bIKH.

OO6beKT HCC/1e10BaHNsT — COHTPANTHHT B
Kaszaxcrane.

[Ipeamet uccsenoBanust — npotiecc
TpaHcopMalui KpeaTHBHBIX MPAKTHK
OT UHJIMBH/yaJIbHOIO aBTOPCTBA K
KOJIJIEKTUBHOMY.

Llenb uccnenoBanuss —
MPOAHANIM3UPOBATH SBOJIIOLHIO
neceHHoro TBopuectsa Kasaxcrana or
MHIMBULYaJbHOTO K KOJIJIEKTHBHOMY
ABTOPCTBY M BbISIBUTb 3aKOHOMEPHOCTH
JaHHoro npotiecca. st 10CTHKEHUS 11/
HeoOXOIMMO PELUTD CJIelylolle 3a1auHu:

— IlpocnieanTs ocHOBHBIE 3TaIbI
pa3BUTHsI Ka3aXCTAHCKOTO MEeCEHHOTO
TBOpuecTBa B XX-XXI BB. ¢ 03Ul CMEHbI
(hopMm aBTOPCTBA;

— BoisiBUTh crietncpuyeckue uepTol
MHIMBULYaJbHOTO U KOJIJIEKTHBHOTO
COHTpalTHHIa HA COBPEMEHHOMN
KAa3aXCTAHCKOH IM0I1-My3bIKaJIbHOH CLIEHE;

— [IpoaHann3upoBath KyJbTypHbIE,
colMaJibHble U TeXHOJIOrHYecKkue GaKkTophl,
00yCJIOBUBILIHE MTePeX0]l K KOJJIEKTUBHOMY
CO3JIAHHUIO TTeCeH;

— OnpenesnuTtb BAUSIHHE Mepexosia K
KOJIJIEKTUBHOMY aBTOPCTBY Ha CTUJUCTHKY,
cojleprKanne U (yHKIMOHUPOBaHHE
scTpaaHoi necun Kasaxcrana.

MeTonos10ruuecKyio 0CHOBY
MCCJ/IEI0BAHUSA COCTABISAET KOMILIEKC
METO/I0B: MCTOPHUECKHI — YISl
paccMOTpeHHst Pa3BUTHSI [TECEHHbIX
NPAKTHK B €IMHCTBE TPAAULMIA U HOBALIUH,
CPaBHHUTEJ/IbHO-aHAJIUTHYECKHI — /14
COIOCTABJICHHUS UHIUBUlya/IbHbIX U
KOJIIEKTUBHBIX MOJIeJIEl TBOPUECTBA,

U KyJIbTYPOJIOTHUECKHI — ISt

aHaJIM32a 3BOJIIOLIMH COHIpaliTHHTa B
COLIMOKYJIbTYPHOM KOHTeKcTe. Kpome
TOr0, MPUMEHEHbI METO/Ibl My3bIKaJIbHOTO
aHa/n3a (CTPYKTYPHbIH aHAIU3 MeJIOUH U
rapMOHHH, aHAJIU3 TI03THYECKOr0 TeKCTa),
1103BOJIAOLINE IeTaTbHO IPOCEINTh
M3MEHEeHHUs My3bIKaJIbHOTO A3bIKA U
KOMIIO3HLIMH T1eCEH MPH Mepexose K
KOJIJIEKTHBHOMY aBTopcTBY. Takof noaxos
o0ecreunBaeT BCECTOPOHHEE PACCMOTPEHHe
npo6JieMbl, codeTast H3ydeHHe
XyLO2KECTBEHHbIX 0COOEHHOCTEH MeceH ¢
MCCJ/II0BAHUEM T1POLlecca COBMECTHOTO
TBOpYECTBA.

MeToabl

Metonosiornueckast 6aza HaCTOSILLETO
MCCJIeI0BAHUS CTPOUTCSI HA COYETAHHUH
MCTOPHUKO-KOHTEKCTYaJIbHOIO aHaJIn3a,
CPaBHUTENIbHO-THIOJOTHYECKOTO

T0/IX0/1a U 2JIEMEHTOB MYy3bIKaJIbHO-
TeopeTHyecKoro ananuaa. Mecsenosanue
CO3HATeJIbHO ONUpaeTcst Ha
MEKIMCLUMIITIMHAPHOCTD, KaK MPUHLMII,
YTO M03BOJISIET CBSA3aTh My3blKaJbHble
MPOILLECCHI C COLIUOKYJIbTYPHBIMH 1
MHyCTPHa/bHBIMK cBUraMu. Takasi
MeTOJI0/I0THYeCKast CTpaTerus 00ycJoB/aeHa
MHOTOCOCTAaBHOH MPUPOIOH KaK caMoi
M0M-MY3bIKH, TaK U COHIPAHUTHHIa, KaK
(hOpMBI Xy/102KECTBEHHOTO BbIPaXKEHHUS,
MH/yCTPHALHOH TPAKTHKH U 3JIeMeHTa
My3bIKaJIbHOH KyJ/1bTypbl. Kak noayepkusaet
Caiimon ®@put: «ckyccTBo nomnyJssipHoi
MY3bIKH HEOTJIEJIMMO OT HHCTUTYLIHH,
KoTophkle ero npousBoaat» (Frith). Mexons
U3 3TOH YCTAHOBKH, aBTOPCTBO M1€CEH B
MaccoBOH KyJIbType paccMaTpHUBaeTcs

He KaK M30JIMPOBAaHHBIH Mpolece



MHIMBHIYa bHOTO BIOXHOBEHHS, a KaK
MPOYKT KOJIIEKTUBHOIO B3aUMOJIEHICTBHSI
— MeXJy apTHCTOM, MPOIIOCEPOM,
TEKCTOBUKOM, 3BYKOPEXKHUCCEPOM U JlaxKe
MapkeTuHroBo# komanjon (Herbst et al.).

KsioueBbIM MeTO10M CTaJsl HCTOPHKO-
KOHTEKCTyaJsIbHbIH METOJI, TPUMEHSIEMbIi
JUISl PACCMOTPEHHSI 9TaroB CTAHOBJICHHUS
1 Pa3BUTHSI KPEaTHBHBIX PAKTHK
Ka3aXCTaHCKOTO COHTpalTHHTa BO
BpeMeHHOM pa3pese. AHa/IM3UpyeTCst
MPOLECC IBOMIOLMHN MOZICJICH aBTOPCTBA B
KOHTEKCTE pasHbIX (hopMallii — U3MEHEeHHH
KYJIbTYPHOU TOJIUTHKH, MEIUHHON Cpejibl U
My3blKaJbHOH HHAYyCTpuK. MlcToprueckuit
aHaJIu3 Mo3BOJISIET BISIBUTH CBSA3b MEXKILY
(opmMamu aBTOPCTBA U YCJIOBUSIMU
(PYHKLIHOHHPOBAHHUST My3bIKaJIbHOTO MOJIS
OT COBETCKOH CHCTEMbI TOCYIaPCTBEHHOH
MOJIE P?KKH 3CTPAJHOTO TBOPUECTBA
JI0 LU POBOH SMOXH CTPUMHUHTOB U
MPOIOCEPCKUX LIEHTPOB.

Elte oMt BaxKHbIH MeTOI —
CPaBHUTEJIbHO - TUITOJIOTHYECKUH.
OH NoIXOAUT U VIS BbISIBJIEHHS
pa3nuUYMi MeK1y HHAMBUAYyaJbHBIMH 1
KOJIJIEKTUBHBIMU MOJIE/ISIMH aBTOPCTBA.
Ha ero ocHoBe BblieJIsII0TCS KJIIOUEBbIE
KOH(UTIypald1 COHIPANTEPCKUX MPAKTHK:
VHIUBUIYaJbHOE COUMHUTENBCTBO
(aBTOp — MCIOJIHUTEJD ), COABTOPCTBO
(KOMITO3UTOP M TIO3T), KOJIJIEKTUBHOE
TBOpUeCTBO (songwriting teams),
MH/LyCTPHAIM3UPOBAHHbIE CXEMBbI
(beatmaker + topliner + lyricist). Kaxxnas
13 MOJIeJIEl pacCMaTpUBAETCsl Kak
YCTOHYMBAS THUIOJIOIHYECKas eMHHLLA,
XapakTepuayIolascs onpeieéHHON
My3bIKaJIbHOH U OpraHU3allMOHHOH
cTpyKTypoii (Moore).

KynbTyposoruueckuii moaxon
MCIOJIb3YeTCs IS TPAKTOBKHM COHIPAUTHHTa
KaK 4acTH KyJIbTYpHOTO POU3BOJICTBA.
ITOT NMOJXOJL MO3BOJISET YUUTHIBATD
BJIMSIHUE COIMAJIbHOTO KOHTEKCTA Ha
(opMbl KpeaTUBHOCTH, aHAJTU3UPOBATD
JIMHAMUKY aBTOPCKOTO CTaTyca, a TaKxKe
paccmaTpuBaTh MECHIO KaK HOCHTE/b
CHMBOJIHUECKOTO COZIePKaHUs U MapKep

WIEHTUYHOCTH. B yacTHOCTH, HceaeoBaHne
ornuvpaeTcst Ha KOHIIEMIMH O T0JIe KYJbTypbl
Bypnpbé (CracenbKo), 0 My3blKa/lbHOM
UHyCcTpUd U KpeatuBHocTH (Negus), o
MecHe Kak COIMaTbHOM BbICKa3bIBAHUH
(Garofalo), o mecHe Kak KOMMyHHKATUBHOH
npaktuke (Frith).

Kak u B s1t060# My3bIKOBEUECKOH
paboTe OJIHUM U IVIaBHbIX BbICTyMaeT
TaKXKe My3blKaJbHO-T€OPETHUECKHH
aHaJslu3, HalpaBJIeHHbIH Ha BbISIBJICHUE
XYJI0?KECTBEHHBIX 0COOEHHOCTEH MEeCEHHOT0
marepuadna. [ Tpumensitores: MeTospl
CTPYKTYPHOTO aHaJsiu3a — onpejiesieHne
(hopMbl, KYTJIETHO-TIPUIIEBHBIX CXEM H
Jp. (Masesb); 1al0MHTOHALIHOHHOTO
aHaJ/In3a: HIeHTU(UKALINS MOAATbHBIX
CTPYKTYP, Ka3aXCKHX MHTOHALIMOHHbBIX
KOMTJIEKCOB, TADMOHUUECKHUX MOJIeJIeH, a
TaKXKe aHaJiu3a Mo3THYECKOTo TeKCTa /15l
BbISIBJICHUS] B3AUMOJICHCTBHUS CMBICJIOBOMH
¥ MHTOHALMOHHO -IpaMaTypruueckou
CTPYKTYphbl pousseienust (Enemanona).
JIaHHBIH MOIXO/ TTO3BOJISIET YCTAHOBUTD, KaK
THIT aBTOPCTBA BJUSIET HA KOMIIO3ULIMOHHOE
pelieHue, CTeNneHb MHTOHALMOHHOH
11eJIOCTHOCTH U CTUJIMCTHUECKOE €IMHCTBO
necuu (Tagg).

B kauecTBe BcriomorareJ/ibHOH
CTpaTeruu UCnoJb3yercs Kefic-

MeTOJ1, OPHEHTHPOBAHHBIN Ha

JleTabHbIA aHaJIM3 KOHKPETHBIX

TeceH, NPe/ICTABISIOILMX PA3JIMYHbIE
mMozesn aBTopcTBa. OToOpaHHble

TPEKH MUPOBBIX W Ka3aXCTaHCKHUX
MCMOJIHUTE e aHAJIM3UPYIOTCS KaK
NPUMEPBI perpe3eHTaTHBHBIX KpeaTUBHBIX
MoJIeJIeH, IEMOHCTPUPYIOILIUX TE€PEXO]L

OT HHIMBUyaJIbHOTO K KOJIJIEKTHBHOMY
COHTPANUTHHTY.

B npakTuueckyio 0CHOBY BKJIIOUEHBI:

— KOHTEHT-aHaJ/Iu3 TEKCTOB
1 MY3bIKaJIbHBIX CTPYKTYP TIeCeH
Ka3axCTaHCKUX UCTIONHUTENEH
(Mounnanasap, RaiM, Ninety One,
Dequine);

— CpaBHUTEJbHBIA 0030p UX MoJiesIei
aBTOPCTBA U KPEATHBHOTO B3aUMOJIEHCTBHUS;
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— COMNOCTaBJeHHE C KeHcamn
3apy6exKHbIX apTHCTOB — OT Taylor Swift
1o BTS, rie Ko/lIeKTUBHOCTD BBICTYNAeT
nopmoit (Negus; Williams et al.).

KysbTypoJsiornueckast uHTepripeTatiusi
ocHOBaHa Ha KoHlleniwmu [Ibepa Bypibe
0 «I10J1e KyJIbTYPHOTO MPOU3BOJCTBA»
(Bourdieu), rie pacnpenenenne poJsei
MeKJly aBTOpaMHi 00yCJIOBJIEHO He TOJIBKO
9CTETUKOMN, HO M JIOTHKOH COLIMaJIbHOTO
Karnurasa, 4To 0COOCHHO HarJISIIHO
MPOSIBJISIETCS B KA3aXCTAHCKON HHLyCTPUH
B YCJIOBUSIX YACTHUHOH HHCTUTYLIMOHAJLHOH
«He0(pOPMUPOBAHHOCTH» !, TO
€CThb B YCJIOBHSIX ellIE He JI0 KOHLA
cOopMHUPOBAHHON CHCTEMBI TPABOBOTO H
KYJIbTYPHOT'O PEryJIMPOBAHUS My3bIKaJbHOTO
noJist. Takum 06pasom, MCIoJb30BaHHbIE
METO/Ibl [TO3BOJISIIOT OXBATUTH He
TOJIBKO MYy3bIKaJIbHYIO COCTaBJISIIOLLLYO
MPOU3BEIEHU, HO U COLIMa/IbHbIE
CTPYKTYPbI, B KOTOPbIX OHH CO3/1AI0TCSI.

Komnieke ykazaHHbIX METO/I0B
oOecreunBaeT 11eJI0CTHBIN aHaI13
(heHOMEHA, pacKpbiBasi KAK CTPYKTYPHO-
XYJ102KeCTBEHHbIE 0COOEHHOCTH
Ka3axCTaHCKOro MeCeHHOro TBOpUeCTBa, Tak
1 €r0 COLLUOKYJIbTYPHbIE JIETEPMHUHAHTDI.
Mcnosib3oBanue My IbTHACMIEKTHOTO
M0JIX0/1a [T03BOJISIET PACCMATPUBATh
9BOJIIOLIMIO POPM aBTOPCTBA HE KaK
JIOKaJIbHOE SIBJIEHHE, a KaK OTpaKeHHe
6oJiee LIMPOKUX TpaHchopMalllii B cpepe
My3bIKaJIbHOH KyJ/1bTypbl KagzaxcraHa.

Ouckyccusa

CoBpeMeHHast 1or-mMy3bika Bcé HoJiee

SIBHO OTKA3bIBAETCS OT MpeJCTaBeHHs 00
«aBTOpe-OJIMHOUKE » KaK e/IMHCTBEHHOM
MCTOYHHKE TBOPUYECTBA. DTO KacaeTcs

He TOJIbKO 3arajHoH, HO ¥ YaCTHIHO
Ka3axCTaHCKOW MY3bIKaJbHOH ClIEHBI.

Kak ormeuaet Ketit Huryce, «B
TIPOU3BOJICTBE TMOM-MYy3bIKH aBTOPCTBO — He
(bUKCUpOBaHHAs KATETOPHS, a pe3yJibTaT
MHOKECTBA COLMAJIbHBIX B3AUMOJIECTBHH »
(Negus 45). Takast mo3uiius crajna 0OCHOBOH
JUIsl PACCMOTPEHHS] COHPAUTHHTa He

TOJIbKO KaK My3bIKaJbHOTO Mpoliecca, HO
KaK KyJIbTypHOH MPaKTHKH, BCTPOEHHON

B MHIyCTpHaJbHbIE JIOTHKH. [laHHas
TEHJIEHIIUS TTPOCJIEKMBAETCS Ha TTpUMepe
9BOJIIOLIMH COHTPAHTHHTA HA MUPOBOM
YpPOBHE — OT aBTOPOB-HcnoHuTeseil 1960-
1970-x royioB K song-camp UHIyCTPHUH H
uudposbimM miardopmam 2020-x.

Ha nauasibHOM 3Tane cTaHOBJEHUS
nomnyJasipHo# My3bik# (10 1950-x)
COHrpaiTepbl, Kak npaBuio, paborajn
MHIMBUIYa bHO UM B TAHAEME: OJIMH MHcall
MY3bIKY, 1pyroil — tekct. [Ipumepom mMoxkeT
caykuth napa Jkopk u Aiipa [epiiuBuHbl,
CO3/IaBIINE JECATKH XUTOB aMePUKAHCKOH
scTpabl. laHHasi Moziesib XapakTepusyeTcst
(hUKCUPOBaHHON POPMOI KKOMITO3UTOP
+ nost». [Ipu sTOM cHauana cosznaercs
KOMIIO3HLUS, 1T0C/Ie NpeiaraeTcst
onpesie/IeHHOMY apTHUCTY H OTCYTCBYET
aBTOPCKOE HCIoJiHeHe. B anasornunom
dopmare pasBuBaJsiach U COBETCKAsI
MaccoBast My3blKa, KOTOpast cTajia OCHOBOH
JUISl Pa3BUTHS COBETCKOH, B TOM YHCJIE
Ka3axCTaHCKON 9CTPaHON My3bIKH.

Caientyoliyii nepuoji mpuMepHo
oTHocuTes K 60-70-M rogam XX cTOJIETHS.
B sToT nepuon ctaHoB/eHHE POK-KYJIbTYpPbl
Ha 3anajie NpUBeJIo K CJUHUIO 00pasa
MCIIOJIHUTEJIS K aBTOpa. APTUCTbI HavYaJIH
MCIOJIHSTh COOCTBEHHBIE TIeCHH, YTO
craJio, 1o Beipaxkenuio Asisiana Mypa
(Song Means), HoBo# (nepBoit) popmoii
ayTeHTHYHOCTH. B 3TOM KOHTEKCTe
COHTPANHTHHT 1epecTaéT ObITh «(HOHOBBIM»
peMecJsIoM U MpeBpallaeTcsi B OCHOBHOM
KaHaJs camoBblpaxkenusi. [[pumepom mMoxkeT
CJTY?KUTb TBOPUYECTBO TAKHX MY3bIKAHTOB,
kak bo6 Jlunan, Jxkonnu MurtyeJu,
rpynna The Beatles. Mmenno ¢ storo
neprojia aBTOPCTBO MpuoGpeTaeT He

l«yacTHuHasi HHCTUTY[HOHAbHAS
HeJ0(OPMUPOBAHHOCTb > YKAa3bIBAET Ha TO,
4TO B My3blKaJbHOH HHAycTpuK Kagaxcrana
MOKa He CJIOKUJIUCh YCTOHUHBbIE MeXaHU3Mbl
peryJupoBaHusl, pacrnpeieneHus u
NpHU3HaHUs aBTOPCKOr0 BKJaJa, B OTJIHYHE OT
YCTOSIBLIMXCS 3aMaHbIX MOJIeIeN.



TOJIBKO Xy/I03KE€CTBEHHOE, HO U TTOJIUTHKO-
wieoJioruyeckoe 3HaueHue. B CCCP
TaKXKe pPa3BUBAETCS POK-KyJIbTypa,
HO TOCIOJICTBYIOIIIEH ocTaeTcsi popma
«KOMIO3UTOP+ 03T+ UCTONHUTENb>.
[Tepexonom K HHyCTpHATBHON MOJEIH
MO?KHO Ha3BaTh CJAEAYIOLIUH TIEPUOL
— 80-90-e roapl. C paciiiupenuem norn-
MHIYCTPUU U PA3BUTHEM 3BYKO3aIUCH
COHIPAUTHHT CTaJI YaCThIO KOPMOPATHBHOTO
MPOU3BOJCTBA. APTHCTBI HAUHHAIOT
paboTaTh ¢ KOMaHJOH aBTOPOB, /e
HaJl ofiHUM asnbOomMoM padotaet 10-20
yeJloBeK, popmupyertcst Mojiesib «hit
factory» — daGpuku xutoB. TuNMUHBIMHU
MPEJCTaBUTEISIMU CTAHOBSITCS TaKHe
MHUpOBbIe UMeHa, Kak Mariks JzkeKcoH,
Mapnonna, Yutnu XstoctoH. [Ipoatocepcekasi
MOJIeJb 3aKPENJIeTcsl Yepes (hUryphbl
Stock Aitken Waterman — GpuraHckoe
MPOJII0OCEePCKOE TPHO, CO3/IABIII€e XUTHI JIJIs1
Kylie Minogue, Makc MapTun — aBTop
xutoB st Britney Spears, Backstreet Boys,
Taylor Swift u The Weeknd. Mmento B 310
BpeMsi HabupaeT 000POThl KOJJIEKTHBHOE
ABTOPCTBO C aKLEHTOM Ha KOMMepUeCKHi
ycrex ¢ HOBOH (hopMyJIOft TTOTT-HHyCTPHH:
hook — verse — chorus — bridge®. B
80-ble rojibl COBETCKast 3CTpaja, HapsiLy
C KJlaccuueckol GopMoil, pa3aBUBaEeTCs B
pycJie TomnyJIsipU3ald KOMaHIHbIX paborT.
B Kasaxcrane — 370 aktuBHasi padora
rpynnbl Apaii, BIOCJIEACTBUH OT KOTOPOH

BbIJIE/IUIACh rpyrnna A-cTyano, paciBer
TBOpYeCTBa KOTOpoi npuuiescs Ha 90-ble
1 KOTOpasi MO3ULMOHUPOBaJIAa KOMAH/HYIO
topmy TBopuectBa. B 90-bie u Hauase
2000-x B 3TOM »Ke HanpaBJjieHUH paboTaau
u apyrue rpynnsl — Ypkep, JCS,

Opna u t.1.

B 2000-2010-bie pazBuTHe UHTEPHETA,
COLMAJIbHBIX CETeH, CTPUMHHIOBBIX
naathopM 1 LHGPOBBIX pabOYNX
CTaHLMI NPUBEJIO K JeLEHTPaIU3aLIUH
COHrpalTuHra. [ 1aBHBIMH BBICTYMAIOT
He3aBUCHMbIE aBTOPbI, TAK Ha3bIBAEMbIE
bedroom-npoatocepsl (paboTartoliye
M3 JIOMa ) U He3aBUCHMble aBTOPbI-
MCIOJIHUTEJIH, paboTatolliie BHE KPYIHbIX
JIeH6J10B U KoMMepuecKux ctyauit. [Ipotiecc
HamucaHus MeceH CTAaHOBUTCS OTKPBITHIM
1 TUOKHM, JIOMYCKAIOLLMM PEeMUKCALHUIO,
nyiaTopMeHHOe COaBTOPCTBO, yuacTHe
(haHATOB U JlazKe TeHEPALMIO C TOMOLIBIO
MCKYCCTBEHHOTr0 HHTeJIeKTa. [ Ipumepamu
TAKOTo MOJX0Ja MOKHO OTMETHTb
cemennbiit TangeM Billie Eilish feat Finneas
¢ bedroom-noaxonom, Mosiesib song
camp K-pop unmycrpuu, riae 3anaaHbie
1 KOpelCKHe aBTOPBI CO3AI0T MaTepHasl
KoJsiiekTHBHO (online collaborations), poct
poJit GUTMENKEPOB U CayH]I-IPOIOCEPOB
KaK paBHOMPABHBIX COABTOPOB.

Ha ceropnsitnuil 1eHb COHrPaUTHHT —
9TO MyJIbTHIMCUUIIIMHAPHAS IETE/IbHOCTD,
rJie TEKCT, 3BYK, MPOJIAKIIH — 3TO

2dopmyna «hook—verse—chorus—bridge» npeacrasJisier co60k 06ILY 0 CTPYKTYPY MOMYASIPHOM

MeCHH!, BKJIIOYAOULYIO B cebst CJIelytolue 3JIEMEHTDI:

Hook:

3axBaTbIBaolast MeJOIHs UK hpasa, KoTopast “lenJsier” cyyliaTeist H YacTo BJSETCs KII0UeBbIM

MOMEHTOM MECHH.
Verse (xymier):

Yactb MECHHU, I'Ie pacCKa3bIBA€TCs UCTOPHUS UJIH U3JIaTraeTCsA OCHOBHAs U1Es.

Chorus (npunes):

HOBTOpH}OHLaHCH MeJIoAr s WU q)pasa, 00bIYHO camMasi 3aroMuHatolascs u SHEpruvHasi 4aCTb MEeCHH.

Bridge (MocTHK):

Yactb MMEeCHH, OTJIMYarollasacs OT KyIJIeTOB U IpuIleBa, 4aCcTO UCIIOJb3yeMasi IJisi USMEHEHHU S TeMIIa

HJIM HACTPOEHHS.

dTa CTPyKTypa YaCTO UCIOJb3YeTCs B MOMYJIsIPHON My3biKe, o6ecreunBas 6aaaHc Mex 1y
MOBECTBOBATEJ/IbHON YaCTbIO (KYMJIET) M SMOLHOHAJBbHO (TPHUIEB). BpuiK c/1yKUT Kak 6bl MOCTOM
ME2K/1y KYIJI€TOM H IIPUIIEBOM, 106aBJIsisl pagHooOpasue u inHaMuKy (O630p creHepupoBaH ¢
MOMOLIBIO MCKYCCTBEHHOT 0 HHTEJJIeKTa. [Ipr 5TOM Hcrosib3oBatach HHGOPMALHs 3 MHTEPHETA U

cetu 3Hanui Google).
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enuHoe uenoe. [1pu sTom nabimonaercst
pPa3HOCTOPOHHSIS KoJabopalius CTHIEH.
Ha done updpoBuszayu u KyJabTypHOH
rHOpHUAM3alMK aBTOPBI BCE yallle paboTaloT
«6e3 rpaHuL»: TEKCT MOKET ObIThb HAaNMCaH
Ha OJIHOM SI3bIKE, MEJIOUST — JAPYTUM
aBTOPOM, TPEK CBE/IEH YIaJIEHHO TPETbUM
crneuranuctom. [lapagurma cMeHsieTest: ot
«TeHUaJIbHOTO» aBTOPA K KYypaTOPCTBY
CMbICJIa», TJI€ APTHCT HE CTOJIbKO CO3/IAET
mMarepuaJl ¢ HyJisi, CKOJIbKO coOHpaer,
ananTupyeT U HHTETPUPYET HIEH PA3JTUUHBIX
Yy4aCTHUKOB TBOpUeCKoro npoiecca. B
fecHe MOTYT OIHOBPEMEHHO y4acTBOBATh
aBTOP TEKCTa, KOMIIO3UTOP MEJIOJIH,
cayHJL-MPOJIIoCcep, BU3YaJIbHbIH PEXKUCCED,
a MHOTJIA U NPeJICTaBUTe/IM MapKeTHHTa

— Kax/blil (hOpMHUPYyET CBOIO YACTh
(bMHAJBHOTO MPOJIyKTa.

Kak ciienyet us u3noxkeHHoro, K Hayasy
XXI Beka KoJIJIeKTHBHOE aBTOPCTBO CTaJI0
npeobJanatoiiieid GopMoil B MUPOBOH
My3blKaJibHOH UHIycTpuH. ¥Yike B 2000-¢
rojibl 60JIbIIast YaCTh XHTOB CO3/1aETCS B
paMKax KpeaTHBHbIX KOMaHJL, COCTOsILLEH
13 MPOJIIOCEPOB, TEKCTOBUKOB (lyrics),
KOMITO3UTOPOB U apaHKMPOBLIMKOB. B
9TOM CBSI3M MOKa3aTeJieH NpUMep MeBULbI
Beyonce, ubk ann6ombl «Lemonade»,
«Renaissance» 1eMOHCTPUPYIOT CJOMKHYIO
CeTEeBYIO MOJIeJIb aBTOPCTBA, COYETAIOLLLYIO
JIMUHOCTHOE BbICKa3bIBaHHE C IyIyGOKO
MPOyMaHHOH KOJJIEKTHBHOH paboTON
(Herbst Jan-Peter, Ahlers Michael u 1p.).
[Ipu sTOM BefioHce BhicTynaeT B KauecTBe
KypaTopa, 00beIMHsIsl pa3JIHuHble HIEH U
npeBpLIasi UX B KOHLLENTYya/bHble MPOEKThI.
Tak, oHa BbICTynaeT He TOJIKO B POJIH
UCITOJTHUTEJIST, HO U pexKuccepa CJI0XKHOTO
KyJIbTYPHOTO BbicKasblBaHusl. KM 3710
CBHUJIETEJILCTBYET O TOM, YTO KOJIJIEKTHBHOE
aBTOPCTBO B TBOpuecTBe Berionce — 310
CO3/1aHHe MHOTOCJIOMHOr0 KyJIbTYPHOTO
npoeKTa, 06 beIUHSIONLEr0 Pa3IHYHbIe
TBOPUYECKHE MPOLECCHI.

[Tono6Hble TEHJEHIIMH TPOCIEKUBAIOTCS
TaKXKe B KA3aXCTAHCKOU MPAaKTHKe.

Tak, necus «Kaina» B UCroJiHeHUH
Epxke EcmaxaH crajia BAPYCHbIM XHUTOM

He TosIbKO B Kazaxcrane, Ho 1 3a ero
npenesamu. Hecmorpst Ha npocTtoty
MeJIOJIMH U MMHUMAaJIU3M UCTTOJIHUTEIbCKHUX
CPEJICTB, ycreX KOMMO3UIUHN 00bCHSETCS
CJIa’KEHHOH paboTol BCEH TBOPUECKOH
KOMaH/ibl. BazkHyto poJib chirpasu
KauecTBeHHasi apaHKUPOBKA, IOCTYIHBIH,
JIETKO 3aMTOMMHAIOLIHUICS TEKCT ¢
3JIeMEHTaMH1 I0MOpa, BU3yaslbHOEe
othopmJIeHHE KJIUTA U Xapu3Ma caMoi
TMeBHULbI, CyMeBIlIeH GJarofapsi CBoemy
MCIOJHUTEIbCKOMY MTPO(eCcCHOHANU3MY

B TOHKMX [1€BUECKHUX HIOAHCAX U TJIyOOKOH
ApPTUCTUYHOCTBIO MEPEIaTh CoepKAHUE
necHu. B aTom ciyyae komnosuuus He
BBLICTYMAET Pe3yJibTaTOM HHAMBUIyaTbHOTO
TeHHUs1, a SABJISETCS HTOTOM MHOTOCJIOHHOTO
KpeaTHUBHOI0 rpoliecca, B KOTOPOM poJiu
MCIOJIHUTEJIs], apaHKUPOBLIMKA, aBTOPa
TEKCTa ¥ MeMarnpo/tocepa pacrnpesiesieHbl
pPaBHOMEPHO. DTO MOATBEPKIAET
AKTyaJIbHOCTb MOJIE/TH KOJIJIEKTUBHOTO
COHTPANTHHIa B Ka3aXCTaHCKOH
MY3bIKaJIbHOH MHyCTPHH.

[TonynsipHble MUPOBBIE 3BE3IbI,
takue Kak Ed Sheeran, Taylor Swift,
Olivia Rodrigo, npogo/mKaioT JUHUIO
aBTOPOB-HCIONHUTENEH, OHAKO B HX
TBOpYeCTBEe HAOJI0al0TCs KaK COJIbHbBIE,
TaK U KOJJIEKTUBHbIE (DOPMbI COUMHEHHUS,

1 OTPaKatoT pasJjiMiHble MOJIEJH
KOJIIEKTUBHOTO aBTopcTBa. Tak, Hanpumep,
Ed Sheeran B onHom U3 ¢BOUX caMbIX
npoaaBaeMblx anb6omMoB «Divide» («+»)
corpynnuuadg ¢ Jpkonnun Maklleiiom ua
rpynnbl «Snow Patrol», a Olivia Rodrigo B
anboome «GUTS» — ¢ npomtocepom J[3HoM
Hurpo (Inside Daniel Nigro’s Hit-Making
Process...).

SIBaISISiICH OJIHUM U3 IPKHUX TPUMEPOB
COJIBHOTO M KOJIIEKTUBHOTO nucbma, Ed
Sheeran cosgaeT KOMIIO3ULIUY HE TOJBLKO
1uist ce6s1, HO M JIst IPYTHX H3BECTHBIX
MoM-MnpoeKToB. ¥ BazkHO OTMETUTB, UTO €ro
B3aUMOJIEHCTBHE C IPYTUMH My3bIKAaHTAMU
OTPEJIEJIUIIO €r0 TBOPUECKHH TOYEPK,

HO, BMECTE C TeM, OH Cr10coOeH TOHKO
YyBCTBOBATb M aAaNTHPOBATHCS MOJ CTHJIb
pa3HbIX UCTIOJHUTENIEH U €r0 COUMHEHHUS



3By4Yar Mo-pa3HoMy, MPUUEM 3TO MOKET
ObITb B CAMbIX PA3HbIX CTUJIAX — 101, (hOJIK
i R&B. [Tono6Hast paborta o6ecrneunBaer
MOCTOSIHHYIO F'eHepalliio HOBBIX TBOPUECKHX
Wiel U peleHui, onpeessist yHUKaJabHOCTb
TBOpUYECTBA aBTOPA.

dBouotinio TBopuecTna Taylor Swift
TaKxkKe CJie/lyeT CBs3aTh C Pa3BUTHEM
KOJIJIEKTUBHOrO aBTOpeTBa. TecHast pabora
¢ npoeccHOHATLHBIMU TPOJIIOCEPAMH
HavaJsach ¢ KoHua 80-X rooB ¥ MO3BOJHUIIO
el 3aHsITb CBOE MECTO HA MUPOBOH MOl -
cueHe. PaboTtast ¢ HeGo/bLION KOMaHI0M
Aaron Dessner, Jack Antonoff, ona cosnaer
KOHIIETITyaJIbHO 11eJIbHble a7bOOMBI.
Tak, kosnektuBHOE TBOpuecTBO Taylor
Swilt oTsinuaercst HOBbIMM CpeicTBAMU
BbIPA3UTEJbHOCTH MPU COXPAHEHUH
TBOPUYECKOH MHIMBHIYaJbHOCTH, OTpaxKasi
HEKYIO Xy/107KeCTBEHHYI0 TpaHChOopMaLHIo.

ITH KeHChbl IEMOHCTPUPYIOT, UTO arKe
B cJly4ae MepcoHaNu3MpoOBaHHbIX OPEH/IOB,
MpoLECe CO3/IaHUsl TIeCHH OCTaéTces
KOMaHIHBIM — C pasesieHneM QyHKINH
1 cs10€B oTBeTCTBeHHOCTH. [To106HbIe
MPaKTHKH MOATBEPAKIAIOT, UTO JaxKe B
YCJIOBHSX TePCOHATBHOTO GpeHa apTHCTOB,
COHIPANTHHT OCYLLECTBJISICTCS B YCJOBHSIX
rUOKOH KoJliabopalyu. dT1a Mojieb
MPHUHSAIA HHCTHTYMOHATU3UPOBAHHYIO
dhopmy — «songwriting camps». MmMeHHo
yepes Jlarepst aBTOpoB popmMupyeTcs
periepryap TakuX UCMOJHUTEIEN U IPyTII,
kak Ed Sheeran, BTS u Blackpink, rie
3arnajiible U a3HaTCKHe XUTMeHKepbl
B3aUMOJIEHCTBYIOT J/Isl CO3/IaHUs TPEKOB,
OPHUEHTUPOBAHHBIX Ha I100aJbHbIH
pbiHOK. B ucenenoanuu Herbst Jan-
Peter n Ahlers Michael nopuépkusaercs,
4TO Takue Jarepst (GyHKLHOHUPYIOT KaK
CBOEro pojia «TBopueckue habpuKu»
HOBOM popmalLku, e uieH, peepeHchl 1
CTHJIM NlepepabaThbiBAIOTCSl B KOMMEPUECKH
ananTUpoBaHHBIN NPOAYKT (Songwriting
camps as spaces of collaborative creativity).

Tak, nanpumep, nis rpynnst BTS
KOJIJIEKTUBHOE aBTOPCTBO SIBJISIETCS
(yHIaMEHTOM €€ TBOPUECKOH MOJIE/IH.

B pabote Haj aibOOMaMu MOCTOSHHO
y4acTByeT KOMaH/1a MpOoJI0CePOB LEHTPa
BigHit, Ho He MeHee 3HauUMMOI siBJIsIETCSI

1 paboTa caMHUX yYaCTHUKOB IPyMIIbl

RM, Suga, J-Hope, KoTopbie 4eTKO
0TpabaTbIBalOT TEKCTbI, P3I1-MapTHH,
noJuepK1Basi CBOI0 HHAMBHLyasbHOCTb. [1pu
CO3IaHHUH AHTJIOSI3bIYHBIX XUTOB Ba2KHBIM
CTAHOBUTCSl U COTPYAHHUECTBO C 3aNaiHbIMU
aBropamu. Tak, Ko/IeKTUBHOE aBTOPCTBO
MPOSIBJSIET CUHTE3 HHANWBHYaJbHOTO
HayaJ/ia ¢ HHCTHTYLIHOHAJIbHBIM.

Hecko/bKo no-1uHOMY BBINSIAUT Tpymina
Blackpink, ko/seKkTHBHOE aBTOPCTBO
KOTOPO# CTPOMUTCS HAa MPOIOCEPCKON
mozesiu. To ecTb, HUMEHHO MPOAIOCEPBI
(hOpMHUPYIOT CTHJIb U 3ByYaHHE TPYIII, a
CaMH UCIOJIHUTE/IM He UMEIOT OTHOLLEHHUS K
CO31aHUIO KOMITO3ULMH (XOTS B TOC/IE/IHHE
rojibl B aBTOpax HauaJu YHCIUThes Rose 1
Jisoo). Kak 1 MHOrHe aguatckue rpymsl,
JUIS1 IOCTHIKEHHST MEXKITyHAPOJHOTO
MPU3HAHKS TPyINa COTPYAHHIAET C
M3BECTHBIMH COHTpalTepaMu U3 3anajHbIX
ctpan. Takum o6pa3om, TBOPUECTBO I'PYTIIbI
Blackpink — 310 MpoayKT KoJIJIEKTHBHOTO
aBTOPCTBA, KOTOPOE UMEET HepapXHUUeCKUH
XapakTep: IJIaBeHCTBYET MPOII0CePCKast
pabota, a caMi MeBHLbl 3aHUMAIOT POJib
UCITOJIHUTEJICH.

PaccmoTpeHHbie TeHAeHIINH,
HabJt0laeMble B MUPOBOH MPaKTHKE,
MPOSIBJASIIOTCS M B KA3aXCTAHCKOH
MY3bIKaJIbHOH KyJbType. B yactHocTH,
Q-pop cuena (rpynnbl Ninety One)
3aUMCTBYET CTPYKTYpy Song camp u
KOJIJIEKTUBHOT'O aBTOPCTBA, BKJIOUAs
MHOCTPAHHbBIX apaHKHPOBLIHKOB,
JIOKAJIbHBIX TEKCTOBUKOB U MPOJIOCEPOB.
Kak 1 B K-pop, kazaxcranckue apTHCThI
BCE yallle BLICTYNAIOT He MPOCTO Kak
MCIMOJIHUTEJIH, a KaK COAaBTOPbI, BU3yasbHble
KypaTopbl U yYaCTHUKH CTpaTerui
nponsrxkenust. Tak, RaiM & Artur
COUYMHSIOT TIeCHH coBMecTHO, Mapxaba
Cabu, Dequine akTHBHO y4acTBYIOT B
KOHLLeNTya/bHOH pa3paboTKe TPEKOB U
BH3yaJa.

Mojiesin aBTOpPCTBaA, OCHOBAHHbIE HA
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B3aUMOJIEHICTBHH «aPTUCT — TMPOJIOCEP

— TEKCTOBHMK>, HAOJIIOAAIOTCS Uy
Mounanasapa, rie MUHHMaJIMCTHYHAS
My3bIKa U BU3yaJIbHble pellleHHs
(bYHKLHMOHUPYIOT KaK aBTOPCKOe
BbICKa3biBaHue. B To ke Bpemst
MCMOJHUTE N GoJiee MEHHCTPUMHOTO
HarnpasJseHus1, Takue Kak Kaiipat

Hyprac, rpynna KemYOU npu6erator K
COTPYJHUYECTBY C BHEIIIHUMU aBTOPaAMU U
KOMIO3UTOPaMHU, COXpaHsisi POIAIOCEPCKU
KOHTPOJIb Hajl penieptyapom. Takum
00pas3om, MOXKHO TOBOPHTH O TapaJliesIbHOM
COCYLLLECTBOBAHUH HECKOJILKUX MOJieJIei:
UHJIMBULYaTbHOTO (MHJIM-TIOT ), IyaJbHOTO
(aBTOp — MCIMOJIHUTEJD ), KOJJIEKTUBHOTO
(Q-pop) ¥ LeHTPaANIH30BAHHOTO
NPOJLIOCEPCKOTO.

Taknm 06pa3om, KOHTEHT-aHaIN3
COBPEMEHHOM MOIM-ClLEeHbl I6MOHCTPUPYET,
YTO COHTPAUTHUHT TPAHCPOPMHUPYETCS
B HHTEPMeIHa/IbHBIN, KOJIJIEKTUBHBIN H
CeTeBOl npolece, B KOTOPOM aBTOPCTBO
CTAHOBUTCS paCIpeeséHHbIM, a
KPeaTHBHOCTb — MHOIOCJIOHHON
(Kurmanbayeva). 911 npoliecchbl BaxKHbl
JUIS1 COTIOCTABJIEHHS C Ka3aXCTaHCKUM
MarepuaJsioM, rjie Takxke HabJoaeTcst
JIBH2KEHHE OT aBTOPOB-MeJIOIUCTOB
K M0JIMPOPMATHBIM TPOIFOCE PCKUM
komaHzaM. Kak Oblj1o 0TMeUyeHo Bhbille,
HeJlaBHHME MCC/IeI0BAHUS MTOKA3aJH, UTO
npodeccroHabHbIe TECEHHUKH BCE peke
paboTaloT B OIMHOYKY — TBOPYECKHUH
Mpouece HarMcaHust XUTOB BCE yallle
MPOUCXOJIUT B KOMaHIaX aBTOPOB
npojtocepoB. B cBoell cTaTbe KosJIeKTHB
ABTOPOB KOJIAOOPATUBHbIK MOJXOJL
paccmMaTpuBaeT Kak croco6 MOBBbICUTD
KauecTBO MECHU U & KOMMepUeCKHUi
MOTEHIHAJ: UICTOPUYECKH OKOJI0
MOJIOBUHBI CAMbIX H3BECTHbBIX XHTOB
B CIIA n Besko6purannu bl
CO3/1aHbl KOJIJIEKTHBHO, UTO B HHyCTPUH
BOCIPUHUMAETCS KaK 3aJ10T YCIEIHOTO
otk/ka aynutopuu (Herbst, Jan-Peter
u 1p. 2). Takum o6pazom, pesyJibTaThl
HaCTOSILLEH CTaTbH, PUKCHPYIOLIHE
YCHJICHHE POJIH KOJIJIEKTHBHOTO

aBTopcTBa B Kasaxcrane, corsacyiores ¢
BBLIBOJIAMM 3aMaHbIX HCCIEI0BATENEH O
MPEUMYLLECTBAX COTPY/HHYECTBA B 1011-
My3bIKe.

CaeyeT nouepKHyTh, UTO TIOHSATHE
aBTOPCTBA MECHU B MOMYJISIPHON My3bIKe
SIBJIIETCS] MHOTOMEPHBIM U YCJIOBHbIM. B
pycie unett Kura Heryca aBropcTBo MOXKHO
paccMaTpuBaTh KaK «pacujieHEHHOe »

Ha HECKOJIbKO aBTOPCKHUX TOJIOCOB!
TeKCTyaJIbHbIH, My3bIKaJIbHbIH, COLUMAIbHBIN
u T.1. (Producing Pop). Mnbimu ciioBamu,
MecHsl — 3TO pe3yJsbTaT B3aUMOJIEHCTBHUS
1LIeJIOTO Psifia co3aTesiell, 0T KOMIIO3UTOPA
1 1103Ta J10 apaHKUPOBLIHKA,
3BYKOpEKHCCEPA U CAMOTO UCTIONHUTEISI.
CoBpeMeHHbIe TEOPETHKH, BKIoUas Kuta
Heryca (Producing Pop) u Caiimona
@pura (Taking popular music seriously
10), cxoasTCs BO MHEHHU, UTO MOMYyJIsipHast
TMeCHs! He CyLLLeCTBYeT H30JIMPOBAHHO OT
MPOU3BOJICTBA: €€ CO3/IaHne U UCTIOJHEHHE
— YacTh €IMHOTO0 Mpollecca My3blKaJbHOH
MHJyCTPHH, COYETAIOLLIEro TBOPUYECKHeE,
TEXHUUECKHE U KOMMepUECKHe acreKThl.
Euié Caiimon @put otmeuad, 4to
CUHIYCTPUAIU3ALUS» MY3bIKM — 3TO He
BHEIIIHEE BO3[ECHCTBHE HA HCKYCCTBO, a
cama opma ObITHSI OMYJIIPHON My3bIKH
B XX-XXI BB. (Taking popular music
seriously, 93). DToT B3I TOMOraeT
MCKJIIOUUTD MOJIHYI0 aBTOHOMHOCTb
TBOpYECTBA KOMIO3UTOPA-TMECEHHUKA U
MPHU3HATH, UTO JaXKe MPU UHAUBHUIYaJbHOM
aBTOpPCTBE Jto0Oas 3aMUCh MECHH SIBJISIeTCS
MPOLYKTOM KOJIIEKTUBHOH I TEIbHOCTH.

Tewm He MeHee, paznuuus MexLy
MHMBUIYaJbHBIMU U KOJIJIEKTHBHBIMH
KpeaTUBHBIMH MPAKTUKAMH CYLLIECTBEHHBI.
B kazaxcTaHCKOM KOHTEKCTE MOXKHO
MPOTHBOINOCTABHUTD, C OHOH CTOPOHBI,
MCIOJIHUTE e -aBTOPOB (TaKUX KaK
Galymzhan Moldanazar, lumarn
Kynait6epren, Mupac JKyryHycoB uiu
Mapxa6a Cabu), TMUHO YUACTBYIOIIHX B
HarMcaHWH My3bIKH H TEKCTOB, U C JIPyro# —
MPOEKTBI MPOIOCEPCKOro THMa (Hanpumep,
rpynnbsl Opna, Ninety One, Mpuna
Kaiiparosua, nesuiia Dequine u jip. ), e



TIECEHHBIH MaTepHuaJ co31aéTcst KOMaHI0H.
WMHanBuLya bHbIA COHMPAUTHHT YacTO
ACCOLIMMPYETCS C JIMYHBIM TBOPYECKUM
BUJIEHHEM H SMOLMOHAJILHON UCKPEHHOCTbBIO
ucrnosuutest. CoryacHo KiaaccuduKalnm
Annana Mypa, 31eCcb HMEET MeCTOo
«ayTEeHTUYHOCTb MEPBOrO JIMLA», KOIa
apTHCT BOCIIPUHHUMaeETCs MyOJUKOH Kak
UCKPEHHE BbIpayKalolui COOCTBEHHbIN
onbIT (Avdeeff). B To ke Bpemst
KOJIIEKTUBHOE aBTOPCTBO cMelllaeT hokyc
Ha CTHUJIMCTHYECKYIO KOHCHCTEHTHOCTD

1 COOTBETCTBHE KAHPOBBIM KAHOHAM —
CBOEro pojia €«ayTeHTHYHOCTb TPEThEro
JIMLA», OLLCHUBAEMY!IO 110 YMEHHIO

NPOJIyKTa OTBEUATh 0XKUAAHUSIM CTHJISI

u aynutopud. B Kazaxcrane otiesbHbie
ABTOPbI HEPEJKO IKCIIEPUMEHTHUPYIOT C
(opmoti 1 coiepKaHHeM MeceH, UHTErPUpyst
3JIEMEHTbI HallHOHAJILHOH MeJIOIMKHU 1
MO3THKH, TOI/A KAK MPOAIOCEPCKHE TPOLKTDI
6oJiee CKJIOHHBI CJIe/I0BaTh 0TPabOTaHHBIM
tdhopmaTam r06abHON MON-My3bIKH. Tem
He MeHee, 06e MOJIEJIH COCYLIEeCTBYIOT

¥ B3aHMHO 000rallanT COBPEMEHHY0
3CTPAJIHYIO KYJIBTYPY.

OT/1e/1bHOTO BHUMAHHS 3aC/TyKHBACT
SI3bIKOBOH aCMeKT KpeaTHBHbIX MPaKTHK.
BuauHrBu3m B neceHHbIX TEKCTax cTas
XapaKTePHOW YepPTOH Ka3aXCTaHCKOH
T0M1-MY3bIKH MOCJIE/IHEr0 1eCATHIICTHSI.
[Ipumepbl BapbUPyIOTCS OT COUETaHUS
Ka3aXxCKOT0 U PyCCKOTO SI3bIKOB B O/IHOM
KOMIO3HLIMH J10 BKJIIOYEHUST aHTVIHACKUX
¢dpas, OpUeHTHPOBAHHBIX HA [JI0OATbHbINA
pblHOK. CorylacHO MCCJ/IeI0BAHUAM B
00J1aCTH COLLMOJIMHIBUCTHKH MECHHU,
nepekJ/ioueHne KoJaoB (CMeHa si3blka) B
MOMYJISIPHBIX MECHSIX BBITOJHSIET LEJbIH
psi pyHKIMHA. OHO MOYKET CJTY>KUTh
YTBEPKICHHEM KYJIbTYPHOH HIEHTUUHOCTH
1 MapKepoM «CBOUX» JIJIsl IBYSI3bIUHOH
ay[IMTOPHH, CTHJIEBLIM IPUEMOM, a TaKxKe
Cnoco60OM paclIMPEHUs ayIMTOPHH U
nuasnora ¢ Hett (Eirlys). [Tosyuennbie
JIaHHbIE MOATBEPKAAIOT ITY UJIEIO:
MCI0J/Ib30BAHHE KA3aXCKOTO U PyCCKOrO
SI3bIKOB B OJITHOM TEKCT€ T03BOJISIET
OJIHOBPEMEHHO MOUEPKHYTh HALMOHAJbHbIE

KOPHH U 00PaTUTBLCS K LLIKPOKOMY KPYTy
caywateseil. K npumepy, rpynna Ninety
One, BoCIpHHSBLIAS CTETHYECKHE
uHHoBauuu ctuist K-Pop, cosnaresbHo
NPOABUraeT Ka3axCKUi si3blK B CHHTE3e
C aHIVIMACKUM B COBPEMEHHOH My3bIKe,
CTPEMSICh BbI3BAThb Yy MOJIOJIEXKH YyBCTBO
FOpOCTH 3a PoiHOH sA3bIK (Satubaldina).
Taknm o6paszom, 1Bysi3blune CTAHOBUTCS
He TPOCTO JUTEPATYPHBIM SIBJIECHHEM,
HO W 4aCTblO KPeaTHBHOK CTPATETHH,
OTpaxKatollel COLMOKYJIbTYPHYIO CUTYaLHIO
MHOroHaluoHaJsbHoro Kasaxcrana.
Bausinue undpooii cpebl u
r7106a/IbHbIX TPEH/IOB sIBJIsIeTCS ellé
OJIHAM CYLIECTBEHHBIM (PAaKTOPOM
9BOJIIOLMH coHrpaiTunra. ['obanusaius
MY3bIKaJIbHOTO PbIHKA U pacrnpocTpaHeHHe
MHTepHeTa obecrneunsiv 6ecrnpereeHTHbIN
JIOCTYTT KA3aXCTAHCKUX MY3bIKAHTOB
K MUPOBBIM TEHJIECHLIUSIM, 2KaHpaM U
TEXHOJIOTHSIM, a TaKxKe HOBblE BO3MOXKHOCTH
JUIsl IPOJIBUKEHUST TBOpUecTBa. Bo MHOrMX
OTHOLLEHHUSIX JIOKAJIbHAsI HHLYCTPHUSI
cJieayeT 001eMUPOBBIM 11aGJ0HAM:
BHEJIPSIIOTCS MPaKTUKKM songwriting camps
(KOJIIEKTUBHBIX «Jlarepei» co3naHus
neceH) M y1as€éHHOro COTPY/IHUUECTBA,
(hOpMHPYIOTCS] MEK/lyHAPOJIHbIE CETH
aBTopoB. Kpome Toro, opuenrauus Ha
1M poBbie MIaTHOPMBbI (CTPUMHUHTOBBIE
CEepPBUCHI, COLICETH ) HAYHHACT BJIUATh
Ha KOMTO3HIIMOHHYIO CTPYKTYPY MeCeH.
3anajHble SKCepPThl OTMEUAIOT TEHIEHIHIO
K TIOJICTPOKKE TIOM-KOMMO3UIUH O]
TpeGOoBaHMsl aJATOPUTMOB: COKpallaloTCs
BCTYIJIEHHS], YIIPOLLIAIOTCS rapMOHUYeCKHe
M0CJ/Ie/I0BAaTEbHOCTH, ONTHUMH3HPYETCS
JUTUTEJIbHOCTb TPEKOB, 0 YeM MOAPOOHO
pPacKpbIBAETCs B MHTEPBbBIO C HEMELKUM
npoatocepom Jlepekom cdon Kpor (blog.
recordjet.com). AHa/iu3 coBpeMeHHbIX
Ka3aXCTaHCKUX XMTOB MOKA3bIBAET
aHaJIOrHYHbIe YEPThl: NECHU CTAHOBSITCS
6osiee «KOHIIEHTPUPOBAHHBIMU », ObICTpee
pa3BoOPaUMBAIOT [VIABHYIO MEJIOJIUUECKYIO
W10, UTO OTPaKaeT KOHKYPEHTHYIO
60pbOy 32 BHUMaHHE CJylIaTe s B
uugposyto snoxy. [Ipu sTom riobanbHble
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ctusieBble BausHus (EDM, xumn-xom,

R&B, K-pop u ap.) nepenieratorcsi ¢
MECTHOM TEMATUKON U MEJIOJUKOH, POKIAs
rubpuanbie popmbl. [To cytu, nabsonaercs
npouece roKaau3aliu: Ka3axcTaHCKue
aBTOPbI OCBAUBAIOT MEXKIyHAPOIHbIE
CTHJIH, OJIHOBPEMEHHO aanTHpys UX K
HaLMOHAJILHOMY MYy3bIKa/JbHOMY BKYCY.

B kauectBe Hay4yHOU HOBHU3HbI
HACTOSIIEr0 HCCJIEIOBAHNS HEOOXOIUMO
OTMETHUTb KOMILJIEKCHOE pAaCCMOTpeHHe
nepeurceHHbIX aCleKTOB — aBTOPCTBA,
s13bIKa, LIUPPOBOTO BIUSHUS U My3bIKaJIbHO-
CTHJIEBBIX 0OCOOEHHOCTEH — Ha
mMarepuaJie NomnyJsipHOro COHrpaUTHHTa
Kasaxcrana. Bmecre ¢ Tem, B JaHHOH
CTaThe CUCTEMHO COMOCTABJISIIOTCS
rao6asbHble TEOPETHUECKHE TTOIXOJIb
K KpeaTHBHBIM MPAKTHKaM, Ha OCHOBe
pa6ot @usuna Tarra, Caiimona ®@pura,
Annana Mypa, Kura Heryca u nip.

C SMIUPHYECKUM MaTepHaoM Kak
JIOKAJIbHOM, TaK U MUPOBOH CLIEHbBI. DTO
MO3BOJIUJIO TIOKA3aTh, UTO Ka3axcTaHCKasi
1noryJisipHasi My3blKa pa3BUBaeTCsl B pyciie
006111eMHPOBBIX MPOLLECCOB, COXPaHsIs

MpH 3TOM cBoeobpasue, 06yCI0BICHHOE
OUJIHHIBU3MOM, KyJIbTYPHBIM HacJjeieM

u crieudukoit aymuropuu. [losydentble
pe3yJibTaThbl PACIIUPSAIOT MY3bIKOBEIUECKHH
1 COLIMOJIOTHYECKUI IMCKYPC O MOy IsipHON
MY3bIKaJIbHOH KyJIbType MOCTCOBETCKOT0
MPOCTPAHCTBRA.

E11é oiuH BaXKHbBIE BEKTOP 0OCYKIEHHS
KacaeTcsl BJAUSHUS LU POBBIX MIATHOPM.
Kak nokasbiBaloT 1aHHbIE U3 OTUETA
Creative Industries Journal (Herbst et
al., 2024), pagsurue TikTok u Spotify
M3MEHHJIO He TOJIbKO pOopMy MeceH, HO
Xapakrep Ux HanucaHusi. KomnakTHocTb,
KJIUMOBOCTb, HHTOHALIMOHHAS TTPOCTOTA
CTAHOBSITCS HOBBIMHU TPEOOBAHUSIMH PbIHKA.
Kasaxcranckue ucnosHutesu (Harnpumep,
Dequine uin M’Dee) anantupyiorest K 9TUM
TpeOGOBaHUSM, OJTHOBPEMEHHO COXPaHssi
3JIEMEHTbI JIOKAJIbHON 3CTETHKH — peyeBbIX
MHTOHALMH, MeJIM3MaTHUECKUX 060POTOB,
TEeMNOPaNbHON MEIMTaTHBHOCTH.

CaemyeT nNoayepKHyTh, 4TO, HECMOTPSI Ha

OT/IeJIbHbIE Ka3aXxCTaHCKHEe UCC/Ie0BaHHs
(KannasikoBa, AGipaxman), Tema 3BOJIIOLUN
ABTOPCTBA B COHIPAUTHHTE JI0 CHX TTOP

He TI0JIyuHJIa CUCTEMHOTO OCMbICJIEHHUSI.
Pa6ota, npe/icTaB/ieHHas B HACTOsIIIIEH
CTaThe, BOCIOJIHSET 3TOT MpobeJ1, orupasich
Ha JIOKaJIbHble KEHChI K COTMOCTaBJISISI

X C aKTyaJIbHbIMH MEXKIyHapOIHBIMHU
npakTukamu. Takum o6pasom, aHa U3
MOKa3bIBaeT, YTO aBTOPCKHE MPAKTHKH B
neceHHol KyJabType Kazaxcrana npotiiu
MyTh OT KOMITO3UTOPCKOTO MHIMBHIyaH3Ma
K THOKUM pOopMaM CeTeBOro u
KOOTEPaTHBHOTO TBOPUECTBA. DTO
M3MeHeHHe OTKPbIBAET HOBbIE MEPCIEKTHBBI
JIJIs1 TOHUMaHHUsT My3bIKaJIbHOTO aBTOPCTBA
KaK JMHAMHUYHOTO, KOHTEKCTYaJIbHOTO

¥ MHCTHTYIIMOHAJILHO 06YCJIOBJIEHHOTO
SIBJICHHUSI.

PesynbTarthl

N3yuenue 3BoJIIOLMH COHTpalTHHTA B
Kasaxcrane BbISIBUJT pas/inuus MKty
KOMII03UTOPaMK COBETCKOI0 Meproyia
(1960-1980) n coBpeMeHHbIMH aBTOpPaMH
1 UCMIOJIHUTEIIMHU. BhIsSIB/IeHO, UTO MOzie/n
aBTOPCTBA NpeTepresd TpaHchopMaLHtIo:
JUIS1 COBETCKOMH 3MOXH XapaKTepHO
MPEUMYIIECTBEHHO HHIMBUIyaJbHOE
aBTOPCTBO (KOMITO3UTOP-O/IMHOUKA,

KaK MpaBUJI0, COUUHSIOLIUI My3bIKY
CaMOCTOSITEJIbHO ) B COUETaHUHU C pabOTOH
oTJlesibHOTO 1o3Ta-aupuka (Kannasikosa),
(AxanoBa). Kak ciienctBue, kinaccuueckast
COBETCKasi MeCHs HMeJia JlyasbHY10
MPUPOJy aBTOPCTBA — KOMITO3UTOP H MO3T,
Kaxk/iblil B cBoe#t o6J1actu. KosiektrHoe
COABTOPCTBO BCTPeYaNOCh Pe/Iko, 3a
MCKJIIOUEHHEM CJTydaeB, KOT1a KOMIO3UTOP
OJIHOBPEMEHHO OblJ1 U UCTTOJIHUTEJIEM
COOCTBEHHOI0 MPOU3BE/IeHUS (TIpUMeEp

— Eckenpip Xacanranues, ycrelHo
BBLICTYMABIINH KaK aBTOP U MeBel| CBOUX
neceH). B 1esiom ke coBeTcKkasi MojieJb
npejrodarala, uTo ojHa sipkast TBopuecKast
JIMYHOCTb OTBeUaeT 3a MeJIOAHIO 1 ofLlee
My3bIKaJIbHOE pellieHHe MeCHH, BCJIeJCTBHe
yero Kaxk/plil KOMIO3UTOp pa3BUBaJl



CBOW y3HaBaeMblil cTUJIb. Tak, [llammim
KannasikoB, Ha3BaHHbIH «KOPOJIEM
Ka3axCKOro BasibCa», MPOCJAaBHIICS
MeJIOMMUHBIMHU JIUPUUECKUMH TECHSIMU

B pazmepe 3/4 U cTaj aBTOPOM My3bIKH
rocynapcTsenHoro rumua Kasaxcrana.
Hpyroit npumep — komnosutop Cefijrosna
BatitepekoB, 4bé TBOPUECTBO JIOCTUTJIO
BepPLUMHbBI B TATPUOTHUECKOH MecHe
«OJIMS1», CO3AAHHON UM COBMECTHO €
nostom b. TaxknbaeBbiM; MpuMedaTebHO,
YTO MeJIOJIUs1 STOH MeCHH pojuach

y KOMIO3UTOpa paHblile TeKCTa U

JIOJITO 0KUJ1AJ1a MOAXOJSALIMX CJI0B
(Lumbip6aeBa). Takum o6pazom, B
COBETCKOE BpeMsl POLIECC CO3AaHHs MECHH
0ObIYHO HAYHHAJICS ¢ MY3bIKH (MEJIOANH ),
1ocJ1e Yero nojdupaJIcst uiu nucaJes
CTUXOTBOPHBIH TEKCT, COOTBETCTBYIOLIMH
HACTPOEHUIO MEJIOJIHH.

Hapsiy ¢ nojo6Ho# dhopmoii,
COBpEMEHHbIe PAKTHKK COHIPANTHHIa B
Kasaxcrane 1eMOHCTPUPYIOT Mepexo K
6oJiee KOJVIEKTUBHBIM U THOKUM MOJIEJISIM
aBTopcTBa. [losiBUIHCH Ty3Thl aBTOPOB-
ucrnoJiHuTe e (Harnpumep, rpymmna
MiozukoJia, TBopueckui Tanjiem RaiM
& Artur, COBMECTHO NHUILIyLIHE MTECHH ),
TPYMIIbl C COBMECTHBIM COUMHEHHEM U
apaH:KMpPOBKOH MaTepHasa, a TakkKe
NpojtocepeKUe LEHTPbI, PopMUpYIOLLIHEe
MPOEKTHI OT U J10 (<O KJTIOU» ).
Xapakrepublil npumep — rpynna Ninety
One, cosnannas B 2015 romy npoatocepom
EpGosatom benenxatom. B sTom cayuae
Npojtocep BbICTyNaeT peepeHcom U
KOOPJIMHATOPOM aBTOPCKOTrO MpoLecca:

OH OTOMpAET UCTIONHUTENEH, ONpeesieT
CTHJIEBOE HarpaBJieHUE U YaCTO MPUBJIEKAET
KOMaHJly COHTpalTepOB U apaHKHPOBILMKOB
JUIsl pabOThI HAJl penepTyapoM KoJlJIeKTHBA.

CirielyeT OTMETHTb, UTO JVIs1 OpPaTheB
Benenxan 1o yxxe He neppasi paboTa, Tak
KaK OHHM y»Ke OblJIH yuaCTHUKaMH MOT -
rpynnbsl Opaa 2000-x 1 co BpemeHnem camu
CTaJIM MPOJ0CePAMH HOBBIX UCIOJIHUTEJIEH,
YTO CBUJIETEJIbCTBYET O IPEEMCTBEHHOCTH
OnbITa: KOJVIEKTHBHOE TBOPUYECTBO B TpyIIe

nepeTekaer B KOJIJIEKTHBHOE aBTOPCTBO.

B coBpeMeHHOM Ka3axcTaHCKOM
1oy-613Hece HepeaKH cllydau, Korua
NOnyJisipHbIF NeBell BBICTYNAET U
KaK coaBTOP, M KaK MMPoJocep CBOUX
komnoautni. Takum o6pasom, B XXI
BeKe MojleJib [ECEHHOI0 TBOpPUYECTBa
CMECTHJIaCh OT Y3KOH HHAMBHLYaJbHOCTH K
KoJ1abopaliuu: eIMHUYHBIH aBTOP YCTYTHI
MECTO TBOPUECKOMY TaHJIEMY MJIM KOMaHJIE,
4acTo BKJOYAIOLLeH caMOro UCHOJHUTE s
MeCHH.

[Tonxompl K co3naHuIo neceH B
COBETCKHI U COBPEMEHHBIH MePHOIbI
Takxke pazaudatores. JI1si COBeTCKUX
kommnogutopos KazaxcraHna 1ieHTpasbHbIM
3J1eMEHTOM IeCHH Obl/1a MeJIOIUsl — sIpKasi,
3arMOMUHAIOLIASICS, HEPEIKO OCHOBAHHAs
Ha MHTOHALMSIX HALIMOHAJBHON MY3bIKH
WJIHM 2KaHpax ropojICKOro pomaHtca.
Mesnoanueckoe 60raTcTBO COUETANOCH C
OTHOCHTEJILHO TPAJMLIMOHHOH MY3bIKaJbHOH
thopmoii. Kak npasuJio, necuu umesin
KYTJIETHO-TTPUIIEBHYIO CTPYKTYPY JIMOO
NpeaCcTaBJsiiv COOOH pa3BepHYyThHIA
KynJiet (crpodudeckyto hopmy) ¢
3arnoMHuHatoIMMcest pepeHom. PutMudecku
COBETCKasl MeCHs ONMpasiach Ha HeCJ0XKHbIe
paamepbl (4/4, 3/4); Muorue npousseeHus
[Tamuin Kanpasikoa Oblin HarucaHnbl B
»KaHpe BaJsibca, NPUIaB HallHOHAJILHOMY
MeCeHHOMY CTHJIIO HOBYIO OKPACKY.
AKKOMIaHEMEHT U apaHKUPOBKA B T€ TOJIbI
3a4acCTytO BbIMOJHSJIUCH C UCIOJIb30BAHUEM
»KUBOTO OpKecTpa WK ancambJisi — Tak,
necHst «Anus» Ceitnonnbl baiitepekoBa
Obl1a ucrosHena Posoit Peimbaesoit ¢
9CTPAHO-CUM(POHHUECKUM OPKECTPOM,
4TO MOMUEPKHYJIO €€ MaTeTHIeCcKuH,
repouyeckuil xapakrep. JIupuueckui
KOMTIOHEHT (TEKCT MeCeH ) B COBETCKOE
BpeMsi OTJIMYAJICS JIMTePATYPHOH
00pa3HOCTBIO H HIEOJOTHYECKON
COJIEP2KATEJbHOCTBIO: TEMbl POJIUHBbI,
repousma, 1py>KObl HapoJI0B, JIOOBH
K MaTepu U POJHON 3eMJie OblH
pacrpocTpaHeHbl U MOOLLPSJIUCH
o(UIMATBHON KYJIbTYPHOH TIOJIUTHKOH.
Hanpumep, Hypruca Tnenaues u [llamuin
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KannasikoB coznaBajiu naTpuoTHIe€CKHe
MeCHH, BOCIEBAalOLIUE POJHOK Kpal U
HapoJiHble 1IeHHOCTH, NapaJsie/lbHO COUUHSIST
1 JIMPUUECKHE TIPOU3BEJIEHHUST O JIIOOBH U
npupose. SI3bIK HCIONHEHHST Y COBETCKHUX
KOMIO3HTOPOB — MPEUMYILIECTBEHHO
Ka3axXxCKHH, 4TO C1ocoOCTBOBAJIO

Pa3BUTHIO HALIMOHAJILHOW SCTPaJHON
TPaJMLIMK; HHOT/IA CO3aBaNUCh BEPCHH

Ha PyCCKOM $I3bIKe JI/151 COI03HbIX
KOHILLEPTHBIX MJIOLIA0K, HO Ka3aXCKUH
SI3bIK OCTABAJICS] TJIaBHBIM CPEICTBOM
Xy[102KECTBEHHOTO BhIpakeHusi. Bmecre

C TeM, MHOTHE COUMHEHHUSI TeX JIeT OblIU
HACTOJIbKO MOMYJISIPHbI, YTO 110 Cel JIeHb
BOCIPUHUMAIOTCS KaK HapojHble. Cpean
HHX MO2KHO BbIIEJIUTh MecHr Eckenanpa
XacanraJsueBa, KOTOpble CTaJH IOCTOSIHHEM
HallMOHAJILHOH My3bIKaJbHON MaMSITH.

B coBpemeHnHOM cOHrpaliTHHTe, KaK
ObLJI0 CKa3aHO paHee, COCYLLEeCTBYIOT
HECKOJIbKO (hOpPM TBOPUECTBA, OJIHAKO
AKUEHTBI 3aMeTHO cMecTHIMCh. Hanpumep,
B KOJJIEKTHBHOM COHT'PAaHTHHTE (KOTOPOMY
MoCBsillleHa JaHHasi paboTa) TBOPUECKUI
npouece HepeaKo HauMHaeTCs He ¢
YHUCTOH MeJIOJIUH, a C PUTMHIECKOTO
WJIM TAPMOHMYECKOT0 PUCYHKa, OUTa,
CO3/IaHHOTO C MTOMOLLBIO LI POBbIX
TexHosoruil. CoBpeMeHHble Ka3aXxCTaHCKHe
MOM-MPOIOCEPbI U TPyMIbl paboTatoT B
KOHTEKCTe Iy100aJ/bHbIX My3bIKaJbHBIX
cTU/Iel — oT norn-poka 1 R&B o xun-
xorna u EDM, uTo BusieT Ha CTPYKTYpY
necuu. Ona crajna 6oJee BapuaTHBHOM:
MOMMMO KYTJIETOB W MPUTIEBOB,
KOMIO3HIIMH BKJIIOUAIOT P3IM-BCTaBKH,
MPOUTPBILIH, OPULKH, MHOTIA JIPOTIbI
(MHCTpYMeHTaJIbHbIE KyJIbMUHALMH ),
XapakTepHble /151 JIEKTPOHHON
TaHileBaJbHON My3bIKH. PUTMMKa
YCJIOXKHUIIACK W 000raTHIaCh CHHKOMAMH,
MCI0J1b30BAHMEM MTPOrPAMMHPOBAHHbIX
yAapHbIX U 3hdeKkToB. Mesonus B
COBPEMEHHOM MeCHe MOXKET yCTynaTh
10 NPOTSKEHHOCTH U IMANa30HY
KJIACCMUECKHUM 3CTpajHbIM Oajlianam,
OJIHAKO MeJIOfIMYeCKHe XyKH (KOpOTKHe
3arnoMHHatolrecst Ppasbl) Mo-MpeHeMy

UrpatoT 60JIbILYI0 POJIb B IPUBJICUEHHH
caymiatesisi. TeKCToBoe cojiep:KaHue cTajio
0oJiee CBOOOJIHBIM: BMECTO MJEO0JIOIMYECKH
BbIBEPEHHbBIX CTHXOB COBETCKOI'0 MepHojia
COBpEMEHHbIE aBTOPbI MHUIIYT O JIMUHbBIX
YyBCTBAX, POMAaHTHYECKUX MePeKUBAHUSIX,
noucke ce6si, COIUATbHO-TTOJTUTHIECKHUX,
OBITOBBIX U MOJIOJIEXKHBIX TeMax. [ Ipu 3TOM
3aMeTHA TEH/IEHLHS COXPAHEHHsT Ka3aXxCKOro
13bIKA KaK OCHOBHOTO $13bIKa MOT1-My3bIKH:
HoBasi BoJHa QQ-pop, BoarJasJsiemMast
rpynno# Ninety One, npuHUHMNHANBEHO
MCIOJIHSIET MECHU Ha Ka3aXCKOM, 106HBasiCh
MPH 3TOM ILIMPOKOTO pe30HAHCA CPEIH
MOJIOJIEXKH.

CaieryeT ynomsiHyTb O TOM, U4TO B [IEPBOM
nosnosuHe 1990-x u 2000-x nabonancs
OTXOJL OT Ka3aXCKOIo sI3blka — MHOTHe
MCIOJTHUTEJTH TTePEXO/ININ Ha PYCCKUH,
neperneBasi crapbie XuTbl (rpyrnrbl All
Hagaii, Paxar Jlykywm, Jlyst L, Tequilla,
Miosukona, JCS u MHOTHE jipyTHe).
OpnHako ¢ nosiBJieHUeM TaKUX rpynrl,
kak Opna (¢ 2001 ropa), u oco6eHHO ¢
cepennnbl 2010-x, Ka3axcKuil sI3bIK BHOBb
3aHs1J1 IEHTPaJIbHOE MECTO B 3CTPAJIe U
3a3ByyaJl «110-HOBOMY>» B COBPEMEHHbBIX
HanpasJseHusix. [Ipu sToM Hepeako
JIOTTYCKAEeTCs U CMellIeHHE 3bIKOB: B TEKCT
MOTYT BKJIIOYATbCsl PYCCKHE WJIH aHTJIHACKHE
(pasbl, MOJIOIEXKHBIH CJIEHT, UTO CJTY?KHT
CTHUJIUCTUYECKHUM TIPUEMOM H OTParKaeT
JIBYs13bluHyt0 cpeny. Hanpumep, B BUpycHO#H
necHe «Camas Boitika» (2017 ) aBTopoB-
ucnosnureseid RaiM & Artur npunes
COJIEP2KUT BbIpaxkKeHHe Ha PyCCKOM SI3bIKe,
YIAYHO BIJIETEHHOE B PEUMYLILECTBEHHO
Ka3aXCKHUH TEKCT, WM aHTJIHHCKHE
cnora (Love you, baby) B neche
«KpiMbaTTBIM» JIysTa neBiioB Kalifarniya
1 Mupaca JKyrynycosa. [TopoGHbie
cJlydau KOJIOBOTO MepeKoYeHust CTasu
XapakTepHbI /151 MOJIOJIEZKHOH MYy3bIKH.
Takum 06pazom, A3bIK COBPEMEHHOTO
Ka3axCTaHCKOro COHrpailTHHra 6oJiee
ruboK, a TeMaTHUeCKUH JMana3on — Lupe
¥ MHJMBUyaJM3HpOBaHHEE M0 CPAaBHEHUIO C
COBETCKHUM MePHOIOM.



Caemytoniasi Tabsma MOKeT HarJIsIHO
NPEJCTaBUTh Pa3Jynius, rjae 00001IeHbI
KJIIOUeBble XapaKTepPUCTHKN MojiesIel
ABTOPCTBA U TBOPUECKHX IMOJIXO/IOB B
COBETCKOW M COBPEMEHHOH MeceHHOH
npaktuke Kasaxcrana:

1pojiocepa U CaMoro HCIOJHUTE,IS].
Hepenko nHuLnaTopom co3aanus Tpeka
BBICTYIAeT Npojocep, 00beUHSIOLLHI
ABTOPOB U KOHTPOJIUPYIOLLUA KOHLEIILHIO.
Takum o6pasom, ec/in panee necHs Oblia
TBOPEHHEM MHIMBH/ya/IbHOH JIMUHOCTH,

Ta6bnuua 1. CpaBHUTENbHDIN aHanU3 MoAeseil aBTOPCTBA B KAa3aXCTaHCKOM NECEHHOM

TBOp4YecTBe / KasakCcTaHHbIH, 9H WblFapMallbl/ibiFbIHAAFbl aBTOPJIbIK, Vﬂl’iﬂepﬂil-l.

canbicTbipManbl Tanaaybl / Comparative analysis of authorship models in Kazakh

songwriting

Kputepuu

Cosetckuit nepuog, (1960-1980)

CoBpeMeHHbIN 31an (2010-
2020)

(Mopma aBTOpPCTBA

MH,EI.VIBM,D,yaﬂbHOG KOMNO3UTOPCKOE aBTOPCTBO;
dBTOP — MO3T — UCNONHUTENb pa3feneHbl

KonnekTtneHoe aABTOPCTBO;
aBTOpP — UCMOJIHUTENDb YaCTo B
OAHOM inue Unn B KOMaHae

A3bIK UCNONHEHMS

Kasaxckuit n pycckunii (oduLmanbHble S3bIKu)

Kaszaxckui, pycckuit,
QHIIMICKUI (TPEXbA3bIUME)

TemaTtuKa neceH

MaTtpnotnsm, nobosb kK Poaunne,
HPABCTBEHHOCTb, KONIEKTUBU3M

JIndyHoe nepexuvBaHue,
WIOEHTUYHOCTb, YpOaHU3M,
MPOHUS, OTHOLLEHNS

Mys3bIKanbHbIW CTUb
Ka3axckue Hanesbl

DCTpafHbIl LWAHCOH, OPKeCTPOBas Non-IMpuka,

Q-pop, indie-pop, 3neKTpOHHas
non-nauMpuka, xmn-xon, EDM

Tun coTpyaHun4yecTBa
TBOpYECKME COKO3bI

Penkue nyaThl, opuLManbHbie 3aKasbl,

Song camps, npoatcepckue
rpynnbl, digital-konna6opauuu

AKTyanbHble
npeAcTaBuUTENM

Hypruca TneHngues, lWamwwm Kangaskos,
Eckenpgup Xacanranues, Ceitnonna baiitepekos,
TonereH MyxamepxaHoB, bonat Capbibaes Cabwm

RaiM, Ninety One, Dequine,
Limma, MongaHasap, Mapxaba

[TombiTOXKMBASH BBILLIEU3JI0KEHHOE U
CKOHLEHTPHPOBAHHOE B TaOJIMLLY, CleyeT
OTMETHTb, UTO COBETCKAsI MOJIeJIb — 3TO
MHMBHIyaJbHOE aBTOPCTBO KOMIIO3UTOPA
(My3bIKa) B ly3Te € MO3TOM (TEKCT); KaK
NPaBUJIO, OIMH KOMIIO3UTOP CO3/1A€T
MY3bIKY JUI5l TECHH, COTPYAHHYAS C OAHUM
MO3TOM-TeCeHHUKOM. McnonHsieT yatie
BCero npoeccHoHaJbHbIH 1eBell, KOTOPbIH
He y4acTByeT B CO3IaHUU MY3bIKH HUJIH CJIOB,
OJTHAKO PEIKO BCTPEUAIOTCS U UCKJIIOUEHHUS
(Hanpumep, Eckennup Xacanrannen —
KOMIIO3UTOP, CaM HCIOJIHSBLIMH CBOU
necHu). B coBpemeHHo# npakThKe
npeo06JafaeT KoJMJIeKTUBHOE U lyaslbHOe
ABTOPCTBO: MECHHU MUILIYTCS B COABTOPCTBE
HECKOJIbKUX YesioBeK. B0o3MOKHbBI
passinyHble KOH(UIypaLuu — OT y3Ta
COHIPANUTEPOB 10 KOMaH/Ibl, BKJIIOUAIOLLIEeH
KOMTIO3HTOpA, apaHKHPOBIIIHUKA,

TO Terepb OHA — MPOAYKT KOJIJIEKTUBHOIO
TBOpUECTBA.

B coBeTcKoM recHeTBOpUECTBE AKIIEHT
JleJ1a/Icsl Ha COYMHEHUH BbIPa3UTeNbHOM
MeJIOIMH U TapMOHHYECKH SICHOH
cTpyKType. KomnosuTtopsl onupanuch
Ha HapOJIHO-MYy3bIKaJIbHble HHTOHALIMH
1 2KaHpoBble (POPMBI (BaJIbC, Maplil,
JIMPUYECKUH POMAHC), coueTasi Ux ¢
KJIACCHUECKOH 3CTpajiHol hopMoi
«KynJieT — npunes». PUTMHUecKast ocHOBa
poBHasi, 6€3 CJI0XKHBIX CHHKOIT;, TEMT
yMepeHHbIH, COOTBETCTBYIOLIUI XapaKTepy
necHU (JIMpUUECKHe — MeJJIeHHbIE,
TaHLEBaJbHbIe — OXKHMBJICHHbIE ).
ApaHXUPOBKH (MapTUTYPbl ) MUCATUCH
U151 JKUBBIX HHCTPYMEHTOB (OpKecTpa,
aHcam6J1s1 ), YTO TPHAABAJIO MecHsIM Goratoe
3BYKOBOe oOpamiieHue. B coBpemeHHOM
MOJIX0/Ie 3aMETHO BJIMsIHHE 3apyOerKHbIX
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MY3bIKaJIbHbIX TEXHOJOTHH U CTHJIEH.
Cosnanue necHu 4acTo HAYMHACTCS C PUTM-
CEKIIMHU WK TApPMOHMYECKOT0 JIyTa, 1MocJje
Uero HaKJa/blBAeTCsl BOKAJbHAS MEJIOUS.
[IUpOKO HCIOJB3YIOTCS SJIEKTPOHHbIE
apaHKUPOBKH, CEMIL/IbI, aBTOTIOH H
Jpyrue cTyauitbie 3 dektol. CTpyKTypa
rubKasi: Kpome KJ1acCuyeCcKhuX yacTeil MoryT
BKJIIOUATHCS PEUNTATUBHBIE KYTJIEThI B
P3M-CTUJNCTHKE, HHCTPYMEHTaJbHbIE
«aponb» U T.4. Temn u puT™M BapbUpyroTCs
ot MejiieHHbIX R&B-61ToB 10 sHEpruuHoro
JICHC-TI0Ta; METP MOXKET OCTaBaThCs 4/4,
HO HaroJIHeHHe pUTMa ropasio 6oJee
CUHKOIIHPOBAHO U MJI0THOE. B pesysibTate
COBpeMeHHast MecHsi OpPUEHTHPOBAHA Ha
CTyIMHHOE 3ByYaHUE W PUTMUUECKUI «Kau»,
TOIJIa KAK COBETCKAsi — Ha MeJIOJIHUeCKoe
pacKpbITHE B KOHIIEPTHOM MCIOJHEHHH.
Takum 06pazom, Kak ObLIO OTMEUEHO
BhILIE, U151 KoMro3uTopoB Kazaxckoi CCP
OCHOBHBIM OblJ1 Ka3aXCKHH 13bIK — Ha HEM
CO3/1aBaJINCh KaK MaTPHOTHYECKHE, TaK
W JIMPUUYECKHE TIeCHU, OJaroaps yemy
Ka3axcKasl 3CTpajiHast necHsi opopmusach
KaK caMoCTosiTesibHOe siBleHre. MHorue
NPOU3BEJIEHHS TEX JIET CTajll CBOET0o
poJla 3TaJlOHaMH Ka3aXCKOsI3bIYHOH
necHu. OIHOBPEMEHHO OT/e/bHbIE
MeCHU COUMHSTIUCH U Ha PYCCKOM (HJTH
MepeBOIMIINCH Ha PYCCKUH ) C LIeJIbIO
Y4acTHsl BO BCECOIO3HBIX KOHKYpCax
(hecTHBAAX, OMHAKO JI0JIS TAKUX MECEH
Obly1a HeBeJIMKa. B nocTcoBeTcKuil nepuos
SI3bIKOBAst CUTyallusi TpeTeprieBasna
uamenenusi: B 1990-e nabsonasncs
BCIJIECK PYyCCKOSI3bIUHOK CTPaibl, HO €
2000-x rojioB HayaJ10Ch BO3BpallleHHe
K Kazaxckomy $13blky. CoBpeMeHHbIe
MOMYJISIPHbIE HCITOJHUTEJH CTPEMSITCS
UCITOJIHSITh ECHU HA POJIHOM sI3bIKeE,
JIOOMBAsICh TEM CAMbIM YHUKAJIbHOTO
3By4aHHsl HALLMOHAJILHOM KyJIbTYPbl B HOBOM
tdopmate. Tem He MeHee celyac s13bIK
NecHH ropaszio 6osiee rTHOKUIA HHCTPYMEHT:
HapsiLy C JJMUTEPaTypPHbIM Ka3aXCKUM MOTYT
MCI0JIb30BATLCS PA3rOBOPHbIE HHTOHALMH,
MOJIOJIC2KHBIH CJIEHT, BCTABKH Ha PYCCKOM
WJIM aHIJIMHCKOM $13bIKE MPUIAJH PSILy

XHUTOB 0COOYI0 3Kcrnpeccuio. B 1iesnom
COBpEMEHHAasl Ka3axCTaHCKas MecHs
COXpaHsieT MpeeMCTBEHHOCTD sI3bIKa
(Kasaxcku# B LEHTPEe BHUMAHMS ), HO
JIOTTyCKAeT IBYSI3bIUHbIE 3JI€MEHTbI, TOT/A
KaK COBeTCKasi 3CTpajia npuiepKuBajach
CTPOrOro fA3bIKOBOTO Pa3ieeHUs]
(Ka3axcKuil J1s1 HallHOHAJILHOTO
perniepTyapa, pycCKHil — Jijisl COI03HOTO ).
TemaTuueckuil CeKTp COBETCKOH MECHU
OblJ1 BO MHOTOM 00YCJIOBJICH BPEMEHEM.
OdunpanbHas uIeo0rust NooUIpsiaa TEMbl
naTpuoTH3Ma, Tpya, 1pyKObl, FepoOU3Ma.
Hanpumep, necust « Menin Kazakcranbiv»
([Iammu Kannasikos, 1956)
NPOCJ/IaBJsia POAUHY U BIIOCJEICTBUH
cTajia HallMOHAJIbHBIM THMHOM; MeCHS
«Amust» (Ceitnonna bawitepekos, 1977)
YBEKOBEUMJIA FePOUHIO BOMHDI; MHOXKECTBO
JIMPHUECKUX [TeCEH BOCXBAJISIIH JII0O0Bb
K MaTepH, POHON 3eMJie, MPUPOJIE.
Bwmecrte ¢ TeM cyliecTBOBasM U POCTO
JIIOOOBHO-JIMPHUECKHE KOMITO3ULIHH,
MPOHUKHOBEHHBIE U KAMepHbIe, XOTS 1
B HUX YaCTO YHTAJICS MOATEKCT BEYHBIX
ieHHocteil. CoBpeMeHHbIE aBTOPbI
3HAUMTEJIbHO PACILIMPHJIN KPYT TEM.
JI1060Bb U B3aMMOOTHOLLICHHS OCTAIOTCS
LIeHTPAJbHBIMU CIO2KETaMHU, HO yKe
nojatTcs 6oJ1ee MHAUBUIYalU3HPOBAHHO, C
MO3ULIMH JIMUHOTO onbiTa ¥ 3Molni. Kpome
TOr0, MOSIBUJIUCH MECHH, OTpaKatolue
peaJiii ropoACKON XKU3HH, CTPEMJIEHHS
MOJIOZICKH, CAMOUJIEHTH(HKALMIO B
rj106a/11M3MpoBaHHOM Mupe. Tak, MHorHe
KOMIO3UIIMK Q-POp 3aTparuBaroT
TeMy CaMOBbIpaXKeHHs U HOPLObI C
HEMOHMMaHHEM CO CTOPOHBI 00LLECTBA,
FOBOPSIT SI3bIKOM MeTadop, OJU3KHX
MoJI0/I0My NoKoJieHHt0. Temartuka crasna
MeHee 3aBUCUMOK OT rOCyJapCTBEHHOM
UJIE0JIOTHH 1 OoJiee pasHOOOPa3HOH:
OT JIEFKUX Pa3BJleKaTe/bHbIX TPEKOB
(BEUEPHHKH, OT/BIX) IO COLUANBHBIX U
(uI0COPCKNX pasiyMHil B TBROpUECTBE
He3aBUCHMBIX HCTONHUTENeH. B pesysbraTe
COBpEMEHHasl eCeHHast KyJbTypa OTpazKaeT
JIMUHBIH TOJIOC aBTOPA WJIK TPYTIbI, TOT/A



KaK B COBETCKOH MecHe CHJIbHEee OlLyLIascs
coOupare/ibHbIH T0JIOC HAPOJA U SMTOXH.

B noxrBepKneHne BbISIBIE€HHBIX
pasnuyMii NpoBeaEH My3bIKaJIbHO-
aHaJIMTHUECKUI pa3bop TPEX XxapaKTepHbIX
TeceH, MPeCTaBJSIONINX COBETCKYIO U
COBPEMEHHYIO TPaULIHK:

«Amusi» (Posa PoimbaeBa —
oumus (Amus), YouTube). ®opma —
KYTJICTHO-ITPUIIEBHASI, C BbIPAXKEHHBIM
pa3BUBaloOLIMMCs TPUNEeBOM. ToHa/MbHOCTh
fis moll, uTo noyepKUBaeT TparuuecKui
CMBICJI TIECHH, B TO 2Ke BpeMsl lpHiaBast
XapakTep rumMHa nobespl. FIHTOHAUMOHHO
MeJIOIUs TePOUKO-TIaTeTHIeCKast: IIMPOKHIT
JlanasoH, MaplieBble pUTMbI B [IpUIIeBE U
thaHcapHast HHTOHALIMST, CHMBOJIM3UPYIOLLLAST
TpuyMd namsiTi repouHd. TemaTrka
MecHH — MpocJ/aBJeHHe MoJABUra
Anun MonnaryJ/ioBoit; TEKCT HaroJHeH
NaTpUOTHIECKUMH 06pa3amu, MPU3bIBAaMH
MOMHMTb repoeB. B ucnosHeHnn necus
3BYUHMT TOPKECTBEHHO H 9MOLIMOHAJIBHO,
KyJIbMHUHALUST TTOJIKPEieHa OPKECTPOBBIM
akkoMmnaHeMeHToM. Oco6eHHOCTH:
coueTaHue MapieBOH PUTMUKH U JIHPUKO-
JipaMaTHYe€CKON MeJIOJIH, YTO TT03BOJIHIIO
YBEKOBEUUTb NaMsITh O FepOUHe B
MOy ISIPHOM 2KaHpe 3CTPAHON MECHH.

«BakpIT KymarbiHaa» (1965, mya.
[Tamin Kannasikos, ciosa Hypeynrtan
AnnmkyJsoB; B iepeBojie «B o6bsaTHSX
cyacTbs» ). DTO KJIACCHYECKUI Ka3aXCKUH
Basibe B pasmepe 3/4. [lecHsi cocTouT U3
HECKOJIbKUX KYTIJIETOB C MOBTOPSIIOLUMCS
MPUIEBHBIM 000POTOM B KOHLLE KazK/10H
CTPOdbI, CO3/IAIOIINM OLIyllleH e
HEINpepbIBHOTO KPYrOBOTO IBUIKEHUS —
XapakTepHOro /711 BaJbCOBOro KaHpa. J1an
MHHOPHBIH (MeCcHsl HarucaHa B JJHPUUECKOM
d-moll, B paccmaTprBaeMoM HaMH
Bapuante Mesey Apbin6aeBa — cis moll),
OJIHAKO MeJIOJIUsI CBETJIast M0 Xapakrepy
Omarogapsi 0OUJIHI0 MaXKOPHBIX 000POTOB
B MeJIOJIYECKOH JIMHUU. THTOHALMOHHO
NPOU3BE/ICHHE OMUPAETCs HAa KA3aXCKYIO
TMeCeHHYIO JIUPHUKY: MJ1IaBHbIe HUCXOJISIIHME
XOJlbl, CEKBEHLMH, MEPEKINUKA MEJIOINHU C
TPAIMLIMOHHBIMH HAPOJHBIMH HATI€BAMH.

TemaTuka — J1060BHAst IMPUKA: TEKCT
BOCIIEBAET COCTOSIHUE BJOOJEHHOCTH
M CYACTbsl, CPABHUBASI €r0 C PACLBETOM
BecHbl. JlaHHasi KoMIo3uLMs cTasna
OJIHUM U3 CHMBOJIOB €Ka3aXCKOro
BaJ/IbCa» — HalpaBJIeHUs], COCJIUHSIOLLErO
€BPOIEHUCKYI0 TaHLLeBaJbHYIO
(hopMy ¢ HalIMOHATLHON MEJIOAUKOH.
Baarogapsi npoHHKHOBEHHON MeJsIoMH
¥ POMaHTHYE€CKOMY HAcTpolo, « bakpIT
KyLIaFbIHIAa» COXPaHSIET MOMyJISIPHOCTh
M B Hallle BpeMs, 3BYyYHUT B UCIIOJHEHHH
coBpeMeHHbIX MeBLOB («Meney ApbiHbaeB
BakpIT Kyarbinaa», YouTube).
«Aitbimrama» (2015, uen. rpynna Ninety
One, aBTOpPbI — KOJJIEKTUBHOE TBOPUECTBO
y4aCcTHUKOB TIpH nipoatocepcTe EpbHosara
benenxana). Popma — coBpemeHHas
MOM-KOMITO3HUIHSsI CMELIAHHOTO CTHJISI
(Q-pop), coueratoliast KynJaeTbl B Morn-
R&B ¢ pan-cdparmentamu U MOUIHBIM
CUHTE3aTOPHbIM MpuneBoM. Jlajg MHHOPHBIH,
HO B p3M-BCTaBKax B 6acoBOM pHude
C 9JIEKTPOHHBIM CayHJ/IOM MOSIBJSIETCS
nonuxkeHHast Il ctynenb, kak Obl
NpHAaBast HOTbI JpaMaTHYHOCTH. BooOliie
cJle/lyeT OTMETHTb, UTO COBPEMEHHbIE
KOMITO3ULIUH B CHJTy CBOEH KOMITO3UIIMOHHO -
CTPYKTYPHOH CJIO?KHOCTH PEIKO 3By4aT
B OJIHOH TOHaJ/IbHOCTH. MIHTOHALMH
MeJIOJIMK COBPEMEHHbBI: BOKAJIbHbIE TTAPTHH
yepelyloT pacrieBHble MeJIM3Mbl B IIPUIIeBe
C pEeYUTATUBHBIMH PUTMAMHU B KYTJIETaX;
MCIT0JIb3Y€ETCsl ABTOTIOH JI1s1 0C060T0
Tembpa. PutmMuka ocHoBaHa Ha 6uTax B
CpeJIHEM TeMIIe C BbIpaxKeHHOW OacoBOK
JloJ1elt, XapakTepHoH st trap-6uTa, u
CHHKOMMPOBAHHBIM X3T-MATTepHOM. B
coziepKaHnK TIeCHU MepeaaloTes JUUHble
nepeXKUBaHusi reposi, 06palatoLerocs K
B0O3J1106JICHHOH, YTO BUJIHO U3 HA3BaHMUsl,
KOTOpoe nepeBoauTes Kak «He Bunu
(MeHs1)». B TekcTe mogHUMaOTCS TEMbI
PEBHOCTH U JIOBEPHSI B OTHOLLIEHUSIX:
JIMPUYECKHUH TepOi MPOCHUT HE TPATHUTb
BpeMsi HA PEBHOCTb W BEPUTb B UX UyBCTBA.
[TecHst coueTaeT KazaxcKui TEKCT
C YJbTPACOBPEMEHHON My3blKaJbHON
(hopMoii, TeM CaMbIM JIEMOHCTPUPYST HOBbBIH
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YPOBEHb KOJIJIEKTHBHOTO TBOPUECTBA
(B co3aHnM TpeKa yuacTBOBaJIM BCe

O y4aCTHHKOB TPYTIbI U MPOAIOCED ).
BokasbHO-CTHIMCTHYECKHE pelleHHs]
(CcMeJTbI UMUK HCTTOJTHUTEIEH,
KOMOWHHPOBAHKE MEHUs U p31a) BbI3BaJH
001LIeCTBEHHbIH Pe30HAHC, HO 3aBOEBAJIH
Cep/illa MOJIOLOTO MOKOJIEHHUS, 10Ka3aB, 4TO
Ka3aXCKHUH s13bIK OPraHWYHO BIHMCHIBAETCS

B MHPOBbIE My3bIKaJbHble TpeH/bl. Takum
o6pasom, necHsi «AfibinTama» craJja CBOero
poJia HOBBIM BESIHMEM B OT€YeCTBEHHOM
KyJIbType, M0JIOXKHB HauaJlo COBPEMEHHOMY
CTHJIEBOMY HalpaBJ/IeHHIO Ka3aXCTaHCKOH
nom-cieHbl — Q-pop.

Wrak, noapiTo:KMBast U3J10KEHHOE
BbIllIe HEOOXOIMMO yKa3aTh Ha TO, UTO
COBpeMEeHHbIE HCTIOJIHUTENH BBIPOC/IH H
copMHPOBAJIUCH, CO3UAS U BITUThIBAS
JIOCTH?KEHHST M3TPOB COBETCKOMN 3TMOXH,
nepeocmblcsisl MX Hacaeaue. Hanpumep,
rpynna MysAprt u Kaiipat Hyprac
ucnodnsau necuu Hlamim Kanpasikosa,
Hyprucer Tanennuena, Acera beficeyosa n
JIPYTHX KJACCUKOB, 1aBast UM HOBYIO XKH3Hb
B COBPEMEHHbIX apaHKHpoBKax. B To xe
BpeMsi MOsiBJIeHHE PUHIUITHATBHO HOBBIX
ctued (Q-pop, UHIKM-TION, CHHTH-TIOMN U
JIp.) CBUAETENBCTBYET 06 BOJIOLHH
TBOpYECTBA — OT €IMHUUYHOTO aBTOPCKOr0
roJjioca K noJMoHUH KOJIJIEKTHBHOTO
KpeaTHBa, B KOTOPOH COXPaHSIOTCS
HalMOHa/bHble 31eMeHThl. [TosydeHHble
pe3yJ/ibTaThl UCCEN0BAHUS TO3BOJISIIOT
YTBEPKIaTh, YTO KpeaTUBHbIE TPAKTHKH
coHrpafiitTunra B Kasaxcrane
9BOJIIOLIMOHUPOBAJIH OT HHAMBUyaJbHOTO
ABTOPCTBA K KOJIJIEKTUBHOMY,

OT TPAAMLMOHHON MECHU — K
IKCIePUMEHTAIbHOMY CTHIEBOMY
MHOTro06pasuto, He yTPaTHB MPHU 3TOM
CB$I3U ¢ 6OTAaTbIMU MYy3bIKaJIbHBIMU KOPHSIMU
npouwioro. Takast sBostoLHUs

oTpazkaeT oOLIHe TeHACHUH

MY3bIKaJIbHOH UHLyCTPUU U B TO K€ BpeMsi
MMeeT crienrduueckre HalMoHabHbIE
YEPThI, MPOSIBJSIOUIMECS B COXPAHEHUH
Ka3aXCKOT0 sI3blKa ¥ MeJIOCa KaK CTePXKHS

MECEHHOT0 TBOPYECTBA HA MPOTIKEHUN
MOKOJIeHUH.

OCHOBHbIEe NONOXEHUA

JlanHast craTbst 000CHOBBIBAET MOHUMAHHE
9BOJIIOLIMH KPEATHBHbIX MPaKTHK
COHIPANTHHTA, TTO3BOJISIOIIMX GoJiee

3¢ (eKTUBHO BLICTPAUBATh CTPATETHH
Pa3BUTHSI My3blKa/JbHON HHYCTPUU
Kazaxcrana — oT nojyie p2kK1 MOJIOJIbIX
ABTOPOB JIO COBEPIIEHCTBOBAHHUS
00pa3oBaTesbHbIX MPOrpaMm Mo
My3bIKaJIbHOMY TPOIIoCHpoBanuio. B niane
JaJIbHEHIIINX HAyUHBIX HCCJIEIOBAHNH
csle/lyeT OTMETHTD CJle/lytolline
nepCreKTUBHbIE HAMTPaBJAEHHUS:

— aHaJIM3 POJIH COLMAJIbHBIX MeiHa- 1
MPOBLIX M1aTHOPM B OpraHusaiiuu
KOJIJIEKTUBHOTO TBOPYECTBA;

— H3ydyeHHe CriellipUKH BOCTIPUSTHS
CJIyLLIATENSIMH <KOJIIEKTUBHO» U
«MHIMBHUIYaJbHO» CO3/IaHHBIX MECEH;

— JleTaJIbHOe HCCJIe/IOBAHHE
MHTOHALMOHHO-/1a[I0BbIX KOMIIOHEHTOB
COBPEMEHHBIX XMTOB U HX CBSI3H C
TPaIMLIUOHHOH MY3bIKOH.

Takum o6pazom, B ocseiHUE TO/Ibl
HabJII0JIaeTCsl POCT aKajeMUUYECKOT0
MHTepeca K peHOMeHY KOJIIEKTHBHOTO
counHuTesbeTBa. Mecnenopanust Herbst,
Williams, Tolstad u Barber (2025)
BBISIBJISIIOT, YTO KpeaTHUBHbIE 11eMOYKH,
(hopMHUpyIOLIHE MECHIO B YCIOBUSIX
1M poBOro MpojaKileHa, HepeaKo
BKJIIOUAIOT 10 IeCATH U GoJlee YYaCTHUKOB.
DTOo B KOpHE MEHSIET CaMO MOHSTHE
«aBTOPCTBA» — TelNepb OHO HE O3HAYAET
BJIaJleHHE TEKCTOM WJIM MeJIofIel, a
BbIPayKaeT CTeneHb BKJAA B MpoLece
cosjlaHust KoHeuHoro npoaykra. [Tono6Hbie
MOJIXO/1bl MpocsiexKuBatoTes U B Kasaxcrane,
rie, Hanpumep, aptTuceTbl Bpose RaiM u
rpynnsl Ninety One, Mpuna Katipatona
yaule GyHKUMOHUPYIOT B paMKax MaJiblX
ABTOPCKHUX TPYTIM, UeM KaK OMHOUHbIE
KOMITO3UTOPBbI.

BaxHOo 0TMeTHTb, UTO B Ka3aXCTaHCKOH
tpamunn XX Beka (H.Tanennues,



1. Kannasikos, C.batitepekoB) komnosurop

aCCOLMHUPOBAJICS C €IMHCTBEHHBIM U
MOJIHOIPABHBIM CO3/IaTesIeM MTEeCHH.
Opnnako Ha py6exxe XXI Beka nosisieTcst

¥ UHas1 MOJieJIb, MPUOJIHKEHHAsT K
3anajHou, B KOTOPOH TEKCT, MEJIOMIHSI,
apamKUPOBKa, BU3yasibHOE 0(hOpMJIEHHE H
MeJHano3uLIHOHMPOBAHHE pacpele/IsoTCs
MexKay pagHbiMu urypamu. Kak nuuryt
Moore u Frith (2016), B coBpemeHHO#

KyJIbTYype€ «aBTOPCTBO BCE yallle CTAaHOBUTCSI

CTPaTEerMyeCcKuM, a He ICTETUUECKUM
pemenrem» (Moore, Frith 78). 910
MOJIOYKEHHE MTO3BOJISIET OCMbICJIUTh
KAa3aXCTAHCKHUH COHIPAUTHHT KaK Npolece,
NoJIBEP>KEHHBIN I100aJbHBIM TEHIEHIIHSIM
thparmeHTalMK KpeaTHBHON HJIEHTHYHOCTH.

3aKknwyeHue

[IpoBenénHoe ncene10BaHue Mo3BOJUII0
BbIABUTb IMHAMHUKY 3BOJIIOLIUH
COHIPANTHHIA B KA3aXCTAHCKOK MO -
My3bIKe, OCHOBAHHYIO Ha Mepexoie oOT
WHJMBHLYaJbHOTO KOMIIO3UTOPCKOTO
aBTOPCTBA, XapaKTePHOIO JJIsl COBETCKOT0
neproja, K KOJIJIEKTUBHBIM, THOKUM,
NPOMIOCEPCKUM MOJAERJSAM, JOMUHHPYIOLLUM
B COBPEMEHHOH MYy3bIKaJbHOH HHYCTPUH.
MeToj1 KOHTEeHT-aHa/M3a pernepryapa
pas/IMYHBIX TOKOJIEHUI HCTIONHUTE/IeH
BBISIBUJI HE TOJIbKO U3MeHeHHus B (hopmax
aBTOPCTBA, HO U B 9CTETHUECKHX
YCTAHOBKAX, CTHJIEBBIX MPEITOYTEHHUSIX,
NPUHLKIIAX TEKCTOBOIO U HHTOHALIHOHHOTO
MOCTPOEHUS TIECHH.

[TostyueHHbIE pe3yJibTaThl
MOTBEP2KAAIOT BbIIBUHYTYIO THIIOTE3Y
0 TOM, YTO KpeaTUBHbIE TIPAKTHKH B
Ka3aXCTAHCKOM I10T1-COHTpaiTHHIe
HEPa3pbIBHO CBA3aHbI C COLMOKYJILTYPHBIM
KOHTEKCTOM H TJ100aJIbHBIMU MEIMHHBIMH
Tpenaamu. Ha cmeny dpukcupoBanHbIM
ABTOPCKUM (pOopMam MPUXOAAT
JIeLleHTPaNM30BaHHble, THOKHE (hOPMBbI
B3aUMOICHCTBHS MEXK]Ly UCITOJHUTEJIEM,
aBTOPOM, MPOAIOCEPOM U ayAUTOPHEH.
JlokaszaHo, 4To KazaxcTaHckasi CLeHa He
MPOCTO 3aUMCTBYET IJloOasbHble (hoOpMaThl

(song camps, NPOOCEPCKUE CTY/IHUH,
KOJIIEKTHBHbBIE TPOEKTHI ), HO alanTHPYeT
WX B pAMKaXx HallMOHAJNBHOH KyJbTypHON
WICHTUYHOCTH C OMOPOH Ha Ka3axcKHi
13bIK, HAPOJIHble HHTOHALIUH, METPOPUTM,
BOKaJIbHble MeJIM3Mbl, MEHTaJ/IbHbIE KOJIbI.
Hayunas HoBM3Ha Hccse10BaHus
3aKJII0YaeTCsl B TOM, UTO BIepBble
B OT€UECTBEHHOM MYy3bIKO3HAHHH
npeyioKeHa KOMIJIEKCHast THIOJI0T sl
MojieJiell aBTOPCTBA B MOT-11€CEHHOM
TBOpyecTBe Kazaxcrana (MHAMBHUIyaJbHOE,
JlyaJibHO€, KOJIIEKTUBHOE, MPOJIIOCEPCKOE )
U OCYLLECTBJIEH COMIOCTABUTEJ/IbHBINA aHAJIU3
¢ muposoii npakrukoit (Taylor Swift, Ed
Sheeran, BTS, Blackpink, Beyonce u 1p.),
UTO MO3BOJIHJIO PACIIHPUTL TOPU3OHTHI
MOHUMaHHs aBTOPCTBA KaK JMHAMHUHON U
MHOTOCJIONHOM KaTeropuH.
OtevecTBeHHbIE APTUCTBI HOBOTO
NoKoJieHus!, Takue kak MoJiianasap,
RaiM, Q-pop-rpynibl U HHAK-CLEHA,
JIEMOHCTPUPYIOT HE TOJIbKO TEXHHUECKYIO
ajantaumio, Ho i CTHJAMCTHYECKYIO
OPHUIHHAJILHOCTD, (POPMUPYST COOCTBEHHBIE
KOJIbl BHYTPH TJI062JILHOM TOTT-KYJIbTYPbI.
HccnenoBanue Takxke nokasaso, 4yto
CTPYKTYpHbIE C/IBUTH B aBTOPCTBE
HarnpsiMyto CBsI3aHbl C MHCTUTYIIMOHATIbHOH
TpaHchopMalell My3blKaJbHOTO MOJIS:
pacuIMpeHueM MpojoCcepeKUX LEeHTPOB,
YCHJIEHHEM MeIMaBIUSTHUS LIHPPOBbBIX
nJaTGOPM U POCTOM KOMMepLIHaIU3aLHH

MY3bIKaJIbHOI'O KOHTEHTA. B 3TOM KOHTEKCTE

pOJIb TeceHHUKa,/conrpaiitepa Beé ualie
CTaHOBMTCS THOPUAHON — COBMeLlaloLLeH
(hYHKILIMM T103Ta, KOMIO3UTOPA,
apamKMUPOBLIMKA U MeJia-cTpaTera.
[IpakTuyeckast 3SHauUMOCTb PabOThI
3aKJ/104aeTcsl B BO3MOXKHOCTH PUMEHEHHUS
NPeI0KEHHON THITOJOTHY B TIPEMNOIaBAHHU
JMCLMITJIMH, CBSI3aHHBIX C 3CTPAIHbIM
UCIOJIHUTEIbCTBOM, MPOAIOCUPOBAHHEM
¥ My3bIKaJIbHOH 2KYPHAJHCTHKOH, a
TakKe B M3y4EHHH TeKYLLHX [POLLECCOB
B MY3bIKaJIbHOH UHYCTPUH. Pe3ysbTaThl
MCCJICIOBAHUS MOTYT CJIY2>KHTh
METOJ0JIOTHYECKOH OCHOBOH 1Sl KypCOB
M0 UCTOPHUH Ka3aXCTaHCKOH MOIM-MYy3bIKH,

CAJAS Volume 10. Issue 3. 2025

MEXANCUMNANHAPHBIE UCCNELOBAHNA MCKYCCTBA LLEHTPAZTbHOW A3UN




CAJAS Volume 10. Issue 3. 2025

1

W
[ee)

MEXIOMCUNNNNHAPHBIE MCCNEOOBAHMS NCKYCCTBA LLEHTPAIBHOM A3MM

TPEHaM COBPEMEHHOH CIIEHbI, a TAKKE JIs1
MPOEKTHOH pabOThI B paMKax My3blKa/JbHOIO

MEHEIZKMEHTA.

[lepcrieKTHBHBIM HaMpaBJeHHEM
JlaJIbHeHILIero UCC/1e10BaHUs
NPeICTaB/IsAeTCsl PACLIHPEHHe
IMIIHPHUECKOH 0asbl 3a CUET HHTEPBBIO C
Ka3aXxCTaHCKMMH COHIpaiTepaMH, aHasu3
BHYTPEHHHUX IIPOJIOCEPCKUX MTPAKTHUK,
KEHC-aHaJ/IU3 OTAEJbHBIX YCIICLIHBIX

[TPOEKTOB U TPEKOB C y'{éTOM MeTaJlaHHbIX,

MIaTPOPMEHHOTO MPOABHKEHHS U
BU3yaJIbHOH cocTaBJsitolel. Takxke

0coObIi HHTepec Ha Oyyliee NPeACTaBAIeT

CPaBHUTEJIbHbIH aHAJIM3 C ECEHHOH
KYJIbTYPOH THOPKOSI3bIUHBIX CTPaH
(Yab6ekucran, Azepoaitmpkan, Typius),
YTO [O3BOJIMT BbISIBUTb PETHOHAJIbHbIE
MexaHHW3Mbl TpaHChOpMaLHH 1
KOHBEPreHLHH B c(hepe KpeaTHBHOTO
MY3bIKaJIbHOTO aBTOPCTBA.

Takum o6pazom, cOBpeMeHHbIi
Ka3aXCTAHCKUH COHTPAUTHHT CJIeLyeT
rJ100aJIbHbIM TPAeKTOPHAM, COXpaHsIs
MPH 3TOM CBOIO JIOKAJIbHYIO CMIELU(UKY,
4TO JIeJ1aeT ero YHUKaJbHbIM 110JIeM
JUIS1 IAJIbHEHILIMX My3bIKOBEIUECKHX H
MEXKAUCUMIIJIMHAPHBIX HCCIIEIOBAHHUIL.



3BONOLNA KPEATUBHbBIX MPAKTUK COHTPANTUHTA B KASAXCTAHE: OT MHAMBUAYANBHOTO K
KONNEKTUBHOMY ABTOPCTBY

CnN1COK UCTOUYHUKOB

«Epke EcmaxaH - Karnga?». YouTube, GAKKU TV, 09.06.2017, https://www.youtube.com/
watch?v=YPufRvMNw14. [1ata obpawerus: 24.05.2025

«Mepey ApbiHbaeB bakbIT KywasbiHaa». YouTube, CbipbiM Jiocembaes, 19 aHBaps, 2016,
https://www.youtube.com/watch?v=RCcBbfyiV2Y. [lata obpawieHus: 24.05.2025

«O npouecce co3naHusa xutos 1anmenom Hurpo ana Onueuun Pogpuro n Yannenna Poana
/ cospatenew Apollo». YouTube, 3arpyxeHo Universal Audio 17.04.2025, https://www.
youtube.com/watch?v=QBQvlueibd0. [lata o6paweHus: 24.05.2025

«Po3a PbiMbaeBa - onus (Anus)». YouTube, Po3a PeiMbaesa FunClub, 24.04.2015, https://
www.youtube.com/watch?v=DFNROOcrmbs. lata o6pawenuns: 24.05.2025

AbapaxmaH, [ynbHap. «CoBpeMeHHOE MacCOBOE My3bIKa/lbHOE MblILUIEHNE KA3axO0B B
3BOJIIOLMOHHOM acnekTex. KypMaHeassl U mpaduyuoHHas My3bika Ha pybexe meicsdenemudi:
MaTtepwmanbl MexAyHapoLHOM KOHdepeHLMH, NocBaweHHon 175-netuto KypmaHrassi.
Anmarbl, 9-11 Hos6psa 1998. AnmaTbl: aiik-Tpecc, 1998, c. 174-182.
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3BONOLUNA KPEATUBHbBIX MPAKTUK COHTPANTUHTA B KASAXCTAHE: OT MHAMBUAYANBHOTO K
KONNEKTUBHOMY ABTOPCTBY

Kacumoa 3yabdus, dayit Epaan

TemipGek »KypreHos aTbiHiarsl Kasak yaTThiK eHep akaaemusichl (Anmarsl, Kazakeran)

KA3AKCTAHAAFbI LbIFAPMALLBIJIbIK 9H XXA3Y MPAKTUKACbBIHbIH 3BOJIIOLUACHI: XKEKE
TYNFALAH ¥XbIMAbIK ABTOPJIbIKKA

Anpatna. ¥CbIHbINbIN OTbIpFAH Makanaaa KasakcraHaasbl COHFPAUTUHI KOPiHiCiHiH TapuUXU-TEOPUANBIK,
acnekTinepiMeH Katap, OHbIH 3BOIOLMACHI )XEKE AaBTOPJIbIKTAH Y)KbIMAbIK MY3bIKasiblK, LUblFapMaLLbIbIK,
dopManapbliHa Kewy YpAici asgcbiHAA KapacTblipbliabl. KazakcTaHabIk, nomn-My3bikaHblH, 6enceHai
[aMyblHa KapaMacTaH, COHTPAWTUHITIH KpeaTUBTIK MPaKTUKaNAPbIH FbiNbIMU TYPFbIAAH 3epaeney
wekTeyni 6onbin otbip. Ocbl 3epTTeyaiH, Makcamesl — KasakcTaHAaFbl COHrPaNTUHT aBTOP/bIFbI
MoZenbaepiHiH TPaHCHOPMALMSACHIH Tanaay, Y>KbIMAbIK, LWbIFAPMALLbINbIKKA KeLlyre biknan eTeTiH
dakTopnapapl aHbIKTay XXaHe byn e3repicTepAiH, aH MaTepManaapbiHbIH KEPKEMAIK cMnaTTaManapbiHa
acepiH baranay. ddicmep. 3epTTey TapUXU-KOHTEKCTYaNablK Tanaay, CanblCTbipMasbl-TUNONOTUANbIK, SMIC,
MoEHUETTAHYNbIK UHTEPNPETALMA XKXOHE MY3blKaJlblK-aHaNTUTUKAIIbIK 3epTTey,u,i KaMTUTbIH NoHapasiblK
Tocinre HerispenreH. XXeke, Ayanbabl XKaHE YKbIMAbIK, aBTOP/IbIK, MOAENbAEPI TanAaHaAbl. DMIUPUKANBIK,
6a3a peTiHAe Kasipri Ka3akcTaHAablK OpbliHAAYLWbINapaAbliH (MonaaHasap, Dequine, RaiM, Ninety One
XoHe T.0.) WblFapMaLUblNblFbl KAPACTbIPbIIbIN, AaBTOP/IbIK, KYPbUIbIM, CTUAbAIK epeKLUeniKTep MeH MITiHAIK
Ma3MyH TypFbiCbiHaH TanaaHAabl. CoHpai-ak, xxahanapik MbicangapmeH (Taylor Swift, BTS, Ed Sheeran,
Beyoncé) canbicTbipManbl Wony Xyprisingi. Homuenep. ¥>KbIMAbIK, COHrPAUTUHIKE KLy My3bIKasblk,
WHAYCTpUAAaFbl XXahaHAbIK, YPLICTEPAIH, LMD PAbIK TEXHONOTMANAPAbIH, AAMYbIHbIH, XoHE ayAUTOPUSHbIH,
M3[EH TaNFaMAapblHbIH ©3repyiHiH 9CepiHEH OPbIH anaTbiHbl aHbIKTANAbI. Y)KbIMAbIK, aBTOPbIK,
dhopManapbl My3blKasblK KOHTEHTTIH 8pTYPAINiri MEH MHHOBALMANbINbIFbIH apTTbipaabl, 6ipak AblObICTbIH,
CTaHAAPTTaNybIHA Aa SKenyi MYMKiH. OH MaTepuanaapbiH Tanaay VKbIMAbIK WbFapPMaLLbUIbIKTbIH,
KOMMO3ULMS KYPbUTbIMbIHA, FTAPMOHUSNBIK, KaHE MENoAMSNbIK WeLliMaepre, COHAAN-aK MaTiHAEPAIH,
TaKbIPbIMTbIK, MAa3MYHbIHA 9Cep eTETIHIH kepceTeai. 3epTTey YKbIMAbIK, aBTOPAbIKTbIH, KasakcTtaHaafbl
COHIPaNTUHITIH AaMYblHA aWTapAblKTal acep eTeTiHiH kepceTeai. byn npouectepai TyciHy Ka3akcTaHHbIH,
My3blKasblK M9AEHMWETIH OAAH 9pi 3epTTey YLUiH MaHbI3Abl XX3He XahaHaaHy XaFaanbliHAA TYMHYCKA
KpPeaTUBTIK NpakTMKanapAbl KONAAY MEH AAMbITYFa bIKNan eTyi MyMKIH.

TyiiiH ce30ep: COHrPaWTUHT, SH, LWblFAPMaLLbIbIK, NOM-MY3bIKa, Ka3aKCTaHAbIK 3CTPaAa, My3blKasbIK,
aBTOP/IbIK, LWblFapMaLUbIfblK TaXKipubenep.

Aaiiekce3 ywiH: «Ka3akcTaHAafbl WhlFAPMALLbIbLIK 9H a3y NPaKTUKACbIHbIH, 3BOIOLMACHI: KeKe
TYNFafaH VKbIMAbIK aBTopAabikka». Central Asian Journal of Art Studies, 7. 10, No 3, 2025, 119-146 6., DOI:
10.47940/cajas.v10i3.1085

Asmopnap KonwaszbaHelH COHFbI HYCKACbIH OKbIN MaKyn0adsl aHe mMyddesnep KalilubibiFbl #OK eKkeHdieiH
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Kasimova Zulfiya, Dauit Yerlan
Temirbek Zhurgenov Kazakh National Academy arts (Almaty, Kazakhstan)

THE EVOLUTION OF CREATIVE SONGWRITING PRACTICES IN KAZAKHSTAN: FROM
INDIVIDUAL TO COLLECTIVE AUTHORSHIP

Abstract. The evolution of songwriting in Kazakhstan reflects a transition from individual authorship
to collective forms of musical creativity. Despite the active development of Kazakhstani pop music,
scholarly understanding of songwriting practices remains limited. This study aims to analyze the
transformation of authorship models in Kazakhstani songwriting, identify factors contributing to
the shift towards collective composition, and assess the impact of these changes on the artistic
characteristics of song material. Methods. The research is based on an interdisciplinary approach,
incorporating historical-contextual analysis, comparative-typological methods, cultural interpretation,
and musical-analytical study. Various authorship models—individual, dual, and collective—are
examined. The empirical base includes works by contemporary Kazakhstani performers such as
Moldanazar, Dequine, Qonyratbay Fam, and Limma. Results. The shift towards collective songwriting
is influenced by global trends in the music industry, the development of digital technologies, and
changing cultural preferences of audiences. Collective authorship forms contribute to more diverse
and innovative musical content but may also lead to standardized sound. The empirical base includes
the works of contemporary Kazakhstani artists (Moldanazar, Dequine, RaiM, Ninety One, etc.), analyzed
in terms of authorship structure, stylistic traits, and lyrical content. Special attention is given to the
comparative analysis with international practices (Taylor Swift, BTS, Ed Sheeran, Beyonce). The study
demonstrates the significant impact of collective authorship on the development of Kazakhstani
songwriting. Understanding these processes is important for further exploration of Kazakhstan’s
musical culture and may contribute to the support and development of original creative practices in
the context of globalization.

Keywords: Songwriting, song, creativity, pop music, Kazakh pop, musical authorship, creative
practices.
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Abstract. The relevance of the study is determined by the need to develop professional and creative
activity in future specialists in popular music as a key quality ensuring their competitiveness in

the modern cultural and educational space. Popular music performance requires not only technical
proficiency but also the ability for creative thinking, stage adaptability, and artistic independence.
However, higher education practice still lacks systematic approaches to diagnosing and fostering

this quality, which constitutes the research problem. The aim of the study was to identify the level

of professional and creative activity of students majoring in popular music performance through the
application of a set of diagnostic methods, as well as to determine directions for further development
of pedagogical conditions for its formation. The study objectives included clarifying the structure of
the phenomenon, selecting and testing diagnostic methods, conducting the ascertaining stage of

the experiment, and analyzing the influence of the educational environment on the development of
key components of activity. Conducting a formative experiment was not objective of this study and
remained beyond its scope. The methodological basis consisted of modern concepts of creativity and
professional training of musicians. The study employed the Kaufman Domains of Creativity Scale
(K-DOCS), the Performance Anxiety Scale for Music Students (PASMS), surveys, tests, pedagogical
observation and self-assessment scales, which made it possible to comprehensively assess the
motivational, cognitive, emotional-volitional, operational-activity, and reflective components. These
diagnostic methods were applied and adapted for the first time to students majoring in popular music
performance. Their use made it possible to identify problem areas in the development of professional
and creative activity, thereby creating a foundation for the development of a pedagogical methodology
and its subsequent implementation in further studies. The results showed that, for most students, the
level of professional and creative activity remains average, with the most significant deficits observed
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in goal-setting, stage confidence, and reflective skills. The practical significance of the study lies in the
fact that the integration of diagnostics and pedagogical support creates the conditions necessary for
training specialists capable of stage self-realization and pedagogical activity.

Key words: professional and creative activity; musical performance; professional training;
psychological and pedagogical diagnostics; creativity; stage confidence; music pedagogy; popular

music specialists.
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Introduction

In the context of modernizing public
consciousness and shaping national
identity, the task of preparing future
specialists with a high level of professional
and creative activity acquires particular
significance. Musical culture is viewed not
only as an element of spiritual heritage,
but also as an effective instrument for
fostering a creatively active personality
capable of seli-realization. The Cultural
Policy Concept of the Republic of
Kazakhstan for 2023-2029 emphasizes
the importance of supporting composers
and performers, preserving national
traditions, and engaging youth with
authentic artistic values (Cultural Policy
Concept of the Republic of Kazakhstan
for 2023-2029). Professional readiness for
creativity, personal initiative, the ability to
make independent decisions, and artistic
interpretation are key characteristics of

a modern, competent graduate of an arts
university. The need to prepare creatively

active specialists today is determined by
current global and national challenges.
Firstly, the labor market is undergoing
transformation under the influence

of digitalization, automation, and the
introduction of artificial intelligence,
requiring graduates to demonstrate
flexibility, creativity, and the capacity

for innovative thinking. Secondly,

the Kazakhstani education system is
transitioning to a competence-based
model of instruction, aimed at developing
practical, interdisciplinary, and digital
skills, as well as critical thinking. Thirdly,
there is a growing recognition of the role
of the creative industries as a driver of
economic and cultural development, which
further increases the importance of arts
education and the creative potential of the
individual. It is precisely in the process

of artistic creativity that the individual
qualities of a specialist are most fully
revealed, shaping their professional
identity, capacity for self-reflection,
initiative, and sustainable development.



President Kassym-Jomart Tokayev, in
his report at the Republican Congress of
Educators, emphasized:

“Today, the main factor is not a diploma
or certificate for employers. They value,
above all, disciplined and diligent young
specialists who are open to new knowledge
and ready to adapt to changing realities”
(Republican Congress of Educators).

This statement underscores the need

to reconsider traditional approaches to
professional training in art universities,
including a stronger focus on developing
personal maturity, responsibility, and
the ability to act flexibly in changing
professional environments.

In this regard, one of the central tasks
of contemporary higher music education
is the creation of a favorable educational
environment aimed at enabling students to
gain experience in creatively transformative
activities, through which the key
components of professional and creative
engagement are formed. As pedagogical
practice demonstrates, such engagement
is fully realized within the context of
a genuine professional environment -
whether concert, stage, project-based,
or pedagogical. It is only within such
activities that students can truly develop
a sense of professional identity, foster
initiative and responsibility, and shape
their own artistic perspective. At the same
time, psychological and pedagogical
diagnostics of professional and creative
engagement serves as a crucial instrument
for supporting this process, allowing not
only for the assessment of students’ level
of development but also for the targeted
enhancement of motivational, cognitive,
emotional-volitional, operational-activity,
and reflective components that ensure the
successiul professional formation of future
specialists in the field of popular music
performance.

An analysis of the scientific literature
indicates that certain aspects of the issue
under consideration have been reflected
in the works of various authors. These

include, for example, the creative potential
of the individual (Komenda et al.; Andreev;
Zagvyazinsky), the specific features of
developing students’ creative activity in
the educational process (Alexeyenko;
Kisimisov; Balobanova; Vyatkin), and the
issues related to the creative component of
educational content (Khutorskoy).

Various aspects of the professional
training of music teachers among
Kazakhstani music educators (Uzakbayeva,
Zherdimaliyeva, Ibrayeva) are examined in
music and pedagogical research.

Contemporary studies place particular
emphasis on the psychological and
pedagogical assessment of professional and
stage performance activity among music
performers (Cirakoglu; Sheriff).

Methods

The study was conducted at the Temirbek
Zhurgenov Kazakh National Academy of
Arts among undergraduate students of the

educational program 6B02194 “Stage Art”.

A total of 96 students participated in the
research, divided into a control group (47
participants) and an experimental group
(49 participants).

The methodological framework of
the study was based on the concept of
professional and creative activity as an
integrative personal quality encompassing
motivational, cognitive, emotional-
volitional, operational-activity, and
reflective components.

Validated methodologies and a
comprehensive set of psychological and
pedagogical techniques were employed for
the diagnostics, including questionnaires,
surveys, testing, pedagogical observation
and self-assessment scales. The primary
tools used were:

+ Kaufman Domains of Creativity Scale
(K-DOCS) - to assess the motivational
domain and creative activity;

+ Performance Anxiety Scale for Music
Students (PASMS) - to identify the level
of performance anxiety and emotional
resilience;
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+ Thematic discussions and testing - to
diagnose the cognitive component;

* Observation and interviews - to
analyze the operational-activity and
reflective components.

Results

The ascertaining stage of the experimental
work was conducted at the Temirbek
Zhurgenov Kazakh National Academy

of Arts. Its purpose was to identify the
orientation toward professional and creative
activity of future specialists in pop music
by analyzing the content of the educational
program 6B02194 — “Stage Art” and its
academic and methodological support.

At the ascertaining stage, in order to
determine the initial level of formation of
professional and creative activity among
future specialists in pop music, diagnostics
of students’ professional and creative
activity was carried out both in the course
of their educational activities and in
extracurricular activities. The experiment
involved 96 undergraduate students, from
whom two groups were formed — a control
group (47 students) and an experimental
group (49 students).

The methodology was aimed at studying
the motivational, cognitive, emotional-
volitional, operational-activity, and
reflective components of the formation
of students’ professional and creative
activity. When selecting the methodology,
particular attention was paid to the
efficiency of data processing, accessibility,
and the possibility of result interpretation.
We conducted an initial assessment of the
levels of professional and creative activity
among students in both the control and
experimental groups. The ascertaining
experiment was carried out in four stages
and was aimed at diagnosing the levels of
the aforementioned components.

[t should be noted that the division
of professional and creative activity
into components is conditional, as they
are manifested in close interrelation

in pedagogical practice. Motives are
considered complex phenomena of

the human psyche. In psychology and
pedagogy, there are no methods for their
direct measurement; they are diagnosed
through indirect methods.

The motivational component was
assessed through student surveys and
questionnaires. The methodology applied
was developed by J. Kaufman - the
Kaufman Domains of Creativity Scale
(K-DOCS) (McKay, Karwowski and
Kaufman). The questionnaire comprises
50 statements divided into five domains:
academic, daily, artistic, interpersonal,
and performance (McKay, Karwowski,
and Kaufman). Each domain reflects a
particular type of creativity corresponding
to different forms of social and professional
activity. In the present study, emphasis was
placed on the Performance domain, which
is aimed at identifying the level of creative
activity in musical and stage performance -
the professional environment most relevant
for future specialists in the field of popular
music.

Psychometric characteristics of the
K-DOCS confirm its validity and reliability
as a tool for measuring creativity across
various professional and educational
contexts, including art education. The
application of this scale makes it possible to
examine not only the presence of creative
manifestations, but also the depth of their
integration into an individual’s professional
identity.

Through responses to the following
questions:

- How confident do you feel performing
on stage in front of an audience?

- How capable are you of spontaneous
improvisation during a musical
performance?

- How easily can you express emotions
through musical performance?

- How often do you participate in
productions, concerts, or performances that
require creative input?

- How comfortable are you taking on a
leading role in group performances?



The K-DOCS method allows for
the identification of not only students’
subjective self-assessment of creativity,
but also the degree of their engagement
in creative activity. This, in turn, serves as
an indirect yet significant indicator of their
motivation for professional and creative
self-fulfillment, which makes this method
particularly valuable in the context of
pedagogical diagnostics in art universities.

The results of the survey for the
Performance domain block of the K-DOCS
method revealed that students demonstrate
a sufficiently high level of engagement in
creative activities and a strong aspiration
for stage self-realization. The majority
of respondents reported confidence
in public performances, readiness for
improvisation, and the ability to convey the
content of a musical piece with emotional
expressiveness. In addition, positive
responses to the question regarding
comfort in assuming a leading role within
a group indicate a well-developed personal
and communicative maturity, which
is essential for successful professional
fulfillment in the field of popular music
performance.

Questionnaires aimed at identifying
the motives behind professional choice
were also used for diagnostic purposes.
Examples of the questions include:

- Why did you choose this particular
faculty rather than another?

- Why did you choose the profession of a
pop music artist specifically?

- Do you plan to connect your
professional activity with the pop music
stage?

- What influenced your choice of
profession?

- What prospects do you see in this field
of study?

- How important is the opportunity for
self-realization through performing on
stage to you?

- Are you willing to teach at music
colleges in the future?

The survey results revealed the
following:

- Of the respondents, 45% answered
the question “Why did you choose this
faculty rather than another one?”, and
among them, 20% indicated that their
primary motivation was the desire to work
as a pop music performer.

- In response to the question “Why did
you choose the profession of a pop music
performer?”, 75.3% of students stated
that their motivation was to obtain a higher
education in music. 18.3% of students
admitted that they had no other choice.

- 59.4% of students consciously chose
the profession of a pop music performer
and plan to pursue a career in this field.
17.5% chose this profession out of a love
for the stage and a desire to bring aesthetic
enjoyment to their audience. 21.8 % of
students linked their professional choice
to the motivation for self-improvement and
self-affirmation. 39.9% of respondents
stated that they do not wish to work as
teachers in music colleges, considering this
profession to be both unprestigious and
poorly paid.

The study of the cognitive component
of students’ professional and creative
activity was carried out using a combination
of methods: questionnaires, analysis of
written and oral responses, observation
of the completion of theoretical and
practical tasks, as well as targeted thematic
discussions.

Special attention was paid to assessing
the quality of professional knowledge,
the depth of comprehension of the course
content, and students’ ability to generalize,
think analytically, and transfer knowledge
to new creative situations. One of the
tools used was a thematic discussion titled
“What professional and creative activity
means to me in the profession of a stage
performer”, which included the following
questions:

- In your opinion, what constitutes the
intellectual component of creative activity?
- What knowledge and skills, in your
view, form the foundation of successful

stage performance?
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- How important is it to use imagination
and associative thinking in the learning
process?

- How do knowledge of music theory and
musical analysis influence your approach to
performance?

The results of the discussion revealed
a variety of, and at times contradictory,
perceptions among the students.
Specifically, 34.7 % of respondents equate
cognitive activity with “broadening one’s
horizons™ and “interest in acquiring new
knowledge”, while 28.9% associate it with
a deliberate approach to preparing musical
material. Approximately 18% of students
believe that the cognitive component is
expressed through the ability to interpret
a musical work from the perspective of
its author and historical period, whereas
12.4% emphasize the role of memory,
analysis, and inner hearing as the
performer’s fundamental cognitive tools.

In response to the question, “What role
does thinking play in your performance
practice?” 42.6% of students stated
that thinking helps them construct the
dramaturgy of a piece and determine its
logical emphases. A further 21.3% noted
that an awareness of form and structure
allows them to feel more confident on
stage. However, 15.7 % of students found
it difficult to articulate the significance
of thinking in their practice, which may
indicate a superficial understanding of the
cognitive aspect of artistic creativity.

In the analysis of written assignments
and term papers, a heterogeneity of
cognitive attitudes was also identified.
Some students demonstrated the ability to
engage in deep reflection on professional
concepts and their interrelations,
formulating independent conclusions
based on theoretical knowledge. At
the same time, there were works that
presented material in a purely formal
manner, lacking intrinsic motivation
for inquiry, which reflects a low level of
cognitive initiative. Thus, the assessment
of the cognitive component revealed that a

significant proportion of students display

a commitment to meaningful learning,
analysis, and the expansion of professional
knowledge. Nevertheless, targeted efforts
are required to foster cognitive reflection,
analytical thinking, and intellectual
engagement as a foundation for the
professional and creative development of a
pop music performer.

To detect the level of the emotional and
volitional component of future specialists
in the field of popular music performance, a
comprehensive set of diagnostic techniques
was employed. This included tests aimed at
identifying the degree of such qualities as
persistence and independence, as well as
questionnaires and observations conducted
during stage rehearsals and performances.
In addition, the diagnostic framework
incorporated questions concerning
emotional self-control, the ability to
mobilize willpower, and to overcome
stage fright. To measure the level of stage
anxiety and the students’ emotional and
volitional stability, the Performance Anxiety
Scale for Music Students (PASMS) was
also used. This instrument comprises 24
items and is designed to assess three key
subcomponents: emotional stage fright,
behavioral avoidance, and physiological
symptoms of anxiety (Cirakoglu).

The students were assessed using
this methodology under conditions
approximating concert and examination
settings. The results obtained made it
possible to determine both the intensity of
stage fright and the degree of development
of volitional mechanisms for overcoming
emotional tension.

The testing results revealed that 63 %
of students do not organize their activities
in a systematic manner, demonstrate a low
level of self-assessment regarding their
performance in classes and examinations,
and show an insufficient level of volitional
effort in pursuing their goals. Twenty
percent of respondents indicated that they
primarily plan their learning activities
under the guidance of an instructor,



whereas 17 % of students exhibit consistent
independence, possess the ability to
exercise volitional self-regulation, and
successiully evaluate both interim and final
outcomes of their professional training.

Results of Student Self-Regulation Testing

Independent,
strang will,
good self-assessment (17%)

. Guided by teacher
b when planning (20%)

17:0%

B2.0%

Low self-assessment,
weak planning,
poar willpower [63%)

Figure 1. Results of student seli-regulation testing.

Particular attention was given to
analyzing students’ behavior in the context
of stage performance. During observations
of rehearsals and concert numbers,
signs of stage anxiety, insecurity, and
fear of the audience were recorded, as
well as strategies employed to overcome
them. Based on the survey results, it
was established that 38.6 % of students’
experience pronounced emotional tension
prior to going on stage, accompanied
by self-doubt and fear of being judged.

At the same time, 41.2% of students
reported having learned to manage their
anxiety through preliminary concentration,
breathing techniques, mental preparation,
and seli-control training. Only 12.7%

of participants display signs of high
emotional resilience and perceive the
stage as a space for inner freedom and
self-realization. Cases were also observed
in which students failed to complete the
preparation of a concert piece due to lack
of self-confidence or fear of “not coping” in
public. This highlights the importance of
developing students’ emotional regulation

skills, psychological resilience, and ability
to overcome stage stress as an integral
component of their professional training.

Emotional state of students before going on stage

High emational stability, stage as freedam I 12.7%

Caping with anklety [cencentratian, breathing, mmmm|}

Emational tension, seil-gaubt, feas of evalustion . = e

o 20 40 o0 8¢ 100
% ol students

Figure 2. Emotional state of students before going
on stage.

Thus, the emotional and volitional
component within the structure of
professional and creative activity of
pop music students requires enhanced
pedagogical support aimed at developing
perseverance, self-regulation, stage
confidence, and skills of volitional
mobilization in the context of public
performance.

During the ascertaining experiment,
the method of pedagogical observation was
actively employed as one of the primary
tools for diagnosing the operational-
activity component of students’
professional and creative activity. This
method made it possible not only to
record the behavioral characteristics of
students in the natural conditions of the
educational process but also, based on
predefined criteria, to differentiate the level
of development of key performance and
pedagogical skills.

The following indicators were identified
for observation:

— students’ activity and initiative during
practical and creative classes;

— their willingness to independently
study professional, psychological-
pedagogical, and methodological literature;

— their ability to structure learning
activities and make decisions in non-
standard situations.

A public performance, comprising the
rendition of two musical works and their
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creative interpretation in the form of a
brief analysis, held particular significance
in assessing the operational-activity
component. The narrative structure
employed Alfred Cortot’s questionnaire,
adapted for educational purposes. This
approach made it possible to record the
level of awareness, analytical thinking,
and depth of interpretation of the musical
material. The questionnaire consisted of
eight sections, encompassing biographical,
historical-contextual, theoretical, and
performance analysis:

1. Name and surname of the composer,
place of birth and death;

2. Composer’s nationality;

3. Title of the work, opus number, date
of composition, dedication;

4. Circumstances of composition,
including the composer’s own notes and
indications;

5. Form, movement, tonal plan;

6. Specific features of the work
(harmonic analysis, stylistic influences,
analogies);

7. Character and content of the work as
defined by the performer;

8. Aesthetic and technical commentary,
as well as recommendations for practice
and interpretation.

The use of the questionnaire allowed
students not only to systematize their
theoretical knowledge but also to develop
analytical and artistic thinking, as well as to
form a personal performance approach. The
students’ responses indicated that the most
challenging items were those related to
theoretical analysis and the development of
an independent aesthetic commentary. At
the same time, the students demonstrated
a high level of awareness and engagement
when addressing questions concerning the
character of the work and the historical and
cultural context of its creation.

The evaluation of performances was
carried out according to a number of
criteria:

— expressiveness and emotionality of
performance;

— meaningfulness of musical text
interpretation;

— logic and consistency of analysis;

— stage confidence and audience
engagement;

— development of performance and
communication skills.

The assessment was conducted using
a five-point scale. The results made
it possible to highlight the following
observations:

+ Students who had completed the
preparatory course demonstrated emotional
engagement and technical confidence;
however, they experienced difficulties in
delivering the material in an expressive
manner and establishing stage rapport with
the audience.

+ Graduates of music colleges showed a
high level of theoretical training, mastery of
terminology, and a logical structure in their
oral analysis. Nevertheless, in a number
of cases, shortcomings were noted in their
performance interpretation and the depth of
their stage embodiment.

Thus, the results of the observations
demonstrated that the formation of the
operational-activity component among
students varies depending on their prior
musical experience. Targeted pedagogical
efforts are required to foster independence,
stage confidence, flexibility of performance
thinking, and the ability to engage in
productive pedagogical activity.

The assessment of the reflective
component was carried out through
testing, observation, and analysis of
students’ academic activities. The
evaluation focused on such indicators
as the ability to comprehend one’s own
creative actions, identify and analyze
mistakes, draw well-founded conclusions,
and adjust subsequent activities. Special
attention was given to the manifestation of
personal reflection during the preparation
and execution of creative assignments, the
capacity for self-analysis, and the extent to
which students demonstrate a commitment
to professional self-development.



Discussion

Psychological and pedagogical diagnostics
of the level of professional and creative
activity development in future specialists in
the field of pop music serves not only as a
tool for measuring the degree of formation
of individual personality traits, but also as
an important means of their purposeful
development. The theoretical and
methodological foundations of diagnosing
professional and creative activity include
not only the assessment of motivational,
operational and activity-related, cognitive,
emotional and volitional, and reflexive
components, but also the provision of
pedagogical conditions conducive to their
holistic formation.

The diagnostic process shall meet a
number of requirements:

— systematic approach, i.e.,
compliance with the logic of developing
creative activity in professional and
performance training;

— correctness, implying adherence
to ethical standards in relation to the
participants;

— reliability, ensuring the acquisition of
scientifically grounded results;

— informative value, enabling a
comprehensive understanding of the
level of activity across various aspects of
professional practice;

— cost-effectiveness, expressed in the
optimal balance between time expenditure
and the depth of the information obtained;

— clarity, implying the possibility of
presenting the results visually in the form of
tables, scales, and charts.

According to the findings of the initial
stage of the experiment, students in both
the control and experimental groups
demonstrated a predominantly average
level of professional and creative activity
formation, regardless of their prior
experience.

The analysis of the survey and testing
results (including those conducted using
the Kaufman Domains of Creativity

Scale and the PASMS scale) revealed
that students generally recognize the
importance of creative activity in the acting
profession, yet they are not always prepared
to demonstrate it in unconventional or
public situations. Many students associate
creativity primarily with the emotional
sphere, without placing sufficient emphasis
on cognitive reflection, goal-setting, and
conscious planning of their own actions.

The students’ performances and
behavior during public presentations
demonstrated that a high level of technical
proficiency does not always correlate
with the depth of artistic and figurative
thinking or with skills of stage interaction
with the audience. This indicates that, in
some cases, the training system tends
to focus on developing certain strong
points of the students, without ensuring
the comprehensive development of their
creative potential.

Psychological and pedagogical
diagnostics of the level of professional
and creative activity require a thorough
analysis not only of students’ individual
characteristics but also of the pedagogical
conditions under which their training
is conducted. It is important to take
into account that professional and
creative activity is formed in the course
of purposeful pedagogical work, which
includes both individual and collective
forms, interdisciplinary content, as well
as reflective and stage-based practices.
The use of a comprehensive set of
diagnostic methods - questionnaires, tests,
observations, creative tasks, interviews,
and self-assessment scales - makes it
possible to objectively identify not only
the level of activity but also its qualitative
characteristics, developmental dynamics,
and each student’s “zone of proximal
development”.

Basic provisions

A Popular Music Specialist is a performing
musician whose activity extends beyond
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the framework of traditional academic
performance and is oriented toward live
interaction with the audience. Such a
specialist shall possess creative thinking
skills, flexibility in non-standard situations
of stage and pedagogical practice, as

well as embody artistic and value-based
orientations that are in demand within the
contemporary socio-cultural environment.

A musician specializing in popular
music works within a constantly changing
cultural space, where not only technical
mastery is required but also the ability
to interpret popular music as a form of
artistic expression. He/she shall be able to
adapt to audience demands, use modern
technologies, improvisation, and elements
of cross-genre synthesis, while maintaining
high artistic standards.

The professional and creative activity
of a future popular music specialist should
be an integral part of their personality
and constitute a professionally significant
personal quality, manifested in their
professional stance and determining the
direction and means of their creative seli-
realization in musical performance and
pedagogical practice.

The professional activity of a popular
music musician is directly connected with
creativity, and its specificity lies in the
synthesis of professionalism, developed
intuition, improvisation, artistry, high
spirituality, and creative individuality.

The principal types of activity for a
popular music musician include concert
performance and research and teaching
in the field of musical art (Professional
standard: “Instrumentalist performer,
teacher of musical instrument (by type)”).

Orientation of students toward
understanding their potential capabilities,
interests, and needs, as well as their
independent search for individual ways
of adaptation and self-realization in
professional activities, has determined
the formulation and study of the issue of
diagnosing the formation of professional
and creative activity of future specialists in

the process of training a stage musician.
Only such a specialist will be able to
work creatively and teach their students a
creative and active approach to acquiring
knowledge.

Conclusion

Thus, as a result of the ascertaining stage
of the experimental work, it was established
that the initial level of professional and
creative activity formation among students
in both the control and experimental
groups did not show statistically
significant differences. Despite certain
individual manifestations of creativity, the
overall level of development of students’
professional and creative activity proved to
be insufficient and did not meet the current
requirements for training specialists in a
creative-profile university setting.

The scientific novelty of the study is
supported by its results: a comprehensive
system of psychological and pedagogical
diagnostics, which included validated
methods (K-DOCS, PASMS),
questionnaires, testing, observation, seli-
assessment scales, and practice-oriented
tasks, proved its effectiveness and revealed
problem areas in the development of
professional and creative activity of students
majoring in popular music performance.
This provides a basis for the subsequent
development of pedagogical solutions and
methodologies.

The data obtained demonstrated
that the formation of professional and
creative activity does not have a systemic
or purpose-oriented character. Proper
attention is not given to the development
of this quality within the educational
process; rather, it is formed spontaneously
only within the framework of certain
types of activities. Students do not fully
comprehend the essential aspects of
professional and creative activity, possess
limited mastery of heuristic methods as
tools for transforming musical performance
and pedagogical reality. This appears in



their restricted capacity for stage self-
expression, insufficient depth of artistic and
figurative thinking, as well as a low level of
independence and creative initiative.

The use of a comprehensive system of
psychological and pedagogical diagnostics,
including validated methodologies
(K-DOCS, PASMS), questionnaires,
testing, observation, self-assessment
scales, and practice-oriented tasks,
made it possible to determine the level of
development of the motivational, cognitive,
emotional-volitional, operational-activity,
and reflective components of professional
and creative activity. It was established that
the greatest deficits are observed in the
areas of meaningful goal-setting, planning
of actions under non-standard conditions,
reflection, and stage confidence.

The use of both traditional and non-
traditional forms of classroom activities,
as well as interactive teaching methods
(creative tasks, debates, trainings, stage
sketches, group projects, etc.), brings

vitality to the educational process and
activates students’ learning and cognitive
engagement, thereby contributing to the
formation of professional competencies.
The success of developing professional
and creative activity in future pop
musicians largely depends on the
appropriate selection of forms and
methods of instruction aimed at fostering
independence, emotional responsiveness,
performance thinking, and readiness for
stage interaction.

In this context, psychological and
pedagogical diagnostics serve not only
as a tool for measuring the degree of
formation of key professional qualities
but also as an important mechanism for
their development. Its application provides
opportunities for building individual
trajectories of professional formation for
future specialists in the field of popular
music, enabling them to engage with
audiences in a conscious, emotionally rich,
and artistically expressive manner.
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MY3bIKANbIK 3CTPALA BOJIAWWAK MAMAHAAPbIHbIH K9 CIBU-LbIFAPMALLUBIbIK
BEJNICEHAINITIH KANBINTACTbIPYAbIH NCUXONOTUANDBIK-NEAATOTMKANBIK
AUATHOCTUKACHI

AHparna. 3epTTeyaiH e3eKTiniri My3blkanblk 3CTpaga 6onalak MaMaHAApbIHbIH, KCiOM-LLbIFapMaLLbIbIK,
6enceHainiriH KanbiNTacTbipy KAKETTiNIriMEH aHbIKTanaabl, 6yn onapablH Kasipri MafeHu xaHe 6iniM
6epy KeHicTirinoe 6acekere KabiNeTTiNIriH KAMTamMachl3 eTETIH HEri3ri KacueT 6onbIin Tabbinabl.
Mys3bIKanblk 3CTPafa OpblHAAYLbIAAH TEK TEXHUKANbIK, Le6epnikTi FaHa eMec, COHbIMEH KaTap
LWblFapMaLLblIbIK OMnay Kabineti, caxHanblk 6erimaeny xaHe KepKeMAiK Tayencisaik Tanan eteni. Anaiaa
XoFapbl 6inimM 6epy TaxipubeciHae 6yn KacMeTTi AMarHOCTMKaNay XXaHe AaMbITyFa Xyieni Tacinaepmin,
XKeTicneywwiniri cakTanbin keneni, 6yn 3epTTeyaiH FblibIMU MaCeNeciH TyblHAATaAb!. XXyMbICTbIH, Makcame!
— AMArHOCTUKaNbIK dAicTeMenep KeleHiH KonAaHy apKblabl 3CTPaAasblK My3blKaHT-CTYAEHTTEPAIH,
K3CiOM-LblFapMalLblIblK HenceHainik AeHreriH aHbIKTay )XaHe OHbl KaNnbINTacTblpyAblH NeAaroruKabik,
LWApTTapblH OAAH 9pi XeTiNAipy 6arbITTapbiH aikbiHAAY. 3epTTeYaiH MiHOemmepi GEeHOMEHHIH,
KYPbINbIMbIH HAKTbINAYAbl, AMArHOCTUKANBIK S4iCTEMeNepAi ipikTey MeH CblHaKTaH eTKi3yai, TYNKiniKTi
3KCNEPUMEHT XYPri3y, cOHAal-ak, 6iniM 6epy opTacbiHbiH, 6enceHAiNiKTiH, Heri3ri KOMNOHEHTTEpPIHiIH,
[aMybIHa 3CepiH Tanaayabl KamMTblabl. KanbinTacTblpyLibl SKCNEPUMEHTTI XKYPri3y OCbl 3epTTEYAIH,
MiHAETiHe KipMeai )XaHe OHbIH asiCbiHaH TbiC KaNAbl.OAiCHAMAbIK, HEri3 peTiHAe LblFapMaLlbliblK NeH
My3blKaHTTapAbl K3CibW faspnay xKeHiHaeri Kasipri 3amMaHfbl TyXKblpbiMAAManap anbliHAabl. 3epTTeyae
Kaufman Domains of Creativity Scale (K-DOCS), Performance Anxiety Scale for Music Students (PASMS),
cayanHaMa, TecTiney, nefarornkanblk, 6akpliay xaHe e3iH-63i 6aFanay Wwkananapbl KONLAHbIAbI,

6yl MOTMBALMANBIK, KOTHUTUBTIK, SMOLMOHANAbI-EPiK, ONepaLms/bIK-9pEKETTIK XaHe pedeKCUBTIK
KOMMOHEHTTepAi KelleHAi 6aranayFa MyMKiHAiK 6epgi. ATanFaH AnarHoCTvKanblk saicTeMenep anfall
peT 3CTpadanblk My3blKaHT-CTyAeHTTepre 6eiimaenin, konaaHbinabl. Onapapl nanaanaHy Kaciom-
LWbIFapMalLLblIblK 6enceHainikTi AambiTyaasbl npobaemManbik aiMakTapabl aHblKTayFa MyMKIHAIK

6epin, negarorMkanblk dAiCTEMEHI 93ipneyre KaHe OHbl anAarbl 3epTTeynepae eHrisyre Heriz 6onabl.
Hamusxenep kepceTkeHAeN, CTyAeHTTepAiH 6acbiM BeniriHae KaCibu-LWbiFapMallbliblK 6enceHainik
[eHreli opTala 60nbin Tabbinagbl, an eH aiKplH KEMLUINIKTEDP MAKCAT KOK, CaXHablK CEHIMAINIK

XKoHe pednekcus gasablnapbl cananapbiHAa aHbIKTanAbl. XKYMbICTbIH, MPAKTUKabIK MaHbI34bUIbIFbI —
[MArHOCTMKaHbI XXaHe NeaarorMkanblk Konaayabl 6ipikTipy apkblibl CaxHaAa ©3iH-63i icke acbipa anatbiH
YKOHEe Nefarornkasblk, KbI3METNeH aiHanbica anaTblH MaMaHAApAbl AaspnayFa kafnam xacay.

TyiiiH ce30ep: K3CiOU-LbIFapMaLLbIIbK HeNceHaiNiK; My3blKablK OPbIHAAYLbIbIK; K9CIOU AaNbIHAbIK;
NCUXONOrUANBIK-Nefarornkanblk AMarHOCTUKA; KPeaTUBTINIK; CaXHaNbIK CEHIMAINIK; My3bIKaNbIK,
nefaroruka; My3blkanblk 3CTpaga MamMaHAapbl.

Aaliexces ywin: AbenstaeBaXaHenb, KaicuamnboaHHuc. “Mysbikanbik 3cTpaga 6onatak,
MaMaHAApbIHbIH K3CiOU-LbFapMalLbUIblK, 6eNCeHAINITIH KanbIiNTacTblpyablH MCUXONOMUSANbIK-
nefarorvkanbik auarHoctukacsl”. Central Asian Journal of Art Studies, 1. 10, N23, 2025, 147-163 6., DOI:
10.47940/cajas.v10i3.945

Anreic: ABTopnap «Central Asian Journal of Art Studies» )ypHanblHbIH, peAaKTopaapbiHa MakanaHsbl
6acnafa faliblHAAyFa KOMEKTECKEHI YLUiH )XaHe aHOHMUMAI peLeH3eHTTepre 3epTTeyre Ha3ap ayaapbin,
KbI3bIFYLUbLIbIK TAHbITKAHbI YLLiH anfbiCbiH 6ingipeai.

ABmop KomHa3baHblH COHFbI HYCKACbIH OKbIN, MAKY10a0bl ¥aHe Mydoesnep KaKkmblfbiCbl OK 0en
MasimMoelioi.
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Kasaxckasi HaloHasbHast akajiemMust uckyceTB umeHu TemupGeka YKyprenosa (Anmatel, Kazaxcran)

NCUXONOro-NEAArOrMYECKAS OUATHOCTUKA COOPMUPOBAHHOCTMU
NMPO®ECCUOHANIbHO-TBOPYECKOW AKTUBHOCTU BYAYLWUX CNELUANTNCTOB
MY3bIKAJIbHOM 3CTPALDI

AHHOTaumsA. AKTYanbHOCTb UCCNEL0BAHMS onpenensercs HeobxoarMOoCTbI0 GOPMUPOBAHUS
npopeccMoHanbHO-TBOPYECKOW aKTUBHOCTM ByAyLIMX CNELMANUCTOB My3bIKalbHOM 3CTpadbl Kak
K/Il04EBOr0 KayecTBa, 06ecneynBatoLLErO UX KOHKYPEHTOCNOCOOHOCTb B COBPEMEHHOM KYNIbTYPHOM

1 06pa3oBaTeNlbHOM NPOCTPaHCTBE. My3blkanbHasg 3CTpasfa TpebyeT OT UCMONHUTENS He TONIbKO
TEXHMYECKOro MacTepcTBa, HO U CMOCOBHOCTM K KpEAaTUBHOMY MbILUNEHUIO, CLLEHUYECKOM aianTUBHOCTH
U Xy[L0XXEeCTBEHHOWM caMocTosTeNbHOCTU. OfHAKO B MPAKTUKe BbICLIEr0 06Pa30BaHMS COXPAHSETCS
[ePULUT CUCTEMHbBIX MOAXOLO0B K AIMArHOCTUKE U Pa3BUTUIO AAHHOMO KAuecTBa, YTo GOPMUPYET HAYUHYIO
npobnemy uccnenoBaHus. Lless paboTbl 3aK1t04aNach B BbIIBNEHUU YPOBHS MPOPECCUOHAbHO-
TBOPYECKOM aKTUBHOCTU CTYAEHTOB-3CTPAAHbIX MY3bIKaHTOB NMOCPEACTBOM MPUMEHEHUS KOMMIeKca
[MArHoCTMYeCKMX METOAMK U B ONpefeneHny HanpaBneHui Ans ganbHenwen paspaboTku
nefarorMyeckmx ycnoBuii eé opMmMpoBaHus. 3a0ayu UCCNef0BaHNUS BKIKOYANU YTOUHEHUE CTPYKTYPbI
dheHoMeHa, noabop 1 anpobaLmio AMArHOCTUYECKMX METOAMK, MPOBEAEHNE KOHCTAaTUPYHOLLErO

3Tana 3KCNepUMEHTa, @ TaKKe aHaNM3 BAUSAHUS 06pa30oBaTeNbHOM Cpeabl HAa PAa3BUTUE KITHOUEBbIX
KOMMOHEHTOB aKTUBHOCTU. [IpoBeaeHNe GOpMUPYHOLLErO SKCNEPUMEHTA HE SIBASNIOCh 334a4ei AAaHHOMO
UccnenoBaHMs M 0CTaBaNoCh 3a ero paMkaMu. Memodosio2uyeckyto OCHOBY COCTaBWUM COBPEMEHHbIE
KOHLEMNLUMU KPeaTMBHOCTU U NPOPeCCUOHANbHOM NOAMOTOBKM My3blKaHTOB. MpumeHanuce Kaufman
Domains of Creativity Scale (K-DOCS), Performance Anxiety Scale for Music Students (PASMS),
aHKEeTMPOBaHWe, TECTUPOBaHWe, Nefarornyeckoe HabaaeHNe 1 CaMOOLLEHOYHbIE LIKaSbl, YTO MO3BOANIO
KOMMEKCHO OLLEHUTb MOTUBALMOHHbIN, KOTHUTUBHBIW, SMOLMOHANbHO-BOIEBOM, ONEPaLLMOHANBbHO-
[eaTeNbHOCTHbIV U pedneKCUBHbINA KOMMOHEHTbI. [laHHble AUAarHOCTUYEeCKUE METOAMKM BNEpPBble

Obl1M a8aNTUPOBaHbl U MPUMEHEHbBI K 06YyYaroLMMCA-3CTPAAHbIM My3blKaHTaM. MX MCnonb3oBaHUE
NMO3BOMNO BbISIBUTb MPOBIEMHbIE 30HbI B Pa3BUTUM NPO(ECCUOHANIbHO-TBOPYECKOM aKTUBHOCTU U TEM
CaMbIM C034aTb OCHOBY 415 pa3paboTku Negaroruyeckoit MEeToaAMKMU U e€ NoC/IeyoLero BHeApeHUs

B JaNbHEeMLWMX UCCNenoBaHusX. Pe3ysiemamsl NoKa3anu, 4to y 60NbLUMHCTBA CTYAEHTOB YPOBEHD
npopeccMoHanbHO-TBOPYECKOW aKTUBHOCTM OCTAETCSA CPeLHUM, MPU 3TOM Haubonee BblpaXKeHHble
[eduUUTbI BbiSBAEHbI B Chepax LienenonaraHums, CLEHUYECKOM YBEPEHHOCTU U pedneKCUBHbIX

yMeHUi. MNpakTnyeckas 3HaUMMOCTb PabOoTbl 3aK/IOYAETCS B TOM, YTO MHTErpaLms AMArHOCTUKK U
nefarorMyeckoro CoNpoBOXAEHUS CO3LAET YCI0BMS ANS MOAFOTOBKM CMELMANUCTOB, CMOCOOHbBIX K
CLeHMYECKoM caMopeanusaLmm 1 nefarornieckoin aesaTenbHOCTy.

Knrouessie cnosa: npodeccMoHanbHO-TBOpPYECKas akTUBHOCTb; My3blKa/lbHOE UCMOIHUTENbCTBO;
npodeccMoHanbHas NOAroTOBKA; MCUXON0ro-neAaroryeckas AMarHoCcTuMka; KpeaTMBHOCTb; CLEeHUYeckas
YBEPEHHOCTb; My3blKaibHasi MeAarornka; CeLmManmucTbl My3blKasbHOM 3CTPaabl.

Ana yumupoearus: XaHenb, Abenstaesa sxaHe Kaicnan MoaHHuc. “Tcuxonoro-negarormyeckas
[MarHocTmka copMMpoBaHHOCTM NPOdECCUOHANbHO-TBOPYECKOM aKTUBHOCTM ByAyLIMX CNeLuanncToB
My3blKanbHOW 3cTpaabl”. Central Asian Journal of Art Studies, 1. 10, N23, 2025, c. 147-163, DOI: 10.47940/
cajas.v10i3.945

bnazodapHocmu: ABTOpbI BbipaxatoT bnarogapHocTb pesakumm «Central Asian Journal of Art
Studies» 3a noMoLLb B NOArOTOBKE CTaTbM K NyBAMKALMM, @ TaK)KE aHOHUMHbBIM pELLeH3EHTaM 3a
BHMMAHUWE U MHTEPEC K UCCeLO0BAHMIO.

Aemopbl npoyumanu u 0006punu OKOHYAMebHbIl 8apUAHM PyKONUCU U 3a88/1510m 06 omcymcmeuu
KOHIUKMA UHMepecos.
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12TemipGek Kyprenos arbinarsbl Kasak yiITTbiK eHep akajeMHsiChbl
(Anmarsi, Kazakcran)

AHpaTna. 3aMaHayv MafieHW opTa ASCTYPAi My3blKablK MypaHbl Kabblnaay MeH >KaHFbIPTYAbIH XaHa
TaXipnbenepiH KanbiNTacTblpbin, ThIHAAYLbIHbIH, CAHACBIHAA OHbIH, TYp/AeHy NpoLecTepiH 6enceHaipeai.
Makanana Kasak, 3THO-(h0oNbKA0PAbIK My3blKachl TYPFbICbIHAA XaNbIK, LbFApMAaLUbUIbIFbIHbIH, KUeni,
CUMBONLbIK XXHE dye3/i-bIpFakTblk KOATAPbIHbIH, CAHAbIK aYAUTOPUSHbIH, YMITIHE KQHLIANbIKTbI

Call KeneTiHi KapacTblpbliaabl. 3epTTeYAiH MakKcaTbl — ASCTYPAi My3blKaHblH, M3AEHU ©3EKTiNeHYiHe
bIKMan eTeTiH CaxHanblK XaHe Bykapanblk aknapaTt KypanaapbiHAa KepceTiny TETIKTEPiH aHbIKTaY.
ojicTeMe MaAEeHU aHTPOMOOIUS, apT-MeEHEIKMEHT, My3blKaTaHy XaHe Meaua Tanaay aficTepiH
KaMTUTbIH NaHaparnblK Ke3Kapacka Heri3genreH. IMIMpuUKanblk 6a3a sTHUKanNbIK 3NeMeHTTepAi

Kasipri >xaHp/blk aHe BM3yanapl dopMaTTapsa BipikTipeTiH 3aMaHayM Ka3akCTaHabIK My3bIKabIK,
»o06anapabiH, kerctepiHeH Typaapl. Katbicylwbinapabl 6akpinay, BU3yanapl xxaHe AMCKYPCUBTI Tanaay
dAicTepi KONAaHbINAAbI. 3EPTTEY 3THO-MY3bIKaNblK, MypaHbl KOPCETY/AiH, HEri3ri 3MOLMOHaNabl-
BM3yanabl KOATAY, CAXHanbIK, OyaaHAACTbIPY XaHe Meana-barbiTTanFaH NpoMoyTep NpUHLMNTEPIH
6enrineni. ApT-MeHemKMEHT A3CTYP MEH OHbIH 3aMaHayu MHTEPNpPeTaLMAChl apacbiHAAFbl HEri3ri
nenpan petinae 6enrineHreH. MpakTMKanbik MaHpI3bl — STHUKANbIK My3blKaHbl KabblnAayabIH XaHa
dopManapblH eckepe OTbIpbIf, OHbl CaKTay MeH TaHbIMan eTyAiH TMIMAI cTpaTernsnapbiH a3ipaey
MYMKiHAIriHoe. 3epTTey A3CTYpAi eHepaiH MaaeHM BeliMaenyiH TyCiHyre ynec KocCbin, MOCTKONOHUANAbIK,
XBHE LMDPAbIK KOHTEKCT XaFaaiblHAQ My3blKanblK MypaMeH LblFapMaLUbI/blK 633apa apeKeTTecy
yArinepiH ycbiHanbl. 3epmmey Homusxenepi: 3epTTey 6apbiCbIHAA 3THO-MY3bIKasbIK MypaHbl CaXHanbIK,
TpaHchopMaLmanayablH, HEri3ri cTpaTernanapbl aiKpIHAANAbI: SMOLMOHANAI-BU3Yan bl KOATAY,
XaHpnblK ByAaHAACTbIPY XXaHEe Meauna apkbinbl inrepinety. TeiHAapMaHAAPAbIH KabbinaaybiHa XyprisinreH
cayanHaManap »actapAblH, 3THO-My3blkaFa 3aMaHayn GOpMaTTap apKplbl Kbi3bIFYLUbIbIFbI APTbIN Kene
YKaTKAHbIH KOPCETTi.



TyiiiH ce30ep: 3THO-DONBLKIOPABIK, My3biKa, A3CTYPJi Mypa, 3aMaHayM TbIHAAYLUbI, apT-MEHEIXKMEHT,

CaxHanblK TpaHcdopmaums, MaaeHun beiimaeny.

Aaliexces ywin: Mycabaes Kyar, IHkap XaM3uHa. “3amMaHaym TbiHAAYLWbIHbIH, KaBblNAAYbIHAAFbI
[9CTYpi My3blKanblK MypaHblH TpaHcdhopMaumscel”. Central Asian Journal of Art Studies, .10, N2 3, 2025,

164-179 6., D0I: 10.47940/cajas.v10i3.1090

Asmopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KaliliblbIFbl HOK

eKeHOieiH Manimoelioi.

Kipicne

MeH »KahaH/IbIK KOMMYHHUKAIUSIIBIK
yAepicTep KaraakblHa I9CTYPJli OHe P
cakray, KepceTy »KoHe Kaobliay
MaceJiesiepi epekiile MaHbi3Fa He. Aran
alTKaH/Ia, Ka3aKThIH A9CTYPJli 3THO-
(OJIBKIOPJIBIK My3bIKAChI MOJIEHH
MYPaHbIH MaHbBI3/Ibl Kypamaac 6ediri
peTiHe TePEeH KoHEe »KaH-KaKThl Tajayibl
KaKeT eTeTiH »KaHaila 6arbiTtap, Tapaty
apHasapbl MeH KaOblI1ay dflicTepiHe
OelliMiesy KaxKeTTisliriHiH aJibIHAA TYP.
Kagipri TeiHayibl »kai FaHa MoJieH!
OHIMJIe P/l TACCUBTI TYTBIHYLLBI €MeC,
6eiiHesiK, SMOLMOHAJIIBIK XKoHe LU PJIbIK
aCIeKTiJep apKbI/IbI 1a apajacaTbiH MOJICHH
npouecTepiH 6esceH i KaTbICylIbIChIHA
allnaszbl. bya xxarnail My3biKaHbl
KaObl/1ay/IblH JKaHa TaxKipHOeciH
KaJIblITacThIpy/la LIeLyLli peJ aTKapaTblH
MYJIbTUMEIUSIIBIK M1aT(opmasiapibiH
MaHbI3/IBLIBIFBIH KopceTesi. OchbiFan
OallJlaHbICThI 9pPTiCTep MEH apT-
MeHe/LKepJiep A9CTYPJi My3blIKaJlbIK
MypaHbI CaKTaK aJaThlH, OHbl 3aMaHayH
ayIuTOpHsAFa KOJLKETIMIL 2KoHe MasMyH/IbI
eTe a/J1aTblH HHHOBALUSJILIK OeHHes ey
CTpaTerusiapblH 93ipJiey KaXKeTTijiriHe
Tan 60J1bI OTbIP. JlocTyp i My3bIKaHbl
3aMaHayd KOHTeKcTe KailTa KapacTblpy
OHBIH TapHUXU MaHbI3bIHAH 6AC TapTY/bl
OinipMeiii, Kepicinuie oTKeH MeH OYTiHHIH,

ﬂylﬂaMMKaﬂbm ©3repeTiH MojIeHH opTa

JIMAJIOThIHBIH KaHa hopMaJiapbiH Kypy/ibl
Ko37eii. bys npolecte apT-MeHeKMEHT
MOJICHH OHJIPiCTi OacKapy/la KoHe My3blKa
KaOblJIIaHATbIH SMOLIMOHAJ/IBI 2KOHe
KOPHEKI OpTaHbl KAJIbINTACTLIPY/1a OPTAJIbIK
peJ aTKapasibl.

By makananbii MakcaThl — Kagipri
ThIH/IAYLIbLIAP CAHACBIHAA IDCTYPJI
My3bIKaJIbIK MypaHbl KaOBIIIAY/IbIH
TpaHchopMalUsiChiHA erKel-TerKe
TaJljay »Kacar, COHbIMEH KaTtap J9CTyp
MEH 3aMaHayH ayJIMTOPHUs apacbiHIAFbI
THIMAI AHaJIOrThl KAMTAMAaChI3 eTeTiH
OacKapyLIblIbIK, 9CTETHKAJBIK KoHEe
KOMMYHHUKALUSJIBIK TOCIIAEPi aHBIKTaY.
Bys 3epTTey noH petiHie apT-MeHeLKMEHT
Y1LIiH MaHbI3/Ibl 2KoHe Kahaunany
JKaFaibiHIa MOICHH MypaHbl CakTay MeH
lIrepisieTyliH MaHbI3ABLIbIFbIH APTThIPY
VLLIH J9CTYPJli My3blKaJIblK MypPaHbl Ka3ipri
MOJEHH KOHTEKCTKe COTTI KipiKTipy yLUiH
naniananyra 60JiaTbiH CTpaTerusaapibl
AHbIKTayFa OarbITTaJIFaH.

Kasipri rymanurapJbik Gijimaeri
My3bIKaJIbIK Mypa STHHKAJIbIK TONTbIH,
TAPHUXH KOHE KOPKEMJLIK Ka/IbIH OisiipeTiH
TYpPaKThl 3THOMOJIEHH TaxKipuOeJep/liH,
JbIOBICTBIK (hopMasiap/biH, OPbIHAAYLIBIIBIK,
JIOCTYPJICP/LiH 2KoHE PUTYAJIbIK -
(byHKLMOHAJIBIK YJTiIepAiH XKUBIHTBIFbI
perinze Tycingipiseni (Herrn 54). On
JILIOBICTHIK MOTiH/i FAHA eMeC, MaFrbIHaJIap
XKyHeciH, KYHABbIIBIKTap/ibl, MU(oJoreManap
MeH YKbIMABIK TYJIFaHbl KAMTH/IBI.
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KazakTbiH 19CTyp /i MojIleHUETI »KaraaibiHaA
My3blKa €H aJllIbIMeH FYPBINTHIK iC-
9peKeTTepMeH, aJIeyMeTTiK MHCTUTYTTapMeH
(To#, ac, xKapacnas), KueJii KyHTizoe

JK9HE ypraKTrap apacblHAAFbl MOJICHUETTi
JKETKi3y KbI3MEeTiMeH ThIFbI3 OalIaHbICThI
aybI311a KaHe JIbIOBICTHIK JKyHe peTiHie
KaJsibinracthl. YKeke 6asinay (2kbip, Tepme ),
acnantblK HMIMPOBU3alUst (KYH ), BOKAJJIbIK
MMITPOBU3ALIUS 2KOHE STHKAJBIK 2KaTTay
CUSIKTbI TypJiepi 6acbiM 6odiibl. Jlerenmen,
Ka3ipri MojIeH! Karaania 1acTypi
KaOblyI1ay KoHe »KeTKi3y opmaJsiapbl
afiTapJblKTal e3repicrepre yubipayaa.
JocTypJaii My3bika »KaH/pl, CaJT-19CTypre
6ail opblHIay KOHTEKCTiH/IE eMec, IIDPIIbIK
nsiatdopmaJiap, caxHajblK KOUbIbLIMAAD,
(ecTuBab opMaTTaphl KoHe HeiiHe Tacna
CBIH/Ibl Me/IMallHUsIIaHFaH apHaJiap apKblJbl
kabblianapl (Paiic 36). Ocbinaiiiia,
(PyHKIHOHAJIBIK IAPTThl GOJMbICTAH
pernpe3eHTaTHBTI MOZEJIbIe KoLy XKypedi,
MYHJIa MY3bIKaJIbIK LLIbIFapMa BU3yaJl/bl
JKoHe OasiHiay KOHTEKCTiH/Ie eHTi3ijiren
MaJleHH apTedakT MopTebecine ve 6oJajbl.
Bya my3bikasblK MypaHbl Kabbliaay
VJITIJIEPiH KaHTa KapacThIpy KaXKeTTiJliriH
aJlJIblH aJ1a aHbIKTalabl. Byrinri Tanna oq
03iH-0631 KAMTAMachl3 €TeTiH KO/ PeTiHe
eMec, BU3yaJn3alusHbl, IpaMaTyprustHbl,
IMOLMOHAJIB! TAPTBIMABIIBIKTbI, COHAH -
aK, yaKbITIIA yKOHE bIPFaKThl OeliMaesyi
KAMTUTBIH MeJila KeHICTIKTIH 3JeMeHTi
petinje Kpiamet etejii. KaGblinay
MyJIbTUMOJIAJIb/IbI CUITaTKa ue 6oJtya:
Kasipri ThIHAAYLIbLl MOJICHH 6HIMMeH 6ip
MesriJijie ecTy, KOpHEeKi, SMOLMOHAJIb
JKOHE KOHTEKCTIK apHaJiap JeHrerinue
apekertecesi. CoHbIMeH 6ipre, MoJeHH
KY3bIPETTiJiK LIeri ToMeHAeHai — Kabbliaay
JKaHpJIap/blH, CEMAHTUKACBIH aJIbIH

aJia Oiyzi KaxkeT eTrei, Oipak HaKTbl
KOPCETiJIIM MeH SMOLMOHAJIIbI KATBICY/IbI
KaxkeT etesli. MyHna xarnauiapaa
My3bIKaJIbIK MypaHbl TPAHCSALHUsIAY

JKoHe OellimMaey npouecTtepin
MHCTUTYTTAH/IbIPBIJIFAH 6aCKapy KazKeTTiJiri
TybIHAAHbL. APT-MeHeLKMEHT casachl 63
Ke3eriH/e MOJICHH casicaT 3J1eMeHTTEPiH,

LIbIFapMallbLIbIK cajajap MeH Meana
KOMMYHHKaLUSIaP/ibl KAMTUTbIH
NoHapaJIbIK »KyiHe peTiHie KaJbITacaibl.
OHbIH yHKUMSsIAPBI iC-1apaJap/ibl
YHBIMIACTBIPYMEH 1LIEKTEJIMEN]Ii, COHbIMEH
Kartap, ayJIMTOPUsIMEH CTPaTerUAJIbIK
JKYMBICTbI, OHIM/Ii 1yPbIC NO3ULLUSIIAY/bI,
OeliHeJsIey TiJIiH 3aMaHayH Tasanrapra
OeliMeyi xkoHe T9CTYPIiH CUMBOJIIBIK
KanuTaJsblHa THIMi OACIIBIIbIK €Tyl
Kamtibl (Ospanova, Jumaniyazova

1790). Marepuaibik emec MoJieHH Mypa
caJslacbIH/Iarbl apT-MeHEe/LKMEHT e3repmeli
MOJIeHH JIaHIaTTa My3bIKaJbIK MypPaHbIH
TYPaKTbl KaHFBIPTBIIYbIH KAMTaMachl3 eTill,
Ma3MYHHbIH TePEHJIITIH cakTakabl XKaHe 6ip
Me3riJiie 3aMaHayu ayJAMTOPHUSAHDIH, YMiTiHe
cofikec mitiHai OGefimaeriai.

oaictep

Bys 3epTTeyin oflicHamasnbIk Herisi
KA3ipri MoIeHH OPTA KOHTEKCTiHIe

Ka3aK My3bIKaJIbIK MyPaCbIHbIH,
TpanchopmMalusIaHy npollecTepit xKaH-
JKAKThI 3€pTTeyre MyMKiHIiK OepeTiH
MOJIEHH aHTPOTOJIOTHSI, My3bIKaTaHy,
apT-MEHEe/LKMEHT XKoHe MeJa-Tasiay
KypaJiiapbiH OipiKTipeTiH MoHapaJblk
Ke3Kapac 60JbI TabblIaIbl. 3epTTeY
MaKcaThl — 3THO-(OJbKIOPJBIK
My3blKaHbIH yKaHa ayJUTOPHsl TaparblHaH
KaOblIIaHybIHA acep eTeTiH Gerimaey
TeTikTepiH aHblKTay. Canasblk Tajaay
eHOepiHe KaThiCylibliap/bl Oakbliay,
KeHC-CTau, BU3yaJ /bl - CEMaHTHKAJIBIK
TaJsl1ay KoHe MeJia KeHICTIriH Tasauay
alicTepi KOJJIAHbLIbL. 3ePTTEY/IiH,
SMIMPHKAJBIK HeTidi 1ocTypati hopmaliapibl
KaiTa KapacTblpyMeH OeJICeH/Li }KyMbIC
iCTEUTIH 3aMaHayu Ka3aKCTaHblK,
My3bIKaJIbIK yKoOaap, COHbIH, illliHIe
»)eke opbinaayiibl ARO, «Step sons»
TOObI 2KOHE ITHUKAJBIK JIbIObICTAPMEH
TaxKiprbe XKacalThlH 6acKa ToyeJci3
opblHAayUIbLIAP/AbI Kypa#abl. by kellictep
KA3aKTbIH MY3bIKaJbIK OOJIMBICBIHBIH
3aMaHayH »KaHPJIbIK - CAXHAJIbIK 2KoHe
MdpabIK hopmaTTapra caHasbl



TYPAE Kipiry KpUTepHli, COHIaN-aK,

MeJlia caslaChIHAAFbl 2KoHEe ThIHAAYLIbI
ayIuTOpUsiIaFbl peakliust JoperKeci
HeriziHae TaHIaNbIN ajbiHajbl. CaHIbIK
nuatdopmasapna (YouTube, Facebook,
TikTok »kone 1.6.) TapaTbliaTbIH KaH/IbI
OpbIHAayJiap, OCHHEKOHTEHTTEP JKoHE
KOHLLePTTiK (hopmaTTap My3bIKaHT MeH
3aMaHayu ayJIMTOPHUs apachlHaa AeJiaJ
peJiiH aTKapaThIHALIKTaH OJIapFa epeklie
Haszap ayznapbliaipsl. KepHeki wetimaepre,
CaxHaJIbIK MiHe3-KYJIbIK MeH A9CTYPJIi
dyeHJIep/li KopceTy KOHTEKCTTepiHe Tasjiay
JKYPri3idiil, KOpHeKi 2KoHe SMOLUOHAJIIbI
acep eTy/iH Heri3ri cTpaTerusiapbiH
aHbIKTayra MyMKiHzik 6epi. Meaua tannay
Ka3aKCTaH/bIK My3blKa CaXHAChIHIAFbI
3aMaHayM TpEeHATeP/li KAMTHTBIH YJITThIK
KoHe xasbiKapanablk BAK (Euronews,
Qazinform, The Diplomat) 6acblibiMaapbi
3epTTeyi KaMTbl/bl. TeopHsiJIbIK
arnmnaparrieH »KyMbIC iCTey Ke3iHze
My3bIKaJIbIK JI9CTYP/li KOpLIAFaH OPTaHbIH,
e3repyiHe cesimraJl allbIK XKyHe peTiHae
KapacTbIpy/ibl YCHIHATBIH 3THOMY3bIKaTaHy
KJIACCUKTEPiHiH, COHbIH, illinae bpyHo
Hertn men Tumortu PaiicTbin enbekrepi
nainananbliibl. MysblKasblK MypaHbl
KaObl1ay/ibl TaJ1ay MOCTKOJOHHAJIBIK
TEOPHS XKoHe MoJIeHH OeHimMIesTy TEOPHUSICHI
MPU3MaChl apKbL/IbI IEKOJOHU3ALIHS 2KOHE
»Keke 6achlH BU3yaJlibl Kanta popmaTray
KOHLIENIMsICbIHA Oaca Haszap ayaapa
OTBIPBII XKYPri3ijiti. ApT-MeHePKMEHTTIH,
JIDCTYp MeH 3amaHayu opmarrap
apacblHJarbl I9HEKeD peTiHaeri poJine,
COHJIal-aK, MAJICHU OHIM/Ii TYPaKThl
JKBIJDKBITYFA OaFbITTa/FAH CTpaTEerusira
epekilie Ha3ap ayaapblaajbl. YJATThIK
MdJICHH KOAThI KalTa Kapayra »KoHe
yKaHapryra OarbiTTasnran KasakcTaHHbIH
MEMJIEKETTIK casicaTbl KOHTEKCTiH/Ie
3epTTey KochbIMILIA MaHre He 6oJ1apl.
Ocblyiaiiia, XKyMbICThIH d/licTeMeci AbIObIC
nieH OelHeHi TaJiayra FaHa eMec, COHbIMEH
Kartap J9CTypJli My3blKaHbIH 3aMaHayH eHep
KEHICTiriHae eMipileH O0JybIH KAMTaMachl3
eTeTiH MOJIeHH AeJIAJBIK CTPAaTerusJiapabl
3epPTTeyre Heri3fe/re .

Nikipranac

Kasipri MojieHH KeHicTiK MaTepuaJipiK
eMec MaJIeHH MypaHbl KaObliay,

Taparty »KoHe TYCIHAIPY TeTIKTePiHiH,
TpaHcopMalysaIaHybIMEH CHTIATTala/lbl.
OcChbIHbIH asiChIHA apPT-MeHEKMEHT
VUBIMJIBIK PECYpC peTiHje FaHa eMec,
COHBIMEH KaTap, 19CTypJi popmasap/abiH
ThIHAY LI bLIAPAbIH, 2KaHa YpIarbl YLIiH
KOJIalJIbl 2KOHE MarblHAJIbl KOHTEKCTKE
OTYiH KAMTAMAacChl3 €TeTiH MJJCHH
cTparterus peTinje je apeket erei. bys
TpaHcOpPMaLUSIHBIH HeTi3ri GarbITTapbIHbIH
Oipi 2KaHPJIbIK OyAaHIACTBIPY — IOCTYPII
JbIOBIC MaTepHAJIbIHBIH 2JIEMEHTTEePiH
3aMaHayH CTHJIbIIK KaObIKllIara

MaKcaTThl Typjie eHridy. by toxxipube
MOJICHH KOATAP/bl CaKTayFa MyMKIiH/iK
6epelli, CoHbIMeH Oipre, ojap/pl Kagipri
Kaobliay hopmMaTTapbiHIa KOJLKETIMII
etesi. YKaHpablk Oy1aHaaCcTbIPYIbIH Gy
TEHJICHUMACH] MOJICHH KOATHI CaKTar

KaHa KoMMa#, OHbl U PJIBIK JIOYipaiH
3CTEeTHKAJIbIK CypaHbICbiHA Gelimueyre
YMTbIJIATbIH Ka3ipri KazaKCTaH/IbIK
opTicTepaiH ToxKipuOecinae KepiHic

TanTbl. AyMOBU3YaJ bl KOUBIIBIMAAP/IbIH
CTPATErusJIbIK TYPFbIIa KYPbIJIFaH
dopmanapsl, Tapaty niaatdopmasnapbiH
nanianany xoHe I19CTypJli 3JeMeHTTepMeH
(oyeH, bIpFaK, acmanTbK cyleMeJiey)
Ma3MYHJIbl 2KyMbIC apKblJIbl OpbIHAAYLIbIIAP
9THO MYy3bIKaHbl 03€KTi MeHa

eHiMre ailHaJabIpaabl. TeMenae apt-
MEHEPKMEHTTIH Ka3ipri MoJIeHH opTa
KOHTEKCTIHJIE I9CTYPJ1i MY3bIKAJIbIK MypPaHbl
KaObLIAAyAbl TYPJEHAIpyre Kasal bIKIaJ
€TeTiHiH KOPCeTEeTiH OCbl CTPATETUAHDI
ToxKipubesie XKy3ere acblpy Karaaiaapbl
OepiJsreH.

«Steppe Sons» ko6ackl AnMaTbina
2018 xblnnan 6epi 6esceHi XKymbic icten
KeJie 2KaTKaH 9THO-pKa3 OarbITbIHIAFbI
dopmauus peTiHie KanblnTacThbl.
MysbikaHTTap YJATTBIK acrantapibl —
JIoMOBIpa, KOObI3, IAHKOOBI3 KaHe T.0.
JUKa3 UMIIPOBHU3ALlUsIapbl MEH 3aMaHayH
eHjieysiepi yisectipeni. bys cuntes
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Ka3aKTbIH MOJICHH KOJIbIH CaKTayFa,
COHbIMEH Oipre, OHbl MMIPOBH3ALHS,
KOPKEM LIbIFAPMaLIbIBIK 2KOHE Y2KbIMIBIK
My3blKa MaHpI3/ibl 60J1aThIH JPKa3

JIDCTYpiHe aliHaJIbIpyFa MyMKiHIK Oepei
(YouTube 2021). Ton xkyiieni Typae Teatp
caxHaJ/lapblH/la eHep KepceTeli — MblcaJbl,
LaBohéme teatpbinaa (Anmatbt), o
My3bIKaHbl BU3yaJJIbl 3 heKTiiepMeH xoHe
XopeorpadusMeH yHaecTipeTiH 3aMaHayn
9THO-JKA3 KOHLEPTiH yebiHpl (Facebook
video 2019). by ic-mapanapabin
APXUTEKTYPAChI, COHBIH, ILIIHAE KEHICTIKTIK
caxHaJsiay, KapblKTaHAbIpy LIeliMaepi
JK9HE JIbIOBICThIK HHKEHEPHST — 3THUKAJIbIK
epeKLLIeJIKTI 3aMaHayH caxHaJlbiK OHep
NpU3Machl apKblibl alajbl. KobaHbiH
apT-MEHELKMEHTTIK CTPATerUACH] KeJleci
KypaJiap/ibl KAMTH/IbI:

e peniepTyap 60MbIHIIA KypaTOPJIbIK,
JKYMBIC (XaJIbIK 9yeH/IepiH OHJIeY JKaHe JKa3
(hopmackiHa acnanTbik Gelimuaey );

* OTKi3y OpbIHAAPbIH YABIMIACTBIPY
(6anama TeatpJsap, TeaTpJiblK KOHLEPT
3aJ11aphl );

e xopeorparapmeH, bIObIC
MHXKEHepJIepiMeH 2KoHe OelHeJIeyLLi
cypeTiliJiepMeH MaHapaJiblK
bIHTBIMAKTACThIK;

* OHJIAWH Xa0apJIaHabIpyabl, TiIKeJIeH
OeilHe Tycipy/li »KoHe apHaJiap apKblJibl
TapaTyjibl Koca aJraHia, MeadaHbl
KoJsziay. 2025 »kblabl AiMaThl KanachiHaa
»KoHe oHslalH-TIaTdhopmanapiaa Steppe
Sons uiblirapmMalbLIbIFbIH KaObligay
6oribiHIIA cayanaHama »xkyprisiaui (N=150).
CayasiHamayia ThiHIapMaHIap/IbIH 2Kac
Kypambl, OiJliM JieHreii, My3blKaHbl TYTbIHY
apHaJiapbl, WbIFAPMAlLIbLILIKTHI Haraay

2KoHEe 5MOUMAJBIK acepﬂepi KapacCTblIpblJIIbI.

JKunanran masiimertep Tomenzeri
rpauKTepie YChIHbIIFaH.

CayaJsinama HOTHKeJIepiHiH,
CHIIATTaMachl:

1 -cyperre Steppe Sons
ThIHapMaHIaPbIHbIH, 2Kac KypaMbl
kepcerisireH. Kepin oTbipraHbiMbl3aai,
ayMTOpUAHBIH O6acbiM OeJliri — KacTap:
16-24 ac apasbirbinaarsiiap — 48%,

MacTapabiH Xac KypambiHbIH, yneci

5% 45+ mac

10% 35-44 sac %

48% 16-24 wac

37% 25-34 ac

1 cyper. JKacrapabiH »Kac KypaMbIHbIH, yJeci.
ABropJibiK cayasnnama aepekrepi (Anmarsl,2025)

Steppe Sons wrrapmawmanirnd Garassy

JD crU 4

FATTHI, ACNANTAPASH, HoHpAEE,
KOAAHBIAY BusoHaacTapy (THo
+ Awoz)

Myzmka aprsinm
KO30BK MBASHUETIH
TaHEn Biay

2 cyper. Steppe Songs mibIFapMamibIIbIFbIH
GaraJjay. ABTOpJIBIK cayajHaMma epeKkTepi
(Anmarer, 2025)

PecnoHABHTTEPAIH,
nadmas

a6k

a IMOUKOHOAABIE
= ¢ acep

3 cypet. IMOLHANBIK acep. ABTOPJIBIK cayaHaMa
nepekrepi (Anmarer, 2025)

25-34 xac apaabirbigarsiap — 37 %. By
KOpCeTKilll aHCaMOJIbJIiH I1IbIFapMaIIbLIbIFbI
eH aJlIbIMeH »kac OybIiHFa GarbITTaaFAHbIH
YKOHE 0J1ap/IblH My3bIKaJIbIK TaJFaMbliHa
CoMKeC KeJIeTiHiH JIpJies el .

2-cypeTTe ThiHIapPMaHIAP/IbIH,
LIbIFAapMalIbIIBIKTBI Oarasay eJiiemjepi
Gepinren. Pecnionnentrepin 69 %-bi
VJTTBIK acrnanTap/ibiH, KOJAaHbLITybIH
epekKile KyHIbIbIK PETiHIe aTarn
oTKeH, asl 74 %-bl 3THO MEH JLKA3/bIH,



YKaHPJIbIK OyIaHAaCybiH YThIM/IbBI JIe
6aranaran. CoHbIMEH KaTap, cayajHamara
KaTbickannapabii 52 %-bl Steppe
Sons 1iblFapMalbIIbIFbl apKbIJIbl Ka3aK
MOICHHETIH »KaHa KbIPbIHAH TaHbIFaHbIH
MaJliMiereH. Byst 3THO-My3blKaHbIH TeK
ICTETHKAJIBIK EMEC, MIJIEHH -arapTyLIbIbIK
KbI3METiH Jie aTKapaTbIHbIH KepceTe/li.
3-cypeT ThIHIapMaHIaP/bIH SMOLHUSJIBIK
acepiH cunarraipl. YKayanrtapbi,
46 %-bl «<>KkaHa opi 3amMaHayu» acepii
araran, 39 %-bl «<Mazienu TyGipaepai
ecKe calaThlHbIH» aliTKaH, ajn 64 %-bl
OyJ1 My3bIKaHbI LLIETEJIK ayIUTOpHsIFa
KepceTyre JlalbIK e 6arasaran. MyHuai
HaTHKeJsep Steppe Sons ycbIHFaH 3THO-
JKA3 CUHTE3iHIH TeK illKi ayiuTopusira
eMec, XaJbIKapaJiblK KEHiCTIKTe JIe 9/1eyeTTi
TaPThIM/IbLJIbIFBIH KOPCETEI.

sKannbl anranjia, cayajanama
HOTHXKeJIepi aHCAMOJIBb/IIH OaCThI
ThIHAapMaHIaphbl 2KacTap eKeHiH,

OJIap/bIH YJTTbIK KOATHI KAHA »KAHPJIbIK
dopmarTapna Kabblayra 6eiiMm eKeHiH
Jpaenneii. bya keteni Tocia STHUKAJBIK
My3bIKaHbl KaObLIAAYIbIH KaHA YJTiCiH —
ayano opMaTTaH HIbIFapbIM, BU3YaJIbl-
xopeorpadusiibiK opTara Kipikripijaren
»KOOAHbI KAJIbINTACTbIPA/Ibl KOHE KA3aKThIH,
MY3bIKaJIbIK JIOCTYPiH IMOLMOHAJIbI

acepi KYLUTI 3aMaHayu MoIcHU eHiMIe
AlHAJIbIPA/IbI.

KasakreiH pan opbinaayiibicbl ARO-
HbIH (Apman CelTXKanmnapos ) }KyMbIChI
JIOCTYPJli My3bIKAJBbIK MHTOHALMSIHBI (KYH )
KaJlal KahTa OlJacTbIpyFa »KoHe 3aMaHayH
KaJslaJiblK peUnTaTUBKe OipikTipyre
60J1aTbIHbIHbIH, CITTI yJITici O0JIbII
tabblianel. ARO cefiniey dpopmanapbin
(p>1) Kazak KyHiHiH aKyCTHKaJbIK
cylemesieyiMeH YHJIECTipe OThIPbIMN, TApUXH
JKAJITh 114, 3aMaHayH ce3iMTaJIbIKThI /12
KbI3bIKTbIpAThIH Gipereil MojieHu hopma
wacaipl (NTK kz). Cyperuinin, acipece,
Pater 123 moy »o6achkl asicblHIaFbl
KOMBIBIMIAPBI I9CTYPMEH KOHLENTYyaJ /bl
JKYMBICTbI KopceTeni. MyHaa Ky#
WJTIOCTpaLUst HeMece (OH KbI3METiH
aTKapMam/ibl, MOTIHHIH SMOLMOHAJI/IbI -

CEMAaHTHUKAJIbIK KOHTYPbIH OeJIriieATiH
OeJiceH/li My3blKaJbIK 3JIeMeHTKe alHaJIaIbl.
ARO «kyiini kasipri 6asHnay ¢popmacbiHa
OeliiMiell OTBIPbII, »KaH/bl AHAJIOT
KeHictirine Kaiitapaapl. ARO »KyMbICbIH
3aMaHayH KaJsaJiblK »KoHe TeXHOJIOTHSAJIBIK
opTaja »Kblp KaHpbIH KailTa Kapay

9peKeTi peTiHae TyciHaipyre 6oMambl.

OHbIH peUUTaTHBTI OpPbIHAAY MOHEPI,
JIMPUKACBIHbIH MA3MYH/IbIK T€PEHri

MeH Kasak TiJliH KOJIIaHy epeKLLIeJIiri
JKbIpay/IblH, TAPHUXH 2Ka/lbl MEH dJIeyMeTTiK-
MOJIEHH TYCiHIKTEMEHiH TaChIMaJIaY L bICh
petinzeri kpidmeTimen yHzecesi (Forbes
Kazakhstan). Ilerenmen, nactypaii xKbipaan
aiibipMaliibibirbl, ARO pan KypblIbIMbIH,
MHHHUMaJIMCTIK CayHITPEKTI KoHe UM PJIbIK
tapaty nsatdopmanapbit (YouTube,
TikTok) na#inananaapl, 6y.J1 xac yprnakka
KOJDKETIMJL OHTiMeJIeY IiH KaHa (hopmMaThbiH
»kacaipl. JleMek, OHbIH LWIbIFapMallbl/IbIFbIH
AUTBIC, XKbIP YKOHE P31 apachiHIAFb
cabaKTacTbIK peTinjie KapacTblpyra 60Jajibl,
OHJIA KA3aKThIH aybI3L1a I9CTYPi 63iHiH
Ma3MYHJIbIK TePEHJLTiH 2KOFaTIaN, KaHa
Meia-TyJrara e 6odsajbl. MysblKasblK
TpaHcopMalMsIHbIH ayITOPHUsIFA

dcepiH HAKThl MbICAJIAP apKbLbl 1A
Harikayra 6osazbl. MoceJsieH, XasblK
KYHJIePiHiH, illiHAe €H TaHbIMaJblHbIH

6ipi — KypmanrasgbiabiH « Anaibl». OHbIH
KJIACCHKaJIbIK OpPbIHaylaFbl HYCKACHI
YouTube niardopmachinia coHrbl 6ec
XKblaaa mamamed 300 MbIH Kapasibim
»kuHarau ( 1-kecre).

Kecre 1-ne xepcerinrenaei,
KypmanrasbiibiH « Anai» KyHiHiH
KJIAaCCUKAJIBIK OpbIHay1arbl OeiiHexxazbachl
YouTube niardopmachinia coHFbl 6ec
»bla wamamed 300 MblH KapaJibim
»kunarat (YouTube 2021). An ARO-HbiH
OCbl Ky MOTHUBiHE Herisfie/ireH pam-
VHTepIIpeTauusachl HeGapi TepT all iwiHne
118 MbIHHAH acTaM KapaJsibIMFa KeTKeH
(YouTube 2025). by canbicTbipy AacTypJi
MY3bIKaHbIH 3aMaHayu popMaTTarbl KainTa
oiJ1ay apKblJibl ayAMTOPHUsIFa aJileKaiia
JKbLJIIAM 9Pi KEHiHEeH TapaJsiaThlHbIH
Kepceresi. MysbiKaJibIK TpaHChopMalus
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1 kecre. «Apait» KYHiHIH, KNacCUKanbIK X9HE 3aMaHayMu UHTEpNpPeTaLMUACbIHbIH,

CanbICTbipMasbl KepceTKilTepi

Kputepuiinep

Kypmanfasbl - «Apaii» (knaccukanblk Hycka) | ARO - «Apait» MoTMBIMEH pan

OpbiHaay dopmaTbl

[omb6bipanblk, acnanTblK, Ky

Pan-Bokan + Ky# ayeHi

Mys3biKkanblk, napaMeTp

[eHTaToOHMKA, OCTUHAT bipFak, Tabun TeMbp

MeHTaTOHMKA + ypbaH pUTM,
3anekTpo-acddekT

YouTube kapanbiMaapsl | 300 000 118 000
YakbITbl 5 xbin 4 an
OpTalua annbIk, eciM ~5000 ~29 500

Ayaoutopus npodwuni

[L9CTYpNi eHep ayeckonnapbl, epecek OybiH

XacTap, uMbpnbik ayautopus

Tapaty apHacsl

KoHuepTTik KovbiibiMaap, YouTube

YouTube, TikTok

ThIH/IAYLIbIFA KO/DKETIMALTIKTI apTThIPbIN
KaHa KolMa#n, MoJIeHH KOJITap/ibliH, KaHa
KOHTEKCTe KalTa »KaHAaHybIHbIH J1a ailFarbl
60J1bIM TAOBLIAMbI.

JKana 6arbit — KuyPOP KypbliraHbiH
)Kapusiiaran cypeTini AkGoTa
BoutbilioBaHbIH, LIbIFAPMaLUbLIbIFbl €peKile
opbiH anajpl (Euronews 2024). byn kazak
KYHiHiH hUI0CODHUSCH MEH MHTOHALMSIIBIK
KYPBIBIMBIHA HeTi3ereH, 6ipak BOKaJIbIK
napTusJjap, 3CTpajiaJjblK eHaeyJep,
OeriHestik OasiHay KoHe XxopeorpadusiyibiK
uietiMaep apKblibl KalTa oHiereH
JKaHPJIBIK YJri. Bys xKyfiene acnantbik
JOCTYP KYH OPbIHAAYBIHIAFBI €PJIePiH,
YCTeMJLiTiHEe KaThICThI bIFBICY/IbI OiJipeTiH
alieJs1 JaybICbIMEH KakTa TyCiHaipijiesi.
BousblilioBa 63 KOWbILIMAAPLIH KOPHEKI
JK9HE caxHaJIbIK TYPFblIaH Kapanaibim
KOHLLEPT (hopMachiHaH LLbIFAPbII,
KOPKEMJLiK »KaFrblHaH CleKTaKJblre
»KaKblHIATaIbl. ApT-MeHeLKMEHT MYH/1a
JKAHPJIBIK KOHLEILHAHbI 93ipJiey/i,
BU3yaJllbl OPEHITI Kbl TACTbIPY/b,

U PJIBIK 2KoHe oduiaiit naatdopma
CTpaTerusichbl: pecTuBasbIapmen (Spirit
of Tengri) xkoHe 1IbIFAPMALIBUIBIK
OpbIHIapMeH bIHTbIMaKTacThiK, YouTube,
Instagram »keJtisiepinne TpekTep MeH
OefiHe KOHTEHTTi OpHaJacThlpy, COHAM-
aK, MekeMeJiepMeH (Mypakaisap, MojileHU!

opTaJbIKTap, TeaTpJap ) IMajaortbl KAMTH/IbI.

OublH, ici ie MaHBI3/bl, OHTKEH], 0J1 19CTYP
JIEKOPATHBTI €MecC, CTPaTerHsJIbIK TYPFblIaH

KalTa KapacTbipblica, (heMUHUCTIK, 63€KTi
JKOHE TY2KbIpbIMJIAMAJIbIK 00JIybl MyMKiH
€KeHiH KopceTel.

Humain Kynait6epren — Kazakcranubin
Kagipri reorpacusicbl. OHbIH,
LIbIFAPMaLIbIJIBIFbI XaJbIKAPaJbIK JeHIeH1e
MOUBIHJAJFaH xKoHe Bokas akageMHsiCh
OHBIH pernepTyapbliH KJ1acCUKAJbIK
KPOCCOBEP »KaHPbI asiCbiH/Ia OPbIHAANATHIH
Ka3aKTbIH A9CTYPJli TybIHAbLIApbIHA
(«Camaanray», «Jlainunay», « YMbITbIIMAC
KyH» ) Herizneini. OHbIH MOJIeHH
poJii My3bIKaJIbIK AUMJIOMATHSIHBIH,

HarbI3 yJIrici O0JbI TaObLIAMbL: dHILLI
MeMJIEKETTIK canapJiap, XajablKapaJblK
dhopymaap MeH MajleHH »ko0aap KesiHjie
KaszakcTaHHbIH YATTBIK KOATAPbl MEH
pyXaHH KYH/BIIBIKTapbIHbIH CHMBOJIbIHA
ailnanabl. KodiblibiMaap 3amanayu
caxHaJIbIK CTaHAapTTapFa cai »KacaJjraH:
xopeorpadusi, 6eiiHe UHCTAJISLHIS, CAHbIK
KOCTIOM LLIeLIIMIePi, CAXHAJIbIK JU3akH.
Ayianbl 6e3eHjiipy/e KazaKThIH YATThIK
Ou yarisiepi, KuiMzaepi, nersaxuapbl MeH
MUDOJIOTHSIIIBIK MOTHBTEDI YJIKEH POJI
atkapanpl. Mbicasbl, «Kuesi mekeHim»
OerineOasinbinaa KazakcTaHHbIH TapyXbl,
TAPUXH 2KOHE MOJICHU MYPAChl KOpCeTie
(Qazinform,2024).

ApT-MeHeLKMEHT TYPFbIChIHAH
JIuMalTbiH, 2Kk00achl KOII 1eHre il
VJITiHI KAMTHBL: OipiHIIIEH, YATTBIK
NaTPUOTTHIK KOJI; €KiHLIIJICH, eJILiH XKyMCcaK
kyuti. Ochl perte KaszakcranabiK cTen



OpTaJbIFbl MEH TYPH3M JlerapTaMeHTTepi
€H TaHbIMaJl TYPUCTIK MakeTTepiH Oipi
60J1bIN TabbIIATBIH «JlUMalll TypbIH»
yiibiMaacteipapl. ConbiMeH KaTap, lumatira
aJleyMeTTiK xkedtinepie «Dears» dan-
KOFaMJaCThIKTapbl KYPbIJbII, 0J1ap MaICHH
CYPaHBICTBIH XaJbIKapaJblK JeHreH/1e
TapaJiyblHa yJjec kocajbl (Humu, Aprentuna,
1.6.) (The Diplomat,2025)

Jumain Kynaitbeprennin Xasnblkapasbik
ayJIMTOPUSIChI MeH LU PJIBbIK KopceTKiluTepi
OHbIH, 3THUKAJIbIK My3bIKaHbl FalaMJIbIK,
JICHTe/Ie TaHbIMaJl €Tyre 30p yJec
KOCKaHbIH masesiein. Pecmu YouTube
apHacbIH/A aMaMeH 2,8 MJTH »Ka3blTyllIbl
KoHe 570 MJH-Fa XKybIK KapaJbiM
TipKesireH. AJIMaTbIIaFbl CTaJMOH/IbIK
KOHIIEPTiHE 3D MBbIHFA KYbIK KOPpepMeH
YKUHAJIBIT, oJ1ap/ibiH, Katapbinaa 70 ennex
KeJIPeH LWeTeJIiK ThiHIapManiap 60Jbl.
2025 »kbl1bl AMaTbiia 6TKeH haH-
nBeHTKe 10 MbIH »KaHKyHep KaTbIChIM, 45
eJijieH KopepMmensiep KuHaabl. CoHbIMEeH
Karap, Instagram-narel napakuiacbiHbiH,
»Kasbllyllbl1apbl 4 MJH-Fa xKeTTi. bys
nepexrep JIMMalIThIH LbIFAapMalLblIbIFbI
JIOCTYPJli MY3bIKAJIbIK KOAThI T€K YTTHIK,
JICHTelijie FaHa eMec, XaJblKapaJiblK MoJCHH
KEHICTIKTe Jie CATTI TaHbITa aJaTbIHbIH
kopceteli. MyHnai Kelensi cTparerus
JeMeyLUIiJIePIiH, MEMJICKETTIK OpraHaapiblH,
JKOHE 2KAHKyHepJiep KaybIMbIHbIH, YHJIeCiML
YKYMBICBIHBIH, HOTHKeCi. Byst yakbIT Tanaobl
raHa emec, KazakcTaHHbIH XaJslblKapaJiblK
OpeH IUMJIOMATHSCBIHbBIH, YJIrici.

Kasak My3bIKaJbIK KeHiCTirinaeri
JKaHPJIbIK OylaHaacTbipy yaepici enepui
HacKapy/blH KypaeJii cTparerusjiapbl
apKbLJIb 2Ky3ere acajibl. byJt xkanpaap/apiH,
CHHTE3iH FaHa eMec, COHbIMEH KaTtap,
KaObLJIIAy MOJIEHUETIH, SMOLUSJIBIK dCEP
YKOHE MOJIEHH KOHTEKCTIEH YKYMbICThI
KaMTH/Ibl. ¥ CbIHBIIFaH 2Kariaiiap/biH,
OapJibIFbl I9CTYP/i 3aMaHayu MoJieHHEeTKe
COTTI €HTi3y CTPaTerusiCbl — CaHaJlbl
MO3ULMS, BU3yaJI/lbl 2KoHE CeMaHTHKAJIbIK
OpeHJIMHT, MeIHa KOJIJIay »KoHe
ayIMTOPUAMEH HKeMJi KOMMYHHKALUAHBIH,
VHJIeCIMAIJIITIH Tasan eTeTiHiH KopceTei.

Ochbl TyprbIIaH ajiFania, apT-MeHeLKep
TeK YABIMAACTBIPYLUBI €MeC, I9CTYPLiH
»KaHa MajieHH popMaTTapa OpraHuKasblK
eMip cypyiHe »KaFIai »KacalTbIH MaJICHHET
coyJieTiilici petine KopiHeai. OHbIH,
eHOeriHiH apKachiHIAa KA3aKThIH JICTYPJIi
My3bIKaChl MypazKalJ/bIK OedHesey
obbekrici 6bosynan, XXI racbipaarbl MaJieHH
JIMAJIOTThIH CEePITiH/Ii KAaThICYLIBICbIHA

alHaJI bl

Hatuxenep

CoHbIMeH, KHHAKTaJIFaH MaTepuaJiap MeH
TaJjgay HoTHXKeJIepiHe CyHeHe OTBIPHIT,
3epTTey OapbIChbiHAA Ka3aKThIH ACTYPJi
3THO-(POJIBKJIOPJIBIK MY3bIKAChIH Ka3ipri
ThIHJAayLLblJIap/blH KaObLIAAYbIHIAFbI
Oipkatap MaHpl3/ibl 63repicrep MeH
TeHACHLHUAIAp aTal eTiJ. AJbIHFAH
JlepeKTepre cyieHe oTbIpPbII, Kasipri
3aMaHFbl My3bIKaJIbIK ayAHTOPHS

YLUiH My3blKaMeH OaiJlaHbIC OpHATYAa
OPbIHAAYLIBIHBIH SMOLMOHAJBIK aCepi,
BU3YaJlbl KOHTEKCT 2KOHE TYJIFAJIbIK
OeliHeci welyLi peJ aTKapaTblHbI
anbikTasbl. ARO xaHe Steppe Sons
CBIH/Ibl 3aMaHayHM My3bIKaHTTap/bl MblCaJIFa
aJla OTBIPBII, I9CTYPJIi My3bIKaJIbIK
9JIEMEHTTEP MeH 3aMaHayH CaxHaJlblK
(hopmaTTap/bIH yisiecimi ThiHAayLIbIFa
THOMOJIEHH MarblHaJ/ap/ibl TAHLIC YKOHE
TaPThIM/bl TYPAE KETKi3yre MyMKiHIK
6epetini atam etini. 3epTTey GapbiChIHaA
JIOCTYPJIi My3bIKa TEK <TAPUXH 2Ka/lbl»
HeMece 3THOrpaUsiIbIK HbiCaH peTiHje
raHa emec, Kepicinile, Kasipri emip
LIBIHABIFBIMEH YHIEC, )KaHa MarblHara

ue eHep Typi peTiHae KaObl1JaHATbIHbI
aHbIKTaJ/bl. DyJ1 ThIHIAYLIBIHBI TEK
My3bIKaJIbIK €MeC, MaJIeHH OOJIMBIC TypaJibl
J1a Oi1 eJieriHeH oTKi3yre MaxKOyp eTe.
CoHbIMeH KaTap, 3epTTeJreH xobanapaa
oHepli 6ackapy Taciiiepi, caxHaJbIK
OeliHe, AbIObIC MeH KapbIK OAFbIThI CHAKTbI
KOPHEKI 2KoHe 9CTeTHKAJbIK KypaJllapAblH
MaHBbI3/IbI/IBIFbI JpJe/IAeHL. ThIHAaYLLIb]
MY3bIKAMEH TEK eCTy apKbl/Ibl FaHa eMec,
KOpPY 2KOHE SMOLUAJILIK TOyKipHOe apKblbl
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na 6annanbicansl. BAK nen asneymerTik
JKeJIJIepAe XKYPrisijireH Meaua-capanrama
KOPCETKEHIEH, ThIHIAYLIbIAP A9CTYPJi
My3bIKaHbIH 3aMaHayH HyCKaJlapbiH
3aMaHayH api ©3eKTi ien KaOblIianbl.
Jloctypaiep MeH HHHOBALUAIAP/IbIH, GYJT
yiHJieciMi Kasipri MoJeHH KEeHICTIKTE YJITTBIK
My3blKaJlblK MyPaHbIH 6MipLLICHAITH
KamTamacbi3 etyre komekrecesi. CoHbiIMeH
Karap, 3epTTey MOCTKOJOHHAJIBIK AUCKYPC
asiChIH/A 93ipJieHreH xKo0aJiap Y/ITThIH,
My3bIKaJIbIK MYpPacChIH »KaHallla Typae KanTa
KapacTblpa OTHIPHIMN, KalTa eJecTeTyre
MYMKiHJiK OepeTiHiH KopceTe/l.

JKannel anrannia, 3eprrey HoTHKesepi
JIDCTYPJIi My3bIKaFa JIereH Ko3KapacThbl
©3repTy 2KOHE OHbIH Ka3ipri MoleHN
yAepicTeri OpHbIH KalTa KapacTblpy
KaXKeTTiriH KepceTesi. ApT-MeHeKMEHT,
MeJla XKoHe caxHaslblK hopmatTap Oy
NpoLecTe AeJia/l peTiHae WeLyLli peJl
aTkapazbl. Ocblalia, Kagipri ThiHAAYLIbI
YLLUiH A9CTYPJli My3blKa 6TKCHHIH, YHi FaHa
emec, OoJlallaKThIH axKblpaMac 6eJIiri ekeHi
aHbIKTAJIbI.

Herisri TyXbipbiMmaap

3eprTey GapbiChiHaa KapacTblpblIFaH
MaTepHaJiap MeH My3bIKaJIbIK xkobaJsap
HerTi3iHae TOMeHeriIel Heri3ri
TY2KbIPBIMAP 2KacaJbl:

— JI9CTYPJIi My3bIKaHbIH 3aMaHayH
HHTEPIPETALMACH ThIHAAPMaHHbIH,
IMOLIMSIBIK YKOHE MIJICHU TaxKipubecine
TikeJsiel acep ereti. My3bika MeH
CaxHaJIblK OefiHe apKbl/bl STHUKAJbIK
COUKECTIKTiH KaliTa Kypbllybl OaliKasajbl,
OyJ1 ThIHAPMAHHBIH, illIKi pedieKCHsIChIHA,
Md/ICHH TaMbIpJlapblHa KailTa yHijyre TypTKi
0oJi1ajibl;

— Kasipri opblHAayllbliap MEH apT-
MEHEKEPJEPIIH TOCIIAEPi 19CTYP MEeH
3amaHayu popmasiap/biH yilsecimin Tabyra
OarbiTTasiFal. bys Kazak My3blKaJibik
MYpPaChIHbIH OMipLLICH/IITH aPTThIPbIIL, OHbI
»kaHa OybIHFa »KakblHaaTaasl. Jlactypai
capblHJIap MEH 3aMaHayH »KaHpJiap/blH,
TOFbICYbl — MY3bIKAJIbIK KOIITYPJIIKTiH,

KOpiHici FaHa emec, COHbIMEH Katap, MoACHHU
6alIaHbICTbIH KaHa (hopMachl;

— MeJua MeH LHPIIbIK
nJaTchopmasiapibiH bIKNaabl — 9THO-
(hOJILKIOPJIBIK My3bIKaHBIH 2KaHa
aylIMTOpHAFa xKoJ TabybIHa cebernkep.

Bys 6arbiTTa BU3yaJiibl penpe3eHTalus,
CAXHAJIbIK CTUJIb 2KOHE dJIeYMETTIK 2KeJliferi
OeJICeH/IIJIIK MaHBI3bI PeJl aTKapalbl;

— 3epTTeye TajlaHraH MblcaJiap
KOPCETKEeH/IeH, ThIHIAPMAaHAAP YLLIiH
TEK My3bIKaJIbIK AbIObIC €MeC, COHbIMEH
KaTap, OHbl YChIHY TOCIJIi, OPbIHAAYLLbIHbBIH
oenHeci xKoHe MOHMATIHI MaHbI3ALI. OcChI
3JIEMEHTTEP/IiH YHJIeCyi apKblJIbl I9CTYPJI
My3blKa Ka3ipri MoJIeHH KeHiCTiKTe
©3€KTIiJIirH CaKTaIl OThIP;

— JI9CTYPJli My3bIKaHbIH CaxHara
KaiTa opaJlybl — TeK 6TKEeHIe LIoJy eMec,
COHBbIMEH Oipre, MaIeHM MypaHbl JKaHallla
3ep/esey, OHbl KeJiellleKneH 6ailJaHbICThIpy
amaJibl peTinae kepineni. by ypaicre apt-
MEHEPKMEHT IeH KPeaTUBTI TOCIJIIEPIIH,
peJii epekiue.

Ochblnaiilia, 3epTTey HoTHKeepi
Ka3aKThIH My3bIKaJblK Mypachl GYriHri
KOFaMMeH TiJ1 TaObIcyFa KaOiJIeTTi eKeHiH
Jadtesaeli. J1acTyp MeH »KaHalblIbIKTbIH
YHIECTIri Ka3ipri My3blKaJbIK ToxKipHOeHIH,
6acTbl OarbIThiHA aiiHANYA. Bys Kazak
MOJIEHUETiHIH 3aMaHayu OOJIMbBIChIHAA
03iH/iK OpPHbI Oap €KeHiH KopceTe/j.

KopbITbIHADI

Kasipri TeinjayiibiHbIH, KaObl1aybIHIATbI
JIOCTYPJIi MY3bIKaJIbIK MypaHbIH
TpaHcopMaLMsChIH Talay Ka3aKCTaHIbIK
MeIra KeHiCTiriHmae O0JIbI »KaTKaH
OipHelle Herisri MoJIcHH -KOMMYHUKATUBTIK
aybICyJiap/ibl aHbIKTayFa MyMKiHIK Oepefi.
HudpaannpipymeH, Bugyasipl oisaymeH
JKoHe TuaTopmaJiblK IKOHOMUKaMeH
CUMAaTTaNaThiH MOCTHHIYCTPHAJIbI

KOFaM »KarIalbIHAA I9CTYPJIi My3bIKa

eHJli TeK 3THOrpaduUs/IbIK Hemece
MYPazKalbIK KbI3bIFYLIbLIBIK 00beKTic
6oaibin TabblMaibl. Ot Kasipri
3aMaHMeH OeJICeH/li IMaJlorKa TyCce/li, OHbI



HeiiHesieyiH (hopmMasapbiH, apHaJapbl

MeH 9JlicTepiH KakTa KapacTbipajbl. bys
TYPFbLIA APT-MEHERKMEHT 9KIMLIIJIK KaHa
emec, MOJIeHH - Ie/IaJIbIK (DYHKIMSIHBI 1a
opbiHaaiibl. OJ1 TapUXK-MIJIeHH Ma3MyH
MeH e3TepeTiH TYThIHY (hopMaTTaphl
apacblHIarbl IoHeKepre ailHamaapl. ApT-
MeHeJKep IDCTYPJli My3blKaHbl 3aMaHayH
ayuTOpHUs, acipece, MyJIbTUMEIUAbBIK,
KPOCC-2KaHPJIbIK KoHE MYJIbTHCEHCOPJIBIK
Kabbl11ay TypJepiHe 6araapaaHraH Kacrap
KabObl11al ajlaThbiH, TYCIHETIH :KoHe GaraJjai
asaThIHIal XKarnal »Kacanbl.

JKaHpaiblk 6ynaniacTbeipy, Kapajaran
JKargaliap KOpceTKeHIeH, MoJIeHH
OeliMaeyiH THIMJI CTpaTerusichl OOJIbIT
wibIFazbl. by goetypii koranty Hemece
OHBIH TYIHYCKAJBIKKA HYKCAH KeJTipeTiH
KOMMepLHAJIaHybIH OiipMeni,
KepiCiHLIe, OHbIH MOJACHH IBOJIIOLUSICBIHbIH,
6ip Typi, TepeH HHTOHALUSJIBIK 2KOHe
CeMaHTHKAJIbIK KOATap/ibl CAKTal OTBIPHII,
»KaHa opmartTapra Kocy/lbl KapacThlpaibl.
AcTpanana, panTe, 3JAeKTPOHIbI caxHaa
Hemece OpbIHIAYLIbIIbIK 6HEp/e KYH,
JKbIpayJiap Mo33UusiChl 3JEMEHTTEPIiH,

FYPBINTBIK BOKAJ/IbIK TeXHHKAHbI, A9CTYPJi
acranrap/ibl KOJJIaHy Ka3ak My3bIKaJlblK
JI9CTYPiHiH TMJIACTHKACBIHBIH, KOFapbl
JleHreiiin kepcete. J[ocTypJsii My3biKaHbl
KaObllay/blH TpaHChopMalusiChl OHbIH
QJIEYMETTIK 2KoHEe MJIEHH (DYHKIIUSIIAPbIHbIH
e3repyimMeH TbIFbI3 OaiaHbICTbl. By yrepic
CaJIT-IBCTYPJIIK 2KOHE TPAHCMHUCCHSIIBIK
CUTATTaH KOMMYHUKATHUBTIK, 3CTETHKAJbIK,
OpEeHATIK IeHreire ayblcybIMeH
epekiesieHeni. Hotuxkecinne Mysbika
MOJICHH CasiCaTThIH 3JEeMEHTIHe, XKyMcaK
KYLL KypaJiblHa, XaJIbIKApaJlblK KeHiCTIKTer
@JILIH UMHUJKIH KAJIbIITACThIPY TETiriHe
aiinanazbl. OCchbl TYPFbIAH aJiFaH/a, YIATThIK
penieptyap MeH xKahaH/IbIK My3bIKaJIbIK,
WHLYCTPUSHBIH TOFBICKAH 2KEPiHIE XKYMbIC
icreittin umain KynaiiGepren henomeni

— JI9CTYP MEH 3aMaHayUJbIKThI OipikTipe
OTBIPBIMN, KAa3aK MOJICHUETIHIH XabIKapaJiblK
caxHagarbl OeiHeCiH »KaHalla TaHbITKaH
KOpHEKTi MbicaJl. JIa/1 oCbl KEHiCTiKTe
3aMaHayM apT-MeHEeLKMEHTTIH caKTay FaHa
eMec, COHbIMEH Karap, 1aMbITy, XKaHFbIPTY
JKOHE LUbIFapMalLbl/IbIK 1LIAObITTaHAbIPY
CbIH/Ibl HETi3I MUCCHAJIAPbl allblIA/bI.
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Mycab6aes Kyar, Xam3una Unkap

Kasaxckasi HaloHasbHast akajemMust uckyceTs umern Temup6eka YKyprenosa (Anmatel, Kazaxcran)

«TPAHC®OPMALNA TPAAULNOHHOIO MY3bIKAJIbHOIO HACNEONA B BOCNPUATUN
COBPEMEHHOTIO CNYWATENA»

AHHoTaums. CoBpeMeHHas KynbTypHas cpefa GopMUPYeT HOBbIE MPAKTUKU BOCMPUSTUS U
BOCMPOM3BOACTBA TPALMLMOHHOIO MY3bIKaZIbHOTO Hacneaus, akTMBU3MPYS MPOLLECCh ero
TpaHChOpMaLLMKM B CO3HAHMM cayLiaTens. B KOHTEKCTe Ka3axCKoM 3THO-(DONbKIOPHOM My3bIKK
nccnenyercs, Kakum 06pa3oM cakpanbHble, CUMBONMYECKUE U MENTOAMKO-PUTMUYECKME KOAbI
HapOAHOro MCKYCCTBA afanTUPYHTCS K 0OXMAAHUAM LudpoBOW ayanTopun. Liens nccnenoBanmns
— BbISIBNEHME MEXAHU3MOB CLEHMYECKOM U MeaManpe3eHTauum TPAAULMOHHOM My3bIKK,
CNocobCTBYIOWMX €€ KyNbTYPHOM akTyanusauumn. MeTofonorms CTpomTcs Ha MeXAUCLUUMNANHAPHOM
NMoAxo4e, BK/OYALWEM METOAb! KYNIbTYPHOM aHTPOMONOr1KY, apT-MeHEIYKMEHTA, MYy3bIKO3HAHMSA U
MeamaaHanusa. SMNUpPUYECKyr 6asy COCTaBNSAIOT KEMCbl COBPEMEHHbIX Ka3aXCTaHCKMX My3blKanbHbIX
NMPOEKTOB, UHTErPUPYIOLLMX STHUHECKME SNIEMEHTbI B aKTyaslbHble XXaHPOBble U BU3yanbHble hopMaTbl.
Mcnonb3yoTcs Takxke MeToAbl BKIOYEHHOTO HAabNoAEHMS, BU3YaNbHOTO U AUCKYPCUBHOIO aHanm3a
npeacTaBuTenei TBOPYECKMUX MHAYCTPUIA. B xoae nccnenoBaHms yCTaHOBIEHbI OCHOBHbIE MPUHLLMMbI
penpeseHTaumMm 3THO-My3bIKaNbHOrO HaCAEeAMS: SMOLIMOHANbHO-BM3YyaNbHOE KOAMPOBaHMeE,
cueHunyeckasa FVI6pMD,VI33LI,MFI M MeanmaopneHTUpOBaHHOE I'IpO,EI,BVI)KEHMe.ApT-MEHe,D,)KMEHT 1
0603HaYaeTcs Kak K/lo4YeBoM MeauaTop Mexay Tpaauumeit u eé CoBpeMeHHOM MHTepnpeTaLme.
pakTnyeckas 3HaYMMOCTb 3aK/0HAETCS B BO3IMOXHOCTM pa3paboTkn 3P heKTUBHbIX CTpaTeruni
COXPAHEHUS M NONYNAPU3aALMM STHUYECKOW MY3bIKM C Y4ETOM HOBbIX hOpM BOCMpuaTus. MiccnenoBaHue
BHOCWT BK/1aZ, B MOHUMaHWe KyNbTYPHOM afanTaluu TpaAULMOHHOIO MCKYCCTBA W NpeaniaraeT Moaenm
KpeaT1BHOro B3aMMOLENCTBUS C My3blKabHbIM Hac/eaMeM B YCI0BUSX MOCTKONOHUANBHOIO U
LUMbPOBOro KOHTEKCTOB. Pe3y/ibmamsl UccnefoBaHus: B xone nccnenoBaHuns BbiSBIEHbI KNOYEBbIE
MPUHLMMNbI penpe3eHTaLmmn 3STHO-My3blKallbHOTO HACNeANs: IMOLIMOHANbHO-BU3YaNbHOE KOLMPOBAHWE,
YKaHpoBas rMbpuan3aLmMs U MeanaopueHTUpoBaHHOE npoasukeHue. CoLMoNornyeckme aaHHble
NMOATBEPAMIN, YTO MONOAEXKHAS ayAUTOPUS Hanbonee BOCMPUMMUMBA K STHUYECKOW MYy3blKe B
COBpEMEHHbIX CLIeHMYeCcKUX popmaTax.

Knioyeswie cnosa: 3THO-DONbKNOPHAS My3bIKa, TPAAULMOHHOE HACNeane, COBPEMEHHbIN CayLiaTenb,
ApT-MEeHeKMEHT, CLleHMYeckas TpaHchopmaLms, KynbTypHas agantauus.

Ana yumuposarus: Mycabaes, KyaT, u MHkap Xam3unHa. « TpaHchopmaums TpasmMLMOHHOIO
MY3bIKaJIbHOrO HAaCAeansa B BOCMPUSATUM COBpeMeEHHOro cnywaTtens». Central Asian Journal of Art Studies,
T.10, N2 3,2025, c. 164-179, DOI: 10.47940/cajas.v10i3.1090

Asmopbl npoyumanu u 0006puIU OKOHYAaMeNbHbIl 8apuaHm pykonucu u 3aseaswm o6 omcymcmauu
KOH@IUKMa uHmepecos.
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Mussabayev Kuat, Khamzina Inkar
Temirbek Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

THE TRANSFORMATION OF TRADITIONAL MUSICAL HERITAGE IN THE PERCEPTION OF
THE MODERN LISTENER

Abstract. The contemporary cultural environment shapes new practices of perceiving and
reproducing traditional musical heritage, intensifying its transformation in the listener’s
consciousness. In the context of Kazakh ethno-folk music, this study explores how the sacred,
symbolic, and melodic-rhythmic codes of folk art are adapted to the expectations of the digital
audience. The research aims to identify mechanisms of stage and media presentation of traditional
music that contribute to its cultural actualization. The methodological framework is based on
an interdisciplinary approach, combining methods of cultural anthropology, art management,
musicology, and media analysis. The empirical basis includes case studies of contemporary
Kazakhstani music projects that integrate ethnic elements into current genres and visual formats.
Methods also include participant observation, as well as visual and discourse analysis, representing
the creative industries. The study identifies key principles of representing ethno-musical heritage:
emotional-visual encoding, performative hybridization, and media-oriented promotion. Art
management is defined as a key mediator between tradition and its contemporary interpretation.
The practical significance of the research lies in its potential to develop effective strategies for
preserving and promoting ethnic music, considering new modes of perception. This study contributes
to a deeper understanding of the cultural adaptation of traditional art and offers models of creative
engagement with musical heritage in postcolonial and digital contexts. Research Results: The study
identified the main strategies of representing ethno-musical heritage: emotional-visual encoding,
performative hybridization, and media-oriented promotion. Survey findings demonstrated that
younger audiences are the most receptive to ethnic music when presented through contemporary
stage and media formats.

Keywords: ethno-folk music, traditional heritage, contemporary listener, art management, stage
transformation, cultural adaptation

Cite: Mussabayev Kuat, Inkar Khamzina. «The transformation of traditional musical heritage in the
perception of the modern listener» Central Asian Journal of Art Studies, 1. 10, N2 3, 2025, pp. 164-179,
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TEOPETUKO —
METO10JIOTMYECKUE
ACIEKTbI
XYI10)KECTBEHHO

— LIEHHOCTHbIX
OPUEHTALIMH B
MY3bIKAJIbHOM
UCNOJIHUTEJIbCTBE

MapxaHn Eny6aeBa

Kaszaxckast Haunonanbhast akanemusi nekycets umenn TemupGeka Kyprenosa
(Anmarbl, Kazaxcran)

AHHOTauuS. B yCNOBUAX KOPEHHBIX COLMANbHBIX U3MEHEHMM, MPOUCXOLALLMX B COBPEMEHHOM

MUpE B LENOM, MAET NepeocMbiC/IEHME LLIeHHOCTEN BO BCeX chepax 06LLIEeCTBEHHOM KMU3HM, B TOM

yncnie U B My3blKaZlbHOM MCKYCCTBE. Tak KaK MOHATUS KLEHHOCTU» U «XYLOXKECTBEHHO-LEHHOCTHbIE
OpMEHTaLMK» MPEACTaBIAOT OCHOBOMO/MAraloLLee 3Ha4eH1e A1 HAaCTOSALLEro UCCnesoBaHuMs. BaxHo
npocneauTb NPOLEecC TPaHCHOPMALMM AAHHBIX MOHSATHI C TEM, YTOObI YETKO OMpesenuTb, Kakoi CMbIC
LLeN1eCO06pa3HO BKIALbIBATb B 3Ty KAaTEFOPMIO Ha NMPOTSKEHUMU BCEro UccnenoBaHums. ObpalueHue K
TEOPETUKO-METOLOOrMYECKOW NPOBNEMATUKE SBSETCS XapaKTEPHOM 0COBEHHOCTLID COBPEMEHHOIO
HaY4YHOrO 3HAHMS B TOM YMCNIE M MY3bIKaJIbHOTO MCKYCCTBA, rAe 06Las noTpe6HOCTb pocTa HayuyHoro
CaMOCO3HaHMS OLLYLIAETCS LOBOMIbHO OCTPO M pa3paboTka NofobHbIX METOLONOrMYECKMX NpobieM
CBWAETENbCTBYET O AOCTMXKEHUU HEOOXOAMMOTO YPOBHS MX OCMbICNIEHMs. TakuM 06pa3oM, oboraluaeTcs
Habop MeTOLOB MCCNEeA0BaHMSA, HAX0AA CBOE MECTO B NMaHOPaMe HOBbIX BO3HUKAKOLLMX TEOPUIA U
BCEBO3MOXHbIX MOAXOA0B B KAYECTBE BCMOMOTaTe/bHbIX MPUEMOB. Memodsl UCCNEL0BaHMS BKAOYAOT
CYLLHOCTHO-COLEPXKATENbHYIO XapaKTEPUCTUKY MOHATUIN KLEHHOCTU», KXYA0XKECTBEHHbIE LLEEHHOCTUY

B CMCTEME 3HAHW, B3MILO0B, HABbIKOB, MUPOBO33PEHYECKOM M TBOPYECKOM JIMYHOCTH My3blKaHTa-
ucnonuuTens. MNpeanpuHATbIA NOAPOGHbIM aHaNM3 AaHHbIX MOHATHIA OPUEHTMPOBAH Ha NpoLecc
JIMYHOCTHOTO PA3BUTUS M MPODECCMOHANBHOTO POCTa, 06YCOBNEHHOIO 0BLLE HANPABAEHHOCTbIO Ha
LLleNn 1 cpeacTBa eé hopMMpOoBaHus. B pe3ysibmame U3yyeHHbIX MaTePUANOB BbISIBNEH (YHKUUOHANbHBbI
aHAU3 UeHHOCMHbIX OpUeHMAayuli My3blKaabHOTO UCMOMHUTENLCTBA, COCTABSIOWMIA ONpeseneHHbIM
aCneKT TEOPETUYECKOr0 060CHOBAHMS UX CYLLHOCTHOM M COLEPXKATENbHOM XapaKTepUCTUKK. TaKUM
06pasoM, nccnefoBaHne TEOPETUKO-METOAONOMMYECKMX ACNEKTOB LLIEHHOCTHbIX OPUEHTUPOB NOKa3ano



(YHKLMOHANBHOCTb U MHOFOYPOBHEBOCTb, obecneynBatoLLMe LLENOCTHOE BULEHME MY3blKaJIbHO
— UCNOSIHUTENBCKOMO NPOLLeCCa, FAe COCTaBHOM YaCTbO BbICTYNAET AeaTebHOCTb Cneumanncta —
npodeccMoHana, B Xoae KOTOpoM U MPOMCXOAMT peann3aums ero XyaoXKeCcTBeHHO — LLeHHOCTHbIX

OpUEHTALMNA.

Kntoyessie cnosa: MeTononorus, TEOPUA, UCCnenoBaHune, My3blka, UCKYCCTBO, LEHHOCTU, OPUEHTUDDI,

HayKa, TBOPYECTBO, Ky/bTypa.

Ana yumuposanusa: MapxaH EnybaeBa. «TeopeTuko — METOA0N0TMYECKME ACTMEKTbI XYL0XKECTBEHHO
— LLEHHOCTHbIX OpUEHTaLMI B My3blKasbHOM UcnonHuTenscTeex». Central Asian Journal of Art Studies, 7. 10,
Ne3,2025, c. 180-199. DOI: 10.47940/cajas.v10i3.1121

Asmop npoyuman u 0006pus OKOHYAMENbHBIU 8apuaHmM pykonucu u 3asensiem 06 omcymcmesuu

KOHGIUKMa UHMepecos.

BBepeHue

A_ HaJIM3 Hay4YHOH JITepaTyphl

OKazaui, uTto npodJ/emMa UeHHOCTeH
u3ydasach Ha MPOTSKEHUH BCEH UCTOPUH
3apybexKHOH U OTEeUeCTBEHHOH KYJIbTYP.
Tak, npascmesennole yenrHocmu B
JPEBHEKUTANCKON PUIOCODHH, 10 CYTH
Jledia, OTpaxKatoTes yepe3 CrnocoOHOCTH
yeJIoBeKa: CBOMCTBO BHEIIHEro 06J1Ka
- «JIOCTOMHCTBO», PeUH - «CJIeI0BaHHE
MCTHHE», 3PEHHUS] - OCTPOTa»,

CJlyXa - KTOHKOCTb», MBILIJIEHHUST -
«rpoHuLaTe bHOCTh» (Pumnocodus).

[lnesna dpunocodon, 06paTUBLIUXCS
K Borpocy o «1eHHocTax» (Kondyuui,
Jlao-113b1, Cokpar, [1naton, Apucroresb,
CeHeka), BHECIa HOBOE OCMbIC/IEHHE B
nanHoe nousitie. B yuenun Kondyuns
GOJIBIIYIO POJIb UTPAIOT MOHSATHS
«TYMaHHOCTb», « MUJIOCEPHE >,
«Onaronesinne», JIao-L13bl HasbIBaeT «Tpu
COKPOBHLLA>», KOTOPLIMH OH JIOPOKHT:
«yeJioBeKoJoOue, 6epeKAUBOCTD,
CKpPOMHOCTb>», a B « Tpakrare o
Jo6pojieTe/In» pacCMaTpUBAIOTCS TaKHe
LIeHHOCTHBbIE §IBJICHHUS, KaK: 100pojeTe b,
npasja, HCKPEHHOCTh, CaBa, KpacoTa,
cuactbe, *u3tb ([lao 15 Llzun).

B o6uiectBeHHON Mblcau JlpeBHel
['pernu K nanHoi npobyeme oOpaaoTCst
Cokpart, [lnaton, Apucroresib, BbipaxKast

KOHIIeNTyaJ bHble ueH o 6Jare Kak
a6CoMIOTHON KpacoTe U abCOJIIOTHOM J106pe.
[TocTeneHHO BBIKPUCTANIU30BbLIBAIOTCS
noustus «Kpacora», «[Tosmbsa» y
Cokpata, XapakTepH3yIoLLero npeKkpacHoe
1 TI0KA3bIBAIOLLET0 €0 CBSI3b C M0JIE3HbIM;
HE OTAENAET KpacoTy oT 106poro, 6J1aroro,
ucrunHoro [Tnaron (CrosioBuy).

[To Mepe pa3BUTHS yueHUsT O
IIEHHOCTSIX MOXKHO HabJTI0/IaTh MOTIBITKH
quddepeHMpoBaHHUS 1IEHHOCTEH Ha
abCoMIIOTHBIE W OTHOCHTeNbHbIe. Hanpumep,
ApucToTesib, ¢ OIHOH CTOPOHBI, OTIPENENeT
«CaMOLIEHHOCTH», TaKHe, KaK YeJIOBEK,
cyacThbe, CrpaBeIuBOCTb, H, BMECTE C TEM,
YTBEPIK/IAET OTHOCHTEJILHBIN XapakTep
«1leHHoCTeH», 00 1Mo MHeHHIO husocoda,
«pasHble BelllM KaXKyTCsl LIeHHbIMU JIETSIM
1 My2KaM, T0OPBbIM 1 My/IPbIM JIFOJISIM »
(CrosioBuu). B 11eJ10M ke JipeBHErpeueckne
MBICJIUTENH MPUXOASAT K MOHUMAHHIO TOTO,
YTO CYIIECTBYET €IMHOE [IEHHOCTHOE
HayaJ/lo, KOTOpoe TaK WM UHAue MPeACTaéT
Kak «Jlo6poe», «[Ipekpachoe>,
«HerunHoe».

O6patleHue K TeOpeTHKO-
METOJI0JI0THIECKOH MPpoOaeMaTHKe — 3TO
XapakTepHast 0COOEHHOCTb COBPEMEHHOTO
Hay4yHOTro 3HaHHUs1 aOCOJIOTHO BO
Bcex 00J1acTsX, He UCKJ/I0Yast B TOM
Yhclie U My3blKaJlbHOE UCKYCCTBO, IJle
o6111ast MoTpeGHOCTh POCTa HAYYHOTO
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CaMOCO3HAHUS OLLYLLAETCs JOBOJIBLHO OCTPO
1 pa3zpaboTKa MojloOHbIX METOI0JI0THYECKUX
npo6JieM CBUAETEbCTBYET O JI0OCTHKEHUH
HEOOXOJIMMOT0 YPOBHSI UX OCMbICJIEHHSI.
Taxkum o6pazom, oboraiaercsi Habop
METOJI0B MCCJIeI0BAHUS, HAXO/IS CBOE MECTO
B MTaHOpaMe HOBBIX BO3HUKAIOIIMX TEOPHH

1 BCEBO3MOKHbIX MOJIXO/I0B B KauecTBe
BCIIOMOTaTeJIbHbIX TPHEMOB.

MaTepuanbl U MetToabl

PackpbiBast coiepKaTesbHYIO
XapaKTePUCTUKY MOHATHS «1IeHHOCTH >,
MOUEPKHEM: OHO MPEJCTaBJseT COO0H
JIOBOJILHO CJIOXKHOE U MHOTOACIeKTHOE
oOpazoBaHue B IPOCTPAHCTBE
4eJI0BeUeCKON MbICJIH, MOJIBEPrasich
OCMBICJICHHIO B Pa3/IMUHbIX 00/1aCTAX
HayuyHOTOo 3HAHUs, KaK (PyHIaMeHTa bHOe
«cJI0XKHel1lIee siBJeHNe, aleKBAaTHOE
MOHUMaHHe KOTOPOro BO3MOKHO Ha
OCHOBE HHTETpallui HCTOPUYECKOTO,
KYJIbTYPOJIOTHYECKOTO, COLIMOIOTMYECKOTO,
AKCHOJIOIHYECKOTr0, MCHX0JI0THYeCKOTrO,
neaaroruueckoro noaxoaoB» (Puioun). C
MO3UIMH (PHIT0CO(CKOTO MOAX0IA HMEIOT
MecCTO Beflyliipe gpuiocopckue uiaeu
OTHOCHUTEJIbHO CYLIHOCTH, COJIePKAHHUSI,
CTPYKTYPbl LIEHHOCTEH; HCTOPHUECKH I
MOJIXOJL PeyCMaTpPUBAET UCC/Ie0BaHHE
pasJ/IMUHbIX LLEHHOCTHBIX CHCTEM;
COLMOJIOTHYECKUH TOJXOJ| AKIIEHTHPYET
OLEHOYHBII KOMIIOHEHT B €r0 CTPYKTYpE;
B PaMKax ICHXO0JOTHYECKOT0 MOJX0/1a
BBISIBJISIIOTCS TICUXHYECKHE COCTaBJISIOLIHME
LEHHOCTEH — HAIPABJIEHHOCTb,
camMoCO3HaHHe, CaMOperyJisiius
JIMYHOCTH; MeJIarornyeckuil MojxoL
paccMaTpuBaeT UEHHOCTH KaK OJIHY

13 OCHOBHBIX Llesielt 0Opa3oBanus. B
1eJIOM, B UCCJI€I0BAHUHU LIeHHOCTEH
YCJIOBHO OTPEIeUINCh 08€e epynnoL:
nepsyo epynny CoCTaBJSAIOT MOAXOAH,
CBSI3aHHbIE C TEOPETHYECKUM OCMbICJICHHEM
(benHomena: punocodekuil, HCTOPUUECKHH,
COLMAJILHBIN, KyJIbTYPOJIOTHYECKHH U
aKCHOJIOTHYECKUH; 8Bmopas epynna
MMeeT MPaKTHUECKYI0 HarlpaBJeHHOCTb,

BKJII0YAIO11as1 ICHXOJIOTHYECKHUi U
nejarorudeckuii noaxobl. Cretyer umMeTh B
BHJLY, UTO TOJIbKO 0ObeIMHEeHHEe Ha3BaHHBIX
TMOJIXOJI0B Ha OCHOBE 06111ero Noaxo/a
— ¢usocohckoro — no3BodsieT 6JAU3KO
MOJIOHTH K BEPHOMY MOHUMAHHUIO TOHSATHS
«1IeHHOCTH» KaK 06001LEHHOTO SIBJIECHHS.
CJ102KHOCTD OTIpeieIeHHs]
CYILIHOCTH (peHOMEHA KIIEHHOCTH» KaK
YHUBEPCAIbLHON KaTeropuH, 3aK/I04aeTcst
B €0 MHOTOYPOBHEBOH XapaKTepUCTHKe
MHIMBHJIA, KAK B TEOPETHYECKOH, TaK U
B [IPAKTHUECKOH (hopMe B pa3iHuHbIX
cepax ero 1eiTeNIbLHOCTH — KyJIbTYpE,
MCKyccTBe, 0OpasoBaHuu 1 ap. B
JIUTepaType HACUUTLIBAETCS MHOXKECTBO
NeUHULIMI OHSATHST <IIEHHOCTH», B
KOTOPBIX ONPeJeIsIIoTCs pa3Ho00pasHble
CTOPOHbI JAHHOW NIPOOJIEMbI, OTHOCSLIUECS
K 9ncsy o6l1eHayqHbIX, BXOJIS B
KaTeropuaJbHbIil annapar guiocopuy,
COLIMOJIOTHH, MYy3bIKO3HAHHSI, SCTETHKH,
TMICHXOJIOTHH, Mearoruku. B uacTHocTH,
METOJI0JIOTHIECKH BA2KHO €ro (hUJI0codCKoe
ocMbIc/IeHHe, HOO «hunocopus —
cTepKeHb, MoKasaresb 00pa3oBaHHOCTH »
(Kacbsn 12). Tak, B pusiocodun repmuH
«1I€HHOCTb>» UCIIOJIb3YETCs IS YKa3aHHUst
Ha 4yeJioBeyecKoe, 001IeCTBEHHOE 1
KyJIbTYypHO€E 3HaueHHe OorpeieeHHbIX
00BEKTOB U SIBJICHUH, 03HAYast B
usocockoM ciloBape «colaabHble
onpese/ieHust 00bEKTOB OKPYKaIOLEr0
MHPa», <MOBCEIHEBHbIE OPUEHTHPbI»
(Punocodcekuit cioBapb 453). [1pu
9TOM MOHsATHE «1IeHHOCTH» B COBETCKOM
HUMKJIONEIMUECKOM CJI0BAPE UCTOJKOBAHO
KaK «TI0JIOXKUTEIbHAS W OTpULIATETbHAS
3HAUMMOCTb 00BEKTOB OKPY2KAIOIIero MUpa
JUIsl YeJloBeKa, KJjacea, Tpyrmbl, o0111ecTBa B
11eJI0M, oTipesiesisieMasi He UX (COOCTBEHHO)
CBOWCTBaMM, a BOBJIEUEHHOCTHIO B chepy
4eJI0BeUeCKOH KU3HENeATENbHOCTH,
MHTEPECOB, MOTPeOHOCTEH, COLUATIBHBIX
OTHOLLIEHUH; KPUTEPHUU U CIIOCOOBI
OLIEHKH 3TOH 3HAUUMOCTH, BbIpayKeHHbIE
B HPABCTBEHHBIX MPUHLIMITIAX U HOPMAX,
Wleasax, yecTaHoBKax, Lessix». Kacasch
HerocpencTBeHHO « CioBapst Mo 3THKE»,



YKa2KeM TO, YTO MOJL € LIeHHOCTSIMU »
10/lpa3yMeBatoTCst LEHHOCTHbIE
npeacTaB/aeHusi, OTHOCSIIHECS K 00J1aCTH
MOPaJIbHOrO CO3HAHHSI — MOpaJibHble
HOPMBbI, MPUHLMITBL U Wieasbl (CroBapb
148).

B GosibluMHCTBE COBPEMEHHBIX
MCCJ/IeI0BAHUN LIEHHOCTH pacCMaTpUBAtOTCS
MO/, COLMAJBbHO - ICUXO0JIOTHYECKUM YTJIOM
3peHHUst, MPEJCTAIOT KaK COolHaIbHOEe
SIBJICHHE — MPOJIYKT KU3HEeATeJbHOCTH
o0llecTBa U collMa/bHbIX rpyni. B
YaCTHOCTH, B COLIMOJIOTHH MTOHSITHE
«1leHHOCTb>» olpeJiedisieTest Kak «ocoboe
0OLIECTBEHHOE OTHOLIEHHUE, GJyiaroiaps
KOTOPOMY MOTPEOHOCTH H HHTEPEChI
MHMBUA UM COLIHAJIBHON TPYTbl
NEePeHOCsATCsl Ha MUP MPEIMETOB, JyXOBHbIX
SIBJIEHUH, TPUAABAs UM OTIpejie/ieHHble
CBOWCTBA, He CBSI3aHHbIE HATIPSIMYIO C
YTHJIMTapHBIM UX HazHaueHuem». Ha
CEro/IHsILUHUI IeHb UMEEeTCs MHOKECTBO
pasHo06pasHbIX, MOPOH AOMOJMHSIOLUIAX IPYT
Jipyra, nopoi NpoTHBOpevalliux Apyr Apyry
TOUEK 3peHHst Ha MPoGJIeMy «LLEHHOCTH .
Uro e Takoe 11eHHOCTL? [IpaBoMepHO Jin
MPOBOJUTD KJIaCCU(PUKALIMIO IEHHOCTEH ?
CyliecTByeT JiM B3aUMOCBSI3b LIeHHOCTE ?
UT06bl OTBETUTH HA 3TH U JIPYTHe BOTIPOCHI,
He0OX0AUMO 0OPaTUTHCS K HCCIeIOBAHUSAM
pa3HbIX YU€HbIX, paboTalOLIMX B JAHHOM
HanpasJjeHud. Hanbosee ob1iiee ero
orpejiesieHue, Ha Hall B3TJIsiL, BbIIBUHYTO
Cepreem AHHCHMOBBIM 1 Bacusuem
TyrapunoBbim: «LleHHOCTb — eCThb
3HaueHHue MpeaMeTa JJisl yeJoBeKa, Jis
€ro 1Mo3HaBaTeJIbHON WJIH MPAKTHYECKH
npeobpasytoule 1esiTeJIbHOCTH»; €CYTh
IBJIEHHUST (MJTH CTOPOHBI SIBJIEHHST ) TIPUPOJIbI
1 001LeCTBa, KOTOPbIE SIBJSIOTCS G1araMmu
JKH3HH KYJIbTYPBI JIIOJEH ONPee/IEHHOTO
KJlacca B KauecTBe JIECTBUTENbHOCTH UJTH
uneana» (Tyrapunos 20).

Mrak, MOXKHO yTBEpPKIATh O
LIEHHOCTHOM XapaKTepe JIMUHOCTH
BoOOLle, My3blKaHTa — MCTOJHUTEIS,

B YACTHOCTH, CITIOCOOCTBYIOIIETO
pacCLIMPEHHIO U YTJ1yOJIeHHUIO ero
Kpyrosopa, HHTeJIJIEKTyabHOT0

MoTeHIHa/a, BLICTYNAIOLIEro Kak
BaxkKHeHI1asi cucteMooOpagyioliast hopma
0011LeCTBEHHOI0 CO3HAHHUS, CTPEMSICh
OTPa3UTh OKPYKAIOLLYIO IeCTBUTEJIbHOCTD
B 0000111eHHOM H LIeJIOCTHOM BHEe. B
YaCTHOCTH, PUIOCO(PCKO — OXBAThIBAEMBbIN:
[Terp HatikoBckuit B hopMax My3bIKajbHOTO
MBIIIJIEHHS] CTPEMHUTCS OXBATHTb MU

B CBOMX «KaTEropHsix» M TeM CaMbIM
CO3/1aTh LIEHHOCTHYIO CHMBOJIUKY
IMOIMOHAJILHBIX COCTOSIHUI, KOO My3bIKa
criocoGHa NMpPosIBJISITb 3BYKOBbIE aHAJIOTH,
oTpaas o61i1e 3aKOHOMEPHOCTH
COLMAJILHON YKU3HHU B €€ SMOILIMOHAJbHBIX H
JIMHAMUUeCKHX npoleccax (HalkoBCKuH ).

DcTeTHyeckast LeHHOCTb,
XYI07K€CTBEHHOCTD, IIEIEBP — 3TO
KaTeropuu 3CTETHKH, C TTOMOLLbIO KOTOPbIX
OCYUIECTBJISIETCS] aHAJIM3 CTEeHH
1IeHHOCTH MPOU3BE/IEHHST MCKYCCTBA.
Oco6eHHOCTH 3CTETHYECKHX LIeHHOCTEH
OTpeeISIIOTCs Crell(UIeCKUM
XapaKTepoM 3CTETHUECKOTO OTHOILIEHHUS
yeJsioBeKa K JICTBUTEJIbHOCTH —
YyBCTBEHHO-TyXOBHBIM, 6€CKOPBICTHBIM
BOCIPUATHEM, OPUEHTHPOBAHHBIM
Ha M03HaHUE pealsibHbIX 0O'bEKTOB.
CrienoBaTesIbHO, 9CTETHIECKOH 1I€HHOCThIO
MOryT 06J1aJIaTh He TOJILKO SIBJIE€HHUS,
cam ueJioBeK (ero o0JIMK, OBe/IeHHE ),
MpeaMeThl, Co31aBaeMble JIOIbMH, HO U
MPOYKThI yXOBHOH JICATE/ILHOCTH, TJIe
XYJ102KECTBEHHOCTb BBICTYIAeT Kak Mepa
ICTETHUECKON LIEHHOCTH TMPOU3BEICHUS
MCKYCCTBA, OCO3HAHHAs B COJIEPrKATEJIBHO
— apTUCTHYECKUX JIOCTOMHCTBAX, GJiaroiaps
KOTOPBIM OCYIIECTBJISIETCS TIOJIOKUTETbHOE
BO3/IeHCTBHE HA UYBCTBA, pasyM, BOJIIO
MCIOJIHUTEJIS.

Xy[n02KeCTBEHHOCTh — KPOMe
OpraHu4yHoOi 06pPa3HOCTH — ITO Mepa
9CTETHUYECKON 1IeHHOCTH MPOU3BEICHUS
MCKYCCTBa, HAMOJHEHHOCTD €10
NPEKPACHbIM, BO3BbILIEHHBIM, HCTOYHUKOM
KOTOPOTO SIBJSIETCS IEHCTBUTENBHOCTD B
eé 3CTeTHUECKOM CBOe0Opa3uu, MpaBiuBo
OTpak&HHas B IPOU3BEJIEHUH, a TAKKe
NPe/ICTaBJISIONIAS ICTETHUECKHUI Hieall
xynoxkHuka (Caneen).
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Xyji0:KecTBeHHAS! LIEHHOCTh
MIPOM3BE/ICHHS MTPEACTaBJACT COO0H
IMOLMOHAJIBHOE, UYBCTBEHHO-
MICUXO0JIOTHYECKOE, HIEHHOE cosleprKaHue
NIPOM3BEJICHHS KaK cHCTeMy 00pa3os,
COBOKYIHOCTb 3aKJIIOUYEHHBIX B HEM
3HaYEHHUH M OPOKAAEMbBIX UM CMBICJIOB
[IPH YCJIOBHH, €CJIH CyObEeKT OLLEHOUHOI 0
OTHOLIEeHUs1 00J1afaeT 0OLEN KYJIbTYPOH,
COOTBETCTBYIONIEH Xy/102KECTBEHHOH
00pa3oBaHHOCTBIO, XOPOLLIUM
9CTETUYECKHUM BKYCOM M LIEHHOCTHOH
OpHeHTalMe!, oTBevarollel TeHeHIIHAM

0011LeCTBEHHOT0 M KyJIbTYpPHOTO Iporpecca.

Xyno2KeCTBEeHHAs LIEHHOCTh B CBOEH
00'bEKTUBHON 3HAUUMOCTH OTIPEIEJISIeTCs
CTerNeHblo YryyOJeHHOCTH B MTPEJMET
oTtoOpaxKeHus1, U1eHHOCTbIO, TBOPUECKOH
€aMOOBITHOCTBIO, HOBATOPCTBOM.
Bhlictiyto 1leHHOCTb coflepaKaT
MPOU3BE/IEHUsT HCKYCCTBA, B KOTOPBIX

MPU IyMaHUCTHYECKOH YCTPEMJIEHHOCTH

W MIPaBAMBOCTH BbISIBJISIOTCS TBOpPUECKHE
OTKPBITHSI, BOTJIOLLEHbBI IYOOKHe
0000111eHHS COLMABHBIX OTHOLLIEHHH,
yeJIOBeYeCKHX XapaKTepoB U cyne0,
BceoObl1le 3HAUNMBIX MTCHXOJIOTHUECKUX
COCTOSIHUH U uyBCTB. B 3aBucumocTn ot
MPEJMETHO - CIO?KETHON OTIPE/IEIEHHOCTH U
npo6JieMaTHKHN POU3BEJEHHS] HCKYCCTBA
BOOOI1le, My3blKaJibHble COUMHEHMUS, B
YACTHOCTH, UX LIEHHOCTHbIE CMbICJIbI MOTYT
UMETb MPEUMYIIIECTBEHHO < CUTYaTHBHbIN »
KOHKPETHO-HUCTOPHUECKHH XapaKTep

WJIH 3Ke 00J1a71aTh YHUBEPCAJbHOCTbIO,
BO3HHMKAsl B KOHKPETHBIX HCTOPHUECKHX,
COLMANIbHBIX, HALIMOHAJbHBIX YCJOBHSIX

U KyJIbTYpHBIX KoHTeKcTax. OfiHaKo ecau
H3MEHSIOTCS YCJAOBUS KHU3HH JIIOJIEH,
COOTBETCTBEHHO C HUMH MICHXOJIOTHYECKHE
CTEPEOTHIIbI, HPaBbl, 0ObIYaH, TO OCTAIOTCS
0011e3HAUMMbIMH Kap/IMHaJIbHble BOMPOCHI
0 CMbIcJie UX ObITHS, TTOUCKH TAPMOHHU
B3aMMOOTHOIIEHHH U T.J1. CTaTtyc
0011e4YeIOBEUECKUX XY/I02KECTBEHHBIX
LeHHOCTeH 06peTaloT NPOU3BEEHHUS, B
KOTOPBIX MOJHUMAIOTCS] 3TH < BEUHbIE»
BOTIPOCHI, COJlep2KATCS YHUBEPCAJbHbIE
CMBICJIbI, OTKPBIThIE JJ151 TPOUTEHHUS

JIIOJIIM Pa3HBIX HALIMH U Pa3JIMUHbIX
snox. Tak, Bc/eacTBUE ONpeie/JeHHOCTH
CBOHCTB «4eJIOBEKA YeJJOBEYHOTr0» U
HAJIMUKS aKCHOJIOTHUECKUX KOHCTAHT
T'YMaHHCTHUYECKOTO 3CTETHUECKOTO
CO3HAHUSI OKA3bIBAETCS BO3MOXKHbBIM
HaCJIeI0BAHHE XYJI02KECTBEHHbBIX
LIEHHOCTeH, MexKHallMOHaJbHBIH 0OMeH
UMHU, BO3HUKHOBEHHE U oOoralieHue ux
o0l1evesoBeueckoro Gonsa.

Kakoii »xe myTb MO3HaHHUS 10JI2KEH
MPOUTH UCMOJNHUTEIb JJIs1 XY/I0?KECTBEHHO —
LIEHHOCTHOTO aHa/iu3a B My3bike? [Ipexe
BCEro, eMy HeOOXOJUMO 03HAKOMHUThCS
C cojiepxKaHueM MPOU3BEJICHHS, TO €CTh
C €ro MeJIOJIMUYeCKOH, FapMOHHUYECKOH,
PUTMHUECKOH U IMHAMUYECKOH CTPYKTYPOH.
Uepes 3T0T aHaMM3 U151 HEro 0603HavaoTCs
rJIaBHbIE OPUEHTUPbI TPOU3BEICHHUS,
KOTOPbIE OIMPeeNsIOTCs], C OJIHONH CTOPOHBI,
JICHICTBEHHBIM COJIeprKAHUEM TEKCTa, C
Jpyro — cOOCTBEHHO MY3bIKAJIbHOH
CTPYKTYPO#, TPeOYIOLIMX OT My3blKaHTa
COOTBETCTBEHHO U3MEHEHUH B KpacKax
roJsioca, JIMKIMH, MaHepe nepeaaun
MCIOJIHEHHS. A 5TO 06CTOSITENLCTBO,

Kak ytBep:xkaaet ['enpux batuiies,

B MCIOJIHUTEJIbCKOM TBOPUECTBE
BBICTYIaeT 3HAYMMOH MPEOChIIKOH
npodeccoHasLHOrO MacTepCTBa,
MOCKOJIbKY «BbICIIIEE HCKYCCTBO
UCTIOJTHUTEJIS1 KAK pa3 U COCTOUT B TOM,
uTOObI C/IeJIaTh MPUTATraTe/bHbIMU
BbICIIIHE 1IEHHOCTHBIE CMBICJIbI TaK, UTOOBI
CaMOCTOSITEJIbHO OTKPBITh X KaK CBOH
co6CTBEeHHblE, 6ECKOMITPOMUCCHO I0POKHUTh
UMH U TPUYUHTH ceOs 0CTaBaThCs BEPHbIM
UM TMPH JI0OBIX HEB3TOJaX, TPYAHOCTSIX U
uenbiTanusax» (barumes 103-118).

Hrak, ymeHns XyJ10’KeCTBEHHO
OLIEHHUBATb HIOAHCHI PUTMA, IMHAMUKH
U TeMIa POU3BEEHHUS, OXKUBJATh
«OKaMeHeJIble 3HAKH» HOTHbBIX 3anucel —
SIBJISIIOTCS ONPEIENSIOIIMMHY KayeCTBAMH
npoceccronana — My3blKaHTa-
UcrosHuTes1. Xy/10:KeCTBEHHO
— BapUHaTUBHOE MOJIEJUPOBAHHE
MCITOJIHUTEJIBCKOTO MTpoliecca crnocoOCTByeT
BbIpaboTKe y Oy/yllero apTucTa



NPOEKTHPOBOUYHBIX M TIPOTHOCTHUECKHUX
YMEHHUH: aHaJM3UPOBaTh M OLLEHUBATh
CLIeHMYECKHE CUTYallMH, OCYLLIECTBIATD
MBIC/IEHHOE «KCIIEPUMEHTHPOBAHHE »
U T.J., 6J1aroaapst KOTOPbIM MOCTENeHHO
BO3PACTaeT U COBEPLIEHCTBYETCS
MCIOJIHUTEJILCKUI OTIBIT, TPHOOpeTaeTcst
rMOKOCTb H MHOMOBAPHAHTHOCTb KakK 3aJiora
rokasareJisi MaCTepCTBA My3blKaHTa —
UCITOJIHUTEJIS, JOCTHKEHHUST XY/I0?KECTBEHHO
— TBOPYECKOro MOTeHLHa/a ero
npoeccroHaIu3ma.

3aBepiuasi npeinpUHITbIH HAMH aHAJN3
CYLHOCTHOTO COJIEPzKAHUSI TOHSATHIH
— «IIEHHOCTH», «XyJI0’KECTBEHHbIE
LIEHHOCTH », OTMETHUM, UTO B JIESTEJbHOCTH
My3blKaHTa — MCIOJHUTEJIS JaHHble
SIBJICHUA NIPEICTABJAIOT COOOH CHCTEMY
3HaHWH, B3TJISIOB, MPEANOYTEHHH,
onpeseIsIioLIMX OTHOLLEHHE K M36paHHOH
npoceccun, camomy cebe, TOHUMaHKUe
1 9MOLIMOHAJILHYIO OLIEHKY CMbIC/1a
MY3bIKaJIbHOTO MCKYCCTBA M CBOET0O
TBOPUYECTBA, B KOTOPOH OPUEHTALUS
KakK MpoLece JJIMYHOCTHOIO Pa3BUTHS
o6ycJioByieHa 061IEeH HallpaBJEeHHOCThIO Ha
11eJI1 ¥ cpesicTBa e€ (hopMUPOBaAHHUS.

[Ipexkne Bcero, noguepkHeM, 4To
MOHSITHE KOPUEHTALUS» — 3ITO He
CJIyd4aiHbIA HabOp NMPeIIOUTeHUH TexX
WJIM MHBIX MaTepHaJIbHbIX M TyXOBHbIX
1LIeHHOCTEH, CMOCOOHBIX YI0BJIETBOPUTh
norpeGHocTH. /17151 TOro, 4ToOHI
nproOpecTH CBOK CTaTyC, OpUEHTALMN
OblIM MHOTOKPATHO MOBTOPEHbI HA
OMbITE, pacCcMaTpPUBAsi HA OCHOBE
NpUHLMNIA peeMcTBeHHOCTH. CMbIc/I0BOE
cojlep:KaHue TepMHUHA «OpHeHTalUs» (0T
JIaT. oriens — BOCTOK) naetcst B « CyioBape
10 CoUMaNbHON Meiaroruke», o3Havasi:
«onpejiesieHle CBOEro MoJoKeHUs B
NPOCTPAHCTBE; COBOKYMHOCTb JI€HCTBUS
cyObeKTa, HarpaBJ/ieHHbIX Ha OLLeHKY
npo6JeMHON CUTyallnH, e€ oOcae0BaHne
U MJIaHUPOBAHKE TIOBEJIEHUST; YMEHHE
pasbupaThCsl B OKpyKaiollell 06CTaHOBKe;
OCBEJOMJIEHHOCTb B yeM — Jin60» (CjioBapb
185). ['To muenuto Aunbl Lllep6akosoi,
«OpHEHTalMsl — 3TO MPOoLLeCC JIMYHOCTHOTO

pa3BUTHSI, B KOTOPOM (hOPMHUPOBaHHE,
M3MEeHEeHHe, HHTerpaliusi €& KOMIOHEHTOB
BeJleT K 60Jiee BLICOKOH 11€/IbHOCTH
nostanuo» (Lllep6axkosa 93). B umpokom
CMbICJIE OPHEHTALLUS B TPOdeCcCHOHANBHOM
cpelle — eCTh BaXKHelllee yCI0BUe
(hYHKIMOHUPOBAHHST CAMOPETYJIHPYOLIEHCs
CHUCTEMbI U CBSA3YIOlllee 3BEHO C
onpeJeJieHHbIM HaGOPOM CPEJICTB U

(hopM noBeJieHHsl TAHHOTO CyObeKTa
(Hoicambaena 30).

Auckyccum

Heob6xoauMbIM /17151 HACTOSIIETO
MCCJII0BAHUS MIPEJICTABISIETCS U3YUeHHe
CYLIHOCTH TMOHSITHSI «IEHHOCTHbIE
OpHeHTaUUN>», TPobGJeMaTHKa KOTOPOTro
BrepBble Obljla aKTyaJM3HPOBaHa B HavYaJle
XX Beka 3apy6eKHbIMH COLMOJIOraMn
Gopranom 3HaAHEUKUM U YUJIbIMOM
Tomacom, nosyuus pacemoTpeHue B
1960-e rozpl B Tpynax yuenbix — Bagnma
Oubuianckoro, Baanumupa Slnosa u Anapei
3apasombiciioBa. B 1970-e - 1980-e rr.
aHaJI3y Pas/UuHbIX aCMIEKTOB MOHSATHS
MOCBSITUJIH CBOU HccaieioBanust Biagumup
['openko, Anekcanp Jlebenes, EBrennsi
MaiiopoBa u 1p. B coBpemeHHo#l Hayke
BOIPOChI, KACAIOIIHECS 1IeHHOCTHBIX
OpHeHTalMi, paccMaTpUBaOTCS
B pa3JIMUHbIX chepax colranbHO-
TYMaHUTaPHOTO 3HAHHUSI, B YaCTHOCTH
dunocoduu (Pannab Panzyanun, Haranbs
Xa6u6osa u 1p.), ncuxoqorun (Hanexna
JKypasanesa, JImutpuii Jleontbes,
Bopuc [Tapbirun u ip.), negarorvke
(JIunust Bepuinnuna, Auna Kupbsikosa,
Buranuit CnacTeHuH 1 JIp. ), COUMONOTHN
(Okcana Kapmanosa, Mpuna Cypuna u
1. ), PACKPBITHE KOTOPBIX MOTPe6oBaIO
oOpalleHus K paboTaMm, MOCBSLLEHHBIM
UCTOPHUU MUPOBOH Xy[I02KECTBEHHOH
KysbTypbl (Apkamuit Aponos, Cepreit
bBaennniin, Costomon Bousikos, Tatbsina
['eopruesa, Mrops Konnakos, Baagumup
[Wynbrun, Jlio6oBb ChicoeBa 1 ap. ).
LleHHOCTHbIE OPHEHTALUH TPECTABJISIOT
co00H CJI0XKHYIO CHCTEMY, BKJIIOUAIOILLYIO B
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ceOs1 MOpaJIbHO-HPABCTBEHHbBIE YCTAHOBKH
JIMUHOCTH: TyXOBHbIE H/lealibl, TyMaHHOCTb,
rpakKIaHCTBEHHOCTb U 9CTETUUECKUH

BKYC, (hopMUpyIOIIHeCs MOCPEICTBOM
NPUOOGLLEHHST K LIEHHOCTSIM HallHOHAJIbHOH
1 MUPOBOH KyJbTYpbl. [1Tpn 3TOM 1yx0BHBI#H
ujeas nposiBJsieTCst B MPEICTABIEHHSIX
4eJIOBeKa 0 JIMUHOCTH, IOCTOHHOH
noapaxauusi. ['ymanHoctb npeanosaraer
JNoOpoxKeaTe/bHOe U YBaXKUTEJIbHOE
OTHOLLUEHHE K JIIOJISIM, a FPaKIaHCTBEHHOCTh
- yyacTHe JIMUHOCTH B »KH3HH 001IeCTBa.

B 1iesioM, 11 HHOCTHbBIE OpHEHTALIMH
OKa3aJIuCh MPeIMETOM U3YYEHHUs pa3HbIX
Hay4YHbIX JUCLMIIIMH C PA3JIHUAIOLIHMUCS
MeKIy COOOH KOHLIENTyaJ IbHbIMU
CPEJICTBAMH, B KOTOPBIX TEOpPETHYECKHE
npejcTaBaeHnst KpaliHe MHOIO3HAUHbI.

B yactHocTH, B pusocodckom acnekre

OHM pacCMaTpPUBAIOTCS KaK BarKHeHLIne
3JIeMEHTbl BHYTPEeHHEN CTPYKTYphbl
JIMUHOCTH, 3aKperJieHHble XKU3HEHHBIM
OMbITOM MHIMBUAA, BCEH COBOKYMHOCTbIO
ero rnepeKMBaHui U OrpaHUunBaIoLIe
3HAUMMOe, CyLLeCTBEHHOE YISl

JIAHHOM JIMYHOCTH OT HE3HAUUMOTO,
HecyuiectBeHHoro (CyoBapb 764).
[Icuxosoramu 1leHHOCTHbIE OPUEHTALIUH
OMpeIeISIIOTCS C Pa3HbIX MOJAXOI0B: KaK
crnoco6 nuddepeHIali HHAXBUIOM
00BEKTOB 10 UX 3HAYUMOCTH U KaK
WJ1€0JIOTHYECKOE, TTOJUTHUECKOE,
MOpaJibHOE, ICTETHUECKOE U JIpyrHe
OCHOBAHHS! OLLEHOK CyObeKTOM
okpyxatolieil reficTBuTesibHoCTH. [To
mbicid Mpunbt JlyGpoBHHON LIEHHOCTHBIE
OpHMEHTALMHU XapaKTepPU3YIOTCs Kak
HarpaBJeHHOCTb JIMYHOCTH Ha L1eJH H
CPEJICTBA JIESITENILHOCTH, BbIpaXKalolline

eé oTHolleHue K Mupy (lyopoBuna 14-

21). Tak, cpenn MHOXKECTBA acMeKTOB,
BbIJIBUTa€MbIX COBPEMEHHON My3bIKaJbHO —
MCIOJIHUTE/IbCKON HAyKOH HEeMOCPeICTBEHHO
K OpMHUPOBAHUIO Y 06YUAIOILIMXCS
LIEHHOCTHBIX OPHEHTAlMH, Ha 0COOOM MecTe
BbICTyMaeT npodJjema KayeCTBEHHOT 0
YCBOEHHMSI My3bIKaJIbHOTO MaTepuaJa.
MMeHHO 3HaYnMBbl «a3bl» TBOpPYECTBA,
BakKHa BbIpabOTKA 1leHHOCTHOTO OTHOLLIEHHS

K MCKYCCTBY BOOOIIIE H K My3bIKe, B
YaCTHOCTH, B POPME XyI07KEeCTBEHHBIX
OpHEeHTALMH, OTHOCHTEJIBHO TeX WJIU
MHBIX sIBJIEHHH. B uacTHOCTH, ApHOJIB]
Coxop, oTMeUalouui 1Be CTOPOHbI —
NOMEHYUAAbHYIO U AKMYALbHYIO
UeHHOCNU My3bIKaJbHbIX TPOU3BEIEHHH,
CUMTAET, YTO 1epsas U3 HUX — OTMeUaeTcst
HaJIMuMeM TBOpUYECTBA aBTOPa, ero
TaJaHToM, 60raTCTBOM BOOOParKeHHUSsI
1 TEXHUUECKUM MacTepPCTBOM; 8MOpAsL
CTOPOHA NPOU3BEJIEHUS XapaKTePU3YeTCsl
COOTBETCTBHEM MOTPEGHOCTAM
KOHKPETHOTO0 00111eCTBa, Hecs B cebe
3apsijl MOJOXKUTEJNLHOH SHEPTHH B OUCKAX
rapMOHHYHOTO BOCTIPUSITHST OKpY2KalollleH
JericTBUTENbHOCTH. Ha 3To# ocHOBe
SMOLMOHAJILHBIH OTBIT TpaHcHOPMHUPYeTCs
B HETIOBTOPHUMbIH HHIUBU/YaJbHbIHA OMbIT
JIMYHOCTH, OTPEJIEISISICh COJlepKaHUEM
LIEHHOCTHBIX OPHEHTALMH 110 OTHOLIEHHIO K
MCKYCCTBY U HcnoiHuTebeTBy (Coxop).
BosiblinHCTBO yueHbIX MpU3HaeT
LEHHOCTHbIE OPUEHTALIMK BaykKHeHIeH
XapaKTEPUCTUKOH JIMUHOCTH, MMOCKOJIbKY OHH
BbIPAXKAIOT OTHOLIIEHHE K OKPY2KalollleMy
MUPY, ONPEJIENIIIOT MOTHBALIMIO TIOBE/IEHMS,
0KasbIBasi CylLECTBEHHOE BJUSIHHE HA
pasHble CTOPOHbI JiesiTesibHOCTH. [1pu
9TOM CHCTeMa 11eHHOCTHbIX OpUEHTalUi
JMUHOCTH He sIBJsieTCsT aOCOJIOTHOH, oHa
MOJIBUKHA ¥ TPOTHBOPEUHBA, OTPaXKaeT Kak
rJlaBHble H3MeHEeHHs B3BAUMO3aBUCHMOCTH
C JIEUCTBUTEJIBHOCTBIO, TAK U CMEHY
TEKYIIHUX, CAYUaUHbIX 2KU3HEHHDBIX
curyalyil. PyHaaMeHToM MUPOBO33PEHHS,
S[POM MOTHBALIUU U «puaocopuei
JKU3HU» YeJIOBeKa SIBJISIETCS MPOJYKT
npoilecca OpUeHTal|H, ero Pe3yJbTaToM
1 KpUTEPHEM, KOTJIa COOTHOCHUTCS obllee
v JMUHOCTHOe. B nanHoii cBsizu EBrenuii
Haszaiikunckunit nopuepkuBaet: « OlieHoUHast
JIeATEJIbHOCTh TpeOyeT 0OLIeHHS U CO31aeT
CBOW cOOCTBeHHbIH 513bIK. OHA HaMpaBJjieHa
Ha MyOJIMKY, COSJIUHSIET CyllaTeseld aApyr
c apyrom» (Haszarikunckuit). Yuenbiit
yOexkKIeH B TOM, UTO KarKJblil My3bIKaJbHbIN
JKaHp BKJIIOYAET B ce0s1 COOTHOLIEHHE
NPEJICTaBAEHHbIX B HEM COLMAJIBHO —



XyJI07KeCTBEHHbBIX (DYHKIIHH, TIe O/1Ha

U3 HUX, KaK NTpaBuJIo, peobJafaeT Hajl
BCEMH OCTaJIbHbIMH B X0J1€ LIEHHOCTHO —
OPHEHTALIHOHHOMN JICATEJIbHOCTH My3bIKaHTa
— UCIOJIHUTEJIS.

[IpakTHKa CBHAETE/BCTBYET O TOM, YTO
yeM OoJiblIe My3bIKAHT COMPUKACaeTcs ¢
SIBJICHUSIMH MCIIOJIHUTEJIbCKOTO UCKYCCTBA.
1 uem riy62xe €ro yXOBHbIE KOHTAKThI C
HUMM Ha MyTH K OCO3HAHHOMY BOCIPUSITHIO
1 MI03HAHHIO, TEM BbILLIE [T0Ka3aTeJ1
OLIEHOUHOI0 OTHOLUEHHUST K HUM, KOTJa
obecreynBaeTcs nepejaada aBTOPCKOU
KOHLETLHH, Xy/102KeCTBEHHOIO 3aMblcJ1a
00bEKTa, IJIe B KAYeCTBE MPOMEKYTOYHOTO
3BEHA BBICTYIAET UCTTOJHUTEb
MY3bIKaJIbHOTO [TPOU3BEIEHHS CO
CBOUCTBEHHOH €My CHCTEMOK LIEHHOCTHBIX
opuveHTalui. [1aBHbIE S/1€MEHTHI
BHYTPEHHEI0 CO3HAHHUST KOMIIO3UTOPA,
3aKperieHHble XKU3HEHHBIM OTBITOM,

BCEH COBOKYITHOCTBIO €TI0 MepeKHBAHUN

Y BIIEUATJICHHUH, BBICTYNAIOT KaK
JICTEPMHUHAHTA W UHIMKATOP JIMUHOCTH.
3aJjioKeHHble B My3bIKe €ro COOCTBEHHbIe
LLEHHOCTHbIE OPUEHTALMH TTIePEHOCSITCS B
CO3HaHMe CJylIarTesist, nepepadaTbiBasich
3aTeM B IPOLECCe YCTONYMBBIX LIEHHOCTHBIX
opuenTauuid. OJJHaKO, «HECTH CBOH Jap,
omnupasich Ha CyObeKTUBHO — JIMYHOCTHOE
MOHUMaHHe LIeHHOCTeH, peACTaBJIseTCs
JIOBOJIBHO CJIO2KHOH 3a/1a4€l, TOCKOJIbKY
COYMHEHHUE — 3TO My3bIKaJIbHOE
BbICKa3bIBaHHe, BOCIIPUSITHE KOTOPOTO
3aBUCHUT OT BOCITPHUHUMAIOLLEH CTOPOHbI,
JIMaJIOTHYECKOT0 0011IeHHs C aBTOPOM
npoussesienus» (Lllep6akosa 175).

[IpuBuBas GyjylieMy My3blKaHTy —
UCTTOJTHUTEJIO OLLeHOYHbIE KPUTEPHH,
cKJaaplBatolLiecs Ha 6as3e TeopeTHYECKHUX
3HAHUI ¥ COOCTBEHHBIX CYKIEHUH, TeM
caMbIM 0Oecne4ynBalTcst He0OOXOUMbIe
NPEANOCHIIKH JI/151 CKJIA/IbIBAIOLLUXCS
LICHHOCTHBIX OPUEHTALMH, TPOLYKTUBHOCTb
KOTOPBIX BO MHOTOM 3aBHCHT OT
XYJI02K€CTBEHHOIO YPOBHSI IPUBJIEKAEMbIX
K U3y4eHHI0 00pa3LoB MPOU3BEACHHUH,
COOTHOLIEHHEM B HUX MY3bIKH U TEKCTa,
MEeJIOJMU U PUTMA, OCOOCHHOCTSIMU

MeTPOPHUTMA, JIaJI0 — rapMOHHUYECKOH
cepsbl v T.1. XapakTepuayst UX CYIIHOCTHO
— cojlep:KaTeJ/IbHyl0 OCHOBY, OTMETHM,
YTO, C OJIHOH CTOPOHbI, B HCCJIE0OBAHUSIX
Huxonas Kusinienko, bopuca Jlnxauesa
W J1P., Xy[02KeCTBEHHO — 1IeHHOCTHbIE
OpHMEHTALMH MPEACTABISIOT B3aUMOCBSI3b
3JIEMEHTOB HarpaBJeHHOCTH JIMUHOCTH,
BKJIIOUAIOLLMX TOTPeOHOCTH, YCTAaHOBKH,
uieaJbl M JIp., a ¢ IPyroil — BBICTYNAIOT
B npejicTaBsenusix JIbBa Boirorckoro,
BsiuecnaBa MejytieBckoro u fip.,
KaK BbIpaKeHHE OTpeeIeHHOTO
BHJIA IEHHOCTHO — OPHUEHTALMOHHON
JIeATe/IbHOCTH B PA3BUTHH ICTETHUECKHUX
OTHOLIEHUH W NPeANoUYTeHUH B 06J1aCTh
uckyceTBa. M, B KoHeuHoM cueTe,
3aTparuBaloT BOMPOCHI ICTETHKH,
COLIMOJIOTHH, TICUXOJIOTHH, MY3bIKAJbHOIO
1 XyJ102KECTBEHHOTO TBOPUECTBA B TPYy/ax
Apnosibna Coxopa, Bukropa Llykkepmana,
Annbl Lep6akoBoit u ap.

DCTeTHUECKH OLIEHHBAsK CYLIIHOCTh
MY3bIKaJIbHO — MHTOHUPYEMOI0
o0pasa Mpou3BeJIeHHs KaK 11eJ10T0,
BaXKHO MOHATH CMbICJIOBOE 3HAUEHHE
YACTHOCTEH OT/Ie/IbHBIX My3bIKAJbHO —
BbIPA3UTEJ/IbHBIX CPEJICTB H 11EJbHOCTH
MHTOHUPYEMOTr0 KOHTEKCTa, PaBHO KaK
MOCTHYb POJIb LIEJIOT0 B Xy[0KECTBEHHOM
MPOYTEHUH YACTHOCTEH 3JIEMEHTOB UX
cojlepaKaHusi. 371ech Kax/1as yacTb, 110
yTBep:kieHuto Mropst Anuesa, «Hecer
B ce0e CyLIHOCTHYIO UepTy 06pas3Ho —
CMbICJIOBOTO LIEJION0, PaBHO KaK H LieJioe
MY3bIKaJIbHO — MHTOHHpyeMoe ohopMieHHe
CMbIC/Ia 00 beIMHEHO 11€/IbHOCTBIO
4yepT YaCTHOCTH (KakK, Hanpumep, B
noprpete)». [IpocheccronanbHbli
B3TJIsIL HA TTPeJIOMJIEHHE 11eHHOCTHBIX
KaTeropuil B My3blKe BaxKeH sl
Pa3BUTHS Xy[L0KECTBEHHO — 11€HHOCTHbIX
OpHEHTAUMH My3bIKaHTa — HCTOJHUTEIS,
CTAHOBSICb HEOOXOUMbIM KOMITOHEHTOM
B CHCTEME €ro JIMYHOCTHbIX KaueCTB.
Axcuosiorusi My3blKaJbHOTO HCKYCCTBa
C OMopoH Ha obLleYesoBeyecKHe
LIEHHOCTH CMOCOOCTBYET BOCXOKIEHHIO
Oy/Iyl1ero crelraancTa K HeHHOCTSIM
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MY3bIKH, K CMbICJTy CBO€H MY3bIKaJIbHOH
JledaTe/IbHOCTH. K3yueHue um coupanbHo —
3HAUMMbIX Xy[10?KECTBEHHO — 11eHHOCTHbIX
OpHeHTALMH KaK MPOBOIHHKA lyXOBHOK
KYJIbTypbl 061IeCTBA CTAHOBUTCS BCe
6oJiee akTyasbHOH TPoHIEMOH, Tak

KaK COBEPIIEHHO OUEBHIHO, YTO OT
KauecTBa 9THX OPUEHTALIUI BO MHOTOM
3aBMCHUT KaueCcTBO PabOThl My3blKaHTa —
UCITOJTHUTEJIS.

PesynbTaTthl

B uesnom, obuias «kapTuHa»
OpPHEHTALMOHHBIX IOMUHAHT, COOTBETCTBHUSI
MX COJlep2KaHHIO IEHHOCTHBIX (heHOMEHOB
My3bIKaJIbHO — HCIOJHUTEJbCKOH
JIesITe/IbHOCTH CIelMalueTa, Ha Halll
B3IJIsA]L, 10JI2KHA ObITb CBEICHA K
CJIEMYIOLIEMY Psily: LEHHOCTH — LleJH
MY3bIKaJIbHO - UCTIOJTHUTENbCKOH
JIeSITeJIBHOCTH; YeHHOCMU — OMHOULeHUS
medncoy cybvexmamu — MY3blKAHMAMU-
UCNOAHUMEeNAMU; YCHHOCMU — Kauecmsda
eé cyboeKkmos; yeHHocmu — peayrbmamn
MY36LKAAOHO-UCLOAHUMEAbCKO2O0
saaumodelicmsus.

B cosHanuu npeo6pas3oBaTesIbHOTO
XapakTrepa My3blKajibHO —
UCITOJIHUTEIBCKOH JIeITEIbHOCTH
BarKHAsl POJIb OTBOAUTCSI TBOPUECKOMY
CaMOPa3BUTHIO ClIeLMAJINCTA, HALLEJIEHHOTO
Ha JINYHOCTHOE NpodeccHoHaIbHOE
camocoBepuleHCTBOBaHHe. B
JIAHHOMN CBSI3U OT/I€JILHOTO BHUMAHHUSI
3aCJy’KUBAET BOTPOC 0 hyHKYuax, n6o
«TOJJIMHHO HAyYHbIA METOJL [T03HAHMUSI,

— 3TO OCO3HAHHLIA C10COO MO3HAHHUS,
OCYLLIEeCTBJIIEMbIH B pycJie ONpeie/IeHHbIX
KaTeropuu, QyHKIMI», UCXO/s U3
NoTpeOHOCTEH COBPEMEHHON MTPAKTHKH
B LleJISIX aKTHBHOIO OTOOpaKeHHUs!
MY3bIKaJbHOW I€UCTBUTEJbHOCTH.
Jloruka pa3BUTHSI MCKYCCTBOBEIUECKOH
HayKH CBHIETEJIbCTBYET O TOM, UTO
J1I000H 0OBEKT UCCJIeIOBAHHSI, B HALLIEM
cJlydyae — XyJ0KeCTBEHHO-IEHHOCTHbIE
OpPHEHTALHMH My3bIKaHTa-UCIIOJHUTEJIS
MO2KET ObITb PACCMOTPEH C [TOMOILLbIO

MOHATHS — «(PYHKLHMSI» KaK heHoMeHa
NPOsIBJICHUI JIMUHOCTH B Mpoliecce
pelieHus MpodecCcHoHaNbHBIX 3a1ay.

B yacTHOCTH, COrVIACHO MOJIOKEHUSAM

0 yHKIMSAX HCKYCCTBA B TPyIax
ucesenoparesieil no scretuke (Opui
Bopes, Esrenuit ['pomos, ABHep 3uch,
Mouceii Karan 1p.), My3bika coepKuT Bce
colpaJbHble PYHKIMH, YCTAHOBJIEHHbBIE
3CTETHYECKON HAYKOH M0 OTHOLUEHHIO K
MCKYCCTBY — KaTapCHUECKYIO, STHUECKYIO,
KaHOHUYECKYIO, T'€JIOHHCTHUECKYIO,
BPUCTHYECKYIO, KOMMYHHKATHBHY!O,
OTpaKeHHus! 1eHCTBUTEJLHOCTH,
M03HABATEJIbHO — MPOCBETHTEJ/BCKYIO.

Cpean o6u1mx hyHKIMH MY3bIKaJbHOTO
MCIOJIHUTE/IBCTBA TPEUMYIIECTBEHHOE
3HaueHue npuobpemarom:

- MOMUBUPYOULAS, BBIPAXKEHHAS]

B NIOTPEOHOCTH OCYLLIECTBJISATH OoJiee
YacTHbIe, KOHKpPEeTHbIe U Hao0opoT, GoJsee
oOl1Ke BbIBO/IbI, 33HOBO «OTKPbIBATh»
JUis1 ce0s1 U3BECTHBIE MOJIOXKEHHST U BHOBb
0OHapy>KHUBaTb Ba’KHEHILINE HCTHHBI,
y6exK1aThbesl B IOCTOBEPHOCTH CBOUX
CY2KJIeHUH;

- cunmesupyrowas, HarpasJeHHast
Ha o6peTeHne 0006IAIONINX HABBIKOB
B YCTaHOBJIEHHH TIPO(ECCHOHATBHO —
LLEHHOCTHBIX OPUEHTALMH U BbISIBJICHHE
0O1IKX CBSA3€eH, 3aKOHOMEPHOCTEH;

- A0eudeckas, BbipabaTbiBalOLIAs
CIMOCOOHOCTb K MBICJIMTE/IbHBIM
orepalusiM B X0/l€ aHaJIM3a My3bIKaJibHO —
UCIOJIHUTEILCKUX MTPOOJIeM, pas3pellieHus]
TeX WJH UHBIX TPOTHBOPEUHH, YTOUHEHHUSI
pPa3HbIX MHEHUH, CYKAEHUH, TOYEK
3penusi. Xy/10’KECTBEHHO — 11eHHOCTHBIN
aHaJIn3 My3blKaJIbHOIO HCIOJHUTEJbCTBA,
HaIpaBJIeHHbIH HA 00Pa3HOe OTPAXKEHHUE
OKpyzKatollel 1eICTBUTEJbLHOCTH
B TIPOU3BEJICHUSIX HCKYCCTBA,
XapaKTepru3yeTcst TaKUMH BeIyIHUMU
(YHKLHUAMH, KaK: Xy[102KeCTBEHHO
— I03HaBaTeJbHOH, LIEHHOCTHO —
OPHEHTAIIUOHHOHN, PETyJIATHBHOH,
MHPOBO33PEHUECKOH, TBOPUECKH —
npeobpazoBare/ibHOM, KOTOpPbIE, M0
MHeHHI0 Moucest Karana, B cBoeM



CJIMSIHUU B MY3BIKaJIbHO — TBOPYECKOM
UCITOJIHUTEJ/IBCTBE CO31Al0T «BecbMa
LIMPOKOE BAPbUPOBAHHE MEK/Ly HUMH »

(Karan 123).
OCcHOBHble MONOXEHUS

Mei paznensiem noguiiuio TaTbsIHbI
3aTsIMUHOM, BBIIBUHYBILIEH B KaUeCTBE
OCHOBHOH (pyHKIIMHM IyMaHUTAPHOTO
MHPOBOCTIPHUSTHS CHIELIHAINCTA
— My3bIKaHTa XydoxHecmeeHHo —
NO3HABAMEAbHYIO, KOTOPAst, N0
yOEXKIEHUIO UCCIe0BATe/Is, TPOSIBJISETCS
B BbIOOpE [LEHHOCTHO — CMbICJIOBBIX
MOTHBOB, YCTAHOBOK, HalleJUBas €ro
Ha NPUOOPETEeHUE HOBbIX 3HAHHUH,
NpubJIHKAsh K TBOPUECKOMY MX < BUIEHHIO»,
CTAHOBSICb OCHOBOF CaMOPa3BUTHSI
nyTem oOpalleHust K pa3iudHbIM cepam
3HaHui. B peanusauyn nanHoi QyHKIMK
My3bIKaHTa — MCTOJHUTEJS CyLLEeCTBEHHOE
3HaueHHe UMeeT OKpy»Katolliast
JIeFICTBUTENILHOCTD, COMPUKACasiCh C
KOTOPO# CrelHalMCT ¢ MaKCUMaJsbHOH
MOJIHOTON U TJIyOUHOH CTPEMUTCS B
MY3bIKaJIbHOM HCTIOJIHUTE/LCTBE OTPA3UTD
e 0cO6eHHOCTH, BKJII0UAsT Xy/102KECTBEHHbIE
accouualliu, CBsi3aHHble ¢ Pa3HuHbIMU
BUaMu nckyccTs. Mcenonb3oBanue
Wleu B3aUMOJICHCTBHSI UCKYCCTB B
COJ/lepzKaHUK UCTTOJHUTEJIBCKON MOArOTOBKH
My3bIKaHTa — MCIOJHUTEJIS] ONUPaeTCsl
Ha TJIyOMHHbIE TICHXHYECKHE MPOLLeCChl
npeobpa3oBaHust « BHEMY3bIKAJIbHbBIX»
BIeyaT/eHUi B COOCTBEHHO My3blKaJIbHbIE,
KOIJIa aCCOLIMaTHBHbIE CBSI3U
BBICTYTAIOT BAXKHEHIINM MEXaHH3MOM
€ro 1Mo3HaBaTeJbHOM 1esITe/IbHOCTH,
CTUMYJIHPYSI paGOTY BOCHPHUSITHS,
namsiTH, BooGpazkeHus, (haHTa3uu.
[To muenuto I'ennagus Lpinuna,
6Js1aroiapsi accouMauusM, My3blKasbHast
JIEACTBUTENLHOCTD OLLYLIAETCS
CTE€PEOCKONMMUECKH BBIMYKJIOH U pesibeHOH,
YCHJIBAst TPOsIBJIEHHE PA3JIHUHBIX UYYBCTB H
nepexkuanui (Lpmunn 227).

LlennocmHo — opueHmayuoHHas
GPYHKYUA UCTIOJHUTEIS My3bIKAJbHOTO

MCKYCCTBA BBICTYNAET CBOCOOPA3HbIM
peryJsisiTOpoM JIKUHOCTH B ONpejieIeHuU
XapakTepa U HarnpaBJeHHOCTH CBOEH
JeTeJIbHOCTH, TTI03BOJISISI MHTEMPUPOBATH B
MY3bIKaJIbHO — HCIOJHUTEJbCKUH MpoLecc
Bce noctkenust [powsoro u Hacrosiiero,
obecrieunBasi, TaKuM 00pa3om, MOCTOSTHHOE
JBKeHue B Bynytiee, npusBanHoro
MPaBUJILHO U IJTyOOKO OLLEHMBATH TO
WJIM MHOE MTPOM3BEIeHHEe, UCXO/IS U3
JIOCTOUHCTB €r0 COfieprKaHus U (hOpPMblI,
MacTepCcTBa UCIIOJIHUTEJIS, PYKOBOACTBYSICh
HeOOXOMMMbIMH OLLEHOUHbBIMH
KPUTEPUSIMH B BbIOOPE OMpPeeeHHOTO
00'beKTa OTPaKEHMUS1, B BbISIBJCHUH
€ro cojiepKaTesibHbIX 0COOEHHOCTEH.
[leHHOCTHO — OpHeHTalMOHHAs
MHULMATHBA My3bIKaHTa — MCIOJHHUTEJIS,
TaKUM 06pa3oM, UMeeT sIPKO BbIpaxKeHHOe
CollMaJIbHOE NPU3BAHHE — OTPA3UTH
JIeHCTBUTENBLHOCTD TaK, YTOOb! OHA,
He yTPaTHB CBOEH «peasibHOCTH»,
CTUMYJIHPOBAJIA €r0 MbIC/Ib H YyBCTBA K
OLIEHKE, KaK KpacoThbl M COBEpPLIEHCTBA, TaK
U yLIepPOHOCTH U yOOTOCTH OKPY2KAOLIUX
SIBJIEHUH. DTy 0COOEHHOCTb MOUEPKUBAET
Jlnana borosiBiieHcKasi, cuurasi, uTo
«BO3JIEHCTBHE MY3bIKAJbHOTO UCKYCCTBA
OyJIeT TeM CUJIbHEE, UEM BbIpa3uTe/ibHee
BOIJIOLLEHA B HEM OLlEHKA My3blKaHTa —
UCIIOJIHUTEJIST, OTPEIeISIIOLIAsT TBOPUECKUH
XapaxkTep B PHOOILEHHUHN CllylllaTe el —
3puTesiell K TeM UJIH HHbIM COLMa/IbHbIM
yaeasnam oOLEeCTBEeHHOTO CO3HAHUSA »
(borosiBnenckas 236).

[leHHOCTHO — OpHeHTallMOHHAS
(hyHKILHMS, TT0JTydasi CBOIO peasin3aluio
B [1pollecce BOCIPUSITHS My3blKaJbHOTO
MCIOJIHUTEIbCTBA, HOCHUT SIPKO
BbIpAXKEHHBIN Xapakrep B oTOOpe
HanboJiee 3HAYUMBbIX LLeHHOCTEH, BKJIIOUAET
B ce0s1 MOUCK, OLIEHKY MaTepuaJa,
LIEHHOCTHYIO YCTAHOBKY MOJI BAHUSIHUEM
MHMBUIYaJbHBIX ICHXOJOMHUECKHX,
WJ1€0JIOTHYECKHUX, MHPOBO33PEHUECKHUX
0COOEHHOCTEH JIMUHOCTH, OTpazkas
peaJsibHy!o CBsI3b 00bEKTa C HHTEpeCaMH,
NOTPeOHOCTSMHU, YCTPEMJICHUSIMH CyObeKTa.
B uiesiom, oHa BbICTynaeT 3Ha4MMOH
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B OLIEHKE XY/I0?KECTBEHHbIX SIBJICHUH
OKpYzKatolLel IeAICTBUTEIBHOCTH, TJ1e
3J1eMEHThI pehJIeKCHBHOTO CO3HAHHUS
My3bIKAHTA — UCIIOJHUTEJIS TPEJCTAIOT KaK
CKOHLIEHTPHPOBAHHOE YMeHHE BbIOpPATh

1 TIPABUJILHO OTPA3UTh Xy[0KECTBEHHO

— 11eHHOCTHYIO OPHEHTALIHIO 10
paccmaTtpuBaemoi npoOJeme. Jlannas
(PyHKILIHUSI, COTJIACHO TOUKE 3pEeHHS
Anestunnl [IIBafiko (11IBatiko) npusBana
OJIMLLETBOPSITH H30UPATENbHYIO
HanpaBJeHHOCTb B OLIEHKe My3bIKaJIbHOIO
MaTepHasa, OCylleCTBJSATE OPUEHTALIHIO HA
MPUBUTHE NMPOGECCHOHANBHO — 3HAYUMBbIX
KauyeCTB JINUHOCTH.

Peeyaamusnas pyrnkyus
npoeccuoHaNbHO — LEHHOCTHBIX
OpHeHTAUMH My3bIKaHTa — UCIOJHUTEJIS
HarpasJisieT ero Ha Nouck HauboJiee
OMTUMAaJIbHOW CTpaTeruu CBOUX JIEHCTBUN B
MOBBIIIEHUH KaueCTBa MPOQeCcCHOHaNbHbIX
pe3yJsibTaToB, COMPOBOXKIAEMbIX
MHULMATUBOK M CAMOCTOSITEIbHOCTBIO,
MOOUJIM3aLMeR BOJIM U yCHIHi. B
yacTHOCTH, TaTbsiHa 3aTAMHHA CUUTAET,
4TO (DYHKLIUS peasin3yeT eIMHCTBO IyXOBHO
— JINUHOCTHOM MPUPOJibl My3bIKaHTA
1 Xapakrepa ero npoheccuoHaabHOH
NesTeIbHOCTH, obecreynBast aKTUBHO
— JIeHiCTBEHHbIE CHJIbl BHYTPEHHHUX
MeXaHU3MOB, OCHOBAHHbIX Ha KU3HEHHBIX U
npoeccHoHaNbHBIX MPUHLMIIAX B CHCTEME
OTHOLIEHHH JIMUHOCTH K OKPY»Kalollen
cpeznie U camomy cebe. JlanHast hyHKIUs
NPOosIBASIETCS B BbIOOPE LEHHOCTHO
— CMBICJIOBBIX MOTHBOB, YCTAHOBOK,
npuoJMKast ClCHAINCTA K « BUICHHIO»
HOBOT'O CMbIC/1a MPoGJeM B COXpaHEHHH
CBOEH HHIMBUIYaJbHOCTH (3aTAMHUHA ).

Baxknertied dyHKIMeN Xyl10:KeCTBEHHO
— 1IeHHOCTHbIX OPUEHTALUI UCCJIeI0BATEIIH
— (hustocodpbl crpaBeVIMBO HAa3bIBAIOT
MUPOBO3BPEHUECKYIO PYHKYUIO
nckyccerBa. Co cBoel CTOPOHbI
Apnosaba Coxop xapakrepusyert eé Kak
«CBePX(YHKLHIO», CTOCOOCTBYIOLLLYIO
He TOJIbKO LIeHHOCTHOMY aHaJIn3y
ICTETHYECKHUX B3IVISJIOB, BKYCOB U
XyJ102K€CTBEHHBIX MOTPeOHOCTEH, HO U

BOCIHUTAHHIO MOCPEICTBOM HCKYCCTBA
JIyXOBHOCTH JIMYHOCTH, €€ My3bIKaJIbHOCTH
(Coxop 81), korna, o muenuto bopuca
AcadbeBa, ocyliecTBAsIETCS <aKTHBHOE
HabJIo/IeHHE » MY3bIKaJIbHbIX SIBJECHUH
MyTeM OCBOEHHSI 3HAUMTEJILHOr0 00beMa
cBesieHni, nudopmauuu (Acadnes).
Xapakrep neficTBeHHOH
MHPOBO33peHUYECKOl (DYHKLIMH B
CBOEM MHOT000pPa3uu (MCTOPUUECKHH,
o0OpasoBaTeJsibHbIN U JIp. ) 3HAUUTEJIbHO
BJIMSIET HA OPHEHTALIMIO My3bIKaHTa
— WUCTIOJIHUTEJISA, PEJICTABJISAS €My
BO3MOXKHOCTb MPUOOUIUThLCS K 6OraTomy
HaCJIe/IMI0 MUPOBOH MY3bIKaJbHOH
KyJIbTYPbI, KOTOpas ABJAET COOOH ...
rereparop undopmauuu (fOputi Jlorman)
B COXPaHEHHUH, OCBOEHUH, 06O0TallleHHH
My3blKaJIbHbIX LIEHHOCTEH MPOLIJIOrO U
Hacrositero. Onupasicb Ha MUPOBO33PeHHE,
MY3bIKAHT — MCIOJIHUTENb BCTAET Ha MYyTh
CaMOCTOSITE/IbHOIO CY2KJIeHUsI MaTepHaJa,
npo6yst CBOW BO3MOXKHOCTH B aHAJIH3e
CYLHOCTHO — COJlepKaTesbHbIX CTOPOH
My3bIKaJIbHOT'O HCKYCCTBA, pacllupsis
B UTOTe CBOE MPOohecCHoHaIbHOE
MPOCTPAHCTBO, YMEHHE OLIeHUBATD sIBJI€HHE
My3bIKaJbHOH AeHCTBUTENLHOCTH.
MupoBos3penueckasi PyHKIHS, KaK
ofiHa U3 (hopM OTpaKeHHUs1 peabHOro MUpa
B CJIOKHOM MHOTOYPOBHEBOM I1poliecce
M BKJtoyarollast B ce0si MUPOBO33peHHe
KOMIO3UTOPA, HCTIOJHUTEIS1, CAyLIATe s,
XYJI02KECTBEHHBIN 3aMbICeJ B Tpoliecce
CO3/1aHHUs1, BOCMIPOU3BEICHHST U BOCTIPUSATHS
MY3bIKaJIbHOTO MIPOU3BEIEHHST, OTOOpaXKaeT
HauboJiee 0011le YyBCTBEHHbIE
peakL1H cyObeKTHBHOTO OTHOLLEHHS K
0OBEKTUBHBIM COOBITUSIM, SIBJICHUSIM.
[Tpu B3aUMOJEHCTBUH JIMUHOCTH C
MY3bIKaJIbHbIM HCKYCCTBOM CYLIIHOCTHAs!
OCHOBA MMPOBO33pPEHHUS paCCMaTPUBAETCS
B pab0Tax HCKYCCTBOBEIOB B aCleKTe
TEOPUH OTpaxKeHus1, Gyarogaps uemy
CO3/1al0TCs peasibHble MPeJOChIIKN
000CHOBaHHSI IHAJIEKTUUECKHX CTOPOH
COBEpPLUEHCTBOBAHMSI UCKYCCTBA B
XYJ02KECTBEHHOU IEUCTBUTEJIbHOCTH,
B 11€J10M, 1IeHHOCTHbBIX OpUEHTALUH



UCIIOJIHUTEJIST — MY3bIKaHTa, B UaCTHOCTH.
Jlannast hyHKLMS B CO3MAHUH UM
COOCTBEHHOTO MUPOBO33PEHUYECKOT0
yOexieHust, no MueHuio BsiuecsiaBa
Meny1ieBCKOro, CBOAUTCS K [JIaBHOMY
— COeJIMHeHHe yXOBHBIX CHJI B €IUHOM
1 OECKOPBLICTHOM CTPEMJIEHUH MTOCTHUb
MHP My3bIKH. ABTOp CUMTAET, YTO «B
KOpHe JII0OBU K ueMy Ui KoMy — JH60
Mbl HAlJIEM BEPY B TO, UTO JIIOOUM; Bepa
HaroJIHsIeTCs CHIIOM, cHsla 060pauruBaeTCsl
BOJIEH, BOJISI 2KEJIAHUEM, JKeJlaHue —
MOHUMaHUEM, JIesTHHEM, TBOPUECTBOM M TaK
Jo 6eckoHeuHoCcTH» (MenyieBckut 78).
Teopuecku — npeobpazosamenvras
GPYHKYUA XYTOMKECTBEHHO — LIEHHOCTHBIX
OpUEeHTaLMH My3blKaHTa — UCIIOJHUTEJIS]
COCTaBJISIET MPOYHBIH (DyHAAMEHT ISt
peasin3aliiu ero TBOPUECKOTO MOTeHIIHAIA.
Omna nposiB/isieTcsl B CBOe06pa3HOM
XYJI02KECTBEHHOM TIPEJIOMJIEHUH B CO3HAHUH
MCIOJIHUTEJISI U 3aTEM B €r0 3BYKOBOM
BOIJIOLLEHHH, B pe3yJ/ibTaTe CO31aBast
eJIMHOE 11eJI0€ 110 CTUJII0, MOHOJIUTHOE
1o ¢opme, BbICOKOINpodeccHoHambHOe
10 UCI0JIb30BAHHUIO BbIPA3UTEJbHBIX
NPUEMOB My3blKaJlbHOE [POU3BEJIEHHUE,
HepaspbIBHO CBSI3aHHOE C MI03HAHUEM U
OLEHKOH MCTOJIHUTENIBCTBA, B KOTOPOM
3arneyaTsieHo U COOCTBEHHO TBOpUYECKOe
HayaJlo, oTpaxkatollee HHAUBUIYalbHOCTD
aBTOPA MY3bIKH, KAUECTBO UCIOJIHEHHUS
aprucra. KoHueHrpaiys TBOpUECKHX
CHJ1 My3bIKaHTa peryJnpyeTcs ero
crienruuecKUMH Xy10:KeCTBEHHBIMH
CITOCOOHOCTSIMH U 3aaTKaAMH,
MO3BOJISIIOLLIUMH OCYLLLECTBJISITh MPOLLECC
MCIOJIHUTE/IbCTBA B OMpeieIeHHbIX hopmax
CLLeHMYECKOH 1eSITeIbHOCTH. XapaKTepuayst
MCIOJIHUTEJ/IbCKUI TTpoLiece My3blKaHTa,
Mouceit KaraH, B yacTHOCTH, BBIBOJUT PsifL
HarpaJeHHi peasn3alui TBOPUECKOTO
NoTeHIHaa JUYHOCTH: THOCEONOrHYeCKUH
BKJI0UaeT 00beM HH(OPMALIMK O BHEIIIHEM
MHpE; aKCHOJIOTHYECKHU peaidyeTcs
B CHCTEME LIEHHOCTHBIX OPHEHTALIUH;
COOCTBEHHO-TBOPUYECKUH — OIpeesseTCs
CNocoOHOCTBIO CyOBEKTa K AKTHBHOH
npeoO6pa3oBaTEIbHON eSTe/IbHOCTH;

XY[I07K€CTBEHHbII — BbISIBJISIETCS
crieluuuIecKUMHU MOTPEeOHOCTAMU
JIMUHOCTH K MX Y/IOBJIETBOPEHHUIO.

@yHKIIUS TBOPUYECTBA B
npeo6pa3oBaTeqbLHOM Mpolecce,
HECOMHEHHO, HMEeET MPEeUMYLILeCTBEHHOE
3HAUEHHe CPeaH APYTUX (PyHKLMH
XYJI07KECTBEHHO — 1I€HHOCTHbIX
OpHUEeHTaUMH My3bIKaHTa — UCIOJHHUTEJs,
BBICTYMas ¢ TOUKH 3penust bosecnapa
sIBopckoro, bopuca Acacbesa, Hukoasas
bepnsiera, JIbpa Brirotckoro u apyrux
MCKYCCTBOBEJIOB KaK OCHOBOIIOJIaratolas
B MI0O3HAHUH MY3bIKH. DTy 0COOEHHOCTh
nojuepkuBaet Eprenuntt Hazalikunckuii:
«Ha naur Baruisin, My3blkajibHOE UCKYCCTBO
COBPEMEHHOTO0 U Oy/Iyllero HCoJHUTE/IS
JIOJI2KHO 00JIblle pa3BUBATHCS Kak
Pa3HOBHUIHOCTb TBOPUECTBA. Y2Ke ceiuac
(hyHKIIMS] TBOPUECTBA MOKET CTaTh OJTHOM
M3 LEHTPaJIbHbIX B (DYHKIIHOHAJIBLHOM
KOMIIJIEKCE HCIIOJIHUTEIbCTBA U
yNonoO6UThCst (PYHKIIMK MHTEPIIPETaLdK »
(Haszaiikunckuit 103).

3aknwueHue

Wrak, paccMoTpenHble HaMu QYHKLMHA
XY/I0?K€CTBEHHO — LIeHHOCTHBIX OpHeHTalMH
My3bIKaHTa — UCIOJHUTEJISI COCTABUIN
ONpe/esIeHHbIH acreKT TeOPeTHYECKOro
000CHOBAHHUS UX CYLLIHOCTHOU U
COJIEP2KATENbHON XapaKTEPUCTHKH.
[IpencraBieHHblil GyHKIMOHANBHBIA aHAIN3
LLEHHOCTHBIX OPHEHTALMH My3bIKaJbHOIO
MCIIOJIHUTE/IbCTBA MTOKA3bIBAET, UTO
JIQHHBI MTpoLLeCC SIBJISIeTCs TaKkKe U
MHO20yposHesbim. Mbl pasiessieM TOUKY
3penust Hatol KpbloBoit o Hasmumu
uemolpex YposHeli: nepsolil YposeHs

— UHGOPMAYUOHHbLLL, TIE, TIPEXKE YEM
BbIPA3UTh CBOE OTHOLIEHHE Y UeMy — JIHOO,
MY3bIKaHT — MCIOJIHUTEJ/b OCYLLIEeCTBJISET
c60p pasHooOpa3Hol UHGOPMALMH J1J151
OLIEHKH U BbIOOpa HauboJiee LIEHHOTO
marepuasa. OT oObema KauecTsa,
cojiepaKaHusl, HaTIPaBJIEHHOCTH CBEIEHHH
BO MHOTOM 3aBHCHUT €MKOCTb, 3HAYUMOCTh
€ro OTHOLIEHHS K U3yuaeMol rpoobJieme;
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8MOpPOLL YposeHsv — YeHHOCMHO-
OpuUeHmMauuoHHbILL, KOoTJa, 1axe obsanas
OOIIMPHBIM U PA3BUTHIM aMnapaToM OleHKH
1 BbIOOpa MH(OPMAIMH, CIIEIHAUCT

ellle B MOJIHOH Mepe He BbIparKaeT

CBO€ OTHOIIIeHHEe K ueMy — JIHOO MpH
OTCYTCTBHM HaJIMUMsl MOTPeGHOCTH,
UHTepeca, LeJM OLleHKH MaTepuasa.
LleHHOCTHOE OTHOLIEHHE, BKJIOUAIOlIee
YCTAHOBKH, WjleaJibl, ONpeJIeisieT
LIEHHOCTHOE COJIeprKaHue, HanpaBJeHHOCTD
JIeSITEIbHOCTH MY3bIKaHTa — MCIOJHUTEIS,;
mpemuii YyposerHo — HOPMAMUBHO-
peasmugHolil, oT CPOPMHUPOBAHHOCTH
KOTOPOT'O 3aBUCHT TOJIHOTA HOPM U OLIEHOK
peryJisiiiii TBOPUECKOH 1eATebHOCTH
My3bIKaHTa — HCIOJHUTEJS, MO0 6e3
JeUCTBHUS 11€JT1 HOPM, LIEHHOCTHOE
OTHOLIIEHHE TEPSIET CBOIO MPEIMETHYIO
HarpaBJIeHHOCTb, «BbIXOJ1» U3 BHyTPEHHETO
COCTOSIHUSI JIMYHOCTH B <TIPAKTHKY .
Yemsepmoltl yposeHb — NpPeoMemHo-
npaKkmuyeckuil XxapakTepusyer
HanpaBJeHHOCTb U Peasu3aliuio
LIEHHOCTHOTO OTHOLIEHHS B IEATEJNLHOCTH,
6e3 KOTOPOil OHO MPOCTO HEBO3MOYKHO
(Kpblnora).

Bknap aBTopa:

Taknum o6pasom, npejacrapjieHHble B
MCCJIeI0BAHUN HA OCHOBE Te3Hca
«eJIMHCTBA B MHOTOOOpa3uu»
BblllleHAa3BaHHbI€ YPOBHH MPU3BaHbI
00€eCreunTsb 11eJI0CTHOE BUIEHHE
MY3bIKaJIbHO — MCTOJIHUTEIbCKOTO
npoueccea, rjae CoCTaBHOH 4acTbio
BBLICTYMAET AeATeJbHOCTh CelHaincTa
— npoceccuoHasna, B Xojie KOTOPOH
Y TIPOUCXOJIUT peaJsin3aliusi ero
XYJI07KECTBEHHO — IIEHHOCTHBIX
OpHUEHTalHH.

Wrak, U3 npuBeeHHbIX Bblllle
paccy KIeHHi, Mbl IIPHLLIH K
JIOTHYECKOMY BbIBOJLy, IPHUHSIB B KauecTBe
pabouero ornpeseeHus noHamue:
«XydoacecmseHHo — YeHHOCMHbLe
opueHmayuu NPUMeHUMeEeAbHO K
desamenvHocmu my3oelKanma —
UCNOAHUMEASL — 3MO AUUHOCTIHOE
obpaszosanue, HAaNPaBACHHOE HA
AHAAUS U OYEHKY UOCLHO — CMbICA0BOO
codepoicanus u
uepea Heeo Ha NO3HAHUe
xyooacecmserHol yeHHocmu
npoussederutl MysolKairbHOE0
uckyccmsax.

M.A.Eny6aeBa - pa3paboTka KOHLeNu1u, NpoBeaeHne UCCefoBaHUS, MOATOTOBKA
W pefakTMpOBaHME TEKCTa, YTBEPXKAEHUE OKOHYATENIbHOTO BapuaHTa CTaTby,
pa3paboTka MeToAonornu. MeTofonorus U KOHLENUMs UCCNefoBaHuUs, aHanms u
0606LieHME UCCNen0BaTENbCKOrO MaTeprana, peaakTMpoBaHMe CTaTbu, HaNucaHme

OO0NOTHUTENbHOTO TEKCTA.
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Mapxaun Eny6aeBa

TemipGek Kyprenos arbinarsl Kasak yartbik enep axkagemusicol (Asnmarnl, Kasakeran)

MY3bIKAJIbIK OPbIHAAYAAFbl KOPKEMAIK X)KOHE K¥HAbINbIK BAFAAPTAPbIHbIH
TEOPUAJbIK XXOHE o941CTEMEJIK ACMEKTINIEPI

Anpatna. XXannbl Kasipri anemae 601bIN XKaTKaH TePEH, aNeyMETTiK 63repicTep XarLanblHAA KOFaMabIK,
eMipfiH 6apnbiK cananapbiHAd, COHbIH, iliHAE MY3blKaNblK 6HEPAE A€ KYHAbUIbIKTapAbl KakTa Kapay
YAepici >ypin xaTtblp. «KyHObUIbIKTAP» XaHE «KepKeMAIK-KYHAbINbIK 6araapnapbl» yFbiMAapbl OCbl
3epTTey YLWiH ipreni MaHre ne. 3eptTey 6apbICbiHAA OCbl CAHATKA KaHAAM MaFblHaNbIK, MaH b6epy
OPbIHAbI €KEHIH HAKTbl aHbIKTAY YLUiH, Oy yFbIMAAPAbIH, TPAaHCHOpMaLMANaHy YAepPICiH 6akpliay
MaHbl3bl. TeOpUANbIK, XXSHE dAiCHAManbIK Macenenepre XyriHy Kasipri fblabiMy G6ifiMHiH, COHbIH, iWiHAe
My3bIKaNblK, 6HEPLIH, A€ 63iHe ToH epeKweniri 60bin Tabbliambl, MyHAA FblbIMU ©3iH-63i TaHy AeHreMiH
APTTbIPYAbIH, XXaNMnbl KAKETTINIr 6Te TKip ce3ineni xxaHe oCblHAAM dAicHaManbIk npobnemManapabl
93ipniey onapAbiH, TUICTi TAaHbIMAbIK AEHrelre XeTkeHiH kepceTteai. Ocbinaniia, 3epTTey aa4iCTepiHiH,
YXMbIHTbIFbI OANbITbIIBIM, XXaHa Nanaa 6onFaH Teopuanap MeH KeMeKlLUi apictep peTiHae 6apAbik,
TacCinAep naHopaMacbiHAa 63 OpHbIH Tabaabl. 3epmmey adicmepi My3blKaHT-OPbIHAAYLLbIHbIH, BiniMm,
Ke3Kapac, AaFabl, AYHUETAHbIMABIK X3HE LUblFapMalUbIfblK TYFANbIK XYHAECIHAErT «KYHAbIIbIKTap,
«KOpKeMAiK KYHAbIbIKTap» YFbIMAAPbIHbIH, MaHbI3[bl-Ma3MyH/Abl CMNATTAMacbiH KaMTUAbI. ATanFaH
YFbIMAAPFa XYPri3inreH erken-Tenkenni Tanaay OHblH, KanbinTacy MakcaTTapbl MEH KypanaapbiHbIH,
annol 6aFoapbIMeH ankbIHAANFAH TyIFaNbIK AAMYAbIH XXaHE KaCibu ecy yaepiciHiH epekwweniktepiHe
6aFbITTanFaH. 3epTTenreH MaTepuanfapblH HOTUXKECIHAE MY3bIKablK OPbIHAAYLIbUIbIKTbIH, KYHABIIbIK,
6arnapnapbiHblH, GYHKLMOHaNAbI Tanaaybl aHbIKTanabl, 6yn onapablH, MaHbi3bl XXaHE Ma3MyHAbI
cMnaTTaManapbiHbIH TEOPUANBIK HerisaeMeciHiH 6enrini 6ip acnekTiciH Kypanabl. Ocbinaniia, KYHAbIbIK,
6arnapnapbiHbIH, TEOPUANbIK-9AiCHAMaNbIK acneKTinepiH 3epTTey My3blKasblK XaHE OpbIHAAYLLbUIbIK,
NpOLECTiH BipTyTac KepiHiCiH kKaMTaMachI3 eTeTiH QYHKLMOHANABIIBIK MEH Ken AeHrenni cMnaTtbiH
KepCeTTi, MyHa KaCib MaMaHHbIH, KbI3MeTi axblpaMac 6eniri 60sbin Tabblnasbl, OHbIH, 6ApbICbIHAA OHbIH,
KOPKEMAIiK XaHe KYHAbINbIK 6aFnapnapbl y3ere acbipbiiasbl.

Tyiiin ce30ep: apicTeMe, TeOpUS, 3epTTey, My3blKa, BHEP, KYHAbUIbIKTAP, 6aFaapnap, fbiibiM,
LWbIFapMALLbIbIK, MOLEHUET.

Aatiekce3 ywiH: EnybaeBa MapxaH. «My3blkanblK OpblHAAYAAFbl KOPKEMUIK XXaHE KYHAbIbIK,
6arnapnapblHbIH TEOPUANBIK XXaHe aaicteMenik acnekTinepi». Central Asian Journal of Art Studies, 1. 10,
Ne3,2025, c. 180-199. DOI: 10.47940/cajas.v10i3.1121

ABmop KommazbaHbiH COHFbI HYCKACbIH OKbIN, MAKy10adbl #aHe Mydoesep KakmblfblCbl HOK eKeHiH
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TEOPETUKO - METOLONIOTUYECKWUE ACNEKTbl XYAOXECTBEHHO - LLEHHOCTHbIX OPMEHTALUA B
MY3bIKATbHOM UCMONMHUTENBCTBE

Marzhan Yelubayeva
Temirbek Zhurgenov Kazakh National Academy Arts (Kazakhstan, Almaty)

THE ORETICAL AND METHODOLOGICAL ASPECTS OF ARTISTIC AND VALUE ORIENTATIONS
IN MUSICAL PERFORMANCE

Abstract. In the context of the fundamental social changes occurring in the modern world, there
is a rethinking of values in all areas of public life, including music. As the concepts of «values»
and «artistic and value orientations» are fundamental to this study, it is important to trace the
transformation of these concepts to define the meaning of this category throughout the research
clearly. The appeal to theoretical and methodological issues is a characteristic feature of modern
scientific knowledge, including musical art. In this context, the general need for the growth of
scientific self-awareness is quite acute, and the development of such methodological issues indicates
that the necessary level of understanding has been reached. Thus, the set of research methods is
enriched, finding its place in the panorama of emerging theories and various approaches as auxiliary
techniques. Research methods include an essential and meaningful characterization of the concepts
of «values» and «artistic values» in the system of knowledge, views, skills, and the worldview and
creative personality of a musician-performer. The detailed analysis of these concepts emphasizes
personal development and professional growth, driven by a shared focus on the goals and means of
their formation. As a result of the materials studied, a functional analysis of the value orientations
of musical performance has been identified, which constitutes a particular aspect of the theoretical
justification of their essential and substantive characteristics. Thus, the study of the theoretical and
methodological aspects of value orientations has demonstrated their functionality and multi-level
nature, offering a holistic view of the musical performance process. In this process, the activity of a
professional specialist plays a crucial role in realizing their artistic and value orientations.

Keywords: methodology, theory, research, music, art, values, guidelines, science, creativity, and
culture.

Cite: Yelubayeva Marzhan. «Theoretical and methodological aspects of artistic and value
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SCENIC DIALOGUES: THE
INFLUENCE OF BRITISH
THEATRICAL TRADITION
ON INTERPRETATIONS OF
HAMLET IN KAZAKHSTAN
(2000—2024)

Assem Abenova', Bakyt Nurpeis?

2Temirbek Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

Abstract. This article continues the comparative study of stage interpretations of William
Shakespeare’s tragedy Hamlet and explores the intercultural dialogue between the theatres of the
United Kingdom and Kazakhstan during the period from 2000 to 2024. The aim of the research is

to identify artistic connections and conceptual parallels between British and Kazakh directorial
approaches, as well as to analyze new interpretations of Hamlet, actor training methods, and the
creation of dramatic imagery. The objectives include tracing the evolution of scenic forms in both
traditions, examining the philosophical and cultural contexts embedded in directorial strategies, and
conducting a comparative analysis of visual language and translation techniques. The methodological
framework is based on comparative, hermeneutic, and cultural-critical approaches, along with tools
of stage and visual analysis. The study focuses on six productions of Hamlet: three from the Royal
National Theatre in the UK - directed by John Caird (2000), Nicholas Hytner (2010), and Lyndsey
Turner (2015); and three from Kazakhstan - the Mukhtar Auezov Kazakh National Drama Theatre
directed by Yuri Khaninga-Beknazar (2004), the Republican German Drama Theatre in Almaty directed
by Jeff Church (UK, 2016), and the ARTiSHOK Theatre directed by Galina Pyanova (2018). The British
productions were analyzed through video recordings, theatre reviews, and publications in The
Guardian, Theatre Record, and other sources. The Kazakh productions were studied through direct
viewing, interviews, theatre programs, and print and archival materials. The findings reveal key artistic
strategies employed by the above-mentioned directors: psychological realism, political allegory,
postdramatic deconstruction, and interactive verbatim formats. Despite the influence of global theatre
trends, Kazakhstani productions preserve their cultural autonomy by reinterpreting Shakespeare’s
text through national poetics, language, and symbolic systems. The results of this research may

serve future studies in global Shakespeare reception, enrich university theatre curricula, and support
interdisciplinary scholarship in the fields of performance studies and cultural theory.
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Introduction

illiam Shakespeare’s Hamlet is

widely recognized not only as a
pinnacle of world dramatic literature,
but also as a dynamic theatrical matrix
that continues to generate new stage
languages, philosophical dialogues, and
cultural strategies. Over the course of
more than four centuries, the play has
evolved into a universal cultural code,
enabling theatre practitioners not simply to
reproduce the classical text, but to engage
in dialogue with their time, society, and
audience (Bate, 2008; Worthen, 2011).
The United Kingdom, as Shakespeare’s
homeland, remains a key institutional
center for preserving and reinterpreting this
theatrical heritage. Within this context,
the Royal National Theatre serves not
only as a guardian of canonical traditions
but as a creative laboratory for meaning-
making. Its productions of Hamlet in 2000,
2010, and 2015 have each illustrated how
the classical text can become a vehicle
for exploring contemporary existential,
political, and socio-cultural tensions
(Theatre Record, 2000; 2010; 2015).
Each interpretation has functioned as a
distinct cultural statement. In Kazakhstan,
both Shakespeare and Hamlet occupy a
significant position within the academic
theatre tradition. Since the country’s
transition from the Soviet theatrical
model to an independent stage culture,

Kazakhstani theatre has actively sought

to develop its own language of classical
interpretation. Productions at the Mukhtar
Auezov Kazakh National Drama Theatre
(2004), the ARTiSHOK Theatre (2018),
and the German Drama Theatre (2016)
reflect efforts to embed Shakespeare’s
archetypal drama into the fabric of national
consciousness, historical memory, and
postmodern sensibilities (Sagadiyeva,
2020; Baimukhanova, 2019). This study
focuses on a comparative analysis of six
Hamlet productions staged in the United
Kingdom and Kazakhstan. The central
research question is: how does the British
theatrical model shape Kazakhstan’s
interpretations of Shakespeare, and in what
ways do local cultural codes transform the
global dramatic canon.

Methods

The theoretical and methodological
framework of this study draws upon the
works of prominent international scholars
in theatre studies, including Soul of

the Age: A Biography of the Mind of
William Shakespeare by Jonathan Bate
(2008), Shakespeare’s Language by
Frank Kermode (2000), Shakespeare
Performance Studies by William B.
Worthen (2011), and Dennis Kennedy’s
Foreign Shakespeare: Contemporary
Performance (2004). Additional conceptual
foundations were informed by Aleksandr
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Bartoshevich’s A Contemporary Cosmos,
Shakespeare in the Theatre of the

20th Century (2002) and Peter Brook’s
Threads of Time (2005) (Kennedy, 2004;
Worthen, 2011; Bate, 2008; Kermode,
2000). The research also incorporates
analyses by leading Kazakhstani theatre
scholars on the staging of Shakespeare’s
plays in Kazakhstan, including Theatrical
Reflections by Qazyqumar Kuandykov
(2022), Era and Theatre Art by Bagqybek
Qundakbaiuly (2001), Tolgham by
Ashirbek Torebaiuly Sygai (2004), After
the Third Sound by Akhmetzhan Qadyrov
(2007), The Formation and Development
of Kazakh Theatre Directing (1915—
2005) by Bakyt Nurpeis (2014),

and Secrets of the Stage by Maman
Baiserkeuly (2020) (Kuandykov, 2022;
Nurpeis, 2014; Sygai, 2004). Since the late
20th century, Hamlet has increasingly been
approached as a platform for philosophical
and cultural exploration—not only as

a dramatic text but as a phenomenon

of interpretation. The studies of Harold
Bloom (Shakespeare: The Invention

of the Human, 1999), Jonathan Bate
(2008), as well as Kazakhstani researchers
Lyazzat Sagadiyeva (2020) and Aigerim
Baimukhanova (2019), illustrate how the
figure of Hamlet transcends its original
dramatic framework to become a cultural
and conceptual metaphor (Sagadiyeva,
2020; Baimukhanova, 2019; Bloom,
1999). In the Kazakhstani theatrical
context, Hamlet frequently appears

as a liminal figure—situated between

East and West, between tradition and
modernity, between canonical structure
and postmodern deconstruction. In a
society engaged in reimagining its national
identity, Hamlet becomes not merely a
citation of a classic, but a rehearsal of
cultural self-determination (Tursynbekova,
2022; Suleimenova, 2021). The tragedy

of Hamlet has long served as a litmus test
of a theatre culture’s philosophical depth
and artistic maturity. As Bate (2008)
emphasizes, Shakespeare created an

archetypal character capable of embodying
diverse meanings—from the intimate
drama of the individual to a metaphor for
political unrest.

In British theatrical tradition, there
is a strong emphasis on textual integrity
and intellectual nuance (Kennedy, 2004 ).
Conversely, in the post-Soviet context—
and particularly in Kazakhstan—recent
productions have leaned toward symbolic
localization, cultural adaptation, and the
integration of national imagery and folkloric
codes (Baimukhanova, 2019; Nurzhanova,
2023). The intercultural dialogue between
British and Kazakhstani theatre has been
significantly enriched through initiatives by
the British Council (2016), international
theatre festivals, touring collaborations,
and educational workshops. These
platforms have stimulated the emergence of
Shakespearean productions in Kazakhstan
that align with innovative forms of
contemporary European theatre (British
Council Kazakhstan, 2016).

Discussion

This research is based on an
interdisciplinary approach, combining
methods from comparative theatre studies,
cultural analysis, reception theory, and
hermeneutics of the stage text. Particular
emphasis is placed on the following
analytical components:

+ A comparative analysis of productions
according to the following categories:
directorial strategy, scenographic concept,
textual translation, actor interpretation, and
philosophical emphasis; ¢ Interpretation of
linguistic and visual decisions, taking into
account the specificities of translation and
the performative language;

« Examination of critical sources,
including theatre reviews, interviews with
directors and actors, audience feedback,
and archival publications;

+ Tabular comparison of six key
productions (three from the United
Kingdom and three from Kazakhstan),



Table 1. Directorial Concepts and Visual Language in Productions of Hamlet

conflict

Theatre / Year Director Directorial Concept Visual Aesthetic / Set Design
National Theatre |John Caird Psychological realism, Minimalist staging; subdued
(UK), 2000 focus on Hamlet’s inner | lighting; classical costume style

National Theatre
(UK), 2010

Nicholas Hytner

Political thriller;
surveillance society;
critique of authoritarian
control

Surveillance cameras, video
screens; modern costumes evoking
a bureaucratic state

Kazakh National
Drama Theatre,
2004

Beknazar

reinterpretation; Hamlet
as a moral and spiritual
heir of his people

National Theatre | Lyndsey Turner Trauma and loss; Hamlet | Destruction of the set during the

(UK), 2015 as a postmodern, play; symbolic decay of the house;
fragmented figure sound installations, projections

Mukhtar Auezov Yuri Khaninga- Heroic-national Traditional and modern costume

synthesis; minimalist scenography
with national symbolism

German Drama
Theatre (Almaty),
2016

Jeff Church (UK)

Deconstruction; Hamlet
as cultural trauma and
voice of memory

Multilingual performance (Kazakh,
English, German); use of shadows,
silence, video projection, physical
theatre

ARTiSHOK
Theatre (Almaty),
2018

Galina Pyanova

Hamlet as digital-era
subject; fragmented
identity; interactive
verbatim format

Contemporary forum-style setting;
costumes imitating social media
imagery; audience participation

integrated into structure

identifying both converging and diverging
artistic tendencies.

The materials analyzed include video
recordings of performances, interviews
(notably public discussions with Benedict
Cumberbatch), publications from Theatre
Record, The Guardian, Azattyq.org,
Informburo.kz, and scholarly contributions
from Kazakhstani theatre researchers.

The tragedy Hamlet by the great
English playwright William Shakespeare
has been repeatedly staged at the Royal
National Theatre in the United Kingdom
between 2000 and 2024. One of the most
distinguished productions was directed
by John Caird in 2000. In this version,
Hamlet was presented in a restrained,
psychologically nuanced register. Caird
focused on the internal conflict of the
protagonist, employing minimalistic
scenography and emphasizing the
intimacy of the stage space. Simon Russell
Beale’s portrayal evoked associations with
existential therapy: Hamlet suffers not
only from external circumstances but from
his inability to reconcile his inner turmoil

with societal expectations. Critics regarded
this performance as one of the most
“intellectually vulnerable” interpretations
of Hamlet to appear on the British stage.

In stark contrast, the 2010 production
of Hamlet directed by Nicholas Hytner
offered an entirely different atmosphere.
Hytner’s staging introduced the aesthetics
of a political thriller into the play. The
scenography incorporated surveillance
cameras, video screens, and symbols of
a contemporary surveillance state. Rory
Kinnear’s Hamlet was portrayed as a
figure surrounded by monitoring systems,
intensifying the sense of paranoia and
existential isolation. The soliloquies were
delivered as internal acts of resistance
against a repressive system. The production
was widely interpreted as a critique of
modern bureaucracy and psychological
control.

Lyndsey Turner’s Hamlet—considered
one of the most outstanding productions of
the 21st century—astonished audiences
with its innovative directorial and
performative vision. Benedict Cumberbatch
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portrayed the protagonist as a vulnerable
and psychologically fractured figure who
had lost his connection with the world.

In an interview with the BBC, the actor
described Hamlet as someone immersed in
a post-traumatic state, and the play itself
as a journey through loss, memory, and
the paralysis of action. Turner’s directorial
approach fused the classical architecture

of the text with postdramatic elements:
sonic installations, video projections, and
the symbolic disintegration of domestic
space to represent the protagonist’s mental
collapse.

A comparative overview of the visual and
directorial strategies applied in these six
key productions is presented in Table 1.

In each of the analyzed productions,
the philosophical dimension takes center
stage. The British stagings (2000, 2010,
2015) highlight themes of existential
crisis, contemplation of mortality, memory,
and loss of meaning. Notably, Benedict
Cumberbatch’s 2015 portrayal embodies
a “traumatized Hamlet,” immersed in
a postmodern fragmentation of reality.

His monologues are rendered as internal
breakdowns of an individual torn between

action and reflection (National Theatre
Archive, 2015; Theatre Record, 2015).

In contrast, Kazakhstani productions
reflect philosophical inquiries through
culturally specific frameworks. At the
Mukhtar Auezov Kazakh National Drama
Theatre, Hamlet is envisioned by director
Yuri Khaninga-Beknazar as a bearer of
ancestral responsibility, emphasizing
national ethics and spiritual heritage. Actor
Azamat Satybaldy’s performance reinforces
this heroic-national image (Kaztheatre.
kz, 2012; Sagadiyeva, 2020). In Jeff
Church’s deconstructive version, staged
at the German Drama Theatre in 2016,
Hamlet becomes a voice of fragmented
consciousness shaped by historical
trauma. Galina Pyanova’s ARTiISHOK
production transforms the protagonist
into a fluid subject of the digital age,
illustrating identity erosion in the context of
postmodern reality (Informburo.kz, 2018;
Azattyq.org, 2021).

The diversity of character interpretation
across six productions may be
comparatively evaluated in Table 2, which
outlines both the artistic portrayal of
Hamlet and the philosophical emphasis
embedded in each version.

Table 2. Actor Interpretation and Philosophical Focus in Hamlet Productions

NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA

Actor

Production / Theatre

Characterization of
Hamlet

Philosophical Emphasis

Simon Russell Beale

National Theatre (UK),
2000

Vulnerable, reflective,
internally tormented

The collapse of the moral self;
personal responsibility in a
crumbling world

Rory Kinnear

National Theatre (UK),
2010

Trapped individual
under constant
surveillance

Alienation, state violence, and
control

Benedict
Cumberbatch

National Theatre (UK),
2015

Emotionally fractured;
PTSD-informed
portrayal

The burden of grief, time, and
personal helplessness in a
chaotic society

Azamat Satybaldy

Mukhtar Auezov
Kazakh Drama Theatre,
2004

Warrior-prince figure;
symbol of national
continuity

Clash between duty and truth;
spiritual burden and existential
identity

Ensemble Cast
(multi-role)

German Drama
Theatre, 2016

Hamlet as shared
consciousness,
collective symbol

Cultural trauma; disintegration
of the self; metaphysics of
memory

Collective character
voices

ARTiSHOK Theatre,
2018

Hamlet as any
individual undergoing
identity crisis

Disappearance of stable
identity; the impossibility of
action in digital postmodernity




Table 3. Language, Translation, and Textual Strategies

Production Language Use

Translation Strategy / Textual Adaptation

National Theatre (UK) - All

Productions Modern English

Performed in original Early

Full Shakespearean text preserved,
modernized only slightly for clarity

Mukhtar Auezov Kazakh
National Drama Theatre (2004)

Performed in Kazakh

Poetic adaptation retaining rhythmic
structure and national metaphors

German Drama Theatre
(Kazakhstan), 2016

Performed in Kazakh,
English, and German

Polyphonic linguistic layering; text
fragmented and transformed into
philosophical utterances

ARTiSHOK Theatre
(Kazakhstan), 2018

internet slang

Performed in modern
colloquial language and

Verbatim fragments; hybrid text structure;
integration of Shakespearean phrases

into contemporary dialogue

Another important dimension of
comparison concerns the use of language
and translation strategies in staging
Hamlet. In the Royal National Theatre
productions, the plays are performed in
Early Modern English with minor updates
for clarity and rhythm, preserving the poetic
complexity and philosophical density of
Shakespeare’s original (Shakespeare,
1996; Worthen, 2011). This choice
underscores the British tradition’s
commitment to textual fidelity and verbal
nuance.

In Kazakhstan, translation becomes
a crucial site of adaptation. At the M.
Auezov Theatre, the Kazakh version
employs a poetic and rhythmic structure
that aligns with national oral traditions
and integrates metaphors resonant with
Kazakh cultural memory (Suleimenova,
2021; Sagadiyeva, 2020). In Jeff Church’s
I Am Hamlet: Deconstruction, the use
of three languages—Kazakh, English,
and German—serves as a dramaturgical
method that symbolizes fragmented
identity and historical layering. Galina
Pyanova’s ARTiSHOK production
introduces a radical departure from the
original text, incorporating contemporary
slang, internet expressions, and verbatim
testimonies from performers and the
audience. Shakespearean lines are
embedded in personal narratives and
fragmented digital discourse.

These translation and textual strategies
are summarized and compared in Table

3, emphasizing the distinct approaches
to linguistic adaptation and dramatic
structure.

The evolution of directorial approaches
and lead actor portrayals can be traced
across all six analyzed productions. Each
staging reflects a unique configuration of
artistic priorities, philosophical emphases,
and institutional frameworks. The
distribution of performances, directors, and
leading actors over the selected period is
summarized below in Table 4, reinforcing
the geographical and temporal breadth of
this comparative study.

This tabular presentation not only
contextualizes the timeline and geography
of the research but also visually affirms the
diversity of theatrical expression across the
two national traditions. The juxtaposition
of institutional theatres like the Royal
National Theatre and the M. Auezov
Theatre with independent venues such
as ARTiSHOK and the German Drama
Theatre exemplifies the multiplicity of
interpretative strategies that coexist within
a single dramatic framework.

These examples further support
the thesis that Shakespeare’s Hamlet
functions as a theatrical matrix — capable
of absorbing national myths, philosophical
systems, and performative languages.
While British stagings maintain structural
and textual continuity, Kazakhstani
productions reinterpret the text through
post-Soviet experiences, aesthetic
hybridity, and sociopolitical resonance
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Table 4. Hamlet Productions in the United Kingdom and Kazakhstan (2000-2024)

Theatre, Year, Director & Lead Actor Scene from the Performance

National Theatre (UK),
2000

John Caird

Simon Russell Beale.

Photo 1. Simon Russell Beale as Hamlet, National
Theatre (UK), 2000.

Source: Yandex Images — National Theatre Archive

National Theatre (UK),
2010

Nicholas Hytner

Rory Kinnear.

Photo 2. Rory Kinnear as Hamlet, National Theatre (UK),
2010.

Source: British Theatre Guide

National Theatre (UK),
2015

Lyndsey Turner
Benedict Cumberbatch.

Photo 3. Benedict Cumberbatch as Hamlet, National
Theatre (UK), 2015.

Source: Cinemorgue Wiki

Mukhtar Auezov Kazakh National Drama Theatre,
2004

Yuri Khaninga-Beknazar

Azamat Satybaldy.

Photo 4. A. Satybaldy as Hamlet, M. Auezov Kazakh
National Drama Theatre, 2004.

Source: Official Auezov Theatre Website

German Drama Theatre (Almaty),
2016

Jeff Church (UK)

Ensemble Cast (multi-role).

Photo 5. Collective Cast, ARTiISHOK Theatre, “Hamlet,”
2018.

Source: Informburo.kz

ARTiSHOK Theatre (Almaty),
2018

Galina Pyanova

Collective character voices

Photo 6. Ensemble Cast in “| Am Hamlet: Deconstruction,”
German Drama Theatre, 2016.

Source: Azattyq Radio - RFE/RL




(Bate, 2008; Kennedy, 2004; Sagadiyeva,
2020; Tursynbekova, 2022).

Results

The comparative analysis of six productions
of Hamlet in the United Kingdom and
Kazakhstan revealed essential differences
and parallels in artistic vision, philosophical
intention, and theatrical strategies. Each
staging reflected the socio-cultural,
political, and aesthetic context of its origin,
shaping the interpretation of Shakespeare’s
tragedy in unique ways.

In the British tradition, directors such
as John Caird (2000), Nicholas Hytner
(2010), and Lyndsey Turner (2015)
emphasized existential crisis, surveillance,
trauma, and fragmentation of identity.
Caird’s production presented Hamlet as a
psychologically tormented figure engaged
in an internal moral struggle (Theatre
Record, 2000). Hytner’s version reframed
the tragedy as a political thriller, exposing
state control and alienation (The Guardian,
2010). Turner’s vision, embodied in
Benedict Cumberbatch’s post-traumatic
Hamlet, merged classic dramaturgy with
postmodern scenography, where memory
and grief were central themes (National
Theatre Archive, 2015).

In Kazakhstan, directors such as
Yuri Khaninga-Beknazar (2004 ), Jeff
Church (2016), and Galina Pyanova
(2018) offered localized and culturally
embedded reinterpretations of Hamlet. At
the Mukhtar Auezov Theatre, Khaninga-
Beknazar presented Hamlet as a bearer
of ancestral responsibility and national
identity, rooted in Kazakh mythopoetics
and heroic symbolism (Sagadiyeva, 2020;
Baimukhanova, 2019). In German Drama
Theatre, Jeff Church’s postdramatic /

Am Hamlet: Deconstruction utilized
multilingualism, physical theatre, and
fragmented text to explore cultural trauma
and philosophical memory (British Council
Kazakhstan, 2016). At ARTiSHOK

Theatre, Galina Pyanova employed
verbatim theatre and digital imagery to
reflect the dissolution of stable identity in a
postmodern digital world (Informburo.kz,
2018; Azattyq.org, 2021).

Language and translation strategies
played a pivotal role. British stagings
preserved the original Early Modern
English with minimal modernization
(Shakespeare, 1996; Worthen, 2011).
Conversely, Kazakhstani productions
implemented poetic and symbolic
translations, either maintaining rhythmic
integrity (as in the 2004 version) or
introducing multilingual fragmentation
and colloquial language (German Drama
Theatre, 2016; ARTiSHOK Theatre, 2018)
(Nurzhanova, 2023).

The research further confirmed that
Hamlet’s image underwent diverse
transformations: from introspective
philosopher (Simon Russell Beale, 2000),
to socially monitored individual (Rory
Kinnear, 2010), to post-traumatic subject
(Benedict Cumberbatch, 2015), and
then to national hero (Azamat Satybaldy,
2004), shared consciousness (ensemble
cast, 2016), and digital-era collective voice
(ARTiSHOK, 2018).

This variety of approaches illustrates
the vitality of intercultural theatrical
dialogue, where Shakespeare’s Hamlet
serves as a universal dramatic matrix—
reshaped by artistic, linguistic, and
ideological frameworks. Moreover, the
study highlighted how postdramatic and
multimedia techniques from British theatre
were not simply copied in Kazakhstan, but
reinterpreted through local traditions and
creative innovation (Suleimenova, 2021,
Tursynbekova, 2022).

These findings support the broader
argument that staging Hamlet today
represents not only artistic reinterpretation
but also cultural reflection and identity
formation, especially in transitional
societies such as Kazakhstan (Sagadiyeva,
2020; Nurzhanova, 2023).
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Basic provisions

The following key scientific outcomes were
formulated over the course of the research:

— It was established that the
productions of William Shakespeare’s
Hamlet at the Royal National Theatre
(2000, 2010, 2015) and in leading
Kazakhstani theatres (2004, 2016, 2018)
demonstrate not only distinct directorial
interpretations but also reflect the cultural
identities and aesthetic paradigms of the
respective national theatre schools.

— Kazakhstani directors such as Yuri
Khaninga-Beknazar and Galina Pyanova
were shown to develop an original artistic
language, interpreting Hamlet through the
lens of national traditions, mythological
symbolism, post-Soviet realities, and the
philosophy of collective responsibility.

— The influence of British theatre
manifests itself in the use of multimedia
forms, postdramatic structures,
physical theatre techniques, and textual
fragmentation. However, in Kazakhstan,
these strategies are adapted to the local
cultural context, preserving the originality
and autonomy of national stage practices.

— The study analyzed the linguistic
adaptation strategies employed in Hamlet
productions. British performances preserve
the Early Modern English text with slight
modernization, while Kazakhstani versions
employ poetic translations with rhythmic
structures and national metaphors or
use multilingual deconstruction as
dramaturgical devices.

— A classification of Hamlet’s
character portrayal was developed, ranging
from psychologically introspective and
politically engaged (Simon Russell Beale,
Rory Kinnear, Benedict Cumberbatch)
to symbolic, heroic, and collectively
fragmented embodiments (Azamat
Satybaldy, ensemble cast at the German
Drama Theatre, and collective voices at
ARTiSHOK Theatre).

— It was demonstrated that theatres
such as ARTiSHOK and the Republican

German Drama Theatre in Almaty

have become creative laboratories for
contemporary directing, incorporating
British postdramatic techniques into local
theatre-making and producing innovative
stage forms via digital aesthetics and
verbatim methodologies.

— The Kazakhstani stagings of Hamlet
perform not only as reinterpretations of a
classical text, but also as cultural acts of
national self-reflection. Each production
becomes a philosophical and artistic
expression of contemporary identity and
collective experience.

In addition, it was revealed that
the new Kazakhstani productions of
Hamlet are shaped not solely by external
influences but also by internal innovations.
Techniques such as documentary theatre,
genre collage, and interactive audience
engagement reflect the evolution of
Kazakhstan’s theatre beyond traditional
repertory frameworks.

The research further confirmed that
the figure of Hamlet on the Kazakh stage
functions as a metaphor for personal
and national transformation in times of
historical rupture and identity crisis. This
supports the idea that directing Hamlet is
not simply an artistic decision but a cultural
commentary on the contemporary human
condition.

[t was also concluded that the
intercultural dialogue between British
and Kazakhstani theatres is no longer
one-directional. Kazakhstan’s theatre
not only assimilates and localizes British
innovations but also contributes to the
global theatrical discourse through its
synthesis of poetic forms, national imagery,
and embodied aesthetics.

Thus, the findings of this study
indicate an expansion of interpretative and
expressive boundaries in staging Hamlet
within Kazakhstan. These productions
exemplify the continuing relevance of
Shakespeare’s text as a living material
for creative experimentation and cultural
transformation on the contemporary global
stage.



Conclusion

A comparative analysis of six stage
interpretations of Hamlet in the United
Kingdom and Kazakhstan reveals essential
insights into the evolving nature of
theatrical interpretation in the 21st century.
Shakespeare no longer functions merely as
an element of the classical canon; rather,
his work serves as a cultural language, a
philosophical tool, and a site for theatrical
experimentation.

British productions of Hamlet have
been widely praised by theatre critics for
their intellectual rigor and contemporary
reinterpretation of the classical text. In
particular, the 2015 production starring
Benedict Cumberbatch was noted for its
emotional authenticity and philosophical
depth. In Kazakhstan, more experimental
versions—especially those staged by
ARTiSHOK and the German Drama
Theatre—resonated with younger
audiences, while the classical staging at the
MukhtarAuezovKazakh National Drama
Theatre appealed to spectators aligned with
traditional national values. This suggests
that audience reception is shaped not only
by artistic choices, but also by broader
sociocultural frameworks and institutional
identities.

Although Kazakh productions of Hamlet
are fewer in number, they exemplify
meaningful practices of local adaptation
and cross-cultural dialogue. The Mukhtar
Auezov Theatre portrays Hamlet through
the lens of a national hero—an heir to
ancestral values and moral responsibility.
ARTiSHOK radically deconstructs the
narrative, presenting a version that speaks
to youth navigating identity crises in
the digital era. Meanwhile, the German
Drama Theatre offers a postdramatic vision
where Hamlet becomes a “living archive,”
addressing themes of iragmented identity,
collective guilt, and cultural memory.

British stagings often reflect
psychological, political, and post-

traumatic readings of the play. In these
interpretations, Hamlet embodies not
only personal turmoil but institutional
and cultural crises as well. Conversely,
Kazakh productions inscribe the tragedy
with national and cultural specificity,
reimagining the protagonist as an epic
figure or a fractured contemporary subject
who communicates through the language
of social media and existential unrest.

Thus, it may be argued that the British
theatrical tradition has significantly
influenced not only the aesthetic strategies
of Kazakhstani directors, but also the
overall perception of classical texts as
platforms for critical reflection and social
commentary. In turn, Kazakh theatre
enriches these interpretations through
the prism of local culture, language, and
tradition.

The scholarly novelty of this article
lies in the fact that, for the first time, a
systematic comparative analysis of six
stage productions of Hamlet—across
two distinct theatrical cultures—has
been conducted, with particular emphasis
on directorial approach, philosophical
themes, textual adaptation, and cultural
reception. In the future, this research may
be extended to other Shakespearean plays,
as well as to visual and musical elements of
scenography.

The forms of stage interpretation
analyzed range from classical realism
to postdramatic and verbatim theatre,
demonstrating that Hamlet is not a closed
narrative, but rather an open framework for
the continual rearticulation of existential
questions: Who are we? Where do we
stand? And why do we act?

Potential directions for further research
include:

+ An in-depth analysis of visual
dramaturgy, including lighting design,
scenographic choices, and the physicality of
performance;

+ A study of audience perception and
reception across cultural contexts;
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+ A comparative review of other In conclusion, Hamlet remains

Shakespearean tragedies in similar an unfinished text—a mirror in

intercultural frameworks; which every society, every stage,
+ An expansion of the research to and every spectator sees

include theatres in Astana and regional their own meanings, anxieties,

Kazakhstan’scentres. and hopes reflected.

Contribution of Authors:

A.Abenova - conducted comprehensive research on the topic; observed and
performed a theoretical analysis of the performances; edited the manuscript;
identified key findings and conclusions; prepared the article for publication.

B. Nurpeis - participated in the conceptual discussion of the productions; collected
relevant literature and sources; conducted research; clarified the academic findings
and conclusions of the paper.

Bknap aBTOpOB:

A.A6eHoBa - ocyuectemia KOMNNEKCHOE Hay4YyHOe uccnenoBaHne no TeMe; nposena
Ha6J'IPO/J,EHMe n TeOpeTVNeCKMVI dHanun3 CI'IEKTaKﬂeﬁ; penakTMpoBana TEKCT CTATbU,
onpegennna OCHOBHbIe pe3ynbTaTbl M BbIBOAbI; MOAFOTOBUNA CTATbIO K I'Iy6I'IMKaLI,l4M.

B. Hypneuc - nposén coaepxarenbHoe 06CyAeHNUE NOCTaHOBOK; COBPa MCTOUHUKM
M NUTepaTypHble MaTepuasbl; NPOBEN UCCIIEA0BAHME MO TEME; YTOUHMI HayUHblE
MOMIOXKEHMS W BbIBOAbI CTaTbM.

ABTOpnapabiH, yneci:

A.A6eHoBa - 3epTTey TakpblpblObl HOMbIHLIA KELIEeHA FbLTbIMU XKYMbIC XYPri3ai;
cnekTaknbaepAi 6akbinan, FblnbIMU-TEOPUSbIK Tanaay Kacafbl; Makana MaTiHiH
pefaKuManambl; 3epTTey HaTUXKENEepi MeH KOPbITbIHAbINAPbIH aHbIKTaAbl; MakanaHbl
Xapusanayfa AanblHAAAbI.

B. Hypneitic - KobinbiMaapAbl 3epTTen, MasMyHAbIK TYPFbIAAH TaNAKblIaabl;
flepekkesfep MeH aaebueTTepAl XMHAKTaAbl; Fbi/IbIMU 3epTTeynep Xyprisai;
MaKanaHblH, FbIbIMU Ma3MYHbl MEH KOPbITbIHAbIIAPbIH HAKTbINAAbI.
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AobenoBa Acem, Hypneiiic BakbiT

TemipGek Kyprenos arbinarsl Kasak yartbik enep axkagemusicol (Asnmarnl, Kasakeran)

CAXHAJDBIK AUANOTTAP: ¥YJIbIBPUTAHUA TEATP O9CTYPJNEPIHIH KA3SAKCTAHAAFbI
«FTAMJIET» KOMbIJ1bIMbIHbIH, UHTEPMPETALLUACBIHA bIKMAJbI (2000-2024)

AHpatna. byn Makana Yunbam Lekcnupain, «famMmners TpareqmnacbiHbiH, CaxXHasblk, MHTEPMPETaLMANapbiH
canbICTbipManbl 3epTTey ascbiHaa xa3sbiibin, 2000-2024 xbingap apanbiFblHAAFbl ¥IbIOpUTAHUS MEH
KasakcTtaH TeaTpnapbl apacbiHAaFbl MaLEHMETapablK AMaNorTbl TanLayFa apHaifFaH. 3epTTeyaiH,
Makcamsl — GpUTAHABIK XXSHE Ka3aKCTaHAbIK, PEXUCCYpa BaFbITTapbiHbIH, apacbiHAaFbl KBPKEMAK
6aiinaHbICTap MEH TYXXblpbIMAAMAbIK, YKCACTbIKTAPAbl aHbIKTAY, COHAAM-ak, «[aMneT» nbecacbiHbIH,
KaHa pexuccepnik MHTepnpeTaLuaiapbliH, akTePAiK MEKTEN TaCINAEPiH XaHe caxHanblk 6eiHenepain,
KanbINTacyblH 3epTTey. MiHaeTTepiHe eki enferi caxHanblk dopManapblH 3BOMOLMACBIH Kaaafanay,
pexuccepnik cTpaterMsnapsa eHaipinreH Gunocodusanblk XXaHe MaAEHM KOHTEKCTTEPAI KapacTblpy,
COHAaM-aK BeiHeni Tin MeH ayaapMa a4iCTepiH canbiCTbipManbl Tangay Kipeai. 3epmmey adicmemeci
CanbICTbIPMasibl, FEPMEHEBTUKANbIK, XXdHE M3JLEHU-CbIHM TaCinAepre, COHAAN-aK, CaxXHasblK XaHe
BM3yanabl Tanaay KypanaapbiHa Heri3genreH. 3epTrey 06beKTiCi peTiHae anTbl «[AMAeT» KOMbINbIMbI
TaHAaangpl: ¥nolbputaHuaaarel Koponbaik ¥ntTeik Teatpaa IxoH Kapp, (2000), Hukonac XarnTHep
(2010), Jlunacu TépHep (2015) KoviFaH yL KoVbLIbIM XaHe KasakcraHaarsl MyxTap oye30B aTbiHAAFbI
Kasak yntTeik apama Teatpsbl (pex. tOpuit XaHuHra-bekHasap, 2004), Pecnybnvkanbik HeMic apama
TeaTpbl (pex. Ixedd Yépu, ¥nbibputanus, 2016), ARTuLLIOK Teatpsbl (pex. lanuHa MesHoBa, 2018).
¥YnbibpuTaHusaarbl KoMbIbIMAAp berHexasbanap, Teatpablk peueHsusnap MeH The Guardian, Theatre
Record cbiHAbl 6acbinbiMAap apKblibl 3ePTTENCE, KA3aKCTaHAbIK, CNEeKTaKAbAEpP Tikenen kepy, cyxbartTap,
b6aFpapnamanap MeH apxmBTiK MaTepuanaap HerisiHae TangaaHabl. 3epmmey Homuxenepi aTanfaH
pexuccepnepaiH, KongaHfaH Herisri KepKeMAiK CTpaTerMsnapbiH KepceTeai: NCMXONOrUSNbIK PeANTU3M,
Casicu anneropms, NoCTApaManblk 4EKOHCTPYKLMS XKoHEe MHTEPAKTUBTI BepbaTnM aaictepi. XKahaHablk,
TeaTpAblK YPAICTEPAiH 9cepiHe KapaMacTaH, KasakcTaHaasbl KovibinbiMaap Lekcnup MaTiHiH yATTbIK,
MO3TMKA, TiN )XaHE CMMBOMKANBIK, KyMenep apKblabl KakTa NanbiMAay apKblibl M3AeHM AepbecTiriH
cakTan otblp. byn 3epTTey Hatwxenepi xxahaHablk Lekcnup KkabbingayblH Tangayfa, yHUBEPCUTETTIK
TeaTp b6aFnapnamanapbiH 6aibITyFa XXaHe TeaTpTaHy MEH M3EHUET TEOPUACHI CananapbiHAAFb
naHapanblk 3epTTeynepai Konaayra Heriz 6ona anagpbl.

Tyiiin ce30ep: LLekcnup, lamMneT, Tpareaus, pexxmccepiik MHTEpNpeTaLms, TeaTp NpoLeci.

Jaiiekces ywiH: AbeHoBa AceM xoaHe bakbiT Hypneitic. “CaxHanblk auanortap: ¥1blb6puTaHus Teatpbl
[acTypiHiH Kasakcranaarbl «lamnet» nHtepnpetaumsanapbiHa biknanbl (2000-2024 xok.).” Central Asian
Journal of Art Studies, T. 10, N23, 2025, 200-215 6., DOI: 10.47940/cajas.v10i3.1053

Asmopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KalblbIfbl HOK
eKkeHOi2iH ManiMOeloi.
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HAMLET IN KAZAKHSTAN (2000-2024)

Acem AbenoBa, BakbiT Hypneuc

Kasaxckasi HalnoHasbHast akajeMust uCKyccTB nMmeHn Temup6eka YKyprenosa (Anvater, Kasaxcran)

CLUEHMYECKUE OUANOTU: BNIUAHUE BPUTAHCKOW TEATPAJIbHOM TPAOULUU HA
MHTEPMNPETALUU «TAMJIETA» B KASAXCTAHE (2000-2024)

AHHoTaums. HacToswwas craTbs NPOA0MIKAET CPABHUTENBHOE UCCIIEA0BAHNE CLEHUYECKUX
WHTEpNpeTauumii Tpareguu «famnets» Yunbama LLekcnvpa v aHanusmMpyeT MexXKybTypHbIA auanor
mexay TeatpaMu Benukobputanuun u KasaxcraHa B nepuog ¢ 2000 no 2024 rog. Lless nccnenoBaHus
— BbISIBUTb XYA0XKECTBEHHbIE CBSA3M U KOHLLENTyaslbHble Napanneny Mexay 6puTaHckumm u
Ka3aXCTaHCKMMM PEXMCCEPCKMMM NOAXOAAMM, @ TaKXKe NPOaHaNM3MPOBaTb HOBbIE TPAKTOBKM «[amneTay,
MeToAbl aKTEPCKOWM MOArOTOBKM U CO3AaHMe CLieHMYeckux 06pa3oB. K 3adayam oTHOCATCS OTClIeXnBaHue
3BOMIOLMM CLEHMYECKMX HOPM B 06enx TpaamLumsx, aHanms GunocodCcKoro 1 KynbTypHOro KOHTEKCTa,
3a/1I0)KEHHOTO B PEXMCCEPCKME KOHLIEMLMM, U NPOBELEHNE CPABHUTENBHOMO aHANM3a BU3YabHOIO f3blKa
W cTpaTernii nepesoaa. Memodoso2us ccnenoBaHWs ONMPAETCS Ha CPAaBHUTENbHbIN, repMeHeBTUYECKUIA
N KYNbTYPHO-KPUTUYECKMIA MOAXOAbI, @ TAKXKE HA MHCTPYMEHTbI CLLEHMYECKOrO M BU3YaNbHOrO aHaIM3a.
B dokyce HaxopsaTcs wecTb noctaHOoBOK «famneTa»: Tpu B Koponesckom HaumoHanbHOM TeaTpe
Benukobputanum — B noctaHoBke [xoHa Kapgaa (2000), Hukonaca XavtHepa (2010) u JluHacm TépHep
(2015); n Tpu B KazaxcraHe - B Teatpe umMeHun M. Ayazosa (pex. FOpuii XaHuHra-bekHasap, 2004), B
PecnybnnkaHckoM HemMeLkoM ApaMaTuyeckom Teatpe (pex. xedd Yépu, Bennkobputanus, 2016),
n B Teatpe ARTULLOK (pex. [anunHa MbsHoBa, 2018). BputaHckmne NOCTaHOBKM aHANU3MPOBANMCH Ha
OCHOBE BMAEO03aNuUCel, TeaTpaibHbIX peLeH3nii U nybnaunkaumii B The Guardian, Theatre Record u apyrux
MCTOYHMKAX. Ka3axcTaHCKMe cnekTakam usyyanucb Yepes HenoCpeacTBEHHbIM MPOCMOTP, UHTEPBbIO,
TeaTpasbHble MPOrpaMMmbl, MeYaTHbIE U aPXMBHbIE MaTepUanbl. Pe3ysiemamesl UCCNE[0BAHUS BbISBISIOT
K/Il0YeBble Xy40XXECTBEHHbIE CTPATENMU: MCUXONOTMYECKUIA peann3M, NOUTUHECKYIO afieropuio,
NOCTAPaMaTUYECKYH AEKOHCTPYKLMIO M MHTEPAKTMBHbIE BepbaTMM-popmatsl. HecMoTps Ha BansHue
rnobanbHbIX TeEATPabHbIX TEHAEHLMI, Ka3aXCTaHCKME NOCTAHOBKM COXPAHSHOT KY/IbTYPHYH aBTOHOMMUIO,
NepeocMbIC/As LWEKCNMPOBCKMIA TEKCT CKBO3b MPU3MY HALMOHANBbHOM MO3TUKM, S3blKa U CUMBOIMYECKUX
cucteM. MonyyeHHble pe3ynbTaTbl MOryT ObITb MCMOMB30BaHbI B AdNbHENLIEM MCCNeL0BaHMM 06anbHOro
Bocnpuatus Lekcnupa, B pa3paboTke yHUBEPCUTETCKMX TEATPANbHbIX KYPCOB M B MOCTMXEHUU
MEXAMCLMMINHAPHBIX CBA3EM MEXAY TeaTPOBEAEHUEM U KYNbTYPHOI TEOPUEN.

Knioyeswie cnoea: Lexkcnup, lamneT, Tpareams, pexxmccépckas MHTepnpeTaLms, TeaTpanbHbIi NpoLecc.

Ana yumupoearus: AbeHosa, AceM 1 bakbiT Hypneuc. “CueHnyeckue amanoru: BamaHue 6putaHckoi
TeaTpasibHOW TpaauLMK Ha UHTepnpeTauun lfamneta B Kasaxctane (2000-2024).” Central Asian Journal of
Art Studies, . 10, N23, 2025, c. 200-215, DOI: 10.47940/cajas.v10i3.1053

Asmopel npoyumanu u 0006puu OKOHYAMeENbHbIL 8apuaHm pyKonucu U 3as65t0m ob omcymcmsu
UKOH(IUKMAa UHMepecos.
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OCOBEHHbIY T'EPOH
B COBPEMEHHOM
KA3AXCKOM
KUHEMATOI'PA®E

Mepyepr AkuroBa', Mnna CmannoBa®

12 Kazaxckuit HaunonanbHerit Yausepenretr Hekycers nm. Kyasiun BaiicenrtoBoit
(Acrana, Kasaxcran)

AHHoTaums: CraTbs NOCBALLEHA MCCNEL0BAHMIO NMOAXOA0B U300paxXeHNs Noaein ¢ 0CobbIMU
NoTPpe6HOCTAMM B UTPOBbIX U AOKYMEHTANbHTA/IbHbIX GUAbMaX C aKLLEHTOM Ha pacKpbITUe UX
YHWUKANbHOM MYHOCTU U MHOTOrPaHHOCTY, BBIXOASLLMX 33 PaMKU CTEPEOTUIMOB, CBA3AHHBIX C UX
(HBU3NYECKUMU, MEHTANbHBIMM, SMOLMOHANBHBIMU UIW COLMANBbHBIMU MHAWBUAYAIbHOCTAMM.
AKTYanbHOCTb MccnenoBaHus obycnosneHa HeobX0AMMOCTbIO NPEOLONEHNS CTEPEOTUMNOB U
co3naHus 6onee MHKO3MBHBIX HAPPATUBOB B KMHeMaTorpade. Llenbto pabotbl sBnseTcs aHanus
KYNbTYPHbIX M COLMANbHbIX aCNeKTOB M300paXKeHMs TaKMX repoeB B Ka3aXCTaHCKOM KMHO. MeToaonorms
OCHOBaHa Ha MOAENM «COLMANbHOTO peann3Ma» U «nepeocMblC/IeHUs YCTOABLUMXCSA 3HAUYEHMI»,
paspaboTaHHbix [3Buaom T. Mutuennom u LLspon J1. CHavigep, uccnenoBatensMu B 061actu
KyNbTYPONOrMKU U MHBANUAHOCTU. X moaxonbl GOKYCMPYHOTCS Ha afanTaumm ntoaen ¢ ocobbiMu
noTpebHOCTAMM B COLMANBHOM PeanbHOCTU M pa3pyLLUEHUM YCTOSBLUMXCS CTEPEOTMNOB. [Ins n3yyeHus
0COBEHHOCTEN CHOXKETHbBIX CTPYKTYP B GUAbMax UCMOb3YeTCS HAPPaTUBHbBINA METOL, MO3BONSIOLLIMIA
nccnepoBaTth, NOBECTBOBATE/bHbIE CTPATErMM UCMOMb3YEMbIE PEXMUCCEPaMM AN MPEACTaBlEHUS repoes.
A TaKk)e MCNonb30BaH METOZ, aHanu3a GuUIbMOB B pe3ynbTaTe KOTOPOro, pacCMOTPEHbI 0COBEHHOCTH
pexXmnccepcKoro NoBeCTBOBAHMS U PEXMCCEPCKME CNOCOObI MOKa3a 3TUX Ntofen Ha npumepe
dunbMoB «bbITb MK He BbiTb» A3n3kaHa 3aMpoBa u «XpycTanbHblil YyenoBek» KaHarta belicekeeBa.
[1poaHann3npoBaHO Kak paspyLleHne CTEPEOTUMOB U aKLEHT Ha AeTann3aLmMmn NOBCEAHEBHOM XXM3HU
repoes CnoCobCTBYHOT U3MEHEHWIO BOCMIPUATMS NWL, C MHBANIMAHOCTbIO0. B 3akntoueHnn paccMoTpeHo -
KakuM 06pa3oM GuIbMbl OTEYECTBEHHbIX PEXXMCCEPOB PACCMOTPEHHbIX B 06CY)KAEHUM, NOAXOAAT NOA,
npennoXeHHble Cnocobbl penpeseHTaLmMm nL, ¢ 0cobbIMM NOTPEOHOCTAMM 3apybeXxHbIX MccnenoBaTenen
[3Bnpa Mutuena u LLispoH CHaiipep. OnpeneneHa BaXKHOCTb HOBbIX MOBECTBOBATE/bHbIX CTPATErMA,
KOTOpble CTMPAIOT AUCTAHLMIO MEXAY 3pUTENeM M 0CoObIM repoeM, Aenas Ux YyacTtbto obLero
KYNbTYPHOrO NPOCTPaHCTBA.



Knrouessie cnoea: KMHeMaTOFpa(D, nda C OrpaHUYE€HHbIMU BO3MOXXHOCTAMU, pEXNUCCEPCKUE NOAXOObI,

coumanbHble ('bVI.ﬂbeI, Ka3aXCKoe KUHO.

Ans yumupoearus: AkutoBa MepyepT u CMaunoBa MHHa «OcobeHHbIN repoii B COBpEMEHHOM
Ka3axckoM kuHematorpade». Central Asian Journal of Art Studies, T. 10, N2 3, 2025, c. 216-231, DOI:

10.47940/cajas.v10i3.1031

bnazodapHocmu: ABTOPbI BbIpaXatoT OrpoMHyto 6narogapHoCTb pefakuum xxypHana «Central Asian
Journal of Art Studies» 1 aHOHMMHbIM peLLeH3EeHTaM 3a LIEHHOE BPEMSI, KOTOPOE OHW NII6E3HO yaAenuIu

Hallen cTaTbe.

Asmopbl npoyumanu u 0006puIL 0KOHYamebHell 8apuUAHM pykonucu u 3aseastom ob omcymcmsuu

KOHGAIUKMA UHmMepecos.

BeepeHue

a3axcTaHcKoe 061IeCTBO MOJHO

KCTepeOTHHOB OTHOCHTEJILHO
BOCIIPUSATHSI M OTHOLLIEHUS K JIMLIAM
C MHBAJIMIHOCTBIO, KOTOPbIE YACTO
CTAHOBSITCS HHCTPYMEHTOM JIJIst
thopMHpOBaHHs ONPeeNEHHbIX
accouuatui uin asmouu#. Jlogan ¢ ocoObiMu
NoTpeGHOCTSIMU, KaK MPaBUJI0, 3aHUMAIOT
LIEHTPaIbHOE MECTO B 3TOM YCTOSIBLIEMCS
MHeHHH. Tako# wabJoH, K CoXKaJeHHIO,
CBOWCTBEHEH U B 110Ka3e repoeB B
kuHemarorpade («Ilapamummnuerr»,
«JlocTyn ecTb» ). DTH NPUMEPBI MOXKHO
JIOMOJTHHTh MHO2KECTBOM JIPYTHX (PUILMOB,
rJle MepCoHaXKH C HHBAJIMIHOCTBIO UTPAIOT
BTOPOCTENEHHbIE POJIH, CTAHOBSICh
CUMBOJIAMH 17151 G0Jiee ITUPOKHUX
CIOYKETOB, CBSI3aHHBIX C HOPMAJIbHOCTBIO H
JIETUTUMHOCTBIO.

[TosTomy npu co3nanuu o6pasa
TAKOT0 Tepost B UTPOBOM KUHO WJIH
MpH TpeCTaBAeHUH 0CO60T0 repost
B JIOKYMeHTaJlbHOM (hHJIbME BaXKHO
COCPeI0TauuBaThCsl He Ha ero
OrpaHHUYEHHsIX, a HA ero JIMYHOCTH,
packpbIBasi e MHOTOTPaHHOCTD,
YHUKAJBbHOCTD U IJ1yOuny. Tans
Tuukoscku B Disability, Self, and Society
nomuepkuBaet: «[Ipobiaema» — 310
onpesiesieHle CUTyallid HHBAJIMAHOCTH. DTa
npo6JsieMa BO3HUKAET He MOTOMY, YTO Halllk

TeJsa, yMbl MM OpraHbl YyBCTB CO3/aI0T
e€, a MOTOMY YTO OHa BHOCHUTCS Uuepe3
B3aUMOJIEHCTBHE, Cpe/ly U TPOU3BOJICTBO
gHanui» (Tiopuna 8).

AKTyasbHOCTb 3aKJ/II0UYAETCs B
MCCJIeI0BAHUH TO/IXO/I0B, CITOCOOCTBYIOLLUX
0TOOPaKEHUIO UHBAJMIHOCTH KaK
HEOThEMJIEMOH YACTH COLMATLHON
peasibHOCTH, MoAUepKHBast €€ 3HaYUMOCThb
115t popMUpoBaHust 6oJiee MHKJI03HBHOTO
1 OCO3HAHHOTO BOCTIPUSATHS OOIIIECTBOM.
Kak ormeuaet kuHoBes, npodeccop
TEOpETHK Kazaxckoro KuHo ['yabHapa
AbukeeBa: «Kuno — cBoeo6pasHoe
3epKaJio, 1o3BoJsitollee paccMaTpHBaTh
COOBITHS peasibHOM XKU3HHU uepes
MPHU3My KpaHa B IMHAMHKE BPEMEHH.
MmeHHO KHHO B3s1710 HA ce6s1 hyHKIHIO
COLMAJBHO-XY/I02KECTBEHHOTO OTPaKEeHHS
n3MeHeHuH B obuiectBe. B KuHemarorpacge
3TO MPOUCXOJUT CPasy »Ke Ha yPOBHE
tbukcaun» (Abukeena 6). Ao
XapaKTePUCTHKE COOTBETCTBYET KHHO
00 «0COOBIX JIIOJAX>, TO €CTb, O JIOJSX
¢ 0COOBIMH TOTPEOHOCTAMHM, MOCKOJILKY
JIaHHO€e HarpaBJjieHHe KuHemarorpadga
TECHO CBSI3aHO C OCTPLIMH COLHAJIbHBIMH
npo6eMaMH U UX CJIOKHBIMH CIOYKETaMH,
B3ATbIMHM M3 CaMOH KH3HH.

['epou ¢ 0coObIMU MOTPEOHOCTSIMH,
KaK M caMo 0OLIECTBO, pa3HOOOPa3HBbI.
Otpaxkasi TeMy MCHXOJOIHYECKOH
1 pU3MUeCKON HHBANMIHOCTH B
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uabMax, KuHeMaTorpaucThl
(hOpPMHUPYIOT YHHKAJIbHbIE HAPPATHBBI

¥ OKa3bIBAIOT Pa3HOE BJIUSIHHE HA
BOCIPUATHE UX JIHYHOCTH U POJIH B
ctoxkete. «MHBaJIMAHOCTL MOXKHO
paccMaTpHBaTh Kak Ji060e (pusnueckoe
WJIM TICHXHYECKOe OrpaHuueHHe, KoTopoe
MOZKET MPUCYTCTBOBATH C POXKIEHHS

WJIM BO3HUKHYTb B Pe3yJibTaTe TPaBMbl
uin 6ose3nn. OHa nojpasesnsieTcs Ha
(husnueckyto U ymcTBeHHyt0. Pusndeckas
MHBAJIMIHOCTb OFPAHUUMBAET JIBUKEHHS,
B TO BpeMsi KaK yMCTBEHHas BJMSET HA
KOIHUTHBHBIE CTIOCOOHOCTH UeJI0BeKa»
(Gupta, Anand 90).

Konuenius cratb — Kak
KUHEMAaTorpauCThl MPeACTaBJIsIoT JoeH
C OrpaHUYEHHBIMH BO3MOYKHOCTSIMH
3110pOBbsl He KaK aOCTPaKTHbIH CHMBOJI
WJTH COIMAJIbHYIO TPO6JIEMY, a KaK KHUBbIX,
UCKPEHHHUX U IyLI€BHbIX JIOJIEH, Uel OIbIT
packpbIBaeTcst yepes s3blK KMHO.

OO6DBEKTOM HCCIEIOBAHUS ABJISIIOTCS
Ka3axCTaHCKUe (PUIIbMbI C TOKa30M repoeB ¢
orpaHHYeHHBIMH BO3MOXKHOCTAMU. [ Ipenmer
MCCJIeI0BAHUS: PEKUCCEPCKHE METO/IbI
ucrosib3yemble s 1) packpbiThst oOpasa
repoes; 2) 0cCoOOEHHOCTH MOBECTBOBAHMS
hunbMa; 3) Co3NAHUST CBSZH MEXKTY
0Cc0oOeHHbIM repoeM U 00111eCTBOM.

Llesib ccsie0BaHus BKAOYAET B
ce0sl aHAJIU3 CIOXKETHOTO MOCTPOEHHS
BU3yaJsIbHbIX U HAPPATUBHBIX TEXHHUK,
MO3BOJISIIOLLUX TJ1y02Ke PacKpbITh
BHYTPEHHUH MHP FePO€EB U MOKAa3aTh MX KaK
MHOTOTPAHHBIX JIMYHOCTEH, BLIXOISLIMX 32
paMKH (hU3UIECKHUX OTpaHHUEHUH.

OcHoBHble 3a1aUK:

- BBISIBUTb 0COOEHHOCTH PEKUCCEPCKHUX
MOJXO/IOB K pernpe3eHTallul repoen
C UHBAJIMIHOCTBIO B COBPEMEHHOM
Ka3aXCTaHCKOM HTPOBOM H JIOKYMEHTaJIbHOM
KHHO.

- [IpoananusnpoBath BU3yasbHble U
MOBECTBOBATE/bHbIE PUEMBI B (DHIIbMAX
«BbITb UM He ObITb» U «XpyCTasbHbIN
yeJIOBEK» C TOUKH 3PEHUST UX BJIUSHUS Ha
BOCIIPUSITHE FePOEB 3pUTEJIEM.

- ConocTaBUTb OTe€UECTBEHHbIE TIPUMEPHI
penpeseHTallii HHBAJIMIHOCTH C TEOPUSIMH
COLIHAJILHOTO PeaJsii3aMa U 1epeocMblC/IeHH s
YCTOSIBIINXCS 3HAUEHUH, pa3paboTaHHbIMU
J3Bunom Muruessom u llspon Chatiziep.

- OnpenenuTb, KAKUM 06pa3om
COBpeMEHHbIe Ka3axCTaHCKHUe (PUIbMbI
CrIOoCOOCTBYIOT Pa3pyLleHHIO CTEPEOTHITOB
1 POPMHUPOBAHUIO HOBBIX MOJIEJIEH
MHKJII03UBHOTO KHHOSI3bIKA.

- O6ocHOBATH 3HAYUMOCTD
MHKJII03UBHBIX HAPPATHBOB B
OTeYeCTBEHHOM KHHO KaK CPeJICTBa
cOJIMKEHUS 3PUTEJIS C TepoeM U
pacuInpeHust TPaHULL KyJbTypHOTO
BOCIPHUSTHS HHBAJIUJHOCTH.

MeTtoabl

B KoHTeKcTe cTaTby OblIH
MCTOJ/Ib30BAHBI B aHA/IM3€ Ka3aXCKHX
MIPOBBIX M JIOKyMEHTaJbHbIX PUIBMOB
METOJI0JIOTHYECKHE HCIEeI0BaAHHUS
KyJbTypoJioros Jlssuna T. Mutuesna
u Ispon JI. CHaiinep, ykazanuble B
cratbe «The Uneasy Home of Disability
in Literature and Film» B kotopoii
aBTOPbI BBISIBUJIN YeThIpe crocoba
perpe3eHTaluu JIoJeH ¢ orpaHHYeHHbIMHU
BO3MOYKHOCTSIMH B JIUTE€PAType ¥ KUHO:
couuasbHbIi peasnnam (social realist
disability), HoBbI} ucTOpU3M (new
historicism), Guorpacduueckast KpuTHKA
(biographical criticism), nepeocmbicienue
yCTosIBLIMXCS 3HaYeHnH (transgressive
resignifications). M3 BeilienepeyncieHHbIX
croco60B Mbl BbIOpaJIH 15 PACCMOTPEHUS
B KOHTEKCTE OTe4eCTBEHHOI0 KHHO Croco6
«COLMAJBHOrO peasu3dma» u «MeTOjL
repeoCMbIC/IeHUS YCTOSIBLINXCST 3HAUSHU T » .
«ColmanbHbIi peannam»
npejJiaraeT ajJbTepHATHBHBIN criocob
1300paKeHns1 HHBAJIMHOCTH, KOTOPBIH
MPOTUBOTMOCTABJSIETCS TOMUHUPYIOLIUM
1aGJIOHHBIM 0/1X0/1aM. B 9TOM KOHTeKcTe
MHBAJIHIHOCTb pacCMaTpPUBAETCS HEe Kak
a0CTPaKTHBIM CUMBOJI, @ KaK COlHAJIbHAS
peasibHOCTb, HANPSIMYIO CBSI3aHHAs C
»KU3HEHHBIM OMBITOM H OKpY2Katolle



cpenoit (Mitchel, Snyder 199-202). Astop
MOJUEPKUBAET Ba’KHOCTh COLIHAJILHOTO
peaJjiiamMa Kak aJbTepPHaTHBHOTO MOAX0/1a
K perpe3eHTalli HHBAJIUHOCTH, KOTOPbIH
aKIEHTHPYeT BHUMaHHE Ha peasibHbIX
YCJIOBHSIX KH3HHU JIIOJIEH ¢ OrpaHHYEHHBIMU
BO3MOYKHOCTSIMH, CBSI3aHHBIX C
9KOHOMHYECKHMH, KYJbTYPHBIMH H
MOJIMTHYECKUMHU acrieKTaMH.

«[TepeocMbic/ieHHE YCTOSIBIIUXCS
3HAYEHHI» — 3TO 0CO3HAHHOE H3MEHEHHE
BOCIPHUSITHS] MHBAJIMHOCTH, HANIPABJIEHHOE
Ha paspylieHHe pacnpocTpaHEHHbIX

CTEPEOTHUIIOB U OLIMOOUYHBIX HpeﬂCTaBI{eHI/IfI.

ITOT NOJXOL Mpe/yIaraeT HOBbIe CrocoOb
BOCIMPHUATHS] HHBAJIMJIHOCTH Kak (DeHOMEHa,
BBIXOJSILLETO 3a MpeJieJibl TPAJAULIHOHHbIX
pamok (Mitchel, Snyder 209).

Kpowme 3toro, ncnosb3obaJcs
HappaTUBHbIA METOJl, KOTOPbIA [IOMOraeT
BBISIBUTH 0COOEHHOCTH MIOBECTBOBAHHUS. A
C MOMOLLbIO MeTO/1a aHaJ/IM3a (PUJILMOB H
PEKHUCCEPCKUX TPUEMOB OIpe/lesieHbl Kak
pPacKpbIBAIOTCSA FEPOU C OFPAHHYEHHBIMU
BO3MOKHOCTSIMH C IPUMEHEHHEM 3THX
crnoco6oB.

Ouckyccua n obcyxpeHue

Co BpeMeH CyleCTBOBaHHUS Ka3aXCKOTO
KMHO TeMa JIIoJIeH ¢ MCUX0JI0MHUECKOH
1 (pU3HUECKON HHBAJIUHOCTBIO
MPHUCYTCTBOBAJIA B TAKMX Ka3aXCKHUX
KapTuHax, Kak: «['onep (FKance6us)»
(1991), «Aitranbivm» (1991), «$1 ne
xouy nipotatbest» (1992), «Iukui
Bocrok» (1993), «)Kusneonucanue
toHoro akkopzieonucta» (1994) u «dapa,
MCTHHHAs UCTOpHUs aHreioB» (1999),
«Mouutsa Jleitnbi» (2002), «Ypoku
rapmonun» (2013), «cropust onHoi
crapyxu» (2013), «BbITb UK He GBITH»
(2014), «Aiirepum» (2015), «bonem»
(2015), «Cnenas mo60Bb>» (2017),
«3BoHOK oTiry» (2017), «Cset» (2017),
«JleByiika u mope» (2017) u «/letu
connua» (2019).

[To nccnenoBanusivm Akmapaisn
KacbimxanoBoit, Baagumupa [Tonosa n

bBay6eka Horep6eka corsacto ouiinanibHO
ony6JIMKOBaHHBIM JaHHbIM, ¢ 1991 no 2020
roj B He3aBucHMOM Kasaxcrane Gbl10
CHAATO 248 Xy/102KeCTBEHHbIX (PUIBMOB,

13 KOTOPbIX TOJIbKO 17 MOCBSILLEHbI TeMe
MHBAJUIHOCTH. M JiUIIb TPH M3 HUX CTaBAT
JIoJlell ¢ HHBAJIMIHOCTBIO B LIEHTP ClozKeTa
KaK IJ1IaBHbIX U €0COOEHHBIX» IrepoeB:
«BbITh nn He ObiTh» (2014), «[leBylika

1 Mmope» (2017) u «Jletu cosnua» (2019)
(Kassymkhanova, Popov 6). [Toaxxe
BB Taknie PusbMbl Kak [lapannmmnuerr
(2022), «XpycTasibHbli UeJ0BeK»

(2024), «I'paxnane kpbim» (2024)
(Kassymkhanova, Popov 6).

Kazaxckuit kunematorpad uiet B
9TOM HarpaBJeHUH JIsl TOCTHKEHUS
OoJiee rJyOOKOro H MHKJII03UBHOTO
M300paxKeHHUs repoeB ¢ HHBAJIMIHOCTBIO.
ITO OYeHb XOPOLIO CONMPUKACAETCS C
JIByMSI METOJIOJIOTHUECKUMH MOJIXOaMH
ucesieioBaresiell B 3Toi o6J1actu
JlsBunom T. Mutuensiom u [lIspon JI.
CHatijiep: collMasbHO - peasiiCTHIECKOe
npeacTaBieHre UHBAIUIHOCTH U
nepeocMbIC/IeHHE YCTOSIBILIUXCS 3HAUEHUH
(Mitchel, Snyder). 911 noaxos
MO3BOJISIIOT aHAJIM3UPOBATL HAPPATUBHbIE
CTPYKTYPbI, PE2KUCCEPCKHE PUEMbI U
crocoObl BU3yaslM3ali, KOTOpble MOTYT
ObITb UCIOJIb30BaAHbI U151 (POPMUPOBAHHS
HOBOTO BHJIEHHS U TIPEJICTABJIEHHUS F€POEB C
MHBAJIHHOCTBIO B KHHO. Oco00e BHUMaHHe
yIIesISIeTCsl TOMY, KaK TaKhe MeTO/Ibl
paHee MPUMEHSUChH OTEUECTBEHHBIMH
pexkuccépamu B X paboTtax, oTpazkast
UX YHUKAJIbHbIA TBOPUECKUH MOAXOJ U
CMoCcO6CTBYS PA3BUTHIO PeaTMCTHUHbBIX
KUHOIMOBECTBOBAHMI.

Tak, meronosoruio « CotnanbHOTO
peanuama» (social realist disability) B
OTHOLUEHHUH JIIOJEH ¢ OrpaHUYeHHbIMU
BO3MOKHOCTSIMH B Ka3aXxCTaHCKHUX
MeJina, MOXKHO PaCCMOTPETh UCTOJIb3Ys
B KayecTBe MpuMepa Xy/10KeCTBEHHbIH
¢buibM Asuzxkana 3aupoBa 1 Myxamena
Mawmbip6ekoBa «bBbITh uin He ObiTh» 2014
rojla i COMOCTaBUTh €ro ¢ J0KyMEHTaJbHbIM
tdunbmom «Jloetyn ecTtb?» OT
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Tesiepagnokommiekca [Ipesunenra PK.

Boobiiie, npo6uBHO cuJie jaysta
3aupo MambIpOEKOB MOKHO TOJLKO
no3asu0Bath. CBOUM, 6€3 H3JIHIIIHEN
NaTeTHKH, COLMATLHO 3HAUMMbIM KHHO OHH
He MPOCTO 3aHSIH KAKYI0-TO HUIIY — OHU
eé cosnasu. Penakrop caiita EBrenuii
JIymnoB 1o stomy nosojy ropoput: «/le-
¢akTo B ceronnsiiiHeM Kazaxcrane oHu
M €CTb 3Ta camast Hullla: (PUIIbMBI O TeX,
y KOro ecTb npobJema, ij1s TeX, y Koro
ecTb npobJsema, CHATbIe TEMH, Y KOTO
ecTb npobusiema» (JIymnos). TakoBbIMH,
B YaCTHOCTH, OblJIM NepBble JBa husbMa
Tpusioruu «bearpannunble BO3MOXKHOCTH,
«BbITh HK He ObITH? » U «[leBylKa U
mope». [Tox «npo6emMoii» 31ech UMeeTCst
B By OMbIT }KU3HHU C HHBAJIUIIHOCTHIO.
Wnes 3akmouaeTcst B TOM, 4TO (PUIBMBI
3aupoBa 1 MambipHeKoBa MOCBSIIEHBI
JIOIAM C OCOOBIMH NTOTPEOHOCTAMH,
aJIpeCoBAHbI MPEKJIE BCEr0 ITOH XKe
ayJIMTOPUU U CO3/IaHbl aBTOPAMH, KOTOPbIE
CaMH 3HAKOMbI C MI0JJ0OHBIMH KHU3HEHHBIMH
TpyaHoCTsAMHU. Takasi TpoiiHas nepcrekTuBa
npuaaét ux paboram ocoGyio UCKPEHHOCTh
Y TIOJUIMHHOCTb.

C nepBbIX KajipoB pusbMa «BbITh WK
He ObITb» 3PUTEJIIO IPEIOCTABISIETCS
BO3MOKHOCTb HAa0JII0/1aTh 32 €2KeJHeBHON
PYTHHOH TJIaBHOTO reposi ¢ uepeOpalibHbIM
napaJjnyom. PeasbHOCTb €ro noBceHeBHOM
»KU3HH TT0Ka3aHa HecrielHo, 6e3
JIMHAMMUYHBIX MOHTAKHBIX CKJI€€K, UTOObI
3pHUTe/b CMOT MOUYBCTBOBATb OCOOEHHOCTH
3TOH pyTHHBI. Mbl BUIIM, KaK 0ObIUHbIE
JIeHCTBHS, TaKHe KaK UMCTKa 3yOOB HJH
MPUTOTOBJIEHHE €/Ibl, TPEOYIOT 3HAUUTEbHO
6oJiblIe BpeMeHH H ycuauid. Hanpumep,
repofi BbllaB/nBaeT 3yOHyIo nacty ¢
MOMOLLbIO KOJIEHA, TOTOBUT IMYHULLY Ha
noJy, pasbusas siL0, 6pocas ero Ha
CKOBOpPOJly, a 3aTeM yOupast CKopJIyIy.
OTH IeTa/u CHATBI B CTHJIE COLIHAIBHOTO
peaJsiu3dma, 4To Mo3BoJisieT ryO:Ke MOHSATh
JKU3Hb YeJIoBeKa ¢ orpaHuyeHUsIMH
(Pucynok 1).

Taxkum o6pazom, B puiibMe «bbiTh
WJIH He ObITb» pexKUcceép A3nskaH

Pucynok 1. Kanp u3 ¢usnbma «bBbiTh nin He ObITb»
pex. A. 3aupos, M.MawmbipGekos. 2014 r.

3aupoB HUCIOJIb3YET OLITOBbIE MPEAMEThI

W TE€XHOJIOTHH, JI14 ITOKa3a yCJ]OBl/lljl
HOBCGHHGBHOI/UI 2KHU3HHU reposL B KaueCTBeE
aJIbTepHATHBHBIX MEAMHHBIX HHCTPYMEHTOB,
co3/1aBasd HOBble€ CMbICJIbI U FJIY6I/IHy
[MOBECTBOBAHUSA. DTOT MOJXOJ [T03BOJISET
TpaHchOPMUPOBATH OObIICHHbBIE 3I€MEHThI
B MOLLIHbIE CPEJCTBA XY102KECTBEHHOIO
Bpra)KeHHH, yCHUJIUBas BOS}IGIU/ICTBI/IG
GuabMa Ha 3pUTEIS.

«Te counanbHble PUILMBI, KOTOPbIE
Mbl CHUMaewMm, HaﬂpaBJIeHbI Ha To,
4TOObI TOMOUb JIFOIAM ¢ HHBAJIHIHOCTHIO
COLMAJIU3UPOBATLCS B OOIIECTBE, CTATh
ero l'IOJIHOHpaBHb]MI/I yJieHaMHu:. OHHU
JLOJIZKHbI pa60TaTb, co3gaBaThb CeMbH, 2KUTb
no-yesioBedecku... OOIIECTBO, B CBOIO
ouepe/ib, T0JKHO HaydHThCsi TPUHUMATh
Takux Jiojiel. Beib ety ¢ HapyllleHUsIMH
OTJIN4YaroTCod OCO6€HHbIM OTHOILLIEHUEM K
MHPY, HO MHOTHE B OOILIECTBE HE XOTSIT
UX ITOHUMAaTh, 30eraloT KOHTaKTa. JTo
HEHOPMaJILHO», — FOBOPHUJI PEKUCCED
(INVALKZ 1).

Oco6eHHOCTb Xy/10:KECTBEHHOTO
noaxonaa 3auposa u Mambip6eKkoBa
3aKJI0YAETCs B MX JIHUHOH CBSI3H C 3TOH
TeMOﬂ, YTO IMO3BOJIUJIO [TOKA3aTb 2KU3Hb
reposi B IeTajIsIX U ¢ HCKPEHHOCTbIO. « ]
XOuy TIOMOTaTh JIFOJISIM € Pa3HdHbIMH
386OJI€BaHI/IHMI/I, BbIHyCKHl/IKaM JETCKHUX
JOMOB, HaﬁTH CBOﬁ [TYyTb B 2KU3HH. BOT 9TO
JUIsT MEHST OYeHb BaXKHO, B 3TOM s1 BUXKY
CMbICJI 2KU3HH. H caM UMetro MHBaAaJIMAHOCTh
BTOPOU IPYNIIbI, BBIPOC B AETAOME, IPOLLEJ
CBOM CJIOXKHbBIH MyTh B XKU3HH, C MO3HULHH
CBOMX 3HAHUK MOTY 4€MY-TO HE HAYYUTh



JIOJIeH, a MOIEIUTHCS C HUMH OTBITOM » -
roBopuJI pexkuccep Asuz:kaH 3aupoB.
31ech BaXKHO MOUEPKHYTh, YTO
TOCMOJICTBO «CUCTEMbI B3IVISJIOB, B
KOTOpO# yesioBeyeckast LleHHOCTb
onpenessierTcss PU3HUECKUMU U
YMCTBEHHBIMH CITOCOOGHOCTSAMH,
npeBpalaeTcst B 3MUCTeMoJorHyecKoe
npensTcTBue — Gapbep /s pa3BUTHS
3HAHMUS, 3aKPETUISIONINH MTPeapacCyIKH
M yCTOHYMBBIE CI1OCOOBI MbILLJICHHS O
mupe. MiIMenHo mostomy coxpaHsioTes
NpeipacCyiki, YKOPEHEHHbIE B
CTEPEOTUITHOM B3IJIsiie Ha MUP, Oy/b TO
110 NPU3HAKY PaChl, 110,13, COLUATLHOTO
KJacca uan Gpuanueckon “crnocobHocT”»
(Ragone-Egurrola 325). Kuno B KoHTeKcTe
MHKJIIO3UH U TIPEOJIOJIEHHST CTEPEOTHITOB
MOHUMAETCS KaK MearoruieckKui
MHCTPYMEHT, TOCKOJIbKY OHO CIOCOGCTBYET
paclIMpeHHIo PEACTABICHUH O TeX, Y
KOTO €CTb pa3Hble YCJOBHUS 3/10POBbsI.
CaieryeT nNoBbICUTb TOYHOCTb MH(OPMaLMH
1 PaCUIMPUTh M0Ka3 pa3HooGpasusi OMbiTa
(Coronel-Hidalgo, Cevallos-Solorzano 8).

Ix aBTOpCKUit Mecce/k 3aMeTHO
OTJIMYAETCS OT MOJXO0/A JOKYMEHTAJIbHOTO
tbunbma «Jloctyn ecTh?», rjie OCHOBHOE
BHUMaHHeE yeJIeHO BOMPOCaM COLHaIbHOH
MHTErpalyu, Mepam rocyiapCcTBeHHOH
TMOJIEP2KKH U YCJIOBHSIM 2KU3HHU JIIOJIEH
¢ MHBaJMAHOCTBI0. OHaKO (hUbM B
OCHOBHOM TTOCTPO€EH Ha HHTEPBbIO C
reposiMi, YTo He M03BOJISIeT 3PUTEJI0
OLLYTHTb UX MOBCEHEBHbIE TPYAHOCTH,
TaKhe Kak nepe/iBUKeHHe 1o Topojty
C OTCYTCTBYIOLIEH WK HEyT10OHOH
MH(PPACTPYKTYPOH, MPeOoI0JIeHHE JIECTHULL U
OOpIIOPOB, UCMOJIB30BAHUE OOIIECTBEHHOTO
TpaHcrnopTa 6e3 creuuanbHbIX
npucnoco6eHUH, MOUCK TOCTYMHBIX
00111eCTBEHHbIX YUPEXKIEHUH, a TAKIKE
BbINOJIHEHHE ObITOBBIX 33124, TPEOYIOLLIUX
alanITUPOBAHHBIX YCJIOBHI.

Kak ormerna repoit ¢puibma Anyap
MckakoB: «¥Y Ka3axoB eCTb [10CJ0BHLIA:
CBITHIH peGEHOK C TOJIOIHBIM He UTpaeT
(Pucynok 2). Onu He noiimyT. $1 Bcerna
FOBOPIO: Y HAC B Teatpe paboTaloT

rJlyXOHeMble, He3psiuue. S Hauas ToJIbKO
MOHUMATb UX NpobJeMbl. S 3Hat0
NpoOJIeMbl KOJISICOYHHKOB, HO He 3Hat0
CyTH NpoO6JIeM IIyXOHEMbBIX U HE3PSIUNX>.
UTo6bI rytyH2K€e MOHSAThL MPOOJIEMbI JIOJIEH C
MHBAJIHIHOCTbIO, 0COOEHHO CJIOXKHOCTH MX
nepeBHKEeHUs U peoiosieHHst 6apbepos,
BaKHO PACKPLIBATb He TOJIBKO uepe3
MHTEPBbIO, HO U Uepe3 BU3yallbHble acleKThbl
MX KU3HU. Bes iemoHcTpauyn pyTHHbI U
NPEOJI0JIeHUS PENATCTBUH MOHATb 9TH
NpoO6JEMbI CJI0KHO JazKe JIIOISM C IPYTHMH
CTerneHsIMH OrpPaHUYEHHUH, He TOBOPSI y2Ke O
3/10POBBIX.

PucyHnok 2. Kaap us pusnbma «loctyn ectb?»
ot tesiekomriekca [pesuieHTa pecny6auKu
Kaszaxcran. 2024 r.

Taknum o6paszom, «BbITh Man He
ObITb» CTAHOBHUTCS IPUMEPOM TOTO, KaK
COLHA/IbHBIH Peasii3M B XyJ107KECTBEHHOM
KMHO MO2KET CO3/1aTh MOCT MEXK]y reposiMu
1 3PUTEJISIMH.

Hecmorpst Ha paznuuue 3anay u
BbIPA3UTEJIbHBIX CPEJICTB UIPOBOTO
1 IOKYMEHTaJIbHOTO KHHO, caM
NpUEM BKJIOYEHHST ObITOBBIX 1eTaseH
MOZKeT OPraHMYHO BITUCHIBATHCS B
JIOKyMeHTa/bHbIH hopmart. ClieHbl,
MoKa3bIBalOLIHE MOBCEIHEBHbIE
JIeHCTBHST 0COOEHHOTO repost, MO3BOJSIOT
3pUTEJII0 YBUIETh peaJsibHble YCI0BHUS
€ro CyIIeCTBOBAHMS U TEM CAMbIM
rJ1y6Ke MOHATh CrelU(HUKY €ro OrbITa.
Eciai orpaHuuuTbCS JIHILIB HHTEPBBIO,
3Ta BO3MOXKHOCTb TePSIeTCs], TOMA Kak
BU3yasiu3alust 0ObIIEHHOCTH CIOCOOHA
caesaTh MOBECTBOBaHUE GoJiee LebHbIM U
yOeUTEbHBIM.
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®unbm Kanbl beficekeeBa
«XpycTalbHbl} YeJIOBEK» IeMOHCTPUPYET
METO/I TIePEOCMbICJIEHHST YCTOSBILIUXCS
3HaueHui (transgressive resignifications),
MOCKOJIbKY OH COCPEIOTOUEH Ha
pa3pylIeHUH CTEPEOTHITOB. DTO
MPOSIBJISIETCS KaK B KJIIOUEBOH Hiee —
npobere MapadoHa rJiaBHbIMU reposiMu
C OrpaHUYEHHBbIMH BO3MOXKHOCTSIMH, —
Tak u B hadysie pusbMma, rie riaaBHas
repontst 6pocaeT BbI30B 00111eCTBEHHBIM
OXKMJIAHUSIM, BIIEPBbI€ BBICTYIIAs HA IOy
Stand-up Astana (Pucynok 3).

Pucynok 3. Kajup us pusnbma «XpycraabHbiit
yesoBek» pex. Kanar Beiicekees 2024 r.

Chbtozan Kparuduian u Mapcu
AnuirediH B cBoeil padore «Points of
Contact» ormeuatot: « MHBaNIUAHOCTD,
KaK M UCKYCCTBO, HEe UMeeT OMpeieIEHHOM
(husnyeckoi reorpaduu, XoTsi HCTOPHS
TPAKTOBaJIa 3Ty KATETOPHIO KaK HEUTO

sIBHOE, OcsizaeMoe, orpaHnndenHoe» (Barnes

10). Onu CBA3BIBAIOT HHBAJUHOCTD C
KYJbTYPHbIM JIaH11a(PTOM MUCKYCCTBA U
pernpe3eHTalyi, 4To JeaatoT (hUIbMbI
BpoJie «XPYyCTaJbHbIH YeJJOBEK» BAXKHBIM
NPUMePOM MU3MeHEHUsT BOCTPUSTHS
MHBAJUIHOCTH Yepe3 UCKYCCTBO. B sToM
KOHTEKCTE M0Ka3aTe/IbHO BbICKa3bIBaHHE
Colin Barnes npodeccopa ynusepcureta
Jlunca B cchepe conposiornu: « Hopbi

I[OKyMeHTaJIbeIIU/I KI/IHeMaTOI‘paq) CTPEMUTCA

MepeoCMbIC/UTL HHBAJIMAHOCTb KaK 4acThb
HopMaJsibHOH »ku3Hu» (Barnes 194), uto
HaXoJUT oTpazkeHue B puabme Kanbl
Beificekeena (Barnes 194).

C nepBbIX MUHYT (pH/IbMA 3PUTEJb BUIAUT
paGouHii CO3BOH IJIaBHOH reporHu Achu

J10 3aMUCH UHTEPBbI0. OCOOEHHOr0 repost
Mbl Y3HaéM He TOJIbKO Yepes eé rpsiMoe
oOpalleHue K 3pUTeJIto UM OTBEThl Ha
BOIPOCHI, HO H Uepe3 KU3HEHHbIE MOMEHTBI.
Hanpumep, B 3TOM CO3BOHE OHA TOBOPHUT:
«3/1paBCTBy#iTe, 61 OTOLLIA, BaM JIBEPb

He oTkpoioT. Moxet, Cae octaBuTe?
Ha6epére, na, npocto s 3aHsita».

ITOT, Kazasnoch Obl, He3HAUUTEJIbHBIN
pasroBOp CTUPAET IUCTAHLMIO MEXKILY
3pHUTeJIEM U FepPOUHEN, TOKa3bIBast, UTO UX
MOBCEIHEBHAs! XKU3Hb U KOMMYHHUKALHSI C
JIIO/IbMH BO MHOT'OM CXO2KH.

['naBHasi reponnst Acusi — aKTHBHAs U
MO3UTHBHAS JIEBYLLIKA C HECOBEPLLIEHHBIM
OCTEOTeHe30M, H3BECTHBIM TaKxKe Kak
«60J1€3Hb XPYCTaJNLHOTO YeJIOBEKA ».
Bynyuu B uHBasMaHOM KoJsicKe, oHa
peliaet rnpeoaoseTb MapadoH, 4to
CTAHOBHUTCS MEPBbIM LLIarOM K pa3pyLleHHIO
CTepeoTUNoB. BTopbiM 11arom siBjisieTcst eé
BBLICTYTIJIEHHE B KOHIIE (PUIbMA HA ClieHe
Kak cTeHaan-koMuka. Ham nokaseiarot
3aKyJiche €€ MoJAroToBKU: padora ¢
KOMaHJIOM KOMHKOB, 00CY2KIeHHEe LIYTOK.
Hanpumep, Kosieru npeaiarator LyTKH
Ha ocHoBe eé auartosa: « MeHst panblie
napuan. M sty 6abyiiku B cepBuce
crosiia», Ha uto Acust oTBeuaet: « MHe
MapHU YaCTO FOBOPSIT HE JIOMAThCS».

ITOT MOMEHT CHUMAET HarpsiKeHHe B
COYMHEHHUH LLIYTOK H IEMOHCTPHUPYET, YTO
JIIOJI C OTPAHUYEHHBIMH BO3MOKHOCTSIMH
He OrpaHHYeHbl B UyBCTBE toMopa. Acusi Ha
KOJISICKE MTPOXOAUT MapadoH MOoYTH HapaBHe
C IPYTUMH YYaCTHUKaMH. 3PUTEJIO TaKxkKe
MOKA3bIBAIOT €€ TIOBCEHEBHYIO YKU3Hb!

KaK OHa LLIYTHT C MOJAPYroi, FOTOBUT ey

C CeCTPOH ¥ MaMOH, TaHILyeT C APY3bsIMHU.

B oTsiune ot MHOTHX Ka3axCTaHCKHUX
JIOKYMEHTaJIbHbIX (DUJIBMOB Ha 3Ty TeMy,
371€Chb M0Ka3aHbl HE TOJIKO HHTEPBBIO,

HO M MOBCEIHEBHbIE MOMEHTbI U3 YKH3HU
repoOMHHM, YTO MO3BOJISIET IIyO2Ke MOHSATH €€
OTBIT.

[Tocsie mpocmoTpa duabMa 3puTesib
3arMoMHHUT ACHIO He TOJIbKO KaK repouHIO
C OrpaHUUEHHBIMH BO3MOXKHOCTSIMH,

HO B Ie€PBYIO OUepe/ib KaK BeCEJylo,



AKTUBHYIO JIEBYLIKY, JIIOOSIIILYIO CAPKA3M.
[TonpbiB cTEPEOTHUIOB U NOKA3 €€
MHOTOTPAaHHON JINUHOCTH MO3BOJISIIOT
CTepeTh rPaHUIbl MEXKITY < HOPMaJbHbBIM »
1 «HEHOPMaJIbHbIM», co3jiaBast o6pas,
KOTOPbIH BOCIIPUHUMAETCS] €CTECTBEHHO U
0e3 HaBsI3aHHOM »KAJIOCTH.

C yuéToM TOro, 4TO 32 MOCeHHE
JIECSITUJIETHS] B KA3aXCKOM KHHemarorpade
JMIIb HEMHOTHE (DUJBLMBI CTaBSIT B LIEHTP
MOBECTBOBAHUS TePOeB ¢ 0COOLIMU
YKU3HEHHBIMH 06CTOSATE/LCTBAMHU, TIPUMEPbI
TaKUX KAPTHUH, KaK « BbITh WK He ObITb»
(2014), «desyuika u mope» (2017), «Iletu
cosiHiia» (2019), a 3atem «XpycranbHbli
4eJIoBeK» U JIP. - CTAHOBUTCS OUEBU/IHON
ocTpast He0OXOIMMOCTb UCCIEI0BATh, KAKUM
00pa3oM KHHOSI3bIK OTPaXKaeT U (hopMHUPYET
NpeJcTaBAeHHe O HUX. DTa TeMa BaxKHa
He TOJIbKO M3 XY/I0XKECTBEHHOM, HO U U3
COLMANIbHBIX H 3THYECKUX COOOPaKEHUH:
KHHO BJIMSIET HA BOCNPHUSITHE 0COOEHHOCTEH
(hHU3HUECKOTO MJTH CUXHUYECKOTO
COCTOSIHUSI B 0O1IECTBE, CITOCOOCTBYET
JM6O 3aKperJIEHUIO CTEPEOTHITOB, TGO HX
NPeoJI0JIeHHIO.

OCHOBHbIE NONOXEHUS

CorocTaBJisist HTPOBOE U JOKyMEHTaJIbHOE
KMHO, aHaJIM3UPYsl BU3YaJIbHbIE pelleHUs U
peKUCCEPCKUE MOAXO/bl, MOXKHO BbISIBUTD
cJleytolllie OCHOBHbIE MOJI0KEHHS,
KOTOpbIE OTPaKaloT MpUMeHeHHe
MeTtojosoruil JIssuna T. Mutuesia u
[spon JI. CHatizepa B COBpeMEHHbIX
KA3aXCTAHCKHX Xy/102KECTBEHHbIX U
JIOKyMEHTaJIbHBIX (hHJIbMAaX:

1. Ilpoanarusuposarol pexcuccépckue
nooxo0dovl U BU3YANbHbLE DeuleHusl B
¢duabmax «BeiTh K He 6bITh» (A3u3:KaH
3anpos 1 Myxamen Mambip6eKoB)

1 «Xpycra/bHbli yesopek» (Kanart
Belicekeen), nokasasiiue, KakuM 06pasom
MOZKHO peaJjii30BaTh METO/Ibl COLMAILHOIO
peasiu3Ma U MepeocMblCIeHHs YCTOSBILMXCS
3HaueHu# (Kak B paborax Mitchell &
Snyder) Ha npakruke.

2. Buszyaausayus noscednesrocmu
KaK popma coyuarbHoeo peaiusma

Metojbl, onucanuble Mutyessiom
u CHafiziep, Npeanosarator, 4to Mokas
TPaBMbl U HHBAJIMJIHOCTH JI0J2KHA ObITh
MoKasaHa Kak 4acTb MOBCEJHEBHOH KU3HHU,
a He KaK UCKJIIOUeHHUEe UJIH Tpareust.
@usibM «BbITh WK HE OBITH» MCMOJb3YeT
ClleHbl OBbITOBBIX IEHCTBHI (UUCTKA
3y06OB, MPUTOTOBJIEHHE €/Ibl U JIP. ), YTOOBI
MoKasaTb, Kak HMEHHO BBITVISIUT KU3Hb
KaK OHa eCTh repost ¢ HHBAJIMAHOCTBIO —
He U151 3 PeKTHOro MOHTaXa, a YTOOkI
yepes BU3yallbHYIO JUIMTEJIbHOCTD 1aTh
BO3MOKHOCTb 3PUTEJIIO MOUYBCTBOBATD,
MOHSITh U YBUJIETb, UTO TAKOE KHUTh «C
OrpaHHYEeHUSIMU>» . DTO COOTBETCTBYET
MPUHIMIY COLMAJBHO-PEAJHCTHIECKOTO
oToOpaXKeHHs1, KOTJia OTbIT YeJI0BeKa
CB$I3aH C COLIMAJIbHBIMH U MaTepHabHbIMU
YCJIOBUSIMH €I'0 YKH3HH, a He TOJIbKO C
M€JIMKO - (PU3HOJIOTHIECKHM aCTeKTOM.

3. Aemopckas mouka 3penus u
aymenmu4HoCms onelma

Mutuenn u CHafijiep nojuepK1BatoT
BAXKHOCTb TOT0, KTO FTOBOPUT HCTOPHIO,
1 HACKOJIbKO JIMUHO aBTOP CBSI3aH C
TEMOH (PU3UUECKON U MCUXOJOTHIECKON
MHBAJIMIHOCTH. B Tpynax sTux
uccJjeoBareseit 006CyK1aeTcesl, Kak Hajlnune
JIMUHOTO ONbITa UK GJM30CTH K TEME
MO3BOJISIET CO3/IaBaTh HoJiee ry6oKue,
MeHee CTepeoTHIHble 00pasbl. B Kazaxckux
dusmbmax A.3anpoa u M. Mambip6ekoBa
MPOCJ/IeKUBAETCSI MMEHHO TaKast aBTOpCKast
6JIM30CTh - OHU He MIPOCTO PACCKA3bIBAIOT,
OHHU MPOKUBAIOT BMECTE C FePOSIMHU UX
»KU3HHU, 4TO 0OecreunBaeT MCKPEHHOCTb U
yMeHbllI€HHE IMCTAHIIMK MEXK/Ty TePOEM U
3pUTeJsIEeM.

4. Paspyuiernue cmepeomunos
uepes aKMmuBHoe BKAIO1EeHUe U
nepeonpedeienue

[Tonxon Mutuesna u Chaiijiep
NoJIpa3yMeBaeT, UTo BU3yaJlbHble U
HappaTHBHbIE (POPMBbI JI0JKHBI HE TPOCTO
u30eratb HeraTUBHbBIX LITAMIIOB, HO U
AKTHBHO [1€PEOCMbIC/HBATD MPUBbIUHbBIE
3HAYEHHS] HHBAIMJHOCTH: He «OObEKT
JKAJIOCTH», HE «TePOK-NPEO0/IeBATENb»
paju Ipamatuieckoro sgdekra, a
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JIMYHOCTD, Cr1ocoOHast Ha TBOPYECTBO,
COMHEHHE, IOMOP, CONPOTHBJICHHE
oxkujaHusim obuectsa. [Ipumepom
CJY?KUT pusibM « XpyCTasibHbII UETOBEK,
rJle TePOUHSI yuacTBYeT B MapacgoHe,
BBLICTYMAET Ha ClieHe, IYTUT Ha TeMy CBOEH
HEMOX0XKEeCTH — U BCE 3TO HE MPOCTO KaK
3heKT, a Kak UacThb €€ JUUHOCTH.

5. HappamugHole cmpykmypel,
UeHmpoBKa 2epos U OMKa3 om
«HApPpamMuBos MeoUUUHCKO2O
ucnpasaenusy

Corsniacio Mutuesny u CHaiinep,
MHOTHE KJIaCCHYeCKHe UCTOPUU UCIOJb3YIOT
MHBAJUIHOCTh Kak MeTadopy, Kak
«narrative prosthesis» — tpocTb,
MOMOTraloLLyto pacckasy, Ho He 00s13aTeJIbHO
yBaxKalolllyto CyObeKTHOCTb YeJIOBeKa ¢
MHBAJUIHOCTBIO. B pacemaTpriBaeMbix
Ka3axCTaHCKUX (pUIbMaX repou ¢
MHBAJIMIHOCTBIO CTOAT B LIEHTPE CIOXKETa,
He C MO3ULMI UCKIIOYHTENBHOCTH HJTH
MHUJIOCEP/IHS, @ C MO3ULIUH JIMYHOCTH,

CO CBOMMH CJIaOOCTAMH, COMHEHHUSIMH,
3a/la4aMu. YIop Ha He-HUCIpaBJeHHue,

a Ha MPOKUBaHUe, HAa B3AUMOJIEHCTBHE

¢ 00111eCTBOM, Ha KOH(MJIMKTBI U
Komnpomuccbl. O60CHOBAHA 3HAYUUMOCTb
MHKJII03UBHbBIX TIOBECTBOBATEJIbHBIX
MPaKTHK B KA3aXCTAHCKOM KHHO KaK
cpencTBa cOMMKEHHUS 3PUTENIS U FePOeB C
MHBAJHIHOCTBIO, (POPMUPOBAHHS 0OLIEr0
KyJIbTYPHOTO TTPOCTPAHCTBA, a TAKIKE

KaK BKJaJl B H3MeHeHHe 0011leCTBEHHOro
BOCIPUATHS — OT «MHBAJIMHOCTH KaK
npo6JIeMbl» K « HHBAJIMJHOCTH KaK 4acTH
pasHoo6pa3us YeJ0BEYECKOTrO OIbITa».

3aKknwyeHue

[Tonposist utor, npeacTaBjeHHOe
Mcce/ie/IoBaHUe IEMOHCTPUPYET 3HAYUMOCTh
MCI0JIb30BAHUST MTPEJTIOKEHHBIX

METOJIOB «COLMAJLHOTO peajn3ma»

U «I1€PEOCMbICEHHS YCTOSIBILIMXCS
3HAYeHHH» JIJ151 CO3/IaHUsl TITyOOKHUX

U MpaBJMBbIX 06PA30B JIOJEH ¢
0Cc06eHHBIMU MOTPEOHOCTSMH B KA3aXCKOM
kuHemartorpade. @uibMbl, Takue Kak

«BbITh nM He GbITh» A3n3kaHa 3aupoBa U
Myxamena MambipOekoBa U «XpycCTasbHbIH
yeJioBek» Kanata BeficekeeBna,
HarJIsiIHO MOKA3bIBAIOT, KAK paspylieHue
CTEPEOTHIIOB, HaJIMUME UyBCTBA IOMOpaA Yy
JIMLL HEMOXO0KUX HA GOJIbLIMHCTBA JIIOJIEH,
OTJInUMe WX 06pasa KU3HU OT HOPMAJILHOTO,
M aKIIEHT Ha JITYHOCTHBIX KAYeCTBAX FrepoeB
CMOCOOCTBYIOT H3MEHEHHIO BOCMPHUSITHS
JIOJIeH KOTOPBIX OOIIECTBO CUATAET
0COGEHHBIMU. DTH MPUMEPDI MOUEPKUBAIOT,
UTO MHKJIIO3UBHBIE HAPPATHBbI M0KA3a
MOBCEAHEBHON 2KU3HU O€3 PUKpPAC U
6e300513HeHHOTO UCIT0JIb30BAHUST IOMOpPa
MO3BOJISIIOT HE MPOCTO M0KA3aTh HX YKU3Hb,
a clie1aTh UX YacThio OOIIETO COIMANbHOTO
NPOCTPAHCTRA.
ABtopbl pusbMa «BbITh WK He GbITH»
CMOTJIM JIOHECTH CBOM KU3HEHHBIH OTBIT,
a Kamepa craJa Jijisi HUX CBoeoOpasHoH
KKHCTOUYKOM JYLIH>», C TOMOLIbIO
KOTOPOH OHU U300Pa3UJIH MOBCEIHEBHbIE
TPYAHOCTH ¥ BHYTPEHHHH MUP IepOeB.
He cnoBa a uMeHHO ieTaIM3UPOBAHHbIE
KajIpbl, 1EMOHCTPUPYIOLIIHE ObITOBYIO U
MOBCE/IHEBHYIO PEaIbHOCTb, MOTYT J1aTh
3PUTEJIIO MHILLY /151 pa3Mbliiienni. Yepes
JIMaJIor Ha paBHBIX pexxrccepoB KaHata
BeficekeeBa WM JIMUHBIH OMbIT A3U3KaHa
3aupoBa 3TH KMHEMAaTorpaguCThbl CMOTJIH
PacKpPbITh YHUKAJIBHOCTb Feposi ¢ 0COObIMH
NoTpeCHOCTSIMU U B TO XK€ BPeMsl 0Ka3aTh
CX02KECTb C 3PUTEJIEM TEM CAMbIM CTHPAst
MO3HULMI0 HabJo1aTe s, DTH KAPTHHBI
YXOJAT OT 1AOJOHOB, JIOMAIOT UX U
MOKAa3bIBAIOT 3PUTEJISIM UTO OCOOEHHBIX
repoeB HY»KHO BOCIIPUHUMAThL HA PABHBIX.
Hcexonst us merononorun Muruesnia
1 CHaiijiep, K/loueBble 3aj1auH B
perpeseHTalyH JIIOJeH ¢ PU3UUECKOH
WJIH TICUXOJIOTHUECKOHN HHBAJIUJIHOCTBIO
— 3T0 00DEKMUBUPOBAMDb €& He KaK
NOTPSICAIONIMH WK TparuiecKui heHOMEeH,
HO KaK 4acTh COLMaJbLHON peasibHOCTH,
U pecmpyKmypuposantb CTepeoTHIIbl
uepes Xyl10KeCTBEHHbIH §13bIK KHHO,
MO3BOJISIIOLLHH 3PUTEJIIO NIEPEOCMbIC/UTh
CBOW OXKUJIAHUST U TTPETIONOKEHHUS O
TOM, UTO 3HAYUT OBIThH YEJIOBEKOM C
OrpaHUYHBIMU BO3MOYKHOCTSIMH.



B Ka3axckom KMHOTPOCTpaHCTBE
6J1aroapsi TAKMM aBTOpaM CerojiHsi
HaOJII0JIaeTCsl CTPEMJICHUE HE K
POMaHTHUECKOMY HJleaIu3My, HO K YeCTHOMY
0TOOPaXKEHHIO: CJI0KHOCTH, HEYauH,
MaJieHbKHe MoOeibl H KOMIIPOMHCChI. DTO
BaXKHbIH aCMEKT, MOTOMY UTO MO3HTHBHbIE
06pasbl, €M OHU HJIeaJIM3UPOBAHbBI, MOTYT
TaK 2Ke UCKAXKaTh €CJIH TPEICTABJISIOT
MHKJIIO3MBHbBIE BOMPOCHI KAK YyJ10 JIHOO
MCKJTIOUUTEJIbHBIH MOJIBHT.

Tewm He MeHee, eCTb U TPOOJIEMBbI:

- Bcé emé mano ¢pusbMoB, KoTopbie
MO3BOJISIOT ayAMTOPUH BOUML BHYMPb
ONnbLMA Tepost C UHBATUIHOCTBIO
yepes BU3yaJibHble CPEJICTBA, Uepe3
CyOBEKTHUBHYIO ME€PCIIEKTHBY, a He TOJbKO
yepe3 HappaTHUB BHelIHEero HabJionaTels.

- Yacto uHdpacTpyKTypHbI€,
COLMOKYJIbTYPHbIE Peajiii OCTalOTCs
(hoHOM, CaTy2KaT JIHILb IeKOopalyen, 1
He BCeryla MoKasaHbl C TOH CTeneHblio
CJIOXKHOCTH, C KAKOH OHH BJIMSIIOT HA KU3Hb
repoes.

- CrepeoTunsbl (2KaJ0CThb, NPeojioJeHHe,
«CyrneprepoicTBO» ) BCE ellle HHOTA

MPOCJEKUBAIOTCS, 0COOEHHO B

(husbMax, KOTopble crapaioTcst ObITh
BJIOXHOBJISIHIOIIMMHU, HO TTPU STOM YIyCKaloT
HIOAHCBI.

Ecan 060611IHTh: COBpeMeHHOe
0TeUYeCTBEHHOE UT'POBOE U
JIOKYMEHTaJIbHOE KMHOIOJIE Y2KE COIEPIKUT
aKTyaJibHble IPUMePbl TPUMeHEeHHS
MOJIXOI0B COLMAILHOTO peaju3Ma 1
nepeocMblC/ieHHst, 0cOOeHHO KOora
PEXKHUCCEPDI IMUHO 3HAKOMbI C OTIBITOM
MHBAJHIHOCTH. DT PUIbMBI JAIOT
60J1ee MHOTOMEPHOE, COCTPAJIaTeNbHOE,
NOJUIMHHOE MPeJICTaB/IeHHe, TT03BOJIsIS
reposiM ObITh MOJHOLLEHHBIMH
JIMUHOCTSIMH, a HEe CUMBOJIaMH; OHU B
Oy/ylieM MOTYT pas3pylliaTh CTEPEOTHITbI
W LITaMIIbl: BU3yaJsibHble, HAPPATHBHBbIE,
MICHXOJIOTHUECKHE.,

CJuenoBaTedibHoO, fa/bHeHIIee
pa3BHUTHE UHKJIIO3UBHOTO KHHeMaTorpada
B KazaxcraHe 3aBHCHT OT TOTOBHOCTH
KHHEMAaTorpauCTOB SKCMEPUMEHTHPOBATD
C HOBBLIMH TTOBECTBOBATELHBIMH 1
BU3YyaJIbHbIMH TEHJEHLUSIMHU, T1yOxKe
MCC/IE/I0BATD YKU3HEHHDIH OMBIT FepoeB ¢
0COOBIMH NMOTPeOHOCTAMM.
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OCOBEHHbIN TEPOM B COBPEMEHHOM KA3AXCKOM KMHEMATOTPA®E

Bknap aBTOpOB:

M.C. AKuTOBa — aHaANIM3 Hay4YHOW NUTepaTypsbl, paboTta c 3apybexHbIMK
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KA3IPIl KA3SAK KMUHOCbIHbIH EPEKLUE KEWIMKEPI

Anparna: byn Makanaga epekiie KaxeTTiniktepi 6ap agamaapablH 6eMHeciH KOpPKeM XaHe AepekTi
KnHematorpaduana KepceTyaiH Tacinaepi 3epTrenesi. 3epTrey onapabiH, GU3MKanbik, MEHTaNAbIK,
3MOLMOHANAbIK HEMECE d/1IeyMETTiK epeKLUenikTepiMeH 6ainaHbICTbl CTEPEOTUNTEPAEH LUbIFbIM, KEKE
TYNFaNbIK, KACUETTEPIH XaH-KaKTbl allyFa OafFbiTTanFaH. 3epTTeyAiH 63€eKTiNiri — CTepeoTUnTepAi eHcepy
XXaHe KMHeMaTorpadusaaa MHKNIO3UBTI HApPAaTUBTEP KYPY KAXKETTiNiriMeH aiKkbiHAANaAbl.3epTTeyaiH,
MaKkcaTbl — Ka3aKCTaHAbIK AepPeKTi KuHemaTorpadusaaa MyrefekTiri 6ap TynFanapabl 6eiHeneynin,
M3[EHM X3He a/eyMeTTiK acrnekTinepiH Tangay. oaictemenik Heris petiHge [O3sug T. Mutyenn

MeH LUspoH J1. CHalipep yCbIHFAH «aN1eyMETTIK Peann3m» XaHe KKanbiMTackaH TYCiHiKTepAi KanTa
navbiMaay» Moaenbaepi anbiHabl. byn Tacinaep aneyMeTTiK WbIHABIKKA 6elrimMaeny xKaHe KanbinTackaH
cTepeotunTepai 6y3yra barbiTTanFaH. DunbMaepAiH, CIOKET KypbllbIMbIH 3EPTTEY YLiH HAPPATUBTIK

dAic XaHe hunbM Tanaay aAici konaaHbinabl. HaTmkeciHoe A3n3 3aiibipoBTbiH, «BbITb MK He ObITbY
»kaHe KaHaTt belicekeeBTiH «XpyCTanbHbIM YenoBek» GuabMaepiHAeri pexuccepnik 6asHaay Tacinaepi
KapacTbipbingpbl. CrepeoTunTepin, 6y3binybl MEH Kelinkepaepain KyHAenikTi emMipiH beliHeney onapabiH,
KOFamIafbl KabblnaayblH e3repTeTiHi kepceTinai. KopbiTbiHabl 6eniMae 3epTTenreH punbMaepaid A3sug,
Mwutyenn meH LLapoH CHailoep ycbiHFaH penpe3eHTaLus TaCinaepiHe cavKecTiri TankpinaHapl. Kepepmex
MEeH epekLuUe Keiinkep apacbiHAafFbl anlWaKTbIKTbl XXOWbIM, 01apAbl OPTaK, MaLEHU KEHiCTiKTiH 6eniri eTyre
6aFbITTanFaH xaHa 6asHaay cTpaTernsanapbiHbiH, MaHbI3AbIIbIFbI aHbIKTaALbI.

TyRiHAI ce3pep: KMHO, MYMKIHAIT LWeKTeYNI XaHaap, pexxuccepnik Tacinaep, aneyMeTTik GuabMaep,
Ka3aK KMHOCbI.

Aaiiekces ywin: MepyepT, AkutoBa aHe CMannoBa MHHa. «Kasipri kazak kKuHemMaTorpaduscbiHAaFbI
epekwe kevinkep». Central Asian Journal of Art Studies, 1. 10, N2 3,2025,216-231 6.,DOI: 10.47940/
cajas.v10i3.1031

Anreic: ABTopnap «Central Asian Journal of Art Studies» >KypHanbIHbIH, pefaKUMSCbIHA XaHe
QHOHWMAI peLleH3eHTTepre Makanara 6enreH 6aranbl yakbiTbl MEH KyHAbI NiKipAepi YLiH 30p anfbic
6ingipeni.

Asmopnap KomuazbaHblH COHFbI HYCKACbIH OKbIN, MaKy/10a0bl ¥aHe Myddesnep KaliliblblFbl HOK
ekeHOi2iH ManiMoelioi.
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A SPECIAL HERO IN CONTEMPORARY KAZAKH CINEMA

Abstract: This article explores approaches to the portrayal of individuals with special needs in
feature and documentary cinematography, focusing on revealing their unique personalities and
multidimensionality, going beyond stereotypes related to their physical, mental, emotional, or social
characteristics. The relevance of the research is determined by the need to overcome stereotypes
and create more inclusive narratives in cinema. The purpose of this work is to analyze the cultural
and social aspects of depicting people with disabilities in Kazakhstani documentary films. The
methodology is based on the models of “social realism” and ‘redefinition of established meanings,’
developed by David T. Mitchell and Sharon L. Snyder, experts in cultural and disability studies. Their
approaches emphasize adaptation to social reality and the breakdown of entrenched stereotypes. A
narrative method is used to examine the structural features of film plots, as well as the film analysis
method to assess directorial storytelling techniques. As a result, the study reviews the narrative
approaches and directorial techniques used in Azis Zairov’s To Be or Not to Be and Kanat Beisekeyev’s
Crystal Man. It demonstrates how the breakdown of stereotypes and the focus on the details of
everyday life contribute to changing the perception of people with disabilities. The conclusion
discusses how the analyzed domestic films align with the representation methods proposed by David
Mitchell and Sharon Snyder. The importance of new narrative strategies that bridge the gap between
the viewer and the special hero, making them part of a shared cultural space, is emphasized.

Keywords: cinema, people with disabilities, directorial approaches, social films, Kazakh cinema
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GENDER PECULIARITIES IN
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DANCES: REFLECTION OF
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Abstract. The concepts of dance, cultural code, and national identity play a significant role in the fields
of Art History, Cultural Studies, and Anthropology. Gender codes in choreographic solutions, that is,
the personification of men as courage and women as tenderness, are among the features reflected in
the dance traditions of many peoples. This article considers dance as an artistic and communicative
tool that reflects the culture of a particular community, serving as a carrier of cultural codes. The
study focuses on a comparative analysis of the national dances of the Kazakh and Georgian peoples.
The aim of the research is to identify gender characteristics in the national dance traditions of the
Kazakh and Georgian peoples and to examine their role in preserving national identity through dance.
The chronological scope of the study encompasses dances from the past five years. To achieve the
research objectives, particular attention was given to the works of professional choreographers in
the field of national dance. Furthermore, a comparative analysis of the national and gender-specific
movement vocabularies characteristic of male and female performances in the dances of both nations
was conducted. The methodological framework of the research combines qualitative and comparative
approaches, including the author’s experience and observations gained during an academic internship
in Georgia. Primary data were supplemented by a review of scholarly literature in Cultural Studies and
Anthropology, providing a multidimensional understanding of the phenomenon. The results reveal
both similarities and distinctive features in gender representation, showing that Kazakh male dances
often emphasize expansive, powerful movements symbolizing freedom and heroism, whereas Georgian
male dances focus on sharp, precise footwork and upright posture reflecting discipline and bravery.
Female dances in both traditions convey grace and modesty, yet differ in tempo, spatial use, and arm
movements. These findings confirm that gendered choreographic codes are an integral part of cultural
heritage, functioning as symbolic tools for transmitting national values. The study contributes to the
broader discourse on how intangible cultural heritage, particularly dance, serves as a living repository
of identity in the context of globalization.

Keywords: Kazakh, Georgian, dance art, national identity, gender identity, choreography, cultural
heritage, ethnocultural studies.
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Introduction

n recent years, scholarly research in

the fields of choreography, cultural
studies, and anthropology has increasingly
approached dance as a form of intangible
cultural heritage, recognizing it as a visual
language that reflects the values and
national identity of an ethnic community.
Dance is understood not merely as an art
of movement, but also as a collection of
cultural codes and symbols. One of the
key dimensions in this regard is gender
representation: the male figure is typically
portrayed as heroic, determined, and
resilient, while the female figure embodies
delicacy, grace, and refinement. These
gendered features occupy a distinet place
as a subject of theoretical interest within
the broader discourse of identity formation
(Lovell 79).

Gender codes are closely linked to
historical, social, and aesthetic norms. In
both Kazakh and Georgian national dances,
these features are clearly manifested: male
dancers are characterized by bold, decisive,
and expansive movements, while female
dancers are distinguished by modesty,
elegance, and soft plasticity. Such gender
archetypes are transmitted from generation
to generation through dance, becoming
a mechanism for preserving national
consciousness and identity.

Approaches to conceptualizing
national identity are shaped by a range
of factors, including the weakening of
state mechanisms and the growing
role of language and culture. Official
historiography, national symbols, religion,
contemporary culture, mass media, and
architecture collectively form the ethno-
national trajectory of state-building. Within
this framework, the roles of the Kazakh
language and bilingualism are becoming
increasingly prominent (Rakhimbekova
etal. 111). In this context, national
dances occupy a particularly significant
place. Dance is an essential component
of culture (Liu 153) and may serve as a
form of cultural capital marked by ethnic
dimensions (Urquia 385).

In contemporary Kazakh national dance,
certain choreographers’ performances
increasingly depict female roles that go
beyond the traditional delicate image,
presenting bolder and more active
characters. For instance, performances
such as «Zhashtar Bi» and «Zhauhar» are
noted for incorporating female movements
that harmonize with some of the bold
gestures typically associated with male
dancers.

Similar tendencies are observed in
Georgian national dance as well. According
to some studies, prominent Georgian
choreographers have been reinterpreting
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traditional gender roles in their recent
works. For example, in performances by the
«Sukhishvili» ensemble, lyrical qualities
are emerging in male roles, while female
roles display more assertive characteristics.

The relevance of this study lies in
elucidating the role of traditional dance
art in preserving national identity through
gendered markers. Although Kazakh and
Georgian dance arts have been examined
in separate ethnographic and art studies,
comparative research that connects their
gender structures with national identity
remains practically unexplored.

The aim of this research is to identify
how national identity is expressed through
gender codes in Kazakh and Georgian
dances. The object of the study consists
of contemporary choreographic works
performed within the last five years.

This research is intended to strengthen
intercultural connections and demonstrate
the potential for preserving national
heritage through dance.

Methods of research

This study employed interdisciplinary
methods integrating cultural anthropology,
art studies, and gender research. The
primary method was comparative analysis,
which allowed for identifying similarities
and differences in gender representation
within Kazakh and Georgian dance arts.
The content of national dances was
recognized as a means of expressing
national identity. Through content analysis,
elements such as traditional national
costumes, musical accompaniment, stage
performance components, and movement
structures of the Kazakh and Georgian
peoples were examined. Interpretative
analysis revealed the significance of plastic
and artistic symbols associated with male
and female roles.

Participant observation (naturalistic
observation) was also utilized. In this
regard, the author’s internship in Thilisi
in May 2025, during which they observed

rehearsals of local dance ensembles and
conducted interviews with Georgian
choreographers, served as a foundation
for selecting the topic of this article. These
empirical materials provided a deeper
understanding of the research process.
Attention was given to the works
of domestic and international scholars
studying gender characteristics in dance
and issues of national identity. The
research is based on Yuri Lotman’s cultural
semiotics (Lotman 704), Judith Butler’s
concept of «gender as performance»
(Butler), and Benedict Anderson’s theories
on national identity (Anderson 160).

Discussion

Efforts to revive and preserve national
identity have become a matter of concern
for many post-communist countries,
including Kazakhstan (Kulsarieva et al.
76). Globalization is viewed as a stage in
the evolution of the capitalist world system,
characterized by geographical, class, and
gender-specific features (Moghadam 695).
In the context of globalization, Kazakhstan
is undergoing key stages in the formation
of a unified identity aimed at ensuring
national cohesion and stability (Balapanova
& Asyltaeva 72). In fact, national culture
functions as a counterforce to globalization
(Chamba Nana 24). The formation and
maintenance of a sense of national identity
is vital for all societies (McAllister 157).
Establishing a new spatial ideology — by
revitalizing identifiers such as steppe
memory, national cultural codes, and
sacred sites—opens new prospects for
the future of the nation (Musatayeva &
Yermagambetova 6498).

Certain aspects of culture can be
considered as a significant foundation
of Kazakhstan’s development model
(Dairabayeva et al. 115). Traditions are
elements of social and cultural heritage
that are passed down from generation
to generation and preserved over a long
period within a particular social group or
community (Stud.kz).



Modern information and communication
technologies — especially the Internet
— play a significant role in contemporary
Kazakhstani society, profoundly influencing
the national identity of its citizens
(Toktarov & Altaev 3).

Studies assessing performance have
shown that boys generally demonstrate
lower academic competence compared
to girls, but tend to outperform them
in mathematics-related subjects. Such
gender differences in competence may be
relatively minor (Kessels et al. 220). No
significant differences were found between
men and women in terms of overall
identity indicators (Lewis 159). However,
variations in identity measures—such
as ethnic centrality, private regard, and
public regard—revealed inconsistencies
associated with gender and religious
upbringing (Rahal et al. 544). For instance,
certain elements traditionally associated
with Kazakh female dances are now also
incorporated into male dances. These
transformations in dance elements offer
insights into the integration of gender
identities within the framework of national
dance (Ma et al. 51).

Culture is a semiotic space — a system
of signs — where dance, costume, and
bodily movement all function as signs
bearing cultural meaning (Lotman
704). Both Kazakh national dances and
Georgian national art possess their own
distinctive characteristics. In Georgian
dance traditions (e.g., Kartuli, Khorumi),
male roles are portrayed through heroism,
upright posture, discipline, and vigor,
whereas female roles are expressed
through calmness, modesty, and delicate
movements.

A similar binary structure is preserved
in Kazakh dance: male dances (such as
Erler Bii or Batyr) are marked by expansive
gestures, energetic movements, and
expressions of strength; while female
dances (Kyzdar Bii, Koktem) emphasize
gracefulness and tenderness.

Thus, it becomes evident that
historically established gender archetypes
in both Kazakh and Georgian national
dances have retained their relevance in
the present day. Male representations
continue to embody bravery, resilience,
and determination, while female
representations reflect gentleness,
politeness, and subtlety. These enduring
models serve as artistic reflections of
national identity.

However, in contemporary
performances, this contrast has become
less rigid: elements of assertiveness are
increasingly observed in some female
roles, while lyrical expressions appear in
male parts. This shift can be attributed to
globalization and the evolving language
of stage aesthetics. For example, lyrical
expressions and emotional moments are
often observed in male roles, especially
in dances themed around love. In some
contemporary performances of traditional
dances such as «Kazagym» and
«Altybakan», the typically bold and swift
movements characteristic of male dancers
are complemented by lyrical elements,
reflecting a transformation of gender codes.
A similar tendency is observed in Georgian
dances as well, although the forms and
degrees of its manifestation vary. Thus, the
transformation of gender codes is identified
as a significant phenomenon within the
contexts of both cultures.

Nevertheless, the traditional gender
structure remains relevant and firmly
preserved (Hamidullina 19). Previous
studies have clearly demonstrated how
cultural archetypes are transmitted to
younger generations through dance
(Kvekveskiri 12).

The present study contributes to this
scholarly discourse by examining gender
codes in Kazakh and Georgian dances
through an intercultural comparative lens.
[ts novelty lies in the use of both theoretical
foundations and empirical data collected by
the author during a research internship in
Thilisi in 2025.
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Results

The dance art of each nation serves as
a carrier of that ethnic group’s cultural
codes. Kazakh and Georgian dances are
recognized as artistic means for preserving
and revitalizing national identity. Gender
representations in dance reflect the
worldview, social structure, and aesthetic
values of the nation.

For instance, the wide arm movements
and playful shoulder gestures in Kazakh
dance symbolize the nomadic lifestyle
and a sense of ireedom, while the upright
posture and sharp movements in Georgian
dance express a warrior spirit and historical
discipline. The soft and circular motions
of the hands and feet in female parts
emphasize the unique role of women in
society.

By considering core gender
characteristics (Bonanno et al. 6498),
it becomes possible to identify both the
similarities and differences in the dance
traditions of these two nations. In this
regard, the empirical data collected during
the author’s internship in Thilisi, Georgia,
in May 2025 significantly enhanced the
quality of the research.

Participation in rehearsals, interviews
with choreographers, and direct observation
of theatrical performances provided deeper
insight into the nature of gender codes in

Georgian dance and allowed for meaningful
comparisons with national characteristics
in Kazakh choreography. A comparative
overview of gender codes in Kazakh and
Georgian dances is presented in the table
below (Table 1).

The internship was conducted at the
Faculty of Choreography of the Shota
Rustaveli State University of Theatre
and Cinema. Within the framework of
the internship, the author is carrying out
a research project titled «Trends in the
Development of National Male Dance
in the Contemporary Socio-Cultural
Context of Kazakhstan». By comparing the
choreographic education systems of the two
countries, the author aims to strengthen
academic and cultural ties.

The academic supervisor of the
internship is Dr. Lasha Chkhartishvili —
Doctor of Art Studies, theatre scholar, and
Associate Professor at the Faculty of Art
Studies, Media, and Management of the
Shota Rustaveli State University of Theatre
and Cinema (balletacademy.edu.kz).

During the internship, clear similarities
and differences between Kazakh and
Georgian dances were identified (see
Figure 1). For the purpose of experience
exchange, on April 16, 2025, Almat
Sherdaruly conducted a master class
for first-year students, presenting the
distinctive features of Kazakh dance. This

Table 1. Comparative Characteristics of Gender Codes in Kazakh and Georgian Dance

Element Kazakh dance

Georgian dance

Male image

Wide swings, shoulder
engagement, and strength

Upright posture, sharp
movements, discipline

Female image

Softness, gracefulness, and
circular movements

Composure, smoothness, silence

Direction of movement
connected)

Horizontal orientation (ground-

Vertical orientation (connected
to the sky)

Costume elements
kamzol (vest)

Nomadic style: shapan (robe),

Long dress, headwear (chokha)

Musical rhythm
dombra

Rhythmic, accompanied by the

Fast tempo, drum/chorus
accompaniment

Gender relations

Clearly differentiated

Strict boundaries maintained

Note: the table was compiled by the author




event served not only as a new experience
for the students but also as a vivid example
of cultural exchange (balletacademy.edu.
kz).

= Men arc depicied as bold and eagle-Tike.

= Women perform graceful. omamented. and expressive shoulder
movements

* The dance is accompanied by traditional dombra music

4| * Men — in warrior, heroie roles
| * Women — waving hands, light movements
» Fast thythm, dance with sabres

| « Clear gender roles
= Dance as a reflecton of nabonal wentity
= Connection to historical roots

Figure 1. Similarities and Differences between
Kazakh and Georgian Dance

Georgian dance serves as an artistic
expression of the nation’s centuries-
old theatrical culture, vividly reflecting
its historical, spiritual, and aesthetic
identity. At its core lie ancient customs
and military-heroic motifs, as well as a
poetic portrayal of harmony with nature
and the human condition. Dance is not
merely physical movement but a cultural
narrative (Assmann 410) — a mode of self-
representation for the people.

A distinctive structural feature of
Georgian dance is its clear gender
differentiation. Male roles predominantly
feature dynamic, swift, and sometimes
acrobatic movements, symbolizing
heroism, bravery, and historical discipline.
Conversely, female roles are characterized
by soft, silent, introspective, and graceful
plasticity (Butler). Although men and
women interact on stage, a physical
distance is maintained, reflecting social
restrictions and traditional etiquette
inherent in Georgian culture.

Most Georgian dances are stage
reconstructions. Notably, Kartuli is a
couple’s dance symbolizing love and
tenderness, while Khorumi embodies
warrior spirit and heroic motifs. These
dances synthesize national costume,
music, and movement into a cohesive
aesthetic structure. The musical
accompaniment employs rare instruments

such as the doli, panduri, and zurna, and
the harmony between music and movement
deepens the content conveyed through the
language of dance. Furthermore, Georgian
dance plays a significant role in expressing
national identity. According to Anderson’s
theory of «imagined communities»
(160), dance functions as a tool for
reproducing national unity. In this regard,
the stage performances of the Sukhishvili
National Ballet introduce dance art in a
contemporary format while enabling the
preservation and revitalization of traditional
gender roles and national codes (Figure 2).
Georgian dance music is often
characterized by pronounced, rapid, and
complex rhythms. These rhythms reveal the
heroic character of each dance: for example,
male dances embody courage and freedom,
whereas female dances convey softness
and sincerity. Music and dance develop
synchronously, providing the audience
with a powerful aesthetic experience
(sukhishvili.net).

Figure 2. Stage image of men and women in
Georgian dance
Source: Official website of the Sukhishvili National
Ballet (https://sukhishvili.net)

Kazakh dance is a unique art form rooted
in musical improvisation that expresses
the national spirit and character. Through
its rich language of movement, it conveys
cultural codes such as openness, modesty,
and gentleness, while the portrayals of men
and women reflect contrasting qualities
of courage and delicacy. Kazakh dance
functions not only as an aesthetic act but
also as a vital means of preserving national
memory and traditions, transmitting
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them from generation to generation. The
harmony of traditional costumes and
musical instruments like the dombra and
sybyzgy enhances the dance’s artistic
beauty and reinforces its social and spiritual
significance

Renowned choreographer Shara
Zhienkulova describes the symbolic
meaning of Kazakh dance as follows:
the dances embody freedom and
expansiveness, signifying closeness to
nature, while their movements reveal
the inner source of the people. Gender
representations in Kazakh dance are
distinctly differentiated. Male dances
feature rapid, clear movements, wide arm
swings, playful shoulder gestures, and
upright postures that symbolize heroism,
bravery, and the free spirit of the nomads.
These characteristics are particularly
evident in male performances of Erler Bii,
Kamazhay, and Jorga dances. Conversely,
female dances express delicacy, softness
of movement, circular hand motions,
bending turns, modesty, and introspection,
reflecting the upbringing and cultural role
of Kazakh women.

Structurally, Kazakh dance has
developed syncretically alongside other
art forms related to national identity and
traditional worldview. As a manifestation
of the people’s artistic imagination,
dance has formed a system of movements
that aesthetically expresses the general
worldview and aspirations of the Kazakh
people (Izim 132).

The female image in Kazakh dance
reflects both delicacy and spiritual
elevation, closely aligning with national
aesthetic values. In this context, dance
is perceived not merely as a sequence
of plastic movements, but as a cultural
expression embodying the worldview and
temperament of the nation. Furthermore,
the structural and rhythmic characteristics
of Kazakh dance are intimately connected
with metaphors rooted in the national
consciousness — such as the vast steppe,

the flowing gait of a horse (zhorga), and
the dynamic force of the wind — thereby
shaping a unique cultural and spatial
narrative.

The national stage images of men and
women in Kazakh dance (Figure 3) are
largely based on musical improvisation.
This improvisation reflects the performer’s
inner freedom and spiritual inspiration,
transforming into an open form of national
expression. This very freedom affirms the
performative nature of Kazakh dance,
making it not merely an aesthetic act
but also a part of the national memory.
Kazakh dance cannot be confused with the
dance of any other nation. At its core, our
national dance embodies qualities akin to
the Kazakh character itself — openness,
modesty, and gentleness — which have
been nurtured since the nomadic lifestyle
and continue to accurately portray
contemporary life through the language of
movement (Akhanbaikyzy).

Figure 3. National Stage Images of Men and
Women in Kazakh Dance
Source: Official website of Egemen Kazakhstan
newspaper (https://egemen.kz))

Basic Provisions

1. Gender codes in Kazakh and Georgian
dances represent archetypes inherent to
their national cultures and are transmitted
from generation to generation through
dance.

2. The male and female dance roles
embody historically established role



models, becoming expressions of national
identity.

3. Although contemporary
choreographic works show trends of
changing gender characteristics, traditional
structures remain preserved.

4. Choreography serves as an important
representative tool of a nation’s cultural
code and historical memory.

5. Through the study of dance art, one
can understand the spiritual world and
cultural genetics of a people, which in turn
strengthens intercultural dialogue.

6. The data obtained during the author’s
internship in Thilisi enriched the empirical
basis of the study and provided a concrete
foundation for comparative analysis.

Conclusion

This study comprehensively highlights

the significant role of gender codes in
Kazakh and Georgian dances in expressing
national identity, revealing the resilience
of traditional choreographic structures
alongside contemporary trends. The
findings not only identify the similarities
and differences between Kazakh and

Georgian dances but also demonstrate
the symbolic importance of dance as a
means of transmitting cultural codes across
generations. The empirical data collected
during the author’s internship in Thilisi
enriched the theoretical foundation of the
research and enhanced the reliability of the
comparative analysis.

This scientific article contributes
to strengthening cultural ties between
Kazakhstan and Georgia and shows the
possibility of preserving national identity
through dance. The conclusions drawn
open broad opportunities for further
research in dance studies. Firstly, future
analyses of gender semiotics in stage
dynamics and costume design may reveal
new dimensions of national identity.
Secondly, to clarify the social recognition
of dance symbols and traditions, it is
necessary to conduct surveys and focus
groups involving dance instructors and
performers to study the cultural perceptions
of audiences. Thus, this study deepens the
understanding of Kazakh and Georgian
traditional choreography and contributes
to strengthening intercultural dialogue and
preserving national heritage.
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[lammnes Anmar

Kasaxckasi HaumoHasbHast akajemust xopeorpacguu (Acrana, Kasaxcran)

Yxapruwsuau Jlaia

locynaperenHblit yHusepeutet KuHo I'pysun (T6ummcn, I'pysus)

FEHAEPHbIE OCOBEHHOCTHU B KASAXCKOM U TPY3UHCKOM TAHUAX: OTPAXEHUE
HALMOHANIbHOW MAEHTUYHOCTU

AHHoTaums. MoHATUS TaHLA, KyJbTYPHOTO KOAA U HALMOHANbHOW MAEHTUYHOCTU UTPAKOT 3HAUUTENBbHYHO
posib B 06/1aCTSIX UCTOPUM UCKYCCTBA, KYLTYPOSIOTMU U aHTPOMNONOrMu. [eHAEepHbIe KOAbl B
X0opeorpamyeckux peLleHusiX, To eCTb OJIMLETBOPEHUE MYXKUMH KaK CMENOCTU M KEHLLMH KaK HEXHOCTH,
ABNAKOTCA OAHWMU U3 0COBEHHOCTEN, OTPAXKEHHbIX B TAHLLEBA/IbHbIX TPAAULMSX MHOTMX HAPOLOB.

B LaHHOW CTaTbe paccMaTpUBAETCS TaHeL, KaK XyLOXKECTBEHHbIN U KOMMYHUKATUBHbIA MHCTPYMEHT,
OTPAXAKLLMIA KyNbTYPY KOHKPETHOTO COOBLLECTBA M BbIMOMHSIOWMIA QYHKLMIO HOCUTENS KYIbTYPHOTO
Kogaa. MccnepoBaHue COCPeAOTOMEHO HA CPABHUTENIbHOM aHasiM3e HaLMOHa/bHbIX TAHLLEB Ka3axXCKoro M
rPY3MHCKOro HapOLOB.

Llenb nccnenoBaHMs 3aK/H0YAETCS B BbIIBIEHUM Fr€eHAEPHbBIX 0COOEHHOCTE B HaLMOHAIbHbIX
TaHLEBasIbHbIX TPALMLMAX KAa3aXCKOTO U rPY3MHCKOrO HAapPOLOB M U3YYEHWUU UX POSIU B COXPAHEHUM
HaLMOHaNbHOM MAEHTUYHOCTM Yepes TaHeL,. XpOHOOTMYECKMIA OXBAT UCCeL0BAHMS BK/IOYAET
TaHLbl NOCNEAHUX NATU NEeT. [1ns [OCTUXKEHUS LieNnei UccnefoBaHns 0ocoboe BHUMaHWeE yaensnoch
pabotaM npodeccMoHanbHbIX XopeorpadoB B 06/1aCTU HaUMOHaNbHOrO TaHLa. KpoMe Toro, npoBeaéH
CPaBHUTENbHbIA aHaNN3 HaLMOHAbHbIX M FTeHAEPHO-CNeUndUYEeCcKUX OBUXKEHMUM, XapaKTePHbIX AJisi
MY>KCKMX M KEHCKUX BbICTYNIEHWI Y 060MX HapoAoB. MeTofonorMyeckasl 0CHOBA MCCNEL0BaHMS
COYETAET KAYECTBEHHbIE Y CPABHUTE/IbHbIE MOAXOAbI, BK/IKOUAS OMbIT aBTOPa U HAOMOAEHUS, MONTYYEHHbIE
B XOAe aKaleMUYECKOW CTaxXMpoBku B py3uu. MepBuyHble faHHbIE GbiIM LONONHEHBI 0630pOM HAYYHOM
JIUTEPATYPbI MO KY/LTYPOIOTUU U aHTPOMOJOTUM, YTO MO3BONUO MONYYUTb MHOTOMEPHOE NMOHWMaHWe
sBNeHus. Pe3ynbTaTbl BbISIBUIM KaK CXOACTBA, TaK U OTIMYUTENbHbIE OCOOEHHOCTU B reHAEPHOM
NpeLCcTaBNEHUN: Ka3aXCKUE MYXCKUE TaHLbl YaCTo NMOAYEPKMBAIOT LUMPOKMUE, MOLLLHbIE ABUXKEHMUS,
CMMBONM3MPpYIOLLME CBOOBOAY U repOM3M, TOTAA Kak FPy3UHCKME MYXXCKME TaHLLbl COCPELOTOYEHBI Ha
TOYHBIX, YETKMX ABUXKEHUSIX HOT U MPSIMOW OCaHKe, OTpaKatoLLen AUCLUMIMHY U MyXXecTBO. YKeHcKue
TaHLbl B 06eMX TpaguLMsIX NepeaatoT rpaLmio U CKPOMHOCTb, HO Pa3/iMyatoTcs Mo TEMIY, UCMOb30BAHUIO
MPOCTPAHCTBA M ABMXKEHUAM PYK. ITU pe3ynbTaThbl MOLTBEPXKAAIOT, YTO FrEHAEPHbIE XOpeorpaduyeckme
KOAb! SIB/ISIKOTCS HEOTHEM/IEMOW YaCTbH KY/IbTYPHOTO HAacneams u GyHKLMOHMPYHOT Kak CUMBONMYECKME
CpenCcTBa Nepenayyn HauMoHabHbIX LLeHHOCTel. MiccnenoBaHe BHOCUT BKag, B 6onee LWnpokuii
LLUCKYPC O TOM, KaK HEMATEpUabHOE KyNbTYpHOE HAacNeane, B YaCTHOCTU TaHEL, CTYXKUT XXUBbIM
XPaHWIULLEM MAEHTUYHOCTU B YCIOBUSX F106anm3aLmu.

Kntoyesebie cnoea: Ka3axckuii HAPOAHbIA TaHeL, FPY3UHCKUIA HAPOAHbIM TaHeL, TaHLEBaIbHOE
MCKYCCTBO, HALLMOHAbHAs UAEHTUYHOCTb, FEHAEPHAs MAEHTUYHOCTb, XOpeorpadus, KybTypHoe
Hacnenue, STHOKYNIbTYPHbIE UCCIeL0BaHMS.

Ana yumuposarus: LLlamwmnes AnMmart, n YUxapTuwsmnm Jlawa. «[eHaepHble 0COOEHHOCTM B Ka3axCKOM
W FPY3MHCKOM TaHL,AX: OTPaXeHWe HaLMOHaNbHON naeHTuYHoctuy». Central Asian Journal of Art Studies, T.
10,Ne2 3,2025, c. 232-246,DO0I: 10.47940/cajas.v10i3.1093

bnazodapHocmu: ABTOPbI BbIpaXkatoT CBOK 61arofapHOCTb peaakuumm xxypHana «Central Asian
Journal of Art Studies» 1 peLieH3eHTaM 3a NPOSIBNEHHbIN MHTEPEC, @ TAKXKE 33 MOMOLLb B MOATOTOBKE
[LaHHOM CTaTbyu K nybamKaLumm.

Asmopbl npoyumanu u 0006puu 0KOHYamebHbIl 8apUAHM pyKonucu U 3aseasm 06 omcymcmeauu
KOH@AUKmMa uHmepecos.



GENDER PECULIARITIES IN KAZAKH AND GEORGIAN DANCES: REFLECTION OF NATIONAL IDENTITY

[lomiunes Anmar

Kaszak yarTbik Xopeorpacusi akagemusicbl (Acrana, Kasaxkcran)

Uxapruwsuau Jlawa

I'pysnsa Memnekertik Kuno Yuusepcureti (T6umucn, I'pysus)

KA3AK XXOHE rPY3UH BUNEPIHAEN TEHAEP/IK EPEKLUEJNIIKTEP: ¥ITTbIK
BIPEFTEMNIKTIH KOPIHICI

AHpaTna. by, MEHM KO X3He YATTbIK Bipereinik yFbiMaapbl 6Hep TapyXbl, MOAEHUETTAHY XIHe
AHTPOMOJIOrMs CananapbiHAa MaHbl34bl pen atkapaabl. Xopeorpadusnbik, WwewiMaepaeri reHaepnik
KoaTap, iFHM epnep 6eiHeci — 6aTbIpAblk, arenaep 6eMHeci — Ha3IKTiK, KONTereH XanblKTapabiH, 6u
[9CTYpiHAE KepiHiC TankaH epekLwenikTepaiH, 6ipi 6onbin Tabbinagbl. Makanana 6u eHepi benrini
6ip KaybIMAACTbIK M3AEHMWETIH BeliHenenTiH, MBAEHN KOATbI TaCbiMaNAayLbl pETiHAE dpeKeT eTeTiH
KOPKEMAIiK XaHe KOMMYHUKATUBTIK Kypan peTiHAe KapacTbipbiiafbl. 3epTTey Ka3aK, XaHe rpy3uH
XaNbIKTapbIHbIH YATTbIK OUAEPiHiH, CanbiCTbipMarnbl TanaaybiHa 6afbiTTanFaH.

3epTTeyAiH MaKcaTbl — Ka3aK XXaHe rpy3uH XaNblKTapblHbIH, YATTbIK 61 ASCTYpiHAEri reHaepnik
epeKLenikTepAi aHbikTan, 6v apkbUibl YITTbIK BiperernikTi cakTayaasbl pesiH 3epTTey. 3epTTeyaiH,
XPOHONOTUSbIK ayKbIMbl COHFbI B6EC Xblnaarbl 6UNepai KamMTUabl. 3epPTTEY MaKCcaTTapbiHA XETY YLUiH
YATTbIK 61 eHepi canacblHAaFbl KaCibu xopeorpadTapabiH eHOeKTepiHe epeKlue Ha3ap ayAapbinabl.
CoHbIMEH KaTap, eKi XanblKTbiH, 6unepiHae epnep MeH alienaepre ToH YATTbIK XXaHe reHaepik
KO3FasbIC TiMliHIH CaNnblCTbIpManbl Tangaybl XYPrisingi. 3epTTeyain, a4icTeMenik Heri3iH cananblk aHe
CanbICTbIpMasnbl TACINAEP KypaiLbl, OFaH aBTOpAbIH, [Py3us eniHae TaFbiibiMAaMaAaH eTy 6apbicbiHAA
anfaH Taxipubeci Kipeai. bactankbl AepekTep MaAEHUETTaHY MEH aHTPOMO/IONMUS CanacbiHAAFbI FbIIbIMU
apebueTTepre WOy apKbi/bl TONALIKTbIPbUIbIM, KYObIIbICTbI KOMKbIP/bI TYCiHYre MyMKiHAIK 6epai.
3epTTey HaTMXKenepi reHaepnik beriHeneyneri yKCacTbiKTap MeH aiblpMaLlblIbIKTapAbl KOPCETTi: Ka3ak,
epnep 6unepi kebiHe KeH, KYLUTi KUMbINAAp apKblibl epKiHAIK NeH epnikTi 6eriHenece, rpy3vH epnep
6unepi aan, HakTbl ask KMMbIIAAPbI MEH TiK A€He YCTay apKbl/bl TOPTIN NeH 6aTtbingblFbl kKepceTea,. Exi
XanbIKTbIH, arienaep bunepi Ha3iKTiK NeH CbiNalbIbIKTbI XeTKi3eni, 6ipak, KapKbiH, KEHICTIK KONAaHy
YKOHe KON KMMbINAAapbl XafblHaH epekiueneHeai. byn Hatuxenep reHaepnik xopeorpadusnblk KOATaPAbIH,
M3[eHM MypaHbIH, aXKblpaMac 6eniri eKeHiH XXaHe YATTbIK, KYHAbUIbIKTapAbl XXETKi3eTiH CUMBONABIK,
Kypan eKkeHiH pacTaiabl. 3epTTey xahaHaaHy XarnaibliHAa 64 CUSKTbI MaTepuanablk eMec MAEHU Mypa
YATTbIK BipereinikTiH, Tipi Ka3blHaCbl pETIHAEr PeniH TanKplnayFa yiec Kocaabl.

TyiiiH ce30ep: Ka3ak yATTbIK 6Ui, rpy3uH yATTbIK 6ui, 61 eHepi, ynTTbik Hipereinik, reHaepnik
bipereiinik, xopeorpadus, MafeH Mypa, STHOM3AEHU 3epTTeynep.

Aaiiexce3 ywiH: Anmar, LLamwumes xaHe Yxaptuwsunm Jlawa. «Kazak xaHe rpysuH bunepinaeri
reHaepnik epeklenikrep: yATTbiK 6iperennikTiH kepiHici». Central Asian Journal of Art Studies, T. 10, N23,
2025, 232-246 6.,D0I: 10.47940/cajas.v10i3.1093

Anroic: AsTopnap «Central Asian Journal of Art Studies» >XypHanblHbIH, peaakLMaCbiHa XKaHe
PELIEH3EHTTepre 0Cbl 3ePTTEYre Kbi3bIFYLUbIIbIK TaHbITKAHAAPb! YLUiH, COHAAN-akK, MakanaHbl Xapusnay
GapbiCbiHAAFbI KEMEKTEPIH TUri3reHAepiHe 63 aNnfbiCTapbIH Gingipeni.

Asmopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KalilblbIfbl HOK
eKkeHOi2iH ManiMOeloi.
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KA3AK
KECKIHAEMECIHJIETI
BEKCEMIT TYJIKUEBTIH
LLBIFAPMALLIBIJIbIK
I3/IEHICTEPI

Kenmxkakyaosa Aiinyp!, Llllapunosa duasipa®

12 KP F)KBM FK M.O. Oye308 atbitjarsl OfeGHeT xaHe 0Hep HHCTUTYThI
(Anmarsl, Kazakcran)

Anpatna. bekceriT TyKMEBTIH, WblFapMaLUbIbIK Mypachl YATTbIK A3CTYPAEP MEH XanblKapasnblK,
KepKeMAik 6aFbITTapablH (CtoppeannsM MeH CUMBOIM3M) CUHTE3i 60/1bin Tabbinasbl. OHbIH
TYbIHAbINAPbIHA KeLeHAi Tanaay Xypridy apkbiabl 3eptTey XX FacblpfAafbl Ka3ak eHepiHaeri xxahaHaaHy
MEH YNTTbIK, 6ONMBICTbIH, 63apa speKeTTeCy NPOLLECiH TEPEHipeK allyFa, COHAAN-aK CypeTLWiHiH,
©3iHAiK beiHeney TiNiHiH KanbiNTacy XonAapbiH aHbIKTAayFa MyMKiHAiIK 6epeai. Makanana webepmin,
YNTTbIK KECKiHAEMere KOCKAH YNecCi XaH-XaKTbl TaNAaHblMN, OHbIH, eHepiHaeri dunocoduansik omnnap
MEH dN1eyMEeTTiK Macenenep TepeHiMeH KapacTblpblnagpl. 3epTTeyaiH e3ekTiniri, XX facblp Kasak,
KeckiHaeMeciHe xaHa b6arblT bepreH cypeTiliHiH, Bipereit afic-TacCiNiH TepeHipek — eHepTaHYMbIK,
XaHe dunocoduanbik LeHrenne sepaeney KKeTTinirimeH Herisgeneni. Makcamsi bekcenit Tynkmes
LUbIFAPMALLbIbIFbIHbIH, KEPKEMAIK dAICI MeH pUNocodUabIK Ma3MyHbIHbIH, HEri3ri cMnaTTaManapbiH
aHbIKTay XaHe Tanaay 6onbin Tabbinasbl. OCbl MaKcaTTbl iCKe acbipy YLiH aBTOP anAbIMEH CypeTLi
TYbIHAbITAPbIHAAFLI HETi3Fi TaKbIPbINTap MEH ClOXeTTepAi aHbikTaAbl. CoAaH KewiH o «¥bl KL,
«KoHaky», «CypeTLi TyCi», «Keknap» »xaHe «[lana TbIHbICbI» CUAKTbI LWblFapManapbiHa CEMUOTUKANDIK,
Tangay Xyprisai. 3epTrey HomueciHoe CypeTLLi WbiFapManapbiHAA YATTbIK MBLEHM epekLuenik

neH ambeban dunocoduanbik MacenenepaiH e3apa 6annaHbICbl aWwbINbIN KepceTingi. Makanaaa
aBTOp KelleHAi eHepTaHYLbIbIK 3epTTeYAi CTUANCTMKANbIK )XSHE CEMUOTUKANbIK Tanaay aaicrepi
HerisiHae Xypri3ai. byn agicTep KeckiHAeMEeHiH MaHbI34bl epeKLenikTepiH, OHblH, CUMBOAABIK, TifliH
XdHE LblFapManapablH M3AEHNU-TaPUXM KOHTEKCTIH 3epTTey YLLiH KonAaHbinabl. CEMUOTUKANbIK,
Tangay HaTMXKeCiHAe CypeTLUiHiH WhbiFapManapblHAaFbl Kypaeni 6enHeney xyneci, CoHAa-ak OHAaFbl
CMMBONAAPLbIH, 6enrinepin xaHe MUBONorusanbiK-GonbKIOpbIK, MOTUBTEPAIH MBAEHNU-TAPUXM
MaHi awbinapl. 3epTTey 6apbicbiHAa b. TyKMEBTIH LWblFapMaLLbliblK MypPaCbIHbIH, afaM 60MBICHI,
YKEKE TY/IFaHbIH, 9N1eyMeTTiK MapTebeci KaHe NCMXO03MOLMOHANABIK KyHnepi CUAKTbl TaKpIpbiNTapFa
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OafblTTaNFaHbl aHblKTanabl. CypeTliHiH KapTUHaNapbiHAA CHOppeanu3M MeH CMMBOIM3MAI CUHTe3aereH
epeklie KepKeMAiK 34ic aHbIKTanbin, cunattangbl. Lbirapmanapabl Tangay onapAbiH TepeH,
dUNocopUANbIK XKIHE TapUXM-M3AEHN Ma3MyHbIH alTbl. COHbIMEH KaTap, YTTbIK 6eiMHeHiH, xahaHapIk,
KOHTEKCTE Kanai KanbiNTackaHbl XXaHe aBTOPAbIH 6Mip MeH afiaM TabufFaTtbliHa AereH Ke3Kapachl Kana
B6enHeneHreHi aHbliKTanapl.

Tyiiin ce3dep: bekceWiT Tynkues, kasak keckiHaemeci, XX facblp, eHep, Gunocodus, CUMBOU3M,
croppeanusm, yiTTbik 6eiHe, JxahaHzaaHy.

Aoaiiekce3 ywin: Ainyp, KeHoxakynosa xaHe LLlapunosa Aunspa. Kasak keckiHoemeciHoeri bekcenit
TynkueBTiH WbiFapMallbblK i3aeHictepi. Central Asian Journal of Art Studies, 1. 10, No 3, 2025, 247-265

6.,D0I: 10.47940/cajas.v10i3.1113

Anrbic: Makana KasakctaH Pecnybnukachl foiibiM xaHe xofapbl 6iniM MuHUcTpAiri foinbiM
KomuTeTiHiH BR27101897 «KasakcTaH anebuerTaHybl, GonbKIOpTaHybl XXaHe 6HePTaHybl SKOXKYMECIHIH,
uUMbPpAbIK TPAHCHOPMALMACHI: MBHAPANbIK 3EPTTEYNEP» aTTbl HbiCaHaNbl 6arnapnamach! ascbiHaA

a3ipneHai.

Asmopnap KommazbaHbiH COHFbI HYCKACbIH OKbIN, MAKy10a0bl ¥aHe Mydoesep Kaliblblfbl OK

eKeHOieiH Manimoelioi.

Kipicne

ekceriT O6e3yibl Tynakues (1955-

1998) — KasaxcranHbiH XX FachbIp/biH
eKiHLLI 2KaPThICBIHJAFBI KeCKiHaeMe
OHEepiH/eri eH KepHEeKTI TyJIFajapiblH Oipi.
Owmipi KbicKa GOJIFAHBIMEH, OJ1 63iH]IIK
6iperert KopKemiK-HUI0COPUAIBIK d1iC
KaJlbINITACTBIPBII, PYXaHH-TaHbIMJIBIK
KYHbI 2KOFapbl Mypa KaJijiblpiibl. OHbIH
LIBIFAPMALIBLIBIFBI VITTBIK OeiiHeey

OHEPIiHIH AaMybIHAAFbl CallaJibl 2KaHA Ke3eH

OeJrisien, Ka3aKThlH MOJIEHHU JIDCTYPiH
3amaHayH aJieMJIiK OHep arbIMapbIMeH
y#Jiectipe 6ii.

3eprreyain e3ekriiri Tek b. Tynknen
LIblFapMaLLbL/IbIFbIHbBIH, XKEeTKIJIKCi3
3epTTesyiMeH FaHa eMec, COHbIMEH KaTtap
OHbI T€K «VJITTBIK POMAaHTHK» HemMece
«aBaHTapJIMCT» PeTiH/e KapacThlpaThbiH
OHEePTaHYILIBUIBIK MiKip IeHOepiHEeH LIbIFY
KayKeTTiJliriMmeH 6alsiaHbICTbIPbLIAIbI.
Makanana TyJiKueB LiblFapMallibliibIFbIH
YJITTBIK OOJIMBICTBIH KOPHEKI
bunocousichl» peTiHe Taaay/IbiH XKaHa
TY2KbIPbIM/IAMAChI YChIHbLIA/IbI. DyJ1 »kaHa
TY2KbIPBIM/IAMA, €H aJIAbIMEH, OCbIHAN
FBLJIbIMH i31€HICTiH, OPHBIH TOJTHIPYFa
OarbiTTasnrad. OfTkeHi, b. Tynknes
LIbIFapMaLLbLIBIFbIHAAFBI ADCTYPJI Ka3ak

MU OJIOTUSITIBIK - (DOJILKIOPJIBIK CaHa MeH
6aTbICTIK TEHJAEHUMSIJIBIK CIOpPean3M
MEH CHMBOJIU3M arbIMIapbIHbIH CHHTE3I
XKyHeni Typae 3eprresnimered. OHbIH,
croppeanuaMi KeOiHe CbIPTKa KaparaH
CTHJIMCTHKAJIBIK YKCACTBIFBIMEH
cHUMaTTanajbl, aa OHbIH PUI0COPUSIIBIK -
JIYHHETAHBIM/IbIK HETi3i, Ka3aKTbIH, PYJbIK-
MH(OJIOTHSITIBIK CaHaChIMeH (acipece
«TaHba» CeMUOTHKAChIMEH ) GaklaHbICh
TOJIBIK atibliMaran. CypeTiinii Tapuxu
TaKBIPBIINTA ?KA3bIJIFAH TYbIHABIIAPbI
(MbIcasbl, «YJIbl KOIL» ) 2KaH-2KaKTbl
TaslaHa KoiiMaraH. 3eprreyJsepie Oy
LIbIFapMa Heri3iHeH Tapuxu naHopama
peTiHe KapacTblpbllajibl, /1 OHbIH,
KOPKeM-(hHI0COPUSIBIK KOJIBbI, TAPHXH
VaKbIT MeH KeHICTIKTiH MeTadopaJbiK
YHBIMIACTBIPBIIYbI, SIFHH TAPUXThIH,
CIOpPpeaMCTIK-CUMBOJIIBIK MeTacopach!
peTiHAeri KbI3MeTi XKeTKIJIIKTi 1opekene
3eprresiMereH. TyJKHeBTiH KOpKeMIiK
9JliCHAMACBIHBIH JAMYbIHA OHBIH CIIOPTTHIK
TaxKiprbeciHiH acepi MaceJieci eKTeyJi
Typlie Kapacthipblirat. by akr
kebiHece mebep eMipOasTHBIHBIH KbI3bIKTbI
JeTasi peTinae 6arasaHabl, ajl OHbIH,
LIblFapMallbLIbIK KO3KAPAChl MeH OeliHesey
TiJIiHiH KaJbITacyblHA TUTi3reH TikeJel
acepi Tasnana Koitmaran. Ocblrat opai,



3epTTEY/LiH TEOPHUSJIBIK KoHE MPAKTUKAJIBIK
MaHBbI3/IbI/IbIFbl aHBIKTaJAIbI.

Cyperiii TybIHABLIaPbIHAATbI
OelHeJ e pALiH, CEMHOTHKAJIBIK KYPDbI/IbIMBI,
CIOppeasIUCTIK MO9THKA MEH Ka3aKThIH
MHOJIOTHSITIBIK CaHACBIHBIH 63apa
9peKeTTeCyi, COHJIak-aK OHbIH 6HEPiHiH
9J1IEyMETTIK-ChIHH KYPJeJiJiiri oHbl XX
FACBIPJIbIH, €KiHILi 2KAPThIChIHbIH, KA3aK
OeliHesiey eHepi TapUXbIHBIH, MaHbI3/IbI
3epTTey HbicaHblHA altHa/bIpaibl. OHbIH
LIblFAPMAaLLbLJIbIFbl KA3aK KECKiHAEeMeCiH
JKaHa JIEHrerre KeTepir, YJATTBIK 6Hep
TapHXbIHIA TYPAKTbI OPbIH aJlibl.

b. TysikueBTiH Mypachk! GyriHri KyHi
JIe LIbIFapMalllbUIbIK i3/IeHiCTep MeH
TepeH punocopusbIK okira 6atap apbip
CypeTLLi MEH eHep cyHep KaybIM YLLiH
Oara »KeTrnec KaszblHa O0JIbIN TabbLIa/bI.
CypeTiiinin »)Kagy CTUJIi — cloppeasimam
MeH CUMBOJIM3MHIH TaHaeMi. Ochbl eki
KOPKEM aFbIMHbBIH GipiryiHeH TyFaH ManJibl
6ostyJIapbIH/a 0J1 KOPKEMJLIK KHsiJl MeH
TYC dJIeMiHiH MYMKiHAIKTEPiH KeHiHeH
nainanan/pl. OHbIH LLIbIFAPMaLLIbIIbIFbI
YaKbITTaH ThIC OOJIbIN TAObLIAbI 2KIHE
Ka3ipri KOFaMHbIH TEPeH MaceJie/IepiH
Koaraliapl. CypeTili Kazak eHepiHe »KaHa
OJILLIEMJIED €HTi3ill, OHEeP/LiH TeK ChIPTKbI
(hopMackiH FaHa eMec, COHbIMEH Oipre
OHBIH, iLLIKi TAOUFATBIHBIH, 14 MAHBI3/bI
eKeHiH KepceTTi. Kplikanam wedepi
TYbIH/BLIAPbIHbIH, 6MipeLLeHINHIH A9J1e/i —
OJIap/bIH YaKbITTaH 03blll, 9pTYPJli yprakrap
MeH MaJIeHUeTTep apachlHa Kerlip Kypa
aJlybIH/Ia.

Maxkananbiy makcatbl b. TyskneBTin
LIblFAPMAaLbLJIbIK i3[eHICTePiHiH Heri3ri
OarbITTapbIH aHBIKTAY XKoHE TaJsiay
60J1biN TaOblnaabl. OCbl MaKcaTKa XKeTy
YUIiH CypeTIIiHiH KOPKEMIIK d/liCiHiH,
ePEeKLICIKTEPiH Tanay, YITTbIK MOJCHH
KOJL MeH KahaH/bIK eHep arbIMIapblHbIH,
(ctoppeaJsiu3m, CUMBOJIM3M ) CHHTE3iHiH,
epeKLLIeJIriH 3epTTeY, MOJCHH I9CTYP MeH
»kahannany yaepicrepi 6aiiaHbICbIHA
YJITTBIK O€lHeJIey OHepiHAeri CypeTILiHiH,
OPHBIH aHbIKTay, coHai-ak Tynknes
LIbIFAPMaLbIIbIFbIHBIH, KA3aKThIK

JIOCTYPJli PUIOCOPUSIBIK-ICTETUKAJIBIK,
JIUCKYPCTap/ibl 63CKTEHAIPYIEri poJiiH ally
CHAKTBI MiHACTTEP KapacTbIpblIabl.

3epTTey djlicHaMaChIHbIH Heri3i
CypeTILiHiH OeHHesey TiJliHiH epeKIIeiriH
alyra MyMKiHZiK O€peTiH cabICTbipMaJbl
CTHJIMCTUKAJIBIK YKOHE CEMHOTHKAJIBIK
Tajjiay KaruaaTtapbina cyiieneni. ConbiMeH
Kartap, yITThIK 6Hep/liH AaMybIHbIH KeH
KOHTEKCTIH/Ie OPbIH a/lyblHA bIKIAJl €TEeTiH
MOJIEHH - TAPUXH TOCI KOJIaHbLIa/bl. ATan
alTKaHaa, cabICTbIpMaJIbl TaIAAY 9icCi
CypeTiLiHiH H6ipereiirin alkpiHaay yiliH
MaHbI3/ibl 60JIbIN Tabbliabl. By 3epTreyne
Ty/KueB 1IbIFapMaLIbILIFB COJT Ke3eHIeri
e3re jie ipi Kazak cypeTiinepinin (O6iaxaH
Kacrees, Canuxutaun Oit6aes, 1.6.)
LIbIFapMalIbI/IbIK 9/licTepiMeH, COHAaM -
aK OHbIH CHMBOJIU3Mi MEH CIOppeasu3Mi
XaJiblKapaJibiK arbiMaapbit (CanbBanop
Jlanu, Pene Marputt) yctanbiMjiapbiMeH
caJIbICThIPbLIAJBL. ByJl canbicThipy
TyJ/IKHeBTIH LIbIFApMALIbIBIK dLiCiHiH
epeKLLeJIriH, OHbIH TYbIH/blJIAPBIHBIH TeK
CBIPTKBI CTHIMCTHKAJBIK YKCACTBIKTApIaH
repi, TepeH pUI0COPUABIK-
JlYHUETAHbIMbIK Heri3re ue eKeHiH auKblH
KepceTyre MyMKiHAIK O6epeni.

Ocbl 3epTTey/iH FbIJIbIMHU
»KaHausbIFbl bekcediT Ty KUeBTiH,
ILILIFAPMAIIbIBIFBIHAAFB MU(OTOTHABIK -
(hOJIBKIIOPJIBIK MOTHBTEP/LIH CEMHOTHKAJIBIK
KYPbLJIBIMBIH aJiFalll PeT »KaH-KaKThl
TaJllayFa »KaHe 0J1ap/blH CYPETLLiHIH,
9K3UCTEHIHAJBIK Ke3KapacbiIMeH
OalNIaHbICBIH aLlyFa HEeri3/e/reH.
CoHbIMeH KaTap, ca/blCTbipMaJbl
TaJsjlay dliciH KoslaHy apKblibl Ty/k1ueB
LIbIFAaPMaLbI/IbIFbIHBIH, KA3aKCTaH/IbIK
JKOHE dJIEM/IK 6Hep KOHTEKCTiHzeri Oiperei
OPHbIH aHbIKTay/la »KaTbIp.

daictep

Makana XX racbIp/blH eKiHLLi
JKapThICbIHAAFbI Ka3aK KecKingeme

eHepi asicbinna bekcedit TyaKUeBTIH
KOpKeMJiK (peHOMEeHIH KelleH] Tanaayra
6arbiTTa’raH. Ocbl MaKcaTKa JKeTy yLIiH
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CypeTLIiHiH KapTHHAJIapbiH 3CTETHKAJIBIK,
(HUI0COPHUSATBIK 2KoHE dJIEYMETTiK-MIJIEHH
JICKYPCTap/ibl KAMTHUTbBIH KOIKbBIPJIbl
KYOBIJIBIC PeTiHe KapacThlpyFa MyMKiHAIK
OepeTiH »KyHesi TOCT KOJIAHbLIIBI.
3epTTey/liH TEOPUSJIBLIK -dJliCHAMAJIBIK
Heri3iH TapUXHU-MOJIeHH TOCJI MeH
CeMHOTHKAJbIK TaJjiay Kypakibl. b.
TynkueBTiH 1IbIFApMAIIBIIBIFBIH XX
racelp/ibiH, 70-80 »KblagapbiHIaFbl Ka3ak
OeliHesiey oHepiHiH JaMybl KOHTEKCTiHIe
3€pTTEY OHBIH YJTTBIK ASCTYpJAEPi
3aMaHayu KepKeMJliK arbIMIapMeH
(ctoppeaJsiu3M, CHMBOJIM3M ) CUHTE3/IereH
JKAHALBLI POJIIH aHbIKTAY YLLIiH 6Te
MaHbI3/bl 6oibl. 3epTTeyie Tynkues
LIblFAPMAaLLbLIbIFbIHBIH, 63iHIK €peKLIeJIiriH
alKbIHAAy YUIiH CaJbICTBIPMaJbl Ta11ay
otici KosaHbliabl. Aran aiiTkanaa, Oo6iixaH
KacreeBTiH Tapuxu-sTHOrpadusiibK
peasiM3MiHeH ailblpMallblIbIFbL, TyJIKHeB
TAPUXU ACPEKTIIKTI YITTBIK TAPUXThIH,
MeTau3UKaJbIK TeHeYiHe alHaJbIPajibI.
«CroppeaJsii3m, Tasa MCUXUKAJbIK
JIar/iblIbl 9pekeT. Aybidilia Hemece
»kazballla HeMece Ke3-KeJreH 6acka
JKOJIMEH, OWJIBIH HAKThI 2KYMBIC iCTeyiHe
GarbiTTasran» (bpeton 16). Anaiina,
CanbBayop lanauain cioppeasnuami
JKEKe TYJFaHbIH (PPerNCTiK TaniaybiHa
Heriznence, TyJKHeBTIH cloppeasnami,
KepiciHille, YITTbIK MUDOJOTHSIJIBIK-
(hOJILKIIOPJIBIK CaHAHBIH XKOHE YKbIMIBIK
TapUXH Ka/IbIHBIH aPXETUIITEPiH 3epTTeyre
OarbiTTasirad. PeHe MarpuTTiH cHMBOJIN3MI
KebOiHece CIoppeaucTTiK PUI0CODUSTBIK
JKOHE MMO3THKAJIBIK TY2KbIpbIMAPFa
cyiience, Ty/JIKMeBTiH CUMBOJIIAPbI
VJTTBIK MOJICHHUETTIH TAPUXU TePEHAIrTHEeH
wibirabl. Ocblnaiia, TyakueBTiH
LIBIFAPMAUIBLIBIK 9J1iCi TEK ChIPTKBI
CTHJIMCTHKAJIBIK YKCACThIKTapJaH repi,
TepeH, hUI0COPUSIBIK-AYHHETAHbIMIbBIK
Herigre ne. Ocblania, OHbIH CIOpPeaTu3Mi
JKEKe eMec, VKbIM/IbIK, TAPUXH-MaIeHH
(beHoMeH peTiHjie KapacTbIpblaiapbl.
CeMHOTHKABIK TaJay Herisine
CYPETLIiHiH WbIFapMallbl/IbIFbIHA TOH
OeJrisiep MeH CUMBOJIIAP/IbIH, KYP/esi MOH-

MaFblHACBIH ally, 0JlapAblH MAJIEHH, TAPUXH
JKOHE KEKe TYPFbIIaFbl KOHTEKCTTE KaJsak
KaJIbIITAaCKAHbIH XK9HEe 63TepreHiH TYCiHy,
COHbIMEH Katap 6efiHeHiH, illIKi KypblJbIMbl
MEH OHBIH TaHOaJs ap XKyHeci peTinae
KaJsiail 9peKeT eTeTiHiH aHbIKTay MYMKiH
6oJ11bl. By ontic «Yiibl Kew» TybIHIBICIH
3eprreye OeiiHenep MeH KOMIO3ULIHSIIBIK
LIEeLIMACPAIH TEPEH, HACAJbIK - KOPKEMIIIK
MasMyHbIH alllblll, KOPiKTi OHEP TYbIH/bIChIH
JKAH-2KaKThl TaJIayFa KOJ KETKIi3/Ii.
3eprreyuin MaHbI3bl Godiri b. Tynkues
LIblFAaPMAaLbLIbIFbIHBIH, HET13T1 acleKTiJaepid
auly yiin mebepiH Kelbip KapTHHaNIapbIH
Tasayra apHaasl. CypeTLliHiH KopkeM
TiJIiH eKel-TerKe i 3epTrey yilid
TYBIH/IbIJIAPJIIH KOMITO3UIUACHI, TYCTIiK
LelwiMaepi, OpbIHAAY TeXHUKACI
JKoHe OeliHesiey Kypasaapbl 6ipJikTe
Taslan/bl. OUTKeHi, osap/biH, 6apJibIFbl
ABTOPIbIH 63iHIiK CTUJIiH, UIEsIapbIH
JKOHE SMOLMSIAPBIH TYCIHY/LH aXKblpaMac
Geutiri 60J1bIN TabbLIabl. « Keknapaarb!»
KO3FaJibic, «Jla/a ThIHbICHIHAAFbI» YHCI3JIK,
«OKe» MoPTPeTiHeri HO3IK ce3iMTaNIbIK
— MiHe, OCblJIap 6Mip MEH KOFaMra
JlereH CypeTiliHiH TepeH PUIocoPUsbIK
KO3KapacblH OeHHEeJCHTIH BU3ya/Ibl TiJLiH
JIEKCHKAChl MEH IpaMMaTHKACBIH KypaFk/ibl.
«YJIbl Kell» KapTUHACBIHAFbI aJIThIH,
KOK, KbI3bIJ TYCTEP MaJUTPaChl XaJbIKThIH
TapHXH TaFIblpbl MEH PyXaHH OaKJIbIFbIH,
coHslaii-aK Kelll 6apbICbIHAAFbI Kypedi
IMOLHMANIAP/IbI TEPEHAEH CUMBOJIAAT,
TYbIH/bIFA MOHYMEHTAJIABIIBIK MEH
pusocousbIK TepeHiK 6epe.
Ocsblnatiiia, atajran aicTepait yisecimi
Bekceiiit Ty/nKkneBTiH Ka3aKCTaH/IbIK KoHe
dJIeMJIIK eHepre KOCKaH Oiperei yJecin auy
VILIH KaXKETTi 2KaH-KaKThl 2KoHe 0O BEKTHBTI
FBIJIBIMM TaJllay/lbl 2Ky3ere acbipyra
MYMKiHZiK Oepe.

Tankbinay

BekceiiiT Ty/iKueB LbIFapMaLIblIbIFbI
KA3aK KEeCKiHIeMeCi TAPUXbIHAA MAHbI3/bL
OpBIH aJ1aTbIHBIMEH, OHBIH 6HEPiH
JKAH-2KAKThI 3€PTTEY aJIi 1€ KETKIJIKTI



JIeHrefijie »KyprisijireH »KokK. bys sepTrey
TynxueB heHOMEHBIH TapUXH - MIJIEHH
KOHTEKCTe TaJilayra, COHal-aK OHbIH
IIbIFAPMAIIbIIBIK 9/IiCiHIH (PUI0CODHUSTBIK
HeriszeMeciH alyra OaFbITTaJFaH.

Bypoitrbl 3eprreynepie (Canpibek
Beiticenbaes, Aiirepim EcnenoBa 1.6.)
TyskueB 1blFapMaLIbUIbIFBl HETi3iHeH
CUMBOJIIbIK - O€fHe i 1eimMe paiH,
(hUI0CODUANBIK MAHBI3bIH AHLIKTAY
asiChIH/A KapacThlIpblpbl. Mblcasbl,
Canpibek beficen6aeBTbIH MaKaachl
TysikueB CbiHbBI CypeTIIiIep/iH
03 llIbIFapMaJsapblHaa «TaHoOa»
CHMBOJIIAPLIH NalfalaHy Macesecine
apHaJiran 6oJica, Aiirepim EcrieHoBa
CYPEeTLLUiHiH TYbIH/blJIAPbIHAAFbI
ypriakrap cabakracThIFbl TAKbIPbIObIH
3eprrereH. Anaiina, ocbl 3epTTeysepe
Tyakues eHepinzeri croppeanusm
MeH CHUMBOJIM3MHiH, (PHJI0COPUSIBIK
HerisziemMeci, COH/Ial-aK OHbIH TapUXH
TaKbIPbINTapAbl 3aMaHayH TYpAE TYCIHIIpY
ePeKLLIeJIri KeTKIJIKTI allibl/IMaraH.
CoHbIMeH KaTap, OHbIH LIbIFapMallbl/IbIFbl
6acka Kazak cypeTilisiepiHiH,
LIbIFAPMALLbIJIBbIK 9[IICTEPIMEH 2KAH -2KAKTbI
caJIbICThIpblJMaraH.

By enbek Tynkuen
LIbIFAPMaLbIIBIFbIHAATBI IDCTYPJI 2KoHe
3aMaHayH JIEMEHTTEPAIH CUHTe3iHe
epeKlle Ha3ap ayJapa OTbIPbIT, OHbIH,
eHepiHzeri GuI0CopUsIIBbIK-pyXaHH

i3/1cHICTe P/l TepPEHIpEeK TajlayFa YMThIJIa/bl.

Aran aniTKanaa, «YJbl Kel» CHSIKTHI ipi
TYBIH/BIJIAP/Ib] TAJIAY apKbLIbI CypeTILiHiH
TapHXH TaKbIPbITap/ibl 3aMaHayH Typie
TYCIHIpY epeKIeJiri alibliaisl. by
TYPFbIIAH ajrania, OisfiiH 3epTTeyimis
TyskueB 1blFapMaLIbUIbIFBIH TEK
CTHUJIMCTHKAJIBIK TYPFbIIAH FaHa eMec,
COHbIMeH Oipre GhHI0COPUSIBIK-MIIEHU
KOHTEKCTE 1€ KAPACTbIPYFa MYMKiHLIK
6epeni. Kaprunanarbl « AnTbiH alaMHbIH»
KUIMiHJET olleKeiiep MeH Tamrasap

TEK TAPUXH-aPXEONOTHAJIBIK ACPEKTE P/
OeriHeJsien KaHa KolMaibl. Mblcadbl,
aliHaJIMaJIbl CIIHPaJb TOPI3Ai 010-6pPHEKTEP
YaKbITThIH KalTaJbIMbl MEH YpIaKTap
cabaKTacCTbIFbIHbIH CUMBOJIbIHA alHaJIa/1bl.

Connati-ak, 6yn seprreyne TynkneBTiH
CIOPT TaKbIpbIObIHA apHAJIFaH
uibirapmagapsbl («Kexknap») men
pusocodusbik nerzaxaaps («Jlana
TBIHBICHI» ) KaH-KaKThl TaslaHya. by
TakKpIpblTap 6acKka FblJbIMH eHOeKTep/e
HIeKTeyJi TYP/Ae KapacThIpbliFaH O0JaThIH.
Ocbl eHbekTe Oy LIbIFApMaap Tek
TaKbIPBINTHIK TYPFbIIAH FaHa eMec,
COHbIMEH Hipre oJiap/iblH KOMIO3HLMSIBIK,
JKOHE TYCTePJIiK LeLliMaepi apKbLbl
Oepertin unocopusIbIK XabapJaapbl
TYPFBICBIHAH /1A TAJaHA/IbI.

Makana TysnkueBTiH cloppeauami
MEH CUMBOJIU3MiH OATBICTBIK aFbIMAAPIbIH,
JKaJIFachl HeMece KapananbIM Keluipmeci
peTinze emec, caHajibl PUIOCOPUSIBIK-
JIlYHUETaHbIMJIbIK 9JliC PeTiH/e KapacTblpy/ibl
ychiHaibl. CUMBOJIIAP HeridiHeH
9THOMO/ICHU TYPFbIIAH TYCIHAIpiJIeTiH
eHbeKTepJieH allblpMallblJIbIFbl, OHbIH,
LLIbIFAPMALLBIIBIFBI € (hHIT0COPUSIBIK
peasu3MHiH» OGipereil HbicaHbl OOJIbIMN
TabbLIAbI, MyHIA MU(DOJOTHSJIBIK KOHE
Tapuxu Mypa («YJibl KOLI» CHSIKThI )
OO0JIMbIC, 2KAJIFbI3BIK, YaKbIT KOHE 2Kajlbl
TypaJibl 2KaJMblaJaM3aTThIK TYPMbICTBIK
CypakTap/ibl KOHbII, OFaH Kayar aJjy yIIiH
Heria 6onanbl («Konak», « Kyabik» ).

Bisnin isnenicrepmisain KaHa Kbipbl
CYPEeTLLiHiH KapTHHAJAPbIHbIH, dJIEYMETTiK-
CbIHM OJILLEMiH yKaH-»KaKThl Tajaayia

Katblp. Erep Jlapuca Maptbinosa, Tatbsna

Bypnesb scteTnkara Hazap ayjiapa oTbIphbll,
OTKIp dJIeyMeTTiK MoceJiesep/li Kodramayra
Thipbicca, 6i3/iH Makanana « Konak»
CHSAKTBI LUbIFApMaJsiap TeK KaHPJIbIK
ICKHU3JIep eMec, TePOHTOJIOTUS, SUILKU3M
JKoHe ypraKapaJsiblk OalJaHbICTapIbIH
y3iJly MaceJieJiepiH KOTePEeTiH TepeH,
9JIeyMETTaHYJIbIK 3ePTTEY €KeHiH KOpPCeTe/li.
Bya Tyskues typasbl cypetii-unocod
peTiHae FaHa eMec, LIbIFapMaLlblIbIFbl
OYriHri KyHre JIediH 63eKTiJIiriH caKkTalTbIH
JKaHaLLIbIP 9JIEYMETTiK ChIHILIBI PETiHJIE JIe
alTyra MyMKiHiK 6epe.

TyaKueBTIH cOPTTLIK TaxKipHOeciH
OHBIH KOPKeMIiK TaxKipubeciHe 6ipiKTipy
Jle MaHbI3/Ibl NiKipTasac macese 6oJbln
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tabblianpl. byn daxrini Mmakananapna
(«Koc eneppin »xyiapisbl», «bekceltit
TyaxueBTi ecke any» ) KbI3bIFYLIBIIbIK
HeMece 2Kall FaHa weoep eMipOasHbIHbIH,
Oip Ke3eHi peTiHze eMec, COHbIMEH KaTap
OHbIH, LIbIFAPMALbIJIbIK 9/licCHaMachl

MEH JIyHUeTaHbIMbIHBIH, KAJbINTACybIHA
acep eTKeH MaHbI3/bl (hakTop peTiHe
Kapactbipy Kaxet. CypeTiii xKeKre-2KeKTe
aJlaMHbBIH JeHe OiTiMiHiH MJIaCTHKACHI

MeH IMHAaMHKACbhIH TepeH TYCiHYy apKblJibl
«Keknap» cHsIKTbI TybIH/Ibl1d KEpEMET
IKCMPECCHST MEH aHATOMHUSIIBIK JADJIIIKKE
KOJI 2KeTKi3e aJjibl. bys Kapanaibim
Ke3JIeHCOKThIK eMec, OYPbIH TOJIbIK
3epTTeJIMEreH XKekKe TaKipube MeH KopKeM

UiblFapMallbl/IbIKTbI CI/IHT€3IL€}/[L1H, MbICaJlbl.

Ocblnaiiiia, »KypriziiireH Tannay
Bekceiiit TysikueB Typasibl eHepTaHy/a
KaJlbllITaCKaH ujesijiapiibl KeHeATyre
MyMKiHZiK Oepesi. Bi3 onbl HOBaTOp KoHE
VITTBIK CypeTLli peTiHae FaHa emec,
COHBIMEH KaTtap WiblFapMallbl/bIFbl TAPUXH
peh/IeKCHSIHBI, 8/1€YMETTIK ChIHUIBIIIBIKTbI
KoHe TepeH PUI0COPHUSABIK
AHTPOMOJIOTUSIHBI CHHTE3/IeUTiH aMOeOan
OWLLBLT pPeTiHle KapacTblpambl3. by
TYPFbIIaH ajranja, 6i3/iH 3epTTeyimi3
TynkueB eHepiH 3epTTEyeri KaHa Ke3eH i
Oinipeni xkoHe 6oJ1alakTa oCbl OarbITTAFbI
3epTTeyJsepre Heriz 6oJia asajpl.

HaTtuxenep

Bekcetiit TynkueB — Kazak Keckinaeme
eHepinzeri Gipere peHomeH peTinae
3eprreyre TypapJblk Tyara. OHbIH
LIbIFAPMALLBIJIBIFbl TEK ICTETHKAJIBIK,
KYH/IBJIBIKTAPMEH FaHa eMeC, COHbIMEH
6ipre TepeH GUIOCOPUSIIBIK O -
NiKipJepMeH KoHe KypJeJii 91eyMeTTiK
TaKbIpbINTApMeH Jie 6alJIaHbICThI.
Ty/nkueB eHepinae YATTHIK A9CTYpJep MeH
3aMaHayu arbIMAap/AblH YHJIECiMiH TanKaH,
HOTHKECIHJIE 2KaHa OelHesiey Tijli MeH
LIBIFAPMALUBLIBIK €PKiHIIKKe 2KOJI allIKaH.
O.J1 63 3aMaHbIHbIH LI€KAPaChIH
aca OiireH, yakbITTaH 03bIM KeTKEH
TyJIFa peTinjie TaHblazbl. CypeTiiinin,

ILIbIFAPMALIbIILIFBl PUIOCODHUSITBIK
TYPFbIIAH TEPEH PYyXaHHU i3AeHICTePA,
60JIMBIC TypaJibl OHJap/ibl, COHAAN-aaK
aJlaMHbIH iLIKi ce3imaep a/1eMiH OeliHe eHi].
OHBbIH TYbIH/BIIAPbI aIAMHbBIH OMIp CYypy
MOHiH, YATTbIH TAPUXH-MOJCHH I8CTYPJEPiH
TaHy apKblJbl a1aM3aTThIH 63iHE JIereH KaHa
KO3KapachlH KaJbIITACTbIPyFa bIKNaJ eTe/l.

Tyskues anamuap/pl 03 liblirapMmaJgapsbl
apKblJIbl TEK KOPKEMJIIK TaHbIMFa FaHa eMec,
COHbIMEH Oipre pyXxaHHu KYHIbIIbIKTap/ibl
6aranayra makbipazbl. OJ1 63 1oyipiHiH
uleKTeyJi eHbepiHe ChliMalTbIH, alaM/IbIK
OOJIMBIC TIeH 9JIeMHiH TepeH, (DUI0CODHUSIBIK
MaceJsiesepiH KO3FaUThIH CypeTIli OOJIIbI.
OHbIH 6Hepi ChIPTKbI dJ1EM MeH illIKi
cesimlep apachlHAAFbl LIEKAPAHbI 2KOUBbIIT,
KOPEePMEH/Ii LUBLIH/IBIK TypaJsbl OHIbIH
MaHbI3blHA TE€PEH, YHIJIyre HTepMeJIeH .
OHbIH KapTHHAJIAPbl KYHAEAKTi oMipeH
aJibic OOJIFAHBIMEH, UIBIHABIKTBIH KOTKbIPJIbI
acriekrisniepid awazbl. PusocousibIK
TYpPFbIIAH ajranaa, TyJKHeBTiH
UIbIFApPMaLIBLIBIFBI aIaM OOJIMBICHIH TYCiHY
MEH i3/ICHICTiH, Y3/iKCi3 npoueci peTiHae
KapacThIPbIIAbI.

3epTTeyin 9flicHaMasbIK Heri3iH
CEMUOTHKAJbIK, PEHOMEHONOTHSIIBIK
JKOHE MOJICHMETTAHYJIbIK TACIACPIiH
KelleHi Kypanibl. 3epTTey 6apbiChiH/IA
OefiHeJsiey ©Hepi TybIHAbIIAPbIH MOTiH
peTiHze KapacThlpa OTHIPHIT, OJIAPIbIH
iILIKi ceMaHTHKAJIBIK KYPbIJIbIMAAPbLIH
(cumBosiIap, Tanbanap, Tycrep) aulyra
OarbiTTa/FaH CEMHOTHKAJIBIK TaJjiay
KOJIIaHbl/1/bl. PEeHOMEHOJIOTHSAIBIK TCi
CYPETLUiHiH LIbIFAPMALLbL/IbIK dJIeMiHEe TyTaC
€HyTre, OHbIH CYO'bEKTHBTIK ToxKipHOECiH,
cesimepi MEeH IyHHETaHbIMbIH TYCiHyTe
MYMKiHK Gepjii. AJl MoJIleHHETTaHYJIbIK
Tocis TysKneB eHepiH YJITThIK MOJICHHET
KOHTEKCTiH/Ieri peHOMeH peTiHjie, 1I9CTYP
MeH MHHOBALMSIHBIH IHaJIEKTUKACBIHBIH,
KOpiHiCi peTiHne Tanuayra Heri3 60J/1bl.

Canbibek beiicen6aes aran
KopceTKeHael «O6ipaiiT ChibIXaHOB,
Bekceiiit Tysnkues, Epbosar Tesien6ai
JKoHe T.6. CUSIKTbI CypeTILiJie p/liH
LIbIFAapMaLbI/IbIFbIHAAFBl CHMBOJIM3M 2KoHe



CEMHUOTHKAJIBIK KeCKiHJeMe Ke3eHCoK
KyOblbIC eMec. OJapibiH, € CUMBOJJIBIK
KeCKiHaieMeCiHiH» Heri3iHae OyriHri KyHre
JiefiiH a3 3epTTesireH Ka3aKThlH PyJbIK
Gesrici — «tanbGa» xKaTbip. Byrinri

KyHi iamamen 97 KaitanaHGaluTbiH
6esiri 6ap. Kasipri yakpiTta os1apiibiy
CEeMAaHTHKaJIbIK MOHIH aHbIKTay OapbICbIHAA
CBIPTKbI CUTIATTaMaJiapbl OipiHIlli Ke3eKTe
KapacTblpbliaapl» (26). Mbicassl,

«YJIbl KelI» WIbIFapMachIHAa CypeTLli
Ka3aKTbIH PYJIbIK-MH(pOJOTHSITIBIK
CaHacbIH OHJIAFbI KOTITEreH TAPUXH
TyJIFajap MEH 0J1ap/iblH e peKLIesiK
6eJrinepi apKblJibl eMec, COHbBIMEH Katap
apxankaJiblK Tanbasapiibl nanjanany
apKblibl KeTKizei. AT yerinaeri « AnTbiH
aJlaMHbIH>» KHiMiHJIETi sllIeKeiaep MeH
TamraJiap HaKThl TAPUXH -aPXEOJIOTHSIIBIK
JilepeKkTepre cyienin 6efineseHce Je,
CypeTTe oJlap Kail FaHa Ol0-OpHEK eMec,
PYJIBIK OeJIriJiepAiH CeMHOTHKAJBIK KOJbI
petinne na#nananbliansl. Ognap 6akpIT,
PYXTbIH, Kylli, ypriakTap cabakTacThIrbl
CUSIKTbI apXETHITIK YFbIMAAP/IbI Oistipei.
Ocnlnaiiiia, TynkneB TanGaHbl TapUXU
3JIEMEHT peTiHze eMec, MU(OJOTHSIBIK
OWJIbIH KOpHEKi TiJli peTiHie KahTta
JKAHFbIPTA/lbl, OFAH »KaHA MOH-MarblHa
oepei.

CypeTLi CHMBOJIM3M MEH Cloppeasiuam
3JIeMEHTTepiH 63iH/iK Gipereil afiic peTinae
KOJIJIaHblI, O0JIMBICTBIH TepeH KabaTTapbiHa
yHisneni. Og oieMJli TeK ChIPTKbI KOPiHici
apKbl/Ibl FaHa eMec, COHbIMEH KaTap OHbIH,
acTapbIHJIAFbI KYMHUsL/IbI, OeHcaHasbIK
JKoHe Keare Kepinbefitin acnekrinepi
apkplibl cyperteini. Mbicasbl, « Cyperii
Tyci» (1983) arThl WbIFapMachbIHAA
Tyakues Tyc MmeTadopachiH narinanana
OTBIPbII, LIbIHAWBIBIK EH ilLIKi ce3iM
9J1eMi apachiHAFh 1IeKapaHbl XKOSIbI.
«Cyperttii Tycinjeri» GeiiHesep anam
OOUbIHAAFBl YMIT MeH KYAiKTi, 6oJallakKa
JIeTeH CeHiMJIi, MOHTiJiK Maxab0aTThl
CUMBOJIMKAJILIK OeiHere alHaabIpajibl.
Mbicasibl, 6eTi opamasIMeH »KaOblIFaH aiel
OeilHeci Kyp/eJi CUMBOJIIBIK MaHTe He. byi
o6pag, 6ip KaFblHaH, Ka3ak JA9CTypiHaeri

KYpPMET IeH AT ce3iMin Ointipce, eKiHlii
JKarblHaH, TYUBIKTBIKTDI, ilIKi pyXaHH
dJIEM KeHJIMH 2KoHe CbIPTKbI dJIEMHEH
KOpFaHy KaxeTTisirin 6efineseini. OHbIH
KOJIbIH/IAFbI LUBbIPAK — PYXaHH i3[CHICTIH,
{LLIKi >KapbIK [1eH YMITTiH CUMBOJIbIHA
alHaJIbIN, KapaHFblIbIKKa (Oesricisiikke,
KyZiKKe ) Kapcbl Typabl. CypeTiui ochl

€Ki Heri3ri o6pa3 apKbliibl alaMHBIH ilIKi
JlyHUECiHAer Kapama-KakbUIbIKTbI
cedimMaepi — TYHBIKTBIK MeH XKal1apbl/blK,
KYZiK [eH YMIT apacblHAarbl TAPTHICThI
ebep xkeTkizeni. beltHenepin y3inmiuiri,
oslapabiH 6ip-6ipiMeH 6akaHbICChI3,
6ipak 6ip KOMIO3UIUSJBIK KEHICTIKTE
OpHaJIaCybl KOPEPMEHTe TAPUXThIH KYpAei
OesiecTepiH ce3iHyre MyMKiHIK Oepei.
Bys kepkeMiiK oj1ic apKbL/Ibl ilIKi 9JIeMHiH,
KYPJEJiJIiri MeH TepeH/iri aulblIajpl.
OiiTKeHi, «cloppeau3m — GyJl TaHbIM
anici. TyblHaBLIaPABIH 631 aKNapaTThIK
KYPBIIBIMIAPFA YKCac, OJapAblH TiKeJIeH
MarblHAChIHA XKeTy KublH. OHarbl
KOMITO3HLIUAJIAP a/laM CaHACBIH »Kayarl
isneyre urepmeseini» (Ilamaes 373).

Ty/KueB 63 TybIHABIIAPLI APKbL/IbI
OHEP/IH TYIKI MOHI — agam/ibl pyXaHu
JKaHAPTY JKoHEe OHBIH »KaH JyHUECiHe XKaHa
KOe3Kapac yCbIHY €KEH/ITH KopceTel.
OHbIH 6Hepi anamM3aTThbiH, TAPUXH, MOIEHH
KoHe (pUII0COMUABIK MypaJiapbiHbIH
TOFbICKAH HYKTECIHJIe KaHa Ko3Kapacrap
MEH HAesJIAPAbIH, NaiAa O0JyblHA 9Kesel].
[biHaiibl eMip MeH KMl apachIHAATbI
IeKapaHbl, 6TKEH MeH O0JlallaKThIH,
yHzeCTiriH OeliHesen, CypeTiii KopepMeHre
KEHICTIK MeH yaKbIT LleKapaJiapblHaH
oTyre MyMKiHziiK 6epejii. MiHe, 0Cbl OHbIH
TYbIH/bIJIAPbIHIAFBI CHMBOJIM3M MEH
croppeasiM3MHiH TepeH PUI0COPUSIBIK
HeTi3iH Kypal/bl.

TyJIKHeBTiH LIbIFapMalIbIbIFbIHAA
VITTBIK IOCTYPJIEp MEH 3aMaHayH aJieM
apacbiHaarbl OalJIaHbIC TePeH 3epTTee/li.
OHbIH TYbIHBIIAPBIHAA YATTHIK MOJEHUET
rneH »kahaHblK e3repicTepiH yH/eciMIiIiri
alKbIH Kopineni. CypeTiii eHepii I9CTYp
MEH »KaHALIBIILIKTBIH TOFBICYbIHAH
TYFaH epeKlle pyXaHu KyHJbIbIK pPeTiH/e
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KapacTblpa OTbIPbII, Ka3ipri 3aman
MoJleHHeTiHe »KaHa cepri H6epi. OHbIH
LIbIFAPMaLLbLIBIK MYpPachl OCbIHbIH aHKbIH
JiaJ1e1i 60J1bIN TabblIa/bl.

Jlan ocbl kesene, XX racwipapit 70-80
JKBUIIAPBIHAA, OHbIH, LIbIFAPMaLUbL/IbIFb
OTaHIbIK OelHeJsIey OHepiHaeTi
PEBOMIOLUSIIBIK ©3repicTepiit, OeJricine
ariHaJiibl. OHbIH TybIH/BLIAPbI KOFAM
CaHacblHa KaHa uaesJlapMeH acep eTyre,
TYNKIJIIKTI MOH MeH OOJIMBICThI KakTa
KapacThIpyFa, COHAN-aK YJTTBIK XKoHe
dJIeMIiK MypaJsiapbl 6ipTyTac KeHiCTiKTe
TyHcinyre mwakbipajisl. Ocbliaiima, Tyaknes
yaKbITTaH 03bll1, OoJlallaK yprakka pyxaHu
a3blK OepeTiH TyJIFa PeTiH/Ie TaHbIIA/IbI.

TynkueBTiH ciopTreH allHaIbICKAH/IbIFb
OHBIH LIbIFAPMALIBIBIK 9/liCiHE acep
€TKeHIMeH, OHbIH Heri3ri MaMaH/bIFbl
MeH TaJlaHTbl KOPKeMeHep caJslachbiH/la
worslpaanran. O oTanaplk 6eiinesey
OHEpiHe ’KaHa CePIiH MeH YH KOCKaH eHep
alaMbl OOJIIbI.

Cypertiii TycTep najuTpachiH KeHiHeH
JKoHe OaThll KoJilaHa OijireH 1iebep.

OJ1 op6ip TybIHABICBIMEH KOPKEMIIIK
TYPFbIIAH TePEH OHJIapFa JKeTeJeH .

Ou1 TycTepain yiJieciMin FaHa emec,
oJIap/IblH, PUI0COPUSITIBIK MOHIH Jie

TepEeH 3ePTTeI, aTaMHbIH KOTIKbIPJIbI
TaburaTbid GeiliHesieyre yMTblIbl. OHbIH,
TycTepai ebep KonpanybiHa « Konak»
LIbIFapMachl MblcaJs 6oJ1a anajel. by
TYbIHABLIA €re a/laM eMipiHAeri a/J1eyMeTTiK
OMIJIETCI3/IK [eH YPIaKTap apachblHAAFbI
albIpMalIbIIBIKTAP HO3iK opi 6TKip Typ/e
Oelinenienren. TysnkueB KapT aamaapra
KaTbICThl TyCiHOEYLIIIiK MaceseciH
KOTepil, ypraKTap apacblHAaFbl KesKapac
afibIpMalIbIBIKTapbIH CYypPeTTeH/I.

«OHBIH TYBIHBICBIHAAFBI KYHAEIKTI
KapanaibIM 3aTTap MeH oJlapAblH OeJlikrepi
LLIbIFApMaHbIH TepeH PUI0CODUSIIBIK MOHIH
aulyra kemekrecesi. MeicaJibl, cypeTiui
TYBIHJIICBIH/IA KAPUSIHBI KOPEPMEHHIH,
HasapblHaH ThIC KaJFaH TipeKkKe

CYHeHIN OTbIpFaH KeHinTe OefiHe ek ].
CypeTiuinin anrauikpl HoGalapbiHIA
OeliHesieHreH TipeKTi KeliH 6ostyMeH

JKACBIPBII, aKCAKAJIblH 6Mip/ie TiperiHeH
AUbIPbUIFAHBIH, TINTI 63 2KepiHle KOHAKKA
alHaJIFAH/IbIFbIH Oi3re »KeTKi3eli»
(MaptbiHoBa 4).

«KoHak» uiblFapMachIHAAFbl KAPUSTHBIH,
LIBbIHTAFbIHBIH ACTbIHAAFbI TIPEKTIH
OypKeMeJieHyi TeK dJ1eyMeTTiK MacesIeHi
FaHa eMec, COHbIMEH Oipre MbIHANBIJIBIKTBIH
JepopMaLUsIChIH, OHbIH, CIOPPEATUCTIK
TYpJieHyiH e 6inipeni. by anic apkblibl
CypeTLi KAPTThIH, LUK dJ1eMiHeri
JKAJIFBI3/ABIK [E€H TipEeKCi3MiK ce3iMiH
LIeKTeH ThiC KyuledTeni. Kapusira tipek
O0JIFaH KOMITO3ULIUS 3JIEMEHTIH 2KacbIpy
apKblibl TYJKHEB ChIPTKBI dJIEMHIH, ilLIKi
pyXaHH KaFnaira Kanai GarbiHATbIHABIFbIH
KepceTei, an OyJi cloppealu3MHiH
Heri3ri KaruaaTTapbiHbiH, 6ipi 60JIbIN
TaObl1a/bl. TybIHBI KOPEPMEH/L KOFaMJIbIK,
KEMILLIJIIKTe P/ aHFapyFa »KoHe 0Jiap/ibl
TepeH oiMeH OaraJjiayra LaKbIpajibl.
KapTunaHbiH pUI0COPUNBIK KIHE
9JICYMETTIK MOHIHIH KypAJIiJIiri OHbl aJraLl
KOPreHEe TOJbIK TYCIHY/li KUbIHAATA/bI,
ce6ebi 01 KOPKeMAIK KYObLIbIC peTiH/e
FaHa eMec, COHbIMEH Katap Tapuxu
JIOYipIiH PYXblH, aBTOP/IbIH iLLIKi dJ1eMi
MEH KOFAMHBIH KypJieJli KaTbIHACTapbIH
oinipeni. « Tyran »kepiHie KoHaKKa
allHaJIFaH aKCaKaJl XaJbIKTbIH YMbITbIJIFAH
JIOCTYpJiepi ylliH Ka#rbl »KyTyaa. bosatak
yprak MaTepHaiblK XKoHe pyXaHH
MOJIEHUETTI CaKTay/lblH MOHiH, YprakTap
ca0aKTaCTBIFbIHBIH MaHbBI3ABINBIFbI MEH
VJITTBIH, MOJIEHHU KOJTBI CaKTay KaxKeTTiriH
TyciHe anmaiiapl» (Ecnenona 276).

O06isnxan Kacrees atoinmarn! YJITTBIK
eHep My3eHiHiH TypaKThl 5KCIO3ULIUSChIHA
enren «Cyperuii Tyci» (1 cyper)
aTThbl LIbIFapMaja OeiHesey oHepiHiH
CypeTLLi NCHUXOJIOTHACHIH YKOHE OHbIH
iLLIKi i3neHicTepin allyaarbl poJii aulKbiH
Oaiikanaapl. CypeTLi aiaMHbIH »KacbIpbIH
KACHETTEPiH TYC apKbI/Ibl KeTKi3yre
ThIPbICHIMN, OYJ1 YLIiH WIbIHARBIIBIK MEeH iLIKi
Ce3iM aJIeMiHiH apacbIHAArbl LIeKapaHbl
JKOATBIH CIOPPEAJIMCTIK 9licTepre XKyTriHe/li.
Ochbl unest epKiH KOMMO3HUIIUST MEH alllblK
TYCTEp apKblJIbl KOPiHiC Tayblll, caHa MEH



TylicaHa apacblHAarbl KapaMa-KaleHJbIﬂbIKTbI 6€I/UIH€JI€y APKblJ/ibl OHbIH 3aMaHayH

Oetinesieiii. Mbicasibl, Hibipak Oefineci 6ip MaHbI3bIH allibi KepceTtei. OHbIH
Me3riJiie PyXaHH i3I€HICTiH, ilLKi >KapbIKThIH ~ KypaMbIHIarbl opOip OeJiiiek 6edrigi 6ip
CUMBOJIbI 60JICa, eKiHIIi 2KaFbIHaH, OJ1 TapUXH Ke3€eH/i, TYJFaHbIH MOICHU POJIiH
VJTTBIK MOJICHHETTEr| OTKA TaObIHY/IbIH, HeMece XaJsbIKTbhIH »KaH IyHHeCiH KopceTeTiH
PYXTbIH, OTbIHbIH apXETHIIiHE CiJTeMe MaHpbI3/Ibl eMeHT O0JbIN Tadblnazbl. byn
»Kacarbl. JKYMBICTBI TyTacTal asirania, oHla Kasak
«Cyperiui Tycingeri» 6eilHesep anam XaJIKbIHbIH, 6CY 2KO0JIbl, YJIbl K611, 19CTYp
OOMbIHAAFBI YMIT MeH KYAiKTi, 6oJallakKa MEH MOJCHHUETTIH CaKTaJ/ybl TyPaJbl TEPEH,
JIETeH CeHiMJLi, MOHTJIiK Maxab0aTThl huaocodusILIK Oi1ap KOPiHiC TanmKaH.
CUMBOJIMKAJILIK OeiHere alHaabIpaibl. TybiHABIIAFB GACTBI CUMBOJIIAP/IBIH 6ipi
Kaprunaubl 6efinesiep rajepesichl jen — ar ycringeri «AntbiH anam» 6eitneci. byn
KapacTbelpyra 6osazpl, apOip OeliHe o3 3JIEMEHT KA3aK XaJKbIHbIH TAPUXbIHAAFBI €H,
MiHIEeTiH MiHCi3 aTKapabl. CypeTiii MaHbI3/Ibl APXEOJIOTHAJIBIK ALLbIIBIM/IAP/bIH "
VLIiH KalbIH aTaCbIHbIH aJibiHIa OeTiH 6ipi 60J1bIN TabbLIAMBI. ANITHIH anaM — S
aulyra O0JIMaUTBbIH 19CTYp OOHbIHLIA KOLLTIEH/iNIEp OPKEHUETIHIH, OHBIH KOFapbl o
Ka3ak KeJliHiHiH OefiHeci MaHbI3/1bl MoJIEHHETiHiH, 6AThIPJbIFbl MEH €PJIriHiH, g
6oJgran. bekceilit 6eTiH opamanmen CUMBOJIbL. TyJIKHeB GyJI TyJIFaHbl KA3aKThIH =
»KayblI, KOJIbIHA LIbIPAK YCTaraH oieJIiH, KOHE TapUXbIH, OHbIH, OAHJIbIFbIH XKoHe 2
JKUBIHTBIK O€HHEeCiH »Kacar LbIKKaH. VJTTbIH €PKiH PyXbIH KOpCeTeTiH 6acThl §
©O3iHiH KalbIPbIMIBLIBIFBIMEH KOHE OeJiri petinze nannananaabl. Opoip anTbiH .
KapanaibIMABIJIbIFBIMEH, 2KOFapbl dlleKel, KHiM-KelleK 3J1eMeHTTepi KopKeM =
MOpaJIbliblK KACHETTEePiMEH 0J1 OFaH HaK Oip  TybIHbIAA YJITThIH 2KaybIHTEPJIiK PYXbIH S
2KOJI aLLIBII TypFaHIaH. JKOHe MoJieHH OGalJIbIFbIH Oinipesi.
«Yibl Kel1» (2 cypeT) uiblFapMachl Ka3ak «YJIbl KOLI» HIbIFAPMACHIHIA TAPUXH

XaJIKbIHbIH, TAPUXH TaFIblpbl MEH MJICHH
MypacblH KepKeM OeliHeJsieyre GarbITTa/FaH.
OHpa KenTereH CHMBOJIMKAJIBIK 9JIEMEHTTEP
MeH TapuXH TyJFaJjap 3 OpHbIH TalKaH.
By Tybinab aBTOpABIH GeliHesey oHepiHeri
LIbIFAPMaLIBIIBIK LUOKTHIFbI PeTiH/Ie
KapacTbIpblIa/ibl.

YATThIK 6OJIMBIC TT€H KOLINeHIi1ep
MajieHHeTi 6elHeJIeHTeH Kypei
KYPbIJIbIM/Ibl KAPTHHA TapUXH OKUFaJsap/ibl

a
w
=
E
a
w
m
<
2
a
<
I
@D
c
-
X
a
i
T
(0]
=
by
™
<
~
2
=
a
o

2 cypert. Bekcetftit Tysnkues «Yael kowr» (2000)

LIBIHABIKTHI OefiHeeyMeH Kartap,

OHBIH CIOPPEAJIUCTIK CHNAThI a aKbIH
kopineni. CypeTili TapuXu Ke3eHaep

MeH TyJsirasap/ibl 6ip MU OJIOTHSIIBIK -
TapUXH KEHICTIKKe OpHAJIACTbIPA OTbIPBIII,
HAKTbl TApUXH PaKTisep/i CHMBOJIBIK,
MeTadopasnblk GeliHesepre alHaJbIPHII,
TAPUXThI 2KEKE TYJIFAHbIH CAHACBHIH/AFHI,
JKAIIbIHAAFbI 2KOHE PYXbIHAAFbI TYIKIJIIKTI

I cyper. Bekeeiiit Tysikues «Cyperwityci». (1983)  Gosimbic peTiHe KopceTei. by ajic
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HIbIFAPMara LIbIHAHbl TAPUXHU J€PEKTEH
repi pyxaHu-puaocousIbIK KaJrbliama
cunat 6epefi. 89 TapuUXH TyJIFaHbIH

Oip ClOXKEeTTe KUHAKTAJYbl OKHFAHBIH,
HaKTbl yaKbITbIHAH ThIC, OHbIH MOHTIJIK
(hUN0CODUANBIK MAHBI3ILIIBIFLIH Gilipei.
At yerinperi « AnThiH afgam» GeriHeci
apKblJIbl KOHE TapHuX MeH MU(OJIOrUst
TOFbICAJIbl, OYJI LILIHARBIIBIKTAH Tepi
CUMBOJIIBIK - CIOpPpeaJsIUCTIK OeliHesieyre
»Katajpbl. COHIBIKTaH, G/ TybIHBIHbI
TapUXH peasu3M LIeriHae FaHa eMec,
COHbIMEH Oipre YATTbIK TAPUXbIMbI3IbIH,
ClOppeaJsIUCTiK-CHMBOJILIK MeTadopachl
peTinzie Kapactelpyra 6oJsazabl. Tynkuen
ocbl 6eiHeJsIep apKbI/Ibl Ka3aK XaJKbIHbIH
V/TTBIK CaHAChl MEH TapUXbIHbIH,
KOINKAOATThIIbIFBIH, COHAAN-aK apOip
TapuXH Ke3eHHiH ypriakTap yuliH aca
MaHbI3/bIIBIFBIH aTan Kepcetei. « Kasak
VJITBIHBIH TYPKi 19yipiHeH OyTiHri KyHre
JIeHiHTI YL MBIH, 2KbIJIIBIK TapUXbIHA
KOPKeMJIiK oH, Oepir, oHbl 6ip KAPTHHAHbIH,
OeTiHe TONTACTBIPBII Casly apKblJibl
TaJIaHTThI CypeTLUi Ka3aK TapUXbIHbIH

YL MbIH, KbIJIIBIK KOPKEM MaHOpamMachiH
»)acanpl» (Ackaposa 304).

Kaprunanarsl ap6ip TyJra e3iHiK
CUMBOJIJILIK MaHIe He. MbicaJibl, 6aTbipJap
epJIiK MeH YJTTBIK MaKTaHbILTHI Oijgipce,
XaHJAp YJATTbIH TAYeJICi3/Iiri MeH OUJIriH
Oefineiedii. by tyaranap Kasak XasKblHbIH
KOFaM/IbIK-CaACH eMipiHaeri Heriari
pyXaHU TipeK MeH TapUXU 2KaAbIHbIH Tipi
o3eri 60J1blN TaObLIaAbI. «YJibl Koxka
Axmert Slccayunin Gefinecin «Kynawinbiy
KY[ipeTi TypaJibl TOJIFAY>» aTThl 631 2KA3bII1
yprarbiHa KaJiblpraH XuK-MeTTepiH OKH
oTbipa comiaabiM. COUTIN neaaMm JiHiHiH,
mamuibiparsl Axmer Slccayuin xan
JIYHHECIH, PyXaHH dJIEMiH XaJKbIMa OCbl
00pa3 apKbl/bl KeTKi3rim keai» (Koc
eHep/IiH XKy/bi3bl 2005), — ereH ekeH
webepit, o3i.

[IbirapmMatbiH, 6aCThl KOMIO3HLHSIJIBIK
3JIeMeHTI — Kell. by Kazak XaslKbIHbIH
KollneJsi oMipin 6efiHeJIeHTiH eH MaHbI3/lbl
CHMBOJI. YJIbl KOLI TeK (PU3HKAIBIK
KO3FaJlblC eMec, COHbIMEH Oipre XaJbIKTbIH,

pyXaHH ecyi MeH JaMybIH, Oip ypraKTaH
eKiHLIi ypPraKKa 6TeTiH MOJICHH MYPaHbl,
VJITTbIH LIEKCI3 KO3FaJIbIChIH 2KOHE 63iHiH
TOYEJICI3/IIriH caKTamn KaJyblH Giipei.
Ke1utin cyperTeri kepiHici CHMBOJIIBIK
TYPFBIIAH XaJbIKThIH MOHTIJIIK KOJIbIH,
TYPaKThl KO3FaJIbIChIH Oisitipesii. by keutiy
ilinge agamaap MeH Tapuxu TyJranap
OPTYPJli 6Mip Ke3€H/IePiHEH OTETIHAIKTEeH,
OJ1 YIITTHIK OOJIMBICTBIH Y3/iKCi3 1aMybIH
KOpCeTeli.

Kaprunanarb! TycTepsit, peJi eTe
MaHbI3/ibl. CloppeasiMCTiK CTHIIbIE KYMbIC
icreil oTbIpbin, TyJKHeB TyCTepIiH
KeMeriMeH apOip TapuXH TYJIFaHbIH
IMOLIMOHAJIbI KYHiH yKaHEe OYKi
LIbIFAPMaHbIH, MAFbIHACBIH KYLLEHTe/].
ANTBIH TyCTEp TapPUXH KYHABIIBIKTap/bl,
AChIJIIBIKTBI ?KOHE VJITThIH MOJIEHH MypachiH
OeilHeJiey yLLIiH KoJlaHblLIFaH. Kapa tycrep
TepeH OHJIap MEH TapHXTbIH KapaHFbl
6eTTepiH Ginipce, KOK MeH Kacbll TyCTep
OeHOITIIIK TeH TaOUFaTTaFbl YHJIeCIMII,
COHbIMEH 6ipre KellneH iepiH TaburaTieH
ThIFbI3 OalJiaHbIChbiH OeliHeael . KblabLa
TYCTEP KYLI MeH epJiKTiH, O6aTbIPJbIK MeH
JKAYBIHT€PJIiK PYXTbIH CUMBOJIBI OOJIBIT
TaObLIAbI.

Ty/IKHeBTiH KOMIO3ULIUSIBIK KYPbIJIbIMbI
©Te KbI3bIKThI KOHE TepeH MarblHara
ve. CypeTiui TapuxThl 6ip KEHiCTiKKe
JKHHaKTar, apoip Ke3eH MeH apOip TYJFaHbI
Oip yJibl TAPUXH Ca0AKTACTBIK XKAHE PyXaHH
yaepic petinze kopceteni. Ocbl d/1ic apKbl/Ibl
oJ1 ypriakTap Tizberinin 6ip-0ipiMeH ThIFbI3
OallJIaHbICThI €KEeHiH, ap JAdYip/liH 63 yJeciH
KOCKAHbIH 2KoHe 6yrinri KazakcTaHHbIH
Kasipri >KeTiCTIKTepiHiK Tapuxu TyOipi
TepeHJIe KAaTKAHbIH alKbIH OGefiHe el ).

By.1 03 Keserinjue yaTTbIH TapUXbIHAATbI
MaHbI3/Ibl Ke3eHIep MEH OKHUFaJiap/ibl

03apa H6aiaHbICThIPbIMN, XaJbIKTbIH,
OipTyTac, 1IeKci3 Ko3raJblChIHAATbI
yisteciMaIiTikTi KepceTeni. AnamaapibiH
opHaJacybl, oJ1ap/iblH apachIHIAaFbl
KALIBIKTBIK MeH Oal/IaHbIC TAPUXH YAEPICTIH,
KaJIbINITACYbIH 2K0He aJIAbIHFbI YPIaKTapblH,
KeHiHriepre KaiablpFad MypachlH
KepceTyre OarbITTa/IFaH, COHABIKTAH 0J1ap



epexkiiie yisecim Tankan. Kaprunanbin
cloppeaJsiu3Mre XKyblKTaTaTbIH acleKTici

— OVJI YAKbIT [I€H KeHICTIKTiH UppalrdoHaJ
OY3bLJIBICHI, dPTYPJi TAPUXH Ke3eHIePiH,
6ip MUDOJIOTHSIBIK-TAPUXH KEHiCTiKKe
»KUHaKTaybl. Anaiiia, GefiHesiepiiiH o3i
UIBIHAKBIIBIKTAH ThIC €MEC, 0J1ap TapPUXH
HaKTBIJIBIKTbI CaKTaH/Ibl.

«YJIbl KOUI» TYbIH/BICBIH/AA CYpeTLLi
TapHuXH Ke3eHIep MEH TyJIFajapibl FaHa
emec, COHbIMeH 6ipre coJl 1pyip/iH, ipi
AJICYMETTIK MacCeJ/IesIePiH 1e KOTepe/.
Heriari mocenenepuin 6ipi — ypnaxrap
cabaKTacTbIFbl MpobJeMachl. OpTypJi
JIBYip TyJIFanapbiH Oip yakbIT KeHICTIriHAe
OIpPIKTIpYy apKbWIbl CypeTILi TapHXH
OallslaHbICTbIH, Y3iJy KayIiH, KaHa
YPIaKTbIH 6TKeH] Oarajamay KayIiH XKoHe
OJ1aH TYBIHAAUTBIH YJITTBIK COMKECTIKTIH,
JKOFaJly TayekeJin 1ebep xketkizesi. byu o
Tarbl Oip ©3€KTi MoceJieMeH — TapHUXH 2Kajl
NeH MaICHUETTi cakray npooJeMacbMeH
ThIFbI3 GaiiaHbICThl. [IIbIFapMa TapuXThIH,
Tek OaTbIp/1ap MeH OuJeyLiyiep wexipeci
eMec, COHbIMEH Oipre XaJIbIKTbIH, Y2KbIM/BIK
PYXbIH OeliHeIelTiH e3re TyJFaaap/biH,
Mypachbl €KeHJTiH Jie ecKe caJjlabl.
OunapnbiH, 6eiHesepi apKbl/ibl aBTOP YJITTHIK
TapHXH 2KaJ/lbIHbl KAJIIbIHA KeJITipy MEH
CaKTay KaXKeTTiJlir MoceJsieCiH KO3Fakbl.
AKbIpbIHIA, LIbIFAPMaHbIH CIOPPeaHCTIK
CUIAThI I9CTYP MEH 3aMaHayUJiKTiH
YHJIeCIMIIITT TypaJibl MOCeJIeHI KoTepesi.
Tapuxu Tyaranap/pl 3amaHayu KepkemikK
chopmaTTa (CUMBOJIM3M TijliH/Ee XKoHe
YaKBIT IMeH KEHICTIKTiH HpPaLMOHAJIIbI
YHBIMAACTBIPBLIYBI aPKbLIbI ) GeliHesey
APKblLJIbl CYypeTLLi KOLUIe i MOJeHUETTiH
3aMaHayu KOHTEKCTEri OpHbI TypaJibl Od
JKYTipTei, I9CTyp/iH, OYriHri KyHJe ae Tipi,
03€KTi KOHE PyXaHHW MaHbI3/Ibl €KeHJIIriH
Jedenerai. Ocbliafiia, KapTHHA YJlbl
KOLTiH OeilHeci peTiHe FaHa emec,
COHBIMEH Oipre 19yipJep AHaJIOrh,

KaJl )KoHe COMKECTIK TypaJibl TepeH,
(hUN0CODUANBIK MIKIp peTiH/Ie alllbLIabl.

Cyperuinin «Keknap» (1973) atthi
KeJIeCi TYBIHBICH Ka3aK XaJKbIHbIH,
VJITTBIK CIIOPTTHIK MYPaChIH KOPKEM TYpAe

OeliHesiereH iblFapMa 60JIbIN TabblIa/bI.
By uibirapmaceina cypeTiii TeK YJITThIK
CIIOPTTbIH IMHAMHUKACBIH FaHa emec,
COHbIMEH KAaTap OHbIH pyXaHH-MaJIeHH
Kozl GeiHenein. [laGanno3napabiy
KHMBIJIIAPbl MEH 2KbIJIKbLJIA PABIH
uabblcTaybl apKbl/bl CypeTLi YATTBIK
OWBIHHBIH SHEPreTUKAJIbIK KYILiH
KepceTkeH. LIIbiFrapMaHbiH KOMIO3HLUSIBIK
KYPbLJIbIMbI KOPEPMEeH/1i OKUFaHbIH,

©3€riHe eHIi3il, KOKIapablH KAPKbIH/Ibl
aTMocdepachit ce3iHyre MyMKiHJiK Oepeii.
ByJ1 2KyMbIC apKblJibl CypeTLi YITThIK,
CIMOPT OUBIHBIHBIH KA3aK MaJICHUETiH/IeTi
9JIEYMETTIK 2KOHE PyXaHH MOHiH aHbIK
OefiHeJsiereH.

Cyperii «Keknapaa» KosraJbICTbIH
JIMHAMMKACBIH epekKllie 1ebepJliKieH
»KeTKi3reH: 1adanao3nap apachlHaarsl
0oceKeJ/IeCTIKTI, 0J1apAblH KYLI-KyaTbl
MeH KalcapJiblFbIH, XKbIJKbIIaP/bIH
AHATOMHUSIJIBIK JADJILIN MEH KO3FaJIbIChIHAAFDI
HIBIHANBLIBIKTBI KOpceTKeH. TybIH/Ib!
KOMITO3ULIHUSICbIHBIH, OPTaJIbIFbIHAAFbI 2KaPbIC
KOpiHiCi KopepMeHai Ae KO3Falibl 2KoHe
aJipeHaJIMHIe TOJIbI COTTIH Kyaci eTKeHIeH
acep Kasblipabl. JKIiriTTiH KiriTTirix,
OaTbIIIBIFLl MEH eTITiJIINH ChIHAUTBIH
KeKIap ONbIHBI OYTiHAE e CaKTaJFaH
JKOHE KA3aKTbIH CIIOPTThIK OWbIHbI PETiH/Ae
apHaubl 2KapblCTap YUbIMAACTLIPLLIAIbL.
CyperTiui a1eT-Fypbir 1eH oJbKIopra aca
MaH 6epe OTbIPbII, YITTbIK KYH/BIIbIKTap/ibl
CaKTal KaJlyra »KoHe OJ1ap/IblH MOJCHH
MaHBbI3/bIIBIFbIH *KaHIAHABIPYFa ThIPLICTHI.
CoHJbIKTaH 0J1ap Ka3aKThIH YATThIK
OWBIHAAPBIH OTKEHHIH KOFaMJIbIK - 9JIEYMETTiK
TaxKiprbeci MeH XaJbIKTbIH Mypachl peTiHje
KapacTbIpblil, Ka3aK XaJKblHbIH PyXaHH
JyHHeCiH Kasipri 3amanra »kaJ/iracTtbipa
OTBHIPbIN OelHesIeyre YMThLIJIbIL.

«JlaJia ThIHBICHI» LIbIFAPMAChl Ka3aK
JIaJIaCbIHBIH, MEeH3aKbIH (PUIOCODHSIBIK
NeHreiine GeitHesieii. AlbIK acrnaH
KyMOe€3i MEH LIEKCi3 fasia KeHiCTiri Taburar
TeH ajlaM apacbiHAArbl YHIeCiMIiIiK
UaesCbIH OefiHeJsiey YIIiH NakaaJaHblIFaH.
KoMno3uumsiibIH, KYpbl/IbIMbl Kapananbim
O0JIFAaHBIMEH, KOPEPMEHIe TepeH, 01
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caJiaThlH Ma3MyHra ue. «Jlana ThiHbICHIHAA »
111eKCi3 Jlajia KeHiCTiri Tek TaGurK JauaagT
peTiHje FaHa emMec, COHbIMEH Katap pyxaHH
KeHICTiKTiH (uaocodusinbik Metacdopacs
peTiHje yChbiHbLabl. KokKueKTiH,
ALIBIKTbIFbl MEH TYCTEP/iH, YHJeCiMi apKbLIbI
cypeTili TaOUFaT MeH alaMHbIH LK aJ1eMi
apacblHAFbl IHaJeKTHKAJbIK OaiaHbICThI
awazapl. MyHaa nana — GyJ1 yITThIK
CAHAHbIH aPXETHIITIK KEHICTIr peTiHie
TYCIHIIpiJIei.

TybIHBI TeH3aXKbIK OHEPIH KOPKEMJLIK
dJIEYETiH TOJIBIKTAl alllbIll KOPCETe].
Tyskues TaburatT as1eMEHTTEPiHiH alaMHbIH,
pyXaHH asieMiMeH OalJaHbICHIH 1ebep
kopcete GinreH. KOKKHEKTIH allIbIKTbIFbI,
JlaJlaHbIH LIEKCi3NIr KopepMeHre epKiHaik
MeH ThIHBIIITLIK Ce3iMiH ChIHJIaNIb.
Taburat rneH agjaMHbIH ThiFbI3 GalJaHbIChIH
OeliHesien KaHa KOUMak, YJITTbIK
OiperefJIiKTiH, 5CTeTHKAJIbIK KOPiHiCiH
YCBIHAJIBI.

Tarbl 6ip xKyMOaK KOHE ThIICHIM dJIEM]I
yiectipe Oisren wslrapma — «Kyabik»
kapTuHachl. OHpia elikauaai Tipi »kat
Oelineci kepinOGeiai. KomnosuuusHbiH
OpTaJIbIFbIHAA TEK TaCTaPMEH KaJaHFaH
LIBIHbIpay/blH, TYOIHIETI Cy aJlbIHFaH.

Cy moJizip emec, 6ipak ThIHbILI KYHJIE.
CypeTiiHiH OfbIH TYCiHY KHbIH.
JlereHmeH, Oys1 KapTHHA apKbl/Ibl
ThIHBILITBIKTBIH, 631 KEHJ1e KOPKbIHbILLI
Ce3iMiH TY/bIPATHIHABIFBIH ce3iHyre 60Ja/bl.
Ochbinjan 6efinedi tibirapMalsap Tek Keare
FaHa eMec, COHbIMEH Oipre TepeH olira Ja
YKETeJICHTIH/IKTEH, OJIap/iblH CTeTHKAJIBIK
KYH/IbUIBIFB] apTajibl. « A3amMaTrap»,
«Hipim», «OkemeH Koutacy», «Ep
GaJsia» KapTHHa/apbl YLIiH oFaH JIeHnHaiK
KOMCOMOJI CBIHJIBIFBIHBIH JlaypeaTbl aTarbl
6epinai. An, JKanonusuars! JlyHuexky3isik
KOpMe/le CypeTLLi KyMic Mea/ibMeH
mapanarranibl (bypresns 7).

Bekcetiit Tynkues 63 6oiibiHA
MBIKTBIJIBIK TeH 11eOepJlikTi ChIabIpa
OinreH cypeTiii peTiHe Kasak
Oerinesiey eHepinje 03iH/iK opHbl 6ap
Tysra. Kepmesiepaeri oHbIH epekliie
CbIp 2KacblpblHFaH, TepeH MarblHara

1e TYbIH/bLIAPbI 9J1i JIe KeINTereH
OHEepTaHyLLbLJIAPbIH 3€pTTEYJ/epiHe
JIAUBIKTBI FbIJIbIMH Oarara e 00JaTbIHbIHA
CEeHIM TOJIbIK.

Herisri TyXbipbiMmaap

Bya 3epTTey Kasak Keckinieme eHepiHjeri
Bekceitit TyakneBTiH IbIFAPMALLIBIIBIK
MYPacbiH pUI0CODUSIIBIK-3CTETHKABIK
Tajjlayra apHaJjrat. 3epTrey HoTHKeJepi
OOMbIHILIA MbIHALAH TY>KbIPbIMIAPAbI
JKacayra OoJiajibl:

BipinwineH, 3eprrey 6apbichiHia
TyakueB 1IbIFapMalIbILIFBIHBIH (PeHOMEHi
peTiHAeri 2KaHa FbVIBIMU TY2KbIpbIMaMachl
TOJILIKTBIPBLIbIM, TeperaeTiai. Makanana
CYpPEeTLIiHiH IbIFaPMalIbIJIBIFbl YATTBIK
JI9CTYP MEH 3aMaHayH eHep arbIMAAPbIHbIH,
JIUAJIEKTUKAJIbIK CUHTE31 PeTiH/e KOPCeTiJLi.
3eprrey Canpioek belicen6aeBTbIH NiKipiH
Heri3re aja oTbipbin, TyJKHEB oHepiHeTi
CUMBOJIU3M MEH CIOPPEAJIM3MHIH Ka3aKTbIH
PYJIbIK-MHDOJIOTHAIBIK CAaHACBIMEH, dcipece
«Tanba» HesrisepiHiH CeMUOTHKAJBIK,
KOJIbIMEH TiKeJieH 6anJaHbICThl €KeHIITiH,
OyJ1 2JIEMEHTTEP/LiH »KaHA MOH/IIK IEHreHre
KOTEPIJreHIiTiH aHbIKTabl. by 6arbiTTars
OHBIH, i37I€HICTePi COJI Ke3eHeri e3re
Ka3ak cypeTilijiepiHin (Mbicasibl, O6iaxaH
KacreeBTiH Tapuxu-3THOrpadUsiIbIK
peasinamiHiH Hemece OOAipaLLiT
ChlIbIXaHOBTBIH TaHOAJIbIK - CAMBOJIIBIK
KeCKiHIeMeCiHiH ) IbIFAPMalIIbLIbIK,
dllicTepiHEeH alTapJIbIKTall epeKIlIeNeHe].

Exinwinen, «YJbl KoL » TybIHIbICHIHbIH,
KOPKeM - PUI0COPUSITBIK KOJbIH ally
OapbichiHa OyJl LHIbIFAPMAJIAaFbl TAPUXH
TyJIFaJap/iblH 9PKAHCBICBIHBIH, XKeKe
CUMBOJIJIbIK MaFblHAChl MEH 0J1ap/iblH,
JKHUBIHTBIK KOPiHiCi YJITTBIK TApUXH
CAHAHbIH, 63rePiCiHiH BU3YaJI/Ibl YJTiCiH
KaJsiall KypauTbIHbl aHBIKTAJbL. 3.
AckapoBaHbIH eHOeriHIe alThlIFaHAaH,
«Ka3aK TapHUXbIHBIH YLLI MbIH 2KbIJJIbIK
KOpPKeM MaHopamachl» peTiHjie TaHblJIFaH
OYJ1 TYbIH/IbIIA KOl 0OPa3bIHbIH, TEK
KOLLIMEJiJIKTI eMec, COHbIMEH Oipre
VATTBIK PyXaHH yaepicTiH MeTapu3uKachiH



OlLipeTiHAIT Ta/Iay apKblIbl I9JEJIEH] .
Tapuxu TakpIpbINThl OCBIHAN KOJIEM]
YKOHe KerKabaTThl PUI0CODHUSIBIK -
CUMBOJIJIBIK KYie peTiHjae 6erHeJsiey Tacii
Kasak keckingemecinae Ty/kueBke ToH
HOBATOPJIBIK 91iC OOJIIbI.

Yuwrinminex, TyakueBTiH TYC neH
LIBIHANBLIBIK AHaJeKTHKAaCcbIH OefiHesey
9JliCTeMECiHiH, »KaHALUBIJIbIFbI ALLBIJIBIT,
«CypeTili TyCi» CUSIKTbI llIbIFapMaJiapia
caHa MeH OeficaHaHblIH, L1eKapachlH XKOSITbIH
O3iH/IIK KOPKEMIK TiJl KOJIIAHbIJIFAHbIFbI
aHbIKTaJ1bl. By o1ic apKbl/ibl cypeTii
Ka3aKThIH JCTYPJIi IyHHE TaHbIMbIHAATbI
TYCTiH MeTaU3HKa/bIK poJliH 3aMaHayH
OHEpP KOHTEKCTiH/Ie KAHFbIPTKAH.

Teprinuinen, «Keknap» chbiHbl
TYbIH/IBIJIAPBIHA CIIOPT TAKbIPbIOBIHbIH
KepKeM-(prI0codUAIbIK CHIaTTaMachl
OepiJiin, yATTHIK OMBIHHBIH TeK
THOTPaUsIbIK JIEMEHT peTiHjle eMec,
COHbIMeH Oipre Kasak MajleHUeTiH/e
pyXaHH - 3THKAJIbIK KYHIbIJIBIKTAPABIH
TachIMaJIAayLIbIChl PeTiH/Ie KOpPKeMIiK
TYPFbLIA TepeHipaK KapacTbIpblJIajibl.
3epTTey Kazak eHepTaHybliHA
TyJsikueB 1blFapMallIbUIbIFBIHBIH 2KaHa
3MUCTEMOJIOTHSIIBIK MOJIEJH YChIHbII,
OHbIH OHEPiH TeK 3CTeTHKAJbIK (PeHOMEH
petiHae emec, COHbIMeH Gipre Y/TThIK JAyHHe
TaHbIMbIHBIH BU3YaJlb/ibl PHI0CODHUSICHI
petiHze TyciHyre Heri3 Kasnaiapl. by
TYKbIpbIMAaMasap 6oJalakra Kaszak
KeckiHaeme oHepiH (hHI0COPUSIbIK-
MOJIEHUETTAHYJIbIK TYPFbIIAH 3€PTTEyTe
9J1eyMETTIK MaHbI3bl 30P 2KaHa OarbIT
oepei.

KopbITbIHADI

KopbITbiHBIIAK KeJle, 3epTTey HOTHKe e i
BekceiiiT Ty KHeBTiH WbIFapMaLLIbIIbIK
MYpacbIHbIH Ka3aK KeCKiHAeMeCiHiH,
JIaMYbIH/Ia aJlaTblH OPHbIH XKaH - KaKThI
aHbIKTayFa MyMKiHiK 6epefii. KyMbICTbIH
ToxKipubesiK 6eJiMiHiH HEeri3ri HoTHKe e pi
petinne TynakueB eHepiHaeri yATTbIK
OeriHesiep »KyHeciHiH (YATTbIK O0JIMBbIC,
pyxaHH yHHe, TaburaT (heHOMEeHbI, calT-
JI9CTYpJIep ) KOHLIENTYaJ/IbIK Herizae

AHBIKTAJIybl, OHbIH KOPKEMIIiK-OeliHesey
TiJTiHIH, 9BOJIIOLHMACBIHBIH A9CTYPJIi 2KoHE
3aMaHay| JIEMEHTTEP/i CHHTE3/ey
APKBIJIBI Ka3ak OeliHesiey oHepiH XKaHa
9CTETHKAJIbIK callara KoTePreHairitiy,
JI9JIeNIeHYi, COHbIMEH KaTap CypeTIi
TYBIH/IbIJIAPBIHBIH (PUIOCOPHSAIBIK - PyXaHH
KOHTEKCTE TaJllaHybl, OJIap/blH KOFaM1arbl
©3CKTi 9JICYMETTIK-M9JICHU MacesesIepai
KOTEePYIeri poJliHiH, allbl/lybl aTam eTiJe/i.
3epTTeyiH 6acbiHIa KoHblLIFaH Makeat
— TysaxueB eHepiHiH Ka3ak KepKkeMeHep
TapUXbIHAAFbl POJIIH AHBIKTAY *KOHE OHbIH,
VITTBIK-MOJIEHU KOATap/ibl OeliHeneyeri
epeKLIeJIriH ally — iCKe acTbl, OUTKeHi
JKYMBIC OapbICBIHAA OHBIH LIbIFAPMALIbIIBIK
QiCiHIH, HOBATOPJIBIK CHUIIATHI, COHIAMN -
aK VJITTBIK MOJICHUETTI HacuxaTTay
MEH OHbI dJIEMJIIK OHEP KOHTEKCTiHEe
MHTEerpaLusIayiarsl XKeTicTikrepi
aiKpinaabl. COHbIMEH KATap OHbIH, YITThIK
MOJICHUETTi HacHXaTTay MEH OHbI dJIEMJLIK
6Hep KOHTEKCTiHE MHTerpalusiayiarhl
»KeTicTikTepi (Mblcasibl, «YJibl KOLI»
LIbIFAPMACBIHAFbl TAPHXH YHHBEPCAJIH3M
HeMece «CypeTiii Tycinaeri»
JKaUINblaIaM3aTThIK MTCHXOJIOTHSJIBIK
apxeTUnTep) aHbIKTaJIbI.

TyJikueB 1bIFapMallbIbIFBIHBIH
FBIIBIMH-M3/ICHH MAHBI3bl TEK KOPKEMOHEP
3epTTeyLliiepi YUliH FaHa emec, COHbIMEH
Oipre Ka3akTblH TapUXU-MdJeHH KOJbIH
3epTTeylliiep YUl e aca KyH/Ibl.
[IleGepaiH WbIFapMAaLLbLIbIFbI KAa3aK
XaJIKBIHBIH, TAPUXH -MOIEHH AaMYbIHIAFbI
MaHbI3/Ibl Ke3eHeP MEH KOPKEM-
9CTETUKAJBIK KyHIBIIBIKTAP/Ibl alllbIM
Kepcete/li. OHbIH LIbIFapMaJiapbl Kasipri
3aMaHFbl MOJICHH JUCKYPCTA ©3€KTiJIirH
JKOMMaM, Kazak MoJIeHUETiHIH PyXaHH
OalJIbIFbIH XaJblKapaJiblK KEHiCTiKTe
HacuxatTayra KblameT eteli. Tynakues
MYPACbIH FBIJIBIMU TYPFbIIAH TePEHipeK
3ePTTeyY Ka3aK KeCKiHIeMeCiHiH,

JlaMy TeHJICHIMANAPbIH aHbIKTayFa
MYMKiHiK Oepejli, COHbIMEH KaTap OHbIH,
LIblFapMallbLIbIK i3eHicTepi OoJallak
YypIaK oHep i3riziepi yulin KpeaTUBTIK YJIri
peTiHae KbI3MeT eTe/li.
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A. KeHpykakynoBa — TYXbIpbIMAAMaHbl 93ip/iey XaHe 3epTTey MiHAeTTepiH Koto; b.
TyNKueB LWblFapMalUbINbIFbIHA TAPUXU-MBLEHM XKaHe DeHOMEHONOTUANbIK Tanaay
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CMMBONAbIK KOATAPAbIH, M3HIH aly (Tamra, apXeTunTep); OHEPTAHYLLbIbIK, XaHe
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(9. Kacrees, A. CbiabixaHoB) xaHe batbic (C. anu, P. MarputT) cypeTwinepiHin,
YKYMbICTapbIMEH CanbICTbIpManbl TanAay Kyprisy; anbiHFaH ManimMeTTepai TyCiHAipy
YXSHE TeOpUSNbIK TYXKbIPbIMAAPAbI TUSIHAKTAY; FbINbIMU pefaKLusanay, CbiHv Tanaay
XaHe MaTiHAI Bip cTunbre KenTipy; KapTUHanapApbl TaHAay XKaHe onapApl cMnaTTay.

Bknap aBTOpOB:

A. KeHpykakynoBa - pa3paboTka KOHLENLUMM 1 MOCTaHOBKA MCCNeA0BaTeNbCKMX 3aay;
npoBefeHNe UCTOPUKO-KYNbTYPONOrMYEeCcKoro h GeHOMEHONOrMYeCKoro aHanmsa
TBOpYecTBa b. Tynknesa; ceMMOTUUYECKUI aHANU3 XYA0XKECTBEHHbIX MPOU3BEAEHNIA
(«Bennkoe koueBbe», «COH XyA0XKHMKA»), paclundpoBka CUMBOIUYECKUX KOAOB
(Tamra, apxeTunbl); c6Op M CUCTEMATU3ALIMS MCKYCCTBOBEAYECKOrO 1 TEOPETUYECKOro
MaTepuana; HanncaHue MCXOAHOrO TeKCTa PyKONUCH (BBeaAeHWe, 0630p nnTepaTypsl,
pe3ynbTaTbl, 06CYyXAeHME);

[. Wapunosa - pa3paboTka 1 060CHOBaHMe METOLONOrMYECKOro annaparta
UccneaoBaHus (CEMUOTUKA, CPABHUTENbHbIM aHanu3); NpoBefeHNe CPAaBHUTENBHOTO
aHanu3a TBopyecTBa Tynkuesa ¢ pabotamu kazaxckux (A. Kactees, A. CblbIXaHOB) U1
3anaaHbix (C. Janu, P. MarputT) Xy4oXXHUKOB; MHTEPNpeTaLMs NOAYYEHHbIX AaHHbIX
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KA3AK KECKIHAEMECIHOETN BEKCEMIT TYNKUEBTIH LWbIFAPMALLIBIIbIK I3AEHICTEPI

Kenmxkakynoa Aiinyp, LLlapunosa Juasipa
Wucruryt Jlureparypsi u nckycersa umenn M.O.Ayszosa KH MHBO PK (Anmarsi, Kazaxcran)

TBOPYECKMUE MOUCKU U KYNbTYPHOE 3HAYEHUE BEKCEUTA TIOJIbKMEBA B
KA3AXCKOM XXMBOMUCHU

AHHoTaums. TBopyeckoe Hacneame bekceunta TionbkneBa npencraBnser co60iM CMHTE3 HALMOHANbHbIX
TPaAMLMIA U MEXAYHAPOAHbIX XyA0XKECTBEHHbIX HAaNpaBieHWI (Coppeannsm 1 cMMBou3M). [poBoas
KOMM/IEKCHbIM aHaNM3 ero Npou3BeneHUid, UCCIeaoBaHNE NO3BONSET ry6Xe packpbiTb NPoOLLECC
B3aVMMOAENCTBMS Mo6ann3aumm 1 HaLMOHaNbHOTO BbITUS B Ka3aXCKOM MCKyccTBe XX BeKa, a

TakXe BbIBUTb MyTM GOPMMPOBaHMS COBCTBEHHOIO M300pa3nTENbHOTO A3blKa XYAOXKHMKA. B cTaTbe
BCECTOPOHHE aHANU3MPYeTCs BKaL MacTepa B HALMOHANbHYH XXMBOMWUCb, NOAPOOHO paccMaTpMBaOTCS
dunocodckme MbICIU U CoLManbHble NPobieMbl B €ro UCKYCCTBE. AKTYanbHOCTb UCCEA0BAHNS
obycnoBneHa HeobxoaMMOCTbio Bonee ryboKoro-MCcKyCcCTBOBEAYECKOrO M GMIocodCKOro n3yveHus
YHWKaANbHOrO MeTOAa-NOAX0AA XYAOXKHMKA, AABLIEro HOBOE HampaB/iEHNE Ka3axXCKoW Xuonmcu XX
BEKa. Lles1blo ABNAETCS BbISBNEHUE U aHANIU3 OCHOBHbIX XapaKTEPUCTUK XYA0XKECTBEHHOrO METOAA U
dunocodckoro copepxxaHusa TBopyectsa bekceuta Tionbkuesa. [1ns peanusauum 3TOM Lenn aBTop
CHa4ana onpenenu OCHOBHbIE TEMbI U CIOXKETbI B MPOM3BEAEHNSAX XYLOXKHMUKA. 3aTEM OH NPOBEN
CEMMOTUYECKMIA aHAM3 TaKUX NPOU3BELEHMUM, KAaK «¥bl KoLy, <KoHaky, «CypeTwi Tyci», «Keknap»,
«[lana TbIHbICbI». B pe3ynbTaTte MccnenoBaHus B NPOM3BEAEHUAX XYAOXKHMKA Oblna packpbiTa
B3aMMOCBA3b HALMOHANIBbHO-KY/IbTYPHOM CaMOBbITHOCTM U YHMBEPCANbHbIX GUNOCODCKMX Mpobnem.

B cTtaTbe aBTOp NpoBen KOMMIeKCHOe MCKYCCTBOBEAYECKOE UCCef0BaHME HA OCHOBE METOAOB
CTUIUCTUYECKOTO U CEMUOTUYECKOTO aHanu3a. 3T Memoobl UCNONb30BANMUCH AN U3YYEHUS BAXKHbIX
0CO6EHHOCTEN XMBOMWUCU, €€ CUMBOIMYECKOTO SA3bIKa U KYJbTYPHO-MCTOPUYECKOrO KOHTEKCTA
npouseeneHuit. C noMoLLbio METOAA CEMUOTUYECKOTO aHanMn3a packpbiBAETCS CI0XKHAs cMcTeMa
penpeseHTauuii B NPOM3BEAEHMAX XYAOXKHMKA, @ TAKXKe KY/bTYPHO-UCTOPUYECKOE 3HAYEHUE B HEM
CMMBOJIOB, 3HaKOB 1 MU ONOro-PobKIOPHbIX MOTUBOB. B pe3ysiemame nccnepoBaHus ycTaHOBNEHO,
4yTO TBOpYeckoe Hacnenue b. TioNbKMEBA OPUEHTMPOBAHO Ha TaKME TeMbI, KaK IMYHOCTb YEN0BEKA,
COLMANbHBbIM CTATYC IMYHOCTU U NCUXO3MOLMOHANbHbIE COCTOSHMS. B KapTUHaxX XyA0XHMKA BbISBIEH U
OMMCaH YHUKANbHbIW XYL0XXECTBEHHBII NPUEM, CUHTE3UPOBABLUMIA COPPEANIM3M U CUMBOMM3M. AHanu3
Npou3BeneHNi BbISBU UX rybokoe dunocodckoe 1 CTOPUKO-KYNbTYpHOE cofepxaHue. Kpome
TOro, 66110 06HAPYXKEHO, KaK HaLMOHaNbHbIM 06pa3 hopMupoBancs B rnoHanbHOM KOHTEKCTE M Kak
OTpaXKancsa B3rns[, aBTopa Ha KM3Hb U YENOBEYECKYH NPUPOLY.

Knioyessie cnoea: bekcent TionbKMeB, Kazaxckas XXMBONUCH, XX BeK, UCKYCCTBO, hunocodpus,
CMMBONM3M, COpPeanu3M, HaLMoHaNbHbIM 06pas, mobanusaums.

Ana yumupoeanus: Kenpxakynosa AiiHyp 1 Lapunosa unspa. TBopyeckue NoMcku U KynbTypHoe
3HayeHue bekceunTa TonbkMeBa B kKazaxckow xxuonucu. Central Asian Journal of Art Studies, 1. 10, No 3,
2025, c. 247-265,DO0I: 10.47940/cajas.v10i3.1113

bnazodapHocme: CraTbs NOArOTOBNEHA B paMKax LeneBoi nporpammbl BR27101897 «LindpoBsas
TpaHchOpMaLLMs 3KOCUCTEMbI Ka3axCKOro nnTepaTypoBeaeHus, GoNbKIOPUCTUKU U MCKYCCTBOBEAEHNUS:
MEXAUCUMMIMHAPHBIE UCCeLOBAHUSA», peanm3yemMol npu nopaepyxke Komurera Hayku MuHuctepcTea
HayKu 1 Bbicluero obpasoBanusa Pecnybnunkm KasaxcraH.
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Kenjakulova Ainur, Sharipova Dilara
Mukhtar Auezov Institute of Literature and Art (Almaty, Kazakhstan)

CREATIVE EXPLORATIONS AND CULTURAL SIGNIFICANCE OF BEKSEIT TULKIYEV IN
KAZAKH PAINTING

Abstract. Bekseit Tulkiev’s creative legacy is a synthesis of national traditions and international

artistic trends (surrealism and symbolism). By conducting a comprehensive analysis of his works, the
study allows us to reveal more deeply the process of interaction between globalization and national
existence in Kazakh art of the twentieth century, as well as to identify ways to form the artist’s own
visual language. The article comprehensively analyzes the contribution of the master to national
painting, examines in detail the philosophical thoughts and social problems in his art. The relevance
of the research is due to the need for a deeper art criticism and philosophical study of the unique
method-the artist’s approach, which gave a new direction to Kazakh painting of the twentieth century.
The aim is to identify and analyze the main characteristics of the artistic method and the philosophical
content of Bexeit Tulkiev’s work. To achieve this goal, the author first identified the main themes and
plots in the artist’s works. Then he conducted a semiotic analysis of such works as «Uly kosh», «kKonak»,
«Suretshi tusi», «<Kokpar», «Dala tynysy». As a result of the research, the interrelation of national and
cultural identity and universal philosophical problems was revealed in the artist’s works.

In the article, the author conducted a comprehensive art history study based on the methods of
stylistic and semiotic analysis. These methods were used to study the important features of painting,
its symbolic language and the cultural and historical context of the works. As a result of the semiotic
analysis, a complex system of representations in the artist’s works is revealed, as well as the cultural
and historical significance of symbols, signs, and mythological and folklore motifs in it. As a result
of the research, it was found that B. Tyulkiev’s creative legacy is focused on such topics as human
personality, social status of personality and psycho-emotional states. The artist’s paintings reveal and
describe a unique artistic technique that synthesized surrealism and symbolism. The analysis of the
works revealed their deep philosophical, historical and cultural content. In addition, it was discovered
how the national image was formed in a global context and how the author’s view of life and human
nature was reflected.

Keywords: Bekseit Tulkiev, Kazakh painting, XX century, art, philosophy, symbolism, surrealism,
national image, globalization.

Cite: Ainur Kendzhakulova and Dilyara Sharipova. Creative explorations and Cultural Significance of
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KOBEP KAKAPT-OBbEKT:
HOBOE 3BYYAHHUE
TPAIULIUU B TBOPYECTBE
COBPEMEHHDIX
XY10)KHHUKOB

JKanepke Llaiirososa', Xagumxka Acanosa?

'Kazaxckuii HallMOHa/bHbII 1e/1arornuecKuit yHuBepeurer umenu Adas
(Anmarsl, Kazaxcran)

2AzepbaliykaHCKIil HAllHOHAJIbHBI My3€elt KoBpa

(Baky, Asep6aiikaH)

AHHOTauusa. KoBep HOCUTENSIMU KyNbTYpbl TPAAULLMOHHO BOCMIPUHUMAETCS Kak TEKCT», KOTOPbIM
COLEPXKMT BaXKHYIO MHDOPMaLMIO. DTO CBOMCTBO KOBPA He ucyepnanocb U B XXI Beke. Bo3MOXHO,
MO3TOMY BOCTOYHbI KOBEP BCE Yalle CTAHOBUTCS NPeaMEeTOM TBOPYECKMX U3bICKAaHWUIA COBPEMEHHbIX
XYLOXHUKOB, KOTOPbIE CTPEMATCS BbIPA3UTb €70 3TOC B COBEPLUEHHO HOBbIX MMOCTACAX. ITOT MPOLECcC
CBO€06Pa3HO NPOSBASETCS B TBOPYECTBE KA3aXCKMX U a3epbanaKaHCKMX XYLOXHMKOB. HacToswwas
CTaTbsl CTABUT CBOEMN L€/1bi0 CPABHUTENbHBIA M CEMAHTUKO-CEMUOTUYECKMUIA aHaIM3 TBOPYECTBa
COBPEMEHHbIX XyLOXHUKOB KazaxctaHa u AsepbaikaHa B KOHTEKCTE M3y4aeMOoM nNpobiemMaTmku.

B dokyce nccnenoBaHMs TBOPYECTBO TaKMX Ka3axCKUX XYLOXKHMKOB, Kak Annbai banaHoBs, Acenb
Cabblp>kaHKbI3bl M [ynHasbiM OMMUpP3aK, @ TaKXKe M3BECTHbIX a3epbanaKaHCKMX XYLOXKHMUKOB:

Apuda lyceitHoBa, Paunra Axmenosa 1 ®apuaa Pacynosa. B uccnenoBaHum Takxke MCNOb30BaHbI
obLeHay4YHble Memoodsl HabNOAEHNUS, CDaBHEHMS, aHaNM3a U CUMHTe3a. [lyMaeTcs, YTO CMHTE3 NMOAX0A0B
aKTyasleH B UCCIEA0BAHUM COBPEMEHHOTO BMU3YaNbHOMO UCKYCCTBA. TEPMUH KKOBEP» B AAHHOM CTaTbe
Mbl UCMOJIb3YEM B LUMPOKOM CMbIC/IE, KaK 0600LLEHHOE MOHATHE, BKIKOYatOLee B ceba nspenus,
BbIMOJIHEHHbIE B PA3HbIX TEKCTUIbHBIX TEXHUKAX: BOPCOBOE, 6€3BOPCOBOE, BbILUMBKU-MAHHO U
NpOU3BeLEHNI UCKYCCTBA, TaK UM MHAYe, MCMOJb3YHOLLMX 3/IEMEHTbI KOBPOBbIX TpaauLmid. OCHOBY
HaCTOSALWEro UCCnefo0BaHMs COCTaBUAM MaTepuasbl, COBpaHHble BO BpEMS HayYHOW KOMaHAMPOBKM B
A3zepbanoxaHckuii My3seii koBpa (I. baky) 1 C BbICTaBOK TBOPYECKMX PabOT Ka3aXCKMUX XYA0XHUKOB,
NPOXOAMBLUMX B Pa3HbiX ranepesix KasaxcraHa. Pesyssmamel. AHanu3 GeHoMeHa KoBpa Kak apT-
obbekTa Ha MpMMepe TBOPYECTBA Ka3axCKMX M azepbanayKaHCKMX XYA0XKHMKOB NOKasas, 4To OH
CNocobeH TpaHCAMPOBaTb HOBbIE CMbIC/Ibl U CMOCO6bLI penpe3eHTaLmMmM KyibTypHOM NaMsaTu. B oaHMx



paboTax, KoBep SIBNSIETCS Bblpa3uTeNeM APEBHENLINX apXeTUnoB U Mudonormyecknx obpasos, B
LPYruX - OH BbICTynaeT MeTadopow COLMANbHOrO - CEMbM M 0OLLECTBA B LLE/IOM, @ Takke MeTadopamu,
C OZLHOW CTOPOHbI LEKOHCTPYKLIMM UAEHTUYHOCTH, KYNbTYPbl U NaMSTH, @ C APYroii KOHCTPYMPOBaHUS
HOBOW peanbHOCTU U MPOEKTUPOBaHWS Xenaemoro byayuiero. MccnenoBaHve no3BonseT yryouTbes

B M3y4YaeMyto NpobieMaTuKy, a TakXKe MOHSATb CYLLHOCTb HEKOTOPbIX COBPEMEHHbIX XYA0XECTBEHHbIX
MPOLLECCOB, MPOUCXOASALLMX B THOPKOSA3bIYHbBIX CTPAHAX U BbISIBUTb AaNIbHENLIME NEPCNEeKTUBbI HAYYHOTO

OCMbIC/IEHUA aHaNU3MpPyeMoro Bonpoca.

CraTbs MOArOTOBNAEHA B paMKax npoekta Komuteta Hayku MUHMUCTEPCTBA HAYKM M BbICLIErO
obpazoBaHusa Pecnybnmkun KaszaxcraH MPH AP23488164 «TpafMLMOHHOE M COBPEMEHHOE MCKYCCTBO
KasaxcraHa B poKyce BU3yaNbHbIX MCCEA0BaHWI: MKOHOTpadusi, CEMUOTMKA U OUCKYPC.

Knioyessie cnoea: KoBep, UCKYCCTBO, TOPKCKUI MUP, S3bIK KYbTYPbl, XYA0XECTBEHHbIM TEKCT,

CEMaHTUKa, CEMUOTUKA, BU3YyaJibHAasi KOMMYHUKaLUA

Ana yumuposarus: LLairo3osa, XXaHepke, n Xagnoxe Acafosa. «kKoBep Kak apT-06bekT: HOBOE
3BYy4YaHWe TpaauLMK B TBOPUECTBE COBPEMEHHbIX XYAOXHUKOBY. Central Asian Journal of Art Studies, T. 10,
N2 3,2025, c. 266-286, DOI: 10.47940/cajas.v10i3.1092

Asmopbl npoyumanu u 0006puIU 0KOHYamebHell 8apuUaHm pykonucu u 3aseastom ob omcymcmeauu

KOH@AUKmMa uHmepecos.

BeepeHue

OBPY U LLIMPE KOBPOBBIM H3JICJIHUAM
TIOPKCKHX HAPOIOB MOCBSIIIEHO

OrPOMHO€ KOJIMUECTBO HAYYHOH JINTEPATYPbI
(Kepumos 1983; Taruesa 2008; I'osib
2019; Hapea 2013; Acanosa 2024;
[HIafiirozosa 2025 u mHorue apyrue). B
TPYy/laX yUeHbIX PACCMATPUBAIOTCS CaMble
pa3Hble PaKypchl, Kacaroluecs HCTOPHH,
reHe3uca Tex Wik MHbIX KOBPOBbIX TEXHHUK,
ICTETHKH OPHAMEHTA, CEMAHTHKHU U
CUMBOJIUKH Y30POB; POJIH KOBPOB B 00psiiax
»KM3HEHHOTO LIMKJIA U IPyTHe He MeHee
BaxkKHble BOMpochl. MIx aHanus nospossiet
YTBEPK/IATb, UTO KOBEP C TOUKH 3PEHHS
CEMHOTHKH SIBJISIETCS XY10KECTBEHHBIM
TEKCTOM, B KOTOPOM SIPKO ¥ CaMOOBITHO
MPOSIBJISIIOTCS MHOTHE KOMITOHEHTHI
HalMOHAJILHOTO MHPOBO33peHHst. DTO
NPEIONPEEUII0 ero 0COObIH CTaTyC B
TPAIULMOHHON KYJIbType MHOTHX TIOPKCKHX
HapOJI0B: CHMBOJI JIOCTAaTKa M 6OraTcTBa,
4TO B Ka3aXCKOH KyJIbType BbIpaxKeHO

B KOHIIEITE «KETbI 2KaKChI» (CeMb
COKPOBHIIL), YACTh MPUAAHHOTO, JIEMEHT
MOXOPOHHOTO 06psi/a, a TAKXKe BU3yaJsibHast
MPOEKIUST MUPO3JIAHHSI.

MuTtennekryanbHasi MOTEHIHS
KOBpa He ucuepnana u cerofnsi. Tomy
MpUMEP TBOPUECTBO XYI0KHUKOB,
YbH MPOU3BEJIEHHST CHOBA M CHOBA
pernpe3eHTHPYIOT MPAKTHYECKH
Oe3rpaHM4HbIe €ro BO3MOXKHOCTH B
BbIPayKEHHH HOBBIX CMbIC/I0B. COBpEMEHHbIE
XYIO?KHUKH BHOCSIT CBO€ BHJIEHHE B
OCMBIC/JIEHHE 3TOCA TPAJUIIHOHHOTO
KOBpa, a KyJIbTypOJIOTHYeCKUH 1
MCKYCCTBOBEUECKHUH aHa/IU3 ITOT0
npoliecca npeacTasiaeH B paboTax psija
OTEYECTBEHHBIX U 3apyOeKHbIX YUeHbIX.

D10 uccqegopanue Januuna
OHnypreHKo 0 TBOPUECKOM METOJIe
1 0COOEHHOCTAM MPOHU3BEIEHHUH
MOHTOJILCKOTO Xyl0:KHHKa MyHnxcoéna
Barcyxa, kBasmiduimpyroierocs Ha
CHHTe3€e MPAKTHK TPaTHLMOHHOTO
BOHJIOUHOTO KOBPA U MU(OMOITHUECKOTO
JIMCKypca KoueBoH KyJbTypbl (OHydhpreHKo
2021). Koep Kak HHCTPYMEHT «MSITKOH
CHJIbI» MPEJICTABJIEH B HCCJIEIOBAHUH
Jlronmuaier Tepnosoit (Teprosas 2013).
ABTOp cuMTaeT, YTO MUPOBAs HCTOPHUS
MoJiHa MPUMEPOB YAUBUTEBHOH
YKU3HECTOHUKOCTH TEKCTHJIbHBIX
MPOU3BE/ICHUI aruTallMOHHOTO In3aiiHa,
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TaK KaK HCKOHHO «TKallKue MeTadophbl
MPOHU3bIBAIOT HE TOJILKO Hall 13bIK, HO U
cogHanue» (TepHoasi 74).

HaubGosiee 6JM3KUMHU K TeMaTHKe
HACTOSILLEr0 HCCJIEI0BAHHUS BLICTYAIOT
pa6otbl Cetaanbl Lkasiesoi (2022),
Eckoxunott Jlaypsl u KapraGekosoit
Payman (2025) u EBrenun CaiacTHoBO#M
(2024). CraTbsi Ka3axCTaHCKOTO
nckyccrBoBena Ceeranbl [IkasieBoit
MOCBsILIl€HA aHAJIM3Y TBOPUYECTBA
Anubasi Bananosa, rje yueHblit
XapakTepusyeT TBOPUYECKHE CTPATETHH
XYJI0?KHUKA B KOHTEKCTE ICKOHCTPYKLIMH,
KOHTEKCTYasIbHOCTH, KOHLENTYaJIbHOCTH,
MPOHHU3Ma U HHTEPTEKCTYaJbHOCTH.

B dokyce Eckoxunoti Jlaypbl u
Kapra6ekosoil Paylian TBopuecTBo
COBPEMEHHBIX Ka3aXCKHX Xy/I0?KHUKOB,
rJIe TEKCTHJIb MPOSIBJSETCS KaK CPEICTBO
caMOMJIEHTU(DHUKALMH U BbIpAKEeHHS
9KOJIOTHYECKOT0 CO3HAHHUS.

B pa6ote Esrennu CnactHoBo#
npeacTas/eHa nojadopka Npou3BeeHU
pa3HbIX XYJ102KHUKOB, Ybe TBOPYECTBO
CKOHLIEHTPUPOBAHO HA KOBpax. DTO paboThl
Kpucroda Kunrepa, laBuna @opra,
TBOpueckoro Tanaema Kperira Jlurrana u
basiika Yaiitxena, Pamsana Kana, ba6ak
['onkapa u MHOTHX JIPYTHX Xy[10KHUKOB
C pa3HbIX CTpaH MUpa. AHaIU3UPYsT UX
TBOpYeCKHe paboThl, aBTOP BbIIE/SET
CeMb HamMpaBJeHHH TEXHOJOTHUECKOH
JeKoHCTpyKLMK: «KoBep coxpaHnsieT
M3HauabHEI BH>, «KoBep Kak don/
X0JICT», «[IeKOHCTPyHpOBaHHbII KOBEp >,
«KoBep ¢ uameneHubim y3opom», «Kosep,
COEJIMHEHHBIH C IPYTUM MaTepHaoM»,
«Koep paspesannblit» 1 «Kosep
MOKPbIBAIOLLUI».

B pamkax nepBoro HarnpaBjieHUs
XyJI0?KHUKH COXPaHSIOT U3HAYAJbHBIH BH]L
KOBpa, yCUJIMBast Xy[0:KeCTBEHHbIH 00pa3
MPOU3BEICHUS 3@ CUET JOTOJHSIONINX
snemenToB (Kpuerod Kunrepa
«Hesecomoctb», 2012; JlaBun @opr
«Ocwmbicaenne», 2009 u 1p.). Bropoe
HarpasJieHHe MpeACTaBaeHO paboTaMu
XYJI02KHUKOB, KOTOPbI€ HCIOJIb3YIOT MOJOTHO

KOBpa Kak xoJicT uin hon (Pamasan
Kan «HyBcTBOBAThL CebHs1 Kak jomMa»,
2019; ba6ak INosikap «IIpoctpancTBo
neperosopos Ne 10», 2009-2011 u np.).
B pamkax caenyioniiero HarnpaBjieHHst
XY[O’KHUKH paboTatoT HeMmoCpeaCTBEHHO
C KOBpOM, UameHsist ero gpopmy (Hazrou
Ancapunus «ITounnka koBpa», 2010;
A Yaaban «12 PM Class», 2019 u
«Hembicasiiee 6o/biiHeTBO», 2019).
YeTBepToe HarpaBjieHHe XapaKTepU3yeTcst
«BMeLIaTeJbCTBOM>» XYJI0:KHUKOB B caMy
CTPYKTYPY KOBpa, HCKazKast TPAIULUOHHYIO
opHameHTasbHYI0 chuctemy (Paur Axmen
«Comuenus?», 2020 u «Tpaauiuu B
nukcessix», 2010; Acud Muan «JlepeBHst
kycaet cebs1», 2023; axup 'ekuebar
«bes nazpauusi», 2013 u 1p.). B pamkax
MATOrO HANPaBJEHHUST XY0KHUKH CTPEMSATCS
YCTaHOBUTD JIMAJIOT KOBPA U COBEPILIEHHO
MPOTHBOTOJIOKHBIX €My MaTepHaloB —
6eToH, meTaJn U jip. (Pamasan Kan «Uar
Olma Acisi», 2021; Penara Jlykac «Sin
Titulo», 2010 u jip. ). lllecroe Hanpasaenue
JIEMOHCTPUPYET MPOU3BETEHHS XyT0KHUKOB,
rJie KOBep JeKOHCTPYMPYeTCs MPaKTHYECKH
nosHoctbio (Papxan Motvpu «Jlerarouimi
KoBep», 2007; Pawen Anb Hlatan
«Bxycno», 2015 u 1p.). M, Hakonelr
cellbMOe HamnpaBJieHHe XapaKTepuayeTces
CTpeMJIEHHEM XYI02KHUKOB K CO3IaHHIO
TEKCTYpPbI U3 KOBpA Ha MpeMeTax MyTem
ux nosiHoro nokpoiBanus (Iletp Pefixer
«Kosep-camosier», 1989; J1s66u Jloycon
«[Tepcunckuit menpenb», 2024 u 1p. ).

Kak nokasbiBaeT TBOPUECTBO
0603HaUEHHbBIX Xy/1I0?KHUKOB,
KoBep, o6J1ajiast « CaMoCTOSITe/bHON
XY/107K€CTBEHHOH U KYJIbTYPHO-
MCTOPHUUECKOH CMBICJIOBOH
Harpy»keHHoctbio» (CnactHoBa 142),
6aarofaps «BO3EUCTBHIO» MTPUOOPETAET
HOBbIe KauecTBa. B nccienoBanun EBrennn
C1acTHOBOH LIEHHON NpeJIcTaB/IsieTcs!
MOTbITKA KaaccuUKALMK HATpaBJIeHUH,
uccjenyeMok rinobajnbHON TeMaTUKK
— «KOBep Kak apT-o0bekT». Kak Ham
MPECTaB/SETCSsl, CIUCOK STHX HAMPaBJAEHNH
B Oy/yleM OyeT elle A0MOJMHAThCS.



Orciona, 11e/1b10 HACTOSIIIIETO
UCCJIC/IOBAHUS BBICTYNACT aHAJIN3
TBOPUYECTBA KAa3aXCKUX U azepOaizKaHCKUX
XYJI02KHHKOB B TBOPUECTBE, KOTOPbIX KOBEP
BBICTyIaeT KaK Ba’KHbI HHCTPYMEHT
BbICTPAUBAHUSI XY/10?KECTBEHHOH
KOMMYHHKALIUU ¥ TPAHCJSILIUK KYJbTYPHOM
UIACHTHYHOCTH.

Hexonst U3 1esin onpenesitorest
CJIelylollMe 3a/1auk uceseoBaHust: 1)
paccMOTpeTh TPAJMIIMOHHBIA BOCTOUYHBIH
KOBEp Kak croco® ycTaHoBJIeHHs 0c060T0
BHJIA BU3yaJIbHOH KOMMYHUKAlWH; 2)
NPOBECTH CPABHUTEJILHOE HCCIIEL0BaHHE
TBOPYECTBA Ka3axCKUX U a3epOalzKaHCKHX
XYJI0?KHUKOB, BBISIBUTb MX CEelU(pHIeCKHe
NpUEMbI IIPH CO3AAHUH HOBBIX
Xy[07KeCTBEHHBIX 00pa30B; 3) 06001IHUTh
coOpaHHble MaTepualibl U HAMETHTh
NEePCHNEKTUBbI JAJIbHEULLINX UCCICI0BAHUM
B OCMbICJIEHUH NTPOOJIEMATHKH «KOBEP KaK
COBPEMEHHBIN apT-00beKT».

MeToabl

MeTo0/10THs1 HCCIEI0BAHUS B OCHOBHOM
OpPHEHTHPOBAHA HA CEMUOTHUECKHH,
CTPYKTYPHO-(PYHKLIMOHAJIbHbBIH 1
CPaBHUTEJbHbBII MOAXO/IbI, YTO MO3BOJISIET
paccMoTpeTh peHOMEH KOoBpa Kak
MCTOYHHUK BJOXHOBEHHS U TeHEPUPOBAHUS
HOBBIX CMbICJIOB Ha [IpUMepe TBOpYeCTBa
COBpPEMEeHHbIX XyJ10:)KHUKOB. Kpome Toro,
B MCCJIe/I0BAHUH HCIOJb30BAJIUCh METO/IbI
HaOJIIO/ICHUS], CPABHEHUS, aHAJIM3a U
CHHTE3A.

Jlns1 petenus nepBoi 3anauu
UCC/IeIOBAHUS Mbl OMTUPAJIHCh Ha
CEMHOTHUYECKHH U CTPYKTYpPHO-
(yHKLHOHAJbHBIE TTOAX0/IbI, 0COOEHHO
Hay4Hble [0JI0’KEeHHS], KOTOPblE PACKPbIBAIOT
npoOJeMaTHKy UCCIeI0BaHUI BU3yaJbHON
KyJIbTypbl, peHOMEeHa BU3yaJIbHOCTH H
BU3yaJsIbHbIX KOMMYHHUKALMH. DTO TPY/Ibl
[Opus Jlormana, Cepresi ABanecoBa,
Jmutpusi ApsiotoBa u apyrux. OcobeHHoe
BHUMaHKe oOpallleHO Ha TPY/ibl,
paccMaTpUBalolle OPHAMEHTHKY KOBPOB
1 KOBPOBBIX U3/1eJIUH B KauecTBe CHMBOJIOB

1 3HAKOB Pa3iUYHbIX HH(POPMALMOHHBIX
cucreM. 1o Tpyabl Mabu [Tanarysi,
Muxauna CennBauéna u 1p. Takum
00pas3oMm, B MepBOH YACTH UCCIIE/IOBAHMUS

C MO3ULMH BU3YyaJIbHbIX HCCIEI0BAHNH
(heHOMEH KOBpa paccMaTpUBaeTCs Kak
BaKHbI{ HHCTPYMEHT KOMMYHHKALMH H
TPaHCASUMN KyJbTYPHOH UaeHTHYHOCTH. C
9TOMN TOYKH 3PEHHSI B CTAThE MPUBJIEKAIOTCS
MCCJIeI0BAHUS B 00J1aCTH BU3YaJIbHBIX
KOMMYHHKALMH, paccMaTpUBaeMble

Kak 0OMeH 3HaKOBO-CUMBOJIMYECKON
MH(popMaLKel MoCpesCTBOM 3PUTEIbHO
JIOCTYTIHBIX BU3YaJIbHbIX 00Pa30B.

J171s1 petiieHnst BTopoil 3a1auu B
OCHOBHOM TPUMEHSIJICS CPAaBHUTEJNbHbIN
aHaJ/IM3, a TAKKe METOAMKH CeMHOTHYECKOTO
MoJIX0a, TEOPUH KOMMyHHKaLH. B
pamKax BTOpO# 3aj1au paccMaTpuBaeTces
TBOpUECTBO Xy/10:KHUKOB Kasaxcrana u
AsepGarikata, KOTOpbIE HCTOJIb3YIOT
KOBEp U €ro OpHaMEeHTHKY B KayecTBe
KOMMYHHKATHBHOTO HCTOUHHKA /1151
BBLICTPAUBAHUS IMAJIOra CO 3PUTEJIEM.
CpaBHHUTeJIbHBIN aHAIU3 X TBOpPYECTBA
OMMpaJICst Ha TPY/Ibl HCKYCCTBOBE/IOB,
KyJIbTYpPOJIOTOB U CIeLHANUCTOB B 00J1aCTH
ryMaHUTapHOT0 3HAHHUS, (POKYCHPYIOLILIUXCS
Ha UCCJIEI0BAHUH TIPOU3BECHHS HCKYCCTBA
KaK Xy/102KECTBEHHOI0 TeKCTa. JTO
tpyabl Anekcest [Tototikoro, @apujbl
Mup-barupsane, Haranbu ba6unueoi,
Cgetaianbl [IkisieBo 1 1pyrux.

Ouckyccusa

TpaduyuorHolii Kosep Kak 0cobbLL

8U0 8U3YANbHOU KOMMYHUKAUUU

(k nocmanoske sonpoca). «O6pa3
KoBpa — 3To 0o6pa3 Mupa, U, Hao6opoT,
NPUPOJIA — 3TO OFPOMHbBIA KOBED,

BEUHO pacCTUIAIONINICS TIepe] rJia3zaMu
MyTHUKA>», y1AUHO MOIMEYAOT COCTABUTEIH
KaTaJsiora, NocBsilleHHOTO TBOPUECTBY
Pyeuma Masens (Anunnckas, Hekpacosa
36). [Toaep:kKoit 3TOH MBICJIM CJTy»KAT
ucesenoBanus JImutpusi ApstotoBa mno
aJTalCKOMY PUTyasllbHOMY KOBPY —
LLIMPJIEK B KOHTEKCTE TEOPHH reTepOTONUH
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Muenb @yko (Apsiotos 2013). Yuennii,
aHaJM3UPyst HKOHOTPaUIO ILIUP/EK THIIET,
YTO KOBEP — 3TO 3€pPKaJjio MPUCBOEHHOTO
MPOCTPAHCTBA, BBEJIEHHE CTPYKTYPbI 1
HEKOTOpPOi Hepapxuu B putyaJse (Ap3ioToB
93). To ecTb antatickuii IMpAEK, ITO
OTpakeHHe H1easbHOTO MUpa, MOPsiIKa,
rapMOHHMH, CHMBOJIMYECKOTO yIIPaBJeHHUS
CAKPAJIbHOW TEPPUTOPUEH, TIe KaXK/bIi
3JIEMEHT UTPaeT CBOIO POJIb M HeceT
onpesieIeHHY10 HH(OPMALIHIO.

B nayuHoil iurepatype He pa3
03BYYHMBaJIACh MBICJ/Ib O TOM, UTO
MH(OPMALMOHHbIH KOJI, 3a/10;KEHHBIH B
apredakrax TpaauLIMOHHOTO HCKYCCTBA,
HaxXoJIsICh B PEXKUME < 0XKHMJIaHHsT»
TpaHcaMpyeT cyObeKTy HHpOpMaLHIO uepes
pasHble BU3yasbHble (opmbl (CesriBaues;
[Tanaryra; lairozosa, Haypstaesa,
Hexssinosuu u sipyrue).

Cpenu BayKHEHIINX KOMMYHHKATHBHBIX
KauecTB MPOU3BE/IeHHsI UCKYCCTBA
KaK TeKcTa (B JaHHOM cJydae
KOBpa) CelHaIUCTaMKi OTMeYaeTcst
«COOTBETCTBHE Xy/I02KECTBEHHOTO TEeKCTa
(Mpou3BeieHNs HCKYCCTBA ) IUTEPATYPHOMY
nepBouctounuky» (Kyummup 119).
[lepBOMCTOUHUKOM /151 CO3/IaHHST KOBPOB
B TPAAMLIMOHHBIN Mepro, 6e3yCc/0BHO
SIBJISTIOTCSI TTPEJCTABJEHHS O BCEJIEHHOH,
OKpYzKatollleM MUpe, MU(DOJIOTHS U
(osbKaopHble MOTHBBLL. O6 3TOM JIsITHD
KepumoB nuiier: MOTHBBI M y30PHhl,
KOTOpble ObLIH IPUMEHEHbI B TeX HJH
UHBIX POU3BEJIeHUsIX HeKyceTBa XV -

XVI BB. nosiBUNIHCL HAMHOTO PaHblile,
TO €CTb MOTHUB, TPEXKIE YeM M0MaCThb
B KPYT KOBPOBOT'O OPHAMEHTA, KUBET
B (hoJsibK/IOpe, HAPOJHBIX CKa3Kax U
JIUTEPATYPHbIX MPOU3BEICHHUSIX
(Kepumon 61).

B sTom nyiane npumepamu mMoryT
CJIY2KHTb HEKOTOpPble OpHAMEHTaJbHble
MOTHBBI TIOPKCKOW KOBPOBOH TPaJIUIINH:

B azepOalPKaHCKUX KOBPax BEPHH
rJIaBHbIM MOTHBOM BBICTYNAaeT APaKkoH, a
B HayKe TaKue KOBPbI MPUHATO HA3bIBATh
«JIpakoHOBble». MICTOKM U300paKkeHHust
JipaKoHa Ha KOBPax CrelnanucTbl

CBSAI3bIBAIOT € a3epbOHakizKaHCKUM
CKOTOBOJUECKHM (poJsibkopom Kapabaxa
u ['agzaxa. Bee noJsie koBpa oO6pasyercs ¢
MOMOLLbIO TEOMETPHUECKOT0 J/IeMeHTa

B BUJIE JIATHHCKOH OYKBbI S, KOTOpbIE
BBLICTPAUBAOTCS B MPOCTYIO KOMIIO3ULHIO
B FOPH30HTANLHOM M BEPTHKAJILHOM
HarpaBJeHuH. DTOT 3JEeMEHT Ha3bIBAIOT
«acTaH» W OH NpeJCTaBJsieT coO0H
CTHUJIM30BAHHOE M300payKeHHe APaKOoHa.
[To MHeHHIO CIEMAUCTOB, «acTaH» —
9TO MCKaxKeHHast popma «acrap» UJu
«aykaap», BOCXOAsIAst K TYPELKOMY
«axaap»-1pakoH. CorJlacHO HapoOJHbIM
NpeCcTaBAeHUAM, 1PAKOHbI CHMBOJIU3UPYIOT
BOJIy M IPUHOCST U300UJIME, a TAKXKE KaK
obeper OTNyruBatoT 3J/ble CHJbL. J{pakoH
BOIJIOLIAET B ce0e 3allUTy, a TaKKe
JI0CTaTOK U u3o6une (Anbbom 88).

Ananoruunblii npuMep, CBS3bIBAIOLINN
OpHaMeHTa/bHbI MOTHB C HAPOJAHBIMH
npeacTaBAeHUsIMU U (PONBKIOPOM MOYKHO
HaWTH U B Ka3axXCKoM KyJsbType. B KoBpe,
Ha3bIBAEMOM «ajiai Kijiem» uccjenoBarelb
KOBPOTKAueCTBa Ka3axoB 3anaHoro
Kazaxcrana Puxapn Kapytit (Kapyti)
poroo0GpasHble OpHAMEHTbI C 3A0CTPEHHBIMU
KOHLAMH OTOXKJIECTBJISIET C HAKOHEUHHUKAMU
CTpeJ1, MPUBOJIS HAPOJHbIE TPeJICTaB/IeHHS
00 OTHEHHBIX CTpeJiax (MOJIHUS, FPOMOBbIE
CTpeJibl ), KOTOPbIE SIBJISIIOTCSI TPOJAYKTOM
HeOecHOH OUTBBI aHresa, YIpaBJsoLIero
tydamu 1 yepra (LLlaiirozosa 114).

«BHyTpeHHsIs cusia» xKe KoBpa B 3TOM
npouecce JaBaJja MacTepUILAM MPOLLIOro
6eCKOHEeUHOe MHOYKECTBO BEPCHi
BapbUPOBAHHUS CIOXKETA-MOTHBA, KOTOPOE
He YyTpaTuJIo aktyajbHoCcTH U B XXI Beke,
YTO SPKO M CAMOOBITHO IEMOHCTPUPYET
TBOPUECTBO KA3aXCKUX U a3epOaipKaHCKHX
XYJO?KHUKOB.

Kosep kak apm-o6vexkm:
8bLCMPAUBAHUE HOBBLX CMBLCAOE
8uU3yaroHol KommyHukayuu. s Annbas
DBananoBa TpagHIMOHHbBIA Ka3aXCKUH
TEKCTHJIb y2Ke IJABHO CTajl HCTOUHHKOM
BJIOXHOBEHHSI, @ €0 CTHJIb CHIELHAJIHCThI
NPaBOMEPHO HA3bIBAIOT CHHTE30M
aBaHrapza ¢ dosbkaopom. s nero



KOBep — 3TO (hyHIAMEHT, TOUKA OTMOPHI
1 crnoco® KOMMyHHKALMK C MUPOM, CO
3puresieM. [TokazareibHbl B 9TOM MiaHe
BhicTaBKK «Kouytomme dpecku» (2019)
u «Acrian MeH xep» (2021). Ha neppo#
BbLICTaBKe aBTOp MpeAcTaBu 16 BOHIOUHbBIX
MoJIOTEH — B OCHOBHOM abCTPaKTHBIX
KOMIO3HULMH, BBINOJHEHHBIX B TEXHHKE
pyuHoro BassiHusi. Ha BTopoii BbicTaBke
Ha3BaHHe, KOTOPOU BOCXOMUT K MHUPOBBIM
Hauyasam — HeGy u Semsie Xy10:KHHUK
y2Ke M0KasaJl pacllMpeHHbli pernepTyap
NPOU3BEJIEHNH, TJIe UCTTOJb30BaHbI TKAHbIE
KOBPbI U (pparMeHTbl BILUMTBIX U3[EHH.
Cpenn TpajriHOHHBIX 6€3BOPCOBBIX KOBPOB
XYJIOXKHUK B KaUeCTBe X0JICTa HCTOJb30BaJ,
TaK Ha3blBaeMbli apabbl KijieM, KOBep B
TEXHUKE OpaMa U )parMeHThl BbILLIUTBIX
KOBPOB TYCKHI3.

[TpousBesienne «3abbIThIi TyANAP»
(2021) BrimosiHEHO Ha (OHE YyKe
BETXOr0 OT BpeMeHH apabbl KijeM
(PucyHok 1). DToT KOBep, NepeHsIThIN
OT LeHTPaJIbHOA3UaTCKUX apaboB, craJl
OJIHUM M3 3HAUUMbIX MapKepPOB Ka3axcKou
WIEHTUYHOCTH, CHMBOJIU3UPYS ceMeriHoe
cyactbe. Ha oHe KoBpa XymoxKHHK
AKPUJIOBBIMH KpaCKaMM CBETJIbIX TOHOB B
3arajiio-Ka3axCTaHCKOM CTHJIE HAArPOOHbIX
KaMHel — KyJIbITac H306pa3uil KOHCKUH
ocToB. «To ecTb KOBep BbICTyNaeT
CHMBOJIOM Tlepexo/a U3 puanueckoro Mupa
B orycroponuuii» (Kysemb6aes u ip., 50).

JIBa riiaBHbIX MOTHBA KOBpa —
anabac (necrpasi Bepil1Ha) U epMeKilli
(mayk) caykat (hOHOM CHJTy3THOTO
pUCYHKa, POCBEYMBasi CKBO3b aKpHJI
OHH ellle 6oJibllie YCUIUBAIOT 3(hHeKT
nzoopaxkaemoro. CoeiiHeHHe B OTHOH
paboTe TaKMX KOHCTAHT KaK BETXMH KOBep ¢
MOTHBaMH asabac — CUMBOJ MUPOBOH TOPHI
1 MayK — CHMBOJI CBSI3H MEXKJly MUpaMU
(bacanrosa 2016), a Takxke 3a6bITbIi
HeOeCHbIM CKAKyH B BUJE KyJIIbITACA, C
OJIHOH CTOPOHBI, MOAUEPKUBAIOT JIPAMATH3M
Xy/107K€CTBEHHOTO MOBECTBOBAHMUS, a
C IPyro COeAUHSAIOT BOCAUHO BPeMs
KyJIbTYpBbI, ITpolsioe  Hactosiee. O6
3TOM pabote Annbast bananoBa U3BECTHbIH

Ka3axcTaHCKUH nckyceTBoBe CBeTsaHa
[IkasieBa, npaBOMEpPHO MULLET: ...
nepej HaMu cBoe0OPasHbIid aBTOPCKUH
pPeKBHEM M0 BazKHOMY YYaCTHHKY TIOPKCKOH
MH(OJIOTHH — TYJMapy — KPblIaToOMy
(haHTacTHUECKOMY KOHI0, BOJILLIEOHOMY
CKaKyHy, MOMOLIHUKY IrepoeB CKa30K
U 3110Ca, CJ0XKHUBIINXCS B AaJIeKOH
KoueBHUUecKOH xu3Hu>» ([lknsena 23).

Jpyrasi pabora Anbasi bananosa
«Apxetunsr» (2020) npezacrapasier co6o
ellle OJIMH TBOPYECKUH IKCTIePUMEHT
XYJ02KHUKA C Ka3aXCKUM O€3BOPCOBBIM
koBpoM (Pucynox 2). 3yeck aBTop,
COEJIMHMB aKpHJ U KoBep H306pasui,
BBITSIHYTYIO 110 TOPU3OHTAJHN S-06pasHyio
¢hurypy, B KOTOpyIo BIHCaHbI Ba 00pa3a
— MYKCKOH M XKeHCKHH. DT 00pasbl
CoeJIMHeHbl u3rudatoLeicst JuH1enl B
eauHoe cyuiectBo, Kotopoe C.A. Ilknsiesa
KBaJIU(ULUPYET KaK osuMopdHbIid o6pas
(knsieBa 2022).

B uesom, pa6otsl Anm6ast bananosa

MOXKHO MPUUMCIIUTB K TAKOMY HarpasJieHHIO
Kak «KoBep Kak XoJ1cT/hoH» 1o
knaccudukauuu Esrennn CaacTHoBo#M
(CnacrhoBa).

PucyHok 1. Anu6ai Bananos. 3a6bIThii TyAIAD,
2021. ®ororpacus U3 IHUHOTO apXUBA XYI0KHHUKA

PucyHok 2. Anu6ait bananos. Apxerursi, 2020.
dororpacust U3 JIMUHOTO APXUBA XYL0KHUKA
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KoBep kak cucrema, KyjabTypa, UCTOPHS
BBLICTYAeT B TBOPYECTBE HMEHHUTOIO
azepOailLKaHCKOro Xy10xKH1Ka Apuda
['ycefiHoBa, uTo 0COGEHHO SIPKO MPOSIBUJIOCH
Ha BbICTaBKe «¥Y3eJIKH BpeMeHu» (2025,
AzepOailpkaHCKHl HAlMOHAJIbHBIA My3eil
koBpa). Ha 3Toll BoicTaBKe Xy/10:KHUK
npejacTaBu 24 KOMINO3ULMH, TJle KaxKast
13 HUX JIEMOHCTPUPYET ITarlbl CO3NaHUS
TPaJULIMOHHOTO a3epOakzKaHCKOTro KOBpa
yepes UCTOPHIO OJIHOH CEMbH.

B 3THX KOMIIO3HLMSIX aBTOP, BUPTYO3HO
CO€JIMHSIST TEXHHKH KOBPOBBIX MOTHBOB,
3J1eMEHTbl MUHUATIOPbI U KHUZKHOH
rpaduKi MOBECTBYET O KU3HU OJIHOH
ceMbH ¢ MOMeHTa ee cozzianus. Ha nepsoit
KoMmno3utiuu ( PucyHok 3) apuresib BUAUT
HayaJso HayaJ — BCTpeuy JABYX KOCMHUECKHX
CTHUXHH - IOHOTO MAacTyxa ¥ NpeKpacHou
JIeBYLIKH HCKPEHHSIs1 JII0OOBb, KOTOPbIX B
KOHLE KOHLOB MOPO2K/JaeT BEJMKOJENHbIH
KOBep ¢ BoJieOHOH nTullel Cumypr.

XynoKHUK HA YPOBHE BU3yaslbHbIX
MeTtachop CpaBHUBAET CO3MAHUE CEMbH
C MIPOLLECCOM CO3/IaHHs1 KOBpa, Bellb 00e
KOHCTaHThl — 3TO HJea/bHast MOJIe/b

Pucytnok 3. Apud I'yceiinos. Tale of Two Hearts,
2024-2025. ®ororpadus yKanepke [laiirozopoii

PucyHok 4. Apud I'yceitnos. Cutting the carpet
of the Loom, 2024-2025. ®dotorpadus yKanepke
[lafiro3oBoi

MHUKPOKOCMOCA, KOHIEHTPATOP TPAJULIHK
1 HOCHUTEJIb IyXOBHOCTH ( PrcyHOK 4).
Mo2kHO cKazaTh, UTo JIIst XyJI0:KHHKA
NPUHIKT NOCTPOEHHUST 2KU3HH COOTBETCTBYET
MPUHLIKITY CO3[aHUsT MOJIEJIH KOCMOCa,
HacJe/lyeMOl U repeaBaeMoi B BUJIE
CTEPEOTHIA KU3HEJIEATEIbHOCTH —
CeMelHON TpaulIMi KOBPOTKAUECTRA.
BmecTe ¢ TeM, Xy/10)KeCTBEHHBIN SI3bIK
Apuda I'yceiiHoBa yHHKaJIEH H caMOObITEH
TEM, UTO B [1€PBYIO OYEPEJIb €r0 aBTOPCKAast
rpacuyeckast TeXHUKa OpHEHTHPOBAHA HA
nepejiauy CTPyKTypbl KOBPOBbBIX Y3€JIKOB.
To ectb conepkanue nponusBeieHNH 1
XYJIO>KECTBEHHAs TEXHHKA B TBOpPUECTBE
['yceliHOBa CUHXPOHU3UPYIOTCS U TOMCTHHE
BOTIJIONIAIOT COOOW Y3€JIKH BPEMEHH.
Xy/10’KHUK Ha MTPaKTHKe CMOT IPKO U
caMOOBITHO MOKa3aTh, 4YTO MeTadopa
pa6GoTtaet uepes3 o6pasbi (lonckux 30).
Jlaxe, npu TOM, UTO TBOPUECTBO
['yceliHOBa TPy/IHO OTHECTH K KAKOMY -
Jn6O HATIPABJIEHUIO, BbIIEEHHBIX
ucesieoparesiem CaacTHOBOH KOBEP B €ro



TPOU3BE/IEHUSIX — TJIaBHAs TBOpUECKasi
KOHCTaHTA, M03BOJISIIOLLAs1 BLICTPAUBATh
JIHAJIOT HE TOJIbKO CO 3pUTEJIEM, HO U
BpemeHeM. MimMeHHO ero TBopuecTBO
JIEMOHCTPUPYET 3PUTEJISIM HOBYIO IPaHb
ocMblc/IeHus rpotiecca co3nanust Kospa
WIEHTHIHOMY pozkieHHI0 CeMbH.

KoBep 1 ero stoc «BoJIHyeT» H LEJYIO
TJIesily MOJIOJIBIX XyI02KHUKOB Kazaxcrana
- Acesb CabbIp2kaHKbI3bI U ['yiHA3bIM
Owmupsak, a Takke AzepOaiikatna - Paura
Axmenosa u @apuna Pacysnoa. Acesb
CabbIpKaHKbI3bl (TBOPUECKHI TICEBIOHUM
Accousib) — MoJoziast Xy10XKHH11A, KOTOpast
MCIOJIb3YeT KOBEP B KAUeCTBE X0JICTa,
Co3/1aBast MOPTPEThbl 3HAMEHHUTBIX TIOPKCKHX
JKEeHIUH, cobupaTesibHble 00pasbl 1
MH(OJIOrHYeCKHe TTepPCOHAKH.

B 2023 rony 14 noJsioTeH Xy10:KHHILbI
OblJIM IPECTaBACHbI LIUPOKOH MyOJHKe
B actaHWHCKOM LleHTpe coBpemenHoro
nckycera Kulanshi B pamkax BbicTaBKH
«QAZAQ CONTENT?». I'To paboram,
MpecTaBAeHHbIM Ha 3TOH BbICTABKE
BHJIHO, YTO YISl XY/I02KHHLLbI KOBEP He

Pucynok 5. Acesib CaGbipxaHKbi3bl. JKep-Ana.
2023. ®otorpadus U3 JUUHOr0 apXUBA XyLOKHHULLBI

Pucynok 6. Acesib CaGbipKaHKbI3bl. bonait XaHbIM.
2023. ®otorpadus U3 JUUHOr0 apXUBa XyLOAKHHULbI

npocroe yOpaHCTBO HHTEPbEPa, a 4acThb
HaLMOHAJLHOTIO KOJIa, LeJIbId MUP.

Oco6eHHOCTb TEXHUKH HJIH THTIA
JeKoHCTpyKLUMHU 1o Cy1acTHOBOM (KoBep
KaK x0J1cT/(hoH ), BEIGPAHHOM Xy/l0:KHHLIEH
NpeIyNnpeansIo crelnduKy H306pakaeMoro:
CKBO3b UETKHH peaJIMCTHUHBIN PUCYHOK
00pas3oB NMPOCTYNAlOT 3aMbICJIOBATHIE Y30Pbl
KOBpa, co3naBasi 3pPeKT BO3MyIIHOCTH,
nito3opHocTH ( PrucyHok 5-6). Ha
Pucyhke 5 Ha doHe 3eJ1leHOBATOTO B
ramme KoBpa Accosb M3o6pasua
MHuosorndecknit 06pas YKep-Ana (Matb-
3emJis1) B cakpaJsibHOM JUIsl Ka3axoB
JKEHCKOM TOJIOBHOM y6ope — KUMelIeK C
HanoJIHeHHOH nuaJol B pykax. [TosoTHo
HACbILIEHHO CUMBOJIMUECKUMH 3HAKAMU
— MoJIHast MMaJja — CHMBOJI IOCTATKa,
1300u/INs ¥ OoraTtcTBa; KUMeLleK —
3HAK BBICOKOTO cTaTyca, 60KecTBa, a
pacrycTuBLIHecs: OyTOHbl — 3TO CHMBOJI
TJIOI0POJIUST, CO3PEBAHHUSI.

O6patienue Xyl10KHUKOB TEKCTHIIS
K apXeTHITHYECKUM 00pa3am MozeJiel
TIOPKCKOIO MHPO3JIaHHs1, TAKHX
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kak Muposas ropa, JlpeBo *KU3HH,
JKep-Ana, )Kepy#ibik 1 MHOXKECTBO
JIPYTHX CMEIHAJIUCThI CBS3bIBAIOT C
MPOLIECCOM Mepexo/ia €OT MUYECKOro K
MeTtacusndeckomy>» (Mykano, JlocxkaHos,
CynetimeHoB 74). PucyHok 6 — noptpet
M3BECTHOH UCTOPHUECKOHN JIMUHOCTH
Bonaii xanbim, Kotopast Gblia oJHOM

U3 BJUATE/bHBIX KEHIIUH B UCTOPUH
cpenHeBekoBoro Kasaxcrana. B 1esowm,

B TBOpUeCTBe AcCoJib MOpaXKaeT yMeHHe
aBTOPa TaPMOHMYHO «BIHCATLCS» B CTPOU
KOBpA, UCMOJIb30BATh €ro MOTeHIHA] KaK
XYJI07KECTBEHHOTO TEKCTa IS CO3/IaHUs
HOBOT'0, COBPEMEHHOT0, aKTyaJsIbHOTO.

Pucynok 7. I'ynuassim OMup3aak. «AfJibl Kew».
2022. otorpadus U3 JIMYHOTO apXHBa XYL0KHHILbI

Ele ogHa mosiofast Xy10:KHULA
Kazaxcrana — ['ynnasbim OmMup3sax
paboTaeT B TPAJAUIIMOHHOK Ka3aXxCKOH
BbILUMBAJILHON TexHHKe 6i3 KecTe. B
paccMaTpHUBaeMOM acrekTe MpUuBJeKaeT
pa6ora «Afsibl ketr» (PucyHok 7), rie
XYJI07KHH1A BEJUKOJIENHO 0ObIrpaJa CloxKeT
¢ TpaiuoHHbIM [1-06pasHbIM TYCKHU30M.
Y OCHOBaHUsI H3/1eJIMs OHA NTOMECTHJIA JIBe
Jiexkatiye pUrypbl BAat0OeHHBIX TOJ0BAMU
K JIPYT IPyTy, a cBepXy H3oOpasuia
noJymecsiil. IHTepecHo, Kak Xy10KHH11e
y1aJ0Ch 00bITPaTh POH KAPTHHBI —
TYCKHMH3 C JIByMSI OTPOMHBIMH PO3€TKAMH
pelleHbl B OJIHOH CTHIMCTUYECKOH MaHepe,
a 1o 60KaMm ¢ MOMOLLbIO JIPYTHX Y30pOB
['ynnasbiv HaMeTH 1A 3aHaBec. B otinyue
OT ee Jpyrux pabot, 3Ta KapTHHA pellieHa
B TPAAMLIHOHHO CTMIOKOHHBIX TOHAX, JIUILb
(urypbl BatOGJEHHbBIX M JIyHa NPeICTaB/eHbl
B CBETJI0-0€KeBbIX TOHAX, AKLIEHTUPYS
BHUMaHHE 3pUTEJIS.

B coBcem spyro#i unocracu npejicraer
KOBEp B TBOpPUYECTBE HHTEPECHEHIIero
xynoxkuuka Asepbaiikana @awra Axmena.
WMucrannsiuyio «Kosep 10 (-35)» (Pucynok
8) caMm XyJ10:KHUK Ha3bIBA€T CAMbIM
MacuITabHbIM TIPOEKTOM, TJie, paboTas B
YHHCOH C MacTepaMu OH CMOT TTepeHecTH
Y30pbl KOBpPA B HOBYIO MJIOCKOCTb, J1azKe
MO2KHO CKa3aTh B HOBYIO PEaJIbHOCTb.

Ha KoHeTpyKuMio B BUE TPaHLMOHHOTO
CTaHKa HATSHYTbl HUTH OCHOBBI, C HHXKHEN
YacTH CIJIeTEHO HAavYaJslo KOBpa MoJIOTHO,
KOTOPOT0 CJIOBHO MOCTENEeHHO HCYe3aeT,
OCTaBJIsIsl TOJIBKO 3J1eMEHThI y30poB. To
€CTb KOBEpP PaCcC/auBaETCsl B TPOCTPAHCTBE,
1 3pUTEJIb MOKET BOOUMIO JIMLIE3PETh €ro
OTJIeJIbHbIE 3JIEMEHTbI, MOTHBbI, Y30Pbl.
CaM Xyj10’KHUK 06 HHCTAJJISILIUU TOBOPUT
caenyioliee: pabora 6blaa co3nana noj
BJIMSIHHEM HU3YU€HUs! MJIaHKOBCKOH JUTHHBI.
[TnankoBckas nauna 10 (-35) saBnsercs
MpeesIOM PacCTosIHUS, MEHbLLIE KOTOPOro
CaMH MOHSATHS TPOCTPAHCTBA U JTUHBI
MepecTaroT CyLlecTBOBAaTh. DTa eIMHULA
M3MepEeHHUs HeMOCPEICTBEHHO CBsI3aHa C
MJIAHKOBCKOM 3M0X0H — CaMbIM PAHHUM
OTpe3KoM HcTopuu BeeseHHOH, BpeMeHeM
CTaHOBJIEHUS U BbIOpOCa GOJIbIINX SHEPTUH
(ba6unuena).

Kak n3BecTHO U3 TeOpUH KyJILTYPHOTO
KOJ1a, a 371eCb KoBep — 3T0, 6€3yCJI0BHO
KOJI, TEKCT TpeOyeT AenppoBKH st
noHUMaHus ero cytu. B atoii pabore,

Ha Hau B3rJis, Paury Axmeny ynanoch
NPUOJIU3UTH 3PUTEJISE K TOHHMAHHIO

Pucynok 8. ®aur Axmej. Kosep 10 (-35).
doTorpadust U3 TUUHOrO apXUBA XyL0KHHUKA



BU3YaJIbHOTO KOJ1a a3epOalzkaHCKOTO
KOBpa WJIM TOBOPSI MHAUE, JIATh
BO3MOXKHOCTb M0-HOBOMY ITOCMOTPETH Ha
KOBep KakK cpejloToure TailH BeesieHHOM.
He 3ps cneunanuctsl TBOpUecKre paboTbl
daura Axmesia Ha3bIBAIOT BU3YaAJIbHOM
rOJIOBOJIOMKOH, @ B TEXHOJIOTHYECKOM
MJ1aHe ero MO’KHO OTHECTH K HarpaBJIeHUIO
«JIeKOHCTPYMPOBAHHBIH KOBEP».

Jlpyro#i, He MeHee HU3BECTHbLIN
azepOailLKaHCKUi Xyn0xKHUK Dapuj
PacyJ/10B 1 ero TBOpUY€CTBO NPOHU3AHO
MCKpeHHeH 1060BbIo K KoBpYy. OnuH U3
UHTepecHeHUX poekToB « Thicsua u
OJIHA CKA304Hast KOMHATa» Xy/10:KHUKA
SIBJISIETCS cepuert paboT, MOCBSAIEHHBIX
KOBPOBBIM HHTepbepaM. CBOU pabOThI
XYJI0?KHHUK CO3/Ia€T C MOMOIIbIO LIHPPOBBIX
MHCTPYMEHTOB, MO3BOJISIIONIUX PEasu30BaTh
camble cMeJible W aKTyaJibHble TPOEKTHI.

B pamkax 0603HaueHHOro npoekra
XYJO’KHHUK CO3/1a/1 6oJiee ThICAUYH AU3alHHOB
KOMHAT, COYeTaloLHX He TOJIbKO Y30Pbl
azepOaiLKaHCKOro KOBpa, HO MEPCHICKHE,
KUTaHCKHe, MHIMHCKUE U eBPOIeHCKHe
opHameHThl. B TBopuecTBe Pacysiosa,

Ha MpaKTHKe HAXOASAT MOATBEpPXKIeHHEe
mbican Muxauna CenvBauéna o
KyJIbTYpPOJIOTHYECKOH YHUBEPCATBbHOCTH
OpHaMeHTa, ero BO3MOKHOCTSIX OIMHAKOBO
MOJIHOLLEHHO JIeHCTBOBATD B [M033HH,
My3bIKe, apXUTEKType, OOrOCTyKEHUH U T.JI.
(CennBauén).

[To npuaHaH1io CaMOro Xyl10:KHHKA
B HHTepBblo HaTanbe babuHueBoi
(babunuesa, 2022), on B 3TOM npoeKTe
CTPEMHJICS TPOJEMOHCTPUPOBATD UAJIOT
Boctoka n 3anaza, Beyllero K Co31aHuio
Pasi na Semisie. PaGora «JleB B KoBpoBo#
koMmHaTe» (Pucynok 9) Boinosinena ¢
NpUMEHEHHEM SIPKUX U KOHTPACTHbIX y30pOB
6e3BOPCOBBIX KOBPOB, KOTOPble OYKBAJbHO
3aroJIHUJIN BCe TIPOCTPAHCTBO, CTEHbI,
MOTOJIOK, Me6eJib, MPeIMeThl HHTepbepa u
ocBellleHHs1. B neHTpe koMnosuumu aBTop
MOMECTHJ OEJOCHEKHOTO 11aps 3Beperd —
JIbBA, B30p KOTOPOT0 HarpasJieH Balb.
Kaxercs, uro sieB PacysioBa, cioBHO
COWZIA CO CTAPUHHOTO GaKHHCKOro repba
crepesket/obeperaeT KOBPOBOE L1apCTBO?!

DT0, BO3MOXKHO U BLI3OB
MPEJICTAaBJICHHUSIM O KOBpE KaK
MCKJIIOUHTEIbHO YTHIUTAPHOH Belly. Bejib,
KoBep PacysioBa — 310 nponsBesieHne
APXUTEKTYPbI, CKYJIBITYPbl H TEKCTHIBHOH
YKHUBOITHUCH, T.€. €ro pabOThl MOXKHO CMEJIO
MPUUKMCJIUTD K TAKOMY HarpaBJeHHIO KaK
«KOBEP MOKPbIBAIOILIHI».

Pucynok 9. ®apun Pacysios. JleB B koBpoBoii
komHare. 2022. ®ortorpadusi U3 IHUHOTO apxHUBa
XYMOKHHKA

PesynbraTthl

Kak npencrasseno, B Hce/1e10BaHHM KOBEP
BBICTYNAeT HCTOYHUKOM BILOXHOBEHHUS U
reHepUpPOBaHUST HOBBIX CMbIC/IOB: B OIHHX
paboTax KoBep MOMOraeT OKHUBJISITh
JIpeBHeMLINe apxeTHITbl U MUdoorHyecKre
00pasbl, B IPYTUX MPOLECC €ro CO3IaHns
cpaBHuBaercsi ¢ CeMbel, ero TernJoToi,
YIOTOM U BBICTYNAIOT paBHO3HAYHBIMU
KyJIbTYPHBIMH KOHCTAHTaMH ( COLlHasIbHAS
MeTadopa); B CJEIYIOLINX OH
JIEKOHCTPYMPYETCS, C OIHOM CTOPOHBI,
4TOOBI MOKA3aTh €0 3HAYMMbIE €IMHHILbI

— cakpaJibHble 3HaKH U CHMBOJIbI, TOPOH
Tepsitoldecst B 0011EM MJ1aHe MHOTOLBETHS
KOBPA, a C IPYro# 5TOT IPUEM MOXKET
JIEMOHCTPHUPOBATh IEKOHCTPYKLIMIO
WIEHTUYHOCTH, KyJIbTYpbl, MAMSITH.

To ectb, Beipaxkasich cioBamu Papujibi
Mup-barupaane TpaulMOHHO KOBED
HeceT B cebe onpeieleHHYI0 KOJIUPOBKY,
HEKHUH MOCHIT U3 TTOKOJICHHST B TOKOJICHHE
(Mup-barupaane 106). 9to B noiHON Mepe
MOKa3bIBaeT TBOPUECTBO COBPEMEHHbIX
xynoxkHukoB Kasaxcrana u Azepbafimkana.
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JI1s1 HUX 3TOC TPaJMIIMOHHOTO KOBPA ellle
He McyepriaH, OH U CerofiHsl BbICTYNAET
MCTOUHHKOM BIIOXHOBEHHUSI, CPEJICTBOM
CaMOBbIPaXKEHHUS U crieluUIeCKUM
crnoco6oM KoMMyHHKaluu. MIMeHHo,
nocJsie/iHee /Uil HaC BbICTYMAET IVIaBHbIM,
BeJlb ITPOU3BEIEHHE UCKYCCTBA

€CThb «IpeJMeT», UMEIOLLMH CMbICJ
MCKJIIOUUTEJIBLHO B 110J1e KOMMYHHUKALIUH, TO
€CTh B I0JI€ IMaXPOHHOTO OOIIEHUS aBTOpa
CO 3pUTEJIEM MJIM CHHXPOHHOTO 00LLIEeHHS
3pHUTeJIel Mo MOBOJY ITOTO «IpeMeTa»
(ABanecosn 13).

B pa6oTax aHa/M3npyeMbIX Xy/10:KHHKOB
KOMMYHHKALIMSI BbIPAXKAETCS B CAMbIX
pa3HbIX XyI02KeCTBEHHBIX (hopmMax U
criocob6ax. B onHux caydasix, Xyno:KHUKH
nekonupytot Kosep (Paur Axmen), B
JIPYTHX IEMOHCTPHPYIOT €I0 HCKOHHYIO
nosiuBapuaTHBHOCTH (Annb6aii bananos,
®apup Pacysios, Accosib), a Takke
MCIOJIb3YIOT KOBEP KakK s13blK MeTadophbl
CeMbH, lyXOBHOTO MyTH H pocTta (Apud
['yceiinos, I'ynnaszeim Omupsak). M 3nechb
He UMEIOT 3HaYeHHsl TEXHOJIOTHH HIH
croco6bl CO3/1aHHUs1 XYI02KECTBEHHOTO
Npou3BeieHNs. [JIaBHBIM SIBJISETCS JHIIb
CyTb BH3YyaJIbHOrO COOOLIEHHSI, a €ro
rayOuHa, KaK H3BECTHO He 3aBUCHUT OT
TEXHOJIOTHH U CMIOCOOOB BhIpaXKEHHUS.

Takum o6pasom, Ha Halll B3LJIs]L,
KYJIbTYPHO-KOMMYHUKATHBHbBIH aKT,
BLICTPAUBaEeMbIH XyJ10’KHUKAMH
yepe3 0ObIrPbIBAHHE CIOXKETOB C
TPAIMLIMOHHBIMH KOBPAMH MJIH HX
TpaHcdopMmalnio, NpecTaB/sieT coO0H
MaHHudecTaluIo «OMbiTa KyJbTYPHOH
WIEHTHYHOCTH, KOTOPbIH BO MHOTOM
CB$I3aH C BU3yaJsIbHBIMH CIOCO6AMH €T0
(hopMHpPOBaHUsl, 3aKpeMJeH s U Nepelay,
MHauye roBopsi, OCHOBAH Ha Mpolleccax 1
«MeXaHHW3Max» KyJbTYPHO-CEMHOTHYECKOTO
tpancdepa» (ABanecon 20). To ecThb
CUMBOJIHUECKAs HArPyKEHHOCTb paboT
COBPEMEHHBIX XYJI0?KHUKOB JIOCTHIaeTCsl
3a cyeT aneJiIsiLuK K MPOLLIOMY H KOBEp
31eCh MepeaaeT MOHyMEHTaIbHOCTD 1
HEeCOKPYLLUMMOCTb TPAJMLIMH B IJ1a3ax
3pUTeseH.

OCHOBHbIE MONOXEHUS

TBopuecTBo xynoxkuukoB Kazaxcrana u
Aszepbaiikana, paboTatonX yCJ0BHO
Ha30BeM B JIOHE MPoOJEeMaTHKH «KOBep
KaK apT-00beKT» NPeACTaBJseT cOO0H
JIOCTATOYHO 3aMETHOE KYJIbTYPHOE SIBJICHHE.

Orciona, KoBep MpecTaB/sieTcst
KakK CleLHalbHO OPraHU30BaHHbIH
S13bIK, CJI02KHOCTb CTPYKTYPbl KOTOPOTO
HaXOUTCS B IPSIMO MPOMOPLUOHATBHON
3aBHCUMOCTH OT CJIO?KHOCTH epelaBaeMok
uHpopmatyu (JTorman 290). Umenno
«KOBPOBBII» THIT KOMMYHHKALMH
T103BOJISIJI MacTepaM MPOLLJIOTro M CerojHs
MIOMOraeT COBPEMEHHBIM XyL0?KHHKaM
5 (HeKTUBHO BHICTPAUBATH BU3YyaJbHYIO
KOMMYHHKALMIO, I€MOHCTPUPYS 9BOJIOLIHIO
1 TpaHcopmaluio cmbicaoB. To ecTb
KOBep KaK COBpEMEeHHbIH apT-00bEKT B
TBOpYECTBE Ka3aXCKHX H azepOarizKaHCKUX
XY[I02KHUKOB, B HEKOTOPO#i CTeMeHH,
COOTHOCSICh C TIEPBOUCTOYHUKOM
ABJIACT COOOH MPUMEP HOBOH CHCTEMBI
nepenayu HHGopMaluH, padHooOpa3HbIX
1300pa3nuTesbHbIX COOOILIEHUH U OTKPbIBAET
HOBbI€ TOPU3OHThI JIJ151 UCCEI0BAHMS
HeH3BeJaHHbIX 00J1acTel.

B 370 cBoeoOpa3Hoi BU3yasibHOH
KOMMYHHKALIUU KOBEP HeceT camble
pa3Hoo6pasHble CMbICIbI, OH MOKET ObITh
«paccKa34ukoM>» HCTOPHHU Oe3 CJIOB, K
npuMepy 06J1a/1aTh IPKOBbIPAXKEHHBIM
COLMA/IbHLIM — MeTaopoil ceMelHOH
TPaAULMH, a TaKXKe 001LeCcTBa
B L1eJIOM (MHOXKECTBO HUTEH, y3J/10B,
nepecevenuii ); metadopoi
JIEKOHCTPYKIMH HIEHTHUHOCTH, KYJbTYpHl,
NaMsITH, a TaKxKe HappaTHBHBIM 0O'bEKTOM,
COEJIUHSIOLIUM BOEAMHO TPAULIMH
¥ COBPEMEHHOCTD; CTaTh BLI30BOM
YKOPEHHUBLIMXCS MIPEJICTABJICHHUI O
MUJIOCKOCTH M YTHIIMTAPHOCTH KOBPOB U
T.1. TO €CTb CMBIC/IbI, pernpoayLUpyeMble
COBPEMEHHBIMU XYJI0XKHUKAMH C [TOMOLBIO
Hero camble pasHoo6pastsie. Ho,
00'beIMHSET UX OJIHO — KOBEP JUIsl HUX
CHMBOJI NAM$ITH, HACeIs], MIEHTUYHOCTH,
1 OTHOBPEMEHHO — TBOpYecKast



nsiaTopma /1 MepeoCMbICAEHNS U
06HOBJIEHHST 0003HAYEHHBIX MTOHATHH.
Hrak, cpaBHUTE IbHBIN aHAINU3
TBOPUECTBA KA3aXCKHUX U azepOaiKaHCKUX
XYJIOXKHUKOB T03BOJISIET TOBOPHUTD, UTO
KOBEP U TEKCTHJIb B LIEJIOM «IlepecTaer
ObITb MaTepPHAJIbHLIM CPEJICTBOM
1 CTAHOBUTCSI KOHLENTYa/bHbIM
XYJIO’KECTBEHHBIM si3bIKoM>» ( EckoxuHa,
Kapra6ekosa 234).

3aknwyeHue

KoBep 1 Bce, 4TO ¢ HUM CBSI3aHO, XPAHHUTCS
B T€HETHUECKOH NMaMSTH KyJbTyphbl,
BO3MO2KHO [103TOMY KOBEP KaK apT-00beKT
C epBOro pasa Mno3BoJisieT MOHsTh BCE,
YTO XOTeJ CKa3aTb aBTOP COOOIIEHHSI-
XYJI02KHHK, a TIPH JaJbHEHLIEeM »KeJaHUH
- yratyOUThCS B leTajid. Ec/i UCXOIUTh
M3 MBICJIM O TOM, UTO BU3YyaJbHOE
KOMMYHHKaTHBHOE COOOLIEeHHE, KaK U
Jo60e ipyroe cooblileHne, ABISETCA
NPOJYKTOM KyJIbTYpPbl IAHHOTO COLIMYMa,
TO KOBEp cefyac BbICTylaeT B KauecTBe
OJIHOTO U3 TJIaBHbIX CTUMYJISITOPOB
Pa3BUTHS XyJI02KECTBEHHOTO MTpollecca, Kak
MHHHMYM B JIBYX TIOPKOSI3bIYHBIX CTpaHax
— Kazaxcrane u Azep6aiimkane. Tomy
MOJTBEPKIEHNE TBOPUECTBO 0003HAYEHHBIX
XYJI02KHMKOB M psilia IPyrHX MacTepoB, He
BOLIEAUINX B POKYC HACTOSLIEH CTAThH.
JInuespes, TBOPUECTBO KA3aXCKUX H
azepOal/KaHCKUX Xy[L0XKHHKOB MOKHO
YTBEPKIATh, UTO TPAIULIMOHHbIH KOBEP
Ha CErOJHSILIHNN JIeHb CTaJ OJIHUM U3
MHTEPECHEHILIUX apT-00bEKTOB, KOTOPbIH
OTJIMYAETCS KAKTHBHOH U TOHKOH
IMOLMOHAJILHON N306pa3UTENbHOM
COCTaBJISIONILEN, BbI3bIBAIOIIIEH K
nuasiory 3puredist» (Anydpuesa 343) u, B
TBOPYECTBE XY/I0?KHUKOB <HOBOH BOJIHBI»
3MaTa’KHOCTb U BLICTABOYHOCTb 3TOrO apT-
00'bEKTa CTAHOBUTCS IJIABEHCTBYIONIEH.
Taknm o6pasom, npeacTaB/ieHHbIE B
CTaThe MPOU3BEJICHHUST CBUIETEbCTBYET
0 TOM, UTO KOBep He TepsieT CBOeH
aKTyaJIbHOCTH M ceroHsi. B ero
M3HAUAILHO,/HCKOHHOM (DYHKLIMH TTIOMHMO

MPOYMX CBOKCTB B HEM Obl/IH 3aJ102KeHbI
1 PYHKUMH KOMMYHHKALIMH, KOTOpbIE
TPaHCAMPOBAJH CTPOEHHE MUPO3/IAHUS U
MHPOIPEICTaBIEHHSI CBOUX co3zlaTeel,
HeCJIM U HHYIO BaXKHY10 HH(OPMALIHKIO.

CpaBHuTe/IbHOE HCCTen0BaHKe
TBOpYECTBA Ka3axCKHUX U azepOaiKaHCKUX
XYL02KHHKOB 110Ka3aJ10, YTO KOBEpP Kak
00'beKT TBOPUECKHX U3bICKAHHUT ellle
He McyepraJj CBOUX PeCypCcoB U, laxe
y2Ke CTaHOBHTCSI HEKOH niiaTopMoi,
MO3BOJISIIONEN Peasu30BaTh CaMble CMeJible
Xy[07KeCTBEHHbIe 06pasbl U yCTAaHOBUTh
HOBble KOMMYHHKaLIMK cO 3puTesem. [1pu
9TOM, y azepOal/PKaHCKUX XyJI0?KHUKOB,
Mbl BUIUM TPOJIOJIZKEHHE BaXKHOTO
HarpasJeHHs1 TPAJAUIIHOHHOTO KOBPOBOTO
MCKycCTBa, oTMeueHHoro eule P. Tarnesoit
00 U3HAYaNbHOH BBICOKOH CTEIMEHH
BAPUATHBHOCTH < TBOPUECKON TPAHCJISLIMU
KaHOHHYeCKHX 00pa3oB» U CTPEMJICHHEM
0TOOPA3UThL «aOCTPAKTHYIO UICIO», a He
croxkeT Kak TakoBoil (Taruesa 1328).

B To ke BpeMms1, KazaxcKue Xy/l10:KHUKH B
paboTe ¢ KOBPOM CTPEMSITCS HCI0JIb30BATh
€ro Kak ¢oH, CJIOBHO, MepenuchiBas
MCTOPHIO TPAMLIMOHHOTO KOBPOBOI'O
MCKYCCTBA Ha HOBbIH J1ajl. B 3TOM, MBI
BUJIUM MPUHIUITHAJIBHOE OTJIHUME MEXKTY
Ka3axCKUMH U azepOaiuKkaHCKUMH
XY02KHUKAMH.

B uesnom, cpemu crerpduueckux
NpHeMoB paboTbl ¢ KOBPaMH (MJIM THIIOB
TeXHOJIOTUYECKOH IEKOHCTPYKLIHH 110
CJy1acTHOBOH ) B HACTOSILIIEN CTAThE HA
npUMepe KazaxcKux U azepOaiizKaHCKUX
XYJIO?KHHKOB HanboJiee 4acTo BCTPeYaloTes
caetylolme: «Kopep Kak on/xoJct,
«JIeKOHCTPYMPOBAHHBIN KOBEP», a TaKxKe
«KOBep NOKpbIBaOUIMH». BodamoxkKHO,
XYJIO?KHUKH 000HX cTpaH OJIM3KH K
BbIpaGOTKE HOBOTO «KOBPOBOTO SI3bIKA»,
U3JIPEBJIE CIYKHUBIIIETO « UIHCTPYMEHTOM
nepeaayn 3HaHUsl, CO3aHHOTO
KOJIIEKTUBHBIM CO3HAHUEM COLMyMa »
(Hanmaur, bakuposa 519).

O60611as1, npejcTaB/eHHble MaTepUaJbl
OTMETHM, 4YTO B KauecTBe MepCreKTHB
JaIbHENIINX UCCEI0BAHUN BICTYNAIOT
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BOIPOCHI 60J1ee IyOOKOro M AeTaJIbHOTO
aHaJIn3a CofiepaKaTeJIbHbIX aCleKTOB
TBOPYECTBA LIJIOTO PsIJIa XY/LO?KHUKOB U3
pa3HbIX CTPaH MUpa, KJIACCH(HUIIUPOBAThH
UX TEMATHKY, a TaKxKe paccMOTPeThb
crienrduuecKre nprueMbl TBOPUECKHUX
9KCIEPUMEHTOB U MMOUCKOB.
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KOBEP KAK APT-OBbEKT: HOBOE 3BYYAHWUE TPAOULUNN B TBOPYECTBE COBPEMEHHbIX XYOOXHWNKOB

Llajiire3osa YKanepke', Acagosa Xaaumka?

'AGait arbinnarsl Kasak Yartsik [leparornkasnsik Yuusepenreti (Anmatel, Kazakcran)
*AzipGaiikaH yarTeik Kisem mypazkaiisl (Baky, O3ipbaiixkaH)

KIJIEM ©HEP HbICAHbI PETIHOE: 3SAMAHAYU CYPETLWUIJIEPAIH
LWbIFAPMALUBIIBbIFbIHAAFBI ASCTYPAIH XXAHA YHI

Anparna. Kinem MageHUeT nenepi TapanblHaH eXenaeH A9CTYpAi TYPAe MaHbI3Abl akNnapaTTbl KAMTUTbIH
«MB3TiH» peTiHae KabbinaaHFaH. KinemHin 6yn kacueti XXI Facbipaa Aa yMbITbUIFaH oK. COHAbIKTaH Aa
6onap, WbIFbIC KiNEMi 3iHiH, 3TMKACbIH XaHa KeWinTe KkepceTyre yMTbINATbIH 3aMaHaymM CypeTLWinepaiH,
LbFapMaLLbUIbIK i34eHIC HbiCaHbIHA aviHanbin 6apaabl. byn yaepic Kasak xaHe a3ipbaiixaH
CypeTLinepiHiH, WhliFapMallblibiFbiHAA epeKLle KepiHeai. byn Makanaaa 3epTTenin oTbipFaH Macenenep
KoHTekcTiHAe Ka3akcTaH MeH O3ipbaiikaHHbIH, Ka3ipri 3aMaHfbl CypeTLiNepiHiH, WhiFapManapbiHa
CaNbICTbIPMasbl XX8HE CEMAHTMKANbIK-CEMUOTUKANbIK Tanaay xacay Makcams! KoMblnaabl. 3epTTeyaiH,
e3eri — onibai banaHos, ocen CabbipxkaHKpI3bl XaHe [ynHa3bIM ©Mip3ak CbIHAbI Ka3ak, CypeTWinepiHiH,
CoHAan-ak a3ipbaixaHHbiH, 6enrini cypeTwinepi: Apud lyceitHos, @aur AxmMenoB xaHe Dapug,
PacynoBTbiH, TybIHAbINAPbI 6onanbl. 3epTTeyAe Xanmbl FblNbIMU BaKpbinay, CanbICTbIpy, TaNAAY KSHE CUHTE3
adicmepi pe konpaHbinanbl. Kasipri 3amaHfbl BU3yanmbl eHEPAi 3epTTeyae TaCiNAepaiH, CUHTE3IH KonAaHy
e3ekTi 6onbin Tabbnaapl. byn Makanaaa «Kinem» TEpMUHIH KeH MaFblHaAa, SpTYP/li TOKbIMA TEXHUKAChIH
KONAaHa OTbIpbIN XKacanFaH OyMbiMaapAbl — TYKTi, TYKCi3, KeCTeni naHHoNap XaHe Kinem A3CTYPiHiH,
3MIEMEHTTEPIH KOMAAHATbIH OHEP TYbIHAbINAPbIH KAMTUTbIH XannbliamMa YFbIM PeTiHAe KapacTbipaMbi3.
Byn 3eptTeyaiH HerisiH O3ipbaiikaH Kinem mMypaxaribiHa (baky K.) FbinbiMK ic-canap 6apbicbiHAA

xoaHe Ka3aKCTaHHbIH, 9pTypAi ranepesnapbiHaa 6TKeH Ka3akCTaHAbIK CypeTWiNepAiH, WhliFapMaLlbiibIK,
XKYMbICTapbIHbIH, KEPMeNepiHeH Xu1HanFaH Matepuangap Kypanabl. Homusenep. Kasak >xaHe a3ipbaiixaH
CypeTLLiNepPiHiH, WblFapMaLLbI/bIFbl MbICANbIHAA KineM GEHOMEHIH apT-00beKT peTiHAe Tanaay, OHbIH,
M3EHM XaATbl penpe3eHTUMSNayAbIH XaHa MaHAEPI MeH TacinaepiH TpaHcaaumuanayra KabinerTi ekeHiH
kepceTTi. Keibip woirapManapna Kinem keHe apxetuntep MeH MUGONOrnanbik 6enHenepait, KkepiHici
6onca, 6ackanapbiHAa O N1eyMETTiK — 0T6achkl MeH Xanmnbl KoFaM YLiH MeTadopa, COHbIMEH KaTap, 6ip
XaFblHaH, 6OIMbICTbI, MOAEHMET NEH XAATbl AEKOHCTPYKLMANAY YLUiH, EKiHLII XKaFbIHAH, XXaHa LWbIHABIKTbI
KYpy YLWiH MeTadopa peTiHAe SpeKeT eTefi. 3epTTey KapacTblpbin OTbIpFAaH MACeNeHi TepeHipek
3eppaeneyre, COHAAN-ak, OyriHri TaHAa TYpKiTinaec engepae 60nbin XaTkaH Kernbip 3aMaHaymn kepkemaik
YAepiCTepAiH MBHIH TYCiHYre XaHe TanAaHbIM OTbIpFaH MACENEHI FbINIbIMU TYPFbIAAH TYCIHYAIH OAaH api
naibiMaay 6onalarbiH aHbIKTayFa MyMKiHAiK 6epeai.

Makana KasakctaH Pecnybnukachl FoiibiM xaHe oFapbl 6ifiM MUHUCTPAIr FblIbIM KOMUTETIHIH,
KCH AP23488164 «Ka3akCTaHHbIH, A3CTYpAi XXaHe 3aMaHayu eHepi BU3yanapl 3epTTeynep HasapbiHAA:
MKOHOrpadus, CEMMOTUKA KIHE AMCKYPC» XK0DBaChl asgCbiHAA faNbIHAANFAH.

Tyiiin ce30ep: KineMm, eHep, TYPKi an1eMi, M3AEeHUET TiNli, KEpKEM MITiH, CEMaHTMKA, CEMUOTHKA,
BM3YyanAbl KaTblHAC.

Aoaiiekce3 ywiH: XXaHepke, LLlalire3oBa xaHe AcagoBa Xaaumxa. «Kinem eHep HbiCaHbl peTiHAE:
3aMaHayM CypeTLinepin, WhiFapMallbliblFbIHAAFbI ASCTYPAIH XaHa YHi». Central Asian Journal of Art
Studies, 1. 10, N23, 2025, 266-286 6., DOI: 10.47940/cajas.v10i3.1092

Asmopnap KommazbaHblH COHFbI HYCKACbIH OKbIN, MAKY10a0bl ¥aHe Mydoesep Kalilblblfbl JOK
ekeHOieiH Manimoelioi.
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THE CARPET AS AN ART OBJECT: ANEW INTERPRETATION OF TRADITION IN THE WORK OF
CONTEMPORARY ARTISTS

Abstract. Carpets have long been perceived by culture bearers as a ‘text’ containing important
information. This property of carpets has not been exhausted even in the 21st century. Perhaps this

is why traditional oriental carpets are increasingly becoming the subject of creative exploration

by contemporary artists who seek to express their ethos in new forms. This process is uniquely
manifested in the work of Kazakh and Azerbaijani artists. This article aims to provide a comparative
and semantic-semiotic analysis of the work of contemporary artists from Kazakhstan and Azerbaijan

in the context of the subject under study. The study focuses on the works of Kazakh artists such as
Alibay Bapanov, Asel Sabyrzhangyzy, and Gulnazym Omirzak, as well as well-known Azerbaijani artists:
Arif Huseynov, Faiga Akhmedova, and Farida Rasulova. The study also uses general scientific methods
of observation, comparison, analysis, and synthesis. It seems that such a synthesis of approaches is
relevant in the study of contemporary visual art. In this article, we use the term “carpet” in a broad
sense, as a generalised concept that includes products made using various textile techniques: pile,
non-pile, embroidered panels and works of art that, in one way or another, use elements of carpet
traditions. The research results in the representation of the carpet as a modern art object capable

of transmitting new meanings. In some works the carpet is an expression of ancient archetypes and
mythological images, in others it is a metaphor of the social - family and society as a whole, as well as
metaphors of deconstruction of identity, culture and memory on the one hand, and construction of a
new reality on the other. The research allows us to go deeper into the problematic under study, as well
as to understand the essence of some contemporary artistic processes taking place in Turkic-speaking
countries today and to identify further prospects for scientific understanding of the analysed issue.
This study is based on materials collected during a research trip to the Azerbaijan Carpet Museum
(Baku) and from exhibitions of works by Kazakh artists held in various galleries in Kazakhstan.

The article was prepared as part of the project of the Science Committee of the Ministry of Science
and Higher Education of the Republic of Kazakhstan IRN AP23488164 “Traditional and Contemporary
Art of Kazakhstan in the Focus of Visual Studies: Iconography, Semiotics and Discourse”.

Keywords: carpet, art, Turkic world, language of culture, artistic text, semantics, semiotics, visual
communication

Cite: Shaygozova, Zhanerke, and Asadova Khadija.“The carpet as an art object: a new interpretation
of tradition in the work of contemporary artists.” Central Asian Journal of Art Studies, Vol. 10, No.3, 2025,
pp. 266-286, DOI: 10.47940/cajas.v10i3.1092
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OT UAEU KAJITOPUTMY:
JEMATEPHUAJIN3SALIUS

B KOHLUEIITYAJIbHOM U
HAPPOBOM UCKYCCTBE

Mapsbsina Aitnaposa', Canrynb Kap:kaybaesa®

12Kagaxckasi HalloHasbHast akajaemus uekycers umMenn Temupoeka yKyprenosa
(Anmarsl, Kazaxcran)

AHHOTauus. B ctatbe paccmMatpuBaetcs GeHOMeH AeMaTepuanu3aumm XyAoXKeCTBEHHOr0 06beKkTa Kak
KJIOYEBOM MPUHLMM KOHLLENTYasIbHOro MCKYCCTBA M Ero pa3BUTHUE B KOHTEKCTE LM(MPOBbIX MPaKTUK
COBpEeMeHHOro nckyccrtBa KasaxcraHa. AKTyanbHOCTb MCCiefoBaHus 00ycnoBneHa BO3pacTatoLLen
pOJbio LIUGDPOBLIX TEXHOMOTMIA B XYA0XECTBEHHOM MPOLLECCce, KOTOPblE MEHSIOT NPeaCcTaBNeHNE

0 MaTepuasnbHOCTH, aBTOPCTBE U BOCMPUSTUM Npom3BeLeHuid. HayuHas npobnema 3aknouaetcs

B HE0OXOAMMOCTU OCMbICNIEHMS TOTO, KaKMM 06pa3oM AeMaTepuanvsaums, bepyLias UCTOKK B
KOHL,enTyan1M3Me BTOPOW NOMOBUHbI XX BeKa, TpaHChOPMUPYETCS B YCIOBUSX LMPPOBOWM KyNbTypbl 1
HaxoauT HoBble (OPMbI B XYLOXKECTBEHHOM NpaKTUKe. Llenb uccnenoBaHus — BbISBUTb Crieuuduky 1
(hopMbl NPOSIBNEHMS leMaTEPUANM3ALIUM B COBPEMEHHOM Ka3aXCTaHCKOM MCKYCCTBE. 3aauu BK/IHOYAOT
QHaIM3 UCTOPUYECKMX MPEAOCHIIOK KOHLENTYann3Ma, UCCIeA0BaHUE BAUSHUS LMDPOBbIX TEXHONOTMIA
Ha XYLOXECTBEHHbI 0ObEKT, @ TAKXKE BbISIBIEHWME 0CODEHHOCTEN NMPUMEHEHMS LEMATEPUANU3ALIUN

B MyJIbTUMEOUMHbIX MHCTANNAUMIX, reHepaTuBHOM uckyccTee, VR/AR-npoektax u NFT. Metogonorus
uccnenoBaHus 6asvMpyeTcs Ha COYETaHWM UCTOPUKO-aHAIMTUYECKOTO U CPAaBHUTENIbHOTO METOAOB, a
TakXKe MeXAMCLMMNIMHAPHOIO NMOAX0AA, BK/TKYAOLWLEro akTOPHO-CETEBYHO TEOPUH, PUIOCODUID TEXHUKM
n Meamadunocodmto. 3T METOLbl NO3BOAUAM NPOCIEANUTb IBONIOLMIO (DEHOMEHA AeMaTepuanmsaLmm u
BbISIBUTb €0 COBPEMEHHbIE MPOsBIEHUS. Pe3ynbTaThl aHaM3a NOKa3bIBAKOT, YTO B MCKyccTBe KasaxcTaHa
[leMaTepuanv3aLms 3aKpeniseTcs Kak yCTonuMBas TEHAEHLMS, BbIpaXKatoLLasncs B MEPEHOCE aKLEHTaA C
MaTepuanbHOro 06beKTa Ha MPOLECC, aNrOpUTM U B3aUMOoLEeNCTBUE. XYL 0XKECTBEHHOE NPOU3BEAEHME
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NpencTaeT Kak cucTeMa AN, LMGPOBLIX KOJOB M CETEBbIX CBA3EM, BOBEKAIOLLAS 3pUTENS B aKTUBHOE
Co-TBOpYecTBO. CieNaHHbIe BbIBOAbI MOAYEPKMBALOT, YTO LEMATEPUANU3ALMSA OTKPbIBAET HOBbIE MOLENM
aBTOPCTBA M BOCNPUATUS, DOPMUPYET MHYI0 «HALAMUPHYH PEANIbHOCTb» M CMOCOBCTBYET PACLUMPEHMIO
KY/IbTYPHOTO BO3L4,EMCTBMSA MCKYCCTBA. MpaKTUYeckas 3HaYMMOCTb MCCIEL0BaHUS 3aK/04aEeTCa B
BO3MOXXHOCTM NMPUMEHEHMS MONYYEHHbIX PE3YNLTATOB B TEOPUM U KPUTUKE MCKYCCTBA, 06pa30oBaTebHOwM
LLeATeNbHOCTH, @ TaKKe B Pa3BUTUM MEXKYILTYPHOTO AManora, YTo NpeacTaBasieT MHTepeC Ais

MEeX/yHapOo4HOro Hay4Horo coobuiecTsa.

Knroueenie cnoea: [lematepvanusaums, KOHLENTyaNbHOE UCKYCCTBO, LMMPOBOE MCKYCCTBO,
NFT, reHepatnBHoe uckyccTBo, VR/AR-MHCTanNSLMK, anropuTMMYECcKoe aBTOPCTBO, My/IbTUMEAMA,

coBpeMeHHoe 1cKyccTBo KasaxcraHa.

Ana yumuposarus: AipapoBa, MapbsHa, 1 Canrynb Kapskaybaesa. «OT ngeu K anroputmy:
[emMatepuanunsauma B KOHLENTyanbHOM v undpoBom uckycctae». Central Asian Journal of Art Studies, .10,
Ne3,2025, c. 287-304, DOI1:10.47940/cajas.v10i3.1107

Asmopsl npo4umanu u 0006puu 0KOHYAMENbHbILU 8aPUAHM PYKONUCU U 3a88/150m 06 omcymcmeauu

KOH@AUKmMa uHmepecos.

BBepeHue

ﬂeMaTepHaﬂmauHH o603HavaeT

Mpolece yTpaThl MepBOCTENEHHOTO
3HAUEHHSI MAaTEPHATIBLHOTO HOCHTEJIS
MPOU3BEJIEHHST UCKYCCTBA U CMEIlIEHHUST
aKIEHTa Ha ero KOHLENTyasbHOe
coliepKaHue, UIEI0 U OTIBIT BOCTIPUSATHS.
[Tpo6JsiemaTriky TepMHHA BIIepBbIe
3aTPOHYyJ1a KypaTop U apT-KpUTHK Jl1ocu
Jlunnapa. Bes cyTb nonsitust orBevaer
Ha BOIPOC He YTO H306parKeHo, a uTo
gagymano? [losyyaercst lemarepuanusaiius
cMellaeT akLeHT ¢ Belly Ha WIEIo, C
3CTETHKH Ha 3HaYeHHe, ¢ 0CsI3ausl Ha
MBILIJIEHHE U T.JI. DTOT MOMEHT, KOI/Ia,
MCKYCCTBO, KOTOPOE He 06513aTeIbHO
JIOJKHO ObITh BUIMMO HJIH 0CSI3aEMO, HO
00s13aTeJIbHO I0JIXKHO MBICJTUTLCS. AHHA
CranucnapopHa lllyBanoBa oTmeuaet, 4To
MHHHMaJIM3M, CTaJj Jiyist JIunmnap/ i MHOTHX
XYJIOXKHUKOB ME€PEX0JIOM K KOHIIENTya u3My
(43).

CerojiHsi 0cO6€HHO BaXKHO TOBOPUTD O
JleMaTepuaM3alMi UCKYCCTBA, TTOCKOJIbKY

yeJIoBEeYeCTBO pacroJaraeT rio6ajibHbIM
TEXHOJIOTMYECKUM HHCTPYMEHTAPHSIM,
paaMKaJbHO H3MEHUBILUM CIOCOOBI
XYJI02KE€CTBEHHOTO BbICKA3bIBAHHSI.
[{ndpoBble Menua He TOJIBKO
TpaHchOpMUPOBaJIH TPAULIMOHHbIE
Xy[07KeCTBEHHbIE (POPMbI, HO M OTKPBIIH
BO3MOXKHOCTb MPUHIIUTIHAJILHO HOBbIX
NpaKTHK, r1e GruanyecKoe BomJouleH1e
yCTyrnaeT MecTo ujiee, Koy, ajJropuTmy
WJIK B3auMoJieficTBHI0. B 3TOM

KOHTEKCTE MOHSTHE ieMaTe prHaJ/u3aluu
OKAasbIBaeTCsl HE TOJIbKO XapaKTePUCTHKOM
XYJI02KECTBEHHBIX MPOLIECCOB

BTOPO# NoJioBUHbI XX BeKa, HO U
MpeIBOCXUIIIEHUEM U(PPOBOTO HCKYCCTBA
(Puc.1).

KysibTypa noc/ieiHux 1ecsaTuieThi
pa3BHUBAETCS B YCJOBHSIX CTPEMUTEJIBHOTO
nporpecca UHPPOBbIX TEXHONOTHH.

CeTb, aNropuT™bl, 60JblINE JAHHbIE,
BUPTYyaJIbHAs1 U JIONOJIHEHHAS PeasIbHOCTH
CTAHOBATCS He MPOCTO POHOM, HO H
AKTHUBHOW CPENION Xy[I02KECTBEHHOTO
BbICKa3biBaHUsl. COBpeMEHHO€E UCKYCCTBO



Puc 1. 9Bosonus nemarepuaamusaiimu:
oT KoHlenTya uama 1960-x rogos uepes
KoMIbloTepHoe nekyeeTBo 1970-x 10 iugppoBbIX
npaktuk 2020-X rooB.

BBIXOJIUT 32 MPeJIesibl MaCTePCKON,
X0JICTa U rajiepefHHoro npocTpaHCTBa,
npuobpeTast pacrnpeaeéHHble, CeTeBble U
MHTEPAKTHBHbIE (POPMBI.

SIsnenust NFT, renepatunoro
apra, MCKyCCTBEHHOTO HHTEJJIEKTa
1 MeTaBCeJIeHHBIX IEMOHCTPHUPYIOT,
YTO MPOU3BEJIEHHE HCKYCCTBA MOXKET
CyLIEeCTBOBATH B (hopme Kozia, 1IH(pOBOK
MHTEPAKLMH WJIH 1a2Ke KaK YHCThIH KOHLENT
6e3 BU3yaJsIbHOTO BoriolleHus1. Takas
TpaHcopMalys CTaBUT MO/ COMHEHHE
MPUBbIYHBIE KATETOPUH €OOBEKT >,

KaBTOP», «KBOCIHPUATHE>» U KTTOAJHUHHOCTbL>».

Wnest nematepuanusalnm B 5ToM
KOHTEKCTEe CTAHOBHTCS KJIIOUOM K
MOHUMAHHIO PUPOJIbI COBPEMEHHOTO
nckycera. OHa 1o3BoJIsieT He TOJIbKO
ONHUCHIBATH HOBbIE Xy/102KECTBEHHbIE
(opmatbl, HO U KPUTHUECKH OCMbICJIHBATh
KyJIbTypHbIE C/IBUTH, BbI3BAHHbIE
uucposusaiymen. Linpposbie
TEXHOJIOTHH YCTPAHSIIOT HEOOXOAUMOCTh
MaTepHabHOTO HOCUTEJIS, 1e/1al0T
BO3MOXKHBIM 6€CKOHEUHOe KOITMPOBaHHE U
MoiM(HKALINIO TPOU3BEICHHUH, CTaBAT 110]1
BOMPOC TPAULHOHHbBIE PECTABICHHS O
MOAJIHHHOCTH U aBTOopcTBe. Co BpeMeHeM
JleMarepuasu3aliist yrpaunBaeT craTyc
MCKJIIOYEHHS M YTBEPXKAALTCS KaK
YCTOSIBLLIMICS BEKTOP Pa3BUTHSI HCKYCCTBA:
Xy/102KECTBEHHOE BbICKA3bIBaHHE
OCMBICJISIETCS] HE KaK MaTepHasibHasi Belllb,
a Kak 1pollecc, CTPyKTypa Ui aJirOPUTM,
pPasBePTLIBAIOLIMHCA B HEMATEpHaNTbHON
MJIOCKOCTH.

Tewm cambIM Bo3HHKaeT HEOOXOAUMOCTb
nepecMoTpa He TOJbKO TEOPETHUECKHUX
OCHOBAHWH 9CTETHKH, HO U PUIOCODCKUX
KaTeropuu BocrnpusaTusi. B nannow
cTatbe OyJeT pacCMOTPEHO, KAKUM
006pa3oM MoHsTHE JieMaTepruau3alnm
CroCOOCTBYET HHTEPIPETALMH UCKYCCTBA
LM POBOH 3M0XH, KaAKHE (hOPMbI OHO
NPUHAMAET CErOIHs U KaKHe KyJbTypHbIE,
MHCTUTYLMOHA/IbHBIE H OHTOJIOTHYECKHE
MOCJIEACTBUA HECET.

B stux ycnoBusx grematepuanusanms
nepecTaér BOCIPUHUMATBLCS KaK
MCKJIIoUeHHe U Bcé GoJiee TPOsIBISETCS
KaK YCTOHYMBAs TEHIEHLHSI: HCKYCCTBO
MBICJIUTCS HE CTOJILKO KaK 0ObEKT,
CKOJIbKO KaK CHCTeMa, MPOILIeCC U JIOTHKA,
pa3BopauMBalolMecs B HeMaTepHaabHOH
cpenie. OnHako, npexie yeM roBOPUTh O
1M POBOM HCKYCCTBE, CTOMT BCIIOMHHUTh
MCTOKH CaMOM HJIEH JleMaTe prHasu3allni,
BIEepBbIe IPKO 3asiBUBILIEH 0 cebe B paMKax
KOHLIENTYya/M3Ma BTOPOH MoJIoBUHbI XX
BeKa.

Cpe BbIIAIOIIMXCS MAaCTEPOB
KoH1enTyamama — Jlkosed Koy,

B Kasiiin, Po6ept Payuien6epr,

Mosed Boiic, ITbepo Manazouu, Xprero
SIBameB, Mapuna A6pamosuy, JIsmben
Xéper, Ait Baiiai, Miabs KaGakos.
(«Konuenryanuam». Hekyccmso
xydoaxcecmserHo2o acecma). JIast aTux
XYZO?KHUKOB OTIPEIEJISIOIINM CTaHOBHJICS
OTKa3 OT MPUOPUTETA MATEPHAIBHOH
(hOpMBI B 110JIb3Y HJIEH U XYL0KECTBEHHOTO
x)ecra. Tak, pa6ora Kouyra « Odun

u mpu cmyaa» (1965), Batovatoias
tororpacuio crysa, puanuecKuii

00BEKT U €ro CJIOBAPHOE OIpejiesieHHe,
BOIJIOLIAET CyTh KOHLENTYaJbHOTO CABUTA:
NPOU3BEEHHE 3aKII0UAETCS HE B MPEJIMETE,
a B MbILIJIEHHH, KOTOPO€E OH TIPOBOLUPYET.
Kaxk nucas Cout JleButT: « 1151 Kaska0ro
NPOU3BENEHHS HCKYCCTBA, CTABLLIETO
MaTepHabHbIM, CYLLIECTBYET MHOXKECTBO
HeMaTepHaJibHbIX BapHallui». JTa MbIC/b
BbIpaxaeT (pyHiaMeHTa bHbIH MPUHIIAT
KOHLIENTYaJIbHOrO UCKYCCTBA, B KOTOPOM
Ujies He TOJIbKO MPeJIeCTBYeT 0OBEKTY,
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HO M MOTEHIUAIbHO MPEBOCXOUT €T0,
OTKpbIBast MoJie Jyisi HeMaTepHalibHbIX hopm
v Bapuauui (LeWitt).

McKyceTBO MbICJIMTCS He Kak 00BEKT,
a Kak cucTema, npouece M JIoruka,
pasBopauMBalollecs B HeMaTepHaabHOM
cpezie. OHaKO UCTOKM MOJO0OHOTO MOX0/1A
MO2KHO MPOCJIEIUTh ellé B KOHLIeNTYyalu3Me
BTOPO¥ MoJioBUHBI XX BeKa, KOTOPbIH
3aJ103KHJT OCHOBBI aJITOPUTMHYECKOTO
1 MpoLeCcCyabHOrO MbILLJIEHHS B
uckycctBe. Kak ormeuaet JI.H. TypJiton,
conoctaJisisi TBopuectBo Codia JleBurra
C KOMIbIOTEPHBIMH 9KCIIEPUMEHTAMU
Maiikna Hosa u Maundpena Mopa,
KOMTIbIOTEPHOE HCKYCCTBO BO MHOTOM
HacJ/eayeT MeTOL0JIOTHIO KOHLIeNTyau3ma:
311€Ch TaKXKe KJII0YEBbIM CTAHOBUTCS
aJITOPUTM, TIJIaH, HHCTPYKIHS KaK
cTpykTypa npousseienust (Typaon).
BoJiee Toro, B KOMIBIOTEPHOM HCKYCCTBE
JleMaTeprau3aLus nposiiasieTcess HauboJee
OUEBHJIHO: XY/I02KECTBEHHbIH 0OEKT
CyLIECTBYET He B YHUKAJILHOU BelllH, a
B [1pOrpaMme, MaTeMaTHYeCKOH MOJIeJH
WJIM BUPTYaJbHOU BU3yanu3allu. B sTom
CMBICJIE KOMTBIOTEPHOE HCKYCCTBO MOXKHO
paccmaTprBaTh Kak MpsiMoe MpoJloJiKeHHe
KOHILENTYaJIbHOT0, HO YCHJIEHHOE
MOTEHIMAIOM 1M POBBIX TEXHOJIOTHH,
KOTOpbI€ MO3BOJISIIOT HE POCTO
(bUKCHPOBATb W10, HO U TPOrPAMMHPOBAThH
e¢ OecKoHeyHble Bapualuu. FimenHo
M103TOMY COBPEMEeHHbIE UCCJ/Ie10BaTe/H
BCE yallle roBOPSIT O HEO-KOHLENTyalu3Me
1M POBOH 3MOXH, TJIE IeMaTe pruaJn3alius
CTAHOBHUTCSI HOPMOI, a Xy/l0:KeCTBEHHas!
LIEHHOCTb MepeMeliaercsi B 00J1aCTh HIEH,
aJropuTMa v rpotecca.

CeropiHsi Mbl HabJIOJIAEM CJIEIYIOLLYIO
thazy — uudponoe uckycerso 2020-
X TOJIOB, TJIe IeMaTepHaIu3alys
JIOCTUTaeT MnpeesibHON BbIpaXKEHHOCTH.
®opmarsl Bpone NFT, renepatusHoro
MCKYCCTBa, HEHPOCETEBOIO TBOPUYECTBA,
KBagurosiorpauyeckue KapTHHbl,
cosannbie TexHoJsorueit Nanomedia, XR-
MHCTAJUISILMHA U MeTaBCeJIeHHbIX OTKPbIBAIOT
HOBbIE FTOPU30HTbI HE TOJIBKO 111

XYJIOXKECTBEHHOM POPMBI, HO U JIJIS TOHSITHI
ABTOPCTBA, MNOAJIMHHOCTH, COOCTBEHHOCTH.
[IpousBesieHHe MOXKET CyLILECTBOBATh

KaK YHUKAJIbHbIK TOKEH B OJIOKUeiHe,

KaK CreHepHpOBaHHbIH HCKYCCTBEHHbBIM
MHTEJIJIEKTOM 00pa3 UK Kak neppopmanc
B JIOTIOJIHEHHOH peasIbHOCTH, HCUe3atoLHi
1ocJie OJIHOro MoKasa. B 5ToM KoHTekcTe
MyTh OT KOHIIENTYa/bHOTO HeKyceTBa XX
BEKa uepe3 KOMITbIOTePHbIE MPAKTUKH
1960—70-x k uucppoomy uckycerBy XXI
BEKa MOKHO paccMaTpHUBaTh He TOJIbKO KaK
MCTOPHIO TEXHOJIOTHYECKUX HOBLUECTB, HO 1
KakK MocTerneHHyto TpaHcdopmaluio cratyca
MCKYyCCTBA.

BosamoxkHo, nematepuausatius,
KOTOpasl paHee BOCIPUHUMAJIACh Kak
XYJI07KeCTBEHHbIH 2KeCT, B LU(POBYIO
310Xy CTAHOBHUTCSI CKOpee YCJI0BHEM
cylecTBOBaHUs HeKyceTBa. OcobeHHO
3TO 3aMETHO B [IPAKTHKE HEHPOCETEBOro
TBOPYECTBA, /1€ [IPOU3BEICHHE YaCTO
CyLLECTBYeT KakK IpoLecc, aIropuT™ HJH
OecKoHeuHO BapbUpyeMblil peadysibTaT. B
3TOMH cTaTbe NPeJoaraeTces pacCMOTPeTh,
KaK MOHSITHE JleMaTepHau3alliil MOXKeT
MOMOUb ONUCATh MOJ0OHbIE SIBJIEHUS H
NPOSICHUTD KYJIbTYpPHbIE H TEOPETHUECKHE
C/IBUTH, CBsI3aHHbIE C LIM(POBU3aLME]
MCKYyCCTBA.

MeToabl

Metonosoruueckasi ocHoBa paGoThl
OMMpaeTcsi Ha coyeTaHue HCTOPHUKO-
AHAJIMTHYECKOTr0, CPABHUTEJILHOTO

1 MEXKIHMCLUMIITIMHAPHOTO MOJXO0B.
HcTopuko-ananutuieckuii MeTos
M03BOJISIET MPOCJEUTD IBOJIOLHIO

WAeH AeMaTeprualu3aluy oT
konuentyanuama 1960—1970-x ronos

K poBbIM npakThkam XXI Beka.
CpaBHHTEeJLHBIN MOXO/L UCMOJb3YeTCs

JUIS1 BBISIBJICHHUST CXOJICTB M pa3JyiMinii

MeKJly KOHLENTyaJsbHbIM HCKYCCTBOM H
COBpEeMEHHbIMU LM POBBLIMU hopmamu
(NFT, renepatuBHoe HcKyccTBO, XR-
MHCTAJISILMHK 1 1p. ). MexkancumnnanHapHbli
aHaJjiu3 ornupaercst Ha HUJI0CODHUIO TEXHHUKH,
KYJIbTYPOJIOTHIO U TEOPHIO MeJna.



Oco6oe 3HaueHHE UMEET MPUMEHEHHE
akTopHo-ceTeBol Teopuu (ANT),
paspabotanHoil bpyHo Jlatypom,
Muesiem Kammonom u Jzxkonom Jlo. ANT
npernosaraeT 0Tka3 oT TPaAULIHOHHON
JIUXOTOMHH «CyOBEKT—00BEKT» U
paccmaTpuBaeT NPOU3BEEHHE HCKYCCTBA
KaK ceTb, B KOTOPOH paBHONpPaBHbIMU
YU4aCTHUKAMH BBICTYNAIOT XYI0XKHHK,
nporpamMMHoe obGecrieyeHue, aaropuTm,
NFT-kouTtpakr, 6/10KUedH-CeTh,
M0JIb30BaTe/b U HHCTUTYLIHOHAJIbHAS
cpena (Epodeena). B sToit nepcnexktrse
JleMaTepranu3alys npeacraeT He Kak
yTpara MaTepuasbHON POPMBbI, a Kak
nepepacrnpesiesieHlie OHTOJIOTHYECKOTO
cTaTtyca MCKYCCTBA B reTepOreHHOH cucTeme
AKTOPOB.

Kpowme Toro, ucesienoBanue onupaercs
Ha COBpeMeHHble LIUPPOBbIE HHCTPYMEHTHI
aHaJsin3a nNpou3dBejileHui neKycerna. Tak,
TEXHOJIOTHUS 4aT-00T UCMOJb3YeTCsl WISl
AHAJIUTHKH, MOIEPKKH M0Jb30BaTEIs]

1 Co3laHust 06111ero MHPOPMAIMOHHOTO
npoctpanerBa; VR 1 AR TexHosiorHn
MPUMEHSIIOTCS /1151 U3YUEHHUST U
MHTEPTIpEeTalUN XyI102KECTBEHHBIX

00 BEKTOB; OJIOKYEHH - TEXHOJIOTHH
NPEJACTABJSIOT COO0H CPEACTBO HAKOIJIEHHS
MH(OPMALIMOHHBIX PECYPCOB M KOHTPOJIST UX
tesioctHocTH (Poibacosa u 1p.).

TeopeTnueckasi pamka ucee0BaHus
JIOTIONHSIETCST PUIIOCOMCKUMH KOHIETIUSIMH
Mapruna Xaiinerrepa, Banbtepa
Benbsimuna u Kana boppuiisipa. Xaiinerrep
B paboTe «BbITHE W BpemMsi» OMUCHIBAET
tenomennl Gerede (6ontoBHH ) U Neugier
(11060TBITCTBA ) KAK MPOSIBJACHUS
HeayTeHTHYHOTO CyIIIeCTBOBAHUS B
YCJIOBUSX TEXHH3UPOBAHHON CPeJibl,

YTO MO3BOJISIET MHTEPTIPETHPOBATD

1M POBYIO KyJIbTYpY KaK MPOCTPAHCTBO
noBepxHocTHOro BosJeueHus (Llypkan).
Benbsamun B s3cce «IIpoussenenue
MCKYCCTBA B 310Xy €r0 TEXHUUECKOM
BOCIPOU3BOUMOCTH» (DUKCHPYET
yTpaTy «aypbl» B yCJOBHUSX MACCOBOTO
BOCIPOU3BOJICTBA, YTO CErO/IHSI HAXOAUT
MPOJIOJIZKEHHE B TUPAXKHUPYEMOCTH

1M POBbIX 00pPA30B U UAEHTHYHOCTEH.
Bonpwuiisip, aHanusupys Joruky
CUMYJISIKPOB, MOAUEPKHBAET CMellleHHe
aKLEHTa OT pernpe3eHTalll K CHMYJISILNY,
rie 06pa3 CTaHOBUTCSI aBTOHOMHBIM IO
OTHOLLUEHHIO K peanbHocTH ( benbsimun;
Bonpuiisip).

Kak oTmeuaeT amepukaHcKuil
apT-KPUTHK, HCTOPUK UCKYCCTBA
Crlozanna XajicoH, CTaTyc KapTHHbI B
COBPEMEHHOM HCKYCCTBE OIpe/IesIseTcst
He TOJIbKO €€ MaTepHabHON (POPMOH,

HO M MHCTUTYLMOHAJbHBIM KOHTEKCTOM
JIEMOHCTpPALIUK. DTa MbIC/Ib MEPEKIMKAETCS
¢ (heHOMEHOM JileMaTepUaJu3aliuu, Korjia
pellaluiuM CTAHOBUTCS He 0O'bEKT, a HHAasl,
«3a npejiesiaMi» BHELIHUX 00CTOSITENbCTB
peasibHOCTb U CHUCTEMa OTHOLLIEHHH, B
KOTOPYIO OHa BKJIouéHa (XazacoH).

Takum o6pazom, MeTo0I0THS
MCCJIeI0BAHUSI CTPOUTCSI HA CHHTe3e
IMITUPUIECKOTO aHAJN3a Xy/10?KECTBEHHbIX
MpaKTHK, IPUMEHEHHs IM(POBBIX
MHCTPYMEHTOB H (PHUI0CODCKO-
TEOPETHYECKOT0 OCMbIC/IEHHS
JleMaTepuanu3alyi. JTo Mo3BoJseT
paccmaTpuBaTh COBpeMeHHOe 1IHppoBOe
MCKYCCTBO HE TOJIbKO KaK pe3yJ/ibTaT
TEXHOJIOTUYEeCKHX MHHOBALMI, HO H KaK
nposiBjeHHe ryOGOKUX OHTOJOTHUECKUX 1
STIUCTEMOJIOTHYECKUX CIBUTOB.

Ovckyceusa

[TonsTHe nematepuanu3aumi, BliepBblie
4YETKO apTUKYJIMPOBAHHOE B KOHTEKCTE
KOHLIENTyaJIbHOTIO0 UCKYCCTBa, B
1MdPOoBYI0 310Xy 06peTaeT HOBYIO
0CTpOTYy M 001IHpHOCTh. Ecan B XX Beke
OTKa3 OT (PU3HYeCKOro o0beKTa Oblil
OCO3HAHHOM 3CTETHUECKOH CTpaTeruen,
HarpapJeHHON Ha NlepeorpeieieHre
TpaHuL, XyJ102KECTBEHHOI0, TO CEerO/IHS
JlemMarepuanu3aliisi CTaHOBUTCS MOUTH
Hen36eKHbIM CJIE/ICTBUEM CAMOT0
ycTpoiieTBa LM poBoli cpeibl. MekyeetBo
nepectaéT ObITh 0ObEKTOM U BCE ualle
(hYHKIIHOHHUPYET KakK CTPYKTypa, CUCTEMA,
aJITOPUTM, B3aUMOJICHCTBHE.
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[{ndpoBoe nckyceTBO ceroaHs
HEBO3MOXKHO MOHATb, ONUPAsICh
MCKJIIOUUTEJILHO Ha KATeropuu
KJ1accuueckoi scteThku. OHo Godiblie
He TpeOyeT MaTepHalbHOIO HOCUTEJIS], He
npernosaraeT eIMHCTBEHHOTO aBTOpa U
He OPUEHTHPOBAHO HA KOHEUHYIO (hopMy.
Bwmecto 3T0r0 0HO 06MTaeT B IPOCTPAHCTBE
OTHOLLIEHHH, OTOKOB U HHPPACTPYKTYP,
rjie uiest, aJropuT™M U BOCHPHUSITHE
OKa3bIBalOTCS BaxKHee, yeM 00pas v Belllb.

[TepBas Ta6/uia NOKa3bIBAET
OCHOBHbI€ PA3JHUHS MEXJTY TPAULMOHHBIM
MarepuaJsibHbIM HCKYCCTBOM U
COBpEeMEHHBbIMU LIUPPOBBIMU (POPMaMH,
BKJItOUast UX popMmy, aBTOPCTBO M CI10COObI
BOCHPUATHS. DTH PasJIMusi OTParKatoT
CIIBUT OT (hU3UYECKOH YCTONYHBOCTH
K UHT€PAKTHBHON U CETEBOH MPUPOJIE
MPPOBOro HCKyCCTBRA.

Bropasi Tabsmia 1eMOHCTPUPYET,

KaK pa3Hble JUCLHUIJIMHBI TOMOTaloT
OCMBICJIMTD leMaTtepuausatuio. Ona
NOUEPKUBAET MEXKIUCIUIIHHAPHOCTh
noaxoaa, o6bearHss usocoduio,
Menuaduaocoduio, MCUXOJ0THIO,
COLIMOJIOTHIO, MTPABO U TEXHOJIOTHH.

[ToMHMO 5THX aHAJIMTHUYECKHUX aClEKTOB,
1H(POBOE UCKYCCTBO MOPOKAAET
THUECKHE U PUI0CODCKHE BOTIPOCHI,
0COOEHHO B KOHTEKCTE HOBBIX TEXHOJIOTHH,
takux kak Al, 6iokueiin 1 VR/AR. Ouu

Tadaumna 1.

CTaBSIT M10J] COMHEHHE TPAJULIHOHHbIE
TIOHSITHS] aBTOPCTBA, COOCTBEHHOCTH
1 JIOCTYITHOCTH MpOoMU3BeleHHH. B
YACTHOCTH, BO3HHKAET IU/IEMMA: KTO
SIBJISIETCS] ABTOPOM MPOU3BEJICHMUS] -
4eJIOBEK, CO3/IaBLINI aJrOPUTM, HJIH
cama MallKHa, reHepupyoLias paboty?
MaccoBoe THpaxKupoBaHHe LU(PPOBBIX
00bekToB, NFT n kommepumanusanus
LM POBOro HCKYCCTBA MOHUMAIOT
BOMPOCHI 0 NPUOPUTETE (PUHAHCOBOH
BBITO/1bl HAJL XY/102KECTBEHHON LIEHHOCTbIO
1 0 BO3JICHCTBUH HA OKPY2KAIOLLLYIO Cpey.
Kpowme Toro, Bbicokue 3atpaThbl Ha VR-
000py/l0BaHHE U CJIOKHOCTb CO3/IaHUs
MMMEPCHBHOIO HCKYCCTBA OTPAHUYMBAIOT
y4acTHe MeHee 00eCleuyeHHbIX aBTOPOB U
ayJIMTOPHH, cO31aBast LIM(PPOBOH pa3pbIB.
B BUpTyaJ/IbHBIX U IOMOJHEHHBIX Cpejlax
pa3MbIBAeTCs FPAHULLA MEXKTY XY0KHUKOM
1 3pUTEJIEM: 10J1b30BATEJN MOTYT U3MEHATh
1 B3aUMOJICHCTBOBATL C POU3BEICHHEM,
(opmupyst HOBbIE (POPMBI CO-TBOPUECTBA
(Wei).

Takum o6paszom, 1emarepuasnusalius
B LM(POBOI 3110Xe — 3TO He
MPOCTO SCTeTHUYECKas CTpaTerus, a
(byH1aMeHTalIbHOE H3MEHEHHE TIPUPO/Ib
CcyllecTBOBaHHUs HcKyceTBa. OHO
CTAHOBUTCS pacIpeie/IEHHBbIM, CETEBbIM,
MHTEPAKTHBHBIM U MIPOLLECCYalbHbIM,
4TOo TpeOyeT KOMIIJIEKCHOTO

CpaBHEHI/le XAPAKTEPHCTHK MATEePHAJIBHOTO H JIEMATEPHAJTH30BAHHOIO HCRYCCTBA

HapaMeTp MartepHaabHOe HCKYCCTBO ITudrposoe/ 1eMaTEPHATHIOBAHHOE
HCKYCCTBO
CDopMa DHZHYECKHI OOBEKT (XONCT, HemareprallbHbIe HOCHTEIIH: KO,
CKY/TBITYpA) H300paKeHie, AITOPHTM
v KOJ'IJ'ICK'IHBHOE, ANMropHTMVIHYECKOE, JaCcTO —
ABTOpCTBO I/IH,Z[I/IBI/II[ya.HbeIH aBTOpP AIMBITOS

Mecto CYIMCCTROBAHITL

Tanepes, myzei, yacTHas

Iudporasd cpexa, cers, Grokueits,
MeTaBceleHHas

Bocnpusatie CoseplaHHe, BU3yalbHbIH OIBIT HHrepaKTHRHOCTE, YUACTHE,
HaBHI'allHA
[ oM IMHHOCTD OpHriHan, NoAMNch, 0ObeKT | ToKeH, cepTHQMEAT, ITHpPOBOH ¢rex

CrabuibHOCTE (hOPMBI

VYerolunBag

H3meHurpas, 0CHOBIIEEMas,
reHepaTHBHASL




Tabaura 2.

Memncunn.ﬂmlapnme HOAXOAbI K eMaTepHAJH3allHl HCKYCCTBa

Jacnunamaa

ACIIeKT aHATIH3A

KmoueBble moRATHSI

Ounocodus uekyceTsa

OHTONOTHS XyJ0KeCTBEHHOTO 00LeKTa,
3CTeTHYeCKasd TpaHC(hOpMAIlHs

I[eMaTepr[aJmmuHﬂ,
[IOCTOOBEKTHOE, 3CTETHKA HAEH

Mennadunocodus

HcKyCcCTBO KaK MOTOK JAHHBIX,
CHTHAOB

Kom, nHpOpMaIHs, cers,
BHPTYalbHOCTh

Ieuxonorust BOCITpHUATHA

3MeHeHHe KOTHUTHBHOI'O OIBITA
SPHTENA

BrumaHue, B3aHMOIeHCTRHE,
HMMEPCHBHOCTD

Corronorus

Pone HHCTHTYTOR, fi€ cTAGHIH3AHA
KYJIBTYPHEIX HOPM

HucTHTYIHOHAIIbHAS KPHTHEA,
ceTeBoe coodIecTBo

HpaBo H DKOHOMHKa

Bonpockl coGcTBEHHOCTH H aBTOPCTBA B
nuppoBroi cpene

NFT, minensus, KOIHpyeMOocTh,
OnokueiiH

HekyccTBeHHBIH
HUHTEIIEKT

MEXKAUCLUHUIIJIMHAPHOI'O aHaJ/ln3a U
9THYECKOI'O OCMbBICJICHHUS.

PesynbTathl

CoBpemenHoe HckyceTBo Kazaxcrana
XapakTepuadyeTcst CHHTETHYECKOM
MPUPOJION U AKTHBHBIM UCIOJb30BAHUEM
myJsbTuMenra. bopuc I'pofic otmeuaer, uto
HOBble POPMbI HCKYCCTBA, 00BEAUHSIOLIHE
BHE0, KOMIbIOTEP, oTOrpaduio U TeKCT,
TM03BOJISIIOT CO3/1aBaTh IPOU3BE/ICHHS,
BO3JIEHCTBYIOLIME OIHOBPEMEHHO Ha
3peHue, CJyX, NamMsiTh U 3HAHHUS, YTO JeJaeT
MyJBTHMEIMHHOE HCKYCCTBO OCOOEHHO
aKTyaJlbHbIM B KOHTEKCTE 3KCIIEPUMEHTOB
¢ bopmoii u cosiepkannem (Pesnukosa).
ITH 0COOEHHOCTH CO3aI0T MJIaThOPMy st
peasin3alyy KOHLENTyalbHbIX M LIHPPOBBIX
MPOEKTOB, Tie (hopma U cosiepKaHue
B3aHMOJICHCTBYIOT KaK €JIMHOE 11eJ10€,
OTKpbIBasi IPOCTPAHCTBO JI/1s1 MHHOBALMI
1 9KCTePUMEHTAJIbHBIX Xy/102KECTBEHHbIX
npakTk (Pesnukosa).

Ha stom done cranoButest
0COOEHHO MoKazaTeJibHbIM MpoeKT Katn
HIkonbHuk « Manudect o BpemeHn»
(FocynapcTBeHHBIH My3el HCKYCCTB
PK um. A6blixana Kacreesa, 2025).
DTa MHHOBALMOHHAS SKCMO3HIIHS
— UMMepCHBHAasl MyJIbTUMeIHIHAs
MHCTAJIILKSA — Pa3BOpauuBaeTcs B

ANTOPUTMEI KaK CYOBEKThI
TBOPYECTBA

['emeparma, ofyuenne,
KO-aBTOPCTBO

JIBYX B3aUMOCBSI3aHHbIX YACTSIX: BUIEO-
nepcopMaHc aBTOPCKOTO MPOYTEHHS
«Manudecra o Bpemenn» u 3D Buaeo-apr,
COMPOBOXKJIAEMbIH 3JIEKTPOAKYCTHUECKOH
cpesloi. 3puTedib MorpyKaercs B
YHUKAJIbHbIHA Xy[I02KECTBEHHBIH OIIbIT, [11e
dopma U conepkaHre B3aUMOCBSI3aHbl,
CO3/1aBasl LIeJIOCTHOE BOCIIPUSITHE.
Mucrannsiuys opraHiuyHo 0ObeuHsIeT
BH3yaJsibHble, 3BYKOBbIE U 1IU(POBbIE
3JIEMEHTbI, OIHUMast 3HAUMMble BOMPOCHI
BpPEeMEHH, 4eJIOBEUECKOr0 BHUMAHHUS U
BJMSIHUSI BUPTyasibHOH cpefipl. PabGoTa He
TOJIBKO HCIOJb3YeT LH(POBbIE TEXHONOTHH
KaK HHCTPYMEHT, HO H KPUTHUECKH
OCMBICJISIET UX, BOBJIEKAS ayJIUTOPUIO B
pa3MblLLJIEHHS] O COBPEMEHHOM MHUPE.
Taxkum 06pazom, 3puteJib He POCTO
HabJIIo1aeT, a B3aUMOJICHCTBYET C
MPOU3BE/ICHUEM, BOCIIPUHUMAST €10 Kak
UEJIbHBIH OTBIT, [ KaX/IbIH 9J€MEHT
MOJJIEP2KUBACT U YCHJIUBAET UIEH
aBTopa» («Dbyner oTkpbITa MMMepcHBHAs
MyJibTUMeIMHHast nHeTassiius Katu
[konbuuk « Manudect o Bpemenu»).

B sTOoM KoHTeKCTe npuMeyaTesbHa
Takeke BoicraBka Beponuku Tpuiunnoi
«91 CMOTpIO B OKHO U BH2KY MOpE>»
(FocynaperBennbifi My3eit HekyceTB PK
M. A6blixana Kacreesa, 2021 r.) pamkax
nporpammbl Umit Llentpa coBpemenHofi
KysabTypbl «LlesMHHbINA» npencTaBser
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CcO00O0H HMMEPCHUBHBIA MYJIbTUMEIHIHBIN
MPOEKT, IJle BUEO, LH(POBbIE KOJIaxKH

1 3BYK CO3/IAI0T €[IUHOE BOCIIPUSITHE.
DKCMO3UILHS PA3BOPAUMBALTCS KaK
MyTeleCTBHE M0 CloppeauCTHYECKOMY
MOPCKOMY FOpOJLy, HCCJIETysl TEMb MaMSITH,
TesiecHOCTH U BpeMenH. Popma 3ech TeCHO
CBsI3aHa C co/lepKaHHeM: BU3yaJlbHble

¥ ayJMasibHble 3J1eMeHTbl OPraHuyHO
MOIEPAKUBAIOT CMbIC/IOBYIO KOHIIEMIIHIO,
BOBJIEKAsl 3pUTEJIsl B peh/IeKCHIO O
COBPEMEHHOM OTIbITE, BOCTIPUATHH

¥ B3aUMOJIEHCTBHH C OKPY2KalolleH
cpenoii. BeicTaBKa c/1yKUT pumMepom
TOr0, KaK COBPEMEHHbIE Ka3aXCTaHCKHE
Xy/L02KHUKH HCTIOJIB3YIOT MyJIbTHME/IHA /1151
MCCJ/1e10BAHMS 3HAUMMBIX COLMAJIbHbBIX U
¢pusocoeknx BorpocoB (« S5l cMoTpio B
OKHO U BHXKY MOpe» ).

BrictaBka 1usaiiHa 1 COBpeMEHHOr0
nckKycera «HyBeTBO puT™Ma»
(FocynapcrBennbifi Mmy3eit uekycetB PK um.
Aobiixana Kacreesa, 2021 r.) o6bernuia
MOJIOJIBIX Ka3aXCTaHCKHUX M MEXKIYHAPOHbBIX
XY/I02KHUKOB, apXUTEKTOPOB U IU3aiiHePOB
IJIs1 HCCleIoBaHust peHoMeHa puTMa
yepe3 pasHble Meaua: apXUTEKTYpy,
MY3bIKY, }KUBOIHCh, BUIEO U (OTOrpadHIo.
JKenosuist 6bl1a BICTPOEHA BOKPYT MATH
KJ1o4eBbIx TeM — «[IpeoGpazoBanue»,
«[IpukocHoBeHUs1», « PuTmMHueckas
reoMeTpusi», « PUTMbI MOKOJIEHUS» U
«PUTMBI cTenn» — Ka)Knasi i3 KOTOPbIX
packKpblBaeT yHUKaJbHOE BOCIIPUSITHE PUTMA
KaK CTPYKTYPHOTO M SMOLIHOHAJBHOTO
snemenTa. [IpoekT nemoHcTprpoBan
CHHTETHUECKHH MOJIXO]I B HCKYCCTBE
¥ U3aiine, o0beIuHss BU3yaJibHble,
3BYKOBbI€ M ITPOCTPAHCTBEHHbIE PEllIeHHS]
151 CO3/IaHUsT LIEJIbHOTO CEHCOPHOTO OMbITA.
3puTesib MOT He TOJIBKO HAOMIOAATh, HO U
OLLyLIATh PUTM B €T0 Pa3HbIX MPOSIBIEHHUSIX.
B skcnosuumn takxke rnpeacTaBieHbl
paboThl LIPUGTOBOTO MJIAKaTa, Ije
rpacuyeckre AM3aiHepbl HCCIe10BaHN
JBHKEHHUE, IMHAMUKY H IPOCTPAHCTBO
uepes tunorpacuky («BeicTaBka nu3aiina
¥ COBPEMEHHOT0 HCKyccTBa «HyBCTBO
putma» ).

BricraBka «evigilatio» Hapruc
Paxmanosoti, (I'ocynaperBentbiii Mysei
nckycetB PK um. A6biixana Kacreena,
2024 r.), npescTaasiia MyJbTHMEIUHHbIE
paboThbl, HCCJIEIYIOLLINE PFEOMETPHIO
BOCTOYHOH OPHAMEHTHKH U KYJIbTypHOE
Hacaeane KoyeBHHKOB. OHa yriy6Jsier
BOCTMIPUSITHE 3PUTEJIEH U CTUMYJIUPYET
nepeocMblC/IeHHE MPUBBIYHbIX
Xyn0zKecTBeHHbIX hopM. Cama Xya10:KHH1A,
Hapruc PaxmaHoBa, B cBoeil npakTnke
coyeTaeT HHTYMTHBHOE BOCIIpUSITHE
peasibHOCTH M KOHLIENTYya/bHbIH aHAIN3
C COBPEMEHHBIMH MCCJIEIOBAHUSMH,
4TO M103BOJISIET €l CO31aBaTh pabOThI
C MEXIUCUUMJIMHAPHON TJIyOUHON
(«CocTouTcst OTKPbITHE MePCOHANBHON
BbIcTaBKM «evigilatio» Hapruc
PaxmanoBo#» ).

BricraBka «Pagwmbliiienuns»
(FocynapcTBeHHbIT My3el HCKYCCTB
PK um. A6buixana Kacreesa, 2022 r.)
MexKyHapoIHOTO KEHCKOro (hoHa
«Tan-Ilonnan» o6beaunsia paboThl
Ka3aXCTaHCKHUX U 3apyOexKHbIX XyI0KHHUIL,
CO3/1aBast MHOIOTPaHHOE MPOCTPAHCTBO
JUISl OCMBICJIEHHSI COBPEMEHHOI0 MHUpa.
IKCNO3uIMs BKIIOUAIA KOHIENTya/lbHble
paboThl HA coLMaJbHble U puaocodekre
TeMbl, lepopMaHChl, BUICOMHCTAJISLMH,
aOCTPAKTHYIO KHBOTIHCh, FrO0eJ/IeHbl 1
MaHHO U3 BOKMJIOKA, a TakxKe rpaduky 1
akBapesib. Kaxnoe npousseyenue Hecso
JIMYHOE W KOJJIEKTHBHOE BUJIEHHE ABTOPOB,
OJIHOBPEMEHHO OTpazKasi KyJIbTypPHYIO
WIEHTHYHOCTb U SMOLIMOHAJIbHbIE
nepexkupanusi. BoictaBka cosiaBasna
JIHAJIOT MEXKIY XY0KHUKAMH U 3pUTEJISIMH,
BOBJIEKAs ayJIMTOPHIO B Pa3MbILLIEHHS
0 HacTosileM U OyaylieM o01eCcTBa
yepes Xy/10:KeCTBEeHHbIe POPMBbI, /e
CMBICJT M cofiepaKaHue OblIH TECHO
cBsizaHbl («BbictaBka pa3mbliiiieHUst
MexK1yHapoaHOro He3aBUCHMOT0 KEHCKOT0
donna xynoxxknukos «Tan - [lonnan»).

Bce nepeunciieHHbie BbICTaBKH
M0Ka3bIBalOT, KAK COBPEMEHHOe
Ka3aXCTaHCKOe UCKYCCTBO pPeali3yer
CUHTETHYECKHH MOJXOJ, 0ObeINHSS



pasiuyHble Mea 1 opMbl — BHIIEO,
3BYK, (D POBbIE TEXHOJOTHH, epdopMaHc,

MHCTALJISILMHN, TPaUKy 1 0ObEKThI 1M3aiiHa.

Xy10KHUKH UCTTOJB3YIOT (hOPMY HE TOJILKO
KaK BU3yaJIbHbII HJIH CEHCOPHBIN MPHEM,
HO M KaK HOCHTeJIb CMbICJIa, OPraHHYHO
CO€JIMHSIS ee C cofiepaKaHueM. DTO Co3/iaeT
KOMIJIEKCHDIH Xy/I07KEeCTBEHHBIH OTIBIT,
BOBJIEKAIOIIMI 3PUTEJISI B SMOLIMOHAJILHOE
1 HHTEJUIEKTyaJIbHOE B3aUMOJIEHCTBHE C
npousBejieHueM. Hepes MysibTHMEIHIHbIE
1 KOHLIENTyaJIbHbIE TPOEKThI HCCJIEIYIOTCST
BOMPOCHI BpEMEHHU, MAMSITH, HIEHTHIHOCTH,
KyJIbTYPHOTO HACJIE/IUsI H COBPEMEHHOTO
OMbITA, UTO IEMOHCTPUPYET, KaK hopma 1
coziepxKaHue B COBPEMEHHOM HCKYCCTBE
Kasaxcrana B3aHMoJIeHCTBYIOT KaK eIiHOe
11eJ10€, pacKpbiBasi ry6oKHe ColHabHbIE,
¢usocockre U KyJabTypHbIE CMbBICIIBI.

OCHOBHbIe MONOXEHUS

— CoBpeMeHHO€e UCKYCCTBO COoUeTaeT
KJlacCHUeCKHe MaTepHalibHble HOCHTEJH
— JKMBOTHUCh, CKYJBNTYPY, TpauKy
— ¢ UM(POBLIMH U UHTEPAKTUBHBIMU
menua. [1pu sTOoM TpaguumoHHble
00BEKThI COXPAHSIIOT CAMOCTOSITEBHYIO
XYI07KECTBEHHYIO 1I€HHOCTh, a IIH(POBbIE
3JIEMEHTbI PACIIUPSIOT BO3MOXKHOCTH
BOCIIPHATHS M BOBJICUEHHUS 3PUTEJIA.
Takoe cocylectBoBanue opmupyer
KOMIIJIEKCHBIH XYy/102K€CTBEHHbIH
OMbIT, B KOTOPOM (hu3HuecKas Belllb U
HeMarepHaJibHasi Hiest B3aMMHO JOMOJHSOT
Apyr Apyra.

— Jlematepuanusaust nposiJsieTcst
B TOM, UTO XY/I02KE€CTBEHHasl
LEHHOCTb ONPEJIeIsIeTCs] He CTOJIbKO
MarepuaJsbHOH (hOPMOH, CKOJIBKO
KOHUEMNIHEHN, aIrTOPUTMOM, MPOLIECCOM
WM B3aumojieiictBreM. [ Ipoussenenue
MCKYCCTBA MepecTaeT ObITh HCKJIOUHTENBHO
BHJIUMbBIM HJIH OCSI3a€MbIM 0O BEKTOM; OHO
(YHKLHOHHUPYET KaK CUCTEMa CMbICJIOB,
COOBITHH U MepeKUBaHUi, B KOTOPYIO
BOBJIEKaeTCs 3puTeJib. Takol Moaxos
HacJlelyeT PUHLIMIBI KOHLENTyaJ u3Ma
XX Beka, yCHJIMBast UX Cpe/ICTBAMU
COBpPEMEHHbIX TeXHOJIOTH.

— CoBpemenHoe 111poBoe
MCKYCCTBO (DOPMHUPYET OIIBIT, IJ€ 3PUTEIb
CTAHOBUTCSI AKTUBHbBIM Y4aCTHUKOM
npousBesieHus. BaaumoseiicTBre MoKeT
BKJIIOYATh HABUTALMIO [10 BUPTYaJbHOMY
NPOCTPAHCTRY, yIpaBJeHHe BU3yasbHbIMU
WM ayMaJibHbIMH 3J1eMeHTaMHU, reHepaluio
Bapualui paboTbl HJIH yuacTHe B
KOJIJIEKTUBHOM TBOPUYECKOM Tpoliecce.
IT0 co3/1aET NepcoHaNM3UPOBAHHBIN
Y MHOTOCJIOUHBIH OTIBIT BOCITPUATHSI,

B KOTOPOM XY/102K€CTBEHHBII CMbICJI
KOHCTPYHPYETCs COBMECTHO aBTOPOM U
AYUTOPHUEH.

— CoBpeMeHHble Xy/102KeCTBEHHbIe
MPaKTHKH HHTETPUPYIOT MEIManCKYCCTBO,
¢usocoduio, HayKy, My3bIKy ¥ TEXHOJIOTHH,
CO3/1aBast CHHTEeTHYECKHE (DOPMBbI
BblpaxKeHHusl. Tako# MexKAUCUMIIIMHAPHBIH
MOJIXO/ [TO3BOJISIET TepecMaTPUBATh
TPaJIMLIMOHHbIE SCTETHYECKHE
KaTeropmu, UCC/1e10BaTh HOBbIE CMOCOOHI
B3aUMOJIEHCTBHSI C POU3BEJICHHEM H
CTUMYJIHPOBATh KPUTHYECKOE OCMbIC/IEHHE
KYJIbTYPHBIX U (PUIOCOPCKHUX BOTPOCOB.
JlanHasi ciHeprust IMCUMIJIMH YCHIHBAET
NoTeHIHaJ leMaTepranu3alu Kak
KOHIIETNTYaJIbHOTO U MPAKTHIE€CKOTO
SIBJIEHMUSI.

— Jlemaprepuanusaiiusi B iichpoBo#
Cpejie CTaBMT 0L, BOMPOC MPUBbIYHbIE
KaTeropuu aBTopcTBa, COHCTBEHHOCTH
1 nogyiHHOCTH. Asroputmbl, NFT,
reHepaTHBHOE UCKYCCTBO U CETeBbIe
MPOEKTHI CO3/IAI0T HOBbIE MOJIEJIH CO-
TBOPYECTBA, KOJIJIEKTUBHOIO aBTOPCTBA
1 MHOTOKPATHOTO BOCIPOU3BOJICTBA
NPOU3BEJICHUH. DTH MPOLLECChl OTKPBIBAIOT
BO3MOKHOCTH JI/151 KPUTHUECKOH pehieKCHH
HaJl COLMAbHBIMU, KYJbTYPHBIMH H
THYECKMMHU acleKTaMH HCKYCCTBa,
OTHOBPEMEHHO paCLLUPSist TPAHULLbI €10
KyJbTypHOTO Bo3zekcTBus (Puc.2).

3aknwyeHue

CoBpemenHoe HekyceTBo Kazaxerana
JIEMOHCTPUPYET TMHAMHUYECKOe
coyeTaHue TPAAUIIMOHHBIX H LH(DPOBBIX
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CodeTanue

Hnen nemarepuannzanui B UG PoOBOM HCKYCCTBE

MaTepHaJIbHBIX W [TU(DPOBBIX MEIHS

Jemarepuanu3anus:

LIEHHOCTD Uen, a He (opMbl

MGH{,Z[I/ICL[I/IHIII/IHapHOCTBZ

HCKYCCTBO, HayKa, pumocodus

3puUTEND KaK AaKTUBHBIA COOABTOP

Hosgic Bompocksr:

aBTOPCTBO, COOCTBEHHOCTb, TIOITHHHOCTD

Puc. 2. TpchcbopmauMﬂ XYAOXKECTBEHHOTO OMbITa: UHTETPAllUs Mera, HayKHU U TEXHOJOTHUH

XYJI0?KeCTBEHHBIX (DOPM, UTO OTParKaeT
MpoLECe MOCTeNeHHON leMaTeprann3alui,
HabJoaeMblil ¢ KoHua XX Beka. B ston
napajaurme rnpou3BeieHue UCKyCcCTBa
nepecraeT orpaHHUUBaThCs PU3UUECKUM
00'bEKTOM ¥ HAYMHAET pacCMaTpPUBATHCS
KaK cucTeMa Wiei, mpoueccoB U
B3aumosieicTBui. LlenTpanbHoe mecTo

B Xy/I02KECTBEHHOM OIbITE 3aHUMaET
KOHILIETIIHS1, aITOPUTM U BOBJICUEHHE
3pUTEJIS, UTO JIeJaeT BOCIpUSITHE

[IPOU3BEJCHUSA aKTUBHbBIM U MHOT'OCJIOMHBIM.

MHTepaKTHBHOCTD U yuyacTue
ayJIMTOPUHU CO3MAI0T HOBbIE (POPMBI CO-
TBOPUYECTBA, B KOTOPBIX aBTOP, 3PUTEJIb U
TEXHOJIOTHH CTAHOBSITCSI PABHONPABHBIMU
Y4aCTHUKAMH Xy/102KE€CTBEHHOTO
npouecca. MexKIMCIUUNIMHAPHBIH TTOIXO/,
UHTETPUPYIOLLHH PuocoPuio, Meaua,
HAYKYy M UCKYCCTBO, O3BOJISIET HE TOJIBKO
paclIMpsTh BbIpa3UTe/bHbIe BO3MOKHOCTH,
HO U KPUTHUECKH OCMbICJIMBATh
KyJIbTypHbI€, COLIMA/bHbIE H ITHYECKHE
ACIeKThl COBPEMEHHOTO Xy/102KeCTBEHHOTO
onbITa.

B ycoBusx undposusaimu oco6oe
3HaueHHe npuoOpeTaeT nepeocMblC/eHHe
KaTeropuil aBTopCTBa, NOAJIUHHOCTH U
co6erBenHocTr. HoBble hopmbl HCKyceTBa,
BKJII0YAsi reHepaTHBHbIe NpoeKThl, VR/

AR-uncramsiuun u NFT, cosnator Moesiu
KOJIJIEKTUBHOTO U JIFOPUTMHUECKOTO
TBOPUECTBA, a TAKyKe 00eCneunBaloT
BO3MOXKHOCTH JIJ1s1 6ECKOHEUHbIX BapHallui
Npou3BeaeHNH. DTO TpaHChOpMUpPYeT
TPaULMOHHbIE TIPEJICTABIEHHUS O
XYJIOXKECTBEHHOM 11eHHOCTH M OTKPbIBAET
NPOCTPAHCTBO JI/Is1 IKCIIEPUMEHTOB C
hopMoii, cosiepKaHUEM U BOCITPUSITHEM.
Kak cnencrrue, cnetiuuHOCTD
npotiiecca BOCHPUSTHS TPOU3BEJEHUH
HOBOr0 popmarta hOpMUPYET CEThb OTChIIOK
K MH(MOPMAIMOHHBIM TOJISIM, OKa3bIBast
BJIMSTHHE HE TOJIbKO Ha TO, KaK Mbl BUIUM
1 BOCTIPUHUMAEM, HO H MTO-HOBOMY
MOTHBHUPYET XyJ02KECTBEHHBIH AUCKYPC.
Taxkum o6pazom, coBpemeHHOE
nckycerBo KagaxcraHna BoicTynaer
NpUMEPOM OPTaHUUHON HHTErpaln
MaTepHasbHOTO U HeMaTePHAJIbHOTO,
TPaJMIMOHHOTO U LIMPOBOTO,
UHAUBUYaJbHOTO U KOJIJIEKTHBHOTO.
Jlemarepuasnsaiiisi B HPOBYIO STOXY
CTAHOBHUTCS HE UCKJIIOUEHHEM,
a yCTOUUMBOU TEHACHUHECH, ONPEALJIAIOIICH
NPUPOJIy COBPEMEHHOTO XY/I0KECTBEHHOTO
npottecca. [IpousBenenue BocnpuHumaeTrcs
He TOJIbKO KaK 00bEKT, HO U KaK CHCTeMa
CMBICJIOB, COOBITHH U MEPEKUBAHUH,
rJle 1leHHOCTh (DOPMUpYeTCsi Yepe3



B3aUMOJIEHCTBHE, HHTEPIIPETALIUIO H
pedieKkcuio 3puTes.

B nepcnexkTtuBe nanbHeiliee
pa3BUTHE IU(POBBIX TEXHOJOTHH U
MEXKIUCIMIIIMHAPHBIX TPAKTUK OyJIeT
CMOCOOCTBOBATH YCHUJIEHHIO POJIH HIIEH
v npollecca B UCKYCCTBE, a TaKKe

paclIMpeHHIO0 BO3MOKHOCTEH KYJIbTYPHOTO
BO3JIEHCTBHUS, CO3/1aBast HOBble (hOPMbl
OIbITa, CIIOCOOHbIE

coueTaTh IMOLIMOHAJBHOE,
UHTEJIJIEKTyaJbHOE U COLIHaJbHOE
U3MePEHUsI COBPEMEHHOTIO
XYJI0?KECTBEHHOTO BbIpaXKEHHUS.
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Bknap aBTOpOB:
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CMUCKa NuTepaTypbl.
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OT MOEN K ANTOPUTMY: DEMATEPUANU3AUNA B KOHUENTYANbHOM U ULM®POBOM MCKYCCTBE

CnMCcoK UCTOYHMKOB

beHbsmuH, BanbTtep. lNponsseneHne MCKYCCTBA B 3MOXY €ro TEXHUYECKOM
BocnpoussogumocTu. Mep. ¢ HeM. C. H. 3eHkuHa, forlit.philol.msu.ru/lib-ru/benjaminl-ru.
[ata poctyna 17 uioHsa 2025.

Boppuiap, XaH. Cumynakpsl u cumynaums. Mep. ¢ dpaHu. B. My3bipésa, JobpocseT, 1995.

«byneT oTkpbITa UMMepCUBHAs MynbTUMeAnHas uHcTannaums Katu LkonbHUK
“Manudect o BpemeHun.”» TocyaapcTBeHHbI My3ei uckyccts Pecny6amku KasaxcraH
umeHun A. Kacteesa, 11 mioHsa 2025, www.gmirk.kz/ru/sobytiya/487-budet. lata pocTtyna
01 ceHTa6ps 2025.

«BbicTaBKa AM3aiiHa U COBpEMEHHOTO UCKYCCTBA “YyBCTBO pUTMa.”» [0CYyAapCTBEHHBIN

My3en nckyccTs Pecnybnmkum Kasaxctan nmenn A. Kacteesa, 12 okT. 2021, www.gmirk.
kz/ru/sobytiya/129-vystavka-dizajna-i-sovremennogo-iskusstva-chuvstvo-ritma. Jata

poctyna 01 ceHtabpsa 2025.
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«BblcTaBka pasmbiwneHns MexayHapoAHOro He3aBUCUMOTO XXeHCKoro GoHaa
XYBOXHUKOB «TaH Lonnan» focynapcTBeHHbI My3eit uckyccTB Pecny6imku

Kazaxctan umenun A. Kacteesa, 08 asr. 2022, www.gmirk.kz/ru/sobytiya/200-vystavka-
razmyshleniya-mezhdunarodnogo-nezavisimogo-zhenskogo-fonda-khudozhnikov-tan-
sholpan. lata noctyna 01 ceHTtabpsa 2025.
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MOEAOAH ANTOPUTMIE: KOHLENTYANLbI )KOHE UM®PJIbIK ©HEPLETI
LEMATEPUANTN3ALNA

Anpartna. Makana kepkem 06beKTiHiH, AeMaTepuanun3aumsachl Ky6biibiCbiHA, OHbl KOHLENTyanapl
©HepAiH Heri3ri KaFnaaTbl peTiHae KapacTbipyFa aHe kasipri KasakcraH eHepiHgeri undpbik
TaXipubenep KOHTEKCiHAEri AaMyblHa apHanaabl. 3epTTeyaiH e3eKTiniri KepKkeMAiK yaepicTeri
UMdpPbIK TEXHONOTUANAPAbIH, Peni apTbiM, MaTepUaNAblIbiK, aBTOPJIbIK XaHE TyblHAbIHbI Kabblnaay
VFbIMAAPbIH ©3repTeTiHAINIMEH alKkblHAANaab!. FolibiIMu Macene — XX fFacblpAblH €KiHLLi XXapTblCbIHAAFbI
KOHLeNTyanM3MHeH 6acray anatblH AemMaTepuanu3aumsaHbliH LMOPbIK M3AEHUET XaFaanbliHAA Kanan
TYPJEHIM, XaHa niwiHaepre ne 60natblHbIH TYCIHAIPY KAXeTTiniriHae. 3epTTeyaiH MakcaTbl — 3aMaHaym
Ka3aKCTaHAbIK eHepaeri AeMaTepuanm3aunsHblH, epekLenikTepiH KaHe KepiHic popManapbiH aHbIKTay.
MiHoeTTep KaTapblHa KOHLUENTYaNU3MHIH TapUXM aNifFblliapTTapbliH Tanaay, LUMpAbIK TEXHONOrUSNapabiH,
KepKeMAIK HblCaHFa bIKMasbIH 3epTTeY, COHAAN-aK AeMaTepuann3aumsaHblH, MynbTUMEANSIbIK,
WHCTannaumManapaarbl, reHepatueTi eHepaeri, VR/AR xxobanapbiHaasbl xaHe NFT-geri KonaaHbICbiH
aHbIKTay Kipeai. 3epTTeyaiH aaicTeMenik Heri3i Tapuxu-Tangamanblk XXaHe CanblCTbipMarbl 9AiCTepA,
COHAAM-aK, akTOPJIbIK-TOP TEOPUSICbIH, TEXHUKA DUIOCODUSCHIH XaHE MeanadunocodusHbl KAMTUTbIH
naHapanblk Tacingi 6ipiktipesni. byn apictep nematepunanusaumns GeHOMEHIHIH 3BONOLMSACHIH
KafaFanayFra >KaHe OHblIH, Ka3ipri 3aMaHFbl KepiHiCTepPiH aHbIKTayFa MyMKiHAiK 6epai. Tanpay Hatuxenepi
Ka3akcTaH eHepiHae AemMaTepuannsaumnsa TypakTbl YPAIC PETIHAE OPHbIFbIM, MAaTEPUANAbIK, HblICAHHAH
YAEPpIC, aNirOPUTM XaHe e3apa apeKeTTecTiKKe 6aCbiMAbIKTbIH, ayblCyblIHAH KOPIHETIHIH KOPCETTi.
KepkeM TyblHAbI MAesnap, LMMPAbIK KOATAP XaHe xeninik 6arnaHbicTap xyneci peTiHae KabbiaaHbim,
KepepMeHnai 6enceHi aBTopbIKKa TapTaabl. KOpbITbIHAbINAP LEMATEPUANU3ALMAHBIH, XKXaHA aBTOPSIbIK,
X3He Kabblngay yrinepiH awaTbiHbIH, ©3relle «3/IEMHEH ThIC LUbIHABIKTbI» Ka/bIMTaCTblpaTbiHbIH
YX9HEe eHepfiH M3JEHM bIKNaNblH KEHEWTETiIHIH aiKbIHAANAbI. 3epTTeYAiH, MPaKTUKaNbIK MaHbI3bl 6HEp
TEOPUSACHI MEH CbIHbIHAA, 6iniM 6epy KbI3MeTiHAE, COHbIMEH KaTap XablKapasblK Fbi/IbIMU KaybIMAACTbIK,
YLWiH epeKLle KpbI3bIFYLUblIbIK TyAblpaAblH M3AEHUETapasblK AUMANOMThl AAMbITYAA aflblHFAH HATMXKeNepai
KONAaHy MyMKiHAIriHAe KepiHic Tabaapl.

Tyiiin ce30ep: JemaTepuanusaums, KOHLeNTyanabl eHep, umdpnbik eHep, NFT, reHepatusTi eHep, VR/
AR-uHCTannsuuanap, anropuTMAaik aBTopiblk, MynbTuMeaus, KasakcTaHHbIH, Ka3ipri 3aMaHfbl eHepi.
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KOHLEeNTyanapl XaHe uMdpnblk eHepaeri aematepuanusaumsay». Central Asian Journal of Art Studies, 1. 10,
Ne3, 2025, 287-304 6.,D01:10.47940/cajas.v10i3.1107
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FROM IDEA TO ALGORITHM: DEMATERIALIZATION IN CONCEPTUAL AND DIGITAL ART

Abstract. The article examines the phenomenon of the dematerialization of the art object as a key
principle of conceptual art and its development in the context of digital practices in contemporary art
of Kazakhstan.The relevance of the study is determined by the growing role of digital technologies
in the artistic process, which transform ideas about materiality, authorship, and the perception of
artworks. The research problem lies in the need to comprehend how dematerialization, originating
in the conceptualism of the second half of the twentieth century, is transformed in the conditions of
digital culture and acquires new forms in artistic practice. The purpose of the research is to identify
the specifics and manifestations of dematerialization in contemporary Kazakhstani art. The objectives
include analyzing the historical prerequisites of conceptualism, studying the influence of digital
technologies on the art object, and identifying the features of dematerialization in multimedia
installations, generative art, VR/AR projects, and NFTs. The methodological basis combines historical-
analytical and comparative methods, as well as an interdisciplinary approach that incorporates
actor-network theory, philosophy of technology, and media philosophy. These methods made it
possible to trace the evolution of the phenomenon of dematerialization and reveal its contemporary
manifestations. The results show that in Kazakhstani art dematerialization is established as a
stable trend, expressed in the shift of focus from the material object to the process, algorithm, and
interaction. An artwork appears as a system of ideas, digital codes, and network connections that
engage the viewer in active co-creation. The conclusions emphasize that dematerialization opens new
models of authorship and perception, forms a different “supramundane reality,” and contributes to the
expansion of the cultural impact of art. The practical significance of the study lies in the possibility
of applying its results in art theory and criticism, educational activities, and the development of
intercultural dialogue, which is of particular interest to the international scholarly community.

Keywords: Dematerialization, conceptual art, digital art, NFT, generative art, VR/AR installations,
algorithmic authorship, multimedia, contemporary art of Kazakhstan.
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THE PHENOMENON

OF THE KAZAKH FOLK
COSTUME, THROUGH THE
PRISM OF THE VARIETY
OF FUNCTIONAL AND
SEMANTIC LOADS

Aleksandra Kostsova', Gulnar Mugzhanova?
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(Kokshetau, Kazakhstan)

Abstract. In modern society, the boundaries of understanding art as a form of expression of figurative
thinking and vision of cultural activity have been significantly expanded. Against the background
of various types and styles of ethnic art, the phenomenon of the kazakh national costume should
be highlighted. The study covers the process of historical and cultural transformation of the kazakh
national costume: everyday clothing - a form of preserving spiritual culture - a code of national identity.
The uniqueness of the development is in the integrated approach to the research problems, using
the methods of comparative, cross-cultural, and cultural analysis. To reveal the essence of the Kazakh
national costume, the article presents the author’s systematization and classification of elements of
national clothing as an integral part of the ethnic group’s material and spiritual culture. The concept of
the study lies in the diversity of functional and semantic loads of the national costume. The hypothesis
of the phenomenon of kazakh ethnic clothing as a carrier of the cultural code of national identity,
preservation and transmission of traditions of the Kazakh people in the modern world is proposed for
consideration. The results of the study open up new vectors for studying the phenomenon of kazakh
folk costume, from the points of contact of cultural studies, art studies, ethnography and philosophy.
Keywords: kazakh folk costume, national clothing, phenomenon, ethnic art, cultural code, national
identity.
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Introduction

he origins of the kazakh folk costume

go back to the history of the kazakh
ethnos. Many tribes and peoples lived in
the territory of Central Asia since ancient
times. The saki, kangli, sarmatian, usuni,
turgeshi, kypchak, guny and other tribes
living on the vast steppes of modern
Kazakhstan all contributed to the everyday
and cultural lifestyle of kazakhs.

The multiplicative effect of the fusion of
cultures of nomadic tribes and nationalities
was most vividly reflected in the kazakh
national costume. The basic combinatorial
set of clothes, headdresses, shoes and
accessories was formed before the 15th
century. The nomadic lifestyle and harsh
climate were reflected in the laconic cut,
as well as the choice of available materials,
ensuring the suit was comfortable for riding
and protected from the scorching sun,
wind, and frost. Already at this stage, the
characteristic elements of national costume
decoration appear, which represent a
symbiosis of tengri philosophy and eclectic
animal and polychrome styles.

The final image of the kazakh national
costume, which has survived to our time,
was collected at the end of the 18th and the
beginning of the 19th centuries.

Many scientific works, monographs, and
articles are devoted to the culture and life
of nomadic peoples, of which the Kazakh
national dress occupies a special place.

Well-known scientists and travelers,
Muhammed Dulati, Johann Falk, Alexey
Levshin, and Chokan Valikhanov, paid
great attention to the detailed description
and depiction of the decoration of the
Kazakh folk costume, defining its overall
content as a form of expression of ethno-
art, decorative, and applied creativity of
craftsmen.

However, taking into account the
unique multifaceted nature of the kazakh
national costume, there is a need for a
complex approach to a more in-depth study
of the materials.

To reveal the topic of the research,
scientific works and articles by Alkey
Margulan, Gulmira Daiyrbekova, Nurzhan
Alimbaev, Ainur Ermekbaeva were studied,
in which national clothing is considered
through the traditions and everyday aspects
of the culture of nomadic people. Ainur
Asanova, Emilia Rassokhina, Natalia
Volodeva consider national clothing
as a spiritual and creative matrix of the
ethnocultural heritage of the Kazakh
people.

By comparing scientific and cultural
judgments about the material and spiritual
unity laid down for centuries in ethnic
costume, there is a need for a complex
approach to conducting a methodological
study of kazakh national clothing.

The kazakh national costume is a
phenomenon of a multifunctional form of
ethnic art, the image and content of which
were formed as a result of the combination
of household requirements, religious and
traditional views on the nomadic way of life
of kazakhs. The costume became a carrier
and a kind of translator of the life principles
of this society.

The goal of researching the
phenomenon of the kazakh national
costume is the analysis and systematization
of the variety of functional and semantic
loads of the national image. The purpose of
the research is:

1. Comparative analysis of the kazakh
folk costume as an object of ethno-art;

2. Conducting cross-cultural and
cultural studies, systematization of
elements of the national costume;

3. Classification and derivation of the
universal combination of functions of the
kazakh national costume;

4. Definition of a set of multifunctional
and semantic loads, as a phenomenon of
the kazakh national costume.

Volumetric analysis of the formation of
the kazakh national costume, the functional
constructs laid down by centuries, reveals
the deep sacred task of national clothing.



According to the authors of the research,
the ethnic clothing of kazakhs, through the
context of the functionality of the image,
is the connecting link of the generations
of the ethnos. The semiotic, symbolic
system expressed in the ethnic elements
of the costume and passed through the
ages acquires the meaning of the cultural
code of the national identity in the modern
world. The sum total of multifunctional and
semantic loads represents the phenomenon
of the kazakh folk costume.

The accessibility of the presentation of
the research process of the phenomenon
of the kazakh folk costume opens wide
opportunities for the application of
materials and obtained results in the
educational process and in further studies
in ethnography, history of art, culture and
philosophy.

Methods and materials

Designating the kazakh folk costume as the
main object and material of research, the
authors of the article developed and applied
a complex methodological approach to

the study of its diversity, functionality and
semantic significance.

Based on the study of scientific
and literary sources on the history of
national Kazakh clothing, as well as
visual and comparative analysis, species
characteristics, and the semantic load
of elements of national costume are
considered.

Systematization of the elements of the
Kazakh national costume was carried out
by the method of comparative cultural
analysis and cross-cultural research, by
determining the context signals and the
meaning of semiotics in understanding the
symbolic symbolism of ethno culture.

In general, the selection of a
methodological approach aims to reveal
the goals and objectives of the study,
considering the problems associated with
the designated topic. The authors of the
article, conducting a systematic analysis

of the age-old formation of the holistic
image of the Kazakh national costume, use
field research based on initial knowledge
from cultural studies, art history,
ethnography, and philosophy to reveal

the multifunctionality and diversity of the
researched material.

The results of the research, summarized
by means of the interpretation of the
obtained data, based on the conclusion
of the close connection of the variety of
functional and semantic loads with the
concept of the phenomenon of national
clothing is formulated.

Discussion

The national folk costume is a unique
business card of a nation’s history,
ethnicity, tradition, culture, and way of
life. The formation of the national costume
has been going on for centuries. Among
the factors that influenced the unique
form of the folk costume: geographical
location, climatic conditions, economic
structure, the history of the development
of the ethnos, with a complex of traditions,
metaphysical and religious views.

Each ethnic society has historically
formed its own national costume, which
includes a certain set of clothes, shoes,
headdresses and accessories, including
various ornaments and jewelry. According
to form, color spectrum, ornamentation,
semantics and symbolism, it is possible to
determine the national belonging of ethnic
clothing.

In the literary sources of the history of
art and ethnography there is a large volume
of materials that consider various views on
the understanding of the meaning of folk
costume.

The most common vision of folk
costume is the implementation of
ergonomic and aesthetic functions.
Proponents of this direction emphasize
the time-honored convenience of a suit
for everyday wear and the need for ethnic
expression in the visual (Belozor 13).
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A fascinating examination of folk
costume as a cultural artifact. Two
directions are defined: “material culture”
and “spiritual culture”. On the other hand,
it is possible to judge the climate conditions
under which the ethnos was formed by the
material culture and the national costume.
[t is possible to judge the stages of social
and economic development of society
by the manufacturing technology and
elements of the costume. On the other
hand, a set of intangible factors expressed
by objects of folklore, decorative and applied
creativity is embedded in the costume of
spiritual culture. Cult rites and traditions of
the people relate to the general appearance
of the national costume (Aldanaeva and
Mikhailova, 196).

In the works of Maria Polikhova, the
folk costume is presented as an object of
cultural studies, with original symbolism,
which has a certain metaphysical
interpretation, based on the age-old
collaboration of primitive mythology,
religious and ritual traditions of the ethnos.
The study of the symbols of the national
costume is capable of “shedding light on
the realities of life in a particular era, on
mentality, culture, and civilized features of
society” (152).

From this point of view, it is correct
to say that “... if everything disappeared
and only the female costume remained,
it would be possible to restore the ethical
culture of the past eras to a certain extent”
(Kalashnikova 371). This applies to all
types of folk costumes.

According to Sergei Ippolitov, folk
costume is the true value of ethno-
art, which develops in contact with the
culture of neighboring nations, preserving
the code of identity (11). Therefore, in
individual people located in geographical
proximity and having close ethnic roots, the
coincidence of cut elements, ornaments,
and used materials can be traced in
national costumes. However, at the same
time, the individuality of the peculiar
language and culture of the people is

preserved, which was expressed through
the national costume and the semiotic code
of identity embedded in it.

The broadest view of folk costume was
first proposed by Petr Bogatyrev, who
identified several functions: practical,
aesthetic, utilitarian, erotic, socio-sexual,
moral, age-related, magical, ceremonial,
festive, professional, class, religious,
regional (544 ). However, according to the
authors of the article, the functional loads
described have a number of overlapping
meanings and are related to the image of
the folk costume. The studied material
shows that the national costumes of the
peoples of the world have common basic
features and functions. In some nations,
the national costume contains a more
pronounced function of material culture,
in other nations, the primary importance
of the costume is spiritual culture and
aesthetics.

Comparing the kazakh national costume
with the accumulated experience of
classification of ethnic images of different
ethnic groups, its uniqueness should be
highlighted in the context of cultural, art
and ethnographic studies.

The phenomenon of kazakh national
costume in multifunctionality and variety
of semantic symbolism. The set of folk
costume, formed during a long historical
period, has practically been preserved
until our time, not only in the species
composition, but also used in traditional
and ritual ceremonies.

Even though the topic of the
kazakh national costume is covered
quite extensively in various literary
sources, the authors of the article
approached the study from the position
of a complex methodological analysis
and systematization of the material. This
approach is interesting for the accessibility
of the exposition and the opening
perspectives of further studies related to the
full disclosure of the phenomenon of the
kazakh national costume.



Results

In the modern multicultural world, a
special place in matters of national seli-
identification is occupied by the national
costume. A set of national clothes is a

vivid example of the material form of self-
expression of the culture of an ethnic group.
The uniqueness and originality of each
national costume is conveyed through a
unique set of elements, cut, manufacturing
technology, color scheme and decor.

The authors of the article have developed
a comprehensive methodological approach
to revealing the purpose of the study -
studying the phenomenon of the kazakh
national costume. Through visual and
cross-cultural analysis, the elements of the
kazakh national costume are systematized
and classified.

A general species analysis reveals
that the national clothing of the Kazakhs
is represented by a comprehensive set,
considering seasonal, gender, age, and
class characteristics.

The nomadic way of life determines
the structure of both men’s and women’s
costumes. The main elements of the
women’s costume repeat the elements of
the men’s costume. For example, “koilek”,
“dambal”, “kamzol”, “shapan”, “takiya”,
“ichigi”.

The study produced a primary
classification of national clothing by gender,
age and season.

Types of kazakh men’s clothing.

Underwear - “zheide”:

+ “koilek” - shirt (to the knees);

+ “dambal” - trousers of a wide
rectangular cut.

Over the “zheide” they wore:

+ “kamzol” (kokershe) - a caftan
without sleeves;

+ “sharovary” - trousers with an
inserted wedge for horse riding;

+ “beshmet” - a caftan (semi-caftan)
with a stand-up collar, knee-length.

Outerwear:

« “kebenek” - a sleeveless cloak, over
winter clothes;

*+ “ton” - a fur coat. “kupi” - a fur coat,
covered with a “shekpen” made of fabric on
top;

+ “shekpen” (chekmen) - a spacious
robe with long sleeves.

Firstly, clothing provides protection
for the owner from scorching heat, winds,
rains and severe frosts. For example,
canvas was used to make underwear;
“kamzol”, “beshmet”, “shapan” were sewn
from colored cloth (additionally quilted if
necessary); “sharovary” were sewn from
quilted cloth, velveteen, camel wool;
outerwear (“ton”, “kupi”, “kebenek”)
was sewn from sheepskin, fox and wolf
fur, felt. Secondly, the cut and style of
clothing are designed for comfortable
ergonomics, so that it is equally convenient
when riding a horse in battle, hunting,
and even traditional dances (for example,
“kara zhorga”). Thirdly, the clothes of
the Kazakhs are decorated with original
designs, which, in addition to their
aesthetic appearance, act as a talisman
for their owner. Fourthly, the costume
indicates the class status of the owner, due
to the expensive materials (satin, velvet,
silk) and its embroidery with gold and silver
thread.

Similarly, Kazakh women’s clothing
consisted of a basic set and many elements,
including accessories and decor, which
are endowed with specific semantic
functionality of traditional and ritual
significance.

Types of kazakh women'’s clothing.

Underwear - “zheide™:

+ “ishkoilek” - a long sleeveless
undershirt;

+ “dambal” - women’s pants, with a
wide belt.

Over the “zheide” they wore:

* “kosetek” - a light fitted dress with
frills “zhelbezek”;

« “kamzol”, “zhaket” - outerwear
without sleeves, fitted, slightly below the
hips, with a lining.

Outerwear:

* “kupi” - a fur coat made of goat,
camel wool, sheepskin, covered with

CAJAS Volume 10. Issue 3. 2025

W
o
O

NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA




CAJAS Volume 10. Issue 3. 2025

3

=
o

NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA

“shekpen” made of cloth. Wealthy women
wore fur coats made of sable, fox, marten,
covered with silk and brocade.

+ “shapan” - a quilted robe with
sleeves.

At the same time, the kazakh women’s
costume is an indicator of the attitude
towards women in the kazakh traditional
society. Since ancient times, the kazakh
woman is a mother and keeper of the
hearth, her main purpose is to give birth
and raise children. National women’s
clothing is universal in that it is thought out
in detail by age periods, marital status and
social status.

The wardrobe of a kazakh woman is
awork of arts and crafts. In the works
of Margulan, it is described that kazakh
women dressed with special chic, striking
with the beauty of accessories and the
elegance of jewelry, which served as a
talisman and amulet for their owner (26).

In harsh climatic conditions, headwear
of nomads are endowed with universal
meaningful functionality, which are in
demand in everyday life of contemporaries.
The excellent variety and true magnificence
of kazakh headwear define them as a
separate category of accessories of the
national costume. kazakh men’s and
women’s headwear also have their own
purpose, thought out by centuries-old
traditions. Thus, the change of headdress
among kazakh women is associated with
beautiful ritual traditions observed to this
day. For example, a wedding ceremony
with a ceremony when the bride’s skullcap
was removed and “saukele” was put on.
Each headwear for men and women had a
special type of decoration, as a talisman.
Embroidery with ornaments and appliques
was a must. At the same time, women'’s
hats, in combination with jewelry, were
magnificent in their decoration.

Men’s headwear:

+ “telpek” - sultan’s hat, worn until the
19th century;

+ “takiya” - skullcap, “zer-takiya” -
skullcap for young men (canvas, velvet,
embroidered with an ornament);

* “borik” - a hat with a fur trim (corsac
fox, wolf, fox, otter or beaver fur);

+ “kalpak” - a hat in the form of a high
cap with edges turned up (made of felt, with
an ornament): “ak kalpak”, “aiyr kalpak”;

+ “tymak” - winter fur hat - “treukh”
(made of sheepskin, fox, wolf fur).

Women’s headwear:

+ “takiya” - a skullcap decorated with
eagle owl feathers (embroidered with an
ornament);

+ “kamshat borik” - a hat with a fur
trim (decorated with pendants, eagle owl
feathers, owl feathers);

+ “saukele” - a wedding headwear in
the form of a cone, trimmed with fur and
decorated on top with owl and peacock
feathers (worn during the wedding
ceremony and on holidays throughout the
year);

+ “zhaulykom” - a headscarf made of
white fabric (worn after the wedding);

+ “kabasa” - a bright hat (worn after the
wedding and worn until the birth of the first
child).

+ “kimeshek” - a high turban made of
white fabric (worn after the birth of the first
child). Older women wore a white headscarf
under the “kimeshek”.

Like all elements of clothing, footwear
in the kazakh national costume amazes
with its functionality and elegance.
Footwear was made taking into account
many parameters. First of all, natural
materials of leather and felt were used
in sewing footwear, depending on the
season. In general, the variety of footwear
styles is divided into men’s and women’s,
by age, season, and occupation. Festive,
elegant types of footwear should be noted
separately.

[t should be noted that in traditional
kazakh society, wearing shoes is associated
with the observance of folklore beliefs
and traditions that are passed down from
generation to generation.

Boots were sewn from animal skin and
“on one leg”, which was convenient and
practical to use. Horseskin was mainly used



as a material for sewing, and sheepskin

or goat skin was used for the bootleg and
appliques. Fine leather was dyed a rich

red and green, and the bootlegs were
adorned with bright, striped embroidery.
Rich kazakhs wore boots made of shagreen
and velvet, while the poor wore rawhide
footwear.

Men'’s footwear:

+ “masi”, “ichigi” - soft boots with a
pointed toe and reinforced back, on which
leather galoshes “kebis” were worn;

* “saptama” - leather boots (summer -
narrow, low, with heels; winter - wide and
high shaft, without heels);

+ “koksauyr” - boots for older men;

+ “kiiz baipak” - stockings made of thin
felt, which were worn inside boots.

Women'’s footwear:

+ “masi”, “ichigi” - soft boots, in the
form of light footwear;

+ “shokai” - rawhide sandals;

« “etik” - leather boots with heels, a slit
in the upper part of the shaft, embroidered
with embroidery, applique;

+ “kiiz etik” — combined boots (white
felt shaft and leather socks).

The Silk Road played a significant
role in the technology of manufacturing
clothes, accessories and jewelry, through
which various materials and processing of
non-ferrous metals became available. The
clothes of wealthy Kazakhs stood out for the
quality of the materials and the abundance
of decor. For sewing, they used: expensive
furs and skins, thin white felt, brocade,
velvet, satin, silk, lace. Everything was
richly embroidered: with colored thread,
gold and silver, pearls, corals, turquoise.
Headwear were decorated with bunches of
peacock feathers, swan’s down. Kazakhs
from the standard class also tried to
highlight festive clothes, only according
to their wealth. Clothes for everyday wear
were sewn from more accessible materials,
since the concept of work clothes did not
exist. The poor sewed clothes from canvas,
felt and animal skins. However, it should
be noted that regardless of class ranks, the

clothes of the kazakhs have always been
decorated according to the wealth of the
owners.

An integral part of the kazakh folk
costume are elegant accessories,
decorations and jewelry. Jewelry is an
obligatory part of men’s and women’s
costume. In the kazakh traditional society,
jewelry contains semantic allegories on a
metaphysical level, where each ornamental
pattern and shape of the product act as
amulets, talismans, cult elements of
rituals, and also as an indicator of the
level of wealth. For example, bracelets
with precious stones in the frame (“tasty
blezik”, “zhuka seldir blezik™), a bracelet
with rings connected by a chain (“bes
blezik™), rings, signet rings, body jewelry
(“alka”, “tumarsha”, “boytumar”), earrings
(“syrga”), buckles, fasteners, elegant belts
(“ayelder belbeu”, “nur beldik”).

By the kazakh national costume, one
can judge the attitude of the kazakhs to
their purpose, the passage of life. Age
stages “mushel zhas”, the entire image
of national clothing indicate the sacred
context of the organization of the life cycle
of the kazakhs.

Special elements of clothing according
to age periods.

1) From birth to the fortieth day is a very
important period “it opa, it zhaksy” (“dog -
good”).

The child was dressed in “it koilek” - a
long-cut shirt usually sewn from colored
fabric from 7 patches.

The child was dressed in pants after the
fortieth day. Boys were left with a strand of
hair “aydar” on the top of their heads. Girls
began to grow pigtails, with hair weaving
“tulym”.

2) From the age of 7. “boz bala”,
“zhigit zhelen”, girls - “kyz bala”. Girls
put on a “girl’s dress” and small round
hats “takiya”, “borik” decorated with owl
feathers. Braid and chest jewelry, as well as
earrings (“alka”, “onirshe”), are added to
the costume. The girl’s “borik” hat differed
from the man’s in that the fur band was
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always on the outside, and did not turn
away.

3) From the age of 13:

- ayoung man “zhigit”, “boydak zhigit”;

- a girl “boyzhetken kyz”.

On holidays, girls wore a full set of silver
jewelry (chest, braid jewelry, earrings,
bracelets and rings).

Each girl had a dress, a sleeveless
“zhaket” and a “kamzol” embroidered
with embroidery, braid, beads, coins. Only
young kazakh girls wore red outfits (up to
30 years old).

Young men wore ordinary belts “beldik”
without pendants.

4) From the age of 25 and a change in
marital status, there are special features in
clothing.

A married woman puts on a “saukele”
on her head, wears a “zhelek” and a
“zhaulyk™ - a headscarf - on a daily basis.

After marriage, a woman’s “kamzol”
is fastened with a large metal buckle
(“kapsyrma”)—middle-aged women
dressed in blue, green or other rich colors.

5) With age and a change in marital
status. With the onset of pregnancy,
women put on a “kimeshek” made of white
fabric. With age, older women put on a
white headscarf under their turban. Older
women wore dark-colored camisoles.

Men had belts made of “kise”, to which
were attached: a purse, a knife case, a
powder flask.

Traditional kazakh society was very
demanding in terms of observing the
foundations laid down in the specific
characteristics of the kazakh national
costume. The set of clothes was multi-
layered, and each element had its own
meaning. Therefore, regardless of class
and wealth, the style of the costume
and its color palette were observed
unquestioningly. Violating the order of
symbolism was considered indecent and
was suppressed by elders (Zhienbekova
85). Based on cross-cultural and cultural
studies of the kazakh national costume,
studying the diversity of contexts and

semantic loads, a systematization of its
functional diversity was carried out.

Types of Functional Components in
Kazakh Folk Costume.

Utilitarian functions:

« Gender;

+ Age;

 Social status;

* Class;

* Regional.

Aesthetic functions:

« Decorative;

« Semiotic;

+ Traditional ritual;

* Religious.

The utilitarian set of functions
determines the practical, material and
everyday features of the kazakh national
costume, laid down from the foundation of
ethnogenetic processes.

The aesthetic set of functions
determines the cultural, spiritual, and
ethnic features of national clothing. The
basis of the aesthetic form of the ethnic
costume is a sign system that combines
pagan Tengrianism, ritual and spiritual
practices, and a mixture of animal and
polychrome cultural styles. From the
perspective of the Kazakh national costume
as an ethno-art, each of its elements is
a masterpiece of decorative and applied
art. In combination, the utilitarian and
aesthetic functions of the costume reveal
the diversity of the material and spiritual
ethnic code of the Kazakh people.

Basic provisions

This study examines and formulates

key aspects of the Kazakh folk costume
phenomenon, rooted in the historical and
cultural past of this nomadic people and
passed on to the modern generation of
Kazakhs.

1. Based on the author’s classification of
elements of traditional Kazakh clothing, the
functional and semantic meanings of the
image and content of the folk costume are
demonstrated.



2. The role of Kazakh folk costume in
preserving ethnic traditions, as one of the
essential components of national identity
and their transmission from generation to
generation, is analyzed.

3. The uniqueness of Kazakh folk
costume in strengthening the national
identity of Kazakhstanis in the current
stage of interethnic globalization is
demonstrated.

4. A wide range of opportunities for
further research into the application of the
main elements of Kazakh folk costume in
scientific and practical activities, both in
Kazakhstan and globally, is revealed.

Conclusion

Summing up the results of the study, it is
necessary to focus on the volume of work
done to implement the goal and objectives
of the project.

During a comprehensive methodological
approach, the author’s systematization
of the elements of the kazakh national
costume was carried out, their material and
spiritual component of the worldview of the
kazakhs of their cultural code was shown.

Almost all items of national clothing are
presented in an accessible and schematic
manner, indicating their characteristics
and functionality. The systematization was
carried out based on the masculine and
feminine principles, the semiotics of the
iconic ethnic traditions and rituals of the
kazakh people, laid down during the period
of nomadic life.

Thanks to the systematization, an
emphasis was placed on the functionality
of national clothing, a classification and

allocation of multifunctional and semantic
loads, as a phenomenon of the kazakh
national costume, was carried out.

The study determined the main
functions of the Kazakh national costume:
gender, age, social status, class, regional,
decorative, semiotic, traditional ritual, and
religious. The combination of the functional
content of national clothing is a unique
phenomenon. Each element of the costume
has ancient roots, going back to tribal
pagan beliefs. The costume is diverse in
functionality, but also in the combination
of semantic significance; it is a repository
of the foundations of traditional Kazakh
society. Kazakh national clothing is a
masterpiece of ethnic art, as an example of
proto-design (from the simplicity of the cut
to the decor and jewelry).

[t is symbolic that in modern society, the
kazakh national costume has retained its
image in full. Moreover, the kazakhs still
use ethnic clothing at present during festive
and ceremonial events, including national
rituals. In addition, ethnic clothing is widely
used in everyday life, which confirms its
ergonomics and comfort. Individual items of
ethnic costume are used as giits, souvenirs
and represent the brand of Kazakhstani
ethno-design at the world level. Based on
the results of the study, the kazakh national
costume, rich in semantic functionality, is
a significant element of national culture, a
kind of ethnocultural code of identity of the
kazakh society. The value of the study is in
the revealed wide range of semiotic realities
of the kazakh national costume, the study
of which is of interest as a theoretical basis
for the educational process in the field of
cultural studies, art history and philosophy.
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Abait MbipzaxmeTos atbiiarbl Kekiieray yuusepeureti (Kekieray, Kasaxkcran)

KA3AK XANbIK KUIMIHIH ®EHOMEHI: ®YHKLMOHANAbIK XXOHE MAFbIHAJIbIK,
XYKTEMEJNEPAIH ANYAH TYPAINITI T¥PFbICbIHAH

Anpatna. Kasipri koramaa eHepai 6eiHeni onayapliH, XXoHe M3EeHM KbI3METTi TaHyAbIH Oip KepiHici
peTiHae TYCiHy LWeKapanapbl anTapablKTank KeHenai. STHOBHEpPAiH, anyaH Typnepi MeH CTUbAEPIHIH,
AACbIHAA KA3aKTblH, XanblK KMiMiHIH GeHOMEHIH epeklue atan eTy Kepek. 3epTTey Ka3ak YATTbIK KUIMiHiH,
TapUXU-M3LEHM TpaHCHOPMaLMANAHY YAEPICIH KAMTUAbI: KYHLENIKTI TYPMbICTbIK KUIM — pyXaHu
M3AEHMWETTI CaKTayAblH, dopMackl — YATTbIK BiperennikTiH, Koabl. 3epTTeyaiH biperenniri macenere
KelleHAi TypFblAaH KapayblHAA, SFHU CaNblCTbIPMasibl, KDOCC-M3AEHM XaHE M3LEHMETTAHYbIK Tanaay
DLICTEPIH KONAAHYbIHAA. Ka3aKTblH, Xanblk KMiMi GEHOMEHIHIH, MaHiH alwy MakcamsiHOa Makanaga
3THOCTbIH, MaTepUanablK KaHE pyXaHW M3LEHMETIHIH, axblpamac beniri peTiHae YATTbIK KMiM
3/IEMEHTTEPIHIH aBTOPAbIK XXYHENeHYi XXaHe XiKTenyi YCbiHbIIFaH. 3epTTey TYXKblpbIMAAMACh! YATTbIK,
KMiMHiH QYHKLMOHANAbIK XX9HE MaFblHAMbIK XXYKTEMeNepiHiH, anyaH TypAainirinae »xatblp. Ka3akTbiH,
STHMKANbIK KMiMiHiH eHOMEHi Typanbl YATTbIK BipereinikTiH, MaAeHW KOAbIHbIH, TaCbiManaayLbIChl,
COHAAM-aK, Ka3ak XaKblHbIH, CanT-43CTypAepiH Ka3ipri anemMae cakTay MeH XeTKi3yaiH MaHbI3abl
Kypanbl peTiHAe KapacTblpbliaabl AereH rmnoTesa YCbiHbINaabl. 3epTTey Hamuxenepi MaAeHUETTaHY,
©HepTaHy, 3STHorpadus xaHe GuUNocodus TOFbICbIHAAFLI KaHA FblbIMK BaFbITTap TYPFbICbIHAH Ka3ak,
XanblK, KMiMiHiH, KyObINbICbIH 3epTTEYAIH )XaHa BEKTOPAAPbIH alwaabl.

TyiiiH co30ep: Ka3aKTblH, XanblK KUiMi, YATTbIK KUiMAED, KyObibIC, STHOBHEP, M3AEHM KO, YITTbIK,
60nMbIC.

Aaiiexces ywin: KocuoBa, AnekcaHapa xaHe lynbHap MymkaHoBa. «Kasak xanbik KUiMiHiH heHOMeHi:
(YHKLMOHANAbIK XXaHE MaFblHANbIK XXYKTEMENepaiH anyaH Typainiri TypsoicbiHan». Central Asia Journal of
Art Studies, 7. 10, N2 3, 2025, 305-319 6. D0I:10.47940/cajas.v10i3.1055

Asmopnap Kom«a3oaHwlH COHFbI HYCKACbIH 0KbIN, MAKY/10a0bl #aHe Myddenep KaKmbIFbICbl #OK eKeHiH
Masnimoelioi.
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THE PHENOMENON OF THE KAZAKH FOLK COSTUME, THROUGH THE PRISM OF THE VARIETY OF
FUNCTIONAL AND SEMANTIC LOADS

Kocuosa Anekcanapa, Myrxkavosa 'yabHap

Kokuerayckuit ynnsepenrer umenn Adast Mipaaxmerosa, (Koxiieray, Kazaxcran)

®EHOMEH KA3AXCKOIro HAPOOHOIO KOCTHOMA, YEPE3 MPU3MY MHOIOOBPA3U1A
®YHKLWUOHANIbHbIX U CMbIC/IOBbIX HATPY30K

AHHOTauus. B coBpeMeHHOM 06LLeCTBE 3HAYMTENIBHO PACLUMPEHbI FPAHULLbI MTOHUMAHUS UCKYCCTBA,
Kak GopMbl BbIpaKeHWsi 06pa3HOro MbILIEHUS U BULEHWUS KYNbTYPHOM AesTenbHocTu. Ha doHe
Pa3fIMYHbIX BUAOB U CTUNEN STHOMCKYCCTBA, CIELYET BbIAEIUTb HEHOMEH Ka3aXCKOr0 HapO4HOro
KocTioMa. MccnenoBaHWeM 0XBayeH MPOLLECC UCTOPUKO — KYNbTYPHOW TpaHCHOPMaLLMM Ka3axcKoro
HapoAHOro KOCToMa: oAexaa 6bIToBoro 06Mxoaa — GopMa COXpaHEHUS LlyXOBHOWM Ky/bTypbl — KOZ,
HaLMOHaNbHOWM MAEHTUYHOCTU. YHMKANbHOCTb pa3paboTku — B KOMMIEKCHOM MOAXOAE K npobnematuke
uccnenoBaHus, C NPUMEHEHUEM Memo008 CPABHUTENIbHO — COMOCTAaBUTENIbHOIO, KPOCCKY/IbTYPHOTO
W KYNbTYPOJIOrMYECKOro aHanusa. B yessix packpbiTus CyLLHOCTU GEHOMEHA Ka3axCKOro HapoLHOro
KOCTIOMa, B CTaTbe NPUBELEHA aBTOPCKAs CUCTEMATMU3ALLMUA U KNACCUDUKALMS INEMEHTOB HALMOHABHOM
OLEX[bl, KAK HEOTHEM/IEMOW YaCTU MaTepUabHOM U LlyXOBHOWM Ky/bTypbl 3THOCA. KoHuenuus
MCCnefoBaHUs 3aK/HYaAETCs B MHOr006pasunu GyHKLMOHANbHbIX M CMbIC/IOBbIX HArpy30K HAaLMOHANbHOMO
KocTioMa. Ha paccMoTpeHune npeanaraercs runoresa o heHoMeHe Ka3axCKoW STHUYECKOW 0fexXabl,
KakK HOCUTeNs KyNbTypHOrO KOZLA HAaLLMOHANbHOM MAEHTUYHOCTU, COXPAHEHWUS U Nepeaayn TpasuLmi
Ka3axCKoro HapoLa B COBPEMEHHOM MUpE. Pe3yibmamsl UCCNeA0BAHNUS OTKPbIBAIOT HOBbIE BEKTOPI
U3yyeHus peHOMeHa Ka3axckoro HapoLHOro KOCTHOMa, C TOYEK COMPUKOCHOBEHMS KY/IbTYPOBELEHMS,
WCKYCCTBO3HaHMS, STHOrpadumn n dunocobum.

Knioyesbie cnosa: Ka3zaxckuii HAPOAHbIM KOCTIOM, HALMOHA/bHas o4exaa, GeHOMEH, STHOMCKYCCTBO,
KYNbTYPHbIW KOA, HALMOHANbHAS UAEHTUYHOCTb.

Ans yumupoearus: KocuoBa, Anekcanapa, u [ynbHap MynkaHoBa. «DeHOMeH Ka3axCckoro Hapo4HOro
KOCTIOMa, Yepe3 nNpu3My MHOroobpasms GyHKLMOHANbHbIX U CMbICIOBbIX Harpy3ok». Central Asia Journal
of Art Studies, 1. 10, N2 3, 2025, c. 305-319 D0I:10.47940/cajas.v10i3.1055

Asmopbl npoyumanu u 0006puu 0KOHYameIbHebIl 8apUAHM PyKoNucu U 3as8/5om 06 omcymcmeauu
KOH@AUKmMa uHmepecos.
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[MEPEOCMbICJIEHUE
JNTOMAILLIHEMH

MEBEJIU HA OCHOBE
XYI10)KECTBEHHOI'O
JNIU3AMHA C YYETOM
MOTPEBHOCTEM JIFQAEU C
UHBAJIMAHOCTbIO

Mapuna Koguposa', Tatbana Lllankas®

M2Tawkenrckuit locynapersennbiii Texnuuecknit Yuusepeurer umenn Menama Kapumosa
(Taukent, Y36ekucran)

AHHoTauus. O603HaYeHa Hay4yHas npobiemMa HeAOCTaTOUHOM AOCTYMHOCTM XWUNOWM Cpeabl ANs Noaen

C MHBANNAHOCTbIO M CHOPMYIMPOBaHa Liefb — MNOKa3aThb, YTO LOM W NPEeAMETHO-NPOCTPAHCTBEHHAS
cpefa MOryT BbICTYMaTh XYA0XECTBEHHbIM MEAUYMOM, B KOTOPOM YYET TeNEeCHbIX Pa3nnymii CTaHOBUTCS
UCTOYHWMKOM (POPMbI U CMbICNA. B paboTe 06beanHA0TCS MEXAUCUMUMIMHAPHbIE NOAXOAbI C BbIPAXKEHHOW
WCKYCCTBOBELYECKOM OMTUKOM: 0630p COBPEMEHHbIX NMy6aMKaLui No AN3aiHY U MHBAUAHOCTH,
conocTaBneHne 06pasLoB «A0CTYMHOW» Mebenu, a Takxke MHTeprnpeTaLms NPOeKTHbIX KeNCOB Yepes
KaTeropmMu KOMMo3uwumu, Matepuana, GakTypbl, puTMa 1 LBeTa. [okasaHo, YTo nepeocmbicieHne Mebenu
Yyepes nepcnekTMBY MHBAIMAHOCTU NEPEBOAUT LOCTYMHOCTb U3 cdepbl Cyrybo yTuauTapHoro B chepy
XYL,0XKEeCTBEHHO-3CTETUYECKOTO A3blKa MHTepbepa. KoppekLums pa3aMepoB 1 KOHCTPYKLMIA (Hanpumep,
perynupyeMbie no BbiCOTE KYXOHHblE MOAYAU, CBOOOLHOE NPOCTPAHCTBO NOA, CTONELIHULLEN), UHTErpaLums
TEXHONOMMI (YMHblE MEXAaHU3MbI, CEHCOPbI) U 3PrOHOMUYECKME peLleHns (CKPYrMEHHbIE KPOMKM,
KOHTpacT 6e3 621m1KoB Ans cnaboBmaaLmX) GOPMUPYIOT YUTAEMYIO KOMMO3ULMIO 3a60Tbl, MOBbILLAS
6e30MacHOCTb U KOMMOPT, He CHUXas BblpasuTenbHocTu. O6CyaAeHMe, OCHOBAaHHOE Ha uTepaTtype

M NPOEKTHbIX MPUMEpPaX, MOKA3bIBAET: «AM3aMH A1 BCEX» B XXUMLLE NPOSBNSETCSA KaK ICTETUKA
3a60Tbl, rae PYHKLMOHANbHOE, TEXHONOTMYECKOE M XYA0XKECTBEHHOE COBMPatoTCs B eanHY0 06pasHyto
cuctemy. [lom nepectaét H6biTb MECTOM U305LMU U BbICTYNAEeT MPOCTPAHCTBOM KYAbTYPHOrO AManora

1 caMoBblpaxeHus. MpakTuyeckas 3HAYMMOCTb AN XYA0XKECTBEHHOIO AM3aiiHa — B apTUKYNsSLmMu
NMPUHLMMNOB, MPUMEHMUMbIX KakK K aHanu3y, Tak 1 K NMPOEeKTHOW NPaKTUKe: YHUBEPCANbHOCTb (YYET
pa3Ho06pasuns TeNecHoOCTH), SproHOMMYHOCTb (KOMMO3MLMS, UCXOAALLAN U3 TENECHOro MaclwTaba),
a[aNTMBHOCTb (TEXHOMOTMM KaK MO3TMKA TpaHCPOpMaLMm) U KpacoTa (3CTETUYECKOE COMpSKeHue
pelueHuit AOCTYNHOCTM € 06pa3oM UHTepbepa). HameuaeTcs none fanbHemnwen MCKYCCTBOBEAYECKOM
paboTbl: yTOYHEHME MOHATUMHOMO annapaTa (COOTHOLIEHUE YTUAMTAPHOIO U XY40XXECTBEHHOTO),



pacluiMpeHne UKOHONOTMYECKOro U repMeHeBTUYECKOrO aHaNn3a NpeLMeTHO-NPOCTPAHCTBEHHOM
Cpeapl, a TaK)Ke COMoCTaBNeHUE KY/bTYPHbIX KOHTEKCTOB, rAe AOCTYMHOCTb MbIC/IUTCS KaK MOAHOMNpPaBHas
KaTeropums XyL0XeCTBEHHOro A3blka COBPEMEHHOTIO A0Ma.

Knroyessie cnoea: HKNO3MBHBIV AM3alH; LOMALIHAS Mebenb; MHBAaNMAHOCTb; AOCTYMHAs Cpeaa;
3proHOMMKa; aganTMBHAS Mebenb; yHUBEpPCanbHbI AN3aNH; XYA0XKECTBEHHOE BblpaXKeHMeE.

Ansa yumuposarnus: MagnHa, Koompoga, n TatbaHa Lawukas. «[lepeocMbicneHne gomaluHen mebenm
Ha OCHOBE XYA0XXeCTBEHHOrO AM3aiHa C Y4ETOM NOTpebHOCTeN noaen ¢ MHBanuaHocTbio». Central Asian
Journal of Art Studies, 7. 10, N2 3,2025, c. 320-333, DOI: 10.47940/cajas.v10i3.1086

Asmopbl npoyumanu u 0006PU/7U OKOHYaMebHbIU 8apUAHM PYKONUCU U 3as8/15KM 06 omcymcmeuu

KOHGIUKMa UHMepecos.

BBepeHue

OMallHsIsl cpefia — He TOJIbKO
ﬂymﬂmapﬂoe MPOCTPAHCTBO
MOBCEJHEBHOCTH, HO U XY/I02KECTBEHHbIH
(eHomeH, B KoTopom hopma, Maciitao,
dakTypa, cBeT, pUTM MPOXOJIOB U
paccTaHoBKa MPeJIMETOB BUOPUPYIOT Kak
3JIEMEHTbI BU3yaJIbHO-TIPOCTPAHCTBEHHOTO
13blKa. B 9TOM KOHTEKCTE I0CTYMHOCTh
NPEACTACT HCTCTHUECKOH KaTeropuen
«3a00Tbl»: OHA CTPYKTypHpyeT
KOMIO3HULIMIO UHTEepbepa, 3a1a€T JOTHKY
JIBUKEHHUS B3TJIsiA U Tesia, popMHupyeT
MHTOHALMIO IoMa KaK KYJIbTYPHOTO
obpasa. [Ipu 3TOM ypoBeHb JI0CTYTHOCTH
No-MpexKHeMy OTpeiesisieT Mepy
CaMOCTOSITEILHOCTH U KoMpopTa Jtojiei ¢
MHBAJIHIHOCTbIO; T10 olleHKaM BeemupHo#
OpraHu3alyi 3paBoOXpaHeHHs], KOKOJI0
15% HacesieHdst 3eMJH JKUBYT C TEMU
WM UHBbIMH orpanuueHusimu» (WHO).
Mcropudeck »ke THIOBbIE TJIAHUPOBKH
1 cepuiinasi Me6eJib 10Jroe BpeMst
MIHOPUPOBAJIHU TeJieCHOe MHOTrooOpasue,
YTO MPUBOAMJIO K «HALJIENMKAM» U3 YACTHbIX
npucnocobseHni — GyHKIMOHATLHO
N0JIe3HbIX, HO Pa3pyLLIaAOLIHX
XYJI02KECTBEHHYIO 11€JI0CTHOCTh
MpoCTpaHCTBa.

CoBpeMeHHast MpoeKTHas! KyJibTypa
MOCTENeHHO CMellaeT aKleHT: Uiest
«JIM3aiiHa 15l BCeX» UHTepIpeTHpyeTcs
He KaK CyMMa HOPMaTHBOB, a Kak
pa3BUTHE BbIPA3UTEJIBLHOTO A3bIKa
MHTepbepa, rie y106CTBO U KpacoTa He
pasBosiTes, a coequusiioresi. Oco6eHHOCTh
NpeIaraeMoro rnojaxoia — paccMaTpUBaTh
JIOM KaK XyJ102K€CTBEHHbIH MUy M,

B KOTOPOM YUeT TeJIeCHbIX Pa3JUIni
CTAHOBHUTCSI HCTOYHUKOM (DOPMBI 1
cMblc/1a. Bo3HUKaeT npuHUMNHaAbHBIA U151
MCKYCCTBO3HAHHSI BOTIPOC: B KAKOH Mepe
Mebesib, CIIPOEKTHPOBAHHAS C YUETOM
NoTpeOHOCTeH JFojIel ¢ HHBAJIHIHOCTBIO,
crnocoGHa OJIHOBPEMEHHO 0OecrneunBaTh
(PYHKIMOHAJTLHOCTD U CO311aBaTh
9CTETHUECKH BbIpasuTe/IbHbIN 00pas,
paclMpsIOLIMI TOPU30HTbI COBPEMEHHOTO
JM3anHa’?

[lenb paboOThl — MePEOCMbICTHTh
JloMalliHion Mebelib yepe3 nepcreKTuBy
TeJIeCHOr0 MHOrooOpasust 1 000CHOBATh
MPHUHLHKIbI, 0 KOTOPBIM YKUJIHULIE
BBLICTYTAET Xy/10?KECTBEHHbBIM CPEICTBOM
BbIPaKeHHs1: KOMITO3ULIHOHHO
(proHoMHYecKasi Copa3MepHOCTb U
KOH(HUTypaLst MPOXOJI0B ), TEXHOJNOTHIECKH
(mosTHKa TpaHcHOpPMALIMH KYMHbIX>»
MeXaHH3MOB ), MaTepHaJbHO-(aKTypHO
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(TaKTHIJILHOCTb, MAaTOBbl€ KOHTPACThI

JUIs1 CJIabOBUASILLMX ) U MKOHOJIOTHYECKH
(1ueHHoCTH 3a60ThI, IOCTOUHCTBA,
coydacTHsi, IpOYHTbIBaeMble B hopme ).
TeopeTuueckasi 3BHaUUMOCTb 3aKJ/II0UAETCS
B YTOYHEHHUH MOHATHHHOIO anrnapara
MCKYCCTBO3HAHHSI TPUMEHHTENBHO K
NpeJMETHO-IPOCTPAHCTBEHHOH cpejie

U B aPTHKYJISILIUK «3CTETUKU 3a00ThI»

KaK 4acTH Xy/102KECTBEHHOTO s3blKa
UHTepbepa. [ IpakTHueckasi LleHHOCTb — B
BO3MOKHOCTH IIPUMEHSITb 0003HAYeHHbIE
MPUHLIMTIBI TP aHaJIU3€e ¥ TPOEKTUPOBAHUU
JKUJIMLLA TaK, YTOObI PYHKIMOHAJIBHOCTD,
TEXHOJIOTMYHOCTh U BbIPA3UTEJbHOCTD
paboTaJ/ii KakK B3aMMOJIONOJIHSIOLLHEe
HayaJsia, yKperuisisi aBTOHOMHOCTb H
KYJIbTYPHYIO CAMOIIPE3E€HTALMIO KaXK10r0
KUJIbLIA.

MeToAabl

J11s1 nocTrKeHUs oCTaBAeHHON

LeJIH HCTOJb30BaHa COBOKYITHOCTb
MCCJ/1e/10BaTe/IbCKHX METOJI0B,
00bEIUHSAIOUINX aHATUTHYECKUI 1
NpUKJIAIHON roaxo. Bo-mnepBbix,
MPOBEJICHO H3YYeHHEe COBPEMEHHOH
JIUTEPATYPbl U UCCIIEIOBAHUI B 006/1aCTH
NM3aiiHa UHTepbepa, IPrOHOMHUKH U
JIOCTYIHOro iu3akina. «ayyenbl HayuHble
paboThl MOCJEAHUX JIET, OTPaXKalolue
9BOJIIOLIMIO OTHOIIEHHS K MHBAJIUJIHOCTH B
JM3aiiHe, BKJOUas MCTOpUYecKHe 0630pbl
¥ HOBeHlIHe TeXHUIeCKHe pa3paboTKu»
(Meiklejohn-Kerr 1). Bo-BTopslx,
NPUMEHEH METO/l CPaBHUTEJILHOTO aHa/M3a
KOHKPETHbIX PUMEPOB alalTUBHON
MebeJd U IM3aiiHePCKUX MTPOEKTOB.
PaccmarpuBasuch Kak KOMMepUecKH
peann3oBaHHble 0Opasiibl Me6esH 115
JIOJIeH C HHBAJIMIHOCTBIO (JIMHEHKH
JIOCTYIHOH Me6eJii KPYMHbIX OPeH/IOB ),
TaK U 9KCIEPUMEHTaJbHbI€ KOHIIEMNThI,
npeJicTaB/AeHHbIe Ha KOHKYpCax U B
Jm3aiHepekux JabopaTtopusix. Hanpumep,
npoaHan3upoBaHbl MHUIMATHBBI [KEA
o coszanuio gonosiHenuit ThisAbles nsi
maccoBoil mebesi (2019) u KosieKiuu

OMTANKSAM (2020) a5t mogeti ¢
ocoObiMu notpebHocTsimu (Curtis), a
TaK)Ke aBTOpPCKHe pa3paboTKH, OMHUCAHHbIE
B PO UJILHBIX U3JIAHHSIX. B-TpeThux, «B
UCCJIe/IOBAHUM YUUTBLIBAIOTCS CBEJIEHHUS,
noJiydeHHble U3 HHTEPBbIO, OTYETOB H
JKYPHAJIMCTCKUX MaTePHAJIOB, TJle OTPAXKEH
OMBIT CAMUX JIIOJIEH C HHBAJHAHOCTBLIO

B 06ycTpoicTBe Kujbst» (Bobosa 39).
Takue cBeieHHsT TO3BOJISIIOT COMOCTABUTD
HayYHO-TIPOEKTHBIE MOJXOJIbl C PeaJbHLIMU
NnoTpeCHOCTSIMU M OLEHUTh CTeMNeHb UX
yI0BJEeTBOPeHHsi. MeTo1010THYEeCKH
paboTa HOCUT XapakTep TEOPETHKO-
AHAJIMTHYECKOT'0 UCCICIOBAHHUS C
3JieMeHTaMHU M3akH-3KcrnepTuabl. JlanHble
U3 PA3JIMUHBIX HCTOUHHKOB — HAYUHBIX
cTareil, 0TpacaeBbiX OTYETOB, HHTEPBbHIO

— COMOCTAaBJISIIUCH MKy COO0M 115
BbISIBJICHUS] OOLLMX TeHASHLMH U JIyULIUX
NPAKTHK.

Ouckyccusa

HcTtopuyeckue U TekylliMe HCc/e10BaHusl.
[IpoBenéHHbli aHa/IM3 MOKA3bIBAET, UTO
TeMa HHKJII03WBHOTO JI3aiHa JIOMallHEro
MPOCTPAHCTBA HAXOJUTCS HA MepeceyeHnH
HECKOJIbKUX IUCLUIIMH — apXUTEKTYpbl,
MPOMBILIJIEHHOTO IM3aiiHa, COLIMOJIOTHH U
MCKyccTBOBeleHUs. PaHee uccnenoBaresu
B OCHOBHOM KOHLIEHTPHPOBAJIUCh Ha
(PyHKIIMOHAJLHBIX aCMeKTax J0CTYHOCTH:
nanpumep, Clarkson and Coleman
MPOC/IEANIN UCTOPUIO HHKJIIO3UBHOTO
nu3anina B Besinkobpuranuu, «cBsi3an

eé C 5proHOMHUKOM U TpeOOBaAHUSIMHU
noxusbix goaei» (Clarkson and Coleman
235). Ucropuyeckuii 0630p «XaHHbI
Mukeskon-Kepp» (Bennkooputanus,
2024 ) neMoHCTpHUPYET, UTO afanTalus
MeOeJ M Mol 0coOble HY2KJIbl HE HOBA:
«TPOTOTUIBI HHBAJIMHBIX KpeceJ 1
KaTaJIbHbIX KPOBATEH U3BECTHBI €111E C
anTHuHblX Bpemén» (Meiklejohn-Kerr 3).
«Jltonu ¢ orpaHHYEHHBIMH BO3MOXKHOCTSIMU
M3naBHa MOAU(ULIMPOBAJIH OKPYKEHHE
1noJ, ce6s, 0/IHAKO JIMLIb B MOCJEIHUE
JIECATUIICTUS TPOMBbILLJICHHBINA JU3aiH



HavyaJs 0CO3HABATh LIEHHOCTb ITHX
M300peTeHHH /11 MACCOBOTO PbIHKA»
(Meiklejohn-Kerr 161). CoBpemennbie
MCC/Ie/IOBAHUST BLIXOMSIT 38 PAMKH
YTHJMTAPHOCTH U MOJHUMAIOT BOIPOC
5CTeTHKH. B uacTHoCTH, «nonuépkuBaercs
HEO0OXOAUMOCTh CTHJISI U BBIOOpA M3aiHa
Jlazke B Criellaju3upoBaHHoOl MebeJn»
(Meiklejohn-Kerr 4). 9to o3nauaet, uto
NoTpeOUTEeN C HHBAJIHAHOCTbIO, KaK U
JiloOble Ipyrue, XOTST BUIIETh B CBOEM
OKPY2KEHHH KPACHBbIE U Bblpa3UTeJ/bHble
NpeJMETHI, a He TOJILKO rpyOble
npucnoco6seHust cyry6o MeIMLIUHCKOTO
xapakrepa.

CpaBHeHMe MOJIXOJI0B:
(YHKLHOHAJIBHOCTb U 9CTETHKA.
TpanuunoHHbIi 0AX0/ K MeGesH st
JIOJIEN C MHBAJIUJIHOCTBIO JIOJITHE TOJlbl
0CTaBaJICsl MEIMLUMHCKH -YTHIUTAPHBIM.
CrenpaJgbHble Kpecsa, KpoBaTH,
NObEMHUKH pa3dpabaTbiBauCh CKopee
Kak JieuebHoe 0OopynoBaHue, yacto 6e3
yuéra qu3aita untepbepa. Kak ormeuaior
YYACTHUKH MeOEJIBHOTO PbIHKA, «J10
HeJlaBHEro BPEMEHH JI0CTYIHbIE pelleHHs]
a0 KpaliHe 1oporocrosuye, b0 Masuo
OTJIMYAIOTCS BHELLIHE OT OOBbIYHbIX, He
npejyiarast IonoJHUTEbHBIX ICTETHUECKUX
kauecTB» (Bo6osa 40). OTciona BO3HUKIIO
3abJ1yzKieHHe, OYATO «9PrOHOMUYHAS»
WK «JiedeOHas» Me6esib He MOXKET
OBITb KPAaCUBOH — OHA BOCIIPHHHUMANACh
KaK HeuTo 060c06JIeHHOE OT MOJHbBIX
MHTepbepHbIX TeHaeHIMiH. OHaKo B
nocJjie/iHee BpeMst HAMETHJICS C/IBHT.
Kpyntble 6penibl BLIXOASAT HA PbIHOK €
npoayKuuen, oobeuHsiouen yno6¢cTBo
JUIst 0COOBIX MOTPEeOHOCTEH ¥ COBPEMEHHBIH
Jusaiid. Hanpumep, amepukanckas
komnanus Pottery Barn B 2023 rony
3arnyctusa jauHeiky Accessible Home, «rne
6osiee 150 nonysipHbIX Moesiel Me6Gesin
nepeocMblC/IeHbI J/1s1 [T0JIb30BaTe/IeH
C OrpaHHUYEHHBIMH BO3MOYKHOCTSIMU —

MPHU 3TOM COXpaHEH (PUPMEHHbBII CTHJb
U MIPUBJIEKATEIbHOCTD STHX HU3JIEJHI»
(Curtis). Anasnornuno, B nmpoekrax IKEA
B Poccuu Obl10 moKa3aHo, 4TO THIIOBast

KBApTHPaA MOKET ObITb OTHOBPEMEHHO
yIOOHO! /151 KOJISICOUHHUKA U 9CTETUUHOM:
«yOpaHbl HaBUCAIOLLIME LIKadbl MOJ
KYXOHHOU CTOJIELIHULIEH, HO COXPAHEH
COBPEMEHHBIH JJAKOHUYHBIH IM3aKH;
YKOPOYEHbI LUTOPbI /151 6€30M1aCHOCTH,
OJIHAKO HHTEPbEP HE TePsIET YIOTa»
(Domé&Podium). 9tu npumepsl
TMOATBEPIKAAIOT T€3UC: HHKJIIO3UBHBIN
MOJIXOJL He yMaJisieT 1eKOPATHBHBIX
BO3MOXKHOCTEH, @ HAMPOTUB — CTUMYJHUPYET
MIOMCK HOBBIX (POPM U KOMITO3ULIM.
Jlyduiue nqu3afiHepbl paccMaTpUBaloT
JIOMOJIHUTEJIbHbIE OTPAHHUEHHST KaK TOJUOK
K H306peTaTe/IbHOCTH: M0 BbIPAXKEHUIO
9KCMEPTOB, OrPaHUUYEHHs] MTUTAIOT
KpeatuBHocTh>» (How Inclusive Design
Drives Innovation). Pacuimpsis 3apauu
MPOEKTHPOBAHUSI C YUETOM JIOCTYITHOCTH,
MO2KHO MOJIy4UTh HHHOBALMOHHbIE
pelleHusl, BBIMOJHO OTJHYAIOLLIHE TPOIYKT
Ha pbIHKeE.

HoBusHa nepcrnexkTuB: MHBAJIUIHOCTD
Kak UCTOUYHHK ujielt. B dokyce nanHoro
MCc/e/IoBaHUsT — Wiesl paccMaTpUBaTh
MHBAJIMIHOCTb He KakK npoobJemy, a
KaK oJIuH U3 haKTopoB, oGorataroumx
nu3ant. Takoi 1oaxo/ co3ByueH
KOHLLETLHH, MPe/I0KeHHO! XaMpae 1
@puy — «KpUM-TEXHOHAYKA», i€ OTbIT
JIOJIEN C MHBAJIMJIHOCTBIO CTABUTCS B
LIeHTp rpoliecca co3/1aHusi TEXHOJIOTHH
u 06bekToB (Hamraie and Fritsch 5).
OHM MpU3BIBAIOT BUIETH B CAMOJIEbHbIX
pelleHUsX, TPULYMaHHbIX HHBATUIAMH,
LEHHBI pecypc 3HaHHH U HHHOBALIHH.

B KoHTekcTe omatineil me6esn 3To
O3HayaeT aKTHBHOE MPHBJCYEHHE CaMUX
MoJIb30BaTe el ¢ HHBAJIMIHOCTBIO K
MPOEKTHPOBAHHUIO — UYepe3 HHTEPBbIO, KO-
J3aiiH, 6eTa-TecTHpoBaHHUe. YaKe NepBble
1LIard B TOM HaIpaBJeHHH TPUHECH
MJI0I0TBOPHBIE pedyJ/bTaThl. Hanpumep,
«KOMaH/1a MOJIOJIbIX IH3aiiHePOB U3
YensibrHceka, pazpadoTaBiias KOHUENLHIO
JIOCTYTTHOH KBapTHPbI, OCHOBbIBAJIA
pelleHust Ha peasibHbIX CLEeHAPHSIX JKH3HU
MasioMo6UIbHOTO YesioBeka» (boGora
41). MIx npoekr npegycMatpusal psij
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MHHOBALIMOHHBIX UIEH: OT BbIIBUAKHBIX
CHCTEM XPaHEHUS C 3JIeKTPUUECKHM
NPUBOJIOM JI0 TpaHcHOpPMUPYeMOH
KpPOBATH, — M BCE 3TO HHTEPUPOBAHO B
COBPEMEHHbIH HHTepbep Oe3 OLLyLLEeHHs
«O0JbHUUHOCTH». Takne paboThbl
M0Ka3bIBAlOT, KAK IOMALLHAS Cpea
npeBpallaeTcs B OJHIOH TBOPUECKUX
9KCIEPUMEHTOB, IJle CTAJKHBAIOTCS
XYJI02KeCTBEHHOE BOOOpPaKeHHE U
nparMaTukKa A0CTYHOCTH.

[TpoGJieMbl H BbI3OBbI PeaJsiM3alH1H.
Hecmorpst Ha pagBuTHe uuael 1
ornpe/eséHHbIE JTIOCTHKEHHUS], MacCoBOe
BHEJIpEHHE MeOCJIH /151 JIIOJIEH C
0COOBLIMH MOTPEOHOCTSIMH JI0 CHX T10P
COMNPOBOXKAACTCS PSJIOM CePbEIHBIX
npenaTcTBui. [1aBHON TPyIHOCTbIO
SIBJISICTCS] 9KOHOMMKA: « PbIHOK MO00HOH
NPOIYKLIHK OCTAETCs Y3KUM M HEJI0CTaTOYHO
pazButbiM B ctpanax CHI™» (bo6osa
41). Cnabblil cripoc B COUETaHUH ¢
BbICOKOH ce0eCTOUMOCTbBIO COBPEMEHHbBIX
TEXHOJIOTHH, TAKUX KaK TObEMHbIE
MeXaHH3Mbl M 3J1eKTPOIPHBO/LbI,
00yCJIaBJIMBAET 3aBbILLEHHbIE LEHbI
Ha U3JIE/IHS [0 CPABHEHHIO ¢ OOBIYHON
Me6eJiblo. BoJbILIMHCTBO HHHOBALMOHHBIX
MojleJIell ocTynaeT u3-3a pyoexa u
HEJIOCTYITHO MacCcoBOMY NOTPeGUTEJIIO U3-
3a CTOUMOCTH MJIM OTCYTCTBHSI MECTHOTO
NpoHu3BOACTBA. [10MbITKH HEKOTOPBIX
(haOGpHUK HANAIUTh BHIMTYCK KyXOHb 1

HJKanOB C JIOITOJIHUTEJIbHBIMHY Me€XaHU3MaMHU

OKa3bIBaJHUCh HepeHTa0eIbHbIMHU

6e3 cyOCHIMpPOBaHUs, TaK Kak YHCJ/I0

nokynareJsieil octaBajoch KpailHe HU3KHUM.
He menee cepb€sHbIM sIBJIsIETCS

¥ MH(OPMAaLMOHHbBIH HGapbep.

[ToTeHuHanbHbIE MOJB30BATENH 3a4aCTYIO

He 0CBE/IOMJIEHbBI O CYLIECTBOBAHUH HOBbBIX

peleHui iM6o He 3HAIOT, TJle UX HAUTH.

[TokasatesibHO, «4TO peryjaupyemble Mo

BBICOTE CTOJIbl Yallle PeKJIaMUPYIOTCS

KakK ohUCHasi UK reiiMepcKast Me6edb,

XOT$1 MOTJIM Obl MPe/IaraThest U JIOAsIM

C OrpaHHYEHHbIMH BO3MOXKHOCTSIMU »

(bo6oga 43). Henocrartok nudopmatinu

1 06pasloB B OJIMKAKIIEM OKPYKEHUU

BbIHY?K/IaeT MHOTHX U3rOTABJAMBATH
HeoOXO/IUMbIe TIPEIMEThI CAMOCTOSITEIbHO
JM00 3aKa3bIBaTh KyCTapHble BAPHAHTHI,
YTO HEPEJIKO CHH2KAeT KayeCcTBO NOTOBOH
NPOIYKILHH.

CpaBHeHHe MeKITyHapOHOI0
1 perMoHasibHOro KoHtekera. B
MeXKyHapoHOM MaciuTabe TeMa
MHKJII03UBHOTO 2KHJ1bs1 TOCTENEHHO
BXOJIMT B IVIABHbIH [TOTOK JIM3AaHHEPCKOU
Mblcad. OpraHusalyu Nno cTaHiapTU3almu
(nanpumep, amepukanckuit ADA)
YCTaHOBUJIM MMHUMaJIbHbIE HOPMbI
JIOCTYIHOCTH ellle B KoHlle XX Beka, HO
CEro/iHsl aKUEHT CMelllaeTcst Ha Iu3aiH
JUIsl paBHbIX BO3MoxKHOCTeH (Design
for All), mogpasymeBatoLiHii He TOJILKO
HOPMaTHBHOE COOTBETCTBHE, HO U
paBHbIf 3cTeTHUEeCKHH onbIT. B EBporne n
CeBepHo#t AMepHKe KpyTHble KOMIAHWH
(opMUpYIOT crielMaNu3upOBaHHbIE
JIMHEHKH, KaK yIIOMHHAJIOCh BbillIe, H
CTPEMSITCS BKJIIOYATh YHUBEpCaJbHble
3JIeMeHTbI B 0230Bble MOJIE/H TIPOJIYKIIHH.
B 1o ke BpeMms1, B pa3BUBAIOILIMXCS
pervoHax — BKJIouast cTpanbl LlentpasnbHoit
A3UM — MHKJIIO3UBHDBIH JU3aUH KHIbS
M0Ka HaXOJUTCs Ha HaYaJsIbHOM CTa/luu
pasButus. Tem He MeHee, HHTepec K
9TOM TeMe pacTeT U 3/1eCh: peasu3yloTcs
roCy/lapCTBEHHbIE MPOrPAMMBbI [0 CO3AHHIO
«6e3bapbepHOT Cpe/ibl», MPOBOJATCS
KOH(ePEHLIMH U KOHKYPChI CPe/Id MOJIOJIBIX
JIM3alHepPOB, OPUEHTHPOBAHHbIE Ha
coluaJibible HHHOBaUMU. CpaBHeHHE
MOKAa3bIBAET, UTO MPH MOJIEPIKKE
rocyapcTa U MHOPMHUPOBAHUM 001IECTBaA
0 MPEUMYLIECTBAX UHKJIIO3UBHbBIX pellleHUH
(KaK 1151 JIIoIed ¢ HHBAJIMAHOCTBIO,
TaK M /151 TOXKUJIBIX U JIeTei ) pa3BUTHE
9TOrO HANPABJIEHHSI MOXKET YCKOPHUTHCS.
Takum 06pazom, riobanbHbIA TPEH]L
Ha 00beMHeHre (hyHKIIHOHATBLHOTO
M 9CTETHUECKOTO B IU3aiiHe sl BCex
MOCTENEeHHO OXBATbIBAET pas3Hble CTPaHbI,
3a/aBast eIMHbIA BEKTOP: XKHJIbe OYyllero
JIOJI2KHO ObITh KPACHUBBIM M Y1OOHBIM 151
KarKJ10ro.



PesynbTathl

Mcxonst 3 paccMOTpeHHbBIX HCTOUYHHKOB
1 TIPOEKTHBIX KEHCOB, Pe3yJibTaThl
1es1ecoo0pasHo NPeICTaBUTh Kak
NATh B3aHMOCBSI3aHHBIX OJIOKOB, B
KOTOPBIX (PYHKIIMOHAJIbHBIE PellleHHsT
MPOUUTBIBAIOTCS U KAK 3J1€MEHThI
XYJI02KECTBEHHOTO 513bIKa MHTEPbEPA.

OproHomMuyeckas afganTaums
MPOCTPAHCTBA KaK KOMITO3ULHS
maciuTtada. DProHoOMHUKa B XKHUJIULLE
TMPOSIBJISIETCS HE TOJIBKO B y100CTBE, HO
1 B Xy[102KECTBEHHON COPa3MepPHOCTH:
raGapuThl PEMETOB, BHICOTHI M TIPOCBETHI
3a1a10T < PUTM>» JIBUKEHHs TeJ1a U B3IJIsiia.
[TonTBepxKnaercs, uto NpuBs3Ka Mmede U K
AHTPOIMOMETPHH MOJb30BATEJISI YCUIUBAET
ABTOHOMHOCTb M [POYUTHIBAEMOCTh
¢dopmbl. Tak, «onTuMaJsbHas BbICOTa
paGouux MOBEPXHOCTEN Ha KyXHe JI/1s]
yeJIoBeKa Ha KoJisicke coctabJisieT ~ 80—
85 cM, a cucTeMbl XpaHeHHUs JI0JIXKHBbI
pacroJsiaratbCsl HUXKe CTOJIELIHHIIBI, B 30HE
JlocsraeMocTH pyk cusitero» (bo6osa
40). CooTBeTCTBEHHO, OMPAaBIAH «OTKa3
OT TPAJMIIMOHHBIX TIOJIBECHBIX IKa()OB
WM CHaOKeHHe UX OMyCKaIoLMMHCS
noaxkamu>» (Yessounck, 2015). B canyane
— ¢BOOOJIHAsI PACCTAHOBKA CAHTEXHUKH HA
YPOBHE KOJISICKH; «KPOBATb I0J/2KHA ObITh
Ha YPOBHE CHIEHbsI HHBAJIMIHOTO KpecJia h
OCHAIIAThCS MTOPYYHSIMH MJTH TTOIbEMHBIMU
Mexanusmamu» (bo6osa 41). D1u npuémnl
(hOpPMHUPYIOT KOMITO3UILIMIO 3a00THI,
B KOTOPO hopMa CJTy»KHUT TeJIeCHOH
COPa3MepHOCTH, @ COPA3MEPHOCTb —
XY[02KE€CTBEHHOH LesiocTHOCTH. [IpuHLmn
nepBblil: MebeJib MOJACTpanBaeTes Mojl
yeJsioBeKa yepes peryaupyeMocTb U
BBbIBEPEHHDIH BEIOOP BLICOT, TyOHH U
pPacCTOSTHUH.

HMurerpauus TeXHOJMOHH U KYMHOI»
MeGeJsIn KaK Mo3THKa TpaHchopMalini.

TexHoMOrHUHOCTD MPOYUTBIBACTCS KAK
MJIACT XY/I02KECTBEHHON BbIPA3UTENbHOCTH:
M3MeHeHne KOH(MUrypalyii, KHHeTHKa,
CBET M CLIeHAPUHU yIIpaBJIeHHUs CTAaHOBSITCS
yacTbio oOpasa goma. Mceaenopanus

OTMEYalOT «MePCHeKTUHBHOCTb YMHON
MeGeJd 17151 KOMIeHCAMH OrpaHuueHHH
JIBU?KEHHH, 0COOCHHO Y TTOXKHJIBIX H
MasioMo6UIbHBIX Jitofiek» (Frischer et al.
3). ITokazaTesieH mpoTOTUIT «YMHOTO»
crosia (Koanos 106): mexanuueckuii
MPUBOJL UBMEHEHHUS HAKJIOHA, MYyJIbT U
npusoxkeHue, 6eCrnpoBoHas 3apsiiKa,
peryJaupyemblii cBeT. HoBU3HY 3anaét
MOJIyJIbHOCTb, 0OecreunBatollas 3aesj
KOJISICKM ¥ MHOKECTBEHHOCTb M03.
B onucanun nogu€pkHyTO, UTO €OH
BBITJISIIUT COBPEMEHHO: KOMOUHUPYET
CBETJIO-CEPYIO CTOJICLLIHHLLY... C IPKO-
CMHUMH 6GokoBHHaMHU...» (Koanos 108), —
3CTETHUECKHE KOJI coueTaeTcsi ¢ (hyHKIMeN.
Ha ropusonte — poGoTH3HPOBaHHbIE
MojtyJin: «6J0kH Roombots... aBToHOMHO
nepecTpauBaloTCsl, NpeBpallasch B pa3Hble
npeametsl Mebenn» (Hauser et al. 5).
[ IpuHLMN BTOPOM: 2JIEKTPONPUBO/IB,
JATYHKH U FOJIOCOBOE yIpaBJeHHe
YCUJIMBAIOT alallTUBHOCTD U CO3/IAI0T
MO3THKY U3MeHeHHUs1 hopMbl 6e3 yTpaThl
CTHJICBOH 11€JILHOCTH.

dcretusauus 1 1ekop 6e3 6apbepos.
Busyasibhasi npuBJjieKaTe/IbHOCTb 1
JIOCTYTHOCTb He TIPOTHBOPEYAT APYT
JIPYTY: Xy/l102KeCTBEHHbIH 06pa3 MHTepbepa
MOZKeT BKJIIOYaTh pellieHust 3a00Thbl KaK
MOJTHOTIPABHbBIE 3JIEMEHThI CTHJIS. PhIHOK
YXOJIUT OT « MEIMLIMHCKOTr0» BUJA: B
kosuiekiuu Pottery Barn ynomunatotes
«TOBOPOTHbBIE 3ePKaJjia B U3SAIHBIX
pamax, Markue Kpecsa ¢ nob&MHHUKOM,
BBIMOJIHEHHbIE B Pa3HbIX pacliBETKax — TO
€CTb TOBAPbl HE BBITJISAAT MEIUIIUHCKUM
o6opynoBanuem>» (Curtis). B npoexre
«Kpapruporeka IKEA» nokasano, uto
«Oe3bapbepHas cpesia MoXKeT ObITh YIOTHOH
1 MojHo#» (Dom&Podium). BrisiBnennb
NPUEMBI, MOBbILLIAIOLIHE JOCTYTHOCTb U
BbIPA3UTEJbHOCTD: BO-TIE€PBbIX, I[BET C
yu4€ToM 0coOEHHOCTEH 3peHust (KOHTPACTHI,
MaToBble TIOBEPXHOCTH ); BO-BTOPBIX,
OTKa3 OT I'POMO3JIKUX (hOPM B MOJIb3Y
JIAKOHUKH W MyCTOT; B-TPETbUX, MACKHPOBKa
WJIH XYJI02KECTBEHHOE 0(hopMIIeHHEe
BCIIOMOTaTe/IbHBIX YCTPOUCTB (OTKH/IHbIE
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MOPYYHH, BbIABHKHBIE CTYIIEHH ) KaK
3J1eMeHTOB JieKopa. MHanBuLya nsams
0OUMBKH, PyPHUTYPbI U NAJUTPbI EPEBOUT
3a6oty B cepy obpasa. [Ipunuun Tpetuii:
9CTeTHYECKAst HHTerpaLus — Kaxkaoe
pelleHHe JI0CTYMHOCTH OCMbIC/ISIeTCsl Kak
JIM3aUHEPCKUH TTIPUEM.

CoumasnbHast MHKJ/I03MS1 U coydacTHe Kak
cLieHorpacust NOBCEIHEBHOCTH.

JKunuie — He TOJIBKO «4e/loBeK—
NPeAMET», HO U €4eJIOBEK—UeJIOBEK>.
[IpocTpaHcTBO, HACTPOEHHOE T1OJ, TEJICCHbIE
BO3MOKHOCTH XO35IMHA, BO3BPALLAeT eMy
poJib cyO'beKTa IoMa U MEHSIeT CLIeHapHH
o6Owenus. [Tokasatenen kefic Hatanbu
KanresnunHoii: paciuvpenue asepei,

Jlylll BMECTO BaHHbI, U30aBJjeHHe OT
JILIHeN Me6esn U (yHKLHOHATbHAS
KYXHSl — «HOBbI€ y100CTBa MO3BOJIHJIH €H
CHOBA FOTOBMTb U PUHUMATh roctel 6e3
noctopoHHel nomotin...» (Kanrenmnuna
15). Coyuacrue nosib3oBaTesiei B
NPOEKTHPOBAHUM — UHTEPBbIO,
KOHKYPCHbI€ U OHJIAHH-TTPAKTHKH —
YCHJIMBAET YyBCTBO MPHHA/IEKHOCTH

1 OpMHUPYET COOOILECTBA «IOCTYMHON
scretuku» (Curtis). [Tpunuun yeTBEpTHIiL:
NPOEKTHPOBAHHE «C» M0JIb30BATEJ/IEM, a He
«JJIs1>» 110JIb30BATEJISI.

DKOHOMHYECKAs U ITPaKTHUecKast
peasusalns Kak MHCTHTYLIHOHAJIbHAsA pamMKa
oOpasa. UToObl Xy10:KeCTBEHHbIH §13bIK
JIOCTYITHOCTH CTaJl HOPMOH, HEOOXOANMBI
oTpacJieBble U 0OLECTBEHHbIe MeXaHU3Mbl
noaaepkku. [Toquépkusaercs, «uTo i
YCIELIHOr0 Pa3BUTHS JOCTYHOTO IM3aliHa
HeoOX0/IMMa MoJJIe PKKa KaK CO CTOPOHBI
MHJyCTPUHU, TAK M HA TOCYAaPCTBEHHOM
yposHe» (bo6osa 41). [Tpoussoautensm
1eJs1ecoo0pasHo paclIUpsATh JHMHEHKH 3a
CYET MHKJIIO3UBHBIX [1POJYKTOB, OMUPAsCh
Ha nepekpécTHoe cyOCUAMpPOBaHHUe
MaccoBbIM aCCOPTUMEHTOM; MyOJHYHBIA
CEKTOP — MPUMEHSATb 'PAHTbI, HAJIOTOBbIE
CTHUMYJIbl, BKJIIOYEHHE JIOMALIHEro
OCHallleHHsI B peaOMJIMTaLMOHHbIE
nporpammel. [IpakTika nokasbiBaer,
4TOo NepeoOopyLoBaHHE XKHJIbsl HEPEIKO
OTKJIA/IbIBACTCS JIMLIb CIYCTSI TOJIbI TOCJIe

HACTYMJIEHUS] MHBAJIUIHOCTH »; PAHHSIS
3aKJaaKa A0CTYTHOCTH MPe0TBpalllaeT
U3JIEPKKY ajianTalinu. BaxkeH u
MH(OPMALMOHHBIN KOHTYP: «UeM Yallle
JIFOJIM C UHBAJIUJTHOCTBIO CTAJTKUBAIOTCS C
npUMepamu yCreuiHo aganTHpOBaHHOTO
JKUJIbS1, TEM BbllIE UX MOTUBALUSL...»
(Bo6osa 42). [1puHIMT NATHINA: CHCTEMHbBIH
MOJIXOJ, — CTaHJAAPThI OTPACIIH, MOIEPIKKA
BJIACTH W 0011leCTBEHHbIH 3anpoc paboTaioT
COBMECTHO.

BrisiBsieHo, 4yto nusaii gomaliten
MeOeH, YUHThIBAIOUIUHI MOTPEOHOCTH
pasHbIX NOJIb30BaTeNeH, crocobeH
00beMHATD (PYHKIIMOHATLHOCTD,
TEXHOJIOTMYHOCTb U 3CTETHUECKYIO
BbIPA3UTE/bHOCTh. [ 151Th HanpaBeHUi
— 3ProHOMHKA, TEXHOJIOTHH, SCTETHKA,
COyJacTHe U 9KOHOMHKO-TIPaKTHUECKAas
peasiusaliusi — B3aUMOJIONOJHSIIOT
JpYT Apyra, (hopMUPYst KOMIIEKCHBbII,
XY/I07KECTBEHHO yOEIUTETBHBIN MOXO
K TIPOEKTHPOBAHUIO CPEJIbl 151 JIIOJIEH C
OrpaHHYE€HHBLIMU BO3MOXKHOCTSIMH.

OCHOBHbIEe MONOXEeHUS

*+ OnpenesieHo, YTO JOCTYHOCTD
BBICTYIIA€T CAMOCTOSITE/IbHOH 3CTETHUECKOH
KaTeropuen «3CTeTHKH 3a00ThI», Tjie
9ProHOMHYECKHE NapaMeTphbl (BbICOTHI,
MPOCBEThI, PAIUYChl, KOHTPACT,
TaKTHUJIbHOCTD ) HECYT XY/02KECTBEHHYIO
(opMy U CMBICI, a He CBOASITCS K
YTUJAUTAPHBIM 100aBKaM.

* [IpoananuaupoBaH NpuHLMI
«JIOM KaK MeJIMyM>» C YeTbIPbMsl
YPOBHSIMU UTEHUS POPMBbI:
KOMTO3HIIHOHHBIM (COpPa3MepHOCTb,
PUTM, yCTOTbI ), TEXHOJIOTHYECKUM
(mosTuka TpaHcHOPMALUU < YMHBIX»
MEeXaHHW3MOB ), MaTepHaJIbHO - (DaKTYPHBIM
(TaKTHJIbHAS U ONTHYECKAS YUTAEMOCTD )
¥ UKOHOJIOTHYECKUM (LIeHHOCTH 3a60THI,
JIOCTOMHCTBA, COyYaCTHs ).

* BbIsiBJIeHO, UTO TEXHOJIOTHYECKHE U
ICTETHUECKHE PelleHHs], HHTEeTPUPOBAHHbIE
B HHTEpbep ( perysrpyeMbie BbICOTHI,
CBOOOJIHBIE TTOJCTOJIbHbIE 30HbI,



CKpYTJIEHHBIE KDOMKH, MaTOBbIE
KOHTPAcCThI ), POPMHUPYIOT LLEJOCTHbIH
BU3yaJsIbHbIH KO 6e3 6apbepoB

Y MOBBILIAIOT BBIPA3UTEJBHOCTD
NPOCTPaHCTBA.

* YCTaHOBJIEHO, UTO XY/I0?KECTBEHHO-
JIOCTyIHAs Cpeia pacliupsieT XKUSHEHHbIE
BO3MOKHOCTH JIFO/IeHl ¢ HHBAJIUIHOCTbBIO
— YCHJIMBAET CaAMOCTOSITEJIbHOCTb B
OBbITY, CHHXKAET CEHCOPHYIO M (hU3UUECKYIO
HarpysKy, nojjiepK1uBaeT yyacTHe B
CEMEHHON U KyJIbTYPHOH KH3HH — TeM
caMbIM MOATBepKIast 06beJMHEHHE
(YHKLMOHAJIBHOCTH, TEXHOJOTMUHOCTH U
9CTETUYECKOH BBIPA3UTEBHOCTH.

3aKknwyeHue

JlomaluHsisi cpejia MOYKeT MbICJUThCS
KaK Xy/I02KECTBEHHbBIH MeIUyM: MPU
NPOEKTHPOBAHUU MeOeJM U HHTEpPbepa YUET
noTpeOHOCTEH JIIoJIeH ¢ MHBAJIUIHOCTBIO
hopMHpYyeT He TOJILKO y100CTBO, HO H
oco6y1o BbIpa3uTebHOCTb (hopmal. [1o
KOpITyCy TEKCTOB U NPOdeCcCHOHATLHbIX
KeHCOB BUJIHO, UTO «JIU3aWH /151 BCEX»
HaunboJiee MoJIHO PACKPbIBAETCS HMEHHO
B JKUJIHUIIIE, TJIE TTIOBCEIHEBHOCTD
npeBpauniaeTcsi B IpOCTPAHCTBO CMbICJIOB U
3CTEeTHYECKHX OTHOILIEHHUH.
CoJiepKaTesibHO 3TO CBOJUTCS K TPEM
B3aUMOCBsI3aHHbIM 3 dekTam. Bo-nepBbix,
OpPHUEHTHPOBAHHOE Ha pasHble (hH3HUECKHE
BO3MOXKHOCTH »KUJThE YCUJIUBAET

qeJs0BeHeCKy0 aBTOHOMHUIO U 6630H8CHOCTb,

TeM CaMbIM H3MEHSISl SMOLMOHAJBHYIO
TOHAJILHOCTb O6UTAEMOro MPOCTPAHCTBA.
Bo-BTOpbIX, BK/IIOUEHHE CPEACTB
JIOCTYITHOCTH CTAHOBUTCSI HCTOUHUKOM
XYJI07K€CTBEHHbBIX U TEXHOJIOMMUECKUX
MHHOBALMH: OT TpaHC(HOPMHUPYEMbIX

KOHCTPYKUHH U «yMHBIX» MEXaHU3MOB
JIO HOBBIX KOMIO3UILIHOHHBIX PELLIEHUI,
MOJIE3HBIX LIMPOKOH ayIuTOPUH. B-TpeThbux,
MeHsIeTCSsl BU3yaJsIbHbIA KO/l HHTEepbepa:
Pa3MbIKAETCsl CTEPEOTHI «CrelHaJbHON»
MeOeJsH, a CTETHKA JOCTYMHOCTH
MHTErPUpPYyeTCs B 1IeJIOCTHBIA 00pa3
COBPEMEHHOTO JIoMa.
JI/1s MICKYCCTBO3HAHHS BayKHBI He
TOJIKO YTUJIUTApHBIE PE3YJIbTaThl,
HO U KYJIbTYPHO-CEMUOTHYECKUH
FOPU30HT: 3PrOHOMHKA YuTa0e/bHA
KaK KOMIIO3ULIMSI, TEXHOJIOTHST — KaK
No3THKA TpaHChOPMALMH, TOCTYMTHOCTD
— KaK KaTeropusi 3CTeTHKH 3a60Thl. B
9TOH ONTHUKE KJIIOYEBbIMH OPUEHTUPAMHU
BBICTYMAIOT B3aUMOCBS3aHHbIE MOAXObI:
pProHoMHUY€ecKasi HaCTPOKKa Cpeipl,
TeXHOJIOTHYeCKas TOJUIePrKKa ( BKJIoUast
«YMHbIE» MEXaHU3Mbl ), ICTETHUECKOE
conpsiKeHHe pelleHni 1I0CTYTHOCTH
¢ o6pa3oM HHTepbepa U yyacTue
M0JIb30BaTE s B IPOEKTUPOBAHUH.
B coBOKynHOCTH OHH 3271210T PAMKY,
B KOTOPOH (PYHKIMOHAJILHOCTD,
yIpaBJ/sieMOCTb, BbIPA3UTEJLHOCTD U
JKH3HEHHbIE CLEHAPUH CKJIA/IbIBAIOTCS B
LEJOCTHYIO MOJIEJIb KMJIOT0 TPOCTPAHCTBA.
[lesiecoobpasno najnee pasBuBaTh
MCKYCCTBOBE/IUECKOE OCMbICJIEHHE
JIOCTYMHOCTH KaK 3CTeTHUECKOH
KaTeropuH, YTOUHATH MOHATHHHBIH
anmnapar (COOTHOlLIEHHEe YTHJIUTAPHOTO
1 XyJ102KECTBEHHOT'O B HHTEPbepe ) 1
paciMpsiTh MEKIUCUHUIJIMHAPHBIE CBSI3H
C 9PrOHOMHUKOM U TEXHOJOTHYE€CKUMHU
npakTukamu. Takoi nmoaxosu
NoJjie prKUBaeT (hoOpMHUPOBaAHHE
KYJIbTYPHO 3HAYMMOH MOJIEJIH IoMa,
rJie COllHa/IbHAs UyBCTBUTEJILHOCTD U
XyJI0’KeCTBEHHAst popMa COOTHOCHATCS Kak
B3aUMOJIOTIOJIHSIIOIIME HauaJa.
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KoaupoBa Maauna, Lllaukasa TaTtbsina

Hcnam Kopimos atbinarsl TalkeHT MeMieKkeTTiK TexHHuKasbIK yHuBepeuteTi (Tawukent, ©36exkcraH)

MYTELEKTITI BAP ALAMIOAPAbIH KAXETTINNIKTEPIH ECKEPE OTbIPbIM, T¥PMbICTbIK
XWhA3[bl KOPKEMAIK AU3ANH TYPFbICBIHAH KANTA MANBIMAAY

Anparna. 3epTTeyae mMyrefekTiri 6ap agamaap YLWiH TYpFbIH Y OPTaCbIHbIH, KOMKETIMAINITIHIH,
YKETKINIKCI3Airi FbI1bIMU MCeNe peTiHae alKbIHAANbIM, YA MEH 3aTTblK-KEHICTIK OpTaHbl KBPKEM
MeLoMYM pETIHAE KapacTblpy MaKcaTbl KOMbINAAbI, IFHU, LIEHE epeKLenikTepiH eckepy GopMaHbl Aa,
MafblHaHbl [a TyAblpaTblH 6acTay Aen anbiHagbl. byn 3epTTeyae eHepTaHynbIK Ke3Kapac cakTana
OTbIPbIN, N3HaPanbIK T3CinAep BipikTipinreH: AM3aiH MeH MyrefekTik MacenenepiHe KaTbiCTbl 3aMaHayu
KapusinaHbiMAapFa LWONY, KKOMKETIMAI» Xmha3 ynrinepiH canbiCTbipy, COHAAN-aK, )X0ba KelcTepiH
KOMMO3MLMS, MaTepuan, GaKTypa, bIpFaK XaHe TyC KaTeropusnapbl apKplibl MHTEPIpETaLmsiay.
Xuhazabl MyrefekTik NepcnekTUBbICHI apKbi/bl KATa NanbiMaay KOMKETIMAINIKTI TEK YTUAUTAPIbIK,

TananTaH LWbIFapbin, UHTEPbEPAiH KOPKEM-3CTETUKANbIK TiJliHe Kewipyre MyMKiHAIK 6epeTiHi AanenaeHsi.

Onwemaep MeH KOHCTPYKUMANapabl Ty3eTy (Mblcasbl, GUIKTiri peTTeneTiH ac yi Moaynbaepi, ycren
TaKTacCblHbIH, aCTbIHAAFbl €PKiH KEeHiCTiK), TexHoNnorusnapapl 6ipikTipy (akblnabl MEXaHU3MAED,
CeHcopnap) xaHe 3proHOMMKanbIK LWeliMaep (LeHreKTenreH Kplpaap, Kesi Halwap KepeTiHaepre
ApHasFaH XbITbIPCbI3 KOHTPACT) KAMKOP/IbIKTbIH, OKbIZIMasbl KOMMO3ULUMSCBIH KyPbIM, Kayinci3aik

MeH XanNbINbIK AEHFENIH apTTbipaAbl XXOHE KOPKEMAIK alKbIHAbIKTbI CakTalabl. oaebuertep MeH
»obanblK MblCcanaapfa HerisaenreH Tangay KepceTkeHaen, TYPFbIH Vi KeHicTirinaeri «bapliara apHanfaH
[IM3aliH» VFbIMbl DYHKLMOHANABIK, TEXHONOMUANbIK XXaHE KOPKEMAIK 3neMeHTTep 6ipTyTac 6eiHenik
Xyiere BipireTiH KAMKOPAbIK, 3CTETUKACHI PeTiHAEe KepiHic Tabaapl. Yi oKLiaynay opHbl 6onyaaH Kanbim,
M3[eHV OManor neH e3iH-e3i 6eliHeney KeHicTiriHe aiHanagpl. KepkeMaik agu3arH ywiH npakTuKanblK,
MaHbI3bl — Tanaayna Aa, kobanay TaxipubeciHoe fe kongaHyFa 6onaTblH KaFMaaTTapAbl alMKblHAAYAA:
9MbebanTbIK (af4aM AeHECiHiH, apTypAiNiriH eckepy), 3proHOMUKanbIIbIK (4eHe MacwTabbiHa Heri3genreH
KOMNO3uuus), 6eriMaenriwTik (TEXHONOrManapabl TYPAEHYAiH NO3TUKAChl peTiHAe KapacTbipy) XaHe
aceMpaiK (KOMmMKeTIMAINIK WewimMaepiH nHTepbep 6eriHeciMeH yinectipy). byaaH api eHepTaHynbik,
i3aeHicTep epici avikbliHAANAAbI: VFbIMAbIK annapaTTbl HAKTbIAAY (YTUAUTAPIbIK NEH KOPKEMIIKTIH,
apaKaTblHAChI), 3aTTbIK-KEHICTiK OpPTaHbl MKOHOMOTUANBIK X3HE repMeHeBTUKabIK TYPFblAaH Tanaayapl
TepeHAeTy, COHAAN-aK, KO/KeTIMAINIK yFbIMbl Ka3ipri YAAIH KOpKeM TifliHe ToH TONbIKKAHAbI KaTeropus
peTiHAe KapacTbipblNaTblH M3AEHM KOHTEKCTINEPAi CaNbiCTblpMarbl 3epTTey.

TyiiiH ce30ep: UHKNIO3MBTI AM3alH; Vi XXMha3bl; MyreoekTiK; KOMKETIMAI 0pTa; 3proHOMMKaA;
6erimpeneTiH xxuhas; ambeban ousaiH; KepkeMaik beriHeney.

Aaliekce3 ywin: KopnpoBa, MaguHa xaHe TaTbaHa LLaukas. «MyrenekTiri 6ap agamaapabiH,
KXKETTINiKTEPiH eCKepe OTbIPbIM, TYPMbICTbIK XMha3abl KEpKEMAiIK AU3aMH TYPFbICbIHAH KanTa
navieimpay». Central Asian Journal of Art Studies, T.10,N23, 2025, 320-333 6., DOI: 10.47940/cajas.
v10i3.1086

Asmopnap KomazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KaKMmblfbICbl HOK eKeHiH
Manimoelio.
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MEXONCUUMIMHAPHBIE UCCNELOBAHUS MCKYCCTBA LLEEHTPAJIbBHOWM A3UMN
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Kodirova Madina, Shatskaya Tatyana
Islam Karimov Tashkent State Technical University (Tashkent, Uzbekistan)

RETHINKING HOME FURNITURE THROUGH ARTISTIC DESIGN WITH CONSIDERATION OF
THE NEEDS OF PEOPLE WITH DISABILITIES

Abstract. The study identifies the limited accessibility of the residential environment for persons with
disabilities as a scholarly problem and sets the goal of conceptualizing the home and the object-
spatial environment as an artistic medium—that is, treating bodily diversity as a generative source of
both form and meaning. The work draws on interdisciplinary approaches with an art-historical optic:
a review of contemporary publications on design and disability, a comparison of “accessible” furniture
exemplars, and the interpretation of project cases through the categories of composition, material,
texture, rhythm, and color. Reframing furniture from the perspective of disability shifts accessibility
from a merely utilitarian requirement into the aesthetic language of the interior. Adjustments to
dimensions and constructions (e.g., height-adjustable kitchen modules, freeing the under-counter
zone), the integration of technologies (innovative mechanisms, sensors), and ergonomic solutions
(rounded edges, non-glare contrast for low-vision users) together produce a legible composition
of care, enhancing safety and comfort while preserving expressive clarity. Discussion grounded in
literature and project examples shows that “design for all” in the domestic sphere manifests as an
aesthetics of care, in which functional, technological, and artistic vectors converge into a unified
figurative system. The home ceases to be a locus of isolation and becomes a space of cultural dialogue
and self-expression. For design practice, the contribution lies in articulating principles applicable to
analysis and project work alike: universality (attending to bodily diversity), ergonomics (composition
keyed to bodily scale), adaptivity (technology as a poetics of transformation), and beauty (aesthetic
conjugation of accessibility solutions with the interior’s image). A field for further art-historical inquiry
is outlined: refining the conceptual apparatus (the relation of utilitarian and artistic), deepening
iconological and hermeneutic analysis of the object-spatial environment, and comparing cultural
contexts in which accessibility is understood as a full-fledged category of the artistic language of the
contemporary home.

Keywords: inclusive design; home furniture; disability; accessible environment; ergonomics;
adaptive furniture; universal design; artistic expression.

Cite: Madina Kodirova and Tatyana Shatskaya. “Revision of household furniture based on artistic
design, taking into account the needs of people with disabilities.” Central Asian Journal of Art Studies,
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Annotation. The relevance of this study stems from the need to reconsider the relationship between
cognitive change and cinematic form in the digital age. This research builds upon prior investigations
in cognitive media studies and editing theory, focusing specifically on the emerging phenomenon of
clip thinking. The central problem addressed is how shifts in viewer cognition - driven by digital media
consumption - have transformed the logic of film editing.

The aim of the study is to determine how clip thinking influences editing perception and montage
strategies in contemporary cinema. The research tasks include defining the cognitive features of clip
thinking, identifying its impact on the audience’s reception of editing techniques, and analyzing its
manifestation in global and kazakh film practices. Methodologically, the study employs a qualitative
approach combining cognitive theory analysis, comparative film analysis, and synthesis of statistical
data on attention span. Six films were selected and analyzed with a focus on average shot length,
narrative structure, and editing rhythm.

The results reveal three dominant editing trends corresponding to clip-thinking cognition:
accelerated pacing, associative montage, and hybrid rhythmic structures. These features were
consistently observed across both global and kazakh cinematic examples. In the discussion, these
results are interpreted as evidence of a larger cognitive realignment within screen culture. The
findings are situated in dialogue with current interdisciplinary research on digital perception, editing
theory, and neurocinema. Limitations include the qualitative nature of film selection and absence of
biometric data. The study concludes that montage now functions as a cognitive interface shaped by
audience perception. This perspective offers practical insights for editors, educators, and researchers
exploring the evolving grammar of cinema in the 21st century.

Keywords: editing, clip thinking, features, perception, associative montage, digital era,
contemporary.

Cite: Alzhanov, Raiymbek, and Aida Mashurova. “Clip thinking and its influence on contemporary
film editing.” Central Asian Journal of Art Studies, Vol.10, No.3, 2025, pp. 334-347, DOI: 10.47940/cajas.
v10i3.959

The authors have read and approved the final version of the manuscript and declare no conflict of
interest.



Introduction

diting has always been one of the

central stages of film production,
determining not only the rhythm and
structure of a cinematic work but also its
capacity to convey meaning and evoke
emotion. As Nessaya Jayawardene notes,
film editing is “considered as second
directing, as the editor of the film must
have a clear vision that goes hand in hand
with the director’s intentions. This means
the editing can strengthen the overall
impact of the film” (Jayawardene 122).
From the earliest days of cinema, montage
has functioned as a visual expression
of thought: its sequencing, pace, and
associative connections mirror the cognitive
patterns of the society in which it is
produced. In the silent era, linear continuity
editing reflected the logical, sequential
thinking characteristic of the industrial
age. The intellectual montage of the Soviet
school echoed the dialectical reasoning
of its time, while later developments in
parallel and cross-cutting editing mirrored
increasingly complex and multi-layered
modes of narrative comprehension.

In the current digital and technogenic
era, this relationship between thought and
montage has entered a new phase. The
proliferation of high-speed information
flows, combined with the dominance
of short-form media platforms, has
contributed to the formation of what
researchers term “clip thinking” — a
fragmented, rapidly shifting mode of
cognitive processing. This cognitive
phenomenon has been defined as
“characterized by fragmented, disjointed
and non linear information processing,”
driven by the prevalence of digital media
and ultra short content, and undermining
sustained attention and reflective thinking
(Gross et al. 9). This also is marked
by a reduced capacity for prolonged
concentration, a heightened demand for
immediacy, and a preference for rapid,
high-intensity changes in sensory input. As

a result, sustained contemplative viewing
has become increasingly challenging for
contemporary audiences, particularly
among younger generations whose media
habits have been shaped by fast-paced
digital environments. Kazakh researchers
also wrote about this effect: “As a result,
when a movie viewer switches to watching
slow (‘contemplative’) cinema, he
experiences an acute lack of dynamics.
While viewing this type of painting, the
viewer begins to lose focus, fall asleep and
lose interest in viewing. As a consequence,
this leads to the fact that the viewer often
prefers to watch something that is easier
and simpler to perceive, rather than
complex, where you have to think a lot”
(Shagilbaev and Abikeyeva 46).

Given that montage is, in essence,
the cinematic embodiment of thought,
the transformation in cognitive habits has
inevitably influenced editing practices.
Modern editing frequently abandons linear
continuity in favour of rapid, rhythmically
varied, and often non-linear sequences that
emulate the associative and fragmentary
structure of clip thinking. The evolution is
visible across global cinema and can also
be observed in contemporary kazakh films,
where editing strategies increasingly reflect
these shifts in audience perception.

The relevance of this study lies in
the need to understand how cognitive
transformations in the digital age reshape
both the perception and practice of
film editing. While the phenomenon of
accelerated montage has been widely
discussed, its direct connection to changing
modes of thinking — and specifically to clip
thinking as a cognitive style — remains
underexplored in academic discourse.

By addressing this gap, the research
contributes to both film theory and
cognitive media studies, offering insights
valuable to filmmakers, educators, and
scholars.

The aim of this study is to examine the
influence of clip thinking on the perception
and practice of film editing in contemporary
cinema. The objectives are:

CAJAS Volume 10. Issue 3. 2025

W
W

5

NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA




CAJAS Volume 10. Issue 3. 2025

3

W
(o)}

NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA

1. To define the concept of clip
thinking and describe its key cognitive
characteristics in relation to audiovisual
perception.

2. To analyse the relationship between
clip thinking and audience reception of
different editing techniques, including
quick, associative, and rhythmically variable
montage.

3. To investigate how these perceptual
tendencies have influenced the evolution
of editing practices in global and kazakh
cinema.

4. To identify broader implications for
narrative structure, cinematic language,
and the pedagogy of editing in the digital
era.

Methods and materials

This study adopts a theoretical-analytical
methodology aimed at exploring the
influence of clip thinking on the perception
and practice of contemporary film editing.

From a theoretical perspective, this
article is grounded in classical film and
montage theory (Eisenstein, Bordwell,
Thompson), integrated with cognitive
media studies and recent findings from
attention research. In this way, the
theoretical framework connects the
evolution of montage — from continuity
editing to associative and fragmentary
techniques — to cognitive shiits induced by
digital media environments, emphasizing
clip thinking as a contemporary cognitive
style.

To empirically support claims of altered
perceptual modes, this study cites recent
quantitative studies of attention spans,
which show that the average screen
attention span in modern humans has
decreased from 2.5 minutes to 47 seconds
(Kohler 47). These data indicate a marked
deterioration in the ability to sustain focus
and support the theoretical claim that
modern viewers favor short, high-density
stimuli.

A purposive sample of six feature films
(global and kazakh productions) released
in the last decade was selected to represent
a diversity of editing styles and cultural
contexts:

1. Everything Everywhere All at Once
(2022, Daniel Kwan & Daniel Scheinert) —
characterised by rapid pacing, associative
montage, and high-density visual
transitions.

2. Mad Max: Fury Road (2015, George
Miller) — exemplifies the “montage
of attractions” with extreme rhythmic
acceleration.

3. Dune: Part One (2021, Denis
Villeneuve) — alternates between
contemplative sequences and sharply
intensified montage peaks.

4. Qas (2022, Aisultan Seitov) —
disrupts linearity through ambiguous
sequences oscillating between reality and
hallucination.

5. Brothers (2022, Darkhan Tulegenov)
— balances rapid scene changes with
slower moments for emotional emphasis.

6. Taptym-au seni (2023, Anvar
Matzhanov) — fuses cultural imagery
with quick-cut editing to sustain viewer
engagement.

Each film is examined according to:

+ Shot pacing (average shot length,
rhythm variability);

« Narrative structure (linear, non-
linear, or fragmented);

+ Associative techniques (symbolic
juxtapositions, visual metaphors);

+ Emotional modulation (impact of
editing on tension, immersion, and affective
arcs).

Discussion

Numerous studies in cognitive perception
and film editing confirm the key premises
of this study. James E. Cutting and
colleagues demonstrated that over the
past century, popular films have shown a
decrease in average shot length, increased
motion within shots, and fewer characters



per frame — all aimed at maintaining viewer
attention (Cutting 2016). Bruckert et al.
found a consistent relationship between
editing decisions and patterns of audience
gaze using eye-tracking data, showing that
frequent and abrupt cuts help maintain
visual focus, a finding consistent with the
fragmented perception associated with clip
thinking (Bruckert et al. 2021).

Experimental research also shows that
montage style affects time perception:
scenes with a high density of editing cuts
are often perceived as longer and produce
higher emotional arousal compared to
traditionally edited sequences (Banos
et al. 2022; Cutting and Candan 2015).
Such results support the theoretical claim
that rapid, fragmentary editing structures
compensate for reduced capacity for
prolonged concentration by increasing
cognitive and sensory stimulation.

In contrast to these works, the present
study directly addresses the causal link
between clip thinking as a cognitive
phenomenon and the evolution of editing
practices. By focusing on how cognitive
changes influence both the perception and
the construction of montage, the study
offers an analytical perspective that remains
underexplored in current researches.

The tendency toward high intensity
editing in contemporary cinema is clearly
exemplified by the practical cases of the
films discussed above. In the three global
films selected — “Everything Everywhere
All at Once” (2022), “Mad Max: Fury
Road” (2015), and “Dune: Part One”
(2021) — the influence of clip thinking is
evident in editing strategies:

+ “Everything Everywhere All at Once”
employs a hyper-associative montage,
in which scenes shift rapidly across
different universes with little transitional
explanation. The accelerated pace,
combined with abrupt shifts in visual style,
mirrors the fragmented attention span
and multi-threaded processing associated
with clip thinking. Narrative coherence
emerges not through linear causality but

through thematic and emotional resonance,
which is processed intuitively rather than
analytically by the viewer.

+ “Mad Max: Fury Road” demonstrates
an extreme application of rhythmic
acceleration, with an average shot length of
approximately 2.1 seconds. Its “montage
of attractions” sustains sensory overload,
preventing the audience from disengaging.
The deliberate compression of narrative
beats into rapid visual bursts aligns with the
cognitive demand for constant stimulation.

* “Dune: Part One” adopts a hybrid
approach, alternating between extended,
meditative sequences and sharply
intensified montage peaks. This structure
caters to both traditional cinematic
immersion and the contemporary
preference for high-intensity moments,
thereby bridging generational differences in
attention patterns.

In the three kazakh films analysed —
Qas (2022), Brothers (2022), and Taptym-
au seni (2023) — similar patterns emerge,
though adapted to local narrative traditions
and cultural codes:

+ “Qas” (2022, dir. Aisultan Seitov)
disrupts linear narrative flow by intercutting
scenes of objective reality with hallucinatory
sequences whose ontological status
remains ambiguous. The editing uses
sudden temporal dislocations, rapid insert
shots, and abrupt tonal shifts to reflect the
protagonist’s psychological instability.

This aligns with clip-thinking aesthetics by
prioritizing sensory and emotional intensity
over clear causal continuity, engaging
viewers accustomed to interpreting
meaning through associative logic. Film
critic Dzhamile Satybaldieva also writes
about this effect in her review of the film by
Aisultan Seitov: “From the point of view of
the plot, the “linearity” of the narrative in
the film is broken by episodes from which
it is impossible to understand whether it is
reality or a hallucination” (175).

+ “Brothers” (2022, dir. Darkhan
Tulegenov) employs a rhythmically
alternating structure, juxtaposing moments
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of high-tempo action with slower,
atmospheric sequences. This rhythmic
variability mirrors the dual processing
characteristic of modern audiences: bursts
of rapid information uptake interspersed
with brief intervals for emotional
integration. Montage is used strategically
to sustain tension while accommodating
deeper narrative beats, creating a balance
between global editing trends and the
demands of kazakh storytelling traditions.

+ “Taptym-au seni” (2023, dir. Anvar
Matzhanov) integrates fast-paced editing
within a framework rich in cultural imagery
and pastoral symbolism. Rapid montage
sequences depict natural landscapes,
village life, and symbolic motifs, creating
an emotional mosaic rather than a strictly
linear narrative. The associative transitions
encourage viewers to construct meaning
through personal and cultural associations
— an approach that resonates with clip-
thinking audiences while preserving
national identity in the film’s aesthetic
structure.

These observations from both global
and kazakh cinema provide the foundation
for identifying the unique scientific
contribution of this study.

The novelty of this research lies in its
systematic examination of the cause-
effect relationship between clip thinking
and the evolution of montage. While prior
studies have addressed rapid editing or
changes in viewer attention separately,
few have explicitly connected these
elements through the lens of cognitive
transformation.

Furthermore, existing literature often
focuses on stylistic analysis or on isolated
reception studies (e.g., eye-tracking
experiments) without interpreting the
results through a cognitive theoretical
framework. This study integrates statistical
data on attention span decline, systematic
film analysis, and classical montage theory,
allowing for the identification of correlations
between cognitive style and editing practice
that have not been formalized previously.

Recognizing this contribution allows
for a deeper understanding of the broader
implications that these findings hold for
contemporary cinematic practice.

The comparative analysis demonstrates
that contemporary editing strategies—
dynamic, fragmentary, associative
— constitute a direct response to
transformed cognitive patterns among
viewers accustomed to short, high-density
visual communication. As the audience’s
attention becomes more fragmented,
montage adapts by reducing linearity and
intensifying rhythm, effectively emulating
the structure of thought in the digital era.

Thus, the originality of this work lies
in showing that editing style is not merely
a formal choice, but an embodiment of
a new cognitive paradigm, making the
interaction between perception and practice
a central consideration in the analysis of
contemporary cinema.

Results

The results of this study confirm the
central hypothesis: clip thinking has a
measurable impact on both the perception
and the practice of contemporary film
editing. The findings are presented in two
complementary parts: statistical evidence
of cognitive change and analytic evidence
from film case studies.

Analysis of secondary data from
recent cognitive and media research
shows a consistent decline in sustained
attention spans over the last two decades.
According to multiple studies, the average
screen attention time decreased from
approximately 2.5 minutes in 2004 to less
than 50 seconds in recent years (Microsoft;
Kohler 2023). Among younger viewers,
especially Generation Z, the average
attention span is estimated at around 8 —12
seconds for high-density content before
disengagement occurs (Keg.com 2024).

This statistical trend aligns with the key
characteristics of clip thinking:



* Fragmented perception — information
is processed in short, discrete bursts;

+ Rapid switching — cognitive focus
shiits quickly between stimuli;

* High stimulus threshold — sustained
engagement requires frequent novelty and
emotional peaks. (Figure 1)

The film analysis corroborates the
statistical findings by revealing clear editing
patterns consistent with clip-thinking
cognitive habits. Across the six films
studied, three dominant trends emerged:
(Table 1)

1. Accelerated Pacing — a noticeable
reduction in Average Shot Length (ASL)
compared to classical continuity editing.
This acceleration is evident even in
dialogue or transitional scenes, creating a
constant flow of visual change that aligns
with shortened attention spans. Examples
include “Mad Max: Fury Road” (ASL 72
seconds) and “Qas” (~3—4 seconds).

2. Associative Montage — a reliance
on semantic, symbolic, or emotional
connections between shots rather than
purely narrative continuity. This can involve
visual rhymes, recurring motifs, or abrupt
contextual shifts that the viewer must
interpret intuitively. Examples include

Average Screen Attention Span Over Time

Average Attention Span (seconds)

140}

2005.0 F007.5 20100 20125 20150 20175 Z020.0 20Z2.5 ﬁﬁ.ﬂ
eear

Figure 1. Decline in average screen attention span
from 2004 to 2024, illustrating the broader cognitive
shift associated with the rise of clip thinking. Data
compiled from Microsoft and Kohler (2023).

the multiverse jumps in “Everything
Everywhere All at Once” and the
combination of cultural symbols with rapid
scenic inserts in “Taptym-au seni”.

3. Hybrid Pacing Strategies — the
combination of rapid, high-density
sequences with slower, contemplative
moments to maintain engagement while
allowing space for emotional or thematic
reflection. This approach caters to
audiences with varied attention capacities.
Examples include “Dune: Part One”, which
alternates extended panoramic shots with
montage peaks, and “Brother”s, which
juxtaposes fast-paced action with slower
dramatic passages.

Table 1. Comparison of editing features of selected films.

Film Average Shot | Narrative Structure | Dominant Editing Cognitive Correlation
Length (ASL) Techniques
Everything 2-3sec Non-linear, multi- | Associative cuts, Mirrors fragmented,
Everywhere All at threaded rapid style shifts multi-focus
Once (2022) processing
Mad Max: Fury ~2 sec Linear, high Montage of Continuous novelty to
Road (2015) velocity attractions, sensory sustain attention
overload
Dune: Part One 5-7 sec Hybrid (slow+ fast | Rhythmic Alternates stimulus
(2021) peaks) variability, temporal | to match mixed
compression attention spans
Qas (2022) 3-4 sec Fragmented Sudden disjunctions, | Encourages
reality- symbolic inserts associative decoding
hallucination
Brothers (2022) 4-5 sec Alternating tempo | Juxtaposition of Matches dual
action and stillness processing (fast
intake + reflection)
Taptym-au seni 3-4 sec Linear with Rapid scenic cuts, Combines national
(2023) associative inserts | cultural imagery codes with fast pacing
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These trends appear consistently across
both global and kazakh cinema, indicating
that while cultural contexts influence
specific stylistic choices, the underlying
cognitive pressures shaping editing
practices are shared.

To further illustrate the structural
shift influenced by clip thinking, the
following diagram contrasts the temporal
flow of classical continuity editing with
that of contemporary editing shaped
by fragmented cognition. In classical
editing, the rhythm is built around
longer, continuous shots with smoother
transitions, enabling immersive narrative
absorption and reflective engagement.

In contrast, clip-thinking-driven editing
breaks the flow into frequent, discrete
segments, producing a sense of speed,
urgency, and heightened stimulus
response. This editing model reflects

the viewer’s reduced tolerance for long
static scenes and aligns with the modern
expectation of constant visual novelty.
(Figure 2)

Editing Rhythm Comparison

Cassical Editing
mun  Cup Thinking Edaing
Classical Editing

Clip Thinking Editing _ ]

oo 2.5 5.0 7.5 10.0 12.5 15.0 175 200
Time {seconds)

Figure 2. Comparative diagram of editing rhythms:
classical continuity editing vs clip-thinking-driven
editing.

The convergence of statistical and
cinematic evidence supports the hypothesis
that clip thinking influences editing both
as a perceptual filter — shaping audience
expectations — and as a creative constraint
— guiding editorial decisions. Specifically,
the following correlations emerge from the
results:

+ Films with shorter Average Shot
Lengths (ASLs) and higher rhythmic
variability show greater alignment with
contemporary patterns of fragmented
attention.

+ Viewers are increasingly processing
film content through associative logic,

drawing intuitive or emotional connections
between sequences rather than relying on
continuous narrative causality.

+ Editing strategies that rely on
linear continuity and prolonged shots
risk disengagement among audiences
accustomed to high-frequency visual
stimulation.

This indicates that editing has become
not only a tool of narrative structuring but
also a medium through which filmmakers
interact with — and adapt to — the
cognitive realities of their viewers. In this
context, montage evolves into a reflection
of the fragmented, high-velocity mental
environment shaped by digital media and
multitasking culture. The aesthetic logic
of montage is thus no longer dictated
solely by narrative needs but also by the
necessity to sustain attention and cognitive
resonance in the viewer.

These findings confirm that clip thinking
functions as both a cause and a mirror
of contemporary editing practices: it
originates in media consumption patterns
and returns to influence how films are
constructed, perceived, and emotionally
processed. The hypothesis is thereby
validated by the convergence of cognitive
research, attention span statistics, and the
stylistic evolution observed across diverse
cinematic cultures.

The results highlight both opportunities
and challenges for filmmakers:

+ Opportunities — rhythmic variability,
associative editing, and symbolic
condensation can enhance audience
engagement without sacrificing thematic
depth;

+ Challenges — over-reliance on rapid
cutting risks narrative simplification and
emotional shallowness.

Potential solutions for balancing
cognitive demands and artistic integrity
include:

+ Hybrid pacing that alternates between
rapid sequences and slower contemplative
moments;



* Integration of visual metaphors and
symbolic imagery to sustain cognitive
engagement without constant stimulus
change;

+ Pedagogical adaptation in film schools
to teach editing as a negotiation between
audience cognition and artistic vision.

Basic provisions

This study puts forward several key
theoretical and empirical positions that
constitute its original contribution to the
field of film and media studies. These
propositions are derived from a synthesis of
cognitive psychology, editing theory, and
empirical film analysis, and are presented
below in order of logical development:

1. Montage reflects the cognitive
structure of its time.

Historically, editing styles have
paralleled dominant modes of thinking —
linear, sequential, reflective. In the digital
age, the rise of clip thinking has altered
cognitive processes, fragmented attention
and increasing the demand for stimulation.
This shift necessitates a new interpretative
model for understanding contemporary
montage not merely as an artistic decision,
but as a cognitive response.

2. Clip thinking is a key cognitive
driver of editing transformation.

While much has been written about
the stylistic evolution of editing, this study
identifies a specific cognitive mechanism
— clip thinking — as the root cause of
current montage dynamics. This concept
links psychology and film in a new way,
showing that editing is adapting to match
the fragmented, associative, and stimulus-
seeking attention patterns fostered by
digital media.

3. Contemporary editing operates
through rhythmic acceleration,
associative logic, and hybrid pacing.

The study identifies three dominant
structural features across both global
and kazakh cinema: accelerated pacing
through shorter shot lengths; associative

montage replacing continuous causality;
and hybrid editing that alternates fast and
slow sequences to modulate engagement.
These strategies arise not from stylistic
experimentation alone but from cognitive
necessity.

4. Kazakh cinema reflects global
editing trends while preserving cultural
specificity.

Despite operating within a distinct
national context, contemporary kazakh
films adopt the same clip-thinking-
informed editing techniques observed
in global cinema. However, they embed
these forms within culturally resonant
imagery, local metaphors, and nonlinear
affective storytelling, showing that cognitive
adaptation does not negate regional artistic
identity.

5. Film editing must now be
understood as a cognitive negotiation.

The editor’s role increasingly involves
balancing perceptual engagement with
narrative clarity, emotional depth with
cognitive accessibility. As audience
expectations shift toward faster, more
fragmented experiences, the language of
editing transforms. This study argues for
a revised understanding of montage as a
process of cognitive alignment between
filmmaker and viewer.

6. This research establishes a new
interdisciplinary framework for studying
editing.

By explicitly connecting attention
theory, neuroscience, and montage
practice, the study proposes a model
in which editing is not only a visual or
narrative function, but also a reflection of
cognitive transformation. This opens new
possibilities for research at the intersection
of media aesthetics and psychology.

Conclusion

This study set out to examine how the
cognitive phenomenon of clip thinking
has shaped both the perception and the
practice of film editing in the context of
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contemporary audiovisual culture. The
initial hypothesis — that changes in human
attention and information processing
directly influence editing strategies — has
been confirmed through a combination of
statistical analysis, theoretical synthesis,
and empirical film analysis.

The results demonstrate that modern
montage increasingly reflects the
fragmented, accelerated, and stimulus-
driven structure of clip thinking. Editing
has evolved toward faster rhythms,
associative connections, and hybrid
pacing models that directly correspond to
altered patterns of viewer cognition. This
holds true across both global and kazakh
film production, indicating that cognitive
pressures transcend cultural boundaries
while still allowing for stylistic and symbolic
specificity.

In achieving these results, the study
has fulfilled several key objectives. It has
clarified the definition and cognitive basis
of clip thinking, identified its influence on
perceptual reception of various editing
techniques, and demonstrated how
these mechanisms have transformed the
language of editing in both global and
local cinematic contexts. Furthermore,
it has outlined broader implications for
contemporary storytelling and provided a
foundation for rethinking editing pedagogy
in the digital era.

In the practical part of the study, a
comparative analysis of six films revealed
shared montage characteristics —
including reduced shot duration, emotional

compression, and narrative disjunction

— used to maintain engagement among
audiences with diminished concentration
spans. These strategies confirm that editing
is no longer driven solely by narrative logic
or aesthetic convention but must now

be understood as a cognitive negotiation
between filmmaker and viewer.

By achieving its stated research goals,
this work contributes to an interdisciplinary
model of editing theory that situates
montage at the intersection of media and
cognitive science. The findings open new
directions for applied research in film
education, media literacy, and editing
practice. Specifically, they suggest the
need for new editorial training paradigms
that integrate knowledge of audience
psychology with technical skill.

Looking forward, future research
might expand this study by applying
neurocinematic methods (e.g., eye-
tracking, EEG analysis) to further
substantiate how viewers respond
physiologically to different montage
strategies. It would also be valuable to
study generational differences in editing
preferences and to trace how the spread
of vertical and short-form video content
continues to influence montage aesthetics
in both mainstream and independent
cinema.

Ultimately, this study affirms that
montage is not merely a stylistic tool, but
a mirror of how the human mind sees,
connects, and interprets the moving image
in the digital age.
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d/kaHoB Paiibim6ek, Auna Mauiyposa

TemipGek Kyprenos arbinarsl Kasak yartbik enep axkagemusicol (Asnmarnl, Kasakeran)

KJIUNTIK OANAY XXOHE OHbIH, KA3IPTI ®UJIbM MOHTAXJ/IAYFA 9CEPI

AHHoTauus. byn 3epTTeyaiH e3eKTiniri LMdpbIK A3YipLeri KOTHUTUMBTI NpoLectep MeH GUAbM TiMliHiH,
dbopManbabl 3NeMeHTTEPI apacbiHAAFbl ©3repicTep apacbiHAaFbl 6aMNaHbICTbl KAMTa KapacTbipy
KXKeTTifliriMeH aHbikTanagpl. KyMbIC KAMNTIK OMNAYAbIH, XaHA KyOblibICbiHA TOKTANbIM, KOTHUTUBTI
MefMa TeEOpUSICbl MEH MOHTaX TEOPUSCHI CaNacbIHAAFbl NaHAPablK 3epTTeYNepiH, Xanfacbl 60/bin
Tabbinagbl. Herisri folibiMM Macene — CaHAblK aknapaT KypanaapbiHblH, 9CEPiHEH KOPEPMEHHIH,
KabblnaayblHOAFbl ©3repiCTepAiH 9CepiHeH GUnbMAepAi eHAeY NIOTMKACbIH TYPAEHAIpY.

3epTTeyaiH Makcamesl — 3aMaHaym KnHematorpadusaarbl MOHTaXAbl KabbliaayFa XKaHe OHbl Kypy
NPUHUMNATEPIHE KAMMTIK OMNAYAbIH Kanan acep eTeTiHiH aHblkTay. OCbl MakcaT asgCbiHAA KAUMTIK
oMnayablH, KOTHUTUBTIK epeKLenikTepiH CMMaTTay, OHbIH, SPTYPAi MOHTAXAbIK, d4iC-TaCinaepai
Kabblnaayra aCcepiH Tanaay XXaHe OHbIH dNEMAIK XIHEe Ka3aKCTaHAbIK, KUHeMaTorpadusaaasbl
KepiHiCTepiH 3epaeney MiHAETTEpI WeLinreH. ddicmemenik TYPFblAAH XXYMbIC cananbl Tangayfa cyreHemni,
OHbIH, iLiHAEe KOTHUTUBTIK Teopuanapabl TYCiHAIPY, anTbl KEPKEM GUAbMHIH, CaNbICTbIpManbl Tangaybl
)X3He Ha3ap ayAapynblH TEMeHAeYi Typanbl CTaTUCTUKANbIK AEPEKTEPAIH KblCKaLla Ma3dMyHbl. KagpapiH
opTalla Y3bIHAbIFbI, bIpFaFbl, 6asHAAY KYPblIbIMbl XXaHE 8HAeY CTpaTerusnapbl TanfaHasbl.

Hamuxenep yw 6acbiM TEHAEHLMSAHbIH, 6ONYbIH KOPCETTI: XKeaenaeTinreH eHaey KapKbiHbl,
ACCOLMATUBTI aybICyNap XaHe KAUNTIK OMNay epekLuenikTepiMeH CanKkec KeneTiH rubpuati puTMUKanbiK,
KypblnbiMaap. byn epekweniktep wetengik unbmaepae ne, KazakCTaHablk Gunbmaepae Ae aHblKTanabl.
byn epekiweniktep wetenmik punbmaepae oe, KazakCTaHablk, dunbMaepae e 1abbingbl. Tankpinay
6enimiHae HaTUXKenep KuHemMatorpadus xaHe LMdpblk Kabblnaay canacbiHaasbl 6ap 3epTreynepmMeH
canbicTbipbinagbl. Kasipri 3amMaHfbl pefakumanay KOrHUTUBTIK MHTEpPdENC peTiHAE KbI3MET eTefi aereH
KOPbITbIHAbI Xacanabl. 3epTTeyAiH peaakTopnap, KUHO MyFanimMaepi xXaHe Meamna Teopmscbl MaMaHAApbl
YLWiH NpaKTUKanblK MaHbl3bl 6ap.

TyiiiH ce30ep: MOHTAX, KNWUM OMnay, epekLlueniktep, Kabbinaay, accounaTUBTI MOHTAX, LMD PIbIK A3Yip,
3aMaHaym.

MJaiiekce3 ywiH: onxaHoB Paiibimbek, xaHe Anga MawypoBa. «KannTik ovnay xaHe OHbIH, Kasipri
dunbM MoHTaxnayFa acepi». Central Asian Journal of Art Studies, Vol.10, No.3, 2025, 334-347 66, DOI:
10.47940/cajas.v10i3.959

Asmopnap Komxa3baHwlH COHFbl HYCKACbIH 0KbIN, MAKY/10a0bl #aHe Myddenep KalilublblFbl HOK
eKeHOieiH Manimoelioi.
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AnbxanoB Paiibimoek, Auna MauypoBa

Kasaxckasi HalnoHasbHast akajeMust uCKyccTB nMmeHn Temup6eka YKyprenosa (Anvater, Kasaxcran)

KJIMNOBOE MbILWJIEHUE U EFO BIUAHUE HA COBPEMEHHbIX MOHTAX B KUHO

AHHOTaums. AKTYanbHOCTb AAHHOIO UCCNeL0BaHUS onpeaenseTcs HeobX0AMMOCTbI0 NepPeoCcMblCIEHNS
CBSI3U MEXAY M3MEHEHUSAMU KOTHUTUBHbIX NPOLLECCOB M GOPMabHbIMU 3/IEMEHTaMM KMHOS3bIKA B
ycnoBuax Umdposoi anoxu. Pabota aB8nseTcs NpoaoIKeHUEM MEXANCLUMIMHAPHbIX UCCAe0BaHWUM

B 06/1aCTU KOTHUTUBHOW MeMaTeopumn 1 TeOpUM MOHTAXa, COCPEeA0Ta4YMBaAsACh HA HOBOM SIBIEHWM
KIMMOBOro MblWwneHus. B kauectBe 0OCHOBHOM Hay4yHOW NpobaeMbl paccMaTpuBaeTcs TpaHchopmaums
NOTUKM KMHEMATOrpaduyeckoro MoHTaxa noa BAUSHUEM U3MEHEHUI B BOCTIPUSTUM 3pUTens,
06ycnoBneHHbIX LMdPOBLIMM Meama.

Llens uccnenoBaHus — BbiSIBUTb, KaKMM 06pa3oM KNMMNOBOE MbILUEHWE BAUSIET HA BOCTpUSTUE
MOHTaXa M MPUHLMMbI €r0 MOCTPOEHUS B COBPEMEHHOM KMHO. B paMkax 3Tol Lenu peLarTcs 3a4aum
MO OMWUCAHUI0 KOTHUTUBHBIX MPU3HAKOB KIMMOBOIO MbILUNEHUS, AHAIM3Y €r0 BAWUSHWUS HA BOCNPUATUE
Pa3/IMYHbIX MOHTAXHbIX MPUEMOB U UCCNELOBAHMIO €r0 NPOSIBNEHMI B N06aNbHOM M Ka3axCTaHCKOM
KMHeMaTorpade. Memodonoauyecku paboTa oNMpPaeTcs HAa KAYeCTBEHHbIW aHaNM3, BKIOYAOLLMI
MHTEPMPETaLMI0 KOTHUTUBHbIX TEOPUIA, CPDAaBHUTENbHbINM aHANWU3 LWECTU XYL0XKECTBEHHbIX GUIBMOB U
0606LeHMEe CTaTUCTUYECKUX AAHHBIX O CHUXXEHUU KOHLLEHTPALMKU BHUMAHUS. AHANIM3MPYIOTCS CPeLHAS
LWMHA Kafpa, PUTM, CTPYKTypa NMOBECTBOBAHWUS U MOHTAaXHbIE CTpaTerunu.

Pe3ynbmamsl NOKa3anu Hanuume TpEX AOMUHUPYIOLLMX TEHAEHLIMIA: YCKOPEHHbIV TEMN MOHTAXa,
aCCOLMATUBHOCTb NEPEXOLOB U TMOPUAHbIE PUTMUYECKME CTPYKTYPbI, COBMaAatoLLIME C 0COBEHHOCTAMM
K/IMMOBOIO MbILWIEHUS. DTU NMPU3HAKM BbISIBNEHbI Kak B 3apyBeXHbIX, Tak U B Ka3aXCTaHCKMX QuibMax.
B LMCKYCCMOHHOWM YacTy pe3ynbTaThbl COMOCTAB/EHbI C CYLLECTBYOWMMMU UCCNef0BaHWUAMU B 061aCTH
KMHeMaTorpadum u undposoro Bocnpusatus. CoenaH BbIBOL O TOM, YTO COBPEMEHHbIA MOHTAaX
(DYHKLMOHUPYET KaK KOFHUTUBHbIN MHTepdeiic. MccnegoBaHMe MMeEET MPaKTUYEeCKYH LLeHHOCTb ANs
MOHTaXXEpOoB, Npernoaasatenei KUHO 1 CNeLuanvucToB No MeAUaATEOPUM.

Kntoyessbie cnoea: MOHTaX, KIMNOBOE MblLWaeHNE, 0CODEHHOCTH, BOCMPUATUE, aCCOLMATUBHbIM
MOHTaX, LMdpPOBas 3pa, COBPEMEHHbIN.

Ans yumuposanus: AnbxaHos, Paribimbek, 1 Anaa MawypoBa. «Knvnosoe MbllwneHune v ero BAnSHue
Ha COBpeMEHHbIM MOHTaX B KMHO». Central Asian Journal of Art Studies,Vol.10, No.3, 2025, c. 334-347,
DOI: 10.47940/cajas.v10i3.959

Asmopbl npoyumanu u 0006puu OKOHYAMENbHbIL 8apUGHM pyKonuCU U 3as6i81m 06 omcymcmsuu
KOH@AUKMA UHmMepecos.
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BEB-CEPHUAJIbI U
[MOTOKOBbIA KOHTEHT B
YKU3HU KASAXCTAHCKOM
MOJIOIE)KU:

AHAJIU3 BJIUSIHUS U
MPEINOYTEHUH

Aabmupa Minenaesa', Lllapuna Ypasoaesa®

I2Kazaxckast HallMOHaJ bHast akajieMusi iekyceTs umenn TemnpGeka KypreHosa
(Anmarsl, Kazaxcran)

AHHOTaumsA. AKTyanbHOCTb UCCNEA0BAHMUS BAUSHUS BEO-CEPMANOB HA Ka3axCTaHCKY MONOAEXKb
06ycoB/ieHa BbICTPbIM POCTOM NOMNYASPHOCTU LLUDPOBOrO KOHTEHTA M €0 3HAYMMOCTbIO AN
(bOpMUPOBAHUS COBPEMEHHBIX COLMAbHbIX HOPM U LieHHOCTel. [laHHas CTaTbs ABNSETCS NPOAOIKEHNEM
nccnenoBaHuii B 061aCTM MeamanoTpebaeHus, CoCpefoTOYeHHbIX Ha MOTIOAEXHOW ayauTopuu. [JaHHoe
uccnenoBaHue npencTaBiseT coboii HOBaTOPCKMIA aHAIU3 NMCUXOCOLMANIBHOIO BAMSHUS Beb-cepuanos
Ha Mononexb KazaxcraHa, uccienys ux yHuKanbHble acnekTbl. Lless paboTbl 3ak/ito4aeTcs B aHanmse
NCUXOCOLMANBHOIO BAMSHMS Be6-cepnanoB Ha Mosofaexb KazaxcraHa, a Takxe B onpeaeneHunm
(baKTOpOB, BNUAOLWIMX HA UX NpeanovTeHus. 1ns LOCTUXKEHMS NOCTaBEHHbIX 3a0ay Obli UCNOb30BaH
CMEeLaHHbIM MeToa;: aHkeTMpoBaHue 40 pecnoHAeHTOB B Bo3pacTe oT 18 40 33 neT U KOHTEHT-aHanu3
nonynspHbIX Beb-cepuanos. Pe3ysiemamsi nokasanu, 4to 42,2% MONOLEXMU perynsipHO CMOTPAT OHMAMH-
KOHTEHT, C NpeAnoYTeHMEM Ka3axCTaHCKOro NpOM3BOACTBA. AMCKyCCHUs pe3ynbTaToB NOATBEPXKAAET, YTO
Be6-cepuanbl MOTyT Kak MOMOXKWUTENbHO, TaK M OTPULLATENIbHO BAMSTb HA MOIOAEXHOE BOCMPUSTUE, YTO
TpebyeT fanbHenwmx nccnenoBaHmin. Mpaktmyeckas 3HaYMMOCTb CTaTbM 3aK/IKOYAETCS B HEOOXOAMMOCTH
pa3BUTUS MeLMarpaMOTHOCTH, YTO MOMOXKET MOIOAEXM OCO3HAHHO NOTPE6NATb LMDPOBOM KOHTEHT U
n36exaTb HEraTUBHbIX NMOCNELCTBUI ero BO3LENCTBUS.

Knroueesie cnoea: Beb-cepuasbl, OHNANH-TPAHCAALMS, MCUXOCOLMANbHBIM ACNeKT, Ka3axcTaHCKas
MOJI0AEXb, BMUSHUE, 3aBUCUMOCTb, Be6-3nmn3oa, Netflix, Amazon Prime, notpebneHve uudpoBbix Meaua.

Ana yumupoearus: MNweHaeBa Inbmupa, Lapuna Ypasbaesa «Beb-cepransbl M MOTOKOBbIN KOHTEHT B
XXM3HM Ka3axCTaHCKOW MONOAEXM: aHaNU3 BAUAHUS U npennoytenuii». Central Asian Journal of Art studies,
T.10, N2 3, c. 348-364, DOI: 10.47940/cajas.v10i3.1017.

bnazodapHocmu: ABTOpbI BbIpaXatoT CBOK H61aroaapHOCTb peaakumn xypHana «Central Asian
Journal of Art Studies» v peLieH3eHTaM 32 NPOSIBNEHHbIN MHTEPEC, @ TAKXKe 33 MOMOLLb B MOATOTOBKE
[LaHHOM CTaTby K NybamKaumm.

Asmopsl npoyumanu u 0006pU/7U 0KOHYaMe/bHbIlU 8apUAHM pyKonucu U 3as8/5m 06 omcymcmeu
UKOHGIUKMAa uHmepecos.



BeepeHue

B NOCJIe/IHUE IeCATUIETHS HaOJ1I01aeTCst
CTPEMUTEJIbHBIA POCT MOMYJISIPHOCTH
BeO-CceprasioB U MOTOKOBOTO KOHTEHTA,
YTO CyILIeCTBEHHO H3MEHSIET MPUBBIUKH
MeziMa noTpebJeHust cpeid MoJioiexku. B
YCJIOBHSIX ry1o0au3aliui U LM poBU3aLIUH
moutoziexkb Kazaxcrana Bee vatie
obpalaeTcst K OHJalHH-KOHTEHTY, KOTOPbIH
CTAHOBHUTCSI HEOTHEMJIEMOH YaCThIO UX
MOBCEHEBHOM »KHU3HU. Be6-cepuaibl,
KaK HOBbII Me/IMaKaHp, rnpeiaratot
YHUKaJbHble popMaThl U TEMATHKH,
OTpazkalollye aKkTyaJsbHble COLUaNbHbIE U
KyJbTypHble pobsiembl (Ulin 123). 1o
sBJeHue TpebyeT riyboKoro aHajuaa,
MOCKOJIbKY OHO He TOJIbKO BJIMSIET Ha
MHMBHyaJbHOE BOCIPUATHE, HO U
(opMHPYET KOJIIEKTUBHbIE 1IEHHOCTH,
HOPMbI ¥ TTOBEJIEHHE MOJIOJIEHKH.
AKTyanbHOCTb IAHHOTO HCCJIEI0BAHHUS
00yCJIOBJIEHA TEM, UTO BeO-cepualibl
CTAHOBSITCS] BA’KHBIM MHCTPYMEHTOM
(hopMHPOBaHHS COLMANBHBIX YCTAHOBOK H
MOBEJIEHUST MOJIOJIeXKHOH aynuTopuu. 1o
JIaHHBIM HelaBHUX HccaenoBanuil, 42,2 %
mouiofiexku B Kazaxcrane peryJisipHo
CMOTPAT (PUJIbMBI U CepHaJIbl B HHTEPHETE
(Ranking.kz), uto cBHaeTeLCTBYET O
3HAUMTEJbHOM C/IBUTe B 10TpebJeHUN
memua. CpaBHeHHe ¢ BeO-ceprasaMu
B pyrux crpanax Llenrpanbroit Asuu
MOKa3bIBaeT yHUKAJbHbIe ACMEKThl
Ka3aXCTaHCKOIO KOHTEKCTa, I/l aKLEeHT
JlesiaeTest Ha colalibHble poOJiembl,
B OTJIMUME OT GoJiee pa3B/eKaTesbHOrO
KOHTEHTA, PaclpoCTPaHEHHOTO B COCEIHUX
cTpaHax. MoJiojiexKb npernoynTaer
KOHTEHT, IOCTYMHBII Ha niaTdopmax,
takux Kak Netflix, YouTube u Jioka/ibHbIE
CEPBHUCHI, UTO OTKPBIBAET HOBbIE
BO3MOKHOCTH JI/151 UCCIea0BaTe el 1
NPAKTHKOB B 00JIaCTH MeJHa.
HccnenoBanus B o6sacTu Meaua-
TMICUXOJIOTHH M COLIMOJIOTHH 1TOKA3bIBAIOT,
YTO KOHTEHT, C KOTOPbIM B3aUMOJIEHCTBYET
MOJIO/IeKb, MOXKET OKa3blBaTh Kak
MOJIOYKUTEJIbHBIE, TAK U OTPHULIATE IbHbIE

sthdextbl. C 0IHON CTOPOHBI, BE6-
cepHaJibl MOTYT CMIOCOOCTBOBATH PA3BUTHIO
KPHUTHUYECKOTO MbILLJIEHHS], COLHAIBbHON
OCBEJIOMJIEHHOCTH M CAMOBbIPAXKEHHS
(Dhiman & Malik 45). C npyro# cTopoHbl,
upe3mMepHoe NnoTpedaeHne i HEOCO3HAHHOE
BOCMPHUATHE KOHTEHTA MOTYT MPUBECTH K
HOPMaJIM3aLMH IEBUAHTHOTO OBEICHHUSI,
CHH2KEHHIO KPUTHYECKOTO BOCTIPUSATHS U
thopmupoBanuio 3aBucumoctedt (Ganiniev
87). DTH acneKkTbl NOUEPKUBAIOT
HeoOXOIMMOCTb KOMIJIEKCHOTO M0/IX0/1a

K aHaJIM3y BJUSIHUS Be6-ceprasioB Ha
MOJIOJICXKb.

[lesiblo 1aHHOTO HCC/IEIOBAHHUS SIBJSIETCS
aHaJIM3 MCUXOCOLMANLHOTO BAUSHUS Be6-
cepuasioB Ha MoJsiofiexkb KazaxcraHa, a
TaKxKe BbisiBJIeHHEe (PaKTOPOB, BAUSIOLINX HA
MX BbIGOP W BOCTIPUSTHE KOHTEHTa. 3ajaunt
MCCJII0BAHUS BKJIIOYAIOT:

Onpenesienye NpearnoYTeHUI MOJOAEKH
B BbIOOpe BeG-ceprasioB U MJaaThopm s
MX [IPOCMOTPA.

OueHKa MOLHOHAIBHOTO U
MOBEJICHYECKOTO BO3/IeHCTBHS BeO -
KOHTEHTa Ha MOJIOJICKHYIO ayJIUTOPHIO.

Anasnu3a coneprkaHusi MomnyJsipHbIX
Be6-CepHasioB Ha MPEJIMET OTPaXKEHHS
COLMAJIbHBIX TPOOJIEM U KYJIbTYPHBIX
peaJsini.

MeTognosiorust Mccyel0BaHus BKIOYAET
CMeLIaHHbIH MOJXO/l, KOTOPbIH coyeTaeT
KOJIMUECTBEHHbIE U KAUeCTBEHHbIE METOJIBI.
AnkeTtrpoBaHue, POBeJIEHHOE CPEIH
40 pecrionieHTOB B Bo3pacte oT 18 10
33 JIeT, TI03BOJIUT MOJIYUHTh JaHHbIE O
NPEANOYTEHUSIX U BOCIIPUSITHH KOHTEHTA.

[Tonumanue BaUSAHUSA BeH-cepuason
Ha MoJiofiexkb KazaxcTaHa He ToJIbKO
000TaTUT HAayYHBIH AUCKYPC B 00J1aCTH
M€/IMancUXoJIOTUH U COLLMOJIOTHH,

HO M OTKPOET HOBbIE TOPU3OHTHI 115t
pa3paboTKK NporpamMmm MeJMarpaMoTHOCTH
1 06pa3oBaTeNbHbIX HHULMATUB,
HarnpaBJIeHHBIX Ha (HOPMHUPOBAHHE
KPHUTHYECKOTO BOCHPUSITHSI KOHTeHTa. B
YCJIOBHSIX OGbICTpOMeHsI ol Cs IUPPOBOK
CpeJibl HCC/IeIoBaHNE IAHHOH TeMaTHKH
CTAHOBUTCSl 0COOEHHO aKTyaJsbHbIM
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1 HeOOXOIMMbBIM 151 (hOPMHUPOBAHHS
310POBOr0 MeiManoTpebJeHus cpeit
MOJIOAEXKH.

Taxkum o6pazom, nanHasi padora
HalleJleHa He TOJIbKO Ha aHaJIu3 TeKYILEro
COCTOSIHUST MeIManoTpeOieHust, HO U Ha
paspaboTKy peKOMeHIAIKH M0 yIyullleHHIO
MeJarpaMoOTHOCTH MOJIOJIEXKH, UTO
SIBJISIETCST BAXKHBIM 11arOM K CO3/IaHHIO
6oJiee 0CO3HAHHOTO ¥ OTBETCTBEHHOTO
obl1ecTBa B IMDPOBYIO 3MOXY.

MeToAabl uccnepoBaHua

B nannom nccsieioBaHuM UCMOJb30BaH
cMenianubli (mixed-methods) noaxop,
KOTOPbIH cOYeTaeT KOJMYeCTBEHHbIE U
KaueCTBEHHbIE METOJIbI /151 BCECTOPOHHETO
aHaJiM3a rncuxocourasbHOro BO3IeHCTBHS
BeO-CceprasioB U MOTOKOBOTO KOHTEHTA Ha
mosoziexkb Kazaxcrana. KommyectBeHHbIi
METOJ1 HCCJIe/IOBAHUS BKJ/ItoUaJla
aHKeTUPOBaHHUE, MPOBEJEHHOE C
MCIMOJIb30BAHUEM OHJIAHH-TIIATPOPMbI
Google Forms. B BeiGopky Botin 40
peCroH/IeHTOB B BodpacTe oT 18 o 33 Jie,
cpenu KoTopbix 60 % cocTaBUJIN JKEHIIMHbI
u40% — myzkuuHbl. M3 obiero ynena
y4acTHUKOB 75 % ObLIM CTyleHTaMH By30B,
a 25% — MOJIONBIMH CTIeLHaIHCTaMH.
[Tpu 310M 80% pecroHseHToB MPOXKHBAJIH
B ropozax, a 20% — B ceJIbCKO#
MeCTHOCTH. AHKeTa cojieprKaJjia 3aKpbIThie U
TM0JIy3aKpbIThble BOTIPOCHI, HAaNpaBJ/eHHble Ha
c6Op AAHHBIX O CJIEIYIOLIHMX aCMeKTax:
Bpewmst npocmoTpa: YuacTHUKM
YKa3blBaJIl, CKOJIbKO BpeMEHH OHH TPaTST
Ha MPOCMOTp BeG-cepuasoB U OHJIANH-
KOHTeHTa exkeaHeBHO. [ Ipeanourenns
nyaThopM H KaHpoB: PecrnoHaeHTh!
OTMeuaJu, Kakue maaTopmbl (Hampumep,
Netflix, YouTube) u xanpbi (1pama,
KOMEJIUS1, TPUJLIEP ) OHU MPENOUHTAIOT.
OMOIMOHAIBHOE U MOBEIeHIECKOe
BO3/IEHCTBHE: YUAaCTHUKH OLLeHUBAJH, KaK
KOHTEHT BJIMSIET HA HX IMOLIMOHAJIbHOE
COCTOsTHHE U noBesieHne. JlJist onucarebHOM
00pabOTKH KOJIMUECTBEHHbIX TaHHbIX
MCIOJb30BAJMCh YACTOTHBIE pacrpee/eHus]

1 TIPOLIEHTHbIE XapaKTePUCTHKH, YTO
M03BOJIUJIO BBISIBUTb OCHOBHbIE T€HIEHLUH
B MeIMANPEANOUTEHUAX MOJIOJIEKH
Kazaxcrana.

CpaBHuTesibHBIN aHaMu3: B nonosnHenune
K BbILIEU3JI0KEHHBIM METOJIAM,
MCCJ/1el0BaHue BKJIIOUAJIO SJIEMEHT
CPaBHUTEJIBHOTO aHaAJIM3a, KOTOPbIH
MO3BOJIMJI COTIOCTABUTh PE3YJIbTAThI C
JIAHHBIMHU O Me/IManpakTHKaX MOJIOJIeKH B
npyrux crpanax Llentpanbroit Asun u CHI.
DTo cpaBHeHHE MOJUEPKUBAET YHUKAJbHbIE
ACIEeKThl KA3aXCTAHCKOIo KOHTEKCTa U
BBISIBJISIET CTIelU(HIECKHe TeHIECHIIMH B
notpeOJeHnH BeO-KOHTEHTA.

Takum o6pazom, KoMOUHALIUSA
KOJIMYECTBEHHBIX H KAUeCTBEHHbIX
METOJI0B, a TaKXKe CPaBHUTEJIbHbIN
aHa/u3, o6ecreunBatoT riyookoe
MOHUMaHUeE BJAMSHUS BeO-cepuasioB Ha
Moutoziexkb Kazaxcrana v cnocoOCTBYIOT
hopMHUpOBaHHIO peKOMEHAIMH M0
MOBBILIEHNIO MEIMArPAMOTHOCTH.

O6cyxpeHue

B Kazaxcrane ¢pukcnpyercst ycToiuuBbIi
pOCT ayIMTOpHH Be6-CepHasioB, Mpexie
BCEro Cpe/id MOJIOJIEXKU. DTOT hopMaT
BHJIEOKOHTEHTA OKa3biBaeTcst Gosiee
BOCTpeGOBAHHBIM 110 CPABHEHHIO C
TPAMLUOHHBIM TeJIeBUIEHUEM, TIOCKOJIbKY
OTpakaeT MOBCEIHEBHbIE PeaiH,
npo6JeMbl H HHTEPECHl MOJIOJBIX JIIOJEH.

B nccnenosanuu npunsiau yuactue 40
PECMOHIEHTOB U3 PA3JIMYHBIX PETHOHOB
ctpaHbl. ['eHaepHoe pacripesesenne
coctaBu10 60 % »xeunwn u 40 % My>KunH;
75 % y4acTHHKOB — CTyJeHTbl, 25 % —
MOJIOJIble CTIelHANTUCTbI. BosbIIMHCTBO
OMPOLIEHHbIX TPOKHMBaET B ropopax (80
% ), OCTa/IbHble — B CEJIbCKON MECTHOCTH
(20 %).

Anaauz 803pacmuoi cmpykmypol
(cm. Pucynok 1) nokazan cieyionine
pe3yJibTaThbl:

< 18—22200a (48,2 %).
Hau6osiee MHOTOUHC/IEHHAS TPyTITIa, YTO
CBHJIETEJILCTBYET O BHICOKOM HHTEpece



Awnarpamma 1. Pacnpensnesme pecnosieHTos No BO3PacTHEM FRynnam

2730

2326

Pucynox 1. BosgpacTthoe pacnpeaesnenne
peCrnoHAeHTOB, YHaCTBYIOUIUX B UCCJIEJOBaHUH.

K BeG-cepHaliaM Cpeit CTYeHTOB U
CTaplIKX KOJbHUKOB. XapakTepHa
AKTHBHAsl BOBJIEUEHHOCTb B LIH(POBYIO
cpejty, NpearnoYTeHue oHakH-naaThopm u
MOTOKOBBIX CEPBHUCOB KaK HoJsiee THOKUX U
JIOCTYIIHBIX [10 CPABHEHHIO C TeJIeBUICHHEM.

« 23—26 1em (22,4 %).
3HauuTesIbHAs YaCTh ayIMTOPHH TaKKe
MPUHAIEKHUT K JAHHOH BO3PaCTHON
Kateropuu. Belbop oHJaliH-KOHTEeHTa Yy
NpeJACTaBUTeJIeH STOH FPYIIbl BO MHOTOM
00yCJIOBJIEH y100CTBOM CEPBUCOB 110
MOJIMUCKE U BO3MOKHOCTBIO TPOCMOTPA B
VHIMBUIYaJbHOM PEKHME, 4TO 0COOEHHO
AKTyaJIbHO MPH BBICOKOH yueOHOH UK
npoeccroHa bHON HArpy3Ke.

« 2730 2em (20,4 % ). Nonsi
PECIOHIEHTOB 9TOH KaTeropHu HECKOJIbKO
HUKe, OJIHaKO UHTepec K BeO-cepHasam
coxpansiercsi. CHHXKeHHe MHTeHCHBHOCTH
NPOCMOTpa, BEPOSITHO, CBSI3AHO C
npoeccuoHaNbHON 3aHATOCTHIO U
COKpalleHHeM CBOOOIHOTO BPEMEHH.

+ 3133 coda (9,0 % ). Hanmenee
npeacTaBaeHHasi BO3pacTHasi rpyrra.
HecmoTpsi Ha MeHbLLYI0 aKTUBHOCTD,
MHTepecC K BeO-KOHTEHTY y PeCHOHIEHTOB
JIAHHOH KaTeropuu COXpaHseTcsl, OTHAKO
NPEANOYTEHHSI MOTYT CMELLAThCsl B CTOPOHY
TPaJMLIMOHHBIX (hOPM Jl0CyTa.

Takum o6pasom, Hauboree
AKMUBHbIMU nompeobumenami 8eo-
Cepuanos A8AsI0MCsL MOA00bLe 100U 8
soapacme 18—26 aem, 4to 0O bsICHAETCS
MX T€XHOJIOTHYECKOH TPaMOTHOCTbIO,
MOGHJIBHOCTBIO H BBICOKOH CTeMeHbIO

ajanTalyi K LHPPOBLIM MIaThopMam.
[To mepe B3poc/ieHHst U yBEeJHUEHHUS
npoceccHoHa bHON HArpy3KH HHTEpeC K
JlaHHOMY popMaTy MOCTENeHHO CHUXKAETCS],
UTO OTpaXKaeT 3aBUCHMOCTb MeIManpaKkTHK
OT »KU3HEHHOTO LIHKJa U COLMAJBHOTO
cTaryca.
Daxkmopot, onpedeasioujue
meouanpednoumerius MoL00emH U
Mayuenue meauanotpebiieHust
nokasaJsio, 4to BbIOOp BeO-CcepHasioB 1
OHJIaHH-KOHTEHTa 00YyCJI0BJIEH COUeTaHHEM
MHMBU/YaJIbHBIX, TCHUXOJ0THYECKHUX
1 CTPYKTYPHBIX (haKTOPOB. IDTH
3aKOHOMEPHOCTH TOJITBEPIKIALOTCS
PSIZIOM SMIHUPUUECKUX U TEOPETHYECKHUX
MCC/IeI0BAHUH, TPOBEIEHHBIX B MTOC/EHIE
JecsiTuietust (cM. PucyHok 2).

Avarpamma 2. NpegnovuTasMb e
nnarpopmMel NOTOKOBOMD KOHTEHTA

(i}

Metflix Youlube Hotstar Amazon  Mow
Prime  [ptorrent
Video

PucyHnok 2. ®akrtopbl, onpeesiolime
MeJHanpeanouTeHns MOJIOIEKH.

Bo-nepBbIx, MEIMAKOHTEHT
UCIOJIb3YETCS 7S YJIOBJIETBOPEHHUS
Pa3JIMYHBIX TOTPEOHOCTEH — KOTHUTHBHBIX,
MOLIMOHAJILHBIX U cOollHasbHbIX. Cpein HUX
0co60e MeCTO 3aHUMAIOT CTPEMJIEHHE K
MOJIydeHHI0 MH(OPMALIMH, PETYJHPOBAHHE
IMOLMOHAJILHOTO COCTOSIHUS, YXOJ, OT
MOBCE/IHEBHBIX CTPECCOB (3CKAMU3M ),
MOTBEPrKIeHHE JIMUHBIX [IEHHOCTEH U
NojyiepyKaHue MPUBbIYHBIX MATTEPHOB
nosejeHus. JlaHHbIA acrnekT nogapoOHO
ocBenléH B paborax Rubin 45, Bryant u
Zillmann 67, Sweeney n Gruber 89, Kim u
Rubin 12, Perse 34, Harwood 56, Hawkins
u np. 78, LaRose u Eastin 90, Diddi u
LaRose 172, Knobloch-Westerwick u Alter
23. CoBpemenHble LU(POBbIE TEXHOJOTHH
YCHJIMBAIOT 3TOT MPOLIECC, MPEIOCTABSS
M0JIb30BATENISIM TIEPCOHATM3UPOBAHHBIN
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BBIOOP W MTHOBEHHBIH JOCTYII K
paszHo0OPa3HbIM UCTOUHHKAM HH(OpPMaLUH
(Diddi n LaRose 172).

Bo-BTopbIX, Ha MeaHaANpeNOYTEeHNS
MOJIOIEXKH BJIHSIIOT JIMYHOCTHBIE
XapaKTePUCTHKH U TICHXOJIOTHYECKHe
oco6enHocTd. Hanpumep, ctpemsienue K
MOMCKY OCTPbIX OLLLLIEHUI KOppeJHpyeT ¢
MHTEPECOM K TPUJIepaM, KPUMHUHAJbHBIM 1
yKacaroluM CIOyKeTaM, TOT/a Kak BbICOKHH
YPOBEHb IMIMATHH CBSI3aH C NPEANIOYTeHHEM
JpaMaTHIeCKUX U POMaHTHUECKHUX
cepuasioB (Weaver 45, Kraaykamp 67,

Hall 89, Kraaykamp u Van Eijck 23, Shim
u Paul 34, Vettehen u Hendriks 56).

ITH pe3yJibTaThl HHTEPIIPETUPYIOTCS B
paMKax coluHasbHO-KOTHUTUBHON TEOPUU

¥ TEOPUH SMOLIMOHATBHON Perysiuu
(Bandura 12, Zillmann 78). sMouinoHa/bHO
YCTOHUMBbBIE 3PUTEJIH Yallle 00pallaoTcst

K JIOKyMEHTaJIbHbIM 1 TTO3HABATEIbHBIM
(opmaram, B TO BpeMsl KaK JIHIA C BLICOKMM
YPOBHEM TPEBOKHOCTH MPEANOYUTAIOT
pasBJjieKkaTe/ibHble H IOMOPUCTHYECKHE
MPOEKThI, COCOOCTBYIOLLME
ncuxosoruueckoi paspsiaxe (Hall 123).

B-Tpetbux, BbIGOpP KOHTEHTa
onpesiesIsieTcsl CTPYKTYPHBIMH (hakTopamH,
Cpe/i KOTOPbIX — JIOCTYMHOCTb LIU(PPOBbBIX
naTdopM, r’HOKOCTb UX UCTIOJb30BAHHUS
M OTCYTCTBHE CTPOIHX BPEMEHHBIX
orpannyenuii. [lepconannsnponanubie
aJTOPUTMbI pEKOMEH/IAlMH, COKpallleHne
peKJIaMHbIX BCTABOK M BO3MOKHOCTb
HerpepbIBHOTO pocmoTpa (binge-
watching) ycunuBator BoBJ1€4éHHOCTh
ayJIMTOPHUH, Cr1oCcOOCTBYSI (hOPMHUPOBAHHUIO
YCTOHYUBBLIX MeHanpuBbiuek (Jenner 45,
Pittman u Sheehan 67). MccanenoBanusi
MOATBEP:KAAIOT, YTO aBTOMATHYECKOE
BOCIMPOU3BEIEHHE U HAJTUUHE BCEX
STHU30/I0B C€30Ha CTUMYJIHPYIOT VTUTEJIbHOE
B3aUMOJIEHCTBHE C KOHTEHTOM, H3MEHsIs]
TPAJMLMOHHBIE MOJICIH MeIUANOTPEeONEHUS
(Devasagayam 89, Walton-Pattison,
Dombrowski u Presseau 12).

Taxkum o6pazom, MOJIONEKD, SIBJSISICh
HanboJsiee aKTHBHBIM CErMEHTOM LIU(PPOBbIX
noJsib3oBatesiel, GOpMUPYET HOBbIE

MOTHBALMOHHbIE MOJIE/IH MEJIHATIOBEIEHHUSI.
J17151 He€ BaXKHbI He TOJIbKO »KaHPOBbIe
M TeMaTHUeCKHe XapaKTePUCTHKH
KOHTEHTA, HO K BO3MOXKHOCTb COLIMAJILHOTO
B3aUMOJICHCTBUS — OOCYKIACHHUS
MPOCMOTPEHHBIX CEPHAJIOB B COLIHANBHbIX
ceTsIX, yuacTusi B paHaTCKuX coobI1ecTBax 1
JIOCTYTA K SKCKJIIO3UBHBIM MPOEKTaM.

[Ipednoumenus oHAQLH-NAGMGDOPM

Anasa onpoCHBIX IaHHBIX MOKa3aJl,
uTo HauboJiee BOCTpeGOBAHHBIMHU CPEIH
Ka3axcTaHCKOH MOJIOJIEXKH TiIaThopMamu
JUIs1 TOTOKOBOTO BH/IEOKOHTEHTA SIBJISTIOTCS:

* Netflix — 30,3 %;

* YouTube — 25,4 %;

 Hotstar — 17,1 %:

» SonyLlV — 11,0 %;

« Amazon Prime Video — 8,0 %;

 Eros Now — 5,0 %;

« moppenm-catimo. — 3,2 %.

PesynbraThl 16MOHCTPUPYIOT, UTO
3HAUMTEJbHAS YaCTh ayIUTOPUH TOTOBA
OTJIAYMBATD MOJNUCKY Ha PEeMUANbHbIN
konteHT (Netflix), B To Bpems kak apyras
npearnoynTaet GecrniaTHble MaaTGOpPMbI
(YouTube u Heoduumambhble pecypcesi). [To
JIAHHBIM aHaAJUTHUECKOro LieHTpa Ranking.
kz («MoJo€xKb U BUIEOKOHTEHT»,
2024), 58,8 % pecroHIeHTOB PeryJsipHo
MCroJib3ytoT GecratHble cainThl (HDrezka,
KinoGo, KinoBar, Zetilix, Seasonvar,
The-Cinema u np.), a 14,1 % —
KazaxCcTaHCKHe MJaTHble niaThopmbl (Bee
TV, Kazakhtelecom TV+, Qazaqsha u
1p.). 10,3 % nosnb3oBareJieit o6pariaroTcs
K 3anaanbiv ceppucam (Netilix, Prime
Video, HBO Max, Apple TV+, Disney+),
a9,7 % — x poccuiicknm (KunolTonck,
Amediateka, Start, Premier, Okko u ip.)
Kpowme Toro, corsacHo ucc/ien0BaHtio
Ranking.kz, onroit u3 nan6osee
pacnpocTpaHéHHBIX (hOPM MPOBEIEHUS
JIOCyTa CPe/i Ka3axCTaHCKOH MOJIONEKH
0CTaéTcst MPOCMOTP (PUIILMOB M CEPHATIOB
OHJIalH:

* 42,2 9% nenaioT 31O peryJsipHo,

+ 38,4 % — BpeMs OT BpeMeHH,

* 15,2 % — penko,

+ 3,5 % — Hukorna,

+ 0,8 % 3aTpyIHHJINCH C OTBETOM.



['oBOpS1 0 KOHTEHTHBIX MPEANOUTEHHSIX,
57,7 % MOMOJIbIX Ka3aXCTaHIER OTAI0T
npearnouTeHue 8u0eonpooyKyuu
omeuecmeaenHo2o npou3soocmasa,
4TO OTpaxKaeT pocT HHTepeca K
JIOKaJbHOH KyJabType. [1pn atom 45,1
% PECIOHIEHTOB CMOTPSIT POCCHICKHE,
41,9 % — rosnusyuckue, 24,3 % —
Typetikue, 23,8 % — eBporneiickue,
20,4 % — woxuokoperickue, 12,1 %

— AnoHckue, 7,9 % — kuradickue u 7, 1
% — WHIUHACKHE CepUasibl U PUIbMBI.
ITH NaHHble YKA3bIBAIOT HA paclinpeHue
MemuManpocTpaHcTBa Kasaxcrana v ero
MHTErpaluio B r06a/bHble KyJbTypHble
MPOLECChl TIPU COXPAHEHUH HHTEpeca K
HaLMOHAJILHOMY KOHTEHTY.

Taxkum o6pazom, coBpemeHHast
Ka3axCTaHCKast MOJIOJIEXKD IEMOHCTPUPYET
eubpudHsLl mun meduanompeodieHus,
B KOTOPOM coveTatoTcst riobaabHble
tenneHunu (binge-watching,
CTPUMHHTOBBIE MOJNUCKH ) U JIOKaJIbHbIE
naTTepHbl (MHTEPEC K OTEUECTBEHHBIM
ClO2KeTaM U KyJIbTYPHOH HIAEHTHUHOCTH ).
DTO NOATBEPKIAET HE TOJNLKO POCT
MeIHarpaMoTHOCTH, HO ¥ TIOTPEGHOCTD B
caMmopernpeseHTal|Hi yepes HallHOHAJIbHBIH
BHU3YyaJIbHblil KOHTEHT.

Ouernumeo spems, KOMoOpPoe MOA00eH b
mpamum Ha npocmomp 8e6-cepuaros u
OHAQUH-MParcALyuLl.

J17151 OLleHKM MeinarnpakTHK
pecrionjieHTaM GblJI 3a/1aH BOTIPOC:
«CKOJIbKO BpeMEHH Bbl TPATHUTE Ha
MPOCMOTp BeG-CcepuasioB Uil JIPyroro
OHJIalH-BHJIEOKOHTEHTA €XKEJIHEBHO?» (CM.
PucyHok 3)

Peayaomamol pacnpedeiurtco
credyrouum oopazom:

70,2 % PECTIOHJICHTOB COOOIIUJIH,
4TO MPOBOJISIT 3@ MPOCMOTPOM OT 1 110
3 4yacoB B jieHb; 22,3 % — oT 4 10 6
4acoB B JieHb; 7,6 % — oT 7 10 9 uacos
B JIeHb. DTH JJaHHbIE CBHJIETEJIbCTBYIOT,
4TO GOJIBIIMHCTBO MOJIOZIEKH TTOTPEBJISAIOT
OHJIAHH-KOHTEHT B yMEPEHHbIX
oO6bemax. OJIHaKO 3HAYMTE/IbHAsT YaCTh
AyIUTOPUH IEMOHCTPUPYET CKJIOHHOCTD
K MTPOJ0JKUTEIbHBIM TIPOCMOTPAM, UTO
yKasblBaeT Ha (hOPMHPOBAHHE YCTOHUMBBIX
Me/IManpuBbIUeK.

TeopeTnueckasi KOHIEMINS MeTMHHBIX
npusbiuek JlaPoysa (2010) nossoJsiet
MHTEPTPETHPOBATD TMOJNydeHHbIE
pe3yJibTaThl: MeIUATTPUBBIUKH
thopMHpYIOTCST KAK Pe3yJ/ibTaT
MOBTOPSIIOIIETOCS MOBEIEHHUS,

OTBETHI MOMOAEKM 0 NPEANOYNTAEMBIX NAATHOPMAaX ANA NPOCMOTPa KHHO- M BULEOKOHTEHTa | % pecnoHaeHToB
F e mecnemnanmen T, -
Seasonvar, the-cinema.online 1 gp.}» i

«[INaTHbIE Ka3aXCTaHkke nnargopmil (Bee TV, Kazakhtelecom TV+,
Qazagsha u ap.)»

«[lnaTHbie 3anagHee nnathopme [MNetflix, Prime Video, HBO max, Apple _ 10,3%

TW+, Disney+, Megogo v ap.)s

LNaTHWE poccHnckme naTdopme (KuHollonck, Amediateka, ivi, Start, — 9.7%

Premier, More.tv, Okko, Viju, 1tv.ru u gp.)»

«YouTubes . 2,0%

«HHTEpHET-Opay3epm» | 0.,3%
aBen | 0,2%

«HaunoHanbHbIE KaHans» | 0,2%
aKuHo Commks | 0,1%
aHuHOTEATR® | 0,1%
aTelegram» | 0,1%

«CMyTHHKOBOE TENEBHASHUE | 0,1%

CAJAS Volume 10. Issue 3. 2025

MEXANCUMNANHAPHBIE UCCNELOBAHNA MCKYCCTBA LLEHTPAZTbHOW A3UN

«He cvoTpio® . 1,8%
®3ATPYAHAIOCE C OTBETOM® . 2,7%

00% 50% 100% 150% 200% 250% 300% 350% 400% 450% 500% 550% 60,0% 650%

Ranking.kz Ha ocHOOE OOHHBIX K020 e Kosoxcmana» 2024

Pucynok 3. Bpewmsi, 3aarpaunBaeMoe Ha TpOCMOTp BeG-CepHasoB U OHJIANH-KOHTEHTA.
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Ouarpamma 3. CpefiHee BpeMs NpocMoTpa Beb-KoHTeHTa

70F

60

50

% PECMOHOEHTOB

10+

1-3 yaca

4-6 vacos

7-9 yacoe

BpeMs B AeHb

PucyHok 4. 9MoLHOHA/IbHOE BO3JEHCTBHE BEO-CepHaioB Ha MOJIOEKHYIO ayIHTOPHIO.

nepBoOHayaJbHO MOTHBHPOBAHHOIO
CTpeMJIEHHEM YIOBJAETBOPUTH KOHKPETHYIO
KOTHUTHBHYIO HJIH SMOIIHOHAJBLHYIO
notpe6HOCTh. [locTeneHHo 3T 1eHCTBUS
3aKPEIJISIOTCS U CTAHOBSATCS YaCThIO
MOBCEHEBHOTO MeIanoTpeGeH s .
Takum 06pasom, aHa/Iu3 BpeMeHH,
3aTpauuBaeMoro Ha mpocMoTp Be-
CepHaJioB, MOJATBEPKIAET, UTO
YI0BOJILCTBHE W SMOLMOHAJbHAS
BOBJICUEHHOCTD SIBJISIIOTCS KJIIOYE€BbIMHU
(hakTopaMu, CTUMYJIHPYIOIIIUMH
NPOJIOJ/ZKUTENbHOE NOTpebIeHHe KOHTEHTA.
Cneyugura socnpuamus eeo-
cepuanos
Be6-cepuasnbl 06s1agaioT psijiom
0COOEHHOCTEH, OTIIHUAIOIIUX UX OT
TPAULIHOHHOTO KMHO(opMaTa:
IIpodorscumenvrocmeo 3nuzodos. Kak
MpaBUIO, CEPUU AJATCS OT 5 10 15 MUHYT,
4TO J1eJ1aeT UX YI0OHBIMH YISl IPOCMOTpa
C MOOUWJIbHBIX YCTPOUCTB U OObICHSIET
MOTMYJISIPHOCTD CPE/IU MOJIOJIEXKH, 1I€HSIIIEH
MOGHJIBHOCTb U OTlepaTHBHbIH 10CTYI K
KOHTEHTY. DTOT (hopMaT TakKe aKTUBHO
MCIOJIb3YETCs B PEKJIaMHbIX CTPATETHSIX U
npoasuxenun 6penon (Kang 2017).
Hnmencusrocmo sosreveHHoCmu.
PasButue croxkera, pacrpeseseHHoOe Ha
60J1bL1I0€ KOJIMYEeCTBO KOPOTKHX MH30/10B,
obecreunBaeT 10JroBpeMeHHOe yiepKaHue

BHUMaHHsI U CMIOCOOCTBYET 3aKPETJIEHHIO
Me/IHarnpuBbIUYeK.

Hosoili mun meduanompebaenus.

B otsinune ot KuHOPUIBLMOB,
BOCMPHHUMAEMbIX KaK OT/e/bHOEe
coObITHE, BeO-CcepHuabl CTAHOBATCS
YacTbiO MOBCEJHEBHON MPpakTHKH. OHU
HEPEJIKO COMPOBOXKIAIOT BhIMOJIHEHHE
PYTHHHBIX 32124, UTO OTPaXKaeT
(hopMHpOBaHHE UHME2PUPOBAHHOO
Gdopmama nompebaeHust, BCTPOEHHOTO B
€2KeJIHEBHbIH PUTM 2KU3HH.

Beb6-cepuanvl okasviearom
3HauumenvHoe sosoelicmasue Ha
MOA00edcHY 0 aydumoputo, hopmupys
IMOUUOHANbHOE BOCNpUMUE,
NOBeJIeHUECKHE YCTAaHOBKH U OCOOEHHOCTH
colMaJbHOTO B3auMoecTBrs. OnHIM
13 KJIFOYEBbIX aClEKTOB SIBJISIETCS
JIEMOHCTpAlIUs arPeCCUBHOTO MOBEICHHUS,
HaCHJIUs, @ TaKkxKe yroTpebJ/eHus
aJIKOroJis1, Tabaka W HapKOTHYECKHUX
BellecTB. PerysisipHoe BocnpousBeaeHue
MOAO0GHBIX CIIEH MOXKET MPHUBOJUTH K
CHHYKEHHIO YYBCTBUTEJILHOCTH 3pUTEJIEH,
pa3MbIBaHHIO TPAHUIL MEXKITY HOPMATHBHBIM
¥ IEBUAHTHBIM TTIOBEJIEHHEM, a TaKxKe K
POMaHTH3ALMH IeCTPYKTHBHbBIX MOJIEJIEH.

BoapacTHbie pazinunsi B BOCIIPUSATHH
JIAHHBIX aCMEeKTOB OKa3aJuCh 3HAYUMbIMH.
Tak, pecrionnenTsl B Bozpacre 25—33



JIeT yallle akileHTHPOBaJ/M BHUMaHHe Ha
MOTEHIHAabHOH OMacHOCTH MOJ0OHBIX
CIOXKETOB, TOrJA KaK MOJIOAEKb 15—24
JIET CKJIOHHA OLeHUBATh UX BJIMSIHHE KaK
MeHee cylilecTBeHHOe. [Ipu 3TOM MHOTHE
YYaCTHUKH UCCIE0BAHUS OTMETUIIH,

4TO arpeccUBHOE MOBeJeHHEe Ha YKpaHe
MOCTENeHHO CTAHOBUTCS TPUBBIUHBIM

¥ BOCTIPUHUMAETCS KaK JIOMyCTHMOE,
0COGEHHO €CJIM OHO COTIPOBOKIAETCS
MOJIOYKUTEJIbHBIMH 3MOLIMSIMH 1
HarpakaaeTcst CIOYKETHBIM YCIEXOM
NepCoHaXKeH.

Ha Bonpoc «CoeracHol au 661 ¢ men,
umo 8eb-cepuansl i OHAQUH - KOHIMEHM
OKQA3bl8AION HA BAC IMOUUOHALbHOE
Bosdeticmaue?» 3HauyuTesbHas 4acTh
PECMOHIEHTOB OTBETUJ/IA YTBEPAUTENLHO
(cm. Pucynok 5). ITosyuennbie nanHble
JIEMOHCTPHUPYIOT, UTO BJIMSIHHE MPOSIBJISIETCS
B pasHbIX (hopMax: IMOLMOHAJbHAS
BOBJIEUEHHOCTb U COMepeKUBAHNE
nepcoHaXKaM; BO3HHKHOBEHHE TPEBOKHOCTH
M arpeCcCUBHBIX PeaKIni; CTUMYJISINSA K
camopedIeKCHH 1 TTlepeolieHKe JIMUHbIX
YCTaHOBOK.

CoryiacHO TE€OpHH COIUATBHOTO
Hayuenusi (Bandura 23), MmenakoHTeHT
BJIMSIET HA aYJIUTOPHIO HE TOJBLKO
MOCPEJICTBOM TMPSIMOH IEMOHCTPALIH
MoJleJIell TTIOBEJIEHHS], HO U Uepe3
3MOLIMOHAJILHOE BOBJIEUEHHE,
crnoco6CeTByOlIEe UX YCBOEHHIO. B
YaCTHOCTH, UIeHTU(DHKALIUS 3pUTEel
C MepcoHakamu, JIEMOHCTPUPYIOIIUMU
JIeBUAHTHbBIE MTPAKTHUKH, MOYKET H3MEHSTh
BOCIIPUSATHE COLIMAJLHBIX HOPM U
KOPPEKTUPOBATH JINUHOCTHBIE YCTAHOBKH.

1] 5 10 15 20 25 30 35 40 45
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PucyHok 5. I1cuxocolnanbHoe Bo3aeicTre
BeG-KOHTeHTA (HIeHTH(HUKALUS, TPEBOMNKHOCTD,
arpeccusi, pedekcus).

B To ke BpeMsi yacTb peCroH/IeHTOB
NPUIEPKUBAECTCS albTEPHATUBHOM
MO3ULUH, OTMEeYast, YTO KJII0UeBOe
3HaueHue B (hOPMUPOBAHUM MOJEJIeH
NOBEJICHHUSA UMEET OJIMKalIIee OKpyKEHHe
1 ceMeliHble 11eHHOCTH, 8 MeIManpPOJIyKThl
JIMLIb YCHJIUBAIOT y2Ke CYLECTBYIOLLHE
yctanoBKH. OJiHaKo KoHLenus «3ddekra
TpeTbero Juua» (Davison 56) ykasbiBaet Ha
XapakTepHyto TeHAEHHIO HEJI001IeHUBATh
BJIMSIHUE MeIMaKOHTEHTA Ha cebst
TMPH OTHOBPEMEHHOM MPU3HAHUH €ro
3HAUMMOCTH /151 IPYTHX.

Taxkum o6pazom, nosyueHHble
JIaHHbI€ MOJATBEPKAAIOT TUITOTE3Y
0 BbIPaKE€HHOM MCHXOCOLHATBLHOM
BO3CHCTBHH BeO-CepHaJiOB HA MOJIOJIEXKb.
ITO aKkTyaJu3upyeT HeOOXOAMMOCTh
JAJIbHEALLIUX UCCJIeIOBAHUM, HANTPABJIEHHbBIX
Ha BbISIBJIEHHE MEXaHU3MOB MeIUABJIMSHHS,
a TakxKe pa3paboTKy cTpaTerui
(hopMHPOBaHHUST MEIUArPAMOTHOCTH H
KPUTHUECKOTO BOCTIPUATHS LIMGPOBOTO
KOHTEHTA.

CpasHumenvHolil aHAAU3:
MenanpakTiK MoKa3blBaeT, YToO TEHIEHIIUH
pas3BuTHs BeO-cepuasioB B Kazaxcrane
BO MHOTOM COBIAJIAIOT C MPOlleccamu,
HabJII0JIaeMbIMH B COCEIHUX CTPaHaXx
MOCTCOBETCKOro npoctpancTsa. OnHako
Ka3aXCTAHCKHI KOHTEHT OTJIMYaeTCsl
YHUKaJIbHBIMH XapaKTepPUCTUKAMH,
0COOEHHO B aKLIEHTE Ha COLlHa/IbHbIe IPaMbl
1 KPUMHHAJIbHbIE UCTOPHH.

1. [lpuuunor nonyasprocmu
COYUAanbHbLX Opam

CotnanbHble TPoGJeMbl U KyJIbTYpHbIE
peasuu: CollMasibHble IpaMbl B
Kasaxcrane uacTo oTpaxkaloT akTyasbHble
npo6JieMbl, TAKHE KaK HAPKO3aBUCHMOCTb,
MPECTYNHOCTb, KOPPYILHMS M cCeMelHble
KOH(JIHKTBI. DTH TeMbl GJIM3KH MOJIOIEKH,
TaK KaK OHH KacaloTcsl peasibHOM KU3HU
1 MOBCE/IHEBHbBIX MepeXknBanuil. Be6-
cepuaiibl, Takue Kak «Cepxkan bpatan»
(cotmanbHas npama) u «Keamyxa»
(KpUMHHAJIBHBIH TPUJJIED ), TOAHUMAIOT
MMEHHO TaKhe BOTPOChI, COCOOCTBYS
COLMAJIbHON OCBEJIOMJIEHHOCTH U
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00CYK/IEHUIO Ba’KHBIX TeM B 001LIECTBE.

[TocTcoBeTCKast MAEHTHYHOCTD:
KasaxcraH, kak cTpana ¢ moCcTCOBETCKUM
HacJeIeM, repeKuBaeT Tpancopmaluio
cBoell uaeHTHYHoCTH. ColMalibHble pambl
CTAHOBSITCS CPEJICTBOM HCCJIEIOBAHHUS
9TOH UIIEHTUYHOCTH, TT03BOJISIS 3PUTEIIAM
NepecMoTpeTh HCTOPUYECKHE U KYJIbTYPHbIE
acreKThl CBOero cyuiectBoBanus. Onu
MOTYT CJIy?KHTb OTpazkeHHeM O0pbObl
C COLMAILHBIMH CTEPEOTHIIAMU U
npeIpaccyikaMu, 4To JieaeT Takue
cepHasibl aKTyaJbHBIMH U PE3OHUPYIOLIUMU
C ayJIuTOpHUEH.

2. CpasHenue ¢ Opyeumi cmparamu

B npyrux cTpanax nocTcoBeTCKoOro
MPOCTPAHCTBA TakxKe HaOJ01aeTCst
pa3BUTHE COLMAJBHBIX IpaM, OIHAKO
OTpaKeHHe COLMAJbHBIX TPOOJIEM MOKET
otyiMyaThes. Hanpumep:

Poccusi: B pocceniickux Be6-cepuanax
4acTo e1aeTcs aKIeHT Ha KpUMUHAJIbHble
JipaMbl, KOTOPbIE UCCEIYIOT CJIOXKHbIE
MopaJibHble BbIGOPBI U KOPPYTILIHOHHbBIE
CXeMbl, KaK 9TO BHJIHO B cepuasax,

Takux Kak « Maxkop» u «bannurckui
[letepGypr». DTn cepuaiibl OKyCHpPYIOTCS
Ha UHMBHU/YyaJbHBIX Cyb0ax repoes,

YTO CO3JaeT SMOLIMOHAJBHYIO CBSI3b C
aynutopueit (Dhiman & Malik 45).

Y3bekucTaH: Y30eKucran, B CBOIO
ouepesib, aKIIEHTHPYeT BHUMaHHe Ha
CeMEeHHBIX ipaMax U BOCMHUTATENbHbIX
cloKeTax, YTo FOBOPHUT 0 GoJiee
KOHCEPBATHBHOM MOJXOJI€ K KOHTEHTY,
HarpaBJIeHHOM Ha MO3UTHBHbIE COLIHANIbHbBIE
ypok# (Kang 78).

Keipreizcran: B Keipreizcrane
MOJIOfIEXKHbIE KOMEJIUH U KOPOTKHE
chopmathbl GoJiee MoMyJsipHbl, YTO CBSI3AHO
C MOMBbITKAMH C/1e/1aTh KOHTEHT GoJiee
JIOCTYTHBIM U pa3BJieKaTeJbHbIM JI/1s]
mmpokoit aynutopuu (Ulin 102).

3. Bauanue na obwecmsenroe
socnpusmue

CoumasbHble 1pambl B Ka3axCTaHCKHUX
Be6-ceprasax He TOJIbKO Pa3BJeKaloT, HO
1 popMUPYIOT 06111eCTBEHHOE MHEHHE.
OHM cOCOOCTBYIOT 0OCYKIEHUIO

TaOyMPOBaHHBIX TEM, TAKHX KaK
HapKO3aBUCHMOCTb U HACUJIME B CEMbE,
4TO MOXKET MPUBECTH K H0Jiee OTKPLITOMY
Juasnory B obulectse. Mcenenoanus
MOKAa3bIBAIOT, YTO TAKHE CepHaibl

MOTYT coco6CTBOBATH (hOPMUPOBAHHUIO
KPUTHUYECKOTO MbIIIJIEHHS U COLUATBLHOM
OCBEJIOMJIEHHOCTH CPe/It MOJIOJIE?KH
(Ganiniev 34).

Takum 06pasom, akieHT Ha
colMaJibHbIe IPAaMbl B Ka3aXCTaHCKHUX
Be0-cepuaax siBJsieTcsl OTpaXKeHUeM
He TOJILKO COLMa/IbHBIX MPOGJIeM, HO U
CTPEMJIEHHST K HCCJIEIOBAHHUIO KYJIbTYPHOH
WJICHTHYHOCTH. DTO JieJlaeT KasaxCTaHCKUH
KOHTEHT YHHKAJbLHBIM Ha (hOoHe PYTHX
CTpaH MOCTCOBETCKOTO MPOCTPAHCTBA U
NoUEPKUBAET BAYXKHOCTh COLIMABLHBIX TEM B
thopmHpoBaHUK 06I1ECTBEHHOTO CO3HAHMS.

PesynbTarthl

AHasu3 noJstydeHHbIX JaHHbIX TOKa3aJl,
YTO BJHSIHHE BeO-CepHasoB HA
Ka3axCTaHCKYI0 MOJIOfIeKb MIPOSIBJISIETCS
B PA3JIMUHbIX MICHXOCOLHAJIBHBIX (hopMax
— OT MOLMOHAJILHOTO BOBJICUEHHUS 10
TpaHchopMallik MoBeIeHUECKHX YCTaHOBOK.
Opnnako creneHb BbIPAXKEHHOCTH 3THX
3¢ heKTOB pa3nuyaeTcs B 3aBUCHMOCTH
OT BO3pacTa U YpOBHsI MeHarpaMoTHOCTH
PEeCMOHIEHTOB.

J1151 NpOBEepKH rUNoTe3b! 0
CHUKEHMH KPUTHYECKOTO BOCTIPHSITHS
KOHTEHTA y MJIaJILLENd BO3PACTHOM
rpynnbl (18—22 rona) nposenén
JIOTIOJTHUTEbHBIA CPaBHUTEJbHbIN
aHaJIu3 MKy BO3PACTHBIMHU
noarpynnamu. KosmyecrseHHble
JIAHHbIE CBUETENBCTBYIOT, UTO
MJIAILLHME YYACTHUKH Yallle CKJIOHHBI K
6e30LeHOYHOMY BOCIPUSITHIO 9KPAHHOTO
HACHJIUSL U IEMOHCTPHPYEMOTO
JIeBUAHTHOTO MOBEJICHHs, B TO BpeMsl KaK
PeCHOHAEHTHI cTapluux rpynm (27—33
rojia) IEMOHCTPUPYIOT GoJiee BbICOKHH
ypoBeHb peIeKCHBHOCTH H KPUTHYECKOTO
OTHOLUEHHSI. DTH pe3yJ/IbTaThbl CONIACYOTCs
C BbIBOJIAMH, MOJTYUeHHBIMH B paMKax



TeopuH colaabHoro Haydenus (Bandura
45), coryiacHo KOTOPOil KOrHUTHBHAS
3peJIOCTb U COLIMAJIbHBIN OTIBIT CMSATYAIOT
BO3MEHCTBHE MEIUACTUMYJIOB.

KauyecTBeHHBIH aHAIM3 MHTEPBbLIO U
AHKETHBIX KOMMEHTapHEB BbISIBUJI, UTO
0K0J10 38 % pecroHIenToB Maajei
BO3PACTHOM IPYMITbl BOCTPUHUMAIOT
arpeccUBHbIe CLIEHbI KaK €4acTb
Xy/Z102K€CTBEHHOTO OBECTBOBAHUS» (€3
aKLEeHTa Ha X MOpaJIbHOH OlleHKE, B TO
BpeMsi KaK Cpe/ii pecroHieHToB 25—33 JieT
3TOT TMoKazaresb coctasaser 14 %. Takue
pasnyKsl MOATBEPIKAAIOT HEOOXOAUMOCTh
yuéTa BO3pacTHbIX aKTOPOB MPH aHAJH3e
BJIMSIHUSI MEIMAKOHTEHTA.

CorocraBJ/ieHHe KOJHUECTBEHHbIX U
KaueCTBEHHbIX JAHHBIX TO3BOJIUJIO C/IeNaTh
BBIBOJL, YTO BO3JIEHCTBHE Be6-CcepualloB
He SIBJISIETCS OJIHOPOJIHBIM: €0 CHJIA
¥ HarpasJieHrue 3aBUCAT OT BO3pacTa,
yPOBHs1 06pa3oBaHusi, COLMAJILHOM Cpe/ibl
1 NIpUBbIYEK MearanoTpedsenus. Takum
00pa3oMm, yTBepxK/IeHHe O CHHKEHUH
KPUTHUECKOTO BOCMIPUATHS Yy MJIAIIIEH
AyJIMTOPUH YaCTHUHO MOATBEPKIACTCS
SMITUPUIECKUMH JIAHHBIMH, OJTHAKO
TpeOyeT fajibHel1lIero yTouHeHust Ha 6oJiee
HIHPOKOH BLIOOPKE.

OCHOBHbIe MONIOXEHUS

PesysibTarhl uccie10BaHust MO3BOJSIOT
BBIJIEJIUTh PSIJL KJAIOUEBBIX MOJIOKEHHH,
onpesesISTOLINX CreunpUKY BAUSHUS
BeO-CcepuasioB H MOTOKOBOTO KOHTEHTA Ha
moutoziexkb Kazaxcrana:

Be6-cepuasnbl Kak COUMOKYJIBTYPHbIH
(eHomeH. Be6-cepuasbl
NPEJICTABJSIOT COOOH HE TOJILKO
pasBJieKaTe IbHbIH (hopmaT, HO U
BayKHBIA MEIMaNpPOCTPAHCTBEHHBIN
(eHomeH, GopMUPYIOLLMIA LLEHHOCTHbIE
1 MOBEJIEHUECKHE OPUEHTHPBI
MoJiofiexKH. Hepes crozKeTHbIe JIMHUH,
BU3YaJIbHYIO 3CTETHKY U XapaKTephbl
NepCcoHaKeH MPOUCXOAUT TPAHCJISILIUS
MojieJs1ed MOBEeIeHHS U COLMAJIbHBIX

YCTAHOBOK, BJIHSIIOLINX HA MTPOLECC
caMOMJICHTH(DHUKALMH 3pUTeIeH.

AmMOGHUBANIEHTHOCTb MeIMaBO3/IEHCTBHS.
Buisinvie Be6-KOHTEHTa UMeeT
JIBOMCTBEHHBIN XapaKTep: ¢ OHOH
CTOPOHBI, CITOCOOCTBYET PA3BUTHIO
KPHUTHYECKOTO MbILLJIEHHS] U COLIHAIbHON
pedJieKCHH, ¢ APyrol — MOMKET MPUBOIUTh
K HOpMaJiu3alluk IeBUAHTHbBIX (hOpM
nose/ieHus. BoanelcTBre 3aBUCHT OT
YPOBHSI MEIUArPAMOTHOCTH U CITOCOOHOCTH
3puTeJisl K MHTeprpeTalui BU3yasabHOro
marepuasna.

BospacTHble H KOTHUTHBHbBIE Pa3/HyKs
B Bocnpusituu. MoJiojiexkb B Bo3pacte
18—22 net nemoHcTpupyeT GoJiee BbICOKYIO
cTeneHb SMOLMOHANLHON BOBJIEYEHHOCTH
¥ MEHbLIYIO KPUTHUECKYIO IUCTAHIIHIO 10
OTHOLLEHHIO K MEIUAKOHTEHTY, TOr/la Kak
crapiuas rpynna (27 —33 roaa) cKjioHHa
K aHAJIMTHYECKOMY BOCIPHUSITHIO M OLIEHKe
COLMAJIbHBIX MOCJIE/ICTBUI SKPAHHBIX
00pasoB.

['ubpuaHas crpykrypa
menuanorpebienus. Kazaxcranckas
MOJIOfIeXKb COUeTaeT MHTepec K
JIOKAQJIbHBIM CIO2KeTaM C BOBJIEUEHHOCThIO
B ryio6ajibHOe MeIManpocTpaHcTBo. Takoe
B3aumojieicTBre popMHupyeT rHOPHUIHYIO
WIAEHTHUHOCTb, IJle HALIHOHAJIbHbIE MOTHBbI
COCYLLECTBYIOT C YHUBePCaJbHbIMHU
KYJIbTYPHBIMH KOJIAMH.

HeobxonumocThb pa3aBuTHsi
MeararpamoTHocTH. Oco3HaHHOe
notpebJeHne HUPpPoBOro KOHTEHTa
SIBJISIETCS] BaXKHEHILIUM yCJI0BUEM
CHHUKEHHSI PUCKOB MEIMIHOTO BO3JEHCTBUS.
dopmupoBaHUe MeIMArpaMOTHOCTH J10JIKHO
CTaTh NPHOPUTETHBIM HarpaBJeHHEM
00pasoBaTeJ/ibHbIX IPOrPamMM,
OPHEHTHPOBAHHBIX HA MOJIOJICKHYIO
ayJITOPHIO.

Takum 06pazom, BbIsIBIE€HHbIE
MOJI02KEHHST TOIUEPKUBAIOT, YTO Be6-
cepuasibl M MOTOKOBBIN KOHTEHT BBITOJHSIIOT
He TOJIbKO pa3BJjieKaTe/IbHy0, HO U
COLMAJbHO-MEIarOrHUECKYI0 (PYHKIIHIO,
BJIMSISI HA TIPOLLECChI COLMAIM3ALIUH,
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LICHHOCTHOH OPUEHTALHH U KyJIbTyPHOH
MICHTHYHOCTH MoJiofiexku Kasaxcrana

3aKknwuyeHue

B pesysibraTte npoBeiéHHOTO UCCIe/I0BAHUS
BeO-CceprasioB U NOTOKOBOTO KOHTEHTA Mbl
MPUIIJIH K BBIBOJLY, UTO OHH OKA3bIBAIOT
3HAUMTEJIbHOE MCUXOCOLIHAbHOE BIMSHUE
Ha Mosiofiexkb Kazaxcrana. Be6-cepuasbl
He TIPOCTO Pa3BJIeKalOT, HO U (POPMHUPYIOT
0011leCTBEHHOE MHEHHe, TTOIHUMAs!
BaxKHble COLMAJIbHBIE BOTIPOCHI, TAKHE
KaK HapKO3aBUCHUMOCTb, MPECTYIHOCTh
1 ceMeiiHble KOHMIUKTBL. DTH TEMbI
AKTyaJIbHbl JU151 MOJIOJIE?KH, TOCKOJIBKY
KacaroTcsi HX peasibHON KU3HU U
MOBCE/IHEBHbIX M€PEKUBAHUI.

Ha anasiua nokasadi, 4to
KazaxcTaHckue BeO-cepualibl, Takue
kak «Ceprkan bparan» un «)Kesnyxa»,
CTAHOBSITCS Ba’KHBIM MHCTPYMEHTOM J1/151
MOBBIIIEHHS COIMATBHON OCBEIOMJIEHHOCTH
1 00CYyK/IeHUs1 3HAUUMBbIX BOTPOCOB
B o611ectBe. ColpalibHble Apambl
OTpaXkaroT yHUKaJIbHbIE KYJbTypHbIE
peaJiii U TpaHcopMallyio NOCTCOBETCKOM
WIEHTHYHOCTH, YTO JIeJIaeT UX OCOOEHHO
PE3OHUPYIOLIUMH C MOJIOJIEXKHOH
ayIUTOpUen.

Tem He MeHee, BIUsIHUE BeO-
CepUaJsioB Ha BOCTIPUSITHE MOJIOJIE?KH

HOCHT HeOJIHO3HauHbIH xapakTep. C
OJIHOH CTOPOHbI, OHU CITOCOOCTBYIOT
Pa3BUTHIO KPUTHUECKOTO MbILIJIEHHS U
CaMOBBIPaXKeHHMIO, C IPYrofl — MOTYT
NPUBECTH K HOpMAJIH3allHH IEBHAHTHOTO
MOBEJIEHUS H CHUYKEHHIO KPUTHUECKOTO
BOCIIPHUATHS, 0COOEHHO Cpejit
MJIAILLIKX 3pUTEJIeH. DTO MOIUEPKUBAET
HeoOXOAUMOCTD JaJbHEHIIETr0 H3YYEHHS
MeXaHHU3MOB MEJIUABJIUSIHUS B KOHTEKCTE
Ka3aXCTAHCKOH MOJIOACKH

B xone uccnenoBanusi Mbl TakxKe
BBISIBUJIH, UTO MoJIoJexkb Kasaxcrana
JIEMOHCTPUPYET THOPHUAHBINA THIT
MeanoTpebyeHus, coyetast
rjio0aJjibHble TeHAEHUHMH C MHHTePeCcoM K
OTEUECTBEHHBIM CIOXKETaM H KyJIbTypHOH
UAEHTHUYHOCTH. PekomenyeTcsi
BHeJ/lpeHue 06pa3oBaTe/IbHbIX
NporpaMm, HarpaBJeHHbIX HA PA3BUTHE
MeHarpaMoTHOCTH, YTOObI TOMOYb
MOJIOJIE2KH OCO3HAHHO NOTPeOJIATh
1M POBOH KOHTEHT U MUHUMHU3UPOBATh
HeraTHBHbIE MIOCJICACTBHS €ro BO3/eHCTBHS.

Takum 06pazom, pe3ysibTaThl HALlIErO
MCC/IeIOBAHUST OTKPBIBAIOT HOBbIE
TOPU3OHTBI 151 JaJIbHEHILEero H3yueHHs
BJIMSIHUS] BeO-CcepHualloB Ha MOJIOJIEKb U
MoIUe PKUBAIOT Ba’KHOCTb (hOPMHUPOBAHHS
KPHTHYECKOTr0 BOCTIPUATHA KOHTEHTA, 4TO
SIBJISIETCS] Ba2KHBIM 1IATOM K CO3/1aHHI0
0oJiee 0CO3HAHHOTO U OTBETCTBEHHOTO
00111eCTBa B YCJOBUSX LIU(POBOH 3MOXH.
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Pshenayeva Elmira, Urazbayeva Sharipa
Temirbek Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

WEB SERIES AND STREAMING CONTENT IN THE LIFE OF KAZAKHSTANI YOUTH: ANALYSIS
OF INFLUENCE AND PREFERENCES

Abstract. The relevance of studying the impact of web series on Kazakhstani youth is determined

by the rapid growth of digital content and its significance in shaping modern social norms and
values. This article continues previous research in the field of media consumption focused on

youth audiences. The purpose of the study is to analyze the psychosocial influence of web series

on Kazakhstani youth and to identify the factors affecting their media preferences.A mixed-method
approach was applied, combining a survey of 40 respondents aged 18 to 33 and a content analysis of
popular web series. The results revealed that 42.2% of young people regularly watch online content,
showing a preference for Kazakhstani productions. Web series such as Serzhan Bratan and Zhezdukha
address important social issues, including drug addiction and criminal realities.

The discussion of results confirms that web series can exert both positive and negative effects
on youth perception, which highlights the need for further investigation. The practical significance of
the study lies in the necessity to promote media literacy among young audiences, enabling them to
consume digital content consciously and mitigate the potential negative effects of media influence.

Keywords: Web series, online streaming, psychosocial aspect, Kazakhstani youth, influence,
addiction, web episode, Netflix, Amazon Prime, digital media consumption.
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[MwenaeBa Aabmupa, Ypasbaesa Lllapuna

TemipGek )KypreHo atbinaars Kasak yiarteik enep akagemusicb (Anmatel, Kasakcran)

KA3AKCTAHAODbIK XXACTAPAbIH ©MIPIHAET BEB-CEPUANAAP MEH AFbIHAblI KOHTEHT:
bIKMAJ1bl MEH TAHAOAYJNTAPbIHA TANAAY

AHpaTna. Beb-cepranaapapiH Ka3akCcTaHAbIK KacTapFa bIKMaibiH 3epTTeYAiH 63eKTiNiri udpbik,
KOHTEHTTIiH, Xbl1AaM TapanybIMeH aHe Kasipri aeyMeTTiKk HopManap MeH KyHAbUIbIKTapAbl
KanbINTACTbIPyAaFbl OHbIH, MaHbI3AbIbIFbIMEH alKblHAANAAbI. byn Makana xacrap ayauTopusCbIHA
6aFbITTanFaH MeaMaTyTbiHY CanacbiHAAFbl 3epTTEYNEPAiH KanFackl 60nbin Tabbinaapl. 3epTTeyain,
Makcamel — Be6-cepuanapablH Ka3akCTaHAbIK XXacTapAblH NCUMX03IEYMETTIK XaFaakbiHa acepiH Tangay
)XKHe onapAblH MeAManbIK TasFaMbIHA biKNan eTeTiH pakTopaapApl alikbiHAAY. 3epTTey apanac aaic
apKbibl Xyprisinai: 18—-33 xac apanbiFbiHaarbl 40 pecnoHAeHTKe cayanHaMma Xyprisinin, TaHbiMan Be6-
cepuanpapfa KOHTEHTTIK Tanaay XKacanabl. HatuxkeciHae )actapabit, 42,2%-bl OHNAWH-KOHTEHTTI YHEMI
TaMalLananTbiHbl XX8HE ONapAbIH Ka3aKCTaHAabIK eHiMaepre 6acbiMablk 6epeTiHi aHbikTanabl. «CepxaH
BpataH» xaHe «XKe3pyxa» cMSKTbl Be6-cepuannap HalaKopbIK MNEH KbIIMbICTbIK 8MIp LbIHAbIFbI
CeKinai esekTi aneyMeTTik Macenenepai Kosranabl. Homuenepdi Tannay Beb6-cepuannapiblH, XXacTtapAblH,
[lYHWETaHbIMbIHA 9pi OH, 8pi TEPIC acep eTyi MyMKiH eKkeHiH KepceTTi. by xarnai ocbl 6arbITTasbl
3epTTeynepAai api Kapaw XanfacTblpy KXKeTTiNiriH aanengenmi. MakanaHblH, NPakTUKaNbIK, MaHbI3bl —
)KacTapAblH MefMacayaTTblbIFbIH apTThIPY KKETTINIrH Herizaey, 6yn e3 ke3eriHae onapabiH, LUQpbIK,
KOHTEHTTi CaHanbl TYPAE TYTbIHYbIHA XX9HE TEPIC acepnepeH CakTaHyblHa MyMKIHA K 6epesi.

Tyiiin ce30ep: Beb-cepnannap, OHNaliH-TpaHCASLMANAP, NCUXOINEYMETTIK aCneKT, Ka3aKCTaHAbIK,
acrap, biknan, Tayenginik, seb-anuson, Netflix, Amazon Prime, undpnbik MeanaHbl TYTbIHY.

Aaiiekces ywin: MNweHaeBa, InbMupa xaHe LLiapuna Ypasbaesa. «Kasak acTapbiHblH eMipiHaeri
Be6-cepuangap MeH afblHAbl KOHTEHT: biKMaabl MeH TaHAAynapblHa Tanaay». Central Asian Journal of Art
Studies, 1. 10, N2 3,2025, 348-364 6. D0OI1:10.47940/cajas.v10i3.1017.

Anroic: ABTop «Central Asian Journal of Art Studies» »KypHanbiHbIH peaaKLUMACbIHA XaHe
peLeH3eHTTePre KOPCETKEH KbI3bIFYLUbIbIFbI MEH MaKanaHbl XXapusanayra AanblHAAyOaFbl KOMeri YLUiH
LLbIH XXYPeKTeH anfbic bingipen,.

Asmopnap Kom«a3baHwlH COHFbl HYCKACbIH 0KbIN, MAKY/10a0b! #aHe Myddenep Kalilubl/lblFbl HOK
ekeHOi2iH Manimoelioi.
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NEW TRENDS AND
CHANGES IN THE GLOBAL
ART MARKET.

INTERVIEW WITH

ALAN FRESHMAN (ART
BUSINESS COACH & ART
CONSULTANT, GALLERIST,
USA, NORWALK,
CONNECTICUT)

Alessya Jurt

Rom business school (Italy, Rom), Universidad Internacional de Valencia (Valencia, Spain), Polish
University of Economics and Business (Warsaw, Poland)

Abstract. Alan Freshman, Art Business Coach & Art Consultant, aims to inform us in this Q & A
interview about Art in the Modern World and the new trends and changes in the global art market. The
purpose of this interview content aims to educate and inform artists and the populace in the Central
Asian region. The content focuses on the new role of the Art Business Coach, insights for emerging
artists, new and profitable art trends in the American art market, references to American artists and
Art Collectors, vital internet resources and organizations and types of art buyers in the market. The
methodology makes use of real life experiences and internet research. This Q & A interview concludes
that artists can wisely take advantage of the new trends and developments in the global marketplace
and the vital resources available for artists at Art Connection, Art21 and Artnet.com. Art Business
Coaching too is trending to help artists overcome their obstacles, achieve their professional goals and
tell compelling and powerful stories.

Key words: aaartist, art business, Alessya Jurt, art consultant, global art market, artist, PhD, art
coach, new technologies, art, creative economy.
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Alessya Jurt: Tell us a little bit about
your career, how did you become a coach
and consultant in the art business?

Alan Freshman: | began my art career
in 2006 by starting up an entrepreneurial
fine arts gallery in the small town of
Beacon, NY in the Hudson River Valley
of upstate New York. I always wanted to
curate art exhibitions and run a gallery
business and decided to pursue my dream.
[ enjoyed curating art exhibitions and
learning the skills of an entrepreneur. [
eventually decided to close my gallery
and redirect my efforts to promote artists
and their vision without a gallery space in
an altogether different way. The gallery
business consumed much of my time, and
so [ had decided to work from home and
enjoy more free time and flexible working
hours. As the pandemic loomed over us
in 2020, I hosted an online virtual art
exhibition of portraiture and followed the
art trends of making art immediate and
accessible on the internet to the public
and art collectors. I most recently decided
to take on a new role as an Art Business
Coach aiter getting certified in Life
Coaching. [ recognized that many artists
have the talent though they struggle with
mastering the inner game or mindset to
thrive in the art world. [ wanted to help
artists overcome their difficult emotions
and fixed beliefs, and then shift their
perspectives.

Alessya Jurt: You live in America, the
number 1 country in the art business. Up
to now, the major art deals have taken
place there. Tell us about the American art
market?

Alan Freshman: The major Auction
houses of Christies and Sotheby’s
dominate the American Art market. These
auction houses make the news. Major
art galleries also have made the news for
sales of contemporary art to raise money
for social issues like Art for Justice Fund
and Planned Parenthood. The Gagosian
gallery sold an abstract contemporary work
by Stanley Whitney to raise money for

social issues. There also has been much
support for Ukraine and their ensuing
struggle. Many artists, art institutions and
art platforms have contributed to Ukraine
to offset its financial woes. Many collectors
too have changed their perspectives and
now look to purchase works by women

and LGBTQ+ artists. Art collectors also
have been mindful of sustainability in

the environment and maintaining a low
carbon footprint in the world. The art world
is slowly aligning its values with global
sustainability and environmental causes.
Those are the latest trends in the American
Art market and certainly the global art
market too.

The sales of NFTs seemed to skyrocket
in early 2022 and tapered off mid-year.
90% of galleries have now gotten on board
to adopt NFTs, and it remains to be seen
how NFTs will fare in the near future and
whether they will command high, soaring
prices.

The trend of Surrealism also rose to
the forefront in the past year and partly
due to the Tate Modern and Metropolitan
Museum of Art’s “Surrealism Beyond
Borders.”

Alessya Jurt: You need to understand
the current artist in order to explore new
market trends in depth. You work as a
coach, what is your profession? What kind
of requests do your clients (artists) come
with?

Alan Freshman: The majority of my
clients come with requests to help them
become full-time artists who want to earn
a sustainable living from their art. Other
artists come with requests to help them
overcome fears of success, past rejection,
procrastination or feelings of being stuck.
These artists must develop a strategic
action plan with concrete steps before
they can develop success and evolve into
full-time artists. [ help them create an
action plan so that they may get out of their
state of stagnancy and move forward with
greater momentum. Some prospects are
beginners, and they ask me how to promote



and sell their works of art and position
them in a niche market. Other clients are
well-established artists, and they want to
increase their volume of sales per month
and sell their works of art at a higher price
tier. I coach my clients to help them shift
their emotions and cognitive thoughts so
that they can realize their professional goals
and achieve an elevated level of success.
Art business coaching is a total holistic
approach with a solution-based model

to help artists solve their problems and
achieve success.

Alessya Jurt: What do your clients have
in common?

Alan Freshman: Most clients are stuck
in their art careers, and they need some
momentum to break through the inertia.
Each artist has a compelling story behind
their artwork. My clients need to get clear
about the compelling story that drives
their art career. The artist’s compelling
story will attract interest from potential
collectors and people will relate to their
stories. My clients have this real life and
compelling story in common. They tell me
that art is lifesaving to them. Art literally
saves their life from despair and offers
hope, healing and renewal. One Indian
artist tells a compelling story about her
experience of feeling out of her body and
disconnected from her heart and soul. Her
art installations and dance performances
bring her back home to her heart, body and
soul. All my clients have a very powerful
story to tell the world.

Alessya Jurt: 1live in Switzerland, but
I’'m from Kazakhstan myself, and it’s so
hard to convey information to my clients
that if you're an artist, you're in the art
business. And you have to do something to
sell your art instead of waiting for someone
to give you a hand. In America, do artists
realize that this is a Business? Or do they
just create their masterpieces and wait to
get noticed?

Alan Freshman: Yes, American artists
recognize the need for marketing and sales
savvy to promote themselves and stand out

in the marketplace. Otherwise, the artists
will be invisible to collectors, galleries,

and art institutions. Most American artists
cannot afford to be invisible or otherwise
they cannot sustain their art and artistic
vision. You simply cannot wait around and
hope that a collector or gallery will discover
you and buy your works. American artists
can choose to work independently and self-
promote their artwork or find representation
in art galleries and work exclusively with
them or non-exclusively with several
different galleries.

Alessya Jurt: What are they doing to
sell their art that you advise them to do?

Alan Freshman: 1 advise artists to
get feedback on their artwork to see if
it is marketable and will sell well in the
marketplace. You want to get a consensus
from art curators and advisors that there
would be enough interest in given works
of art to stand out in the marketplace.

An artist also must create a professional
portfolio of work with a unique technique
and style to set them apart from other
artists. [ advise them to discover their
unique style, technique and subject matter
that comes naturally to them. It is always
good for an artist to experiment with
different media to explore subject matter. If
a painter strictly paints canvases, the artist
may want to explore making limited edition
prints or delve into another type of media to
attract more collectors.

Alessya Jurt: How popular and
important is your profession in America in
the art world?

Alan Freshman: The profession of an
Art Business coach is gaining more traction
and popularity in the art world here. There
is enormous interest in learning about the
business end of selling art. There are many
books like “Selling Art 101” or “How to
Master the Art of Selling” making it to the
publishing marketplace. Webinars about
selling art online are everywhere. There is
much dissemination of information about
selling and promoting art, and we can
be overwhelmed by the huge amount of
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knowledge and data about this subject.

In the end, artists must skim this vast
reservoir of knowledge and instinctively
choose what is useful to boost their career
trajectory. I try to help artists master their
inner game and overcome any emotional or
mental hurdles besides offering them some
inside information about the business of
art.

Alessya Jurt: What advice would you
give to emerging artists?

Alan Freshman: 1 would advise
emerging artists to model their careers after
well-established and successful artists and
develop a relationship with a prestigious
artist who can help or mentor them and
set them on the right track. [ remember
the encounter with an artist in the subway
system of New York City. A student
artist exhibits his work on the floor of the
underground train station. I tell the artist
not to show off his work in the underground
but rather find a reputable mentor to help
him launch an art career. He nods his head
and agrees to seek out a former teacher
for mentorship. It is one of the best pieces
of advice that I could give to an emerging
artist.

Alessya Jurt: The art market is
changing, NFT has emerged, but what do
consultants look at when choosing art for
clients?

Alan Freshman: Art consultants will
choose art for investment grade value if
clients want a return on their investment
in art. Art has become a high value
asset for investment though it may have
some risks. Art is not affected by the
fluctuations in the economy or ups and
downs of the stock markets. According
to DollarSprout, there is a 7.6 % average
return and generally higher returns on
20th century masterworks of art. On the
other hand, art consultants will choose
art that complements the collection of a
client, and it will match the client’s tastes
and aesthetic criteria of a collection. So,
there are two types of collecting based on
investment value or aesthetic tastes and
shades in between.

Alessya Jurt: What is trendy or
profitable to buy now?

Alan Freshman: 1t is trendy and
profitable to buy some emerging art
from artists on the verge of making
breakthroughs in the art market. You can
invest in these emerging artists before their
art prices explode and rise in value. The
right timing is everything. I tend to follow
emerging artists on my Instagram account.
[ have seen the values of some emerging
art reach new heights and skyrocket to very
high prices. I have discovered the American
artist, Shara Hughes, on her social media
Instagram account at the time of the Covid
19 pandemic. The artist creates lush,
abstract landscapes and sources her work
from her psychological interior. Her bold
interior paintings and vibrant landscapes
are exhibited at major art museums and
galleries. Her works now command high
prices in the marketplace.

Alessya Jurt: How is the American art
buying and selling market changing? Has
African American art changed the market or
am [ wrong?

Alan Freshman: The American art
buying and selling markets have been
changing swiftly. Female and LGBT+
artists have asserted themselves and
carved out a more prominent place in the
mainstream art world. African American
art too has gone mainstream and no longer
is it marginal. There are many deserving
African American artists coming to the
forefront now and exhibiting their art. There
is also major interest in art from the African
continent and may African artists have
emerged in the art marketplace and getting
broad acceptance.

Alessya Jurt: How can creative people
from other regions conquer the American
market? What would you advise them?

Alan Freshman: Could you recommend
sources of information about the American
market that any creative person should
pay attention to and study if they want to
conquer the Art market? After all, they
don’t know how to do an Internet search



engine, simply because they don’t even
understand what criteria to use to search
for the information they need, and there is
so much of it that there is not enough time
to create art.

The international artist or creative
person may need to apply for grants at
American foundations or apply for art
residencies in the United States to get
a step ahead and make progress in the
American art market.

A great source of information and vital
resources for artists is the Art Connect
organization. You can find residencies,
open calls, grants, exhibitions, awards and
many more opportunities in both the USA
and around the world. The organization
also lists educational workshops and
forums to enhance the careers of artists.

Another great source is art21.org,
and this New York nonprofit organization
provides a serious of television broadcasts
on PBS or public supported television in
America as well as a global platform for
artists. Artists can tell their compelling
stories on video and be understood by both
a global audience.

In addition, Artnet.com is a distinctive
art marketplace for sales and auctioning
of art. You can visit artnet and discover
a wide array of art selling in the global
marketplace. The online art marketplace
is a great place to learn about the latest
trends in art. Sales and auction data is also
available with the purchase of subscriptions
at various price levels to acquire access to
art market data, reports and statistics.

Alessya Jurt: How important is it for
buyers to turn to consultants for their
choice of a particular piece?

Alan Freshman: I think that it is
important to be advised on a choice of
a particular piece of art or otherwise a
potential collector could spend a lot of
money on a work of art that may not be a
good fit for their collection. It is always good
to get some advice from an art consultant or
art advisor so that collectors or buyers don’t
overpay and buy an overvalued piece of art.

The art advisor can also help the buyer to
choose the highest quality work by a given
artist. These are some important criteria to
consider before purchasing artwork.

Alessya Jurt: What do your customers
want now? What are they paying attention
to?

Alan Freshman: Again, buyers and
collectors of art are paying attention to
socially conscious art with impact on social
inequality or environmental issues. Many
customers are following contemporary
trends and purchasing works by female
artists who are going mainstream.

On the other hand, customers are
buying for the appeal because it meets their
aesthetic tastes and particular criteria for
their art collections.

Alessya Jurt: Is there your
understanding of whom is buying more
art right now. A man or a woman, or
maybe a legal entity? For gifts or for their
collections?

Alan Freshman: | think that couples
are purchasing and collecting art besides
individuals, and there are many power
couples. Cecilia Alemani and Massimiliano
Gioni are both curators with many
accomplishments. Sean Rad and Lizzie
Grover too are an art world power couple
and buy art with the help of art advisor,
Ralph DeLuca.

Major corporations also are purchasing
contemporary art and creating prominent
art collections in their holdings. For
example, UBS, a major global financial
services company, manages and owns a
prestigious art collection. The UBS Art
Gallery serves as a public arts space in the
lobby of UBS’ New York Headquarters
at 1285 Avenue of the Americas. The
gallery makes available to the public some
permanent and rotating installations
of works from the UBS Art Collection,
featuring permanent installations by
leading artists including Sarah Morris,
Frank Stella, Fred Eversley and Howard
Hodgkin.
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Alessya Jurt: 1 don’t know how popular
it is in America, but I often see “Interior
Paintings,” what does that mean? Interior
paintings are for the home décor or
environment to meet the needs of home
decorators and designers. s there such
a request from your customers, I want to
purchase an interior painting?

Alan Freshman: I will get a request for
interior paintings from clients directly or
through 3rd parties like interior designers
and architects. I do enjoy working with
interior designers who may need various
kinds of interior paintings like fashion or
marine landscapes or classical art to put the
final touch on the walls of home interiors.

Alessya Jurt: What does an art
consultant need to know?

Alan Freshman: An art consultant
must be knowledgeable about the latest
art trends and developments and have a
broad network of contacts in the art world.
Art consultants understand the needs of
interior designers and architects and will
earn a commission of 5% to 15% on the
purchase of art. An Art Consultant can help
interior designers buy investment-grade or
quality artwork for their clients within the
prescribed budget.

Alessya Jurt: How do you become
famous and in demand as an art
consultant?

Alan Freshman: 1 believe that an art
consultant like any other art professional
much hold oneseli to a high level of
integrity. There has been much fraud and
many scandals in the art industry and an
art consultant must be held accountable to
the highest ethical practices. This criterion
makes art consultants highly desirable and
reputable in the art industry.

Alessya Jurt: How important and
lucrative is this profession in America?

Alan Freshman: The profession can
be as lucrative as you make it. An art
consultant depends upon keen eyes to keep
abreast of the art market. It is important to
be market savvy, keep attuned to current
contemporary art trends, and consider
success as a win-win situation for both the
art consultant and client alike.

Alessya Jurt: And lastly, tell me the
most striking buy-sell, interesting case
from your practice? It’s always interesting
to know the stories)))

Alan Freshman: I may not have a
striking story to tell about a work of art that
[ had sold in the marketplace. [ have been
following an American artist, Matthew
Grabelsky, and he tells a story on his
Instagram account about his lost
piece of art during a U.S. postal shipment
and its eventual return to his collector.

The piece of artwork, Hello Kitty, goes
undelivered to its buyer and it resurfaces on
the Facebook marketplace, and then it ends
up in a yard sale. The work of art eventually
finds its way back to the art collector who
paid for the work in the first place.

The artist is relieved that his missing
artwork is found and returned to his
collector. A piece of art can have an
uncanny and mysterious journey until it is
returned to its rightful owner.

Alessya Jurt: And here’s another
question, do you have any famous clients?

Alan Freshman: 1 always welcome
famous clients though I haven’t dealt
with high profile celebrities. There are many
high profile and famous people, and they
are avid collectors of art. Oprah Winirey
for one has been a major collector
of art, and many other famous
celebrities lavish their money on art.
American sports figures too are major art
collectors.
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Anecs FOpt

Pum 6usnec mekteoi xkoHe Basiencus xanbikapaisblk ynusepeuteTi, [Tossk dkoHomuka xKone busnec
ynusepeurerinit PhD nokropantet (ITosbiia, Bapiiasa)

9JIEMAIK ©HEP HAPbIFbIHAAFbI )KAHA YPLOICTEP MEH ©3TEPICTEP. A1AH
®PEWMAHMEH (6HEP CANNACbIHAAFbl BUSHEC-TPEHEP )XOHE KEHECLUI, FATEPUCT,
HOPBOJIK K., KOHHEKTUKYT, AK L) C¥XBAT

AHHoTauus. ApT-613HeC-TpeHep XaHe apT-KeHecLi ocbl cyxbaTtTa 6i3re cypak-Kayan popmaTbiHAd
Kasipri anemMaeri eHep Typasbl, COHAAN-aK, XahaHAblK BHEP HAPbIFbIHAAFLI XaHA YPAICTEP MEH
e3repicTep XeHiHae aHrimenerici kenepi. byn cyx6atTbiH, MakcaTbl — OpTanbik A31s aliMaFbIHbIH,

eHep KaWpaTKepiepi MeH Xanmbl XXYPTLUbIbIFbIH @HEP OBU3HeCi canacbiHAaFbl 6iNiMMeEH XaHe ©3eKTi
aKnapaTneH KamMTamacbi3 eTy. MasMyHbl eHep BM3HEC-KATTbIKTbIPYLUbICIHbIH, XXaHa peniHe, Xac
CypeTLlinepre apHanfaH naesnapra, aMepuKaHablK 6Hep HApPbIFbIHAAFbI XaHA KaHe TabbICTbl ypaicTepre,
aMepuKaHAbIK CypeTLiNep MeH eHep TybIHAbINAPbIHbIH, KONNEKLMOHEPEPiIHE KATbICTbl MaNliMETTepre,
MaHbI34bl MHTEPHET-PECYPCTap MEH YMbIMAAPFa, COHAAN-aK, OHEP HapPbIFbIHAAFLI CaTbiM anyLWblIapablH,
TypnepiHe apHanfaH.

ojicTeMe HaKTbl eMip TaXipubeci MeH MHTepHeTTeri 3epTTeynepai nanaanaHagpl. byn cypak-xayan
cyx6atbl 6apbiCbiHAA CypeTLlinep aNeMAiK HapbIKTaFbl XXaHa TPEHATEP MeH a3ipnemMenepai, CoHaan-ak,
Art Connection, Art21 »aHe Artnet.com caiTTapbiHAA CypeTLWinepre KO/MKETIMAI 8MipAiK MaHbI3apl
pecypcTapApl akbI/IMEH MaifanaHa anaapl AereH KopbITbiHAbI Xacanaabl. CypeTwinepre keaeprinepai
XXEHYre, KaCcibu MakcaTTapFa XeTyre XaHe acepi, KYLTi SHriMenep anTyFa KeMeKTeceTiH apT-busHec
KOy4MHr 6yn KyHAaepi 6acTbl TpeHATepAiH BipiHe aliHanyaa.

Tyiiin ce3dep: cypeTwi, apT-6usHec, Anecs HOpT, apT-KeHecwwi, anemaik eHep Hapbifbl, PhD, apT-TpeHep,
XXaHa TeXHONOrnsnap, eHep, KpeaTnBTi SKOHOMMKA.

Aoaiiekce3 ywin: OpT, Anecs. «OneMaik eHep HapbIFbIHAAFbI XXaHA YPAiICTep MeH e3repictep. AnaH
@pelwMaHMeH (eHep canacbiHAafFbl OM3HEC-TPeHep xaHe KeHecLwi, ranepuct, HopBosk K., KOHHeKTUKYT,
AKLL) cyx6at». Central Asian Journal of Art Studies, 7. 10, No 3, 2025, 365-374 6.,D01:10.47940/cajas.
v10i3.1015

ABsmop Ko/mwazbaHbiH COHFbI HYCKACbIH MYKUSIM KApan WelFbin, MAakyn10aosl }aHe Myooesnep KalilibliblFbl
HOK ekeHOi2iH Manimoelioi.
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Opr, Anecs

bBusnec-mxona Poma (Mranus, Poma), Mexxnynaponubiii yunsepentet Banencuu (Banencus, Mcnanus),
[Tosibekuit yHHBEpCHTET SKOHOMUKK 1 Gu3Heca (Bapuiasa, [Tosbiua)

HOBbIE TEHOAEHUMWU U UBSMEHEHUA HA MUPOBOM APT-PbIHKE. UHTEPBbIO C AJIAHOM
®PEIWIMEHOM (APT-BU3HEC-TPEHEP U APT-KOHCY/IbTAHT, TANEPUCT U3 CLLA,T.
HOPYOJIK, KOHHEKTUKYT)

AHHoTauus. AnaH ®pelMaH, TpeHep No apT-6M3Hecy M KOHCYNbTaHT MO UCKYCCTBY, HAMEPEH B 3TOM
MHTEPBbIO B (hOpMaTe BOMPOCOB M OTBETOB PacCcKa3aTb HAM 06 MCKYCCTBE B COBPEMEHHOM MUPE, a TaKXe
0 HOBbIX TEHAEHLMAX U U3MEHEHUSX HA MUPOBOM PbIHKE UCKYCCTBA. Llenbio LaHHOTO MHTEPBbIO SB/SETCS
NpOCBELLEHNE U MHPOPMUPOBAHME AesTenei UCKYCCTB U HaceneHus B permoHe LleHTpanbHoi A3um o
6u3Hece B 06nactn nckycctea. CopepkaHune NOCBALLEHO HOBOM posiv TPEHEPA MO apT-bU3Hecy, uaesm
[LNS1 HAYMHAKOLLMX XYL,0KHUKOB, HOBbIM U NMPUBLITbHLIM TEHAEHLMSM B UCKYCCTBE Ha aMEPUKAHCKOM
PbIHKE, CCbIIKAM Ha aMEPUKAHCKUX XYLOXKHUKOB U KONUTEKLMOHEPOB NPOU3BEAEHUI UCKYCCTBA, BaXKHbIM
MHTEPHET-PECYpCcaM U OpraHM3aLmsaM, a TakxKe TUMNaM NMoKynaTenei Npom3BeLeHUIA MCKYCCTBA Ha PbIHKE.
MeTofonorus McnosbyeT peasnbHbli JXM3HEHHbIW OMbIT U UHTEPHET-UCCIEL0BaAHMS. B 3TOM MHTEPBbLIO
B popmMaTe «BOMPOC-OTBET» AENAETCS BbIBOL O TOM, YTO XYAOXHUKM MOTYT MyApO BOCMO/b30BaTbCS
HOBbIMM TEHAEHLMSIMU U Pa3paboTKaMM Ha MUPOBOM PbIHKE, @ TAKKE BaXHbIMU PeCypCaMu, AOCTYMHbIMU
ans xynoxHukoB Ha Art Connection, Art21 n Artnet.com. KoyuunHr B cdepe nckycctBa M busHeca Takxe
CTaHOBMTCS Bce Honee nonynspHbIM, MOMOras XyAoXHUKaM NpeosoneBaTb NPensTCTBUS, LOCTUraTb
NpodeccMoHanbHbIX LEeNiel M paccKasbiBaTb 3aXBaTbIBAOLLME U CUMbHbIE UCTOPUM.

Knioyessbie cnoea: xynoxHuK, apt-6usHec, Anecs KOpT, apT-KOHCYNbTaHT, MUPOBOM PbIHOK MCKYCCTBA,
XYLOXHUK, AOKTOP GUI0CODUM, apT-TPEHED, HOBbIE TEXHOIOMMM, UCKYCCTBO, KDEATUBHAS IKOHOMMKA

Ana uumupoearus: Opt, Anecs. «HoBble TEeHAEHUMM U U3MEHEHMSI HA MUPOBOM apT-pPbIHKE.
MHTepBbio ¢ AnaHoMm MpelMaHoM (apT-6usHec-TpeHep U apT-KoHCynbTaHT, ranepuct (CLUA, r. Hopyonk,
KoHHekTukyT)». Central Asian Journal of Art Sdudies, 1. 10, No 3, 2025, c. 365-374. DOI: 10.47940/cajas.
v10i3.1015

Asmop muwamensHo paccMompen u 0006pusl OKOHYaMeNbHYK 8epCuUto pyKonucu u 3asensiem ob
omcymcmeuu KOH@IUKMA UHMepecos.
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KeleHiHeH. (2024)

3 cypem. Pexxnccep KaHat belicekeeB «XpycTanbHblit YenoBeky» dunbMiHeH kagp (2024)

Kasak xaHe rpy3uH oujiepiHieri reHaepiik epexile ikrep: yITTbIK Oipereikriy,
KepiHici
Wamwmes Anmat, YUxaptuwsunu Jlawa

Kecme. Ka3zak aHe rpy3uH buiHperi reHaepnik KoATapAblH CanbICTbIpMabl CMNATTaMachl
1-cypem. Kasak xaHe rpy3uH BU1iHiH yKCacTblKTapbl MEH aiblpMaLLblibIKTapbI

2-cypem. Tpy3uH buiHaeri epnep MeH alenaepain yNTTblK CaxHanblk, 6eiHeci

3-cypem. Kazak 6uiHperi epnep MeH anengepaiH yTTbiK CaxHanblK, 6eiHeci
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Upnesinan anropurmre: KOHUENTYalibl XKaHe LU PIAbIK OHEPEri jeMaTepuanuaus
AiipapoBa MapbsiHa, Kapxaybaesa CaHryn

Cypem 1. Nematepuanusaums ssontoumsacel: 1960-xbinaapaasbl KOHLENTyann3MHeH 6actan,
1970-xbinpapaarbl KoMNbloTepaik eHep apkbiibl 2020-xbinaapaassl UMbl NpakTMKanapra AewiH.

Kecme 1. MaTepuanablK XaHe AemMaTepuanfaHfaH eHepaiH cunatramanapbiH CanbiCTbipy
Kecme 2. ©Heppai pematepuaniaHiblpyFa naHapanbik tacinaep

Cypem 2. KepkeMAiK TaxipnbeHiH TpaHChOpMaLMAChI: MeANa, FbINbIM XXaHe TEXHONOrUSNapablH
MHTErpaLmscbl

Knunrik oiinay :koHe OHbIH Ka3ipri ¢puibM MOHTaXIayFa acepi

omxaHoB PaibiMbek, Mawwyposa Anga

Cypem 1. 2004 xbingaH 2024 xbinFa AeWiH SKpaHHbIH, OpTalla Ha3ap ayAapy Y3aKTblFbiHbIH TOMeHAeYi
KNWN HerisiHaeri oMnayapiH ecyiHe H6aiinaHbICTbl KEHipek KOTHUTUBTI e3repicTepai kepceTeai. [lepektep
Microsoft xaHe KénepaeH kypacTbipbinfFaH (2023).

Cypem 2. MOHTaX blpFaKTapblHbIH, CanbICTbIpManbl AMarpamMMachl: Y3inicCisaik NpUHUMNiHe HerizgenreH
KNaccuKanblk, MOHTaX XaHe KWUMTIK OWNayfa HerifenreH MoHTax.

Kecme 1. TanpanfaH GuAbMAEpAiIH MOHTAXAbIK MYMKIHAIKTEPiH CanbICTbIpy.

KasakcTraHapIK XacTapblH eMipiHaeri Be0-cepuanaap MeH arbIiHIbl KOHTEHT:
bIKNaJbl MEH TaHJay/dapbiHa Tajaay

MweHaeBa dnbmupa, Ypasbaesa Lapuna

1-cypem. 3epTTeyre KaTbiCKaH pecnoHAeHTTepAiH Xac 6oibIiHWa H6eniHici.
2-cypem. XXacTapablH MeauanblK TanfaMblH alKbIHAAMTLIH akTopnap.
3-cypem. Beb-cepmannap MeH OHNAMH-KOHTEHTTI Kepyre XyMCanaTtbiH YaKpIT.
4-cypem. Beb-cepvanaapiblH, Xactap ayAUTOPUSACbIHA IMOLMSNbIK Cepi.

5-cypem. Beb-KOHTEHTTIH NCMX021eYMETTIK 3cepi (MAeHTMdMKaLMs, Ma3acbi3ablk, arpeccus, pednekcus).



NMPUJJOXEHHWE

53  Kasaxckasi TpaiMIMOHHAsl HHCTPYMEHTa/bHAsA My3blKa B KOHTeKcTe |
BCEKAa3aXCTaHCKOTO cJieTa HapoaHoro uckyccrea 1934 rona

75 [xymabaes AceT, bepanbaii AixkaH

Tabnuua N2 1. Pe3ynbTaTbl COpeBHOBaHWIA Cpean AOMOPUCTOB.

147 Tlcuxodoro-neparoruueckasi JMarHoCTUKa chpopMupoBaHHOCTU NPOeCCUOHANBHO-
TBOPUECKOH aKTUBHOCTH OYAyLIMX CMIEMATUCTOB MY3bIKaJbHOMH 3CTPajbl

163 Xanenb AbenbTaeBa, MoaHHuc Kaiicuam

PucyHok 1. Pe3ynbTaTbl OLLEHKM CaMOPerynsaumm CTyAeHToB

PucyHok 2. Pe3ynbTaTbl OLEHKM SMOLMOHAIbHOTO COCTOSIHWA CTYAEHTOB Nepej BbiXO4O0M Ha CLEHY

164 Tpanchopmauus TPaAULMOHHOTO My3bIKaJbHOTO HAC/EAUs B BOCIPUATHU
COBPEMEHHOTIO CJIylliaTe/ st

179 Mycabaes Kyart, Xam3uHa MHkap

PucyHok 1. Bo3pacTHOI cocTaB Monogexu. ABTopckue AaHHble onpoca (Anmatbl, 2025)
PucyHok 2. OueHka TBOpYecTBa Steppe Sons. ABTopckue faHHble onpoca (Anmatbl, 2025)
PucyHok 3. IMoumoHanbHoe Bo3aeicTaue. ABTOpckue faHHble onpoca (Anmartbl, 2025)

Tabnuya 1. CpaBHUTENbHbIE NOKA3aTeNM KNACCMYECKOWM M COBPEMEHHOW MHTEpNpeTaumm Kioa «Anay»

200 CueHuueckue 1Majoru: BjivsiHie OPUTAHCKOM TeaTpaJbHOW TPAJAULIMH HA
unrepnperauun «Famnera» B Kasaxcrane (2000—2024)

215 Acem AbeHosa, bakbiT Hypneunc

Tabnuya 1. Pexxuccépckme KOHLENUMKU U BU3YabHbIi S3bIK B MOCTaHOBKax «lamneTta»
Tabnuya 2. AKTépckas uHTepnpeTaums u dunocodckme akLeHTbI B MOCTaHOBKaxX «famnertax
Tabnuya 3. S13bIK, NepeBof, U TEKCTOBbIE CTpaTernm

Tabnuya 4. MoctaHoBku «amneta» B Bennkobputanum n KasaxcraHe (2000-2024)

232 l‘eH;leprle 0COO0EHHOCTH B Ka3aXCKOM U TPY3SUHCKOM TaHLAX: OTpaxKeHue
Hal.lI/IOHaJ]bHOi"l WAE€HTUYHOCTH

246 LWamwues Anmat YUxaptuwsunm Jlawa

Tabnuya. CpaBHUTENbHANA XapaKTEPUCTHKA FreHAEPHbIX KOLOB B Ka3aXCKOM U FPY3UHCKOM TaHLe
PucyHok 1. Cx0ACTBA M pa3nnyms Kazaxckoro M rpy3aMHCKOro TaHua
PucyHok 2. CueHUYecKkunit 06pas My>UMH M XKEHLLMH B FPY3MHCKOM TaHLe

PucyHok 3. CueHMYeCcKMit 06pa3 MY>KUYUH M KEHLUMH B Ka3aXCKOM TaHLe
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247

265

266

286

334

347

TBopueckue noucku u KyJibTypHoe 3HaueHre bekceura TionbKueBa B Ka3axckoi
JKUBOMUCH

Kenpxakynosa AiHyp, LLapunosa dungpa

PucyHok 1. bekcenT Tronbkues «CoH xynoxHuka» (1983 ropn)

PucyHok 2. bekceuT Tionbkues «Benukoe koyeBbe» (2000 roa)

KoBep kak apT-00bekT: HOBOe 3ByuyaHue TPAAULIMU B TBOPUYECTBE COBPEMEHHbIX
XyHA0XKHUKOB

LllarirozoBa XaHepke, AcagoBa Xaauaoxa

1-cypem. Anbibait banaHoB. ¥MbiTbinFaH Tyanap, 2021. CypeT cypeTLliHiH )eke MypafaTbliHaH aNblHFaH.
2-cypem. Anbibait bananos. Apxetuntep, 2020. CypeT CypeTWiHiH )XeKe MypafFaTbiHaH ablHFaH.
3-cypem. Apud l'yceiiHoB. Tale of Two Hearts, 2024-2025. Cypet aBTopbl - XaHepke LLalirososa.

4-cypem. Apnd lNyceiiHos. Cutting the carpet of the Loom, 2024-2025. CypeT aBTOpbl — XXaHepke
LLlavirososa.

5-cypem. 9cen CabbipxkaHkbi3bl. XXep-AHa, 2023. CypeT cypeTLUiHiH )XeKe MypaFaTbiHaH afiblHFaH.
6-cypem. 9cen CabbipxKaHKbi3bl. bonaii xaHbiM, 2023. CypeT CypeTLUiHiH )Xeke MypafaTbiHaH aNblHFaH.
7-cypem. TynHa3zbiM OMip3ak. «Ainbl kew», 2022. CypeT CypeTWiHiH )XeKe MypafaTbiHaH ablHFaH.
8-cypem. ®aur Axmen,. Kinem 10 (-35). CypeT cypeTLLiHiH Xeke MypaFaTbiHaH asblHFaH.

9-cypem. ®apwup, Pacynos. KinemmeH kanTtanfaH 6enmeseri apbictaH, 2022. CypeT CypeTwWiHiH, xeke
MypafaTblHaH asibIHFaH.

KnunoBoe mbilleHHE U ero BJAUsIHUE HA COBPEMEHHbIA MOHTaXK B KHHO
AnbxaHos PaibiMbek, MawwypoBa Avnpa

PucyHok 1. CHWxXKeHWe cpefHel NpoaOIXKUTENbHOCTM 3KpAaHHOro BHMMaHKUS ¢ 2004 no 2024 ropg,
unncTpupyolee bonee WHMPOKUE KOTHUTUBHBIE M3MEHEHUS, CBS3aHHbIE C PACMPOCTPaHEHNEM
KIMMoBoro Mbiwnexus. [laHHble cobpaHbl no MaTepuanam Microsoft u Kénepa (2023).

PucyHok 2. CpaBHUTENbHAA AMarpaMMa PUTMOB MOHTaXa: KNacCUYECKMIA MOHTAX MO MPUHLMUMY
HenpepbIBHOCTU VS MOHTaX, 00YCNOBNEHHbIN KNUMOBbLIM MbILLEHUEM.

Tabnuya 1. CpaBHEHME MOHTAXHbIX 0COOEHHOCTEN BbIOPaHHbIX GUIBMOB.
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The national idea in the visualizations of the kazakh epic in book graphics
Mamytova Samal, Kuranbek Asset

Figure 1. Yevgeny Sidorkin. Illustration for the "Kazakh Epic.” 1962. Paper, linocut.

Figure 2. Yevgeny Sidorkin. Alpamys and Gulbarshyn. Illustration for the epic "Alpamys-Batyr." 1977.
Paper, autolithograph.

Figure 3. Isatai Isabaev. The Birth of the Batyr. From the series "Kazakh Epic." 1986. Paper, etching.
Figure 4. Makum Kisamedinov. Makhambet. From the series "Makhambet.” 1973. Paper, linocut.

Figure 5. Agimsaly Duzelkhanov. Ayman and Sholpan. Illustration for the poem "Ayman-Sholpan.” 1985.
Paper, lithograph.

Kazakh traditional instrumental music in the context of the first all-kazakhstan folk
art festival of 1934

Jumabaev Aset, Berdibay Aizhan

Table No. 1. Results of the competition among dombra players.

Ethnographic digest on materials from folklore expeditions to the karkaraly
region
Gulnafis Zeikenova, Zhaidargul Kazybekova

OR code 1. Bibliographic Reference on Local Singing Traditions
Table 1. Key Figures and Results of the Study of Karkaraly
Table 2. Bibliographic Guide to the Arka Singing Traditions
Table 3. Data from Alexander Zataevich'’s collections

Table 4. Catalogue of the Karkaraly Expedition

Figure 1. Brochure screen (Sogabaeva)

Example 1. «Besik jyry»

Example 2. «Qargaraly valsi»

Academic vocal art and its role in the popularization of classical music in the 215
century

Bakhtiarkyzy Akerke, Zheltyrguzov Azamat

Table 1. Channel metrics (YouTube/Instagram)
Table 2. Engagement indicators

Table 3. Number of large digital/hybrid initiatives (representative indicators), 2018-2025
(Kazakhstan + international platforms).
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The evolution of creative songwriting practices in Kazakhstan: from individual to
collective authorship

Kasimova Zulfiya, Dauit Yerlan

Table 1. Comparative analysis of authorship models in Kazakh songwriting

The transformation of traditional musical heritage in the perception of the modern
listener

Mussabayev Kuat, Khamzina Inkar

Figure 1. Age composition of youth. Author’s survey data (Almaty, 2025)

Figure 2. Evaluation of Steppe Sons’ creativity. Author’s survey data (Almaty, 2025)

Figure 3. Emotional impact. Author’s survey data (Almaty, 2025)

Table 1. Comparative indicators of the classical and modern interpretations of the kui “Aday”

A special hero in contemporary kazakh cinema
Meruyert Akitova, Inna Smailova

Figure 1. Still from the film “Byt’ ili ne byt directed by A. Zairov. (2014)

Figure 2. Still from the film «Dostup yest'?» from the television complex of the President of the Republic
of Kazakhstan. (2024)

Figure 3. Still from the film «Khrustal'nyy chelovek» directed by Kanat Beisekeyev (2024)

Creative explorations and cultural significance of Bekseit Tulkiyev in kazakh
painting

Kenjakulova Ainur, Sharipova Dilara

Figure 1. Bexeit Tulkiev «The Artist's Dream» (1983)
Figure 2. Bexeit Tulkiev «The Great Nomad» (2000)
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The carpet as an art object: a new interpretation of tradition in the work of
contemporary artists

Shaygozova Zhanerke, Asadova Khadija

Figure 1. Alibai Bapanov. Forgotten Tulpar, 2021. Photo from the artist’s personal archive.

Figure 2. Alibai Bapanov. Archetypes, 2020. Photo from the artist’s personal archive.

Figure 3. Arif Guseynov. Tale of Two Hearts, 2024-2025. Photo by Zhanerke Shaigozova.

Figure 4. Arif Guseynov. Cutting the Carpet of the Loom, 2024-2025. Photo by Zhanerke Shaigozova.
Figure 5. Asel Sabyrzhankyzy. Mother Earth, 2023. Photo from the artist’s personal archive.

Figure 6. Asel Sabyrzhankyzy. Bopai Khanum, 2023. Photo from the artist’s personal archive.

Figure 7. Gulnazym Omirzak. Moonlit Evening, 2022. Photo from the artist’s personal archive.

Figure 8. Faig Ahmed. Carpet 10 (-35). Photo from the artist’s personal archive.

Figure 9. Farid Rasulov. Lion in a Carpeted Room, 2022. Photo from the artist’s personal archive.

From idea to algorithm: dematerialization in conceptual and digital art
Aidarova Maryana, Karzhaubayeva Sangul

Figure 1. The evolution of dematerialization: from the conceptualism of the 1960s through the
computer art of the 1970s to the digital practices of the 2020s.

Table 1. Comparison of the Characteristics of Material and Dematerialized Art
Table 2. Interdisciplinary Approaches to the Dematerialization of Art
Figure 2. Transformation of Artistic Experience: Integration of Media, Science, and Technology

Web series and streaming content in the life of kazakhstani youth: analysis of
influence and preferences

Pshenayeva Elmira, Urazbayeva Sharipa

Figure 1. Age distribution of respondents participating in the study.

Figure 2. Factors determining youth media preferences.

Figure 3. Time spent watching web series and online content.

Figure 4. Emotional impact of web series on youth audiences.

Figure 5. Psychosocial impact of web content (identification, anxiety, aggression, reflection).
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