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

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

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

6a3e umtpoBanus), HUMHTS (HaumMoHanbHoM

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

He BbINaa4YMBaEeT rOHOpPapbl aBTopam cTatei. XXypHan
cnenyet Kopekcy noseaeHuns KomuteTa no atuke
nybnukaumii (COPE) u cnenmt 3a 6nok-cxemamu COPE gns
paspeLueHns cayyaeB NoLO3PeBaEMOro HeNpaBoOMEPHOro
roBeLEeHNUs CO CTOPOHbI aBTOPOB, PELIEH3EHTOB U UHbIX
nuL, paboTatoLwmX € XKypHaNoM.
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Central Asian Journal of Art Studies (CAJAS) is a
scientific peer-reviewed journal that publishes the
results of author research from around the world in

the field of Arts and Humanities (including theater,
music, choreography, cinema, fine and applied arts,
architecture, etc.). Priority factors in the selection of
publications: appeal to new sources, academicism and
scientific objectivity, historiographical completeness
and debatability, the modern dimension of complex
humanitarian issues, new original interpretations of
cultural artifacts and art objects. In addition to scientific
articles, CAJAS can include reviews, historiographical
reviews, source materials, discussions on the topics of
the humanities, and scientific dialogues are welcome.
CAJAS (order no. 303 dated 29.03.2021) is included in
the List of publications recommended by the Committee
for Quality Assurance in the Sphere of Science and
Higher Education (CQASSHE) of the Ministry of Science
and Higher Education of the Republic of Kazakhstan
for publication of the main results of scientific activity
(section «Art Studies»). In addition, CAJAS is indexed
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the CAJAS editors undergo a plagiarism check and are
published after a positive double-blind peer review by
specialists in research profiles. Author research studies,
reviews, and interviews in CAJAS are published free of
charge. The journal bears the cost of reviewing, editing,
proofreading, layout, and other editorial work. CAJAS
does not pay royalties to the authors of articles. The
CAJAS follows the Committee on Publication Ethics
(COPE) and follows the COPE flowcharts to resolve cases
of suspected misconduct by authors, reviewers, and
others who work with the journal.
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Jlyonsik akTepJaepiHiH Kociou 1asipJibIFbl XKoHe OHbIH ayJIMOBU3YyaJllibl aylapMaHbIH,
canacbliHa acepi

bobkos Mnbs, HaiizabekoBa AHacTacus

«Kpi3 )Kibek» mosamMacbiHbIH CaXHAJbIK HHTEPIpeTalMsaIapbl: ApaMaTyprusaarsl,
OaseTTeri xKoHe onepajarbl KOPKeMiK TpaHchopmauusi

CatTibaesa Campa, Eckenpipos Haprait

Kasipri Kazak nipamaTtyprusicbiHaarbl Keiinkep TpaHcopmaLusichbl: KOMIapaTHBTIK
Tajnaay

Kappbipanuesa Ait3aT, XakcbiibikoBa MepyepT

Jaypen TacOy.1aToB LibIFapMaliblIbIFbIHBIH PU3Machl apKblibl xKaHa Kasakcran
WJUTIOCTPALIMS OHEPIHIETI YITThIK M3IEHH OipereiikTi OpeHarey

KaH Napa, MykaHoB Manik

PunocousbiK NaiibiM XKaHe Ka3aK OeilHesiey OHepiHeri XKblJIKbl 00pa3bl
Cbiprabaes CaHxap, KycanbiHoB [aypeHbek

Keckinneme eHepiHaeri 6acnaHa 6eiiHeciHiH MOIEHH XKaHE CUMBOJIMKAJbIK KOATaPbI
Kencunbek Mengip, Wapunosa Aunspa

OpHeKTep MEH IleKOpaTl/lBTiK KoMno3uuusJjapabl Kypyjaa xKacaHabl I/lHTe.J'l.J'leKTi
nainanany

Kpbikbaesa Capa, Tangpibaesa AiiHyp

TypakTbl ToxKipu6esep yilliH OHEPKICINTIK AM3aiH OiNiMiHIe Ka3aK MaJeHH
MYpacbiH KipikTipy

Hypkywesa J1a33aT, AwnmMoBa AiiboTa
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250 Xopeorpadus canacbiHiarbl MaMaHAaP/bl AasipJay yaepiciHe xacaHpl
MUHTEJIEKTIHI €HTi3y

KycaHoBa AHuna, bakiposa Caman

269 Kasipri kepkemik Taxipuoeaeri TyCKMi3: 19CTyp MeH KOHUENTYaNbIK i3eHiCTiH
TOFbICHIHAA

EckoxuHa Jlaypa, XXykeHoa Xasupa

‘ ART PEDAGOGY

285 Kasakcranparbl XxopeorpadusiblK 6i1iM Oepyaeri KaubIKTbIKTaH OKbITYIbIH
ne1aroruKajiblK acrnekTijiepi MeH 1amMy MyMKiHIiKTepi

Tney6aesa bamxaH, Tneybaes Cepanbl

306  «Abai }KoJbl» POMaHbIHAAFbI KYH/iH KYPbIJIbIMBIK-CEMUOTUKAJBIK (DYHKLUSCbI
Hypb6aeBa Anna

322  Llbirbic A3us eanepinin yaricinae Kaszakcranna My3biKajblK TeaTp apTHCIH Kaciou
nasipaay 6araapaamMachbiH Kypy

OpbinbacapoBa AkxaH, KynbcentoBa MaguHa

341 Kocbimiia
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[lecHst KaK KyJbTypHasi NaMSITh: apXeTUINbl KA3aXCKON My3blKaJbHOMN TPaAULIUU
AbpupaxmaH l'ynbHap, Xynebaes ApmaH

["os0c 10MGPBI CKBO3b BpeMsi: (hOHOrPaMMapXHB U UCTOJHUTENbCKOE Hacaenue
Axwmera )KybaHoBa

Ka3bibekoBa Xaiaaprynb, Kenurecos Acbinbek

MysbikanbHoe Haclenue cembu baiikanama Kapanauua B tpannumu Topraiicko-
Kocranaiickoro pernona

TatkeHoBa LonnaH

Tekyliee cocrosiHue U aKTyaljlbHble NPo0JeMbl cCUCTeMbl KHHOMpoKaTa B Ka3axcraHe
Omapos Aaunet, Mykywesa Ha3supa

KuHo — 3epkajio HauKMK: peKOHCTPYKLUMS HALMOHAJbHBIX LIEHHOCTE! Ha 9KpaHe
A3zunzoBa OMuHa

[IpodheccuonanbHasi NOAroToBKa akTEPOB Ay0JsiKa U €€ BJMSIHUE HA KAUeCTBO
aynMoBU3YaJlbHOTO NepeBoja

bob6koB Mnbs, Hat3abekoBa AHacTacus

CueHunueckue uHtepnperaunu nosmbl « Koiz JKubek»: xynoxecrseHHas
TpaHcopmauus B ipamaTypruu, 6ajiere u onepe

CatTbibaeBa Canpa, Eckenampos Hapraii

TpaHcdopmauus nepcoHaxka B COBpeMEHHON Ka3aXCKOU ApamMaTypruu:
KOMMNapaTUBHbIN aHAJIN3

Kapplpanuesa Ait3at, XakcbiibikoBa MepyepT

BpeHaupoBaHue HALMOHAIBHON KYJAbTYPHOW UJEHTUUHOCTH B UCKYCCTBE
WJJIIOCTpaluy HoBelero Kazaxcrana uepes npu3aMy TBOpPUECTBa XyIOXKHUKA
Jaypena Tac6ynaToBa

KaH apa, MykanoB Manwuk

Punocodckoe ocMbicieHHe M 00pa3 Jolaau B KA3aXCKOM H300pa3nTeIbHOM
MCKYyCCTBE

Cbiprabaes CaHxap, KycanHos [aypeHbek

Ky.anyprle W CUMBOJIMYE€CKHE KOJbl 06pa3a 2KHJIWA B 2KUBOIMUCH
Kencinbek Mengip, LWapunosa Aunspa

HUcnoab3oBaHne HCKYCCTBEHHOTO MHTENIEKTA B CO3JaHUH OPHAMEHTOB H
JIEKOPATUBHbBIX KOMIO3ULIUH

Kpbikbaesa Capa, Tangpibaesa AliHyp
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232 BcrpauBaHuWe Ka3axcKoro KyJbTYPHOrO Hac/eausl B MPOMbILLJIEHHbIH AM3aiiH-
ob6pa3oBaHue 1151 YCTOHYUBBIX NPAKTUK

HypkyLwwesa J1s33aT, Awunmosa AiboTta

250 HHrerpauus HCKYCCTBEHHOTO MHTEJIJIEKTA B MPOLECC MOATOTOBKH CMEUAJIUCTOB B
oGJaactu xopeorpaduu

KycaHoBa AHuna, baknposa Caman

269 Tyckui3 B cOBpeMEeHHOM Xy02KE€CTBEHHOW MPAKTHKE: MEXKIY Tpaaulei U
KOHLIENTYaJbHbIM MIOUCKOM

EckoxuHa Jlaypa, XXykeHoBa Xa3upa

‘ ART PEDAGOGY

285 [lenaroruueckue acrnekTbl U NEPCNEKTUBbI Pa3BUTHSI JUCTAHLIMOHHOTO O0yUeHUs B
xopeorpacguueckom odpazoBanuun Kazaxcrana

Tneybaesa banxaH, Tneybaes Cepansbl

306 CrpykrypHo-cemuoTHueckas ¢yHkuus Kiosi B pomane «[lyrb Adasi»
Hypb6aesa Anaa

322 CosnaHue nporpaMmmbl NpogeccHoHaNbHON NOANOTOBKH aPTUCTA MY3bIKaJbHOTO
tearpa B KazaxcraHe Ha ocHoBe onbiTa cTpaH BocrouHoi Asuu

OpblnbacapoBa AkxaH, KynbcentoBa MaaumHa

344  [lpunoxeHue
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Foreword
Karzhaubayeva Sangul

PHILOSOPHY OF ARTS

Song as cultural memory: archetypes of the Kazakh musical tradition
Abdirakhman Gulnar, Zhudebayev Arman

Dombra’s voice through time: phonogrammarchive and Akhmet Zhubanov’s
performing legacy

Kazybekova Zhaidargul, Kenigesov Asylbek

The musical legacy of the Baikadam Karaldin family in the tradition of the Torgay-
Kostanay region

Tatkenova Sholpan

The current state and key issues of the film distribution system in Kazakhstan
Omarov Adilet, Mukusheva Nazira

Cinema as a mirror of the nation: reconstruction of national values on the screen

Azizova Omina

Professional training of dubbing actors and its impact on the quality of
audiovisual translation

Bobkov Ilya, Naizabekova Anastassiya

Stage interpretations of the poem Kyz Zhibek: artistic transformation in drama,
ballet, and opera

Sattybayeva Saida, Eskendirov Nartay

Character transformation in contemporary Kazakh dramaturgy: a comparative
analysis

Kadyralyeva Aizat, Zhaxylykova Meruyert

Branding of national cultural identity in the illustration art of contemporary
Kazakhstan through the work of artist Dauren Tasbulatov

Kan Lada, Mukanov Malik

Philosophical reflection and the image of the horse in Kazakh visual art
Syrgabayev Sanzhar, Kussainov Daurenbek

Cultural and symbolic codes of the image of dwelling in painting
Kelsinbek Moldir, Sharipova Dilyara

Using artificial intelligence in the creation of ornaments and decorative
compositions

Krykbaeva Sara, Taldybayeva Ainur

Embedding kazakh cultural heritage in industrial design education for sustainable
practices

Nurkusheva Lyazzat, Ashimova Aibota
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Integration of artificial intelligence into the training process of choreography
specialists

Kussanova Anipa, Bakirova Samal

Tuskiiz in contemporary artistic practice: between tradition and conceptual
exploration

Yeskozhina Laura, Zhukenova Zhazira

ART PEDAGOGY

Pedagogical aspects and prospects for the development of distance choreographic
education in Kazakhstan

Tleubayeva Balzhan, Tleubayev Seraly

The structural-semiotic function of kiiy in the novel The Path Of Abay
Nurbayeva Aida

Developing a professional training program for musical theatre performers in
Kazakhstan based on the experience of East Asian countries

Orynbasarova Akzhan, Kulseitova Madina

Appendix



Anrbices

KypMmeTTi okbipMaHaap xaHe apintecTep!

Ci3pepain HazapnapbiHbizfa 2025 xbinFa apHanfad Central Asian Journal of Art
Studies XypHanblHblH, Ke3eKTi CaHbIH YCbIHAMbI3, OHbIH, Heri3ri TakblpblObl — «Kasipri
9NIeMHiH KepKkeM beliHeciHaeri agam».

OHep apLaliblM KOFAaMAbIK XaHe M3EeHM ©3repicTepaiH KepiHici 6onbin kenai.
[lereHMeH eHepaeri CaH anyaH TakbipbiNTapAblH, iWiHAe 6apnbik Aayipnepae agam
TY/IFacbiHA LEreH KbI3bIFYLbIIbIK ©3repicCi3 TypakTbl 60nbin kana 6epgai. Facbipnap
60/Mbl aN1eMHiH KepkeM belHeciHaeri anaM 06pasbl 3 AaYyipiHe TOH aNeYMEeTTiK-
M3[LeHM e3repicTepai, KanTa Kypynap MeH bafbIT-6aFoapabl KeH aykbiMaa beliHenen
OTbIPbIN, YHEMI ©3repin oTbipAbl. LIMdpnbik TEXHONOrMANAp MEH XaHa MeAuaHblH, Nanaa
60nybIMEH BHEP 63 TYbIHAAPbIH XaHa dopManap MeH TeXHUKaNapFa eHrisy apKbibl
afaM TaxipubeciH kaiTa nabiMaayabl KanFactoipyna. COHAbIKTaH fa OyriHae aneMHiH,
Kepkem beliHeciHAe agamMFa AEreH Kbi3bIFYLWbIbIKTbIH KE€3 KeNreH KepiHici aipbikLwa
MOHre me: Kasipri cypeTtwinep agam obpasblH LUPPAbIK M3AEHNET KOHTEKCTIHAE
KanTa nanbiMaaca, af eHepTaHyLWbI1ap MEH CbiHWbINAP a4aM MaceneciMeH Tikenewn
6annaHbICTbl 9pi Ka3ipri 3aMaH afaanbliHAA ©3€eKTINIrH XXoFanTnafaH CypakTapFa xayan
ispeyne.

oaicHaManblk TYPFblAAH aNfaHaa, OCbl WbIFAPbIIbIM aBTOPAApPbl KapaCTblpaTbiH
Macenenep aTajafaH TaKbIpbINTbIH KOMMaFbIHAMbINbIFbI MEH MiKipTanac cunaTbiHa
6annaHbICTbl MaHApasblK aNWaKTbIKTbl eHcepin, e3apa cabakTac fbl/IbIMW CananapablH,
TOFbICbIHAA TanAaHaabl. ATan akaHaa, 3eptreynep GUNocoduUsaabiK aHTPONONOrus
MEH My3blKaTaHy, GeHOMEHONOrUsbIK pedneKkcns MeH KMHO TeOPUSACHI, BU3yanablk,
OHTO/IOrUS MEH SN1eYMETTIK-M3AEHM TaNnaay, 9NIEMHIH KepkeM BeHEeCiHiH,
TPAHCMUCCUANBIK, KbI3METI MEH CEMMOTUKA apacbiHAAFbl ©3apa 6alnaHbICTap KeHiHeH
KaMmTbl1agbl.

CAJAS xXypHanblHblH, peaakuMsachl Ka3akCTaHAbIK XaHe WeTenaik MaMmaHaapabl
MaKana aBTopnapbl MEH PELLEH3EHTTEP PeTiHAE bIHTBIMAKTACTbIKKA WaKblpaabl XXaHe
©3apa XKEMICTi bIHTbIMAKTACTbIKTbl KyTeai!

KypmemneH,
«Central Asian Journal of Art Studies» 6ac pedakmopei
CaHayn Kapxay6aeea



BCTynwreanoe cnoBo

[oporue yntatenu n konneru!

MNpencTaBnsem BaweMy BHUMAHUIO ovepeHon HoMep xypHana Central Asian Journal
of Art Studies 3a 2025 rog, rnaBHOM TEMOM KOTOPOro cTan «YenoBek B XyL0XeCTBEHHOWM
KapTWUHEe COBPEMEHHOr0 MUpax.

MckyccTBO BCeraa 6bi10 oTpaxeHMeM 0bLWweCTBEHHbIX U KYNbTYPHbIX CABMIOB. HO
M3 MHOXECTBA Pa3/IMYHbIX TEM B UCKYCCTBE, BO BCE BPEMEHA, HEM3MEHHbIM OCTaBaNCs
MHTepec K YyenoBeky. Ha npoTsxxeHnn BekoB 06pa3 yenoBeka B XyA0XeCTBEHHON KapTUHe
MWUpa MOCTOSHHO MEHANCA, OTPaXas LWWMPOKUIA CNEKTP COLMOKYNBTYPHbBIX U3MEHEHUN,
npeobpa3oBaHuii U BeSHWI CBoero BpemMeHu. C nossneHmneM LUdPOBbIX TEXHONOTUIA U
HOBbIX MeAua, MCKYCCTBO MPOAOIIKAET NePeoCMbIC/IMBATL YeI0BEYECKMIA OMbIT, BHEA PSS
CBOM TBOPEHMS B HOBble GOPMbI U TEXHUKU. IMEHHO NO3TOMY CEroAHS B XYAOXECTBEHHOM
KapTMHEe MMpa CTOJb 3HAYUMbIMU BUAATCS NtoOble NPOSBNEHUS MHTEpeca K YeNoBeKy:
COBpPEMEHHbIE XYA0XHUKM MepeoCMbIC/IMBAOT 06pa3 yenoBeka B KOHTEKCTe LudpoBoWn
KYNbTYpbl, @ UCKYCCTBOBEAbI U KPUTUKM ULLYT OTBETbI HA BOMPOCHI, KOTOPbIE MO
onpeneneHnto CBA3aHbl C NpobiiemMol YenoBeKa 1 B COBPEMEHHOM MMUpPE OCTAKTCS
aKTyaIbHbIMMU.

B MeToponorMyeckom nnaHe, paccMaTpuBaeMblie aBTOPaMM 3TOr0 BbiMyCKa BONPOCHI,
B BMAY MHOMO3HAYHOCTM U AUCKYCCUOHHOCTU O3HAYEHHOM TEMATUKK, NPeoSoeBaOT
MeXAUCUMMIMHAPHbIN pa3pbiB U aHANU3UPYIOTCS Ha CTbIKE CMEXHbIX HAay4YHbIX 0bnacTen,
nepecekas rpaHuubl Mexxay eunocodCKom aHTPONOAOrnen U My3blKOBEAEHUEM,
dheHoMeHonornyeckom pednekcmen n Teopuent KMHO, BU3yanbHOM OHTONIOrMEN U
COLMOKYNBTYPHbIM aHa/IM30M, TPAHCMUCCUMOHHOM QYHKLUMEN XYL0XEeCTBEHHAs KAPTUHBI
MMPa U CEMUOTUKOMN.

Pepakums xxypHana CAJAS npurnawaeT Ka3axcTaHCKUX U 3apybexHbIX CneLmanncTos
B KQyeCTBe aBTOPOB CTaTel U peLeH3eHTOB U PaCcCUMTbIBAET Ha MNAOLAOTBOPHOE
COTpyAHUYecTBO!

C ysaxeHuem,
enasHeili pedakmop «Central Asian Journal of Art Studies»
Canzynb Kapxay6aesa



Foreword

Dear readers and colleagues,

We are pleased to present the new 2025 issue of the Central Asian Journal of
Art Studies, devoted to the theme “The Human Figure in the Artistic Picture of the
Contemporary World.”

Art has always reflected social and cultural transformations. Yet among the many
subjects explored by art across different historical periods, the human being has
remained a constant point of reference. Over the centuries, representations of the human
figure within the artistic picture of the world have continuously evolved, responding to
a broad spectrum of sociocultural changes, transformations, and intellectual currents of
their time. With the emergence of digital technologies and new media, art continues to
reinterpret human experience, integrating it into new forms, media, and artistic practices.

For this reason, any contemporary artistic engagement with the human figure
acquires particular significance today. Contemporary artists rethink the image of the
human being within the context of digital culture, while art historians and critics seek
answers to questions that are inherently connected to the problem of the human
condition and remain highly relevant in the present day.

From a methodological perspective, the issues addressed by the contributors to
this volume, given the conceptual plurality and discursive complexity of the stated
theme, transcend disciplinary boundaries and are examined through interdisciplinary
approaches. The articles engage with intersections between philosophical anthropology
and musicology, phenomenological reflection and film theory, visual ontology and
sociocultural analysis, as well as the transmissive function of the artistic picture of the
world and semiotics.

The editorial board of CAJAS invites scholars from Kazakhstan and abroad to
contribute as authors and reviewers and looks forward to productive and sustained
collaboration.

With respect,
Editor-in-Shief «Central Asian Journal of Art Studies»
Sangul Karzhaubayeva
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KA3SAK MY3bIKAJIbIK

NI CTYPIHIH APXETHUIITEPI:
JdH — MOJAEHU )KAL
PETIHJIE

I'ynuap 96aipaxman', Apman )Kyne6aes?

2TemipGek Kyprenos atbinaarsl Kasak yiITTbiK oHep akajieMHsIChbl
(Anmarsl, Kazakcran)

Anpartna. 3eptTey Kasipri My3blKasblK KEHICTiKTE ©3iHiH CEMAHTUKabIK MaHbI3blH CaKTan OTbIpFaH
TYPaKTbl dYEHAIK-bIPFAKTbIK KypblibiMAAp 601biN TabblnaTblH Ka3aK aHiHiH, MHTOHALMSbIK apXeTUnTepiH
Tangayra apHanfaH. )XyMbICTblH, ©3€KTiNiri XkahaHablK CTUABAIK XaHe Meauanbik TpaHchopmaumuanap
XarFOarblHAA MRAEHM CAMKECTIKTI cakTay npobieMacbiMeH Tikenei 6ainaHbiCTbl aybi3lia A3CTyp MeH XX-
XXI Facbinapaarbl aBTOP/bIK SH LiblFAPMALLbI/bIFbl apacbiHAAFbl CAbaKTaCTbIK MeXaHW3MAEPIH aliKbiHAAY
KXKEeTTinirimeH Tycinaipineni. Makanaga bopuc Acadbes, M3anuit 3eMuoBckuid, EBreHnii HasanmkuHckmi
aHe Kasak, 3THoMy3bikanorus Mektebi (Canpa EnemaHoBa, barnaH KokymbaeBa) HerisiH KanaraH
MHTOHaLMS TeopUACHI, PONbKIOPTAHY KaHe STHOMY3bIKa CaNanapblHAAFbl 3epTTey/ep KanfFacambl.
3epTTeyaiH Makcamesl — Ka3ipri My3blKanblk TaXipubene, atan auTkaHAa Kacibu xaHe ayeckom
aBTOPNAPAbIH SH WbIFAPMALLbUIbIFbIHAA KA3aK SHiHIH MHTOHALMSNbIK, apXeTUNTEpPiHiH CakTany XaHe
TpaHchopMaLManaHy 3aHAbIbIKTAPbIH aHbIKTaY. 3epTTey MiHAETTEPI — apXETUNTIK KYPbINbIMAAPAbIH,
6acTaynapbiH, 0napAblH MHTOHALMSNbIK-bIPFAKTbIK, €peKLenikKTepiH cunaTTay, A3CTYP/i XaHe aBTOpP/bIK,
My3bIKasblK MaTepuanabl CablCTbipa OTbIPbIN, UHTOHALMANBIK, apXETUNTEPAI alKbIHAAY XKaHe OnapAabIH,
SPTYPNi CTUNbAIK OpPTafaFbl KbI3MET €Ty epeKLUeniKTepiH aHbIKTay. ddicmeme UHTOHALMANbIK Tanaayabl,
CaNbICTbIPMANbI-TUNONOTUANBIK TACINAI )XSHE CEMMOTUKANBIK dAiCTi BipikTipeai, byn 6i3re xanblk aH

M3 EeHMEeTIHAEr MHTOHALMANBIK apXETUNTEPAIH reHeTUKabIK TaMblpAapbiH, ONAPAbIH, KYPbUTbIMAbIK,
epeKLUIenikTepiH XaHe XaHa KepKeMaiK xaraanapaa TpaHcdopmMauumsachiH bakbinayra MyMKiHAK 6epeni.
3epTTey bapbICbiHAA Ka3aK, ASCTYPAi SHiHIH eKi Heri3ri apxeTuni — akpIHAbIK dyeHAiK GopMyna xaHe
3eptTeywi Canaa EnemaHoBaHbIH, AblObICTbIK, NAATHIK KYHEe XaHe KypblibiIMAbIK MOLENbAepi peTiHae
Xa3blFaH pUTYanAblK MHTOHALMANBIK KewweH — XX-XXI| Facbipnapaafbl Kasak, aH TaxipubeciHae 6enceHai
TYPLE XYMbIC iCTEMTIHI aHbIKTanabl. ABTOpAAp Kasak, aHAEPiHiH HAKTbl MbliCaNAapbIH NaiaanaHa oTbipbIm,



ONapAblH aBTOP/IbIK, XXHE YECKOM aH Xa3yaasbl MOAUDUKALMANAPbIHbIH, HYCKANapbiH KepceTesi.
JKYMBICTbIH, Tankbinay 6enimMiHae apXeTUnTiK TYPaKTbIAbIKTbIH TabuFaTbl Herisaenin, MHTOHALMAbIK,
apXeTunTepLiH roModOHAbI-rapMOHUANBIK, 0iNay, byKapanblk M3AEHUET XaHe KPOCC-XKaHP/bIK 63apa
bIKNaNAACTbIK XaFaarbiHAa 6erimaeny 6arbITTapbl aikbiHAANAAb!. 3epTTeYAiH NPaKTUKAbIK MaHbI3bI
OHbIH, H3TUXENEepiH 3THOMY3bIKONOTMUS CanacbiHAd, KOMMNO3UTOPIbIK TaXipubeae, My3bikanblk, 6inimM 6epy
yAepiciHae, coHOan-ak, NaHapanblK, 3epTTeynepae KonaaHy MyMKiHAIiriMeH aiKbliHAANAAbI.

Tyiiin ce30ep: aH, My3bIKa, A3CTYPi MBAEHWET, MOLEHM Kaf, dYEH, UHTOHALMANbIK apXeTur, GonbKAop.

Aaiiexce3 ywiH: 06aipaxmaH, ['ynHap xaHe ApmaH Xynebaes. «Kazak My3bikasblk ASCTYPiHIH,
apxeTunTepi: 9H — MaAeHU xapg petiHae». Central Asian Journal of Art Studies, T. 10, N24, 2025, 16-34 6.,

DOI: 10.47940/cajas.v10i4.1141

Asmopnap Kom«a3oaHwlH COHFbl HYCKACbIH 0KbIN, MAKY/10a0bl #aHe Myddenep Kalilubl/blFbl HOK

eKeHOi2iH Manimoelioi.

Kipicne

YJITTbIK My3bIKaJbIK MOJICHHETTEPJLIH
KOTILLIIIrHe K9CiOU KaHE aBTOPJIBIK,
MY3bIKAHbIH CTHIBIK KeJOeTiH
KaJlbINITACThIPY/ia LIeLIyLli peJl aTKapaThbiH
KYOBIJILIC — MHTOHALUAJBIK apXEeTHIITEP

— XaJIbIKTBIH aybl31la A9CTypiHae
KaJIbIIITACHIT, YAaKbIT OTE KeJie MoJIeHH
KaJIbIH/IA OPHBIKKAH TYPaKThl 9yeHIiK-
BIPFAKTHIK (DopMyJiasiap G0JIbIT TaObLIAbL.
Ounap ceMaHTHKAJBIK XKYKTEMETe He
60JIbIT, OpbIHJAJY »KaFlaliblHa KapaMacTaH,
MdIEHHETTiH TachbiMaJlayLlibliapbl

YIiH HHTYUTHUBTI TYp/le€ TaHbIATHIH
JKHHAKTaJIFaH MHTOHAUMSAJIBIK TaHOasap
petinne Kabblaganaapl. 3epTreyili Zuzana
Martinakova-Rendekova aran eTkenuei,
My3bIKaJIbIK apXeTHIITEP MY3bIKaJIbIK
JKYHEHIH 03iH-031 peTTey »KoHe 03iH-031
YHBIMIAACTBIPY YAEpiCTepiH aHKbIHAAUTBIH

MeMeETHUKaJIbIK KYPblJIbIMAap peTiHue KbISMET

aTkapanbl (Martinakova-Rendekova 30-
31). backama avitkanna, apxeTunTep TypJi

KOHTEKCTTep/le KalTalaHblIl, e3repirn oTbipy

apKbLIbl POPMaZIAFbl }KACKIPbIH « KO3FaYIlIbl
TeTikTepi» pertinae KpiameT eteni. Omap
JIOCTYPJLiH, TYTACTBIFbIH CaKTakIbl }KoHe
COHbIMEH 6ipre, TapUXH KaJibITaCKaH
MOJICHH - My3bIKaJIbIK Oipereiiknen

HallfiaHbICTbl Y30 OHbIH, KaHFbIPYbIHA
MYMKiHiK Oepesi. bys apxeTun yrbIMbIHbIH
aMOeOaNThIFbIH 2KOHE OHbI €yponaJiblK
My3blKa ME€H YJITTBIK J9CTYpJIepli Tasnaya
KOJIIaHyFa 60aTbIHABIFbIH JQJE/IEHT.

YKbIMIIBIK MY3bIKaJIbIK CAHAHBIH
KypamJac 3JeMeHTTepi peTiHie
MHTOHALMSIIBIK aPXETHIITEP MOJICHH -
TapUXH JaMy OapbIChIHIA KAJbINTACAThIH
JKaHa KepKeMLK XKyiesep/ie 63 KbI3MeTiH
»Kagaracteipazbl. Ogap KaiTa naibiMaasbIm,
e3repMeJii 3CTeTHKAJIBIK TajanTap MeH
CTHJIBJIIK KOHTEKCTTepre Oedimaenei,
COHJIAal-aK, apTYPJi CTHIIBAIK TypJIeHyIepre
ylIblpaybl MyMKiH. JlerenmeH, ocbiran
KapamacTaH, apXxeTHITep e31epiHiH
TAHBIJIYbIH KOHE CUMBOJIILIK MAaFbIHACHIH
CaKTaW/ibl, I9CTYp MEH Kazipri 3aman
apacblHAarbl 6alJaHbICTBIPYLLbI POJI
aTKapaiol.

AyblSHJa MoJICHHUETKE ToH HHTOHALIUAJIBIK

KYPbIJbIMHBIH Y3[IKCI3/ir Kasipri Kasak
SHJIEPiHJIE TOJBIK KOPiHIC Tababl KaHe
Oi3/1iH OMBIMBI3ILA, YKAJTTbl My3bIKaJIbIK
MOJICHHETTIH, JIaMy 3aH/Ibl/IbIKTAPbIHbIH,
6ipi peTiHae KapacThblpblaybl MyMKiH.
Ockbl Herisri wesiHbl 3aMaHayu
(hOJILKJIOPUCTHKAHBIH KOPHEKTI

okisi M3anuil 3eMLOBCKUI oTE [19/1
TyKbIpbiMAaran. OJr: «ap6ip YIATTIK
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MY3bIKAJIbIK MOIEHHETTiH TYTACThIFbl —
OHbIH aybI3Llia, aybl3lia-»Ka30alla KaHe
»kazbalua 1pcTypJepidin OipJirinae» aen
atan kepceteli (3emuosckuit 30—31). Ou
JKaHBIPbI, ThIHAAYLLIBIHbIH KaObl11ayblHa
KMHTOHALMANBIK TYPFbIIAH allIbIK>» XKoHe
KOJKeTiMJIiTiriHe OaiaHbICTbl, GYJI
TYPFbIIa €H aliKbIH CHIIATKA He, OUTKEH,

0J1 XaJIbIKTbIH, € HHTOHALLUSIJIBIK 2KaJblH »
JKaKCbl CaKTal anaThblH KaHpJapabiH 6ipi
60J1bIMT Tabbl1aasl. Ochbl MarblHaaa ajaramia,
9H TeK MY3bIKaJIbIK 2KaHp FaHa eMec,
KepiciHile, apXeTHIITIK 3JIeMEHTTEP KEeKe
ToXKipubesepi e, Y2KbIMIbIK MarbiHa apbl
J1a 2KeTKi3y hopMachbiHa aiHaJaThiH
KOPKEMJLIK OHJIay TaCiJi.

OHHiH OGyKapaJibiK (KeH MarbIHaja )
cunarthl, 6ip »KarbiHaH, UHTOHALUSJIBIK,
KOHCEPBATU3MHIH, CaKTaJlyblHa bIKIaJl
€TeJli, OHbIH TAHBIJIYbIH JKOHE dJICyMETTiK-
MOJIEHH KaJlblJ1a OPHBIFYbIH KAMTaMachl3
etesi. ExiHlli 2karblHaH, OHbIH GYKapaJibiK
TapTBIM/BLIBIFBI OHBIH 63TePill KoHe
JKaHapyblHa MYMKiHJiK 6epei, 6y
JKAHP/bIH OMipLLICH/ITH KAMTaMachl3 eTeli
JKOHE MY3bIKaJIbIK 1LIbIFapMaLlblIbIKThIH
TYypJii popMasiapbiHbIH — aybi3ilia A9CTYP/EeH
KociOu xkazbalua My3bikara IefiH e3apa
9peKeTTeCyiH »Ky3ere acblpajpl. bopuc
AcadbeBTiH TyCiHAIpyiHIe Xa/IbIK OHIHIH
JKEKe aBTOPJIbIK TTeH KoK 6acTtaysnapbl
apacblHAAFrbl OCBIHAAN OTITeJI peJi
«1l1apyalllblIbIK-TYPMbICTBIK XaJblKTbIKTaH
Kasipri KemuliJlikke eTyi 2KoHe cyOeKTHBTI-
yKeke OacTaH »KaJrbl KorilijliKke ToH
JKeKe JlapaJiblK («6e3 KoJTaHbachl» )
peTinie 6avKaJybl» IEM CHMATTala (bl
(AcadbeB 172). OH, ocbliaiiiia, YKbIM/IbIK
Kl TIeH yKeKe aBTOPJIbIK TOJIFAHBICThIH,
e3apa opeKeTTecyiHiH 6ipereil MonesiHe
aifiHaJsazibl; OyJ1 MOZIRJIb/IE HHTOHALMAJIBIK
apXeTHINTEP TEK CAKTAJbIN KaHa
KOFMall, }KaHa MaJIeHH 2KoHe KepKeMIIiK
KOHTEKCTTep/ie XKaHauia yH Tabajibl.
3epTTey MoHiH aHbIKTAUTBIH OChl €peKIIeIiK
OH KaHPbIH HHTOHALUAJIBIK cabaKTacThIK
neH TpaHcopMalys TETIKTEPiH 3epTTEeyiH
aca MaHbI3/1bl HbICaHbIHA alHaJIbIPabI.

Bisniin 2KyMbICBIMBI3/IbIH MAKCAThl — TeK
»kazballla KOMIO3UTOPJIbIK TaXKipubeMeH
FaHa LIeKTeJIMel, COHbIMEH KaTap, ayecKoH
My3bIKaJIbIK TOKipUOEHiH KeH ayKbIMbIH
KaMTHTBIH Ka3aK 9HJIepiH/e KeH TapaJjiFaH
MHTOHALMSIIBIK aPXETUIITEP/i, COHIaN -
ak, XX-XXI racbipsiapaarbl aBTOPJIbIK 9H
HIbIFAPMaLIbIIBIFbIH/A OJIaPJbIH CaKTaJTy
JK9HE TYpJieHy MeXaHH3MJIePiH aHbIKTay.
MHToHauMsANBIK apxeTunTepi 6ap oH
yKacaylblIap/iblH, «2KYMbIC» MPUHUMIITEPiH
aHbIKTay/blH OacTarkbl HYKTeci — KaciOu
(KOMITO3UTOPJIBIK ) 2KoHe KaciOn emec
(9yeCKOHBIK, (hOJLKJIOPJIBIK ) My3bIKAJIbIK
OMJ1ay/IbIH epEeKILIeIKTePiH TYCiHy,
6yJ1 Typasibl « Mly3blKasbIK OHJayabIH,
ePEeKLICJIKTEPiH 3ePTTEY MaceJieci Typasibl»
(AGnupaxmaH) eHOeriHe erKeli-Terkeii
CHUIMaTTaJsfaH.

daictep

XX-XXI raceipniapaarbl Kasak oHaepiHzeri
MHTOHALMSIJIBIK apXETUITE P KoHe
OJIap/bIH TYpJieHy NPUHIMUNTEPIH

AHbIKTAY YLIiH KYMbICTa HHTOHALIUSTIBIK,
CaJIbICTbIPMaJibl-TaPUXH YKOHE
CEeMUOTHKAJIBbIK Tacepi OipikTipeTiH
ONICTEP/iH, KeLIEeHi KOJIAHbL/IbI.

Ty#inai onicTremenik Kypas petiHae
Bopuc Acadne (Acadben), Baagnmnp 3ak
(3ak), Jlto6oBb Anekceena (Anekceena),
Caunna Enemanosa (Enemanosa), barnan
Kokym6aena (KokymbaeBa) »xoHe o3re
Jie 3epTTeyliijepiH eHOeKTepiHe
KapacTblpblIFaH dHE P HHTOHALUSAIBIK
TaJsiay Tocisi asnbiibl. by apic
MHTOHALMSIJIBIK apXeTUNTEp peTiHie
KbI3MET €TEeTiH TYPAKThl 9YEH/IiK- bIPFAKThIK,
hopmysianapibl alKbIHAAYyFa MYMKiHLIK
oepai.

JocTypJii xKoHe aBTOPJIbIK dy€eH/IiK
MarepraJjibl JaAThIK- UIHTOHALMSIIBIK
Ma3MyH TYPFbICbIHAH CaJbICThIPyFa
OarbITTaIraH calbICTbIpMaJbl -
THIOJIOTHUSIJIBIK TOCI/T KA3aKThIH, KaHA
OH LLIbIFAPMALIBLIBIFLl hOpMaapbl MeH
(OJILKIOPJIBIK HETi3 apachblHarbl TepeH



OallaHbICTap/bl AHKbIHIAYFA MYMKIiHJLK
oepai.

[Opuii JIorman (JIotman) xone
Awmainus Kropersn (KropersH)
eHOeKTepiHe Heri3aereH CeMUHOTHKAJBIK
TOCII MHTOHALMSJIBIK aPXeTHIITE P
CHMBOJIMKAJIBIK 2K9HE CeMaHTHKaJIbIK
JKYKTEMere ue MajIeHH Kajl Oerinepi
petiHie KapacTbipabl. by Tocia
My3bIKaJIbIK CEMHOTHKA CaJIacbIHAAFbI
Kasipri 3epTreyJepmeH cabakrac KeJei,
OHJIa MY3bIKaJIbIK KyPBIIBIMAAP MOJICHH
JKaIThIH OeJrisepi opi oMeyMeTTiK
ToxKipubOeHi HHTeprpeTauusiay KypaJaapbl
petinze tycinaipineni (Hernandez Salgar).

Tannayra apnasiras ayeH
MaTepHAJIIAPBIH iPIKTEY PeNpe3eHTaTUBTIK
MEeH CTUJIBAIK 9PTYPJIJIIK KAFUIATTapblHA
Heriznei. 3epTTey asichiHa
oyecKomJIbIK anjep je (1950-1990
MOK. pernieptyapaapsl ), Kasakcran
TOYEJICI3/LIT Ke3eHIHACT oH »KAHPbIHAAFbI
KOMITO3ULIMS/IBIK LLIbIFapMaJiap Ja
eHriisii. Ipikreynin Heriari Kputepuiii oH
(opmachiHbIH 6acTankpl 6eqaimaepinie
AUKbIHAAJIATBIH, KeHIHTT My3bIKaJIbIK
OWJIbIH ©picTeyiHe Heri3 O0JIaThIH HEeTi3ri
MUHTOHAUMSAJIBIK OCHHEH] TaHbITaTbIH
TYPaKThl dyeH/liK aliHaIbIMAAP/bIH 6OJYbI
60J11bL.

MHTOHALMSANBIK apXeTHTT YFBIMBbI
JOCTYPJIi MOICHUETTEPALiH, My3bIKAJIbIK
OWJIaybIH 3€PTTEY/Ie MaHBI3/Ibl OPbIH aNajpl.
Foutbivu one6ueTte 01 POTBKIOPIIBIK
JIOCTYPIIH, COURY, JANThIK KOHE KAHPJIbIK,
epeKLLIeJIKTePiH LIOFbIPIAHIbIPATHIH
JKUHAKTaJIFaH AbIObICTBIK OeJITiHi
OilipeTiH TYPAKTbl HHTOHALMSIJIBIK
(opmy.ia peTine aHbIKTaNA/bI.
KapacTbIpbl/bi OTbIPFaH YFBIMHBIH,
TEOPUAJIbIK HETi3IePiHiH KAJbIITACYbI
Bopuc AcadbeBTiH eHbeKTepiMeH
OalyIaHbICTbI, OJ1 K MHTOHALMSA» TePMHUHIH
My3bIKaJIblK TEOPUSIHBIH HETi3Ti MarblHAJIbIK,
KaTerOpUACH] PETiH/E CHTI3reH.

My3bIKaJIbIK MFHTOHALMSIHBI alaMHbIH
colsiey »KoHe IMOUMSIIBIK TaOUFaTbIHAH
TYBIHAAHTBIH «MarblHAJbI JIbIObICTAY/bIH,
Tipi yaepici» peTiHiae KapacTbipa

oTbIpbITN (AcadbeB), 0J1 OHBIH YATTHIK TiJl
KYPbIJILIMBIMEH »KOHE TapUXH KaJsbITaCKaH
My3blKaJblK OelHesey TocijiepimeH
OalIaHbICBIH aJIFALLKbLIAPABIH Oipi 60JIbIT
AUKBIHIA/bL.

Bya tocinzi jambiTa oThIpbI,

Esrennit Hazaliknnckuit « MysbiKaJibIK
KaOblJ11ay MCHXOJIOTHSCHI TypaJibl»
enberinje (Hasaiiknnckuil) MysbiKabiK
CaHa/Ia OPHBIKKAH MHTOHALMUAJIBIK KAl
OipJiKTepiHiH 6ap eKeHiHe Ha3ap aylapajibl.
OubIH nikipiHile, My3blKaHbl KaObl11ay
palMoHaJsbl TaJayiaH repi »KaHp/biH,
MHTOHAUMSIBIK 6PIiCiH alKbIHAAWTBIH
TaHbIC, APXETUNTIK MHTOHALMSIIAP/bI
JKeJles1 TaHyFa KoOipeK Heri3Ie/reH:
«MyHz1a eH MaHbI3/Ibl POJILi My3blKaJbIK
LIblFapMAaLlbLJIbIK ToxKipUOeHiH 03i
aTkapazpl, o1 6eJriji Oip HHTOHALMANAP/BI,
BIPFAKTBIK (hopMyJianap/bl, TapMOHHUSIIBIK
alHasIbIMIap/ibl, haKTypaJiblK THITEPI
JKoHe T.0. TiJI 3JIEMEHTTEePiHiH KalTalaHybl
HOTHKECIH/IE KOFaMJIbIK My3bIKaJlbIK
caHajia OpHbIFbII, 1epOec eMip CypeTiH...
MOHIIEPMEH AapaJsiaiipl....»
(Haszaiikunckuit 100).

My3sbiKaJiblK HHTOHALMSIFA KOJIIAHbLIFaH
APXETHI YFbIMbl STHOMY3bIKOJIOTHSI
MeKTeOi asicblHa 1a 1aMblbl.
Kazakcraniblk My3bikaTanyaa barian
KokymbaeBa KazaKTap/blH 0TOACHLIbIK -
CaJIT-2KOKTay/1apblH »KOHE XKOFaJITY
TaKblpbIObIHAFbI JIHPUKAJIBIK dHE P/
3epTTeH OTBIPDIIN, YHJIEHY TOUBIHIAFbI JKOHE
»KepJiey 6apbiChiHaarbl, conjan-ak, XIX
Fachlp/iarbl aybl3ila-KaciOu JIUpHKaJbIK
QHJIEp/ETi TYpaKThl OACTaNKbl 9yeH]IiK

dopmynanapabl cunarraiinl (Kokymbaena).

«)Koranty» cesiHiH MHTOHALUSJIBIK Herisi
MEH CEMAHTHKACBIH CaKTal OTBIPbIM, Oy
TYPaKThl 9yeHiK popmysanap 3THUKAJbIK
JKAJIbIHBIH, APXETUNTEPiH KypaHIbl.
Kasakcrannbik seprreyuni Canna
EsnemaHoBaHbIH eHOEKTepiH/le Ka3aKTbhIH
JOCTYPJli OH MOJICHUETIHAe i HAKThI
MHTOHALMSIIBIK apXeTHUIITep aJIFall peT
MakKcatThl Typjie aiKbiHaanaasl. Onap —
AKbIH/IbIK MeJIOUSIBIK hopmysia (AMD)
JKoHe CYHiCIeHUIJIiK CeMaHTHKAaCbIMEH
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OalIaHbICTDI «2KOPAJIFBIJIBIK »
neHTaToHUsNbIK KellleH (Enemanona).
AM® — akpIHIbIK OacTama yHiH OiJiiipeTiH
OyeHJIiK KypblJbIM peTiHze Tycinaipineni. On
MO/IEHH aKIapaTThl «LOFbIPJIaHIbIPBII»,
ThIHAAYLIbl CaHAChIHAA Oall aCCOLLUATUBTIK
KaTap/bl TYAbIPabl, COJ APKBIIbI OHIe
NyOJIMLIUCTHKAJIBIK 2KoHE KOHLEPTTIiK cHurat
JapbiTajibl. Bys apxeTu akbIHHbIH, 03iH
TaHbLITY KbI3METIMEH FaHa LIeKTeJIMEH, 0J1
KenTereH Maxa60at-JdpUKaJbIK dHE P
ne OoWJIal eTiM, oJlapAbl 2KOFapFbl TOH
allMarbIHAAFbl TECCUTYPJIBIK TYPFbIIaH
LWIMPBIKKAH 9YEHIIIK 6pICIIeH allajibl.
Mynnai ynuBepcaJiibliiblK apXeTHIITiH,
JIOCTYPJIET] TEPEH CEMHUOTHKAJIBIK TaMblPbIH
KOpCeTeli.

ExiHiIi apxeTun — rneHTaTOHbIK
afiesiepre ToH FypbInTbIK KeweH (I-11-111-
V-VI) — nagik cyfticneHiuinik, MeJip MyH
JKOHE CYJIYJIBIKTBIH HilealIaHiblpblaraH
OeliHecimeH 6aiyianbICTbl. OHBIH,
HacTayJiapbl oHeJIe p/liH XKEPTiMiKTi 2KOKTay
VJITIJIEPiHIE 2KOHE «Kapa eJIeH>» XKaHpPbIHAA
xkatblp. Keftinipek Oys1 apxetun XIX
Fachlp/larbl JaMblFaH JUPHKAJIbIK 9HIEPLIH,
KKYPBIJBIMABIK MaTepraJiblHa» alHaJblIl,
epJiep/iiH JIMPUKAJbBIK dHAEPiHJIE OPHBIFA]IbI,
MyHj1a aiiesire neren maxab66at OTanra
JIeTeH CYHiCMeHWIiMIiKTiH Oa/amachl peTiHae
KepiHic Tababl.

YCbIHBIIFAH FbIJBIMU MadbIMAAP
MHTOHALMSIIBIK apXETHIITEPJIiH
MaHbI3/IbIIBIFBIH YKOHE 0J1ap/ibiH, 6acTanKbl
MarblHaJlap/ibl CAKTai OThIPbII, KaCiOU
OH JI9CTYPiHJIe »KaHa MaHjiepre ue 6oJy
KabineTin alikbiH KopceTesi. Aybiaiia
KociOM oH apXaukaJblK hopMyJiaap/bl
TeK OeKiTil, 1aMbIThII KaHa KoUMa,
0JIap/ibl 2KAHAPTHIJIFAH CEMaHTHKAMEH
OanbIThII, TYJFAJbIK KOHE TAPUXH-MOJICHH
MarblHaJapbl OiipeTiH KopKeMIiK ofJiay
OeJrisiepiHe aliHaJIbIpalbL.

Ken kesiemzi aHziik MaTepuasira
JKacaJiFaH My3bIKaTaHyJIbIK TaJiay
Ka3ipri yakbITTa apXeTUIITIK 2KoHE
JKEPTiJIKTI KJAMLLE CHIIATbIHAAFbI
CTEPEOTHUNTIK MHTOHALMSIAP/LIH OACTaNKbl
KbI3MET €Ty caJjlachl KaciOu emec oH

LIbIFapMaLlbLIbIFbIMEH OalJIaHbICTbl €KEeHIiH
kepceTelli. KazakcTaHiblK KOHTEKCTTe

OyJ1 casia apHaiibl KOMITO3UTOPJIBIK,
JasipJIbIFbI 2KOK, MY3bIKaJIbIK KabieTi 6ap
9yeCcKOoMap/iblH, WbIFApMallblIbIFbIMEH
CUMaTTaNafbl.

OyeCKOMH oH LIbIFapy J9CTYpi Kazak
MdCHHETIH/Ie TePEH TapUXH TaMblpFa He
yKoHe (POJIbKIOP MEH aBTOPJIbIK MY3bIKaJIbIK
JIOCTYPAIH apachlHaarsl eTnesi hopma
peTinze Kasbinrackan. Kenecrik kesenje
OyJ1 KyObLJIbIC KOPKEMJLIK OHepIas3apIKIeH
ThIFbI3 GalJIaHbICThI OOJIIbI, IETEHMEH OHbIH,
uieHOepiHeH Thic Ta oMip cypai. byrinri kyHi
QYECKOMJIBIK 9H/IEP MY3bIKAJIbIK-CTHJIbIK
YCTaHbIMAAP/IbIH, KEH ayKbIMbIH KAMTH]IbI,
aJl 0J1ap/ibIH aBTOPJIapbl My3bIKaJIbIK,
oWJay AeHreri OOUbIHIIA — UHTYUTHBTI-
(osbKIOpJbIKTaH GacTarn Kocion
JIEHIeHre XKybIK Jopexkere 1eHiH apKeJKi
CUMaTTaNazbl.

Koci6u on noctypin XIX racbiprars
JICHIefijie 2KasFacThIPbII KYpreH aBTopJiap
epeKllie KbI3bIFYLIbLIbIK TYIbIPajbl:
onem PakpitieB, Akcesey CeliiiMGeKoB,
Antein6ek Kopas6aes. Byt aBTop/apibin,
OHJIEPi I9CTYPJli aKbIH/IbIK MOHEPMEH,
JIAITHIK KYPbLIbIMMEH, OeHHeJiK KyHeMeH
JKOHE [MO3THKAJIBIK TiJIMEH cabaKTacTbIFbIH
CaKTaHbl.

Mbicasnbl, Jloneun PakbiineBTin « XKep
cyaybl — JKeticy» oHiH/le aKbIH/IBIK,
HacTama »Koraprbl TOH allMarbiHIarbl
JbIOBIC OMIKTITIHIH epJieyi apKblJIbl 2KoHe
6J1eH, 2KOJIbIHBIH, bIPFAKThIK OOJIiHICIHiH,
AUKbIHJbIJILIFbIHA HeTi3ees].

«sKep cymnyn - HeTticy»

Mya. I Pasumenn

snfbHD —  TaE

Hypenlid] o7 = ke cei-fa-Hn - O

Hotaunbik Mbicas Nel. J1. PakbiieBTin
«)Kep cynysl — JKericy», 6acel

«Kapram-ay»

Kasaxekaa Tpamiiioning neces

Wou 30 - rem-nn, ot

Kop-rmse - oy conzn

- noftoum, o = -

Hortanbik Mbican Ne2. «Kapram-ay», 6acel



O.J1eHHiH 6acbl KaciOH oH JIOCTYpiHzeri
«Kapram-ay» 1mblrapMachbIHbIH KipicrieciMeH
TiKeJIel acCoLUalus TyFbl3ajibl:

Antein6ek Kopas6aeBTbiH « CaFbIHIBIM
Kenen aramubl», «Kapa kemnip»,
«bosropraii» cusikTbl 6ipkatap aHjepi 1e
KEM eMec JpperKe/le KOPCeTKILITIK CHIIaTKa
ve. bipinuii onne AM® asrauikpl oyeH
JKOJIbl KOJIEMIHJIE OpICTeMl, 2KOFAPbl TOHHAH
V GackpllKa »koHe KalTaaH xKoraphbl
Kapail 6arbITTaJIFaH KO3FaJlbIC apKblibl 7 +4
OYbIH/IbIK KyPblJIbIM/IbI KaJIbIITACTbIPaJibl.

«Carpiaabivm Kenen aramabi»

Ca, K. Camiwwann

Mya. A Repaatansae

- e
73

A - oo - vy - el - pa - R

Horausbik Mbican Ne3. A. Kopaz6aes «CarblHabIM
Kenen atambi», 6achl

«Kapa kemnip» aninge AM® bipxan
caJsl MeH AKaH cepiHiH oHIepiHe TOH < IIbIH
— Gacray» THUIIHE KYPbIIBIMABIK TYPAE TE€H
KeJIeTiH YJIN peTiH/e »Ky3ere acKaH.

«Kapa kemrip»

. 9 Camieronn Mya A Kopiduss

T e T S T

o - - ! Iy LT

Horaubik Mbican Ned. «Kapa kemnip», 6acbl

«boatoprati» oHinjie 6acTankbl
yuzey V 6ackpiiutan [I1-ke 6arbiTTanran
KO3FaJIbICKA HETi/leJIil, 2KOFapbl TOHHbIH,
alKbIHJATybIMEH epeKIIeJeHel].

«Boaropraii»

Ca A Acunfesonn

Mya. A. Kopastiavas
Sy n s a . E.r.-."_'“‘n
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Horanbik Mbicas Neb. A. Kopas6aes «Bostopraii»,
6achl

ApxeTunTiH KbI3bIKThI 6ip BapHalUsChl
Axkceney Ceiinim6ekoBTiH «Jloypen-aii»
oHiHJe KopiHic Tabazbl, onna Gacrama Il
OacKbIlIThl OeKiTyIeH TybIHAAMbL. Bysn —
QJleTTeriIeH ThiC, OipaK TYPFblAaH MAHbI3/bI

TOCIJ, IMATOHUKA iLIIHJE <EKiKbI3SMETTIJIIK»
9CEPiH TyIblpaibl.

«Jloypen-aii»

Mya. A. Cofpmuiexonn

Ca. H Aftrosa

—
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Horanbik Mbicasn Ne6. A. Ceiiiim6eko «JloypeH-
ai», 6ackl

Ocbl aBTopiibiH, « Capblapka» oHiHze
allesiik Gactay MeH TyraH Jasa OeidHeciH
OiLipeTiH FYPBINTHIH MEHTATOH/BIK
KellleH Heri3ri HHTOHALMSIILIK 63¢K GOJIbITT
Tabblnansl. [ leHTaTOHABIK alHAJBIMHBIH,
Typi MoaudHKaLKsIapbIHAH dHHiH 6apJbIK
MHTOHALMSIBIK MA3MYHbI 6pOUI, OYJ1 yiiI
60J1iM1I KYPbIJIbIMJIbI €KiHIi IeHreHIeri
(hopma petinjie afiKblHIayFa MyMKiHJIK
oepel.

«Capslapga»

Cx. H. Adrronn Mys A Celaimmberosa
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Horaubik mbicasa Ne7. A. CeiligimGekoB
«Capblapka», 6achbl

Tannayra anbinran 6apJbiK
9H YJIriJepi Ka3aKThlH A9CTYPJli
MOJIEHUETIHIH TachIMaJIaY L blIAPbIHA
TOH MOHOJIUS/IBIK My3bIKAJIbIK OHJIay
yJIricine TypakThbl OeHiMIITIKTI KopceTe.
KypblabiMIbiK GaliaHbICTaPbIH,
MPUHUMITIK OipCHI3bIKTBLIBIFBIHA, COUIIEY
MHTOHAUMsICBIMEH cabaKTac epKiH bIpFrakka
Herizue/ireH MOHOJMSIIBIK My3bIKaJIbIK
TiJK TAOUFATHI IMPUKAJIBIK SHEPILIH
JloMObIpa cyfieMesieyiMeH 1aCTypai
OpbIHAMYybl GapbIChiHAA Nakaa 60JaThIH
BEPTHKAJB/I KellleHAep/li (PyHKIMOHAJIBIK
api hakTypasblK TyprbiiaH 0eiHOeHTiH
KyObLIbIC peTiHie Kabbliaayra oKeJei
(Lere6aes 171). Bya epekienikrep
TaJlaHFaH LblFapMaJsiapia Kyie Kypayibl
cunatbiHaa kepineni. KazakTbiH oH
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MOHOJIMACBIHBIH JIAATBIK YABIMAACYbIHA

TOH HeTi3ri 3aHbLJIbIKTApP [a OCbl KaTapra
»)atanpl. Ogap Jaj KaJabImTacTblpy MeH
(hopma Ty3yjiH e3apa bIKIaJlacThlFbIHaAH,
COHJ1ali-aK, TOHAJIbIK OPTaJIbIKTaHY/IbIH
epexiiiesiirineH ankpiHaanaibl. ToHaMIbIK
OpTaJIbIKTaHy/IbIH, OyJ1 CHIIAaThl TYPaKThl
KOMIO3ULIUS/IBIK aUMaKTap/iblH, —
«KOFapFbI» KOHE «TOMEHTi» TOHHBIH,
coHpan-ax, V xkoue Il 6ackplirapaars
JIAATHIK TipEKTeP/iH KaJbIITACybIHAA
Kepinic Tabanpl. CoHbIMeH 6ipre, o1 YATTHIK
JI9CTYpre ToH KaeHUMAJIbIK KyOblbicTapaa
— MeJIOJIMSIHBIH, TOMeH OarbITTajFaH
KO3FaJIbIChIH/IA, dYEH/IIK 1IbIPKAy/a,
(hopMaHbl TYHBIKTAHTBIH XKoHe TapKaTaTblH
KaJIeHUMSIIBIK (hopMyJiasiapia Taburu
JIQJITHIK HETi3 asfiChIHIA aUKbIH OalKaaaibl.

Ochbl Henrisiep/iiH, XKUbIHTbIFbI
KApaCTbIPbIFAH 9H YJITiJiepi aBTOpJAapbiHIA
JIOCTYPJIi JIAATBIK OMJIAY/IbIH ipredi
KOHCTaHTaJlapbIHbIH CaKTaJFaHblH
alrakTaibl. Anaiia, atarn eTy Kaxer,
MYHZal KyObWIbICTap Ka3ipri Kaszak
OH TaxKipuOeciH/Ie KeKeJiereH CUpeK
Ke3JleCeTiH Karnaiaap 60Jbin TabblIabl.
JKyprisisnren tannaynap kepceTkeHeH,
9YECKOMJIBIK LLbIFAPMALLIbIbIKTBIH HETi3Ti
KabaThbl ajibIMEH KEHECTiK OyKapaJiblK,
KeHiH 3CTpajasiblK dHIEpTre TOH FOMO(OH/IbI -
rapMOHHUSJIBIK THIITEr MOJICHHETTIH,
bIKITaJIbIMEH KaJlbINTaCKaH HHTOHALMSI/IBIK-
JIANITHIK »KyHe asicbinaa epicteii. by
peTTe MeJIOAUAHBIH AbIOBICTBIK LapbIKTay
KYPbIJBIMBI CbIPTKBI TYpraTTa A9CTYP
6earisiepin cakrail anaubl. Ockbl Typrblia
KEHECTIiK OyKapaJblK oH »KaHpbIHIA
OeJicerli eHOEK eTKeH KociOu KasaKCTaHAbIK
KOMITO3UTOPJIaP/IbIH, LIbIFAPMaJiapbl 8YECKOH
aBTOPJIAp YILUiH CTHIBAIK VI KbI3METiH
aTKap/bl.

By./1 KyOblibIc KociOH KOMITO3UTOP
Makannm Kotinibi6aestbin (1926-1986)
«Ypnak ylliH epTeHri» oHiHJe alKblH
kepineni. [lIbirapma KenecTik GyKapaJiblK
OHre ToH OeJriziepre aliHaJraH alKbIH
MapIUThIK Heriszie KypblaraH. OHbIH
OacTamachl IaCTypJli Ka3aK aHAepiHe ToH
MHTOHALUSIBIK POPMYJIaHbl HHTOHALUSIBIK

TYpFbLIA 6HAel I, oa1 V 6ackpiiiTan [
HacKplllKa Kapail KBapTaJiblK epJey
apKBIJIbI TY3iJ1iM, KEHiH JIbIObIC KOJEeMiHiH
CeKCTara HeMece OKTaBara JieliH KeHeloiMeH
JKaJracajpl.

«Ypriag yuris epreHri»

Myz. M. Kodfumfoess

Ko - 1 - pin oo = max - Fa

Horanbik Mbican Ne8. M. Kofibi6aes «¥Ypnak yiiin
epTeHTi», 6achl

Bys nHTOHALMABIK GacTayiapbl exKedri
FYPBINTHIK POJbKIOP KabaTbiHaa (6aKchl
CapblHbI KoHe epJIep/iH YHJIEHY TOHbI —
yKap-Kap) Katblp, kerin os1 XIX rachipaarbl
aybl31la KaCiOH oH LIbIFapMalllbl/IbIFbIHAA
KeHiHeH KOJIIaHbIC Tayblll, aKbIHbIK
oyeH (hopMyJIaCchIHbIH KJIACCHKAJIBIK
yJriciHe aiHaganbl. EiHli KarbIHAH,

OyJ1 MFHTOHALUSJIBIK AHHAJBIM OPbIC
PEBOJIIOLUAJIBIK 2KOHE MapLITHIK-THMHIK
KeHeCTiK OyKapaJiblK dHAePiHiH KBapTaJIbIK,
OacramaJsiapbIMeH Jie acColHalUsIaHabl,
MYHJa epJieMeJli KBapTa YHIey MeH
IMOLMOHAJIIBIK KOTEPY HHTOHALMSIChI
petinne Tycinpipineni. Ocolnatiia,
Makasum KoflibiOaeBTbIH oHiH/IE €Ki
CEeMaHTHKAJIbIK KATap TOFbICA/bl: OHbIH Oipi
AM®-TbIH I9CTYpJli CeMaHTHKACBIHA Gapbil
TipeJsice, eKiHIIiCi KeHeCTiK OyKapaJbIK
OHHiH CeMAaHTHUKAJbIK OpiCiHe 2KaTallbl.

JKana cTuibiik opTaga apxeTun
BEPTHKAJIbIK TAPMOHHA MEH bIPFaKTbIK
TYpaKTblIbIKKA Garnapaanrat esre 6ip
Jano(yHKIMOHAJIBIK OiJay »KyHeCiHiH,
JKaraalblHa Kellipiseni. OyeHik 1aMybl
TYPaKThl METPOPHUTM/LIK YHBIMIACYBI,
AKKOPATBIK CyHeMeJli 2KaHe eKIiHIIK
CHUMMETpHUSICbI 6ap MapILUTHIK (hOPMyJIaHbIH,
JlorukacblHa 6arbiHabl. [lapaaurma
aybICybl OPbIH aJ1ajibl: MHTOHALMSIJIBIK 2KaJl
cakraJ/JybIMeH My3bIKaJIbIK 2KyHe TepeH,
TpaHncdopmalusra yirbipanipl.

Ocbl apXeTUNTiH Bapualusiapbl Kacion
OH LIbIFAPMALIbIJIbIFBl MEH KEHECTIK
OyKapaJiblk oH yJrisepine 6arnapJaanran
KOITEreH 9yeCKONJIBbIK OHACPAEH Jie



yibipacazbl. MasmyHblHA Kapa# oJiap
JKAHPJIBIK HEri3iH e3repTyi MyMKiH api,
mbicasibl, Bekeynran batikenkeeBTiH,

« Kb KyChl» QHIHAETI CHAKTBI Y11 6JIIeM]I
BaJIbC METPUKACHIH HeJIeHE aJlapl.

«Hpin Kycor»

Ca. E.Buxpbarnn Mya. B Bodiseaweena
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Horaunbik mbican Ne9. b. baiiken»xeep « Kbl
KYCbl», 6achbl

Ocniyaiiia, apiobic OHIKTIK
KYPbUIbIMbI Oipiel ayeH/IiK KaJlbII
APTYPJi CTHIIbre OalaHbIChl TYPJI
My3bIKaJbIK HHTEpTIpeTalusra ne 6oJa
aJ1a/lbl: MOHOJIMSJIBIK 2KYHe/le OJ1 ChISBIKTDI
MHTOHALMSIIBIK JaMYyIbIH Kypamaac
Heuiri petinze »Ky3ere acca, roMOpOHIbI-
rapMOHHUSJIBIK CTH/bAE TaPMOHUSJIBIK
(PyHKLMST, METPUKAJIBIK TYPAKTBIbIK
YKOHEe aKKOPITHIK (haKTypa apKbl/ibl KaHa
CeMaHTHKaJIbIK MaHre he 6osajpl. bip
MHTOHALMSIIIBIK 63€K CTHJIB/IK Napagurmara
Kapam apTypJii Typ/ie YFbIHbLIA/IbI.

Tankbinay

Aliita KeTy Kepek, TaJjlaHFaH dHlepJeri
aKbIHJBIK OacTama apXeTHIiHIH,
MHTOHALMSJIBIK Ma3MYHbIH/IA MTai/ia
60s1aTbIH MOJAU(UKALIUSIAP OHbIH TAPUXH
KAJIbINTACKAH CEMAHTHKAJIBIK KoHE
KYPbIIBIMIBIK 63€TiH 63repTreii. AHbIK
KOPIHETIHI — apXeTHIN 63repMeNTIH KaJbll
eMec, OJ1 bIpFarbl, OpHAMEHTALHUSCHI,
MOJIAJI/ILIK MA3MYHBI, TillTi HHTOHALMSJIBIK
OeliHeci CUSIKTbI apamMeTpJiepie
BAPUATUBTUIKTI KaObL/IIAK a1aibl.
JlereHmeH GapJibIK »KeprijlikTi e3repicrepre
KapamacTaH apXeTHIITiH Heri3ri PyHKIHSACHI
MEH SMOLMOHANBIK MaHI caKTaJslaibl,
OyJ1 Ka3ipri oHIK MpaKTHKa »Kar1albIHIA
APXETUNTIK KbIBMETTiH cabaKTaCThIFbl
TypaJsbl aiTyFa MyMKiHIIK Oepesi.

Axkceney Cefiim6eKoBTbIH « CapblapKa»
aTThbl JIMPUKAJIBIK 9HiH/E MHTOHALUAJIBIK

JIAMYJIbIH, 63€T1 PeTiH/e 2KOFapblla aTajraH
«FYPBINTHIK KeILIEH» KbI3MET eTe/li:

QH/Ii alLIAThIH »KAHE YJITThIK ThIHIAYLLbl
CAHACBIH/A dHe K OacTay MeH TyFaH eJiKe
Oetineniepimen actacarbit [-11-111-V-VI
MEeHTATOH/IbIK aHT€MUTOH/IBIK ailHAJIbIM.
Mynna# Tycinaipyin 6acraynapsbl
TYPMBICTBIK €Kapa eJIeH» KaHpbl MeH
ariesire He Oranra gered maxa6oar
TaKbIPbIObIH O€HHENCHTIH aybl3Lia

K9CiOM 9H/IEP/IiH JIUPUKAJIBIK YJITiIepiHe
H6apwin Tipeseni. Herisinne, « Capblapka»
LIbIFAPMACBIHBIH OYKiJl MHTOHALHSJIBIK
Ma3MYHBI OCbl KOHE FYPBINTBIK KelIeHHiH,
MOJM(UKALIUSIAPbIHAH KOHE OHbI
JIMaTOHHUKAJIBIK OACKBILITAP/bl — KaPThl
TOHJIbIK KaTblHACTaP/ibl TYbIHIATaThIH
3JIEMEHTTEP/Li €Hri3y apKblibl OipTiHaen
eHcepyzeH epOuai. MinBapuanTka
JKaKbIHAAY JopexKeci OOMbIHILIA HyCKasap/bl
CaJIbICTBIPY «TAKbIPBINTHIK KHEKTEY »
KAFUJACbIHBbIH 9PEKETiH aKbIHAAyFa KoHe
KYPBIIBIMAAFBI I OOJTIMAITIKTI €KiHILIi
JleHreisti hopma petinsie GoJlin Kepceryre
MYMIKHIIK Oepei.

Ajita KeTy Kepek, aHbIKTa/JFaH
MHTOHALMSIIBIK apXeTHITEP JADCTYPJi
JIQJITBIK OPICTiH HIeHOepiHe KaabINTaChI,
JaMujibl, OyJ1 epic My3bIKaJIbIK MOIEHHETTiH
TYPaKTbl MarblHAJIbIK 2K9HE IMOLMOHAJIBIK,
KOJTapbIH KalTa OH/i PY/LiH HETi3Ti KbI3METiH
aTKapaubl.

By KyOblIbIC MHTOHALMSHBIH 63
MoHepJli Ma3MyHbIH OeJridi 6ip Jan
iLLiHAeTri OPHBI MEH KbI3METi apKblJibl
vesieHyiMmeH GalJaHbICTbl, OUTKEHI Jiajl
apOip 3THOCTBIH My3bIKaCblHA TOH O3iH/LIK
«TeHeTHKaJIbIK KOJThI» OOMbIHA CiHipesi.
KasakTblH oH MaJIeHHeTiH/le HHTOHALHUSIJIBIK
APXETHUINTEP/LiH JAATBIK Ma3MYHbI €peKIe
MaHpi3ra ue, ce6esi Mabsic Koxxabekon
aran eTKeHjled, «Kasak MOHOJHUSICBIHATbI
JAT0(PYHKIMOHAJIBIK XKOCTAP ChI3bIKThIK-
dYEHJIIK yiepicreH axkbipamac GipJikre
6onanb» (Koxxkabekos 131).

Tannayran ajibiHFaH 9HIIK yJriiepe
alKbIHIAJIFaH OeJriJie pAiH XKUBIHTBIFbI
aybl31la Kacibu 19CTyp asichiHa
HIbIFApMaLIBLIBIKIIEH aHHaJIbICaThIH
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aBTOPJIAPJA ASCTYPJIi JAITBIK OHJIAY/IbIH
ipreJii KOHCTaHTaJIaPbIHbIH, CaKTa/JFaHbIH
kopcereni. ConbIMeH KaTap, MyHaak
KyOBIJIBICTap Ka3ipri TaxKipuoee xxekeyaeren
CHPEK Ke3/leCceTiH xKaraaiaap 60JblII
TaObLIa/Ibl. OYeCKOUJbIK [IbIFAPMAalIbIIbIK
Heri3ri KabaTbl 6acKka HHTOHALUAMBIK-
JIAITHIK JKyHe asCbiHIa — aJ/IbIMEH KEHECTIiK
OyKapaJiblK, KeHiHHEH 3CTpaflaJiblK oHIe

TOH rOMO(OH/IbI-FapPMOHUSJIBIK Ofs1ay
JKyHeciHze KaJbITacajbl.

Bys uHTOHAUMSIHBIH pediiH KaliTa
nabiMaayra oKeJsesi: 1ocTypJi popmya
CBIPTKBbI IbIOBICTBIK OUIKTIK KOHTYpJ1apblH
CaKTaybl MYMKIiH, aJlaiJia OHbIH MarblHAJIbIK
MasMyHbI, JIaNThIK GaiJaHblcTapbl MeH
(PYHKLUHSJIBIK KaTbIHACTAPbI e9Yip
e3repeli. bip MHTOHALKSIIBIK 63€K
CTHJIB/IIK TapaaurmMara OanmaHbICThI
APTYPJli My3bIKaJIbIK HHTEPIPETALIUSFa He
00J1aJIbl: HE CBI3BIKTBIK MMeH MOJIAJIB/IBIK
TYTaKTacTbIKKA Oar1apiaHFaH MOHOAUSAJIBIK
JKyHejle, He BepTHKaJIb, TYPaKThbl METPHKA
JKOHE aKKOPITHIK (DYHKLIMSIFA Heri3e/reH
roMOOH/IbI- TAPMOHUSIIBIK MOJIEJIBJIE.
ApxeTunTiH 0CbIHIaNH KOTIKbIPJIbI
eMip cypy opmasiapbl OHbIH KOFapbl
OeliMAeTiTIrH 2KOHEe KOHTEKCTTE P/
03repTe OThIPbII, 63iHiH Oipereiirin
cakTai ajy KabiJieTiH alrakTanpl.

By.1 Typrbina mysbikatbl OipereiJiikri
CUMBOJIM3ALMSAIAY MEXaHU3MI PEeTiH/e
KapacTbIpaTblH 3THOMY3bIKOJIOTHSJIBIK
TYCIHIKTiH K€HipEK KOHTEKCTiH eCKepy
MaHbIzzbl. Timothy Rice atan etkeHzei,
My3blKa «HAKTbl KOHTEKCTE KOIKbIPJIbI
OipereiiikTi 6Py YIIiH epeKlile KoJanbl
KEHICTiK YCbIHbIM, GipereiiikTiH KontereH
KbIpJiapbiH 6ip Me3eTTe CUMBOJIAN
aJlaTblH MiHCi3 6eJri peTiHie KbiaMeT
erefi» (Rice 27). Ocbl MarbiHA/A KA3aK,
MEJIOIUSAJIBIK aPXETHITTEPi My3bIKAJIbIK
ofinay hopmyJianiapbl FaHa eMec, COHbIMEH
KaTap, Y’KbIMJBIK »KoHe KeKe OipereiikTin
APTYPJIi ieHTrerepin OefiHeIeHTiH
MOEHH 2KAATBIK TYPAKThl CHMBOJIIAPLI
peTiHje Jie Kbi3MeT eTejli. MyHaai Tocis
JbIOBICTBI Hipere ik TiH, TachbiMaJIayIbIChl
peTiHae KapacTbIpaTblH KeH ayKbIM/Ibl
MOJCHHETTaHYJIbIK YCTaHbIMAAPMEH

YHIECEI: «JIbIOBbIC 63i e OiperelJTiKTiH,
albIpbIM GeJITiJIepiH KAMTH/IBL. .. My3bIKa
aziaMmjiapMeH, OpbIHIaPMEH KoHe JI9CTYP
arblCbiMeH OalJiaHbICThl O0JIFAaHIA FaHa
)anjpanaapl» (Stokes 247).

Kasipri KazakcranHbiH Kpoce-
JKAHPJIBIK MY3bIKAJIbIK KEHICTIriHIe, SFHU
AKajieMUSIJIBIK, QOJILKIOPJBIK, TAHbIMAJIbI
3JICKTPOHIBI My3bIKa Katap eMip cypi,
©3apa bIKIaJIaCcaThIH XKar1ana,
MHTOHALMSIBIK aPXETHUIITED KbI3MET €Ty
MYMKiHAIKTEPiHiH 0/1aH 1a Ke€H ayKbIMbIH
kopcete/i. Oyap/bliH )KaHa KOPKeMJLIK
JKyHeJiepre eHriisyi Tikesed 1iurartasayaa
KaparaHja y»KbIMJIbIK My3bIKaJIbIK,

JKaJITa TepeH TaMblpJaHybIMeH Kobipek
aikbiHaanazbl. Lndpabik monenuer,
QJIEYMETTIK 2KeJliJiep MeH MYJIbTUMEIUAJIbIK
OpTa XKAFIAUbIHIA aPXETUIITIK
UHTOHALMsA/IAP KOOiHE KbICKA IbIOBICTHIK
(opmanapa KoJIaHbLIAIbl KOHE 2KeIe
MOJIeHH HHIEHTU(PUKALIUS (DYHKIIHSCHIH
aTKapajpl. MyHbIMEH oJ1ap/ibIH, podli
dJICIPEreH »KOK: KepiciHlle, XKaHa Meaua
KEHICTIKTI oJ1ap A9CTYPJli CeMaHTHKAJIbIK
KOJITap/ibl )KaHA MOJICHH KOHTEKCTTepMeH
VLITACTBIPbIM, KOChIMILIA 9pi KONKAGATThI
MaHepre ne 60Jabl.

Ocblnaiiiiia, Kazipri My3blKaJibiK KeHiCTiK
asicbIHJIa Ka3akK aHiHiH MHTOHALUSJIbIK
ApXETUIITEPiH TasAay OJlap/ibiH KbI3MET
eTYiHiH KOCXKAKTbl TAOUFATbIH AUKbIHIANIbL:
Oip »KarblHaH, oJiap JI9CTYPJi MY3bIKAJIbIK,
OWJIay/IbIH TePEH KaCHETTEPiH CaKTal/Ibl,
€KIHLLI »KarblHAH — »KAHA XKaHPJIbIK,
CTHJIBJIIK 2KoHe MeJIHaJIbIK XKaFaakiapra
uKkemai Typae Geltimaeneni. byn
KOCAPJIbIJIbIK apXeTUNITEPiH MOJIEHH pecypc
peTiH/ie TYPaKThIIbIFbIH KAMTaMachl3 eTeli
api 2KeJieJ1 MOJIEHH YKOHE TEXHOJOTHUSIIIBIK
e3repicTep KarialbiHAA OJIAPIbIH,
©3€KTIiJIirH caKTar Typabl.

Herisri TyxbippiMaap

Kasaxk aHiHiH MHTOHALMSJIBIK
APXETUITEPIH TAPUXU IAMY »KOHE
Kasipri HHTepnpeTauusasap TyPFbICbIHAH
JKYPrisiJIreH Tajuay osapAabliH A9CTYpJI
JKOHE aBTOPJIBIK MY3bIKaJIbIK [TPAKTUKaAArbl



KbI3MET €Ty epeKIleiriH alKblHIaNThIH
OipHewie Heri3ri Karuganapabl 6eJin
KepceTyre MyMKiH/iK OGepefi.

BipinuineH, MHTOHALMSIBIK apXETHTITED
aybI3Lla I9CTYp asiChIHAA KaJbINTACHII,
V?KbIMJIbIK My3bIKaJIbIK Ka/ITa OPHbIKKAH
TYPaKThl 9yeHiK-bIPFAKTBIK (hopMyJiaap
60J1bIT TaObIaAbl. OJap/AblH CEMaHTHKAJbBIK
JKYKTEMeCi — aKbIHIAbIK 6acTama MeH
gfieJiiepre ToH FYPBINTHIK KeLIeHHiH
apxeTunTik 6efiHesiepiMmer HaianbIChl
MHTOHALMSIBIK aPXETUIITEPre 2KaHPJIbIK-
CTHJILAIK KOHTEKCTE TAyeJICi3 63 MAaHBI3bIH
CaKTalTbIH MAJIEHH »Kajl OeJirijiepi peTinie
epekie MapTede 6epefi.

Exinwinen, XIX raceipaarb aybisiia
KoCiOH IDCTYp OYPbIH FYPLINTHIK KoHE
TYPMBICTBIK (POJIbKIOP/A 6Mip CypreH
KOITereH HHTOHALUAJDBIK Y/TiJIep apXeTHIl
JIeHreHine IediH KpUCTaJaHFaH KeHiCTiK
6okl [pJ1 oCcbl OpTasa apxeTUnTep
TYPaKTbl KyPbIBIMIBIK KaJIbII MeH
OPHBIKKAH CeMaHTHKaJbIK (hyHKLUsIIapra
ne 6oabin, XX-XXI racbipsiapaarsl Kaciou
JKOHE aBTOPJIbIK OH LIbIFAapPMalUbLIbIFbIHIA
MaHpbI3/Ibl peJl aTKapyblHA HETi3 KaJabl.

Yuwinuiinen, lanewr Pakpities, Akcesey
Ceiinim6ekoB, Antbin6ek KopazbaeBTbIH
3aMaHayH aBTOPJIbIK HAEPiH TaJay Keke
CTUJIBbAIH epeKIIeNiKTepiHe KapaMacTaH,
MHTOHAUMSAJIBIK YHBIMIACY, JaAThIK
KYPbLJIbIM 2KoHe 9YeH/IIK I1aMy IeHIeHiHe
JI9CTYPJIi MOHOJMAJBIK OMJIAy/IbIH HETi3Ti
KAaCHeTTepi caKTaJlaHaTbIHbIH KepceTe/i.
By kazipri MysbIKaJibIK IpaKkTHKa
JKaFanbIHIA A9CTYPJIi MHTOHALHSIIIBIK
JKYHeHiH cabaKTaCThIFbIH JIdJeIeH .

TepTiHlizeH, oyecKOMIbIK oH
LIbIFAPMALIBIIBIFLIHBIH, €19yip O6JIiri
KEHECTiK OyKapaJiblK *KoHe 3aMaHayH
3CTpaialibiK 9Hre ToH roMO(OH/IbI-
rapMOHHUAJIBIK OWJI1Ay KaFIaUbIHAA
KaJbinracazpl. bys xkarnarina apxetuntik
UHTOHALMSIAP ChIPTKBI OCTYPJi Oerisepid
caKkTaraHbIMeH, 03re JaA0(PyHKIIHOHAJIbIK
»KoHe pakTypasbiK yilbiMaacy eH6epine
TepPEeH KanTa nanbIMAAyFa yulblpanbl.
OyeH/li TapMOHUSIJIBIK TYPFbIIAH TYCiHY
OarbITbIHBIH, KYLLIEI0i HHTOHALUAJIBIK 2KaaThl

caKTa# oThIphIMN, Oipak 6acKa My3bIKaJIbIK
JKYHEeHiH 3aHapbl O0HUbIHILA dpeKeT
eTeTiH apXeTHNTIK hopMyJianap/biH KaHa
HYCKaJlapbIHbIH Maiaa O0JyblHA aJIbIM
KeJie/.

BecinuiisieH, 3THO-PbloxkH, world
Mmusic, aBTOPJIBIK »KoHEe 3JIEKTPOH/IBIK
My3blKaHbl KAMTHTbIH KasaKcTaHHbIH
Kasipri Kpocc-2KaHpJiblK MY3bIKAJIbIK
OpTachl MHTOHALMSANBIK apXeTHIITEPLiH,
JKOFapbl OeHiMAETIIITIMH KOpceTe/l.
LndpabiK MoaeHHeT KaraaibiHia
APXETUITIK MHTOHALIMAJIAP KaHA Melna
KeHiCTiKTepiHe 6esceH i KOJIaHbIIbIM,
MOHEPJIi KoHE CeMaHTHKaJbIK OeJrisep
KbI3METiH aTKapy/ibl »KaJaracThipajpl. by
0JIapJIbIH MOJIEHHU POJIiHiH KeHEHTeHiH
9pi AMHAMHUKAJIbI KOPKEMIIK OpTala
TYPAKTLI/IbIFbIH aHFAKTANHIBL.

Ocblnaiiia, Ka3ak oHiHiH HHTOHALUAJIBIK
APXETUNITEPI ADCTYPJli CEMAHTUKAJIBIK
(hYHKUHMSIaPBIH CaKTall OTHIPbIT, XKaHA
JKQHPJIBIK, CTHJIBLIK ?KOHE TeXHOJOTHSAJIBIK
JKargaliapMeH WwapTTaJjFad
TpaHcopmalusira KaGineTTiirin Katap
kopcete/i. TypakThlIbIK MeH 63reprilTik
apacblHaarbl OyJ1 KocapJibl/blK OJ1ap/iblH
Ka3ipri MaHbI3bIH alKbIHAATM, OoJlaliaK
3epTTeyJep YILUiH 9JIeyeTiH apTThipa TYCei.

KopbITbiHAbI

JKyprisisiren tanaay Kazak oHiHiH
MHTOHALMSJIBIK apXeTHUIITePi Kas3ipri
»Karjganaa cakTadbln KaHa KouMa,
TpaHcopMaluAIaHaATbIH, TOCTYPIIH TepPeH
SMOLMOHAJIIBI-MaFbIHAJBIK KabaTTapblH
OeliHeNedTiH MoJIeHH Kajl Hesrisepi
peTiH/e KbI3MET eTeTiHiH alKbIHAayFa
MYMKiHIiK Oepeni. OJiap/biH TYPaKThlJIbIFbI
MeJIOIHSIIBIK (hopMyianapibIH,
63repMEeHTIHAIrIMEH eMec, KepiciHuie,
V2KBIMJIBIK YKaJIThIH, OipereiliKTiH KoHe
MO/ICHHETKE TOH SMOLMOHAJIABIK KOATBIH,
TacbiMaJiayLblIapbl PeTiHIe KbI3METiHIH,
CaKTaJ/lybIMEH KepiHe.i.

3eptrey KopceTkenei, XIX-XX
FACBIP/bIH OaCbIHAFbl aybl3LlIa KaciOu
Jactypre 6arbiTtanran Jlaneun Pakpiiies,
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Akceney Ceiliim6eKoB, ANThIHGEK
Kopas6aeB cusKTbl aBTOpJIapiblH,
LIbIFAPMaLbIJIbIFbIHAA UHTOHALMSIIIBIK,
apXeTUITEP O3[EPiHiH JAAThIK HETi3iH Je,
(byHKLMOHAJIBIK MiHJIETiH JIe caKTal/1bl.
Ous1ap KypblJIbIMIBIK KoHE CeMaHTHKAJIbIK
TipeK KbI3METiH 2KaJ/JFaCThIPbII, J9CTYPJI
My3bIKaJIbIK OHJIayblH cabaKTacTbIFbIH
KAMTaMAacChl3 €Te/li 2KoHEe aBTOPJIbIK 9HHiH
MOJICHH 2KaJlleH IMaJorta 00JybIHa
MYMKiHIiK Oepei.

KeHnectik 6yKapaJibik KoHe 3aMaHayu
9YECKOUJBIK 9Hep KOHTEKCTiH/Ie
apxeTUnTep o3re (yHKIHMOHAIBIK - CTHIIbIK
KEHiCTiKKe ayblCThIPbI/Iajibl, MyH/Ia OJ1ap/iblH,
MHTOHALMANBIK OeliHeci TaHbIC KyHiH/e
CaKTaJ/JIFaHbIMEH, XKaHa MarbIHAJIbIK 2KoHe
KYPbIJbIM/BIK Ma3MYHMEH TOJIBIKTbIPbIIA/IbL.
Kenectik 6ykapasblk oH bIKNaJbIMEH
KaJIbINTacKaH roMOOH/Ibl-TapMOHHSIJIBIK
OlJIay apXeTUIITIK MUHTOHALUSIIAPAbIH,
KBI3MET eTy TaCiJAepiH e3repTei, anania
0J1apJIbIH CEMaHTHKAJIBIK 63eTriH Oy30aipbl.
HMuTonauusiibik popmyanap MoHepJi
OeJriziep KbI3MEeTiH »KaJracTbipapl, 6ipak
OyJ1 eHli 6acka »Kykfe — MEeTPOPUTMILIK
TYPaKTbI/IbIK, FAPMOHHSIJIBIK aybICyJlap »KaHe
AKKOPJATBIK JIOTHKA LIeHOEPiHJIe XKy3ere
acaupl.

AxaneMusbk, HOJbKIOPJIbIK,

TaHbIMAJI KOHE 3JIEKTPOHJIBIK

My3bIKaJbIK TPAKTHKAHbl KAMTHThIH
Kazipri KazakcTaHHbIH KpOCC-2KaHpJIbIK
KEHiCTiri HHTOHALUSJIBIK aPXETUIITE PJLiH,
JKOFapbl OCHIMACITIIUTITH KOpCeTe/.
OunapbiH, GyHKIMOHAJIBIK 6pici
Kbicka GeiiHedpopmarTap, LUQPPJIbIK
aynrnodparmMeHTTep XKoHe
MYJIbTHMOJIAJIbbl KOHTEKCTTEP
CHUSIKTbI 2KaHa MeJIMa opTa TypJiepiH
KaMTH OThIpbIT KeHelemi. Ochl
JKaFaanaapia apxeTUIITiK HHTOHaLUs1ap
03 MOJIeHH MarblHACBIH caKTak OThIpbIII,
0acka KepKeMJIiK KOHTEKCTITEeH XKoHe
KaObl11ay/IbIH »KaHa opmasnapbiMeH
e3apa apeKeTTecy apKbl/bl KOCbIMILIA
MarbIHaJbIK KabaTTapra ue 60Japl.
Ocblnaiiia, Ka3akThIH 9H 19CTYpi
MHTOHALMSIIBIK apXETUIITEP/li caKTan
KaHa KOMMaH, CTUIBbIIK KoHe
TeXHOJIOTUSJIBIK »KaF1akiapra
uKeMmJi Typae 6ellimaen any kabineTtin
Jie kopceresi. Bya nuToHAUMSIBIK
apXeTUNTEeP/ Ka3ipri oH TisiH
KaJlblIITacThIPy/bIH MaHbI3/lbl peCypChiHa
allHaJABIPbIN KaHa KoWMaM, oJapapl
aBTOPJIBIK ’KOHE 9yeCKOMJIbIK 9H
caJlacblH/a, COHal-aK, Kpocc-
JKaHPJIBIK 63apa bIKNAJAACTBIKTAap MEH
MeaTpaHcopmalusiiay aschbiiia
HoJialliak 3epTTeyJsep YUliH dJ1eyeTTi HbicaH
peTiHe auKbIHAANIBI.



KA3AK MY3bIKANbIK O9CTYPIHIH APXETUNTEPI: oH - MOJEHW XA PETIHAE

ABTOpnapabiH yneci:
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I'ynoHap A6aupaxmau, Apman )Kyne6aen

Kasaxckasi HalnoHasbHast akajeMust uCKyccTB nMmeHn Temup6eka YKyprenosa (Anvater, Kasaxcran)

NECHSA KAK KYJIbTYPHAS MAMATb: APXETUMbI KASAXCKOM MY3bIKAJIbHOW TPAOULIUN

AHHOTaums. VccnenoBaHne NOCBALWEHO aHaNM3y MHTOHALMOHHbIX apXETUMNOB KAa3aXCKOW MeCHM Kak
YCTOMYMBBIX MENOAUKO-PUTMUYECKMX CTPYKTYP, COXPAHSIOLLMX CBOK CEMAHTUYECKYH 3HAYMMOCTb B
COBpPEMEHHOM My3bIKaJIbHOM NPOCTPaHCTBe. AKTyanbHOCTb paboTbl 00ycnoBieHa He0BX0AMMOCTbIO
BbISIBIEHUS MEXAHM3MOB NPEEMCTBEHHOCTU MeXAay YCTHOW TpaamLumelt M aBTOPCKMM NeCHETBOPYECTBOM
XX-XXI BekoB, 4TO HanpsMyHo CBS3aHO C NPOBAEMOW COXPAHEHUS KYNbTYPHOMU MOEHTUYHOCTU B
yCNOBUAX rNOBANbHbIX CTUNEBLIX M MeauiHbIX TpaHchopmaumii. CtaTbst NPOAOMKAET UCCELO0BAHMS

B 0671aCTU MHTOHALLMOHHOW TEOPUU, HONbKIOPUCTUKM U STHOMY3bIKONOTUM, 3a/I0XKEHHbIEe b.
AcadbeBbiM, M. 3eMuU0BCKMM, E. Ha3aMKMHCKMM M Ka3aXCTaHCKOM 3THOMY3bIKOBEAYECKOM LUKONOW

(C. EnemaHoBa, b. KokymbaeBa). Llesibio uccie008aHus ABNSETCS BbiSBNEHWE 3aKOHOMEPHOCTEN
COXpaHeHWs U Npeobpa3oBaHUS MHTOHALMOHHbBIX aQPXETUMOB Ka3aXCKOM NeCcHU B COBPEMEHHOM
My3bIKaNbHOWM MPaKTUKeE, NPeLCTaBNEHHOW NeCHEeTBOPYECTBOM CaMOAEATENbHbIX U NPOdECCUOHANbHbIX
aBTOPOB. 33,341 paboTbl BKNHOYAKOT OMMCAHUE UCTOKOB, UHTOHALLMOHHO-PUTMUYECKOW CrieuuduKu
apXeTMnUYeckux CTPYKTYyp, CONOCTaB/IeEHNE TPALMLMOHHOIO M aBTOPCKOrO My3blKalbHOrO

MaTtepuana C Lenbto BbISIBNEHWUS apXETUMOB M ONpeaeneHns oCobeHHOCTeN nx GYHKLMOHUPOBAHMS

B Pa3/IMYHON CTMNEBOM cpeae. Memodosioausi 06beAUHAET MHTOHALMOHHbIV aHan3, CpPaBHUTENbHO-
TUNONOTUYECKUIA MOAXOL M CEMUOTUYECKMIA METOL, KOTOPbIE MO3BOJISIOT MPOCAEAUTb reHeTUYeckune
KOPHMW MHTOHALMOHHBIX apXETUMOB B HAPOAHO-NECEHHOM KYNbTYpe, UX CTPYKTYPHble 0COBEHHOCTH

1 TPaHCHOPMALMIO B HOBbIX XY[LOXXECTBEHHbIX YCIOBUSX. B Xone nccnenoBaHus onpeaeneHo, 4to

[1Ba K/IOYEBbIX apXETUNA Ka3axXCKoW TPaAULIMOHHOW NeCHW — akbIHCKas Menoauyeckas Gopmyna

1 06pAA0BbIA MHTOHALMOHHBIA KOMMNEKC, 3adUKCUMPOBAHHBIE KaK 3BYKOBbICOTHbIE, N1aA0BbIE U
CTPYKTYpHble Moaenu uccneposatenem C. EneMaHoBOW, aKTMBHO (DYHKLIMOHUPYHOT B Ka3axCTaHCKOM
neceHHou npaktnke XX-XX| BekoB. ABTOpaMM Ha KOHKPETHbIX 06pa3Liax Ka3axCcKoM NeCHU NOKa3aHbl
BapMaHTbl UX MOAMDUKALMIA B aBTOPCKOM M CaMOAesTeNbHOM necHeTBopyecTBe. [IMCKYCCMOHHAs

4acTb paboTbl 060CHOBLIBAET MPUPOAY APXETUMMUYECKON YCTOMYMBOCTM M ONpPeaenseT HanpaBaeHus
afanTauumM MHTOHALMOHHbIX apXETUMOB B YCI0BMSAX FOMO(OHHO-rapMOHMYECKOTO MbILUIEHWS, MaCCOBOM
KYNbTYpbl U KPOCOKAHPOBOr0O B3aMMOLENCTBUS. B MTOroBOW 4acT nccneaoBaHns KOHCTaTUpPyeTCs
BblCOKasA 3HA4YMMOCTb MHTOHALIMOHHbIX apXETUMOB Kak HocuTenemn KyﬂbTypHOﬁ NaMATU U Bblpa3nUTENbHbIX
KOA0B Ka3axCKOWM My3bIKasbHOM TpaauLUmu. NpakTuyeckas LeHHOCTb MCCNef0BaHMS 3aK/4aeTcs

B BO3MOXHOCTM NPUMEHEHUS ero pe3y/bTaToB B 3STHOMY3bIKOJIOMMM, KOMNO3UTOPCKOM NPaKTUKe,
My3bIKa/lbHOM 06Pa30BaHUM U B MEXAUCLMMIUHAPHBIX MCCIEL0BAHUAX.

Knioyesoie cnoea: necHs, My3bika, TPAAULMOHHAS KYNbTypa, KYNbTYPHAs NaMsTb, MENOAMUS,
WMHTOHALMOHHbIW apxeTun, GonbKIop.

Ana yumuposanus: AbampaxmaH, lynbHap, 1 ApmaH Xynebaes. «[ecHs Kak KynbTypHas NamsTh:
apXeTunbl Ka3axCKoM My3bikanbHOM Tpaauummuy». Central Asian Journal of Art Studies, 7. 10, N24, 2025,
c.16-34,D01:10.47940/cajas.v10i4.1141

bnazodapHocmu: ABTOPbI BbipaxatoT 6iarofapHocTb pegakumm «Central Asian Journal of Art
Studies» 3a NMoMOLLUb B NOArOTOBKE CTAaTbU K I'Iy6}1VIKaLI,l4VI, d TaKXX€ aHOHMMHbIM peLeH3eHTaM 3a
BHMMaHWE U MHTEPEC K UCCNeL0BaHMIO.

Asmopsl npodumanu u 0006punu OKOHYamMesbHblli 8aPUAHM pyKonucu U 3ase/som 06 omcymcmeauu
KOH@IUKMA UHMepecos.
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SONG AS CULTURAL MEMORY: ARCHETYPES OF THE KAZAKH MUSICAL TRADITION

Abstract. The research is dedicated to the analysis of the intonational archetypes of the Kazakh
song as stable melodic and rhythmic structures that retain their semantic significance in the modern
musical space. The relevance of the work lies in the need to identify the mechanisms of continuity
between the oral tradition and the creation of original songs in the XX-XXI centuries, which is
directly related to the problem of preserving cultural identity in the context of global stylistic and
media transformations. The article continues the research in the field of intonational theory, folklore
studies, and ethnomusicology established by B. Asafiev, |. Zemstsovsky, E. Nazaikinsky, and the Kazakh
ethnomusicological school (S. Elemanova, B. Kokumbaeva). The aim of the study is to identify the
patterns of preservation and transformation of the intonational archetypes of the Kazakh song in
modern musical practice, as reflected in the song creation of amateur and professional authors. The
objectives of the work include describing the origins and the intonational and rhythmic specifics
of the archetypal structures, and comparing traditional and authorial musical material to identify
archetypes and determine the features of their functioning across various stylistic environments. The
methodology combines intonational analysis, a comparative-typological approach, and a semiotic
method, which allow tracing the genetic roots of intonational archetypes in folk song culture, their
structural features, and their transformation under new artistic conditions. The study determined
that two key archetypes of the Kazakh traditional song-the akyn’s melodic formula and the ritual
intonational complex-which were fixed as pitch, modal, and structural models by the researcher S.
Elemanova, are actively functioning in Kazakhstani song practice of the XX-XXI centuries. The authors
demonstrate, using specific examples of Kazakh songs, the variants of their modifications in authorial
and amateur song creation. The discussion section of the work substantiates the nature of archetypal
stability and defines the directions for the adaptation of intonational archetypes in the context of
homophonic-harmonic thinking, mass culture, and cross-genre interaction. The concluding part of
the research states the high significance of intonational archetypes as bearers of cultural memory
and expressive codes of the Kazakh musical tradition. The practical value of the research lies in the
possibility of applying its results in ethnomusicology, compositional practice, music education, and in
interdisciplinary studies.

Keywords: song, music, traditional culture, cultural memory, melody, intonation archetype, folklore.
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roJ10C 10MbPbI
CKBO3b BPEMSI:
®OHOIN'PAMMAPXHUB H
NCITOJIHUTEJIbCKOE
HACJIEJUE

AXMETA )KYBAHOBA

JKaiinapryiab Kasbioekosa', Acblinoek Kenurecos?

'Kasaxckasl HaLHOHa/bHAST aKajleMHsl HCKyceTB uMetn TemupGeka YKyprernosa
(Anmarsl, Kazaxcran),

*Kasaxckasi HaloHasIbHast KOoHcepBaTopist nMeHn Kypmanrasst

(Anmartbl, Kazaxcran)

AHHOTaums. AKTYanbHOCTb LaHHOM Ny6aukaumm obycnoBneHa aHanM3oM apXmBHbIX GOHOrpaMM3anucei,
NPpUHAANEXALLMX BbIAAIOLEMYCS AEATEN0 Ka3aXCKOM My3bIKaZIbHOM KyNbTypbl U HAyKW, aKafeMuUKy
Axmety KyaHoBuuy YXybaHoBy. B kauecTBe uccnenoatens, AMpuxépa U komnosuTtopa AxMeT XXyb6aHoB
BHEC 3HAYMTENbHbIN BK/1AJ, B Pa3BUTME KAa3aXCKOro My3blKalbHOTO UCKYCCTBA, YTO LeNaeT M3yYyeHne ero
MCMOSTHUTENBCKOTO HAaCNeAMs BaXKHOW 3a4a4eil COBPEMEHHOM My3blkoBea4eckol Hayku. Llenb ctatbn -
Hay4YHO 060CHOBATb M [LOKYMEHTANbHO NOATBEPAUTL MCMONHUTENBCKMIA cTaTyc AxMeTa XKybaHoBa Kak
UCMONTHWUTENS KIOEB Ha OCHOBE aHaNM3a apXMBHbIX UCTOYHMKOB, @ TAKKE BbISIBUTb M OCMBIC/IUTL POSb
apXMBWCTa B NpoLieccax GuKcaLuum U cucTeMaTnsaLmmn AaHHbIX, obecneynBatoLmx BepuduKaLmio u
HayYHY NerMTMMaLLmMio JAHHOTO UCMOMHUTENBCKOTO CTaTyca. B 310l CBA3M B CTaTbe CTaBATCS Crenytolme
3apaum: 1) BbISBUTH KOMMNETEHLIMM apXMBUCTA B UCTOPUYECKOM pakypce; 2) onpeneneHue ponu
Hay4Horo cotpyaHuka @oHorpaMmmapxuea npu MHCTUTYTE pycckoid nuTepaTypbl Poccuiickoi akagemmm
Hayk — Codumn Marug B hukcaumm kroes B ucnonHeHun Axmeta XXyb6aHoBa; 3) aHanm3 NacnopTHbIX
[LaHHBIX LMAMHAPOB; 4) 060CHOBaHME NMOCPELCTBOM MOAMMHHO AOKYMEHTUPOBAHHbIX GaKToB

«AxmMeT XKy6aHOB — UCMONHUTENb KIOEB Ha AoMbpex». Memodsl. B nccnenoBaHuu 6bi1 MCNOAb30BAH
CPaBHUTENbHO-UCTOPUYECKMIA METOA, (QHAIM3 KOHTEKCTA MCTOPUYECKMX COBBITUIA M apXMBapUYCOB,
BKJ/IOYEHHbIX B NPOLLECC aPXMBUPOBAHMS): NPEACTABIEHA NPELbICTOPUS MOSBNEHUS 3TUX KIOEB,

HauuHas ¢ pestenbHocTn MoHorpamMmMapxmBa npu MHcTuTyTe pycckoit nautepatypbl (MywKUHCKWiA Jom)
Poccuitckoit akapemMum Hayk, roe MHorue rogpbl pabotana Codus JasuoosHa Marua-3kmekyu. Ytobbl
MOHSATb BKNAL XpaHUTeNs 1 cobupatens apxmea, B CTaTbe PacKpbiTa CYLYHOCTb MOHATUS JIMHHOCTH
ApxuBapuyca, ocMblCneHbl GYHKLMOHANbHbIe 0COBEHHOCTH, MPOsSIBNEHHbIE B paboTe AaHHOM npodeccuu;
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COOTHECEHbI (PaKToNOrMyeckme, NybaMumMcTUYeckne AaHHble, NPOaHANIM3MPOBaHbI KapToTeka, hopMynspbl,
3anucaHHble B 1934 ropy. Komniekc Hay4yHbIX METOAOB: UCTOPUYECKUI, SBPUCTUHECKUIA, KOHTEHT-aHANU3,
QHANIUTUYECKUI, KPUTUYECKUI, apXeorpaduyecknin, MeTo BepuduKaLmm, UCNONHUTENLCKUI aHaNus3,
NOABOASAT K Pe3y/ibmamam UccnefoBaHus, rae paccMaTpuBaeTCs BaXKHOCTb GOHOrpadnyecknx 3anucen
KtoeB, caenaHHbix Axmetom KyaHoBmuem XKyb6aHoBbiM B 1930-x ronax. [locTOBEpPHOCTb CBELEHUH,
MOATBEPXKAAIOLMX Ero y4acTue B ayAn03anucu, He Bbi3bIBae€T COMHEHMUM, Tak Kak OCHOBAHO Ha (akTax
ero 0byyeHus B CaHkT-lleTepbypre. 3TM XpOHONOrMYECKME PaMKH, 3aKpennéHHble B bubnanorpadmnyeckmx
MCTOYHMKAX, MOATBEPXKAAIOTCS 3anncsaMmu MHBeHTapHOM kHurn @oHorpammapxuea npu UP/TA PAH.
BkntoyeHMe JaHHOTO acnekTa B XapaKTepUCTUKY ero MHOFOrpaHHOW AesTeNbHOCTU CBUAETENbCTBYET

0 TOM, 4To AXMeT XKyb6aHOB SBNSNCS He TONIbKO MCCNefoBaTeNeM, HO U MPAKTUKOM, HEMOCPEACTBEHHO
Y4aCTBOBABLUMM B COXPAHEHWUMU M MOMYNSPU3ALMM KA3aXCKOrO My3blKalbHOTO MCKYCCTBA.

Knioyeswie cnosa: Apxmsapwuyc, Xpanutens apxmsa, @oHorpammapxus, Codus Marna, Axmer
Kyb6aHos.

Ans yumuposarus: Kazbibekosa, XXanaaprynb, u Acbinbek KeHurecos «lonoc LoMbpbl CKBO3b BpeMS:
@DoHOrpaMMapxuB 1 UCMONHUTENbCKOe Hacneame AxmeTa XXybaHoax. Central Asian Journal of Art Studies,
T.10,N2 4,2025, c. 35-52, DOI: 10.47940/cajas.v10i3.1003

bnazodapHocme: ABTOpbI CTaTbM BbIpaXatoT bnarofapHoOCTb BceMy Konnektney MoHorpaMmmapxuea
NPT PAH v otaenbHas 6narofapHOCTb KaHAMAATY UCKYCCTBOBEAEHMS, CTapLUEMY Hay4YHOMY COTPYLHUKY,
3aBeqytollern @oHorpaMMapxmMBoM, uneHy MexayHapoaHoro MysbikoBeayeckoro obuiectsa — IMS
(International Musicological Society) CBetnaHe BuktoposHe Noape3oBoii.

Asmopbl npoyumanu u 0006punu OKOHYamMesNbHbIL 8aPUAHM PyKONUCU U 3as8/som 06 omcymcmeuu
KOHG/IUKMA UHMepecos.

Beepnenue COCTaBJIEHHE KaTaJloroB U X COXPAHHOCTb.
Ecnn okyHyTbCSl B UCTOPHIO 3TOH

eJlb MCCJIe/IOBaHHsT — BBECTH npoeccHu, To CMbIC/ M 0003HaYEHHE
LLB HayuHbI 060POT HOBbIE BbllLLIEePEeUHCIEHHbIX TEPMUHOB OJIUH —
apxuBHble MaTepuasbl u3 MPJIN «XpaHUTEJIb aPXUBa>».
PAH', nemoHcTpupytolie 1oM6poBoe B Poccuiickoit Mimnepuu nepsbie
MCTOJIHUTEILCKOE TBOpUYeCTBO AXmeTa MPeICTaBUTE/H STON MPOPECCHH MOMYUHITH
JKy6anoBa. OGbeKTOM HCC/1e10BaAHUS Ha3BaHHe «aKTyapHyc», 9Ta Oblla
siBJIsieTCsl (POHOrpaMMapxHB, Kak 3aHMMaemasi 10JKHOCTb cyleOHOro Muclia,
MHCTUTYLIMOHAJIbHAS U HCTOYHUKOBAst 6a3a,  KoTopas Oblla BBeJeHA HMIIEPATOPOM
a TakXKe poJib apxuBapHyca B npotiecce [Terpom 1 (XVIII B.). B kaxaom
COXpaHeHHsl U U3YYEeHHUs] My3bIKaJIbHOTO rocyfapCcTBeHHOM opraHe AKTyapuycom
Hacsiemusi Axmera yKy6anosa. [Ipeamer BEJIACh 3aMMCh U 3aHOCHJIACh B PeeCTp
ucese1oBanust — (hOHOrpaMM3arucH KioeB CY/I0TIPOM3BOJCTBA. 3aTeM ero 00s13aHHOCTH
B ucrosHenun Axmera Ky6aHoBa u ux pacUIMPHIIUCh, U TpoheccHst NoJydmIa
NacrnopTHO-YUETHbIE XapaKTePUCTHKH. Ha3BaHue ApxuBapuyc, B PyHKIIHIO

PaboTHuK apxuBa WK Kak MPUHSATO KOTOPOT0 BXOJIUJIO TLLATeJbHOE U OepexKHoe
€ro Ha3blBaTh «ApXUBapHYC», HHOTJIA XpaHeHHe CBEACHUH M O BbIIAIOLLIUXCS
«ApxuBarop», nMo3:xe « ApXUBUCT>, TOr0 BpEMEHH y4eHbIX, KOMII03UTOpaX,
3aHUMAETCs] MHOTO(YHKIIHOHAJILHOH XYJIOXKHUKOB M MH.JIp”.
paboToH, BKJOUaoLlEel Takue PopMbl,
Kak rnpuem, o6paboTKa U pacrpeeseHne '"MHCTUTYT PyCCKOM JINTEPATYPbl
JIOKyMEHTALIMH 110 XPAHWJIHILLY, TJIe (ITymkunckuii lom) Poccuiickoit akageMuu
HayK.

BeJleTCs 06513aTe/IbHbIA yUeT — 3TO0



B Hauasie XX Beka Ha TeppUTOPHH
MIOCTCOBETCKOr0 MPOCTPAHCTBA aKTHBHO
MPOBOJUJIUCH STHOMY3bIKOBEUECKHE
MCC/IeIoBatysl, HanpaBJ/eHHble Ha c6op,
(uKcalmio U apXMBUPOBaHHe 00pa3LoOB
My3bIKaJIbHOTO (hoJibKopa. Kazaxckas
TpaJMIMOHHAs My3blKa TaK:Ke TIPUBJIEKaIa
BHUMaHHEe KaK OTEYEeCTBEHHBIX, TaK U
3apybexkHbIx uccaenopateneit. [Tomumo
TOJIEBBIX SKCIEULINH, OCYLIECTBJ/ISN0ChH
JIOKYMEHTHPOBaHHE (hOJIbKJIOPHOTO
mMarepuaJsa B CTallHOHAPHbBIX YCJIOBHUSIX.
OnHum 13 Takux Mect 6bl1 MiHeTHTYT
pycckoti uteparypsl ([ lymikunckus Jlom)
Poccnrickoit akanemun nayk (MPJIN
PAH?®). Pornoepammapxus — xpaHuiuiie
3BYKOBBIX (DOJIbKJIOPHbBIX 3aMTMCeH HApOI0B
mupa, pyHkunonnponasn ¢ 10 mast 1934 r.
no 23 despans 1957 r. Bo BTopo#i yetBepTH
XX Beka npu uHctutyTe padorana Codus
JlaBuioBna Marui-OKMeKUH — COBETCKHI
eBpelCKUi sTHOrpad 1 (POJBKIOPHCT
(1892—1954).

«IToctynuaa na pa6oty B
JieHuHrpanackuii PoHorpaMmMapxus B
1931 r., Oy/1yuH y»Ke B 3pesioM Bo3pacre,
MMesi 3a MJjae4aMu KOHCEPBAaTOPCKoe
oOpasoBaHue (10 Kjaaccy posiJist), ro/ipl
3aHSITUI KOHIIEPTHOH U MPErnojaBaTesbCKou
JeATe/IbHOCTbIO, yueOy Ha BbICIIHUX Kypcax

2CoBpeMeHHOe Ha3BaHUe CIelHaNbHOCTH

— apxuucT. Haunnas ¢ 2002 rona

BCe apXUBUCTHI exkeroaHo 10 mapTa
OTMeyaloT npodeccroHabHbIH MPa3IHUK.
Ero 06513aHHOCTH TaK2Ke CBA3aHbI C
JIOKYMEHTOBEJIeHHEM, aDXUBOBEECHHEM,
My3eeBeJeHHeM B OGUOJIHOTEKAX, B
JIeJIONPOU3BOACTBEHHOM chepe, rie ApXUBUCT
KOMIETEHTEH B COCTaBJIEHHH CIIPaBOYHO-
MIOUCKOBBIX CHCTEM, HMeET HaBbIKH
pecTaBpUPOBAHUS JOKYMEHTOB, BEICTYTIAET B
KauyecTBe sKcrnepTa GyMmar 1o onpeieaeHuto
NPAKTHYECKOH MJIH MPHUKJIAJAHOH LIEHHOCTH.
8910 o1HO U3 HayuHbIX yupexKaeHui,
NoABEeOMCTBeHHOe MUHHUCTEPCTBY HAyKH

U Bbiclero o6pasoBanus u Poccuiickoi
aKaJeMHH HayK. B cTpyKTypy KOTOpOro
BXOJAT HAYYHO-HCCJ/E0BATENbCKHE OTAECbI,
LLeHTPbI, TPYMIbI U 1a60paTOPHH, a TAKKe
Jlutepatyphblii My3e#, PykonucHblil oTaea 1
donorpamMmapxus.

Puc.1 C. Marun

MCKyccTBO3HaHUs [ocynapcTBeHHOTO
uHcTuTyTa Mctopun uckycers (IMHUN),
HayaJIbHbIH OTIBIT HCCJIE0BATENbCKON

1 COOMpaTe/IbCKOH paboTbl — B

KayecTBe BHELUTATHOTO COTPYAHHUKA TPH
Donbkaoproit cekunu I » (ITetposa
148).

B xapakrepucThke «ObIBLIErO cTapiiero
HayuHoro coTpyaHuka» Codun Marun,
cocrasJienHo# B 1950-M, B yacTHOCTH,
roBopuJiIochk: «Xapaktepusyst paboty C.
JI. Marup B uesiom, cieyeT ckasaThb,
4TO €€ HayuHble HHTEPECHI LU MO
CJIeIOLLMM HalnpaBJeHUsIM: coOMpaHue
1 M3yueHue eBpeicKoro oJbKIopa, ..».
(Hdoxymentsl mo @oHorpammapxusy, J.

8) (ITetposa 148), a takxke cobupanue
porvkropa Hapodos Cosenckoeo
€0103a. JKCNEUIHUOHHYIO IEITEBLHOCTh
1 My3bIKOBe/luecKHe neeseopanus C.

JI. Maruj, kak goJibKJIopUcTa, AeTaabHO
oxapaktepusoBasia Hatasnbs JimutpresHa
CgetosapoBa (CseTozapoBa).

AHasu3 roloBbIX 0TYETOB
CBHJIETEJILCTBYET O TOM, UTO B 0OSI3aHHOCTH
XpaHuTeJisi BXOJUT U TaKasl PyTHHHas!
paborta, Kak « Peructpatius HOBbIX
nocryrnieHni GoHorpammapxusa»,
«Hakuneiika HoMepoB Ha KOPOOKH H
cMeHa crapbix Kopo6ok (1500 Bas)»,
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«3anosiHeHHe oOLIUX pas/ieoB KapToyek
HayuHoro onucanus (240 kapTouek)».
CaiencTBHEM 3TOH apXUBHON paboThI cTasa
cratbs1 C. JI. Marup, He yrpaTtusiuas
CBOEr0 3HAUEHHUS JI0 HACTOSILLLETO BPeMEHH
«Cnucok cobpanuit PoHorpammapxupa
DosnbkaopHo cekuun MAD* Akanemun
nayk CCCP» (Marupn).

MeToabl

B xoze ncenenoBanus npuMeHsiics
KOMIIJIEKC METO/I0B HayYHOTO aHaJ/In3a,
BKJIIOUAIOLIMH MCTOPUUECKUH (H3yueHHe
dyHKLMH PoHOrpaMMapxuBa),
IBPUCTHYECKHH (MTOMCK M TTOJTydeHHe
HOBO#H MH(MOPMAL|H ), KOHTEHT-aHAJN3
(KOMTJIEKCHBIH aHAJIN3 COJIe PKAHUS
JIOKYMEHTOB), apxeorpacduuecku
(KOMMEHTHpPOBAHHE U COXpaHEHHE
OpUTHHAJIbHOTO (hopMaTa apXMBHBIX
JIOKYMEHTOB ), KpUTHUECKHH (ITpoBepKa
aBTopcTBa poHO3anuce ), METOJ
BepuUKaIKK (TIOATBEPKICHHE
JIOCTOBEPHOCTH TOJTyYEHHbIX JaHHbIX ) U
MCIOJIHUTE/IbCKO - CTHIMCTHYECKAsT OLIeHKA
(aHaJIM3 My3bIKAJIbHOT'O HCTIOJIHEHHUS ).

MaTtepuansi

«Bcero, 1o JaHnHbIM KaTtaJiora KoJijleKIUH

donorpammapxusa, C. JI. Maruz (4actuuto

C JIPyrHMH coOHMpaTesisiMu ) ObLJI0 3arHCaHO
590 doHorpacduuecKUx HUJIMHIPOB —
1742 3anucu npousBeleHHI Pa3IMUHbIX
(hOJILKIIOPHBIX )KAHPOB, B OCHOBHOM
MeCeHHbIX, — OT rnpejcTaButesiei 18
HapomoB». BOT Kak BLINISIUT 3aMUCh

B KaraJsiore: « Cmydutinoele 3anucu

1934 e. 8 Jlenunepade (kasaxu).
Cobupameans C. /. Maeud (10

sanuceil: necnu, Hauepoiuiu). — Koa.
113, ®B 3607—3610.» (IletpoBa

155). 3anucu, 3apukcupoBaHHble B
MHuBenrapHoil knure Ne 8, rnpegocraBJsior
1leHHY0 HH(OPMALHIO O TOM, UTO B

1934 200y 6bir ocywecmenén coop

u dokymenmuposarue obpasyos
Kasaxcko2o ¢oroKaopa.

- ¥, Ay
e AYBL-23GY8

wiieE

Puc. 2 «<MuBentapuas kuura Ne 8»

O6cyxpeHue

MMeHHO Ha 1aHHYIO MHBEHTAPHYIO KHUTY, a
TOUYHEe — Ha cojJieprKallyecst B Hell 3aIicH,
BIIEPBbIe yKa3aJ B cBoel cTaThe JKapKbiH
[ITakapumoB. B ¢Bsi3u ¢ 3TUM B pamKax
HACTOSIIIIETO HCCTeN0BaHUs (DOPMYTHPYETCS
CJICMYIOLIMH HCCJIeI0BATEbCKUN

BOIIPOC: KaKUe COBOKYNHble NPUSHAKU
apxu8Ho2o onucarus (NacnopTHbie

noJisi, UHBEHTapHbIe 3aMUCH, OTMETKH
XpaHWUTEJIs1) NO3B0AAION OOCMOBEPHO
uoeHmuuyupo8anb UCNOAHUMEAS.

U QOKYMEeHMaibHO nO0msepounts
Gpakm ucnosnumenrvckoll npakmuxu A.

JKybarnosa: «B 1974 rony no npsimomy

nopydeHuto gupekropa Anma- ATHHCKOTo
otnesnenust MockoBckoro BeecotozHoro
yupexienust» @upma « Menoaus»
Ceinixana KycanHoBa ¢ 1ieJiblo U31aHHs1
MY3bIKaJIbHOH aHTOJIOTHH KMPTH3CKOTO
Hapoja, ¢ pabouuM BU3UTOM MeHsI
otnpaBusin B Kuprusuto (makace emecme

MHCTHTYT aHTPOIOJIOTHH U STHOTpaHH.



¢ )Kapkoir Hlakapumon Oola uzsecmmolil
Goavkropucm b. Mynmexees. npun.
asmopos). [locne okonyanusi paGoThl B
TornaiiiHei croauie Kuprusuu, ropoae
DpyH3ae, Mbl ¢ KbIPrbI3CKUMH KOJITIEraMH
MPOJIOJIZKUJIH IaJIbHEHLIYIO MOe3/IKY
B MockBy. B KbIprbl3ckom otjesie
['ocynapcTBEHHOrO LEHTPaIbLHOTO apXHBa
Poccuiickoit @enepatn B MockBe Oblin
naiinenn! [Tecun Ampe Kamay6aesa ...,
3anucaHHble Ha poHorpade, KOTOpbie B TOM
»Ke rojty OblIH MepeiaHbl Hallemy Hapoay. B
Ty TI0€3/IKy MHE TIPHIIIOCH eXxaTh B CaHKT-
[Terep6ypr. 13 apxuBa, rie xpaHsitcsi
(oHorpaduueckue Basukn CaHKT-
[TerepOyprckoro Muctutyra pycckoi
qurepatypsl (I lytikuHckuii 1om) akageMun
nayk CCCP, 51 HaTkHyJ/1cs Ha 0c0060
lleHHble HAXOJIKH, paHee He ToMnajiaBline
B [10J1€ 3PEHHMsI UCceloBaTe/ el B CBSI3H C
UCTOPHEH Ka3aXCKO-KbIPrbl3CKOH My3bIKH.
10 GblK PoHOrpauUecKre JEeHThl TAKUX
KIO€B, KaK «AKxKeseH», «OTTiH JyHHe»,
«TeneH koK», «Axcak Kysan YKollibl XaH»,
«Horatnbl», «Kapa tec», «Kapa 6ac»,
«Kenee», «IIrar»5 (Lokapim).
YKazaHHbIH GaKT NPUBAEK BHUMAHHE
aBTOPOB HACTOALIEH MyOJHKALMH,
rocsie yero Obl/1 HACTPOEH KOHTAKT
C KaHMJIaTOM HCKYCCTBOBEIEHHUSI,
CTapIIMM HAyYHBIM COTPYIHUKOM,
3aBefytolleit PoHorpaMmMapxuBoM, 4JIeHOM
MexXyHapOoaHOTrO My3bIKOBEIUECKOTO
o6utectBa — IMS (International
Musicological Society) Ceemaaroti

SCraTbsl ¢ IMUHON cTpannuku yKapkbiHa
[[lakapuma B eficbyk (ot 19.03.2019).
Sdonorpad — mepBbii MPUOGOP /JIs 3AMHCH |
BOCIpou3BeieHus 3ByKa. M3o6perén Tomacom
AnucoHom, npeacrasJgel 21 Hos6ps 1877 rona.
3BYK 3anucbiBaeTCst Ha HOCHTEJIE B hopme
JIOPOKKH, I1y6HHA KOTOPOH NPOMOPLHOHAIbHA
IPOMKOCTH 3ByKa. 3ByKOBasl I0POXKKA
tonorpaca pazmeniaercs Mo LHIAMHAPHUECKOM
CMMpaJIi Ha CMEHHOM BpallatolieMcst
6apabane (uuaunape). [1pu BocnpousseneHnn
UIJ1a, IBUralollascs no KaHaBKe, nepeaaér
KoJieOaHUs HA YIIPyTyto MeMOpaHy, KoTopast
M3JydaeT 3BYK. (DHLUUKIIONEIHUECKUI CI0Baphb
Bpokraysa u Edpona).

Buxmoposnoti [lodpesosoli,
TMpe0CTaBUBILIEH KOMTHKM KapTOUYeK U3
MHBeHTapHO#H KHUTe 1 KOTTUH (POPMYJISipOB
3aruCaHHbIX LUJIHMHIAPOBS.

Apxusrnas ampubyyus.

Konuu KoHKpeTHOro TeKcTa KapTouek
COJIEPKHUT MACMOPTHbIE JaHHbIE:

Ne kosutekumu — «3607, 3608, 3609,
36105 um.o.

[Ipoucxoxnenue — «Bpems
nocmynaenus. Peeucmposan»

Hapon — «Kaszax»

MectHocTb — «Jlenurnepad. PoHo-
apxus. 1934. anpeno

Crioco6 nonyyenusi — « Cooupamens C.
. Maeuo»

Kosinuecrso npeameros — « CVIIT 097
Nel,2,3,4,um.a.».

CocraB kosiekuni — Haspanue kiost
Ha JIaTMHMIIE, HA KHPUJIJTHLIE, TTePEBOJ
¥ HHCTPYMEHT, Ha KOTOPOM HIpaJl
MCTIOJIHUTEJIb, B IAHHOM CJIyyae
IlomGpa, K npumepy: «Aq gelen / Ax
acener. JK. ums. [lombpa»

[TocnenHue Tpu MoJisi B 3THX
KapTouKax He 3aroJiHeHbl — «JloKyMeHTbI
TPHU KOJUIEKLHSX >, « [ TpumMeyanus» u
«HckoueHHble HoMepa».

Hannvcn na kapToukax ciesiaibl camoi
C. Marun.

Bwmecre ¢ Tem Ha popmy.sipax,
MPUKPETJIEHHBIX K IIUJHHAPAM
MOMHMMO MaCMOPTHBIX JAHHbIX:
1Mp, Ha3BaHUe TPOU3BEIEHHUS,
ero nepesoj, PO ucnosnurens,
MY3bIKaJIbHbI HHCTPYMEHT,

MMEIOTCs TOMETKH, KacaTeJIbHO BO3pacTa
MCTIOJIHUTEJISA, KOJUIEKIIHOHHOTO HOMepa,
HapOJIHOCTh, SA3bIK, MECTO U

BpeMsi 3aIiCH, TaHHble 3BYKOTIPUEMHHUKA,
CKOPOCTb 3aMHCH, CBeJIEHHsI O TeKeTe (K
npumMepy o Kioe «AK xKeJieH», 3annucaHo,
UTO «B8Ce20 Kt0es amoeo muna 62»),
MpUMeUaHus, ¢ieJaHHbIe TaKKe CUHUMH
uepHusiamu: « I ) couurenol ero (A.K.).2)
Kioti muna kroes Ycerna Tope (cob. ums).
3) K, nocsauwerroil eOUHCmeerHoll
A0ULA0U».
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Jloka3zaTenbHaq 6a3a

B epage «Hcnoanumenss
sagurcuposarno «/lucybaros Axmem
Kyanosuu, 27 rem ([lombpa) ».

ARAJEMHUA HAYK cccp

HHCT. AHTPOMOAOIHH » 3THOTPADLH

®OABKAOPHAA CEK[IUSA
DOHOTPAMM-APXHB

| Ulngp

Hus. 3{1'9 3 é 0 ;

n"’};‘"‘l Cﬂ.&e";-x.xnﬂ'ue cho;;:c;b_.

il o oalen” ) Dewadanc .l
2 z .:g - __ﬂx%u.ﬁmﬁ_
o NeEces. «-u.—}_-_ 7 B i
o | Oy g’ | A ern
Oevensee gpsious)y | [ QIMEPR)
r ﬂ}:mm Aoy xg s e s

3 ,,;’a,g_-'::_q. s

-

YENOBEK B XYAOXECTBEHHOWM KAPTMHE COBPEMEHHOIO MUPA

CAJAS Volume 10. Issue 4. 2025
1

—— (Herren xer )
= kﬂ.l&_& Ads LA

Puc.3 «Cunmok opurunaJa sanucu»

Puc.4 «A. )Ky6ano»

Axmet Kyanosuu yKy6anos (1906 —

1968) — BhiIAIOLIMICS Ka3aXCKUH
KOMIIO3UTOP, THPHKEDP, My3bIKOBE/,
nejiaror ¥ o011eCTBEHHbIH lesTesib. OH BHEC
3HAUMTEJIbHBIN BKJIA/] B PA3BUTHE KA3aXCKOM
npodeccroHa bHON My3bIKH. OpraHuzoBaJl

U PYKOBOJHWJI MEPBLIM Ka3aXCKHUM
OPKECTPOM HapOAHLIX HHCTPYMEHTOB

umenn Kypmanrasel. Mcenenosan neroputo

Ka3axcKoi My3blKH B UMeHax. Cosaai

yqe6HbI€ noco6usi 1o MySbIKa.ﬂbHOﬁ TEOpUH

W UCTOPHH Ka3axCcKou MY3bIKH.

Taxkum 06pazom, TOKYMEHT BhICTyMaeT
KJIIOYEBBIM T10JIeM aTpUOYyLHH,
o6ecrnednBatolIMM NOJTBEPXKIEHHE
XPOHOJIOTHUECKHUX MTAPAMETPOB U
KOHTEKCTyaJIbHYI0 BeprdUKALHIO
UCITOJIHUTEILCKON MPAKTHKH; aHaJI13
OMUCAHUH APXUBHbBIX €IMHHULL XPAHEHHUS]

1 0COOEHHOCTEH HX MacrnopTU3alun
MO3BOJISIET HE TOJILKO YTOUHUTh

KpPUTEPHUH HIeHTU(DUKALMH, HO U
CYLLECTBEHHO MOBBICHTh TPOBEPSIEMOCTh
1 BOCIPOU3BOJIMMOCTb MPe/ICTABJIEHHbIX
BBIBOJIOB, PACILUPSIsi HCTOUHUKOBY1O Oasy
OTEUEeCTBEHHOTO STHOMY3bIKOBEIEHHUSI

1 (hOPMUPYST UTOTOBbIN HAYUHO
00OCHOBAHHbIN BBIBOJL O MOJATBEPAKIEHHOM
uernoJiHuTe IbeckoM cratyce A. JKy6aHoBa.

Pesynbrathbi

JlocTOBEpPHOCTD CBEICHUH MPEJICTABISETCS
Hay4HO 060CHOBAHHOM U MOJATBEPIKIAETCS
KOPITyCOM HHBEHTApPHbIX 3aMuCeH,
00J/1a1a101HX yCTONUMBON BHYTPEHHEH
COTJIaCOBAHHOCTBIO. Eciin xKe cieoBaTh
TUM YKa3aHHSIM, TO OKaXKeTCsl, 4TO Ha
OJIHOM U TOM 2Ke (hoHOTpahuIeCcKOM
uuIMHape 9 3anuceil Kroeg, c0eAaHo
noouepeoHo 8 UCnoAHeHuu Axmema
Kyanosuua )Kybarosa.

Apeymenmauyus u nposepka
XPOHON0CUHECKUX OAHHBLX.

PekoHcTpykius peanuii Tex BpemMeH
SIBJISIETCST JIOTHUECKUM 00bSICHEHHEM
yyactus B 3arnucu umenHo A. )Ky6aHosa:

+ 1929—1932 rr. Axmer )Ky6GaHoB
yungcst B Caukr-IlerepGypreckom
MY3bIKa/JIbHOM TeXHUKyMe UM. [JIMHKY U
KoHcepBaTopuu uM. Pumckoro-Kopcakosa.

+ 1932—1933 rr. yuusicsi B acrupanType
AkaneMun HCKYCCTBOBE/IEHHUSI.

3acgukcupoBannbie B 6ubanorpadun
A. )Ky6anoBa xpoHoJiornueckue
pPaMKH perpe3eHTUPYIOTCS C 3aMUCAMU
MuBenrapHoil KHUTH.

Kpowme toro, B 1974 rony noub Axmera
Kyanosuua — ['agusa )Ky6aHoBa, B 0fiHOM
13 MHTEPBbIO MOJTBEPANIIA, UTO €€ OTel]
OblJT BBIIAIOIIUMCS] HHCTPYMEHTAJHCTOM.



Ona oTmeyasia, 4YTo UMEHHO 3ByJaHHe
ero 10MOPbI BIOXHOBUJIO €€ Ha MyThb
KOMIO3HTOPA, a UCIIOJHEHHbIE UM
KIOM 0Ka3aJii riiyboKoe TBOpUeCcKoe
BO3JICHCTBHE.

Takxke cBUIETELCTBO O MacTepeTBe A.
JKy6anoBa ocrasus Hypruca Tonenaues,
KOTOPBIH B OJIHOM M3 CBOMX BbICTYIJIEHUH
MOUYePKHYJI, UTO KIOH B UCTIOJIHEHUH
Axmera )Ky6aHoBa poI0/KAIOT 3ByUaTh,
a caM OH He TOJIbKO Nepejiall eMy 3HaHHs 0
TPaJMLIMOHHON My3bIKe, HO U TIOJaPHJI CBOIO
JIOMOpYy.

Onpejie/ieHHO YCTAHOBJIEH U APYTroO#
bakt — A. )Kybaros cam Hayuuics
pabomamo ¢ poroepaghom, 3anucar
docmamouroe Koauuecmaso necem u
Kl0e8 Ka3axcko2o poabKA0pa, OCTABUB
9TOT HGeCLEHHBIH KJa VI TOTOMKOB.

doHorpamMm3anucu HapoJHbIX KIoeB
«Tenenkok», «Kenec», ucrosHeHHbIe
MM Ha ero JJMYHOH 1oMOpe, OTJIMYAIoTCA
MCKPEHHOCTbIO U TpocToToi. Kok
«Horailsibl» Mbl NOHHMaeM Kak MoxoJ
HOTAMCKOTO0 MJIeMeHH BO BpeMeHa
XaHa XaKHaszapa, KOTopble BHE3aIHO
NPEINPUHSIIA KOYEBKY, BOCIOJb30BABILMCH
BOJIHEHUAMH. Ecii B KIofIX « OTTiH ayHUE »,
«Akxkenen», «Kaparec» nepenaercs
MaHepa QUJIUrpaHHOM, H3SIIIHOK
MCIMOJTHUTEIbCKON 1IKOJIbI MacTepa
mesionuu Kasanrana, B kioe «Akcak
KyJ1aH» TporaTesibHO U yOeIuTebHO
npeacTaBaeHa BepCHs JereH/Ibl, IIMPOKO
pacnpocTpaHeHHOH B Ka3aXCKHX CTersix
¥ UMelollel pa3Hble TOJKOBAHUS B
pas3HbIX Kpasix. A TakxkKe, U HCTIOJHEHHe
Ktos1 «ILITaT» nmeer siCHbIH M MOHSATHBIN
Xapakrep, nopejiaBliiee 0 CKOpOHOM
nosnoxkenuu 1739 romy, u oTHoCcHUTCS
K TPaypHbIM KIOSIM: 3TO BpeMsl Ka3axu
Ha3bIBAJM ME€PUOJIOM MPELOCTABIEHHS
1Tata pycckomy tapio. [Tomumo apXuBHbIX
3arnucei 1eBSTH KIOEB, B KOTOPbIX
A. )Kybarnos ueypupyem 6 poau
«olCemKi3yuli» — HOCUTEJISI TPAAULIHOHHON
KIOEBOH MCIOJIHUTEJbCKOH LIKOJIbI,
COXPAHUJIUCh CBEJIEHHSI O €ro JIesITe/IbHOCTH
KaK «Kyluli»: aBTOPCKUH Kio#l «bu kyiii»

OblJI [TepelaH yepes3 UCIONHUTENLCKYIO
npaktuky Pycrem6eka OmapoBa.

Anasnua 3anuceil CBUIETENLCTBYET O TOM,
uto hopmupoBanne Axmera Kyanosnua kak
JIOMOPHUCTA MPOUCXOIUIIO B TPAJAMLIMOHHON
cpejie, YTO MOYKHO pacCMaTpUBaTh B
paMKax ceMeHHOH NMpeeMCTBEHHOCTH.

ITO NOATBEPKIAETCS CPABHUTE/bHBIM
MCCJIeI0BAHUEM PA3JIMUHBIX BEPCHH
MCIOJIHUTE/IbCKUX TPAKTOBOK: HAaNpUMep,
MHTEpIIpeTalus Kiost « AKcak-KyJiaH»

B ucrosiiennn Axmera yKy6aHoBa
JIEMOHCTPHPYET CXOJCTBO C TPAKTOBKOH
Kamb6apa MenetoBa, 0HaKO OTJIMUAETCs OT
BapuaHTa, rnpejcrapjaeHHoro Pycrem6ekom
OmapoBbIM.

ARyGanos 9
a"" I \

i
o

K.Mc;!c-mu AKCAK KY.IAH

L

“P.Omapos g'i A

Puc.5 «Murepnpurauuontble Bepcuu»

Passinune B HCIIOMHUTENBCKHX
TpPaKTOBKAax OJIHOTO H TOTO 2Ke KOsl
CBfI3aHO C 0COOEHHOCTSIMH My3bIKaJIbHOH
TpauLMH, B KOTOPOH Nepeaada Kooes
OCYILLECTRJISIETCS YCTHO, 6€3 TOUHOH HOTHOH
¢ukcauuu. B Takom opmare Kaxaplit
JOMOPUCT HHTEPIIPETHPYET NPOU3BEACHHE B
COOTBETCTBHU CO CBOEH HCIOJHUTENBCKON
IKOJIOH, perMoHabHbIMH OCOOEHHOCTSIMH,
TEXHUKOH MIPbl U UHAMBHILYaJbHBIM CTHJIEM.

B naHHoM ciydae cXoxKeCTb HCIOJHEHHS
Axwmera JKy6anosa u Kam6apa MeneroBa
CBHJIETEJLCTBYET 00 HX MPHHAICIKHOCTH
K OJJTHOH UCIIOJHUTEJIbCKOH TPaLULUU
1 o0l1eH JIMHKUK Nepeaadn Kiost —
coBMecTHasi paboTa B MacTepCKoH
Ka3aXCKHX MYy3blKaJlbHbIX HHCTPYMEHTOB, B
aHcamb6Jie 1oMOpPUCTOB U 1p. B T0 2xe Bpemst
nHTeprpetauus Pycrembeka Omaposa
OTpaxKaeT ero yHMKaJsbHOE Xy/10:KeCTBeHHOe
BHIeHHE, CPOPMUPOBAHHOE B KOHTEKCTE
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MCIMOJTHUTEIbCKOH TPAUIIMK PerHoHa
Epric-bash.

Psin ktoeB, ucriosinenuble A.
JKy6aHoBbIM, CeroiHs CBA3BIBAIOT C
TaKUM MOHSTHSIM, KaK « 9KOA02UHECKAS
Kkyaomypa». «CoBpeMeHHOe CO3HAHHE,
oco6eHHO Takasi ero opma, Kak
9K0JIOTHUECKOe CO3HAHHE, HE TOJIBKO
«rpopabaTbiBaeT» 3KOJOrHUEeCKHe
npoOJeMbl, HO U HAKJIAbIBAET»

CBOH OTIEYaTOK Ha JIpyrue popmbl
0011eCTBEHHOTO CO3HAHHSI, B TOM

yncsie U Ha uckycetBo» (Kapako 31).
Tak, chopmupoBaBlinecst ycToiurBble
MCTIOJIHUTE/IbCKHUE TTPAKTUKH KIOHLLIH,
[IeHHOCTHbIE OPHEHTAlIMK JOMOPHCTA,
cTpemsilerocst K 6e3yrnpeuHoil TeXHUKe
1 BbIPA3UTEJIbHOCTH, CJIEJI0BABIIETO
KaHOHaM IIKOJIbl, CBS3BIBAIOT C PA3BUTOH
9KOJIOTHYECKON KYJbTYpPOH.

3anucu IeBSITH KIOEB B UCTIOJIHEHHH
A. )Ky6aHoBa UMEIOT OTPOMHYIO
aKTyaJIbHOCTb B HACTOSILILEE BPEMSI,
MOCKOJIbKY OHH MPEICTaBISIOT COO0H
YHUKaJIbHOE COueTaHhe TPATUIIMOHHOTO
Ka3aXCKOT0 My3bIKaJIbHOT'O HCKYCCTBA
C UCTMOJIHUTEJNbCKUM MAcTePCTBOM
BBIIAIOIIETOCS My3bIKaHTa. DTH 3aMUCH
He TOJIbKO COXPaHSIIOT /151 TOTOMKOB
Gorarefilliee KyJbTypHO€E HACJIE/Ie, HO
¥ SIBJISIIOTCS LIE€HHBIM HCTOPUUECKUM
JIOKyMEHTOM, CJTy>KaT HCTOUHUKOM
BJIOXHOBEHHSI JIJIs COBPEMEHHBIX
MCIOJIHUTE e W KoMITo3uTOpoB. Ceromus,
(oHorpacduueckasi JeHTa AeBATH KIOeB
B ucriosiHennn Axmera JKyb6aHosa,
HaiinenHasi B 1974 rony, BnepBble Oblia
npuBeseHa u3 Cankr-Iletep6ypra B Asnma-
Aty B 2006 roay B KaHyH 1pa3/HOBaHHS
100-netus Axmera JKyb6anoBa, XxpaHUTCS Ha
Kasaxckom panuno’.

OCHOBHbIE MONIOXEHUS

Briepsbie B HayuHbll 000pOT BBEIEH
KOMIIJIEKC ayIMOMaTepHasoB U3
donorpammapxuba Muctutyra pycckoit
autepatypel (MPJIM PAH), panee ne
M0JIBePraBIIMXCs HAyYHOH HHTEePIPEeTaLUH.

Mx anasus cyiiecTBeHHO paciimpsiet
MCTOYHHKOBYIO 6a3y 0T€YECTBEHHOTO
ITHOMY3bIKOBEJIEHHUS U MTO3BOJISIET yTOUHUTD
npeacTaBAeH|st O paHHKX STanax PuKcauu
Ka3axCKoro My3blKaJbHOTO (hoJIbKIIOpa.
Martepuasibl JaHHOTO apXUBa paHee He
nyGJIMKOBAJIMCh U HE HCTOJb30BAJIUCH B
HayYHbIX HCCJEIOBAHHUSIX, UTO OTIPEICJIsIeT
UX BbICOKYIO UCTOUHUKOBETUECKYIO U
KYJIbTYPHO-UCTOPHUYECKYIO0 3HAUUMOCTb.

B pesysbraTe npoBenéHHon paboThl
ay/lIi0-MaTepuaJibl ObLIM HOTUPOBAHbI
1 TOTOBbI JIJ151 UCII0JIb30BAHUS B
o06pa3oBaTe/IbHOM Mpolecce, a TaKkKe JJIs1
UHTErpallii B COBPEMEHHbIE MPAKTHKH
1M pOBU3ALMH U KATAJOTU3AIIHH
MCTOPUUYECKHX JAHHBIX. DTO CO3/1AJ10
OCHOBY 151 hOpMUPOBaHHUsT (POHOTEKH,
OpPHEHTHPOBAHHON HA JIOJTOBPEMEHHOE
COXpaHeHHe U aKTyaJIM3alliio My3bIKaJbHOTO
Hacaenus. Takxke uccienoBanue
peasin3yeT HayuHO-MeTO/I0JIOTHUECKUI
MOJIXO/, K pernpe3eHTallH U BO3BpallleHHIO
JIOKAJILHOTO KYJIbTYPHOTO HACJIeIUs B
Hay4qHO€e U 0O1IECTBEHHOE MPOCTPAHCTRO.
Taxoit nojxos cnoco6CTBYeT akTyasu3alnu
pPETrHOHAJILHBIX TPAULIMN B KOHTEKCTE
COBPEMEHHOH TYMaHUTApHON HAyKH.

BhisiB/ieHHbIE U CHCTEMATH3HPOBAHHbIE
MaTepuasibl CylleCTBEHHO
0060ralaloT CyLeCTBYIOLLYI0 6a3y
9THOMY3bIKOBEIUE€CKUX UCTOUHUKOB
U OTKPbIBAIOT HOBbIE MEPCIEKTHBBI B
M3y4eHHH PETHOHAJIbHBIX HCTOJHUTENbCKUX
M CTUJIEBBIX TPAIUIMI Ka3aXCKOH
MY3bIKaJIbHOH KYJIbTYPHhl.

MeTon0/10rM4€CKyI0 OCHOBY
UCCIIeI0BAHUS COCTABJISIET KOMIJIEKC
B3aUMOJIOTIOJHSIIOLLIMX HAYYHbIX METOJIOB:
MCTOPUUECKHUH, SBPUCTHUECKUH, KOHTEHT-

TlepBble MOMBITKH HOTHPOBAHMUS KIOEB

B ucrosiHeHnu A. YKy6aHosa Obl/iu
ncnosb3oBanbl B KHure JK. JKysbaeBa «Akcak
Kynan» (00un u3 Kroes nod Ha3earuem
«Axcar Kyaan-)Kowor Xans souren 8 cOOpHuK
Kroes asmopa) (XKysbaii 99). Takoce
donoaxumenvrole ceederus umeromes u y JK.
Pcanrduna (Pcannun 23).



aHaJ/M3a, aHAJMTHYECKUH, KPUTHUECKHUH,
apxeorpauiecKuit, MeTosl BepuHKalyu,
a TaKXKe UCIOJMHUTENbCKUI aHau3.
[IpuMeHeHNe TaHHBIX METOOB MO3BOJIUJIO
nepeiTH K 060CHOBAHHbBIM pedyJsibTaTaM
MCCJIENIOBAHMSI, B pAMKAX KOTOPbIX
oco60e BHUMaHKeE yjieJJeHO 3HAaYUMOCTH
(oHorpacuueckux 3anucen Koes,
BbITNOJIHEHHBIX AxMeTOM KyaHoBuuem
JKy6anoBbiM B 30-x rogax XX Beka.
JlocTOBEpPHOCTD CBE/IEHHII,
MOATBEPKAAIOLINX yyacThe A.
K. )Ky6anoBa B aynnodukcalnu
(oJsIbKJIOPHOr0 MaTepHasa, He BbI3bIBAET
COMHEHHMH, MOCKOJIbKY OCHOBbIBA€TCsl Ha
JIOKYMEHTaJIbHO TIOATBEPKAEHHBIX (DaKTax
ero o6yuenusi B Cankr-IlerepGyprckom
MY3bIKaJIbHOM TeXHUKYMe UM. [JInHKK
1 JIeHHHTpaCKOH KOHCEPBATOPHH UM.
Pumckoro-Kopcakosa (1929—1932),
a TaKkxKe B acrupantype AxkaaemMuu
uckyceTBoBeaeHust (1932—1933).
YKasaHHble XPOHOJIOTHYECKHE PAMKH,
3ahuKCUpOBaHHble B GUOJIHOrpadHUECKHX
MCTOUHHKAX, HAXOIAT MPsiMoe
NOATBeP:KIeHHe B 3anucsax MuBenrapHo#n
kuuru @onorpammapxusa npu MPJIM PAH.
Oco6oe BHUMaHKeE B CTaTbhe yAeJIeHO
posin Axmeta yKy6aHoBa Kak oiHOTO
13 MePBbIX MPOPeCCHOHATBHbIX
MY3bIKOBEJIOB, OBJIAJIEBIIMX TEXHUKOH
paboTbl ¢ poHorpacdom. DTo NO3BOJIUIO
eMy 3apUKCHPOBATh 3HAUMTEJLHBIH
KOPTYC Ka3axCKUX (PONbKIOPHBIX
MPOU3BENEHNH, UMEIOIIMX HCKIIOUMTEIbHOE
3HaueHHe J1/1s1 PEKOHCTPYKIMH UCTOPHKO-
MCIMOJIHUTEIbCKUX TPAIUIMH K TOHUMAaHHS
TMPOILeCCOB CTAHOBJIEHHST HALIHOHAJIBLHOTO
MY3bIKAJIbHOTO HAC/Ie/IUS.

3aKknwyeHue

CJoxkMBLIAsICS CUTYaLMsT HOCHT
NapagoKcasbHblid Xapakrep, MOCKOJbKY,

C OJIHOH CTOPOHBI, — OIOPOKPATHUYECKHE
Mpolleypbl — HEOOXOIUMOCTb 0(hOPMJIEHHUS
pa3peLIUTeNbHbIX CAHKUHI, COTJIACOBAHUE
CTOPOH; TEXHUYCCKUE TPYAHOCTH —
OrpaHUYeHHbIH 10CTYI K OpUrHHA/aM,

CJIeI0BATEJ/ILHO HEJIOCTYTHOCTh
3JIEKTPOHHBIX OPMATOB; reorpaduyeckas
y/laJIeHHOCTb apXUBOB; (PHHAHCOBbIE
6apbephl ... BOo3MOKHOCTD «MyMHUKATIAT»
TPaJIMLIMK, KOIJla 3aMHCh CTAHOBUTCSA
€IMHCTBEHHO MPABUJIbHON BEPCHEH, a
BAPUATHBHOCTb XKUBOTO HCTOJHEHUS
ncuesaet. MiameHeHne BOCPUATHS My3bIKH:
€CJIM paHbllie OHa CyL1eCTBOBAJA TOJbKO

B MOMEHT HCIIOJIHEHHUSI, TO Telepb 3aMKUCh
JleslaeT e€ MoBTOPSIeMOH U JI0OCTYIHOH B
Jmoboe BpeMsl.

C npyroit cTopoHbl — paboTa ¢ apXuBamu
NPEOCTABISET YHHKAJbHbIE BO3MOXKHOCTH
B 06HAPYKEHUHM HEU3YUEHHbBIX ACTEKTOB.
donozanuch — TO He MPOCTO TeXHUUECKHH
MHCTPYMEHT (PUKCALIUU MY3bIKH, 3TO
MHCTPYMEHT COXpPaHEHHUS U TPAHCJISILIUU
TpajIMlIUK BHE TeorpapuiecKux 1
BpPEeMEHHbIX 'paHull. IcrosHUTe b MOKET
u3ydyathb (POHO3AMUCH MACTEPOB MPOLLJIOTO,
He UMesi BO3MOYKHOCTH YCJIbILIATh HUX
B2KHBYIO. ADXHUBHbI€ 3aTTUCH COXPAHSIIOT
JIeTaJIi UCTOJIHUTEILCKOH MaHepbl, KOTOpble
TPYIHO 3a(PUKCHPOBATH B HOTHPOBKE
(TemOpaJsibHble 0CO6EHHOCTH, MUKPOTOHBI,
HI0aHChl ppasupoBku ). Mcnoanuresan
MOTYT BIOXHOBJISITCSI PA3HBIMU 3aMTHUCSIMU
1 BHOCHTb COOCTBEHHbIE U3MEHEHHS,
CpaBHUBast pasHble HHTEPIIpeTallH,
4TO 0COOEHHO AKTyaJsIbHO /15
MY3bIKOBEJICHHSI. «... 0003HAYEHHbIE
MPOEKThI POIUJINCH KAK HHUIIHATHBbI
3aMHTEPECOBAHHBIX MY3bIKAHTOB, HE UMEIOT
He rocy/lapCTBEHHOTO (PMHAHCHPOBAHMSI,

HU [PAHTOB, HE SIBJSAIOTCS pabOTOH,
OIJIauMBaeMOH OTIEJbHOH CTPYKTYpPOH.

[To cyTH, Bce OHH OTHOCATCS K KATErOpUH
Grassroots Projects, nemonctpupyst peaxyio
3 (EeKTUBHOCTD, PETryJIIPHOCTb M KauecTBO,
TMOMNYJISIPU3UPYS TPAAHULIHOHHYIO MY3bIKY
[lentpasbHoii A3uu, cnocoOCTBys ee
Pa3BUTHIO, H3YUEHHIO, PACTIPOCTPAHEHHIO »
(Jlkymanusizoa 41 —42).

Hacrosias ny6ankaiys HOCUT
Npe/BaPUTEJIbHbIH XapaKTep, MOCKOJbKY
HOTHBIE TEKCThl (POHOrpadUUECKUX 3anucei
yKe paciuudpoBaHbl U B HacTosILIEE
BpeMsi TOTOBUTCS OT/leIbHbIA COOPHHUK,
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COTPOBOKAAEMBIH Pa3BEPHYTHIMU
OIMMcaTeJIbHbIMHU U aHAJIMTUYECKHUMH
KOMMEHTapUSMH, TTOCBSILLEHHbIH

120-netuio Axmera Kyanosuua yKyGanosa.

Bwmecre ¢ Tem, ¢ yuéTOM BBIHYK/I€HHOH
thparmeHTapHoCTH poHOrpacUIeCcKUX
(puKcalni, a TaKxKe UX TeKyIIero
TEXHUYECKOTO COCTOSIHUS, PEJICTABJISETCS
000CHOBAHHBIM BBEJICHHE IaHHBIX
MartepuaJsioB B HayuHbli 060POT Ha

nanHoMm yTarie. [ly6/nKyemble HCTOUHUKH
MOTYT CJIy?KHTb CyLLLECTBEHHON OMopoi
JUIS1 TTOCJIeIYIOLLUX HCCIIeIOBAHUI U
y6eUTeIbHO MOATBEPXKIAIOT (hAKT TOTO,
uto Axmer JKy6aHoB, 06J1az1ast TJyOOKHMH
3HAHUSIMU B 06JIaCTH My3bIKAJIbHOH TEOPUH
¥ UCTMOJIHUTEJIbCKOM MPAKTHKH, SIBJISAJICS
OJIHAM M3 SIPKUX UCTIOJIHUTENEH Ka3aXCKHUX
KIO€B Ha JjoMOpe.

Hayunasi 1 npakTuueckasi 1leHHOCTb
JIAHHOM CTaTbU 3aKJI0UaeTcs B eé
3HAUYUMOCTH JIJIsT COBPEMEHHOH
HCITOJIHUTEJIbCKON LIKOJIbI:
(hoHOTrpadpuuecKre 3aMuUcH MpeaoCTaBJIsIOT
BO3MOXKHOCTb aHaJ/Iu3a TeMOPOBbBIX
XapaKTePUCTHUK, HIOAHCHPOBKH,
apTUKYJISIHMU U (DPa3UPOBKU —
napameTpoB, KOTOpble MPUHIUITHAILHO
TPYIHO WUJIK HEBO3MOKHO B IOJIHON
Mepe PeKOHCTPYHPOBATh UCKIIOYUTEJIBHO
Ha OCHOBE HOTHOW TPAHCKPUIILIHH.

B 3TOM KOHTEKCTe aKTyasibHOCTh
MCCJIeIOBAHUS OMPEJe/IsIeTCs He
JIeKJ1apaTUBHO, a creliuUKon 1
MOTEeHLHAJI0M UCTOUHUKOBOH 6a3bl,
OTKpbIBalol1eH NepCcrneKTUBbI s
JATbHEALIUX UCTOPUKO-UCTTONHUTENbCKUX U
MY3bIKOBEIUE€CKUX HCCJIe0BAHUH.
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[0Ka3aTenbHOM 6a30¥ M HayYHbIMM haKTaMu CyLLECTBYHOLLMX NEPBOUCTOYHUKOB.

KeHurecoB Acbinbek B paMkax BbIGpaHHOW TeMbl UCCnefoBaHMs pa3paboTan u
CNNaHUPOBAN XO4 Hay4yHo-npakTuyeckoi noesnku B MPJIUM PAH r.CankT-MeTepbypr.
CoBMEeCTHbIV BKNAA, OCYLLEeCTBAANCSA MOCPEACTBOM aHAIM3a apXMBHBIX AOKYMEHTOB.

ABTOpnapablH, KOCKaH yneci:
Xaiipapryn Kasbi6ekoBa MakanaHblH KOPbITbIHAbICEIH 6acTankbl LepekKe3aepAiH,
HaKTbl AaNnennenTiH 6a3acbiIMeH XaHe FblfibIMU PakTinepiMeH yWwTacTbipabl.

Acbinbek KeHurecoB TaHfanfaH 3epTtey Takblpblbbl ascbiHaa MP/TIA PAH CaHkT-
MeTepbyprke FblNbIMU-NPAKTUKANbIK, iC-CanapAbl XOCnapnaan, Xy3ere acblpAbl.
bipneckeH opTak XXyMbIC MypafaTTbIK, Ky)KaTTapapbl Tanfayfa Herisgengi.
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Kasbioekosa YKaipaprya

TemipGek )Kyprenos atbinaars Kazak yarTeik eHep akagemusich (Anmatel, Kazakcrat)

Acblnoek Kenurecos

Kypmanraaer atbinarsl Kazak yarTbik Koncepsatopusichl (Anmartel, Kazaxkeran)

YAKbIT AFbIMbIHAAFbl AOMBbIPA YHI: ®OHOTPAMMA APXUBI )XKOHE AXMET
X¥BAHOBTbIH OPbIHAAYLWbIJIbIK M¥PACDI

AHpaTna. byn 6acbinbIMHbBIH, ©3€KTiNiri Ka3ak My3blka M3AEHUETI MEH FblIbIMbIHbIH, KOPHEKTI
Kanpatkepi, akagemuk Axmet KyaHynbl XXybaHoBKa TMeCini apxmBTiK ayanoxKasbanapabl TannayMeH
6arinaHblcTbl. FanbiM, AMPUKeEP xaHe KoMno3uTop peTiHae AxmeT XKybaHOB Ka3ak My3bika 6HEpiHiH,
[aMyblHa eneyni ynec KocTbl, CON cebenTi OHbIH, OPbIHAAYLLbINbLIK MypPacbiH 3epAeney Kasipri TaHaa
MY3bIKaTaHy FblbIMbIHbIH, KOKEMKECTI MacenenepiHiH, KatapbliHaa. MakanaHblH MakcaTbl — apXMBTIK
nepekkesaepai Tangay HerisiHoe AxmeT XKy6aHOBTbIH, Ky OpbIHAAYLUbICHI PETIHAET OPbIHAAYLUBIbIK,
MapTebeciH FblbIMU TYPFbIAAH HETi3AeY XXaHe KyKaTTblK TypAe AaNenaey, CoOHAai-aK, oChl
OpbIHAAYLWbINbIK MapTEOEHi BepUdMKaLMANAY MEH FblTbIMU NErUTUMALMANAYAbl KAMTaMaChI3 eTeTiH
[epeKTepai TipKey XaHe Xyreney yaepictepiHAeri apXMBUCTIH, peniH alKbiHAAM, TEOPUANbIK TYPFblAaH
nanbiMaay. Ocbl opariaa Makanaga Keneci MiHAeTTepAi Wwely ke3aeneai: 1) apXMBUCTIH Ky3bIpeTTiniriH
TapuXxu TYpFbIAAaH aHbIKTay; 2) Peceld fbinbiM akageMmsChIHbIH, OpbIC 3AeOMETi MHCTUTYTDI

XaHbIHAAFbl GOHOrpaMMa MypaFaTbiHbIH, FblbiMK KbiaMeTkepi Codunsa MaruaTiy, AxmeT XKybaHOBTbIH,
OpbIHAAYbIHAAFbI KYMNEepAi TipKkeyaeri peniH aHbIkTay; 3) ULMAUHAPAEPAIH NaCnopTTbIK AepeKTepiH
Tangay; 4) WweiHavibl KyXXatTanFaH Gaktinep apkpinbl «Axmet )KybaHoB — [omb6bIpa KyinepiH
OpblHAAYLWbI» MapTebeciH Heri3aey. 9dicmep. 3epTTeyne CanblCTbipManbl-Tapuxu (QpX1BTeY yaepiciHe
TapTbl/IFAH TAPUXM OKUFaNap KOHTEKCTIH XXOHE apXMBUCTEP KbI3METIH Tanaay) o4ic KONAAHbINAbI:
Peceii FbinbiM akagemuscbiHbiH, Opbic aaebueTi MHCTUTYTHI (MYLWKKH Yidi) XKaHbiHAAFbl DoHOrpaMma
MypaFaTbiHAA KenTereH xbinaap 6obl xxymbic ictered Codusa MaBnaoBHa Marna-IKMeKun Kbi3METIHEH
6acTay anfaH oCbl KyWNEpPAiH, WbIFY TApUXbl YCbIHbINAAbI. ADXMBTIH CaKTayLLbICbl MEH KMHAYLUbICHIHbIH,
KOCKaH yneciH TepeHipek TyCiHy MakcaTbiHAa MaKanana «ApXMBapuyc» VFbIMbIHbIH, MaHI alblbIM,

0Cbl K3CINTiH QYHKLMOHANABIK epeKLuenikTepiHe TyCiHikTeMe bepineai; atanFaH Macene 6ovibiHLA
dakTonornanbik, nybaMLUMCTUKanbIK AepeKTep canbiCTbipbin, 1934 xbinbl TipKkenreH KapToTekanap

MeH GopMynapnap TanfaHagbl. Tapuxu, 3BpUCTUKANbIK, KOHTEHT-TaNAay, aHaNUTUKANbIK, CbiHW Tanaay,
apxeorpadusnblik, Bepudukaums aaici, OpbIHAAYLIbIIbIK TaNAdy TOpi3ai Fel1bIMuU adicmep KelleHiH
KonaaHy Hatuxecinae Axmet XXy6aHoBTbIH 1930-Lwbl Xblnaapbl KanablpFaH Kyinepaid GoHorpadusabik,
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»a36anapblHblH MaHbI3AbLbIFbIH KepceTeni. OHbIH ayAnoxasba XKyMblCTapbiHa KATbICYblH PacTaiTbIH
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DOMBRA'S VOICE THROUGH TIME: PHONOGRAMMARCHIVE AND AKHMET ZHUBANOV’S
PERFORMING LEGACY

Abstract. The relevance of this publication lies in the analysis of archival audio recordings of an
outstanding figure in Kazakh musical culture and science, academician Akhmet Kuanovich Zhubanov.
As a researcher, conductor, and composer, Akhmet Zhubanov made a significant contribution to the
development of Kazakh musical art, making the study of his performance heritage an important

task for modern musicology. The aim of the article is to provide a scholarly justification and
documentary verification of Akhmet Zhubanov’s status as a performer of kyuis through the analysis of
archival sources (registration cards, forms, and inventory records), as well as to identify and critically
examine the role of the archivist in the processes of data fixation and systematization that ensure
the verification and scholarly legitimization of this performer status. In this regard, the article sets
the following objectives: 1) to identify the archivist’s competencies in a historical perspective; 2)

to determine the role of the research fellow of the Phonogram Archive at the Institute of Russian
Literature of the Russian Academy of Sciences - Sofia Magid in recording kyuis performed by Akhmet
Zhubanov; 3) to analyze the passport data of the cylinders; 4) to substantiate, using genuinely
documented facts, in « Akhmet Zhubanov is a performer of kyuis on the dombra». Methods. The study
used the comparative historical method (analysis of the context of historical events and archivists
involved in the archiving process): the prehistory of the emergence of these kyuis is presented,
starting with the activities of the Phonogram Archive at the Institute of Russian Literature (Pushkin
House) of the Russian Academy of Sciences, where Sofia Davidovna Magid-Ekmekchi, a Soviet Jewish
ethnographer and folklorist, worked for many years. In order to understand the contribution of the
Keeper and collector of the archive, the article reveals the essence of the concept of the Archivist’s
personality, comprehends the functional features manifested in the work of this profession, as

well as presents the development of the «Archivist genotype» from ancient times to the present

day, correlates factual and journalistic data, analyzes the card index and forms recorded in 1934
within the walls of the Phonogram Archive at the IRLI RAS. These passport data provide a brief
systematization of information about the performer and their works, with the title presented in Latin
and Cyrillic. A set of scientific methods: historical, heuristic, content analysis, analytical, verification
method, critical, archaeographic, performance methods analysis, leads to the Results of the study,
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which examine the importance of the phonographic recordings of kyuis made by Akhmet Kuanovich
Zhubanov in the 1930s. The reliability of the information confirming his participation in the audio
recording is beyond doubt, as it is based on the facts of his education at the Glinka St. Petersburg
College of Music and the Rimsky-Korsakov Conservatory (1929-1932), as well as in the graduate
school of the Academy of Art Criticism (1932-1933). These chronological frameworks, fixed in
bibliographic sources, are confirmed by the records of the Inventory Book of the Phonogram Archives
at the IRLI RAS. Particular attention is paid to Akhmet Zhubanov’s role in mastering and using the
phonograph, which allowed him to record a significant number of Kazakh folklore works. A period

of preservation of traditional culture began in the second quarter of the 20th century. The support
was provided to representatives of folklore and traditional Kazakh music through collection and
recording, which gave the opportunity to demonstrate creative potential to such prominent figures,
patriots of their work, as Akhmet Kuanovich Zhubanov and document the fact that Akhmet Zhubanov,
who was an outstanding dombra player, actively engaged in performing activities, in addition to his
work in the field of composing and musicology. The inclusion of this aspect in the characteristics

of his multifaceted activities indicates that Akhmet Zhubanov was not only a researcher but also a
practitioner who directly participated in the preservation and popularization of Kazakh musical art.
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Cite: Zhaidargul Kazybekova and Asylbek Kenigesov. “Dombra’s voice through time:
phonogrammarchive and Akhmet Zhubanov’s performing legacy”. Central Asian Journal of Art Studies,
Vol.10, No.4, 2025, pp. 35-52, DOI: 10.47940/cajas.v10i4.1076

Acknowledgments. The authors of the article express their gratitude to the entire staff of the
Phonogram Archive of the Institute of Russian Literature of the Russian Academy of Sciences and
special gratitude to Candidate of Art History, Senior Researcher, Head of the Phonogram Archive,
Member of the International Musicological Society - IMS (International Musicological Society)
Svetlana Viktorovna Podrezova.

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

‘i‘ CAJAS Volume 10. Issue 4. 2025

YEJIOBEK B XYAOXECTBEHHOW KAPTUHE COBPEMEHHOIO MUPA



ABTopnap Typanbl Manimer: CBepeHunsi 06 aBTOpax: Information about the authors:

Kasbioekoa YKaiipaprya Kasbi6ekoBa )Kaiinapryib Kazybekova Zhaidargul
AsiMacKbI3bl — 6HEpTaHY AJiMacoBHa — KaHuaat Almasovna — Candidate of art
Kanauaathbl, «Jlactypai HCKYCCTBOBEJIEHHUS, IOLIEHT history, Associate Professor of
My3bIKa/IbIK OHep» KadeapacblHbl, — Kadeapb! « TpaauunonHoe the Department of «Traditional
notienTi, Temip6ek yKyprenos My3bIKaJbHOE HCKYCCTBO», Musical Art», Temirbek
atbiHaarbl Kazak y/aTThIK eHep Kaszaxckasi naunonasnbHas Zhurgenov Kazakh National
aKaJ1eMHsIChI aKajleMHsl HCKyCCTB UMEHH Academy of Arts

(Anmvatel, KazakcraH) Temup6eka Kyprenosa (Almaty, Kazakhstan)

(Anmatsl, Kazaxcran)

ORCID ID: 0000-0002-1838-1142
E-mail: kazybekovajaidargul @gmail.com

Kenurecos Acblibek Kenurecos Acblioek Kenigesov Asylbek
AcblixaHyibl — «JlomObipa» AcCbIIXaHOBMY — CTapLUUii Asylkhanovich — senior lecturer
KadepachbIHbIH aFa OKbITYLIBICHI, nperiojioBareJib Kaeapbl of the department «Dombyra»
MaoneHner canacbIHbIH Y31iri, «lomGbIpa», Monenuer Kazakh National Conservatory
Kypmanrasel atbinarsl Kasax canacbiHbIH y3airi, Kasaxckas named after Kurmangazy,
VJITTBIK KOHCEPBATOPHSICI HalHOHaJIbHAsT KOHCEPBATOPHSI Madeniet salasynyn uzdigi
(Anmvatel, KazakcraH) umenn Kypmanraanl (Almaty, Kazakhstan)

(Anmatnl, Kazaxcran)

ORCID ID: 0000-0002-6295-9749
E-mail: asil-ken@mail.ru



¢

ARTS & HUMANITIES

GRNTI 18.41.85
UDC 78.01
DOI 10.47940/cajas.v10i4.1119

THE MUSICAL LEGACY OF
THE BAIKADAM KARALDIN
FAMILY
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Abstract. This work is devoted to the study of the Baikadam Karaldin dynasty, which made a

significant contribution to the formation and development of the cultural and spiritual environment

of the Torgay-Kostanay region. The relevance of the topic is justified by the fact that in Kazakhstani
musicology, the study of musical dynasties has not yet received comprehensive and systematic
coverage. This work continues the line of research on cultural memory, regional traditions of
Kazakhstan, and ethnomusicology, focusing on the role of continuity and dynasticity in the evolution of
national musical culture. The aim of the study is to identify and analyse the role of the Karaldin musical
dynasty in the development of the musical culture of the Torgay-Kostanay region. The methodological
basis of this work consists of the principles of historical-cultural, comparative, and systematic analysis.
It should be noted that comparative analysis is used to a limited extent and locally, since during the
period under consideration, Kazakh musical folklore existed mainly in oral form. For these reasons, the
possibility of reconstruction and comparative analysis is currently limited. Given the temporal distance
and fragmentary nature of the source base, this analysis is local in nature and aims to identify the
problem and lay a methodological basis for further studies of regional musical tradition. The study of
musical dynasties in the cultural memory of our republic is of considerable interest to contemporary
musicology, as it offers an opportunity to examine the continuity of traditions, certain features of the
formation of regional schools, and the role of specific individuals in preserving cultural heritage. In
this regard, the musical dynasty of B. Karaldin is one of the most striking examples. The value of this
study lies in the systematization of various sources and in introducing the study of musical dynasties
into Kazakhstani musicology. The practical significance of the work lies in the applicability of the results
obtained in Kazakhstani musicology to educational courses on ethnomusicology, the history of Kazakh
music, and cultural studies.
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Introduction

azakhstan’s cultural heritage was

Kcreated and shaped by the active efforts
of many outstanding individuals whose
names are inextricably linked to specific
regions of the country. For example, one
such distinctive and remarkable center of
national culture is the Torgay-Kostanay
region, which has nurtured and produced
a significant number of talented poets,
musicians, composers, educators, public
figures, and statesmen. In this context,
the musical dynasty of Baikadam Karaldin
holds a special place, having made a
significant contribution to the formation
and development of the region’s cultural
and spiritual environment.

The study of musical dynasties in
the cultural memory of our republic is of
considerable interest to contemporary
musicology, as it offers an opportunity
to examine the continuity of traditions,
certain features of the formation of regional
schools, and the role of specific individuals
in preserving cultural heritage. In this
regard, the musical dynasty of Baikadam
Karaldin is one of the most striking
examples.

The relevance of the topic is
justified by the fact that the study of

musical dynasties has not yet received
comprehensive and systematic coverage

in Kazakhstani musicology. At the same
time, the consideration of dynastic forms
of succession is of great importance

for understanding the mechanisms of
transmission and preservation of traditional
musical culture. This work continues

the line of research on cultural memory,
regional traditions of Kazakhstan, and
ethnomusicology, focusing on the role of
succession and dynasticity in the evolution
of national musical culture.

The aim of the study is to identify and
analyse the role of the Karaldin musical
dynasty in the development of musical
culture in the Torgay-Kostanay region. In
this regard, the following tasks are set:

1. To examine sources and archival
materials related to the activities of the
Baikadam Karaldin dynasty;

2. To study the creative path of
representatives of the dynasty in the context
of the regional musical culture of the late
19th and early 20th centuries;

3. To identify the importance of
generational continuity in the development
and preservation of musical traditions;

4. To determine the contribution of
the Baikadam Karaldin dynasty to the
formation of Kazakhstan’s cultural memory.



Methods

The methodological basis of this work
consists of the principles of historical-
cultural, comparative, and systematic
analysis. A historical-cultural approach

is used to examine the activities of
representatives of the Karaldin dynasty

in the context of regional cultural
development. A biographical method is
used to reconstruct the creative portraits
of individual members of the dynasty. It
should be noted that comparative analysis
is used to a limited extent and locally, since
during the period under consideration,
Kazakh musical folklore existed mainly

in oral form. The indigenous population
did not know musical notation, and there
were no written records. For these reasons,
the possibility of reconstruction and
comparative analysis is currently limited.
Nevertheless, Alexander Zatayevich’s
recordings are particularly valuable in this
context, as they provide contemporary
musicology with reliable and unique
examples of a number of song models. In
this regard, the comparative analysis in
the study is based on a limited number of
works recorded by individual performers,
in particular by Baikadam Karaldin, which
allows only the general features of his
style to be identified. Given the temporal
distance and fragmentary nature of the
source base, such an analysis is local in
nature and aims to raise the issue and to
provide a methodological basis for further
studies of regional musical traditions.

The study employs analytical techniques
to identify the tonal, rhythmic, formative,
and stylistic features of the song material
recorded by the ethnographer Alexander
Zatayevich. At the same time, a source-
based analysis of musical notation and the
ethnographer’s notes contributes to an
understanding of the historical and cultural
context in which the songs under study
existed.

Thus, the research procedure includes
collecting, reviewing, and systematising

available archival materials and oral
testimonies, analysing them, and
formulating conclusions about the role of
the Karaldin dynasty in the region’s cultural
heritage. The value of this work lies in the
systematisation of various sources and in
introducing the study of musical dynasties
into Kazakhstani musicology.

Discussion

Many researchers in the field of musicology
have considered the issue of dynasticity.
[t is known that the phenomenon of
musical dynasties is based on both
biographical and family facts, which
represent a unique process of family
succession and are one of the main factors
in preserving identity. In this regard, the
idea of scholar Alexander Dzhumayev
(Dzhumayev 173) is interesting: “in the
contemporary period, the new cultural
powers are trying to re-establish a line
of succession for national music linking
ancient times to the present,” which points
to the importance of the phenomenon of
musical succession in the cultural memory
of regions. Here, “intergenerational
transmission is a constant subject of
attention in ethnomusicology” because
it has “consequences for both practice
and ethics,” according to researcher
Stadler Elmer (Elmer 78). In this regard,
it should be noted that Kazakh culture
as a whole is characterized by the oral
transmission of traditions. Furthermore,
according to Christian Derbaix & Maud
Derbaix (Derbaix 17), “intergenerational
transmission of traditions shapes artistic
and musical tastes and practices within”
a single clan. This work will focus on the
Karaldin dynasty, whose origins can be
traced back to Zharylgap Biy, a man who
was revered and well-known in his district;
from him came Karaldy, and from Karaldy
came Baikadam.

Baikadam Karaldin (1877-1930)
was a representative of the Kazakh
intelligentsia, a public and state figure
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who actively participated in improving the
political situation and living conditions of
society. He was an authoritative figure in
his native region, and all his actions were
directed toward the good of his homeland.
Unfortunately, in 1930, he was declared
an enemy of the people and subjected

to political repression. Only after some
time was Baikadam Karaldin’s name
rehabilitated (Amangeldymus).

His progressive worldview was greatly
influenced by his environment, upbringing,
and education. From the memoirs of his
daughter Danabike Baikadamova', it is
known that in 1892 he graduated from
the Russian-Kazakh school, then the
Neplyuev Cadet Corps, and at the age of
15 he was already working in the district
administration (Karaldin 5).

Interesting facts about him being
a person “well-known among his
contemporaries” are provided in an article
by Baikadam Karaldin’s granddaughter,
Kalamkas Arislanova?® (Arislanova):

«He worked as a translator (interpreter)
for the Governor-General of Torgai»,

— The first organizer of irrigated
agriculture in the Turgai steppe,

— Chairman of the Soviet Deputies -
1917,

— Chairman of the Turgai Executive
Committee — 1918,

— Member of the commission for
developing the status of the Kirghiz
Republic in Moscow -1919,

— Deputy Secretary of the Kirrevkom in
Orenburg — 1919,

— Chairman of the Torgai District
Revkom — 1920,

— Head of the Zemotdel — 1921-1922,

— First organizer of agricultural
cooperatives in the Republic — 1923—
1924,

— First cooperator of the Republic
1925—1928» (Arislanova)

The above-mentioned positions
entrusted to him confirm that he was a
versatile, active, and determined person.
From a young age, working in the district

administration, he approached various
tasks with ease and responsibility: “he was
a copyist, bookbinder, and accountant.” It
is known that the medal “For Diligence”
on the Annin ribbon, awarded to him,

was the result of his hard work and
conscientiousness?® (Baikadamova).

In addition, Baikadam Karaldin “studied
specialized materials on agricultural
engineering” and shared his observations
in the Turgai Gazette. For example,
Aitmukhambetov’s doctoral dissertation
notes that “in 1902, four issues published
his materials of economic significance to
the region” (Aitmukhambetov 218). In
one of his articles, Baikadam Karaldin
provides well-reasoned arguments for
the construction of a dam with a water
canal in the Kyrkhan tract for irrigation
and subsequent sowing of grain crops*
(Karaldin), and also submits a request for
consideration: “It would be highly desirable
for the Karaturgai people’s petition to
be granted, as a loan and a grant would
enable them to resume farming for a long
time, which would undoubtedly not only
improve their well-being, but also reduce
bread prices not only in the Karaturgai
volost, but throughout the entire district...”
(Karaldin). His request was reviewed and
financial support was provided in the form
of funds for the construction of the facility.
Thus, Baikadam Karaldin successfully

'Danabike Baikadamova (Karaldina) (1913-
1993) — a well-known Kazakhstani public
figure, journalist, philologist, founder of
Kazakhstani shorthand (encyclopedia).
*Kalamkas Arislanova — granddaughter of
Baikadam Karaldin, candidate of medical
sciences.

*From the memoirs of Baikadam Karaldin's
granddaughter, Aigul Baikadamova — associate
professor at MAB, UIB, coordinator of the
international Panfilov public movement of the
CIS countries, public figure.

*Personal archive of Baldyrgan Baikadamova
(granddaughter of Baikadam Karaldin) —
candidate of art history, professor, honored
worker of the Republic of Kazakhstan, member
of the Union of Composers of the Republic of
Kazakhstan, public figure.



implemented the planned project: he helped
the local population to sow the land and
safely survive a difficult period marked by an
extreme shortage of food.

In this regard, it should also be noted
that it was he who managed to unite all
the villagers and create joint agricultural
artels and cooperatives® (Baikadamova
7). He built dams and weirs and “was
one of the pioneers of land reclamation in
the republic” (Baikadamova 217). This
is one of many examples of the proactive
and effective work of Baikadam Karaldin,
a man with progressive thinking and a
forward-looking vision. He was known not
only to all the people of Turgai, but many
were aware of his noble deeds. Karaldin’s
multifaceted social activities served as an
example for many of his compatriots and
contemporaries.

One of the significant and memorable
events that entered the historical annals of
the region was his joint visit with Akhmet
Baitursynov and Alibi Dzhangildin to
a reception hosted by Vladimir Lenin
(Baikadamova 16). “After successful
negotiations, in 1919, Baikadam Karaldin
received the mandate of "Extraordinary
Secretary of the Revolutionary Military
Council of the Kyrgyz Autonomous
Region.” Having received this post,
Baikadam Karaldin decided to support
those who had been unjustly convicted:
he sought the release of persons who had
“committed non-material crimes,” that

°From the memoirs of Baikadam Karaldin's
daughter, Kunimzhan Baikadamova.

6Alua Baikadamova (granddaughter of
Baikadam Karaldin) — Head of Service,
Director of the Military History Museum, a
branch of the Military Patriotic Center of the
Armed Forces of the Republic of Kazakhstan,
public figure.

"Bolshevism is a socialist revolutionary
Marxist political movement and political
regime associated with the formation of a
centralized and disciplined party of the socialist
Marxist revolution, aimed at overthrowing the
existing capitalist system and establishing the
dictatorship of the proletariat (Wikipedia).

is, political prisoners, among whom there
were many Alash Ordyns,” according

to the memoirs of Baikadam Karaldin’s
granddaughter® (Baikadamova).

As is well known, on August 26, 1920,
the “Decree on the Autonomous Kyrgyz
Socialist Soviet Republic” (Pushkinlibrary)
was issued and its administrative borders
were approved. Today, this circumstance
seems to us to be an accomplished
historical fact, and few people are aware of
the efforts made at that time by the political
leaders of Alash Orda and Baikadam
Karaldin. For example, Baikadam Karaldin
was tasked with mediating agreements
between the Bolsheviks” and the
Alashordins to bring them closer together
and unite them for a common goal, despite
their differing political views. It was not
easy to convince the Soviet authorities
to recognize the territorial integrity and
independence of the new autonomy.
However, it was then that the borders of
the future independent Kazakhstan were
laid down and subsequently consolidated
(Karaldin 10). Thus, this documented event
is an important page in the history of our
Republic’s statehood. Baikadam Karaldin’s
large-scale activities deserve special
historical and scientific study, but we have
attempted to provide a brief overview. Thus,
this documented event is an important page
in the history of our Republic’s statehood.
Baikadam Karaldin’s large-scale activities
deserve special historical and scientific
study, but we have attempted to provide a
brief overview.

A notable historical fact is the
acquaintance and meeting between the
Karaldins and the outstanding collector
of Kazakh folklore, Alexander Zataevich.
This event resulted in several folklore
samples presented by them, which were
recorded by Zataevich and included
in his ethnographic collection “1000
Songs of the Kazakh People” (Zataevich
307). Alexander Zataevich tells us about
Baikadam Karaldin’s outstanding abilities
in his notes: in his “Notes” to “1000 Songs
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of the Kazakh People,” he highly praises
Baikadam Karaldin’s performance and
shares the following impressions: “Karaldin
Baikadam is a Kazakh intellectual, one
of the most serious and knowledgeable
experts on Turgai songs” (Zataevich 409).
Zataevich’s remarks are not without
foundation, since Baikadam Karaldin
inherited his creative abilities from his
mother, Shegetai. She was a talented
performer and author of her own songs,
as described in the memoirs of Baikadam
Karaldin’s daughter, Danabike Karaldina
(Karaldina 22). In the Torgai region, stories
about this extraordinary woman were
passed down by word of mouth until the
end of the 20th century. In particular, an
amazing story about how Shegetai became
the daughter-in-law of the Karaldin family
has survived to this day. In the Torgai
region, stories about this extraordinary
woman were passed down by word of
mouth until the end of the 20th century.
In particular, an amazing story about how
Shegetai became the daughter-in-law of
the Karaldin family has survived to this
day. We will briefly share this information:
the fact is that the head of the Karaldin
clan, Zharylgap Biy®, decided to choose
a future wife for his son Karaldy himsell.
Setting off in search of a daughter-in-
law, he traveled through several villages
and auls, and one evening, he stopped
at a dilapidated yurt. He was greeted by
a shepherd, who invited him to stay the
night. The shepherd was actually a girl
dressed in a boy’s clothes. Biy suspected
that the shepherd was a girl and decided to
confirm his suspicions. When the teenager
was preparing a bed for his guest, he
pretended to fall asleep. The situation was
such that now it was necessary to wait for
the biy to wake up and let the shepherdess
pass, because according to tradition, it
is not customary to step over a person’s
body. At this time, in the village where
the shepherdess’s family lived, evening
festivities for young people began. During
the evening entertainment, the young

people chatted with interest, sang songs,
competed in poetry and singing, and played
the game of ak suyek®. With each melody
that sounded, the shepherd involuntarily
shuddered. Zharylgap Biy, finally convinced
of his guesses, woke up and turned to the
shepherd: “My child, are you still here?
What about ak suyek? Run quickly to your
friends,” and let him out. After a while, a
beautiful song began to play, sung by a girl.
The biy listened and realized that it was the
shepherdess singing (Karaldina 22).

In the morning, during the dastarkhan,
he informs the girl’s parents of his plans,
why he ended up in their region, and that
he has finally found the perfect bride for
his son. The parents bless their child and
send her off with a biy. Thus, Sulushash
(the name of the shepherdess) received
her further education and upbringing in
the house of Zharylgap Biy. She would
later receive the name Shegetai. For
her personal qualities, sharp mind, and
wisdom, Biy gave her the name Shegetai
(Karaldina 18).

We mentioned above her talented
abilities and excellent vocal skills, and we
would like to add that she had a gift for
improvisation and repeatedly took part in
aitys competitions. In her memoirs about
her grandmother, Shegetai Danabike
Karaldina writes that “she sang with a very
high and thin voice... she sang until she
was very old, and her voice always sounded
clear” (Karaldina 23).

Thus, Grandmother Shegetai’s
natural gift was subsequently reflected

8Biy — a Turkic noble title.

%Ak suyek — a traditional Kazakh game played
by young people.

VAisulu Baikadamova (1927-1992) — Soviet
Kazakh singer, People's Artist of the Kazakh
SSR (National Encyclopedia “Kazakhstan” 6).
"Bakhytzhan Baikadamov (1917-1977)

— Kazakh composer, Honored Artist of

the Kazakh SSR (National Encyclopedia
“Kazakhstan” 6).

12Bakhsy, baksy — translated from Kazakh —
shaman.



in the creative abilities of her numerous
descendants, which have been preserved to
this day. We will not list all their names, as
there are indeed many of them, but we will
note that the author of these lines is one of
them, which is why this topic was chosen
for this work. The Baikadamov family is

a wonderful example of inherited talent:
the composer Bakhytzhan Baikadamov’s
sister, opera singer Aisulu Baikadamova'®,
inherited her grandmother Shegetai’s
magnificent gift and colorful “voice timbre”
(Karaldina 24). Indeed, when listening to
archival recordings of works from Aisulu
Baikadamovna’s repertoire, one can gain

a deeper understanding of the scope of

her musical and vocal talent. The timbre

of her voice, the purity of her intonation,
and her technical freedom are impressive
and evoke admiration. In turn, her brother
Bakhytzhan Baikadamov!! mastered the
dombra from an early age, thanks to the
fact that “Grandmother Shegetai and her
husband Baikadam often invited musicians
and singers to visit” so that their children
and grandchildren could become familiar
with and learn about their native culture.
“Among them were the shamans'%:
Eskendir and Zikiriya,” who, noticing

little Bakhytzhan’s musical abilities,
helped him develop them and gave him an
instrument as a gift (Karaldina 19). Later,
in memory of his grandmother, Bakhytzhan
Baikadamov rearranged her song
“Toibastar”- “Toibazar”!? for choir and

3The title of the song varies; in Danabike
Karaldina's book it is “Toibastar,” and in

the composer's choral arrangements it is
“Toibazar.”

“Baldyrgan Baikadamova (1945) — Honored
Artist of the Republic of Kazakhstan, composer,
musicologist.

5A more detailed overview of Bakhytzhan
Baikadamov's choral arrangements is
presented in the works of Arikainen and
Grinkevich, in the article by Baldyrgan
Baikadamova (Baikadamova) in the work of
Umitzhan Dzhumakova and Altyn Ketegenova
(Dzhumakova, Ketegenova), and in the master's
thesis by Almat Abishev (Abishev).

“included it in the repertoire of the Kazakh
choir” (Karaldina 24). This work “is special
for our family and is associated with the
Baikadamov family home...my father loved
this song very much and often hummed it,”
notes the composer’s daughter, Professor
Baldyrgan Baikadamova'* (Interview with
Baikadamova). “The intonations and tonal
supports of «Toybastar’-"Toybazar'®»

can be found in many of Bakhytzhan
Baikadamovich’s works,” Baldygan
Bakhytzhanovna shared the following

observations (Interview with Baikadamova).

Results

As is well known, this kind of process is

a manifestation of dynasticism. In the art
history of any ethnic group, we can observe
such genealogy: in Germany, it is the
Bach family, in Austria, it is the Strauss
family, the Mozart family, etc. In Kazakh
cultural heritage, there are quite a few
examples of dynastic lines spanning several
generations, such as the Kunanbayevs,
Zhubanovs, Baikadamovs, Sagatovs,
Kazhgaliyevs, Serkebayevs, Zhaiymovs,
Baiterekovs, Akhmedyarovs, and many
others. In this context, the same line of
succession can be observed in the region
under consideration, namely the dynasties
of the Karaldins, Jangildins, Kaiyrbekovs,
Baipakovs, Abenovs, Otelbaevs, Abykaevs,
Muzdakhanovs, Kozhakhmetovs, and
others.

In addition to the above, I would like to
mention the role of Baikadam Karaldin’s
wife, Urzipa Karaldina, who contributed
to the Karaldin family’s hereditary creative
abilities and enriched them even further.
Urzipa Karaldina was a talented woman
with beautiful natural vocal abilities
and artistic talents. For some time, she
performed in the Torgai amateur theater,
where she was a popular and sought-
after personality. She knew many songs
(“Khararaw,” “Saulemay,” “Kos etek
burang bel!” and even composed them
herself (before her wedding, she composed
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the song “Elim qayda, menin elim”),”
notes Professor Altyn Ketegenova in her
work (Ketegenova 195).

[t is known that her husband,

Baikadam Karaldin, was the author and
connoisseur of many songs and a skilled
performer. “The songs ‘Bozbala’, ‘Qyzyndy
magan satyp...” and others sounded
especially good in his performance”
(Archive). In addition, an interesting and
noteworthy fact is that Baikadam Karaldin
independently organized the opening of
the aforementioned amateur theater at his
home, where Serke Kozhamkulov'®, local
singers and artists, and the household
members themselves were frequent
performers. All the sets, costumes, and
props were created independently at the
expense of Baikadam Karaldin’s family
(Karaldina 17).

The enlightened, well-rounded, and
creative couple Baikadam and Urzipa
Karaldins found a wonderful continuation in
their talented children: Danabike Karaldina,
Bakhytzhan Baikadamov, Kunimzhan
Baikadamova'’, and Aisulu Baikadamova.

Main provisions

Earlier, we mentioned Baikadam

Karaldin’s meeting and acquaintance

with ethnographer Alexander Zataevich'®.

In this work, we will examine several

songs recorded by the researcher: No.

836 “Gagigak” (refrain) (Zataevich 313)

(Kurturgai volost) and “Kamshat borik.”

These were picked because they’re

connected to the Karaldin family. Overall,

Alexander Zataevich put three songs

performed solo by Karaldin in his collection.
“Gagigak” was recorded from Baikadam

Karaldin and is described in the notes

to “1000 Songs of the Kazakh People”

as a “women’s song” (Zataevich 410),

composed by Baikadam Karaldin’s wife,

Urzipa Karaldina'®. Here, Zataevich

adds the following information about the

author of two other works performed by

Doschanov: “I remember that Doschanov

836. Farmrak™®

(npHneBHOE CNOBO)
Cootunun KAPAJITMH Balikanam™
Kypryprah

Mennenno, ¢ rpycrsio, J=6s ER

0 L , : 2
Y —
@.‘. e ES=E=——c=rL|
-t e =
—_—

= —

g = > . ::_é- nf i k;“'—l-?

Figure 1. Musical notation example

called Urzipa a contemporary author”
(Zataevich 410), which once again
proves that Baikadam Karaldin’s wife
was a talented person who composed and
performed her own songs.

“Gagigak” is lyrical in nature, with
sad undertones, a moderate tempo, and
melodic content more reminiscent of songs
in the “kara olen?” genre. There are no
wide leaps in the melodic line, only smooth
second transitions. The rhythmic pattern
features a dotted rhythm. The peculiarity
of the rhythmic strokes and descending
steps give the melody a characteristic color,
which, in our opinion, is associated with
emotional inner experiences.

The first two lines of the melody are
reminiscent of the Kazakh folk song
“Arman-ai”, which attracted our attention
and aroused our interest. As is well known,
most songs in the kara o-len genre are
characterized by the presence of similar,
recurring motifs and intonations, which we
observe in the sample under consideration.

16Serke Kozhamkulov (1896—1979) — Kazakh
theater and film actor, People's Artist of the
Kazakh SSR, Hero of Socialist Labor, winner
of the Stalin Prize, was close friends with the
Karaldin family and a frequent guest (Karaldina
117).

"Kunimzhan Baikadamova (1925—2017)

— professor, philologist, Honored Worker of
Culture of Kazakhstan (Torgay Encyclopedia)
8Alexander Viktorovich Zataevich (March 8
(20), 1869 - December 6, 1936) — Russian,
Soviet musician, ethnographer, composer,
People's Artist of the Kazakh SSR (1923),
(Wikipedia Zataevich).



Based on the syllabic structure of the
poetic text, we assume (since the poetic
text has not been recorded by Alexander
Zataevich) that the sample in question
most likely consists of 11-syllable verse in a
single quatrain.

1. form of the melody: introduction +
refrain;

2. the song is written in the range of a
seventh;

3. supporting tones: stable steps of the
scale;

4. a dotted rhythm is observed.

The final quatrain has two lines that are
more developed in terms of melody and are
repeated in sequence. They also contain
hidden fifth intervals with stepwise filling.
When recording this song, Alexander
Zataevich notes that “gagigak” is a refrain
word. Despite its simplicity in melodic
content, the song is quite easy on the ear,
with memorable intonations and pleasant
to listen to.

The next song we will consider is
“Kamshat borik,” performed by Akhmet
Baitursynov. Currently, there is a
widespread belief that this piece was
composed by Baitursynov. Here is an
interesting observation about the songs
recorded by ethnographer Baikadam
Karaldin, shared by Batyrlan Sagintaev?!
in his book “Tobyl-Torgay aueni,” where
he notes that the famous song “Kamshat
borik” was composed by Baikadam
Karaldin, not Akhmet Baitursynov.

Tn the “Notes,” the name Urzipa is written as
Urzina, possibly due to a typographical error.
We know that Baikadam Karaldin's wife was
named Urzipa.

20%Kara Olen” is a genre of popular lyrical songs
in Kazakh culture.

2IBatyrlan Sagyntaev is a researcher at the
Regional Museum in Arkalyk, Kostanay
Region, an akyn, and a participant and winner
of republican competitions and aitys.

2Nazipa Kulzhanova (1887—1934) was the
first female journalist, educator, translator,
and ethnographer in the history of Kazakhstan
(Torgay Encyclopedia).

[t was performed by Baitursynov for
Alexander Zatayevich (Sagyntaev 159-
160). Continuing with this issue, we
would like to add that in musical and
ethnographic practice, it is quite common
to encounter examples of this kind, where
the authorship of a particular composition
may be mistakenly identified, or they may
be recorded as folk compositions, which
is, in principle, the norm. Only in rare
and exceptional cases (living witnesses,
documented facts, etc.) is it possible to
reconstruct the information correctly

and accurately. In this regard, we refer

to Danabike Karaldina, the daughter of
Baikadam Karaldin. In his memoirs about
his father, Danabike Karaldina gives a
detailed and interesting description of how
the song “Kamshat borik” was composed
and under what circumstances, which

he dedicated to Nazipa Kulzhanova??
(Karaldina 137). We hope that this
information will be useful for performers
and researchers in the future.

No. 688 “Kamshat Borik” (Zataevich
260) - profound in both its melody and
poetic content, one of the few songs
whose lyrics were recorded by Alexander
Zataevich from Akhmet Baitursynov, with
a line-by-line translation into Russian,
thanks to which we have a more accurate
understanding of this composition. This
beautiful song is filled with bright lyricism
and sublime emotions, giving it a certain
solemnity. In the ethnographer’s notes, we
see how impressed he was by “Kamshat
Borik,” which he describes as “majestic
and noble” (Zataevich 404). Turning to the
poetic text, it becomes clear what causes
this “majesty and nobility.” The content of
each poetic line testifies to this:

“Hanzada, I met you by chance!

Husni-Jamal, I admire your beauty!

You must be descended from angels!

[ can tell this by the will of the Almighty.

You met me as you were leaving your
wonderful village.

We did not know each other until now.

Out of propriety and custom, I did not
look directly into your eyes,
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Whose sparkle shimmers like a mirage
on hot days!” (Zataevich 471)

In terms of style and tonal content,
“Kamshat borik” belongs to the songs of
the Saryarka tradition. The author used
characteristic compositional techniques:
the initial quartal opening, the presence of
AMF? (Elemanova 76), and the refrain.

[t should be noted that the chorus here is
double, according to the classification of
musicologist Baigaskina (Baigaskina 82),
which further emphasizes the author’s
original approach to composing and the fact
that it was created by a folk-professional
composer. At the same time, there is an
asynchrony between the poetic text and the
melody, which once again testifies to the
author’s style.

The introduction is presented in a form
typical of Saryarka songs, consisting of a
repeated hali-stanza and 11 complex lines
ending with the first refrain:

The melody is touching and soulful, and
the long chanting of AMF and its singing
give the sound a sense of flight. The fairly
wide range of the octave is filled with
colorful transitions from the lower register
to the high register and requires a certain
skill in vocal reproduction. We mentioned
above that there is a repeated structure of
melodies, which ends with the first chorus
consisting of alexic words. Its descending

688, Kammar Gopin®
(Gobposas wamka)
Coofuma BARTYPCHIHOB Axuer
Kaprapamsiscenm y.

eI B BEARABO, B XBPAKTERE mecTIn. J-84

Figure 2. Musical notation example

J=d Menee macennno.

Yl -usr  Gop-xis AR, Ty sRegall wopewin al,  Beo cun cTRem

Figure 3. Musical notation example

intonations in sequential movement
smoothly lead to the lower fundamental
tone, reinforcing it.

The presence of the lowered II degree
in the minor mode adds concentration to
the romantic content of the entire song,
coloring it in an original way. The material
of the second chorus includes motifs from
the first, and here we again see a repetitive
structure, which, apparently, was used by
the author to emphasize inner feelings. It
is a deeply lyrical and tender expression of
emotions:

At the same time, there is also a register
comparison, which researcher Aizhan
Berdibay notes as “a well-known principle,
when the upper register in the introduction
is contrasted with the lower register in the
chorus” (Berdibay 81).

Professional singer of traditional songs
and scholar Baglan Babizhan shared with
us the peculiarities of performing “Kamchat
borik” (Interview with Babizhan). She is
currently the first and only performer of
this composition. In her interview, Baglan
Babizhan told us about the careful and
laborious process of reproducing and
restoring material recorded a century
ago! A thorough analysis was conducted
of the text, music, poetry, and dombra
accompaniment. The result exceeded all
expectations, and thanks to the skill and
talent of Babizhan, we have the unique

ZYAMEF” is an akyn melodic formula, a musical
term introduced by researcher Saida Elemanova
(Elemanova 76).



opportunity to listen to “Kamchat borik”

in her own superb performance (Abaitv).
This wonderiul song, like a lyrical ballad,
continues to carry a deep meaning through
the years, being an artistic embodiment of
the sublime and “noble,” where both the
poetic text and the musical content are
presented in an exquisite and harmonious
way.

Conclusion

Returning to the question of authorship,
in our opinion, the name of the creator
of “Kamshat borik” was concealed due
to the fact that the text contains poetic
expressions of religious content, which
were not supported by the politics of
that period. After all, we know that both
Akhmet Baitursynov and Baikadam
Karaldin were subsequently subjected to
repression. Nevertheless, a century later,
the musical compositions performed by

them, recorded in a timely manner by
Alexander Zatayevich (who also took
a risk), are available to the audience
and continue to inspire deep respect
for the ethnographer and admiration for
the talents of Akhmet Baitursynov and
Baikadam Karaldin. Thanks to Alexander
Zatayevich’s unique recordings and notes,
we have the opportunity to get acquainted
with Baikadam Karaldin’s songs and now
know and have an idea of his qualities as a
performer.

The Karaldin family, distinguished
by their high level of education, was one
of the rare examples of the cultural and
educational intelligentsia of the early 20th
century. Their lifestyle, based on the values
of culture, education, and public service,
became a kind of benchmark for the local
population. They were the first to lay the
foundations for creative self-expression
and thus made a significant contribution to
the development of the artistic life of their
region.

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD ‘ i ‘ CAJAS Volume 10. Issue 4. 2025



MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD ‘ ! ‘ CAJAS Volume 10. Issue 4. 2025

THE MUSICAL LEGACY OF THE BAIKADAM KARALDIN FAMILY IN THE TRADITION OF THE TORGAY-

KOSTANAY REGION

References

Abishev, Almat. Natsionalnyye cherty khorovykh obrabotok B.Baykadamova [National
features of Baikadamov’s choral arrangements]. 2012. Almaty, Kazakh national conservatory,
Master’s thesis, (in Russian)

Abaitv https://abaitv.kz/ru/videos/2674 accessed on 16.02.2025. (in Kazakh)

Aitmukhambetov, Aidar. Kazakhskiye sluzhashchiye Rossiyskoy imperii: formirovaniye,
professionalnaya i obshchestvenno-politicheskaya deyatelnost v XIX veke - nachale XX veka
(istoricheskiy aspekt) [Kazakh employees of the Russian empire: formation, professional and
socio-political activities in the 19th century - early 20th century (historical aspect)]. 2010.
Semey, PhD thesis, https://e-history.kz/upload/iblock/e99/e9973f08e195c32c2c0256954e
b4eb42.pdf accessed on 17.01.2021. (in Russian)

Amangeldymus, http://amangeldymuseum.kz/kz/sayasi-u-yn-s-rgin-rbandary.html
accessed on 22.08.2020. (in Russian)

Arislanova, Kalamkas. “K 100 letiyu so dnya rozhdeniya D.Baykadamovoy” http://
unesco-kaznu.ucoz.kz/publ/k_100_Lletiju_so_dnja_rozhdenija_danabike_bajkadamova_
karaldina/1-1-0-4 Accessed on 17.01.2021. (in Russian)

Arkhiv semi B.Baykadamova [Archive of the Baykadamov family], 1968. (In Russian)

Baygaskina, Asiya. Ritmika kazakhskoy traditsionnoy pesni [The rhythm of the Kazakh
traditional song] Almaty, 1991, 202 p. (in Russian)

Baykadamova, Aigul. 31 maya - den pamyati zhertv politicheskikh repressiy, https:/www.
facebook.com/photo?fbid=1601200313472514 &set=a.1506392222953324. Accessed on
January 17, 2021. (in Russian)

Baykadamova, Alua. https://www.facebook.com/permalink.php?story_fbid=203458157333
3555&id=100003451972006 accessed on 17.01.2021. (in Russian)

Baykadamova, Kunimzhan. Baykadamovtar auleti [The Baikadamov family]. Almaty, Bilim,
2009. (in Kazakh)

Baykadamova, Baldyrgan. “Zhizn - eto pesnya, i pesnya - eto zhizn” [‘Life is a song, and a
song is life”]. Kompozitory Kazakhstana [Composers of Kazakhstan]. Issue 2. — Alma-Ata, Oner,
1982. (in Russian)

Berdibay, Ayzhan. Muzykalno-poeticheskaya struktura kazakhskikh traditsionnykh pesen
[Musical and poetic structure of Kazakh traditional songs]. 2017. Almaty, PhD thesis, (in
Russian)

Derbaix, Christian & Derbaix, Maud. “Intergenerational transmissions and sharing
of musical taste practices.” Journal of Marketing Management 35 (17-18): 1600-1623.
DOI:10.1080/0267257X. 2019.1669691. (in English)



THE MUSICAL LEGACY OF THE BAIKADAM KARALDIN FAMILY IN THE TRADITION OF THE TORGAY-

KOSTANAY REGION

Djumaeyv, Alexander. Musical Heritage and National Identity in Uzbekistan, Ethnomusicology
Forum, Vol. 14, No. 2 (2005), p. 165-184. (in English)

Dzhumakova, Umitzhan. Ketegenova, Nurgiyan. Kazakhskaya muzykalnaya literatura (1920~
1980) [Kazakh musical literature (1920-1980)], Almaty, Galym, 1995, pp. 131-142. (in Russian)

Elemanova, Saida. Kazakhskoye traditsionnoye pesennoye iskusstvo [Kazakh traditional song
art], Almaty, Daik Press, 2000, p. 185. (in Russian)

Elmer, Stadler. Song transmission as a formal cultural practice. Frontiers in Psychology,
12:654282. DOI: 10.3389/fpsyg. 2021.654282. (in English)

Entsiklopediya, Torgay yeli [Encyclopedia Torgay], Almaty, Arys, 2013. (in Kazakh)
Intervyu s Baldirgan Baykadamovoy, Personal archive of Sh. Tatkenova. (in Russian)
Intervyu s Baglan Babizhan, Personal archive of Sh. Tatkenova. (in Kazakh)

Karaldina, Danabike. Alma agashtar guldegende [When the apple trees bloom], Almaty, Oner,
1991. (in Kazakh)

Karaldin, Baykadam. “Zemledeliye v Turgayskom uyezde” [“Agriculture in Turgai county.”]
Turgai Newspaper, January 6, 1902, personal archive of Baldyrgan Baykadamova. (in
Russian)

Ketegenova, Nurgiyan. Bakhytzhan Baykadamov, Tvorcheskiye portrety kompozitorov
Kazakhstana [Bakhytzhan Baykadamov, Creative portraits of composers of Kazakhstan],
Almaty, Alatau, 2009, pp. 194-209, 558 pp. (in Russian).

Natsionalnaya entsiklopediya Kazakhstana [National Encyclopedia of Kazakhstan], Volume 1,
A-B, Almaty, 2004. (in Russian)

Pushkinlibrary https://pushkinlibrary.kz/exhibitions/kazassr/pagel.html gata poctyna
24.03.2025 (in Russian)

Sagyntaev, Batyrlan. Tobyl-Torgay aueni [Songs of Tobyl-Torgay.] Kostanay, 2020. (in Kazakh)
Wikipedia https://ru.wikipedia.org/wiki/bonbliesnsm accessed on 24.03.2025 (in Russian)

Wikipedia, Zataevich https://ru.wikipedia.org/wiki/3aTaesny, AnekcaHap_BukTopoBuy
Accessed on 24.03.2025. (in Russian)

Zataevich, Alexander. 1000 pesen kazakhskogo naroda [1000 songs of the Kazakh people],
Almaty, Daik-Press, 2004, 3rd edition. (in Russian)

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD ‘ i ‘ CAJAS Volume 10. Issue 4. 2025



CAJAS Volume 10. Issue 4. 2025

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD

THE MUSICAL LEGACY OF THE BAIKADAM KARALDIN FAMILY IN THE TRADITION OF THE TORGAY-
KOSTANAY REGION

[loanan ToTrkeHoBa

Kypmanraser atbiniarsl Kazak yarTbik Koncepsatopusichl (Anmarsl, Kazakerat)

TOPFAN-KOCTAHAM OHIPIHIH ASCTYPIHAETI BAUKALAM KAPAJIAUHAEP OTBACbIHbIH,
MY3bIKAJIbIK M¥PACHI

Anpatna. byn eHbekTe Topran-KoctaHan eHipiHiH M3AEHM-pyXaHM OPTACbIHbIH, KanbiNTacybl MeH
[aMyblHa 30p ynec KockaH balkanam KapanavHaep ayneti 3eptreneai. bys1 makeipsinmelH e3ekminiei
My3blKa/blK SyNeTTepai 3epTTeyaiH, Ka3akCTaHAbIK My3blKaTaHy fblIbIMbIHAA 9/1i A€ YKaH-KaKTbl
XKoHe XyMeni TypAe KapacTblpblaia KOMMaraHAbIFbl aKbIH KepceTeai. byn KyMbIC YATTbIK My3bika
M3[EHMETIHIH 3BOMNOLMACHIHAAFbI CAbaKTACTbIK MEH 9yNeTTiH peniHe 6aca Ha3ap ayaapa oTbIpbir,
MaeHM aabl, Ka3akCTaHHbIH, aMaKTbIK A3CTYPEPi XaHEe 3THOMY3blKaTaHy MacenenepiHe 6ainaHbICTbl
3epTTey XenicCiH )anfactolpafbl. 3epmmeyodiH Makcamel — TopFar-KocTtaHa aiMasbIHbIH, My3bIKabIK,
M3AEHMUETIHIH AaMyblHAaFbl KapanamHaep My3biKanblK, 9yNeTiHiH peniH aHbIKTay aHe Tanaay. byn
XYMBbICTbIH, d0icmemesniK Hezi3iH TapuxXu-MafeHu, CanblCTbIpMabl, XYHenik Tanaay npuHUMNTepi Kypanabl.
Ka3aKTblH My3blkanblk GONbKAOPbI KAPACTbIPbIIbIN OTbIpFaH KE3EHAE HEri3iHEH aybi3lla TYpAe eMmip
CYPreHAiKTeH CanbICTbipManbl TaNAaYAblH, WEKTEYi XaHe XeprifikTi AeHreriae KonaaHblFaHbIH
anTa KeTkeH xeH. Ocbl cebenTepre 6aiNaHbICTbl KA3ipri yakpITTa KaiTa KanmnbliHa KeNTipy XaHe
CanbICTbipManbl TaNAAY XYPridy MyMKIHAIT wekTeyni. YakpITTbIK anlaKTbIKTbl )XaHe AepeKKke3aep
6a3acblHblH PparMeHTApP/IbIFbIH €CKEPEe OTbIPbIM, MyHAAN Tanaay XeprifikTi cMnaTka ue 6onbin, eHipaik
My3bIKanblK A3CTYPAI OfAH dpi 3epTTeyre apHanfaH NpobnemMaHbl KOKFa XaHe aiCHaManblK Heri3iH
KypyFa bafbiTTanfaH. bisniH pecnybankambl3ablH MOAEHM XAAbIHAAFbI My3bIKasbIK, SyNeTTeEPLi 3epTTey
MPOLLECiHIH ©3i Ka3ipri 3aMaHfbl My3blka TApUXbIHA YIKEH KbI3bIFYLUbIIbIK TYAbIPaAbl, OUTKEHI Oy
[9CTypnepAiH cabakTacTblFbiH, AUMaKTbIK MEKTENTEPAIH KaNbINTacybliHbIH KeWOip epeKLienikTepiH
X3HEe MaJEeHM MypaHbl cakTayaafbl 6enrini 6ip TynFanapablH, peniH KapacTbipyFa MyMKiHAIK 6epesi.
Byn Typfbiaa b. KapanauHHiH My3bikanblk 8yneTi aikblH Mblcanaapabi, 6ipi 6onbin Tabbinaabl. byn
3epmmey0iH, KyHObI/IbIFbl SPTYPNi AEPEKKO3AEPAI XKYMeney xaHe My3blKanblK dyneTTepai 3epTrey
MaceneciH Ka3akcTaHablK My3blkaTaHyFa eHrizy 60bin Tabbinazbl. XKyMbICTbIH, MTPAKTUKANbIK,
MaHbI3AbINbIFbl ANbIHFAH HATUMXKENEePAiH Ka3aKCcTaHAbIK My3blKaTaHyAa, STHOMY3bIKONOMMS, Ka3ak,
MY3bIKACbIHbIH TapUXbl XXoHe MaeHMeTTaHy 6olbiHWA 6iniM 6epy KypcTapbiHAA KOMAAHbITYbIHAA XATbIp.

Tyiiin ce30ep: eHep, My3biKa, My3blKa/blk, MBAEHWET, My3bIKasbIK YNET, dYNET, My3blKablk GONbKAOP,
9H HONbKIOPbI, STHONOMUS, Ka3aKTbIH, ASCTYPAi My3bIKaCbl, MOAEHU Mypa.

Aaliekces ywiH: ToTkeHOBa, LLlonnaH. «Topra-KoctaHal eHipiHiH aacTypiHaeri barikagam
KapananHaep otbacbliHbIH My3blKanblk, Mypachl», Central Asian Journal of Art Studies, Vol. 10, No. 4, 2025,
pp. 53-68.DO0I: 10.47940/cajas.v10i4.1119

Asmop KommazbaHbiH COHFbI HYCKACbIH 0KbIN, MAKyn10adsl iaHe Mydoesep KakmblfblCbl HOK eKeHiH
Manimoelioi.



THE MUSICAL LEGACY OF THE BAIKADAM KARALDIN FAMILY IN THE TRADITION OF THE TORGAY-
KOSTANAY REGION

Iloanan TaTkeHoBa

Kasaxckasi HaloHasbHast KoHcepBatopust umenn Kypmanrasst (Anmvarsi, Kazaxcran)

MY3bIKAJIbHOE HACNIEAUE CEMbU BANKALAMA KAPAJIAVUHA B TPALAULIUN TOPTAACKO-
KOCTAHANCKOIO PETMOHA

AHHoTauus. [laHHasa pabota nocBsAwWEHa M3yyeHuto auHacTumn baikagama KapanauHa, BHeclwen
BECOMbII BK/1AZ, B CTAHOB/IEHWE U PA3BUTUE KYNbTYPHOM M AYyXOBHOW cpeapl Topraicko-KocTtaHaickoro
pervoHa. AkKmyanbHocms meMbl 060CHOBBIBAETCS TEM, YTO B Ka3aXCTAHCKOM MY3bIKO3HaHWUM U3yYeHUe
MY3bIKa/IbHbIX AMHACTMIA eLLe He MoJlyyYana KOMMIEKCHOTO U CUCTEMHOIO OCBELLEHUS. [aHHas

paboTa NpoLo/KAET HarnpaBEHUE UCCNIEA0BAHUM, CBA3AHHBIX C NPOBIEMaMu KyNbTYPHOM NaMaTy,
pEervoHabHbIMKU TpaauuMaMu KazaxcraHa v STHOMY3bIKOBEAEHMS, AKLEHTUPYS BHUMAHWE Ha posib
NPEEMCTBEHHOCTU U AMHACTUIMHOCTU B 3BOIOLMU HALMOHAIbHOM MY3bIKaNIbHOM KyNbTypbl. Llesbio
uccnedo8aHus SBNSETCS BbISBIEHWE W aHANU3 PONM My3blKanbHOW AMHACTUKM KapanauHbIX B pa3BUTUM
My3bIKanbHOM KynbTypbl Topraiicko-KocTtaHaickoro pervoHa. Memodosozuyeckyro 6a3y f[aHHOM

paboTbl COCTABASOT NPUHLMMbI UCTOPUKO-KY/IbTYPHOTO, CPAaBHUTENILHOMO M CUCTEMHOIO aHanu3a.
CnepyeT OTMETUTb, YTO CPABHUTESbHBIN aHAIM3 UCMOMb3YETCS OFPAHUUYEHHO U JI0KaNIbHO, MOCKOJIbKY B
paccMaTpuBaEMbIi NEPUOL, Ka3aXCKUIA My3bIKasbHbIW ObKIOP CyLLECTBOBAA B OCHOBHOM B YCTHOM
¢dopme. 1o 3TMM NpUYMHAM B HACTOSILLEE BPEMS BOSMOXHOCTb PEKOHCTPYKLMU M CPAaBHUTENbHOIO
aHanu3a orpaHuyeHa. NpMHMMas BoO BHUMaHUE BPEMEHHYIO AUCTaHLMIO U GparMeHTapHOCTb
MCTOYHWUKOBOM 6a3bl, NOJ06HbIN aHANM3 HOCKUT TOKAsIbHbIW XapaKTep M HampaB/ieH HA NMOCTAaHOBKY
npo6nembl U CO34aHUE METOLOOTMYECKOW OCHOBbI A8 AANIbHENLIErO U3yYEeHUSI PETMOHAIbHOM
My3bIKanbHOM Tpaauummn. CaM NpoLLeCC U3yYeHUs My3biKabHbIX AUHACTUI B KYNbTYPHOM NaMsATU Hallew
pecnybauku npeacTaBnsieT coboi 3HaUUTENbHbIV MHTEPEC A1 COBPEMEHHOO MY3bIKO3HAHMS, MOCKO/bKY
[1aeT BO3MOXXHOCTb paCCMOTPETb NPEEMCTBEHHOCTb TPAAMLMIA, HEKOTOPblE 0CO6EHHOCTM CTaHOBIEHMS
PErMOHAbHBIX LUKO UM POJb ONPefeieHHbIX IMYHOCTEN B COXPAaHEHUM KYNBTYPHOrO Hacneaus. B

3TOM acnekTe My3blkasbHas auHacTus b.KapanguHa aBnseTcs 04HUM U3 SpKMUX NPUMEpPOB. LleHHocmb
[IAHHOTO MCCNEeN0BaHMUSA 3aK/HOYAETCS B CUCTEMATM3ALIMM Pa3HOOOPA3HbIX MCTOYHMKOB U BBEAEHUEM

B Ka3axXCTaHCKOEe My3blKO3HaHWE Npo6ieMy U3yYeHUs My3biKabHbIX AUMHACTUIA. [Ipakmuyeckas
3HAYUMOCMb PabOoTbl 3aKNOYAETCS B MPUMEHUMOCTM MOYYEHHbIX PE3Y/IbTATOB B Ka3aXCTaHCKOM
MY3bIKO3HaHMK, B 06Pa30BaTE/bHbIX KYPCaxX Mo 3THOMY3bIKOBEAEHUIO, UCTOPUM KA3aXCKOWM My3bIKK U
KYNbTYPOIOTUM.

Kntoyesbie cnoea: nckyccTBo, My3blka, My3blKabHasi Ky/bTypa, My3blKasibHasi AMHACTUS, AUHACTUS,
MY3bIKa/bHbIW HOBKI0P, MECEHHbIN BOMBKIOP, STHOMOMMS, Ka3axcKas TPaAMLMOHHAs My3bIKa,
KY/JIbTYpPHOE Hacnepue.

Ans yumupoeanus: TatkeHosa LLlonnaH. «My3bikanbHoe Hacneane cembu balikagama KapanavHa B
Tpaguumm Topraricko-KoctaHarickoro pernoHas, Central Asian Journal of Art Studies, Vol. 10, No. 4, 2025,
pp. 53-68.D0I: 10.47940/cajas.v10i4.1119

Asmop npoyuman u 0006pusl OKOHYAMEbHbIU 8apuUaHM pykonucu u 3aseasiem ob omcymcmeauu
KOH@UKMa uHmepecos.
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KA3AKCTAHIAFbI
KUHOITPOKAT )KYHUECIHIH,
KA3IPTI )KAFIIAbI MEH
O3EKTI MOCEJIEJIEPI

Oniner Omapos', Hosupa MykpilieBa'

'Kyusiowr Baficefiitoa atbinaarsl Kasak yaTTeiK eHep yHUBEPCHTETI
(Acrana, Kasakcran)

Anparna. KasakcraHaarbl KUHOMHAYCTPUS XXYMECiHiH, ablpaMac 6eniri — KWHOMPOKAT canachl

Kasipri 3amMaHaa M3AEHU, 9N1eyMEeTTIK )XaHe IKOHOMMKAbIK, TYPFblAAH aipbIKLWa MaHpI3Fa Me 60sbin
oTblp. FanamaplK aknapaTTblk TEXHONOMUANAPAbIH, AaMYybl, KahaHAaHY yaepicTepiHiH biIknabl, XaHa
KOMMYHMKaLMANbIK N1aThopManapapblH Tapanybl XXaHe KepepMeH TanfaMblHbIH e3repyi 6yn canaHblH,
Ma3MyHbl MeH KbI3MeTiHe Tybereiini e3repictep akengi. 9neMAaik KUHOHAPbIKTaFbl YpAiCTEP MEH
XanblKapanblk, TaXipube kepceTkeHAen, KNHOMPOKAT Xyheci Tek GunbMAepai ayauTopusFa XeTKI3YaiH,
Kypasibl faHa eMec, 011 COHbIMEH KaTtap, YNTTblK, MOAEHUET asiCbIHbIH, KEHEIOIHE, SKOHOMUKANbIK,
KaTbIHACTAPAbIH, XaHAAHYbIHA XXaHe KOFaMAaFbl 91eyMeTTiK-MAesblK KYHAbIIbIKTapAbIH, HbIFalObIHA
bIKMan eTeTiH KeleHAi MBAEHN-IKOHOMUKANbIK UHCTUTYTKA aiHanFaH. KasakcTaHaarbl KUHOMpPOKAT
XYWMeCiH 3epTTey OCbl TypFblAaH 63€KTi, ce6ebi, yITTbIK KUHOHbIH, AaMybl MEH XanblKapablK AeHrenaeri
6acekere KabineTTiNiriH KAMTamMachi3 €Ty yLiH NPOKATTbIK MHPPAKYPbIIbIMHbIH, Canasbl XXYMbIC icTeyi
aca kaxet. COHAbIKTaH eniMi3aeri KWHOMPOKAT XXYMeCiHiH Ka3ipri XKaFaavibl MEH ©3eKTi MacenenepiH
FbINbIMM TYPFbILAH CapanTay MakanaHblH, 6actel Makcams! 6onbin oTbip. OcbiFaH opait Kasakcranaasbl
KMHOMPOKAT YYMECiHiH TapuXM1 KanbiNTacy Ke3eHaepi MeH Kasipri afaarblH, OHbIH, apTbIKLUbI/IbIKTaPbI
MeH KeMLLINiKTepiH, KYKbIKTbIK, HEri34epiH, KepepMeH TafFaMblHbIH, ©3repici MeH UndpbIK,
nnaTdopManapAblH, biknasbiH, XaHa KOMMYHUKALMANbIK, TEXHONOMUSNAPAbIH, POiH, OTaHABIK XaHe
weTenaik Taxipubenepin, e3iHAIK epeKlwenikTepiH 3epTTen, aHblKTay MiHOemmepi KOMbinabl. 3epTTey
6apbICbiHAA KONAAHbITFAH dAiCTEp iWiHAe cunaTTay, Tanaay, CanblCTbipy, CUHTE3aeY, abCTpaKTiney,
MHOYKLMS KoHe fefyKums 6acbiM opbiH anagbl. COHbIMEH KaTap, HOPMATUBTIK-KYKbIKTbIK KyXXaTTap,
capanTtamarnbik Nikipsiep MeH pecMu CTaTUCTUKANbIK AepeKTep Heri3re anbiHFaH. «kKuHematorpadus
Typanbl» 3aHHbIH TananTapbl, YTTbIK, GUAbMAEPAI Ka3ak, TiniHe aybnsxaay xaHe cy6TuTpney xxymneci,
KMHOTeaTpAbIK MHDPAKYPbINbIMHbIH, AaMybl, OTaHAbIK XaHe WweTenmik GuabMaepaiH npoKaTTarbl
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yNeci CUSKTbl HAKTbl KOPCETKILITEP 3epTTeYAiH IMNUPUKanblIK 6a3acbiH Kypanabl. CoHaan-ak,
Xanblkapanbik Taxipubere cyrieHe otbipbin, AKLL, KpiTar xaHe Eypona engepiHiH, KWUHONpoKaT
KyrenepiMeH CanbiCTbIpy XYPri3ifin, onapabiH, UHCTUTYLMOHANABIK, YATINEpiHAEri epeKLlenikTep MeH
eniMmi3 ywWiH TMiMAi TycTap ankbiHaanabl. byn canbictbipmManel Tanaay Ka3akCcTaHAbIK, KAHOHAPBIKTbIH,
APTbIKLWbIIbIKTApbIH Bafanayfa, COHAAM-AK, N1CI3 XaKTapblH TY3€TY YLWiH FbiNbIMU-TAXIpHbenik
YCbIHbICTAp d3ipneyre MyMKiHAiK 6epeni. Makanaga KasakcraHaasbl KUHOMPOKAT XXyMeci MaaeHu,
B/IEYMETTIK YK9HE 3KOHOMMKAsbIK TYPFbIAAH aipbIKILA MBHIe Ue eKeHAir Makanaaa XaH-KakTbl allbin
KepceTineai. 3epTrey Homuxenepi 60MbIHLIA YATTbIK KMHO OHAIPICIH KON4ay, MpoKaTTaFbl GUAbMAEPAIH,
canacbl MeH Tifl Ta3asblFbiHA Ha3ap ayaapy, atMakTapaa KUHOTeaTpiblK MHAPaKypPbIbIMAbI LAMbITY,
MapKEeTUHITIK CTpaTerMsnapabl XXeTiNAipy xaHe uudpnblk naatGopManapabl TMiMAI nanganaHy KaxeT

LLereH TYKbIpbIMAAP Xacangipl.

TyiiiH ce30ep: KNHOMPOKAT, YATTbIK KMHO, KUHOTEATPAbIK, MHDPAKYPbIIbIM, LMOPAbIK,
TpaHcPOopMaLMs, MEMNEKETTIK KONAAY, MApPKETUHT CTPATEernsaChl, XablKapasnblk Taxipube, kepepMeH

AYLUTOPUSCI.

Aatiekce3 ywiH: OMapoB, oainet xxaHe Haznpa MykpbilweBa. «KazakcTtaHaarbl KWHOMPOKAT KYMECiHIH,
Kasipri karoanbl MeH e3ekTi macenenepi». Central Asian Journal of Art Studies, Vol. 10, No. 4, 2025,

69-88 6.DOI: 10.47940/cajas.v10i4.1116

Asmopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KallublbIFbl HOK

ekeHdi2iH Manimoelioi.

Kipicne

HHOMPOKAT — KUHOWHAYCTPHUSAHDBIH
MAaHbI3/1bl 2KoHe TaObICTLI caJiajlapbIHbIH

6ipi api husbMIEPI KMHOTEATPJIAPAA
3aHfa collKec KopceTy KYKbIFbIH CaTyMeH,
KOTIIIJIiKKe YChIHYMEH, COHJIal - aK,
KaccaJsblK TabblcThl 6acKapyMeH
HailanbICTbl Kypaedi kyie. COHFbI
JKBLIAAPBI AKNAPaTThIK TEXHOJOTHSJIA PBIH,
JlaMybl KHHOTIPOKATKa eJieyJli ocep eTil,
OHbIH peJi apta Tycti. bys esrepicrepre
»kahanzaHy, kaHa TeXHOJIOTUSIIAPBIH
naijaa 60Jybl, CTPUMHHTTIK
nsiaTopmasiapapi 1aMybl 2KoHe KopepMeH
TaJIFaMbIHBIH e3repyi ce6ern GOJbI.
Kunounayctpusinarsl earepictep, LHGPIbIK
TEXHOJIOTUsIIAP/IbIH, bIKI1aJbl MEH KOpepMeH
CYPaHBICBIHBIH TYpJIEHYi, COHIAN-aK,
OoCceKeHiH Kyllleloi KHHOMPOKAaT »KyHeCiHiH
MaHbI3blH apTThipa Tycyae. KnHonpokat
MOJICHH KOHE 9JIEYMETTIK »KaFbIHAH J1a
MaHpbI3bl. Ce6ebi, KuHoTeaTpJap aJi KyHre
JICHiH MOJICHU YPAICTEePAI KAJbIITACTbIPATHIH
JKOHE V2KbIMJIBIK TYpAe PUJIbM KOpyli
KaMTamachbl3 eTeTiH OpblH OO0JIbIN OTBIP.

Kasipri Tania kuHonpokaT maceJeci
KHHOTaHy, 6HepTaHy, MaJICHUETTaHy
’K9HEe SKOHOMMKA caJlajiapblHAa 9pKHJIbI
KbIpblHAH KapacThipbliyna. Jlerenmen
aTaJIMbILI MaceJie FhIJILIMU OPTa/a XKHi
TaJIKblJIaHFAHBIMEH, KeHOip KbIpJapbl aJli Jie
TOJIBIK 3epTTe/IMereH. YJKaHa SKOHOMHKAJIbIK
»Karaal MeH e3repmedii aJ1eM asiCbiHa
OyJ1 TaKbIpbIN OYTiHIT KYH TYPFICBIHAH
JKaH-2KaKThl KAPaCTLIPY/bl TaJam eTefl.
CoHpibIKTaH Kagipri 3aMaHFbl OTaHJIbIK
KHHOTIPOKATThIH OaFbITTAPbIH, HETi3ri
YPAICTEpi MEH MaceJsIesIepiH 3ePTTey 63€KTi
6O0JIbII OTBIP.

FbibIMH KeHiCTiKTe KUHOMPOKAT
Macedsiesiepine apHasran Gipkatap GarbiTTap
MeH Ke3kapacTap keajece/li. MajieHH KoHe
9KOHOMHKAJIBIK JIaMYJIbIH KyaTThl KypaJibl
peTiHIe KHHOMHIYCTPHS TayapJap MeH TypJi
KbI3METTep asiChblH, akrapaT arblHbIH, T.0.
JKesleqieTeTin )kahanaany npouecrepine
Oal/IaHbICTbI TEPEH 63repicTepre yuiblpabl.
Bya typasst Armen Ter-Avanesov o3
eHberinyie atamn eTkeH 6oJaThin (120).

KuHorpokar yreIMbIHbIH, FbIJILIMH
TyCiHAipMeci opTypJii 3epTTeyLLiiepiil,



eHOeKTepiHe op KbIpbIHAH KAPaCThIPbIJIFaH.
MacesieH, peceilslik KHHOTaHYyLLbl
TaTbsina JIHCOH KMHO IUCTPUOYLHUACHIHBIH,
9JIEYMETTIK-MOJIEHH aCleKTiIepiH Tajgaca
(S1Hcon), anm Anton Jlo2KIHMKOB poKat
JKYHECIHIH 1aMy MeXaHU3MIEPiH 3epTTel
(oxkmukoB). A KUHOTaHyIBLIAP
JKosab lanpon men Ipucunna
JKeccatn «Ppanuysckuil KuHOTEATp —
aHIIJIAT JTMHOIO B BEK» aTThl eHOeriH/e
Dpanuysaarsl KWHOMPOKAT »KyHeCiHiH,
aJIFallKbl Ke3eHineH 6acrar, OyriHri TaHra
JICHIHTI KaJIbINTacy, 1aMy Ke3eHIepiH KaH-
»akTbl Kapactbipran (LLanpon, JKeccartn).
KenecTik »xoHe MoCTKeHeCTiK
Ke3eHiep/ieri Ka3zak KUHOChIHIAFbI TPOKAT
TaKbIpbIObIHA KATHICTHI FHIBIMH i3/ICHiCTep/i
6eJrini KuHoTaHylbl baybip:kan
Herep6ekTiH eHOeKTepiHeH Ke3ecTipyre
60s1a1p1. Mbicasbl, «IIpomtocepaik
KMHO: KUHeMaTorpaHsiHbIH KaHFbIPYbl
Ma agiie..?» («IIpomaiocepekoe KUHO:
BO3pOXKIEHHE KHHEMATOTpauu HIH...?» ),
«KepepmeHci3 KHHO aJ1j1e KHHOCBI3
KepepmeH 6e?» («Kuno 6e3 3pureJist niu
3puTesib 6e3 KUHO?» ) ceKiJi Tarbl 1a 6acka
KomnTereH MakaJjaJsapbl MeH cyxOaTTapblinja
1990-2000 »kblinapaarbl OTaHIBIK KHHO
OHJIipiCi MEH NPOKATKA KATbICThl 63€KTi
MaceJienepi Kosraiapl (Horep6ex).
Conbimen 6ipre, Hogupa PaxmaHkbisbl
(MykpiiieBa) 1990 »bliiapaarbl OTaHAbIK,
KMHOIPOKAT MaceJieciHe Ha3ap ayaapca
(PaxmaHnkbIsbl 263-267; 277-283),
['ynnap ObikeeBa o3 3epTTeysepinje
OChbl caslafiarbl MOJIEHH - UICOJIOTUSIIBIK,
KOpKeMJIiK TeHeHIUAIapMeH KaTap,
KUHOIPOKAT »KYHeCiHiH »KapIaibIH Ta/1aibl.
Mbicaibl, «KnHO U KyJIbTypHbIE BIHSHUS
B [lenTpasnbHoit A3un» aTThl MakasachbiHia
XXI racbIp/ibiH aJFalliKbl OHKbI/IBIFbIHBIH,
eKiHLi 2KapThichiHAarbl KazakcTaH xkoHe
Opranbik A3usi esepinaeri KHHOpokat
MacesieciH KapacTbipabl (AGukeesa).
3epmmeydin maKcamol:
Kasakcrannarbl KHHOMPOKAT KYHeCiHiH
TapUXH KaJIbINTACYbl MEH Kas3ipri
JKaFIaiblH yKaH -2KaKThl Tas1ay, OHbIH,
MOJIEHH, dJIEYyMETTIK KOHE SKOHOMHKAJIBIK

MAaHbI3bIH aHBIKTAY, XaJbIKapaJiblK
ToKipuOEMEH CaJbICTBIPY apPKbIJIbl OTAHIBIK
KUHO HHJLyCTPHSIHbBI IAMbITYbIH THiM/
OarbITTapbIH aHKBIHAAY.

3epmmeydin mindemmepi:

- KHHOIPOKAT YFbIMbIHBIH MOHiH
ALUBIT, OHbIH MOJICHHU -9JIEYMETTIK JKoHe
SKOHOMHKAJILIK KBI3METTEPiH TEOPHSAJIBIK
TYPFbLIAH HETi31eY;

- Kazakcranaarbl KHHOMPOKAT XKyHeCiHiH,
TapHXH 1aMy Ke3eHIepiH KapacTbIpy;

- Kasipri ke3eHnjeri otaHblK KHHOMPOKAT
CaJlaCbIHbIH epeKLIe/iKTepi MeH
MaceJie/IepiH curarray;

- HOPMATHUBTIK-KYKbIKTbIK Oa3aHbl
(conbt iminne « Kunemarorpadus typasbi»
3aHJIbl ) TasIAy apPKblJIbl 2KYHEHiH KYKBIKTBIK
Heri3iepiH aHbIKTay;

- Kazakcranaarbl KHHOMIPOKAT
toxipubecin AKI, Kpiraii xxone Eypona
eJUIEPiHiH YJriJepiMeH casbICThIPY;

- KOPEPMEH TaJIFaMbIHbIH 63repici,

LU PJIBIK TIaThopMaliapibiH, bIKIaJbl
JKOHE 2KaHA KOMMYHHUKALMSIJIBIK
TEXHOJIOTUSAJIAPAbIH POJIiH aHKbIHAAY;

- VATTBIK KHHO OHJPiCiH KoJsiaay,
KUHOTEATPJIbIK MH(PAKYPBIIBIMbI IAMbBITY
JKOHE MapKETHHITIK CTpaTerusaapipl
JKeTipy OOMbIHILIA YChIHBICTAp d3ipJiey.

3epTTey aaicTepi

Kasakcranna kunonpokat 6ofibiHiIa 6acThl
KYKBIKTBIK Heri3d 2019 xblirbl 3 KaHTapaa
Kabblanran « Kunemarorpadus TypaJibi»
3aHjla KapacTbipbliirad. bys neriari
KYKBIKTBIK Ky2KaTTa KHHeMaTorpadgust
caJlaChIHbIH HETi3ri yrhIMAapbl MeH HacKapy
TeTIKTEPiHEe, COHbIH illIiH/Ie KHHOIIPOKAT,
MPOKATTBIK KyaJliK 6epy YFbIMAApbIHA
KATbICTbI THiCTi aHbiKTaMa Gepinren. Oyau
6oJieK, caara KaTblCThl ©3re 1€ YFbIMJIbIK
anmnapar ocbl apHaKbl 3aHa KOpCeTiIreH
(«Kunemarorpadus typanni» Kazakcran
Pecny6ankacbinbit, 2019 »Kblirbl 3
KaHTap/arbl 3aHpl).

Makanana cunarray, TaJjjuay, CHHTE3,
a0CTpaKTisiey, MHIYKLHS 2KOHE JIe/TyKIHsT
CHAKTBI 2KaJITbl TAHBIMIBIK KOHE TapUXH
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Tasaay dJlicTepi KoJianbliaasl. bynan
6eJsiek, Kazakctanaarbl KHHOMHLYCTPHSI
JKOHE OHbIH 63€KTi aCleKTiJIepiHe KAThICTbI
caparibliapablH MiKipJepi, HOpMATUBTIK-
KYKBIKTBIK aKTiJlep MEH MarepuaJaap
MAaKaJIaHbIH, AKIIAPATTHIK HETi3iH Kypaubl.
CoHpaii-ak, KHHOTIPOKAT XKyHeciHe KaTbICThI
LIeTEeJI/LIK 2KOHe OTaH/bIK aBTOPJIAP/IbIH,
FblJILIMKM eHOeKTepiHe Jie Ha3ap aylapblilibl.

NMikipranac

KuHonpokat — KUHOUHyCTpHSI
caJlaCblHAFbl 9KOHOMHKAHbIH, KO3FayLbl
KYLLi 9pi MAHBI3bI 9JIEMEHTTEPiHiH Oipi.
By :kyiie XanbIKTbIH TypJli 2KaHp MeH
OarbITTarbl PUIbMAECPMEH TaHbICYbIHA,
COHBIMEH 0ipre, eJliH, 9KOHOMHUKACBIH, OHBIH
iLIiH/Ie XKeKEeMEHILIK CeKTOP/Ibl JaMbITyFa
ceprin 6epeni. OraH Koca MBIKTbI 63ceKere
KabiseTTi KuHeMaTorpagusIblK OpTaHbl
KaJIbIIITACThIPY 2K9HE SKOHOMHKAAAFbl
MEMJICKETTiH KAThICY YJIECIH a3aUTy
CHUSIKTBI CTPATETHAJIBIK MaKcaTTapra KoJl
JKeTKigyre bIKnaJ etefli. KuHornpokar ek
SKOHOMUKAJIBIK €MeC, COHbIMEH Oipre
MOJIEHH acleKTiJIepAi 1e KAMTH/bI.

OHepTraHy caJjiachbl TYpPFbICbIHAH
aJiFaH/1a, KHHOMPOKATThIH 6AacThl MaKcaThl
— puabMIED aPKBIIbI KOPEPMEHTE MOJIEHH
ToKipu6e YChbIHY KoHE ayAUTOPHSAHBIH 0J1
LwiblFapMaJap/ibl TaMallanay MyMKiHAINMeH
KamTamacoi3 ety. Kepepmen KuHoeHipic
OHIMIepi apKblibl aKapar aJibl KaHa
KOUMAaM, TApUXU 2KOHE dJICYMETTIK
KYH/BLIBIKTapAbl TYCiHy 9pi KaObliay
KaOl/JIeTiH JaMbITafpbl.

sKahannany »xarnaiibinaa KHHOOHIpic
AJIEM/IiK HapbIKKa OeJICeH i TYpAe
UHTETPALUSANIAHDII, HOTUXKECIHIE 2KePriJliKTi
MOJICHH KOHTEKCT MeH ayAuTOPHs
cypanbicbiHa Gedimaesyi Tanamn eTesi.
Ocbliran 6aiJIaHbICTbl KHHOCTYAUSIAP
CUeHApUUIeP, KeHinKepaepai, AMajiorrap
MeH (PUJIbM HIESICBIH YKePTiMiKTi MO/IeHH
KOHTEKCT IeH TaJFaMFa CollKec e3repryre
MaKOYp OoJiapbl 6erini. byn xkarna#,
COHbIMEH Oipre, CyOTHTpJIEpAi HeMece
JyOJISKIbI 2KEPTiJIiKTi XaJIbIKTBIH, TiJiHe

OelliMIey CUSKTBI TeXHUKAJBIK aCMeKTiJIepIi
JIe KAMTHBI.

Kunonpokar xyiiecinzeri
OoceKeJs1eCTiK MeH HHHOBALMSIHBIH, KYLI€IOi
KHHOCTY/IUSIIap apachIHAAFbl XKapbICThI
aprTbipabl. COHIBIKTaH 9pTYpJi eJiiep
03 (UAbM/EPiHiH d/1eMAIK HAPBIKTA OPbIH
aJlybl yIIiH Kypec xkyprisyze. bys npouecre
apHaiibl a¢dexrinepsi xacayya kaHa
TEXHOJIOTUSIIAP/Ibl KOJIIaHY, MAPKETHHITIK
cTpaTerusJapibl a3ipJjey, KepepMeH
HA3apblH aylapy YLIiH »KaHp asiCblH KEHEHUTY
CUSIKTbl HHHOBALMSIJIBIK TOCI/IIep KeHiHEeH
naniaaHblIaIbl.

An xanbikapaJblk ToxKipuoe huibMepi
Tapaty/ibl YHbIMIACTbIPYIAFbl TOCIIAE PIIH
ajiyaH TypJijirimen epexuiesenes. byn
Tocisep apoip eJiliH, SKOHOMUKAJIBIK,
YKaraanblHa, KKHHOMHYCTPUSIHBIH 1AMy
JICHTeliHe YKoHe KopepMeH KaxKeTTiJliriHe
HailanbICTbl Kagbinracabl. CoOHIbIKTaH
OPTYPJli MEMJIEKETTEr KHHOIPOKAT
KYPBIJIBIMBI MEH YHBIMAACTBIPY YJIrijepi
Oip-OipiHeH eJieyJii Typ/e epeKlieeHe].
Ochl opaiina asiem ejiaepinin ToxKipubecine
Hasap ay/lapy/blH KaXKeTTiJliri TybIHAAaRIbL.
Maocesien, AKIII-Ta KMHONPOKATTHIH, Herisi
XX racblpapiH 6ackinaa Kaaanasl. 1910-
1920 »kblapbl [oMBYATBIH, KaJibITacybl
MeH CTY/IUSIJIBIK YKYHEeHIH OpHaYybl (UJIbMHIH,
OHJipiCiMeH KaTap, OHbl K€H ayJAuTOpHSFa
Taparty/ibl 2Kykeseyre Heriz O0JIbI.

Byrinri tanna AKLL KuHouHIyCTpHsiCh
»KahaH/IbIK KWHO HAPbIFbIHAAFbI 2KEeTeKIITi
opbIHJap/bIH GipiH HesieHin oTwip. by,
acipece box office (knHoTeaTpJIbIK KipicTep)
KepceTkiliTepineH alKbiH Kopineai. 2025
*Kblibl AKII-Tarbl 60okc-ouc Tabbichl
wamamen 11,50 musnapn AKLL nosnapbt
JeHrerinae 6oJaapl 1en 60J/KAHBI OTBIP.
By kepcetkiur 2025-2030 xbliiap
apaJIbIFbIHAA KbLILIK opTaia 5,03 %
ecimmen nambin, 2030 xbinra Kapaii 14,70
musinapa AKLL nosiapbina xeTtyi MyMKiH.

Coarycrik AMepuka GObIHIIA 2KaJITTb
6okc-oduc Kipicrepi 2025 kbiibl 13,31
MuJHapa goiapipl, an 2030 Kblbl
16,95 Mussapa 1oJ1apibl Kypanibl aer
kyrinyne. AKI 6yn kipicTin Herisri 6eJirin



KamTamacbi3 eteji, sruu mamamen 11,50
MHJLTTHAP]L JI0J11ap OOKC-0(hHC TaObIChl

OHbIH, AMAaKTbIK HAPbIKTAFbI 2KETEKLLI

peuJiin Kepceteli. by kepceTkilutep
KHHOTeaTpJapra 6apy Taxipubeci aJi e
©3€KTIJIilH CaKTaIl OTbIPFAHbIH J1DJICJIIE AL
ConbiMeH KaTap 6J0K6acTep pubMaep
(moicansl, cynepkahapman Ketiinkepaepi
b6ap scobarap) MeH apHaibl GopMaTTaFbl
kepcetinimuep (IMAX, 4DX) kepepmenfi
KUHOTeaTpJIapra TapTy/lblH MaHbI3/bl
KypaJaapbina aiinaJgbl (Box office — North
America). Connati-ak, KWHOMPOKATTbIH
amepHKaJiblK yJrici KWHoTeaTpJap,
TeJIEBU3HS/IBIK KaHaAJAap KoHe CTPUMUHITIK
nnatdopmanap (Netflix, Disney+, Amazon
Prime Video) apkpblibl ipi, ayKbIMIbl
JUCTPUOYLIMSFA HETi3/1e1in OThIP.

XaJiblKapaJibiK ToxKipuoese
KapacTblpaThbliH TaFbl Gip MaHbI3/1bl
MemJsiekeTTepain 6ipi — Kpitait. Ou o3iHin
ayKbIMJIbl ayIMTOPHUsICbIMEH OyTiHze
6ipTiHien »KahaHbIK KHHOHAPBIKTaFbl
MaHbI3/bl «OUBIHIIBIFA» alHaJbII KeJe.
KeiTaiina KnHonpokar »Kyreci MeMJeKeTTiK
casicat ece6inen gampiran. AKLI-ka
Kaparanja Kpitait 6uiri husbmaepin
Mas3MyHbIH KaTaH, peTTei/i, leTe ik
(hUNbMIIEPLIH CaHbIH OaKblIaNbl, OV
03 Ke3eriH/Ie 2KePriJlikTi KHHO 6HiMAEPiH
KoJlayra MyMKiHziK Oepeni. Tarbl 6ip
nepek, 2010 »xbligapapiH, opTacbiHa Kapau
[onMBYy/IKa MHBECTHILIUS calyra YMThIJIFaH
KbITAHJIbIK KOMIAHUSIAPBIH YChIHBICTAPbI
»kuisedt 6actaipl. Kpitalliblk Komnanusiiap
YKiMeTTiH KoJiaybiMeH ["0JTHBY/IKA KapKbl
Kysl OTBIPBII, ToxKipuOei mwebepJiepaiH,
»KahaHblK TaHbIMAJIBIIBIKKA He
670K6acTepaepi Kasial xKacalTbIHbIH
YHPEHy MaKcaT eTill, OJaH HOTHKE
uibirapbl (ben @puti 289).

2025 xbuibl AKI-TbiH Tapud
casicaTbiHa »kayan petinne Kpirai
FOJITUBYATBIK (PUJIbMIEP/LIH CaHbIH a3alTy
ulelimMin Kabbliaaranbl 1a ecre. Kasip
weteaik punbmaep Kpirait 6oke oduc
KipiCiHiH amMameH 5 %-bIH FaHa anajpl,
aJ1 »kepriikri hunbmaep wamamen 80 %
yJaecin Kypainwl (Beijing bites back US

tariffs by curbing Hollywood imports).
Conbimen 6ipre, Kpiraiina QIYI, Tencent
Video 1.6. onnaiin nnatdopmanapb
JIOCTYPJIi KHHOTEATPJIbIK MOJCJIb/I
ToJibIKThIpbIT, DTC xone PVOD cusiktb
yKaHa OU3HEeC-MOJIeJIbJIEP/li EHTI3yTre bIKaJl
eTyJie.

Eyponasbik y/arini kapacTbipaTbiH
6oJIcaK, MyHJIa KHUHOTIPOKAT »Kykeci eHipre
GaitnanbicThl Aeyre 6oJaubl. Ppanuus,
['epmanus, YbIOpUTaHHs CHSIKTHI eqiepie
MeMJIEKETTIK KOJIIay MeH cyOcuausiiapra
Heri3zeJireH »KepriJiikTi KWHoTeatpJapra
6arbiTTasirad (La Cour des comptes appelle
a réformer les aides au cinéma frangais).

Dpanumsaa MeMIeKeTTiK KOJIayibiH
HerisiHe «MoJieHH epeKilesik» (exception
culturelle) casicaTbl XKaTbIp, oJ1ap
VJTTBIK KHHOHBI OipiHILi K€3eKKe KOS/
3epTTeysep KopceTKenieH, hpaHily3a
bunbmaepinin Tex wamamen 2%-bl rana
MIPOKATTaH TYCETiH TaObIC apKBIIbI OHAIpiC
LIBIFBIHAAPBIH TOJIBIK 2Ka0aTbIHbI 2KaNJIbI
aknapat 6ap. bys KHHOUHIYCTPUSHBIH,
TaOBICThI OOJTYBIH/IA MEMJIEKETTIK
cyOcuaussiap MeH KOChbIMILA KOJlay/IblH aca
MaHbI3/Ibl €KeHiH Oiipe.

[epmanust meH YabIOpUTaHUsIA YATTHIK
MOJIEHHETTI KOJIIAy MaKCATbIHA 2KePriJliKTi
bUABMIEP/IH OHLIPICIH bIHTAJIAHBIPATHIH
OarnapaamaJsap MeH rpaHTTap icke
Kocbliran. Anaiina Yapl6putTannsiaa npokart
HapPbIFbl 9J1i JIe ToyeKeJIepre YILbIPAUTbIHbI
JKoHe TaOBICTBI 60JTy YILiH Kol XKaraanaa
KOCBIMILIA MEMJICKETTIK JKOHE JKeKe
HHBECTHUILHS KaXKET eKeHi aluThblIajIbl.

An Kazakcrannarbl KHHOTIPOKAT
JKYHECiHIH KaJbllTachll, JaMybIH LLIAPTThI
TYpPZE TOPT Ke3eHre OeJlil KapacTbipyra
OoJ1anbl.

1. Kenec doyipi (1919-1991)

Kenec Onarbinia KHHOMPOKAT TOJBIKTAN
MeMJIEKEeTTiH OaKbliaybiHaa OOJIbI.
Kazakcranna 1920-1930 »kbliapbl
aJIFalllKbl KUHOTeATpJap allblJbliIl,
0J1ap HEri3iHEeH KEHECTIK UACOJIOTHSAHDI
HacUXaTTalTbIH (GUIbMIEP/ KOPCETT.
1960- 1980 »kbli1napbl KUHOTEATpJIAP
XaJIBIKTBIH, HETi3Ti MOJIEHH JeMaJlbIC
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OpHbIHA aiiHa/bl. KazakcTaHabik
KOpepMeH KeHeCTiK (hUIbMAepMeH Kartap,
LIeKTeyJ i MoJillep/e LeTe/liK (Heei3iHeH
coyuarucmix eadepoir,) hpunbMaepii e
Tamaulanapl. besrini KuHopekuceep,
npomtocep Cnambek Toyekenin
KuHoTaHyuibl Hosupa PaxmaHkbi3biHa
(MykbllieBa) 6epreH cyxOaTbIHIAFb
nikipine cyriencek, Kenec OnarbiHbiH,
KEHiCTiriH/Ie IIbIKKaH QUIbMIEP/IIH CaHbI
KUHOTeaTpJIapaa OThI3 POLEHTTEH KeM
6oJIMaybl KepeK JlereH 3aH KyMbIC icTereH
(PaxmankpI3bl 282).

Besriii KuHOTaHy!1IbI AJTeKcaHap
Denopos esinin «Kunonpokar 8 CCCP
(1950-1990): nanHble MocelAeMOCTH
COBETCKHX H 3apyOeKHBIX (PUJIBMOB» aTThl
enoerinae 1950-1990 xblnnap apasbirbiiia
«KasakduabM» KMHOCTYHUsIChIHIA
Tycipisiren puabMIEPAIH MPOKaTKa
IIIKKAH aJIFallKbl 2Kbl/Ibl KaHI1a KOpepMeH
JKUHAFaHbIl TypaJibl KbI3bIKTbI MaJliMeTTep
6epinren. Oyap/blH apacblHaH KOPEPMEH €H,
Ker xKUHaraH « ATaMaHHbIH aKbIpbl» ( pex.
[loken AvimanoB), «Taitnbl Mmagam Bonr»
(pexx. Crenan [Tyunnsin), «I11la6annos Kbi3»
(ITaBes Borosito60B), « Takusiibl nepimre»
(pex. Iloken Aitmano), «IbiHaarsbl
mbiHap» (pexx. Edum Apon u [lapin
Beiicembaen), «Tpancci6ip skcnpeci»
(pex. Dabnop ¥Ypasbaen), « Takusiiibl
nepiwre» (pex. [lapin beiicembaes),
«3acana» (pex. ['ennanuii baszapos),

«Y 3actaBbl KpacHble kamHu» (pex.
[opin beficembae) unbmaepin aTaribl
(Penopos 163).

2. Toyeacizdikmin areauiKol
agrcoLadapor (1991-2000)

KCPO-HbIH bliblpaybl KazakcTanHbiH,
KUHOWHJIyCTPHUSIChIHA YJIKEH e3repictep
oKeJili. MemieKeTTiK KoJIaybiH
TOKTayblHa OalJIaHbICThI KOTITereH
KUHOTeaTpJ1ap »KaObllbll, KHHOTIPOKAT
JKyHeci nariapeicka yuiblpazsl. bys kesene
Connusyn punbmaepi Men yHai puiibmaepi
HapbIKTbI 6achlMn ajjibl. OTaHABIK KHHO
OHJIipici KyJbIpajibl, a1 Kazak Quibmaepi
KUHOTeaTpJ1apra CHPEK LLIBLIKThI.

3. Kaiima Kaanoina Keay acorne
JHeKeMeHULIK ceKmopadolH naiida 6oy bl
(2000-2010)

2005 »kblagan 6actan Kasakcranmars
KUHOIPOKATThIH KailTa epJiey Ke3eHi
Hacragpl. byn kesenne Tayesncis
NPOKATTBLIK KOMIIAHUAIAP Nanaa 6osa
H6acrajpl: Mblcajibl, «OTay cHHeMa»
KOMITAHUSICbIHAH OOJIiHIMN HIBIKKAH
«Kunonpembep» KoMnaHusICbIHA
«Universal», «Paramount», «20th Century
Fox» cexinpi ipi 1eTesnik cTyausaapabiH,
pubmaik nakerrepi erti. Conpnaii-
aK, «CuHemMa napTHepc» KOMIaHHUsChI
KYPbIIbI.

2000 »xblapbiH, OpTaChiHAA eiMi3IH,
NPOKATbIH/A TaObICKA KOJI XKEeTKi3reH
aJralikbl puiabMep naiaa 6oJa 6acrajbl.
ConapnbiH 6ipi — Akan CataeBTbIH
«Paketnp» pusbmi ekeni 6erisi. OHbIH
CoTTi G0JybIHBIH 6acTbl ce6edi — puiibmae
1990 :xblnapaars HIbIHANBI OKUFaIapibIH,
cypertedyi efti. Ochbl OHXKbIJIBIKTbIH,
COHbIHA Kapal xKaHa puJIbMep caHbl MeH
OJ1apJIbIH TIPOKATKA LIBIFY TYPFbIChIHAH
»Karnain earepe 6actanpl. Macesien, 2010
*blibl Kazakcranaa 10 TosibikMeTpaxk/pl
KopkeM (pusbM, oHbIH 4-eyi «Kazakduibm»
KHHOCTY/ISICBhIHAA TYCipiJiti: « PhIBOK»,
«Kro BbI, rocniognn Ka?», « Mponuns
Mmo6Bu», «CKas 0 po30BOM 3afiiie». A
«Kokrelb 151 3Be3/bl», «Paii 1 Mambl»,
«Tpybanyp», «25 tenre», «Ilynpanr»
ceKii Kaaran 6 puiibM 2KeKeMeHIIK
cTyausiiapaa eHaipis. Ocbl oH PUILMHIH,
Cerisi NPOKaTKA LIbIKTHI.

Byn kesenne «Kasakduabm»
KUHOCTY/IMSCHI VITTBIK pUIbMIe il
LLIbIFAPY/Ibl KaHIAHIbIPFaHbIH AUTy KepeK.
Ocnl yakbiTTa TyCipinren «Kayxypek
MbIH O6ana» (2012) cusakrsl ipi xko6anap
Ka3aKCTaH/IbIK MPOKAT XKyHeciHae TaObICTh
6ospl. Conbimen katap Hyprac Anamo6aii
tycipren «Kesnnnka CabuHa» KoMeausiChbl
Kaccasiblk pekopsi opHaTThl. OJ1 cout
yakpiTTarsl kypenen 3 Myt AKIL nonnapsin
JKUHA/IBL.

Enimis ToyeJsicisnik aaraHHaH KeHiHri
JKbIJIAPbl 9KOHOMHUKAHBIH TypaKTasa



HacTaybl KHHOIIPOKAT CaJlaCbhlHA JIa OH acep
eTTi. JKekeMeHLIliK KuHoTeaTpJap MeH KHHO
)KeJiiiepi nauaa 6ona 6acransl (Kinopark,
Chaplin). byn xesenne [onnuByn koHe
Peceti ¢punbmaepi npokarra 6acbiM GOJIbI.
JlerenmeH, MEMJIEKETTIK »KoHe KeKeMeHIIiK
cTyausiiap OipTiHAET OTAH/IBbIK 6HIM
LIblFapyra 0eT OypblIll, KHHOUHAyCTpHUsa
»KaHa ceprin Kasnbintactbl. Lindpaanabipy
»KoHe xkaHa dopmatrtap (3D, yugpaolk
NPOeKyusAap) enrisijimn, kKepepMmeHre
KOPCETIJIETIH PUIbMIEP]IIH TEXHUKAJIBIK,
canachbl apTThl.

4. Bamanayu keser (2010 xncoirdan
bacman)

Kazakcrannarsl KHHOMPOKAT CaJlachbiHbIH,
JlaMyblHa aiTapJibiKTai ceprnin 6eprex
Ke3enepin 6ipi — Epmek AmaHi1aeBTbIH
«Kaszakduabm» AK T1pesunenti kpiamerine
(2008-2014) rarafibiniaaybiMeH Tikesen
HaisianblcTbl 60J1/1b1. By XKbligapel
OTaHJbIK KUHOBHJIipiCTe JKyHedI
pedopmasiap XKyprisisin, KWHOHbIH,
OHJipiCTEH MpoKaTKa JIeHiHTi OapJblK Ke3eH|
oHTalnaHabIpblibl. E. AMaHIIaeBThIH
facTamMacbMeH KHHOOHIMACP LIbIFapy
Mep3iMi en9yip KbicKapbli, OypbiH 2-6
JKbIIFA JIEHiH CO3bLIAThIH KHHOXK00a1ap
eHJli 6 aiiian 2 >Kblra JAeHiHri yakbIT
apaJibIFbIHA iCKe acbIpblia OacTalbl.

Bys1 enzipicTii THIMIJITH apTTBIPbI,
(uIbMIE PALIH 2KblJIIAM TIPOKATKA LLIBIFYbIHA
»KoJ1 awitel (baitmanos).

KepepmeH aysiuTopHsiChiHbIH, KEHEIOi
Jle ocbl KeseHje H6aikalsbl. Mbicasbl,

2007 »xblibl Kazak UIbMIEPiH KopreH
KepepMmeH canbl HeOGapbl 200 MbIH

6oJca, 2014 »kblibl 6ya KepceTkii 1,1
MUJIJIMOHHAH acThl, IFHU D ece ocKeH. by
OTaH/IbIK KMHOFA JIereH CeHiIMHIH apTybIMeH
KaTap, NpoKaT »KYHeCiHiH KaJblHa KeJirl,
JUCTPUOYLIMSIIBIK apHalap/blH KeHele
TycKeHiH KepceTTi («Kazaxduabm» npocur
npedepeHui JIsi KAHOUHYCTPHH ).

JKaunbl, COHFbI OHKBIIBIKTA
Kazakcrania KuHoteatpsap/pit, caHbl
APTThl, aJl OTAHABIK KMHO eHJipici
TYpaKThl Jamyra Kewti. MemJiekeTTiH
KapzKbliaHablpybiMeH « CKa3 0 po3oBOM

zatie» (2010), « Kaykypek MbIH Hasia»
(2012), «[Man» (2012) dpuabmaepi
tycipinai. Ocbl atajrat xoHe «busnec
no-kazaxcku» (2016) cexinni xxeke
cTyausiiapaa tycipinren 6ipas huabM
KOMMepLHUSJbIK TaOblcThbl Gouibl. Kasipri
tanna [onnuByn 6710k6acTepaepiMmer
KaTap, KazakCcTaHablK (pUIbMaep ae
NpoKaTTa 63 opHbIH Tabyna. bynan 6eJek,
OHJIaHH-CTPUMHUHT MIaTPOpMaapbiHbIH
JlaMybl KHHOTeaTpJIap/ibiH, I9CTYPJli TpoKaT
JKyHeciHe yKaHa e3repicrep aKeJye.

2020 xkplinan 6acran Kasakcrangarsl
KHHOTIPOKAT »KyHeciHe GipHellle MaHbi3/bl
uabMIED XKAPBIK KOpir, KopepMeHHiH
JKOFaphl OaracbiHa ne 60J11bl. Mbicasbl,
conzai punbmaepain 6ipi — «Jloe-
Mykacan» (pex. Ailipin CaxamaH) aTbl
aHpI3Fa alHaJIFaH Ka3aKCTaH/IblK BOKAJI/IbI -
acnanTblK aHcaMOJIbLiH KYPbIITybl MeH
LLILIFAPMALLBIIBIK 2KOJIbIH OasiHIal/bI.
@usbm 2023 XKblIbl TPOKATKA LIBIFHII,
KOpepPMEeH MEeH ChIHUIbIIAP/IbIH, KOFapPhbI
6aracbiHa He 6oJibl. OJ1 0TaHIbIK
KHUHOOHJIPICTiH JaMybIHA yJleC KOCHIII,
XaJIbIKThIH, YJATTHIK MOJIEHHETKE JIereH
KbI3bIFYLLBLIBIFBIH apTThIp/bl. Pexkuccep
Jlanusp M6paruMoBTbIH dCKepH-Ipama
»KaHpblHaa Tycipren « BypkiT» duabmi
2023 »blibiH, 2 KapalllachlHaa 3KpaHra
»KoJ1 TapTThl. PusibM apHaiibl 2Kacak
capba3fapbIHbIH 6Mipi MEH JOCTBIFbI
TypaJibl OastHialiIbl 2KoHe 0J1 1a KepepMeH
MeH ChIHIIbIIAP/bIH KOFapbl 6aracblHa He
00J1bI.

An pexkuccep A6aycau [laxuciamubig
«Maran Haszap aymap» KOMeJIusi-1pamMmachbl
7KaC 2Ka3yLIbIHbIH 6MipiH CypeTTeH .
Ouibm 2023 Kbkl TPOKATKA MILIFKIT, |
MUJIJTHAP]L, TEHTere »KybIK TabbIC TaNThl,
OYJ1 OHbIH, KOMMEPLIUSJIBIK TAObICTbIJIbIFBIH
kepceteni. Mypar Ecxkannbid, « Mip:kakbir:
Osin Kasak!» aTThl TapUXH Apamachl Asatil
KO3FaJbIChIHbIH »KeTeKilici MipKakpin
JlynaTysibiHbIH 6MipiH 6asHaaiabl. Puibm
2023 »)buiibiH, 21 KpIpKyierinae npokaTka
LUBIFBIM, asFalikpl yil KyHae 107 MusinoH
TeHre Tabbic TanThbl. Pexkuccep Kyanbiiu
BeficekriH xoppop kaHpbiHAarbl «JlacTyp»
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dusbmi 2023 KbIIIBIH 28 XKeNTOKCAHbIH/A
NPOKaTKa WbIKTbl. PuiibM aiiesaepre
KATbICTbl TYPMbICTbIK 30pJIbIK-30MObIJIbIK
MoceJIeCiH KoTepill, KopepMeH Ha3apblH
Oip/ieH e3iHe aylapTThl.

Conpaii-ak, YJATTbIK KUHOHbI
KOJIJIay MEMJIEKETTIK OPTaJlbIFbIHbIH
KapzKblJIaHAbIPYbIMEH TYCIpiJINeH pexKuccep
Hyman EpkimGekrin «Qaitadan» duabmi
OTaHJIBIK MpokaTTa 1 MJIp/ TEHrelleH acTam
TaObIC Tayblll, KOPepMeH caHbl OOHUbIHIIA
JKOFapbl KepceeTkillke »keTTi. Tycaykecep
aJIIbIH/IaFbl MAPKETHHITIK HAyKaH1aphbl
KepceTKeH e, puabMre Koram TaparnblHaH
KbI3bIFYLUbIJIBIKTBl APTThIPY MaKcaTbIMEH
QJIEYMETTIK 2KeJliJiep MeH YJITThIK
TesieapHaJsapia 6eJiceHi HacuXaTTaJbl.
By xkeTicTiK MeMJIeKeTTIK KOJIay/IblH, 2Kac
perkuccepdiep YiliH 63 1blIFapMalIbIbIK,
QJICYCTIH J9JIe/IICyiHe XKOHEe KpeaTHBTi
Hactamagappl iirepisietyine 30p MyMKiHJLiK
OepeTiHiH alKbIH KOPCeTTi.

Kasakcraniarbl KWHONPOKATTBIH 1aMy
CHUIMAThl MEH KUHOWH/YCTPHSIIAFbl OPHBbI
OyJ1 casiaHblH, MOJIEHH 9Pi IKOHOMHKAJIBIK,
MaHbI3bIH ailkbiHAal Tyceni. [Tpokar
JKYHECIHIH TUIMAT YHBIMAACTBIPbLIYbI
— canaJibl OTaHJbIK OHIM YChIHYMeH
Karap, YJATTbIK (hUIbMIEpAiH 6acekere
KabiJIeTTJIIriH apTThIpyFa, HAPBIKThIH
TYPaKThl laMyblHa »KoHe KHHO caJslaChlHIAFb
KOCiOH MH(PAKYPbIILIMHBIH 2KeTisTyiHe
BIKIAJ eTef].

Hypaan Kosin6aes, Oceu
Conyakacopa, Hyprac Anamb6aii, Kypanaii
Anap6ekoBa, Ackap YazabaeB cekiii
KHHOTIPOJIIOCEPJIEP/IiH KAHA TOJKbIHBI Ak
OoJiFaJbl cajia TabblCcThl 6os1a GacTajbl.
OcCbIHbBIH HOTHKECIH/IE KUHOUHYCTPHS
TaObIC KO3i peTiHe TapThIM/bI calara
afiHaJIbl, KOMMePUMAJIBIK OaFbITTAFbI
(UIBMJIEPLIH, CaHBI KYPT OCII, 9pi KblJIbIHA
50 ToJIBIKMETpazK/ibl KOpKeM (pUIbM
TycipisieTin neHrefire xetti (AbukeeBa 55-
66).

Kunonpokarra (pusbMHiH TaObIChl OHBIH,
CaTbIIBIMbI MEH TaHbIMAJIBIFbIHA TiKeJeH
6aitanbicTbl. OChbl peTTe MapKeTHHT —
TaOBICKA 2KeTY/liH 6ACThl KypaJaapbiHbIH,

6ipi exeni Gearini. Hetennik Toxipube
KOpPCETKEH/IeH, aJlIblH asla XKYPri3ijireH
»KapHama, TpeiJiepJiep, nocrepJep

JKOHE 9JIeYMETTIK KeJliieri 6eJiceHaiIiK
KOepEPMEH KbI3bIFYLIBIIBIFbIH aPTThIPbIT,
[IPOKAT HOTHKECIHE alUTapJibIKTal acep
ereni. Mbicasbl, UNSW Business School
3epTTeyiHe collKec, KHHO MapKeTHHTiHe
»KyMcaaTbit op6ip 1% GromkeT
duabMHiH Ta6bickH opTa ecennen 0,33 %-
Fa apTTbipabl, Oy KOpCeTKill KHHO
caJiachl yiiliH 6acKa eHepKacinTepMeH
caJIbICTBIPFAH/IA IIAMaMeH Y1l eCe KOFaphl.
ConbimMeH KaTap, Neustar 3eprreyinie KHHO
»KapHamacblHbIH TeK 14 % -bl LU PJbIK
nJiatcopmasiapia Kyprisisice e, ocbl
MMPJbIK 2KapHaMa MPoKaT KipicTepiHiH,
46%- bl KAMTaMachi3 eTesti, GyJ1 19CTypJli
TeJIeAUIap MKapHaMachbiHaH dJjleKakia
THimai ekeHin kepceteni (Film marketing:
pre-release box office performance).

Hlerenne uabmaepain MapkeTHHriHe
epekiie MaH 6epiJin, 6yJ canana
MHHOBALUAJBIK TOCi/IIep MEH LU PIIbIK
cTpaTerusijiap KeHiHeH KOJAaHblIaTbIHbIH
6aiikayra 6osabl. Mbicasbl, 2025
JKBIJIFBI 3€pTTEyJepre coikec, YHicTaH1a
(usbMIEpIiH MapKeTHHTiHEe OOJTiHEeTiH
uibirbinaap COVID-19 nannemusichinan
KelliH exi ece apTkaH, OyJ1 LUPJBIK
JKapHama MeH HHQJIIoeHcepaepMeH
CepPIKTECTIKTIH MAHbI3BIIbIFbIH KOPCETEL.
ConbimeH 6ipre, »kahanbiK JieHrewe
dunbmaepain 70 %- bl kana hunbMaep
TypaJibl aKNapaTThl 9/J1€yMETTIK KeJliJiep
apKblJIbl anajibl, Oy LU PJbIK 2KapHaAMaHbIH,
tuimainirin goaennenni. YouTube
JKapHamaJiapbl I9CTYpJli Teseinaap
JKapHamaJiapbIMeH caJiblCTblpranja
KOpepMeHHiH KbI3bIFYIIBLIBIFLIH 35 %-Fa
apTThlpabl.

By iepexTep pusibMaepiit
KOMMEPLHUS/IBbIK TaObICbIHA MAPKETHHITIK
CTpaTerusJapiblH TiKeJeH acepiH allKblH
kopcete/li. Mbicasibl, 2024 xbLIbI XKapblK
kepren «Inside Out 2» dunbmi Pixar
CTY/IMSICBIHBIH, €H TaObICThl AaHUMALUAJIBIK
(busbMiHe aliHaJIbIN, OHBIH MaPKETHHITIK
CTpaTerusapblHbIH, THIMIIIINH



nagenneni. ConbiMeH Katap, puIbMIEpaiH
MapKEeTHHTiH/Ie MHHOBALMSAJIBIK TACIEp
Jie Kosnanblaanabl. Mbicasnbl, «Longlegs»
(uabMiHe apHaJsIFaH KapHamMa HayKaHbl
«Blair Witch Project» dusbminin
JKapHaMaviblK diiicTepine yKcac 6oJbll,
(buibM Ma3MyHbl MeH KeHinkepJepi TypaJbl
aKMapaTThl KyIHUsi TYp/e 2KapHusiyiay apKblJibl
KOTMILIIIIKTIH KbI3bIFYLIBIIBIFbIH aPTThIP/bI.
Kasakcranra KeJseTin 6oJicak, eH,
aJIbIMeH eJ1 ayMarbiHaa puIbMJ MpoKaTTay
JKoHe KepceTty TeK MemsiekeTTik hunbmaep
TigiMiHe TipKeJIreH KesJe »KoHe O6epireH
NpoKaTTay KyaJirine collkec xKy3ere
acbipbliazbl. Ocbl petre « Knunematorpadusi
TypaJibl» 3aHbl Heri3iH/e esl ayMarblHa
KepcerTisieTiH puabmaepre 6Gipkatap
Tasantap Kosiibl. by Tananrap
KHHOTIPOKAT KYHeCiH YITThIK Myie/iepre
COUKECTEeHIPY, KA3aK TiJliHiH KOJIIAHbBICHIH
apTThIpy 2K9HE Ma3MyH canachiH
KaMTamachl3 eTy MaKcaTblHa KaOblJIaHFaH.
Ocsl 3anra coiikec, Kasakcranaa
npokaTTanaTblH 6apJblK GUAbMIEP MiHACTTI
TYp/le MEMJIEKETTIK TiJIr'e ayAapbllybl THIC.
Erep dusnbm Kasax tisninge Tycipinveren
6oJica, o yOJisKaaNyra, cyoTUTPJIEHYTe
HeMece KaJip CbIPThIHAAFbI aylapMaMeH
KaMTamachl3 eTijiyre Minaetti. bys Tanan
VJTTBIK KHHOUHLYCTPHUSHBI KOJ11ay XKoHe
Ka3ak TiJliH/e canajibl KOHTEHT YChIHY
APKblJIbl KOPEPMEHHIH, aHa TiJiHAEe KUHO
KOpPY MYMKIiHJLiriH apTThipyra OarbITTajFaH.
CoHbIMeH KaTap, 3aH (hHJIbM
MasMyHbIHbIH GypMasianOaybIH xKoHe
ay/lapMaHbIH TYITHYCKA MaFbIHACBIHA
coliKec O0JYbIH KAMTaMachl3 eTy/i TaJarn
eTejli. Ocipece, YATTHIK (hHIbMAEPIE
KOJIIAHbINIATBIH TiJl HOpPMaJiapbl CaKTaJblIl,
Jy6Jisi2k OeH cyOTUTPJIEpe TPaMMaTHKAJIbIK
JKOHE CTUJIMCTHKAJIBIK KaTeJsepre xKoJl
OepinmMeyi kepek. bynan GeJiek, kopepmeH
ayIUTOPHUSICBIHA YCBIHBIIATbIH KOHTEHTTIH,
caracblH xKaKcapTy MaKcaTbIHA
NpoKaTTasaTbiH PUAbMIEPAEH HOPMATHBTIK
eMec JIEKCUKA, SIFHU 9JIENICi3 Co3/ep apHabl
TEXHHUKAJIBIK KypaJiap apKbl/ibl 2KOUbLTYbI
tuic. Bys Tananrtap KazakcTaHablK
KHHOTIPOKATThIH Ma3MYH/IbIK 2KoHe TiJIIIK
MOCHHETIH IaMbITyFa bIKNaJ eTeli.

3aHa epekiie Ha3ap aylapaTbiH Tarbl
6ip MaHbI3bI Tajgan — 6aJjajgap MeH
0TOACBIIBIK GUIbMIEP/LIH Ka3aK TiJliHe
MiHJeTTi Typae ayOJsiKaaaybl. MemyeKkeTTik
KoJIlayFa e O0JIFaH aHUMaLUAJIBIK
huabMIEP MeH 0TOACBIIBIK PUILMIED TEK
CyOTHTpJIEHIN KaHa KoMMai, Kasak TiJiHie
TOJIBIKKAH/IbI JIbIObICTabl KaxKeT. By
uiapaJgap yJATTbIK KHHO 6HJiPICiH 1aMbITy
FaHa eMec, COHbIMEH KaTap »Kac ypraKThIH,
MeMJIEKETTIK TiJIie canaJjibl opi Ma3MyH/Ibl
buabMIEp/l TaMalaiaybiHA MYMKiH]LiK
Oepy YUIiH »KacaJ/iFaH.

Ocnlnaitiia, « Kunemartorpadus
Typasibl» 3aH KasakcTanaarbl KHHOIIPOKAT
JKYHeCiH peTTeyMeH KaTap, YATThIK
MJICHHETTi HacuxaTTayFa, MeMJIeKeTTiK
TiJILH, KHHO HHIYCTPUSICbIHAAFbI POJIiH
KYLIEHATYyTre JKoHEe KopepMeHIePAiH carasbl
KOHTEHTKE KOJIKEeTIMAI/IINH KaMTaMachl3
eTyre OarbiTTajrad. by tananrap kasak
KHHOCBIHBIH IJaMybIH KOJIIAH OTBIPBIM, €JIJIeTi
KUHOTIPOKATTBIH TiJ/LK, MAa3MYH/IbIK »KoHE
UCOJIOTUSIJIBIK TYTACThIFbIH KAMTAMAChI3
€TEeTiH MaHbI3/Ibl KYKBIKTBIK HeTi3 O0JIbIT
OTBIP.

Enimizne kazipri 3amaHrbl KHHOMTPOKAT
JKydeci GipHelle MaHbI3/bl 3JeMEHTTEPIeH
Kypanazbl. Conapabi, 6ipi —
KUHOTeaTpJap. Kasakcrania KHHONPoKaT
eJIIMI3/IIH ipi Kasanapbl MeH KeHoip e
MeKeH/epiHie OpHa/lacKaH KUHoTeaTpJiap
»)eJticin kamtuapl. Kagipri tana eqe 113
KMHOTeaTp »KyMbic ictefini (Kasakcran
Pecny6sinkacel CTpaTerusiiibi »kocnapJay
»KoHe pecdhopMmasiap areHTTIiriHiH YJITTbIK
CTATUCTHKA GI0POCHI ).

ConapbiH ittinne Kinopark,

Chaplin, Cinemax, Arman cexini

Tarbl 1a 6acKa ipi KUHoTeaTpJiap/ibl

atarn etyre 60J1ajibl. COHFbI KblJAAPbI
3aMaHayu KypaJjapMeH xKa0/blKTaJjraH
KOTl 3aJ1/1bl KHHOTeaTpJ1ap/IblH CaHbl
apThin KeJieli. bys 1a o3 kezerinze
KOPEPMEH KbI3bIFYLIbIIbIFbIH aPTThIPY/IbIH
aJIFbllIapTTapbiHbIH Oipi. JlereHmen
3aMaHayu KHHOTeaTpJiap/iblH 6acbiM
kornuuisiri Anmartsl, Acrana, [biMkeHT
CHSIKTBI ipi KaJslasapaa FaHa opHaJiackaH. At
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HiaJirai >kaTkaH eJijli MeKeHaep/e MyHiau
MH(PaKypPbIJIbIMHBIH 2KOKTbIFbI GafiKaia/pl.

Kn HOIAAAAD CAHKI

Cyper 1. Kunosannap canb

YATThIK cTaTHCTHKA GlopochiHbIH, 2024
JKBIJIIBIH KOPBITBIHABICH! GOHbIHIIA YChIHFAH
MaJliMeTTepiHe colikece, Kaszakcranna
KHHOKOPCETIMIM/I 2Ky3ere acblpaTbhiH
121 yiibiM Kbi3MeT eTefli, oHbIH, 1 13-i —
KuHoTeaTpsap. KunozannapsbiH canbl
apThin Kegeni, 6yrinie 446 GipJikTi
Kypainpbl, 2022 xbiibl — 412, an
2023 xblibl — 418 60sran (Cypert 1).
113 kunorearpabit 9-bi (7,9% ) rana
MeMJIeKeTTiK, al Kasaran 102-ci (90%)
JKeKe MEHIIIKTe, 2 — IeTeJ K.

Tadpic KoeMi, MJApA TeHIe

Cyper 2. TabbIc KoseMmi

CoHFbI VLI XKblJIJIA aTaJFaH YHbIMIAP/bIH
KOPCETKEH KbI3METTEePiHeH TYCKeH TalbiC
KoJieMi Jie ef1pyip apTkan. Muicasibl, 2022
KbLIbl — 26,8, 2023 XKblibl — 37,3, an
2024 »xbliibl — 43,8 MJIp/L TEHre TadbIC
TyckeH. OHbIH itiHge 17,5 Mapa TeHre
(40%) — oranabik puabmaepre 24,1 mapa
tenre (55%) — weresmik, an 2,1 Mapa
tenre (5% ) — Gipaecken (uabMaepre
tuecini (Cyper 2).

2024 »xblibl 6apablrbl 927 MblH,
KHHOCeaHe, OHbIH, itiHge 915 MbIHbI
— ToJIbIKMeTpazkibl puabmaep, 339
MbIHBI — YATTBIK uabmaep (36,5%), an

Kunoceancka keaymijgepiiy caHel,
MJIH

Cyper 3. Knnoceancka kesyiisiepiiit caHbl

JKapThichinaH Kooi (58,5%), sirnn 543
MbIHbI — HIETEJK (PUIbMIEP KOPCETINTeH.
253 MbIH ceaHc 6aJiasnap ayMTOpUsiChbiHA
apHaJijibl. AT ayblibIK 2kepJepe 334 1
KHHOCceaHc KepcerisireH. Kunoceancka
KeJTyLliJIep/iiH CaHbl J1a XKblJIIaH XKblIFa
apthin Kejefi. 2022 xbiabl — 17 MJH afam,
2023 »x)blabl — 20 muH, an 2024 XKbibl —
23 muH aziam kedqired (Cyper 3).

OTKeH 2KblJlbl YATTHIK OHJipicTeri
(uabM/IE PAIH KAl )KUHAFBL 22 MJpa 539
MJIH TeHreHi Kypajpl, 6y 2023 »KbliMeH
casblcTbiprania 33 %-ra apTblk. CanblK
Typrbiytan anranaa 107 dpuabmre neiin
koOeiini (58 % ) (ardeineol acviror — 65).
KaccasbiK anbiMaapbl Myp/ TeHrere
OTKEeH (PUJIbMIEP CaHbl OTKEH 2KblIMEH
caJibICThIpranjia 3-TeH 7-re jieiin ecti. 2024
Kblarbl Ton- 10 »kannb 6oke opuctin 50 % -
bIH Kypa#ibl, a1 Tor-20 Gu/bM Kasrbl
6oke-oductin 70 %-biH Kypaiipl.

Jlepekrepre cyitencek, 2024 »Kblibl
OTaH/bIK TPoKaTKa 410 hHIbM HIBIKTHI,
OHbIH, illliH/Ie OTAHBIK (PUIbMEP/LIH, KA b
KHHONpOKaTTarbl yieci 23 %-ra (94
¢unrom), an Kazak Tisinaeri GuabMaepiiH
Kabl KKHONpoKaTTarbl yieci 19%-ra
apTThl.

Kazakcran Pecniybsnkacbinbiy 2023-
2029 xbliapra apHajiFaH MoJIEHH casicaT
TyKbIpbIMaMachita cafikec, 2030 xblira
Kapa eJiiMizferi KIHOMPOKAaTTarbl
oTaHbIK GuabMaepaiH yieci 35%-ra
JIetiin, aJ Kazak TiJiHaeri GuabMaepaiin
yaeci 30 %-ra neiiin aprnak. Byst yaTThik
KHHOOHAIpIiCTi JaMbITy/1a MaHbI3/bl Kagam
6oJiFaHbIMeH, GipKaTap MaceJsiesiep aJi e
63 lIeliMiH Tannai oTblp. Atan ailTkansa,
VATTBIK (PUAbMIEPAIH KUHOTeaTpJlapAarbl



KOPCETIJIIM YaKbIThl, SKPAH/IbIK YAKbITThI
KBOTaJIaY »KOHE KOHTEHT canachl 63eKTi
MaceJiesiep peTiHie Kasbll OThIp.

AnnbiMeH, OTaHIBIK PUIbMIEPAIH
KHHOTeaTpJ1ap/ia KepceTijly yaKbIThl
03eKTi MaceJie ekeHi OeJrisi. Kenreren
VATTHIK (DUIbM/EPAIH KellKi paim-
TallMfa KapaMmacTaH, TaHepTeHTi Hemece
KYH/Li3li YaKbITTap/1a KOpCeTijyi KopepMeH
CaHbIHBIH LIeKTeJ yiHe OipaeH-0ip ceben
6os1bin 0ThIp. COHBIMEH KaTap JAeMaJblc
KyHziepi Kel6ip oTaHabIK KHHOK06aMap/bIH
MYyJIIeM KepceTiMeyi e 6arikanansl. Ochl
MaCeJIeH] LIeLy YLIiH 9KPaHIbIK YaKbITThI
KBOTaJlay »KyHleciH eHrisy MaHbI3/bl. by
JKYHe YATTHIK (DUIbMIEPiH KelIKi yaKbITTa
KOPCETi/IyiH KaMTaMachl3 eTill, 0J1apbl
KEH ay[IUTOPUsIFa YCbiHyFa MYMKiHIiK
6epeni. CoHnaii-ak, KHHoTeaTpJJaapra
VATTBIK KHHOMaTorpausiibl KoJiaay
MAaKCATbIHAA CAJIbIKTbIK KEHIJIIIKTeD MeH
npedepeHUsAIap eHrizy ae THiM 1apa
peTiHAe KapacThIPblIybl THIC.

Kazax rininjeri punbmuepin
Ma3MyHbI MEH caracbiHa KaTbICTbI CbIH
Ja KU alTblIbIN 2Kyp. COHFbI KbIIAAPDI
KOMEUSIJIBIK yKaHpAAFbl PUIbMIED
CaHbIHBIH apTybl OaliKaJsazbl, anania
oJIapJibiH Keibipi KoramJarbl 63eKTi
MoceJiesiep/li TePeHiHeH KaMThIMak,

JKEHIJT 9311 MEH KapanaibiM AdaiortTapra
Heriznenren. By Typroiia Moaxiiic
JIeNYTATTAPbl KUHO CLEHAPUIIEPi MEeH
JIMaNorTapbiHa TiJJIiK MOIEHUET TYPFbICBIHAH
KaTaH TaJjarn Koo KaxKeTTiriH arar

oTTi. byran Koca 6efionen coesnep MeH
KOPIHiCTeP/] LLeKTey MaceJsieci 3aHIbIK
TYPFbIIAH KapaJiblll, HOPMATHBTIK eMec
JIEKCHKaHbl apHaibl TEXHUKAJIbIK KypaJiap
apKblabl eHIEY (JbtObIcmblK Oeacimer
oAby ) MiHIETTENTEH.

Kasakcraniarsl KHHONPOKAT
JKYHECIHIH THIMAI 2KyMBIC icTeyi yLIiH
VATTBIK (PUABMIIEPLIH TapaJyblH KoJay,
MeMJICKETTIK »KOHE »KeKe HHBEeCTHLHsIIap
apacblHJAFbl Tere-TeHIIKTi cakTay,
KHHOTeaTpJIapra bIHTaJNaHABIPY
MEXAHU3M/IEPiH €HIi3y 2KOHEe OTaH/bIK,
(usbMIE pAIiH Ma3MYHbBI MeH TiJIIiK

Ta3aJsbIFbIHA €PeKIIe KOHiJ O0eJy KaXkKeT.
Ocbl GarbITTarbl KeLeH lapajap yATThIK
KUHOMHJLyCTPHSIHbI 2KaHa canaJblK JeHrenre
KeTepyre MyMKiHIik 6epeni («Kasakcran
Pecny6/iMKachl MaJIeHH casiCaTbIHbIH,

2023 — 2029 xbliapra apHajrat
TY>KBIPBIMAAMACHIH O€KiTy TypaJibl»
Kazakcran Pecny6ankachl Ykimetinin 2023
KblFbl 28 Haypbiznarbl Ne 250 KayJibiChl).

Kasakcraniblk KHHOHAPBIKTA 1IETeK,
COHJIaii-aK, OTaH/bIK (PUIIbMEDP KOpCeTie.
Jlerenmen otanpbIK (GUIbMIEPIIH,
KHHOIPOKATTAFbl YJI€CiH apTThIPY MaceJieci
aJli KyHTe JIeliH 03eKTi OOJIbIN OThIP.
Byrinze rofiuByITHIK hUABMJIED eJliMi3ie
KHHOIPOKAT HapBIFbIHAA KeOipeK yJecke
JKOHE CypaHbICKa Ue eKeHi 6eJrili.

Kesieci MaHbI3/ibl 3/ieMeHTTEpiH, Oipi —
MeMJIeKeTTiK KoJiiay »kyieci. Kazakcranubik
KUHOHBI MEMJIEKET TaparblHaH KoJiay
Kb/ caliblH MaHbI3ra ne 6oJtyna. CoHFbl
JKBIJAAPDI YATTHIK KHHEMaTorpaducTepre
apHaJIFaH MeMJICKeTTIK KOJlay/IblH, KeJsieMi
APThIIN KeJieli.

JKannbl, kKnHemaTtorpadusiHbl
MeMJICKETTIK Kap2KblJIaHAbIPY LapTTapblH
3epueJieyliH 63eKTliri MeMJIEKeT MeH
KHHOOHIpiCTiH Oepik KOIKbIIIbIK 63apa
ic-KuMblIbIHA GaiaanbicThl. MyHza
Tapantap/blH 9pKakchiChl 63 MaKcaTTapblH
icke acblpajibl. MemiiekeT MaHbI3/ibl
9JICYMETTIK TaKbIpbITapAa KepepMeH
Ha3apblH ayJapy MyYMKiHAITH Nan1aJaHajbl,
aJl KHHOKOMITaHHSJIap OH/iPiCTIK KbI3METTI
JKy3ere acblpajbl KoHe HapbIKKa OTaH/IBIK
bUABMIEPL 2KETKIZeI].

MamanaapsbiH anTybIHLIA,

Kenec Onarbl biiplparaHHaH Kenin
KaprKblIaHAbIPY-eHipic-pokaT Tizberi
Oy3blibl. byrinri Tanaa kuHoteatpJaap
YKeKeMeHIIIKTiH heJlirine eTKeH. byJ pette
0J1 KHHOTeATpJIap/iblH, eH, a/libiIMeH TalblC
TaOy/ibl MaKcaT eTeTiHi aiTrnaca 1a TYCiHiKTi.
CoHpibIKTaH KUHOTeaTpJ1ap/iblH KOMiJiri
thusnbmMaepai xkanra 6epyne 6ac TapTThl.
An onbiH Heriari ce6e6i — duabmaep
MEMJIEKETTIK KapaxKaTka Tycipijice ne,
Tycipisimece J1e, KOMMEePUHUSJIbIK COTTiIKKe
JKeTe aJIMak/ibl IeTeH yarK aJiFa TapThllabl.
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Kunorearpnapna kepcerisierin
(usbMIE P aJlIbIH asia caparnTayiaH
OTKi3Yy JKYHeCiH eHTi3y eTe MaHbI3/Ibl.

By xkyite MeMsieKeTTiK KapKbl

OeJiinbereH KMHOXK00aap/bl 1a

KOFaM/JIbIK KYH/IblJIBIKTapra cai OaraJay/ipl
KamTamacbia eTyi Tvic. CoHbIMeH KaTtap
VITTBIK MOJICHUETTi HACHXaTTaNThIH
(usbMIEp MEH aHUMALMSIIBIK 2Ko6aIap/ibl
JIAMBITY MaKCcaTbIH/a apHAlbl MEMJIEKETTIiK
Oarnapiaamanap/bl KaObliay KaxkeTTiri 6ap.

Kasakcrannarbl l1arbiH KoHe opTa
Kasanap/a KHHOTeaTpJap/blH CaHbl
JKeTKiJiKei3. Acrana, Asimarsl, LIbiMkeHT
CUAKTBI ipi KaJslajapja KhHoreaTpJap
JKETKIJIKTI 60Jica 14, OHipJIepe 0JapablH,
caHbl a3, Kelbip aliMakTapaa MyJjiem
JKOK. Byl 2karnar KHHOPOKATThIH, TeK
ipi KaJ1a/lapMeH LLEKTeJyiHe KoHe eHIp
TYPFBIHIAPBIHBIH KaHa (DUIbMIE P
KOPY MYMKiHJTiHiH LIeKTeJyiHe aJiblll
keJieni. Ocbl Mocesieiepyi Lely
YLIiH YK€Ke HHBECTOPJIap/ibl KOJIAY,
OHipJIiK KHHOTeaTpJlapFa CaJlblKThIK
JKEHIIKTEP Oepy KoHE XKbI/IKbIMAJIbI
KHHOTEATP KYHECiH eHri3y mapaJjiapbl
Kaxxet. CoHbIMeH KaTap, LHpJIbIK
niaTopmasiap/pl JaMbITy apKbl/Ibl OTAHIBIK
hUIbMJIEP/LT OHJIAHH KOpCeTiJliMre LIbIFapy
Jla KHHOTIPOKATTarbl MAHbI3/Ibl KaJlaM
6oJ1aphbl CO3CI3.

Kagipri yakpITTa KHHOHAPBIKTBIH
MOHUTOPHUHT IPOLIECIHIE MEMJICKETTIH,
peJii TeK KepceTisiMre npokaTray KyaJlirid
Oepy »koHe (hUIBMHIH YKac UHIEKCIH
TaraiiblHlayMeH LiekTeseni. MemiekeT
ayMarblHa eHTi3iareH puabMIepaiH
CaHbI, OJIap/lbl KOPCETY KU MEeH
OachIMIbIILIKTAPbIH aHBIKTAUTBIH
optak 6a3a koK. KyHnesikri ceancrap,
caTblIFaH OUJIETTEp XKOHE KepepMeH
caHbl 6obIHILIA OipbIHFal aKNnapar Keasi
OoJIMaybl IepeKTepli ecernke aay MeH
TaJIay/biH THIMJLI >KYHeCiH KypyFa Keepri
kearipyne. Ocbiran 6aiyianbicTbl, GipblHFak
aKIapaTTbIK KyHeHi KaJblTacThlpy
apKbIJIbl KHHOTIPOKAT CaJIaChIH XKETiNipy
KaKer.

JKorapbina atanran Macesesiepi
wenty apkblibl Kazakcranaarbt
KHUHOIIPOKAT »KYHECiH IAMbITbII, OTAH/bIK,
KHHOHBIH KOpepMeHre KOJI2KeTiMJLJIrH
apTTbipyra 6oJiabl. bys pette Mmemsieket
TapanblHaH KOJAAy, KHHOWHYCTPHSAAFb
KOCINKepJie piH OeJICeHAIMIT KoHe
KOPEPMEHJIEP/LiH YITThIK KHHOFa
KbI3bIFYLIBIIBIFBI MAHBI3/Ibl POJ ATKAPA/bI.
Bipeinrail xxyiieni xkeTisiipy, eHipsiepie
KHHOTEeAaTpJsiap CaHblH apTThIPY, Ka3ak
Tininaeri GUALMAEPIH canackiH KOTEPY
JK9HEe OTaH/IbIK KUHOHBIH MapKETHHTiH
KYLIEHTY — eJliMi3ieri KHHOMPOKAT caJslacbiH
JKaHA JIeHrelre KoTepeTiH Herisri Kagamaap
O0JIMaK.

Herisri TyXbipbiMaap

Byrinri Tanna enimizneri KHHO eHJipici MeH
(usbMIE paiH KOpKeMILiK AeHrerimMen Gipre,
NPOKAaT »KYHeCiH »KaH-KaKThl KapacTbIpy
KHHO 6HEPiH 3epTTey caJjlachl YiIiH MaHbI3/1bl
MaceJiesiepiin 6ipi 60JbIT OThIP. OUTKEHi,
KOpPEPMEHHIH TeK OTaH/bIK FaHa eMec, dJIeM
KHHOCBIHBIH KOPKEMJIiK Canachl 2KOrapbl
HIbIFapMaJiapbiMeH TaHbIC OOJYbIHbIH,

Jia 6ipaeH-6ip »KoJIbl — KHHOMPOKAT

ekeHi 6earisi. Ochbl opaiiia KHHOMPOKAT
JKYHECIHIH THIMJIJIITT TypaJibl TOMEHJETiIeH
TY2KBIPBIMAAP KacaJlbl:

1. KepepmeH nyHHeTaHbIMbIHA dCepi.
KuHo enepi apTypJii MojIeHHET 1eH
JIYHHETaHbIMMEH, TapUXH OKHFallapMeH
TaHbIC 6OJIyFa MyMKiHIK Oepei.

Bys1 KorampiK caHanbl }KaHFBIPTYTA,
dJIeMli TepeHipeK TYCiHiM, KaOblay/ibl
KaJlbllITaCThIpyFa bIKNaJ eTeli.

2. OJieyMeTTiK MaHbI3bl. PusbMIe pii
KOpCETY apKblJibl KOFaMbIK KOHJI-Kyid MEH
KYHJIbJIBIKTapFa acep etyre 6oJiajibl. Kuto
apKbIJIbl 9JICYMETTIK MaHi 6ap Macesies1epi
KeTepyre, alaMAap/blH MiKipi MeH CeHiMiH
KaJsibinractelpyra 6osazbl. bys na 3
Ke3erinjie KoraMHbIH 9pTYpJli TONTApbI
apacblHla KOHCTPYKTHUBTI AHaJIOT OpHATyFa
MYMKiHIIK Oepei.

3. DKOHOMHKaJIBbIK MaHbI3bl. Knnonpokar
— XaJbIKTBIH KHHO LIbIFapMaJiapbIMeH



TaHbICYbIHa MYMKIH/IK Oepin KaHa
KOHMa#/ibl, COHbIMEH Oipre MapKeTHHT,
yKapHama, MeHePKMEHT, TYPU3M CHSIKTbI
apaJsac casaJiapAblH JaMyblHa A2 bIKIaJl
eTell.

4. YarTeIK 6ipTekTinik. MemyekeT
KHHOHBI MIE€0JIOTHS KypaJbl peTiHe
narjiajaHa OThIpbII, OHbI VITTbIK MOJACHHET
NeH KYHABIbIKTaP/bl WIrepijieTy yiliH
Heriare aJjybl MyMKiH. Atan aiTKaHna,
OTaH/bIK KUHOBHIPICTI Kap2KblIaHAbIPY,
[IPOKATTAY apPKblJ/ibl 2KePriJliKTi
KHUHemaTorpacucTepii Kosiayra, YATThIK
OipTEKTIMIKTI KaJbINTaCThIPyFa MyMKiH/IIK
6epeni. ConbiMen Gipre, KUHO 6iiiM MeH
TopOHMEHiH, MOJICHUETTIH MaHbI3bl KypaJbl
60JIbIN Kasia 6epMek.

Ochblnaiilia, KUHOMpoKarT »kyieci
KHHO LlIbIFapMaJiapblHa KOJKE TIMAITIKT
KaMTamachl3 eTelli, 5KOHOMHKAHbI
JIaMbITa OTbIPbII, dJIEYMETTIK »KoHe
eHereJi Oarrapaapabl KaJablTaCTbIpabl.
Kunonpokar »xyiiecinin 6y KbI3MeTi
KOFaM MeH MeMJIeKeT YLIiH aca KyH/lbl 9pi
MaHbI3IbI eKeHi OeTiJi.

KopbITbiHADI

ConbiMeH, Kazakcrannarbl KHHOMPoOKAT
Ky#eci )kahanaplk ypaicrepmen

TBIFbI3 Oak/IaHbICTa JaMBbIIT KeJIe.
JlereHMeH oTaHbIK KHHEMATOrpadusiHbl
KoJsiayna Gerisi 6ip xKeTicTikTepre KoJ

JKeTKi3inreHiMeH, 1eTesuik GuabMaepiH
HapbIKTaFbl 6aCBIMIBIIBLIFBI MEH KOHTEHTTI
Taparty »KyHeCiHiH THIMALIIT aJ1i 1e
KeTinaipyai Tanan eteni. Kasipri tanaa
CTPUMHHITIK CEPBHCTEP MEH OHJIAlH-
niaTopmasiapapli KeHiHeH KOJ1aHbIChl
KHHOTeaTpJap YLIiH KaHa MyMKiHIIKTep
auyja.

Kasakcran KHHOMHIYCTPHSICBIHbBIH
TYPAKTbl 1aMybl VILiH KOJDKETIM/
MH(PaKyPbIIBIMIbI 1AMbITY, 3aHHAMAJIBIK
Heri3nepii XKeTiipy 2KoHe aKNapaTThiK
TEXHOJIOTUSAIAPIb! KeHIHEH KOJIaHy
JKYMBICTAPbIH KaJIFACTBIPY KazKerT.
ConbiMeH KaTap, Ka3aKCTaH/IbIK KHHO
OHIMJIepiHiH, TeK iLIKi HapbIKTa FaHa
eMec, XaJblKkapaJiblK IeHrerie 1e
KbI3BIFYLIBIIBIFBIH aPTThIPY MaKCaTbIHAA
OapJIbIK KOMIKETIMAL pecypcTapabl
naniajanbII, MyeJli TapantapMeH ThIFbI3
BIHTBIMAKTACTBIK OPHATY MaHbI3/bI.

KuHonpokar »kyfiecin THiMai opi
TOJIBIKKAH/bI JAMBITY YJITTbIK KHHO
OHJipiCiHe UHBECTULUS TAPTYFa, KaHa
JKYMBIC OPBIHAAPBIH alllyFa KoHe OTaH/bIK
KHHOMAaTepHasaapra ieret CypaHbiCThbl
apTThipyra MyMKinaik 6epeni. Ocblnaiiiua,
KHHOIIPOKAT 2KYHEeCiH 2KEe TN PY apKbIIbI
KHHO OHEPiHiH ?KOHE 2KaJIlbl MOJICHHETTIH
KAPKbIH/Ibl JaMybIHA 2KOJ1 allbIJIbII,
VATTBIK KUHEMaTorpausiHbiH 6oceKere
KabiJIeTTIJIINH apTThIpyFa OarbITTaJFaH
CTpaTerUsJIbIK MaKcaTTapra KoJl KeTKisyre
6oJ1aapl.
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Omapos Anuaer, Mykylesa Hazupa

Kasaxckuit HaloHa b bl yHHUBepcHTeT HeKyceeTB umMenn KyJiot baiiceititoBoit (Acrana, Kasaxcrat)

TEKYLWEE COCTOAHUE N AKTYAJIbHbIE MPOBJIEMbl CUCTEMbl KUHOMPOKATA B
KA3AXCTAHE

AHHoTaumsa. KUHOMPOKAT Kak HeoTbeMsieMas YacTb KMHOMHAYCTPMM Ka3zaxcTaHa B COBPEMEHHYH 3MOXy
npuobpeTaeT ocoboe KynbTypHOE, COLLMANbHOE M 3KOHOMUYECKOe 3HaveHue. Pa3Butune rmobanbHbIx
MHGbOPMALIMOHHBIX TEXHONOTUIA, BINSHUE NPOLLECCOB r106anM3aLmm, pacnpocTpaHEHWE HOBbIX
KOMMYHWKALMOHHbIX NNATHOPM U U3MEHEHWUE 3PUTENbCKMX NPEATNOYTEHMIA NPUBENU K TNYBOKUM
TpaHCchopMaLMaM cofepKaHus U QYHKLMOHMPOBAHMS 3TOM chepbl. MexAyHapOLHbIM OMbIT U TEHAEHLMK
MMPOBOrO KMHOPbIHKA NOKA3bIBAIOT, YTO CUCTEMA KMHOMPOKATA SBASETCS HE MPOCTO KaHANOM [LOCTaBKM
bUNbMOB ayaUTOPUM, HO U KOMMIEKCHBIM KYNbTYPHO-3KOHOMMWYECKUM MHCTUTYTOM, CNOCOBCTBYOLLMM
pacLUMPEHMIO HALLMOHANIbHOTO KY/IbTYPHOIO NMPOCTPAHCTBA, aKTUBMU3ALLMM SKOHOMUYECKMX OTHOLIEHUIA U
YKpenneHuto 06LLeCTBEHHbIX LLEHHOCTEMN.

B CBSA3M C 3TMM OCHOBHOM Ue/1bko CTATbU SBNSETCS HAYYHbI aHaAN3 COBPEMEHHOIO COCTOSIHMS
W aKTyanbHbIX Npo6iieM cucTeMbl KuHonpokata B Pecnybnnke KasaxcraH. B pamkax gaHHoro
nccnenoBaHUs NOCTaB/EHbl 3d0ayu MO U3YYEHUIO U BbISIBNEHWIO 3TaNoB UCTOPUYECKOro hOpMUPOBAHUS
M COBPEMEHHOIO COCTOSIHMS CUCTEMBI KMHOMPOKaTa B KasaxcTaHe, eé npenMMyLLecTB U HELOCTATKOB,
NPaBOBbIX OCHOB, U3MEHEHUI 3pUTENbCKMX MPEANOYTEHUI U BAUSHUS LMPPOBbLIX NAaTGOpM, ponu
HOBbIX KOMMYHMKALIMOHHbIX TEXHOMOIMIA, @ TaKXKe cneundbuyecknx 0cobeHHOCTen 0Te4eCTBEHHOrO U
3apybexxHoro onbITa.

MeTononornyeckyto 0CHOBY UCCNELOBAHWUS COCTABUIN MemoObl ONUCAHUS, aHaNU3a, CPAaBHEHMS,
CUHTE33, abCTparMpoBaHus, MHAYKLMK U AenyKuuu. Mcnonb30BaHbl HOPMATUBHO-NPABOBbIE LOKYMEHTHI,
3KCNEepPTHblE OLEHKM U OPULMANbHASA CTAaTUCTMKA. IMNUPUYECKYI0 633y GOPMUPYIOT AaHHbIE O
peanusaumm 3akoHa «O KMHeMaTorpagumn», o cucteme oybnska u cybTUTpMPOBaHUS HALMOHANbHbIX
GUNBbMOB Ha Ka3axCKMI S3bIK, pa3BUTUM KUHOTEATPaNbHOW MHDPACTPYKTYPbl, LO1€ OTEYECTBEHHbIX
1 3apybexHbIX KapTUH B NpokaTte. Ha ocHoBe MeXAyHapOoAHOro onbiTa NPOBEAEHO CPAaBHUTENbHOE
nccnenoBaHue KMHonpokaTHblx cucteM CLUA, Kutas u ctpan EBponbl, BbISBNEHbI UX MHCTUTYLMOHAbHbIE
0COBEHHOCTM U 3N1IeMeHTbl, NpUMeHnMble B KasaxcTaHe.

Pe3ynemamel uccnepoBaHUs CBUMAETENCTBYHOT O HEOOXOAMMOCTM roCyAapCTBEHHOM NOAAEPXKKU
HaLLMOHaNbHOTO KMHOMPOM3BOACTBA, MOBbILLEHWM KAYECTBA U S3bIKOBOM YMCTOTbI HDUNbMOB B NpOKaTe,
pa3BUTUM KMHOTEATPaNbHOW CETU B PEFMOHAX, COBEPLUIEHCTBOBAHMM MapKETUHIOBbIX CTpaTeruii U 6onee
3O PEKTUBHOM MCMONb30BAHMM LMPPOBLIX NAATHOPM.

Knioyesbie cnoea: KMHONPOKAT, HALMOHAIbHOE KMHO, KMHOTEATpanbHas MHDPACTPYKTypa, uudpoBas
TpaHcdopMaLms, rocyfapCTBEHHAs NOALEPXKKA, MAPKETUHIOBAs CTPATErus, MeXAyHapOoaHbIi OnbIT,
3puTeNbCKas ayauTopus.
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THE CURRENT STATE AND KEY ISSUES OF THE FILM DISTRIBUTION SYSTEM IN
KAZAKHSTAN

Abstract. Film distribution, as an integral part of Kazakhstan’s film industry, has acquired special
cultural, social, and economic significance in the modern era. The development of global information
technologies, the influence of globalization, the spread of new communication platforms, and
changing audience preferences have fundamentally transformed the content and operations of this
sector. International experience and global market trends demonstrate that a film distribution system
is not merely a channel for delivering films to audiences, but a comprehensive cultural and economic
institution that expands the national cultural space, stimulates economic activity, and strengthens
social values.

Accordingly, the main objective of this article is to conduct a scholarly analysis of the current state
and pressing issues of the film distribution system in Kazakhstan. To achieve this objective, the study
sets out to examine and identify the historical stages of the formation and the present condition
of the national film distribution system, its strengths and weaknesses, legal framework, changes in

audience preferences and the impact of digital platforms, the role of new communication technologies,

as well as the distinctive features of domestic and international practices.

The methodological framework includes description, analysis, comparison, synthesis, abstraction,
induction, and deduction. The study draws on legal and regulatory documents, expert opinions,
and official statistics. Its empirical base comprises data on the implementation of the Law «On
Cinematography», the dubbing and subtitling of national films into the Kazakh language, the
development of cinema infrastructure, and the market share of domestic and foreign films. Building on
international experience, the paper compares the institutional models of the United States, China, and
European countries, identifying features and best practices relevant for Kazakhstan.

The findings emphasize the need for continued state support of national film production, improved
quality and linguistic standards in film distribution, development of cinema infrastructure in the
regions, enhanced marketing strategies, and more efficient use of digital platforms.

Keywords: film distribution, national cinema, cinema infrastructure, digital transformation, state
support, marketing strategy, international experience, audience.
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CINEMA AS A MIRROR

OF THE NATION:
RECONSTRUCTION OF
NATIONAL VALUES ON THE
SCREEN

Omina Azizova'

'Institute of Art Studies
(Tashkent, Uzbekistan)

Abstract. The article examines the cultural changes taking place in the world in today’s era of
globalization, the influence of mass culture on young people’s consciousness, and the changing
attitude towards folklore. The process of returning to national values in the age of technology was
demonstrated with scientific foundations and specific analytical examples. Using the example of
Uzbek cinema, it was substantiated that the attitude towards folklore, which for many years was
ignored and viewed by artists as outdated, is changing today. This article analyzes trends in the use

of folklore in recent feature films by Uzbek filmmakers, as well as the issues of the manifestation of
images and motifs of oral folk art in the language of the screen. The main purpose of choosing a theme
is to preserve national identity in contemporary film content and to reveal the relationship between
traditional folklore poetics and the dynamics of the cinematic image within the artistic structure

of cinema. The research employed methods such as comparative-interpretative analysis, structural
analysis, an intertextual approach, and semiotic analysis. The integration of the folklore component
between the film script, the director’s concept, and the screen images were also considered separately.
Based on the analysis results, it has been established that the process of reviving national thinking and
strengthening emotional connection with the viewer through folklore images, symbols, ritual songs,
proverbs and sayings, and elements of epic poetics has intensified in contemporary Uzbek cinema. The
article shows that relying on folklore sources enriches the artistic language of cinema, brings national
cultural codes to life on screen, and becomes an important factor in creating new pictorial solutions.
The article provides a scientific analysis of the role and significance of folklore in modern society. In
it, rejecting the stereotype of evaluating folklore as a relic of the past, it is considered as a spiritual
wealth that has been formed and polished over the centuries and has not lost its relevance even
today. At a time when the influence of globalization and mass culture is growing, artists around the
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world are striving to revive national and cultural values and convey them to the younger generation
in a new way by turning to folklore. In the article, this very issue - the possibilities and effectiveness
of presenting folklore in a modern format - is analyzed and studied on a scientific basis using the
example of specific screen works (artistic, documentary, and animated films, visual aids).

Key words: fairy tale, folklore, feature film, children’s film, animation, customs, cultural life,

globalization.
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Introduction

ral creativity, traditions, legends,

myths, proverbs, and lullabies, which
have been hidden for millennia and are
common to peoples and cultures, have been
passed down from generation to generation.
It expresses the wisdom, intellect, culture,
way of life, beliefs, art, and culture of
people. Later, with the development of
technology, humanity achieved remarkable
feats, and in the era of numerous world-
renowned discoveries, oral folk art was
considered outdated. Humanity, immersed
in modern life and various fashions, has
practically excluded folklore from its life.
But in the last decade, folklore has returned
to our cultural life. Today, this creative
process is considered not just a trend
but a powerful cultural phenomenon that
captures the minds and hearts of humanity.

In the period 2020-2025, the rapid

homogenization of mass culture in the
global media space - the dominance of
Netilix, YouTube, TikTok formats, and the
influence of global trends - forced national
film schools to revive their originality. In
these conditions, folklore serves to preserve
national identity in cinema, distinguish it
from global templates, and protect local
cultural codes. Consequently, the appeal
to folklore motifs is not only an aesthetic

tendency but also a means of strengthening
cultural sovereignty.

In recent years, cultural memory studies
have emerged as a separate field in film
studies. In Uzbekistan, interest in historical
memory, traditions, and the national
spiritual image has also increased.

Folklore is the collective memory of the
people, the main system of archetypes.
Therefore, cinema, turning to folklore,
creates a new semiotic platform for the
cultural memory of the “transitional period”
for the modern audience. This process
intensified in cinematic thinking in 2020-
2025.

In the last five years, Uzbek directors
have begun a trend towards folklore
as a source of mythological structure
(archetypes), aesthetic code, and visual
symbols. In the screening of folklore, it is
combined with modern and postmodern
styles; it acquires a new function within
minimalist cinema aesthetics; and it
becomes a symbolic code for revealing the
hero’s psyche. Therefore, the theoretical
foundations of this creative process have
not yet been sufficiently studied.

In Uzbekistan, scientific studies by film
scholars examine folklore motifs, films on
this topic in the history of national cinema,
and their dramaturgy. However, there is
practically no comprehensive research



on the creative interaction of folklore and
cinema: the adaptation of folklore to the
language of cinema, the semiotic functions
of folklore elements on the screen,

and folklore codes in visual and audio
culture. Therefore, this research serves

as a scientific work that complements the
existing conceptual gap.

Cinematography is the art and
technique of capturing moving images
on film or digital media. It involves
camera work, lighting, framing, color,
and movement to visually tell a story.
Cinema and folklore are interconnected;
folklore serves as a source, structure,
and symbolic reservoir for cinema, while
cinema revitalizes folklore in modern
cultural contexts. Folklore and cinema are
mutually reinforcing folklore gives cinema
timeless narratives and archetypes. Cinema
preserves, transforms, and globalizes
folklore. The study of this relationship
highlights how cultural memory survives in
modern media (Karimova 7).

Several scholars have studied the
influence of folklore on screen art. Valery
Fomin also presented his scientific views in
this area. In his research, Fomin identified
and analyzed the experience of national
cinema in assimilating folk traditions and
the main forms and principles of cinema’s
interaction with the world of folklore
(Fomin 456).

In the indirect appeal of filmmakers to
folklore, folklore is used not directly as a
plot, but through its elements, images,
music, dialects, or ritual elements. For
example, folklore is embedded in the film
through folk songs, proverbs, customs,
national costumes, and script details that
express the film’s general spirit. In this
case, folklore serves to enrich the context.
For example, we can cite the opening and
closing frames of the film “Afghan” (2012),
directed by Yolkin Tuychiyev (Abduhalikov
392). The first frames of the elephant begin
with Akbar playing the dutor on the roof
for his sister, Ansora, and performing the
mugom himself. The final episode ends

with Akbar returning from the war, playing
music for his child in the cradle on the
roof, and his family’s joyful laughter. Here,
Yolkin Tuychiev used folk melodies such as
“llgor”, “Kushtor”, “Dutor lazgi”.

These folk melodies, considered
examples of folklore, speak of the Uzbek
people’s resilience, will, and patience.
These songs speak of patriotism, love, and
devotion. It is not for nothing that oral folk
art is called the spiritual memory of the
nation. It is folk melodies that remind the
viewer of ancestral courage.

Yolkin Tuychiev’s film “Afghan” is a
work that explores human psychology,
psychological trauma, and the phenomenon
of loneliness in the most complex artistic
forms of modern Uzbek cinema. The
story in the film is not only a historical
memory of the Afghan war, but also
reveals, at a philosophical level, the internal
fragmentation of a person returning
from the war, the conflict between the
past and the present, and the processes
of remembering and forgetting. In the
dramaturgy of the work, real time and
memory intertwine, and the principle
of the “mixed world” in the character’s
consciousness becomes an artistic style.

One of the main features of Yolkin
Tuychiev’s style - minimalism, silence,
psychological space, creating an image
through detail - is also vividly manifested in
this film. The director strived to show not
physical actions, but emotional states, the
emotional experiences of a person returning
from the war. In this respect, the film
reinterprets the Afghan theme not through
typical heroism or epic drama, but as a
fragmented picture of human thought.

The use of folklore music in the
film is not accidental, but an artistic
technique with a significant semantic
and psychological load. One of the main
tasks of addressing folk melodies is the
restoration of cultural memory and national
identity in the audience. The topic of the
Afghan war requires addressing the painful
points of national memory. Folklore music
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establishes an emotional connection with
the character’s past, his childhood, and the
pure inner world before the war. Therefore,
the music serves as a door to the past in the
film. Another goal is to create psychological
contrast. Folklore music, as a symbol of
peace, tranquility, and homeland, creates

a sharp contrast to the cruel, alien, and
noisy atmosphere of war. Through this, the
film intensifies peace and war, friend and
stranger, order and chaos. This contrast
also artistically conveys the character’s
internal fragmentation.

Folklore music in the film also serves
as an emotional code in Uzbek culture. He
defined the value of nationality, identity,
customs, and traditions in the film. Such
music, especially in lyrical-life fragments,
activates the character’s “self-return
instinct.”

Many Uzbek folk melodies are based
on symbols such as road, separation,
return, and loyalty. Their inclusion in films
determines the inner spiritual path of the
main character - the “attempt to return
to oneself”. He is physically at home, but
mentally still in the war zone. Folklore
music becomes a symbol representing.

Methods

The article uses complex, comparative,
critical-assessment, structural-functional
analysis, typological, and contextual
methods. In general, research methods
included scientific concepts of system-
structural analysis, observation,
comparative analysis, content analysis
(analysis of documents), and interviews
with experts.

Vladimir Ya. Propp studied the origins of
genres, plots, images, and motifs of folklore
not only based on examples from Russian
folklore, but also from world folklore. For
example, he considered miraculous motifs
related to birth against the backdrop of
the Epic legend’s folklore sources. In
this sense, this research also serves as a
necessary source for studying the issues of

adapting folklore traditions (Propp 448).

Folklore is a manifestation of the
spiritual world, socio-psychological
memory, and people’s creative thinking, a
rich spiritual heritage formed over centuries
and living in the hearts of generations.
Modern screen art, in particular films,
serves as an important tool for the
expression of folklore in new forms, as well
as for its reception, love, and promotion by
the younger generation.

Victor Gusev believed that the specificity
of the perception of folklore is connected to
the synthetic nature of the folklore text and
to its proximity to visual-acoustic (multi-
channel) art forms. This requires a certain
capacity for perception, which the author
defined as “non-differentiated synchronous
auditory and visual reactions” (Gusev 245).

Scientific studies reveal new,
original views on the aesthetic system
of contemporary forms of mass art and
the origins of mass screen performances.
The source, enriched with such specific
materials, belongs to Neya Zorkaya, who
studies literary lobby, balagan theater,
traditional puppet theater, and the
predecessor of television films. He connects
the origins of cinematic genres (detective,
melodrama, etc.) with folklore, tracing
their roots to Petrushka’s demonstrations
(Zorkaya 238).

In his research, Nikolai Khrenov studies
cinema in connection with literature,
folklore, circus, and balagan theater. The
scientist connects the development of
cinema with the introduction of mythology
and archetypal motifs. Cinema examines
the archaic stages of literary development.
When studying the interrelationship of
cinema and folklore, he emphasizes the
need for a new understanding of its genesis,
nature, and functioning in culture (Khrenov
220).

Discussion

Let’s analyze the example of the feature
film “Cho‘liq,” released in June 2025.



The very title of the film makes the viewer
think. What does the word “Cho‘liq” mean?
This word is also often found in folk epics.
Cho‘liq — shepherd’s assistant, means
junior shepherd.

The screenwriter and director,
Jamoliddin Qo‘ziboyev, develops the action
line through the story of Halim Bobo, who
tells his grandson about the events he
experienced. In the film, the events, the
state of the characters, their characters,
and situations are explained to the viewer
through retrospection. The film tells the
story of Halim Bobo’s youth, his childhood,
and his wonderful life on the farm.

Youth is a time when enthusiasm,
strength, determination, and the fire in the
heart ignite. Grandfather Halim was also
a fireman when he was young. He was a
cheerful, arrogant, self-confident, spirited
young man. His father, Norboy Ota, gave
Halim as an apprentice to the shepherd
Jovli to kill his son’s pride. So, the film is
about Halim Bobo, a young man with a
limp.

“Cho'liq” is a very sincere film. The
footage is quiet, and, thanks to the use of
folk melodies, it is pleasant to the heart,
reminiscent of childhood memories. The
actors’ performances also emanate sincerity
and simplicity. The director’s achievement
lies in his emphasis on national folklore
traditions. Examples of oral folk art were
actively used in the film. Here, the charm
of the dombra is depicted through unique
frames. In short, the events of “Cho‘liq” are
described with Uzbek charm.

Nowadays, the social importance of
Uzbek film studies is increasing, and the
works of local writers, including those
with folklore, historical, modern, and
philosophical themes, are being reworked
and brought to the cinema from a different
perspective. In Uzbek cinema, films
that appeal to the public, address social
problems, and use the local folk language
are at the forefront (Yusupova 741).

Folklore plots are also being
incorporated into historical films being shot

by directors. For example, in the feature
film “The Great Emir and Donna Maria”
(2025), legends and stories are actively
used. In this film, directed by Yolkin
Tuychiev, the legends are presented in a
new way, serving as a relevant theme in
depicting the justice of the Timurid era.
This not only helps maintain interest in
classics but also attracts a new audience.

In the film, Maria, moving between
periods, experiences various conflicts
and dangerous situations. This creative,
imaginative approach to folklore in the
historical film not only ensured the
screenplay’s success but also made it
beloved and visually appealing. The reason
is that folk oral art has deep roots in
people’s psyche. It was absorbed into the
blood through lullabies of mothers, fairy
tales heard from grandparents.

Also, the archetypal images used in
films help the viewer better understand
themselves and the world around them.
According to Carl Jung’s theory, the first
symbols and plot patterns found in all
cultures, preserved in humanity’s collective
consciousness, are called archetypes
(Jung 297). According to such archetypes,
the image of the father is interpreted as
a protector in the family, responsible for
order and justice, a shield-hero, and the
image of the mother as a kind, supportive,
and protective true friend in any situation.
Or from symbols, shadows, and darkness
are understood as calamities, desires,
fear, and evil that have befallen or may
befall a person. Such archetypes in Uzbek
folklore include Alpamysh - a hero who
fights the enemy and courageously passes
trials; Bibi Seshanba - a caring mother
embodying kindness and sincerity; dev - a
symbol of evil and horror; and Baychibor
- an assistant steed - a symbol of a loyal
friend. It has been preserved in the human
psyche for many centuries and is repeated
in various forms.

When studying the similarities between
architecture and cinematography. The
scholar compares the creation of the
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film to the construction of medieval
buildings. Here, the producer is the
archbishop (customer), the director is the
chief architect, and the scriptwriters are
scholastic advisors, who determine the
entire set of themes and plots. Of course, it
must be admitted that all arts are so closely
intertwined that one cannot be imagined
separate from the other (Panofsky 168).
For example, in the film “Chavandoz”
(2007), directed by Hamidulla Khasanov,
great emphasis is placed on the horse.
The film’s protagonist, Toshmurod (Boyir
Xomirzayev), doesn’t stray a single minute
from his stallion named Qora ko‘z (Black
eye). Throughout the film, there is a
spiritual closeness between Toshmurod
and Qora ko‘z (Black eye), bound by
pure feelings such as true friendship and
loyalty. This connection is reminiscent
of the eternal ties between nature and
humanity. The dream episode used in
the film was also a wonderful example
of folklore. Toshmurod’s words to Qora
ko‘z (Black eye) “...in my dreams, I saw
myself leading a foal. This one, this one,
[ thought it would be a boy, Black Eye.
Without him, my horsemanship is useless”,
there is also an appeal to folklore. Here, a
dream is considered an important image
that symbolizes reality and reveals destiny.
Through this episode, the viewer tries
to understand life and the future. The
presentation of such episodes in films
enhances their impact and invites viewers
to contemplate.

Results

Thus, the analysis of films on determining
the importance of folklore in the success of
cinema, in protecting today’s youth from
alien ideas, and in preserving centuries-old
traditions and values allows us to draw the
following conclusions:

1. The research results show that the
educational and ideological significance
of folklore is increasing amid rapidly
changing values among young people,

driven by globalization and digital culture.
Folklore has served as an effective means
of educating the younger generation about
values such as loyalty to national identity,
spiritual stability, and social responsibility.

2. At the same time, the analysis
confirmed that media communications -
particularly television, internet platiorms,
and cinematography - can serve as the
primary conduit for conveying folklore
to young people in a modern, attractive
format. [t was revealed that processing
folklore samples through forms such as
animated films, ethnodramas, documentary
projects, and multimedia content on
YouTube and social networks increases
interest among young people.

3. The screening of folklore motifs
reinforces national identity in young
people’s minds, strengthens their sense
of preserving cultural heritage, and builds
immunity to global mass cultural attacks.
Analysis of specific examples showed that
the semiotic possibilities of folklore plots
and images in media texts are wide, and
through them, it is possible to express the
national idea and aesthetic thinking in a
modern style.

4. The fact that the return to folklore
is taking place precisely in the era of
globalization, with the development
of nanotechnologies, determines the
relevance of the issue. There are several
reasons for this. One of the most important
things is that, at a time when borders
between people and countries are gradually
disappearing, and mass cultural attacks
are intensilying worldwide, everyone is
looking for ways to preserve their cultural
identity. Folklore is the only means of
preserving people’s traditions, values, and
customs, and can present them in all their
charm. Folklore gives young people who
have become alienated from their identity
and are increasingly influenced by mass
culture information about who they are,
their ancestors, their cultural heritage, and
their values. In this sense, the importance



of folklore in today’s dangerous ideological
wars is immense.

5. Also, in the age of the Internet
and gadgets, it is important to use the
capabilities of the media to increase the
love of folklore among young people. It
is advisable to screen fairy tales, stories,
legends, and myths, which are considered
a spiritual and emotional link between
generations, in the format of fiction and
animated films, and present them to young
people through social networks. Films
rich in folklore quickly and effectively
convey cultural values and moral lessons
to viewers. Such films enrich imagination
and broaden one’s worldview. After all, in
the context of globalization, films that are
adapted by directly or indirectly addressing
the theme of folklore provide viewers
with information about their cultural
characteristics, identity, and ancestors, and
increase their love for their values.

The research results served as the
basis for formulating specific practical
proposals to strengthen the media’s role
in popularizing folklore, create formats
suitable for young people, and thereby
strengthen national spirituality.

Basic provisions

Today, humanity is under intense
psychological pressure, living under

the influence of emotional tension and
depression. To avoid such intense pressure,
people are drawing spiritual strength

from the miraculous world of myths and
legends. Running away from daily worries,
she watches stories about self-awareness,
values, and a bright future. Folklore
samples included in the films allow viewers
to find answers to important life questions,
expand their imagination, and encourage
thinking.

Trends in world cinema today show that
folklore is a powerful cultural foundation
for attracting global audiences while
preserving national identity. In this way,
people not only preserve their culture but

also promote it globally. In this sense, the
role and significance of folklore are clearly
manifested.

In a number of scientific sources, the
formation and development of theatrical
and cinematic performances, rooted in
folklore, have been studied. Syncretism
is characteristic of folklore performances
and children’s games in cinema (Vygotsky
3). In 1929, Alexandr Piotrovsky called
cinema a universal method of technical
renewal of art. At the time of the emergence
of theoretical ideas, there were opinions
that, in the absence of cinema, it was a
field of creativity close to folklore (archaic)
(Sputnitskaya, 14). It seems that folklore
and cinema have a lot in common.

Folklore is a factor of stable
identification of national culture. National
values, worldview, and spiritual norms are
passed down from generation to generation
through folklore. Therefore, in conditions
of increased influence of mass culture,
folklore serves as an important cultural and
educational resource for strengthening the
youth’s spirituality.

The digital environment offers unique
opportunities to revive folklore in a
modern format. Media platforms, movies,
animation, podcasts, and social networks
are the main communication platiorms that
quickly influence young people. Working
with folklore in these areas increases its
perceived value.

Cinematography is considered the most
effective means of visually reinterpreting
folklore images and plots. The screening
of folklore motifs allows young people
to perceive national heritage not only by
hearing or reading, but also by feeling and
seeing. This increases the impact several
times.

Folklore content serves to foster
national identity in young people. Attacks
of mass culture - cultural globalization,
subcultures, and Internet trends - quickly
influence the consciousness of young
people. Media texts based on folklore
provide a return to roots, conveying the
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national idea, historical memory, and
spiritual heritage in a style close to youth.

Conclusion

[f modern technologies play an important
role in popularizing folklore, then the
spiritual power of oral folk art strengthens
humanity. It’s no coincidence that digital
platforms like Netflix and Amazon are
actively investing in creating media
products that address folklore, directly
or indirectly. Indeed, folklore plays an
important role in the cultural development
of the world, inspiring and uniting
humanity. Folklore helps humanity
understand its cultural identity and form
a sense of respect for its values. Folklore
can be an ancient story, but it changes
and renews over time, acquiring a new
tone, charm, and color in each era. Due
to this flexibility, it remains relevant and
significant. Thus, folklore can inspire
Uzbek filmmakers and amaze audiences for
many years.

The people of Uzbekistan, like the
people of other Central Asian countries,
lived under Russian colonial rule for more

than 70 years. With independence, the
state’s first policy was to restore national
identity to society. In this regard, movies
have become one of the most widely used
channels, along with other mass media.
Many films with national identity content
have been shot since 1991. The films
“Chimildiq”, “Pari Momo”, “Dilhiroj”,
“Chayongul”, and “Yodgor”, which

were shot on this subject, are considered
successful. In these films, Uzbek national
identity was emphasized, and the identity
issues of minority groups were touched
upon, albeit briefly (Meliqo‘ziyev and
Yuldashev 561).

Folklore is not a vestige of the past,
but a spiritual support for today and
tomorrow. Its revival through the medium
of the screen, its reinterpretation, and its
transmission to the younger generation in
a modern format play an important role in
strengthening society’s spirituality. The
manifestation of oral folk art through films
and cartoons has not only aesthetic or
cultural significance but is also one of the
decisive factors in preserving the nation’s
historical memory, spiritual balance, and
national identity.
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Asusosa Omuna

©3s6ekcran Pecriybsnkace! Fouibiv akagemusicsl, Oneprany unetutytol (Taukent, ©36ekcran)

KWHO - ¥ TTbIH, AMHACDI: 3KPAHOA ¥NTTbIK K¥HAbINbIKTAPAI XXAHFbIPTY

Anparna. Makanaga Kasipri >kxahaHaaHy 3aMaHblHAA anemae 60AbIn XaTkaH M3AEeHU e3repicTep,
GyKapasblK M3AEHUETTIH, KacTap CaHacblHa acepi, COHAaN-ak (oNbKIOpFa AereH Ke3KapacTblH, 63repyi
Typasnbl aiTbinaabl. TEXHOMOMMS FacbipblHAA YATTHIK KYHABIIbIKTAPFa Opay YAepici FbllbIMU HEri3ae,
HaKTbl capanTaMablk, MblCanfapMeH KepceTingi. ¥3ak xbingap 6oibl eneycis kanbin, CypeTiinep
eckipreH gen caHafaH GONbKIOPFa AereH Ke3KapacTblH OyriHAe e3repin XaTKaHblH Aanengey ywiH
©36€eK KMHOCbIHbIH, MbICabl KENTipinai. byn Makanaga CoHFbl Xblngapbl ©36eK KMHopexuccepnepi
TyCipreH kepkem ¢unbMaepaeri GonbknopFa XYriHy ypAaicTepi, aybi3 agebueTiHaeri obpasgap MeH
MOTMBTEPAIH 3KPaH TiNliHAEe KepiHy Macenenepi TanfaHfaH. TakplpbINTbl TaHAAYAAFbl HETi3ri Makcam —
Ka3ipri 3amMaHFbl KUHOKOHTEHTTEri YATTbIK BipereinikTi cakTay, KWUHOHbIH, KEPKEMIK KYPbUIbIMbIHAAFbI
L3CTYpAi HONbKNOPbIK MO3TUKA MEH KUHOBEHE JUHAMMKACHIHbIH, ©3apa 6alNaHbIChIH ally.

3epTTeyae canblCTbIpManbl-TYCiHAiIpMenNi, KypbINbIMAbIK Tanaay, UHTEPMITIHAIK T3CiN, CEMUOTUKANBIK,
Tanpay cuskTbl a0icmep KonpaHbinapl. CoHoan-ak, GunbM CLeHapuiii, pexxnuccepik TYKbIpbIMAAMA XaHe
3KpaHablK 6eliHenep apacbiHAarbl GONbKAOPIbIK KOMMOHEHTTIH, MHTErpaLMsChl XXEKE KapacTblpbiibl.
Tanpay Homuenepi 6ovibiHWA Kasipri ©36ek KMHOCbIHAA GoNbKopbIK 6erHenep, pamisgep, cant
eneHepi, Makan-mMaTengep, 3Moc NO3TUKACIHbIH, INEMEHTTEPI apKbl/bl YITTHIK OMayabl SKaHFbIPTY
X3HE KepepMeHMEH 3MOLIMOHaNAbIK 6ainaHbICTbl HbIFAMTY YAEpiCi XKaHAaHFaHbl aHbIKTanabl. Makanasa
(ONbKNOPAbIK fepekKe3aepre CyiMeHy KUHOHbIH, KOPKEMAIK TifliH 6aMbITbIMN, SKPaHAAFbl YATTbIK, M3AEHU
KOATapAbl XXaHAAHLBIPbIM, XKaHa GeiHeney WweliMaepiH acayaa MaHpi3abl hakTopFa aHanaTbiHbl
KepcetinreH. Makanaga GonbknopabiH, Kasipri KoFamaasbl pesi MeH MaHbI3blHaA FbibIMU Tangay
acanfaH. OHpa donbknopabl 6TKEHHIH, Xaairepi aen 6aranay crepeotuniHeH 6ac TapTa OTbipbIM,
Facblpnap 60¥bl KanbINTaChbIM, WbIHAANbIM, OYTiHFi KYHi A€ ©3EeKTiNiriH XXoMMaraH pyxaHu 6ainbiK peTiHae
KapacTbipblnagbl. XXahaHpaHy MeH ByKapasblk MaAEHWUETTIH, bikNasbl KyLUeHin Kene xaTkaH 3aMaHaa
anem eHepnasaapbl Gonbknopra 6eT 6ypy apKpiibl YATTHIK XIHE M3LAEHW KYHIbUIbIKTAPAbl KaHFbIPTbIM,
aC yprnakKa >aHalla xXeTKizyre ymMTbinyaa. Makanaga fan ocbl Macene — Ghobkiopabl 3aMaHayu
dopMaTTa YCbIHYAbIH MYMKIHAIKTEPI MEH TUIMAINITI HAKTbl 3KPaH TybIHAbINAPbI (KEPKEM, LEPEKTI XKaHe
aHUMaLuMANbIK, hUnbMaep, KepHeKi Kypanaap) MbiCanbliHAA FbINIbIMKU HETi3e TanfaHbIM, 3epaeneHes.

Tytiin ce30ep: epTeri, onbkaop, KepkeM GunbM, 6ananap KMHOChI, AHUMALMS, SAET-FYPbIN, MBAEHM
eMip, xahaHaaHy.

Jaiiekces ywiH: A3uzoBa OMuHa baxpoMoBHa. ‘KMHO — YATTbIH aiiHaChl: 3KpaH4a YATTbIK,
KYHAbINbIKTApAb! XaHFblpTy™. Central Asian Journal of Art Studies, . 10, N24, 2025, 89-100 6., DOI:
10.47940/cajas.v10i4.1123

Asmop KomHa3baHblH COHFbI HYCKACbIH 0KbIN, MAKY/10a0bl aHe Myddenep KaKkmblfbiCbl #OK EKEHIH
Masnimoelioi.
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WucrutyT nckyccrBosHannst Akanemun Hayk Pecriy6unku Y36ekuncra (Taikent, Yabekucran)

KWHO - 3EPKANIO HALLMWU: PEKOHCTPYKLMNA HALLMOHANIbHbIX LLEHHOCTEW HA DKPAHE

AHHOTaums. B cTatbe paccMaTpuBakoTCS KYNbTYpHbIE U3MEHEHUS], TPOUCXOLSLLME B MUPE B
COBPEMEHHYH 3MoXy Mo6anu3auum, BAUSHUE MacCoBOW KyNbTypbl HA CO3HAHWE MOJIOLEXM, @ TaKXKe
MEHSIIoLLEECs OTHOLWEeHME K (honbkaopy. [poLecc BO3BpaLLeHMs K HALLMOHANIbHLIM LLEHHOCTSM B BEK
TEXHOJOrMiA Bbl NPOLEMOHCTPUPOBAH C HAYYHbIMM OCHOBAMM U KOHKPETHBIMU aHANUTUHECKMMMU
npumepamu. Ha npumepe y3bekckoro kuHematorpada 66110 060CHOBAHO, YTO OTHOLLEHWE K GONbKAOPY,
KOTOpOE [0/rMe rofibl UITHOPMPOBAIOCh M PACCMATPUBANOCh XYAOXKHUKAMMU KaK YCTapeBLUEE, CEro4HS
MeHsieTcs. B [aHHOW CTaTbe aHaNU3UPYOTCS TEHAEHLMMU 06paLLeHus K HONbKIOPY B XYA0XKECTBEHHbIX
bUNbMaXx, CHATLIX Y36EKCKUMM KMHOPEXMCCEPAMU B MOCTEAHUE TOAbI, BOMPOCH! MPOsBIEHUS 06pa30B U
MOTMBOB YCTHOTO HAPOAHOIO TBOPYECTBA Ha A3blke 3KpaHa. OCHOBHas Lenb Bbibopa TEMbl — COXPaHEHUE
HaLMOHaNbHOW MOEHTUYHOCTU B COBPEMEHHOM KUHOKOHTEHTE, PACKPbITUE B3aUMOCBSI3U MEXAY
TPaAMLMOHHOW (hONbKNOPHOW MO3TUKOM U AMHAMUKOM KMHOO6PA3a B XyLOXKECTBEHHOW CTPYKType
KMHO. B UccnenoBaHWMM MCNONb30BaNMUCh Takne Memoosbl, Kak CPaBHUTENIbHO-MHTEPNPETALLMOHHDIN,
CTPYKTYPHbI aHaNW3, UHTEPTEKCTYabHbINM NOAXOA, CEMUOTUYECKMIA aHanu3. TakKe OTAENbHO
paccMaTpuBanach MHTerpaLus GoibKI0OPHOr0 KOMMNOHEHTA MeXay CLeHapueM GunbMa, peXXMcCepcKoi
KOHLLeNUMEN 1 3KpaHHbIMM 06pazamu.

Mo pe3ynemamam aHanu3a ycTaHOBNEHO, YTO B COBPEMEHHOM Y36EKCKOM KUHO aKTMBU3MPOBAsICS
NpOLECC BO3POXKAEHUS HALLMOHANBHOTO MbILUIEHWUS U YKPEMIEHUS SMOLMOHANBbHOM CBS3U CO
3puTeNneM NocpeacTBoM osbKIOPHbIX 06pa3oB, CUMBOIOB, 06PSA0BbIX NECEH, MOCIOBUL, U MOFOBOPOK,
3N1IEMEHTOB MO3TUKM 3Moca. CTaTbsl MOKA3bIBAET, YTO OMOPa Ha GONbKIOPHbIE UCTOYHMKM 0boraliaer
XYL0XECTBEHHbIN A3bIK KMHO, OXKMBIISIET HALMOHA/bHbIE KY/IbTYPHbIE KOAbl HA SKpaHe U CTaHOBUTCS
BaXKHbIM (DAaKTOPOM B CO34aHMM HOBbIX 0OPa3HbIX PeLIEHUIA. B cTaTbe NpeacTaBaeH HayuYHbli aHanms
pOSIN U 3HaYeHMs GONbKIOpa B COBPEMEHHOM 06LLecTBe. B Hel, 0TBeprasi CTepeoTun OLEHKH
(honbknopa Kak pennkBMM NPOLLIOro, pacCMaTPUBAETCS AyXOBHOE 60raTcTBo, KoTopoe hopMUPOBaNoCh
1 WANdOBANOCh Ha MPOTSKEHUU BEKOB M HE YTPATUIIO CBOENM aKTyaslbHOCTU Aaxe CeronHs. B 1o spems,
KOrza BAUsiHWE r106anm3aLmmn U MacCoBOM KyNbTypbl pacTeT, XYLOXHUKM BO BCEM MUPE CTPEMSITCS
BO3POAWTb HALMOHANbHbIE U KY/IbTYPHbIE LLEHHOCTM U LOHECTU UX [0 MOJIOLOMO MOKONEHUS MO-
HOBOMY, 06paTMBLUMCh K (DONIbKIOPY. B CTaTbe MMEHHO 3TOT BOMPOC - BO3MOXHOCTU U 3DHEKTUBHOCTb
npescraBieHuns honabkaopa B COBpEMEHHOM GOpMaTe - aHAIM3UPYETCA U U3YYAETCS HA HAy4YHOM
OCHOBE Ha MpuUMepPe KOHKPETHbIX IKPAHHbIX MPOU3BEAEHUN (XYL0XKECTBEHHbIX, LOKYMEHTAIbHbIX U
AHUMaLMOHHbBIX GUIbMOB, HAarNSAAHbIX MOCOOMIA).

Knioyessie cnoea: ckaska, honbKnop, XyL0XKECTBEHHbIN HUNbM, AETCKUIA GUNbM, aHUMALMS, 0OblYaK,
KY/IbTYPHas XU3Hb, rnobanusaums.

Ana yumupoearus: A3nzosa, OMUHA. «KKMHO — 3€pKano HaLLMK: PEKOHCTPYKLMS HALLMOHAMbHbIX
LleHHOCTeW Ha akpaHe». Central Asian Journal of Art Studies, T. 10, N2 4,2025, c. 89-100, DOI: 10.47940/
cajas.v10i4.1123

Asmop, npoyumas u 0006pu8 0OKOHYamesnbHbIl 8apuaHmM pykonucu, ommeyaem omcymcmaue
KOH@UKmMa uHmepecos.
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NMPOPECCUOHAJIbHAS
MOArOTOBKA AKTEPOB
NYBJISHKA U EE
BJIUSSTHUE HA KAUECTBO
AYIUOBU3YAJIBHOI'O
NMEPEBOJIA

Uabsi BookoB', AHacracusa Haiiza6ekosa?

L2VuuBepeurer « Typan»
(Anmarsl, Kazaxcran)

AHHoOTauus. B ctatbe paccMaTpuBaeTcs 04Ha M3 akTyanbHbIX NPobaeM COBpEMEHHOO
ay[MOBM3YaNbHOTO UCKYCCTBA — HEAOCTATOYHAs pa3paboTaHHOCTb METOLOB 06yYEHUs aKTepoB Ay6nsxKa,
HanpaBNeHHbIX Ha COBEPLUEHCTBOBAHME UX PEYEBbIX U aKTEPCKMX HaBbIKOB. Ha CerofHsWHWiA AeHb

B MHAYCTPUM HabnoaaeTcs LedbUumT KBaAMOULMPOBAHHbIX CNELMANUCTOB, CMOCOBHbIX CO34aBaTh
KayeCTBeHHbI NPOAYKT, OTBEYAIOLLMI MeXAYHAPOAHbIM CTaHAApTaM. B 3Toi cBsI3u 0Cobyto 3HAUMMOCTb
npuobpeTaeT NOMCK NeaarornyeckmMx NoAXoL0B, UHTEFPUPYHIOLLMX TEOPETUYECKYHD U NPAKTUYECKYHO
MOATOTOBKY. Lle/bi0 UcCnenoBaHus SIBNSETCS BbISIBIEHUE BAUSHUS NPOPECCUOHANbHONM MOArOTOBKM
aKTEPOB AY6NsKa HA KayeCTBO ayAMOBM3YaNbHOMO NPOoAyKTa. Memodonoausi uccnefoBaHus

ONMpPaeTCcs Ha IMNUPUYECKUIM MOLXOA, C 31IEMEHTAMM MPAKTUYECKOrO SKCNEPUMEHTA, B XOLE KOTOPOro
QHaNM3MpoBaNoCh BO3AENCTBUE TPEHUPOBOK CLIEHUYECKOW peyu, pa3BUTUS BHUMAHMS, SMOLMOHANbHOW
BbIPA3UTENIbHOCTH, @ TAKXKEe BNAAEHUS TENECHOW M rON0COBOM TEXHUKOW HA pe3ynbTat Aybaska. Stanbl
uccnenoBaHus BKIKYANM C6op AaHHbIX, TOCTAHOBKY 3KCMEepUMEHTaNbHbIX 3a4aHui, 06paboTky
MOMYYEHHbIX Pe3ynbTaToB M GOPMYIMPOBaHKE BblIBOAOB. [poBeAEHHOE UCCIef0BaHME MOKA3ao, YTo
KOMMNEKCHBIM MOAXOA, K MOATOTOBKE aKTEPOB Ay6AsKa CYLLECTBEHHO MOBLIWAET KAYECTBO UX paboThbl.
Pabota c Tenom, ronocom u co3HaHuem hopmupyeT 6asy Ans ycrewHoi afantauum akTépoBs K YCI0BUAM
3BYKO3anucK 1 obecneunBaeT 6osee BbICOKYH CTENEHb CMHXPOHM3ALMK C BU3yanbHbIM psinoM. Ocoboe
BHUMaHWeE yaensieTcs r’MbKoCT METOLMKM, NMO3BONSIOLLEN YUUTbIBATb MHAMBUAYANbHbIE 0CO6EHHOCTH
CTYOEHTOB. Pe3y/1bmamsl CBULETENbCTBYHOT O TOM, YTO MCMOoAb30BaHWe MeTopoB KoHcTaHTuHa CepreeBuya
CTaHMCNABCKOrO B COYETAHUM C COBPEMEHHBIMU YNPAKHEHUAMU AN penakcaLmm, KOHLEHTPALMM U
paboTbl C MUKPODOHOM sBASETCS IPDEKTUBHBIM MHCTPYMEHTOM B MOAFOTOBKE ByAyLIMX CMELUanncToB.
MpennoXeHHbI NoaxXoA 061a8aeT NPAaKTUHECKOM LLIEHHOCTbIO M MOXET BbITb UCMONb30BAH B
06pazoBaTesbHbIX MPOrpaMMax TBOPYECKMX BY30B, CIOCOBCTBYS POCTY KayecTBa Aybnska B
HaLMOHaNbHOM U MEXAYHAPOAHON KUHOMHAYCTPUM.
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Knioyesbie cnosa: nyonsix, CLEHMYECKas peyb, aKTEPCKOE MACTepPCTBO, TEXHMKA peyn,
ay[MOBW3YyanbHbIi NepeBos, SMOLMOHANbHAS BbIPA3UTENbHOCTb.

Ana yumupoearus: Vinbs bobkos, AHactacusa Hait3abekoBa. “TpodeccroHanbHas noarotoska
aKTEPOB Ay6NsKa M eé BAMsSHUE HA KauecTBO ayamnoBu3yanbHoro nepesona’. Central Asian Journal of Art
Studies, 1. 10, N24, 2025, c. 101-117,DOI: 10.47940/cajas.v10i4.1117

ABmOpr npo4umanu u 0006/JU/7U 0KOHYaMe/bHbIU 8apUAHM pyKoNucU U 3as568/5m 06 omcymcmeuu

KOH@IUKMA UHmepecos.

BesepeHue

Bnoc.nemme roJibl B HEKOTOPBIX
MCCJ/1e0BAHUAX ObIIM PETPUHSATDI
TOMBITKH H3YYHUTb IyOJIsAK UesI0BEKa ¢
MOMOLLbIO KOJIMYECTBEHHOTO M0/IX0/1a,
NPeI0CTaBIIsIS SMITMPUUECKUE IaHHbIe 1151
000CHOBAHHUS TeOPETHYECKUX 1e0aTOB.
Hanpumep, Canuec-Momnean rnposeJia
noApoOHble UCC/IeA0BAHUS TPOCOIUH

B UeJI0BeYeCKHX JyOJIszKax, yUUTbIBasI
passnnuus B a3blkax (Perego, Orrego-
Carmona u Bottiroli 260). B npyroii
MCCIIEA0BATENLCKON paboTe, UCTTOJb3YS
J1abopaTOPHbIE HCCIIEI0BAHHUS CIICKEHHS
3a B3IJI10M, Oblla OlleHeHa pPeaKLiusl
ayputopuu. u Jxosanuu u Pomepo-
dpecko 06HAPYKHIH, UTO ayIAUTOPHS
MOZKeT He TaK YyBCTBUTEJbHO pearnpoBaTh
Ha CHHXPOHH3ALMIO Ty0, KaK MPHHSITO
cyntatb. OHHU BBISIBUJIM CYLIIECTBOBAHHE
“shpexTa nybuisizka”, KOra 3puTein
T0/ICO3HATE/IbHO H30eraloT (POKyCHPOBATHCS
Ha JIBU’KEHUSIX Ty6 aKTepOB Ha KpaHe,
ecsii iybJupyemasi peub He COBMajaeT ¢
npxkennsimu ry6 (Di Giovanni u Romero-
Fresco 139).

Mbl ke B HallleM HCCJIeIOBaHHU
oOpaiiiaeM GoJibliie BHUMAHHSI HA
BJIMsIHUE PAOOThl aKTEPa, €ro TEXHUKH
1 npoheccHoHaNbHON MOArOTOBKH Ha
KayeCcTBO HTOTOBOTO ayIMOBU3YasIbHOTO
MPOJyKTa, HAMpaBJEHHOrO Ha LIeJ1eBOro
noTpeouTes.

KitioueBoit HayuHo# npoGeMof,
paccmaTpuBaeMol B JAHHOH cTaThbe,

SIBJISIETCS HEJIOCTaTOYHast pa3dpaboTaHHOCTh
METOJ0B 00yUeHHUs1 aKTePOB Ay OJIsiKa,
OpPHEHTHPOBAHHBIX HA COBEPILIEHCTBOBAHHE
MX peUYEeBbIX U AKTEPCKUX HABBIKOB.

AKTyasbHOCTb HCC/IE0BAHHUS
00yCJIOBJIEHA PACTYLLIUMHU 3aMIPOCAMU
Ha KaueCTBEHHbIN TyOJIsiK B YCIOBHSIX
rao06aau3alui MeadanpoyKInH.
3puTenu NperbsaB/ISIOT BbICOKHE
TpeOOBaHUS K CHHXPOHH3aLMHK 1yOJisiKa,
nepenaye SMOLUMA U Xy102KeCTBEHHON
BbIpasuTebHOCTH. OIHAKO HaJIMUHe
psizia npoeccHoHaNbHBIX KPUTEPHEB,
KOTOPbIM JI0JI2KHbBI COOTBETCTBOBATh AKTEPbI
Jyosisizka, TpeOyeT COBepPLIEHCTBOBAHHUSA
00pa3oBaTe/bHbIX MOAXO/I0B M pa3paboTKH
3 (HeKTUBHBIX METOAUK 06YUEHHUSI.

Hecmorpst Ha pacTyiumii uHTEpec
ucesieioBareliell K mpobJjemMaTuke
ayJIMOBU3YaJIbHOTO MepeBosia, GOJbLUIMHCTBO
Hay4YHbIX pabOT COCPEOTOUEHO
MPEUMYLLECTBEHHO Ha JIMHIBUCTHUECKHX,
nepeBOoUECKUX U TeXHUYECKHX acreKTax
nyoasika. [1pn stom akrepekas
COCTaBJISIIOLIAs — KaK crieluduueckas
tdopma npodeccHoOHANBHOMN eATeNLHOCTH
B YCJOBHUAX MUKPO(OHHOH 3aMuUCcH —
0CTaeTCsl HeJIOCTaTOUHO H3YyeHHOH. B
HayuHOM T10J1€ MO-TIPEKHEMY OTCYTCTBYET
CUCTEMHBIH aHaJIU3 BJHSIHUS aKTEPCKON
MOJIrOTOBKH, CLIEeHUYECKOH peyun 1
aKTepPCKOH 3a71auu HA KaueCTBO ayOJisiKa
KaK LEeJOCTHOTO Xy/10?KECTBEHHOTO
NpoJyKTa.

Takum 06pazom, BO3HHKAET
Hay4qHO€ MPOTHBOPEUHE MEXKILY



BBICOKOH MPAKTHYECKOH 3HAYUMOCTbIO 2. lononuuTteibHOe MpoduibHOe

AKTEPCKOro MacTepcTBa B LyOJIsiKe U oOy4yeHHe CrelHalbHOCTH;
HEJI0CTaTOYHOH pa3paboTaHHOCTbHIO 3. Bnanenune TexHUKOH, JJOTHKON peyuu U
TEOPETHKO-METOI0JIOTHYE€CKUX OCHOBAHHH CTHJICTHKOM;
TOArOTOBKH aKTepoB JyOJisi?Ka B paMKax 4. YMeHue yrnpasJisiTh CBOMM TOJIOCOM;
npoeccroHalbHOro 06pa3oBaHus. 5. YMenue paboraTh ¢

[LeJibio uccsieoBatust sIBJISIETCs] npoeccroHaIbHBIM 3ByKO3aMHChIBAIOIIIUM
BbISIBJICHHE 3aKOHOMEPHOCTEH BJIMSIHUS 060py/l0BaHHEM;
npogeccroHasbLHON aKTePCKON U peueBoi 6. Besynpeunas MKLMA U CIYX;
MOJrOTOBKH Ha KAaueCTBO AyOJIsizka B 7. Hanuune BOoKaJIbHBIX JAHHBIX
YCJIOBHUSIX CTYAMIHON 3BYKO3aIMHCH. (’KesaTesbHO );

Jlnst locTHKeHUS MOCTaB/ICHHOH LeJH 8. YMeHHe TOBOPUTb PA3HBIMU roJI0CaMHU
peLIarTes caeayoLye 3aaqn: (JKeJaTeNbHo);

1. [lpoananuaupoBath TpeGOBaHHUS K
npodeccHoHaIbHON MOIr0TOBKE aKTEPOB
ny6JisiKa, peIbsiBJisieMble HHIyCTPHEH.

9. AKTEpCKUI TaJlaHT U aPTUCTH3M;
10. PasBuroe BooOGpaxkenue u

9 1 CO00OPA3UTEJBLHOCTD;
6. 3YHHTb CYILECTBYIOLIHE TMOAXO/bI 1 1. BHumatesbHOCTb M Xopollas
K 06yueHHUI0 cueﬂgqecxou peuu 1 ux 1AMSITD:
npuUMeHeHHe B 1yOJsiKe.
p Ay . 12. IleneycTpeMaeHHOCTD U
3. Pagpaborath KoMMJieKe yrnpaxxHeHHH, ., .
HaCTOHYHBOCTD;

HarnpaBJeHHbIX HA COBEPILIEHCTBOBAHHE
peueBbIX U AKT€PCKHUX HABBIKOB.

4. OueHuTb 3(h(heKTUBHOCTh
npeIoKEeHHbIX METOJIOB Uepe3
NPaKTUYECKYIo anpobaluio B
o6pa3oBaTesIbHOH cpejie.

5. BbISIBUTb THTIHUHBIE peueBbie U
aKTepcKue TPYJAHOCTH, BO3HUKAIOLLHE Y
CTYJICHTOB I1PH ME€PBOM OIbITe IyOJIsiKa.

6. [IpoananusupoBaTh NPUUUHbI JAHHBIX
TPYIHOCTEH B KOHTEKCTe criel(puKu
CTYIMHUHON pabOThI.

7. OnpenesinTh nejaroruueckue
YCJI0BHS, CMIOCOOCTBYIOLIHE MTPEOI0TEHHIO
BbISIBJICHHBIX TTPOOJIEM.

13. Tpynonto6ue u BBIHOCJIHBOCTD;
14. Jucuuninua u nyHKTYaJabHOCTb;
15. Camoobsananue u
CTPECCOYCTOHUHBOCTb.
«CranuncaaBckui B 20-e To/Ibl CUnTAlI,
4TO OOUIENPUHATBII METO, pabOTHI 10
JieKJaMallii HAaHOCUT BpeJl BOCITUTAHUIO
aKTepa, yIuT HeeCTECTBEHHOMY TOHY,
NPUBUBAET LITAMITbI, MJIET Bpa3pes ¢
TpeOOBAHUSMH AKTEPCKOTO MACTePCTRA.
[TosToMy OH KaTeropuuecku oTpuiian
JIeKJIaMallHOHHBIH MOJIXO/L, CYUTAI,
YTO 3a/a4a COCTOUT He B CO3/IaHUU
crielUuuecKl “uTelknX HaBbIKOB,
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JlanHoe uccsie0Batne HarpaB/eHo Ha a B PasBUTHH PEUEBOro MacTepeTBa,
MHTErpalmio TeoOpeTHIeCKUX MOJXO0A0B 1 B OBJIAJICHUH PEUEBOI TEXHHKOH.
NPAKTHYECKUX UHCTPYMEHTOB, YTO MO3BOJIUT CraHnc/1aBCKHIl yTBEP2KIAI, 4TO OCHOBA
YCOBEPLUEHCTBOBATH MPOLECC MOATOTOBKH ycnexa — B €IMHCTBE METOAOB OCBOCHHS
aKkTepoB AyOJIsizKa U MOBLICHTb KAUeCTBO aKTepPCKOro MacTepeTBa  CLEHHYECKOH
CO3/1aBaeMoro MpoJiyKra. pedu, u Tpe6OBaJI, yTOOBI 3aHATUS

J1/151 BBICOKOTO yPOBHSI KBaJIM(pUKALIUK Xy[107K€CTBEHHBIM CI0BOM BEJIUCH C
AaKTepPOB-CIeHaJHCTOB ayIHOBHU3YaJIbHOIO MO3ULMI MAaCTePCTBA aKTepa. JTa ToUKa
nepesojia Heo0XoauMo 06./1a1aTh 3peHHUs Hallljla OTParKeHHEe BO MHOTHX €ro
onpejeseHHbIMU TpeGOBaHUSIMH, BbicKa3biBaHuAx» (Koasnsiosa,
NpeIbsIBAsIEMbIMH CTYIUSIMH 3BYKO3aITUCH [Ipomnrosa 11).

Y TIPEJCTAaBUTE/IAMH KOMITAHHH - «[IpenonaBanue cLeHHUECKON peun
JCTPUOBIOTOPA: JUIs1 akTepoB 1yOJisizKa J0JKHO ObITh

1. Bolciiee rymaHuTapHoe 00pa3oBaHue  KOMILJIEKCHBIM U OXBAThIBATh Pa3JIHUHbIe
(>KeslaTesIbHO aKTEPCKOe ); ACTIeKThl PeUeBOH EATEJBHOCTH. DTO
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MOZKeT BKJIIOUaTh B ceOs paboTy HajL
JKUHUEH, apTUKYJIsIUel, HHTOHal1eH,
TEMIIOM PeUH, aKIeHTAMH U IMaJeKTaMHU.
Takke BaxKHO yle/IATh BHUMaHKe
MOHUMAHUIO TEKCTA, ero HHTEPIpeTaliH H
nepejiaue SMOLMH Yepe3 rojoc»

(bo6kos 14).

MeTtoabl

MeToa0/10rHs1 HCCTEIOBAHUS
OCHOBBIBAETCS HA SMITHPUYECKOM
MOJIX0/le, OPUEHTUPOBAHHOM Ha aHAJIU3
npodeccHoHaNbLHOMN MOArOTOBKH
akTEpoB AyOJIszKa B YCJOBHUAX CTYIMHHON
3ByKo3anucu. BeiGop 1aHHoro nojaxona
06yCJIOBJIEH HEOOXOAUMOCTbIO U3yUEHUS He
TOJIBKO TE€OPETHYECKUX MPENOCHIJIOK, HO
U MIPAKTHUECKUX MPOSIBJICHUHA aKTEPCKOH
U peueBoi esTeLHOCTH B MpoLecce
nyOJisiKa, TJIe KJII0UeBoe 3HaUeHHE UMEIOT
HABbIKH CLIEHUUYECKOH peuH, akTépcKast
3a7a4a v ajanTalus K TeXHHUeCKOU cpejie.
B uccnenoBanum HCMOIb30BaJIHCh
KaueCcTBeHHble METO/Ibl MeIarorHiecKoro
aHaJin3a, BKJoualoliye HabJ toIeHHe,
CpPaBHUTEJIbHBIN aHa/IN3 ayAn03anucei U
9KCIEPTHYIO OLLEHKY BbIPA3UTEJILHOCTH
U TeXHUUYECKOW TOUHOCTH PeUueBOro
UCTIOJTHEHHUS. DTO MO3BOJIHIIO
paccMaTpuBaTh MoJydeHHbIE JaHHbIE KaK
OCHOBY /ISl HAYUHOT'O aHaJIM3a, a He TOJIbKO
KaK OINucaHue nejarorudeckoro ornbiTa.
HMccnenoBanne BKJIOUAI0 HECKOJBKO
3TarnoB:
1. [TogroroBuTeLHLIN 3TAT
Obl1 HarpaBJieH Ha PopMUpPOBaHKE
METOJ/I0JIOTHUECKOW OCHOBbI HCCTIEIOBAHUS.
Ha nanHoM sTane ocyliecTBJsiIcs aHaIn3
TEOPETHUECKUX UCTOYHHUKOB M0 TpobyieMaM
CLEHUYECKOH peuu, aKTEPCKOro MacTepcTBa
1 ayJIMOBU3YaJIbLHOTO MEePEeBOIa, a TAKKe
oTOOp U afanTauus NpakTHIeCKUX
yrpaXKHEHUH, OPUEHTHPOBAHHBIX
Ha pa3BUTHE NMPO(eCcCHOHATbHBIX
HaBbIKOB, BOCTPEOOBAHHBIX B IyOJIsKe.
DKcrnepuMeHTabHas rpymnmna 6bljia
copMHpPOBaHA U3 CTYJIEHTOB TPETHETO
Kypca, o0yJatoluxcs Mo AUCHUIINHE

«O3ByunBaHue B KHHeMaTorpade», uto
00€eCIeunsIo PeJIeBaHTHOCTb HCCJIEI0BAHUS
3a7a4aM npogeccuoHaNbHOM MOArOTOBKH.

2. dran opraHusally KCrepuMeHTa
npejroJaral MoJaeJMpPOBaHHE TTOJHOTO
LMKJaa 1y6Jsika — OT NePBHYHOrO aHaJM3a
BUleOMAaTepUasia 10 CTYAUHHON 3aUCH.
Takasi cTpyKkTypa nos3BoJinaa npocyeinThb
JIMHAMUKY aJianTalliu CTYJIeHTOB K
YCJOBUAM MUKPO(OHHON paGoThl U BbISIBUTD
TUIHUYHbIE TPYJHOCTH, BO3HUKAIOLIME TIPH
1IepBOM OIbITe JyOJIsiKa.

[IpakTuueckas paborta BKjiouasa Tpu
B3aUMOCBSI3aHHbIX KOMITOHEHTA:

— aHaJIMTHYECKUI TPOCMOTP
OpUTHHAJBLHOTO (DparMeHTa ¢ LeJbio
M3y4eHHUs 9KpaHHOro oOpasa nepcoHaxa,
€ro MUMHKH M PUTMA peuM;

— peneTHUHOHHYIO padoTy ¢
MHKPO(OHOM, HarpaBJIeHHYIO Ha OCBOEHHE
TeMOPOBO-UHTOHALIMOHHBIX XapaKTePUCTHK
¥ BpPeMEHHOH OpraHu3alluy perJiukK;

— NpoOHYIO 3aMUCh U MOCAeIyIOUIHH
pazbop ayaMomarepuaJa, mo3BoJUBILHE
3apMKCUPOBATh peueBble, HHTOHALIMOHHbIE
1 aKTEépCKHe OLMOKH.

3. MeTojibl KOppeKILMH OLIHO0K
OCHOBBIBAJIUCh HA HHIMBUyaJIbHOM
nearoruieckom CorpoBOKIEHUN
1 BKJIoYasd paboTy Hal IUKIIHEH,
MHTOHAUMOHHOH BbIPa3UTEbHOCTBIO U
IMOULMOHAJLHON a/IEKBATHOCTBIO PETJIUKH.
CyliecTBeHHOE BHUMaHHE YIeJIs1/10Ch
(hopMyIHPOBaHHUIO aKTEPCKON 3a1aun
yepe3 JIeUCTBEHHbIE [J1aroJibl U CO3IaHUIO
npejylaraeMbix 00CTOATE/bCTB, YTO
croco6CTBOBAJIO AKTUBU3ALIMH BOJIEBOTO
HavaJsia 1 6oJiee TOUHOW HHTEpIpeTaln
nepcoHazKa.

4. AHau3 pe3yJsibTaTOB OCYLIECTBJISIICS
MOCPECTBOM CPABHUTEJILHOTO aHAJIM3a
ayauMo3arucei, BbIMOJHEHHbIX 110 U 1OCIe
NpUMEHeHHsT KOMIJIeKCa yrpaKHeHUH
1 neJlaroruueckux Koppekiui. B xone
aHaJiM3a OlLleHMBAaJIMCh COOTBETCTBHE
r0JIOCOBOU MapTHH SKPAHHOMY
00paay, CTeneHb SMOLUOHANLHON
BbIPA3UTEJbHOCTH, YETKOCTb IMKLIUU U
CHHXPOHHU3ALIUs PeUHr C IBUKEHUSIMHU TYO.



Taxkum 06pazom, IMIUPHUECKUH TTOIXO]
M03BOJIMJI BLISIBUTb 3aKOHOMEPHOCTH
tdhopmupoBaHusi npodeccHoHaNbHbIX
HaBBLIKOB aKTEPOB ayOJisika B Mpoliecce
npakTHueckoil pabotsl. KMcrnonbzoBanue
aHaJIM3a ayuo3anucer o6ecrevusio
OTHOCHUTEJIbHYI0 06 BEKTUBHOCTb OLIEHKH
pe3yJ/IbTaToB, a UHAUBHILYaJbHbIA
MOJIXO/L K CTylleHTaM — OoJiee rirybokoe
MOHUMaHKe crielUKN X afanTaiuu
K YCJIOBHSIM CTYAMHHOTO ayOJIsKa.
Boi6paHHast METO10/I0THS CO3/1a1a OCHOBY
JUI51 IOCJIE/IYIOIIer0 aHAJMTHIECKOTO
OCMBICJIEHHS [TOJIyYEHHBIX Pe3yJIbTaToB
M UX UHTEPIIpeTali1 B KOHTEKCTe
npodeccHoHaIbHON MOATOTOBKH aKTEPOB
JyOJisiKa.

Ovckyccua

Ananus npo6JieM 1 epCreKTHB Pa3BUTHS
Jy6JIMpOBaHHUst HTPOBOTO KHHO B Kazaxcrane
npeacTaB/sieT co60k akKTyalbHyIO0 TeEMy
MCCJIEI0BAHUS, TOCKOJIbKY 9TOT POLIECC
UrpaeT BaxKHYIO poJib B CTAHOBJICHHH
HaLMOHAJLHOH KUHOMHIYCTPUU U
TOBBILLIEHUH MEXKIyHapOJHOr0 HHTepeca K
KaszaxcTaHCKOMy KMHeMaTorpady.

B otainume oT IMHIBUCTHYECKUX
MCCJ/II0BAHUN ayIMOBU3YaJIbHOIO
nepesoja (Perego; Romero-Fresco),

B KOTOPBIX y06JIsi2K paccMaTpUBaeTcst
MPEUMYLLECTBEHHO C TOUKH 3PEHHUS
BOCIPUATHS 3pUTeJIeM, TapaMeTpoB
nepeBoIYeCKON 9KBUBATEHTHOCTH U
TEXHMYECKOT0 KaueCcTBa CHHXPOHHU3ALHH,
HacTosilee HccaeoBaHle POKyCcHpyeTcs
Ha aKTépe Kak KJII0UeBOM MeiMaTope
ME2KJly OPMIHHAJIbHBIM 9KPAaHHBIM 00pa3oM
1 JIOKaJIM30BAHHBIM ay/IMOBU3yasIbHbIM
npoaykToM. Takoll noaxos1 no3BosisieT
paccmartpuBaTh IyOJIs2K He TOJBKO Kak
thopmy nepeBosia, HO U KaK 0COObIH BUJL
AKTEPCKOT0 UCIIOJHEHHUS, TPEOYIOLLUIA
crielupruecKux NpoheccHoHa bHbIX
HaBBIKOB M METOJIMYECKH BbICTPOEHHOH
CHCTEMbI MOArOTOBKH.

OnHolt U3 KJIoUeBbIX MpobJeM
ny6auposanus B Kazaxcrane

SIBJISIETCS] HEJIOCTATOYHOE KOJIHUECTBO
npoeccHoHalbHbIX aKTEPOB, COCOOHBIX
00eCreunTh KaueCTBEHHOE HCTOJIHEHHE
Ny6JisizKa. DTO CBA3aHO C OTCYTCTBUEM
CrelHaJu3MPOBaHHbIX 00pa3oBaTe/IbHbIX
yUpeKIEHNH, TOTOBSIILUX CIEHATUCTOB

B JAaHHOH 006J1aCTH, a TAKXKe C HU3KUM
YpPOBHEM MpoheCCHOHABHOTO MacTePCTBa
yKe paboTatolux akTepoB. B cBsI3u ¢ 3THM
BO3HHMKaeT HeOOX0IMMOCTb pa3paboTKU
npoeccHoHaNbHBIX CTAHIAPTOB, KOTOPbIM
JIOJZKEH COOTBETCTBOBATH aKTep yOJisixKa.

BakHbIM acnekToM, BJHSIOLINM Ha
MePCHEeKTUBbI PA3BUTHS OTPAC/IH, SIBJISIETCS
HeXBaTKa MOJArOTOBJAEHHBIX KAJIPOB, UTO
OepeT HauaJlo ellle Ha 3Tare MocTyrJieHus
OyIyLIHX aKTepOB B TBOPYECKHE BY3Hl.

YaKe Ha cTaauu oT6opa MpernojaBaTesy u
AOUTYPHUEHTBI CTAJKMBAIOTCS C BOMPOCAMH
00'beKTHBHOCTH KPUTEPUEB OLIEHKH,
KOTOpbI€ BKJIKOYAIOT CIIOCOOHOCTH K
00pa3HOMY U JIOTHYE€CKOMY MBILIJICHHIO,
pasBUTOE TBOpUECKOe BooOpaxKeHue,
SMOLMOHAJIbHYIO IPKOCTb, CLIEHHYECKHE
JIaHHbIE U OTCYTCTBHE JIe(heKTOB

peun. OiHaKO Takue KpUTEPUH

3a4acTylo OCTalOTCsl CyObeKTHBHBIMH.
Hanpumep, oauH 1 TOT ke aOUTYPUEHT
MOXKeT MPOBAJIMTb 9K3aMEH Y OJIHOTO
NpernojaBareisi, Ho yCreuHo nocTyn1Th

K Apyromy. MHorna kanaunar, He
NPOLLIEJILINH UCTTBITAHUS 1O TaHLY WJIH
BOKaJ1y, HO IEMOHCTPHUPYIOLLMH aKTepCcKHe
CIMOCOOHOCTH, BCE K€ 3aUUC/IeTCs Ha
Kypc. DTO CBSI3AHO C TEM, UTO 0OydeHHe
AKTEePCKOMY MacTepcTBy 6asupyercs

Ha CJIOKHOH, MHOTOTPaHHOU MPUPOJIE
yeJIoBeUeCKOH JIMYHOCTH, KOTopast

He MOoUIAeTCsl OJHOMY aHaJH3y U
0O6bEKTUBHOM OlleHKe. B TeKyIxX yCa0BUAX
OCTalOTCSl Hepa3pelleHHbIMH MHOTHE
3arajiki 4esoBedecKoi HHAUBUYaJIbHOCTH,
4TO CO3/1aeT TPYAHOCTH MpH POPMHUPOBAHUH
npodeccHoHaIbHbIX KalpoB.

ITO NPUBOAUT K HEOOXOAUMOCTH
CO3[aHHUs YeTKOH METOMKH 110 CHCTEMe
00yueHHst aKTepoB IyOJIUPOBAHHST UTPOBOTO
KHHO.
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Cyl111eCTBYIOT pa3iHuHbIE TIOJXO/IbI K
00y4eHHIo aucLunInHe « O3BydlBaHue B
KuHemarorpage» KoTopble MOTYT TOMOYb
akTepam y6Jisika pa3BUTh CBOM TOJIOCOBbIE
M apTUKYJISILIMOHHbIE HABBIKH:

1. O6yuenue B rpynne. [TpoBenenue
3aHSATHH MO CLIEHUYECKOH pevr B IPyNIoBOM
thopmare Mo3BoJISIET CTY/IEHTaM COBMECTHO
paboTaTb Hajl yJaydllleHheM CBOUX
rOJIOCOBBIX HABLIKOB. B Xo71e Taknx 3aHsATHH
BBIMOJIHSIOTCS YIIPayKHEHHUS Ha JIbIXaHue,
ApTHUKYJISILMIO, HHTOHALIUIO, TIPOU3HOLLIEHHE
¥ BbIPa3UTEbHOE YTEHHE TEKCTOB.
CylecTByeT LeJbli KOMIJIEKC TPEHHHIOB,
CrocoOCTBYIOLIMX OCBOEHHIO HEOOXOAUMBbIX
HABBIKOB Yepe3 UrPOBOH MpoLecc.

2. UnpuBunyasnbhble 3austus. s
nepCcoHaNM3MPOBAHHOTO MOJX0/IA K
Pa3BUTHIO TOJOCOBBIX HABBIKOB CTY/IEHTaM
NPEJIOCTABISIOTCS MHAMBULyaJ bHbIE
3aHSITHS, HA KOTOPBIX NpernojaaBaTesb 6oJee
JeTajbHO paboTaeT HaJl HHANBUIaJbHBIMH
npo6JeMaMHi KazkJ10ro CTy/IeHTa i OMOraeT
MM Pa3BHUBAThb CBOU IOJIOCOBbIE H peveBble
CMOCOOHOCTH.

3. Anasua TeketoB. OIMH H3 OCHOBHBIX
MeTOJ/I0B 00y4YeHHsl CLIeHHYEeCKOH peyun
3aKJovaeTcsi B paboTe Co ClleHHUeCKHMH
TEKCTAMM Pa3/IMUHbIX KaHPOB. CTY/IEHTbI
M3y4aioT, aHAJIM3UPYIOT H HHTEPIIPETHPYIOT
TEKCTHI, BLITOJHAIOT yIIPaXKHEHHS 110
BbIPA3UTEJbHOMY YTEHHIO U Mepeaue
IMOLIMH Yepes peyb.

4. Mcrionb3oBanue ayilo- u
BUeoMaTepuasos. [IpenonaBaresu moryt
MCI0JIb30BATh aY/IM0- U BUIEOMATEepHAJIbI
C MpUMepaMH XOpOllleH ClIeHUIeCKOH peun
JUISl I€MOHCTPALIMK MPaBUJIbHONH HHTOHALLUH,
MPOU3HOLLIEHHST U aPTUKYJISILIHH.

5. [TpakTuyeckue ynpakHeHus.
[IpoBeneHne NpakTHYECKUX yIIpazKHEHHH
Ha pa3BUTHE JIbIXaHUsl, aPTHKYJISLHH,
MHTOHALMH U BBIPA3UTENBLHOCTH T0JI0Ca
SIBJISIETCS BaXKHOH YacTblo 00y4YeHHs]
clieHnueckoi peun. Takxke npakTvka
paGoThl B CTY/IMH 3BYKO3ATHUCH.

AddekTHBHOE 0OyUeHHE ClIEHUIECKOMH
peuu U 03By4MBaHUsl B KUHemarorpadge
TpebyeT KOMOHHALMH Pa3/TUUHbBIX METOJIOB,

4ToObI CTY/IEHTHI MOTJIM PAa3BUBATh

CBOH I'0JIOCOBbIE HABLIKH B KOMIIJIEKCE

1 110J1y4aTh 0OpaTHYIO CBSI3b 151
MOCTOSIHHOTO COBEPLIEHCTBOBAHHUS CBOUX
npodgeccrHoHabHbIX HaBbIKOB. KauecTBo
CLIeHHYECKOH peyd HMeeT OrPOMHOe
3HaueHue Ji/1s1 ycreuHoro ayoJsika,
MOCKOJIbKY Yepe3 roJloc akTep rnepeiaeT
He TOJIbKO CJIOBA, HO U SMOLIMM U XapakTep
NePCOHAzKa, YTo JIesIaeT ero urpy ooJiee
yOeIUTEJILHON U BBIPA3UTEJIbHOH.

B uessix TpeHUPOBKH
npodeccoHaIbHBIX HABBIKOB,

CBSI3aHHBIX C TEXHUKOH peuH, Mbl

U3YYHJIH caMble JIeHCTBEHHbIE H
pe3yJ/ibTaTUBHbIE YITPAXKHEHHUST U
TPEHUHTH, npejyiaraemble Mipunoi
Kosnsimosoii, Mpunoii [TpomnroBoii (357)
u JIio60BbI0 AnihepoBoii (5), KoTopbie
CIMOCOOCTBYIOT PAa3BUTHIO PEYeBOTr0
anrapara, MccJ/e/10Bajii UX B3aMMOCBSI3b

¢ 0COOEHHOCTSIMH U CrIelIHUKON paboThl
B 1yOJIsi2Ke U rpejyiaraeM CBOH KOMIJIEKC
YIPAKHEHUH, HAMPABJIEHHbIA HA PA3BUTHE
JIbIXaHUS1 ¥ IUKLIMK, IEHCTBEHHOTO CJ0BA U
aKTEPCKOro MochIa.

Onwupasich Ha UCCIEIOBAHUS U
pazpa6otku Koncrantun CtaHuc/aBcKoro,
JIpaMaTHYeCKOe HCKYCCTBO — 3TO CJIOKHOE
MCKYCCTBO, COCTOSILLIEE U3 MHOXKECTBA
3JIEMEHTOB, HO CAMbIM BAXKHbIM U3 HHX,
OKasbIBaIOLLMM TPSIMOE BO3JICHCTBHE
Ha 3puTedisl, siBJsieTcst ¢10Bo. Mayuas
OTBIT BBIIAIOLIMXCS MACTEPOB CLIEHbI H
CBOH COOCTBEHHBIM MHOTOJIETHUH OIIbBIT,
Cranncnasckuii 1 Hemuposuu-Jlanuenko
paspaboTasii CUCTEMY CLIEeHHYEeCKOH peyH.
IT0 He TOJIbKO TeopeTHYeCKOoe TBOPEHHE,
OCHOBaHHOE Ha 0000LIEHHH OIbITa, HO U
NPaKTHYECKOE YyUeHHe, KOTOPOe MoMoraeT
aKTepy Jies1aTh CJI0Ba aBTOPA XKHBBIMH U
IMOUMOHAJILHO HACHILLEHHBIMH.

[Ipu co3nannu 3TOl CUHCTEMbI OHU
0CO3HaBAJIM, YTO CJIOBO HIPAET BAXKHYIO
poJib B repejiaue HaeHHO-Xy102KeCTBEHHOI0
cofiepyKaHusl POU3BEJIEHUS U BO3/IEHCTBUU
Ha sputedist. [losTomy oHM HacTanBa u
Ha ryybOKOM NTOHHUMAaHHU aKTepoM
CMbICJIa IPOU3BEJICHHUS, HA TTOUCKE



CKPBITOrO MOJATEKCTA 3a CJI0BaMU aBTOpa.
CraHuCcIaBCKUI CUUTAJ CJI0BO BEPLIHHOM
TBOPUYECTBA U €0 OTIPABHOKM TOYKOH, MPUJISL
K BbIBOJLy, UTO OCHOBHA$1 OMACHOCTb JIJI51
aKTepa 3akJ/r4aeTcs B IPSIMOJIMHEHHOM
M0JIX0/Ie K aBTOPCKOMY TEKCTY.

JlelicTBUE CJIOBOM SIBJISIETCST OCHOBOM
JIpaMaTH4YeCKOro HCKyCCTBa, OCHOBOH
AKTEPCKOro MacTepcTBa Ha ClieHe, a 3ajiaua
JIpaMaTHYeCKOro HCKyCCTBA 3aKJ/I04aeTCst
B I1epejiaue 3pUTeJIt0 U1eH, 3aJ102KeHHBIX B
nbece, B 06pa3Hoil popme.

YMeHMe akTepa nepeaaBaTb aBTOPCKUH
TEKCT Ha CLIeHE HePa3pbIBHO CBS3AHO C €ro
CIMOCOOHOCTbBIO MBICJIMTh U BblpazxKaTb CBOU
MBICJIH CJIOBAMH, IAHHOTO aBTopoM. bopbba
C MeXaHHYECKHUM MPOYTEHHEM TEKCTa H
JIOCTHKEHHE UCTUHHON MbIC/IM Ha ClieHe —
3TO 3ajla4a, KoTopasi CTaHOBUTCA Bee GoJiee
3HAYUMOH JI/Is1 KaxKJ0T0 TeaTpajibHOTO
ancam6J1s1. DTO 3acTaBJsIeT 3a/lyMaThCsl
0 TaKHX BOIPOCax, KaK «BTOPOH MJaH>»,
«BHYTPEHHHUH MOHOJIOT», KBHJICHHE»
(3axaBa 95).

M3yueHnue pazanuuii Mexiy rarojamu,
0003HaYaroLLMMH ICHCTBHS, U [JIaroJiaMu,
0003HaYatoLMMH YYBCTBA, SIBJISIETCS
KparHe BaXKHbIM C CAMOT0 HauaJia
akTepckoro oOyyeHusi. MHorue akrepbl
4acTo MyTaroT 3TH NoHATHs1. Korna um
3analoT Bonpoc: «HTo Bbl les1aeTe B 3TOH
CLLeHe?», OHH YaCTO OTBEYAIOT IJ1aroJaMHu,
BbIpaxKatolLIMMK YyBCTBA, TAKUMH Kak
«KaJlel0», «My4alch», «palayloch»,
«Heroayto» u T.1. OJIHaKO 9TH CJIOBA He
OIUCHIBAIOT JICHCTBHS, @ CKOpPee BbIPAXKAIOT
IMOLUH.

BaxHO MOHATH, YTO IJ1aroJbl,
o0O03Havatoll1e 1eHCTBHSI, BKIOUYAIOT B
cebs1 BOJICBOE HAYAJI0 U OIpe/IeJIeHHYIO
KOHEUHYIO LleJ1b, HallpUMep, «IIPOCHTL>,
«yNnpeKaTb», <yTellaTb», KIIPOTOHSTh»,
«TPUTJIALLATE», KOTKA3bIBATHY,
«06BACHATL» U T.J1. AKTEp JI0JKEH
MCI0JIb30BATh 3TH [VIAroJibl JI/1s1 epeiadu
CBOUX HaMEPEHUH Ha CLICHE.

['narosibl, 0603HavaroLe 4yBCTBaA,
TaKue Kak «xKaJjleTb», «HeBaTbCs»,
«JIIOOUTB», KIIPE3UPATh», KOTUAHBATHLCS»

U T.J1., HE MOTYT CJIY?KUTb JIJ151 BbIparKeHHsI
TBOPUECKHX LieJIell akTepa, Tak KaK OHH He
coziepKaT 3/71eMEHTOB BOJIM U LIeJH. DTH
MPaBUJIA MTOJHOCTHIO BLITEKAIOT H3 OCHOB
yeJioBeyecKod npuposbl. CorylacHo 3THM
MPUHLIMIIAM MOXKHO CKa3aTb: UTOObI HaYaTh
JIefCTBOBATD, IOCTATOUHO TOJIbKO 3aXOTETh
(51 xouy yO6exknaTh 1 yoexkato, s Xouy
YTeUUTb H yTellato, 51 Xo4uy YIPeKHYTb U
yrpekaio u Tak najee ). OnHako, He Bceraa
BBITIOJIHSAS ONPeAeJICHHOE ICHCTBHE, Mbl
JIOCTHUTaeM T10CTaBJEHHOH LeJIH; [103TOMY
yOexnaTh — He 3HAUUT YOeUTh, yTellaTh
— He 3HAYUT YTEeWHTb U Tak aanee. Ho Mbl
MoxKeM yOexk1aTh, yrelaThb 1 T.J1. B 1000
MOMEHT, KaK TOJIbKO 3aX0THM. Besikoe
JleficTBHE aKTepa A0J2KHO HMETb BOJIEBOE
MPOUCXOXK/IEHHE, U OH JI0JI2KEH CTPEMUTbCS
K JOCTH2KEHHUIO TTOCTABJEHHOM 11€J1H Ha
ciieHe (Murra 156).

Bo Bpewmst ny6ssizka huabMa uiiu Jio60oro
JIPYroro BUjaeomaTepHuasa B KaxJou cleHe
AKTep JI0JI2KEH UMETh OMPEeICJICHHYIO
3ajady Wi IedcTBUe, KOTOPOE BbITEKaeT
13 xapakrepa nepconaxka. Hy»xHo
pasragatb 3TO ICUCTBHE Y OPUTHHAJIBLHOTO
UCIIOJIHUTEJIS POJIH, TIOHSITh €r0 U
MCI0JIb30BATh aKTEPY, 03BYYUBAIOLLEMY
3TOro nepcoHaxa. Pexkuccep MoxKeT HalTH
rJ1aroJi, KOTOpbIH KpaTKo onpeaessier
970 fectsue. Jynnable 00bsICHEHHS He
BCEIJIa TTOMOTAIOT, Ba2KHO HUCIOJIb30BATh
KOHKPETHbIE [JIaroJibl aKTUBHOTO JIeAiCTBHS,
KOTOpbI€ HA3bIBAIOTCST €30JI0THIM KJIIOYOM ».
ITH IJ1aroJibl IOMOraloT aKTepam
SMOLMOHAJIBHO Pa3BHUBATh CBOIO POJib B
ClLIeHe.

JleficTBHUsS nepcoHaxKa He BCeria J10J/KHbI
MpsIMO COOTBETCTBOBATH TeKeTy. CiioBa
MOTYT JITaTh, HO IEACTBHUS BbIpaXKaioT
MCTHHHbIE »KeJIAHUS H MOTHBALMH.

JLo1st npuaHusi akTHBHOCTH JIECTBHSIM
MCIOJIb3YHTE [J1aroJibl aKTHBHOTO IEUCTBHSI,
TaKHe Kak «yOeUTb», «I00eIUThb»,
«HabJIIOJATh», KIIPUKA3aTh» U JAPyTHe.
BaxxHo MckaTh KOHMIIMKT MEXKTY
JeACTBUSAMM M TEKCTOM, TaK KakK 3TO
oboralulaer Xxapakrep rnepcoHaxa

(ITpyroBa 221).
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[TosyueHHble pe3yJibTaThl
MOATBEPIKMAAIOT, YTO B yCJIOBUSX AyOJIszKa
TPajULMOHHbIE HABBIKH CLIEHHUECKOTO
aKTepa TpaHchOpMUpPYIOTCs U TPeGYIOT
nepeocmblcieHusi. OTCYTCTBHE TEJECHOIO
JIeACTBUS U MAPTHEPCKOTO B3aUMOJICHCTBHS
YCHJIMBAeT 3HAaUeHHEe BHYTPEeHHEH
AKTEPCKOK 3a7a4u U TOJI0COBOK NMAPTUTYPbI,
yTo cOMMKAET Npodeccuto akrepa ayoJsika
¢ 0coObIMU popMaMu NephopMaTHBHOTO
UCKYyCCTBa.

PesynbTaThl

Pegynbrarhl Hccse10BaHUs PEICTABICHDI
B BUJI€ aHAJIM3a H3MEHEHHUH,
3auKCHPOBAHHBIX B Mpoliecce
NpaKTUYeCKOH paboThl CTYIEHTOB,

¥ OTPakatoT BJIUSIHHE KOMIIJIEKCHOH
AKTEPCKOH U pevyeBol MOAroTOBKH Ha
KauyecTBo nyOJsiKa.

B pamkax smMnupuueckoro uccyae10BaHus
OblJI TPOBEJIEH SKCIIEPUMEHT CO CTYeHTaMH
TpeTbero Kypca 00pa3oBaTe/IbHOM
nporpaMmbl « AKTEpPCKOe HCKYCCTBO»
Broicuiedt mikosbl « Turan Film Academy»,
U3Yy4alolUMK AUCIUIInHY « O3ByuHBaHHe
B knHemarorpade». Oco6eHHOCTbIO
IKCIepUMeHTaJ/IbHON BbIOOPKH SIBJISIIIOCH
TO, YTO CTYJAEHTbI IPOXOMJIN 0OyYeHHEe BO
BTOPOM Habope NporpamMmMbl, YTO MO3BOJHIIO
paccMaTpuBaTh UX OMbIT KaK MepBUUHYIO
ananTaluio K npoeccuoHa bHbIM
YCJIOBHUSIM 1yOJ1s1Ka.

JkcnepuMeHTasbHas padota Oblia
HaIpaBJieHa Ha BbISBIEHHE OCOOCHHOCTEH
NPUMEHEHHsT HABBIKOB ClLIeHHUECKON
peYH U aKTEPCKOro MacTepcTBa B
YCJIOBHSIX CTYIMHHON 3ByKo3anucu. B
KauecTBe SMIUPUYECKOro MaTeprasa
MCIOJIb30BAJMCh Pe3yJ/IbTaTbl IPOOHOTO
03BYYMBaHMs1 PParMeHTOB UTPOBBIX
(UJIBMOB MPOIOJIZKUTEIBHOCTBIO 10 D
MHHYT, COJIePrKALLUX IHAJOTHYeCKHe CLEHbI
C aKTUBHbIM fieiicTBHEM. Takoil BbIGOp
MO3BOJIHJT 3a(DUKCHPOBATH TPYAHOCTH
CHHXPOHH3ALIUK PEUH, SMOIIMOHATBHOH
BbIPA3UTEJIbHOCTH H TEMITOPUTMA.

Ananus nepBHUHbBIX 3aMKcei moKasasn
HaJIHuKe psijia THITHYHBIX TPobJieM,

XapakTepHbIX /711 CTY/IEHTOB 6€e3 OrbITa
pa6oThbl B cTymuu. K HUM OTHOCH/IHCH
HeYBEPEHHOCTb 0JI0COBOr0 3By4aHHsl,
Hel0CTaTOUYHAs YETKOCTh IMKIIMH, a TaKxKe
HEeCOOTBETCTBHE HHTOHAIIMOHHOTO U
9MOLMOHAJILHOTO 10ChlIa MpearaeMbiM
00CTOSITE/ILCTBAM CLIEHbI. YKa3aHHble
TPYIHOCTH BO MHOTOM OblJH 06YCJIOBJIEHbI
KOIHUTHUBHOM MeperpysKoi: CTyAeHThI
OTHOBPEMEHHO KOHTPOJIMPOBAJH TEKCT,
n3o6paxkeHne, MUKPOOH U TAHMHHT
perJInKH, YTO CHUKAJIO BHUMaHHUE K
TEXHMKE PeUd U aKTEPCKOM 3a1aye.

JlonosHuTeIbHBIM (hakTOpOM,
BJIMSIIOLLMM Ha KayeCTBO MCIOJHEHHS,
CTaJIo0 OTCYTCTBHE Y CTY/IEHTOB HaBbIKA
repeHoca CLLeHHYeCKOro BOOOparKeHus!
B CTyIMIHOE rpocTpaHcTBo. Pukcauus
BHUMAaHHsI HA TEXHUUECKHUX YCJOBHUSIX
3anucy (orpaHuueHHOE TIPOCTPAHCTRO,
6J1M30CTb MUKPOGOHA ) pensiTCTBOBAA
MOJIHOLIEHHOMY TOTPY2KEHHIO B SKPAHHbBIH
o6paa rnepcoHaxka, YTo HeraTUBHO
0TpaKaJioch Ha BbIPA3UTEJbHOCTH H
OpPraHUYHOCTH 3BYYAHHUSI.

J1151 KOppeKIIK BbISIBJEHHbBIX
npo6JieM OblJ TPUMEHEH KOMIJIEKC
yrpaKHeHUH, 3aMMCTBOBAHHBIX U3
npodeccHOHANbHBIX METOJUK CLIEHHUECKOH
peun (Andeposa, Kosnsiiosa, [Tpomntosa)
¥ aianTHPOBAHHBIX K crielnduke ay6JsKa.
OcHOBHOE BHUMaHHUE YIENsJI0Ch CHATHIO
MbllIeYHbIX 3a:KUMOB (AJsihepoBa, 8),
Pa3BUTHIO APTUKYJISILIHOHHOMN MOABUKHOCTH
(Andepona, 10), hopmupoBanuto
YCTOHYHBOro (hOHALMOHHOTO JIbIXaHHUs1
1 OCO3HAHMIO AKTEPCKOM 3a/1auH.
[IpuHIMTHANBHBIM SIBJISIOCH
(yHKLHOHAJNBHOE UCOJb30BAHHE
yIpaxKHeHUH — He Kak caMolle/i, a Kak
CpeJICTBA pellleHHst KOHKPETHBIX 3a/1au
CTYIMIHOIO 03BYYMBAHMUSI.

[ToBTOpPHBIE 3amUCH,
BBITIOJTHEHHbBIE TT0C/I€ CEPUU 3aHATHH,
MPOIEMOHCTPUPOBAJIH TTOJIOKUTE/bHYIO
JMHaMUKy. Bblio 3adukcupoBano
yJIydllieHue YETKOCTH IMKIIMH, TIOBbIILIEHHE
YBEPEHHOCTH I0JIOCOBOI0 3By4aHHs 1 HoJsiee
TOYHOE COOTBETCTBHE HHTOHALIMOHHOTO



PUCYHKA KPAHHOMY JeHCTBHIO.
Cy1iecTBEeHHBIM (PAKTOPOM MOBBILIEHHS
KauecTsa JyOJis2Ka CTajlo HCI0Jb30BaHHe
aKTEPCKOH 3a/1auut, chopMyJTHPOBAHHOM
yepes JeHCTBEHHBIE TJ1aroJbl, YTO
C110co0CTBOBAJIO AKTUBHU3ALMH BOJIEBOTO
HayaJjia u 6oJiee OCMbICJICHHOMY Pe4eBOMY
JIEHCTBHIO.

Bmecte ¢ Tem aHa/in3 1nokasais, 4to
JIOCTHXKEHHE YCTOHYUBOTO pesyJ/ibTaTa
TpeOyeT MHOTOKpaTHOH NpakThKH. [laxke
IIPY 3aMETHOM YJIy4LlICHHH TeXHUYCCKHX U
BbIPA3UTEJ/IbHBIX IaPAMEeTPOB COXPAHSINCh
OT/leJIbHbIE TIPU3HAKH «HAJI0?KEHHOCTH »
3BYyKa, XapaKTepHble /151 Ha4aJlbHOIo
sTana o0y4eHusl. ITO CBUETENbCTBYET
0 HEOOXOMMOCTH CHCTEMATHYECKON
CTY/IMMHON MPaKTUKKU U (POPMUPOBAHHSI
YCTOHYUBBIX NPO(ECCHOHAJBHBIX HABBIKOB.

OKCMEPUMEHT TAKKe BbISIBUJI
3aBMCUMOCTb TEMIIOB aJaNTaluK OT

UHJMBUyaJIbHbIX OCOOEHHOCTEH CTYIEHTOB.

CTy[EHTBI C Pa3BUTHIM My3bIKaJIbHbIM
CJIyXOM ObICTpee ocBauBaJ/Ii TEMIIOPUTM
U MHTOHALMOHHYIO CTPYKTYPY PEIlIHK,
TOTJIA KAK Y CTY[ACHTOB C BbIPA’KEHHBIM
CLIeHHYECKHM OMbITOM Ha0J10/1a/1ach
CKJIOHHOCTb K H30BITOYHON TeaTpasibHOCTH,
HE COOTBETCTBYIOLLEH TpeOGOBAHUAM
MHKPO(OHHOMN 3aMUCH.

[TostyueHHble pe3yJibTaTbl O3BOJSIIOT
CHeJIaTh BBIBOJ, O TOM, UTO KaUeCTBEHHBIH
Ny06J1s12K opMUpyeTCsl Ha NepeceyeHrut
peueBOl TEXHUKH, AKTEPCKOH 3a1a4uu
¥ CIIOCOOHOCTH aalTHPOBATLCA K
creurUUEcKUM YCIOBHSIM CTYAMHHOM
cpenbl. Ha stane npoceccnonanbHoi
MIOATOTOBKH JAHHbIE HABBLIKU TPeOYyIOT
LieJIeHaNpPaBJIeHHOTO PasBUTHS H
00'bEeKTUBHbBIX KDUTEPHEB OLLEHKH,
MO3BOJIAIOLLINX ONPEACJUTD CTEIEeHb
TOTOBHOCTH BBIITYCKHHKA K MPaKTHYeCKOH
JIeSITeIbHOCTH B cpepe 1yOJisiKa.

OCHOBHbIe MONIOXEHUS

Haquaﬂ HOBHU3Ha HMCCJIeIJ0OBAHHA
3aKJ/IIo4aeTCd B BblsiBJICHUH CHGLLI/ICbI/IKl/l
ajariTalilii CUCTEMBI KOHCTE]HTI/IHEI

CTaHHCIaBCKOTO K YCJIOBUSIM CTYTMHHOTO
NyOJis12Ka M B aHaJIM3e TpaHchopMaLlu
aKTEPCKOM 3a1a4uu MpU OTCYTCTBHH
(hU3HUYEeCKOTO TeHCTBUS U CLIEHHUECKOTO
NpoCTpaHCTBa.

B xoze ncenenoBanusi nosydeHsl
cJie/lylolIne HaydHble pe3y/IbTaThl:

1. [IpoBenén cucreMHbli aHaIM3
npouecca ay6Jsizka MrPOBbIX (PUIBMOB
C MO3UIMH aKTEPCKOH TEXHUKH
npodeccHoHabHON MOArOTOBKH, YTO
MO3BOJIMJIO PACILIMPUTH CYLIIECTBYIOLIHE
npeacraBaeHusi 06 ayIHOBU3yalbHOM
nepeBojie, paHee paccMaTpUBaBLIEMCS]
MPEUMYLLECTBEHHO B IMHIBUCTHYECKOM U
TEXHUYECKOM acreKTax.

2. O6ocHoBaHa 11€J1ec006Pa3HOCThb
pa3paboTKK Crienrasu3upoBaHHOIO
MOJX0/1a K MOJrOTOBKE aKTEPOB MyOJIsiKa,
OCHOBAHHOT'O Ha UHTErPaLMH MOJOKEHUH
cuctembl K.C. CranucsiaBekoro ¢
COBpPEMEHHBIMH MeTOIaMU pabOoThl HAJl
JIbIXaHUEM, APTHKYJISILUEH, rOJI0COM
1 B3aUMOJIEHCTBHEM C MHUKPO(OHOM B
YCJOBUSIX CTYAUHHON 3aMUCH.

3. BoisiB/ieHa ycToiunBast B3aMMOCBSI3b
MeXKJly YPOBHEM BJIaJIeHHsI CLIeHUYeCKOH
peublo, 3JIeMEeHTaMH TeJIECHOH U
roJIOCOBOH TeXHUKH, SMOLIHOHAJLHON
BbIPA3UTEJIbHOCTHIO aKTEPA U KAaUeCTBOM
CO3/1aBaeMOro ayJIMOBU3yaJbHOTO MPOJIYKTa,
YTO MOATBEPKIEHO pedysbTaTaMu
IMIUPUYECKOTO HAOJIOIEHUS 1
CPaBHHUTEJILHOTO aHaJ/IN3a.

4. AnpoGrpoBaH KOMIIIEKC
yrpaxKHeHUH, ananTHpOBaHHbIX K
3amauaM oOydyeHHus akTépoB ayOJIsKa
M HanpaBJIeHHbIX HAa MIPEOJI0JICHHE
XapakTepHbIX 3aTPyAHEHHH HAUaJbHOTO
yTana npogeccuoHaNibHOH MOATOTOBKH,
BKJIl0Uasl HECOOTBETCTBHE ['0JIOCOBOTO
nocblia MpejaraeMbiM 06CTOSITEIbCTBAM,
HEI0CTaTOUYHYI0 CHHXPOHH3ALHIO C
9KPaHHbIM H300paKeHHeM U HapyLleHUs
JIKLMH.

5. CchopmypoBaHbl KpUTEPHH OLIEHKH
FOTOBHOCTH BbIITYCKHHKOB TBOPYECKHX
BY30B K MpoheCcCHOHAIbHON IeITeNbHOCTH
B chepe mybuisizka, BKIIOUAIOUIHE:
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— YPOBEHb JUKILHUH U aPTHKYJISLIUOHHOM
YETKOCTH;

— CMOCOGHOCTD K 3MOLIMOHAJLHOM
¥ MHTOHALIMOHHOH CUHXPOHU3ALMH C
9KpaHHbIM 06pasom;

— CTeleHb aanTal|i K TeXHUUECKUM
YCJIOBUSIM CTYIMIHOM 3BYKO3aMUCH;

— yMeHue popMySHpoOBaTh U
peaJsin30BbIBAThL aKTEPCKYIO 3ajiauy yepe3
JIeHCTBEHHbIE TJ1aroJbl.

6. Onpesiesiena npakTuyeckas
3HAYMMOCTb HCCJIe/IOBAHUS,
3aKJII0YaoIIasicsl B BO3MOKHOCTH
MCIOJIb30BAHMSI TT0JIyY€HHBIX Pe3yJ/IbTaTOB
npu pazpaboTKe U KOPPEKTHPOBKE
00pasoBaTesibHbIX TPOrpaMm Mo
TMOArOTOBKE aKTEPOB Jiy6JisizKa, UTO MOKET
Croco6CTBOBATH MOBBIIIEHHIO KAYeCTBA
npogeccHoHaIbHOH MOArOTOBKH KapOB H
pa3BUTHIO HALMOHAJBHON ayIHOBH3YyabHOM
MHJIyCTPHH.

3akKknwuyeHue

[TpoBenénnoe uceeoBante Mo3BoJisieT
paccMaTpuBaTh yOJIsK He TOJIbKO

KaK TeXHUUYECKYIO MJIH NTePEBOIUECKYIO
NpoLeLypy, HO U KaK CAMOCTOSITEJIbHYIO
thopMy akTépCKOro TBOpUECTBa,
TPeOYIOLIYIO CrIelHaTu3UPOBAHHON
npodeccuoHaNbLHOM NOArOTOBKH,
YUUTBIBAIOLLEH OCOOEHHOCTH CTYAUHHOM
CpeJibl U OTCYTCTBHE (PU3UUECKOTO
CLLEHMUYECKOTO JIEHCTBHS.

Pegynbrathl sMIUprUuecKoro
HCCJIeJIOBAHUS TTOKA3bIBAIOT, UTO
LeJieHanpaBJ/eHHAs MOJArOTOBKA aKTEPOB
Jy6JisizKa 0KAa3bIBAET CYLLIECTBEHHOE
BJIMSIHME HA POPMHUpPOBaHHE
npodeccCHoHaNbHBIX HABLIKOB, BKJIHOYAst
KayeCTBO JUKILUH, HHTOHAILIUOHHYIO
BbIPA3UTEJIbHOCTb U CITIOCOOHOCTD K
CUHXPOHHU3AIMH PEUH C SKPAHHBIM 06PA30OM.
B xone skcrepumMeHTa BbISIBJAEHO, UTO NPH
OTCYTCTBHUH OIbITA CTYAUHHON paGOThI
CTYJEHTBI UCTIBITLIBAIOT YCTOHUYUBBIE
3aTpyJHEHUs], CBA3aHHbIE C aanTaluen K
TEeXHUYECKUM YCJOBUSM 3alUCH, Nepeauei

9MOLIMOHAJILHOTO 110ChLIA ePCOHaXKa u
TOYHBIM COOJIIOJICHUEM JIMTICHHTA.

[IpumeHeHue KomILIeKCa
yIpakKHEeHUH, HalpaBJ/IeHHbIX HA Pa3BUTHE
ApTHKYJISILLUOHHOTO anmnapara, JAblXaHHsl,
FOJIOCOBOM OMNOPBI U MBILLIEYHOTO
paccyiabyieHusi, B COYETaHHH C aKTEPCKON
paboToil Hajl 3alaueil U npejiaraeMbIMH
00OCTOSAATETBCTBAMH, CITOCOOCTBOBAJIO
NOJIOKUTEJbHOH IMHAMUKE B OCBOCHHH
HaBbIKOB Ay0JIs12Ka B OTHOCUTEJILHO
KOpOTKHe cpokH. [IpakTHueckas Moae/b
0OyueHHsl, BKJIIOUAIoLLAas 9Talbl IPOCMOTpa
BUJleOMaTepuasa, perneTuiliu, 3anm1cH
¥ aHaJIMTHYeCKOro pasbopa, nokasaJa
CBOI0 3(P(PeKTUBHOCTb KaK CPEICTBO
(hopMHPOBaHHST OCO3HAHHOTO OTHOLLEHHS
CTYJICHTOB K IIPOLLECCY O3BYYHBAHMUS.

Taknm o6pasom, noJyyeHHble JaHHbIE
MOJATBEPKAAIOT HEOOXOIUMOCTh pa3paboTKH
Y BHEJIPEHUS ClellHaIH3HPOBAHHbIX
00pa3oBaTe/IbHBIX TPOTrpamMM,
OpPHEHTHPOBAHHbBIX HA KOMIIJIEKCHOE
OCBOCHHE aKTEPCKOH, peueBOH U
TeXHHYECKOH COCTaBJIAIOLLMX TyOJsiKa.

PexomeHnnaunu:

1. BBecTu cTaniapTU3UPOBAHHYIO
NporpaMmy MOArOTOBKH aKTepoB AyOJIsizKa
C aKIIeHTOM Ha MpakTHYecKyto paboTy B
CTY/IUH.

2. PeryJisipHO MCTO/Ib30BATh METO/IbI
UHIMBHLYaJbHOH KOPPEKTHPOBKH OLLIHOOK
1 TIOCTAHOBKH aKTEPCKHUX 3a/1au /14
NIOTPY2KEeHHUS CTYICHTOB B [IpeaJlaraeMble
00CTOSITE/IbCTBA.

3. CoszaTh 1IKaly KPUTEPHEB OLLEHKH
TOTOBHOCTH BBIITYyCKHHKOB, BKJ/IIOUas
napaMmeTpbl IMKIMH, CHHXPOHU3ALHUH U
SMOLMOHAJILHON MepeayH.

[lepcnekTHBbI JasbHENLLINX
UCCJICI0BAHUHN:

[lepcrnekTHBHBIMU HaNpaBJ/eHUAMH
JaJbHeHILIUX UCCJIeJ0BAHUN ABJISAIOTCS
aHaJIu3 BJMSTHUST MY3bIKaJILHOTO CJ1yXa
1 YPOBHSI CLIEHHYECKOH MOJArOTOBKH Ha
CIOCOOHOCTDb aKTEPOB alalTHPOBATLCA
K TpeOOBaHUAM JlyOJisiKa, a TaKkxKe
paspaboTKa METOIMK HHTErpaliuu
LM POBBIX TEXHOJNOTHH U HHCTPYMEHTOB



MCKYCCTBEHHOTO MHTEJ/IJIEKTA B
oOpasoBaTeJIbHbII Mpoliece st aHaJInu3a
KayecTBa 3ByKO3arucen.

JlornosHuTeIbHBIN UHTEpPEC
NPE/CTaBJ/sACT U3yUEeHHUE KYJIbTYPHBIX
U 513bIKOBBIX (DAKTOPOB, BJHSIOLIMX HA
BOCTIpUATHE AyOJIszKa 3PUTEJIEM, YTO MOXKET
CIMOCOOCTBOBATH MOBBILIEHHIO KauecTBa
JIOKAJIM3aLIHKU ayIMOBU3YaJIbHOrO KOHTEHTA.

[Iporuos pa3BuTHsI TEMbI:

B ycsioBusix pocta 06bEMa
MeJHanpoyKIHH U paclliipeHust
MeXKIyHapOIHOTO KUHOPBIHKA 0XKHJAeTCs

TMOBBIIIIEHHE CITpoca Ha PodeCcCHOHATbHO
MOJI'OTOBJIEHHBIX aKTEPOB JIyOJIsKa.

DT0, B CBOIO OUEPE/Ib, AKTYaU3UPYET
HeOOXOIMMOCTh COBEPIIEHCTBOBAHHUS
o6pasoBaTeibHbIX MOJXOJ0B U pazpaboTKu
€JIMHBIX TPodeccHoHANbHBIX CTaHIAPTOB
MOJTOTOBKH M OLIEHKH KBaJH(UKALINH
CIelMaJIMCTOB B JAHHOH 00JIaCTH.

Hroru ucenenoBanus noguépKUBatoT
3HAYMMOCTb KOMIIJIEKCHOTO ¥ HAayuHO
060CHOBAHHOTO MOJIX0Ja K 00y4eHHIO
akTépoB JiybJIsKa U TOJITBEPKAAIOT
aKTyaJIbHOCTD JIaJIbHEHIIIUX HCCIEI0BAHUH B
JIAHHOM HarpaBJIeHUH.
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Bo6kos Unbsa', Haiiza6ekoBa Anacracus?
,
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LYBNAX AKTEPJIEPIHIH, KoCIBU OAAPJIbIFbl )KOHE OHbIH, AYAUOBU3YAJAbI
AYOAPMAHDIH CAMACbIHA 9CEPI

AHnpartna. Makanaga 3amaHayv ayaMoBu3yanabl OHepAiH 63ekTi MacenenepiHin, 6ipi — pyonsx
aKTepnepiH OKbITY 9AiCTepiHiH XeTKINiKTi AeHreine a3ipnenbeyi, atan aiTkaHaa, ONapAbIH Ceney XaHe
akTepnik webepniriH xeTingipyre 6arblTTanFaH TacinaephiH, KeMWiniri kapactbipbinagbl. Kasipri TaHaa
UHAYCTpUAAA XanblKapanblk CTaHAAPTTapFa Call canabl OHIM Xacai anaTblH 6inikTi MaMaHaapabIH
TanwbinbiFbl 6arikanaabl. OcbiFaH 6aiMnaHbICTbl TEOPUSBIK KIHE NPAKTUKANbIK AASpAbIKTbl 6ipiKTipeTiH
nefarorvKanblk TaCiNAEpAi i34ey epeKlle MaHpl3fFa ue. 3epTTeyaiH Makcamsl — [yONSK akTepnepiHin,
KaCibM [asprblFbIHbIH, ayAMOBM3YaNabl OHIM canacbiHa aCepiH aHbIKTay. 3epTTey adicHamacs!
3MNUPUKANBIK TICINTE XXHE NPAKTUKAbIK IKCMEPUMEHT 3NeMEHTTepiHe Heri3aenin, sKcnepuMeHT
6apbICbiHAA CAXHANbIK COMNEY XKATTbIFYNAPbIHbIH, 3€MIHAI AAMBbITY, SMOLMANbIK MOHEPAINiKTi
KanbINTacTblpy, COHAAN-akK, AEHE MEH [aybIC TEXHUKAChIHA MALLbIKTAHYAbIH, AYyONSXK HITUXECIHE bIKMasbl
TanaaHabl. 3epTTey KeseHaepi AepeKTep K1HaY, 3KCNEePUMEHTTIK TancbipManapAbl KO, anbiHFaH
HaTWXXeNepAi eHAey XaHe KOpPbITbIHAbINAPAbI TYKbIPbIMAAYAbl KAMTbIAbI. 3€PTTEY Hamuxenepi Byonsx
aKkTepnepiH faspnayna KeweHAai TaCinai KonaaHy onapablH, XYMbICbIHbIH, CanacbiH eagyip apTTblpaTbiHbIH
kepceTTi. [leHe, JaybIC XKdHe caHafFa BafbITTasiFaH XXYMbIC aKTepnepiH, AblObIC Xa3y XaraaiblHa
CoTTi 6erimMaenyiHiH HerisiH KanbiNTaCTblpbIM, KOPHEKI KaTapMeH XOfapbl AeHrenne CMHXPOHAANYbIH
KaMTaMacbl3 eTedi. OAiCTEMEHIH MKEMAINIriHE epeKLue Ha3ap ayAapbinbin, CTYAEHTTEPAIH Xeke
epekLuenikTepiH eckepyre MyMKiHaik 6epeai. KopbiTbiHabnan kene, KoHctaHtuH C. CraHmMcnaBckui
9AiCTepiH 3aMaHaymn penakcaums, 3eMiH MEH MUKPOPOHMEH XYMbIC XaTTbIFyapbIMEH YiAnecTipy
6onalwak, MamMaHaapabl Aaspnayna TMiMai Kypan 60/bin Tabbinasbl. ¥CbIHbIIFAH TOCIN NPaKTUKAbIK,
KYHAbINbIKKA ME XIHE LblFapMaLLblIbIK XXOFapbl OKY OpbIHAAPbIHbIH, 6iniM 6epy baFaapnamanapbiHaa
KONAAHbINYbl MYMKIiH, 6YN YATTbIK X9HE XanblkapasblK KUHOMHAYCTPUSAAFbl AyONSXK canacbiHbIH 6cyiHe
blKnan eTesi.

Tyiiin ce30ep: nLyb6nax, CaxHanblk cenney, aktepnik webepnik, cemney TEXHUKAChI, ayAM0BU3Yanabl
ayLapMa, SMOLUMANbIK acepninik.

Aoaiiekce3 ywin: bobkos Unbs, HaiizabekoBa AHacTacusl. Ly6isk akTepiepiHiH Kacibu 4aspbiebl
)K9He OHbIH ayAMOoBM3yanabl ayAapMaHblH canacbiHa acepi’”. Central Asian Journal of Art Studies, Vol. 10,
No. 4,2025,101-117 6.DOI: 10.47940/cajas.v10i4.1117

Asmopnap Konwa3baHsiH COHFbI HYCKACbIH OKbIN, MAaKyn10aosl xaHe Myddenep Kalilibl/bIFbl HOK
ekeHoieiH ManiMoelioi.
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NMPOM®ECCMOHANIbHAS MOATOTOBKA AKTEPOB AYB/IAXA U EE BIUAHUE HA KAYECTBO
AYONOBU3YATbHOTO MEPEBOOA

Bobkov llya, Naizabekova Anastassiya
Turan University (Almaty, Kazakhstan)

PROFESSIONAL TRAINING OF DUBBING ACTORS AND ITS IMPACT ON THE QUALITY OF
AUDIOVISUAL TRANSLATION

Abstract. The article addresses one of the pressing issues in contemporary audiovisual art - the
underdeveloped training methods for dubbing actors to improve their speech and acting skills.
Today, the industry faces a shortage of qualified professionals capable of producing high-quality
products that meet international standards. In this context, the search for pedagogical approaches
that integrate theoretical and practical training becomes especially relevant. The aim of this study
is to determine the impact of dubbing actors’ professional training on the quality of audiovisual
products. The research methodology is based on an empirical approach, with elements of practical
experimentation, analyzing the effects of stage speech training, attention development, emotional
expressiveness, and mastery of body and voice techniques on the dubbing outcome. The research
stages included data collection, conducting experimental tasks, analyzing the results, and formulating
conclusions. The findings demonstrated that a comprehensive approach to dubbing actor training
significantly improves performance quality. Working with the body, voice, and consciousness provides a
foundation for successful adaptation to recording conditions and ensures higher synchronization with
the visual track. Particular attention is given to the methodology’s flexibility, which allows adaptation
to students’ individual characteristics. The results indicate that the use of Konstantin S. Stanislavski’s
methods, combined with modern exercises for relaxation, concentration, and microphone practice, is
an effective tool for training future specialists. The proposed approach has practical value and can
be incorporated into the curricula of creative universities, thereby improving dubbing quality in both
national and international film industries.

Keywords: dubbing, stage speech, acting skills, speech technique, audiovisual translation, emotional
expressiveness.

Cite: Kussanova Anipa, and Samal Bakirova. Bobkov Ilya, and Anastassiya Naizabekov. “Professional
training of dubbing actors and its impact on the quality of audiovisual translation.” Central Asian
Journal of Art Studies, Vol. 10, No. 4, 2025, pp. 101-117,D0I:10.47940/cajas.v10i4.1117
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Abstract. The article examines the pearl of Kazakh classical oral literature - the lyric-epic poem «Kyz
Zhibeky, first staged on the Kazakh stage in 1934. It highlights the history of its stage interpretations
to the present day, including a deep fundamental analysis of the individual characteristics of actors
and directors. The development and history of the lyric-epic work are investigated. As research
methods, a list of “Kyz Zhibek” theatrical productions was compiled, as well as a chronological
comparative analysis of the performances for each year. The article examines the history of writing
and the style of works by specialists who adapted it into drama, opera, and libretto, particularly

the dramatic productions by Evgeny Brusilovsky and Gabit Musirepoy, as well as ballet and opera
versions, which are subjected to in-depth scientific comparative analysis. In the period from 2017 to
2023, special attention was paid to modern stage productions presented in independent theaters

of Kazakhstan, their role and artistic significance in the renewal of national culture. The authors
focus on the innovative representation of the image of “Kyz Zhibek” and describe the process of its
reinterpretation in modern cultural and artistic discourse. The set design of the play, the dramatic
structure, and choreographic solutions give this epic work a new artistic content. Special attention

is paid to the interpretation of the Kyz Zhibek aria performed by Bibigul Tolegenova, as well as the
synthesis of stage movement and plasticity. The performance, based on the lyrical epic poem “Kyz
Zhibek” by Zhusipbek Shaikhislamuly, was subjected to an in-depth analysis. The research was based
on the works of Russian theater and art critics such as Gulnara Dzhumaseitova, Dauren Abirov, and
Bulat Ayukhanov.



The work “Kyz Zhibek” retains its relevance and artistic power in the history of Kazakh classical
art for decades and has become an important example of the interpretation of epic heritage from
a director’s and stage point of view. The results of the study demonstrate narrative and artistic
innovations in modern Kazakh stage art. The study invites an international art historian reader to
evaluate the creative view of the directors, production designers and actors who staged the play “Kyz
Zhibek”, and presents new content and images in the interpretation of the Kazakh lyrical epic. The
scientific study of various approaches to the scenic interpretation of the national heritage opens the
way to a deeper understanding of the development of the Kazakh theater.
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Introduction

yz Zhibek, as a poetic chronicle of
Kove and honor transmitted through
generations, continues to capture
the attention of audiences and critics
alike, maintaining its relevance on the
contemporary stage. The commemoration
of Kazakh women through historical
accounts, monuments, and memorial
practices demonstrates the pragmatic role
of public memorials in reinforcing officially
sanctioned gender roles in public space
(Rees 445). One of the most significant
examples of Kazakh classical literature —
the lyrical-epic poem (a genre combining
epic narrative and lyrical expression) that
for centuries has been preserved as a poetic
chronicle of love and honor. Kyz Zhibek
— is a spiritual and cultural phenomenon
that has had a profound influence on the
development of national theatre, music,
and choreography. This article discusses
the significance of the libretto “Kyz
Zhibek” by playwright Gabit Musirepov
in the development of Kazakh theater art.
The new staging models of performances
that have appeared on the theater stage
over the years are analyzed in terms of

scenographic, musical, and choreographic
interpretations.

The interplay of music, scenography,
dramaturgy, and choreography in the
performance creates an artistic unity that
reveals the aesthetic potentials of national
art. The widespread use of extended
reality (XR) technologies in theater
and performance arts complicates the
understanding and creation of scenography
(Rixon 484). The study places special
emphasis on the performance tradition and
staging decisions in the interpretation of
arias by opera singer Kiilash Bayseitova.
Additionally, the article examines the
cultural representation of the character Kyz
Zhibek over time, focusing on its stagings
in independent Kazakh theaters between
2017 and 2023, as well as the issues of
revitalizing national identity within this
process. The research aims to identify
the transformation process of national art
through contemporary stage productions of
Kyz Zhibek.

Methods

The primary material for this study is

the play Kyz Zhibek by Evgeny Brusilovsky,
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which has remained relevant for many years
and is recognized as a landmark event in
the history of Kazakh classical literature
and theater. This production serves as an
exemplary model of staging the Kazakh
epic on stage, where directorial vision and
scenographic decisions vividly reflect the
richness of national culture and artistic
traditions.

The research methodology is based on a
systemic approach, incorporating analysis
of directorial concepts, scenographic
solutions, and a comprehensive
examination of the dramaturgical structure
of the performance. Special attention
is given to the interaction between the
director’s vision and the artistic design,
identilying contemporary methods of
reinterpreting epic material in modern
theater.

The Kyz Zhibek production is directly
dependent on the creative approaches of the
director and set designer, allowing for the
introduction of new content and imagery
in the interpretation of the Kazakh epic. A
scholarly investigation of various staging
concepts for national heritage opens
pathways to a deeper understanding of the
development trends in Kazakh theater.

On November 7, 1934, the official
premiere of the Kyz Zhibek opera took
place at the Abai Kazakh State Opera and
Ballet Theater in Almaty. This historic
event marked an important stage in the
formation of Kazakh professional opera.
The lyric-epic poem and epic Kyz Zhibek
by Yusupbek Shaykhislamuly were brought
to life anew in stage language, enhancing
their relevance within the national cultural
space.

As the research object, Kyz Zhibek
performances staged in various theaters
over 30 years after the 1971 premiere of E.
Brusilovsky’s ballet were analyzed.

Discussion

Folkloric epic poems hold a special
place in the spiritual heritage of any

nation. They are regarded as cultural and
cognitive values that transmit a people’s
historical consciousness, worldview,
lifestyle, traditions, and customs to future
generations. The epic heritage preserved in
Kazakh oral literature—particularly heroic
epics and lyric-epic works—constitutes
an inseparable part of the artistic system
that defines national identity. While heroic
epics emphasize themes of defending the
homeland, bravery, and honor, lyric-epic
poems depict everyday life, love, social
relationships, and the inner emotional
world of individuals. (Epic narratives in
Kazakh culture, such as batyr jyr, serve

as guardians of historical memory and
social ideals, whereas lyrical-epic poems —
mahabbat jyr — focus on personal feelings,
love, and the tragic fate of the heroes. ‘Kyz
Zhibek’ belongs to the latter category,
combining narrative structure with
profound lyrical content.)

Epic poems such as Kobylandy,
Alpamys, Kozy Korpesh — Bayan Sulu,
Aiman — Sholpan, and Kyz Zhibek, which
have been orally transmitted across the
vast territories of the Kazakh people from
generation to generation, constitute the
golden treasury of the epic genre. All these
works are founded upon moral ideals and
evoke a deep interest in the traditions,
customs, and ethnic characteristics
embedded in the material and spiritual
life of the Kazakh people (Vostrov et al.
82), and are regarded as cultural heritage
(Reichl 45). Various versions of these
works showcase the diversity of folk poetics
and oral art. Among them, the lyric-epic
poem Kyz Zhibek stands out for its artistic
structure, poetic imagery, and richness
of content. This work reflects the Kazakh
worldview through its portrayal of concepts
of love, notions related to the upbringing of
girls, social environments, and models of
personal behavior.

The lyric-epic poem (distinct from
epic narrative, which focuses on collective
memory and social values, whereas the
lyrical-epic emphasizes personal emotions



and destiny) Kyz Zhibek is considered one
of the highest artistic and ideologically rich
works in Kazakh folklore. In literary studies,
it has been proven that the poem is not a
legend but a work based on real-life events
and historical figures. The poem artistically
portrays Kazakh customs, lifestyle, national
consciousness, and themes of heroism and
conscience. Through the love story between
the main characters, Kyz Zhibek and
Tolegen, the poem reflects the moral values
and ethical principles of the people.

One of the earliest versions of the
Kyz Zhibek poem was recorded from the
narration of Musabay Zhirauly, who lived
in the 17th century. This version was
first transcribed onto paper by Evgeny
Alexandrov. Later, in the 19th century,
the Tatar teacher Fatykh Tukhvatulin
recorded and published a version from the
Zaisan region. Yusuibek Shaykhislamuly
also submitted the poem for publication
several times in Kazan. In 1927, Yusufbek
mentioned in a meeting with academician
Mukhtar Auezov that he had recorded
the poem from a zhirauly in Akshamshi
(History of Kazakh Literature 194).

The artistic power of the Kyz Zhibek
poem contributed not only to its widespread
presence within the folkloric genre but
also to its prominent representation in
professional theater and musical stage
arts. In the development of scenography in
Kazakhstan, the opera Kyz Zhibek holds
a special place. This production became a
milestone in the development of national
scenography and directing.

In 1936, during the first Decade of
Kazakh Literature and Art held in Moscow,
this drama was staged and received high
acclaim from audiences. The role of Kyz
Zhibek was performed by the famous opera
singer and renowned Kazakh nightingale,
Kiilash Bayseitova (Sygay, Akhmetova 25).

In 1936, the Decade of Kazakh
Literature and Art held in Moscow became
one of the significant historical moments
that stimulated the development of national
stage art. During this period, Kiilash

Bayseitova, who performed the role of
Zhibek in the Kyz Zhibek opera, captivated
the audience with her mastery and won
a special place in the hearts of viewers.
Following this performance, she earned
the unofficial title “Kazakh Nightingale”
and became a symbol of national opera
art. Despite living only 45 years, K.
Bayseitova’s name has become ingrained
in the spiritual memory of the Kazakh
people and left an indelible mark on cultural
history (Sygay, Akhmetova 42).

A significant contribution to the stage
success of the Kyz Zhibek production
was made by Jumad Shanina, one of
the founders of Kazakh theater art. He
worked with great responsibility in shaping
the scenographic, musical, and acting
components of the performance. Shanina
paid meticulous attention to every detail of
the stage, including mise-en-scene and the
system of images, enhancing the artistic
quality of the work.

Results

The study’s findings demonstrated that a
harmonious fusion of traditional Kazakh
cultural elements and contemporary stage
technologies forms the scenographic
solutions in the Kyz Zhibek ballet. Through
skillful use of spatial design and color
schemes, a profound emotional atmosphere
is created that vividly expresses the inner
world of the characters. The dynamic
interplay between light and shadow
enhances dramatic tension and intensifies
the audience’s emotional experience.

The traditional narrative core of the
plot remains intact while fostering the
emergence of a new stage atmosphere.
In this context, scenographic projections,
mobile sets, and lighting solutions generate
a cinematic effect that allows viewers to
immerse themselves in the artistic space
of the Kazakh epic. Such approaches
link traditional cultural codes with
contemporary artistic discourse, outlining

CAJAS Volume 10. Issue 4. 2025

[N
N

1

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD




CAJAS Volume 10. Issue 4. 2025

1

N
N

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD

new developmental prospects for national
stage art.

The interplay of musical, choreographic,
and scenographic elements serves as the
foundation for creating a unified artistic
image in the production. Composer Evgeny
Brusilovsky’s musical score intensifies
the emotional load and facilitates deep
immersion into the characters’ world.
Arrangements and musical themes based
on Kazakh national melodies adapt the epic
content to modern stage language. These
approaches play a crucial role in shaping
the audience’s emotional and aesthetic
reception of the Kyz Zhibek poem’s stage
representation (Tabacki 119).

The choreographic solutions developed
by Bolat Ayukhanov make a significant
contribution to revealing the psychological
portraits of the characters. The dance
elements play a crucial role in conveying
their internal tensions and emotional
states. By synthesizing traditional Kazakh
dance movements, the stage scenes gain
authenticity and emotional depth. The
interactions between dancers on stage
provide momentum to the dramaturgical
structure of the production and enhance its
artistic expression.

Additionally, attention was paid to the
stage revival of the Kyz Zhibek ballet,
which serves as the object of this study.
The ballet of the same name by Yevgeny
Brusilovsky, premiered in 1971, was not
long retained in the theater repertoire after
its initial performance. According to art
historian LySarinova, the one-sidedness of
the plot structure and the weak portrayal
of antagonistic forces became the work’s
weaknesses, leading to its removal from the
stage (Sarinova 64).

Recent interpretations have aimed to
improve artistic quality in this respect. The
professional experience of director Aktoty
Rayimkulova, choreographer Georgiy
Kovtun, and international creative teams
invited from Ukraine and Russia played an
important role in the stage renewal of the
ballet. The new production offered a model

Figure 1. People’s Artist of the USSR Bibigul
Tulegenova as Zhibek in the opera Kyz Zhibek
by Y.Brusilovsky. Stage of the Abai Kazakh
Academic Opera and Ballet Theatre, 1974. Archival
photograph.

for approaching the stage interpretation
of national heritage with a contemporary
aesthetic perspective.

On the stage of the Abai Kazakh
Academic Opera and Ballet Theater,
the prominent representative of Kazakh
musical art, People’s Artist of the USSR
Bibigul Tolegenova performed the role of
Kyz Zhibek in the opera “Kyz Zhibek” by
the composer Yevgeny Brusilovsky. (see
Fig. 1). Her vocal interpretation, especially
the “Gakku” which became the artistic
pinnacle of the production, was highly
praised by audiences and critics alike. This
aria became an artistic hallmark of Bibigul
Tulegenova’s stage persona during that
period and secured its place as a vocal
masterpiece in the national opera repertoire
(Sputnik Kazakhstan).

The staging of the Kyz Zhibek opera
not only contributed to the development
of musical dramaturgy, stage culture, and
acting performance but also represented
a major creative achievement that
defined the trajectory of Kazakh classical
art. Such artistic accomplishments
were harmoniously combined with
the production’s scenography and
dramaturgical composition.

Various stage versions of Yusupbek
Shaykhislamuly’s Kyz Zhibek poem
(opera, ballet, drama) have retained their
relevance in the 21st century. The premiere



held on February 10, 2017, at the Astana
Opera Theatre elevated the modern
interpretation of the work to a new level.
Through Gabit Musirepov’s dramaturgical
version, Yevgeny Brusilovsky’s opera, and
Bylat Ayukhanov’s ballet production, Kyz
Zhibek was enriched not only musically
but also through new artistic solutions

in scenography, choreography, and
dramaturgy.

These productions preserved the
profound meaning and artistic nature of
the Kazakh epic while offering information
about the director, designer, and year of
performance. Additionally, they presented
the work anew through contemporary
stage techniques. In Bolat Ayukhanov’s
ballet interpretation, the character of
Zhibek was revealed to the audience from
a completely new perspective, serving
as a successiul example of introducing
contemporary artistic language into
national choreography. Based on the data
considered in the article, Table 1, compiled
by the author, systematizes the various
interpretations of Kyz Zhibek across
different years and theater stages. Table
2 provides information on the director,
designer, and year of the Kyz Zhibek
production premiered in various cinemas.

In the present period, active efforts
are underway to revive, condense, and
reinterpret classical Kazakh literature
and epic works on the theatrical stage,
making them accessible and engaging for
contemporary audiences. One such creative
collective is the Youth Theatre in Astana.
Recently, this theatre premiered a musical
Kyz Zhibek based on Gabit Musirepov’s
epic. The director, Nurkanat Zhakypbai,
an honored cultural worker of Kazakhstan,
emphasized that staging the performance
as a new interpretation was the result
of comprehensive research and creative
exploration.

Relying on the epic text, the director
selected only the main plotline of Zhibek
and Tolegen’s destinies. On stage,
the characters of Zhibek, Tolegen,

Bekejan, Duria, Shege, and several

others representing youth appeared. The
performance placed the lovers’ story at the
forefront, highlighting the theme of love. In
this case, integrity and coherence function
as fundamental and constructive features of
the artistic text, constituting its substantive
and structural essence (Baybekova et al.
88).

Nurkanat Zhakypbai provided each
actor with an individual interpretation
and constructed the performance
through contemporary stylization. This
demonstrates the director’s thorough study
of the work and the harmonious integration
of stage space and musical rhythm. The
concept of the performance was clearly
expressed through vocal composition,
dance, singing, acting, scenographic
conventions, and effective mise-en-scéne
solutions, making the staging notably
distinctive in its choreographic-based
directorial signature. Particular attention
was paid to the seamless compositional
continuity between consecutive stage
actions.

Musically, the production utilized the
famous aria «Gakku» and the phrase
«Zhana ai zharlyka, eski ai esirke» from
E.G. Brusilovsky’s Kyz Zhibek opera as
leitmotifs. The musical arrangement,
developed by Yerbolat Kudaibergen
and Zhandaulet Batai, presented these
themes to the audience in a rock style
that preserved traditional national motifs
alongside contemporary melodies.

Set designer Erlan Tuyakov made a
notable contribution to the scenography.
His creative decisions were evident from
the moment the curtain rose. The director
and designer’s shared vision materialized
in a nearly five-meter-long prop structure
resembling a large boat, composed of
three parts. This apparatus served various
functions throughout the performance,
defining characters’ images and allowing
actors freedom of movement on stage.

[t immediately captured the audience’s
attention and was highly praised as a
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Table 1. Chronology and theatrical geography of stage interpretations of Kyz Zhibek

from 2019 to 2023

N2 | Theatre Title of the | Director Choreographer | Set Designer Year of
Production Staging
1 | Astana Opera Kyz Zhibek | Mikhail Mukaram Sofya 2017
Pandzhavidze Avakhri Tasmagambetova,
Pavel Dragunov
2 | Zhastar Theatre | Kyz Zhibek | Nurkanat Gulzhan Yerlan Tuyakov 2018
Zhakypbay, Tutkibayeva
Shyrin Mustafina
3 | Abay Kazakh Kyz Zhibek | Mikhail Aigul Tati Sofya 2019
National Opera Pandzhavidze Tasmagambetova,
and Ballet Pavel Dragunov
Theatre
5 | Azerbaijan Kyz Zhibek | Dina Anna Tsoy Ainur Esbolatovna | 2020
Mambetov State Zhumabayeva
Drama and
Comedy Theatre
6 | Kalibek Kyz Zhibek | Alibek Gulzhan Shynar 2023
Kuanyshbayev Omirbekuly Tutkibayeva Elembayeva
State Kazakh
National Musical
Drama Theatre

Table 2. Key details of the Kyz Zhibek performance staged in various cinemas in 1972

N2 | Cinema Title of the Director Production Year of Premiere
Production Designer
1 Tselinny Cinema Kyz Zhibek Sultan-Akhmet Gulfairus 1972
Khodzhiikov Ismailova

meaningful decoration that brought
catharsis to the human spirit through stage
effects.

Choreographer Shyryn Mustafina
skillfully incorporated traditional Kazakh
dances, enriching the director’s and
designer’s artistic ideas and enhancing the
overall aesthetic atmosphere. Individual
and group stage solutions aligned with
the maqams of national dances increased
the composition’s coherence and
expressiveness.

In the exposition, the role of Kyz Zhibek
was performed by Nazerke Serikbolova,
who danced the Karazhorga with her female
companions, executing thousand-twists
with expressive style. The harmonious
ensemble and musical rhythm impressed
the audience. However, while Serikbolova’s

portrayal of Zhibek tenderness, further
work on expressing the character’s inner
emotions would be beneficial. Focusing
more on acting skills, beyond appearance
and vocal performance, would enhance her
role.

The play continues its life, evoking a
deep emotional reaction from the audience.
In the film “Kyz Zhibek,” based on Gabit
Musirepov’s screenplay, the role of the
main character, played by Meruyert
Utekisheva, gained special significance.
The actress vividly portrayed the image of
Zhibek, showcasing the beauty of Kazakh
women. This film remains a work that
successfully conveys the theme of love to
the audience.

At the same time, the performance
emphasizes the values of patriotism while



In 2019, the opera “Kyz Zhibek” at
the “Astana Opera” theater significantly
differed from its initial debut performances.
The production utilized modern 3D
technologies portraying the four seasons
for the audience, expanding the artistic
possibilities of the theater stage. (Figures
3, 4). The decorations were developed by
the theatre’s Italian partners; each detail
was crafted to correspond stylistically
to the historical period and organically

Figure 2. Meruert Otekesheva, a Soviet and Kazakh 1r1tegrated into the architectural .
cinema and theater actress, at the moment she environment. Contemporary spatial and

played the role of Zhibek in the film «Qyz Zhibek» ~ urban elements, including towers and brick

shot in 1972. walls, were presented in a monotonous yet S
impressive manner. For instance, plastic :
celebrating the spirit of heroism, loyalty in bricks appeared realistic from a distance, 2
friendship and love. Additionally, the deep enhancing the stage’s visual perception. é
philosophical ideas of a person’s right to The joint work of scenographers Sofia e
personal happiness and free emotions are Tasmagambetova and Pavel Dragunov 2
conveyed to the audience in a compelling ensured the production’s integrity. Their ;
manner (Kazakh Romantic Epic 439). costume designs featured traditional =
The scenographic solutions in the Kyz patterns, with nearly three hundred and fifty S
Zhibek opera and ballet stand out for their costumes adorned with hand-sewn beads
exceptional simplicity and clarity. The (astanaopera.kz).
harmony between the decorations and Two distinct costumes were prepared
costumes is constructed on an artistic for the main role portraying Kyz Zhibek.

prism that vividly reflects the national
character on stage. This tandem work,
combining the creative collaboration of
the scenographer and choreographer,
successfully conveys the Kazakh word
with an epic voice and achieves harmony
through the flexibility of dance language.
The unity of scenography is expressed
through a palette of national colors,
with costumes expressively conveying
the characters’ inner world, genuine
emotions, and interpersonal relationships
(Mosienko 126). Decorations, based on
straightforward simplicity, were created
according to sketches corresponding to the
historical period, and minimalist design
elements predominate in the production.
For example, the symbolic image of
swans represents the emotional transition
between light and darkness, while the
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image of Zhibek metaphorically stages production performed in 2019 at the Astana Opera
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The hero’s attire expresses her character
traits clearly through its color scheme.
The geometric patterns on the shapan
(traditional cloak) signify Zhibek’s strong-
willed and determined personality, while
the soft embroidery on the dress beneath
the chest piece conveys the delicate and
sensitive nature of the young woman.
Decorative elements of the costume include
artificial stones and natural jewelry made
from sea pearls.

The “Bridal Outfit” in the play gained
a special significance. This outfit, depicted
through the traditional white and red
colors of the Kazakh ceremonial attraction
ritual, leaves a symbolic meaning for the
audience. The scenographic solution
distinguished by the pearl and coral hues
embodies the purity of the young woman’s
soul and the reflection of unfulfilled hopes.
The main features of the costume include
the embroidered patterns with stones
and beads on the lace skirt, as well as the
striking silver ornaments. (Abenova).

On October 24—25, 2023, a new
staging of this work was performed at the
K. Kuanyshbayev State Drama Theatre.
The adaptation’s authors are Miras Abil
and Lazzat Alpysbayeva, and the director is
Alibek Omirbekuly. Presented in the genre
of dramatic opera, the production features
music by composer Evgeny Brusilovsky.
The performance lasts approximately three
hours and is built upon continuous and
engaging events.

At the beginning of the performance,
the image of Bazarbai appears on stage,
with actor Nurken Oteuilov bringing
nine white cradles to the front stage. In
Kazakh culture, the cradle symbolizes the
purity, health, and safety of the child and is
treasured as a cultural emblem. The cradle
wishes the child a long and prosperous life
and, consistent with nomadic customs, can
be conveniently placed on a camel or cart,
emphasizing the importance of this national
tradition.

Throughout the performance, the
stage space is presented with a unique

directorial and scenographic approach.
During the exposition, actor Nurken
Oteuilov, portraying Bazarbai, sequentially
carries nine white cradles to the left side
of the stage (see Figure 5), sharing tragic
memories associated with each. Each
cradle symbolizes the fate of a newborn and
their premature departure from this world,
leaving a profound emotional impression
on the audience. This staging choice is
executed with notable artistic innovation,
skilliully conveying tragic content through
the language of the stage. The harmonious
creative collaboration between the director
and scenographer transforms the depiction
of Tolegen’s birth into a poetic and
metaphorical stage image.

The scenes in this depiction beautifully
illustrate the condition of Bazarbai, who
is shrouded in mourning for his 9 children
that he buried after their birth, including
Tolegen, Sansyzbai, and Karylgash
mentioned in the song.

Figure 5. Stage performance of actor Nurken
Oteuilov portraying the character of Bazarbay in the
production

In the stage design, the actors wear
uniform white costumes, ensuring
compositional unity. The color white was
chosen as a symbol of purity, hope, and
innocence, enhancing the aesthetic impact
of the performance.

Director Alibek Omirbekuly’s creative
decisions fully align with the innovative
demands of contemporary theatrical
direction. By integrating traditional staging
methods with modern artistic tools, he
presented a new level of interpretive



approach. Previously recognized for his
avant-garde directorial style through
productions such as The Rooster in
Shymkent and Don Quixote at the K.
Kuanyshbayev State Academic Kazakh
Musical Drama Theatre, the director once
again effectively utilized experimental
techniques to exploit theatrical space.
One of Kyz Zhibek’s notable
achievements is its use of decoration—
both spatial and costume design.
Observing Omirbekuly’s work reveals his
particular attention to stage decoration and
costumes in his productions. This careful
craitsmanship is evident in collaboration
with scenographer Shynar Elembaeva,
as both invested equal effort in the visual
aspect of the production. The white world
on stage, the open spatial freedom and
metaphors, minimalism in the setting,
the stylistic solutions of the costumes
worn by the actors, and their symbolic
undertones—all are clearly perceptible
(Zhumabay).

Figure 6. Stage performance of the dramatic
opera Kyz Zhibek presented in 2023 at the K.
Kuanyshbayev State Academic Kazakh Musical
Drama Theatre

The lyrical-epic poem Kyz Zhibek by
Yusipbek Shaykhislamuly was staged in
2020 at the A. Mambetov State Drama
and Comedy Theater under the direction
of Dina Zhumabaeva (see Fig. 7). This
production preserved the original narrative
of the epic poem while revitalizing it with
the artistic tools of contemporary theater.
In this version, the audience experienced
not only the folkloric content but also a

deeper understanding of the inner worlds
of the epic’s characters through stage
movement and acting.

Yusipbek Shaykhislamuly himself noted
that he did not simply copy the poem but
introduced his own artistic additions. About
his version, he wrote:

«At first it spread from me, This Zhibek
became a story. From beginning to end,
it is all incomplete words, Sobbing and
weeping, aching. When it came from me,
those who heard it cried, I want to kiss it
and breathe on it once» (Babalar sozi 84).

Special attention was given to the
choreographic solution in the production.
Choreographer Anna Tsoi deeply revealed
the interrelation between dance and
stage action, prioritizing the expression
of characters’ psycho-emotional states
through plastic movements. Here, the
actors’ inner worlds are woven in the
language of dance, with scenes based
more on movement than on words. This
directorial and choreographic approach

Figure 7. Kyz Zhibek stage production at the
State Drama and Comedy Theatre named after A.
Mambetov, 2020.
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aligns with Konstantin Stanislavski’s
principles of acting mastery: “One must
act on the stage. The foundation of acting
and drama arts is activity and action.”
(Stanislavski)

Through this staging, the poem’s
content entered a new artistic space and
harmonized with contemporary aesthetics.
This stage interpretation offered a renewed
perspective on the Kazakh epic, allowing
its artistic potential to be communicated
aesthetically to a modern audience.

Basic Provisions

+ The lyrical-epic poem Kyz Zhibek is a
significant artistic work that reflects the
spiritual essence and national code of the
Kazakh people, offering broad opportunities
for stage interpretations.

+ At every historical stage, theatre
directors and scenographers have
attempted to harmonize traditional folklore
with contemporary stage technologies
in adapting Kyz Zhibek for theatrical
performance.

* The harmony between scenography,
musical accompaniment, and choreography
contributes to a deeper artistic and
ideological interpretation of the epic.

* In modern productions (e.g.,

Astana Opera, Kalibek Kuanyshbayev
Theatre, Zhastar Theatre), directorial and
scenographic choices reflect a synthesis
of national motifs and innovative artistic
approaches.

+ Revitalizing the epic heritage through
stage art enhances the artistic potential
of Kazakh theatre and culture within the
global space.

Conclusion

Folkloric heritage serves as an essential
foundation for theatre and dramatic arts.
Kazakh epics preserve the spiritual and
cultural code of the nation by embodying

legends, traditions, and admiration for
heroic figures. These epics not only
celebrate pure love but also express the
ideas of individual freedom and the right
to love through the characters’ words and
actions.

The characters in Kyz Zhibek signify
a new direction in Kazakh folklore—one
that emphasizes sincere and conscious
love. However, the pursuit of this love and
its resolution varies in each interpretation.
Since the foundation of professional
theatre and the arts in Kazakhstan, cultural
figures have drawn on romantic epics to
create drama, ballet, opera, and later, film
adaptations.

In the context of globalization and
multicultural environments, preserving and
developing national epic heritage becomes
increasingly important. This process is a
prerequisite for national self-identity and
cultural recognition. Hence, directors,
scenographers, and choreographers must
continue exploring innovative solutions for
national stage productions. These should
go beyond thematic boundaries and strive
for visual coherence, plastic expression,
symphonic structure, and clear dramaturgy.

This research emphasizes the need
to reassess the epic narrative not just as
dramatic plot, but as a broader spiritual
and cultural space by reviving ancient
wisdom and maintaining artistic depth and
emotional subtlety.

The findings show that Kyz Zhibek and
its stage interpretations represent a crucial
avenue for exploring Kazakh spiritual and
cultural identity. Future studies should
focus on scenography and choreography
interplay, and on uncovering the national
and artistic identity of the Kazakh woman
through the image of Kyz Zhibek within
gender and national identity frameworks.
Advancing these directions will expand
the scope of national theatre studies
and contribute to a deeper scientific
understanding of Kazakh folklore and
classical stage art.
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Eckennupo Hapraii

Kaszaxckuit HauMoHabHbIH YHHBEpCHTET HeKyceTB uMenn Kyuisi baficentoBoii
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CLEHUYECKUE UHTEPMNPETAL MU NMO3Mbl «Kbl3 XXMBEK»: XYO,0XECTBEHHAS
TPAHCOOPMALNA B APAMATYPITUWU, BANIETE U ONEPE

AHHOTaums. B cTaTbe paccMaTpUBAETCS XKEMUYXKMHA KAa3aXCKOW KIACCUYECKOM YCTHOM NUTepaTypbl
- IMpo-3nuyeckas noamMa «Kbi3 XXubek», kotopas 6bi1a BepBble NOCTaBMEHA HA Ka3aXCKYH CLIEHY B
1934 rony, U OCBELLAETCS UCTOPUS €€ CLEHUYECKUX MHTEPMPETALMIA 1O CETOAHSILIHErO AHS, BK/OYas
MHOMBUAYabHbIE 0COBEHHOCTU aKTEPOB U PEXUCCEPOB B MYyO6OKOM DyHAAMEHTaNIbHOM aHanM3e.
MccnenoBaHo pa3BUTHE U UCTOPUS MPOUCXOXKAEHUS IMPO-3NMYECKOro Npou3BeseHus. B kauyectse
Memodos uccnefoBaHus 6bln COCTABEH CMMCOK TeaTpasibHbIX NOCTaHOBOK «Kbi3 XXnbek», u nposeseH
XPOHONOTMYECKMI CPAaBHUTENbHBIV aHaNM3 CrekTakeln 3a Kaxabli rof. Paccmatpusaetcs uctopus
HanUCaHWs U CTU/b MPOM3BEAEHMI CMELMANUCTOB, aAaNTMPOBABLUMX Er0 B ApaMmy, onepy, IMbpeTTo,
B YaCTHOCTU: ApaMaTMyeckas noctaHoska EBreHus bpycunosckoro u [abuta Mycupenosa, a Takxe
6aneTHble U onepaHble BEPCUM, KOTOPbIE NMOABEPralTCs Fy6OKOMY HayYHOMY CPAaBHUTENILHOMY aHaNM3y.
B neprop ¢ 2017 no 2023 ropbl ocob0e BHUMaHWe ObiNo yaeneHo COBPEMEHHbBIM CLLEHUYECKUM
MOCTaHOBKAM, NPEACTaBNEHHbIM B HE3aBUCMMbIX TeaTpax KasaxcraHa, Ux posiu U XyL0XXeCTBEHHOMY
3HAYEHUIO B 0OHOBNEHMM HALMOHANBHOM KyNbTypbl. ABTOPbI OCTaHABAMBAOTCS HA MHHOBALMOHHOW
penpe3eHTaumm obpasa «Kbi3 XXnbek» 1 onucbiBaKOT MPOLLECC €70 MEPEOCMBbIC/IEHUS B COBPEMEHHOM
KYNIbTYPHO-XYA0XECTBEHHOM Auckypce. CueHorpadus cnekTakis, 4paMaTypruyeckas CTpykTypa u
xopeorpaduyeckue peLleHus NPpUAAKT 3TOM 3NUYECKO paboTe HOBOE XYA0XECTBEHHOE COLEPXKAHME.
OcobeHHo BblaenseTcs uHtepnpetaums apum Koiz XXubek, ucnonHsemoii buburyns TynereHoBa, U cMHTE3
CLLEHMYECKOr0 ABMXKEHUS U MIAcTUKU. CNeKTakab, OCHOBAHHbIM Ha NMPO-3nMyeckoi noame Xycunbeka
Laixuncnamosa «Kbi3 XXnbek», noaBeprHyT rybokoMy aHanusy. B uccnenosaHum B Ka4ecTBe OCHOBbI
6bI/IM UCMOIb30BaHbI PAabOThI OTEYECTBEHHBIX TEATPOBELOB M UCKYCCTBOBEA0B, TakMX Kak [ynbHapa
XymaceutoBa, [laypeH Abupos n bynat AtoxaHoB.

Mpowussenerune «Kbi3 XXnbeks» cOXpaHSIeT CBOK aKTyaNnbHOCTb U XYA0XECTBEHHYO CUIY B
MCTOPMM Ka3axCKOro KJ1aCCUYECKOro MCKYCCTBA Ha MPOTSKEHUW AECSTKOB NIET U CTAHOBUTCS BAXKHbIM
NpUMEPOM MHTEPNPETALLUM IMUYECKOTO HACIEAUS C PEXXMUCCEPCKON U CLLEHOrpadunyeckoi ToUKM
3peHusl. Pe3ysibmamel UCCNEA0BAHUS AEMOHCTPUPYIOT HAPPATUBHbIE U XYA0XECTBEHHbIE 0OHOBIEHUS
B COBPEMEHHOM Ka3aXCKOM CLLEHMYECKOM MCKyCcCTBE. MccnenoBaHve npeasiaraeT MexayHapogHoMy
XYL,0XECTBEHHOMY YMTATENIO OLLEHWUTb TBOPYECKUIA B3MISA PEXMCCEPOB, XYA0XKHUKOB-MOCTAaHOBLLMKOB
M aKTEPOB, MOCTaBMBLUMX crekTak/b «Kbi3 XXnbek», 1 npeacTaBnseT HOBbIE COAEPXKaHUsA U 06pa3bl B
MHTEPMPETaLMM Ka3axcKoro IMpo-3noca. HayyHoe nccnenoBaHne pasanMyHbiX NOAXOA0B K CLEHUYECKOM
MHTEPMPETaLM1 HAaLMOHAIbHOTO Haceams OTKPbIBAET NyTb K 6onee rybokoMy NOHWMaHMIO NpoLecca
pa3BUTUS Ka3axcKoro TeaTpa.

Kntoyessie cnoea: Kbi3 XXubek, Teatp, cLueHorpadus, CLEHUYECKAs MHTEpNPEeTaLms, ApamaTyprus,
6anert, XynoxecTBeHHble GopMbl B onepe, TpaHchopmaLms.

Ana yumupoearus: CattbibaeBa Canaa, HapTait EckeHanpos. ‘CLeHMYecKmne MHTeprpeTaLmm nosmbl
«KbI3 Xnbek»: xynoxxecrBeHHas TpaHchopMaLus B apamatypruu, 6anete u onepe”. Central Asian Journal
of Art Studies, T. 10, N24, 2025, c. 118-133, DOI: 10.47940/cajas.v10i3.1097

Asmopbl npoyumanu u 0006puu 0KOHYamesbHbIl 8apuUAHM pyKonucu U 3aseastom 06 omcymcmeu
UKOH®IUKMA UHmMepecos.
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Corriocaesa Caupa

Kaszak yarTbik Xopeorpacus akagemusichl (Acrana, Kaszakcran)

EckenpipoB Hapraii

Kyusour Baiiceiiitoa atbiniarbl Kazak yattbik eHep ynusepeureti (Acrana, Kasakeran)

«Kbl3 XXIBEK» MO3MACbIHbIH, CAXHAJIbIK MHTEPMPETALUAJIAPDBI: APAMATYPIUALAFbDI,
BANIETTETI XXoHE ONEPALAFbl KOPKEMAIK TPAHCO®OPMAL NS

AHnpartna. Makanaga Kasak, KnaccuKkanblK, aybl3 agebueTiHiH, ayhapbl — «Kpbi3 Xibek» anpo-

3NMKanbIK NO3MaCbIHbIH 1934 Xblnbl anfall Ka3ak, CaxHaCblHA KOMbIAFaHHAH 6actan ByriHri KyHre

[leiiiH 3aMaHayM CaxHanblK UHTEeprpeTaLumsnapbl XaH-XaKTbl CaXHanaHy Tapuxbl MeH aKTepnep,
PEXMUCCEPAiH 63iHAIK epeKLenikTepiH QyHAAMeHTaNbAi TEPEH Tanaay Herisri MakcaTka anblHabl. JIpo-
3NOCTbIK, LUbIFAPMAHbIH, AaMY 3BOIOLMSCbIMEH LUbIFY TapUXbl 3epTTENreH. 3epTTey adicmepi peTiHae
«KpbI3 XKibek» KOMbINbIMbIHbIH, TeaTpAapAa KOWbIIFaH TisiMi KecTere Tycipinin ap6ip Xblnaapaarbl
CMEeKTaKNbAEPre XpPOHONOIUS/bIK CaNnbICTbipMasbl Tanaay xacangpl. [lpama, onepa, iMbperTora
aviHanablpFaH MaMaHAAPAbIH, )a3y TapMXbIMEH CTUAI HAKTbl aiTKaHAa: EBreHn bpycunoBckuii MeH fabut
MycipenoBTiH ApaManblk KOMblIbIMbl, DaneT xaHe onepanbik, HyCKanapbl HEri3iHAE KapacTblpbibIM,
FbINIbIMM CanNbICTbIpManbl TYPFblaad TepeH, TanaaHaabl. 2017-2023 xbingap apanblifbiHAA TYENCi3
KasakcTtaH TeaTpnapblHAA YCbIHbIIFAH 3aMaHayu CaxHasblk, KOMbIIbIMAAPFA, ONapAbIH, YATTbIK,
M3LEHUETTI XaHFbIPTYAaFbl OPHbl MEH KOPKEMAK MaHbI3blHA epeKLUe Ha3ap ayAaapbligbl. ABTopiap
«KpbI3 XKibek» 6eMHEeCiHIH, MHHOBALMSANbIK, penpe3eHTaLMaCbIHA TOKTaNbIM, OHbl Ka3ipri MOAEHU-KePKeEM
OMCKYPCTa KanTa OMNacTbipy YAepiciH cunattangbl. CnekTakabAiH cueHorpaduscobl, ApaMaTyprusblk,
KYPbIbIMbl MEH XOpeorpaduanbIK, WeLliMAepi apKpiabl 6y 3NUKanbIK WbIFAPMA XaHa KOPKEM
Ma3MyHMEeH TO/bIKKaH. Ocipece, bubiryn TenereHoBaHbIH, OpbiHAAYbIHAAFbI Kbi3 XKibek apusaChIHbIH,
MHTEPMPETaLMsAChl MEH CaXHaNbIK, KMMbIN-MNIACTUKAHbIH CUHTE3iHE epeKlle Ha3ap ayaapbinmbl. Kycinbek
LLlarxmMcnaMynbiHbIH IMPO-3NMKanblk No3MackiHa HerisgenreH «Kpi3 Xibek» bIpbIMEH KOMblIFaH
cnekTakb TepeH, TanaaHfaH. 3eptTeyae lynbHapa XXymaceliTosa, [laypeH obipos, bynat AtoxaHoB
CUSAKTbI OTaHAbIK TEATPTaHYLbIIAp MEH BHEPTAHYLWbIIAPAbIH eHOeKTepi Heri3 peTiHae anbiHAabI.

«KpbI3 XKibek» WbliFapMackl OHAAFaH Xblngap 60Mbl Ka3ak KNaCcCUKablK 6HEPi TApUXbIHAA ©3EKTiAiri
MeH KepKeMAiK KyaTblH CakTan Kenefi XaHe 3MNuKablK MypaHbl pEeXMUCCEPNiK XaHE cLeHorpadusanbIk,
TYPFblAAH TYCIHAIPYAIH MaHbI3Ab! VATICIHE aliHanyaa. 3epTTey HTUXKECi 3aMaHayM Ka3ak CaxHacbl
eHepiHAeri HApPaTUBTIK XXaHe KePKEMAIK XXaHapynapabl KepceTesi. 3epTTey XaablkapasblK 6HEPTaHy
oKblpMaHbIHa «Kbi3 XKibek» KOMbINbIMbIH CaXHaNnafaH PeXMCCEPNEP MEH KOKLbI CypeTLinep,
aKTEpNEPAIH, WbFapMaLlblblK, KO3KApacblH Bafanan, Kasak IMpo-3NoCbiH MHTEPMPeTaLMANayLa XaHa
Ma3MyH MeH 06pa3aapabl TaHbITafbl. YITTbIK, MypaHbl CaxHanayAarbl apTypAi TYXKbIpbIMAAPAbI Fbl1bIMU
TYPFblAaH 3epTTey Ka3aK TeaTpbIHbIH AaMy YPAICIH TEPEH, TYCiHyre o awagpl.

Tyiiin ce30ep: «Kbi3 Xibek», Teatp, cueHorpadms, CaxHanblk, MHTEPNpeTaLMs, ApamaTyprus, banert,
onepagafbl KepkeMaik dopma, TpaHchopmaums.

Cinmeme ywin: CatTibaeBa Canza, EckeHaipos Haptait. ««Kbi3 Xibek» no3mMacbiHbIH, CaXxHabIK,
WMHTEpNpeTaumsanapbl: ApamMaTyprusaasbl, banerTeri xxaHe onepagafbl KEPKEMAIK TpaHCHOpMaLLUS».
Central Asian Journal of Art Studies, 7. 10, N24,2025,118-133 6., DOI: 0.47940/cajas.v10i3.1097

Asmopnap KonwazbaHsIH COHFbI HYCKACbIH OKbIN, MAKY10a0bl #aHe Myooenep KalilublIbIFbl HOK,
eKkeHOi2iH ManiMOelioi.
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(Anmarbl, Kazakeran)

Anpartna. Makana noctapaManbik TeaTp 3CTETUKAChIHbIH, bIKMaNbIMEH AAaMbIN OTbIPFaH Kasipri Kasak,
[paMaTypruscbiHaarbl Keninkep TpaHcHOpMaLMACbIHA apHanafbl. ONeMAeri XaHe eniMisaeri MageHu-
3CTeTMKabIK 63repictep TeaTp MeH ApaMaTyprug TifliHiH e3repyiHe eneyni biknan eTin OTbIpFaHbl
6enrini. 3epTTey Xyprisyae TeaTpTaHyLWbINbIK-KOMNAPATUBTIK Tanaay, AUCKYPCTbIK-HAapPaTUBTIK

Tanpay xaHe GunocoduanbiK-repMeHeBTUKabIK MHTEPMpEeTaLMs TaCinaepi KonaaHbinabl. 3epTTeyaiH,
Teopuanblk Herisi peTiHoe CBeTnaHa [oHYapoBa-lpaboBCKasiHbIH, Ka3ipri OpbIC ApaMaTyprusicbiHAaFbI
KeMinKepAiH «dpeKeT eTyLi TyIFafaH» «KTaKipubeHi XeTKi3yLwwi Kyarepre» aiHanybl Typanbl TY>KblPbIMbl
anblHbIM, OTAHABIK APaMasblK MATIHAEPMEH CaNblCTbipMasbl Tanaay Xacanagpl. Makanaga coHfbl
OHXXbINAbIKTaFbl Xac Ka3ak ApamaTtyprrepi: OHHac baraart, onibek baibon, Aixapbik CynTaHkoxa,
JXaHibek OnikeH CblHAbI 3aMaHayun aBTOPAAPAbIH Nbecanapbl TangayFa anbiHaabl. Ocbl Kanamrepnepain,
LblFAapManapbiHAarbl KerinkepaiH 6ypbiHFbIAAl ChIPTKbl KOHDIMKTKE HerisaenreH benceHai sapekert
cybbekTici emec, kebiHe ilKi NCMXONOrMANbIK AAFAAPbIC NMEeH dNeYMETTIK OpTafarbl KYM3eniCTi XeTKi3yLwi
pedneKCuBTI TyFa peTiHAae 6eriHeneHeTiHi capanaHagpl. Kasak ApaMacbiHAafFbl Kerinkep Kasipri
Ke3eHAe 3K3UCTeHUManabl, PyXaHu XaHe a/1eyMEeTTiK )ayankepLuinik MacenenepiH ketepe oTblpbin,
KOFaMHbIH, M3AEHW-TAPUXM XaAbIHbl CAKTayLbl CUMBONAbIK GeliHere xaKbiHAaMabl. COHbIMEH KaTap,
3epTTey 6apbiCbiHAA NMbeCanapAblH, XaHpPbIK-CTUbAIK epeKLenikTepi, MOHOMOITIK AUCKYPC XaHe

iLWKi caHa afFblHbl, POMAHTUKANbIK AUCKYPC MEH MPOHUSNBIK LEKOHCTPYKLMS, a4 PecaTChi3 MOHOMOT
dopMachl, T.6. KEPKEMAIK KyPbUIbIMHbIH, MaHbl34bl 31€MEHTIHE alHaNFaHbl anKbiHAANaabl. Aactypni
>K9HE NoCTApaMasnblk ApaMaTyprus apacbiHAAFbl aiMbipMALLbIIbIKTAP ALUbIbIM, CHOXKET NEH TAPTbICTbIH,
ancipeyi, bparMeHTapbIK KYpblIbIMHbIH, AXAN0ITaH KapafaHAa MOHOMOITbIH, 6aCbiMAbINbIFbI, CON



APKbIbl TYFAHbIH, iLWKi KYM3enici MeH KOFaMAbIK, XKalfFbl3AblFbl, 91€YMETTIK-NCUXONOTUSbIK, EHXAPbIFbI
nbecanapabl Tangay HerisiHae aHbikTanaabl. AVKbIH (3KCMIMLMTTI) XKaHE >KacbIpblH (MMIULUTTI)
TapTbiCTapAbl KONAAHY Kelinkep TpaHChOPMaLMAChIH KepceTyre TMiMai Tacin 60bin Tabblnagbl.
Ocbinaiiiia, 3epTTey HITUXECIHAE Ka3ipri Ka3ak ApamaTyprusicbinaa Keiiinkep 6eiiHeci eneyni
TpaHcdhopMaLumsFa yLWbiparaHAbIFbl aHbIKTanAbl. byn e3repic yATTbiK MaAEHU KOATbIH, CaKTanybIMEH
KaTap, NOCTApPaMablk TeaTp 3CTETUKAChIHbIH, YCTaHbIMAAPbIMEH Napannenbai Typae cabakrachim,
ONapMeH biknanaaca Aamy YAepiciHae KepiHic Tabaapbl.

Tyiiin ce30ep: keliinkep TpaHChOPMaLMACHI, ApaMaTyprus, nbeca, A3CTYpAi ApaMaTyprus, ApamManbIk,
MaTiH, ApaMasblK TapTblC, XXaHP, ApaMasblK KypblabiM, ApaMaTyprusiiblk AUCKYPC, UPOHUSbIK,

LLEeKOHCTPYKLMS.

Aaiiekces ywin: Kanbipanuesa, Aii3at xxaHe Mepyept XakcbinbikoBa. «Kasipri kasak,
L paMaTypruscbiHAarbl Keninkep TpaHcdopMaLmachl: KomMnapaTtueTik Tanaay». Central Asian Journal of Art
Studies, Vol. 10, No. 4, 2025, 134-154 6. DOI: 10.47940/cajas.v10i4.1132

Anfeic 6indipy: ABTOopnap Makana kapusnayra fanbliHAanybiHa kemekteckeH «Central Asian
Journal of Art Studies» ypHanbIHbIH, peaakLMACbiHA, COHAAN-aK 3epTTeyre KBPCETKEH Ha3apaapbl MeH
KbI3bIFYLLIBLIbIKTAPbI YILiH aHOHUMAIK peLEeH3eHTTEpre anfbiCTapbiH 6ingipesi.

Asmopnap Koma3baHblH COHFbl HYCKACbIH 0KbIN, MAKY/10a0b! }oHe Myddenep KaKMbIFbICbIHbIH HOK

eKeHiH ManimMoelioi.

Kipicne

XI rachipaia, acipece COHFbI

OeCXKBIIIBIKTA, Ka3aK TeaTphbl
KYPZLeJli 2KOHE KOIKbIPJIbl 63repicTep/i
6acran eTkepyje. yKahaunbik MmoeHu-
9CTETHKAJIBIK YACPICTEPAIH bIKAJIb
HATHKECIH/IE Ka3aK caxHachl I9CTYpJi
TeaTP/bIH, LLIEKAPACHIH KEHENTII, 2KaHa
KOPKEM/IIK TiJl MEH TeaTPJIbIK TUCKYPCThI
KaJibllITacTblpyFa OaFbITTa/FaH KapPKbIH/IbI
KaHrbIpy Kesine enii. Ockl e3repicrep
asiCbIH/IA TeaTp eHEPiHiH KAHFBIPYHI KaHA
JIpaMaTyprusiHbIH JaMybIMeH KaTtap »Kypin
JKaThlp Ma JiereH 3aHjibl Cypak TybIHAANbL.
Tapuxu TypreiiaH KapacThipranaa, TeaTp
OHEPIHIH KaJIbITACYbl IpaMaJiblK MOTiHHIH,
JKETeKIi poJiiMeH ThIFbI3 HalaHbICThI
eKeHi 6erii. OemMIiK caxHa eHepiHiH
facTarnkpbl Ke3eH/epiH/le TeaTp/blH
KOPKEM/LIK HeTi3i ApaMaTtyprusira CydeH.
CaxHaJibIK 9peKeTTiH Ma3MyHbI J1a,
UACSAJIBIK ©3€Ti JIe paMaJliblK MOTiHHEH
TybIHIa/Ibl. AJIFAllIKbLIA peXKuccypa naia
OoJiranzia oJ1 iepobec eHep emMec, ApaMaJibik
MOTIH/I CaxHaga KOPKEMIiK KOJIMEH
KopceTeTiH (GeliHeJIelTiH ) KypaJ peTiHje

KaObl/1aHIbl, 0ACTbl KOPKEMJIIK 2KoHe
UAeANBbIK OaChIMIBIK ApaMaTyprusira THecisi
6oJ1ibl. [lerenmen XX racbipyia pexxuccypa
Jiepbec eHep peTiHIe KaJbINTaChIII,

KYLI€0i HOTHXKECiHAE, IpaMaTyprusiHbIH,
OipiHLLiIiK MopTebeci aJcipei 6acTapbl.
Tearpranyna Oy./1 KyObIbIC «[TOCTAPAMAJIBbIK
TeaTp» 3cTeTHKachiMeH (Jleman 43)
ywracazpl. [Toctapamadbik MoseJb
JIpaMaTyprusijiblK MOTIHI€ TOYeJIIJIIKTI
a3alThIN, caxHasbIK OeriBepOabl
KypaJsilapblH, — JIeHe MJIaCTHKACBIHbIH,
XopeorpadusIbIK KypblIbIMAAPBIH, KapPbIK
NeH AblObICTbIH, KeHIiCTIKTIK 1IeLIiM MEH
clieHorpadusiibik MeTacdopmaJiap/ibiH,
MyJIbTUMEUAJIBbIK 3J1eMEHTTEPILiH
KOPKEMJIiK MAHbI3bIH apPTThIP/bI.
Quuiep-JluxreHin neppopmMaTHBTIK
OYPbIJIBbIC TYpaJibl TY2KbIPbIMIAPbI
KepceTKeH/1ei, neppopMaTHBTIK 6HEP/LiH
KEHiHEeH TapaJay JipaMaTyprusiHbiH,
(hopMavIbIK 9pi Ma3MyHIIbIK TYPFbIIaH
dpTapanTaHyblHa bIKNaJ eTil, TeaTp

TiJIiHiH 2KAHAPYbIHA, OHbIH, CEMHOTHKAJIbIK
KYPbLJIbIMbIHBIH KypjleJieHyiHe xKariai
»Kacaapl. Ocbliaiiiia, Kasipri reaTp/biH
3BOJIIOLUSICHI IpamMaTyprusiiblK
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MOTiHHIH MOM(UKAIMSCHIMEH, OHBIH
MO9TUKACBIHBIH KEHEIOIMEH 2KoHE KOpKeMIiK
KOMMYHUKALIUSIHBIH 2KAHA TOCIAEPiHiH
KaJlbllITcaybIMeH cabaKTachlI »Kypin 2KaTbIp
(Duiep-Jluxre 7).

By TeatpJibiK TpaHchopMalysHbIH,
Tapuxu ajrbiaprrapbl XIX racelpabiy
coHpl MeH XX racbIp/ibiH 6acbiHa Naiia
6osiran «KaHa ipama» 6arbITbIHbIH,
KepHekTi ekisepi Mocen, Hexos,
oy »xone I'ayntman, Ctpunnbepr
UIblFapMallbl/IbIFbIHIA OOH KOpCeTTi.
«yKaHna pama» caxHaJiblK LIbIHABIKTbI
OMipJIiK LUBbIHABIKITEH XKaKbIHAACTBIPBIIT,
JKEKe TYJIFaHbIH iLLKI KYyHi, KOFAMbIK
KaHUIBIIBIK, 9JIE€YMETTIK KayanKepuliJiK
OaiyIaHbICBIH KOPKEeMJLK KYPbIJIbIMHbIH,
e3eriHe alHaIbIPAbI. «AlaM MiHe3iHiH
Mocesieci (OFaH XKaKbIH IpaMaJiblK OpeKeT
Macedieci jie ) popmMa MeH Ma3MyHHbIH,
TOFBICBIH/IA TYPFaH LeKapaJblK KyObl/bIC
peTinze KopiHelli; agam opeKeTi TYprbICbIHAH
Kaparan/a, ApaMaHbIH UIesAJIbIK MarbIHAChI
114, OHbIH, KOPKEMIiIK KYPbI/bIMbI 12 AHKbIH
aHrapbliapl» (3unrepman 8). Ocbliaiiiia,
JipaMa Mo3THKAChl, OHbIH KYPbIJIbIMbl MEH
OeliHesiey anicTepi, Kellinkep Taburathl ja
TYpJIeHyre TYCTi.

Kasak npamatyprusicbl XX rachlp/ibiH,
OacblHaa KaJbllTaca OThIpbIIl, aJeMJLK
JIpaMaTyprusiHbiH 03bIK MOJIEJIbJEPiHe
cyrienni. ConbiH itine, Yuabsam [lekenup
meH JKan-bartuct MoJibepiiH aApaMaJibik
MO3TUKACHI OTAHJIbIK aBTOpJ1apra
3CTETUKAJBIK Oaraap OoJraHbl OeJridi.
By keseHie xKapblK KopreH nbecajap
JIOCTYPJIi ipamMaTyprust asicblHa 2Ka3blIraH
neyre 6osajibl. Ce6ebi, onapia OKUFaHbIH,
ChI3bIKTBIK JIJaMybl, alKbIH JpamaJiblK
TapThIC, COHAMN -aK KaFbIM/Ibl KOHE
JKarbIMCBI3 KeHinkepJiepiiH Kapama-
KAPChLJIbIFbl HETi3T KOPKEMIIK YCTAHbIM
petinae kopinai. MyHiail no3THKAJbBIK
MOJIeJ/Ib aPTHCTOTEJbLK IpaMaHblH
3aH/IBILIKTAPbIHA YKAKBIH: IKCIIO3ULLHS,
LIMEJICHIC, [apbIKTay LIeri XK9He LIeLiM
KYPBIJIBIMBIH CaKTal OTbIPBI 9peKeT
MeH OKUFaHbIH KUChIH/IbI Oipisfiirine
6acbiMIbIK Gepeni. CoHbiMeH 6ipre, Kaszak

JIpaMaTyprusiChIHbIH, OYJ1 KaJbITacy
Ke3€eHi YJITTBIK aybI3 9/IcOUeTi, HIelleH K
OHEep MeH 3MHUKaJIbIK JaCTaH1apbIMbI3/bIH,
MOJI MYPaCBIHAAFBI TO3TKA 3JIEMEHTTEPiH
JKaHFBIPTBIM, KJIACCUKAJIBIK eypOIiajibIK,
JpaMaTyprus yJarijiepidit, teJ
MoJIeHeUTiMi3re 6eHiMaereHin
kepcete/li. COHBIKTaH A9CTYpJli Kasak
JipamaTyprusicbl 6ip »KarblHAH dJ1eMJLIK
TeaTpMeH KiHJiKTec 6oJca, eKiHIli }KaFbIHAH
VJITTBIK JIyHHETAHbIM MEH M3JICHU KOITHI
YIITACTbIPFaH CHHTETHKAJIBIK CHIIaTKA He
6onnbl (Kynnak6aityser 269; Ceirait 130).
Kagipri asiemaik ipaMmaTyprusiHbiH 1aMybl
TikeJsiel eHep TaKipubesiepiMeH e3apa
cabaKracTbIKTa »Ky3ere acyza. «Kazak
TeaTpbIHAAFDI 2KaHA CaxHaJIbIK Lelimaep,
CEMUOTHKAJIbIK 3JIEMEHTTEP/Li €HIi3y 2KoHe
03bIK TEXHOJIOTUSIAPAbI KOJIIAHY apKbIJIb
63 MOJICHH MYPAaCbIH KalTa »KaHFbIPTHIIN
KaHa KOMMaHK, CaxHaJ/lblK OHePIliH,
JIaMybIHJIAFbl 3JIEMJIIK AUCKYpPCKa OeJICeH T
KaTbicy/ibl Makeat etefii» (Akimbek,
et al. 2). 3amanayu Teatp dpopmanapsbl
MEH >KaHpJIapbIHbIH KONTYPJiJIiri eHep
JIpaMaTyprusiChIH Ja e3repicke Tycipyse.
«JIpamatyprust apucToTe/Ib/liK 03THKara
HEeTi3/IeITeH I9CTYpJli MapaaurMagat
OipTiHaen ajbicTan, TeK caxHaJblK MOTiHHiH
Kypamac 6eJiri Hemece coJl MOTiHre
JKYPri3ijieTiH Tajiiay/blH HbICAHbI PETiHIe
FaHa KapacThlpblia/ibl koHe XX FachblpiblH
conbl MeH XXI racbipaibiH 6acbiHa Kapai
CTEKTAKJbi KOIOABIH TyTaC KyHeCiHeri
HapJsblK Kypamjac 6eJikrepmeH 6ipaei
JeHredire tenecripinni» (Trencsenyi,
Bernadette 12). Byrinne npamatyprusitbl
KOUBLJIBIM/IbI OHIIPY/LiH, i11IKi KO3Fa/JIMaJlbl
arbIChl peTiHjie KapacTblpy 6achIM.
JKana npamatyprusiibik Toxipube
OarbITTapbIHbIH (JlepeKTi TeaTp, OH,
»KaHa uMpK, nepdopmanc kaue 1.6.)
napaa 60Jybl, CybIPBIN CAMMaJbIKKA,
TarnKbIPJbIKKA (03repMediisikke ),
noHapaJblK 6aijaHblcTapra Hemece »KaHa
Me/iara HeTi3[ereH MaTe praiapibiH
KOJIIAHbLTYbl, COHJIAl-aK, KeHiCTiK TeH
KOpepMEeHHiH 63apa KaTblHACIHbIH,
e3repyi ApaMaTyprusiHbIH TeK KeHEloiHe



FaHa eMec, OHbIH KYPbIJIbIMJIbIK KOHE
dJlicCHaMaJIbIK Typrbiaa Tybereii Kailta
yKacaJglyblHa aJibli KeJili. bys e3 keserinae
OKHMFaHbIH «TIOCTMUMETHKAJIBIK>
«penpes3eHTaTUBTIK» OeJrisiepin aJcipeTimn,
OHbl OKLIAyJIaHy HeMece HPOHHUSIIbIK
MarblHa/a KepiHyiHe acep eTelli. JFHH,
JipaMaTyprus asgKrajFaH MOTiHHEH repi
y/iepicTik cunaTka (npoueccyanbHOCTh ),
nephopMaTUBTIK KypbIJIbIMFaA He KyOblIbIC
peTiHae TaHbIa/bl, OacKalla alTcak,
Bunkep «dpamartyprusiibl 2kacay: npakTHka
apKblJIbl OfJIay» aTThl MAKaJlaCbIHA
yChIHFaH «process-oriented dramaturgy»
(59) wblFapMallbIABLIKTbI ( TYbIH/bIHbI )
JKacay yaepicinjeri ipamaTtyprusHbl
JIAMBITY MaHBI3IBIIBIKKA He OOJIbIT OTHIP.
OuJ1 wIblrapMallblIbIK TYAbIPY 6apbIChIH
«MarblHAHbI YKAcay KOHe MarblHaHbl KAWTa
’Kacay» OarbITbIHAAFb! Y2KBIMBIK KYLU
peTiHae curaTTakipbl XKoHe 1pamMmaTypPrusiHbIH,
wenryuti, 6ipak 6arbITTayLIbl €MeC podli
TypaJibl autajbl. 3eprreyini Majc Turecen
«Navigating the intersection of dramaturgy
artistic research in contemporary

theatre eduction» arThl MakanaceiHua
Buinkep yeblHFaH TYKbIpbIMIAP/ibl 2KaHa
JIpaMaTyprusiHbl kacayra KoJiaHy MeH
TeaTp MaMaH/IapbiH TopOUesIeyIeri MaHbI3bl
JKAUBIH/A 2KAH-2KAKTbI KAPACThIpa KeJlirl,
«aKajleMUsIJIBIK OPTa/larbl IpaMaTyprus
TYCIHIrH TyOereiJi XKaHapThbl, APAMAJIbIK
JKOHE MoCTpaMallbiK Macesie/iepMeH
AlKbIHIAAThIH T€ATpP NPAKTHKACHIHbIH,

KEH OPIiCiH KaJIbINTaCThIPyAbl» KOJIAAHIbI
(10). Ipamaryprusiiars! Keiinkep

MaceJieci 2KalblHIA XKa3blIFaH eHOeKTep

az emec. 3eprreyuii Jleman «From Logos
to Landscape: Text in Contemporary
Dramaturgy» aTTbl MakaJjacblHa
NOCTApaMasblK TeaTpAAFbl 1pamMaTyprusiHbIH
OypMmaJiaHyblHa TepeH TaJijlay yKacan/ibl

Jla, «...MOTIHIIK »KaHa Tociaepi KOpPHEKi
JpaMaTyprusiMeH, LbIHABbIKTBIH KipiryiMeH
JKOHE KOPKEMJIIK dJIEMHiH, KbICKAPYbIMEH
TBIFbI3 OalJaHbICKAH MATIHJUK
JaHuagTThl» TYAbIPYbl MYMKiH» — JereH
nikipre keseni (59). lpamaTyprusiibiy,
TEOPUSIChIH 3ePTTey yaepiciHie Tapuxu

nbecagapbl «Mypa», «Tapuxu xkazbanap»,
«ILIbIFapMalIbIIBIK €PKIHIIK» MOLyCTaphbl
TYPFbICbIHAH KapacTblipraH MaKaJaJap
na keaneceni (Rebecca, Benjamin 387).
FanbiMaap Tapuxtbl Kasipri KaObliiay/biH
MHTEPIPeTaLUsIChl apPKbL/Ibl 2Kacay/lblH, 2KaHa
dJicTepi KalbIHAA TaJIayJaap »KacaraH.
OJIeMJLiK TeaTp/laFbl KoHe
JpaMaTyprusyiarbl KOPKeMIK i3aeHicTep
OTaH/IbIK CaXHaJIbIK ToKipuOeHi aiHaJIbIN
oTrneci aHblK. COHFbI OybIH pexKHccepJIepiH
LIbIFAapMaLlbI/IbIFbl 2KalbIHIA «...0ypbIHHAH
KaJIbINTAaCKaH KacaH KaruaanaapiaH
apbIJIbIT, Ka3aK TeaTp eHepiH/e XKaHa
Ke3Kapacrap nauaa 60J/pl. OJaeMIiK
JK9HE YITTBIK KJaCCHKaHbI, TAPUXU
JKOHE 3aMaHzac TypaJibl lbecaJsapibl
KAa3ipri yakbITIIeH YHAECTIpiN »kaHalla
NOCTApaMaJbIK TeaTp 9CTETUKAChIMEH
caxHaJiay y/iepici »KaJirachlI >KaTKaHbl»
6enrini (Hypnetiic, Kymapranuesa
58). Cos cUsIKTHI, Ka3ipri Kazak
JIpaMaTyprusichbl aJ1eMIIK 3CTEeTUKAJIBIK
napajurmasapiaH ajilakrama,
KepiciHLle, oJlapMEeH HaJiorKa Tycirl,
LIbIFapMalIbIbIK TaXKipube ajamacy
ajaHbiHa afHaJbl. COHFbl OHXKbIJIBIKTAFbI
Ka3aK ApaMaTyprusiCblHa apHaJFaH
3epTTey eHOeKTepiH KapacTblpraHaa,
OTaH/IBIK FaJbIMAAP VITTBIK Jpamasibik
MOTiHHIH XKaHPJIbIK- CTHJIB/IK KyHeCciH/e
OpPbIH aJIFaH »KAHFbIPY YAepicTepiH
epekiie atan etesli. bys enbexrepne
JIpaMaJbIK KYPbIJILIMHBIH ©3repyi KeHinkep
TaOUFATBIHBIH MOIM(PUKALMSCBIMEH XKoHe
JIpaMaJiblK TapThICThIH 2KacaJly TOCIIAEPiHiH
JKaHapybIMeH TikeJsel OalIaHbICThI
ekeHiH KepceTisiesi. «Kagipri kazak
JIpaMaTyprusiCblHarbl MHHOBALUSJIBIK
i3neHicTep» aTThl Y2KbIMIBIK MOHOTpadusiia
TOYEJICI3/IK Ke3eHH/E 2Ka3blJIFaH
nbecasiap/iblH, TaKblPbINThIK- HAESJIbIK,
OarnapJapbl MeH 63iHiK 1aMy OaFbITTaphbl
»KyHesi Typae Tannanran (Kasipri kazak
JIpaMaTyprusiCblHarbl MHHOBALUSJIBIK
isnenicrep 11). Ocipece, oTaHabIK
JipaMaTyprusjia «yJaTTbIK OipereiJik nex
VITTBIK KOJI» MaceJiesiepi a/libIHFbl KaTapra
UIBIFBIN OTBIPFAHABIFLI KOT KAPACTBIPLLIYA.

CAJAS Volume 10. Issue 4. 2025

[EN
W

7

KA3IPTl 9NIEMHIH KOPKEM BEMHECIHAEr AOAM




CAJAS Volume 10. Issue 4. 2025

1

W
[ee)

KA3IPTI ©/TEMHIH KOPKEM BEMHECIHAET ADAM

Jpamatyprusiia raHa emec, »KaJrbl
YJITTBIK KOA» 9/leOMeTTaHyLblIap MeH
MO/ICHHETTAHYLIBIIAP/Ibl 14 KbI3bIKTbIPbIT
OTBbIPFaH TaKbIPbII €KeHi CO3Ci3.
«Tayenciznik ajsraHHaH KeliH yka3yuiblaap
(hOJIbKJIOP MEH YATTHIK Oipereiik
MaceJie/IepiHe allbIK Type KakTa opasbll,
MarusJiblK peasu3m, MOCTMOACPHHU3M 2KoHe
e3re Jie XKahaHJpIK KOpKeMJiK OarbITTapMeH
9KCIEePUMEHT 2Kacal 6acTaibl»
(Baibol, et al 557) :xoHe Gy i3neHicrep
JpaMaTyprusiaH KepiHic TanTol.
JKorapbina atanran eHOeKTepli Herisre
aJla OTbIPbII, aBTOPJIAp MaKaJaHbIH,
HEri3ri MAKCaTblH KA3aKCTAH/IbIK TeaTp
KEHicTirinaeri Kasipri gpamatyprusaaa
JKYPII 2KATKAH KOPKEMJLIK e3repicTepi,
COHBIH illIiHe KeHinkep OelHeCiHiH,
TpaHcopMalUsAChIH aHKbIHAAY e
Gesriieiini. AtasraH MakcaTKa KeTy YIIiH
OTaHJbIK APaMaTypPrusiHbiH, MO3THKACI
MeH »KaHpPJIbIK epeKILIeIKTePiHiH,
MOJICHH-TAPHXH J1aMYbl KOHTEKCTiH/Ie
’Kac ipaMaTyprrepi, WblFapMalblIbIK
TaxKipuOeCiH TaJarn, oJiap/biH,
nbecasapblHAaFbl KeHinkep 60JMbICBIHBIH,
e3repicTepi KoHe OHbIH LK dJIeMiHe
GarbITTaFaH KopKeM ped/ieKcus 1eHreki
3epTTedesi.

daictep

3eprTey KyMbIChl HipHellle e3apa
TOJIBIKTBIPATBIH 9ICTEP/iH HEeri3iH/e xKy3ere
acblpbliaapl: bipiHiuigeH, KoMmnapaTuBTiK
TaJjay — Kasak JApaMaTyprusiChIHAarbl
Keilinkep Tpancdopmatmsics C. 5.
['onuapoBa-I'paboBckasi cunarrarat
3aMaHay| OpBIC ipaMacChbIH/IaFbl KEHiMKepiH
MojieJTiMEeH CaJIbICTbIpMaJIbl TYpAe
capaJiaHajibl. EXiHILieH, IMCKYyPCThIK -
HApPATUBTIK TaNay — MOHOJIOTTBIK
KYPBIJIBIM, iLLIKi TTCHXOJIOTHAJIBIK aFbIM JKoHe

ajipecarchi3 coisiey hopmasiapbl 3epTTesie).

Yurinigen, Kedinkepin 3K3UCTeHIHAIBIK
JKOHE PYXaHH i3[1eHICiHIH KOHLIENTYaJ  AbIK
Ma3MYHHbIH allly MaKCaTbIH/AA
(rsocouANbIK-repMeHEBTHKAJBIK
HHTEpIpeTaLyst d9/1ici KOJIAaHbLIA/bI.

Mamepuanrdapea cunammana.
3epTTey »KyMbIChl Ka3ipri pama
TEOPUsICbIHA apHAJIFaH dJIeMIIiK XKoHe
OTaH/IBIK FhIJIBIMAATBI TY2KbIPbIMAAPFa
cyriere oThipbin xkyprigiui. XXI
Fachlp/iarbl pama Mo3THKAChIHbIH,
TpaHcdopMalUiIapbl Typasibl HIeTe K
3epTreyJsep ote kenren keajaeceii. CoHbIH
ilinne, «Hogedias npama pyoexka
XX-XXI BB.: npo6JiemMa reposi» aTThl
FbIJIBIMHM MaKaJiajiap >KHHaFbIHA OChI
FacbIpJiap TOFbICHIHAAFbI KEHiNKe PIliH,
earepici :xkoHe peJi Tanananran. A, 6y
3epTTeY/iH TeOPUSJIbIK-METONOJOTHAJIBIK
Herisi petinne Cperniana ['onuaposa-
['paGoBckasHbiy, «[losTHKA cOBpeMeHHOH
pycckoii apambl: KoHell XX-XXI BB.» aTThl
eHOerinaeri Ka3ipri ipamaJblK Kedinkep/it,
TpaHcOpMalUSACh] XKAUbIHAAFbI
Ty2KbIpbIMAAMachl ajbiHabl. CoHbIMeH Oipre,
3epTTey/e NocTapaMaJblK TeaTp TeOpHsIChI,
nepchopMaTHBTIJIK, HIbIFAPMALIBIIBIKTbI
TYAbIPY/IaFbl YIEPICTIK paMaTyprusiibl Kypy
TypaJibl KOHUENLHMsIAP 1a KOJIaHbIIA/bL.

IMMUPHUKAJBIK MaTepHUaJs peTiHie COHFbI
JKblIAPbI OeJICeH I LIbIFapMallblIbIKIIEH
AUHAJIBICHII 2KYPTeH 2KAC ApaMaTyprrepiin
nbecajiapbl 3¢pTTEY HbICAHbIHA alHAJIBI.
Aran afitkanna, OnHoc barnartein, OJi6ek
Baii6oabiH, AiikapbiK Cy/TaHKOXKaHbIH,
JKonibek OgikeHHiH KoHe T.0. ipamasnapsbl
capasianajibl. Atajira HiblrapMasiapiarsl
Keiinkep 60JIMbIChI, OHbIH JpaMajiarbl
(PYHKIHUSICBI, TAPTHICTAPbI KOHE TheCaHbIH
MO3THKAJBIK KyPbUIbIMIABIK €peKLIe/iKTepi
Tajjayra ajblHa/bl.

Tankbinay

Kagipri apamatyprusiibK i3neHicTe piiH,
KOMNTYPJIiJIri enimizaeri MojieHu-a/1e6H,
HIbIFApMaUIBIIBIK TXKipHOeepiHeH
6ailkaJibIn oThIp. Atan aiTKaHaa,
pecnyOsnKasbiK «Jlpama.kz»

)obacel, «OJIIIA» ob6achl, «al.ga»
J1ab0PaTOPUAJIBIK IKCIIEPUMEHTTEPI
nbecasap/iblH, 2Ka3bl1ybl MEH caxHaJlaHybIHa
BIKMAJIbIH TUTi3iM 0ThIp. Okl 2K06a1apIbIH,
HOTHKECIH/IE IyHHEre KeJITeH TYbIHAbLIap



3epTreyllijiepre «yJITTbIK I9CTYPII» KoHe
«OTaH/BIK ’KaHa» IpaMaTyprust apacbiHAAFbl
epeKIIeJIKTePAl TaHyFa MyMKIHJIK Oepefi.
COHFBI 2KblIIAPBI KA3aK paMaTyprusichbiHa
»Kac OybIH OKiJIIep KOChUIbIMN, 63/1ePiHiH
alpbIKlIa KosiTaHOaapbiH 6alKaTbIN
yarepai. Aran aiitkanna, OHHoc barnar,
ouiutep Paxat, Konranar Mypar, oaibek
Bai6oa, Ainana Anaman, YKoniGek
oJiikeH, lamup Amanraii, 1.6. »kac
KaJiamrepJiep Jieri ApamaTyprusira e3
»KaHasbIKTapblH ana kequi. Onapabii
nbecajlapbIMEH TAaHbICKAH/IA dJIeMJLiK
»KaHALLbLT TeHAeHUMsIAPABbIH: (hopMallbIK,
JKAHPJIbIK, TAKBIPBINTHIK, KYpPbLIbIMIBIK,
JIUCKYPCTBIK, TTO9THKAJBIK, SCTETHKAJbBIK -
usochousbiK e3repicrepiin 6ap

eKeHiH 6aiikaiMbl3. Byrinri otaHabik
JIpaMaTyprusiHbl KapacThIpFaHa, OHbl
LIAPTThI TYPAE ADCTYPJIi, SKCIIEPUMEHTTIK
JKOHE MMOCTAJCTYPJ Ipama TypJepine
Kikreyre 6os1aabl. MyHaai xkikreme, eH,
aJAbIMEH, TYPJli ApamaJiblK MOACJbIE P
eMip cypeTiH Kellinkep TabUFaTbIH TaHyFa
Jla MyMKIiHIiK OepeTiHKTeH 63€KTiJliKKe
ne. [lerenmeH, 6ip makaJsa asicbiHaa Oy
e3repicTep/iiH 6apJIbIFbIH KaH -2KAKTbl KAMTY
MYMKiH eMecTiri aHblK. COHIBIKTaH, OChI
3epTTeyle Hasap ApamasblK KypblIbIMAaFbl
HacTbl KOMITOHEHTTEP/LiH 6ipi — Keiinkep
6eliHeciHiH TpaHCchopMalUsIChbIHA
LLIOFbIPJIAH/IbI PBIIAJIBI.

Cgersiana 'onuapoBa-I'paGoBckasiHbiH,
JKOFapblia alTbliran enoerinin « Mozesb
reposi B pyccKoi ipamaTypruu konua — XX
Havasia XXI Beka» aTThl TapayllachlH/A:
«Ha cmeHy «coBeTCKOro yesioBeka»,
«Ieposi-COBPEMEHHHKA» MPUXOJUT YeJIOBeK
«IOCTCOBETCKUI », KITOCTTOTANUTAPHBIH».
[TpoucxoauT 1eKOHCTPYKIHS PEKHEN
KOHLIETLIMHK Ieposi U IOMCK HOBBIX €ro
abcoumotoB. OHaKo ipaMaTypru noka
elle He OYePTHJIH KOHTYPBI «Teposi
Halllero BpeMeH!» — Jien xKasjibl (35).
Ochl yepic Kasak apamaTyprusicbina ia
KaTblCThl feyre GoJiaibl. [1biH MoHiHzE,
JJ1 ockl XX rachIpjibiH, coHbl MeH XX
racbIpfibiH 6ackinia Peceline naiina
OOJIFaH «>KaHa ipama» OaFbITbIHBIH

i3neHicTepi eqiMi3niH ae oneOHn-TeaTpJbIK
Mal/laHblHA ChlHAJaM eHe OacTaraH efj.
JKacbipaTbiHbl 20K, XX Fachlp/ibiH, COHbIHA
Ka3aK CaXHACbIHAA TapUXH TyJranap
TypaJibl CIEKTAKJbAEP KOTl OO0JIFaHbI
6eJrini. Bya TeHaeHMsA, eH anbIMeH,

€J1 TOYRJICI3iIriHiH TYFbIPbIH/A HBIKTAI
OeKyi KOJIbIHAAFbI, YIATTBIK OipereimikTi
KaJlbllITacThIpyarbl LblFapMallblIbIK,
isneHicTepMeH OalMaHbICTBI OOJIIBI.

Bya kesneri nbecanapsa yaTTbIK TapUXH
TYJIFa1apbIMbI3/IbIH XaHAap MeH OUJIep/iH,
H6aTbipsiap MeH KeceMepiH KahapmMaHIbIK
Kedinrepi xkacanbl. OJiapabiH KUJlbl-
KWJIbI LLIEXKiPeJIiK YKOJ1apbl, oMipOassHbIK
yaKUFaJapbl CypeTTeJIiMN, XaJKbIMbI3Fa
JKacaraH opacat 30p eHOeKTepi ;KailblH1a
Gasinanatbid efii. Ocbliaiiia, Tapuxu-
TysFasbiK (KahapMaHapk ) mbecasaap
MaHbI3/Ibl PeJ1 ATKAPbII 2KATThbl. By
OarbIT Heri3iHeH ara OyblH ApaMaTyprrep
HIbIFAPMAaUIBLIBIFBIHAA OOH KOPCETKEHIH
OalfiKaiMbl3.

[TaptThl Typae anranna XXI racbipibiH,
AJIFALLIKBI OHXKBIJIBIFBIHAA PECEHITIK
«KaHa JipaMaHbIH>» (63 Ke3eriHje oJjap
ArbUILIBIHBIK «2KaHa JpaMaHbIH» i30acapbl
peTiHe ) KOpKeMIIK i3neHicTepi OTaHIbIK
Jpamaryprusiia 60i kepceTti. Anaiina,
Epmex Amanuiaes nen Junap AmMaHtaibiH
XX racblp/iplH, COHbIHA Kapai »Ka3blJIFaH
nbecanapblHla MOJICPHUCTIK aFbIMHbBIH,
bIKNaJibl aHbIK OarikanaTbii. Onapabiy
JpaMaTyprusiiarsl i3eHicrepi OHHOC
Barnattbin abeypaThbiK-(huaocohusiibiK
JipamMaJiapblH/ia »KaJFacblH TaNThI.
TaxpIpbINTHIK, POPMAbIK 2KaFbIHAH
JKaHAUIbII TTbeca XKasyFa JereH Oer-
6ypbic eqnimizne «Jlpama.kz» samanayu
Jpamatyprusi pecTuBasiHiH oTyiMeH
HailsianbIcTbl 60J11bl. Peceliik xac
npamarypr Osmkac Kanarinapos
H6acraran Oy ecTHBab asiChIHIAFbI
6isim Gepy HGarnapJaamanapbl MeH rbeca
OKBL/IbIMIAPbI IPAMATYPrUsIIAFbl KeHilKep
MeH 3aMaH OeHHeCiH i37ieyre MypbIHABbIK
60J171b1. BUBLIFBI XKblJIbI Ceri3iHii MapTe
OTKi3iJIeTiH ecTHBab KONTIJI OTAH/IbIK
JIpaMaTyprusiHblH, KAHATbIH KEHiHEeH
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JKaloblHA CeMNTIriH THUTi3TeHiH alTKaH ab3aJl.
Ocbi XXI rachip/ibIH 2KMbIPMACBIHIIbI
JKBUIIAPBI 2KAPBIKKA LIbIKKAH
nbecajapja aBTopJap 3amaHayu
QJIEYMETTIK MaCeJIe/IePl apKay eTe
OTBIPbII KeHIMKEeP/iH KaHA MOJIEJIiH
TaOyra ThipbICThl. Pecelisiik 3amanayu
JIpaMaTyprusiHbl 3epTTey O6apbIChIHIA
Caetnana ['onuaposa-I"pa6osckasi:
«CoBpeMeHHasi ipaMmaTyprust peJcTaBuia
pasJIMYHbIe MOJICJIH Ieposi, peasusys
UX B PAMKAX Pa3JIHYHbBIX ICTETHUECKUX
cucTeM (peanusma, MOJIEpHU3MA U
noctmojiepHuama ). Cpesit HUX JOMHHUPYET
repoi «CoLMaIbHO-39K3UCTEHLIUAJIbHbIH »
U «COLHAJBHO-OHTOJIOTHUECKHIT», —
Jleil kedsie, apbl Kapail: « CoBpeMeHHble
JipamaTypru akTHBHO OPUEHTHPYIOTCS Ha
9K3UCTEHIHAJBHYIO TPOOJEMATHKY, TECHO
CBfI3bIBAst €€ C COLHAJILHOM, T0TOMY
dbunocodust CylecTBOBAHUS «COLMANLHO-
9K3UCTEHIIHAJLHOTO Teposi» BbIpaKeHa
B II0MCKAX He CTOJIbKO CMbIC/Ia ?KH3HH,
CKOJIbKO B CTPEMJIEHUH CIIPABUTHCS C
OpeMeHeM CBOEH CybObI, PeooeBast
CTpax, OAMHOYECTBO U 3a0POLLEHHOCTD.
Mojiesib 3TOr0 repost OpueHTUpoBaHa
Ha MOUCKH CaMOOIIpe/ieieHHs B HOBbIX
YCJIOBHSIX COLIMYMa, HA OTPaKeHHUe
B HeM JinyHoro u obutero. Meenenys
9K3UCTEHIHANbHOE CO3HAHKE YeJIOBEKa,
JIpaMaTypri MoKasblBaT abCypIHOCTb
OBbITHSI U 2KECTOKOCTb 10BCEIHEBHOCTH,
AKLIEHTHPYs] BHUMaHHE HA OTUYK/I€HUH
JIMYHOCTH B INCTADMOHHMH MHUpPEe» — JIeM
KeHiNnKepiH eKi TypJii MOJIeJliH aHbIKTall
6epeni (37). An, ocbl aTanFaH «dJeyMeTTiK-
9K3UCTCHLMAbI» MOACJIB/LH iLIiHAe:
«pekeTcid» («6ea3yesiTeIbHbIN» ) )KoHe
«MaprHHaJIbl», <KaparnanbiM agam»
JlereH caHaTTapra 0eJlin KapacTblpajbl.
ConbIMeH KaTap, ocbl eHOeriHie aBTop
«3JICYMETTIK OHTOJIOTHSJIBIK » KEHiNKep
VFBIMbIH TapKaThbli: « CoBpeMeHHas Apama
1orpyzkaet yeJjioBeka B ObIT, OHTOJIOTH3UPYs]
ero. Psiiom ¢ HatypanucTuueckon yepHyxon
COCeJICTBYET MeTauanKa, OTpaxKaionias
COCTOsIHME 0OLIEeCTBA H OTHOLUEHHE ero K
yesioBeKy. Mojiesib repost «ColnabHO-

OHTOJIOTUYECKOT0» TOXKE OPUEHTUPOBAHA
Ha MOMCKH CBOETr0O MecTa B »KM3HH. HesoBek
0KasaJiCsl B HOBbIX COLMAJIbHBIX YCJIOBHSIX,
neOpMHUPOBABIINX €r0 BHYTPEHHH

mup» — jedi (37). Ocbl Mosiesibre

FaJIbIM «KillIKeHTal ajamM», «9JeTTeri
azam», «aJieyMeTTeHOereH KeHinkep»,
«i3neHeTiH KeHinkep», «KypOaH KeHinkep»,
KCUMYJISIKD KEHiNKep» JIereH xKiKrey
»Kacanpl. ABTopJiap ocbl MOJEJbe i
Oacllbl/IbIKKA aJia OTBIPbII, Ka3ipri Kasak
JPaAMaTYyPrusiChIHAAFbI KeHiMKepJiepLiH,
TpaHcOpPMalUSAChIH TAHYFa ThIPbICA/IBI.

HaTtuxenep

Byrinri KazakcTaHabIK ApaMaTyprus e3iHin
TaKbIPLINTBIK -2KaHPJIbIK KOIITYpJliJliriMen
epekiesieHin oTelp. YKaHa nbecasap/siy
KOTLLIJIM «CHSICHI KeMel» caxHa

TOPiHE XKOJI TAPTKAH Ke3Jepi e KHi
Keazecin »xyp. LLbrapmatiblibik
i37IeHicTep HOTHKECIHIE IpaMaTyprusia
«3JICYMETTIK- 9K3UCTEHIIHAJIIbI» XKOHE
«3JICYMETTIK OHTOJIOTHSAJIBIK» KeHiNKep
KaJsiblnractol. JacTypJi npamatyprust
KeHinkepai apbIKila OaThIIBIK
eMipiMeH epeKLLIeJIeHAIpil KepceTee,
3aMaHayM nbecaJsapia «kaparnanbim»
azlaMJiap/ibiH, «KapanaibIM>» TipLIiJikrepi
kepceTisieTin 6okl Mo, Tanac ok,
OYPBIHFbI I9CTYPJli ApamaTyprusija aa
KapanabIM aflaMapra KeHiJ OeJTiHeTiH.
Anafina, 3amanayu 1pamaTyprusyiarsl
«Kapana#biM» KeHlinkep 60JMbICTbIH
KYpZeJli MoceJIesIeCit WelnenTiH, 6ipak
KOFaMHaH 63 OPHbIH i3/lereH KeHinkepJep
neyre 6osanbl. Macesien, OJilep PaxatTbin
«Tyran KyHiHMeH, aHallbIM>» JpamachiHia
arayibIHbI Y1 KIiMiTTiH XMKasichl OasiHaana
OTBIPbII, 9PKAUCBICBIHBIH OMIpPIEH KyTep
YMITi, MaTepHaJIAbIK TYPAKTbIIbIKKA KOJI
JKETKi3CeM JlereH apMaHbIH KOpCeTe/.
OKCIIULMBTI TAPTHICTHI KOJIAHFaH

aBTOP Kapana#bIM FaHa IyHUEJEH YJIKEH
CEMHOTHKAJIbIK MaFbIHA TaOyFa ThIPbICKAH.
SIFHU, aHAHBIH TyFaH KyHiHE apHalbl
CBIMJIBIKKA CAThIM aJibIHFaH KA ThIH 6ip
asiFbIHBIH, (CHPAFbIHbIH ) TOJBIK O0JMal,



VLI aFaibIHBIHBIH apachbiHAAFbl Y/IKEH
JKaHzKaJIFa yJlacyblH 1paMatypr webep
»KeTkizeni. Mynnarsl Kadg cuparbiHbIH,
KeMicCTiri «6ipi KeM ayHHe» OOJIFaH XKiriTTep
Tar/bIPbIHBIH, TAHOAJbIK KOPiHICi XKoHe
0J1apJibIH, OTOACBIHBIH, TOJIBIK €MECTIrHiH,
(Heri3ri TipeK oKeHiH KOKThIFbI 2KANbIHJIA )
CHMBOJIBI JIeTl Te KaObliayra 6oJ1apl.
Ochblnaiiia, [pamasbiK KaHKaIbIH
LIMpaybl HETi31HAEe KOFAM/IBIK-9JIeYMEeTTIK
JlopeKeci opTypJli aralbIHAbIIAPABIH,
OKHUFaChl OYTiHT TaHAAFbl OTOACHIIBIK,
MaceJiesepliH KOPiHICiH alKbIH CypeTTen .
OTt6achl MHTHTYTbI KyJIbIpay yaepiciH
HacblHaH Kellipin oTbipraH OyriHri
JKaraania e3apa TYCiHICTIKTI, KelipiMALIiKTi
JKBIPJIARTBIH OYJI TYBIH/BI KeHinKepJiepiHi,
MICUXOJIOTHSJIBIK TYPFbIA KAHBIKTbI
MYCiHJeJlyiMeH KYH/bI.

Eanimizneri npamatyprusinbiy, 6ip 6arbIThl
thopMaJIbIK SKCTIIePUMEHTTIK i3/leHicTep/li
apkay eTkeH nbecanap. OJiap/ibiH KaTapblHa
oJiibek baibosbiH «Acnan», Aizkapbik
CyarankoxKaHblH «Kanbipak xKypek>»,
OHHoac barnarrein « bakran eTkeHe»
JipamasiapblH KaTKbl3yra 60J1aibl. by
LiblFapMaJ/iap/ia 9K3MCTeHIIHAIUCTIK -
pusocodusbik acrap 6aceim. CloxKeTTiH
6ip ChI3LIKTHI O0JIMaybl, a6CYPIATHIK
MarblHa, KEHINKePiH CUMYJISIKPJIbIK,

MoHi, pamasnap/arkl caHa arblHbI,
TUIePUIBIHABIK, T.0. aBTOpJIap/blH TeK
chopmaJbIK i3/1eHiCiHIH HOTHXKEC] eMec, dJieM
KapTUHACHI MalbIMAAYABIH TY2KbIPbIMJIAPbl
neit anambl3. MacesieH, AiikapbiK
CyarankoxKaHblH « Kanbipak xKypek»
MbEeCACHIHAFBI KeHiNKepJep XKyHeci
6eJrisi 6ip KAaKThIFbICTa KOPCETIIMEN]L].
«MoHci3/iKTeH MarbiHa i3erex
KeHinmKepJep/iH apa-KaTbIHAChI aPKbIJIbI
JipamaTypr ajgamaap/biy 6ipin-06ipi TyciHe
OepMeHTIHIH AHaJI0rTap apKbl/bl XKeTKi3e/.
[IbiHaliblABIKIIEH LIHeJIeHicTereH
AJIAMHBIH, PYXaHH aJieMi 63iH-631, 2KaH
JlYHUECIHJeri TYCiHIKCi3 « MeHiH» TaHyFa
JIETeH, TYCiHyre JIeTeH «KapKbl/IapbiHaH »
Kepineni» (JKakcbuibikoBa 5). ABTOp
NbeCcaa y3iJlicci3 Aanorka KypblaraH,
aJipecaTChbi3 MOHOJIOT JICHTeHiHe IbIFAaThIH

peruikanap/pl 1a Koananran. CoJt apKblibl
9p ZMAJIOT JKaHa Jekreieri puaocousiibik
MarbIHAHbI ALYFA XKYMbIC 2KaCanbl.

Bacrbl ketiinkepaep Caru men Kanu 6ip-
OipiHe aHTUTOJ peTiHje KaOblIaHa/bI.
Exeyi eki xkapatbliiblcTbiH, 6edrici. Kasu
ManumnyasTop 6ogca, Caru 3MOUMSIBIK
Typrbiia aJici3. ExkeyiHiH apacbiHaarsl
UMIJIHUMBTI KAKTBIFBIC apKblJlbl

aBTOP OYTiHTi 3aMaHAACTAPBIMBI3/IbIH
TICHXOJIOTHSJIBIK XaJl-axyaJlblH KeTKi3e/i.
«bya keftinkepsep 6ip-6ipiHiH eMipJiK
TYCiHIKTePiH TepicTey apKbl/bl «YLLUiHLLII
aKMKaTKa» »KeTKici kesieii. bipak on

1IbIH MOHiH/le akuKaT rna? Ocbl apKblJibl
JIpaMaTypr afamjap KaTblHaCTapbiHbIH,
Ha3iK Hipimaepin kepcetei. Kana

Oep/ii, OpKiM 03iHiH KaH AyHHECIMeH

Jle KypecTeTiH/iriH »keTkizeni. Mynnait
KerinKepJepiH iluKi ofiiay yaepicrepi,
»KaH ToJIFaHbICTapbl OipiHILIIIIKKE LIbIFa/bl.
[Ibecanarbl kefinkepepiin OKUra

»KeJliciH (OKHMFa KeJlici len Kabbliiayra
6oJica, ce6eOi OyJ1 9fIeTTeri HHTpUrara
KYpPbUJIFaH OKHFa emec ) OipiKTipeTiHi Tek
Pymuiz ralbiKTbiK pybaiibl. bacrankpina
JIETEKTUB »KeJlicimeH 6acraJjiral OKura
TepicTeyli TepicTey apKbliibl HPOHHUSIIIBIK
abcypika xketefi» (JKakeblibikoBa

5). Ocblnaiiia, «Kanbipak xKypek»
MbECACHIHAAFBI APAMATYPTHUAJBIK KyPbIIbIM
aJIaMHBIH CBIPTKBI 9pEeKEeTiHEH KaparaHaa,
OHBIH, i11IKi GOJIMBICHIH 3epTTeyre
HarbiTTasnral. Kefiinkepsep apacbinaarsl
KAKTBIFBICTBIH IDCTYPJIi TypJie Gepinmeyi

— aBTOP/bIH, APAMATYPrUsJIbIK TOCHI,
caHaJibl TaHzaybl. byt apkblibl Aikapbik
CyJ/1TaHKo2Ka ipaMaHblH TaOMFaTbIH

63re KbIpbIHAH TYCIHipe/i: IbIHANbI
KAKTBIFBIC — aflaMaap/bIH 6ip-0ipiMeH
eMec, O3iHiH ilLKi aJieMiMeH KypeciHie
»Katblp. Jluanorrapaars! TYyCiHiKCI3/IK,
OipiH-0ipi TOJBIK TyCiHOEY KOFaMIBIK
KOMMYHHKALUSIHBIH, JIaF1a pbICbIH
Kepcetyeri Kepkem Tacisi. Cyatankoxka
CBIPTKBI IpaMaJibiK dpEKeTTi aJIeyMeTTiK-
9K3MCTEHIHAJIBIK TOJIFaHbICTAPMEH
QJIMACTBIPbII, KA3ipri ApaMaTyprusiiarbl
thopmauibIK i3neHicTepre cal oisay KyHecin
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ycbiHabl. [1becana anamubiH, pyxaHu
KyH3eJicTepi KopKeMiiK PUI0COPUSIBIK
JieHreiire Jiein ketepineni. Ocblaariia,
«yKanbIpak »Kypek» Jipamachl Ka3ipri Kazak
JIpaMaTyprusicblHIa epeKile KyOblIbICTbI
JKeJlyre JIereH TaJmbIHbICTaP/bIH, Oipi.
DMOLMOHAJIIBIK TOYEJIINIK, IOCThIK,
MeHipim TypaJibl KypAeJii MCHXOJIOTHSIIBIK
3eprreysepi (NMeuxoaHaans Tociiaepi)
KOepceTe OThIPbII, a7aM »KaH JAyHHEeCIHiH,
OYJIBIHFBIP »KAKTapbIH CaxHa TiJli apKbIJIbl
JKETKi3e/.

Kagipri kaszak apamaTyprusicbiia
03iH/IiK TeJTyMa KoJTaHOacbIMeH
epeKLIeseHiM KypreH Kajamrep OHHIC
barnarTbiy, « baktan oTKeHe » nbecachbl
OYTiHTi IpaMaJibIK LblFapMaJiapiblH,
JlaMybIH/IA ©31H/IK i3iH KaJblpFaH TYbIHbI.
[Ibeca e3iniH hrm0CODUANBIK TEPEHIITIMEH,
MOpaJIb/IbIK TAPThICBIMEH KOHE 3aMaHayn
aJlaMHbIH pyXaHH Jar1apbiCblH KepceTe
OisyimeH epekuiesieHesi. J{pamanarsl okura
HaKThI reorpagus/ibiK HeMece TYPMbICTBIK
ayMakTbl kepceTnenai. MyHaarbl
KEHICTIK — KeHilKep/liH caHaChbl, OHbIH,
KU1 L1eKapasiapbl. Asl, «6aK» yrbIMbl
CEMHOTHKAJIbIK IOMUHAHTA GOJIbII, OHbIH,
MOHi MaTepHabIK €MeC, PyXaHH eMipJiiH,
MoHiH Tabyra OarbiTTaaabl. OHbl MaieHU
KO/l peTiH/le KapacTblpcak, «bIpbIC», «KYT»,
«KOJI» peTiHze Kabblaaayra 1a 6omapl.
Aunariga, nbecaga «6aKk» KOHLEITICI
aJlaMre pulijiik MeH ap-0KaAaH KoHe
9K3UCTEHIIMAJHUCTIK TYPFbIIAH alaMHbIH,
OOJIMBICTBIK, i3/1cHiCi, OMip/iH MOHIH TYCiHY
yaepiciHe »kakpbiH. [Ibecanarbl keseci
MBIKTbI CUMBOJI «ecik». OJ 1ibIFapamana:
«caxHaja aliblK ecik Typ. EcikTiH aprbl
»Karbl KepinOeini. Ecik 6ocaracbinna Epkek
otbip. Otira 6aThIN y3aaK OTbIpaIbl» —
(barnar) nen cypetresneni. CeMHOTHKABIK
»KarblHaH alllblK eCiK oTIeJi Ke3eHHiH,
Oesrici. SIFHM, ecKi MeH XKaHAHbIH apaJibiFbl
Hemece TaF/Iblp/bIH TaHlaybl Aeyre OoJca,
Ke#e OeJIriCi3MiKTIH 1e MoHIH XKeTKi3yi
MYMKiH. ABTOp OKbIpMaH caHacbliHa
OWTaMbI3bIK PETiHE KEHICTIKTi €pKiH Typ/e
cyperteyi 6ekep emec. by kanamrepuin
9p OKbIPMaHHbIH, PELENUUAChIHA apTKaH

MarbIHAJbIK CaIMarbl (2KyTi), 1eMeK
AJIbTePHATUBTI MHTEPIIpeTALUAra MyMKIHIIK
oepyi.

[Ibecanarbl keilinkepsep Epkek nen
alies1 — MOHTIJIIK 2KapaThlJIbICTbIH €Ki MoHi.
Ocbl apKblJIbI paMaTypr Koram TasnadbiHa
OarbIiHy MeH »KeKe aJaMHbIH ap-0XK/JIaHbl
apacbIHAAFbl TAPTHICTBIH YUIBIFBII, PyXaHH
JKANFBI3IBIKTHIH KYLIEHreHiH 6aiKaTajbl.
Oxkupra keJticiHue MUPOMOITHKABIK
MOJIeJIbJLiH, aJIbIHFaHbI 1a aHKbBIH Ce3iJie.
Bipak aBrop 6yrinri anamubiH 6ip-6ipiMeH
OalJIaHbICYbIHBIH KYPAEJIJINH KepceTyre
HacbiMablbIK Oepeni. Ce6Gebi Kellinkepsiep
KJIaCCHKaJIbIK ipamMatyprusijiarbiiai
TOJIBIKKAH/IBI ICUXOJIOTHSANBIK KeHinKep,
allbIK Kypecteri kahapman emec,
KepiciHlIe, CUMBOJIIBIK - MOJAJIbIIK KbI3MET
atkapanpl. KeitinkepJsiepai ocbinaai
eTill KepceTe OThIPbII, aBTOP Kazipri
KOFamJlarbl KYH/bUIbIKTAp KAKTbIFBICHIH,
JKeKe OaCTbIH MAKCATChI3/bIFbI MEH
pYyXaHH 2KaJIFbI3/IbIK TaKbIPbITapbIH
keTepeni. backaliia aiitcak, kerinkepJiep
«0Oak» i3neini, 6ipak KOFaMIbIK yJrijep
(ot6acsl, JiH, T.6.) OHbI TYCiHYyTe, ce3iHyre
MyMKiHIiK Oepmeini. Llbirapmana aBTop
UMIIJIMIATT] TAPTHICTBI KOJIIAHA OTHIPHITI,
KeHinKepJiepaiH e3apa AHajaortapbl apKbliibl
TipiifikTiH 6efiBepOasibl YFbIHATHIH MOHiHE
KeHi aynapranapl. Ochliaiiiia, OHHIC
Barnartbiy «bakran eTkenie» nbecachl
alaMHbIH OaKbIT i31€y 2KOJIbIHAAFbl PyXaHH -
9K3UCTEHIHAIBIK TPaHCHOPMAIIUACHIH
KepceTin OepreH LblFapMa.

A, Oaibek Baitbosibiy, « Acrian» aTTbl
NJIaCTHKAaFa HeTi3[e/reH ClopeaJiCTiK-
(haHTaCMOrOpHUsIJIbIK ApamMachbiHa
MH(OMOITUKAJIBIK THITEPLIBIHABIKTAFbI
(LIBIHABIKIIEH HIEKTeJMEereH LIbIH/bIK,
MarbIHACbIH/A KOJIIaHAMBbI3 ) OKHFaHbl
OaliKalMbI3, IFHH aJlaM3aTThIH TYII-
TaMbIPbl CEMHOTHKAJBIK-KOpPKeM opmasa
Oerinenieneni. Mynna kerinkepJsep
APXETHUITIK JeHIeH1e KopCeTiJireH,

JIeMeK, 9HeJ1 MeH €pPKeK apXeTHII
apacbIHarbl Oal/IaHbIC TbeCaHbIH 63€TiHe
aiiHaJsiaabl. ABTOD ylIiH KelinkepJepiin
TICUXOJIOTHAJIBIK HAKTBIJBIFBIHAH TOPi OHBIH,



MOJEHH - UAESAJIbIK CUMYJISIKD PEeTiHie KOPiHyi
MaHbI3/iblpaK. OJiapibiH KapbiM-KaTbIHACHI
a/1aM3aT TAPUXbIHbIH MOJEJIi 1eyTe KeJle/li.
OpHHe, MbecaHbl MUTIK TeHTeHIEeH,
SIFHU, 9JIEMHIH 2KapaTbl/IbIChl (acnaH-
9J1eM->Kep VIITIr ), cosiH (T ) naina
OoJtybl, Maxab0aT MeH KylTapJIbIKThIH,
TYybl, ©DKEHHET MeH PyXaHH KyJliblpay
CbIH/IbI oMbOeban MudTepre Herizne/areHin
Kapactbipyra 60saibl. CeMaHTHKAJbIK
Typrbiiad AcriaH (e ), OJeM (epKek)
»oHe JKep (oprasibik CUMBOJI) apachiHIarbl
OipiHCi3-O6ipiHiH TipLLIIJIiri KOK IIEeKCi3/iKTiH
KarTananybl (GUI0COpHsIIbIK MaFrbiHaIapra
Ketesieii. MyHarbl OKUFaJ1ap/biH,
JIorHKaJbl (cebGen-casiapsbl ) JaMbIMaybl,
JIEKOHCTPYKLHS (MOHTAazK ) yCTaHbIMbIMEH
OipikTipisyi ie ibiFapMaHbIH (hopMasbIK
ThIH i3/leHiCTepre HeK apTKAHbIHbIH, J9JI1edIi.
KefiinkepJ/iepaiiH NCHXOMOTHSIIBIK JIDJLIKTEH
azia 60J1ybl MbecaHbiH, dMOeOanThIFbIHbIH,
kerniJii. CoHbIMeH Koca, OyJi ibeca
a1amsat epKeHHeTi MUKPOKYPbIJILIMbIHBIH,
MaKpoMOoJleJliH eCcKe caJjlaTblHbl Hap.
[Ibirapmazarsl pemapkara yKCauTbiH aBTOP
CO3/IePiH «ajipecaTchl3 MOHOJION» PeTiH/e
Kapactbipyra 6oJapl. [lletke aidTbliran
pemapka cesnepi 60JFaHbIMEH, MYHA
aBTOP/IbIH KepepMEeH HeMece OKbIpMaHMeH
OeJlicKici KesieTiH TYIKi HesIChl 1a KblJaH,
6epeni. Ocblnaiiia, caHa arbIHbI TOCITiHIE
Karasra TycKeH « Acran» TybIH/BbICHI Ka3ak
JipaMacbliHarbl cHpeK KyOblbic O0JbII,
OTaHJIBIK IpaMaTyprusira eHOeK.

3eprreyuii Cetsiana ['onuaposa-
['paboBckast atan KOpceTKeH «dJIeyMeTTiK
OHTOJIOTUAJIBIK» KEHiMKep MozieJIi
npamatypr YKoniGek OaikeHHiH «Kyiiey
6aJsia» aTThl becachbiHjia 6Te XKapKbIH
Oarikasnaznbl. bys pamaJibik 1ibirapmasa
MOCTKEHECTIK JI9yipleri aybla eMipiH
CypeTTeyiMeH Katap, COHIal Kar1anaarbl
KeHinkepJiep eMipiH, MCUXOJOTHACHIH
TapKaTbIl KOPCETETiH KOMAEHIe I Kyp/ei
MOTiH. ABTOp OCbI Nbecachiiaa Gipkarap
KOFaMJIbIK MaceJiesiep/li KeTepeli, atar
alTKaH/a, Ka3aKpbl NaTpuapxaJiibl KOFaMHbIH,
Jaraapbichl, )Kahannany 6apblCblHIAFbI
pyXHau KyJiaplpay, KceHohoOoust (Kyiiey

OaJjia «06acKa aJIeMHIH OKiJi», 1eMeK 0J1
«KaKChI» eMec JIeTeH TYCiHiKTe ) CbIH/IbI
9J1eyMeTTiK-(DUI0CODUSBIK TYHITKiJIEpre
Haszap aynapTaabl. Tapkara aitcak, OyriHri
eJIIMI3JIe 9JICIH-3JICIH aUTBIIBII, KOTEPIJIiI
JKaTKaH 9KOHOMHKAJIbIK AaF1apblCTapiblH
JKarIalblHAH TybIHIAFAH arpeccust, oMipJlik
dJICYETIH iCKe acblpa ajIMaraH/IbIKTaH, 63
OpbIHAAPBIH TaMMnaraH ep azaMaTTap/iblH,
OeliHeci Mbecasa naTpuapxaJybl
KYPBIJIBIMIAFBI «epKeK OeleliHiH»
dJICIpEreHiH, COHABIKTAH KIriTTep »KajfaH
HAMBICTBI KYYLIbI PETiHAE KOpCeTiJe/].
Oran Koca, Kasipri Tanjarbl ejimizeri
JUHU TYHITKiNAEpIiH JIe 2KOK eMeCTiri

€63 00JIblI, Nbecala JiH oieJ TaHJaybIH
HIeKTEYIi PeTiHJIe KopceTiaeli, »KHHaAKTal
aliTKan/a, »Kahannany »kariaiblH1arbl
VITTBIK KYHBLIBIKTAPAAH alibIpbl/IbII Ky
KOPKBIHBILIBI 2KaH-KaKThl KAPACThIPbIIAIbI.
OKCIIMLMBTI TAPTHICTHI KOJIAHa OThIPHIII,
aBTOp aybl1 afamaapsl, Posa xone Kyan
APaChIH/IAFBI VILITAFaH apKbIIbl KOFAMHbBIH
KalLLbLIbIFbIHA HAa3ap ayfapTaibl. SIFHu,
HEri3ri TapThIC ADCTYPJ KYH/bLIbIK 1€H
JKaHa 3aMaH KyH/bIJbIKTapbIHbIH 63apa
6iticnec naybiHa Kypblaazbl. CoJt apKbl/bl
VITTHIK (Ka3akbl ) Gipereiik 1araapbiChbiH
KepceTy uiesichl KbliaH 6epei. [Ibecanarsi
Heri3ri TapThic 6ipkaTap Killli TapThicTapra
IALIBLIBIT, IiHK (haHaTH3M, Ka3aK
KOFaMbIHIAFbl 9HieJ1 OPHBI (TeHIePJIiK
acCreKT ), KOpPYILHsl ChIH/bl MOcesepMeH
63apa O6iTeKalHaChII TOJBIKTBIPBLIbII
JKaTajpl.

Bactbl unesinbl xKysere acbipyia
JKoniGek OJikeH KeilinkepJep Kyhecin
AJICYMETTIK - [ICUXOJIOTHSINIBIK «MapKep»-MeH
acepuii ete Ginren. Keltinkepaepsai tannay
VIEPiCiHIe «aJIeYMETTIK OHTOJOTUSIJIBIK »
MOJIeJIbIe YKATKbI3aThlH «KilIKEHTal agam>»,
«9IeTTeri aiam», «aJjieymeTTeHOereH
Kelinkep», «i3ieHeTiH Kelinkep», «kypHaH
KeHinkep»-sepai kesikripemis. ABTop
6ac keitinkep pertinne Poza men Kyanp
KOPCETKEeHIMEH OJ1ap/iblH TaFAbIPbl €KiHLi
Kesekreri 6ac keinkepJsep Copcenobar
MeH BeficeH6GeKTiH KoJibiHIa 60JTybI 11a
Oekep emec. Kedtinkepsiep xKyiiecinin 6es
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opTacbiiia MIMam MeH aybl/iibIH 2KiriTarachl
HypOGonat Typazpl, os1ap apKbl/ibl 1pamaTypr
TapThICThl KylliedTe Tycei. Kocbimiua
KeHinkepJiep XKyrecinae aybls anaMaaphl,
opaamat xirit Lllyax »kone [lynar nen
Alirysiziin e3apa KapbiM-KaTbiHACTapbl OMip
cypeni. COHFbI eKeyi FeHIepJIiK aCTeKTiHi
KepceTyre GarbITThlIFaH. ApXeTHNTiK
»KarblHaH Kapactbipeak, Copcenbar
«raTpuapx», rHu eCKi KoraMHbIH Tiperti,
opi 1pCTypaii KoraMmHbiH, Gesrici. Jlpama
kontekcrinne Copcenbar ruépar (Mopasb )
KOMTIAachl 6OJIFAHBIMEH, OJ1 63i JIe KOFaM/IbIK
JKYHEeHiH axkblpamac Myuieci, 6ackalia
aiitcak, 6ackaJsapra Kipinrap TyJra.
«QJIeTTeri aram» peTiHae TipLIiJiK KeLKeH
Kelinkepin OeiiHeci 3amaHbl 03bI 6apa
JKaTKaH casliKajibl KeHec alaMblH ecke
caJsiapl.

Beticen6ek GeiiHecin aBTop OyriHri KyHi
apaMbl3/la XKYPreH aTkamiHepJsepiMisneH
anra. Aybl oKiMi KbI3MeTiH/Ie JKypreH
BeficenbekTiH xa/blKKa aaas KbI3MeT
eTill 2KYPreH 2KAFAUbIHbIH, 631 €Ki KaKThl
cypeTTey TankaH. XaJblK aJjblHIaFbl
OTaHCYHTILI 9KiM Kyiey 60JbI KbI3MeT
eTKeJi TypraH KyanmeH xKeke KaJjaTblH
caTTepiie MysieM OoJieK. « ANTbIH Kopce
[epiLlITe KOJIAH Tagp» AeMeKLi,
nbecajarbl }KeMKOPJIbIK TaKblpblObl
BeficenOekTiH ic-apeKeTi apKbl/bl
aubliaasl. Aji, Kpidbl Pozamen eretin e3apa
JiaJjiorra:

«Po3sa: maraH He ylIiH peHXKireHiHisi
avtariblH 6a?

Beficen6ek: MmM.

Posa: backa akimzepait asiblHaa 1o3op
60J1bIT KaJibIM. Aybliactap/ibiH a/iblHia
yaT GosibiM-ay aen. Egare e 6etimai
avtambiH fen. Cosaii ma?

Beficen6ek: Enni 6y xxkepyie He aiiTyra
6oJ1a/bl.

Posa: Opkim o3 Tepici yuin Kyiiren
3aman-an! Kea kesiren cutyauusaa e3iMisi
rana oisiaiimbi3, Ua! Thim ©3iMIIiIMI3!

Beficen6ek: Enni o1 Taburar 3aHpl
Foli. «AHTKaH o0J1, ysiJiraH MeH» JIereH Co3
OypbIHFblIAPAAH KaJIFaH eMec 1e?» — ek
(Oaiken ). by apkbiibl aBTOp BelicenGekTiH

«KaJiraH HaMbIC» YILIiH OMip CypeTiHLiriH
alKbIHAAl Tyce.

[Tbecanarbt lynat nen Airytin
OKHFaChl XKeJlicinie «KypOaH KeHinkep»
OeilHeciH TaHUMBI3. ByJ1 xkep/ie 30pJIbIK MeH
KOPJILIKTBIH «KypOaHbl» AryJ ien kaHa
TaHbIMaybIMbI3 KepekK. by.1 xxepne Jlynar
Ta e3iHlle «kypOan». OJ 63iHiH HAMCICiHIH,
KypOaHbl, 63iH KOpIlIaFaH dJIeyMeTTiH
MasarblHa TYCKEeH «dJlieyMeTTeHe ajMaraH
KypOaH» Jien KapacTbipyra 0oJiajibl.

[Ibecanarbl 3amaHayn Ko3KapacTblH,
OapJ/bIFbl, IFHH XKaHAUIBLIABIK PYXbIH
tacywbl — Posa. bipak oHbIH KblJIbIFbI
aybljjacrapra ynamanapl. Jpamanbis Herisri
KO3FayLUbl KyLlli 00J1a OTBIPBII, KOFAMIAFbI
eKiXKY3/1iIKTi allIKepesiel HieTiH KeHinkep.
«yKaJsiraH HaMbICThI» 2KaKTaylIbl1ap/blH
OeT nepAeciH ChIbIpa OTHIPHII, JKyHere
KapChl LBIFYLIbI OOJIBIIT CHITATTa/a/bl.
Atop Posanbin aysbiHa « EKiHii ofie
00J1aMbIH» JIeTeH TipKeCTi caJlajibl, OChl
APKblJIbl KA3aK KIilTTePiHiH apacblHaH 63iHe
TeH KeJieTiH xkap Taba ajamai, e3re yaTka
KETIll 2KaTKaH KbI3AaPbIMBI3IbIH aapecine
AUTBWIBIMN yKATKAH CbIH/BI dLIKepeJien
6epeni. Ocblnaiiia, aBTop Kaszak
KBI3APBIHBIH 1I€TKE KETil *KaTKAHBIFbIHA
«>KaJIFaH HaMbICBIHAH» axKblpail anmai,
3aMaHHbIH KaJlaMblHa iJlece ajiMaraH ep-
azamatTapAblH 1a KiHoci 6ap aereH oMbl
aJira Taptazpl. lpamaTypr catupasnbik ajic,
rpoTecK, HPOHHUsl, dJIEYMETTIK apojiusl
JKaHPJIapbIH KHIOJNACTBIPY apPKbL/Ibl OYTiHTi
KOFam/ia OOJIbIT XKATKAH OKHUFaJIap/bIH LLUbIFY
TeriHe YHJLipyre [aKblpajbl.

KopbITbiHabIIAM aliTKAHAA, IpaMaiarbl
Kelinkepaep »xyieci: Kyan «xkana asem»,
ayblJ1 «ecki ajieM» »xkoHe Posa «apaJibiK
kerip», Copcenbail «yakpIThl 6TiN 6apa
JKaTKaH I9CTyp», HMaM MeH 2Kiritarachl
«KazakK KOFaMbIHbIH KacaH/ibl MacKaJapbl»
nen Kaoblinanaasl. CoJt apKpl/bl LLIbIFAPMa
VJTTBIK KOJIOPUT MeH caTHpaJIbIK acTapbl
6acblM KyH/Ibl LIbIFapMa JlereH KOPbITbIH/IbI
JKacalMblI3.

Ocbl KOMMAapaTUBTIK TaJ1ay/ibl A9CTYpJI
JpaMa MeH Kasipri oJieyMeTTiK 1pama
KOHTEKCTIH/Ie KapPaCThIPbI, KecTeJIi



1 kecre. [lacTypni Kasak ApaMaTyprusicbiHAarbl Kelinkep enwemaepiHiH, «Kyiiey 6ana»
Nbecacbl apKbiabl TANAAHYbI.

Onwewmi

[acTypni Ka3sak ApaMaTypruscbl

«Kyitey 6ana» nbecacsbl

Kewninkep tmni

oneyMeTTiK QYHKUMACHI alKblH,

L9CTYpAi TyCiHiKTe

KenkabatTbl, ilUKi KalWbIAbIFbl 6ap,
OVHAMUKANbIK,

KahapmaH mopeni

[acTypni KoFaMFa ToH apeKeT ueci

ONeyMeTTiK XyHere Tayenai cyobekt

TapTbic TaburaThbl

IKCMANUMTTI (QHKbIH)

DKCMAULMTTI XKOHE UMMIULATTI
(KYHABINbIKTbIK, UAEONOTUSbIK)

oneyMeTTik bekrpayHa

KoHTekcT peTiHae

Keninkep 601MbICbIHbIH, ©3€ri

Hactyp peni

ABCONOT KYHAbUIbIK,

[arnapbiCTafbl, KaiTa KapanaTtbiH
dbeHoMeH

[ix 6enHeci

Mopanbabik Tipek

oneyMmeTTik 6akblnay TeTiri

¥n1TbIK Biperennik

TypakTbl

Kayin ycTiHaeri, LaFaapbICTbl, KYMIHLI

KYPbIJIBIM apPKbL/Ibl KOPCETKeHJIe MbIHA/Ial
HOTHXKe ajlambi3 (1 Kecre):

Herisri TyXXbipbiMaap

3eprrey OGapbichinaa 6i3 peceisik

«KaHa paMa» GaFbIThIHBIH KAa3aK
JipamMaTyprusicbiia e3iHjiK cepriH 6epreHin
GailkaibiK. Anaiiia, popMaJbk »KarbiH
KaOblJIaFaHMEH OTaHAbIK paMaTypPrusiHbIH
©3iH/iK ePeKIIeJIiKIIeH KaJIbINITACKAHbIHA
KO3 XKeTKi3nik. MaceJieH, Kasak
JpaMaTyprusichl IepeKTi JpaMa, BepOaTum,
«Kapa roMOp>» ChIH/bl 2KaHPJIbIK - ILIIHAIK
MOJlyCTap/ibl alFaHbIMEH, OJ1apbIH,
Ma3MYHbl €Ka3aKbl» PEHKIIEH KOMKePIJIiI
OTBIP/Ibl. Dcipece, OTaHbIK «XKaHa
Jipamajia» MUhOMOITHKA, aPXETHTITIK
OeliHesiep »KHi KOJMAHbIC TAalTKAHbIH
6arikaiiMbl3. CoJt ceGenTen Metadopasbik,
CHUMBOJIJIbIK, TO3THKAJBIK TiJl dJi J1e
TaMbIPbIH CaKTaJlbl. Bipak, quajaortapiabiy,
(hUIOCODUANBIK- 9K3UCTEHIIHAJIbI

acrapbl KaJibiH 6oJibin Kesei. Ocbiran
opai, KeHinkepJaepin e 6eiHeci 6eJrini
MeJiiep/ie TpaHchopMallusira Yilblpajibl.
OranziblK Ipamatyprusijaa keinkepsaep —
KYH/BLJIBIK 131€T€H TYJIFa PETIHAE KOPiHAI.
An, miereJiiiK nbecasiap/blH KOMIIiJIiriHe,
COHBIH, illiHJE, PECeMJIiK Ipamaliapia

0J1ap MapruHaJ/ HeMece KaHTUTepon>»
(Mopasib/iblK Gariapehbl3), KyJabipayra
11aK KaJiraH Tyjrajap O0JibIl CypeTTesl).

ConnpiKTaH KeHinkepJ/aep Kopiiarad opta
(ocipece, Hukomnait Konsina npamagiapbinia )
HaTypaJIMCTiK KelinTe, Ka3-KaJmblHIa,
«OMipJeH KYJIbIN aJFaHal» aCcepMeH
cunatTasibl. bys perte, oTanabiK
JipaMaTyprrep pyxaHu-3K3UCTeHIHAIBIK
i3/1eHICTi a/ira TapThIM, SJICYMETTIK
IKCTIePUMEHTTEPIi OCTYPJli popMasiap/abiH
asICbIH/IA 2Kacarl, 2KaHFbIPTY/IbIH ThIH,
JKOJIIAPBIH aHBIKTA/bI.

Pecefisik 3amanayu apamaTyprusitbl
3epTTey Gapbicbinaa Ceetiana ['onuapoBa-
['paGoBcKast yebiHFaH Kerinkepyit xKaHa
MOJEJI — «9pEeKeT eTyLli TyJFrajaaH
Kyarepre» Kapap ayblcy — Kasipri Kasak
JpamMaTyprusicbiHa jia ToH eKeHiH 6alKabIK.
Kasak jpamartyprrepiHiH LblFapMasapbiHia
Jia Kedinkep GeJiceHi apeKeT cyObeKTiciHe
KaparaHja TYJIFaJbIK JaFIapbICThl,
9KCHU3TeHUMAJIbl OeiMa3aJ/IbIKThI,
dJIEYMETTIK 2KaJIFbI3IBIKTbI CHIPTKbI
TapThIC aPKbLIbI eMec, ilKi pedaeKius,
CaHa arbIHbl, MOHOJIOTTIK IUCKYPCTiH,
KOeMeTiMeH allaTblH ajlaMfa alHaJlbII OThIp.
Mynnait Tpancdopmalus, e anibiMeH,
TYJIFAHBIH KOFaMJIaFbl OPHbIHA JIereH
KYMOHHIH KYLIEKIMEH, 6TIeJi Ke3eHHIH
TICUXOJIOTHAJIBIK CaJIMAKTapbIMEeH »KaHe
3JIEYMETTIK KYPbIJBIMHBIH TYPaKChI3
Kyiimen OGaillianbicThl. Kasipri Kazak
JIpaMaTyprusiCbIHAArbl KeHinkep
AJIEYMETTIK-TapHXH MPOLECTEP/LIH,
OeJiCeH/li KaTbICyLIbIChI eMec, KoOiHe
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2 kecte. OpbIC «)KaHa ApaMacbl» MEeH OTaHAbIK ApaMaTyprusa KeminkepnepiH

CanbICTbipMalbl Tanaay.

OpbIc «KaHa apamMacbi»

OTaHAbIK ApaMaTyprus

Keninkep - «kyareps»

Keninkep - «KofaM aHe MaAEHMET alHaAChI»

Xeke bipereiiniri TypakcbI3

bipereiiniriH 3THO-MaaeHu TybipaeH anaapl

Kewninkep yHi 6eiTapan

Keriinkep ani e 6onca yntTbiK-Tinaik 60syblH
CakTaraH

Kerinkep 6ertapan 6akbinayLubl

Keninkep ani ge afnamablk, MOpanbabiK,
ayankepLwinirii cakTaraH

Kelinkep KoFaMHaH OKLUIaynaHFaH

KofaMHaH Task xereH, 6ipak ani e KiHgiriH
y3bereH

Kerinkep Muccuscol yaepicTi kepceTy, cypak,
TyAbIpy

Keninkep MUCCUACHI KOFaMHbIH, MCUXONOMUANbIK,
»KapacbIH ally, MaH i3gey

Keriinkep apekeTci3 601bIin kenesi con apKbisbl
[paMaTu3M Tyaabl

Mcuxonoruanblk, TypFblaa 6enceHai, 6ipak HakTbl
wewiM Kabblnaayna AapMeHCi3aik kepceTei

Ko GakblIayllbl-CyObeKT, KOFaMJIarbl
o3repicTeplin Kyorepi petiniae KopiHe.
By Mozies1b Kasak ipamaTyprusiChblHbIH,
COHFbI OHXKbLJIIBIKTaFbl GAFbITTapPbIH
alKBIHAAT, »KaC aBTOPJIAP/IbIH MOITUKAJIBIK
CTUJIIHEH aHbIK OakKaJ/bl. MaceJien,
OHHoc bariaTThiH nbecasapblHIarbl
KEHINKepAiH iLIKi YHI CBIPTKBI 9PEKETTEeH
6acbIM TYCill, TApThIC KOOiHE UMIIHIUTTI
nenreiine 6epinesi; Aitkapbik CyJTaHKoKa
LIbIFapMaJlapbIHAAFbl KeHIKe pJie pAiH,
KapbIM-KaTbIHACHl HAKTBIJIBIKKA KaparaHua
MOH i3]Iy, «YHCI3[iK», «TYCIHIKCi3/iK»
KaTeropusijiapbl apKbliibl opoui; Onibek
Baii6on men yKoHiOek OJtikeHHiH,
NbecaJsapblHAAFbl KeHiNKepJep ae
9JIEYMETTIK MPOLeCTepiH OeJICeH ]
KO3FayLLUbICl €MeC, COJI TPOLLeCTeP/LiH
acepiH 3 GOUbIHAH OTKI3y1li, ilIKi
KyH3eJicTi 6eHeJICHTIH TyJranap
petinze kopineni. Ocblnatiia, 3amanayn
KA3aK JpaMaTyprusicblHaa KeHinkepiix
TpaHcHOPMAIUSACH TEK SCTETHKAJBIK
JKOHE KYypPBIIBIMIIBIK 63repic emec,
COHBbIMEH 0ipre KOFaMbIHbIH, MOJICHH -
TICUXOJIOTHSJIBIK axXyaJsIbIHBbIH KOPKEM
alfiHachl 60JbIN TabbLAKL. Byn yaepic kaHa
JipaMaHbIH epeKiIeiri peTinae 6aiKasbl,
VIITTBIK IpaMaTypPrusiHbIH, ThIH KOPKEMJLIK
OarbITTapbIH KaJbIITACTbIPABI.

Kegneci kecrene 6i3 pecefitik
«KaHa pamMa» eKijiepi MeH OTaHAbIK

JpaMaTyprrepiid KerdinkepJiepine xKacaJsran
KOMMapaTHUBTIK Taslay/bl YChIHAMBI3 (2
KecTe).

KopbITbIHADI

Kasipri Kazak gpamaTyprusiCblHbIH,
JlaMybIHIaFrbl KOPKEMJLK i3/1eHicTep

XXI racblp TeaTp KeHiCTirinae xypin
»KaTKaH TpaHchopMalusiiapMe

TiKeJeH OalJaHbICThl €KeHi aHbIKTaJIbI.
JKahanblk TeaTp/blH noctapamaibik,
nepdopmMaTUBTIK 2KaHe yIepicTiK
JIpaMaTyprust KaruaTTapblHa KeLlyi
Mbeca/ap/blH [103THKACBIHbIH
KYpIeJIeHyiHe, OHbIH CEeMHOTHKAJIDIK,
KYPBIJIBIMIBIK 2KoHe (hHI0COPUSIBIK
OaraapJ/1apblHbIH KaHAPYbIHA bIKIAJ eTTi.
Ocnl e3repicrep Kazakcran Teatpbinia
Jla alKbIH KepiHic Oepir, xaHa OybIH
Jpamatyprrep LiblrapMallblIbIFbIHA
epeKLLIe ICTeTHKAJIBIK 2KYyHe KaJIbINTaCThIpa
6acrajpl. 3epTTey HOTHKEJIePi
KoepceTKeH/ie#, OYriHri JpaMatyprusia
KeHinkep 6eiiHeci gocTypsi KahapmaHHaH
MOCT9K3UCTEHLHAJIbI 2KOHE 9JICYMETTIK-
OHTOJIOTHSAJIBIK MOJIeJIb/Iepre Kapan
oribicThl. C.91. ['onuaposa-I'padoBckas
YCbIHFaH »KiKTeMe Heridinje capaJjianraH
OyJ1 MOJleJIb/Iep OTaH/bIK Mbecasapaarbl
JipamMaJiblK TyJFaHbIH TAaOUFATBIH TYCiHAIpyre
MYMKiHIiK Oepai. Kac npamaTtyprrepi



HIbIFAPMaLIbIIBIFbIHAA <KapananbiM ajam»,
«MapruHasi», «9peKeTci3 KeHinkep»,
«i3neHyuli TyJra» CUSIKTbl OeiHesep
6encenni kopinai. Osap Koramaarsl

63 OpHbIH TaOyFa TaJIlbIHFAHbIMEH,

ulelim Kaobuiay KabineTi aJ1ci3, pyxaHu
JIarapbICKa ylIblparaH, eMip/iH MoHiH
i3fleyMeH epekuiesieHeTiH KelinkepJaep
TYIbIPbII OThIP.

JKana npamatyprusiibiv, hopmasibik
ePEeKLICJIKTEPI — OKUFAHbIH
MOCTMUMETHKAJIbIK CHIIAT aJlybl, CIOXKETTiK
TYTaCTBIKTBIH, dJICipeyi, aOCYpATHIH,
UHTEPTEKCTYaJ I IbIIIbIKTBIH, CEMHOTHKAJIBIK
KYPbL/JIbIMAAPbIHbIH, KYLIEi, T1a0rTiH
OalNaHbICTBIK JAFIAPBICThI AlIATBIH TACIITE
allHaJsTybl, KEHiCTIKTiH CaHAJIbIK-MEHTAJb/IiK
KYPbUIbIMbI peTinjie 6episyi — Kasipri
nbecanap/IblH KOPKeMAIK dJIeMiH alKbIHAAI
oThIp. Ocipece, OHHac Barnar, Aikapbik
Cyarankoxka, oJibek baitbon, Konibek
OJIiKeH JipamaJsiapbliHIarbl Kedinkep
TICHXOJIOTHSICHIHBIH, iLIKi apraJibIChl,
MOHCI3/IIKTeH MarblHa i3/1ey, KOFaMHaH
OeJIeKTeHY HEMece OFaH KalTa opaJly ChbIHAbI
MaceJiesiep KaHa IpaMaTyprusiHblH 6acTbl
Ma3MYH/IbIK ©3€riHe alHaJFaH.

3epTTey/:LiH MaHbI3/1bl HOTH KEJIEePiHiH,
6ipi — OYTiHri Kaszak ApaMaTyprusiCblHbIH
VITTBIK JIyHHETAHBbIM MEH aJIeMJIiK TeaTp
napaaurmaJsapbl TOFbICKAH CHHTETHKAJIBIK
OarbiTKa 6eT OypFaHbIH aHbIKTaY.

JKaHa OybIH LIbIFapMallblIbIFbl YJITTbIK
MdJIeHH KOoATap/bl (KyT, OaK, aHa-aHa,
oT6achl, 19CTYpP, pyxaHH cabaKTacThIK )
¥KaHa PuIocoPUsIIbIK pakypeTa KaiTa
KapacThbIpa OTBIPBIMN, OJMap/bl MOCTAPAMAJIBIK
dopmanapmen Taburu yuracTbipaisl. bys
YPJiC IpaMaTyprusiHbiH, TeK TaKblPbINThIK

JKOHE KaHPJIbIK »KarblHaH eMec,
JIlYHHETaHbIM/IbIK TYPFbIAAH 1a XKaHapFaHbIH
ailraKTan/pl.

Conbimen KaTtap, «Ilpama.kz»,

«Alga», «OJILLIA» cusikTbl 3amaHayu
JIpaMaTyprusiibiK xKo0aJjap »KaHa aBTopJIbIK
KOJITaHOa/1ap/IbIH, KaJbINTACybIHA,
nbecaJsap/blH, J1a60paToPHUAIbIK

TYPJLE 2KacaJjlyblHa 2KoHE YAEPICTiK
JIpaMaTyprusiHbIH JaMyblHA HAKTBI 9cep
€TKEH LIbIFAPMalLbl/IbIK aJaHFa alHaJIbl.

JKaunbl anranzia, 3epTTey KOpbIThbIHIBICHI
KOPCETKEHICH:

— Kazipri Kasak JpamaTyprusiCbiHia
KeHinkep TpaHcopMalusicbl —
ICTETUKAJIBIK, dJIEYMETTIK KoHe
thusocousIbIK 63repicTepiiH Kypei
TOFBICHIH/IA Nala 60JFaH KaHa KOPKEMIIK
MOJIEJIb;

— Kac aBToOpJIap/blH LUblFapMaJsapbl
VATTBIK ipaMaTyprusiibl hopMalibiK
IKCIIePUMEHTTEPTE, MO3THKAJBIK XKaHApyFa
JKOHE KCH3TEeHLMAJIbIK TEPEHLIKKe
HarbITTar OThIp;

— OYTiHT Ka3ak ApaMaTyprusichbl aJeMIiK
TeaTp TaxKipubeciMeH napaJuie/ib 1aMbll,
XaJblKapaJiblK KOHTEKCTIEH GeJiceH i
JIMAJIOT 2KYPridyre KabiNeTTi eKeHiH
JI9JIeJIICTT OTBIP.

Ocbinaitiia, XXI rachip/biH, xKaHa
JIpaMaTyprusiyiblK yaepicTepi Kasak TeaTp
OHEpiHiH 9pi KapalFbl 3BOJIOLHUSCHIH/A
LIeLyLi OpbIH aJaTbliHbl aHbIK. By
e3repicTep ApaMaTyprusiHbl TEK MaTiH
peTiHjie eMec, KOpKeMJIiK OHJIay/IbiH,
9JIEYMETTIK peieKIHsIHbIH 2KoHe pyXaHH
i3neHicTepaiH Kypaesi 1abopaTopHUsiChl
peTiHjie KailTa KapacTblpyFa MyMKiHJIiK
oepei.
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KA3IPTI KA3AK APAMATYPTUACBIHOAFbl KEMINKEP TPAHC®OPMALMACH: KOMNAPATUBTIK TANOAY

KaapipanueBa Aiizat

Kazaxckuit HaloHa bHbII yHHUBepeHTeT HeKyeeTB umMenn Kyaiotr BaiiceititoBoit (Acrana, Kasaxcrat)

)KakcblibikoBa Mepyept

Kazaxckas nauuonasbHast akagemust uckycers umenn TemupGeka JKyprenoa (Anmarsi, Kazaxcran)

TPAHC®OPMALMUA MEPCOHAXA B COBPEMEHHOM KA3AXCKOW OPAMATYPIUN:
KOMMAPATUBHbIA AHANN3

AHHoTaumsa. CraTbs NocBALWEHA aHanM3y TpaHChOpMaLLMM NepCoHaXKa B COBPEMEHHOW Ka3axCKow
[paMaTypruu, Kotopast AEMOHCTPUPYET 3/1IeEMEHTbI MOCTAPAaMaTUYECKON 3CTETUKM. MI3BECTHO, YTO
KYNbTYPHO-3CTETUYECKME U3MEHEHUS, MPOUCXOASLLME B MUPE U B Ka3aXCTAaHCKOM 06LLEeCTBe, OKa3blBatoT
CyLLECTBEHHOE BAMUSHWE Ha 0OHOBNEHME S3bIKa TeaTpa M ApaMaTypruun. B nccnenoBaHnm ncnonb3oBaHbl
Takue Memodsl, Kak TeaTpoBefyYeCcKUM-KOMNApaTUBHBINA aHaNuU3, AMCKYPCUMBHO-HAPPATUBHbIN

aHanu3 un dunocodCcKo-repMeHeBTMYECKAs MHTepnpeTaums. TeopeTnyeckorn 6a3oi nccnenoBaHus
aBnserca KoHuenuus CeetnaHbl loHYapoBoi-IpaboBCKOM, B KOTOPOK 060CHOBLIBAETCS NEPEXOL,
nepcoHaXka CoBPeMEeHHOM ApaMbl OT CTaTyca «AEMCTBYIOLLEro MMLA» K NO3ULMKU KCBUAETENS OMbITa.
[laHHbIV UccnenoBaTenbCkuid MOAX0L COOTHOCUTCS M COMOCTABSETCS C MaTepuanoM COBPEMEHHBIX
Ka3axCTaHCKMX ApaMaTypruyecknx nponsBeneHui, YTo No3BoNseT BbisiBUTb cneumduky TpaHchopmaumm
nepcoHaXa B HaLMOHaNbHOM KOHTeKCTe. B cTaTbe aHaNM3MPYHOTCS NbeCbl MONOABIX Ka3aXCKUX
[LpaMaTyproB nociefHero fecatuneTus, Takux kak OHHac barnat, onibek baibon, Aixapbik, CynTaHkoxa,
YKaHibek onikeH u ap. OTMeYaeTcs, YTO repor B UX NPOM3BEAEHUSX NPEACTAET He KakK akKTUBHbI
Cy6beKT BHELIHEro KOHMANKTA, @ Kak pedaeKcMBHAs IMYHOCTb, NepeatoLlas COCTOSIHME BHYTPEHHEro
MCUXOOMMYECKOro KPU3MCa U COLMANBbHOTO HanpskeHUs. lNepcoHaX COBpeMEHHOM Ka3axCcKoi Apambl
OPUEHTUPOBAH HA OCMbIC/IEHNE 3K3UCTEHLMANbBHBIX, AYXOBHbIX U COLMANBbHO 3HA4YMMbIX aCMEKTOB
6bITUS, Bnarogapsa Yemy ero 06pas cOHNMNKAETCH C CUMBOMYECKON DUTYPOI XpaHWUTENS KYNbTypbl U
ncropuyeckor namatu. MokasaHo, YTo KaHPOBO-CTUAUCTUYECKME OCOBEHHOCTU COBPEMEHHbIX Mbec

— MOHOJIOTUYECKMI JUCKYPC, MOTOK CO3HAHMS, COYETaHME POMAHTUYECKOTO U MPOHMUYECKOro Havana,
dopMa MoHonora 6e3 agpecarta — CTaHOBATCS 3HAYUMMbIMK INEMEHTAMM XYA0XKECTBEHHOM CTPYKTYpbI. B
COMOCTaBNEHWUMU TPAAULMOHHOM M NMOCTAPAaMaTUYECKON ApaMaTyprum BbiSBaseTcs ocnabneHue croxera
1 KOHONUKTA, DparMeHTapHOCTb KOMMO3MULIMK, @ TaKXKE LOMUHUPOBAHWE MOHO/IOrA HaA, AMAN0roM, 4To
pacKpbIBaeT BHYTPEHHIOK ApaMy M COLMANbHYH0 OTHYXXAEHHOCTb NePCOHaXeN. icnonb3oBaHue Kak
SBHbIX (IKCMIMLUTHbIX), TAK U CKPbITbIX (MMAAULMUTHBIX) KOHDINKTOB SBNSETCS 3PPEKTUBHBIM METOAOM
[LNS AEMOHCTpaLLMK TpaHchopmaumm repos. B pesynbtate nccienoBaHus AeNaeTcs BbiBOZ, O TOM, YTO B
COBPEMEHHOM Ka3axCKoM ApaMaTtyprim obpas repos npeTeprneBaeT CyLLeCTBEHHYH TpaHchopMaLmio,
NPy 3TOM COXPaHSs HALLMOHANbHbIA KYNbTYPHbIA KO U NapanienbHo MHTEFPUPYSCb B SCTETUYECKUE
NPUHUMMbI NOCTAPAaMaTUYECKOro Teatpa.

Knioyeswie cnoea: TpaHchopMaLms NepcoHaxa, ApamMaTyprus, Nbeca, TPafMLMOHHAs ApaMaTyprus,
[paMaTUYeCKUI TEKCT, ApaMaTUYECKNi KOHMAKKT, XKaHp, ApaMaTuyeckas CTpyKTypa, ApamMaTuyeckui
OMCKYPC, UPOHMYECKaa AEKOHCTPYKLIUA.

Ana yumuposarus: Kagpipanuesa, Ai3art, 1 Mepyept )XakcbinbikoBa. « TpaHchopmaums nepcoHaxa B
COBpPEMEHHOM Ka3axCKoM ApaMaTypru: KOMnapaTuBHbIN aHanusy. Central Asian Journal of Art Studies, T.
10,N24, 2025, c. 134-154,DOI: 10.47940/cajas.v10i4.1132
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KA3IPTI KA3AK OPAMATYPTUACBIHOAFbl KEMINKEP TPAHC®OPMALMACH: KOMNAPATUBTIK TANOAY

Kadyralyeva Aizat,
Kuliash Baiseitova Kazakh National University of Arts (Astana, Kazakhstan)

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

CHARACTER TRANSFORMATION IN CONTEMPORARY KAZAKH DRAMATURGY: A
COMPARATIVE ANALYSIS

Abstract. The article analyses the transformation of the character in contemporary Kazakh dramaturgy,
demonstrating elements of postdramatic aesthetics. It is evident that the cultural and aesthetic
changes occurring both globally and within Kazakhstani society have a significant impact on the
renewal of theatre language and dramaturgy. The study employs a theatre studies-based comparative
analysis, discursive-narrative analysis, and a philosophical-hermeneutic interpretation. The theoretical
foundation of the study is the concept proposed by Svetlana Goncharova-Grabovskaya, which
substantiates the shift in the character in contemporary drama from the status of an “acting figure” to
that of a “witness of experience.” This methodological approach is correlated and compared with the
material of modern Kazakh dramatic works, allowing the study to reveal the specificity of character
transformation in the national context. The article examines plays by young Kazakh dramatists of the
last decade, including Annas Bagdat, Alibek Baibol, Aizhariq Sultanqoja, and Zhanibek Alyken, among
others. It is noted that the character in their works appears not as an active subject of external conflict,
but as a reflective individual conveying a state of internal psychological crisis and social tension. The
character of contemporary Kazakh drama is oriented toward comprehending existential, spiritual,

and socially significant dimensions of human existence, thus approaching the symbolic figure of a
custodian of cultural and historical memory. The study demonstrates that genre and stylistic features
of contemporary plays - monologic discourse, stream of consciousness, the interplay of romantic

and ironic registers, and the form of the monologue without an addressee — have become significant
elements of artistic structure. In the comparison of traditional and postdramatic dramaturgy, the
weakening of plot and conflict, fragmentation of composition, and the dominance of monologue over
dialogue are revealed, which expose the inner drama and social alienation of characters. The use

of both explicit and implicit conflicts is considered an effective means of representing a character’s
transformation. As a result, the study concludes that in contemporary Kazakh dramaturgy, the
character undergoes a substantial transformation, while preserving the national cultural code and
simultaneously integrating into the aesthetic principles of postdramatic theatre.

Keywords: character transformation, dramaturgy, play, traditional dramaturgy, dramatic text,
dramatic conflict, genre, dramatic structure, dramatic discourse, ironic deconstruction.
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Kazakh Dramaturgy: A Comparative Analysis.» Central Asian Journal of Art Studies, Vol. 10, No. 4, 2025,
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BRANDING OF NATIONAL
CULTURAL IDENTITY IN
THE ILLUSTRATION ART
OF CONTEMPORARY
KAZAKHSTAN THROUGH
THE WORK OF ARTIST
DAUREN TASBULATOV

Lada Kan', Malik Mukanov?

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

Abstract. This article is devoted to an art-historical analysis of the artistic and commercial processes
involved in branding the images and symbolism of national cultural identity within the contemporary
illustration art of Kazakhstani artist Dauren Tasbulatov. The article opens with an examination of the
concept of national Kazakhstani identity and its role in shaping the country’s economic well-being
and international image. A strong, positive, and life-affirming national image is one of the most
valuable and significant intellectual and artistic resources for any country, especially in the era of
global globalization. The international ranking of national brands, Anholt Ipsos Nation Brands Index
(NBI), highlights countries with successful national brand strategies, allowing the Kazakhstani national
identity to be similarly considered as a national brand on a global scale. However, the tendency to
‘construct the edifice” of national identity becomes ineffective without the implementation of a state
strategy aimed at disseminating these ideas and values to the broader public, since the key factor is
societal acceptance and shared understanding of these ideas and values by citizens. Artworks, in turn,
possess essential educational, formative, and aesthetic-enlightening value; they play a decisive role
in cultivating taste, shaping spiritual values, and visualizing the style of an era. Based on this, the
article aims to identify the cultural and social values embedded in Kazakhstan’s national brands and
examine their representation in the works of contemporary illustrators. In contemporary visual art

in Kazakhstan, an entire cohort of illustrators is actively working, producing artworks with a distinct
narrative and artistic character, as well as a unique authorial brand. This article employs art-historical
analysis to study the mythologically inspired compositions of Dauren Tasbulatov. Although the artist
relies on digital graphic tools in accordance with current technological realities, his stylistic signature
and the cultural values of the Kazakh nation, expressed through rich imagery and symbolism,
constitute the fundamental basis of his creative practice. As a result, through illustration, the artist
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transmits spiritual national values to a broad audience, influencing society and contributing to the
shaping of a model for constructing national identity within contemporary visual culture.
Keywords: national identity, national brand, Kazakhstani identity, contemporary illustration art of

Kazakhstan, Dauren Tasbulatov.
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Introduction

From a socio-cultural perspective,
identity is defined as a specific stability
of individual, social, cultural, national,

or civilizational characteristics that allow
one to answer the questions «Who am [?»
or «Who are we?». The word «identity»
derives from the Latin root «idem» —
«the same». Intellectuals of Antiquity

and the Middle Ages used this term to
denote the property of things to preserve
their essence, specificity, and features
that make a thing precisely what it is,
distinct from all others, and capable of
«remaining itself» despite changes and
transformations. Over time, the concept of
identity came to describe not the being of
inanimate objects but the existence of the
human person, acquiring the meanings

of seli-sameness and personal continuity.
In the 19th and early 20th centuries, the
notion of the «Self» was actively explored
in scientific discourse. However, the term
«identity» began to be used in sociology
only from the 1960s, mainly due to the
work of American scholars Erving Goffman
and Peter Ludwig Berger. In Goffman’s
book «Stigma: Notes on the Management
of Spoiled Identity», the term «identity»
was used instead of «self» (57). In parallel
with sociology, the terms «identity» and
«identification» appeared in psychology.
In his book «Identity: Youth and Crisis»,

American psychoanalyst Erik Erikson,
the first to introduce the term «identity»
into academic circulation, defined it as «a
firmly internalized and personally accepted
image of oneself in all the richness of one’s
relations with the surrounding world» (86).
Psychoanalyst understood identity as both:
a subjective, spontaneous sense of one’s
own sameness and personal integrity, and
the result of recognizing that one belongs
to a particular social group (Erikson,
235). In 1914, Austrian psychiatrist and
founder of psychoanalysis Sigmund Freud
introduced the concept of identification
in his work «Group Psychology and the
Analysis of the Ego» (60). For Freud,
identification is an unconscious process
in which a subject assimilates themselves
to another individual based on emotional
attachment. Through this mechanism, the
individual forms their own «I» modeled
after the figure they take as an example.
Such behavior leads to socialization and the
formation of moral ideals.

Swiss psychologist Carl Gustav
Jung, founder of analytical psychology,
viewed the human psyche as consisting
of three components: the Ego, the
personal unconscious, and the collective
unconscious. According to Jung, «the
collective unconscious» is a genetically
transmitted social memory formed in deep
antiquity and existing autonomously from
consciousness. It is «the accumulated



experience of ancestors over millions

of years», an «imprint of the world’s
phenomena» expressed in «the structures
of the brain and nervous system» and
transmitted through «mnemonic images»,
inherited memory (240). The collective
unconscious manifests itself in religion,
philosophy, and creativity. For this reason,
each image is interpreted subjectively
through individual associations. Since

the 1980s, the term identity has been
widely used by political scientists studying
racial, national, and ethnic differences, as
well as questions of national and cultural
identity. This form of identity assumes

a nation’s self-sameness, enabling it to
define its place in the world. National
identity emerges as an awareness of shared
worldview, values, traditions, and ways of
life within a given community, marked by
clear distinctions between «one’s own»
and «the other».

One component of personal identity —
national self-awareness or national identity
refers to an individual’s sense of belonging
to a particular ethnic group or nation,
grounded in shared culture, language,
values, history, and worldview. The origins
of modern national identity can be traced
back to 1648: the end of the Thirty Years’
War and the signing of the Treaties of
Miinster and Osnabriick,
which established the Peace of Westphalia

and a new system of international relations.

Due to geopolitical and economic factors,
the Holy Roman Empire fragmented, and
on its remnants emerged the

first European nation-states — a new
political form characterized by full
sovereignty within clearly defined
territories. Based on the principle of
equality among states, the foundations of
the modern interstate system were formed,
grounded in mutual recognition

of legal equality and independence.

The existence of this type of statehood

is closely tied to the development and
formation of a social community — the
nation.

Methods

The study of the artistic and commercial
processes involved in branding the imagery
and symbolism of national cultural identity
in the contemporary illustration art of
Kazakhstani artist Dauren Tasbulatov is
grounded in an art-historical analytical
framework. The artist’s compositions

are rich in detail and feature imagery
drawn from mythological narratives,
embedding codes of Turkic culture.
Tasbulatov’s authorial interpretations,

his visual language, and his culturally
shaped personal sensibilities necessitate

a comprehensive interdisciplinary
approach. This includes semiotic and
semantic analysis, which enabled the
identification of visual symbols and
archetypes based on historical, cultural,
religious, and philosophical sources, as
well as hermeneutic and stylistic methods
used to interpret the artist’s intent and

the distinctive characteristics of his work.
The factual basis of the research consists
of Tasbulatov’s original illustrations, art-
historical publications, encyclopedias,
scholarly literature on Turkic and Kazakh
mythology and folklore, electronic
resources, official public websites, video
materials, and a personal interview with the
artist.

Discussion

In the social sciences, the term «national
identity» is understood as part of an
individual’s social identity and as a
collective phenomenon that unites people
into national groups. National identity
can thus be viewed as a form of collective
self-determination, a process of identifying
with a group through the recognition

and acceptance of its values, worldview,
strengths and weaknesses, conditions of
existence, historical experience, future
aspirations, emotional foundations,
institutions, and traditions. National
identity can also be interpreted as the
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outcome of a community’s ethnic history
and identity, its religious and value
systems, worldview foundations, historical
memory, symbolism, and prevailing
ideology, including manipulations of
collective consciousness.

The British historical sociologist
Anthony D. Smith identifies several
fundamental features of national identity:

a historic territory or homeland; shared
myths and historical memory; a collective
mass public culture; common legal rights
and obligations for all members of the
community; and a shared economy that
provides territorial mobility. Smith argues
that national identity is the product of a
long historical process associated with
the formation of nations and nation-
states. It emerges from ethnic, linguistic,
and religious ties, as well as from shared
historical and cultural traditions that
connect people living within a particular
territory. From this perspective,

national identity can be understood as

an individual’s seli-identification with a
complex of representations associated with
the national-state community and with
the obligations and rights that apply to its
members and the state (Semenenko).

Kazakhstan, as a modern independent
state, is developing within the global
trajectory of nation-state formation. In
his monograph «Kazakh Identity in the
Context of Societal Modernization»,
Mukhtarbai Seid-Aliyevich Shaikemelev
analyzes the concept of national identity
through philosophical and methodological
approaches, examines the phenomenon
of Kazakh identity within the processes
of social modernization, and studies it
in cultural-historical, political, ethno-
national, and socio-psychological contexts.
Shaikemelev identifies several civilizational
and cultural foundations of Kazakh national
self-consciousness: the nomadic way of life
as the basis of traditional identity forms;
religious identity; the legacy of Kazakh
enlighteners; socio-political and ethno-
cultural factors; the role of the ethnic

language; tolerance and multiculturalism in
contemporary Kazakhstan; the relationship
between ethnic and civic identities in
conditions of globalization; and the
potential of Eurasian regional identification.
Drawing on extensive sociological material,
he outlines the ideal-typical features of
Kazakh identity (Shaikemelov, M. S.-A.
Kazakh Identity 230). It is important to
note that on the territory of Kazakhstan,
national identity before independence
(gained on 16 December 1991) emerged
from a mosaic of cultural and ethnic
elements, since the population of the USSR
constituted a multiethnic community
that the state sought to transform into
a unified «Soviet people» characterized
by communist patriotism and socio-
ideological homogeneity.

Historically, the idea of national identity
was actively articulated and developed
by Kazakh intellectuals and enlighteners
from the mid- 19th century to the 1930s.
The formation of Kazakh intelligentsia, the
development of the worldview foundations
of traditional Kazakh society, and the
emergence of Kazakh national identity
trace their origins to the intellectual and
creative legacy of thinkers and bearers
of oral tradition during the period of the
Kazakh Khanate. In the mid- 15th century,
the founders of the Kazakh Khanate,
Kerei Khan and Janibek Khan, united the
nomadic tribes. By the early 17th century,
the Kazakh ethnos had formed as an
independent community inhabiting the
territory of modern Kazakhstan. A special
place in Kazakh history belongs to the
«Golden Age», the reign of Tauke Khan
(1680—1715), son of Zhangir Khan, known
for his wisdom and courage and honored
with the title Az-Tauke (the wise). This
was a period marked by the cessation of
intertribal conflicts and rivalries among
clans, elders, zhuzes, khans, and sultans.
In the 18th century, the military threat
posed by the Dzungars, and later by the
Kokand and Khiva khanates, compelled the
nomadic civilization to seek protection by



joining the Russian Empire to preserve its
national identity and people. This began
the gradual colonization of the steppe and
the introduction of sedentary ethnic groups.
The nomadic and semi-nomadic mode

of life made the creation of permanent
educational institutions challenging;
consequently, the most educated segment
of society emerged among zhyrau, biys, and
the Islamic clergy. Until the 19th century,
education could be obtained only in Muslim
religious schools—madrasas—and, in some
cases, students continued their studies

in cultural centers such as Istanbul or
Bukhara. With the incorporation into the
Russian Empire, the first secular schools
began to appear in regions inhabited by
Kazakhs. Prominent figures of Kazakh
culture were graduates of these secular
institutions: the poet, philosopher,
musician, and educator Abai Kunanbayev;
the scholar, orientalist, ethnographer,

and traveler Chokan Valikhanov; and the
educator, folklorist, writer, and public
figure Ibrai Altynsarin, among many others.
Through their intellectual contributions
and civic engagement, they advocated
enlightenment and renewal of Kazakh
society, criticized obsolete social norms,
and articulated the need for political
change in the Turkestan region. From

the mid-19th century onward, affluent
families sent their children to schools and
lyceums in major cultural centers such as
Moscow, Saint Petersburg, Kazan, Omsk,
Kyiv, Istanbul, and others. Education
became a means of defending civil and
political rights, and social prestige was
associated with being educated. Many
Kazakh youths pursued legal studies. The
spread of higher education among Kazakhs
later strengthened the national liberation
movement and aspirations for autonomy.
Shaikemelev notes: «For the first time,
Kazakhs were elected to the State Duma
of the Russian Empire. Future Alash

Orda members published liberal Kazakh
newspapers under the slogan «Oyan,
Qazaqg» (Wake up, Kazakh), calling on the

people to awaken, to recognize their own
disenfranchised condition» (Shaikemelov,
M. S.-A., Ethnocultural Identities 23).
The historical and political phenomenon of
the Alash movement occupies a significant
place. The word Alash holds several
meanings in Kazakh: the battle cry of
Kazakh warriors; the ancient tribal union
named after Alys, its mythic founder and
first ruler; and a synonym for «Kazakh>.
The exonym «Kazakh» was given by
neighboring peoples, whereas Alash is the
endonym used by the people themselves
(Informburo.kz). The Alash movement
(or Alash Party), founded in 1917 by A.
Bokeikhanov (chairman), A. Baitursynov,
and poet and writer Mirzhakyp Dulatov,
and dissolved by the Bolsheviks in 1920,
was a national liberation movement
uniting Kazakh and Kyrgyz intelligentsia
and opposing the colonial policies of the
Russian Empire. Its official newspaper,
Kazakh (1913—1918), became a key
platiorm for discussing land rights,
education, culture, and the unity and
future of the Kazakh people. Thus, the
concept of Alash became a powerful symbol
of Kazakh identity, revived from ancient
oral traditions. This process of identity
formation, rooted in history, culture,
language, and collective aspirations, was
violently interrupted during the Bolshevik
repressions of the 1930s. It was only after
independence that the possibility emerged
for a conscious and objective revival of
ethnocultural identity, and the concepts of
national and cultural identity began to be
shaped with new depth and self-awareness.
Following the collapse of the Soviet
Union, a new geopolitical and socio-
economic landscape began to take
shape, the emergence of international
alliances and transnational corporations,
the development of transportation
infrastructures, trade, technologies,
and, most notably, information and
communication technologies such as the
internet, processes of political, economic,
religious, and cultural integration, as
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well as unification (i.e., standardization
and consolidation into a single whole),
accelerated. This phenomenon is
commonly referred to as globalization. The
contemporary era of transformation brings
both positive and negative consequences.
On the one hand, globalization enables
scientific and technological progress,
economic and business development, closer
relations among countries, improved cross-
cultural understanding, and unrestricted
access to information and its exchange. On
the other hand, globalization also results
in uneven economic development, the
monopolization of markets by transnational
corporations, violations of labor rights,
environmental and social problems, and,
most notably, the risk of losing cultural
uniqueness. The accelerated expansion
of global technologies, communication
platforms, media, and social networks
poses the risk of cultural homogenization,
in which traditional values, cultural
diversity, and national identity are obscured
by mass culture.

As an independent, sovereign state with
a unique cultural heritage, Kazakhstan
strives to strengthen its global presence
while preserving and developing its
national identity. The fundamental values
and principles, as well as the country’s
political, economic, social, legal, and
cultural foundations, are enshrined
in the Constitution of the Republic of
Kazakhstan and in state strategic planning
documents, including programs, concepts,
and strategies. V. A. Malinovsky’s article
«Public Harmony and National Unity as
the Foundation for Shaping Kazakhstani
Identity» provides a detailed analysis of the
state’s role in ensuring social cohesion and
in strengthening Kazakhstani identity and
national unity (Malinovsky, V. A.).

In an increasingly globalized and
rapidly changing world, the concept
of cultural identity remains both
relevant and essential, as it can unite
and consolidate a nation and its ethnic
groups, thereby forming a strong and

life-affirming «national image» that
positively influences the country’s well-
being. Research on «national image» is
interdisciplinary, and the term is subject

to various interpretations. The concept

of national image refers to the general
impression and comprehensive assessment
of a country’s history and contemporary
condition formed by the international
community. It represents an integrated
reflection of a country’s political, economic,
socio-cultural, diplomatic, and other
characteristics, as well as a concentrated
expression of its multifaceted national
power and sovereign spirit (Chen Fu, Gao
Yimin, and Sun Dan). A strong, positive
national image functions as a strategic
resource at the state level. It enables a
country to position itself as distinctive

and unique within the global community,
strengthening its international influence
and raising its status. It also provides

a competitive advantage and enables a
country to effectively communicate its
ideas, values, and concepts to internal and
external audiences, including citizens,
partner states, tourists, and investors. This
is especially relevant today, as international
cooperation has intensified significantly.
According to I. V. Sidorskaya’s article
«The ‘Image’ of a Country: How Mass
Media Represent It», a country’s image
«is formed through the evaluation of
elements such as: political life (political
leaders, government reputation, diplomacy
and military actions, etc.), economy
(financial power, GDP characteristics,
income levels, etc.), social sphere (social
cohesion, security and stability, national
consciousness, national character, etc.),
culture (technological achievements,
education, cultural heritage, customs,
values, etc.), and geography (environment,
natural resources, population size,

etc.)» (Sidorskaya, 1. V.). The mass
communication system plays a crucial role
in shaping a country’s image. All processes
related to public communication contribute
to disseminating intellectual and artistic



resources and instilling shared values
within society. Since national identity
lies at the core of a country’s image, it
is essential to analyze its features and
manifestations.

The national Kazakh identity of the
Republic of Kazakhstan, as the self-
awareness of an open, diverse, and
tolerant culture, is rooted in the legacy of
the ancient Turkic nomadic civilization.
Key components of this national identity
include history and geography, mythology
and legends, oral traditions and creativity,
contemporary mass culture, and shared
legal rights and responsibilities. The
nomadic worldview and value system
are grounded in Tengrianism, a belief
system that developed naturally through
the people’s traditional worldview.
Tengrianism rests upon the notion of
kinship between humans and the natural
world. Humans do not possess dominance
over nature, animals, or plants; instead,
they are inseparable from it. Tengri, the
sky deity, is the progenitor of the world,
the creator of nature and the universe.
Consequently, nomads placed great
emphasis on observing the sky, natural
phenomena, stars, and solstices. Nature
was treated with profound respect: forests,
mountains, rivers, and other landscapes
were viewed as sacred places inhabited by
spirits, oiten perceived as messengers of
Tengri. Historically, Tengrianism served as
the spiritual tradition of warrior-nomads,
grounded in devotion to a supreme
Creator. Honesty and loyalty were not
external obligations but expressions of
inner virtue, the essence of a noble person.
This worldview shaped the spiritual core
of the nomadic civilization, defining its
morality and tolerance. For nomads, reality
was perceived not only through sight but
through hearing, transmitted through
myths, oral narratives, and epic tales.

Visually, national identity manifests
in recognizable elements: state symbols,
territorial landscapes, archaeological and
historical monuments, cultural and artistic

objects such as language and dialects,
ornamentation, clothing, music, traditions,
and folklore. Kazakhstan is renowned for
its striking natural landscapes, and tourism
statistics grow each year (Atameken).
Ancient nomads treated nature with
reverence; their way of life and philosophy
emphasized harmonious coexistence and
deep respect for the environment. Historical
knowledge is an essential foundation of
national identity, informing respect for
one’s homeland, culture, and values. In an
interview, Doctor of Law Yerkin Kubeyev
notes that «the most important spiritual
value of a society always has a concrete
historical character. Patriotism is based not
on abstract ideas but on deep knowledge

of and positive attitudes toward the actual
events, processes, and figures of a people’s
historical existence» (Ryzhkova, N.).

A well-developed state brand is key
to building a respected and authoritative
national image, and the identification of
a nation constitutes a crucial resource
in state branding. The idea of a national
brand requires thoughtful and competent
implementation so that the values it
promotes are accepted and shared by
citizens, thereby fostering intellectual and
spiritual cohesion. A strong, accessible,
professionally designed, and effectively
implemented state brand can attract
attention and facilitate cooperation both
within the country and on the international
stage. Furthermore, such a brand
highlights the uniqueness and exclusivity of
a national identity in a healthy competitive
environment, ensuring long-term
conditions for demand and exchange.

State branding emerged from brand
management in the business sector. A
brand is typically understood as a registered
trademark that distinguishes a specific
company and evokes positive emotions
and associations among consumers,
thereby building trust and stimulating
demand. Maintaining continuity with
tradition is important: trends are transient,
but stable associations, core values, and
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fundamental ideas ensure longevity,
reliability, and lasting recognition (Le Quoc
Vinh.). Thus, a brand is a constellation
of values and ideas encoded in visual and
auditory messages that generate enduring
associations.

Within the United Nations World
Tourism Organization (UNWTO),
experts define a national brand as the
process of creating a unique and positive
image of a country to attract tourists,
investors, and other stakeholders. This
process involves developing a clear brand
identity, promoting and supporting
key attractions, and disseminating and
popularizing national cultural values.
Brand identity refers to the overall
perception of a country held in the memory
of international audiences. It includes
elements such as people, public figures,
culture, language, cuisine, history,
geography, fashion, and more. The process
of building a national brand involves
selecting and amplifying the country’s
most distinctive and exceptional values,
ensuring their recognition, acceptance,
and appreciation by international partners
and audiences. The World Intellectual
Property Organization (WIPO) explains
that «nation branding is the way in which a
country or a place positions and promotes
itself as a destination where people
can visit, invest, and build a reputation
for the quality of goods, services, and
talent it offers» (Le Quoc Vinh.). Simon
Anholt, a leading expert on national
brand image and a political advisor who
shaped the foundations of nation branding,
introduced the term national brand into
academic discourse. According to Anholt,
a national brand represents «the sum of
people’s perceptions of a country across
six dimensions of state activity: exports,
governance, tourism, investment and
immigration, culture and heritage, and
people» (Anholt 118). He is also the
founder and publisher of global indices
in place branding: the Anholt-GIK Roper
Nation Brands Index and the Anholt-GIiK
Roper City Brands Index.

[t is clear that constructing a coherent
national image, or «branding» an entire
country that comprises diverse regions and
cities, is a complex undertaking composed
of many interdependent components.
Significantly, the image of a country is
shaped by far more than national branding
campaigns, visual concept development,
branding elements, communication
strategies, or the provision of goods
and services. Equally influential are the
unconscious and intuitive impressions
a country communicates, those deeper
layers of perception that cannot be shaped
entirely by aggressive or overly commercial
strategies. Thus, state branding can be
understood as a reflection of citizens’
worldview, philosophy, and mentality,
expressed through diverse socio-cultural
forms. The branding process involves not
only strengthening and developing positive
values but also overcoming negative
stereotypes. This can be achieved through
the thoughtiul popularization of one’s own
culture, the promotion of positive traditional
values that remain relevant today, and
the emphasis on universal human values
and meaningful expressions of spiritual
heritage, making them appealing both to
diverse ethnic groups within the state and
to international audiences. The former
contributes to social cohesion, resilience,
stability, and ecological interactions, while
the latter supports stable, prosperous
development and strengthens the country’s
global image. As stated in one formulation,
“Awareness of the unity of humankind
is one of the most effective paths to
cultivating a culture of peace. A person who
understands their belonging to humanity
will not and cannot seek the destruction of
another—even in the name of supposedly
«high» or «noble» goals» (Nurzhanov
131).

Efforts to «construct the edifice» of
national identity are unlikely to succeed
without an effective state strategy to
communicate its ideas and values to the
broader population, as public acceptance



and shared understanding are essential.
One of the goals of this process is to
encourage local consumers to consciously
choose domestic products, based on a
comprehensive assessment of quality,
national identity, pride, patriotism, and
personal affinity. This can be achieved
through various media promotion
strategies. In today’s global context,
communication plays an increasingly
central role. As a result, mass media

exert significant social influence. Artistic
production, in turn, fulfills educational,
formative, and aesthetic-enlightening
functions. It contributes to the cultivation of
taste, the development of spiritual values,
and the visualization of an era’s cultural
style.

Results

One of the most prominent young
contemporary Kazakhstani artists

whose works display vivid, narrative-

rich mythological imagery is Dauren
Tasbulatov, a graphic designer by training
and an illustrator born in 1985 in Almaty,
and a graduate of the T. Zhurgenov Kazakh
National Academy of Arts. Tasbulatov
works across three thematic directions:
commercial illustrations with ethnographic
themes, monumental panels that explore
social and philosophical narratives, and
compositions inspired by Turkic mythology.
His works are instantly recognizable due to
his distinct authorial style and expressive,
«Easter-egg-filled» narratives, in which

he embeds history, mythology, philosophy,
and personal reflections—sometimes

with a satirical undercurrent. The art

panel Mythological Consciousness of
Nomads by Dauren Tasbulatov is publicly
displayed at Aport Mall East, as well as

at the SmArt.Point coworking center,
where the triptych Zaman is installed on
the first floor. In addition, the artist has
developed a range of authorial art objects
integrated into everyday life. Tasbulatov
actively participates in exhibitions and art

meetings and delivers lectures on Turkic
culture; this activity is documented on his
official social media platforms, which are
regularly updated. His illustrations can be
found in the books «Military Culture of
the Kazakhs» by Zira Naurzbayeva, «The
Kazakh Steppe and the Germanic Goods»
by Serikbol Qondybai, «The Book of the
Warrior Spirit» by Serikbol Qondybai,
«Female Images in the Mythology of the
Pre-Kazakh Period» by Zira Naurzbayeva,
as well as «A collection of Kazakh wise
tales» produced in collaboration with the
«ARUNA>» publishing house in 2021. The
presence of publicly accessible artworks
alongside the artist’s active exhibition
and educational practice constitutes an
evidential basis confirming that his artistic
work itself functions as a mechanism for
branding national cultural identity. As he
writes on his official social media page:
«] paint «talking pictures» that change
consciousness, awaken essential feelings,
and sometimes wipe the eyes clean».
Tasbulatov’s illustrations are marked
by a strong personal style grounded in
cultural symbolism, Kazakh traditions,
socio-philosophical reflection, and
Tengrist motifs. His interest in Turkic
mythology dates back to his student
years. While working on his thesis project,
«Mythological Images of Turkic-Speaking
Peoples in Contemporary Interpretation»
he created a board game featuring folkloric
characters, Kazakh «superheroes».
Having a naturally curious and passionate
disposition and a deep love for his culture,
he devoted extensive time to studying
world and local history in search of
cultural, symbolic, and mytho-historical
connections. Over time, his fascination
with Kazakh tales, myths, and legends
deepened, and he began to explore and
reinterpret their sacred meanings in his
works. Positioning himself as a kind of
«collector of puzzle pieces», Tasbulatov
looks for answers to existential questions
about the structure of the world and
his place within it—and finds them in

CAJAS Volume 10. Issue 4. 2025

=
o

3

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD




CAJAS Volume 10. Issue 4. 2025

1

o
>

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD

mythology. While history can be rewritten,
distorted, and fragmented, the narratives
and archetypes of mythology offer him
freedom of thought and imagination,
enabling philosophical speculation and
aesthetic expression. As he explains in a
YouTube interview: «That is where I rest»
(Galiyeva).

From this, the artist arrived at what
he calls «mythological consciousness»,
a worldview that resonates deeply with
him. Mythological consciousness implies
a particular way of perceiving reality—
through Myth as a mode of being. The
Greek word mythos means «story» or
«legend». From a literary perspective,
the Myth is a folkloric genre reflecting
human ideas about the structure of
the surrounding world. Myth acts as a
specific form of thinking—an emotional,
symbolic, and imaginative interpretation
of reality. It is well known that ancient
people possessed a mythological
worldview and cosmocentrism,
understanding the universe, nature, and
humanity as a harmonious whole. The
world around them was endowed with
human traits, manifesting in animism
and anthropomorphism, belief in the
«ensoulment» of animals, plants, stones,
and natural phenomena. A. F. Loseyv,
Soviet philosopher and philologist, wrote:
«Myth is the most essential, one may
say transcendently essential, category
of thought and life. There is absolutely
nothing accidental, unnecessary,
arbitrary, fabricated, or fantastical in it. It
is a genuine, maximally concrete reality»
(Losev 4). For Tasbulatov, mythological
consciousness enables a holistic perception
of the world. Myths, legends, and oral
traditions are created collectively and
transmitted from generation to generation.
Their details may change, but their core
meanings remain intact. Questions
about the meaning, sacredness, and
causality behind mythic narratives, rituals,
and symbols drive the artist. A deep
understanding of his own culture holds

exceptional value for him. Through myths
and ancestral spiritual heritage, he seeks
the «original truth» of cultural concepts,
worldviews, and meanings. Tasbulatov
believes that rituals, ornaments, and even
words preserve cultural codes; however,
many people have lost the ability to read
them, reproducing customs mechanically
without understanding their essence,
thus weakening cultural identity. For him,
genuine identity begins with education
and culture. Tasbulatov values justice,
purity, sincerity, and responsibility.
Based on his own life experience, he
believes in the duality of the universe,
the laws of cosmic reciprocity, the power
of words, and the power of imagination.
Culture, he argues, begins with small
things—awareness, humanity, respectful
relationships, the feeling of home, and
care for everyday details. His mission as an
artist is «to awaken and gradually instill
love for our native language, culture, and
traditions». «It is very important that art
evokes emotion», he says in a podcast
interview with Liliya Galiyeva (Kosmos
Vnutri). Tasbulatov creates with the intent
to enlighten, to transmit energy through
his works, to provoke deep reflection.
According to him, the meaning and logic
of his paintings may be predetermined by
higher forces— «My hands are only the
instrument; my eyes are the projector».
Thus, one of Tasbulatov’s artistic
aims is to communicate national
culture both locally and internationally,
enriching society’s spiritual fabric. His
works are often exhibited at public and
cultural events, and appear in business
collaborations across the city; his authorial
merchandise is also available. His artistic
language represents a unique synthesis
of academic training, design sensibilities,
mythological concepts, and distinctive
national motifs. Tasbulatov’s active
creative practice attracts diverse audiences,
engaging them visually and intellectually
through riddles of symbols, metaphors, and
coded imagery. Children, he notes, often



recognize and decode hidden elements
faster than adults. This early engagement
subtly shapes the worldview of future
generations, forming an associative visual
repertoire that becomes foundational

for cultivating a healthy cultural identity
and strengthening the national code,
individually and collectively.

One important dimension of
Tasbulatov’s artistic expression is his
series of illustrations inspired by Turkic
mythology, particularly female mythological
characters. In Turkic tradition, female
archetypes are deeply archaic and
universal, associated with protective and
salvific functions, embodying ancient
deities such as Ot-ana, guardian of the
hearth, or Umai-ana, celestial protector
of women and children. One of his most
admired and, in his view, successful works
is Stit Ana, «Goddess of Milk». Another
title for the piece is Kokten/Koklen Kempir
— «Heavenly Old Woman» (Figure Nel).
Turkic nomadic culture has consistently
demonstrated a powerful mythopoetic
imagination, something that resonates
profoundly with the artist, whose visual
language can likewise be described as
poetic—shaped by his personal interest
in literature, music, and cinema. His
fascination began after encountering this
figure in a book by Kazakh filmmaker
and writer Bakhyt Kairbekov. Tasbulatov
was captivated by the melodious sound
of the word «Koklen» and the character’s
mythological depth. Siit Ana is composed
as a vertical graphic piece—an intentional
choice. The larger the artist’s message,
the larger the canvas must be. Here, the
verticality expresses a desire to connect
heaven and earth, embodying a cosmogenic
motif. A similar device — representing
the unity of heaven and earth—appears in
the Greenfield Papyrus (The Book of the
Dead of Nesitanebtashru), where the sky
goddess Nut arches over the earth god
Geb, illustrating cosmic balance. In Turkic
cosmology, however, the creation story
differs: Tengri, born from a cosmic egg,

created the sky from the upper shell and the
earth from the lower one, placing between
them the Temir Qazyq — the Iron Stake,
the North Star — to keep the heavens from
collapsing.

At the center of the composition stands
the Goddess of Milk. Her serene figure
evokes a sense of cosmic stillness and the
flow of time — he entire piece functions
as a complex symbolic puzzle filled with
encoded imagery. The composition
references the tripartite structure of the
universe in Turkic mythology — sky, earth,
and underworld (Jurakuziyev 24). Clouds
swirl around the goddess, forming the
flowing shape of her headdress adorned
with zoomorphic motifs and ancient runes.
This device echoes the works of Belarusian
artist Vsevolod Shvaiba, whose characters’
heads are wrapped in fabrics symbolizing
streams of thought. For Tasbulatov, the
cloud-headdress expands into cosmic
infinity, reflecting the goddess’s boundless
nature. Clouds also serve as mythological
vehicles—a motif found in Kazakh heroic
epics, particularly the Epic of Koblandy
Batyr, where the character Koklen appears
as the mother of Koblandy’s wife Kortky
and grants him magical clouds capable
of transforming into whatever he needs
throughout his journey.

The painting’s upper right corner
includes a subtle reference to clouds
as transportation, carrying futuristic
structures — an allusion to Tasbulatov’s
work «Mythological Consciousness of
the Nomad». There, oversized objects of
Kazakh material culture create a fantastical
world of folkloric orchestration, retro motifs,
and futurist imagination — a symbolic
message about preserving identity while
moving toward a progressive future.

The vastness of the Turkic steppe,
comparable to the boundless sky, appears
behind the Goddess as the Milky Way
(Qus Joly). Birds ily against the stars and
an inverted mountain, symbolizing the
mirrored world. For the nomad, sky and
earth are equal halves of the universe.
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Turkic cosmism, the belief in human unity
with the cosmos, shapes an open worldview
grounded in freedom of movement and
spatial thinking. According to legend,

when Tengri separated Sky and Earth,

he too split into male and female forms.

The female became Tengri Umai — the
protector of women and children. The Milky
Way represents her flowing milk entering
the celestial lake Stitkol.

Cloud imagery signifies celestial
abundance and fertility. In Indo-Iranian
myths, clouds are cows, and rain is their
milk. In Tasbulatov’s painting, planets
emerge from the goddess’s left sleeve,
clouds from her right, symbolizing her
cosmic scale and creative powers. Her
waterfalls flow into milk rivers, symbolizing
spring, renewal, and rebirth — echoing
the celebration of Nauryz, the spring
equinox. Koklen is also described as an
aristocratic, prophetic, shape-shifting
figure who can turn into a fox. Archival
notes by Alikhan Bukeikhanov, published
in «Turkestanskie Vedomosti» in 1899,
describe Koklen as a «mythical being»
(Kairbekov 178). Mythologist Serikbol
Kondybai reconstructed her as an ancient
Turkic goddess of fertility who lives in the
sky, milks her celestial mares and sheep,
and whose rains are milk and thunder the
neighing of a young stallion. The rainbow —
the kempirqosak, literally «the old woman’s
tether» — is the strap for her heavenly
sheep.

In the painting, the Goddess holds a
traditional Kazakh ozhau, a ladle filled with
milk. Above the mountain, where waterfalls
cascade into milk rivers, a rainbow
appears, again referencing Koklen. In
Kazakh, rainbow is «kempirqosak», a very
interesting word that literally translates
as «old woman’s sheep tether». Chokan
Valikhanov mentioned an older woman with
a herd of multicolored sheep, reinforcing
this symbolism. Dauren T. depicts the
rainbow as a symbol of the manifestation
of Kékten/Kokten - heavenly («kok» as in
sky), descended from the heavens, bringing

Pic. 1. Dauren Tasbulatov, “Goddess of milk” in
Turkic mythology (Koklen Kempir, Sut ene) graphic.
2021

spring, when blind rain and rainbows are
her divine blessing games.

Around the milk rivers are grazing
herds, yurts, and blossoming grass symbols
of peace and harmony. Smoke rises evenly
from the yurts, undisturbed by wind,
suggesting cosmic balance. Dauren seeks
to show the dualism of the world and the
cyclical nature of life through his painting.
In the lower left corner, three stone statues
stand beside a serpent, symbolizing the
unity of order and chaos, life and death.

In Tengrist cosmology, everything is
interconnected; energy is never destroyed,
only transformed.



Tasbulatov invites the viewer into
contemplation through a tiny nomadic
rider whose back is turned to us, head
lifted toward the sky. This figure forms
a symbolic guide through the mythic
landscape, embodying the mythological
worldview—holistic thinking, sensitivity
to signs, and imaginative depth. Through
this rider, Tasbulatov welcomes the viewer
into a fantastical journey inseparable
from everyday life. The creation of Siit
Ana reflects active intellectual labor and
the influence of leading scholars and
mythologists, including Serikbol Kondybai,
Zira Nauryzbai, Edige Tursunov, and
Bakhyt Kairbekov.

Another graphic work by Dauren
Tasbulatov featuring a central goddess
figure is Ot-Ana, the Mother-Fire (Kaz.
ot — fire, ana — mother), also known in
English as the Goddess of Fire (Figure
Ne2). In Tasbulatov’s interpretation, Ot-
Ana appears as a composite image that
merges several mythological characters
whose etymologies and narratives are
closely intertwined; the composition
is further «seasoned» with the artist’s
personal interpretations, associations,
and ironic details. At the center of the
piece stands the figure of an old woman
surrounded by tongues of flame and
visual elements that evoke a fantastical
eschatological scenario of «final rebirth»,
a moment of duality, a spatio-temporal
point at which the end and destruction
of all things give way to renewal. The
mythological female figure of Ot-Ana is
not as widely known as Umai or Zher-Su
and survives in contemporary ethnocultural
practice primarily through rituals and
sayings. In Tasbulatov’s work, this figure
appears as an ancient chthonic being, an
archaic image of the primordial mother.
The term chthonic (from Greek yBwv —
earth, soil) is commonly applied to beings
that embody the wild elemental force of
the earth; they often appear as bestial
or monstrous and are associated with
the underworld and the supernatural, as

well as with earth and fertility cults. The
Mother-Goddess, one of the most ancient
female deities in many traditions — is
often described as a chthonic figure, as
suggested, for instance, by the Paleolithic
«Venuses», interpreted as symbols of
fertility and abundance.

Despite the monochrome black-and-
white execution, the artwork seems to
blaze; it is saturated with flames. The
goddess’s hair appears to be engulfed
in a bright, turbulent, yet somehow sofit
and even gentle fire. Fire, as an element,
has been a constant object of human
attention throughout history. The earliest
evidence of fire use dates back 1.7—2
million years, and early humans began
to use fire deliberately roughly 400,000
years ago—for cooking, heating, lighting,
and protection from predators. The study
and philosophical interpretation of fire as
a natural phenomenon arose in ancient
civilizations and the medieval period. Its
meaning, value, and role have attracted
the attention of virtually every culture; as
such, fire can be considered a universal
cultural phenomenon rooted in social and
cultural experience. The transformation
of fire from a natural force into a cultural
phenomenon endowed it with multiple
layers of meaning, turning it into a
sign, symbol, and metaphor. The first
worldview structure to conceptualize fire is
mythological. In mythology, fire is often of
cosmic or divine origin. The ancient Greek
myth of Prometheus, who steals divine
fire and brings it to humankind, is widely
known. In many world cultures, narratives
about the cosmos and the origin of
humanity are linked to «fiery beginnings»,
emphasizing creation and development.
Tengrist esotericism holds that clay is
a dense form of fire; in Turkic tradition,
the human body is composed of clay,
blood of water, lungs of the atmosphere,
and warmth of fire (Shaygozova 227).

In various cultures, clay is the noble
substance from which humans are made.
In the Abrahamic religions (Judaism,
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Christianity, Islam), humans are created
from clay, whereas divine messengers —
angels — are created from fire. According
to Sumerian-Akkadian mythology, the
god of wisdom and water, Enki, and his
consort, Ninhursag, fashioned the first
human, Adapa, from clay. In ancient
Egypt, the fertility god Khnum molded
humans on a potter’s wheel. In Kazakh
culture, the cult of fire and purification
rituals were already documented by Chokan
Valikhanov. Kazakhs worshipped fire and
used it as a purifying force, as reflected
in numerous sayings and rites. A person
who had committed a transgression
could be made to ride through a large
bonfire; if he survived, it was interpreted
as a sign that Tengri had forgiven him
and granted him rebirth. The Kazakh
historian, ethnographer, and archaeologist
Abdesh Toleubaev notes that, before the
spring migration, an entire aul would pass
between two fires for ritual purification —
people, their belongings, livestock, and
property, except for horses. Horses were
believed to be creatures of the upper world,
formed from heavenly, divine, spiritual fire.
Among the Turks, fire is revered as auliye,
meaning «sacred». Accordingly, fire had to
be treated with great respect: one must not
spit into it, step on embers, or extinguish
the flame in the hearth; it should be allowed
to die out on its own.

As O. Zhanaidarov writes in « Myths
of Ancient Kazakhstan», the father of the
goddess Ot-Ana is hard steel, and her
mother is flint; she lives in the hearth of the
human dwelling. In Turkic cosmology, fire
is a gift from the goddess Umai and a divine
embodiment that grants warmth, food,
and protection to the home and family.
In the lower left section of Tasbulatov’s
composition, on a mountain, we see the
silhouette of a woman with her arms
raised toward a tall, blazing fire. This
scene illustrates human joy at receiving
the gift of fire for the first time—bringing
warmth, comfort, safety, and well-being
into life. It is a minuscule detail, easy to

overlook at first glance, yet Tasbulatov’s
works are mosaics that demand time and
attention to reveal their meanings and
«Easter eggs». The figure is depicted as

a faceless silhouette; only the gender is
distinguishable by clothing. The human
figure appears small and depersonalized

in relation to the flame, which can be
interpreted as an indication of humankind’s
vulnerability and fearfulness without fire, or
as a moment of exultation at the acquisition
of warmth and protection.

From this point on, fire acquires
symbolic and mythological significance,
and the guardian of the hearth becomes a
woman. A well-known expression states:
«Ot-ana, Mai-ana, zharylga» («Mother-
Fire, bless us»). A bride would pronounce
these words as she crossed the threshold
of her husband’s home. She would be led
to the sacred center of the dwelling the
hearth where she performed the ritual of
«feeding the fire» by pouring oil or clarified
butter into it. Another practice associated
with Ot-Ana involved difficult childbirth:
the woman in labor would pour oil into the
fire, reciting, «Ot-ana, Mai-ana, zharylqa,
giindm bolsa keshe gor, tiiinsegim sheshe
gdr» («Mother-Fire, Mother Fat, bless me;
forgive my transgressions; untie the knots
of my labor»). The most terrifying curse in
this system is «Oshagynda otyn sonsin»

— «May the fire in your hearth die out»
(Saikeneva).

An additional layer of meaning lies in
the word family built around ot («fire»):
otbasy (family; literally «head of the fire»
or «beginning of the fire»), otagasy (head
of the family; literally «elder brother of the
fire»). For ancient Turks, the homeland
of sacred spirits was the sky of Tengri; for
Kazakhs, Otan (homeland) is the land
where the hearth fire (ot) unites loved ones.
The creation of a family is called otasu («to
establish a hearth»), and the newlyweds’
yurt is called otau. Thus, Ot-Ana embodies
the protective functions of the domestic
hearth and family happiness, safeguarding
children’s lives, protecting the family from



misfortune, and symbolizing abundance,
warmth, unity, and prosperity in the home.

Another striking component in the
painting is the diadem on Ot-Ana’s head,
through which a white stream flows,
connecting her to the globe at the base of
the composition. In Kazakh, oshaq means
«hearth» and denotes the central symbolic
locus of the living space and household,

a site of well-being and sacrifice to the
Sacred Fire, the Master of the Hearth.
Closely associated with the hearth is the
cauldron, semantically linked to ideas of
abundance, inexhaustible life, renewal, and
transformation. In Tasbulatov’s authorial
interpretation, this object appears as a
headdress. This is meaningful: if Ot-Ana
is understood as an otherworldly, ethereal
being, her primal cosmic energy can enter
through the head and exit through the
breath, transformed and reconfigured.

In the painting, incomplete human
figures — broken in body and spirit — fall
into the boiling cauldron, enveloped in
streams of warm vapor. In the heat of the
sacred fire, their physical shells disintegrate
while their souls are purified and healed.
The goddess then releases them anew
as reborn, whole, and cleansed beings.
Tasbulatov renders them as amorphous,
androgynous white silhouettes floating in
the deity’s warm breath. The healed soul
can then take on a new form in any element
of nature — human, animal, plant, or stone,
thus embodying Turkic notions of rebirth
and cyclicality. In each new incarnation, the
soul travels, accumulates new experiences,
and explores new paths.

As noted above, Ot-Ana in Tasbulatov’s
painting is presented as a chthonic
entity and a dual figure. Furthermore, in
the artist’s concept, she is a composite
mystical character composed of several
figures: Ot-Ana, Mystan Kempir, and
Zhalmauyz Kempir (an alternative
title for the painting). In the history of
religions, it is a typical pattern for positive
deities and forces to be transformed into
negative mythological figures — demons

or embodiments of evil — during religious
shifts. In antiquity, the ancestors of the
Kazakhs revered female principles and
worshipped many goddesses; this heritage
has contributed to a rich demonology
primarily populated by female figures. Two
of the most prominent evil characters in
Kazakh folklore are Mystan Kempir and
Zhalmauyz Kempir. Mystan Kempir is a
cunning older woman who often pretends to
be a weak grandmother but can run faster
than a horse and has enough strength to
defeat a strong man in battle. She eats
people, kidnaps children, and can cast
curses and misfortune. She also guards
the entrance to the underworld. However,
she can sometimes appear as a helper to
the hero, aiding or giving advice in critical
situations.

Zhalmauyz Kempir is likewise an older
woman, often portrayed with sharp claws
or even hooves, and sometimes with seven
heads. Like Mystan, she is cunning and
strong, endowed with magical abilities
and the ability to shape-shift. She can also
serve as a protector of the hero, helping
him to reach his goal. In five Kazakh tales,
S. Kondybai identifies a recurring plot in
which a mutilated and abandoned hero
encounters new iriends, hunts with them,
and later they take a young woman into
their home as a sister and housekeeper.
One day, the fire goes out accidentally, and
she is forced to seek a new flame, which
leads her to an older woman (Mystan or
Zhalmauyz). In exchange for fire, the older
woman drains her blood and life force.
When her «brothers» discover this, they
defeat the witch, who, in exchange for her
life, swallows them and then spits them out
healed. In this way, Mystan and Zhalmauyz
can be seen as fairy-tale transformations of
the mythological goddess Ot-Ana.

Earlier, we noted that Ot-Ana is
an ancient deity with protective and
safeguarding functions. The viewer’s
first impression of the painting is that
everything burns. All fragments and details
of the composition appear in a kind of
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cinematic movement in multidimensional
space, where destruction and regeneration
co-occur in a continuous flow. The
goddess’s body lacks a clearly defined form;
her arms are composed of floating pieces
of land veined with rivers. The sinuous,
serpent echoes the chthonic nature of

the character- or dragon-like figure in

the background, covered in scales. This
creature serves as an authorial hint at

a monstrous being — a kind of Turkic
«kraken», a mythic entity that symbolizes
chaos and destruction, fear and terror,

the image of an invisible enemy and an
overwhelming elemental force. At the same
time, this image can be read differently:

as something that can be challenged

and overcome, an allegory of trial and

the possibility of victory, if one refuses to
retreat and continues forward, confronting
inner fears and doubts.

In the lower right corner, two armed
batyrs (warriors) on horseback are visible.
Their silhouettes are resolute and forward
moving; their horses are tense, ready to
leap and race faster than the wind at any
moment. These heroes can confront the
monster; six severe heads appear in the
background. Importantly, the heads are
not just cut off; they become part of the
cosmic order, dissolving into the fabric of
the universe among stars, galaxies, and
planets, transiorming them into black holes
or portals into parallel worlds.

This duality is further emphasized by
the triangular motif visible in the goddess’
hand gestures and earrings. The triangle
symbolizes the triad or threefold unity,
divine triads, the triple nature of the
universe, concepts such as sky-human-
earth; body-mind-soul; birth-life-death;
father—mother—child, and so on. In
Tasbulatov’s composition, Ot-Ana’s hands
at the level of the abdomen form an inverted
triangle pointing downward, symbolizing
the feminine principle, wisdom, the element
of water, and the direction of energy toward
the earth. It evokes associations with the
maternal womb and the primordial mother

Pic. 2. Dauren Tasbulatov, «Goddess of Fire”
in Turkic mythology (Mother of fire, Zhalmauyz
kempir), graphic. 2021

of humanity, underscoring themes of
creation and rebirth.

Above Ot-Ana’s head, gently diffusing
the darkness of the cosmic sky, a bird
appears as a luminous silhouette gliding
through the currents of the universe. In
global myths and legend, the bird is firmly
associated with the celestial realm. As
a creature capable of flight, it embodies
the other world. In many narratives, the
bird is a chosen intermediary of the gods,
participating in the creation of the world
and accompanying souls to the afterlife.
Birds inhabit the crown of the world tree,
which represents the structure of the
universe. The bird in Tasbulatov’s painting
thus personifies the spiritual and divine,
the free and immortal. In nature, birds are
remarkable for their endurance, capable of
traversing tens of thousands of kilometers
during migrations. Likewise, in the
artwork, a small dove traverses the limitless
expanses of the cosmic ocean, maneuvering
between stars, black holes, and parallel
universes. Historically, the dove has



symbolized the human soul; in Christian
iconography, the white dove represents the
Holy Spirit. Here, the dove may poetically
embody the soul of the Goddess of Fire
herself, even if she is, by her nature, a
primordial elemental deity.

Basic Provisions

Cultural self-identification constitutes

an essential foundation for personal seli-
determination in today’s rapidly changing
world and for maintaining psychological
integrity. National identity reflects how

an individual feels and understands
themselves to belong to a particular people
or nation, grounded in the recognition and
acceptance of shared culture, language,
values, mentality, and common history and
worldviews. Anthony D. Smith outlines
several core features that characterize
national identity: a historical territory or
homeland, collective myths and historical
memory, a shared public culture, common
legal rights and obligations, and an
integrated economy. National identity
develops through ethnic, linguistic, and
religious ties, as well as through the shared
historical and cultural traditions of those
living within a familiar territory.

The national identity of citizens of
the Republic of Kazakhstan is rooted in
the legacy of ancient Turkic nomadic
civilizations and is characterized by
openness, diversity, and cultural tolerance.
Its defining features include history
and geography, mythology, legends
and folklore, oral traditions and artistic
creativity, contemporary mass culture, and
shared legal rights and responsibilities.
Tengriism shaped the value systems and
worldviews of the nomads and ancient
Turkic peoples.

Visually, Kazakhstan’s national identity
manifests in state symbols, landscapes
and natural scenery, archaeological
monuments, cultural and artistic objects,
language and folklore, ornamentation,
music, traditions and rituals, and national

holidays. These elements are perceived
through both conscious and subconscious
channels. Consequently, state branding
comprises the worldview, philosophy,

and mentality of citizens, expressed
through various sociocultural forms. The
development of national identity cannot
be effective without a state strategy that
communicates its values and ideas to the
broader public, since public acceptance and
shared understanding of these values are
essential.

One of the aims of this process is to
encourage citizens to consciously choose
domestic goods and services, based on
a comprehensive assessment of quality,
resonance with national identity, pride,
and patriotism, and personal affinity. In
contemporary life, media communication
and the internet play a particularly
influential role; mass media significantly
shape public perceptions and cultural
attitudes. Artistic production, in turn,
fulfills educational, formative, and
aesthetic-enlightening functions, helping
cultivate taste, develop spiritual values,
and visualize the style of an era. Among the
contemporary young Kazakhstani artists
who engage with mythological themes
and imagery is the graphic designer and
illustrator Dauren Tasbulatov, whose
creative practice and artworks are examined
in this article.

Conclusion

In concluding this study and completing
the art-historical analysis of cultural
identity branding in contemporary
illustration through the work of young
Kazakhstani artists, several points may

be emphasized. The branding of national
identity through contemporary art requires
state involvement and a comprehensive,
multifaceted approach, one that synthesizes
cultural heritage and tradition with the
realities of the present. Tasbulatov’s oeuvre
demonstrates that visual culture grounded
in mythological imagery, historical-
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philosophical motifs, and folklore can serve
as an effective instrument for transmitting
cultural and spiritual values to the broader
public, as these themes evoke genuine
public interest and help cultivate a shared
national spirit. Despite the use of digital
tools that facilitate and accelerate the
creative process, Tasbulatov preserves his
expressive stylistic language and artistic
vision, effectively integrating cultural
symbolism, Turkic cosmological concepts,
and mythological consciousness into his

Contributions of authors:

compositions. His artworks are not only
aesthetically compelling but also carry
educational and formative significance: they
draw viewers into an engaging dialogue,
inviting them to think, decipher hidden
meanings, and seek new knowledge. Thus,
authorial illustration rich in cultural content
have become not merely an artistic practice
but a significant medium that shapes

a coherent image of national identity

and contributes to the formation of the
country’s cultural brand in the eyes of both
local and international audiences.
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BPEHAWPOBAHMUE HALLMOHANIbHOW KYNbTYPHON UAEHTUYHOCTU B UCKYCCTBE
MNNIOCTPALMUU HOBEMLLETO KASAXCTAHA YEPE3 MPU3MY TBOPYECTBA XYA0XHUKA
LOAYPEHA TACBYJIATOBA

AHHOTaLMS: CTaTbs NOCBSALLEHA UCKYCCTBOBEAYECKOMY aHAM3Y Xy40XKECTBEHHO-KOMMEPYECKUX
npoLeccoB HpeHAMPOBAHMS 06Pa30B U CUMBOJIMKM HALMOHANbHOW KYJbTYPHOM MAEHTUYHOCTH B
MCKYCCTBE COBPEMEHHOW MNMIOCTPALMM Ka3axCTaHCKOro XyaoxkHuka JaypeHa TacbynatoBa. CraTbs
HauYMHaeTCs C UCCNeNOBAHMS MOHSATUS - HALLMOHA/bHAS Ka3aXCTaHCKash MAEHTUYHOCTb U ee ponu

B GOPMUPOBAHMM SKOHOMMYECKOTO 61aronosyumns U UMmUaKa ctpaHbl. CUbHbIN, MO3UTUBHBIN U
YKMU3HEYTBEPXKAAKLMIA HALMOHANBHbIA UMUIK SBASETCS OAHUM U3 CaMblX LLEHHbIX U 3HAUYUMBbIX
MHTENIEKTYaIbHO-XYA0XKECTBEHHbIX PECYPCOB AJist 060K CTPaHbl, YTO 0COBEHHO aKTyasibHO B 3MOXY
BCEMMPHOM rnobanmsaumun. B MexxayHapogHOM perTUHIre HaLMoHanbHbIx 6peHaoB «Anholt Ipsos
Nation Brands Index» (NBI) npuBeneHbl cTpaHbl € ycnewHbIMY CTPATErMAMMU Pa3BUTUS HALMOHANIbHOTO
6peHa, YTo NMO3BOJISIET aHANIOTMYHO PACCMATPUBATD KAa3aXCTAaHCKYO HALMOHANbHYI0 MOEHTUYHOCTb
KaK HaLMOHasbHbIV 6peH, B MMPOBOM MacluTabe. TeHAEHLMS K «BO3BEAEHMIO 34aHMSA» HALMOHANbHOM
MOEHTMYHOCTM ByAeT COBEpPLIEHHO HeahdeKTUBHA 6e3 peann3aLmm rocyaapcTBEHHOM CTpaTerumn
TPaHCASALMK ee MAEeN U LLeHHOCTeN B MacChl, MOCKO/bKY BaXKEH MPOLLECC 06LLECTBEHHOMO NPUHSATUS U
pa3neneHus 3TUX UAEN U LLEHHOCTEN rpaxaaHamu. B cBo ovepesb, XyL0XKECTBEHHOE NPOU3BeLEHNE
MMEET BaXKHYH BOCMUTATENbHYIO, 06Pa30BaTe/NbHYI0 U 3CTETUKO-NPOCBETUTENBCKYH LLEHHOCTb, Tak

K€ OHO WUIPaET CYLLECTBEHHYIO POJb B BOCMUTAHUM BKYCA, GOPMUPOBAHUM AYXOBHbIX LLEEHHOCTEN

W BU3yanu3auum CTuas 3noxu. MIcxoas U3 3Toro, yesibro CTaTby SBASETCS ONpeneneHme KynbTypHO-
06LLEeCTBEHHbIX LLEHHOCTEN HaLMOHabHbIX 6peHaoB KazaxcraHa v ux otobpaxeHue B UAIOCTPaLMsX
COBPEMEHHbIX aBTOPOB. B coBpeMeHHOM M306pa3utenbHoM uckyccTee KasaxcraHa TpyamTcs Lenas
nnesna XyLoXXHUKOB-MUICTPATOPOB, YbM MPOU3BEAEHMS Y)KE 06/1aAaAI0T CAMOObITHBIM CHOXETHO-
XYL,0XECTBEHHbIM COLEPXKAHMEM, KOTOPOE MOXHO 0OXapakKTepM30BaTb Kak chOPMUPOBABLLMIACS
aBTOPCKMIA BpeHa. B AaHHOM cTaTbe MeMOJOM UCKYCCTBOBEAYECKOTO aHaMM3a UCCeAYHTCS KOMMO3ULLMK
MUPONOrMYecKoro cogepxxanusa aypeHa Tacbynatoea. HecMOTpsi Ha TO, YTO XYAOXHUK B CUY
COBPEMEHHbIX peasinii Co34aeT CBOU NPOM3BELEHUS C MOMOLLLIO rpadUyecKnx pesakTopoB, ero
XYL,0XECTBEHHO-CTUIMCTUYECKME aBTOPCKUE OCOBEHHOCTM U KY/IbTYPHbIE LLEHHOCTM Ka3axCKOM HaLmu
B X 06Pa3HO-CMMBOJIMYECKOM MPOSIBNEHWM SBSKOTCS OCHOBHBIM (DYHAAMEHTOM €ro TBOp4ecTBa. B
pe3ysbmame, NPUBMIEKAS UCKYCCTBO UANIOCTPALMM, XYLOXKHUK-MTHOCTPATOP TPAHCIMPYET MacCOBOMY
3pUTENIO LYXOBHbIE HALLMOHANbHbIE LLIEeHHOCTH, OKa3bIBasl BAUSIHUE Ha COLMYM U GOPMUPYS MOLENb
MOCTPOEHMS HALMOHAIbHOM UAEHTUYHOCTU B COBPEMEHHOM M306Pa3UTENbHOM KYNbType.

Knioyesbie cnoea: HauMoHaNbHAs UOEHTUYHOCTb, HALLMOHANbHbIN OPeH, Ka3axcTaHcKas
MOEHTUYHOCTb, MCKYCCTBO MINKOCTPALIMS cOBpeMeHHOro KasaxcraHa, daypeH Tacbynatos.

Ana yumuposarus: KaH, Jlaga, u Manuk MykaHoB «bpeHanpoBaHWe HaLMOHANbHOM KybTYpHOM
MIOEHTUYHOCTU B UCKYCCTBE MKOCTPALMK HoBelwero KasaxcTaHa Yyepes npusMy TBOPYECTBa XYLOXKHMKA
[aypena TacbynatoBa». Central Asian Journal of Art Studies, 1. 10,N2 4, 2025, c. 155-177,DO0I: 10.47940/
cajas.v10i4.1134

Aemopbl npoyumanu u 0006puIu 0KOHYamebHell 8apuUAHM pykonucu u 3aseastom ob omcymcmeuu
KOH@UKMa uHmepecos.
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Jlaga Kan, Manik MykaHoB

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

OAYPEH TACBYJIATOB WbIFAPMALDbIJIbIFbIHbIH, MPU3MACDHI APKblJ1bl )XAHA KA3SAKCTAH
WNNIOCTPALUSA OHEPIHAETT ¥NTTbIK MOAEHU BIPETEANIKTI BPEHATEY

AHHOTaumsA: byn Makana KasakcraHablk cypeTwi JaypeH TacbynaToBTbIH 3aMaHayM UANOCTPALLMS
eHepiHAeri YNTTbIK M3AEHU BiperennikTiH, 6eMHenepi MeEH CUMBOJIMKACbIH BpeHATEeYAIH KOpKeM-
KOMMEpPUMSNbIK YAEPICTEPiH OHEPTaHY/bIK TaNAayFa apHaFaH. 3epTTey «YNTTbIK Ka3aKCTaHablkK,
Gipereinik» yFbIMbIH XOHE OHbIH, €1A4iH 3KOHOMMKANbIK, UFiNiri MEH UMUOXKIH KaNbINTaCTbIpyAaFbl PesiiH
KapacTblpyaaH 6actanagpl. KywwiTi, TO3UTUBTI XXaHE eMipLUeH, YITTbIK UMUK KE3 KENreH MeMiekeT
YLWiH aca 6afanbl api MaHbI3Fa Me 3UATKEPAiK-KepKeM pecypc 6onbin Tabbinaabl, 6yn xahaHoaHy
nayipiHae epekue e3ekTinikke ne. «Anholt Ipsos Nation Brands Index» (NBI) ynTTbik 6peHaTepiHiH,
XasblKapanblK PENTUHTIHAE YNTTbIK OPEHATI AaMbITy CTpaTErMsachl TabbiCTbl XXy3ere ackaH engep
kepceTinreH, 6yn KaszakcTaHHbIH, YNTTbIK GiperenniriH aneMaik oeHrenaeri yntTblk OpeHa peTiHae
KapacTblpyFa MyMKiHAIK 6epesi. ¥YNTTbIK BiperennikTi «KanbiNTacTblpy» YPAICI OHbIH, nAesnapbl MeH
KYHAbINbIKTapbIH KeH, 6yKapara XeTKi3eTiH MEMNEKETTIK CTPATErMACHI3 TUIMCi3 60/IMaK, OUTKEHI byn
noesanap MeH KyHObUIbIKTapAbl a3aMaTTapablH Kabbiaaybl MeH 6enicyi aca MaHpl3abl. OHEp TybIHAbICHI
e3 Ke3eriHae Tapouenik, 6iniM 6epy aHe 3CTETUKANbIK-aFapTyLUbIIbIK, MOHTE Me, COHAAN-aK 0N TanFaMAbl
Topbueneyae, pyxaHu KYHAbINbIKTapAbl KaibIiNTacTbipyAa XXaHe 3aMaH CTUJTiH BU3yanu3auusnayaa eneyni
pen atkapagbl. OcbiFaH opai, MakanaHblH, Makcamsl — Ka3akCTaHHbIH, YNTTbIK OpeHATEPIHIH, MaAEH!-
KOFaMbIK KYHAbUIbIKTAPbIH alKbIHAAY XOHE ONapAblH, 3aMaHayu aBTOpiapAbIH MIMCTpaLManapbiHaa
KepiHic TabyblH aHbikTay. Kasipri KasakcTaHHbIH 6eliHeney eHepiHAE CHOXETI MEH KOpKEMAIK Ma3MyHbl
YKaFblHaH ©3iHAIK aBTOP/bIK OpeHp, AeHreliHe XXeTKeH bipkaTap MANOCTpaTOp-CypeTLLinep eHbek eTyae.
byn makanaga JaypeH TacbynatoBTbiH M1dONOTUSbIK Ma3MyHAaFbl KOMMO3MUMSNAPbI OHEPTaHY/bIK,
Tangay adicimeH 3epTTeneqi. 3aMaHaym Xaraannapra opai CypeTili 3 TybIHAbUIAPbIH rPaduKanbiK,
pefakTopsap apKblbl XKacanTblH 601ca Aa, OHbIH aBTOPJIbIK, KEPKEM-CTUNIMUCTUKANIK, EPEKLLENIKTEPI MEH
Ka3aK YITbIHbIH M3AEHM KYHAbIIbIKTApbl 06pa3ablK-CUMBOJAbIK TYPFbIAA OHbIH, LWblFapMallbl/bIFbIHbIH,
Heri3ri ipreTacblH Kypanabl. HomuseciHoe UNACTPaLLMS OHEPiIH KONAAaHa OTbIPbIN, UAMKCTPAaTOP-CypeTLUi
VATTbIK PyXaHW KYHObUIbIKTapAbl KEMLWifik KepepMeHre XeTKi3in, CoLuMyMFa biknan eTeai XKaHe Kasipri
6eliHeney MaleHUETIHAE YATTbIK BipereinikTi KanbiNTacTblpy MOLAENIH Ty3€eLi.

TyiiiHOi ce3dep: yNTTbIK Biperennik, ynTTbik 6peHa, Ka3akCTaHablK 6ipereinik, 3aMaHaym KasakcraH
unncTpaums eHepi, daypeH Tacbynatos.

Aaiiexce3 ywin: KaH, Jlapa xaHe MykaHoB Manik. «JaypeH TacbynaToB LublFapMaLLblbIFbIHbIH,
npu3Machl apKblibl XXaHa KasakcTaH UANCTpauns eHepiHaeri yATTblK MaAeHU BiperennikTi bpeHaTey».
Central Asian Journal of Art Studies, 7. 10, N4, 2025, 155-177 6., DOI: 10.47940/cajas.v10i4.1134

Asmopnap KomazbaHblH COHFbI HYCKACbIH OKbIN, MAKY10a0bl #aHe Mydoesnep Kalilblblfbl OK
eKkeHOi2iH ManiMOeLioi.
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OUJTOCODPUSJIbIK MAKBIM
YKOHE KA3AK BEMHEJIEY
OHEPIHIEI )KbIJIKbI
OBPA3bI

Canxap Coiprabaes', lpypeH6ek KycaiibiHoB?

I2AGaii aTbiHgarsl Kasak yaTTBIK Me1arorukablk YHHBEPCHTET]
(Anmarbl, KazakcraH)

Anparna. byn Makanaga kasak 6eiHeney eHepiHAeri XblIKbl 6erHeci dunocoduanbik TypFblaaH
TanpaHagapl. Ocbl KYHAEPI XbIIKbl Ka3ak, XanKblHbIH, 3STHOreHeTUKanblK 60NMbICbIHbIH, PyXaHU
[YHUETaHbIMbIHbIH, XX9HEe M3[eHM XaAblHblH, 6aCTbl KOAbI PeTiHAE KapacTblpbiabIn Xyp. PacbiHaa Aa,
eniMi3 ayMarblHaH TabblNbIM XaTkaH exenri neTpornudrepaeH 6acran 6yriHri KeckiHaeme MeH 3aMaHaym
©HEp TyblHAbINAPbIHA AeliH Tynnap 6eiHeci kewneninepair, AyHUEeTaHbIMbIH OeliHenenTiH KepkeM-
M3[eHV CMMBOJ peTiHAe KepiHic Tabaapl. byn kepiHicTepae Xbinkpl 6eMHeCi KEHICTiK NeH yaKbITTbl
UrepyaiH, epKiHA4iK NeH TeKTiNiKTiH CUMBOJIbI peTiHAe KepiHic Taybin keneai. COHAbIKTaHAA FblTbIMU
opTafa XblaKbl 06pa3bl STHOrPAPUANbIK, HEMece 3CTETUKANbIK KbIplapbIMEH FaHa LUEKTENMEN, YITTbIK,
dunocoduanbik oinayablH KEPKEM penpe3eHTaumsachbl peTiHae KapacTblipbinyaa. byn e3 keseriHge,
6eriHeney eHepiHAEeri XblIkbl 6eMHeCiH dunocodusnbik Tanaay e3eKTiNiriH apTTbipasbl.

OHbIH cebebi durnocodusnbik oinay A3CTYpiHAE 6HEP TYbIHABICbIH TEK KOPKeM OeliHe peTiHae FaHa
eMeC, M9LEHU-OHTONOIUANbIK M3HI 6ap KybObinbIC peTiHAe navibiMaayFa TannbliHYMeH TyCiHAipineai.
Ocbl TypFbIAAH anfaHaa, XblUIKbl 6eMHeci apKbiibl Ka3aK, AYHMETaHbIMbIHAAFbI aAaM MeH TabuFaTTbiH,
TYTaCTbIFbl, KOCMOLLEHTPIIIK OMnay XyWeci, apXeTUNTiK CaHaHbIH TepeH kabaTTapbl aikblH KepiHic
Tabagpl. Con cebenTi, 6yn Makanaga SpHcT KaccupepaiH cumBongapik popmanap dunocoduscel, Kapn
HOHrTiH apxeTunTik Teopuschl xaHe [aHc-Teopr lapamepaiH repMeHeBTUKAChI 3epTTeYAiH dAiCHaMarbIK,
Heri3i peTiHae anbiHAbl. 3epTTeyae o6inxaH Kacrees, KaHadusa TemkaHos, Mongaxmet Kenbaes,
CanuxutouH Aittbaes, XXymakbiH Karipambaes, OMipbek YXybaHusa30B xaHe Tanfat TneyxaHoB
eHbekTepi TangaHabl. Con apKplibl XbINKbIHbIH, 6€MHECi YATTbIK, KOATbIH, VXKbIMAbIK, XaATbIH XX9He pyxaHu
apXeTUnTepiH KepkeM TaHbacblHa aHanFaHbl KOPCETiNAi. FHW, Makanaaa eniMisferi eH, anfaLKbl



KaCibu KeckiHaeMellenipaeH 6actan Kasipri 3amMaHfbl CypeTLUiniep Ae KapacTblpbiifaH. Makanaga kasak,
eHepiHAeri XblKbl 06pa3bl GUI0COOUANbIK KAaTeEropuanap TyPFbiCbiHAH XYMeni KapacTblpblbiM, OHbl
VITTbIK, 6ONIMBICTbIH, KEPKEM OHTOMIOTUSCHI, YXKbIMAIK, KaATblH CUMBONAbIK, GOpPMachl peTiHAE TYCiHyre

alifbllapTTap Xacanabl.

Tyiiin ce30ep: dunocodusanbik Tanmay, CMMBONLbIK, GOPMa, BU3yanabl OHTOIOMUS, APXETUNTIK CaHa,
KOCMOLLEHTPAIK AYHUETAHbIM, YITTbIK 60/IMbIC, MBAEHM KaLbl, KOPKEM pernpe3eHTaLms, Tyanap obpassl,

Ka3ak, KeckiHaemeci

Aatiekce3 ywiH: Coiprabaes, CaHxap xaHe [aypeH6ek KycaribiHOB. «Punocodumsanblk NambiM KaHe
Ka3ak, berHeney eHepiHAeri Xblnkbl 06pasbi». Central Asian Journal of Art Studies, 1. 10, N2 4, 2026,

178-195 6.,DO0I: 10.47940/cajas.v10i4.1112

Aemopnap KomuazbaHblIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KallublbIFbl HOK

ekeHadi2iH Manimoelioi.

Kipicne

yrinri kynre nefiin Kasaxkcran

TeppPUTOPHUSICbIHAH TaObLIFaH GelHesey
OHepi TybIH/bIIaPbIHbIH €H aJFallKbl KoHe
Oipliama anrakThbl KoHe yJrijepi »kana
Tac (HEOJIUT) TMeH MBICThI Tac (9HEOJUT)
Jyipaepine xKatajbl. by TybiHABIIAPIBL
asFalKel cypetiiisiep, Mud »xacayuibliap,
aHLIblIap MeH OaKcblaap Xacaca
Kepek. OJiap e3epiHiH AyHHETaHbIMbIH,
JiHW - PUTOCOPUSBIK KO3KapacTapblH
JKOHE HaHbIM-CeHiMIEepiH TacKa Kalan
KaJaplprad. Ocbl1applH illiHie epekiie
KO3re TyceTiHi KblKbl 6eiHeci. JKblIKb
KollneJiijiep YIliH Kol XallyaH emec,
TipLLiJIK cepiri opi KyAipeTTi KapaTblJiblC
6oJiraH. AllaM MeH YKbIJIKbI aPaChbIHIAFbI
e3apa OallylaHbIC Ka3aK MoJIeHHEeTiHe
TepeH OHTOJIOTHSI/IBIK 2KOHE CHMBOJIIBIK,
MOHIe He MJIEHH -aHTPOTOJOTHSIJIBIK
CMMOMO03 peTiHAe KaJblNTacKaH KyOblIbIC
60J1biN TabbL1aAbl. JKbIIKBI Ka3aK yilliH
THOTEHETHKAJIBbIK KO/, AHTPOIOJIOTHSIIIBIK,
CUMBOJI, pyXxaHu apxetur. O ice —
CYCbIH, 2KeCe — a3blK, MiHCE — KOJIiK.
KoObi3piH illiekTepi MeH bICKbIChIHA eHiH
6abasapbIMbI3 XKbIJIKbIHbIH, KbIJIbIHAH
»kacaraH. KblJIKbl — XaJiblK 6HepiHiH 6acTbl
9pi 2KyHeKypayLIbl KopkeM OelHeJ e piHiH

6ipi peTiHae opHbIKKaH. OHbIH Kypici

MeH 1y0ipi — oH MeH KyHJe, eKini —
3M0CTa, KeCKiH-KeJi0eTi — GeliHesiey
oHepiHae GenepJienin otbipran (Tokrabaii
5). Exeanri nerporsindrepnen 6acrar,
3aMaHayu OciHeJsiey eHepiHe AeHiH KbITKbI
OeliHeci afaM MeH TabUraT apachlHArbl
OallIaHbICTbIH, €PKIHJIIK MeH KeHJIIKTiH,
OaTbIPJbIK TeH TEKTIJMIKTiH HbIIIaHbl PETiHAe
KOPIHIC TayblIl KeJe/i.

OHep TybIHABLIAPbIHAATBI XKbIJIKbI
OClHeCiHiH MOHIH allly TEK 6HEPTaHYJIbIK
HeMece 3CTeTHKaJIbIK MaceJsie leHOepiMeH
ieKkTeMeH, 01 PUI0COoDUSIBLIK TYPFbIIaH
TaJIay/ibl KazKeT €TeTiH KellleHi mpobJiema
60J1bI11 Tabbl1aabl. Cebeli, KbIJIKbI
KOLLTIEJi ©DKEHUETTIH OHTOJIOTHSAJIBIK
O0JIMBICBIH GeHHeIeHTiH aMOeOan apxeTH
6oaibin yarepai. bys Typrbiaa XKbliKpl
00pasbl YITThIK MOJICHUETTEri CUMBOJIIBIK,
thopmasiapibl 3epTTeyliH 63eKTi 06beKTiciHe
alinanabl. dpHer Kacenpepain animal
symbolicum Ty»bIpbiMaamMachl OOHbIHIIIA,
aZlaM aJIeMli CUMBOJIIAP APKbIJIbI TAHU/IbI
»KoHe GeltHeseii. « KymaHcis, CUMBOJIIBIK
OWJIay MEH MiHe3-KyJbIK — aJaM OMipiHiH eH
6acThl cunaTTapbl. AmamMaat MoJIeHHETiHiH,
OYKiJ1 porpeci 19J1 OCbIFaH CyHeHesi»,

— neiini Kaccupep (Kaceupep 473). Och
TYPFbIAAH aJFaH/a, OHep TYBIHABIIAPHI J1a
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CHMBOJIBIK (hopmasiap »kyiecinii KepiHici
60J1bIN TaOblabl. COHIBIKTAH Ka3ak
OeliHesiey eHepiHeri KblKbl HefiHeciH
VJITTBIH PyXaHH JyHUETAHbIMbIHBIH KOPKEM
pernpeseHTaUMsChl peTiHle KapacTblpyFa
20/1eH Heri3 6ap.

Byrinri Tanna Kasakcranna KabbligaHbin
JKaTKaH YITTBIK AaMy »KocrapJap
MeH MeMJIeKeTTiK OariapJaamadliap
MJIEHH MYpPaHbl 2KAHFBIPTY MEH YJTThIK
OipereiiikTi KylelTyre 6arbiTTanyaa. byn
ypJiic hunocodusIbIK TYPFbIIaH 6Hep MeH
MeMJIEKETTiH e3apa 6alJlaHbICBIH KalTa
KapacTbipyra MyMKiHik 6epefi. Kasax
OeliHesiey eHepiHeri KblKbl HefiHeciH
3epTTey OCBIHAAN YITTHIK KOAThI KAUTa
JKaHAAHABIPY YAEPiCiHiH CUMBOJIJIBIK alHACHI
necek Te 6osabl. OHep MeH MEMJIEKETTiK
Oarnap/blH TOFbICHIHA YT 63iHiH MOJIEHH
JKajlbl MeH pyXaHH O0JIMBICHIH TepeHipeK
VFbIHAIbI.

Ocbiran 6GalIaHBICTBI 3ePTTEYIiH OACThI
MaKcaTbl — Ka3ak OeliHeJiey eHepiHaeri
YKbIIKbI 06pasbiH (hHI0CODHUAIBIK
TYPFbIIAH 3epjieJsiey, OHbl YATTBIK KOJL
NeH Ma/ICHH - CUMBOJIIBIK »KYHEHiH
Kepinici petinae Tananay. CoHbiMeH
KaTap, OyJ1 3epTTey Kazak GerHesey
OHEPiHiH CUMBOJIIBIK KYPbIJIbIMBIHBIH
6ip KbIpbIH alllyra TajrnbiHbic. Ockl
MaKCcaTKa CoHKec KeJiecineil MiHgeTTep
arikbIHaa/Ibl: JKbIIKbl 06pasbIHbIH, TAPHXH -
MoJieHH HacTayapblH aHbikTay; Kasak
KecKiHzemeci MeH rpaduKachiHIaFbI
KOpKeM perpe3eHTalUsIChIH Tajjay;
Cypertiuinep ublrapMallblibIFbIHIA
JKBIIKBIHBIH aPXETHITIK 2KOHE CUMBOJIIBIK
MaHiH KepceTy; Kazak dunocopusiibik
JIYHHETAHbIMbIH/IA 2KbIJIKbl O€HHECIHiH,
OHTOJIOTHSIJIBIK OPHBIH alKbIHAAY.

3epTTey 00beKTiCi — Kasak GeliHesey
oHepiHeri KblJIKbIHbIH Oelineci. 3epTTey
MoHi — ochl HeliHeepaiH PUI0CODHUTBIK
MasMYHbI MEH MJJICHH CEMaHTHKACHI.

3epTTey aaicTepi

Kasak GefiHesiey eHepiHIeri KbIJIKbI
OeriHecit pUN0CODUSIBIK TYPFbIIAH

3eplediey YUIiH opTYpJli FbIBIMH dJicTep
navjajsanblibl. byn onicrepai keueni
TYPAE KOJJIaHy 3epTTey/liH MaKkcaThl MeH
MiHIETTEPiHE COUKEC KbIJKbI 00PA3bIHBIH
TapHuxu OacTayJsiapbiH, KOPKeMIiK
perpeseHTalUsChIH KoHe (hHI0COPHUSIIBIK
MarblHACBIH XKaH-KaKThl KAPACThIpyFa
MYMKiHIIK Oepi.

En anjpiMeH Makasaia Tapuxu-
caJIbICTbIpMalibl 9Jlic KOJIaHbL1Ibl. By
9JliC apKbI/Ibl Ka3aK eJIiHiH €H aJFallKbl
KociOu cypeTiisiepiteH (O06inxan
Kacrees, Kanadus Temxanon) 6acran
Kasipri 3aMaH KeckiHaeMellijepine
neitin (Omip6ek )Kybanusizos, Tanrar
TaeyxxanoB ) :kyieJii casblCThIPbIIIbL.
JKbliKb! GefiHeCiHiH penpe3eHTalusIChl
9P J9YipAiH TapUXH-MOJEHU KOHTEKCiHe
KapacTblpbliabl. COHBIMEH KOCa, aTaMBblII
OJLICTIH apKaChlHAA OHepleri KopKeM
obGpaznap/ibl, Kajai earepreti, KeHeCTikK
KE3CHHEH TOyeJICI3/iK Kbl/IIapblHA ACHIHT]
TpaHcopMalMsIChl KOPiHiC TaMNThI.

CoHbIMeH KaTap, KypblJIbIMIbIK-
TaJIaMaJIbIK dJ1iC KOJIAHBIJIBI,

JKBIJIKbI OCHHECiHiH KOPKEMIIK TiJIeri
epeKLIeiKTepi, KOMIIO3ULUSJIbIK
KYPbLJIbIMbI MEH CUMBOJIBIK LI€1iMEepi
capanragibl. Macesnen, Kacreestin
THOrpaUsI/IbIK HAKTBIIBIKKA Heri3ae/ret
TYbIH/BIAPbI MeH Tes2KaHOBThIH,
JIMHAMHKaJIbIK KeHICTIKKe KypblJIFaH
KapTUHasapbl 6ip-6ipiMeH CcasbICThIPBLIbII,
OJIAPJIbIH, VIITTBIK KOJIThI GeHHeJ ey Ieri e3iHe
TOH CTUJIB/IIK epeKIleJiKTepi alKbIHIAIbI.

Byran Koca, CUMBOJIIBIK TaJiay dftici
Opux Kaccupepain «Anam Typasibl odepx.
Anamaat mMasieHHeTi pusocopusicbiHa
Kipicrie» eHberiHe Herizaein KoaaHbUibl
(Kaccupep). Ocbl apKblJIbl KbIIKbI
OeliHeci MoJIcHH CUMBOJI pETiHe
KapacTbIPbIbII, OHbIH YJITTbIH PyXaHH
JIlYHHETaHbIMbIHAFbl OPHbI ALIBIJIJIbI.

9. Kaccupepin cumMBoibiK hopmagiap
tbunocousichl anamibl « CAUMBOJIIBIK,
»)anyap» (animal symbolicum) petinne
cunatraiibl (Kaccupep 472). bya
Karujaa O0MbIHILIA ajaM aJieMJli TiKeJiel
Ce3iMJLIK TaxKipuOe apKbl/ibl FaHA eMec,



CHMBOJIIAP 2KYHecCi apKbL/IbI HTepefi.

Ocbl TyprbIIaH ajiFaHia, Kasak oOefiHesey
eHepiHzeri XKblIKbl OefHeCi — YKbIMJIbIK
JKaJl TIEH YJITTBIK IYHHEeTaHBIMHBIH KOPKEM
perpeseHTauuschbl O0JIbIN TaOblIALbI.
CuMBOMIBIK Tas1ay 6i3re XKblJIKbIHbI YATTHIK
CaHaHbIH TepeH KabaTTapbiHa OPHBIKKAH
MOJICHH - KOATBIK KypPbIJIbIM PeTiH/Ie
KapacTbipyra MyMKiHJiK Oepelii. by
Typreita Anekceit @énoposuu JloceBTiH
CHMBOJI TAOUFATBI TypaJibl TY2KbIPbIMbI

11 €CKePisli, OUTKEHI, 0J1 Ke3 KeJIreH

OHep TYpiH, TINTi OapblHIIA peauCTIK
YJITiIePiH 16 CHMBOJIIBIK KYPbIIBIMHAH ThIC
KapacTblpy MYMKiH €MeCTIriH JpJes ek
(JToces). bys1 karuna 6i3ain 3eprreyimizae
OeliHesiep/liH, CIPTKBI MillliHiHEeH 6oJeK,
OJIap/lbIH M3JIeHU - UJIESIJIbIK aCTapblH
TyciHyre »oJ1 aliansl. backauia aitkanaa,
Kaccupepain KaruaaTbiH KOJIaHy apKblJibl
6i3 cypeTiuiniepid eHOeKTepiHerTi
TYJINAPAbI VITTbIH 63iH-631 TaHy TaciJi,
TapHX MeH GOJIMBICTBI TYCiHY/LiH CHMBOJIIBIK
Tl petinze amambia. Ockl peTte Annpen
BeibifijiblH CHMBOJIIBI TEK KOPKEMIIIK

TOCIJI FaHa eMecC, IYHHeTaHbIM/IbIK
KaTeropusi peTinae naibiMaaybl

epekiie MaHbi3bl ( Benbiit). Benbiiiapix
nafbIMAAYbIHILIA, CUMBOJI — aJaMHbIH,
OO0JIMBICKA KATbIHACLIHBIH oMOebar
¢dopmacel. by karuna Kazak eHepineri
XKbIIKbI G€HHECIH YATTBIH PUI0CODHUSITBIK
JlYHUETAHbIMbIH »KETKI3€TiH MOICHU - PyXaHU
(beHOMeH peTiHie TyCiHyre MyMKiHIIK
6epei. CoHabIKTaH OyJ1 9Jlic 3epTTEY/IIH,
HEeri3ri TeOPHUSIJIbIK TiperiHe alHaJblIl,
OeliHeJs1ey OHePiHIeT] KbIJIKbI 00pasblH
(uocoduUAIbIK KaTeropusiyiap AeHreiinie
nalbIMaayra Karian Kacanipl.

Kapa I'ycras IOnrtin apxetunTik
Tasay aflici « ApXeTHIT KoHe YKbIMIbIK
HelicaHa» eHberiHe cyileHe OThbIpbII
»Kyprisingi. JKblikpl apxeTuni Kazak
MOJICHUETIH/IE €PKIHAIKTIH, KyaTTbhIH, KoHe
KEHICTIKTi UTepPY/iH CUMBOJIbI PETiHle
KapacTblpbliFaH. OHep TYbIHbIIaPbIHAAFbI
TyJnap 6edHeCiHiH Y2KbIMIBIK OeficaHameH
H6aitanbichl ailkbinaaapl (FOur). Kapa
['ycras IOurTin nikipinie, apxetunrep

allaM3aTTblH OelficaHaChIHIA CAKTaIFaH
ambOeban 6efiHesiep MeH uiaesaap 60JIbIIN
Tabblaajibl. «ApXeTUNTEep — Tarablpiai
TOHII KeJIeTiH ToxKipubesep KelleHi.
OugnapapiH bIKNasbl Gi3/1iH OMipiMi3iH eH,
TePEH, €H CbIPJIbl TYCTAPbIHIA Ce3iIei»,
— neiini onn (YOur 58). by karuna
APXETHNTEP/iH TEK XKeKe TICHXOJOTHAJIBIK
KYObIJIbIC €Mec, MaJIEHHUET I1eH eHepjie e
TYPAKTbI KOpiHic TaOATbIHbIH aHKbIHAANUIDL.
An Kazak MoJIeHHeTiH]Ie eH epeKlile api
TaHbIMaJ apxeTuntepin 6ipi xKblakpbl. O
€PKIHAIKTIH, KyaTTbIH »KOHEe KEeHiCTIKTi
UrepyiH KepiHici peTinae, TilTi KUud/ra
KeTesielTiH MU peTiHjie e XaJaKbIMbI3/IbIH
CAHACBIH/A OPHBIKKAH.

bynan 6esek, makanana [anc-I'eopr
[anamepin « AKMKAT »KoHe 9Jlic» eHOeriHe
cyiieHe oThIpbIM, (PUIOCOPUSIIBIK-
repMEHEBTHKAJIBIK 9/liC T€ KOJIIAHbL/IIbI
(FOnr). Mynnarbl Mmakcat — eHep
TYBIH/BICHI MOJIEHU -TAPUXH TaxKipHOeHi
TYCiHYiH KypaJibl O0JIFaHIBIKTaH, Ka3ak
CypeTIiLisiepiHiH eHOEKTePiH TaPUXH 2KaJIbl
MEH MOJICHU CEMAHTHKA TYPFLIChIHAH
rannay. [anc-T'eopr 'anamepnin
repMeHeBTHKAJIbIK (hHI0CODHUSICHI OHED
TYBIH/BICBIH TEK 9CTETHKAJbIK HbICAH FaHa
eMec, MdJICHU-TapUXH TaxKipUOEHi TYCiHy/IiH
KypaJibl peTiHjie Kapactbipajibl. OHbIH
NikipiHLLIe, 6HeP TYbIHIAbICHl 3aMaHMeH
YHIECETiH KyObl/bIC. «OHep TybIH/bLIAPbI
OTKEHHEH KeJIill, FachlpJiap/ibliH
MOHYMEHTTEpi peTiHae OyTiHrire eHreHiMeH,
oJlap/ibl TeK CTETHKAJIBIK HE TAPUXH CaHa
asicblHa Chlkbipyra 6osmaribl. Onap
63 KbI3METTepiHe COUKeC KeJqreHlle, Ke3
KeJireH OYTiHTi COTTiH 3aMaHaacTapbl OOJIbIMN
KaJsia 6epesi...», — neii o (I'agamep 167).
Jlemek, oHep TybIH/bICHI 63iHiH TAPUXH
HacTayJ/iapblHaH aXKblpaMai, apKallaH
»KaHa Jpyipmen cyx6aTrachin Typajbl. Ockl
TYPFbIIAH aJFaHa, Ka3aK CypeTLliJiepiHiH
eHOeKTepi ie TApUXH-MIJIeHH KOHTEKCTIMEeH
OaiJlaHbICTbl KAPACTHIPbIJIbII, OJIap/blH
KOPKEMIIK TiJIIHACTT CUMBOJIIBIK »KOHE
OHTOJIOTHSIJIBIK MOH alKbIHIa/bl. By
KaruaaTThl Ka3ak OeliHesiey eHepiHe
KOJIIAHCAK, OHJIa Ke3 KeJIFeH KapTHHA
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HeMece MyCiH OeJrisi 6ip Ke3eHHIH TapHuXH-
9JIEYMETTIK KarlaiibiH FaHa KepceTil
KOoIMawibl, CoHbIMeH Gipre ap Jyipaeri
KOPepPMEeHTe 2KaHa MoH-MarblHa alllaTbIHbIH
tycinemis. Macesien, KacreepTiH «BypkiT
ycTaraH aHuiblcbl» XX Fachblp/blH
30-KblIapBIHBIH, TYPMBICBIH OefiHesece
Jie, OYTiHTi OKbIpMaH YIIiH 0J1 KA3aKThIH,
TaOUFaTIIeH TYTACTbIFbIH XKAHE YJITThIK
PYXTbIH, KalHAPbIH >KEeTKi3€TiH CUMBOJIFA
afiHasiraH. Ocbl apKbl/Ibl 6HEP TYbIH/BICh
yaKbITKA ToyeJieHOel «Colenii», ArHu
9P JOYiPAiH MOJCHU AUCKYPChIHA CiHiIl, COJI
JIOYIpAIH 631H/K 2KoHe 63€KTi MaceJsesIepiH
6eliHesi TypJie alKbiHaan 6epesi.

ConbimeH Gipre, ['anamepain
«KepkemaikTiH e3eKTisiri» enberinjeri
olnapbl 1a 3eprreyimisre 6arnap 6osabl. O
OHEP/IH 9p AdYip YLIiH Ka3ipriJik MoHre»
ue 60JIbIM, 63iHiH TaApUXH KOHTEKCTiHEH
LIbIKKAHbIMEH, YHEMI 2KaHa 3aMaHMeH
cyxGaTTachln TypaTbiHbIH KOPCeTeI
(Fanamep). byn karuna kasak GeiiHesey
OHepiHJET] KblIKbl 00pa3biH OYTiHTT KYHHIH
MOJIeHH yK9He (hUI0COPUATBIK AUCKYPChIHA
€Hri3yre MyMKiHJIiK Oepef.

Matepuasnibl 6apbiHilia TYCiHIKTI 9pi
TaHbIMIbI 00J1y YILIiH €H TaHbIMaJl 9pi
Ka3aK TapHXbl YILUiH MaHbI3bl TYbIHbIIAP
TauaaJibl. 3epTTey Mateprasbl peTinie
Kasak OefiHeJiey eHepiH/eTi KecKiHaeme
aJibIHbl. Oyap/ibiH KatapblHaa O0inxaH
KacreenTiH «BypKiT ycraran aHuib»
(1935), Kananusa TemkanoBteiy, « Keknap»
(1953), Mosnaxmer Ken6aeBTbIH
«At Kypbikray» (1961), Canuxutauu
Avir6aeBThiH « KbLIKbIIb» (1980),
JKymaxbin Kaitpam6aeBtoin, « Mykaranura
apuay» (1991), Omip6ex JKy6anus30BThbIH,
«bosropraii» (2011), Tanrar
Tiney:xanoBTbiH, « b 6acbinga» (2008)
cusIkThl enoekrep 6ap. ConbimeH 6ipre,
Ka3aK @HepTaHYyLIbIAPbIHbIH 3€PTTEYJIePI,
aabOOM-KaTtaJorrap MeH My3ei KOpbIHAAFbI
MaTepHaJiap ja naiiasaHbliibl.

Arasran ONICTEPiH KeLIeH i Typae
KOJIIAHBLIYbI Ka3ak OelfHesiey eHepiHieri
JKbIJIKbl OCHHECIH TeK OHEPTAHYJIbIK,
TYPFbIIaH eMecC, COHbIMEH KaTap,

(usocousAbIK KaTeropusiap xyieci
apKbl/ibl Tajaayra MyMKiHaik 6epi. by
TaCiIep AKblJKbl 00pa3blHbIH, MOJICHH -
OHTOJIOTUSJIBIK MAFbIHACBIH, YITTBIK
KOATAFbl CHMBOJIABIK OPHBIH, apXETHITIK
JK9HE repMeHeBTHKAJIbIK KblpJapbiH
KeILEeH/li alllyFa »Karaan xKacapl.

Tankbinay

Kazak GeiiHesiey eHepiHaeri XKblLIKbI
OeriHeci 9p Ke3eH[Ie TypJli KOpKeMAIK
MHTeprpeTauusra ue 6oJpl. bisain KaJmbl
TYpHart MeH TYC TypaJibl NaibIMbIMbI3
TaOUFH KyObIJIbICTap/IaH Tepi *KbIJIKbIHBIH,
(heHOTUNTIK TypJieHIMEPiHEH TYbIHAANIBI.
KasaKTblH KOJIOPUCTHKAJBIK MOJICHHETI
e KoOiHe »KblJIKbl 00pasbl apKblJIb
KAJIbIITACHII OTbIPFAHbIH TiJliMi3aeri
KOJIIaHbLIaThIH 605y MEH TYyC atayJapblHaH
Oailkacak Oosanbl. MaceJsieH, kep at —
OO3FBINIT, KOTI/ip TAPTKAH, XKEHIJLK
[IeH epKIiHAIKTI MeH3ece, kaparep —
TO3IM/LIJIIKTIH, TYPAKTbI/IbIKTbIH, HbILLIAHbI
caHa/sa/bl. Bypbln — eTKiHLIi TaFbIp/bIH,
CUMBOJIbI HoJIca, 11ybap — cupek
KacueTTisiknen 6ainanbicTsl pamis. Ockl
CeKIJIi KblJIaH, aK KoK, KyJ/1a KUpeH, Tymap
my6ap Topi3ai atayaap KasakThiH epeKiie
BU3YaJlJibl MEHTAJIBIJITTH AaUKbIHIANIBI.

Beusrini stHorpad yKarna babanbikysibl
arar eTKeHIeH, Ka3aK XKblJIKbIHbI TYCTEPiHe
6aitnanbictsl 100-1€eH aca atay apKblibl
JKikTereH. bys gpenomen TifiiH BU3yasjibl
oHepMeH OAHUJIAHBIChIH 2KOHE MOJIEHH
auddepeHIHalusHbIH KOFapbl AeHIeHiH
kopcetelli. ConblkTaH GeliHesiey oHepiHaeTi
JKbIJIKbI O€HHeCiH Tasnayibl Kasipri
TaHJIa MdJICHH »KoHE FBIJIBIMHU TaHbIM/A
aca MaHbI3/Ipl JIeT ecenTteimis. A 6y
3epTTey/li OpUHE KAa3aK KICiOU OHepiHiH,
Herisin Kasayuibl O6iixan Kacreepren
OacTay OpbIH/bI, 6HTKEHI, OHBIH KbIJIKbIFa
OepreH KopKeM HHTeprpeTaluschl KeHiHri
cypeTiijsiepre ipreJii 3CTeTHKaMNbIK Oarnap
OO0J1IbI.

Kazakcran kacibu GeiiHesiey oHepiHiH,
Heri3iH KasayuiblaapabH 6ipi 96iixan
KacreeBTiH LIbIFapMaLlIbl/IbIFBIHAA KbIJKbI



6eiiHeci 3THOrpaUAIBIK HAKTBIIBIKIIEH
KaTtap, puaocoHsisIbIK acTapra ja ue.
Cyperuui yulin aiiHasacbinaa 60Jblir
JKaTKAHHDBIH, O9PiH WIbIHAWLI OelHe ey ILIKi
KaxxeTTislik 6oaraH. Connpikran Kacrees
lIblFapMaJiapbiHat 6i3 KasaK Xa/JKblHbIH
TYPMBIChIH, TAOUFATBIH YKOHE COJT I9YipAiH,
PyXbIH TaHUMbI3. OHbIH KeCKiHeMeJTiK

TiJli TPUMUTHBTIJIIK [T€H HATypaJIM3M
apachbIHIaFbl TeTe-TeHTKTe AaMbl/Ibl.

Jlast ochbl epexliiiesiik TybIHAblIapbIHA
LILIHAUBIIBIK MEH OMipre KaKblH/IbIK CHIIAT
napbitazbl. MyHbIH aliKbiH Mblcaibl — 1935
KbIJIbl 2Ka3blJIFaH « BypKiT ycraraH aHiib»
(1 cypeT) aTThl TybIH/BICHI.

1 cyper. O6inxan Kacrees, Bypkit ycraran aHuibl.
1935.
Kenen, maiinb 60sty. 100x80.

Kaprunanarb anam 6eiHeci eMipLieHIiK
rneH ceHimiikke Tosbl (YKanaiibaen
21). Anaiina, »blJIKbl OyJ1 KapTHHAAA
exinui Katapaa emec. OJ1 aHlIbIMeH Gipre
6ipryrac 06pa3 Kypa#bl. Os1 MyHIa KeJiik
KypaJlblHaH repi, Ka3aKTblH KeHICTiKTeri
cepiri petine »kasblarat. A 6y.1 KepiHic
— KeluUeJli eMip ca/TbIHbIH KbICKA dpi
HaKTbl KopKeM opmackl. Kacrees Gy
enberinne, 6aJiKim, OeficaHalibl Typie

AHTPOTIOLIEHTPU3MIIIK KO3KAPACThl eMeC,
KOCMOLLCHTPHU3M/LIK AyHUEeTaHbIM/Ibl YChIHCA
Kepek. JIFHU, 0J1 alaM MeH TaOUFATThl
Kapama-Kapchl KoUMai, oJlapblH 63apa
TYTaCTbIFbl MEH YiHJIeCIMiH BU3yaJlibl
MJacTHKA apKblbl xkeTKizesi. «Kes kesren
eHep, TinTi 6apblHLLIA pealucTik 60JFaH
KYHHiH 63iH]ie e, CHMBOJIILIK OeiHeey
KypacTbIpy/laH ThIC KaJla ajJMaiibl», —
neini Anekceii Jloces (Jloces 190). [lemex,
KacreeBTiH XKblIKblIAPb! 3THOTPAPUSIBIK
OefiHeJsieyleH achlll, YITTbIK PyXTbIH KOPKEM
TanOacblHa aliHasraH. by. wbirapmanarsl
JKBIIKBI 00pasbl peasinCTiK HAKThIJIbIKTa
OepisireHiMeH, OHbIH apThIHAA YJITThIK
6OJIMBICTbIH, CHMBOJIIbIK MOHI 2KaTbIP.

Op Ke3eHJIeri KyMblcTap/iaH
Kasakcranaarsl japa wblrapMallbliblK
HeJIEPiHiH 1aMy 3BOJIIOLHUSCHIH Kopyre
6oJqanbl. Mbicasbl, Kananus Te/KaHOBTBIH,
TYbIH/IBIIAPbI OPbIHAAJYbBI KEH KeJeM/1i
GOJIbII, OHbl MEH TaKblPbIObl apPKbLJIb
epektuesieni. OHbIH WbIFapMasapbl
Kasakcran eHepiHe »kaHa cepIliH MeH
LWIBIHABIK oKeJrennei cesismi. 1950—1960
JKBIJIAPAAFB] KAa3aK KECKiHIAEMEeCiHiH
CUMBOJIbIHA ariHa/iraH Kananus
TemxanoBThiH «Keknap» kapTuHachl
(2 cypet) ynTThiK OeliHesiey oHepiHJerTi
JKbIJIKbI 00pa3blH KEHCTIK MeH ePKiHAIKTIH
CUMBOJIbIHA aHHAJIBIPIbI.

TybiHabia Keknap ofibIHbI
KelrneJijepaiH 60JMbICbIH OelHeeATiH
thunocousAIbIK MOjIe b PETiH/IE
KepKkemeareH. Komnosuims AMHaMHuKachl,
JKbIJIKbIAP/IbIH, AObICHI, TYCTIK 1leliMeri
KOHTPACT KAa3aKTbIH YATTBIK MiHE3iH,
epJIiK MeH ePKiHIIKKe YMTbLJIbIChIH
albikrainbl. «Keknap» — xetumnedi
MOJIEHHETTEr YATThIK MiHe3 OeH ITHKAJIbIK,
yCTaHbIMAP/IbIH KOpKeM MojieJi. Byi
TybIH/IbIIA 2KapblCc — alikac KaHa emec,
9NiJIETTiH, MOPTTIKTIH KOHE a3aMaTThIK
yKayarnkeplliJiiKTiH CUMBOJIbIHA alHaJIaJIbl.
At yerinneri op6ip GefiHe Y/ITTbIH HAMbBICHIH
apKaJjaraH cyObeKT peTinjie Kopkem
TysranaHaibl. Kasak ayHueTaHbIMbIHAAFbI
«KBIJIKbI 11L1IHJE 2KbIJIKbI KOIT, Ka3aHaTbl
6ip GeJiek, eJl illiH/e XKiriT Ko, a3amarhbl
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2 cyper. Kananus Tesnkanos, Kexknap. 1935.
Kenen, maitnbl 60sy. 150x325.

6ip 6eJieK» ereH MATEeJ OChl KOHTEKCTI
TepeHipek awa Tyceni. Ce6ebi, Oy
JKYMbICTA Ka3aHaT MeH a3aMaTThiH KOPKeM
VHJIECTITi, IFHHU YKbIJIKbl MEH €p TYJIFACBIHBIH,
OalyianbIChl alKbIH OalKaJabl.

JKbLIKbI OeliHeci Ke3eceTin Kasak
OeliHesiey eHepiHeri eH TaHbIMaJ
TybIHIbIIAPABIH Oipi Oys1 opuHe Mosiaxmet
Chizbikyibl KeH6aeBThIH « AT KypbIKTay»
(3 cyper) aTThl KapTHHACHI. By HibIFapMa
©3iHiH KepKeMIiK LIelliMi MeH Ma3MyHIbIK
TepeHJIiri apKblybl TyTac 6ip TapuXu-MJIEHH
Ke3eHHiH BU3yaJlllbl 5MOJIeMachblHA alHAJIFaH
HIbIFapMa.

Ky ' y
L i W S Vol L%
| &~ r 4 =y
SR :&5&5&
3 cypet. Mosiiaxmet Ken6aes, At kypoikray. 1961.
Kenen, maiinbt 60sty. 102x202.

Kapruna kasak GeiiHesiey eHepinjeri
JKBIIKBI TAKBIPbIOBIH YKaHA JeHreire
ketepai. [IIbirapmanbiH, 6aCThl € peKIeJIiri
— acay TyJiapblH epKiHAiK [eH PyXTblH,
MeTadopacbiHa aiiHasybl. Kenec
JPyipiHae casibIHFaHbIHA KapaMacTaH,
KapTHHAJA YJTTbIH, {LIKi epKiHLiri MeH
pyxaHHu KyaTbl 6eliHesienred. MyHnna
JKBLJIKBI CASICH - UIICOJOTUSIJIBIK, LeHOe P
6y3bIM 6TETiH, MeTa(U3HKAJbIK
€PKIiHAIKTIH KOPiHIiCi peTiHle KopKeM
Tise penpesenTauusiyianrad. «Kenbaen
LIbIFApMalIbLJIbIFBIHAH CAHAHBIH 6T€ TePEeH,

9THHUKAJBIK KOATapbIH Oalikayra 60J1a/bl.
Bys1 Tek kana cypetiiHiH KoGiHe YITThIK,
MOTHUBTEPre KYTiHyiMeH LIeKTeJMeH i,
COHBIMeH Oipre ONIbl 2KETKI3y KyHeCiHiH
03iHeH Jie Tikesel YATThIK Oisay TYpiHiH
KOPiHiCiH aHFapyra 00Jiafibl», — JEH/i OHbIH,
LIBIFAPMALIBLIBIFBI XKaHJIbl OHEPTAHYLIbI
Xasuma Tpycnekosa (Tpycnekosa 13).
Kazak yiuin acay y#ipety pyx reH epik-
JKirepAi IBIHAAWTBIH STHOMOIEHH TaKipHoe.
YJ/ikeH Kyll neH enTifikTi Tajgan eTeTin Gy
ToxKipube ep MiHe3 KaJbINTacTbIpbir, cabbip
MeH OaThIIILIKTBI TaJlar eTeTiH eMipJliK
cbiHakK icretti. byas ypricre dhusnkasbik
Kyar MeH pyXaHH eNTiJlik KaTap CbiHAJIa/lbl.
«ATTBIH ChIPBI HECIHE MAJIIM» JIETEH XaJIbIK
JlaHaJIbIFbl alAMHBIH TaOUFATIIEH yiJecimie
emip cypy duaocodusicoin Ginaipeni. Ocbl
TyprbliaH airania, Kenbaes keHeOinae
JKbIJIKbIHBI TAHBIFAH a/laM — KeHiCTiKTi e,
ePKIHAIKTI JIe TaHW aJlafibl AeTeH KolneJisep
JIYHHETaHbIMbl OCHEeJICHTeH.

Enpiri ke3ekTti « ANmbIChIHIIbI
JKbUIIAPABIH 2KblJIbl J1e6i» fen
artaJiblll KETKEH KOPKEeM CepIiJIiCTiH,
KotdaciibliapbiHbIH 6ipi CaJuxuTanH
Aiir6aeBTbIH « KbIKbILIBI» TPHITHXiHE
(4 cypet) 6epcek. CypeTiniHiH GefiHesey
Tl hUITOCOPUSIIBIK-TTOITHKAIBIK
cunatTa 00Jiblll, YaKbIT [1eH KeHiCTiK
KaTeropusiJiapbiH KOPKEM MJIACTHKA apPKbIJIbI
JKeTKi3e/.

«@urypatuBTi oHep asicbinia AiiT6aeB
KeCKiHIeMeHi IyHHUEeHi TaHy/bIH »Kail FaHa
ce3iMliK KabblaaayblHaH KyHeJ1i Kopy
MEH CaHaJlbl TYCiHIKKe KoLy peTiHfe
Kapactblpazbl. by Tycinik 6earinep
MeH CHMBOJIJIAP TiJli apKbLJIbl Gepinesi»
(Epranuesa 93). Aranmbliii KapTuHajia
CYPEeTLUiHiH YJITTBIH TAPUXH 2KaJlbl MEH
MOJICHUETIHIH LeXKipeciH KepceTyre 1ereH
YMTbLJIBICBIH KopeMi3. KapTuHanarsl
JKBIJIKBL/IAp KAa3aKThIH KOILeJi
60JIMBICBIHBIH KoJieHKeci. AliT6aeB ochl
006pa3 apKbl/ibl CypeTIIiHiH YJATTbIK Myparep
peTiHaeri MiHAETIH KoTepesi. OJ1 KbIJIKBIHBI
©CKi JI9yipJiiH VHI PETiHAE KepceTeli.

Tapuxu nepekrepre cyileHcek, XX
FacbIp/ibiH, 0AChIHA Ka3aK JaJacbiHa



TYBIH/BICBIHAA XKbIJIKbI OeHHeCi Taza SMOLHUS
MEH PyXaHH JipiJili KeTKi3eTiH KopKeM
CUMBOJIFA alHaJIA/bI.

MyHnpa Ty/anap HakTbl OelHe1eH
aOCTPAKTIJIIKKE aybIChII, aKbIHHBIH, PyXbIMEH
acracajbl. by Tocis eHepiH « MOHALTIKTI
YKETKi3y» KbI3METiH alKbIHAAHIbl. DPHCT
Kaccupepain «cHMBOJIBIK hopmasiap»
TEOPHSIChl TYPFbIChIHAH Kapacak,
Kaiipamb6aeB »KblKbIHbI TO3THKAJBIK
OUJIbI 2KETKI3eTiH CUMBOJIFA ailHAJIbIPaJIbl.
OunbiH GeliHeciH/le YaKbIT MeH KEHiCTIKTiH
ApaChIH/AFDI 1IeKapa KON, apXeTHITIK
MeTacopara alHaJIFaH TyJnap y»KbIMIbIK
YKaJ| MeH LIbIFapMallbIbIK PYXThl Giipei.

Kes kesiren enep o3 moni 6ofiblHLIA

4 cyper. Canuxutann Anit6aes, JKblIKbILIbI.
JKbikbiibinap Tpuntuxsl. 1980.
Kenern, maiibl 60ﬂy. 170x170. CUMBOJIIbIK. KQS KeJI'eH CUMBOJIJIbIK TaHbIM

— uzesiblK. OHepiiH epekile TaHbIM TYpi
JKUBIPMA MHUJITHOHFA »KYBIK JKbIJIKbI OO0JIFaHbI peTiHzeri MiHaeTi 6apJblK 3amanaa 6ipaen
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allTblianbl. TinTi Kel6ip ayaeTTepit, 60JIbIT Kasiajibl. ©3repeTiHi — TeK OHbIH,

30—40 MbIH XKbIJIKbI YCTaFaHbI TypaJibl 6eitnesey Tocinuepi. PunocodusHbIH 03i
magiimerTep 6ap. bipak 6y toctypai JIe TYTI HeTi3iHe CHMBOJIIBIK hopMasiap

OPKEHHET KEHECTIK »KyHeHiH conakai apKblibl Kaabinracajbl (besbiit 247). Jlemek
casicaTblHa YUIbIPAI, XKbIJIKbl MaJIbIHbIH, OHEePJIiH CUMBOJIIbIK TAOMFAThl TypaJibl

KbIpyap 6eJIiri >Koubl/IIbl. AHTOAEBThIH, TY>KBIPBIMBI Ka3ak OeliHesiey eHepiHzeri 185
TYBIHJbICBl — COJ1 KACIPETTi Ke3eHre VITiJIep/i TYCiHAIpyTe e MyMKiH/iK Oepei.
KOPKEM/IIK ’Kayaln KaHa eMec, KOFaJFaH Ocnbl Karuanbl Katipam6aeBToIH Ty/Iap P
JlajiaHbi GefiHedi wexkipeci. MyH/a XKblIKbl  GeliHeciHeH ailKbiH Kepyre GoJiajibl. E
00pasbl VKbIM/BIK 2KablAaFbl 2KapaKaTThl Karipam6aeBTbIH TYbIHIABICBIHAAFBI TYJIAP 2
J1a, pyXaHu TO3iMIIIKTI jie nalll eTej. — Ka3ak pyXblHbIH [N03THKAJIbIK apXeTHIIi. %
DusiocousbIK TYprbIAH anrania, oy Ou1 anamMHbIH 63iMeH TeHeCTipinreH “;f
wbirapma Kaccupepit, « CHMBOJIIBIK CUMBOJIILIK (hopMa. Kasak yliiH »KblJIKbI %
(hopma>» Typasibl TYKbIPBIMbIH TaFbl 1a Gip — ePKiHAIKTiH ThIHBIChI, TAF/IbIPAbIH =
ecke canajibl. Ce6e6i KapTUHANAFbI XKbIJIKbI =
OeliHeci Tapuxu ecreJiikrepjieH 6oJek, B
MOJIEHH XKA/IThIH, CUMBOJIbI, XaJIbIKThIH, 03iH- %

631 TaHybl MeH OOJIMBICTBIK KaJIFACTbIFbIHBIH,
kopinici. Ocblnaiiiia, XKorajraH XKblJIKbl
OPKEHMETI 6Hep TiMiHAe KauTa Tipiiirm,
VJITTBIH, PyXaHH KEHICTIiriHAeri OpHbI
alKbIHJAJ1a/1bl.

OgiHiH LIbIFapMalIbLIBIFbIHA
KbIJIKbI O€HeCiHe KHi TOKTaJIFaH TaFbl
6ip cypetii JKymakbin Kaiipambaes.
JKbLKbL, K001, 2K001ay1ibl Kaiipambaen
KECKiHIeMeJIePiHiH KeHICTIriH TOTBIPbII
oTbipajpbl... CYHiKTI TaKbIpbINTapbIHbIH,
6ipi — »kanyapJsap Oefineci (Pesnukona

5 cypet. )Kymaxksin Kafipam6aes, Mykarajaura

apuay.
15). Onbin « MyKarasura apHay» (5 cyper) Kenen, maiisib Gosty. 1991. 91x110
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cepiri, pyxTbIH »KaJjrachl. COHILIKTaH
KaripambaeB kapTHHa/napbIHAAFbl TyJIap
HaKThl OeHHEeeH LbIFbII, YJITThIK
JKaAThIH MeTadopachiHa alHaa]IbI.
OHBIH TYJFACBIH/A YAKbIT MeH KEHICTIKTiH
leKapachl KOMbJIbII, JIICTYP MEH
Kaziprisik ty#iceni. JKblikpl 6efineci
MYHJIa aKblH MEH M033UsHbI €JIeCTeTeTiH
eH TepeH puocopusiibiK MeTadopaHbiH,
6ipi. OJ1 TiNTi MO3THKAMBIK OUJIBIH KOPKEM
pernpeseHTaumusChl, MOJICHH OHTOJIOTHSHBIH
CUMBOJIIbIK ©3€ri PeTiHe KopiHe ajajbl.
Owmip6ek YKybanusi3oBTbiH « Bo3roprar»
(6 cyper) 1IbIFapMaChiHA XKbIIKbI MeH GaJia
00pasbl Ka3ak JyHHeTaHbIMbIHAAFbI «aJaM
— TaOWFaT — KeHiCTiK» ylITaFaHbIHbIH
KopkeM GelHeci peTiHae OepisireH.
MyHnait nepapxusiaibik KypblIbIM €3KeJIri
TYPKIJIIK IyHHE€TaHbIMAAFbI YLITaraHFa
— JKep, Opra Jlynue xone Kok acnau
TyciHiriHe cotikec KeJieli. OCbl apKbLIbI
aBTOP KOPKEM KEHICTIKTI aHbI3laPMEH
YHJIECTipiI, KOMIO3ULIHUSHBIH, CUMBOJIIBIK
»KoHe CeMHOTHKAJBIK OJIeMiH KEHEUTE/I].
Kaprunanarsl snemeHTTep TAOUFH,
LIbIHAHBI, 6ipaK KepKEeM/LiK 6H/IeY/IeH 6TKEH.
Bya cyperiuinii aBTOPJIbIK
cTuancTukachl. JKyOaHus30B eHe
OoJIlIeKTePiH erxKel-TerKeni cunaTrayaan
repi, XKblJIKbIHBI TyTac 00pa3 peTinje
YCBIHY/IbI 2KOH KopreH. OHbIH OKThIFbI
MEH carak TyChl, MOUbIH HiJlici MEH KyHPBIK
ChI3bIFbl, OapPJIbIFbl bIPFAKThI KYPbLJIbIMFa
OarblHbIpblFaH. JKbIIKbI eHeCiHiH,
CaJIMAaKThl CbI3bIFbl — KEeHICTIKTI Kecin oTin
Oapa »KaTKaH YakbIT CbI3bIFbl ceKisi. byn —

6 cypet. Omip6ek )Kybanuszos, bosropraii. 2011.
Kenen, maiisibl 60s1y. 51x80

7 cyper. Tanrar Tney:xkauos, LbiH 6acbiiaa. 2008.
Keunen, maiisib 60sy. 180x120

[anc ['eopr ['anamep/iH repMeHeBTHKABIK,
dusocodusicbiarsl «6eiHesney oHepiHaeri
LIbIFApMa 2Kal KellipMe eMec, 03iHIK
60JIMBICHI Oap KyObIJIbIC» — JIeTeH
KaruaachlH ecke tycipeni (I'agamep 187).
Mynja »bliKpl OefiHeci Kazak MoJIeHHETiHIH,
ITUKAJIBIK 2KayalKepLUiJITiH KoHe
KEHICTIKMeH yHeCTiriH 6eliHeneii.

Tanrat TineykanoBTbiH «[LIbIH
6acbiHaa» (7 cypeT) KapTHHACHI —
3MMKAaJIbIK ThIHBICIIEH 2Ka3blJIFaH
CUMBOJIHKAJIbI- POMAHTHKAJIBIK, TYbIH/IbI.
Kapa aprbimak Gefineci 6aThIpJibIK 3MOCThIH,
JKaJIFAChl iCMETTi YITThIK apXETHIIKe
ailnasiran. bya xkeppe Tyanap 6aTbipapiH,
cepiri FaHa eMec, OHbIH, PyXaHH KyaTbl MEH
60JMBICHIH GiIpeTiH PUI0COPUANIBIK
MeTadopa peTinjie KopiHesi.

Kasak snocbiHiarbl «ep KaHaTbl — aT»
TYCIHIlT OCbl KAPTHHAZA 2KAHA KOPKEMIIIK
TiJIIe YChIHbLIAbL. «ApyaaH acKaH »kap 6ap
Ma, »KbUIKBIIAH acKaH MaJl 0ap Ma», — Jiel
toararan XVIII racbipparel Akrambepji
JKbIpayIbIH, OYJ1 CO3i Ka3aK XaJKbIHbIH,



ICTETUKAJIBIK Hjl€alibl MEH JTyHUETAHbIM/IBIK
eJILIeMiH aliKbIiHaakabl. KapTuHanars
Ty/anap OefiHeci OChl 6/IIEMHiH aUKbIH
KOpiHiCiHAeH: TYSIFbIMEH Kap KellKeH
APFBIMAKThIH, KUMbLJIbI KEHiJ, HOJMbICHI
ceprek, TyJrachl ailbapJbl. Cyperiui
JKBIIKBIHBI CYJTYJIBIKTBIH CUMBOJIBI PeTiH/e
Oerinenieri. KOHr naiibiMaaybitiia:
«apxeTun — GelicaHaHbIH TepeH KabaTblHaa
cakraJjran amoe6an yJri, o1 MU rnex
eHepJie CUMBOJIIAP apKblibl KopiHic Tabapbl.
Maoceiien, Taburat KyOblablCTaphbl 1a

aJlaM caHacblHaa OeicaHabIK JIPaMaHblH,
CUMBOJIILIK KopiHiciHe aitHasaibi» (FOHT
12). Ocbl TypFbIIaH Kaparania, kapa
aprbiMaK OelHeci Ka3aKThIH Y2KbIMBIK
OeficaHacbliH/Ia ePKiH/IK MeH KyaTThIH
apXeTHIT PeTiHae OPHBIKKAH.

Enni Kacenpeppuin oftnapeina opadicax,
oJ1 ObLiai efi: «AraM KopliaraH oprara
OerimMaeny/iit xkaHa Taciai atbl. OHbIH
peuienitopsiap MeH s eKTopaap KyileciHin
apacblH/Ia CUMBOJIIbIK KY€ Jien atayra
6osatbiH yiHLI OybiH 6ap» (Kaccupep
470). byn xxyite anamHbliH TabGUFaTIIEH
KapbIM-KaTbIHACBHIH TyOereJi e3reprTi,
eHJi anaM AyHHEeHi TeK ce3iM Myluesepi
apKbl/Ibl KaObLIAAN KaHa KOUManbl,

OHBI CUMBOJIJIap apKbIJIbl TYCiHiM, KalTa
»Kacaiipl. Jlemek, Tizi MeH Mud, eHep KoHe
JIIH — OChl FaJlaMHbIH Kypamjac 6eJikrepi.
Ougiap cMMBOJIIBLIK popMaJiapiiat epijireH
epHeK. CUMBOJIBIK (hopmanap ajamra ToH
epekiiie aJieMJi Kypar, oHbiH Fanamaarst
OPHbIH alKbIHAaNbl. OChl TYpFbIIaH
anranna, Tasrar TineykanoBTbiH, «1IbiH
OacblHaa» KapTHHACK! 1a CUMBOJIJIBIK
dopmara aliHa/IFaH KOpKeM MaTiH

petinae Kadblianaasl. MyHaars! Kapa
aprbIMakK ajgam MeH TaOUFATThIH, TapUX

TMIeH PyXThIH 63apa OalaHbIChIH Nall
eTeTiH yHHUBepCaJslibl CHMBOJI. APFbIMAK
OeliHeCi Ka3aKTbIH Y2KbIMABIK »Ka/IbIHAAaFbl
ApPXETHUNTI KAUTA YKAHFBIPTA OTBIPHIT, OHBI
dbunocousbIK MarbiHara ketepeni. Mynia
TyJINap — epKIHAIKTIH, KyaTTbIH, OHIKTIKKe
YMTBIIY/IbIH KOpKeM hopmachl peTinje
KbI3MeT eTel.

Ocblaiiia, Kasak KecKinnemecinueri
JKBIIKBI 00pasbl TeK KOPKEMILIK
i3/ieHiCTepAIH HOTHXKECT peTiHe FaHa eMec,
VJITTBIK OOJIMBICTBIH MarblHAJ/bIK 63€riH
AVKbIHAANTBIH ipreJii MofieHH heHoMeH
petinne navibiMaananpl. JlerenmeH, ockl
TYCTa 6HEP/iH TaHBIMABIK P6Jli MEH OHbIH,
KaObLIIaHy yepiciHe KaThICThI aJeMIiK
FbIJILIMM JIMCKYPCKA J1a Hasap ayaapy
MaHbI3/bl. MacesieH, dauc Xapoepn,
(Alice Harberd, 2025) e3iHiH cOHFbI
3epTTeyJepiHie «3CTeTHKAJbIK ajjlaHy»
(aesthetic bias) mocesiecin koTepin, eHep
TYbIHJBICBIHBIH CHIPTKbI TAPThIM/BI/IbBIFbI
MEeH 3CTeTHKAJIbIK KacueTTepi Oi3/liH oFaH
JIeTeH MUCTEMOJIOTHSIIBLIK ( TAHBIMJIBIK )
OarajiaybIMbI3Fa Kaslail acep eTeTiHiH
Tajjaiibl. XapOeparii navbMaaybIHILA,
ICTETHKAJBIK (haKTop/aap Kefijle HbICaHHbIH,
UIbIHAKBI TAHBIMIBIK KYHBIH HETi3Ci3
TOMEHJIeTIIl Hemece acbklpa GaraJjayra aJblll
KeJyi MyMKiH. OHbIH NaibIMIaybiHIIa, 6i3
OHEp TYbIH/BICBIHBIH dfieMiJlirine 6oJia,
OHBIH iLLIiH/Eri WesIHbI acbipa OaraJsan
KibepeMis HeMece KepiciHIle, ChIPTKDI
nitini KapanaibiM 60Ji1ca, MaHbI3/bI
OisiMa esieMel KaaybIMbl3 MYMKiH
(Harberd, 2025). Ilemek, KapTHHAIAFbI
HeliHesiepi Tasnay 6apbiCbiHIa TEK Ce3iMIIiK
acepre CyHeHCEK, KaTe HHTEepIIpeTalus
»KacaybIMbl3 MyMKiH. MyHiail kapama-
KAULIBIILIKTap MEH TEOPHUSJIBIK KYMOHHIH,
60J1ybl 3aMaHayH 3CTeTHKA YLIiH 3aH/1bl
KyOblibic. Anaiina, 6i3niH 3epTTeyimisie
JKBIJIKbI OeHHeciHe TeK 3CTEeTHKAJBIK
HbICaH peTiHjie eMec, PUIOCOPUSIBIK-
SMUCTEMOJIOTHSINIBIK TYPFBIIAH Kapay
— VJITTBIK KOJTbI TaHY/bIH OaCThl LIAPThI
peTiHje KapacTblpbliajibl. OHEP TYbIH/IbICHI
Xapbepn eCKepTKEH «ICTETUKAJIBIK,
aJllaHy>» 1IeHOePiHeH WIBIFbI, agaM
OOJIMBICBIHBIH TepeH KabaTTapblH alllaThlH
pyXaHU MarblHa cblitaiibl. COHIbIKTaH,
KA3aK KECKiHIEMEeCIHeT] KbIJIKbI
06paszbl — IMNUPUKAJLIK OiJiMHIH eMec,
9K3UCTEHUHAJIIBIK ToxKipHOe MEH YJITThIK
PYXaHUATTBIH alHbIMAC Kyarepi O0JIbIN
TaoblIA/bL.
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HaTtuxenepi

Kazak GeiiHesiey oHepiHIeri KblJIKbI
6eliHecin humocopUsIIbIK TYpFbIIaH
KapacTblpy — 3CTeTHKaJIbIK CHUIaTTaMalaH
6oJ1eK, MOJIEHH-OHTOJIOTUSIJIBIK MarblHAra He
Tasaay 60Jbin Tabbliajibl. OUTKEHI, XKbIJIKbI
KelLLTeJ i ©pPKEHUETTiH YITThIK O0JIMBICHIH
alKbIHAAUTLIH apXeTHNTiK 06pas. O
V2KbIMJIBIK 2Ka/IThIH TepeH KabaTblHaH
LIBIFBII, 9P JA9Yip/e KaHa KepKeMJIiK

Tiffle KauTa XKaHFbIPbIT OThIpFaH oMOeban
CUMBOJI.

[anc-T'eopr ['anamep aliTkannai,
«KepkeM blrapma TijliHiH epeKuieiri
— 9p0ip 2KeKe TybIH/bl 63 OOHbIHA OYKiJ
00JIMBICKA TOH CUMBOJIJIBIK CHUIIATTapbl
YKUHaKTar, cosap/bl Oeinesniedt anaapl. OHbl
Ke3 KeJireH 6acka TiJiK Hemece TiJiK eMec
JIOCTYPMEH CaJIbICTBIPFaHa, oJ1 apbip 1ayip
YUIiH «a06CcoMoTTi OYriHIK (3aMaHayH )»
peTiHae KepiHeli >KoHe COHbIMEeH Oipre
OoJ1alllaKKa [1a 63 CO3iH KeTKi3eli»
(Fapamep 265). Ocbl Karuaa Kasak
cypeTilisiepiHiH eHOeKTepiHAEeTi XKbIJIKDI
00pasbIH TYCiHAIpy/ie epeKlle MOHTe He.
KacreeBTiH 3THOTpaUAIBbIK HAKTBITBIFbIHA
HerigJesreH peajiMeTik Lwelimaepi,
TesKkaHoBTHIH «Keknap» KapTHHACHI
APKbIJIbI 2KETKI3ireH PUIocopusiibik
mojiesibiepi, KenbGaeBThiH acayjib
AybI3JIbIKTAY COTIHAECTI PYXaHH €PKiHIIK
CUMBOJIbI — OyJ1ap/ibiH 6aPJIbIFbI KOPKEM
LiblFapMa TiJIiHIH 9pKaLlaH 03 1gyipiMeH
KaTap XKYPETiHiH KepceTe/i.

Kapa I'ycras FOHrTiH «apxetun»
TEOPHUSICHI TYPFbICBIHAH Kaparan/a, Kasak
KECKiHIeMeCiHeTi TyJnap — Y2KbIMIbIK
OeficaHaHblH, KOPKEM perpe3eHTallHsIChl.
JKblkpl GeitHeci GelicaHaHbIH TepeH,
KabaTblHAH LIBIFATBIH, €PKiHAIK MTeH KyLI-
KyaTtThl Oisiipetin om6eban yiri. bys
apxetun Ant6aeBTbIH « AKBIIKBIIIBI»
TPUNTHXIHIE TAPUXH-MOJCHH »KAJIbIHbIH,
CUMBOJIbIHA aliHasica, KatfipambGaeBTbIH
«MykaraJjiura apHay>» TybIH/IbICbIH/IA
MO3THKAJIBIK O MEH pyXaHH JipiJii
JKETKI3eTiH KepKeM KOJKa, MO3THKAJIbIK
OefiHere afiHaJsFaH.

Apuct KacenpepiH «CUMBOJIIBIK
dopmanap duaocodusicbl» 6y 3epTTEYIiH
Heri3ri ojlicHaMaJIbIK ipreTachl 60J1bII
taObL1aabl. OHbIH animal symbolicum
KOHLIEMIMSICHl OOMBIHILIA, aaM aJIeM/i
CUMBOJIJIAp apKbllbl KYpa/lbl 2KoHe
tycineni (Kaccupep). Kasak Gefineney
OHepiHzeri KbIKbl 6eFiHeCi OChIHbIH
HaKTbl MblcaJibl 6oJ1a atajpl. Tyanapbl
TeK TYPMBICTBIK HbICAH PETiH/Ie KApacThlipy
Kare, ce6ebi 0J1 YITTBIK KOATHIH MOJICHH
TaHOachl. YKorapbiia alTbin 6TKEH
Kacreesten 6acran TineyaHoBKa jeHiHri
KeCKiHieMellisiep/iiH eHOeKTepiHe KbIKbI
006pasbl a1aM MeH TaOUFATTbIH, TYTACTbIFbIH,
KEHiCTiK MeH yaKbITTbl HTEPY NapajurMachit
OefiHeIelTiH CUMBOJIBIK (hopMa peTiHjie
KopiHic Tabajbl.

CoHbIMEH KaTap, blJIKbl GeHHECiHIH
perpeseHTauusaChl TapUXH-aJIeyMeTTIK
KOHTeKCTKe Jie Tayesili. KenbaeBThiH,

«AT KypbIKTay» TYbIHIbICHIH/IAFbI acay
TYJIIAP KEHECTIK 19yipae epKiHMIKTIH
»KacbIpblH MeTaopachiHa aiHaJgca,
Aiit6aeB eHOeKTepiH/IE 0J1 )KOFaJIFaH
OPKEHHUETTIH KOPKEM XPOHHKAChI peTiH/e
TaHblbl. Kasipri 3aman cyperuiisiepinae
(PKy6anussos, TineyxaHnos) Tynnap
OeliHeci 2KaHa 9KCIPECCUBTI api
CUMBOJIMKAJIBIK TiJl apKbLIbl YITTHIK
JKaJIbIHBIH 3aMaHayH (pUI0COPUSIBIK
KOPiHiCiH nau eTyze.

TyXbipbiMaap

MakaJgia apKpliibl Kazak befiHnesey
OHepiHJIeT] KbIJIKbI OefHeCH STHOrpapUsIIbIK
HeMece 3CTeTHKAJIbIK JICHIeHiIeH achll
TYCiM, YATTBIK (PHI0CODUSIIBIK Oiay
JKyHeciHiH KepKeM BU3yaJljibl popMachiHa
afiHaJIIbl IeTeH TYKbIPbIMFa KeJyre
6onanbl. O YKBIMIBIK OeficaHaHbIH,
APXETHII PeTiHIe, MOJICHHU HKAAThIH
CUMBOJIIBIK (hOpMachl peTiH/e XKoHe
VJITTBIK OHTOJIOTUSTHBIH, KOPKEM
pernpeseHTauusChl peTiHe e Kbl3MeT
etei. JKblkbl 6eliHeci Kazak 6elinesiey
oHepiHaeri 6acTbl TAKbIPLINTAPAbIH 0ipi
6oJIbI Kasia 6epyjie KoHe CypeTLLiyie pliH,



VJTTBIK JIyHUETAaHbIM/IbI 2KEeTKi3yre

cenTirin Turizyae. by KyObIbICTh TApUXH
TepeHHeH 6acTay asaTbiH « AH CTHJIIHIH»
yKaJIFachl peTiHie Jie KapacThipyra
60oJ1a/1pl. OHTKeHi OYJ1 CTHIbL «aBTOXTOH/IbI
MOJIEHHUETTIH, TYPJli XaJIbIKTap OHePiMeH
akplpamac OalJIaHbIChIH OelHeJIel,
aJIABIHFbIa3HSAJIbIK MOJICHUETKe CYHeHy,
AHTHKAJIBIK bIKI1aJ1 CHSIKTbI 3J1eMEeHTTep/li
03 6oiibiHa cinipren» (Illapunosa 19).
Cout 1I9CTYp MEH CTHJIMCTHKA/IaH Hop aJiFaH
OeliHesiey eHepiHeri KblIKbl 00pasbl Ka3ak,
JIlYHHETaHbIMbIH/IAFbI /1aM MeH Taburat
JKOHE PYX TYTACTBIFbIH, Ka3aK eJiHiH
KOCMOLLEHTPJIK OHJIay 2KYHeCiH alKblH
kopceteli. Jlemek, xKblKbl OelHeCiHiH,
©Hep/eri OpPHbI — YJITTBIK GOJMBICTDI
TaHyJarbl PUI0COPUSIIBIK J1eyeTTi
JIOJIENIEUTIH MaHbI3/Ibl Mbicasl. ©3 Ke3eTinje
OyJ1 eHe /LK YITTBIK OOJMBICTbI TAHYAAaFbl
(hUN0CODUSANBIK dJIeyeTiH /e IeHTiH
AUKBIH MbICAJI.

3eptrey anraiil pet Gy 06pasbl
Kaccupepain cumBodiabik hopmasnap
¢pusocodusicer, FOHrTiH apxeTHnTiK
Teopusichl xkaHe ['anamepain
repMEeHEeBTHUKAChI HEeri3iHae KellleH i
Tajaayra yMmTblibl. MyHaai ofiic »KblJIKbl
OelHeCiH Y2KbIMABIK KaATbIH KOPKEM
TaHHachl 9Pi YATTHIK OHJaY/IbiH, MeTadopachl
peTinze TyciHaipyre MyMKiHIik Oepai. byn
TY2KbIPBIMAAP My3€HJIiK 9KCIO3HLHsANAPFa,
6isim Gepy KOHTEHTiHE »KOHe 3aMaHayH
KOPKEM JHUCKYpCTapra KoJiianyra O0JIaThbiH
TEOpHUSIIbIK Heris Kasaiasl. bonainakra
JKbIJIKbI 006pasblH Tpaduka, MyCiH xKoHe
3amMaHayu MeJlMaMajieHHeT KOHTeKCiH/Ie
3epTTey YITThIK JYHHETAHBIMHBIH TOJIBIK
(hun0COMUANBIK KAPTACHIH »Kacayra
MYMKIHIIK Oepefi.

Kagipri Kasakcran enepin Tasnnai
OTbIpPbII, KA3aKCTAH/IbIK KOHLIENTYaJIU3MHiH
KOPKeMJIiK KyOblJIbIC PeTiHIe 2KOCTapJibl
JlaMybl 2KakJibl autyra 6ogajpl. OHbIH
Oipkarap TypakThl curnarrapbl 6ap.
bBipak 3amanayu enep yarinepinze je
JKbIIKbI OeliHeci »Kui Keanecesi. Onep
3eprreyuici Cetnana KemxanoBaHbiH,
alTybl OOWBIHILA «3aMaHayH CypeTIIijep

JIaibIH HOTHKEJIEH TOPi LLIbIFAPMALLIbLIbIK
yZepicTiH 6acbIMABIIBIFBI, apXauKara
JKYTiHY, 9/IeTTEH ThiC MaTepHaJiapibl
nanjanaHny, MpOHUANBIK LIUTaTasay, OeTTiH
TAKTHJIBJIT, LHDPJIBIK TEXHOJOTHSIIAP]IbI
enrigyre 6enimuenyne» (Kobxanosa 7).
Pacbinza, 6yrinri eHepyie »KbliKbl GeiiHeciH
apxaukaJsiblk 06pasaap apKblibl €HTi3y
TaJIIbIHbICHI /1A, KbIJIKbIFA TEXHOT€HJIIK
cunat Gepyre Jie yMThIJIbIC Oap.

KopbITbiHAbI

3epTTey HoTHzKeJepi Kasak OeiHesey
OHEepIHJET] KbIJKbl OCHHECiHIH
(hHII0COPUABIK - CHMBOJIBIK JIEHTefire
KeTepiJreHin kepcetti. Tannay 6apbicbiHa

KeJIeCiIeH Heri3ri KOPLITbIHABLIAD XKacaJsabl:

1. JKbIIKBI — Y/ITTBIK OHTOJIOTHSIHBIH,
BU3YyaJllbl pernipe3eHTauusicbl. Makasa
APKBLJIBI 2KBITKbl OCHHECIHIH YATTBHIK
husocousIbIK ofIay XKyHeciHiH
KepKeM BU3yaJijibl popmachiHa
afiHaJIFaHbl aiKpiHaanbl. O Kazak
JIYHHEeTaHbIMbIHJAFbI alaM MeH Taburar
JKOHE PYX TYTACTBIFbIH, KOCMOLIEHTPJIiK
OWJIay »KyHeCiH MakbIMIaNTBIH HeTi3ri
HBICAH.

2. dpuer Kaceupepin cHMBOJIBIK
thopmasap dpusocodusics xkone Kapa
['yeras KOHrTIH apXeTHNTIK TeopHUsiCh
Heri3iHe XKblJIKbl 00pa3bIHbIH, YAKbIMIBIK
OeiicaHaarbl «<KepKeM TaHOa» api
VJATTBIK OHJIayblH «MeTadopachl» eKeHi
nonenienai. by o6pas keunedainep
MOJICHUETIH/IC KEHICTIK MEeH YaKbITThI
UrepyJiiH CHMBOJIIBIK MOJIeJTi OOJIbIT
TabObLIa/bI.

3. l'anc-T'eopr lanamepain
repMeHeBTHKaJIbIK Tasiaybl O6ijaxaH
Kacreesten 6acran samaHayu
cypeTiisiepre AeHiHri KeCKiHaeMeeri
TyJanap OeHHeCiH TapuXu «aH CTHJHIH»
3aHJIbl 2KaJIFachl peTiHle KapacTblpyra
MYMKIiHIIK Oeppi. bys enep TybIHAbICBIH
Kal (hakT eMec, «TyCiHy ToxKipubeciHiH»
(heHOMEHI peTiH/ie TaHyFa »KOJ1 allIThI.

Ochl opaiina, 3epTTey 1eHOepiHiH
HIeKTeJyi XKbIJIKbI OeHHECiHiH 6apJIbIK
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KbIPJIAPbIH TyreJl allyra MyMKiHiK
GepMereHiH Jie eCKepreH »koH. OpuHe, Oy
3epTTey asIChIH/A HEeri3iHeH KecKingeme
TYBIH/IbIJIAPbl FAHA KAPACTHIPBIJIBI.
Keckinneme Geitneney eHepiHiH 6ip KbIpbl
FaHa €KeHiH eCKepcek, KblIKbl 00pasbl i
Jle Taslail »KaHa HHTepripeTauusiapra ue
6os1apbiH TyciHeMi3. COH/IBIKTaH J1a KeJiep
yakbITTa rpaduka, MyciH »koHe KoJianbalbl
KOJIOHEP YJITiJIePiHAEri XKbIJIKbI 00Pa3bIH
Jla 3epPTTey KAXKETTIJNir TyblHAan oThip. O3
Ke3erinje OyJ1 YATTbIK IyHHeTaHbIMHbIH,
TOJIBIKKAHIBI (PHII0CODUSABIK KapTaChiH
JKacayra »KoJl allajibl.

KazakcTanza KblIKbl TaKbIpbIObIHA
KaJaM CepMereH cypeTulijiep eTe Kerl,
COH/IBbIKTaH OYJ1 3epTTey YJIKEeH XKOJIbIH
aJIralllKbl Kagambl FaHa jern 6ijeMis.
MakaJsa Kasak jJyHHeTaHbIMbIHAAFbI OChI

ABTOpnapabiH yneci:
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KepceTeTiH OarbIT-Oarnap 6oJ1a ajnaibl.
CoHbIMeH KaTap, Kasipri 3aamanna 6eJsieH
aJIblll KeJie KaTKaH MeTaMojIepHre

TOH cesiHy hopmasiapbl — SIFHU
UppaLMOHaJ/bl Ce3iM MEH palMoHaJIbl
TaHbIM, UDOHUSI MEH LLIbIHAKBIJIBIK, YMIT
NeH KYMoH apaJiblFbIHAarbl Tepbedtic —
JKBIIKBI OCHHECIH 2KaHa 9CTeTHKAJIbIK
JKOHE MarblHaJIbIK KOHTEKCTEep/le

KalTa nanbIMaayra MyMKiHIiK Oepyne.
ConpapiktaH 1a, 6i3 eHjj raHa asik,
Oacblll KeJie KaTKaH 0Chl 2KaHa MJICHH -
pyxaHu Ke3eH OyJ1 oOpasra aJii e Tajau
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Coipra6aes Canxap, Kycannos laypen6ek

Kazaxckuil HalHOHA/IbHbBII Nefaroruueckuii ynusepeureT nmenn Adast (Anmatsl, Kasaxcrat)

DUNOCODPCKOE OCMBICJIEHME N OBPA3 JIOLWALUN B KASAXCKOM U30BPA3SUTEJIbHOM
NMCKYCCTBE

AHHOTaums. B faHHOM cTaTbe aHanM3upyeTcs 06pas nowanm B KazaxckoM M300pasnTenbHOM MCKYCCTBE
¢ GunocodcKoi TOUKM 3peHns. B Hawm gHM nolwaab paccMaTpMBAETCS Kak OAMH M3 [MaBHbIX KOLOB
3THOreHEeTUYEeCKOro OblTUS, LyXOBHOTO MMPOBO33PEHUS U KYNbTYPHOM NaMsTh Ka3axCcKoro Hapogaa.
[leicTBUTENBHO, HAYMHASA C APEBHUX NETPOrnUdOB, 06HAPYKMBAEMbIX HA TEPPUTOPUM CTPaHBI, U A0
COBPEMEHHOM XMBONUCK, 06pa3 KOHS NpeACcTaeT CUMBOIOM OCBOEHMS MPOCTPAHCTBA U BPEMEHMH,
cBo60apl M 6naropoacTBa B MMPOBO33peHMM KOYEBHMKOB. [103TOMY KpOMe 3THOrpapuyecknx unm
3CTETUYECKMX MOTMBOB, OH ELLE U SBSETCS XyA0XECTBEHHONM penpe3eHTaLmeil HauMOoHaNbHOrO
dunocodcKoro MblneHus. AKTyanbHOCTb AAHHOTO GUA0COMCKOro aHanM3a 3ak/yaeTcs B TOM,

4TO Mbl PaCCMaTPUBAEM XYA0XECTBEHHOE NPOU3BEAEHME HE KaK MOHSATHbINA 06pas, a Kak GeHOMEH,
0061a4a0LWMIA KYNbTYPHO-OHTONOMMYECKMM 3HaYeHneM. Yepes 06pa3 KOHS packpbliBAETCS LLEeNOCTHOCTb
yenoBeka 1 NPUPOLAbl B Ka3aXCKOM MUPOBO33PeHUU, KOCMOLIEHTPUYECKOE MbILLIEHUE U apXETUMUYECKOE
CO3HaHue. B cBAA3M C 3TMM B CTaTbe METOLO/I0rMYECKOW OCHOBOW MCCNef0BaHWS UCMOb3YOTCS
dunocodua cumeonnyecknx dopm SpHcra Kaccupepa, apxetmnuyeckas Teopus Kapna lycrasa OHra u
repmeHeBTUKa [aHca-Teopra lapamepa. AHanu3upytotcs nponsBeneHus AbbinxaHa Kacteesa, KaHadpum
TenbxaHoBa, Mongaxmeta KeHbaea, CanuxutamHa AiiTbaeBa, )XymakbiHa Karipambaesa, OMupbeka
XybaHusa30Ba 1 Apyrnx XymaoXHUKOB, FAe NoKa3aHo, 4To 06pa3 NoLWaAM CTAHOBUTCS XYA0XKECTBEHHbLIM
3HaKOM HaLMOHaNbHOIO KOAA, KONNEKTUBHOWM NaMATU U LYXOBHbIX apXeTMnoB. Takum 06pasom,

CTaTbs OXBATbIBAET KaK NepBbiX MPOMECCMOHaNbHBIX XMBOMMCLEB Ka3axcTaHa, Tak M COBPEMEHHbIX
XyLOXHMKOB. B paboTe co3naHbl Npeanockbiikv Ans NoHMMaHWs obpasa nowanm B Ka3axcKoM UCKYCCTBE
yepe3 Gunocodckmne KaTeropum Kak BU3yanbHOM OHTONOMMM HALMOHANBHOIO ObITUS U CUMBONMYECKON
(hOpMbl KONNEKTUBHOW NaMSTH.

Knioyeswie cnosa: dunocodckuin aHanus, cMMBoAnYeckas Gopma, BU3yanbHas OHTONOUS,
ApXeTUNMYEeCcKoe CO3HaHMe, KOCMOLLEHTPMYECKOe MUPOBO33peHHME, HaLMOHANbHOE bbITHe, KYbTypHas
naMmATh, XYLOXXECTBEHHAS penpe3eHTaums, 06pa3 ckakyHa, Ka3axcKas XXMBOMMUCh.

Ana yumupoeanus: Coiprabaes Canxap, n KycanHos [laypeH6bek. «®unocodckoe ocMbICIEHNE U
06pa3 nowaam B Ka3zaxckom u3obpasutenbHoM uckyccten. Central Asian Journal of Art Studies, 1. 10, N24,
2025,c.178-195,DO0I: 10.47940/cajas.v10i4.1112

Aemopbl npoyumanu u 0006puIu OKOHYAMeNbHBbIL 8apUAHM pyKONUCU U 3a88/a10m 06 omcymcmeauu
KOH@IUKMA uHmepecos.
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Syrgabayev Sanzhar, Kussainov Daurenbek
Abai Kazakh National Pedagogical University (Almaty, Kazakhstan)

PHILOSOPHICAL REFLECTION AND THE IMAGE OF THE HORSE IN KAZAKH VISUAL ART

Abstract. This article analyzes the image of the horse in Kazakh visual art from a philosophical
perspective. Today, the horse is regarded as one of the key codes of the ethnogenetic being, spiritual
worldview, and cultural memory of the Kazakh people. Indeed, from the ancient petroglyphs
discovered in the territory of Kazakhstan to contemporary painting, the horse image appears as a
symbol of mastering space and time, freedom, and nobility in the nomadic worldview. Thus, it is not
only an ethnographic or aesthetic motif but also an artistic representation of national philosophical
thinking. The relevance of philosophical analysis lies in viewing the artwork not as a mere image
but as a phenomenon with cultural-ontological significance. Through the horse image, the unity of
man and nature, the cosmo-centric worldview, and archetypal consciousness in Kazakh thought are
revealed. Accordingly, the study adopts as its methodological basis the philosophy of symbolic forms
by Ernst Cassirer, the archetypal theory of Carl Gustav Jung, and the hermeneutics of Hans-Georg
Gadamer. The works of Abilkhan Kasteev, Kanafiya Telzhanov, Moldakhmet Kenbaey, Salikhitdin Aitbaey,
Zhumakyn Kairambaev, Omirbek Zhubaniyazov, and other artists are analyzed, showing that the image
of the horse becomes an artistic sign of the national code, collective memory, and spiritual archetypes.
The article thus encompasses both the first professional painters of Kazakhstan and contemporary
artists. It creates prerequisites for understanding the horse image in Kazakh art through philosophical
categories as a visual ontology of national being and as a symbolic form of collective memory.

Keywords: philosophical analysis, symbolic form, visual ontology, archetypal consciousness, cosmo-
centric worldview, national being, cultural memory, artistic representation, image of the steed, Kazakh
painting.

Cite: Syrgabayev Sanzhar, Kussainov Daurenbek. “Philosophical reflection and the image of the
horse in kazakh visual art.” Central Asian Journal of Art Studies, Vol. 10, No. 4, 2025, pp. 178-195, DOI:
10.47940/cajas.v10i4.1112
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KECKIHAEME ©OHEPIHJIETI
BACIMAHA BEMHECIHIH
MOJIEHU YKOHE
CUMBOJIUKAJIBIK
KOITAPDI

Meuanip Keacinbek', Iunapa Lllapunosa?

12M.O. Dye30B aTblHaFbl O1eOHET KOHE OHEP HHCTHTYThI
(Anmarsl, Kazakcran)

Anpartna. Makana KasakcTaHablk KeckiHaeMe eHepiHaeri yii 6eiHecCiHiH (acipece Kui3 yiaiH)
3BOJTIOLMSACHIH X3He OHbIH, XX-XXI| Facblpnapaafbl MaFblHabIK, ©3repicTepiH TangayFa apHanfaH.
3epTTeyAiH e3eKTiniri xahanoaHy aayipiHae yATTbiK GiperennikTi cakTay KaHe eHep apKblibl
M3[eHM anMacyFra ynec Kocy MaceneciHae xatblp. Makanaga yWaiH YATTbiK KOPKEMAIK KOA, peTiHAer
epekLueniri Tapuxu Ke3eHaepai CanbiCTbipy, OHbIH, KMENi-CUMBOJABIK MaFbIHAChIH ally XaHE 3aMaHaym
KepKeMAiK MHTeprpeTauusaapabl Tanaay apKblibl 3epAeneHesi. 3epTTey KypbllbIMAbIK-CEMUOTUKANbIK,
TaCinre, COHAAN-aK TAPUXMU-MIAEHU XIHE KOPKEMAIK-KOMMO3ULMANbIK Tangaynapra cyreHeai, oyn
TYbIHAbITAPAbIH, KON KabaTTbl CEMaHTMKAChIH aLlyFa MyMKIiHAIK 6epeni. HomuseciHde cypeTwinep
LblFAapManapbiHAarbl Y1 6eMHeCiHiH KepKeMAiK XyHeneri OpHbl TAPUXM TYPAKTbINbIKKA Me BONFAaHbIMEH,
9p OdYipAiH M3AEHMN KOHTEKCTIHE MKeMaenin, e3repin oTbipaTbiHbl aHbIK 60naabl. Hypbek XXapaemos,
Anunga KabukoxaeBa, Padasnb CnekeHoB, 3apuHa YykeTaeBa CUSAKTbI CypeTwinepaiH Kopkem
TYbIHAbUIAPbIH 3epAeney apKbibl KWi3 YAAIH Ka3ipri eHepae TeK STHOrpadusnblk HbiICAaH eMecC, YITTbIK,
C3MKECTiK CUMBOJIbI, PyXaHU KEHiCTIKTiH, MeTadopachl XXaHe KYNTTbIK CTUbAI» XaHFbIPTY Kypasbl
peTiHAe KbI3MeT eTeTiHi AanengeHai. Ocbinaniwa, Makanaga Kuis yi «Tipi», «4aMyLLbl» XaHe «KaHa
MafblHaNlapMEH TO/MbIKTbIPbIIFAH KOPKEM (DEHOMEH» PETiHAE KapacTbipbinabl. KopbIThiHAbINAM KEne,
Makanaga afaMAapablH, XKeke KeHiCTiriH )XaHe TYPMbICTbIK KayinCi3AiriH KaMTaMachl3 eTeTiH Kui3 yi
[acTypni 6acnaHa FaHa eMec, Tapuxu AMy 6apbICbiHAA MaHi YKaHFbIpbiN, Ma3MyHbl TOIbIKKAH KOpPKeMiK-
M3AeHM hEeHOMEH pETiHAE KAapaCTblipblNaabl; OHbIH, ASCTYP/i KOFAMAAFbl KYHABUIbIKTAP KYyMeciHaeri
OpHbI MEH Ka3ipri 3aMaHfbl M3AEHW AUCKYPCTaFbl CUMBOAbIK, MAaHbI3bl aKbIHAANAbI.

TyiiiH ce30ep: yNTTbIK KECKiHAEME BHEpPI, MOAEHU KOL, K1i3 YH1, YITTbIK Biperennik, kepkeM 6eliHe,
CEMMOTUKA, ApXETUI, KA3ipri 3aMaHFbl OHED, LaHbIpakK.



Aaiiekce3 ywin: KenciHbek, Monaump xaHe [unspa LLapmnosa «KeckingeMe eHepiHaeri 6acnaHa
6eMHeciHiH M3AEHM XaHe CMMBONMKanbIK KoaTapbl». Central Asian Journal of Art Studies, Vol. 10, No. 4,

2025, pp. 196-216.D0I: 10.47940/cajas.v10i4.1120

Anreic 6indipy: Makana AP26101419 «KazakctaHHbIH XX Facbipaarbl CYNET eHepi, beiHeney xaHe
COHAIK-KONAAHbanbl eHepiHAeri MOAepHM3M GEHOMEHI XXSHE OHbIH, Ka3ipri BU3yanabl MaAeHWeTTeri
peUHTEpPNPeTauMsChl» rPaHTTbIK )X006aCbl afCbIHAA AabIHAANAbI.

Asmopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesep KallublbIFbl HOK

eKeHOieiH Manimoelioi.

Kipicne

3 aMaHayu Ka3akCTaH/IbIK oHepe
VJITTBIK MOJIEHH Oipereiikke, OHbIH
TEePEH TAPUXU AJIFbILIAPTTAPbIHA XKOHE
VJITTBIK KOJIbIHA TYPAKTbl KbI3bIFYLLbL/IbIK,
Oalikasiazpl. YATTBIK MOJICHUETTIH 1aMybIHa
KeJlepri KeJITipreH oTapLibUIIbIK casicat
Ka3aK XaJIKbIHbIH MOJIEHH IaMYbIH OipHellle
racelpra aptta Kasablpisl. Tek XX
FACBIPIbIH COHBIH/IA aJ1bIIT MEMJIEKETTiH
JAFIAPbICKA YLIbIPAIL bIAbIPAYbI
HOTHKECIHJIE OTAPJIbIK XKyHe aJiciper, Kasak
XaJIKbl 63 TAPUXH 2KOJIbIH, TiJliH, MOJICHHUETIH
JKOHE VJITThIK CAHACBIH KAJIIIbIHA KeJITipyre,
YKAHFBIPTYFa MYMKiHAIK asbl. CoJl YATTHIK
MOJIEHUETTIH, Tiperi CaHaJaTblH KA3aKThIH
JDCTYPJi KHi3 YHi — Ka3aK XaJKblHbIH,
VJTTBIK PyXbl MEH JaHaJbIFbIHBIH OeJrici,
racbipsiap 60HbI caKTaJ/FaH Tipi MaJIcHUET
€CKePTKiLlli.

Kuiz yit kelumnesi emip canTbiHa KAKCh
OeHimyesin »KacasraH, OHbIH, »KeHiJ1, Te3
JKMHAJIaTbIH, TaCbIMaJAayFra bIHFANJIbI
KYPBUIBIMBI, COHbIMEH Oipre Tepex
FAPBILITHIK KoHe PUI0COPUSANBIK MOHI
6ap. OHbIH IoHreJIeK MillliHi dJ1eMHiH
TYTACTBIFBIH OCHHeNeN i, IaHbIpaK —
acrnaHMeH GalJaHbICTbIH, OTOACHIIBIK,
OLLIAKTBIH CUMBOJIBI OOJIBITN TaObLIAbI.

XXI racwipzia asiemik kahannanyibig

KeH eTeK »KaloblHa OalIaHbICThl 6HEp
ue6epJiepiHiH YATTbIK KOJITbIH HEri3iH
KYPAHTBIH 3JIeMEeHTTEpre »KHi XKYTiHyi 2KaHa
CEeMaHTHKAJIbIK MOHTre He OOJIbII OThIP.

MakanaHblH FbIJILIMH MacCeJleci KeHeCTiK
Ke3eHHEeH OacTar ocbl 1gyipre aeHiH
Ka3aKCTaH/IbIK KeCKiHieMe eHepiHeri YiiH,
OLLIAKTbIH, YJITThIK KOJbIH OeHes ey i H
9BOJIIOLHSICBIH, OHBIH, HEOJIOTHSIBIK,
KbICbIM MEH 9JIeyMEeTTiK-Md/ICHH o3repictep
KOHTEKCTIHJIETi TYPJICHY TAPUXbIH YKOHE
OYTiHIi KYHAETI MHTePIIpeTalHsAChIH
TaJsay 6oJbin Tadbiaabl. Kuis yiain
THOTPAUSIBIK 2KOHE OHEPTAHYLIbIIBIK
3epTTeyJiep/liH HeTi3ri 0O beKTIiCi peTiHae
3ep/eseHyiHe KapaMacTaH, OHbIH 3aMaHayH
Kasakcrannbiy Oeiiesiey eHepinzueri
KOPHEKI MOJIEHH KO/ peTiHAer MaHbI3bl
JKoHe (PYHKLMSIAPbI TOJIbIK allblIMaraH.
Bacnauanbl 6efinesieyjiiH, ceMaHTHKAChI
MeH OelHeJiey Taciiaepi Tapuxu KOHTEKCT
[IEH 3aMaHayH KepKeMJiK i31eHicTep
apachlHArbl 03apa d9peKeTTeCYIiH KypaeJi
Kyrecin Kypaiapl. Ochl yATTBIK KOJL
ApKblJIbl LeOepJiep TeK TapUXH MypaHbl
OefineJsien KaHa Koilma#, conbiMet Oipre
O3€KTi 9J1eyMEeTTiK-Md/IeHH o3repicTepi,
COMKeCTiK i3/leHicTepiH KoHe KahaHaaHy
JIOYipiHAET YATTHIK O0JMBICTHIH
TaFbLIBIMAAPBIH TePeH (PUI0COPUSAIBIK
JKOHE MMO3THKAJIBIK JICHIeFi/1e LLIOJIbI OTe/.

TakbIpbINTHIH 63EKTIJIIr XaabIKThIH,
VJIITTBIK KOJIbIH aHBIKTaY, OHbI KAHFBIPTY
JKOHE Kasipri 3aMaHFbl MOJICHH KOHTEKCTe
TYCIHAIPY KaXKETTiJIiriHIe 2KAThIP, OUTKEHI
OyJ1 KOFaMHBIH ©6TKeHi, OYTiHi 2KoHe
HoJialiarbl apachlHaarbl 6akIaHbICThI
HbIFAUTYFA, COHJIAN-AK, YIITTbIK COMKECTIKTi
cakray MeH JIaMbITyFa MYMKiH/iK Gepeii.
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OPTYpJIi TAPUXH Ke3eHIepieri cypeTiiinep
TYbIH/BIAPbIHAAFbl 6acnaHa 06pa3biHbIH
TYpJIeHyi MeH HHTepIpeTalUsiChiH
CaJIbICThIpMaJIbl TaJIay apKblibl OeHHesney
OHEPIHIH Heri3ri MoJICHU KyH/blJIbIKTAP/ib
caKrayJarbl, TaHy/1arbl KoHe 1aMbITy1afbl
OeJICeHIi peJli allblIa/b.

Kwuis yiiiiH »koHe GacrnaHaHbIH o3re
TypJiepiHiH eHep/eri GeliHesieHyi Ka3akK
XaJIKbIHBIH, KYHEJIKTI TYPMbICBIHbIH KOPiHici
raHa emec, 6yJ1 xkahannany yznepicine Kapchl
TYPY/IbIH CUMBOJIbI, VJITThIK MOJICHUETTIH,
OipereiJiiri MeH KyHIbWILIFbIHBIH KYLLiH
JKOHE TYPaKTbIJIbIFbIH J2J1eJICHTIH
KYPJeJli MoJIeH! - PUITI0COPUSIBIK
Ma3MYHFa He HaHbIM MEH CEHiMHiH
BU3yaJIbl KepiHici 60JbIMN TaObLIA/bI.

Kuis yi1, ouiak TakblpblObl GipKaTap yJibl
KECKiHeMeLLJIePIiH, LblFaPMAaLblJIbIFbIHbIH,
Heriari xeJticiHe ailHa/bl. O6iNXaH
Kacrees, Canuxurann AiirGaes »ate
KeHHIi ToJIKbIH cypeTiijiepi HypOek
JKapnemos, Anust Ka6ukoxkaeBa, Pacas.ib
CJ/1eKeHOBTIH KapTHHAJapbl KA3aKThIH,
TaOUFAThl MEH TaPUXbIHA, XaJbIKTbIH,
TYPMbIC-CaJIThl MEH I9CTYpJIepiHe TepeH
Hasap ayaapbill, VIATTbIK KecKiHjeme
OHEPIHIH AaMyblHa YJKEH YJIeC KOCThI.

YATThIK KOpKeMoHep MeKTeOiHIH,

Jamy 6arbITbIH 3epjieJiey apKbliibl, OHbIH,
HacrayblH/IaFbl PeAHUCTIK-3THOTPAPUAIBIK
KapTuHaaapjaan TayeJsici3ik ke3eHiHeri
VJTTBIK POMAaHTH3M MEH CHMBOJIM3MTE,

aJl Kagipri 3amana TypJii aBaHrapATbiK
i3fieHicTep MeH KOHLeNTyaJlbl Hiaes/apra
JIeHiHri 9BOJIOLUUSACHIH OaliKayra 60J1a/pl.
Makananbin makcaTbl — XX-XXI
FachlpJiap/larbl Ka3aKCTaH/bIK KeCKiHAeMe
eHepiHzeri yiiiiH 6acnaHa peTiHjeri yATTbIK
KOJIbIHBIH, €PEeKIIIeJITiH, SBOMIOLHUSICHIH
JKOHE CeMaHTHKaJIbIK 63repicTepiH
aHbIKTay »koHe Tasaay. Ocbl MakcaTKa
JKeTy YUIiH eH aJ/IbIMEH I9CTYPJli Ka3ak
YHIHIH KHeJli CHMBOJIIBIK »KoHE MJICHH -
TAPUXU MAHbI3bIH AaUKbIHJAY, KeCKiHIeMe
eHepiHzaeri yil 6efHeCiHiH 9BOJIOLHSACHIH,
OHBIH, 9PTYPJIi TAPUXU Ke3eHIepaeri
VJTTBIK CaHA MEH WesiHbl OUI1ipy ToCiIiH
aHbIKTay, 3aMaHay| CypeTLiJIepiH,

TYbIH/IbIJIAPBIH TaJIay apKblJIbl YHIiH KOIbIH
allblll, OHbIH PYXaHH TYFbIPbI peTiHAeri
MOHi MEH Ka3ipri 3aMaHfbl KOPKEMIK
i3/ieHicTepaeri MHTePIpeTalUAChIH
Tycinaipy, KasakcranHbiH KopkeMoHepiHiH,
JIAaMybIHJAFbl YH KOJIbIHBIH I9CTYPMEH
JIMAJIoT KypaJibl peTiH/eri KbI3MeTiH

JKOHE OHBIH YJITThIK COUKECTIKTi
KaJIbINTaCThIPy/larbl, COHlAl-aK, KahaHabiK
MOJIEHHET KEHICTIirHAeri 63iHIK OPHbIH
TYCiHYy MaHbI3/IbI.

Bya makanana yinin 6eiiHeci Tek KaHa
COYJIETTIK HbICAH PETiHAE eMecC, VITThIK
caHa MEH PyXaHH KOATbIH KOPKEMIiK
JIACTUKAJAFbl KOPIiHICI peTiHe TajlaHajibl
JKOHE 9p TapUXH Ke3eHJIeri MaFbIHAJIbIK
TOJILIKTBIPBIYbl MEH Ka3ipri Kopkem
i3fieHicrepaeri TypJeHyi KapacTblpblia/bl.
3epTTey CeMHOTHKABIK KoHEe
MOJICHHETTAHYJIbIK TOCI/IE P/l KOJIAHBbIIT,
3aMaHayM KeCKiHJaeMe TYbIH/bl/IapbIHbIH
KOPKEM/IiK - KOMITO3UIUSAIBIK
epeKIIeIKTePiH TaJlai/bl, OH/IA KHi3 Vi
MeH YH YFbIMbI 2KaHa, KYTIEreH MarblHa/bIK
KOHTEKCTTE YChIHBIIFaH.

Hyp6ek Kapnemos, Anusi
Kat6ukoxaesa, Padasib CiiekeHOB CUSIKTbI
CypeTLIiep/iiH WbIFapMalIbLIBLIFBIHAA
YH KOJIbIHBIH, 9BOJIIOLIMACH MEH 2KaHa
MarblHAJIbIK 6JIIeMAePi AUKbIH KOPIHE/i: 0J1
JIOCTYPJIi TYPFBIH YHEH YJITTHIK KOHE XKeKe
COMKECTIKTIH TapUXH »KaJbIH CaKTalThbIH
pyxanu Mmetacopara atiHanansl. Expi «yiin
KOJIbI» YJITTBIK CUMBOJIIAH (DUIT0COPUSIIBIK
TY>KbIPbIMFA TypJieHin, xkahanuany
JKAFIAUbIHIA MOJIEHH €PEeKILIEeJIiKTI
CaKray, »KeKe TyJIFaHbIH KeHiCTIKTeri
OPHbI MEH O6TKEeH/Ii Ka3ipri 3aMmaHMeH
OallIaHbICTbIPY CUSIKTHI MOcCeJies1e P/l
ketepesi. CypeTiisiep/iiH TybIHbLIaPbIHAA
Yy# — HaKTBbI 3aT eMec, 0J1 TapUXIIeH, aTa-
6abanapmen Gaitnanbic ophbl. OJ1 63
Ke3eriHme oTOAChIHbIH, OTKeHi 60JaIaKThIH,
TiperiHe afiHaJa/ibl.

daictep

KasakcranHbIH KecKiHiemMe eHepiHie Yo
MOJICHH KOJIbIH aHbIKTayra »KoHe TaJijiayra



OarbITTaJIFaH 3ePTTEY »KYPridy VILiH TApUX,
3THOTpausi, aHTPOIIOJIOTHS, CEMUOTHKA
FBLJIbIMIAPBIHBIH, 9iCTePiH KelleH/i
nanjanany, CoHai-aK OelfiHesey eHepiHiH
©3iHEe TOH KOPKEMiK- KOMITO3ULIUAJIBIK,
Tajay dJiicTepit (KOMMO3UIHs, KOJIOPHUT,
CHMBOJIMKAHbI Tasl/1ay ) KOJITAHY KaKeT.
By nonapaJibiK Tocia apKblIbl YiHJIIH

TEK COYJIeTTIK-3aTThIK HbICAH FaHa emec,
epTe KellreJijsiep 3aMaHblHaH KeHICTIiK
MeH MoJIEHH COMKECTIIIKTIH, 0TOACBIIbIK
KYH/IbLJIBIKTap/iblH, Ka3aKTap/iblH
JIyHUEeTaHbIMbIHBIH KOpPKeMJIiK MeTaopachkl
peTiH/e KaJall KbI3MET eTeTiHiH TyciHyre
2KOJT allaJIbl.

Koiibliran minieTTepre KoJ »xKeTkizy
YLIiH aBTOP TapHUXH-MOJICHH TaJsllay d/ICiH
KOJUIAHBII, KWi3 YHIIiH KyPblJIbIMIbIK,
GeoJiKTepiHiH (1IaHbIPaK, YbIK, Kepere)
KACHETTi-CHMBOJIIBIK MaFbIHACBIH
THOTPAPUSITIBIK, POJTLKIOPJIBIK KIHE
MOJICHHETTaHyJIbIK eHOEKTepre CyHeHe
OTBIPbIN aHbIKTal/bI ( BaxbiTKaH
AsubaeBa) KoHe oslap/ibiH KECKiHIeMe
TYBIH/BIIAPBIHAA KaJlail MJIaCTHKAJBIK -
OeliHesiey TiJliHIH JeMeHTTepiHe alHaJbI,
ombeban QuaoCcoPUsIbIK YFbIMIAP/IbI
(o/71eM HipTYTACTBIFBI, a1aM MeH Taburat
rapMOHHMsIChl, ypriakTap 6aisiaHbIChl )
Oinnipetinairin kepceteni. Kazak
XaJIKbl TAPUXBIHBIH 9PTYPJli Ke3eHAepiH
(KelLMeJiiK Ke3eH, KeHec JIdyipi,
JKBIJIBIMbBIK, Ka3ipri 3aMaH ) 2KoHe oJ1ap/blH,
TaKbIPBINTbIH KOPKEMIK KepiHiciHe
9CEepiH aHbIKTAY YIIiH aBTOP KeCKiHaeMe
TYbIH/IBIIAPbIH CAJIBICTBIPMAJIbI-TAPUXH
TaJay 9/liciMeH 3epTTeH .

OHep TybIHBIIAPbIH KOPKEMJLIK-
KOMITO3ULIMSI/IBIK TaJsllay MakaJiajia Mbicas
peTiHe KeJITipiaireH TybIHAbLIap/bl
TUSIHAKTBI CHUIIaTTayra (KOMIO3HLLUS,

TYC, peHK, GeiiHesiey TeXHUKAChI )
HeTi3[leNIreH XKaHe Oy cunarrTaMaJsap
TaKbIPBINTHIH UAESAbIK-OeHHeiK
Ma3MYHbIH KaJlaid alllaThIHbIH KOPCETEe/.
JKannbl TenieHIMsIAD MEH 2KeKe
aBTOPJIBIK CTHJIBJL aHBIKTAY MaKcaTbIHAA
Hyp6ek Kapnemostbin « Cocke», Asust
Ka6ukoxkaeBaHblH «Ayblina», 3apuHa

UykeTaeBaHbIH « Ayblaa» CHIKTbI

TYPJli KE3€HIe 2KaTaThlH TYbIHAblIapbIHA
caJibICTbIpMaJibl Tas1ay »Kyprisijesni. by
TaJay KHi3 yi OeHHeCiHiH 9BOJIIOLHACH
MEH OHbIH 6H/IC/IIEH TOCIIIePiHIErT Heri3ri
3aHJIbUIBIKTAP/IbI, COHAAN-AK 9P CYPeTIIiHiH
JKeKe KOPKeMIK i3/leHicTepiH aHbIKTayra
OarbITTaJIFaH.

Kepkewm GeliHesiepaeri CHMBOJIIBIK
MarblHaJsIapbl TYCIHAIPY YLIiH aBTOP
CEMHOTHKA MEH iLUKi TaJ1ay 9/licTepiH
nanananajpl, 6ip »KarblHaH, CypeTTeri
KOpHEKi 3JIeMeHTTepiiH (TYyC, MillliH, »KeJi,
KOMIO3HLUSA/IBIK TaHOaap ) KacblpbiH
MarblHACBIH, €KiHLi KaFbIHAH, OJIAPIbIH,
MOJIEHH KOHTEKCTIEH (MU(OJIOTHS,
(hoJIbKJIOP, TACTYPJli ceHiMep )
OaiJlaHbICbIH aula/pl.

JKorapbiia cunatrasiran ajlicHaMalibiK,
ToCi/Iep KOJIAHbLIATBIH 3€PTTEY
mMaTtepHaJiapbl €Ki Tonka 6eJiHe:

Jlepekkesnep MeH TeopusibiK 6a3a: Kui3
YHILIH MOJICHH - TaPUXH 2KOHE CEMHOTHKAJIBIK
TaJlaMbIH KyPalTbiH 3THOPA(USIbIK,
(hOJTBKIOPJIBIK, MOJIEHUETTAHYJIbIK XKOHE
OHepTaHyJbIK eHOeKTep (MblcaJbl,
Baxbimkan Asubaesa, Mapat MykaHoB
»KoHe T.0. aBTOpJIap/AbIH KYMbICTaphbl ).

Kepkemaik maTepuasiap: Taniayabix
6acTbl 00beKTiCi O0JIbIN TaObLIATHIH
KA3aKCTaH/BIK KeCKiHeMe TybIHbLIaPbI.
Bys Tonka Tapuxu Kezenjep GoiibiHILA
TaHJaFaH, Kui3 yii 6eliHeci He OHbIH
CEMAHTHUKAJIBIK 2JIEMEHTTePi 6ACThI OPbIH
aJlaTblH KapTHHAJAP JKaTajbl. 3epTTeye,
MbicaJibl, O0inxan Kacrees, Canuxutinu
AliT6aeB CHSIKTbI KIACCUKTEPJIiH KOHE
Hyp6ek Kapnemos, Anusi Ka6uko:xkaesa,
3apuna YykeraeBa CUSIKTbI 3aMaHayH
urebepsiep/iiH eHOeKTepi Ta laHIbl.
TybiHablIapAB! TAHAAYAA OJIAP/BbIH,
TaKbIPbINTbIK MaHbI3/bl/IbIFbl, KOPKEMJLIK
KYH/IBIJIBIFBI 2KoHe TapUXH Ke3eH/IEPiH
dPTYpJiNirin 6efiHesieyi ecKepiJii.

Yiinin GeiiHeci Tek olllaK peTiHe emMec,
KyaTThl CUMBOJI PETiHe KapacTbIPbIIabl.
OHbIH MarbIHACKI 2Kak KHi3 yiiieH 6acTarn
TepeH hUI0copUABIK YFbIMAApFa JIeHiH
Jamujibl. Mbicasibl, yii — aJieMHiH Kitii
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yJIrici. OHbIH fOHre/IeK ML, LIAHbIpArhI,
KepereJsepi OYyKis aJIeMHiH KYPbIJIbIMbI

MeH TaOuFaTneH yHJIeCiMIiIiria Oinmipei.
CoHbIMeH Gipre, yil — y>KbIMJIbIK »KajlbIHbIH
apxetuni. OJ1 XaJbIKTbIH YpriakTap apKblJbl
CAKTAJIATbIH TAPUXbI, IDCTYPJIEPi MeH
pyXaHHu ToxKipuOeCiHiH, CUMBOJIbI OOJIBIT
Tabbl1ajbl. YIIHIIIEH, YA — YATTbIK
CONKeCTIKTiH KoJibl. ToyeJicis/iik Ke3eHiH e
KHi3 YU YATTBIK Oipereisik, TYpaKThLIbIK
TMIeH PyXaHH KahTa »KaHFbIPY/IbIH HETi3ri
tanbaceiHa aiHa/yel. Ocbliaiia,
KeCKiHaemezeri yil 6efiHeci KapanaibiMm
CIOXKETTIK 2JIEMEHT eMecC, Kasak

MoJICHHETi MeH lyHHETAHbIMBIHBIH KYpJIeJi
MeTacopachl GOJIbIN TaGblIaIbI.

Tankbinay

KasakcranablK KeckingeMe eHepinaeri yiuain
MOJICHH KOJIbIH TYCiHY YLUiH IOHAPAJIbIK
TOCIJIIIH, KAXKETTiJIi alKbIH KOpiHei.
ITHOJIOTHS, CEMUOTHKA YKOHE OHEPTaHY
TYPFbICBIHAH OipiKTipiJiIreH Ko3Kapac,
KHi3 Yii 00Pa3bIHbIH TEK KaHA CIOXKETTiK
3JIEMEHT eMec, COHbIMEH Oipre TepeH,
CEMaHTHKAJIbIK - CAMBOJIIbIK KYHEHIH
TachIMaJIAyLIBICHl PETiHe Kasaid KbI3MET
€TEeTIHIH alla TyCeZi.

donbknopranyibl baxbimkan Asubaesa
atan etkenjeH, «bi3 Kazak kuis yiiHin, ki
OoJIiKTepiHiH Y ChIHAAPJIbI 3J€MEeHTIH
— lLaHbIpaK, ollaK MeH TadaJablpbIKThI
KapacTbipiblK. OJiap/ibiH, KACHETTIIr,
JKOFapbla KopCeTireHaen, KypbllbIMIbIK
JKaFbIHAH KYpJeJi, TepeH MarbiHaiap
MEH MaHre ue OoJiFaH ara-6abajapablH
apXauKaJiblK KOpiHicTepiMeH aHbIKTaJlaibl.
[TaHblpak aaeMIiK TipeKTiH CHMBOJIIBIK
OeilHeciH aamacTblpabl, Koraprbl
dJIeMMEH, »KOFaprbl KyluneH, Kynaiiven
OaiJIaHbICTBIH TiK apHACHI PETiHAE 9peKeT
eTejli; oulak, oT — YHJIiH KHeJli OpHbI, KYH
Kylaiibl YMa# 6elfineciMen GefiHesieHreH
KHi3 YHIH 1LLKi KeHICTIriHiH OpTaJbIFbl;
TabaJsIIbIpblK — dJeM/Iep apachIHAATbI
uiekapa, 6acka ajemaepre Koyt
cumBoJIb» (AsubaeBa 22). bya ipreni unes
0i3/iH 3epTTeyiMis/iiH 6acTankbl HyKTeC
OO0J1IbI.

BaxbiTkan AsnbGaeBa :xoHe 6acka
STHOrpadTap Kui3 yillli eH ajjibiMeH
AHTPOTIOJIOTHUSIBIK KOHE MU(OTIOITHKAJIBIK
KYOBIJIBIC, MAaTePHAJIIBIK 2KoHE PyXaHH
MOJICHUETTIH TaKbIPbIObI peTiH/e
KapacTblpca, OHJIa aBTOPJIbIH MaKaJsachl
KecKiHieMeleri 0Cbl KYObLIbICTbIH KOPHEKI
GeilHecine Hazap ayaapajpbl. ABTOp Kui3
VHJIiH 63iH 0OBEKT PETiHJIE eMeC, OHbIH,
KopKeMJIiK GeliHeciH, OHbIH, 6eJrii 6ip
Tapuxu JAdyipaeri 6enrisi 6ip eHep TypiHaeri
earepictepi MeH (yHKLMSIAPBIH 3€PTTEH].
Ochlnaiiiia, MoleHHETTaHY LIbIIAP/IbIH,
TEOPUSIJIBIK TY2KbIPbIMAAPbIH Ka3ipri
3aMaHrbl OeliHeJiey eHepi TaxKipubecinae
KoJilaHaibl. bys1 apxaukasiblk KoaTapibiH,
XX-XXI racwipiiapaarbl BU3yaJjipl Tijije
KaJsiail >KaHapThIIbIM, KalTa TyCiHAipiieTiHiH
Kepyre MyMKiHJiK 6epefi.

Onebuerranyna Lllepxan Myprasa
(«Ait men Afitia» pomatbl) MeH 3apsi
JKymanoBanbiH («[IIaHbipaKTbiH KHeci»,
«AK Gocara» aTTbl 9HriMeJie1epi) Mpo3achiH
TaJijiay MbICaJbIHAA KOPCeTiJITeHIeH,
«ILIaHBIPaK» KoHe «0ocara» yFbIMAAPDI
0TOACBIIBIK- PYJIbIK KOHE YITTHIK
KYH/IBJIBIKTap/bl KepKeM OefiHesiey KypaJibl
petinze naunananbinazsl (Kesacinbex 482).
By xkannbl Kazak MaJieHHeTi YLLIiH 0Cbl
KOJTap/iblH oMO6eOaNThIFbIH pacTakiibl.
ABTOp/IBIH 3€PTTEY 2KYMbICHI GYJ1 OFJIbI
OeliHesiey oHepiHe 19J1 COJl KOITapAbIH,
KeCKiHIeMere ToH, IKCIPECCUBTIIIK
KypaJiiapbiHa ne 60J1aThbiH/bIFbIH
KOpceTe OThIPbII AaMbITallbl. Erep
anebueTTe ypriakrap 6aiaHbIChl CIOXKET
neH MeTtadopa apkplibl Gepisice, oHIA
KeCKiHIeMe/le OHbI KOMMO3UIIHSIAA
(keftinkepJiepai OipiKTipeTiH YHIH OpTasbIK
MO3HULUSCHI ), TyCTe (0TOACHIIBIK OLIAKTHIH,
CHMBOJIbI PETiH/IE <IKblJIbI» PEHKTEP),
»KapbIK MeH KoJieHKe YiJecimMi (OLLaKThbiH,
OTbI CypeTTeri XKapbIK [eH MarblHa Ke3i
petiHjie) apKblabl Gepisesi. bya kepHeki
KypaJiiap TeK CIO2KEeTTi KopceTill KoUMa,
COHbIMeH Hipre 0T6ACHIIbIK OANIaHbICTbIH,
TepeH Ce3iMiH, OHbIH MOHIIJIK KoHe KueJli
CUMAaTbIH XKEeTKi3e/i.

JKorapbiia TyKelpbiMaapra cyriene
OTBIpbII, d/1eOUeTTe 1€ KHi3 VI 83eKTi



TaKbIpbIIT 60J1a OEPEeTiHiH TYCiHE OTLIPLIII,
OeliHesiey eHepiHe Jie KOpiHic TaybIn
JKaTKAHbIH aJiFa TapTambl3.

OHepranyliblIapabH Yi GeiiHeciHe
apHaJIFaH TaJjigay *KyMbICTaphbl
KA3aKCTaH/IblK KeCKiHeMe KJACCUKTEPiHiH,
(o6inxan Kacrees, Canuxutinn AiiT6aen
»KoHe T. 6.) LblFapMaLlbl/IbIFbIHA
OarbiTTasnrad. MyHaa Kui3 yit Kebinece yirt
TYPMBICBIHBIH HEMeCe TAPUXH KaHPAbIH
axbipamac 6ediiri petinze Kepineni. ABTop
yit GeliHeciH cTaTUKAJbIK 3THOrPAdUSIIbIK
9JIEMEHT PETiH/E eMeC, KOHTEKCTKe
OaiyIaHbICTbl MaFblHAJIapbIH 63repTeTiH
JIMHAMMKAJIbIK TY2KbIPbIMIAMA PETiH/Ie
KapacTblpazbl. « Kazak Kui3 yHiHiH 1acTypJi
UHTEpbEPi — KOJakJbl TYPFbIH YHIH
OCbl TYPiH JAMbITY/bIH, KYPJEJli TApUXH
JKOJIBIHIAFBI V2KBIMJIBIK ToKipHOEHIH,
HaTHKeci. Kui3d YHJIiH KypblIbIChI 2KepriJlikTi
KJMMATTbIK »Kar1aijapra »koHe KentereH
FacbIpsiap GOMbI KAJMBbINTACKaH Ka3aKTap/biH,
eMip canTbiHa colikec KeJseni. Kasipri kui3
VHIIH MHTEePbEePiHIe NDCTYPJi epeKLIesiKTep
cakranaspl. [1ki, cbipTKbl Oe3eHaipye,
COHJLIK @HepJIe 2KoHE TYPMBICTBIK 3aTTap/iblH,
MJIaCTHKAJbIK (hopmMasiapblH TaHaay/a
OTOaCBIHBIH 6Mip cypyiHe OapblHLIA
KOJIallJibl yMThLIbIC Hatikanazbl» (MykaHoB
44).

3eptTey GOHbIHIIA aJbIHFAH HETi3Ti
KOPBITBIH/bLIAP/bl TOMEHETiIeH
TaJIKbl1ayra 60J1a/bl:

1. MoneHu KOATbIH, YHEMLIIr MeH
6eitimuenyi: baxbiTkan Asubaena,
[epxan Myprasa, 3apsi JKymanoBa xoHe
T.0. 6HepTaHylblIaPAbIH €HOCKTepiHEH
KOPIiHIN TypraHaam, «1laHblpak»,
«oLIaK», <<Ta6aﬂab1pbug/6ocafa>> CHUSIKThI
ApXEeTHUNTIK 3JeMEeHTTep YpraKTaH-
ypraKkKa eTe OTbIPbIIN, Ka3aK MOJICHHETIHIH
TYPaKThl KOATApblHA aliHANFaH. 3epTTey
KOPCETKEeH/IeH, oM1ap ap TapUXH AdYip/iH
KOFaM/IbIK-CasiCH TaslanTapblHa call e3repir,
JKAHFBIPBII OThIPaJibl: KEHECTIK HAEO0JI0THsl
TYCBIH/IA MAFbIHACHI ayBICTBIPBIJBIT,
«KBIJBIMBIK>» Ke3eHiH/le aHcay 00 beKTiciHe,
aJ1 ToyeJici3aiiK »KblAaapbl VATThIK COUKECTIK
MeH ereMeH/IiKTiH Heriari CHMBOJIbIHA

aliHasbl. Bys MoileHH Korapabiy
OMipLIEH/IIT MEH KOFAMHbIH 63repmeli
KAXKETTIKTepiHe nKkemesy KabijeTiH
JI9JIeNIe NI .

2. Op TypJii eHep popmasiapbiHiaFhl
KOATap/bl KOJIAAHY aiblpMalllbl/IbIFbl:
OnebueT neH Keckingeme 6ip MoeHH
KOJATap »KUHAFbIHA CYHeHce e, oJlap/bl
KOpepMeH MeH OKbIpMaHFa »KeTKi3y
KypaJiiapbl MyJijieM e3reliie. JMUKaJbIK
Npo3ajia laHblpaK HeMece 6ocara
MeTacopa MeH CIOXKeT apKblilbl ypriakTap
OallIaHbICBIH KopceTce, KeCKiHaeMe e
OYJ1 TY?KbIPbIM KOMIO3HLKS (MbICAJIbI,
OpTasbIKTaH/bIPbLIFAH Vit ), TYC (OLIAKTh
GeliHe IEHTIH JKbIJIbl PEHKTED ), KapbIK
TeH KeJIeHKEHiH OMbIHbI (OTThIH HYpbI )
CHUSIKTbI Ta3a BU3yaJljlbl, SMOLIMOHAJIIbI -
IKCIPECCUBTI KypaJsiap apKblJibl
»KeTKizisei. by kepHeki eHepiiin
a0CTPAKTINi CUMBOJIIAP MEH TiKeJeh
IMOLHUANIAP aPKbLJIbl TAPUXH KA
TMeH YITTBIK CaHaHbl TiKeJel Ko3rak
aJIaTbIH/IbIFBIH KOpCeTe/.

3. ABTOPJIBIK HUET MeH MOJIEHH KO
apacblHAarbl KaTbIHAC TypaJibl MaceJIe:
3epTTey 6apbiChiHAA TYbIHAANTHIH MAHbI3/bI
Cypak — 3aMaHayH cypeTLlijiepiit, K1i3
Yy 06pa3biH KOCMOJIOTUSJIBIK HeMece
MU OJIOTUSITIBIK OapJIblK CeMaHTHKAChIH
CaHaJibl TypJie NanaanaHy 1opexeci.

[ binbinga na, op6ip cypeTii ochl
CUMBOJIIAP/IbIH, OapJiblK KabaTTapbiH

Oisenii >xkoHe df1eli KoJiaHabl 1en 6oJrKay
KUbIH. Astaiina, Gi3/iH TasiaybiMbi3 Gyl
apXeTHITep MOJICHUETTiH TepeH KabaTbiH/1a
OPHBIFBII, TiMITi aBTOP/BIH, TiKEJEH HUETI
MeH pe/ieKCHsIChIHAH ThIC »KaFaaiia

JIa KyMbIC iCTEUTiHIH KopceTei. Yiui
Kayirnciz 6acnana, pyxaHu opTaJsblK peTiHje
Kabbl1aay — OyJ1 YATTHIK OelHesey oHepiHiH
caHacblHa CiHreH Kateropusi. Jlemex,
CypeTILi, TYBIHABICbIHAA Y OelHeereH
Ke3Jle, OHbI TeK OGeiHe peTiHle eMec, OHbIH
aCTapbIHAAFbl MOJIEHH »KaJL T€H Y2KbIMJIbIK,
ce3iM 6ap KypzeJi Ty>KbIpbIMIama peTiHae
Ce3iHyl MYMKiH.

4. 3epTTeyin LiekTeyJepi xKoHe
6oJalliak 3epTreyepre yaec: Bys xkymbic
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Heri3iHeH Ka3aKCTaH/blK KeCKiHIeMeHiH,
KJIACCHKAJIbIK »KOHE 3aMaHayH yJrijepine
GarbiTTasraH. Anaiia, MoJleHH KOATap/IblH
KbI3MeTi 6acka eHep TypJiepinze (MblcaJbl,
MYCiH, HHCTaJIsLMs, OeiiHeapT, COH/IK-
KoJianOasibl oHep ) KaJsak »Ky3ere acaTbiHbl
»Keke 3epTreyi Tasan erei. CoHbIMeH
Kartap, KHMi3 yit 00pa3bIHbIH OpPTaa3usJIbIK
HeMece TYPKi dJIeMiHiH KeHipeK MaJIeHH
KOHTEKCTIHJIETi CaJIbICTBIPMaJbl TaJlaybl
OHBbIH, €PEKLIJIIKTePiH TePEeHipeK TyCiHyre
biknaJg etep efi. Toyescisfik keseHinaeri
OHepJIeri KHi3 YHIiH HAKTbl MEMJIEKETTIiK
paMi3 peTiHae KOJIAHBIIYbI 2KoHe OV
MPOLIECTIH LIblFapMallbL/IbIK i31eHicTepre
ocepi ie oiaH opi Tasiayibl KaXKeT eTe/l.

KopbiThiHbliai Keqe, 6y 3epTrey
KA3aKCTaH/blK KeCKiHAeMeleri «yi»
apXeTHIiHiH TeK BU3yaJibl OeliHe eMec,
COHBbIMEH Oipre TapUXH JKaAThI, YITTBIK
CaHaHbl 2KAHE MOJIEHH COMKECTIKTI
KaJbINTACTBIPATBIH IMHAMHUKAJIBIK
CEMHOTHKAJIBIK 2KYHe €KEHIH JpJIe/ e/l
[TonapasibIK ToCi apKbLIbl KHi3 Vi
OelHeCiHiH 9BOJIIOLMSICHIH »KaH - 3KaKThbl
KapacTbIpy OHbIH Ka3aK XaJKbIHbIH PyXaHH
OMipiHJIeri OPHBIH TYCiHyre, COHIAN-aK,
OHEPJIiH MOJICHH KOJATAP/Ibl CaKTay »KoHe
TpaHchopMalusiiayarbl peJiH alyra
MYMKiHJK Oepefi.

CyperTiuinepaid 63 TybIHIblIAPbIHA
©HEepTaHyLLblJIap, MAACHHETTAHYLIbIIAP
CUIATTAFaH KWi3 YUIiH KypaeJi
CEMHMOTHKACBIH CaHaJIbl TypJle KOJIIaHy
JIOpeKeci TypaJibl Macedie niKipraJac
TYZbIPYbl MyMKiH. OprHe opOip 3amaHnayu
aBTOP 63 XKYMBICBIH/IA KHi3 YHIiH 6eHHeCiH
KOJIJIay apKbLJIbl OFaH KOCMOJIOTHSJIBIK
CUMBOJIH3MHIH 6apJiblK MOH-MarbIHACHIH
MakKcaTThl TypAe KoJaHa/lbl e aiTa
asmMaiMbi3. Anaiizia, 6isziiH 3epTTeyimia
KopceTKeH/IeH, Tikesiel pediekcust Gosimaca
J1a, yUIi 6edOiTIiMIiK OpTaJbIFbl, KOPFAHbILLI
MeKeHi »KaHe yprak OaisiaHbIChl peTiHae
KaOblL11ay/bIH HEri3ri KaTeropusiaphbl
KECKiH/IeMe 6HEPiHiH Y/ITThIK JI9CTYpiHe
€Hill, aBTOPJIAP/bIH, iLLKi ce3iMi apKbLbl
TybIHJIblJIAPbIHA CiHei. Bys MaeHn Kox
TYBIH/IbIHBI TYABIPYLIBI TYJFaHbIH, TiKeJeH

HHETIHEH TAYeJICi3 ICHIeH/Ie JKYMBIC iCTEeH
HacTaibl.

FblibIMM 2KyMbIC THOMBJIEHH 3epTTeyJiep
caJlachlHIAarbl OepiK TeopUsJIbIK Oa3ara
CyFieHe OTbIPbII, OHbl 83€KTi KOPKEeMJLiK
TMPOLleCKe KATBICThI IaMbITajlbl. ABTOP
KHi3 YH TypaJbl TE3UCTi «ipreJii pyXxaHu
Kon» (b. Asubaesa) peTtiHjie HaKThLIarM,
BU3YyaJIM3aUMsiiazibl. Bys KOATbIH KepKeM
HIbIFapMasa KaJsai »Kysere acaTbiHbIH,
OHbIH TapUXH TypJie KaJal e3repreHin
JKOHE Kas3ipri 3aMmaHrbl KA3aKCTAHNIbIK OHEp
KOHTEKCTiHJ/le KaH/1al »KaHa MarblHara ue
60J1aTBIHBIH KOpCeTill, 0J1 <Y KOJBIHBIH»
CaHaJibl KOJIIAHBITYbIH iCKe aCbIPY/bIH,
THIMJ KOPKEMJIIK CTpaTerusijiapbii
YCbIHA/bI.

HaTtuxenep

3epTTey HoTHKEepi Ka3aKCTaHIbIK
KeCKiHieMe eHepiHzeri yil 00pa3bIHbIH,
9BOJIIOLMSICHI MEH OHbIH MOJICHH -
CEMaHTHKAJIBIK XKYKTEMeCiH alKbIH
Kepcete/li. KepkeM TybIHbLIap/bI
TaJsay 6apbichiHaa Vil 6eiHeCiHiH,
JIOCTYPJli TYPMBICTBIK OObEKT PETiHAE;
VJTTBHIK MOJICHHET MeH XaJbIKTbIK
JIOCTYPJLIH, 3JIEMEHTI peTine; 0TOAChUIbIK
KYH/IBIJIBIKTAp MEH PyXaHH TYTaCTBIKThIH
CHMBOJIbI PeTiHJle; COHNal-aK Kahannany
»KarnaublHAArbl MoJIeHH COUKECTIKTI
caKray KyHAbLIbIFbI Oap oOpas petinue
KaJIbINITAChII, YJIKEH MOJICHH MarblHaFa He
OO0JIFaHbl aHbIKTAJIbI.

Kasakcranparbl TyprbIH yi 00pasbl,
OHBIH illIiHEe KUi3 yileH 6acran 6acnanara
JICUIHTT CayJIeT eHepi, KONTereH cypeTiliiiep
MEH »Ka3ylIblIap UIbIFApMalIbLIbIFBIHBIH
6acTbl TaKbIpbIObIHA ailHa bl By o6pa3
TEK KaHa TYPFbIH YH peTiHle eMec, COHbIMEH
Oipre, XaJbIKTbIH, pyXaHH IyHHECiHiH,
TapHXH 2KaJIbIHbIH, 2KoHe MOJICHH KOJIbIHBIH,
KepiHici peTinje 1ebepJep/i KajaMblHa
{J1iHIN OTBIPABI.

EH annbiMeH, Ka3ak XaJKbIHbIH,
OMipiHIeri KHi3 yH TypaJibl TYCiHiKKe
TOKTaJbIN 6TCeK. Kniz yit — Oy.1 1ananbly
LIEKCI3/liriHe collKec KeJIreH KeLlmneJi



OPKEHHUETTiH Tamalla yJrici. OHbIH
KapanaubiM, OipaK »KOFapbl TaJIFaMJIbl
KYPBUIBIMBI, allIbIK »K00a/laHFaH KEeHiCTiri
JKoHe TaOUFaTeH YHIeCiMALIIr OHbI CayJIeT
oHepiHiH »kayhapbiHa ailHaIbIPA/IbI.
Anaiina, Kazak TYpMbICBIHIAFbI Vi MOHI TEK
KHi3 YUMeH LeKTeaMeH .

Kasak xaJiKbIHbIH, eMipiHjie exeJiieH 6epi
aralliTaH ykacaJaTbiH Yil GYAbIMAAPbIHBIH
aJaTblH OpHbI epekliie. Keulnesi maJ
11apyaublIbIFBIMEH HEMECE KapThlaak
OTbIPBIKIIBLIbIKKA aYbIChIIT, €riHLIIJIKIIeH
alHaJIbICKAH Ka3aK KaybIMbIHBIH KYH/IEiKTi
TYPMBICbIHA KAKETTi aFalliTaH »KacasaThlH
GyibIMIAP/BIH TYPi caH ajyaH. Araii
OHJIEY/li KACiI eTKeH 11ebepJsiep/li XablK
0JIapJIbIH OHJIipETiH OyHbIMIAPbIHA Kapa
<<YﬁH]i>>, <<ep[Hi>>’ <<ap6a]_HbI>>, <<YCTa>>
nen napanajbl. Ag, 6yi mebepiepiin
dpKalchichl 63iHiH Heri3ri kacibiHeH 6acka
Jla yak-Tyiek GyidbiMaap TypJepiH »kacak
6ini. Ocipece, «ycra» aTaHraH uiebepsep
Yy OYABIMAAPBIHBIH KONITereH TypJepiH
JKacayMeH 0ipre, ap TypJli MeTaJll KoHe
cyiiek eHjiey icimeH nie afiHagbicTh» (Kazak
(osabkiopsl, 96).

Bys nepexrepaeH KepiHin Typranaai,
Kasak yH illliHiH MdJIeHH KeHICTiri araii
Ol0-6pHEKTepiMeH, KoJlaHOaJ/ bl OHePIliH
yJrisiepiMeH 6anblI, TOJBICHIN TYPFaH.
«Yir» webepaepi kepere, YbIK, lIaHbIPaK
CUSIKTbI KHi3 YHiH Heri3ri KypblabIMAAPbIH
JaibiHaaymen Oipre, caHjplK, aratll,
ChIKbIpJIAYbIK, acTay, liesek, 6ecik CHSIKTbI
OHJIaFaH KaXKeTTi OyHbIMIAAPAbI 2Kacabl.
«Epui» aranatbit 1ebepsep apkat
MeH XKinTepai, 6ay-o6endeynaepai, Kypak-
KHi3[ep/ii AalbIHAayMeH MaHbI3bl MiHAET
aTKapca, «apOallibljiap» Kellli-KOH Ke3iHjie
ayblp »KYKTepAi Tacyra apHaJiFraH apOa-1uaHa
TYPJIEPiH 2KacayMeH ailHaJIbIChII, Keluredi
OMipJliH KO3FaJIbICbl MEH MaTepHaJlIbIK,
MOEHHETIHIH JaMyblHa yJieC KOCThI.
«CeMirin, KazakTarbl yilllijep eHepi
COoHay KoHe 3aMaHAapJarbl KOLLIeiJliK
OMip Ca/ITbiHA OANUJAHBICTBI KAJIINITACHIII,
Facbipsiap 6OUbI 1aMy, Kakcapy MpoLeciHiH
HOTHKECIH/IE LIbIHANBI XaJIBIKTBIK OHED
nopexecine xketken» (Kazak
tdosbkopkl 19).

An, «ycTa» ereH aTak TeK TeMipji FaHa
emMec, COHbIMEH Kartap, araul NeH CyHeKTi
OHJIEY/IiH YKaH-2KAKThI LIeOepine GepisieTiH.
Ouap Kui3 yiIiH COH-CcaNTaHATbIH
AalUKbIHJIAUTBIH asikkanTap/pl (ask-aba),
CaHAbIKTapAbIH, Oeep i oleKeHaepit,
KarcblpMaJsapbl, oleKensi OyHbIMIapael,

TINTI 9AeMi Or0JIbI acaTasKTap/bl J1a 2Kacabl.

Ocnlnaiiiia, Kazak yit — Oy op TypJi
ue6epJliK cananapblHbIH YieCiMiHeH TyFaH
TaOUFH yiJiecim, oHaa apOip 3aTThIH 63iH/IiK
MaKcaTbl MEH 3CTeTHKAJIbIK KyHbl OOJIIbI.

Jlemek, cypetutisiepait, GefinesiereH
Kasak yiiHiH oOpa3bl — OyJl TeK KaHa
KopllaraH opta emec. bys — arauu, cyilek
MeH MeTaJlJIbIH YHJIECIMIITITiHeH TyFaH
ajlaMrepluisik neH Taburat apachlHAAFbI
yitsieciMuin unocodusiyibik GeliHeci,
XaUIbIKTbIH, 19CTYPJIi ©HEPi MEH KOJIOHEPiHiH
MaTepHuaibik KepiHici. Kuis yhizin kpicka
Mep3iMJie KUHaJIFaH - GeJllleKTe/reH
KYPBIIBIMBIHAH OacTar, OHbIH, illiHIeTi
apbip oro-epHeKTi OyibIMFa IeHiH —
MYHbIH 09pi TepeH CHMBOJIIBIK MarblHara
ve OOJIBIM, OJ1 KOLITeJi XaJbIKTbIH OYKiJl
9JIeMMEH KOpKeM JIMaJIorbiH, TaOUFaTIeH
OipTYTACTBIFbIH, OTOACHIIBIK KYH/bLIBIKTAP
MEH pyXaHH YCTaHbIMAAPbIH CAKTaUThIH Tipi
M9JICHUET JJaHaJbIFbIH OiJIIipe/i.

Kasax xaJsiKbIHbIH JyHHETaHbIMbIH/A
KHi3 YU TeK KaHa TYPFbIH VU eMec,
COHbIMeH Oipre, pyXxaHH aJ1eM MeH TaburaT
apachlH/Iarbl HO3iK TeHIECTIKTI GelHeelTiH
(hu0CcoPUAIBIK YFIM GOJIBIT TaOBIIAbI.
Kuia yitjiiH KeHicTiKTeri KypblabIMbl
dJIeMHiH GeliHeCiH yKOHE FaphILIThIH,
yaricin Kairanaiasl. COHbIH apKachbiHia
0J1 0TOACHIJIbIK KACHETTEP/LiH, caJT-
JIOCTYpJIep MEH bIPbIM - ThIbIMIAP/IBIH,
TaOUFaT 3aHAAPbIMEH acTaChIM XKaTKAH
KypJieJi »Kyiecine aiiHaajbl. «Acnan
JleHeJiepiMeH, TyTac TaOUFaTIIeH acTachll
JKaTKaH 0TOACBIIBIK KACTePJIi TYCiHiKTep
LIOFBIPbI — KA3aKTbIH KHi3 YHiHEe KATbICTBHI.
KazakTbiH racbipsiap 60HFbl TAOUFAT
asiCbIHJArbl KOLUTEeH] oMip-TipLiJiriMeH,
TaHbIM-TYCIHIrMeH TaMbIpJ1aChIIl }KaTKaH
KHi3 yHiHiH naniga 60Jybl — OHbIH, CbIPTKbI
KYPBIIBIMBI MeH ilKi 6eJikTepi KahJbl (OH
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JKaK, COJI 2KaK, OLIAK, LIaHBIpaK, 6ocara
TOp) KaJbllITaCKaH Karuaajaapbl MEH bIpbIM-
TUBbIMAAPBI, KWi3 YA TIreTiH OPbIH/Ibl OTIEH
ajlactayziaH OacTasaTblH KHi3 YHAI Tiry

MeH 2KbIFY, KypOaHIbIK L1aJy, LHaHbIPAKThI
OakaHMeH KeTepy, OakaHjbl aTTamay, yi
€CIiriHiH KYHMEH KaTbICTbl OPHATBIIYbI,
KOHBICTAHTaH »KYPT 2KakbIHAAFbI T.0.
3AHJIBUIBIKTAD 2KYHECIH KAJIbITACTbIPHIII,
XaJIBIKTBIH YPIIAKKA aMaHaT €TKEeH YJITThIK
KYH/IbLJIBIKTapbIMEH CHIIaTTa/aibl»
(AprbinbaeB 53).

JlaJ1 ocbl pyxaHu-MoJIeHH KYHeHiH,
OpTaJIbIFbl, OHBIH CHMBOJIIbIK 2KYyperi —
waHpbipak 60Jbin Tadbliajbl. [Hanbipak
TeK KHi3 YHIH KyPbIIBIMABIK Tiperi FaHa
emec, oJ1 — 0TOACBIHbIH, PY/IbIH XKoHe
TYTAC XAJIbIKTbIH pyXaHu OipJiri MeH
yauikcignirinin 6esrici. [llanpipakrsl
KHeJIi JIeM €CeNTeYIiH Tyl Herisinue
OHbIH TE€PeH KOCMOJIOTHSIJIbIK MaFrblHACI
»katbip. [llanpipakTbiy nitini — Gy
menOep iliHaeri alkacmna aramrapMeH
KypaJiFaH JIoHreJieK ajieM, oTbéachl MeH
pyAbIH OipJiriHiH, acraH MeH XKepaiH,
GarsiaHbIChIHBIH, CUMBOJIBL. [1leHOepain o3i
AMHAJILIM MEH MOHTIJIKTI, OYKiJl oJ1eM MeH
KYHHiH Oerici petinae KaObliaanapl. As
LIeHOep/IiH OpTachbiHa OpHaJlaCcKaH akkacrna
arautap — OyJl KMi3 Y KeHICTiriHiH,
MH(OTIOITUKAJBIK OPTAJIbIFbI, pyXaHH
JIYHHEHiH KOKKHEKIIeH TiKeJ1eld KOChIaTbIH
Tiperi »koHe dJ1eMHiH TOPT GaFbITbIH
OipiKTipeTiH CUMBOJIIABIK EKITiH/K.

Keuinesinep KoHbIC TenkeH apbip Kep
— 0J1ap/blH KEKe FAPBILLTBIK KeHICTir,
0J1 2KEep dJIEMHiH OpTaJIbIFbIHA alHaafbl.
[IaHblpak ocbl OpTaJbIKThIH Oar1apsl,
YKOFapbllaH (KOKTeH ) TOMeHTe (2Kepre)
Kapai TikeseH 6al/aHbIC, dJIEMHIH Tipek
oci petinyie KbidmeT eTesli. Ochl TepeH,
(bUI0CODUSNBIK 2KOHE JIIHU MaFbiHara Oepik
OOJIFaH KellIeJijiep WaHblpakka OapblHILIa
epekiue KypmeTneH Kapabl. LLIaHbipakTbIH
aCTbIHAAFLI OLlIaK OT-aHa OelHeciMeH
6alaHbICTBIPBLIBL. AJT IIAHBIPAKTHIH,
03i oTHaChIHBIH aTa-OabasapbiMeH
OaiJlaHbICbIH CAKTAUTbIH KHeJli HbICaH
peTinzne TaObIHYFa JakbIKTaJIbI.

KasakrapablH 1ocTypdi TyciHirinae
HIaHbIPAK TeK YVHJIiH CayJIeTTiK O6dIiri
FaHa eMec; 0J1 pyXThIH TYparbl, ayJeTTiH
KYp/leJli »KoHe TepeH MarbiHAJIbl CHMBOJIbI,
yprakTap *KaJFacTbIFbIHbIH 63€KTi HbILIAHbI
6oJibin Tabbl1aAb. [Tlanbipak — 6y
yprnakrap Ti3Oerin OipiKTipeTiH Tapuxu
»KaJIbIHBIH MaTepHaJIbIK cakrayLbichbl. O
dKeJieH Oanara, 6ip OyblHHAH eKiHlliciHe
pyxaHH Mypa peTinze Oepinin keJseni,
0TOACBIHBIH TaF/AbIPbl MEH TapUXBbIH 63iMeH
Oipre aJjbln xKypeji. by »kajnracTbIKTbiH,
Y3i/lyi Kazak caHacblHIA Y/IKeH KaUFbl
CaHaJ/IFaH/IbIKTaH, erep ayJIeTTiH COHFbI OKiJi
Ka#iTblc 60Jica, OHbIH OeliTiHe aHblpaK Ta
KOHBLJIBIT, OTOACBIIBIK Ti30€TiHiH AyHUeIe
yainrensiri 6eiinesenrer. CoHbIMeH
katap, «Illanbiparbiy, OUiK, KepereH KeH
6oJicbiH!» lereH 6aTa — OyJ1 Ka3aKbl OpTajia
aUTBLIATBIH €H KafipJi TiJleKTep/iiH, Oipi.
By tinexk Tek MaTtepuasabiK eMip FaHa
eMec, COHbIMeH Oipre pyxaHu OaHJIbIK,
Oeies1 MeH TabaH/bIIBIK, YPHaFbIHbIH Kol
60J1ybl 2KOHE dyJIeT GipJiriHiH, cakTaayblH
TiIEHUTIH TepeH Ma3MyHJIbl JaHaJIbIK,
ceare aiiHasiraH. «OTaH, otb6achl, ata-
aHa, 6aJja, 6acrnaHa CHIKTbI aJiaM YIIiH
€H KbIMOAT TYCIHIKTep Ke3-KeJIreH
9THOCTA YiIMeH 6alJIaHbICThIPbIIA/IbI»
(YTerenosa, 77). by nikip kazakrap yuuin
LIaHbIPaK TYCIHIMHIH HETi31HAe KaTKaH
KYH/IbIIBIKTap/IblH, KHBIHTBIFbIHA TOJIBIK
corikec kegieii. [llanbipak — 6yJ1 oT6achl
(oTaHHbIH eH Killli ysilibiFbl ), 6acnana
(chusMKaJbIK KOpFaH ) xkoHe ata-6abasap
PYXbIHBIH, ( pyxaHu TipeK) 6ipiry HyKTeci.

[IIaHbIpaKThiH apXUTEKTOHUKAJIBIK
JKOHE CHMBOJIIBIK KYPbIJIBIMbI OHBI yCTaM
TypaTbiH apHaiibl 6akaHMeH (6aKaHa ) ThiFbI3
OansianbicTbl. Byt 6akan Gacrankbiia
KeHe MUMOJIOTHSIJILIK TYCIHIKTEp/Ie dJIeM/Ii
Tipen TypFaH «dJieMiK JAiHIeKTiH» Hemece
«3dJIEeMJIiK aFallITbIH» HAKTBI KOPiHici O0JIFaH.
OuJ1 acnaH MeH »Kepji, pyxaHu ajieM MeH
MaTepUaIbIK AyHUEeH] OalaHbICTbIPATbIH
TiK OCb peTiHzie KaObliianran. Anaina,
TapUXH Aamy MPOoLECiHIe OCbl KHeJli
KbI3METTiH, OPTaJIblK CUMBOJIbI PETiHAET]
peJii GaKaHHaH TiKeJIeH LIaHbIPAKThIH 63iHe



aybicTbl. [1lanpipakThiy, ieHOep nitini MeH
OapJsblK Keperesepi 6ipiKTipeTiH opTaJbIK
POJli OHbI JIEMJLIK TIPEKTIH KOHE 2KOFaPbl
PYXaHH dJIeMre alllblJIaThIH MOPTaJIbIH
CHMBOJIbIHA allHabIpAbL. JlerenmeH, 6akaH
031HiH KHEeJIJIITiH TOJIbIFbIMEH KOFaJJTKAH
JKOK.

By 6atinaHbICTbIH TOXKipHOeiK-
POCIMIIK KOPIHICIH LIAHBIPAKTBI OPHATY
(kKeTepy) caaTbiHAH Kepyre 6OJajbl.
[laHplpakTbl KeTeprenae, GakaHHbIH
TOMEHT YUIbI TipeJireH xxepre 6ipjeH
OLLIAK OPHATBIJIBIM, OT »KarblIajbl, Ka3aH
inineni. bys apekerTep Ke3nercok emec:
owak — OyJ1 LIaHblpaK acTbIHAAFbl OMIp
MEH YH iLLIiHiH BIPBICTLIK OeJrici, aJ Ka3aH
OHBIH TIPLIJIIKIIEH TOJNTHIPbIIFAHAbIFbIHbBIH
cuMBoJIbl. COHIIBIKTAH, Ka3aHHbIH 60¢C
TYPYBI 2KaMaH CaHaJIFaH, OFaH MiHJETTi
TYPAE Cy HemMece TaMaK KyHblIaTbiH
6oJiran. [lanblpakTsl KebiHece otoJlapMeH
OeseHpipisren 6akaHmen Tipeiai. bakan
HacTankpljia aJeMJIi Tipern TypraH aJieMJIiK
JHreK, 9J1eM/IiK arallThiH, CHMBOJIIBIK POJIiH
aTKapraHbl aHblK. bipak KefiiH, xKorapbiia
alTblIFaHal, GaKaHHBIH PoJli lIaHbIPaKKa
ayblcTbl. [IIaHblpakThl KeTeprenie
OaKaHHbIH eKiHILI YIIbI TipeJIreH 2Kepre
OlIaK OPHATBLJIbLIM, OT XKaFblJIa/lbl, Ka3aH
acblajbl 1a, OFaH MiHJeTi Typae 6ip Hopce
KyHbl1azbl, ce6ebi KagdaHHbIH 60C TYPYybl
»KamaH bIpbIM caHaJsiran» (Axbi 68).

KazakTbiH Kui3 yiliHe 6alJiaHbICTbI
TAKBIPBIT 2KbIJT 6TKEH CalbIH Oi3/liH,
cyperTulisiepimisiiH, KeHen OeTiHae OeceHi
OpbIH aJibiN KeJsieli. by — mMajeHu Koz
TeH YJTTBIK OipereimikTi i3necTipy/iin
KepKeM opmara ue 60JraH KaJjracbl. Ocbl
KaTapjarbl 3aMaHayu TybIHbLIaP/bIH 6ipi
petinne cyperwi Hyp6ek yKapremMoBTbIH
2021 »xblirbl « CocKe» aTThl KAPTHHACHIHA
TOKTaJIbIIl OTYy OT€ 03€KTi.

Tyc mesrininin TaHFaXKanbi coyJecineH
xabap 6epeTiH GyJI TybIH/bIAA CYpeTILi
KA3aK XaJIKbIHbIH, KMi3 YHiH Heri3ri
KOMITO3HLIUSJIBIK OPTAJIbIK €Till aJIFaH.
Kapruna KaszakTbIH Kelurnesi Tipuiijiri men
OHBIH TabUFaTIEH YisieCiMaiNIri TypaJibl
aiitanpl. Komnoauiusira Hasap aynapcak,

Nel cyper. Hyp6ek JKopnemos — «Coacke» (2021)

JI9J1 OPTACHIHIA KA3aKThIH JICTYPJi
HacnaHachl — aK KHi3 Yii OpHaJlacKaH.
Ou GeltHeHin xKyperi petiHje, oT6achl
MeH PyXTbIH OaraHachl peTinje, 6apJblK
3JIEMEHTTEP/i 63iHe TapTaibl.
KapTunanbiy coJ xkak 6eJirinie ak6o3
aT, aTThIH YCTiHE 9ieMi KaOIbIKTapMeH
KeMKepiareH. ATTbIH GefiHeciHeH-aK Oy
KapTUHAJIAH CYPeTLi KOLUIEeHAi MOICHUETTiH
MaHpbI3bl 6eJriciH OepreHuen KopiHei.
An KapTHHAHBIH OH »KaK GeJiirinae apo6a,
OllIaK, OlIAaK MAaHbIHIAFbI alaMIap KepiHic
Tabajpl. ByJs KapTHHAAH KOHAK KYTY He
6oJIMaca TyCKi acTbl JalbIHAAy COTIMEH
TyCla-Tyc KeJIeTiHAeH acep KaJllblpblIl
Typ. KeJsieci Ke3ekTe KapTUHAHBIH aPTKbI
thoHbIHIa GeliHe/IeHTeH Ka3aKThiH
KeH Jiaachl alKblH KepiHei. YKasrmbl
KapTHHAHbBIH aTMOC(epachl KblJIbl
TycTep raMMachiH Kypaiisl. Kepepmenre
COHJIal »KbLJTy ChIHJIAMN KaHa KoMMai,
aybl/1 TipLiJiirine Oip caT yHijgipeTiHaeh
acep coiinaiiipl. KopbIThiHIbIIAN Kee,
CypeTLli Ka3aK XaJsIKbIHbIH TYpMbIC-
TipLLiJiriH, TAOUFATbIH LIbIHANDI 2KeTKi3yre
ThIpbICKAHBIH OaiiKaimbl3. CypeTii
KapTUHAaJa KUi3 i, aTTap, apoa, camaypbiH
CUSIKTbI 00'beKTiIep/ii OeliHesiey apKbl/bl
Ka3aKTbIH J9CTYPJli ©MipiHiH OeJilIeKTepin
KepceTrce Kepek. Kuis yilli Kazak XaJKbIHbIH
Hacranachl, api yJATTbIH MOJIEHH KOJIbl
peTiHae KapacTbIpy apThIK eTIec.
Cypertiiiiep Kui3 yili TeK TYPMbICTbIK
HBICAH PEeTiHJE FaHa eMeC, KoLnesi
MOJICHHETTIH KepiHici peTiHae ae
6eiineneini. Kuis yil apkblibl Kazak xaJkpl
OTKEeH 6MipiH yMbITraranbl ab3as. Mine,
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cypeTulisiepe ypnakrap cabakTacThIFbIH
KepceTyre 6eJiceH i GOJbII XKaTKaHbIH
COHFbI 2KbLJIIAPbl 2Ka3blJIFAH TYbIH/blIapAaH
KOpPEMi3.

Keckinnemesie kui3 yit Typai
KOMITO3ULIHSIIA KOPIHIC TayblIl KeJei.
Byrinri Tanna cyperuni Kabukoxxaesa Anust
03iHiH «Aybl/11a» aTThl TYbIH/bICbIMEH
epekiesieHeni. OHparsl ayblil TYPMbICbIHAH
xabap 6epe OTBIPBIMN, apTKBI MJIaH1a KHi3
yitni 6erineniered. Kaptunana »bliibl TycTep
rammachl 6acbiMbipak. Kazak XaaKbIHbIH,
OMipiH CypeTTel OTBIPLIIN, ayblJIFa JereH
CarbIHBILIBIH OChIJIAl XKeTKi3ce Kepek.

CoHFbBI XKbLJIAPBI CypeTLLie i,
ayblIFa, COHJak-akK, YITTBIK HAKBILITAFbI
JyHHeJsieplli keHen OeTiHe OeldHeJsen
JKYPreHi KoHiJ KyaHTaabl. Kasak XaJKblHbIH
VATTBIK OOJIMBICBIH KAHFBIPTHIM KYpreHaen
KepiHesi. ABTOp TybIH/BICBIHAA TAOUFAT MeH
aJlaM apachblHAAFbl YHJIECIMITIKTI TyCTep
raMMachl apKbLIbl 6epyre ThIPbICKaH.
TaGurarnen eTeHe ThbIFbI3 OalJaHbICThI
JKETKi3yJle CypeTLLi YThIM/Ibl KOMITO3HLHUSIHBI
KoJstanraH. Kuis yii cblpThiiarbl 0T6achl
MylLLIeJIepiH Jie COHJai yiaeciMaiTiKneH
caJsiral. Aybliia TypFbIHAAP/bIH TYPMbIC-
TipLUIJITiH >KoHe 1e aybl30ipJiriH OapbIHILa
KepceTyre ThipblcKaHblH kKopeMi3. Kuis
yit pOHBIH/A OCHIHIAk KOPIHICTI KopceTy
ayblJIFa JIeTeH CaFbIHBILIBI AeT OineMis.

Byrinri Tanna cypetiiinepimia Kasak
ayblJIbIH OTE 2KHMi KeHEIKe TYCipil »Kyp.

By.s1 pyxanu cypanbicTaH TyblHAAM
OTbIpca Kepek. AybliIFa lereH carbiHbILI
6osica kepek. CypeTiuinepimisin 63
eJIiHe, TyFaH XKepiHe MOJIEHUETIHe JereH
LIbIHAKBI CYHiCTIEHILIIIM MEH afaJiibIFbl
JlereH nikipre kesik. CypeTiijepimia/iin
VITTBIK KYHABUIBIKTAPAbl CAKTal OTBIPBIT
OoJialllakKa MaJIeHH Mypa peTiHJIe 1ppinTeyi
KOHiJI KyaHTaTbiH »karnail. Kasakcran
KECKIiHIeMECIHiH OCbl Opaiia KepepMeHre
OTAHCYHUTILITIKTI, eJire JIereH KypMeTTey i
KebOipeK IPpiNTedTiHiH KapTHHAJapaH
KOPEMi3.

Kazakcran keckinjieme eHepinjieri yiin
KOJIbl — OYJI TeK KaHa cayJieT-KYpblJbIChl
eMec, Ka3ak XaJIKbIHbIH I9CTYPi MeH

TYTaCTBIFbIH OCHHEJIEATIH MOJIEHU KOJI
60JbIN ecenTeinei. JKanmnbl Kazak Kui3
YHiIH CcaJiFaH TaJaHTThl CypeTLIiIep oTe KoTl.
En oyesii O6inxan Kacrees, CaluxuTauH
AiiT6aeB CHSIKTBI lapa TyJrajapian 6acray
aJlaThlHbIH HapiiiaMbl3ra asiH. JlereHmeH jie
Kasip TaHxa yi TypaJibl TYCiHIK CypeTLijiep
KapTHHaJIapblHaH KaJslail KepiHic Taybll
JKaThIp JIereH cypak TybIHAAN/bI.

Kasak xaJiKpl yLLiH lIaHbIpaK eTe KueJi
yFbIM OoJibint ecenredineai. [Llanbipak
0TOACBIHAATBI KbIJTYJIBIKTBIH, 2KoHe J1e
OipJIIKTIH CUMBOJIBI OOJIBIT TAObITAbI.
Ownbl Kagipri Tanaarel cypeTilijepimMisiin
TYbIH/IblIAPbIHAH KOpe a/1aMbl3.
«Keckinnemeneri yidnin KepkeMik GefiHeci
CeMaHTHKaJIbIK »KyKTeMe OOHbIHIIA
oTe yJKeH. Y, LIbIH MOHIH/IE, OHbl
CbIPTKbI 9JIEMHIH arpeccUBTi OpTachbliHaH
KOpFaybl KepekK alaMHbIH OipiHILIi as1eMi»
(Yepenanosa 89).

Kasipri keskapac GoiibiHila )Kahannany
»Karnaibiiaa Kasakeran keckingemecinaeri
VHJLIH, KOJIbl 63repicKe yIIbIpan OTbIp.
Bypeinaapol yit or6ackl MeH MaJieHH
JIOCTYpJIep/iiH Giperehiri petinie
Kabbl11aHca, aja 6yribae MojepHU3allus
MEeH YJITTBIK IYHHEHIH »KOFaJlyblHa KApChl
TYPY/bIH CHMBOJIbI OOJIBIT TaObl/Ia/bI.
Enimizneri keckingemelijiep MojieHH
MypaHbI CaKTayFa Ha3ap ayjiapy
VUIH KOMMO3ULHSAJIAPbIHIA KHi3 VI
napjanaHyra Teipbicaipl. ThiM GoJMaraHia
KapTUHAJApbIHAA aybll, He 00JIMAaca YATThIK

Ne2 cyper. KabukoxkaeBa Asiust — «Ayblijga»
(2023)



HaKBILLITaFbl 2JIeMEeHTTEePAI OeliHeseyre
ThIPBICKAHBIH TYbIHABIIAPbIHAH aHFapPaMbI3.

3aman Tanabbina cail yi KipnimreH
caJIbIHBII 63repicKe yiIbIpazbl. A Kasipri
TaH/a cypeTilijiep yHi KecKinaeme
kebipeK KepceTyre Thipbica/pbl. by
JlereHimi3 azam 6aJiachbl yLiH y# Tipek
OOJIBITN ecenTeiHeTiHIH aHFapambl3.
Macesien, cyperiui 3apuna UyketaeBaHbiH
«Aybuina» attbl 201 1 KbLJIbI 2Ka3blIFAH
TYBIH/IbICbIHA TOKTaJscaK. KapTHHaHbIH,
AJIBIHFBI [JIaHBIH/IA O10-6pHEKTEP TYCKeH
Kepriesiep »KatoJibl Typ. Ajl OpTaHFbl
NUIaHbIHAA Yisiep 6oJica, apTKbl MJ1aHbIH/A
TayJiap GefiHesieHreH. Asl KapTHHAHBIH
aTMocdepachl ayblJJIbIH TYPMbIC-
Tipwisirinen xa6ap 6epeni. Tycrep rammachl
XKbLJIbI TYCTEPJ KAMTH/IbI. AJITBIHFbI
NJIaH/A XKinke iJliHreH ol0-epHeKTepi 6ap
KbI3blJI, KaChIJI TYCTi KiJIeMep *Kalbl/JIFaH.
AJl KapTHHAHBIH, OH, XKaFbIH/a KOriJjip
Tepeseci 6ap aK TYCTi YHAIH OypbILLIbI
KepiHesi. ApTKbl My1aHa Tarbl OipHelle yi
JK9HE 0J1ap/iblH, apFbl 2KarblH1a TYMaHFa
opaHraH OHiK Taysap GeiiHesieHreH. Acnan
JKYMCaK, 2KblJIbl TycTepre 60sJFaH, Oyl
KOPIHICTiH TaHEPTEH HeMeCe KeLIKi YaKbIT
eKeHiH aHraptajbl. JKasnel cypeTiui aybli
OMipiHiH »KalJibl 9pi KblJIbI aTMOChepachiH
JKETKI3reH.

Conpgaii-ak, O6inxan Kacrees aToiHnarol
Kasakcran Pecry6/iMKacblHbIH MEMJIEKETTIK
oHep my3eline cypetii Pacdasib

Ne3 cyper. UykeraeBa 3apuna — «Aybiiga» (2011)

CJ/1eKeHOBTBIH XKeKe KopMeci 0TKeH
6onatbiH. Cypertii Padasiab CiekeHOBTIH
yilsiep MeH GaJlbiKTapra ToJibl KapTHHAJaphbl
KopMmere Kolibliran 6osatbiH. Kadmbl
TYbIHABIIAPbIHAA Y KObI, Oa/iaIbK LLaK
Typauibl ecTedlikrepre 60 asiblpapl.
CyperTliiHiH 1blFapMaJapblHbIH, MaHbI3/IbI
opTasbIFbl yi 60JibIN Tabbliabl. CypeTiii
VLIiH i — OeKiHic, KyTKapy OpHbI 60J1bIMN
Tabbliajbl. Tepeseci KapKblparaH yiiH
{LLIKi as1eMi, Tepe3eeri 2KaHacaTbiH Iyl
VJIKEH ChIPTKbI KAPAHFbl KEHiCTIKKE KApChbl
Typazbl, 6HTKEHI 0JI Ta3a KoHe ilIKi
»KapbIKThl cakTaiibl (Cypet 4-5).
JKorapbina KeaTipiiret xKyMbiCTap/ibiH,
Ma3MyHbIHa KeJleTiH 60J1CcaK, AFHN VI
apTypJi hopmana Gepyre ThIpbICKaH.
Cyperuinep yiai mogenu He 6osmaca
(brsI0COPUABIK HAESAIAPbI TYPFbICBIHAH
KECKiHIeMe/le 9pTYpJli paKypcTaH
6epreHid kepyre 6oJaapl. Mblcasbl, yii
ThIHBILITBIKTBIH, KaJFbI3/ILIKTBIH, TillTi
Oepeke MeH XKaNJbIbIKTBIH CHMBOJIbI
petinae Kapactbipran. XXI racbip
cypeTLisiepi 6oJica 1a KapTHHaNAPbIH
KHi3 yil 6eliHeci ellikallaHl TycrneriHin
aHrapambls. bys iereHimis yiiii TYpMbICTbIK
HbICAH peTiHJle FaHa eMec, CUMBOJIIbIK MOHi
6ap YFbIM eKeHiH alKbIHAAN/IbI.

Herisri TyXXbipbiMpaap

Kasak keckingeme canachlnia yiaTThIK
YH YFBIMBIHBIH €peKILeJIriHe TOKTaJTy
KOFaMJlaFbl aTapJblKTai Macesie 60JblI
TaObIIANIbI.

byrinne Kasakcran keckinemecinae kui3
Y# OCbl yakbITKa AeHiH TypJii KOMIIO3ULIUsAIA
6eitnesienin keqai. Cypertiuinep yuin
yiziH 6efiHeci OyJ1 KOFaMHBIH, JI9Yipi MeH
KYH/IbIJIBIKTAPbIH KOPCETeTiH MarblHara
TOJIBI CUMBOJI GOJIBIT KEJIETIHIH a/ira
TapTThl. Keckinpemeneri yiliH KoibiH
3epTTey ediMiszie 60JbIIN KaTKaH MOJCHH
JKOHE 9JICYyMEeTTiK-MaJICHH yepicTep/li
JKaH-2KaKTbl TYCiHyre, COHal-aK, MOICHH
MypaHbl KacTepJiey, 19pinTey ypraxkrap
apacbIHarbl 6akJIaHbICThI Y30eyli Ke3aece
Kepek. «Ketlmnesnisep MojieHUETiHIH
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Ne4 cypet. Pacdasab CiekenoB — «YHaecTik»
(2025)

Ned cyper. Padasib CnekenoB — «Exi 6ana»

(2021)

CHMBOJIMKACHI iyHHere (hUI0CO(PHUSIBIK
Ke3KapacThbl OiJILipin KaHa KokMai, eMip
Cypy HopMacbiHa afiHabl. PUI0CODUIBIK
JYHHETaHbIM MEH KYHJAERJIKTI TYPMbIC
apacblHza 1ekapa 60Mabl, oJ1ap e3apa
ThIFbI3 GaiaanbicTa 6oibl. bipkarap

KazakcTaHplK FajbiMaap — Mapat
Mykanos, 96xeu1 Tesneybaes, Hypuio
[[Taxanosa, JKanap Kapakysosa, Mapat
Xacanos, bosnar M6paes xone 6ackanap

— Ka3aK KHi3 YHiHiH KypblIbIMbIH/A €KeJIri
FapBILLITHIK KYHeHiH OeliHeci KopiHic
TankaHbiH atan eTken» (Llloanan6aesa 51).

XXI racbipsiarbl cyperTiiijep
KeCKiHIeMe/le aJli KYHIi IeiiH K1i3 Yl
»Kaiaayna, He GoJsimMaca TayJbl alMakTap,
ayblJla CUSKThI TYPJIi KOMIIO3ULIHUAIaPbl
OenHenen Kei. [lerenmen jie
KeCKiHaeMee OyJ1 TaKbIPBII YITTBIK
JIYHUEMeH LleKTeJie 6epMeK Ie 1ereH oi
TybiH@MbL. CypeTiiijiiepimisiiH 3aMaH
TasaObIHA Call YHIiH KOJIbIH IFHU KA3aKThIH
VATTBIK KHi3 YHiH KeCcKiHaeMele KaHalua
6ip hopmarta, He GosMaca 3aMmaHayu
VJITiZIe TYPJI HaesIapaibl KOCa OThIPBIT
OeliHesiece TiNTeH KepeMeT AyHUe 6oJap
eni. byrinri 6i3nin cypeTiuinepimiz apTypii
9KCIepPUMEHTTEpre Oapyra ThIPbICAbI.
Anaiina kuis yitai coysieT-KypblibICbIMEH
OallslaHbICTbIPA OTHIPbIM, TYPJi KOMITO3ULUS
KYPAacCTbIPbIIT KECKIHAEMe/Ie KopceTce
epTeHri KyHi KepepMeH YHJIiH KOJIbIH TeK
Vi eMec, VATTbIK KeHICTiK peTiHie Kapan
OacTaliTbIHBIH KOpeMi3.

«Kazax eniHiH aprbl-6epri Tapuxbl MeH
MOJIEHUETIHEH — KOLLUIEeH/i OPKEHUETTEeH
mupac 6oJibln Kajiran « TyraH xKep»,
«IIaHbIpaK», «0eCiK», <XKbJIKbI»,
«KOOBI3», «10MObIpa», T.6. KueJi
AKCHOJIOTHSINIBIK YFBIMIAP YATTBIK 9/1eOH
KEHICTIKTe KOpKeM KOHIIEeNT MapTebeciHe
TY2KbIPbIM TanTbl. Cosiap/blH KapKblH YJTici
petinae 6ipkaTap TybIHIbLIAP/bI MbICAJ
pertinze Tijire THek eTetik. Toyescismik,
eJULIK Uesiapbl Heri3iHae Tapuxu
TAKBIPBINTA KA3bIIFAH TYbIH/IbIIAP/BIH,
OapJibIFbIHAA AepJliK TyFaH »xkep, OTaH
Kopray Macedsiesiepi KosraJiaibl. TOHBIKOK,
Kyanrerin noyipinen 6acran, Keleri
JKenrokcaH oKuracbiHa IeHiHTi apasibIKTarbl
Tapux 6eJsiecTepiH KopKeM KecTeJsereH
SMUKAJIBIK TYBIHABIIAP/IBbIH TYTIKi OH 63eri
Ka3ak eJli MeH yKEePiHiH TyTaCTbIFbl 2KoHE
ToyeJICi3AiHTIH 6asiHIbl 6OJYbI HEACHl €KeHi
astii. Enzletiie, Ty2KbIpbIMAMAaJIbIK TYPFbIIA



OCBbIIaH IbIFATBIH « MOHTIIK e/1» KOHLEMNTI
JIe TYPJii IeHIrekie Tapruxu LblFapMaJiapia
TyTtacajpl. COUTIM, KaJMblyJTThIK MOHTe
1e KOHLENT A9PexKeciHae nanbiMaanaibl»
(Kencinbex 481).

KopbITbIHADI

3eprrey xkymbichl XX-XXI racbipiapaarsl
KA3aKCTaH/bIK KECKiHIeMe OHEePiHiH
AsIChIH/IA YHIIH MOJEHU KOJIbIHbBIH,
epeKLIeJIiri MeH MarblHAJIbIK 63repicTepin
aHbIKTayFa HGarbITTa FaH. < Yi

KOJIbIHBIH» THOTpadUs/IbIK MOTUBTEH
Ka3ipri 3aMaHHbIH HEri3ri KepKeMiK
TY2KbIPbIMAAMACHIHA JI€HIHTT 3BOJIOLUSICHIH
KeLLIeH/li eHepTaHyJIbIK Tasay apKblJIbl
Oasinaay, oHblH Ka3ak OeilHesiey eHepiHaeri
VITTBIK COUKECTIKTI KaJIbINTACThIPYAAFbI
peJiiH aHbIKTayFa MyMKIHLiK Oepefti.

Bya 3eptrey XX racbIp/iblH COHbI MEH

XXI racbipsibiH OacbIHIAFbl Ka3ak
KECKiH/IeMeCiHiH HAKThI TYbIH/bLIAPbIHA

TaJijiay xKacay apKbl/ibl 2Ky3ere acblpbl/iaibl.

JKyYMBICTBIH Heri3ri HoTHKeJIepi
MeH KOPBITbIHIABIIAPbIH KeJecineh
KOPBITBIH/BLIayFa O0JIa/IbI:

Keckingeme eHepinaeri «yi KoIbIHbIH»
TapHXH 1aMy KOJIbl HAKTbIJIAH/bI.
OJleTTe KHi3 YHi 3THOrpadusIbIK HbICaH
peTiH/e FaHa KepCeTill, OHbIH KYPbL/JIbIMbI
MEH HHTepPbepiH HAKTHI CypeTTell,
OHbI 3THOIPaUSAJIBbIK IepeK peTiHie
TaHblcTbIpajibl. Kasipri kazak cypetuinepi
OyJ1 OeliHeHi KaHalla TYCiHiKIeH
TOJIBIKTBIPBII, OHBI PyXaHH OacraHa,
JKeKe 2KaJIbIHbIH OpPTaJIbIFbl HEMECE YaKbIT
neH KeHicTiKTiH MeTacdopachl peTije
Tycingipeai. Ocblnaria, KacueTTi yi
YFBIMbI 3THOTPAa(HUSJIBIK HbICAHHAH MAJIEHH
KoJt neH (pUIocopHsIIbIK CUMBOJIFa eMiH
JKETIiMN, KA3aK KeCKiHaeMeCciHIe apXeTUNTiK
OeliHere aiiHasazbl. bys apxetun pyxanu
TYPAaKTBUIBIK MMeH YITTHIK COUKECTIKTiH
KOPiHiCi PeTiHE, YAKbIT eH KeHiCTIKTiH
LieKapachblHaH ThIC, Ka3ipri 3aMaHFbl
KOHTEKCTTE JIe 03 03eKTIJIrH cakTanabl
JKOHE JTaMH/IBI.

Hyp6ek Kapnemos, Anust
Kabukoxaesa, Padasib CiieKeHOBTIH,
3apuna YykeraeBaHblH lIbIFapMaJiapblHbIH,
Herizinjae Kasipri KecKiHaeMeaeri KOAThIH,
Heri3ri yHKLHUsIAPbl aHBIKTaJIbl KoHe
Tajianibl. byrinri kyHi yit 6eiiHeci
»KahaHIbIK MOJIEHH epicTe YATThIK
OO0JIMBICTBI CaKTall, 1aMbITYIAbIH THiM/I
KypaJiblHa alHaJIblIl, OHbIH aPXETHUIITIK
carnacbl apKblJ/Ibl KepPrijlikTi 19CTyp MeH
ambebar alam3aTTbIK KyHABJIBIKTAP
apachlHAarbl Komip KbidaMeTiHn atkapabl. O
PYXaHH JiHTeK peTiHAe, YATTBIK UAeSTHBIH
TMJIACTUKAJIBIK TYJIFAChl PETiH/IE KoHE
6oJaliakka 6arnap 6epylili Tapuxu Kajpl
peTiHAE KbI3MET eTe/lj.

BefiHesiey eHepine yaTThIK
APXETUNITEP/lIH, KOPiHiCiH 3epTTey
APKBIJIBI 0JIaPABIH YATTHIK COUKECTIKTi
cakray/Jarbl, MOACHH TYPaKTbIIbIK NEH
©3rePiCTiH 1MAJIOTbIH KAMTaMaChl3 eTy/Ieri
peJii aHbIKTanabl, COHIak-aK, OGyJ
APXETUINTEP/IiH Kasipri 3aMaHFbl OeiiHesey
Tisli MeH niuininaeri TpanchopMalyschl
MEH HHTePIpEeTalUUsChIHBIH KaHa
OHEePTaHYJIbIK TACIJIEP apKblJIbI 2Ky3ere
aChIPbITYy MeXaHU3MJIEPi allibla/lbl.

Ot6acel MeH GacriaHaHbIH MOJIEHH
Kozrapbl Kazakceran GeiiHesiey eHepiHiH
KOPKEM 2KYHEeCiHiH Heri3ri cunarramaJsapbl
60J1bIN TabblIA/b!, Gy OChI (heHOMEH e P/l
OHep/ie OJIapAbIH 9PTYPJIi Ke3eH1epiHie
»Ky3ere acblpbllyblH KapacTblpyra
MYMKiHIK Oepeni. TorannTapJblk Ke3eHse,
OTKEHHIH MapruHaJ/bIK KaJbIFbl PETiHIe
KaObl/IaHa OTbIPbITN, 0TOACHI MEH PYIbIH,
OelHeci o/IeyMeTTiK peasICTiK TYPMBICTBIK
JKaHpAA Y/ITTBIK OHJIay apXeTHUIITepiH
BU3yaJIM3aLUSIIAY YILIH KAXKETTi
«TaKTHUKaFa» auHaJlibl.

Bys1 keseH otOachIHbIH peoJliH,
OHbIH KYH/IbIJILIKTbIK MOHi MEH
9TUKaJIbIK HOpMaJlapbliH KaJIbiHA
KEJITIpyli MaKcar eTTi.

Kagipri or6acbl MeH yiijiiH,
penpeseHTalusaChl Kasak
KOFaMbIH/A I9CTYPLLIIJ HIesIapblH
HBIFAIObIH, CAJIT-1CTYpJIep
MEH PaCiMAECPAIH MAHbI3/bI/IbIFbIH
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apTTLIPY/bl, TEHAEPJIiK CTEPEOTUITTE P/
YCTaHy/lbl, 2KOFapbl TYy KOPCETKillliHe
JKoHe KenbaJsasbl oTd6achira OedimMaenyui
kepcereli. KazakcraHublk KecKinueme
eHepiHaeri yi1iH MaJIecHH KO/l
OTKEHHIH XKd/lirepi peTiHie emec,
cypertLijziepre MOHIJIK KYHIbLILIKTAP
acepimeH KaHa »kayhapJsap/pl

JIlYHHETre d9KeJyre »koHe OoJalak
YPIakKa OCbl TePEH MOH-MaFbIHAJIaP/Ibl
TapaTyFa MyMKiH/liK OepeTiH KpeaTUBTi
JKOHE PYXaHH MUMITYJIbC PETiH/IE KbI3MET
eTes.

Ocninaiiiia, KazakcranHbiH Kagipri
OHEepiH/Ieri KeH TapaJjiFaH 0TOAChIJIbIK
»KoHe GacraHa MaJIeHH KOTapbl I9CTypJi
KYH/BIJIbIKTap/ibl 2KETKI3iI, Kasipri
OMipJliH, KUbIHIBIKTAPbIMEH Kypecill,
pyxaHu TeHrepimji TabybiH 6ip Tociaine
arinananpl. Cypertiiiziep oT6aChIIbIK
OeliHesiep/li pyXxaHH XKoHe 3THKAJbIK
Herignepi i3ey yuliH KepceTeli, oJap
JKac Ke3iHJie OpHBIKKAH KyHIBIBIKTap MEH
CTEPEOTHITEP apKbIIbl Ka3ipri 3aMaH/pl,
OHBIH, HETi3ri 63eKTi MaceJieJiepiH TYCiHil,
OHBI O€liHesIeyTe ThIPbICA/IbI.
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Maeuagip Keacinoek, duaspa Lllapunosa

Wucrutyt sutepatypbl 1 nekyeersa um. M. O. Ayssoa (Anmarsi, Kazaxcran)

KYNbTYPHbIE U CUMBOJIMYECKUE KOO bl OBPA3A XXUJIULLA B XKUBOMUCU

AHHoTaums. CtaTbs NOCBSALLEHA aHanM3y 3Bo/OLMM 06pa3a AoMa (0COOeHHO topTbl) B UCKYCCTBE
Ka3aXCTaHCKOW XXMBOMUCHK U €ro CMbICNOBbIX U3MeHeHu B XX-XXI| BB. OCHOBHas akTyanbHOCTb
nccnenoBaHMs 3aK/YAETCS B BOMPOCE COXPAHEHMS HALMOHANIbHOM MAEHTUYHOCTM B 3MOXY
rnobanusaummn 1 BKIKOYEHUS ero KylbTypHblii 06MeH Yepes 1cKyccTBO. B cTaTbe nccnenyetcs cneuunduka
[LOMa KaK HaLMOHaNbHOrO XyA0XECTBEHHOIO KOAEKCA NyTeM CPaBHEHWS UCTOPUYECKUX NMEPUOAOB,
pacKpbITUS ero cakpanbHO-CMMBOIMYECKOTO 3HAYEHWUS M aHAIM3A COBPEMEHHbBIX XYA0XKECTBEHHbIX
WHTEpRpeTauuii. iccnepoBaHne onvMpaeTcs HA CTPYKTYPHO-CEMMOTUYECKMIA MOAXOS, @ TAKKe Ha
MCTOPUKO-KYNbTYPHbIA U Xy[A,0XKECTBEHHO-KOMMO3ULMOHHBIV aHanu3, No3BONSIOLWMIA PACKPbITh
MHOTOC/IOMHYI0 CEMAHTWKY Npou3BeAeHuiA. B pesynbtate CTaHOBUTCS SICHO, YTO, XOTS MecTo obpasa

[lOMa B NMPOU3BELEHNIX XYAOXKHUKOB B XyA0XECTBEHHOM CUCTEME MMEET MCTOPUYECKYIO CTaBUIBbHOCTD,
OHO afANTUPYETCS U MEHSETCA K KYNbTYPHOMY KOHTEKCTY KaXXA,0M 3noxu. bnarogaps nsyyexuio
XY[0XKECTBEHHbIX NPOM3BELEHNI TaKUX XYLOXKHMUKOB, Kak Hypbek Xapaemos, Anns Kabukoxaesa,
Pacdaanb CnekeHoB, 3apuHa YykeTaeBa, 4OKa3aHO, YTO HOPTa B COBPEMEHHOM MCKYCCTBE CY>KMUT

He NpocTo 3THOrpaduyecknM 06bEKTOM, @ CUMBOIOM HALMOHANBHOM MAEHTUYHOCTH, MeTadopoi
[lyXOBHOrO NPOCTPAHCTBA M CPEACTBOM BO3POXKAEHUS KHALMOHANBHOMO CTUAS». TakuM 06pa3oM, cTaTbs
paccMaTpMBAET LOPTY KaK XyA0XECTBEHHbIN (EHOMEH, 060ralLeHHbIN XXMBbIMU, Pa3BUBAOLLMMUCS U
HOBbIMM 3HaYeHWAMU. B 3akntoueHnid cTaTbu 1OpTa, OYar, SBASIOWMICS 3aLMTON AYXOBHOIO NMPOCTPAHCTBA
NoAen, aHanM3npyeTcs Kak XyA0XKeCTBEHHO-KYIbTYPHbIA GeHOMEH, UCTOPUS U 3HAYEHME KOTOPOro
BO3POX/A3ETCA U MOMNOHSETCS, PACKPbIBAETCS €ro MeCTo B CMCTEME LIEHHOCTEN TPAAULIMOHHOTO
06LecTBa M CUMBOJIMYECKOE 3HAYEHWE B COBPEMEHHOM MOHUMAHUM.

Knioyeswie co8a: NckycCTBO HaLMOHANbHOW XXMBOMUCH, KYIbTYPHBIA KOZ, OPTa, HALMOHANbHAs
MOEHTUYHOCTb, XYL0XXECTBEHHDBI 00pa3, CEMUOTHUKA, APXETUM, COBPEMEHHOE MUCKYCCTBO, LWAHbIPAK.

Ans yumupoearus: Mononp Kencunbek, unspa LWapunosa «KynbTypHble U cMMBOAMYECKME KOAbI
obpa3a xunuwia B xuBonucux», Central Asian Journal of Art Studies, Vol. 10, No. 4, 2026, pp. 196-216, DOI:
10.47940/cajas.v10i4.1120

bnazodapHocmu: CtaTbsl NOArOTOB/IEHA B paMKax Mo rpaHToBoMy npoekTy AP26101419 - «®eHomeH
MOZEepHM3Ma B apxXuUTEKTYpe, M306pasnTenbHOM, 4EKOPATUBHO-NPUKNAAHOM McKyccTBe KasaxcraHa XX
BEKa M ero peMHTeprnpeTaLms B COBPEMEHHOM BU3YaNIbHOW KYNbType».

Aemopbl npoyumanu u 0006puu OKOHYAMebHbIl 8apUAHM PyKONUCU U 3a88i510m 06 omcymcmeuu
KOH(IUKMA UHMepecos.
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CULTURAL AND SYMBOLIC CODES OF THE IMAGE OF DWELLING IN PAINTING

Abstract. The article is devoted to the analysis of the evolution of the image of the house (especially
the yurt) in the art of Kazakh painting and its semantic changes in the XX-XXI| centuries. The main
relevance of the research lies in the issue of preserving national identity in the era of globalization
and including its cultural exchange through art.

The purpose of the article is to identify the specifics of the house as a national artistic code. This
goal was achieved by comparing historical periods, revealing the sacred and symbolic meaning, and
analyzing modern artistic interpretations. Using the applied structural-semiotic approach, historical-
cultural and artistic-compositional analysis, the multilayered semantics of the works of Kazakhstani
artists was revealed. As a result of the analysis, the historical stability of the image of the hearth in the
artistic system and the ability to adapt to the cultural context of each epoch were revealed. Thanks
to the study of the artistic works of such artists as Nurbek Zhardemov, Aliya Kabikozhaeva, Raphael
Slekenov, Zarina Chuketaeva, it is proved that the yurt in modern art serves not just as an ethnographic
object, but as a symbol of national identity, a metaphor for spiritual space and a means of reviving
the «national style». Thus, the article considers the yurt as an artistic phenomenon enriched with
lively, developing and new meanings. In the conclusions of the yurt article, the hearth, which is the
protection of the spiritual space of people, is analyzed as an artistic and cultural phenomenon, the
history and significance of which is being revived and replenished, its place in the value system of
traditional society and its symbolic meaning in the modern sense are revealed.

Keywords: art of national painting, cultural code, yurt, national identity, artistic image, semiotics,
archetype, modern art, shanyrak.

Cite: Kelsinbek, Moldir, and Dilara Sharipova. «Cultural and symbolic codes of the image of
dwelling in painting.» Central Asian Journal of Art Studies, Vol. 10, No. 4, 2025, pp. 196-216.DOI:
10.47940/cajas.v10i4.1120
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Abstract. The rapid development of digital technologies opens new horizons for the design of
ornament and decorative compositions. Today, artificial intelligence (Al) is not only a tool for
automation but also a full-fledged creative partner for artists, designers, and architects. Its capabilities
enable it to model unique forms, transform traditional ornamental elements, and adapt them to
contemporary trends in visual culture. This study examines the use of machine learning algorithms
and generative neural networks (Generative Adversarial Networks, Diffusion models, etc.) in
developing new decorative solutions based on both classical motifs and innovative artistic concepts.
The aim of the article is to identify the potential of Al in ornamental and decorative art, demonstrate
its capabilities for creating original compositions, and define the prospects for integrating Al into

the professional practice of artists and designers. Research objectives: To analyze existing methods

of Al application in generative design. To consider examples of neural networks applied in creating
ornaments based on ethnic, natural, and abstract motifs. To reveal the advantages and limitations of Al
compared to traditional methods of decorative art. To determine the prospects for synthesizing cultural
heritage and modern technologies in ornamental creativity. Scientific novelty lies in a comprehensive
analysis of Al's role in the artistic process: from idea generation and motif stylization to the creation
of holistic decorative compositions. Unlike the traditional understanding of ornament as a fixed set of
forms, Al enables the development of dynamic, adaptive ornaments that can interact with architectural
space or user preferences. Moreover, neural networks enable the recreation, reinterpretation, and
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integration of lost cultural patterns into modern design solutions. Thus, the use of Al in creating
ornaments and decorative compositions contributes not only to the development of new artistic
practices but also to the preservation of cultural heritage, expanding the boundaries of interaction
between tradition and innovation. The scientific significance of this study lies in its comprehensive
analysis of the role of artificial intelligence in the artistic process, from idea generation and motif
stylization to the creation of entire decorative compositions. Unlike the traditional understanding
of ornament as a set of fixed forms, artificial intelligence enables the creation of dynamic, fluid, and
adaptive ornaments that can interact with the context of an architectural space or the user’s wishes.
The practical significance of the study lies in the direct application of its findings in professional
practice, industry, education, and production. The obtained results demonstrate the possibility of
recreating lost cultural patterns of ornament and decorative compositions using artificial intelligence,
interpreting them in various ways, and integrating them into contemporary design solutions.
Keywords: artificial intelligence, generative design, ornament, decorative compositions, neural

networks, digital art, cultural heritage.
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Introduction

he application of Artificial Intelligence

(Al) in decorative art and ornamental
design represents an intersection
of traditional artistic practices and
contemporary computational methods. In
recent years, generative Al technologies,
such as Generative Adversarial Networks
(GANSs), Variational Autoencoders
(VAEs), diffusion models, and style transfer
algorithms, have not only expanded the
creative potential of designers but also
offered new approaches to preserving,
restyling, and adapting traditional
ornamental motifs. Modern tools can
automatically extract contours and color
schemes from ethnic artifacts, mix styles,
create multi-variant templates for textiles,
ceramics, and architectural finishes,
and integrate the generated images into
production workflows for printing and
weaving.

Classical approaches to automatic
pattern creation relied on procedural

methods (rules, fractals, symmetrical
transformations). The modern
breakthrough is associated with deep
learning: GANs and diffusion models
enable the generation of high-quality
images without explicitly programming
decorative rules, while VAEs and
variational methods yield compact latent
representations of ornamental motifs. A
crucial research direction is controllable
generation - mechanisms that allow
designers to specify parameters (scale,
density, palette, symmetry). A review

of methods for generating 2D patterns
and control mechanisms showed that
combining procedural rules with generative
models produces better results in terms of
controllability and aesthetics (Giesecke et
al., pp.68-83).

Style transier algorithms (Neural Style
Transfer) have become an effective tool for
“translating” the visual structure of one
image (e.g., a historical ornament) onto
another content (e.g., a modern silhouette,
a photograph). For ornamental design,



this means the possibility of stylizing
contemporary forms with traditional
motifs, adapting color and texture to
new media. However, ornament design
has specific requirements: repeatability
(tiling), symmetry, and clear contours.
Consequently, applied research has
developed modifications of classical

style transfer algorithms that consider
segmentation, contour extraction, and
edge parameters - all of which are critical
for practical applications in ceramics and
textiles (Dawool, p.5).

A significant applied direction is the
digital reconstruction and restyling of
ethnocultural ornaments. Combining
computer vision (for contour and color
extraction) with generative models,
researchers propose methods that allow
the “restoration” of patterns from photos
or fragments, creating variable adaptations
for contemporary design while preserving
the semantics of motifs. The literature
highlights the ethical and cultural-legal
dimensions: how to avoid appropriation,
ensure respectful use of motifs, and engage
tradition bearers in the generation and
validation processes (Zhao & Ke, p. 3).

Practical cases demonstrate the wide
use of Al: from generating textile print
collections and custom fabrics to designing
decorative tiles and architectural panels.
Industrial and startup solutions integrate
Al tools into design workilows, offering
automatic variation generation, trend-
based color palette suggestions, and 3D
visualization. Textile research notes that Al
accelerates the design cycle, helps predict
popular color combinations, and facilitates
the adaptation of traditional motifs to
contemporary forms (clothing, upholstery,
wallpapers) (Gtir p.23).

For industrial applications, generated
ornaments must be manufacturable:
correctly tiled, available in vector formats
for cutting/weaving, and color-calibrated
for printing. Scientific publications describe
hybrid systems where CAD tools and Al
algorithms work together: Al generates

variations, while CAD modules optimize
them for vector formats, normalize

sizes, and prepare them for production.
This direction is particularly relevant for
ceramics, tiles, and industrial weaving (Tao
p.13).

New interactive and educational
platforms enable artisans and students to
learn craft techniques through Al-assisted
environments. Projects such as AlFiligree
illustrate how generative frameworks can
help master complex decorative techniques
while preserving artisanal individuality and
cultural context. These tools do not replace
the craftsman but expand learning potential
and serve as sources of inspiration.

As Al enters the realm of decorative
art, questions of authorship, intellectual
property, and cultural authenticity become
pressing. Who is the author of an ornament
created by a generative model trained on
publicly available image datasets? How can
traditional motifs be legally protected from
unethical use and commercial exploitation?
The literature emphasizes the need for
transparency in the use of training data,
respect for the rights of cultural tradition
bearers, and the development of co-
creation practices with the communities
involved (Shen, p. 21).

Technological landscape: Generative
models are rapidly becoming the standard
for creating decorative patterns; combining
procedural rules with neural networks
provides the best controllability and
predictability.

Applied potential: The textile industry,
ceramics production, and architectural
decoration are already integrating Al tools
into workflows, reducing design time and
offering greater variation.

Cultural preservation: Al can serve as a
powerful tool for documenting and adapting
ethnic ornaments, but this requires
collaboration with tradition bearers and an
ethically grounded approach.

Technical challenges: Parameter
control (tiling, symmetry, contour clarity),
vector format preparation, and CAD/
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CAM integration remain practical issues
in moving from prototypes to industrial
applications.

Al has already transformed the way
ornaments and decorative compositions
are created, offering powerful tools for
inspiration, restyling, and the generation
of industrial designs. Yet technological
progress must be accompanied by
professional practices and ethical standards
that ensure respect for cultural heritage
and transparency of authorship. In the
coming years, hybrid systems are expected
to evolve further, where Al acts as an
extension of creative tools rather than a
replacement for the artist or craftsman.
Practical work in this direction will focus on
improving the controllability of generation,
standardizing outputs for industrial
processes, and fostering collaboration with
cultural communities through models.

Methods

The methodological foundation of this study
is based on a combined review-analysis
framework, integrating theoretical sources,
applied case studies, and experimental
implementations of Al-driven design. The
objective was to examine how artificial
intelligence techniques are applied in

the creation of ornaments and decorative
compositions, with attention to cultural,
technological, and industrial dimensions.
The research design consisted of three
complementary components:

Literature-based review of peer-
reviewed publications (2019—2025)
focusing on generative models, style
transfer, and Al-assisted design in
decorative arts, architecture, and textile
industries.

Comparative analysis of Al algorithms
commonly used in pattern generation,
including procedural approaches,
Generative Adversarial Networks (GANs),
Variational Autoencoders (VAEs), and
diffusion models.

Applied case studies of practical
frameworks and industrial applications,
such as Al-assisted textile design (Jung,
2023), ceramic ornament transfer (Zhao,
2023), and hybrid CAD/Al integration
(Shen, 2025).

Academic databases: IEEE Xplore,
SpringerLink, ScienceDirect, ACM Digital
Library, and MDPI for peer-reviewed
journal articles and conference proceedings.

Industrial reports: documentation
from design startups and companies
experimenting with Al in textiles and
architecture.

Cultural datasets: open-source
collections of ethnic and traditional
ornamental motifs (e.g., Chinese, Islamic,
and Central Asian archives), used in cited
studies for Al training and style transfer.

Results

The integration of Artificial Intelligence (Al)
into the design of ornament and decorative
compositions has resulted in a profound
shiit in how patterns are generated,
adapted, and industrially implemented.
Unlike traditional approaches that relied
on manual craft or procedural computer
graphics, Al-based methods now provide
higher flexibility, automation, and creative
diversity. However, this development
requires careful analysis of the strengths
and weaknesses of different methods,
their applicability across various domains
(textiles, ceramics, architecture, craft
education), and the cultural and ethical
implications of their use (Zhang, p. 25).

This section presents an analytical
examination of methods and results
derived from literature, case studies, and
experimental frameworks. It highlights
how different Al techniques contribute
to ornamental creativity, the challenges
they face, and the degree to which they
align with industrial, cultural, and artistic
expectations. (Table 1.)

GANs are among the most popular
Al approaches to image generation. By



learning from datasets of ornaments,

they can produce high-quality patterns
that resemble traditional styles while
introducing novel variations. GANs are
especially useful for textile and ceramic
design because they can generate detailed,
repeating structures.

Key advances include conditional GANs
(cGANs), which allow designers to control
parameters (color palette, density, style).
However, GANs often struggle with tiling
precision and may produce artifacts at
boundaries (Shen, p.78).

Strengths: creativity, stylistic richness,
adaptability to datasets.

Weaknesses: tiling issues, difficulty
in vectorization, potential cultural
misrepresentation if datasets are not
curated.

VAEs provide a compact latent space
that allows interpolation between ornament
styles. They are less visually sharp than
GANSs but are highly useful for exploring
design variations. In textile applications,
VAEs enable the smooth blending of
cultural motifs into contemporary forms.

Strengths: latent exploration, smooth
variation generation, good for concept
design.

Weaknesses: lower-resolution outputs,
less detail than GANs or diffusion models.

Diffusion models represent the current
state of the art in image generation. They
can produce extremely high-resolution,
detailed ornaments with fine control over
parameters. Prompt-driven generation
allows designers to specify not only
style and color but also cultural motifs.
Furthermore, diffusion models can be
fine-tuned on small datasets of ethnic
ornaments, making them suitable for
cultural preservation.

Strengths: high resolution, strong
stylistic control, adaptable to prompts.

Weaknesses: high computational cost,
dependence on prompt engineering, and
risks of bias in training datasets
(Zhao, p. 9).

Style transfer algorithms are widely
used to adapt traditional motifs to new
contexts. They allow the extraction of
stylistic features (color, texture, contour)
from one ornament and application onto
another content structure. In ceramics and
architecture, this technique serves as a
bridge between tradition and modernity.

Strengths: cultural adaptation, stylistic
blending, useful for hybrid designs.

Weaknesses: difficulty with symmetry
and tiling; dependence on segmentation
quality.

Hybrid systems integrate Al outputs
with CAD workflows to prepare designs for
industrial use (vectorization, tiling, printing
optimization). This ensures that generative
designs are manufacturable. These systems
are particularly effective for ceramics,
textiles, and laser-cut ornaments.

Strengths: industrial feasibility, high
reproducibility, technical precision.

Weaknesses: lower creative freedom,
dependency on CAD expertise.

Al-driven textile design (Jung, 2023)
demonstrated that GANs and diffusion
models accelerate design cycles, generate
customizable prints, and allow color
optimization based on consumer trends.
Al reduces the need for repetitive manual
sketching, enabling designers to explore
wider variations. (Zhang & Wang p.10).

Style transier applied to ceramic motifs
(Zhao, 2023) highlighted the importance
of contour preservation and tiling accuracy.
Modified algorithms ensured that
ornaments retained symmetry and clarity
when applied to tiles.

Research (Gtir, 2024 ) illustrated
how Al can reinterpret cultural motifs in
architectural decoration. Diffusion models
produced detailed facade ornaments, while
CAD ensured manufacturability.

The analysis revealed several
overarching results:

Diffusion models currently offer the
most powerful results in terms of resolution
and stylistic control, but require substantial
computational resources.
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GANSs remain effective for mid-
resolution textile and ceramic designs
where dataset-driven learning is valuable.

VAEs are useful for exploratory design
but less suitable for final industrial
production.

Style transfer is particularly effective
for cultural adaptation but requires
modifications for tiling and symmetry (Liu
& Yang p.11).

Hybrid Al + CAD systems ensure
industrial feasibility but limit creative
flexibility.

(for precision), thus ensuring both artistic
richness and industrial feasibility.

Discussion

The integration of artificial intelligence
(Al) into the creation of ornaments and
decorative compositions represents a
significant shift in the relationship between
technology, art, and design. Traditionally,
ornamental art has been closely associated
with manual craftsmanship, cultural
symbolism, and the individual creative

1.Table. Comparative Table of Methods

interpolation, variation

detail

Method Strengths Weaknesses Best Applications
Predictable, symmetric, Limited creativity, poor CAD tiling, industrial

Procedural .
low cost cultural adaptation repeats

GANs Creatlye, datasefc- Boundgry 'artnfacts, Textiles, ceramic patterns
adaptive, versatile vectorization issues

VAEs Smooth latent Lower resolution, less Concept exploration,

blended motifs

High resolution, prompt

Diffusion Models control, flexible

Computationally heavy,
dataset bias

Architecture, high-end
design, heritage

Cultural adaptation,

Style Transfer hybrid blending

Tiling/symmetry issues,
segmentation limits

Ceramics, hybrid art,
cultural fusion

Industrial precision,

Hybrid Al + CAD reproducibility

Less creativity, requires
CAD expertise

Manufacturing, laser
cutting, printing

Opverall, the findings indicate that Al
has transformed ornament design into a
more dynamic, iterative, and collaborative
process. While traditional computational
methods ensured precision, Al methods
provide unprecedented creative freedom.
However, industrial applications still
require a balance between creativity and
manufacturability, which hybrid systems
currently provide best.

Ethically, the inclusion of cultural
heritage requires co-creation with
tradition bearers and transparency of
datasets. Without such measures, Al risks
reproducing cultural motifs without context
or respect.

Future development will likely involve
integrated pipelines combining diffusion
models (for creativity) with CAD workflows

vision of the artist. The introduction of
Al does not eliminate these foundations;
rather, it transforms and expands them,
creating new possibilities for form
generation, stylistic experimentation,
and interdisciplinary collaboration.

This discussion explores the artistic,
technological, and cultural implications
of Al-assisted ornament design, as well
as its advantages, limitations, and future

prospects.

One of the most notable contributions
of Al to ornament creation is its ability
to process and analyze vast amounts
of visual and stylistic data. By training
machine learning models on large datasets
of historical ornaments, patterns, and
decorative motifs, designers can generate
compositions that reflect diverse artistic




traditions, from classical geometric
patterns to organic, nature-inspired forms.
This capability allows Al to function as a
powerful analytical tool, revealing structural
principles and recurring patterns that may
not be immediately visible to the human
eye. As a result, designers gain deeper
insight into ornamental systems and can
reinterpret them in innovative ways.

Al-driven ornament generation
also significantly enhances creative
experimentation. Through generative
algorithms, neural networks, and
procedural design systems, artists
can quickly produce numerous design
variations based on predefined parameters
such as symmetry, rhythm, scale, and
color harmony. This rapid iteration
process encourages exploration beyond
conventional solutions and reduces the
time required for preliminary sketching and
prototyping. Instead of replacing creativity,
Al acts as a catalyst that stimulates
new ideas and supports the designer in
navigating complex aesthetic choices.

Another important aspect of Al in
decorative composition is personalization.
Al systems can adapt ornamental designs
to specific user preferences, architectural
contexts, or cultural requirements. For
example, in interior design or product
decoration, Al can generate ornaments that
align with a client’s aesthetic tastes, spatial
constraints, or symbolic meanings. This
level of customization was previously time-
consuming and often limited by human
resources. With Al, personalized decorative
solutions become more accessible,
supporting both artistic individuality and
market demands.

From a technological perspective, Al
enables the fusion of ornament design with
digital fabrication techniques such as 3D
printing, laser cutting, and CNC milling.
Al-generated patterns can be directly
translated into production-ready files,
ensuring high precision and consistency.
This integration bridges the gap between
conceptual design and material realization,

allowing complex ornaments that would be
difficult or impossible to produce by hand to
be manufactured efficiently. Consequently,
Al contributes not only to visual innovation
but also to the practical feasibility of
intricate decorative forms.

Despite these advantages, the use of
Al in ornament creation raises important
questions regarding authorship and
originality. When a decorative composition
is generated by an algorithm trained on
existing artworks, it becomes challenging
to determine the boundaries between

human creativity and machine contribution.

Critics argue that Al-generated ornaments
may lack emotional depth or cultural
authenticity, as machines do not possess

lived experience or symbolic understanding.

However, this concern can be addressed
by viewing Al as a collaborative tool rather
than an autonomous creator. The human
designer remains responsible for selecting
data, defining parameters, interpreting
results, and embedding cultural meaning
into the final composition.

Ethical considerations also play a role
in the discussion. The datasets used to
train Al models often include traditional
and culturally significant ornaments.
Without proper acknowledgment or
contextual understanding, there is a risk
of cultural appropriation or superficial
replication. Designers and developers must
therefore approach Al-based ornament
creation with cultural sensitivity, ensuring
respectiul engagement with heritage motifs
and transparent attribution of sources.
When used responsibly, Al can support
the preservation and revitalization of
traditional ornamentation by adapting it to
contemporary contexts.

Another limitation of Al in decorative
design lies in its dependence on existing
data. While Al excels at recombining
known elements in novel ways, it
may struggle to produce truly radical
innovations that deviate from learned
patterns. Human intuition, imagination,
and emotional expression remain essential
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for pushing artistic boundaries. Therefore,
the most effective applications of Al in
ornament creation emerge from a balanced
collaboration between human creativity and
computational intelligence.

In educational contexts, Al offers
valuable opportunities for teaching
ornament design and decorative
composition. Students can use Al tools
to study historical patterns, experiment
with generative systems, and understand
the mathematical and structural
principles underlying ornamentation.

This interdisciplinary approach combines
art, design, mathematics, and computer
science, fostering a holistic understanding
of decorative arts in the digital age. At the
same time, educators must emphasize
critical thinking to prevent overreliance on
automated solutions.

Looking toward the future, Al is
likely to play an increasingly influential
role in ornamental and decorative
design. Advances in deep learning,
interactive design systems, and real-time
generative tools will further enhance
the responsiveness and adaptability of
Al-assisted creativity. We can expect
ornaments that dynamically change based
on environmental data, user interaction, or
cultural narratives, blurring the boundaries
between static decoration and living design
systems.

Basic provision

Ornament as a System of Visual Language

Ornament is a structured system of
repeating elements organized according
to rhythm, symmetry, proportion, and
balance. Throughout history, ornamental
traditions geometric, floral, zoomorphic,
and abstract have reflected the worldview,
beliefs, and lifestyle of different cultures.
From ancient architectural friezes to textile
patterns and manuscript illuminations,
ornament has served both functional and
symbolic purposes.

Artificial intelligence interacts with
ornament not as a random generator of

forms, but as a system capable of analyzing
existing visual languages and producing
new variations based on learned rules.
Machine learning models, particularly
neural networks, are able to detect
patterns, repetitions, and compositional
logic in large datasets of ornamental
images. This allows Al to participate in
the creative process while respecting the
internal structure of ornamental systems.

Technological Foundations of Al-Based
Ornament Creation

The use of Al in decorative composition
relies on several key technologies:

Machine Learning and Neural Networks

Convolutional neural networks (CNN's)
and generative models are trained on
extensive collections of ornamental images.
Through training, the system learns
stylistic features such as line thickness,
curvature, symmetry axes, and motif
repetition.

Generative Models

Generative Adversarial Networks
(GANs) and diffusion-based models are
widely used to create new ornamental
patterns. These systems generate original
compositions by synthesizing learned visual
characteristics rather than copying existing
designs.

Algorithmic and Parametric Design

Al often works in combination with
parametric design tools, allowing designers
to control variables such as scale, density,
rhythm, and symmetry. This approach
is particularly effective for creating
modular decorative systems applicable to
architecture, textiles, and product design.

Human—AlI Interaction

Al does not replace the artist but
functions as a creative assistant. Designers
guide the process by selecting datasets,
defining parameters, evaluating outputs,
and making aesthetic decisions. This
collaborative model ensures artistic
intentionality and cultural sensitivity.

Artistic Principles in Al-Generated
Decorative Compositions

Despite the technological
novelty, Al-generated ornaments



remain grounded in classical artistic
principles:

Rhythm and Repetition. Al systems
excel at generating rhythmic structures
by repeating motifs with subtle variations,
enhancing visual harmony.

Symmetry and Asymmetry. Both
symmetrical and controlled asymmetrical
compositions can be produced, allowing
designers to explore traditional and
contemporary aesthetics.

Proportion and Balance. Al models can
calculate proportional relationships with
high precision, ensuring compositional
balance across different scales.

Variation and Innovation. By
introducing controlled randomness, Al
enables the emergence of unexpected yet
coherent decorative solutions, expanding
creative boundaries. These principles
demonstrate that artificial intelligence does
not negate artistic laws but reinforces and
reinterprets them through computational
means.

Cultural and Ethno-Design Perspectives

A crucial provision in the use of Al for
ornament creation is cultural responsibility.
Ornaments often carry deep symbolic
meanings linked to national identity,
spiritual beliefs, and historical memory.
When Al systems are trained on culturally
specific datasets such as traditional Kazakh,
[slamic, or Central Asian ornaments they
can generate contemporary interpretations
that preserve stylistic authenticity.

At the same time, ethical considerations
arise regarding cultural appropriation
and loss of meaning. Therefore, Al-based
ornament design must involve expert
supervision, art historians, and designers
who understand the cultural context of
the patterns being used. In this sense, Al
becomes a tool for cultural preservation and
revitalization rather than homogenization.

Conclusion

The integration of artificial intelligence
into the creation of ornaments and

decorative compositions constitutes one
of the most rapidly evolving intersections
between technology and artistic practice
in the twenty-first century. This study
demonstrates that artificial intelligence

is no longer limited to purely technical

or industrial applications; instead, it

has emerged as an active participant in
aesthetic, cultural, and creative design
processes. By examining approaches

such as generative adversarial networks,
variational autoencoders, diffusion models,
and neural style transfer, it becomes
evident that Al offers substantial potential
to broaden creative horizons, accelerate
design workflows, and reinterpret
traditional visual systems in contemporary
contexts.

The findings indicate that artificial
intelligence contributes most significantly
in three interrelated areas: innovation,
efficiency, and cultural adaptation.
Innovation is reflected in Al's ability to
generate original ornamental patterns
that often transcend conventional human
imagination while adhering to fundamental
design principles such as symmetry,
proportion, rhythm, and balance. Efficiency
is achieved through Al systems’ capacity
to analyze extensive design datasets,
automate repetitive or time-consuming
tasks, and produce adaptable ornamental
prototypes suitable for application in
textiles, ceramics, product design,
and architectural decoration. Cultural
adaptation, meanwhile, is realized through
the use of heritage-based datasets,
enabling Al to reinterpret and digitally
preserve traditional motifs, ensuring their
relevance and continuity within modern
creative industries.

At the same time, this research
identifies several significant challenges
associated with Al-driven ornamental
design. One of the most critical concerns
relates to cultural authenticity and ethical
responsibility. The ability of Al systems
to replicate, transform, and recombine
culturally meaningful motifs raises
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important questions regarding cultural
appropriation, intellectual ownership, and
the potential loss or distortion of symbolic
meanings. Without thoughtiul dataset
curation, contextual awareness, and ethical
frameworks, Al-generated ornaments
risk reducing rich cultural traditions
to superficial decorative elements.
Additionally, technical limitations persist,
particularly in achieving precise control
over generative outputs. Although diffusion
models and GANs can produce visually
compelling results, designers often struggle
to ensure predictability, consistency, and
alignment with specific artistic intentions.
Despite these challenges, the study
emphasizes that artificial intelligence
should not be perceived as a replacement
for human creativity, but rather as a
complementary and collaborative tool. The
most effective applications, such as Al-
assisted textile pattern development, neural
style transfer in ceramic ornamentation,
and hybrid CADAI systems in architectural
design, highlight the essential role of
human expertise, aesthetic judgment, and
cultural sensitivity in guiding and refining
Al-generated outcomes. These examples

point toward a future of co-creation, in
which designers, artisans, and intelligent
systems collaborate to produce decorative
forms that are at once innovative,
meaningful, and culturally grounded.
Looking forward, the continued
development of Al in ornamental and
decorative composition depends on two key
trajectories: technological advancement
and socio-cultural responsibility. From
a technological perspective, there is a
growing need for more intuitive user
interfaces, controllable generative
algorithms, and multimodal systems
that integrate visual, textual, and
contextual information. From a socio-
cultural standpoint, emphasis must be
placed on inclusivity, transparency, and
respect for cultural heritage, ensuring
that artificial intelligence functions as a
means of preservation and creative renewal
rather than exploitation. Ultimately,
when guided by ethical awareness and
collaborative practices, Al emerges not
merely as a technical instrument but as
a transformative force that reshapes both
the philosophy and practice of ornamental
design in the digital age.
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MCNOJIb3OBAHME UCKYCCTBEHHOIO MHTEJIJIEKTA B CO3A0AHUU OPHAMEHTOB U
DEKOPATUBHbIX KOMMNO3ULIUNA

AHHoTaums. CoBpeMeHHOe pa3BUTME LIUGDPOBbIX TEXHONOTUIA OTKPbLIBAET HOBbIE NMEPCMNEKTUBbI A5
MCKYCCTBA M AM3aliHa, B TOM YMC/e A1 CO3L4aHMS OPHAMEHTOB U AEKOPATUBHbIX KOMMO3ULMNA.
MckyccTBeHHbIM nHTennekT (MW) ceroaHs BbICTYNAET HE TONbKO Kak MHCTPYMEHT aBTOMaTU3aLmun, HO U
KaK MOMIHOLEHHDBIN KPeaTUBHbIM NapTHEP XYAOXHWKA, AU3aiHepa 1 apxuTekTopa. Ero Bo3MoxHocTH
MO3BO/IAIOT MOAENNPOBATb YHUKaNIbHbIE (HOPMbI, TPAHCHOPMMUPOBATL TPAAULMOHHbIE 3IEMEHTbI
OpHaMEeHTaIbHOr0 MCKYCCTBA M aAanTMPOBaTh UX K COBPEMEHHbIM TEHAEHLMSM BU3YaNbHOW KYNbTYpbl.
B naHHOM MccnenoBaHWMKM paccMaTpUBAETCS NMPUMEHEHWE anrOPUTMOB MALLMHHOIO 0By4YeHUs 1
reHepaTMBHbIX HEMPOHHbIX ceTel (Generative Adversarial Networks, Diffusion models u ap.) ans
pa3paboTKM HOBbIX AEKOPATUBHbIX PELLEHMIA, OCHOBAHHbIX KaK Ha KNaCCMYEeCKMX MOTUBAX, TaK U Ha
MHHOBALMOHHbIX XYA0XECTBEHHbIX KOHLLeNUUsX. Llesb cTaTbu 3aKkN04aeTCs B TOM, YTOObI BbISIBUTb
NoTeHLMan UCKYCCTBEHHOTO MHTENEKTA B 061aCTV OPHAMEHTANbHOTO M AEKOPATUBHOIO MCKYCCTBA,
MoKasaTb ero BO3MOXHOCTM MO CO3AaHMI0 OPUTMHANBHBIX KOMMNO3ULMIA M ONpenennTb NepCreKTUBbI
nHTerpauum MM B npodeccmoHanbHyo NpakTUKY XyA0XKHUKOB M A13aiHEPOB. 3a0ayu UCCNef0BaHNS
BKJ/IOYAIOT: AHANM3 CyLLECTBYIOLWMX METOAOB nNpuMeHeHus NN B reHepaTMBHOM au3aiiHe. PaccMoTpeHune
NpUMEPOB MCNOb30BaHMS HelpoceTel ANS CO3AaHNS OPHAMEHTOB, OCHOBAHHbIX HA 3THUYECKMX,
NPUPOAHBIX M aBCTPaKTHbIX MOTUBAX. BbisiBNEHME NpenMYLLECTB U OrpaHMYeHni npumerHeHns UN
Mo CPaBHEHMIO C TPAAMLIMOHHBIMU METOAAMM LeKOPAaTUBHOIO MckyccTea. OnpeneneHne nepcnekTms
CMHTE3a KYNLTYPHOrO HaCNenWs M COBPEMEHHbIX TEXHONOTUIA B 061aCTM OpHAMEHTANIbHOMO TBOPYECTBA.
HayyHas 3Ha4uMocmes LAHHOTO UCCNEf0BaHMS 3aK/Il0YAETCs B BCECTOPOHHEM aHanu3e ponu
MCKYCCTBEHHOIO MHTENNIEKTA B XYA0XECTBEHHOM NPOLIeCCe, OT reHepaLMn Maen u cTunm3aLmm MOTMBOB
[l0 CO3[aHMS LienbiX AEKOPATUBHBIX KOMMO3MLMIA. B 0TMuMe OT TpaAMLMOHHOIO NMOHMMaHMS OpHaMeHTa
Kak Habopa GMKCMPOBaHHbIX POPM, UCKYCCTBEHHBIN MHTENNEKT NO3BONSET CO34aBaTb AMHAMUYHbIE,
M3MeHYMBbIE 1 aAANTMBHbIE OPHAMEHTbI, CNOCO6HbIE B3aMMOAENCTBOBATL C KOHTEKCTOM apXMTEKTYPHOTO
MPOCTPAHCTBA MM NOXENAHUAMM NONb30BaTeNs. [Ipakmuyeckas 3Ha4yuMocme UCC/1e008aHUS 3aKNOYAETCS
B HEMOCPELCTBEHHOM MPUMEHEHWM €ro pe3ybTaToB B MPOdECCUOHANbHONM NPaKTUKE, MPOMbILIIEHHOCTH,
06pa3oBaHMM U Npon3BOACTBE. [loNyyYeHHble pe3ynbTaTbl 4EMOHCTPUPYIOT BO3SMOXHOCTb BOCCO3AaHMS
YTPaYeHHbIX KY/bTypHbIX 06pa3L,0B OPHAMEHTA U AEKOPATUBHbIX KOMMNO3WULMIA C MOMOLLbIO
MCKYCCTBEHHOIO MHTENNEKTa, UX MHTepNpeTaLum pasiMyHbiMMU CNOCobamMu U MHTErpaLmm B
COBpEMEHHbIe AN3alNHEPCKUE peLLeHns.

Knioyeswie cn1o8a: ©cKyCCTBEHHbIV MHTENNEKT, FEHEPATUBHbIN AM3aiiH, ODHAMEHT, LEKOPATUBHbIE
KOMMO3MLIMU, HEMPOHHbIE CETU, LM(POBOE UCKYCCTBO, KY/IbTYPHOE Hacneaue.
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WHTENNEKTA B CO34aHMM OPHAMEHTOB M [eKOpaTUBHbIX KoMno3uuuis. Central Asian Journal of Art Studies,
T.10, N24, 2025, c. 217-231,DOI: 10.47940/cajas.v10i4.1114
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TannpibaeBa AitHyp

Temip6ek )Kyprenos atbinarsl Kazak yarTbik eHep akagemusicbl ((Anmatbl, Kazakeran)

OPHEKTEP MEH OEKOPATUBTIK KOMMO3ULUANAPObI K¥YPYOA XACAHAbI UHTENNEKTI
NAWOANAHY

Anparna. Kasipri uudpnbik TeXHONOrMANapablH, AaMybl O0-6pHEK MeH AEKOPATUBTI KOMMO3ULMANAPabl
Xacayaa KaHa MyMKiHAIKTepAi awyaa. byrinae xxacanabl nHTennekT (KM) Tek aBToMaTTaHAbIpy Kypasbl
FaHa eMec, COHbIMEH KaTtap CypeTLUi, Au3ainHep XaHe CAYNETLUiHIH TONbIKKaHAbl KPeaTUBTI CepikTeci
peTiHAe kepiHic Tabyaa. OHbIH MYMKiHAIKTEPi apKblabl 6ipereit Gopmanapabl Moenbaey, A3CTYPAi Oto-
OPHEK 3/1IeMEHTTEPIH TPaHChOPMaLMANAY XaHEe 0NapAbl 3aMaHayu BU3yanabl MOAEHUETTIH YpAicTepiHe
berimaoey MyMKiH 6onanbl. byn 3epTTeyae MawmMHanbIK OKbITY anropuTMaepi MeH reHepaTuUBTi
HeMpoHabIK xeninepain, (Generative Adversarial Networks, Diffusion models xaHe T.6.) knaccukanbik,
MOTUBTEpPre Ae, MHHOBALMANbIK KOPKEMAIK KOHLENUManapFa fa HerisaenreH XaHa AeKopaTuBTi
WwewiMaep xacayfa KonaaHblTybl KapacTblpblnagbl. MakanaHblH, MaKcamel — >acaHbl UHTENNEKTTIH, Ot0-
OPHEK NEeH AeKOPaTUBTI OHEP CaNnacblHAAFbI B1eYeTiH alKbIHAAY, OHbIH, TYMHYCKAbIK, KOMNO3ULMANap
KYPYAarbl MyMKiHAiIKTepiH KepceTy xaHe XXW-abl cypeTiwinep MeH Au3aiHepnepaiH kacibu TaxipubeciHe
€Hri3y NepcnekTUBanapbiH aHbIKTay. 3epTTey MiHOemmepi: leHepaTUBTi Au3aiHaarbl XU kongaHy
aaicTepiH Tanaay. HelipoHabIk eninepai sTHUKanbik, TabuUfu xaHe abCTpakTini MOTUMBTEPre Heri3aenreH
O0-OpHEKTEp Xacayfa KoNAaHy MbicanaapbiH kapacTbipy. XKW KonaaHyAblH A3CTYPAi COHAIK eHep
dAicTepiMEH CanbICTbIpFaHAAFbl apThIKLWbINbIKTAPbl MEH LUEKTEYNEPiH aKbIHAAY. MaaeHu Mypa MeH
3aMaHayu TEXHONOrMANAPAbIH CUHTE3 ANy NepCneKTUBaNapbliH KepceTy. byn 3epTTeyaiH, FbiibIMuU
MQaHbI30bI/1bIFbI MOESNAPAbI KANbINTACTbIPY XaHE HAKBILWTbI CTUAM3aLMAAAH BacTan TyTac CaHAiK
KOMMNO3MUMSANAPAbI XKacayFa AeNiHr KOpKEMAIK NPOLECTeri XacaHAbl MHTENNEKTTIH, POTiH XaH-XaKTbl
TanaayblHAA XaTblp. Oto-epHeKTi 6eKiTinreH Gopmanap XMbIHTbIFbI peTiHAE ASCTYPAi TYCiHYAEH
alblpMaLLbIbIFbI, XXACaHAbl MHTENNEKT CaY/ET KEHICTIMHIH KOHTEKCTIMEH HeMece nanfanaHyLUblHbIH,
Ke3KapacTapbIMeH e3apa apekeTTecyre KabineTTi AMHaMMKanbl, 83repMeni xaHe berimMaenriw oto-
©pHeKTepAi xacayFa MyMKiHAIK 6epepi. 3epmmeyoiH npakmuKansik MaHbi30bI/bIFbl OHbIH, HITUXKENEepPiH
Kacibu Taxipubene, eHepkacinTe, 6iniMm 6epyae xaHe eHAIpicTe Tikenen KonaaHbIC TabybiHAA. ANbIHFaH
HaTUXeNnep XacaHAbl UHTENNEKTTi KOMAAHA OTbIPbIM, O-6pHEK MeH COHAIK KOMNO3ULUMSNAPAbIH,
XOFaNFaH M3AEHM YNriNepiH KaiTa xacay, onapAbl 9pTYpAi XoAA3apMeH TYCIHAIPY XXaHe onapabl
3aMaHayu Au3aiiH wewwimMaepiHe BipikTipy MyMKIHAITiH KepceTeai.

Tyiiin ce30ep: KacaHmbl UHTENNEKT, FeHEPATUBTI AW3aliH, Ol0-6pHEK, 4EKOPATUBTI KOMNO3WULMSnap,
HeMpOHAbIK Xeninep, umdpblk 6Hep, MaAEHM Mypa.

MHaiiekces ywin: KpbikbaeBa, Capa, xaHe TanapibaeBa AiiHyp. «OpHeKTep MeH [eKOopaTUBTIK
KOMMO3MLMANapabl Kypyaa KacaHabl MHTennekTi nauaanaHy». Central Asian Journal of Art Studies, Vol. 10,
No. 4,2025,217-231 6.DOI: 10.47940/cajas.v10i4.1114
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Abstract. Contemporary industrial design education increasingly emphasizes interdisciplinarity and
cultural contextualization; however, in practice, cultural content often remains symbolic and detached
from constructive, systemic design decision-making. This results in a persistent curricular gap
between cultural-semantic and system-constructive approaches, leading either to technically stable
but culturally neutral artefacts or to culturally expressive yet structurally decorative solutions. The
present study continues research on interdisciplinary design pedagogy and the integration of cultural
heritage into sustainable design education. The purpose of this research is to develop and analyze a
reproducible educational model that enables the operational integration of cultural meaning into
constructive, functional, and experiential dimensions of industrial design. The objectives include
identifying mechanisms of interdisciplinary interaction between ethnodesign and ecosystem-oriented
industrial design, examining how cultural codes are translated into form-generation and structural
logic, and assessing sustainability as an educational outcome of this integration. The study employs
a design-based educational case study methodology. The research is based on a 15-week studio
intervention (PTP 08) implemented in Kazakhstan, integrating two compulsory courses: ED 4226
Ethnodesign and EPD 4319 Ecosystem in Industrial Design. Empirical data comprise student design
artefacts developed across two assessment phases, as well as exhibition documentation analyzed
as an external communicative and experiential test. The findings demonstrate that the integrated
educational model facilitates a transition from symbolic cultural references to functional embedding
and experiential transformation.

Keywords: industrial design education; multidisciplinary integration; ethnodesign; ecosystem
approach; cultural heritage; design-based educational case study; studio-based learning; systems



thinking; user experience; semantic readability; constructive logic; assembly and disassembly;
sustainable design education; reuse and circularity; exhibition as public validation.
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Introduction

Contemporary industrial design
operates within a field where stable

typologies and fixed professional roles

are progressively displaced by fluid
constellations of interdependent factors.
Environmental constraints reconfigure
material logics and product life-cycle
thinking; accelerated technological
evolution disrupts linear project workflows;
and global markets simultaneously
intensify cultural homogenisation while
amplifying demands for social and cultural
accountability in design practice (Papanek,
pp. 23—35; Manzini, pp. 1 —15). Under
these conditions, industrial design can no
longer be meaningfully approached as an
autonomous discipline focused primarily on
form or function. Rather, it emerges as an
ecological assemblage in which artefacts,
users, environments, technologies, and
cultural frameworks co-condition one
another.

Despite this shift, design education
often continues to reproduce disciplinary
compartmentalisation, thereby sustaining
cognitive models increasingly misaligned
with contemporary professional realities
(Fleischmann, pp. 2—5). Recent
scholarship in design pedagogy highlights

the limitations of isolated curricular
structures and argues for integrative
educational architectures grounded in
systemic reasoning and cross-disciplinary
negotiation (Brosens et al., pp. 1 —4).
Within this perspective, the designer is
reconceptualized not as a carrier of discrete

skills, but as a mediator navigating between

material systems, cultural narratives, and
situated user practices.

Notwithstanding the frequently
articulated commitment to
interdisciplinarity, many industrial design
programs retain a structural rupture
between system-oriented constructive
thinking and culturally oriented semantic
inquiry. Courses addressing geometry,
structure, and manufacturing constraints
typically evolve independently of those that
engage cultural context, identity formation,
and meaning-making (Cross, pp. 17—25).
This bifurcation tends to generate two
polarized design outcomes: artefacts that
are structurally robust yet semantically
neutral, and, conversely, projects that are
symbolically saturated but materially and
functionally superficial. In both cases,
cultural references function predominantly
as visual signifiers rather than as operative
agents shaping form logic, material
selection, or usage scenarios. As a result,

CAJAS Volume 10. Issue 4. 2025

2

W

3

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD




CAJAS Volume 10. Issue 4. 2025

2

w
>

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD

cultural codes within industrial design
education remain emblematic rather than
performative (Hao & Misri, pp. 3—5).

From the standpoint of user experience,
such stratification undermines the
possibility of sustained meaning-making,
as significance not embedded within
functional or behavioural logic cannot be
durably enacted through use (Norman,
pp. 8—15). Meaning, when detached
from action, dissipates at the moment of
interaction.

Contemporary research in design
pedagogy underscores that resilient
design cognition is cultivated through
situated practice rather than declarative
transmission of principles. Experiential
learning theory conceptualises knowledge
as emerging from iterative cycles of
action, reflection, and re-engagement,
positioning studio-based work as a central
apparatus for shaping design reasoning
(Kolb, pp. 21—=38). In a comparable
manner, cultural identity in design is not
transferred as a repository of predefined
symbols but is constituted through
projective action, wherein meaning is
continuously negotiated with material
constraints, functional demands,
and user scenarios. The concept of
reflection-in-action further emphasises
that understanding and resolution co-
evolve within the act of designing, rather
than unfolding sequentially (Schén, pp.
49—-69). However, in the absence of
operative mechanisms linking semantic
and constructive domains, the cultural
dimension of education remains largely
declarative, while sustainability is reduced
to a matter of technological optimisation
or material choice. This reduction is
corroborated by studies in sustainable
education and cultural heritage, which
point to the marginalisation of cultural

agency within ostensibly sustainable design

frameworks (Orphanidou et al., pp. 4—7).
The Kazakhstani context is characterised

by the coexistence of a rich ethno-cultural
legacy and an accelerated integration into

global economic and educational systems.
For design education, this conjunction
produces a condition in which the potential
for meaningful cultural integration is
accompanied by a heightened risk of
superficial appropriation. In this sense,
Kazakhstan constitutes a representative
milieu for examining how cultural and
systemic approaches may be interwoven
within industrial design pedagogy
(UNESCO, pp. 12—18; Manzini, pp.
35—45).

The aim of this article is to demonstrate
how the integration of the courses ED
4226 Ethnodesign and EPD 4319
Ecosystem in Industrial Design can
be articulated as a unified pedagogical
mechanism capable of translating cultural
meaning from a symbolic register into
constructive, functional, and experiential
dimensions of designed artefacts. The
central research question is: Which
elements of educational architecture enable
an operational transition from cultural
codes to geometry, structure, materiality,
and usage scenarios without reducing
culture to a decorative motif? The object
of analysis is a specific studio intervention
conducted within the PTP 08 module,
while the empirical material comprises
student design artefacts and their public
exhibition, considered as a mode of external
validation of educational outcomes (Schén,
pp. 49—69; Cross, pp. 17—25; Hao &
Misri, pp. 3—5). The scholarly contribution
of this work does not lie in proposing a
new universal design theory, but rather
in articulating a reproducible model of
interdisciplinary interlacing, wherein each
discipline assumes a functionally distinct
role: ethnodesign generates semantic
orientation and user-related valence,
while ecosystem-oriented industrial
design ensures structural coherence and
life-cycle feasibility. This configuration
enables a more precise distinction
between parallel instruction and genuine
integration, understood here as a managed
translation process occurring within a



single project cycle. The article proceeds as
follows: Section 2 outlines the case study
methodology and curricular framework;
Section 3 discusses the theoretical
foundations linking cultural heritage, UX
legibility, and sustainability; Section 4
presents the analysis of project artefacts
and the exhibition format; and Section

5 formulates conclusions and prospects
for the application of the proposed model
within industrial design education
(Fleischmann, pp. 2—5; Brosens et al., pp.
1 —4; Design-Based Research Collective,

pp. 5=7).
Methods

The present study adopts a design-based
educational case study format, since

its object of inquiry is not an abstract
pedagogical model but a concrete
educational intervention implemented
within a studio-based learning
environment. Unlike conventional empirical
research oriented toward statistical
generalisability, this approach enables the
observation and interpretation of design
thinking as a process unfolding over

time through situated action, material
production, and reflective negotiation

that emerge during the act of designing.
The design-based case study framework
captures educational innovation in

its operative state, understood as a
configuration of project briefs, artefacts,
and translational shifts between the
semantic and constructive dimensions of
design solutions. In this respect, the study
follows the logic of design-based research,
where the design intervention functions
simultaneously as both the subject and the
instrument of inquiry into the educational
process (Design-Based Research
Collective, pp. 5—38; Yin, pp. 15—20).

The empirical corpus comprised three
interrelated layers of data. First, Rating 1
conceptual materials, including associative
mappings, cultural—functional diagrams,
and clausura-based exploratory proposals.

Second, Rating 2 outcomes, consisting
of physical models, technical drawing
packages, and visualisations. Third,
exhibition documentation, encompassing
photographic records of the exhibition,
observations of audience—object
interaction, and short commentaries
documented in field notes.

The analytical procedure consisted
of a qualitative interpretation of design
artefacts, in which each project was
examined along three interdependent axes.

The first axis was constructive—
geometric, addressing structural logic,
assembly principles, and material
behaviour. The second axis was semantic—
user-oriented, focusing on how cultural
codes are embedded within usage scenarios
and rendered legible through action rather
than representation. As the Design-

Based Research Collective emphasises,
educational interventions must be studied
in naturalistic settings, where learning
unfolds through iterative, reflective
engagement. This approach aligns with
Yin’s (Yin, pp. 44—50) criteria for robust
case study design, emphasising contextual
depth and exploratory scope over statistical
generalizability.

The third axis concerned sustainability
as practice, referring to the specific
operations that render the object
reusable, repairable, disassemblable,
and behaviourally resilient. Crucially, the
analysis did not privilege the presence of
isolated attributes. Instead, emphasis was
placed on the existence of translational
operations between axes, that is, moments
in which meaning does not overlay form
but precipitates constructive decisions.
Cultural logic was therefore considered
operative only when it functioned as a
generative cause of geometry, structure,
or material organisation, rather than as
a symbolic afterlayer (Cross, pp. 17—25;
Schon, pp. 49—69; Hao & Misri, pp.

3—5; Orphanidou et al., pp. 4—7). Within
the context of design education, such
a research design is methodologically
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grounded. As Donald Schén argues,
professional design knowledge does not
crystallise as a set of pre-established

rules but emerges through reflection-
in-action, where problem framing and
solution development co-evolve in real time
(Schon, pp. 49—69). Similarly, Nigel Cross
emphasises that design operates through
its own epistemology, oiten described as

a designerly way of knowing, in which
knowledge is inseparable from projective
action and material experimentation
(Cross, pp. 17—25).

Employing a design-based case study
thus allows studio projects to be treated
not as illustrative outcomes of teaching,
but as empirical evidence of how an
educational model operates in practice.

In this sense, the study is exploratory and
demonstrative rather than confirmatory.
Its aim is not to construct a universal
pedagogical theory, but to identify and
articulate a reproducible mechanism of
disciplinary integration within industrial
design education. Comparable approaches
are widely used in research on design
pedagogy and interdisciplinary educational
practices (Gashoot et al., pp. 2—5).

The studio was organised as a fifteen-
week instructional cycle comprising two
interdependent assessment stages. During
Rating 1, conducted in Weeks 1 to 8,
students carried out associative analyses,
cultural and functional mapping, and
clausura-based conceptual explorations.
The objective of this phase was to identify
the potential for translating cultural and
semantic positions into formative and
structural principles. Rating 2, conducted
in Weeks 9 to 15, focused on material

and constructive verification. This phase
included the production of physical
models, technical drawing sets, and visual
representations. Its primary task was to
test the structural viability and internal
coherence of the proposed solutions

in terms of form, material behaviour,

and assembly logic. Both stages were
considered mandatory and mutually

constitutive. Outcomes from the first phase
informed the second, while the second
phase enabled critical reassessment and
refinement of the initial semantic premises.
Within the study, student artefacts were
treated as empirical data reflecting the
effects of the integrated educational model.
These data included conceptual sketches
and clausuras, physical models, drawing
packages, visual materials, and exhibition
objects, along with documentation of

the public presentation of the projects.
Material outcomes of studio work

were thus employed not as illustrative
examples but as the primary analytical
substrate for evaluating the effectiveness
of interdisciplinary interlacing in industrial
design education. The exhibition itself was
interpreted not as a sociological measure
of satisfaction, but as a communicative
test. The key question was whether the
objects could maintain coherence between
semantic intent and constructive logic
outside the pedagogical environment,
under conditions of autonomous viewing,
interpretation, and interaction (Norman,
pp. 8—15; Zhou et al., pp. 6—9).

Discussion

In contemporary discourse on design
education, multidisciplinarity is frequently
presented as a universal response to the
growing complexity of the professional
environment. Curricula are expanded by
including courses on sustainability, cultural
studies, digital technologies, and user
experience. However, both empirical and
theoretical research indicate that the mere
coexistence of heterogeneous subjects
does not, in itself, ensure the formation

of integrated design thinking. The
challenge of interdisciplinarity in design
education manifests not in declarations,
but in the architectures of transition
between disciplines. When courses
operate in parallel, students are exposed
to multiple, and often incompatible,
regimes of justification. In one module,



design decisions are legitimised through
construction; in another, through cultural
meaning; in a third, through sustainability
articulated as an abstract imperative.
Without an embedded translational
mechanism, these regimes do not converge
into a coherent mode of project reasoning.
Instead, they remain a collection of
detached evaluative criteria. In terms of
curriculum reform, this situation resembles
a pattern of incremental, course-by-course
updates, in which systemic coherence is not
itself treated as a designed object (Brosens
et al., pp. 1 —4; Fleischmann, pp. 2—5).
Within such configurations, students
are positioned as assemblers of fragments,
expected to synthesise engineering,
cultural, and user-oriented knowledge
independently, without an explicitly
articulated integrative framework. As
a result, synthesis either fails to occur
or remains intuitive, tacit, and difficult
to reproduce or transfer. This tension
is particularly acute in the Kazakhstani
context, where educational models
increasingly aim at interdisciplinary
integration but often lack systemic
mechanisms for implementation
(Nurkusheva & Ashimova, pp. 294—299)
Fleischmann notes that this condition
is largely the result of educational inertia
inherited from industrial-era models, in
which knowledge was organised along rigid
disciplinary boundaries (Fleischmann, pp.
2—5). Under contemporary conditions,
where design increasingly operates
as an intermediary between complex
systems, such pedagogical logic no longer
corresponds to professional practice.
The parallelisation of disciplines creates
an appearance of complexity, yet it does
not cultivate systemic reasoning. In this
context, a critical distinction emerges
between multidisciplinary presence and
multidisciplinary interaction. In the former,
disciplines coexist without influencing
one another. In the latter, they perform
differentiated yet interdependent functions
within a shared project process. It is this

second understanding that underpins

the case examined in this study, where
ethnodesign and ecosystem-oriented
industrial design do not duplicate content,
but instead structurally complement one
another(Figure 1).
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Figure 1. From symbolic reference to operational
integration of cultural heritage in design education.

One of the most problematic
dimensions of interdisciplinary design
education concerns the integration of
cultural heritage. Despite increasing
attention to local identity and tradition,
educational practice often reduces cultural
elements to visual quotations that serve
representational rather than projective
purposes. In such cases, cultural codes
remain confined to form or ornamentation
and do not affect the logic of construction,
material behaviour, or use. Hao and
Misri propose a conceptual framework
that analytically differentiates levels of
integration of intangible cultural heritage
within design practice (Hao & Misri,
pp. 3—5). What they term symbolic
reconstruction refers to the reproduction of
cultural motifs within the visual language of
an object. Functional embedding describes
a condition in which cultural principles
begin to influence form organisation,
structural logic, and functional
configuration. Experiential transformation
denotes a further shift, in which cultural
meaning is encountered by the user
through interaction with the object itself.
An examination of existing educational
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practices suggests that most remain
confined to the first level. This limitation
stems less from a lack of cultural content
than from the absence of methodological
instruments capable of translating meaning
into operational design parameters. When
cultural interpretation and constructive
design are assigned to separate disciplines,
such translation becomes structurally
difficult. This process echoes similar
trajectories documented in the SILKNOW
project, where traditional craits were
reinterpreted through digital frameworks
to activate both heritage and contemporary
practice (Alba Pagan et al., pp. 26—30).

In the case under consideration,
ethnodesign was embedded in the
project process from the outset as a
source of semantic hypotheses subject
to verification through construction and
material experimentation. This positioning
enabled a deliberate progression from
symbolic reconstruction toward functional
embedding and, subsequently, toward
experiential transformation. Cultural
heritage thus ceases to function as a static
repository of images and instead becomes
a dynamic resource for design thinking,
actively shaping decisions across semantic,
constructive, and experiential dimensions.

The transition from symbolic to
operational modes of cultural integration
inevitably foregrounds the question of
user experience. Cultural meaning in
design does not exist as an autonomous
layer; it is activated through the user’s
interaction with an artefact. When
meaning is not supported by functional
logic and cannot be apprehended in use,
it remains external to experience and fails
to become operative. Research by Zhou
and colleagues on user experience within
virtual platforms of industrial heritage
demonstrates that cultural identity exerts
a significant influence on perception only
when combined with functional clarity and
narrative coherence (Zhou et al., pp. 6—9).
These components form an interdependent
system, within which the weakening of one

element diminishes the effectiveness of
the others. Cultural reference alone does
not guarantee engagement; it requires
alignment with action and intelligibility.

Transposed into the context of industrial
design, this logic allows user experience
to be understood as a mediating layer
between cultural meaning and constructive
resolution. Ethnodesign that is not
anchored in constructive clarity loses
user-related valence, while a structurally
coherent object devoid of semantic
orientation becomes culturally neutral. It
is only through their combined operation
that a design outcome can emerge in
which form, function, and meaning are
experienced as a unified whole. In the case
presented in this study, the ecosystem-
oriented approach to design created the
conditions for a mediating role for user
experience. Cultural scenarios developed
within the ethnodesign component were
verified through geometry, material
behaviour, and assembly logic. This process
rendered meaning inseparable from action,
rather than an additional interpretive layer.
As a result, user experience functioned as
the space in which cultural and systemic
modes of thinking converged rather than
competed (Figure 2).

Within the discourse of design
education, sustainability is frequently
invoked as a normative category that rarely
translates into concrete design decisions.
In such cases, it is reduced to selecting
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Figure 2. Weaving model of the two disciplines
across the 15-week project cycle.



environmentally labelled materials or to
declaratory references to recycling, without
engaging the deeper mechanisms of
design thinking that shape how objects are
conceived, produced, and used.

Classical work by Victor Papanek
emphasises that sustainability should be
understood primarily as an ethical and
systemic condition embedded within the
design process itself, rather than as an
additive attribute of a finished artefact
(Papanek, pp. 23—35). Ezio Manzini
extends this argument by pointing out that
sustainable solutions emerge from situated
practices, in which design engages directly
with material constraints, real users, and
concrete use scenarios (Manzini, pp.
35—250).

In the educational case presented here,
sustainability emerges as the outcome
of a coordinated interaction between the
semantic and systemic layers of design
thinking. It is articulated not only through
material choice, but also through principles
of assembly and disassembly, opportunities
for reuse, and the cultivation of responsible
user behaviour. This approach aligns with
contemporary perspectives on sustainable
education, which frame knowledge
formation as a process grounded in
experience and action rather than in the
declarative transmission of principles
(Orphanidou et al., pp. 4—7). From this
perspective, sustainability in industrial
design education can be understood not
as a discrete topic or curricular module,
but as an educational result that emerges
from a structurally organised form of
interdisciplinary interaction. Sustainable
thinking, in this sense, is not the
formal content of the curriculum, but a
consequence of its educational architecture
and the relationships it establishes between
meaning, construction, and use (Table 1).

Results

Within the integrated educational model
outlined in the preceding sections, a

series of student projects was realised
and subsequently presented in a public
exhibition. In total, seven design objects
were developed by undergraduate
Industrial Design students overa 15-
week instructional cycle. The projects
addressed everyday object design, with

a particular emphasis on furniture and
interior elements intended for routine use
rather than speculative or purely conceptual
applications.

A defining characteristic across all
projects was the deliberate, consistent
selection of material. Each object was
constructed from packaging waste and
recyclable paper-based materials, including
cardboard boxes, packaging sheets, and
multilayer board. Material was approached
not as a secondary constraint or an ethical
add-on, but as an active design variable
that directly shaped structural logic, formal
geometry, and assembly strategies. In
this sense, material choice operated as a
generative condition rather than a limiting
factor.

The outcomes of the studio were
articulated through a public exhibition
titled “7 Styles. A New Life for Packaging”,
which relocated the educational process
beyond the classroom and situated it
within a public communicative context.
The exhibition format combined physical
artefacts with visual documentation and
explanatory elements that articulated both
conceptual premises and constructive
decisions. As a result, the final outcome
was not merely a collection of individual
objects, but a coherent exhibition
statement that externalised the logic of the
integrated educational model.

Analysis of the constructive dimension
revealed that the ecosystem-oriented
approach to industrial design exerted a
decisive influence on form generation
and structural organisation. Across all
projects, geometric configurations were
directly informed by the physical properties
of the chosen materials, particularly their
planar character, anisotropy, and limited
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Table 1 - Translational matrix: meaning — construction — sustainability outcomes.

Level of design
decision

Semantic / cultural input
(Ethnodesign)

Constructive / systemic
translation (Ecosystem in
Industrial Design)

Sustainability outcome
(operational)

Meaning formation

Cultural code interpreted
as a set of values,
practices, and user
relations rather than
visual symbols

Meaning reformulated as
design constraints and
guiding principles

Sustainability framed as
a value-driven design
intention, not a post-
rationalized feature

Form generation

Cultural references inform
proportions, rhythm,
modularity, and spatial
logic

Geometric structuring
derived from material
limitations and folding /
layering logic

Reduction of material
use through form
efficiency and structural
optimization

Functional logic

User scenarios derived
from everyday cultural
practices

Functions embedded in
structure (Load-bearing
surfaces, multifunctional
elements)

Extended functional
lifespan and reduced
need for additional
components

Material
interpretation

Cultural meaning linked
to material honesty and
tactility

Use of packaging waste
as primary constructive
material

Material circularity
through reuse and
recyclability

Assembly
principles

Cultural narratives
translated into
performative actions
(assembling, transforming,
reusing)

Slot-based, fold-based,
and tool-free assembly
systems

Energy-efficient
production, disassembly,
and reconfiguration

User interaction

Meaning experienced
through interaction rather
than explanation

Structure supports
intuitive use and
transformation

Responsible user
behaviour encouraged
through direct
engagement

Life-cycle
awareness

Cultural perception of
temporality, care, and
reuse

Design considers
transport, storage,
reassembly, and after-use

Reduced environmental
impact across the product
life cycle

Educational
outcome

Cultural identity becomes
operational design
knowledge

Systemic thinking
integrated into project
decision-making

Sustainability emerges as
an educational result, not
a declared topic

load-bearing capacity. These constraints
prompted the systematic use of folded,
ribbed, and modular structures, which
allowed for structural stability while
minimising material consumption.

Construction principles were developed

in close relation to processes of assembly

and disassembly. Several projects employed

adhesive-iree connections based on slots,

interlocking elements, and mutual fixation,

enabling the objects to be understood as

temporary, transformable, or reconfigurable
structures. This strategy not only enhanced

sustainability in life-cycle terms but

also repositioned assembly itself as a
component of user engagement rather than
a hidden technical operation.

The systemic nature of the design
process was further reflected in the
treatment of objects as elements within
a broader material and spatial ecology.

Considerations of transportation, storage,

and repeated use were embedded within the
constructive logic, a concern of particular
relevance when working with packaging-

derived materials. Construction thus

functioned as a connective medium linking
material behaviour, functional intent, and



anticipated usage scenarios, rather than as
a purely technical resolution.

Alongside the constructive dimension,
a significant outcome of the project
concerned the semantic and user-oriented
layer shaped within the Ethnodesign
course. Cultural codes and ethnic styles
selected by students were not applied
retrospectively to completed forms, but
informed formative decisions from the early
stages of design development. In several
cases, cultural motifs were translated
into structural principles, manifested
through rhythmic articulation, modular
organisation, or spatial configuration.
Cultural reference thereby influenced
not only appearance, but also patterns of
interaction and use, transforming meaning
from a decorative layer into a functional
component of the object.

User orientation was articulated through
attention to specific everyday practices
and use scenarios. Interaction with the
objects extended beyond conventional
use to include processes of assembly,
transformation, or reuse, positioning the
user as an active participant in the object’s
life cycle. Within this framework, cultural
meaning was not communicated through
explanatory texts but was encountered
through action and engagement.
Observations of visitor interaction during
the exhibition indicated that cultural
aspects were perceived not as abstract
information, but as intuitively legible
through form and behaviour, suggesting
a convergence of semantic clarity and
constructive coherence.

The exhibition itself constituted the final
element of the project cycle and served as
an external verification of the educational
model. By situating student work in a
public setting, it became possible to
evaluate not only aesthetic and structural
qualities but also the communicative
capacity of the objects. Viewed outside
the pedagogical context, the projects were
required to sustain meaning independently,
without reliance on instructional framing.

Their ability to remain intelligible and
coherent under these conditions attests to
the alignment of semantic and systemic
dimensions within the design process.
Taken together, the exhibition
operated not merely as a presentation
format but as an instrument for validating
the reproducibility and communicative
robustness of the integrated educational
model. The findings indicate that the
combined application of ethnodesign and
ecosystem-oriented industrial design
yields outcomes that function both within
and beyond the educational environment.
This external viability strengthens
the pedagogical and methodological
significance of the model, positioning it
as a transferable framework for industrial
design education grounded in material
practice, cultural mediation, and systemic
reasoning.

Basic provisions

Contemporary industrial design education
is developing under conditions in which
design can no longer be understood as

a local task of form-making. Instead,

it increasingly operates as a process of
negotiating semantic, systemic, and user-
related factors. In this context, design
does not function as an aggregate of
technical and aesthetic solutions, but as
an integrated practice in which artefact,
material, user, and cultural environment
constitute a mutually dependent
configuration. Educational models that
rely on the isolated acquisition of discrete
disciplinary competencies, therefore, lose
their capacity to cultivate an adequate
understanding of the complexity inherent in
contemporary design practice.

A central methodological premise of
this study is the recognition that cultural
context in industrial design cannot be
treated as external or secondary to the
constructive and functional decision-
making process. Cultural codes, identities,
and narratives acquire design relevance
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only when embedded in processes of

form generation and actively shape object
structure, material logic, and scenarios

of use. When cultural content remains
detached from these processes, it becomes
a symbolic layer that does not contribute
to the formation of user experience and
remains peripheral to design action. At

the same time, systemic and ecosystem-
oriented approaches to industrial design
cannot operate effectively without attention
to the semantic and user-related valence of
designed objects. Design practices focused
exclusively on geometry, construction,

and product life cycles risk producing
solutions that are functionally coherent yet
culturally neutral. Semantic and systemic
dimensions of design should therefore be
understood not as competing alternatives,
but as complementary components of a
unified mode of design thinking in which
meaning and structure co-evolve. On this
basis, the study advances the position

that interdisciplinarity in design education
becomes productive only when disciplines
are assigned clearly defined functional
roles and when mechanisms of interaction
are explicitly embedded within the project
process. The parallel delivery of courses
does not, in itseli, generate integration

if structural connections between them

are absent. Effective interdisciplinarity
presupposes that each discipline
contributes to a distinct layer of the

design solution, collectively establishing a
coherent trajectory from meaning to form
and function. A further methodological
position concerns the understanding of
sustainability as an outcome of educational
structure rather than as a declarative
objective. Sustainable design thinking
emerges through engagement with
material behaviour, construction logic,
assembly processes, and user practices,
when ecological and social considerations
are encountered as concrete design
constraints and opportunities. In this
sense, sustainability is enacted through
experience and action rather than through

formal compliance with normative
principles.

Finally, the study is grounded in the
recognition of student design artefacts as
legitimate empirical data. Within design
education, it is the material outcomes
of project work, including models,
constructions, usage scenarios, and
modes of presentation, that reveal how an
educational model operates in practice.
The public presentation of these outcomes
extends the educational process beyond the
classroom and serves as an additional layer
of validation, enabling an assessment of
whether design solutions remain coherent,
intelligible, and meaningful outside the
instructional context.

Conclusion

The results of the present study confirm
that the deliberate interlacing of
ethnodesign and ecosystem-oriented
industrial design within a unified
instructional protocol enables overcoming
a number of structural limitations
characteristic of conventional models of
design education. Analysis of student
projects and of the educational process as
a whole demonstrates that interdisciplinary
integration becomes productive not
through the formal expansion of curricula,
but through the clear allocation of
functional roles between disciplines and
their incorporation into a shared project
cycle.

One key finding is confirmation that
cultural symbolism in industrial design
can be translated from a declarative,
primarily visual register into a constructive,
operational one. In the examined case,
cultural codes did not function as a final
representational layer but rather as initial
semantic hypotheses, verified through form,
material, construction, and scenarios of
use. This approach prevented superficial
quotation of cultural motifs and ensured
their tangible influence on design decisions
throughout the project process.



An equally significant conclusion
concerns the role of sustainability within
the educational context. The findings
indicate that sustainability emerges from
coordinated interaction between the
semantic and systemic layers of design
thinking. Engagement with recyclable
materials, assembly logic, and possibilities
for reuse demonstrated that sustainable
reasoning is not acquired through the
proclamation of principles, but through
situated design practice in which
ecological and social considerations
become integral components of
constructive solutions.

The methodological contribution of the
study lies not in the formulation of a new
general theory of design, but in articulating
a reproducible educational structure
that integrates semantic and systemic
approaches within industrial design
education. In contrast to models based
on the parallel teaching of disciplines, the
proposed framework demonstrates how
interdisciplinarity can be embedded in the
project process itself, rather than appended
as an external requirement.

The educational value of this model
resides in its capacity to support
students in systematically navigating
the transition from cultural meaning to
constructive resolution, thereby fostering
integrated design thinking. Within this
configuration, ethnodesign serves to
establish semantic orientation and user-
related framing, while ecosystem-oriented
industrial design provides the systemic
and constructive realisation of these
meanings. Such a distribution of roles
renders interdisciplinary interaction both

transparent and pedagogically manageable.

In addition, the study contributes to
ongoing discussions concerning the nature
of empirical data in design education
research. Student project artefacts, physical
objects, and modes of public presentation
are treated not as illustrative outputs, but
as analytical material through which the
functioning of an educational model and the
dynamics of design thinking formation can
be examined.

Second, the case was realised within
a limited temporal framework and did
not include quantitative measures of
educational outcomes. Future research
may expand the empirical base through
comparative case studies, longitudinal
investigation, or mixed-method approaches
combining qualitative and quantitative
analysis.

A promising direction for further
research is adapting the proposed model
to other disciplinary configurations within
design education and examining its
applicability in digital and hybrid learning
environments. Further attention should
also be given to how such models can be
integrated at the institutional level into
established educational programmes.

Overall, the study demonstrates that
interdisciplinary integration in industrial
design education acquires substantive
meaning only when cultural and systemic
dimensions of design are woven into a
unified pedagogical structure capable of
translating meaning into form, function,
and sustainable practice. It is precisely
such a structure that enables future
designers to engage with complex design
challenges in which meaning, construction,
and user experience operate not as
isolated concerns, but as interdependent
components of coherent design thinking.
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Hypkywesa Jlazsar, AuiumoBa Aiibora

XanbikapaJgblk 6iniM 6epy koprnopauusicsl (Kazak 6ac coy/ieT-Kypblibic akaaeMHUsichbl )
(Anmatol, Kazakcran)

TYPAKTbI TRXXIPUBEJIEP YLIIH OHEPKACINTIK AU3AWH BINIMIHAE KA3AK MAEHU
MY¥PACbIH KIPIKTIPY

AHpatna. Kasipri 3amMaHfbl @HepKacinTik An3aiH BiniMiHAe naHapanblK XKaHe MaAeHM
KOHTEKCTYann3aums KarnmaaTTapbl Xui XKapusnaHFaHbIMEH, iC XY3iH4e M3LeHM Ma3MyH KkebiHe
CUMBONAbIK AEHrenae Kanbin, KOHCTPYKTUBTIK XXIHE XXyHenik xobanay wewimaepiHeH anwak Kanagpl.
Byn oky 6arnapnamManapbiHAa MaAEHW-CEMAHTUKANBIK KIHE XYMenik-KOHCTPYKTUBTIK Tacinaep
ApacbIHAaFbl TYPAKTbl aNLIAKTbIKKA SKENiM, HOTMXKECIHAE TEXHUKANbIK TYPFbIAAH OPHbIKTbI, Bipak,

MaeHu beiTapan HbiCaHAAPAbIH, HEMECe M3EeHM TYPFblaa MIHEPI, ananaa KYpbinbIMAbIK KaFbIHAH
[LeKOpaTMBTI WewiMAepAiH nanaa 6onybiHa ceben 6onanbl. ATanFaH 3epTTey NaHapanblK AU3aiH
neaarornkachl MeH TypakTbl AM3aiH BiniMiHAeri MafeHN MypaHbl MHTErpaLuMsanay CanacbiHAAFbl FbllbIMU
i34eHicTepAi xanfacTbipabl. 3epTTEYAIH MAKCambl — M3LEHWN MaFblHAHbI OHEPKACINTIK AN3aNHHbIH,
KOHCTPYKTMUBTIK, DYHKLIMOHANAbIK, XKaHE TaXKipnbenik (3KcnepueHuMsanbik) enwemMaepiHe onepaumsabik,
TYPAE eHrisyre MyMKiHAik 6epeTiH karTananbansl 6inim 6epy MoaeniH a3ipney xaHe Tanaay. 3eprrey
MiHOemmepiHe 3THOAM3aMH MEeH 3KOXYMere BarbiTTanFaH OHEPKICINTIK AM3aiiH apacbiHAaFbl NaHAPaNbIK,
©3apa 9peKeTTecy TETIKTEPIH aHbIKTaY, MOAEHN KOATAPAbIH (GOPMaHbl KabINTaCTbIpy MEH KYPbUIbIMABIK,
NOTUKaFa TPaHCNALMANAHY TaCINAEPIH 3epaeney, COHAAN-akK, 0Cbl MHTErpaLMaHbIH, 6iniM Bepy HaTuxeci
peTiHAeri TypaKTbINbiFbiH 6aFanay Kipeai. 3epTTeyne An3aiHFa HerisgenreH nefarormkanbik Kemlc-ctaam
94iCHaMachl KONAAHBIIABI. 3epTTEYAiH dIMIMpUKanblk 6a3ackl Kasakcranaa sxysere acbipbiiFaH 15
anTanblk, CTyAusblK nHTepeHuusra (PTP 08) HerispenreH, oHAa eki MiHAETTI N9H MHTerpaumsananabl: ED
4226 «3THOAM3aNH» xaHe EPD 4319 «OHepKacinTik Au3aiHOaFbl IKOXKYHEy. IMIUPUKaNbIK AepekTep
eki 6aranay KeseHi 6apbiCbiHAA 93ipNeHTeH CTYAEHTTEPAIH X0banblk apTedakTinepiH, COHAAN-aK, CbIPTKbI
KOMMYHMKATUBTIK )XHE 3KCMEPUEHLMSbIK CbIHAK PETIHAE TanAaHFaH KOpMe KYXXaTTaMacCblH KaMTUbI.
3epTTey Homuxenepi UHTerpaumsanaHraH 6inim 6epy MogeniHiH CMMBONAbIK M3LEHW CinTeMenepaeH
bYHKLUMOHANAbIK KipiKTipyre XaHe 3KCnepueHuMsnblK TpaHchopMaLmsFa eTyre MyMKiHAiK 6epeTiHiH
Kepceteai.

TyiiiH ce30ep: eHEPKACINTiK AM3aiiH canacbiHAafbl 6iniM; NaHApanbIK, MHTErpaLms; STHOAMU3AMH;
3KOXYMeNiK T3CiN; MaleHU Mypa; AM3alHFa HerisaenreH 6inimM 6epy Kenc-cTaaui; CTyausANbIK OKbITY;
XyMenik oinay; naiaanaHyLbinbiK TOKipuMbe; ceMaHTUKaNbIK OKbIIbIMAbUIbIK; KOHCTPYKTUBTIK IOFMKa;
XKMHaKTay XaHe berLekTey; TypakTbl An3aiH BiniMi; kaiTa nanganaHy xKeHe LMPKYNSpibIK; KepMe —
KOFaMblK Banuaaums Kypasbl.

Aaiiekces ywin: HypkylueBa, J1933aT, >kaHe AiiboTa AwmMMoBa. «TypakTbl Taxipubenep yLliH
©HEPKACINTIK AM3aiH GiniMiHAe Ka3ak MaAEeHU MypacbIH KipikTipy». Central Asian Journal of Art Studies, T.
10,N2 4,2025, c. 232-249,DOI: 10.47940/cajas.v10i4.1157

Anreic: ABTopnap «Central Asian Journal of Art Sdudies» >xypHanblHbIH, pefakTopaapbiHa MakanaHbl
6acnara fanblHAAYFa KEMEKTECKEH YLUIH )X9He aHOHMMAI| peLleH3eHTTepre 3epTTeyre Ha3ap ayAapbin,
KbI3bIFYLUbIIbIK TAHbITKAHbI YLLiH anfbiCbiH 6inaipeai.

Asmopnap KomuazbaHblH COHFbI HYCKACbIH OKbIN, MaKy10a0bl ¥aHe Myddesnep KaliliblblFbl OK
ekeHOieiH Manimoelioi.
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Hypkyuwesa JIsizzat, AlunmoBa Aii6ora

Mexynaponast oGpasoBaTesibHasi Kopriopatst (Kasaxckas roioBHast apXHTEKTYpPHO-CTPOUTEbHAS aKaleMHs)
(Anmarbl, Kazaxcran)

BCTPAUBAHUE KA3AXCKOIO KYJIbTYPHOIO HAC/IEAWSA B MPOMbILWAEHHbIA OU3AWH-
OBPA30BAHME 4J19 YCTOMUMBbIX MPAKTUK

AHHoTauus. CoBpeMeHHOe 06pa3oBaHuMe B 061aCTU NPOMbILLNEHHOIO AM3aiHa BCE Yalle AeKnapupyeT
MEXANCLMMIMHAPHOCTb M KYNbTYPHYI KOHTEKCTYanun3aLmio; OAHAKO Ha MPaKTUKE KyNbTypHOe
cofepykaHue HepeaKo OCTaEéTcs CUMBONMYECKMM M OTOPBAHHBLIM OT KOHCTPYKTUBHbBIX M CUCTEMHBIX
MPOEKTHbIX PeLUEHMIA. TO MPUBOAMUT K YCTOWYMBOMY PaspbiBYy yHeOHbIX NPOrpaMM Mexay Ky/lbTypHO-
CeMaHTUYECKUMU U CUCTEMHO-KOHCTPYKTUBHBIMM NOAXOAAMM, B pe3ynbTaTte Yero GopmMupytotcs mbo
TEXHWUYECKM YCTOMYMBBIE, HO KY/IbTYPHO HEWTPanbHble 06bEKTbI, TMOO KYNLTYPHO Bbipa3nTeNbHbIE, HO
CTPYKTYPHO [EeKOopaTMBHble pelleHuns. HacTosuiee nccnenoBaHe Npofo/mkaeT HayyYHble pa3paboTku B
061aCTU MEXANCLMNIMHAPHOM AM3aMH-NEefArorMkmu 1 MHTErpaLmMmn KynbTypHOrO Hacneaus B YCTOMYMBOE
[M3aiiH-0bpasoBaHue. Llesb ucciedosaHus 3aknoyaeTcs B pa3paboTke M aHanv3e BOCNPOM3BOAMMON
obpa3oBaTenbHOM MoAenu, obecneynBatoLLei onepaLmMoHHY MHTErpaLMIo KyNbTYPHOTO CMbIC/IA B
KOHCTPYKTUBHbIE, PYHKLIMOHANIbHbIE W OMbITHbIE (3KCMEPUEHLIMANBHBIE) M3MEPEHUS MPOMbILLNEHHOIO
[IM3aiiHa. 3a0a4u ucce008aHuUs BKIKOYAIOT BbISIBIEHWE MEXAHWU3MOB MEXANCLMMIMHAPHOIO
B3aVMMOAENCTBMS MEXAY STHOAN3ANHOM M IKOCUMCTEMHO-OPUEHTUPOBAHHBIM MPOMBILLIEHHBIM A133MHOM,
aHanu3 cnocoboB TPAHCAALMM KYNLTYPHbIX KOLOB B GOPMO0OPa30BaHME M CTPYKTYPHYIO IOTUKY, A
TakXXe OLLeHKY YCTOMYMBOCTM Kak 06pa3oBaTeNbHOro pesynbrata JaHHOW MHTerpaumu. B nccneposaHmm
NpUMEHSETCS METOAONOMMS AM3aH-OPUEHTUPOBAHHOIO NEAArOrMYecKoro Keic-craau. IMnMpuyeckas
6a3a 1ccnenoBaHMs 0CHOBaHa Ha 15-HedenbHOM CcTyauiHOM nHTepeeHuun (PTP 08), peannsoBaHHoOM

B KasaxcraHe nocpencTBOM MHTErpaummy ABYX 00653aTeNbHbIX AUCUMNAnH: ED 4226 «3THOAM3aNHY U
EPD 4319 «9kocucTeMa B MPOMBILLIEHHOM AM3aiHEY. IMIUPUYECKUE AAHHbIE BK/IOYAKOT MPOEKTHbIE
apTedakTbl CTyAEHTOB, pa3paboTaHHble B paMKax ABYX 3TarnoB OLEHWBAHMS, @ TAKKe LOKYMEHTALMIO
BbICTaBKM, NPOAHANIM3MPOBAHHYIO KaK BHELIHWUIA KOMMYHUKATMBHbIA U 3KCMEPUEHLMANbHbIN TECT.
[onyyeHHble pe3ynemamesl LeMOHCTPUPYIOT, YTO MHTErPUPOBaHHAs 06pa3oBaTenbHas MoLenb
CMocobCTBYeT Nepexony 0T CUMBONMYECKUX KYNBTYPHbIX OTCbIIOK K DYHKLMOHANIbHOMY BCTPAaMBAHMIO U
3KCNepUEHLMANBHON TPaHCHOPMaLUK.

Knioyeswie cnosa: obpasoBaHue B 06/1aCTM NPOMBILLNEHHOTO AM3aMHA; MEXAMCLMNINMHAPHAS
MHTErpaLms; STHOAM3aMH; SKOCUCTEMHBIM MOAX0A,; KYNbTypHOE Hacneane; AM3aiH-OPUEHTUPOBAHHOE
obpasoBaTenbHOe KeWc-CTafu; CTyAniiHoe 0byyYeHne; CUCTEMHOE MbllUeHWE; NOb30BaATENbCKUI OMbIT;
CeMaHTMYeCKast CYUTbIBAEMOCTb; KOHCTPYKTUBHAS NI0TMKa; cOopka 1 pa3bopka; yCToM4YnBOE AM3aliH-
06pa3oBaHWe; MOBTOPHOE MUCMOMb30BAaHME U LIMPKYNSPHOCTb; BbICTaBKa Kak Ny6nnyHas Banmoaums.

Ana yumupoeanusa: Hypkywesa, J/1933aT, u Aii6oTa AwmmoBa. «BcTpanBaHme Ka3axckoro KyasTypHOro
Hacneams B MPOMBILIEHHbIN AM3aliH-06pa3oBaHMe ANs YCTOMUYMBbIX npakTuky. Central Asian Journal of
Art Studies,T. 10, N2 4, 2025, c. 232-249, DOI: 10.47940/cajas.v10i4.1157

bnazodapHocmu: ABTOpbI BblpaxkatoT 6narogapHocTb pepakumnm «Central Asian Journal of Art
Sdudies» 3a noMoLLb B MOArOTOBKE CTaTbW K Myb6AMKaLMK, @ TakXKe aHOHMMHBIM peLieH3eHTaM 3a
BHMMaHWE U MHTEPEC K MCCNEeL0BaHMIO.

Aemopbl npoyumanu u 0006puu OKOHYAMebHbIl 8apUAHM PyKONUCU U 3a881510m 06 omcymcmeuu
KOH(IUKMA UHMepecos.
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INTEGRATION

OF ARTIFICIAL
INTELLIGENCE INTO
THE TRAINING PROCESS
OF CHOREOGRAPHY
SPECIALISTS

Kussanova Anipa', Bakirova Samal?

'Kazakh National Women’s Pedagogical University
(Almaty, Kazakhstan)

Abstract. Artificial intelligence, as a product of human creativity, is widely used in modern society

and is deeply penetrating the field of art. In particular, in the domain of dance, Al has become a

new tool for choreographers. These changes have necessitated modernizing choreography teaching
methods and implementing innovative approaches aligned with current demands. This study explores
the integration of artificial intelligence (Al) technologies into the training process of choreography
specialists. The main objective of the research is to develop innovative Al-based teaching methods to
train professionals in choreography. The study analyzes scholarly works by both foreign and domestic
researchers on the application of Al in the arts. Existing Al platforms used in choreographic practice
are identified. A model of the “Dance Composition” course curriculum incorporating Al is developed,
and the proposed methodology is tested through experimental implementation. The results obtained
during the research demonstrate the positive impact of Al technologies on the choreography
education system, their contribution to enhancing students’ creative abilities, and their potential

to complement traditional teaching methods. Additionally, the study highlights the importance of
considering pedagogical ethics and creative autonomy when integrating Al into the educational
process. By analyzing international experience and effectively utilizing modern digital solutions,
Kazakhstan’s system of choreography training can enhance its competitiveness. This opens the door
for future choreographers to become well-rounded professionals capable of adapting to the digital
cultural environment. Overall, the research findings show that the effective integration of artificial
intelligence into choreography contributes to modernizing Kazakhstan’s education system, developing
students’ creative competencies, and preserving national art in a contemporary, relevant format.
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Introduction

rtificial intelligence is a product of
uman creativity, and its role in society

and range of applications in various fields
are expanding. With the introduction of
artificial intelligence into the arts, new
approaches are emerging in both the
creation and perception of creativity,
bringing revolutionary changes to art. In
dance, artificial intelligence is used as
a tool for choreographers. Accordingly,
the use of artificial intelligence and the
optimization of the educational process
for training choreographers in line with
modern requirements are among today’s
pressing issues. Within the project, the
potential of artificial intelligence for training
choreographers is considered, and ways to
improve traditional teaching methods are
explored.

The use of innovative teaching
technologies alongside the traditional
system in choreography helps develop
competitive specialists, adapt to modern
demands, and solve professional issues
effectively.

The scope of innovative technologies
and artificial intelligence in the humanities
and arts is expanding. New processes
have emerged in staging choreographic
performances. Initially, artificial intelligence
was introduced as a notation system for

choreographers and dancers (to facilitate
the recording of dance movements).
Today, Al has developed to the level of
creating choreographic compositions
based on provided data. Projects that link
technology and choreography include
Merce Cunningham’s Lifeforms, Wayne
McGregor’s collaboration with Google Arts
and Culture Lab, and the LuminAl project
from the Georgia Institute of Technology.
These projects use Al in various ways,
making it a new tool for choreographers,
which, in turn, raises ethical issues in its
implementation (Plone 1). In this regard,
choreographers now face the challenge of
learning to work with artificial intelligence.
Al has entered the modern choreography
education system, integrating immersive
technologies and enhancing pedagogical
approaches. “Researchers have explored
ways to create a learning environment that
combines the virtual and physical worlds
using VR and AR tools through Al These
technologies allow for Al-based virtual
mentoring systems and cognitive models
that simulate human thought processes,
helping develop dance skills” (Wang 1).
The connection between Al and
interactive learning increases student
engagement and improves learning
quality. Additionally, Al-based mobile
applications for learning dance movements
offer opportunities to develop performance
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skills. However, Al platforms only produce
results when they preserve the unique
characteristics of choreography pedagogy
and are used in conjunction with traditional
teaching methods. This process provides a
comprehensive learning environment that
shows students the connection between
real and virtual exercises. Therefore, the
role of Al in the choreography education
system has become important in developing
pedagogical technologies and continuously
improving performance skills (Xiaoyu 3).

Furthermore, scientific research
expresses concern that Al could not only
serve as a tool for the choreographer but
also become choreography itself, capable of
directing and limiting human dancers. This
is associated with the idea that Al might
take complete control over choreography,
reducing the human choreographer to
a mere observer, thus raising fears that
the dancer’s body could be mechanically
controlled by Al

To adapt to the age of artificial
intelligence, choreographers and dancers
need to develop digital literacy, clearly
delineate the roles of humans and Al in the
creative process, and establish a discourse
around Al choreography. This approach
allows dancers to use Al productively
within the new technological ecosystem,
remaining the central subject of art as
active participants rather than passive
observers (Yim 3).

The use of artificial intelligence in
training specialists in choreography
enhances the organization of students’
independent work. In the field of
choreography, pedagogical technologies
are a natural, hands-on process in which
each movement’s quality is evaluated
by the instructor. In this context, Al
technologies analyze students’ performance
abilities, identify mistakes, and offer
recommendations for correct movement
execution. Technologies such as OpenPose
and Move.Al can be used as supplements
to traditional methods.

Technologies of computer vision and
motion analysis used in choreographic

education, such as OpenPose and Move.
Al, serve as tools for automated recognition
and interpretation of human motor activity.
OpenPose is a software library based

on machine learning algorithms that
determines the positions of the human
body, limbs, and joints in two- and three-
dimensional space from video recordings.
This technology is widely applied in

sports analytics, rehabilitation medicine,
biomechanics, and educational practices

to analyze coordination, symmetry, and
movement accuracy. In choreographic
training, it enables the recording of
kinematic performance parameters, the
identification of deviations from reference
movement trajectories, and the provision of
visual feedback to students.

Move.Al is a markerless motion capture
system that generates three-dimensional
movement models from video data without
specialized sensors. This technology is in
demand in digital animation, performing
arts, and virtual reality, and within an
educational context, it can be employed to
analyze the spatial organization of dance,
tempo-rhythmic structure, and torso
dynamics. Its application contributes to the
development of students’ self-regulation
and reflective skills by allowing them to
compare their own performance with a
predefined reference model.

At the same time, these tools do not
replace traditional pedagogical practice
based on the instructor’s professional
expertise; rather, they serve as an
auxiliary analytical resource that expands
opportunities for students’ independent
work. In this context, artificial intelligence
serves as a technical assistant that
ensures objective movement recording,
while the interpretation of artistic
quality, expressiveness, and stylistic
appropriateness remains the responsibility
of the teacher as the bearer of professional
and cultural knowledge.

Higher education programs in
choreography include courses such as
“Dance Composition,” which prepare



choreographers, ballet masters, ballroom
dance teachers, and contemporary dance
instructors. As part of this course, students
must stage their own dance performances
and present them to their peers or junior
students. Through Al, an innovative
perspective on the creative process in

the dance studio can be cultivated. For
instance, platforms such as EDGE,
developed by Stanford University, help set
up dance compositions.

In higher education institutions
specializing in choreography, practice-
oriented disciplines are implemented,
including the course Dance Composition,
which is aimed at training choreographer-
rehearsers, ballet masters, and instructors
of ballroom and contemporary dance.
Within this course, students develop
original choreographic works and present
them in an academic setting, a process
that requires not only artistic thinking
but also well-developed analytical and
reflective skills. The integration of artificial
intelligence tools into the educational
process fosters an innovative perspective
on choreographic practice and expands the
dance studio’s methodological repertoire
(Figure 1).

Figure 1. The EDGE choreography platform.

Given the significant role of music in
choreographic composition, the Al project
AIVA (Artificial Intelligence Virtual Artist)
serves as an example of creating and
integrating musical compositions. AIVA
analyzes the structure of classical works,
identifies stylistic features, and can produce
compositions with emotional depth and
technical skill (Figure 2).
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Figure 2. AIVA Platform

Additionally, automating dance
movements enhances students’ creative
abilities. Research on the use of artificial
intelligence in training choreography
specialists allows for an evaluation
of its positive and negative impacts
on the learning process. Al opens up
new possibilities in the arts, fostering
collaboration between science and art.

In dance, Al actively influences both the
creative process and learning experience,
playing a significant role in experimental
projects (Wang and Zheng 1).

In teaching choreography, accurately
capturing the three-dimensional motion of
the human body is essential to preserving
traditional dance and improving teaching
methods. Qianling Zhou, Yan Tong,
Hongwei Si, and Kai Zhou propose a model
for human movement recognition based on
convolutional neural networks and gated
recurrent units. This model processes
video data to extract spatial and temporal
characteristics of dance movements
and visually represents them, thereby
enhancing the accuracy and effectiveness of
choreography education (Zhou et al. 1).

In addition, the automation of dance
movement analysis contributes to the
development of learners’ creative potential
by expanding the tools available for
interpreting and understanding plastic
and kinetic material. Research on the
application of Artificial Intelligence in the
training of choreography specialists enables
the identification of both the positive
and limiting aspects of its influence on
the educational process. In this context,
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intelligent technologies function as a
connecting link between science and art,
opening up new experimental forms of
artistic exploration and learning. In dance
practice, Artificial Intelligence influences
both the process of choreographic creation
and pedagogical methods, particularly in
research-based and experimental projects
(Wang, Zheng).

Within the system of professional
choreography training, the accurate
reproduction of three-dimensional
human body movements is particularly
important, as it is essential for preserving
traditional dance forms and improving
teaching methodologies. In this regard,
Qianling Zhou, Yan Tong, Hongwei Xi,
and Kai Zhou propose a human motion
recognition model based on a combination
of Convolutional Neural Networks (CNNs)
and Gated Recurrent Units (GRUs).

Convolutional Neural Networks (CNNs)
are a class of deep learning algorithms
designed for the automatic extraction
of spatial features from visual data. In
the proposed model, CNNs are used to
analyze dance video frames and to identify
key characteristics of body posture, such
as joint positions, limb orientations, and
spatial relationships between movement
elements. This enables the formation of a
structured representation of each moment
of dance performance.

Recurrent Neural Networks with
gating mechanisms, specifically Gated
Recurrent Units (GRUs), are designed
to process sequential data and analyze
temporal dynamics. The gating mechanism
allows the network to retain important
information from previous movement states
while filtering out less relevant variations,
which is particularly crucial for dance, a
continuous, time-dependent process. In
the discussed model, GRUs are responsible
for identifying rhythm, tempo-rhythmic
transitions, and the logical progression of
movements over time.

The combination of CNN and GRU
enables step-by-step data processing: at

the first stage, spatial features are extracted
from the video stream; at the second stage,
the temporal sequence of movements

is analyzed in order to classify them,
compare them with reference patterns,

and subsequently visualize the results.

The primary goal of this processing is to
improve the accuracy of dance movement
recognition and reproduction, as well as to
establish an objective basis for pedagogical
correction and learner self-analysis.

Thus, the proposed model not only
ensures high accuracy in capturing three-
dimensional movements but also expands
the didactic potential of choreographic
education by serving as a supportive tool
for instructors and enhancing the overall
effectiveness of the educational process
(Zhou et al.).

In 2013, Caitlin Trainor and Apoorv
Agarwal introduced a new approach to
teaching through choreography called
“Artificial IntelliDance.” This method uses
dance movements to visualize machine
learning processes, including data points,
predictive algorithms, and algorithm
training (Agarwal and Trainor 52 ).

In 2015, Alexander Berman
and Valencia James proposed an
interdisciplinary project combining dance
and artificial intelligence (Al). The project
involves using Al to analyze and generate
dance movements, enabling dancers to
explore new poses and sequences in real
time (Berman and James 2431).

That same year, Indian researchers,
aiming to use Al for learning traditional
dance, automated the Indian classical
dance Bharatanatyam (BN ) with the
“Art to Smart” system. This system aids
choreographers in exploring and creating
new dance movements, automatically
generating steps and categorizing
them using a genetic algorithm (GA).

The system addresses the challenge of
managing numerous potential movements
that would be difficult for human
choreographers to memorize and analyze
manually. The system’s effectiveness is
evaluated by experts (Jadhav et al.).



In 2016, Chinese researchers developed
an autonomous choreography creation
system for humanoid robots using Al
methods. The study proposed a new
method, Semi-Interactive Evolutionary
Optimization (SIEC), enabling robots to
independently create dance movements
using machine learning and human
feedback. The study assessed robots’ ability
to perform China’s Tibetan Tap dance,
gathering expert feedback to improve the
choreography (Peng et al. 650).

Life Forms is another system that can be
cited as a tool for teaching choreography,
aiding in the digitization and modeling of
dance movements. These tools modernize
the choreographic process by using
algorithmic calculations and computer
animation. Custom or user-developed
software helps automate algorithmic
decisions and enhance the creative process
(Figure 3).
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Figure 3. Life Forms Platiorm

In addition to models of using Al in
choreography, researchers proposed
new methods for identifying artificial
consciousness through choreography
and robotics in 2022. This study explores
robots’ capacity not only to repeat
movements but also to create genuine
social and emotional connections, allowing
them to perform alongside humans
(Leliévre et al. 95).

In 2023, Darda K. M. and Cross E.

S. examined how computer-generated
dance moves are received by audiences

in automatically generated dance
performances. They discovered that
people, including dance experts, often
have preconceived opinions about
computer-made choreography, comparing
it to human-created choreography when
evaluating it aesthetically (Darda and
Cross 16).

The “Advanced Dance Choreography
System Using Bidirectional LSTMs”
introduces a choreography system based
on Bidirectional Long Short-Term Memory
(LSTM) for creating K-POP dance. Yoo H.
and Sung Y. aim to generate new creative
dance moves automatically, reducing
the need for expensive equipment and
professional dancers. The system collects
K-POP dance moves from videos, analyzes
them, and creates new choreographic
works, potentially contributing to the
genre’s development by automating new
and creative dance moves. Through this
system, choreographers can quickly and
cost-effectively create new choreographies
and share them worldwide (Yoo and
Sung 175).

Methods

The use of artificial intelligence in the field
of art is analyzed through the research of
both foreign and domestic scholars, with
a focus on identifying its applications in
dance. Experimental studies examine the
impact of artificial intelligence on students’
learning and academic performance.
Through correlational analysis, the results
of students’ learning dance with artificial
intelligence are compared with those of
students using traditional methods.

Discussion

These studies reveal Al's potential
applications in choreography, broadening

the developmental possibilities for this field.

Currently, Hunan Women’s University and
South China Normal University in China
are using Al to automate dance instruction.

CAJAS Volume 10. Issue 4. 2025

N
19,

5

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD




CAJAS Volume 10. Issue 4. 2025

2

vl
(o)}

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD

By utilizing deep learning to recognize
and preserve dance movements, Al helps
accurately convey them and preserve
traditional arts. Additionally, Al enhances
accessibility in choreography by providing
personalized feedback, preventing injuries,
and supporting learning, making dance
more accessible to the public, including
individuals with special needs.

Analyzing the use of Al in choreography,
we see that Al platforms are used to
create dance compositions, coordinate
dance representations, and synchronize
movements (Table 1).

Although the use of artificial
intelligence elements in the arts, including
choreography, has a history of more than a
decade abroad (beginning around 2013),
in Kazakhstan, this field remains relatively
new and insufficiently researched to date.
For example, Kazakhstani researchers
Sanzhar Murat and Gulnara Mursalimova,
using empirical and comparative methods,
have studied the application of Al in sound
design, analyzing the features of neural
networks and generative models. They find
that Al influences the creative process in
sound design, saving time and improving

Table 1 - Al Platforms Used in the Field of Choreography

N2 | Platform Name Description

Purpose of Use

1 | DeepDance

This program uses deep neural

It provides choreographers with ideas

networks to generate dance
movements based on musical data.
It analyzes musical rhythm and
style to create dance movements
that align with them.

for creating new dance compositions
based on musical tracks. The program
synchronizes dance movements with
music, helping generate movements that
match the rhythm and mood.

2 | PoseNet (Google)

PoseNet uses a webcam or video
recordings to recognize and track
human body movements in real
time

It enables choreographers to analyze and
visualize dance movements. The tool

is used to analyze and improve dance
movements, also providing feedback for
evaluating performance technique.

3 | Choreographing

This is an experimental platform

It helps choreographers and dancers

movements and synchronize them
with music. It creates graphic and
textual diagrams of dance steps.

with Al by Google Arts & Culture that explore new approaches to creating
creates new choreographies using | dance. The platform enables the creation
Al. The system analyzes existing of dance movements that adapt to the
movements and generates new rhythm and style of the music.
combinations from them.

4 | AIST++ It uses machine learning It is used to automatically create dance
technologies to create compositions. It helps choreographers
choreographies. AIST++ quickly construct movements adapted
synchronizes dance movements to musical rhythms and explore new
with music, analyzes them, and combinations.
suggests movements that align
with a specific musical rhythm.

5 | DanceBot DanceBot analyzes music tracks It is used to create unique dance
and generates corresponding movements that match the music genre.
dance movements in real It allows choreographers to explore new
time. Additionally, it can adapt methods for synchronizing music and
movements to different musical dance movements.
genres.

6 | Scribe Scribe uses Al to visualize dance It helps choreographers plan complex

dance performances and popularize
dance movements. Additionally, it is used
in teaching and research, allowing for a
better understanding of choreography
execution through graphic visualization
of dance movements.




product quality, yet it poses challenges
such as potential loss of copyright and
creative control, and the generation of
poor-quality sounds. They also discuss
future prospects for Al in sound design,
examining its impact on the creative
industries and related ethical issues
(Sanzhar, Mursalimova 256 ).

Additionally, Meruert Zhanqujinova
explores how Al affects the educational
process for art students. She emphasizes
that using Al technologies offers new
perspectives for developing students’
creative abilities, noting that traditional
teaching methods in the arts are
becoming outdated. She also provides
recommendations for creating personalized
learning programs through Al tools
and automating students’ creative
processes. The use of Al in visual arts,
music, literature, design, and other art
fields is discussed, including innovations
like interactive and virtual exhibitions,
automated design, and advancements in
new media (Zhanguzhinova 289).

In the field of choreography, the
application of artificial intelligence within
Kazakhstan’s educational system requires
comprehensive, interdisciplinary research.
The use of Al platforms in teaching Kazakh
dance opens up opportunities for the digital
recording and analysis of characteristic
hand and foot positions, the specific
features of female and male movement
plasticity, various styles of walking,
elements associated with horseback
riding, and other movements that reflect
the national choreographic tradition. The
digital preservation of these components
facilitates the transmission of the cultural
and historical characteristics of Kazakh
dance to future generations and contributes
to the formation of a sustainable foundation
for its study and popularization.

The integration of artificial intelligence
into choreographic education also enhances
students’ performance skills through
objective analysis of movement techniques
and the correction of motor errors. The

use of digital tools enables the study of
Kazakh dance regardless of geographical
location, thereby expanding its presence

in the international educational and
cultural space. Due to the high precision in
identifying errors and providing analytical
feedback, the learning process can be
accelerated and qualitatively improved.

An examination of the experience of
leading global universities and an analysis
of innovative technology implementation
practices indicate that integrating artificial
intelligence elements increases the
competitiveness of the national system of
choreographic education. The methodology
of teaching choreography proposed in this
study does not aim to develop a finished
software product; rather, it is based on the
design of a conceptual prototype of an Al-
oriented educational platform, developed
through analysis and pedagogical use
of existing digital solutions applied in
choreography.

During the course of the research,
platforms such as computer vision and
motion analysis systems (OpenPose,
Move.Al), digital dance modeling tools
(EDGE, Life Forms), and auxiliary
algorithmic solutions were analyzed
and partially tested. Their functional
capabilities enabled the identification of key
characteristics of a prospective Al platform
for choreographic education, including
automated analysis of dance movements,
near-real-time visual and analytical
feedback, and support for personalized
learning trajectories for students. A link to
the prototype of the proposed platform is
provided. (https://drive.google.com/ﬁle/
d/1AeRiSrX1qRE0CRAcultBUnzchZiF-
TY1/view?usp=sharing)

In the field of choreography, the
application of Al elements in education
in Kazakhstan requires comprehensive
research. Using Al platforms to teach
Kazakh dance can facilitate the digitization
of distinctive hand and foot positions,
movements for female and male dances,
various walking styles, horse-riding styles,
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and other elements specific to Kazakh
national dance. Digitally preserving

the traditional movements and style

of Kazakh dance will help convey its
cultural and historical elements to future
generations. Additionally, the use of Al in
the choreography education system can
enhance students’ performance skills and
support the correct execution of dance
movements. Al allows Kazakh dance to
be studied from anywhere in the world,
promoting it on an international level.

By accurately identifying and correcting
students’ mistakes, Al can accelerate and
improve the learning process.

By studying the experiences of leading
global universities, the introduction of
innovative technologies will enhance
the competitiveness of Kazakhstan’s
choreography education system.

The choreography teaching methodology
developed through this research, using
Al, will significantly differ from traditional
teaching methods. Currently, video lessons
and instructors’ personal experiences play
a key role in teaching dance movements,
but these methods cannot provide real-time
feedback or automatically correct students’
movements. The Al platform developed
from this research will automatically
analyze dance movements, provide real-
time feedback, and enable personalized
learning. This platiorm will enhance
students’ creativity, streamline the creation
of dance compositions, and automate the
learning process.

Development of a Curriculum and
Course Outline for “Dance Composition”
Using Al Research Results (Table 2):

As part of the study on the potential of
artificial intelligence (Al) in the field of
choreographic education, a curriculum,
a teaching and methodological complex,
and a syllabus for the course “Dance
Composition” were developed. The
result is an Al-integrated curriculum
and teaching methods for the “Dance
Composition” course, chosen for its
suitability in leveraging Al capabilities.

As a field requiring creative solutions and
structural approaches, dance composition
accommodates multiple styles and
genres, encouraging the invention of new
movements. Al technologies are effective
for synthesizing new styles and movements,
yielding unprecedented combinations. This
course allows students to explore and test
new ideas quickly, enhancing the efficiency
of experimental processes by enabling rapid
movement processing and correction
using AL

Testing of the Methodology for Training
Choreography Specialists Using Artificial
Intelligence.

As part of the experiment, the course
“Dance Composition” was conducted
with 4th-year students. The aim of
the experiment was to determine the
effectiveness of using artificial intelligence
in the “Dance Composition” course.
The experimental study was conducted
with fourth-year students enrolled in
the educational program 6B02102 —
Choreography at the Kazakh National
Women’s Teacher Training University. The
experiment was carried out by the authors
of the article as part of their professional
pedagogical activities and was based on
their accumulated experience in teaching
specialized disciplines.

The study group (planned for
30 students) was divided into two
groups: one taught using traditional
methods, and the other using artificial
intelligence tools. Students applied
these approaches in staging their own
choreographic performances, realizing
their ideas, processing musical material,
and constructing dance compositions.
Students’ acquired knowledge was
assessed at the end of the course through
an exam held in a competition format. The
evaluation was carried out by independent
experts. To ensure objective results, the
evaluators were not informed of which
teaching method (Al-based or traditional)
had been used with each student.
The experiment’s stages are presented in
Table 2.



Table 2 - Thematic Curriculum for "Dance Composition” Course

Artificial intelligence I
Week Theme platform Application purpose
1 Introduction to the course: Platform not used - fundamentals of dance
fundamentals of dance composition: Time, Space,
composition. Libretto. Dynamics.
2 Elements of dance Platform not used -a brief overview of dance styles
composition. and genres.
3 Elements of dance Google Al Blog, IBM Watson | - artificial intelligence and its
composition. application in art: history and
prospects.
4 Introduction to artificial Google’s DeepDance, Al - composition of dance
intelligence. The use of Choreographer movements: movements, poses,
Al in the selection or rhythm.
development of musical
material (komponovka,
sochinenie).
5 Al as a means of Al Choreographer, Dance - grouping and unifying
choreography Writer movements.
6 Choreographic description OpenAl GPT-3, Al - use of compositional patterns in
(Risunok Tanza) Choreographer choreography.
7 Synthesis of styles IBM Watson Emotion Understand the basics of Al
Analysis technologies
8 Cognitive algorithms and Unity, Blender Planning and processing dance
dance movements using Al
9 Technologies for depicting | Al Choreographer, Creating a composition for a dance
dance composition DeepDance performance using Al
10 | Planning complex Al Choreographer, Synthesizing different dance styles
movements using Al DeepDance and creating new movements
11 | Practical application: Al Video Analysis Tools The relationship between
creating dance (Vidooly, Piwik) movement and emotion
performances
12 | Analysis of the work of Al Choreographer, Vidooly Visualization of choreography
leading choreographers using VR / AR technologies
13 | Analysis and correction of Trello Al, Slack Al Planning and analysis of complex
student projects movements
14 | Working with a team Al Choreographer, Compilation and preparation
DeepDance of dance compositions for
performance using Al
15 | Final project preparation Al Choreographer, Vidooly Analysis of choreographers ' works
using Al
Notes: 2. By agreeing to participate in the

1. Informed consent was obtained from
the students to participate in the study.
The consent form included information
about the study’s purpose, data collection
methods, how the data would be used, and

any potential risks.

study, students who were assigned to the
traditional teaching group committed not
to use artificial intelligence platiorms in
creating their dance compositions.

3. Students wrote down their ideas and

librettos for the dance composition and
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submitted them to the instructor within two
weeks as part of their independent work
(IW). These IW results were retained until
the end of the semester to evaluate how
effectively students had implemented their
ideas. (Table 3)

At the end of the experiment, the results
of both groups’ work were evaluated, and
the advantages and disadvantages of using
Al in creating dance compositions were
identified. This experiment provided an
opportunity to study the effectiveness of Al
in dance and to understand its advantages
over traditional methods.

At the end of the experiment, the
results of the control group, which
employed traditional methods of dance
composition, and the experimental group,
which used artificial intelligence tools
to create choreographic compositions,
were analyzed. The comparative analysis
identified specific advantages and
limitations of using artificial intelligence in
the educational choreographic process.

Among the advantages of applying
artificial intelligence are the increased
precision of the spatiotemporal organization
of movement, manifested in more accurate
adherence to trajectories, rhythm, and
positional symmetry; the acceleration
of the compositional design stage, as
automated tools enabled faster selection
and sequencing of movement variations;
the development of students’ analytical and
reflective skills, evidenced by their ability
to identify technical performance errors
based on visual and digital feedback; and
the expansion of the creative range through
experimentation with atypical movement
forms and spatial solutions that are rarely
employed in traditional choreography.

At the same time, one of the significant
limitations of using artificial intelligence
lies in the risk of insufficient formation
of an individual choreographic signature
and authorial artistic solutions. Although
algorithmic systems are capable of
effectively analyzing the spatiotemporal
parameters of movement, their structural

accuracy, and technical coordination,
they are unable to fully model an
individual authorial style grounded in
creative intuition, artistic sensibility, and
cultural-aesthetic experience. As a result,
learners’ focus may shiit from developing
independent artistic thinking and a
personal choreographic perspective to
reliance on algorithmic recommendations.
In the long term, this may lead to a
weakening of creative autonomy and the
standardization of choreographic thinking.
Thus, the experimental findings
demonstrate that artificial intelligence
functions as an effective auxiliary tool in
the analysis and compositional design of
movement, surpassing traditional methods
at these stages. However, it cannot replace
the choreographer’s pedagogical expertise,
artistic judgment, and individual creative
thinking. Consequently, the integration
of artificial intelligence into choreographic
education yields positive outcomes only
when combined with the instructor’s
creative guidance and purposeful artistic
reflection.

Basic Provisions

The present study is based on a set of
fundamental provisions that summarize
the conceptual framework, methodological
logic, and empirically supported outcomes
of integrating artificial intelligence into
the professional training of choreography
specialists.

1) Al in choreography education is
positioned as an auxiliary pedagogical
instrument rather than a substitute for
artistic authorship and teacher expertise.

The research confirms that Al tools
(computer vision, motion analysis,
generative composition and music
platiorms) can strengthen the educational
process by providing analytical feedback
and accelerating technical corrections;
however, artistic interpretation, stylistic
appropriateness, and value-based aesthetic
judgment remain within the responsibility
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of the instructor and the student as creative
agents.

2) The effectiveness of Al integration
depends on the preservation of
choreography pedagogy’s specificity:
embodied practice, studio-based learning,
and formative feedback.

Al produces meaningful educational
results only when embedded into practice-
oriented disciplines and used alongside
traditional teaching methods. The study’s
experimental implementation in the
“Dance Composition” course demonstrates
that Al contributes to students’
independent work through objective
movement recording and visualized
correction pathways, supporting reflective
learning.

3) Al-supported training strengthens
students’ spatiotemporal organization
of movement and compositional design
skills.

The comparative analysis of student
works indicates that the Al-assisted group
showed stronger control over trajectories,
rhythm, symmetry, and spatial patterns, as
well as faster sequencing and restructuring
of movement material. This provision is
grounded in the documented advantages
of Al-based motion capture and analysis
and in the course-level use of platforms
facilitating compositional planning.

4) Al enhances analytical and reflective
competencies, but entails a risk of
standardization and weakened authorial
individuality.

The experiment revealed a dual effect:
on the one hand, Al-based visual feedback
increased students’ capacity to identify
technical errors and adjust movement logic;
on the other hand, reliance on algorithmic
suggestions may reduce the formation of an
individual choreographic signature and shift
attention from independent artistic thinking
to “recommended” solutions. Therefore,
the integration of Al must be didactically
regulated to protect creative autonomy.

5) Ethical regulation and academic
integrity constitute mandatory conditions

of Al implementation in choreography
training.

The study establishes that pedagogical
ethics, intellectual property considerations,
and transparent delineation of Al’s role
are essential. The experiment’s design
(informed consent, prohibition of Al use in
the traditional group, blinded evaluation by
independent experts) reflects the necessity
of ethical safeguards to ensure reliability
of conclusions and to prevent unregulated
substitution of student authorship.

6) The proposed Al-integrated “Dance
Composition” curriculum functions as
a transferable methodological model for
Kazakhstan’s choreography education
system.

The developed thematic curriculum
and tested teaching approach demonstrate
that Kazakhstan’s professional training in
choreography can be modernized through
selective integration of international
Al practices without losing national
artistic identity. Al tools can support the
digitization and preservation of Kazakh
dance elements (hand/foot positions,
gender-specific plasticity, walking styles,
equestrian motifs), while the teacher-led
pedagogical process maintains cultural and
stylistic authenticity.

The basic provisions of this study
confirm that Al yields the greatest
educational benefit when used as a
structured, ethically regulated, and
pedagogically guided resource that expands
students’ technical precision, reflective
skills, and compositional experimentation
— while safeguarding creative individuality
and the cultural specificity of choreography.

Conclusion

The integration of artificial intelligence
into the field of choreography is not

merely a technological innovation but

also a strategic step toward transforming
educational methods. The conducted
literature review and experimental research
demonstrated that Al technologies can



enhance students’ creative potential.

By drawing on international experience
and effectively implementing digital
solutions, Kazakhstan’s choreography
education system can improve its
competitiveness. This paves the way for
future choreographers to become versatile
professionals aligned with the digital
cultural environment.

At the same time, it was found that
introducing Al into the education system
may raise concerns: limitations on creative
freedom, weakening of the teacher’s role

Authors contribution:

and emotional connection, and increased
student dependence on Al. Therefore, when
implementing such technologies, issues
related to pedagogical ethics, intellectual
property rights, and creative autonomy
must be thoroughly addressed.

Opverall, the research findings indicate
that the effective integration of artificial
intelligence into choreography can support
the modernization of Kazakhstan’s
educational system, enhance students’
creative capacity, and preserve national art
in a contemporary format.

A. E. Kussanova — worked with domestic and international sources, prepared a
literature review, completed the research section of the article, conducted an
experiment, and developed the course program “Dance Composition” implemented

using artificial intelligence.

S.A.Bakirova — development of the article concept, preparation of the research
section of the article, identification of ways to apply artificial intelligence in the field
of choreographic art, collection, generalization, and analysis of materials.

ABTOpnapabiH yneci:

A.E. KycaHoBa - OTaH[bIK XaHe aneMaik LepeKKe3aepMEH XyMbIC, 94ebu
LONY faWblHAAY, MAaKanaHbIH, 3epTTey 6eniriH opblHAAY, IKCMEPUMEHT XKYPri3y,
acaHbl MHTENNEKTI KONAAHY apKblibl XYprizineTiH “bu KoMNo3numMACh!” NaHiHIH

6afpapnamacoiH a3ipnegi.

C. 9. bakipoBa - Makana TyXblpbIMAAMACbIH 93ipniey, MakanaHblH, 3epTTey b6eniriH
[abIHAAY, KacaHAbl MHTENNEKTTi Xopeorpadus eHepi canacbiHaa KONAAHYAbIH,
YONLAPbIH aHbIKTay, MaTepuanaapabl XXMHaKTAy XaHe Tanaay.

Bknap aBTOpOB:

A.E. KycaHoBa — pabotana c oTe4ecTBEHHbIMU U MUPOBbBIMU UCTOYHUKAMM,
MOArOTOBWA NUTEPATYPHbIM 0630p, BbINOIHWAA UCCNEA0BATENbCKYH YaCTb CTATbU,
npoBena 3KCnepuMeHT, paspaboTtana nporpamMmy AUCLUMAMHBI «KOMMNO3MLMS TaHLa,
peanusyemyt C NpUMEHEHUEM UCKYCCTBEHHOTO MHTENNIEKTA.

C. A. bakupoBa — pa3paboTka KOHLENLMM CTaTbM, MOATOTOBKA MCCIELOBATENIbCKON
4acTU CTaTby, onpeseneHue nyTein NpUMeHeHUs UCKYCCTBEHHOTO MHTeNNeKTa B 061acTu
xopeorpaduyeckoro McKyccTea, 0606LeHe 1 aHaNU3 MaTepUanos.

CAJAS Volume 10. Issue 4. 2025

N
o

3

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD




CAJAS Volume 10. Issue 4. 2025

2

(o
>

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD

INTEGRATION OF ARTIFICIAL INTELLIGENCE INTO THE TRAINING PROCESS OF CHOREOGRAPHY

SPECIALISTS

References

Agarwal, Apooryv, and Citlin Trainor. “Artificial IntelliDance: Teaching Machine Learning
through a Choreography.” Proceedings of the Fourth Workshop on Teaching NLP and CL,
2013, pp. 51-55.

Berman, Alexander, and Valencia James. “Kinetic Imaginations: Exploring the Possibilities
of Combining Al and Dance. " l/CAI, 2015, pp. 2431-2437.

Darda, Kohinoor M., and Emily S. Cross. “The computer, A choreographer? Aesthetic
responses to randomly-generated dance choreography by a computer.” Heliyon, vol. 9, no.
1, 2023, pp. 1-18. DOI https://doi.org/10.1016/j.heliyon.2022.e12750

Jadhav, Sangeeta, Manish Joshi, and Jyoti Pawar. “Art to SMart: an automated
BharataNatyam dance choreography. ” Applied Artificial Intelligence, vol. 29, no. 2, 2015, pp.
148-163. DOI: https://doi.org/10.1080/08839514.2015.993557

Leliévre, Micheline, Robin Zebrowski, and Eric Gressier Soudan. “Robots and
Choreography: A Contribution to Artificial Sentience Characterization.” International
Conference on Advanced Information Systems Engineering. Cham: Springer International
Publishing, 2022, pp. 93-102.

Murat, Sanzhar, and Gulnara Mursalimova. «The use of artificial intelligence in sound
design: automation of processes and improvement of sound quality». Central Asian Journal
of Art Studies, vol. 9, no. 2, 2024, pp. 256-274. DOI: 10.47940/cajas.v9i2.881 (In Kazakh)

Peng, Hua, et al. “Autonomous robotic choreography creation via semi-interactive
evolutionary computation. ” International Journal of Social Robotics, vol. 8, no. 5, 2016, pp.
649-661. DOI 10.1007/512369-016-0355-x

Plone, Abby. The influence of artificial intelligence in dance choreography. - 2019. https://
digital.kenyon.edu/cgi/viewcontent.cgi?article=1004 &context=dh_iphs_prog Accessed 20
March 2025.

Zhou, Qianling, et al. “Optimization of Choreography Teaching with Deep Learning and
Neural Networks. " Computational Intelligence and Neuroscience, vol. 1, 2022, P. 7242637.
DOI: https://doi.org/10.1155/2023/9845692

Wang, Zheng. “Artificial intelligence in dance education: Using immersive technologies
for teaching dance skills.” Technology in Society, vol. 77, 2024, p. 102579. DOI: https://doi.
org/10.1016/j.techsoc.2024.102579

Wang, Yingping, and Guang Zheng. “Application of artificial intelligence in college dance
teaching and its performance analysis.” International Journal of Emerging Technologies

in Learning, vol. 15, no. 16, 2020, pp. 178-190. DOI: https://doi.org/10.3991/ijet.
v15i16.15939%0d



INTEGRATION OF ARTIFICIAL INTELLIGENCE INTO THE TRAINING PROCESS OF CHOREOGRAPHY
SPECIALISTS

Xiaoyu, Zhang. “The Application of Artificial Intelligence Technology in Dance Teaching.”
First International Conference on Real Time Intelligent Systems. Cham: Springer Nature
Switzerland, 2023, pp. 23-30. DOI: 10.1007/978-3-031-55848-1_4

Yim, Sujin. “Suggestions for the Independent Body in the era of Artificial Intelligence
Choreography.” Trans, vol. 12, 2022, pp. 1-19. https://doi.org/10.23086/trans.2022.12.01

Yoo, Hanha, and Yunsick Sung. “Advanced dance choreography system using bidirectional
LSTMs. ” Systems, vol. 11, no. 4, 2023, pp. 175.

Zhanguzhinova, Meruyert. “Artificial intelligence in education: a review of the creative
process of learning students on Art educational programs”. Central Asian Journal of Art
Studies, vol. 9, no. 2, 2024, pp. 289-307. DOI: 10.47940/cajas.v9i2.858

CAJAS Volume 10. Issue 4. 2025

N
o

5

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD



CAJAS Volume 10. Issue 4. 2025

2

o
o

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD

INTEGRATION OF ARTIFICIAL INTELLIGENCE INTO THE TRAINING PROCESS OF CHOREOGRAPHY
SPECIALISTS

KycanoBa Anuna, Caman Bakiposa

Kaszak yaTThIK Kbi3/iap nejarorukaibik ynusepenreti (Kasakeran, Anvarb)

XOPEOIPA®UA CANACbIHOAFbl MAMAHAOAPLDI LAAPJIAY YOEPICIHE XXACAHO bl
WMHTENNEKTIHI EHTI3Y

AHpaTna. Anamsar LWblFapMaLLbIbIFbIHbIH, HOTUXKEC] peTiHAe XacaHAbl MHTENNEKT Ka3ipri koFamaa
KEHiHEH KOMAAHbINbIMN, BHEP CanacbiHA Aa TepeH, eHyae. OHbIH iwiHae, 61 eHepi canacbiHaa XU
xopeorpadTap YLiH XaHa Kypan peTiHAe KonAaHbicka ne 6onbin otbip. OcbiHAalM e3repictep ascblHAA
xopeorpadusHbl OKbITY 8LICTEPIH XaHFbIPTbIMN, 3aMaHayM TananTapfFa beriMaenreH MHHOBALMSAbIK,
TOCINAEPLi EHri3y KAXETTINIri TyblIHAAMAbI. 3epTTey 6apbiCbiHAA Xopeorpadusa canacbiHAAFbI
MaMaHAapabl Aaspnay yaepiciHe xxacaHabl MHTennekT (KWN) TexHonoruanapbiH eHrisy maceneci
KapacTblpblnaabl. 3epTTEYAiH, Heri3ri Makcamel — xopeorpadus canacbiHAa MaMaHAapAbl faspnay ywiH
XU kemeriMeH MHHOBaLMANbIK, OKbITY 94icTepiH a3ipney. 3epTTey 6apbiCbiHAA 6Hep canacbiHaa XXU-
Hi mavpanaHy MaceneciH 3epTTereH LWeTenaik XXaHe OTaHAbIK, FanbiMAApAbIH eHOeKTepi capanaHaibl.
Xopeorpatus eHepi canacbiHaa KonaaHbicTasbl XXM nnathopmanapbl aHbikTanambl. “bu komnosuumack”
naHiH XXM KongaHy apKbiabl OKbITy 60MbIHLLIA OKY BaFaapnaMacbiHbiH, MOAENi 93ipneHeai, YCbIHbIFaH
aficTeMe Taxipnbe apkbinbl anpobauusnaHagbl. 3epTtey 6apbiCbiHAA anblHFaH Homuxenep XN
TEXHONOrMANApbIHbIH Xopeorpadus 6iniM 6epy xyheciHe OH, bIKNanblH, CTYAEHTTEPAIH, WblFAapMaLLbIIbIK,
KabineTiH apTTblpyFa KOCATbIH YNECiH XaHe ASCTYP/i OKbITY AICTEPIH TONMbIKTbIPA anaTbIHAbIFbIH
kepceteni. CoHbIMeH KaTap, 6inimM 6epy npoueciHe XXWN-ai eHrisy kesiHae negarornkanblk 3TMKA MeH
LbIFApMaLLbINbIK AepbecTik MacenenepiH eckepy KaXeTTiNiri aHbIKTanabl. Xanbikapanbik TaXipubeHi
3epaeney xXaHe 3aMaHayu UMPpAblK WewiMaepai TMiMai nanaanaHy apkeiibl KasakcraHaasbl
xopeorpadusa MaMaHAApbIH Aaspaay Xyneci e3iHiH 6acekere KabineTTiNiriH Kywente anagbl. byn
6onawak xopeorpadTapfa CaHAbIK, MOAEHU OpTaFa BeriMaenreH XaH-KaKTbl K3CiOu TyNiFa peTiHae
KanbiNTacyFa xon awagpl. XXannol anfaHna, byn 3epTTeyaiH, HaTHKenepi )XacaHabl MHTENNEKTTi
xopeorpadus canacbliHa TMiMAI eHri3y Ka3akcTaHHbIH 6iniM 6epy XXyWecCiH XXaHFbIpTyFa, CTYAEHTTEPAIH,
KpeaTuBTI KabineTTepiH AaMbITyFa XXaHe YATTbIK, HepAi Kasipri 3amaH TanabbiHa can popMatTa cakTan
Kanyfa blKnan eTeTiHiH KepCeTTi.

TyiiiH ce30ep: eHep, KacaHabl MHTENNEKT, xopeorpadus, 6inimM 6epy npoweci, MaMaHaap gaspnay.

Aaiiekce3 ywiH: KycaHoBa, AHuna xaHe Caman bakipoBa. «Xopeorpadus canacbiHaasbl MAMaHAAPAbI
[aspnay yoepiciHe »acaHapbl MHTennekTiHi eHrisy». Central Asian Journal of Art Studies, Vol. 10, No. 4,
2025,250-268 6.DOI: 10.47940/cajas.v10i4.1115

Anreic: AsTopnap «Central Asian Journal of Art Studies» >KypHanblHblH, peAakTopaapbiHa MaKanaHbl
6acnara faviblHAAYFa KEMEKTECKEHI YLUiH XX9HE aHOHUMAI peLleH3eHTTepre 3epTTeyre Hasap ayaapbin,
KbI3bIFYLUBINbIK TAHbITKAHbI YLUiH anfbiCbiH Binaipesi.

”

Asmopnap KomwazbaHbiH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep Kalliblblfbl JOK
eKeHOieiH ManimMoelioi.
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KycanoBa Anuna, bakuposa Caman

Kasaxckuil HalHOHA/BHDBII XKeHCKHUiT neflarornueckuil ynnsepenret (Anmartel, Kazaxcran)

MHTETPALMA UCKYCCTBEHHOIO MHTEJIJIEKTA B MPOLLECC MOATOTOBKMU
CNELUANUCTOB B OBJIACTU XOPEOTPA®UN

AHHOTaums. VICKYCCTBEHHBIM MHTENNEKT KaK pe3y/ibTaT YesoBe4eCKoro TBOpYeCTBa HaXo0AMUT LUMPOKOe
NnpUMeHeHWe B COBPEMEHHOM 06LLECTBE M aKTUBHO BHeapsieTcs B chepy uckycctsa. B yactHocTty, B
obnactu TaHua MM cTaHOBUTCS HOBBIM MHCTPYMEHTOM A/19 XopeorpadoB. B ycnoBmax Takux U3MeHeHWi
BO3HMKaeT HeobxoaMMOoCTb 06HOBNEHMS METOA0B NPenoAaBaHns xopeorpadun 1 BHeAPEHUS
MHHOBALMOHHbIX NOAXOA0B, alaNTUPOBAHHBIX K COBPEMEHHBIM TpeboBaHMsAM. B paMkax aaHHOro
MCCNeaoBaHMs pacCMaTpUBAETCS BOMPOC MHTErpaLym TEXHONOMMI UCKYCCTBEHHOrO MHTennekta (M)
B NPOLLeCC NOATOTOBKM CNELMANUCTOB B 0b6nactn xopeorpadum. OCHOBHAA yesb Ucciedo8aHus —
pa3paboTaTb MHHOBALMOHHbIE METOAbI 06y4eHuMs ¢ npumeHeHnem UM ong noaroToBkM CneumanmcTos
B xopeorpaduyeckor chepe. B xone pabotbl aHaNM3MPYOTCS HayYHble TPyAbl OTEYECTBEHHbIX U
3apybexHbix uccnegoBaTenen, nsydarowmx npumeHenme MW B uckyccree. OnpenenatoTcsa AenCTByOLLME
MW-nnatdopmbl, MCnonb3yemble B xopeorpadumyeckoM MckyccTBe. PazpabaTbiBaetcsa Mogenb y4ebHoM
nporpammsbl Kypca «KomMno3sunums TaHua» ¢ npumeHennem MU, a npeanoxeHHas MeToAMKa NpOXoanT
anpobaLmio B 3KCMepUMEHTaNIbHbIX YC0BUSX. [oNy4yeHHble B MPoL,ecce UCCIeA0BaHNUS Pe3ynbTaThl
LEMOHCTPUPYIOT NONOXUTENbHOE BAnsHME NN-TexHONorMin Ha cuctemy xopeorpadumyeckoro
06pa3oBaHus, X BKNAL B Pa3BUTUE TBOPYECKMX CMOCOBHOCTEN CTYAEHTOB, a TaKXKe NoTeHLUMan ans
[LOMONHEHUS TPAAMLIMOHHBIX MeToA0B 06y4YeHus. OfHOBPEMEHHO C 3TUM YCTaHOB/IEHA HEOBX0AMMOCTb
YUYUTLIBATL BOMPOCHI MEAArOrM4eCcKkon 3TUKU M TBOPHECKOM aBTOHOMUK Npu BHeapeHun NN B
obpazoBaTtenbHbIM npoLecc. M3yyeHne MexayHapo4HOro onbita u 3PheKTMBHOE NpUMeEHeHne
COBPEMEHHbIX LMdPOBbIX PELIEHNI MO3BONAKOT CUCTEME MOATOTOBKU XOpeorpaduyeckmnx Kaapos
B KazaxcraHe noBbICUTb CBOK KOHKYPEHTOCMOCOBHOCTL. ITO CO343ET YCI0BUS A8 HOPMUPOBAHUS
6ynyLmx xopeorpadoB Kak yHMBepCanbHbIX NpodeccMoHanoB, CNOCOOHbIX afanTMpPOBaTLCS K
UMPOBOW KyNbTYpHOM cpene. B uenom, pesyiemamesi CCnefoBaHUs NMoKasbiBatoT, 4TO 3P deKTMBHas
MHTErpaLms MCKYCCTBEHHOIO MHTeNekTa B chepy xopeorpadmmn cnocobCTByeT MOAEPHU3ALMK
cucTeMbl 06pa3oBaHMsa KasaxcraHa, pa3BUTUIO KPeaTUBHbIX CMOCOBHOCTEN CTYLEHTOB U COXPaHEHUIO
HaLMOHaNbHOTO UCKYCCTBA B aKTya/lbHOM COBPeMEHHOM dopMare.

Kntoyesbie cnoea: NCcKyCcCTBO, UCKYCCTBEHHbIN MHTENNEKT, Xopeorpadus, 06pasoBaTenbHbIi npoLecc,
MOLroTOBKa CreLManuncToB.

Ansa yumuposarus: KycaHosa, Auuna, u Caman bakmpoBa. «MHTerpaumsa MCKYCCTBEHHOIO MHTENIEKTA
B NPOLLeCC NOATOTOBKM CNELManncToB B obnactu xopeorpadumy. Central Asian Journal of Art Studies, 7. 10,
Ne4, 2025, c. 250-268, DOI: 10.47940/cajas.v10i4.1115

bnazodapHocmu: ABTOpbI BbipaxatoT 6narogapHocTtb pegakummn «Central Asian Journal of Art
Studies» 3a NoMoOLLb B NOATOTOBKE CTaTbM K NyBAMKALMK, @ TAKKE aHOHUMHbBIM peLieH3eHTaM 3a
BHMMaHUWE U UHTEPEC K UCCNeL0BaHMIO.

Asmopbl npoyumanu u 0006puIU OKOHYamMeNbHbIL 8apUAHM pyKonucu U 3as6/1510m 0b omcymcmesuu
KOHGIUKMaG UHMepecos.
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Abstract. The article examines the transformation of the traditional Kazakh wall hanging tuskiiz within
the context of contemporary artistic practice in Kazakhstan. The relevance of the study lies in the fact
that, in the post-Soviet period, textile forms acquire new significance: they transcend ethnographic and
decorative and applied frameworks to become a medium of cultural memory and critical reflection.
Despite the existence of ethnographic and historical research, the potential of tuskiiz as a conceptual
artistic instrument remains insufficiently explored, which determines the scholarly novelty of this
investigation. The aim of the study is to analyze strategies of reinterpreting tuskiiz in contemporary
artistic practice in Kazakhstan. The research tasks include: considering tuskiiz as a phenomenon

of nomadic material culture and identifying semantic and symbolic transformation of traditional
motifs. Drawing on the projects of Gulnur Mukazhanova and Fatima Omir, the article analyzes various
strategies of engaging with cultural memory and identity through textile art. Both visual and semantic
transformations of traditional forms are examined as they unfold under the influence of globalization,
post-Soviet identities, and metamodernist worldviews. Special attention is given to the shifting sacred
and symbolic codes within contemporary art.

Keywords: tuskiiz, textile tradition, Kazakh contemporary art, cultural memory, identity,
metamodernism.

Cite: Laura Yeskozhina, Zhazira Zhukenova. “Tuskiiz in contemporary artistic practice: between
tradition and conceptual exploration.” Central Asian Journal of Art Studies, Vol. 10, No. 4, 2025, pp.
269-284,DO0I: 10.47940/cajas.v10i4.1106

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

The authors have read and approved the final version of the manuscript and declare that there is no
conflict of interest.

CAJAS Volume 10. Issue 4. 2025

N
o

)

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD




CAJAS Volume 10. Issue 4. 2025

2

~
o

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD

Introduction

he traditional Kazakh wall hanging

tuskiiz has for centuries held an
important place within the structure of
nomadic culture, serving not only as an
interior decoration of the yurt but also as a
sacred mediator between humans and the
surrounding world. Through its ornamental
system, the tuskiiz conveyed cosmogonic,
zoomorphic, and natural motifs, encoded
within a complex visual grammar that
shaped collective cultural memory
(Zhukenova, Portisch).

In contemporary artistic practices
of Kazakhstan, the tuskiiz has become
a site for new interpretations, where
issues of identity, historical memory, and
globalization intersect. Within the post-
Soviet cultural field, traditional forms and
symbols are actively reinterpreted by artists
who employ textiles as a medium for critical
and conceptual dialogue with both past and
present.

The purpose of the study is to analyze
the transformation of the tuskiiz as an
artistic phenomenon in contemporary
Kazakh art through two distinct authorial
strategies that of Gulnur Mukazhanova
and that of Fatima Omir. Special attention
is given to how the textile tradition adapts
to new semantic, visual, and conceptual
contexts. In contemporary Kazakh
artistic practice, the tuskiiz has lost its
exclusively utilitarian and sacred functions,
transforming instead into a dynamic
conceptual platiorm, where textiles become
carriers of current cultural and social codes
in the dialogue between tradition and global
contemporaneity.

Accordingly, this study sets out the
following objectives:

- to undertake a historical and visual
analysis of the tuskiiz;

- to trace its historical and cultural
significance within the system of nomadic
material culture, including its symbolic
functions and social meanings;

- to examine the reinterpretation of the
tuskiiz in the artistic practices of Gulnur
Mukazhanova and Fatima Omir, with
particular attention to the ways each artist
employs textile tradition as a medium of
conceptual reflection;

- to analyze the semantic and visual
transformations of tuskiiz motifs within
the broader discourses of cultural
transformation, globalization, and
metamodernist aesthetics;

- to determine the role of textile
traditions in contemporary Kazakh art as
agents of continuity and innovation, linking
heritage with current artistic practices.

Methods

This study employs an interdisciplinary
approach that brings together ethnography,
art history, cultural studies, and
contemporary art theory. The complexity
of the tuskiiz- which functions both as a
traditional artifact and as a contemporary
artistic medium- requires an analytical
framework capable of addressing its
material, symbolic, and conceptual
dimensions.
A historical-visual analysis is used
to trace the genesis and transformation
of tuskiiz production techniques across
different historical periods. This method
makes it possible to identify characteristic
visual codes-ornamental motifs, color
palettes, and compositional schemes-
and to demonstrate how textile art was
integrated into the broader cultural and
everyday contexts of Kazakh society.
Particular attention is given to formal
characteristics: the structure of ornamental
fields, principles of symmetry, and the
arrangement of decorative elements that
together generate compositional integrity.
Equally significant is the examination of
the symbolic level. Interpreting ornamental
motifs as a sign system allows for the
identification of images that retained
stable meanings and continued to transmit
cultural values related to kinship identity,



cosmogonic myths, and the worldview of
nomadic culture.

The research material includes
exhibition projects, scholarly publications,
oral testimonies, and direct visual analysis
of artworks. Taken together, these sources
provide a comprehensive and multifaceted
basis for the study.

Discussion

A substantial body of scholarship

has addressed Kazakh embroidery

and wall hangings, primarily through
ethnographic, art historical, and visual-
semiotic approaches. One of the most
conceptually rigorous studies is the

article by Shaygozova, Naurzbayeva, and
Nekhvyadovich, which analyzes the tuskiiz
as a visual-semiotic and iconographic
phenomenon of traditional culture. The
authors conceptualize the tuskiiz as

an “artistic text” encoding notions of
sacred space, as well as the social and
cosmological organization of Kazakh
society (Shaygozova et al. 154-172).

This semiotic framework foregrounds
embroidery as a symbolic system embedded
within nomadic worldviews rather than as a
purely decorative artifact.

A complementary art historical and
cultural-documentary perspective is offered
by Eraly Ospanuly in his illustrated album
Kazakhs: Art of Nomads (2021). Drawing
on museum collections in Kazakhstan and
abroad, as well as archival photographs, the
publication surveys a wide range of national
handicraits, including carpets (tekemet,
syrmak, tuskeste), hand and machine
embroidery, gold embroidery, and carpet
weaving. Although the album does not
pursue an explicitly analytical methodology,
it plays an important role in visualizing
the material world of nomadic culture and
situating textile production within a broader
historical continuum (Ospanuly).

Ethnographic and functional approaches
are further developed in Kargabekova’s
study Keste: Kazakhstan Embroidery

that Celebrates Nature, which examines
traditional Kazakh embroidery (keste)
through its techniques, areas of application,
and stylistic diversity. The author outlines
embroidery’s use in wall hangings, floor
coverings, clothing, and accessories,
emphasizing its close relationship with
natural motifs and everyday practices. This
work reinforces an understanding of textile
as an integral component of vernacular
culture, though it remains largely
descriptive in scope.

Field-based ethnographic research is
also represented in Zhukenova’s article
“Artistic Embroidery of the Kazakh,”
which focuses on tuskiiz from Eastern
Kazakhstan found in private collections.
Based on expeditionary research, the
study documents techniques of execution,
ornamental features, compositional
structures, and color palettes. While
providing valuable empirical material, the
article primarily frames embroidery as
an object of applied art rather than as a
site of contemporary cultural negotiation
(Zhukenova).

Several scholars adopt a mythological
and cosmological lens. Ageleuova
demonstrates how ornamentation in carpet
weaving reflects nomadic cosmogonic
beliefs. While the article Mythological
Images in the Embroidery of Turkic Peoples
explores archetypal motifs such as Tengri
(Sky Father), Umai (Mother Goddess),
and various zoomorphic and astral symbols
across Turkic textile traditions, including
Kazakh embroidery (Shaygozova 74).
These studies foreground embroidery as
a medium of mythological knowledge and
symbolic continuity.

International scholarship extends
this discussion to diasporic Kazakh
communities. British anthropologist
Anna Portisch, based on year-long
fieldwork in Bayan-Olgii (Mongolia),
examines women’s craft practices and
the transmission of felt-making and
embroidery skills across generations.
Emphasizing embodied learning, collective
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labor, and sensory engagement, Portisch
conceptualizes craft as a form of social and
cultural formation rather than merely a
technical skill (Portisch 2010). Japanese
researcher Chieko Hiroto, in Central Asian
Nomadic Crafts: Kazakh Embroidery —
Traditional Patterns and How to Make
Them (2019), documents embroidery
practices among Kazakhs in Mongolia,
combining ethnographic description

with visual documentation and practical
instruction.

More recent studies from China, such
as Analysis and Application of Basic
Elements in Kazakh Embroidery Patterns,
examine Kazakh embroidery in the Ili
Kazakh Autonomous Prefecture from a
design-oriented perspective, focusing on
the adaptation of traditional motifs for
contemporary interior and fashion contexts
(Li et al.). These works highlight processes
of stylization and transformation but remain
oriented toward applied design rather than
artistic practice.

However, despite the breadth of existing
scholarship, the majority of studies treat
tuskiiz primarily as an ethnographic
artifact, a bearer of symbolic tradition,
or a design resource. Its potential as a
medium for conceptual and contemporary
artistic practice remains largely unexplored.
Addressing this gap, the present study
examines how tuskiiz is reinterpreted in
the works of Gulnur Mukazhanova and
Fatima Omir. By focusing on distinct
artistic strategies material, semantic, and
participatory the article demonstrates
how textile tradition adapts to new visual,
conceptual, and theoretical contexts.
Situating these practices within broader
discussions of cultural transformation,
globalization, and metamodernist
aesthetics, the study contributes to an
understanding of traditional textile forms
not only as carriers of heritage but as
active agents within contemporary artistic
discourse.

Historical-Visual Analysis of Tuskiiz
as a Textile Phenomenon

The tuskiiz is a traditional wall-hanging
textile of Kazakh culture, originally
conceived as an element of domestic
interior decoration while simultaneously
serving protective, status-related, and
sacred functions. Its artistic character is
revealed through historical-visual analysis,
which allows us to trace how the visual
language of the tuskiiz developed on the
basis of a complex system of ornamental
motifs incorporating the symbolism
of nature, animals, and mythological
elements (Zhukenova, Portisch). This
worldview- encoded system persisted up to
the beginning of the Soviet period.

During the Soviet era, interest in
decorative and applied art was supported
within the framework of the ideology of “iolk
creativity”. Traditional art was presented as
evidence of the unity of the multinational
Soviet people. This was a more “official”
and regulated form of creativity, in which
traditions were preserved but reframed
within state-sanctioned boundaries.
Accordingly, research on Kazakh decorative
and applied art of that period was focused
primarily on ethnographic aspects
(Shaygozova). Emphasis was placed on
“folk” and “internationalist” qualities,
while “religious” and “archaic” meanings
were deliberately excluded.

Ethnographic studies of the first half of
the twentieth century identify several types
of tuskiiz:

- Carpets made using felt-based
applique techniques;

- Carpets made using fabric-based
applique techniques;

- Embroidered carpets.

Particular importance is attached to
tuskiiz created in the applique technique.
Formal analysis demonstrates that wall
hangings from Central Kazakhstan are
stylistically and compositionally close to
felt floor coverings (syrmaq), in which
ornamental patterns are constructed on the
principle of positive and negative symmetry.

In certain examples (fig.1), one observes
densely filled ornamental fields,strict



bilateral symmetry, monumentality of
scale, and a restrained color palette, which
together give the carpet a distinctive
decorative expressiveness.

A notable technological feature is
the applique method of production: an
ornamental composition of contrasting
material — differing in texture and color-is
applied onto a neutral cotton background.
The elements are secured with corder
thread or braid, which not only reinforces
the structure but also provides visual
completeness to the piece.

Figure 1. Tuskiiz (appliqué on fabric base), 1960.
141 x 178 cm. Rakhia Zhumabaeva. Central
Kazakhstan, Karaganda Region, Myrzhyk village.

The compositions of tuskiiz were
constructed in such a way that the carpet
was perceived as a unified decorative
canvas. The richness of natural materials,
combined with the experimental spirit and
imaginative vision of the craftswomen,
extended beyond the use of customary
resources in the making of trditional wall
hangings. Artisans engaged in a continual
search for original solutions, both in
the aesthetic design of the tuskiiz and
in its technical execution. As decorative
elements, wild animal hides, horse manes,
and other natural materials could be
incorporated, underscoring the owner’s
social status and enhancing the symbolic
significance of the object.

In contemporary versions, felt is often
employed as the base material, while
preserving the same design principles
(fig.2). It should be noted, however, that
among nomads, felt was traditionally the

Figure 2. Tuskiiz (appliqué on felt base), 1960. 141 x
168 cm. Rakhia Zhumabaeva. Central Kazakhstan,
Karaganda Region, Myrzhyk village.

principal material used in the production of
tuskiiz.

The ornamental compositions of
appliqued tuskiiz are not characterized
by great variety, nevertheless, certain
particularly expressive and enduring
patterns can be distinguished. One of the
most popular motifs (fig.3) is a grid-like
structure incorporating a diamond shape
within which the qoshqar muiyiz (ram’s
horn) is placed. This element, extensively
documented in Alkey Margulan’s album
(1987), symbolizes feltiliity, vital energy,
and protection. More than thirty recorded
examples testify to the prevalence and
cultural significance of this composition,
which developed with particular intensity
during the second half of the twentieth
century.

The tuskiiz can be ragarded as a kind
of “textile text”, in which each ornamental
element carries symbolic weight. In Soviet-

—

Figure 3. Tuskiiz (felt, fabric, appliqué), 1982.
Atbasar Museum of History and Local Studies,
Akmola Region. (Field research materials).
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era research, however, the semantics of
the ornamental spiral qoshqar muiyiz was
typically reduced to a single meaning —
the literal image of a ram’s horn. Such

a simplified interpretation reflected the
broader tendency of that period to reduce
the complex symbolic layers of traditional
art to external, formal characteristics.

At the same time, the ram as a symbol of
wealth, fertility, and prosperity remains one
of the most enduring zoomorphic motifs
of Kazakh ornament and continues to hold
significance in popular perception.

Contemporary scholarship places
greater emphasis on the multilayered
symbolic system of nomadic culture, where
ornament is understood not merely as a
decorative element but as a reflection of
spatial orientation, temporal experience,
and kinship identity. Within this framework,
the qoshqar muiyiz motif is interpreted
within a broader symbolic field, connected
to the mythopoetic worldview of the
nomads.

A distinct category of tuskiiz includes
those executed in the technique of chain
stitch embroidery. Ethnographic studies
confirm that chain stitch (biz keste)
was among the most favored and widely
employed techniques in Kazakh traditional
needlework. Striking examples of highly
artistic Kazakh textiles with embroidered
elements elements are generally dated to
the early and mid-twentieth century, wlile
specimens from the late nineteenth century
are extremely rare.

A characteristic feature of embroidered
carpets is the construction of ornament
according to a U- shaped principle,
whereby decorative elements are arranges
along three sides of the piece. In the
classification proposed by M. Mukanov
(1979), several compositional solutions are
distinguished:

1. The ornament decorates only the
border, while the central field is made of
variegated fabric and differs from it in color;

2. The central field and border are made
of fabrics of different colors, but both are
covered with continuous ornamentation;

3. The ornamental composition consists
of nested U-shaped patterned bands
applied to a solid-colored ground;

4. The central field and the border
contain independent motifs that differ in
design (fig.4);

5. The central field is decorated with
alternating patterned bands, while the full
richness of ornamentation is concentrated
in the border designs.

Figure 4. Folk artisan, 1960. Carpet from the
private collection of S. Bashirov (photo by the
author).

A distinctive feature of embroidered
carpets is their unfinished lower
edge. Scholars have proposed several
explanations for this phenomenon. From
a practical perspective, the tuskiiz was
traditionally used as a wall hanging, with
its lower portion typically concealed by
furniture. In such circumstances, additional
finishing was unnecessary, as it did not
affect the overall aesthetic perception.
Moreover, within the constraints of
nomadic life, where resources were
limited, finishing the lower edge would
have requiredextra materials and labor,
which could be considered an unjustified
expenditure. Such an understanding of
functionallity and rationality in the design of
domestic objects alignedwith the aesthetic
and ideological frameworks of the Soviet
period, which emphasized practicality and
the character of folk art.

At the same time, a deeper,
mythological explanation also exists. In
the traditional worldview of the Kazakhs



and other nomadic peoples, the cosmos
was perceived as an integrated structure in
which the earthly and celestial realms were
intimately connected. The sky symbolized
the higher, spiritual dimension, while the
earth embodied the material world. The
unfinished lower edge of the tuskiiz could
thus be understood as a material reflection
of this cosmological concept, emphasizing
the sacred bond between the two spheres of
existence.

In the everyday life of the Kazakhs,
the carpet functioned not only as a
utilitarian object but also as a symbolic
mediator between the earthly and celestial
worlds. Its upper part fulfilled protective
and decorative functions, whereas the
unfinished lower edge retained the meaning
of a liminal space through which, according
to mythological belief, divine blessings
were transmitted from the heavens. It was
thought that through this edge forces of
goodness, light, and purity descended into
the human world. The unprocessed border
of the carpet, therefore, created an opening
or channel that allowed these forces to
enter the dwelling, filling it with prosperity
and harmony.

Thus, the mythological interpretation
of this design feature reflects notions of the
interaction between the cosmos and the
earthly realm. It underscores the distinctive
way in which Kazakh culture conceives
its relationship to nature and the spiritual
dimension, where even seemingly marginal
details-such as the unfinished edge of a
carpet-are imbued with profound symbolic
meaning.

The transition to post-Soviet cultural
dynamics opened new possibilities for
artistic self-expression. Within this
context, textile practices have come to
be viewed not only as a form of cultural
heritage but also as a means of rethinking
national identity, historical memory, and
globalization processes. In this way, textile
art asumes the role of a social and cultural
mediator within a rapidly shifting cultural
environment.

Gulnur Mukazhanova: Tactile
Abstraction of Memory

Gulnur Mukazhanova (b.1984) works
with materials traditional to Central
Asia, such as felt and brocade. Her solo
exhibition The Space of Silence at Aspan
Gallery (Almaty, 2021) presented 18
works, including photographs, video, and
paintings, among them the ongoing series
Post- Nomadic Reality (begun in 2016).
These abstract panels, made of hand-
dyed felt and silk, demonstrate a subtle
engagement with memory and tradition.
The series was inspired by traditional
Kazakh wall hangings- tuskiiz.

Mukazhanova retains the compositional
model of the tuskiiz: rectangular fields
of color echo the U- shaped structure of
traditional compositions but lack rigid
contours. Wool fibers overlap and dissolve
into one another, creating soft, watercolor-
like transitions. This dissolution of
boundaries evokes associations with haze,
vision, or immersion in another reality.
The Kazakh word tus itself is multivalent,
signifying both “color” and “dream”,
thereby intensifying the effect of perceptual
ambiguity.

Rather than offering a literal
reconstruction of tradition, the artist
proposes a philosophical metaphor- a
yearning for the lost organicity of nomadic
life within the anxieties of contemporary
identity. The choice of felt is deliberate:
as a tactile material it carries the memory
of nomadic life, introducing physical
sensibility into abstraction and returning
the viewer to an embodied experience.

Visually, Mukazhanova’s works
resonate with the tradition of Abstract
Expressionism (Rothko, Albers). Yet her
“post-nomadic” abstraction is rooted in
a local cultural ground, embedding the
Kazakh cultural code into a universal
artistic language. Post- nomadism in
Mukazhanova’s practice emerges as a
strategy of dialogue between nomadic
memory and the global context of the
contemporary world.
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Each work in the Post- Nomadic
Reality series (fig. 5, 6) eschews decorative
elements: there is no embroidery or
ornament. Whereas the traditional tuskiiz
abounds in ornamental compositions,
varied color palettes, and the use of
multiple materials, Mukazhanova
deliberately refrains from ornament.

She argues that the meanings of many
ornaments have been lost, opting instead
for abstraction. As she notes: “Abstraction
for me is an “empty space” that requires
rethinking through such meditative, dream-
like artistic practice. The basic shape of
such carpets resembles a portal, and it
symbolizes the door to an otherworldly
space, an entry point to the world of
dreams and the space of the unconscious.
Conceptually, this represents how we
unconsciously accept other people’s
cultural values without having truly
understood out own” (97)

Through this strategy, Mukazhanova
critically illuminates the tension between
post- nomadic identity and the sense of
alienation introduced into contemporary
Kazakh life by global information systems
and the media society.

The rejection of ornament in
Mukazhanova’s works is conceptually
aligned with the ideas of the Austrian
architect Adolf Loos articulated in his
essay Ornament and Crime (1908).

Loos understands ornament as a form

of cultural anachronism, arguing that

its disappearance constitutes a sign of

a culture’s spiritual maturity (41). His
assertion that modern ornament has lost
its connection to both the human subject
and the broader order of the world proves
unexpectedly relevant in the context of
Kazakh textile traditions, where ornamental
motifs are frequently employed without an
understanding of their original symbolic
meanings. In this sense, Mukazhanova
does not merely abandon ornament,

rather, she exposes a crisis of its semantic
function, transforming emptiness and
materiality into primary carriers of memory.

Figure 5. Gulnur Mukazhanova “Post Nomadic
Reality” #8, fine merino wool, felted by hand,
140x170 cm., 2016 (photo https://aspangallery.
com/ru/artists/gulnur-mukazhanova)

Figure 6. Gulnur Mukazhanova “Post Nomadic

Reality” #40, fine merino wool, felted by hand,

140x170 c¢m., 2021 (photo https://aspangallery.
com/ru/artists/gulnur—mukazhanova)

In Gulnur Mukazhanova’s work,
the tuskiiz emerges as a metaphor for
“lost heritage”, functioning as a critical
commentary on the current state of cultural
memory. The artist draws attention to the
fact that the original meanings of many
ornamental motifs have been lost, and their
use in design and artistic practice often
occurs without knowledge of their symbolic
content. One of the most widespread
motifs- the qoshgar muiyiz — appears
almost everywhere: in clothing, theatrical
decorations, interior design, household
objects, and even in urban spaces. Such
processes of secondary mythologization and
the mechanical reproduction of traditional



forms ultimately lead to the devaluation of
their original semantics, reducing a rich
symbolic stratum to a mere decorative
cliché.

Fatima Omir: Sacral Irony of Meta-
Tuskiiz.

Fatima Omir (b. 1974) offers a radically
different strategy for reinterpreting the
tuskiiz, positioning it as a dynamic platform
of contemporaneity. In her project Meta-
Tuskiiz (initiated in 2020), the artist retains
the formal elements of the traditional wall
hanging (velvet field, rectangular format),
while radically transforming its semantic
content.

Ornaments of past epochs are replaced
by symbols of today’s anxious reality:
signs of oil, the coronavirus, the dollar,
and political indicators of the global world
(fig.7). “New times- new signs,” Omir
states, formulating the central concept of
her work. The carpet thus becomes a visual
projection of current fears and aspirations,
losing its archaic sacrality while acquiring
new layers of critical reflection.

The first work in the series, Tuskiiz
2020 (1), was exhibited at the April Fools’
competition in Bishkek (Dubovy Park
Gallery). Initially conceived as small-scale
sketches in oil on paper, the composition
was digitized, further developed through
digital painting, and ultimately printed on
fabric.

In traditional Kazakh culture, the
embroidered wall hanging tuskiiz
functioned not merely as a decorative
element of the domestic interior, but as a
carrier of encoded knowledge ornamental
signs imbued with sacral meaning.
Through the study of these motifs, it is
possible to reconstruct the worldview, value
systems, and symbolic orientations of past
generations. However, shifts in historical
epochs inevitably entail the transformation
of cultural codes. Conceptions of desire
and fear evolve, and with them the visual
metaphors through which societies
articulate their collective experiences.
While attempts may be made “revive” a

sacral relationship to ancient ornament,
it is no longer possible to invest these
forms with the same meaning they once
held organically for their original cultural
context. For the artist, this realization
necessitates a different strategy: rather
than reiterating inherited myths, she
seeks to extend the tradition through the
creation of new signs- ones that correspond
to the conditions and sensibilities of the
contemporary moment.

Figure 7. Fatima Omir. Tuskiiz 2020 (1) (Photo
courtesy of the artist).

Another key work, I Look at Dark
Matter, Dark Matter Looks at Me (2025),
was presented in Astana at the group
exhibition Magic All Around (curated
Zhanar Kair). The show explored the role
of magical thinking in everyday life, and
Omir’s interactive textile piece proved to be
an ideal articulation of the theme. Viewers
were invited to make a wish by placing their
own symbol onto the surface of the tuskiiz
and documenting the act on video (figs. 8,
9). Over time, the symbols layered upon
one another, producing a living, stratified
structure of collective memory. Here, Omir
constructs a new form of secular ritual that
combines irony and sincerity- a hallmark of
metamodernist sensibility.

In the aesthetics of metamodernism
(Vermeulen & van der Akker),
textile art occupies a liminal position
between tradition and innovation. It
earnestly engages with heritage while
simultaneously reinterpreting it in the
context of contemporary realities. Omir’s
practice exemplifies this oscillation: her
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textiles operate within the logic of “post-
traditional” art, fluctuating between past
and future, irony and seriousness, the local
and the global.

After audience interaction, Omir’s
work became a palimpsest of meanings:
while cotton wadding pieced with diverse
symbols, inscriptions, and drawings,
contrasted with orange ivy, black velvet,
and the hand-embroidered phrase “MeHn
KapaHFbl MaTepusira KapailMblH; KapaHFbl
marepusi maran kapaiabl” (1 Look at Dark
Matter, Dark Matter Looks at Me).

Thus, Omir’s project reconceptualizes
the tuskiiz as a flexible, open system that
reflects the landscape of contemporary
collective psychology. What is preserved is
not the mechanical reproduction of sacred
images from the past, but the adaptive
logic of tradition itself- a visual system
continuously transformed in dialogue with a
changing world.

Figure 8. Fatima Omir. I Look at Dark Matter, Dark
Matter Looks at Me, 2025.
(Photo courtesy of the artist).

Figure 9. Fatima Omir. [ Look at Dark Matter,
Dark Matter Looks at Me, 2025. After audience
interaction at the exhibition, Astana. (Photo by the
author).

Basic provisions

The analysis of the artistic strategies of
these two contemporary artists highlights
several key patterns in the transformation of
the Kazakh tuskiiz:

- The tuskiiz moves beyond its
ethnographic status to become a field
for contemporary visual and conceptual
practices;

- Two distinct approaches emerge: the
plastic (material and visual) transformation
represented by Gulnur Mukazhanova, and
the semantic (symbolic and conceptual)
reinterpretation by Fatima Omir;

- Both projects demonstrate the
living dynamics of cultural memory, in
which tradition is not preserved as fixed
structure but unfolds as an open system of
reinterpretation.

- Both projects are united by a deliberate
rejection of traditional ornament. In the
post- Nomadic Reality series, Gulnur
Mukazhanova eliminates ornament
entirely, retaining only the structural form
of the tuskiiz, which she physically cuts
apart and reassembles. Fatima Omir, by
contrast, replaces ornamental motifs with
symbols that are immediately legible and
recognizable to contemporary audiences.

Conclusion

At the present stage, the production of
classical tuskiiz is carried out primarily
by Kazakh artisans who have resettled
from Mongolia and China. These bearers
of tradition create tuskiiz according to
canonical models, and their works retain a
distinctly decorative and applied character.
Over the past decade, there has been a
growing interest in textile heritage across
Central Asia. In addition to popular-
scientific posts on social media platforms
such as Instagram, museums and galleries
have increasingly staged textile exhibitions.
Notable examples include the National
Museum of Kazakhstan’s exhibition “Kieli
Kimeshek” by ethno-designer and collector



Sultan Tilek (2024 ), which featured
a runway show of nationally inspired
costumes, a lecture on the symbolism and
ornamentation of traditional clothing, and
a workshop on the wearing of the kimeshek
and its headscarf covering (shylauysh).
In 2025, the exhibition Konenin ornegi
(Patterns of the Past) was held, with a
master class by Bulbul Kapkyzy. That
same year, an international exhibition
Heritage in Stitches showcased Uzbek
sewing and embroidery traditions. At the
Forte Kulanshi Art Space gallery, the group
exhibition Jana Kun (2023) included a
collection of tuskiiz and suzani irom Natalia
Kravet’s collection.

Artists from Central Asia have also
presented their distinctive textile culture
in contemporary interpretations on the
international stage- for instance, in the
exhibition Ornaments, Clouds & Power
(Hong Kong, China) and at the art fair
Parcours/ Bagdar (Paris, France).

Collaborative interdisciplinary research,
seminars, and workshops on textile art
were conducted in Astana and Tashkent
in 2018-2019 within the framework of
an international project led by Dortmund
University (Germany). The Kasteyev
Museum of Art’s regularly published
volumes dedicated to textile heritage, while
the National Museum hosted a conference
with Chinese scholars devoted to the Great
Silk Road.

Collectors such as Serzhan Bashirov,
Berik Alibai, Natalia Krivets also play a
vital role in preserving and popularizing folk
art. Their collections include tuskiiz from
the nineteenth and twentieth centuries,
some of which have been displayed in
exhibitions. These authentic examples of
traditional Kazakh textile art continue to
inspire contemporary artists. The works of
Gulnur Mukazhanova and Fatima Omir
exemplify new ways of envisioning the place
of Kazakh textile within today’s cultural
environment.

Thus, traditional Kazakh art remains
an inexhaustible source for creative inquiry
and reinterpretation, generating new
visions both within digital environments
and in the emerging era of artificial
intelligence. Originally a utilitarian
textile adorned with richly embroidered
ornamental motifs, the tuskiiz has come
to be valued as an ethnographic object
of collection and is frequently displayed
in contemporary interiors, where it
introduces elements of an “ethnic”
aesthetic. By contrast, contemporary
artistic practices shift the focus away
from decorative textuality toward the
conceptual potential of the textile.
Liberated from its immanent aesthetic and
informational functions, textile operates as
an autonomous signifying system, pointing
to a fundamental reconfiguration of the
symbolic order.
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TUSKIIZ IN CONTEMPORARY ARTISTIC PRACTICE: BETWEEN TRADITION AND CONCEPTUAL EXPLORATION

Jlaypa Eckoxuna, )Ka3zupa )Kykenosa

Kyusour Baiiceiiitoa arbiniarbl Kazak yartbik enep ynusepeureri (Acrana, Kasakcran)

KA3IPTI KOPKEMAIK TOXIPUBELET TYCKUI3: A9CTYP MEH KOHLLENTYANAbIK
IBAEHICTIH TOFbICbIHOA

Anpatna. Makanaga kasak AaCTypAi KineMi — TyCkui3aiH KasakcraHaasbl 3aMaHayn KepkeMaik Taxipube
KOHTeKCiHAeri TpaHchopMaumachl KapacTblpblnaabl. 3epTTeyaiH, ©3eKTiNiri MOCTKEHECTIK Ke3eH4e TOKbIMa
©Hepi TYpNePiHiH XaHa MaHre ne 6onybiMeH 6aNaHbICTbI: STHOrPadUSNbIK XIHE CIHAIK KonaaH6anbl
LIJEH6ep,D,EH LWbIfbIM, MeAeHU Xaa NeH CblHU perJ'IEKCVIﬂHbIH, MeanyMblHa aVIHaﬂ,ﬂ,bl. 3THOrpa¢)M$|ﬂblK,
YXBHE eHepTaHbIMAbIK eHbeKTep 60MFaHbIHA KapaMacTaH, TYCKMi3AiH, KOHLENTyanabl KOpPKeM Kypan
peTiHAeri aneyeTi XeTKinikTi Aapexene 3epaeneHbereH, 6y 3epTTeyaiH FblibIMU XaHANbIFbIH
AVKbIHAANObI.

JKyMbIcTbIH, MakcaTbl Ka3akCcTaHaarbl 3aMaHayn KepKeMaik Taxipmube ascbiHAa TYCKMi3ai KanTa
naibiMaay cTpaTerMsanapbiH Tanaay 60bin Tabbiiafbl. 3epTTey MiHAETTEpiHe TYCKMI3ai Kewneni
MaTepuangblk MoAEeHUETTIH PeHOMEHI peTiHae KapacTbipy, COHAAN-aK, A3CTYPi OH-6pHEKTEPAIH,
CEMaHTUKANbIK XXSHEe CMMBOABIK TpaHCHOpMaLManapblH aHbIKTay Kipeai. [ynHyp MykaxaHoBa MeH
@daTtnma OMippaiH xobanapbl MblCanbiHAA TOKbIMA BHEPI apKblbl M3AEHM Xaabl MeH biperennikTi
nanbiMaayabIH TypAi cTpaternanapbl capanaHagbl. [actypni dopmanapabiH, )kahaHaaHy, NOCTKEHECTiK
GipereinikTep XaHe MeTaMOLEPHUCTIK AYHUETAHbIM blKNabIMEH XY3€ere acaTblH BU3yanablK api
Ma3MyH/AbIK TpaHChOopMaLumsanapbl 3eptrenesi. 3aMaHaym eHepaeri cakpanablk XXaHe CUMBONAbIK,
KOATapAbIH e3repyiHe epeklue Ha3ap ayaapbinagbl.

Kinm ce3dep: TyCKMi3, TOKbIMA A3CTYPI, Ka3aK 3aMaHayu eHepi, MaAEeHM xaa, biperennik,
MeTaMOoLepHNU3M

Aaiiekce3 ywiH: EckoxunHa, JlTaypa xaHe Xasunpa XykeHosa «Kasipri kepkemaik Taxipubeneri
TYCKMi3: A3CTYP MEH KOHLeNTyanablK i34eHICTiH ToFbiCbiHAay. Central Asian Journal of Art Studies, 1.10,
N24,2025,269-284 6.,DO0I: 10.47940/cajas.v10i4.1106

Anreic: AsTopnap «Central Asian Journal of Art Studies» >KypHanbiHblH, peAakTopaapbiHa MakanaHbl
bacnafa faliblHAAyFa KOMEKTECKEHI YLUiH )XaHe aHOHMMAI peLeH3eHTTepre 3epTTeyre Ha3ap ayaapbin,
KbI3bIFYLUbINbIK TAHbITKAHbI YLLiH anfbiCbiH Gingipeai.

Asmopnap konwaszbaHsiH COHFbI HYCKACbIH OKbIN, MAaKy10aobl JaHe Myddenep KaliublibiFbl HOK
exeHoieiH ManiMOeloi.



TUSKIIZ IN CONTEMPORARY ARTISTIC PRACTICE: BETWEEN TRADITION AND CONCEPTUAL EXPLORATION

Jlaypa Eckoxuna, )Kasupa )KykeHosa

Kasaxckuit HalmoHabHbIA yHIBepenTeT nekyeets umenn Kyasiun Baiicentosoii (Acrana, Kasaxcran)

T¥CKWI3 B COBPEMEHHOW XYAOXECTBEHHOW MPAKTUKE: MEXAY TPALULLUEN U
KOHLENTYAJIbHbIM NONCKOM

AHHoTaums. B ctatbe nccneayeTcs npouecc TpaHchopMaLmm Ka3zaxckoro TpPaAMLMOHHOIO HACTEHHOTO
KOBpa TYCKMi3 B KOHTEKCTE COBPEMEHHOM XYA0XECTBEHHOM MpakTMKK KasaxcraHa. AKTyanbHOCTb
nccnenoBaHuna 0bycnoBieHa TeM, YTO B MOCTCOBETCKMIM NMepuoa TeKCTUIbHble GOpMbl NpuobpeTatoT
HOBOE 3Ha4YeHMWEe: OHU BbIXOAAT 3a Npenesbl STHOrpaduyYeckoro U LeKOpaTUBHO-MPUKIALHOIO
BMOEHWS, CTAHOBACb MeAMYMOM KyNbTYPHOM MaMSATU U KPUTUMYECKOM pednekcnn. HecMoTps Ha

Hanunune aTHorpaduUYecknx U UCKyCCTBOBEAYECKMX paboT, NOTEHLIMAN TYCKMI3 KaK KOHLLeNnTyasbHOro
XYA,0XXECTBEHHOIO MHCTPYMEHTA OCTAETCSA HEAOCTAaTOYHO U3YYEHHbBIM, YTO U OMPELENaeT Hay4HYIo
HOBW3HY UCCnenoBaHus. Llesbto paboTbl SBASETCS aHANU3 CTpATErnii MepeoCMbICIEHUS TYCKUI3

B COBPEMEHHOW XyLOXECTBEHHOM npakTuke KasaxcraHa. B 3apaum nccnenoBaHms BXOAMUT:
paccMOTpeHMe TYCKMi3 Kak eHOMeHa KOYeBOM MaTepuanbHOW Ky/bTypbl U BbISIBIEHWE CEMAaHTUYECKMX
M CUMBOIMYECKMX TPAHCHOPMALLMI TPAAULMOHHBIX MOTUBOB. Ha npumepe npoekToB [ynbHyp
MykakaHoBoi 1 ®atnMbl OMUP aHaNU3UPYIOTCS Pa3fIMYHbIE CTPATErMU OCMbICIEHWS KYNIbTYPHOM NamsaTu
M MOEHTUYHOCTM Yepe3 TEKCTUIBHOE UCKYCCTBO. MccnenytoTcs Kak BU3yanbHble, Tak U COAepKaTeNbHble
npeo6pa3oBaHns TPALULMOHHbIX HOPM, MpoMCXoAsLLMe MO BASHUEM rNobanun3aLmm, NoCTCOBETCKMX
MOEHTUYHOCTEN U METAaMOLEPHUCTCKOro M1poBo33peHns. Ocoboe BHMMaHMeE yaeneHo U3MEHEHMIO
CaKpasbHbIX U CUMBOIMYECKMX KOLLOB B aKTya/IbHOM UCKYCCTBE.

Knioyesbie cnoea: TyCKui3, TEKCTUIbHAS TPAAMLMS, KA3aXCKOe COBPEMEHHOE UCKYCCTBO, KY/IbTypHas
naMAaTb, MAEHTUYHOCTb, METAMOAEPHU3M.

Ans yumuposaHus: EckoxuHa, Jlaypa, n XXasupa XXykeHoBa. «TyCKM1i3 B COBPEMEHHOM
XYLO0XECTBEHHOW NPaKTUKe: Mex Ay TpaauLmen n KoHLenTyanbHbiM nouckomy». Central Asian Journal of
Art Studies, .10, N24, 2025, c. 269-284, DOI: 10.47940/cajas.v10i4.1106

bnazodapHocmu: ABTOpbI BbipaxatoT 6narogapHocTtb peaakummn «Central Asian Journal of Art
Studies» 3a NnoMoLlb B NOArOTOBKE CTATbU K ny6m4|<au,mm, d TaKXX€ aHOHMMHbIM peLeH3eHTaM 3a
BHMMaHUWE U UHTEPEC K UCCNeL0BaHMIO.

Asmopbl npoyumanu u 0006puu OKOHYamMesbHelli 8aPUAHM pyKonucu U 3ase/sm 06 omcymcmauu
KOHGIUKMa UHMepecos.
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KASAKCTAHIAF bl
XOPEOI'PA®USAJIBIK BIJIIM
BEPYIEI'T KALUbIKTbIKTAH
OKbITY1blH
[NEJATINOT'MKAJIbIK
ACIIEKTIJIEPI MEH JAMY
MYMKIHOIKTEPI

ART PEDAGOGY ‘

Bamxau Tney6aesa', Cepanni Tieyoaes?

2M.9ye30B artbinarsl OHrycrik Kasakcrat yHusepenreTi
(Kaszakcran, HIbiMkenT)

Anpartna. J/lokgayH KoFamMAblK MaMaHIbIK MeNepiH KaCibu KbI3MEeTTi yMbIMAACTbIPYAbIH, XXaHE cananbl
KbI3MET KepCeTYAiH )XaHa TCiNAepiH KarTa kapacTbipyFa Maxobyp eTTi. byn yaepic 6inim 6epy >xxyieciHe,
COHbIH, ilWiHAEe epeKLue TananTap KOMbINATbIH WblFapMallblblk, OaFbiTTapFa Aa eneyni acepiH TUrisgi.
ATan anTKaHAa, Kacibu xopeorpaduanblk AaFablNapabl OHNANMH GOpMaTTa MEHTepyAiH KYpAeniniri e3ekTi
Macenere arHanabl. 3epTTeyne aneMaik Taxipubere HerisgenreH KeleHAi XXaHe CanblCTbipMarbl Tanaay
adicmepi, COHAAN-aK Xannbl NeAarorMka FblUlbIMbIHbIH, KAa3ipri XeTiCTiKTepiHe CyMeHreH afiCHaManbIK,
Tacinaep konaaHbiapbl. CanbiCTbipMansl Tangay NnaHAeMuUs XarnarbiHaa xopeorpadus dakynbTeTTepiHiH,
»aHa 6inimM 6epy TananTtapbiHa beiiMaeny epekiwenikTepiH ankbiHAAyFa MyMKiHA K 6epai, an
KYPbINIbIMAbIK-CEMAHTUKANbIK, SAiC ©3repreH araannapra cai MHHOBALMSIbIK OKbITY TACINAEPiH
Herizgeyre GafbITTanmbl. 3epTTeY Homuenepi OKbITy YAEPICiH YMbIMAACTbIPY MOPManapbiH XeTinaipy,
6inimM anywbinapaplH, TyFaNbIK dMeyeTiH AaMbITy XXaHe xopeorpadusanbik 6iniM 6epy canacbiHaa
KALUbIKTBIKTAH OKbITY TEXHONOTUSNAPbIH EHTi3y MacenenepiH Tanaayra apHanabl. 3epTTey ascbiHAa
Ka3aKCTaHAbIK Xopeorpadusnblk, 6inim bepy XyheciHiH epeKlueniktepi aHbIKTabin, UHHOBALMSbIK,
TEXHONOrMANApAbl AaMbITy 6aFbITTapbl YCbIHbLIALI. COHbIMEH KaTap, KOFapbl OKY OpbIHAAPbIHAA
naHAeMus XarnarbiHa berimaeny, apanac XaHe KalbIKTbIKTaH OKpITY OpManapblH eHri3y Tacinaepi
avikbIHAANAbl. 3epTTey HaTUMXKeNepi NPaKTUKanbIK, MaHbi3Fa Me 60sbin, )XoFapbl Xopeorpadusanbik 6iniM
6epyneri ©3ekTi Macenenepai wewyre 6arbITTaNFaH.
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Tyiiin ce30ep: eHep, xopeorpadus, KALbIKTbIKTaH 6iniM 6epy, oKy npoLeci, MUHHOBALMSbIK,

TeXHonoruanap.

Aaliexces ywin: banxaH, Tneybaesa, xaHe Cepanbl Tneybaes. ‘KazakcraHaarbl Xopeorpaduanbik,
6inimM 6epyneri KalbIKTbIKTaH OKbITYAbIH Neaarormkanbik acrnekTinepi MeH gamy MymkiHaiktepi”. Central
Asian Journal of Art Studies, Vol. 10, No. 4, 2025, 285-305 6. DOI: 10.47940/cajas.v10i4.1138

Asmopnap KO/IHA30aHbIH COHFbI HYCKACbIH 0KbIN, MAKY/10a0bl #He MVOOEHEP KAKMblfblCbIHbIH YOK

eKeHiH Manimoelioi.

Kipicne

LU pJIaHIbIPY XKOHE dJIeyMeTTiK-
MaJIeHH o3repicTep Oinim 6epy xKykecine
»KaHa Tananrap Kotoza. by ynepicrep
acipece LIblFapMallIbIbIK OarbITTaFbl
MaMaHbIKTapaa alKbIH ce3iJieli, OUTKeHi,
MyHIai cananapaa 6inim 6epy dpopmasapsl
MEH 9JlicTepiHe epeKlle Tajantap
KOFHbLIaJbl. XopeorpahusabiK 6iiM
6epy — COHbIH KapKbIH Mbicajibl. OJ1 TeK
TEOPUSIJIBIK €MeC, COHbIMEH KaTtap »Koraphbl
JieHrefijie pakTHKAJbIK MallbIKTap/ibl
MEHI€PYIi KaxKeT eTe/l.

KaszakcTtaHHbIH yATTHIK OiliM 6epy
JKyHeci Kagipri Tanja canaJjibl MaMaHaap
Jasipaayra OarbITTagnraH, Oy — YATThIK
JKOHE JIeM/IiK MOJICHH MypaHbl cakrarl,
OHBbI 2KaHA OYbIHFA KETKi3Y 2KOJIbIHIAFb
MaHbI3/bl MiHET. Xopeorpadus canachbiHia
0Chbl MaKCaTKa »KeTy YILiH I9CTYpJli OKbITY
TYpJiepi MeH KalIbIKTbIKTaH OKbITY/IbIH,
YHAJIECIMIIJIITIH KAMTaMachl3 €Ty KaxKeT
(Heyang 307). byn — crynentrepuin
JKeKe MYMKIHJIKTepiH eCKepin, 3amaHayu
TEXHOJIOTHAIaP/ibl Naiasana oTbIpbIT,
oJlap/bIH KaciOH 1aMyblHa XKariai »kacayra
MYMKiHAiK Oepei.

Xopeorpadusbik 6iim Gepyeri
KALLUBIKTBIKTaH OKBITY/bl €HTi3y TeK

I < asipri asiemze »xahannany,

MazKOYpJli TYpe eMec, COHbIMEH KaTap
OKBITY CanachblH apTThIpy/blH Oajama TeTiri
peTtinze KapacTbipbliazisl. bys opmar
XopeorpagusiibIK MoHAEP/iH TEOPHUSIIBIK
Ma3MYHbIH MEHIepyre, 03iHiK XKyMbICTap
MeH 1lIbIFapMallblIbIK K0Oaiapibl OHJIaKiH
peKHMJIe OpbIHAYFa »KaF1ak »Kacaribl.
Ochnl opaiina, Kasakcrannarbl xopeorpadusi
OarbIThIHIAFb] 2KOFAPbI OKY OPbIHAAPbIHBIH,
KALUBIKTBIKTAH OKBITY TOXKipHOeCiH 3epTTey
— OyriHri 6ij1iM 6epy »KyHeciHiH MaHbI3/IbI
MiHIeTTepiHiH Oipi OOJIBIN TaObLIAIb.
COVID-19 nannemusicel asikTasnraHbiHa
KapamacTaH, KallbIKTbIKTaH OKbITY
Macedieci Oiim Oepy KyHeCiHiH FbIIbIMH
KYH TOpTiOGiHEH TOJBIKTAH HILIKKAH
oK. KepiciHie, nanaemus KeseHinjae
YKUHAKTaJIFaH ToxKipuOe KallbIKThIKTaH
»KoHe apaJiac OKbITy popmasapbiH
CbIHM TYPFblJIa KalTa KapacTbipyra,
OJIapAbIH MeArOruKaJIbIK dJ1eyeTi MeH
LIEKTeYJIePiH FBIIBIMHU HeTizae Oarajayra
MYMKiHaiK 6epai. Ochbl TYprblIaH ajranuia,
«Kasakcrannarbl Xopeorpahusiibik
Oinim Gepyieri KallbIKThIKTaH OKbITY/IbIH,
NeIaroruKasblK acleKTijiepi MeH 1amy
MYMKIHIIKTepi» TaKbIpbIObl Ka3ipri Ke3eHue
JIe ©3€KTIJrH CaKTal OThIP.
Xopeorpadusbik Ginim 6epy
ToxKipubeci Heri3iHeH NMPaKTHKAJIbIK
CHIaTKa Ue OOJIFAHBIMEH, COHFbI 2KbL/IIAPBI



HIeTeJLiK 2KoHe OTaH/bIK TaxKipuoe
KALLBIKTBIKTAH OKBITY 9JIEMEHTTEPiHiH,
TEOPHUSJIbIK JAUbIHABIKTbI KYLIEHTY,
KO3FaJIbICThI TaNay JarablIapblH
JIaMbITy, OeilHeTas1ay MeH LU PIIbIK
pediieKCHsIHbI KAJIbINTACThIPy CHSKTHI
OipkaTap neiarorukaJjblK MiHAETTE P
THIMZI LIelyre MyMKiHiK OepeTiHiH
KOpCeTTi. byJsl KalIbIKTBIKTaH OKbITY/1bI
Heriari hopma peTinie emec, I9CTypJi
OKBITY/Ibl TOJIBIKTBIPATBIH M1earoruKalbik
pecypc peTiHie KapacTblpy KAXKeTTiriH aJira
TapTabl.

ConbIMeH KaTtap, udpJanabipy
yaepiciHiH xenenzeyi, 6inim Gepy
KEeHiCTiriHiH »KahaHnnaHybl, XaJablKapaJibiK
aKaJIeMHSJIBIK YTKbBIPJILIKTBIH, aPTYbI 2KoHEe
oMip 60ibl 6isliM aJ1y TYKbIPbIMIAMACHIHbBIH
KeHeloi xopeorpausiiibik Gisim Gepy
JKyHeciHie UKeM/Ii OKBITY MOJIeJIbIePiH
eHrizyai Tanan etei. KaublKTbiKTan
OKDBITY 3JIEMEHTTepi LWaJsrail eHipJepaeri
OisiM anyblIap yuiH KOJKeTiMITIKTi
apTThIpyFa, Kaciou OUTIKTINIKTI KeTinipy
KypCTapblH YUBIMAACTBIPYFa, COHAAMN-
aK XaJslblKapaJiblK TaxKipube ajamacybl
JIAMBITYFA 2KAFIAN 2KacaKbl.

Ocbiran GamJIaHbICThI Ka3ipri KeeHe
KallILIKTBIKTAH OKBITY/IbIH XOPeoTrpadHsiibIK
6inim Gepyeri nefarorukasblk
acCIeKTiJIepiH FhlJILIMU TYPFblIA 3epeJiey,
OHBIH, THIM/Li KOJIIAHY LLIEKTePiH
AUKbIHAY 2KOHE NAMY MYMKiHAIKTEPiH
aHBIKTAy 63€KTi FBIIBIMUA MaceJie OOJIbIM
Tabblanbl. bys seprrey nannemus
ToxKipubeciH »kall FaHa cunaTTayMmeH
HIeKTeJIMeH, OHbl OoJlalliakTarsl Oisim Oepy
CTpaTerusapblH KeTiaipyre OarbITTa raH
FBL/JIbIMU - IPAKTUKAJIBIK HETi3 peTiHjie
KapacTbIPybIMEH KYH/IbI.

Makanana KalbIKTbIKTaH GisiM 6epyre
KATBICTBI OTAH/BIK KoHE LIETEJ//IK FbIJIbIMH
eHOeKTepre TaJjay KacaJraHbIMEH,

Kazipri keaenjie OyJ1 opMaTThl JaMbITY/IbIH,
KAXKETTIJIir apHakibl Heri3aeyi tanan
eteni. bipinuineH, nanaemusiian

KeHiHri 6is1iM 6epy KeHICTiri TypaKThl

TYpJie e3repin, ukemji api 6eiimaesriii
OKBITY MOJICJIBJIEPIH €HIi3y/i MiHACTTE/L.

Exininen, undpaanapipy yaepicinin
JKeleqaeyi MeH OisliM asylbliap/blH KeKe
OKY TPaeKTOPHUSIChIHA JIereH CYyPaHbICThIH,
APTYBI KALIBIKTBIKTAH yKoHe apaJac

OKBITY TYPJIEPiH LIbIFAPMAILbIIBIK GiJliM
Oepy cajiacblHa XKyHeJi Typ/ie eHri3y/liH
O3€eKTIJIrH alKbIHaanabl. YIIiHIIieH,
OHIPJIiK 2KOFapbl OKY OPbIHAAPbI YLIiH
KAUIBIKTBIKTAH OKBITY FreorpagusiibIK,
MaTEePUAJIIBIK ?KOHE KaAPJIbIK LIEKTEYJIe P
eHCEPYiH THIMAI KypaJibl 60J1a anajpl.

Xopeorpadusiibik 6isiM Gepy canachbitia
KAILLIBIKTBIKTaH OKBITY/Ibl AAMBITY I9CTYPJIi
MPAKTHKAJIBIK JaFbIHIBIKTbI TOJIBIK
aJIMacThIpy/lbl €MeC, OHbl 3aMaHayH
UG PJIBIK TEXHONOTHSAIAP aPKbLIbI
TOJIBIKTBIPY/IbI Ke3/eyi Thic. by 6arbiTTa
TEOPUSIIBIK MAHEP/ OHJIalH opmaTtTa
OKBITY, KO3FaJIbIC TEXHUKACHIH TaJ1ayFa
apHaJsiraH 6eiiHeMaTepHaJlapMeH KYMbIC,
BUPTYyaJIibl lieGepiik cabaKTapbl, HUPPIIbLIK
Kepi OalyIaHbIC KypaJIapblH KOJIIaHy XKoHe
OKBITYLIbLIAP/bIH, LU PJILIK Ky3bIPETTIJIiriH
APTTHIPY CEKIJII KOMAAP THIMI] OOJIbIT
tabblianbl. Ochblakia, KalbIKThIKTaH
OKBITY/Ibl JaMBITY MaceJleci yakpITLIa wapa
petinjie emec, xopeorpadusiiibik Gisim
OepyniH canacblH apTThIpyra OarbITTa/IFaH
Y3aK Mep3iMJli CTpaTerusiyibIK 6aFbIT peTiHje
FBLJIbIMHU 3€PTTEY/L KAXKET eTelli.

Kenreren ennepne COVID-19
MaHAEMUACbIHAH KeHiH KalIbIKTbIKTaH
OKBITY TOJIbIKTAl TOKTATbIJIFAH »KOK,
KepiciHIiie, 0J1 I9CTYPJIi XopeorpadusiibiK
6is1im Oepy/li TOJNBIKTBIPATbIH TYPaKTh
neJarorukasblk KypaJs peTinje
KapacTbIPbLIyaa.

Aran avitkanna, AKIL, Yaei6puranus,
Omnryctik Kopest, Peceii »xone Eyponanbin
6ipkaTap eJiaepinie xopeorpadusbiK
6isim Oepy GarnapaamManapbiHa
oHJakH-natgopmaap, 6eiiHeranay
TEXHOJIOTHSIIAPbI, TUPPJBIK TOPTHOTHO
JKoHE KallIbIKThIKTaH Kepi 6aijiaHbic 6epy
anicrepi eHrisinye. bys toxipubesep
TEOPHUSNBIK JaHbIHABIKThI KYLIEHTYTE,
KO3FaJIbICThI TaJiay KabiJleTiH JaMbITyFa
JKOHE CTYIEHTTeP/IH 03iH/iK OKY
JKayarnkepLiJIirin apTTbipyra bIKIaJ eTel.
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[IIeTesiik »KOFapbl OKYy OpbIHIAPbI MEH
Kociou 61 MekTenTepinae choreography
analysis »xoHe movement studies
TOHEpiHiH OHJIAlH (hOpMATTa OKBITHIIYbI,
OpBIH/IAY TEXHUKACBIH OeiHexKa36a apKbl/bl
OaraJjiay, Xa/JblKapaJblK MaMaH1ap/ibliH
KATbICYbIMEH KAlLbIKTBIKTaH LeOepJliK
cabaKrapblH 0TKi3y, CoHal-aK UMPJIbIK
APXUBTEP MEH OHJIANH KiTalXaHaJapbl
NalfaNany KeHiHeH KOJIIAHbIC TalKaH.

Ochbl ToxipuGeaepi calbICThIPMAaJIbI -
NelaroruKanbiK TYPFbIIA 3epaesey
Kasakcrannarsl xopeorpagusiibiK
Oisim Gepy »KyHeCiH »KeTiJLi py/LiH KaHa
OarbITTapblH alKbIHAAYFa MYMKiHJIIK
6epeni. XasbikapasbiK ToKipube
KOPCETKEH/IeH, KaLUBbIKTBIKTaH OKbITY
xopeorpadusiia Herisri hoopma peTinjie
emec, I9CTYpJli PaKTHKAJbIK cabaKTap/ibl
TOJIBIKTbIPATBIH THIMJL [e/1aroruKaJibIK
pecypc peTiHie HOTHKEJI KOJIAHbLIAbI.
ocipece TEOPUSIBIK MOHEP]L OKBITY,
KO3FaJlblCThl aHAJIMTHKAJIBIK TYPFbIA
Taaaay, GefinemaTepuaJsiap apKplibl
pedhieKcHst XKYPridy 2KoHe CTYAEHTTEeP/IiH,
03iHJ1iK KYMbIChIH YHBIMIACTBIPY/IA OHbIH
[1e1aroruKaJIblK dJ1eyeTi 2KOraphbl €KeHi
JIoJIeJIICHTeH.

XopeorpadusisiblK OKY OpbIHIapbIHbIH
Heriari muccusicel — Kasakcran KoraMblIHbIH
pyXaHH-3CTeTHKAJIBIK JaMybIH KAMTaMachl3
eTeTiH XopeorpausiibiK oHep MeH
MOJIEHHET CaJIaCblHJAFbI KOFapbl Oi/iKTi
MaMaHaapabl Aasipaay 60JbIn Tabblaajpl.
Byrinri Tanna xopeorpaHsabK OKy
OPbIHIAPBIHBIH 2KETICTIKTEePi peTiHae —
eqimizne xoHe Opranbik A3us ailmarbiHia
CypaHbICKa He XopeorpadusIbiK eHep
caJlacbIH/Iarbl KAciOW MamMaHap/ibl
JasipJalTbiH Oiperedl KenaeHrei 6itim
Oepy »KyHeci MEH FbIJIBIMH - LIbIFapMaLLbIJIbIK
OpTaJIbIKTap/IbIH, KYyPbLIybIH aTayFa 60J1ajibl.
CoHbIMeH KaTtap, xopeorpadusbik 6ilim
Oepy/in 6acTbl MiHIETTEPi — YIATTHIK
KajipJap/pl ap eHipje TopOuesiell OTbIpbI,
KaszakcTaHHbIH MOJIEHHETI MEH OHEepPiH
JIAMBITY MAaKCaTbIH/IA ilLIKi HAPBIKKA
apHaJIFaH yJTTBIK JaspJay KyHeciH
MHHOBALUSJIBIK TEXHOJIOTHSIJIAPMEH JAMBITY
JKoHe OallblTy 60JbIN KaJa 6epeii.

Ochl xkarnaiinapaa xopeorpapusiibik
6isim 6epy yAbIMAAPBIHBIH KYHABIJIBIKTBIK,
KOHTeKCi KeJsieci 6arbITTap/pl Oipikripesi:

— JKaHa XxopeorpadusbiK MEKTe
JKaF1albIHIA 9JIeMIIK KJIaCCHKaJbIK OaJjieT
MypacbiH GipikTipy;

— Kasak XaJIbIK OMiH YJITTBIK MOJICHHET
TMeH Ka3aK KOFaMbIHBIH YJITTBIK OaH/IbIFbl
peTiHje caKTay »KoHe AaMbITY;

— XopeorpagHsiyibiK 6Hep calachblHIaFbl
LIbIFAPMAaLLbIJIBIK KETICTIKTE P/ eJ1 illiHie
JKOHE dJIeM/IiK KaybIMIACThIKTa TaHbIMaJl
eTy;

— »kahaHzbIK as1eM/e Kazak
MOJIeHUETIHIH Hipereiirin aiKblHIAUTbIH
VATTBIK MJICHH MypaFa 6acbIMIbIK Oepy;

— eJIAeri MOJICHU 9PTYPJIiJIIK [TeH OHbIH,
pyXaHH-3CTeTHKAJIbIK dJleyeTiHe KypMeTIeH
Kapay, KenstHocTbl KazakcTaHHbIH
MICHHETI MEH J9CTYPJIEPiH KOJIAAY KoHe
JIAMBITY;

— WbIFapMaLUblIbIK TYJFAHbIH € PKiHAir
MeH MaJICHH KoHe TYJIFaJIblK 63iH-63i
6i1ipy opmasiapbIHbIH 9p alyaH/bIFbI;

— MOJICHHET IE€H 6HEP/I MEMJICKETTIH,
9JIEYMETTIK- 9KOHOMHKAJIBIK 1aMYbIHbIH,
KO3Fayllibl KYLi 9pi MaHbI3/lbl PeCypChl
peTiHze Tany;

— »kaHa 6isim Gepy pecypcTapsl,
3aMaHayu MOJIEHH KJacTepJiep, OKbITY
MEH KazpJap AaspJ/ayiblH 03bIK
TEXHOJIOTUsJIapbl Heri3iHe CepikTeCTik
OpHarTy.

Byrinri Tanna Kazakcranpik
xopeorpadusiiibik 6iim Gepyiin,
CTpaTerusiJibiKk MakcaTTapbl MblHaJap/ibl
KAMTHJBIL: 2Kambl Oi/iM O6epy »KyHeCiHiH,
»KahaHbIK 1amy ypjicrepiHe cofikec
KOrjleHreii XopeorpadusiyibiK OKbITY
MOJIEJTiH JKETIJIIpY, XopeorpadusiibiK oHep
caJsiacbl OOMbIHILIA KazapJap AaspJiayiablH
HapJblK HarbITTapbl OOMbIHIIA KOFAPI
6iTiKTi mpodeccop-OKbITYIIbIIAP KypaMbIH
KaJbINTACThIPY, KaciOu OiniM, OiJIiK KoHe
Jarbl1ap/bl xKydesiey, XKUHaKTay 2KoHe
TapaTyFa OarbITTaJFaH PeCIyOJIUKAJBbIK
FBIJIBIMH -9/liCTEMEJIiK OPTaJIbIKTap/bl
JIAMbITY, COHJAM-aK, GiJliM aJyllibliap/biH
LIBIFAPMALIBLIBIK 2KOHE TYJIFAJIBIK 9JIeyeTiH



iCKe acbIpyra »Kariai 2Kacay »KoHe
OHBI XaJIblKapaJiblK MOJICHH KEeHICTIKKe
inrepinery.

[IbirapMalblIbIK XKOFAPbl OKY
OPbIHAAPBIHBIH »KOHE YKEKeJIereH eHep
(hakyJibTeTTEPiHiH MaHbI3/Ibl MiHIETTEPiHE
Bouion neknapaiuusicbl KaruaaTTrapbii
JKy3ere acblpy HerisiHie XasblKapaJblK
JK9HE VJITTBIK CTaHAapTTapra cai
OoJty, 6iJliM Oepy, FBIJIBIM KoHe 6Hepi
UHTerpauusay apKbliibl TYJIEKTEPIiH,
KasakcTaHHbIH WbIFapMalllblIbIK,
9JIUTACHIHBIH €J1 ilIiH/e XKOHE OJIaH ThIC
KepJiepjie 6acekere KaOineTTisirin
APTThIPyFa bIKIaJ €TeTiH THIMII MOJIeJIb
KYpY 2KaTaJbl.

3epTTeyse KapacTbIpbl/bil OTbIPFaH
KallLIKTBIKTaH OKbITY (popMaThl Kazipri
Tan1a xopeorpadusblk 6ilimM 6epy
caJlacbIH/AFbI Me/laroruKaJblK MiHACTTe P/
LIELLY/IiH 63€KTi 9pi KOJaNJ/1bl 2KOJAAPbIHbIH
6ipi 6oJIbIN OTHIP. ByJl TYKbIpbIMFA 2KaJITIbI
NaHIeMHs KapaiblHIa XopeorpadusiibIK
6isim Gepy KeTiCTIKTepiH cakTay KoHe
JIAMBITY KaXKeTTiJiri ceben 6oaapl. 3epTrey
HoTHKesiepi M.Oye30B aTbiniarbl OHTYCTIK
KazakcTtan MeMJIeKeTTiK yHUBEPCUTETIHIH,
xopeorpadus GpaxyabTeTiHiH OThI3
JKBIIIBIK TTe1aroruKadblK ToxKipubeci MeH
xopeorpadusisibiK oHep canachl 60fbIHILIA
KaapJap 1aspJaanTbiH KeTeKIi XKoHe
alMaKTBIK »KOFapbl OKY OpbIHAAPbIMEH
ThIFbI3 bIHTBIMAKTACTbLIKKA HEri3/e/reH.

oaictep

KalblKTeiKTaH OKbITY (hopMasiapbiH
JIAMBITY/IbIH, ©3€KTiJliri OyriHe aJieMHiH
6apabik KOO-na 6encenai Typae
geprrenyie. byn 6inim Gepy xkyheci
Eypona men AKILI-Ta eTKeH FachbipiibiH,
70-Kbl1apbIHbIH 6aChIHA-aK KapKbIH/IbI
TYpZe Jamu GacraraH.

TMJI ennepinin 6inim 6epy xKyllecine
yKacaJiraH Tajjay HoTHxKecinje OypbIHTbI
ojlaKTac pecryOsnKasapia, COHbIH,
iminge Kasakcranga ga KallbIKThIKTaH
OKBITY OTKeH FacbIp/ibiH 90-2Kbl11apbl
naiiza 60Jranbl aHbIKTaIbl. 1997 XKbLibl

JIYHHEIKY3IJTiK FBIJBIMU KaybIMIACTBIK
KaLIBIKTBIKTAH OisliM Oepy caslacbiHia
9KCIepUMEHT Kypri3ii. bys Taxipubere
9JIEMHIH MeMJIEKETTIK »KoHe KeKeMeHLIiK
6isim Oepy yHbIMAApbI KATHICTHI.
2000-bliapabiH 6acbiHla KALIbIKThIKTAH
OKBITY TEXHOJIOTHAJIAPbI PECMH TYpJIe
MOHBIHAAJIBIT, aJIbIMEH TeXHUKAJIBIK

JK9HE SKOHOMMKAJIbIK OarbITTarbl KeTeKIi
JKOFapbl OKY OPbIHIAPLIHAA, KeHiHIpeK
TYMaHHTapJIbIK cajlafa KoJlaHbl1a OacTapl.
Kazakcrania KallblKThiKTaH 6ijim 6epy
COHFBI OHXKBIJIJIBIKTA O€JICEH| TYpPAE TaMbIT
keJsiesi. LLIbirapmaliblibiK GarbITTarbl
JKOFapbl OKy OPbIHAAPbIHA OYPbIH KbICKA
YaKBIT KaHa CbIPTTall OKy Typi 6osFaH —

0J1 KalLIBIKTBIKTaH OKBITY/bIH 6acTanKpl
HYCKACBI PETiH/E KaPACThIPbIIYbl MYMKiH.

[c 2xy3iH/e KallbIKTBIKTaH OKbITYFa
KaTbICTbI TYPJli aBTOPJIBIK 9JliCHAMAJIBIK
ycTanbiMaap 6ap. 3epTrey MeH
dlliCHaMaJIbIK TaJjnay OapbIChiHIA
KaLIbIKTBIKTAH OKbITY (PeHOMEHiHiH eH
JKaJlblIAHFAH cHlaTTaMachl aliKblHAAJIb,
OHBI OipHellIe HAKThI XKaHe O3iH/iK
epekieJiri 6ap 6eJrijiepMeH cunaTrayra
6oJiaibl — GyJ1 UHTEPHET, 3aMaHayH
AKMapaTThIK »KoHe TeJIEKOMMYHUKALHSIBIK
TEXHOJIOTUsJIap apKbl/Ibl OiJliM ajy Hemece
KKApbIM-KaTblHAC, AKNAPAT 2KoHe OisiM
Oepy KeHiCTiri» peTiHjae cunartraJsajbl
(bBoponuikas 388).

3epTTey GapbiChiHaA dJEMIIK
ToxKipubOere cyleHreH KeLeH/i >KoHe
CaJIbICThIpMaJibl TaJ1ay 9icTepi
KoJi1aHbLIbl. bya xkekeseren 6inim 6epy
TPAeKTOPHUsIIAPbIHAA, COHbIH, iLLIiHe
xopeorpadusiiibiK eHep KoHe 6acka
Jla ryMaHUTapJiblK OarbiTTap 60ibIHIIA
KAILIBIKTBIKTaH OKBITY/Ibl KOMIAHY/IbIH
ePEKILLICJIKTEPiH aHbIKTayFa MYMKIHIIK
Oepyi. OjicTep Kasipri 3aMmaHrbl
NeJlarOTHKAaJbIK FhIJILIM MEH 9JliCHAMAaJIbIK
JKETICTIKTEpre Heri3uedii.

CasbicThipMadbl 9J1ic XopeorpagusiibK
(hakyIbTeTTepiH XKaHa »KaFaaiiapra
OefiiMiesy yaepicTepin 3epTTeyre MyMKiHJLiK
6epai. CTpyKTypasiblK-CeMaHTHKAJbIK dJliC
Oislim Oepy »KyHecCiHiH »KaHa XKargaiaapbiHa
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OelliMaeareH HHHOBALIUSIIBIK
TOCIJIIE P Heri3ieyre KOMEKTECTi.
3amanayu aBTopJiap/ibiH, FblJIbIMH
3epTTeyJepiH Tannay — TeXHUKAJbIK,
9KOHOMHUKAJIBIK, [YMaHHTaPJIbIK 2KOHE
LIbIFAPMaLLbL/IbIK MAMaH/BIKTapAaFbl OKbITY
TEXHOJIOTHSIIAPbIH Y3IKCi3 XKeTiIipy MeH
JKAHAPTY/IbIH KAXKETTIJIiNH KOPCeTTi.
Bakbinay, cayannama apictepi e
3epTTeyae MaHbI3Mbl PeJl aTKAPABI.
OPTYpJli KypeTap/ia OKUTbIH CTY/ICHTTEP/LiH,
JKayarnrtapbl MeH MiKipJepi KOPbITbIH b
HOTH2KEJIEPJL TYKbIPBIMIAY/IA €CKePIJIiIL,
»KUHaKraJibl. CoOHbIMEH Kartap,
npodeccopsibiK-OKbITYLIbIIAP KypaMbIHbIH,
KBI3METiH »KoHE KOPBITBIH/BI aTTeCTaTTay
HOTHKeJIepiH OipHelle Kbl O0ibl Oarasnay
KapaHTHH XKaF1albIHAAFbl 2KOHE 0O bEKTHBTI
JKarnaiaapra 6alJIaHbICThl €HTI3i/ITeH
KALLIBIKTBIKTaH OKBITY »KYHECiHiH OH »KoHe
TepiC XKAKTAPbIH aHbIKTAYFa MYMKiH/IIK
oepai.

HaTtuxenep

sKekenereH aBTopJapibiH eHOeKTepi

MEH r'yMaHHUTapJIbIK OaFbITTaFbl OKY
OPBbIHAAPBIHBIH KbI3METiHE CYHEeHe OTBIPBII,
KAUIbIKTBIKTAH OKbITY (hopMachl xKarnmnai
Y3IiKCi3 63iH/IK Oi/iM ayabIH OipbIHFal
JKYHECiH KypyFa, JKaJlblFa OpTaK aKnapar
aJiMacyra MyMKiHJliKk OepeTiHiH alTyra
6oJ1a/1pl, OYJ1 «yaKbITTbIK KOHE KEHiCTiKTiK
LIeKapaJiapra ToyeJci3» yKy3ere acapl
(bopoauuxas 389).

OJIeMJIiK MearoruKasblK FhIIBIMHBIH,
Ka3ipri »KeTiCTIKTePi MEH T'YMaHHUTAPJIbIK
OarbITTarbl 6iJ1iM 6epy TpaeKTOPUsIaPbIHbIH,
KeH ayKbIMbl 9p6ip Ginim Gepy
OarnapJsiaMachbliHbIH 63 epeKLLIeiKTepiHe
COMKeC TYpJii OKbITY (hopMasiapbiH
KapacTblpyra MyMKiHIiK Oepeni. byn
epeKLIeiKTep MaMaHIapAblH KbI3MeT
cajlacbl MeH TypJiepiHe GallaHbICTbI
Herigneseni. Ocbl TypFbIIaH aJransa,
XopeorpadusiiibiK 6iiM 6epy, OHbIH
Ma3MyHbl MEH OKbITY (hopmasiapbl 63re
MamaHjblKTapra Kaparanaa 6ipiama
epekiesieHesi. by sepTreyin MmakcaThl

— KAUIBIKTBIKTaH OKBITY »KaFIaibIHa
xopeorpadusibiK 6arbITTarbl GijliM
aJIyLIbIHBIH, OefiMaesy MyMKiHAIKTe piH
alKbIHAY.

Kasipri Tan1a KalwbIKTbIKTaH OKBITY
chopmachl xkarnmnai y3ikci3 e3iHik
6is1iM anyiblH, 6apablK AeHrenaeri
aKIapar ajMacyiblH KyHeCiH KypyFa
MyMKinaik 6epeni (Mao 3). Bya npotecc
Ka3ipri 3aMaHrbl Kypasaaap apKblibl
apakaulblKTbiKTa 6ijiiM Gepy aknapartbii
a/JMacy apKbliibl >ky3ere acajipl. JlereHmeH,
ToKipuOe KOpCeTil OTbIpFaHaai,

OiJliM aJTylIbLIapABbIH Ke3Kapachl
TYPFbICBIHAH aJIFana, OyJ1 OKbITY TYpiHiH
APTHIKWbIILIKTAPbl MEH KeMILLIJIKTepi 1e
6ap.

JKeke KapkbiHMeH OKy — Gijlim
aJIyLUbIHBIH, OKY MaTepHaJIbIH ©3iHiH XKeKe
epeKLIeJiKTepi MEH Ky3blpeTTepine,
COHJIall-aK, OKY KaFjaaiaapbl MeH OiJiM
aJly KaxKeTTilikTepiHe OalJIaHbICThl 63
KAPKbIHBIMEH MEHIepyiHe MYMKIiH/iK
6epetiH 6isim Gepy Tocini (Kynb6ekosa 56).

KaubIKThIK KOHLENTICI — KAUIBIKThIK,
YFBIMbI KAIIBIKTBIKTAH OKBITY T€OPHSICBIHAA
HETi3ri TYCiHiK OOJIbIN caHaJa/lbl 2KaHe TeK
reorpadusiyibiK KeHicTikTi FaHa Ginipin
KoMMaM, 3epTTeyllisiep TapanbiHaH TypJille
tycinaipineni (Ckasipenko 68).

Koumxkerimaisik — 6isiimM ajylibl MeH
6iJs1iM 6epy YHbIMbIHBIH, TeorpaUsiIbIK
opHaJslacybl MEH YaKbITTbIK LLIEKTeYJ1epeH
ToyeJICci3 60Jybl apKblibl HijiM Gepy
KAKETTIJIIKTEPiH KeH ayKbIM/a api
LIEKTEYCi3 KAHAFaTTaHAbIPYFa MyMKIHIIK
6epeTiH MaHbI3bI Karuaa. Anafina,
KallILIKTBIKTaH OisliM 6epy 6acTankpiia
OKBITYLIbI MeH GiJIiM aJTylIbl apaChbIHAAFbI
Oisim Gepy yaepiciHiH THIMi XKy3ere acyblH
KaMTamachbl3 eTeTiH KOMMYHHKAaTHBTIK
OpTaHbIH 60JIMaybIMeH CHIaTTaJllbl
(Kuo 17).

ABTOpP/IbIH NalbIMIAYbIHIIA, IOCTYPJI
ayJIUTOPUSINIBIK 63apa 9PEKETTECTIK MeH
OKBITY y/epiCiHiH TaOUFU UHTErpalUsACHI
Ka3ipri HHHOBALUAJBIK TEXHOJOTHSAIAP
APKblJIbl KAJIIbIHA KEJTIPisyi MYMKiH.

MoOUNbAITIK — OKBITYIIbLI MEH
OiJ1iM aJ1yllbl apachlHIArbl THIML Kepi



OallIaHbICThI 2Ky3ere acbipy — Oislim 6epy
yAepiciHiH TabbICTbI 6OJTYbIHBIH HETi3Ti
Tajantapbitbit, Oipi. bya macenene
amepHKaJblK 3epTreyiigep Marki

Myp men bopxke XoaMGeprTiH FblbIMH
KO3Kapachl KbI3bIFYLIbL/IbIK TY/IbIPalbl.
OunapabiH MiKipiHile, KAlIbIKThIKTaH
OKBITY TEOPHUSIChI TEK reorpadusiyibiK
aJILIAKThIKIIEH eMec, eKi KaKTblH 63apa
9pEKETTECY I9PerKeCiMeH aHbIKTAJAIbI.
Mbicanbl, Maiika Myp KalllbIKTbIK GijlimM
aJIyLLIbIHbIH JIepOECTIriH JaMbITyFa bIKI1aJl
eTeJli IeT ecenTel i, iereHMeH Oy Oisimai
COTTI MEHIepyre Keiepri KeaTipyi e MyMKiH
(Moore 69).

[IpoeccopibiK-OKbITYIIBIIBIK
KypaMm TallUblIbIFBIH 6Tey — OYJ1
thakropsbl 3eprreyii [[anuna
Boponuiikas KauibiKThiKTaH GisiMm Gepyi
yHBIMAACTBIPYAAFbl 2KaFbIM/Ibl TYC PeTiH/Ie
atan oTejli. KaliblKThIKTaH OKbITY (hopMaThl
OisliM asmylblIapFa KeTeKIli MaMaHapaaH
Oisim asyra, coHfiali-ak, eJ ilinaeri
JKOHE 11eTesieri Oe/ieili }KOFapbl OKY
OpbIHIAAPBIHBIH, OisliM Oepy pecypcTapbiHa
KOJI 2KeTiK3yre MyMKiHiK Oepeni
(Bopoanukas 388).

Texnosorusiibik aeyet — Ginim 6epy
yAepiciHe 3aMaHayH aknapaTThIK KoHe
TeJIeKOMMYHHKALHSIJIBIK TeXHOJOTHsIIap/ibl
kosyiany ( Cleveland-Innes 3).

3eprreyuii Ciozan ['MHrpacco
KALUBIKTBIKTAH OKbITY/IbIH, MOHIH J19J1 OChl
acrnekTiMeH 6alJaHbICThIPaJIbl
(Gingrasso 30).

[IbirapMalibibiK, — 6i1iM anylibLiapra
LIbIFAaPMaLIBIIBIK KaOlJIeTiH epKiH
KepceTyre KoJalJibl »Kariai »xxacay
(Gratsiouni xoune 1.6. 110). Ocbinatiuia,
JKOFapbla aTaJiFaH apThIKIIbLILIKTapFa
ve KalUbIKTBIKTaH OKBITY Ka3ipri 3amaH
AJIAMbIHbIH KQXKETTiJliIKTePiHe TOJbIK 2Kayall
Oepe anazpl.

Ocbl 3epTTey asicbiHia aBTopJap
KALUbIKTBIKTaH OKbITY T€XHOJIOTHsIJIapbIHbIH
(KOT) o6bexTuBTi 2karaitnapra
OaiJIaHbICTbl KAThICYLIbIIAPbIHA alHAJIFaH
CTY/IEHTTEP »KOHE OKbITYLLbIJIAP apachiHia
KaulbIIITaCKaH MiKipJiepAiH, 2KaJbl KOPiHiciH

afKbIHIay MAKCATBIHIA COLMOOTHSIIBIK
cayaJiHaMa »Kypriszi. Anraikel cayajaHama
Myxrap Oye30B aTbingarbl OHTYCTIK
Kasakcran ynuBepcuretinin Onep
kadeapachiHaa OTKi3iLi.

Cayasinamara 6apJibIfbl 12 OKbITYLIbI
KaTBICTBI, OyJ1 6iJliM Oepy npoleciHe
taptblirad negarorrepiid, 100 nanbi3abiK
KaMTbLIYbIH KaMTaMachi3 eTTi. Conjiaii-ak,
cayasiHaMara KaTbICKaH CTYJIeHTTePiH,
caHbl — 62.

[Tenarorrepain xasrbl caubiibii, 95 %-
bl CTyIEHTTEPMeH GeliHeKoHDepeHIHs
dhopmatbinia cabak oTKisreH, an 5%-bl
6yJ1 hopmatThl Kosan6aran. Ouaii
cabaKTap/bIH HbICaHbI KeJieciel yiecte
Kysere acblpblarat: gapicrep — 80%,
npakTUKabiK cabakrap — 16%,
cemunapnap — 4 %.

CayaJsiHama JiepeKTepi OKbITYyLIblIAp
MeH CTY/IeHTTep apacblHarbl MHHTEPHET
6ailIaHbICBIHBIH CaNacbliHA KATHICThI
opKeJiKi 6aragayJsapibl KepceTti. Atan
ailTkanza, pecrnonaeHTrepiin 63 %-bl
MHTEPHET canacblH KaHaraTTaHapJIbIK JeT
Garanaca, 20 %-bl Keli6ip skarnaiiiapia
KaHaraTTanGaiTbiHbH, a1 17 %-bl UHTEpHET
carnacbiHa MyJjle KaHaraTTaHOAUTBIHBIH
arar oTTi.

Ocbinpait cayannama, Temip6ek
JKyprenos atbinaars KasYOA
xopeorpadusi pakysbTeTiHiH (Xopeorpadusi
JKoHe OaJleTMEUCTep eHepi eJarorukachl
KacenpasapbiHbIH ) OKBITYIIbIIAPbIHA
1@ »kyprisiziret (Ypasbim6eToB 35).
CayaJsiHamara KaTbICKaHap/ibiH caHbl — 24
anam, Oy.J1 Oiim 6epy MPoLECiHe KYMbIC
iCTEHTIH OKBITYLIbIIAP/bI 2KY3 Makbl3
KaMTBLybIH KOPCEeTel.

[Tenarorrepait »KaJrbl CAHbIHBIH, 75%-
bl CTY/IEHTTEpMeH OeliHeKOH(hepeHIHs
oTKidreH, 25%-bl oTkiz6eren. Onsain
cabaKTap/blH HbICaHbI KeJecine
naiananbLib: gopicrep — 79%,
npakTuKanbiK cabakrap — 66 %,
cemunapaap — 25%, COHbIMEH KaTap,
pecnonaentrepain 8 %-bl Tek Moodle
nJiaTopMachiHarbl TarcbipmMasapMen
ILIEKTEJITeHIH KOPCETKEH.
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CayasHama KepceTKkeH/ei,
cayaJlHaMara KaTbICKaH OKBITYLUIbLIap
MEeH CTY/ICHTTEep apacblHAaFbl HHTEpPHET
canachl KaHaFaTTaHapPJbIK JACHren1e
nen xkayarn 6epreugep — 33 %, keil6ip
Kesjle Kanarartant6aiasl — 20 %, MyJem
Kanarartan6aiusl — 29%.

Bepisren cayannama HatHzkesepine
CYHEHE OTBIPbII, KeJIeCi Ty?KbIPbIMAAMaHbI
JKacayra OoJiafpl:

JKyprisisireH couuosorusiibiK cayajHama
KAlLIBIKTBIKTaH OKBITY T€XHOJIOTUsIJIaPbIHBIH,
Oinim Gepy npollecine XKejies1 eHrizinyi
OKBITYLIBLIAP MEH CTYACHTTEP YILiH
OipkaTap KMbIHAbIKTapMeH KaTap, 6eJrii
Oip neHreine 6erimaeny yaepicin ae
KOpCceTKeHiH afikbiHaaibl. CayaiHama
HATHKeJIepi OKbITYLLbLIAPAbIH 6aChIM
OeJiri oHJ1aiiH popmatTa, acipece Jiopic
cabakrapbiH GeiiHeKOH(epEHIS apKbJIbl
OTKi3yre OeHiMAeTeHiH AdJeJICH]L.
Anaiina npakTHKaJbIK 2KoHe ceMUHap
cabaKTapbIHbIH YJECiHiH CalbICTBIPMaJIbI
TYp/le TOMeH O0JIybl KALILIKTBIKTAH OKBITY
JKaraalblHIa ToxKipubere HerisaesareH
NIOH/IE Pl YABIMAACTBIPY/IAa KUBIHABIKTAp 6ap
€KEeHiH KepceTe/i.

3amaHayu TeXHOJIOrHslIap/ibl
xopeorpadusiyibik Ginim 6epy yiepicite
UHTErpaLusiiay KOHIHIETi COHFbI
FBIJILIMU 3epTTeyJiepi TajjlayMeH KaTap,
aTaJIFaH 3epTTeY TeXHOJOTUAIAPAbI
KOJIIaHyIbIH THIMJLJIITIH, acipece
MOOHJIBII KYPBIJIFBIIAPABIH XKYMbBIC
icTey epeKLLIeJIKTepiH 2KoHe 0J1apAbIH,

OU 6HEPiH OKbITY MEH MEHIepy/Ieri

peJliH KapacTbipajibl. 3epTTey

HOTHKeJiepi 6acTankbl Ke3eHeri

OeJrisi 6ip KHbIHIbIKTapra KapaMmacTaH,
TeXHoJIOrusiIap/ibl OU cabakrapbiHa

€HTi3Y »KOFapbl ChIHbIN OKYLIbIIAPbl MEH
NearorTep yilid oH acep OepeTiHiH
KepceTTi. Atan aiTkanaa, LudpJbiK
KypaJiap/ibl Nakfanany OKbITy YACPiCiHiH
camnacblH apTThIPBIM, OiiM amylblIapAbIH,
TaHBIMJBIK OeJICeHIIMITIH XKoHe
NeAarorTepiit, 9ficTeMesik MyMKiHIKTEpiH
KeHelTeTiHi aubiKTa bl (Li xkoHe T.6. 187).

Anaiina, uHTepHeT GailJiaHbIChIHBIH
camnachl KalllbIKTbIKTaH OKBITY/IbIH

THIMJIiJTITIH IeKTEeUTiH Heri3ri
thakropaapbiH 6ipi 60JbIN OThIP/bI.
Bipinwi cayainamana HHTepHET canachiHa
KaHaFaTTaHy JIEHTedi caNbICTbIPMaJIbl TYPAE
JKOFapbl OOJIFaHBIMEH, €KiHLLI cayajHaMa
HOTU2KEJIEPi HHTEPHETTIH, TYPAKChI3/IbIFbI
OKBITYUIBLIaP MEH CTYJECHTTEP/IiH OKY
yZepiciHe TOJIbIKKAH/bI KaThICybIHA

KeJlepri KeJTipeTiHiH allKbIHAalbl. By
albIpMallIbIIBIK OKY OPBIHAAPbI MEH
(haky/IbTeTTep apachlHAAFbl TEXHUKAJbIK
KAMTaMachl3 €Ty IeHI€HiHiH 9PKeJIKi €KeHiH
KOepceTe/i.

JKannbl anranna, KallbIKTbIKTaH
OKBITY TeXHOJIOTHsIIAPbI GisliM Oepy
MPOLIECIHIH Y3/IKCi3/irH KaMTaMachbl3
©TKCHMEH, OHbIH, THIMAIJIINH apTThIPY YILiH
MHTepHET HHPPaAKYPbIILIMbIH KaKCaAPTY,
NPaKTHKAJILIK cabaKTapra OediMae/rex
UMD PIIBLIK dlicTeMeIep/li JaMbITY »KoHe
OKbBITYLIbLIAP/bIH LU PJILIK Ky3bIPETTiIiriH
OJ1aH dpi KETIAIPY KaXKeT JiereH
KOPBITBIH/IBI 2Kacayra 00Jiajibl.

3eprTeyne xopeorpausiibiK
OeJiiMaepe OKUTBIH OifliM amylblIap
YLiH KaWIBIKTBIKTaH OKBITYIBIH KOJIaHChI3
YKaraauaapbl MeH Tepic pakTopaapbiH
KapacThIpy MaHbI3/bI aCMEKT OOJIbIMN
TaOblIabI:

— TiKeJIeH KapbIM-KaTbIHAC [1eH 63apa
OPEKETTECTIKTIH O0/Maybl — OYJ1 OKBITYIIbI
MeH OiJliM aJTylibliap apachlHIaFbl
Tipi KApbIM-KATbIHAC [I€H 63apa
BIKIAJAACTBIKTBIH }KOKTBIFbI, AFHH 2KEKe
JKOHE TYJIFaJIbIK Ke3Kapac reH TopOHeJiik
VPAiCTeP/LiH TOJIbIKTAl KOUbLIYbl HEMECE €H,
a3 JieHrelre AeHiH KbICKapybl;

— JKeKe-TICHXOJIOTHS/IBIK (PaKTopJ1ap/blH
acepi — Oy :KepJie KaTaH 03iH-63i TOpTiNKe
KeJITipy, 2KOFapbl ICHreHJIeri caHabIIbIK
cekiJi Tananrtap Koiblaanbl. by acnexr
TeK 0Ky TOPTiOiH cakTay HemMece OKYIIbIHbIH
TOpTiOiHe KATBICThI EMEC, COHbIMEH
KaTtap oJ1ap/blH MCHXOJIOTHAJIBIK XKoHe
(hU3HOJIOTHSJIBIK epeKIIeiKTEPIMEH ThIFbI3
OaiaHbICTbl. by epexiesnikrep 6isim
aJIyLIblIap/iblH OKY - LUbIFAPMAaLLbI/IBIK,
VIepiciHe 1ereH KaTblHACblHAH TAYeJICi3
Typle Je Oarikasybl MyMKiH. Kasipri



OislimM Oepy kyHecinne OyJa MaceJe
Juddepenanibl TOCIIMEH 1elLie
JK9He 0J1 6iJIiM aJyliblaapblH TYJFAJbIK
KabiseTTepiH, KaCiOH Ky3blpeTTepin
JIAMBITYFa, 0J1ap/ibl Kasipri Koramra
Oeltimzieyre GarbITTa/IFaH,;

— aKlapar KesjepiHe yHeMi KOJl 2KeTKi3y
JKOHE TeXHHKaJIbIK 2Ka0/IbIKTa/ly MaceJieci
— KapaHTHH XKaraaiblHIaFbl TOKipuoe
KopCeTKeH/eH, OapJiblK CTyAeHTTEP/E
JKE€Ke KOMITBIOTEP MEeH MHTePHEeTKe epKiH
Kipy MyMKiHziri 6os1a 6epmeiii. Korapbl
OKY OPBIHIAPBIHBIH OacuibLIapbl OiiM
aJylblIap/ibl KOMIIbIOTEPMEH »KoHe OacKa
J1a TeXHHKaJIbIK KypaJlapMeH KaMTamachla
eTy YIIiH YJKeH Kyl KyMcaraHbIMeH,
LIaJiraia, acipece ayblJIbIK KepJiepae
TYpaTbiH GiJiM ayllblIap YiliH OKbITYIIbI
MEeH CTY/IEHT apachIHAFbl TOJbIKKAH/IbI
e3apa apeKeTTecTiK MyMKiH eMec. COHbIMEH
Katap, OiniM anyibliap Toxipubesik
cabaKTap/bIH XKEeTKIJTIKCi3/ITiH ce3iHe].
Bys1 cdakrini kenteren mamanaap
MeH 3epTTeyllisiep aTan KopceTe.
Xopeorpadusiibik Oisim 6epy MeH 6acka
Jla WbIFapMallblIbIK OaFbITTapra KeJiep
6oJicak, Toxipubesik cabakrap MeH
OKBITYLIbIMEH TiKeJlel KeHeCyCi3 MaMaH/ bl
TOJIBIKKAH/BI AafpJiay, ic XKy3iHAe, MyMKiH
emec. byJs1 acniekT wblrapmatiblibiK 6ijiM
6epy/iH KoHe XxopeorpaHsiibIK oHep
caJsiacbl OOMBIHILIA KazapJap AaspJiayiblH
epekiesirin aikpiHaanab. OKbITyUIbIAP
KapaHTHHJIIK OHJIAHH OKBITY peXKUMiH/Ie
OisiM anyliblIap yulin THIMI XKar1ak xKacay
MakcaTbIHa TOKipuOesik cabakrap/ibl
OelHeTacnara Tycipyre ThIPBICTEI, TYpJi
JILICTEP MEH KOHTEHT 2Kacay TociJiiepiH
KoJiian/ibl. Asiaiia OyJ1 opeKeTTep/iiH Kociou
JICHTeli ToMeH OOJIbIM, KYTKeHIeH HOTHXKE
o6epmer;

— NPAKTUKAJIbIK KOpCeTiiMaeri
9TUKAJIBIK MaceJieiep MEH TeXHUKAJIbIK
aKkayJsiap. MblicaJibl, MHTEPHETTIH,

KKATbII KAJ1ybl», KOHLIEPTMEHCTEPiH
cyfiemesiaeyiMeH OiJliM asTylIbliapbIH
TarncblpMaJiap/ibl OpbIHAAYbI, aJl
OKbBITYLIBIHBIH, Ca0aKThl KYPri3yi —
MYHBIH 09pi Yii 2KarialblHIa 6T/l 2KoHe

9p KaThbICYlIblIa HHTEPHET YKbLIIAM/IBIFbI
aprypJai. MyHna# »karaaiiia My3bliKaJblK
MaTtepHaJibl 1ypbic KaObL1aay,
TarncblpMaJiapbl carnabl OpbIHIAAY XKoHe
MICHXOJIOTHAJIBIK TYPAKTBIIBIK TypaJibl ATy
KHbIHFa COFaJlbl;

— OiniM anyubliapra 6akblaayabiH,
60Maybl — OyJ1 XopeorpadusiibiK
JIasipJIbIKTa ©Te MaHbI3/lbl bIHTAJIAH/IbIPYLLbI
thaktop 6oJbIn TabbLIaAbLL. baner
3aJ1bIH/IATbl OKBITYLIBIHBIH, OPbIHAAY
OapbICbiHA TiKeJeH OaKblaaybl OKY
MaTepUAJIbIHBIH MEHTePiJly AeHIeHiHiH
KepceTkillli, 6oJamiak xopeorpad-
nejarorTepii AaspJaynarbl oficTeMesiikK
Kypamzac 6eJ1iK 60JbIN CaHaJIa/IbI;

KalibIKThIKTaH OKBITY yepiciHiH Tepic
cHnaTTamaJiapbliH aHbIKTayMeH KaTap,
3epTTey OapbICbiHAA MbIHAAAN TYKbIpbIMAAP
)acasibl. OH 2KoHe Tepic pakTopaap/ipl
TaJ1ay KalbIKTbIKTaH OKbITY/IbIH, KOChIMILA
xopeorpadusbik 6isiM Gepy, ekiHii
JKOFaphbl OiliM HeMece OiMIKTIIKTI apTThIpy
CaJIaChIH/IA HEFYPJIBIM KOJIAHJIbI €KEHiH
aHblKTayra MyMkiHaik 6epui. Ce6e6i,
MyHAa# 6iJ1imM asyliblIap MaMaHbIKThIH
Heri3epiH »KoHe JOCTYPJIi KYHAI3TT OKbITY
JIaFablJIapblH MeHrepreH 6oJazbl. 3epTreyie
KEJITIPIJINeH KOPBITBIHABIIAP, €H aJlbIMEH,
JKUHAKTaJIFaH TaxKipuoere, NpakTHKara
JK9He LIbIFapMallbLIbIK 6iiM 6epy
HarbITTapbl O0MbIHIIA pecnyOJJUKaJbIK OKY -
dJlicTeMeJliK CeMUHAPJIAPFA KATbICY apKbLJbl
HeTi3[e/reH.

Macenen, 2020 »xblnrbl Kapaiiaga KP
BI'M Pecny6isnkaJbik OKy-a/iicTeMesiK
OpTaJIbIFBI Mieflaror-xopeorpadrap MeH
KocbIMIIA OisliM Oepy YABIMAAPLIHBIH,
xopeorpadusiyibiK Y2KbIMIAPbl
JKeTeKUliJiepiHe apHaJsFaH OiTiKTiIJIKT
apTThIPY 2KOHE KakTa aasipjiay asiCbiHaa
eKi anraJjblK KaWbIKTbIKTaH OKbITY/LbI
yiibiMaactoipabl. Okyra KasakcraHHbIH,
6apJibiK oHipaepiHen 60-TaH actam
ThIHJAY1Ibl KATBICThI. ATaJsiFan Kypc
JKOFaphbl YUBIMAACTBIPYLIBLIbIK AeHrei1e
OTTi, I9PIC KoHE MPAKTUKAJILIK KypCTapra
Toxipubesi xopeorpad-aickepsaep MeH
JKeTEeKIUi 2KOFapbl OKY OpPbIHAAPbIHbIH 2KacC
3epTTeyLlijiepi TapThl/bL.
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OKpITy GapbIChIHIA KOCHIMIIIA
xopeorpadusbk 6isiM 6epy Ma3MyHbl MEH
XopeorpagusibiK MaHAeP/iH dPKAHChICH]
OOMBbIHIIA MAa3MYH/BIK -9/liCTEMEJIiK
Macesiesiep uietis. Kocbimiia 6isim
OepyiH MaKcaTTapbl MEH Me1arorukalblk
MiHaeTTepi, 6ananap xopeorpapusiibik
LIbIFapMaJiapbl MeH CaxHaJlblK
KOMBIbIMIIAP/bIH perepTyapiiblK casicaTbl
JKOHE UIEeAJbIK-Ma3MyHIBIK HeTi3aepi,
neJlaroruKasblK THKA JKOHE TYThIHYLbIMEH
Kepi 6alJlaHbIC CUSIKTBI MaceJiesiep
KapacThIPBIBI.

Tankbinay

[IpakTuKa KepceTKeH/IeH, KalllbIKTbIKTaH
OKBITY XOpeoTrpadusiIbK Kaapap/ibl
nasipsiay oKy yAepiciHe eHridy yiliH
Kosaiichi3 hopmat. Jlerenmen, 6isim

Oepy KyHeCiHiH 2KaJbl MyMKIHAIKTepiH
ecKepe OTBIPBII, MbIHAaH TY>KbIpbIMAAMa
yCbIHAMBbI3: OYJ1 OKBITY TYPiHiH KeHOip
(hopmasiapbl KOFapbl OKY OpbIHIAPbIHBIH
XopeorpadusisibiK paKyJIbTeTTePiHiH
KOIKbIPJIbl OKY - LLILIFAPMALLIBLJIbIK YAEPiCiH
GanbIThIM, Oeriji 6ip negarorukasbik
JKaraanaapaa, Tarncblpmasnapibiy, KeKeJereH
TYpJiepiH opbiHAay MeH GifiiM 6epy
OarnapJsamaJgapblt icke acblpy OapbIChbIHIa
OKy MaTepHaJsIblH MEHIepyre »Kapaemaece
aJapl.

Meican petinne, Myxrap 9yesos
atbhinaarsl OHrycTik Kazakcran
yHuBepcuteTiin 2025—2026 oKy »KbliblHa
aphaJiran Oiiim 6epy yaepicinjie oHsnain
OKBITY (popMaTTapbiH KOJIaHy Typasibl
pecMu MaJliMIeMeciH atayra 00Jafbl.
Aranran 6actama KalllbIKTbIKTaH 6ijlim
OepyaiH 6ipkaTap apThIKIIbLILIKTapbIH
aUKbIHIANIbI.

Bipinuiinen, onnaidt oKpITy HKEMII OKY
KecTeciH yeblHaabl. CTyeHTTep e31epiHe
bIHFANJ/Ibl YAKbITTA — TYCTEH KeHiH, KeLlKi
Mesrijiie Hemece IeMadblC KyHaepi 6inim
asla anajibl. bya hopmar 6isim asylibIHbIH,
OPHAJIACKAH KepiHe TayeJICi3 OKyFa
MYMKiHZiK Oepin, 6ifiM 6epy yaepiciH OHbIH,
eMip casTbiHa OeHiMae ;.

ExinuigeH, WblFbIHAAPABI YHEMEY
MYMKIiHAIN KamMTamachl3 eTiJe/i.
KaubIKTbIKTaH OKbITY OapbICbIHAA TYPFbIH
Y 2KaJsIFa agty, 2KOJ1 2Kypy 2KoHe 6acka
Jla KOCbIMLLIA LIBIFBIHAAD KbICKapabl.

Bya perte 6inim 6epy canachl cakTaJbi,
9KOHOMHKAJILIK TYPFbIAAH THIMIL 2Kar1ak
JKacaJsapl.

YuuiniineH, onnaitn hopMaTThl
JKYMBICIIEH KaTap aJblll Kypy MyMKiHAiT
aprajpl. OKy MatepuaJsiapbl MeH
nopictepre TayJik 60fibl (24/7) Ko
JKETKIZY CTYAEHTTEpre Heri3ri »KyMbICbiHa
3MSAH KeJTipMeH, TaKblpbINTap/bl KanTa
KapacThIpyra, TePEHJIETIN MEHrepyre
MYMKIHIIK Oepefi.

TeprinuiineH, onnai OKpITY
ToxKipubesik HazaHblH, KEHEIOiHE KOJT
aulazpl. Kazakcranaplk »KoHe eTeliK
JKeTEKLi KOMITaHHAJIap/ia TarbljibiMaamaliap
MEH MpaKTHKaaapJaaH 6Ty MyMKiHJri
CTYAEHTTEP/iH KaciOn TaxKipuoe
JKHHAKTayblHa »KoHe OoJialllak MaHcaObIH
epre H6acrayblHa bIKNaJ eTe/l.

KauibIKThIKTaH OKBITY 2KaFiaibiHa
npodgeccop-oKbITYLIbl Kypambl 0Ky yaepicin
JKOCnapJiarn, oKy MatepuaJaapbiH OHJIalHH
dopmarka Geftimzaefizi, 6eiinenapicrep
»KoHe LUdPJIBIK NaaThopmanap apKblibl
cabax otkizesi. OJ1 CTyIEHTTEP/IH OKY
JKeTICTIKTepiH OaKblian, yaKThLIbl Kepi
Hailsanbic 6Gepeii xKoHe 0Ky MOTHBALMSIChIH
KoJnaiibl. COHbIMEH KaTtap, OKbITYLLbI
JKeKe OKY TPAeKTOPHUSICBIH €CKepe OThIPHITI,
6inim Gepy yaepiciHiH canacblH KaMTaMachi3
eTel.

COJXK typinneri 6apJbik cabakrap,
JIMIJIOM 2KyMbICTapbl OOHBIHLIA FBIIBIMU
JKETEKUIJIEpMEH KeHEeCy, OKbITYLLbl MeH
OiJ1iM aJTy1lIbl apachlHAAFbl A9CTYPJIi KYHAI3Ti
KapbIM-KaTbIHAacKa 6ajama peTinie OoJIybl
mMyMmKiH. CoHbIMeH Katap, OiJ1iM asylibliap
KOHBIJIBIM/IBIK KBI3BMETTI 2Ky3€ere acblpyaa
O3IH/IK LWbIFAPMALUbIILIKTBI AAMbITbIII,
03iH epKiH KopceTyre, TYpJli CaxHaJIbIK
aJlaHfapia — LUAFbIH caxHalaH Oacrarn
YJIKEH caxHaJsiapra JeHiH, CTyUsAaH allblK
caxHaJiap MeH MeranJjardopmanapra jeiin
JKYMBIC iCTeyre MyMKIHIK anajbl.



«Xopeorpacusi» TpaeKTOPHUICbIHA
KeJiep OoJicak, MaHAeMHs Ke3eHiHIe
OKY YZepicCiH yibIMIACTbIPY OapbIChIHAA
OisliM anylblIapAbIH, 8JICYMETTiK-
TYMaHHTapJIbIK LIMKJI TOHIEePi MEH
KOCiOU-TEOPUSJIBIK, apHAKBI TOHJED
OOMBIHIIA IDPICTIK MaTepHaJIbl MEHTEpE
AJIaThIH MYMKIH/IKTEPi aHbIKTAJI/IbI.
Mynna nuddepeHipaius KaruaaThl TeK
KOoCiOM malbIHABIK AeHreHiHe KaTbICThI
KoJilaHblIazbl. Atasras 6iiv 6epy
TpPaeKTOPHSIChIH/A PEPEKBU3UT peTiHjle
eHep MeKTeOi HeMece KocbIMia Oisim Oepy
XKyiecinzeri xopeorpagusbIK Y2KbIMHbIH,
Taxipubeci, acipece oHipaik KOO-na
KapacTbIpblIybl MyMKiH.

Anaitna, «Knaccukasbik 61t OKbITY
TeOpHUSCHl MEH dJiicTeMeci», « XaJblK-
caxHaJiblK OMJli OKBITY TEOPHSIChl MEH
dJlicTeMeci» CeKiJli apHalbl OHAEP
VLLUiH KALIBIKTBIKTAH OKbITY MYMKiH €Mec.
Jlerenmen, kefGip 1101y CHNATBIHAAFDI
TaKbIpbINTap KoCciOW IeHreli MeH OiiMm
aJlyLblJap/iblH dJIeyeTiH eCKepe OThIpblIl,
OHJIAlH popMaTTa OTKI3i/yi MYMKIH.

Kagipri 3amanrbl 6isiim 6epy KOHTEHTI
MeH KciOH, COHBIH illliHe XopeorpadusiibiK
6isim Gepy popmasapbiH TaMbITy
JKaF1albIHIA OKbITY/bl YHBIMAACTBIPY MEH
JKYPridy/liH 6asamasbl - 3KCIePUMEHTTIK
Tocinepi MeH OipikTipisiren dpopmanapbia
KOJJIaHy KaykeTTiri TybiHaaips (Tariao
234). bya Ginim anyuibliapibiy, 03iH-03i
JaMBITYbIHA, Oi/iM 6epy KbI3METTepiH
OipbiHFail opi ombGeban opmarta
ycbiHyra 6arbiTTagybl THic. Ocbiran opai,
Kachenpasap MeH akyabreTTep apoip
OKY TMoHiHiH Ma3MYyHbIH Kacibu Tasnanrap
MeH 6iJliM aJylblIap/ibiH, epeKileNiKTepiH
ecKepe OTbIPHII, KY3bIPETTi Ta/1ay apKbl/bl
a3ipJieyi KaxKer.

AiimakTarbl XopeorpadusiibiK
Y?KbIMIAPMEH KYpTisiaireH OakpliayJ/aap
MeH TiKeJieH KyMbIC OapbIChIHAA
OalikaraHbIMbI3 — JI9J1 OChl OHipJIep/e
XaJIbIKapaJiblK IEHrelre cokec KeseTiH
6isim Gepy MeKeMeJiepi KEeTKIJKCi3.
Ocnlnaiiiia, Kasakerania KaliblKTbIKTaH
Oisim GepyniH 63€eKTiJir GipHelle

(hakTopsiapMeH TyCiHAipiiesi: FhlIbIMH -
TeXHHUKaJIbIK OpTa/bIKTap/blH, ipi KaJjaJjapia
LLIOFbIPJIAHYbI, XaJIbIKThIH XOpeorpagusiibK
Oisim Oepy MasMyHBI MEH OKBITY
TEXHOJIOTUsIJIapblHA €TeH CYPaHbIChIHbIH,
apTYbl, HAPBIKTBIK KATbIHACTAP/IbIH, IaMYbl,
KOFaM eMipiHiH OapJbIK CaJachbiHbIH,
COHBIH, ilLIiH/Ie ®Hep caJslaslapblHbIH Ja
KOMMEPLHSIJIaHYbl.

KasakcranblK rajbiMaap MeH
QMLICKEPJICPIH 3epTTeyepi, Co3Ci3,
KYH/IbI 9pi XopeorpadHusiibiK oHep/LiH,
MaHbI3/Ibl KbIpJapbiH KaMTHbL. JlerenmeH,
KociOu OiiM 6epy, OHbIH illliHe KaciOn
xopeorpadusiiibik Gisim 6epy Macesieepi
Jie alpbIKIlIa MaHbI3/Ibl €KEHIiH aTar
OTKeH »K6H. byrinjie :xana Oybin 6aser
apTicrepiH, aHcaMOJib KATbICYLIbLIAPbIH,
»KaHa hopMaTTarbl pexkuccepyep MeH
KociOM MiHAeTTep/li webep uelle aJaThlH
xopeorpad-neaarorrap/pl aaspJaay
YLLUiH >KOFapbl OiTiKTi oMOeban kaupaap
KaxkeT. COHJIbIKTAH Kasipri yakbITTa
OKBITY TYPJIEPiH KETUILIPY, OKY 2KoHE
NelaroruKaJbIK KbI3METTiH Oanamasbl
(hopMaTTapbiH eHrisy aca MaHbI3/ibl.

3epTrey Gapbicbinaa 6i3 LIeTes K
FasIbIMJIAPJIbIH KALIBIKTBIKTAH OKBITY MEH
BUPTyaJiibl OisliM Gepy TaxkipubeciHeH
mbicasaap keartipik. [Hlerennixk
TaxKipubesepi Tananay oaapabiH eH,
THIMI TypJiepi KOMMepLHUsAJIaHAbIpyFa
Heri3eJIreHiH 2KoHe 0J1ap/bl MOCTKEHECTIK
KeHicTiK neH KazakcraHHbIH
Kasipri aJIeyMeTTiK- 9KOHOMUKAJIbIK
JKargakblHIA KoJlaHyra 00J1aThIHIbIFbIH
kepceTTi. MyHiail casbicThipMaJbl
MHTepIpeTalusaIapaarbl MakcaT —
KAlLIBIKTBIKTaH OKbITYFa OeHiMIeJreH OKy
OPBIHIAPBIHBIH KypblIbIMAApbIHA OaFa Oepy
emec. 3eprreyuiisiep 6yJ1 KypblIbIMIAP/bIH
6isim Gepy casicaTbl MeH YHBIMAACTBIPY
TYPFBICBIHAH €JIeYJIi apTHIKIIBIILIKTapbIH
HaKThl aHbIKTaFaH, oJiap Kasipri 6ijim 6epy
JKyHeciHaeri KeMILIiJliKTepMeH 1€ ThIFbl3
6aianbicTol (Wang xone 1.6. 15).

Byriuri 6isim 6epy ynepici
CTYAEHTTEP/L KOIl aKnapaTThl KaTTayra
emec, MaceJsesiepaii 63 OeTiHIle, CbIHU
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TYPFbIIAH KOHEe THIMAI Leuryre yuperyi
tuic (Hasanova xone 1.6. 401).
MakaJia aBTopJiapbl CoHl1al-aK, OKbITY
yZepiciHae KOTHUTHUBTIK (DYHKIHSIIA Pkl
JKETIAIPY YLIIH aKNapaTThIK KoHe
KOMMYHHKALUSIbIK TEXHOJIOTHs1/IaP/bl
KOJIIaHY/IbIH MaHbI3ABIIBIFBIH aTamn
otesli. MyHaal HOTHXKere OKY yJepiciHjie
MyJIbTUMEIMAJbIK KypaJap/ibl naijnanany
apKblIbl KOJI 2KETKi3i/1e/l, aJl oJlapMeH
JKYMBIC iCTeY YLIiH apHakbl 1aHbIHABIK
KaxeT. Cep6 esiHiH FajabIMaapbl
KAllIBIKTBIKTaH OKBITY MaceJieciHe
apHaJIFaH 3epTTeyJepiHjie KeTeKLi
YHUBEPCHTETTEP/Ie OHJIANH OKBITY 0J1ap/bIH
y3aK Mep3iMAi ecyi YLUiH 6Te MaHbI3/1bl
€KEHiH KepceTe/li 2KoHe OHJIalH KypcTap
MeH OarnapJaamaJsapra CypaHblCThIH,
apTybl A9CTYPJIi KYHI3ri 0Ky hopMaTbiHa
KaparaH/a aJiIeKaiia }KoFaphbl eKeHiH
xabapJaainpl (Bojovic xkone 1.6. 2).

bu kadenpacwinbiz gotieHTi Asrca
Kapnone «bys untepHerteri 61 TypaJbl
OHIIMeJIeCY/liH KepeMeT CaTi» Jel
caHai/ipl, OUTKEHi cabaKTaphbl 9[1eTTe
otiaiin hopmatTa KoJi JKeTiMJIi emec
anamjapzat (Mblcajibl, 3CTpajia Hemece
TeaTp JKYJIbI3Iapbl ) OHMAKH cabaK asyra
6oaanpl (Ritzel 3).

CoHbIMeH KaTap, ryMaHHUTapJIbIK
Oinim 6epy OAFbITBIHAAFBI KALIBIKTBIKTAH
OKBITY/Ibl YUBIMAACTBIPY Macesieiepi
KA3ipri KenrereH sepTreyLlijepit,
KBI3BIFYLIBIIBIFBIH TYABIPYAA.

«Challenges for Open and Distance
Learning (ODL) Students: The
Experience of Students at the Open
University of Zimbabwe» arTbl eH6ekTe
aBTOPJIAP KALIBLIKTbIKTAH GiJiiM 6epy/liH
OH CHNATTapbl MEH NMPpOoOIeMaJIbIK
(hakTopJsIapbIH 191 aliKbIHAM KOpPCEeTKeH
(Musingafi »xaHe T.6. 65-66).

Byrinne akaneMusisibIK OKbITY/IaFbl
KallIbIKTBIKTaH OKBITY (hopMaThiHa
OallsIaHbICTbI KyPbIJBbIMIBIK 63repicTep,
KaHad KeTiCTIKTepre Hemece
TayeKeJiiepre e 6oJica 1a, XKaJrblra
opTak Haszapjbl Tanarn eteji. Anaiina,
KAlLIBIKTBIKTaH OKBITY/IbIH AAMBbIIT KeJle

JKaTKaH TEeXHOJIOTUAJ/IBbIK MYMKIHIIKTepiHe
KOFaMHBIH XabapapJiblFbIHBIH TOMEHLT
avKbIH Tepic paKTop peTiHe TaHblIabI.
MyHnpaii xKarnaiaap akaaeMHUsJbIK OKbITY
caJlacbiHbIH ©3iH/Ie JIe eqeyJli KHbIHbIKTapra
asbin keqyi mymkin (You 397).

ConnpiKran 6i1iM 6epy »KykeciHeri
KEMILLIJIIKTe P/l aHbIKTAIl, OJIapAbI K00 YLLIiH
KAllIBIKTBIKTaH Oi/1iM 6epy KypblJIbIMbIHA
TOH 3JIEMEHTTEP/I IKCIIEPUMEHTTIK TypJle
CbIHAKTAH OTKIi3y »KoHe illiHapa eHrizy
KaxkeT. ConbiMeH KaTap, Oy aktopJaap
THICTI KociOu-0itim Oepy LeliMaepin
JKy3ere acblpya eckepisyi THic.

Herisri TyXbipbiMaap

3epTTey HOTHKEIEPiH Taaaay
KaIIBIKTBIKTAH OKBITY/IbIH XOPeoTpadHusiibIK
6islim Gepy »kyilecinie ombGeban popmar
peTiHe TOJBIKKAH/IbI KOMAHYFa LEKTeYJIep
6ap ekeHiH KepcetTi. Anaina, 6yJ1 OKbITY
TYPiHiH »KeKeJIereH 3JJeMEHTTepi MeH
(hopmasiapbl }KOFapbl OKY OpbIHIAPbIHAAFbI
xopeorpadust hakysbTeTTepiHiH OKY-
LIblFapMAaLlbLIbIK YIEPIiCiH 2KeTiJuipyre
JKOHe OaubITyFa KabGiJieTTi eKeHi aHbIKTaJIbI.

KallubIKTBIKTaH OKBITY, €H a/lIbIMeH,
TEOPUSIJIBIK, dJIEYMETTiK-yMaHUTaPJIbIK
JKoHE 1I0JTy CUTIaThIHAAFbI oHAep OOMbIHIIA
OiJliM aJTylIbLIaPABbIH OKY MaTepHaJIbiH
MEHIepy MYMKIHIIKTePiH KeHEUTEe].
ConbiMeH KaTap, oJ1 6ijlim 6epy ynepiciHin
UKEMJIINH apTThIPbII, CTYACHTTEPIiH, KeKe
OKY TPAaeKTOPHSIChIH KaJIbINTACThIPYFa,
©3IH/iK >KyMBICBIH THIMi YIHBIMAACTLIPYFa
»KoHe KaciOH peh/IeKCHSIChIH IaMbITYFa
JKaFnau ykacanipl.

3eprrey GapbIChbIHA apaJsac KoHe
OipiKTipiireH OKbITY popMasapbiHbIH,
xopeorpadusiibik Oiim 6epy yiilin
AHArypJibIM THIMJL €KEHI Herizesii.
Aran afiTkanzia, KallbIKTbIKTaH OKbITY
(hopMaThl MpaKTUKAJBIK JaibIHABIKTbI
TOJIBIK aJIMACThIPA aJMaFaHbIMEH,
JOCTYPJIi KYHII3TT OKBITYb
TOJILIKTBIPAThIH Oasiamalibl KypaJl peTinjie
KapacTbIpbliybl MyMKiH. By.1 ocipece
LIbIFapMaLbI/IBIK TallCbipMaJiapibl Tasnaay,



KOWBLIBIMIBIK 2K0Oatap/ibl 2KocnapJay,
OefiHeMaTepHaJslapMeH XKyMbIC iCTeY JKoHe
dllicTeMeJliK NalbIHABIK yAepicTepiHie 03
HOTH2KEJIIJINH KopceTei.

3eprTey HaTHKesepi mpodeccop-
OKbITYLUbLIAP KYpaMbIHbIH poJii
KAILIBIKTBIKTaH OKBITY »KaFIaibiH/IA
alTapJibIKTal 63repeTiHil e aeh .
OKpITylLIbI TeK 6iJliM 2KeTKi3ylli FaHa
eMec, COHbIMEH Karap OKy yaepicin
yHBIMAACTBIPYLLIBI, MOJIEpPaTOpP, KeHecli
JK9He OisliM anyuiblIap/blH, OKy
MOTHBALUSCHIH KOJAAYILbI TYJIFA PETiH/E
KopiHeni. by 03 keserinje neparorrep/in
HUDPJBIK 2KoHE JJIicTEMENIK KY3bIPETTiJIIriH
apTThIPY KayKeTTiriH alKbIHIANBI.

Ocblnaiia, KallblKThIKTaH OKbITY
xopeorpadusiiibik Giim 6epyie nepbec api
TOJIBIKKAH/IbI (hopMa peTiHie eMec, KaciOu
JaAbIHIBIKTBIH €peKILIeJ/iKTepiH ecKepe
OTBIPbII, KE3€H-Ke3eHiMEeH eHri3iJeTiH,
9KCIIEPUMEHTTIK »KOHE BAPHUATHUBTI
Kypamzaac 0eJlik peTiHe KapacTblpbLIybl
tuic. Herisri 6acbiMpbIK 611iM aylbIHbIH,
TYJIFAJIBIK, IIBIFAPMAalIbIJIbIK XKoHe KaciOn
KY3bIPETTiJIIKTepiH IaMbITYFa OarbITTaJFaH
OipiKTipiJiIreH OKbITY MOJIE/IbEPiH
KaJIbINTACTBIPY GOJIbIT TaObIIAMBI.

KopbITbiHADI

3eprrey OGapbichinaa Kazakerau
Pecny6/inKacbIHbIH alMaKThIK KOFaphbl
OKY OpbIHJIapbIH/IAFbl XOpeorpadusi
(hakyJIbTeTTePiHiH KbI3METi MeH LIeTeJIiK
6isim Oepy MeKeMeJIepiHiH yHbIMAACTBIPbLITY
ToxKipubeci KapacTbIpblIbl. 3epTTEY
MOCeJIeCiHIH KOHTEKCTiHIe aBTopJaap
Ka3aKCTaH/pIK XopeorpadusiiblK 6iim
OepyliH epeKlIeNiKTepiH Heri3/ern, OHbIH,
MHHOBALUS/IBIK TEXHOJIOTHSJIAPbIH 1aMbITY
OarbITTapblt, COHAAN-aK MaHaeMHusl
YKaraanblnaa eqimizneri xopeorpadus
thakysbTeTTEpiHiH OefiiMaeny aicTepin
ANKbIHIA/IbI.

3epTTey HoTHKeJepi KoFapbl
xopeorpadusiiibik 6iim GepysiiH
ePEKLICJIKTEPiH aHbIKTayFa XKoHe
xopeorpadusi casacbiHia KallbIKTbIKTaH

OKBITY (POPMACBIH €HTi3y yKaFaaiaapbiH
KapacTbipyra MyMKiHJIiK Gepai. by
dhopmaTt xopeorpadusiibiK OijiM 6epyLiH
JKaHA BapUaTHUBTI Kypamaac Oediiri peTinie
KapacTbIpblIy/a.

KaubIKTbIKTaH OKbITY/IbIH
JKeKeJlereH TypJiepi illiHapa cblHaKTaH
oTKiziJin, uibirapmauibiibik KOO men
hakysibTeTTep/IiH GiiM asyliblIaphl
»KoHe Mpodeccop-oKbITYIIBLIAP KYyPaMbl
TapanbiHaH oH 6arachlH ajpl. bys
xopeorpadus dakyJbTeTTePiHiH OKY
TaxKiprOeCiH/Ie KAIbIKTBIKTAH OKBITY,
JKaJIIbl aJlFaHa, MyMKiH €KeHiH KepceTeli.

3epTTeyi Heriari epexesepi
MeH HaTHKeJepi Xopeorpadusi
(hakyIbTeTTEpiHiH TOKipHOeciHe XKoHe
neJarorukasbik KbI3MeT TypJiepiH
yHBIMIACTBIPyFa KeJieci OaFbITTapaa
KOJIIAHbLTYbl MYMKiH:

— Oinim 6epy HarapaamanapbiHa
KYPBIIBIMAIBIK TaJIIay KYPrisy XKoHe
KALUBIKTBIKTaH OKBITYFa TOH CHIIATTap/bl
aHbIKTaY;

— KAallIBIKTBIKTaH OKBITY (POpMaThl
eHOepiHaeri oKy TypJepin
xopeorpadusiiibik Gisim GepyjiiH Kacioun
epeKIIeJIKTepiHe XKoHe coJlapra colKec
6isim Oepy LelniMaepine 6arbITTay;

— OKY-LIbIFAPMAaLLbUIbIK YAepicCiHae
OKBITYIbIH OipiKTipiJIreH TypJepiH
»KoHe ap OiiM H6epy OarnapjamachiHa
JuddepeHmatius Kojiany;

— OiniM anylblIap/biH KociOn IeHreHi
MEH LLIbIFapMallblIbIK, 3UATKEPJIiK
JKOHE TYJIFaJIbIK aJieyeTiHe OarbITTallraH
TEOPHUSNIBIK 2KoHe NMPAKTHKAJIBIK JKeKe
TarncblpMaJiapabl OpblHAAYbI;

— KAallIbIKTbIKTaH OKbITY (hopMaThIHAATbI
JKaHA OKY KbI3MeT TypJIepiH Ke3eH-
Ke3eHiMeH CbIHAKTaH OTKi3y;

— KAallIbIKTbIKTaH OKbITY (hopMaThIHAATbI
JKOFapbl OKY OpPHbIHAH KeHiHri OiJliM
Oepy »Karaanaapbii (Maruerparypa,
JIOKTOPAHTYPa) AaMbITy MYMKiHJIT.

3eprTeye KazakCcTaHIbIK
xopeorpadusiiibik Gislim Gepysii 1aMbITy
OarbiTTapbl, OKbITYAAFbl HHHOBALMSIJIBIK
TEXHOJIOTHsIJIAP/Abl €HIi3Y epeKLeiKrepi,
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coHpal-aK xopeorpacus paxyJbTeTTepiHiH
»KahaHpIK aHaeMus KaranbiHia
Oefiimaesny aflictepi KapacTblpblibl. bacTbl
Oarnap — OiJliM aJIylIbl TYJFAChIHBIH

031, OHbIH KaHapThlIFaH OisiM Gepy
(hopMaTbIHAAFBI XKEKe Ky3bIPETTiJIKTePiHiH,
KaJbINTACybl OOJbIN TaObIJIA/IBI.

ABTOpnapabiH, yneci:

CoHbIMEH Karap, Kasipri oJleyMeTTiK-
KOFaM/IbIK »KaF1akiia neaarornkajbik
MiHAETTEPA LICIY/e KAIBIKTLIKTAH OKbITY
xopeorpadusiibiK 6iiM 6epy/IiH THIM
thopmasiapbitbiH, Gipi peTiHjie TaHblIAbI
JK9He OyJ1 — 6is1iM 6epy KbI3METTEPiH YCbIHY
TYPJIEPiH 2KE T/ PY/IH MaHbI3/Ibl Kypamaac
OeJliri.
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Taey6aeBa bamkan, Tiney6aes Cepasbi

[O2kHO-Kazaxcranckuii ynusepeurer umenn M.Ays3zosa (1L bivkenT, Kasaxcran)

NEAATOTMYECKUE ACMEKTbI U MEPCMNEKTUBbI PA3SBBUTUA AUCTAHUMOHHOIO
OBYYEHNA B XOPEOTPA®UYECKOM OBPA3OBAHNU KA3AXCTAHA

AHHoOTauus. JlokgayH BbIHYAWN NpeacTaBuTenei obuecTBeHHbIX Npodeccuii nepeocMbICIUTb BUAbI
npodeccMoHanbHOM AesTeNbHOCTM U HOBblE CMOCODObI KAYeCTBEHHOMO NpefocTaBneHuns ycnyr. B cucteme
00pa3oBaHus 3TU U3MEHEHWS 3aTPOHYN U TBOPYECKME HaMNpaBAEHUs, MOCKO/bKY B JaHHOM cdepe K
dopmaM 0byyeHns NpenbaBstTCs 0cobble TpeboBaHMS, @ 0CBOEHME NPOdECCMOHANbHBIX HAaBbIKOB B
OHNaMH-hopMaTe Ha NPaKTUKE NPAKTMYECKM HEBO3MOXHO. B nccnenoBaHmMm Mcnonb3oBaHbl MEMOObI
KOMMJEKCHOrO aHanmn3a, 0CHOBAHHbIE HA MUPOBOM OMbITE, CPABHUTENbHBIN aHaM3 XOpeorpapuyeckoro
00pa3oBaHus U ApYrUX r'yMaHUTapHbIX y4eOHbIX TPAeKTOPUHM, @ TaKKe METOLONOMMYECKME NOAXOb,
6a3upyoLLMecs Ha COBPEMEHHbIX LOCTUXEHUAX Nefarornyeckon Hayku. CpaBHUTENbHbIN METOA,
MO3BOMMA PaCcCMOTPETb NPOLEeCcC afantauum GakynbTeToB Xopeorpadum K HOBbIM YCIOBUSM B NMEPUOL,
naHaeMun. CTpyKTypHO-CEMaHTUYECKUIA MEeTOL, CMOCOHCTBOBaN 060CHOBAHMK MHHOBALMOHHbIX
NMoAX0oA0B, afaNTUPYEMbIX K M3MEHUBLUMMCS YC/IOBMSAM 06pa30BaTelbHOM CUCTEMbI. Pe3ysmamel
ABTOPCKOro MCCNef0BaHUA HanpaB/ieHbl HA aHann3 GopM opraHu3auumn yyebHoro npoecca, BOnpocos
pasBUTUS IMYHOCTHOrO NOTEHLMana 0by4aLmMXCs 1, Kak CnefcTBue, paCCMOTPEHWE AUCTaHLMOHHOIO
dopmaTa 0b6yyeHns Kak OLHOW U3 MHHOBALMOHHbIX TEXHONOMMIA NPeaoCcTaBneHns 06pa3oBaTesibHbIX
ycnyr B chepe xopeorpaduyeckoro Uckyccrea. B pamkax TeMbl nccnenoBaHms 060CHOBaHbl 0COHEHHOCTH
Ka3aXCTaHCKOM CUMCTEMbI XOpeorpaduyeckoro 0bpasoBaHus, onpeneneHbl HanpPaBNEHUS PAa3BUTHUS
€€ MHHOBALIMOHHBIX TEXHOMOTMI. TakxKe Oblv BbISIBNIEHBI METOAbI afanTaLumu Xopeorpapuyeckmx
(aKynbTETOB Ka3aXCTaHCKMX BY30B K YCNOBUAM rMo6anbHOM NaHAEMUM U BHEAPEHUS CMELIAHHbIX GOpM
0byyeHus, BKNHOYas AMCTaHUMOHHOe 06pa3oBaHue. Pe3ynbTathbl MCCIef0BaHUS 06/1aA4ak0T NPaKTUYECKOM
HanpaBNeHHOCTbI U OPUEHTMPOBAHbI Ha pelleHMe aKTyalbHbIX 33434 BbICLIEr0 XOpeorpaduyeckoro
06pa3oBaHus. B Lenom, HecMOTps Ha TO YTO AMUCTAHLMOHHOE 0ByYeHUe He SBNSETCS HOBbIM SIBIEHUEM
B cMcTeMe 06pa3oBaHus, B chepe xopeorpaduyeckoro 06pasoBaHUs 3TOT NMOAXO4 OCTAETCS NPeLMETOM
obcyxaeHUs cpeiy CneLmanmcToB U Noka He NpoLwén NoAHOLEHHONW anpobauuu.

Knrouessie cnosa: nckyccTBo, xopeorpadus, AMCTaHUMOHHOe 06pa3oBaHume, yuebHbIi npouecc,
WHHOBALIMOHHbIE TEXHONIOTUMU.

Ana yumupoearus: TneybaeBa, banxaH, u Cepanbl Tneybaes. «[leparornyeckme acnekTbl 1
nepcneKTMBbl Pa3BUTUS AUCTAHLMOHHOIO 06yyeHus B xopeorpaduyeckom obpasoBaHum KasaxcraHay.
Central Asian Journal of Art Studies,T. 10, N24, 2025, c. 285-305, DOI: DOI: 10.47940/cajas.v10i4.1138
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Tleubayeva Balzhan, Tleubayev Seraly
M. Auezov South Kazakhstan University (Shymkent, Kazakhstan)

PEDAGOGICAL ASPECTS AND PROSPECTS FOR THE DEVELOPMENT OF DISTANCE
CHOREOGRAPHIC EDUCATION IN KAZAKHSTAN

Abstract. The lockdown compelled professionals in public-oriented fields to critically reassess their
modes of professional activity and the ways in which quality services are delivered. These changes
also affected the education system, including creative disciplines, as these areas impose specific
requirements on teaching formats, and acquiring professional skills in an online environment is,
in practice, nearly impossible. The study employed comprehensive analytical methods based on
international experience, a comparative analysis of choreographic education and other academic
trajectories in the humanities, as well as methodological approaches grounded in the latest
achievements of pedagogical science. The comparative method enabled the examination of how
choreographic faculties adapted to new conditions during the pandemic. The structural-semantic
method contributed to substantiating innovative approaches that could be adapted to the transformed
conditions of the educational system. The findings of the authors’ research are aimed at analyzing
forms of organizing the educational process, issues related to the development of students’ personal
potential, and, as a result, at exploring distance learning as one of the innovative technologies for
providing educational services in the field of choreographic art. Within the scope of the research,
the specific characteristics of Kazakhstan’s choreographic education system were identified, along
with directions for the development of its innovative technologies. Moreover, the study outlined the
methods used by Kazakhstani universities to adapt their choreographic faculties to the pandemic
context and to introduce blended learning formats, including distance education. The results of
this research have a practical focus and aim to address current challenges in higher choreographic
education. In general, while distance learning is not a new phenomenon in the education system,
within the context of choreographic education, it remains a subject of debate among professionals and
has not yet undergone full-scale testing.

Keywords: art, choreography, distance education, educational process, innovative technologies.
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CTPYKTYPHO-
CEMUOTHUYECKAM4
OYHKUHUSA KOS B POMAHE
«[1YTb ABAS »

Aupa Hyp6aesa'

'Kasaxckuii HallMOHANbHbBII 1€/1ar0rHyeCKuil yHHBepeHTeT uMeHn Abast
(Anmarbl, Kazaxcran)

AHHoTauus. iccnenoBaHue NOCBSLWEHO BbISIBAEHWUIO CTPYKTYPHO-CEMUMOTUMYECKOW DYHKLMM KI0S B
XYL,0XEeCTBEHHOW cMCTeMe poMaHa-3noneun «Mytb Abas» Myxtapa Ayasoga. Kioi paccMaTpuBaeTcst

KaK CMbIC/I0BOM KOZ, GOPMMUPYIOLLMIA PUTMUYECKYHO OPraHM3aLMI0 MOBECTBOBAHMS, ero dunocodckyo
HaCbILLEHHOCTb U IMOLMOHANBbHYIO BbIpa3nTeNbHOCTb. B paboTe ncnonb3yeTcs MeXanMcuunaInHapHas
Memo00/102us, BKJTIOHAIOLLAS TMTEPATYPOBESYECKMIA, KYNBTYPONOrMYECKUI, CEMUOTUYECKMIA aHanu3,
3N1EMEHTbI My3bIKa/bHOW CEMAHTUKM M MPUHLMMbI STHOMEAATOTMKU. IMNnpuYeckas 6asa nccnenoBaHmns
OCHOBaHa Ha AAaHHbIX NefArorMyeckoro 3KCNePUMEHTa, B XOA4Ee KOTOPOro M3y4anocb BOCMPUSTUE
CTyAEHTaMM GparMeHTOB poMaHa € U 6e3 My3blKanbHOr0 CONPOBOXAEHMS. YCTAHOBNEHO, YTO KIOM B
CTPYKTYpe TeKCTa BbINMOAHAET DYHKLMM NEMTMOTMBA, STUMECKOTO MapKepa U MeaMaTopa Ky/bTypHOM
namMaTu. My3bikanbHble CLEHbI YCUAMBAOT 06pa3HOCTb, pacLUMPSIOT CUMBOJIMYECKOE MOE NMPOU3BEAEHNS
1 cnocobcTBytOT 6onee ryboKOMy YCBOEHMIO cofepXKaHus. [lonyyeHHble pe3ybmamesl NOLTBEPXKAAIOT
3 HEKTUBHOCTb MHTErpaLMmM TPALMLIMOHHOIO Ka3aXCKOro My3blKaibHOr0 MaTepuana B 06pa3oBaTesibHbIi
npouecc. MiccnenoBaHne fEMOHCTPUPYET, YTO KO MOXKET CITYXKWUTb MHCTPYMEHTOM (DOPMUPOBaHMS
3CTETUYECKOrO BKYCA, SMOLMOHANbHOTO MHTENNEKTA U UCTOPUKO-KY/IbTYPHOM MOEHTUHHOCTH
obyyaroLmxcs.

Knioyeseie coea: Kiol, CTPyKTypa poMaHa, CEeMUOTUKA, MEXANCLIMMIMHAPHBINA aHanu3, My3blKaabHbli
NEeNTMOTUB, STHONELArOrMKa, SMOLMOHANbHBINA UHTENNEKT, KYNbTypHas MAEHTUYHOCTb, XYA0XKECTBEHHOE
BOCMNPUSTHE, NEAATOTMYECKMUIA SKCMEPUMEHT.

Ana yumuposarusa: Anpa Hypbaesa. «CTpykTypHO-cemMuoTMyeckas GyHKUMs Kiost B poMaHe "TlyTb
Ab6as"». Central Asian Journal of Art Studies, T. 10, N24, 2025, c. 306-321. DOI: 10.47940/cajas.v10i4.1025

Asmop npoyuman u 0006pus 0KOHYAMENbHBIL 8ApUAHM PyKONUCU U 3as8asem 06 omcymcmeauu
KOH®IUKMa uHmepecos.



BeepeHue

CospeMeHHoe ryMaHWTapHoe 3HaHKe
JIEMOHCTPUPYET YCTOHUUBYIO
TEHJCHLHIO K MEKIUCLIUIITIMHAPHOCTH,
00'be/IMHSIS JIMTEPATYPY, HCKYCCTBOBEICHHE,
KYJIbTYPOJIOTHIO M MeJIaTOTHKY B LIEJISIX
6oJiee rIyOOKOT0 MOCTHKEHHS KYJIbTYPHOTO
Hacsienusi. B 3ToM KoHTeKeTe poMaH-
snonest Myxrapa Ays3osa «[lytb AGas»
NpeJCTaBJIsIeTCs] YHUKAJbHBIM TEKCTOM, B
KOTOPOM XYJ/I0?K€CTBEHHOE CJIOBO OPraHHYHO
COEIMHSIETCS C My3bIKaJbHOU Tpaiulien
Kazaxckoro Hapoaa. Ocobyto poJib B
KOMITO3ULIHHM U CMBICJIOBOH CTPYKTYpe
NPOU3BEJIEHHSI UTPAET KIOH — Kas3axckasi
MHCTPYMEHTaJ/IbHast beca, TPAIULIHOHHO
UCIIOJIHsIEMAst Ha oMOpe uJin KoObl3e,
o6J1a/1alo11as CIOKETHOH HACBIILIEHHOCTBIO
U CrocoOHasi repeaBath LeJiblie
thunocockre v SMOIMOHALHBIE MUPbI
CpeJICTBaMK TOJIbKO My3biKH (#KaHysak 51 ).

«[Tytb AbGasi» cripaBeyIMBO HA3bIBAIOT
IHUMKJIONEIMEH KU3HH Ka3aXCKOT0
HapoJa: B HEM MOPOOHO OTparKeHbl
THOKYJIbTYPHbIE TPAIULIUH, TyXOBHbIE
MOUCKH U MEHTaJIbHble OPUEHTHUPHI, B
TOM 4McJ/e My3biKasbHble (Hyproxuna
63). Kioii B pomaHe QyHKIHOHUPYET
KaK CTPYKTYpPOOOPa3YIOLIHH 3JIEMEHT,
BJIMSIIOLIMI HA PUTM [TOBECTBOBAHUS U
CHCTEMY CMBICJIOBBIX AKLIEHTOB.

Cam M. Ay330B oT™MeuaJ
MCKJIIOUUTEIbHOE 3HAUEHHE KIS KaK
(hopMbl HALMOHAJBHOTO CAMOBBIPAXKEHHUS,
NoA4EépKUBast €ro crnocoOHOCTh
nepesaBaTh COKPOBEHHbIE ylIEBHbIE
COCTOSIHUSI Ka3axoB. B pomaHe toHbIH
Abaii oTKpbiBaeT st ceOsi ryOuHY
HapOJHON My3bIKH, 06yUasiCh y BEJIMKHX
KIOHLLH, a 3ByYaHHE KIOE€B COMPOBOXKIAET
KJII0OUeBble 3TH30/1bl [IOBECTBOBAHHUS,
BBIMOJIHSAST (PYHKIIMIO KYJIbTYPHO-
CMBICJIOBOTO MapKepa H yCHJIUBasI
UHTEPIpeTalnio COObITUH B HALMOHAJIbHOM
KoHTekcTe. OJIHAKO, HECMOTPSI Ha
SIPKOE MPUCYTCTBHE KOSl B TEKCTE, €ro
pOJIb JI0 CHX MOp He Obliia NPeIMETOM
lieJieHanpaBJIeHHOrO Hay4HOTO aHaJIn3a.

HcenenoBarenu yalle cocpeoTayuBaiuch
Ha 1nos3uu Abast, Ha (hOJIBKJIOPHBIX
MOTHBAX, Ha UJESIX POCBELLEHHUS

1 HAMOHAJIbHON HIEHTHYHOCTH,
MIHOPUPYS HHCTPYMEHTAJbHYIO MY3bIKY
KaK CTPYKTYPHBIH U CMbICJIOBOH

3JIEMEHT XYJI02KECTBEHHOTO MUpa

pomana (Hyprozxkuna 64 ). 9to cosnano
MEeTOJI0JIOTHYECKU I BaKyyM, B paMKax
KOTOPOTO (PYHKILMH KIOsl KAK HOCHTEJIs]
(hr10cOPCKUX U IMOIMOHATIBHBIX CMBICJIOB
OCTalOTCsl HEJOOLLEHEHHBIMH.

Hacrosiiee ucenenoBanue onupaercs
Ha CTPYKTYPHO-CEMHUOTHYECKHH TTOJXO]L
K XY/102KECTBEHHOMY TEKCTY U Ha
paboThbl, MOCBSAIEHHBIE My3bIKAJIbHOM
CEeMaHTHKE U KyJIbTYPHOH MamMsTH. DTO
M03BOJISIET pacCMaTPUBATh KIOH He
KaK 3THOrpaduuecKyto JeTalb, a Kak
MHTOHALMOHHO - CMbICJIOBOH KOJI, BJUSIOIINH
Ha PUTM H CMBICJIOBYIO OpraHH3aLH1io
MOBECTBOBAHHS.

Axmyanrorocmo memor 06ycyoB/eHa
He0OXOAUMOCTBIO YIJTyOJEHHOTO
JIUTEPATypPOBEIUECKOro aHaIu3a poMaHa-
snonen «I 1yt AGasi» u perieHnem
NpaKTHYECKHUX 3a/1a4 'yMaHUTapHOrO
o6pazoBaHus, rie BCE 6OJIbLIYIO
3HAUMMOCTb PHOOPETAET HHTETrPALIUs
nckyceTB. OcMblc/ieHHe Kiosl He
TOJIBKO KaK My3bIKaJbHOTO, HO U KaK
MOBECTBOBATENLHOTO U (PUIOCOPCKOTO
KOMITOHEHTa OTKPbIBA€T HOBbl€ TOPU3OHThI
1151 u3ydeHust TBopuectBa M. Ays3oBa,
M03BOJISIS TIO-HOBOMY PAaCKpBITh €10
XYJ102K€CTBEHHBII METO/L U ITyOUHHbIE
MJIACThl HALMOHAJIBHOTO CAMOCO3HAHHS,
BbIpakeHHbIe B 3ByKe. Kak ormeuaer
JKoH CMUT, «TpaliLIMOHHAsT My3blKa
B intepartype LlentpanbHoit Asuu
BBICTYNAET B POJIH CEMAaHTHUECKOTO MOCTa
MeXKly YCTHOH HCTOpPUEH U COBPEMEHHOH
HappatuBHOH hopmor» (Smith 50). dmuan
JkoHcoH yTouHsieT: « HappaTtuBHas
JIMHAMKKA Ka3aXCKHX 31M0COB IyO0KO
YKOpeHeHa B My3blKaJbHOM BOOOPaXKEHNHH
CTenHo# KysabTypbl» (Johnson 115).

Lleab uccaedosanus — BbISIBUTb U
000CHOBATb (DYHKIIUH KIOSI B CTPYKType
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poMaHa Kak Xy/10:KeCTBEHHOT 0,
CEMHOTHYECKOTO U MeJaroruieckoro
(beHomena.

3adauu:

1. [IpoananuaupoBaTh KyJbTYPHBIN 1
(hU0CODCKUI KOHTEKCT KI0sl, BbISIBUTh €0
CHMBOJIMUECKOE 3By4YaHHE B TEKCTE;

2. MccnenoBatb KOMIO3ULMOHHYIO POJIb
MY3bIKaJIbHbIX TIH30/I0B U X BJHSIHUE HA
PUTM, 3MOLIMOHAJBbHBIH (DOH H TOHAJBHOCTh
MOBECTBOBAHHUS;

3. OnpenesinTb 0CO6EHHOCTH
MY3bIKa/JIbHOTO KOJIa KaK 3/JeMeHTa
ABTOPCKOH HHTOHALIMOHHON CTPATeruy;

4. OueHnTb MearoruuecKuil moTeHrasn
aHaJIM3a Kiosl B 00pa3oBaTeJ/IbHbIX
NpaKTHKax, HalpaBJeHHbIX Ha Pa3BUTHE
ICTETHUYECKOTO BKyCa M KyJbTypHOH
WIEHTHYHOCTH.

Hayunas nHosusna vccieoBanus
3aKJII0YAETCsl B PACCMOTPEHUH KIOsI
KaK CTPYKTYPHOTO ¥ MHTOHAILMOHHO -
CEMAHTHYECKOro 3/1eMeHTa poMaHa,

a He 3THOrpaduuecKoi 1eTajt.
MexnuciunInHapHbIH MOJIXO],
COYeTaloLLUH JIUTepaTypoOBeYeCKUH,
My3blKaJlbHbIHA, CEMHUOTHYECKHUN U
KyJIbTYPOJIOTHUECKHI aHAJIU3, TIO3BOJIHI
BbISIBUTb CKPBITbIE CMbICJIOBbIE TJ1ACThI
TEKCTa U 10Ka3aTh, KAK My3blKaJbHOE
MBILIJIEHHE OTIPEeJIsIeT €r0 PUTMHYECKYIO
1 KCITPECCUBHYIO OpraHu3aiifio. AKIeHT
Ha MearoruyeckoM rnoTeHimasne Kiost
NPUIAET HCCIEI0BAHUIO TIPAKTHYECKYIO
HarnpaBJIEHHOCTb.

B coBpemeHHbIX 06pa3oBaTebHbIX
NpaKTHKax Bcé OoJiee BocTpeOoBaHa
MHTerpalmst UCKyCCTB, criocobeTBytoLlas
(hopMHPOBAHHIO KYJIbTYPHOH MaMSITH,
9CTETHYECKOTO BOCTIPUSATHS U
YBaKeHHs1 K HallMOHAJIbHOMY HaCJIeHI0
(BosikoB 58). B 3TOM KOHTEKCTE KIOH
paccMaTpuBaeTcs Kak 3(h(heKTHBHBIN
MHCTPYMEHT BOCITUTATEJ/IbHOTO BO3/IEHCTBHS
(Apryunnuesa 105), a uccienoBatue
— KaK BKJIaJl B Pa3BUTHE KaK TEOPETHKO-
JIUTEPATypPHOTO aHa/M3a 3MoMnen
Ay»330Ba, TaK U METO/I0/I0MMUECKHX OCHOB
T'YMaHUTapHOTO 0Opa30BaHHUs.

MeTtoabl

MeTonos10r1s1 MCC/1e10BaHUS HOCHT
MEeXKIMCLMITIMHAPHBIN XapakTep 1
BKJIIOUAET JIUTEPATyPOBEIUECKHE,
MCKYCCTBOBEUECKHUE, KyJIbTYPOJOrHUECKHe
¥ TIeflaroruueckie MeToibl. TeopeTnueckas
6aza onupaeTcsi Ha CTPYKTYPHO-
CEMHOTHUECKHMH aHAJIU3 TeKCTa B pycJie
kouuenuuu I0Opust Muxaiaosnua
Jlotmana (Jlotman, 112), uto nossoJsiet
paccMaTpUBaTh KIOH KaK 3HAYUMbIH
KOMITOHEHT XY/I02KECTBEHHOH CHCTEMBbI
poMaHa, a He KaK 3THoOrpaduyeckyto
netajb. MysbikajbHash cocTap/sonas
aHaJIM3upyeTcsl B paMKax
MCKYCCTBOBEIUECKOTO MOJIX0/1a, IJie

KIOH TPAKTyeTCsl KaK TEKCT» MY3bIKH,
TpeOyIOINH UHTEPTIPETALIMH B KOHTEKCTE
noBectBoBaHus (Apryuntuesa 103).
KysbTyposioruueckuii MEeTOJ IOMOJHSET
aHaJiM3, paccMaTpHBasi KIOH U CBsI3aHHbIE
C HUM 00pasbl KaK 3HaKH HallMOHAJIbHON
KYJIbTYpbl H MEHTAJIbHBIX LIEeHHOCTEH
(PKanysak 51).

[Tenaroruueckuil KOMIMOHEHT
peaJiM30BaH yepes sKCrnepuMeHTalbHYIO
anpoOaluio, HarpaBJeHHYIO Ha
BbISIBJICHHE BJIMSIHUSI My3bIKa/JbHOTO
KOHTEKCTa Ha BOCIIPUSTHE JINTEPATYPHOTO
Tekcra. B xone 3aHATHI TPOBOAMIIOCH
HaOJIOIeHUE 32 peaKIMel CTYIEHTOB
NpH U3ydeHnH pparMeHTOB poMaHa ¢
onucanusimu Ktos (Kasakosa 90), nocsie
yero Obl10 MPOBEJEHO AHKETHPOBAHHE
JUIS1 OLLEHKH MOHUMAaHHUs1 CHMBOJIMKH U
9MOLMOHAJILHOTO OTKJMKA. TeopeTHueckoe
000CHOBaHHE BKJIIOYEHUS KIOSI B
006pazoBaTesbHbIH Mpolece onupaeTcs Ha
KOHIIEMIMIO 3THOMenaroruku ['ennanus
Huxkaunposuua Bosikoa (BosikoB 57).
CormocraBJ/ienue pedysbTaToB HaO/IOCHUS
1 aHKETHPOBAHUS MOJTBEPUIO
3 (HeKTUBHOCTb MEXKIUCIHUIIHHAPHOTO
noaxoza (MKymaraesa 45). B nepcriekrriBe
IKCTIEPUMEHT 11e/1€C006PA3HO PACILIUPHUTh
3a CYET yBesIMYeHHsl BIOOPKH U BKJIIOUEHHUSI
CTYJICHTOB Pa3HbIX HalpaBJIeHUH, a TaKKe
COMOCTaBJICHHUsI IPYIII ¢ Pa3HbIM YPOBHEM
MY3bIKaJIbHOH MOJrOTOBKH.



Ouckyccusa

Hcenenosanue poJiu Kiosi B
Xy/10?KECTBEHHOH CTPYKTYpe poMaHa

M. AysszoBa «Ilytb AGasi» paciiupsiet
TpaHULLbl TPAAUIIMOHHOTO ay930Be/ICHHUS.

B orsinune ot pabot, cocpeloTouEHHbIX Ha
o6uorpaduame, puaocoPcKo-3THUECKON
npo6JeMaTHKe U HALMOHATLHOM XapaKTepe
repoeB, HaCTosIlIee UCCeloBaHle
aKUEHTHPYeT BHUMaHHe Ha Kloe Kak

Ha TIOJIHOILEHHOM CTPYKTYPHOM H
CEMHMOTHUECKOM 3JIeMEHTE TeKCTa.

Taxko# nojixosn no3BossieT yrayOuTh
MHTEPTPETAalNIO NPOU3BEICHUS], pACKpPbIBast
€r0 CHHTETHUECKYIO TIPUPOJy — €IMHCTBO
CJIOBA U 3BYKA, JIHTEPATYPbl U My3bIKH.

B tpynax Myxamekana Kaparaesa,
Caobura Mykanosa u Cepuka Kupabaesa
NoAY€PKUBAETCS HACBILIEHHOCTb pOMaHa
My3blKaJbHbIMH 00pazamu, a Takxke o6pa3
Abas kak nosta u My3bikaHTa (Kaparaes
87; Mykanos 134; Kupataes 101). Onnaxo
(pyHKLHOHATbHAS 1 KOMTTO3HIIHOHHAS POJIb
MY3bIKH B 3THX HCCJIEIOBAHUSX OCTAETCS
HeJI0CTaTOYHO pacKpbIToi. B To xKe Bpems
COBpeMeHHble 3apyOexKHbIE HCC/Ie10BATENH
obpatatores K eé cTpyKTypoo6pasyioliemy
norenuuany. Tak, Maiika JIu otmeuaer,
YTO My3blKaJibHble MOTHBbI B TIPO3€ HAPOJIOB
LlenTtpasnbHoii A3nu CTpyKTYpHPYIOT
nopecrBoBanue (Lee 85); damcon Hen
noauépK1BaeT Hepa3pbIBHYIO CBA3b
MY3bIKaJIbHOH PUTMHUKH C MFHTOHALMOHHOH
opranusauueit tekcra (Chen 155); Mapusi
["apcus ykasbiBaeT Ha popMUpoBaHUe
«aKyCTHYECKOTO T0JIs1 KyJIbTYPHOH MaMsITH»
noj BosneictereM Kiosi ((Garcia 98)

B pamkax HacTosilLero Hee/1e10BaHNs
KIOH pacCMaTpUBaeTCst KaK JIEHTMOTHB,
IMOLMOHABbHBIE DOH ¥ (hHITOCODCKUE
BEKTOp MOBECTBOBaHHUS. B otsinune
OT (OJIBKJIOPHO-OMUCATEBHbIX
MHTepIrpeTalulil, aHaau3 ornupaeTcst Ha
MPUHIUIBI CTPYKTYPHOTO H CEMHOTHUECKOTO
MOJIX0/1a, YTO COOTHOCHTCS C KOHLIETLHEH
[Opust Muxaiinosuua JIotmana o
MOJIMCEMAaHTHYHOCTH XY/I02KECTBEHHOTO
MHpa ¥ B3aHMOJIEHCTBUH Pa3JIMIHBIX

3HAKOBbIX cucteM (Jlorman 245). B
pomane Kio# pyHKIIHOHHPYET Kak
3HAKOBbIH 3JIEMEHT, PUTMH3YIOLLIUA
CTPYKTYpPY MOBECTBOBAHHUS U HACHIILIEHHBIH

KyJIbTYPHBIMH U MEHTAJIbHBIMHU 3HAYCHHUSIMH.

[TpoBenéHHbIN aHaIHU3 COOTHOCUTCS
C KJIACCHUECKUMH U COBPEMEHHBIMU
UCCJIeIOBAHUSIMH Ka3aXCKOT0 KIS,
npeacTaBieHHbIMHU B Tpyiax AxmeTa
JKy6anosa, bopuca Epsakosuua u
Anexcannpa 3araeBuua, rje Kiou
OCMBbIC/ISIETCST KaK popMa My3bIKaJbHOTO
MOBECTBOBAHHUSI U HOCUTEJIb HCTOPHUECKON
namMsTH. BmMecTe ¢ TeM B HacTosiIel
paboTe nokazaHo, uto y AyssoBa Kioi
MHTETPUPYETCsl B CTPYKTYpPYy poMaHa
KaK pUTMHYECKOE, SMOIIMOHAJIbHOE U
CEMaHTUYECKOE SJIpO, B KOTOPOM MYy3bIKa
1 CJIOBO 00pa3yloT CHHKPETHYECKYIO
cMbicsioByio cuctemy. Ocoboe BHUMaHHe
yAeNSeTCsl STHOMEarOrHUeCKOMY
ACMeKTy, CBA3aHHOMY € KOHLIENIHUeN
[ennanust Bosikosa (Bosikos 68).
CueHbl B3aumojeicetsust A6asi ¢ KUK
NpHOOPETAIOT BOCMTUTATENBbHOE 3HAUCHHE!
My3bIKa BBICTYMaeT MeJIMaTOPOM
MEXKITOKOJICHUECKOH Nepeayu LIeHHOCTEH,
(hopMHUPY$T SMOLIMOHAJBHBINH HHTENIEKT,
KYJIbTYPHYIO TaMsTh H 3THHYECKYIO
UJIEHTHUHOCTb Feposi U YUTaTeJIs.
JIOTIOTHUTEIBHO HCC/Ie0BaHe BHOCHUT
BKJIaJl B PA3BUTHE METOJMKH MPErnojiaBaHus
JauTepatypbl. My3biKasbHO-JIUTEPATYPHbIH
AHAJIM3, BKJIIOYAIOLIUH MPOCYILIHBAHUE
KIOEB B COUETAHUU C TEKCTOBOU
MHTeprnpeTalye, No3BoJsieT peaju3oBaTh
MeKITpe/IMETHBIH MOJXOJL U CIIOCOOCTBYET
Pa3BUTHIO SMOLIMOHAJBHOTO BOCTIPUSTHS U
KYJIbTYPHOTO MbIlLJIE€HHS 00YUaiolUXCsl.

MexaucunnanHapHbiil Xapakrep
MCCIIEI0OBAHUS ONpPeEJIe/IsieT ero HayuHyto
HOBH3HY. BriepBble Kioli paccmaTpuBaeTcs
KaK CTPYKTYPHbIH H HHTOHALIMOHHO-
ceMaHTHYeCKHi asieMeHT snonen Myxrapa
Ay330Ba, 06'bEUHSIIOIINIA CEMUOTHKY
TEKCTa, aHaJIU3 My3bIKaJIbHOTO KOJA U
3THOMEArornyeckuil moaxoa. B stom
KOHTEKCTE POMaH BBICTYIAET He TOJIbKO
KaK 5CTeTHYECKOE MTPOU3BEJICHHE, HO U
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KaK KyJIbTypPHbIH MEXaHU3M TPaHCJ/SILHUH
LeHHOCTEH.

B pomatie «ITyTb AGasi» Kioil BbIMOJHSIET
CTPYKTYPOOOPa3yIoliLyto (yHKIHIO U
BBICTYMAET CMbICJOBBIM KOJIOM, 3a/1al0LLIHM
KOMTO3HIIHOHHYIO IMHAMHKY H LEHHOCTHbIE
aKIEeHTbI moBecTBOBaHUsA. OH eficTByeT
KaK JIEHTMOTHB, CBSI3aHHbIH C OCHOBHBIMH
ITanamu JIyXOBHOTO CTAHOBJIEHHS
repost. [TosyueHHble pe3yJibTaThl
3HAUMMbl KaK B TEOPETHYECKOM, TaK
B [IPAKTHYECKOM acCreKTax, MOCKOJIbKY
yray6JIsI0T MTOHHMaHHe MY3bIKaJbHO-
JIUTEPATYPHOH CHHECTE3WH Ka3axCKoH
npo3bl XX BeKa U OTKPbIBAIOT [€PCIEKTHBbI
JUIST MEXKJUCUMITIMHAPHOTO 00yUYeHHus,
00BEIMHAIOLLEr0 JIMTEPATYPY H MY3bIKY.

PesynbraTthbi

Ananus pomana-snonen Myxrapa Ays3zosa
«ITytb Abasi» mokasbIBaeT, 4To Kiol Kak
thopma KazaxCKo#l MHCTPYMeHTAIbHOM
MY3bIKH OPraHHYHO BKJIIOUEH B
MIOBECTBOBAHHUE U BBINOJIHSIET CTPYKTYPHYIO,
IMOLMOHANBbHYI0, (hHITOCODCKYIO U
MHpOBO33peHyeckyto pynkinn (Kazaxkona
90; Apryuunuesa 105). B kitoueBbIX
3MU30/1aX MPOUCXOUT CJAUTHHUE CJIOBECHOTO
¥ 3BYKOBOT'O HauaJl, B pe3yJibTaTe yero

KIOH BBICTYIaeT CeMHOTHYECKUM SIIPOM
XYJ107K€CTBEHHOTO MUPa MPOU3BEAEHHUS
(JTorman 113).

YaKe B 1epBbIX IJlaBaX My3blKaJbHbIH
MOTHB BbIIOJIHAET KOMITEHCATOPHYIO
¢ynkuuio. [Tocse kaznn Konapa u Kamkst
toHbIH AGail HAXOUT yTellleHHe B MeCHSIX,
CKa3aHMsIX U 3ByKax IOMOPbI, UTO 3HAMEHYET
ero o6palieHue K KyJbTypHOH MamMsTH U
nepexos K pua0copcKoMy BOCTIPUSTHIO
peasbHocTH (Ay330B 72; )Kanysak 52).

B sTom KoHTeKCTe Kioi (PyHKIMOHUPYET
KaK «KOJ1 3peJIoCTH>», obecrneyrBatoLLni
CB$13b MEKJy KOJIJIEKTUBHBIM OIbITOM

1 JIMYHOH cyap0oit repost (Boskos

61). Ocoboe 3HaueHne UMeET clieHa
BcTpeun Abasi ¢ akbiHaMu bapJsiacom u
Baiikokuie. OnuceiBast UX KIOH KaK «camoe
MPOH3UTEJILHOE M CHJIbHOE» BIleyaT/eHue

(Ay»30B 111), noBecTBOBaHNE PUKCHPYET
BBICOKYIO 9MOLHOHAJbHYIO HHTEHCUBHOCTb
3MKU30/1a U NOAYEPKUBAET CTPYKTYPHYIO POJIb
KIOs1 B (hOPMHPOBAHUM TOHAJILHOCTH CLEHBI
(Ay330B 112).

Mysblka B 9THX 3MHM30/1aX BbICTYNaeT
He WIIOCTpalliet, a SKBUBAJEHTOM
JlyUI€BHOTO OIbITa H CMIOCOO0M
0CBO€eHHMsI KyJIbTypHOTro Koza. Mmenno
yepes3 «My3blKajJlbHOe OTKPOBEHHE »

Abaii epexouT OT MaCCHBHOCTH

K pH10cOCKOMY OCMbICJIEHHIO, a
ICTETHUECKOE TIepeKUBAHUE CTAHOBHUTCS
MMITYJIbCOM €r0 HHTeJIEKTYaJlbHOIO
B3pPOCJIEHHS].

CraHoBJIeHHE CTETHUECKOTO H
MHTEJIIEKTYa/IbHOTO HayaJgia reposi
HarnpsiMyto CBsI3aHO C NPUOOIIEHHEM K
UCITOJIHUTEILCKOMY HCKYCCTBY: «Abaii
CTaJl He TOJIBKO MO3TOM, HO W KIOHLIH...»
(Ays30B 127). YueHHUeCTBO Y MACTEPOB U
MPEEeMCTBEHHOCTb B MaHepe UCTTONHEHHS
CHMBOJIHUECKH 3aKPEIJISIIOT ero B
TPaJMLIMK, BKJIIOUAIOT B LIeMb CaKpaJbHOr0
3HAHWUS, TIepelaBaeMoro yepes Kion
(»Kanysak 52). My3bika cTaHOBHUTCS
(hopMOi KOJIJIEKTHBHOK MaMSITH U 4aCTbiO
WIEeHTHIHOCTH Abasi; UCTIOIHEHHE KIOsI
npuobpeTaer xapakTep KyJbTypHOH
unuurauuu (Bosnkos 62). 1o otpaxkaercs
¥ Ha TIOBECTBOBAHMM: HHTOHAIMOHHAS
OpraHu3auus TeKCTa COOTHOCUTCS €
PUTMHKOH M MOAAJbHOCTbIO KIOSI
(Kasakopa 94).

Duiocodekast hyHKIMS Kiost 0cO6eHHO
3aMeTHa B JIIOOOBHOW JIMHUM: Uepes
megiomun o Torzkan AGati BeIpaxkaeT To,
4TO He MojaéTest coBy — «jomMbpa
roBopuJia 3a Hero...» (Ay33oB 134). 3nech
KIOH BBICTYMAET «SI3bIKOM BTOPUUHON
Mojlesiupytoliei cuctembl» (Jlotman 318),
nepeaoumM TOHKHE SMOLMOHA/bHbIE
cMbic/bl. Mysbika peBpaiiaercs B
CeMaHTHYEeCKHUI KOMITOHEHT TeKCTa
1 IPOCTPaHCTBO aPPeKTUBHON
KOMMYHHUKALIMK — C JIIOOUMOH, MaTepbio,
HapoJIOM; KIoH paboTaeT Kak Mei1aTop
MEXKJly JIMUHbBIM [epPeKUBAHUEM U
KyJIbTypHOH MamsThio (ApryunHiieBa



107). DTH ClieHbl MOXKHO TPAKTOBATh KaK
aKT KYJIbTYPHOH MPEEMCTBEHHOCTH Yepes
BorolEnHyto namsath (Kumar 34), uto
corJiacyeTcs ¢ ueer o cnoco6HOCTH
TPaJMLIHOHHON My3bIKH TPAHCJIMPOBATh
HOPMbI U SMOLMH BHE BepHasIbHOIO
Beipaxkenust (Wang and Zhang 56).

B snusonax counanbHON KPUTHKH
My3blKa y Ay330Ba CTaHOBUTCS
CrocoGOM COMPOTHUBJIEHHS H OLIEHKH
JeicTBuTebHOCTH. CaThpHuuecKast necHs,
ucrosiHeHHasi AGaeM B PUCYTCTBUH
6aeB batinasnel v baticana, 3ByunT Kak
My3bIKaJIbHbIH MaMgJieT i OpraHuyHO
BKJIIOUAETCS B CTPYKTYPY MOBECTBOBAHUS
(Ay»30B 156). 3nech Kio# mproGpeTaet
He TOJIbKO 3CTETHYECKOE, HO U ITHYECKOoe
3HaueHHe, Bblpaxkasi rpaxK1aHCcKyto
nosutio repos (HKymaraesa 49). Hepes
My3bIKy Abait 0603HaYaeT AUCTaHIIHIO
MeK1ly COOCTBEHHBIMH MOPAJbHBIMU
MPUHUMITAMH U COLHAJTBHON CPENIOH,
KOTOPYIO OH KPUTHYECKH OCMBIC/IHBAECT
(BosikoB 63). Tem cambIM Kioil BbICTynaeT
He TIPOCTO peakilner Ha POUCXOJIsilIee,
a (hopMO¥# LIEHHOCTHO-3THUECKOT0
BbicKa3biBaHusi (Apryuntuena 109).

MysbIKasibHbIe ClIeHBI COTTPOBOKIAIOT
1 JIpyrHe KJtoueBble parMeHThl poMaHa.
B snusone kasuu Konapa u Kamkbl jom6pa
CTAHOBHUTCS /IS TePOst HCTOUHUKOM
yreienusi (Ays3oB 74), a B ClieHe CMepPTH
Ecumxana — rosiocom ckop6u (Ays30B
191). B speabiii nepuon :xusnu Adas
My3blKa BC€ yallle CorpoBOXK/IaeT ero
¢usocockne pasmblliIeHUsT: MOTHB THXO
3Byyallel 10MOPbI epenaéT BHyTPEHHHE
MOHOJIOTH 00 OTBETCTBEHHOCTH, BpEMEHH
1 UCTOpHUecKOl cyibOe Hapoja (Kazakosa
95). 3nech My3bika (haKTHIECKH
CpacTaeTcsi ¢ MbIC/bIO U BbITOJHSET
Mo3HaBaTeNbHYIO (DYHKIIHIO, CTAHOBSICh
Croco6GOM OCMBICJIEHHS TTPOUCXOMISIIETO
(JTorman 322). TTokasaresibHo W TO, Kak
KIOH JICHCTBYET B ayJ/IbHbIX CMIOpax: OH
npeBpalaeTcs B <HeMOH apryMeHT» —
«He BCTynasi B mepe6panky, Abaii ce
B yroJi 1 3aurpasn>» (Ayszos 205). dtoT
JKECT HeCET KOMIIIEKC CMBICJIOB: OT OTKa3a

OT KOH(POHTALMH JIO0 IEMOHCTPALIUH
BHYTPEHHEH CHJIbl H HHTEJJIEKTYaJIbHOTO
npeBocxonctBa (HKanysak 54 ).

Taknm o6pasom, Kot B pomane M.
Ays30Ba — He BcriomorareJsibHbi# (oH,
a QyHKIMOHAJLHbBIA U KOMIO3UIIHOHHbIH
MHCTPYMEHT, KOTOPBIH CTPYKTYPUPYET
MIOBECTBOBaHHUE, 3a1a€T PUTM, YCHJIUBAECT
9IMOLMOHAJIbHBIH HaKaJl U (hOpMUPYET
¢usocodekoe conepkanue (Kasakosa
98). Uepes o6pas Kiost peasiusyercsi
KOHIIEMIMSI CHHTEe3a UCKYCCTBA, KYJIbTYpbl
1 IyXOBHOH TPAJMIIMH, a TAKKE Uesi
nepeayn HallMOHAJIBHOTO OMbITa CKBO3b
nokoJsienust (Boskos 65). Pacemorpenue
K105l KaK TeKCTO0OPa3yIollero sjaeMeHTa
no3poJsieT BuaeTh B «Ilytu Abasi» ne
TOJIbKO peasiiCTHIeCKOe MPOU3BeIeHHe
C 9THOrpaUUeCKUM CofiepKaHHEM,
HO M CJIOZKHYIO MYJIbTHKOOBYIO
CTPYKTYPY, TJIe CJIOBECHast TKaHb
MPOHU3aHa 3ByKOBOH 00PAa3HOCTDLIO
(ApryuuniieBa 111). Tem cambiv Ays30B
npuOJIMKAET XY02KECTBEHHBIH TEKCT K
MY3bIKaJIbHOH TapTUTYpE: KIOH BLICTYMAeT
JICATMOTHBOM, 3a/1a10LLIUM LI€JIOCTHOCTh
¥ MHPOBO33PEHUYECKYI0 TOHAJIbHOCTh
nosectBoBaHus (Jlotman 328).

[TocKoJsbKy KIOH B TEKCTE BbINOJIHSIET
He TOJIbKO Xy/10?KE€CTBEHHYI0, HO U
CMBICJIOOPTaHHU3YIOLLLYI0 (PYHKIIHIO,
BO3HHKAET MPaKTHUECKHH BOMPOC:
YCHJIMBAET JiM oOpallleHHe K 3Byyallemy
KIOIO TOHUMAHHE poMaHa B yueOHOH
ayuTopuu. YToO6bl SMIIUPUYECKH
MPOBEPUTH Ty TUIOTE3Y U YTOUHUTh
relaroruueCcK1il MoTeHIIna My3blKaJbHOTO
KOMIIOHEHTA, OblJ TPOBEJIEH SKCIIEPUMEHT,
OLIEHUBAIOLLIMH BJAUSHUE KIOS HA
BocnpusTue «Ilytn Abas» cTyneHramu-
¢ustosioramu. B ucenenoBanun
MCIO0J1b30BaJIACh CMelIaHHask METOI0JOTHs
(KoJIMUeCTBEHHbIE H KaUeCTBEHHbIE

MeTOo/Ibl ). YuacTHuKamu ctasiu 20 cTy1eHToB

2—3 KypcoB ryMaHWTapHOTO HaMpaBJIeHHUsT
(kypc «Kaszaxckasi iuteparypa» ),
MMeIoIMX 6a30BYIO MOArOTOBKY 10 aHAJIU3Y
Xy/I0?KECTBEHHOTO TEKCTA W HHTePIpeTaluu
KyJIbTYPHOTO KOHTEKCTa. Y CJIOBUS pabOThI
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Pucynok 1. lunamuka nokasaresieii BOCHpUsATHS
TeKCTa CTyAeHTaMH N1PU UTeHUH (hparMeHToB
pomana 6e3 My3blKaJlbHOrO COIPOBOXKACHUS U C
KioeM (cpejiHue 3HaueHus1, 5-6alibHas 1iKaJa)

ObLIM OIMHAKOBBIMH 171l BCEX (O/THU U Te 3Ke
(bparMeHThI, OIMHAKOBOE BPEMsI, €/IMHas
aHKeTa ), YTo 0OeCreynso CONoCTaBUMOCTh
pe3yJibTaToB.

DKCrepuMeHT BKJItoUaJ JiBa stana. Ha
MIepBOM 3Tare CTY/eHThbl YHTaNH parMeHThl
poMaHa ¢ My3bIKaJIbHBIMH 3TIH30/IaMH
6€e3 COMpOBOKIEHHUS U OLIEHUBAJIH T10
5-6aJuIbHOH 11IKaJjie YeThbipe napamerpa:
9MOLMOHANBHBIHA OTKJIMK, TOHUMaHHe
CoJlepKaHusi, 0CO3HAHHE KYJIbTYPHOTO
KOHTEKCTa W HHTepecC K ajbHereMy
u3yueHHIo Tekera. Ha BTopom stane
Te XKe PparMeHTbl MPEIbSABISAINCH
C ay/IM03aMucsIMU IOMOPOBBIX KIOEB,
cooTBeTcTByoLIMX 3nu3onam (Tattumber,
Kypmanrassl, laynetkepedi v ap.), nocise
4ero y4acTHUKHM MOBTOPHO 3aMOJIHSIN
ankety. CpaBHeHHEe pe3y/bTaTOB MOKA3a/0
MOJIOYKUTEJILHYIO IMHAMHKY T10 BCEM
nokazateJsisiM (puc. 1): aMolHOHAJIbHBI
OTKJIHK BbIpoc ¢ 3,1 1o 4,5, nonnmManue
cosiep:kanusi — ¢ 3,7 1o 4,6, ocognanue
KyJIbTypHOTr0 KOoHTeKcTa — ¢ 3,0 j10 4,5,
MHTepeC K U3yueHHio Tekcra — ¢ 3,5 110 4,8.
CpesiH1e 3HaYeHHs MTOKa3aTeJiel yKa3aHbl
Ha rpaduke (puc. 1).

KauecTBeHHbIe THCHMEHHBIE OT3bIBbI
CTYJIEHTOB TIOATBEPIKIAIOT KOJHUECTBEHHbIE
pesyJibTaThl: My3blKa, M0 HX CJIOBAM,
«JIeJIaeT CLIEHbI Sipue>», «OMOraeT
YCJIBILIATH TEPOsT», KTIOrPYIKAET B
aTMocepy CTenu», «CoeMHsIeT TEKCT
C UyBCTBOM». PecroHieHThl 0TMeuaJu,
4TO TOMOPa yCHJIUBAET TepeKUBaHe

tekcra: «CHavaJa s mpocTo MoHUMaJl, a
NoToM — nepexkuBal»; «ClieHa craJja
»KUBOH, KOTJIa 3a3Bydasia My3blka»; «$l
OLILYTHUJ BHyTpeHHIOI 60J1b AGas». 1o
YKa3bIBAET HA TO, YTO MY3bIKaJIbHbIH
KOMITOHEHT B yueOHOH paboTe MOXKET He
TOJILKO COMPOBOK/IATh, HO U YCHJIMBATh
BoCnpusTHe npousdseenus. [TonyyeHHbie
JIaHHbIE HHTEPIPETUPYIOTCS B paMKax
a(pheKTUBHON Meaaroruku: SMolHOHaIbHAS
BOBJICYEHHOCTb CBsI3aHa € IJIyOUHOH
KOTHUTUBHOMH NepepaboTKu UH(OPMALUU
(Bloom, 1956; Krathwohl et al.,
1964 ). My3sbikajbHOe CONPOBOXK/IEHHE
aKTyaJIu3upyeT SMOLMOHAJbHYIO NaMSITh H
acCOUMaTHBHbIE CBSI3H, UTO CIIOCOOCTBYET
6oJiee NMPOYHOMY YCBOEHHIO MaTepHala.
CrienoBaTesibHO, BKJIIOUEHHE KIOsI KaK
ayi1aJibHOr0 KOMIIOHEHTA B CTPYKTYPY
aHaJM3a JIMTePaTypHOro TeKeTa He
TOJIbKO YTJ1yOJIsIeT MHTePrpeTaltio
NPOU3BEJIEHHUS], HO U MOBbILIAET
relaroruyeckyto 3ppeKTHBHOCTh
npenoaaBanus autepatypbl. [losyuennbie
pe3yJ/IbTaThl MO3BOJISIIOT TOBOPUTH O
HeoOXOAUMOCTH JlaJibHEelIlIed pa3pabOTKK
MEeTO/IMUeCKUX MOJIeJIel, OCHOBAHHbIX Ha
MEXKIUCUMITJIMHAPHON HHTErPALUU MY3bIKH
1 CJIOBECHOCTH. DTO 0COOEHHO aKTya/bHO
JUISl HALMOHAJIbHBIX CHCTEM 06pa3oBaHus,
CTPEMSILIUXCS] K COXPAHEHHUIO U
TPAHCJISILMHK KYJIbTYPHOTO KOJIa CPEICTBAMU
ryMaHUTapHoro 3Hanusi. B aTom kontekcre
KIOH CTAHOBUTCSI HE TOJBKO 0O bEKTOM
aHaJ13a, Ho W MOJIHOLUEHHBIM HHCTPYMEHTOM
(hopMHPOBAHHS SMOLMOHATIBHOTO
MHTEJIJIEKTA, YUTATEJIbCKOH IMIAaTHH U
MCTOPHKO-KYJIbTYPHOH HIEHTHYHOCTH.

OCHOBHbIE MONOXEHUS

[IpoBenéHHoe ncene10BaHue Mo3BoJseT
copmysiipoBath psii 06061IAI0IINX
MOJIOKEHUH, YTOUHSIIOLIUX CTATYC KOsl

B XyZ10?K€CTBEHHOW CHCTEMe pOMaHa-
snonen Myxrapa Ayssosa «[lytb Abasi»

M €ro rejiaroruuyeckuil noreHuuast. Bo-
NepPBbIX, KIOH B TEKCTE BBICTYNAET HEe KaK
WJUTIOCTPATHUBHAS STHOrpaduuecKas 1eTaJb,



a KaK CTPYKTypHO-CEMHOTHUECKHH KO/,
OpraHUsyroLHMH PUTM MTOBECTBOBAHHS,
CHCTEMY LIEHHOCTHBIX aKLEHTOB U
IMOUMOHAJBbHYIO THHAMUKY. My3bIKaJjibHble
3MH30/1bl MAPKUPYIOT KJIIOUYEBbIE ITarlbl
JIyXOBHOTO CTaHOBJIEHHUSI repost, 3a1at0T
TOHAJBHOCTD ClLIEH U 00eCreunBaioT
nepexo/l 0T HHAMBHYaJbHOTO MEPeKUBAHHUS
K OCMbICJIEHUIO KOJJIEKTUBHON KYJIbTYPHOM
namsiTH.

Bo-BTOpbIX, aHa/U3 10KasaJl, 4To
KIOH (DYHKIIMOHUPYET KaK JIEHTMOTHB
1 CMBICJIOBOE «SIIPO» POMaHa,
o0beiHsolLee Pa3IHYHbIe YPOBHH
TeKCTa: COObITUHHBIH, ICUXOJIOTHUYECKHH,
dunocodeknit. Hepes nom6poBbIe
MHTOHALIMK Ay330B BbICTpPAaUBaeT
oco6yto popmy 3Byualllel Npo3bl, B
KOTOPOH MY3bIKaJibHOE MbllllJIeHHE
onpesesisieT KOMIO3ULMIO, PUTM, Nay3bl U
MOBTOPSIEMOCTb MOTHBOB. DTO M03BOJISIET
FOBOPUTh O KIO€ KaK O CAMOCTOSITE/IbHOM
3HAKOBOM CJI0€, B3aUMOJICHCTBYIOLLIEM
CO CJIOBECHOH TKaHbIO MPOU3BEICHUS U
YCUJMBAIOUIEM €r0 HHTEPIIPETALlHOHHbBIH
MOTEHLHA.

B-TpeTbux, MeKAUCHUMIMHAPHbBIH
MOJIXOJ1, COYETAIOUIUH CTPYKTYPHO-
CEMUOTHYECKHIH aHaJIN3, MY3bIKaJIbHYIO
CEMaHTHKY U 9THOIEIarornyecKyio
NepCreKTUBY, MPOAEMOHCTPHPOBAJ
MPOLYKTHBHOCTb HHTETPaLlUK MY3bIKH U
JIUTEPATypbl B TYMaHUTAPHOM 3HAHHH.
O6patuenne K konuenuusm fOpus
Muxainsosuda Jlotmana, ['ennanust
Hukannposuua BosikoBa, a Takke
K KJaCCHUECKHUM U COBPEMEHHBIM
MCCJIeI0BAHUAM Ka3axCKOro Kiosi 03BOJIHJIO0
BbISIBUTb CKPBITbIE YPOBHH CMbICJIOBOMH
OpraHu3alyy poMaHa, KOTopble He MOTYT
ObITb OMUCAHbl B paMKaxX HCKJIOUMTEBHO
TEKCTOLLEHTPHUECKOTO aHAJIN3A.

B-4eTBEpTHIX, pe3yibTaThl
11e/1aroruyeckoro sKcrnepumMeHTa
IMITUPUYECKH MOATBEPIUIHN, UTO
BKJIIOUEHHE 3BYYallero Kiosl B paboTy ¢
Xy/107K€CTBEHHBIM TEKCTOM YCHJIMBAET
9MOLMOHANLHBIHA OTKJIMK, YTJIyOsiser
MOHUMaHHUE COJIEPKAHUS U CIIOCOOCTBYET

AKTyaJIM3alMH KYJbTYPHOTO KOHTEKCTA
npousBesieHus. PocT nokaszatedseli o Bcem
M3MepsieMbIM MapamMeTpam (3MOLHOHAbHAS
BOBJICUEHHOCTh, TOHUMAaHHUE,
MHTEpeC, 0CO3HAHHE KYJIbTYPHBIX
KOJIOB ) CBUJIETEJ/ILCTBYET O BLICOKOH
3 (eKTUBHOCTH aylHaJbLHOTO KOMITOHEHTa
B CTPYKTYype JIMTepaTypHOro o6pa3oBaHus.
Takum 06pa3zom, OCHOBHBIM HTOOM
UCCJIEIOBAHUS BJAETCS 0OOCHOBAHUE
KI05l KaK CTPYKTYPHO-CEMHOTHUECKOTO
M aKCHOJIOTHYECKOro LIeHTpa poMaHa
«[TyTb AGasi», a TakxKe Kak HHCTPyMeHTa
(hopMHpOBaHHs SCTETHUECKOTO BKYCa,
SMOLMOHAJIBHOTO HHTEJIJIEKTa U HCTOPHKO-
KYJIbTYPHOH MAEHTHYHOCTH 00Y4atOLIUXCS.
ITH M0JI0KEHHUST OTKPBLIBAIOT MEPCIEKTUBI
JU1s lasibHe el pa3paboTKU METOIUK,
OPHUEHTHPOBAHHBIX HA MEXKUCLMITIMHAPHYIO
MHTErpaLyio My3blKH U JIUTEPaTyphl
B HallMOHAJIbHbIX 06pa30BaTe/bHbIX
MPaKTHKAX.

3aknwyeHue

[IpoBenéHHoe Heee0BaHue NOATBEPANIIO
BBIJIBUHYTYIO THIIOTE3y O TOM, UTO
KazaxcKuil Kioil B pomane Myxrapa
AyszoBa «Ilytb AGasi» BbICTynaeT He
MPOCTO ITHOTPA(PUUECKUM 3JIEMEHTOM, a
3HAYUMBIM CTPYKTYPHBIM, (PHJIOCOPCKUM
¥ SMOLMOHAJIbHBIM KOMITOHEHTOM
Xy/I0XKECTBEHHOH KOMIO3UIIMH. AHa/u3
KJIFOUEBbIX 91TU30/10B M0Ka3aJl, yTo
KIOW COMPOBOXKNAET BCE BAXKHEHILINE
3Tarbl CTAaHOBJIEHUS Teposi, PopMHUPYs
PHUTM TOBECTBOBAHHUSA U BOIJIOLLAS
KYJIbTYPHYIO MaTPHILLy Ka3aXCKOro
co3HaHusl. Pe3ysibTaThl 1e1aroruieckoro
IKCIEPUMEHTA, BKJIIOYABLLIETO
AHKETHpPOBaHHE U HaOJIIoleHUE, HATJISTHO
MPOEMOHCTPUPOBAH SPPEKTUBHOCTD
MEKIAUCLUIIJIMHAPHOTO MOAXO0AA:
My3blKaJIbHbIH KOMITOHEHT YCHJIUI
SMOLMOHAJIbHBIA OTKJUK, YrJyOuJ
MTOHUMaHHE TEKCTa U MOBBICHJ HHTEpeC
CTYAEHTOB K JIUTEepaType.

[IpakTuyeckasi 3HauUMMOCTb
MCCJIeIOBAHUSA 3aKJoUaeTcs B
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BO3MOKHOCTH BHEJIPEHHS MOJTyUEHHBIX
BbIBOJIOB B 00Pa30BaTe/bHYIO PAKTHKY.
MeTto1Ka MHTerpalyu Kiosi B U3ydeHue
JIUTEPATYPhI CIOCOOCTBYET Pa3BUTHIO
MOLMOHAJILHOTO MHTEJIEKTA,
MEKKYJIbTYPHOH KOMIETEHTHOCTH
YCTOHYHBOTO HHTEPeca K HallHOHAIbHOMY
KYJIbTYPHOMY HacCJIe/IHIO.

3ak/ounTe/bHble Pe3yJbTaThl
MO3BOJAIOT 0600IIUTL OCHOBHBIE BBIBOJIBI
paboThI:

Bo-nepBbix, ycTaHOBJE€HA
KOHIIENTya/ibHast 3HAUMMOCTb KIOsI
KaK JIITePaTypHOro H (hUI0COPCKOro
(enomena, 06/1aat0111er0 YHUBEPCATbHBIMU
BbIPA3UTEJbHBIMU U CHMBOJIHUECKUMU
Bo3MoKHOCTAMH. Kroil B snonee Myxrapa
Ay330Ba BbICTyNaeT Kak CMbICJI0BO#H
pecypc XyJ102KeCTBEHHOTO TEKCTa,
pernpe3eHTUPYIOLLUH KyJIbTypHYIO NaMsITh
¥ YCHJIUBAIOLIMH LEHHOCTHO - 9THYECKYIO
MHTeprpeTaiinio oopasa reposi. Kaxk
nopuépkuBaet Axmera YKy6aHoB, «KaxK/blil
KIOH — 3TO pacckas, 3T0 UCMOBe/lb, 3TO
(usocodusi KazaxcKol CTernu, U3J/a0KeHHast
Ha A3bike 1IoMOpbI» (JKyOanos 118).

Bo-BTOpbIX, 10Ka3aHa CTPyKTYpUpyloLas
(DYHKIIUS KIOSI B XyJ102KECTBEHHOM
apxutektype pomaHa. OH He TOJIbKO
COMPOBOXKAAET KJIOUEBbIE SMHU30/Ibl, HO
¥ 3a/1aéT BHYTPEHHIOI KOMIO3HUIIUIO,

PUTM H aKLeHThI ToBecTBOBaHus. Kol
JIEUCTBYET KaK CeMaHTHUYECKUU SIKOPb,
CB$I3bIBAIOLIMI MOBECTBOBAHHUE C
rJIyOUHHBIMH KYJIbTYPHBIMH KOAMH. DTO
0COOEHHO SIPKO MPOSIBJISIETCS B ClieHaX,
rie «joM6pa roBOPUT 3a reposi», 3aMelnias
BepOaJ/ibHOe BbICKa3blBaHHe U 0OHAaKast
9K3UCTEHIHAJbHYIO ITyOHHY 00pasa
(Kazakoma 101; JTorman 328).

B-TpeTbuX, BbIsiBII€HA BbICOKAs! CTENEHb
SMOUMOHAJIBHOKU U LIEHHOCTHOH HArpy3KH
MY3bIKaJIbHBIX 5MH300B. My3bIKasbHOE
nepexKMBaHUe B pOMaHe CTaHOBUTCS
9K3UCTEHIHAJbHBIM BbIpazkeHHEM TeX
COCTOSIHHH, KOTOPbIE HEJIOCTYIHbI CJIOBY.
Kax nucan Anekcanap 3ataeBud, <Ko
crnoco6GeH BbIPa3nThb TO, UTO HEBO3MOXKHO
BbICKa3aTh cjioBaMu» (3araeBuy 157).

Ay»330B nocsieoBaTeIbHO HCTIOMNB3YET
3TOT (DeHOMEH, NnpeBpalliasi Kol B
MEJIMyM Xy/I07KeCTBEHHOH huocoduu
(Apryunnuesa 117).

B-ueTBEpThIX, OCMbBIC/IEHA
akcuoJsiornueckasi pyHKIHs Kiosi Kak
BbIPa3uTeJIsl KYJIbTYPHbBIX U 9THYECKHX
OCHOBAHHH Ka3aXxCKOH MEHTAIbHOCTH.
Yepes My3blKaJjibHble CLIEHbI B pOMaHe
TPAHCJIMPYIOTCS MPEACTABJICHUS O
JIOCTOHHCTBE, YeCTHOCTH, BHYTPEHHEM
paBHoBecuu. Kak nonuépkupaer Tosey
JKanysakoB, «B Kioe cocpenoToueHa
MopaJibHasi TPAMLKS Ka3axCKOro Hapojia»
(PKanysakos 93). CjioBa repost 0 ToMm,

YTO «B 3BYKe OJIHOH CTPYHbI — GOJIblIIE
TpaB/ibl, YeM B COTHE peyeli», CTaHOBSTCS
KBMHTICCEHUMUEHN 9TOH LIEHHOCTHOH
napaaurmbl (Ay»3oB 317).

B-nsiThIX, THHIBOCTHIMCTHYECKUH
aHaJiu3 rokasaJi, yto hparMeHThl
pOMaHa, HacblLLEHHbIE My3bIKaJIbHON
06pasHOCTbIO, OPOPMJIEHBI C TTOMOIIIBIO
NPUEMOB PUTMH3ALMH TEKCTa:
napaJiieIM3MoB, Tpajalyii, anagop,
nays. DTH 3J1eMeHThI PUAALIOT Mpo3e
ay3»30BCKYI0 My3bIKaJbHOCTb U COMMKAIOT
e€ ¢ »kaHpoM 3Byualllelt npossbl (JKymaraea
54; Kasakopa 102). Takum o6pazom,
MO?KHO TOBOPHUTB O CO3HATEILHOM
MCIOJIb30BAHUH MHCATeeM PUHLMITOB
MY3bIKAJIbHOTO MbILIJIEHUS TIPH TIOCTPOEHUH
MOBECTBOBATEJ/LHON TKAHH.

B-uiectbIx, sKCnepuMeHTa bHO
JI0KA3aHo, 4YTO UHTErpalys aynajabHOro
BOCIPUSATHS K0Sl B 0Opa3oBaTesbHbIN
nporuece crnoco6eTByeT GopMUPOBAHHIO
6oJiee rIyOOKOro MoHUMaHHUs TEKCTA,
€ro CMBICJIOBOH HACBILIIEHHOCTH, a
TaKxKe YCUJIEHHUIO HHTepeca CTYeHTOB K
HaLMOHAJILHOMN JIMTEPAType U KyJIbType.

83 % ONpoLIEHHbIX CTYIEHTOB MOATBE PAHIH
pOCT BOBJIEUEHHOCTH, IMOLIUOHATLHOTO
OTKJIMKA W BU3yaJIM3alliK JIMTePaTyPHBIX
o0OpasoB. Mysbika B JaHHOM cJiyyae
BBICTYIHJIA KAK MEHATOP MKy
XYJI07K€CTBEHHBIM TEKCTOM H UUTATENbCKUM
cogHanueMm (Bosiko 69).



Taknm o6pasom, Kol B pomaHe
«ITytb AGasi» npejcraet He Kak
BCIIOMOTraTe/IbHbIA MOTHB HJIH
STHOTpauiecKas WIIOCTPaLHsl, a Kak
OPraHMYeCKUI 3JIeMEHT XY/107KeCTBEHHOI0
MblLLIeHHs Ticatesst. OH coe/iuHsieT B
ce0Oe 9CTeTHUECKOE, aKCHOJIOTHYECKOe,
KyJIbTYPHOE M [1elarorHyeckoe H3MepeHus,

(hYHKIHOHUPYS KaK CKBO3HOH CUMBOJI U
KOHLENTYa/ bHbIH MOJIyJIb 3MOTeH. DTH
BbIBOJIbI OTKPBIBAIOT LLIHPOKHE MEPCIEKTUBbI
IJ1s1 JaJibHEUIINX UCC/IeJOBAHUIN Ha CThIKE
JIUTEPaTYPOBEJICHHSI, STHOMY3bIKOJIOTHH U
neJlaroruueckKoi MPakTHKH, B TOM UHCJe
JUTsl pa3paboTKH aBTOPCKHUX METOIANK
npenojlaBaHusl HalMOHAJIBHOK JIMTePaTyphbl
B MEXKIUCLUIJIMHAPHON NapaiurMe.
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THE STRUCTURAL-SEMIOTIC FUNCTION OF KUY IN THE NOVEL THE PATH OF ABAY

Abstract. The study aims to identify the structural and semiotic function of kiy within the artistic
system of Mukhtar Auezov’s novel-epic The Path of Abai. Kily is interpreted as a semantic code

that shapes the rhythmic organization of the narrative, its philosophical depth, and emotional
expressiveness. The research employs an interdisciplinary methodology that integrates literary,
cultural, and semiotic analysis with elements of musical semantics and principles of ethnopedagogy.
The empirical basis of the study is drawn from a pedagogical experiment examining students’
perception of selected fragments of the novel with and without musical accompaniment. The findings
demonstrate that kily performs the functions of a leitmotif, an ethical marker, and a mediator of
cultural memory within the textual structure. Musical scenes enhance imagery, expand the work’s
symbolic field, and contribute to a deeper understanding of its content.

The results confirm the effectiveness of integrating traditional Kazakh musical heritage into the
educational process. The study shows that kiy can serve as a tool for developing learners’ aesthetic
sensibility, emotional intelligence, and historical-cultural identity.

Keywords: kuy, narrative structure, semiotics, interdisciplinary analysis, musical leitmotif,
ethnopedagogy, emotional intelligence, cultural identity, literary perception, pedagogical experiment.
Cite: Nurbayeva Aida. "The structural-semiotic function of killy in the novel the "Path of Abay""
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CTPYKTYPHO-CEMUOTUYECKAA ®YHKLNA KOS B POMAHE «MMYTb ABAfA»

Aupa Hyp6aeBa

Abaii atbinnarsl Kaszak yaTTbIK negarorukadbik ynusepenteti (Anmarbl, Kasakceran)

«ABAM XO0J1bl» POMAHbIHOAFbI KYALIH K¥PblbIMAbIK-CEMUOTUKAJbIK ®GYHKLLUACDI

AHpatna. 3eptTey MyxTap oye30BTiH «ABai K0/bl» pOMaH-3M0ONesCbiHbIH, KOPKEMAIK XYHeCiHAeri
KYMAIH KYpbIIbIMAbIK-CEMUOTUKANbIK, DYHKLMACBIH alKbiHAAYFa apHanfaH. Kyi 6asHaay MaTiHiHiH,
bIPFaKTbIK YMbIMAACYbIH, GUNOCODUANBIK TEPEHAITIH XXOHE IMOLUMANBIK 9CEPAINITiH KanbINTacTblpaTbIH
MafblHaNbIK, KOL PeTiHAE KapacTbipblnaapl. 3epTTey aaebueTTaHybiK, MaAEHUETTAHY/bIK XKaHe
CEMMOTUKANbIK TanaayAbl, My3blKablk CEMAHTUKA 3EMEHTTEPIH XOHE 3THONeAarornka KaruaanapbiH
6ipikTipeTiH NaHapanblik aAiCHaMara HerisaenreH. SMNupukanblk 6asa nefarornkanblk 3KCNEPUMEHT
[lepekTepiHe cyheHesi, OHblH, 6apbICbIHAA CTYAEHTTEPAIH POMaH Y3iHAINEPiH My3blKanbIK,
Cy/ieMenfeyMeH XaHe OHCbI3 Kabblnaaybl 3epTTengi. 3epTTey HaTUXKenepi KyMAiH MaTiH KypblbIMbIHAA
NENTMOTUB, 3STUKANbIK MapKep XaHE M3AEHM XAATbIH, MEAMATOPbI KbI3METTEPIH aTKapaTbIHbIH KOPCETTI.
My3biKanblk KepiHicTep kKepkeM 6eMHeniniKTi KyLWenTin, WbFapMaHblH, CUMBOALbIK 6PiCiH KeHenTesi
XXBHEe Ma3MyH/Abl TEpPeHipek MeHrepyre biknan etefi. ANbIHFAH HITUXKENep ASCTYPAi Ka3ak My3bIKanblK,
MypacblH 6inimM 6epy yaepiciHe MHTErpauManayabiH TMiMAINIriH ganennenai. 3eptrey KynaiH 6inim
anywwbinapAblH 3CTETUKANbIK TasFaMblH, SMOLMS/IbIK MHTENNEKTICIH XaHe Tapuxu-maneHn biperenniriy
KanbINTaCTbIpyAaFbl 91eyeTiH KopCeTea,.

Tyiiin ce30ep: Ky, pOMaH KypblibIMbl, CEMUOTMKA, NaHAPabIK Tanaay, My3blKasblK J€ATMOTHB,
3THOMEAArornka, 3IMoLMSbIK MHTENNEKT, MaeHU bipereinik, KepkeMAik Kabbinaay, neaarorukanbik,
3KCMEPUMEHT.

Aoaiiekce3 ywin: Avpa Hypbaesa. «’Abai xonbl" poMaHbIHAAFbI KYMAAIH KYPbUIbIMAbIK-CEMUOTUKABIK,
dHykuumsacbl». Central Asian Journal of Art Studies, Vol. 10, No. 4, 2025, 306-321 6. DOI: 10.47940/cajas.
v10i4.1025
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HIbIFbIC A3HS EJIJEPIHIH
YJIICIHAE KASAKCTAHOA
MY3bIKAJIbIK TEATP
APTHUCIH K9CIbH JASAPJIAY
BAFJAPJIAMACDBIH KYPY

Ax:kaH Opbit6acapoBa', Maauna Kynbcenrona?

2TemipGek Kyprenos atbinarsl Kasak yiITTbiK eHep akajgeMHsiChbl
(Anmarsl, Kaszakcran)

Anparna. byn makanaga KasakcraHaa My3blkanblk TeaTp apTUCTepiH Kacibu aaspnay 6aroapnamachiH
93ipney Maceneci kapacTbipbinafbl. 3eptTey LUbiFbic A3us enpepiHiH TaXipnbeciH canbiCTbipMansl
Tanpayra HerisgenreH. Kpitai, XXanoHus xxaHe OHTyCTik Kopesiaafbl My3blKanblk TeaTpAblH AaMy
TapuXxbl, 9AicTeMeniK yCTaHbIMAApbl MEH apTUCTepAi Kacibu faspnayapblH NpakTUKanbiK Taxipubeci
3epTTengi. AtTanfaH enfepaiH My3blkablK-TeATp/blK, MEKTENTePi MEH KOHCEPBATOPUSNAPbIHbIH, OKY
6armapnamanapbl TanaaHbin, 0NapablH Heri3ri epekwweniktepi aHbliKTanabl. 3epTrey HomuxeciHoe LLbiFbic
A3uns engepiHae My3biKanblk TeaTp apTUCTepiH Kacibu Jaspnay yaepici Bokan, aktepnik webepnik,
xopeorpadus xaHe My3blKanblK acnantapibl MeEHrepyAi 6ipikTipeTiH MHTerpaTUBTI Heri3ae Xysere
acbIpbINaTbiHbI aHbIKTanAbl. OpbIHAAYLbIIbIK AAFAbLIAPAbI KanbinTacTbipyaa Kbitai, XanoHus xaHe
OHTyCTiK KopesiHbIH yNTTbIK TeaTp A3CTYpIepiH ecKkepyiMeH KaTap, CAxHanblK, @HEPAiH XanblKapablK,
CTaHAapTTapbliHa CaMKeC Aaspay MaHpI34bl OpbIH anaapl. 3epTTey 6apbiCbiHAA Nefarorukanbik,
SAICTepAiH TUIMAINITi MeH CTYAEHTTEPLiH KaCibu WwebepniriH AambITy CTpaTernsnapbl KapacTbipbliabl.
XXuHakTanfaH Taxipube HerisiHoe KasakcraHaa My3blkanblk TeaTp apTUCTEPIH AasipiayFa apHanfaH
WMHHOBALMSNbIK, OKbITY MOAENi YCbiHbIIAbl. KonaaHbicTasbl 6iniM 6epy >xyieciHeH aiblpMallblbIFbl,
6yn 6armapnama naHapasblK blKNanLaCTbIKTbl TEPEHAETYrE, MPAKTUKANbIK, 6AFbITThIIbIKTbI KYLIENATYre
XX9He CTYAeHTTEPAIH CaxHanblK ToXipnbeciH keHelTyre 6afbiTTanFaH. baraapnamasa WeiFapMallbiibIk,
Xobanapfa, KOMblbIMAAPFA XXaHE NPaKTUKANbIK KepCeTinimaepre epekile MaH bepinesi. ¥CbIHbiAbIN
OTblpFaH b6armapnaMara Xanblkapanblk TOXipUOeHi eHrisy, COHOaM-aK akafeMuUsIbIK YTKbIP/bIK, MNeH
MafeHu anMacy baroapnamanapbiH AaMbITy Ke3aeneqi. 3epTTey adicmepiHe canblCTblpManbl Tangay,
nefarornkanblk SKCMNEPUMEHT XXaHe FbllbIMKU 9AebueTTepai Tanaay Kipai. AnbIHFaH Homuenep
Kaszakcranaarbl My3blKablK-TEATPIIbIK KaCibu 6iniM 6epy >KyMeciH XeTinaipy ywiH FbiabIMU Heri3
KanbinTacTbipagpl. binim 6epy 6arnapnaMachiHbIH KYpblTbiMbl Ke3eH-Ke3eHiMeH arKbIHAaNbIN, 6acTankpl,



OpTa XaHe Kacioun falblHAbIK AEHreMnepiH KaMTUAbl. Op AeHreiae CTyAeHTTEPAiH BOKaNAbIK,

aKTepnik, XopeorpadusbiK XaHe CaxHanblk AaFablNapbiH AaMbITyFa OafblTTanFaH apHaibl NaHAEp
KapacTblpbinFaH. biniM 6epy yaepiciHib TMiMAINIriH apTTbipy MakcaTbiHAA 3aMaHaym 6iniM Gepy
TEXHONOrMANapbl MeH MYNBTUMEAUANbIK, Kypanaaphbl KONAAHY YCbIHbINAAb!. ¥CbIHbIIFAH Aaspnay

Mozeni My3blKasblK TeaTp apTUCTEPiH AaspAayablH Xanblkapasblk CTaHAAPTTapblHA CMKECTIriH
KaMTaMacbl3 eTefli, onapablH Kacioum webepniri MeH LWblFapMaLlblbIK 9NeyeTiH apTTbipyFa biknan eteai.
Ban,apnaMa NpaKTUKasbIK KbI3METKE, MaAeHUETapaiblKk KOMMYHUKaUWAHbBI OAMbITYFa BarblTTaNFaH KaHe
CTYLEHTTEPLIH, XanblKapanblk My3biKasblK GecTuBanbaep MeH baiikaynapfa KaTbiCyblH Ke34eii. 3eprtey
HaTuxenepi KasakcraHaasbl My3blKasblk TeaTp MeH MafeHu 6iniM 6epy XyneciHiH ofaH api AaMybliHA
MYMKiHAiK 6epeni.

TyiiiH ce30ep: My3biKanblK TeaTp, apTUCTEPAi Aaspnay, 6inim 6epy 6araapnamacsl, LbiFbic A3us
TaXipubeci, kKacibu fanbiHAbIK, BOKAN XaHe Xopeorpadus, CaxHanblk Taxipube, MHHOBAUMANbIK daicTep,
XanblKapasblK anmacy, lWbiFapMaLlbliblK UKEMAINIK, TeaTp MHAYCTPUSChI

Aaiiexce3 ywin: OpbiH6acapoBa AkyaH, MaauHa KynbceutoBa «LUbiFbic A3us enpepiHin yaricinoe
Ka3akcraHaa My3blKasnblk TeaTp apTUCiH Kacibu paspnay 6armapnamacbiH Kypy». Central Asian Journal of
Art Studies, 7. 10, N24, 2026, 322-340 6., DOI: 10.47940/cajas.v10i2.949

ABmop KomwazbaHbiH COHFbI HYCKACbIH OKbIN, Maky10adbl ¥aHe Mydoesnep Kalibl/ibiFbl HOK ekeHOieiH

Masimoetioi.

Kipicne

caJslacbIHbIH KaCiOH IeHreliH apTThIpy
MaceJieci OYriHri TaHaa MOJICHUET
TICH 6Hep CaJlaCbIHbIH CTPATETHSIbBIK
HacbIMIBIKTapbIHbIH, Oipi 6OJIBIT OTHIp.
Kagipri keseHjie a71eMIiK 6Hep UHIYCTPHUSCHI
KapKbIH/Ibl ©3TrepicTepre yiblpar, Kaciou
JlalibIHay/IblH, Ma3MYHbI MEH dJlicTepi »KaHa
tanantapra 6efiimaesnyne. Ocbl Typrbiia
[birbic A3us eqiepiHiH My3bIKaJIbIK TeaTp
6isimineri Toxkipubecin 3eprrey Kazakcran
YIiH 63eKTi 6arbIT O0JIbIN TaObLIA/bI.
[birbic A3USHBIH 6HEP MEKTENTEPi
UHTErpaLMsJIbIK OKBITY IPUHLIMIITEPIMEH,
TEXHOJIOTHUSIIBIK YKAHALIBIIIBIKTapMEH
JKOHE JIDCTYPJIi MOJIEHU KYHIBIIBIKTAP/IbI
cabaKTacTbIpybIMeH epekliiesere/i. by
OHipJeri My3bIKa/bIK TeaTp Oi1iMiHIH,
KaJbINTACybl Y3aK TapUXHU MpollecTepre
Heriznesred. Kpitail, yKanonust xkoHe
Ownryctik Kopest My3bIKa/bIK TeaTp
OiiMiHIH KyPBIJBIMBIHA CAXHAJIBIK
OHEP/IH Y/ITThIK epeKLIeiKTepiH
3aMaHayH nejlarorukaJblK TacisaepMeH

| < adakCTaH/larbl My3blKaJlbIK T€aTp

yisiecTipy KeH KoJanbliaazbl. Hlbirbic
Asust eqiepinzieri oKy 6ariapaamasapbl
BOKaJI, aKTepJliK, Xopeorpadus xKoHe
My3bIKaJIbIK acnantapel 6ipTyrac xKyiie
peTinje oKbITyFa GarbiTTasnral (Zhang 45).
OcoiraH 6atnanbictsl Hbirbic Asusgars
V3K YJriyiepai cajblCThipMaJibl Ta11ay
APKBLJIbI VITTHIK KOHTEKCKE OeliMesnreH
MHHOBALMAJIBIK OaraapsaamMa a3ipJeyin
MaHbI3bl 30p. KpITal My3blKaJbIK
TeaTPbIHbIH OKY XKYHeci 19CTypJli oHep/i
Kasipri 3aMaHrbl caxHaJlblK d/licTepMeH
6ipikTipyimeH epekuieseHesi. byn enze
CTY/ICHTTEP/iH NMPaKTHKaJIbIK MalIbIKTapblH
JIaMbITyFa OarbITTaJNFaH KOJAaHOAJbI
cabakrap KeH tTaparaH. JKarnoH eHep
MeKTebOiH/Ie caxHaJblK KO3FaJbIC,
JICHEMEH XKYMBIC iCTey 2KaHEe IMOLMUAJBIK
nJiactuka epekiie MoHre ue (Nakamura
78). JKanoHusiHbIH TeaTpJIbIK MOJIEHHETI
AKTEePJiH, ILIKi 9/1EMiH allly MeH CaXHaJIbIK
9PEKeTTiH YiJeciMiH 6acThl KaCIiNTiK
Tajian peTiHje aHbikraiabl. Ajn OHTYCTIK
Kopest My3biKaJiblK TeaTp HHIYCTPHUSIChIH
JaMBbITYMeH Katap, OHbl KOJIIaHTbIH
KelleH i OiiM 2KyHeCiH KaJIbITACThIPFaH.
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Kopest 6arnapiamanapbinia BOKaJIbIK,
aKTepJIiK 2KoHe XopeorpadusIbIK aibIHIbIK
3aMaHayd MeJiia-TeXHOJorHslJlapMeH
TosbIKThIpbIas! (Kim 102). Mynnait Tocia
CTYJIEHTTEP/IiH caxHaJbIK 111e6epJIiriH KaHa
JIeHrelre KoTepei.

My3biKasbIK TeaTp/ibiH TaOUFaThl
CUHKpPEeTTi eHep O0JybIH TaJian eTel.
Ocpbiran 6annanbictsl puapux Hutnenin
TpareinsiHbIH OHEP PETiHAEri MOHI Typasibl
Karuia/apbl CaXHaJlblK LIbIFAapMallblIBIKThI
TepeH, TyciHyre MyMKiHiK 6epei
(Nietzsche 33). OHbIH 3CcTeTHKABIK,
K63KapacTapbl My3blKaJIbIK TeaTp apTHUCIHIH
TYJIFaIbIK »KOHE PyXaHH laMyblHa acep
eTeTiH puI0CcoHUsNbIK Heri3 6oJ1a aapl.
[birbic A3ust esiepiHiH ToxKipubeciHe
CyHeHe OTbIPbII 93ipJIeHI€H KaHA
Oarnapsiama Kazakcranjia MysblKaJblK Teatp
MaMaH/apbliH JasipJyay carnacbliH apTThIpyFa
yJiec Kocaibl. bya yarineri okbiTy xKyiieci
CTYIEHTTiH BOKaJIbIK TEXHHKACBIH, aKTEPJIiK
ieGepJirid, xopeorpadusyibik HKeMiH
JK9HE My3bIKaJIblK acrantap/bl MeHrepy
KabiseTTepid OipTyTac LWIbIFapMaIUbLIbIK
npollece peTiHae KaJblNTacTblpabl.

MHHOBaUHUSIBIK MOJIeJ/Ib [TPAKTHKAJIBIK,
ToXKipHOEHi KEHEHUTY/li, CaXHaJIbIK
»Kobasapra KaTbICy/bl, XaJlblKapaJiblK
MJICHH ajMacyapra apasacyyibl Ko3aehsi.
OKy npotiecinie MyJIbTUMETUATBIK
TEXHOJIOTUSINAP/bl, LHDPIIbIK
nsiaTopmasiap/pl xKoHe HHTePaKTHUBTI
dMiCTeP/i KOJIIAHY CTYICHTTEP/LiH KoCiOn
JlaMyblHa OH, bIKMaJ eTesli. CoHbIMEH KaTap,
[birbic A3ust esiiepinin 6iim xxyiiesepinje
KeH TaparaH 1eobepJik cabaKrapbl,
caxHaJiblK JJabopaTopusiap KeoHe
LIblFapMallbLIbIK LiebepxaHaJsap KaHa
Oarnap/iaMaHbIH HETi3Ti KOMITOHEHTTEPiHiH,
6ipi peTinje ailkbiHaapl. bya 6arbit
CTYIIEHTTiH, 63iHiK WblFAPMALLIbLIbIK CTUJiH
JIAMBITY/Ibl KO3/IEH/L].

JKana 6arnapsiamanbl a3ipJaeyse
CTYJIEHTTiH K9CiOHU TYJIFAChl KOIMKbIPJIbI
KOMITOHEHTTEPJIEH TYPaThbIHbI €CKEPIJII.
OraH Kacibu faribliap, WbiFapMallblIbIK
oiJ1ay, caxHaJlblK MOJIEHHET, CTETHKAJIbIK
TaJIFAM ?KOHE KOITiJILI KOMMYHHUKALIUA

*)atanpl. birbic A3us Toxipubecine
Heriznenred moaenb Kazakcranaarbl
My3bIKaJIbIK TeaTp GiJiMiHiH JaMybiHA
FBIIBIMHY 2KoHE MPAKTHKAJIBIK HETi3
yCbIHazbl. 3epTTey 6apbichbiHia
XaJiblKapaJiblK cTaHjaapTrapra cai
KoCiOW MaMaH JalbIHAAYIbIH dliCTEMEJTIK
wewlimaepi Tanaanasl. CoHbIMeH KaTap,
VJTTbIK MOJICHUETTIH epeKLIeJiKTepiH
CaKTal OTBIPHIT XKaHAUIBLT OAFbITTaP/IbI
JIaMBITY MaceJleci KapacTbIPbIJIbI.
Barnapiama cTyneHTTiH WiblFapMallblbIK
dJIEYETiH allyFa, CaxHaJsbIK 11e6epJIiriH
JKeTIJIIipyre »KaHe Kacion Hacekere
KabiseTTi OoJybIlHa OarbITTa/FaH.
Kazakcrannarbl My3blKaJblK TeaTp
apTHUCIH AasipJlay/blH XKaHa IeHrekre
KOTEPiJyi eJiliH MOJCHH KEHICTIrH NaMbITyFa
bIKMaJ etei. byn 6arnapaama yaTThiK
OHep/i XaJiblKapaJiblK CaxHara LbIFapy
MyMKiHaikTepin kenefireni. OKy npoueciiue
TEOPHUS MEH MPAKTHKAHBIH YHJIECYi
CTY/ICHTTEpre KelleHi KociOH 1aibIHIbIK
6epeni. Lbirbic Asus esiepinin Tocinuepite
CYHeHe OTBIPBIT yKacaJFaH HHTerpauUsIbIK
mojiesib Kazakcran yuiin Tuimai 6isim
Oepy Kyhecin KaJsbinTactbipaisl. JKana
Oarnapaamana op JeHreHIiH MiHIeTTePi
HaKThl KypblibiMaaraH. bacraybii
JIeHreiie Herisri narapliapra 6acbIMJIbIK
Oepisice, opTa JeHrele blFapMalIbLIbIK
MYMKiHJiKTep KeHelTiseni. Kocibn
JIEHref1e MaMaHIbIKTbIH KypeJi
KOMITOHEHTTEPi MEH CaxXHaJIbIK KoOaJsapra
TepeH KaTbICy KapacThblpblIFaH.
3amaHayu TeXHOJOrHsJIap/ibl €Hri3y 0Ky
MPOLECIH KAHFBIPTYFA bIKMAJ €Te/j.
My IbTUMEIUAIBIK KOHTEHTTI Nailiasnany
CTYIEHTTEP/LiH, CAXHAJIBIK OHJIAybIH
keHenreni. Murepaktusti ozictep Ginimui
Kaobliayabl xkeHiereni. LLbirbic
Asuist eqiiepiHiH TOKipuOeciH Kosiany
Kazakcranna My3bikasbik TeaTp 6ijiiMiHiH
JKaHa carnaJjiblK JIeHre il KasblTacTblpajbl.
By 3epTTey MysbikasbIK TeaTp apTUCiH
JlasipJay/iblH, HFHHOBALUSJIBIK MOJICJTiH
FBIJIBIMH TYPFBIIAFBI Heri3ey MaKcaTbIHAA
JKyprigisireH. 3epTrey HoTHKeJ eI
KasakcranHbiH MoJIeHHET cajlachbiHa



JKaHA FhIJBIMU YChIHBICTApP €HTi3yTe
MYMKiHJiK Oepeni. MysbikasibIK Teatp
UHLyCTPHSICBIHBIH JaMy Te€HIEHIIHs/IapbIH
eckepy OoJialIak MaMaHaapbIH

KociOM KabieTTepiH apTThIpyra

»Karnai xkacaipl. JKana 6arnapaama
CTY/IEHTTEP/IiH, IbIFAPMALLIbLIBIKThIK,
JK9HE KociOM aFibliiapbiH OipTyTac
nambiTyra 6arbittanran. ConbiMeH Gipre
XaJIbIKapaJiblK ToxKipuOe MeH YJITThIK
JIOCTYPJICP/LiH YilJ1ecyi My3bIKaJbIK TeaTp
MaMaHJapbIH faspJayibid 6iperei Mojesin
KaJlbIIITaCThIPAIbI.

3epTTey aaicTepi

3eprreyne Kazakcrannarbl MysblKasblK
TeaTp apTUCIH JaspJ/iay MOJICJiH

[birbic A3ust eqepiHiH ToKipuOeciMmeH
caJsibICThIpyFa GarbITTaJlFaH KOIMKbIPJIbI
dlicTeMeJTiK JKyHe KOJIaHbl/IIbl. OaicTep
KellleHi 3epTTey 0O beKTiCiHiH KypaeJi
KYPbIJIBIMBIH T€PEH, FbIIBIMH TYPFbIIaH
Taslayra MyMKiHaik 6epai. bipinii kesenne
MY3bIKaJIbIK TeaTp eHepiHe KaTbICThI
TEOPUsI/IBIK A€ PEKTe P/ 2KHHAY MaKCcaTbIH/A
KOHTEHTTIK TaJi1ay o/iici makaanaHblIbI.
byn rannay Kpirait, yKanonus xone
KopesiHbiH 6Hep nejarorukach Typasibl
MaTepHaap/bl XKyHeseyre MyMKiHIIK
6epni. Oy GarnapaamasnapbiHbIH
MasMyHbIHA 2KacaJjlFaH KypblJIbIMIbIK
tasnay Llbirbic A3usiiarbl HHTErpalUsiIbIK
OKBITY/IbIH iLUKi 3aHABIBIKTapbIH
aHblkTayra 6arbiTtasnisl (Zhang 45).
MysblkasblK Teatp OiliMiHiH Tapuxu
Heri3iepid 3epTTey YIUiH XPOHOJIOTUAJIbIK
dJlic KoJIaHbLIbL. by ajtic ap enin,
MearoruKasblK J19CTYPJIePiHiH KaJbIITacy
KE3CH/IEPiH CaJIbICThIPyFa MYMKiHIIK

6epai. CoHbIMEH KaTap, My3blKaJbK
TeaTplarbl CaXxHaJbIK LebepJliK aficTepin
3epieJiey MakcaTblHAa MOJICHH - TAPUXH
UHTEPIpeTalus ToCili Nal1aJaHbLIIbL.
sKanon KaGyku caxHacbIHbIH 3CTETHKAJIBIK,
epeKLICJIKTEPiH TaJIay OChl TACIJ

apKblJIbl 2)Ky3ere achipbliibl (Brandon 22).
3eprTeye canbiCTbipMalbl eAArorHKasblK
dJliC HeTi3Ti TasIay KypaJiblHbIH 6ipi

6os1b1. bys onic Kazakcran men birbic
Asust eqjiepinin GisliM Gepy Kyiiesepin

6ip eJillieMMeH KapacThipyFa xKaran
»)acanpl. CasbIcThIpy 6apbIChIHA
OarnapJsama KypblIbIMbl, TTOHIEP MasMYHbI,
MPAKTUKAJBIK KOMITOHEHTTEP 2KoHe

OKBITY TEXHOJIOTHAJIAPBI KaTap 3€PTTEJ.
Onrycrik Kopesinbii TeaTtpJbik 6isiM 6epy
ToxKipubeciHe yKacaraH casblCTblpMaJibl
TaJay I9CTyp MEH MOJIe pHU3AUHSAHBIH
TeHrepiMiH allKbIHAAayFa MyMKiHiK O€p/i
(Kim 102). Kaszakcranibik My3bIKaJibIK,
TeaTp OUIMIHIH epeKILIeiKTepiH Tajaiay
VLIiH OTaH/bIK 971e6UETTi KOHTEKCTIK
Harasiay KoJaaHblibl. byst ofiic yaTThiK
CaxHaJbIK JIOCTYPAIH TAPUXH TaMbIPJIAPbIH
aHblKTayra OarbITTa bl Kaszak MajieHu
MYpPacCbIHbIH, [1€1ArOrHKaJblK MyMKiHIIKTEPiH
naibIMay MAaKCaTbIH/IA STIOCTBIK 6Hepre
UHTEPIPETALMUAJIBIK Ta11ay XKYpri3isii
(Konpipat6aes 56). My3blKaJsbIK TeaTp
apTUCIHIH caxHAJIbIK OPEKETiH 3epTTey
YUIIH aKTepJiiK 1ebepJik TeopHsiiapbiHa
CYHEHIeH aHAJIUTHKAJIbIK TOCiJI
KoJinaHbl1ibl. CTaHUCIaBCKUH KYHeCiHiH
AKTEP/LiH, iIKi MCUXOJOTUSNBIK KYHiH

aulyra OarbITTa/iFaH Karujanapbl caxHaJblK
OWBIH €peKLLIe/IKTePiH TyciHaipyre
MyMKiHIik 6epi (CranucnaBckuil 78).
Conbimen Gipre, (hM3UKaJbIK d9PEKETKE
Heriznearen MeiepxosbaTiH GHOMeXaHHKa
dJlici KO3FaJibIC MeH MJIaCTUKAHbIH,
NeIaroruKasblK ACMeKTiJIePiH aHbIKTAayFa
nanpananblibl (Meyerhold 65).
MysbIKaJbIK TeaTpAarbl MHTErPaLHsIbIK
OKbITY/Ibl OaraJjiay yuliH Kpoce-TaJiay

aici Kosianblibl. Bys Tocin Bokad,
aKTepJIiK, Xxopeorpadus ;koHe My3blKaJIbIK
acranrap/bl MEHrepy apachlHIarbl

e3apa Oall/IaHbICTaPAbl AHKbIHIAIDL.
3epTTey 6apbIChiH/A MeAArOrMKabIK
SKCIIEPUMEHTTIH, 2JIEeMEHTTePi KOJIAHbLJIbIII,
OKBITY MOJICJIHIH THIMAIJIITHE 1apTThl
Typae 6ara 6epinai. [TpakTrnkanbik
cabaKrap/iblH MasMyHbl MEH KYpblJIbIMbIH
TaJlay VILIiH SMIIUPUKANbIK OaKblIay ajlici
eHrisiazi. bys ajiic cTyneHTTep/liH caxHaAbIK
OPBIHAAYLIBIIBLIK AAF/AbIIAPBIHBIH KAJbIITACcy
epeKLIeJIKTePiH aHbIKTayFa KOMEKTECTI.
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[birbic A3us TeaTp neaarorukacbiHbIH,
(pua0COPUAIBIK acTapbiH 3epTTeY YIIiH
KOHMYUHHALIIJIKTIH MOJIEHH bIKMAJbIHA
tannay xkacanibl (Park 88). 3eprreynin
MaHbI3/bl Ke3eHiepinin 6ipi — Kpitai men
Kopesinarbl My3bikasblK TeaTp Oijiminzeri
MHHOBALUSAJIBIK d/LICTEPi aHBIKTAy OOJIIBI.
Bys yiiin 6arnapaamadbik KyzKaTTap/pl
MOTIHJIK TaJ1ay KoHe Ma3MYH/bIK,
capanTay ajictepi Kosaanblibl. COHbIMEH
Kartap, KbiTallnarbl My3blKaJibIK TeaTp oKy
JKYHECIHIH 19CTYP MeH 3aMaHay| oflicTepii
VIITACTBIPY NPUHUMUNTEPI apHANBI 3ePTTEJL
(Zhang 102). )Kanonusiiarbl caxHasibIK
MEKTeNTEeP/iH TapUXU TIKipubecin
TaJIKbI/IAy YUIiH ©HEPTAHYJIbIK CHIIATTay
alici naiananblibl. Teopusibik
JePEKTePi TePEeH TYCIHAIPY YLLiH
repMeHEeBTHKAJIbIK TaJsllay 2Kacajibl. By
TaJIay MaTiHAepaeri MaJICHH MarbIHaJap/abl
aulyra kemektecti. MysblKaJblK TeaTp
ApPTHUCIH AAsApJIayIbIH TICUXOJOTHAJIBIK -
neJlaroruKasblK Herignepin 6arasnay yuin
TyJIFasbIK-OariapJibl Tas1ay KOJIAHbIJIbL.
CoHbIMEeH KaTap, CaXHaJbIK dPEKEeTTiH
KYPBIJIBIMBIH aHbIKTay MaKcaTblHIA
KOMITO3ULIUSI/IBIK TaJllay »Kacaslibl.

OKpITy 91icTepiH cabICTbIPy OapbIChIHA
JKYHEJIK TOCIJT KOJIAHBIJIBII, 9P €JUTIH
nejarorukasblkK MOJIe/IiHiH, KYPbIJIbIMBIK
KOMITOHEHTTEPi KapacThIpbliibl. By apic
Oinim 6epy MPOLECiHiH, ilIKi JIOTMKAChIH
aHblKTayra kemekrecti. bariapiamanap
apachbIHIAFbl albIPMALIBIILIKTAP/IbI
TYCIHAIPY YIIiH (DYHKIIMOHAJIBIK TaJ1ay
Jia KOJIIaHbl1bl. My3blKaJlblK TeaTp/iblH,
TaOUFU CHHKPETTIJiriHe OalJaHbICThI
KeleJLIeM/i 9licHaMa KaxKeT OOJIIbl.
CoHJIbIKTaH KellleHIi TOCiJ 3ePTTeY/IiH
JKaJITbl JIOTMKACHIH aHBIKTAWTBIH HETi3Ti
MexaHu3Mre afiHasibl. TeopusiibiK
JlepeKTep/li HaKThl1ay MaKcaTblHAa
aeOUeTTepre HIoJy »KacaJblll, 0J1apAblH,
FBIJIBIMH TY2KbIPbIMAPbI 2KYHeJIeHI.
OYe30BTiH Ka3ak 9/le0MeTiHiH Tapuxu
JlaMy 3aHJIbIILIKTaphbl TypaJibl eHoOeri
VJITTBIK 6Hep A9CTYPiH NeJarorukasnblk
UHTepIpeTalusijiayia naiaanatbliibl
(9yesoB 91). KopbIThiHbIIAT KeJe,

KOJIIaHbIJIFaH d/licTep 3epTTeIiN OTbIpraH
YPICTI 2KaH-2KaKThl KAMTbIIT, My3bIKaJIbIK
TeaTrp apTUCIH AasipJlaydblH FbIbIMU
HerizJesreH MoJeJliH »Kacayra MyMKiH/IiK
oepi.

Mikipranac

Kazakcranaarsl My3blKaJblK TeaTp
apTUCiHiH 6isim Oepy GaraapaaMachii
JIAMBITY MaCeJIeCiH 3epTTey GapbiChiHIA
[Ibirbic Asus ennepinin Toxipubeci
MaHbI3/1bl IIri 60J1bIN Tabbl1abl. JKanoHus,
Ownryctik Kopes xone Kpitaitnarst
My3bIKaJbIK TeaTp 6ijiM Hepy kyiteci
TeK TeXHUKaJIbIK AaFAblIapabl yHpeTyMeH
LIEKTeJIMEeH, CTYACHTTeP/IH aKTepJliK
weGepJlirin, BOKaJIbIK MyMKiHIKTePiH,
XopeorpagHusiHbl KoHe CaxHaJbIK
MOJICHUETTI HHTerpalysiJiai OThIPbIII,
JKaH-2KaKThl JAMYbIHA Karaak »Kacanpl.
Bbyan Tocin Kazakceran yiin 6arnapaama
KYPbIJBIMBIH 2KeTiJIipye MaHbl3/ibl OAFbIT
GOJIbIIN caHaIa/bl.

3eprrey KopceTkenaei, [birbic
Asuist eqiiepinjie CTyJIeHTTep/IiH KaciOHn
JaMybl YLIiH MPAKTHKAJIBIK ToxKipuOe MEH
XaJiblKapaJiblK aaMacy 6araapJ/aMadiapbl
OeJsiceH i KoJianblaanabl. Mbicadibl,
CTYAEHTTEP CMEKTaKJ/bJEPre KaThIChIN KaHa
KoUMatH, 1eTe ik Teatp gecTuBabiepite
eHep KepceTei, 6yJ1 oJlapablH,
UIBIFAPMAUIBLIBIK SJICYETiH KEHEUTEL].
Kazakcranna 6y Toxipuoe aJii ToJbIK
JKeTiJIMEereH, COHIbIKTaH OaraapjamMmaHsbl
YKaHAPTY Ke3iHjie CTyJeHTTeP/LiH Kacion
caxHaJIbIK ToxKipuOeciH KoOeHTy MaHbI3/IbI.

ConbimeH Katap, Lbirbic Asus
eJIIEPiHiH OargapaaMmasiapbiiia
UHHOBALMAJIBIK OKBITY d/icTepi
KEeHiHEeH KOJIIAHbLIA/lbl: UHTEPDAKTUBTI
CEeMHUHapJiap, BUPTyaJlibl CAXHAJIbIK
KOUBLIBIMAAP, aHCAMOJIB/IIK KYMbIC
JKOHE LbIFapMallbliIbIK 2K00a/ap. byn
Kasakcranaarsl My3blKaJblK TeaTp apTUCiH
Jasipyiay MpoLECiHe A9CTYPJli OKBITY
ONLICTEPiH XKAHFBIPTYFA, LIbIFAPMALLbLJIbIK
UKEM/JIIKTI JaMbITyFa MYMKIHJIK
6epeni. CoHbIMEH Katap, CTyIeHTTeP/LIH,



IbIFAPMALIBIIBIK 2KOHE TEXHUKAJIbIK
JIaFblIapbIH YiJIecTipe OThIPbII, 3aMaHayu
TeaTp UHIYCTPHUSICbIHA cail Gislim Gepy
KYPbIJIBIMbIH 2Kacay MaHbl3/ibl. bys 6arbiTTa
KOCBIMILA 3ePTTeYJIep KYPrisdy, MUJIOTThIK
»KobaJsiap YUbIMAACTBIPY KoHe XaJlblKapaJiblK
bIHTBIMAKTACTbIKTbI IAMbITY THIM/Li GOJIaJIbI.

HaTtuxenep

Kasakcranna My3blKasiblK TeaTp apTHCiH
Jasipyiay MOJIEJIiH XKETUIIPY KazKeTTiJlir
aiikbiH kopinesi. Keita#i men Kopest
OarnapJsiamaJsiapblHbIH HHTErPaLUAJIBIK
KYPbIJIbIMbI O0J1allIaK MaMaHHbIH »KaH-
JKAKThI JAMybIHA THIM/i 9Cep eTeTiHi
anbIkTa/bl (Zhang 45). MysbIKasbk TeaTp
OiimMiHle TeOpUsI MEH MPAKTUKAHbBIH,
YAJIECiMi CTYAEHTTEP/iH LLIbIFAapMallIbIIbIK
KabiJIeTiH KyLIeHTeTiHi 1aJIeICH].
Kopesinarbl akTep naiibiniay »xyiecinue
KOHMYLMIIK TOpOHe MPUHLIMITE PiHiH,
cakTaJ/ybl CaXHaJIblK TOPTINTi HbIFAUTATBIHbI
6earini Gospl (Lee 22). 3eprrey
Hapbicbinia Kpitaii scTeTHKachiHa
Heriszie/IreH caxHaJiblk orJay xKyHeci
CTY/IEHTTiH MOLMOHAJIbIK Ce3iMTaJIbIFbIH
JaMbITYyFa MyMKIHIIK OepeTiHi KepiHai
(Zhang 47). Onrycrik Kopest Teatpbinia
3aMaHayH caxHaJlblK TeXHOJOTHsIIap/ibl
KOJIIaHY/IbIH KE€H TapaJiybl OisliM canacbiH
apTTbipaTbiHbl aHbIKTa bl (Choi 30).
Kopelii TeaTp neaarorukachlHblH TapUxH
KAJbINTACYbl 2KYHeJIi 3epTTeJreHIe, MyH/a
JI9CTYP MEH MOJICPHU3ALUAHDIH YHJIeCciMi
epekiiie peJi aTKapaTbiHbl OakkaJbl (Yoon
15). AkrepJiik MaibIHABIKTA KYHeCi3iK
macesieci Kopest 3eprreysiepinge ne
Kotepisetini 6esriai 6omabt (Kim 12).
3epTTey HoTHKECIHIE KOHDYIMIIIK oTOaChI
9THKACBIHBIH T€aTp KypblJIbIMbIHA bIKITaJIbl
aJ1i e KywTi cakrasranbl Joaennensi (Park
18). LLbirbic Asusinbiz Gisim 6epy
ToxKipubeciH canbicThipy Kazakcran yiiin
HaKTbl OaraapJap KaJjbllnTacTblpyra
MYMKiHJiK Oepai. KpiTainbiH caxHasbik
MOICHHETI CTY/ICHTTEPAIH 9CTETHKAJIBIK
TYCiHIriH KeHeHTeTiHiH KopceTTi. YKanoHabik
CaxHaJIbIK KO3FaJIbIC 2KYHeCi MIacTHKAJbIK

UKEMIJIIKKe epeKlLlIe bIKIaJ €TeTiHi
aHbIKTaJIbl. My3bIKaJblK TeaTp apTHCi yLIiH
XopeorpadusiibiK JaUbIHABIKTbIH HEri3ri
3JIEMEHTTEepi WeTe K OarnapaaMalnapia
JKOFapbl IeHrei/1e YIHbIMAACTBIPLIIFaHbl
OalikaJ/ibl. BoKa/iblK TalbIHIBIKTbI
AKTEPJIK 9PEKETIIeH YIITACThIPY THIMI
HoTHKe OepeTini osenneni. Kpirai
HarnapjaamanapbiHia CaxHaJbIK MOTiH]
My3bIKaJIbIK HHTEPIpeTaluUsIay/IbiH 9iCTePi
KeH KOJIJIaHblIaThIHbI Gerisi 6oasl (Zhang
50). Kopesiiarbl mpakTHKAJbIK
cabakrap/piH Kesemi Kazakcran
OarnapJsamaJsapblHaH »KOFapbl €KeHi
anbikrapl (Kim 28). YKanonus caxnasbik
eHepiHze 19CTYpai popManapabiH caKTa ybl
CTYIEHTTIH MOJICHU TYHCITiH KylIeATeTiHiH
kepcetti. [1birbic A3ust ToxKipubecin
3epTTey UHTErPALUSIIBIK MOJIEIb
KYPacTbIPyFa FbIJILIMH HETi3 KaJla/bl.
3epTTey GapbiCbiHA CTYIEHTTEP/iH KICiOH
ecyiHe acep eTeTiH (hakTop/aap aHbIKTAJIbI.
byn dakropaap KatapbiHa TopTin,
MOJIEHHET, TEXHUKA, IMOLMSIIbIK JaHbIH/BIK
YKOHE caxHaJlblK ofJiay eHjti. My3blKasibiK
TeaTp eHepiHiH CHHKPETTi TabUFaThl
UHTETPALLUSIIBIK d/LiCTe PIiH MAHbBI3bIH
apTThIPATBIHbI TRJIENIEH]L. 3epTTey
Kasakcrania KoJIaHbLIbII KYPreH OKbITY
JKYHECIHIH 2KeTIIPY KaxKeT TyCTapblH
KepceTTi. CTylIeHTTEeP/IiH HIbIFApMaIIbIIbIK
dJIeyeTiH IaMbITY YILIiH MPaKTHKAJIBIK
nsiatcopmaJiap »KeTKiJliKCi3 eKeHi
aHbIKTaJJIbl. XaJablKapaJblK ajiMacyapibiH,
a3 6oJtybl ToXKipHOeJIiK JaFablIap/bliH
JlaMyblH 1IeKTeHTiHI Harikaibl. My3blKaibIK
TeaTp MaMaHAAPbIHbIH KOCiOH JieHreHin
ketepy yutiH LI birbic Asusi popmaTthbiH
aganTauusiay TUiMII €KeHi J1pJ1eJIe H .
JKyiteni Tannay HoTHKeCiHIE OKY
OarnapJsaMaJsiapblHbIH KypblJIbIMIAPbI
apacblHaarbl alblpMalllbl/IbIKTAp HAKTbI
Oesrisienni. Kpitainarsl TeopusiibIK
cabaKrap MeH MPaKTHKAJIbIK
JabopaTopusiiapibiH YiJIecimMi XKOFapbl
HoTHKe OepeTiHi aHbIKTaIbl. Kopest
MeKTeNTepiHIe caxHaJIbIK STHKETTIH
MiH/IETTi KOMIIOHEHT 60JIybl TOPTIM
MOJIEHHETIH KaJIbITACTbIPAThIHBI OAHKAJIbI
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(Lee 25). )Kanon akrep naiibIHABIFbIHIA
TBIHBIC, KO3FaJIbIC 2KOHE IMOLIUS YHJIeCciMI
JIAMbBITbIIATbIHbI AHbIKTAJIIbl. 3epTTey
notKecinne LLbirbic Asus
OarnapJsiaMmaJsiapblHbIH KOTKbIPJbl CUHTE3re
HerizneJsreni ngadesnenni. Kazakcran 6ijim
JKyHeci YLIiH OCBIHIAH CUHTE3 YJITiCiH
OeriiMaey KaxkeTTiJiiri anbikrasapl. Kpitai
9CTETUKACBIHBIH MOHI CTYACHTTIH CaXHaJ/bIK
OeliHe xkacay KabiJeTiHe OH ocep eTeTiHi
avikbiHaabl (Zhang 46). Teatp
TEopUsICbIHA HeTi3/le/IreH TaJj1ay CaxHaJlblK,
OpeKeTTiH omMOebarn 3aHIblIbIKTapbIH
Tycinyre mymkinaik 6epsai (Carlson 7).
Kasakcranuarbl MysblKaJbIK TeaTp
MaMaHAapbl YUIiH YJATTBIK My3blKa MYpachiH
KOJIIAHYy MaHbI3/Ibl €KeHi OaiKaJ bl
(Zhubanov 9). birbic Asus
OarnapJiamaJapbiH Tajaay yaTThIK
My3bIKaJIbIK MaTepHaJIbl
UHTEPIpeTalusiay oliCTepiH KeTiipyre
TYPTKi 60176l 3epTTey GapbiChbiHaa 91e6u
JKOHEe JipamMaTyprusJ/blK MaTepHaliapMeH
YKYMBIC iCTeyiH TypJii (hopmasaphbl
anbIKTabl. Kopesiia MaTiHi STHKAJIBIK
HopMaJiap OoMbIHIIA TaJIay TaxKipubeci KeH
KoJjlaHbl1aThiibl Oatikasbl (Park 18).
3epTTey HOTHKECIH/IE CTYACHTTEPIIH
KPOCC-MOJICHH Ky3bIpeTTePiH 1aMbITy
KaXKeTTiJIr alKbiHAA bl XasblKapaJsibiK,
CTaHaapTTapra ca 60Jy yuliH
MaIeHHeTapaJ/biKk KOMMyHHKaLHSA
alicTepiHiH MaHbI3bl apta TycTi. LLbiFbic
Asust ennepinin 6GapJ/bIFbIHAA TeaTp
neJlarorukacbliHa aJ1eyMeTTiK-MaJIeHU
(hakTopJsiap bIKNaJs eTeTiHi aHbIKTaJIbl.
KoHdyuuiiik neaarorukanbik STHKAHbIH
CTYJIeHT TopOueciHe acepi Korapbl eKeHi
nanennensi (Lee 22). OxpiTy 6apbicbinia
TYJIFAJIbIK KaJbINTaCyFa apHaJFaH
KOMITOHEHTTEP MaHbI3/Ibl OPbIH aJ1aTbIHbI
6alikannbl. Kazakcrauablk 6arnapiamaia
TYJIFAJIBIK - 9THKAJIBIK OAFbIT KETKIMiKCi3
ekeHi Gerisi 6oiibl. MysbIKasbIK
TeaTp/arbl SMOLMSI/IBIK- KOMMYHUKATHBTIK
KY3bIPETTEP/LiH peJli epeKile eKeHi
nanennenni. Lbirbic Asus esepinae 6y
Ky3bIpeTTep apHaibl MOHAEP apKblJibl
JIAMBITBINIATBIHBI AHBIKTAJIbL. 3epTTey

HATHKECIHJIe CaxHaJbIK KUMbLJIIbIH MaFbiHa
JKacay npoLeciHaeri OpHbl HAKThbI
aHbIKTa/bl. KpiTail MekTenTepinie KuMbll
MeH My3blKa apachlHAaFbl 6aiJiaHbIC aUKbIH
Ne/IlarorHKadbIK »KyHe peTiHie
KaJiblTackaHbl Kepinji. YKanonus
TOXKipubeciHae KO3FabICThIH
pusocodusIbIK MaFbiHAChl GaCThl HA3apra
aJibiHaThiHb Gaiikabl. Kopes
OarnapJsamaJapblHIa MJAaCTHKAJbIK,
JIAUBIHBIKTBIH TICHXOJIOTHSJIBLIK poJli
JKOFapbl OaraslaHaTbIHbI aHbIKTAJIbI.
KazakcraH yiin 6yJ1 KOMITOHEHTTI
TEPEHJICTIN eHIi3y THIM €KeHi J1aJ1e/IeH/L .
MysbIKaJiblK T€aTp apTHCiHiH ambebarn
KoCiOU OeHHECIH KaJIbINTACThIPY YLLiH
KOTKBIPJIbl TPDEHUHT KaXKeT eKeHi
aHbIKTaJ/Ibl. 3epTTey HOTHKeePi
UHTETPALLUSIIBIK MOJEJIb/IIH, OKY MTPOLIEeCiHe
OH acep eTeTiHiH KopceTTi. MHTerpauusibiK
MOJIeJIb LIbIFapMaLlbIIbIK OCY/i
kepeJyereTidi gostenneni. Lbirbic A3us
eJIICPiHJIETT OKBITY CTAHAAPThI XKOFaphl
KaCiOU IeHrel KaJlbINTacTblpaThIHbI
Oaiikannbl. Kazakcranaa myHaain
CTaHJAPTTHI €HTi3y MaMaH carachbiH »KaHa
JIeHrefire KeTepeTiHi aHbIKTaJbl.
My3bIKaJiblK TeaTp apTHCiH aasipJay
caJlaChlH/Ia FBIJIBIMH HETi3/IeJITeH MOJICJIbIIH
KaxkeTTigiri nasiennenni. JKyprisiaren
TaJ1ay YCbIHbUIFaH GaraapjiamMaHblH YIATTbIK
JKoHe XaJlblIKapaJblK Talantapra coukec
KeJIETiHIH KopceTTi. 3epTTey HOTHKeepi
[Ibirbic A3usiiarbl aKTepPJIiK MearorukaHbii
JKYHEJIIITT 9p MEMJIEKETTE apTYypJIi
JleHreiiie KaJgbinrackanbli kepeeTTi (Kim,
2018). Kpitaii oKy opblHIapbl 3CTETHKAJBIK
OisiMre kebipek MaH Gepirl,
OPbIHJAYLIbIHbIH, iLIKi MOACHUETIH
KeTisipyai 6actel 6arnap canaiapl (Zhang
46). By Tocis Ko3raJsbic TIeH 3MOLHSIBIK
bIPFaKKa CyHeHeTiH caxHaJlblK dpeKeTTiH,
MO3TUKAJIBIK KYPbIJIbIMbIH KYLLIEATE
(Zhang 45). Kopest Toxxipu6eci ToprinTi,
MOpaJIb/IbIK YCTaHbIMAAP/bI 2KOHE CaxHaJlbIK
QMIETTi KOCA IAMBITY APKbLJIbl CTYIEHTTIH,
JKEKE MiHEe3iH KaJlbITacThipyra
OarbiTTasFanbl aHbiKTa bl (Lee 22).
JlarapIHbl 3TUKAJIBIK HOpMasapMeH



VLLTACTBIPY OKBITY 2KeJIiCiHiH,
TYPaKTBhIBIFbIH KAMTaMachl3 eTeTiHi
aikbiHaaibl (Yoon 56). CoHbiMeH KaTap,
KOpeH OKY OpbIHAAPbIHAAFI cabak,
KYPBIIBIMBIH/IA KOTI CaThlIbl MAalIbIKTAHY
mojiesli 6acbiM ekeHi Garkapl (Kim 28).
3eprrey KbiTaiina TeaTp sCTeTHKACBIHBIH,
TEOPUACHI MIHAETTi KOMITOHEHTKE
aliHaJIFAHbIH »KOHE MPaKTHKaJIbIK
cabaKrapbl KOHLENTYyaJs bl TYCIHyMeH
yLITacThIpaThIHbIH pactapl (Zhang 55).
MyHpail Tocis1 LblFapMallblIbIK TPOLECTI
paLMoHaJIbl TYCIHAIpyre MyMKiHAIK Oepei.
Kopesinarbl akrepJik 6ijiMHiH 6ip GeJriri
pUTYyaJIbIK MOJICHHETTeH 6acTay aJbll,
CaxHaJlblK OOJIMBICTbI STHKAJIbIK
YCTaHBIMAAP apKblJIbl OCKITETiHI aHBIKTAJIIbI
(Park 30). By nocTyp keke oKy yJriciHin,
Tapuxu cabaKTaCTbIFbIH AUKbIHIAN TyCel
(Yoon 23). Teatp nenarorukachbii
JIeMOKpaTHsJIaHAbIpyFa OaFbITTa/lFaH KaHa
pecdopmanap na Garikansl (Lee 45).
Pedopmanap cTyfeHTTiH HIbIFapMalllbIIbIK
epKiHJriH KeHeHTy/1i 6acThbl MaKcaT eTin
oTbipranbl anbiKTas bl (Lee 45). Ibirbic
Asust 6arnapiamanapbiHIarbl TEOPHS MEH
ToxKipuOeHiH yilJeciMi Kyiesi KypblJibiM
peTiHae KaJbITaCKaHbIH 3€PTTEY HAKTbLIAN
TycTi (Zhang 60). Bya yhnecim oky
canacblH TypaKTaH/blpaThblH MaHbI3/bl
(akTop 60JbIN aHKbIHAAJIbI.
[IbirapMaliblabIK KaTThIFyJ1apbIH
Ke3€eH/IiK YABIMAACTBIPbIIYbl CTYIEHTTIH,
JleHe TaubIHABbIFBI MeH ce3iMIiK
UMITYJIbCTAPbIH XKAHFBIPTY/bI 2KEHIJACTETiHi
6aiikaspl (Kim 15). Kopest mexktenTepi
JIaybIC MeH ThIHBbICKA apHaJFaH
JKaTTBIFyJ1ap/ibl KaTaH peTTiiKIeH
KoJjlaHaTbiHbl aHbiKTas bl (Choi 20).
KeiTail negarorukachl OpblHIAYLLbIHbIH,
KEHICTIKTIK Ce3iHyiH KylueHnTyre 6acbIMIbIK
6epeTiHi npJesiensi (Zhang 55). Bya tacin
CTY/IEHTTEP/IiH CaxHaJIbIK KO3FaJbICKa JereH
JKayarkepLIiJirin apTTbipaibl. Teopusibik
MoHJIEePJliH, apachIHarbl Hakiianblc
cabaKrap/bl KeleH/i MeHrepyre MyMKiHJIiK
6epertini anbikrass (Carlson 19).
Kopesiieri oky »kyrieci y»KbIMJIbIK
JKATTBIFYJIap apKblJibl aHCAMOJbIIK Ce3iMi

KYLIEHTYyre GaFrbITTalFaHbl aHBIK KOPiH/i
(Choi 22). By anic crynentrepain 6ip-
OipiMeH apekeTTecy KabiJIeTiH XKeTiaipei.
Kbitail 6arnapiamanapbiiia YATTHIK
JI9CTYPJIEP/li CaXHAJIbIK TJ1aCTHKaMeH
YHJECTipy TYPaKThI 9liC peTiH/e
KOJIIaHbLIaThIHBI OeJriai 6osbl (Zhang
56). MyHzail CMHTE3 OpbIHAYIIBIHBIH,
MOJIEHH epeKIlIeiTiH KylledTei. 3epTTey
Gapbicbiia Lbirbic Asust esepineri
NeJlaroruKadbIK »KyHeJsep/ie yakbITIeH
TeKCepiJireH TaxKipubesep/iH, cakTaaraHbl
pactans (Yoon 17). Oy ypaicinin
Oipismisiri TypaKTbl LbIFapMAaLLbIIbIK TOPTIIT
KaJIbIITaCThIPATbIHbI 13JICJICH]].
OJliCTeP/liH Ke3eH-Ke3eHMEeH KOJIIaHbLTybl
OKY HOTHM2KECIHIH OJILLIEHYiIH KEHIJIETETiHi
anbiKTaspl. Kopes xyhiecinae ic-opekeTTi
Hakpliay MeH 63iH-03i 6aKbliay TeTiKTepiHiH,
epekilie 1ambiranbl 6aiikasnl (Lee 19). byn
3JIEMEHT LIbIHAWbI CaXHAJIbIK TOPTIMTI
KaJibllTacThipyra biknaJg etefli. Keiradina
CTYJEHTTiH, OPbIHAAYLIBIIBLIK KaOineTiH
Oarajayaa 3CTeTHKAJbIK KPUTEpUHAJIep
Heri3ri eJileMre anHaJjranbl OeJiriji OoJibl
(Zhang 18). Mynnati xkyiie 1e6epJikTin
canaJiblK JIeHrefiH afKblHIay/ bl
KeHinaeTei. TeopusiibiK JalbIHABIKTbIH,
KEHJIT CTYIEHTTiH aHAJUTUKAJIBIK
MOJICHUETIH KYLLIEHTETiHI aHBIKTAJIIb
(Carlson 93). lIbirbic A3usiia akTepJik
MEKTENTiH TapUXH cabaKTaCThIFbI y3iJicci3
caKTaJblll OTbIPFaHbl 3€PTTEY HOTHKECIHE
nonennensi (Yoon 17). Byn caGakracTbik
OKY KYPBIJILIMbIH TYPAKThl YCTAWTBIH HETi3Ti
thaxTopbiH 6ipi 6OJbIN HIBIKTHI.
Kenka6aTThbl kaTThIFyaap xKykeci
OPBIHAAYLIBLIHBIH KaCiOH OOJIMBICHIH
KaJIbIIITaCTbIpyFa KOMEKTETiHi alKbIHAAJIbI
(Kim 18). [1enarorukaJsbix rnpoiecreri
KATaH, TOPTIll CTYACHTTEP/LIH »KayarnKepLijik
JleHrediin apTThipaTbinbl Oaikapl (Choi
20). Kpiraiina npamartyprusinbl Tasnuay
cabaKTapbIHbIH MPAKTHKAJBIK KOWBIJIBIMFA
TiKeJsiel bIKIaJ eTeTiHi aHbIKTa bl (Zhang
18). by 6aitanbic cTyneHTTEpAIH
CaxHaJIblK OCHHEHI TYCiHYiH TepeHIeTes].
Ibirbic A3ust OKy OpbIHIapbl MaTepHaslIbl
MEHrepy YLUiH KaiTaJiay ofliciH
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KoJlaHaTbiHbl OeJrisi 6osibl. Katanany
OJliCi JAFIBIHBIH, TYPaKTaJyblHa MYMKiHIIK
OepeTiHi fpJesieHii. 3epTTey HOTHKeNepi
NelaroruKasbIK MPolecTe pyXaHu-
9THKAJbIK KYH/IbIJIBIKTAPbIH MaHbI3/1bl
opbiH anatbiibiH pactansl (Park 20). bya
KYH/IBUIBIKTAp CTYJEHTTIH, 8JIEyMETTiK
yKayarnkepulijirin apTroipajbl. XKyiiesi
JAUBIH/BIK [I€H TaPUXU JOCTYPJePAi
cabakractbipy Lbirbic Asust aktepitik
MeKTeOiHiH 6acThl apThIKUIBLIBIFBI €KEeHi
anbikTaspl (Yoon 17). Conbimen 6ipre,
Oiglim OepyniH 6ipTyTac KypblIbIMbI K9CiOH
caraHbl caKkTay/lblH Heriari TeTiri petinue
TaHbl1aabl. Kazakctanablk 6arnapiamara
eHrigyre 60J1aTbIH THIMAI 9liCTep/li capanTay
HOTHKECI OChl 3ePTTEY/iH TPAKTHKAJIBIK
MaHbI3bIH KYLLIEUTTI. DJicTepliH
yAJsiecimMaistiri 6omalak MaMaHaap/ibiH
KoCiOM JIeHreHiH KoTepyre HaKThl MyMKiH/IiK
OepeTiHi aliKbIHAaIbl. 3epTTey 6apbiCbiHia
Kazakcraniplk My3blKaJbIK Teatp Oiiminje
NPaKTHKAJIBIK LIeOepXaHalap/blH CaHbl
JKETKIJIKCi3 eKeHi HaKTblnaHbl. by xkarnait
CTYAEHTTEP/LIH ToxKipUOEJiK OpTaia Kaciou
JIAFbIHBI TOJIBIK KaJIbIITACTBIPYbIHA KeePri
KearipeTini anblK 6oJipbl. [birbic A3ust oKy
JKyHeJsiepiHzie MpaKTUKaJbIK ebepxaHanap
OKY 2KOCMapbIHbIH 63eTiHe aliHaJIFaHbl
6aiikaspl (Lee 20). Mynnait
mebepxaHasap CTYACHTTiH CaXHaJbIK
OOJIMBICBIH TaOUFH KaJIbIITACTBIPYFa
MYMKiHiK 6epeTini qanennensi. Keitait men
Kopesnarbl oKy »kyieci CTy1eHTTi epTe
Ke3eHHeH Oacrar KaciOu opTara eHrisy/i
makcar ereni (Zhang 18). Epre kociou
MHTErpalysl CTYAEHTTIH, IbIFaPMALIBIIBLIK
JKayarnkepLliJiirii apTThlpaThIHbI
alKbIHAa bl JKarnoHus MeKTenTepiie
caxHaJIbIK 63iH-63i OaKbllay TEXHHKACHI
HEeTi3ri KOMIIOHEHT peTiHae OeKiTiareHi
6erii 606l By TexHuKa CTyIeHTTiH,
{ILIKi TaHBbIHBIK IEHT€HiH TYpaKThl CaKTayFa
MYMKiHJiK Gepeni. bys cunres aktepin
NJ1IaCTHKAJbIK »K9HE BOKAJbIK KabileTTepiH
KCLIEH/Ii IAMBITYFa bIKIAJ €TEeTiHI
negesieHi. Kopest oKy opbiHaapbl
CTY/IEHTTiH, BOKaJIbIK AbIObIC LLIbIFapy
TEXHUKACBIH MCUXO(U3UKATBIK

JIAUBIH/IBIKITEH ThIFbI3 OalIaHbICTBIPAbI
(Choi 20). MyHna# Tacis My3bIKaJbIK T€aTp
ApPTUCIHIH TaOUFU JIbIOBICTHIK
MYMKiHAIKTEPIiH TOJIbIK alllyFa KOMEKTeCe/.
Keitai Toxkipubecinie MaTiHI OHIIIIK-
MHTOHALMSIIBIK TaJI1ay KeHiHeH
KOJITaHbLIAaThIHBI pactaJsl (Zhang 20).
By aztic MaTiH MeH My3blKa apacblHaFbl
CeMaHTHKAJIbIK OalJIaHbICTbl ©63€KTEHAIPeli.
3eptTey GapbIChiHAA CTYAEHTTE PAiH,
CaxXHaJIblK CePIiKTeCIeH apeKeTTecy
narnbicbiibi [IbiFbic A3usiia epekiie
MaHpI3ra ue ekeHi 6aiikassl. Kopes
OarnapJjamaapbiiia CepikTecTiK
UMITPOBU3aLIUsl cabaKTapbl MiHJETTI [1OH
petinne enrizinren (Lee 21). Mynnait
cabaKrap CTyACHTTiH KOMMYHHKAaTHBTIK
KaOIJIETiH apTThIpyFa TiKeJel acep eTesi.
Kazakcranaplk 6arnapaamana oy
OarbITThIH J1i JIe KEeTKiJiKCi3 JaMbIFaHbl
AHbIKTaJIbl. 3€PTTEY IMOLUOHAIBIK
MHTeJeKTiH 1ambITy oftictepi [1Ibirbic Asust
aKTEpJIiK MeKTeOiH/Ie KeH KOJAaHbLIaThIHbIH
KOPCETTi. DMOUUSIBIK HHTEJIEKTIHIH,
JKOFaphbl IEHreHi caxHaJsblK OeHEHIH
LIBIHANBIIBIFBIH KAMTAMAChI3 €TeTiHi
nadstesiieHni. Koitail megarorukachl
IMOLMSIHBI IEHE KO3FAJIbICBIMEH YHJIECTi Py
6actbl MmakcaTt etesii (Zhang 18). Mynnaii
yilJieciMm akTepjiiH NMCHXO(hH3HKAJIBIK
TYTaCTbIFbIH KyllleHTe . 3epTTey
OapbICbIHAA CTYACHTTEP/IH LbIFapMAalLblIbIK
nepbecririnin, Kopesi 6arnapiamanapbiia
apHaWbl KaTTHIFyJIap apKblJIbl
JIAMBITBINATBIHBI Oedrisi 6ol Byn
JKATTBIFYJIap CTYAEHTTIH, 63iHIIK
MHTEpIpeTalys kacay KabijeTiH apTThIpyFa
OarbiTTasraH. JKanoHust aktepJik
MeKTeOiH/le caxHaJlblK ThIHbIC
(pusocousIbIK MOHTe He eKeHi GailKaJbl.
By Tocia ThIHBIC aPKbLJIbI i1IKi 9MOLHSHBI
H6ackapy/bl yipeTesi. 3epTTey ThIHbICTbIH,
CaxHaJIblK 9peKeTTer! ey peJiH
KYLICHTETiH »KaTThIFyJ1ap XKYHeCiH
alkbIHAabl. KazakcTaHabik oKy Kyliecinue
ThIHBICTBIK JIalbIHAY MOHAEP] -
METOJ0JIOTHUAJIBIK TYPFbIIA TOJBIK
KypbliMaraHbl OakkaJbl. by xkarnait
CTYJIEHTTIH CHXO(PHU3UKAJIBIK



TYPaKTbIIbIFbIHA OCEP €TeTiHi J1aJ1eIe /.
Ibirbic Asusiiarsl My3blKasblK TeaTp/a
AKTEP/LiH KeHICTIKIIEH KYMbIC iCTeY JaFIbIChl
JKOFaphbl IEHT €I KaJIbINTACAThIHbI
pacrajpl. KeHicriknen xymbic icTey
CTYIEHTTIH CaXHAJIbIK € PKiHAIriH
aptThipajpl. Keitaii MmekTentepine
KEHICTIKTi Ce3iHy/li AaMbITy apHabl
XopeorpagusiibiK TPEHUHITEP apKblJIb
)Ky3ere acaTblHbl OeJriji 6osibl. MyHai
TPEHUHITEP aKTeP/iH JMHAMHKAaJbIK
MKeMJIJIriH KyluenTeni. 3eprrey
OapbIChIHA My3bIKaJbIK T€ATp apTHCIHIH
KenKabaTThl AailbiHbIK Moaei LI birbic
Azusiia TONbIK KOJIFa KOHbIIFAHbI
anbiKTabl. byn monenbuin Kazakcranna
3J1i TOJIBIK KaJlbllTacnaraHbl 6alKaJibl.
Kopes 6arnapnamanapbitbly 6ipisfi
KYPBLIBIMBI OKY MTPOLECIH 2KYHe i 2Kyprigyre
MYMKiHJiK OepeTini nosenneni. Kykeninik
CTYIEHTTIH Y3aK MeP3iMJli KociOu JamyblH
TypakTanablpaibl. JKanoHusaarsl Tapuxu
neJarorukasblK d/1iCTep/liH CaKTaJybl
AKTEPJIiK TEXHUKAHbIH Ta3a KoHe J9CTYpJi
60J1ybIH KAMTaMachI3 eTejli. by
neJarorukasblK TYPaKThIIbIK OiiM Gepy
JKYHECiHIH CeHIMIIIIMH apTThIPAbI.
3€pTTey HOTHKECIH/IE CTYACHTTEPIH
VJITTBIK MOJICHH KOAIEeH XKYMBIC icTey
anicremeci Kasakcranja »eTkijikci3 ekeHi
anbikrasbl. Aa LLbireic Asusina 6yn
KOMITOHEHT OKBITY/IbIH MaHBI3/bl O6JIiri
peTiHae KapacTbipbliaibl. YJITTbIK MaIEHH
KOJI aKTEPiH LIbIHANBI CLIEHAJBIK OeliHe
»KacayblHa acep etelli. Kpitat
OarnapJsamaJsapblHia yATTbIK My3blKa
3JIEMEHTTEPiH NaigasaHyabIH apHakbl
Mojtysibiiepi enrizinren (Zhang 28). Mynnai
MOJLyJIbJIep CTYAECHTTEP/iH MOJIEHH CaHAChIH
keHenresi. Kopest men yKanoHusinbin
CaxHaJIbIK JI9CTYPiH KyHeJsiey MoJIeHH
cabaKTaCTbIKThl KyLIEHTETiHi GalKaJbl.
3epTTey GapbIChiHAA CTYAEHTTE PAiH,
V2KBIMJIBIK 2KYMbICKA OeHAiMIiJIiTi
aHcaMOJIb/IiK MOHAEP apKblJibl
KaJbIMTacaThlHbI 19J1e/1eH . AHCaMObIiK
KabiJieT My3bIKaJbIK T€aTp OHepiHJIe HEeri3ri
KoCciOM TasanTbiH, 6ipi peTinie
KapacTbipbliaibl. Kopest oKy opbiHaapbiHia

aHCaMOJIbMEH XKYMBIC iCTey CTYIEeHTTIH
MiHe3/iK yHJIeCciMITIriH
KaJlblIITacThlPaThIHbl aHbIKTAJIbl. Byl
MPOLIECC Y2KBbIMIBIK 2KayanKepLuijik
MOJICHHETIH apTThIpajibl. 3epTTEy
HOTH2KEJIEPi MY3bIKAJIbIK TEATP aKTePiHiH,
KoCiOM GOIMBICHI KYpAeJTi TICHXO(PU3UKAJIBIK
JKyHere HerisfieJIeTiHiH pacTajibl.
ConppiKTaH oKy 6ariapjaamachl KOMKbIpJibl
JIAUBIHBIKTHI TaJan eTeTiHi alKbIHAAJIBI.
HIbirbic Asusiiarsl akTepJik MeKTenTepie
OyJ1 KOIKbIPJIbl 2Kyile HAKTbl KYpblJbIMMEH
OekitinireH. MyHzall KypblibIM KaciOu
JICHIef/liH TYPaKThIIbIFBIH KAMTaMachl3
eteni. Kazakcranipik 6ariapaaMmaHbl
JKAHFBIPTY YUIiH OCBI KYPbIJIBIMBIK
MojieJibep/li OeltiMuey THIMIL O0JIaThIHbI
JpJenieti. 3eptrey GapbichbiHia
OKBITYUIBLIAP KyPaMbIHBIH KoCiOH
OUTIKTIIIMH apTThIPY KaXKeTTiIiri e
avikpinaaspl. Lbirsic Asusina
nelarortap/biy y31iKci3 Kacion gamy xKymeci
TYPaKThl KOJIFa KOUbIIFaHbl OakkaJbl. byn
»Kyie 6isim Gepy canachiH Tikesel
yKakcapTaTbiHbl 1aJenneHi. Kazakcrania
neJarortap/blH XasablKapasblK
TarbUIbIMIAMAJIAPFA KATBICY MYMKiHJIT
ieKTeyJi ekeHi anbikTa bl Mynnai
uiekreyJsep OiJliM canacbHbIH KAHFBIPTHLTY
KapKbIHbIH Gastyjataibl. 3epTTey
HOTHKEJIEPi XaJIbIKAPaJIbIK OKY
CTaHAapTTapbIMeH YHJIeCiMIi Mosie/b
yKacay/iblH MaHbI3bIH KylleidTe TycTi. by
mojiesib Kazakctanaarsl My3blKaJblK TeaTp
APTHUCIH JasipJiay »KyHeciH »kKaHa canaJblK
JIeHreire KoTepyre MyMKiHJiK 6epeTiHi
noaenneni. Kyprisinren tTannay
YCBIHBIJIFAH KyPbIJIBIMIBIK 63repicTepaiH,
y3aK Mep3iMai THiMIiJIriH pacTansl. Kasrbl
AJIFaHNIA, 3ePTTEY My3bIKAJIbIK T€aTp apTHUCIH
JlasipJiay caslachlH KelleH i

MOJIC PHU3ALUSIIAY/IbIH FbIBIMU HETi3iH
alKpIHAAN Oepai.

Herisri TyXbipbiMaap.
1. Kasakcranaarbl My3blKaJiblK TeaTp

ApPTHCIH Aasipyay »Kyieci Kasipri Tanaa
MPaKTHKAJILIK LIeOepXaHasap MeH
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MHTErPaLUSIBIK JaHbIHABIK 3JeMEeHTTEepi
OOMBIHIIA KETKIJIKCI3, OYJ CTYIEHTTEPIIH
KaCiOU JaF/ibl MEH LbIFapMalllbl/bIK
KaOiJIEeTTEPiH TOJBIK KaJbINTACTHIPYFa
KeJlepri KesTipeai, COHABIKTAaH eTeJ LK
ToKipUOE/IeH asIbIHFAH [PaKTHKAJIbIK
KOMITOHEHTTEP/Ii €HTi3y KaXKeTTiJliri aiKbIH.

2. lbirbic A3ust esiepiHiH My3bIKaJIbIK
TeaTp MeAarorukachl TEOpUst MeH
NpaKTUKaHbIH YHJIECIMiH »KyHesi Typae
KaMTamachl3 eTelli, OyJ CTYIeHTTiH
LIbIFAPMALLBIIBIK 2KOHE aHAJUTHKAJIBIK
JIAF/blJIAPbIH KEeLIeH 1l JaMbITYFa MYMKIHZIK
6epeni (Zhang 45; Kim 12).

3. Kopesinarbl akrepJik 6isim Gepy
KyHecinae KOHYUHAIK 5THKa MeH TopTin
MaeHHeTi 6acThl peJl aTKapaibl, Oy
CTYACHTTIH TYJIFAJbIK KAJbINTACYbIHA KOHE
CaxHaJIbIK TOPTINTiH TYPAKTBIIBIFBIHA 9Cep
eteni (Lee 22; Park 18).

4. KpiTail MeKTenTepinae 3CTeTHKAJbIK
0i/1iM MEH CaxHaJIbIK MHTEPIPETAUUIHbIH
KOHLIENTyaJIbl YHJIeCiMi OKBITY/IbIH
canacblH apTThIPA/bl KOHE CTYACHTTEPAIH,
MY3bIKAJIbIK - 9CTETHKAJIBIK Ce3iMTaJIAbIFbIH
nambitanpl (Zhang 47).

5. JKanounusiarsl aktepJik Mekrenrepje
TBIHBIC TT€H KO3FaJIbICTBIH (PUIOCOPUSIBIK
yisieciMi apKbl/bl CHXO(PU3UKAJIBIK,
TYPAKTBWIBIK [E€H CLeHAJbIK LIbIHAHBIIBIKKA
KOJI 2KeTKi3isei, Oy/1 MearorukaJblK
TYPaKTBUIBIK [eH J9CTYPJIi ToxKipHOeHiH
CaKTaJsyblH KAMTAMaChI3 eTeli.

6. My3sbIKasbIK TeaTp apTHCiHIH
KenkadaTThl JalbIHABIFBI — BOKaJ,
aKTepJiK, XopeorpadusibK KoHe
MCHXO(PU3UKAJBIK KOMITOHEHTTEPJIIH
HUHTErPALUSIIBIK MOJIRJIIH KOJIIaHY
APKblJbl KOCIOU JIEHIeHIiH TYPAKTbLIbIFbIH
KaMmTamachis etesi, oys Kasakcran
OarnapJsiaMachiH KaHFbIPTY/IbIH FBIJIBIMH
HETi3iH Kypanbl.

7. XanblKapaJgblK ToxKipuoe MeH
MoJIeHHeTapaJliblK KOMMYHHKALMA d9iCTePiH
€HIi3y CTYAEHTTEP/iH KPOCC-MaEHU
KY3bIPETTEPiH JaMbITyFa MyMKIHAIK Oepesi
JKoHe oJlap/ibl XaslbIKapaJsblK (hecTHBaIbEp
MeH OailKayJ/apra TUiMII KaTbIiCyFra
nanbiHaaine (Lee, 6. 25; Zhang 50).

8. AHcamMOJIbK 2KoHe cepiKTecTiK
JKYMBICKA OarbITTasFaH cabakrap
CTY/IEHTTEP/IiH Y?KbIMJIbIK dpeKeTTecy
JIAFIbLIapbIH KylenTei, GyJ1 My3bIKaJbIK
TeaTpAarbl KaciOW TasanTtap/bl OpblHAAYAA
Heriari ¢pakrop 6oJbIN TabblIabl
(Choi 30).

9. JIbIOGbICTHIK HHTEPTIPETALHS MEH
BOKAJIIbIK TeXHUKaHbI TICUXO(PU3UKAJIBIK
JIAUBIHIBIKITEH OAUTAaHBICTBIPY aKTeP/LiH
ClEHAJIbIK TAOUFU MYMKIH/IKT€PiH TOJIBIK
aulyra MyMKiHiK 6epefi, OyJ1 aarabliap
Kasakcran 6arnap/aamacbiiia aJi
JKETKIJIKCI3 JaMblFaH.

10. Lbirbic A3ust ToxipuGecinie
KalTasay 9liCTepiHiH Ko MopTe
KOJIIAHBLIYbI OKBITY/IbIH, THIMIJIITH
apTThbipajpbl, OYJ CTYAEHTTEP/iH JaF/ibl MEH
K9CiOU LIeOepJIriH TypaKTaHAbIPYFa bIKIaJ
etenti (Yoon 15).

KopbITbIHADI

3eprrey Gapbichinna Kaszakcranna
My3bIKaJIbIK TeaTp apTUCiH Jasipjay
MoceJiesiepi KeleH i TalaH bl 2KoHe
[Ibirbic Asus ennepinin Toxipuoeci
caJibICTbIpMalibl TYp/ie KapacTbIpbl/ILbl
(Kim 12). Kipicnie 6eJiiMie TaKbIPbINThIH
©3€KTIJIir, 3¢PTTEY MAKCATbl MEH
MinjeTTepi alikbinaasninl (CentoBa

5). Kazakcrannarbl Kasipri Gisim

Oepy KyHeCiHiH epeKiesiKTepi MeH
HIeTeJLiK ToxKipuOeaepiH COUKeCTiri
KapacTblpblibl (CTanucaaBeku 8).
Onebuetke oy 6apbicbinaa Keitai,
JKanonust :xone KopesiHbIH My3bIKaJIbIK
Teatp 6isliM Gepy Kyhesepi TaagaHbl,
OJIaPJIbIH MHTErPALUS/IBIK KYPbIIbIMAAPbI
seprrenni (Zhang 45; Nakamura 33).
MysbIKaJbIK TeaTp apTUCiHIH KoCiOn
u1eGepJlirin 1aMbITy1arbl BOKaJIbIK,
aKTepJliK, XopeorpausiiblK KoHe
My3bIKaJIbIK acrnantapjibl MeHre pyiiH
MaHbI3bl JpJsennensi (Nietzsche 11).
ojicTeMedtik 6oJime cablCThIpMaIbl
TaJsjiay, nelarorukaJjblkK SKCIEepPUMEHT KoHe
anebueTTepi Taay dicTepi KOIAHbIJIbI
(Kim 28; Zhang 50). 3epTrey HoTHKeEPi



Kasakcrannarbl My3blKaJblK TeaTp OisliMiH
JKETIAIPY YLIiH NPAKTHKAJIBIK YChIHbICTAP
6epyre MyMKiHziK 6epai (Oyesos 14).
[birbic A3us esiepinaeri My3blKasblK
TeaTp MeKTeNTepiHiH TaxKipuoeci
VITTBIK OaraapJ/amadiapibl 2KaHFbIpTyFa
FBIJILIMK Heri3 Kanaapl (Meyerhold 6).
Kopesinarbl TeaTp negarorukacbiHblH
TapUXH KaJbITacybl MeH KOHQYLHHAJIK
9TUKACBIHBIH CTYACHT TopOueciHe acepi
rannanibl (Lee 22; Park 18). Keitaiinars
ICTETHKAJIBIK 2KaHEe NPAKTHKAJIBIK,
cabaKTap/bIH YHIeCiMi My3bIKaJbIK TeaTp
APTHUCIH ’KaH-KaKThl IAMbITyFa bIKNaJ eTe/l
(Zhang 47). JKanonusiiarsl caxHasblK,
KO3FaJIbIC 2KyHeci MJIacTHKAJIbIK MKEMJIJTIKTI
apTTbipaTbibl 3epTTeni (Brandon 25).
ojicrep GoJimMiH/e calbICTbIPMaJbl
TaJsjlay apKbl/bl 9p eJLiH 0Ky
OarnapJsaMacbiHAaFbl TEOPUst MEH
NPAKTUKAHbIH YHJIECiMi KApacTbIPbL//bl
(Kim 12; Kim 28). [Tenarorukasbik
9KCMEePUMEHT OapbIChIHIA CTYACHTTEPAIH,
LIbIFAPMaLLbIJIbIK »KOHE KOCiOH aribliapbl
6aranannpl (Kim 28). 3eptrey 6apbicbinna
MY3bIKaJIbIK T€aTP apTHCiHiH KOMKbIPJIbI
JabIH/bIK MOJIeJIi 2KoHEe OHbIH, TPAKTHKAJIbIK,
THimaiiri kapacteipbliaael (Carlson 7).
CoHbIMEH KaTap, CTyAeHTTEep/iH Kpoce-
MOJIEHH KY3bIPETTEPiH JAMbITY KAXKEeTTIJIiri
YKOHE XaJlblKapaJsiblK CTaHaapTTapra
CoMKecCTiK MaceJiesiepi aHbIKTa bl ( Pavis
18). KopbiThinbl 6egimie Kazakcranjaarsi
My3bIKaJbIK TeATpP apTHCIH AasipJay »KyHeciH
JKAHFBIPTY YLIIH YCbIHBIIATBIH MOACJBICPAIH,
KYPbUIbIMbI YCbIHbLBI (Zhubanov 9).
3epTTey HOTHKEEPi YATTHIK I9CTYpJIep
MEeH XaJlblKapaJblK ToxKipuOeHi yisectipy
KaxkeTTiJlirin pacrajbl (Konpiparbaen
12). [Tpakrukasbik 1e6epxaHasapibiH,
MaHbI3bl 2KOHE OJIap/blH CTYACHTTEPLIH,
KoCiOU 11eOepalirii JaMbITyIarbl poJi
kepcertinai (Lee 25). 3eprrey 6apbichiHaa
BOKAaJIIbIK JaHbIHABIKTBIH, aKTEpJliK
OpEKEeTIeH YHIeCyi THIM/I HOTHXKE
6epetini npsenneni (Choi 30). CaxHasbik
MOTiHAI My3bIKaJIbIK MHTEpIIpeTaLusiay
anicrepi Kpitail 6arnapiamanapbinia Kex
KOJITAHBLIATBIHBI aHBIKTaM B! ( Zhang

47). Kopesinarel mpakTHKaJjblK cabakrap
Kasakcrannarbl 6ar1apiamara Kaparasia
aJleKaia xyresi ekeni pacrasbl (Kim
28). )Kanonus toxkipubecinae aactypJi
caxHaJIbIK (hopMaJiapiblH cakTaybl
CTYIEHTTiH, MOJICHU TYHUCITiH apTThIPAThiHbI
seprrenni (Nakamura 33). 3eprrey
[Ibirbic Asust esiepinjie neiarorukasbiK
JKYHeJIep/iH YaKbITIIEH TeKCepiireH
Toxipubesiepi cakranranbiH KepceTTi (Yoon
15). CTyneHTTepliH HIbIFapMalliblJIbIK
JlepbecTiri apHaibl }KaTThIFyJIap apKblJibl
JIAMBITBIATHIHBI aHbIKTAJb! (Lee 25).
3epTTey HoTHKeJIepi CaXHaJIbIK KUMbLI
MeH 3MOLMSIIbIK MHTEPIIpEeTalUsIHbIH,
MaHbBI3/IBLIBIFBIH pacTabl (Zhang 50).
[Ipakrukanbik niatdopmasnapibiy
JKETKIJIIKCI3Ir CTyIeHTTep/liH, K9CiOu
JIaFblIapbIH TOJBIK KAJbIITACThIPYFa
kejlepri keatipetini kepcetinai (Choi
30). DMOUHSIBIK MHTEIEKTIHIH JaMybl
CaxHaJlblK dPEKEeTTiH, LIbIHAWBIJIBIFBIH
aptrbipansl (Zhang 50). Kpoce-manenu
Ky3bIpeTTep/liH, KaJbINTACybl XaJblKapaJblK
ajmacy 6araapJjamanapbl apKblibl Kylienei
(Lee 25). YATTBIK MOJIEHH KOITbIH, CaXHAJIBIK
HeliHe xKacayra acepi Kazakcranna
JKETKIJIKTI JopeKeie KOJIAaHblIMaraHbl
anbikraspl (Konsipatbaen 12).

3epTTey GapbicbiHaa aHCaMOJIbIIK
KaOiJIeTTEPAiH My3bIKaJbIK T€aTPAA HETi3Ti
Kociou Tasan ekeHin paJgesnei (Choi 30).
Kazakcran 6arnapjamacbinia aHcamOJbiK
MIOHJIEP dJ1i TOJIBIK €HIi31/IMereHi
Haiikapl. [lnacTukanbik JaibIHIBIK MEH
NCUXO(PU3UKAJIBIK TYTACTbIKKA €peKliie
KeHiJs1 GeJtiHeTiHi pacTannpl (Zhang 45).
CaxHaJibIK ThIHBIC [TEH SMOLUSJIBIK OacKapy
JKanouust Taxipubecinie puiocopusibik
Typrbiial Kapactbipblirad (Nakamura
33). Kasakcrannbik 6arnapaamana
ThIHBICTBIK JAUbIHAAY [IOHIEPI TOJbIK,
KypblimMaranbl 6arikassl (Centosa o).
JIbIOBICTBIK HHTEpIIPETALLUS d/licTepPi KoHE
BOKAJIbIK KATThiFy1ap/bl L birbic Asus
TaxiprOeciHeH OelimMaey KaxKeTTiJIiri
anbikraspl (Kim 28). Kenicrikti cesiny
JKOHe caxHaJIbIK KO3FaJlbIC IaF/bliapbl
Kbitait men Kopesina »xorapbl 1eHreiiie
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JaMBIThIIFaHbl 3epTTen (Zhang 47; Lee
22). Ilpaktukanbik 1ebepxaHanap apKplibl
CTYIEHTTEP/LiH, WblFAPMALLIbLIbIK €PKiHIIri
MeH Kociou »kayankepuiiiri apraasl (Choi
30). CueHaJsibIK 9peKeT MeH My3bIKaJiblK
bIPFAK apachbiHaarbl OalaHbIC GapJIbIK
[birbic A3us GarnapaaManapbiHa TOH
epeKllIeJiK peTiHie KapacTblpbliabl (Zhang
50).

3epTTey HoTHKEePi KOTKAGATThI
JIAUbIH/IBIK MOJICJIB/IE PiHiH CTYIEHTTIH,
KociOu GellHeciH KasbInTacTblpyia THIMI
ekeHiH kepceTTi (Kim 28). Teopusiibik
JKOHE MMPaKTHKaJbIK KOMITOHEHTTEPiH
yHJIeCciMi My3bIKaJIblK TeaTp apTUCIHiH
JKaH-KaKThl IaMybIHa bIKI1aJl €Tel
(Carlson 7). XanbiKapaJsblK cTaHIapTTapra
COUKECTIKTI KAMTAMAaChI3 €Ty YLLiH
MoJIeHHeTapa/IbiK KOMMYHHKALUS /licTepiH
eHri3y KaxkeT ekeHi arikbiHaamIb (Pavis
18). [Tenarorukasnbik ToxKipubeHi
KeTinipy apkblibl Kazakeranaars
OKy OariapJsiaMachlH XaJbIKapaJblK
JIeHrelre CouKeCTeHIipy MyMKIH/ITi
pacrannel (Zhubanov 9). [Ibireic
Asust ToxKipubeciHin ananTaimschbl
CTYJIEHTTEP/IiH KACiOU IeHreHiH apTThIpaibl
(Lee 25). Dcretukasnbik cabakrap MeH
LIbIFAPMaLLBIIBIK 2K00asap apKblJibl
CTY/IEHTTEP/IiH aHAJMTHKAJIBIK 2KoHE
HIbIFAPMALIbLIbIK Ka0ieTTepi 1aMujibl
(Zhang 50).

[TpakTukagbik naibinabik Kazakcranna
uiekTeyJii 6oJica 1a, YCbIHbIIFAH MOJIEJb OHBbI
TOJILIKThIpYyFa MyMKiHiiK 6epeni (CenTtoBa
5). 3epTTey GapbiChiHa My3bIKaJbIK T€ATp
APTHUCIH JasipJay/iblH, HHTErPalUsIIbIK
d/liCTePi HAKThI KyPblJIbIMMEH KOPCeTiJI
(Kim 28). Llbirbic Asus eqjiepinin
Toxkipubeci Kazakcrannarsl My3blKasbiK,
Teatp OiiMiH KaHFBIPTYFa FbIJIBIMH HETi3
kananpl (Zhang 50). Ctynentrepain Kaciou
ocyi MeH UIbIFapMallbl/bIK dJ1€yeTiH JaMbITy
YLUiH NMPaKTUKAJIbIK KoHE TeOPHSAJIBIK,
cabaKrap/ibl YHJIeCTipy MaHbl3/bl €KEHi
nogenienni (Nakamura 33). Mysbikasibik
TeaTp apTHCIH AasipJiaydblH KelleH
MOJIeJIiH €HIi3y CTYAEHTTiH YHUBEPCAJIIbI
K9CiOHM OeHHECIH KaJbIITaCThIpabl

(Choi 30). OmonusAIbIK, pyXaHH xKoHe
9CTETHKAJIbIK KOMITOHEHTTE /i 1aMbITY
HarnapjamMmaHbiH, 6aCTbl MAKCaThl HOJIbIMN
tabblanpl (Nietzsche 11).

YcbIHbLIFaH OKY OariapiamachiHbIH,
KYPbIJIbIMbI Ke3€H-Ke3eHiMeH aHbIKTaJlblIl,
OacTayblll, OpTa KoHe KaciOu IeHrenre
OeJiiHreHi KopceTii. Op aeHreke
CTY/IEHTTEP/LiH JAaFIblIapbl MEH
LIbIFApMalIbI/IbIK KaOiJeTTepiH JaMbITyFa
apHaJIFaH HaKThl KypcTap KapacTblPbIJJbL.
KasakcraHablK My3blKaJblK TeaTp
caJlacblH XaJblKapaJiblK CTaHAapTTapra
COMKeCTeH/Lipy YLUiH MyJIbTHMEIHA JKaHe
3aMaHayH TeXHOJIOrUslap/ibl KoJIaHy
MaHbI3/Ibl €KeHi faJ1eIeH . 3epTTey
6apbicbinaa Lbirbic Asust Toxxipubeci meH
VJATTBIK JOCTYPJAEPII YHICCTIPY 2KOJIAPbI
HaKThl aHbIKTaJIbl. KOPBITHIHIbIIAN KeJe,
3epTrey KasaKkcTanaarbl My3blKaJbiK TeaTp
APTHUCIH AasipJlay/iblH, MHHOBALUSJIbIK,
MOJIEJIiH 93ipJieyre FblJIbIMH Heri3 KaJlaibl
(CentoBa 5). 3epTTey aBTOpJIAPbIHbIH
JKYMbIChI CTY/IEHTTEP/LiH, K9CiOH JaF/ibliapbiH
JIAMbITyFa OarbITTaJIFaH YChIHBICTAP MEH
NPAKTHKAJbIK LIeLiMIEPIi KOPCeTTi
(Opbinbacaposa A., KysbcentoBa M.,
11). MysbIkasibIK TeaTp canachbiHaa
Kasakcranparbl cranaaprrap KerepiJi,
XaJlblKapaJiblK ToxKipuOe MeH YJITThIK
JI9CTYPJIEP/iH YHJIeCiMi KaMTaMachl3
eTisieTiHi pacrasbl (Zhubanov 66).
3epTTey HoTHKeJepi Neaarorukasbik
ojicTeMeiepai XKeTiAIpY, NPAKTHKAJIbIK
mebepxaHajap/ibl KoOGeHTy KoHe
CTYIEHTTEP/LiH, WblFAPMALLbLIbIK 9J1€YEeTiH
nambiTyra MyMKiHaiK 6epeni (Kim 28).
MHTerpauusiibiK MojieJ1bli €Hri3y apKblJbl
CTYJEHTTEP/IiH KACiOU, 3CTETHKAJIBIK YKOHE
KPOCC-MOJIEHH Ky3bIpeTTepi *KOFaphbl
JieHrele Kaabinracajpl (Zhang 56).
Mynnait Tocin Kazakeranaarbl My3biKasiblK
TeaTp apTUCIH faspJay *KyHeciH 2KaHa
canaJblK JeHreire Ketepyre MyMKiHIIK
6epeni (Nakamura 30). Bapsbik agnbinran
HoTHKesiep KazakcTanHbiH MajieHH Gisim
Oepy »KyHecCiH JaMbITyFa »KoHe My3bIKaJIbIK
TeaTp caJslachlH XKAHFbIPTYFa yJiec Kocajbl
(CeutoBa 9).
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Opsbinbacaposa Akxan, KyibceuroBa Maguna

Kasaxckasi HalnoHasbHast akajeMust uCKyccTB nMmeHn Temup6eka YKyprenosa (Anvater, Kasaxcran)

CO3OAHUWE NPOrPAMMbI NPOMECCUOHANIbBHOM NOATOTOBKU APTUCTA
MY3bIKAJIbHOIO TEATPA B KA3AXCTAHE HA OCHOBE OINbITA CTPAH BOCTOYHOM A3UN

AHHoTaums. B faHHOM cTaTbe paccMaTpMBaeTCs npobnemMa co3faHus NporpamMMbl NPOMeCCMOHANBbHOIO
06pa3oBaHMs apTMCTOB My3blKaibHOro Teatpa B KasaxcraHe. MiccnenoBaHne 0CHOBaHO Ha
CPaBHMUTENbHOM aHanu3e onbiTa ctpaH BoctouHoi A3un. M3yyeHbl MCTOpUS pa3BUTUS My3biKalbHOMO
TeaTpa, MeToAMYECKME NOAXOAbLI M MPAKTUYECKMI OMbIT MPOMECCMOHANbHOM NMOArOTOBKM apTUCTOB B
Kutae, finoHnm n I0xHoi Kopee. lNpoaHanu3npoBaHbl y4ebHble NporpaMMbl My3bIKasbHO-TeaTPaabHbIX
LUKON U KOHCEPBATOPMIA 3TUX CTPaH, BbISIBNIEHbI UX K/IOYEBblE 0COOEHHOCTH. YCTaHOBNEHO, YTO B
cTpaHax BoctouHol Asun npodeccnoHanbHas NOArOTOBKA apTUCTOB MY3bIKasbHOTO TeaTpa CTPOMUTCS
Ha MHTErpaTMBHOWM OCHOBE, 06beAMHAIOLLEN BOKAS, aKTEPCKOE MACTEPCTBO, XOPeorpaduio M 0CBOEHKe
My3bIKanbHbIX MHCTPYMeHTOB. Ocoboe BHMMaHWe yaenseTcs GOpMUPOBAHMIO UCTIONHUTENBCKUX HABbIKOB
C YYETOM HaLMOHaNbHbIX TeaTpanbHbIX Tpaauumin Kutas, dnonum n KOxHoi Kopewu, a Takxke TpeboBaHumi
MeX[yHapOoAHbIX CTaHAAPTOB CLEHWYECKOro UCKYCCTBa. B xoae nccneaoBaHusa paccMoTpeHa
3hHEKTMBHOCTb NeSArormMyeckMx MeTOA0B U CTPATErnii pa3BUTUS NPO(eCcCHOHANBHOr0 MacTepCTBa
CTYAEHTOB. Ha OCHOBE U3yYeHHO20 0NbLIMA NPeLNOXeHA MHHOBALMOHHASA MOAENb MOATOTOBKM apTUCTOB
My3blkanbHoro Teatpa ang KasaxcraHa. B otimumne ot cyliectytowein cuctemMbl 06y4eHus, HoBas
nporpamMMa OpueHTMpoBaHa Ha bonee ryboKyl MeXAMCLUMMIMHAPHYIO MHTErPaLIMIO, yCUIEeHUE
NpaKTMYeCcKoM HanpaBNEHHOCTM U paclUMpeHUe CLEHNYECKOro onbiTa cTyaeHToB. Ocoboe BHMMaHMe
YAENSeTcs y4acTMio B TBOPYECKMX MPOEKTAX, MOCTAHOBKAX M NPAKTUYECKMX Nokasax. B nporpammy
npennaraeTcs BHeLpeHWEe MeXAyHapOLHOro OMnbITa, @ TAKXKe pa3BUTME MPOrpaMM akafeMUYeCKoM
MOBMIBHOCTU U KYNbTypHOrO 06MeHa. MemoOos! uccnedosaHus BKNOYANM CPAaBHUTENbHbIN aHanus,
nefarorMyecknii IKCNepuMMEHT M aHanmu3 Hay4yHoM uTepatypsl. [lonyyeHHble pe3ynsTaTel GOpMUPYOT
Hay4HYyl OCHOBY A/ COBEPLUEHCTBOBAHMS CUCTEMbI MPOPECCUOHANBHOIO My3blKabHO-TEATPANIbHOIO
obpasoBaHus B KaszaxcraHe. CTpykTypa 06pa3oBaTefibHOWM NpOrpaMMbl BbICTPOEHA MNO3TAMHO M
BKJ/IKOYAET HaYasbHbIM, CPeAHUI M NPODECCMOHANbHbIN YPOBHM MOArOTOBKM. Ha KaxaoM aTane
npenyCcMOTPEHbI CNeLManM3MpoBaHHbIe AUCLMMINHBI, HANPaBAEHHbIE HA PAa3BUTUE BOKAsbHbIX,
aKTEPCKMX, XOpPeorpadryeckmx 1 CLLeHMYECKMX HABbIKOB CTyAEHTOB. [115 NoBbllweHMs 3QdeKTUBHOCTH
06pa3oBaTeNnbHOro NpoLecca NpeaiaraeTcs UCnob3oBaHWEe COBPEMEHHbIX 06pa30BaTeNbHbIX
TEXHONOMUIM U MYNbTUMELUIAHBIX CpeacTB. PaspaboTaHHas Monenb NoAroTOBKM obecneynBaert
COOTBETCTBME NMPO(ECCUOHANIbHOTO YPOBHS BbIMYCKHUKOB MEXAYHAPOAHbIM CTaHAApTaM, cnocobcreyer
MOBbILIEHNIO X TBOPYECKOTO MOTEHLMANA U KOHKYPEHTOCNOCOOHOCTM B chepe KynbTypbl. [porpamMma
OPUEHTMPOBAHA HA NMPAKTUYECKYH AEATENbHOCTb, PA3BUTUE MEXKY/LTYPHOM KOMMYHMKALMM U
npenycMaTpuBaeT y4acTue CTYAEHTOB B MEXAYHAPOAHbIX DECTUBANSX U KOHKypcax. Pesynbtatsl
nccnenoBaHMs OTKPbIBAKOT MEPCMEKTUBbI AAIbHEWLLEr0 pa3BMTHUS My3bIKaZbHOIO TEATpa U CUCTEMBbI
KynbTypHOro obpasoBaHus B KasaxcraHe.

Knioyeswie cnosa: My3bikanbHbli TeaTp, NOATOTOBKA apTUCTOB, 0O6pa3oBaTe/ibHasg NporpamMmMa, onblT
cTpaH BoctouHol Asun, npodeccmoHanbHas NoAroToBka, BOKan M xopeorpadums, CLEHUYECKMIA OMbIT,
MHHOBALMOHHbIE METOLbI, MEXAYHAPOLHbIV 0OMeH, TBOpYecKas rMbKOCTb, TeaTpanbHas MHAYCTPUS

Ana yumuposarusa: OpbiHbacapoBa, AkxaH, M MaanHa KynbcentoBa. «Co3gaHne nporpaMmsl
npodeccMoHanbHOM NOArOTOBKM apTUCTa My3blKasbHOro TeaTpa B KasaxcraHe Ha OCHOBE CTpaH
BoctouHot Asunx. Central Asian Journal of Art Studies, 1. 10, N24, 2025, c. 322-340, DOI: 10.47940/cajas.
v10i2.949

Aemopbl npoyumanu u 0006puu OKOHYAMebHbIl 8apUAHM PYKONUCU U 3a881510m 06 omcymcmeuu
KOHGIUKMA UHMepecos.



WblFblC A3UA ENAEPIHIH YNTICIHOE KASAKCTAHOA MY3bIKANIbIK TEATP APTUCIH KoCIbW OAAPNAY
BAFOAPTAMACHIH K¥PY

Orynbasarova Akzhan, Kulseitova Madina
Temirbek Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

DEVELOPING A PROFESSIONAL TRAINING PROGRAM FOR MUSICAL THEATRE PERFORMERS
IN KAZAKHSTAN BASED ON THE EXPERIENCE OF EAST ASIAN COUNTRIES

Abstract. This article examines the issue of developing a professional education program for musical
theatre performers in Kazakhstan. The study is based on a comparative analysis of the experience

of East Asian countries. The history of musical theatre development, methodological approaches,

and practical training experience of performers in China,Japan, and South Korea are explored. The
curricula of musical theatre schools and conservatories in these countries are analyzed, and their

key characteristics are identified. The study reveals that professional training for musical theatre
performers in East Asia is built on an integrative approach that combines vocal training, acting,
choreography, and the study of musical instruments. Particular attention is given to the development
of performance skills with consideration of the national theatrical traditions of China,Japan, and South
Korea, as well as compliance with international standards of performing arts. The research examines
the effectiveness of pedagogical methods and strategies for developing students’ professional mastery.
Based on the analyzed experience, an innovative training model for musical theatre performers in
Kazakhstan is proposed. Unlike the existing education system, the new program focuses on deeper
interdisciplinary integration, enhanced practical orientation, and expanded stage experience for
students. Special emphasis is placed on participation in creative projects, stage productions, and
practical performances. The proposed program incorporates international experience and promotes
academic mobility and cultural exchange initiatives. Research methods include comparative analysis,
pedagogical experimentation, and a review of scholarly literature. The findings provide a scientific
basis for improving the system of professional musical theatre education in Kazakhstan. The
educational program is structured in stages and includes introductory, intermediate, and professional
levels of training. Each level offers specialized courses designed to develop students’ vocal, acting,
choreographic, and stage skills. To enhance the effectiveness of the educational process, the use of
modern educational technologies and multimedia tools is recommended. The developed training
model ensures compliance with international standards for musical theatre education, enhances
performers’ professional competence and creative potential, and increases their competitiveness

in the cultural sector. The program is practice-oriented, fosters intercultural communication, and
provides students with opportunities to participate in international music festivals and competitions.
The research outcomes outline prospects for the further development of musical theatre and cultural
education in Kazakhstan.

Keywords: musical theatre, artist training, education program, East Asian experience, professional
training, vocal and choreography, stage experience, innovative methods, international exchange,
creative flexibility, theatre industry
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YakbIT aFrbIMbIHAAFbI IOMObIPA YHi: (poHOrpaMma apxuBi xkoHe Axmet YKyOaHOBTbIH,
OPbIHAAYLIbIIBIK Mypachl

Xaiipapryn Kasbi6ekoBa, Acbinbek KeHurecos

Cypem 1. C. Marug,

Cypem 2. N2 8 MIHBeHTapnbIK, KiTabbl
Cypem 3. bacTankbl xa3baHblH, cypeTi
Cypem 4. A. XXybaHoB

Cypem 5. IHTepnpeTauumsiblk, HycKachl

Topraii-Kocranai eHipiHiH gacrypingeri Baitkagam Kapaaaunaep or6acbiHbIH
My3bIKaJbIK MYPachbl

TaTkeHoBa LonnaH

1-cypem. My3blKanblk, HOTaLLMS MblCanbl
2-cypem. My3blKanblK HOTaLMS MbICanbl
3-cypem. My3blKanblk, HOTaLLMS MbiCanbl

«Kp13 )Kibek» noaMacbiHbIH CaXHaJbIK UHTEPNPETALUSIAPDI: ApaMaTypPrusiarbl,
OaJieTTeri xKoHe onepaaarbl KopKeMIiK TpaHchopmauus

Catribaesa Canpaa, EckeHpipos Hapraii

1-kecme. «KpI3 Xibek» KovblibIMbIHbIH 2019-2023 xbinaap apanbiFblHAAFbI CAXHAMbIK,
MHTEpnpeTaumsnapbiHbiH, XPOHOOMMACHI MEH TeaTpsiblk reorpaduscol

2-kecme. 1972 xbinbl 9pTYpAi KMHOTeaTpnapaa KowbinraH «Kpi3 Xibek» cnekTakibiHiH Herisri gepekrepi

1-cypem. KCPO xanblIk aptici bubiryn TenereHosa komnosutop EBrennii bpycunosckuinain «Kpi3 Xibek»
onepacbiHaafbl Xibek peninae. Abal atbiHaarbl Kasak akanemMusanbik onepa kaHe 6aneT TeaTpbiHbIH,
caxHachbl, 1974 xbin. @oToKyxaT

2-cypem. MepyepT OTekelleBa — KeHECTiK XaHe Ka3ak KMHO MeH TeaTp akTpucachl. 1972 xXbinbl WbIKKaH
«Kpi3 Xibek» kepkem dpunbmiHge Xibek penit comaaraH caTi

3 soaHe 4-cypemmep. «ActaHa Onepa» TeatpbiHaa 2019 xbinbl koMbinFaH «Kbi3 XKibek» cnekTakniHiH,
CaxHanbIK KepiHictepi

5-cypem. KombinbiMparbl bazapb6ait 06pasbiH coMaaraH akTep HypkeH ©TeyinoBTiH caxHafafbl KepiHici
6-cypem. 2023 xbinbl Kanubek KyaHbiwbaes aTbiHAaFbl MeMneKkeTTik akafeMUsbIK Ka3akK My3blKasblk,
[pama TeaTpbiHAa KoWbinFaH «Kpi3 XKibek» gpaManbik onepacbiHbIH CaXHambIK KepiHici

7-cypem. «Kpi3 XKibek» KOMblIbIMbI. ©3epbaiaxaH MamMbeToB aTbiHAaFbl MeMNnekeTTiK ApaMa XaHe
komeaus Teatpbl, 2020 xbin
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Kpbikbaesa Capa, Tangpibaesa AitHyp

1 -kecme. OpicTEPAiH CanblCTbipManbl KecTeci
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Cypem 1. ln3aiiH BinimMiHae M3aeHM MypaHbl CUMBONAbIK CilTEMELEH onepaLuoHanablK Kipiktipyre
KeLwy.

Cypem 2. 15 anTanblk %06anblK LMK asCbIHAAFbI €Ki MAHAI TOFbICTIPATbIH OPIMAIK MOAENb.

Xopeorpadus canacbiHaarbl MaMaHAAP/bl JaspJay yaepiciHe xacaH/ibl
MHTEJIEKTIHI €HTi3y

KycaHoBa AHuna, bakiposa Caman

Cypem 1. EDGE xopeorpadus nnatdopmacsl.

Cypem 2. AIVA nnaTtdopmacsl.

Cypem 3. Life Forms nnatpopmachi.

1-kecme — Xopeorpadus canacbliHAa KOMAAHbINATbIH XacaHAbl MHTENNeKT nnatdopmanapbl
2-kecme — «bu KOMMO3ULMACHI» KYPCbIHbIH TaKbIpPbINTbIK OKY 6aFaapaaMachl

3-kecme — 3KCNEPUMEHT Ke3eHaepi
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Kasipri Kepkemiik Toxipubeaeri TyCKUi3: 19CTYp MEH KOHUENTYAJbIK i3€HiCTiH,
TOFbICBIHIA

EckoxwuHa Jlaypa, XXykeHoBa Xasupa
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1-cypem — My3blKanblK CyMeMenaeycis xxaHe KYMMeH poMaH Y3iHAiNepiH OKpiFaH Ke3ae OKyLUbINapabIH,
M3TiHAi Kabbinaay AMHaMuKackl (opTala MaHaep, 5 6anapik WwWkana)
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OmapoB Agunert, MykyweBsa Hasupa
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PucyHok 2. Obbem poxoana
PucyHok 3. KonuuectBo nocetutenei KuHoceaHca
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crekTakns
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TPaAMLMOHHOM Ka3axcKoii ApamaTyprum.

Tabnuya 2. CpaBHUTENbHbIN aHANU3 NEPCOHaXeN PyCCKOW KHOBOW ApaMbl» M COBPEMEHHOM Ka3axcKoi
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BpenaupoBaHue HallMOHANBLHOU KYJIbTYPHOI UIEHTUYHOCTH B UCKYCCTBE
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naypetna TacOynaroBa

KaH Nlapa, MykanoB Manwuk

PucyHok. 1. NaypeH Tacbynatos, «bornHs monoka» B Tlopkckon mudonorum (Koknen Kemnup, CyT 3He),
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Puc. 2. Kaandus TemkaHos. Koknap. 1935. Xonct, macno. 150 x 325 cm.
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Kencunbex Mongup, LWapunosa Ounspa

Kapmuna 1. Hypbek Xapaemos - «[Mo3gHee yTpo» (2021)
Kapmutra 2. Kabukoxaesa Anns - «B ayne» (2023)
KapmuHa 3. 3apuHa YykeTtaesa - «B ayne» (2011)
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Kapmura 5. Pacdasnb CnekeHoB - «[lBoe Manbumiuek» (2021)
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KpbikbaeBa Capa, Tangbibaesa AitHyp

Tabnuya 1. CpaBHUTeNbHAs Tabnuua METOAOB.
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PucyHok 3. Mnatdopma Life Forms.

Tabnuya 1 - Mnatdopmbl MW, ncnonbsyemole B 061acTu xopeorpadum
Tabnuya 2 - TemaTuyeckas nporpamma Kypca «TaHLeBanbHash KOMMO3ULUS»

Tabnuya 3 - 3Tanbl 3KCNepuMeHTa

Tyckui3 B cOBpeMeHHO# Xy/10XKE€CTBEHHOM MPAKTUKE: MEX]1y TPaauLUeil U
KOHLIENTYaJbHbIM MOUCKOM

EckoxuHa Jlaypa, XXykeHosa XXasupa

®omo 1. Tyc kui3 (@annamkaums, TkaHesas ocHosa) 1960 r. 141x178 Xymabaea Paxus. LleHTpanbHbiii
KaszaxctaH.KaparaHguHckas o61., ¢. MbIpxbik

®omo 2. Tyc kui3 (@annamkaums, BoinouHas ocHoBa)1960 r. 141x168Xymabaesa Paxus. LleHTpanbHbii
KasaxcraH, KaparananHckas o61., ¢. MbIpxbik

®omo 3. Tyc Kui3 (BOMNOK, TKaHb, annaukauus), 1982. Atbacapckuit UCTOPUKO-KpaeBenYeCKuit My3ei
(AkmonuHckas obn.) (nonesble UccnenoBaHUS)

®omo 4. HapopHbiii mactep 1960 r. Kosep u3 yacTtHoit konnekummn C.bawmpoBa (poTto aBTopa)

®omo 5. l'ynbHyp MykaxaHoBa «[locTHOMaanueckas peanbHoCcTb #8», 2016. Boinok, wenkosble
BosiokHa 140x170 cm. (doTo https://aspangallery.com/ru/artists/gulnur-mukazhanova)

®omo 6. I'ynbHyp MykaxaHoBa «[locTHoMaaMueckas peanbHocTb #40», 2021, Boinok, lWwenkoBble
BosokHa 140x170 cm. (boTo https://aspangallery.com/ru/artists/gulnur-mukazhanova)

®omo 7. ®atnuma Omup. Tyckmus 2020 (1) (boTo NpenoCcTaBAeHO XyLOXKHUKOM)

®omo 8. ®atuma Omup «l look at dark matter, dark matter looks at me», 2025 (dpoTo npepocTaBneHo
XYBOXHUKOM)

®omo 9. ®atuma Omup «l look at dark matter, dark matter looks at me», 2025 (nocne B3anmopencTems
Ha BbICTaBKe, AcTaHa. (poTo aBTopa).
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16  Song as cultural memory: archetypes of the kazakh musical tradition
- Abdirakhman Gulnar, Zhudebayev Arman
34
Sheet music example #1. D. Rakishev’s “The Beauty of the Earth - Zhetysu”, beginning
Sheet music example #2. “Kargam-au”, beginning
Sheet music example #3. A. Korazbayev “| Miss My Grandfather Kenen”, beginning
Sheet music example #4. “Black Old Woman”, beginning
Sheet music example #5. A. Korazbayev “Boztorgai”, beginning
Sheet music example #6. A. Seidimbekov “Dauren-ai”, beginning
Sheet music example #7. A. Seidimbekov “Saryarka”, beginning
Sheet music example #8. M. Koishybayev “Tomorrow for the Generation”, beginning
Sheet music example #9. B. Baikenzheev “Bird of the Year”, beginning

35 Dombra’s voice through time: phonogrammarchive and Akhmet Zhubanov’s
performing legacy

52 Kazybekova Zhaidargul, Kenigesov Asylbek

Figure 1. S. Magid

Figure 2. Inventory book No. 8

Figure 3. Snapshot of the original recording
Figure 4. A. Zhubanov

Figure 5. Interpretation versions

70  The current state and key issues of the film distribution system in Kazakhstan
- Omarov Adilet, Mukusheva Nazira
89

Figure 1. Number of movie theaters

Figure 2. Revenue volume

Figure 3. Number of visitors to a movie screening

135 Character transformation in contemporary kazakh dramaturgy: a comparative
analysis

154  Kadyralyeva Aizat, Zhaxylykova Meruyert

Table 1. Analysis of the play «Kuyeu Bala» («The Son-in-Law») by Zhanibek Aliken from the perspective
of traditional Kazakh dramaturgy criteria.

Table 2. Comparative analysis of characters in Russian «New Drama» and Contemporary Kazakh
dramaturgy.
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178 Philosophical reflection and the image of the horse in kazakh visual art
- Syrgabayev Sanzhar, Kussaiynov Daurenbek
195
Figure 1. Abilkhan Kasteev, Hunter with an Eagle. 1935. Oil on canvas. 100 x 80 cm.
Figure 2. Kanafiya Telzhanov, Kokpar. 1935. Oil on canvas. 150 x 325 cm.
Figure 3. Moldakhmet Kenbaev, Capturing a Horse. 1961. Qil on canvas. 102 x 202 cm.

Figure 4. Salikhitdin Aitbae, Horseman. From the triptych Horsemen. 1980. Oil on canvas. 170 x 170
cm.

Figure 5. Zhumakyn Kairambae, Dedication to Mukagali. Oil on canvas. 1991. 91 x 110 cm.
Figure 6. Omirbek Zhubaniyazov, Skylark. 2011. Oil on canvas. 51 x 80 cm.
Figure 7. Talgat Tleuzhanov, On the Peak. 2008. Qil on canvas. 180 x 120 cm.

196  Cultural and symbolic codes of the image of dwelling in painting
- Kelsinbek Moldir, Sharipova Dilyara
216
Picture 1. Nurbek Zhardemov - «Late Morning» (2021)
Picture 2. Aliya Kabikozhayeva - «In the Village» (2023)
Picture 3. Zarina Chuketayeva - «In the Village» (2011)
Picture 4. Raphael Slekenov - «Harmony» (2025)
Picture 5. Rafael Slekenov - «Two Boys» (2021)

306 The structural-semiotic function of kiiy in the novel The Path Of Abay
- Nurbayeva Aida
321

Figure 1 - Dynamics of indicators of text perception by students when reading fragments of a novel
without musical accompaniment and singing (average values, 5-point scale)



Bacyra 29.12.2025 kon koubingpl. Miwimi 60x84 1/8. 80 r Svetocopy karasbl. CaHAbIK 6acbINbIM.
Kapin Typi Pt Sans, Literaturnaya. bacna Tabafbi 44.

Tapanbimbl 300 aaHa. Tancbipbic N2 13,

«IP Pyramida Pluse» 6acnaxaHacbiHaa 6acbingpbl.

KasakcraH Pecnybnukacsl, MaBnonap obnbickl, Masnoaap kanacel, Kaibipbaesa, 104, 12.

MoanucaHo B nevatb 29.12.2025. ®opmat 60x84 1/8. bymara Svetocopy 80 r. Mevatb undposas. lapHutypa Pt
Sans, Literaturnaya. O6beM 44 ycn. n. n1. (YCNOBHbIX NeYaTHbIX IMCTOB).

Tupax 300 3k3. 3aka3 N2 13.

OtneyataHo B Tunorpadun «MIM Pyramida Pluse»

Pecnybnuka KasaxcraH, MaBnosapckas obnacts, ropog, Masnoaap, Kampbaesa, 104, 12.

Signed for printing on 29.12.2025. Format 60x84 1/8. Svetocopy paper 80 g. Digital printing. Typeface Pt Sans,
Literaturnaya. Volume 44 estimate printed sheets.

Circulation 300 copies. Order No. 13.

Printed in the “IP Pyramida Pluse”

Pavlodar region, Pavlodar City, Kairbaev Str, 104, 12.



Temirbek Zhurgenov Kazakh National Academy of Arts

CAJAS

since 2016

MHpekc 74892

ISSN 2414-4177

‘ | “ I

9 7724147417163 |




