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MY3bIKAJIbHbIN

DOMAHTU3M

3 KOHTEKCTE |
BPOIIEMCKOW

OIEPHO-

\ 4

PHILOSOPHY

UCNQJIHUTEJb-
CKOM KYJIBTYPbl
MPHTH 18.41.07 Xlx BEKA

M.A. Xamugosa '

!TocynapcrBenHast KOHCEpBATOPHST Y3GeKHCTaHa
Tawkenr, Y36ekucran

MY3bIKAJIbHbIH POMAHTU3M B KOHTEKCTE EBPONEWUCKON ONEPHO-UCTNOJIHUTENILCKOMN
KYNbTYPbI XIX BEKA

AHHOTaLMA

B cTatbe paccmatpuBaeTcs 04HO M3 CNOXHbIX, HEOLAHO3HAYHbIX U ManonuccneoBaHHbIX ABNEHUN

KaK My3blKaJibHbIi POMaHTU3M, OKa3aBLIMK OrPOMHOE BJIUSAHWE Ha Pa3BUTUE ONEPHOM NEBYECKON,
MCNOSTHUTENBCKOM KynbTypbl EBponbl XIX Beka. PeHoMeH pomaHTU3Ma B My3blKe NpeacTaBfieH Kak
XYOOXECTBEHHO-UCTOPUYECKUI OOBEKT, BHOBb M BHOBb NMOCTUraeMbI B HyBCTBEHHOM OMbITe CayLlaTens.
HeocnabeBaloLimit UHTEPEC U AUCKYCCMOHHOCTb TEMbI CTaTbM OO BACHAIOT HEOGXOANMOCTb 6osiee rnyeoKoro
nccnefoBaHusa GeHoMeHa pOMaHTM3Ma B My3bIKE, ero UICTOKOB, CAMOr0 MOHATUA POMaHTU3M KaK
crneundnyYecKon Moaenu YenoBeKa 1 M1pa, 1, Kak 0COB0MN CTaanK XyAOKECTBEHHOMO MbILLIEHUS.
KnoueBble cnoBa: poMaHTU3M, EHOMEH, CEMaHTUKa, CTUIIMCTUKE, KaMEPHO-CUMOOHUYECKUE COHYMHEHMUS,
BOKaJIbHO-UHCTPYMEHTa/IbHble MPOU3BEAEHNS, KOMMO3UTOPbI-POMAHTUKM.

BBepeHue HecHbITOYHON MeyTe.

PomaHTU4yecKue TeHAEeHUNN B N3MeHUINCb CEMaHTUKa U CTUINCTUKA
nutepatype n uckycctee XIX BeKa, KaMepHO-CUM®DOHMUYECKUX, BOKAJIbHO-
npuweawne Ha CMeHy No3gHemMy WMHCTPYMEHTaIbHbIX COYUHEHWN
MaHbepmn3amy, 6apoyYHOM U KNAaCCULIUCTCKOM  KOMMO3UTOPOB-POMAHTUKOB —
3CTETUKE NpeLecTBYOWMX NEPUOIOB, Bebepa, LybepTa, LLlymaHa, LLoneHa,
OKa3sa/in OrpoOMHOE BAUSHWE Ha pa3BUTUE MeHpgenbcoHa, Menepbepa, Jinucta,
€BPOMNenCcKon My3blKalbHO-TeaTpaibHON Bepnvnosa, KoTopble oTAanun NnpeanoYyTeHne
KYNbTYpbl, MOCTAaBUB €€ Ha CNyxoy MENoAMYECKOMY Havainy, nayuiemy ot
POMaHTUYECKOW Uaee, Bbipaxatowen HapOAHbIX MECEHHO-TaHLUEBaNbHbIX

BbICOKME CTPEM/IEHUS K faNeKon u WCTOKOB, KOHTPACTHOM 06pas3HOCTH



¥ MPOHUKHOBEHHOMY JIUPU3MY,
BblpaKatoLl,emMy BO3BbILLIEHHYIO FPYCTb U
aBTOPCKOE COMNepexRnBaHHue.

N3MEeHUTUCh 3TUYECKNE U ICTETUYECKUE
KPUTEPMU ONEPHO-MUCMOSTHUTENBCKOTO
TBOPYECTBa, 06PALLEHHOIO HbIHE K
YyBCTBAM M MbIC/ISIM }KMBOTO Ye/I0BEKa,
KOTOPOMY MPUCYLLY IMOLMOHASbHbIE
MOPbIBbI U XEPTBEHHOCTb BO UMS
BO3BbILWEHHbIX CTPacTel U UAeanoB.

MeToabl

PomaHTM3M B My3bIKe - 3TO Matepuan,
HanpaBJ/IEHHbIM Ha 3MOLIMOHASIbHOE,
nMpu4YecKoe cogepraHue. Noatomy
npu nccneaoBaHnMnM POMaHTUYECKON
JINPUKKN BaXKHO ONMpaTbCs He TONIbKO
Ha My3blKOBEeAYECKUE TPY/bl, HO U Ha
nccnenoBaHus B 061acT NCUX0N0rMK
BOCNpUATUS M aMmoLumi (B. XononoBa,

B. MeayweBckui, E. HazankuHcKum, U.
ApaHoBcKaf) [1;2,90¢.; 3,5-17c.; 4,91
c.].

OcO06eHHOCTU MY3blKanbHOM 3CTETUKM
no3aHero poMaHTuama 6biin UccnegoBaHbl
B Tpyaax 3.KypTa, J1. Mazens [5; 6, 307 c.].

Hano oTMeTuThb, 4TO UMEHHO
B POMaHTUYECKOM My3bIKe 40
KOHLa 0hOpMUNCH UHTOHALIMOHHO-
Bblpa3nTeNbHbIM NOAX04 K My3blKe,
HepaspblBHasA CBA3b KaXK4oro
MY3blKa/lbHOIro CpeacTBa Uiu npuema c
Bblpa3uUTeNbHOCTbIO, HanpaBlEeHHOCTb
Ha co34aHue OLWYLLEHNS, HACTPOEHUS,
4yyBCTBa. ATUM acneKrtam NnocBsieHbI
dyHpameHTanbHble Tpyabl MN.5ekKkepa,
A.lLtepHa, M. A. ApkaabeBa u ap [7].

Pe3ynbrartbl

TeKcToBOM OCHOBOM POMaHTUYECKON
ornepbl CTanun Npon3BeaeHUs NuTepaTypHoOn
KNnaccuKku (Tpareguun, opambl, POMaHbl,
NOBECTU, HOBENJIbI), CIOXKETbI, CBA3aHHbIE
C nereHgamu v npegaHusIMu, pbliLapCKUM
CpeqHEBEKOBbLEM U IK30TUHECKUMMU

CTpaHaMu, repon4eCKUMU U
NaTPMOTUHECKMMWN MOTUBAMM.

B My3bIKanbHOM TeaTpe Hayano ToMy
nosoxuna onepa betxoseHa «dPuaenno»
(nn6petTo N. 3oHHNenTHepa 1 I.
Tpenuke, 1805), KoTopasa o6o6wana Ha
BblCOYaNlLIEM XyNOKECTBEHHOM YPOBHE
KNaCcCULMUCTCKME TpaamMLUmMm U OTKpbiBana
nepBble CTPaHMLbl My3blKalbHOIo
pomaHTM3ma [8]. UcnonHeHHas
NENCTBEHHOCTM U HANpPSAXKEHHOro
JpamaTn3ma B XapaKTepUCTUKE
06pa30B U cuUTyalnit, OHa coeamHuna
KaK opaTopualbHble 3fIeMeHTbI, TaK
N GbITOBbIE CLEHbI C Pa3BEPHYTbIMU
apusaMu, aHcaMOBNaMU, peynTatuBamu,
OPKECTPOBbLIMU CTPaAHULLAMU U
pa3roBOpPHLIMKU AnanoramMmu, 6JIM3KUMU K
SUHTLWNWLO.

B penepTtyape poMaHTUYeCKOW onepbl
XIX BeKa: «<BosibHbIN CTPENOK» (MTMBPETTO
®.KnHpaa, no HapoaHbIM NpegaHuam, 1821)
n «9BpuaHTa» (nmépetTo . PoH Xesu,
no ¢opaHuysckon Hosenne Xl B., 1823)
Bebepa; «[lyputane» (nnépetto K.lMenonu,
no pomaHy B.CkotTa, 1835) bennunuu;
JThouna o Jlammepmyp» (TM6peTTo
C.KammapaHo, no pomaHy B.CKoTTa,
1835) [loHnueTTn; «Bunbrensm Tennb»
(nn6peTTo B.9TbEeHa 1 N.BUc, No gpame
&.Wunnnepa, 1829) Poccuuu; «[yreHoTbl»
(nn6petTo 3.CKpmba 1 3.Jewamna, no
MOTMBaM pomaHa N.Mepume, 1836),
«[Tpopok» (nMbpeTTo 3.CKpnba, 1849) 1
«PobepT-absBos» (Nnépetto 3.Ckpnba n
HK.JenaBuHg, 1831) Melepbepa, a Takke
«TaHrensep» (NMb6peTTO BarHepa, no care
Xlll Beka, 1845); «KonblLlo HUGENyHra»
(nnbpeTTo BarHepa, no ckaHgMHaBCKOMY
anocy Xlll Beka, 1876) n «TpucTaH u
M3onbaa» (nMépetto BarHepa, Ha OCHOBE
CpeaHEBEKOBOW KENIbTCKOM NerexHabl,
1865) BarHepa; «Pomeo n [xynoetrar
(nn6petTo XK.Bapbbe n M.Kappe, no
Tpareaunu Wekcnupa, 1867), «Payct
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(nnbpetTo XK.Bapbbe n M.Kappe, no
Tpareaunu léte) NyHo v ap. [9].

AuncKkyccuna

«Koponb JTaropckum» HKions MaccHe,
«CamcoH 1 danuna» Kamunnna CeH-
CaHca, «Jlakme» Jleo [lennba, «McKkatenu
emuyrar» *opxa buse agpecytoT yxe K
OpUeHTaNbHbIM MOTUBAM M 3K30TUYECKUM
CloXeTaM, TaKKe U3NI06NEHHbIM
pOMaHTUKamun. U3MeHunacb 1 neBYecKas
Ky/nbTypa B CTOPOHY KaHTUIEHHOIO largo
C HE3HAYUTENBHBIMU YKPALLEHUAMMU,
KoTopble paboTanu Ha o6pa3s. Toraa
KaK xapaKkTepHomy 60o/blie ans
KacTpatoB GUrypaTMBHOMY NEHUIO
(«canto figurato») ¢ ero BUPTYO3HbIMK
OpHaMeHTalbHO-BapHuaLMOHHbIMU
npueMamMm u UMNPOBU3ALUAMMU, ELLE
6onee NoA4YepPKMBaBILLMMMU YCIOBHOCTb
OMEpPHOro aHpa, oCTaBanoCb CNYKNUTb
MUdONOrnM4yecKkom naee, ycunuaas
3PENULLHOCTb, AEKOPATUBHOCTb, BHELLHWUI
61ecK NOCTaHOBOK.

M, ecnu KnaccuumM3m Npu BCen CBOEN
paLMOHaNbHOCTH, Xy1OHKECTBEHHOM
JIOrMKe, COPasMepPHOCTH, Pa3yMHOCTH
CPeacTB He NPOTUBWJICA UCKYCCTBY
TaKoro poja, OTOXAECTBNSAS €ro ¢ Urpon
Ha My3blKa/lbHOM UHCTPYMEHTE, HaxoAas
B HEM 4YepTbl MaHbepnama 1 6apoKKo,
TO POMaHTM3M OTHECCH K HEMY BECbMa
Kputnyecku. Ero He nHTepecoBanu
MUDONOrM3NPOBaHHbBIE M UICTOPUYECKHNE
$urypbl, o6navyeHHble 0coO601M BNacTbio
Haja NtoabMK, @ TOHKMA MUP YYBCTB,
nepeXmBaHU OIMHOKOM NTUYHOCTH,
OnyXKaatoLLen No CBETY B TLLETHbIX MOUCKAX
CYHaCTbs U FTAPMOHUM.

BoKanbHble NAapTMM MHOTOrPaHHO
OoTpaanu aylueBHOE caMovyBCTBUE
nepcoHa)ken. CtpacTHble, MUKyOLWKE,
CBET/blE, FPYCTHbIE, OHW FTOBOPUIN
O MHOIOMAaHOBOCTU M1 YCIIOXHEHUU
Bblpa3uTenbHbIX chep, a BMecTe ¢ TeM O

HaCTYM/IEHWU Ha ONEPHYIO CLIEHY HOBbIX
repoeB — N0OALMX, COMHEBAIOLNXCS,
CTpaXAayLLux, 6OPIOLLIMXCS 3a CBOU

naeanbl U LEHHOCTH, BCTYNatoLmx B
HepaBHYO 60pbOY C OKPYKaloLLEen
[ENCTBUTENbHOCTbBIO, IMaBHOE — HECYLUNX
3EMHbI€ YePTbl M YENTOBEYECKYIO MNYyOUHY.

PasHoo6pa3Hble No TeMaMm 1
My3blKabHbIM CPEACTBAM POMaHTUYECKUE
onepbl, pacKkpbiBas TOHKUI, paHUMbIN
W B TO XK€ BPEMS TPENETHbIN, Weapbli
Ha OTKPOBEHMWE U COCTpajaHue MUp
4yenoBeYEeCKOM aylln, 3HaMeHoBann cobomn
HOBBbIM 3Tan ornepHO-UCNOMHUTENLCKOIO
WCKYCCTBa, XapaKTepuaytowmmncs
JIMPUYECKOK, ApaMaTUYECKOM MHTOHaLIMEN,
pacKpbliBatoLlen 6oraTyto nanuTpy
JylleBHbIX BOJIHEHWIW Ye/I0OBEKA B OCTPOM
CTO/IKHOBEHWM C pPeasibHOCTbIO.

Ha apeHe 60pb0Obl 3a BOKasbHbIE
NPUOPUTETLI OAEPKMBAIOT HbIHE NoGeay
NPUPOAHbLIE rofioca — TEHOPA U KEHCKKE
ConpaHo, COeAMHMBLLME TEXHUYECKOE
MacTepCTBO C KaHTUNEHOMN, BblpaxKas n
npaeay, U MbICfb, U HACTPOEHMUE.

Bblaatowmmes ntanbssHCKUM KOMNO3UTOP

[xoakKnHo PoccrHn (1792-1868) B
CBOUX onepax «MtanbsHKka B AlKnpe»
(nmépetTo A.AHennu, 1813), «3onyLwwKa»
(nm6peTTo A.PeppeTTH, No cKaske
MNeppo, 1817), «CeBUNbCKUIN LIMPIOSIbBHUK»
(nnbpeTtTo YH.CTepbuHu, 1816), a
Takxke «TaHKkpepn», «OTenno», «Moucen»,
«Bunbrenom Tennb» pasaBuraet pamku
onepbl-6ydpda 1 onepbl-cepua coumanbHO-
caTUPUYECKUMU U FTEPOUYECKUMH
MoTuBamu [10]. BennKkonenHbin 3HATOK
bel canto, CTOPOHHMK NblOLLMXCS 3BYKOB,
JIErKOW 3MUCCUU, COYETAHMA NEBYYECTH
¢ 671eCKOM BUPTYO3HbIX KaEHLINNA,
OH GUKCHPYET B HOTaX KoJlopaTypHble
YKpalleHusl, NOA4YNHUB NEHME, OTAAHHOE
BNacTu NeBLOB-MMIMPOBN3ATOPOB,
ApamaTypruyeckum 3agavyam.

Ecnn Komegusam PoccunHu



NPUCYLWLU METKOCTb, PpeanMCTUYHOCTb
3apUCOBOK, CTPEMUTENIbHOCTb
[ENCTBUS, CBEPKaloLLee OCTpoymMue,
TeaTpasbHOCTb, }XMBOCTb PUTMUKU U
LWeApPOCTb MeNoAMKN, 6paBypHOCTb
naccaxen u ACHOCTb OPKECTPOBOTO
nucbMa, TOo ero cepbEéaHble onepbl
OTMEYEHbI FePOUKO-POMaAHTUHECKUMMU
WMHTOHALMAMU, MOHYMEHTaNbHOCTbIO
NOENHO-XYNOXKECTBEHHOIO 3aMbIcna,
AOCTUraemMbIMKW NOCPEACTBOM pPa3BEPHYTbIX
apui, BEIMYECTBEHHbIX XOPOB U APKUX
OPKECTPOBbIX CTPaHULL.

Onepbl BuH4YeHLO0 Bennnuum (1801-
1835), Takmne Kak «ComHambyna»
(nm6peTtTo ®.PomaHnmn, 1831), <Hopma»
(nM6peTtTo ®.PomaHu, no Tparegnu
A.Cyme v benbMmoHTe, 1831), «[lypuTtaHe»
(nm6petTo K.Menonu, no pomaHy
B.CKotTa, 1835), NPOHUKHYTbIE IMPUKO-
naTeTM4EeCKMMMN MOTUBAMM, U3SLLHbIE
no MenoaunKke, Markue no 3BydyaHuio,
YTOHYEHHO-MeYTaTeNbHbIE MO MO3TUKE,
a TaK¥e 6nuctaTeNibHble, TATENbHO
BblBEPEHHbIE N0 dopMe, NpPeacTaBifioT,
B CBOIO 04epeab, HarnsaaHble o6pasubl
ncKycctBa bel canto [11]. B HUX Hawen
NpeTBoOpeHUE U ONePHbIN pevynTaTms,
YCOBEPLLUEHCTBOBAHHbLIN, UCMOMHEHHbIN
neBy4YeCcTu U AeKaMaLlnOoHHOM
Bblpa3nTeNbHOCTH, Y4TO TpeboBaso
BbICOKOI0 BOKasIbHO-TEXHWYECKOI0o
MacTepcTBa, UCMOIHUTENIbCKOrO
JapoBaHu1s, CNOCOBHOIO PacKpPbITh
CJTIOXHYIO U MHOTOKPaCOYHYIO NanuTpy
3IMOUMOHA/IbHbIX NEPEXUBAHNN ONEPHbIX
NepcoHaxKen.

B pasnunyHbIx aHpax (6ydda,
dpaHLy3CcKas KomuyecKas onepa,
6onbluan dpaHLy3cKas onepa,
Mesiogpama) paboTaet [aaTaHo
JoHnuettn (1797-1848) — aBTOp
N3BECTHbIX onep «JTlo60BHbIA HANMUTOK»
(nm6petTo ®P.PomaHu, no nbece 3.
Ckpuba, 1832), Jlykpeuns bopaxuar
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(nMbpeTtTo ®.PomaHu, no gpame

B.loro, 1833), Jliouunsa am Jlammepmyp»
(nn6petTo C.KammapaHo, No poMaHy
B.CKkoTTa, 1835), «/loH NacKyane»
(nn6petTo K. PydpdurHn, 1843) u T.4.

[12]. MpumeyaTenbHble 60raTcTBOM
OPKECTPOBOI0 U rapMOHUYECKOIO

f13blKa, aHCaMb1eBOM LEeNOCTHOCTLIO

N KOHTPaCTHON 06Pa3HOCTbIO, COYHbIE

U KOJIOPUTHbBIE MO MYy3blKasibHbIM
XapaKTepPUCTUKAM, OHU OT/IMHAIOTCS TaKXkKe
npenomMIeHnemM B Hepa3pbIBHOM €MHCTBE
UcKyccTBa cantabile u figurato.

Poccunu, bennuun, JoHULETTH
npeacTaBnsanvM HeanosMTaHCKYLO LWKONY,
NpoJo/iKasa 1 nocnegoBaTe/ibHO pa3BuBas,
COrNacHO XyOXKEeCTBEHHO-3CTETUYECKUM
YyCTaHOBKaM CBOEW 3MOXH, Nydllne eé
TpaauumK, cBsi3aHHbIE C PacKpbITUEM
BHYTPEHHEr0 MUpa XUBbIX NOEN.
Jlyduwine neBubl anoxu JxyneTpyna
Purettu-Ixopaxxun, AHapea Hoasapw,
M3abenna AHgxena KonbbpaH, Jlynaxu
[3am6onu, JxxyautTa MacTa, [JKoBaHHU
battucta Py6uHu, xynusa Ipuaun, AHTOHKO
Tam6ypuHu, Nlynaxun Jlabnaiu nog4MHUK
3TOM 3ajla4ye BECb apCeHasn BOKasbHO-
TEXHUYECKUX CPEACTB.

Naen My3blKanbHOro poMaHTU3ma
— YTBEPXKAEHME YEN0BEYECKOIO
[IOCTOMHCTBA, 06/1MYEHUE COoLManbHON
MOpasnu, HalMOHaNbHO-0CBOGOAUTESNbHbIE
MOTUBbI — B MOJIHYIO CUY 3as9BUN O cebe
B TBOPYECTBE BEIMKOI0 UTasIbSIHCKOIO
Komno3auTtopa xxy3enne Bepan (1813-
1901). B ero paHHux onepax (<HabyKKo»,
Atnnna», <MoaHHa g’ApK») nonydyuna
BOMJIOLLIEHUE aKTyaNibHas 418 POMaHTUKOB
HauuWoHanbHasa naes. B ocHoBy onep
3penoro Bepau «Puronetro» (nMépeTTo
®.M.lMnaBe, no apame B.loro, 1851),
«TpaBuaTta» (nMbpetTo P.M.lMHNaee, nNo
apame A.[lloma-cbiHa, 1863) nernu
CyabObl, YasHWUS, Haaexabl NOaeNn,
KOTOpble MNbITaloTCHA MPOTUBOCTOSATb
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KECTOKMM }HMBHEHHBIM UCMbITAHUAM
M COXpaHWTb CBOE YenoBeyecKoe
foctonHcTBO. B onepax «Tpy6aayp»
(nn6petTo C.KammapaHo, no apame
I.Iytbeppeca, 1853); «<ban-mackapag»
(nn6petto A.Commbl, 1859); «JoH Kapnoc»
(nm6peTtTo HK.Mepu u K. ato Jlokns, no
npame Wunnepa, 1867); <Anaa» (nMbpeTTo
A.lMcnaHuoHu, 1871); «Otenno» (MMbpeTTo
A.bowTo, no Tpareauun LLekcnupa, 1887)
KOMMO3MTOP [MaBHOE BHMMaHWe obpalaeT
Ha 9MOLIMOHaNbHO-MCUXONOrMYECKYIO
[OCTOBEPHOCTb My3blKaNbHbIX
06pa30B. Ero Hem3amMeHHO npuBnexkaT
YMOHACTPOEHME TIMYHOCTU — HaTypbl
NPencnosIHEHHON POMaHTUYECKUX HaZEeX
W YasiHWi, OpPOCUBLIEN BbI30B HACWJ/INIO,
JIXKU U TULLEMEPUIO, HO B CUNY TParm4yecKmx
0O6CTOATENBLCTB HE AOCTUTLLEN CBOEN LENN.
HenpeB3onaeHHbIM MacTep onepHon
dopmbl M UCKyccTBa bel canto Bepau
ULLET HOBbIE TEMbI U BOKa/IbHO-
TeXHUYeckue cpeactaa. B otnnumne ot
CBOMWX BblAalOLWMXCH COOTEYECTBEHHUKOB,
OH HepeaKo UCMNONb3YET BbICOKYIO
TECCUTYPY MYXCKOIO ronoca ang nepegaydu
3MOLIMOHA/IbHO-ApaMaTU4eCKomn CUsbl
o6pasza [13; 105 c.].

3aknoueHue

Kak BuaMm, 4EUCTBEHHOCTbD,
fipKasa TeaTpanbHOCTb, OCTPOTA
NPOTUBOMOCTAB/EHUN, @ TAKXKE
ApaMaTU4EeCKMU HACbILLIEHHbIE aHCaMbn
W cofbHble NapTUM BEPAMEBCKUX repoen
TpeboBanu opraHMKM BOKanbHOMo M
aKTEPCKOro MacTepcTBa, WNPOKOro,
NOMHO3BYYHOr0 AMana3oHa 1 NPUKPbLITUA
BEpPXHMX Y4aCTKOB rosioca, pPOBHOCTH,
OJIHOPOJHOCTU 3BYYaHUS, a TaKKe
YyCUNEHHOM paboTbl CMELLIaHHOro
pernctpa. KonopatypHble yKpalleHus
KaK BaKHenline aTpnbyTbl NEBYECKOM
Ky/bTYpbl UMEIOT 3[1ECb HE IEKOPATUBHOE
3HaYeHue, a cnyaT 06pUCOBKE XxapaKTepa

nepcoHa)eu, BbIIBIEHUIO KPACOK,
OTTEHKOB, 06YCNOBJIEHHbIX
XY[IOXECTBEHHO-ApamMaTyprmyeckumm
3agavamu [14, 15].

MpeKkpacHo pa3bupasicb B NEBYECKMX
LWKonax, Bepau TecHo cBa3biBan
BOKa/IbHYO TEXHUKY C KOHTEKCTOM POJIN U
aBTOPCKOro 3ambicna B LIeNoM, AoCcTUras
¥aHPOBO-CTUIUCTUYECKOIO eANHCTBA
W rapMOHWUM Mexay pa3HoobpasHbIMU
yactsaMu Komnosuuuu. Otctoaa u
n36upaTesibHOCTb MPUEMOB B BOKaSIbHbIX
NapTusXx, KOTOPbIE CTPOUIUCH HE TOSIbKO CO
3HaHMeM OCHOB bel canto, HO ¥ Npupoabl
BCEX TUMNOB ro/10COB, a TaKXe cneuudpukm
NeBYECKOro MexaHM3ma, YTo CTano eué
OAHOWM MPUYUHON LUMPOKOK
«penepTyapHOCTU» NPOU3BEAEHNI
KOMMO3MUTOPa Ha MUPOBOM My3blKallbHOM
cueHe. Ha onepax Bepau Bbipoc
3HaMEHUTbIN «<BEPANEBCKUIM BAPUTOH» —
UCMNOSTHUTENDb FrEPOUYECKUX MapPTUIN [K.
POHKOHMU. [Tponaa ero onepHyto u
BOKaJ/IbHYIO LLIKONY, MUPOBOW U3BECTHOCTHU
pocturnn MapuaHHa bap6bepu — HuHu,
Bape3un ®ennye, dpaHyecko TamaHbo,
®dpackuHu MastaHo, e dxynu Tepesa,
Codua Kpyesennu, Buktop Mopensb, JleoHe
[KupanbaoHu u ap.

Ha aTo# BbICOKOW 1 r'yMaHHOM
HOTe, O6pallleHHOM K cepauy Noen 1
npu3blBatoLLEen K N06BU K HETOBEKY,
3aBepluaeTcs Lenas anoxa B UCTOPUH
POMaHTUYECKOM ornepbl. ANoXH,

JaBlLuen BeNnKoNnenHble 06pasubl ONepHo-
WCMNONHUTENBLCKOIO UCKYCCTBA,
CTUMY/IMPOBABLUEN pa3BUTHE
HaUMOHabHbIX LLKOS, CNYyXUBLLEN
6narogaTtHoOW NOYBOM A/ TBOPYECKOro
NOMUCKa U CBASYIOLLINMM 3BEHOM MeXay
KJTAaCCULICTCKOMN N peannucTn4ecKomn
onepown B pa3HOO6pa3HbIX *aHPOBO-
CTWJIEBLIX NPOSIBIEHUAX, KOTOPbLIE
obycnaBnuBanm U BoOKallbHO-TEXHUYECKME
CpeAcTBa BbIparKeHus.
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Mapdya A3uzoBHa XamupoBa
©36eKcTaH MeMneKeTTiK KOHCepBaToOPUACHI
TolwKeHT, 636eKcTaH

XIX FACBIPAAFbI EYPONAJIbBIK ONMEPA-OPbIHAAYUWbIJIbIK MOAEHMETIHAErN M3HMOTIHIHAETI
MY3bIKAJIbIK POMAHTU3M

AHpaTna:

Makanaga XIX Facbipgafbl EyponaHbiH onepa aHLWiNiK, opbiHAAYLWbUIbIK MOAEHUETIHIH JaMyblHa YIKEH acep
€TKEeH My3blKaJiblK POMaHTU3M peTiHAErT Kypaeni, 6ip MaHAi eMec aHe a3 3epTTeNireH KyoblnbicTapablH, 6ipi
KapacTblpbliagbl. My3blikagarbl POMaHTU3M beHOMEHI ThiHAAYLLbIHbIH, CE3iIMAIK ToXKipnbeciHae aHaaaH
nanja 6onatblH KEPKEMAIK-TAPUXU OOBEKT PETIHAE YCbIHbINFAH. MaKana TakblpblOblHbIH ¥aFbIMCbI3
KbI3bIFYLWbUIbIFbI MEH MiKipTanacTbifbl My3blKajarbl POMaHTU3M GeHOMEHI, OHbIH, 6acTayblHAa, adaM MeH
B/IEMHIH, cneunduKanbik Moaeni peTiHAEri POMaHTU3M YFbIMbIHbIH ©3i, XXoHE KOPKEM oWnnayblH epeKLe
caTbICbl PETiHAE TEPEH 3ePTTEY KaXKeTTiNIrH TyciHaipeai.

Tipek ce3pep: pOMaHTU3M, EHOMEH, CEMaHTUKA, CTUIUCTUKE, KamepanbliK-CUMPOHUANBIK LWblFapManap,
BOKasblK-acnanTblK LWblFapmanap, pPOMaHTUK-KOMMNo3uTopnap.
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INTELLIGENT HERO-INTROVERT IN THE HISTORY OF WORLD CINEMA
(on the example of the films of M. Antonioni, F. Fellini and I. Bergman)

Abstract

The article deals with the history of the creation of introverted intellectual heroes in the history of world
cinema, on the example of the films by M. Antonioni, F. Fellini and I. Bergman from the psychology of art point
of view. An analysis is made of the state of introverts’ heroes of their own ideas about reality and the external
world on the example of the theaters of “neutrolization of feelings” by M.Antinioni, in the poetics of “individual
realism” in the works of F.Fellini, existential motifs and conflicts by I. Bergman. Also, the question of four
national cinematographs are highlighted, which proceeded from commercial principles, and not from art. The
author’s cinema is actualized by the author, where - the images of the introverted characters in the screen
works of the novel and poetic forms characteristic of intellectual cinema are embodied on the screen.
Keywords: world cinema, M. Antonioni, F. Fellini, I. Bergman, psychology of art, intellectual heroes, introvert,
national cinematography.

Introduction to the development of cinema as an art
The history of cinema can be analyzed is almost impossible without addressing
from different perspectives. One of the directly the question of the hero, the
most interesting approaches is to consider  image of a man on the screen. One of the
the history of the development of cinema first founders of the theory of cinema, the
play through the prism of evolution and Hungarian film expert Bella Balash, in his
transformation of heroes, since the fundamental monograph “Cinema. The
problem of the image of the hero is one of formation and essence of the new art”
the central ones in the theory of cinema. wrote: “In all the arts, it is always about a
Considering most of all issues relating person; Every art is a revelation of a person
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and an image of a person.” [1, p. 78]

In fact, any physical action and the
appearance of a person on the screen
causes an enthusiastic perception of the
audience. For the first time on a white
canvas of a screen, a photographic image
of everyday reality and a person came to
life. It was a revolutionary avant-garde
event in the space-time arts, the beginning
of the synthesis of various arts in the new
screen art - cinema. The first theorist of
the cinema, Riccotto Canudo, in Manifeste
des Sept arts (The Manifesto of the Seven
Arts) wrote: “Our time in divine impulse
synthesized diverse human experience.
We have summed up the practical life
and the life of the senses. We connected
Science with Art (I mean discoveries, not
the axioms of Science), with the ideal of
Art, paving the first to the second, to catch
and capture the rhythms of light. Thisis a
movie.” [2, p. 24]

The main character, a popular character
in the early history of cinema, was an
ordinary person, an inconspicuous person
from the crowd, an average person. It was
a hero as the central character. Cinema
hero was like any of the spectators sitting
in the viewing room of the cinema. The
films of the Lumiére brothers “Arrival of the
train to the station”, “Leaving the factory”,
“Baby’s Breakfast”, “The watered watered”
and others directly photographically
documented on the film any event,
actually happening or specially recreated,
rehearsed by the production director.

Along with the heroes-fighters (Italian
neorealism) and the insurgents (the
French new wave), the outsiders (Dogma
95) there is a group of on-screen heroes
immersed in the world of their own
dreams, thoughts and feelings. They can
be called heroic introverts. Many of the
intellectual heroes from the author’s films
by Michelangelo Antonioni, Federico Fellini,

and Ingmar Bergman, Luchino Visconti,
Andrei Tarkovsky and other masters of

the world screen should be attributed

to them. This article will discuss the
introverted intellectual heroes in the films
of Michelangelo Antonioni, Federico Fellini,
and Ingmar Bergman.

Methods

The theme of the introverted heroes,
who are in disarray between the world
of their own ideas about reality and
the outside world, was most fully and
consistently revealed in his work by
Michelangelo Antonioni. In his article
“Disease of feelings”, noting the
importance of neorealism, M. Antonioni
speaks about the need for a new look
at reality: “Previously, it was important
to show the nature of the relationship
between people, to see what impact
the war, the first post-war years and all
significant events of subsequent years
had on a person. Now the main task
is how to show, how all these events
influenced the inner world of a person,
reflect and comprehend not so much the
changes in the psychology and feelings
of an individual as the main features and
direction of evolution, which determines
the moral state of society as a whole...

It was in my work that French critics
graciously called a kind of inner realism.”
[3, p. 95]

Creativity Michelangelo is associated
with existential philosophy and aesthetics.
In search of the expressive means of “inner
realism” Antonioni is sinking deeper and
deeper into the world of the human soul.
The first feature film - “The Chronicle of
One Love” (1950), shot, at first glance,
in the genre of the detective story in fact
narrated about the impossibility of love.
With the help of a detective agency, the
Milanese billionaire seeks to learn the
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facts of his wife’s youthful biography and
thereby destroys his dreams, confrontation
with reality takes place. The game turns
into a tragedy. The desire to know reality,

in this case, the past of his beloved is
impossible. Film critic and theater expert
Maya Turovskaya in her book “Yes and No”
wrote: “If in an overly conscientious and
banal fable” The Chronicle "Antonioni had
not yet found his own dramatic concept,
Guido’s character — evading and chilled
— was a revelation, and he would find

in the films of Antonioni his further and
far-reaching development "[4, p. 263].

In addition, the next film of M. Antonioni
“Cry” (1957) about the impossibility of
returning the past, the denial of reality
leads to the denial of himself. Immersion in
a psychological conflict, a look inward turns
into a tragedy - loss of communication with
the outside world - the world of things,
where people's feelings are hidden from
others. Human psychology is unknowable,
his inner world is irrational. Scream was
the first existential drama in Italian cinema.
In the film, the hero is so immersed in

his own world that he ceases to feel the
surrounding reality.

Results

The subject of uncommunicativeness,
loneliness, weakness and doom of a
person is subtle and exquisite revealed in
theatricals - in four films by M. Antonioni:
“Adventure” (1960), “Night” (1961),
“Eclipse” (1962), “Red Desert” (1964
). Life in uncertainty. Inner longing. The
fragile space of subjective reality. Cry from
the heart. The impossibility of spiritual,
spiritual contact even with a loved one.
Here are the underlying plot motifs, themes
proposed by Antonioni for the analysis
of the human soul and the embodiment
on the screen of the internal life of the
introvert hero. “The world of Antonioni, in
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contrast to the traditions of neo-realism,

- the world of isolation and loneliness of
human existence, the theme of loneliness
and spiritual disorder of man, even in the
world of security and wealth, determines
his landscape, his portrait, his interior.” [4,
p. 264]

In the film “The Adventure”, the effect
of “neutralizing the feelings” of Antonioni
was used. In detail, the long plans show
the state of the characters, the search
for the disappeared girlfriend turns into
a completely different story - the love

adventure of Sandro and girlfriend Claudio.

However, this sudden love affair does

not relieve the heroes from loneliness,
from the inner "cry of the soul." In the
second part of the tetralogy - “Night”,

the characters of the film are a couple

who are depressed from losing feelings
towards each other. Their once pure,
romantic feelings of love have died, and
are no longer able to revive their frustrated
relationships today. The third part -
“Eclipse” begins with scenes of parting of
once-in love heroes. The camera details
the state. The plans are long on the metric
have internal stress. Is modern man ready
to fully surrender to love? Is he able to
sacrifice himself for the sake of another?
Antonioni raises these difficult questions
in his motion picture, the content of which
the critic Maya has identified as “eclipse of
the senses”. Emotions, feelings of people
can not be a refuge for him. The world
around is cold, indifferent to man. There is
no salvation anywhere. The heroine suffers
from a lack of sincere, genuine feelings.

In the fourth part of the “Red Desert”, the
heroine after a car accident generally loses
real landmarks in space and time. The
inner balance of the heroine is broken, and
no one is able to harmonize it, even the
attention and love of loved ones.
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Discussion

If the topic of the above-mentioned
films was a man and his inner life, gradual
degradation of feelings, the loneliness
of the hero, then in the subsequent
films of Antonioni this is a topic of
incommunicability, alienation of a person
from society, immersion in oneself, in
his world of unexpressed feelings even
more deepened, complicated, takes on
a total character. For example, in the film
“Photo Enlargement” (1967), the outside
world is generally unknowable, behind the
seemingly idyll of a couple in love, the park
hides something incomprehensible in the
park, unsolved as a human corpse, seen
by the photographer in the photo when
enlarging, and then disappearing into
reality.

Critics note that the film “Photo
Enlargement” marked the beginning of
a new stage in the work of M. Antonioni,
the so-called “existential realism”, which
marked the already artistic and symbolic
interpretation of the problem of human
alienation from society, now a certain
human being becomes the subject of
research. A consistent chain of events in
the film: the photographer takes a couple
in love in the park in the photo. Alarmed
by something, the girl demands that
he return the photos to her. Suspecting
something mysterious and intriguing at the
girl’s insistent request, the photographer
decides to print photos and, with the
increase of the photos, he discovers
the killer and the victim. However, the
photographer’s own “investigation” does
not lead to anything. Negative and printed
photographs are stolen from him, and
there are no traces left in the park at the
crime scene.

In the construction of the film, M.
Antonioni used the process of photo
enlarging himself: a multiple increase in

fragments of a photograph leads to finding
new details that even more confuse the
basic meaning. In other words, fragments
of a photograph, treated, understood as
fragments of the main text or fragments

of reality do not solve the problem of
cognition of reality. Reality is unknowable,
as is the soul of man. The process of
photographing reality is not an objective
reflection of the surrounding reality. When
a negative is shown and photographs

are made (positive), the photographer
discovers new details, details of being,
which are interpreted by the photographer
in their own way, but we don’t know how
objective they are. In this film, the process
of thinking, searching for the truth of

his introvert hero, director M. Antonioni,
shows through the on-screen drama of the
technological process of photographing
and making photographs. The final of the
film is quite symbolic, when the hero sees
young people playing tennis without a

ball. We hear only the blows of the racket,
but do not see the ball itself. The ball,
which did not exist in reality, flew over the
protective net and was at the feet of the
photographer. Players ask him to throw
the ball to them. After some thought, the
hero joins their game, into pseudo-real
reality - he gives them the “ball”. The game
continues. The existential theme of the
next film Antonioni "Profession: Reporter”
(1976) is the hero's desire to become
different, to abandon his "I", the past,
change himself, become a completely
different, different person. Journalist David
Locke collects material for a documentary
in North Africa and witnesses the death of
his neighbor in the hotel Robertson and
replaces the documents of the deceased
with their own. Now David Locke is dead,
and he became Robertson. But changing
the biography of the hero does not change
the content of the meaninglessness of life,
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the impossibility of knowing the essence of
being. Changing the social shell does not
help a person to get rid of the burden of
the past and does not help to enter a new
human reality. The deceased Robertson
turned out to be a gun dealer and the living
Lok Robertson is engaged in his business,
and accordingly loses his fate and soon
dies. So, changing the personality mask
does not change anything. He dies, like his
character Robertson in a small inn. Fate
cannot be beat, Rock omnipotent. “The
heroes of M. Antonioni are always limited
by their own “I” because they lack vital
(vital) power. And according to the law of
self-preservation, an attempt to bring them
closer turns into confrontation and an
unexpected break. The internal numbness
of the characters dictates the pace of the
movie andante: static mise-en-action,

long editing shots. And the persistent
coincidence of the final with the exposure
in most of the paintings by Antonioni
creates an image of a circle - a symbol of
alienation. No one, not even the author
himself, is able to break it.” [5, p. 86]

“The theme of the “eclipse of feelings,”
of debunking what M.Turovskaya identified
as the most stable bourgeois myth, “the
refuge in the “personal” that modern
man seeks was not new to Western art,
especially literature. Antonioni was the first
and with such truly total power expressed
her on a movie screen in stunning,
overwhelming images of reality. Antonioni
brought the absolutization of these
motives to such a limit, where they were
the only, exclusive and all consuming. He
found to express such sensations a visual-
emotional equivalent of such power as
could only be given by an artist, for whom
the movie camera literally became his
“pen,” writes G. Kapralov. [6, p. 47]

Michelangelo Antonioni briefly and
fully expressed the formula of “Cinema
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by Antonioni”: “The basis of cinema, like
any other art, is the problem of choice.
According to Camus, this is a rebellion of
the artist against reality.” [3, p. 105]

Another bright representative of the
author's cinema Federico Fellini. His
unigue work goes beyond Italian neo-
realism. His movie characters encompass
hero fighters: “Nights of Cabiria”, and rebel
heroes: “Little sons”, and introvert heroes:
“814".

According to Piero Paolo Pasolini, the
poetics of “individual realism”, that is, the
realism of an individual human being - a
lonely, lost, desperate and rejoicing in a
mysterious and incomprehensible world,
was formed in the works of F. Fellini.
“Fellini’s reality is a mysterious world, or
terribly hostile, or incredibly sweet. And
the man in Fellini is an equally mysterious
creature that lives, surrendering to the
mercy of this horror and this sweetness.
Such was Jelsomine, and such is Kabiriya,
in the image of which Fellini managed to
achieve much greater poetry” [7, p. 356].

In his famous film “The Road” (1954),
F. Fellini posed the problem of the mutual
coexistence of a person with other people
for the first time and it turned out that
the individual world of each individual
person is mysterious, sometimes
incomprehensible, and even hostile to
another. Strong Dzampano, breaking the
chains on his chest, and thus earning a
living, could not comprehend the gentle,
poetic soul of Dzhelsomina, her craving
for the beautiful art of air acrobat, her
kindness and mercy. Still, his cruel world,
satisfied with primitive instincts, fails in
the final of the film: the self-confident
strongman Dzampano feels lonely for
the first time, lost in this huge and cold
world without Jelsomine. If in the film “The
Road” (1954) there is a certain degree of
“humanization” of Dzampano, then in the
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movie “Nights of Kabiria” (1957) we see
how the cruelty of the surrounding world
is not capable of breaking the resilient
character of Kabiria, its naive and sincere
faith in kindness and decency of people.
She is waiting for love as a “miracle” that
will save her and her close friends.

Eugene Weizman in his book “Essays
on the philosophy of cinema” writes:

“The level at which the events of Roads”,
“Nights of Cabiria” occur, the level of pure
internal duration. Events do not “occur”,
they “fall” or “grow” without obeying

the law of causality. This is not even
Bergson's "duration” is not the depth of the
unconscious, but rather the depth where
the "main idea" (Sartre) is revealed, it is
an ontological level (in a metaphysical-
idealistic sense). Fellini's characters

do not develop, they “mature”, at least
“transform” - hence metaphors and
frequent repetitions. 7 [8, p. 130]

“In the film “Sweet Life”, Fellini’'s
position for the first time in his work
acquires new features in this regard,
approaching more directly the sources
of existentialism, that is, to a position
that does not coincide with that which
Kierkegaard himself took, then, in any
case, close to her. As once the last, Fellini
sees how nowadays it is brewing - or has
already matured - the collapse, the crisis
of his era, the crisis of the capital of his
homeland and the whole of Italy in the
60s,” wrote ltalian critic and film theorist
Guido Aristarko. [9, p. 159]

“814” (1962) is one of the most vivid
films of world cinema, where the introvert
hero, immersed in the world of his own
dreams and dreams, cannot reconcile with
real activity and even mentally kills himself
in the scene of the still-unfinished cinema
project to journalists, producers and
cinematographic public, thirsty sensation.
The world around the hero and he himself

is changeable, unknowable. The creative
crisis of the hero of the film - director
named Guido, is a kind of metaphor

for the crisis of human relationships in
general. The film director feels emptiness,
loneliness, no one is able to understand
and accept the producer, the screenwriter,
the husband or the ideal of beauty and
tenderness — the heroine played by
Claudia Cardinale. The man is left to
himself. Of course, F. Fellini masterfully
plays plot moves, turning all actions into
a stream of consciousness, where the
objective and the subjective are mixed,
many scenes shine with humor, parody and
sarcasm.

Character development in the films of
F. Fellini and M. Antonioni Nedelcho Milev
defines in a social context: “The cinema
of Fellini is dramatic in the sense that the
world is shown, as in a mirror, through a
person. True, Antonioni deepened more
than anyone in such a “mirror” study of
the modern world, because the personal
behavior of his characters is entirely due to
social reality. But in this deepening there is
also some one-sidedness: only the result
remains, only man, as the tragic product
of his era. In the depiction of a modern
person, | consider Fellini’s work to be more
significant, because he, while preserving
the best traditions of modern Italian
cinema in the depth of studying the human
character, reveals it not as a result, but
in the process of its formation. Thus, the
social conditionality of human behavior,
which Antonioni omitted, becomes
apparent. The films of Antonioni are the
mirror of the inner world of man, and the
pictures of Fellini are the mirror of their
era.” [10, p. 248-249]

Federico Fellini himself understood
creativity as “a message from one isolated
person to another”: “Our misfortune, the
misfortune of modern people is loneliness.
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Its roots are very deep, go back to the

very roots of being and no intoxication by
public interests, no political symphony is
able to pull them out easily. However, in my
opinion, there is a way to overcome this
loneliness: it is to transmit the “message”
from one isolated person to another and
thus realize, reveal a deep connection
between one human individual and
another.” [11, p. 301]

Another outstanding master of world
cinema, the creator of unique images of
introvert heroes is Swedish director of
theater and cinema Ingmar Bergman.

For his work is characterized by a deep
immersion in the psychology of man, in the
world of his soul. I. Bergman was defined
as a director exploring existential motives.
His introverted characters are looking for
the truth, the meaning of life, God in the
outside world and in himself. The film "The
Seventh Seal" (1957) I. Bergman outlined
a mature stage in his work. The main
conflict of the film: the game of the knight
of the crusades with death in chess. As a
great artist, |. Bergman managed to reflect
on the screen the atmosphere of the time
of uncertainty in the life of modern society
and in human psychology.

“The duality of the poetic themes of
Bergman is an artistic expression of the
duality of a critical time, when each thing
shows its wrong side, when everything can
turn around in this and that way. The idea
of God is twofold with Bergman. On the one
hand, this is a “higher idea,” on the other, a
convenient excuse for cowardice and non-
interference. The artist does not accept
God, whose name covers the passivity of a
person, his indifference to the evil reigning
in the world, "writes V. Bozhovich. [12, p.
115]

One day in the life of Professor Borg
from the film, “Strawberry Glade” by I.
Bergman became a phenomenon of world
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cinema. For the first time, we have the
image of an elderly person who interprets
his life with merciless self-criticism,
analysis of psychological trauma. The
desire to live in the past selfishly, in his
shell, denying the warmth of the heart, the
love of loved ones, leads the professor

to the end of his life, to realize his deep,
true loneliness and emptiness, the
unrighteousness of the past years and he
feels shame before the past and total fear
of his future. This theme of the internal
psychoanalysis of the introvert hero,

the search for truth, harmony with the
outside world and a loved one, with varying
degrees of variation, was continued in the
following confessional films of |. Bergman
“Silence” (1963), “Persona” (1966),
“Whispers and screams ”(1972)“ Autumn
Sonata "(1978) and in his last work“ Fanny
and Alexander "(1982).

“Being an artist for oneself is not
always pleasant, but there is one great
advantage in this: the artist’'s community
with everyone who exists for himself.
Together it turns out, obviously, a rather
large fraternity, which thus exists in a
selfish society on a warm, dirty land, under
a cold and empty sky, "says director Ingmar
Bergman. [163, 253]

The reflective hero, the introvert hero
is inherent in the late films of Andrei
Tarkovsky “Nostalgia” (1983), “Sacrifice”
(1986) and other directors.

Thus, intellectual introverts as a whole
are characteristic of the work of artists of
the author's cinema of various countries
and artistic trends.

The author of the article did not set
a goal to tell about all the directors who
create images of reflective introverts in
their works. In this case, it was important
to only point out the general pattern
of development of cinema images of
screen characters of world cinema, which
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originates from the mask of the “little

man” Charles Chaplin to the introvert

hero, a complex, multifaceted individual,
embodying all deep philosophical problems
in his inner world being of modern man.

Conclusion

Famous film director J.-L. Godard
argues that in world cinema space there
are only a few cinematographs with their
own ideology. “There were four national
cinematographs - other than Italian,
German, Russian and American, which
proceeded from commercial principles,
while others sought art. There were so
many filmmakers in France that, in the end,
everyone believed that there was a movie
there.”

To the question of Mikhail Yampolsky:
“Is it essential for you that you belong
specifically to French cinematography?”
J.-L. Godard replies: “Being a Frenchman,
| feel myself a part of French cinema.
French cinema is a very happy cinema;
it can afford a lot in the field of personal
creativity. In addition, its filmmakers, being
individuals, represent France - in other
words, freedom, in the sense of individual
freedom. " [12, p. 42]

Thus, the French cinema, as well as
the cinematography of other countries,
as well as the cinematography of national
minorities, are only individuals, authors. In
other words, Godard implies a polyphony of
personal styles in the art of cinema.

One can agree with this opinion, but
only partly. Each artistic trend in cinema
has its own ideology, creative tasks and
purpose. French cinema has enriched
humankind with the invention of cinema:
the Lumiere brothers and Georges Méliés
laid the foundations of non-fiction and
fiction films, and Emil Reno, even before
Lumiéres, arranged for the public the
sessions of the Optical Theater, a prototype

of modern animation. The French avant-
garde, the French new wave, raised the
visual language of cinema to a new, more
advanced level, evolved and transformed
the image of the screen hero from the
shooting of a mass of people - “Exit
workers from the factory”, types of the
French bourgeois family - “Breakfast of a
child” to heroes-insurgents and heroes
-inverters in the best, iconic films of French
cinema, including those in the films of J.-L.
Godard "On the last breath", "Mad Pierrot".

It can be stated that the development
of kinotekhnika and film language, various
styles in cinema from a silent period to
sound and modern audiovisual, digital
cinema complicated the character,
“psychologized” the images of the screen
characters. Author cinema M. Antonioni,

F. Fellini, I. Bergman, J.-L. Godard, A.
Tarkovsky and others confirms the
psychological depth of the character of
the movie hero, careful authoring, and
directing analysis of the inner world of the
screen characters. In the Kazakh cinema
can be called the film "Sultan Beibars"
(1989) dir. B. Mansurov with the actor
Nurmukhan Janturin in the title role.

The introvert hero inherent in art-blue
works derives from the complex structure
of a modern polycatelous, multi-genre, free
copyright cinema.

The typological models of screen
heroes proposed by us allow us, in varying
degrees, to predict ways for the further
development of world and Kazakh national
game cinema.

The development perspective of gaming
cinema is directly related to the modern
processes of globalization of culture and
economics, the intensive growth of genre
commercial cinema, during which the
heroes of global culture will be even more
represented (superman, hero of action
films, historical blockbusters, thrillers,
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crime dramas, etc.). But at the same time, introverted characters in screen works of
as we think, the author’s cinema will the novel and poetic forms characteristic of
develop in parallel on the way to its peak - intellectual cinema.

the incarnation on the screen of images of
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SJIEMAIK KUHO TAPUXbIHAAFbI 3EPAEJII UHHTPOBEPT-KARAPMAH
(M. AHTOHMOHM, . Dennunmn xaHe U. Beprman duabmpaepi MbicanbiHAa)

Axpatna

Makanaga enemMaik KMHO TapuxblHAarbl 3epaeni MHTposepT-KahapmaHaap M. AHTOHMOHU, P. PennnHn
oHe U. beprmaH dmnbmaepi mbicanbiHAaa eHep NCUXONOrUSACHI TYPFbICbIHAH KapacTblpblnagbl. MIHTpoBepT
KahapmaHaapablH KyWi WbIHAWbIbIK }aHEe CbIPTKbl 81eM Typasbl 63iHAIK TYCiHiIKTepi M.AHTUHUOHUAIH,
«ce3imaepai HenTpanusauusanay» Teatponoruscol, P.PennnHUIiH WoiFapMallblbliFbIHAAFbI «©36€TiHAIK
peanuam» N03TUKackl, N.beprMmaHHbIH «9K3UCTEHULIMANIUCTIK MOTUBTEPI» XOHE KaKTblFbICTap HeridiHae
TangaHagbl. COHbIMEH KaTap, eHepaiH eMec, KoOMMepuusnayablH, MPUHUMNTEPIHEH TypaTbiH TOPT YATTbIK
KMHOMaTorpadus Typanbl Co3 Ko3fanaibl. 3KpaHAa KepiHic TabaTblH MHTPOBEPT-KahapMaHaap pomaHabiK
KOHEe No3TMKanblK popmaarbl WbiFapManap3epaeni KWHoMaTorpadKa ToH cunatrarbl aBTOPJbIK KUHO
Moaceseci peTiHAe aBTOPMEH 63eKTeHaipineai.

Tipek ce3paep: a51eM KUHOCBI, M.AHTOHWOHK, ®.Pennnnn, N.beprmaH, eHep NCUXONOrUSACHI, UHTENNIEKTYaN
Keninkepnep, MHTPOBEPT, YITTbIK KWNHOMaTorpadums.
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MHTENNEKTYANIbHbINA FTEPOU-UHTPOBEPT B UCTOPUM MUPOBOIO KUHO
(va npumepe ¢punomoB M. AHTOHMOHHU, ®. DennunHu n U. Beprmana)

AHHOTauMA

B cTaTbe paccmaTpuBaeTcs UCTOPUS CO3AaHUSA UHTENNIEKTYaNbHbIX rePOEB-UHTPOBEPTOB B UCTOPUN MUPOBOIO
KWHO, Ha npumepe GnnbMoB M.AHTOHWOHU, ®.DennnHu n N.beprmaHa ¢ TO4KKU 3pPEeHUst MCUXONornn
ncKyccTBa. [laeTcs aHanna Ha COCTOSIHUE repoeB-UHTPOBEPTOB, MX COBCTBEHHbIX NpeacTaBaeHU O
peanbHOCTU U BHELWHEM MUpPa Ha NpUMepe TeaTponorni «HemTponmn3aunmn 4yscte» M.AHTUHUOHMK, B NO3TUKE
«MHAMBUAYaNnbHOrO peanndmar» B TBopyecTBe P.PennnHn, 3K3UCTEHUUANbHbIX MOTUBAX U KOHOANKTbI Y
N.BeprmaHa. Takxe Bblaensetcs BONPOC YeTblpex HaLMOHanbHbIX KWHeMaTorpadui, Kotopas Ucxoauna ms
KOMMEPYECKMX MPUHLMMOB, @ HEe OT UCKYCCTBA. AKTyaM3npyeTcs aBTOPOM aBTOPCKOE KUHO, TAe — Ha 3KpaHe
HaxoaaT BonnoweHne o6pasbl repoeB-MHTPOBEPTOB B IKPaHHbLIX MPOM3BEAEHUAX POMAHHON 1 MO3TUYECKOM
$OopM, XapaKTepHbIX ANS UHTENNEKTYaNbHOro KUHemMatorpada.
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"T¥PAH POMAHTU3MI" CTUNI - ¥NITTbIK OHEPAI XXAHFbIPTYAbIH ©3IHAIK }X0Jibl

Axparna

KepKkeMeHepaeri poMaHTU3M 6aFbiThbl YATTbIK KaHFbIPY MEH ©HEpAEri onnapfa CinkiHic 6epeTiH 6aFbiTTapablH,
Oipi.¥NTTbIK OHEPAIH, XKaHFbIPYbIHAA MOAEHM MypaHbl NanaanaHy, XacaMnasablfblH KepceTy Kasipri KoFam
MEH eHepaeri Herisri Macene. POMaHTWK cypeTLlinep 6i34iH pyXxaHu KaHe UHTeNeKTyanablK NoTeHLMaNbiMbI3.
Makana nporpecuwingik neH pyxaHv MypaHsbl yltacTolpyabl, ©3iHAIK aHa dopMaa KepceTyre MaKcar eTy

Typanbl XXa3bliFaH.

Tipek cesaep: poMaHTU3M, TypaH, GopMa, YITTbIK OHEP, MaHFbIPY, KEPKEMeHEP, NPOrpec, MHTENeKTyan,

pyxaHu, 6afbIT, CTUb.

Kipicne

Op6ip YNTTbIK MEKTEN MOAEHUETTI
3epTTeyaiH 63iHAiK XOoNbIH i3aey
ycTiHae. TypaHablK 6PKEHUETTIH, MOAEHMU
JMHaMKUKachl, y3aK Aamyaa YITTbIK
MeKTenTepre 6esLEKTEHIMN, eHAi KanTa

OipiryaiH, KayKeTTiNiH 9N ce3iHe KOWFaH XOK.

Tek casicn napaguramanap TypFblCblHaH
Ce3iHreHMeH MaIeHU acneKTinep KanbiC
KanbIn Typ.

Toyenciaaik anfaH yakbIT 6i3
OoWnafaHHaH angexkanaa Kypaeni 6onbin
LWbIKTBI. ENimi3aiH, 6annbiFbl XanKbiMbl3fFa
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YKEeTeTiHIHEH, 6aceKere KabineTTi buiKkKke
KeTepinreH aKkoHoMMKachl 6apLuambl3abl
apblUTKanTbIHbl KYPECCi3 60/IManTbIHbI
96/eH TyCiHAiIK. KanuTanucTiK KoFamra
€HYyiMi3 Kapa KyWTepaiH rynaeyiHe okengi.
Apgampap ekire 6eniHai. <Maxab6at»

NneH «ragayar», «fnepilrenep» MeH
«XanyaHbIKTblH» ManaaHbl }ypyae. OpTtaga
elKiM Kanmagpl. [liH KopFan Ma gereH ceHim
6acKa fiHW ceKTanapabl KOMbIN UCNaMHbIH,
ilWiHae KapaMa-KanLlblblKKa Ke3 60bIMN,
Ka3akK pyXaHWSTbIH TiIKenen ilTen ipite
GacTtafbl. ¥NTTbIK CNOPT, My3blKa MEH anTblC



eHepiHAe OiHM daHaTU3MHIH apanacysbl
6acTtangpl.

¥nbl Aban pedopMallblfl, HaAWUALLIN
eni. Con KesKapacneH KasakK caHacblH
Vbl KeLKe 6ypabl. Al OHbl TYCIHAIPETIH
FblIbIMFa OYTiHI KY1AblK CaHa Kapchl.
Byn mbican 6i3aiH AyHMETaHbIMAAFbI
V/1bl TAKbIPbINTbIH, 6ipi FaHa. An Kasipri
yaKbITTa Typni eHepaeri 6arbiTtapaa 6y
Ke3KapacTap/blH KaKTbIFbICbIHA aHabIn
oTbip. Ocbl cangapnap 6i3re poMaHTU3Mm
naeanapblH KeTepy KEpPEK eKEHIH anfa
TapTyaa. PomaHTM3Mm e 6acka cTuiabaep
CUSIKTbI KOFaM/blK KypblblC TanabblHa can
JNYPKIH-OYPKIH KanTanaHa 6epeTiH KyoblbiC.
On Eypanara raHa THecini emec, 6apiblK
XanblKTapAblH TAPUXM AaMyblHbIH angblHaH
LWbIFaTbIH KyOblbIC. Bipak 6ipiH-6ipi
KaWTa/laManTblH KyOblibIC 60MbIN TapmxKa
eHefi.

opicrep

ByriHri eMip on 6TKEH TapUXTbIH, COJ
Ke3aeri xobanap MeH KyPECTiH, *eMici.
An epTeHri emip OYTiHT yaKbITTbIH, KYpeCi
*oHe }ob6a MeH naesinapblHbIH HOTUXKECI
6onmak. Kagsipri yakbIT NannaHraH arbliHAbI
©3€H CUSKTbI. AJl Ta3a Cy illy YLLiH aFbICTbIH,
6acblHa 6apy KepeK. CoHaa FaHa TypaH
OPKEHUETIHIH, YT OPKEUETIHIH, TYHbIK
6acTayblHa, LWbIHbIpay TEPEHIHEH, LbIPKaY
ouiriHe WblFa anambl3. bisaiH, POMaHTU3MHIH
3CTETUKACbIHbIH, Tanabbl Aa ocbl. bi3
anemai pyxaHu eKi nontocke 6enin ces3emis,
conav 6enHenenmis. CoHaa FaHa 6i3
OTKEH TapPUXTbIH, OMNaybIHbIH ceEBENKepi
60/1ambI3. bi3aiH ¥nbl TapuxbiMbI3 KeHe
KOHTMHEHT MoaaHbl ecentemereHae Eypasus
JanacblHblH, ApKauMHaH 6acTtanbin 6yKin
aneMre cayne LWallKaHblH ELWKiM KOKKa
LWblFapa anMamnabl. 9nemae GipiHLLi 60nbin
METaNNyprusiHbl UrepreHiHeH 6actacak 6yn —
afamMm3aaTtTarbl eH, Vbl TapuxTaH OpbIH anafbl.
TypaH Typanbl Ke3KapacTapablH 6actaybiHOa
€H, YNbICbl Ja aKblHbl MafKaH *ymabanibiH,

JYHWETaHbIMbI. TypaH 6pKEeHUETIHIH
(GeHOMEH eKeHiH Janenaey yLwiH Kypec
Xypyae. bapnblk FanbiMaap ce3reHMeH
[onepeyre ani yakbIT KEPEK.

Bonauwakra 6yKin TypaH »ypTbl
Eypa3us KeHicTirinaeri e3apa biknanaachin
OipireTiHiMi3 aHbIK. COHAbIKTaH 6i3 TaHAaFaH
OarbIT "TypaH poMaHTU3MI" Aen atanabl.
YHIW, YHiNE TyCin TEPEH, YFbIHY YLUIH, OYTiHri
eHepre 6enceHi POMaHTU3M }OJbl — €H,
KEepPEeKTi Xon. POMaHTU3M TYCIHIEeH afamfa
KYpAEeNi ie *aH-aKTbl KyObl/TbIC }KoHe
OHEepPAiH KePKEMIK asiCbIHbIH, KEHEKYiHE
bIKMan eTyre Kabinetri.

MbiHay ay6ipni oe oymiMm ayHWEHIH,
©3i POMaHTU3M YFbIMbIHa bIKMNas eTe
anagbl. Keweri Matwanbik Pecenain,
KnpayblHbIH 6ackbl MeH KeHec OfafblHblIH
K1payblHbIH, anibl a3aTTbIKTbIH, KO3FayLLbIChbl
O0/FaHAblfbIHAa TapUXbIMbI3 YLLIH 6i3 MaKTaHa
anambi3. Epnik Takblpbl6bl, Ty/1Fa TaKblpblObl,
TapuX KONbIHAAFbI TYPNi 6TKENAep Ke3€eH|,
YaKbITTbIH PYX TaKblPblObl, BTKEH MEH
KenelleK KeHicTiri 6i3re Heris. ATHUKanblK
dpeHoMeHaep: YT Ty/IFanapbl, Vbl OKUFanap
6opi 6i3/1iH TaKbIPbIObIMbI3 6Oy KEPEK.
Kaaipri cypeTwinepae Takblpbirn *OK.
LUbIHAbIK Ocbl. KepkemeHepaeri PomaHTU3M
OaFbITbl Y/ITTbIK *aHFbIPY MEH eHepaeri
oWnnapra CinkiHic 6epeTiH 6arbITTapAblH, 6ipi.
¥NTTblK OHEPAIH, *KaHFbIPYbIHAa MOIEHM
MypaHbl Nanganany, xacamnas/blfblH
KepCeTy Kasipri KoFaM MeH eHep/eri Heriari
Macene. POMaHTUK cypeTLlinep 6i3aiH pyxaHu
OHEe MHTENeKTyanablK NoTeHLManbiMbI3.
MporpecLingik NneH pyxaHu MypaHbl
yLITacTblpyabl 634epimisre aHa dopmaaa
KepceTyre MmaKcat eTemis. KazakTbiH "TypaH
pPOMaHTU3MI" OCbl MaKcaTKa *KYMbUIAbIPYbI
THic. benceHai KeaKkapactap apKbibl
eHepaeri dopMa MeH caHarfa CiiKiHIC Kepek.

OHbl }acaMnTblH PyXbl MbIKTbl, KE3Kapachl
aHblK 3USbl CYPETKEP FaHa acangpbl.
Kasipri yakplT — MHTENEKTyan cypeTLlinepre
39py. bip agaMHbIH naescbl MaAEHHNET
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©60/Manabl, OHbl KeMNLWiNiK }acanabl.
MaaeHHWeT ellKallaH 63-63iHeH JaMbiManbl.
[Jamy yLliH MUCTUKanNbIK CyOCTaHLIMS KbI3METI
[le, 3aHa Kepek eMec.

OHepae Kasipri yakbITTarblaan Kynecisaik
OpbIH anfaHja TeEK POMaHTU3M FaHa o
Taba anagpl. bi3fi TbIFbIPbIKTaH LWblFAPaTbIH
KON 0Cbl pOMaHTU3M. OCbl apKbl/ibl FaHa
60NMbIC, MBHAINIK, TPAHCLIEHAEHTTINIK
YFbIMAapbl 63iHiH MBHIH asnfa LWblFapabl.
¥1nbl Maes MeH naeanaapibl KEPEK eTef.

HoTuxenep

An, CTUNb — MAESANbIK-ITUKANbIK,
KOoFaMblK-Tapuxu Ma3mMyH GipniriHe
COMKECTEHIpINreH 6enHeney KyYMeCiHiH,
KOpPKeM Typae CcypeTTey Kypanaapbl
MEH BAICTEPIHIH, TapMUXX KasbIiNTacKaH
annbl TyTacTblFbl. TypaH pOMaHTU3MI
apKbU1bl MyHAaK 6ipnikke 6enrini 6ip
LblFapMalLUblIblK TOCi HETi3iHAEe KON
HETKi3e anambl3. OCbl apKbl/ibl KOFAMHBbIH,
SNIEYMETTIK YKOHEe SKOHOMMUKaNbIK ardawbl,
XanbIKTblH 63iHE ToH epeKLUeNiKrepi MeH
canT - A9CTypnepi KepiHic Taba anabl.

Bi3 ywiH cTunb «TaHbiMAbl 6EMHENEYRH,
KOpKeMUIK MypaTbl» IeM KbiCKa Aa, HycKa
TYXbIpbIM aTaMbl3. byn Kepae «TaHblM»

- GUNOCoPUANbIK, an «<KepKeMaiK Mmypat» -
3CTETUKaNbLIK Kateropus [1].

TaHbIM }eKe Ke3KapacTblH,
KOPbITbINybl 60/1FaHbIKTaH, KE3-KereH
LWbIFAapMalLUbINbIK HEri3ri Macenene KepKem
TYpAe wewineni. TaHbiIM AereHimi3aiH,
©3i }Kau FaHa abCcTpaKuus eMec, o1 —
HaKTbIbIK, KeNTereH nanbiMaaynapibiH,
OV KOPbITy/Iap CUHTESIiHIH HaTuXeci. On -
ovnayfiblH eTe }ofapfbl AaMblraH Gopmachl.
An WwblFapMallblbIK - agamM3aT KbI3METIiHiH
ofapbl popmacbkl exkeHi 6enrini. On
KOFapbl MHTENEKTIHIH, XXYPEKTIH, WaObITTbl
LaNKYbIHbIH, HaKTbl KEPCETINETIH cUNatbl.
An ocblHbl 6acKapyablH, *KoFapbl IeHreni caHa
MEH TaHbIM 60/1bIMN Tabblabl.

KepKeMmaiK MypaT e3iHiH caH-
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cananbl cunaTtbiIMEH, Ma3MyHbIMEH,
CYpPETKEPAIH LWblFapMallblbIK KUSNbIMEH,
LwebepnirimeH urepinin xxacanagpl. TaHbIMbl
KOK, K&3Kapachl XOK LblFapMallbl/bIKTa

el KontaHb6a 6onmangbl. bisaiH Kepkemaik
MypaTbiMbI3 "TypaH poMaHTU3MIH" 3epTTey
MEH KauTa XaHFbIpTy.

Ke3-KenreH wblFapMa KepKemMaik
a4ic apKbl/ibl HyYpnaHbIn, gapanaHca
MYHbIH, 69pi TYNTiH TYOiHAE CTUNbAIH,
iWiHe KipeTiH KoMnoHeHTTep. benrini
Oip TYpaKTbl KanTanaHbIn OTbIPaTbIH
EepeKLLENIKTEP YCTEMAIT - WbIH MAHIHAE
KepKeMiK MypaTKa KipeTiH KypblibiM FaHa.
LLbiFapMallblibIKTbIH, HEri3ri Macesneci
[le KanblNTacKkaH CTaHOapTTbl emMec
MiHOETTEPAI XaHalla LWeLly, OHbIH Kypaeni
KYPbINbIMbIH 3CTETUKATbIK XaHa 6UiKTe,
*aHa dopmaga Taby.

Bi3 6ipaeH poMaHTUKabIK TaHbIMAbI
iCKe acblpy 6apbiCblHAa 3CTETUKANBIK YArire
Kipemis. Onnay LWbiFapMallbliblK Ke3iHae
naeanabl yarire anHanaabl. YAri x)xacay MeH
OV GEMHECIH KBPCETY - LblFapMallblNbIKTbIH,
Herizi. On-mMypar, KepKeMAIK Mypar,
3CTETUKanNbIK on-caHa. Kepkemaik mypar
TaHbIMAbIK SPEKETTIH HOTUMKECI.

dopma — on onabl 6enHeneyaeri
CbIPTKbI KepiHic. On - agam agam 6onfansl
[IyHUeTaHyaa, eHepre ymTbliyaaH 6epi
Kacar, YyHeMi eTinaipyMeH kenegi. An
KepKeM[iK MypaT TaHbIMbl 6eMHeneyaiH,
epekKiue 6ip dopmachkl 605bIN Tabblnagbl.
CoHAbIKTaH OCblHbIH, 69pi  LUblFapMaLlblbIK
i30eHyaiH XeMici. }eke afjaMHbIH, yCTaFaH
KepKeMIiK NPUHLMATEPI, Bipirin TONTbIK
CTUNAIH epeKLwenirii Kepceteni. byn
aFbiMap XeKe MHANBMATEPAIH KoNTaHOachl
apKblbl capanaHblif, KepKemaik agic-
Tocingep apKblnbl Kannbllama KepKkeMaiK
MaKcaTKa xymcanagbl. CTunbaiH Tyybl YiliH
oenrini 6ip arbiIMga Kepkem 6iTiM MeH
naessiblKk MasMyH apacbiHAa XaHalla
KaTblHAC KanblNTacKaH Kes3ae faHa Xysere
acagbl. ©3iHAiK CTUb - ON1 COM ACTETUKAIbIK,



Tanfamfra car e3iHle nanaanaHbin
JaMbITy Kyreci. CoHAbIKTaH XeKe
LbIFapMalLlblbIKTaFbl CTUSIb - €H aNbIMEH,
Lebepnik Maceneci o apKimre Tipeneai.
LLbiFapMallbliblK agamM3aT KbISMETIHIH
OFapbl MaKcaTbl 60s1ca, oFapbl 3epPAeHIH,
HaKTbl 6afblTTaaFaH caHa cUnaTbiH
Keprimi3 kenefi. CoHablKTaH MHTENEKTICI
OFapbl cypeTLwinepi 6ipiKTipy KaxeTTiniri
TyblHAaMAbl. Ke3-KenreH KepKkemaik
LblIFApMalLLbIIbIKTa KBPKEMAIK MypaTThl
6acKapyblH, }oFapbl eHremni 60/bIn caHa
MEH TaHbIM 60MbIN Tabblnagbl. TaHbIMHbIH
MiHAETI - KBPKEM MYPaTTbl, OHbIH, KYpaeni
KYPbUIbIMAbIK MacenenepiH LeLly yuiH
KanblnTackaH. COHAbIKTaH TaHbIM
LblFAapMalLLbIbIKTa ETEKLLI pen atkapaabl
aeyre 6onaapl. On yiliH eHepaeri - <sMa3MyH»
MeH «bopMa» YFbIMAapbIH BipiKTIpY KEPEK.
OHepiH, aCTeTUKANbIK KOPIHICi TaHbIMHbIH,
MaHbI3/IbINbIK XEMiCi. AFHW, AyHWE
KOPKEMIK Typfblaa TaHblfbIM, OFAH KBPKEM
Gara 6epinin, }aHa KePKEM/IK akuKkaT
*acanagbl. An 6i34iH KepKemMaik mypar
6enrini 6ip acTeTUKanblK TYXKbIPbIMAbI
6enHeney MeH OpPHBIKTbIPY Kypasbl 60/bIn
Tabblnaabl. Kes-KenreH KepKemaik mypat
JYHWETaHbIM MEH Tbifbl3 6aaHbICTbl.
CoHAbIKTaH TaHbIM MEH KepKeM MyparT BipiH-
Oipi TONbIKTbIpFaHaa FaHa CTUAb Tyabl.

Tankbinay

EnimizgiH TeyenciagiriHid, lwmpek
YaKpbITbiHAa 6i3 MOAEHWET CTUNIHAE, BHEepPAEri
cTUNaepai KanbintacTblpa anmagplK. Tapuxu
TYPFbIAAH XaHalla Kapay NpuHLMNI YIWiH ae
aHa Ke3Kapac Kepek. TypaH epKeHUeTIHe
JIereH KbiI3bIFyLbINbIK 6i3re mupac 60nbIn
Kanabl. Bykin TypaHablK MOAEHUETTIH,
6acblH BIPIKTIPY YLIIH pyxaHu KyLU KyaTbl
6ap Kapa WwaHplpak neci Kasak eni 6acray
KepeK. byHaan atay 6epin kaHe anfallKpl Ty
ycTayllbl Aa 6i3 60nambl3. On 6yriHri ypnak,
as3aTTblK 3amMaHAacTapbl MEH yprnaKTapbl.
Bi3aiH poMaHTU3M 0N CcypeTKepnepiH yaKThbl

TYCiHyre fiereH pyxTblH 63iH 63i cunatrayra
YMTbUIbICbl 60/IMaK. (1cypeT)

I cyper — JKakbin6ek ©. « MaHrinik en».
Kenern, maiisnl 60sty. 400x200 cm. 2016.

"¥NTKa KbIBMET Kbl/ly - MiHE3aeH" Aen
YIIT KeceMi OnuxaH bexkenxaH anTkaHgam
Oy epae 63 63iH ce36eH e icrneHae
KepceTe anaTblH Hafbl3 a3amaTTblK
Ke3KapacTapbl OpHbIKKaH, 6enceHsi
WHTENEKTyan CypeETKEPSEP KEPEK. YaKbIT 0N
6i3re 6epinreH 6aKbITTbl YPraKTblH aCKblH
CaHacblHbIH MUCTUKabIK Kywwi. Kasipri
BOHEp YLLIH XacblK, KOPKaK b6iniMci3 ToobIp
Kepek emec. OHbIH 6acTtaybiHaa CypeTiinep
OojafblHAAFbl YMbIMAACKaH cbibainac TontaH
6acTa/ibin, anfa yMTbIIManTbIH HE CypeTLi
EMEC, HE 6HepTaHyLLbl EMEC TOFbILIap
OybIHMEH }KaJiFacbln XaTKaH HaaH 6ybIHHbIH
6acLWblblFbl MEH BacKapMachl YbITKbl 60/1a
anman Typ. OcblHaannapablH, KecipnepiHeH
YKiIMETTIH, aeonorusacbiHaH 6eniHin casicu
3KOHOMMKaSbIK pedopManap TyCbiHAAFbI
YITTbIK KOPKEMOHEPiIH, KOFamaarbl OPHbI
et Kangpl. OcblHbIH, 631 6HEPiH 63iH-63i
TaHy MeH AaMyblHa 6Te Kepi acep 6epin
oTbIp.CypeTLinepaiH Kebi »aH TbIHbILLTbIFbIH
owvnarn, ak nNeH Kapa 60syabl, axbipaTta
aNMaWTbIH Xasire TYCKEH.

Kasipri eHepre TyCiHiri wamarsbl, pyxaHu
60NMbICbl MeLLIEY, MiHECCI3, TOObIPAbIK
CaHarfa TipenreH cypeTwinep Kantayaa. Ocbl
Oip opTa AeHren 6apsblK LWbliFapMaLlblblK
KyaTapAbl CEMAIPIN Xanblnbin 6apabl.
KasaKcTaH cypeTulinepidae, Ncuxmkasnbik,
MiHe3iHAEe HapuMUCU3nMm aypybl 6eneH,
anfaH.TeK NneHap MeH TaburK KepiHictep
canFaHJapbiHa Ma3. OHEp HKirepcis
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Kepi KETKeH ayHuere arnHanbin 6apagpl.
OHeppaeri oncbI3ablK NEH KanbapaKaTTblK,
naeangapablH, KofFanybl, eHepTaHyLblIapabiH
TaT 6ackaH caHaapbl MEH 6HEP/IH,
6onaluarblH oMNnayra AereH HUeTCi3airi,
Kasipri eHepaiH, KepKeMAIriH Ke3aeH 6an
6y ylWbIpabl. BYHbIH, 69pi 8HEPIMI3AIH, iWKi
KaWLUblNbIKTapbl.

KasaKcTaH eHepTaHyllbliapbl 3aMaHym
eHep MEH NOCTMOAPEHUCTK eHep/i
aHblKTayFa epernepi *eTnen oToblpraHia
GipXKaKTbl conapapblH, bIFbIHA KbIFblIyFa
60nManabl. PyxaHu eNleKTeH eTnen OpbIHChI3
enikrey el eHep emec. MaaeHuneT GipiHFamn
abTpaKuusiFa anHanca, He NOCTMOAEPHUCTIK
GarbITKa KeTce TiK KypAbIMFa KeTef,.

CypeTwinepre TYpTKi KEpPEK.
PomaHTUKanblK Gp1nocodbusblK Nanbim
KepeK.YaKbIT Tanabbl OCbl. YaKbITTbIH
JarfapbICbIHAH LbIFaTbIH ThiH KOPbITbIH/bI
ocbl. POMaHTM3M apKbl/ibl TOFbILLapiapFa
COKKbl 6epymi3 KepeK. OHepai xaHanay
YLWiH, XXaHa popManbl, XaHa blpFaKThbl, XaHa
cUNaTtThbl, 6ipaK YATTbIK TapUXbIMbI3/bl, Y/1bl
Ty/IFanapbiMbl3[bl, YITTbIK CaNTbIMbI3/bI
*KaHa yaKblTKa namblKTan, *aHa caTtblfa
KepceTyMi3 KepekK. *aHa ctunaik
npo6aemMa asfa LWbIKTbl. YaKbIT eTe
¥blngam Kosfanyna. byn poMaHTU3M aHa
KepKem ¢punocodusnblk 6argapnama, 6y
JYHWUEHI TYCIHYAIH ¥aHa naeonorussbliK
KbI3bIFYLLbINbIFbI, CTUAIK CaTbICbI.
PomaHTM3M aem 6epyLli pyx AamblTyLbl. A
eHepiH NOCTMOAEPHUCTIK aFbiMAapbiHAa el
pyx }oK.TanaHT onapfa AapbiFaH emec. bip
KYHAIK eHepi HacuxaTTaylwbliap 6aTbicTa
[la con KannblHaa. bi3aiH eHepTaHylwbiap
NOCTMOAEPHU3MHIH, €CipiK naeacbiMeH
anek. Erepae oHbI nporpec aen Kabblnaacak,
M3AEHU MypaMbI3[aH anblpbliaMbi3.
MopaepHU3auus YATTbIK AYHUETAHbIMHbIH,
KaHapyFa KabineTTinirMeH esilleHy Kepek.
EypnaHbIH KalTanaraHbl KEPEK eMEC, 0N
aHalblKKa aTtnanapl.

Yl FacblpFa Co3blIFaH OTapbIK NeH
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TOoTaNnMTap/bIK KbiCMakKa Tycin, YATTbIK,
CaHaHbl yJlaHFaH eHepi epKiH MiHe3re
Topbueney KepeK.¥NTchbi3aaHyaaH apbUlyablH,
pyxaHu Tiperi ocbl "TypaH poMaHUTU3MmI", on
YNTTbIK 60/IMbICTbIH, TAPUXTbIH, KBepiHici 6ony
KepekK.

OHepai Tek webepniKk Aen TyCiHy KaTe.
TaKbIpbIn 01 pyXxaHu 60nMbIC. YNIKEH CTUNAE
O©TKEH TapPUXTbIH, €C XaATapbl cakTana
OTbIPbIN YaKTbIH CaxHacblHa anbin LWbiFagbl.
Kasip 6i3ae 60C KEHICTIK KabINTacKaH.
Bi3aiH MiHAET OCbl KEHICTIKTI }KaHa
naeangapMeH ToNbIKTbIpy. POMaHTU3M,
aHp Ta3anbIfblHAaFbl Ka/bINTaCKaH
Karnaanapabl 6y3aabl. POMaHTUKambIK
CTUNbAIH 6acTbl epeKLIeNiKTepiHiH, 6ipi-
KaWFblbl }KoHe KYSKiNi, oeMi XaHe
TaHFaXalbln KepeFapsblK HEri3iHae
KepeMeT KOMBUHaUusnapabl apanacTbipy.
3HepruanblK Kyl, 6encenai obpasnap MeH
naesnapablH KepiHici, KOPKEMAIKTIKTIH epeK
KYLLIi, Kypaeni akcnepeccusblk Gopma, ilKi
JMHaMKKa, anacanblipaH 608y. (2-cypeT)

2 cyper — Bakrbirepes 9. «Capbin».100x120 cm.
Kenern, maiisinl 6osty. 2017.

bi3 o caHara TeHKepic Xacay YLUiH,
6enceHai poMaHTU3MAI Ty Fbil KETEPEMI3.



YaKbITTbIIbIK NPOLECTi KapacaK POMaHTU3M
}aHa pedopmMasblK MOEHUETTIH,
ynbIMAACTbIPYLLbI GOpMachkl 60SbIMN
Tabblnabl. ACKbIH, ananat aHeprus 6onmaca
6eTbYpbIC KacanManibi

Bi3 yLWiH naean - WeKci3, abContoTTi,
KepeMET, MIHCI3 }oHe yMbaK, api TbI/ICbIM
MWUCTUKA. YaKbIT 6i3/1iH, PyXbIMbI3bIH,
6erHeciHaeri MUCTUKasbIK KepiHic,byn
aneMiiK pyxTblH KepiHici. OCbIHbI Ce3iHyaiH,
©63i pOMaHTUKa.

Bipak 6enHeney eHepi HAKTbINbIKTbI
aKcbl Kepeai. TyciHaipyre *akblHaan, pyxTbl
CiHipin KepceTyre TanmnbliHaabl.

PoMaHTW3M TEOPETUKTEPIHIH BIpi
&.LLnerenb 6binan Kasgbl: «dyeni 6i3 Tex
TabuFaTTblH JaHKbIH acblpbin A9piNTeaiK,
Kasip 6i3 ngeanibiH AaHKbIH acblpbIr
JopinTen }ypMi3. Alamaap/biH eTe
Ui YMbITaTbIHbI,6Y/1 HOpCcenep e3apa Tblfbl3
OannaHbICTbl, 6HEpAEe TaburaT MiHCI3 60Nybl
Kepek, an uiean tTaburn 60ybl Kepek» [2].
Anam pyxblHOaFbl Kapama-Kapcbl onapablH,
YMbITKbIChHI PETIHAE,
KyLUTapnbIKTapaaH,TiNeKTepaeH,
POMaHTUKaJIbIK MCUXONOTM3MHIH,
NPUHUMMNIMEH, TUNTEHAIPY apKblbl FaHa
Kepe anambi3. «BHep HaKTbl LLbIHABIKTbIH,
CypeTi eMec, naeanjbl i3aereH WblHAbIKTbIH,
Tanabbl» - aen }opx CaHa anTKaH [2].

KopbITbiHAbI
bi3 ocbl naeangap apkbiibl TypaH MoaeHUET
CTUNIH Bip KbIPbIH FaHa, YNTTbIK MOAEHUETTIH,
«€HAIK *WHaFbl», TAHbIM/bIK 6Mip CanTbIHbIH,
KepKeMfiK MypaThl
Jen yrblHa anambi3. «LLIbIH MoHiHaE KON

ManpananrFaH apeGueTTep:

eHep TYPNepPiHiH 9pKanCbICbIHbIH, Tanan
FacblpnbIK Tapuxbl 6ap. byaaH 6i3 xanbIK
TBOPYECTBOCHIHbIH KaHaaw Typi 6onca aa,
XanblK 6MipiMeH, CON XanbIKTbIH KOFaM/IbIK
TapuXbIMEH, KYH KepiciMeH, KacibiMmeH
6annaHbICTbl EKEHIH Kepemis [3, 31 6.].
CoHAblIKTaH, "TypaH poMaHTU3MI" CTui, con
TypaH MoaeHUETIHIH 6EMHECIHEH, ABCTYPNI
KYH/bUIbIKTAPbIHbIH, AYHWETaHbIMbIHAH,
63iHAiK KepKeMaiKk 6enHeneyaeri
MypaTTapblHaH, 6acka KenTereH KyHAblNbIK
Kblp/lapblHaH Xxabap 6epeqi.

Ke3s-kenreH MoAeHWET YATTbIH, Ky i
PyXaHu, eNneyMeTTiK, 3CTETUKaSbIK KyOblSbIC
peTiHae, TyTac 60/IMbICbIH OCbl «TaHbIM/bIK
OMip CanTblHbIH KOPKEMIK MypaTbIH»
OFaNlTKaH4a emip cypyiH ToKTaTtagbl [4, 51
6.]. An 3aMaHFa cav MKemesice emip cypyiH
*anracTbipapbl. TypaH POMaHTU3IMiHE
OipireTiH cypeTuwinep 63 MaKcaTTapbiHa ajan,
WHTENEKTICI XKoFapbl aflamaap/bl FaHa
GipikTipeni. bi3 6yriH HaFbI3 pyxaHu
COFbICTbIH, YCTiHAEMI3. Bi3aiH MiHAETIMI3 aTa
6abanap Mupac eTkeH MyparephikTi
O0MbIMbI3Fa CiHipin }aHa eHepaiH AaHKTbI
ONbIH 6acTay.

YaKbIT 6i34€eH anbicTan KeTTi. Mioean
apKbl/ibl }aKblHAAYbIMbI3 KePeK. [lyHUEHI
Urepygid, emip cypy cantblHbIH aca
MaHbI3lbl Ma3MyHbl Aa, LWblH MaHiciHae
OCbl 3CTETUKANbIK MypaT. On — abCoNtoTTi
KaweTTinik. XXI Facblp Ka3ak
KOPKEMOHEPIHIH, }XaHalla 6afbITTa
pedopmaTtopLbin "TypaH PomaHTU3mi"
apKblibl NanbiMaaybiMbI3 KepeK. EpKiHaiK
OHbIH, 3aHbl, OHbIH, NaTLLANbIFbI PYX.
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Bepucten XK.
T.K. XypreHoB aTbiHAafbl Ka3aK YATTbIK 6Hep akageMUsiChbl

CTUJ/Ib "TYPAHCKOIoO POMAHTU3MA" - CBOEOBPA3HOE PA3SBUTUSAl HALIMOHAJIbHOIO
UCKYCCTBA.

AHHOTauMA

POMaHTM3M B UCKYCCTBE - OAMH U3 CNOCOBOB MAEN HALlMOHANbHOIO BO3POXKAEHNS U UCKYCCTBA.
Mcnonb3oBaHWe KyNbTYPHOrO Hacneans B MOAEPHM3aLIMK HaLlMOHANbHOMO UCKYCCTBA ABNSETCA KOYEBbLIM
BOMPOCOM B COBPEMEHHOM O6LLECTBE M UCKYCCTBE. POMaHTUYECKME XYAOKHUKM - HaLl AYXOBHbIN U1
WHTENNEKTYaNnbHbIM NOTEHUMaN. B cTaTbe YNOMUHAETCA Lienb NPOABUKEHUS Nporpecca M AyxOBHOMO Hacneams
B HOBOW popme.
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Abstract

The romanticism in art is one of the ways to revive the ideas of national revival and art. The use of cultural
heritage in the modernization of national art is a key issue in modern society and art. Romance artists are our
spiritual and intellectual potential. The article mentions the goal of promoting progress and spiritual heritage
in a new form.
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ON THE ANALYSIS AND SCIENTIFIC APPROBATION OF THE FILM MUSIC OF KAZAKHSTAN

Abstract

Cinema, being the most democratic, topical both in the past and in the present, is the leading genre of
modern spiritual culture. At all times, responding to the actual requests of each epoch, having in its arsenal
the richest means of expressiveness, cinema most flexibly and realistically reflects global historical events,
human destinies, life and activity of the whole people and its prominent representatives. The variety of artistic
possibilities inherent in its basis can contain an ethical-moral, educational and emotional-impact function,
thereby influencing the formation of the person. Particularly important role is in music, without which
achieving such effect is almost impossible. Film music not only becomes an inseparable component in the
film composition, contributing to creation of integral artwork, but is also an original type of musical creativity.
Keywords: cinema, cinema music, composer, film composition.

Introduction

World experience of music writing for
films has more than a century history
covering the creation of various movie
genres. Like any specific genre, the film
music has its own rules: expression, force
of influence, stylistics, forming, musical
language, dramaturgy, instruments,
and principles of functioning, ways of
combining with other constituent elements
of the film.

Many distinguished composers of

Kazakhstan, representing the multinational
composer school, were engaged in creating
music for films at different times: Akhmet
Zhubanov, Yevgeny Brusilovsky, Latif
Khamidi, Mukan Tulebayev, Bakhytzhan
Baikadamov, Kapan Musin, Sydyk
Mukhamedzhanov, Nurgisa Tlendiyeyv,
Gaziza Zhubanova, Anatoly Bychkov,
Yerkegali Rakhmadiyev, Kenes Duisekeyev,
Tles Kazhgaliyev, Kuat Shildebayev and
others. Cinema music, written by the
above-mentioned authors, reflects the
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most rich and characteristic features of
their creativity, like opera, ballet, symphony
and small genres. In spite of attachment
to the scenario, it can be considered as a
separate area of creative activity and has
no less important significance than music
representing other genres.

However, in spite of the fact that the film
music throughout history is one of the most
popular genres in the creativity of many
Kazakhstan composers, the problems
associated with it have not been the object
of special study in the works of domestic
researchers until now. The relevance and
novelty of this article is associated with
this in the context of the current state of art
and culture of Kazakhstan.

In view of the foregoing, the analysis
and scientific approbation of extensive
composers’ creativity in the field of
cinematography are essential for creating
a full image of the formation stages of the
artin the republic. The study of the issues
of the national cinema music’s genesis, its
role in creation of movies, as well as in the
creativity of composers in the context of
the continuity of traditions and innovations,
the generalization, systematization of the
creativity of Kazakhstan composers in
the cinema, the restoration of previously
unexamined film musical material of
the republic obtain special acuity and
relevance at the modern development
stage of national cinematographic and
musical culture.

Due to the specificity, the cinema music,
inseparably associated with the scenario
dramaturgy and the constituent elements
of the film, became a special object of
science, attracting the attention of both
film critics and musicologists. Already
in the first half of the XXth century, the
works that put the methods for studying
the issues of film music appeared — the
studies of Y. Mussinak, A. Gran, B. Balash,
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K. London, I. loffe, M. Cheryomukhin and
others.

Hereafter, E. Lindgren, S. Eisenstein,

T. Korganov and I. Frolov, E. Frid, S.
Freilikh, Z. Lissa, Y. Zakrevsky, |. Shilova, Z.
Krakauer, V. Zhdan, V. Turitsyn, |. Vaisfeld,
I. Voskresenskaya, B. Kats, |. Sharoyey, .
Khangeldiyeva, N. Goryunova, T. Shak, A.
Frolov and others studied the specifics of
film music.

Various materials, publications
belonging to distinguished composers,
who generalized their own practical
experience in creating film music, have the
fundamental importance: D. Shostakovich,
A. Khachaturyan, A. Honegger, S.
Prokofiyev and others.

The separate layer of scientific studies
is the works of foreign scientists that
were created over the last few decades:

F. Karlin, M. Cooke, J.K. Halfyard, D.
Neumeyer and J Buhler, M.J. Bartkowiak
and Y. Kiuchi and others.

Important studies for perception and
understanding of the subject are issues
of aesthetics and philosophy of music. In
this context, the research is based on the
classical works of T. Adorno, O. Aronson,
J. Deleuze, L.Vygotsky, K.Levi-Strauss, Y.
Kholopov, V. Benyamin, T. Cherednichenko
and others.

The domestic researchers handled
the problem of the history of formation of
Kazakhstan’s cinema to different extent:
K.Siranov, B.Nogerbek, G.Abikeyeva, K.
Ainagulova and K. Alimbayeva, A. Nazarov
and others.

Methods

The complex orientation of the study of
scientific object determines the application
of system approach using multidisciplinary
methods. Historical-art, culturological
and analytical methods, which are
fundamental in the work, allow executing



the intended aim. The article also applies

the established general scientific methods:

classificational, typological, comparative.
In connection with the interdisciplinary
approach, the theoretical base of the
article is represented by the works of
philosophers, culturologists, art experts,
film critics and musicologists for the
purpose of the most comprehensive study
of the problem. To realize the intended
objectives, the principles of the analysis
of cinema music, which were developed
by foreign and domestic researchers at
different times, were used in the work.

The scientific novelty is, first, in the
formulation of the problem, because for
the first time in Kazakhstan musicology
the research is devoted to the study of
domestic cinema music, its role in creating
films and in creativity of the composers of
Kazakhstan.

Results

The origins of the synthesis of cinema
and music are seated in the historical past
of these types of art, but this interaction is
fully detected in the XX-XXI centuries, that
is connected with the phenomenon of film
music as an independent field of creativity.

During the functioning, this kind
of creativity has ensured the place of
significant element in the film system.
The theoretical aspects of this subject
— genre and stylistic features, methods
of interaction with the picture, issues
of authorship, instruments, relation of
sounds and visuals, problems of form and
functioning — determine the role of music
as the most important component of the
synthetic screen art, presenting its diverse
features and contributing to the fullest
revelation of the idea of the creators.

The development of universal complex
methodology of studying the film music is

currently the most important objective on
the way of formation of this art type as an
integral and complete system.

Identification of the frame stages of
development of the domestic cinema
music from the moment of appearance
to the modern state is facilitated
by the analysis of the phases of the
cinematography formation in Kazakhstan.

Film music is a significant direction of
activity; it includes a colossal workload and
takes a special place in the creativity of the
national composer school of Kazakhstan,
many of whose representatives were
engaged in creating music for movies at
different times.

Necessary component of training the
students of certain specialties is the
study of cinema music as an independent
discipline in Kazakhstan. The answer to
forming spiritual demand of the modernity
and the important step in increasing
the competitiveness of the domestic
cinematography in the global space is
the introduction of this course into the
educational process of creative higher
educational institutions.

In formation of the artistic
expressiveness of the republic’s films
in the historical genre, the rich musical
component has an exceptional importance.
Strong relations with the national culture
combined with modern compositional
methods are typical for the cinema music
of Kazakhstan as a whole, including music
for the analyzed films.

Development of the cinema music
genre, at the same time, the ways of its
study in Kazakhstan is seen in connection
with the increasing its function in the
composition of the screen artwork,
increased attention of directors to it,
overcoming the prevailing views about its
secondary nature, and consequently with
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the increasing role of the film composer

in the creative process, and on the other
hand, also in the creation of complex
methodology for the analysis of cinema
music and the training of specialists in this
field of cinema production.

Based on the research, as well as other
sources, the educational-methodical
complex of the author’s elective discipline
“Specificity of cinema music” was
developed, has successfully passed the
procedures of the expert committee of the
Kurmangazy Kazakh National Conservatory
and has included in the list of elective
courses. Since 2016, lections of this
course are conducted for students of
specialty “Musicology”.

Discussion

The phenomenon of film music
today does not seem to be something
accidental, peripheral, utilitarian — it
is a recognized area of creativity, the
necessity and specificity of its existence
is comprehended by philosophers,
culturologists, musicologists, specialists in
the semiotics of cinema.

The potencies of the music influenced
the listener, its aesthetic features, artistic
resources and expressive means — all
this expressive toolkit throughout the XX
century and nowadays is currently used by
filmmakers. As a result, the phenomenon
of film music can be fully understood only
if the primal properties of music are deeply
understood in aesthetic and philosophical
aspects.

The questions connected with the
general change of cultural and scientific
paradigm in the XX-XXI centuries also
deserve special attention. It should be
noted that the works of art theorists and
practitioners, philosophers and aesthetics
contain many ideas that can be used
as tools for cultural understanding and
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aesthetic justification for the phenomenon
of cinema music. It seems necessary

to inscribe the film music in the general
cultural context, the study of which should
be based on an appeal to the development
of the entire musical culture — from its
primeval forms to the ultra-modern.

Technical, technological, psychological,
psychophysical, artistic-aesthetic,
scientific-progressive changes, which are
typical for the XXth century, allow to more
fully identify and comprehend the patterns
of the appearance of film music in the
context of the development of the mankind
culture.

The modern researcher O.Aronson
points to the fact that S.Eisenstein, being
not only an innovator-practitioner, but also
an outstanding theorist of cinematography,
specifically turned to the study of archaic
thinking; in particular, he got acquainted
with the classical works of L.Levy-Bruhl and
J.Frazer [1, p.507]. This is quite natural: a
brilliant innovator turns to the study of the
archaic in search of the deepest expressive
possibilities hidden in it and the “first
matter” of art. However, music, in general
(especially in comparison with literature)
has never lost this connection with its
“primary matter”.

Another recognized researcher of
archaic thinking K. Levi-Strauss writes
about the striking closeness of music
and myth. According to him, this genetic
affinity is “in the general property of myth
and music: they are the languages, each
in its own way transcending articulate
speech and like it (in contrast to painting)
simultaneously unfolding in time” [2,
p.24]. Therefore, as the scientist observes,
“listening to music, we get access to a kind
of immortality” [2, p.24]. It is important at
the same time that “in addition to psychic
time, it addresses both physiological
and even visceral time, because every



counterpoint affects the heart and
respiratory rhythms, making them a mute
accompaniment to music” [2, p.24].

R.Wagner in his theoretical work “The
Work of the Art of the Future” insists on
the necessity of uniting artists into a
single commonwealth in order to create
the musical drama where there will be no
separate arts, where they must “penetrate
into each other” and “produce as a fruit
this combination” a qualitatively new
kind of art that overcomes the crisis of
traditional species [3, p.247].

Analyzing the theoretical works of
composer, which caused a variety of
responses during publication, it should
be noted that his judgments are directed
against the subordinate position of
the verbal component of opera, which
sometimes led not only to the appearance
of mediocre (from the artistic point of view),
but also frankly ridiculous, weak libretto.
Separate arts reached by that time such
perfection that it became possible to make
higher demands on the poetic component
of musical works.

During its existence, music has ensured
the functions of an important element in
the cinema. Considering (including the
example of Kazakhstan’s cinematography)
the historical and theoretical aspects
of this subject — genre and artistic-
stylistic features, ways of interaction
with the image, questions of authorship,
instruments, the correlation of the sound
and visual series, the problem of form,
functioning — it becomes evident that
music and sound have become one of the
most important parts of synthetic screen
art. The musical structure of the film
presents its diverse features, contributing
to the fullest disclosure of the creators’
intent.

It is quite problematic in this case to
figure out the fact that at the present

stage there are no uniform methodological
principles recognized in the musicological
scientific community, because of which
each researcher offers his own ways of
analyzing it. For example, the unified
classification of film music has not yet
evolved, proceeding from its functioning
in the musical outline of a given scene,
because of which foreign researchers who
have turned to this problem create certain
theories of systematization in their own
way, proceeding from various criteria.

In addition, the development of the
theory of film music in Kazakhstan is
particularly difficult due to the lack of music
material, without which a full study is
associated with objective difficulties.

In the course of the work it was found
that in most cases the music for the films
throughout the history of the national
motion picture was recorded by the
performers at the studio once and was
rarely reproduced “live” for a second
time (with the exception of some of the
most famous examples). Therefore, the
manuscript of music for the film was
not published anywhere and often was
not preserved even by the composers
themselves (the search for scores and
claviers was connected with the study of
the materials of the “Central State Archive
of Aimaty”, “Shaken Aymanov Kazakhfilm
studio, as well as personal family archives
of composers, archives of museums, etc.).

As for the present time, the creators
of many films, unfortunately, do not have
enough financial means to record the
orchestra in real sound, and the composer
is forced to reproduce the sound of certain
musical instruments with purely studio
features. However, since the recorded
music is created by the composer in
electronic form, in the overwhelming
majority of cases the author does not even
need to provide music material (notes).
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In the case of the presence of scores, they
remain in the personal archive of the
composer in the form of drafts and music
charts [4, p.65].

In addition to the sheet music, for more
qualitative analysis, it seems necessary to
study the accompanying film materials —
directing scenarios, working discussions,
various archival data, etc.

The authors of numerous studies of film
music in isolation and the phenomenon of
cinema as a whole are guided in their
works both by general scientific methods
and by the methods of private sciences
(musicological, aesthetic, and art
criticism). Examples of such analysis can
be taken as a basis for further
development, but the fruitfulness of the
application of this approach is hindered by
a low degree
of theoretical understanding of the
methodology itself. Another way of
studying the phenomenon is the
philosophical foreshortening of the
analysis of motion pictures (including film
music), presented in the works of G.
Deleuze. However, the philosopher poses a
completely different, mainly philosophical
guestions, as a result of which this path of
study can not be formalized and difficult to
reproduce.

Conclusion
As a result of the analysis of numerous
works it was discovered that the origins
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KasaxcKas HaumnoHa bHas KoHcepBaTopus uMmeHn KypmaHrasbi
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Dr. art, npogeccop JlatBuiicKkas My3biKa/lbHOM aKageMumn
nmeHun 53. Butona (r. Pura, JlatBus).

K BONMPOCY AHAJIU3A U HAYYHOTI'0 OCMbIC/IEHUS1 KHHOMY3bIKHU KA3AXCTAHA

AHHOTaUMA

KuHo, 06Lien3BecTHO, 6yayym caMbiM 4EMOKPATUYECKUM, BOCTPEOOBAHHbLIM KaK B MPOLLIOM, TaK U B
HacTosiLLEeM, ABNSETCA BEAYLLMM }aHPOM COBPEMEHHON AyXOBHOW KynbTypbl. Bo BCe BpemeHa, oTBevas
aKTya/lbHbIM 3aMpocaM KaxaoM 3noxu, UMes B CBOEM apceHane 6oratenlune cpeactsa BbipasutenbHOCTH,
KWHO Hanbonee rmbKo 1 peanncTMHHO OTpaxaeT rnobanbHble UCTOPUYECKUE COBbITUS, YHenoBeYeCKue cyabobl,
KM3Hb U eTeNbHOCTb KaK BCEro Hapoaa, TaK 1 ero ApK1x npeacrasutenen. MHoroobpasune Xy4oKeCTBEeHHbIX
BO3MOXHOCTEN, 3a/10}KEHHbIX B €r0 OCHOBE, CMOCOOHO CoaeprKaTb B cebe 3TUKO-HPABCTBEHHYIO,
BOCMUTATENbHYIO M AMOLIMOHANbHO-BO3AENCTBEHHYIO GYHKLIMIO, TEM CaMblM OKa3blBaTb BAUSHUE Ha
dopMHpoBaHUe 4enoBe4eCKoM IMYHOCTU. OCO60 BaXHYIO pPO/b B 3TOM UrpaeT My3blka, 6€3 KOTopom
LOCTUXKEeHUe Nojo6Horo addeKTa NoYT HEBO3MOXHO. KNHOMY3bIKa He TOJIbKO CTAHOBUTCA HEOTAETMMbIM
KOMMOHEHTOM B KOMMNO3uULuK dbunbMa, CnocoBCTBYIOLLMM CO3L4aHMIO LLENOCTHOrO NPOU3BEAEHHUS, HO U
ABNSETCHA NPU 3TOM OPUIMHANbHbIM BUAOM MY3blKa/lbHOMO TBOPYECTBA.

KnioueBble cnoBa: KMHO, KWHOMY3blKa, KOMMO3UTOP, KOMNO3MLKA dunbma.

Mycaxan Ji. E., Jle6eaeBa E.B.

KypmaHfasbl aTbiHAarbl KadaK YiTTbiK KOHCEpBaToOpHACH,
Anmarsl, KasaKctaH

513. Butona atbiHaarbl JlaTBUsI My3blKa/lblK aKaeMUSChbl

( Pura K,, JlatBus).

KA3AKCTAHHbIH KHHOMY3bIKACbBIH TAJIJAY MEH FbU1bIMU NAWBLIMAAY MOCENECI

AxpaTna

KWHOHbIH 6TKEH yaKbIT NeH Kasipri Ke3eHHiH Hafbl3 AEMOKPaTUSA/bIK Tanabbl peTiHAe 3amaHayun pyxaHu
MOAEHUWETTIH anfblHfbl KaTap/ibl }aHpbl eKeHairi 6aplwara ManiM. bapnblk 3amaHgapaa ap6ip AayipaiH,
KOKEMNTECTi KaeTTiNiriHe xayan 6epe oTbipbin, 6eMHeneyaiH ete 6an KypanbiHa ne 601FaH KUHO —
FanamablK Tapuxu OKUFanapabl, agam TaFablpbiH, GYKiN 6ip XanblK NEH OHbIH, *apPKbIH 6KINAEPiHIH eMmipi MeH
KbI3METiH 6apblHLLIa MKEMAI XaHE LiblHalbl 6enHeneni. ©3iHiH HerisiHae KepKeMaiK MyMKIHAIKTEPiH ap
anyaHbIFbIHbIH OPbIH anybl agamrepLlinik MiHe3 Ky/blK, TOPOUENIK oHE IMOLIMOHANAbIK 8Ccep eTy KbI3METiH
aTKapa OTbIPbIM, XXeKe Ty/iFaHbl KanbliNnTacTblpyFa 30p biIKNasbiH Xacanibl. MyHAa My3blKaHblH MaHbl3bl 6Te
30p, OHCbI3 1871 OCblHAAM HOTUXKEre KOJ XKETKI3y MYMKiH emec. KUHOMy3blKa TyTac 6ip LWbiFapMaHbl KypyFa
acep eTeTiH GUNbM KYPbUIbICbIHbIH aXblpamac 6entweri 601biN KaHa KoMMawnbl, COHbIMEH Gipre My3blKanblK,
LWblFapMaLblIbIKTbIH, €peKLLe Typi 60nbiN Tabblnagbl.

Tipek ce3pep: KMHO, KUHOMY3bIKa, KOMMNO3UTOP, GUNbMHIH KOMNO3ULMACHI

Caenienust 06 aBrope: Mycaxan Jlanapa E., nokrop cdunocoduu (PhD),
CTapUIMi mpenojaBartesb Kaelpbl My3blIKOBEIEHUS U KOMITO3ULHH,
Kaszaxckast HalpioHasibHast KOHcepBaTopusi UMeHH KypmaHrasbl. Anmarhl,
Kaszaxcran.

e-mail: danara.mussakhan@gmail.com

JlebeneBa Enena BacunmeeBna - Dr. art, mpocdeccop JlaTBuiickoii
My3bIKaJbHOM

Axanemuu umen $13. Butosa (r. Pura, JlatBust).

37

Central Asian Journal of Art Studies N3|2018



38

ABtop Typassl Magimer: Mycaxan lanapa E., dpunocodust 1oKTOpsl
(PhD), my3biKaTaHy »KoHe KOMITO3HIIHS KadelpachiHbIH aFa OKbITYIIBICHI,
Kypmanrasbl atbiHaarsl Kazak yaTThiK KOHCEpPBATOPHUsICHL. AJMaThl,
Kasaxkcran.

e-mail: danara.mussakhan@gmail.com

Jle6enena Esena BacunbeBHa - $13. Butosia ateinnarsl JIatBust Mysbika
aKaJleMUsICbIHBIH ©HepTaHy JIOKTOpbI, podeccopsl ( Pura ,, Jlatus).

Author’s data: Danara Y. Mussakhan, Doctor of Philosophy (PhD), senior
lecturer of the Department of Musicology and Composition, Kurmangazy
Kazakh National Conservatory. Almaty, Kazakhstan.

e-mail: danara.mussakhan@gmail.com

Lebedeva Elena Vasilievna - Dr. art, professor of Latvian music Academy
named Yaz. Vitola (Riga, Latvia).



\ 4

KASAKCTAH
CAXHA
OHEPIHIH JAMY
KOHTEKCTIH-

ART STUDIES

JET]
KYbIPLLIAK
TEATPbIHBIH,

O3EKTI
MOCEJIEJIEPI

M. )KakcblibikoBa

'T.K. )Kypretos atbinnarsi Kasak yaTTeiK eHep
aKajleMHUsIChl,

Anmarsl, Kasakcran

KA3AKCTAH CAXHA OHEPIHIH AAMY KOHTEKCTIHAETI KYbIPLWAK TEATPbIHbIH ©3EKTI
MOCENENEPI

AxpaTna

MaKanaga aBTop GYriHr Ka3aKCTaHAblK CaxHa eHEepiHiH AaMy KOHTEKCTIHAEr KybIpLiaK TeaTpbIHbIH,
Macenenepi Typanbl 63iHiH FbIIbIMU-TEOPUSANBIK Ke3KapacbiH 6ingipeai. Kasipri TaHaa Xui anTbinbin, *a3blabin
YPreH Kyblpllak TeaTpbliHbliH, KOPKEMAIK AEHreni, OHbIH penepTyap Macesieci, KopepMeHAEPMEH XKYMbIC
*acaybl Typanbl, KyblpllaK aKTepiHiH caxHanblK TipWinik eTy TabuFaTbl Typanbl TYXKbIpbIMAAPbIH 6ingipeai.
3amaHayu TexHMKaHbl KongaHyfarbl TeaTpablH TabbiCTapbl MEH PEXKUCCEPIIK XoHe aKTepniK i3feHicTepre
Gara 6epineai. CoHbIH iWiHAe, epeceKTepre apHanfaH KyblpllaK KoMblNbIMAAPbIHbIH KOPKEMAIK epeci,
YKETICTIKTEPI MEH KEMLUINIKTEPI }anblHa Tangaynap 6epinegi.

TipeK ce3pep: KyblpliaK TeaTpbl, PEXMUCCEPNIK i3AEHIC, KyblpLlaK KOMblNbiMAapbl, CaxHa eHepi, akTepnik

oHep.
Kipicne ©3iH[iK ToMLWblNayFa AereH TanmnblHbICTaphbl, z
Kaazipri TaHga enimiafiH caxHanblK 6Hepi  KbI3FbUIbIKTbI CYPETKEPNIK Wellimaepi =
¥aH-XaKTbl JaMblM, 9PTYPJi KEPKEMAIK- MOEHU-TeaTPTaHYLWbIbIK TYPFblAaH Z
LWblFapMaLllblblK MiHAETTEPAI KYy3ere navbiMaaynapabl Tanan etefi. 9p Typni E
acblpbin Xatbip. Onapfa gep KesiHge i3eHicTep ApamMarnblK TeaTpnapna faHa E
TEOPUANBIK-3EPTTEYLLINIK Ke3Kapac eMec, KyblpllaK eHepiHae ae 6ankanbin E
6ingipy epKallaHia MaHbl3abl Macene. OTbIp. EpeKLue aKCnMpemMeHTTep MeH %
ocipece, Ka3aKCTaHAblK Xac TeaTp i3aeHicTepre 6apbIn KypreH eHep 2
pexuccepnepiHaeri emipai Kabblngaybl MEH  y3KbiMAapbl KaTapbiHaa AKTe6€e 0n0bICTbIK, g
&)
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«Anakan» xoHe AnMaTbl KanacblHbIH
MeMneKeTTiK KyblpllaK TeaTp/iapbl
6ap. OnapablH, penepTyapsiblK cascartol,
KepKeMAiri KeMen WblFapmanapsl,
Ma3MYH/bl CNEKTaKAbAEPI, TeaTpAblH,
3cTeTUKaNbIK-TopbUenik pyHkUuanapsbl
3epTTeyLlinep MeH TeaTpTaHyLlWblapablH,
Ha3apblH 63iHe ayaapTbin OTbIP.
KawaHaa ThIICbIMbIH illiHE BYKKEH
KyblpLLAK 81€eMi }acbl MEH ¥bIHbICbIHA
KapaMacTaH agam3ar 6anacbiH e3iHe
TapTaTbiHbl pac. ©ni 3aTKa XaH B6iTiprex
KyblpLUIAKLWbIHbIH iC-9PEKETI FYPLINThIK
MOH-MafblHara TOJibl, KYMUACbIH
allyra, XXymobarblH Wwellyre epikcis
acbIKTbipaabl. ECTe oK ecki 3amaHaapaa
OpMeHKenepaeri «<ayMaHabl eMipiH»
arKblpamac atpmbyTbl 60JIFaH KyblpLllaK
KoWblnbiMAapbl 6yriHae Kypaeni gamy
NpoLueciH 6acTaH eTKepin, epeKle
TaHbIMAbIK-TOPOUETNIK, o/IeyMETTIK-
durnocoduanbiK Kbi3METTEPII KaTtap
aTKapy HaTUXeciHae ahaHablK
MOEHUETTIH PEHOMEHIHE arHanbIn OTbIp.
KasaKcTaHAblK KyblplaKLblnapia e3
CNeKTaKbAepiHae 3aMaHayn TEXHUKaHHI,
KyblpLUAK XYPridygiH *aHa agic-Toecingepai
HOHIMEH KonaaHbim, COHFbI 6ipep Xbinga
9NIeMJiK TeaTpsblK YaepicKke 6eT 6ypfFaHbIH
GanKaTbIn Kyp.

9picrep

KybIpluaK TeaTpbl Typasibl Xa3bliFaH
KenTereH WweTeik }oHe OTaHAbIK TeaTp
3epTreyLinepi MeH NPaKTUKTEPIHIH,
eHbeKTepi aca Ken. Onapaa Kyblpliak
TeaTpblHbIH 63€KTi FbIIbLIMU-TEOPUASBIK
Macesenepi apaanbiM anTbiNbIN Kenemqi.
bipak, eKiHillKe opai, enimisae Kyblpliak
TeaTpblH TeK 6ananapra apHanfaH eHep
MeKeMeci peTiHae KapanTbiHAapabIH
Katapbl mon. OcbiHAaM cTEPEoTUTI
NiKipAiH TePICTIiriH, 6yn eHepaiH 6apnblK
TONTafbl aJamMapFa apHanfFaHabIfbl
Typasbl OTaHAbIK 3epTTeynepaid, a3abifbl

6apbl 6arKanaabl. COHAbIKTaH MaKanaga
canbICTbipMaibl 3ePTTEY, ChiHLWbIIbIK
TOMLLbIAY MEH CMEeKTaK/b/li CEMaHTUKaNbIK
dJlicneH Tanjay xysere acblpbinbim,
enimizgeri Kyblpllak TeatpnapblHbIH,
Kancblbip Macenenepi TyKblpbiMaanbin,
KeTepineai.

HaTHxxenep

Kasipri KasaKkcTaHablK KybIpLUAK,
eHepi anemiik TeaTpnbIK yaepicte e3
OPHbIH anfaH M3JEHUETIMI3AIH Biperen
canacbl gereH ol TyniHaenmis. OHbIH
3aMaHayu TexHonorusanapabl Mesrepygeri
WETICTIKTepI ipreni isaeHicTepaiH, HOTUKECI
Jeyre MyMKiHJiK 6epegi. KybipwaKkTap
eHepi TeK }ac 6ynaipwiHaepaiH FaHa emMec,
epeceKTep ayauTopusacbiHa Aa KEHiHEH
3CTETUKaNbIK 1933aT 6epeTiH, pPyxaHU on
canaTblH MBJEHN OPbIH.

Mikipranac

Anmatbigarbl MeMneKeTTiK KyblpLuak
TeaTpblHbIH YXbIMbl COHFbI MaycbiMAa
epeKceKTepre apHanfaH B.MOHOBTbIH,
«AHa Xyperi», LI.AUTMaTOBTbIH «AHa
— X¥ep aHa», EBpunuariH, «<Megaescobli»
CbIHAbI KOMbIbIMAAPbIH KEPEepPMEH
Ha3apblHa YCbIHbIN OTbIP. TeaTpAblH, 6y
WblFapMaLllbliblK i31E€HICTepi Typanbl
ap TYPJIi NiKipaep anTblbIN Xyp. Pecmu
emec 6acbl/ibiMapaa, atan anTkaHaa,
«Facebook» aneyMeTTiK XeniCiHiH
napakxluanapbiHia XeKenereH eHep
KanpaTKepnepi MeH LWblFapMallblfiblK
OpTaHblH, FbIIbIMU-3USASbI KaYbIMHbIH,
KbI3Y AUCKyCCHUsITapbliH 6GanKan Xypmi3.
OprtaK 6ip o1, KasakK efniHe Kyblpllak,
TeaTpbl KaXeT Ne }oHe 01 epeceKkTep
ayauTopUsiCbiHa KbI3MET eTyi AypbIC Na
[lereH cayanpap TeHiperiHae oHrime
ep6iTeai.

Ocbl MBCENEHIH, FbINIBIMU-TEOPUANBIK,
Heri3aepiH 3epTrey 6apbiCbiHAA, KybIpLLAK,
TeaTpblHbIH KepepMeHi TeK 6ananap faHa



€MeC, KyblpLlaK eHEePIH KYPMETTENTIH

Ke3 KenreH asamar 60/1a afaTtblHblHa K63
KeTKi3AiK. OHbIH Heri3ri ce6ebi 6yriHri
aNeMJiK TeaTpnblK YAepicTe oTin XaTkaH
¥aHpnapablH 6YNbIHFbIP TAPTbIN, KYpAeni
e3repictepAi 6acblHaH Kewin KaTybIMeH
6annaHbICTbl. DNIEMAIK CypeTKepaep
A.lLlanupo, T.KypeHT3UC KyblpLlaKTbl
onepapga, an 6acka pexuccepnep apama
TeaTpnapblHAa KoNAaHyOblH onaapblH
KepceTin xyp. PpaHLy3 KyblpLUaKLWbIChbl
®. KaHTUaH Kynnuanbl KoMblnbiIMAapbl
Tyrengemn 3amaHayv TexHosiorusanapabl
HETIK KONIaHyOblH HOTUXKECIHAE epeceK
KOPEPMEHHIH, XKYPEriH «MaruacbliMeH»
aynan anfaHbl *acblpblH emec. py3uHaiK
Plrabpvnan3eHiH, MapuoHeTKa TeaTpbl Kyni
anemMaiK ay3blHa KapaTbin OTblipFaHbl Aa
Genrini.

Pecennik KyblpLlak pexuccepi
M.Koponég: «<Kasipri KyblpllaK eHepiHiH,
©3€eKTi Maceneci — 6y 3KCNEPUMEHT
acayfra KaKbl/bl 601y, SFHU OCbl
Kanagafbl, aTanMblll YXbIMAAFbl
aKTepnep KypamMmbIMEH XacanTblH 63iHiH,
HEKe 3KCNEPUMEHTIH Xacay KYKbIfbl.
LLbiFapMallblnblK TOYEKENCi3 ellKaHaanaa
KbI3bIKTbl KYObI/IbIC 60/IMaNTbIHbI LWbIHAIK.
BipaK aKcnepuMeHTTiH anablHaa ap
JanblM KMbIHObIKTApP MEH Kedeprinep
KenTten Kesaeceni. byn TeatpablH,
6acLblNbIfbl, YXbIMHbIH MHEPLIUSCHI,
CbIHIWbINApAbIH NiKipaepi, T.6. Konbannay
60/ybl MYMKiH. An 6yn macene e3
KeseriHae 6ipcapblHAbIIbIKKA, YKCACTbIKKa
YPbIHAbIPapbl Ce3Ci3» [1] — AereH eKeH.
KenTi KepreH KeHe Ke3 pexuccep nikipi ete
OpPblIH/bl EKEHIH MOMbIHAAMacKa LapaMbl3
OK. OHepiH anfFa XbUTKybl apaanbiM
OCbl CaxHasblK 3KCNEePUMEHTTEPIMEH
6ainaHbICTbl 60NaTbiHbl Aanenaeyai
KaeT eTrnenTiH akcnoma. CoHabIKTaH
AnmMartblgafbl KyblpLlaK TeaTpblHbIH,
epeceKTepre apHanfaH KOMblbIMAaPAbI
KOJIfa anyblHa ellKaHaan Aa 3aHHaManbIK,

TEOPUANBIK-TOXKIPUOENIK ThIMbIM }OKTbIFbIH
TyciHeMi3. [lereHMeH, i3aeHictep TeaTpAblH,
Heri3ri gamy TeHAEeHUUsACbIHa anHanbin
KeTin, KillKeHTan 6ynaipwiHaep yxbim
Ha3apblHaH TbIC KanlMak Ma fiereH Kayinte
¥OK emec. bipak, 6y MocefieHiH CbIpTKbl
cunartbl FaHa. Heriari TyMiTKin ocblHay
epeceKTep ayauTopuacbiHa apHalFaH
CNEKTaK/bAiH KOPKEMAIK-NOEANbIK AEHIENI
KaHAawn fapexene eKeHiHe wayan Tady
60/IMaK.

AnMaTtbl MEMESTKETTIK KybIpLUaK
TeaTpblHbIH penepTyapbiHAa YIKeHaepre
apHanfaH a3ipre oH WaKTbl CNeKTaK/b
FaHa 6ap. ConapabiH MbicanbiHaa
TeaTpAblH AJamy 6afbiTblH 6aranan Kepcek.
AnfawKbinapabliH 6ipi 60nbIiN epecek
KepepMeHre »on TapTkaH A.l1.4HexoBTbIH
«KawTaHKa» (pexxunccepi K.Agbiios)
KOWMbl/1bIMbl 60/1bl. KapanaibiM KYLWIiKTiH
OMip XMKasAChl, OHbIH CaxHasblK XKy3ere
acybl, KyblpllaKTapabl XYpPridyaiH xaHa
ToCIIAEPIH KepPePMEH AyPbIC TYCIHIN
Kabblngaabl.

Cewrin, Teatp 2017 *binbl <AHa
XYperi» KOMblbIMbIH apblKKa LWbiFapabl.
Hac pexxuccep A.3anUeBTiH anfallKbl
TYbIHAbINaPbIHbIH, (aTaMblLW TeaTpaa
«BypaTUHOHbI» KOWFaH) Gipi OYriHTi
KOFaMbIMbl3a aca MaHbI3/ibl/IbIKKa e
AHa MeH 6anaHblH apa-KaTblHacblHa
apHanfaH. ©3eKTi TaKblpbINTbl apKay €TKEH
Oip cafFaTTblK KOMbI/IbIM CEMaHTUKaNbIK
acTapbIMeH, Kypaeni metadopanblk
TiniMeH KbI3bIKTbipaabl. Pexxnuccep caxHaga
KapanaunblM KoNaHbICTarbl 3aTTapFa aH
OiTipy apKbl/ibl 8p6ip PEKBU3UTKE KaHalla
MafblHa CbiNFbl3FaH. COHbIH, HOTUXECIHAE
CMEeKTaK/b/iH acTap/ibl KOHTEKCTI Ty3ineai.
MaceneH, cneKktaknbaeri epekuie
aKLEHT 6epineTiH «anTblH anMa» apKbiibl
OipHewe Ma3MyHabl yFaMbl3. bipiHWwigeH,
a/iMa — TblMblM callblHFaH KeMic, KON
KETKEH KYHHIH e3iHae, COHbIHAa 6ip
6epekKe 60/IManTbIHAbIFbIH TYCIHCEK,
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eKiHWiaeH, 6yriHae coHre anHanfaH
«AdOH» TenedoHbIHbIH NenbniHae ecke
canajbl. AFHWN, «CEHiH, «anTblH anMaHy
OK na?» AereHHin, Herisinae «<ANPOHbIH»
6ap mMa?» fereH cayanibl aHfFapy K1blH
emMec. Ocbl CUSKTbI, CNEKTAKIbAIH,
MafblHaCblH alla TYCETiH Keneci 6ip
lwewim — 6ellKenepMeH apnasnblCKaH
AHa caxHacblHAa opblH anagbl. Kapa
TeMip B6ellKkenep — TayKkbIMeTTep, ayblp
eHOeK, KUblHAbIKTapablH 6enrici peTiHae
cennenai. IWTeH WhIKKaH WwWybap KblnaH
6anacblHa «anTblH anMaHbl» Kanan
6oJ/icafa anepMeKKe 6en 6yFaH AHaHbIH,
Kapa }YMbICKa Xerinin, TbipallTaHFaHbIH,
€C LWWbIFbIM, }aH KETKEHLLE KYPECKEHIH
peruccep naHToMUMa TiniHAe aaemi
lwewKeH. KapananbIMablNblFbIMEH KO3
TapTbin, 6ipaK MO yFbIMAbl CblAFbI3FaH
Tafbl 6ip YTbIMAbI WELWIM — apKaHaap.
ApKaH — eMipniK xongap. bana

€CEeNreH camblH, ©MIPAIK XonblHaA

e3re ajaMmaapMeH KapblM-KaTblHacKa
TYCKEH CalblH apKaHaap-onaapaa
KebeMin, watbica 6actanabl. bipi 6iTce,
eKiHuwici 6actanagbl. KbIM-KybIT 6Mip
afbIMbIH PEXUCCEP OCblNaKLla KeTKi3eai.
CoHbIMEH KaTap, bIpbIMWU MaFblHaHbI Aa
AypbIC KongaHfaH pexxunccep AHaHbIH
KONblHAa yCTaraH blablCTaFbl CYTTiH TOTiNyiH
CMeKTaKnbre opbiHAblI NanaanaHaabl. CyTTiH
aKTapblnybl 6enrini 6ip accounaTuBTi oM
TyObIPbIM, CNEeKTaKNbAiH ApaMaTU3MiH
KotonaTta TYCKeH. Con CUSAKTbI, AHa KOJbIHa
LWblpaK ycTan WhbIFybl, COJ WbIpaKTbl
banacblHbIH TyFaH KyHiHe cbinnan: «MeHge
6apbl OCbl FaHa, asllbl, Ky/1IbIHbIM» 1ereH
CO3iHiH acTapblHAa «<KaHbIMbl 6epeniH»
JlereH TYCiHIKTiH }aTKaHblHAa peTiMeH
OKblna 6epgai. ©3iHiH TyNKi MaKkcaTbiHa
ETy XonblHAa pexuccep A.3anues
aKTepnepai eki nnaHaa, aFHu Tipi akTepai
}OHE KybIPLLAKTbI a KOWbIIbIM TiHIHE
€pKiH eHri3reH. TapkaTa anTtcak, AHa
6enHeci — apamanslK Kintre, an bana
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6enHeci KyblplaKneH (Ken Keaaepi on
Jpama ypaiciHae) onHanagbl. AKTpuca
T.TneynuHoBa posibAiH NCUXONOTrUSANbIK-
naacTUKasblK NapTUTypacblH AypbIC TYCIHIN
opblHAanabl. T.TneynMHoBa KacafaH

AHa 6erHeCI }yperi XKblNblIbIKKa TObI,
MenipiMmai, Nep3€eHTi YLliH WbI6bIH XaHbIH
[a assManTblH oHnen KenniHae KepiHeai.
AKTpuca apamManblK cuTyaumsanapaarbl
KeuninkepaiH TebipeHictepi MeH
TONIFaHbICTAPbIH Webep KeTKizin,
CNEeKTaK/bAiH MOH-Ma3MYHbIH apTTbipAbl.
ToNKbIHHbLIH, AHacbl — Ka3aKTblH HEMece
6acKa Oip YNTTbIH FaHa eMec, }ep 6eTiHaeri
AHanapgpblH, *WHaKTblK 06pa3bl AeHreniHe
KeTepinreH. bana 6eMHecCiH acafaH

PAGY KyblpLUaK Xyprisyaeri webepnirimeH
KaTap, ApaManblK caxHanapaa Keninkepaix,
aH-AYHUECiHe A€ ell KMbIHAbIKCbI3 eHe
anaTblH Mo KabineTiH 6anKkaTTbl. Kasipri
TaHAaFbl 6ananapiblH, NCUXONOTUSACHIH
¥eTe 3epTTereHi e OHbIH, KybIpLIaKThI
OoWHaTtydafbl KENiNKepaiH AayblCbl MEH
YHiH, EpPKeniriH, ic-opeKeTTepiH agemi
ynnectipreHgirineH kepiHgi. Aktep PAGy —
Bana 6enHeci apKblabl OYTiHTi XXacTapablH,
KEeCKiH-KenobeTiH Ko3 anabiMbl3Fa aKene
oepai.

Pexuccep bana meH AHaHbIH 63apa
KasaKllia }oHe opbICLla CenneTy apKblbl
3aMaHbIMbI3/blH TaFbl 6ip YLWbIFbIN
TYpFaH MacCefieCiH — eCKeNeH, ypraKTbiH
aHa TiniHeH WweTTen 6apa *aTKaHbIH el
nagocchbl3, ypaHChl3-aK KeTKiseqi.

3amaHayu TeaTtp CTUINCTUKacCbIHAA
KOMbINFaH CreKTaK/be GipHeLle KaHp
ynnece, yHaece WofblpiaHFaH. bipimeH
Oipi iluTen 6annaHbica TyblHAAMN KaTKaH
KapuKaTtypa MeH xoperopadus (TYHTi
KNy6 KepiHici), naHTOMMMa (AHaHbIH,
ayblp *YMbIC }acaFaH caxHachbl), caTupa
(TyFaH KYH TOWTaUTbIH TYC) 3NIeMEHTTEPI
cabaKTaca epicTer, OKUfa COHbl OPbIH
Tonmac Tpareausira (AHa efimMi) oMblicybl a
KUCbIHAbI.



Pexknccep cnektaknbiin, eH, WeLyLi
KaWfblabl COTiIH caxHanblK 3D adbdeKT
apKblbl XKeTKi3eai. «CeH MeHiH aHam
€MecCCiH, 01 MEHiH, aHam eMec...» gen
banaHblH aHacblHaH 6ac TapTy KepiHiciH
pexuccep caHanbl Typae caxHaga 3
peT Kantanan kepceteai. Ocblnaniia,
aHa efliMiHe oKeneTiH TparegusbiK
aFaanablH, TybIHAAY KMbICbIHBIH OPbIHAbI
aKTan anagbl. bip »afblHaH 3D addeKT
3 peT KanTanaHfFaHabIKTaH KylafblHAbI
}aHFbIpbIKTan cakTanblin, }aabiMbl3aa
atTanbin Kanagbl. CneKtaknbae
KOMaKTbl JeKopalus 6o/iMaraHbIMEH
cypeTwi (C.MenueB) )yMbiCbl 6ipaeH
Keare Tyceqi. Okuranap eTeTiH
OPHbIHbIH HAKThl K6LLIPMECiH eMec,
ic-opeKeTKe Konannbl MmeTadopanbliK
cueHorpadUsHbIH }acanaybl pexucepain
CNeKTaKIbAeri yaKbIT MeH KEHICTIKTI
YTbIMAbl COWNETYre Mo MYMKIHAIK 6epreH.
AKTepnepaiH Kosfanyra MKemai Knimaepi,
KyblpllaKTapAbliH GYHKLUWUOHaNAbIfFbI
}OHE KOMbINbIMHbIH KOPKEM/IK NaesiCbiH
alyra 6afblTTanfaHbl — KaxKbIpsbl
€HOBEKTIH eMici. My3blKasblK XaHe
apblK NapTUTypanapbl Aa ap6ip
KOPIHICTiH, MOH-Ma3MYHbIH TepeHaeTe
TYycyre apHanfaHAblKTaH CneKTaK/biH
6iTeKanHacKaH 6ip MmylweciHaen 6ongbl.
OKuWFaHbIH, cloxeTi banaHblH, ecTenik
XaTapblH OKybIMEH 6aMNaHbIChIMN
oTblpabl. CneKTaklbre KaTbICyLbl
6ap/iblK aKTepnepre Ke3ekTecTipe xaT
OKbITYy apKbl/ibl }XahaHHbIH ap TYKNipiHae
AHacblHa 63 XaH CbIPblH apHan aTKaH
*aHaapablH ecTeniktepi 6ap eKeHiH
YETKIi3rici Kenepi pexxuccep. [lereHmMeH,
XaTTap MaTiHiHiH 6ip-6ipiHe YKcaCTbIfbl
KOHe oHAa cypeTTenreH 6enrini 6ip
OKWFaHbIH 601Maybl, AFHWU paMaiblK
epicTey/liH }OKTbIFbl, CMEKTaK/b/i
BGipcapblHAbIbIKKA oKenreH. Erep
aKTepnepaiH, MyMKIiHAIr eTce, 6onallaKkTa
XaTTapbl TEK OpbICLUIa, Ka3aKLlla faHa

emec, 6acKa Tingepae e OKbITyFa
6onatbiHgan. CNeKTak/ibe «KapaHfbliay»
addeKTici acipe Ken KonaaHblIFaHabIKTaH
TYbIHAbIHbIH KOPKEMIK TYTacCTbIfbl
caKTanMam }atTbl. COHbIH, canjapblHaH
KOMbI/IbIMHbIH, HB3iK aTMocdepachbiHa
HYKCaH KenreH. CrneKTaKk/bre KaTblCKaH
yXbIM Mywenepi A.JKakbin6aes,
A.Banbipb6eKkoBa, A.CaKkTaraHoBa,
M.Kamanos, IbeicembaeBa caxHanblK
CEPIKTECTIKTI Webep MeHrepreH. OpTak
KUMbIJ1, YHOECKEH 9peKET KOMbINbIMHbIH
CbIPTKbI MiWiHiH acTap/ibl MarbiIHaMeH
TONbIKTbIPYFa ThIHFbINbIKTbI KbI3MET
aTKapfaH. «bapiH anTtTa, 6ipiH anT»
JeMeKLUi, CneKTaKNbAiH KepKeMIiK
naescobl — AHara KYpMeT KepcCeT, KacblHaa
XypreHge asna, colina... anutnereHae,
«KOJila 6apaa anTblHHbIH Kadipi }OK»,
Kanblfa anblpbl/iblN KaaacblH Aerex
Kypaeni ongbl 6asHaanabl. Ocblnaniia,
ayKbIMAbl la 63€KTi TaKbIPbINTbl apKanaraH
«AHa }yperi» CneKTaKki YNIKeH-KiWi gemen
GapliaHblH XyperiH 6aypajbl. byn 6i3re
3KCMNEPUMEHT CaTTI OTTi Aeyre MyMKIiHAIK
oepeqi.

ATanMmblLl 6HEP YK bIMbIHbIH
epeceKkTepre apHasifaH Keneci
KomblibiMbl LLILAMNTMaTOBTbIH, «AHa —

HKep aHa» (pexuccepi . Kymaban)
cnekTaksi 6onabl. COFbIC TaKbIPbIObIH
apKay eTKEH KOWbl/IbIMHbIH, CaxHasblIK
¥yneciHae KyblpllaKTapaaH KapafaHia
JpamMarnsblK }afblHa MOJ1 OpblH 6epinreHi
Typanbl 6acnacesne ae anTbliabl.
«KyblpwaKkTapablH Aa TYP-TYCiHIH

6ipaen 6onybi» [2, 57 6.], «<KybIpLUaKTap
Ja 6ip-6ipiHe yKcan KaJsiFaH XKaHe 01
KyblplUaKTapfFa pexunccep akLEeHT Te
6epMereH, HerisiHeH akTepnepait
ApamMarnblK KblpblH KOPCETY aFblHa
KebipeK MaH 6epinreHAaiKTeH ge
epeceKTepre apHasfFaH creKTakib

aen Kabbingaabik» [2, 59 6.] — nereH
nikipnep »as3blngbl. Kannbl cnekTakabae
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KyblpLlUaKTapAblH a3blfbl 6anKanbl.
byn maceneHiH TepKiHi TeaTpaarbl
apHaKbl KyblpLlaK *acanTblH lebepaiH,
OKTbIFbIMEH 6al/laHbICTbl EKEH. «<HaFbI3
TeaTpAblK KyblpLUAK 6Hep TyblHAbICHI 60MYbI
KepekK. KybipliaKTa webepaiH cypeTkeplik
KanTanaH6ac KontaHoachl 601ybl KAXeT,
OipakK, eH 6acTbICbl, 0/1 CMIEKTAK/bIIH,
anTap OoMblHa TONbIKTaM COMKeC Kenyi
THic. Kyblpliak 6acTbl OESIHbI }EeTKi3in,
CNeKTaKNbAiH KepKeMiK 6e3eHaipy
YMECiIHe epKiH eHin, KoNnaaHyFa ete
bIHFaW/bl, OPi aKTEPAiH «KOMbIHA LaK»
©0/bIM, OHbIH CaxHanblK cepikTeciHe
anHanfaHbl MaHbI3ab» [3, 6 6.]— aen
}asafbl OpbIC KybIPLIAK pexuccepi, api
neparor B.CoBeToB. KybIpluaKThl }Kacay
OHJipici enimizae ¥Xonfa KonbliMaybl,
apHaWbl KyblpLUaK WebepnepiHiH a3ablfbl
KyblpLUAK CNeKTaKkbAepiHiH KepKeMIIK
OUViKKe WbIFybiHa Kon 6annay 60/ybIMeH
6annaHbICThI.

Ochbl MaceneHi ety »onbiHaa
AnmMatbl MEMJIEKETTIK KybIPLUAK TeaTpbl
Kenuwinik Ha3apbliHa AinablH CanbaHHbIH,
pexuccepniriMeH KonbliFaH Ke3eKTi
cnekKTakniH «MeaesiHbl» YebiHAbl. Enimisain,
*Kac 6yblH peruccepsiepi KatapbiHaa
i3EeHICTEPIMEH KB3re TyCin XKyprex
A.CanbaHHbiH KonTaHbachl TONbIKTan
KanbINTachbIn yrepMereHiMeH, epekie
TeaTpnblk MeTadpopanapra KylTapbifhbl,
anpblKla dopmara TannblHbICbl 6GaKanbin
Xyp. «Menes» TpareguscbliHa fa pexuccep
ThiH, WeLiMaepiMeH KenreH. CnekTaknbae
ON «TeaTpiarbl TeaTp», «<KaTbire3aik
Teatpbl», «cayHApama», «<MupoOHUSANbIK,
LweTrey» («OTCTPaHeHMe»), T.6. pexnccepik
TocinaepiH TMiMai ToKkamnacTblpFaH.
TparegusaHblH, ilWKi Ma3MyHbIH allyFa
OafblTTanfaH CbIpTKbl GOPMaHbIH YTbIM/bl
TabblNFaHbl pexuccep weweimaepiHiy,
peTiMeH OKbIbIM }XaTKaHbIMEH
6annaHbICTbipyFa 60najbl.

CrneKTaK/b 3KCNO3ULUSICHI TpareansiHbIH,
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HEri3ri TaKbIPblObl OTGACLIIbIK OMIp
YalblHa eKeHiHeH xabap 6epeai.
«CeHaepre apaanbIM OpbIH 6ap, ak

oTay TepiHe KOHblHAap» — Aen KeneTiH
KalblH OYKapafa KeHiHEH TaHbIMa HHIH,
ayeHimeH 6ip-6ipiMeH cymicin TabbiCKaH,
Kenobipi MaXOYpniKneH XynTacKaH
¥aHAapablH 6acKocybl KepceTinegi. byn
¥ac KybannapablH apacbiHaa ani e
KOFaMbIMbl3/a allblK anTblla 6epMENTIH
OipXKaKTbl Maxabbar eKingepi ae 6ap.
Pexuccep otbachblNblK KaTblHACTbI €Ki
6acblHa HeKe Xy3iri 6annaHfFaH xintepai
(necka) KongaHy apKblbl }eTKiseqi.
bBensepbangbl Tocinge onHanraH
3KCMNO3ULNSA CAN CO3bIbIHKbIPan KETKEHI
6o51Maca, Herisri OKMFaHbIH, MOHIH allyFa
apHanfaH. Apbl Kapan pexuccep A.CanbaH
CMeKTaKberi «OMblH epeXeciH» Kbl3bIKThbI
eTe Tyceai. KonblIbIMHbIH, HAppPaTUBTIK
Heri3iH e3repTy MaKcaTblH[a «TeaTpaarbl
TeaTp» TOCiNiH KongaHaabl. AfFHKW, caxHaaa
Onumn Kynannapbl 3eBc, lepa, Ana,
AdpoauTa, Ippuaa, T.6. apacbiHaarbl
KapbIM-KaTblHaChbI, TipLWiniri cypetreneg,.
Byn KepiHicTe exenri rpek MudTepiHae Ken
anTbinaTtblH KyaannapapbiH, Wwat-wagbiMaHfFa
TOMbI CanTaHaTTbl eMipi FaHa eMec, e3apa
KUKIMKIHre ToNbl bIMblpachl3/blfbl Aa
WeTKisineni. AKblpbl, Co3 TanacTbipyaaH
¥alblKKaH oflap CneKTaKk/b OMHayabl XeH
caHafbl. <AflaMHbIH TaFablpbl KyoannapabiH,
KOJIbIHA@» OEreH eXenri rpeKTepain,
ceHimaepiHeH 6acTay anfaH CneKTaK/bAiH,
CbIPTKbI POpPMAchl MbeCcaHblH Ma3MyHbIHA
Keperap eMec. «MpOHUANBIK LIETTEY» 8iCi
apKbl/bl perxmMccep CneKTaKkb NaeschlH
rPeKTEPiH AYHUETAHbIMbIHbI ascbiHaa
LeLKEeHIMeH caxHagafbl OMbIHAH OYriHri
KYHHIH KerinKepnepiH Kepemis. lNbecaHblH
Kynall-Kynalw MaTiHiH TeiHAan, Kabblnaay
Kagsipri KepepMeHre cbliHakK icnetri. Con
cebenTi ie pexxuccep nbecaHbl KbICKapThIM,
OHbI iC-KUMbIJIMEH KOMKEPYAiH, ¥O/1bl
peTiHae Kyaannap emipiH 6ensepbanbl



OPKETMEH TONbIKTbIPFaH.

An, }annbl CNeKTaKk/b NbecaHblH
Heri3ri XeniciHe cyneHin, MegesiHbIH
aMenaiK KannblH, ou-TebipeHicTepiH
eTKi3yre apHanagbl. Meges poniHaeri
aKTpuca A.balbipbeKoBa 63 KEMNIMKEPIHIH,
6acbiHa TYCKEH TpareansiHbl 60aYybIH
KalblHAATbIMN, NCUXOJIOTUANbIK TEPEHIIKNEH
eTKiseni. Kybipliak Kypridyain ae
KbIP-CbIPblH €PKiH MEeHrepreHi e6aeH
6anKanbin Typ. MeaesHblH 6yblipKaHFaH
Maxab6aT cesiMiHe ToJbl TOSIFaHbIChI
calKblHKaHAbl ACOHHbIH (aKkTep PAGY)
yperiHe acep 6epme anmagbl. AKTep
PAGy opblHAayblHAaFbl ACOH 6eHeci aca
ycTam/bl. AKTEP KEeNinKkepiH KacaH, capaH
OWbIH 6PHEriMEH KeCKiHaereH.

OKWFaHbIH 2NeyMEeTTiK acTapsbl
CIOXETKEe opKe3 apanachin OTblpaTbIH
«XalblK YHIMEH» allblfia Tyceai. AHTUKa
TeaTpblHAaFbl FTPEK XOPbIH ECKE canaTbiH
«XanblK eKingepi» MeaesiHblH «<HaMbICbIH
aHbIM», KayeceT XKEeTKIi3in, «Tyumeaenai
Tyneneu eTin» KepiHyiHe aT canbicajbl.
ONEYMETTIK XeninepaiH Kbl3MeTiH,
KOFaM/blK ON TyAblpYAbIH TETIKTEPIH
acTapnan XeTKi3reH 6yn KepiHicTepaiH ae
auTap oMbl canMakTbl.

OKuFaHbIH, WapblKTay LWeriHae opblH
anaTblH KEK CaxHacblH pexuccep
«KaTblre3aik Teatp» TociniMeH wewea,.
KpeoHT naTwa MeH OHbIH CYMIKTi Kbl3bl
a)kan KywTbl, 6yn KepiHicti A.CanbaH
KyblpLUAKTapAbl CbiHAbIPY, KMpaTy apKblfbl
ETKIi3in, }apKblH TeaTpblK Tinae
(HaTypanabl eMec) }y3ere acblpblafFaH
LewWiM KepepMeHHiH aMoLUsCbIHa eMeC,
caHacblHa acep 6epreHi aHblK.

CneKTaKkbAiH ceMaHTUKaNbIK
yMeciHae caxHa opTacblHAa OPbIH TENKEH
BaHHa — oTbacblNblK 6MipaiH, 6enrici,

Cy TipWwinik Kesi, ot — Meaest MeH ACoH
apacblHAafFbl bIMbIPachl3 KeniccesmiH,
6enrici, an okMra puHanbliHa Kapan
BaHHagaH Aup (3ep acTbiHaafFbl eni

¥aHJapblHbIH NaTLAChl) anbIn WblFaTbiH
KOC Kapbbl3 — MaxabbaT KeMici, AFHU
CoOU-MEeP3EHT EKEHIH KETKIi3eTiH
anwwbIKTbl 6enrinep. OnapabiH 6api 63
KeseriHae KepepMeHai GunocoPpusanbik,
Tonuwblnaynapfra xetenen oTtbipabl. OKuFa
$duHanbiHaa MeaesHblH 63 6ananapblH
enTipyre utepmenereH AuMATIH (aKTep
LL.KynHa3apoB) Kapbbl3/ibl KbICbIM KepCeTy
apKblJibl XapFbl3ybl — pexuccepai
MaHTypLirephik KblMbICTbl Menes
MOXOYPIKTEH }KacaFaH AereH onra
yetenewngi. An cneKTakabAiH, COHFbI
HYKTeciHae AnaTiH e3 6ayblp/iapbiHa
apbl/iFaH Kapbbl3bl *Keridyi — oMblHHaH
OT WbIKKaHbIH XeTKi3ai. CneKkTtaknbae
KEeTKEeH KeM-KETIK, aTTereH-annapaa

HOK emec. TeMNo-pUTMHIH 6asynbifbl,
KyblpllaKTapAbl Xypridy TecingepiHaeri
KeMUWINikTep, aktepnepaid caxHaga
TipWIiNiK eTy ongapblHbIH, (aKTEPNiK
CTUWINCTUKACbLIHbIH) 8p TYPJli 60/1Ybl yaKbIT
eTe OpHblHA KeneTiHi ce3ci3. EH 6acThIChI,
CNEeKTaK/bAiH e3refiepre yKcaMamnTbIH
caxHasblK KECKiHi 6ap, naescbl 4a 6ypblHFbl
cypneynepai kantanamanabl. Ocblnaniua,
KeHedeH TaMblp TapTKaH aHbl3 OKUFachl
OYriHrinik actapra ne 60nbIn, 63iHAiK
aHa welliMmaepiMeH XypPTLWbIIbIKKa XOon
TapTTbl. KONbINbIMHbIH, 63 KEPEPMEHI,
¥aHKynepnepi 6onapbl Co3Ci3.

KopbITbIHADbI

ByriHri KasaK caxHa eHepi KaHalla
JaMy npoLeciH 6acbiHaH eTkepyae. COHbIH
ilWiHae KyblpllaK TeaTpbl XaHa KepepMeH,
YaHa KepKeMJiK 61iKTi 6aFblHAbIpYyFa
MaKcaTblHAa Mo i3aeHicTepre XyriHin
HaTblp. 3epTTey HOTUMKECI KEPCETKEHAEN,
YIKeHAep ayauTopusiCbiHa apHanfFaH
3KCMEPUMEHTTEP 6T€E KbI3bIKTbl, Bipak
CNEeKTaKIbAepiH KOPKEMIIK canacblH afii
[le apTTbIpy, XeTinaipy KaeT. EKiHwigeH,
enimisfe epeceKkTepre apHaafaH Kyblpluak
CNEeKTaKNbAepPiH KOt enimMizae 6yTiH
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6ip TeHAEeHUUSAFa alHanbiN KETKEH XKOK, TaburaTbl e3repreH. AKTepnepaiH TeK

fereHmeH 6yn ayaMtopusiga Kyblpliaktap KyblpLUaKLLbl FaHa emMec, ipamManbIK
KeMeriMeH KoublnFaH ayHuenepai KblpnapblHbIH, A& pexuccep TapanbiHaH
TaMallanayra neningi ekeHiH 6ankaablK. Ha3apfa anblHbIN OTbIpFaHAbIFbIHA KO3
YWwiHwigeH, KyblpllaK aKTepiHiH OMblIH WETKI3AiK.
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NMPOBJIEMbIl TEATPA KYKOJ1 B KOHTEKCTE PA3SBUTUA CLLEHUYECKOI'O UICKYCCTBA KA3AXCTAHA

AHHOTauuA

B cTatbe aBTOp paccmatpuBaeT Npo6eMbl KYKOSIbHOrO TeaTpa B KOHTEKCTE Pa3BMTUS Ka3axCTaHCKOro
TeaTpanbHOro ucKkycctea. CerogHsa 4acTo roBOpsT O XyA0XEeCTBEHHOM YPOBHE KYKOJIbHOIO TeaTtpa, ero
penepTtyape, 0 TOM, KaK OH paboTaeT Co 3pUTENSAMU, O CMIEKTaKSAX M O NPUPOAE CYLLECTBOBAHMSA akTepa
Ha cueHe. OueHnBaloTCs pe3yNbTaTbl UCMONb30BaHUS TeaTPOM COBPEMEHHbIX TEXHONOMMUM, AOCTUKEHNUS
PEMXMCCEPOB M aKTEPOB.

KnoueBble cnoBa: KyKOJbHbI TeaTp, PEXUCCEPCKMUE MOUCKN, KYKOSbHbIE CMIEKTAKI/IN, CLLEHUYECKOE
MCKYCCTBO, aKTEPCKOE UCKYCCTBO.
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PROBLEMS OF PUPPET THEATE IN THE CONTEXT OF THE DEVELOPMENT OF SCENIC ART IN
KAZAKHSTAN

Abstract

In the article, the author examines the problems of Puppet Theater in the context of the development of
Kazakhstanis Theatrical Art. Today they often talk about the artistic level of the puppet theatre, its repertoire,
how it works with the audience, about the performances and about the nature of the existence of an actor
on the stage. The results evaluated of modern technology by the theatre, the achievements of directors and
actors.

Key words: puppet theatre, directorial searches, puppet shows, stage art, acting art.



Astop Typasbl Mmagimert: YKakcbuibikoBa Mepyept BosiaTkaHKbI3bI -
eneprany kanauaatel, T.K. JKyprenos ateinnarst Kazak yaTTeik eHep
aKaJleMHsICbIHBIH, Jo1eHTi, AsimaThl, Kazakcran.

e-mail: topjargan@mail.ru

Caenenust 06 aBTope: JKakcbluibikoBa Mepyept BosaTkaHKbI3bl —
KaHIMIAT UCKYCCTBOBeNeHHs, IolleHT Kazaxckoil HallHOHAIBLHON aKajleMHH
uckycers uMenn T.K )Kyprenosa, Anmathl, Kazaxcran.

e-mail: topjargan@mail.ru

Author’s data: Meruert Zhaxylykova — candidate of Arts, associate
professor at the T.K. Zhurgenov Kazakh National Academy of Arts, Almaty,
Kazakhstan

e-mail: topjargan @mail.ru

47

Central Asian Journal of Art Studies N3|2018



\ 4

PEDAGOGY

MPHTH 18.41.07

N. Bekmoldinov ', D. Karomat 2

'T.K. Zhurgenov Kazakh National Academy
of Arts,
Almaty, Kazakhstan

2TMaulana Abul Kalam Azad Institute of
Asian Studies,
India, Kolkata.

LAND IN THE
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THE IMAGE OF THE NATIVE LAND IN THE MUSICAL ART OF THE KAZAKH PEOPLE: GENESIS AND

STAGES

Abstract

The oldest folklore and literary genres, which have experienced centuries and sometimes millennia, continue
to prevail among the people and are considered carriers of traditional culture as their own, to achieve

that culture they directly represent. However, a substantial part of the poetic genres and subjects, though
undergoing transformation, which sometimes can be quite considerable, however, is usually everywhere are
“borrowed.” This situation is due, most likely, to the fact that the folk genre emerged with the tongue, since

the dawn of mankind, long before the emergence of concepts such as “people,

” ” u

nation,” “ethnicity,” and

are apparently not the infamous “borrowing” and the true cultural heritage of the earliest times of human

existence.

Historical stages of human development and human communities, which were described by the theory of
cultural-economic types, based on evolutionary theory, generate a kind of folk forms and themes, a certain
number of them appeared to be stable at the time, as well as to all sorts of social and political changes.
Keywords: traditional musical art, traditional songs, instrumental performing arts, music of the shamans.

Introduction

“Modern Kazakh culture requires
not only protection from the threats and
challenges of globalization, but also to
develop its own cultural bay in the global
cultural space. It is important to strengthen
the emphasis of cultural policy in the
formation of the ideological foundations,
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values, spirituality, traditions, tolerance
and mutual enrichment of the people of
Kazakhstan.” (The concept of cultural
policy in the Republic of Kazakhstan,
the Ministry of Culture of the Republic of
Kazakhstan, Astana, 2014, pp. 13-14).[1,
p. 311]

The musical culture of the Kazakh



people lasts more than one millennium
to the Scythian-Saka era, Turkic khanate,
the Kazakh Khanate in the Russian
Empire, which transformed into the Soviet
Union and again return to a sovereign,
independent top — all this leaved a great
heritage in the form of a variety of folk and
ritual, oral and professional songs and
instrumental music. “Culture includes not
only art and literature but also lifestyles,
basic human rights, value systems,
traditions and outlook.” (“Declaration

on cultural policy”, adopted at the World
Conference on Cultural Policies in Mexico
City, August 6th, 1982). Modern Kazakh
musical culture began to enter the

field of study by scientists-orientalists,
ethnographers, musicologists, cultural
historians and both domestic and foreign.
Transfer the accuracy of information in
the details and intricacies is described

in the works of Russian researchers.
Spiritual and poetic essence of nomads
most accurately and deeply presented

in publications such as “batirlar jiri”,
“Ertegiler”, “Khissa-dastan’s” “kazakh
music antology in 8-books”, “babalar

sozi in 100-books» and many others. In
these and other sources tells of the heroic
deeds of batiroy, jirau, bahsi and so on.
The traditional Kazakh culture is closely
intertwined with the musical creativity,
reflected in the oral-professional culture.
Jir, dastan and great narrative genres
performed with the accompaniment of
traditional instruments. The following
researchers developed these issues,

in their cultural-historical aspect: A.
Zataevich, B. Yerzakovich, A. Zhubanov, A.
Konyratbaev, M. Magauin, A. Seydimbekov,
Dzhumakova W., S. Kuzembaeva, A.
Muhambetova, S. Elemanova and many
others. These works show the richness

of Kazakh history, culture, and art. These
authors have drawn attention to the

numerous works of various jir, an-Kkui
performers, who entitled the Native land.
The relevance of this perspective is due to
its novelty in domestic ethnomusicology,
although the problem of the philosophy of
Kazakh music has already touched. [2, p.
341]

The basis of the scientific concept
of the thesis is the idea of the principal
possibility of attribution, including on the
basis of local, traditional type of song
genres based on the historical, cultural and
artistic analysis of the sources (folklore
and ethnographic) wearing expressed
and definable characteristics. The term
"type" is meant an array of objects that
have common features and functions,
but belonging to different local traditions.
Ethno-cultural difference between these
two local traditions is still a problem.

[3, p. 150] Results of the analysis can
give sufficiently clear criteria for the
localization of the historical and cultural
identity specification. Expressed in an
object, realities, or the new features

may be referred to the cultural kinship
morphologically different genres, and it
belongs to the different culture, which are
morphologically similar. Combined with
reliable and interpretable information
extracted from written, iconographic and
phonographic sources, historical data,
cultural and art analysis become critical
for the cultural identity of the genre. [4, p.
228]

Research works directly with the
people's poetic musical creation, in
contrast to the current situation should
and can give quite precise data about the
cultural attribution of the work or the whole
group of works of historical periodization,
external cultural influences, and the stable
and unstable signs of the genre.

A detailed comprehensive study
of the material and the constructive
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criticism of sources (written, visual and
phonographic) provide an opportunity to
change or clarify some previously existing
ideas about distribution, function and
morphology of folklore genres, cultural and
geographic localization of their types.

The degree of scientific problem
elaboration

Modern science puts more and more
tasks to the Kazakh ethnomusicology.
Expansion and deepening of knowledge
encourages the search for universals
axiological character. As you know, being
the pivotal point of art "aesthetics of
identity" (Y. Plakhov), the canon touches
the deeper aspects of creativity. These
deep hierarchical levels are closely
connected with musical content.
Integral part of the content of the song
appears inevitable poetic text. Research
of the figurative canons of traditional
Kazakh poetry in the song will enable to
understand ancient ideas about the world
in general, and about music and music
making. [5, p. 62]

The ideas about a variety of
early superstitions, beliefs and their
manifestations in folk customs and rituals
are dispersed in many philological studies
of Kazakh folklore since M. Auezov and
after him by A. Margulanom, B. Uahatov, B.
Abylkasymova, S. Kaskabasov, E. Tursunov,
A. Seydimbek and religion, ethnographic
and philosophical studies by T.
Shulenbaeva, S. Akataeva, H. Argynbaeva,
A. Toleubaeva, N. Shahanova, G. Kasymova
and others. These research papers reaffirm
the inalienable early mythological notions
and people’s worldview. Kui beliefs of
western Kazakhstan, tokpe, and schools
shertpe songs, which popularized the Altai
Mountains to the lower reaches of the
Mangistau, everywhere necessarily present
topic of the Native land. The theme of this
native land was accessed by anshi and
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kuishi of Kazakhstan. The research Turkic
musical culture by G.B. Akhmetgalieva,
G.Y. Badmaeva, and M.R. Bizhanova reveal
the common ground of the Turkic music
culture. [6, p. 19] For the study of Kazakh
music as part of the Turkic world, these
works have important value: the theme

of the Native land is related to music and
patriotic genre, and this area is necessary
for education of national and patriotic
spirit.

After all, the sound of the national-
patriotic work has a strong impact on the
audience mass. Instrumental and singing
patriotic works of musical genre, praising
the Native land remain their relevance
today; all these songs have instantly
takeoff success. And evidence of this is the
national anthem, organically combining
with both national and patriotic songs of
the genre and a symbol of statehood.

Hypothesis — the theme of the Native
land in the works and worldview of nomads
is different from its understanding by the
traditions of the sedentary culture peoples.
For the nomadic, the Native land is the
whole picture of the world. At the same
time, the analysis of the genesis and
development of the topic in the Kazakh
traditional music culture shows its gradual
transformation towards a particular
geographical proximity (the topical)
orientation, to the threads of continuity
of native land from ancient to modern
times, and its reflection in the genre of
contemporary patriotic songs. [7, p. 166]

The study of oral folklore and
professional traditions of the Kazakh
people and the mass urbanization
of period songs, including the theme
chanting their Native land, can give a
clear idea about some of the constants
of the traditional art of music, persisting
throughout the entire eras, and shaping



the modern world.

The aim of the research is to identify the
image of the Native land in the traditional
musical-poetic genres of Kazakh musical
culture.

In connection with the intended
purpose in the thesis, we are trying to solve
the following tasks:

1) Implementation of an integrated
cultural-historical analysis of the sources
allows us to trace the genesis of the
studied cultural phenomenon, its themes
and genres in connection with the outlook
and aesthetic notions of the native.

2) Study of the problem of stages
of musical culture of the Central Asian
nomads in terms of genealogy of the
Kazakh tradition.

3) Consideration of the effects of
traditional cults of ancient Turkic World
Tree, the World Mountain, Fire, Horse, and
others in the traditional musical culture of
the Kazakh people.

4) Review of the role and importance
of improvisation as the beginning of an
important position of traditional Kazakh
music culture and its manifestation in
musical aesthetics "jel", "agin", "tasu",
"sel";

5) Identify the features and accessories
of theme of the Native land in song and
folk music samples.

6) Consideration of the evolution and
continuity of theme of the Native land from
ancient to modern times, and its reflection
in the genre of patriotic songs.

The research method for investigating
this topic in this study is comparative
compares analysis, structural-functional
analysis, cultural studies, art history,
musicology, philological, and historical
types of analysis. For in-depth study
of complex and syncretic realities of
traditional art, it is not enough to use
proven scientific and analytical method; it

is likely that significant for the traditional
culture, sense-elements remain outside
the range of validity of the method and
its application. [8, p. 112] Only the rich
and varied tools from contemporary
science provide the opportunity to take
up the study of the complex phenomena
such as traditional culture, which has a
centuries-old tradition in all its manifold
manifestations.

In terms of the analysis of samples of
music we used in this paper, in addition to
the traditional academic type of analysis
we used the sacral-spatial analysis,
developed in the last decade Kazakhstan
musicologists, including a consideration
of music as a component of the spatial
category.

The methodology of this study is based
on such basic concepts as “mangilik
el” and “madeni mura”, the idea of the
concept of cultural policy, which is based
on the principles of specificity, integrity,
unity of historical and logical, general
and unique, hermeneutical and scientific
reconstruction. Methodological bases of
development issues have been prepared
by the activity of collecting observations of
ethnographers XIX century C. Valikhanov,
A. Divaey, D. Banzarov and monographic
studies of foreign scientists M. Boysa,

V. Terner, L. Levy-Bruhl, O. Freydenberg,
J. Fraser, S.A. Tokarev, V.N. Basilov, E.M.
Meletinsky, and etc. An most important
methodological basis for us was the
philosophical investigations of recent
years and in particular the monograph
and K. Nurlanova and S. Ayazbekova.
These studies have identified not only
the appropriate scientific approach to the
material, but also help to identify some
ideological cultural constants. Among the
various models of philosophical choice

is ecocentric worldview due to research
material.
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Scientific novelty:

1) For the first time we used the
comprehensive analysis of the genesis
of the spiritual culture of the Central Asia
peoples in musicology.

2) We denote the stages of formation of
musical culture of nomads.

3) On the basis of the applicable
types of analysis we marked cultural and
philosophical aspects of the origin of the
Kazakh musical art.

4) Due to the structural and functional
analysis topics of the Native land,
including a musicological approach,
through traditional song genres and styles
we disclosed the manifestations of the
improvisation as an important traditional
Kazakh musical culture.

5) The songs of farewell with the
Native land “khoshtasu” and “joktau”
were defined as religious archetypes and
symbols of the image of the Native land,
reflects the essence of deep connection
between man and the Nature in the
national Kazakh musical culture, historical
features of the manifestations of this
communication.

6) The image of the Native land in the
patriotic song shows the evolution and
continuity of singing styles and genres of
the Kazakh people.

The statements for the defense:

1) The theme of chanting the Native
land in the Kazakh traditional art of
singing is one of the most stable tradition,
which goes back to ancient times, to the
theme of the Nature chanting. Conducting
complex cultural-historical analysis of the
sources allows us to trace the genesis
of the studied cultural phenomenon, its
themes and genres in connection with the
worldview and aesthetic notions of the
natives. We have reason to believe that
a certain range of musical instruments,
which are known to us today, has already

52

been presented in musical practice of the
cultural forerunners of backgammon in
Central Asia since the beginning of the |
millennium BC, and some cultural realities
have come down to us, which related

to features and the social role of the
musician, were formed in ancient times.
This gives us the right to assume that there
might be some continuity of traditional
musical genres, at least in their ritual
significance and application. [9, p.56]

2) The richness and variety of
ethnographic scientific tradition of the
XVIII-XX centuries allows us to open
wide the issue of the traditional art of
communication, in particular — various
musical and musical-poetic genre, the way
of life of the people, with his outlook, his
religion and mystical cults, as well as its
social and political realities.

3) The theme of chanting the Native
land in the Kazakh traditional art of
singing is mostly the result of a cultural,
not genetic inheritance and is associated
mainly with the landscape and cultural
realities of the nomadic communities of
the investigated area. The data collected
by archeologists and information about
the life of the nomadic peoples of Asia,
contained in the written historical sources
confirm the version of the continuity of the
cultural realities of the nomadic lifestyle
and the related outlook nomadic peoples
of Central Asia for a half or two thousand
years.

4) The manifestations of improvisation,
as an important musical coordinates of the
traditional Kazakh culture are disclosed
through traditional song genres and styles,
such as “jel”, “agin”, “tasu”, and “sel”.

5) Songs of the genres “khoshtasu”
and “joktau” are defined as religious
archetypes and symbols of the image
of the Native land, which reflects the
essence of deep connection between



man and nature in the national Kazakh
musical culture and cultural and historical
features of the manifestations of this
communication. The theme of rebirth of
the human soul in his native landscape
through real objects of native wildlife,
refracted folk mythology finds its place in
the musical arts. It was believed that music
and musicians ritually clean and serve
as the talisman against the evil forces.
Music attributed magical properties of
multiplication of wealth, soil fertility, the
continuation and increase in the genus.

6) The image of the Native land
in modern patriotic songs is the result
of evolution and continuity of traditional
styles and genres of the Kazakh people.
We can conclude that, despite some of
his eclecticism, the Kazakh traditional
musical and poetic culture at the same
time has a very ancient history and retains
for many centuries their social and cultural
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AxpaTna

KeHe bonbKnopibiK (My3blKasblK) *aHe a4e6u aHpnap Facbipiap 60Mbl KanbiNTacbin, XanblKTblH PyxaHu
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OBPA3 POAHOM 3EM/IU B MY3bIKAJIbBHOM UCKYCCTBE KA3AXCKOrO HAPOJJA: FTEHE3UC U
CTAAUANIbHOCTb

AHHOTaUMA
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Abstract

This article considers the problem of the Western European medieval monody analysis techniques. The works
of Russian and foreign authors were studied, which allowed us to understand the peculiarities of formation,
the modal structure and other aspects of Gregorian choral. It was found that the studies on the techniques

of analysing the Gregorian chant from different angles and in correlation with the related fields date back to
the late 14th century. A synthetic relationship between the choral melody and the choral notation as a factor
allowing to identify the main range of intonational formulas of the liturgical medieval monodia was disclosed.
Keywords: Western European medieval monody, Gregorian chant, monodia analysis techniques, choral

melody, choral intonation formula, medieval studies.

Introduction

The historical and artistic importance
of Gregorian chant has determined the
interest of many researchers to it. The
genres, forms, musical fixation methods,
and handwritten musical liturgical sources
of the choral monodia have been studied
separately.

The fundamentals of a special
technique of analysing the Gregorian
melodies were laid in the medieval
music theory and developed in the works

of modern researchers. So, the first
theoretical information about the way
of chanting a canonical text following a
particular model (psalm tone theory) are
set out in the Treatise on Tone Colours by
Jacob of Liége (14th century). This model is
still used in the modern musical science to
analyse the Gregorian monody (E. Werner
calls it "the arc theory").

In the domestic musicology, the
medieval monody analysis was studied
by Y. Kholopov, V. Kartsovni, I. Lebedeva,
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N. Efimova, L. Diachkova, R. Pospelova,

Y. Pushkina, and E. Zagnitko. This place a
special focus on the modal structure of the
Gregorian choral. These authors propose
the analysis techniques allowing us to
study the peculiarities of the Gregorian
choral melody and formation, as well as to
trace the relationship between the choral
melodies and choral notation. The most
important task in the reading of medieval
notation is to restore the true sound of the
monophonic chant of Gregorian horal.

Methods

The basic principles of this study are
based on the use of general and special
analysis techniques (integral musicological
analysis), i.e. historical, cultural, analytic,
functional and structural, intonation, and
genre-specific.

Results

The melody of Gregorian choral had
a non-personal character, displaying
the sacred nature of the liturgical rite.
Gregorian chant language was Latin as the
language remote from everyday speech
and, therefore, perfectly appropriate for the
prayerful purpose of Gregorian chant.

The melody was based on the simplest
psalmody, including both short intrasyllabic
chants (sometimes only in cadences)
and long jubili. In this regard, the music
theory distinguishes between three types
of chants in Gregorian singing, namely
syllabic (1-2 sounds per syllable), neumatic
(3-4 sounds per syllable) and melismatic
(an unlimited number of tones per
syllable). The predominance of a certain
type of chant depended on the liturgical
purpose of chanting (daily or holiday) and
its functions in the liturgy structure. The
syllabic type includes the recited cheers,
psalms and most of officio antiphons; the
neumatic type is mainly represented by

introits, communion and some ordinary
(mandatory, daily) chants of the mass,
while the melismatic type includes long
responsories of the officio and mass
(graduals), paths, hallelujah, offertories
etc.

Each type of chants is characterized by
a certain type of the balance between text
and melody. During psalmody, as well as
neumatic singing the verbal text prevails
over the melody, in jubili, a melodic chant
dominates (as is known, sequences
appeared in the 9th century from the
practice of jubilation chant captions).

The melody of Gregorian choral is
characterized by formulary, fluidity, and
deployment variability. Since the two
approaches to the mode understanding
(mode-modal and formula singing) are
relevant to the medieval monodia, the
main structural component (term by Y.
Kholopov) amenable to analysis can
be assumed the formula of singing,
instead of an individual sound, which is
associated with oral origin of the choral
genre. [1]. According to |. Lebedeva,
"melodic formulas are associated with
the notion of typed melodic fragments
making up the artistic whole of the tunes
of some medieval monadic traditions."

[2, 11 p] Thus, the structural features of
the choral melody are determined by its
inherent intonational formula manifested
in variability and combinability of identical
motifs.

Discussion

Following the text, the Gregorian choral
melody is divided into lines combined into
larger structural constructions, verses.
The unity of the whole is achieved by
the common nature of modal singing,
and the structure of lines and verses is
determined by the motivic formula and is
defined by the logic of "initio - mediation
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— differentiation" triad, adopted by H.
Liegskiy to analyse the psalm tones.

The similarity of the logical formula of

i m: d with Asafiev’s i: m: t triad cannot

be ignored. However, these seemingly
similar chains fix the qualitatively different
phenomena, and Asafiev’s theory cannot
be unambiguously applied to the analysis
of medieval Gregorian monody. [3, 8 p.]

The theory of the medieval monody
formularity discussed above is widely used
in the study of music Gregorian chant
abroad (P. Ferretti, L. Traitler, E. Cardin,

W. Apel) and successfully adapted to

the domestic musicology (Y. Kholopov,

V. Fedotov, N. Efimova, |. Lebedeva, Y.
Moskva, A. Zhdanova, Y. Razlomova et al.).
[4,39p.]

The choral rhythm, which was caused
by the accent of stressed and unstressed
syllables in the service texts and included
subtle rhythmic nuances (e.g., a small
extension or reduction in duration, slight
accents within groups of short sounds
etc.), which were not recorded in writing,
deserves special attention. By the 12th-
13th century, the Gregorian choral rhythm
has levelled off, the choral became slower
and smooth, and was named cantus
planus, smooth singing.

As is known, the choral has long existed
exclusively in the oral tradition, without
the aid of written characters fixing the
exact pitch of sound. However, since the
11th century, after the reform by Guido
of Arezzo, the singing books have fixed a
linear notation called choral in the musical
theory of the following centuries.

Choral translation from the authentic
forms of record into modern notation
has long been failing to render the
pristine beauty of Gregorian chant,
reach rhythmic and motive formulas.

The melodies were simplified, seemed
too primitive and monotonous. One of
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the first fundamental studies of the 20th
century offering the choral deciphering
methods as close to an authentic record
as possible was the Gregorian Choral by W.
Apel. It is remarkable that the researcher
differentiates between characters into the
groups in the same way as in the neumatic
notation. The characters from the first two
groups determine the motion direction, the
third group of characters is associated with
designation of articulatory features, and
the fourth contains the indication of the
tune rhythm.

The groups of note characters also
reflected a formula structure of the chorale
melody, although the “melodic formula
- graphic formula” interaction is more
evident in the neumatic notation, where
each character contains a particular
melody.

The melodic formularity studies of V.
Kartsovnik, |. Lebedeva, N. Efimova, R.
Pospelova, V. Fedotoy, I. Chizhik, Y. Moskva
et al. are closely connected to W. Apel’s
concept. [9]

V. Kartsovnik raises the issues of
medieval modal system in the works
dedicated to the Gregorian hymnography
and early neumatic notation based on the
ancient singing manuscripts. I. Lebedeva
theoretically enshrines the formulaic
structure of the Western European
monody on the example of second mode
“alleluia” analysis, using the modern
music catalogues as a research base. P.
Ferretti has developed, probably, the most
perfect theory of melodic formulas. [6,

28 p.] He identified them as a kind of
typical melodic turns, performing the mode
“life program” and deploying them over
time, as measured by the verbal “syntax.”
Another productive work was performed by
Traitler, who writes about the existence of
a “formula-creating system” in connection
with the study of the choral oral existence.



This system, in fact, is mechanically

identified with a typical melodic movement.

On the basis of early Latin music-
theoretical treatises and notographic
sources, N. Efimova examined the
initial stage (8th to 10th century) of the
doctrine on Western modality, where she
has focused on the study of intonation
formulas of the antiphonal psalmody in
connection with ordering of the singing
repertoire. P. Pospelov in his Western
Notation of the 11th to 14th Centuries. [7]
Major Reforms (Based on the Treatises)
examines the categories and terminology
of the Gregorian modal system in line with
the study of primary sources, namely the
treatises by G. of Arezzo, I. Tinktoris and
other music theorists.

The concept of melodic movement
figures developed by the Ukrainian
researcher, |. Chizhik, proved to effective
when applied in the course of medieval
monodia analysis (within a single algorithm
with notation). Proceeding from the
musical system groups, it offers isolation
of the primary “melody shapes” (MS)
detected using the principle of correlation
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Conclusion

Thus, the problem of the Western
European Monody Analysis Technigue,
clearly stated for the first time at the end
of the 14th century by Y. LiegsKiy, is still
within the focus of numerous foreign
and national scientists. To date, the
abundant conceptual material has been
accumulated, but the researchers still
have a set of tasks awaiting the further
consideration and addressing in the near
future.
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L. ®epopak
XapbKOBCKUI HaLUMOHaIbHUI YHUBEPCUTET UCKYCCTB MMeHU U. 1. KoTnapeBcKoro
(XapbKoB, YKpauHa)

METOAbl AHAJIU3A 3ANAAHO-EBPONENCKOW CPEAHEBEKOBOH MOHOAUM

AHHOTauMA

B naHHOM cTatbe paccMoTpeHa npobiema MeTofoNorMM aHannaa 3anajHoeBponencKon cpejHeBeKoBOM
MOHOAMK. MiccneaoBaHbl TPyAbl OTEHECTBEHHbIX M 3apyOeXHbIX aBTOPOB, NO3BONSIOWME NOHATL CreLuduKy
dopmMoo6pas3oBaHus, NagoBoe CTPOEHUE U Apyrne CTOPOHbI FPUIOPUAHCKOro xopana. BeiicHeHO, 4To
uccnepoBaHus, NOCBALLEHHbIE METO4AM aHann3a rpuropMaHCcKoro xopana B pasninyHblX pakypcax 1 B
COOTHECEHWUW CO CMEXHOM NpobnemMaTnkomn, 6epyT cBoe Havano B KoHLe XIV BeKka. PackpbiTa CUHTETUYECKAS
B3aMMOCBS3b MEXAY XOpasibHON MEeSIOAMKOW U XOpanbHOW HoTauuen Kak daKTop, MO3BONSAIOWNA BbIABUTb
OCHOBHOW KpYr MHTOHaLMOHHbIX GOPMYN NIUTYPru4eCcKon CpeaHEBEKOBON MOHOANN.

KnioueBble cnoBa: 3anajHoeBponencKas cpejHeBeKoBas MOHOAUS, TPUTOPUAHCKKUIA Xopas, MeToabl
aHanM3a MOHOAMU, XopabHas MeNoANKa, MHTOHaUMOHHasa GOpPMYNbHOCTb Xopana, MeLUEBUCTUKA.

L. ®epopak
W. . KotnsipeBCcKui atbiHAarbl XapbKOB YATTbIK OHEP YHUBEPCUTETI
(XapbKoB, YKpauHa)

BATbIC-EYPOIAJIbIK OPTAFACBIPJIbIK MOHO4USAHbI TAJIAAY DICTEPI

AjpaTna

Byn makanagza oprtaracbIp/iblKk MOHOAMACBIHBIH 6aTbiCEBPONanbIK Tanjay agicCHamacblHbIH Macesneci
KapacTblpbliFaH. Popma KypbinbIMAbIK €peKLLeniKTepiH , NafaTblK KYPbIbIM XOHE TPUropuaH XopasblHbiH,
6acKa KblpnapblHaH TYCiHyre MYMKiHAIK 6epeTiH, OTaHAbIK XaHe WeTeNnaik aBTopnapabiH eHOeKTepi
3epTTeniHgi. lpuropuaHibiK XopanibiH, 9pTYPIi KepiHiCTepi aHe CoFaH YKcac Macenenepi tangay agictepiHe
apHanfaH 3epTreynep XIVracbipaaH 6actay anatbiHbl alKblHAANAbI.

Xop MenoaMKachl MEH XOp HOTaLMACH apanbifbiHAa CUHTETUKANbIK ©3apabannaHbiC, MUTYPrusanbIK
opTaFacblpiblK MOHOAUACBIHbIH, MHTOHALMANLIK GopMynanapbiHbIH HETi3ri WeHOepPiH aHblKTanTbiH GaKTop
peTiHae aHbIKTayFa MYMKIHAIK 6epai.

TyniH cesaep: OpTaracbIp/iblK 6aTbiceyponasblK MOHOAMACHI, FPUropuaHablK xopan, MOHOAMS Tanaay aaicTepi,
xopaniblk menoauKka, xopasa MHTOHaUMUACBIHbIH, GOpMYNAblFbl, MeAUEeBUCTUKA.
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ABTOp Typasbl MaJiMeTTep:

®enopak Hapbsi Banumosna, Y. 1. KotsipeBcku#i aTbinaarbl XapbKoB
V/TTBIK OHEP YHUBEPCUTETiHIH 42KblT OKY aCIUPAHThI. XapbKOB.
Foibimu xxetexui: benwuenko Haranua HukosaesHa,
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\ 4

ART STUDIES

B UCKYCCTBE
COBPEMEH-

MPHTH 18.31.51

M. ®. Mykanos ' , B.T. locxkaHoB !,
M.LL. CyxneiimeHoB'

"' Kazaxckasi Hal[OHAJIbHAs aKaIeMHst
nckycets um. T. K. JKyprenosa

XYAOXXECTBEHHBIE O6PA3bl APXETUNOB MOAE/IEA TIOPKCKOr0O MMPO3/JAHUS B UCKYCCTBE
COBPEMEHHOI'0 KA3AXCKOI'O rOBEJIEHA

AHHOTauMA

3apaya JaHHOM CcTaTbM COCTOMT B MCKYCCTBOBEAYECKOM aHaM3e Npon3BeaeHn KadaxCKnx Xy40XHMKOB

no ro6eneny, KoTopble, onNUpaschb Ha 06WKNPHOE MUBONOrMYECKOE Haceame KOYEBbLIX HAPO4OB, OTpaXaloT

B CBOEM TBOPYECTBE XyAOXECTBEHHbIE 06pa3bl apxeTUNoB MOAEeNEN TIOPKCKOro MMPO34aHus, TakMX KakK:
MupoBasi ropa, [lpeBo *un3Hu, AHa-Hep, HKepyinbik u gpyrue. OTpMHYB B CBOEM TBOpUYeCTBE 6€306pa3Hoe
(ynapeHue Ha BTOPOM cnore) 6bITornmMcaHue, CoBpeMEHHbIE Ka3axCKMe MacTepa UCKyCcCTBa robesieHa

C NOMOLLbIO KOMMO3ULMOHHO-M306pa3nTENbHbIX CPEACTB 3aMEHSIOT ero YHMBEPCaNbHbIM A3bIKOM
«MKOHUYECKMX 3HAKOB», U, MOAYMNHSAN pas3nyHble MaacTbl U rPaHn ObITUS, CMbIKas MPOCTPAHCTBEHHbIE U
BPEMEHHbIE KaTeropuu, ypaBHUBaIOT UHANBUAYA/bHbIE U HALMOHa/bHble MacLiTabbl, BbIXOAS K YTBEPKAEHMIO
MAEeW LLeNbHOCTM M TapMOHUKU MUPa, YenoBeKa, BceneHHom.

TaK e B cTaTbe paccMaTpMBatoTCA aCneKTbl 3apOXKAEHUSA apXETUNMYECKMUX CUMBOJIOB U NepBO06pa30B
OKPYKaloLWwero Mupa B CO3HaHMKU peBHEr0 YenoBeKa. BoiaBnsercs cBa3b mexay Nno3HaHMeEM Mupa
WHAMBUAOM M OTOXAECTBNEHNEM €r0 YCTPOMCTBA B apXanKo-MUGDONOrMYECKMX MOAENX MUPO3AaHKS.
KnioueBble cnoBa: CoBpeMeHHOe M306pa3nTeNibHoe MCKYCCTBO Ka3axcTaHa, Ka3axCKui roGesnieH, apXeTunbl
MOZAENeN TIOPKCKOro MMPO34aHUs, MUDONIOrMS KOYEBBIX TIOPKCKMUX HApOAOB.

AHHOTaLMA NPOU3BEAEHNI Ka3aXCKUX XYAOXKHUKOB
3ajava JaHHOWM cTaTbn COCTOUT no robeneHy, KotTopble, onNMpasicb Ha
B MCKYCCTBOBEAYECKOM aHanunse o6LmnpHoe Mudonormyeckoe Hacnegne
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KOYeBbIX HAPOAO0B, OTPaXKaloT B CBOEM
TBOPYECTBE XyAOXKEeCTBEHHbIE 06pa3bl
apxeTunoB Mojenemn TIOPKCKOro
MUPO3aaHus, TaKuxX Kak: MupoBas ropa,
[peBo Xu3HU, AHa-Kep, epynblK 1
apyrue. OTpUHYB B CBOEM TBOpPYECTBE
6e306pa3Hoe (yaapeHue Ha BTOPOM CJiore)
ObITONMUCaHWE, COBPEMEHHbLIE Ka3aXxCKue
MacTepa UCKyccTBa robeneHa ¢ NoMOLLbo
KOMMO3ULIMOHHO-N306pa3nTesbHbIX
CPeacCTB 3aMEHSIOT ero yHuBepcasbHbIM
A3bIKOM «<MKOHUYECKNX 3HAKOB», U,
NOAYMHASN pasfinyHble NaacTbl U rpaHn
ObITHUS, CMbIKas NPOCTPaAHCTBEHHbIE U
BPEMEHHbIE KaTeropmu, ypaBHuBatoT
WHAMBUAYaNbHbIE U HALUMOHAaNbHbIE
MacluTabbl, BbIXOAS K YTBEPHKAEHUIO Naen
LLeNbHOCTU U TapMOHUK MUpPa, YENOBEKaA,
BceneHHo.

TaK »Ke B cTaTbe paccMaTpuBatoTes
aCNeKTbl 3apOXKAEHNS apXeTUMUYECKNX
CUMBOJIOB 1 NEPBOOOPA30B OKPYHKaKLWEro
MWpa B CO3HaHWKU ApPeBHEro YenoBeKa.
BbisiBnsieTcs cBA3b MeXAy NO3HaHUEM
MWpa MHOMBUOOM U OTOXAECTBJIEHWEM €ero
YCTPOMCTBa B apxanKo-MU OIOrMYeCKUX
MOJENX MUPO3aaHus.

KnioueBble cnoBa: cCoOBpeMeHHOe
n3obpasuTesibHoe UCKYCCTBO KasaxcTaHa,
Ka3axCKun robenieH, apxeTurbl MOAeNnen
TIOPKCKOro MMpOo3aaHns, MUbonorus
KOYeBbIX TIOPKCKUX Hapo4oB.

BBepeHue

Ha py6exe XX—XXI BEeKOB Ka3axcKkue
MacTepa Xy4oXXeCTBEHHOIo TEKCTUNSA
B ClOXEeTax U KOMMO3ULUSAX CBOUX
npou3BeaeHui cTanun Bce Yalle
o6pallaTbCs K TeMe OTparKeHus
apXxeTunuyecKknx obpasoB Moaenemn
TIOPKCKOro Mnpo3aaHus. Onupasicb
B CBOEM TBOPYECTBE Ha 06LINPHOE
MUbONOrnyeckoe Hacneame KoYeBblx
TIOPKCKMX HAapoa0B, BOMJOTUBLLMX U
3alndpoBaBLIMX B CUMBOIMKE 06pa30B

MupoBo# ropbl, lpeBa Xn3HU, AHa-XKep
N MHOXECTBE [IPYrmx, COBPEMEHHbIE
XYAOXHMKM HE TONbKO HaxoasaTcs B
HenpepbIBHOM MPoLEeCcce 3THUYECKON
camouaeHTUdUKaLmn, HO U B MOUCKE
HaLWOHaNbHOM Maen U N306pa3nTenbHbIX
9KBUBAJIEHTOB €€ apPXETUMMUYECKOIO
BOMJIOLLEHMUS.

Tema apxeTuna, apxeTMnuU4Yeckoro
o6pa3a B UCKYCCTBE CTana Ype3BblyanHO
BOCTPE6OBAHHON K KOHLLY NPOLLIOro
BeKa. CaMo C/loBO C ApEBHErpevyecKoro
O3Ha4aeT «NepBUYHbIN 06pa3y,
opuruHan, nepsoobpas, ApeBHeNILNE
obleyenoBevYeckme CMMBOJIbI, MPOoBpasbI,
fiexauime B ocHoBe MU(}OB, CKa30K U
CKa3aHui.

C nopasntesibHOM TOYHOCTbLIO U
NPOHULATENbHOCTbIO 3TOT GEHOMEH
pPacCMOTPEH rPyNMnon y4eHbIX COBETCKOIo
nepuoga 3. JibBoBon, 1. OKTAGPbLCKON,
A. Canaraesoi n M. YcmaHOBOM
Ha OCHOBE 3THOrpadU4ecKoro 1
JIMHFBUCTUYECKOrO MaTepuana
PEKOHCTPYUPOBABLLMX TIOPKCKYIO
MOJeNb MUpa B €e NPOCTPaHCTBEHHO-
BPEMEHHOM U BELHOM aCneKTax: «...
Kaxaoe o6LeCcTBO 06CNYKNBaETCH TOM
CYMMOWM apXeTUNMYEeCKNX CUMBOJSIOB,
KoTopas UM Heobxoamma. C pa3BUTUEM
oblecTBa NOTPe6bHOCTb B OAHUX CMMBOJIAxX
ncyesana, apyrve NepeocMbiCIMBaNnCh
N COXPaHSANUChb B CUNY TPAAULINM,
EctecTBEHHO, MMPOBO33pEHME Ha TIOBOM
3Tane cBOen 3BOJIOLMM HEOAHOPOAHO:
OQHMW NpeAcTaBNeHUs TONbKO
0POPMIIAIOTCSH, APYrne — yCTosABLINECS
— COCTaBANSAOT A4P0 MUPOBO33PEHUS, U
MMEHHO C MX MOMOLLbIO KaXaoe NoKoSieHne
NHTEPNPETUPYET KAPTUHY Mupa ...» [1, c.
10].

lNo3HaHWe M1pa BO BCe BPEMEHA
COCTaB/ISINI0 OCHOBHOE COAEPKaHNE HU3HU
yenoeka. [Npupoaa, ee 6€CKOHEYHO
MEHSIOLWUIACS U Pa3HOOOPa3HbIN MUK,
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€€ TalHbl BHYLIAAM NePBOYEN0OBEKY
6naroroBemnHbIn cTpax, yanBneHue,
BOCTOpr. Bce oTTeHKM 3TOM 6OraTton K1uBom
3MOLMK OOMKHbI OblNK MOJY4UTb BbIX0O[,
W OH MoJlydan ero B TeX UK UHbIX BUaax
TBOPYECKON AeATEeNbHOCTU MHAMBUAA.
Boo6parkeHne nepBOXyaAoOXHUKa, Haao
nonaratb, MaJio YeM OT/INYAJIOCH OT Hallero
COBpPEMEHHMWKa, NMOCKOJ/IbKY CBOMCTBA AyLUn
U cepiua, TeMnepameHT, KaK NoKasaTte/lb
$pU31oN0rMmn 4enoBe4ECKOro opraHn3ma
B CBOMX OCHOBHbIX NapaMeTpax ocTajnchb
HEU3MEHHbIMU. M3MEHMNOCh Ka4yecTBO
MbILLEHUS, YPOBEHb 0606LIEHUN,
CUMBOJIMKO-METadhOpPUYECKNIN A3bIK
B nepenayvye 0cob0 ApKO NePErKMTbIX
BrneyaTeHnn. [lyx cBo6oaHOro
Bblpa)eHusi B TBOPYECTBE, BCeraa
NbITIUBbIN, HEYEMHbIN, BE3ECYLLUN
W HacCyLHbIW, OIMHAKOBO aKTUBHbIN
B /1106YI0 3Moxy, n cerogHsa Tpebyet
CBOEBPEMEHHOI0 BbIX0a, BOMJIOLWEHMUS,
W Toraa, aCTeTUYECKU OTOGPaHHLIN,
OCMbICNEHHbIN U YNOPSAA0YEHHbIN, NO-
HOBOMY OOPMJIEHHbIN XyOOXECTBEHHbIM
BbIMbICE/1 BbIIMBAETCA B KOHKPETHYIO
YHUKaNbHYO peanbHOCTb —
Xy4OXeCcTBEHHOE NPomn3BeAeHNE, KOTOPOE
«... laeT ocobble nNpenmyllecTsa ansg
nccnenoBaHus M npeobpaxeHnsa mmpa.
M60 B HEM XYOKHUK — 3TO XKuMBas Npu3ma,
orpaHeHHast HapO4HOW KU3HbIO, — BHOBb
obpallaeTcs Ha 3Ty e HapOAHYIO }U3Hb
M KOCMOC, B KOTOPOM OHa NPOTEKAaET, U
CTPOUT U3 3TOr0 BTOPOM MUP. XYAOKHUKOM
HaLMOHalbHbI KOCMOC MO3HAaEeTCs
W OH TBOPUT HaLMOHaIbHbIM KOCMOC.
XyOooxKecTBeHHOE NponM3BeieHne — 3To
KaK 6bl HalLlMOHa/IbHOE YCTPOMUCTBO MUpa B
yaBoeHun» [2, ¢. 52 — 53].
CnepoBatenbHO, HallK rMy6oKUe KOpHH
— Hale MUdOoNoruyecKoe npoLsioe —
€CTb MaBHbIN U HEUCCAKaEMbI UCTOYHUK
TBOpYecTBa. OTTyaa XyaoXHUK YepnaeT
U TeMbI, U fJaxe GopMy BbiparKeHuUs
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CBOWX MOEN, HO C 0653aTeNbHbIM
YC/IOBUEM, YTO OHa AaeTCs B KOHTEKCTE
HOBOIO BPEMEHW U €r0 OCMbICNEHUS,
No-HOBOMY UCMOSIb30BaHHbIX
XYOOXECTBEHHbIX CPEACTB BblpaxKeHHUs.
370 NyTb HE NPOCTON, MOCKONbKY TpebyeT
OrPOMHOIO KaK MHTENNIEKTyabHOrO,

TaK M 9MOLIMOHaNbHOI0 HaMpPsXKeHNs
TBOPMUMOWM JINHHOCTHU, €r0 MOJIHOM
camMo0Taa4uM U BOBNEYEHHOCTU B NpeaMeT
XYOOXECTBEHHOIO UCCNEA0BAHNSA, MHbIMU
cnoBamu, B GeHOMEH NPUpPOoAabl YeNoBEKa,
KOTOPbIM K NpeacTaBaseT cobon rnagHoe
cofepraHne UCKycCTBa.

MeToabl

Hacrtoswee nccnegosanume
npeacraBnsgeT cobom NonbITKY aHannsa
N MHTEpNpeTaLmn Xya0KECTBEHHbIX
06pa30B MoJeNien TIOPKCKOro MMpo3aaHus
B UCKyCCTBe robefieHa COBPEMEHHOIO
KasaxcTaHa Ha ocHOBe NpUMEHEHNS
repMeHeBTUYECKON METOA0NOM UK.

daKTonornyecKkom 6a3omn nccnegoBaHmsa
SABNIFIOTCH OPUrMHanbl, potorpadumn
W penpoayKummn nponsseneHuin
Ka3aXxCTaHCKMUX XY[OKHMKOB, a TaKKe
UCTOPUYECKHME U UCKYCCTBOBEYECKNE
nyénvKaumm, nsgaHHbole B KasaxcTtaHe,
Poccuu, @paHunu, BeHrpum n gpyrmx
CTpaHax Mmupa.

Pe3ynbTartbl

N3ydyeHune npobnembl NOUCKa U
BOM/NOLLEHUS XyAOXKECTBEHHbIX 06pa30B
MoJenen Mmpa TIOPKCKOro MMPO34aHus
B UCKyCCTBE robefieHa COBPEMEHHOrO
KasaxcTtaHa MMeeT BarKHYIO MPaKTUYECKYIO
LLEHHOCTb KaK MCKYCCTBOBEAYECKO-
TEOPETUYECKYIO, TaK U y4eBOHO-
METOANYECKY!IO.

Hay4yHas noctaHOBKa Bonpoca,
HabN0AEeHNS U BbIBOAbI MOTYT 6bITb
MCMNOJIb30BaHbl U MPOAOSIKEHbI HE
TO/IbKO B UCTOPUKO-TEOPETUYECKMX



Tpyaax UCKYCCTBOBELOB, Ky/IbTYpPOSIOroB,
HO W1 B UccneaoBaTeNbCKMX U y4eBHO-
METOANYECKMX paboTax, Npu co3aaHnm
KYpPCOB N0 UCTOPUUN U TEOPUU
M306pas3unTeNbHOro U NPUKNAQHOro
MCKYCCTB, Hay4HbIX MPOEKTax
npodeccopcKo-npenogaBaTe/ibCKOro
cocTaBa, CTYAEHTOB, MarMcTpaHToB U
[AOKTOPAHTOB, a TaKXe B Xy4OXeCTBEHHOWM
NPaKTUKe U TBOPYECKOW AeSATENBHOCTH
XYAOXKHUKOB MO roGesieHny.

Aunckyccuna

PasHble aTanbl Nog06HOro
XYOOXHMYECKOro nccnenoBaHms
NOKa3blBaloT HeyCTaHHY 60L0Y Ayxa
n MaTepun 4enoBEYECKOro ObiTUS, U
yeM rny6xKe yaaeTcs NPOHUKHYTb B KX
CMbIC/bl, TEM O4EBUAHEE CTAHOBMUTCS,
YTO YEIOBEYECKUIM MUP AEPHKNUTCS Ha
CTPOrom nopsaKe U rapmMoHUn BbITUS.
McKyccTBO, KaK nakmycoBas 6ymara
6e30WNBO0YHO OTparKaeT COCTOsAHUE
Mupa. B nepnoabl 6€3BpeMEHbS
(KaTaK/IM3Mbl BEKA) TBOPYECTBO 3aTMXaeT
C YCUNEHNEM KaTeropum 6eccloKeTHom
nogayu matepuana u 6e306pa3HOro ero
cofepraHus. B nepmoabl pacuseTa —
Aywia v Teno YeoBeYecKne NpuTarnsatoT
K cebe camoe npucTajibHoe BHUMaHue
COBPEMEHHMKOB.

PaBHOBecCHe B co4eTaHUU C
AUCrapMoHMER, X NOCTOSAHHOE
B3auMoJencTBUe, MOXKHO CKa3aTb,
CKpbITas «Mrpa», oKasblBaloTCA TEM
ycnoBueM npu KoTopom GopMupyeTcs
N COBEepPLIEHCTBYETCH MacTepcTBO
ApEeBHero xyaoxHuKa. A nanee — nouck
CMbIC/IOB U 3HAYE€HUIM 419 BUAMMOrO
Mupa, nx 0606LLEHNE U CUMBOJSIMYECKOE
0603Ha4YeHune, 3aK/llo4YeHne B
XYAOXKECTBEHHYIO GOpMY. M KaK pesynbrar,
yAUBUTENbHbIE MUbbI M CKa3aHUs, NPUTUK
1 NECHU, N306pa3unTelbHOE UCKYCCTBO.

CuuTaeTcs, 4To MUP APEBHUX MUPOB

W CBOMCTBEHHbIX UM HOPM BUAETb MUP
LLeNOCTHO, CeroaHa yrpadeH. Nx BbITECHWUA
Hay4YHO-NIOMMYECKUM TUM MbllLNeHUs. MHadve
roBops, eBoe nonywapue mo3ara B350
Ha ceb6s1 BCIO HEMbIC/TUMYIO HaMPSAXKEHHYIO
YMCTBEHHYIO AeSATENIbHOCTb YE/I0BEKA.
TaK N1 a10? ECTECTBEHHO, HET, MOCKOJIbKY
TONbKO paBHOLEHHAs, rapMOHUYHas
paboTa 060u1X Nonywapum ecTb 3anor
pasBUTUSA, U Mbl HE CKJIOHHbI CYMUTaTb, YTO
¥W3Hb CTOUT Ha MECTeE.

XoTs MU®, B OBLLUX YepTax, KaK MPUHATO
€ro NoHMMaThb, AENCTBUTENBHO YLIEN U3
Halwen X1M3HU. Ho CKa3ku npoaomKatoT
COUYMHATBLCS, MECHU NOKTCH, KAPTUHBDI
CO3[aloTCs, U XYOOXHUKK, KaK U rnpexae,
npebbliBaloT B NOCTOAHHOM CTPOrOM K
HanpsX»eHHOM COCTOSAHUU MO NMOUCKY
M3Ha4anbHOro, LeNbLHOro obpasa Mmpa,
HOBOro Muda.

B M1 OSIOrnyecKkux TeKkcrtax TIOPKCKUX
Hapo4o0B COTBOPEHHbLIN MUP — 3TO MUP
rapMoHuM, cBeTa, CNOKOMCTBMUS, TENNa,

W HaKoHeLl, — XMU3HW. IATO MUp Ans
yenoBeKa. EAMHCTBO MMPOBO33pEHNS
CoYeTaeTcs C KOHCTPYKTUBU3MOM

ero cogeprkaHus: BceneHHas Bceraa
npeacraBieHa oTaeNbHbIMU MUPaMK,
CTOPOHAaMM CBETA, CNosIMU Heba U
3EeMJIU, 4YTO Aenano Mmp NpUHUMUNUaIbHO
nosHaBaeMbIM. B Lenom, kapTnuHa mupa
COOTBETCTBYET «... CIOXETHOM Cxeme, B
KOTOPOW ABUKEHME OCYLLECTBASETCSH B
cnenyoLlInx HanpaBaeHUsX: OT NPOLLIOro
K HacToslLeMmy, oT 60XKECTBEHHOIO K
4yenloBEYECKOMY, OT KOCMUYECKOro

W NPUPOAHOrO K KYbTYPHOMY U
coLManbHOMY, OT CTUXUK K apTedaKTaMm
(Bewam 1 CoOoTBETCTBYIOLLUM
WHCTUTYLIUSIM), T. €. OT BHELLHErOo U
[aJIEKOro K BHYTPEHHEMY U BJIM3KOMY» [3,
c. 6].

Mudonorus ApeBHOCTU pa3HbIX
HapoAo0B AOHECa [0 Hallero BPEMEHHU
HEKWE e[lIuHble MO CBOEN CTPYKTYpe U
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codepraHuo ob6pasbl-apxeTunbl. CornacHo
K. FOHry apxeTunbl npeactaBnsoT

CO60OM CTPYKTYPHbIE 3NEMEHTHI
4e/I0BEYECKOW MCUXMKKN — KONNTIEKTUBHOE
6ecco3HaTenbHoe, obLlee a1s BCEro
yenoBeyecTBa. OHO HacneayeTcs NoA06HO
TOMY, KaK HacnegyeTcs YenoBeyeckoe
Teno, 1 BCNJ/bIBAlOT B CO3HAHMM Npu
Npo6yKAeHUM TBOPYECKON aKTUBHOCTH
MHAnBMaA.

OTcioga cneayer, 4To apxeTun — 3To
NPMUCYTCTBME NPOLLSIOrO B HACTOSLLEM,
Bceoblee ocHoBaHMe 06pa3oB.,
nepexoasimnx n3 NOKONEHUS B MOKOJIEHHME.
B TIopKCKON MUPOSIOrMK TaKUMK 0Bpa3amu
anaaTca — TeHrpu, Yman, MupoBas lopa,
OpeBo unsHu, Temunp Kasbik, AHa-Kep,
Hep-YibIK U ellle MHOXECTBO NpeKpacHbIX
ApeBHUX 06pa30B, BOCTPeOOBaHHbIX B
WCKYCCTBE Hallero BpEMEHMU, Kak HUKoraa.
YT06bl 1OCTATOYHO BECKO OOBSCHUTL
NPUTAraTeNbHOCTb apXeTUNNYECKUX
06pa30B B COBPEMEHHOM UCKYCCTBE
KasaxctaHa, 1 B 4aCTHOCTW B TBOpPYECTBE
XYOOXHMKOB MO ro6eneHy, pacCMOTPUM
O/IMH U3 HUX — «[1pEeBO KU3HWU» NN
«MupoBoe apeBo».

370 xapaKTepHbiv Ans
MMUPOMOI3TUYECKOIO CO3HaHMUSA
XY[OECTBEHHbIN 06pa3, BOMOLWAOLLINI
B cebe YyHMBEpPCabHYO0 KOHLUENLMIO Mrpa.
O6pa3 MupoBoro apeBa 3apUKCUpoBaH
NOBCEMECTHO B TPAAMULIMOHHON KynbType
HapoAoB MUPa B Pa3/IMYHbIX BapuaHTax
N TPAHCKPUNLIUGX — «APEBO KU3HW»,
«ApPEeBO NNOAOPOAUS», «APEBO LIEHTPaA»,
«APEBO BOCXOXAEHUSA», <HEOECHOE PEBOY,
«llaMaHCKoe peBo». B KazaxCcKon
MWPOSIOrMYECKOn U TPaaULMOHHON
NpUKIagHON KynbType OHO M3BECTHO, KaK
«banTtepekn.

MupoBoe ApeBo SBASETCH OAHUM
13 Hanbonee pacnpoCTPaHEHHbIX
BOMOLLEHUN YHUBEPCANTbHOIO
KOMMNEKca apxeTMnuyeckux o6pason
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JPEBHUX TIOPKCKMX HAPO/I0B O CTPYKType
MWPO3JaHUS, N BblparkaeTcs B TaK
Ha3blBaeMoOW TEPHAPHON MOAENN, Uau
Tpuarpamme. OHO, KaK KOCMUYECKUM
KOpPEHb, Npomn3pactas U3 nyrnoBUHbI
NaaHeTbl, NPOHU3bIBAET BCE TPU MMPa
OT OCHOBaHUS A0 Bepxa, 4o Hebec.
Moryuune cTBOS1, KOPHW U BETBMU 3TOr0
YyyaecHoro MMQPONorM4ecKoro aepeBa
KOMMO3MLMOHHO 06beANHSIOT BCE TPH
Mupa — BepxHui, CpeanHHbIn, HUXKHNUA,
npeBpaLlas ero B e4uMHY0 CTPYKTYpY.
[Ons apxan4yecko-cKa304HOro CO3HaHM1s
JPEBHUX HAPOA0B Gbl1 3aKOHOMEPEH
06pa3 BEIMKOro ApeBa, YbM KOPHU yXoaaT
B rMy6b 3emnu, a BepluMHa 4OCTUraeT
BbICOKMX HEBEC. Y 60MbLUMHCTBA HApPO40B
MWpa B nereHgax u Mmudax cylectsyet
OonucaHue TaKoro BeIMYECTBEHHOIO
[peBa X1U3HU, KaK U MMetoTcs
MHOTOYMUCNEHHbIE EM0 U300PaXKEHUS:
«[1oYTM B KaXaOM UCTOPUHECKOM
nepuoae KoYeBbIX HAPO/I0B, B TOM
yucne 1y KasaxoB, Mbl OOHapYyXUBaem
pa3nnyHble M300ParKEHUS UNK CTUAM3ALU MK
MwupoBsoro epeBa (dpeBa). Hanpumep,
cpeau Haxo4oK Yy MICCbIKCKOro KypraHa,
npuvHaanexallero CakcKomy nepuoay
Ka3axCKOW UCTOPUMU, Ha 30/10TbIX
onqwKax n3obpaxkeHo Munposoe [1peBo ¢
NTULEN Ha cCaMOM ero MaKyllKe, a cpeau
30/10TbIX BELLEN, HANAEHHbIX Ha AnTae,
MupoBsoe [lpeBo N306pa*KeHo ¢ ABYMS
BEPLIMHAMMU U C ABYMSA CUMMETPUYHO
PACMOOKEHHbIMU APAKOHAMMU, rOSTIOBbI
KOTOPbIX BbIMAAbIBAOT U3 NOA 3EMJIN.
N3o06parkeHne Muposoro [lpeBa,
3aKJ/IIOYEHHOTO B Ka3axCKne ObiTOBbIEe
OPHAMEHTbI, Mbl HAXOAMWM NMOBCEMECTHO ...»
[4,c.42].

B ¢$nn10copCcKo-KynsTypHOM
3Ha4yeHun o6pa3 MunpoBoro apeBa
anneropMyecKkMm KOHTEKCTOM (T. €. B
06pa3HOM COoMnocTaBNeHMN) CBA3AH C
TemMon abCcoNOTHOro COBEPLLEHCTBA



W, BOOOLLE, Nt0O60ro AMHaMUYECKOro
npoLiecca, npeanonaratoLero

BO3HMKHOBEHWE, Pa3BUTHUE N 3aBEPLUEHUE.

TaKkKe cylllecTBYEeT TaK Ha3biBaemMas
KOHLENuUUS «nopsiika cpeam xaocan.

B atom BapunaHTe o6pa3 Muposoro

ApeBa CTaHOBUTCH CamMO0CTaTOYHOM U
3aBepLIeHHON MOJIENbIO KYNbTYPbI B LLETOM
— MaKpoKocMoca, CBOero poaa «lpesom
LMBUAMU3aLUN» CPEaM MPUPOHOIo Xaoca.

TaK e, KoHuenuus MupoBoro
[IpEBa Hallna cBoe oTpaxKeHue B
A3bIKE W Pa3HOro poaa ClOBECHbIX
TEKCTax, B MO3TUYECKMUX ob6pa3sax,

B N306pa3unTeNbHOM UCKYCCTBE U
apxuTeKType. A B HallK IHX B coLMalbHbIX
N 3KOHOMWYECKUX CTPYKTYpax, rae
paccMmaTpuBaloTCs MPOLLECCHI «BETBEHUS»
N3 HEKOEro enHOro «LeHTpa». Kak,
Hanpumep, B U306ParKEHUAX CXEM
yrnpaBieHus, NoJgYNHEHNS U 3aBUCUMOCTH
CTPYKTYP BNacCTH, CoLManbHbIX OTHOLLEHWUH,
CcocTaBa 4acTen, 06pasyloLLmx rocygapcrea
WNKn Koprnopauuto. Bce oHM BOCXOasT K
cxeme MupoBoro apeBsa.

Ho, noxanyn, camMon N3BECTHOM
W pacnpoCcTpaHEHHOW B HalUW HU
TpaHcKpunumen obpasa MnUpoBoro apesa
ABJIIETCS «[€Heanornyeckoe ApeBoy,
OAHOBPEMEHHO CUMBOJIM3UPYIOLLEE U
cxemMartuaupyloliee poaoCIOBHYIO JIMHUIO
KaK KOHKPETHOro YenioBeKa, TaKk 1 ero poaa
B LLE/IOM.

B 2001 roay Annban u Cayne banaHoBbl
co3faloT robesieH noj Ha3zBaHMeM
«CBsilLeHHoe aepeBo» («Kneni aralu»). B
HEM OHM 06paLLAOTCH K XyOXECTBEHHOMY
o6pasy MnpoBoro gpesa, KOTopoe
WUHTEpnpeTUpyeTcs Yepes naobpareHue
CBSILLEHHOrO An5 BCEX NPOTOTIOPCKMX
HapodoB AepeBa —«Kueni arauw» (PUCYHOK
1). Ha BETBSAX TaKUX epeBbLEB NOAN
3aBs3blBanN Pa3HOLBETHbLIE MOJIOCKHK
TKaHen, obpallasach 3a 61arocnaBeHUeEM K
Jyxam npupo/ibl U CBOUX MNPEaKOB.

MOHYMeHTanbHOCTbL robeneHa
BanaHoBbIX NpeagonpeaensieTcs
[I0CTaTOYHO MPOCTON KOMMNO3ULMOHHOM
CXEMOW, KorJa rMaBHbI M300pa3unTe/bHbIN
aKLUEHT B BM/I€ Y30PHOro CUyaTa aepeBa
pacnofiaraetcs XyA0XHUKaMM Mo LLEHTPY
npounsseaeHuns. Mectamu cnmBatolmecs
C YepPHO-CMHMM GOHOM robeneHa,
YCbINaHHbIE PAcNyCTUBLIMMUCA BYTOHaAMMU
LBETOB, CTUIM30BaHHbLIMK CUNY3TaMK
JINCTbEB U 3aBA3aHHbIX PAa3HOLIBETHbIX
JIEHTOYEK, MHOTOYUCNEHHbIE aXKypHble
BETBU NPUYYLIMBO NepenseTaTcs
Mexay co6on. OHM NoAOBHO py4dbsiMm,
06pas3Ho 0/IMLETBOPSIOWLMMU BECEHHEE
NPOBYXAEHNE N HEHACBITHYIO XarXKay
YM3HU, CTEKAIOTCH C 1IEBOMW M NpaBou
CTOPOH KOMMNO3MLUMK, CINBAsIChb B
eAMHOoe pycno — CTBOJ AepeBa, TeEM
caMbIM aKUEHTUPYS BHUMaHWe 3puTens
Ha HeM. Ero yBepeHHas BepTuKarb,
pacceKatollee NponsBeaeHne HaaBoe
W 3aKaH4uMBatolleecs He6ObLLOW
duUrypkom cesaeHHon nTuubl Campyk,
cCUasiLLEen Ha caMOn MaKyLlKe,
CUMBOJIN3UPYET HE3LIBNEMYIO OCb
MupoBoro apesa. CornacHo Mmmdpam u
nereHjam ApeBHETIOPCKO-TEHIPUAHCKON
KynbTypbl cTBON MUpOBOro apesa
SIBNSETCA CTEPKHEM, COEAMHSIOLINM B
€AMHOe Hepa3pbIBHOE LIENIOE TPW YPOBHS
MWPO3aaHUsA — BEPXHWUIN, CPEANHHbIN
W HUMKHUIA MUpPbl. B robeneHe aToT
MUDUYECKMUIN TPEXSPYCHbIM MUP 3acesneH
pUrypkamm nogen v XKMBOTHbIX, HUBYLLMX
CBOEN, BEAOMOWN TONIbKO UM CaMUM,
TAUHCTBEHHOW MU3HbIO U B NOJIHOM
rapMOHMK Y PAaBHOBECUM C OKPYHKaloLen
UX NPUPOAOK. «3Ta YMO3pUTENbHaS
npocTpaHcTBeHHas OMKyMeHa — Habop
NPOCTPaHCTBEHHbIX Npadopm MmeeT
SIPKO BblpaXEHHY0 BEPTUKA/IbHYIO
opueHTauumio. B o6biBaTe/IbCKOM CO3HAHUK
3TOT MUP NPUCYTCTBYET B BUJE U3aaBHa
cHOPMMPOBABILMNXCA NPOCTPAHCTBEHHbIX
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npeacTaBneHun, CaMbiM M3BECTHbLIM

N3 KOTOpbIX aBNseTcs Tpuaaa «Pan —
Mwup mogen — Ag» [5, ¢. 17] — unTaem

B OOLIMPHOM KOJIJIEKTUBHOM Tpyae
nccnepoBartenen KasaxcrtaHa. (1 cypet)

Pucynok | — Anmub6aii u Cayse banauosbl. CsitiieHHOe
nepeso. 2001.

MOHYMeHTaIbHO-MO3TUYECKOMY
o6pasy rapmMoHMM NepBO3aaHHOIo M1pa B
NPON3BEAEHNN TAKKE B HEMAION CTEMEHMU
€cnoco6CTBYET NPOTMBOBGOPCTBO XONOAHbIX
CUHUX Y TEMNbIX KPACHO-KOPUYHEBbLIX
LLBETOBLIX TOHOB, TO TaM, TO 34€Cb
BCMbIXMBAWOLWMX Ha BETBAX 1EPEBLEB,
durypax nogemn n }*MBOTHbIX.

Mpu cozepuaHum «CBSLLEHHOIO AepeBar»
BO3HMWKaEeT YyBCTBO COMPUKOCHOBEHMUS
C YEM-TO apXxanyHO-NEPBOPOHbBIM,
NnpeacTaBnSoLIUM COO60M 3aMKHYTYIO
C/TIOXKHYIO CUCTEMY, YTO-TO Bpoae
BbICOKOOPraHWM30BaHHOMO Xaoca,
MMEILLEro CBOU HEMUCAHHbIE 3aKOHHbI.
[apMOHMYHOE COoCyLECTBOBAHWE MasbIX
nepcoHa)Ken CroXKeTa TKaHoro nosioTHa
€0 CBSILIEHHbIM AEPEBOM 1 OKPYKaOLWMM
NPOCTPaHCTBOM CO34aeT KapTUHY
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TeHrpuaHcKkoro Kocmoca, B KOTOpoWn
3K3UCTEHLUMANM3M HOMAANYECKOTO ObITHS
onpeaensieTcs Kateropuen «nogooms
BpPEMEHW» U MyAPOM PaBHOBECUM CBETIIONO
W TEMHOro Havan. «[logobue BpeMeH

B TEHIPMAHCTBE MNopoXaaeT nogoéue
MUPOB N UX obuTatenen. Kasaxckas
JEMOHONOrns Ha GOHE APYrnX KYyNbTyp

He 6oraTa, U He rnoparkaeT 0CoObIMU
OTINYUAMM OBUTaTENEN Pa3HbIX MUPOB.
370 0C06EHHOCTbL CaMOro TEHFPMaHCTBa

U cneacTeBne ero B3aMMOOTHOLLIEHWUH

C ApYrMMu penurusimu. TeHrpuaHcTBo
HWKOrAa He BCTYNnano ¢ HUMU B 60pbOY,
He CTaBWI0 3ada4y HUCNPOBEPKEHUS

Wnu gucKpeauTaumm nx 60ros,
npeBpallas ux B 4EMOHOB, 6eCOB, U T.

4., CTONb 060raTUBLIMX AEMOHOSIOTUIO

[10 XpucTmaHcTBa. CnoKOMHO No3BonaAs
CyLLLECTBOBATb PA3/IM4HbIM PENUIMO3HbIM
cuctemam psipom ¢ cobor, 3aMmcTBYS
NOPON OTAENbHbIE UX AJIEMEHTHI,
TEHIPUAHCTBO HE UBMEHSN0 CBOEN
CYWHOCTH, U3Ha4YabHaa oCHOBa KOTOPOWM
- rapMOHWUS BPEMEH, raPMOHNSA MUPOB» [6,
c. 41].

B 2007 roay cBo TPaKTOBKY
Xy4OXecTBeHHOro ob6pasa MupoBoro
JpeBa NpeacTaBUnn XyaoHUKKU Manuk
MyKaHOB (0AWH U3 aBTOPOB AA@HHOIO
ncecnenoBaHusa) u Angap XamxaH, cosnas
ro6eneH noj HazsaHueM «CTenHas
apabecka», pa3dmep 140 x 140 cm.
(PvcyHOK 2)



Pucynok 2 — Masnnk Mykauos, Ainap YKamxan. Crennast
apaGecka. 2007.140 x 140 cm.

B oTmnnymne oT paccMOTPEHHOro paHee
npousseaeHus banaHoBbIx «CBSLLEHHOE
[lepeBOo» C TOPHKECTBYIOLLE 3INUYECKON
LLBETOBOM raMMOM NPOTUBOCTOSLLMX
XOJIO[IHbIX U TEMMNbIX OTTEHKOB,
KonopucTnuyeckun psg «CtenHomn
apabecKun» NOAYEPKHYTO TaKOHUYEH U
BbICTPOEH Ha CAEPKaHHbIX U MATKUX
CoYeTaHUSAX KPeMOBbIX, 6UPIO30BO-
ONIMBKOBbIX U OXPUCTbIX LIBETOB. [lpyroe
NPUHUMNMANBHOE OTIMYNE BblpaxaeTcs
B TOM, YTO B KOMMO3MLKUK robeneHa
«CTenHas apabecKa» NPUCYTCTBYET He
O/IHO, a ABa abCONIOTHO CUMMETPUYHBbIX
nepe.a. [NponspacTtast U3 OJHOIr0 KOPHS,
OHM PacTyT U COCYLLECTBYIOT psiaom. U
TONbKO NP BHUMATENIbHOM PaCCMOTPEHNU
MOHO MOHSATb, YTO UX pasHULa
3aK/0YaEeTCsd N1llb B OKpace 60bLUNX
JIenecTKoB LBETKa, CBOE0Opa3HoOm
KOPOHOM BEHYAIOLWNX Kaxaoe aepeso. Y
OAHOrO U3 HUX OHU UMEIOT BEeNbIN LBET,
ay apyroro — 4yepHbln. 3TMUM LUBETO-
KOMMO3ULMOHHLIM peLLleHUEM Yepes
conocTaBfieHne aBToPbI NbITaNUCh
Bblpa3nTb Ayaln3Mm (ABOMCTBEHHOCTD)
NPOTUBOCTOAHUSA U OA4HOBPEMEHHOM
Hepa3pbIBHOCTU MHOTMUX GUIOCODCKUX U
dU3NYECKNX acneKToB OblTUS YesloBEKa
— YXU3Hb 1 CMepTb, 4OOPO U 3110, AeHb

N HOYb, MYXUYMHA U HKEHLLMHA, COMTHLE U
NYHa, OroHb 1 Bogda, He6O 1 3eMna U T.4.

B ro6eneHe BeTBM AepeBa NpUYyaInBO
nsrmnbaloTcs, co3gaBas BneyarneHme
apabecKoBow BA3KW, HAaNOMUHaOLWEN
nepenneteHns 6yKB B UCKYCCTBE
ncnamcKkom kannurpaduu. 3to
06CTOATENBCTBO CTasI0 PeELIatoWmm npu
BbIGOpE aBTOpPaMKW Ha3BaHWA A9 CBOEro
npounseeaeHnd. MykaHoB 1 amxaH He
CKpbIBAIOT, YTO N306pa3uUTENbHbIN CTU/b
[epeBbeB € 60raTon U pa3BeTBIEHHOM
CTPYKTYpOW BETBEN, 3aKPYHMBAIOLLMXCH
B CrMpanu, OHM No3aMmMcTBOBaAn U3
TBOPYECKOr0 Hacneans aBCTPUNCKOro
XyOOXHMKa-mogepHucTa lNoctaBa
KnumTa (1862 - 1918 r1.). B 1904 -
1910 rr. npowaoro BeKa OH co3aan
MOHYMEHTa/IbHOE NaHHO ANS UHTepbepa
ctonosou agsopua CToKne B ropoae
Bptoccens (benbrusa) no 3akaasy
X039MHa — 6aHKMpa Agonbda CTokne, B
KOTOPOM MPUCYTCTBYET CTU/IN30BAHHOE
n3obpaxeHue gepesa [7, ¢. 91]. UMeHHO
€ro n3obpasuntenibHbli MOTUB MOCIYXNUI
AN MoNoAdbIX XyJAOKHUKOB MCTOYHUKOM
BAOXHOBEHMS Npu paboTe Hag «CTenHoM
apabecKom»,

O6pallaschb K Xy4oXeCTBEHHOMY
o6pa3y MmnpoBoro agpeBa 1 UCNob3ys
CXeMaTUYECKU-KOHCTPYKTUBHbIE
0COBEHHOCTU €ro M306parKeHuUs ¢
GUrypaTtMBHbIMU 3/IEMEHTAMM Ka3axCKOM
KOYEBOW KyNbTypbl, XYAOXHWKK co3aatloT
anneropuio MakpoKocmoca ApeBHeEN
nepBO3aaHHOM KyNbTypbl, NpeBpaLlas
€€ B COBPEMEHHDbIN XyA0XKeCTBEHHO-
o6pa3HbIK 3HaK — cumBon. lNpu aTom, U3
apceHana KoOMMNO3MLMOHHbIX MPUEMOB
COBEPLIEHHO OTBEpratoTcs Kakan-nmbo
NOBECTBOBATENbHOCTb MW CIOXKETHAS
JIMHNUA. ITO 06CTOATENLCTBO MOMHOCTBIO
KoMmrneHcupyeTcs GunocodCcKon
rny6uHOM cogepraHns Npon3BeaeHus 1
MeTaPpOPUYECKMM XapaKTePOM 06pa3HON
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CTPYKTYpbl, BO3HUKaIOLLIEN TOraa, Koraa
XYAOXKHUK BOMJIOLL@ET CBOM 3aMbIcen
B MHOrO3Ha4yHOM, MHOCKa3aTe1bHOM
MaHepe. B Takom cneymduyeckom
noaxoJe ckasascs xapaKkrep o6pa3oBaHus
XYNOXHUKOB-MOHYMEHTaIUCTOB, Beflb
OpPraHMYHbIM U LeneHanpaBneHHbIn
nepexoa OT KOHKPETHON M306pa3nTeNbHON
CTPYKTYpPbl K 4yBCTBEHHO-3MOLIMOHAIbHOMY
No3aTU4YeCcKoMy obpasy cocTaBnseT
XapaKTepHOe CBOMCTBO MOHYMEHTasIbHbIX
BW/10B UCKYCCTB.

B MMdONOrnmn TIOPKCKMUX KOYEBLIX
KY/bTYp HE MEHEee BaXHO€e MEeCTO,
yeM MupoBoe apeBo, 3aHUMaeT
MOHYMeHTasbHbIM 06pa3 MupoBom
ropbl. OH HanNpPsAMYO CBSA3aH C
caKpanuM3oBaHHbIMW NPeACTaB/IEHUAMMU
APEBHUX HApPOAOB O CTPYKTYpE
MWPO3aaHus, rae MMpoBas ropa sBnsieTcs
LleHTpom mupa (MnpoBoO# ocblo) —
KOCMOIOHMYECKOM TOYKOM NepeceveHmns
NnpocTpaHCcTBa U BPEMEHMU, B KOTOPOMH
CBEPLUMCH NEePBO3AaHHbIA aKT TBOPEHUS.
B Apyrom 3HadyeHuu, Hanpumep, y
APEBHUX KOYEBLIX LMBUIN3aLMI CaKoB 1
yrhcyHen, MupoBas ropa npeacraBngiach
B KayecTBe CBOe06pa3HOro KaHana «...
KOCMUYECKOWN CBA3K NtoAeN C BEPXOBHbIMMU
6oXkecTBamu, 06UTaBLWMMK Ha BEPLUMHAX
rop, CoeAuHaBLLNXCA ¢ BEpXHUM MUPOM.
M npaBbl UccnegoBaTenu, KOTopble
NnoayYepKMBaloT, YTO camMa OKpyXKatoLwas
npupoda u nangwadpt Cemupeydbs ¢
6€E/T0CHEXHBIMU BEPLUMHAMMU «30J10ThbIX FrOp
Mupa», — peasnnun XU3HH, onpegensatowmne
KoYyeBaHWe U3 CTENKU K NOAHOMKUIO
rop u ux BepLiMHam, oT 3MMOBOK K
JIeTOBKaM, KOTopble cnoco6CTBOBasMN
CNOXKEHMIO MUDONOrMYECKUX TpaanuLmm,
npeacraBnsaslunx BeceneHHyto B BUae
rpaHAMO3HOW ropbl UK KaMH4. «TBepab
HebecHasi» MbIC/InIacb KAMEHHOW, ropbl
— COCTOALLMMM U3 MaTepuana HeGeCcHoro
cBogar [8, c. 403].
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OnHOM U3 caMbiX U3BECTHbIX paboT B
MCKYCCTBE COBPEMEHHOIO Ka3axCKoro
XY[OKECTBEHHOIO TEKCTUNS, OTPaXKaloLLLEN
o6pa3 MunpoBo# ropbl, npeactaBnaeTcs
ro6eneH Anmbasn u Cayne banaHoBbIx
noA HazBaHneM «MupoBas ropa — ll»,
cosaaHHoro umu B 2007 ropay.

Bo MHOIrmnx cMmbicnax aTo Npon3BeaeHue
SIBNAETCA aN0XabHbIM /19 pa3BUTUS
BCEeN HauMOHaNbHOM WKOJbl Ka3axCKoro
ro6eneHa. 3anomMuHalLWmMMes
CIOXKETHO-U306pa3nTeNbHbIM
peleHMeM aBTOPbI CYMENn NpeBpaTnTb
WHTepnpeTUupyembii UM1U o6pa3
MMWpPOBOW ropbl B <UKOHUYECKUIN 3HAK» —
CBOE06Pa3HbIN BbICOKOXYAOXECTBEHHbIN
M306pa3unTesibHbIM aTalOH, KOTOPbIN
CIYXUT OPUEHTUPOM NS APYrUX Ka3axCKUX
XYAOXHWUKOB M0 ro6esneHy.

Ewe oanH o4eHb Joporomn m
COKPOBEHHbIM CUMBOJT /151 Kaxaoro
Ka3aXxCKOro Xy[10}KHWKa — 3To o6pas
poaHon 3emnu — AHa-ep. Komnoanuumm
NOAO6GHLIX NPONU3BEAEHNIN BOCMEBaIOT
KpacoTy NPMPOAHbIX MPOCTOPOB 1
KOCMUYHOCTb MbILLIJIEHUSI KOYEBHUKA,
COCYLLECTBYIOLWWErNO B raPMOHUN U
paBHOBECHU C OKpYXKatoLLlen ero
cpenon. 1 B 3TOM CMbICIE, «... CTEMNb
— OCHOBaHWe, Ha KOTOPOM, KaK Ha
pyHOaMEHTE, CTOUT apXUTEKTYPHOE Yya0
NPUPOAbI, rAPMOHUYHOE U HEOOBACHUMOE,
MatemMaTtnyeckun ToyHoe He60. KocMuam
MblLLUEHKS, LIMPOTa MUPOBO33PEHMUS,
pacnaxHyToCTb M 4O6pPOTa AyLM CTENHOrO
HOMa/la-Ka3axa reHeTUYEeCKHU 3an0XKeHa
B HEr0 OrPOMHbIMMK MacluTabaMun CTEMHOM
3eMun U He6a. KOCMOroHMYHOCTb U
aCTPOHOMMYHOCTb MbILWJIEHNA YEe/IOBEKA
06ycnoBneHbl 06Pa30M }HU3HU B CTEMM,
NOCTOSIHHLIMW NepPeaBUKEHUAMU B
NPOCTPaHCTBE U BO BPEMEHU. B CO3HaHMK
Ko4yeBHMKa Hebo Haf 3eMnein, n cama
3emna — Ctenb — paBHbl MEXAY COBOM!»
[9,c. 3]



KocmunyecKoe paBHOBECHKE YXOBHbIX,
MaTtepuanbHbIX U MPUPOAHBLIX KOMMNOHEHTOB
ObITUS B Ky/IbType TIOPKCKMX HAapoaoB
NO3BOJISNIO BbICTPaMBaTb B CO3HaHWUU
KOYEBHWKa KapTUHY MUPO3aaHus,
COBEpLLEHHOro B abCcosoTe CBOEro
coaepraHus. Noatomy, B NOHUMaHWUK
HOoMaja «3eMns o6eToBaHHas —

HepyihbiK» HE CyLecTByeT rae-To, B
peanbHOCTU MUpPa, Ky[la OH M ero ayla
AOMKHbI CTPEMUTLCS, @ OKPYKaeT ero
Bceraa, B KaKom 6bl TOYKE rnepeceyeHuns
NPOCTPaHCTBA Y BPEMEHMW OH He
Haxoaucs. 3TOT MPUHLMM KOYEBOW XU3HH,
OCHOBAaHHbIV Ha CaMOA40CTaTOYHOCTU U
3K0N0ro-epmnocoOCKOMY OTHOLLIEHUIO K
NENCTBUTENBbHOCTK BbITUS, OTpaXKaeTcs
B NPOU3BEAEHUSAX XY[OKHUKOB, KOraa
OHM O6pallaoTCs K TeEMe pacKpbITUs
Xy[AOXKeCTBEHHOIro o6pa3sa AHa-}ep.

OaHMM U3 NepBbIX MacTepoB
XYAOKECTBEHHOIO TEKCTUNSA, 0OPATUBLLMXCH
B CBOEM TBOPYECTBE K MUDONOITUYECKOMY
06pasy poaHon 3emnu, aBnsetcs Kypacbek
TolHbIGEKOB. B 1974 roay oH npeacrasnser
Ha cya 3puTenen paboTty noa HadBaHWEM
«CtenHag 6annaga», 200 x 300 cm.
(PucyHoK 3)

== ¢

PucyHok 3 — Kypac6ek ToinbiGekoB. CrernHas 6asiaza.
1974. 200 x 300 cm.

CamMoi CUNbHOW CTOPOHOM 3TOrO
Nnpon3BeaeHns cneayet Ha3BaTtb ero
*MBOMWUCHO-LBETOBbIE KAYECTBA,
HaNOPUCTYIO IKCNPECCHIO LIBETOBOW
raMMbl, SPKYIO Bblpa3uTeNbHOCTb
WHAMBUAYaNbHOW MaHepbl TKA4YeCTBa.
3aecb, B NOAYEPKHYTYIO0 AEKOPATUBHOCTb U

JIOKaNbHOCTb LIBETOBOW MaUTPbl XYAOKHUK
MeCTaMW BBOAMWT NErKyl0 pacTyLLUEBKY, TEM
CaMbIM HECKOMIbKO cMAryas rpadu4yHoOCTb
CTPOrux UBETOBbIX CO4YETAHUN, YTO B

CBOIO 04Yepeb YCUINBAET OlylleHNe
NO3TUYHOCTH.

Komno3uuunoHHo 310 paboTa nogaHa
COBEPLIEHHO HE MO «TbIHbIGEKOBCKU»

— B HEWN OTCYTCTBYIOT YE/IOBEYECKHME U
300MOpdHbIE NMepCcoHaXu, U TONIbKO C eaBa
yraiblBaemMbIM CUY3TOM NPUCYTCTBYET
Munounyeckan ntmua Kapakyc, packuHyTble
KPbl/lb KOTOPOW BOCMPUHMMAIOTCS

KaK NpoAoIKeHUe KpacHOBaTO-0ypoWn
XONMWUCTON 3eMNK, Aa ellle napa NTUL, Ha
[epeBe, BCSl O0CTalbHas YaCTb TKAHOM
MJOCKOCTU BbICTPOEHA Ha BELLHbIX U
NPUPOAHbIX AETaNAX.

Ocob6eHHOCTb robeneHa, noxanyu,
sipye BCEro BbipaxeHa B ero
0600611atolLLe-TOPKECTBEHHbIX PUTMAaX,
HaMOMHEHHbIX NO3TUKOM Ka3axCKon
TpaauULMOHHOM KyNnbTypbl. UMEHHO
yepes HMUX MOXHO yBUAETHL TO obliee,

YTO POJAHUT COBPEMEHHbIV ro6eneH

CO cpeAHEeBEKOBbLIMU LUNanepamu.
MoCKoNbKy N060M Xy40XKeCTBEHHbIN
np1Mem nam cnocob nogynHaTCs
€AMHOMY YHMBEpPCalbHOMY 3aKOHY —

JaTb LienbHoe, 3pnMOoe NpeacTaBieHune
paccMatpvBaemMom Teme, TO 3a
XYOOXHMKOM OCTaeTcsl NpaBo cBO60OAbI
caenatb BblOOP, KAKMM Coco6om nnm
NPMEMOM PaCKPbITb COAEPKaHMe Byayuien

| cBOen paboTbl. B 3TOM 1 3aKno4aeTcs

NOA/IMHHbBIN CUHTE3 BCEX CNaraeMbix
Nnpou3BeaeHU NCKYCCTBa.

OT 3TOM PabOTbl BEET rapMOHUEN
W 3aBEPLLUEHHOCTbIO — YUCTbIE
COOTHOLIEHUS 6ENOro, TEMHO-KPACHOro,
TEPPaKOTOBO-KPaCHOro, OPaHXeBoro,
KOPUYHEBOIO M MYCTO-KOPUYHEBOIO C
MWHUMYMOM MPOMEKYTOYHbIX OTTEHKOB U
He60/bLLIOM CUHEBOM, CO3atoT MPOCTOTY
M CO3BYYHOCTb, CXOXYIO C HApOAHOW
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necHen. 06 3TOM rOBOPUT EANHbIN,
NMPOHU3bIBAIOLLINIK BCIO KOMMNO3ULMIO

PUTM OBUXKEHUS, TOHKOE COOTHOLLEHNE
LBeTOBbIX NATEH. B ro6eneHe «CtenHas
6annaga» Kak n B CpeHEBEKOBbIX
Linanepax «...Bce XyaoxectBeHHble GpOpMbl
NOAYMHSIOTCS HEKOMY YHMBEpPCabHOMY
€/IMHCTBY paju BO3BbILIEHUA Lenoro. B
3TOM NOATMHHO CUHTETUYECKOE MOHUMaHUe
uckycctBar [10, c. 157].

XYAOXHUK OMYyCKaeT BCE CllydanHble
fieTanu, 4Tobbl YETKO BbISIBUTb BeayLLUH
PUTM NEeceHHOro noBecTBoBaHMs. Kak 1
JOIKHO 6bITb B XaHpe 6annagbl B HEN
[ENCTBYET OrpaHNYEeHHOE KONYECTBO
3N1EMEHTOB: 3TO LIBETYLLEE AEPEBO
(*13Hb) N Ma3ap (ee NOrM4yecKUn KoHell),
CTPOro GpoHTanbHO PacrosioXeHHbIE Ha
JIEBOW 1 NpaBoOW NonoBUHE robeneHa.

A MeXay HUMKU U PSAOM NPOXOAUT
yenoBeYecKasi 13Hb, COKpbITas oT rnas
B3AbI6GNEHHBIMWU XO/IMaMM U 3HEPTUEN
BETPA, M TOJIbKO OrPOMHOE pa3HOLBETHOE
COJIHLIE, KaK MSAYMK HecyLleecs rno nosto
KapTUHbI, KpaCHOPEYNBO COOBLAET, 4TO
Ha caMoM fefie, KOHLa HET, YTO XM3Hb
NpoJoJiKaeTcs...

B 2003 roay KazaxCTaHCKWI Xy1OXHUK-
MOHYMeHTanuct laama ElKkeHoB
obpallaeTcs K UCKYCCTBY robeneHa
W cO3aaeT nepBoe NponsBeaeHne —
«<Kepymbik» («3emnsa o6eToBaHHas»),
pa3mep 150 x 240 cm. Brnocneactaunu
3Ta paboTa 6bina npuobpeTeHa B
BblCTaBO4YHble GOHAbI fOCYapCTBEHHOIO
My3es UCKyccTB KasaxcTtaHa um. A.
KacteeBa W Ha aHHbIM MOMEHT YKpaluaeT
3KCMO3MLMIO, MOCBSILLEHHYIO UCKYCCTBY
COBPEMEHHOI0 KasaxcTaHCKOro robeneHa.

«KepynblK» COCTOUT U3 ABYX YacTen
(NPSAMOYronbHUK B NPAMOYrofibHUKE),
YpaBHOBELIEHHbIX MeXAy CO60M KaK Mo
06beMy 3aHMMaeEMOM NIIOCKOCTU, TaK U No
LIBETOBOMY COOTHOLLEHUI0.(PUCYHOK 4)
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Pucynok 4 — l'azus Euikenos. JKepyiibik. 2003.
150 x 240 cm. U3 smnunoro apxuBa aBropa — Erikenosa I A.

C Xy[10KeCTBEHHO-CTUNUCTUYECKON
TOYKM 3PEHMA 3TO NPON3BEAEHNE HENb3S
COOTHECTU HU K 6anaHOBCKOM 3CTETUKE
MWUHUMaIN3Ma, HU K TbIHBIGEKOBCKOMY
ctunto. flobenex aBnsietcs rubépuaom —
CTUJINCTUYECKUM «METUCOM», HECYLLIUM
B cebe n306pasunTeNibHble KayecTBa
060unX HanpaB/ieHWN. TbIHbIGEKOBCKOE,
6€e3yCNoBHO, NPOSBASETCSH NPUCYTCTBUEM
B robeneHe 6orato OpHaMeHTUPOBAHHON
KalMbl 1 SPKOM, NOKa/IbHOM LIBETOBOM
Konopute. A 6anaHOBCKOMY NPUHAANEKNUT
cTporasi, Y4yBCTBEHHO-I0rMyecKas
JINHEMHOCTb PUCYHKA, CTUIM30BaHHbIE
CUNyaThbl GUTYP M MBOMETPUYHOCTb
NnepcnexkTUBLI, co3aaloLen
OHOBPEMEHHYIO MHOMOMN1aHOBOCTb
WU MHOTOSIPYCHOCTb MPOCTPaHCTBa
n306parkaemMoro XygoXHUKOM MUpa.

LleHTpanbHas 4acTb, HA30BEM €€ —
«OCHOBHOE coaeprKaHuner, npeacraBnser
Cco601 KOMMO3ULIUIO Ha TEMY N3 KOYEBOM
¥MU3HU cKoTOBOa. A o6pamnsiolas
Hanogobue LBETOYHOM KalMbl YacTb —
3TO IBHOE UMTMpPOBaHWE TPaaAULMOHHOMO
Ka3axXxCKOro KoBpa, UCMOJIHAEMOTro
TaMbypHbIM WBOM. OgHaKo B OTINYME
OT NocfieHero 34ecb HET YETKOM
pasgensiowen TMHUK, Tak 4To 06e YacTu
KaK 6bl B3aUMOMPOHMKAIOT, NoaaepKu1BatoT
W ypaBHMBaAIOTCH APYr C APYroMm.

OcHoBHas YacTb NOBECTBYET O
CMOKOMHOM pa3MepeHHOM pUTMe
noBceaHEBHOM XW3HU. Ha 3agHeEM
naaHe ¢ NOMOLLbIO OAHMX TOJIbKO JIMHWUK



[AaeTcs PUCYHOK XOJIMUCTOrO Nnensaxa,
npsAMo nocpeauHe Boane ovyara cuauT
FEHLUINHA, PSAOM BOINEKNUT MyKUMHA.
OHM TaKKe BbINOSHEHbI TIMHENHO, TaK 4YTO
noBepx MX GUryp YUTaeTcst 4YacTb CTEMHOIO
nensaxka. TyT e BO3/e HUX pacTeT JepeBo
(Bo3MOXHO, bantepek), roe-to Baanu
BUAHeeTCs 0AnHOKas durypa BcagHuKa,
nacyTcsl OBLUbl, KOHW, Ha NepeaHem
nnaHe pasnunyatoTca Gurypol Bepbtoaa
U nacTyxa... Becb aTOT BELLUHbIA MUP
JlaeTcs C NOMOLLbIO XOTb U NPEPbLIBUCTBIX,
HO YBEPEHHbIX TMHUIN, @ MeECTaMN —
JIOKasbHbIX LIBETOBbIX MATEH.

fcHas, NpoHM3aHHaa CBETOM
LleHTpaNbHas YacTb YMTaeTcs KaK [leHb,
a rycto HachbllIEeHHas X0N0AHO CUHUMMU,
KPacHbIMWU U 3e/IEHbIMU LIBETAMU «pamMa»
npeacrasnser cobon Hoyb, a BMecTe
B3SITbl€ YMTAIOTCSH KaK MUP, CXBA4YE€HHbIN
€AMHbIM AyXOM rapMOHWK 1 MOKOS.

BbICOKYIO OLIEHKY 3TOM paboTe aaeT

Ka3axcTaHCKuMi uckyccteosep C. LLKknseBa:

«...NNOTHbIE CBOBO/HbIE «MA3KW»,
cosfatlolwme UMMNPoBU3NPOBaHHbIE GUTYpbl
NoAeNn, KUBOTHbIX LLEHTPAIbHOrO Moss U
3N1leMeHTOB OpHaMeHTa 6opatopa roBopsT
O CMEJIbIX MOUCKaXxX XyAOXHWKa HOBENLLETO
BpemeHu» [11, ¢.125].

B 2010 roay cBotO MHTEPNPETALIMIO
«3emMnu 06eToBaHHON», Kak
XY4OXeCTBEHHOro Npoo6pasa Ko4eBown
MoZeNn Mupa, B KOTOpPOK npaBsaT
rapMOoHUS, Myapoe CNOKONCTBUE U
co3epLaTenbHOCTb NnpeasiaraeT aBTOPCKUI
TaHaeMm Manvka MykaHoBa 1 Aiigapa
HamxaHa B Buae robeneHa «CrenHas
MO3auKa», pasmep 130 x 210 cm.
(PvcyHOK b).

Pucynok 5 — Manuk Mykanos, Aiinap yKamxan. Crenuas
mo3anka. 2010. 130 x 210 cm.

KaK npn3HaloTcs XyAOKHUKK, naeto
CIOXETHO-M306pa3nTeNbHON KOHLEMNLINK
CBOEN paboTbl OHU MOYEPMNHYIU U3
TBOpYecTBa Kypac6eKa TbiHbI6EKOBA.
A TOYHee, UCTOYHUKOM UX BAOXHOBEHMS
ABNSETCS OAHO N3 CaMblX N3BECTHbIX
npon3BeAeHUn OCHOBOMO/IOXKHWUKA
Ka3aXxCKOW HalMOHaIbHOM LUKObI
ro6eneHa nog HasBaHueM «CTenHas
6annajar.
KOCMOrOHMYHOCTb Y MEHTaNbHOCTb
CO3HaHWUS KOYEBHMKA B €ro OTHOLIEHUK
K OKpyKatolemy Mupy B robeneHe
XYOOXHUKMN BblpaxaloT YHepe3 BPEMEHHYIO
KaTeroputo «Bcergar», HanosHasg Tem
cambIiM NpounsseaeHne GnnocobCcKnum
cofieprKaHWeM 1 capKasibHbIMHU
noaTteKkctamu. «B otnnyme ot 3anagHoro
npuHUmMna «30ecb» U «cenyac», BOCToK,
B *XM3HW N B UCKYCCTBE, OTAaET
npeanoyteHue, 6onee ToTaabHOMY
CNoco6y MblllNeHns, o6obLatoLLemy
NpOoTSXKEHHbIE CBA3U. B netyyem
MIHOBEHWW LEHUTCSA NPUHAANEKHOCTb K
BEYHOCTH ... [IPOCTPAHCTBO KOHKPETHOIO
naHawadTa 40POro CBA3blo C HACENFIOWMM
€ro Ye/IOBEKOM U NPOTHKEHHOCTLIO B
6EeCKOHEYHOCTb MMPO3aaHna. X nsHb
O3ajadvyeHa naeen NpoaoIKeHuUs,
noTpebHOCTLIO 6ecCMepPTUsl, MPUYEM He
B JINYHOM KOHTEKCTE CKOpee 3anagHblx
NMOWCKOB, a B PacLUMPEHHOM CMbICNEe
HalLMOHaNbHOIO, YeI0BEYECKOTO,
npupogHoro 6eccmeptus» (12, c. 120].
KomMnosuuunoHHas cTpyKTypa «CTernHomn
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MO3auKW» pelleHa B MOHYMEHTabHOM
CTMNE W HaNoMIHEHA MHOXECTBOM
pa3HoMacLlTabHbIX CynpeMaTuiecKmx
3/1EMEHTOB, CTU/IN30BAHHbIX N0[
n3o6paxeHuns nowaaen, Bepbnoaos,
lopT, dUryp noaen, fepeBbeB 1 rop, ¢
XONMWUCTbIMU NpearopbamMu. NogumHaaco
aBTOPCKOMY 3aMbICy, OHW CKNaablBatoTCA
B OAHY 001y NaHOpaMy Hanogooue
MO3aM4HOro NaHHo, B KOTOPOM Kaxaas
[eTanb y4yacTByeT B CO34aHWUM €AMHOM

M 3aBePLUEHHON KapTUHbI TIOPKCKOWM
KOYeBOW MOAeNN MUPO3aaHus.
BuayanbHOMY adbdeKTy MO3an4YHOCTH TaK
e CnocoOCTBYET NPUBNEYEHUE PABTUYHBIX
NPMEMOB rMaAKoro TKa4yecTBa, Koraa,
HEeKOTOpble TKaHble Nepexoibl HE3aMETHbI
NS BOCMPUATUSA, a Apyrve, HaobopoT,
aKUeHTUpPOoBaHO rpybbl. He npumMeHas
NCKYCCTBOBEAYECKMX ONnpeaeneHui
XYOOXECTBEHHOW CTUIMCTUKM
N306paxeHunsl, KOMNO3nULMIo robeneHa
MOHO Ha3BaTb «OpraHM30BaHHbIM
n306pasunTeNibHbIM XaocoM». 3TO Obin
YMbILUEHHbIN NOAX0/, CBOEro poja
3KCMNEPUMEHT — MOMbITKa HapyLweHUs
3aKOHOB KOMMO3WLMK, paau TOro, 4Tobhl
«c03aTb» NOPAAOK cpean xaoca.

3axknmouyeHue

3aBepuias Hall 0630p B paMKax
NCKYCCTBOBEAYECKOM CTaTbl, MOMXKHO
BblAENUTb Cliefytoline acneKTbl: onupaschb
Ha 06LWMpPHOE MUPONOrMyecKoe Hacneame
KOY€eBbIX HAPOA0B, COBPEMEHHbLIE
MacTepa Xy4oXeCTBeHHOro TekcTung XXI
BEKa CTa/u Yallle o6palaTbcs K TeMe
OTpaxeHusa apxeTunn4yecKknx o6pasoBs
MoJeNlen TIOPKCKOro MUPO3aaHus, TaKUX
Kak MupoBag ropa, [JpeBo X1U3Hu,
HKep-AHa, }epyhblK 1 MHOXXECTBO
apyrux. lMogo6Has xyaoxecTBeHHas
TeHAEeHUMS oBycnaBamMBaeTcs 06LWmm
npoLieccom nepexoga «OT 3MUYECKOro
K meTadunsundeckomy» (P. Epranunena),

74

XapaKTepHOMY A/151 Ka3axCTaHCKOoro
n306pa3unTenbHOro MCKycCcTBa Ha

pybexe XX—XXI BekoB. B uckyccree
XY[QOXECTBEHHOIO TEKCTWU/IS OH Bbipasnsics
KaK B CMEHEe CIOXETHO-M306pa3unTe/lbHOM
3CTETUKM, TaK N JOCTUKEHUM HOBOIO
YPOBHS npodeccruoHanbHOro Mactepctaa
XYAOXKHUKOB M0 ro6esieHny.

KasaxcKkne macTtepa UCKyccTBa
ro6eneHa, OTPUHYB B CBOEM TBOPYECTBE
6e306pas3Hoe (yagapeHne Ha BTOPOM
cnore) 6biTonncaHue, ¢ NOMOLLbIO
KOMMO3ULIMOHHO-N306pa3nTeNbHbIX
CpeacTB 3aMEHSIOT ero yHuBepcasbHbIM
A3bIKOM «<MKOHUYECKNX 3HAKOB», U,
NOAYUHARA pasnnMyHble NNacTbl U rpaHu
ObITUS, CMbIKas MPOCTPAHCTBEHHbIE U
BPEMEHHbIE KaTeropmu, ypaBHUBatoT
MHAUBUAYabHbIE U HALMOHalbHble
MacLwTabbl, BbIXOAS K YTBEPKAEHUIO UAEN
LLeNIbHOCTU 1 FapMOHWK MUPa, YeSI0BEKa,
BceneHHom.

«306pas3nTenbHOE NCKYCCTBO
KasaxctaHa XX BeKa BOLLNO B 3-e
TbiCAYEETUE MHTENIEKTYANIbHO M OYXOBHO
3penbiM, — AenaeT BbiBO UCKYCCTBOBE[
P. EpranueBa, — ...B HEM OCMbIC/IEHbI
N MHTEPNPETUPOBaHbI ApPEeBHeENLINE
KOPHM Ka3axCKoM KOYEBOW KYNbTYpbl.
3anoXeHHble B HEW ob6LleYenoBeYecKne
LLEHHOCTM pacKpblBalOTCS XYAOKHUKaMM
B Ananore ¢ TpaguuUmMaMn U HoBaLUSMK
MWPOBOI0 MCKYCCTBA, HOBENLINMU
ABJIEHUAMU GUNOCODUN U KYNbTYpbl XX
BeKa. [MocTuxeHne 0CHOB HaLMOHaNbHOM
KYNbTypbl POXKAaeT B UCKyccTBe Ka3axcTaHa
HOBbl€ TBOPYECKME KOoHLeNLUmMK. B utore
COBPEMEHHOE Ka3axCKoe UCKYCCTBO,
BO3HMKLLEE Ha NOYBE MHHOBAL MM
MEHbLLIE BEKa Ha3a/, CMOI/O0 He TOJIbKO
He pacTepsiATb CO6CTBEHHYIO AYXOBHYIO
CaMOObITHOCTb, HO M CO3aTb aleKBaTHbIN
€M HEMOBTOPUMbIN 06Pa3HbIN A3bIK»

[13, c. 172]. N xoTa B NpnBEAEHHOM
LumTaTe rosopuTca o6 M306pa3nTebHOM



NCKYCCTBE Hallen peCI'Iy6J'IVIKVI B LENOoM, KponoTinBoe nccnegoBaHmne MHoOXecTtBa

MHEHMWEe OJHOr0 U3 aBTOPUTETHENLLMX npoueccoB, NPOUCLIEALLMX 3a NOSICTONETNE
MacTepoB CBOEro fiena, BooayLweBsnseTt B *XMBOM, AyMalOLLEM, ULLYLLIEM WU aKTUBHO
W Hac, XyOXKHUKOB robesneHa [14, 15]. [ENCTBYIOLLLEM OpraHNM3Me, KakoBbIM

Mbl 3HaeMm, 4TO B OCHOBY CTOJIb BbICOKOM ABNSETCH M306pa3nUTENbHOE UCKYCCTBO CO

OLLeHKM nersio 6ecnpucTpacTtHoe,

MHOroneTHee,

BCEMU €ro pa3aenamu.
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M. ®. MykaHoB, B.T. locxkanoB, M.Lll. CyneimeHoB
T.K.XKypreHoB aTbiHAafrbl Kasak Y/i1TTbiK 6Hep aKaeMusichbl
(Anmarsl, KazaKctaH)

3AMAHAYH KA3AKCTAH rOGEJIEH ©HEPIHAET TYPKI AYHUE 3XAPACTbUIJ1bICbl KOPKEM MOAEJI
BEWHECIHIH APXETUINTEPI

AHpaaTna

ATanMmbllW MaKanaHblH MiHAETI 63 WblFapMallblbiFbiHAA DNeMaiKk Taybl, Tipwinik aralwbl, AHa-Kep,
HepyhbiKKoHe T.6. Tapi3ai TYPKI AYHUECT BpHEKTEPI apXeTUNTEPiHIH KepKeM 6enHenepiH KePCeTETIH,
Kelneni xanblKTapablH, ayKbiMAbl MUDONOrUANbIK MypanapbiHa CyMeHe OTbIpbIn TYC KileM 60MbIHLLA

KasakK cypeTLllinepiHin TyblHAbINapblHa XacanblHFaH eHepTaHy TangayblHaa 60bin oTbIp. 63
WblFapMallbliblKTapbiHAa 6EMHECI3 TYPMbIC-TIPLWINIKTI KEHIHEH cMnaTTan OTbIpbIN, 3aMaHayu Ka3aKTblH, TYC
Kinem eHepi webepnepi, OHbl KOMMNO3ULMANBIK-6erHeney KypanaapbiHblH <MKOHaNbIK 6enrinepaiH» amoéetan
TiniMeH anMacTblpagbl XXoHe TYPMbICTbIH 8P allyaH KblpTbiCTapbl MEH KbipiapbliHa 6afbiHAbIPa OTbIPbIM,
KEHICTIK XoHe YaKbITTblK ayKbiMAapAbl KaObICTbIPbIM, 81EMHIH, adaMHbIH, }ep Y3iHiH TyTacTbifbl MEH
YHAECTIM naesicblH 6EKITyre Kene oTbIPbIN, XEKE XKaHe YNTTbIK ayKbiMAapabl TEHECTipesi.

MaKanaga coOHbIMEH KaTtap, eXXesiri ajaMHblH, caHa-ce3iMiHAeri KopwaraH AYHUEHIH apXxeTUNTiK CMMBOAAapsbl
MeH anfallKbl 6erHenepiHiy, Nanaa 6onybl acnekTinepi KapacTbipbliagbl. YKeKe TyiFaHblH, anemzi TaHy

MEH OHbIH, KYPbINbIMbIH JYHUEHIH, apXnKablK-MUbONOrUanblK @pHEKTEPIHE TEHEY apacbkiHAafbl 6annaHbIC
aHbIKTanaabl.

Tipek ce3aep: Ka3akCcTaHHbIH 3aMaHayu 6eHeney eHepi, Kasak TyC Kinemi, TYPKi AyHueci 6enHenepi
apxeTuni, Kewneni TYPKi xanbiKTapbl MUGONOrUACHI.

M. Ph. Mukanoy, B.T. Doszhanov, M.Sh. Suleymenov
T.K. Zhurgenov Kazakh National Academy of Arts
Almaty, Kazakhstan

ARTISTIC IMAGES OF ARCHETYPES OF MODELS OF THE TURKIC UNIVERS IN THE ART OF MODERN
KAZAKH TAPESTRY

Abstract

The goal of this article is to analyse the workds of Kazakh tapestry painters which are being supported

by extensive mythological heritage of the nomadic people; express in their creativity Artistic images of
Turkic universe models archetypes, such as: World Mountain, Tree of Life, Ana-Zher, Zheruyik and others.
Having rejected lack of chronicles forms in their creativity, modern Kazakh tapestry masters by means of
compositional and graphic means replace it with common language of “iconic signs”, subordinating various
aspects and outlines of life, putting together spatial and time categories, making equal both individual and
national scales, and finding out an idea of integrity and harmony of the world, the person, as well as the
universe.

Also in article, the aspects of archetypic symbols origin and prototypes of the world around us in mentality
of the ancient person are considered as well as affiliation between Understanding the World by human and
identifying it into archaic -mythological models of the universe creation.

Keywords: modern fine arts of Kazakhstan, Kazakh tapestry, Turkic universe models archetypes, mythology
of the nomadic Turkic people.

76



CeeieHus1 00 aBTOpAax:

Mykanos Masnuk ®nobeposu., fokrop PhD nekyccrBoBenenust, crapimd
npernoaaBateb Kadeapbl « Kuponuch» KasHAU um. T. )Kyprenopa.
e-mail: malik_flober@mail.ru

Hocxkanos baybipakan TatTu6exoBud, 1oktopanT | roga o6ydenus,
npernojaBatesb Kadenpbl «JlekopaTHBHO-NTPHKIaIHOE HeKyecTBo» KasHAN
um. T. )Kyprenona.

e-mail: Dos_baur@mail.ru

CynefimeHoB Myxammemkan [ biabixanoBud, ToueHT kKadenpol «Kuponuch»
KasHAW um. T. )Kyprenosa.

e-mail: smukhamedzhan@mail.ru

ABTOp TypaJjibl MaJliMeT:

Mykanos Masnuk ®nobeposud., eneprany PhD nokropsl, T.K. )Kyprenos
atblHarbl Kasak yaTThIK eHep akageMusicbiiblH, « Keckinpeme»
Kacpeapacbitbii ara okbiTyibickl KasHAW um. T. )Kyprenosa.

e-mail: malik_flober@mail.ru

HocxkanoB baybipxkan TatTu6exoBuy, 1 Kbl oky noktapantsl, T.K.
JKypreHnoB ateiHaarel Kasak yATThIK 6HEp aKaieMUSIChIHBIH, € COHJIIK-
KoJiaH6aJibl eHep» KadeapachiHbIH OKbITYIILIChI

e-mail: Dos_baur@mail.ru

CyaneiimenoB Myxammemkan [biibixanosuy, T.K. Y)KypreHoB aTbinnarsi
Kasak y/iTThiK 6Hep akaaeMusichiHbIH « KeckiHgeme» KadenpachiHbIH
JIOLLEHTBI

e-mail: smukhamedzhan@mail.ru

Author's data:

Malik Mukanov, PhD, Senior Lecturer of the “Painting” Department at the
T.K. Zhurgenov Kazakh National Academy of Arts, Almaty, Kazakhstan. e-
mail: malik_flober@mail.ru

Doszhanov Bauyrzhan, doctoral student, , teacher of the Department of
Decorative and Applied Arts, T.K. Zhurgenov Kazakh National Academy of
Arts, Almaty, Kazakhstan.

e-mail: Dos_baur@mail.ru

Suleimenov Mukhammedzhan, associate professor of the “Painting”
Department at the T.K. Zhurgenov Kazakh National Academy of Arts,
Almaty, Kazakhstan.

e-mail: smukhamedzhan@mail.ru

7

Central Asian Journal of Art Studies N3|2018



\ 4

CPEACTBA
JOKYMEHTAJIN
CTHUKH B
UI'POBOM KHUHO

KAK

ART STUDIES

BbIPAJKEHUE
XYAO)KECTBEH
HOI'O
3AMbICJIA

MPHTH 08.67.07

A.C. XakumoB '
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ABTOPA

CPEACTBA AOKYMEHTAJIUCTUKHU B UTPOBOM KUHO KAK BbIPAXXEHUE XYAOXKECTBEHHOIO

3AMbBICJIA ABTOPA

AHHOTaLMA

[JOKYMEHTaNUCTUKA — KUHOKapTUHa, AN KOTOPOW XapaKTepHa CbeMKa MNOASIMHHbBIX COObLITUI U Nt0AEN.
CTpemneHune K JOKyMEHTaIMCTUKE, HabntogaemMmoe BO MHOTMX BUAAX MCKYCCTBA, 0COBEHHO CUNbHO BblPaXKeHo
B KnHematorpaduun. OHO UCTOPUYECKN CBA3AHO C €€ BO3HUKHOBEHWEM U MMEET TpaanL MK B TEOPUN KMHO.
Ha ocHoBe aBwxyLenca potorpadpumnm KMHO MOXKET 306parkaTb AENCTBUTENbHOCTb HENOCPEACTBEHHO
N C JOKYMEHTaNIbHON TOYHOCTbIO. [JOKyMEHTabHOE Havyaso LWMPOKO pacnpoCTpaHaeTcs B UTPOBOM

KuHematorpade.

KnioueBble CnoBa: J0KyMeHTaIMCTUKA, GaKT, XyLOoXKECTBEHHbIN 06pas, aBTop.

BBeaeHue

Mpo6nema JOKYMEHTaIbHOIO
N Xy[I0OXXEeCTBEHHOIO He HOBa AnA
UCKyccTBOBEeaeHMs. 3Ton npobneme
NocBsLLeHO HEMaAJIO PaboT U BCe
60/blle BOMNPOCOB NOAHUMAaETCS
B CaAMOW TBOPYECKOW NpaKTUKE: O
[AOKYMEHTaNIbHOCTWN OTPaXKEHUS HU3HMU,
[IOKYMEHTaNbHOro CTUNS U MpUMeHeEHUe
[IOKYMeHTa B Lensx yoeanTebHOCTH
BO3ENCTBUS.

BmecTte ¢ TeM pazBuTtue
[IOKYMEeHTan1M3ama B UCKYCCTBE
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NPOAOIKAETCS, BblJBUras HOBbIE 3a4a4u
nepej UCKycCTBO3HaHMEM. 3To pasBuTHhe
MPOUCXOANT C PasNUYHbIMU 3 deKTaMu

U B pa3/IMYHbIX BUAaX XyAOECTBEHHOMO
TBOpYecTBa. B 3TOT npoLiecc BOBEKaoTCs
caMble pa3Hble HanpasBieHUa UCKYCCTBa,
Hanpumep, X1MBonuchb. MNpotecc 3ToT
COMPOBOXJAEeTCa PALOM CABUIOB,
NPOUCXOAALLMX B CUCTEME BUIOB U XaHPOB
MCKycCTBa. Kpome Toro, CoOoTHOLIEeHWe
daKTa U XyAOXECTBEHHOMO BbIMbICNA,
JOKYMEHTMPOBaAHWA U TBOPYECTBa B

pAle UCKYCCTB BbICTYNatoT C/IUTHO.



LlengaMmun gaHHOM cTaTbM Mbl onpeaensiem
paccMOoTpeHWe B3aMMOENCTBUSA B
NCKyccTBe daKTa U Xy4OXKeCTBEHHOIO
ob6pa3sa, GaKT KaK cocTaBnsaowas
Xy[oxecTBeHHOro obpasa. PaccmoTtpeHue
CpeacTB JOKYMEHTaNIMCTUKK AN
MaKCMMasibHOrro BblpaXKeHUs aBTOPCKOro
3aMbIC/la B UTPOBOM dUIbME ABJISIETCS
3ajladyen JaHHOW cTaTbM, U onpeaeneHne
3TUX CPeACTB. PaccMmaTpuBaloTcs He TOSIbKO
KO/IMYEeCTBEHHbIE NOKa3aTenun «B3pbiBa
[IOKYMEHTan1M3amar: pa3Butne Takmx Gopm,
KaK O4YepKH, AHEBHUKHK, MUCbMa, 3CCe,
KOJ/TaXku, NOPTPEThI, MEMYapPbI; HO U
aHanM3upyeTcs KayecTBEHHbIE U3BMEHEHUS
B caMOM TBOpPYECTBE, paccMaTpuBaeTcs
NMOHATUE «@HTUAOKYMEHT», KOTOPbIN
ncnonbayet Ppennux C. [1, ¢.189 ], oLeHKa
NPMEMOB AOKYMEHTaNM3aLnu.

OaHaKo HaM HEOBXOAMMO NOHMMATb
camy UCTOPUIO M306pa3nTENbHOMO
UCKyccTBa. Beab 40 TOro MOMEHTa, Koraa
B KOHLe XIX BeEKa NOABUIOCH ABUXKYLLeecs
n3obpaxeHune, 6bii ANUTENbHbIN MPOLIECC
pa3BUTUSA U GOPMUPOBAHUS CKYNLNTYPHI,
ApPXUTEKTYPhI, }MBOMNUCK. McTopus
}UBOMUCKU — 3TO UCTOPUS NMpaBaonogooums.
MNocne oTKpbITMA B 3noxy BoapoxaeHus
NnepcnexkTUBbl, CO3aaBLIEN UTIO3UIO
TPEXMepPHOro NPoCTpaHCcTBa, UBOMUCH
ele 60nblie Npubansunack K peanbHOCTH.
A nsobpeterHune dotorpadmun n 3atem
KWHO MOJIHOCTbIO YAOBNETBOPUIIN HaLLy,
3pPUTENBCKYIO, NOTPEBHOCTb B UIIO30PHOM
CXO[ICTBE C pealibHOCThbI0. Briepsble
o6pa3s BHellHero Mupa obpasyercs
aBTOMaTMyecKn, 6e3 TBOPYECKOro
BMeLllaTeNbCTBa YEN0BEKA, XyA0XKHMKA.
O6BbEKTMBHOCTL COOOLLAET AOCTOBEPHOCTb,
HeOoCTYMHyo usonucu. PoTtorpadua
N KMHOKap BO3AENCTBYIOT Ha Hac Kak
«©CTECTBEHHbIN» GeHOMeH. BmecTo
n3006paxeHns NN KoNumM — cam nNpeamMer.

MeToabl

McTopunyecKas nepcrneKkTmea.
XynoxecTBeHHbIN 06pa3s. PaKT, Kak
3NeMeHT uckycctea. KuHematorpad
CaMO€e MOJ10/10€ UCKYCCTBO, OHO
HaCTOMYMBO CTPEMUTCS ONpeaenunTb
CBOE MEeCTO B 4YeNnoBe4YeCcKOoM 06lLLecTBe.
OHoO ecTb AeTulle ABaaLaToro BeKa,
a KoHell AeBATHaALATOro U Havyano
[BaaLaToro BEKOB — 3TO 3roxa 60/blLKX
TEXHUYECKMNX OCTUKEHMN. 3a BEKOBOM
nepuofa CylLLeCTBOBaHMS, KMHO MPOLLO0
OY€eHb NNOAOTBOPHbIN MyTb. OT 06bLIYHOIO
deHoMeHa aBmxylenca dotorpaduu,
KOTOpOoe UMENO Lienb 3abaBbl U
pa3BneyveHuns, 0o 60/bLIOro 3penulia,
KOTOpoe BMeLLaeT B cebs 1 3BYK, U LIBET, U
LLUMPOKKIM 3KPaH, 1 cTepeon3obpaxeHue.
Kpome 3T1oro, KWUHO CMOT10 MPOHUKHYTb
B rMy6UHbI YeNIOBEYECKMX XapaKTepoB,
B CYLLHOCTb UCTOPUYECKUX COOBITUN, B
CJIOHOCTb COLManbHbIX NPOLLECCOB.

Camo cnoBo KnHematorpad rpeyeckoe,
o603Havatollee «3anncbiBatoL i
[ABWXEHME», TO eCTb LLENbIO €r0 SIBASANOCH
€co37aBaTb ABMKYLIMECS N306parKeHNs.
CuHematorpad cBOMM Ha3BaHUEM
06513aH n3obpeteHuto Jlyn u Oriocty
Jliombep. bpaTtba JlloMmbep paccmaTpuBanu
KnHemMaTtorpaduto Kak TeEXHMYecKoe
ycoBepLIEHCTBOBaHWE 1 oboralleHune
doTorpadun. Ha KUHONEHTE OHMU
3aneyatnieBanu caMble pasHble COObITUS
YaCTHOM U 0OLWECTBEHHON XU3HU. OHM
CHUMaJIM }U3Hb TaKOM, KaKas oHa ecCTb,
co37aBas penopTaxu, He NoJib3yscb
CLuEeHapveM 1 geKopauusMu, He
NpuBJEKas aKTePOB. APKUM NPUMEPOM
MOHO cYMTaTb OJIHY M3 CaMblX NEPBbIX
X KWHOKapTHH: «[pnbbiTHe noesaa
Ha BoK3a/ J1a-CboTa». CTpemneHune K
JIOKYMEHTANIUCTUKE, K PACKPbITUIO U
n3o06paxeHunto dakTa, Habnogaemoe
BO MHOIMX BUAax UCKYCCTBA, OCOOEHHO
CUNbHO BbIparKeHO B KMHeMaTorpaduu.
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Beab Ha ocHOBe ABMXKYyLLENCS
doTorpadum KMHO MOXKET U306paXKaTb
AENCTBUTENBHOCTb HEMNOCPEACTBEHHO U C
[IOKYMEHTaNbHOM TOYHOCTbIO.

Ho TaKKe, He CTOMT 3abblBaTb U O
[Ipyror o4eHb 3HaMeHaTeNbHOW KapTUHE:
«[1oNnTbIN NoAnBanbLnK». 3TO GUNbM
— NepBbl 06pa3el, UrpoBoro Guabma,
CHSATOro No 3apaHee NoAroToBIEHHOMY
CLEeHaputo, C akTepaMu-UCNONHUTENAMMU
W oTpa)<atoLwmmn, 0OqHOBPEMEHHO C
BbIMbIC/TOM UCTOPUU, PeasIbHOCTb KUSHMU:
HaTypa (caj ¢ ra3oHamMu), NOMBOYHbIN
LUNaHT C BOOW, HY, U caMu ntoaun. 310
HEKMM penopTax HeEGONbLIOro cobbITHS
B LWIYTO4YHOM popme. Ho roBops o
[JOKYMEHTaNbHOM KuHemartorpapum, B
pa3BUTUK ATOrO HanpaBeHUs oTpasuscs
NPOLLECC OT NPOCTOM XPOHUKMK 10 06pa3HOM
NyGAULMUCTUKN, OT paccKasa 0 CoObITUNAX [0
B3rNns4a Ha coObITUS.

BmecTe ¢ TeM, KaK HeKas
NMPOTMBONMOIOXKHOCTb JOKYMEHTaNbHOMY
dunbMy (penopTarKHOMY GUIbMY) C
NepBbIX e NET POXKAEHUA KWHeMaTorpada
pa3BMBasCs TPOKOBbIA GUIbM,

KOTOpPbIX NpeACTaB/IIETCH COBEPLUIEHHO
OTOPBaHHbLIM OT 0GBEKTUBHOW PeasibHOCTH.
370 HanpasBneHne B UCNONb30BaHNK
TEXHUYECKUX CPELCTB NIEXUT B OCHOBE
TBOpYecTBa Hoprka Menbeca n Ao

CUX MOp NoaaepKmBaeTcs MHOrMMH
KuHemaTorpaductamm. Menbec
npeaBapuTenbHO NpuaymbliBan To, YT
XOTeN UHCLLEHUPOBATb, OH paboTan ¢
aKTepamu, UCnosb30Bas AeKopaLmu,
NPUMEHS TPIOKKU U PUCYHKK. C ero
JIEFKOW PYKM GpaHTa3nsa U urpa BOLIK

B KMHematorpad. Takum ob6pas3om,

B KMHematorpade o603Ha4YnNoCh

[IBa HanpaBJ/IEHUS: UTPOBOE KUHO U
HEeUrpoBoe KMHO, TaK Ha3blBaeMble
«IMHUS JTlombepar» 1 JIMHKUA Menbecan.
lNepBas cBA3aHa Co CTpPEMSIEHUEM

K IOKYMEHTaNbHOCTH, BTOpas — CO
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3penuniHocTbio. OCHOBHOE pasnnyme
MeXay nTnHusamu Jliombepa n Menbeca
COCTOMT B JIOTMKE NOBECTBOBAHMUS.
Hapsaay ¢ peannctMyecKon Normkon
CyLLLECTBYET CKa304YHas JIOrMKa, a TaKkxe
CYLLECTBYIOT MPON3BEAEHUS, MOCTPOEHHbIE
Ha CoCyLLeCTBOBaHUN 0OENX CUCTEM,
YTO coCcTaBNAET 061acTb GaHTaCTUKK
B COGCTBEHHOM CMbIce cnoBa. Jlyn un
OrtocT JTloMbepbl CHUMaNU XpoHUKy. OHu
WUCKaNn 1 HaxoaMnu pasHble NPUEMBI,
KOTOpbl€ MO}HO 6bI/10 UCNOL30BaTb
Nnpu CbeMKax, HEKOTOPble U3 HUX 0 CUX
nop NpPUMeHsIeTcs NOCTaHOBLMKaMM,
Hanpumep, TPEBENJIUHT, MW CbEMKA C
ABWXKywencsa nnatpopmbl. XK. Menbec
npeanoyunTan cHMMaTb daHTacTUYeCKue
WUCTOPUU, HEXKENTM BOCCO3aBaTh peasbHble
CcoObITHS.

KWHO Hepa3pbIBHO CBA3aHO CO C/IOBOM
«Xy[10}KECTBEHHOE», TO €CTb CBA3aHHOE
C 1eTeNbHOCTbIO B 06/1aCTU UCKYCCTBA,
oTBevatollee TpeboBaHMSAM UCKYCCTBA,
n3obpaxatolliee 1eENCTBUTENBHOCTb
B o6pa3ax. OHO He cyllecTByeT 6e3
YYBCTBEHHOIO BOCMPUATUS - ICTETUKM.

XyOOXeCTBEHHbIM 06pas onpeaenser
caMmy cyTb UCKyccTBa. OH aBnsieT
Cc060I COBOKYMHOCTb BCEX OCHOBHbIX
KOMMOHEHTOB 1 0COBEHHOCTEN
XyOOXEeCTBEHHOro TBopyecTsa. Ho
paccmaTtpuBas daKTop 06pa3Horo
COEPIKaHUS B UCKYCCTBE, Mbl HUKaK He
MOXEM He 0603Ha4YnTb 3adadun, KoTopble
CTOAT Nepea UCKyccTBOM. MNpuHUMInanbHO
WUCKYCCTBO, MO HallleMy MHEHWIO, pellaeT
[1Be 3aga4yn, OHO HeCeT B cebe ABe
QYHKLMWUK: NEepPBOE — 3TO BblipaxKeHne
HacTtoswero. CKyccTBO nNpeactaBngaeT
nepesa npUCyTCTBYIOLWNMU OO LEKTUBHbIN,
OKpYyXaloWwmmn MUp; BTOPOE — OHO
nbiTaetcd popmMupoBaTb 06pas GyayLiero.
B paMKax aTux ABYyX 3aja4y UCKYCCTBO
BOOGLE, N KHHOUCKYCCTBO B YaCTHOCTH,
0653aTeNbHO ONepupyeT Xy4oKeCTBEHHbIM



06pa3oM. XyqoKeCTBEHHbIN 06pa3
ABNISIETCH HarNgAHbIM U YYBCTBEHHbIM,

OH BbICTyNaeT KaK HarnsgHo-o6pa3Hoe
BOCCO3/laHUe peasibHOMN XU3HU.
Coo06pa3sysach ¢ MICTOPMYECKON NpaBaoH,
XYAOXKHUK NHTEPNPEeTUPYET KOHKPETHbIE
IBEHMA CO06Pa3HO CBOEMY BUOEHMIO,
BKJ/IIOHYAET UX B JIOTMYECKYIO LIEMb COOLITUI,
BbICTPOEHHbIX COOTBETCTBEHHO CBOEMY
3amblicny. [pon3BeaeHns KUHO, B TOM
yuce JOKYMEHTaNbHbIE NTEHTbI, AOKHbI
cofepxatb B cebe Xy[0KECTBEHHbIE
KayecTBa. ACTETUKA COBPEMEHHOrO
KnHemaTorpada TpebyeT oT 06pa3Hom
nyesMLUUCTUKK aHannsa xapakrepa,
BbISIBJIEHWUS CYLLIHOCTHM repost Yepes
BbISIB/IEHNE OTHOLLIEHWIN C APYrMMMU
NoabMM, Yepes MNoKas ero cyabohl,
CBSI3aHHOM C cyabOOW Apyrux noaen,

60 Hapojaa. XynoxKeCTBEHHbIE cpe/cTBa
COBPEMEHHOr0 JOKYMEHTAIbHOr0 KMHO
JatoT BOSBMOXHOCTb MPOHUKHYTb B [Ny6UHY
yenoBevyecKon nn4yHoctu. Cpeacrea
Bblpa*eHWs B KWHO O4EHb Pa3HOO6Pa3HbI:
n3obpaxeHune, CNOBO, My3blKa, pealbHble
LLYMbI }XM3HU B UX €IMHCTBE MNO3BONSAIOT
co3faTtb Brevarnsdioline obpasbl, rnyéxe
pacKpbITb 3aKOHOMEPHOCTHU Pa3BUTUS
[ENCTBUTENBLHOCTH.

XyaoxecTBEeHHbIM 06pa3s fABASETCS
HarnagHbIM U YyBCTBEHHbLIM (TO €CTb
HenocpeacTBEHHO BO3AENCTBYIOLLNM
Ha 4YyBCTBa YeN0BeKa), OH BbICTyNaeT
KaK HarnsgHo-o6pas3Hoe Bocco3aHne
peanbHOM XU3HU. U aBTOp
XyA4OXecTBEeHHOro obpasa — nucaTterb,
NoaT, XYOOXHUK UK apTUCT — He
NPOCTO MNbITaeTCsi NOBTOPUTD, «yABOUTb»
*WU3Hb. OH ee JONOMHSET, IOMbICNIUBaAET
Mo Xy4OXeCTBEHHbIM 3aKOHaM.
Xy[0XXeCTBEHHOE TBOPYECTBO MMYyO6OKO
CYOBLEKTUBHO M HOCUT aBTOPCKMI XxapaKTep.
Mo3ToMy Ha KaXX[oW KapTUHe, B KaxK10M
CTMXE, B KaXKAOM ponun oTrneyaTbiBaeTcs
JIMYHOCTb TBOpPLA. B nckycctBe oco6eHHO

3Ha4YUTENbHA POSib BOOBpaXKeHuUs,
$paHTa3mmn, BbiMbIC/a, YTO HEAOMYCTUMO
B HayKe. OHaKO B HEKOTOPbIX Cy4asax
cpeacTBaMm UCKYCCTBa MOMKHO ropasio
6onee afeKkBaTHO BOCNPOM3BECTH
[NENCTBUTENBHOCTb, YEM C MOMOLLbIO
CTPOrux Hay4HbIX MeTOA0B. Hanpumep,
YyyBCTBa YenoBeKa — /l060Bb, HEHABUCTb,
NPMBSA3aHHOCTb — HEBO3MOMXHO
3adUKCMpoBaTh B CTPOIMX Hay4HbIX
NOHATUSX, a LeAeBPbI KTaCCUYECKON
nuTepaTypbl N MY3blKK YCMELIHO
CNpaBnsioTCa ¢ 3TON 3aJa4en.

B nckyccTtBe 60/bLIYI0 ponb Urpaet
cB060Oaa TBOpPYECTBA — BO3MOXKHOCTb
CTaBWTb XyAOXECTBEHHbIE 3KCMEPUMEHTbI
1 MOAENNPOBaTb XXU3HEHHbIE CUTYaLMH, HE
orpaHuunBas cebs NPUHATLIMKU pamMKaMiu
rOCNOACTBYIOLINX HAYYHbIX TEOPUN UK
06blEHHbIX NpeacTaBieHnn o mupe. Ecnu
HayKa paccMaTpuBaET YeloBeKa C pasHbIX
CTOPOH (€ro ncuxuKy, A3blK, 061LECTBEHHOE
NnoBeJIEHME), TO XY[IOXKECTBEHHbIN 006pa3
npeacTaBnseT cO60M HEPACTOPHKUMYLO
LLeNOCTHOCTb. YenoBeK B UCKyCcCTBE
npeacTaBfeH KakK Lienoe Bo BCEM
MHOroo6pasunun CBOMX XapaKTEPUCTUK.

Xy[OXeCTBEHHbIM 06pa3 — 3T0
cneumduryeckan ansa nckycctea dopma
OTPpaXeHWs 0ENCTBUTENbHOCTU U
BblpaxKEHWSI MbIC/IEW U YYBCTB XYAOXKHUKA.
O6pa3s poxaaeTca B BOOGpaxKeHnn
XYOOXHMWKa, BOMNOLLIAETCS B CO34aBaeMOM
UM NPOU3BEAEHNN B TOM USIN MHOW
MaTepuanbHon dpopme (MI1acTUHECKON,
3BYKOBOW, }KECTOMUMMNYECKOW, CTIOBECHOW)
M BOCCO3/1aeTCa BOOOPaXKEHNEM
BOCMPUHMMALOLLErO UCKYCCTBO 3pUTeNS,
yutaTens, cnywarens.

Mbl 4ONKHbI MOMHWTb, YTO
XYOOXECTBEHHbIM 06pa3 3TO He TONbKO
co3aaBaeMbl Xy[JOXKHUKOM 06pas, HO U
BOCMPUHUMAEMBbIN 3PUTENEM, YATATENEM,
cnywarenem. M BocnpusTne He aBNsSeTCS
MEXaHW4YEeCKNM perncTpupoBaHnemM
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CEHCOPHbIX 3/IEMEHTOB, OHO OKa3blBaeTCs
NOUCTUHE TBOPHYECKON CMNOCOBHOCTbLIO
MIHOBEHHOIO CXBaTblBaHMA
[ENCTBUTENBLHOCTH, CMOCOBHOCTLIO
06pa3HoON, NPOHULLATENbHON,
n306peTaTenbHON U NpexkpacHoun. Jlioboe
BOCMPUATHE €CTb TaKKe U MblLINEHNKE,
no6oe paccyxaeHne ecTb B TO e Bpems
WUHTYMUMSA, Nto60e HabNogeHME — TaKKe U
TBOPYECTBO.

BoccosgaBas 3aHOBO GOpMbl
NENCTBUTENBbHOCTH, XYAOKHUKU
KNaCcCMYeCKMX UCKYCCTB AENCTBYIOT C
60/ibllen cBo6O0N U MEPOM YC/TOBHOCTH,
NX KPUTEPUU XyAOKECTBEHHOM NpaBabl
OKa3sblBaloTcs 60s1ee NoABUKHbIMU
N TMOKMMU, YEM B JOKYMEHTANbHOM
UcKyccTBe. MaTtepuan JOKyMEHTalbHOro
dunbma — 4ENCTBUTENBHOCTb BO BCEX
ee popmax — AUKTYET XYy1I0XKHUKY CBOU
YCNOBUS: HEMPEMEHHOE COXPaHeHue B
XYAOXECTBEHHOM 06pa3e KOHKPETHOM
[I0OCTOBEPHOCTU U306parkaeMoro ¢akTa.
Y JOKYMEHTaNbHOIo UCKYCCTBa CBOU
cpeacTtBa BbiparkeHusa. OHM oTinyatoTes
OT TeX, KOTOPbIMU NOSb3YETCH UIPOBOE
KWHO. [10 IOKYMEHTaNbHOro KMHO He
Obl10 UCKYCCTBA, KOTOPOE MCM0JIb30Bano
Obl B TaKOM 06beEME 1 C TaKOK
nocnegoBaTe/ibHOCTbIO rOTOBblE GOPMbI
}U3HU KaK CTPOUTENbHLIM MaTepuan.
KaK “3BeCTHO, MCKYCCTBY rpO3uUT
nUcYe3HOBEHME, ECIM OHO B CTPEMIIEHUH
NPUOIU3UTLCS K AENCTBUTENBHOCTH
NepecTynuT rpaHuLLy acTeTUYeCKom
YCMIOBHOCTM M NMOBTOPUT €€ GpopMbl. TaKUM
06pa30oM, OCHOBHOE NpoTUBOpEYHmE
[AOKYMEHTaNIbHOIro KMHO, @ O4HOBPEMEHHO
n ero cneundUKa 3aKoyaeTcs
B COYETAHMUM MPUBEPIKEHHOCTH K
[IOKYMEHTY C NPUHLIMNaMK UCKYCCTBa.
[JOKyMeHTanncTnKa ncnonb3yet
YHUKaNbHYIO BO3MOXHOCTb COEIMHEHUS
A3blKka dhaKTa, AOKYMEHTa C 13bIKOM
ncKycctBa. OctaBasiCb 06BHLEKTOM
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pPaccMOTPEHUS N aHaNUTUYECKOTO
NPOHWKHOBEHMUS, PAKT HE NACCUBEH,
HanpPoTUB, B MPOLIECCE XYAOKECTBEHHbIX
00006LL,EHUN OH BANAET HE TONIbKO HA CTU/b
NPOU3BEAEHMS, HO U pellialoLLIMM 06pa3omM
onpeaensieT ero couunanbHyo U MAENHYLO
HanpaBJ/IEHHOCTb, TPEBYET COXPaHEHUS
WUCTOPUYECKOM NMpaBabl.

MpaBaMBOCTb JOKYMEHTaNbLHOIO Kaapa
3aBUCUT OT CTENEHW NMPOHUKHOBEHUSA B
CYLLHOCTb SIBIEHUS, OT NPOAYMAHHOIo
M TOYHOro oTOopa GaKToB U3
NPOTUBOPEUYMBOIo NOTOKA peasibHOM
[EeNCTBUTENBHOCTU. HO B JOKYMEHTaIbHOM
KMHOWUCKYCCTBE KpoMme oT6opa ¢haKToB
Heob6xoauMa aBTOpCcKas UHTepnpeTaums
MaTtepuana, ucxoaswas nua cHoro
NOHUMaHWS Xoaa pPa3BUTUA UCTOPUYECKOTO
npouecca. [MoHATHe «daKm B
[IOKYMEHTaNbHOM UCKYCCTBE LUMPE, HEXENN
NOHATUE «<KUHOAOKYMEHT». KNHOAOKYMEHT
Ha OCHOBe 3arneyaT/ieHHOro B KWHoKazpe
onpeaeneHHoro NpPocTpaHcTBa U
BpPEMEHU NpuobpeTaeT KavyecTBa
6eccrnopHoro, To ecTb Nogaatouierocs
npoBepKe, CBUAETENLCTBA, apryMeHTa B
YCTaHOBNEHUN KOHKPETHOM UCTUHbLI. HO
JOKYMEHT — JIULLIb OJHO U3 BO3MOHbIX
nposiBlieHUn daKTa, He eAnHCTBEHHOE. 1o
onpegenexHunto KonvuHa IN.B., «daKT — 310
$popMa 4enoBEeYEeCKOro 3HaHu1s, KoTopas
[0/1}KHa 06/1aaThb JOCTOBEPHOCThIO.

B ngeane B kauectse GaKTOB MOMKET
BbICTYMaTb TO/IbKO IOCTOBEPHOE 3HaAHUEY
[2, ¢.199]. ®aKT MOXKeT 6bITb NPaBUIbHO
OCMbICNEH TOSIbKO B TOM C/ly4ae, ec/in OH
CTAHOBUTCSH 3N1IEMEHTOM CUCTEMbI 3HAHWS,
SABNSAIOLENCA OTPAKEHNEM OO BEKTUBHOM
peanbHOCTU. B faHHOWM cTaTbe Mbl
PaccMOTPUM HECKOSIbKO KMHO-NPUEMOB,
WM cpeacTs, KOTOpble COBEPLUEHHO
onpeaeneHHo MOXEeM KOHCTaTUPOBaTh KaK
QaKT — JOKYMEHT.



Pe3synbratbl

lMpon3BefeHNS KMHO, U UTPOBbIE
N HEUrPOBble PUNbMbI, LONKHbI
cofepxatb B cebe XyAoXKeCTBEHHbIE
Ka4yecTBa. Micnonb3oBaHue crneumupurn
XYQOXEeCTBEHHOIO 3penuuia — 3To LEeHHoe
KayecTBO AOKYMeHTanncTnku. O niobom
BWAE NCKYCCTBa Mbl MOXeM roOBOPUTb, KaK
0 4YenoBeKoBeAeHNK, Byab 3TO IMTEpaTypa,
TeaTp, XXMUBOMUCb, CKYJIbNTYpa, KUHO.
YenoBeK 1 JOKYMEHTa/lbHOE KMHO — TaK
UIn MHa4e, B Kaxaom duibme B TOM Uin
WHOW CTENEHU U306paXKaeTcs YenoBek
W He npeactaBnseT Tpyaa AoKasaTb, 4To
yesloBEK NoKasbliBaeTca doTtorpaduyHo.
Ho He aTo aABnsAeTca LueHHocTblo. Mpexae
BCEro TyT pacKpbIBAeTCs KpacoTa
XapaKTtepa 4enoBeKa, ero Mory4yasi cuna.
AcTeTMKa coBpeMEHHOro KMHemartorpada
TpebyeT OT 06pa3HON JOKYMEHTANIMCTUKHU
aHanM3a xapaKTtepa, BbISiB/AE€HWS CYLLHOCTH
repost Yepes BbiiBIEHWE OTHOLWEHUI
C APYrMMU NIOAbMU, YEPES NOKa3 ero
CcyabObl, CBA3aHHOW ¢ cyabOON Hapoaa,
CTpaHbl.

XyOooXKecTBeHHble cpeacTBa
COBPEMEHHOI0 JOKYMEHTA/IbHOIO KMHO
[aloT BO3BMOHOCTb MPOHUKHYTb B
rny6uHy 4enoBe4YeCKom NMYHOCTH. [ANng
AOKYMEHTANIMCTUKKN XapaKTePHO OTKa3
OT MHGOPMATUBHOCTU B paccKase o
4yenoBEKe, ONopa Ha apamMatypruio,
LUMPOKOE UCMOJIb30BaHWE 06pas3HbIX
cpeacTB. Bcs Mctopus JOKYMEHTaNUCTUKM
— 3TO HaKOMNJIeHUe penopTarKHO-
XPOHMKaNIbHOro OnbITa, 060ralleHme
3TOrO OrblTa XOA40XeCTBEHHO-
obpasHon nanuTpow. He cneagyet
ynpowaTb NpoLecchbl, Npoucxoasiine B
AOKYMEHTaNIbHOM KMHO, UCKYCCTBEHHO
pasfaenss ero Ha MtHpopmaTuBHOE
M 06pa3HO-NYBAULMCTUHECKOE.

B npakTuke KuHematorpada HeT
«4YUCTOro» pasaeneHus, 3NeMeHThbI
06pas3HOCTN OpraHMYHO nepenneTatTes

C MHDOPMALMOHHBLIM psaoM. N Mbl
rOBOPWUM /IULLb O MEPE U COOTHOLLEHWM
MCNoNb30BaHMUS TEX UK UHBIX CPEACTB
BblpaxeHus. [Npu coxpaHeHnmn
onpeaeneHHom cneumPpuKn 0CBOEHMS
MaTtepuana 3ajayu ueneHanpaBieHHON
MHbOPMaLMKM MOTYT nepeneTaTbes ¢
XYOOMKECTBEHHO-06pa3HbIM NOAXOAO0M.

AuncKyccuna

O6pa3 3aHMMaeT 0coboe MecCTo B
TEOPUN OKYMEHTaNNCTUKM. [Tpupoaa
3TON XY OKECTBEHHOM KaTeropmuu
HaXo4MUTCHA NOCTOAHHO B LIEHTPE BHUMaHUA
KWMHOBeAeHus. lNevaTHas u yctHas
ny6InLMCTUKA YXKe JaBHO noctaBmna
cebe Ha cny6y pasnmyHblie o6pa3Hble
cpencrtea. N B JOKYMEHTaIbHOM KMHO
CUJIbHOW €ro CTOPOHOWM ABNSETCH
TO, 4TO CpefCcTBa BbipaxeHus
KMHOOOKYMEHTa/IMCTOB pa3HO06pasHbl.
N306parkeHune, cnoBo, My3blKa, peasibHble
LUYMbl XXM3HU B UX €4MHCTBE NO3BOJISIOT
cosfaTb BrnevatnsioLline obpassl,
rny6Ke pacKpbiTb 3aKOHOMEPHOCTH
pasBuTUA AeNCTBUTENBHOCTU. [Tpexae
BCEro He06Xx04UMO OTMETHUTb, YTO
JOKYMEHTalbHOEe KMHO YCTaHOBUNO
HOBOE COOTHOLLIEHNE MeXay 06pa3om U
OENCTBUTENbHOCTBIO. B JOKYMEHTanbHOM
GuUNbMe He CyLeCTBYET ApYrnx Gpopm
n306paxeHus, Kpome GopmM camMon
*KN3HU. CnegoBaTtenbHO, cam NpPoLiece
HaKonneHnsa obpa3Horo marepuana
B JOKYMEHTaIbHOM KMHO HOCHUT UHOM
xapaktep. KNHOAOKYMEHTaNIUCT CMOTPUT
Ha MUP UHbBIMU rNasamu, HEXeNnu
XYAOKHUK UrPoBbIX popMm. Ana Hero
0OCOBEHHO BaXKHO HaMTU TOT «<HETPOHYTHIN
LWUTPUX» 4ENCTBUTENBHOCTH, KOTOPbIN
OH MOT Obl LIe/IMKOM B COOTBETCTBUU
CO CBOMM 3aMbIC/IOM MePEHECTU B
oyaylwee npousseaeHue. M3 Takux BoT
HETPOHYTbIX KYCKOB AE€NCTBUTENIbHOCTH
M CO34aeTcsa YyBCTBEHHO-KOHKPETHasA
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OCHOBAa Xy[OXKeCTBEHHOro o6pa3sa B
[IOKYMEHTaIbHOM KUHO.

MNepBbli — 3TO XPOHUKA, UK
XPOHWKalIbHble KUHOKaApbl. 3TO 3anuchb,
chenaHHas Ha KMHoNeHTe, 6o B
LMdbpoBOM BapuaHTe € 3anevatieHHbIMK
NOASIMHHBIMW COOBITUSIMU TEKYLLLEN HUSHM.
3T1OT BMA 3anncu cobbiTU C caMmoro
3apoXKaeHUa KnHematorpada BnosHe
pacnpocTpaHeH U 3HAKOM KaXKaoMy
3putento. Mbl, 3pUTenu, MOHUMMAEM, 4YTO
B KAKOM-TO MOMEHT BPEMEHMU ornepaTop
BKJIIOYM/ KMHOANMapaT v CTan 3anucbiBaTb
Cob6bITUE, KOTOPOE NPOUCXOANSIO Nepes
Kamepon. OgHaKo Ham Heo6XxoaMMO
OTMETUTb, YTO COBPEMEHHbIE TEXHOJIOTMH
He CTOSIT Ha MECTE U1 YKe B BUAE XPOHMKH, B
KnHemaTorpade MoxeT 6bITb UCNOb30BaH
MaTtepuan ¢ Kamep HabngeHns
(HabnaeHne BHYTPEHHEE, UK HapPYXKHOeE,
WU Kamepbl BUAEO-perncrTpaTopa) 6e3
y4acTms onepaTtopa.

BTopoe cpencTtBo JOKYMEHTUPOBaHUS
— 3T0 BBEJIEHUE B «TKaHb»
KWHOMpousBeaeHus ¢potorpadui peasbHO
CyLLLECTBOBABLUNX, UK CYLLECTBYIOLLINX
noaen, NM6o cobbITUn. JaHHbIM METOOM
aBTOp yCMNMBAET BO3JENCTBUE Ha
3puUTens, nokasbiBasg emMy ENCTBUTENTbHO
3anevyat/IeHHOro 4Ye/IoBeKa, Unn CoObITUS.

[anee, 310 NOKa3 HenocpeacTBEHHO
CcaMoro JOKyMeHTa, KaKoON-Tn6o
MaTepuanbHbli 0ObEKT, coAeprKallmin
nHGopMaLmio B 3adpUKCMPOBAHHOM BUAE.
B atom cny4vae 3putenb HabnoaaeT Ha
3KpaHe KaKylo-nMbo nHdopmMaLuio B
NMUCbMEHHOW GOpMeE, YOOCTOBEPSIOLLYIO
HannMyne GpaKToB, TOFO UIN UHOTO COBLITUS.

Cnepyowmm GakT, cpeacTso,
NCMo/b3yeMoe pexunccepom B
KMHOMNPOU3BEAEHUN — 3TO KaMeo.

[aHHoe cpeacTBo UCMOoSb3yeTcs
pexuccepamu U B KUHO, U B TeaTpe —
3TO POJib, ANU30ANYECKAs!, HA KOTOPYIO
npurnalaeTcs M3BECTHbIM U NErKo
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y3HaBaeMbIM YeNOBEK (aKTep, MOJIUTUK,
00OLLLECTBEHHbIN gedATeNb, TENEBU3UOHHbIN
BeayWun 1 ap.). B lLUIMPOKOM cMbicne

noj «<kameo» B KWHODUIbME NMOHUMAIOT
3HaMEHUTOro YenioBeKa, KOTOPbIM

urpaet camoro cebs. M B aToM cnyyae,
KMHOMNpOM3BeaeHME ABSETCH HEKUM
dUKcaTopoMm (neTonucLiemM) peasibHoOro
yenloBEKa TOro BPEMEHMU.

3aknoueHue

3CTETUYECKUI ONbIT JIOKYMEHTaNM3ma
O4Y€eHb 60/bLIOKM, OH Halles BbipaxeHne B
CaMbIX Pa3HbIX HAaNpPaB/IEHUAX UCKYCCTBA:
nutepartypa, n306pasnTtenibHOEe UCKYCCTBO.
BBOasS B TKaHb Xy OKECTBEHHOIO
npounsBeaeHns HabnaeHUs 1
NUCTOPUYECKME NMEPBOUCTOYHUKHU, aBTOPbI
npuAaatoT NPOM3BEAEHHUIO AONOAHUTENBHYIO
LLeHHOCTb. 1o cBMaeTENbLCTBY
A.b.lonbaeHBensepa, Jlies Toncton
roBopui: «MHe KaxeTcs, YTO CO BpeEMEHEM
BOOGLLE NepecTaHyT BblAyMbIBaTb
XY[OXKECTBEHHbIE Npon3BeaeHns. byaet
COBECTHO COYMHSATb NPO KaKOro-HUOYab
BbIMblLLNEHHOro MBaHa MBaHOBKWYa
unu Mapbto lMeTpoBHy. Nucatenu, ecnu
OHW 6yayT, 6yayT HE COYMHSATD, a TONbKO
paccka3sblBaTb TO 3HAYUTENILHOE WK
WHTEPECHOE, YTO UM CNy4anochb HabaaaTb
B XXMU3HW» [3, c. 81].

BBeaeHne JOKYyMeHTa B TKaHb
Npoun3BeaeHUs, NPUMKOCHOBEHME K
daKTy HaKnaablBaloT Ha XyAOXKHMUKa
0COo6Yyl0 OTBETCTBEHHOCTb 3a TO,
4yTOObI XyOXKECTBEHHAN NpaBaa ero
npov3BeaeHNs COOTBETCTBOBaANa
npaBae XM3HW, OTparkana peasbHble
NPOTUBOPEYUS AENCTBUTENIbHOCTH.
lNo3TnKa OOKYMEHTaNUCTUKKU BCE Yalle
YKa3blBaeT Ha Hannyue B peasibHbIX
QaKTypax MMU3HN 3CTETUYECKNE KaYvecCTBa,
KOTOpble NO3BONAIOT UCMONb30BaTb MX
NPY KOHCTPYMPOBAHUM XYAOKECTBEHHbIX
06pa3oB. [4, 5]. JoKymMeHT, daKT 1 obpas



He MPOTUBOCTOSAT, a ABNAOTCS CNOCOGHOCTM OTpaXKaTb NpPeKpacHoe
npoomKeHueM apyr apyra. Npoucxoaut n 6e306pas3Hoe, 3anevyarieBaTb

3TO BCMEeACTBME 0CO6Oro XxapaKrepa 3CTeTMYecKoe, BO3HMKaloLlee B CaMoi
A3blKa [JOKYMEHTa/IbHOrO KUHO U peanbHON  AEWCTBUTENIbHOCTW.
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K¥2KATTAMAIJIbIK K¥PAJIQAP KOPKEM ®U/IbMAE - ABTOPAbIH OHEP TYbIHAbICbIH TYCIHAIPY

AHpaaTna

KyKaTTbIK-KMHOPUIBbM, 0N LWbIHaWbl OKUFanap MeH agamaapablH, TYCipinyimeH cunatranagbl. KentereH eHep
TypnepiHae 6anKanaTtbiH JOKYMEHTaNbAbl GUIbMre AEreH yMTbIIbIC, acipece, KuHemaTorpadpuaga Katrbl
epekuweneHei. byn oHbliH nanaa 60/1ybIMEH TapuXK 6aMNaHbICTbl })oHE KUHEMaTorpaduma TEoOpUSCbIHAAFbI
pactypre ne. XbliKbiManbl GOTOCYPET HerisiHae GunbMAep LWbIHABIKTbI TIKENEN oHe KYKaTTblK A9N4iKNEeH
6enHenengi. okymeHTanapl 6acblibiM OMbIH KUHOTEATPbIHAA KEHIHEH TapaTtbiiagbl.
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MEANS OF DOCUMENTARY IN THE FICTION MOVIE AS AN EXPRESSION OF THE AUTHOR'S
CONCEPTION

Abstract

Documentary film - motion picture, which is characterized by shooting authentic events and people. The
desire for documentary, observed in many forms of art, is especially strongly expressed in cinematography.

It is historically associated with its emergence and has traditions in the theory of cinema. On the basis of a
moving photo, movies can depict reality directly and with documentary accuracy. The documentary beginning
is widely distributed in game cinema.

Keywords: documentary, fact, artistic image, author.
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FORMATION AND STUDY OF 3D CINEMA IN FILM ART IN KAZAKHSTAN

Abstract

The problems of formation and study of the new direction in the audiovisual culture and art are discussed
here, that is 3D cinema. The approaches to the evaluation of the communicative potential have been
developed on the example of the shooting team of full-length 3D movie “Returning to the 'A"” directed by
Yegor Mikhalkov-Konchalovsky. The purpose of the study is to conduct a comprehensive evaluation of the
integral characteristic of the communicative potential - social and psychological climate in the shooting
team of full-length feature 3D movie by creating a full-length staged first Kazakh 3D movie “Returning to

the 'A'” directed by Yegor Mikhalkov-Konchalovsky. According to the study results, to create high-quality film
product it is necessary to establish favourable, optimal social and psychological climate in the shooting team.
Communications are social communication and exchange of information, and by analogy to the substance
and energy exchange, which is called metabolism, communications are social and information metabolism.
3D film-making technology can extend the capabilities of the communication potential of film art as a means

of mass communication.

Keywords: 3D cinema, audiovisual arts, film director, social studies, communications

Introduction

Stereoscopic films or 3D cinema.
Screen artis inherently linked to
the evolution of the technical and
technological achievements, as there is
mutual interdependence and creative
design and technology component of the
film industry [1]. Modern 3D-technology
makes the screen image more convincing

and expressive, lead to the creation of a
screen culture of the new virtual world
[2]. 3D remains one of the most powerful
technologies of film medium in modern
cinematography [3].

Three-dimensional image born by a new
era was marked by a real revolution in the
world of cinema [4, 5]. The phenomenal
success of the 2009 James Cameron’s
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3D movie “Avatar” (see figure 1) has
become the main catalyst for the rapid
development of 3D cinema worldwide [6].

The premiere of the full-length staged
first Kazakh 3D movie “Returning to the ‘A’”
directed by Yegor Mikhalkov-Konchalovsky
in 2011 marked the opening of the era
of Kazakh 3D cinema. The film plot is
based on real events during the war in
Afghanistan, about the heroism and true
friendship of two fellow soldiers - Russian
and Kazakh [7-9]. The film slogan - “Story
of Love and Friendship through Fire and
Years”. Scriptwriters - Vladimir Moiseenko,
Alexander Novototsky-VIasov.

Director of Photography of the film is
Anton Antonov. Producer and the leading
man starring legendary Major Kara -
Arman Asenov. The shooting team also
included a directing group (including
directors: Anatoly Avshalumov, Meira
Karbozov), administrative group, an acting
group (the film involved both Kazakh and
Russian actors - Seydulla Moldahanoy,

[ xperience the Worldwide [Fhenes

AfFilm bq _James Camer’bﬂ"‘ b

AVATAR

Figure 1 - Film “Avatar”. James Cameron. 2009.

Berwick Aitzhanov, Denis Nikiforov,
Gosha Kutsenko, Natalia Arinbasarova,
Asha Matai, etc.), camera crew, sound
crew, a group of film artists, a group of
pyrotechnics, drivers, doctors etc.

The film had several working titles -
«Afghan», «Kara Major», «<Real Colonel»;
eventually, title Returning to the ‘A’ was
selected. Returning to the ‘A’ involved as
an advisor a combatant in Afghanistan,
a prototype of the main character of the
film Kara Major, retired colonel Boris T.
Kerimbayev, whose memories formed
the basis of the film. Kara Major —
B.T.Kerimbaev during shooting of the
film was constantly on the set [10,11].
Chief Advisor - Land Forces Chief
Commander Lieutenant General of the RK
S.A.Zhasuzakov.

Production: Kazakhfilm Film Studio
named after Sh.Aymanov, together with
production center Baiterek and PS TVC
studio. The material was converted in 3D
by 3D Azimut (see figure 2).

" A M

-

CMOTPUTE B KWHOTEATPAX CTPAHBI_C
NEPBbIM KA3AXCTAHCKUWA ®UJIBM B 3D

dunbM

1 ERIEAE

fornm BAATEPEK _-..;; FOMEBONK =

Figure 2 - “Film Returning to the 'A™.
Yegor Mikhalkov-Konchalovsky. 2011.
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The purpose of the study is to conduct
a comprehensive evaluation of the integral
characteristic of the communicative
potential, social and psychological climate
in the shooting team of full-length feature
3D movie by creating a full-length staged
first Kazakh 3D movie “Returning to the ‘A"
directed by Yegor Mikhalkov-Konchalovsky

Communications and their types

The XXI century is called the century of
new, modern, computer, communication,
3D technologies, the rise of multicultural
relations. This century requires from
people a new way of thinking, qualitatively
different education, higher communicative
potential, a new type of behavior and
interaction with people. The word
«communication» itself comes from
the Latin «<communico» - do common,
communicate. The communication, which
plays a key role in human society [12],
means converse, exchange of ideas,
knowledge, emotions, behavior patterns,
etc. [13]. «The only real luxury is the
[uxury of human communication» - so
says Antoine de Saint-Exupery [14]. This
has been discussed for centuries by the
philosophers.

There are the following types of
communication: intrapersonal - a
conversation with himself, person’s inner
monologue, etc.; interpersonal - it involves
two communicants; group - within the
group, between groups, an individual - a
group; mass - a large number of people
receive or use a message (cinema,
television, radio, etc.) [15].

Communications in the film production
All four types of communications are

typical of the film production: intrapersonal
- individual inner work of a scriptwriter,

director on the script, an actor on the
role, etc.; interpersonal - relationships,
exchange of information, interaction
between the scriptwriter and director,
director and actor, actor with the actor,
etc.; group - the relationship, exchange
of information, cooperation between
members of the shooting team, mass
(audiovisual information) is transmitted to
the masses (a mass communication).

Communications in the shooting team
are classified into two groups: internal - the
relationship between the members of the
group are major in film-making process;
external - through the film product - with
the audience.

We have developed the model of film
production by types of communications
(see figure 3).

Intrapersonal

Interpersonal

=
=
@
=
£
o
=1
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£
=
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g
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]
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Figure 3 - The model of film production by types of
communications

Communications are social
communication and exchange of
information, and by analogy to the
exchange of substance and energy, which
is called metabolism, we can say that
communication is social and information
metabolism.

3D film-making technologies
enable to extend the capabilities of the
communication potential of film art as
mass-communication tool.

Social and psychological climate

89

Central Asian Journal of Art Studies N3|2018



«Staff is a key to everything» - a phrase
known in the Soviet period has the doubled
relevance for film production - for both
shooting team staff, and for the frames of
the film shot.

The director’s art involves a creative
organization of all film-making elements
to create a single, harmonically coherent
piece of art. This goal is reached by
the director only if a creative team is
established in a favourable atmosphere
- a favourable social and psychological
climate [16].

This requires knowledge of the
theoretical and practical bases of
formation of communication, a favourable
social and psychological climate, as well
as tools - methods of its evaluation and
monitoring. It is no accident the classic
manual on directing by PM.Yershov is
called: Directing as Practical Psychology
[16].

Social and psychological climate (SPC)
of the staff is almost an integral feature
of the condition of the team, it is socially
conditioned, relatively stable system of
attitudes of its members to the team
as a whole. Social and psychological
climate is always based on interpersonal
relationships, so itis an indication of their
condition [17].

Role and style of leader

The role of the leader in the creation
of optimum SPC is crucial [18,19]. The
leader can significantly impact the nature
of interpersonal relationships in the staff,
on attitude to joint activities, satisfaction
with the work conditions and results, i.e.
social and psychological climate, which
largely depends on the efficiency of the
organization as a whole.

Democratic style of develops sociability
and trust of relationship, friendliness.
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At the same time, there is no feeling

of solutions forced from outside, «from
above». Participation of the team members
in management, typical of this style of
leadership, helps to optimize SPC.

The authoritarian style usually
generates hostility, humility and flattery,
envy and distrust. But if this style leads
successful, which justifies its use in
the eyes of a team, it contributes to the
favourable SPC, such as in sports or army.

Laissez-faire style results in low
productivity and poor quality of work,
dissatisfaction with the joint activity and
leads to the formation of unfavourable
SPC. Laissez-faire style may be acceptable
only in some creative teams [20,21].

Methods of study

Methods of study: to accomplish
the purpose of the study modern
methodological basis was used - the
main elements of a systematic approach
to the use of information and analytical,
bibliographical, historical, sociological,
statistical scientific research methods.
Sociological method of study was
conducted through questionnaires
and video interviews of shooting team
members of staged full-length feature
3D movie “Returning to the ‘A’” directed
by Yegor Mikhalkov-Konchalovsky. We
have carried out the sociological study
of communication processes in the
most important period of filmmaking -
shooting. The sociological study used a
representative sample - the entire key
staff of the shooting team (50 people). We
have evaluated the integral characteristic
of human relationships (communications)
- the social and psychological climate in
the staff of the shooting team of full-length
staged first Kazakh 3D movie directed by
Yegor Mikhalkov-Konchalovsky “Returning
to the ‘A",



To evaluate the communicative
potential and to study the social and
psychological climate in the staff of the
shooting team we have developed a
comprehensive assessment methodology
using the existing social and psychological
tests and new methodological approaches,
video interviewing, enabling to carry out
its assessment and monitoring, we have
developed a questionnaire to carry out a
sociological study.

The questionnaire was drawn up in
accordance with the recommendations
for the development of questionnaires for
sociological research [22] and included
the introduction, personal data part,

30 questions. Nine of the 30 questions

of the questionnaire used modern
informative social and psychological

tests and techniques [23] for the study

of the integrated characteristics of the
communications - social and psychological
climate in the team [24, 25], carefully
selected after a study of the existing
methods of investigation of this problem in
the literature [26, 27].

Results

The results of the social and
psychological tests and techniques used
in the questionnaire in the course of
sociological study revealed the following.

Express methods for the study of
social and psychological climate in the
organization by 0.S.Mikhalyuk and A.Yu.
Shalyto [23, p. 252-255] enable to
reveal the emotional, behavioural and
cognitive components of relations in
the unit. The methods were developed
at the Department of Social Psychology,
Faculty of Psychology of St. Petersburg
University. The psychological climate
of the primary organizational unit is
understood by the authors as a socially
conditioned, relatively stable system of

relations between the members of the
unit to the unit and the organization as a
whole. Analysis of the data obtained using
this method is standardized and has a
calculation algorithm, based on which the
various aspects of attitude to the staff

for each person individually is analyzed.
Thus, the following options of social and
psychological climate in the organization
are possible: 1) very favourable;

2) generally favourable; 3) totally
unsatisfactory; 4) generally unsatisfactory;
5) trends are contradictory and vague.
According to these methods, the social and
psychological climate in the shooting team
staff (STS) is defined as very favorable.

Discussion

The psychological climate on the
emotional level reflects relations prevailing
in the staff, the nature of business
cooperation, attitude to the significant
events of life. The psychological climate
is formed through the «psychological
atmosphere» - also the emotional state
of the group, which, however, takes place
in a relatively short periods of time, and
which in turn creates situational emotional
states of the staff. Defining psychological
climate of the group according to
schematic map by L.N.Lutoshkin [23,

p. 251] allowing revealing whether it is
favorable or unfavorable confirmed that
the psychological climate in the STS is also
favorable.

Defining the psychological climate in
the organization by 7 characteristics [23, p.
255]. This technique is based on a specific
type of survey involving all members of a
certain department. Each of them is given
a questionnaire containing a table with
the seven most important characteristics
of behaviour and attitude that must
be present in an ideal staff, which the
respondents evaluate on a 5-point scale.
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The test shows the level of the seven most
important characteristics of the staff, and,
consequently, the social and psychological
climate in it. These characteristics are
as follows: responsibility; community
spirit; cohesion; sociability; openness;
organization; awareness. The data
obtained are added to the defined average
score (for each indicator) and entered
on a graph thatillustrates the social and
psychological climate chosen to study the
staff. Defining psychological climate in
the organization by 7 characteristics on
a 5-point scale has revealed that for the
shooting team staff the average score by 7
characteristics is 4.2, which is interpreted
as an optimal psychological climate.
Evaluation of the psychological
atmosphere in the organization [23, p.
252]. The technique is used to evaluate
the psychological atmosphere in the
organization. It is based on the method
of semantic differential. Response
for each of the 10 scale points is
measured from left to right from 1 to 9
points. The more left-handed is «X», the
lower the score, the more favourable
psychological climate in the organization
is, according to the responder. Total
indicator ranges from 10 (the most
positive score) to 90 (most negative)
points. On the basis of the individual
profiles, an average profile is created
that characterizes the psychological
atmosphere in the organization. The
technique is interesting because it allows
anonymous testing, which increases
reliability. The psychological atmosphere
in the organization was evaluated by 10
characteristics in points (from 10 - the
most positive evaluation, to 90 points - the
most negative evaluation). The lower the
total score, the better the atmosphere
in the organization. Evaluation of the
psychological atmosphere in the shooting
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team is 26 points, which characterizes it as
a positive, favourable.

Group cohesion is a very important
parameter, indicating the degree of group
integration, its cohesion into a unified
whole. Definition of the group cohesion
index by Seashore [23, p. 249] in points
(from a minimum of 5 to a maximum of 19
points) showed that the group cohesion
index in the shooting tem is 15 points -
close to the maximum positive score.

Sociability evaluation test by
V.F.Ryakhovsky [23, p. 290-291], according
to which the defined respondents’
sociability may have 7 levels - from the
lowest possible to the highest possible
level, revealed that 95% of STS members
have sufficient level of sociability.

According to results of the method of
psychological study of the respondent’s
social environment by sociometric
evaluation of the actual and the desired
place in the respondent’s group, 80% of
respondents indicated correspondence
of the real and the desired place in the
shooting team staff, 20% of respondents
- a desire to take a more central (more
high-status) position in the team. Thus,
the overwhelming majority of the staff
members indicated the correspondence of
actual and desired place in the shooting
team staff.

Methods of determining the leadership
style by V.PZakharov and A.L.Zhuravlev
[23, p. 280-282] (authoritarian, liberal
or democratic) have revealed that
the management style in the STS is
democratic.

Thus, conducted comprehensive
analysis of the social and psychological
climate in the shooting team staff of
full-length feature 3D movie “Returning
to the ‘A" directed by Yegor Mikhalkov-
Konchalovsky has revealed its positive
evaluation in all tests as the best,



friendly, good, close to the maximum

group cohesion index (according to
Seashore), sufficient level of sociability and
democratic style of leadership.

At the same time, 100% of the
respondents to the question «Who is
generally responsible in your entire
shooting tem for the social and
psychological climate?» responded that the
head of the shooting team — the director.

Thus, the analysis of the SPC in the
shooting team staff of full-length feature
3D movie “Returning to the ‘A" directed
by Yegor Mikhalkov-Konchalovsky has
revealed its positive evaluation in all the
communicative tests, which could not but
affected the film itself. Thus, Kazakh first
3D movie was nominated from Kazakhstan
for Oscar Award in the category «Best
Foreign Language Film,» was the opening
film at the Il International Action Film
Festival in Astana (2011), at the VII
International Film Festival «Eurasia» in
Almaty (2011), 33rd Moscow International
Film Festival (2011), Tashkent International
Cinema Forum “Golden Guepard” (2011),
at Cinema Mundi, Brno (2012) [10, 28]
(see figure 4).

The film received praise and recognition
of the audience and film critics.

Conclusion

According to the study results, to create
high-quality film product it is necessary
to form a favourable, optimal social and
psychological climate in the shooting team.

To improve film-making personnel
management and film production quality,
improve the film-making process and SPC
in the shooting team it is recommended
to include in the staff the communication
expert, to use the cutting-edge film-making
technology and financial incentive (wage
increase).

The results of this study can be used

Aran
WBAr I
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PRHHOE HATAH

Figure 4 - “Film Returning to the 'A"™”. Yegor Mikhalkov-
Konchalovsky. 2011.

for in-depth study and understanding of
the leader’s role and the formation of the
communicative potential both in creative
and any other staff.

The developed approaches to SPC
evaluation in the shooting team of staff
can be used as a methodological tool for
assessing and monitoring the social and
psychological climate and communications
in practice of both the directors,
creative staff and leaders of teams and
organizations at different levels.

Communications are social relations
and exchange of information, and by
analogy to the substance and energy
exchange, which is called metabolism,
communication is social and information
metabolism.

3D film-making technology can extend
the capabilities of the communication
potential of film art as a mass-
communication tool.
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B.U. Nonos., M.E.TonpoBckan

T.K.>KypreHoB aTtbiHAarbl Ka3ak ¥ATTbiK 6HEp akagemusichbl
Anmartsl, KasaKkctaH

OHTYCTiK KaponnHa YauBepcnteTiTiH KnHomekTebi (KannpopHus).

KA3AKCTAHHbIH 3D KHHEMATOIPA®TbIH KAJIbINTACYbI JKOHE 3EPTTEY

AHpaaTna

AyanoBu3yanabl MOAEHUET NeH eHep - 3D KMHOeHep canacbiHAarbl XaHa 6afFbITTbl KaNbiNTacTbIpy XoHe
3epTTey Mmacenenepi kapactbipblnagbl. Pexuccep Erop Muxankos - KoH4anoBcKuiin, "A-Fa opany"TonbiK
MeTpaxabl 3D duAbMiHIH TYCipiniM TOObl YXKbIMbIHbIH, MbiCallblHAA KOMMYHWKaTUBTIK a/1eyeTTi 6aFanay
Tocingepi asipneHai. 3epTreyaiH MaKcaTbl: ToNblK MeTpaxabl 3D KepKeM GUAbMiHIH, TYCipiNiM TOObIHbIH,
YKbIMbIHAAFbI 9NIEYMETTIK - NCUXONOMUSANBIK KITMMATTblH, KOMMYHUKaTUBTIK aM1eyeTiHiH UHTerpaniblk
cunaTtTaMachblHa KelleHai 6ara 6epy, pexuccep Erop Muxankos-KoH4yanoBcKungiH "A-Fa opany"” ToNbIK
MeTpaxabl KYpAeni-KonmbinbIMAbIK anFalwKbl KasakctaHablK 3D duabMmiH x)acay mbicanbiHaa. 3eptrey
HaTUXenepi 60MbIHILA cananbl KKHOBHIMAEPAI acay YLWiH YXXbiMAa KONan/bl, OHTanNbl 9N1eyMeTTiK-
NCUXONOMUSANbIK KTMMATTbl TYCipy TOObIH KanbiNTacTbIpy KaxKeT. KoMMyHUKaumsa — 6y aneyMeTTiK
6annaHbICTap MeH aknapar afMacy, MeTabonn3M en atanaTbiH 3aTTap MeH 3HePrusa anmacyra ykcac,
KOMMYHUMKaLMS - 6yN o/ieyMeTTiK-aKnapaTTblKk Meta6onnam. KnHoeHaipicTiH 3D TexHonornsnapbl KUHO
OHEPIHIH KOMMYHWKaLMANbIK oneyeTiH 6yKapasblKk KOMMYHUKaLIMA Kypaibl peTiHae KEHENTYre MyMKIHAIK
6epegi.

Tipek ce3pep: 3D KnHematorpad, ayaMoBuayasnabl OHep, pexxuccep, COLMONOTUANbIK 3epTTeynep,
KOMMYHUKaLuA

B.U. Nonos., M.E.N'onpoBckan
Kasaxckas HauuoHasbHas akagemus nckyccts um. T.K.)KypreHoBa
AnmMarsbl, KasakcTtaH

3acAyKeHHbIH AeSTeAb MCKYCCTB POCHM, AOKTOP MCKYCCTBOBEAEHMUS,TPOYECCOP,YAEH aMePUKaHCKOM
KUHOAKaAeMUH.

CTAHOBJIEHME U U3YYEHME 3D KHHEMATOIPA®A B KHHOUMCKYCCTBE KA3AXCTAHA

AHHOTauMA

B ctaTb paccmatpuBatoTcs Npo6aembl CTaHOBIEHUS U M3y4EHUS HOBOIO HanpaBieHus B 061acTm
ayanoBMU3yanbHOM KynbTypbl M UCKycCTBa - 3D KMHOMCKyccTBa. Pa3paboTaHbl NOAXOAb! K OLIEHKE
KOMMYHWKaTUBHOIO NOTEHLMaNa Ha MPMMepPE KOTIEKTMBA CbEMOYHOM rpynmnbl NoIHOMETpaxHoro 3D
dunbma pexunccepa Eropa Muxankosa-KoHyanoBcKkoro «Bo3BpalyeHue B Ar. Llenb nccnegoBaHusi: NpoBecTH
KOMMNEKCHYIO OLEHKY MHTErpanbHOM XapaKTepPUCTUKM KOMMYHUMKaTUBHOIO NOTEHLMana - counanbHo-
NMCUXOMOMMYECKOro KnmaTa B KOJTIEKTMBE CbeMOYHOM rpynnbl MOHOMETPAXKHOMO XyAoXecTBeHHOro 3D
dunbMa Ha npumepe co3aaHns NOTHOMETPAXKHOMO CI0XKHO-MOCTaHOBOYHOMO NEPBOro Ka3axcTaHckoro 3D
dunbma «BosBpalleHune B A» pexxnuccepa Eropa Muxankosa-KoHuyanoBckoro. o pe3ynbrtatam
nccnefoBaHus 4ns Co3aaHus Ka4eCcTBEHHOM KMHOMNPOAYKL MU HE06X0AMMO GOPMUPOBAHME B KONNTEKTUBE
CbEMOYHOW rpynmnbl 61aronpuaTHOrO, ONTUMANIbHOrO COLMabHO-MCUXON0OMMYECKOro KnnmaTa.
KomMMyHMKaLmu - 3TO counanbHble CBSI3U U 06MeH MHOPMaLIMEN, U MO aHaNOrMn ¢ 0GMEHOM BELLECTB U
3Hepruen, HasblBaemblM METaboIM3MOM, KOMMYHUKALMKU — 3TO COLMaNbHO-MHGOPMaALMOHHbIN
MeTab60m3M. 3D TEXHONOMMN KUHOMPOU3BOACTBA NO3BONSIOT PACLLUMPUTL BO3SMOMXKHOCTH
KOMMYHMKaLMOHHOI0 NOTEHLMaNa KWHOMCKYCCTBA KaK CpeAcTBa MaccoBOM KOMMYHUKaLMK.

KnioueBble cnosa: 3D kKMHematorpad, ayamoBuayanbHOE UCKYCCTBO, PEXKUCCED, COLIMONOrnYecKme
uccneaoBaHus, KOMMyHUKaLUm
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MPHTH 18.67.07

H. H. Bepkosa ' , 1. Amup6ekoBa ?

12 TKasaxckasi HatponaJsibHast AkajieMusi HCKYCCTB
um. T. )Kyprenosa

(Anmvatsl, Kaszaxcran)

KTO OHHU - TEPOM HALLUETro KHUHO?

AHHOTauMA

B ocHoBe npeanaraeMoro TEKCTa SIeXaT BbICTYMNEHUS YHaCTHUKOB KPYrioro ctona Ha temy: «fepow B
COBPEMEHHOM MIPOBOM M JOKYMEHTaNbHOM KMHO KadaxcTaHa». Kpyrnbivi cTon 6bin1 YacTblo NporpaMmbl
Hepenv Haykn B KasHAWM um. T.K. }ypreHosa B anpene 2018 roga. KuHoseabl H. H. bepKkoBa, A. M. boxeeBa,
b. b. Horep6ek, apamatypr M. B. ConoBbeBa, pexuccepsbl [. K. OMnpbaes, B. B. TionbkuH, . }axaHoBa
o6cyKaanv npo6aemy Bbi6opa repost B KMHO, Pa3MbIlWISAAN O TOM, Kak B 06pa3ax repoeB HaxoAdaT OTpaxeHne
BOJIHYIOLIME MX BOMPOCHI KM3HM 06uiecTBa. OQHMMM M3 OCTPbIX BblINM BOMPOCHI: HACKONbKO YKOPEHEHbI
Tpagnumm MM@oorn3aLnm, HaxoamT MECTO repon3aLms M3BECTHbIX UCTOPUYECKUX IMYHOCTEN? OTMEeYanocs,
YTO HEMAJIOBAXKHYIO POJib B OTEYECTBEHHOM KMHOMNPOW3BO/ACTBE, KakK M B MPeALLIECTBYOWME 4eCATUNETHS,
UrpaeT cMcTeMa 3aKkasa. YH4acTHUKM rOBOPUIIN O HEraTUBHOM B/IMSIHUM 3aKa3a Ha TBOPYECKMIM npouecc. B
CBOWX BbICTYM/IEHUSX OHW TaKXe OTMETUIN TEHAEHLMM AyXOBHOIO POCTa B TBOPYECTBE 3pesibiX MacTepoB —
[OKYMEHTa/IMCTOB M PEXMCCEPOB MIPOBOro KMHO. Ha npumepax paboT MONOAbIX PEXMCCEPOB, CO3AAIOLLNX
CBOW MepBble NEHTbl B TBOPYECKOM 06beANHEHNN «[1ebtoT», OblIM OLLEHEHbI aKTyalbHOCTb MOUCKOB B
OTpa*KEHMM OCTPOCOLMANbHbIX MPOGAEM U CIOXKHOCTb NMPUEMOB, C MOMOLLbIO KOTOPbIX HaYMHaoLWMe
pexunccepbl yrnyonsioT CBOM NpeacTaBieHnst 0 BHYTPEHHEM MUPeE repost. PadMbllWNeHUs y4aCTHUKOB BCTPEYH,
JaHHble B Te3uncax, 1Llb YacTb TOro ancbepra, YTO Mbl Ha3biIBaEM repOEM COBPEMEHHOIO Ka3axCTaHCKOro
KnHemaTtorpada, TO4Hee CKa3aTb, MCKYCCTBOBEAYECKOM NPO6IEMON repos.

KnioueBble cNoBa: COBPEMEHHbIV Ka3axCTaHCKUA KnHemaTorpad, aBTopckue GuibMbl, 3aKa3HOE KUHO,
BbIGOp repost, Ae6OTbl MOMOAbIX, COLManbHasa NpobnemaTuKka, KWHoapamaTyprus.

O4HWMM U3 3HAYUTENbHbIX MEPOMPUATUI KWMHO daKynbTeTa MCKYCCTBOBEAEHMUS,

Hepenun Haykn B KazHAU um. T. K. daKynbTeTa KMHO U TeneBnaeHusd. Ha
HypreHoBa ctano nposegeHue B anpene BCTpeYy NpuLLIn Konneru 3 Yuusepcureta
2018 roga Kpyrnoro crofia Ha Temy: «TypaH» — pyKOBOAWUTENIb MacTEPCKOMN,
«[epoi B COBPEMEHHOM UTPOBOM U pexuccep-4OKyMeHTanucT Bnagumump
JIOKYMEHTanbHOM KMHO Ka3axcTaHav. TioNnbKWH; KMHOBe Anbaplua boxeesa.

B o6cyKaeHUn NpUHAIN y4acTme
npenogasarefin, MarncTpaHTbl 1 MopepaTtop Kpyraoro crosa, AOLEHT
AOKTOpPaHTbl Kadenpbl UCTOPUN 1 TEOPUU KadeaApbl HCTOPHUH U TEOPUM KHHO
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KasHAU um. T. K. JXyprenosa H. H.
BepKoBa BO BCTYN/IEHUM OTMETUNA:

— [oyTn TpK gecaTuneTus Hasag
pacnancsa CoeTtckui Coto3. lMepecTtano
cylwecTBoBaTb rocyaapcTBo, 4ONrmne
roflbl 3aHMMaBILLEeE OfIHY U3 BeayLuX
NOMUTUYECKMX MO3ULIMI HA KapTe Mupa.
BbiBLIME COIO3HbIE pecnyb/IMKK 06penu
He3aBMUCUMOCTb. B 06L1eCTBEHHOM
*WU3HM KazaxcTaHa npon3oLLnu
cepbe3Hble NepeMeHbl: Nog HanopoMm
npeo6pa3oBaHUit HaYanu pyLnTbLCS
COBETCKMNE KOTEKTUBUCTCKNE
npeacTaBfeHns U yCTOU, COCTaBNsSBLUNE
npexae 0OCHOBY 06LECTBEHHbIX
OTHoweHun. CerogHsa B cTpaHe
npoaomKaeTcs npouecc popmMm1MpoBaHua
HOBBbIX LI@HHOCTHbIX YCTAHOBOK, U 3TOT
NPOLIECC HECET B KO/IJIEKTUBHOW NamMsaTH
Hacnegue npownoro. Mpegnaraem
BbICTYNaloLLMM BblCKa3aTbCsi N0 psay
BOMNPOCOB. HAackonbKO Npo6AEMHBLIM B
HbIHELWWHEN CUTYyaLMn 9BNAETCS BbIOGOP
reposi B KMHo? Kak repon dounnbmos
OTparKkaloT Te UK apyrue CTOPOHbI
coLManbHOM XMU3HU? HacKonbKo
aKTUMBHO NEPEHOCHATCH Ha 3KpaH
TpaauMuun mudonornsaumu, reponsaymm
N3BECTHbIX UCTOPUYECKUX JINYHOCTEN?
MopaepxuBaeTcs Nn TEHOAEHUMS co3aHunA
NONOXKUTENbHbIX FEPOEB B UTPOBOM U
JOKYMEHTaNbHOM KMHO?

H. H. BepkoBa 03HakomuIa
clylwaresien ¢ TesancaMmu CBOEro
Aoknana «fepo coBpeMeHHOoro
AOKYMEHTAa/IbHOIr0 KHHO
KasaxcraHna»:— PaccmoTpeHue Bonpoca
0 repoe COBPEMEHHOIO JOKYMEHTAJIbHOIO
KWHO pecnybirKu B NepBylo odepeb
npeacTaBasgeT GpUIoCOPCKO-3TUHECKYIO
npo6nemy repos U npeanonaraeTt OTBETbI
Ha psA4 BOMPOCOB: KTO OH — repow
KWHO nocnegHero BpemeHun? Kakosbl
€ro Bo3pacTHble, NpodecCUoHasbHble
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XapaKTEePUCTUKK, NONOKEHUE B 06LLECTBE?
KaKk oH B3aMMOaeNCTBYET C 06LECTBOM?
KaKoBO ero oTHOLLIEHKE K Npupoae?

Kak nposiBnaetcs ero pedneKkcus Ha
OKpyXatouwmmn Mmp? HakoHel, Kak OH
nosHaet ceba?

BbisiBneHue TUMOB repoes BbiCTynaeT
KaK onpegenstollas 4acTb 3BOOLMM
HEUrPOBOIro KMHO. [epoeB MHTEPECHO
paccMOTpeTb Ha Npumepax GuIbMoB
Ka3aXxCTaHCKUX PEXMUCCEPOB, OTMEYEHHbIX
COOGCTBEHHbIM aBTOPCKUM cTuneMm. (OTmeuy,
YTO MHE MPUXOAUTCSA onmnpaTbCs Ha
KnHematorpad pycCKoA3bl4HbIX aBTOPOB U
GUNbMbl, NepeBegeHHble C Ka3axCcKoro Ha
PYCCKUI).

NTaK, c 06peTeHMEM HE3AaBUCUMOCTH
HOBbIM UMNYNbLC NONyYaeT aBTOPCKOE
KWHO Acumn BanroxuHon, Anekcanapa
lonoBUHCKOro, Mropst FToHOMONbCKOTO,
baxbiTa Kanpbekoa, Bnagumupa
TioNlbKMHa (baMunnu NpuBeaeHLI B
andaBuTHOM nopsgake). A. banroxuHa
NpUBEPIKEHa OCTPOoCcOoLManbHON
npo6nemaTtuke; A. TONOBUHCKKUK, Ha
MOW B3rNsf, pexunccep YCIOXHEHHOro
3MUYECKOro MblluneHus; N. ToHONONbCKUIM
— cosfartesib, KpoMe Npoyumx
Ny6ANLMNCTUHECKUX NIEHT, GUIbMOB-
NOPTPETOB TParMyeckoro 3ByvyaHus; b.
Kanp6eKkoB — aBTOP 3THOrpapUYeCcKux
dunnbmoB; B. TioNbKUH — punnocod,
HabnogaTesnb }XU3HKU, ccnegoBaTeb,
NPUOTKPbIBAIOLLMIK TaHY YENOBEYECKOM
aywi.

N3 Bcero o6bema puUIbLMOB BHUMaHUE
obpallleHO Ha NeHTbl, rae NPUCYTCTBYET
repon Kak npeactaButesib COBPEMEHHOIO
o6LlecTBa, Kak MHAMBUAYaNbHOCTb.
Mexay Tem, HepeaKo repoemM CTaHOBUTCS
caM pexuccep KaK pacCcKasymK, aBTop
NOBECTBOBaHMS. Ero MHTENNEKT, ABMKEHME
€ro MbIC/IM — ABUraTeNb ClOXeTa OT CeEpUn
K cepun. Perxunccep MoXKeT BbICTynaTb
KaK KOHCTPYKTOP,/PEKOHCTPYKTOP MoAenu



npoLioro, cosaaresnb aTHOrpaduU4ecKmx
o6pa30B..

B pacnpocTtpaHeHHOM B CTpaHe »KaHpe
3aKas3Horo ouabMa-nopTpeTa 0TMETUM
GUNBbMbI-MAMATHUKKU, CHUMAEMBbIE K
tobuneam Bblgatowmxcsa nuu,. Kakune repou
MANPYIOT Ha 0PULUMaTbHO MPU3HAHHOM
3KpaHe? [1epCoHbl, OTMEYEHHbIE
BbICOKMM CTaTyCOM, MOJIO}KEHWEM B
obuwecTtBe. UcTopryeckme NMYHOCTH,

YbW MMEHA 3aKPENUIO B UCTOPUKN CaMO
BpeMSA — 06LIECTBEHHO-NONNTUHECKHKE
JeaTenu, nucaTenu, NnoaThl, akTepsbl... Kak
yrBepxaaeT A. banroxuHa: «B nepsoe
JecsATUIeETME HE3ABMCMMOCTH NOABAAETCA
Tenepagnokomnnekc MNpeangeHTa PK,
KOTOPbIYM CHUMaN XPOHUKY CTAHOBNIEHUS
MON0A0ro rocyaapcTea, cosgaHune
HaLWOHaNbHOM rBapaAnK, NEPEHOC
cToNuubl U T. A. ...Maeonormyeckoe,
aHraXnMpoBaHHOE U aBTOPCKOE KMHO
pa3BuBatoTcs napannensHo». K 2000-

My rogy BCTynaeT B CH/ly roc3aKas

Ha KMHOMOPTPEThI K 04ePEHOMY
tobuneto. lepon B HUX BbICTYNalOT Kak
naeanbHblE, BOMOLawLne obpasell
NOMIOXUTENbHbIX TMYHOCTEN, COCTOSIBLLMECS
B TBOPYECTBE U COLIMANbHOM HUSHM.
dunbmbl 3TM CO3AAOTCS, KaK

npaBuno, NO onpeaeneHHbIM CXemMam,
Kauwe. B KayecTBe UCMONTHUTENEN
3aKa3a BbICTYNnaloT U pexxunccepbol
CcBO6OHbIE, UMEIOLLME BO3MOXKHOCTb
Bbl6opa. OTMETUM, paboTa B pamMKax
MOE0SIOMMYECKOro 3aKa3a NpMBOANT K
ApaMaTU4eCKUM YCNOBUSAM CyLLLECTBOBAHMS
TBOPYECKMX NI0OAEN, Ybs MUCCUS B
OTBETCTBEHHOM AOKYMEHTUPOBAHMHU
peanbHOCTH.

Hac nHTepecyioT npMmepbl repoes
— HalWWX COBPEMEHHWKOB, KOTOPbIE
CErofHs, cenyac npeabaBaSOT KNOY K
COBCTBEHHOMY MUPOMNOHUMaHUI0. Ha
NepBbIN NNaH BbIXOAAT JOKYMEHTabHbIE
JIEHTbI, KOTOPbIE MOXHO Ha3BaTb NPUTHAMMU

0 CMbIC/Ee HN3HW. [IpuMeyaTenbHo, H4TO
}aHp dunbMa-nopTpeTa npuobpeTaeT
YyepThbl NPUTYK, KOrAa 0JHa XaHpoBas
OKpacKa oborallaeTtcs gpyroun.
O6orallleH1Me OHOro XaHpa Apyrum
XapaKTepHO A1 aBTOPCKOro KUHO. 3TK
HOBbIE repou BbICTYNatOT KaK B3bICKylOLLME
naeanbHbIX Lenen — cnpaBeaiMBoCTH,
YyCTPaHEHUS BOMHbI/ KNaccoBOro
NPOTUBOCTOSIHUS N3 XM3HU 0bLILECTBA.

[JOKYyMEHTaNNCT B TAKOM clly4ae
BbICTyNaeT He TOMIbKO KaK TBopell
XY[OXECTBEHHOIO NPOM3BEAEHMS, YbS
npodeccuoHanbHas U TBOpYECKas
[eaTeNbHOCTb HanpaB/eHa Ha
3CTETMYECKYIO U CMbIC/TIOBYIO OPraHmM3aLuio
$punbma Kak 06pas3Horo LEenoro, HO 1 Kak
YyesIoBEK rpaxaaHCKOM NO3ULIMK, OCTPO
BOCMNPUHMUMaLOWMIM Npo6seMbl 06LLECTBA,
W KaK rpaaaHnH mupa, oTBeYaloLLnim
COO6CTBEHHOWM pedneKkcunen Ha npobnemsl
rno6anbHble. K coxaneHuio, B Hallew
JOKYMEHTaNMUCTUKE HEe NPEACTaB/IEHbI
3KOJIornyecKkune npoobnemsbl: dunbm Katm
CyBopoBoO#M «3aBTpa MOpe» CKopee
UCKJ/IIOYEHUWE, HEXENN MPABUO...
(PycyHoOK 1).

Ncenenysa «BevHble» BONPOChHI (a repou
B. TionbKMHa 3agatoT cebe 3T BONPOChI/
UK pexnccep NobyxaaeT ux 3agymaTbCcs
N MPON3HECTHU BCIyX CBOWN MbIC/N) U
CTPEMSICb K YCTAHOBJIEHWUIO HEMPEXOAALLMX
LLEeHHOCTEN, AOKYMEHTANIMCTUKA He
npeTeHayeT Ha Nony4eHne 3aKOHYEHHbIX
OTBETOB. B caMbIX BOMIHYIOLWMX CBOMX
NPOSIBNEHMAX OHA UCCNEAYET XKU3Hb B ee
OBWXEHWUU, pa3BUTUU. Pexxkuccep-dunocod
pas3aBUraeT rpaHuL bl YeN0BEYECKOTO
NO3HaHUS, BbIBOAS €ro He NMPOCTOo Ha
JIPyrov ypoBeHb, a CKOpee 3aj1aBas eMy
HOBbI€ NO3ULMMK, NogYaC HEOObIYHbIN
PaKypc, MHbIE TOYKM 3PEHUS, C KOTOPbIX
OTKpbIBalOTCH 1 HOBbIE NPO6SIEMbI, U, YTO
He MeHee LIeHHO, HOBOE BUAEHMWE CTapblX
npoo6saem.
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Pucynok 1 — Kpymibiit cros Ha dakyabrere «Kuno u TB» KasHAU um. T. )Kyprenosa, Asnmvarel. H. H. Bepkosa snakomur
ayMTOPHIO C TE3UCAMHU CBOETO JI0K/1az1a «[epoil coBpeMeHHOro JoKyMeHTa bHoro KuHo Kasaxcrana». 2018.

[JOKYMEHTaNUCTbI-UHTENNEKTYaNbl ULLYT
pa3Hoo6pa3sHble cnocobbl U cpeacTBa
noKa3sa NOA/IMHHOM KMU3HU 1 OXKuaatoT
NoAOBGHOro UKW MHOMO OT NOKOJSIEHUS,
nayuiero cnenom. Tak oTaenbHble U3
HWX B Ka4ecTBe Nneaaroros B3su

Ha ceba MUCCUIO Nepedayu onbiTa.
YpesBblYanHO BaXKHO OTMETUTb, YTO
cerogHs B KazaxctaHe NpoucxoauT
CTaHOBJIEHWE AOKYMEHTaNbHOWM

LUKOMbI OCTPOCOLManbHOro Gpunbma.
PaboTbl CTYAEHTOB, BbIMYCKHUKOB
MacTtepcKou A. banroxuHou v B.
TioNIbKMHaA — HeopAMHapPHbI, HaLeNeHbI
Ha 06LecTBEHHbIE NPO6IEMBI, HA MOKa3
nXx Yyepes ApaMbl U cyabbbl MONOAbIX.
TBOpYeECKas MONOAEKb CHUMAET
POBECHMKOB, NpeAcTaBuUTeNEN pasHbIX

c/noeB 06LLecTBa, UMYLLLECTBEHHOrO LieH3a:

6oraTbIx U Manoo6ecneyYeHHbIX, 340POBbIX
W MHBaNWAoB. B utore, 6narogaps
06y4eHUto B MacTepckux B. TionbKuHa n

A. BanroxnHon, Ha4ana cknagbliBaTbCs
LLIKONa coLmanbHON JOKYMEHTaIUCTUKM.
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A. M. BoxxeeBa, foKkTop dunocopum
(PhD) no cneuManbHOCTH
«AcKyccTBOBeieHHe», CT. NpenofaBaTeb
Kadeapbl <KHHOUCKYCCTBO»
yHuBepcureta «Typan»:

— B coBeTcKMit nepnoa B KMHeEMaTorpadum
cylwecTBoBasa CMcTemMa rocyaapCTBEHHOIo
3aKka3sa. Oco6eHHO B IOKYMEHTaNbHOM
KWHO. Nepnoa nepecTpornKku U CTaHOBNIEHNUS
HE3aBUCUMOCTU [0 CEPEANHBI AEBAHOCTbIX
No3BOJIN CHUMATb aBTOPCKNe dunbmbl. HO
nocnegHue oBaauaTb NET C YKPENIEHNEM
rocyapCTBEHHOCTN BO3HUKIIO HEKOE
nogobue roc3akasa B Buae GpuibMoB,
CHMMaeMbIX B COOTBETCTBUMU C
rocyaapCTBEHHbIMU NPOrpaMMamu.

B KOHLE ABaALaToro BeKa nosiBuicA
Tenepagnokomnnekc MNpeangerTta PK,
KOTOPbIX KaK pa3 1 npegHa3Ha4vasncs

ANS NPoABUKEHUS NporpaMm pas3BuUTUs
CTpaHbl, YKa30B U AeKnapauui, a

TaKXXe NpaBUTENbCTBEHHbIX AUPEKTUB
nocpeacTBOM co3aaHUs TeNIeBU3UOHHbIX
$GUNbMOB, CHATLIX MO 3aKagdy rocyaapcTaa
(PrcyHOK 2).



Pucynok 2 — B pa6ore kpyryioro crosia npuHsiiv yuacrtue (cieBa Harnpaso) pexkuccep 1. K. Omup6aes,
krHoBe/bl A. M. Boxeesa, b. B. Horep6ek. Anmartsi. 2018.

[ymaeTtcs, Ka3axCTaHCKOe KMHO,
0CBO6OOAMBILUCH OT HaBA3aHHOW B
COBETCKOE BpPEMS PONU «UAE0SIOTMHECKOTO
OpYXUS», OMKHO OblNO pa3BuBaTbCs Mo
3aKoHaM McKyccTBa. Ho nocteneHHo Ha
KnUHocTyamMn «Kasaxdunbm» Cnoxumnach
CUTyaLMs, Korga 3aKkasHoe KUHO

Havyano JOMWHWPOBATb Ha/Jl aBTOPCKMUM.
HecomMHeHHO, 3TO NONOXKeEHME CBA3aHO

C MaTepualibHOM coCTaBNSAOWEN:
rocyapCTBEHHbIMU CYOCUANAMMN UK
YacTHbIMUW 3aKa3aMu.

3a nocnegHue 15 net Ha «Kazaxdunbme»
Obl/IN CHATbI MHOTOYUCSIEHHbIE
JOKYMEeHTanbHble GUNbMbI,
npeacraBnsolIne ranepeto napagHbix
NOPTPETOB, HA4YMHASA OT UCTOPUYECKMX
JIMYHOCTEN U BESIMKUX rOCYyAapCTBEHHbIX
JesTtenen 4o YAHOBHUKOB MasIEHbKOIO
MacliTaba. 3akas3 Ha4yan npeobnagatb Haj
MCKYCCTBOM, Ha/Jl aBTOPCKMM BbIOOPOM.
Hanpumep, pexuccep-aokymeHTanuct B. B.
TIOIbKMH MHOTO NET MbiTaNCcsa OCYWECTBUTb
CBOW 3aMbICeJl1 — CHATb NPOJO/IKEHME
dunbma o cnenom pepmepe n3 BocTtoyHOro

KasaxctaHa. 3ToT peunccep M3BeCcTeH
TEM, 4YTO repoun ero puIbMoB, CKopee
ayTcanaepbl U MapruHanbl, AeMOHCTPUPYIOT
YHUKaNbHbIA UMK NapagoKcalbHbIM ONbIT
cywectBoBaHus. B Halle Bpema Takue
N0aM, CKopee, CTaHOBATCS yHaCcTHUKaMu
pasnunyHbIX pa3BfieKaTenbHbIX
TENEBU3UOHHbIX TOK-LLOY, 1€ OHM
npeacraBfieHbl BeCbMa NOBEPXHOCTHO, 6e3
rny6oKoro dGunnocodCcKoro 0OCMbICNEHMUS.

K corkaneHuto, NogoOHbIM reposMm, Kak

N CNOXHOMY M HEOAHO3HA4YHOMY B3NSy
Ha HUX Yepesd ONMTUKY TaKUX PEXKUCCEPOB,
KaK TI0/IbKMH, HUKaK He Hallocb MecTa B
Cepbe3HOM HEUTPOBOM KMHeMatorpade.
[Mpowno okosio 15-TK NeT, Koraa pexuccep,
obnaaaTesib YHUKaIbHOro aBTOPCKOro
noyepka, Nosly4MBILLINK NPU3HAHME Ha
MHOTO4YMUCNEHHbIX KUHODECTUBaNsX,

CMOT, HaKoHeL, CHATb GUNbM, KOTOPbIN
xoTen. Ho ang atoro oH AonxeH 6bin
CHavana BbINOMHWTb OJIHO YCI0OBUE —
CHSITb 3aKa3HOM GU/IbM B COOTBETCTBUM C
rocyapCTBEHHOM NpPOrpamMmmon 60pbObI C
Koppynuuen...
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MHe KaeTcs, YTO eCTb B 9TOM KaKas-To
rpycTHas Tpaguuns naTtepHanImCcTCKoro
rocygapctea. TBopeul, 4o cux nop
CyLLLEeCTBYET B YC/IOBUSIX TBOPYECKOIO
KOMMpOMMKCCa, 3aBUCHUT OT IMHYHOCTEN,
ob6najatmowmx BNacTbio. ApXMBHbIE
[AOKYMEHTbI CBUAETENBbCTBYIOT O TOM, YTO
BO3HUKHOBEHMWE Ka3axCTaHCKOW «<HOBOM
BOJIHbI» U @aBTOPCKMX AOKYMEHTaIbHbIX
$GMNbMOB 6bIS10 CBA3AHO C NPUXO0M

Ha KnHocTyauto «<KasaxduabM» TaKmx
JIMYHOCTEN, Kak MypaT AyazoB, OmKac
CynenmeHoB. B 0qHOM 13 NPOTOKONOB
3acefaHus napTKoOMa KUHOCTYAUK
3aduKcupoBaHbl cnoBa OsKaca
CynenmeHoBa, YTO OH NpULIEN Ha
KWMHOCTYAMIO MOTOMY, YTO MY CTaso
CTbIAHO 3a Hale K1Ho. bnaroaaps O.
CynenmeHOBY NepPCNeKTUBHbLIX PebsAT
Havyanu oTnpasBnsATb yunTbcs Bo BINMK

n JITMTMuK. KoHe4yHO, OHM TOXKE
CylLLLECTBOBA/IN B YCNOBUSIX KOMIPOMMUCCaA
B TO BpeMs. Ho TeM He MeHee, MONOAbIM,
NEPCNEKTUBHbLIM U TaNaHT/IMBbLIM
pexuccepam gaBasjv BO3MOXHOCTb
CHMUMAaTb QU/IbMbI MO CBOUM aBTOPCKUM
Temam. M noaTomMy BO3HWKaIU Te caMble
repou, Kotopble 6bIIM UHTEPECHDLI 3TUM
pexuccepam. lNocne cMeHbl pyKoBOACTBa
KWMHOCTYAUM CUTYaLIMS UBMEHUNACh B
Nnonb3y KOMMepuMannsaumu, ctana
BbINYyCKaTbCS CKOpPEE «KMHOMPOAYKLMSA», a
He KMHOWUCKYCCTBO.

Cenyac, B CBSI31 C TEM, 4YTO Ha
PYKOBOASLLYO AOMKHOCTb npulien b.
Kanp6ekos, a «[1ebtoT» BO3rnaBun

[. OmunpbaeB, ondaTb NosiBUNach
Hageda Ha npeobnagaHue aBTOPCKOro
KnHematorpada B JOKYMEHTA/IUCTUKE.
Ho noka Ha npumepe nevyanbHOro

onbiTa TioNbKKMHa, KOTOPbIKM NpoduBan
CBOIO TEMY B TeyeHne 15-Tn NieT, MOXKHO
YBUAETb, KaK TPYAHO PEXMUCCEPY CHATb
aBTOPCKUM GUJIbM O NMPOCTOM YESIOBEKE C
YHUKanbHOW cyab60n. [To3aToMy roBOpUTL
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0 KMHemMatorpadmn4ecKoM repoe Kak
TaKOBOM B YECTHOM KJ1t0o4€ C TO4YKHN 3PEHUA
MCKYyCCTBOBEJYECKNX MPUOPUTETOB
AOOCTaTO4HO CJTIOXKHO...

B. B. TIOAbKMH, pexxuccep-
AOKYMEHTaJIUCT, pYKOBOAUTEN1b
mMacTepcKou YHuBepcuterta «TypaH»:
— [ony4aetcs Tak, 4TO NPUXOAUTCS. ..
XOTeN cKka3aTb 6bITb YMHbIM, @ NOTOM
noaymann... npaBunbHee 6yaet cKasaTtb

— XUTpbIM. Hanpumep, 3aKkasanun ¢punbm
npo AnHmyxamena KyHaeBa W... 9 Bbllen
Ha ynuuy, Ha4an 6paTb MHTEPBLIO Y
npoxoxux. Cepbe3Hoe AOKYMeHTaNbHOe
KMHO — 3TO 0693aTeflbHO UccnegoBaHume.
Hy»Ho nccnegoBatb MMYHOCTb KyHaeBa
W NOHATb, KAKUM OH OCTasIC B NaMsATw.
Havanu 3anucelBate UHTEPBLIO ¢ MypaTom
MyxTapoBu4yeM Aye30BbIM, 1 OH TOXKEe
cTan roBOpuUTb MPO U3BECTHbIX HaM
NONUTUYECKNX fesaTenen n yrnyoun aty
TeMy. {4 comHeBarsics B ToM, 4To KyHaeBa
MOXHO CPaBHUTb C aIMa30M, NOTOMY
YTO AyMalo: a KakK e Torga apyrue He
3ameyvanu ero 65eck?

CBOMM CTyAeHTaM 9 FOBOPIO: HYKHO 6bITb
rM6KMMU, pebsita. To ecTb Aenatb To, HYTo
HY)XHO 3aKa34uKy, U B TOM MaTepuane
NOMHOCTbIO HE BbIKaablBaTb TO, YTO
HYXKHO Tebe. U HyKHO dunnbm aenatb Ans
ceobs. Jlydle, KOHeYHo, aenaTtb TONbKO A/
ceb4. Ho ecnm 6bl He 6bIN0 3aKa34YMKOB,
NPOCTO He Aanu 6bl AEHEr, U GUIbM NPOo
KyHaeBa He cocTosnca. MHe KaeTcs, 4To
3TO AENCTBUTENBHO AOCTOMHbIM YENOBEK,
KOTOPbIM OCTaHETCs B NaMSATH Hapoaa.
XoTs Monojble cenyvac ero abcosoTHO

He 3HaloT, K coXaneHuto. Ho ctapliee
NOKONEHNE cO3aeT NPo Hero Mudsbl. U
3T Mnbbl NepepatoTes U 6yayT Aanblue
nepenaBaTbCs B HApode 0 Takux, Kak

OH, KYNbTypHbIX NpaBuTensax. OH ocobbln
rocyfapCTBEHHbIV AeATeNlb Ha BCEM
NOCTCOBETCKOM MPOCTPaHCTBE.



. K. Omup6aeB, KHNHOpeXXuccep,
AOLEHT Kadeapbl UCTOPUU U TEOPHUH
kuHo KazHAMU um. T. K. JKypreHoBa:

— Ha «Kazaxdunbme» ectb TM0O-4
«Jle6ioT». HeTBepThIM rog s paboTaio
XY[OXKECTBEHHBLIM PYKOBOAMUTENEM 3TOr0
06beanHeHus. CMoTpio BCce GUIbMBbI,
CHMMaeMmble aeboTaHTamun. Co3naeTcs
OLLyLWEeHKe, 4TO KaK 6yaTo Mexay HUMKU
Mano o6ulero. Kak 6yato B KazaxctaHe
CylecTByeT HECKONbKO rocyaapcTB 1 Bce
OHW N3 pasHbIX MUPOB...

B nepByto ovepeab — 370 pasgeneHue

Nno A3bIKOBOMY NPUHLMNY. HEKOTOpbIE
GUNbMbI CHATbI YACTO Ha Ka3axCKOM
A3bIKEe, @ HEKOTOPbIE — Ha PYCCKOM 3bIKE.
Ho Bedb B }XU3HU, NO KpanHeN Mepe B
60/bLUMX ropoaax, Mbl FOBOPUM cpa3dy Ha
ABYX f13blKaX... A B GuUibMax 3TOT daKT
NnoYyemMy-To UCKaxkaeTcs. HeacHOCTb aTuX
GuNbMOB 06bSICHAETCH TPAH3UTHbBIM
NepexoHbIM NePUOA0M, KOTOPbIN
nepexnBaeT Halle o6LWeCcTBO nocyieaHue
ABajLaTh JIET. ATO Y Ka3axoB Ha3blBaeTC
«Oniapa». CosgaeTtcs Takoe oLllyleHne, 4To
Halle o6L,ecTBO 3a6/1yaAn/I0Cb U HE 3HaET,
Kyaa uaet. U aTo oTparkaetcs B duibmax.
370 cBSA3@HO HE TONbLKO C NEPEXOLOM
CTpPaHbl OT COLMANUCTUYECKOM

CUCTEMBI K KanuTanucTuyeckon. Eule

B KazaxctaHe npoucxoauT nepexos
TpaAMLMOHHOIo 06LecTBa K 06LLecTBy
UHAUBUAYANUCTUHECKOMY.

A elle 3TO CBA3AHO C TeM, 4TO
Ka3axXxCTaHCKWIW Hapo[ NocTeNneHHOo
CTaHOBUTCS TOPOACKMM. 10 nocnegHUm
CTaTUCTUYECKUM [JaHHbIM, EC/IN 1 HE
owmnbatocb, TONbKO 46% HaceneHus
OCTanoChb ¥WUTb B cenax v aynax n 54%

— B ropogax. Y aTo 3akoHoMepHo. TaK
KaK B KanuTaJMcTUY4ECKON cnucteme

aynbl ucyeszatot. Ecnum Bbl noOCMOTpUTE Ha
KanuTtananucTuyecKue cTpaHbl, yBUAUTE, 4TO
B CE€/IbCKON MECTHOCTH XMBET NPUMEPHO
5% HaceneHus.

B coumannctnyeckom obLiectse —
YyesI0BEK YeSIOBEKY APYr, M B TO e BpemMs
Tbl HE MOXELLb AeNaTb BCE, YTO XO4elllb,
NMOTOMY 4TO Thbl — YACTb KOJIJIEKTMBA. A
cenyac NbITaloTCsd HaM BHYLLWTL, YTO
YesI0BEK YESIOBEKY HE COBCEM ApYr Ha
camoM Jaene. KoHKypeHT. Hagetoch, 4To
Yy Hac He ByayT cYMUTaTb, YTO YEOBEK
YyenloBEKY — Bpar, Kak 3T0 MPUHATO Ha
3anage. Ecnu paHble 3aBoabl U pabpuKku
NpuHaanNexanu rocyaapcray, To cenyac
npumepHo 80% 13 HUX HaxoasaTCs Noj
KOHTPONEM YaCTHbIX JINL,. MCKYCCTBO KMHO
OTparkaeT To, 4TO NPOUCXOAUT B 0OLLECTBE.
M HEKOMMYHWKabenbHble OAMHOKKWE repou,
KaK Y AHTOHWMOHW, NOCTENEHHO NOSABATCS
W B HAlleM KMHO. M 3Ta TEHAEHLMS yKe
oTpakaeTcs B GuibmMax HEKOTOPbIX
MONObIX NOAEN.
dunbmbl «CyaebHbIA UCMOHUTENb» U
«J1eno N2 6» 6b1/In CHATLI MO CLIEHApUAM
AaunbxaHa EpxxaHoBa. B aTnx dunbmax
NoKa3blBaeTCs }eCTKOe NPOTUBOCTOSTHNE
MeXay KOppyMNUPOBaHHOM BNacCTbiO U
NPOCTbIMM NIOAbMU, Y KOTOPbIX 3abupatoT
¥unbe 3a gonru. B npownom rogy Ep6on
BopaHLbl CHAN KOPOTKOMETPaXKHbIN
dunbm «KBapTUpaHT», rae NnokasaHo,
KaK Np1e3rKne MoJIoJ0KeHbI CHUMALOT
KBapTUpPY M KaK 3TO Ha CaMOM [iefie O4€Hb
CNOXHoO. lMntoc aToro puabma B TOM, YTO
OH CHAT B KOMEMMHOM XaHpe. Pexxuccep
dunbMa He MnbiTascs Ma3aTtb YepHoe
YyepHbIM, HO B TO e BpeMsl 3TOT GPU/ibM
ABIAIETCS OCTPOCOLMASbHbIM.
Ecnun roBopuTb 06 3CTETUHECKOM A3bIKE
3TMX GUIbMOB, TO MOXKHO YBUAETb ABa
HanpaBfeHus. lNepBoe — 3To TeaTpasbHble
GuUnbMbl, Kak «Kyt». TaM 1 aKTepbl UrpatoT
O4Y€eHb TeaTpanbHo. M MHOrMe cumTaloT, 4To
3TO U €CTb HaCTOsLEE Ka3axCKOe KUHO.
Takne ounbMbl TOXKE MMEIOT NPaBo Ha
CyllecTBOBaHue.

A dunbm «AcaH» bepuka HaxaHoBa,
HanpoTUB, 04eHb KMHEMaTorpaduyHbIN.
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[ymato, 4To y 3TOro pexkmuccepa 60/bluoe
oyayliee. BeHepa KanpykaHoBa cHAna
GuUnbM «[1paTKU» Ha PYCCKOM A3bIKe, TaK
KaK caMa oHa 13 ceBepHoro KasaxcTtaHa. U
€C/In «AcaH» CHAT Ha Ka3axCKOM SA3blKe, TO
«[1pATKM» — Ha PYCCKOM.

Ecnun roBoputb 06 06WEN TEHAEHUMMW. .. €€
HeT. He Mory ckasaTb — XOpOLLO 3TO Un
naoxo. Ho 370 oTparkaeT Halle COCTOSHME,
B KOTOPOM Mbl HaX0AMMCSl, O KOTOPOM
roBOpuN B Havane goknaga — «Bniapa». U
TO YTO, HaC NbITAOTCA OPUEHTUPOBATL Ha
AMepuKy U 3anajg — 3TO He OYEHb BEPHO.
MHoraa s chblily, 4TO Nopa y*e CHUMaTb
$GUNbMbl Ha aHMTMMCKOM A3blKe. 3TO
NPOCTO NOPa3nUTENbHO, U O4EHb ONacHas
TeHAEHUMS.

B TO e BpemMs Henb3s yaapsaTbes B Apyryto
KPanHOCTb 1 BCe JenaTb Ha Ka3axCKoM.
Mbl XXMBEM B MHOIOHaLIMOHAIbHOW CTpaHe,
W 9TO Hale 60raTcTBo.

$1 N0I0OBMHY CBOEW }U3HU MPOXKNI B
CoLMannMCcTM4eCcKoM rocyaapcTee, a apyryto
NONOBUHY — B KanuTaauCTU4ECKOM.

M paHblle BCe A0KHO 6bIN0 ObITh
XOPOLINM, Y FTePOU AONKHbI Obl/IN BbITh
NONOXKUTENbHBIMUW. ITO Ha3bliBau
coupeanmamMoM. A cernyac HaobopoT, BCe
JOMKHO 6bITb N10X0. A Ans cebs Ha3biBato
— Kanpeanu3m. M TeHaeHumMs BCe BUOETb
B TEMHOM CBETE €CTb, K 3TO HE COBCEM
npaBW/bHO.

TaK KakK «[1e610T» OTKpbIBaET 0opory
MONOAbIM pEXMUccepam, OHU CHUMALOT

npo Monoaoe rnokosieHue. NMocKonbKy
nepBbIn GUNbM YeNoBEK BCerga CHMMaeT
0 cebe, reposiMn MOJIO[bIX PEXUCCEPOB
ABNSIOTCH NOAPOCTKM UK AeTU. A BOT NpO
NOXWIbIX NOEN, KOHEYHO e, OHU MOKa He
CHMMaIOT. N aTO HOpMasbHO.
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B.B. HorepGek, gokTop punocopumn
(PhD) no cneuManbHOCTH
«UcKyccTBOBEjeHHe», AOLEeHT
Kadeanpbl ucropumn u reopuu KasHAU
um. T. K. XypreHoBa:

— Tema moero goknapga: «fepow

B COBPEMEHHOM UIPOBOM KWUHO».

Ecnu paccmatpmBaTbh COBPEMEHHbIN
KnHonpouecc, HaunHas ¢ 2000-x

rogoB, MOXHO OTMETUTb, YTO B 3TU oAbl
BO3HWUKNIa naes BEpHYTb KMHO Hapoay.
Hanagutb cuctemMy npokaTa v 3asBuUTb

0 ce6e Mupy. Tak BO3HUK NEPBbIN
MeranpoeKkT — «KoYeBHUK», KOTOPbIA He
yBEeHYancs ycnexom no psigy npuymH.
[MaBHas npMyMHa 6blna 3aK/oyeHa B
o6pase rnaBHoOro repos — Abblian-xaHa
B McnonHeHuu KyHo beKkKkepa, KoTopbln
Obl1 cCO3JaH Mo roNMBYACKOMY NieKasny U
He UMeN HMYero o6LLLEero ¢ NPOTOTUMIOM.
Cnycta aBa roga, secHorn 2007 roaa,

B MPoKaT Bblllen 4e6OTHbIN GpUibM
pexuccepa-HenpodeccnoHana EpknHa
PakuweBa «PaHeHOe 4yBCTBO». 3TO BO
MHOIOM fiaXKe MPUMUTUBHbLIN GUIbM

C TPMBUAJIbHbIM CIOXXETOM U FrepOsiMU.
3atewm, B KoHLe 2007 roaa, ne6tiotupoBan
AxaH CaTaeB ¢ dunbmMom «PakeTtup». U ¢
3TOro BPEMEHW Ha4yanocb BO3pOXKaeHME
npokarta. KuHemartorpaducTbl NoBEPUIN
B TO, 4TO MOXHO c034aTb CBOEro

repost U NpoKaTblBaTb OTEYECTBEHHYIO
KMHONPOAYKLMIO, HECMOTPS Ha TO, YTO
HET YETKUX 3aKOHOaTeNIbHbIX aKTOB —
HY>XHO NMPOCTO BbIXOAWUTb Ha KUHOPbLIHOK
Ha JOroOBOPHOM OCHOBE, CHMUMas
pasHoXXaHpoBble punbMbl. B nocnegHue
NATb NIET CLLEHAPUCTbI, PEXUCCEPDI CTaNu
nenatb 60NblIWIA aKLLEHT Ha KOMEAUMHbIX
dunbMax o cBafbbax, CEMENHOM KUSHM,
B3aWMMOOTHOLLEHMAX MEXAY HEBECTKOWM

W CBEKPOBLIO. B 3TUX NeHTax repou
OblBalOT JOBOJIbHO 3KCTPaBaraHTHbIMMU,
3KCLEHTPMYHbIMU, YTO, KCTaTH, HE Bceraa
onpaBiaHHO.



Ecnv nocmoTpeTb Ha repoeB aBTOPCKMX
$GMNbMOB, TO CTOUT OTMETUTL, HYTO OYEHb
MHTEpecHas cUTyaLmsa cKiaablBaeTcs

B TBopYecTBe Cepuka AnpbimoBa. Ero
dunbM «3BOHOK 0TUY» (2017) nonyyun
npu3 3a Nyylyto pexxunccypy «Bolibopa
KpUTMKOB- 2018». Ecnin Mbl Npocieanm
3BOJIOLMIO U TPaHChHOPMaLIUIO repos

Ha npumepe punbmoB C. ANpbIMOBa,

TO MOXEM YBU[IETb, YTO B NepBOM
NOMHOMETPAaXKHOM dUNbME ero repon 6bin
naccuBHbIM HabnoaaTeNemM, KOTopbi He
BMeLWnBascs B Xxo cobbiTui (<KoHevHasn
ocTaHoBKa», 1989). BcnoMHuM, Monioaon
napeHb NpuesKaeT M3 apMun B pOAHOWM
ayn v BUUT, YTO OHOCEIbY4aHe HaunHaoT
AerpagnpoBaTtb MOpPasbHO, @ OH HUYEro He
npeanpuHUMaeT, ocTaBasiCb CTOPOHHUM
HabnogaTesiemM. B KoHUEe KOHLLOB, CNyCTH
HECKOJIbKO IHEW OH NOKKAAET POAHbIe
mecTa. A B punbme «Akcyat» (1997) repon
He GEXNUT U3 ayna, OH NPUESKAET C KEHOM
M3 ropofia 1 octaeTcd 3aech. B atom
MOXHO YBUOETb CBOEOOPAa3HYIO 3BOJIIOLIUIO
reposi. HaunMHasa ¢ punbma «Tpu 6pata»
(2000), rnaBHbIMKU reposIMn B punbmMax
AnpbiMOBa CTaHOBATCHA A€TU U NOAPOCTKM.
B dpunbme «OxoTHUK» (2004) rnaBHbIN
repon — Masib4UK-NnoapoCTOK, HECMOTPS
Ha NPensaTCTBMS, OH BbICTynaeT NpoTUB
CUCTEMDI: XepTBa 06CTOATENbCTB, HO YKe
He nNpocTon HabnaaTenb. B dunbme
«bayp» (2013) repoi, AEBATUNETHUN
EpKWH, He No rogam pellunTeNbHbI K
fesTeNbHbIN pebeHoK, B OAMHOYKY BopeTcs
3a BbIXXMBaHWe, OTCTanBaeT YeCTb U
[IOCTOMHCTBO BIN3KUX.

dunbm «3BOHOK OTLY» (2017)
napagoKcaseH TeM, YTo Ha NepBbIN
B3rN54 Ha 3KpaHe CHOBa NOBTOPSETCS
UCTOPUS O AerpaaupytollemM cene, paspyxe,
COLManbHOM M JyXOBHOM KpU3KCe, KaK

B «<KOHEeYHOM OCTaHOBKE», HO, C ApYrow
CTOPOHbI, B GUIbME NOABSETCH HOBbIN
repon, n oH 6opeLl. 3TO WECTUNETHUM

Mallb4MK, KOTOPOMY NOCTaBWUIN ANArHo3 —
YMCTBEHHas OTCTanoCTb, M3-3a YErO OH He
MOXET NONTN B 06e06pa3oBaTesibHYo
LLIKONY, KaK Apyrue cenbckue aetu. Y
NOCKOJbKY CneLnanbHble LWKOMbl eCTb
TOMbKO B ropojJax, OH OCTaeTcs He Yy gen,

N K HEMY PE3KO MEHSETCS OTHOLWIEHME

B cembe. PogHasa mMaTtb ero He nobuT,
BO3MOHO 3a TO, YTO OH Obl1 HEXENaHHbIM
pebeHKOM, U ...yXOOUT N3 CEMbMU K ApYromy
MY*K4YMHE. [1oapOCTKOM ero oTnpaBnsioT B
ropoj, B AeTCKKM aoM. B duHane pexuccep
NnoKasblBaEeT rMaBHOroO repos, TENepb yxe
MOJ1040r0 MyX4uHY. O4eBUIHO, YTO OH
paboTaeT B HeKoeM oduce 1 3aHUMaeT,
No-BUANMOMY, CEPbE3HYIO IO/IKHOCTb.

OH 3BOHMWT OTLLY CNYCTS MHOTO JIET, YTOObI
NMPOCTO CNPOCUTb, KaK Yy Hero aena u

YTOObI CKa3aTb, YTO Y HEFO CaMOro Bce
xopouo. C acTeTU4ECKOM TOYKM 3PEHUS aTa
CLEeHa, CHATasi CBEPXKPYMNHbIMU MaaHamu,
CO CMEHOW paKypCoB 1 OCBELLEHNSA B
CTUNE MY3blKabHbIX KIIMNOB, PE3KO
BblOUBaETCH U3 BCEW CTPYKTYPbI dUibMa.
Pa6oTta AnpbiMOBa TArOTEET K 3CTETUKE
[IOKYMEHTanmMama: pexxumccep, B3sBLIUN

B PYKM KaMepy, CHMMan B peasibHbIX
WUHTEepbepax, C MUHMMalbHbIMUK 3aTpaTamMu.
MHe gymaeTcs, 4TO 3TOT HaMEepPEHHbIN
KOHTpAacT 6bln BbIGpPaH aBTOPOM /19 TOro,
YyTOObI NOAYEPKHYTb TPaHCHOPMaLMIO
reposl. MaBHbIK repon dunnbma «3BOHOK
oTuUy» cTan nobeautenem. HecmoTtps Ha
BCE U3aeBaTeNbCTBa, YHUMKEHUS, KOTOPbIE
nepexun B AETCTBE, OH BbICTOSAS, OH
6oponcs 1 oobunca onpeaesieHHoro
nonoxeHus B obwectse. N 3aecb Mbl
NOHUMAaEM, YTO B OTEYECTBEHHOM
aBTOPCKOM KWMHO MPOUCXOAMT 3BOSIIOLUSA
OT reposi-Habnoaarens, HeyaavyHuka,
¥epTBbl 0OCTOATENLCTB K repoto-6opLy.
370 He roNIMBYACKUI cyneprepon, Ho,

TEM He MeHee, 3TO O4eHb NONOMKUTEIbHad
TEHAEHLMS, YTO B HALLEM KUHO repou
3BOJIIOLIMOHUPYET OT NacCUBHOro/
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HEeraTMBHOIO K aKkTUBHOMY/MNO3UTUBHOMY.
KaK-To B 04HOM U3 CBOUX UHTEPBbLIO
CepuK ANpbiMOB FOBOPMUI, YTO «paHblLUIE
Mbl MOKa3blBanu YeloBeKa TaKUM, KaKUM
OH He [10/1}KEeH BbiTb. A TENEpPb Mbl NPULLIN
K TOMY, Y4TO Mbl JOJ/IXXHbl NOKa3blBaTb
4ye/l0BEKa TaKMM, KakuM emy cinegyet
ObITb».

3aKOoH AnaneKTUKK racuT, 4YTO KONMYECTBO
nepexoamT B KayecTBo. B npouisiom

roay B KazaxcrtaHe Ha 3KpaHbl BbILLIO
6onee 30-Tn oTe4ecTBEHHbIX GUNBMOB

“ nogasnstouiee 60MbLNMHCTBO U3

HUX — KOMeauun. M aToT aTtan B UCTopumn
HalLero KMHO NepeKInKaeTcs ¢ paHHUM
3Tanom pasBuUTUS MUPOBOI0 KMHO. B

Ty nopy GunbMbl, B OCHOBHOM, Bbl/IN
KOMeOUNHbIMUK, pa3BneKaTe/ibHbIMK U

He Hec/M 0co60M CMbICIIOBOM Harpy3Ku.
370 6bI10 ApMapPOYHOE KUHO. Ho
nepeHacbllWeH1e NpoKaTa KOMeaAUNHbIMU
dunbMamMmu ¢ NPUMUTUBHBIMU FEPOSIMU
no6yamsio KuHematorpaductos

3aHATbCA NOMCKAMM HOBOM 3CTETUKM,
OpPUTMHaNbHOro KMHOA3bIKa. Briocneactenu
3TW Warn cnoco6cTBOBAsM TOMY, YTO
KnHemaTtorpad nepepoc B NoOJIHOLLEHHOE
NCKYCCTBO.

¢ nonarato, 4TO BCMJIECK }aHPOBOro
KWMHO, 0COBEHHO KOMEAUNHbIX PU/IbMOB,
npmMBeaeT Hac K HEKOEMY HOBOMY KWUHO W,
1 HaZEeCb, YTO B GnMKanwem byaylem
NpPoON30onaeT BO3POXHKIEHUE Ka3aXxCKOro
KWHO, NOSIBATCHA HOBbIE HaNpaBeHuUs

B OTe4eCTBEHHOM KMHeMaTorpade u
COOTBETCTBEHHO HOBbIE FEPOW.

M. B. ConoBbeBa, KHHOApaMaTypr,
poueHT BAK, npodeccop kadeapbl
«Pexxuccypa TeieBUJeHUA N
oneparopckKkoe uckyccrso» KasHAU nm.
T.K. XXyprenosa:

— [oToBNIO K Ny6NMKaL MK CTaTblo Ha

Temy «[epoi U aHTUrepon», B KOTOPOW

1 ONMpatoch Ha ApeBHerpevyeckme
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NOHATUS «TMOPUC» U «raMapTUs». Ecnu

Mbl FOBOPWUM O repoe, TO Hago Bce Bpems
WUAOTU K UCTOKaM 3TUX NOHATUI. U Toraa Mbl
YBUOWM, KaK TECHO nepenneTeHbl rnépuc
— ropabiHe, Beaylias repos K nary6e,

U ramapTtug — Tparn4yeckas ownoka,
KOTOPYIO OH COBEPLUAET, MHOrAa He Mo
3/10MY YMbIC/Y, @ MO HE 3aBUCHALMM OT HEro
ob6CcTOATE/IbCTBAM.

[epo — 3TO NEePCOHaX, KOTOPbIN
OT/IMYaEeTCs OT OCTalbHbIX NEPCOHAXKEN.

N ong TeaTpanbHOM ApamMaTtyprum BaxHbl
OTIMYUTESIbHbIE MOCTYMNKWU repost, HO eCnu
B34Tb, Hanpumep, MepunmH MoHpo — To
3T0 repOonHs, MOTOMY UYTO OHa KpacuBee
apyrux. Takum o6pa3som, KaK ToNbKO

Mbl NepexoanM OT TeaTpasbHOM CLIEHDI

K BU3yanbHOMY psiay, Bce coMBaeTcs,
NOTOMY YTO 3KpaH nepenaeTt orpoMHoOe
KOJIMYeCTBO MHDOPMaLMK, a 3HAUMUT,
3KpaH paboTaeT no ApyruM 3aKkoHam. B
3KpPaHHbIX UCKYCCTBax KaxKbl KaJpuK,
KaK B abCTpaKTHOM UCKYCCTBE, KakK B
NYaHTUIUCTUYECKOW KUBOMUCHK, HaMOJTHEH
COBCTBEHHbIM cogepxaHueM... [ToaTomy
NOHATHE repost HYXHO paccMaTpuBaTh,
OTTaJIKNBasACb OT TEPMUHONOrMK [lpeBHeN
lpeumnn, HO NOTOM BCe-Taku aenaTb
KOPPEKTUPOBKY C TOYKU 3PEHNS IKPaHa.
Ho He 3a6blBaTb, YTO repomn — 3TO YESOBEK,
KOTOPbIN NPEBOCXOANUT APYIUX, U HYTO ECTb
B HEM ropAblHS, 1 OHa TONKAET ero Ha
MOCTYMNKK, KOTOPbIE NPOTUBOPEYAT HEKMUM
YCTaHOBJ/IEHHbLIM HOPMaM U NpaBunam.
[epoi HaunMHaEeT IoMaTb Kakue-To
CTEpPeoTUNbl U 0693aTeNlbHO coBepLllaeT
KaKylo-TO OLIMBKY M3-3a CBOEN FOPAbIHM.
N nonapaeT B cTpallHble 06CTOATENLCTBA,
KOTOpble Ha3blBaloTCH «KaTacTpoda» —
nageHue B nponactb. M 3aecb Ha4YMHaeTcs
NOCTPOEHME ApaMaTypru4yecKoro
Npoun3BeaEHMUS.

Mbl JO/IKHBI paccMmaTpuBaTb

TEPMMUHbI ApaMaTyprum He Yepes Te
TpaHchopMaLMK, KOTOpPble NPOMU30LLIIN



npv 4aBHEM NepeBoje dpaHLy3aMu
C ApEBHErPEYECcKoro, a NoToM yxe ¢
$paHLYy3CKOro Ha PyCCKKM, TaK, YTO yXKe
noTepsnca BCAKMM M3HaYaNbHbIA CMbICA.
Torga MOXXHO OrOBOPUTBLCS 40 TOrO, YTO
OAVH yBaXKaeMbl KWNHOBE[ MHE CKa3ana,
yTO Apamatyprus — ato atMmocdepa B
dunbme. Jopormne mou! Jpamatyprus
nepeBOAMTCS C FPEYECKOro 3/IEMEHTapHO:
rnaron «dro» — «q 1eNCTBYO», MPOU3BOAHOE
OT HEro CyLWEeCcTBUTENbHOE «apamar» —
«AENCTBUEN, «tUrO» — «5 KPy4y, BEPYY».
MoaTtoMy agpamaTyprus — aTo AeNCTBUE,
KOTOPOE Mbl C BaMW 3aKpPYTU/IM Ha CUEHe
WKW Ha 3KpaHe. A BOT «gpamMartorpado» — «4
JENCTBME MULLIY».

Tak, oTTank1MBasiCb OT TEPMMHA
«apamaTtyprus», Mbl nony4aem
CBOe06pasHbIi 3aKOH: YEM Havyanu, Tem
M 3aKOHYUKN, UK — YEM 3aKaHUYUBAEM,
TeM ¥ HaumHaem. lNoTtomy yTo tur — ato
BO3BpaALLEHNE B UCXOAHYIO TOYKY.

Ecnn Mbl o6pallaemMcs K HETKUM,
reHManbHO NPOCTbIM GOPMYTUPOBKAM «4TO
TaKoe repom», To Mbl MPUXOAUM K TOMY, YTO
NosIB/SETCS BO3MOMXKHOCTb MOAENNPOBaTh
repos, TaKk Kak, Bliaiesqs UHCTPYMEHTOM,
MOEM 3aHATbCS MOCTPOEHUEM CBOEIO
repos. N Ham He HYyXXHO ob6pallaTbcs
K NCUX0JIOrUK, BbICTPanBasi xapakrep
repos, NoToMy 4YTo ApamMatyprus Tpebyet
AENCTBUS, KOTOPOE peannlyeTtcs Yepes
NMOCTYMNKW NepPCOHarka, a B cny4ae ¢
repoem — B TOM YMCe U Yepes rmépuc u
ramapTuio.
®. JXaxaHoBa, KHHOpeXxXuccep,
marucTpanT KasHAU nm. T.K.
XypreHoBa:

—B atom roay 9 3akaH4unBato
MarucrpaTypy. Tema MOen MarmcTepcKou
avcceptauumu: «CHoBWaeHWE B
KnHematorpade. CoH Kak cpeacTBo
pacKpbITUS BHYTPEHHErO MUpa repos». B
paboTe nocTaBfieHa LeNb BbiBUTb, 419
peLLEHNS KaKNX XyAOXEeCTBEHHbIX 3aaa4

pexunccepbl BBOASAT B MOBECTBOBAHUE CHb,
onpeaennTb BAUSHWE Ha KMHeMatorpad
HanpaB/IEHUS, UBBECTHOIO B UCKYCCTBE
KaK ctoppeanun3m. A TaKKe NoHATb

ponb NcUxoaHaamn3a Kak 0HOro

U3 apamaTypruyeckux afeMeHToB
pexunccepoB. U3BECTHO, YTO HOBaLIUK
Teopun ncuxonorum 3urmyHaa dpenaa
CTanu raBHbIM GaKTOPOM MOSIBNEHUS
cloppeannama B KMHematorpade.
OCHOBHbI€E MOHATUSA NCUXOAHaNM3a,

TaKkue Kak 6ecco3HaTelfibHoe, CBOOOHbIE
accoumnaumm u CHOBUAEHUS HaLLK
oTpaxkeHue B punbmax J1. byHtoang, W.
beprmaHa, A. TapkoBckoro, 1. Ommup6aeBa.
B cBoei paboTe 11 obpartuniach K
punbmam monogpbix pexknccepos bepuka
HaxaHoBa v [Inaca KynmakoBa. B dunbme
«EpKeKk» b. }KaxaHOB UCMO/Ib3YeET COH

ANa AeMOHCTPaLMK BHYTPEHHEro Mupa
repos. B ero neHte «<AcaH» COH urpaet
JIPYryto poJfib, C MOMOLLbIO 3TOro nNpuema
rny6Ke pacKpbIBaOTCA OTHOLEHNS MEXAY
rMmaBHbIM repoeM 1 ero OTLIOM.

dunbm «EpKek» HaYMHaeTcs ¢ Kagpa
yT60MbHBLIX BOPOT. Pexuccep He
TOPONUTCS 3anofiHUTb NYCTOTY Kaapa,
CNycTs BpeMS B HEM NOSIBASIETCA rpynna
CTaplIeKNacCHMKOB. 34eCb M HaYMHaeTcA
COH reposi. Asamat NpuUxoauT Ha none u
ornagbiBaeTcs No CTopoHam, 6yaTo et
KOro-1o. Bo3HUKaeT BUGPUPYIOLLNI 3BYK,
napeHb 6€CNOKOMHO ULLET ero UCTOYHMUK.
Pexunccep CBEPXKPYMNHbIM NiaHoOM
MOHTUPYET NMLO OTLLa, OK/IMKAIOLLENO
CblHa. A3amat o6opavynBaeTcs, BUAUT
6enylo ABepb U NEPEHOCUTCS Ha nycToe
none. OTeL, He NepecTaeT 3BaTb ChiHa.

C nomoLbto BOMHOIO HanbiBa OAHOIo
N300paxKeHns Ha apyroe 1 3ByKa,
AVNHaMMUYHOIO MOHTaXa, KOTOpPbIX
oTnn4yaeTcs oT 06LLEN CTUINCTUKM PUNbMa,
pexunccep co3gaeT BHYTPUKaaApoBoe
HanpsieHune. A3amaTt TPEBOXKHO
orngabiBaeTcs no CTopoHamM 1 6eXuT N30
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Bcex cui K asepu. OH NajaerT, BCTaET,
rny6boKoO AbIWKT U NoaBGeraeT K ABEpH,
[ABEPb OTKPbIBAETCS, HO B 3TOT MOMEHT
repon npocbinaetcs. Bubpupytowmm 3ByK
noja noayLwKon nagaet tenedoH: 3BOHUT
oTel.

dpeng yTBEPKAAET, YTO UCTOHYHUKOM
CHOBMAEHUS MOXKET OblITb CBEXKEE U
NMCUXMYECKU LIEHHOE NepeXnBaHue,
UCMNbITaHHOE HEMNOCPEACTBEHHO B TOT [1€Hb.
AHanu3npys cueHy cHa repost KapTuHbI
«EpKeK» ¢ TOYKMK NncuxoaHanuTUYecKom
Teopun, NOHNUMaELLb, YTO OHa NosiIBMAAaCh
BCNeACTBME npoLiecca cybnmmManmu
pexuccepa. Ppena paccmatpmsan ee
KaK UCKITIOYUTENBHO «XOPOLLYIO» 3aLUUTY,
CNOCO6CTBYIOLLYIO KOHCTPYKTUBHOM
NEeATENbHOCTU U CHATUIO BHYTPEHHETO
HanpsaXeHus HAnBMAA.
CoH B ¢punbMe «EpKeK» MMeeT Havano,
CXOXee CO CTUNCTMKON nepeaaym CHOB
B dunbmax [l. OmmpbaeBa. 3putenb, Kak
n B KapTuHax OmnpbaeBa, B «<EpKeKke»
He cpasy 3aMeyvaeT nepexoaa OT CLEHbI
peanbHOCTU B COH. b. }axaHOB HamMepeHHO
NCMNONb3YET AN Havyana cHa Kaap Taknum
06pa3zom, 4ToObl 3pUTENL BOCNPUHSAN COH
KaK NpoAoMIKEHUE peanbHbIX COObITUN.
Ecnun roBopuTb 0 TOM, 4TO
npecnegoBaBLUMiA U30 AHS B A€Hb COH
CTan OCHOBOW A5 POXKAEHUA dunbma
«EpKek», To y A. TapKOBCKOro €CTb CX0OXas
cuUTyaums. EMy CHUNCS OMH W TOT XKe
COH O TeX MecTax, rae oH poausacs. Ero
CHbI BCcerga orpaHu4mMBanmcb TeMaTUKON
BOCMNOMMWHaHMWI O AETCTBE U Ka3anucb
cBepxpeanmucTuyHbiMu. Umnynbcom ans
€03JaHus cueHapusa «3epKaso» cTas COH,
npecnenoBaBLINi pexXuccepa gonrune
rogpl.
H. H. BepkoBa:
— NoaBenem UTOrM Hallen BCTPeYH.
B cBOMX BbICTYMIEHUSAX YHACTHUKM
obpaTtunm BHUMaHWe cobpaBLumxcs
Ha Ba)XHble BOMNPOCHI, Kacatlollnecs
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Npo6aemMbl COBPEMEHHOIO repost B
KnHematorpade KasaxctaHa. [Nokasanu,
KaK HEKWE TEHAEHLUK IBOJOLMOHHOIO
pocTa 06HapyXmMBaloTCs B TBOpYECTBE
3pesiblx MacTeEpPOB — IOKYMEHTaNNCTOB

N PEXUCCEPOB UIPOBOr0 KMHO, B KAKOM
aKTyanbHOM /15 Hallero obuiectBa
HanpaBJ/IEHWUU UAYT NOUCKN MOJIOAbIX,
KaK OHU yrny6nsioT CBOU NpeacTaBleHus
O BHYTPEHHEM MUPE repos, Kakue
BMPTYO3HbIE MPUEMbI UCMONb3YIOT, B
YaCTHOCTH, COH KaK Morpy*KeHue Bo
BHYTPEHHMI MUP repost. KoHeyHo,
pasMbIlLNEHUS, IaHHbIE B TE3UCAX, NULLb
yacTb TOro ancbepra, 4To Mbl Ha3blBaeM
repoem CoBpPeMEHHOr0 Ka3axCTaHCKOoro
KWHemaTorpada, To4yHee CKa3aTb,
WUCKYCCTBOBEAYECKOM Npo6ieMon repos
(PucyHoK 3).

Pucynok 3 — Moneparop H. H. Bepkosa noxsoaut
WTOTH KPYIJIOTO CTOJIA, MOCBSILLIEHHOTO pobsieMaM repost
COBPEMEHHOr0 Ka3axcTaHCKOro KuHemarorpada.
Anwmarsl. 2018.

Mbl HE 3aTPOHY/IN acneKT
COLMONOrMYECKNIN, HACKONbKO KMHO
KOPPECMOHANPYETCSH CO 3PUTENEM,
rOTOBbIM BOCMNPUHMUMATb aKTya/lbHOCTb

W CNOXHOCTb KMHOMOBECTBOBAHUI. Mbl
He 3aTPOHY/IM BOMNPOC NpoAtcepcTaa:
KaKuM 06pa3oM GUHAHCUPYETCH KMHO, U
npo6nemy AMcTpubyumu, NnpoKaTa roToBbIX
GUNbMOB, pa3mMeLleHne KNHOGWIbMOB Ha
TeneBUAeHWU, KOJIMYECTBO NPOCMOTPOB

B MHTEPHETE U ApYyrue He MeHee BaxHble
BOMPOCHl. BO3MOXHO, aTK TeMbl 6yayT
06CyAaTbCs B paMKax ApYyrmux Kpyribix



ctonoB.. Ho Halwa pedneKcus, KacatoLlascs
cyneb oTe4eCTBEHHOI0 KUHO, CTOUT
HadesaTbCsl, MPUHECET NoJb3y, NO6yANT

K Hanpsi*KeHHbIM NOUCKaM OTBETOB
NpaKkTUKOB, co3aaTtenen puibMoB,
KMHOBEO0B, COLIMOMIOTOB APYrmX
crneumanncToB, CBA3bIBaOLMX CBOU
WMHTepechI ¢ cyabb6amMun OTEYECTBEHHOIO
KnHemMaTtorpada.

Bbnarogapum Bcex yHaCTHUMKOB 3a
BHUMaHUWE U UHTEPEC, MPOABNEHHbIN

K MEPONPUATHIO, UMEBLLEMY OJIHOM

N3 uenemn npnodLieHne Monoabix

Yy4Y€HbIX K UccneqoBaHmam B 06/1acTu
KuHemaTorpada.

MaTepuan K ne4yaTu NOAroTOBUIIN:
penakumsa — H. H. bepKoBa, ooUeHT
Kadenpbl UICTOpUK N Teopunn KMHo KasHAN
nm. T. K. ypreHoBa; pacwndpoBKa
ayamo3zanucu — [. H. AMnp6eKoBa,
aoktopaHT KasHAM um. T. K. ypreHoBa.

B ocHoBe npepnaraemMoro TeKcTa nexar
BbICTYMNEHUSA YHaCTHUKOB KPYrnoro
cTona Ha TeMy: «[epo B COBPEMEHHOM
UIPOBOM U JOKYMEHTaIbHOM KUHO
KasaxctaHar. Kpyrnbii cton 6611 Y4acTblo
nporpamMmmbl Hepenun Hayku B KazaHAN
nm. T.K. XKypreHoBa B anpene 2018
roga. KuHosepbl H. H. bepkoBa, A. M.
boxeeBa, b. b. Horepbek, apamarypr
M. B. ConoBbeBa, pexuncceps . K.
Omunpo6aes, B. B. TionbkuH, . XaxaHoBa

H.H. BepkoBa, [1.9mip6ekoBa

obeyxaanv npobnemy Bbibopa repos B
KWHO, pa3MbILLIAIM O TOM, Kak B 06pa3zax
repoeB HaxoAAT OTPaKeHMe BOHYOLINE
MX BOMPOCHI XM3HU obuiecTBa. OgHUMHU
M3 OCTPbIX 6b1IM BONPOCHI: HACKONbKO
YKOpPEHEeHbI Tpaanumm Mndosiornsaumm,
Haxo4uT MECTO repomn3auus

N3BECTHbIX UCTOPUYECKUX JINYHOCTEN?
OT™MeYanoch, 4TO HEMaNOBaXHy0 PoJib

B OTEe4eCTBEHHOM KMHOMPOU3BO/CTBE,
KaK 1 B NpejLecTBYIOWMUe AeCATUNETHS,
Urpaet cucTeMa 3akasa. YYacTHUKHK
rOBOPUSIN O HETaTUBHOM BIMAHUMK

3aKa3a Ha TBopYecKum npotiecc. B ceBomx
BbICTYMJIEHUSAX OHU TaKXKE OTMETWUIIN
TEHAEHLMN JYXOBHOIoO pocTa B TBOpYeCcTBe
3pesiblXx MacTepoB — JOKYMEHTAIMCTOB

N peXmnccepoB UrpoBOro KMHoO. Ha
npumepax paboT MONOAbIX PEXUCCEPOB,
co3falolmx CBOU NepBble NeHTbI B
TBOPYECKOM 0O6bEANHEHUN «[1eBIOT»,
Obl/IN OLEHEHbI aKTyallbHOCTb MOMCKOB B
OTpa¥eHUn OCTPOCOLMabHbIX MPo6IeM K
C/IO}KHOCTb NMPUEMOB, C MOMOLLbIO KOTOPbIX
HaYyMHaloLWKe pexunccepsbl yrnyonaor
CBOM NpeacTaB/ieHUs 0 BHYTPEHHEM
Mupe repos. PasmbllLneHnsa yHacTHUKOB
BCTPEYU, AaHHblEe B TE3UCAX, NINLLb

YyacTb TOro arcoéepra, 4T0 Mbl Ha3blIBaeM
repoem COBPEMEHHOMO Ka3axCTaHCKOro
KnHeMatorpada, To4Hee cKasartb,
UCKYCCTBOBEAYECKOM NPOBIEMON repos.

T.K. XypreHoB aTbiHAafbl Ka3aK ¥/TTblK 6HEP AKaAEMMUSIChI,

Anmartsl, KasaKkctaH

BI3AIH KHHOHbIH KARAPMAHAAPbDI KIMAEP?

AHpaaTna

MaKanaHblH HEri3iHAe AeHreneK CTon KaTbiCyllbllapbiHbIH «<Ka3aKCTaHHHbIH 3aMaHayn KepKEMAIK XKaHe
OEepeKTi KUHOCbIHAA 6ac KeninKepi» TakblpblObl 60MbIHLIA MiKipTanacbl YCbIHbIIFAH.

[eHrenek ycten 2018 »bingblH cayip anbiHaa T.K.XKypreHoB aTbiHAaFbl Kasak y1TTblK ©HEP akageMusicbiHaa
oTKizinreH folibiM anTanblfbiHbIH 6ip 661iMi peTiHAe KepCeTinreH.

KunHotaHywsl H.H. bepkoBa, A.M. BexeeBa, b.b. Herep6ek, apamatypr M.B. ConoBbeBa, pexuccep .K.
©mip6ae., B.B. TionibkuH, @. axaHoBa KMHOAAFbI KERIMKEP TaHaay MaceneciH, KoFram emipiHaeri on
TONFaWTbIH Macenenep Keninkep obpasblHaa Kanan 6eMHeNeTiHI XanblHAa NiKip anMacTbl. EH 6ip eTKip
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6onfaH cypaKkrap: Mudonorusaumns 4saCTypi KaHWwanblKTbl OPbIHAbI, aTaKTbl TapUXK TYFaNapablH, KENninKepaeHyi
Kan opbiHAa? OTaHAbIK KMHO BHIpiCTe, 6TKEH OHXbINAbIKTaFbIAAM TancblpbiC 6epy XKyneci anTapnbikTan
MaHbl3Abl Pen aTkapaTblHAbIFbl TanKblnaHabl. KaTbiCylbinap TancbipbICTbIH, WbiFapMaLlblIbIK YaepicKe

Kepi bIknan TyablpaTbiHbl Xakbl sHrimenegi. Onap 63 ce3iHAe - AOKYMeHTanbAbl KUHOPEXUCCEPEP MEH
KUHOpEeXuccepnepain Toxipnoeci mon webepneplin, WelFapmallbUibiFbiHA@ PyXaHu ecy TeHAeHUUAnapbIiH

atan eTTi. «/[1e6toT» WblFapMallbiblK GipNecTiriHae e3AepiHiH anfallKbl TacnanapblH WbIFAapFaH *ac
pexuccepnepaid MbicaniapblHaa, XaHa 6actan Kefe XKaTKaH pexxuccepnepaid, Keninkepain, iwki anemMin
TYCiHYiH TepeHaeTyae cebiH TUTi3€ETiH, 8TKIp aNeyMeTTiK Macenenepai Kepcetyaeri isAeHiCTepaiH, XaHe
KypAeninikTepiHiH, e3eKTiniri 6aranaHgbl. *KnHanbiCKa KaTtbiCylbllapablH, NiKipnepi Kasipri 3amaHfbl
KasaKcTaH KMHOCbIHbIH KENiNKepi, AaNnipeKk anTkaHaa, eHepTaHyaarbl Keninkepaid KepkeMaik npo6aemachi
[en atay 6yn ancbeprTin, 6ip 6eniri FaHa.

Tipek ce3pep: 3aMaHayn KasaKCTaHAblK KWHOMaTorpad, aBTopsblK GUAbMAEp, TancbIPbICTbIK KUHO, KENINKepP
TaHAaybl, }acTap/blH, Ae60Ti, 9/1eyMETTiK NpobieMaTtnKka, KWHoapamaTtyprus.

N. Berkova, D. Amirbekova
T.K. Zhurgenov Kazakh National Academy of Arts
Almaty, Kazakhstan

WHO THEY ARE THE HEROES OF OUR CINEMA?

Abstract

At the heart of the proposed text below are the speeches of the round table participants on the theme:

“A Hero in the Modern Fiction and Documentary Cinema of Kazakhstan”. The round table was part of the
program of the Week of Science at the T.K. Zhurgenov KazNAA in April of 2018. Cinematographers N.N.
Berkova, A.M. Bozheeva, B.B. Nogerbek, playwright M.V. Solovyoy, film directors D.K. Omirbaey, V.V. Tyulkin, F.
Zhakhanova discussed the problem of choosing a hero in the cinema, reflected on how the characters of the
life of society are reflected in the characters’ images. One of the most acute questions was how firmly rooted
in the traditions of mythologization, is the place of heroization of famous historical figures? It was noted

that the system of order plays an important role in the domestic film production, as in the previous decades.
Participants talked about the negative impact of the order on the creative process. In their speeches, they
also noted the trends of spiritual growth in the work of mature masters - documentaries and filmmakers.
Examples of the works of young filmmakers creating their first tapes in the creative association Debut were
the relevance of searches to reflect acute social problems and the complexity of the techniques by which
novice directors deepen their understanding of the hero’s or character’s inner world. The reflections of the
participants in the meeting, given in the theses, are only a part of that iceberg, which we call the hero of
modern Kazakhstan cinema, more precisely, the art problem of the hero.

Keywords: modern Kazakhstani cinema, auteur films, custom cinema, hero’s choice, debuts of young
people, social issues, film dramaturgy.

Agsrtopaap Typasbl Majimer: bepkoBa Hanexna HukosnaeBHa -
T.K.Kyprenos atbinnarsl Kazak yaTThiK eHep akaaeMHUsIChIHBIH JOLEHTI.
Anmarsl K., Kasakeran.
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APPENDIX

K. bepicteH

«T¥PAH POMAHTU3MI» CTUJ1I - ¥1ITTbIK OHEPAI XXAHFbIPTYAAbIH ©3IHAIK
XOJbl

1 cyper — JKakbin6ek O. « MaHTiIiK es».
Kenern, maiiner 6osty. 400x200 cm. 2016.

2 cyper — Bakreirepes O. «Capbeia».100x120 cm.
Kenern, maiisibl 6osty. 2017.
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M. &. MykaHoB , B.T. [locKaHoB

XYAOXXECTBEHHbIE O6PA3bl APXETUNOB MOAEJIEH TIOPKCKOIo
MUPO3AAHUSA B UICKYCCTBE COBPEMEHHOI'O KASAXCKOI'O rOGEJIEHA

Pucynok 2 — Masnk Mykanos, Aiinap Kamxan. Crernnast
apa6ecka. 2007.140 x 140 cm.

Pucynok | — Anu6aii u Caysie bananossl. CasitiieHHoe
nepeso. 2001.

Pucynok 4 — l'azus Euikenos. JKepyiibik. 2003.
150 x 240 cm. M3 sinunoro apxusa aBropa — Eniketnosa [T A.

Pucynok 3 — Kypac6ek ToinbiGekoB. CrenHas GaJuiaza.
1974. 200 x 300 cm.

Pucynok 5 — Masnuk Mykatnos, Aiinap YKamxan. CrenHast
mo3anka. 2010. 130 x 210 cm.
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V. Popov , M.E. Goldovskaya

FORMATION AND STUDY OF 3D CINEMA IN FILM ART IN KAZAKHSTAN

orldwide icnr ,
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Figure 1 - Film “Avatar”. James Cameron. 2009.
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Figure 3 - The model of film production by types of
communications

CMOTPUTE B KWHOTEATPAX CTPAHBI_
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®uUnbM

[CTOTLS

Figure 2 - “Film Returning to the 'A"™.
Yegor Mikhalkov-Konchalovsky. 2011.

wnr Aasn
PRAMCE  HATAR

Figure 4 - “Film Returning to the 'A’™”. Yegor Mikhalkov-
Konchalovsky. 2011.
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H. H. bepkoBa , [l. AMnp6eKoBa
KTO OHM - TEPOU HALLUEINo KMHO?

Pucynok 1 — Kpymbiit croq Ha dakyabrere «Kuno u TB» KasHAU um. T. )Kyprenosa, Anvatsl. H. H. Bepkosa 3nakomut
ayIUTOPHIO C TE3UCAMHU CBOETO JIoK/1aza «[epoii coBpeMeHHOro ToKyMeHTa bHoro KuHo Kasaxcrana». 2018.

Pucynok 2 — B pa6ore Kpyroro crosia NpHHSIH yuacTie Pucynok 3 — Moneparop H. H. bepkosa noxgsoaur
(cneBa HanpaBo) pexxuccep . K. Omup6aes, MTOTH KPYIVIOTrO CTOJIa, ITOCBSILIEHHOTO NpoGJeMaM repost
kuHoBebl A. M. Boxeena, B. b. Horep6ek. Anmater. 2018. COBPEMEHHOT0 Ka3axCTaHCKOro KnHemarorpada.

Anmarsl. 2018.

116



Moanucano B nevyatb 30.09.2018. 1.
dopmaT 60 x 84 1/8

Bymara 80 rp. Svetocopy.

MNeyvatb Ludposas HP CM 6040

lapHutypa FranklinGothicITC, Literaturnaya
06bem 13,75 ...

Tupax 300 3Ks.

3aka3 Nelb

Ornevarano B tunorpacpun KasHAU um. T. K. )Kyprerosa
r. Anmarsl, yi. Kabaykosa, 133

117

Central Asian Journal of Art Studies N3|2018





