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CIRCLE
DANCING AS A
SYMBOLIC
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PHILOSOPHY

PHILOSOPHICAL
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l'al-Farabi Kazakh National University
(Almaty, Kazakhstan)

CIRCLE DANCING AS A SYMBOLIC FORM: CULTURAL AND PHILOSOPHICAL ANALYSIS

Abstract:

Dance is a natural part of religious ceremonies and the main form of the human communication with God,

as well as the highest form of expression of inner experience, the search for unity divine. In the dance of
early man, planetary and cosmic rhythms and processes had taken, showed and expressed. Connection in a
dance is a symbolic form of culture with magic rituals. Circle dancing as means of expression of the collective
identity and communication with the spirits of nature. Ancient’s thoughts about the world, which develops by
circle. Symbolism of the circle dancing. Explanation of the gestures and movements in circle dancing of the
nomads. Dance as an art. Ritual dance. Symbols ritual dance contained the law as its construction idea of
animism. Sacred meaning of dancing and magic nomadic rituals in Kazakh art.

Keywords: circle dancing, symbolic form, ritual dance

Introduction dancing, is a style of dance done in
Gesture, movement, dance - are the a circle (open or closed) to musical
first language that had arisen long before accompaniment, such as rhythm
the written language and even music instruments and singing. Circle dancing is
originated. Individually or in a group, probably the oldest known dance formation
people expressed and lived through and was part of community life from when
various internal states of motion. Before people first started to dance.
the invention of written languages, Dancing in a circle is an ancient
dance was a more important method of tradition common to many cultures
passing stories down from generation to for marking special occasions, rituals,
generation. strengthening community and encouraging

Circle dance, also known as circle togetherness. The dance can also be



njoyed as an uplifting group experience or
as part of meditation. Circle dances are
choreographed to many different styles of
music and rhythms.

Circle dancers are in physical contact
with each other; the connection is made
by hand-to hand, finger-to-finger or hands-
on-shoulders. It is a type of dance where
anyone can join in without the need of
partners or qualification. Generally, the
participants follow a leader around the
dance floor while holding the hand of the
dancers beside them. The dance can be
gentle or energetic.

Methods

Circle dancing is prominently found
in the Middle East, Eastern Europe and
Southern Europe. Modern circle dance
mixes traditional folk dances, mainly
from European or Near Eastern sources,
with recently choreographed ones to a
variety of music both ancient and modern.
There is also a growing repertoire of new
circle dances to classical music and
contemporary songs.

Dance symbols had archetypal nature,
since their content had been contained
mythological concepts expressing the
unity of Man with Mother Nature, where
the feminine principle personified by the
earth, and the masculine by the sky. With
the help of dance, people were talking with
animated forces of nature, with sacred
world of the ancestors for them, with the
spirit of the tribal totem. Using the symbolic
language of ritual dances people were
trying to put natural chaos under control,
update and purified world order. In this
case, the individual didn"t separate himself
from the community and accepted as
surely that whole system of its verbal and
nonverbal communication with the world

as his own. Symbols of the ritual dance
contained the law as its construction idea
of animism, animation of all nature and,
accordingly, expressed a message directed
to the spirits of nature [1, p. 8].

The ancients believed that everything
in the world was developing in a circle.
Each thing had its beginning and an end,
but these polar concepts were related
to continuous circle of life. Earth plane
death turned into birth in the beyond, and
otherworldly death had continuation in the
form of birth on the Earth. Symbolically, this
process was visible Sun movement from
Earth. Such allegorical representations of
the Sun are still preserved today in some
cultures.

Dance as a symbolic form of culture
has its ontological foundation in primitive
man’s being, who had been completely
dependent on nature. Hence, the origins
of dance associated with the mystical
forces of nature. Levi-Brull called kind of
connections, which had been established
by myth as a mystical connection.
Mystical communion - is associative-
psychological and semantic connection
perceived and experienced as a way
of real interdependence of things and
phenomena. There are no things and
animals in our understanding where
everything was dominated by the mystical
connection.

Myth is the kingdom of universal
lycanthropy: the thing is not only thing,
but at the same time and animate being;
sun is the same fireball that we see in
the sky every day, but at the same time
is severe god who gives fertility and
drought. For primitive man these ideas
had something original and not a result
of the connection (association) of the two
images [2]. Thus, the myth as a way of

!''The work is carried out within the framework of the research project of the Science Committee of the Ministry of Education and
Science of the Republic of Kazakhstan “The Role and Place of Cultural Monuments in the Kazakhstani Modernization in the

Context of 2050 Strategy.”
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human life and attitude is entirely based
on the semantic twinning of Man with the
world. Man perceives the psychological
sense as the original properties of things
here, considering and experiencing the
phenomena of nature as animate entity.
Animism, antropomorfism, sociomorphism,
mythological worldview conditioned the
natural circulation of individuals using the
expressive body language to the mighty
forces of Mother Nature with a specific
message.

Symbolic language of human
movements differs from the language of
movements of animals to be associated
with a higher form of reflection of reality -
with consciousness. The evolution of forms
of reflection in the wildlife has resulted
in the evolution of language movements.
Using this language of the movement
of animals pass each other necessary
information for their existence, carry a
“tag” and “display”. It is connected with
the exercise of their biological needs for
nutrition, self-preservation, reproduction.
Therefore, the same way, bee, which has
found nectar, makes “dance” returning
to the hive, and thus directs the other
bees to a food source. There are so-called
“marriage dance” of animals and birds.
Biologists cite examples of “dancing”
perpetrated by beavers in preparation for
the construction of their buildings in the
water. “People are the highest of all living
entities, using signs. Of course, not only
people, but also animals react to certain
things as signs of something else, but
these signs do not reach that complexity
and perfection, which are found in human
speech, writing, art... Human civilization is
impossible without signs and sign systems,
the human mind is inseparable from the
functioning of sighs — and possibly even
the intelligence to be identified precisely
with the functioning of signs.” [3, 45 p.]

Regardless of affiliation to a particular
religion, nationality, profession or social
type - we all remember and know the
language of the circular dance. Going back
to the simplicity and wisdom, we release a
deep potential strength and joy. Melodies
themselves suggest the right steps, and
hands of the partners do not give a stop on
random errors.

Circle dances repeated movement of
the Sun in the Sky, and may close, enter
and represent the holy place itself. When
the dance is performed around an object,
at the same time closing and concluding
it in a magic circle, protecting and giving
strength. If there was a girl in the center
the purpose of the dance would reach
the center of the object and that acquire
meaning either initiation or gaining
paradise. In Islamic dervishes whirling
in dance, imitate the movement of the
planets around its own axis and around the
Sun.

Results

Initially ritual and dance ritual was
always a circle dances, manifesting in a
circular pattern, which enclosed the space
of the sacred, protected area. We introduce
the notion of the Circumambulation:
concentration on a single point, which is
the center of the circle.

Circumambulation (from Latin circum
around + ambulatus to walk) is the act
of moving around a sacred object or idol.
Circumambulation of temples or deity
images is an integral part of Hindu and
Buddhist devotional practice (known in
Sanskrit as pradaksi a). It is also present
in other religions, including Christianity,
Judaism and Islam.

In the Catholic Church, a priest
sometimes circumambulates an altar while
incensing it with a thurible. In addition, at
some Catholic shrines, it is a tradition to



circumambulate around the cult object
of the place, usually relics of a saint or
an image of Jesus or the Virgin Mary.
Often this is performed three times, as a
reference to the Trinity.

In Romania, there is the custom for
Easter to circumambulate the church
three times by singing priests leading the
people, just before finishing Easter Mass. It
symbolizes the funerary procession of the
Jesus Christ burial.

Tawaf is one of the Islamic rituals of
pilgrimage. During the Hajj and Umrah,
Muslims are to circumambulate the Kaaba
(most sacred site in Islam) seven times,
in a counter-clockwise direction [4]. The
circling is believed to demonstrate the
unity of the believers in the worship of
the One God, as they move in harmony
together around the Kaaba, while
supplicating to Allah.

In addition, the Kaaba is the most
circumambulated structure in this world.
Pilgrims constantly circumambulate the
Kaaba at all times except for the time of
prayers, when small birds and angels are
said to circumambulate the Kaaba [5].

In Judaism and Christianity, one has
the circumambulation of Jericho by the
Israelites in the Book of Joshua. The
Jewish faith uses circumambulation
during Hoshanah Rabbah at the end of
the Festival of Sukkot, and a Jewish bride
circumambulates the groom during the
wedding ceremony. Incensing the altar is in
the tradition of the priestly rites of Moses
and Aaron.

In many Hindu temples, the temple
structure reflects the symbolism of the
Hindu association of the spiritual transition
from daily life to spiritual perfection as
a journey through stages. Ambulatory
passageways for circumambulation are
present through which worshipers move
in a clockwise direction, starting at the

10

sanctuary doorway and moving inward
toward the inner sanctum where the deity
is enshrined. This is a translation of the
spiritual concept of transition through
levels in life into bodily movements by the
worshipers as they move inwardly through
ambulatory halls to the most sacred
centre of spiritual energy of the deity.[7]
Circumambulation is done in a clockwise
direction and in an odd rather than

even number of times. Circumbulatory
walking around the shrine, by keeping
time, is a common form of Hindu prayer.
The circumbulary pathway made of

stone around the shrine is called the
Pradakshina path [6].

In Zen Buddhism kinhin is the walking
meditation that is practiced between long
periods of the sitting meditation known
as zazen. Practitioners walk clockwise
around a room while holding their hands
in shashu, with one hand closed in a fist,
while the other hand grasps or covers the
fist. During walking meditation, each step
is taken after each full breath.

In Zen Buddhism, ‘jundo’ can mean
any ritual circuit or circumambulation. At
Tassajara each morning, the Doshi visits
four different altars on his/her way to the
zendo, to make bows and offerings of
incense. This jundo begins with the first
rolldown of the Han, and ends as the Doshi
enters the zendo with the third rolldown.
After offering incense and bowing at the
altar, the Doshi walks around the zendo
behind the meditators, in what is called
the ‘kentan’, or ‘inspection of the sitting
platform’. As the Doshi passes, each
resident raises his/her hands in gassho
without bowing; this joins Doshi and sitters
in mutual acknowledgement.

In Levan Pheras, which is performed
during wedding ceremonies, the four
rounds of pheras symbolize the warding off
of evil by circumambulating a purifying and
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transforming object, in this case the holy
book, the GranthShib.

Discussion

The Semachiah dance has Turkic origin;
it came to Anatolia with the Central Asian
nomads and had few changes for Sufi
ritual [7]. The origin of the circular dance
is lost in prehistoric depth. They naturally,
spontaneously arose in the heart of the
people. Festive and simple it was timed
to mark events of the year: for sowing
and harvesting - meditative and fervent,
performed for a spell elemental spirits of
the sun and rain, to bring happiness and
peace. Circle dance served as a special
language to communicate with nature,
gods, men, and with his own nature.
Distinctive culture and national traditions
had added to the music and dance of
different places its unique local charm.
Nevertheless, with all variety of characters,
people of different countries united by
the structure of the dance circle. People
hold hands and dance enhances energy,
directing it into the mainstream of intuitive
knowledge [8].

Clockwise movement shows the
desire of realization and anticlockwise
- movement about spiraling back into
the realm of the unconscious. Center
is creative metamorphosis. Movement
around the center, outlining the center,
directs the energy into the center. This
sacred process helps to reinforce a sense
of control and security [9]. Healing nature
of folk dance culture can make a significant
contribution to the establishment of peace
in the world, human health, and society as
a whole.

Movement of all dances were very
simple, being based on the original motion
of folk dances from different countries,
music, usually also national. However, with
the development of the system, it includes

more and more modern and classic tunes.

The symbolism of the circle represents
the image of infinity and perfection. Circle
dance is mystery where all participant
sidentify themselves with the infinite power
of life that symbolizes own immortality
at the same time. Various embodiments
of the circular dance are known to all
nations without exception. The purpose
of the dance to bring yourself to a state
of ecstasy, thereby bringing the vision
of the shaman. When the body is left
by the physical strength, it is replaced
by the power of the spirit, which calls
ecstatic experiences. The man begins to
perceive the other incarnation of life, meet
with spirits, confers with the long-dead
ancestors, etc.

There is no separation in the circle. All
participants are equal. The circle depends
on the contribution of each of its members:
each is important and each is necessary
to the working of the whole. So, while
there is connection, there is also individual
movement and personal expression of
the steps. The atmosphere of the dance is
experienced differently by everyone. Thus
we find that there is unanimity but not
uniformity; we are all expressing the same
dance but in our own unique way.

Similarly the goal in life is not uniformity
but unanimity. In any group, to achieve
a common spirit with one another and a
sense of unity is a powerful experience.
We have all touched the same place within
us, a common place, and from each of us
that flows through the coloured glass of
our own personality. This is the dance of
life. In Sacred Dance, we experience this
unanimity and know that it is possible in a
more global sense. We all move towards
the center of the circle - symbolising
the spiritual goal - we each approach
differently but the intention is the same.

The circle gains a momentum of its
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own. It becomes a single entity and the
whole is greater than the sum of the parts.
The essence of Sacred Dance is felt when
as individuals we can allow ourselves to

be danced. The head no longer tries to
remember the steps or the pattern; the
memory is in the body and the dance
becomes a meditation. It flows and weaves
in a kaleidoscope of movement and energy.
We all move together in harmony and

the simplest dance becomes a powerful
expression of that greater unity.

In the dance, we are united, yet we
retain our uniqueness, we are each a part
of the integrated whole while maintaining
our individual integrity. This is a direct
expression in form of the nature of our
association with each other on this planet
and with Divinity. We are like the dancers in
a circle - moving together for the common
good, yet each playing our own part. We
all have a role to play, and the whole is not
complete unless we do it to the best of our
ability. A circle that is broken is disjointed
and does not flow. We have to cooperate
with each other to create the correct
environment in which to experience the
depth and meaning of the movement.

We all attempt to dance the same
steps, yet it is the flow of the movement,
which is so vital. It is advisable for practical
reasons to all move in the same direction;
on a spiritual level this is translated into
the intention to work towards the same
goal -- that of creating an atmosphere of
peace and harmony, joy and vitality. It is as
if the dance becomes a microcosm of our
journey in life: if we flow with each other
a feeling of well-being and connection is
generated; if we resist or fight against our
neighbour, disharmony and tension are in
evidence.

One aspect of Sacred Dance that has
always fascinated me is the mirror-image
effect. When | am teaching | warn people
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on the opposite side of the circle that they
must reverse the movements they see

me make. It appears to them as though |
am doing the exact opposite of what | am
asking them to do! How true of life. When
it seems as though someone is moving in
entirely the opposite direction to you, look
again and decide whether they are just “on
the other side of the circle' doing the same
steps and in fact moving in the identical
direction. Maybe they are not in opposition
to you but merely at a different point of the
circle of life.

Features and basic principles of
the sacred circle dance were to give joy
ofassociation to each dance participant,
regardless of their ability, or lack of
experience;

Simplicity and naturalness of
movement;

The most important part is not intended
for the audience, but not the performance
and demonstration; dancing together - to
feel and to have experience together;

Thereis no “master” and “slave”, good
and bad dancing, all are united in their
desire to common joy;

Common language in terms of
different nations, the common human
manifestations that have been planted by
nature.

Circle dances are widespread on the
territory of Kazakhstan. Ritual hunting
dances, war dances constituted an
essential aspect of the way of life in
traditional societies such as the American
Indians and in many African tribes and
nations are known. On the territory of
Kazakhstan during Sak™ speriodthere were
military dances, to stimulate the rise of
the military spirit, providing a successful
outcome of battles. War dances were used
to develop a collective will and strength,
inspiration to great deeds. They formed
a visually courage ideals. Ceremonial
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dances of shamans took an important
place in the nomadic Turkic culture. They
were called Baksy and of course played
great role of healers of various kinds.
Baksy's were manipulating spirits, urging
them to help. For the sake of the sacred
purpose, Baksy tried to perform ritual
dances as more expressive and figurative
as they could trying to reachtechnical
virtuosity dances. Thus Baksy's sought
to convey the meaning of his message
turned to the spiritsthrough the language
of dance. According to Emile Durkheim and
contemporary Kazakh, culture expert B.G.
Nurzhanov ritual spreceded the religion.
[10] Based on these statements, it is
possible to make judgments about what
dance is preceded by the world religions.
Thus, the source of subjects and the
meaning of the eastern classical dance -
Egyptian, Indian, Chinese, and Japanese
- was mythology tells of the pagan gods
and heroes. According to Hindu mythology,
Shiva - the patron god of dance. Many
awesome features and appearance of
Shiva cult due to the fact that in the Hindu
triad (Brahma, Vishnu and Shiva - three
faces of Brahman), he is the God-destroyer
the world at the end of each period (Kalpa).
This cosmic dance of Shiva is called
'Anandatandava,' meaning the Dance of
Bliss, and symbolizes the cosmic cycles
of creation and destruction, as well as
the daily rhythm of birth and death. The
dance is a pictorial allegory of the five
principle manifestations of eternal energy
— creation, destruction, preservation,
salvation, and illusion. According to
Coomerswamy, the dance of Shiva also
represents his five activities: 'Shrishti’
(creation, evolution); 'Sthiti' (preservation,
support); 'Samhara’ (destruction,
evolution); 'Tirobhava' (illusion); and
'Anugraha’ (release, emancipation, grace).
Dance understood as embodiment of

energy of Shiva.

Dance transformed into art separated
from myth and at the same time
overcoming it. Sociocultural framework
of the dance form as we have mentioned
above mythological ceremonies and
rituals where people inspired life as the
embodiment of divine powers and he
becomes the embodiment of it. With the
help of the symbolic language of the dance
man communicated with divine powers.
However, these rituals were not the art
of dance in the true sense of the word,
because they were primarily a magical
character and were not aimed at the
aesthetic and mystical, and at the same
time had very practical goal: to connect to
the pagan gods to ask them for a change
in the weather, luck on the hunt. One
of the significant startin dancing was a
dance as a game. S. Sh.Tleubayev defines
the beginning of the game as a clan and
genetic dancing. [11] The game is always
associated with the work, with the birth of
beauty and a sense of beauteous, it brings
the participants enjoyment, pleasure. Itis a
characteristic of the art of dance.

Saka tribes becoming members of
Uisun, Kangyuy, and Alan associationshave
kept their own ritual and folk art traditions,
including the shamanic ones. Emotional
value of the rhythm kindered the beginning
of practice of the ancient Kazakh Kom
(Bucks-Shaman) with Middle Eastern Sufi
folk dances of dervishes - Bektashi. Late
Usunsculturetook a lot from Saks culture
abounding magical elements. Known
ethnographer U.D. Zhanibekov wrote:
“Although many of the canonical forms of
ancient dances did not reach us, their story
subjects remained in people's memory,
traditional hobbies of many generations’
ideals of dance plastics.This kind of art of
the Kazakhs was never limited to certain
system of the gestures, movements and
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“mechanics” of the dance. Studying

of folklore, artefacts, written sources,
and the lexicon of the Kazakh language
gives reason to believe that dance, be it
shamanic, or dance-game accompanied
the whole process of development of
Kazakh society from ancient times to
the present day enriching it spiritual
culture”[12].

The meaning of dance movements’
hadan utilitarian character: it expressed
message about the expectations of people
facing to Mother Nature, to Spirit Totem of
the Patron and to the Spirits of Ancestors.
Magic rituals pursue direct, immediate
objectives. In critical periods of life, such
as when a long drought could lead to crop
failure and threatened extinction of the
tribe, there were performed a magic crisis
ritual - A Rain Dance. [13, p.3] Returning
to the logic Losev sreasoningon sign in
characters as the original and primitive
pointing out an object, we can say that in
ritual dancesgestures, rhythm, movement,
facial expressions, the corresponding face
painting and body, costume elements,
spoken sounds, humming songs were used
as a signs.

J. Frazer cites numerous examples of
what rainmaking rituals during a prolonged
drought in most of tribes accompanied
by dancing. Thus, the women of the tribe
Barong Bantu in South-East Africa after
six months of drought specifically perform
Rainmaking dance, wearing themselves in
herbal belts instead of the usual clothes,
headbands and short skirts leaf creepers.
In this form, they emit sharp criticism and
singing obscene songs, bypass wells,
purifying them from dirt. Then go to the
house with a newly born twins, who were
believed tribe, have the ability to control
the weather. Here women are sprayed born
pitchers with water from the mother of
twins. Then they go on their way, shouting

14

and singing songs unbridled indecent
dances. In our view, this form of symbolic
- provocatively erotic behavior based on
archetypes of the collective unconscious,
they tried to attract the attention of the
sky as machismo to the ground as the
female principle, whereby had started to
rain. In South-Eastern Europe, particularly
in Thessaly and the Macedonian Greeks,
Rainmaking also resemble the above
ritual Bantu Barong tribe. Serbs during the
drought dress a little girl instead of the
usual clothing grass, plants and flowers.
Her face was also hidden under a blanket
of green living. She was given a name
Dodola. Accompanied by the girls she
goes through the village. The procession
stopped in front of each house. Dodola
never ceases to spin in dance. The host
pours a bucket of water on it [14, 15].

Conclusion

The most ancient ritual dances were
very simple, they expressed a timeless
archetypes of the universe: circle, square,
spiral, line, point. Each event of individual
life or the life of the tribe was understood
as a reflection of Cosmic processes in
individual space. Human body is a living
form of manifestation of the Cosmic
forces through himself. The embodiment
of a cosmic principle through movement.
There were no division between social and
ceremonial dances - people's thinking
were "religious", but the entire culture and
way of life reflected the desired Location in
the Universal.

The genesis of dance as a symbolic
form of culture was associated with
magical rituals, where it was used as
a mean of expression of the collective
consciousness and communication
with the Spirits of Nature. Mythological
worldview as animism and hylozoism -
recognition of all that existed in nature as
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a live, anthropomorphism - the transfer of constructing, visible and invisible worlds
human qualities to nature, sociomorphism  were merged into one. The meaning of

- transfer characteristics of the nature of movements, gestures, postures, facial

society were reflected in the language of expressions, body or appropriate coloring

ritual dances. An orderly manner of the apparel were directly related to the

animated nature was embodied in dance mythological picture of the world.
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AWHAJIMAJIbl BU MOAEHU POMI3JIIK ®OPMA: MOIEHU-OU/IOCODUAJBIK TAIAAY

AvparTna:

Bbu — fiHn apeT-FypbiNTapablH TabuFK 6eniri oHe agamHbiH, KyaanMeH KapbiM-KaTblHACbIHbIH HEri3ri Typi,
CoHJamn-aK on iWKi ToxipmubeHi 6ingipyaiH, KyaanabiH 6ipniriH i3geyaiH )orfapbl Typi. EpTeaeri agamHbliH 61iHae
nnaHeTapnblK }aHe FapblLUTbIK bipFaKTap MeH YAepicTep anblHAbl, KOPCeTiNai aHe 6enHeneHsi. On e3iH
Y/IKEH, Tipi FapbIWTbIH 6ip 6eniri peTiHae ce3iHin, TaburaT pyxbIMeH 6ainaHbiCcKa TycTi. by 6ainaHbicTapsbl
MarussblK PaciMAiK MaAEHUETTIH PaMI3AIK Kanmnbl peTiHae KepiHic Tabaabl. AlHanManbl 6unep ybIMAbIK
GiperennikTi 6ingipy XoHe TaburaT PyxbIMEH KapbiM-KaTblHAC Xacay Kypasbl peTiHAe KepiHic Tabaabl. LeH6ep
60MbIHLLIA JaMUTbIH 8/1EM Typasibl EXKENri onnap apxeTUnTik caHaza cakranfaH. Len6ep 6uaiH, pamisginiri
YOHe KewneHainepain, weHoepni 6unepiHaeri nwapa MeH KUMbIIAapAbl TYCIHAIPY MaHbI3abl. by eHep peTiHae
o3iHe canTTblK 6uai ae KaMTuabl. CanTTbiK 6UAIH pami3aepi aHUMU3MHIH, KYPbINbIMAbIK UAEACHI peTiHAETI
6elHeHi e3iHe XK1HaKTaabl. Ka3aK eHepiHae KewneHai canT-gactypaeri 61 MeH Marus Kueni MaHre ue.

Tipek ce3paep: ariHanManbl 61, pamisgik dopma, pacimaik 6unep, apxeTUnTiK caHa
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KPYTOBbIE TAHLIbl KAK CHMBOJIMYECKASl ®OPMA: KYJ/IbTYP-®OUI0CODCKUIA AHANNU3

AHHOTaLMA:

TaHeL, ABNSETCS eCTECTBEHHOM YacTblo PETUIMO3HbIX 06PAA0B U cBOe06pasHoM GopMon 06LLEHNS YeNloBEKa
¢ borowm, a Takxe Bbicluen GOPMON BblparKeHUs BHYTPEHHErO OMblTa, MOMCKa 6OXKECTBEHHOMO eAMHCTBA.

B TaHUe paHHero YenoBeKa 6blan BblpaxKeHbl MN1aHeTapHble U KOCMUYECKME PUTMBI, NpoLecchl. YenoBek
BXOAM/ B KOHTAKT C CMAaMM NPUPOLbI, oLlyLias ce6s 4acTblo OFPOMHOr0, }XMBOIo KocMmoca. TaHel, Kak
cMMBoONMYecKas Gopma KynbTypbl TECHO CBSI3aH C MarM4yecKUMm putyanamu. MU3BeCTHbI KPYroBble TaHLbl

KaK CpeACTBO BbIParKEHUS KONNEKTUBHON MAEHTUYHOCTU U OBLLEHUS C LyXxaMu NPUPOAbl. ITO cBOeo6pasHble
MbIC/IM IPEBHETO Yel0BEeKa 0 MUpe, KOTOPbI pa3BMBaETCS N0 KPYry B CUMBOIM3ME KPYroBoro TaHua. B
KPYroBblX TaHLlaX KOYEBHWKOB HaNM4YeCTBYET JOHECEHNE MbIC/IM YEePES KECTbl U ABUKEHUS. TaHel, ecTb
MCKYCCTBO, puTyan. CUMBONbI PUTYyanbHOMO TaHLa CoaeprKanu B cebe MHOOPMaLLMIO Kak CTPYKTYPHYIO MAaElo

aHMMK3Ma. B Ka3axCKOM UCKYCCTBE TaHeL, UMEeT cakpasibHOe 3Ha4YeHne, TauT B ceGe Maruio Ko4eBbIX
0o6paaoB.
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Abstract

The aim of this paper is to interpret Abai Kunanbaev’s work Qara Soz as an example of literary-historical
lamentation. To this end, the paper will apply Armenian historian Albert Stepanyan’s theory of lament studies
developed from his original reading of Moses Khorenatsi’'s lamentation or Voghb. To examine Abai’s text

as a lamentation it will be necessary to apply concepts and models of interpretation, which is possible
through inter-textual reading. Albert Stepanyan's original reading of Moses Khorenatsi's lamentation should
be comprehended as a model for how we might better read Abai. To this end, the study distinguishes the
historical, philosophical, religious and social layers of influences in Armenian and Kazakh laments. In both
cases, the authors lamented the negative image of their societies within a state of crisis. However, it is argued
that these laments are not mere complaints, but instead a petition for help in employing a vision for the
future. The solutions offered to the problems in the Qara Soz are mainly concerned with the human virtues of

cultural exertion, education, and self-recognition.

Key words: Abai Kunanbaev, Moses Khorenatsi, anti-order, lamentation, education, intellectual activity

Introduction

The origin of lament texts can be dated
back to the social, historical, literary,
ritualistic and philosophical experiences
of ancient societies. Throughout history,
the lament genre has penetrated different
religious books, e.g., Bible, Koran, etc.
Laments are not a mere demonstration
of the complaint, but instead, a paradigm

aiming at providing assistance and ways
for overcoming the crisis of a nation or
community by not letting the following
turn into a ‘tragedy’. The lamentation

by the representative of this community
aims to emphasize the shortcomings and
complications of their ‘own community’
that pushed them into a sociopolitical
and cultural crisis. Lament aims to make
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one recognize his or her weaknesses
and problems, and by pointing out
contrasts seeks to provide opportunities
for engagement in the process of self-
creation.

This idea, placed at the heart of
this study, will be held as a paradigm
in conducting a comparative analysis
between the Armenian and Kazakh
lamentations written in an entirely different
period by the intellectuals of fundamentally
different societies. However, the primary
focus will be on the Kazakh lamentation
entitled Kapa Ce3 (Black Word) written
by 19th century Kazakh intellectual Abai
(Ibrahim) Kunanbaev's (Qunanbayuli)
(Kunanbaey, 1945).

The author of the Armenian lamentation
is Moses Khorenatsi (410-490s) — the
father of Armenian Historiography.

Moses Khorenatsi's book “History of

the Armenians” consists of three parts.
The first part deals with the origin of the
Armenians and ends with the conquest

of Alexander the Great. The second

part concerns the history of Parthian
Persia and conversion of Armenians

to Christianity in A.D. 301. The final

part - «Lament over the removal of the
Armenian throne from Arsacid family and
the archbishopric from the family of Saint
Gregor» or Voghb - represents one of the
most catastrophic events of Armenia when
with the collapse of Arshakuni dynasty in
428 A.D (Khorenatsi, 1981). The style of
Khorenatsi's third book appears to have
been influenced by the literary lament-
genre based works of the Neo-Platonic
Jewish philosopher Philo of Alexandria (c.
20 B.C. - A.D. 50). The lament of Moses
Khorenatsi was also profoundly influenced
by Biblical lament texts, which similarly
demonstrate the constructive and assistive

nature of such kinds of lamentations.
Abai Kunanbaev (1845-1904) is
considered patriarch of the Kazakh
literature. In addition to his primary
religious education at madrasas, he
attended a Russian school. Despite
Russian cultural influences — including
personal communication with Russian
poets and exiled politicians — he was
familiar with the works of Islamic (Al-
Farabi, Nizami, and Navoi) as well as
Western philosophers (Socrates, Aristotle,
Plato, Kant, and Hegel). The Qara Soz,
consisting of 45 short philosophical
tractates or words, is one of the most
well-known works of Abai Kunanabeuv. It
was written by Abai throughout his life
and was published only after his death.
A small part of his tractates from Qara
Soz was published in 1918 by the journal
Abai. Later in 1945, in commemoration of
100th anniversary of Abai Kunanbaeyv, the
Qara Soz was published with a Russian
translation by Viktor Shklovski (Kunanbaey,
1945). It has also has been translated into
Russian by the Kazakh writers Satimjan
Sanbaev (1970) and Rolan Seisenbaev
(1992-93)2.

Methods

The Qara Soz reflects the social,
cultural and political situation in Kazakh
society after the process of annexation
of Kazakh steppe into Imperial Russian
had been completed. Russian Imperial
policies (urban, educational, agricultural,
administrative, etc.), which were, in
essence, modernistic, clashed with the
tradition of Kazakh mobile pastoralism
and this caused the bulk of challenges for
the Kazakhs. Thus, in the work of Abai,
the issues under scrutiny are concerned
with the inter-societal relations of Kazakh

2 Despite Qara Soz literary means black word, all of these authors provided different translations. Shklovski’s translation was
entilteld as Hasunauus (Edification), Sanbaev translated it as Cnosa nasunanusi (Words of Edification) and Seisenbaev as Kuura

ciioB (Book of Words).
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people shaped by daily, religious, moral,
educational, economic and cultural

influences. Abai saw mobile pastoralism as

outdated and less competitive in the world
and advised his fellow Kazakhs to take a
step forward by acquiring education and

science and by learning languages such as

Russian.

We can better interpret and understand
Abai's text within the context of
lament studies. To read Abai's text as
a lamentation, we need to apply some
theoretical concepts and models of
interpretation, which is possible through
intertextual reading. Intertextuality is
one of the methods to put fundamentally
different text in one framework. In this
particular case, the Kazakh text will
be read in the light of the Armenian
lamentation. Intertextual model of
interpretation is essential to avoid any
attempt at labeling the comparison of
the 19th century Kazakh lamentation
with the 5th-century Armenian historical
lamentation as ‘speculative’.

Indeed, at first glance, under such
substantial chronological break, the
comparison between these authors could
be perceived as ambitious. However,
the paradigm of interpretation through
the prism of lament study genre erases
chronological and socio-cultural borders
and offers a model for figuring out the
interplay between the Armenian and
Kazakh lamentations. The works of
Khorenatsi and Kunanbaev being both
written in the historical and literary genres
of laments are in a state of mutual relation
with history. It is noteworthy that the ideas
outlined by Abai Kunanbaev in his lament
— to come up with fear or unwillingness

of being changed in overcoming a chaotic
state of the society— have already

been represented in the work of Moses
Khorenatsi fourteen centuries ago3.

However, this is the first attempt to
apply the lament study framework to
examine the Qara Soz, which became
possible by the application of the
theoretical model of interpretation of
the laments text developed by Albert
Stepanyan. Stepanyan has introduced
his theoretical-intertextual model of the
interpretation of lament texts in work
entitled On the basic ldea of the History of
the Armenians by Moses Khorenatsi [1].
So, Albert Stepanyan's original reading
of a lamentation by Moses Khorenatsi
will be used as a model of how we might
better read Abai. Albert Stepanyan as
one of the best experts in Greco-Armeno-
Roman history consciously drew on the
model present in the Greek historical-
philosophical tradition, in which lament is
not just a verbal expression of emotion,
complains or of social ills; instead, itis a
(genre) model or framework applicable to
many different cases.

Stepanyan's theory is based on the
semanticity of lament, which in fact offers
algorithm of actions not to repeat the
things or as Stepanyan conceptualized
anti orders that pushed society into
chaos or sociopolitical and cultural crisis.
In interpreting the semantic codes of
Khorenatsi’'s lament, Albert Stepanyan
distinguishes three anti-orders. The first
anti-order was the result of the anti-
intellectual activity of teachers, students,
clergy and monks, the second anti-order
was the result of the anti-spiritual activity
of warriors, princes, kings, and judges

3 Considering the fact that the work of Moses Khorenatsi have been internationally published since the 17th century-first by
Tovma Vanandetsi in Amsterdam in 1675, and then translated into Russian in 1809 in St. Petersburg -it can be supposed that
Abai, being an outstanding enlightened person of his time, could have read the lament of Moses Khorenatsi. See (Khorenatsi,
History of Armenia, 1695), (Khorenatsi, Armyanskaya istoria, sochinennaya Moisee Khorenskom, s kratkim geograficheskim
opisaniem Drevnei Armenii, 1809). Moreover, the Kipchak — language of different religious and ethnic communities — being
used by the Armenian and Kazakh nations in medieval ages became not only a unique source of interrelationships but also an
interesting example of the partnership of languages and religions. [43], [44], [45].
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but the third anti-order was represented

by the egoistic and lazy laity [1, p.185-
187]. To define the concept of anti-order
Stepanyan relies on Greek philosophical
thought borrowing Phlio and Plato's
notions of cosmic collapse caused by
moral erosion of humankind. In general,
anti-order is a chaotic state of community
and men similar to a sick organism without
harmonic balance and order whose
disease has reached its height [1, p.184-
185]. To Stepanyan faults of every man,
from laity to kings, could be overcome

only via self-recognition and intellectual
desires, which could hardly happen without
education.

The idea and characteristics of anti-
orders in the Armenian lament serve as a
paradigm in analyzing the crisis of Kazakh
society described by Abai Kunanbaev.
This paradigm would be important
in interpreting the critique of Abai as
constructive, visionary, rather than as
deconstructive, discouraging and failing [2,
p. 36].

Additionally, to make the sympathetic
link between the Armenian and Kazakh
laments more apparent, the study
emphasizes on the ideas shared by
both Khorenatsi and Abai as evident
in the historical, philosophical and
religious layers of the laments. In their
lamentations, the authors prioritized
critical thinking that results in apophatic
acceptance of the problematic issues of
their societies to find solutions to different
social, cultural, economic and political
problems.

Results

LAYERS OF LAMENTS

The Historical layer of Laments
Historical experience has pivotal

importance in understanding not only the
details of particular nations and societies
but also the foundations and inspiring
factors of various cultural, historical and
literary texts or vice versa. Thus, despite
cultural and historical differences, the
interpretation of such kinds of works
helps to offer new texts and open up new
methods for analyzing specific periods of
history. The historical layer of the Abai's
Qara Soz contains various circumstances
confirming the disruption of harmonic
balance and order of the Kazakh society,
which pushed Abai to write down his
lamentation.

In the 19th century, Kazakh society was
already under Tsarist Russian control. The
Kazakh's incorporation into the Russian
Empire had started in the 18th century.
Three tribal agglomerations of Kazakhstan*
[3, p. 91] had established a political union
with the Tsarist Empire, in which the
elder tribal agglomeration was trying to
preserve its independence in the time of
the Russian military conquest of Tashkent
in 1865, Samarkand and Bukhara in 1873
and Kokand in 1876 [4, p. 35]. Among the
reasons for dependence on Russian power
was the weak sense of national unity of
the Kazakhs demonstrated since the 15th
century. As Abai describe in word 6;

«According to a Kazakh proverb “the
unity is the foundation of success, and of
welfare —life”. But in what kind of country
the unity and welfare are possible, a
Kazakh does not know. A Kazakh thinks
that unity is in common food, common
clothing and in common wealth».

(KasaKTblH 6ip MaKanbl: “OHep angbl —
GipniK, bipbiC angbl — Tipnik ” genai. bipnik
KaHlan enje 6onafbl, Kantce TaTy 6onaapl
— 6invengi. Kasak onnanabl: 6ipnik at
OpTaK, ac opTaK, KWMiM opTaK, AoyneT opTaK

* The formation of tribal agglomerations is considered the significant phenomenon of Kazakh history. With respect to this, the
integration of Kazakhs into three Zhuz (alliances of tribes, agglomerations) or hordes: Greater Horde (¥ny »xy3), Middle Horde
(Opra xky3) and Little Horde (Kiwui »ky3) is of central importance in understanding different phenomena (economic, political,

social, judiciary etc.) of the Kazakh history.
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6onca exkeH gengi) [5, BipiHW ces].

In other words, Kazakhs’ social
organization did not function by the
shared national interests, but rather by the
economic and social interests of different
social groups or tribal agglomerations. As
for Abai, such kinds of relations have an
apocalyptic effect on the Kazakh society,
and he went to write, «The greatest bane
is the sale of unity for products [livestock]»
(Bipnik manfa catblnica aHTYpPFaHAbIKTbIH
6acbl ocbl) [5, 6ipiHW ce3]. The urgency
of Abai had deep roots, and apparently,
these were among the encouraging factors
that stimulated him to keep the corrupt
relationships of different societal spheres
in the center of his lament.

First of all, at that time, the Kazaks
were faced with ethnic identity challenges
given by the policies of Tsarist Russia.
Indeed, the suzerainty of the Kazakh
steppe by Russian authorities contained
a package of colonial challenges likely to
cause fundamental transformations in
the Kazakh society. All of the problems
described by Abai were derived from
the poorly organized state and national
institutions [3, pp. 90-91], [6, pp. 51-53],
[7, pp. 318-319]. Without strong national
institutions, the Kazaks' national unity and
identity were very vulnerable to foreign
challenges. So, this case of disruption of
a harmonic balance and order in Kazakh
society, which pushed them into cultural
and social crisis, which Stepanyan would
call anti-order.

Nevertheless, according to Stepanyan's
theory if one takes different algorithm of
actions anti-order can also turn into an
opportunity. By this logic, the disrupted
Kazakh order could serve as a space
for generating intellectual and cultural
activities, which in turn would lead to
national identity.

According to Stepanyan's theory lament
can guide a society to solve the problems
and to cope with social ills. For example,
for Khorenatsi the cultural experience of
the Armenian nation was seen as a unique
source that could provide the functional
foundation for cultural and intellectual
activity for overcoming chaos and re-
establishing former statehood® [8, p. 93].
To identify the evidentiary basis for the
mentioned idea, it is enough to take into
consideration the fundamental works of
church fathers dated in the fifth century
(The Golden Age of the Armenian culture),
which included references to the concept
of the "nation-state" [9, p. 167]. Thus, as
Stepanyan thinks, Khorenatsi lived during
anti-time of his lament, which as a space
of anti-values results in distortion of a
harmonic balance of Armenians causing
the collapse of the Arsacid kingdom [10,
pp. 29-30]. If Khorenatsi's anti-time was
a result of disturbance of deeply-rooted,
historical sense of national unity, then
Abai's anti-time was the result of lack of
or weak sense of such unity. Khorenatsi
had already withessed the once unity
of the Armenians and lamented the
crisis of the Armenian society, while Abai
did not witness the former unity of the
Kazakhs and criticised the factors that
prevented the establishment of national
unity and balance among the Kazakhs.
Indeed, the contexts are different but,
but characteristics of anti-order were the
same.

Philosophical layer of Laments

The philosophical layer is quite
essential for interpreting Abai's
lamentation. Neo-platonic philosophical
thoughts constitute the common
framework that can put Armenian and
Kazakh laments in a comparable line.
However, the deciphering of the neo-

> After Armenia’s partition between Roman Empire and Sasanian Iran for the first time in centuries Armenia found itself without

a king.

21



Platonic influence of the Kazakh lament
is not the only evidence to argue that Abai
was familiar with Greek philosophical
thought. By including the famous
conversation between the Socrates and his
pupil, the scholar Aristodemos in the Word
27 of his lamentation Abai tried to stress
his awareness of Greek philosophical mind
[5].

According to Stepanyan, most of
the ideas expressed in the History of
Armenia were not coined directly by Moses
Khorenatsi, but as Stepanyan argues
were derived from Greek philosophical
experience [1, pp. 188-189]. Concerning
this, the philosophical thought of Philo of
Alexandria is of evidentiary significance.
While describing the corrupt relations
in Armenian society, Khorenatsi starts
with the description of catastrophic
manifestation of nature; «spring has
become dry, summer very rainy, autumn
like winter, and winter has become
very icy [...]» [11, p. 452]. Such kinds of
approaches — to connect catastrophe with
irregularities of the seasons — had been
widely used by Greek philosophers (and
then by Philo) to describe the imbalance of
human harmony. The Greek philosophical
thought had a significant influence on
Stepanyan's theory of anti-order. According
to Greek philosophical thought (Philo and
Plato), anti-order is a part of a universal
collapse that includes cosmos, social
community, and man. The role of man is
more than central in these catastrophes
because as Plato puts these are results of
moral erosion of mankind, who have not
ordered their lives precisely [1, p.184].

What is interesting is that since the
9th century Greek philosophical thought
has great influence on the development
of Muslim world, i.e., Greek philosophical

texts of Aristotle, Plato and others were
translated into Arabic in the Bayt al-

Hikma (House of Wisdom) of Baghdad

and to some extent that was due to
Muslim World that West «custodianship of
classical wisdom and its generation of new
knowledge in cartography, medicine, and
philosophy as well as in mathematics and
optics» [12, pp. 51-52].

One of the great philosophers of
Islamic civilization, Al-Farabi (c. 878-c.
950 AD), was born in the ancient district
of Farab, and in present-day Kazakhstan
is perceived by the Kazakh people as a
Kazakh philosopher®. It is important to
note that Abai is considered a follower
of Al-Farabi, whose philosophy, similar
to Greek philosophical thought,” [13,

p. 83] is based on the ideas of human
harmony and perfection, [14, pp. 112-
113] enlightenment, moral purification,
the triumph of knowledge, etc [2, p. 7].
One of the most vivid pillars of Al- Farabi's
philosophy is concerned with a theory
for the origin of language. To Al Farabi,
the mastery of languages has a central
place in the process of learning and in
understanding the outer world and other
cultures [15, pp. 10-15]. Similarly, Abai
saw the learning of languages (primarily
Russian) as one of the creative ways to
overcome the crisis of Kazakh society
and advised his compatriots to learn new
languages to understand new meanings
and concepts for proper development.

Of course, one can find the influence of
Al-Farabi on Abai exaggerated. The case of
Al-Farabi is taken into consideration, not
because of Kazakh's perception of Abai
as a follower of Al-Farabi, but to show the
possible influence of neo-Platonism on
Abai's worldview. Two arguments led us to
take Al-Farabi into the examination. Firstly,

5In Addition Abu Nasr al-Farabi depicted on 1 Kazakhstani Tenge (issued in 1993)

"Due to his philosophical mind, Al-Farabi became known as “second Aristotle”, “the second Master”, “Eastern Aristotle” etc.
and it was due to Al-Farabi (and particularly his philosophical explanation of human and divine phenomena) that a dialogue
between philosophical minds of ancient West and Islamic East was established.
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there are similarities between Al-Farabi
and Abai's philosophical thoughts, which
we tried to emphasize (God-man relations,
etc.). Abai knew Arabic, and the works of
Al-Farabi were considered inseparable part
of Islamic or Arabic philosophical thought.
Next, the intellectual Islam or Sufism

has its root from Neo-Platonism. This
explanation can be assumptive until we
can provide a proof of this. As a proof can
be the familiarity of Abai with Neo-Platonic
philosophical works, in which one can

find the algorithm of action in overcoming
chaos by means of —«order» and by
rejecting «anti-order».

On the other hand, according to Abai's
friend Eugenie Petrovich Michaelis he
was interested in western philosophy
[16]. Moreover, with the help of Michalis
(by his advice ) he found New York
University Professor John W. Draper's
translated work entitled History Of The
Intellectual Development Of Europe (1869)
in two volumes [17, p. 1935]. Abai's
acquaintance with Draper's book confirms
American journalist-traveler, George
Kennan:

«| was told about an elderly Kazakh
Ibrahim Konobaye (Abai Kunanbayev), who
visited the library and read Mill, Buckle,
Draper, and others. At the first meeting, he
surprised me witha  request to talk
about induction and deduction. He, it turns
out, became very interested in English and
Western European philosophers. When
we once started talking about Draper's
book “The History of the Intellectual
Development of Europe” he revealed a
great knowledge of the subject» [18, p. 26-
27].

After looking at this book, one can argue
that Abai was familiar with Neo-Platonic
ideas. This book changed worldview and

value system and increased his interest
in classical philosophy. The VIl chapter

of Draper's book The Greek Age of
Intellectual Decrepitude focuses on Neo-
Platonism, where you can find a paragraph
on Philo of Alexandria [19, pp. 207-216].
The unigueness of Albert Stepanyan's
reading of Abai is that he is the first
scholar in the world who interpreted the
historical text of Khorenatsi within the
context of neo-Platonic texts (like the text
of Philo of Alexandria). Before Stepanyan,
Khorenatsi's 3rd book was considered
just a historical text about the social

and political problems of the Armenian
nation. However, Stepanyan's reading of
Khorenatsi shows that some expressions
in Armenian lament have a direct link
with the some of the historical works of
Philo of Alexandria. In the Chapter XVI

of Draper's work (in 2nd Volume)- The
Age Of Faith In The West The Western or
Intellectual Attack On Italian System; The
intellectual Condition of Christendom
contrasted with that of Arabian Spain-
there is a paragraph on the Philosophy of
Algazzali [20, pp. 26-50]. This can provide
us with another opportunity to assume
that Abai was familiar with the philosophy
of Al-Farabi because the Philosophy of
Algazzali is based on the criticism of
Al-Farbi's philosophy by which Al-Farabi
tried to achieve a synthesis between the
Quran and the methods and discoveries of
classical philosophy.

By criticizing material desires and anti-
intellectual activities of the ruling elite, e.g.
biis (Adat judges), volostnoi (a community
leader) etc., as will be shown later in this
study, Abai tried to point out the deviation
of rulers from the way to moral excellence
and virtues that would turn out to be
guaranteed for good life or happiness in a

8 After the formation of the Semipalatinsk Regional Statistical Committee in 1878, Michaelis became the first secretary that
committee. In 1886, by the request of Michaelis, Abai Kunanbayev became a member of the Semipalatinsk regional statistical

committee hence becoming good friends.

9This information has been set down by many Kazakh encyclopedic articles dedicated to Abai Kuanabaev.
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society. In fact, it was due to the absence
of such kinds of values that rulers could
not provide opportunities to achieve
balance in society. Of course, such kinds
of representations are not a novelty in the
philosophical thought, but instead, they
found a place first in the works of Plato
Republic, then in St. the Augustine’s City
of God. However, to show the Neo-platonic
link with Abai's lament in this regard, it
is enough to look at Al Farabi's work On
Perfect State, in which he brings values
and virtues that should encourage rulers
to possess full intellectual perfection [21,
p. 241]. Likewise, the forms of critique of
rulers by Khorenatsi — the punishment of
rulers for their blasphemous arrogance,
injustice, and anti-God activities — were
also apparent in the philosophical writings
of Philo on Emperor Augustus and Emperor
Gaius [22, p. 192].

Religious layer of Laments

The discourse on specific religious
themes can be considered a distinct layer
of influence on the Armenian and Kazakh
laments. Indeed, in contrast to Abai,
Khorenatsi's text has been much more
highly influenced by the idea of religiosity.
Moreover, it should not be forgotten that
Moses Khorenatsi was himself a church
father and his intellectuality was rooted
in the Christian experience of the 5th
century. Taking into consideration the high
influence of the Bible on Khorenatsi's
lamentation, G. Sargsyan distinguishes
some references from the Biblical texts,
e.g. the works of the Prophets Jeremiah
and Zakaria as well as the Apocalypse
of Saint John (Revelation) to emphasize
the influence of Biblical texts and ideas
on Moses Khorenatsi’s interpretation of
Armenian History [23, pp. 128-129].

Likewise, Abai was influenced by

Islamic religious texts. Although Abai’s
worldview has been profoundly affected

by Russian culture, he had received

his primary education from an Islamic
religious institution, the madrassa, and
was familiar with the philosophical thought
of the West, e.g., Socrates, Aristotle, and
Byron. In particular, the ideas of purity®
[24, p. 94-95], true faith, and love in God
are of central importance in the lament

of Abai. Accordingly, in most of his Words,
Abai emphasized the weak sense of purity
among the Kazakhs to refer to various
problems of Kazakh society. Concerning
this, it can be argued that the discourse on
purity* in Abai’s thinking may have derived
from the texts of the Qur'an [25, p. 27].

As we already mentioned Biblical texts,
mainly the lament prayer genre, have an
enormous impact on the development
of the historical and literary genre of
lamentations. Because Abai was familiar
with Islamic ideas (he mostly advocated for
liberal Islam), a question arises whether
Qur’anic texts could contain lament genre
of prayers that would, in turn, have some
influence on the work of Abai? The answer
to this question can be discovered in the
work of Nancy C. Lee Lyrics of Lament:
From Tragedy to Transformation [26], where
she tried to point out references related
to lament prayer. With respect to this, she
referred to the Al-Fatihah, first Surah of the
Qur’an and the fifth verse to emphasize
petition to God for help and then to call
attention to a lament prayer she stressed
the sixth verse; “Show us the straight way”
[26, pp. 130-133].

Many scholars are likely to think that
by using Islamic ideas Abai tried to put
Islam at the heart of Kazakh identity [27,
p. 8]. It is especially evident in the Word
13, in which Abai criticizes a dichotomy of

"Note that the idea of purity is present in many Islamic texts. In addition, there are even scholars refer to this idea to decipher the

name of Kazakh (white, pure). For more details see [24, p. 94-95].

" Moreover, sometimes, the discourse on purity is emphasized by many scholars to decipher various historical, literary and

religious lament texts of different periods.
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Kazakh's faith, which is demonstrated in
real and artificial manners [5, OH ywWiHLWi
ce3]. However, notably, Abai tries to employ
religious texts and ideas or more concretely
the discourse on real belief in Allah to
attract Kazakhs towards science and
education. Likewise, in 38 Word, he writes,
«First of all you should love God. Science
is the image of God. He [Allah] is the truth,
and the love of God gives birth to justice
and truth». (AHbIH YLWWiH 01 AnnaHblH 63iHe
ralwblKTblK KepeK. FoinbiM — AnnaHbiH 6ip
cunatbl, 0/ XakUKaT, OFaH FalbIKTbIK ©3i
[ie Xxaknblk ham agamabiK ayp) [5, 0ThbI3
ceriziHwi ces].

Semantically speaking, this method
was also used by Khorenatsi when he
tried to bring biblical ideas into intellectual
motion by using the experience of Greek
philosophy [28, p. 380]. Moreover, the
social aspects of lament once more come
to verify that religious thinking left some
traces in the work of Abai. The borders of
Kazakh's religious thinking have not been
restricted merely to Islam: as it is known,
Central Asia is a region of multidisciplinary
influences that historically has been
affected by different religious ideologies,
e.g., Shamanism, Tengriism, Buddhism,
Zoroastrianism, and Christianity.

The Ideas of Anti-Order in the
Laments of Khorenatsi and Abai

In interpreting the Armenian lament,
Albert Stepanyan distinguishes three anti-
orders introduced, which caused chaotic
relationships in Armenian Society. Albert
Stepanyan goes on to say that the first
anti-order manifests the anti-intellect [11,
p. 452], which is demonstrated by the
activity of teachers, monks, clergy, and
students, who were under the control of
material desires'? [1, p. 185].

In the case of analysis of Qara Soz, we
can notice that education and teacher-

student relationships are considered
central ideas of the Kazakh lament too.
Abai starts his lament with an appeal that
it is quite a difficult to find a sophisticated
person among the Kazakhs to speak with.
He went on to write;

«To get involved in science [education]?
No, even if you deal with science, there
will be found no man who can understand
you. And, then to whom shall | pass what
I know and to whom will | ask what | do
not know myself?» (FblibiM 6ary? MoK,
FblNbIM OaFapfa Aa Fbl/ibiIM CO3iH cennecep
allaM XOK. binreHiHai KiMre ynpeTeciH,
6inMereHiHAi KiMHeH cypancbiH?) [5, 6ipiHLW
ce3l.

In the Kazakh lament the corrupt
nature of Islamic religious fathers is among
the reasons of the establishment of anti-
order in the Kazakh society, which Abai
described in the following way:

«Today’s mullahs are the enemies of
sophisticated people [...]. Most of their
students by learning a bit of Arab and
Persian and some shappy sentences
[prayers] by heart become self-opinioned
considering themselves as distinctive,
and instead of providing the help they
harm people». (byn 3amMaHHbIH Monianapbl
XaKUM aTtblHa gywnaH éonagbl. [...]
OnapfblH, WOKIPTTEPIHIH KO6I Bipa3 Fapab-
napcblgaH Tin ynpeHce, 6ipni-}KapbiM
60/bIMCbI3CO3 Haxac YUpPeEHce, CoOFaH M3
605bIM, 63iHE 63rellenik 6epemiH gen
aype 601bIN, }KypTKa Nanaacbl TMMEK TYTin,
TYPNi-TypAni 3apapnap xacun Keinagwl) [D,
OTbI3 ceri3iHu ce3].

Then he warns Kazakhs that «they
(mullahs) are fake intellectuals and can
give anything else apart from damage».
(Onap — duTHa FanbiM, 6ynapaaH
3ajlangaH 6acka el HopcellbliKnamnasbl) [5,
OTbI3 ceri3iHw ce3]. Similar to Khorenatsi,
as an intellectual Abai understood that

12«Students are lazy to study and eager to teach, they are “theologians before they have any comprehension”».
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under crisis the smallest thing that he
could do was to provide writing texts
that would help Kazakhs and their future
generations to become involved in
culturally defined processes of behaving
and education. This is especially clearly
articulated in the following words of Abai:
«| could not put up with this situation.
Afterward, | decided to write down my
thoughts on paper; the white paper and
black ink will console me and if somebody
finds any necessary words, let him write
down or read [memorize], but if not, they
will stay with me. And, now | am occupied
with this thing only». (OHbl 4a epMeK Kbina
anmajbiM. AKbIpbl OMNaabiM: OCbl OMbiMa
KeNnreH Hopcenepi Karasra xasa 6epeMiH,
aK Kafas 6eH Kapa CUSHbI epMEK KbllanblH,
KiMZe KiM illiHeH KepekKTi ce3 Tanca,
Ka3blMN aNncblH, 1 OKbICbIH, KEPETI XOK aece,
63 Ce3iM e3iMJiKi AediM Ae, aKblpbl OCbIFaH
6annaabiM, eHfli MyHaH 6acKa ewwo6ip
HYMbICbIM ¥OK) [5, 6ipiHLI ce3].

In the quote of Abai, the processes
of writing and memorizing are rooted in
thought of Neo-Platonism, which had
already found a place in the philosophical
work of Al-Frabi, Book of Letters, in
which the author states «They [nations]
use writing to set down in books what is
difficult to memorize, what they cannot
ensure not to forget over the course of
time, what they seek to safeguard for
future generations» [15, p. 12]. Thus, this
tends to show how a memory triggered by
a particular writing space can make the
truth, moral and cultural values present.
Likewise, Moses Khorenatsi's scholarly
activity was directed towards the attempt
to outline new paradigm of the identity of
the Armenians in the space of writing [1, p.
193].

In Stepanyan's theory, second anti-
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order in the Armenian society was caused
by anti-spirit incorporated in the soldiers,
princes (rulers), judges and kings [1, p.
186]. Khorenatsi described warriors as
«false boasters, lovers of ease, haters of
weapon» (uiwuuindp, wyntipng, htpwmwutipp,
ghtmwntiwgp), princes (rulers) as «ra
pacious, avaricious and greedy, rebellious,
companions of thieves» (4d1hp, 4OOhp,
duunp, wmquihp, wyumudpp, gnnuljhg
gnnng), and judges as «inhuman, false,
deceitful and venal» (miwnnhp, uniwp,
Juwipnnp, Juywnwnnip) [11, p. 452].

This category of anti-order was evident
in the Kazakh society too, which is
lamented by Abai while describing heads of
volosts (60nbic) — sultans or members of
aristocracy — and (6u) judges, of his time:

«One is bii, another — ruler. If they
decided to get education and wisdom,
they could hardly have such occupations.
They consider themselves as matchless
and exemplary with an ability to teach
others. [...] Their heads are busy only with
a couple of concerns: whether superiors
cannot punish us, can we harm thieves
(surrounding us), we may stir up hostility
among people and take advantage of
[different deals]». (Bipey — 60nbic, Bipey
— 6u1. OnapablH, aKbl1 YAPEHENIH, HacuxaT
TbiHAaWbIH AlereH olbl 60J1ca, 0N OpbIHFa
cannaHbIn Ta }ypmec eai. Onap e3aepi ae
03[blKKiciMi3, e3iMi3 6ipeyre ynri 6epin,
aKblN anTaMbl3 Aen cannaHabl. ©3aepi
TY3€enin XeTKeH, eHai enai Tysepniri-ak
KanfaH. [...]bacbiHaa e3iHfiK yMbICbl 6ap:
Y/IbIFbIMbI3Fa Ka3anbl 60/1bIN Kanambl3 6a,
SIKW engeri 6y3akblnapbiMbl3abl GYAiHAIpIn
anambi3 6a, SK1 XxanKbiMbl3bl 6yA4ipin
anambi3 6a, AKM 63iMi3 LWbIFbIHAAN,
LUbIFbIHBIMbI3Abl TONTbIPA aiMan Kanambi3
6a?— fnereH ebiHe Kapau 6ipeyai
XeTINTeniH, 6ipeyai KyTblNTanblH gereH
OEenHETIHIH 6api 6acbiHaa, KOMbl TUMEN))
[5, ceriziHwi ce3].
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The Kazakh bii had the role of judges
(mainly Adat judges) in the Kazakh society;
however, in contrast to judges who act by
prescribed regulations and instructions,
the 19th Kazakh biis were guided by the
norms of adat or customary law and were
engaged only in some cases outlined by
Russian staff [6, p. 61]. Since the sense
of justice is considered the main quality
of being appointed to the authoritative
position of biis [29, p. 51], any unjust
action was perceived by Abai as a detour
route from a direct course of biis’ activity
and as a result «they (biis) were framing up
the honest people of the steppe». (Engeri
*aKcbl agamaapblH, 6apiHiH YCTiHEH
6eKep, oTipiK “WwanTbl, Tanaabl” AereH ap
TYPNi YrofIOBHbIM iC KEPCETIiN, apbi3 6epeai)
[5, ywiHwi ce3]. To Abai it is the departure
from a tradition of customary law that
caused anti-order, which Abai tried to
describe in the following sentence:

«Not everyone can enforce justice.

In order to take a council on the top of
Mountain Kultobe, as we say, it is quite
crucial to have knowledge of all the laws
inherited by our ancestors, e.g., Kasym
Khan's “Righteous Pathway”, Esim Khan's
“Ancient Pathway” and Az-Tauke Khan's
“Seven Canons” created during the
council held on top of Mountain Kul». (byn
OuNiK aereH 6i3aiH Kasak iwiHae apbip
CannaHfFaH KiCiHiH KoNblHAH Kenmenai.
byFaH 6ypblHFbl KacbiM xaHHbIH “KacKa
}onbl”, EciM XaHHbIH, “ECKi *konbiH”, ©3
ToyKe xaHHbIH “Kyn TebeHiH 6acbiHaa
KyHIe KeHec” 6onfaHaa “MeTi xaprbicblH”
7 6inMeK KepekK) [5, ywiHwi ce3s].

Injustice and the fact that power is
gained through the process of palm
greasing shattered not only the order but
also lost the link between mutual respect
and interpersonal trust [5, *unbipMa
eKiHwWwi ce3]. It should be noted that

the demonstration of anti-spirit among
the rulers had sourced from corrupt
relationships around ordinary people. For
example, Abai uses the term shame?®®

in emphasizing the right way of life that
every Kazak has to live [11, p. 452];

«Let the life in which there is no shame
disappear» (ApaaH KETKEH COH, Tipi 60/bInN
YPreHi KYpbICbIH) [5, KMblpMa TOFbI3

iHWi ce3] because according to well-
known Kazakh national proverb «There is
shame, there is faith» (¥aTKimae 6onca,
MMaH coHAa) [D, OTbI3 anThliHLLi ce3].

Next, Abai, without mentioning a separate
category of people, complained that

there was no shame among the people
surrounding him [5, OTbI3 anTbliHLWi co3].
The condemnation of all people without
any specific occupation is described as the
cause of third anti-order in Stepanyan's
theory. According to Stepanyan laity that
incorporates the corporeal principle of a
wicked soul represented the third anti-
order in Armenian society, which also was
sourced from people’s faithlessness and
preferences of material values [1, p. 187].

Different Words of Abai, like Al-Farabi's
philosophical thought, touch upon the
relationships between faith and science,
man and God, as well as real and blind
faiths. Particularly, by the following words
Abai tried to express Kazakhs' unserious
attitude towards God:

A Kazakh does not worry whether his
prayers satisfy God or not. He imitates
others, i.e., he touches the head upon the
ground and then lifts his head up. He deals
with God as a lender [merchant]; «that is all
| have, take if you want, but if not, don’t ask
me to procure livestock from somewhere».
(Kasak KyawbiblFbiM KyaarFa nanbiKTbl
60/1ca eKeH en KaMm Xemenai. Tek xypT
KblnFaHabl KblabIM, *bIFbINbIN TYpca
6onfaHbl. Caygarep HECUECIH XKuns

1¥In condemnation of judges, Khorenatsi expresses his words in the following way: «And everyone thoroughly misses love and
shame» (6] pupaniit wn hwuwpuy judkbtgnibg uhpny b wd n e ny).
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Kenreuge, «tanKkaHbiM OcCbl, OiTTiM Agen,
ancaH — an anTnece caraH 60a xepaeH
Man Ka3aMmblH 6a»? AeWTyFblHbl 601YLWbI eAi
row) [5, OH anTbIHLWbI CO3].

Discussion

The discourse on social ills and
various problems of laity prevails over the
discourse on kings and warriors across
the paragraphs in Abai's lament. It has
a logical explanation. First of all, there
were no powerful and long-lasting Kazakh
kingdoms in the steppe throughout the
history. Secondly, it is more than obvious
that it would be very difficult for Abai to
write about more or less available Kazakh
warriors of the 19th century who were
in the process of social struggle against
Tsarist Russian rule in a period of history
when the political and cultural life of
Kazakhs were shaped by Russian imperial
ideologies and policies'* [30, p. 276-284].
However, it should be noted that Abai
sometimes referred to warriors (batyr), not
as a distinct category, but as adjective or
sign of certain quality that he would like
Kazakhs to possess.

Knowledge and Intellectual Activity:
Methods of Overcoming Crisis

One of the positive aspects of the
laments concerns the opportunities that
could come with a chaotic form of society.
Knowledge and intellectual efforts can
be unique medium in overcoming anti-
orders. Behind the reasons of anti-order in
chaotic Armenian society lie anti-values of
rational, psychic and corporeal principles
incorporated by those who are under the
control of material desire [1, p. 185].

Likewise, when Abai doubts whether
he would see «at least one day, when the
theft, lying, backbiting, and falseness
would disappear among Kazakhs, when
the Kazakhs will study art and accumulate

wealth through fair and honest ways»? He
had in his mind material desires that could
make an obstacle for Kazakhs to open
their minds to knowledge. Later, in word 32
Abai would write:

«Those who want to get an education
should follow certain preconditions.
Preconditions, in turn, are consisting
of requirements that should be
acknowledged. If you do not have
knowledge of these, you will not even
discover it from somewhere. It should be
understood that if one acquire science and
education, it would be possible to look for
all the interesting things of life». (binim-
FbIIbIM YMPEHOEKKE Tanan Kbinyllbliapra
ayen 6inMeK KepeK. TananTtblH 63iHiH 6ipa3
wapTrapbl 6ap. Onapabl 6iNMeEK KepekK.
Onapabl 6inmMen, isgereHMeH Tabblimac.
9yen — 6iniM-FblsibiM Tabblfica, AYHUEHIH,
Oip KbI3bIKTbl HOPCECIHE e KepeK bonap
efli fen i3geMecKe KepekK) [D, OTbI3 eKiHLWi
ces].

From the words of Abai, we can
conclude that solutions to all the problems
of Kazakh society are rooted in the
deficiencies of education. Hence, Abai
goes on to think that education is the most
crucial precondition in establishing good
life or happiness in society. The following
quote from Al Frabi shows that Abai as a
follower of Al Farabi — a pseudonym given
by Kazakhs— remained true to his calling;

«The human things through which
nations and citizens of cities attain
earthly happiness in this life and supreme
happiness in the life beyond are of four
kinds: theoretical virtues, deliberative
virtues, moral virtues, and practical arts.
Theoretical virtues consist in the sciences
whose ultimate purpose is to make the
beings and what they contain intelligible

" Although most of the Kazakh’s social and political protests had not transformed into a national liberation struggle, the
struggle of Kennesary Kasymov (1837-1847) being free from the elements of fundamental Islam, distinguished itself from other
movements born due to disruption of mobile pastoral lifestyle and had the concrete aim to redefine Kazakhs’ national borders.
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with certainty [...]» [31, p. 13].

As for Abai, the concepts of intellectual
perfection and educational activity are
of central importance not only for the
development of Kazakh rulers but also
for ordinary people. As described in the
Word 10, education established not only
the borders of worldview and the beliefs
of individuals but also the welfare of
society and the right form of relations
within a family. By criticizing illegal ways
of accumulating wealth, Abai wrote;
«Assuming you have chosen this path [to
accumulate wealth or acquire livestock
by harrying, begging and cheating others].
All right, use it to achieve education, if
not for you, then for your child. There
can be neither faith nor welfare without
education». (XoLl, COUTIN Xypin-ak man
TanTblH 6anblabiH. Con Manabl capbin
KblnbIM, FblIbIM Taby Kepek. O3iHe
TabblMaca 6anaH, TancblH. FblibIMCbI3
axXUpPET Te XOK, IYHUE [1€ }OK) [D, OHbIHLbI
ces].

Thus, from this point of view, it
can be concluded that Abai touches upon
contemporary problems concerning human
capital. The mechanism offered by Abai
— investment in human capital by means
of education — provides answers to the
questions how generations of wealthy
elites (sometimes illegal and criminal)
legitimate their inherited wealth and power.

Also, Abai's lament even contains
some elements of human resource
management. To Abai, there is still an
opportunity to correct Kazakhs whose
parents are under the control of material
desires. To this end Abai wrote;

«First of all, it is necessary to have great
power [strong ruler] to threaten adults
and coercively take away their sons, and
then send them to madrassas [schools]
by compelling their parents to pay for
education. There are countless scientific

areas in the world, and every scientific
area has its school. It is necessary to send
one of them [Kazak's sons] in one path

of knowledge, the other — a different».
(Oyen — 6eK 30p eKiMET, Kap/blK KOJblHAA
6ap Kici KepekK. YIKeHAEPiH KOPKbITbIM,
*ac 6ananapblH €pikci3 KongapblHaH
anbin, Meapecenepre 6epin, GipiH on o,
OipiH 6yN Konfa canbin, AyHUeae ecencis
FbINbIMHBbIH, Xoa4apbl 6ap, con apbip xonaa
6ip Mmegpece 6ap, conapra T034bIPbIM,
OipiH CeH B6yN }onabl YUPEH, CEH 0N

YOJIAbl YAPEH [en Xonfa canblfn, MyHAafbl
XallblKKa WbIFbIHbIH TeNeTIN Xibepce, xaTTa
Kbl3gapabl Aa eH 6on1mMaca MycCbl/iMaH
FblNbIMbIHA XiOepir, *aKcbl AiH TaHbIPAbIK
KblNbIN YUPEeTCe, COHAA COJ KacTap XeTir,
Oyn aTanapbl KapTalbin Ce3AEH KanfaHaa
Ty3esnce 6onap egi) [D, KblpblK GipiHLWi ce3].

The idea of being educated for
Abai was not associated with Islam, but
rather with secular Russian education.
Russianness as a representation of
otherness would challenge the traditions,
identity, and ethnicity of Kazakhs. However,
Russian education was perceived by Abai
as an appropriate answer to that challenge
that in turn could endow Kazakhs
identity with new values and dimensions.
Concerning this Abai writes;

«tis necessary to learn Russian. It
contains wisdom, wealth, art and science.
To escape disadvantage and reach to a
common good, it is necessary to learn the
language, to get education and science.
[...] Their language [Russian] will open your
eyes to the world». (OpbiClUa OKY Kepek,
XMKMET Te, Man Aa, eHep e, fFbibiM Aa
— 6opi opbIcTa Typ. 3apapblHaH KalllblK
6o0/yFa, NnanacbliHa opTak 60o/yFa TifliH,
OKYbIH, Fbl/IbIMbIH BiIMEK KepeK. AHbIH, YLLIH
oflap AYHWEHIH, TiniH 6inai, MyHaan 6onbl.
CeH OHbIH, TiNiH 6iNceH, KOKIPEeK-Ke3iH,
alwblnagbl) [5, Xublpma 6eciHuWi ceas].
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Abai's intellectual heritage had great
influence on the development of future
intellectuals of Kazakhstan. History
showed that if Kazakhs followed the advice
of Abai, they have been added themselves
into the constellations of the Kazakh
intellectuals. In this context, the words
of outstanding Kazakh writer, translator,
historian composer and philosopher
Shakarim Kudaiberdiev (1858-1931) are
excellent case in point;

«The deceased Abai became an idol for
me. By following him, | timely pulled away
from intertribal dissension and humiliating
infighting, | have chosen the way of truth
and justice, engaged in scientific activity»
[32, p. 98], see also [33]. «Kymunpom ans
MEHS CTasl NOKOMHbIM ABan. Cneagysa emy,
PaHO OTCTPaHMACS 51 OT MEXPOJOBOW
pacnpu 1 YHU3UTENbHbIX MEXA0YCOOML,
n36pan NyTb UCTUHbLI U CNPaBEA/IMBOCTH,
3aHANCA HayKaMmy.

On Misinterpretation of Abai’s
Words on Learning of Russian
Language

Due to Abai's heavy emphasis on
the Russian language, some scholars in
their analysis do use Abai as an example
of a Russia-oriented intellectual. Soviet
Historians of non-Russian people saw their
task in describing the superiority and high
influence of Russian culture over non-
Russian people and intelligentsia. Lowell
Tillett, in his book The great friendship:
Soviet historians on the non-Russian
nationalities, touches upon these issues
and as evidentiary proof brings a quote
from a Soviet encyclopedia article on Abai:

«Representatives of the Russian
democratic intelligentsia-Chernyshevskiss'
pupil Mikaelis, N. |. Dolgopolov and others,
who were exiled in Semipalatinsk, were
the friend and teachers of Abai. They
played a decisive role in the intellectual
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development of Abai, helping him study
the works of the great Russian writers and
thinkers Pushkin, Lermontov, Nekrasov,
Pisarev, Saltykov-Shchedrin, Tolstoi,
Turgeneyv, Chernyshevskii, and Dobroliubov,
which contributed to the formation of the
views of the poet-enlightener» [34, pp.
391-392].

Such approaches began to be used
much more widely during the post-WWII
period when the Communist party put
forward the motto of the «friendships
of peoples». The book of Soviet Kazakh
historian Beisembiev, M1poBo3peHue
Abas KyHaH6aeBa, (The World View of
Abai Kunanbaev) supported the argument
of most of the Soviet historians that
Abai’s worldview had been fully under
the influence of Russian language and
culture [35]. Abai’'s words, mainly from
Black Word, have been widely cited by both
Soviet Kazakh and contemporary western
intellectuals who aim to emphasize
the progressive influence of Russian
language and culture on the Kazakh’s
worldviews and national identity. The case
of Soviet Kazakh historian Bekmakhanov
is an excellent example of this point. In
his book Kazakhstan from the 1820s
through the 1840s, written in 1947,
Bekmakhanov idealized Kenesary and
qualified his movement against tsarist
Russian authorities in the Kazakh steppe
as a progressive rebellion that aimed at
establishing a unified government [34,
pp. 111-112]. Bekmakhanov was blamed
for his nationalistic work and criticized by
the party and most of the Soviet Kazakh
historians. Later, in 1957, in one of his
works to “correct” his error, to emphasize
the creative influence of Russians on
the Kazakh people and to please his
Russian audience, Bekmakhanov would
use the words of Abai concerning Russian
education of Kazakhs [36, p. 239].
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Another author who tried to
use Abai to support the Soviet axiom of
the friendship of the peoples was the
prominent Kazakh literary writer Mukhtar
Auezov. It should be stated that the
intellectual activity and works of Abai have
been disseminated among the Kazakhs
by Mukhtar Auezov via his two-volume
historical novel titled A6awn (Abai) and A6awn
*onbl (Path of Abai), in which he from
time to time used the discourse on Abai
as being a Pro-Russian enlightener [37,
p. 559, 605]. The same accent exists in
the works of many contemporary western
scholars, who also used the term ‘pro-
Russian’ in describing the cultural activity
of Abai. Martha Brill Olcott, in her work The
Kazakhs, argues that due to Abai’s pro-
Russian worldview he was comprehended
as a national hero by Soviets [38, p.
105]. Although Tillet understood all of the
divergences concerning interpretation of
Abai’s intellectual activity, he also used the
words of Abai «Learn from Russians- that
is key to life» as a epigraph or the 17th
chapter of his book, which focuses on the
Soviet interpretation of the discourses of
Russian superiority in the works of Soviet
historians of the non-Russian peoples
[34, p. 382]. Interestingly, Bhavan Dave in
her book Kazakhstan: Ethnicity, language,
and power again uses the words of Abai,
e.g. «to learn Russian is to open your eyes
to the world» as a headline in describing
Russian hegemony in Kazakhstan in
chapter three [4, p. 50]. Although the
epigraph is the first impression an author
makes on a reader, none of these authors
provided reference directly to Abai’s
work Qara Soz, but instead they took
his quote from already cited materials.
A sentence cut from its original context
will undoubtedly change its meaning and
cannot be understood fully as the author
intended.

Later in this study, it will be shown
that investigation of Abai's texts from a
lament studies point of view — considering
lament as a petition for help — will raise
new research questions and approaches
to revise the image of Abai as a pro-
Russian enlightener coined by Soviet
historiography. Moreover, it will help
to avoid misunderstandings regarding
misinterpretations of Abai's words on the
study of the Russian language and thus
provide a remedial reading of Abai's Qara
Soz.

There will be found some scholars
who would try to interpret the words above
of Abai through the prism of postcolonial
thought, but one should keep in mind the
historical background of Kazakh society
of that time. It should not be forgotten
that Kazakh society had been situated
in the periphery of the Russian Empire,
which, of course, for Kazakhs then
became the primary medium in conducting
relationships with the external world.
Abai's outlined civilizing process using
Russian education could be interpreted as
a legitimating act of the imperial civilizing
mission of Tsarist Russia. By disagreeing
with this statement, the study puts forward
new approach of analyzing the discourse
on Russian education in Abai's Words. Of
course, Abai as an intellectual enjoyed
the respect of Russian authorities, but
his propaganda of Russian education
should not be confused with propaganda
for Russian colonial ideologies or pro-
Russianness, which sometimes derives
from Soviet historiography. Abai has been
blamed even by his contemporaries for his
efforts to send Kazakh children to Russian
schools [39, p. 301]. To avoid such kinds
of misunderstandings and comprehend
the full picture, one should go back to the
Soviet Kazakh historiography, when most
of the ideas concerning national, ethnic
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and traditional relations were entered
into the textbook under the control of
Communist Party.

Neither Soviet nor contemporary
scholars took the Black Word of Abai into
investigation from a lamental point of view.
This, virtually, would lead us to think that
Abai did not consider the Russian language
as a colonial medium of interpretation;
rather he saw it as key to the gates of
interpretation of values surrounding
them. Alternatively, by the words of Abai
«Russian science and arts are the key to
the world; by mastering this key, the world
will be more accessible for you [kazakhs]».
(OpbICTbIH Fbl/IbIMU, OHEPI — AYHUEHIH, KinTi,
OHbI GiNreHre ayHne ap3aHblpak Tyceai) [5,
*ublpMa 6eciHwwi ce3]. As described in the
Word 8, one of the drawbacks of Kazakhs
was connected with the weak culture of
learning from others [5, cerisiHwi ce3], and
then he continues in 39 Word;

«|f we had in our behaviors these
two characteristics [diligence and
decisiveness, ability to learn from others]
of our ancestors we would be able to join
the ranks of other nations. But, since
we do not have such kinds of behavioral
characteristics, our whole life is likely to be
not a normal human life, but a thing that
stretches to emptiness». (Ocbl KyHTinep
e3re MiHe3re ocbl epmenen inrepi 6apa
aTKaHblHa Kapawn, con atanapbiMbl3/blH
€Ki FaHa Tayip MiHE3iH }oFanTtnam Typcak,
6i3 [le e KaTapblHa Kipep eaik, MiHe3 XOK,
©0/IFaHCOH, 9/ YUPEHTreH eHepiMi3fiH,
6opi Ae agaMLUbIIbIKKa YKCaManabl,
CanTaHAbIKKa TapTbin 6apagbl) [5, OThbI3
TOFbI3bIHLLbI CO3].

To Abai, the study of the Russian
language was not only an opportunity
to break stereotypes of their imagined
“heights of perfection” but also to take

advantage of Russian language and culture
and become more enlightened. Some of
the Kazaks' problems, described by Abai
in Word 14, are not the results of their
lack of intelligence, but rather that they
do not have the courage and fortitude to
take and follow wise advice [5, TOPTiHLLI
ce3]. The text of Abai establishes some
perspectives for the development of the
Kazakh nation. Abai inclined to think
that learning the languages and cultures
of other nation makes an individual not
only enlightened but also an equal to that
nation: «By learning language and culture
of other nations an individual becomes
equal among them, hence escaping
the senseless cringe» (9p6ipeyaiH, TiliH
©HEPIH BINreH Kici COHbIMEHEH BipaenniK
JafyacblHa Kipegi, aca apcbi3faHa
}anblHOGanabl) [D, KubipMa 6ecCiHLLi co3].
Indeed, no one can reject the influence
of Russianness — apart from problems
caused by the Russian language in the
wake of post-Soviet nation-building — on
Kazakhs’ social and cultural development.
After a century the ideas of Abai — to learn
foreign languages to get knowledge —
would be used by the President Nursultan
Nazarbaev, during one of his annual
addresses to the Kazakhstani people, in
which he particularly pointed out: <\We need
the English language to enter the global
arena. Out of 10 million books published in
the world, 85% is in English. The science,
all the new developments, and information
— they are all in English nowadays» [40]*°.
Thus, it can be concluded that
among the reasons for the crisis of
Kazakh society Abai outlined inability or
unwillingness of the Kazakhs to provide
appropriate responses to the challenges
given by history. To put it more precisely,
the incorporation of secular education

" Moreover, the dissemination of English language among Kazakh at different levels is a part of independent Kazakhstan’s
trilingual policy. See Official Site of the President of the Republic of Kazakhstan, Events of 14.12.2012, Address by the President
of the Republic of Kazakhstan, Leader of the Nation, N. Nazarbayev, Strategy “Kazakhstan-2050": new political course of the

established state.
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into Kazakh reality was due to Russian
conquest; it was during the Russian
conquest that Kazakh girls received the
right to school education. The problem of
being colonized or civilized via the active
use of Russian language was out of Abai’s
research interest, at least in the Black
Word.

After independence, it became evident
that Russian rule over the Kazakh steppe
had left enormous traces; Russian-
speaking people constitute the majority
of Kazakhstan’s population, which in turn
weakened links between Kazakhs’ ethnic
and cultural definitions. Nevertheless,
the post-Soviet identity crisis provided a
foundation to adopt a visionary process
of nation-building in Kazakhstan. To turn
visions into a reality, contemporary leaders
of Kazakhstan set-up specific missions
of long-run educational processes. Thus,
chaos as a part of a social construction
of educational reality has potential in
organizing reproduction of the social
order [41, p. 1]. Likewise, in his work
Rituals of Chaos — written more or less
in a lament genre — Carlos Monsivais
in describing a life in Mexico City, where
material desires, crime, and overcrowding
blurred ideas of morality, patriotism,
religiosity and nationality, concludes with
an optimistic and opportunistic idea, e.g.
«the perfectioning of order begins in chaos»
[42].

Conclusion

To sum up, the interpretation of the
Abai's lamentation through the prism of
Stepanyan's theoretical concepts of anti-
orders in the current paper provides new
insight into understanding and rethinking
lament aspect of Qara Soz. The intertextual
examination of historical, religious and
philosophical layers of the Kazakh and
Armenian laments set forth mechanisms to
establish linkage between different texts.

Stepanyan's theoretical concepts
extracted from his original and theoretical
reading of Khorenatsi's lamentation turns
Qara Soz into a text with unique algorithms
for overcoming different challenges and
treating social ills of Kazakh society.

This is an algorithm with a potential to
generate cultural production in society.
The paper argued that gaining good
education could counterweigh sources of
backwardness and anti-order in the Kazakh
society. Concerning this Abai criticized
the unwillingness or inability of Kazakhs
to make a step forward, to overcome
traditional modus vivendi and establish

a new kind of rule (or modern way of life),
that would put Kazakhs in a competitive
relationship with the developed people

of the World. That is why Abai provided
numerous references to the mobile
pastoral lifestyle of Kazakhs in describing
the reasons for social, educational and
cultural problems. Nevertheless, Abai
emphasized the process of intellectual
activity and self-recognition in coming up
with solutions to problems.

Similarly, throughout his words it
became more than evident that Abai
wanted to see Kazakhs endowed with
the educational virtues and through the
propagation of education, Abai tried to
set-up idea of self-awareness amongst
Kazakhs that would create a vision for
future development.

Abai perceived the learning of Russian
language as a starting point in generating
intellectual activity among Kazakhs. So,
after the examination of Qara Soz as a
lament text, we can conclude that Abai was
more a pro-Kazakh than, as represented in
Soviet historiography, a pro-Russian writer.

In summing up, all of the criticisms
of Kazakhs by Abai aimed at providing
a model for overcoming the crisis by
means of ‘apophatic affirmation’ of social,
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cultural and intellectual problems. In

verification under the light of innovative

fact, it became prophetic for the Kazakh educational policies of independent
society. This view is primarily a matter of Kazakhstan.

References:

1. Stepanyan A. On the basic idea of the history of the Armenians by Moses

34

o

10.

11.

12.

13.

14.

15.

16.

17.

18.

Khorenatsi / L'oeuvre de David I'Invincible et la transmission de la
pensée grecque dans la tradition arménienne et syriaque: Commentaria
in Aristotelem Armeniaca — Davidis Opera / Valentina Calzorali, Jonhatan
Barnes (eds). — Vol. 1. — Leiden, Boston: BRILL, 2009. — P. 181-196.
Nysanbayev A., Morkuniené J. Kazakhstan: Cultural Inheritance and Social
Transformation / Kazakh Philosophical Studies. — Washington: CRVP (The
Council of Research in Values and Philosophy), 2004. — Vol. I. — P. 36.
Baipakov K., Kumekov B.-E. The Kazakhs, In History of Civilizations of
Central Asia // Development in contrast: from the sixteenth to the mid-
nineteenth cebtury / Eds. Chahryar Adle Habib, ., Baipakov, K. M. — Paris:
UNESCO publishing. — Vol. 5, 2003. - P. 91.

Dave B. Kazakhstan: ethnicity, language and power. — London, New York:
Routledge, 2007. — 243 p.

Kunanbaev A. Qara Coz. — Almaty: Koshpendiler baspasi, 2011. — 160 b.

Abdakimov A. Istoria Kazakhstana; s drevneishikh vremen do nashikh dnei.

— Almaty: RIK, 1994. — 235 s.

Svanberg |. Kazakhstan and the Kazakhs // The Nationalities Question

in the post-Soviet states / ed. Graham Smith. — London and New York:
Longman, 1996. — P. 318-319.

Garosyan N. The Arsakuni Dynasty // The Armenian People from Ancient
to Modern Times / ed. Richard G. Hovhannisyan. — New York: St. Martin's
Press. — Vol. 1, 1997. — P. 93.

Mkrtchyan N. Gramsci in Armenia: State-Church Relations in the Post-
Soviet Armenia // Transformation: An International Journal of Holistic
Mission Studies. — 2015. — N2 3. - R163-176.

Albert Step'anyan, Patmowt'yan Hetagic'y'; Gorc'q, Growyt', Imast, Erevan;
P'rint'info, 2014, e'j 496:

Khorenatsi M. Hajoc Patmutyun, ashkharhabar targm. ev
meknabanutyunner St. Malkhasyan. — Yerevan: Yerevani Hamalsarani
Hratarakchutyun, 1981. — 581 p.

Ferguson N. Civilization: The Six Killer Apps of Western Power. — London:
Penguin Books, 2012. — 379 p.

Braudel F. A History of Civilization / translated by Richard Mayne. — New
York: Penguin Books, 1993. — 600 p.

Al-Farabi A. N. Book of Religion // AlFrarabi, The Political Writings, Selected
Aphorisms and Other Texts / ed. Charles E. Butterworth. — Ithaca and
London: Cornell University Press, 2001. — P. 112-113.

Al-Farabi A. N. Book of Letters // Medieval Islamic Philosophical Writings /
ed. Muhammad Ali Khalidi. — New York: Cambridge University Press, 2005.
- P 10-15.

B.G. Pamyati E.P. Mihaehlisa // Zapiski Semipalatinskogo podotdela
Zapadno-Sibirskogo otdela imp. Russkogo Geograficheskogo obshchestva.
— Semipalatinsk. — 1914. — Vyp. VIIl. - S. 1-13.

Paltore Y.M., Zhubatova B.N., Mustafayeva A.A. Abai Kunanbayev's Role

in Enrichment of the Kazakh Language // International Journal of Social,
Behavioral, Educational, Economic, Business and Industrial Engineering. —
2012. - N2 7. - P. 1935.

Kennan Dzh. Sibir' i ssylka : sb. v dvuh chastyah / Red. F. Dedova, N.
Maksimova, S. Nechetnogo, A. Rudina. Per. s angl. I. N. Kashinceva. Vstup.
stat'ya F. Volhovskogo. — SPb.: VI. Raspopoy, 1906. — C. 26-27.

Central Asian Journal of Art Studies N4 | 2018



19.

20.

21.

22.

23.

24,

25.

26.

27.

28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

41.

42.

Draper J. W. A History of the Intellectual Development of Europe. — London:
George Bell and Sons, 1875. — Vol. |. — p 466.

Draper J. W. A History of the Intellectual Development of Europe. — London:
Bell and Daldy, 1864. — Vol. II. — p. 414.

Al-Farabi A. N. On the Perfect State / intro by R. W. Trans. — Oxford: Oxford
University Press, 1985. — 588 p.

Peder Borgen, Philo of Alexandria: An Exegete for His Time, BRILL, 1997, p.
192.

Sargsyan G. Movses Khorentsu Voghby nor meknabanutyamb, Patmakan
Hetazwtutyunner. — Erevan: HH GAA haratarakchutyun, 2006. — Ej. 260.
Kenzheaxmetuli S. Kazakh Traditions and Customs. — Almaty: Aimatikitap,
2004, p. 284.

Quran, Surah 2:87 // in: Burman Thomas E. Reading the Quran in Latin
Christendom, 1140-1560. — Pennsylvania: University of Pennsylvania
Press, 2011. — 328 p.

Lee N.C. Lyrics of Lament: From Tragedy to Transformation. — Minneapolis:
Fortress Press, 2010. — 256 p.

Frederick D. Reestablishing Roots And Learning To Fly: Kazakh Church
Planting Between Contextualization And Globalization: Submitted in
accordance with the requirements ... for the degree of Doctor of Theology
in the subject Missiology: 2013, University of South Africa. — Sieberhagen,
2013. - 258 p.

Stepanyan A. The Trace of History: Deeds, Writings, Essence. — Yerevan:
Printinfo, 2014. — 380 p.

Geiss P. G. Pre-tsarist and Tsarist Central Asia: Communal Commitment and
Political Order in Change. — London, New York: Routledge, 2004. — 269 p.
Artikbaev D. O. Kazakhskoe Obshestvo v XIX veke: tradicii i inovatcii. —
Qaraganda: Poligrafia, 1993. — 330 s.

Al Farabi A. N. The Attainment of Happiness // in: Alfarabi’s Philosophy of
Plato and Aristotle / trans. Mushsin Mahdi. — New York: The Free Press of
Glencoe, 1962. — P. 13.

Kudajberdiev SH. Zapiski Zabytogo // Kunanbaev A. Kniga slovyu
kudajberdiev SH. Zapiski zabytogo / per. s kaz K. Serikbaev, R. Sejsenbaev.
— Alma-Ata: El, 1993. — S. 100-249.

Sydykov Y. Shakarim: The Life of a Kazakh Poet. — London: Aitmatov
Academy, 2015. — 174 p.

Tillet L. The great friendship: Soviet historians on the non-Russian
nationalities. — Chapel Hill: University of North Carolina Press, 1969. — 468
p.

Beisembiev K. Mirovozzrenie Abaia Kunanbaeva. — Alma-Ata: |zd-vo Akad
.nauk KazSSR, 1956. — 171 s.

Bekmakhanov E. B., Prisoidinenie Kazakhstana k Rosii. — Moskva: |zd-vo
Akad .nauk SSSR, 1957. — 340 s.

Aowezov M. Abay. — Erevan: Haypethrat, 1952. — 724 e'j.

Olcott M. B. The Kazakhs. Second Edition. — Stanford: Hoover Institution
Press, 1995. — 383 p.

Norris S. M., Sunderland W. Russia's People of Empire: Life Stories from
Eurasia, 1500 to the Present. — Bloomington: Indiana University Press,
2012. - 384 p.

Zhumzhumina A. Nazarbayev calls Kazakhstan to learn English //
http://en.tengrinews.kz/edu/Nazarbayev-calls-Kazakhstan-to-learn-
English-24393/ (Accessed: 20.07. 2015).

Carlos Alberto Torres, Democracy, Education, and Multiculturalism:
Dilemmas of Citizenship in a Global World, Rowman & Littlefield Publishers,
1998, p. 1.

Monsivais C. Los rituales del caos / The Chaos Rituals. — Mexico:
EDICIONES ERA S.A. DE C.V., 1995. - 250 p.

35



43. Sdler E., Hilyakasapoglu C. Kipchak Turkic As A Part Of The Balkans And
Eastem Europe History-Geograph // Cartea. Romania. Europa: materials of
International Simposia. — Bucuresti: Editura Biblioteca Bucurestilor, 2010.
- P.535.

44, Schitz E. Re-Armenisation And Lexicon From Armeno-Kipchak Back to
Armenian // Acta Orientalia Academiae Scientiarum Hungaricae. — 1966.
-N21. - P99-115.

45. Golden Peter B. Religion among the Qipcaqgs of Medieval Eurasia // Central
Asiatic Journal. — 1998. — Vol. 42. — N2 2. — P. 180-237.

MxkpTuyaH H.
EpeBaH MemneKeTTik YHuBepcuteTti, AbMmeHusigarsl AMEPUKaH YHUBEPCHUTETI.
EpeBaH, ApmeHus.

ABAA K¥HAHBAEBTbIH" KAPA CO3[1EPI" APMSAIH JAMEHTALMACDLIH AJIbGEPT CTEMAHAAHHBIH
UHTEPNPETALUANIAY TEOPUACDHI AACBIHAA

AHpaaTna

Byn *ymbICTbiH MaKcaTbl AGan KyHaH6aeBTbIH "Kapa ce3aepi” oaebu-tapuxm naMmeHTauns yarici (koinay,
CbIKTay) MblcanblHAa TYCiHAipy 60nbin Tabblnaabl. Ocbl MaKcaTTa 3epTTeyae apMsiH TapuxLwbicbl Anbb6epT
CrenaHsiHHbIH, Mouncen XopeHauu HeMece Bor6a nameHTaumMaCbiHHbIH anfallKbl OKblIbIMbI HETi3iHAE
KypacTbIpbl/ifaH laMeHTaLuMs Teopusacbl NanganaHbinagbl. AbanbliH MOTiHIH NaMeHTauus peTiHae KapacTbipy
YLWIiH MaTiHapasnblK OKY apKbliibl MYMKiH 601aTblH TYCIHAIPYAIH TYKblpbiMAaMachkl MEH MHTEPNPUTALIUA YATICIH
KonaaHy KaxeTt. Moucen XopeHaunaid nameHTtaumscobl Anb6epT CTenaHAaHHbIH anfalwKbl OKblaybl, 6i3re
AbGanabl oypbIC OKbIM-TaHy YArici peTiHae KabblngaHbin oTblp. OCbl MaKcaTTa 3epTTeyae apMsH XoHe Kasak
NamMeHTaumsanapbliHAarbl Tapuxu, GUnocoduanbiK, AiHU XoHe aNeyMeTTiK KabaTTap acepnepi aHblKTanaabl. EKi
aFganga fa aBTopsap AaFdapbic XKaFqanbliHAa 63 KOFaMAapbliHbIH, XaFbIMCbI3 UMUAXKIHE Hapa3bliblK 6inaipai.
[ereHmeH, 6yn WarbiMap ¥aw faHa WaFbiM eMec, OHblH OpHblHa 60M1allak NanbiMblH NanjanaHyra Kemek
peTiHaeri neTuums geyre 6onagbl. Kapa ces KitabblHAaFbl Mocenenepai Welwly YiiH yCbiHbUIFaH Wwewimaep,
Heri3iHeH MaeHu WKeneHic, 6inim Bepy XKaHe 63iH-63i TaHy agaMrepLinik KyHAbUIbIKTapbiMeH 6aniaHbICTbl.
Tipek ce3gep: AGai KyHaHb6aeB, Moncen XopeHauu, aHTU-TopTiN, NaMmeHTauus, Topbue, 3USTKEPSiK KbISMET.

MxkpTuyaH H.
EpeaHcKkuii FocyaapcTBeHHbIN YHUBEPCUTET, AMEPUKaHCKUIN YHUBepCcUTET B ADMEHUN
EpeBaH, ApmeHus

«KHUTA CJ10B (CJIOBA HASUAAHUSA)» ABAAl KYHAHBAEBA B CBETE <TEOPUU MHTEPINPETALIUMA
JIAMEHTALIUX APMEHUM» ANIbBEPTA CTENAHAHA

AHHOTaUMA

Llenbto gaHHoM paboThl SBASETCA MHTepnpeTauns paboTel Abas KyHaHGaeBa «KHUra cnoB» Kak npumep
NIMTEpaTypHO-UCTOPMUYECKON NaMeHTaLmm (NnaY, cteHaHue). C aTom uenbto B ctatbe 6yaeT ucnonb3oBaHa
Teopusa NameHTaunm apmMsaHCKOro McTopuKa AnbbepTa CtenaHsHa, padpaboTaHHas Ha OCHOBE ero
nepBoHaYvyaNnbHOro NpPoYTeHUs nameHTaumm Mounces XopeHauu unmn Borba. HYTobbl paccMoTpeTb TEKCT Abas B
KayecTBe NlaMeHTaL MK, Heo6X0ANMO BYAET MPUMEHUTb KOHLIENLMK U MOAENN UHTEPMNPETALIMHK, YTO BOSMOMKHO
NOCPEACTBOM MEKTEKCTOBOIO YTeHus. [lepBoHavYanbHoe YyTeHne Anbbeptom CTenaHIHOM laMeHTaL MK
Mowucesa XopeHaun A0MIKHO 6biTb BOCMPUHATO Kak o6paseL, Toro, Kak Ham nydule yutatb A6as. C 3ToMn uenbio
B UCCNefoBaHUN BbILENAIOTCA MCTOpUYEecKue, PUnocodCKue, penrmo3Hble 1 coLalbHble CII0M BAUSAHWUIA

B apMSHCKMX M Ka3axCKUX laMeHTaL M. B 0601x ciyyYasx aBTOPbl CETOBaN Ha HEraTUBHbIM UMUK CBOMX
06LLEeCTB B YCNOBUAX Kpu3nuca. TeM He MeHee, yTBEPKAAETCS, YTO 3TU anobbl He MPOCTO anobbl, HO BMECTO
3TOro NETULMS 3a NOMOLLb B UCMONb30BaHWUM BUAEeHUS 6yaywiero. PelueHns, npeanioxKeHHble Ans pelweHus
npo6nem B KHWUre cn1oB, B OCHOBHOM CBSi3aHbl C 4eI0BEYECKMMU JOCTOMHCTBAMM KYNbTYPHOrO HaMPSXKEHUS,
06pas30BaHUs U CaMOMO3HaHUS.

KnioueBble cnoBa: A6ai KyHaH6aeB, Mouncel XopeHalu, aHTU-NoPAAoK, NaMeHTauus, BocnuTaHue,
WHTENNEeKTyanbHas 4edaTeNlbHOCTb.
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PHILOSOPHY

MPHTH 18.07.65

L. K. Kycautos !,

' Kazaxckasi HallHOHaJIbHAsT aKAJIeMHsT HCKYCCTB HM.
T. )Kyprenosa

r. Anmatel, Kazaxcrau

MU®bI U BJIACTb

AHHOTaLMA:

MHUDDbI
N BJIACTDb

CTaHOBNEHWE U Pa3BUTUE KyNbTYP U LMBUAIN3ALIMIA HE NPeACTaBASeTCa BO3MOXHbIM 6e3 MMdoTBOpYECTBa.
Mudbl — 3T0 4OCTOBEPHBIN 34E€Cb U cervac aHOHUMHbIN HappaTue. MuUdbl He TOJIbKO YacTb NO3UTUBHOTO

M HEraTMBHOIO MUPOBO33pPEHUS YenoBeyecTBa. MUdbl €CTb NCUXONOITMYECKUI MEXaHU3M CaKpanm3aLunu

n nerntumaumm Bnactn. OHM BO3AENCTBYIOT Ha CO3HaAHWE M NOACO3HAHME YeloBEKA COrnacHoO Teopumn
nepodaHMm — NPUCYTCTBUIO CBALLLEHHOIO B 06bIYHOM MUpe. Mudbl BANSAN U BAUSAIOT Ha BAacTb Pas3inyHbIX
COoO06LWECTB M rocy1apcTB, Kak NPy MOHaPXMYECKOM CTPOE, TaK U Npu AeMoKpaTtudyeckoM. CerogHa Mudbl
cKopee 6uocoLuManbHblI MEXaHU3M, NMPOAYKT NtoAen C MOMCKOBLIM TUMOM NOBEAEHMS, OHM BbILLIN U3 apXanKu
1 3aeNCTBOBaHbl B MHTEPHETE M AAaPKHETE KaK TEKCTbl aHOHMMHbIX aBTOPOB.

KnmoueBble cnoBa: m1d, Bnactb, vepodaHus

BeepgeHue

B BbI3BaBLLUEN LLMPOKYIO ANCKYCCHUIO
B GMNOCODCKMNX U TEONOTMUYECKUX Kpyrax
MOHorpadun «CBSLEHHOE U MUPCKOE»
M. 3nnage chopmynupoBasn NOHATUE
«wepodaHuns» — Hanmn4me CBALLEHHOMO B
npodaHHOM, MUPCKOM cpele. B yacTHocCTH,
MO MHEHUIO Y4EHOro, MUbbI B MepodaHmm
ABNAIOTCA COCTaBHbIMU 3/1IEMEHTaMM
KapTuHbI M1pa, KoTopas NpeacTaBaseT
YHMBEPCa/IbHOCTb aHTaroHM3ama
caKpanbHoro 1 npodarHHoro [1]. K mupckomn
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chepe 6e3 COMHEHNS OTHOCUTCS BNacTb
yenoBeKa Haj APYrMMU NtobMU, MUPbI e K
CBSILLEHHbIM, CaKpanbHbiM chepam.
Bnactb npuobpeTtany IMYHOCTH,
obnajasluMe pecypcamMu, Kak
MaTepuasbHbIMW, TaK M EONOrMYECKUMU.
A TaKKe NMYHOCTH, UCMNONb30BaBLUNE
Hacuve ana nog4ynHeHuns cebe
HU3KOOpraHM30BaHHbIE COO6LLECTBA U
yrnpaB/ieHYeCKMe annaparbl rocyaapcTB.
B coBpemMeHHOM MUpe K BNiactu
NPUBOANAT BbIGOPLI, 3asiBAEHHbIE KaK
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AeMOKpaTn4eckme. Y1o e Kacaetcs
YCTOMYMBOCTU BAACTU, KaK B NEPBOM, BO
BTOPOM U B TPETbEM CJly4asix OHa 3aBUCHUT OT
NErMTUMHOCTHM BNnadeHus TEMU UK UHbIMK
pecypcamu, NErMTMMHOCTU HAaCUNbCTBEHHbIX
JENCTBUN 1 NpaBa ObiTb N36PaHHbLIM.
3axBar Bf1laCcTU NacCMoHapUaMu
HaCW/IbCTBEHHbIM MYTEM C CEpPUEN
YOUICTB M BOMH Pa3/IMyHOro Maclitaba,
04YEBUAHO, YXOMUT KOPHAMM B 30Xy
NepBOObLITHOOOWKNHHOIO cTposi. C
3apOoXKAeHWEM NePBbIX rOCYAapCTBEHHbIX
06pas3oBaHWi YTBEPANIUCL ANHACTUN
npaBwuTenen ¢ 6eccpo4HOCTbIO NMpaBeHUS
W nepegayvyen BnacTtv no NpUHUMNY
KPOBHOro HacnenoBaHus. MNoao6Has
NonnTMKa TpeboBana BO3BbILLEHMS
ABUBLLMXCS Llapen U hpapaoHOB He TOSTbKO
HaJ NPOCTOHapOAHbIMKM Maccamu, HO
W Hag anutamu. CambiM AOCTYMHbLIM U
[eNCTBEHHbIM CNOCOO0OM OKa3asnach
MUdONOrM3aLns camoaepHaBHbIX MEPCOH.

MeTopabl

B pamKax paccmatprBaeMon TeMbl
cnenyeT BblAeNUTb [1Ba TUNa NnoBeaeHus
yenoBeKa: NOUCKOBLIN U UHCTUHKTUBHbIN.
BonblKMHCTBO YenoBevyecTBa 06/1adaeT
JIMWb UHCTUHKTUBHbBIM TUMOM MOBEAEHUS,
OCHOBaHHOM Ha 6a30BbIX MHCTUHKTaX
CaMOCOXpaHeHWS 1 NPOAOSIIKEHMS poaa.
3TV MHCTUHKTbLI B POAOBbIX, NIIEMEHHbIX U1
HaLMOHaNUCTUYECKMX Maccax CiMBatloTCs B
OAVH 6UONTIOrMYECKMIA MHCTUHKT, B KOTOPOM
rnaBeHCTBYET haKTop PoAHOM KpoBU. B
rocyfapcTBax — B COLMaANbHbIA MHCTUHKT.
B HEM raBHytO POJib UrPaeT NoyBa —
rpakAaHCTBO CTPaHbI, B KOTOPOM NpoXoaaT
BblIOOPbI.

[ToMCKOBbIM TUM NOBEAEHUS
OCHOBbIBaEeTCs Ha aHanmM3e nHdopmaLmm o
BeLlax U OLIEHKE pecypcoB, MO3BONSOLWMNX
NPUOBPECTN HEYTO OCSI3aEMOE UU
NOTPaTUTLCH HA HEMaTepPUasbHbIE aKLMW.
Hapo OTMEeTUTb, YTO NIOASM C TaKUM TUNOM

NoBeAEHUS TOXE MPUCYLLN UHCTUHKTI
CaMOCOXpPaHEeHUS U NPOOOMKEHMS poaa.

Ho KpoMe 3TUX MHCTUHKTOB Y HUX Pa3BUT
WMHCTMHKT CBO6G0AbI U MHCTUHKT OCTOMHCTBA,
paboTatowpe Ha tHAMBKUAyannu3m. HYncno
TaKKWX Ntogen HEMHOTOYMUCNEHHO, HO OHU
B/IMSATE/bHBI, T. K. UMEIOT 3HaUYUTESNbHbIE
pecypchbl, Kak MatepuasbHble, Tak
WAEe0NornMyecKkune, u cnocobHbl co3aaBaTb
CBOW NPOEKTbIl. MUbbI BXOAAT €CNN HE B
rMaBHbIM PsJ TaKMX NPOEKTOB, TO BECbMa
3HaYUMBbIN.

Mud — 370 1OCTOBEPHbLIN 30ECh U cenyac
aHOHUMHbIM HappaTtuB [2, ¢.7]. Mud ecTb
NCUXO-TUHIBUCTUYECKUIN MHCTPYMEHT,
BO3/IEMCTBYIOLLIMIA Ha YenoBeYecKoe
Cco3HaHue. Mudbl NpeacTaBngoTCA KaK
daHTacTU4ecKue, anieropuyeckue,
[yXOnoabEMHbIE WK anapMUCTCKUeE
BbICKa3blBaHWs, BO3AEUCTBYIOLINE Ha
CO3HaHWe 1 NoACO3HaHWE YenoBeKa.
Mudbl — 6bININ U €CTb UHCTPYMEHT A/14
MaHUNyAsUUM paccyaKkomM 1 YyBCTBaMMU
yenoBeKa. AHOHUMHOCTb HUKOI1a He
BbI3blBana HeBocnpustne mmdos
JIO[IbMU B YCTHbIX U MUCbMEHHbIX 30HaX
KOMMYHWKaLUmMi. CerogHsa aHoHUmaT
cTa/l BNoJsiHe npuemsem 1 B uudbpoBomM
MHDOPMALIMOHHOM NPOCTpaHCTBE. MUdbl —
nepMaHeHTHoe fIBIEHWe, NPOHUKatoLLee BO
BCE KOMMYHUKaALMOHHbIE HULLIN.

PeTpocneKTnBa UCTOPUM NOKa3bIBAET, YTO
camoopraH13auus 1to60ro YenoBEe4YECKOro
obllecTBa He ocyllecTBaanach 6e3
BbICTPanBaHWs coLManbHOM NMpaMnbl.

A Bo3HeceHue «uaps ropbl» 6b110, Kak
npaBuI0, HEBO3MOMXHO 6€3 NosIBIEHUS
C/yXOB O HEM KakK BblaloLemMcsi Boutene
WK KaK 0 aesTene, obnaaatolem

npexae HeBMAaHHbIMU Ka4ecTBamMm U
3HaHUAMM, BbIBOASLIMMU Ha MyTb CriaceHus
BCEX U Ka)X[10ro yBepoBaBLLEro B ero
Muccuto. Cnyxu B ycTax NepeckasynKkonB
dopmMnpoBanncb B MUPbI, B KOTOPIX Y3Ke
Ha3bIBaNoCb UMS repos, On1cbiBanach
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€ro BHelWHOCTb. AHOHUMHOCTbL MUDOB
CBMIETENIbCTBOBASA, YTO 3TU CBEAEHMUA
nayT He OT 06bIYHbIX StIoAen, a Bpoje Obl
N3 TaUHCTBEHHOIO HUOTKYA, U JlayKe KaK
Obl HACNOCAHbI CBbILlWe. AKLEHT 0ObIHHO
[enancd Ha poJe repos, ykasblBaoch Ha
HEOObIYHOCTb €0 MPOUCXOXKAEHUS. 3aTem
nucaamcb POAOCIOBHbIE, JOCTOBEPHOCTbL
KOTOPbIX B KQ4eCTBE UCTOPUYECKMX
[LOKYMEHTOB YC/I0BHa, a U3HavaslbHble
HeBEpPOSATHbIE MUbMYECKME 06Pasbl
3aneyamneBaiMCb CUMBOJSIaMK Ha repbax
C ApaKkoHaMu, ¢ ABYrNiaBbiMK Opiamu, ¢
ME4YOM, BOTKHYTbIM B KameHb. ConHue Ha
dnare AnoHMK nNpexae BCero ykasbliBano
Ha TO, YTO ANOHCKME NMMepaTopbl MOTOMKM
60rvHM cofHua AmaTtapacy o-muKamu [3].
MepBOW N3BECTHOM HayKe
LLlapcTBOBaBLUEN AUHACTUEN Oblila CEMbS
npasuTenen LLymepckon nmnepuin. Matb
TbICSY IET Ha3a4 NUCLAMM KIMHOMKUCbIO Bbin
HavepTaH cakpasnbHbIi 3HaK AN: (PrcyHOK 1)

Pucynok 1. CakpasnbHblit 3HaK AHy kianHonucbio Llymepekoit
HMIIEPHH.

3TOT CMMBO O3HAYaAET JIOrorpaMmmy
«HEeBO0», «<BbICOKOE MECTO», UMS 6ora AHy.
Yutancs oH 1 KaK CNoroBom 3HaK «an» B
NpeanoXeHnn «<mu-na-an-sim» — «OH
Aan ato emy». [logpasymeBasnoch: emy —
NM36paHHKUKY BbICLLETO cyllecTBa, 60ros.
Boru, oT KoTopbix Yepe3 MUdbI TAHYTCA
caKpaJsibHble HATWU, UMEIOT pasHble UMeHa.
«AHY» JIULLIb OAHO N3 HUX.

PesynbraTtbl

McTopusa Bnactu, Kak colmaibHOM
CTPYKTYpPbI, Ype3BblYanHO pa3HOOOpa3Ha
W He noadaéTtcs BpeMeHHOMY
onpeaeneHuo. BUanmo, oHa npoTaHyTa
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C CaMoro 3apoXAeHUs YenoBeYECKMX
06LWmMH. Co cCMEHOM BEKOB TEXHONOTUSA
[IOCTUXEHUS BbICOT B1aCTU YCNOMXKHANACh,
CTPYKTypanuampoBanacs.

pun cTaHOBNEHUU FOCYAaPCTBEHHON

B/1ACTW CTANIKMBaA/IUCb BNACTHbIE MHTEPECHI
pas/IMyHbIX MNacCUOHaPHbIX IMYHOCTEWN,
MMEBLLUX PECYPC B BUAE BOOPYHEHHbIX
COpPaTHUKOB, 1 NKLL, 061aaBLINX
MaTepuasibHbIM pecypcoM. exon KoOHONKMKTa
06bIYHO NMPO3anveCcKnm, «bynar» OTHUMan
BCE KynaeHHoe «3n1atom». [loceMy 34ecb
MecTo A/151 MUPOB NpeaenbHO cxaTto. MHas

CUTyaLMsa BO3HUKAET NPU CTOSIKHOBEHWHU
«GpaxMaHoB» 1 «KLlaTpues». KomaHaUPsbI,
CTaBlUMe camodepKLamMu, Bceraa
W BMoJjiHe 060CHOBaHHO onacasnunch
CBSILLLEHHOCYKUTENEN, A1 KOTOPbIX
WCTUHHas BNacTb BCEr1a He Ha 3eMJie,

a Ha Heb6e. Cpefa BepyloLWnx B O0N0B,
6oroB, EquHoro bora Becbma nutaTenbHa
ang M1oOoB, OTpULIaIoLWLMX B1acTb Nltoaen
Hag ntoabMn. CamoaepLbl B 10601
MOMEHT MOIN 6bITb 06bSABMEHBI B MUDAX,
nepexoasimx n3 ycT B ycTa BEPYIOLIUX,
BOMJIOLLEHMEM YEPHBIX CUJ1, CaTaHbl,
JIMYMHON KOHLa cBeTa. U npassiume
[IMHaCTMM BOMHOB NpeanoyunTanu,

BHOBb Npuberas K Hacuiuto, NPUCBOUTb
cebe 1 NpaBO BEPXOBOANTL BEPOM.

TaK nygenckum uapb Jasug noavmMHun
NepBOCBSLLEHHUKOB CBOUM CyabsiM. B
Poccuiickon nmnepuu Métp Mepebii B 1700
rofy ynpasaHui natpMapLlecTso, NoctaBmB
Ha/J NpaBOCNaBHOM LIEPKOBbLIO CBOMX
YMHOBHWKOB — CBaATenwn CmuHoa.

B HEKOTOpbIX cnyyasix BNacTy WK Ha
KOMIMPOMMWCC CO CBSILLLEHHOCTYXXUTENSAMM.
KazaxcKkue xaHbl BelyT CBOK POAOCI0OBHYLO
OT 3aBoeBatens YMHrucxaHa,
yTBEPXKAaBLIEro, YTO OH CTan MMMNEpPaTopPoOMm
no Bone 6ora BeyHoro CuHero Heba
— MeHka-Keke-TeHrpu. OgHaKo ¢
ycTaHoBfeHnem NUcnama Ha 3emne
KazaxcKoro xaHCTBa 3Ta A3bl4ecKast IMHUS
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OKasanacb HEYMeCTHa, 1 KOpoHaL s
XaHOB CTana NpoucxoauTb y MaB3oJsies
Xomxu Axmena fAcasu, 4TO npuaan en
CaKpanbHYlo cBA3b C BceBbIWHUM ASTaxoM.
Bce a1 MmaHunynauum npomcxoannin Ha
nosie COOTBETCTBYIOWUX MUDOB. B cnydae
TypKecTaHCKOro CBATOro CBOO POJib Chirpali
MK O TOM, YTO TPOEKPATHOE MNocelleHne
TypKecTaHa paBHO3HA4YHO NaJlOMHUYECTBY B
MekKKy.

McTopus 3HaeT Hemaso cnyyaes, Korga
U PENUTMO3HbIE NNaEpPbl CaanuInUCh Ha
CBETCKWUK NpecTo/1. TaK, rMmaBa aHIMMUNUCKKX
npotectaHtoB O. KpomBens B 1653 roay
CTaHOBUTCS NTOPAOM-MPOTEKTOPOM AHITIUMU,
LWotnanamn n Mpnanamu.

Bcneacrteume Toro, 4To Hacunune
BcCeraa UCTOLLaET PeSIMrMo3Hble YyBCTBa,
npas/ieHNe 1 TaKUX AyXOBHO-CBETCKUX
SIHYCOB, OKa3bIBa/IMCb HEONTOBEYHDbI.
MNMoaxBatuBLIME nocne KpomBens BnacTb
reHeparbl 6bICTPO «NOApPaACTEPSANN»
PeIMrMO3HYIO CTPaCTHOCTb CBOET0 BOXSA
W, KaK Nocneacteme, He 6b1/M B COCTOSIHUK
nogaepXunBaTb CUSHWE opeosia MUGOB,
OKpYyXKaBLUMM daHaTUYHOro BOXAS
nHaeneHaeHToB. bes cakpanuzaumm
B cBeTe MMOB reHepasibl OKasaimucb
NPOCTO reHepanamu, NerTMMHOCTb BlacTu
CTPEMMUTESIbHO CHMXKanach [0 Hy/s, YTO BENO
BpUTaHu1IO K NONHOMY NOIUTUHECKOMY U
3KOHOMMYECKOMY XaocCy.

CaKpa/ibHyto BEpTUKalb UM yOanocb
BEPHYTb TONbKO NYTEM BOCCTAHOB/IEHMS
BIaCTU NPeXHen KoponeBCKOM ANHACTUN B
VXKe COCTOSAABLUENCSI NapnaMeHTCKOW CTpaHe
Ha YC/IOBMMU, YTO €€ npeacTaBuTenu 6yayTt
CBOen 60rooTMEYEeHHOW AnaHblo YTBEPKAaTb
BCIO MOJIHOTY BNacTn U36paHHbIX NpemMbep-
MWHUCTPOB. YTO O719 TOro BpEMEHU ObIN0
pPasyMHO 1 NPOAYKTUBHO, T.K. Ka3HEHHbIN
nmu Koposib Kapn | He oTKasancs He TONbKo
OT CBOEW KOPOHbI, HO M OT cTaTyca [naBbl
AHIMIMKaHCKOM LUepKBU. I TeM camMbIM He
obopBa/ yHacneaoBaHHyo cakpasibHyo

JINHWIO, Bbl4EPYEHHYIO U MO PeEnepHbIM
To4YKamM MUHOB 0 U3OPaAHHOCTU ANHACTUM
Tiopopos.

Takon HEMbBICNTUMbIM Npexae
3KCMEPUMEHT C BNACTbO OKa3aJsics BrosiHe
yAa4HbIM. HEBOIbHO BO3HMKAET MbIC/b, YTO
B 3TOM €CTb YTO-TO MeTahU3NYECKOE, YTO
BayKHee, LleHHee YUCTOThbl AEMOKPATUYECKOro
CTposi. Takoe npeanosnoxKeHue Heneno Ha
CTpaHWLUax noauToNiormyeckom Hayku. Ho to,
YTO JaKe Takune KpynHble pecnyb/IMKn Kak
KaHapa v ABcTpanus, XoTs n GopmanbHO
npe6biBas B bpUTaHCKOM coapyXKecTBe, HO
NPOLOSIFKAIOT AepKaTbCs 3a OPUTAHCKYIO
KOPOHY, OCTAETCH NONUTUYECKUM HaKTOM.
OCTOPOXHO onpefenvm Takylo CBA3b
KaK npuBsa3aHHOCTb TPaANLMOHHbBIM
YCTOAIM, KOTOPbIE HEMb35 OTOPOCUTL 63
nocneactsmi. B 2003 rogy 3am6us Bbilwia
n3 CoapyKecTBa 1 HeJIOBEK, KOTOPbIV
NPWBEN 3Ty CTPaHy K HE3aBUCUMOCTH, OblS
BbIKWMHYT U3 CBOEro NPe3naeHTCKOro AsopLa.
To ke camoe Cny4Ynnochb U ¢ NPe3naeHToOM
lam6u1K, KOTOPbIN CaMOyBEPEHHO YBEN
cBoto cTpaHy 13 CoapyrkecTsa. NakucTaH
OTKa3blBasICA OT CEHN BPUTAHCKOro
NpecTona, Ho Yepes napy AeCATKOB NeT
NOJIMTUHECKMX MNOTPACEHNI BEPHYICH
Hazag. MHausa co cBoen NATUAECATUNETHEN
UCcTopUEn cakpanusaumm MudoTBOPHECTBOM
B1IaCTU UCKJTIOYEHME.

Auckyccuna

lNnoHepcKue nyénanyHble BbI6OPLI BNacTu
M3BECTHbI C NEPBbIX AECATUNETUN UCTOPUM
Annaabl 1 aatnpytotes V—IV BB. Ao Hallen
3pbl. B cambIx pa3nnyHbIX rocyaapcTeax tora
EBponbl OHM BblIM U3BECTHbI KaK 3KK1ECHS,
CMHOA, KOMULUWK, KOHCUANK, apeHro. Ha
BanmkHem BocToKe y ceMUTOB KaK Nyxpy, y
repMaHLEeB KaK TUHIU, Mannbl. B cnaBsHCKMX
KHSI}KEeCTBaX KaK Beye. TIopKun NpoBoamn
BbIGOPHbIE KypynTaun. Kazaxckas 3HaTb
N MY>X4YMHbI, BNaAeBLUNE OPYKMEM, Ha
KypynTasix Bblonpanu cBoero o4epeaHoro
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xaHa 6e3 npaBa nepeaayun Blact CBOUM
JAeTaM. 3ToT BU EMOKPATUN M3BECTEH KaK
BOEHHas AEMOKpaTHSL.

My6nnyHble BbIGOPLI ABASAIOTCS
OTKPbITbIMWU, MaccoBbIMW. [pn 3TOM
HapoHble MaccChbl He CNOCOGHLI BECTU
CUCTEMHBIW NMOUCK, HanpaBJ/ieHHbIM Ha
BbIFOAHbIM /151 BCeX BbIOOp. TakoBa npupoa
TOAMbI, KaK 6bl OHa LIUBUIN30BAHHO HE
BbIrIaAena.

[Jo6UBLLMCb HE3AaBUCUMOCTH, LUTaThI
CeBepHoM AMEPUKM BbIHYXKAEHbI OblTH
OTKa3aTbCH OT CaKpasibHON IMHUU, NIyLLEN
OT aHMMIMMCKOro npectona. o ston
NPUYMHE OHU NPUBEMTM K UHOMY BapUaHTy
MHUdOonorMsaLmm cBoOen BnacTu n ctanu
BbICTPaMBaTb CaKpasibHY CTPYKTYpY OT
Moaenun Pumckon umnepun. Otctoga u
CEHaT, M apXUTEKTypa CTONMULLbI LUTATOB U T.
BallMHITOHa U MHOIMe 3HaKK, U CUMBOJbI
CLUA. Cam [1xK. BalLMHITOH 6bIn Ny6MYHO
NOAHSAT 40 YPOBHS CTaTyca aHTUYHOIo
HeboxuTens. OauH U3 co3gartenen
NOE0NOrMM aMepmuKaHm3amMa pegaxkTop
ra3etbl «The National Gazette», . dpeHo
(1753-1853) nncan o )K. BalWMHITOHE: «...
OTBaXXHbI B GUTBaAX, YbM MNOABUIM NMOBEPIIIN
Obl B 6/1aroroBemnHbln TpeneT repoes Puma m
rpeyeckux 6oros» [3].

Kaxetcq, npuHaBLwnmn [leknapauuio
0 cBOGO/IE 1 paBEHCTBE BCEX MParkiaH,
nepsbin npe3unaeHT CLLA gonxeH
6b171 0cBO6OAUTL CBOMX paboB, HO OH,
ynogobnsacb npasutensam PUMCKoN
UMMNEPUN, HaXOaMT PabCTBO A0NYCTUMBIM.
MNpaBaa, nepea HUM 1 COTHAMM ThicAY
rpaxaaH-paboBnagensuen «[paja Ha
Xonme» BCcTana npo6aema B BUae nNocinaHms
Anoctona MaBna K ranatam, B KOTOPOM
CKazaHo: «Bce Bbl CbIHbI BOXWK NO Bepe
Bo XpucTta Nucyca; Bce Bbl, BO XpUcTa
KpecTMBLUMECS, BO XpUCTa O6NEKUCD.

Het yxke Uynes, HY 93bl4HMKa; HET paba,
HW CBOBGOAHOIO; HET MY}XCKOI0O Nona, Hu
FEHCKOro: 6o Bce Bbl 0[HO BO XpUcTe
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Mucyce» (Tanar. 3:26—28) [4]. U ana

TOro YTO 6bl OCTATLCA B 30HE MOpanu

W HUYEM HeorpaHUYEeHHbIW BNacTu Haja
pabamu, AEMOKpaThbI, U pecnybnKaHLubl
[IONMMHKOJ/IbHOBCKOIO CTOSIETUS
CO3HaTeNbHO Ky/LTUBMPOBaNN MUdbl O
HeO04e/I0BEYECKON MPUPOAE YHEPHOKOKMX
nopen.

CerogHs B CLLA Bo3o6naganv Muodbl
0 HeYenoBeYecKux YepTax Bcex 6e3
UCKNIOYEeHUS Benbix. XOTSd NepBbiM
NneranbHbIM paboBfagesnblem B
aMepUKaHCKOM NCTOPUN BblT HEPHOKOXKNI
TabayHbl pepmep No UMEHN SHTOHU
[»OoHCOoH. Paspylatotcs namMAaTHUKK
reHepasnam v congartam apMum oXKaH.

Ha ropn3oHTe — namMATHUK camoMy [Ik.
BalumHrToHy [5].

Boobuue, CHOC NnamMATHUKOB B 11060
CTpaHe — CBUAETENbCTBO TOPKEeCTBa MUGHOB
B Maccax HaJ 3HaHUSIMM, 4YTO pa3pbiBaeT
CaKpanbHOCTb, a, crefoBaTesibHO,
NErMTMMHOCTb roCyAapCTBEHHOM BNACTU.

B CCCP cakpanbHOCTb 6bl/1a ocBsLEHa
oT MmudonormanpoBaHHbIx duryp K. Mapkca,
®. OHrenbca v B. lennHa. bonee pecatu
NeT 3Ta NyTeBoAYeCcKas LenoyKka BrItoYana
n W. B. CtrannHa. B Kutaickon HapogHow
Pecny6nuke B napTUitHYyO pOAOCTOBHYIO
Obln BcTasneH lNpeacenatens Mao, 4to
[10 CMX NOp SIBHO TONbKO NoAAepKnBaeT
NErmTMMHOCTb KOMMYHUCTUYECKON NapTUK
KHP.

B 1956 roay leH. cekpetapb KIMCC
H. XpyLieB BblYieHWU U3 NapTUHMHON
HacneacTBEHHOM KOHCTPYKUMK K. MapKc
— @. SHrenbc — B. JleHnH — W. CtanuH
O/1HO CTaJIMHCKOE 3BEHO C €ro APKUMHU
MuUbaMu rpaHanO3HbIX CTPOEK U NoGea.
Taknum 06pa3oM, HaHeCs 3USIOLLLYIO
TPELIMHY B MOHOIMTHOCTU NapTUHHON
NPeeMCTBEHHOCTH, B Masax KOMMYHUCTOB
OH NpefcTal Kak pyKoBOAUTENb C YLepOHON
NEerMTMMHOCTBIO. U noTepsiB, Kak nepsoe
JINLLO, HENPUKOCHOBEHHOCTb, 6blf1 OTCTPAHEH
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ot Bnactn. OgHaKo, cakpanbHasi 3Ha4yMMOCTb
[Ns HaceneHns CTpaHbl OCTaBLUMXCS TPEX
MUONOrM3NPOBaHbIX UMEH BOXKAEN
nossosivna nuaepam KoMmMyHUCTUYECKOM
naptum CCCP eLwlé aecatunetms He
[lonycKaTb pa3Bala nupamMuibl CBOen
Bflactu, noka B 1991 roay leHepasnbHbIi
cekpeTapb KINCC He oTKa3ancs ot Bcex
BOXAEW KOMMYHU3Ma. MIHTEPECHO, YTO B 3TK
rofbl NosIBUICS MU O NATHE Ha ero Noy, Kak
0 Npu3HaKe cataHm3ma. MoHATHO, YTO He 3TO
BHe3arHoe «npo3peHne» Hapoaa NpUBENo

K pasBany CoetcKoro Coto3a. Ho 1o, 4to
NoAo6HbIE MUDbI HE YKPENsanu BnacTb
nepeoro u nocnegHero lNpe3ungeHta CCCP
04YeBUAHO.

3axknoueHue

CraHoBNEHHWE U pasBUTUE KYNbTYP U
LMBWUM3ALIMI He NpeacTaBnsieTcs 6e3
MudoTBopyecTBa. Mmndbl Hecnu B cebe He
TOSIbKO YacTuLbl NO3UTUBHOIO U HErAaTUBHOIO
MWPOBO33PEHMS YENOBEYECTBA, HO
W Cbirpanu onpeaeneHuto posb B
KOHCTPYMPOBaHWM BNacTU B PasinyHbIX
Coo6LLEecTBax M rocyaapcTBax, KaK
NMCUXOSIOMMYECKUI MEXaHMU3M CaKpann3aunu
W nerMTMMaLIMmn YenoBeKa Bnactu. Ha
pPOLOBOM M MeMEHHOM YPOBHE BNacTb
3aBucesna oT 6UOSIOrMYECKOro MHCTUHKTA
60NbLIMHCTBa copoanyen. HaunHasa co

CnMUCOK IuTepaTypbl:

BpeMEH BbpoH30BOro Beka, MUdbl SBUAN
cebs KaK NepBOUCTOYHUKM POAOCOBHbIX
BNacTb Npeaepxallumx JUHaCTUK,
HeJocsraemMo BO3BbICMB, COMIacHO npupoae
nepodaHunn, Hag NPOYNM HaceleHNeEM
LLapCTB Y UMNEPUN.

C Havanom paspylleHus Tpaamuun
CyBepeHHbIX rocyaapcTs HOBOro BpeMeHu
Ha NepBbIv NS1aH BCe 60/blIE BbIXOAUT
rno6asnbHbI KOHCTPYKT 6MON0rMYecKoro
W COLManbHOro MHCTUHKTOB I0AEN,
yCTaHaBMBaloOLWWX BNacTb Hag CO60M.
YCNoBHO €ro MoXHo 0603Ha4YnTb KaK
6uocoLnanbHbli MUHCTUHKT. OHATHO, YTO 3TO
NPOAYKT COLIMaNbHON MHKEHEPUU JINHHOCTEWM
C MOMCKOBbIM TMMNOM noBeaeHus. Mpu
3TOM OHW HE OTKa3anucb OT APEBHENLLIMX
NPUHUMNOB MMPOTBOPYECTBA AarKe Mpu
BblGOpax BlacTU B AEMOKPATUUYECKNX
CTpaHax.

Bce 13noxeHHoe BblLLe OKa3bIBaET,

YTO B TaKOM Cyry60 o6LeCTBEHHO-
coLManbHOM SBNEHUM, KaK BnacTb I0AeN
Haj NntodbMW, NPUCYTCTBOBasa U NPOAoSIKaeT
NPUCYTCTBOBATb BEPTUKA/IbHO HaTAHyTas
CTpyHa MUOB. 3TO KacaeTcs Kak 06LLMH
HW30BOIr0 YPOBHS, TaK U rocyaapcts. CerogHs
Ha popMHUpOBaHKE BSIAaCTU Yeped MUdbI B
TEKCTax aHOHUMHbIX HUKOB BO3ENCTBYIOT
MHTepHeT n DarkNet.

1. Anuage M. CealeHHoe n npodaHHoe. — M.: MIY, 1994. — 144 c.

2. KycanHos L. K Teopuam mudotBopyecTBa // Central Asian Journal of Art
Studies. — 2018. - N21.-C. 7.

3.  Awmartapacy // https://ru.wikipedia.org/wiki/ (aata nocewieHus

12.06.2018).

4. MocnaHue K Nanatam cesAToro anoctona MNaena. Masa 3. // http:/ /feofilakt.
ru/galatam/glava-3 (nata nocelexuma 12.06.2018).

5.  Tenepb o nereHge. BawuHrioH [1-e n3a.] — Buku Ytenue. // https://
biography.wikireading.ru/128269 (gata noceweHuns 12.06.2018).
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MU® JKOHE BUNIK

AnpaTna:

MaaeHWeTTEP MEH BPKEHMETTEPIH, KanbiNTacybl MEH AaMyblHAa MUOTIK oMnay LWbliFapMaLllbliblFbIHCbI3 MYMKIH
emec. Mudtep - 6yn )epae oHe Kasip WbiHalbl aHOHMMAI 6asHaay. MndTep agam3aTTblH, KaFbiMbl XKoHe
Tepic AyYHMETaHbIMbIHbIH 6eniri FaHa emec. MudTep — GUNIKTI caKTay aHe 3aHAacTbIPyablH, MCUXONOTrUSNbIK
MexaHu3mi. Onap Kagimri anemae KacueTTinikTiH 6ap 60nybl vepodaHns TeopuscbiHa COMKEC aflaMHbIH
aKblN-OMblHa *aHe ce3iMiHe acep eTeli. MudTep MOHaPXUSANbIK KoHEe AEMOKPATUSANBIK PeXnmaepae apTypi
KaybIMaCTbIKTapAblH, }XaHe MeM/IEKETTEPIH KywwTepiHe acep eTTi. byriHae aHbi3gap - 6y 61MoKayincisaik
MexaHM3Mi, i3aey MiHe3-KyJIKbl 6ap TUNTEri agamaapabiH eHiMi, onap apXxanKanblKTaH LWbIKKaH }XoHe aHOHUMAI
aBToOpnapAblH MaTiHAEPi peTiHAEe MHTEPHETTE KaHe KeNeHKeNi Typae KonaaHblIFaH.

Tipek ce3pep: Muod, YKiMeT, nepodaHus.
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MYTHS AND POWER

Abstract:

The establishment and development of the cultures and the civilizations are not possible without the
mythmaking. Myths are a reliable anonymous narrative here and now. Myths are not only a part of the
positive and negative view of the world by the humankind. Myths are physiological mechanisms of
sacralization and legitimization of the power. They operate to the conscious and subconscious mind in
accordance with the theory of the hierophany — a physical presence of the divine in the ordinary world. Myths
have affected and will affect the power in various communities and states under both monarchies and
democracies. Today, myths are biosocial mechanisms, a product of people with a special search type of
behavior, have emerged out the antiquity, and are present in the internet and darknet with the anonymous
nicknames and continue influencing the politics and the power.
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PROSPECTS FOR THE DEVELOPMENT OF KYLKOBYZ SCHOOL (HISTORICAL-STATISTICAL ANALYSIS)

Abstract:

The article is connected with the generalization of a wide range of source materials, reflecting the process
of creative understanding of the most important trends in the history of the development of Kazakh musical
culture, from its origins to the present day. In the given work, the analyzed material related to the study,
collection, publication of musical instrumental folklore — kylkobyz, is built consistently, taking into account

the intensive activity of the school itself.

Key words: kylkobyz, educational program, school, statistics.
Key words: kylkobyz, educational program, school, statistics.

Introduction

In order to study mass phenomena
and processes, it is necessary first to
collect the necessary data — statistical
data (information that implies a set of
gquantitative (digital) characteristics
obtained because of statistical research
(observation and scientific processing).
Statistical data is an integral part of
the global information system, which is
formed in accordance with the concept
of informatization. Traditional art can be
brought under certain quantitative and

qualitative data as well, forming the basis
on which can be based on the further
development of the phenomenon under
study.

The data generated in the course of

observation is the initial statistical material

for the solution of the subsequent research
tasks. The article uses objective and
complete information that helps to reveal
the state of this object — the kylkobyz
school of Kazakhstan.

Discussion



Modern traditional musicians in the
general cultural and historical space carry
the age-old “signs of specializations”.

The bearers of musical traditions are
“ambivalent”1.They easily bring tradition
to the masses, and are the main link in the
training and transmission of tradition.

This training and preservation is due to
the opening of classes of a tradition, while
the learning system remains within the
traditional, with some transformation —
“teacher-student.” Instead of the current
diploma, the student received “Bata”
which means blessing and was considered
the direct representative of the school of
his master.

Preservation at this level exists to this
day. Identity of the educational system
exists in the school of kylkobyz players.
Training on kylkobyz is carried out in almost
all regions of Kazakhstan. Moreover, they
all adhere to the following statement
said by Orazgali Seitkazy: “Historical
information on performing way of kobyz
players which gradually came to us, can
also serve as a basis for our conclusions...
The most important thing is that they kept
the spirit of the instrument, its unique
sacred sound...

That is why the preservation of extant
melodies as a precious heritage, their
reproduction in a new way and introduction
into the consciousness of our people, is
consida sacred duty of specialists in the
field of music.” [1, p. 13-14]

Itis known that at the origins of kylkobyz
school was Ykylas. Academician Ahmet
Zhubanov in his work “Strings of centuries”
says the following: “Ykylas Dukenuly, who
was under the influence of traditional
healers and used kobyz as a tool in various
rituals and his chants turned it into a
separate musical instrument, performing
kui, reflecting joy, sorrow and needs of the
people through singing, and able to convey
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the sounds of natural phenomena.” [2,

p. 279] We are talking about the merit of
kuishi Ykylas, who gave life to kui on kobyz,
and contributed to its preservation, thanks
to him, this tool occupies an honorable
place in the life of future generations.

Great art of Ykylas, which transmitted in
inheritance from generation to generation,
was passed to his sons Duisebai, Tusipbek,
Akynbai. All three were street kobyz
players. Students of Ykylas — a talented
kuishi Sugir Aliuly, Ashai Bekmagambetuly,
Abikei Toktamysuly taught such kobyz
players as Daulet Myktybaev and
Zhappas Kalambaev. The path of Daulet
and Zhappas continued their followers
Abdimanap Zhumabekov, Smatai
Umbetbaev, Bazarkhan Kosbasarov.

Art historian professor P Momynuly in
his work writes, “Ykylas mastered not only
the art of performance, but also continued
the tradition of singers, kuishi, composers,
who sang legends and fairy tales, tolgau in
the language of kobyz, who owned the art
of conveying the noisy sounds of animals
and birds with the help of kobyz — is the
founder of the school of performance
on kobyz as talented Kurmangazy is
considered to be the founder of the school
of dombra” [3, 67]. Indeed, Ykylas is a
talented personality who revealed and
exalted the value of kobyz.

However, how is the training at the
present stage? Simple statistical data
collected in the republic help to answer
this question.

In 1968 in the Kazakh national
Conservatory named after Kurmangazy
opened kobyz class for professional
development of Korkyt’s kuis, who is
considered the father of kobyz and
creativity of Ykylas. At that time, the head
of the institution was Erkegali Rakhmadiev.
The first kobyz lessons were taught by
Zhappas Kalambayev, Daulet Myktybayev
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and Bolat Sarybayev. Zhappas Kalambayev
worked at the conservatory for about six
months passed away due to iliness.

According to Abdimanap Zhumabekuly:
“Zhappas Kalambayev was a very talented,
absolutely smart performer, who at the
same time mastered the art of dombra and
kobyz. He played kui first on dombra, and
then performed them on kobyz”. Despite
the fact that he was a self-taught musician
who did not study in a traditional schooal,
he skillfully performed technical kui on
kobyz. After reviewing the performance
practice, we can conditionally determine
two methods. First — method of Zhappas
Kalambayev. His method of execution:
straight sitting on a chair, resting his kobyz
to the chest, with freely moving hands,
makes it very convenient to perform
modern kyuis and works of various speeds.

Art critic Pernebek Momynuly in his
work “A brief history of the Kazakh music”
listed kui and works performed by Zhappas
Kalambayev: people’s kui “Munlyk-
Zarlyk”, “Konyr” by Korkyt, the people’s
kui “Khanshayim”, “Sharken” by Sharken
etc. He is the author of the book "Kui
tolgau" executable on kobyz and piano, of
the work “March”, “The 25th anniversary
of Kazakhstan” intended for orchestra
of Kazakh folk instruments, of the work
“Heroes of socialist labor.” [3]

Daulet Myktybaev, who learned to play
on kobyz from Ykylas’s son Tusipbek, is
one of the talented performers. He skillfully
played on kobyz and introduced the society
with kuis of Ykylas. He has mastered kuis
of Ykylas “Kertolgau”, “Togyz tarau”, etc.
in the very childhood due to Tusipbek who
sacred kept the father’s inheritance. [4, p.
83]

For comparison, we have considered the
method of execution of Daulet Myktybaev.
He well mastered the traditional school of

art kobyz that played it anywhere without
propping up the tool, just holding it with his
left hand. As you know if you play sitting
cross-legged, the kobyz itself moves to the
left. At this time, he played backing kobyz
to the jaw (people say there was a dimple
in Ykylas’s jaw). Daulet Myktybaev each
time played differently and the choruses
sounded differently. It retained the content
and form of kuis.

And he taught students by oral
tradition (through hearing), it is a kind of
“retrospective innovation”, Shklyaeva S.
defines this term as “a steady sign of a
return to their own national culture and
a deep interest in the historical past and
artistic heritage of steppe culture and
civilization, revived traditions and national
spiritual values.” [5, p. 47] At that time,
students of the conservatory learned to
play on kobyz with a closed surface. In
one year, nine students were accepted to
study, half of whom did not like the tool
and they dropped out without completing
their studies. In the end, only four of
these nine kobyz players graduated. They
are A. Zhumabekuly, K. Azhimuratov, B.
Kosbasarov, and K. Nurmanov.

In 1977, for the first time among
secondary music institutions, thanks to
the hard work of professor of art Pernebek
Momynuly in the Republican specialized
music boarding school named after Ahmet
Zhubanov was opened class of kylkobyz.
Abdimanap Zhumabekuly was invited to
this school, who recently graduated from
the conservatory and began his teaching
career. From this time began a "New era
of the tool Kyl kobyz." As the school began
to produce talented young laureates like
R. Orazbaeva A. Kazakbayey, etc., other
educational institutions as well gradually
began to open classes of kobyz.

Every year the number of classes of
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kobyz in the republic grows. Today classes
of kobyz are open and work in many
regions and areas.

Bisengali Gizatov writes: "In 1971,
there were 12 music schools, five of them
were pedagogical and only one higher
education institution — KNC named after
Kurmangazy." [6, p. 14]

At present, new projects are being
implemented in the direction of the
development of the national art of our
people; good events are being held in
specialized music schools for children
of our country. In higher educational
institutions a method of teaching the art
of kobyz is developed. The increase in
the number of young students studying in
these institutions suggests that the art of

kobyz has a bright future.

Methods. The basic principles of
this article are based on the use of
common methods of analysis — historical,
geographical, and cultural. As part of
our research, we determined that in
accordance with the 2017-2018 academic
year, 48 music schools teach kyl kobyz.
Perhaps only small children's music
schools in some regions of Kazakhstan
are not yet covered, but the main art
schools are fully systematized. They
employ educated teachers and qualified
professionals.

Below is a table that presents data on
the teaching staff working in music schools
in the country in 2017-2018 academic
yeanr: (Table 1)

Table 1
The teachers who
Years City Educational institution opened the classes Currently working teachers
kylkobyz
1968y Almaty Kazakh national Yerkegali Rahmadiev 1. Bazarkhan Kosbasarov Abuovich
Conservatory named 2.Aigerim Karsakbayeva
after Kurmangazy Alimzhanovna
3. Medeubek Maksat
Sagatbekovich
4. Kalambaeva Kundyz
Zhappasovna
1977y Almaty Republican specialized | Pernebek Momynovich | 1. Sayan, Akmolda
music boarding school 2. Makpal Manasbaeva
for gifted children 3. Kumis Nusipbek
named after A.
Zhubanov
1989y Almaty Republican specialized | Abdimanap 1. Abdimanap Zhumabekovich
music boarding school | Zhumabekovich 2. Zhuldyz Kosbasarova
for gifted children
named after K.
Baiseitova
Almaty Almaty music College 1. Aigul Asanova
named after P. I. Fayzullayevna
Tchaikovsky 2. Zhazira Duisebaeva
3. Esenalieva Dana
2014y Almaty Kazakh national Medeubek Maksat 1. Abdimanap Zhumabekovich
Academy of arts Sagatbekovich 2. Medeubek Maksat
named after T. K. Sagatbekovich
Zhurgenov
Almaty Music school N25 Zhumagalieva Gulzhan
named after M. Izimganovna
Tulebaev
Almaty Aksai microregion 1.Shoiynbay Zhanar
Children's music 2.Sabdengalieva Aigul
school N211
Almaty Ili region Medeubek Maksat Duisenbekovna Togzhan
Children's music Sagatbekovich
school N21
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Almaty

"School of arts" at
school-gymnasium
Ne 83

Karabalaev Samat Orazhanovich

1975y Kokshetau Kokshetau children's Bazarova Bakyt 1. Oriske Birzhan
music school Donenovna 2. Iskakova Nurgul
1976y Kokshetau Musical college after Bazarova Bakyt Legalieva Gulzhan Gadykovna
Birzhan Sal Donenovna
1976y Semey Musical college after Orazgali Seitkazy Almagul
M. Tulebaev
1981y Atyrau Atyrau music university | Salikha Myrzagalieva Aknar Sharipbaeva
named after Kh.
Dosmagambetov
Atyrau Folk music academy Zhumataeva Gulzhan Kurmanbaeva
named after Dina
Nurpeisova
Atyrau musical college
Atyrau region Children's music Ryskalieva Meiramgul Samatovna
Kyzylkoga district | school named after
Sagyz village Amanbay Omirov
Atyrau region, Children's music Elmira Toleush Imanalievna
Kulsary, Zhylyoi school N22
district.
Atyrau regjon, Kulsary children's Gabdulova Zarina Salemgereevna
Kulsary, Zhylyoi creativity school
district
Atyrau Erkinkala children's Yeskaraeva Kunai Orynbasarkyzy
music school
Atyrau region Zharsuat children's Kiyakbayev Sultan Galymzhanovich
Inder district music school
1986y Zhezkazgan Zhezkazgan musical Saduakasov Baigara Abildina Nurgaisha
college Hamzeuly
1987y Pavlodar Music school-college Bekzhanov Nurolla Nakyshbaeva Raushan Abylaevna
for gifted children
named after P. I.
Tchaikovsky
Pavlodar region, Music school named Nartbaeva Gulshat Duisengaliyevna
Ekibastuz city after Glinka
1991y Taraz "The music school" Shabanbayeva Gulnaz | 1. Shabanbayeva Gulnaz
named after Abay at Talgatovna Talgatovna
the college of Zhambyl 2. Gulmira Sabalieva
3. Azhar Suranshieva
4. Kazybek Moldybaev
Taraz city Children's music Shabanbayeva Gulnaz Talgatovna
Baizak district. school named after K.
Sarykemer village | Azirbayev
Taraz city Sarysu Children's music Baltabai Aimas
district Sarysu school N22
village
1992y Karaganda Karaganda music Zhumabekov Zhumabekov Zhankash Ykylasuly
college named after Zhankash Ykylasuly
Tattimbet
Karaganda Karaganda city music 1. Makpal Orazbekova
school Amangeldievna
2. Saduakasov Baigara Hamzeuly
1993y Kyzylorda Kyzylorda musical Bakhyt Karibayeva Bernmcanosa AitHy3a
school named after Begimsalova Ainuza
Kazangap
Kyzylorda region Kazaly school of arts 1. Otaralieva Akbota
Kazaly district 2. Otaralieva Nazerke
Kyzylorda region Zhanakorgan school Altabai Aiganym
Zhanakorgan “Auez”
district
1994y Kostanay Kostanay pedagogical | Batyrbek Bainazarov Batyrbek Bainazarov

Institute (soloist of the
orchestra)
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1995y Aktobe Aktobe musical Kulmyrzaev Mukhtar Sertaeva Meruert
college named after A. | Orazbaevich
Zhubanov
Aktobe region Music school named Zhumalina Nazymkhan
Shalkar district after Kazangap
Aktobe Children's music Zholdasova Zhanyl
school N23
1995y Shymkent Music College of South | Kablanova Gulziya 1. Nagima Kulbaevna Duysenbaeva
Kazakhstan 2. Zhurmanova Aida
Shymkent Pedagogical university Karsybaeva Aiman Musaevna
of South Kazakhstan
Shymkent Children's music Karsybaeva Aiman Musaevna
school N1 named
after Zhamal Omarova
Shymkent region Lenger city music Rysbayev Kairat
Tole bi district school
Lenger city
1998y Astana Kazakh national Alkuat Dotauly 1. Orazbayeva Raushan
university of arts Kazakbaev Zhumabekovna
"Shabyt» 2. Saizhan Almat Karasaiuly
3. Gauhar Kylyshbekova
4. Gulzhan Espahimovna
Astana Kazakh national 1. Zhanar Beketovna Zhusipova
college of arts "Shabyt» 2. Gauhar Kylyshbekovna
2010y Aktau Mangistau college of Kemelbekova 1. Kemelbekova
arts Zhupar Zhupar
2. Balapashkyzy Khadisha
3. Esmukhanbetova Zhamilya
Fort-Shevchenko | School of music Fort- 1. Kulbaeva Aklima
Akketik city Shevchenko 2. Anebaeva Rzagul
2012y Ust-Kamenogorsk | East Kazakhstan Kapasheva Aliya 1. Kapasheva Aliya Serikbaevna
college of arts Serikbaevna 2. Aigerim Karymova Erikbekovna
named after brothers 3. Madina Adamgalieva
Abdullins Abaigalievna
2014y Petropavilovsk Petropavlovsk music Mustafina Zhamilya Mustafina Zhamilya Kairasovna
college for gifted Kairasovna
children
Petropavlovsk Kazakh school- Akylbekov Aidos Beisengalievich
gymnasium (the "Art"
centre at the school)
2016y WKR Music College named Karataeva Shynar Karataeva Shynar Sabyrbaevna
Uralsk after Kurmangazy Sabyrbaevna
2016y Taldykorgan Music college named Abashev Damir Abashev Damir Daribaevich
after K. Baiseitova Daribaevich
Taldykorgan city School of "Arts" named | Abashev Damir Abashev Damir Daribaevich
Aksu district after Isatai Isabayev Daribaevich
Zhansugir village

These statistics are official data
reflecting such indicators as:

- primary documented statistical data
obtained directly from informants.

- the collection and processing of
data used to describe and analyze this
information helped to build the opening
of schools in the regions in chronological
order from the moment of appearance to
the present day.

- the table presents information in the
form of a directory where the facts about
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the location, opening date, leading experts

are given in a compressed form.

- data were collected by Duisenbekkyzy
Togzhan from personal contact, phone
calls and correspondences with the

respondents.

In the modern cultural post-soviet space

there was a lot of positive associated with
the promotion of traditional music. Thus,

since 1989, traditional music competitions

have been held. In Kazakhstan, UNESCO
held more than 10 festivals of traditional
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music. Their common name is "Melody

of the great steppes". The name of each
festival was associated with one or several
major personalities of Kazakh or world
cultures. In 1996, the festival was named
in honor of the famous albert Bates
(researcher in the field of the theory of the
epic), in 1997, was dedicated to the 100th
anniversary of M. Auezov, in 1998 in honor
of the great Kazakh composer of the XIX
century Kurmangazy.

In addition to traditional music
festivals 3 volumes of the anthology in the
framework of the major project "Eternal
melody" has already been published. One
of the volumes is "1000 Kazakh traditional
kyuis" for dombra, sybyzgy, kobyz. In the
Kazakhstan production center "EI" works
on preservation of traditional culture (a
practical measure) are carried out.

One of the main objectives of the
study was the introduction of schools,
colleges and universities, which currently
teach playing the instrument kyl kobyz.

)
Kostanay

oral KOSTANAY/

WEST
KAZAKHSTAN s

AKTOBE

BAYKONUR
o

o
Kyzylorda

Among them, the most concentrated
regions are Almaty and Astana. When the
department "Kazakh folk instruments”
was first opened in the Kurmangazy KNC,
no curricula, programs and manuals were
provided by the Ministry. Therefore, all the
work was assigned to the teachers of the
conservatory. The quality of education was
at the highest level due to hard work of
honored people's artist of Kazakhstan A. K.
Zhubanov, composer L. Khamidi, associate
professor H. T. Tastanov, F. Balgaeva, B.
Sarybayev, Zh. Kalavbayev, K. Zhantileuov,
I. A. Lesman, L. J. Edelman. They brought
up many talented young people. Their best
graduates are currently working in music
institutions in various parts of Kazakhstan
and send talented young people on the
path of art.

A comparison of the data on the
localization of the tradition is visible on
the map N24, which covers all regions of
Kazakhstan. (Figure 1)

o
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Figure 1. Map Nel " Opening of the tool kyl kobyz in different regions»

In his article "Musical traditions of
Tengri" B. Amanzhol also presents a map,
but “the idea of the work is to make a map
of the geographical distribution of the
worldview tradition of Tengri, considering
the areas of distribution of musical
instruments of this tradition.” [7, p. 63].

Bakhtiyar Tulepbergenovich gives a list of
tools related Kazakh kobyz and therefore
their area of distribution (from Aral rebab
to eskimo ynagal'kuseg’u). We represent
the spread of the school of kylkobyz in
Kazakhstan.

According to the map, the school
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has acquired an all-encompassing
phenomenon. There is a so-called
“Problem area” that occurs when trying to
determine the style of regional execution.
There is a positional presentation — a

high position and a low position, the first
performs more lyrical works — Daulet
Myktybaev, and the second is connected
with technical plan — Zhappas Kalambayev
(which were described above). Acommon
model of "teacher-student" is the same
creative installation in the invention of
which there is no new or individual. But at
the same time it is impossible to talk about
a single "core" in the practice of the playing
on kylkobyz.

Results

We hope that obtained results of
statistical observation, in the near and
in the subsequent stages will be able
to provide research-based insights on
the nature and laws of development of
investigated object — kylkobyz school of
Kazakhstan.

Thus, the statistics about the living
tradition and teaching reflection that allows
building an effective relationship in the
system "student-teacher". It is through
self-esteem and self-analisys comes a full
understanding of the "necessity" of this
tradition.

Conclusion

An important indicator of awareness of
the need for this specialty is the emergence
of educational programs, both in schools,
secondary schools and in high school. The
data in the table indicate the existence of
an independent specialty in three major
creative universities of the country. Also
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shows the dynamics of development of
this area by region, which is a criterion
for assessing the current situation. So,
the table — is the scheme of functioning
of art culture as valuable and demanding
preservation. Map — is a reflection of the
real process. The result of the article is
information.

Despite the fact that the XX century as
a whole was catastrophic for the culture
and ethnos of the Kazakh people, at the
beginning of the third millennium, that
is, in the XXI century Kazakhstan has
monuments of intangible, cultural and
spiritual heritage. The term "intangible
cultural heritage" has long been used in
connection with the Convention (UNESCO)
for the protection of intangible cultural
heritage. The term "Intangible cultural
heritage" includes the following: customs,
knowledge and skills, as well as related
tools, objects, artifacts and cultural space,
community, group membership, in some
cases persons are also part of the cultural
heritage.

Such intangible cultural heritage,
handed down from generation to
generation — through interaction with the
environment and history, will always be
transformed through society and groups,
promoting cultural diversity and respect for
human creativity. The main objective and
most important in this Convention is the
intangible cultural heritage that meets the
requirements of sustainable development
and meets the requirements of mutual
respect between existing international legal
documents for the protection of human
rights and intangible cultural heritage,
communities, groups and individuals.
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TPU KAPTHUHDI
MHUPA KAK
CJIELL OI10XH
B JOKYMEH-
TAJIbHbIX

®UJIbMAX Ob
APAJIbCKOM
MOPE

TPU KAPTUHbI MUPA KAK CJ/IE[] 3MOXHU B AOKYMEHTAJIbHbIX ®UJIbMAX OB APAJIbCKOM MOPE

AHHOTauMA

CTpemuTtenbHasa AMHaMMUKa 06LLEN KapTUHBI MUpPa KoHLa XX — Hadvana XXI BB., 0CO6EHHO B CTpaHax
obiswero CCCP, HUBenupyeT naeonorM4yecKkyto HarnpaBeHHOCTb, TpaHCHOPMUPYET CMbICTIOBbIE 3HAYEHUS B
LOKYMEHTa/IbHOM KMHO, COXPaHAS 3CTETUHECKYIO LLEHHOCTb MPOU3BEAEHUS.

KnioueBble cnoBa: aBTOPCKOE JOKYMEHTANIbHOE KUHO, KapTuHa Mupa, ApanbCKoe Mope, coLpeanuam,
nepecTporKa U rMacHOCTb, «<HaLMOCTPOUTENLCTBO», Meana-NoTOKM LIMbPOBON 3MOXK.

BBepeHue

B oTe4yeCTBEHHOM KUHOBEAEHUH
NPaKTUYECKM HET Hay4YHbIX UCCNeaoBaHNN
O COMpPSAXKEHUU peasibHblX GaKToB
}M3HW CTPaHbl M 06LLECTBA C X
BOCMNPOU3BEAEHNEM B KUHOXPOHUKE
W JOKYMEHTa/IbHOM KMHO. B faHHOM
cTaTbe NpPUBOAATCA pesybraThl
nccnefoBaHuUs Tpex JOKYMEHTanbHbIX
GUNbMOB, CHATLIX Ha TeMY «ApasibCKoe
MOpe» B COBETCKMM nepuos, B
nepuoga «nepecTPorKK U rMacHOCTU»,
npeawectsytowmm passany CCCP u B
HalWu AHW. AHanM3 JOKYMeEHTa IbHbIX

GUNBMOB, CHATbIX Ha OJHY U Ty XKe TeMy
B pa3/iMyHble UCTOPUYECKNE 3MOXU
NO3BOJIFET BbIABUTb TpaHCHOPMaLUIO
KapTUHbI MUpa Yepe3 aBTOPCKYIO ONTUKY
pexunccepa 1 NepeocMbICINTb KyNbTypHOe
Hacnegue B 061acTn OTe4eCTBEHHOI0O
[IOKYMEHTaNbHOro KMHO 3a nocfieHue
nosgeka.

Npobnema B3aMMOOTHOLIEHWUI
peanbHOW AENCTBUTENIBHOCTU U
peanbHOCTHU, BOCNPON3BEAEHHON
B UCKYCCTBE, cnocobcTBOBana
BO3HWUKHOBEHMUIO CMEKTPa HanpaBneHun
B Hayke XIX-XXI BB. Ans nsy4yeHus
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TaKUX NOHATMI, KaK KapTWHa Mupa u

o6pa3 mupa. NoHATHE KapThUHa MUpa

— 9TO MHAMBUAYaNbHasa cUCTEMa
npeacTaBieHUM KaXKaoro YyenoBeka

0 peanbHOW OENCTBUTENIbBHOCTH,
BK/lOYaloLLLas npeactaBieHUs 0 caMoMm
4yenoBeEKe, O APYrux Noasax, 0 pasnnyHblX
daKTax, CoObITUSX, ABTEHUSAX, PEHOMEHAX,
0 BPEMEHM U NPOCTPAHCTBE, 0 GU3NYECKOM
n MeTadpM3n4ECKOM YCTPONCTBE MUpa U T.A.

K noHsATHIO KapTnHa Mupa obpallancs
O. lUneHrnep, KOTOpbIK NMcan B CBOEM
npomnsseaeHnn «3akat EBponbi» [1], 4TO
CYLLLECTBYET CTONbKO € MUPOB, CKONbKO
Jofen 1 KynbTyp, U BCA ENCTBUTENIBHOCTb
MOXeT 6bITb Npe/cTaB/ieHa B ee obpa3se,
AaoweM BO3MOXKHbIE cnoco6bl MOHUMaHKA
*U3HU. M. Xanperrep B cBoen paboTte
«Bpems KapTuHbl Mupa» [2] nucan, 4to
KapTWUHa MUpa — «<BTOPON» MUP, CO3[aHHbIN
M NOCTaBJIEHHbIN YENIOBEKOM MeXay cO60M
W peanbHOCTbIo. CornacHo Hay4yHOMY Tpyay
3. dpomma «MMeTb unu 6biTb» [3], KapTMHa
MWUpa — «KapTa Hallero NpupoaHOro u
coumanbHOro Mmpa 1 Halero Mecta B
Hem». K. . FOHr B pa6oTe «[1pobsiembl ayLin
Hallero BpeMeHu» [4] Ha3blBan KapTUHY
MUpa «KapTUHOW, KOTOPYIO Mbl pUCYEM
paau Hallewn ayLmn»,

BbiaensatoT Hay4Hyto, MUDOIOTMYECKYIO
(MM PENUTNO3HYI0), MUPOBO33PEHYECKYIO,
06pa3Hyo KapTUHbI MUpPa Kak GopMbl
06LLLEeCTBEHHOIO CO3HaHuSA. Ecnu nckyccteso
— 3TO MbILIJIEHKE B 06pa3ax, TO HayKa
— MbllLUNIEHUE B NOHATUSAX. CyLLLeCTBYIOT
TaKe 6/IM3KME NO COAEPKAHMIO MOHATUS:
cMbicnoBas KaptuHa — 0. JloTmaH «BHyTpH
MbICNALWMX MUPOB» [B], acTeTUYECKOE
BMaeHne mupa — M. BaxTuH «3cTeTuKa
CJIOBECHOr0 TBOpYecTBa» [6], MOAENb
yHusepcyma — C. CMUpHOB «[loHATHe
«0Bpas MUpa» U ero 3HaveHune ans
NCUX0N0rMK No3HaBaTeIbHbIX NPOLIECCOB»
[7], o6pa3 mupa — A. JleoHTbEB
«[lcmnxonorms obpa3sa» [8].
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Nctopus KasaxctaHa 3a nocnegHue
TpMALATb NeT OTMeYeHa rnobasnbHbIMK
cobbiTuamu: pacnaa CCCP, o6peTeHue
HEe3aBMCUMOCTH, MOCTPOEHUE U
YKpenieHne HoBOro rocyapcTtaa,

YTO HalLNOo OTParKEHWE B MOCTOSAHHO
06HOBNSAOLIENCS KAapTUHE MUPa,

B NnpoLeccax BAUSAHUSA 3CTETUKMU

BMIEO U crneunPuKn TeneBnaeHus

Ha Xy[OXECTBEHHYIO U TEXHUKO-
TEXHOJIOTMYECKYIO 3BONIOLMIO
peXmnccepcKnx NpMemos, B
NPOTUBOCTOSAHUM apT-CUHEMaA U Meana-
NOTOKOB LIMPPOBOK 3MOXU. AlbTEPHATUBON
MHTEHCMBHO TUPaXKNMpyemomn 3aypsaHoCTh
Macc-MeannHOro NPOn3BOACTBA

XXI B. ABNAIOTCH JOKYMEHTalNbHbIE
KMHemaTorpaduyeckne nponsseaeHus,
oT/iMYatlowmecs aBTOPCKMM B3MNA40M Ha
peanbHOCTb.

[aHHas cTatbsl NpMBOANUT NPUMEPDI U
pes3ynbraTtbl UccnefoBaHus, KOTopble MOryT
OblTb NOME3HbI 4/15 UCM0JIb30BAHUSA HOBOIO
noaxoja B U3yYeHUM IOKYMEHTaNbHOro
KWHO. NccneaoBaHne JOKYMEHTaNbHbIX
GUNBbMOB B KOHTEKCTE AMHAMWKU KapTUHbI
MWpPa UK B KOHTEKCTE YHUKaNbHOWM
KapTUHblI MUpa NpeaocTaBaseT
BO3MOXHOCTb paccMatpmBaTb 3KpaHHoe
Npon3BeEHNE HE C TOYKU 3PEHUS
NpPaBAMBOCTU XPOHUKANbHOMO JOKYMEHTa,
a KakK cnej anoxu 4yepes aBTOPCKYHO OMNTUKY
pexuccepa.

MeToabl

B naHHOM cTaTbe NpPUMEHSeTCs
KOMMMEKCHbIV NOAXo[, BKIOUatoLWMM
HECKO/IbKO METOA0B, B NEPBYIO 04epeb
CTPYKTYPHbIV aHanu3. 3TOoT MeTOS
nccneaoBaHUs OCyLLLECTBASETCS Ha
OCHOBE 3HAKOBbIX CUCTEM, TEM CaMbIM
OKa3blBaeTCs TECHO CBSA3aHHbLIM C
CEMUOTUKOM (HayKa 0 3HaKOBbIX cUCTEMaX)
W CEMaHTMKOM (HayKa O cMmbicnax).
«CTPYKTYpanmM3m TAroTeeT K repmMeTn3my,
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T.€. K 3aKpbITOMY pacCMOTPEHMIO, Koraa
aKLIEHTMPYETCS 3aMKHYTOCTb AaHHOWM
CUCTEMBI.

[epMeHeBTMYECKUIW aHann3
npegnonaraert, 4To Jtboe
ayauoBuM3yanbHOe Npou3BeaeHune, B
AaHHOM cny4ae Nto6on JOKYMEHTabHbIN
dunbm, uccnegoBartenb paccMmaTtpmuBaeT
KaK TEKCT. AjeKBaTHOe NOHMMaHue
pas3fiMYHbIX TEKCTOB M UX MHTEpPNpeTauus
— OlHa U3 CIIOXKHENLUUX 3a4aY,

CTOSILLMX Nepea KMHOBEAOM, 0COBEHHO
B TOM Cfly4ae, Korga uccneayores
JIOKYMEHTabHble NPON3BEEHNS,
obnagatwoume rnybokum puaocodcKnm
CMbIC/TIOM U CY6bEKTUBHbLIM B3INS10M
Ha peanbHOCTb. XyA0XKeCTBEHHAs
HanpaB/IEHHOCTb FrEPMEHEBTUYECKOIO
aHanM3a No3BOASET UCMO/Ib30BaTb
MHOECTBO Pas/IM4HbIX N/1acTOB,
3a/I0KEHHbIX B MOJACO3HAHUM pexunccepa,
€ro TBOPYECKOro 6araxa, TIMYHOro
onbiTa. [epMeHeBTUYECKMI aHanm3
$GMNBMOB B COBOKYMHOCTHU C [MTyOUHHbIM
WMHTEPBbIO NOATBEPHKAAET TOT GAKT, YTO
caMOMy pexkuccepy TPyAHO ONpeaenuTb,
roe oH pabotaeT 0CO3HaHHO, a rae
6ecco3HaTenbHo. bbina BhisiBNEHa
3aBMCUMOCTb MCMOSIb30BaHNS
XYAOXECTBEHHbIX NPUEMOB OT
Cy6bEKTUBHOIO BUAEHUS peXMCCEpa.

KomnapaTuBUCTCKUIM MeTo
nuccnenoBaHus NO3BONI PELWINTL 3aaa4y
Mo BbISIB/IEHWNIO aBTOHOMHbIX KapTUH MUpa
W NpocneauTb TEHAEHLIMN PEKNCCEPCKMX
NpPMeEMOB BOCNPOM3BEAEHHUA peaibHOCTH
B TBOPYECTBE Pa3HbIX PEHNCCEPOB BO
BPEMEHHOM MPOTIKEHHOCTU B KOHTEKCTE
AMHAMWKK KapTuHbl Mupa. Tak, B
[AaHHOW cTaTbe NPMBOAATCS pe3ynbraThl
nccnenoBaHusl Pas3nMynin KapTUHb
MMpa TPEX Ka3axCTaHCKMX PeXMCccepoB-
nokymeHtanuctoB (0. Aéues, C. A3UMOB,
E. CyBOpOBA) 4epe3 aHaNn3 PEXNCCEPCKUX
NPMEMOB BOCMNPOM3BEAEHNSA peaibHOCTH B

dunbMax Ha TeMy ApanbCKOro Mopsl.

Pe3ynbrartbl

dunbm «llo cnegam o0gHOro NMcCbMa»
(1969) pexuccepa Opasa AbuiieBa
nocBsWeH ApanbCKOMY MOPHO U XU3HHU
pblI6aKOB U, KaK HanMcaHo B KHUre
Hasupbl PaxmaHKbI3bl (MyKyweBon) «Opa3s
AbuLLEB», «<IBNSETCHA NPOM3BEEHNEM
rny6oKo ¢prnocodCcKoro cogepaHng
1 3aHMMaeT 0co60e MeCTo B UCTOPUU
Ka3axCKOro JJOKYMEHTaNIbHOIro KMHO» [9,
€.137]. 310T dUnbM 6bI1 NOL 3aNPETOM
JIoNrve roabl, Tak Kak yxe Toraa Apan ctan
MeNeTb, U pexxunccep nonbitancsa nepenarb
CBOIO TPEBOTY yCTaMu KanuTaHa 04HOro n3
PbI6ONOBELKUX CYAEH.

[JoKymeHTanbHaa KapTuHa OT/iMyaeTcs
BEJ/IMKOJIENHOM ONepaTopcKon paboTon,
MeTadOopPUYHOCTbIO 06pa30B. 3T0
NO3TUYHbLIN PUSIbM O BEYHbIX LEHHOCTSX,
nonajalowmnm B HalUMOHanbHble
apxeTunbl, KOTOpble 3a4atoT 06LLYI0
CTPYKTYPY INHHOCTHK U NPK NPOBYKAEHWUM
TBOPYECKOM aKTMBHOCTU B CO3HaHWM
YyesioBeKa NpoayLunpytoT o6pasbl
MMUpoco3epuaTtenbHoro Tuna. B ocHoBe
dunbma — NMCbMo JIeHWHa apaibCKUM
pblibakaM € Npocb60oM O MOMOLLM
ronoaatowmnm Mosomxbs. Ctapuk CbiablK
SIBNSETCS CBUAETENIEM 3TOr0 COObLITUS.
Crapuk — o6pa3 BE4YHON MY POCTH,
CaKpalbHOW CBSA3M C APEBHUM MOPEM.
PebeHOK — onuueTBopeHue Byayliero,
HEenpepbIBHOCTN TEYEHNS KMU3HWU. Mope
— BEYHO U3MeHsoLleecs 6biITUE U BPeEMS.
3T KONNEKTUBHbIE YHUBEPCANbHbIE
MOTUBbI, BO3HUKAIOLWINE N3 KONJTEKTUBHOIO
6ecco3HaTeNbHOro, ABAAOTCH OCHOBHbLIM
cofeprKaHMeM HapoaHbIX MUGDOB, Nerexs,
CKa30K, NPOoSIBASAIOLINXCA B CHOBUAEHUAX U
rpe3ax 4enoBeKa.

CornacHo W.K. KycanHoBy, «<Muosbl
— ¥MBas cylWHOCTb. B cpeae cBoero
€CTeCTBEHHOI0 aHOHMMHOrO 6bITOBaHMUS
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OHW MHOXaTcCsl, BETBATCS, KakK sillepuLbl
TEPSOT CBOU XBOCTbl U BHOBb UX
OTpalLMBalOT B KO/IIEKTUBHOM pa3yme»
[10, c.9].

O6pa3sbl ManbyinKa KyTtTbi6as, loHOLW K
AMaHTasl, KOTOPbIM TOJIbKO Ha4YMHAET NyTb
pbl6aKa, MyX4nHbl B neTax *ymamobeTa,
cobupalolerocs BblIMTU Ha 3aCNyeHHbIN
OTablX, U cTapuKa Chigbika ancaHbaeBa
COCTaB/AOT HE3PUMYIO NPEEMCTBEHHOCTb
NMOKOJIEHWUN, }UBYLLMX Y MOPS U }KUBYLLMX
MopeM. «B TpaanuMoHHbIX 06LLLeCTBaXxX
«CUTYaLIMS KM3HW» OTAENIbHOrO YeNoBeKa
Hepas3pbIBHO CBA3aHa C KaTeropueu
BO3pacTa, KoTopas onpeaensiet ero
MU3HEOoLLYLLLEHME, CTEPEOTUNbI NOBEAEHUS,
O6LLLECTBEHHbLIW CTaTyC, NpaBa u
06513aHHOCTU. B TpaAMLIMOHHOM Ka3axCKOM
o6LwecTBe B OCHOBE Nepuoansaumm
4yeI0BEYECKOW XU3HU nexan 12-neTHnn
(FOnuTepHbIN) UMKI: AeTcTBO (1-12 neT),
MosiofocTb (12-24 roaa), 3penoctb (24—
36, 36-48 nert), ctapocTtb (48-60 n nanee
neT). CoOTBETCTBEHHO, 06LLECTBO AEUNIOCH
Ha BO3pacCTHbIE KNaHbl: AETU, MONOAENKD,

3penble YieHbl poaa u ctapubi» [11,
¢.30].

Tpya pbl6aKoB NoOKa3aH B
3KCMNPECCUOHUCTCKON U NOITUYHOM MaHepe
CbEMOK. Pexxnccep cosgaet ranepeto
NOPTPETOB CUMIbHbLIX, OYXOTBOPEHHbIX
nogen. «OT 6eckparHen WNPK CTEMN OHU
B35/IM CUNY Ayxa, OT BYMHOro BeTpa —
MOLLHOE AblxaHWe, OT 6eCKparnHUX paBHUH
— CMNOKOWHbIN XxapaKTep, OT CbINy4Ynx
NECKOB — KOYEBOM 06pa3 KM3HW» [9,
c.137].

3T10T GUNbM — KenaHue pexxmnccepa
0. A6bMLeBa BOCCTaHOBUTb HapYLLEHHbIN
6anaHc Mexay ero BHyTPEHHEN,
TArOTELLEN K HALMOHANbHOW, B CBOEM
a4epHOM o06pa3e, KapTUHOW MUpa U
COBETCKON opULManbHON KapTUHON
MWpa — «HauMOHaNbLHOM rno popme
N UHTEPHALIMOHAIbHOM MO CYTU»,
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OorpaHuynBaloLEN KECTKUMN PpaMKaMu
NOMbITKM HALMOHANbHOIO CAMOCO3HaHMS.
dunbm Ceprest A3nmoBa «*KoKTtay»

(1989) 06 ApanbCKOM MOpPE, CHATbIN Ha
ctyanm «Kasaxdunbm», AIMTCS OKONO
Yyaca W BbICTPOEH MO BCEM MNpaBunam
JpamaTypruyecKkoro pasBuTus: 3aBsi3Ka,
pa3BUTHUE TEMBbI, HapacTaHWe BHYTPEHHErO
KOH®NUKTA, KyNIbMUHALMUA U OTKPbITbIN
duHan. 3To npouwaHue ¢ ApEBHUM U
HeKoraa BeIMKUM ApasibCKUM MOPEM
(6b110 B ABa pa3a 6onblue bankana),
KOTOPOE KOPMWJIO U3 NOKOJSIEHNS B
NMOKONEHNE MECTHbIX XXUTENIEN N ABNASIOCH
CMbIC/IOM WX KU3HW.

KapTuHa Ha4ynHaeTcs ¢ Kaapos
NMOXOPOH: CYPOBbIE NNLE MYKUYMH, HECYLLIUX
HOCMIIKU C TEJIOM MOKONHOIO, YKPbITOro
KoBpoOM. [0/10C AMKTOpa rOBOPUT O BEYHOM
ob6page npowaHusa «Koktay». 06pag
NOXOPOH 3aKaH4YMBaeTcsd MeTapopPUUYHbIM
KaapoMm Heba, NpoyYepYEeHHOro KpecT-
HaKpecCT TaloLWUMK CieaaMu OT ABYX
peaKTUBHbIX CaMONETOB.

B Mope Bnagasno gse pekn — AMy-Zlapbs
n Cbip-Aapbs, KOTopble NpoTeKanu no
Tepputopuam TypkMeHuu, Kblprbi3cTaHa,
Y36ekuctaHa n KazaxctaHa. Ewwe
25 neT Ha3aj X1M3Hb BOKPYr Apana
npouBeTtana. PbibonoBeLKMe cyaHa
BbIXOAW/IM B MOPE 1 BO3BpPalLaimncb C
6oraTblM YN1IOBOM, KOTOPbLIM caBasnu Ha
pbi6onepepabatbiBalowme 3aBobl. bbin
co3faH uccnenoBaTe/ibCKUM UHCTUTYT,
KOTOPbIN Tenepb 3aKkpbliT. CoxpaHuacs
My3€eW, rae npeacraBieHbl UCHESHYBLUNE
BUAbI PbiObl: apalibCKUIN ca3aH, Wun
(oceTpoBbIN), Kepex, CoM. Tenepb 3T0
NMPOCTO HUKOMY HEHYXHblE 3KCMNOoHaThI.

HepasymHas nonuTnKka npaBuTeNbCTBA
CCCP no opolieHu1to NycTbIHHbIX 3eMeflb
N9 BblpallMBaHUA X/10MNKa 1 puca npueena
K rMéenn Mops U K 3KOJI0TMYEeCKOoM
KaTactpode. MameHunnca knmmar, noau
Havyanu 6051eTb, IETCKas CMePTHOCTb
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npesBbiCUIa BCe AOMNYCTUMbIE HOPMbI.
Pexxuccep ncnonbayet B MoHTaxe PI1
co3faHna Mmetadopbl pa3pbiBa MeXay
ABYMS MUpaMu: obuLManbHbIM K
3aewHuM. Kagpbl Knagbuua ¢ ntonbKamu
— 6ecrKaMu NoBePX ETCKUX MOMUN
(onopHbIN Kaap) niu paccKkas KeHLUWMHbI,
noTepsiBLIEN NATEPLIX AETEN, YepeayoTcs
C KagpaMu COBETCKOM XPOHUKH, B KOTOPbIX
JMKTOPCKWI rosioc 60po panopTyeT o
TOM, KaK Ha OpOLLEHHbIX 3eMJISX NPOBOAAT
cOop xnonkKa: «<Y3beKncTtaH npeoaonen
LIEeCTU MUINMOHHBIN pybexk!». Kaapbl

C pafoCTHbIMU MPUBETCTBEHHbLIMU
nouenysiMu napTuriHbix 60H3: bpexHeBa,
Pawuvaosa 1 npo4mx nepeBoast Gunbm B
pa3psa OCTPOCOLMaNbHbIX.

Pexuccep nogHMMaET UCTOPUK O
B3ATKax Mo «y36eKCKOMY Aefy», MPUNUCKaX
NO HEYYTEHHbLIM 3eMNAM, 3ab60nayMBaHuIO
noys. B Kagpe paccy>aatoT O YyXHKunX
ownbKax nnun onpaBabiBaOTCS CEKPETapH
06KOMOB, YUHOBHMKM pa3HbIX PaHIOB.
Co3spaeTtcs ollylleHWe NOAHOro pa3pbiBa
Mexay BnacTbio U HapodoM. NaMATHrUKaMu
HeJaBHEN BCe03BOJIEHHOCTU HEYMHbIX
BnacTen NoABASAIOTCS Ha 3IKpaHe
onycTteBLIne NOCeNKn, Knagobulua,
3aHeCeHHble NecKoM, MepTBble Kopabiu,
nyctoe Koneco 0603peHuns B Hykyce.

Cawm pexunccep A3MMOB CBSI3aH
¢ ApanbCKMM MOpPeM CBOUM MECTOM
poxaeHus. Noatomy dunbmy npucyLla
aBTOpCKas MHToOHaums. B dunbme
€CTb 3MNK130J, rae pexuccep noceulaet
Moruny ceoero gefa Asamma Cepren ynbl,
NOXOPOHEHHOro B Kapakannakuu Ha
BbICOKOM MpaBom 6epery AMy-Zlapbu
Ha ApeBHenweM Knaaébulie Mysynym
XaH Cyny. Morunbl 3anofiIHEHbl BOAOW.

B Kagpe 3By4uT rosioc A3mmoBa:
«[peaKun npegycMoTpenn Bce, HO 3TOro
NpeaycMOTPETb HE MOT/IN».

MHTEPBbLIO XUTENen NpoHn3aHbl 60/1bi0

W pa3oyapoBaHUEM. YUUTeNb CETYET, YTO

BCE MEHbLLE EeTEN B LLIKONAX, TEXHONOI
no pbi6oobpaboTKe HKacapan Analinaes
XoTen 6bl yexaTb, Aa Hekyaa, a Ceprem
bakaylweB, KOTOpbIKM caM cebs Ha3biBaeT
«CYXOMNYTHbIX KanuTaH HECYLLLECTBYIOLWErO
MOpP$», MBET TOJIbKO BOCMOMUHAHUAMM.
TynereH AUMGETOB, TOXe ObIBLINN
KanutaH, lepon CounanmcTtn4yeckoro
Tpyna, Ha3blBaeT cebs «HEBOJIbHbIM
W3rHaHHUKOM». Pexknccep ncnonbayet
Kaapbl XPOHWKKU ABaALaTUIETHEN
JaBHOCTH, rae AMMOETOB, CTOS Ha
KanuTaHCKOM MOCTUKE, BELET CBOE CYAHO,
W COMOCTaBJ/ISIET XPOHUKY C KapaMu
OCTaHKOB Kopabnen, N0 KOTopbIM Tenepb
ObIBLLUWK KanuTaH BEAET Ha «9KCKYPCULO»
CbeMoYHyto rpynny. Bot gBa Tptoma,
KoTopble Korga-to BMelanu ao 30 TOHH
pbi6bl, @ TENEPb — BCE PrKaByYMHA U THUNb.
«[1TnaKaTtb xo4eTcs», - roBOPUT AUMOETOB.
OH He BepwuT, 4To Apasi MOXXHO BO3POAUTb.

Bbipoc/io noKoneHne, KOTOPOE YXKe He
NOMHUT ApafibCKOro Mops, U HUKOr4a HU
OHMW, HU UX IETU YIKE HEe CTaHYT pbl6aKkaMu.
Ho MHOrMe NpoaomKaltoT }NUTb Ha 3emMne
NpPeKoB, OOHU HAZETCs U KaOYT OT
npaBuTENbCTBA peanbHbIX Aen, apyrue
¥UBYT BOCNOMUHaHUSIMU U YXKe He BEpST B
BO3poXaeHne Apana. Ho gaxe B cuTyaumu
NOMHOIO Pa3o0peHUs U BeACTBUA MHOTNe
apasblibl OCTAlOTCH KWUTb Ha BbICOXLINX
6eperax, 6yay4m BEPHbIMU NaMATH
ObiBLIErOo Mopsi. Opa3ban A6anpaxMaHoB,
nucaTenb M3 Kapakannakuu, roBOPUT:
«Haw ayx, Halle JOCTOMHCTBO — Moj cTaTb
Apany».

MecCTHble KWUTEeNN NPOBOAAT MUTUHI
«Mbl He yeem» ¢ yd4aCcTUEM r'YMaHUTapHOro
[lecaHTa — gesitenen KyabTypbl U UCKYCCTBa.
MucaTtenb J1. JTaTblHUH KOHCTaTUPYET: «[ANng
neten mope — Mud. Ho Te, KTO MOMHUT
Apan, cBi3aHbl C HUM AyLWwoWn. lNoatomy
MOpe ellle }1BOo. Koraa He CTaHeT U 3TuX,
MOpe — YMPET».

MpoH3utenbHas necHs «Lankap
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KeHecC» 3BY4YMT KaK PpeKBUEM MO MOPIO

B UCMOSTHEHNUN MECTHOM HUTENbHULLbI.
OHa BcrnomMuHaeT cBoto cBaabby.
BocnoMuHaHWs UNNIOCTPUPYIOTCS KaapaMu
XPOHWKWU. BnnKM BOAblI HA CHACTINBbIX
JINLax: }EeHUX U HEBeCTa Ha 6opTY cyaHa.
HKeHuwunHa BCNOMMUHAET, KaK cBaboy
cneunanbHO AN CbeMOYHOW rpynnbl elle
pa3s npoBenu CrnycTd HECKONbKO AHEN.

M ¢ ropeybio KOHCTaTUPYET, YTOo Tenepb
BCE U3MEHUNOCH: «Apar, KaK pebeHkKa,
OTHSANM OT rpyau — OT ABYX pekK... [eTn
6oneloT. A lop6ayeB 1 KonbWH HMYero

He roBopAT 0 rméenn ApanbCKOro Mops,
3aKpbIBalOT rMasa Ha Halluu 6efbl».
Pexxuccep A3MMOB BHOBb UCMONb3YET
npvemM NPOTUBOMNOCTAB/IEHUS ABYX MUPOB
B MOHTa)e: B Kagpe XPOHUKa NOKOPEHMUS
NycTblHW B COMNPOBOXKAEHUN 604POro
JMKTOPCKOro TEKCTa O TOM, KaK «C UMEHEM
CranuHa ctenb 3aLBenar.

MocTeneHHO pexuccep co3naet
rpynnoBOW NOPTPET apasibLieB — YECTHLIX
TPYEHUKOB, NpeaaHHbIX CBOEN 3eMiie,

M NPOTMBOMNOCTaBNSAET UM TEX, KTO
BOMJIOLLAET BNacTb, KOTOpas caenana

M3 MOJ1I0[I0r0 NOKONEHNSA apanbLEeB
HEBOJIbHbIX MAHKYPTOB, HE MOMHSLLUX
Apana. [TaHopaMa no pXaBbiM cyfaMm,
CTOSILLMM Ha pacTpecKaBLlencs nycTblHe
ObIBLIEr0 MOPCKOro 6epera ¢ Ha3BaHUAMMU
«TagUKNCTaH», «Y36EeKUCTaH», «J1aTBuUS»,
«YKpauHa», cHATas 3a ABa roja Ao pa3Bana
CCCP, B Hallie BpeMsl 06peTaeT COBCEM
HOBble, HeBeloMble B 1989 rofy cMbIC/bI.

Ceprevt A3MMOB B MHTEPBbIO paccKasar
NCTOPUIO CbEMOK CUMBOJIMYECKOM
naHopambl No kopabnsam. Punbm
CHUManNCcs ¢ 60NbLIMM TPYAOM, B TSHENbIX
ycnoBusix. B ntore Becb CHATLIM MaTtepuan
OKa3zaJicsl HEeroflHblM, TaK Kak KMHOMJIEHKa
Oblia 6pakoBaHHON. Pexxuccep onro
cobupancs ¢ cunamu, YTo6bl BEPHYTLCS
Ha Apa/l ¥ BO30OOHOBUTb CbEMKMU.

Y3HaB, 4To Kopab/in C Ha3BaHUAMMU
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ObIBLLWX COBETCKUX pecnybiMK Ha AHAX
cobupatotcs yTunu3ampoBaTb, A3MMOB
CMOI JOrOBOPUTLCH O NpeaocTaBiIeHnK
BEpTOJIETa A1 CbEMOYHOW rpynnbl U
ycnen cHAaTb NnaHopamy. bnarogaps Takum
OMOpHbIM Kagpam (Hebo co cnegamu ot
PEaKTUBHbIX CAMONETOB, NepevYepKHyToE
KpecT-HaKpecCT; Knaaoulle ¢ AETCKUMHU
JI0NIbKaMn NOBEPX MOMU; MePTBbIE
pbI6oSIOBELME Cyaa C Ha3BaHUAMMU
COIO3HbIX pecnybnnK) dpunbm obpen
MeTapOpPUYHOCTb, a MOPOMN NPoOpPOYECKOE
3BYy4YaHue.

®unbm C. A3MMoOBa, CHATbLIN B
«epecTpoeyHbIn» Nepuog, 4oCTUraeT
BbICOKOI0 YPOBHS TBOPYECKOIO
0606LeHns. TpeBory 3a ymupatoLmm
Apan, 60/1b 3a cTpajatowmn Hapoy,
paspylleHHble cyabbbl HeKoraa
CYaCT/IMBbLIX l0AeN, pa3mblBaHKe
MOIKA NPeaKoB pPeXnccep Bblpasu
yepes pa3pylleHne apxeTunoB: ETCKMe
JIIONIbKKX Ha MOoruniax, ymmpaloLiee mope,
pXaBetolme pblboNoBELKMUE CyIHa KaK
CUMBOJ1 Obl/IOM NMOSTHOKPOBHOM U3HMU.

KapTuHa Mupa anokanunTtuyHa, 4to
XapaKTepHOo A/1s Toro nepmojaa.

dunbm KatepuHbl CyBopoBow «3aBTpa
mMope» (2017) npeanaraet CBOK BEPCULO
pa3BuUTUS TeMbl ApanbCKoro mops. B
KapTMHE HECKOJIbKO repoeBs: 6puraga
MECTHbIX }UTEeNen, NPOMbILLIAOLLINX
TOProBsien MeTansiom, 406bITbIM U3
CTapblx Kopabnewn; Monoaas XeHLIMHa,
3aHMMaloWasnca nsyyeHmem Apana,
YPOXEHKa 3[0ELIHUX MECT; y4UTENb CPEHEN
LLKOSbI, Y KOTOPOTrO C Ka)XablM rogom
BCE MEHbLLE YYHEHUKOB; NOXuKNasa yeta —
MECTHbIE XMWTEeNN, KOTOPbIM HEKYAa yexaTb;
CTapuK, «BO3A€eNbIBAOLLIMK CBOM cagy,
KOTOPbIN HE XO4ET OPOCUTb BETXMN JOMUK
Ha 6epery ObIBLUIEr0 MOPS M NepeexaTb
K B3POC/IbIM AETSM U XKEHE B panLeHTp;
napeHb, KOTOPbIN ULWLET paboTy, U apyrue
NepPCOoHaMXM.
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MepBble Nnonyaca BCMaTpmMBaHus B ObIT
Nogen elle AepKUTCS Ha NenTMOTUBaX
W Ha CMEHe OLLYLLEHNI: OKPYXKatoLWwmin
OblBLIEE MOPE MUP MEPTBbLIX Kopabnen,
KOTOpble pacnuanBaloT Anas caaym B
METasSIoONIOM MECTHbIE UTESNN; NOTYrU
CTapuvKa no Bo3aenbiBaHWIo caja-
oropoja Ha doHe 3abpPoLIEHHOCTH
necyaHbIx naHawWadToB; NOArOTOBKA K
npasaHUKy Mops € peneTuunen TaHues
W OJIMHHbBIMM MOJIOTHAMM FoNy6om TKaHu,
CUMBOJIU3UPYIOLLEN MOpE.

Ho Koraa 3To BcMaTpmMBaHue
npojosnxKaetcs 6onee yaca, a
3MOLIMOHAJIbHOE HaMpsKeHUe,
nosiBuBLleecs O6bl10 B Havane, yctyrnaet
MECTO CKYKe, HEU36EKEH BbIBOA,

YTO KapTWHa He cnoxunacbk. Punbm
CyBOpPOBOM, MOCTPOEHHbIN MO 3aKOHaM
NO33UK UK MY3bIKW NPK pacnibiB4aToON
KOMMO3ULMOHHOW dpopMe, co3aeT
OLLYLLLEHWE MOHOTOHHOCTHK M OTCYTCTBMUS
chopMynnpoBaHHoOM naen. MaxopHble
HOTbI B GMHanNe nNo noBoay BO3HUKHOBEHMS
Manoro Apana HUBENPYHOTCS
HaKOMJIEHHbIM HEraTUBOM MNPEeAbIAYLLETO
Martepwuana.

KapTtuHa mmnpa CyBOpOBOM, C OHOM
CTOPOHbI, ABNSET 3PUTENIO AbllLaLLWH
Ha nagaH MUp CTapuKa, LenastoLLEerocs
3a cBoOM cafl, NOTEPSAHHBIX PbiGaKOB,
NUWIMBLINXCA PaboTbl, HENPUCTPOEHHbIX
MOJIOAbIX SI0JIEN B NOUCKaX paboThl,
JINXUX «PaCXUTUTENEN PbIOOTIOBELIKUX
Cy[lEH» N IPYrUX ayTcanaepoB HblHeLIHEN
*U3HU. C Apyrom CTOPOHbI, pexunccep
NbITAETCH BCENUTb HOTKY ONTUMU3Ma
yepes OCTaBLUYIOCH, HECMOTPS HU Ha 4TO,
[eBYLLIKY-61osiora. MHdopmaumsa o TOM, 4TO
Apan onaTb BO3POXKAAETCHA TaK M OCTAETCH
nHbopMaLmen, Tak KaKk HaKomnaeHue
JenpeccMBHbIX KaApPOB 3MOLMOHANbHO
nepeBeLINBaET.

B naHHOWM cTaTbe He CTOUT 3ajada

OLIEHMBATb KapTUHY MMpa TOro UK MHOIO
pexunccepa. MIHTepeceH NpUHLKN BbIGOpa
onpeaeneHHbIX PEXUCCEPCKMUX MPUEMOB
BOCIMPOU3BEIEHUS PEanbHOCTU ANs
CO37aHWNs onpeaeneHHon KapTuHbl MUpa
KaK eIMHCTBEHHO NOAJIMHHOW.

«[logo6HbIM NOAX0A MO3BOAUT NOKa3aTb
He CTONbKO GOopMyny B3aUMOOENCTBUS
XYOOXHMKa U BNacTn Ui Mepy
[106pOCOBECTHONO TpyAa 3KPaHHOIo
NIETOMNMUCHOIO NOBECTBOBAHUS, CKOJTIbKO
pa3Hble MOAeNN BUOAEHUSA MUPa,
CBOWCTBEHHbIE TIOAAM, KUBLUUM B TOT
WU MHOW UCTOPUYECKMI nepuros, co
BCEMW UX UNIO3USAMU, UAEOSTIOTMHECKUMMU
daHTOMaMu 1 3abayKaeHnamMun. Ham
BaXKHO MOHATb, KaK N0an YyBCTBOBAU
CcBO€ BpeMsl. A aKpaHHbIA JOKYMEHT
COXpaHsieT aypy 4yBCTBEHHOIO
NOHWMaHWS OENCTBUTENBHOCTH. Mbl
He 6yaeM OLlEHMBaATb TBOPYECTBO
JIOKYMEHTAIMCTOB U XPOHUKEPOB C TOYKHM
3PEHUS «BbICLLIErO» KPUTEPUS UCTUHHOCTHU
WK BbIPa3nUTENbHOCTH, HO NOcTapaemcs
NMOHATb NOYEMY BO3HUKANM pasHble
METOAbl CbEMKM, NOYEMY POXKAANUCH TE
WX UHbIE 3KPAHHbIE MOAENN PEANbHOCTM»
[12,c.12-13].

«TeHAeHUMN, IOMUHUPYIOLINE B
KnHematorpade Ha Kaxaom aTtane,
He Bcerga coBnagatoT € raBHbIMM
TBOPYECKMMM AOCTUKEHUAMU JAHHOIO
neprojaa, Ho oTparkatoT B cebe
0COBEHHOCTM rocy1apCTBEHHOIO CTPOS,
YPOBHS LEEH3YpPbl, Ky/1bTYPbl 3pPUTENIbCKOIro
BOCMNPUATHSA, TEXHUYECKOTO Pa3BUTUS
KMHOMNPOM3BOACTBA M KMHOMPOKATa 1 T.4.»
[13, c.33].

Ta6bnuua 1. Pe3ynbrathbl aHan1M3a
GUNbMOB, CHATbLIX 06 ApanbCKOM Mope
B KOHTEKCTE AMHAMMUKN KapTUHbI MMpa
(1969-2017 rr.)
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Ha3BaHwue dunbma,

K. CyBopoBa

Tema pexmnceep lon KapTtuHa mupa
ApanbcKoe Mope «[o cnegam ogHoro nucbMa» | 1969 npoTMBOpPeEYnE MeXxay
0. AbuweB COBETCKOM KapTUHOW MUpa
M NaTEeHTHOM KapTUHOW MUpa
«HaLUMOCTPOUTENBCTBA»
«KokTtay» 1989 KapTuHa mupa
C. A3umoB «MepPecTPoOnKu U
rNacHoOCTU» U HavYana
«HaLUMOCTpOUTENbCTBAY
«3aBTpa mope» 2017 KapTvHa Mupa macc-

Meana HoBOW LindpoBow
peanbHOCTU U YKpenneHus
rocyapCTBEHHOCTH

AunckKyccuna

lMpoBeaeHHoOE UccnegoBaHme
JOKYMEHTaNbHbIX GUIBbMOB, CHATbIX
Ha OfHY U Ty Xe TEMY, HO B pas/inyHble
NCTOPUYECKMNE 3MOXH, 0BYC/TIOBSIEHO
npo6semMoin BOCMPOU3BELEHUSA peanbHOCTH
B ee rny6oKomM GunI0CoOCKOM OCMbICIEHUH,
XapaKTepuayloLwemMcs BaXHbIM JyXOBHO-
3CTETUYECKMM BJIMSHUEM HaA COBPEMEHHOE
obuwectBo. LludpoBasn peBontoLus,
pa3sutne CMU, CMK 1 oco6eHHO
MHTepHeTa, cCnocob6CTBYIOT GOPMUPOBAHUIO
BOCMNPUATUS AENCTBUTENBHOCTH
COBPEMEHHBIM YE/TOBEKOM Yepes
3KpaHHOE BOCNPOM3BEAEHMNE PEaNbHOCTH.
CornacHo A. HoBnKkoBoW, pa3Bunachb
3HaKoBasi cUCTeMa B3anUMOAENCTBUS
pexuccepa co 3puUTenemMm, nNpuyem,
«Kaw bl 3HaK HECET KonoccabHbIn
MHPOPMALMOHHbIM CMbIC, @ COBOKYMNMHOCTb
3HAKOB CO34aeT peanbHOCTb Macc Meana»
[14, c. 108].

[JOKyMeHTanbHOE KNHO, B OT/INYME
OT InTEepaTypbl U My3blKHK, ABSETCS
3penuiHbIM BUAOM UCKycCcTBa. Ecnun npu
NPOYTEHUM NI NPOUBHECEHUM C/IOBA
«jalllKa» y Kaxaoro BO3HMKaeT CBOM
06pa3s Yalllku, TO Ha 3KpaHe 3puUTesb
BUIWT Ty YalliKy, KOTOPYIO EMY NOKa3biBaeT
pexuccep. 3Ta Yalllka CTaHOBUTCS 06LLEN
ansa Bcex 3putenen. Ho ata yalka —
He peanbHas, He OObEKTMBHAS, OHa
co3[aHa pexuccepom u obnagaer Tem
3HayeHWeM, KOTopoe OH e npugaet. To
e KacaeTcs BCero, 4To BUAUT 3pUTENb Ha
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3KpaHe: OKpyKalolLlero Mmpa, 4enoBeka,
NPeaMEeTOB, XXUBOTHbIX, PACTEHUN U

np. Ho cyTb YalllkK, KaK Bellu B cebe,
HEeMnoCTUXKMMa, OHa He OTKPbIBaeTCH,

KaK B6bl TasiCb B COGCTBEHHOM YalUKOCTH.
Xangerrep nuuwer: «Hawa octaeTcs
€MKOCTbIO, NpeAcTaBASIeM Mbl €€ UK HET.
KaKk eMKoCTb, Yalla CTOMT caMa Nno cebe»
[2,c.317].

JOKyMeHTanbHOE KMHO — BU.
KWMHOWUCKYCCTBa, MaTepuanom
KOTOPOro ABASIOTCH CbEMKH
NOA/IMHHbBIX COBbITUIA, OCHOBbLIBAETCSH
Ha JOCTOBEPHOCTU haKTUYECKOro
Martepuana: OKyMeHTa/lbHON CbeMKE
GaKToB, ABJIEHWH, KUHO-, $OTO-

, IOKyMeHTax, apTedaKTtax, Apyrom
MKOHOrpadmn4yecKom martepuane u np.
CornacHo I. NpoKnKo, «3BontoLms
«0bpasa peanbHOCTU» B 9KPAHHOM
[IOKYMEHTE UMEET YKe CBOI UCTOPUIO,
KoTopas onpegaensieTcs Kak «<Mctopusa
3KPaAHHOW JOKYMEHTANIMCTUKM» U COAEPHKUT
noapo6HbI aHanM3 nocnegoBaTesbHbIX
LaroB JOKYMEHTaIMCTOB MuMpa

B OCBOEHWMW CUCTEMbI IKPAHHOIO
OTOOPaXKEHUS IENCTBUTENBHOCTH B
GopmMe XPOHMKaNbHOIo COOBLEHUS UK
XYAOXEeCTBEHHOW aBTOPCKOM pedreKcum»
[12,c.9].

CoBpeMeHHasi JOKYMeHTabHas
KWMHO-BMOEO0-NPOAYKLUSA pa3dHoo6pa3Ha
B CBOMX MPOSIBNEHUSAX N AENNUTCH MO
CBOWM 3aja4aM B3auMOLENCTBUSA C
peanbHOCTblO: COBbITUMHAsS XPOHUKA;
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KWMHO-BMAEO-OMKCaUMa ANng cneumnanbHbiX
Lenewn (Hanpumep, CbeMKn ans

Hay4HbIX UCCnefoBaHUM, KOCMUYECKUE
CbEMKMU U1 T.4.); NpodeccruoHanbHoe
BUEOHabN0AEeHME N PUKCaLUS (OXPAHHbIE
GYHKLWK, NOSIULENCKMUE MPOTOKOJIbI U MP.);
KWMHO-BUOEO-NE€TONMNCb — BOCNPOU3BEAEHNE
peanbHOCTU He 1711 HOBOCTHbIX NMPorpamMm,
a 4n1s UCTopuu (rocyaapCTBEHHbIE
apXxuBbl); NOBUTENbCKAA KMHO-
BMAEO-NPOAYKLMS (HaCTHbIE apXMBHbI,
collmanbHble CETU, Pa3iMyHble MHTEPHET-
pecypchbl, 6510r1 1 Np.); BUAEO-apT UK
3KCNepUMEHTaNbHOE KUHO; COObITUMHAS

M HOBOCTHas XpoHuKa (CMW u nHTepHeT),
Tene-BUOEO0 CIOXKEThl, Nepenayu,
nporpamMmbl, GunbMbl AN TENEBUAEHUS

n opyrux CMW; nOKyMeHTanlbHOE KMHO.

B oTinumne ot dukcaumn, HabnoaeHus,
MHPOPMUPOBAHUA U IKCNEPUMEHTA,
3aja4va JOKYMEHTaNIbHOro KMHO
3aK/l04aEeTcs, B NePBYO o4epeb,

B Xy[OXECTBEHHOM OCMbIC/IEHUH
peanbHOCTH.

JJOKyMeHTalbHOe KMHO KaK BM[
KnHemaTorpad®uruyecKkoro MCKyccTBa MOXeT
OblITb MPOSABJ/IEHO B pa3iMyHbIX Gopmax
W aHpax. Hanpumep, B dpunbmax ang
TeneBuaeHns n apyrux CMW Hay4Horo
HanpaBJ/IEHUS: HAYYHO-MONYASPHbIN
GUNbM, Hay4YHO-NPOU3BO/ACTBEHHbINM
GuUNbM, Hay4HO-baHTaCTUYECKU GUSIbM,
y4eOHbIN dUNbM, 06yyHatolnit GuUnbm,
GunbM 0 Npupoae, GUIbM O XXMBOTHOM
Mupe, GUNbM 0 Makpo- UM MUKPOMUPE,
GWIbM 0 KOCMOCE, 3KOJIOTUYECKUI QUbM,
dunbM-nccnenoBaHue 1 T. A.

CoBpeMeHHOEe OKYMEHTaNbHOE KUHO
[NEeNUTCH Ha MHOTOYUCIIEHHbIE KaHPbl:
penopTax, 04epK, nccnegoBaHue,
HabnoaeHne, PEKOHCTPYKLMS,
coumanbHas Ny6anLmMCTUKa,

JHEBHWK, NyTEWECTBUE, }KypHar,
3KCMEPUMEHT, paccnegoBaHue, NOpPTpPET,
[IOKYMEeHTaNnbHasa [ApamMa, IOKyMeHTalbHas

Menoapama, JOKYMeHTalbHas
Komeaus, IOKyMeHTanbHasa Tpareaus,
[JOKyMeHTabHag npo3a, JOKYMeHTabHas
noasus u np.

CaMo noHsTUe JOKYMeHTalbHOe
KWHO, No yTBepxaeHuto C. CbiveBa,
HecTabubHO, K ero 3Ha4YeHne MeHseTcs
B 3aBUCMMOCTHK OT Pas/iMyHbIX GaKTOPOB:
«JTto6oe nccnegoBaHue JOKYMEHTalbHOIO
KWHO CJIOXHO TEM, YTO He CYLLECTBYET
€[MHOro onpegeneHuns, 4To o3HavaeT
37O cnoBocoYyetaHue. CBA3aHO 370 BO
MHOIOM C TeM, 4YTO poJoHavalbHUKK
3TOro Buia uckyccrtea [aura BepToB u
Po6epT ®nasptu B NpakTUKe 1 B TEOPUM
HaNoOMHWIM NPEeAMET LJOKYMEHTaIbHOTO
KMHO CTONTbKMMM MPOTUBOPEYUSIMU,

YTO, Ha4YMHaA C HWUX, Kaxabli BnpaBe
onpeaenstb 3TOT NPeAMET, Kak emy
3abnaropaccygutcs» [13, c. 871].

B ¢unbme 1. BeptoBa «Henosek
C KMHOannapaTom», cyntatrowemcs
KJTAaCCUKOWM AIOKYMEHTAIbHOIO
KWHO, NpUeMbl «CMOHTaHHOIO»
Habno4eHNs 3a PeasibHOCTbIO (WKU3Hb
Bpacniox») Co4eTaloTCs C 04EBUAHbLIM
BMeLLaTeNbCTBOM peXunccepa B
NOCTaHOBOYHbIX Kaapax (NepeBepHyTbIN
TpamBan). Punbm P. dnasptn «HaHyk
C ceBepa» NPU3HaEeTCa UCTOPUKaMu
KWHO 06pa3u0oM JJOKYMEHTaIbHOIO
XYOOXECTBEHHOIO COBEpPLUEHCTBA U
HoBaTopcTBa. PexknccepcKkunn npmem
dnasptv — anuTenbHoe HabnogeHne 3a
ObITOM 3CKMMOCOB, YbSl }M3Hb MOCTOAHHO
noaBepraeTcsi ONacHOCTU B CYPOBbIX
YCNOBUSIX CYLLECTBOBAHUA (MpUem
[OKYMEHTaNIbHOro KMHO) co4eTaeTcs ¢
YCJIOBHOCTbIO NMepCOoHaXKen, Koraa noau,
UrpatoLLmne cammx cebs, MNOMHAT O TOM,
YTO MX CHUMaAIOT (MPUEM UIPOBOIr0 KMHO).
N TonbKO TOrga aCKMMOoChl 3abbiBanu
0 CYLLeCTBOBaHWKN KaMepbl, Korga
MCKYCCTBEHHO CO3/[laHHble PEXUCCEPOM
norpaHnyHble CUTyaLMKn 3acTaBnsaiu
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MX HAXOAMUTbCS Ha rPaHN BbIXXMBAHUS.
Taknm 06pa3om, JOKYMeEHTaslbHOEe
KWMHO 3aHMMaeTCs BOCNPON3BEAEHNEM
peanbHOCTH, HO 3TO BCEro NULlb
aBTOpPCKas KapTuHa Mupa pexkuccepa,
€ero MHAMBUAYyanbHoe rnpeacraBieHne o
peasibHOM 1ENCTBUTENIbHOCTH.

CornacHo Hatanbe KnumoBo#,
«[lOKyMeHTa/lbHOE KMHO» — OAWNH U3
TEPMUHOB, 06/1a4atoLWLNX CBOMCTBOM
OJJHOBPEMEHHO OMMUCbIBATb U CKPbIBaTb
NCTUHHbIE CBOMCTBA OMNUCbIBAEMOIO
ob6bekTa. C 0gHON CTOPOHBI, 3TOT TEPMUH
aneninpyet K NpMBbIYHOW IUXOTOMUMK
— UrpoBoe / HEUrPOBOE KNHO; C APYron
CTOPOHbI, CTaBUT NOJ COMHEHMWE caMy
BO3MOHOCTb TAKOIro MPUHLUMMANANBHOIO
[leNleHNs U yKa3blBaeT Ha HEYCTOMYMBOCTb
cTaTyca AJOKyMeHTa B KMHO. CamMo ¢/ioBO
«[JOKYMEHT» NOSIMCEMAHTUYHO B CBOEM
KOpHe, BOCXOASALWEM K TAaTUHCKOMY
docere: He TOJIbKO «CBUAETENbCTBOBATb,
HO W «y4UTb, HACTABNATb». TaKUM
06pa3om, JOKYMEHTa/IbHOCTb KMUHO,

WU JOKYMEHTa/IbHOCTb B KUHO, — 3TO
SIBJIEHWE NMOrpaHnUyHOoe, 3aKyatollee
B cebe OTCbIIKY K ayTEHTUYHOCTU U
daKTy, HO BMeCTe C TeM CTaBsllee

noj BOMPOC caM npouecc BOCMNPUATHUS
peanbHOCTU KaK TaKOBOW M peanibHOCTH,
TpaHCPOPMUPOBaAHHOM B npoLiecce
cosfgaHug d¢unbmar [15].

MHorue nccnegosarenu, B TOM YUCSIE U
I. MpoxKMKO B cBOeN paboTte «KoHuenums
peanbHOCTU B 3KPaAHHOM [JOKYMEHTE»,

He pa3aensiioT TEPMUHbI «3anedvaTtneHmer
N «BOCMNpPON3BEEHNE», Ha3blBas

NpPOLECC BOCMPUATUSA, MOCTUKEHUS U
«XY[OXKECTBEHHON aBTOPCKOM pedneKcumn»
OJIHUM CIOBOM «OTOOpaXKeHMe», ¢

4yeM aBTOpP [laHHOW CTaTbW HE COBCEM
COornacHa 1 HacTanBaeT Ha TOM, 4YTO MO
OTHOLIEHUIO K IOKYMEHTaIbHOMY KMHO
KaK BMIY 3KpaHHOro MCKYyCCTBa, CKOpEE,
NOAXOAMT TEPMUH «BOCNPON3BOAUTb
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peanbHOCTb», YTO HAXOAMUT NOATBEPKAEHME
B cnoBax benuHcKoro: «<M3 Bcex
TEPMUHOB, 0603HaYaoLIUX BTOPUYHOCTb
WCKYCCTBa MO OTHOLLEHUIO K 0O bEKTUBHOM
NENCTBUTENbHOCTU: «OTPAXKEHUE,
«OTOBpPaKEHUE», <N306pPaXKeHNE»,
«rofipaxKaHue», «<BOCMpPoOnU3BeEHNE» —
Hanbonee yga4yHbIM SBSETCH MOCNEAHUNA,
HO HE B 3HAY€HWKU NPOCTOro BOCCO3AaHus,
a B CMbICNe «MPOU3BOANTb BHOBb» [16].

Mpouecc dopMMpPoBaHMS «<MacCOBOTO
yesloBeKar, OTIMYUTESIbHBIMU YepTaMHu
KOTOPbIX IBNAIOTCA noTpebneHne 1
WHEPTHOCTb, Havasncsa B XIX B.: «<...>
KOpPEHHble CBOMCTBA MacCoBOM AyllK — 3TO
KOCHOCTb Y HEYYBCTBUTENIbHOCTb, M MOTOMY
Macca NpMpoaHO He CNOCOOHa NOHATb
4TO-NMBO BbIXoAsdLLEE 3a ee Npeaensl,
Oyab TO cO6bLITUSA MK ntoau». Maccsl, He
CNOCOOHbIE K acKese, 3aK/t04YEHHONM B
nepBylo o4epenb B AyXOBHOW paboTe, K
TOHKOCTW BOCIMPUATUS U MOCTYNKY NpaBaT
MWPOM, XOTSl U HE CNOCO6HbI YNpaBnsTb
X0[I0M LUuBUNIn3aunun. KaptuHa mupa
MaccoBOro obuiectsa NPUMUTUBHA B CUY
npucylLen maccam MHEPTHOCTU. UTorom
obliecTtBa notpebneHusd, no OpTera-u-
[acceTy, cTaHOBUTCA «3aKyrnopKa AyLln»:
«HenoBeK 063aBeSICA KPYrom NMoHATUN.

OH nonaraet Ux 4OCTAaTOYHbIMU U CYUTaET
cebs AyXOBHO 3aBEPLIEHHbIM. M, HY B YeMm
W3BHE HYX[bl HE YYBCTBYS, OKOHYaATE/IbHO
3aMblKaeTcs B 3TOM Kpyry. TakoB
MexaHM3M 3aKynopkwu» [17, ¢.31].

[nsi COBpPEMEHHOI0 Ka3axCTaHCKOro
[IOKYMEHTaNbHOIo KMHO XapaKTepPHO
cunbHoe BansgHue CMU n CMK,
GOPMUPYIOLLMX MTPUMUTUBHYIO KApTUHY
Mupa. [MpPoTMBOCTOAHME Meana-NoToKam
LMDPOBOMN 3MOXM BO3MOMKHO NYyTEM
Co3aHus JOKYMeHTalIbHbIX aBTOPCKUX
npousBefeHnn nckycctea. OnbIT
NPOLLUIOro JEMOHCTPUPYET 3abBEHUE U
TpaHchopMaL Mo CMbICNIOB, CMeLLleHne
aKUEeHTOB BHMMaHUSA 1 NepeKoanpoBKY
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3HAKOB MO OTHOLWEHMUIO K JOKYMEHTaIbHbIM
dunabmam npolueawmx anox. Ha
nepBbIr NiaH BbIXOAWUT 06pa3 BPeEMEHH,
3alndpoBaHHbIN B CYObEKTUBHBbIX
npeanoyYTEHUSX pexmnccepa, BblipaxKeHHbIX
B BblGOpE PEKUCCEPCKUX NPUEMOB
BOCMNPOU3BEAEHNS peasibHOCTH.
«CyLLEeCTBEHHO, YTO MPU PacCMOTPEHUHN
BOMPOCOB BOCNPUATUSA YETOBEKOM
peanbHOCTU CKBO3b MPU3MY COBPEMEHHbIX
CMW 601bLINHCTBO Y4EHbIX MaHUNyINpyeT
NPenMyLLLECTBEHHO JOKYMEHTalIbHO
3arnevyaTIeHHON JENCTBUTENBHOCTbIO,
a He ee XyNoXeCTBEHHO-UTPOBLIM
«MoJenupoBaHuem». M B npoLiecce
BOCMUTaHMUS 3KPaHOM CMOCOBHOCTH
3pUTENS CYUTbIBATb KAPTUHY MUpa 1
€ro CYLLHOCTHOE 3Ha4YeHUe, MaBHbIM
«MHCTPYMEHTOM» CTAHOBUTCS He
CTONbKO «MrpoBas» IMHUSA TBOPYECKON
NPaKTUKM COBPEMEHHbIX UCKYCCTB, a
TO HanpaBfiEHME, KOTOPOE 3pUTENEM
BOCMPUHUMAETCS KaK «OTparKeHue»
JNENCTBUTENBHOCTH, KaK MHbOPMaLUS
0 peasibHO NPOUCXOASALLEN N3HEHHON
«apamaTtyprumn», B COMMHEHMUU KOTOPOK,
KaK eMy KaKeTcs, He MpUHUMaET y4acTus
HWKaKas aBTopcKas Bond. MMeHHo 3Ta
«BeJIKas UIo3us» EXUT B OCHOBE TOM
JIEFKOCTH, C KOTOPOW MPOUCXOAMNT «MyTaLLmsi»
CO3HaHWs COBpeMeHHOro obbiBaTens, ero
npeBpalleHMe B 06 bEKT MaHUNYISALNA
pasnnyHbIMU COBPEMEHHbLIMU
TEXHONIOTUAMM. YCTOMHYMUBOCTb 3TOM
WN03KK, ee UCTOPUYECKas AMHaMKnKa
n GopMUpOBaHNE MEXAHU3MOB €€
OCYLLECTBIEHMS Ha pPa3HbIX aTanax
Hawero o6LEecTBa (37O HE 3HAYUT, YTO
B MUpPE CYLLECTBYIOT UHbIE TEHAEHLINM,
OTeYeCTBEHHbIM MaTepuas Bbl6paH KaK
Hanbonee 6/IM3KUIN 1 NOHATHBIM YUTaTENIO)
— BOT MHTEpPECyoLLME Hac NpobaemMbl B
nccnenoBaHuM, KOTOPbIE Mbl Ha3blBaeMm
«KoHuenuma peanbHOCTN B 9KPAHHOM
[IOKymeHTe» [12, ¢.15].

B ycnoBumsix HOBOM 3KpaHHOM
peanbHOCTHN «<BHYTPEHHEE KMHO»
06ycnaBnMBaET BHELLIHIOK «peanbHOCTb.
IITPOXMKO YTBEPKAAET, YTO «XX
BEK MOpoauna HOBYIO CUTyaLIUIO B
TPaAMLIMOHHOM KOHTaKTE YenoBeKa
W peasibHOCTU NYTEM CO3aHus
KaHanoB CMW, ocHOBaHHbIX, Npexae
BCEro, Ha NepeHeceHnn Ha aKpaH
aHanoroBow Moaenu peanbHoOro oépasa
nencteutenbHocTu» [12, ¢. 8]. B XXI
BEKe pas/iMyHble KaHalbl MHOOpMaL MK
CTAHOBSTCA HEKMMMU «NOCPEedHUKaMm»
MeXay YeN0BEKOM U peasibHOCTbIO, B/INAS
Ha BOCMNPUATME MUPa N €0 OCO3HaHMKeE.
3T0 cnoco6CTBYET BOZHUKHOBEHMUIO
«BUPTyanbHOM peanbHOCTU». Cpeactaa
MaccoBon nHdopmaummn (CMN) n
cpeacTtBa MacCcoBOM KOMMYHMUKaL MK
(CMK) BOCnpoun3BOAdaT xapaKTepHyto A
3MNOXM NOCTMOAEPHU3MA KapTUHY MUpa
C NPUCYLLMMK 715 HEE MPOSABIEHUAMM:
MO3an4yHOCTU, 0OPbIBOYHOCTH,
BUPTYa/ibHOCTH, yNpasgHEHUEM Nepapxum,
LUMTaLMaMKn, NoAMEHOM CMbICNOB U
WPOHUEN.

Kak nuweTt A. HoBnKoBa: «<He nmes
BO3MOHOCTHU CTaTb MOJIHOLLEHHbIM
nckycctsom, CMK ncnonbaytot
KOMMOHEHTbI KyNbTYpbl, 4OBOASA UX
[0 npumuTUBa. lNpomncxoant oTkas
OT TBOPYECKOr0 NOCTUXEHUS MUpa,
Npou3BeAEHNS UCKYCCTBa M paKThbl
[ENCTBUTENBHOCTU NPEBpaLLatoTcy B
CUMBOIbI, 3HaKK. N Toraa ctaHoBMUTCS
BO3MOHbIM UCMOJ/Ib30BaTh PENPOAYKLMIO
«MOHHbI JTU3bI» B peK/iame curaper,

a poHorpammy xopasna B pekname
pecTtopaHar» [15, ¢. 23].

CornacHo A. MapToHOBOM, 0AHaKo, Npu
[EMOHCTpaLUMK IKpaHHOW peasibHOCTH
NOSIBUINCb HOBbLIE CNOMHbIE aCMeKThl
3PUTENBCKOr0o BOCMPUATHUS, NpUBOASLLME
KaK K pauuoHalbHOMY AOCTYNHOMY (CO-)
nepeXXnuBaHuio, Tak 1 K anbTepHaTUBHOMY
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BOCIMPUATHIO UK YNIPaBAEHMIO
peanbHOCTbIO Yepes3 AEKOHCTPYKLIMIO
BM3yalibHbIX KOLOB npowioro» [18, ¢. 363].

3axknoueHue

CpaBHUTENbHbIV aHaIM3 PEXUCCEPCKUX
NpMeMoB Tpex GUIbMOB, CHATLIX Ha
O/IHY U Ty XKe TeMy WK N0 NoBOAY OJHOIO
1 TOTO e COBbITUS, AEMOHCTPUPYET
TEHEHLINWN, CBA3AHHbIE CO CTPEMUTESNIbHO
NM3MEHSIoLWENCH KapTUHOM Mupa ¢ 1985 no
2015 rr. Tak, dunbmsbl «[1o cnegam 0gHOMo
nucbmar (1969), «Camoe goporoe» (1987)
BOCMPOU3BOAT «COBETCKYIO KAPTUHY MUpa»
C NpUMEeTamMu BHYTPEHHEro NPOTUBOPEYUS
odULMaNbHOM KapTUHbI MUPa U TMYHOW
KapTWUHbI MMPa Karkaoro pexuccepa. Taknum
06pa3omMm, TEHAEHLINU PEHKNUCCEPCKUX
npMeMoB BOCMNPOM3BEAEHNSA peanbHOCTH
B Ka3aXCTaHCKUX JOKYMEHTasbHbIX
dunbmax, 06beJUHEHHbIX OOLLEN TEMOMN,
COObITUEM, IBNIEHUEM COOTHOCSTCS C
AVHaMWKOWM 06LWen KapTuHbl Mupa. Punbm
K. CyBopoBor «3aBTpa mope» (2017)

— BOCMPOU3BELEHNE KapTUHbI MUpa
«YKpEeneHns rocyaapCTBEHHOCTH.

B dunocodbckom nponsseaeHnmn Kuns
[Jenesa «Jlornka cMmbicnia» BU3yanbHas
cocTtaBnsouas GunbMa MOXeT
npuobpeTaTh YPE3BblYAMHO BAXKHOE, a
Nnopon 1 camojoBelollee 3Ha4YeHune.
[enes nuwet 0 BOSMOXHOCTU MbICIUTb
KnHemaTorpaduyecknmmn obpasamm,
npennaras onbIT HOBOW KlaccudUKaLmu
3HaKoOB U 06pa30B. «bosiee Toro, TEKCTbI
MOrYT BKJItO4aTb B ce65 HE TONIbKO
NPOU3HOCUMbIE WITN HalMncaHHbIE CNOBa.
HecTbl, MUMKKA, PUCYHKHN, YCIIOBHbIE
3HaKM MOryT 6bITb OPraHUYeCcKon
COCTaBHOM 4acCTblO TEKCTA KaK BblpaxeHus
Mbicnun» [19]. Ecnn dmnbm — TEKCT, TO B
MHOObLITUN €CTb METATEKCT 3TOr0 Ppuibma.
Kak nucan Xak Jeppuaa, «<EcTb HeYTo,
HEe4YTo AENCTBUTENbHO €CTb 3a NpeaenamMmmu
A3blKa, N BCE 3aBUCUT OT UHTeprpeTaLmm»
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[20]. TBOpYECTBO TEM CaMbIM SBJISIET CO60M
HernpepbIBHYIO MOMbITKY YCNOXHATb camy
CJIOKHOCTb A3bIKOBOI0 MHCTPYMEHTapUS U
cofeprKatenbHOW 3Ha4YMMOCTH, NpeacTaeT
HeyCTaHHbIM YyCUMEM CoBepLIaTb KakK 6bl
canbTo-mMmopTane B 06/1acTh BCAKUIN pa3
HOBbIX Xy4OXECTBEHHbIX aganTaLni, 4Tobbl
OTBOEBATh (Ha KaX[10M UCTOPUYECKOM
aTane no-pasHomy, No-4pyromy) y
NOCTOSIHHO AeNernpylowero B M1p
CBOM OMKTaT MacCcoBOro, YN/OLWEHHOrO,
npodaHHOro CoO3HaHMS y4acTOK UK
TEPPUTOPUIO 4J11 BOSMOXKHOCTU TalHbI, YeN
nagoc COCTOUT B IEMOHCTPALIUK MYCTOTbI U
HeonpeaeneHHOCTH, ierallx B OCHOBE
MaTepuu, — NyCToTbl KaK anbdbl U OMEru
XYAOXECTBEHHOIO OTKPOBEHMS
W HeonpeaeneHHOCTU Kak 06eToBaHbs
cB06O/bl KAK TAKOBOMW.

MpoBOKATUBHbLIM MCTOYHMKOM
B 9TOW CUTyau MK 4S5 YENOBEKA TBOPSILLErO
CTaHOBSATCS HEXBaTKa M HECOBEPLUIEHCTBO
nto6oro npeameTa, B CUy CBOEW
HEMOJIHOTbI CTUMYTUPYIOLLETO
BOOGpaXxKeHe 1 ApeMJItoLLYIO
nppaLmnoHanbHyo Nnpupoay Habnaatens,
— WHbLIMW CNnoBaMK, 06pas3 BO3HUKaET B TOT
MOMEHT, Korga 06bEeKT COAEPKUT B cebe
HEYKOCHUTENIbHOCTb HenpeacTaBUMoro
W TpaHCnpyeT BOBHE HEBO3MOXHOCTb
NMOMHOKPOBHOW BECTU. XyLAOXHUK, TAKUM
06pa3om, 6yATO BbIHYXK/AEH 3aHUMaTbCS
BblY/IEHEHWEM JTaKYH N3 COObITUMHON
04€eBUAHOCTU M BMECTE C TEM U3
raflatesbHOCTU Xxaoca, MUMUKPUPYS Noj
HOJ1b, CKBO3b KOTOPbIN CTPYUTCS MUP.
NHOMKaATOPOM YECTU Xy[10KECTBEHHOM
OMNTUKKW OKa3blBAETCA HUYTO, YpeBaToe
ynuciamu, 3HakaMu, cCMMBoNaMu (M T.4.),
4yTO, B NPUHLUNE, YyCYryONsAEeT aTy camyto
HUYTOMHOCTb, M YNCTOTA TBOPYECKOrO aKTa
TYT 060pavYnBaETCs CTPEMIEHUEM
NpeofosieTb BEYHbIV Ayanru3m, COCTOSALLUM
M3 aBTOPCKOr0O HAacWInst U 0GbEKTUBHOCTK.
«PUrypa untatenss KOHCTUTYMpPyeTCs Kak
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durypa «He noTpebuTens, npom3BoanTens TekcTtar» [21, c. 388].
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TBOPYECKAM4
MHTEPIIPETALIUS
AJEMEHTOB JEKOPA
TPAAULIUOHHOI'O
KOCTHOMA HAPO1OB

\ 4

ART STUDIES

LIEHTPAJIbHOM A3UH
B KOJIJIEKLIMSIX
COBPEMEHHDIX

H.Bonoaesa ', A.AruGacea ' hil%| 3 AﬁHEPOB

L1 Kasaxckasi HaupoHaJbHast akKaJleMust UCKYCCTB

L TOK
L. A;xaﬂ)l, Kya[;raechiaB: OILE)KIlbl

MPHTH 18.07.31

TBOPYECKASI UHTEPNPETALIMA 3JIEMEHTOB JEKOPA TPAAULIUOHHOIO KOCTIOMA HAPO10B
LEHTPAJIbHOM A3UM B KOJUIEKLIMAX COBPEMEHHbBIX AU3AWHEPOB OEXAbI

AHHoOTauma: [laHHas cTaTbsa NOCBSLWEHa BONPOCaM UCNOIb30BaHWA 0COOEHHOCTEN AEKOPATUBHOIO
obopMNeHUa TPaanLMOHHOIO KOCTIOMa HapoaoB LieHTpanbHoM A3un u KasaxctaHa B COBPEMEHHON
[M3aNHEepPCKOoM NpaKTuKe. TpaAMLMOHHbIA KOCTIOM NnpeacTaBnsieT cobon peHoMEeH JeKopaTUBHO-
NPUKIaAHOMO UCKYCCTBA M OOBEKT TBOPHECKOIO NepPeoCcMbIC/IEHUS B COBPEMEHHOM AM3anHe KocTioMa. B
cTaTbe paccMaTpuBaloTCs 0COGEHHOCTU NPUMEHEHUS Pa3NUYHbIX BULOB AeKopa Npu CO34aHUN KONEKUUH
Moaenen oaexabl (Ha npumepe paboT AM3anHepoB M3 KazaxctaHa, Y3beKkucTaHa, Apyrux cTpaH 6/MxKHero u
fanbHero 3apybexbs). AHanM3npyloTcsa 0CO6GEHHOCTU UCNONb30BAaHUS Pa3fiMyHbIX BUAOB HAPOAHOM BbILLWBKH,
TEXHUK JIOCKYTHOIO LUNTbSA U CTEXKM, MPEeAMETOB I0BENMPHOr0 UCKYCCTBA, MPOYUX BULOB OTAENKU KOCTIOMa

C NO3MLMIN METOA0NOMMU TBOPHECKOIO NOUCKA B AN3aNHE, KOMMO3ULIMOHHOIO, AEKOPATUBHOMO U LIBETOBOIO
pelweHus usaenun. NMposeaeH CTaTUCTUHECKUI aHaNU3 Y4acToTbl UCMONb30BaHUA Pas3/IMyHbIX BUAOB OTAENKMU B
KonneKkumax ansamnHepos B nepuog ¢ 2008 no 2018 roga.

KnoueBble cnoBa: 13aiH OAeXKAbl, MPOEKTUPOBAHWE KOCTIOMA, MOAa, MOLHbIE TEHAEHLNUN, TPAAULUOHHbIN
KOCTIOM, HApO/HbIA KOCTIOM, Ka3axCKUiM KOCTIOM, IEKOPaTUBHO-NPUKIIaAHOE UCKYCCTBO.

BBeaeHue HapoAoB U, crefoBaTelbHO, B

MpuHUKMN rno6ansHOM YHUOUKaLNK MEHTaNUTETE, B 3CTETUYECKUX
MacCOBOW Ky/NbTYPbl IEXXWUT B OCHOBE npeanoyTeHnsx, npegonpeaenser
NOCTUHAYCTPHaNbHOro obwecTea W pasiMyHoe BOCMNPUATHUE TOMO UK
rno6anusaumm u pacnpocTpaHeHns MHOIro 06beKTa Xy40KECTBEHHOIO
MHPOPMALMOHHbIX U Meana-TEXHOOIM1H, TBOpYecTBa. C aTMM CBA3aH U npoLiecc
O[HaKO pa3HuLa B aKCUONOrMYECKNX NOMCKa Ky/IbTYPHOM MAEHTUYHOCTH,
KYJIbTYPHbIX Mapagurmax pasnmyHbiX camMoonpefefieHnsd, BblparkatoLmmncsa
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He TO/IbKO B NPSMOM 06palleHnn K
MCTOKaM, HO U B MOMbITKax CUHTe3a
TpaguLUMn U COBPEMEHHOCTHU.

HapogHbli KOCTIOM BAISIETCH 0COObIM
¢deHoMeHOoM, BOMIOTMBLUUM B cebe
TpaguumMu MatepuanbHOM U IYXOBHOM
KyNbTypbl 3THOCA. Hecny4yanHo nHTepec

K TPaAMLMOHHOMY KOCTIOMY IBASIeTCS
Henpexoasiien MOAHOM TEHAEHUMEN Ha
NPOTAXEHUU NOCNeHEN YETBEPTU BEKA.
MoucK HauMoHabHOM MOEHTUYHOCTH
JIEXUT B OCHOBE TBOPYECKUX U3bICKAHWUI
MHOTIMX AM3anHepoB oAexabl, KaK
OTEYECTBEHHbIX, TaK U 3apyOeHbIX.
MpeanocbliKaMu ycnewHow

TBOPYECKON AEATENBbHOCTU XYAOXKHUKOB,
paboTalolmx B pycne aTHoAn3amHa,
ABNSAETCSA YrNy6NeHHOEe U3y4yeHune
HapoHbIX TPaAULMK, OCOBEHHOCTEN
HaLMOHaIbHOM Xy4OXECTBEHHON KYNbTyphl
C npuBnevYeHnemMm MeToA0B UCTOPM3MaA,
MCKYCCTBOBEAYECKOro aHanm3a. 3101 daKkT
W npegonpeaennn aktyalbHOCTb Hallewn
paboTbl, NOCBALWEHHON UCCNEA0BAHUIO
JIOKasIbHbIX 0CO6EHHOCTEN AEKOPATUBHOIO
O0POPM/IEHUS TPAAULIMOHHOIO KOCTIOMA KaK
TBOPYECKOro UCTOYHMKA NPOEKTUPOBAHNS
COBPEMEHHOM OAeXabl.

Methods

[na 0OCTUXKEHUS YKa3aHHOW LUenu 1
peLleHns NoCcTaBNeHHbIX 3aa4y 6bin
Bbl6GpaHbl Hanbosiee COOTBETCTBYIOLINE
TEMATUKE UccnegoBaHns MeTobi:
METOo UCTOpM3Ma, CPaBHUTENbHO-
COMOCTaBUTENbHbIN METOA, NPEAMETHO-
aHaIMTUYECKUI METO[, a TaKKe MeTo
MCKYyCCTBOBEAYECKOro aHanmaa,
KOTOPbIM NO3BONNI BbIABWUTb Hanbonee
XapaKTepHble BUAbl U CNOCOObI OTAENKH
TPaAMLMOHHOIO KOCTIOMa HapoaoB
LeHTpanbHon A3nn n KazaxcTtaHa,
NCMosib3yemble B COBPEMEHHOM
IN3aHEPCKON NnpaKTUKe.

McKyccTBOBEAYECKUIM aHaNus
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06pa3L0B TBOPYECTBA COBPEMEHHbIX
IN3aHepoB KOCTIOMa BEJICS NMyTEM

cbopa n cuctematulaunu potorpadui

¥ BUOEeO3anunucemn Konnekuumn mogenemn
ofexnabl, co3aaHHbIXx ¢ 2008 no 2018 rog,
KaK Hambonee nonynsipHbIMK, TaK U MeHee
M3BECTHbIMWM aBTOpamMu U3 KalzaxctaHa,
Y36ekuctaHa, Poccuu, Kuprusum,
TagXMKMUCTaHa M CTPaH JanbHero
3apyb6exbs.

NcTOYHMKOBEAYECKYO 6a3y COCTaBUN
TPyAbl KA3axCTaHCKUX U POCCUMACKNX
aBTOpPOB, MNOCBSLLEHHbIE BOMPOCaM
MCMNO/Ib30BaHWS TPaaNLMIA Ka3axcKoro
KOCTIOMa B AU3alNHEPCKON NpaKTHKe.
Bonpocbkl NpoeKTMPOBaHNA COBPEMEHHOIO
KOCTIOMa Ha OCHOBE HaLMOHaNIbHOro
paccmatpuBaeT Hyprxkacaposa M.A.

[1]. CywecTBeHHYO MHDOPMaLMIO

W UEHHble CTaTUCTUYECKNE AaHHble
OTHOCUTENIbHO PacnpOCTPaHEHNS
3THOCTW/IA B COBPEMEHHON MOoje
npMBOAUT B cBOen pabote CamapxaHoBa
P®. [2] dyHAamMeHTanbHbIM SBASETCS
nccnepgoBanue NMapmoHa d.M. [3],
KOTOPbIN GaKTUYECKU 3aN0XKUN
dyHOaMeHTaNIbHYIO TEOPETUYECKYIO 6a3y
NS nccnegoBaHWM HApPOAHOIo KocTioMa
KaK TBOPYECKOro NepBOUCTOMHUKA B
InsanHe ogexabl. KpuctuH HoKe (Kristin
Knox) B MoHorpadum «Culture to catwalk:
How world cultures influence fashion» [4]
paccMaTtpuBaeT NyTU U Cnocobbl BANSHNUS
3THUYECKOr0 KOCTIOMa Ha COBPEMEHHYIO
MOJy, OAHAKO creayet OTMETUTb, YTO B
JaHHOM Tpyae KocTioM LleHTpanbHon A3unu
He YNOMSIHYT, B TO BPEMS KaK BAnxKHUI
BocTtok u MNMepeaHssa Asus, JanbHuin BocTok
n NHama npeactaBneHbl 4OCTAaTOYHO
LLUMPOKO.

Pe3ynbraTtbl

B nexkopatnBHOM oTaenKe
TPaAMLMOHHOMO KOCTIOMa Hapo0B
LleHTpanbHomn A3mun n KasaxctaHa
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yKa3aHHOro permoHa npeobnagatot
BblILIMBKa pPas3/IN4yHbIX TUMOB, OTAE/NKa
TEKCTUIEM M pa3HOOBPa3HbIMU

BUaMW TeCbMbl, NO3YMeEHTa, OTAE/Ka
CTEXKOMW, TOCKYTHOE WKNTbE, OTAENKa
IOBESIMPHBIMU U3AENUAMU U MPOUYUMMU
MaTtepuanamu (B TOM YUC/IE MEXOM U
nepbamu). lekopatneHoe odbopmieHme
TPaAMLMOHHOMO KOCTIOMa HapoaoB
LleHTpanbHoM A3umn n KasaxctaHa aBngercs
6oraTblM TBOPYECKUM MCTOYHMKOM AN
CO3[jaHnsi COBPEMEHHOWM OfIEeX bl KaK

B 00O MX paMKax GOJIbKIIOPHOro CTUNA,
TaK W 3a ero npeaesniamMmu, B HacTHOCTHU - B
anddy3HOM, COPTUBHOM, 3KO-CTUNE,

B CTUNE 3THO-LIKUK, CMIOPT-LUKK U Ap.
CoBpeMeHHble An3anHepbl 04eXKabl B
CBOEWN eATENIbHOCTU aKTUBHO UCMONb3YIOT
0COBEHHOCTM AeKopaTUBHOIo 0popPMIIEHNS
TpagULMOHHOIO KOCTIOMa, Npeobpa3ys
NepBOUCTOYHMK C UCMOJIb30BAHUEM
METOA0B CTUIN3aLINK, aHaNormu,
3aMMCTBOBaHUS, AEKOHCTPYKLU MK,
06pa3Ho-accoLmnaTMBHOIO U BapuaTUBHOIO
MeToAoB. Hanbonee BENNK MHTEPEC K
TpaaULMOHHOMY TEKCTUNIO U BbILLMBKE,

B MEHblLLEN CTENEHN — K NPOYUM BUOaM
OTAENKN. TeHAEHUNS UCNOSIb30BaHNUS
3THUYECKMX TPaaMLMN KOCTIOMa HapoaoB
LleHTpanbHon A3nn n KazaxctaHa

B COBPEMEHHON NpaKTUKe aM3anHa
OAeXAbl HOCUT AONITOCPOYHBIN XapaKTep

W NPOJOJIKUT aKTUBHO pa3BMUBATLCA B
OnunXKanwen nepcrnexkTuse.

AunckKyccuna

Mofaa Ha 3THUYECKUI CTUNb, COMTacHO
nccnegoBaHMsaM NCUXonoros [5], [6],
o6ycnoBfieHa, C 0HOW CTOPOHbI, aKTUBHOM
peaKuuMen Ha apxeTunuyeckune obpasbl,
YKOPEHUBILMECSH B CO3HAHUN U C OCOBOM
NOMHOTOM NPOSIBUBLINECS B TPAAULMOHHOM
KOCTIOME, U C APYron CTOPOHbI —
CTPEMJIEHWEM JIMYHOCTH BbIPa3uUTb CBOIO
WHAUBUAYaNbHOCTb U laXKe 3THUYECKYIO

NPUHaANEXKHOCTb.
lNMoHaTMe PONLK-CTUIS BOSHUKIIO
B NepBoy NonoBMHeE XX BEKA, NOYTH
0HOBPEMEHHO C BOBHUKHOBEHWEM
In3aiHa Kak chepbl AeATENbHOCTH.
XapaKTepHble YepTbl STHUYECKOIO
KOCTIOMa OCO3HaHHO MCNONbL30BasnN B
CBOMX paboTax 1 nponaraHaMpoBann Kak
MoAHYto TeHaeHuuto I1. MNyape, J1. baKcrT,
H.T. llamaHoBa v gpyrve. 31a TeHAEHUNS
npuobpeTtana Bce 60/1ee MacCoBbIN
XapakKTep, HO No Mepe pasBUTUA An3arHa
ofleX bl nepecmMaTpmBanucb U METOAbI U
cnoco6bl TpaHchopMaLU M 3THUYECKOTo
KOCTIOMa, NMyTW ero nepeocMblC/ieHNns
B aKTyallbHOW Mofe. HaunHas ¢
cepeanHbl XX BeKa TpaguLMOHHbIN
Ka3aXCKMM KOCTIOM HEOHOKpaTHO
MCMNOJIb30BaNcs XyaoxHUKaMu-
Moaefibepamu Pecnyb6inKaHCKOro
Joma Mogenen Ka3CCP B kauectBe
TBOPYECKOro UCTOYHMKa CO3aHus
06pa3LoB MOAHOW OAEXAbl, B TOM Yncne
W 3anylleHHbIX B KpyrNnHOCcepUnHoe
NPOn3BOACTBO [7]. UHTEpPEC K HApOAHbIM
TpaauLUMSM B KOCTIOME B OTEHECTBEHHOM
MoaenuMpoBaHuu yeununca B 1970-e
rofbl, U GoNbK-HanpaBfieHMe NPoaoIKMUNO0
CBOE 3aKOHOMEpPHOE pa3BuUTHE B
nocneaywoluiune gecatunetuns. C obpeteHmem
Pecnybnnkon KasaxctaH HE3aBMCUMOCTH
BOCTPEB6OBaHHOCTb 3THUYECKOTO CTUNSA
TOSIbKO BO3poc/ia. MHOMOHaLUNOHaNbHOCTb
rocyfgapctBa npeanosaraeT u
MHOroo6pasne TBOPYECKUX MCTOHHUKOB,
Ccpeaun KOTOPbIX HE TOSIbKO Ka3aXCKWUM, HO U
Y36EKCKUN, KUPIU3CKUIN, KapaKainaKCKum,
TYPKMEHCKUI KOCTIOMbI, KOTOPbIE
06beanHEHbI XapaKTePHbIMU YepTamu,
NPUCYLLUMU KOCTIOMY Hapoa0B BCEro
LLeHTpasIbHOa3MaTCKOro pernoHa, Ho
npu 3ToM 061aaatoT YyHUKaNbHbIMMU,
CaMoObITHbIMKU 0COGEHHOCTSMMU. [0
Bbicka3dbiBaHuto I.K. LLlanabaeBon,
«OBLLHOCTb KYNbTYPbl TOPKCKUX HAapO40B
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OCHOBbIBAETCA He TOJIbKO, KOHEYHO,
Ha JIMHIBUCTUYECKOW POACTBEHHOCTH
A3bIKOB, HO U IBCTBEHHO OTpa)KaeT
OOBLLHOCTb Xy[10}KEeCTBEHHO-06pa3HOro
MWPOBOCMPUATUS, NOITUYECKOIO
A3blKa, cneyMPuKy MeHTaNlbHOCTH,
BblparKaloLENCH B XyJOXECTBEHHON
KapTuHe mupa» [8]. B ocHoBe
TPaAMLMOHHOMO KOCTIOMa HapoaoB
LleHTpanbHOM A3UK nexxaT eauHble
npeacTaBfeHNs O MMPOYCTPOUCTBE; B
CTPYKTYPHOM OpraHu3aLunm KocTiomMa,
LLBETOBOM raMMe, afieMeHTax
3aKJ/II04YEHbI CXOHbIE apXeTUNUYECKUE U
Mudonornyeckme obpasbl. boratoli 06MeH
06beKTaMKU MaTepuanbHOM KynbTypbl,
OCYLLECTBASASICA NOCPEACTBOM apTepum
Benukoro Wenkosoro lMNyTtu, 4to npuBeno
K pacnpoCTpaHEHUIO MaTep1anos, B
TOM YUCNE U OTAENOYHbIX, OBETMPHbIX
N3aennn, U3roTOBMIEHHbLIX B OAHOM
KOHKPETHOM pEernoHe, Ha BCEN TEppPUTOPUHn
LleHTpanbHoOM A3un.

boratble Tpaguunm HapoaHOM BbILLIMBKMU
W, COOTBETCTBEHHO, OPHAMEHTaIbHOIo
NCKyCCTBa ABASAIOTCA OA4HUM U3 Hanbonee
nonynapHbIX UCTOYHUKOB BAOXHOBEHUS B
COBPEMEHHOM Au3anHe. TpaanuuMoHHas
BbILIMBKA KaK KonupyeTtcs 6yKBanbHO,
TaK U UHTEPNpPeTUpyeTCs, CTUIN3YETCS,
nepeocMbIC/IMBAETCS B COOTBETCTBUM C
TeHAeHUMsSMU Tekyllero gHa. Hanbonee
TpaguLUMOHHbIE ANS KOCTIOMa HapoaoB
LleHTpanbHOM A3UN TEXHUKW BbILWWBKM
— TaMbypHas BbllLMBKa U BblLINBKaA
rnafbto, Bapualunm ctebenibyaTtoro
LBa, CYLLLECTBEHHO pEXKE — BbILUWUBKHK
KpectoM. Ocobylo posib 3aHMMaeT
LLWTbE 30/I0TOM — 30JI0TOM KPYYEHON U
TAHYTOW HUTbIO, KAHWUTENbIO, TPYHLANO0M
B TEXHUKE rnaau, BblILWMBKK MO HACTUNY,
BbILUMBKMK MO 6eK1 C UCNO0SIb30BAHUEM
JIONONHUTENBHLIX MaTepuanoB — 6yCUH U3
HaTypanbHbIX KAMHEN 1 cTexkna, bucepa,
MeTalInYecKnx 61ectok n np. UMeHHo
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BbllUMBKa HagenaeT TpaguLUMOHHbIN
KOCTIOM 0CO6bIM KOTOPUTOM, GOPMUPYET
€ro uBeToBYlO raMmy. [1na pasnnyHbIx
PErnoHOB U 3THOCOB XapaKTepPHbl CBOU
cneunduryecKkne Buabl U cnocobbl
BbILLMBKMW.

Tpagnumun KapakannakcKomn
BbIWWMBKKN aKTyann3upyeT B CBOMX
TBOPYECKMX NPOEKTax An3anHep An3ana
Hypym6eToBa, pyKoBoauTesb 6peHaa
«Ayzada Sheber Qollar». B ee pa6oTtax
6epexHo coxpaHeHa LBeToBas raMma
TPaAMLMOHHOMO KOCTIOMa KapaKainaKkos,
NOCTPOEHHAas Ha KOHTPACTHbLIX COYETaHMSAX
HaCblLLEHHOIr0 KPacHOro 1 TeMHOro
CuHero. B xoae TBOpYECKON AesATeNbHOCTH
aBTop o6pallaeTcs 3a BAOXHOBEHNEM
K 9KCcnoHaTam locyaapCTBEHHOIO

KpaeBeayeckoro Mysea KapakannakcraHa.

Yactb Mogenen ogexabl No4Tn 6yKBanbHO
KonupyeT o6pasLibl HAPOAHOIo KOCTIOMa
— YKEHCKMe KapaKannaKCcKue yanaHsbl,
nnaTbs, rOJIOBHbIE YOOPbI (BKIOYASA
KUMeLLIEKN) N uX aeKop. pyrne moaenu
6oJiee aganTMpoBaHbl K TpeboOBaHMAM
COBpPEMEHHOW MO/ibl. B BbIlLMBKE
OYKBalbHO LITUPYIOTCS 3/IEMEHTbI
HapoAHOro OpHaMeHTa, HanpUMep, POKKU
6apaHa — «Ky4yKapak». Moaenu Konnexkuum
BbIMOJIHEHbI U3 0COBONM KapaKaninakCKon
TKaHW «nauwian», KOTOPY N0 CHUMKaM
PEKOHCTPYUPOBaNU pEMECNEHHUKN N3
MaprunaHa (p1cyHoK 1).

3k >k >k 3k 3k ok kR k k ok

Tpagnumun LeHTpanbHOa3MaTCKOM
BbILUMBKW UCMOJIb3YET B CBOEM
TBOpYecTBe n Auaa KaymeHoBa —
In3anHep v Bnageney goma moabl Aida
KaumeNOVA, KoTopbln 3aHUMaEeTCs
NnoLIMBOM OAEXAbl Knacca prét-a-porte
de luxe. Tak, 4na U3roToB/IEHUA Kam30na,
N3006paxKeHHOro Ha pUcyHKe 2, 6bin
MCNONb30BaH HaTypalbHbIM BENOP, Ha
KOTOPbIN 6blN1 HAHECEH aBTOPCKUIN MPUHT,
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PucyHok 1. Mozenb nusaitnepa Aiizanel Hypym6ertoBoit

a 3aTeM Kam301 6bi1 yKpalleH 06beMHOM
BbILIMBKOW. [1n4 nowwmBa KopceTta U

I0OKM UCMNOJIb30Banach HaTypasibHas
y36eKCKas TKaHb «<HaBaT» pPy4HOM paboThl.
KocTioM 0TIM4aeTcsa HacbILLEHHOW
LEKOPATUBHOCTbLIO U YXMBOMUCHOCTbLIO.
Tennble TeppakoTOBble, 30/10TUCTbIE TOHA
YCUIMBAIOT CBOE 3BYy4YaHUe B KOHTpacTe
C MEeJIKUMU BKpanieHnsMmu ronyoom
61pto3bl. BHMMaHKe aKLeHTMPOBaHO

Ha LeHTpanbHOW HarpyaHoOW BCTaBKe U
rosioBHOM y6ope, pacwutbiM 61ucepom

1 6yCMHaMK HaTypasibHbIX KAMHEN.

B pa6oTtax gu3arnHepa npesanuvpyet
30/10TO€E WUTbE U penbedHasn

BbILUMBKa, OCHOBaHHada Ha coYeTaHuu
pa3Hoo6pa3HbIX Matepmnanos — 6ucepa,
LLIHYpa, KPYMNHbIX 6YCUH, NaneToK. LleHTpom
KOMMO3ULUK CnyxKaT 6pOCKNe, MacCUBHbIE
aKceccyapbl U rofioBHble y6opbl, dopma
KOTOPbIX NpeacTtaBnser co60on pasinyHble
Bapuaumu CTUIIM30BaHHbIX 3N1EMEHTOB
Ka3axCKoro HalMOoHalbHOro oOpHamMeHTa.

Pucynok 2. Mosienb nu3aiinepa Aubl Kaymernosoit

ByxapcKoe WnTbe 30/10TOM U
TPaAMLMKN STHUYECKOTO TEKCTUNSA LMPOKO
npeacraBneHbl B paboTax y36eKCKoro
an3anHepa 3ynboum CyntoH. dunocodumsa
6peHja 0OCHOBaHa Ha COBMELLEHNUH
BOCTOYHOW 3JIEFAHTHOCTU U KOMPOPTHOIO
CTWNS 3anafHon MoAbl, UCMOIb30BaHWNK
TEXHMKM CNOXHOIo Kpos U CO3aaHnu
HEOMUWAaHHbIX N HEOObIYHbIX KOMOUHALMN.
Cpeau paboT aBTOpa — BbILWKTbIE 30/I0TOM,
KaHUTENbIO, TPYHLLAIOM OO bEMHbIE
lWanaHbl U3 NJIOTHOro 6apxarta U niwLwa
(pncyHoOK 3). B KonneKumn «byHT Kpacasul,
B rapemMe» ce30Ha BecHa-neto 2016
roga, npeacraBnsiolen co6on MmaHmdect
YeHLWMUHbI, NpeobnajatoT nacTefibHble ToHa
W HaCblLLEHHbIE OTTEHKM Crenbix GPYKTOB.
KocTioMHble 06pa3bl BOOXHOBJIEHDI
JIMPUKON Y36EKCKMX NoaToB. OCHOBHas
JINHENKa KONNEKLNK — BPIOKU Krell,
acCUMeTPUYHbIE 3fIeraHTHbIE I0OKHK 13
y36EKCKOWM TKaHU «abflo 6axmalib», HEXHbIE
W BO3ayLIHbIE NnaTbs, 4OMONHEHHbIE
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NMPUHTOM C Y30pamMu MKaTa.

Ocoboe MecTo B IeKOpPaTUBHO-
NPUKIaAHOM MCKYCCTBE Hapoa0B
LleHTpaNbHOA3MaTCKOro permoHa 3aHMmaeT
y30€eKCcKas BbllNMBKa Clo3aHW. Ha ocHoBe
aHanM3a KoNINEeKLMN COBPEMEHHbIX
AN3anHEepPOB, UCMOMb3YIOWKUX B KAYECTBO
TBOPYECKOr0 MEPBOMCTOYHUKA TPaAMLINK
Cl03aHW, MOXKHO caenaTb cneayoume
BbIBOAbl. ANEMEHTbI JEKOPa ClO3aHU
B COBPEMEHHOM [IN3aMHe KOCTIoMa
npocnexuBaloTcsl B MePBYI0 o4epeb
B TAKOM BW/E Xy[JOKECTBEHHOIO
0pOpPMNIEHUS, KaK BbIUIMBKA, YTO O3HA4YaeT
yalle Bcero 6ykBasbHOE KOnNnMpoBaHue
TPaAULIMOHHbBIX TEXHONOMMM NM60
HenocpeacTBEHHOE NCMONb30BaHKe
BbILUMTOrO NOMOTHMULLIA CIO3aHM KaK
ncxoaHoro matepuana. lNpu atom
BO3MOXHO 3aMMCTBOBAHWE U MPUHLIMNOB
HapoJHOro Kpos (Hanbornee apKue
NpMMepbl JaHHOIo NoAxoa Mbl BCTPEYaAEM
B KOJTEKLMSX Y3OEKCKUX An3anHEPOB),

N conpsaxeHne TPaanLMOHHON BbILLUMBKU
C aKTyanbHbIMW MOAHbIMW CUTY3TAMMU U
KpoeM. B 3HauynTeNIbHO MEHbLLIEN CTEMNEHMU
MCMO/b3yeTCA UMUTALINS BbILLIMBKHU

Pucynok 3. Mozenn nu3aiinepa 3ymabgun Cynton
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Pucynok 4. Mopenu usaiitepa Au Banauu

Cl03aHW pasIMYyHbIMU CPEACTBAMMU
NPUHTa Ha TKaHW, wenkorpadum u np.
B03MOXHO, KaK coXpaHeHWe UCXOAHOIro
KOJIOPUCTUYECKOTO PELLEHMUS BbILIMBKMU,
TaKk 1 Bapuauuun B 6051ee CMEeNbIX,
HeXxapaKTepHbIX 415 NePBOUCTOYHMKA
LBETAX M LIBETOBbIX COYETAHMUSIX.
Hawnbonbliee pacnpocTpaHeHue BbllMBKa
Cl03aHW KaK TBOPYECKUIN MCTOYHUK
3aKOHOMEPHO NosyyYMna B KOINeKLmax
y36EKCKMX AN3aNHEPOB, CPean KOTOPbIX —
INanu ®asbinosa, 3ynsdus CyntoH, bexpys
Xam3zaeB (6peHa «Uzbek Apparel»), Cavaa
Amup, «Guli Style», «Tantana» u ap.
XapaKTepHon 0COBEHHOCTbIO
oAexapbl, CoO34aHHON MONoAbIM
InsanHepom Aen banaHu, aBnsetcs
MCMNO/Ib30BaHME MNOMAOTHMULL, CO3aHM
C Y30paM#, KOTopble BblWNBAIOTCS
BPYYHYIO, CO CTU/IN30BAHHbIMM
$GOPUCTUYECKUMIN MOTUBAMMU,
NMOKPbIBaOLWMUMKU BCIO MNOCKOCTb,
C Kpaco4HbIMK OpHaMeHTaNbHbIMU
OykeTaMu, couBeTUsaMU. LiBeToBas
raMmMa — TpaauMuMoHHas 48 Clo3aHu.
C 1CXxoaHbIM BbILWIWTLIM MOMOTHULLIEM
NPOM3BOAATCH MaHUMYyNALMU KPOS,
MYNSiXKUpOBaHUe, npucbapmnBaHus. B
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KEHCKOW IMHUKN odex bl ce30Ha 2012-
2013 rr. oT A banaHu nNpucyTcTBYIOT
nnatbs A-cunyata, l06KM-KONoKoNa,
[UTMHHbIE NNaTbs NPUTANEHHOIO KPoY,
60raTto yKpalleHHble l0BENUPHbIMU
YKpalleHUAMU Ka3axoB «Karncbipmar,
«Binesik», <kemepbengik» n «ankar». B
Konnekuun 2014 ropa Aa bananu cmeno
COY€ETaeT B CBOMX MOAENAX BbIlUUTbIE
NONOTHULLA ClO3aHU C BansHbIMU U3
BOWMIOKa N3aenusmMn unu anemeHtamu. Tak,
B OHOM N3 MOJEeNEeN BbllLUTbIE LIAPOBapbI
KOMMNEKTYIOTCA C BaNsHbIM YEPHbIM
}aKeToM BMOHUYECKOro XapaKTepa,
NMOKPbITbIM AEKOPATUBHBIMW TEHTAKNSAMM.
B cnepylowen Mmoaenu akeT cMeHaeTes
Ba/IiHbIM ABYXLIBETHbIM TOMOM. [naTtbe,
npeacTtaBfeHHOe Ha PUCYHKe 4, NOMOJIHEHO
LUMPOKMM NanaHTUHOM, BbIMOAHEHHbIM

B TEXHUKE KOMOUHUPOBAHHOIO BansHUS
Ha opraH3e. JoMuHuMpylowas moaesnb
KONJIEKLUMM - NanbTo A-CHUNyaTa. AXKYPHbIN
Yy30p rOpPYUYHOro LBETa BbiBaH Ha
YepHOM }ecTKoun opraH3e. C nanksTo
KOMOUHUPYIOTCH WapoBapbl, MOKPbLITLIE
NOAMXPOMHOM BbILLMBKOW CIO3aHU, U
BaNIHbI GUONETOBbLIN TOM.

OTHUYECKMNIN XapaKTep KoNneKkumm
nposiBAgeTcs U B o6pas3ax moaenen. Tak,
OHW HOCST TPAAMLMOHHbIN Y36EKCKNUI
rONOBHOM YOOP «KOLLTUNO» («30/10TblE
6poBM»), «OCMOHIY3M» C CaMOLBETAMMU
U MeTalIMYEeCKUMM NoaBECKaMMU.
ConsipHbIN Kpyr, CTUIM30BAHHbIN NO[
LIBETOK, ABNAETCA OAHUM U3 OCHOBHbIX
MOTUBOB [IEKOpPa KoneKuun A banaHu,
OH 3aHUMaET 3Ha4YUTENbHYIO YacCTb
BbILLUMTOrO NOMIOTHULA, SBAAIOWErocs
OCHOBOM I0OKMU, aKeTa, KOMOUHE30Ha.
ConsipHbIN KPYr MOXKET ABAATbLCA KaK
LLEHTPOM KOMIMO3ULMK, TaK U BbICTYNaTb
B KayecTBe aKLeHTa Win NpuHUMaThb
aKTUMBHOE y4yacTue B BbICTpauBaHUu
OpHaMeHTaNbHOr0 PUTMUYECKOTO psaa.
TaK, B Ka4yecTBe KOMMO3ULIMOHHOTO LIEHTPa

OH NpeacTaB/ieH B nnaTtbe A-cunyaTa,
pacnofarasicb Ha rpyav. B oTKpbiTom
KOMOWHE30HE OH TaKXe PacnonOXKeH B
LleHTpe nuda, noaaeprKMBaembliii paaom
JPYrux OpHaMeHTalbHbIX MOTUBOB B
BMAeE LIBETOB, «OrypLoB»-nencnun. B 1obKe,
CTUIN30BAHHOWM Mo TPaAULMOHHbIN
Ka3axCcKun bengemiue, Kpyrn paBHOMeEpPHO
pacnpefeneHbl N0 NOMOTHULLAM CMUHKK
W NONOYKK. KOHTPACT APKOW BbILLMBKMU

W CBETNOro TOHa elle 6onee ycunnueaet
OpHaMEHTaNbHYIO Bblpa3uTeIbHOCTb
[leKopa nu3aenumn.

Ecnn Aa banaHu ucnonbayet
NOMIOTHMLA CIO3aHW, BblLWNTbIE BPY4YHYIO, TO
Anpa KaymeHoBa NMpUHTYET pacTUTESNIbHbIN
OpPHAMEHT Ha TKaHU, TEM CaMblM He
BOCCO3/1aBasl, a UMUTUPYS BbILIUBKY.
[aHHasa TeHAeHUMUs NCNONb30BaHUs
NPUHTOBAHHOIO leKOpa OYEHb aKTyalbHa
B COBPEMEHHOM [IN3aHEe OfEeXAbl,

B TOM 4ucie 6iarogaps WNMPOKOMY
pacnpocTpaHeHM0 MHHOBALMOHHbIX
TEXHOJIOMMM Nevyatu Ha TKaHu. OgHa 13
Hanbosiee MHTepecHbIX paboT AM3anHepa
— MaKcu-nnatbe A-cunyata U3 marepmana
C HabUBHbLIM PUCYHKOM B KOMMJIEKTE

C KaM30J/10M, YKpalleHHbIM Py4YHOM
BbILUMBKOW KaMHAMW Swarovski, 6ucepom
U KpyxeBaMn. MHTepec BbI3bIBAET U
nosynanbTo C KanioLWOoHOM CUyaTa
«Tpaneums». [ToBEpPXHOCTb U3aenus
MOJSIHOCTbIO MOKpPbITa a*KYpHOW BbILLNBKOM,
KOHTpacTupyowen ¢ TEMHbIM GOHOM
TKaHMW.

B pa6otax Av BanaHu u Auabl
KaymeHOoBOW B BbIlUMBKE 4acTo
BCTpeYaeTcs MOTUB LIBETKA,
HanoMuHatloWmi No popme ToNbNaH UK
MAno. BAM3KKMIM emMy NO OYEPTAHUAM
LLBETOK CYyLLECTBYET B MPOM3BELEHUAX
ApeBHero UckyccTBa 60/bLIMHCTBA
HapoaoB CpeaHen A3uun, oH aBNseTCs
OfHWM U3 aTpUByToB AHaxKUTbl - 6OXKecTBa
N1ogopoOAnNS U cpeHeasnaTCKMX pekK.
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N3BeCTHbIM y36EKCKNIM an3anHep Jlanu
®dasblnoBa, MOMMMO UCMO/Ib30BaHUS
TPaAMLMOHHOIO Y36EKCKOIro TEKCTUAS,
aKTUBHO NPUMEHSET MOTUBbI U 3/IEMEHTbI
TPaAMLIMOHHOWM BbIWMBKKU — KaK B MOAensx
MOJHOM OAEXK/bl, TaK U B CTUIN30BAHHbIX
obpasuax TPaaMLMOHHOMo KOCTIOMa.

TaK, uHTEepec npeacraBnsier aBTOPCKUM
KOMMJIEKT oaexabl (Nnatbe, Xxanar),
YKpalleHHOW 3aneMeHTaMn TpaanLMOHHOM
BbILUMBKW. BbIlWWTbIE 31EMEHTDI
pPacnonoXeHbl B HUXKHEM Yrny 60pTa 1 B
LIeHTpe pyKaBa. ApKne 61po30BbIE, CUHKE,
3e/1eHble TOHa KOHTPaCTUPYIOT C albiM
6apxaTHbIM GOHOM.

B aToM e HanpaBneHuu paboTaet
n ou3anHep bexpy3 Xam3aeB (6peHa
«Uzbek Apparel»), cTUb KOTOPOro
oTnnMyaeTcs 60/blIMM TaKOHU3MOM.
Cpeau ero paboT — CTUNIM30BaHHbIN
XanaT-4anaH, yKpalleHHbIM BAOAb 6opTa u
HM3a pyKaBa LUMPOKOM OpHaAMeEHTalbHON
KanMon. Ocobbli MHTEPEC BbI3biIBAET
OpHaMeHTalbHbIN y30p, NPEACTaBASIOLWINA
Co60M KOMBMHAaLMIO ABYX CTUIM30BaAHHbIX
3/1IEMEHTOB, pacrnpocTpaHeHHbIX B
y36EKCKOW BbIlWMBKE — MJiofla rpaHaTta
W UBETKa TtoNbMaHa. Bblpa3nTeibHOCTb
[leKopa yCUNMBaEeTCs 3a CHET KOHTpacTa
TPEX OCHOBHbIX LIBETOB BbIWWBKK —
6enoro, anoro 1 3e1eHoro — ¢ o6Wmm
YyepHbIM GOHOM. [PaMOTHO paccTaB/iEHbI
LLBETOBblE N KOMMNO3ULIMOHHbIE aKLEHTHI.
bopaoBbIM LBET NOAKNAAKK XanaTa
CBA3bIBAET APYr C APYroM YEPHbIN LBET
XanaTa v anbiv uBeT nnatbsl.

B Konnekuun 6peHaa «Tantana»
BbILUMBKa ClO3aHW NUCMONb3yeTcs
B Ka4yecTBE OTAENKM LMPOKOro
aCCOPTUMEHTHOIO psija U3aenum, Brtoyas
06yBb. ABTOP COXPaHSAET TUNUYHbIE AN
TPaAMLIMOHHOWM BbILWMBKU LUBETA U TEXHUKW.
N3aenus BbICTPOEHBI NO MPUHLIUMY
KOHTpacTa LUBETOB, CUNY3THbIX GOpPM,
dakTyp.

76

Beayuinm MCTOYHMKOM TBOpYECTBaA
In3anHepa 6penHaa «Guli Style» Takke
ABNAeTca 60oratasg opHamMeHTaNInCTUKa
clo3aHu. Ho, B oT/in4mMe oT MHOIMUX APYrux
aBTOpPOB, AU3alHep He BOCCO3aaeT
BbILLIMBKY B TPaAWLMOHHON TEXHUKE, a
NPUHTYET OPHAMEHT Ha TKaHn. CoxpaHeH
TPaANLMOHHBIN KPOWN HALMOHANbHOIO
KOCTIOMa, XapaKTePHbIN, K NPUMepY,

NS HYPaTUHCKOIO BbIWWTOrO xanaTa,

HO M3MEHEHa A/InHa — U3aenus
npeacTaBnsaoT cOO0M yKe He xanaThl, a
CKOpEee YKOPOUYEHHbIE aKeTbl. ITHUHECKUI
06pa3 ycuiieH 3a cyeT JobaBneHus
OPOCKMX YKPALLEHUN — NOSACOB, KPYMHbIX
epeBSHHbIX BYC.

Mcrnonb3oBaHWe TEXHUK TpaauLMOHHOM
BbILLUMBKM TaMOYpPOM U rMaablo —
HeoTbeM/ieMas YacTb TBOPYECKOro
noyepka banHyp AcaHoBoW, Au3aliHepa
Joma mopbl «CbimbaTt». BOT Kak roBopuT
cama An3anHep o0 cBOUX paboTax: «Y Hallewn
KONNeKuuMn Bcerga ectb cBOE NunLo. Ha
noKasax Mbl npeactaBnseMm KazaxcraH,

M 3TO 3BY4YUT BO BCex naaenusx. [a,

Mbl UICMOJIb3YEM MO/IHbIE UTANTbAHCKNE
3D-TKaHW, COBPEMEHHbIE TEXHOOTUH,
CTW/IbHbIX KPOW, HO Halla U3IOMUHKa

— HaUMOHanbHas BbilWMBKa. Ecnun
paccMaTpuBaTb Ka3axXxCKWMIM HaLMOHaNbHbIM
OPHAMEHT 1 ero TEXHONIOMMIO, TO MOXHO C
YBEPEHHOCTbIO CKa3aTb, YTO OH YHUKASIEH.
Mbl MCNONb3yeM pa3iMyHble CMELLIAHHbIE
TEXHUKU — TaMOYpPHbIN LWOB, rMafb,
annanKaumu, py4yHyto BbILUMBKY M BblLMBKY
LLHYPOM 1 6UcepOoM. A ¢ ropaoCTbio

W C I0OCTOMHCTBOM rOBOPIO, YTO A U3
KasaxctaHa, paccKkasbiBato Npo Hally
KynbTypy» [9].

B coBmecTHOM KonneKkumnm «BocTo4YHbIN
Bepnubp» TatbsHa JlIaknHa v LapnoTta
Yp6eH-KapunmoBa npeanpuHumatot
NonbITKY CN1EeCTU BOEANHO TpaamLum
BocTtoka 1 3anaga. CamMo c/ioBO «BEPSINGP»,
O3Havatollee «CBOOGOAHbIN CTUX»,
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npegonpeaensier HECKOIbKO BOJIbHOE
obpalleHne ¢ 3THUYECKMM MaTepuanom.
Mo33ns gaHHOro aHpa pacnpocTpaHeHa
B PepraHe, 1 TKaHW, UCMONb30BaHHbIE NPU
CO3[aHWN KOMNEKLUMH, BblIN MPUBE3EHDI
oTTYyAa *e. CUMOMO3 BOCTOHHOIO U
3anajHoro BblpaXKaeTcs B MCMOJIb30BaHUK
Y36EKCKMX TKAHEN U KNlaCCUYECKNX
CUNY3THbIX GOPM M KPOS EBPONENCKOIO
KocTioMma. Konnekumsa coctout n3 10
eanHny nsgenuin. OHa BKIIOYaeT B cebs
BEPXHIO W NErKyto oaexay, wapaobl,
cymMKU. Cpeam matepmanoB — XJIOMOK,
Lwenk, 6apxart, atnac, 6yKsie; NpUMeHseTcs
oTaenka MexoMm. B KavecTBe feKopa
MCNoNb30BaHbl WenKorpadus u pydyHas
BbllWMBKA. OHa N3 3HAKOBbIX MOAENEN
KONJIEKLUMKN — APKO-KpacHOoe nofynansto
nNpsIMOro cuiyaTa, 3anaxmMBatolLeecs,
COrNacHoO a3nMaTCcKoM TpaauLMK, Ha NeBYIO
cTopoHy. OTaeNnKa — WUPOKKUA BOPOTHMK
N MaHXETbl N3 XponyaTtobyMaxHOro
abpoBoro matepuana ¢ TUNUYHbLIM
ansa YabekuctaHa pucyHkom. O6pas
3aBepLUaeTcs BbILLUTON TIOOETENKON U
CYMKOW C anniMKaTuBHbIM y30poM. NnaTbe
13 6eno-CuHero nkata n TadTbl COYHbIX
Ten/blX TOHOB OT/IMYAETCS NIETALIUM
cunyatoM. KoHTpacTHbI OpHaMeHTalbHbIN
3NEMEHT Y30EKCKOM BbILIMBKM, BbILLNUTbIN
rnagbto — CMesbli U HEOXKNOAHHbIA aKLUEHT.
KonneKkuusa otnnyaeTcs }MBOMUCHOCTLIO,
HEMPUHYKAEHHOCTbIO.

OunsanHep Avga MaxaHb6eToBa
(6peHa «Aima») B CBOUX TBOPYECKMUX
paboTax akTyanuManpoBana TaKow Bua
JIEKOpaTUBHOM OTAENKU KOCTIOMa HapoaoB
LleHTpanbHOM A31K, KaK CTeXKa. ABTOp
He KonupyeT 6yKBasibHO 06pasLbl
lanaHoB, Wyob - iWiK, MPOYMX CTEraHbIX
n3aenunin, Ho 3aMMCTBYET MO aHanornu
HEeKOTopble 0COBEHHOCTU IEKOPATUBHOM
OTAE/IKU, KPOS, CUNyaTa, OpraHnyHo
coyeTas TpaaAnLMOHHOE C COBPEMEHHbIM.
KniouyeBoe nsaenuve B KONJIEKLUMSX aBTopa

— YOJIMHEHHbIN CTEraHbl XUNET NPSAMOro,
TpaneuneBUaHOro Uan NpuUTaneHHoro
cunyaTta. PaboTtaeT aBToOp UCKIOYUTENBHO
B aXxpoMaTM4yeCcKon ramme — 3TO OTTEHKMU
LLUMPOKOro AnanaxoHa Ceporo, YepHbln
uBeT. CTexKa BbICTYyNaeT Kak cnocob
GOpMUPOBaHUA EKOPATUBHOM pefibedHOM
NOBEPXHOCTU apXUTEKTOHUYECKOTO
XapakTepa. 3aenns nog4epKHyTo
reoMeTpuYHbl. ABTOP CMENo MaHunynaupyeT
BM3YyasibHbIMU UINIO3USAMU. PUTMUYECKME
psaabl BbICTpanBaloTCH cHET UBMEHEHUS
HanpaB/IEHUS CTEXKKM, PACCTOSAHUA MEXKAY
JINHUAMM OTAENKMN.

CTeXKy KaK 0MH N3 OCHOBHbIX
Ccnoco6oB AeKopa UcnosnblyeT U TaTbsiHa
BopoTHMKOBa B CBOEN KONNEKL MU
«3onotas ao/nHa». CteraHble nasasTo
NPSAMOro CKyaTa CNPOEKTUPOBaHbI NO
aHanornu ¢ TpagMuMOHHbLIM Kyni, farke
W3HaHKa noabuta NCKYCCTBEHHOW OBYMHOW.
LiBeTa — TEMHO-CUHWNIA, OpaHKeBbIK. Ha
3TOM ¢$OHE 0COB6EHHO Bblpa3nTeibHO
CMOTPSATCH OPHaMeHTalIbHble 31EUMEHThI
annavkauum, npeacraBnstolme cooon
CTUNM30BaHHbIM GapaHuit Por.

B kancynbHoOM Konnekumn CantaHat
balimyxamenoBom o6birpaH obpas
MOHIO/IKN-KOYEBHMULbI. CTeraHble
60/1blUIMMUM KBaapaTamMu KUnethbl
W NanbTo N3 TEMHO-CEPOro CyKHa
KOMOUHUPYIOTCS C NPOCTbIMU MPSMbIMU
nnaTtbsMM M3 }KaToro matepuana 6enoro
uBeta. B dopmupoBaHum ob6pa3sa
Y4aCTBYIOT U MPUYECKN C MACCUBHbIMU
HaKNagHbIMWU KOCaMU, U YKpaLleHUsa —
KPYMHble MacCUBHbIE HaHWU3HbIE BYChl,
UMUTUPYIOLLIME BUPIO3Y, Kopana n 4epeBso.
B KOnnekuum NpucyTcTBYIOT U Takne
3aMMCTBOBaHMSA U3 3THUYECKOIO KOCTIOMa,
KaK BOPOTHUKKU U3 OBYUHbI U LLIAMKK-
Manaxau.

AnsanHep Epnan onpacbek He
MCMOJIb3YET TEXHOMOMMIO CTEKKMU B
OyKBa/IbHOM BU/€E, HO TOHKO UMUTUPYET ee
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NyTeM BA3KWU MENKUMU MIOCKMMU KOCaMn B
n3nennsax n3 TpMKoTaxa.

CteraHble naaenus NpUcyTcTBYIOT
n B paboTax AKKeHxe [leBaTko. Tak,

B ee Konjiekuumn «[1o4b ctenemn» 6bino
npeacraBneHo o6beMHoOe Nnartbe-

TYHMKa TEPPAKOTOBOrO LiBETa, Nonepex
CTeraHoe NtopeKkcomMm, oTaenaHHoe Nno Kpato
HaTypanbHbIM MEXOM, AEKOPUPOBAHHOE
BbILIMBKOW LUIHYPOM 1 30710TOM. O6pa3s
KOYEBHMLbl AOMNOJIHANCS CBOEO6Pa3HbIM
MaKUSXEM N NPUYECKON U3 BbICOKO
HayYeCaHHbIX BOJIOC, UMUTUPYIOLLIEN
Tiop6aH.

B Konnekuun Joma moapbl
«CbIMBAT» NPUCYTCTBYET KOMMJIEKT U3
CTEeraHoro KpynHoiMyM pom6amu atnaca
$pU1CTaKOBOro OTTEHKA, OTOPOYEHHbIN
Mo Kpato KpacHbIM KaHTOM. neMeHT
pomba aBngeTcs Beaylmm B U3AENNUN: OHO
YKpaleHo AEKOPATUBHLIMU BblLWNUTbIMU
HaKnagkamu B B1uae poMooB. 3analuHas
cTeraHas lobKa — CTUIM3aLnsa Ka3acxKom
I06KKN-6engemiLLe.

B Konnekuuu «Tymap» an3amnHepa
Samidel aneMeHTbl OTAENKH
TpaguLMOHHOIO KOCTIOMa npeTepnenu
3Ha4YUTENbHbIE UBMEHEHUS: OHU
Obl/IN CTUIN30BaHbI U TBOPYECKHU
npeo6pa3oBaHbl C UCMOJIb30BAHUEM
COBPEMEHHbIX TEXHONOMNI U MaTepUanos.
Cama KoneKuus nakoHM4YHa Nno Kpoto u
LLBETOBOMY pelleHUI0 — npeobnagatoT
06beMHble GOPMbl U HENTPaASbHbIE TOHA.
CTnunusoBaHHbIM TyMap BbIMOSIHEH U3
MJOTHOM KOXM U UCMONb30BaHMEM MeToda
nepdopaumun 1 anninKkatmBHO HanoxeH
Ha OCHOBHYIO TKaHb M3genus. Kaxaas
noaBecKa amyneta ABASeTCs OTAeNbHbIM
3/IEMEHTOM.

XoTenocb 6bl OTMETUTL U TBOPYECKUI
NPoEeKT An3anHepa EneHbl Munbbeprep
B coaBTOopcTBE ¢ Hatanben Mapmuae
«Bno6uTtbCcs B BOCTOK» (PUCYHOK D).
KocTioMbl U3 3TOW KOMNEKLMKN ABASAIOTCA
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6osiee apT-06beEKTAMU, HEM OAEXKION,
npeaHa3Ha4YeHHOW ANs peanbHOro
HoweHUs. CNoXHble KOCTIOMHbIE
KOMMNEKCbl COCTOAT U3 60/1bLLIOMO
yucna U3aenun, BbINOMHEHHbIX B
KOMOUHaTOPHOW aBTOPCKOM TEXHUKE,
COoYeTaloLLLEN 3NIEMEHTbI CTEXKMU, BbILUUBKMW,
NOMMUXPOMHOI0 OKpaLlMBaHUA U POCMUCH
Mo TKaHW. Kaxkabl KOCTIOM CUHTETUYECKM
co4yeTaeT B cebe pasfinyHble 4epThbl
JIEeKOpaTUBHO-NPUKNAAHOIO UCKYCCTBA,
MaTepuanbHOM U yXOBHOM KyNbTypbl
LleHTpanbHoM A31H, BbiparkaeT COCTOAHMS
MECTHOM NPUPOabl, U300paXKaeT
navgwadTbl, MUGONOITUYECKUE 06Pa3bI.
O60pKa KaK 4acCTb EeHCKOoro

Pucynok 5. Mogesnb u3 kosustekuuu Enensl MuibGeprep B

coasroperse ¢ Haranbeit lapmune «BioGuTbCs B BOCTOK»
Ka3aXCKOro niaatba KOC €eTeK 04eHb
nonynsipHa y CoBpeMeHHbIX AU3anHepPOoB.
3ayacTyto OHa SBJISETCH MaBHbIM
3/1IEMEHTOM, OTCbl1alOWKNM K 3THUNHECKOMY
KOCTIOMY, 1 UCMOJIb3YyETCA B HPE3IMEPHDbIX
Konnyectsax. Bmecrte ¢ Tem, psg aBTOpoOB,
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Pucynok 4. Mopenu 6penia Moel Bosh

NCNo/b3ys AEeKOpPaTMBHbIE 0O0PKK B MepY,
CO3/aloT 0JleH 1y, 06pa3HO-acCcoLMaTUBHO
BblpaaloLlyto TpaamLUn 3THUYECKOTO
KocTioMma. Tak paboTtatoT CantaHaT
balrimyxamenoBa, EpnaH Mongacbek — ux
nnartbd, 4OCTaTOYHO MUHUMANUCTUYHbIE
Mo KPOO M CUTY3TY, HO aKTUBHbIE U
Bblpa3unTesbHble MO LIBETY, JOMNOJIHEHDI
NTaKOHWYHbIMKW 060pPKaMHM, MpUAAOLLMMU
06pa3sy KEHCTBEHHOCTb.

0Oco60ro paccMOTPEHUS 3acCNyKMBaKOT
HeTpaanuMOHHbIE cnocobbl o6palleHus
AM3aNHEPOB C 3N1eMeHTaMM 1eKopa
3THUYECKOIro KOCTioMa. TaK, OpUrMHanbHyto
WMHTepNpeTaLunio y36eKCKNX IOBENNPHbIX
n3aenum Mol BUAMM B KOJINEKLMAX
y36eKcKoro 6peHaa «Moel Bosh» (pncyHOK
6). N306parkeHns cepexeK, NoABECOK,
OXKepenum, Konew, HaHeCeHbl Ha TKaHb
METOAOM MpUHTa. TKaHb MOXET ObITb KaK
O/IHOTOHHaS (M Torga n3o6paxaembli
06BLEKT BblAenseTcs Ha o AHOPOAHOM (OHe),
TaK ¥ y3op4yatas (M BO3HMKAET onTMYecKas

WNNI03KS peasibHOro yKpaleHus, HaletToro
nosepx nnatbs). KOBENMPHbIE YKpaLLEHUS
KOMMOHYIOTCS Ha NOBEPXHOCTU U3OENNN,
co4eTaloTCs Apyr ¢ ApYyrom, noasepraroTcs
npeo6pasoBaHUAM NOBOPOTA, HAaK/IOHa
1 Np. TakKe MHTEPECHbI MUHU-NNATbS U
T-shirt U3 aTOM KOMNEKUUWU, YKpallEHHbIE
CTUNM30BaHHbIMU M3006PaKEHUAMU
HEHCKMX NTNL, NOBEPX KOTOPbLIX HALLIUTBI
HacTosILWME YKpaLLEHUS — Cepbri,
«30/10Tble 6POBU». YKpaLLEHUS B JaHHOM
clyqae, He Tepsas cBoen GYHKLUNUKU 3THO-
MapKepa, NpuobpeTaloT U XapaKTep
OpHaMeHTalbHOro MOTUBA, TaK Kak
SIBNAOTCSH MIOCKOCTHLIM U rpaduyecku
Bblpa3uTeNbHbIM 3/IEMEHTOM AEKopa.
OaHon N3 Lenen paHHoOM
paboTbl 6bI10 YCTAHOBUTL YacToOTy
MCNONb30BaHUS Pa3IMyHbIX 3/IEMEHTOB
JleKopa TpaanLMOHHOro KocTioMa B
COBPEMEHHOM AU3alNHEPCKOM NPaKTUKE.
B KauecTBe ncxogHoro matepuana
N9 CTaTUCTUYECKOro aHanm3a bblfia
MCNo/ib30BaHa penpe3eHTaTMBHas
BblOOPKa U3 TBOPYECKMX KONNEKLINK
AVM3anHepoB odexabl nepuoaa ¢
2008 no 2018 roa. Bcero 6binun
paccMOTpPEHbI paboThl 48 AU3aNHEPOB,
IOMOB MOfbl 1 6PEH0B, U3 HUX — 16
Ka3axCTaHCKMX, 15 y36eKCcKux, 13
— U3 fanbHero 3apybexbs, 4 — U3
NPOYMX CTPaH LLEHTPAIbHOA3MaTCKOro
pernoHa. Co6paHHble CTaTUCTUYECKNE
[JaHHble nNpeacTaBneHbl Ha Anarpamme
1, oTpaxkaloLwen NpoLLeHTHoe
COOTHOLIEHWE Pas/InyHbIX BUAOB
OTAENKM, UCNONb30BAHHOM B TBOPYECKUX
NpoeKTax An3anHepoB. Ha ocHoOBaHWK
npeacTaBneHHbIX AaHHbIX Mbl MOXEM
NPUATKU K BbIBOAY, YTO YacTb BUAOB
OTAENKN TPagULIMOHHOIO KOCcTioMa
HapoaoB LleHTpanbHOW A3MK Haluna
aKTMBHOE MCMN0JIb30BaHWE B aKTyalbHOM
IN3anHEPCKOM NpaKTUKe, pyras e 4yacTb,
HanpoTKB, OCTAeTCs NOYTU HE OCBOEHHOM
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(Onarpamma 1).
B pesynbraTte npoBefeHHOro

W TpaguuMoHHan BblWKWBKa

W [leKopaTUBHbINA TEKCTUb
Crozanu

M JTocKyTHOE WnTbe

W TekcTunbHas otaenka
Crexkka

4

OT1aenka loBeAUPHbIMK
u3genmAMN

Mpoune Buabl OTACNKK

ﬂnarpamma 1. CrartucTHuecKoe COOTHOLIEHHE BUIOB OTHCJKH
HEHTPAJIbHOA3UATCKOr0 KOCTIOMA, MPEJICTABJICHHbIX B
TBOPYECKHUX paéoTax [lI/ISaﬁHepOB OIE2KIbI

CTaTUCTUYECKOro aHann3a yCTaHOBJIEHO,
4YTO HanboJsiee pacnpPoCTpaHEHHbIM BUAOM
[IEKOPaTUBHOW OTAENKHU, KOTOPbIN
MCMNONb3YOT B CBOEM TBOPYECTBE
An3anHepbl oaexabl, ABNAeTCs
TPaAULIMOHHbIV TEKCTUNb HApPOa0B
LleHTpanbHOW A3uun, B NepByto o4epeab —
y36EKCKUM, a TaKKe BOWIOK. TEKCTU/bHbIE
MaTepuasnbl UCNONb3YIOTCA KaK B CBOEM
OpUrMHaNbHOM BUAe (TEXHONOTUS
U3roToBJ/IEHUs, LiIBETOBad raMma,
Marepuanbl), Tak U B CTUIM30BaHHOM BUAE,
W B Buae nmutauumn. Bropoe mecto no
YyacToTe UCMO/Ib30BaHMs NPOYHO 3aHNUMaET
TpaAnLUMOHHas BbllLMBKa

UIn ee MMUTaLMK (BblMBKa rnagblo,
TamMOBypoM, 30/10TOE LWINTbE, CIO3aHK). Y30p
BbILLMBKWM MOXET OblTb 3aMMCTBOBaH

KaK M3 KOCTIOMa Hanpsmylo, Tak U 13
npeaMeToB MHTEPbEPHOIO TEKCTUNSA
(cto3aHu, BbILWKUTbIE MOKPbIBasa, KOBPOBbIE
nsgenus). loctatoyHo pacrnpocTpaHeHa
[leKopaTUBHas OTAeNKa MOHETaMMU,
OyCMHaMM, NoABECKaMW B 3THUYECKOM
CTWUe; OTAeNIKa TECbMOW M NO3YMEHTaMN B
3THO-CTUNE. Pexe BcTpevaeTcs
NUCMNONb30BaHUE U UMUTALINA TEXHUK
TPAANLMOHHOM CTEXKN N NOCKYTHOIO LLNTbS
[10, 148 c.]. 3apybexHble Au3anHepbl B
nogasnsiolleM 6ONbLINMHCTBE CyvYaeB
obpalatoTcs K Tpagmumam
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LLeHTpaIbHOa3MaTCKOro TEKCTUAIS,
Ka3axCTaHCKMe An3anHepbl — K BbllUMBKE,
Martepuanam, BOWSIOKY, y36EKCKUe Yalle
BCEro UCMOJb3yIOT aBpOBbIE TKAHM,
ClO3aHM.

YT10 KacaeTcq MeETO0B An3alH-
NPOEKTUPOBAHUSA, KOTOPbIMWU ONEPUpPYIoT
In3anHepbl B CBOEW NMpaKTUKe, obpallasch
K IeKopaTUBHOMY 0POPMIIEHUIO KOCTIOMA
HapoaoB LleHTpanbHOn A31K, 3TO METObI
accoumaumu, CTUNM3aumnm, aHanoruu,
KOTopble NPUMEHSOTCSA Hanbonee YacTo;
METO/1bl AEKOHCTPYKL MU, UHBEPCUMH,
TpaHchopMaLmm, KOTOpPblEe UCMOSb3YOTCS
3Ha4YnUTENLHO BoJsiee peakKo.

Ham Bugurtcs, 4to 601ee MHTEHCUBHOE
MCMNONb30BaHUE TEKCTUIbHOM OTAENKM,
CTEXKM, BKIIOYEHNE IIEMEHTOB
IOBEIMPHOro eKOpa MOXKET 060oraTuTb
apceHan TBOPYECKMUX UCTOYHUKOB
COBPEMEHHbIX AU3aHEPOB KOCTIOMa.

B uenom cnegyet KOHCTaTMPOBAaTb, YTO
TEHOEHLNS UCNOb30BaHUA TpaauLmMn
[IEKOpaTUBHOW OTAENIKU KOCTIOMa HapoaoB
LieHTpanbHON A31Kn B COBPEMEHHOM
IN3aNHEPCKON NpaKTUKE HOCUT
YCTOMYUBbIM XapaKTep, B 60/bLUEN CTENEHU
— B TBOPYECKUX MPOEKTax 0Te4YECTBEHHbIX
IN3anHEepPOB, B MEHbLUIEN CTEMNEHU — B
paboTax 3apy6exHblx aBTOPOB. [JaHHas
TeHAeHUMS 6yaeT COXPaHATbLCA U
pa3BMBaTbLCS B pyclie MOAHbIX TPEHA0B
TeKylmx ce3oHoB [11, 139 c.].

3axknouenue

3THUYECKNI KOCTIOM HapoaoB
LleHTpanbHoOM A3nKn — 6oratbii TBOPHECKUH
MCTOYHMK CO3JaHNsi COBPEMEHHOMN
ofeXabl pas/inyHbIX HanpaBIEHWUN.
CucTtemMa aexkopa TpaguLMOHHOIo
KOCTIOMa OT/IM4aeTcs NpoayMaHHOCTbIO
W cOornacoBaHHOCTbIO BCEX AeTanen,
LLen1ecoobpa3HOCTbO, 3CTETUHECKON
NpUBNEKaTENbHOCTbIO, MYy6OKOM
CMbIC/IOBOW HaMNOJIHEHHOCTbIO. Buabl
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[AEKOPaTUBHOW OTAENKM CXOA4Hbl B KOCTIOME
pas3nn4yHbIX HapoaoB LieHTpanbHON A3uu,
06beUHEHHbIX TIOPKCKUM 3THOrEHE30M,
HO MMEIOTCS U CYLLLECTBEHHbIE
pernoHanbHble pasfinyus, B HaCTHOCTH,

B NpeAnoYTeEHUM TEX UAN UHbIX BUOOB
OTAESIKM, B BbIOOPE LIBETOBOW raMMmbl, B
cucTeme pacnpegeneHuns gekopa. 310
AVUKTYETCS KNMMaTUYECKUMM YCIIOBUAMM,
MECTHbIMW KYNbTYPHbIMU TPAAULMAMU U
BEPOBaAHUSAMM, PacnpoCTPaHEHNEM TEX UK
WHbIX PEMECEN Ha Pa3/TUYHbIX TEPPUTOPUSIX.

K oco6eHHOCTAM JeKOpaTUBHOM
OTAENKM KOCTIOMa HapoaoB LleHTpanbHoM
A3nn n KaszaxctaHa Kak TBOPYECKOMY
NUCTOYHMKY NPOEKTUPOBAHNS COBPEMEHHOMN
oAexabl 06pallaoTcs KaK 0Te4eCTBEHHbIE
U 3apybexHble an3anHepsbl. Cpeau
aBTopoOB, paboTalowmx ¢ Tpagmunsamm
LleTpanbHOa3MaTCKOro TEKCTUS, MOXHO
Ha3BaTb U KNAaCCMKOB COBPEMEHHOMN
3apybeHON MOAbl, AUKTYIOLIMX
MOJHbl€ TPEH/bl TEKYLLMUX CE30HOB,

N Ka3axCTaHCKMX, Y3OEKUCTAHCKMX,
KMPrM3CKMX aBTOPOB, KOTOPbIE TG0
CNeayloT 3TUM TpeHaam, 60 NbiTaloTcs
0603HauY1Tb CBOW PErmMoHasnbHbIM BEKTOP
pasBUTUS COBPEMEHHOM MO[bI.

AHann3 TpeHAoB NOCNEeAHMUX CE30HOB U
06LW MM BEKTOP HanpaBAeHHOCTU MUPOBOW
MO/bl MOKa3bIBAET, YTO TEHAEHLMSA
NCMNO/Ib30BaHWS 3THUYECKMX TPaaULMK
KocTioMa HapoaoB LleHTpanbHoM A3uun 1
KasaxcTtaHa B COBPEMEHHOM NPaKTUKe
n3aiHa ofex /bl HOCUT YCTONYUBbIN
XapaKTep U NPOoAOSIKUT pa3BMBaTbCH
B [I0/ITOCPOYHbIN NepcrnexkTnee. Takum
o6pa3som, paboTa B pycne AaHHOro
HanpaBfieHUsa aM3aiHa ABNgeTcs
MHoroob6euatouwen. JaHHbln TBOPYECKUH
WCTOYHMK NpeaocTaBAsET An3anHepam
LUMPOKUI CNEKTP BO3MOXKHOCTEN /1S
CO37aHusa oAexabl HanpaBneHUn npeT-a-
nopTe, OT KyTIOp, UMUIXKEBOW OAEXAbl U Np.

Ha ocHoBe aHann3a paboT 3apyberHbIX

N OTEYECTBEHHbIX AU3aNHEPOB BbIN0
YCTaHOBJIEHO, YTO Hanbosee BENNK
WUHTEpPEC K TPaaULMOHHOMY TEKCTUIIO

W BbIlUMBKE, B MEHbLUEW CTENEHU — K
npoymm Buaam otaenku. Cpeaun aBTopos,
paboTaloLnX C TPAAULIMOHHBIM TEKCTUAEM,
cnenyet Bblaenutb Anay KaymeHoBy,

Jlann ®asbinosy, Ao bananu, 3ynboduio
CynTtoH, 6peHabl Moel Bosh n Uzbek
Apparel. K Tpaanumnam BbILLMBKMK,

NOMMMO YKa3aHHbIX BblllE aBTOPOB,
o6pauwatotrca banHyp AcaHoBa, CantaHat
banmyxamenoBa, AKKeHxe [1eBATKO U
apyrue. CBoeobpasHas MHTepnpeTaums
JTOCKYTHOTO LWKTbS, CTEXKM NpeacTaBieHa
B paboTax MHOIMx aBTopoB. [An3anHepsbl
aKTMBHO MCMNOJIb3YIOT TaKMe BUAbI
OTAE/NIKW, KaK loBeNIMpHble U3aenus,

MeX, nepbs 1 np. MsanHepobl paboTtatoT
NPENUMYLLLECTBEHHO B [IBYX HanpaBieHUSX:
OT KyTiOp (N1 ofexaa Knacca NoKC)

U npeT-a-nopTte. B cBoeM TBOpYecTBE
aBTOPbl UCMONb3YIOT METOAbI aHaNOIMmu,
CTUIn3aummn, obpasHo-accoUmaTMBHOIO
NOMCKa, pexe — MoAay/ibHbIM METOoS,
METO/1bl AEKOHCTPYKLMU U UHBEPCUMN,
KnHeTuama. CTUINCTUYECKOE HanpaBineHue
KONNTEKLMN BapbUpyeTcs OT YUCTOrO
GonbK-cTnNg Ao andpePy3HoOro cMelLeHuns
CTWJIEBLIX HaMpaB/IEHUI: 3THO N KNAaCCUKM,
CMOPTUBHOIO CTUAS, POMAHTUYECKOTO
CTWAIS, U AaXKe 00 CMELIEHUHN CO CTUNEBLIMU
HanpaBfeHUsaMn, 6a3npyoLMXCs

Ha MCNONb30BAHUK KYNbTYPbI APYrUX
HapoaHOCTEN: 60OX0, NPOBaHC, LWeb6U

n np. O6lee HanpaBleHUe JIIOKCOBbIX
KO/INEKLUMN MOXKHO OXapaKTepusoBaTtb
KaK 3THO-LLIMK — COBPEMEHHYIO TPaKTOBKY
U CMeLleHue CyLLeCTBOBaBLUNX paHee
CTUSIEN: XUNMN, MUSIUTAPU, 3THO, KaHTPH,
cadapu. 310 CTUNb, Npeanonaratowmm
cB06O/ly CaMOBbIparKeEHUS, APKYIO
3THUYECKYIO OKPACKY, MOJIMKYSIbTYPHOCTb,
onpeaeneHHoe TAroTeHUe K POCKOLLM, K
MCMNONb30BaHUIO OB6UNBLHOIO eKopa UK
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aKceccyapos.

YT0 KacaeTcs NepcrneKTMB AajibHERLLEN
Hay4YHO-UccNeaoBaTe/lbCKON PaboThl
B JaHHOM HanpaBieHUU, MOXHO
0603Ha4Yu1Tb CreayoLine BO3MOXKHbIE
HanpaBneHus. B cBoeln paboTte Mbl
paccMaTtpuBasiv KOCTIOM Ka3axos,
y36€KOB, KUPrM30B, B MEHbLLIEN CTEMEHMU
— TaJXXUKOB M TYyPKMEH. BmecTe ¢ Tem,
60/blUME BO3MOXHOCTM NpeaocTaBasgeT
nccnegoBaHMe JEKOPATUBHOM OTAENKM
KOCTIOMa (M1 ee UHTepnpeTaumu B
ON3anHe) 1 Apyrux Hapoaos LieHTpanbHOM
A31K — MOHT0/10B, 3anajHblx 06/1acTen
KuTas, Tatap, oxHbix o6nacten Poccuu,

TIOPKCKMX HapoaoB Antas u Cuoupwu.
TaKXe BO3MOXKEH Yrny6/IeHHbIA Hay4YHbIN
NMOMCK B 061aCTW TEOPUM MPOEKTUPOBAHUS
06pa3sLoB ofeK bl CNOPTUBHOIO

CTUNS, }KEHCKOWN OJEXKAbl, OAEXKAbI N3
TPUKOTaXKa, crneuoaerK/bl, CoO3laHHOM

C Ucnosib3oBaHWeM 0CO6eHHOCTEN
[EKOPaTUBHOWN OTAENKU 3THUYECKOIO
KOCTIOMa. BO3MOEH Hay4HbI NOUCK B
JaHHOM 06/1aCTN € NO3ULMN TEXHOOTUK

W KOHCTPYMPOBaAHUS COBPEMEHHOM
ofleXabl, MHTEPNPETaLMN OCOBEHHOCTEN
3THWMYECKOro KOCTIOMa C UCMOoJIb30BaHWEM
WHHOBALMOHHbIX MaTepmnasnos.
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H. BonopeBa, A. AruGaeBsa
T.K. XypreHoB aTbiHAafbl Ka3aK y1TTblK OHEP aKafeMUSIChl,
Anmarsl, KasakctaH

KA3IPT1 3AMAHFbI KWIM AU3AWHEP/IEPI TONTAMACLIHAFb] OPTAJIbIK A3USl XAJIbIKTAPbIHbIH
ASCTYPJI KOCTIOM SIUEKEA/NEPI 3/IEMEHTTEPIHIH
WbIFAPMALLBbINIbIK UHTEPNPETALIUAZIAHYbI

AHHOTaAuMA:

Byn MaKkana 3amaHayu AM3aiHepiK NpakTMKacbiHAarbl OpTanbiK A3ua MeH KasaKcTaH xanblKTapblHbIH,
[9CTYpAi KOCTIoMAEpPiH AeKopaTUBTI 6e3eHipy epeKLlenikTepiH Nanganany macenenepiHe apHanfaH. [actypni
KOCTIOM CoHJiK-KonaaHo6anbl eHep GeHOMEHI oHe 3amaHayn KOCTIOM An3anHbIHAaFbI WhbiFapMaLlblblK,
KanTa onnayablH 06beKTici 60biN Tabbinagbl. Makanaga Kuim yarinepiHii KonnekuusanapbiH }acay KesiHae
ap TYpAi AeKOp TYpnepiH KongaHy epeKLlenikTepi KapacTtblpbinaabl (Ka3akctaH, ©36eKcTaH, 6acka Aa *aKblH
YKOHe anbIC WeTen Au3anHepnepiHiy, *ymbicTapbl MbicanbiHaa). CoHaan-ak, Makanaga ap TYPi XanblKTblK
KecTeney, KypaK Tiry XKaHe Tiric TexHMKanapsbl, 3eprepnik eHep 3aTrapbl, KOCTIOMAiI apneyaiH 6acka Typnepi,
LWbIFapMaLlblblK i3AeHy aaicTeMeci 60MblHIWA, 6YMbIMHbIH KOMNO3WULUANbIK, IEKOPATUBTIK KaHE TYCTIK
Lewwimi TypFbiCbiHAH NanaanaHy epekiuenikrepi TangaHraH. 2008 xbingaH 6actan 2018 biiFa AeRiHri
Ke3eH[e AM3anHepnep KoeKkunsanapblHaa apneygid apTypai TYpnepiH nanganaHy *Xuinirine ctaTucTUKanblK
Tangay XyprisinreH.

Tyhinpi ceapep: Kvim AM3aliHbl, KOCTIOMI o6anay, CaH, CaHfli YpaicTep, ABCTYP/i KOCTIOM, XasblK KOCTIOMI,
Kas3aK KOCTIOMi, CoHfliK-KonaaHb6anbl eHep.

N. Volodeva, A. Agibaeva
T.K. Zhurgenov Kazakh National Academy of arts
Almaty, Kazakhstan

CREATIVE INTERPRETATION OF DECORATIVE ELEMENTS OF CENTRAL ASIAN TRADITIONAL COSTUME
IN COLLECTIONS OF MODERN FASHION DESIGNERS

AHHOTaUMA

This article discusses the questions of using features of decoration of Central Asian and Kazakh traditional
costume in contemporary practice of fashion design. Traditional costume is a phenomenon of decorative-
applied art and an object of creative interpretation in modern costume design. In this article we consider

the ways of applying various types of decor and integrating it into costume shape during the process of
designing fashion collections (on the example of the works by designers from Kazakhstan, Uzbekistan and
other countries of near and far abroad). We analyzed features of various types of folk embroidery, as tambour
embroidery, gold embroidery, quilting techniques and stitches, jewelry and other types of costume decor from
the standpoint of the creative search methodology in design, compositional, decorative and color specifics.
We also used the method of statistical analysis to investigate the frequency of using various types of decor in
the collections of designers during the period from 2008 to 2018.

Key words: fashion design, costume design, fashion, fashion trends, traditional costume, folk costume,
Kazakh costume, artisan crafts
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3BOJIIOLIUS
UIEN
JNNEKOHCTPYK-
TUBU3MA B

\ 4

ART STUDIES

KOHTEKCTE

COBPEMEHHbIX
KOHLIENLIUHA
e 15073 PA3BUTHUS
e M O/1bl

! Kasaxckasi HallHoHaJIbHAsT aKaJIeMHsT HCKYCCTB
um. T. )Kyprenosa
r. Anmatel, Kazaxcran

3BOIIOUUSA UAEH AEKOHCTPYKTUBU3MA B KOHTEKCTE COBPEMEHHbBIX KOHLEMLUA
PA3BUTUSA MO bl

AHHOTauMAa

B cTtaTbe paccMmaTtpumBaloTcsa KyNbTYPHO-UCTOPUYECKUE MPEANOCHITKM U 3Tanbl pa3BUTUA JEKOHCTPYKTUBU3MA
B COBpeMeHHOoM Moje. B pedynstate npoBeAeHHOro MCTOPUKO-UCKYCCTBOBEAYECKOrO aHann3a ycTaHoBEHO,
YTO MAeun JEKOHCTPYKTMBM3MA B AM3alHE KOCTIOMa NPOLLSIM HECKOJIbKO 3TanoB Pa3BUTUS — OT anaTarKHbIX
NPOSIBIEHWI CYOKYNbTYPbl MAHKOB M @BaHrapAHbIX MPOEKTOB ANOHCKUX M 6eNbrMCKNX AN3anHEePOB A0
onpegensiollero dakropa B popMMpOBaHNM HOBbIX ICTETUHECKUX aeanoB. [peanpuHAaTLI aHann3
3BOJIIOLMOHHbIX 0COBGEHHOCTEW 3TOr0 HaNpaB/iEHUS B COBPEMEHHON MOJE NO3BONSET YTBEPHKAATb, YTO
KOHUEeNTyaslbHble NPOEKTbl HE3aBUCUMbIX AMOHCKMX U 6E€NbIMMMCKUX AN3aNHEPOB-AEKOHCTPYKTUBUCTOB
UMENIN OFPOMHYIO KPUTUHECKYIO BaXHOCTb KaK TEOPETUYECKNE NOKa3aTeNn U BHECIU PEBOIOLMOHHBbIE
M3MEHEeHUs B CUCTEMY BECTUMEHTAPHOM Mofbl. B npouecce cBoero pa3Butus, AEKOHCTPYKTUBU3M
paanKanbHO TpaHCHOPMMUPOBaAN TPAANLIMOHHBIE CTUIIMCTUYECKNE, KOMNO3ULMOHHBIE U TEXHUYECKNE OCHOBBI
NPOEKTUPOBAHUSA KOCTIOMa M BM/ICA HOBOM TOYKOM OTCYETA B PAa3BUTMMU COBPEMEHHOM MOAbI.

KnioueBble cnoBa: 1eKOHCTPYKTUBM3M, MOAa, AM3aiH KOCTioMa.

BeeaeHue noJ Bo3aencTBUEM 06LIMX

CreneHb GYHKLMOHAbHOCTU U MWPOBO33PEHYECKUX YCTAHOBOK 3MOXM.
YTUINTapPHOCTU OEeX/bl, 3CTETUYECKHE TaK, opueHTaums B anoxy noctmoaepHa
HOPMbIl M CEMaHTUYECKas HanoJHEHHOCTb Ha cB060Yy XyNOXKECTBEHHOIO
KOCTIOMa, ABAStoLLErocs cBOeobpasHon NOUCKA, SKJTIEKTUYHOCTb, MPOHUYHOE
NPOEKLUMEN KYNLTYPHOMN CUTyaLINK NepeocMbIC/IEHNE TPaAAULIMK U
WU UHCTPYMEHTOM TpaHCNALMUHK WHAMBUAYanM3aumio oKasana
KYNbTYPHbIX LIEHHOCTEN, U3BMEHSIOTCS CylLLeCTBEHHOE BO3ENCTBME Ha
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AN3aNHEPCKYIO MPOEKTHYIO MPaKTUKY.
YTBEpKAEHME IEKOHCTPYKTUBMU3MA B
KayecTBe PpUInocodCKO-TEOPETUHECKON
6a3bl Xy4OXKeCTBEHHOWN Ky/bTYpbl 3NOXH
NnocTMoJepHa Kak Hanbonee BAUATENbHOIO
HarnpaB/iEHUS COBPEMEHHOIO UCKYCCTBa
HaLWIO0 OTPaXKeHMe B NPUHLMNMASBHO
HOBbIX B3r/fi/lax Ha cTaHaapTbl U
MEXaHW3Mbl Pa3BUTUS BECTUMEHTAPHOMN
MO/bl KOHLLAa XX BeKa.

MNoHATUE AEKOHCTPYKLUMK B MOJE HOCUT
HEeOJIHO3HaYHbIM XapaKTep U HEOBX0AMMO
anoddepeHUMpoBaTb IBa OCHOBHbIX
acnekTa NPMMEHEHKUS 3TOro TepmuHa. B
nepBOM c/y4yae, NOHATUE AEKOHCTPYKLMK
onpepensieT 0bLne XapaKTEPUCTUKM,
HaMETUBLUMXCHA B NOCEAHUX AECATUNETUSAX
XX BEKa TeHAEHLU MM pas3pyLLEHUs
CTEPEOTUNOB, CBA3aHHbIX C CE30HHOCTbIO
ofiexbl, ee GYHKUMAMU U HA3HAYEHUNEM,
pasrpaHn4yeHnemM acCoOPTUMEHTHbIX Fpynm.
He oTp1uas npaBOMEPHOCTb TAKOIro
onpepeneHns, oTparkaloLwero CoCTosHue
MO/bl B KOHTEKCTE NMOCTMOAEPHUCTCKMUX
NMAEeNHbIX YCTaHOBOK U 3CTETUYECKUX
NPUHLMNOB, CTOUT OTMETUTb, YTO B
paMKax JaHHOW CTaTbM Hac UHTepecyeT
AEKOHCTPYKLUMS B 60/ee Y3KOM 3HaYEHUH,
BblpaxkalolWeM KpeaTUBHbIM Noaxoa K
NPOEKTUPOBAHMIO MOAHOIO KOCTIOMA,
NPOSBSOLINMIACA B OPUEHTUPOBAHHOCTH
Ha co3aHne CeEMaHTUYECKU HAaNoMHEHHOMN,
CTUJINCTUYECKU U KOHCTPYKTUBHO CIIOXHOM
$opmbl. B npMeHeHN K fU3anHEPCKON
NPOEKTHOM NPaKTUKe, AEKOHCTPYKLIUSA
fIBUNacb 1 METOAOM NPOEKTUPOBAHNS
KOCTIOMa, MU MeTOIOM paclindpOBKHU
Lenn TBOpL,a U CMbICIOBOIO COAepKaHns
CO3[1aHHOro UM NPOEKTHOro obpasa. Kak
onucartenbHbI TEPMUH, AEKOHCTPYKLMS
0603Ha4YaeT COBOKYMHOCTb HOBATOPCKMUX
dopmMoobpasyoLWmMX NPUHLMNOB B
NPOEKTUPOBAHUM KOCTIOMA, OCHOBaHHbIX
Ha cB0OOO/ie 06palleHUsi C KOHCTPYKLIMEN
N TEXHOJIOrMYECKOM 06paboTKON U3aenus,

86

NPONopUMAMN U CTPYKTYPOM €BPOMNENCKOro
KocTioMa. 1o onpeaenenunio npodeccopa
MHCTUTYTa apXMTEKTYPbI U UCKYCCTB
HOxkHoro ®egepanbHOro YHMBepcUTeTa
Poccuu T. BepaHWK, AEKOHCTPYKTUBU3M B
Jn3anHe KOCTIOMa eCTb «MPUHLMINANBHO
HOBbIM, anbTEPHATUBHO OPUEHTUPOBAHHbIN
NPOTUB HOPM KNaCCUYECKON U
CynpemMaTMyecKomn KOMMNO3ULINK,
MOCTPOEHHbIN Ha accoLmaLmax U MHTYULINK
XY[AOXECTBEHHbIN MeToa» [1, ¢. 46].

MeToabl

MeToa010rM4ecKkom oCHOBOM
nccriefoBaHus BASETCH KOMMIEKCHbIN
aHanui3 paccmaTpuMBaeMbIX BOMPOCOB Ha
OCHOBE MeXauUCUMNIMHaApHOro nogxoaa
W CPaBHUTENIbHOIO U3Y4YEHUS Hay4HOM
G1NOCoPCKON, NCKYCCTBOBEAYECKOM U
KY/IbTYPOJIOrM4EeCKON NnuTepaTypbl. CBA3b
MeXay AeppPUAUaHCKON NPaKTUKOM
[NEKOHCTPYKLINMK TEKCTA U AU3ANHOM He
ABNAETCA NPSAMOM U ABHOM, OAHAKO,
NOCKOJIbKY 3TW UIEN HaYanu akTUBHO
pacnpocTpaHaTbea B 1970-X IT., U BbILLIK
Janeko 3a npegenbl GUnocoPpcKux
KpyroB OXBaTWB LUMPOKYIO 06NacTb
BM3Yya/lbHOW KYNbTYpPbl, ONpPeAe/iEHHbIe
HaCTPOEHMS HE MOIIM OB6ONTU CTOPOHOM
cdepy moabl. Moga noctMoaepHU3Ma
(B 3anagHon Tpaauunm obo3HavYaemMas
KaK «contemporary fashion») umeet
BbICOKOMHTENIEKTYallbHblE TEOPETUYECKHME
OCHOBBbI, IB1I91Cb CBOE0OPa3HOM
BMU3yanbHOW Xy4OXXECTBEHHOM
TpaHcKpunumen dpuaocoPpcKnx B3rnsaa0B.
Tem He MeHee, 6b1J10 6bl HEBEPHbLIM
CcYMUTaTb NPOEKTbI AEKOHCTPYKLMN B
AM3anHe KOCTIoMa HeNocpeaCTBEHHON
NPOEKLMEN TEOPETUYECKUX NONOKEHUN
[EKOHCTPYKTMBM3Ma. besycnosHo,
IN3anHepPbl-AEKOHCTPYKTUBUCTDI
He PYKOBOACTBOBaIMCb HaNpsimyto
TEOPETUYECKMMM MOCTyIaTaMm1 3TOM
GMNOCOPCKOM KOHLEMNMLMN B TBOPYECKOM
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npouecce, HO Ux paboTbl MOryT ObITb
3OGEKTUBHO MHTEPNPETUPOBAHBI Ha
OCHOBE METO0B AEKOHCTPYKTUBU3MA.
MaTepuan nccnegosaHus coCTaBuIn
doTomarepuranbl KONeKkuum n
JINMUTUPOBAHHbIX MOAeNIen EBPONENCKNX
W a3naTCKux gM3anHepoB. [NpuHMmasa Bo
BHUMaHMKe TOT GaKT, YTO Ha CEroAHALHMM
AeHb MMPOBas MOJa pa3BMBaAETCS Ha
NpMHUMNax JeKaHOHU3aLUMn KnacCU4eCKnx
CTaHAapTOB M METOA AEKOHCTPYKLINK
B TOW UM MHOW Mepe UCnoNb3yeTcs
MHOIMMMU ON3anHepaMn MUPOBOIo YPOBHS,
aMnupuryeckasn 6asa nccnegoBaHnsg
orpaHM4YMBaeTCsl KOCTIOMHbIMM
KONINEKUMAMU Hanbonee ApKnx
npeacTaBUTENEN 3TOr0 HanpaBieHus.
NcTopuyecKkuii MeTof B COBOKYMHOCTHU C
$GMNOCOPCKO-3CTETUYECKUM aHaIM30M
No3BONSAOT PACCMOTPETb GEHOMEH
[IEKOHCTPYKTMBU3MA B BECTUMEHTAPHOM
MOZ€E B AMHAMUKE pPas3BUTUA U NPOCNeanTb
TpaHchopMaLMIO ero KIto4eBbIX
NoCTyNnaToB B AM3aWHEPCKON NpaKTUKe
pasHbIX LWKOM U MePUOAOB.

Pe3ynbrartbl

[JEeKOoHCTPYKLUMSA KaK dunocodckoe
NOHATME ABNSETCS YHUBEPCAbHbIM
KpeaTUBHbIM aKTOM, HanpaBAE€HHbIM
Ha 60pbOY C YCTOABLIMMWUCS KaHOHAMMU,
TpaauuUMsaMK U cTepeoTUnamm.
TeopeTnyecKkne noNoxeHUs puaocodcKom
KOHLENLUWUKN OEKOHCTPYKTUBM3MA B MOSTHOM
Mepe 3aMMCTBYIOTCS TBOPHYECKUMMU
NpaKkTMKamu cOBPEMEHHOCTH U
peannayoTcs NOCPeacTBOM NPUMEHEHNS
HecTaHOaPTHbIX XyA0XECTBEHHbIX
NPUHLUWMNOB U NPUEMOB, YTO 3HAYUTENBHO
paclunpsieT CNexkTp Bblpa3nuTesbHbIX
BO3MOMXHOCTEN COBPEMEHHOIO UCKYCCTBA
W apceHan uHTepnpeTaLmoHHbIX CPeACTB
€ro aHanu3a.

[EeKOHCTPYKTUBMCTCKas NpaKTUKa
In3anHepoB AnoHuK 1 benbrum okasana

MOLLHOE BAIUAHME HA CTUIUCTUYECKYIO
CUTYaLMIO B BECTUMEHTAPHOM MoAe KoHLa
XX BeKa v onpegenuna reHepanbHoe
HanpaBfieHne pa3BUTUS MOJHbIX
TEHAEHUMN nocneayowmx 4ecaTuneTui.

B An3anHepCKUX KOHUENTYabHbIX
NPOEKTax AEKOHCTPYKTUBU3M MPOSiBUII
cebsl KaK KpUTUYECKOE OCMbICIEHNE
TPaAMLMOHHBIX METOAOB MPOEKTUPOBAHUSA
oAexAapbl U, Kasanocb 6bl, MPOYHO
YCTOSIBLUMXCS B HalleM CO3HaHUu
OTHOLLEHWM «TeNI0-KOCTIOM», YTO ABUIOCh
MOLHbIM CTUMYNIITOPOM TBOPYECKOIO
noTeHumMana gu3amHepoB U NMOCNYKUIO
pPacKpbITUIO HOBbIX BO3MOXHOCTEWM
dopMooBpa3oBaHUa KOCTIOMa.

Npen OeKOHCTPYKTUBU3Ma, Nponas
HECKOJ/IbKO 3TanoB pPa3BUTUA B KOHTEKCTE
BECTUMEHTAPHOM MOJbI, B NOCNEeAHEN
TpeTn XX BeKa ABUIUCH ONpPeLENSoWnm
GaKTOpOM pajmKaibHOW TpaHchopMaLInK
TPaAMLMOHHBIX OCHOB MPOEKTUPOBAHNUSA
KOocTiomMa, chOpMUpPOBau HOBblE
3CTETMYECKUE naeasbl U 0603HaAYNUIN
rMaBHbLIN BEKTOP Pa3BUTUA COBPEMEHHOM
MOZbl.

AuckKyccun

HecmoTps Ha TO, 4TO CBOM
3KCMEPUMEHTbI «pa3pyLIEHUN»
aBaHrapHble An3anHepbl MOAbl HaYanu
elle B KoHue 1970-x — nepBOK NosioBUHe
1980-X IT., TEPMUH «4EKOHCTPYKTUBUIM»
BOLLES B IEKCMKOH MOAbI TOIbKO Moc/e
BbiCTaBKKM 1988 roga «ApxuTeKTypa
JNEeKOHCTpyKTUBM3Mar» (Deconstructivist
Architecture), npowegawen B Mysee
COBPEMEHHOro 1cKyccTsa Hblo-Mopka u
NOCBALWEHHOM MPOEKTaM apXMTEKTOPOB
3axu Xagua (Zaha Hadid), Pama
Konxaca (Rem Koolhaas), laHnans
Jln6eckmuaa (Daniel Libeskind) u
®dpaHKa lepu (Frank Gehry) [2, c. 292].
370 6bI1 NEPBLINA Clly4an NPUMEHEHMUS
TEPMUHA «AEKOHCTPYKTUBU3M» K
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BM3yalbHOMY BUAY UCKYCCTBa, a PEHOMEH
AEKOHCTPYKTUBUCTCKOro Noaxoaa B
TBOPYECKMX MPaKTUKax KaK TeOPETUYECKHU
OCO3HaHHas KOHUENMLKUA Havan CBOo
NCTOpUIO ¢ haKTa NPaKTUYECKOro
MCMONb30BaHUA EKOHCTPYKLMN UMEHHO B
apPXUTEKTYPHBIX OMblTax. PedneKcuBHYIO 1
KPUTUYECKYIO NPUPOLY AEKOHCTPYKTUBU3MA
B apXUTEKTYpe, BNOCNEACTBUU
NPOSBMBLUYIOCS U B MOJE pacKpbiBaeT
K. YonKep B CBOeM onpeneneHunu
TEPMUHA «JEKOHCTPYKLIUSA», MPUMEHNAS €ro
K MPOEKTHOM MPaKTUKE: «<APXUTEKTOPbI-
AEKOHCTPYKTUBUCTLI UCMNOSb30BasIU
KPUTUYECKYIO TAKTUKY OEKOHCTPYKLINN,
4TOObI NOCTaBUTb NOA COMHEHUE NPUHATbIE
APXUTEKTYPHbIE MOHATUA GOPMBI,
}YHKUMOHANBbHOCTH, JOJITOBEYHOCTH,
rapMOHUWU, NOpPsAKa, CMbIC/a U KpacoTbl.
Hanpumep, MOAEPHUCTCKUIMA MPUHLMN
dopma ncxogmT U3 GyHKLMOHANbHOCTH
cTajn NpUHUMNOM QYHKLMSA MCXOAUT U3
nedopmaunm» [3, c. 45].

B HblO-MOPKCKOM KypHarne «Details»,
Bbllewem B cBeT B MapTe 1989 roaa
Oblna onybanKoBaHa KpMTUYECKasa cTaTbs,
B KOTOPOM aBTOP Ha3blBaeT HOBbIE
NPOEKTbl aHTBEPNEHCKUX AU3anHEPOB
KOCTIOMa AEKOHCTPYKTUBUCTCKUMMU,

Nno aHasnorMm ¢ aBaHrapaHbiM
HanpaBJ/IEHWEM B apxuTeKType [4].

TaKas B3aMMOCB$S3b He c/lyd4anHa,

KaK M3BECTHO apXMTEKTypa U KOCTIOM
UMEIOT MHOI0 06LLMX cneundU4ecKnx
4yepT B GOopMO0O6pa3oBaHnn, U UCTOPUS
CTWUJIEN 3TUX OBYX XYAOXECTBEHHbLIX chep
AEMOHCTPUPYET HaMm napannesibHOCTb

UX Pa3BUTUS. APKUM NPUMEPOM

TaKon O6GLLHOCTHN ABUIaCb BbICTaBKa
«Kowa+Ckenet: NapannenbHble

NPaKTUKKM B 061acTM MOofbl U
apxuTeKTypbl» (SKin+Bones: Parallel
Practices in Fashion and Architecture),
npoxoamBwas B ComepceTt-Xayce (JIoOHA0H,
Benuko6putanus) B 2008 roay [5]. Tak xe,
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KaK 1 B dnnocodCKomn, U B apXMTEKTYPHOM
NpaKTUKe, OEKOHCTPYKLNKN B AU3anHe
KOCTIOMa Obl/10 CYyAEHO co3/laTb HOBOE
BMAEHWE U HOBbIE BO3MOXHOCTH,
6e3B03BpaTHO U3BMEHUB NapamMeTphl,
onpeaensioline, 4To B MojJe ABNsSeTCS
WUCTUHHO BbICOKMM, NOCTaBUB Moj
COMHEHMeE CYLIECTBYIOLLME B EBPONENCKOM
CO3HaHWK CTaHAapThbl U NEPEOCMbIC/TUB
TpaguLUMOHHbIE METOAbI MPOEKTUPOBaHMS
KOCTIOMa.

OOHWM M3 NepBbIX NPOSBEHWUN
[EKOHCTPYKLMOHUCTCKON MOJbI
CTanu BU3yalibHble CaMOBbIparKeHUs
MOJIOAEXHOM CYOKYNbTYPbl NAaHKOB,
O3HaMeHoBaBlLeN co601 BO BTOPOH
nonosuHe 1970-x rogoB pPeBOJIOLMOHHbIN
NOBOPOT K cBO60OE NOCTMOAEPHU3MA.
CTunb «MaHK», C ero akLEeHToOM Ha
W3HOLIEHHbIE U BUAOU3MEHEHHbIE OAEXKbI
npeacraBsia co6on KynbMUHaALMOHHYIO
NPOTECTHYIO peaKLUI0 MONOAEKHN
B A/IMHHOM pAagy 3anpeLweHHbIX
NOCNEBOEHHbLIX 3anajHblX CYyOKY/bTYPHbIX
CTUNEN, TAKUX KaK «MOfbl», «CKUHXedbl»,
«pacTtadapu», «<xunnu». KoHPpoHTaLMULO
€ 06LecTBOM CyOKyNbTypa NaHKoB
[IEMOHCTPUPYET Yepes anaTaxK u
LUOKMPYIOLLYIO BblPa3nTENbHOCTb CBOErO
KOCTIOMA, KaK Obl CTPEMSILLYIOCH K
YHUYTOXEHUIO CAMOr0 MHCTUTYTa MOAbI
W Xxopollero BKyca [6, ¢. 173]. B ocHoBe
«@aHaerpayHaHoro» UMuarka naHKkoB —
3KNIEKTUKA COYETaHUM NoaepKaHHOM
pas3HoCTUNbHON oaexabl «<second hand» ¢
NOAYEPKHYTOM MOHOLLEHHOCTbLIO (NPOpPe3un
Ha [WMHCaX, pBaHble U PacTAHyTble
GYyT60NKM 1 T.4.), BOEHU3UPOBAHHbIX
3N1IEMEHTOB, M HAPOYMUTO FPOTECKHbIX
aKceccyapos.

HauuHasa ¢ 60-x rogoB XX BeKa, yuyHas
MOJIOAEXKHas MoJa U CTUIN CyOKYNbTyp
HeOJHOKpaTHO OKa3blBa/in 3aMETHOEe
BAMSIHWE Ha AM3alH KocTioMa. BusyanbHbIN
UMUK NaHKOB, 3apOANBLUMICH KaK
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adHTUCTU/Ib U J€EKOHCTPYKTUBUCTCKaA
KPUTUKa YCTaHOBJIEHHbIX HOPM BbICOKOM

MO[bl, OKa3aJl CylWeCTBEHHOE BO34eNCTBUE

Ha ee pa3BWUTHE, TaK KaK 3aK/o4an B
cebe 60/1bLLON TBOPYECKMUIW NOTEHLMAN,
LUIMPOKO U NOJAOTBOPHO 3KCMAyaTUPYEMbIN
MWPOBbLIMW AM3anHepamu nocneayowmne
HECKOJIbKO AeCATUNETUN. [TaHK-CTUNb BblS
OAHOBPEMEHHO YHWKasIbHbIM MPOAYKTOM
KOHKPETHOWM COLMOKYNbTYPHOW CUTYaLINK

W }KepTBOW No3aHero Kanutanmama. Kak
Hanbosnee 6bICTPO BOCMPUHATANA U3 BCEX
npeablayLinx MonoaeXHbIX CYyOKYNbTYp,
NMaHKKU LUMPOKO pacnpocTpaHMIM CBOM
UMW, M 3aTeM, MEHEee YeM 3a Tpu roga
nasnu *epTBOW MacCOBOr0 MapKeTUHra
[7]. Yxke B 1976 r. nTanbsaHCKOE U3gaHune
BCEMWPHO M3BECTHOIO XypHana «Vogue»
nocBsLWaeT HECKO/IbKO CTPaHUL, aHTUMoae
naHKoB [8], a B 1977 roay au3amnHep
3aHapa Poyac (Zandra Rhodes) cosgaet
Konnekuuio «Chic Punk», B KOTOpon
BeYEepHUE U HapsaHble nnaTbs U3

aTtnaca v LenKa yKpalleHbl npopexamu,
pBaHbIMMW NOMaMM C U3bICKAHHOM
BbILUMBKOW U @aHIMTUACKMMK BynaBKaMu.
Ee ansanHepckue pa3paboTKy,
NPMCNOCOBUBLLINE «MaHKOBCKYIO»
JEKOHCTPYKLMIO K ofeae 6oratbix 1
3HaMEHMUTbIX, NPONOXKMAN NYTb AN NAHK-
CTMAS HAa MaCCOBbIN PbIHOK.

Camo# 3HauymMmon durypom B
nponaraHge NaHK-cTUNg BAsSeTCS
OpuUTaHCKM aM3anHep BuBbeH
BectBya (Vivienne Westwood), KoTopo#n
4yacTo NPUMNKUCLIBAOT CO34aHKe 3TOro
HanpaBneHnsa B Moge. OHaKO CNOXHbIN
reHe3nc cyoKynbTypbl MAHKOB 6EPET CBOE
Hayasio B AENPECCUBHbIX 3KOHOMUYECKMX
1 coLManbHO-NOMUTUYECKHUX YCNOBUAX
BennkobputaHum 1970-x. MaHK-CTUNb
He 6bl/1 UICKYCCTBEHHO CO3aHHbIM
IN3aNHEPCKUM CTUEM, U BbINO Obl
HeonpaBAaHHbIM YNPOLLEHNEM CUTYaLINK
yTBEp¥aaTb, 4To BuBbeH BecTBya 1 ee

naptHep MankonbM MaknapeH (Malcolm
McLaren) oTBeyaloT 3a co3gaHue
BHeLLHero Buaa npeacraBuTenen
ABMXEHUS MaHKOB W MY3bIKaHTOB NaHK-
poKa [7]. BpUTaHCcKKU An3amnHep ycnewHo
nepepabdoTtana paanKanbHbli OGPUKOIaX
NaHK-CTUAA K UCMONb30Basna 3T0T NPUEM,
BO MHOIOM OMpeaensiowmm Kynbtypy
nocTMofepHa, B Ka4ecTBe «BU3UTHOM
KapTO4YKKW» U OCHOBOMONAaratoLLero
KOMMO3WLMOHHOIO NMPUHLMNE CBOMX
KONMNeKLuM1n.

K Havany 1980-x ronoB yxe
MeHee WOKMPYIoLLIMe BapuaLnn NaHK-
CTUNS NPOYHO 3aHSIN CBOE MECTO B
oduumanbHON U yIMYHOM Moje, a B
cneaywoliee aecatunetme rmobanbHbin
CTUb NPOAOIKMUA Pa3BUBATLCS B 3TOM
e HanpaB/ieHUK, HO Mo 6051e€ CNOXKHON
3CTETUYECKOWN TPaeKTopuun. MNpoTecTHbIN
[yX CYy6GKyNbTYpPbl MAaHKOB OT4acTH
noaroToBw 3anagHoe o6LecTBO K
Ka4yeCTBEHHO HOBbIM, MHTENNEKTYa IbHbIM
NPosIBIEHUAM AEKOHCTPYKLMK B
InsanHepckom moge. B Havane 1980-x
rofoB HOBOE NMOKONEHUE HE3aBUCHUMbIX
SINOHCKMX AM3anHepoB: Pen KaBaky6o
(Rei Kawakubo) ¢ co6¢cTBEHHOM MapKow
Comme des Garcons, Mogu AmamoTo
(Yohji Yamamoto), ccen Musike (Issey
Miyake), a yepes gecatunetme 6enbruel,
MapTtnuH Mapgpxena (Martin Margiela) u Ta
Ha3blBaeMas «<AHTBEPMNEHCKas WecTepKar
BbIMYCKHMKOB KoponeBcKkon AKageMunu

K

U3SALLHbIX UCKycCTB B AHTBeprneHe (Antwerp

Six), npeactaBUIM Ha MUPOBLIX NOAUYMaAX

CBOW aBaHrapaHbli€ KOJUTEKLUHN, B KOTOPbIX

JEKOHCTPYKLMS NposBuna cebs B 6onee
C/IOXHOMN dOopMeE, HEXENN MPUMHUTUBHOE
aHapxu4yecKoe paspylieHune. PaHHne
paboTbl 3TUX AU3aNHEPOB Bbi3biBaNM
accoumnaLmm ¢ CybKynbTypHOM MO0
[ABWMXEHUS MaHKOB, HO KaK nosicHaeT
npodeccop JIOHAOHCKOro Koeara
Mogabl (London College of Fashion,
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University of the Arts, London) 9nu13abet
YuncoH (Elizabeth Wilson), oHu umenu
«onpeaeneHHo 6onee UHTeNNeKTya bHbIn
noaxoA, KOTOpbl 6yKBasibHO MOMOT
pas3o6aa4ynTb MOAY U3HYTPH, ee OTHOLLEHKE
K TeNy 1 B TO e BPeMS ee CTPYKTYpy

n anckype» [9, c. 250]. B ocHOBe 3Tux
KOHLIENTYyallbHbIX MPOEKTOB Obl/1 3a/I0XEH
rMy60oKnn cMbic GUNOCOPCKMX Naen
NOCTMOJEPHU3Ma, pacLLEHUBaKOLMX
AEKOHCTPYKLMIO, KaK HeKoe
AnaneKTuyecKoe yCTPOMCTBO, YTO MOXET
3aKOHHO CYMTATbCH PEBOJIOLMOHHbBIM
NposiBfIEHUEM B MOJE U HOBbIM MOAX010M
K ogexae ¢ Nno3uuuin NoCTUHAYCTPUaNbHOM
3MOXM.

HecmoTps Ha TO, YTO OTAENbHbIE
aBTOpPbI NONYNSAPHbIX U3AaHUK CBA3bIBAIOT
3apoXKaeHue JEKOHCTPYKTUBM3Ma B
BECTUMEHTAPHOM MOJE C UMEHaMMU
HOBOW BOJIHbl EBPOMNENCKUX IN3aHEPOB
BTOPOW NosIoBMHbI 1980-X roqoB, MOXHO
C YBEPEHHOCTbLIO CKas3aTb, 4YTO nepsas
oduuManbHas Npe3eHTaumnsa aBaHrapaHbix
NPOEKTOB B AM3anHe KOCTioMa,
NONY4YUBLUMX B AaNbHENLLEM ONpeaeseHne
«1EKOHCTPYKTUBUCTCKUE» UMENA MECTO B
camMoMm Ha4vasne 1980-x. B 3HameHaTelbHOM
ana uctopmn mofbl XX seka 1981 roay
Pei KaBaxy6o 1 Momkn Amamoto
BrepBble NPOAEMOHCTPUPOBAN CBOU
KOHLEeNTyaNbHble TBOPEHUS B Mapuxe.
YHWKaNbHOCTb NpeAcTaB/IEHHbIX ModeNen
3aK/oYanacb B peBOJIOLMOHHOM B3rnsaae
aBTOPOB Ha Bblpa3unTe/ibHble BO3MOXHOCTH
KOCTIOMHbIX GOpPM, XapaKTepmnaytoLmuxcs
HapO4YMUTO NOJYEPKHYTON aCUMMETPUEN,
He3aBepLEHHOCTbIO OTAENKH,
HeTpaaULMOHHOM KOHCTPYKLIMEN,
HecTaHA4apTHbIMWU 06bEMaMM, OTCYTCTBMEM
JeKopa U MOHOXPOMHOW NannTpon. 3a
BCE NpejLecTByoLME CEMb AECATKOB
NIeT «BEKa MOJleNbepoB», HA OJMH NoKa3s
He NPOU3Bes TaKOro LWOKUPYIOLLLErO
Breyat/ieH1sa Ha BUaaBLIWM BUabl MUP
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eBponencKkon Moabl. KpUTUKK 04eHb BYpPHO
OoTpearnMpoBanu Ha ceHcalMio, Harpaxaas
CTW/1b KONNEKLMN CaMbIMU U30LLPEHHBIMU
anutetamMmu «flocT-Xnupocmma WnkK», «Mopaa
6eliHbIX», <AHTU-MOa», «CMEPTb MOfbl».
OaHW BOCMPUHSAIM MOAENM ANOHLEB KaK
KapuKaTypy Ha eBPOMNENCKYIO OfeHKay,
JpYyrue ctanu Ux ropaynMmn NoKIIOHHNUKaMM,
BOCMPUHUMAZA MOAENN KONNEKLUNA He

KaK aTpubyT MOJbl, @ KaK npou3BeaeHue
WCKYCCTBa, B KOTOPOM BblpaxeHa HoBas
dunocodus oaexasbl.

10 MHEHWIO aBTOPUTETHOIO KPUTUKA
COBpPEMEHHOIo UCKYCCTBa, AMPEKTOpa
JloHaoHCKOro My3es agn3anHa [esHa
CafrKnKa 3HauyuTeNbHY0 posb B ycrexe
HEeOObIYHbIX KOMTEKLWI CbIrpasno
WX BOCMNPUATHUE eBponenLLaMmn KaKk
NPOSBAEHMSA 3K30TUHHOCTH AMOHCKHUX
ansanHepoB. OH BCNOMUHAaET: «M1X
npubbiTHe B NapuK 6pOCKIo BbI30B
rocnoAcTBy GppaHLy3CKUX An3alHEPOB,

W B TO }Ke Bpems Nog4epKHY/N0 BaXHOCTb
MapurKa B cucteme moapl» [10, c. 84].
MOXKHO yTBEpP¥KAaTb, YTO UMEHHO INOHCKOEe
MWPOBO33peHune, cneundpuyeckne
GunocodpcKmne yCTaHOBKK, KOTOPbLIMU
OyKBa/lbHO NPOHU3aHa KynbTypa

AMNOHMM ABUNNCH MABHbLIM YCIIOBUEM
BO3MOHOCTHU MosiBNeHnUss GeHoMeHa
[IEKOHCTPYKTMBU3MA B AN3alHE KOCTIOMA,
B TOM €CTECTBEHHOM €r0 NPOSABJ/IEHUU,
KoTopoe npeactasunn P. KaBaky60, M.
Amamoto u U. Musike. AnoHcKaa nerkas
NMPOMbILWIEHHOCTb HaYana NPoM3BOAUTb
E€BPONENCKYIO 0eXay TONbKO B KOHLIE
1940-x — Havane 1950-x rr. nocne
Hax/blHYBLLErO NOC/EBOEHHOIO NOTOKA
3anagHom KynbTypbl, ¥ MOTOMY 415
SINOHCKMX AM3anHepoB 1980-x IT.
3CTETUKA COBPEMEHHbIX KOCTIOMHbIX
$opm Oblla HEMHOTMM MEHee
3K30TUYHa, YEM BOCTOYHbLIN KOCTIOM

ansa esponena. 31o 6b11 CTOPOHHUNA,
CBEMXWUIN B3MNAA Ha €BPONENCKyo Moay
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CKBO3b NPU3MY NOHATUI BOCTOYHOM
dunocoduu. NMpraHaHHbIE M YCTOABLUMECSH
B CO3HaHMM 3anagHoro Yyenoseka Gpopmbl
€BPONENCKOro KOCTIOMa U MpUBbIYHbIE
MaHepbl HOLLIEHWUS OEX bl MOCNYXWUAN AN
AMOHCKMX AU3aNHEPOB HEMUcYepnaemMblm
Knagesem nepBoHayvyasibHOro NPOEKTHOIo
Martepuana, «HyXaatolerocs» B
KPUTUYECKOM NEePEOCMbICIIEHNM C

TOYKM 3PEHUSA AMOHCKON KYNbTYpbl.

CBOIO BbICOKYIO OLIEHKY paboT SMOHCKMX
MOJENIbEPOB U CTEMEHU UX 3HAYEHUS

B KOHTEKCTE MMPOBOM MOAbI AaeT
npodeccop T. bepaHuK: «TpagMumMoHHas
BOCTOYHas dunnocodus B TBOpYECTBE
AMNOHCKMX AU3aNHEPOB MObl OPraHNUYHO
CoeMHUNAach C YMOHACTPOEHUSMMU,
LapuUBLLIMMK B MUPOBON KYNbTYPHON
NpaKTUKe nocnegHen Tpetn XX

CTONETUS U NOPOANBLUMMU HEHOMEH
NOCTMO/JIEPHUCTCKOIO UCKYCCTBA.
Onupasicb, C 0AHOM CTOPOHbI, Ha TPaaULUK
HaLMWOHa/IbHOM Xy4OXEeCTBEHHOM
KYNbTypbl, C APYrON — Ha JOCTUXKEHMUS
CBEPXCOBPEMEHHbIX TEXHONOIM UK,
AMNOHCKME An3anHepbl co3aanu

LLenoe Hanpas/ieHWe B KOCTIOMHOM
dopmMoob6pa3oBaHum, CTaBLIEE APKUM
ABJIEHWEM MO[bl 3MOXM NOCTMOAEPHU3MA.
[eKOHCTPYKLUSA, 6ECCTPYKTYPHOCTD,
Hapo4mUTOE «BblBOPa4YNBaAHUE HAUBHAHKY»
APXUTEKTOHUYECKMX MPUHLIMIMOB
dopmMoo6pa3oBaHUSA CTAHOBATCS Y KyTIOpbe
U3 ANoOHMKU He TONbKO PpaKTOPOM NOUCKa
HOBOW Xy[10X€eCTBEHHOW 06Pa3HOCTHU U
OPUTMHAaNBHOCTU KOCTIOMHOM ¢hOPMBbI, HO
U BblpaeHUemM MMPOBO33PEHYECKOM
No31uUuMK, HOCUTENAMWN NOEN aBTOHOMHOCTH
yenloBEYECKON AylliKn, HE pacKpbiBaeMoMu
4yepes KOCTIOM, HO HaAEeXHO COXpaHaeMon
UM, KaK B KOKOHe. Co3/laHHble UMMU
KOCTIOMbI, HAPOYUTO aHTUTEKTOHUYHbIE,
HedyHKLMOHaNbHbIE, NpeBpallatoT
OJIETOro YenoBeKa B AMHAMUYHbIN
XY[OXECTBEHHbIN 0OBHEKT, POXKAAIOLNN

B Pa3/IM4HbIX KOHTEKCTaX pa3Hble
accoumaummn» [1, c. 46-47]. Takoe
coBnageHne AEKOHCTPYKTUBUCTCKMUX
NPUHLUMMOB M KOHLLENTYyallbHbIX OCHOB
NPOEKTOB AMOHCKMUX N3anHEPOB
He Cy4anHo, U ero KopHu cnegyet
UCKaTb B cneumduKe TpaanLMOHHOIO
ANOHCKOIro UCKYyCCTBa, NpeacTaBndoWero
COOO0MN YHUKaNbHYIO CUCTEMY
MWPOBO33PEHYECKOIO U Xy4OXECTBEHHOIO
OCMbICNEHUS }U3HU YENIOBEKA B
OKpyXatowem Mmupe. MNMpaKTnyecku
nob6oe nepsopaspagHoe NponMsseaeHue
ANOHCKOIro UCKYCCTBa, 6yab TO MUHMATIOPA,
dapodop unu oaexaa, Bolctynaet
KaK COBepLIEHHbI Xy4OXEeCTBEHHbIN
06BbEKT, B KOTOPOM OCHOBOMO/IaratoLine
NPUHLNMNBI HALUWOHANbHOM KyNbTYPHOM
TPaAMLMKU TECHO COoNnpUKacaloTcs C
o6lLeYvenoBeYeCKUMN NPUHLMNaMMU.
BaxHenwnmmn 6a3MCHLIMU NOHATUAMMU
SANOHCKOW KYNbTypbl BASIOTCA
TPaAMLMOHANN3M M 3KONOrn4yecKas
opueHTauus, yTeepxaatoLas
NPUHUMMNMWANbHOE €QNHCTBO YEN0BEKA
W NpUpoabl. YHUKaNbHOCTb AMOHCKOIo
TpaaMuUMOHannM3mMa 3aKkayaeTcs
B €ro rMOGKOCTU U OTKPLITOCTU K
MHOroo6pa3HbIM BHELIHUM BAUSHUAM,
B CNOCOGHOCTU cOYEeTaTb MHOIOBEKOBbIE
LLEHHOCTM MPOLUIOro C JOCTUKEHUAMM
HacToswero. Takoe OTHOLLEHKE K
TPaAMLMK COOTBETCTBYET KOHLEMNLMNAM
NOCTMOZEPHU3Ma, NPU3HAIOLWMM
HEBO3MOXHOCTb OTPULIGHUSA MPOLLIOro
W npeanaratoumm ero MPoHN4Hoe
nepeocmbICNeHne, BNneTas ycTosaBLlIMECS
3/IEMEHTbI U MPUHLMIMbI B HE3HAKOMBbIH,
COBPEMEHHbIW KOHTEKCT C MOMOLLbIO
TEXHUKKU KONflaxka U LMTUPOBAHMUS, YTO
Nno3BOJISET coobuaTs o6pa3am 6bI10ro
HOBblE€ UMNY/bChl XXW3HK [11, c. 24].
Ecnv B npealwecTBylowme nepmosbl
eBponencKas MoJa, Ha NPOTAKEHUN
HECKOJIbKMX CTONETUI YCNeEeLIHO
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nuTaBLWascsa Tpaguuuamu Boctoka,
3aMMCTBOBasla KOHKPETHbIE GOPMBbI,
3N1EMEHTbI KOCTIOMa U IEKOP, TO
6narogaps AEKOHCTPYKUMKN An3anHepoB
fAmamoTo, Muske 1 KaBaky6o oHa
nony4yuna B CBOM apceHas BaxHeunme
3CTETUYECKME MPUHLMMBI STTOHCKON

OfleX /bl U XyNOXECTBEHHOIO MblLLIEHUS
B LLEJIOM, TAKME KaK aCMMMETPUS

N He3aBEePLIEHHOCTb, CBOBOHbIN
NOKPOW, OTCYTCTBUE KECTKOM

CTPYKTYPbI, MHOTOC/IOMHOCTb, MOHATHUE
HEBPOCKOMN, «CyMepeYHom» KPacoThl.
YacTo Heo6bSICHMMAas A1 eBpornenLa
BHELLHAA NPUBNEKATENBHOCTb 3TUX
KOMMO3ULIMOHHbIX MPUEMOB UrpaeT
BAXKHYIO POJIb B AMOHCKOM AN3alHe,
NCNoNb3yloLLLEM BO MHOTOM METO/
clleJIoBaHNS eCTECTBEHHOCTH,

COrnacHoO KOTopoMmy, 0cobyio LIEHHOCTb
npeacTaBNaloT HeNpaBUbHble GOPMBbI,
KaK HaMMEHEE UCKYCCTBEHHbIE U
MaKCUMasibHO 6JIM3KKUE K Npupoae.
CnepoBaHue 3aKOHaM eCTecTBa — 3TO aKT
HeHacunusg Haf NPUPOON, BbICTYNatoLWMK
NPOTMB CO3AaHMNSA UCKYCCTBEHHbIX PpaMOK
«MPaBUSIbHOCTU» U «3aKOHYEHHOCTU» HOpPM,
YTO NO3BONSAET JOOUTLCS OLLYLLIEHME
HEMOBTOPMMOCTU U YHUKANIbHOCTU KarKaomn
BELM.

KnioyeBbiIMY MOMEHTaMM
AvaMeTpanbHOro PacxoxaeHUs SrNOHCKON
N eBPONENCKOMN KyNbTypbl B MOHUMaHWK
KpacoTbl M COBEPLUEHCTBA ABNSIETCA
OTHOLUEHWE K aCUMMETPUU, KaK K
NPUHLMNY NOCTPOEHUS KOMMNO3UL MUK
W Bblpa3nTebHOMY CpeacTBY
XY[AOXKECTBEHHOIO MPOU3BEAEHUS.
CMMMETPHYHOCTb ABNAETCA OAHUM
M3 MaBHbIX MPUEMOB rapMOHU3aLINK
B KJlTaCCUYECKOM €BPONENCKOM
UCKYCCTBE M OCHOBOOOpa3yloLLEen
CXeMOM MeTaPpU3UYECKOr0 MbILLINTEHUS,
6asupytolierocs Ha NPOTMBOMNOCTaBIEHUH
OUHapPHbIX ONMO3ULIMIN, HO oBpalllasicb
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K GMUI0COPCKON NpaKTUKe
[IEKOHCTPYKTMBU3MA, Mbl 0BGHaPYXNMBaEM
SIBHblE Napanieny ¢ TpagnuLmamu
SINOHCKOr0 MMPOBO33PEHNS B CTPEMJIEHNN
HapYLIWTb CUMMETPUIO BELLLEN N MOHATUI.
Paccyxpaas o nogpbiBe MeTadUINKHK
nloroca, 4Yepes3 AEKOHCTPYKLMIO naeun
3HakKa, [eppvaa BUAUT HEOBXOAMMOCTb
«pa3pbiBa C CUMMETPUEN», BO B1IACTH
KOTOPOW HaxoAasTcs BCe ONno3nLmm
MeTabmanku. Jeppnaa npusbiBaet
nopBaTtb C CUMMETPUEN, IEKOHCTPYMPYS
NpOTUBOMNOCTaB/EHNE OblTUSA U
HEObITUS, KaK OAHY N3 BarKHENLLMX Nap
B 6€CKOHEYHOM psfy MeTabU3UYECKUX
onno3uuunm, obpeKas Tem camblm
NPUBbIYHbIE 418 EBPONENCKOro MbILUIEHUS
NPOTUBOMNOCTABNEHNS Ha yTpaTy
nepBoOHa4YanbHOro cmbicna [12, c. 94].
Y10 KacaeTca 3BECTHOIO AMOHCKOro
NPMHLUMNE HE3aBEPLEHHOCTH, YYXKA0ro
3anagHoMy MbILLEHMIO, TO B AU3alHe
KOCTIOMa TaKas HeJOCKa3aHHOCTb
06/1aaeT OrPOMHbIM NMPENMYLLLECTBOM,
Nno3B0OSAS NOTPEBUTENIO NPOSABUTD
TBOPYECKOE Havyano n obnaaas
HeobxoanuMon cB060A0M OLLYTUTb
MOMEHTbI COy4acTHs U coaBTOPCTBA
npu co3gaHnm CBOEro BM3yasbHOMo
obpasa. bnarogapsi OTCYTCTBUIO
ECTKOM CTPYKTYPbl MOAENN AMOHCKUX
IM3aiHepPOB OTKPLITbI 4119 TpaHchopmaLmm
W npegnonaratoT N0IMBapMaHTHOCTb
€cnoco60B UX HOLLEHMUS, CNOCOBCTBYS
MaKCUMasbHOM MHAMBUAYaIU3aLMUN
00/IMKa HocUTEeNsa oaexabl. Takoe
HenpuaT1e 3aBEPLUEHHOCTU KOCTIOMHBbIX
dopm BasunpyeTcsa Ha nocTynarax
OyAAMNCKOro YYEHUS O BEYHOM [ABMKEHUU
MU3HU U UBMEHYMBOCTU BbITUA B
6enpepbIBHOM MOTOKE BPEMEHH, YTO
nepeKIMKaeTcs ¢ yTBEPKAEHUEM O
6ECKOHEYHOCTM AEKOHCTPYKLMK, NPK
KOTOPOM HE OMH N3 Pe3y/ibTaToB He
MOET 6bITb OKOHYATENbHbIM U UCTUHHbIM
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[13, c. 4]. Naes paspylieHns 6apbepa
MeXay TBOPLIOM M NOTpebuTenem,
BMnepBble NPUBHECEHHAs B MUPOBYIO
MOy SSMTOHCKMMW An3anHepamMu, aBNseTcs
CcB0e06pa3HbIM AEKOHCTPYKTUBUCTCKUM
aKTOM pensaTMBM3aLnMmn OTHOLIEHUI
BHYTPHY GUHAPHOM ONMNO3ULMK «CYObEKT-
06BbEKT» U OIHOBPEMEHHO COOTBETCTBYET
BaXkHenweMy 6yaaMMCKOMY NMPUHLIKNY
HEeABOMNCTBEHHOCTH.

Hannune cB060AHOIO NPOCTPaHCTBA
MEeXay TENIOM M OAEX 0N, KaK
elle O4MH BaXKHbIK NpuemM MeToaa
cNlefoBaHUs eCTECTBEHHOCTH
npucyLwero SNoHCKOM Tpaguumm —
OTIMYuTENbHANA YepTa 60/1bLIMHCTBA
KOCTIOMHbIX MOJ€eNemn SnoHCKUX
JIEKOHCTPYKTMBUCTOB. MNprmeyartensHo,
YTO MX MNEPBbIE MPOEKTbI B EBPONENCKOM
NPOCTPaHCTBE OblIM BOCMPUHATbLI KaK
npsiMas atTaka Ha 3anagHble aeu
dopMHpoBaHUS naeanbHOro Tena.
«bechopmeHHble», He OBbHaXatouwme
W He NoJYepKUBaloLLME TENO OAEXK bl
OblIN pagnKaabHO NPOTUBOMO/IOKEHDI
runepTpodprpoBaHHOMY CUITYITY
aKTyanbHOM MO/ibl TOrO BPEMEHMW.
OpeTble Tena NpeacTaBnstoT cobom He
TONbKO GU3NYECKHME, HO U KYNbTYPHbIE
TEPPUTOPUU, ONpeaensiolne oT4acTm
W HaLly MAEHTUYHOCTb, M Hally
WHAUBWIYaNbHOCTb, U HA NPOTSAXKEHWUN
MHOIMX BEKOB €BpOMNencKas Moja Lwia Ha
noBoAY Y UBMEHYMBbIX NPEeACTaBAEHUI O
KpacoTe 4Yel0BeYEeCKOro Tena, ctapasch
CaMbIMW U30LWPEHHbBIMK criocobamu
«MOAOrHaTh» MHANBMUAYaNbHbIE GOPMbI K
CyWeCcTBYIOLINM CTaHAapTam. B MogHbIx
TeHaeHumax Havyana 1980-x, Koraa
CMMBOJIOM BbICOKOIO COLManbHOro cratyca
CTaHOBUTCS «MaeanbHOe» TeNO, cpeacTBaMu
TaKoW «CTaHJapTM3aLUnn» SBAAIOTCA
arpeccuBHbIE LLMPOKKE MAEYN, «<KOPCETHLIN
CTWUNb», MUHU-O/IMHA JaXKe B 4E/T0BOM
KOCTIOME, UCMO/b30BaHWE UHHOBALMOHHbIX

MaTepuanoB, NO3BONSIOLMUX AOCTUYb
MaKCcUMasibHOro obneraHus (addeKT
«BTOPOW KOXMW»).

OTpvuas ngeannsaumio Tena,
JNEKOHCTPYKLNSA NOKas3ana, 4To Takas
Cy6bEKTMBHOCTb BCErO NLLb HEKas naes,
HenpepbIBHO dopMynnpyloLascs Bo
BPEMEHU U NPOCTPaHCTBE B COOTBETCTBUMU
C pasnnyHbIMU MUbaMK, NOTPEOHOCTAMM,
YTBEPKAEHUSAMU UIN OTPULL@HUAMMU
[14, c. 7]. B A€KOHCTPYKLMKN ANOHCKUX
AN3anHepoB MOAbl 3a/I0XeHO ropasgo
60/blle BO3MOXHOCTEN AN NPOSIBIEHUS
JINYHOCTHOM CBOBGOAbI YEpPes NpuUaTUe
WHAMBUAYaNbHbIX NAapaMeTpoB, YeEM
B CTaHJapTax eBpOonemncKon oaexabl,
npegHasHayeHHOM A4Nns AeMOHCTpaLmm
naeanbHoro tena. CBo6oaHble GOPMbI
«J€KOHCTPYKTUBUCTCKOM» OAeXabl
NO3BOJIAIOT €€ HOCUTENIO NPOSABAATb
YHWKa/lbHOCTb CBOEro MHAMBKUaAa, He
CTaHOBACb O6bEKTOM CEKCYasIbHON UK
counanbHoM manunynsumun. OTKasbiBasiCb
NPUHKUMaTb TPaAULMOHHbIE 3anajHble
npeacTaBfeHUs 0 XKEHCKOW CEKCyaNbHOCTH,
SANOHCKWUE MOoJeNnbepbl NPEeaTOXUIN
HOBbIN B3NS4 Ha YYBCTBEHHOCTb,
BblpaeHHYo B 3apannpoBaHHOM TKaHblO
cunyaTe, o4epTaHMa KOTOPOro MEHSAOTCS
NPy Kaxaom ABUXKEHUU. Boiasuras
TaKylo anbTepHaTUBY NOAYEPKHYTOM
W arpeccmMBHOM COB6Ia3HUTENIbHOCTH
Moabl 1980-x, AEKOHCTPYKTUBUCTbI
co3anun HOBbIN XEeHCKUI 06pa3s, 4acTo
BOCMNPUHUMaEMbI KaK GEMUHUCTCKUN,
HO MO CYTK B3ATbIM U3 TpaanLIUH
BocToka. Tak, M. imamoTo ncnonb3yet
METO/] Ha/IOXKEHUS, APanUPOBKU U
o6epTbiBaHUE TeNa, Mackupys ero
HECTPYKTYPUPOBAHHbLIMU OAEXKAAMMU,
UTHOPUPYIOLWMMHK OBbIYHBIE TOYKU
aKUeHTyaluu, B Y4eM UCTOPUK MOAbI
dpaHcya bogo HaxoauT KOHGPOHTaLMIO C
06LWMMM TEHAEHLIMAMM COBPEMEHHOCTHU:
«B obuwecTBe, KOTOPOE NMpocnaBaserT,
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BO3BE/IMYNBAET TENO U PacKpbliBaeT

ero ana npocmotpa, Moaxmn nsobpen
HOBbIW KOJ CKPOMHOCTM» [15, ¢. 8]. B
AebopMUPOBaAHHbIX U «[JTOXO CUASALLINX»

C TOYKM 3PEHUSA EBPONENCKOM ICTETUKM
Mogaensx oaexabl P. KaBaky6o HeT

HWU CUMMETPUU, HU 3aBEPLIEHHOCTH,

HU QYHKLMK, HU NIOTUKKU. 3TN MoaENH
HWUKaK He CBSA3aHbl C NpeacTaBAeHUAMN

O TeHAEeHUUAX MoAbl, 06 ofexae

KaK CMMBOJIEe coLManbHOro craTtyca

WKW BHELLIHEM MPOSIBAEHUN KaKoro-

IGO0 UMUXKa, OHU, NMPeXKae BCero,
npoBo3rnawatT UHAUBUAYaANbHOCTb KaK
4TO-TO BOJIEe BaXKHOe, YEM OOLLENPUHATLIE
CTaHAapTbl KpacoTbl: «5 Xouy, YTOObI

N0aM B MOEN ofexae BbIrnsaaeny Kak
BOMJIOLLEHUE KPacoTbl. [IpUYeM BHELLHASA
KpacoTa BTOPUYHA, OHa — He raBHOe»

(P. KaBaKy60) [16, c. 125]. Takon noaxon
CO BCEN 04EBUAHOCTbIO OTChIIAeT Hac K
SAMNOHCKMM MOHATUSAM U KAHOHaM XEHCKOM
KpacoTbl, pa3nuTesibHO OT/IMYatoLLnMCS

OT EBPONENCKUX — CKPbIBAaeEMOE

noA oAexaon Teno nog4epKkuBaer
NepBOCTENEHHOCTb JYXOBHOM KPacoThl

Mo OTHOLLIEHUIO K KpacoTe GpU3NYECKOMN.
OnucbiBas 0cobyto 3CTETUKY TBOPEHUI

P. KaBaky6o, [1. CagXnK nog4epKuBaer,
YTO OHWU HEe aKLLEHTUPYIOT BHUMAHKE Ha
dopwme Tena, n He 1edOPMUPYIOT €ro B
COOTBETCTBMM C NPeAB3ATbIMU 3TajlOHaMMU,
BMECTO 3TOr0, TEKCTYPbI, CIOU U 0O6bEMBI
OAeXAbl, paccMaTpmBaloTCs KaK 06bEKTDI,
npeacraBsoLlIne UHTepec camum rno cede
[10, c. 54].

K 1984 roay MHOrne npon3BoauTenu
OAEeX bl KNnacca «MacC-MapKeT» yxe
aKTUBHO KOMMUpoBasu oTaeNbHble
HEeOObIYHbIE 3/IEMEHTbI U3 KONMNEKLMH
AMNOHCKUX U3aNHEPOB /19 MONOAEKHOIO
pblHKa EBponbl u CLUA, 4To fiBNSieTcs
6eccnopHbIM NoKas3aTeieM BIIUAHUSA
PEBOOLIMOHHBIX MOEW ANOHLEB Ha BKYChI
LLenoro NoKkoneHuns notpedutenen. Kax
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NPUBEPKEHLIbI axpoMaTUYECKOM NanuTpsbl,
60/blLUOE BUAHME ANOHCKNE ANU3anHeEpPDI
OKa3sa/in Ha MOJHYIO LIBETOBYIO raMmmy
nocneayLLnx 4ecaTUIETUI U Cbirpanu
3HaYUTENbHYIO POJib B MONyNspu3saLunm
YepHOoro LiBeTa B ojexae KoHua 1980-x
1 Havana 1990-x. O NpU3HaHNKU 3a HUMMU
aBaHrapAHoro cratyca 1 06 orpoMHOM
MHTEpPECE K X TBOPEHUSM KaK K 06beKTaM
MO[bl U COBPEMEHHOIO UCKYCCTBA MOXHO
CyanTb No Tomy dakKTy, YTO nepBas
My3€eWnHas BbliCTaBKa paboT ANOHCKMX
am3aiiHepos W. Amamoto, U. Musike

P. KaBaky6o «<A New Wave in Fashion:
Three Japanese Designers» (HoBag
BOJIHa B Moje: Tpu ANOHCKUX An3anHepa)
npoLuna B yxKe Yyepes 4Ba roja nocsne mx
[ebloTa ¢ KoeKumMsamu npeTt-a-nopte B
[MapuKe. B nocnenyoulee gecarunetne
TBOPYECTBY 3TUX MOJI€/IbEPOB OblNO
nocesuieHo 6onee 25-T1 BbICTABOK B
3anagHon EBpone, CeBepHon AMepuKe,
ABcTpanuu, HoBon 3enaHamu n AnoHuu.
Ha cerogHsWHWMN AeHb UX MPOEKThI
NPaKTUYECKM eXXEerogHo NpeacTaBnAoTCs
B paMKax nepcoHanum, peTpocnexkTus,
CcaMbIX 3HA4YNMbIX IKCMO3ULINNA,
NOCBSALLEHHbIX COBPEMEHHOMY UCKYCCTBY.
OTaenbHble MOJENY U LieNble KONEKLUK
ofieX bl AMNOHCKUX IEKOHCTPYKTUBUCTOB
Haxo4AaTCca B COBpaHUAX KPYMHENLLMX
MWPOBbLIX My3€€B MO/lbl, COBPEMEHHOIO U
[IEKOPATUBHOIO UCKYCCTBA.

CnoX¥Ho NepeoueHnTb 3HaYeHne
TBOPYECKOIO MMMYNbCa, KOTOPbIN
npuaana passuTtuio MMPOBOW MO/bI
nepBasi BO/HA ANOHCKMUX AU3anHEpPOB
B EBpone. [NpMBHECS B eBPONENCKUI
[AN3aiH KOCTIOMa 3N1EMEHT AEKOHCTPYKLINHU,
6a3nPYOLLMACS Ha AMOHCKUX TPaamMLMsX,
aBaHrapaHole AM3anHepbl panKanibHO
U3MEHUU TPaAULIMOHHOE ANns
€BPONEeNCKON KynbTypbl MOHUMaHWe
$popmMoobpasylolero KocTioMma Kak
cpeacTBa OCTUXEHNS naeanbHOM
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durypobl. NepecmoTpeB 06LWENPUHATbIE
N9 eBPONENCKOM KyNnbTypbl CNOCOObI
NOCTPOEHUA KOHCTPYKLIMKU, OHM
€03[al0T COBEPLIEHHO HOBble 06pa3Lbl
OAeXApbl, 3aUMCTBYS M3 TPaaMLINK
HE KOHKpEeTHble dopMbl, a obume
NPUHLUMMbI CO34aHUS KOCTIOMa.
MOXKHO yTBepKaaTb, YTO AMNOHCKKE
[AEKOHCTPYKTUBUCTbI MONOXKKUAM Havano
KOHLLEeNTyaNbHOIrO HanpaBneHus B AU3anHe
KOCTIOMa 1 BMIMCb OCHOBaTENAMMU
HOBOW Napagurmbl, onpeaenunBLLEN
BEKTOpP pa3BUTUS BECTUMEHTaAPHOM
Mofbl nocTMoaepHa. Ncecneays
XYOOXECTBEHHYIO CTPYKTYPY KEHCKOIo
MofHoro kocTioma M.M. KyaHeloBa
oTMeYaeT: «AnoHCKasa aBaHrapaHas
MofJa B NONEMUKE C KIaCCUYECKOM
cuctemon pyHKLMOHUPOBaHUSA MOAbI
U TPaAULIMOHHBIMK CTaHAapTaMu
Au3alHa KocTioMa npeacraBuna
WHYIO, KOHTPACTUPYIOLLYIO TPAKTOBKY
MOJHOM OA€eXbl, YeM OTKpbIIa NyTb ANd
cneayoLnx NOKONEHNN KOHLLENTyalbHOM
NUHUK an3anHar» [17, c. 120].

B KoHue 80-x — Havane 90-x IT.
K ABUXEHUIO NEKOHCTPYKTUBUCTOB
Ha4yMHalOT NPUCOEAMHATLCS EBPONENCKUe
An3anHepbl, NePBbIMU U3 KOTOPLIX GbIIN
MapTtnH Mapgena v «<aHTBEPNEHCKan
lwectepKar»: AHH lemenbmenctep (Ann
Demeulemeester), Ipk Bukkembeprc
(Dirk Bikkembergs), Banbtep BaH
benpeHpoHK (Walter Van Beirendonck),
Opwvc BaH HoTteH (Dries Van Noten), Anpk
BaH CaeH (Dirk Van Saene) u MapwuHa Nu
(Marina Yee), BnepBble 3asiBMBLLNE O cebe
Ha JToHOOHCKOW Heaene moabl B 1985 roay.
benbrMncknx au3anHepoB oO6beaUHSET
He eMHbIV CTUb UK HanpaBfieHune,
He HauMoHanbHasa cneundnKa
NPOEKTUPOBAHUS U XYA0KECTBEHHOIO
BU/IEHUS, @ CKOPEE OPUEHTUPOBAHHAS
Ha CBOOO/HYIO acCOLMaTUBHOCTb
An3anHepcKas LWKona, CNoXuBLLasacs

B cTeHax KoponescKon Akagemuu
U3SILHbIX UCKYCCTB B AHTBEPNEHE, U
OJIHOW U3 NPUYUH Pa3BUTUSA BEbIMICKOro
JEKOHCTPYKTMBM3Ma B KOHLLe 1980-x

. MOXHO cYMTaTb pedopMbl B CUCTEME
o6pas3oBaHuUs benbrun B 06n1acTn Moapbl.

[pyroin, HemanoBaxHOW NPUYUHON
ob6palleHns 6ebrMMCcKNX AM3anHepoB
K 3TOM KOHLeNnTyanbHON dopme
TBOPYECTBa MOXKHO Ha3BaTb MOMbITKY
caMouaeHTUdUKaLMK B OTBET Ha
pocturwyto B 1980-x — 1990-x rT.

CBOEro NuKa cakpanusaumio 6peHaa,
KOHCbOMEpPU3M, HeonpaBaaHHO

[loporoe NpPou3BOACTBO O4EXIbI.

TaK, Ha NPOTAKEHUN NOYTU ABYX
[ecaTuneTnn, rasHas naes KoaneKunm
MapTuHa Maparenbl 3aKkitovaeTcs B
COMNPOTUBEHUU KYNbTY TMYHOCTU B MOAHOM
WUHAYCTPUKU. Jn3anHep He JaeT NIMYHbIX
WMHTEPBbIO, KAaTErOPMUYECKM OTKa3blBaETCSH
no3uvpoBatb nepeq GoToKamepamu, He
BbIXOAWT B KOHLLE NOKa3a, He pa3MeLlaeT
Ha CBOEW oJieX /e Ha3BaHWe TOProBom
MapKwu, co3gaBas TEM CaMblM HOBYIO,
dunocodcKyo Nnapaanrmy BOCNpPUATUS
6peHaa. B anoxy, Korga MogHble foma
COMepHMYaloT B POCKOLLIX NOKa30B.,
npeacrtaBneHHbiv B 1988 rogy 6peHn
«Maison Martin Margiela» yctpanBaet
CcBOM gedwne B raparkax, Ha 3abpOLIEHHbIX
CTaHLMAX METPO, NPOTUBONOCTaBNASA
[I0POroCTOSAWMM KOMNEKUMAM, B MPSIMOM
CMbICNne aparoLeHHOn ofexabl TBOPEHUS
M3 MOHOLLEHHbIX BELLEN U Npeanaras
HOBYIO 3CTETUKY MUPY MO/ bI.

TBopyecTBO MapTuHa Mapaxensl
CPOJHWN apXUTEKTYPE AEKOHCTPYKTUBU3MA
C €€ N3/I0MaHHbIMK dopMamHu,
BM3yasibHOM YCNOXHEHHOCTbIO, BLIHOCOM
BHYTPEHHMX 3/IEMEHTOB Ha dacagHyto
NOBEPXHOCTb. BbiCTaBNsAs Ha NoKas
LLIBbI, 3aMKHU-«MOJTHUW», NOANIEYHUKHK
OH aKLEHTMpPYET BHUMaHWE Ha caMoM
npouecce co3aHna BellM, BbiBOpaymBas
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€€ Han3HaHKy 1 06Haxas NOPTHOBCKYIO
CYLWHOCTb MO/bl, HapyLwas TpaanuLUMOHHYO
KOHCTPYKLIMIO U UCMONb3YA pasfinyHble
METOAbl: BO3AENCTBUE, YTUIN3ALMIO,
YHUUYTOXEHUE N BOCCTAHOBJIEHME.

3T MeToabl HaxoaAT cBOe Hanbosee
3HaYUTENbHOE BbiPaxeHWe B KONEKLMSX
«Artisanal» (KyctapHble) noma Maison
Martin Margiela, ons mogenen

KOTOpPbIX MOBTOPHO nepepabaTbiBatoT

YK€ CYLLECTBYIOLLYIO OAEXOY U Takue
HecTaHapTHble MaTepuasbl Kak NiacTuK
nnun 6ymara. 3ta M3BECTHaAs IMHUA MOXKET
ObITb UCTONIKOBAHa KaK KPUTUYECKUM
OTBET TPaaMLMAM BbICOKON MOAbI.

B 1989 r. Mapaxkena co3faet CBOKO
nepBYylO KONIEKLMIO N3 nepepaboTaHHOro
CbIPbs, AEMOHCTPUPYS MUPY NPOTECT
NPOTUB YPE3MEPHOM BaXKHOCTU MOAbI

np¥ MUHUMYME €€ KPeaTUBHOCTY.
YHUKanbHble nsgenus «KyctapHowm»

JIMHWUN EUCTBUTENBHO U3TOTOBJIEHbI C
NCNoNb30BaHUEM TaKOro e TPYA0EMKOro
NPOM3BOACTBA, KaK U B BbICOKOW MOje,
O[IHaKO, TEPMUH «JTIOKC» NpeTeprneBaeT

B 9TOM Cly4ae HEKMM CEMaHTUYECKUI
COBMWI: 9TO He 0O3HavaeT Ucnosib3oBaHue
KaKMX-IM60 JOPOroCTosWmMX MaTepmasnos, a
YKa3blBaeT Ha KOJIM4eCTBO OTPabOoTaHHbIX
4acoB AJ15 NPOM3BOACTBA KaXaoKn aetanu.
O6bSBMB TOYHOE KOMMYECTBO 3aTpadvyeHHbIX
yacoB, Mappaxena onpenensier
4yesloBEYECKUI TPyl KaK rMaBHbIN KpUTepui
onpeaeneHns LEeHOBOro U CTaTyCHOro
YPOBHS CBOEW NPOAYKLINMN.

Tem He MeHee, nepepaboTKa He
ABJINETCS KOHEYHOW LeNblo AM3anHepa u
€ro TBOPYECTBO HE CTOMT paccmaTpuBaTb
KaK «MCKYCCTBO B€/IHbIX» U/IN HEKYIO
npeareydy 3KOJI0rMYECKOro HanpaBieHns
B BECTUMEHTapHOM Moje. YTunnsaums
B JaHHOM C/ly4ae BbICTyNaeT KakK
KYNbTypHas U KpUTUYECKas NpaKTUKa,
JEKOHCTpyupyloLas MetTobl BoicoKon
Mogabl. MckycctBoBen b. BuHkeH (B.
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Vinken), aHann3npysa KoHUeNTyaNbHblEe
OCHOBbI TBOpYECTBa 6€/1bIMMNCKOro
In3anHepa B cBoen cTtaTbe «Mopaa:
MCKYCCTBO CMEPTU, MCKYCCTBO HKMU3HU»
(Fashion: art of dying, art of living),
3amMevaeT: «HoBbIM B 3TOM MOJe ABASETCS
TO, 4TO CTApPOE HE UCKIII0YAETCH U HE
OTpULIAETCS, HO NpeBpaLlaeTcs B Mmatepuan
Ins oexabl. ITo He BONPOC UCTOpU3Ma
M BO3POXAEHUS NPOLLIbIX 3MOX, a CKopee
BMWCbIBaHWE B COBPEMEHHOCTb CNEAO0B
CMEPTHOCTM — HE aHMMaLUs MepTBOro
UK CTUPaHUE cnefoB BPEMEHHU, a
N3roToBJ/IEHWNE C/IE0B CMEPTU, HOCUTENEM
KOTOPbIX CTAHOBUTCS MUBOE TeNo. 31a
ojexaa oTMeYeHa CyLHOCTbIO CMEPTHOCTH.
Cnegabl UICNOJ/Ib30BaHWS BELLEN, BPEMEHHU
MX N3roTOBNEHWS, UCTOPUS OJEHKAbI
BMMCaHbl B TBOPEHWUSA: OHM MOMNoWwaloT B
cebs Bpems, cTapeHue, Bo3pacT» [18, c.
87]. Kak BMAMM, BCe IKCTpaBaraHTHbIe
NpMeMbl AM3anHepa HOCHAT He TONIbKO
3anaTa*KHO-3CTETUYECKMI XapaKTep, HO
U rNy6oKyo GUNOCOPCKYO NOAOMNNEKY.
TaK, Ha BbicTaBKe B PoTtTepaame B 1997
rogy Mapaena uHouumMpoBas CBOK
KONnNeKumto ocobon 6aKkTepuen, Kotopas
B NPSIMOM CMbIC/1E C/IOBa pa3pylumna
BCE MOJENM Ha rnasax y NOTPSICEHHbIX
3putenen. B atom nepdpopmaHce 9BHO
npoYnTbiBaeTcs Metadopa, NoBecTByloLLas
0 BbICTPOTEYHOCTU CMEHbI MOAHbIX LIMKIOB
W NPU3pavYHOCTN cCaMOMn MOAbI, Koraa
TONbKO YTO CO31aHHOE HOBOMOJHOE NfaTbe
CTPEMUTENBHO TEPSIET CBOKO aKTyallbHOCTb.
[An3anHepbl <AHTBEPMNEHCKON
LIECTEPKU» TaK XKe cneaytoT NpuHUMnam
JEKOHCTPYKLMK, UCNONb3YS
NpeasoXeHHbIN SNOHLAMK METOA ANS
BblpaXeHUs COBCTBEHHbIX KOHLEMLMUN.
KaK 1 Bce AEKOHCTPYKTUBUCTDI, OHU HE
NPU3HaIOT CTPOroro AefieHns oaexapl Ha
CE30HHY0, HapSHYO U NOBCEOHEBHY!O,
OTKa3bIBalOTCH OT TPAANLMOHHbIX
npeacTaBfeHU OTHOCUTENbHO
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nponopuunn Tena n KpUTepmes

KpacoTbl, pa3obnayaloT npouecc

noluMBa ofexKabl, He OPUEHTUPYIOTCS

Ha COBPEMEHHbIE TEHAEHLNM B MOJE,
NCMONb3YIOT HETPAAULMOHHbIE COYETaHUS
K/laccu4ecKnx GopM U HEOKUAAHHbIX
AeTanen, noMellas KOCTIOMHbIe LMTaThbl B
YYXOblM UM KOHTEKCT, NpuaatoT 60MblIoe
3HayYeHne MHANBMaYyanbHOCTN 06pa3a.
Hdpuc BaH HoTeH, coeAWHUBLLNIK B CBOUX
KONJIEKUMAX STHUYECKME MOTUBbI U
JIEKOHCTPYKTUBU3M, TaK onpeaenser cBoto
MWCCHIO B MUpe Modbl: «<Mos Lenb co3aaTb
TaKylo MoAy, KoTopasi He accoLnnMpoBanach
Obl HX C KAKOM KOHKPETHOWM KyNbTYpOH,
4TOObI NO6OM YENOBEK, 6Yb TO MyX4MHaA
WN KEHLWMHA, CMOTr Obl NPUMEPUTL €€

K cebe. Peyb UAET 0 MOJie, KOTOpas He
nogasnseT Bally UHAMBWAYaANbHOCTb» [19,
c.116].

AHH [lemenbmencTep 4acTo Ha3biBaloT
CaMbIM IPKUM U BIIUSATENbHbIM
npeacraBuTeNeM €BpONeNCKOro
JNEKOHCTPYKTUBM3Ma. [peanaras
3anafjHbIM noTpebutenam 6onee
NPUEM/IEMbIN, YEM SAMOHLIbI BapuaHT
JIEKOHCTPYKLNKU, An3arHep obpallaeTcs
K €BPOMNENCKOM rOTUKE U 3CTETUKE
XUNMW U co3aaeT IKNEKTUYHbIE MO
CTW/IO, HO N3bICKaHHbIE U TAPMOHWUYHbIE
no BOCMNpUATUIO 06pasbl Ha OCHOBE
ACUMMETPUYHBIX KOHCTPYKLWIA.
PomaHTn4eckui ayx CpeaHeBeKoBbS
B KONneKuusax lemenbmencrep
CcoYyeTaeTcsi C aBTOPCKOM TPAKTOBKOM
COBpPEMEHHOro ¢eMUHU3Ma, KOTOPYIo
3a4acTylo NPUHUMAIOT 3a NPosiBIEHNe
aHapormHHocTn. Cama gu3anHep nHadve
pacueHUBaeT reHaepHY0 KOHLLEMNLUIO
CBOUX Mogenen: «Te, KTo CYUTAET, 4YTO
CTW/Ib MOEN OAeX /bl aHAPOIMMHHbBIN,

BCE ellle BEPWT, YTO KEHLIUHA XO4eT
BbIrnaaeTb Kak bap6u. 310 rnyboKo
YKOPEHMBLLEECSH MHEHMWE O TOM, YTO
CBOMCTBEHHO XeHlWunHe. MeHa 6onblue

ycTpauBaeT paBHOBECUE MEXAY MYKUYMHOM
W XEHLMHON. CTONTKHOBEHNE MYHKCKHUX U
YEHCKMUX 3N1EMEHTOB JlaXKe B OTAESIbHO
B3TOM CUSTyaTE MNPUBOAUT MEHS B BOCTOPM»
[19, c. 79]. Takoe AEKOHCTPYKTUBUCTCKOE
npuMMUpeHne 6UHaApPHON OMMNO3NLIMK
«MYXCKOEe-}eHCcKoe» [leMenbmencrep
OCYLLLECTBASET HE MPOCTLIM COEAUHEHNEM
B O4HOW MOJENN AeTanen My} CKOro v
YEeHCKoro rapaepoba, a jobvuBaeTcs
CTUPaHUS FreHAEPHOr0 KOAa OAEXK bl
CIIO¥HbIMUK cnocob6amu opraHnusaLmu
KOCTIOMHOM GOpPMbI, Kak Hanpumep MeTos
MYJISI}KHOIO MOAENUPOBaHUS.
NcTopnyecKoe 3Ha4YeHne NpoeKToB
ANOHCKUX U B6EeNIbrMACKMX AU3aiHepPOB
COCTOWT B TOM, YTO OHU ABUINUCb NEPBOW
NOMbITKOM CO31aHus anbTepHaTUBLI
€BPONEeNCKMM MOJHbIM CTaHdapTam
W NpuHUMnam ¢opmoobpa3oBaHuUs
MOJHOM0 KOCTIOMa. 3TW NPOEKTbl UMEIOT
OrPOMHYIO KPUTUYECKYIO BaXKHOCTb
KaK TeopeTMYecKMe noKkasartenu, Tak
KaK HarnsigHo AEMOHCTPUPYIOT, YTO
Nnto60e OTKIOHEHWE OT COBEPLLEHCTBA,
KPUCTannM3oBaHHOro B NapajauMrmax
CYLLECTBYIOLLEN TPAAULNK, HE cneayeT
NoHUMaTb, KaK HeJocTaToO4HOCTb. [10
CYTU, AEKOHCTPYKTUBU3M ANMOHCKUX U
6eNbrmmcKMUX An3anHepoB NPosiBU cedts
KaK NpOoTWMBOMNOCTaBEHNE MTaMypHOM
3CTETUKE — «[PAaMOTHO CPEXMUCCUPOBAHHOM
(MOCTAaHOBOYHOM) KpacoTbl, HaA co3AaHUEM
KOTOPOM Hayan TpyamTbCcs cneuunanbHo
06YYEHHbI NepcoHan: GOTOXYAOKHUKM,
napukMaxepbl, BU3aXXUCTbl, KOCMETOOIMM»
[20, c. 171]. TBOPYECTBO AMNOHCKUX
N 6EeNbIMMNCKNX IEKOHCTPYKTUBUCTOB
OKa3saJ/i0o 3Ha4YnUTeNbHOE BIMSHUE Ha TaKuX
In3anHepoB Kak Kapn Nlarepdensba
(Karl Lagerfeld), }aH-lMonb loTbe (Jean
Paul Gaultier), Mapk Jxxenko6¢ (Marc
Jacobs), AnekcaHap MakKkyuH (Alexander
McQueen), Xenbmyt JlaHr (Helmut Lang),
XyccenH YanasH (Hussein Chalayan), [oH
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lanbsHo (John Galliano), Xanaep AKkepmaH
(Haider Ackermann), BepoHuK BpaHKKHO
(Veronique Branquinho), ayat «A.®.
Bangepsoct» (A.F. Vandevorst), xyHna
BaTtaHabe (Junya Watanabe) n MHOTunx
JPYrux.

Co BTOpPOM NONOBUHBLI 1990-x
rr. MMpoOBas Mo/la pa3BMBaEeTCs Ha
NPUHLUMNAX OEKOHCTPYKLMK, MPOoaoSIKas
JIEKaHOHM3aLMIO K/TaCCUYECKUX
CTaHAapTOB M 3NIMTAPHOCTU OAEXKAbI,
OPUEHTUPYSACb, B TOM YUCIE U Ha TaKow
np1eMm, Kak ncesgopaspyLieHue.
[n3anHepbl UCNONb3YIOT NPUEMBI
06paboTKN MaTepmanoB /1 TOro, YToobl
npuaaTb UM COCTAPEHHbIN UK MPULLIEALLINN
B HEMOAHOCTb BMJ, YTO OCOBEHHO IPKO
NpPOsIBUNOCH B BOLLAPMBILLEMCS Ha
nogmMymax cepeanHbol 1990-x rogos
CTUNE «[PaH¥», poaoHa4YabHUKOM
KoToporo cuyutaetcs Mapk [xxenko6c.
OToenbHble UccnenoBaTtenu NPocNeXnBatoT
HernocpeacTBeHHOe BAUAHKE
JEKOHCTPYKTUBM3MA Ha NOSIBNEHNE TAKOro
HanpasfeHus B Moje KoHua 1990-x —
Ha4vana 2000-x IT. Kak MUHUManmM3m. ABTop
paboTbl «COLIMOKYNBTYPHbIE N 3CTETUYECKKE
acneKTtbl popmoobpasoBaHua B Moje
nocnegHen Tpetu XX Beka» M.B. KnpbsaHoB
yrBepxaaeT: «<HaunmHasa ¢ 1970-x rogos,
Hab6/1toaanoch NocTeneHHoe paspyleHune
$opMbl oagexabl NocpeacTBoM OTCeYEeHUs
[IeKOpaTUBHbIX 3/IEMEHTOB U NpUaaHuUS
€1 TaKOHWYHOro 1 yHMBepcasabHOro
XxapaKTepa. K KoHLy BeKa, 6narogaps
06LWeMy AEKOHCTPYKTUBMUCTCKOMY NoAxoay,
dopma oaexabl cTana MakcMmMasnbHO
JTAKOHWYHOW, a €€ CeMaHTUYEeCKoe,
$YHKLUMOHaNbHOE HaMoJ/IHeHWe cTano
Hanbonee BaXKHOM XapaKTepUCTMKON» [21,
c.22-23].

K KoHUy XX BEKa AEKOHCTPYKTUBMU3M
CTaHOBUWTCS OCHOBHbIM HarpaB/eHUeM
pa3BuTnsa GopMbl MOHOIO KOCTIOMA U
€ro CTUIn3aLuu, ycneuHo n3baBuBLLUCH
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OT cTaTyca aBaHrapHon KoHUenuuu.
[MpumeTbl «pa3pyLleHNs XOPOLLEN

GOpMbI» MPUCYTCTBYIOT KakK B LLefeBpax
UMEHUTBIX KYTIOPbE, TaK U B KONEKLMSX
MOJS1I0AbIX AM3aNHEPOB aHaerpayHaa.

Ho gae cnycTs gecaTb NeT nocne
NepBOro NapuKCKOro nokasa ANOHCKMX
AN3anHepOB, YTO COCTaBNAET HEMASIbIH
CPOK A/ MOAbl NPOLLIOro BEKa,
[IEKOHCTPYKTUBM3M KakK siBieHune,

BCe ellle BOJIHyeT npodheccuoHanoB u
obbiBaTenen, TEOPETUKOB U MPaKTUKOB
Moabl. B ntone 1993 roaa, B ctatbe

0 «[IEKOHCTPYKLIMOHUCTCKOM» Moje B

«Hbto VlopK Tanmer, ¢ Lenblo BbISCHEHUS
NMPOUCXOXKOEHMA U HANPaBJ/IEHHOCTH
3TOro HOBOTO U 10 CUX MOP TaKoro
TAaUHCTBEHHOIO IBUXKEHUS, NOSIBUIACh
€ro «pogocnoBHas»: «<Pen KaBaky6o —
Mama, *KaH-lMonb loTbe — Nana, rocnogunH
Mapgaxena — ntobumbln cbiH. M KoKo
LLlaHenb — ganbHAS poACTBEHHULA, BU3UTA
KOTOPOM BOUTCS KaxKAblM, HO KaK TONbKO
OHa npuesKaerT, Bce NOHUMAIOT, Y4To Y

HMX, B KOHLLE KOHL,0B, MHOIO OOLEro»
[22]. NpoHWYHasa napannenb HeJaneka ot
UCTUHbI. IEKOHCTPYKTUBMUCTbI NOCTaBUIN
Nnoj, COMHEHUE U UBMEHUIIU YCTOSABLLIEECS
npeacTaBfieHUe 0 TOM, KaKUMU OOSKHbI
ObITb KpacoTa, HopMa, U3ALWEeCcTBO, MO/HbIM
CUNY3T, OTKPbIB TEM CaMbIM HOBbIM NOAX0N
K oJexae B KOoHUe XX BeKa, KaKk u Koko
LLlaHenb B ero nepBble AECATUIETUS.

3aknouyenue

B Halum AHW 4OBONBHO YaCTO MOXHO
YBUOETb OAEXKAY C «<HapyLIEHHON»
KOHCTPYKLUMWEN N TEXHONIOTUEN. DNNEMEHTHI
[IEKOHCTPYKTMBUCTCKOrO An3anHa,
M3HavaNbHO NpefHa3Ha4YeHHble OCNOPUTL
LUIMPOKO pacnpocTpaHeHHOE MHEHUe
0 HE3bI6IEMOCTU OBLENPUHATBIX
onpeaeneHu KpacoThbl, CTanu
HaCTOMbKO LUMPOKO MCMONb30BaThCS,
4TO MOYTM NOTEPSSIU CMOCOBHOCTb
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LLOKMPOBAThb U TENEPb AaXKe NPOCTOro
o6blBaTeNs MOMET YANBUTD JIULLb
KpanHee NposiBieHMe AEKOHCTPYKLMHK

B AU3aMHEepPCKUX NPOAyKTax Uin B
anu3ogax yIn4Hon Mmoapl. 4ns MHOMmx
CTana ropasfo BarkHee NopoxaeHHas
JEKOHCTPYKLIMEN MHANBWAYANTbHOCTb
yesloBEKa, BblpaxKeHHas B Bbl6ope
OJleabl, YeM TPAANLMOHHbIE 3HAKK
BbICOKOTIO COLIMaNbHOro cratyca, ofjHaKo
CTOWT NMPU3HAaTb, YTO KOHLUENTyannucTCKas
o/lex1a IEKOHCTPYKTUBUCTOB camMa
ABMNacb HOBbIM CUMBOJIOM BbICOKOIO
cTaTyca Ans He3aBUCUMbIX U UPOHUYHbIX
MHTENNEKTYanoB. [1IeKOHCTPYKLMS
NoNoXuna Havyano pagMKanbHON
MHOECTBEHHOCTU TOYEK 3PEHNSA Ha
BHELLIHWN 0B/IMK YEeNOBEKa B KOHTEKCTE
MO/bl, YTO, B KOHEYHOM CYETE, MPUBESO K
pa3Ho06pPa3UI0 TEKYLLUX CTUNIEN, KOTOPbIE
Mbl BUAMM CETOAHS Ha Noanymax.

Takas XXM3HEeCNOCOOHOCTb,
aKTyanlbHOCTb U 04YeBUaHas
NepPCneKTUBHOCTb UAEN
[IEKOHCTPYKTUBM3MA B M3alHEe KoCcTioMa
06YCNOBMIEHbI M0 KPUTUYECKUM Havaiom,
No3BOJISFIOWNM pacKpbiBaTb «apyrue»
BO3MOHOCTHU MPOEKTUPOBAHUS U
Ja/ibHenero pa3Butng moabl. PaHo
MW NO3QHO U AEKOHCTPYKTUBUCTCKUM
OMbIT NPUBOANT K 06pa30BaHuio
HEKOTOPbIX MACANU3UPOBAHHbIX

napameTpoB, HO MPOrPeCcCMBHOCTb
NPaKTUKKM AEKOHCTPYKL MU 3aK/oHaeTcs
B BO3MOXHOCTU CHOBa 1 CHOBa
NnepeocMbICIMBATb C/IOKMUBLLMECS
KaHOHbI ¥ MOBTOPHO MHTEPNPETUPOBATL
XYOOXEeCTBEHHYO GpopMy. ITO
HenpepbiBHOE ABUXEHUE OT KOHEYHOCTH
MaTepuanbHOro K 6ECKOHEYHOCTH
WUHTepnpeTaLnmn NO3BONAET AU3aHepaMm,
npubbiBas B NOCTOAHHOM Ananore ¢
NCTOPUYECKON TpaauMuUmMen pacKpbliBaTb
HOBbI€, NHblE BO3MOXHOCTH e€e
NOHUMaHMUS.

MpeanpuHATLIM TEOPETUYECKUN
aHan3 3BOJIIOLIMOHHbIX OCOGEHHOCTEN
HanpaBfieHUs AEKOHCTPYKTMBN3MA
B BECTUMEHTapHOW Moje No3BoNISeT
YyTBEPKAATb, YTO B XyAOXXECTBEHHOM
NpaKkTUKe co3aaHns MOAHOMO KOCTIOMa
[EKOHCTPYKLMS BHE COMHEHWUS HECET
NONOMXKMUTENbHbIV TBOPYECKUIA MMNYSIbC,
dopmupys 6asy, 6narogaps KOTOPoK
MOXHO BbIMTU 3@ paMKM TOM, KOTopas
[0 3TOro MOMEHTa JOMMHMpPOBana B
Moge. B npouecce cBoero passuTtng
JEKOHCTPYKTMBU3M B An3aiHe KOCTioMa,
paguKanbHO TpaHchopMMpoBaa MHOrmne
TPaAMLMOHHBIE CTUIIUCTUYECKHME,
Bblpa3uTe/bHble, TEXHONOMMYecK1e
OCHOBbI NMPOEKTUPOBAHUSA U ABUSICA HOBOK
TOYKOM OTCYETa B pa3BUTUM COBPEMEHHOM
MOZbl.
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COH AAMYbIHbIH KA3IPII KOHLENUUANIAPbI KOHTEKCIHAEN AEKOHCTPYKTUBU3M

WAEANAPDBIHbIH 3BOJIIOLIUACDHI

AHpaaTna

MaKanaga Kagipri 3aMaHfbl COH JEKOHCTPYKTUBU3MHIH, MOAEHU-TapUXM anfbllapTTapbl MeH 6afblTTapblHbIH,
JaMy Ke3eHgepi KapacTbipblnagbl. Tapuxu-eHepTaHyLWbIIbIK capantaMa eTKi3y HOTUXKeCiHAe, KOCTIOM
ON3anHbIHAAFbl JEKOHCTPYKTUBU3M — NaHKTEPAiH KOCaNKbl MOAEHUETIHIH, anaTa)KablK KepiHici MeH

}KanoH XoHe 6enbruanblK AM3aiHepnepain, aBaHrapaTblK )XobanapblHaH XaHa aCTeTUKaNbIK MypaTtTapabl
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KanblNTacTblpaTbiH aHbIKTayLWbl GaKTopFa AEniHr — AamyablH 6GipHelle Ke3eHiH eTKepreHairi 6enrineHai.
Kasipri 3amaHfbl CoH OCbl 6aFbITTbIH 9BONOLMSANbIK €PEKLLENIKTEPIHE acanFaH Tanjay TeopUsbIK KOPCETKILL
peTiHae opacaH CbiHM MaHI 6ap TOYenCi3 XanoH XaHe 6eNbrusanblK AU3anHep-4EKOHCTPYKTUBUCTEPIHIH
KOHLeNTyanablK }obanapbl BECTUMEHTaP/bIK MOAAHbIH, XKYHECiHE PeBONIOLMSANbIK ©3repicTep eHrisreH

[en TyXblpbiMayFa MYMKIHAIK 6epegi. ©3iHiH AaMy yaepiciHae, IEKOHCTPYKTUBMU3M KOCTIOMAi xobanayabiH,
[9CTYPAi CTUANCTUKASBIK, KOMMO3ULUASbIK XXoHe TEXHUKaNbIK HEeri3aepiH Tyéerenni e3repTTi XaHe Kasipri
3aMaHfbl COH AaMyblHAaFbl aHa ecenTey HYKTeci 60bin Tabblngbl.

Tipek ce3paep: JEKOHCTPYKTUBU3M, COH, KOCTIOM AU3alHbI.
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THE EVOLUTION OF IDEAS OF DECONSTRUCTION IN THE CONTEXT OF MODERN CONCEPTS OF
FASHION

Abstract

The article discusses the cultural and historical background and development stages of the direction of
deconstruction in contemporary fashion. As a result of history and art history analysis showed that the idea
of deconstruction in the costume design went through several stages of development - from the outrageous
displays of punk subculture and avant-garde projects of the Japanese and Belgian designers to the
determining factor in the formation of new aesthetic ideals. Attempted analysis of the evolutionary features
of this trend in modern fashion suggests that the conceptual designs of independent Japanese and Belgian
designers deconstructionists have tremendous critical importance of the theoretical performance and made
revolutionary changes in vestimentarn fashion. During its development, deconstruction radically transformed
the traditional style, composition and technical principles of design and costume was a new starting point in
the development of modern fashion.
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[MPOSIBJIEHUE
METAMOJEP-
HU3SMA B
NCKYCCTBE
HE3ABUCHUMOI'O
KA3AXCTAHA

\ 4

ART STUDIES

MPHTH 18.07.65

Kaiinapos A.M. !

! Kazaxckasi HauuonasbHasi AkasieMust HCKYCCTB
uM.T. K. )Kyprenoga,

(Anmatsl, Kaszaxcran)

NMPOABJIEHUE METAMOAEPHU3MA B UCKYCCTBE HE3ABUCUMOI'O KA3AXCTAHA

AHHOTaUMA

B paHHOM cTaTbe NpeacTaBieHbl MHHOBALMK B UCKyccTBe KasaxcTaHa nepuoaa HesaBucrMmocTm ¢

TOYKM 3PEHUSA HOBOW KYNLTYPHOW NapagurmMbl. PaccMoTpeHo nosiBfieHUe HOBbIX MHHOBALMOHHbIX
XYOOMXECTBEHHbIX GOPM B KOHTEKCTE JIOKaNbHOM KyNbTypbl, AaeTcsi 06bACHEHWE HOBOIO KyNbTYPHOIo SBAEHUS
«MeTamoaepHM3M». AKTyanbHOCTb J@aHHOW Hay4YHOW CTaTbW B TOM, YTO BMEpBblE aHaNn3 NPOBOAMUTCS C TOYKU
3PEHUS NOHATUA MEeTaMOAEPHU3M, MPULLEALLIErO HAa CMEHY NOCTMOAepPHU3Ma. PaccMOTPEHO OCHOBHOE
NOHATHE «<METAMOAEPHN3M» KaK «OCLMNNSALNS» UK e KonebaHue. B ctaTbe NnpuBeaeHbl NpUMepbl HOBbIX
MMEH B UCcKyccTBe HesaBucumoro KasaxctaHa, 0603Ha4YeHa 3Ha4nMMOCTb U BIMSIHWME HOBbIX Meana Ha
pasBUTHE NCKYCCTBa Pecny6inKn, pacCMOTPEHa NpPaKTUKa caMoopraHn3aLnmn cpeam Moaoa0oro NoKONEeHKs.
MpaKTnyecKas 3Ha4YMMOCTb CTaTbM COCTOUT B TOM, YTO €€ MaTepurasbl MOryT 6biTb MCNOb30BaHbI B
TEOPETUYECKNX UCCNEeOBAHUSAX U MPAKTUYECKON AEATENBHOCTU UCKYCCTBOBEIOB.

KnioueBble cnoBa: MeETaMOAEPHN3M, OCLMANALNS, MHCTANNALUMS, COBPEMEHHOE NCKYCCTBO, UHTEPHET
WHCTaNNSauUus, UHTepnpeTaums

BBepgeHue KazaxcTtaHa BO3MOXHO Npu aHanuse

MHHoBaunun UckyccTB HesaBucnmoro TBOPYECTBA COBPEMEHHbIX XYAOXHWKOB,
KasaxctaHa oo aTux gHen 06bl4HO C Y4E€TOM He TONIbKO 0CO6EHHOCTU UX
paccMmaTpuBanucb € NO3ULIMK MOAEPHU3MA  TBOPYECKOM 6Uorpadmu, HO U KybTypHO-
WN e NOCTMOAEPHU3MA, HO Ha AaHHbIN MCTOPUYECKOIO KOHTEKCTa C MO3MLMUK
MOMEHT HaM crneyeT uccnenoBatb HOBOW NapagunrMbl «<MeTaMogepHU3Mar,
COBPEMEHHYI0 KyNbTypy C NO3ULMK HOBOW KOTOPbIN NPOSABNSIET cEOS1 BO MHOMUX
napagurmbl. M3yvyeHne nHHoBaU MM TBOPYECKMX paboTax HezaBucUMOro
B N306pa3unTenbHOM UCKYCCTBE KasaxctaHa. 3Tum npon3BeaeHmam
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CBOMCTBEHHA HEKasi CUHKPETHas IornKka

W MPUCYTCTBUE «OCLMANALUN», O HEM
aBTopbl TumoTeyc BepmioneH n Po6eH

BaH eH AKKep NULYT B CBOEM 3ccCe TaK
«Ontologically, metamodernism oscillates
between the modern and the postmodern.
It oscillates between a modern enthusiasm
and a postmodern irony, between hope
and melancholy, between nai“vete” and
knowingness, empathy and apathy, unity
and plurality, totality and fragmentation,
purity and ambiguity. Indeed, by
oscillating to and fro or back and forth,
the metamodern negotiates between the
modern and the postmodern. One should
be careful not to think of this oscillation as
a balance however; rather, it is a pendulum
swinging between 2, 3, 5, 10, innumerable
poles. Each time the metamodern
enthusiasm swings toward fanaticism,
gravity pulls it back toward irony; the
moment its irony sways toward apathy,
gravity pulls it back toward enthusiasm»
[1], npoTMBOpEYME B MHTEPNPETALIUM

WNK e nonHasa cBo6oja OT aBTOPCKOM
AUKTOBKM 3pUTENIO M OCLUUNNALMA MEKAY
NPOTMBOMONOXKHBLIMU CMbICTamMu. Kntoyom
ajeKBaTHOMY NOHMMaHWIO NPOU3BEAEHUN
ABNSETCH Ha AaHHbIM MOMEHT MaHudecT
MeTamMoepHU3Ma Npueawnin Ha CMeHy
MOHATUIO NOCTMOAEPHHM3MA.

MeToabl

Tema nexkuT B 061acTn 3CTETUYECKUX,
NUCTOPUYECKMX, KYNbTYPOSIOTMYECKUX,
NCKYCCTBOBEOYECKMX U XyAOKECTBEHHbIX
nccnegoBaHun. CnegoBaTesibHoO,
TEOPETUKO-METOJ0NOMMHYECKON OCHOBOM
paboTbl BUANTCH UCTOPUKO-KYNBTYPHbIN
N XyLOXXEeCTBEHHO-OUNOCODCKHUI
NoaxoAbl, KOTOpble NpeanonaratoT
N3y4yeHUe, CONnocTaBl/iEHME, CPaBHEHME
U nepeceyeHne HeECKOJbKMX GopMm
aHanusa. B uccnegoBaHum 66111 U3YYEHbDI
3apybexHble UHTEPHET Pecypchbl U

cTaTbM, OCHOBHbIM U3 HUX ABNSIETCA 3CCE
“3ameTkn 0 meTamoaepHmuame” (Notes
on metamodernism). bbinn npuBeaeHbl B
KayecTBe npumepa paboTbl C BbICTABOK,
a TaK e canT MoNobliX XyAOXKHWUKOB,
KOTOpble BNAIOTCSA HA AaHHbIN

MOMEHT aKTUBHbIMW NpeacTaBUTENIMHU
aKTyanbHOro MCKYCCTBA HaLUEW CTPaHbI.

Pe3ynbraTtbl

Uccneays HOBblE MMEHaA B MCKYCCTBE
He3aBMcuMoro KasaxctaH, Mbl NOHANN,
YTO BO MHOIMX paboTax NpucyTcTByeT
NOHATME OCUMNNIALUIA, CBOWCTBEHHOE
MeTamoaepHu3my. OCO6EHHO B TBOPYECTBE
COBCEM MOJIOAbIX 1ML, TaKKMX Kak ApMmaH
CauvH, MeanHa basapranuesa, AHBap
Mycpenos, Taxup Axbsapos. Cpean
HWUX MO}HO BblA€NUTb TBOPYECTBO
Taxupa AxbapoBa, 60/iee U3BECTHOIo
nog ncesgoHnMom Ambujerba, B 4bux
paboTax NpocyeXnBatTCca ApKue
NpPM3HaKM MeTaMoepPHN3Ma, TO eCTb
ocunnnaumn. 31o NOHATUE NposBNsAeT
cebq B ero paboTtax B TOM YTO OH
UrPUBbIMW HAUBHbLIMU HOpPMaMK roOBOPUT
0 CEPbE3HbIX KOHTEKCTaX, 06 3TOM
nuwet AHBap MycpenoBs, He3aBUCUMbIH
KypaTtop U nagatesib OHNanH-XKypHana
Horsemilk «Ero npoctble 1 nerkue »ectbl,
UCKPEHHWE M AaKe HauBHbIE CIOXETbl NpK
BHUMAaTE/IbHOM PacCMOTPEHUM coaepKaT
B cebe Kyaa 60Jiee CNOXHbli KOHONKT B
OTHOLUEHWU OMMO3ULLIMKU CNOKMUBLUEMYCS
MEWHCTPUMY COBPEMEHHOIO UCKYCCTBa B
KasaxcTtaHe» [2]. Pe3ynbraTtoM JaHHOro
nccnegoBaHue gBAseTcs aHanmn3a
HEKOTOPbIX PaboT Bbllle YKa3aHHbIX
MOJIOAbIX XYAOXXHWKOB U BbIIBIEHNE YepT
«MeTamMoiepHU3Mar.

OAuckKyccun

MeTamogepHM3M — 3TO COCTOSIHWNE
KofiebaHus Mexay NpoTMBOPEYNBLIMU
HappaTuBaMM, MEXK Iy NOCTMOAEPHUCTCKON
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NMPOHUEN U MOAEPHUCTCKON CEPbESHOCTDIO.

[aHHoe aBneHune 6b1110 onmncaHo,

n Bnepsble BBeAeHO B 2010 rogy
ronnaHackuMmn punocodamm u y4EHbIMM
TumoTteycom BepmioneHoM 1 PobeH

BaH AeH AKKepoM B acce “3aMeTKun

0 metamoaepHuame” (Notes on
metamodernism) rage oHM MoaepPHU3M
ONMCbIBALOT TaK «Mbl MOKaXeM, 4To

3TOT MOEPHMU3M XapaKTepPU3yeTcs
packaynBaHWeM Mexay TUMUYHO
MOJEPHUCTCKOM NMPUBEPHKEHHOCTbLIO

N OTINYUTENBHO NOCTMOAEPHUCTCKOM
OTYYKOEHHOCTbIO. Mbl HA30BEM 3Ty
CTPYKTYPY OLLYLLEHNN METAMOAEPHN3MOM.
B cooTtBeTCcTBUM C [PEKO-AHINTMNCKUM
JIEKCMKOHOM, NpedUKC «MeTa» OTHOCUTCS
K TAKUM NOHATUAM, KaK «C», «MEXKIY»

U «3a». Mbl 6yeM UCMONb30BaThb 3TU
KOHHOTaLMK «MeTa» B NOAOOHON, ecnu

He MAEHTUYHON, MaHepe. [OCKONbKY Mbl
HacTaMBaeM, 4YTO METAMOEPHMU3M OOSIKEH
ObITb 3AMUCTEMONOIMYECKK PACMONIONEH
«C» (NOCT-)MOAEPHU3MOM, OHTONIOMMYECKH
«MeXay» (MocT-)MOAEPHU3MOM, U
NCTOPUYECKM «3a» (NOCT) MOAEPHUIMOM»
[1]. B KOHTEKCTE BCEro 3Toro, Hala
HeonpeaenéHHOCTb U NPOTUBOPEYMBOCTb
BbIrNAeny yMecTHbIMU Ha doHe
MMUPOBOI0 COCTOAAHUS. ocne o6peTeHus
He3aBUCUMOCTU, KazaxcTaH cTosn

nepeg 6e3rpaHU4HbIMW BO3MOXKHOCTSAMM
NnoucKa cBoemn HalMOHanbHOM
KYNbTYPHON camMonaeHTUdUKaLnK, 1
BO3MOXHOCTAMW NoKa3aTb cebs Ha
MupoBom apeHe. OcBoboXKaeHNE OT
TOTaNMTapHOM NAE0I0MTMYECKON LIEH3YPbI
B KyNbType Aasno Ham NnosiHyio cBoboay

B TBOPYECKMUX NMOUCKaX U NMOCTUKEHUMN
NCTOPUKN U KYNbTYPbl, HALUMOHAaNbHbIX
LLeHHOCTEW, NPOSIBUB ce65 BO MHOIMUX
CMMBOJNIax rocygapcTBa u B TBOpYECTBE
Ka3axXxCTaHCKMUX XyI0KHMKOB. OTKpbIB
«KenesHble 3aHaBeCbl» U BCTPETUB
OrPOMHYI0 MHPOPMALIMOHHYIO BOJTHY
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3anaja 1 BOCTOKa Mbl NOAYYUIIN
KYNbTYPHbIW LWOK, HO HE NoTepsB cebs

B 9TOM BOJIHE, BCE e NoKa3anu cBou
npodeccnoHanbHble BO3MOXHOCTHU U
NPOSIBUAM HaLMOHaNbHYIO 3PENOCTb
WKonbl. U306pa3nTenbHOE UCKYCCTBO
He3aBUcUMMOro KazaxcrtaHa o cux rnop B
COCTOSIHMM MOKUCKa 1 CTaHOBJIEHUSA. Mbl
NONY4YUIN CBOM CYBEPEHUTET UMEHHO

B nepuog 60blUNX NepeMEH B MUpPE:
rno6annsauus, TEXHOIOMMYECKUM
Nporpecc, UHTEPHET, Hay4YHbIX NPOpPLIB
KOTOpPbIM cnoco6eTBOBas pa3BUTULO
HOBOTI0O BMAa UCKYCcCTBa Kak Art&Science u
MCKYCCTBO HOBbIX Meauna.

MHTEPHET NOMIHOCTbIO UBMEHMN
MWPOOLLYLLEHUE N OTHOLIEHWNE K
NOHUMaHUIO U BOCNPUATUIO UCKYCCTBA,
[laB HaM HOBbl€ Coco6bl KOMMYHUKaL MK
C NOMOLLbIO Masiblx nepdopMaTUBHBbIX
AENCTBMIM BHYTPU CeTU. VICKYCCTBO Ha
[laHHbIA MOMEHT BOCMNpPUHUMaETCS
60/blle KaK B3aUMOAENCTBME
(MepdopmaHc) ¢ naenHblM aurnuTasbHbIM
NPOCTPaHCTBOM NPOM3BEAEHNN, KOTOPOE
NaéT 6e3rpaHnyHble BO3MOMXHOCTU ANg
CaMOBbIPaXeH1sa 1 IKCNEPUMEHTOB.

B Ka3HeTe Ha AaHHbI MOMEHT He

Masio aKTUBHbIX MONOAbIX XYAOXKHUKOB,
Hanpumep ydacTHMKM npoekTa ARTBAT
FEST ApmaH CeunH, AHBap Mycpenos,
MenvHa baszapranveBa 1 Hasunpa
KapvnmoBa 3anyctmnm coO6CTBEHHbIN

CalT 0 COBPEMEHHOM UCKYCCTBE
LleHTpanbHOM A31K, NPOEKT Ha3BaH C
npoHunen «<Horsemilk» [2], 4TO B nepeBoae
C @aHIMTMMCKOro 3HaYUT wiolWwagnHoe
MOJI0KO». MPOHUYHOCTb JAaHHOIo Ha3BaHUs
B TOM, YTO OHO B34TO C MOMNYyNASPHOro
MHTEPHET-MeMa pyHeTa «KymbIC», 3TOT
MeM UPOHUYHOE BOCXULLLEHME TIOPKCKON
KY/IbTYPOM M KYMbICOM, 3a KOTOPbIM
CKpbIBaeTCH Npe3peHne, KoTopoe ymMeno
MacCKUpyeTCs B CMELLHbIX KapTUHKaX.
OTcblnas K faHHOMY MeMy, aBTopbl Kak
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6bl C CAMOUPOHNEN N UCKPEHHOCTbIO
Nnoa4YéPKMBaAIOT CBOIO MAEHTUYHOCTD,
0CO3HaBasl, Y4TO Takue NPOTUBOPEYMA KaK
MPOHUS U UICKPEHHOCTb MOTYT 6bITb BMECTE,
He npuTecHsAs apyr gpyra. Camo Ha3BaHue
cavita roBOpPUT HaM O NMPUCYTCTBUM
KonebaHus 1 0AHOBPEMEHHOCTU NOIAPHbIX
MOHSATUM, YTO NO3BONSET FOBOPUTbL O

HUX KaK 0 MeTamoaepHucTax. Ha cante
€CTb ranepes, rae MoXHo NOCMOTPETb
WMHTEPHET UHCTaNAALNN aBTOPOB.
Hanpumep nHTepHeT nHctannsaumnsa «RUAL
LOVE TESTER» MeauHbl bazapranvnesown,
(PncyHoK 1)

M
Pucynok 1. Menuna baszapranuesa «RUAL LOVE TESTER»
UHTepHeT uHcTasims, 2018.

roe aBTop co3gana KanbKynarop
COBMECTMMOCTM NapTHEpa no «PY» B popme
[BYX OAMHAKOBbIX OPT, OH U3HAYabHO

6bln1 3anNporpamMmmMmnpoBaH Ha abCoNOTHYIO
CNy4aNHOCTb 1 OTCYTCTBME IOrMYECKOWM
CBS134 KaK 1 nNpu BbiIBope napTHEpa Nno
CTEPEOTUMNHBLIM YTBEPKAEHUAM.

M 3Ta nogava cepbE3HOM COLMATbHOM
npo6nemMbl 4epe3 GopMy HaMBHOIO
BEPOBaHUSA NOAEN B apXanyHble
CTEPEOTUNbI, COEANHSAET CTapPUHHbIE C
TeXHONOrn4yHbIM. ELLE oaHa MHTepecHas
paboTa Ha JaHHOM caKTe 3T0 BUAEeO-
apt «<MEDIULART» ApmaHa CauHa,
(PYCYyHOK 2) aBTOp BEAET AUCKYCCHUIO C
60TOM (MCKYCCTBEHHbIN MHTENNEKT) O
CoBpeMeHHOM ncKyccTee KasaxctaHa [3].
Buaeo-apT 6b11 HanUcaH Ha BU3yallbHOM

= Hne
1@10F € MCKYCCTBEHHEIM MHTENNEKTON, Y81 NPOTOTH Bbl, HaA

TI0HYIMAET TOT0, 4TO A €My OBOPIO, & pearupyet

f13bIKe NporpamMmmupoBaHuns «Pure Data»
pearvpysi Ha 3ByKOBbIE CUIHaJIbl U
BblgaBas ciydalHble OTBEThI, TEM CaMbIM
cosfaBas TpaHcAManor ¢ aBTopoM.
TakoW noaxof K cepbE3HbIM BOMPOCaM
yepes3 UrpoBblie HanBHbIE GOPMBbI
BbIJAET HAM HOBbIE CBEXME B3MMGabl Ha
JEeNCTBUTENIbHOCTb.

B meTamoaepHU3Me UCKYCCTBO, 3TO
npexae BCEro Npouecc oCUUINALUK Mpu
WMHTepnpeTaLmmn Mecceika Npon3seaeHus
3puUTENEM U BO3AENCTBUE MPOCTPaHCTBA
C laHHbIM NpoueccoM KonebaHus. B
paboTax MeTaMoAepHU3Ma XYAOKHUKU
60/blle HanpaBsoT 3pUTENS, He
HaBs3blBas CBOE CyOGbEKTMBHOE aBTOPCKOE
W NpeacrtaBnsasg cBo6oay n coydactme
3puUTENaMm, 3anyckas TeM caMblM MasaTHUK
KonebaHusl. bonee BaKHbIM OKa3blBaeTCA
npouecc KonebaHus B MHTEpNpeTaLmu
naev aBtopa Npomn3BeaeHns B pesysnbraTe
B3aMMOJENCTBUSA NponU3BeaeHuUs C
CYy6BEKTUBHbIMM OLLYLLIEHUAMU 3pUTENS B
KOHTEKCTe onpeaeneHHoro npocTpaHcTea,
W 3Ta OCUMNNNALNS eCTb TOT MaTepuan ¢
KOTOPbIM UrpatoT U paboTakoT XYAOKHUKU.
"O6beanHMBLLASA HECKOIbKO NOKONEHN
XY[IO}KHWKOB BbICTaBKa COBPEMEHHOI0
ncKyccTtBa B “LleNMHHOM” cTaHeT CBOero
poja nposiorom K éyayuen aeaTelbHOCTH
LIEHTPA, KOTOpas pa3BEPHETCH BOKPYr
N3Yy4YEHUA aKTyasIbHOro UCKycCTBa
LleHTpanbHOM A31K 1 NOAAEPHKKN MONOAbIX
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XYOOXHMKOB NOCPEACTBOM BbICTABOK,
pe3naeHumn n o6pasoBaTeibHbIX
nporpamMm. B nepBou BbICTaBKe NPUMYT
y4yacTue aBTOopbI, LeNbio KOTOPLIX cTana
paboTa ¢ NPOCTPAHCTBOM, ABSIOLMMCS
NOSTHOM NPOTUBOMNONOMKHOCTbLIO
NPMBbIYHOMY A1 COBPEMEHHOIO MCKYCCTBA
npocTpaHcTBeHHOMY popmarty white cube.
B pesynbraTte 3T0ro aKcnepumeHTa 6biu
co3faHbl paboTbl, BbIMOSIHEHHbIE B CaMbIX
pa3HbIX TEXHUKaX U Meana, 60/bLIMHCTBO
U3 HUX 3pUTENN YBUAAT BNepBble"”, —
rOBOPWT KypaTop BbiCTaBKKM MepyepT
KanueBa [4]. ApKkue TOMy npuUMepbl
BbiCTaBKa «Ha yrny. [opog, mecTo v noan» B
noaBasne 6bIBLIEr0 COBETCKOIO KMHOTeaTpa
«LlennHHbIN» rae B HyneBbIX Obl/1 HOYHOM
Kny6, a cenyac LUeHTp coBpeMEHHOro
NCKycCTBa.

MepBbli, KTO BCTPEYaeT Hac B 3anax
3TOro 6bIBLEro Kyba Pyctam XanbhuH,
€ro nHctannsaums «Mynotbl», YEPHbIE
abCTpaKTHbIE Ha NepBbIv B3Mg4 NATHA Ha
60blLUKMX 6enbiX NPOCTOpax npuodpeTatoT
MHOW CMbICN B KOHTEKCTEe AaHHOro
npocTpaHcTBa. (PUcyHoOK 3)

PucyHok 3. Pycram Xanbun «ITynotsr», 1995.

Ha camom fene 310 cunyathl
NpOCTPaHCTBa TEIECHOM paMbl, TaK
Ha3blBaeMas Nnyctota Mexay najbLamu,
$dUKcrMpoBaHHas B aNeMeHTapHbIN
nnacTu4ecKuim o6bekT — «[lynoTty» (nyctoTa
B Ky/naKe), TeM camMbIM UCMNOMNb3YS
UrPUBYIO HAUBHYIO GOPMY 4N BblparKeHUs
CepbE3HbIX naewn. Tenepb 3TH «[ynoTbl»
XanbduHa BbIMMAAAT COBCEM UHAYe, Ha
$oHe YEpPHbIX BbIBLINX CTEH HOYHOIO
Kny6a, «[lynoTbl» Kak Obl 3aMO/IHAOT
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nycTOTy MPOCTPaHCTBA CBOEN MOJIHOTOM,
TO €CTb 06bEeANHSAS MPOTUBOPEYMBLIE
CMBbIC/bl MYCTOTbI M NOMHOTbI Aenas
caMo NpOCTPaHCTBO nynoton. Ho npu
3TOM aBTOp BCE e AaéT Ham cBoboay
B MHTEpMpeTaummn mecceaxa. B aton
paboTe Ta caMas BO3BbILIEHHOCTb Haj,
MOJEPHU3MOM M MOCTMOAEPHU3MOM, TO
€CTb KonebaHne Mexay NPoTMBOPEYNBbLIMU
CMbICNIaMU, XapaKTepHas ans
MeTaMOJIEPHN3Ma HAaUBHOCTb U
CEpPbLE3HOCTb.

Cnepytouias pabota AnekcaHapa
Yras «<benoCHEKHbI CIMTUCOK» - 3TO
OH/JIOKaHanbHOE BMAE0, B KOTOPOM Mbl
BMAMM PYMHUPOBAHHbIE MOCTCOBETCKUE
WMHTEPbEPbI, M€ Ha HUX ChINETCH
O€E/IOCHEXHbIM CHEer Ha OHOM M3 CTeH
TEMHOrO KBaapaTHOro NoMeLleHuns
ObIBLIEr0 HOYHOIO KNy6a, TEM CaMbIM
HacnanBasi apXMTEKTYPHbIE GOPMbI
NpOLINOro, Bbi3biBas y 3pUtenen
NpOTMBOpPEYMBbLIE KONIE6GaHUs
MHTEpNpUTaL MM BPEMEHM U NPOCTPaHCTBa.
(PvcyHOK 4)

Pucynox 4. Anexcanzup Yrait «BenocHexHbIi Cucok»
oJIHOKaHaJIbHOE BUJIEO, 2MUH. H7cek. 2014.

Pa6oTta «Kpoin» 3om PanbkoBon — 310
anjnKaTMBHble 0ObEKTLI U3 peauMen10B
(PucyHoK 5).

MaTtepuanbl Ans JaHHOW paboTbl —
NPOEKTa 0 HOBbIX FPaHMLax n HOBOK
pa306LLUEHHOCTH. NpeaocTaBuna
YepHoropus. TaM B MECTHbIX CTPOUTESIbHbIX
Mara3uvHax B KadyecTBe TPSNoK npogatT
06pe3KM oaexabl — NPOUCXOXKAEHNE
[IaHHOIO ChIpbS U PYKKU, KOTOPbIE FOTOBUAM
JaHHbIY MaTepuan HEUM3BECTHbI, HO OHU
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Pucynok 5. 3os1 ®asnbkosa «Kpoii» AnniinkatupHbie 0GbeKThbI
13 penumerios. TeKCTH/b, pydHOe INTbE, HAMOMHUTE b,
2016-2017

3aganv Gopmy ckynbnType. MNpuHLMUn
HeBMellaTeNlbCTBa B C/lyYalHbIM KPOH,
xopollas metadopa rpaHuL, HEKOTOPbIX
CTpaH U ntoagen. Ho paboTa, Haxoasicb B
BbICTABOYHOM MPOCTPAHCTBE JAET HaMm
MHOMOrPaHHOCTb TPAKTOBKM MECCEI KA.
Mpumep ocUMINALNK, KOrAa aBTop
NPUHLUMMNOM HEBMELLATENLCTBA
npeaocTaBAseT NOJIHYO CBOOOAY B
BOCMPUATUM MECCE/IKA, KOTOPbIN Npu
B3aMMOOENCTBUM C MPOCTPAHCTBOM,
OTCTPaAHASACh OT AMKTOBKM CBOMUX
CY6bEKTUBHbIX OLLYLLEHMI, CO3AaET

60/bllMEe TBOPYECKNE NCTOSIKOBbIBAHUS
cofepraHus nocbina [5, 59 c.], Tem
caMbIM 060roLLas Ty Camyto AUCTaHLMIO
YyBCTB, TO €CTb YCUIMBAET OCLIMIALNIO
Mexay cMbicnamu” [6, 13 c.].

3aknoyeHue
MoCTMOAEPHU3M AENCTBUTENBHO U3MKNN
CBOE, a Halle aKTMBHOE AMHaMUYHOe
COCTOSIHWE Ha [aHHbIi MOMEHT MOXET
06BACHUTb M PACKPbITb NOHATHE
«MeTtamoaepHM3m». Takon aHanuns c
NOMOL b0 MHHOBALMOHHbIX TEPMUHOB
3apybexKHbIX Konner 4a€Tt ageKkBaTtHoe
NOHUMaHME COBPEMEHHbIX ABNEHNI
aKTyanbHoOro nckycctea KazaxcraHa [7,13
c.]. B uenom ato BaxHbIM npoLecc ans
pa3BUTUA COBPEMEHHOIO UCKYCCTBA
B HALLEM PErMOHE U B JalbHENLLEM B
WUCKYCCTBOBEAEHWUU, YTO HEOBXOAMMO AN
pa3BUTUSA HaLLIEX KYNbTypbl BO BpeEMS
rno6ann3auunu, Korga Mbl HE MOXEM
oTpuLAaTb SBIEHUS Npoucxoasuime B
KOHTEKCTE MMPOBOW Ky/IbTYPHOW apeHbl.
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TOYENCI3 KASAKCTAH OHEPIHAEIN METAMOAEPHHU3M KOPIHICTEPI

AHHOTauMA

byn makanapa Teyenciagik Ke3eHiHAEeri XaHe )aHa M3ieHU napaamMrMa Keskapach! TYPFblCblHaH

KasaKcTtaH eHepiHaeri UHHoBaLUMANap KepceTinreH. MoaeHWeTTiH TIoKanabl KOHTEKCTIHAE XaHa
MHHOBAaLMANBIK KOPKEMAIK TYpAepdin, nanaa 60nybl KapacTbipbliFaH, «MeTamoaepHU3M» aHa MajeHu
KyObl/bICbIHA TYCiHIKTEME 6epinefi. byn FblIbIMWM MaKanaHblH ©63€eKTiNiri NoCTMoAepPHU3MI anMacTblpbIn
OTbIpFaH METaMOAEPHU3M YFbIMbl TYPFbICbIHAH TaNAaMaHblH, TYHFbILW PET XKyprizinyiHae. COHbIMEH KaTtap
«MeTaMOAEPHUI3MHiH» HETi3ri YFbIMbl «OCCUNALMSA» HEMECE TONKY KapacTblpblnagbl. Makanaga Toyencia
KasaKcTaH eHepiHaeri »XaHa eciMaep mMbicanfa KenTipineai, pecnybinka eHepiHiH AaMyblHa XaHa MeaUaHbIH,
acepi )oHe MaHblI3bl 6eNrineHreH, *ac ypnak OyblHbIHbIH @apacblHAaFbl ©3iH-63i YNbIMAACTbIPY NPaKTUKacbiHa
MaH 6epinreH. MakanaHblH, MpaKTUKaNblK MaHbl3bl OHbIH, MaTepuanapblHbiH @HepTaHyLWblIap yLwiH
TEOPUANBIK 3epTTeynepae XaHe NpaKTUKasblK ic-Kbl3meTTepae nanganaHblnybl MYMKiHAIFiHAE 60bIN OTbIP.
TyHiH ce3fep: METaMOAEPHM3M, OCCUNNALMS, MHCTaNNALUMS, Kasipri 3aMaH eHepi, UHTEPHET

WMHCTaNNSaUMs, MHTepnpeTauus
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THE MANIFESTATION OF METAMODERNISM IN THE ART OF INDEPENDENT KAZAKHSTAN

Abstract:

This article discusses innovations in the art of Kazakhstan from the period of independence and from

the point of view of a new cultural paradigm. The emergence of new innovative art forms in the context

of local culture, an explanation of the new cultural phenomenon "Metamodernism". The relevance of this
scientific article is that for the first time an analysis is conducted from the point of view of metamodernism,
which replaced the concept of postmodernism. A new basic concept of “metamodernism” is considered as
“ossulation” or oscillation. Examples of new names in the art of independent Kazakhstan were given. The
significance and impact of new media on the development of the art of Kazakhstan. The practice of self-
organization among the younger generation. The practical significance of the article is that its materials can
be used in theoretical studies and practical work of art historians.

Keywords: metamodernism, oscillation, installation, modern art, internet installation, interpretation
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CaapikoBa A.E. !

'Kasaxckast HaunonasbHast AkazieMHust MCKYCCTB HM.
T. )Kyprenosa

(Anmarbl, KazaxcraH)

TEMUPBEK
KYPTEHOB

- UIEOJIOT
KYJILTYPHOM
MO/JIEPHMU-
3ALIMU B

KA3AXCTAHE B
30-E I'OJbl XX
BEKA

TEMMPBEK )XYPFEHOB - UAEOJIOT KY/IbTYPHOW MOAEPHU3ALIUU B KABAXCTAHE B 30-E roibl

XX BEKA

AHHOTauMA

B ctatbe nokasaH Bknag T.XKypreHoBa B CTaHOB/NEHWE U Pa3BUTME OCHOB KYNIbTYpPbl M UCKYCCTBA B
KazaxcTtaHe. Mcnonb30BaHbl apXMBHbIE UCTOYHUKMK, MOKa3biBalolWMe aKTMBHOE y4acTue HapKoMma B
KynbTypHOM cTpouTenbcTBe B KasaxctaHe 30-x rogos. lNpoaHanuanpoBaHbl Tpyabl T.XKypreHoBa no
TeaTpasbHOM KPUTUKE, AaHHble 0 Bceka3axcTaHCKOM cneTe aeatenen HapoaHOro UCKyccTBa m [epBow aeKkaabl
Ka3axCKon nutepaTtypbl U UCKyccTBa B MockBe. KynbTypa v MCKYCCTBO TOrO Nepuoja U CerogHs urpatot
OrPOMHYI0 pOb B GOPMUPOBAHUM AYXOBHOM Ky/IbTypbl MOAPACTatoWero NoKoNeHus.

KnioueBble cnoBa: KynbTypHas peBontoums, MCTOpUS UCKyccTBa, Temmpoek KypreHos, 30-e roasl,

Hapkomnpoc (HapoaHbin Komuccapuar lNpocselleHuns).

BBepeHue

[yxoBHasi MoaepHM3aLma
Ka3axCTaHCKOro obLecTsa CTaBM1T LieNblo
BO3POXAEHME KyNbTYPHOIro Hacneamns
Hapoaa U co3aaHuns LLeIOCTHOW CUCTEMDBI
pPa3BUTUSA HALIMOHAIbHOM KYNbTYphl,
KoTopas npegnonaraet rnyboKkoe naydyeHune
€€ UCTOKOB. lMonbITKa ¢ COBPEMEHHbIX

No3unLMN BOCCO3aTb ONbIT 'YMaHUTApPHOIoO
06pa3oBaHNs HEBO3MOXKHa 6€3
OCMbIC/IEHWNS MAEN NpeacTaBuTenen
Ka3axCKoW HaLuMOHaNbHOW MHTENNIUIEHLUN,
KasaxcTtaHCKMe UCTOPUKK
[.A.AMaH»KonoBa B paboTte «CoBeTckoe
nputaxeHue (COBETCKUI BEK rMa3amu
nctopmnkoB KazaxcrtaHa)», KynbliaHoBa
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A.A. B MOHorpadum «[lapagnrmel
COBETCKOM HaLMOHAIbHOWM MONMUTUKHK
B KasaxctaHe B nepuoj CTaHOB/IEHUSA
TOTannTapHoro rocygapctea (1917-1936
r.r.)» [1] aHanM3npyoT 0COBEHHOCTH
COBETCKOM UCTOPUK, OTMEHas, 4To
«CYLLLeCTBO COBETCKOM 3THOMOJIMTUKMK BbINO
ambuBalieHTHO, OHa BKJoYasna He TONbKO
JWKTaT U Hacunue, Ho U OIOXKEeTHOE,
OpraHu3aluMOHHOE U coLmalbHO-
KYNbTYPHOE CMOHCOPCTBO, 06/1e4eHHOE B
KOMMYHWUCTHUYECKYIO naeonoruio [2].
20-30-€e rogbl XX BeKka ana KasaxcrtaHa
— nNepuos rMyboKnx NnepemMeH B KU3HU
o6LWwecTBa, Korga NOMKa C/IOKMBLLErocs
BEKaMW KOYEeBOro yKiafa npueesna cTpaHy
K HEO6X0AMMOCTH BbiGOpa HOBbIX NyTEN
pasBuTUA. ATOT BbIGOP aKTUBKU3MUpPOBa
AeATeNbHOCTb MOJIOJI0M, TONLKO €eLle
CKNagblBaloWencs, UHTENUIeHUMn B
CTOPOHY NPOrpeccnBHOrO Pa3BuUTUS
3KOHOMMKM, HAYKU U KynbTypbl. E€
npeacTaBUTENM HE NPOCTO U3naraam cBoe
BMAEHME NpoLeccoB, GOPMUPYIOLLMX
HOBYIO 3KOHOMMWKY U HOBYIO KYNLTYPY,
HO W NI0AOTBOPHO Yy4aCcTBOBaIN B HUX.
AnunxaH bykenxaHoB, Typap PbICKynoB,
CakeH CendynnuH, a TakKe Lenas niesaa
APYr1X MoNoAblX BbICOKOO6Pa30BaHHbIX
naTpPMOTOB B34/1M Ha cebsa 3aaady
CO3[aHus HOBOW CTpaHbl. B aTom pagy
BMAHOE MeCTO 3aHuMan TeMnpoek
Kapaesuy MypreHoB, KOTopbin B 1926
roay, 6yay4u ctyaeHTom 4 Kypca, ctan
AWPEKTOPOM MEPBOT0 Ka3axCTaHCKOro
BbICLLEr0 y4eOHOro 3aBefeHuns —
KasneaBysa. B aTOT CNOXKHENLINI
ANs CTpaHbl Nepmuo UMEHHO UM Bblan
3as10}KeHbl OCHOBbI OpraHn3aumnm BbiCLLEro
ob6pa3oBaHusl, pa3BepHyTa AeATelbHOCTb
Nno KyNbTYPHOMY CTPOUTENLCTBY, BHEAPAICH
OMbIT KOPEHM3ALUKU KYNbTYPbl, 6bIIK
3as10}KeHbl OCHOBbI NPOdEeCCUOHaNbHbIX
BMAOB UCKYyCCTBa.
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MeToabl

JeTtanbHoe N3y4eHNe HKU3HU U
[eaTenbHOCTU NpeacTaBUTENEN 3TOrO
NOKOJIEHNS HALUMOHANbHON UHTENNUTEHLMN
NO3BOJISET HAM MNOHSATb, KaKKe
CybOGOHOCHbIE pedopMbl OblTU UMUK
3annaHupoBaHbl. OHAKO 6O/bLIMHCTBO
Haunbonee APKUX NpeacTaBuUTeNEn aTon
KOropThl 6b1IM GU3NYECKN YHUYTOXKEHDI
B X0[e CTaJIMHCKUX PENPECCHUI, U UX NaEN
N HOBATOPCKMKM OMbIT CTasIo BO3MOXHbIM
NPETBOPUTL TOJIbKO B COBPEMEHHbIX
YCNOBMUSIX, C NpUoBpeTeHNneM NOASMHHOIO
cyBepeHuTeTa.

Ewe nepBoe NoKoneHne Ka3zaxckmnx
nemMoKpaToB-rpocBeTutenen XIX Beka,
HauyuHasa ¢ A.KyHaH6aeBa, LLl.YanuxaHoBa,
N.AnTbiHCapWHa Npu3biBano CBOW Hapoa
K 3HAHUAM, MOCTPOEHUIO OCHOB HayKMW,
MWPOBOW KyNbTYpbl, MPUOBLLEHUIO K
JOCTUKEHUAM MUPOBOW LIMBUAM3ALINN,
npexae Bcero, eBponenckon. OHM BUOENH
B PYCCKOM $13bIKE W KyNbType CBOEro poja
KJTIOY K 3TUM yXOBHbIM 6oraTcTBam.

B | nonoBuHe XX BeKa gpKas nnesaa
Ka3axCKOW MHTENIUIEHU MK TaKKe
3ajaBanacb MbICNblO O JaNbHENLLEN
nepcnexkTUBe pasBUTUSA Ka3axCKoro
oblwecTBa U Npeanarana pasnnyHble
nytn. OQHW U3 HUX CHUTANU HEOBXOAMMbIM
NpUAEPKMBATLCA HaLMOHANbHOMO
CaMo6bITHOIo TPaAULIMOHHOIO
HanpaBfiEHNs pa3BUTUS B €AUHCTBE C
MYCY/IbMaHCKUM MUPOM WJIN B COO3€E
¢ Poccuren, Ho Ha npaBax aBTOHOMUMU
(BykenxaHoB A., bBanTypcbIHOB A.,

Wokan M., n ap.). pyrue xe aBnanucb
npeacTaBUTENs MM 3anagHoro
HanpaB/leHUs, BbICKa3blBaUCh 3a
oBflafleHne PYCCKUM S3bIKOM, MPUOBLLEHUIO
K pyccKoM Kynbtype. K ux yncny
npuHagnexan v T.>KypreHos.

Pesynbrarbl
HecMoTps Ha pa3nuyne BO B3rnagax,
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NOYTK BCS Ka3axCKasi MHTENIUIeHLMs B TOT
OYpPHbIN Nepuoa akTUBHO BKJIOYMUIACh B
npoLuecc HOBbIX Npeobpa3oBaHnin B Cteny,
nony4YnBLIMX oduLUManbHoe onpeaeneHme
KaK KyNbTypHas peBOOLUS U KYNbTypHOE
CTPOUTENBLCTBO, Ype3BbIYaMHO BarKHbIE

n cogepKaTtenbHble AN UCTOPUK
KaszaxcTtaHa.

bonblon BKNaa B pa3Butue
UCKYCCTBa, NUTepaTtypbl U KyNbTypbl
KasaxctaHa Temunp6ek HypreHoB BHec,
6yay4dun Ha nocty HapoaHoro Komuccapa
npoceelleHnsa Kasaxckon ACCP. OH
npopaboTasn B 3TOW AOIKHOCTHU € 25
nioHa 1933 I. BMIOTh A0 ApaMaTU4ECKOro
aBrycta 1937 roga. Hago oTMeTuTb,
yto Ha T.)KypreHoBa Bo3naranucb
ocobble HaaeX bl KaK Ha YenoBekKa
BbICOKOOOPA30BaHHOro, MHTENSIUFEHTHOTO,
BNajeoLLEero NOMMMO Ka3axCKoro
N PYCCKOrO ellle U HECKONbKUMU
BOCTOYHbIMM A3bIKaMW. OH 6bl/1 TOHKKM
LLeHUTeNleM HapPOAHOIo 3noca 1 My3blKH,
UMeN OrPOMHBbIN OrMbIT O6LLECTBEHHO-
NOJIUMTUYECKON, roCcy1apCTBEHHO-
aAMUHUCTPATUBHOM, NPAKTUYECKOM
Hay4YHOWM 1 BY30BCKOM paboThl.

Cpeau ero eAMHOMbILWIEHHUKOB B
annaparte Hapkomnpoca 6bl1n Takue
BUAHbIE AEATENN HAYKU U KYNbTYpPbl, KaK
nucatenb [@6UT Mycpenos, y4eHble-
npodeccopa CaHxxap AcheHanapoB,
KynanbepreH }ybaHoB, Cmaryn
CagBoKacoB v gpyrue.

CnepyeT OTMETUTb, YTO, KaK /151 }XU3HU
pecnyb6/MKKY, TaK U }N3HN TeMupobeka
HKypreHoBa 3T roabl cTanun Hambonee
MHTEPECHBLIMMU, CoaepKaTebHbIMM
W NNoAOTBOPHLIMKU. B nevatu
paccMaTpMBaeMOro BpeMEHU 4acTo
NOABSIOTCS €ro CTaTbM U BbICTYM/IEHUS,
NoCBSALWEHHbIE MHOMOYUCIEHHbIM
npo6aeMam CTaHOB/IEHUS N Pa3BUTUS
npodeccnoHanbHOro UCKyccTBa U
KYNbTYpbl, CUCTEMbI CPEHETO U BbICLLErO

06pa30BaHus, YYPEKIEHUN HaYKW.

HapoaHbi aptuct KasCCP
K.Q»KaHaap6eKoB B CBOUX BOCNOMMUHaHUSX
0 NepBbIX Warax CTaHOBEHWUS ONEPHOIO
TeaTpa (B Te roabl Kaamyateartpa) NULLET:
«TpyAHO paccKasbiBaTb B C/I0Bax O TOM,
CKOJIbKO CUN 1 Tpyaa BNOKunn Temmpobek
KapaeBuY B TBOPYECKUI POCT TeaTpa.
Kak oTeL, ¢ 3a60TOM OTHOCUIICS K TONbKO
porKaaBLIEMYCS NePBEHLY Ka3axCKou
MY3blKaJibHOM onepbl. ITO BHUMaHUE U
YYTKOCTb... laBanu Ham AOMOJIHUTESIbHbIE
CUIbl, U Mbl paboTanu ¢ yaBOEHHOWM
3Hepruen! 7 auBaps 1934 roga Mbl
BMepBble NOKa3asnu co cLeHbl Kazaxckoro
TeaTpa ApaMbl CrieKTak/b «<AMMaH-
LLonnaH».

HypreHoBy 6b1/10 CBOUCTBEHHO
TpeboBaTenbHOe N KpUTUYECKOE
OTHOLLEHME KaK K cBoeK paboTe, Tak
U K OLIEHKE AeSATENIbHOCTU TBOPYECKUX
KONIEKTUBOB. B 0a4HOM M3 NpUKa30B
Hapkomnpoca (N2 119 ot 29 anpena 1934
roga) T.XKypreHoB pe3Ko BblCKa3blBaeTCs
B agpec My3blKa/ibHOro Teatpa 3a
«CaMoXBa/IbCTBO» NOCSIE MOCTAHOBKU U
yCreLwHoro noKasa cnexktakns <AnMaH-
LWonnaH». «<BMecTo aanbHenLen ynopHon
TBOPYECKOWN U y4eOHOM paboThkl Teatp
6ecrnpepbiBHO NOKa3bIBAET TOJIbKO
O[MH crneKTakb «<AiMaH-LLlonnaH»

B TEYEHUE BCEN 3UMbI, HE iyMas O
oyayuiem Teatpar [3]. T.}KypreHoB
npeaynpexaaeT PyKoBOACTBO TeaTpa o
JIMYHOW OTBETCTBEHHOCTU 3a TBOPYECKUNI
POCT MOIOA0ro TeaTpa W npeanaraeT K
NOCTaHOBKE HOBbIE cneKTakau «Wyra» n
«KbI3 nbek».

OaHUM N3 3HamMeHaTe/IbHbIX COObITUN
ana My3TeaTpa cTana NoCTaHOBKa HOBOIO
cneKTakaa no nosect b.MawnnHa
«Llyra», Ha KoTopyto TemnpbeK HKypreHoB
NOAroTOBWUN peLIeH3Ut0, pa3obpas
[IOCTOMHCTBA U c/labble CTOPOHbI NbEChI.
lMpn3HaBas TBOPYECKME 3ac/yrM Monoaoro
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KoNnneKTuBa myateaTpa, T.JKypreHos
OTMEYaeT YCMELWHYI0 TPaKTOBKY «LLyrmn» Kak
«IPUMeEp AanbHenLen TBOPHECKON paboThl
TeaTpa, pocTa MacTepcTBa aKTepPOB U
BCEro KOIEKTUBAY.

Cnenyet OTMETUTD, H4TO Ha4YMHas ¢
camMon NepBOW CBOEN NOCTAaHOBKM, TeaTp
ornepbl U 6aneta B TeYeHUEe BCErO CBOEIO
TBOPYECKOro NyTu cnegosan Tpaguumm
NCMNoNb30BaHUA B penepTyape ny4wnx
06pa3LL0B XyA0KEeCTBEHHOM K/TAaCCUKMW.

T.XKypreHoB He TOJIbKO caM NpuHUMan
aKTMBHOE y4yacTue BO BCeX 06CYXAEHUNAX
HOBbIX MOCTAHOBOK, HO U NMPUBIEKA K 3TOM
paboTe caMbiXx U3BECTHbIX U TaNaHT/IMBbIX
nucarenen ceoero BpemeHun: CakeHa
CendynuHa, benmbeta MannumHa, Myxtapa
AyazoBa, [abuTta Mycpenosa, CabuTa
MykaHoBa v gp.

Hapno otMeTuTb, 4TO Npu pasbope
nbecbl M.AyazoBa «XaH-KeHe», Temnupbek
HKypreHoB NpogeMOHCTPMpPOBas O4eHb
rnMy60oKOe 3HaHWE UCTOPUU Ka3axCKoro
Hapoja onucbiBaemMoro nepuoga,

M COOTBETCTBYIOLLMX UCTOPUYECKUX
NCTOYHMKOB, 6arogaps Yemy ero
KPUTKKa Bblfla apryMeHTUPOBaHHOM U
060CHOBaHHOW. HECOMHEHHO M TO, YTO 3Ta
OLleHKa Hecna Ha cebe onpefesieHHbIn
OTneYvyaToK CBOEro BpemMeHu —

NMPUHLKUNOB K1acCOBOCTU, MAPTUHUHOCTH,
naeonornsauum [4].

JymaeTtcs, 4To npuBeaeHHble
LmTaThl FOBOPSAT 0 TOM, 4TOo T. XKypreHos
He OTHOCWJICHA K YUCNTY YAHOBHUKOB-
OIOPOKPATOB U NOAXOAMN K PELLEHUIO
aKTyanbHbIX BOMNPOCOB BAYMYMBO U
OCTOPOXHO. XOTS, KOHEYHO e, caM ¢daKT
pa3bopa nbecbl M.Aya3oBa «XaH-KeHe»
rOBOPWUT O CyLLECTBOBaBLLEN LIEH3YpeE,
KOTOpas KOHTPO/IMpoBasa TBOPYECKYIO
W3Hb pecnybnnKku B chepe KynbTyphl,
WCKYCCTBa, UTEPAaTypbl, a TaKxe npeccy,
YTO SIBNSIETCH XapaKTEPHON YepTomn
CUJIbHOW LIEHTpan13aLumm U naeosiornsaumm
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B rocyaapcTBe, KOTOPOE NMoCTENEHHO
nepepoXJanoch B TOTAIMTAPHYIO CUCTEMY.

AuncKyccuna

Temnpbek KypreHoB nposiBnsn
O0NbLUYIO rOCYAapCTBEHHYIO 3a60TY O
XYOOXECTBEHHOM Hacneanu nNpoLsioro,
noaaep»uneas TBOPYECTBO HAPOAHbIX
aKblHOB, UMMNPOBN3aTOPOB cka3uTenemn. OH
SIBUNCS MHMLMATOPOM | BceKasaxcTaHCKOro
cneTa aestenen HapoaHOro UCKyccTBa
(MtoHb 1934 T.), KOTOPbIM Ja/l BO3MOXHOCTb
NononHWTb MoNioable TeaTpbl KazaxcTaHa
TanaHTAMBbIMWM CaMOPOAKaMM M OTPbITb Psa
HOBBbIX JaPOBUTbIX aKbIHOB, KOMMNO3UTOPOB
N MHCTPYMeHTanncToB. B neproa
NoAroTOoBKM K cnety ypreHos, BbICTynas B
npecce, Noa4epK1Bas, 4To Heo6xoanMo ¢
60/bLUIMM BHUMAHUEM Y OTBETCTBEHHOCTbBIO
NOAONTM K ero NoAroToBKe, YTOObI Ha
CNeT nonanu «4encTBUTENbHO HapoaHble
TanaHTbl: LOMOPUCTbI, KOBbLISUCTHI,
KJTOYHbI, KyNbAPENHbI, TAHLLOPbI,
HapOAHble NEBLibl, }XUBOMWCLIbI, OOLLIbI.
Llenbto npoBeaeHus cneta, - roBopus
HypreHos, - ABASIETCS BbIIBNEHWE
NOANMHHbBIX HAPOAHbIX TANAHTOB, MX
MacTepcTBa, onpeaeneHns ganbHenwen
nepcneKTUBbl Pa3BUTUSA UCKYCCTBaA
KazaxcTtaHa». C TpeBOron otmeyan oH,
4yTO UMetoTCs GaKTbl 6IOPOKPATUHECKOTO
noaxoja K aton paboTte, YTO HEKOTOPbIE
PyKOBOAUTENM NPOSBASIOT BbICOKOMEPHOE
N NpPe3puTenbHOE OTHOLLEHWE K HAPOAHOWM
MY3bIKE U UCKYCCTBY, YTO NMOPOM Ha
CNeT cobupatoTcsa exaTb He apTUCThI, a
camu paboTHWKM OTAEN0B HAapOAHOIoO
o6pa3oBaHus, NAaPTUNHbIX U COBETCKMX
OpraHoB, 1 3TW GaKTbl COBEPLLUEHHO HE
J0onycTUMbI. Bonbluas NnoarotToBUTENbHas
pa6oTta T.JKypreHoBa K CneTy oTpa*keHa B
LLe/IoM psae JOKYMEHTOB [5]

B cBoEM BbICTYNAEHWM Ha cneTe
T.XKypreHoB roBopun: «.. paboTy Ha
$pOHTE NCKyCCTBaA A0/KHbI OLIEHNBATb
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NULLIb NOTOMKK. Mbl e aBnsemcs
NOTOMKaMM CBOUX NPEKOB, N [O/IKHbI

no 3acnyram OLUEHUTb BENUYanlimne
TBOPEHUSA N BoraTtenllee Hacneaue,
HaKoMnIeHHOe BeKaMu B IyXOBHOM cdepe,
LLIMPOKO UCMNONb30BaThb €ro AJsi MOLLIHOIo
nogbemMa B UCKYCCTBE CErofHsLWHEro
OHs», Tak, B noctaHoBneHnn KasUMK no
€ro MHMuMaTnBeE 6bl1 BbICOKO OTMEYEH
TpyA paboOTHUKOB UCKYCCTBa: 3BaHUe
3acnyxeHHoro aptucta KA3CCP 6bi510
NPUCBOEHO apTUCTaM My3TeaTpa
banceutoBy K., baincentoBon K.,
HKanpap6ekoBy K., aptuctam locTeaTtpa
Koxamkynosy C., LLlamoBon M.,
KyaHblw6aeBy K., rpamoton KasLUMK n
npeMunsamMm bl OTMEYEHbI KOMMO3UTOPbI
KoumK n 3ataeBud A.B., 6anetmencrep
Anun Apgo6byc, HapoaHble aptucTbl KACCP
— WaHuH [., YMyp3aKos E., KonnekTtuBsbl
KasrocgpamreaTpa, My3TeaTpa ynrypckoro
HauTeaTpa, NepCoHanbHbIE NEHCUMN
xxamoéyny, KanmyxamenoBy, YMyp3aKoBy,
EpaHoBy.

A TanaHTINMBOIo XyOXHUKa-
camoy4yKy A.KacteeBa 6blI10 pelleHo
OTNpPaBUTb Ha y4eby, NPeMUPOBaThL Ero
W eTen N3 AeTCKoro Joma, BK/4as
OyaylLero OCHOBOMOJOMHWUKA Ka3axCKOM
MyNbTUNMKaLMK Xangaposa (10 .)

n Ay6akunpoBa (16 n.), BblAenMB UM
nocobus No M30MCKYCCTBY, 06ecneynTb
KOHCY/IbTaHTaMMU.

T.XKypreHoB ¢ 0co6blM BHUMAHUEM
OTHOCMICS K TanaHTIMBbIM apTUCTaMm,
MONOAbIM AapOBaHUAM, HanpasBagaa uUx Ha
y4eby B UeHTpanbHble ropoga CCCP, u tem
CcaMbIM CNOCOBCTBYS pacLBETY Ka3axCKoM
KYNbTypbl.

byay4n 60MbWMM 3HATOKOM HAapO4HOIo
UCKyccTBa, GponbKiopa, XKypreHos
n cam obnagan SpKUmM My3blKaslbHO-
NO3TUYECKMM AapoBaHUEM, NPEBOCXO/HO
nen, urpan Ha gomoépe. Jlydue 4em Kro-
IGO0 APYron, OH NOHUMasn 3Ha4YeHue U

LLEHHOCTb Xy[10XECTBEHHOIo Hacneaus
KaK 415 MOJI00ro NOKONEHUS, TaK U ANs
JaNbHENLIEro pa3BUTUS KYNbTYPbI.

Temup6eK HKypreHoB B cBOMX paboTax,
NOCBSILLEHHbIX BONPOCaM UCTOPUM
[I0PEBONIOLIMOHHOM KynbTypbl KasaxcTaHa,
BbICOKO OLIEHWMBAET TBOPYECTBO TaKMX
WU3BECTHbIX KOMMO3UTOPOB-aKbIHOB, KaK
AcaH-Kanrbl, KopKyT, AxaHcepsbl, BupxaH,
MyxuT, KypmaHrasbl.

21 masa 1935 roga npoBoauTcs
cbe3[ paboTHUKOB KYNLTYPHOIO
CTPOUTENBbCTBA, Ha KOTOPOM C AOKa40M
«KynbTypHas pesonouuna B KazaxcraHe»
BbicTynun T.JKypreHoBs. B 3ToM fOKyMeHTe
[laH rnyboKun aHanm3 UCTopUK
[OPEBOIIOLMOHHON KYNbTYpbl, NOKa3aHbl
COCTOSIHME W MNYTU pa3BUTUSA NUTepaTypbl
W UCKyccTBa Ao cepeaunHbl 30-x rogos,
OTMeYeHbl TPYAHOCTU, HEeJOCTaTKN U
MeToAbl MX yCTpaHeHus. B goknage
Obl/1I0 OXapaKTepM30BaHO NMPUOPUTETHOE
3HayeHune ycnexoB B 061aCTU KyNbTYPHOIo
pa3BUTUS 415 BCEro obLLecTBa, U B CBA3HU
C 3TUM rOBOPUIIOCH, YTO «PYKOBOACTBO
pecnybnuKkn genaet 60/1bLIOW ynop B CBOEN
paboTe Ha COCTOSIHUE e B Ky/NbType U
o6pa3oBaHUm».

T.KypreHoB npeanaran nonHee
MCNONb30BaTh 3apoxaatolmecs Bubl
W }KaHPbl UICKYCCTBA U inTepaTypbl,
OoTpaxkaTb B MPOU3BEAEHUSAX U3Hb
Hapoja, UCNonb3ysa NpU 3ToOM 6oratenlee
Hacnegue npotunoro, 6yab TO 3Noc
nnn my3sbika. OH NpM3biBan pa3BuBaTb
TPaAULIMOHHbIE KaHpPbl, HTOObI UCKYCCTBO
W KynbTypa CcTaln HEOTbEMIEMOW YacTbio
HU3HU pecnybnKku.

Bce BbicTynaBLlIKe Ha cbe3fe genyrarhl
oTMeYann Heobbl4alHbIM NOABEM
KYJIbTYPHOTO CTPOUTESNIbCTBA B aynax u
cenax KasaxcTaHa, «paMo 1 KMHOTeaTpbl
NPOHUKAIOT B IMYOUHKY, NOBCEMECTHO
OpraHuM3yloTCA OPKECTPbI U TeaTpbl
XY[IOKECTBEHHOM caMoAesATE/TIbHOCTU».
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bonbline ycnexun 3aMeTHbl U B pa3BUTUN
nutepatypsbl. bblno oTMEYeHo, 4TO
nucatenn KalzaxctaHa b.MawnnuH,
M.AyazoB, C.CendynnuH, N.xaHcyrypos,
C.MyKaHOB nuLyT B CBOWX HOBbIX
NPOU3BEAEHNSAX O COLIMANUCTUYECKUX
npeobpa3oBaHMUsX B }U3HU PECNYBINKH,
€03[aloTcs HOBbIE NbeChk! AJ151 TeaTpoB.
«IX Npon3BeaeHns CTaHOBATCA HalLMM
3010TbIM POH/I0M, - CNpaBeaIMBO
3amevan T.JKypreHos, - KOTOPbIMU Mbl B
npase ropantbcs. B nocnegHee Bpems
HanaeH Ka3axckui nepesog dupaoycu
«llax-Hama», caenaHHbIM Mynion Ypa3sowm,
Mexay Tem npowno 6onee 100 net, a uma
Ypa3sa octaBanocb B HEU3BECTHOCTH 0
CUX nop, Ho 6e3 COMHEHMUA 3TOT NepeBo]
ABUSICA HEOLEHWMbIM BK1a40M B pa3BuUTue
Ka3axCKow nuTeparypbl», - FOBOPUN
T.XKypreHoB. MHorue nponsseaeHus
KJTaCCUKOB PYCCKOM, 3apyBErKHON U
COBETCKOW InTEpaTypbl NnepeBoasTcs

M N30aloTCs Ha Ka3axCKOM s13blKe B Te
roabl. CoxpaHuncsa npukas no Hapkomarty
npoceeleHus (aekadbpb 1934 roga),

B KOTOpoM T.JKypreHoB KOmMaHanpyeT
Xo[WKoBa B ropoaa TallKeHT, HAMKEHT,
TypkecTaH ana céopa pyKonucemn, 4To eLle
pa3 roBOpuUT 0 6EPEKHOM OTHOLLIEHWUH
Hapkomnpoca K KynbTypHOMY AOCTOSIHWUIO
NPOLWIbIX MOKONEHWN.

OTMeYas HeCOMHEHHbIE AOCTUKEHUS,
HKypreHoB nNpuBoOANS KOHKPETHbIE
LUMdpPOBbIE JaHHble, Aan pa3BepPHYTYIO
XapaKTEePUCTUKY KyNbTYPHOMY
cTpouTenbcTBy B KasaxcraHe:
«TeaTpanbHOE UCKYCCTBO MOYYUN0
LUIMPOKOE pacnpocTpaHeHue, 1 TeaTpbl
€0o3[aloTcs NOBCEMECTHO BO BCEX 06N1acTsX
W panoHax, AaXKe B COBX03ax M KOJIXx03aXx.
3a nocnegHue roabl cOopMMpoBaIUCh
1 OKPEN/IM Ka3axcKue TeaTpbl, MX BCEroO
HacyuTbiBaeTcs 22, B TOM yucne 3
rocyaapcTBeHHbIX TeaTpa. Kaszaxckun
ApamMaTU4yecKui TeaTp — CTapenLLnin B
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pecnyb/iMKe, Ha ero cLieHe paboTaloT Takue
npocfaB/ieHHble apTUCTbI KaK Entoban,
Cepke, Kanunbek, penepTyap Teatpa
[I0CTaTO4HO CUNbHbIN: CTABATCS TaKne
CNEKTaKIn Kak «bi3fiH Xirittep», «TyHri
capcapbliH», <ApKanbik» [6, 196 c.].
B paccmaTpuBaeMbin nepuon

Hapsaay ¢ TeaTpanbHbIM UCKYCCTBOM CBOM
nepBble LWaru genanu Takne }aHpbl, Kak
paauo un knHo. B 1935 rogy npuHumaeTtcs
nocrtaHoBneHune «06 opraHn3aLum
KnHoaena B KasaxcTtaHer». 3ac/yron
T.XKypreHoBa aBngetcs 10T pakKT, 4To B
1938 roay 6bin co3aH NepBbii Ka3axCKum
3BYKOBOW XyAOKECTBEHHbIN GUbM
«AMaHrenbbl» no cueHapwutio . MycpenoBa.

3HameHaTeNlbHbIM B efle CoOXpaHeHus
KyNbTYPHOro Hacneauns sBnaseTcs
NosIBJIEHWE CEPUM IOKYMEHTOB 06 OXpaHe
NUCTOPUYECKUX MAMATHUKOB, B TOM Yncne
MaB3ones Xoarka Axmeaa fccaBu.

Haunbonee apKon JeMOHCTPaLUmen
MHOroo6pasus, 6oratcTea u
CaMOO6bITHOCTM Ka3axCKOW KynbTypbl
aBunach lNepBas geKkaaa Ka3axCKoun
nuTepaTypbl U UICKyccTBa B MOCKBE,
cocTosiBlasca B mae 1936 roaa.
Temnpbek KypreHoB 6bl/1 OAHUM U3
OpraHM3aTopOB 3TOr0 OTBETCTBEHHOIO
MeponpuaTUS, 06 3TOM rOBOPST €ro CcTaTbu
B NEpPMOAMYECKOM NevaTu, BbICTyNIEHNS
Ha npueme B Kpemnesckom [lBopLie.
[eKana 3acBugetenncTBoBana ToT QakT,
YTO Ka3axCKOe UCKYCCTBO YCMeLIHO
WMHTErpMpoBanocb B MMPOBOE, HOBbIE
BWAbl UICKYCCTBA — onepa, 6aneT, uupk,
KYKO/bHbIV TeaTp, }XMBOMWUCb, CKYNbNTYpPa,
paguno, KMHO — BblIM BOCMPUHSATBI C
3HTY3Ma3MOM U BbISIBUIN OFPOMHOE
KOJIN4ECTBO PA3HOCTOPOHHMX TaNaHTOB U3
yncna MONOAEHM.

B okTs6pe 1936 roga T.XKypreHoB
Hanucan 3anucky TornkaHoBy la66acy
(PucyHoK 1,2).
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Pucynok 1. ®ororpadus T.K. Kyprenosa. 1933 .

[a66ac! T.AnTanckun egeT No 3ajaHuto
«[paBabl». O4eHb Npouly NOMOYb eMy
BCAYECKU. HyXKHO BbI3BaTh [Ixambyna
W BU/HbIX aXblHOB M YCTPOUTb XOPOLLINK
nepeBoj Ux NPOU3BEAEHUN, YTOObI U34aTb
K Ha4vany BTOpon NATUNETKU. [TpUBET,
HKyprenos 3617/ Xl [7].

bonblloe BHUMaHUE npuaaBanocb UM
BOMpocaM NoAroToBKM Kagpos B 061acTu
TeaTtpa, KMHO, My3blKW. HapKkomnpoc
nocblsiaeT MoSIoAEXKb Ha y4eby B
LleHTpaNnbHble ropoaa Cotosa, no obnacTtam
pecnybiMKn NpoBOAATCA ONIMMMNaAbI,
KOHKYPCbl, CMOTpPbI A/191 BbISIBNEHUS
TanaHToB [8]. Hapsay ¢ TeaTpanbHbIM
MCKYCCTBOM YCMeLLHO pa3BUBanoch n
n3obpasuntenbHoe UcKyccTBo KasaxcTtaHa.
Mo nHnumnatmee T.XKypreHoBa 6bln
OoTnpasneHbl Ha y4eby B MOCKBY XYAOXKHUK-
camoy4Ka A. Kactees, A.Xanaapos,
A.icmannoB, 6paTbs XO4KWKOBHI,
Y.TaHcbik6aeB v ap. [9].

Pucynok 2. Conep:xanue 3anucka
T.K. )Kyprenosa [a66acy. 1936 r.

3aknioueHue

KynbTtypa KaszaxctaHa 30-x rogos
pa3BuBanacb Ha OCHOBE HapOAHOW
Ky/bTYpbl, 0AHAKO Ype3mepHas
naeonorM3aumns, HaBa3biBaHWE NAPTUNHBbIX,
PEBOJIIOLIMOHHbLIX TEM, CTPEMIEHUE YCUNUTL
WHTEPHaLIMOHaNbHOE 3a CYET yLEMSIEHNS
HaLMOHaNbHOIo, TOPMO3WUIN pa3BUTHE
IYXOBHOCTU U KYNbTYpbl, 4TO NPUBENO K
rny6oKkum gedopmMaumsam B obLiecTse
[10,11,12]. OgHaKo, rpaMOTHOE U3y4YeHune
TBOPYECKOro Hacneans UCTOPUYECKMX
JINYHOCTEN, HAy4YHOE apXMBUpPOBAHMWE 3TOr0
MaTtepuana Nno3BonAT Yepes NoHMMaHue
0COBEHHbIX KYNbTYPHbIX MPOLLECCOB,
NPOMCXOAMBILLMX B Ha4ane BeKa,
onpeaennTb COBPEMEHHbIE TEHAEHLU MU U
nepcneKTUBbl Pa3BUTUA HAaLMOHaNbHOM
Ky/bTypbl B YCNOBUSX FOCYAaPCTBEHHOIO
cyBepeHuTeTa.
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CapbiKkoBa A.E.
T.K. XypreHoB aTbiHAarbl Ka3aK YATTblK 6HEP aKageMUsChl,
Anmartbl, KazakctaH

AHpaaTna

Makanaga T. KypreHoBTbIH M3AEHMETNEH 6HEP KanbiNTacTblpy MEH AaMblTyaarbl eHberi kepceTinreH. 30-
Wbl Xbl1gapaarbl KasaKCTaHHbIH MaAEHM KYPbIbICbIHA XablK KOMUCCapUaTbliHbiH 6ecen i KaTblICKaHbIH
KepceTeTiH MypaFaT AepeKkTepi nanganaxbinFaH. Makanaga T. XKypreHoBTiH TeaTp CbiHbl 60WbIHILA EHOEKTEPI,
ByKinkasaKcTaHAbIK XanblK 6HEPiHIH Webepnepi cneTi xaHe MacKeyaeri Kaszak oaebueti MeH eHepi bipiHLwi
[eKagacbl TangaHabl. Con Ke3aeri MogeHWeT NeH eHep OYriHri TaH4a Aa XacecnipiM XeTKiHWEKTEPAIH pyXaHu
MOJEHM eMipiH KanbiNTacTbipyaa 30p POJib aTKkapagbl.

TyhiH ce3pep: MageHWET PEBONIOLMSCHI, OHEP Tapuxbl, TeMipGek HypreHos, 30-Libl Xblnaapbl, XanblKTbIK
AfrapTy iciHiH, Komuccapwuarbl

A.E. Sadykova
T.K. Zhurgenov Kazakh National Academy of arts
Almaty, Kazakhstan

Abstract

The article shows the contribution of T.Zhurgenov to the construction and development of the foundations of
culture and arts. Used archival sources, that show an active part in the People's Commissar of cultural
construction in Kazakhstan in 30’s. In the article were analyzed the works of T.Zhurgenov on theatre
criticism, data of All-Kazakhstani Meeting of figures folk art and the first decade of Kazakh Literature and Art

Moscow. Culture and art of that period and now play a huge role in the forming of the spiritual culture of the
younger generation.
Key words: Cultural Revolution, History of Arts, in 1930s, People's Commissariat of Education.
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Abstract

In conditions of implementation of the international experience in Higher Educational Institutions, the
modernization of the system of higher education is an aim for the professional training of future specialists
in Kazakhstan. The study of international experience reveled two educational trajectories in professional
education - according to the method and system. Both of educational trajectories include similarities in the
assessment of competencies, professional training, and variability of types of improving the qualification of
future specialists. Studying each educational trajectories defined differences in the training of specialists
through disclosure of the structure types of the Formation of Professional Competence (FPC) of future
specialists. The diversity of the education structures all over the world allowed to spot distinctions of

approaches in education.

Keywords: assessment of competencies, professional training of specialists, improving of qualifications.

Introduction

Improvement of the quality of
human capacity and provision of future
Kazakhstan with highly skilled workforce
is possible only under the conditions of
integration into the global educational
space. In these regard the importance of
developing competitiveness, pragmatism,
preserving national identity, popularizing
the cult of knowledge and openness of the
consciousness of citizens come to the fore
in the education system [14].
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Analysis of two trajectories in
professional education FPC in training
of specialists for identifying the whole
structure of the competence approach, the
most typical of most countries surveyed,
where knowledge, skills, attainments (KSA)
together with behavioral and motivational
aspects included as an element of the
overall cluster competency framework.
Widespread acquired multidimensional
(systemic) approach upon “the system”
to the interpretation and assessment of
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competences, since it provides greater
opportunities for the synchronization of the
educational process with the requirements
of society and the labor market, the
interest of fields of science and economics.
Although on a smaller number of countries
in the study of one-dimensional approach,
upon the “method”, identified a number of
relevant aspects such as certification and
licensing.

Further, on the example of two countries
USA (FPC upon the method) and Germany
(FPC upon the system) three stages of FPC
of future specialists going to be analyze the
assessment of competencies, professional
training, and variability of types of advance
the qualification.

The objective is the analysis of the
experience of foreign countries, the
generalization the characteristics of the
formation of professional competence
(FPC) based on the number of participating
countries and the description of the
requirements of competence assessment
and professional training types and forms
of improving qualification.

The aim of the research is to identify the
actual aspects of FPC of future specialists
for the further implementation into the
education system of Kazakhstan.

The article describes the differences
in the training of specialists, identified
because of two trajectories in professional
education - according to the method and
system.

The positive aspects of formation of
professional competence (FPC) upon
the “method” revealed the emphasizing
behavioral approach in the pedagogical
process to diagnose individual students'
problems, the possibility of freedom of
choice of educational institution to focus
on the functional approach and actual
aspects of material incentives through the
grant system, licensing and certification.

The advantages of the FPC on the
“system” have revealed the integrity of the
competencies assessment framework,
professional training and improving the
qualification, based on the orientation of all
stages of the FPC of future specialists for
the implementation of the state order. The
requirements, based on the pedagogical
model of education have disclosed.

Methods

Types of assessment of competencies
in the United States.

Determination of competence levels
of specialists was a result of educational
reforms 90s in the United States, noted
[13]. Ensuring a high level of professional
activity in education contributed to the
formation of technology and continuity
through the certification.

The aims and objectives of the
certification level of competence was to
identify the qualitative characteristics of
the specialists (education, the level of
professional competence).In accordance
with the requirements set by the
standards-based classifier standards
of specialties and specializations of
profession, with the trends of scientific
and technological progress, the spectrum
of professions and vocations, coherent
with the requirements of industry and
opportunities of professional education.

Since the basic unit is the didactic
content of education, the American
Council of Specialists of professionalism
assessment initiated for systematization
and technological assessment of
competence levels of specialists. Quality
control of specialists training, the purpose
of which, according to [2] was the creation
of continuity and technology of formation
of professional competence to regulate
the requirements for specialist’ sactivity.
The questionnaire drawn up because of
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the responsibility for the activity - "Locus of
control” [7]. Identify internal and external
factors in the activity of specialists.

The intellectual and cognitive self-
development, and creative potential, based
on a student-centered approach through
financial incentives for career stairway

and continuity of formation of professional
competence. Mentor-specialists initiated
in the schools of United States in the
framework of the methodical work. For the
structuring of learning content, training
modules in the study initiated in America.
They include consistent presentation of
theoretical material, providing of study

system of assessment and control of the
assimilation of knowledge, which allows
to adjust the learning process [26].To
assess the state of development and the
training of specialists in the United States
had established a national mechanism
for certification KSA in schools, containing
recommendations on further development,
systematization of educational activities
regulation, technology and optimization
of educational processes, as well as
identifying priority areas FPC[4].

Types of assessment of competencies
in the United States presented below
(Table 2).

process by the methodical materials and

Table 2

Types of assessment competencies in the USA

Nomination

Identify the types of assessment competencies in the USA

Application in the
research

Certification of
competency level

Based on a clear job description of functional responsibilities and
positions. Sufficient competence is necessary to obtain a certificate
of competence level in a particular area [13, 137 p.].

Defines levels of FPC
stimulates technology and
continuity in education

The Council of
professional
assessmentof
specialists

Specialists’s knowledge control procedures identified with the
help of examinations and tests, monitoring of pedagogical and
technological skills and habits, with the help of videos of their
teaching [7].

System, technology in the
regulation requirements,
norms, levels, PC

Quality control
of specialists

Licensing and certification bodies under the relevant state
departments of education with certification and licensing programs:

Continuity and technology
of FPC in the regulation

training basic academic skills; subject knowledge; knowledge of teaching requirements for specialists
methods; directly conducting lessons in practice. One of the most activity
common test series is «Praxis».

«Locus of control» | Questionnaire results of liability for activities in the 40 statements: | Continuity and technology,

the external forces (externalities, external locus of control) or
internal (own ability, effort) [7].

in regulating the FPC
requirements

Career stairway

The concept of "payment for quality" is the possibility of
professional growth and providing adequate pay for responsibilities,
creating a hierarchy of posts of specialists. Includes 16 quality
assessment standards of teaching in 4 groups of criteria: planning
and preparation; creating the conditions and environment for active
learning; teaching for active learning; professionalism [4].

Financial motivation,
continuity of pedagogical
activities intellec-tual-
cognitiveself deevelopment,
creation potential

Specialists -
mentor

Duties include constant supervision and assistance in adapting
young specialists [26].

Itis part of the
methodological work of the
Lyceum.

Training modules

Categories PC, teaching with using new forms and methods

of certification and assessment of student behavior, perform
administrative duties, verbal and nonverbal communication,
development of personal skills [21].

Modules include the
flexibility of training content,
an individual program

National KSA
certification
mechanism

Determination of the professional specialists KSA by the Service
of ETS Educational Testing - Educational Testing Service and the
National Council of Professional Teaching Standards [14].

System, technology in the
regulation requirements,

norms, levels, PC
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Analysis of the types of assessment
of competencies in the United States led
to the following conclusions: FPC levels
stimulate technology and continuity in
education. The disclosure of the problem
of the research the FPC model will built
a base of the design. The problems of
professional activity of specialists is
possible to build after disclosure a system
of FPC. Construction of the methodical
bases of work provides the preconditions
for motivating intellectual-cognitive self-
development, creative potential of future
specialists. Creating modules contributes
to the systematization and technology FPC
of future specialists.

Types of training of specialists in
professional USA schools.

Zhanguzhinova [14] notes, the
conditions of decentralized system of
professional training in vocational schools
and lyceums of United States put the basic
principle - individual personal approach.
Context of study" action research" during
the preparation of specialists in the US,
according to [21], organizes a behavioral,
student-centered, competence-based
learning approach, according to the
concept of reflective specialists.

Among the characteristics for generate
creative potential, intellectual and

cognitive self-development, according to
[14], is the freedom of choice of school.

Personal development is both an
adaptive and creative responses to the
specific conditions of the market approach
in education. [22] described the self-
development, as the use of intellectual
and cognitive potential as a resource of
material incentives for their own survival.

Continuity in education, professional
training, raising the level of professional
competence, according to [8] creates
versatility in acquiring KSA, as well as
professional and personal experience of
future specialists. Required forms of FPC
included to the program of the educational
process context (different types of
practices) in higher education institutions,
systematic structures in professional
training of future specialists.

The involvement of scientists and
experts from different fields of science and
technic affect for effectiveness. Due to
the fact of professional communication in
the process of professional -pedagogical
activity contributes the pedagogical
dialogue through exchange theoretical and
practical experience, innovations in the
educational process and initiates changes
in the process of training of students

(Table 3).

Table 3

Types of professional training of specialists in vocational schools of USA

Nomination of

Identify the types of professional training of specialists in

Application in the

federation of specialists [17]

types vocational schools of USA research
Decentralized The absent in USA the special institutions of training specialists individual personal approach
approach by special subjects or courses for improving qualification. Most is the ultimate in training

universities, pedagogical schools and scientific-pedagogical
centers taking part in improving qualification, leading by the

specialists

Behavioral approach

method of “action research” [16].

Identification of the functional responsibilities of each person,
description of the main fixed by actions resulting in the
implementation of activities to the highest result. Based on the

systematization of statistical
data of analysis with student-
oriented learning and
competence-based approach

The freedom
of chose the
educational
institution

Selecting the content, forms and methods of training specialists
by special subjects for vocational schools according to their
interests, needs and capabilities of the specialists [1]

Variability reveals creative
potential, intellectual and
cognitive self-development
of specialists
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Market approach

Actual, informational, scientific, methodological and cultural
goods, for which the specialists’ pay own money for the quality
and practical value [22].

Determines the value of a
PC specialist, based on the
criteria, requirements driven
by the self-development of
specialists

Material incentives

For success in improving PC specialists rewarded increase wages
and job status [9].

Financial motivation
creates value attitude to the
profession, intellectual and
cognitive FPC

Comprehensiveness

To achieve the highest level of specialists status (PC) in the
United States need to pass 8 positions: BA, MA, followed by
six positions, the volume of credit points received from the
knowledge that is needed for the development and improving
qualification [22].

Continuity gives the right to
the study of many courses,
subjects, and the right to
change profession or study
other disciplines

Bound form

Teaching practice becomes mandatory in some cases of training,
in the case of total demand [21].

System of professional
training of future specialists

Involvement of
scientists and
experts from
different fields of
science and technic

Cooperation should be mutual: experienced specialists-
mentors should express academic subjects, participate in the
development of internship programs and conduct seminars for
beginning specialists, with the involvement of the joint work

of scientists and experts from different fields of science and

Professional communication
with specialists from
various fields of science

and technics, which have
scientific degrees and

technics [1].

academic titles

Analysis of the types of training US
experts of vocational schools led to the
following conclusions:

Individually personal approach
facilitates the identification and
development of common, substantive, and
methodological PC, variability individual
abilities of students in the content,
forms and methods of teaching. Promote
intellectual and cognitive and creative
potential of students, contributes self-
development of the future specialists on
the condition of continuity, consistency
and communication in the process of
professional training.

Types of increasing USA specialists’
qualifications.

According to [2], licensing and
certification of specialists in improving
qualification of specialists forms system
in the form goals and objectives of the
content of education, training, and
further professional activity of the future
specialists.

Initiation by public and private funds
and the Federation of the United States
specialiststhe System of individual and
group grants, developing the creative
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potential of future specialists in their
further professional activity, professional
growth.

According to [8], in conditions of
continuity of the system of improving
qualification of specialists, the
Qualification / education advance centers
throughout life is an important part of the
competitiveness of the future specialists
in the modern world economy, based on
knowledge. Short-term courses, thinks [10,
288 p.], contribute to the self-improvement
of specialists with a certificate confirming
the PC level. Additional training /
professional development programs,
by definition of [1, 203 p.], focused on
the continuity of the educational and
professional needs of the professional
development of future specialists, ensuring
compliance with their qualification and
reveal the variation possibilities in the
professional and social environment.
Seminars and conferences, thinks [2]
stimulate self-development of specialists.
Saturday and Sunday eventsform the
communicativeness of specialists
with certificates confirming the level of
purchased PC. (Table 4).
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Table 4

Types of improving qualifications of US specialists

Forms of
improving
qualification

Identity of the types ofimproving qualification

Application in the
research

Licensing and
Certification

Adaptation of occurrence of a young specialist in the teaching
profession and fixing its basic qualification [11].

Systematic FPC of future
specialists

Individual and
group grants

Provided by creatively working specialists by the different public
and private funds, the Federation of Specialists for an interesting,
progressive idea, specialists experience tangible results for
research and publishing [12].

Stimulates the creative
potential of specialists and
FPC

Centers for
improving
qualification /
education for life

Their functions are mostly limited to the solution of organizational
and financial problems. The content of the centers and their
methodological support directly depend on the specialists.
Specialists write many essays, works, self-projects, comparing the
different scientific concepts. [3, 169 p.].

Continuityof education
contribute to FPC of future
specialists

Short-term
courses

Provide universities, high schools, research centers, lasting from
weeks to months. Contain brochures about summer and other
courses; Course topics are very broad; meet the interests and
needs of specialists; attracted by the prestige of the institution,
faculty [14].

Promote self-development of
specialists with confirmation
certificate of level PC

Additional training
/ professional
development
programs

Provide in higher education with a view to increasing knowledge,
improving methodological skills and the requirements associated
with an increase in job status. Ability to select a course with the
needs [6]

Variability and continuity FPK
of future specialists

Seminars and

On topical issues, educational fairs, during which specialists receive

Personal development of

conferences information about new methods and ways of learning, new editions; | specialists with certification
conducted methodical literature for sale [18]; of level PC

Saturday and School of Management and Department of the American Federation | FPK, communication

Sunday events of Specialists hold seminars, meetings, presentation of best specialists with the level of

practices, travel, where cultural and scientific enrichment is
combined with an active holiday experience exchange [1, 203 p.].

certification

Analysis of the types of advancing
qualification of specialists the USA led to
the following conclusions: the system for
professional development of specialists’
bases on self-development. Development
of creative potential of future specialists
is possible because of continuity of
education. Variability and continu ous
professional development stimulate self-

define [12].

systematic approach. Diagnostic sheets
in extensive system of institutions

in improving qualification identify
intellectually cognitive PCs and self-
development of the future specialists

Based on the method of "Assessment
Center" by [11], revealed levels of
formation PC of the future specialists

development of specialists, which is due to
the development of communication in the
professional activity.

Types of assessment of competencies
in Germany.

Approach "action competence" is
defined practically oriented objectives
and criteria of the centralized system of
management and administration services,
think [5], due to the consequence of a

because of technological method for
assessing the "180 degrees" and "360"
that determined systematically in a
complex positive and negative aspects of
professional activity. These methods define
a set of properties, the results of the work,
the characteristics to be assessed and the
relevant shades estimates, brief [14] (Table
5).
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Types of assessment of competencies in Germany

Table 5

’::qm“'i':::::':lg Description of requirements in the education system in Germany Appl::gte'::‘c:‘" the
Approach Driven by the criteria of the national model of education. The emphasis in System cooperation
"action the curriculum of vocational training system FPC components that include of all necessary
competence" professional, personal and social competence. System approach developing KSAin the FPC in
the ability and readiness of the future specialists to act in a professional the professional
situation. Due to technically competently, thoughtfully and in accordance with | activity of the future
the social responsibility, individually and specifically to solve the problem specialists
based on knowledge and experience, as well as using their own ideas, to
evaluate the solutions and improvements its ability to act [23].
Diagnostic Consist verbal and numeric assessment of students' knowledge, motives System forms
sheets for learning, development of thinking, evaluating the study of discipline or intellectually-
topic, which are recorded in a special table; the almost complete absence of cognitivePC, creates
psychological test diagnostics, for two reasons: legal restrictions on the use of | prerequisites for
tests and priority of assessment by already manifest peculiarities of activities | motivation and self-
of employees in comparison with laboratory testing and conjectural nature [5]. | development of the
future specialists
The methodof It consists of six groups of methodes: descriptive; comparative; combined; Technology stimulates
"Assessment minorities; graphics; coefficient [12]. FPC
Center"
Method of Identify the degree of compliance officer position held by methods:180 ° - Technology, system
valuation "180 | Assessment of employee competencies by manager, subordinates valued by stimulates FPC
degrees" and employee and self-esteem. 360 ° - Assessment of employee competencies in professional
"360 degrees" | by manager, subordinates, colleagues, customers (internal and external) and activity of the future
employee self-esteem [6, 3 p.]. specialists

Analysis of the types of assessment
of competencies in Germany led to the
following conclusions: the system in the
assessment of competencies helps FPC,
improving KSA for practically oriented
goals in the course of professional activity
of the future specialists. Technological
assessment of competencies in FPC
stimulates intellectually cognitive
development in the professional activity of
the future specialists.

Types of professional training of future
specialists in Germany.

In-company training is part of a
continuous process of implementation
of the training in the professional activity,
through the development of professional
communicativeness, forms system
performance of PC and orientation in
profession.

Specificity is the subject-practical
presentation of concentrated content of
subject by the practitioners upon specific
needs of the problems of the organization,
preparation for accreditation and to
exchange practical experience, define
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[5]. Training upon the interest is part
of the methodical work of educational
institutions. The aims and objectives of
professional training upon the interests
is to create conditions and an conducive
atmosphere to self-development of future
educators, opening creative potential, the
development of communication between
beginners and experienced professionals,
according to [20, 91-95 pp.].
Staff-development - it is part of
the methodical work of educational
institution were the training of future
specialists can be considered as activities.
The programs (formal or informal) to
facilitate self-development of necessary
intellectual and cognitive KSA and PC of
the future specialists needed to achieve
the technological organizational and
professional goals and objectives for
personal growth and training to move
up by the career stairway, characterized;
[11]. The dual system requires close
cooperation between the education system
and enterprises. It refers to the type of
vocational education, in which the subject-
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practical part of the training takes place

in the workplace, and the theoretical part
- based on the educational organization.
The system of dual education involves
co-financing training programs for specific

jobs by the commercial enterprises

and regional authorities. Bear equal
responsibility of the participants of dual
education in professional activity of future
specialists’[12] (Table 6).

Table 6
Types of professional training of future specialists in Germany
"'t’;'l')':::':“ Description of the types of p_rolfessional training of future Application in the research
training specialists
In-company | Education personnel within the firm. The benefits of such a model are Subject - practically
training associated with a wide range of problems that arise in the course of implementation of the FPC
activities of the institution, with a small number of employees and the on the basis of the active
high intensity of informal links between them. Under these conditions, approach enables future
«n-company training» is the most adequate form of staff development. professionals in a continuous
«In-company training» means not only in the form of training sessions, process to implement
and advisory work with individual staff members or groups of workers training and activities,
and in the development of specialists methodological issues and communication, system
decisions [5]. orientation in the profession
By interest The informal nature of the interaction between specialists allows Promotes self-development
student to "receive advice and to communicate at any time, without of future professionals,
complicating over-structuring time of the institution [20]. the disclosure of creative
potential, communication
Staff- Staff development is Methodical work in the school turns into a process | Promotes self-development,
development | of staff development. The totality of the content and procedures, in stimulates the activity-related,
which the content aimed not only at improving the methods of work, intellectual and cognitive PC-
but also on the personal and professional development of staff, based technological process
understanding their involvement in the activities of the organization, the | of preparation of future
assignment of the organization values and culture [11]. specialists
The dual Students receive practical training directly upon the workplace, with Practice-oriented approach
system wages paid now, with which the institution sign a contract for training. forms the activity-related,
Students are given a good opportunity to get a direct view of the work subject-practical PC future
processes at the company, to gain real experience, with a diploma on the | specialists
specialty, according to the level of professional education [5]; [12].

Analysis of the types of professional
training of future specialists in Germany
led to the following conclusions: the
practice-oriented approach creates system
and technology in a continuous process of
subject- practical training. Implementation
of learning through activity forms
communication and self-development
of future specialists and direction in
profession; reveals creative potential and
stimulated activity-related, intellectual and
cognitive PC.

Types of improving qualification in
Germany.

According [14], decentralized form
of improving qualification is due to the
regional system of improving qualification
that work with the applicant organization
for the training of specialists on their base.

This form of communication contributes
to the variation and self-development
of the PC of future specialists, satisfies
the mutual interests of both sides,
according to [5]. Due to the BIBB, the
Federal Institute for Vocational Education
is the computer center for research
and further development of VT and
improving qualification in Germany.
System, technology of BIBB contributes
to the development of innovations in the
field of VT on the base of development
and improving qualification of future
specialists, determine [21]. By definition
[14, 265 p.] qualification advancing
institutes and centers of moderation
(QAICM) are increasing administrative
competence of heads of educational
institutions and training of moderators.
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[24, 135p.] The principal difference
between the functions of moderators

in Germany is the continuity, system,
technology in the training of their
colleagues in solving urgent problems
of school management in the period
between the treatment courses based on
the specific schools, according to [12].
Weiterbilding is a vocational training,
improving qualification, the goals and
objectives of which is the continuation
or resumption of education after higher

education, on the principles of continuity,
system, and technology in FPC of future
specialists for applications received KSA in
further professional activity, characterized
[11]. Ausbildung —secondary special
education, education upon the profession,
in order to improve the qualifications on
the principles of continuity, system, and
technology in FPC of the future specialists
for applications received KSAfor further
professional activity, concludes [14,
265-285 pp.]. (Table 7).

Table 7

Types of improving qualification of specialists in Germany

Types of improving
qualification of
specialists in Germany

Description of forms of improving qualification of
specialists

Application in the
research

Decentralized form of
improving qualification

Based on action plans to improve the qualifications of
educational institutions each year, each region independently
carries out professional development of specialists, regional
moderators develop recommendations for further work. Use
non-traditional forms, techniques, methods [14].

Variability, self-
development,
communication in FPC
of future specialists

BIBB

The Federal Institute of Vocational Education - conducts
research, development and consulting, encourages innovation
in vocational education, forms the concept for the future [21].

System and technology
in FPK of future
specialists

Institutions improving
qualifications andcenters
of moderation(lIQCM)

Carry out improving qualifications of specialists as provided by

law. Characterized by regional structure, targeting and feedback,

allows adjusting the work 1IQCM [14].

Continuity, system, and
technology to future
specialists in FPC

Weiterbilding Vocational training and improving qualification, extension or Continuity, system,
renewal of education after highereducation [11]. and technology in FPC
of future specialists in
professional activity
Ausbildung Secondary special education, education upon the profession, Continuity, system,

training in approved training program with the issuance
certificate of didactics of higher education, after passing the
final exam. It helps future professionals to gain purposefully
experience and learn at the same time chosen specialty [14].

and technology in FPC
of future specialists in
professional activity

Analysis of the types of specialists
improving qualifications in Germany led
to the following conclusions: subject-
practical approach, due to the principles

Results

Thus, summing up the experience of
foreign countries can be argued that the
FPC upon "method" significantly inferior
to the FPC upon the "system", both in

of decentralization allow future specialists
for variability, self-development, and
communication. Technological system

of specialists improving qualifications in
Germany contributes to the continuity

in the FPC, which stimulate to the
modernization in their professional
activities [25, 26, 27].
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the number of participating countries,

and on the description of requirements

of competencies assessment, types

of professional training and forms of
improving qualifications. On the base

of international experience, due to the
research of various types of FPC of future
specialists, made SWOT analysis of the two
types of FPC (Table 8):

Central Asian Journal of Art Studies N4 2018



Table 8

SWOT analysis of the two types of FPC of future specialists
on the basis of international experience

Strengths

Weaknesses

FPC upon the "method": based on the behavioral approach
in the pedagogical process to diagnose the individual
problems of students, freedom of opportunities opening
selection of the institution to focus on the functional
approach, as well as financial incentives through the grant
system, licensing and certification.

FPC upon the "method": FPC process has narrow-profile
direction, compensates for continuous learning throughout
life, which takes time for training, but does not take into
account the age and psychological readiness and different
levels of PC of future specialists.

FPC upon the "system": has significant advantages: the
integrity of the competencies assessment framework
based on national standards, a national framework

of qualifications, qualification requirements’, etc.;
professional training and improving qualification, since
all stages of the FPC of future specialists are focused on
the execution of the state order, which covers the cost of
training specialists and attract most of the applicants.

FPC upon the "system": has a complex system of
requirements based on the pedagogical model of
education, and poor motivation from the part of the
customer (the state) for the future specialists in the further
work.

Opportunities

Threats

FPC upon the "method": opens opportunities for
methodical work, contributes to the identification and
development of general and subject and methodological
PC; stimulates the creation of modules based on
individual personal approach; creates conditions for a
larger range of expert assessment of competencies at
different levels of the PC; focused on the subject-practical
approach in the activity due to narrow- subject problems
decision of PC; encourages self-development of future
specialists under conditions of variability of professional
training.

FPC upon the "method": orientation to the professional
training of specialists for a narrow subject area and the
absence of national standards, are not compensate by
wide range of different systems for improving qualification
of PCs, but enhance range of further professional activity
at the future specialists. No coordination of vocational
training systems and the assessment of competencies
slow down the integration processes in education.

FPC upon the "system": acquired a more complete
structure, the most characteristic of the predominant
majority of the studied countries where KSA together

with behavioral and motivational aspects included as an
element of the overall competence of the cluster structure.
Over time, a systematic approach to the interpretation and
assessment of competence is becoming more common, as
it provides greater opportunities for the synchronization of
the educational process with the requirements of society
and the labor market and interest of fields of science and
economics.

FPC upon the "system": the process of organization of the
FPC has not flexible system of requirements, principles
and technologijes that often do not take into account

the organizational forms and the implementation in the
professional activity. No coordination of training programs
and modules, as well as various levels of international
standards of PC slow down the integration processes in
education.

Discussion

The study of international experience
of educational trajectories allow to reveal
components for the structure of Formation
of Professional Competence for application
in Kazakhstan:

—wide range of various forms of
improvement and confirmation of experts’
professional competence creates a
mechanism for licensing and certification,
with a centralized national institution -
Industry Certification organization.

— the ratio of the results of advanced
training and self-education with wages of
specialists and social benefits package;

— own development strategies of
sector institutions: conditioned by their
own method of teaching and the payment

system; practice-activity-related project
work on orders that have asocial, national
significance [21];

— opportunities for international
cooperation associated with a large set
of entrants coverage and marketing of
educational services, staff advanced
training;

At the same time, the advantages of the
professional training of future specialists
for innovative sectors in Kazakhstan
compared with foreign countries revealed,
namely:

— centralized training system of
specialists for Kazakhstani, conditioned
by the framework of a unified state
education standards, makes it possible
to direct its activities more efficiently
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and implement consistently in the life of
modern achievements of science and best
practices;

— modernization will be the
development and implementation
of criterion evaluation apparatus,
professiogram, innovative technologies
and methods of training of specialists [14];

— material and practical orientation
of training, built on the basis of the
decision of problems of the design course,
modular system, [25, 135 p.] facilitating
the relationship of the educational process
withproduction and needs of society on
the basis of the social order of society by
professional preparation of specialists
[26];

— the effectiveness of individually-
oriented and subject-active approach,
stimulating the quality of training of
specialists for the innovative sectors of
Kazakhstan;

— the starting point for the formation
of the product in the educational chain -
specialists for cluster of innovative sector
of production;

— for professional preparation of
specialists for innovative sector following
schemes of interaction between
scienceand business are the most
effective: Expert evaluations; Grants and
orders; Investments inresearch start
up; Opening of research laboratories
and business incubators; Innovative
entrepreneurship; Interaction with venture
capital funds, venture capital;

— according to the conceptual ideas
of our research, particular importance
has the accounting of dynamics of
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the qualification requirements for the
preparation of competitive professionals
onthe international market for innovative
sector considering new requirements of
innovation andindustrial development of
Kazakhstan’s society [14].

Conclusions

Thus, based onthe analysis
of international experience and
discoveringthe level of content of
formation of professional competence
of specialistsrevealed the relevance
of problem, novelty and originality of
the researchfor institutional reforms
in Kazakhstan with making changes in
addition to the content and methods of
modular educational programs (MEP),
actualizing FPC during professional
training, namely:

1) Creation of study-methodical
conditions in highereducation for flexibility
of design and variability of educational
programs and MEPs with the introduction
of methods that enhance the framework
for the acquisition of subject and object
KSA and subject-practical direction of
training of FPK for the possibility of self-
selection of the student training direction.

2) Creation the conditions at the
university for international academic
mobility in planning the direction and
content of education for the needs
of industry, taking into account the
difference with foreign directions of
training, education programs, the wording
of specialization’s definitions on profiles
to enhance the integration of activity in
international cooperation.
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anryxxunosa M. E.
KasaxcKkas HaunoHabHas akagemus nckyccts um. K. XypreHosa,
Anmartsbl, KasaxctaH

W3YYEHUE MEXAYHAPOAHOIO OMNbITA ®OPMUPOBAHUS OEPA30BATE/IbHbIX TPAEKTOPUM
AN NPUMEHEHUSA B KA3AXCTAHE
AHHOTaALMA:

B ycnoBusix BHeAPEHUS MEXAYHAPOAHOIO OMblTa B BbICWIKNX y4eOHbIX 3aBeAEHUSAX, MOAEPHU3ALMUS CUCTEMDI
BbiCLIEro 06pa3oBaHnsa SBNSETCA LieNbio NPodeccroHanbHOM NOArOTOBKM 6yayLMX CNeuanncToB B
KazaxcTtaHe. B cBSi31 C n3y4yeHMeM MeXXayHapo4HOro onbiTa BbisiBEHbI IBE 06pa3oBaTe/ibHble TPAEKTOPUM B
npodeccuoHanbHOM 06pa3o0BaHMK - MO METOAMKE U cucTeme. O6e o6pa3oBaTe/bHbIE TPAEKTOPUN BKIIOYAIOT
B ce6s1 CXOACTBO B OLIEHMBAHMIO KOMMETEHLNIN, NPOdECCUOHANBbHON NOATOTOBKE N BapMaTUBHOCTM TUMNOB
NoBbILWEHNSA KBaNMPUKaLUK Byaywmnx cneunanucton. M3ydeHune Kaxkaon ob6pasoBaTe/ibHOM TpaeKTopuun
onpegennno pasnnyng B NoAroToBKe CneLmManmMcToB NyTeM PacKpbITUS CTPYKTYpbl BMAoB dopmupoBaHua
npodeccnoHanbHon komneteHTHOCTH (PIK) 6yayuimx cneymannctoB. PasHoobpasne o6pa3oBaTeNibHbIX
CTPYKTYp BO BCEM MMUPE NO3BOJIUO BbIIBUTb Pa3nnyums Noaxoaos B 06pa3oBaHmnu.

KnioueBbie cnoBa: oLeHMBaHMe KOMNETEHLMIA, NPodecCHoHabHas NOAroTOBKa CneLmanmncTos,
noBblleHMe KBanMdUKaumuu.

M. E. XaHry>xuHoBa

T. K. >KypreHoB aTbiHfafrbl Ka3aK ¥1TTbiK OHep akageMusichbl,

Anmartsl, KazakctaH

KA3AKCTAHAA KOJIAAHY YLUIH BIZIIM TPAEKTOPUSAJIAPbIH KANIBINTACTbLIPYAbIH
XAJNBbIKAPAJIbIK TOXIPUBECIH 3EPTTEY

AHpaarTna:

HoFapbl OKy OpblHAApbIHAA XanblKapasblK ToXIipMOeHi eHri3y aFaanblHaa XoFapbl 6inimM 6epy XyneciH
XaHfFbIpTy KasaKkcTtaHga 6onallak MamaHaapabl Kaciou aasipnayiblH MakcaTtbl 601bin Tabblnagbl.
XanblKapanblK ToxipubeHi 3epaeneyre 6annaHbiCTbl KaciGu 6inim 6epyae eki 6inimM TpaeKTopUaChI -
aAicTeMe XoHe XyHhe 60MblHILa aHblKTanabl. EKi 6iniM TpaeKTopusacbiHa Ky3bIPETTiNiKTi, KoCibn AanblHAbIKTbI
6aranayaafbl YKCacTbIKTap XaHe 6onallak MamaHaapabiH GifiKTiniriH apTTbipy TYpAEPiHiH BapuaTUBTIAIri
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Sorokina Y. !
' PhD, independent curator, Senior Lecturer at the
T.Zhurgenov Kazakh National Academy of Arts

GRAVITATIONAL SINGULARITY OF THE <EURASIAN UTOPIA»

Abstract:

The review deals with the exhibition «Eurasian Utopia: Post Scriptum» which surveys the work of Kazakhstani
artists of the 20th and 21st century whose work combines international aspects of modernism along with
local features the traditional culture of Kazakhstan. Using the work and theories of Rustam Khalfin - who is
considered as one of the father of contemporary art in the region — as a focal point the exhibition connected
several generations of artists to explore the formation and development of art in Kazakhstan. The exhibition
was the part of ambitious project entitled «<Focus Kazakhstan» and presents an effort to offer an overview into
modern and contemporary Kazakhstani art on an international stage. Taking place from September 2018

to March 2019, Focus Kazakhstan comprises a four-part exhibition programmed in the four cities of London
(UK), Berlin (Germany), Suwon (South Korea) and Jersey City (USA). Focus Kazakhstan is a collaboration
between the Ministry of Culture and Sports of the Republic of Kazakhstan, National Museum of the Republic
of Kazakhstan, and Ruhani Zhangyru Program. The curator of Focus Kazakhstan was Roza Abenova, Head of
Centre of Modern and Contemporary Art at the National Museum of the Republic of Kazakhstan. The show
«Eurasian Utopia: Post Scriptum» was curated by Yuliya Sorokina (Kazakhstan) and Shin Eun Young (South
Korea) and took place from 27th of November, 2018 to 3rd of March, 2019 at Suwon Ipark Museum of Art.
Key words: Local Modernity, Glocality, Pulota, Nomadology, Obscuration, Singularity, Eurasian Utopia

The idea of a mega-project called
«Eurasian Utopia» which manifesting
strategy of collective artistic identity in
the territory of Kazakhstan belongs to
the artist Rustam Khalfin (1949-2008)
who is recognized here as the patriarch of
contemporary art. The «Eurasian Utopia»
as a concept of critical thinking about the
dream of a non-existed beautiful country
connecting Europe and Asia allows to show

Figure 1 — The view of the exhibition display of
the art of Kazakhstan in a fairly complete Kazakhstani modern art

We are talking about the masters of
the 20th-21st centuries who are uniting
in their work the international skills of
modernism and local features of the

time-space continuum of discursive and
formative searches of artists from several
generations (Figure 1).
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traditional culture of Kazakhstan. In world
practice, art with such indicators is called
the «local modernity» or local modernism.
It is necessary to emphasize that the basis
of Kazakhstani modern art is the co-
existence of two phenomenas - «glokality»
(Appadurai, AB. Oliva) [1], [2] and «local
modernity» (D. Agamben, C. Esche) [3],

[4]. That means that on the one hand,

our artists speak in international (global)
language of art, revealing the local features
of our time. On the other hand, our artists
of different generations for the last 30
years have been actively rethinking the
legacy of modernism (modernity), giving it
local features («<nomadic modernism» by
Rustam Khalfin, according to Y. Sorokina)
[5]. The novelty of Khalfin's approach to
the development of basic features and
development strategies of the new art

of the new state on the territory of the
Great Steppe (Eurasial®) is associated

with the complex, syncretic type of his
artistic practice. He managed to anticipate
his time and offer to contemporaries

such a model of the collective identity of
Kazakhstani art, which, firstly, would unite
all artists of a multinational country on an
essential, but not on an ethnic, cultural
basis; secondly, this model absorbed and
processed all the main universalities of the
heritage of modernism from the point of
view of local topos, that is, in fact, a model
of local modernity. According to Khalfin, the
strategy should be built on the basis of a
few things: the philosophy of the traditional
nomadic world outlook and a new nomadic
mentality according to the <nomadology»
by Gilles Deleuze and Felix Guattari [6],
which should be a formative element of

an renovated identity. Khalfin forwarded
new formal elements of contemporary art

into the local art process, and constantly
updated and conceptualized the archaic
and conservative artistic environment,
actively introducing the concept of
«discourse» in everyday life. For the first
time in the region, he began to present
to the public innovative projects in the
forms of installations, environments
and performances. At the same time,
he insisted on the need to choose a
particular path of Kazakhstani art and
again called for a return to the plastic
first principles. As often happens in the
history of art, Khalfin's efforts during his
lifetime were not appreciated sufficiently
by his colleagues. Nevertheless, the
artistic process after his death develops
according to the scenario proposed by
Khalfin. Therefore, it is logical to build a
retrospective display of Kazakhstani art
on the basis of the «Eurasian Utopia», but
with temporary and conceptual nuances
introduced by different generations of
artists before and after Khalfin’s life with
the «Post Scriptum» amendment.

Discursive determination of
Kazakhstan's art allows us to identify
a number of sustainable areas that
emphasize its character and create
a single image, each articulating the
country's cultural singularity in its own
way, focusing on its sensitivity points,
about which Gilles Deleuze wrote:
«These are turning points and folding
points; bottlenecks, nodes, runways and
centers; melting points, condensation
and boiling points; points of tears and
laughter, sickness and health, hope and
despondency, points of sensitivity» [7].

Avant-garde Discourse

The earliest work in the exposition
Sergey Kalmykov's Red Horses” was not

16 Eurasia is not only the mainland, which united Europe and Asia, but a geo-political concept, meaning the complementary
commonality and mutual influence of the cultures of European and Asian people. The term is popular in the Republic of
Kazakhstan, thanks to the idea of «Eurasianism», introduced by the cultural expert Lev Gumilyov.

" There is a legend that Kalmykov draw the sketch Red Horses, in the classroom in the workshop of his teacher Kuzma Petrov-
Vodkin, this sketch inspired the teacher to create the famous painting Bathing of the Red Horse (1912).
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accidentally marked by the year 1911.
This is the very point of the fold of the era
when the avant-garde, as a revolutionary
artistic movement that emerged in Russia
at the beginning of the 20th century,
rapidly broke into the world. Kazakhstan,
by virtue of its geo-political affiliation, first
to the Russian Empire, then to the USSR,
was in the orbit of the influence of avant-
garde artistic searches. Sergey Kalmykoy,
who called himself «the last avant-gardist
of the first call», arrived in Almaty from
Orenburg in 1935 at the invitation of
the Musical Theater® and immediately
recognized this place as his home - his
utopian universe, where he painted
fantastic pictures and made enchanting
exits to the city in self-made costumes
of unimaginable styles. During the time
of total lack of freedom and the Stalinist
terror, he managed to survive (apparently
he was mistaken for a madman), and his
mythological creations influenced many
generations of Kazakhstani artists. He
practiced artistic formats unbelievable
for the time of Socialist realism - such as
round in Circle 2 (1964) or triangular in
During the Night in the Dark series (1956-
57), while developing his own recognizable
artistic language — a mixture of figurative
and abstraction with linear inclusions
and font references situated directly in
the body of the text. He can also be called
the forerunner of conceptual art, since
he made his images for example in the
dark, or included his body in the context
of artistic expression, anticipating the
discourse of tactility.

However not many artists were so lucky
to be free creators during the times of the
Stalin regime. Many of them moved to

Kazakhstan against their will, as a result
of mass repressions of the intelligentsia
(1928-1954) and evacuation during the
Second World War (1941-1945). Among
others were: V. Sterligov, T. Glebova, V.
Eifert, P. Zaltsman etc.

Vladimir Eifert, who was exiled to
Karaganda in 1941 as a special settler
of German origin, was a multifaceted
personality in the full sense - a graduate
of VHUTEMAS; former Antiques, former
director of the Pushkin Museum of Fine
Arts in Moscow, he was forced to live in
the Karaganda region, in the collective
farm and later in Karaganda city*°.
Nevertheless, the artist works in the
cultural club, where he runs the art studio.
In parallel, he continues to work as an
artist, creating works combining the search
for a harmonious combination of new
artistic forms and thematic challenges
of the era. The Storming of the Virgin Soil
(1954) illustrates the author's approach
showing the plowing on tractors almost
like the military action of machines against
nature. The pathos of constructive labor
ambivalently coexists here with criticism of
human ambitions. The artist does not say
anything in the forehead, formally joining
the two sides of the process of developing
of natural resources.

A representative of the school of
Analytical Art?°, a pupil of the famous Pavel
Filonov — Pavel Zaltsman was evacuated
to Alma-Ata as an artist of Lenfilm cinema
studio, but for a long time it was forbidden
to him to leave the city, due to his status
as a special settler of German origin.
Zaltsman became the chief artist of
Kazakhfilm cinema studio and the artistic
director of many films, continuing to create

'8 Now — Abay State Academic Theater of Opera and Ballet.

19 Karaganda region was the territory of a vast area of the Stalinist labor camps, known under the common title KARLAG. Here
cultural figures and dissidents from the central cities of the USSR, as well as representatives of ethnic groups, regarded by Stalin
as possible accomplices of fascist Germany (Germans, Poles, etc.) have been exiled.

2 Analytical art is a method developed by Pavel Filonov and his students, starting from the principles of cubism, but enriching it
with the principle of «organic growth» of the image from the particular to the general.
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paintings and graphic works, illustrations,
writing prose and poetry, guided by his
commitment to the group of Oberiuts?*.
Keeping faithful to the principles of

the method of Analytical art, Salzman
continued to build a picture from a point,
developing the plot from the particular to
the general. Practically all his works were
made using this method, including the
portraits presented on display: Warriors of
Amangeldy (1956), Girl Student (1980),
The Carpetmakers (1982).

The avant-garde protagonists, who lived
and worked in Kazakhstan due to various
circumstances of their personal destiny,
predetermined the fate of Kazakhstan's
advanced art, influencing the local
artistic community and the very process
of development of art in the territory of
their forced habitat. They brought in local
art, which had just begun to take shape
professionally, the powerful breath of the
advanced views of the era, while at the
same time engaging the Kazakh thematic
agenda in the discursive field of the avant-
garde (Figure 2).

Figure 2 — The view of the exhibition display of Kazakhstani
modern art. A few works by Sergey Kalmykov

Discourse of romantic realism

In parallel with the avant-garde search
in Kazakhstan, the realistic school that
flourished in the era of the dictate of Social
Realism have been developed dominantly.
Kazakh artists often received education in
Moscow or Leningrad art universities, but

despite a certain unification, they were able
to bring their poetic note into superficial
hymn to labor, spread everywhere by Soviet
cultural bureaucrats. By and large, it is
difficult to find social realism of sufficient
purity in Kazakhstani art. All realistic works
wonderfully fanned by a touch of provincial
romantic. This is especially felt in the
works of the 60s and 70s in watercolor
portraits by Uke Azhiyev, in sophisticated
landscapes by Ural Tansykbaev and pasty
landscapes by Zhanaty Shardenov, the
genre nomadic pastorals by Kanafiya
Telzhanov, portraits of the astronauts

by Alexei Stepanov, panoramic hymns

to the Virgin land workers by Altynbai
Moldabekoy, in life-descriptions by Oralbek
Nurzhumayev and Adil Rakhmanov.

But especially brightly poetic realism is
manifested in the autolithographs by
Yevgeniy Sidorkin. Sidorkin managed to
create his own archetype of protagonists
of Kazakh myths and historical events. The
plastic persuasiveness of his illustrations
to the novels of Saken Seifulin and the
generalization of folk images in the

Kazakh epics developed into the symbolic
monumentality of his graffito, which adorn
Almaty public buildings. The artist who
came from Russia managed to get closer
to the idea of Kazakh identity, opening the
way for generations of artists of the period
of Independence (Figure 3).

Figure 3 — The view of the exhibition display of Kazakhstani
modern art. Art of the 2nd part and the end of 20 century

2l OBERIU is a literary group (Leningrad, 1927- early 30s), which declared a rejection of traditional forms of art, cultivated

grotesque, allogism, poetics of the absurd.
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Identity Discourse

In the 80s the art of Kazakhstan already
had a tendency to search for national
identity, anticipating the processes in
the art of the Independence period.
The new generation of artists has made
the transition from poetic realism to
national symbolism, using the legacy of
international modernism and reanimating
national traditions and historical memory.
Such artists as Salihitdin Aitbayev, who
managed to sing traditional Kazakh values
- family commitment in Grandfather with
grandson (1992) and folk traditions in
Girl in national costume (1977) in a new
manner that was influenced by European
and Latin American modernism. The
artists of the Perestroika and Glasnost era,
thanks to the informational possibilities
that have opened after the Iron Curtain??,
are actively experimenting with new formal
approaches and problematizing the issues
of the day through indirect, symbolic
statements. The situation was extremely
aggravated by the harshly repressed
protest meetings of students in Aimaty
in December 1986. After these tragic
events, such dramatic pictures as the Dog
Eating it's Puppies (1989) by Abdrashit
Sydykhanov, which symbolically referring
to the tragedy, or the Family (1988) by
Dulat Aliyev, which conveying the anxiety
of the crisis time, appeared. On the one
hand, all the authors sought to find a
formal language corresponding to the
epoch; on the other hand they try to reflect
the local peculiarities of the Kazakhstani
situation. With the attainment of state
independence, the process of searching for
identity has become extremely aggravated.
Artists of the Kazakh New Wave, who are
actualizing the search for a special formal
language again and reflecting the national
mentality, actively declare themselves.

Based on formal modernist experiments,
they create a linguistic system that limits
figurative utterances to the utmost, turning
them practically into symbolic patterns.
The themes of their utterances included
aul (kazakh village) motifs, as in the Noon
(2005) and Chemalgan (2005) by Askar
Esdaulet paintings, historical heritage
artifacts (balbals, holy places, etc.) or even
basic elements of entity (soil, air, water) in
Untitled (1993) by Galym Madanov. The
deliberate lapidary of these statements
manifested a return to the values of the
nomadic culture, but at the same time it
sharply showed the inadequacy of easel
art methods, their discrepancy to the time
and the need to move to the plane of new
paradigm of contemporary art.

The Rider's Discourse

In the context of the basic idea of
nomadic culture, the Rider's discourse is
certainly central. The rider has always been
a figure of everyday life in Kazakhstan,
but in the period of the emergence of
contemporary art, he plays the role of a
cultural indicator in the critical polylogue of
contemporary artists.

Rustam Khalfin was one of the first who
conceptualized this topic, for whom the
rider was the main figure in the author's
mythology, along with the «pulota», which
was created by him. Khalfin turns an
eyepiece formed with the hand folded
into a telescope into a body instrument
for exploring the world. Moving in his
perceptual research by touch, both in the
direct (creating a plastic object «pulota»)
and in a figurative sense (using a cam
forming fist, like an eyepiece), Khalfin
developed a palpable eye tactics, making
the perception tactile. It embodies
pulotas - the empty space between
clenched fingers, between the feet and
knees, making the body a frame of world

2 The common figurative name of the Cold War era, when information flows were blocked in the USSR.
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perception. Pulota appears in his projects
as a separate “surplus element of art”
(according to K. Malevich) [8]. In the
installation Pulotas (2004), Halfin puts
out the outlines of the pulota in the form
of black plane figures, connecting them
into a composition, adding here the Finger
ornament (1995) — the photo series of his
wife and colleague Lydia Blinova.

The idea of tactility as the basis of the
nomadic culture of perception was for the
first time presented in its full complexity
in the performance In Honor of the Rider.
The Ideal Saddle. The performance was
a creative act resembling a rite of some
kind of initiation. A naked rider brought his
racer on stage; then the artist arranged
a prepared mixture of clay on the horse's
croup, after which the rider leaped onto
the saddle and thus created a clay mould
in the form of a saddle with parts of the
human body.

To a certain degree, the resultant
imprint could be called another version of
pulota, that is, an emptiness filled with clay
and the moving act of the human body.
Only this time the fingers and palms were
substituted by the horse's croup and the
rider's seat and the work of the eye was
replaced by the work of the locomotory
system, which formed the clay imprint
(Figure 4).

Figure 4 — The view of the exhibition display of Kazakhstani
contemporary art. On the left: Rustam Khalfin. In Honor of
the Rider. Ideal Saddle (1997). On the right: Rustam Khalfin.
Pulotas (2004 ) with Lidia Blinova’s Fingers Ornament (2004)

Khalfin declared the rider as a sign,
marking the belonging to the Nomadology,
but for other artists who demonstrate the
authenticity of their land and culture, the
rider is part of their being. In particular,
Said Atabekov articulates the tradition of
coexistence with a horse as an important
cultural aspect of modern Kazakhstan. He
turns to the theme of the Rider in projects
of different years again and again. In 2017,
the artist brings together various mediums
with this theme — the video installation
Steppe Wolves. From the Battle for the
Square series (2017), the Coca-Cola
Saddle ceramic object (2017) and the
series of photos Steppe Wolves (2017).

The Battle for the Square series
represents Kazakh national game Kok-
par at the level of universal epic values.
Large shots taken from above, fragmented
footage of the “battle” remind of great
military battles and images of legendary
heroes of unclear epic and history. The
shots last painfully for a long time and
eventually suggest an actual-critical
reading of the action, which gathers up
to a hundred riders fighting for a certain
«square». Atabekov leaves the image
monochrome depriving him, thus, of real
correlation with the colorful moments
of life <here and now» and bringing his
statement to the archetypical level. The
two-channel video installation of the same
title (2017) extends the eternal «battle» by
doubling the image on the two adjacent
screens. A simple device repeatedly
increases the power of perception of the
epic nature of the battle, acting almost
hypnotically.

The photo-series Steppe Wolves
represent the participants of the game
Kok-par as if personally, although it
shows them from the back (we see
the back of the rider and the tail of the
horse). The ambivalence of the image,
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its personification and at the same time
unification again (following Khalfin) turns
concrete riders into a multitude of symbolic
horsemen, creating a kind of community.
At the same time, all horsemen are
additionally labeled with various logos

of international trade brands (Dolce

& Gabbana, Adidas, Coca-Cola, etc.),
emphasizing the consumerist commitment
of nowadays. The ceramic object Coca-Cola
Saddle is presented as material evidence,
an artifact of the real existence of the
Steppe Wolves, and at the same time a
certain sacrality, despite an unequivocal
hint at the global dictate of international
corporations, as a new form of colonialism
(Figure b).

Figure 5 — The view of the exhibition display of Kazakhstani
contemporary art. From left to right: Said Atabekov. Steppe
Wolfes. 2017. C-print, 250x400cm; Steppe Wolfes. From the
series Battle for the Square. 2017. Video-projection; Saddle
Coca-Cola. 2017. Ceramic, 30x30x47 cm.

Anvar Musrepov presents a new
generational approach to the image of the
Rider. In the media installation Jiggiting
(2017), the artist creates 3D animation
— a self-portrait in the form of a circus
rider on a virtual phantom horse. The
author's irony is aimed at the speculative
use of the rider's theme in the mass
culture of Kazakhstan and at the same
time at creating self-identification in the
wake of the nation-wide idea of the «state
of nomads». As if the author’s virtual
identification Chapan (2018) made of blue
plastic bags of the IKEA store echoes and
complements the virtual identification
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of the author. By a strange analogy, the
decoration of the bags resembles the
golden pattern of the Kazakhstan's blue
flag, by virtue of which the object explicitly
hints at the consumerization of the Kazakh
national idea.

Discourse of the Topos

In contrast to the artists who chose
the model of identity based on nomadic
culture, other Kazakhstani authors develop
an ontological approach that marks
the place of action as well as the basic
concepts and structures that determine
the nature of Kazakhstan's art as part of
the modern world. With this approach,
there is a fusion of important structural
arguments of the language of modern
art and thematic tracks that define the
characteristics of the life realities of
Kazakhstan. At the same time, the artist
does not label themselfs as an authentic
protagonists of local culture, but appear as
a «men of the world».

Yelena and Viktor Vorobyevs, artists
who formed a family and creative couple,
constructing their own seemingly separate
artistic world. This world categorically
rejects every pathos and touches the
most important essential issues of
forming mass culture as in the Baiterek
photo-series (2010), which traced the
entire technological chain of creating
a state symbol - from the president’s
drawing to numerous naive repetitions of
the country's main architectural object.
Vorobyevs openly play with their world,
making fun of the post-Soviet love of
the pompous red walkway in the Red
Carpet felt object (2011), or reflecting
on new trends in the philology of the
post-Soviet countries in the quadriptych
Global Text (2018). It is characteristic
of the Vorobyevs' creativity — to involve
in the orbit of their action the diverse
questions of the surrounding reality and
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the equally diverse media techniques.
Such polymodality of mediums emphasizes
the existential nature of the artists, «...

the work of the Vorobyevs can be called

the visual phenomenology of modern
Kazakhstan and, more broadly, of all the
former Soviet republics — a reflection of the
social, political and economic processes
that took place in this region <...>. In all
these projects, changes in the appearance
of the social environment are carefully
recorded, as well as unchanged, which

is determined, let's say, by the nature of
the landscape...» (A. Fomenko, 2015) [9]
(Figure 6).

Figure 6 — The view of the exhibition display of Kazakhstani
contemporary art. From left to right: Yelena and Viktor
Vorobyevs. Baiterek. 2010. Color photographs, Dimensions
Variable; Global Text. 2018. Color print on canvas, acrylic,
4 pieces 140 x 200 cm each; Red Carpet. 201 1. Felt carpet,
Dimensions Variable.

Itis oddly enough but the artists who
don’t touch at all the issues of national,
nomad or Asian identity, but reveal
questions of the post-Soviet, post-modern
generality of Central Asia and the whole
world are closer to Khalfin’s heritage. In
his work, Alexander Ugay has explored the
boundaries between medium, image and
memory. Ugay is characterized by the use
of materials by other artists as organic
tools for constructing his message.

A visual dialogue with Gilles Deleuze,
with the artifacts of the past and present
in time and space is made explicit in
Ugay’s film The Earth and the Shape
(2013-15). The footage of architectural
landscapes from different corners of

the world — Astana, Karaganda, Almaty,
Tashkent, St Petersburg, Seoul, Istanbul,
Sophia and others is not mere geography
but, according to Deleuze, the geography
of the mind. It is not a certain city or a
certain land, but a new global mega polis
in the state of no-shape. This freely forming
space is distorted by phantomlike figures
from Leni Riefenstahl’s films. Athletes from
Olympia (1938) serve as gestalt shapes
from time to time appearing among the
streets, squares and courtyards of the new
city as if summoned by a certain power

to mould the moveable no-shape in a
concrete structure.

Obscuratons (2017) are an author's
innovation, which allows capturing and
objectifying the image of a certain place in
the space-time continuum, while adding
additional meanings and narratives. The
object works on the principle of a pinhole
camera — the simplest analogue of a photo
apparatus, the walls of which are not only
the shape and surface of the object, but
also the body of a photographic image (the
object is covered with a photosensitive
layer from the inside). Obscuraton Pulota
(2047) refers to the heritage of the famous
Almaty artist and architect Rustam Khalfin
(Figure 7).
-

Figure 7 — The view of the exhibition display of Kazakhstani
contemporary art. Alexander Ugay Pulota (Obscuration
#5). 2017. 60x65x45cm, Installation, wood, black and white
photography, C-prints, negatives. Latitude 43°14’22.14N.
Longitude 76°56'43.37"E

Obscuraton The vertical horizon (2018)
serves as a visible axis of coordinates,

which declares obscuraton as <monuments
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of concentration» of different imperatives
of the post-epoch, creating an image
claiming «perception slots» — peripheral
vision and visual anxiety simultaneously.

The Ornament Discourse

Following the appeal of Khalfin to return
to the plastic first principles of art, the
artists of the new generation working with
ornamental patterns as with an updated
tool of contemporary art, allowing to open
a new singularity of the country with a rich
decorative heritage.

Bakhyt Bubikanova pursues a policy
of shocking the public with desacralizing,
barbaric gestures, of the artist, but in
the variant of another gender — diva-
superstar of Kazakhstani contemporary
art. Her pictorial ornamental «parsons»,
photo collages and graphic sheets are
replete with patterns of gender identity,
performances «lead» the game of hide
and seek and the search for some
Other. Bubikanova can look for modern
modifications of the Black Square, as the
point of no return and a hackneyed symbol
of crisis time, or to parody the postures
of official horse monuments in the nude.
Whatever she does, it is always a search
for a breakthrough into a new artistic
dimension. The multimedia assemblage
presented on display broadcasts the idea
of national carpet as the main sacral body
of traditional art. Preceding the theme is
Lono acrylic painting (2016) simulating an
oriental carpet, part of which is «cut out» or
enriched with the shape of a female womb,
simplified to an ornamental symbol. The
womb, following Khalfin, ramifies the space
of the carpet with its shape, snatching out
key pattern points. In unison to the pictorial
canvas, the installation Fractal (2018)
and the accompanying performance
Defragmentation of the Carpet (2018)
sound. Bubikanova produces a public
dissension of the Kazakh carpet into
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separate fragments, increasing the scale
with each action. As a result, the carpet
appears as a skinned animal carcass - in
the form of an outer frame, an inner field
and a central pattern removed from it.
Elements of the ornament after destructive
gesture became fractals — self-similar keys
or portals in Euclidean space. Destruction
incomprehensibly deepens the value and
complexity of carpet ornamentation

(Figure 8).

Figure 8 — The view of the exhibition display of Kazakhstani
contemporary art. On the left: Bakhyt Bubikanova. Fractal.
From a series of carpet destructuring. Assemblage, object
and performance "Carpet Defragmentation”. 2018. Carpet
parts, 200x300cm. Video documentation of the artwork, 6'
25"; on the right: Anvar Musrepov. Jiggiting. 2017. Media
installation, 1" 15"

Saule Dussenbina produces research
that leads her to the questions of
the formation of the archetype and
its introduction into the structure of
convergent culture of nowadays. To solve
such a complex task, she chooses the
exact medium — the field of applied design
— the design of interiors and household
items and embodies her ideas in several
series. In the series Landscapes of Astana
(2017) the artist makes sketches of
various architectural objects of Astana
adapted for a splint print illustration,
hypertrophying the absurdity of her
quasi-stylistics. The sketches imitate the
traditional Dutch tile in both the blue color
of the mural, and the square shape, and
the compositional pattern of the motifs.
Landscapes of Astana transform a large
genre into a caricature, and then it seems
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to implant it into the mass consciousness
through the subject of interior decoration
— decorative ceramic plates. The
Landscapes of Astana, like all the series
of Dussenbina with patterns, as if playing
with tactile and optical perception in ping-
pong, then snatching familiar images and
translating them into objects of thoughtful
contemplation, then making these objects
part of our home «shell», return them to
tactile zone (Figure 9).

Figure 9 — The view of the exhibition display of Kazakhstani
contemporary art. Saule Dussenbina
Landscapes of Astana. 2017. 10 plates with prints, 20x20cm
each; The Seasons. 2017. Single video, 3' 46", I Want
Chapan. 2017. Print from 10 drawings, 29.7x42cm each; on
the back: Sergey Maslov (1952-2002), Yelena and Viktor
Vorobyev. Survival Instructions for Citizens of the Former
USSR. 2005. Installation of the 10 texts by Sergei Maslov
(1997), translated into 15 languages
of the former Soviet republics.

In the series | Want Chapan (2017)
Dussenbina suggests to the popular
protagonists of art-world to try on the
Kazakh national robe, as if changing their
identity. As a result, the chapan ends up
on Van Gogh, the Vitruvian man, Lenin
speaking at the rally, Rembrandt's Danae
and others. Trying on chapan on others,
the artist invites everyone to try it on and
looking, easily imposing his presence in
this context. The presence in the context
creates the effect of an obsessive idea,
which is, in fact, each of these cliché-
patterns, which are constantly juggled
by the adherents of the new national
propaganda in Kazakhstan. Although, in
truth, this juggling is typical for any part
of the world, just the patterns change,

crossing the borders of countries,
archetypes and genres.

Natalia Dyu Melancholia multimedia
interactive project (2006) is her attempt to
“try on” the classic art of Southeast Asia.
The project features an artist who, with
a wave of a hand, creates fantastic 3D
images-patterns that poeticize the ordinary
world. The picture is complemented by
quotes from the poems of Basho and
other classics of Japanese poetry. Thus,
Dyu indirectly investigates the roots of her
identity (she is a descendant of Koreans
deported from the Far East) and actualizes
it with the help of her technological skills.

Syrlybek Bekbotaev structurises
ornamental patterns in his graphic
sheets Untitled (2018). His structures
acquire three-dimension and volume,
germinating and mutated. Despite the
abstract appearance, such a reincarnation
of an archaic cultural unit is a plastic
metaphor of modern Kazakhstani society
— essentially archaic, heterogeneous
in mental structure, but with signs of
technological mutation.

The Archive Discourse

The reverse side or a reflection of
patterning can be a growing interest
among artists in the method of expressing
statements through archiving. The creation
of structured series, artistic books,
collections and diaries revives both the
Soviet tradition of family and production
albums, and the desire to generalize the
typical phenomena of contemporaneity.

Being a sculptor by training, Yerbossyn
Meldibekov in any media uses his inherent
talent as a convincing plastic solution. In
his hands, the enameled basins and pots
take on the shape of the ridge of the Pamir
Mountains, with which people change their
names as their political attitudes change
— in the project Lenin Peak (2007-2014).
The artist collects these names and, with
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ingenious figurative simplicity, raises the
conceptual problem of «<washing the linen
of history».

Meldibekov says that he loves working
with various materials and facts, mixing
everything to create his own mythology
and history. He often jokes that it is the
“time of the pharaohs” now, and all
ideological institutions, including history,
are subordinated to the needs of this
time. Transformer (2013) and Competition
(2010-13) projects are devoted to the
phenomenon of history subordination and
attitude to it as a game. The phenomenon
of variability of seemingly timeless
monuments is considered in the project
Family Album (2006-2011) that contains
photos of the artist's family, taken at the
same place in the old days and «twenty
years later». People remain the same, but
the monumental background is changing
absolutely, according to the political
agenda. Through the artistic archiving of
facts, the artist conceptually presents a
changeable reality, which is facilitated by
the extreme simplicity of the form that
avoids technical special effects. He allows
himself only one specific technique - in
his work there is always a note of black
humor. The ontological lapidary of the
works by Meldibekov produces a powerful
suggestive effect of painful empathy for the
desire for change, latently demanded by
society and the author (Figure 10).

For several years, young artist Gaisha
Madanova has been working on the draft
conceptual magazine-exhibition Aluan
(2047), acting as the author of the idea
and artist, inviting her fellow artists and an
international curator to collaborate. The
first edition of the magazine is dedicated
to Almaty city and its artistic communities
and presents a thematic archive of
relevant texts and artifacts.

The duet of Nurbol Nurakhmet and
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Figure 10 — The view of the exhibition display of Kazakhstani
contemporary art. From the left to right: Yerbossyn
Meldibekov. Transformer. 2013; Contest. 2010-2013. In
collaboration with Boris Golender; Lenin Peak. 2007-2014.
In the middle: Gaisha Madanova. ALUAN Exhibition-Journal
(2017).

Sabina Kuangaliyeva was appeared due
to the overlapping ideas of creating a
manuscript book. The book is about the
dialogue for the important counterpoints
of the current cultural situation in
Kazakhstan. The book Qitap (2017)
includes the texts of the artists’ scribes,
their drawings, collages, sketches and, in
fact, is a personal archive, fixing the points
of view of the present through the prism
of the subjective worldview of two young
people (Figure 11).

k

Figure 11 — The view of the exhibition display of Kazakhstani
contemporary art. Nurbol Nurakhmet, Sabina Kuangaliyeva
Qitap (The Book). 2017. Handmade book, 21x29cm
The individualized form of the archive
involves the viewer in a personal dialogue-
reflection on the problems posed by artists

and returns to art an enlightening role
somewhat lost during the times of Soviet
propaganda and spectacular post-Soviet
art.
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The Myth Discourse

Along with the factual, conceptual
approach to the construction of an
artistic language in Kazakhstani art, a
figurative mythological approach can
be traced. Against the background of a
lack of scientific information about the
long and recent past, artists have the
opportunity to build their own order in
the cultural universe. Mythmakers create
their fantastic worlds, putting forward
hypotheses and creating attractive
artifacts.

Sergey Maslov (1952-2002), can
rightly be called the main figure of
myth-making in contemporary art of
Kazakhstan. He not only invented myths,
but also clothed them in the verbal form
of remarkable texts, which professional
philologists recognize as good literature.
For Maslov, the texts were an art project.
He knew how to catch the main thing
in the absurd signs of post-Soviet life
and transform them into a bright artistic
image, such as, for example, in the project
Survival Instructions for the citizens of the
former USSR (1998). Maslov wrote ten
instructions, which were subsequently
visualized by Yelena and Viktor Vorobyevs
in the form of a conceptual installation.
The artists translated the Instructions
into 15 languages of former republics of
Soviet Union and displayed them in the
form of 15 tablets with ten texts on each.
This gesture in the style of the Tower of
Babel emphasized the impossibility of the
coexistence of the author's message to
help compatriots, as well as the complete
lack of understanding of most of the
declared languages, despite the myth of
the Soviet «friendship of nations».

Maslov masterfully invented and
convincingly presented the most incredible
and absurd stories. The multimedia
project Baikonur 2 (2002) presents

Maslov as a clever mystifier. He claimed
that the Kazakhs are the keepers of the
secret knowledge of alien spacecraft.

This hypothesis is confirmed by a real felt
yurt, stretched upwards and resembling

a rocket shape. Inside the yurt, on the old
chest, there is a TV set showing strange,
supposedly archival photographs depicting
the presence of newcomers and their
communication with the ancient Kazakhs.
The installation is accompanied by a
traditional melody performed on a Kazakh
clay flute. The absurdity of the statement
and the formal extravagance do not
prevent the viewer from plunging into the
postmodern fun and knocking down the
inexorable pressure of serious nationalism
that has replaced Soviet modernist
internationalism.

Even more improbable, but also formally
convincing are cosmogonic objects by
Saken Narynov. The artist has developed
a technique that allows him to create
artifacts illustrating science-fiction theories
linked to the laws of the construction of
the universe and space. Objects Over time
and space (2014) and On the banks of the
space river (2015) clearly demonstrate
our understanding of the structure of
cosmic bodies, causing the aesthetic joy of
recognition. Narynov embodies the dream
of space. His technique of assembling
objects from small metal parts resembles
a crystal grid, as if ordered by nature itself.
The artist is a demiurge-mythmaker who
works at the intersection of science, fiction,
art and architecture. Sometimes the merry
intonation of a magician slips through the
academic seriousness of his reasoning,
forcing audience to think about the
plausibility of this artistic world (Figure 12).

The members of the group Kyzyl Traktor
(The Red Tractor) Moldakul Narymbetov,
Said Atabekov, Arystan Shalbaev, Smail
Bayaliev and Vitaliy Simakov are driven by
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Figure 12 — The view of the exhibition display of Kazakhstani
contemporary art. From left to right: Sergey Maslov (1952-
2002). Baykonur 2. 2002. Multi-media project, Dimensions

Variable; Georgy Tryakin-Bukharov. Genocide. 1990.
Assemblage mixed technique, 250x100 cm, Requiem: A Mass
of funeral. 2013, Reproduction of 1989 work, Mixed media,
78x62x108cm; Saken Narynov. On the shore of the cosmic

sea. 2015. Metal, 60x60x30cm. Over Time and Space. 2014.

Metal, 120x120x60cm.

the desire to present the Kazakh identity
as a unique part of the human civilisation
in all their artistic manifestations. Initially
the leaders of the group positioned

their movement as the Kazakh trans-
avant-garde appropriating and adapting
the ideas of eminent Post-modernist
theorists and practitioners to the Kazakh
context. The artists reveal themselves
to the world as a new valid object whose
novelty is linked to the references to the
archaic roots of nomadic culture. They
make use of the whole range of Kazakh
rituals and traditions: shamanism and
Sufism as the core elements of the
spiritual heritage; mythology and poetics
of the traditional musical heritage; the
symbolism of the local everyday objects;
authentic spectacles and specific features
of traditional everyday life. Although all
the above mentioned tools are used by
the group within a critical discourse, they
always have a Narcissist connotation. In
the works, especially in the video objects
of the representatives of the group, there
is one more «surplus» quality — they, like
the autochthonous representatives of the
divine Tengrian principle, broadcast the
viewer, in shamanic fashion, somewhat
more than what the authors originally
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meant (Figure 13).

The young artist Aida Adilbekova
joined the tradition of the mythmaking by
presenting the performance Zhestyrnak
(2018), conducting a cruel self-
identification with the monstrous heroine
of Kazakh fairy tales. The artist made
jewelry objects in the form of metal nails of
a murderer woman, into which she seemed
to reincarnate during a performance.
The public chopping off of her own
nails (in the sense of the destruction
of an archaic monster in herself) was
accompanied by the singing of a national
song. The rite of initiation of a person
from the myth convinces her to work on
the dangerous side of physicality and to
refer to the heritage of Kazakh folklore in
conjunction with the heritage of the classic
performance.

Figure 13 — The view of the exhibition display of Kazakhstani

contemporary art. Kyzyl Tractor Group. Series of Headscarves

with Group Logo Fabric, Enamel printing, 70x70cm each and
Video-archive 2010-2017.

Political gesture discourse

Despite the gravity to the language of
allegory, developed by the artists due to
certain historical and political reasons,
the ideas of actualization and critical
understanding of social processes are
close to Kazakhstani art. Many artists in
one way or another politicize the questions
posed by history and life itself <here and
Nnow».

Georgiy Tryakin-Bukharov is a

recognized master of thrash sculpture.
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His favorite materials are all those items
that have outlived their respectable age
— wheel tires, old furniture, used clothes,
and so on, and that turned out to be at
a flea market or in a garbage dump. The
artist gives these objects a second life, in
a sense, more spiritual, doing upsaykling
and turning this stuff into works of art. Its
objects dedicated to the Red Terror and the
Stalinist repressions carry a particularly
pressing note. Genocide (1990) objectifies
the figure of a monstrous dictator in the
form of a ogre consisting of small objects
of human existence. As witnesses in court,
all these details admit that we create idols
by ourselves and allow them to terrorize
everyone and everything. Requiem (2013)
appears as a monument to those who died
in the Stalinist labor camps. The trinity of
big-eyed shovels unequivocally hints at the
invocation of the highest heavenly court,
since earthly existence does not guarantee
a person freedom and happiness.
The poetics of Tryakin-Bukharov is
directly connected with the conceptual
transformation of objects that serve him
as a material. Familiar to all the images
of things served allow actual artifacts to
acquire a vertical historical attitude, which
naturally gives them a monumental sound.
Rashid Nurekeev basically works
with the classical medium of painting,
although he often becomes cramped
within one plane, and he makes strange
objects out of metal, cardboard or plywood,
which also carry fragments of his painting
quest. He himself says that the algorithm
of his work resembles a fixing camera.
The artist simply randomly sketches his
thoughts and, after accumulating enough
material, collages them on canvas or on an
object. However, his works very accurately
and timely reflect current problems with
all the features. Nurekeyev investigates
the facts of daily Kazakhstani life, often

excitingly incredible. His serial investigation
resembles sketches of a criminalist,
reflecting the train of thought and their
associative connection. He objectively fixes
faktazh and material evidence — all items
that fall into the field of his investigation,
become eyewitnesses to actual incidents.
And the conclusions, hovering in the
subtext, add up to the Hamlet's question
of the artist: why did he come to the
December square of Alma-Ata in 1986 and
suffered, defending his patriotic ideals?
The Kitchen Hatchet Series (2013-14)

is built up in an associative stream that

is quite recognizable and obvious, but
rather paradoxical. The painter-free artist
calls witnesses to picturesque meters

of the 20th century - from Baselitz to
Rauschenberg, voicing testimony in the
Kazakh language, introducing it into the
field of pictorial text (Figure 14).

Figure 14 — The view of the exhibition display of Kazakhstani
contemporary art. Rashid Nurekeyev. Bones and Aspiring
Dogs. 2016-2017. C-print serias of 5 photos on canvas,
90x120cm each, Kitchen Hatchet Series. 2013-2014. Tin,
acrylic, photo collage. 59x100cm, 66x140cm, 70x130cm,
98x101cm, 98x109cm
Photo series Bones and aspiring dogs
(2015-2018) provide deadly beautiful
evidence of the frailty of physical bodies
(the actual bone). Strangely enough, they
are not perceived as symbols of transition
from this world, to afterworld, or as an
object of desire of some conditional
«dogs». They are self-sufficient, objectified,
abstracted and aestheticized. The bones
are so laconic in their utmost immanence
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that we want to suspect the artist in deeply
hidden political senses. The artist modestly
«holds back» what he actually wanted to
say, and those guiding encodings that are
read by a sophisticated spectator familiar
with the history of art, in fact, appear to be
traps, ironically placed by the author.

Interestingly, the tradition of indirect,
metaphoric statement was adopted
by artists of the young generation of
contemporary art in Kazakhstan. At first
glance, their statements are fundamentally
different from the style of their
predecessors by their deliberately playful
character and bright fresh media approach.
But a careful analysis reveals all the same
«melting points, condensation and boiling
points» of history and modernity.

Zoya Falkova brightly colored textile
installation Cut (2016) deceptively lures
with abstract comfort, but in fact tells
about a new redrawing of the world map,
transforming the established order into
something shapeless. The artist randomly
sewed cut garments, which are sold
as rags in the secondhand. The bright
photo-series by Marat Dilman Kazakhstan
(2014-18), snatching camera-enlarged
fragments of the country's life, is devoted
to the problem of discreteness, mosaicity
and diversity of the image of the homeland
(Figure 15).

Figure 15 — The view of the exhibition display of
Kazakhstani contemporary art. From left to right: Aida
Adilbekova. Jeztyrnaq. 2018. Performance photo/video

documentation, Mixed media. Dimensions Variable, video
10'31"; Performance Program Featuring Young Kazakhstani
Artists. 2017-18. 13'13"; Video Program Featuring Young
Kazakhstani Artists. 2012-18. 26'07".
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Two video selections of performances
and videoart by young artists demonstrate
a new vision of the recent socio-political
and personal context. The compilation of
video art presents the authors using video
medium in different ways to broadcast
their political creeds. Memories of the
fateful dates of history can be traced in
the Window (2016) by Roman Zakharov;
the fusion of consumerism and religious
renaissance rises in Aida Adilbekova's
Neighbors (2016); the occupation
character of Islamic fanaticism is updated
in the clip The Dark Side of the Moon
(2047) by Arman Sein; the networks of
traditions limiting the new are shown
in Leonid Khan's Dance on the Carpet
(204.7); surprises of historical memory and
its oblivion appear in Mnemosyne Dreams
(2012) by Zoya Falkova; The speculative
use of historical stamps is presented in
The KoHeu, (2018) by Bakhyt Bubikanova.
The video program of the performance
presents the authors, participants of the
School of Artistic Gesture, who are actively
working in the performance technique.
The program broadcasts a range of painful
problems of the younger generation
and the future of humanity: More / Less
(2017) by Roman Zakharov and Arman
Sein beats up the situation of acceptance
and adaptation of artistic heritage; Aida
Adilbekova demonstrates the consumerist
user character of modern life in the
performance The Hoax (2017); Dana
Iskakova and Danamy art group present
an interactive action | want children from
Vlad (2017), where with the help of a
special softwhere involving the audience
in an experiment on human design; Bakhyt
Bubikanova sings out her pain associated
with the artist's struggle with the disease
in the performance Boztorgay (2018),
which reproduces the traditional Kazakh
song-crying (Figure 16).
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Post Scriptum (to be continued) gravity, sometimes accompanied by

The Universe of Eurasian Utopia, as discontinuities and distortions. But this is
a special region of space-time without precisely why there is an utopian hope that
clear geodesic boundaries, attracts many through these distortions and gaps the art
discourses, messages, various mediums community of Kazakhstan will be able to
and contexts. All of them are subject move into another reality of the new artistic
to certain, but not always explicable paradigm...
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CopokuHna l0.
Kazaxckas HauynoHanbHas akagemusi uckyccts um. T.K. XKypreHoBa
r. Aimarthbl, KazaxctaH

FPABUTALLUOHHASI OCOBEHHOCTb <EBPA3UHCKOM YTONUK-

0630p BbICTABKM: PeLieH3us NOcBsLlIeHa BbicTaBKe «EBpasuiickas ytonua: Post Scriptum», nokasbiBatoLLemn
TBOPYECTBO Ka3axXxCTaHCKMX XyAOXHUKOB XX 1 XXI BEKOB, rae co4eTaloTc MeXAyHapoaHble acneKTbl
MOAEPHU3Ma U MECTHblE OCOBEHHOCTU TPAAMULIMOHHON KyNbTypbl KadaxcTtaHa. Micnonb3ys NpoeKT 1 TeOpUio
Pyctama XandwuHa - KOTopbIv CHUTAETCA O4HUM U3 OTLLOB COBPEMEHHOIO UCKYCCTBA B PErMOHE - B KaYecTBe
LeHTpa BHUMaHUS, BbiCTaBKa 06beanMHNAA HECKONbKO NOKOMEHUI XYAOKHUKOB AN U3YYEHUS CTAHOBNEHMS U
pa3BuTUS UCKycCTBa B Ka3axcTaHe. BbicTaBKa 6blna 4acTblo aMBULMO3HOMO NPOEKTa Noa Ha3BaHUeM «PoKyc
KaszaxcTtaH» 1 aBnseTca 0630poM MOAEPH U KOHTeMMopapu apT KasaxcTaHa Ans MexayHapoaHOW apeHb!.
BbictaBKa Focus Kazakhstan, npoxoasuas ¢ ceHtabpsa 2018 roga no mapt 2019 roga, coctosiia U3 YeTblipex
4yacTen, v npoxoauna B YeTblipex ropogax: JloHgoHe (Bennkobputarus), bepnune (fepmanus), CysoHe (OxHas
Kopes) n yxepcu-Cutn (CLUA). Focus Kazakhstan - 310 coTpyaHMyecTBo Mexkay MUHUCTEPCTBOM Ky/bTypbl

n cnopta Pecny6nunku KasaxctaH, HaunoHanbHbiM My3eeM Pecnybnukun KasaxctaH u lMporpammon PyxaHu
HaHrbipy.
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Kypatopom Focus Kazakhstan BbicTynuna Po3a A6eHoBa, pyKoBoauTenb LleHTpa coBpeMEHHOro CKyccTBa B
HaunoHanbHoMm my3ee Pecny6nunkm KasaxcrtaH. Loy «<EBpasuiickas yronua: Post Scriptum» KyprupoBanu
HOnus CopokunHa (KasaxctaH) v LUnH blH AHr (FOxHaa Kopes); aatsl npoBeaeHus ¢ 27 Hosopa 2018 roga no 3
mapTa 2019 roga B My3ee nckycctB CyBoH Mnapk.

KnioyeBble cnoBa: oKkanbHas HoBauUMs, MOKanbHOCTb, Nyn0Ta, HOMaA0A0rUs, 06CKYPaTOH, CUHIYASIPHOCTb,
eBpa3uincKas yTonus.

10. CopokuHa
T.K. XKypreHoB atbiHAarbl Ka3aK yATTblK OHEP aKaAeMMUSIChI,
Anmartsl, KasakctaH

«EYPA3UANDBIK YTONMUAHDBIH» TAPTBIMAbI/IbIK EPEKLUENITI

Kepwmere xasabiiFaH nikip: MNikip XX xaHe XXI Facbipnapfarbl Ka3aKCcTaHAblK CypeTwlinep
WblFapMalblblFbIHbIH, «EypasunssibiK yTONUA: MOCTKKPUNTYM» aTTbl KEPMECI }aHe OCbl Kepmeaeri
KasaKcTaHHbIH OOCTYPAi epeKLLeniKTepi MeH XxanblKapasblK MOAEPHAIK acNeKTINepiHiH yrnecimaepiH
Tangayra apHanfaH. KasaKkctaHAblK 3aMaHayu eHepiHiH Kanbintacybl MeH amMyblH 3epTTey MeH Tangay
VWIH KOepMEHIH Heri3ri HasapbliHa aiMaKTaFbl Kasipri 3amMaH eHepi 6actaynapbiHbIH, 6ipi 60/1bIN caHanaTbIH
Pyctama XanduHHIH }YMbICbl MEH OHbIH TEOPUSCHI anbiHabl. Kepme «PoKyc KasaxctaH» fen aTanatbiH
amMbuumanbl XobaHblH, 6ip 6eniri, COHbIMEH KaTap 3aMaHayun eHep TeHAeHuManapra Wwony api Kasipri
3aMaHfbl Ka3aKCTaHAbl XxanblKapasnblK apeHaga KepceTyain, 6ip MyMKiHairi Topidai. «Focus Kazakhstan»
Kepmeci 2018 xblnablH KblpKYMEK anbliHaH 6actan 2019 *binFbl Haypbl3aa eTyi TepT Kananapaa
6argapnaHfaH: JloHgoHaa (Bennkobputanusa), bepnunae (Ffepmanus), CysoHe (OHTYCTiK Kopes), yxepcu-
Cutun (AKLL) xeHe TepT 6enimHeH Typaabl. <Focus Kazakhstan» - KazakctaH PecnybnuKkacbliHblH, MageHueT
YKOHe CnopT MUHUCTPAITiHIH, KadakcTaH PecnybnnKacbiHbiH ¥NTTbIK My3eni MeH PyxaHu MaHrbipy
GarfapnamMacblHblH apacblH4aFbl bIHTbIMAKTACTbIK NEH WhlFapMallbliblK 6annaHbiCKa KypblnFaH. «Focus
Kazakhstan» kepmeci Kypatopbl Po3a A6eHoBa, KasaKkcTaH PecnybnnKacbiHbiH ¥ATTbIK My3eriHaeri
3amMaHayu eHep opTanblFbIHbIH, XKeTeKLWiCi. <EypasuanbiK YTONUA: NOCTKKPUNTYM» LLOYbIHA XeTeKLWwi 6onfaHaap
HOnua CopokunHa (KazakctaH) xoHe LLUnH FOH AHr (OHTYCTiK Kopest) saHe 2018 xbinbl 27-1Wi KapallagaH
2019 xbInFbl 3 Haypbi3biHa AerniH CyBoH MnapK eHep MmypaxanblHaa KepceTinai.

TipeK cesfep: XeprinikTi 3amMmaHaywnblK, }ahaHablK, Nyf0Ta, HOMagoNorus, TYTbINy, CUHTYAAPSBUIbIK,
eypasusablK yTonus.
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AKBAPEJIb/1I
KECKIHAEMEHIH,
XAC LIEBEPI

REWIEW

MPHTH 14.35.09.

Kerxeb6aeBa J1. A.!
'T.K Kyprenos atbinarbl Kazak YJTThIK oHep
akaziemusicol, Anmatel, Kagakcras.

AKBAPEJIbAI KECKIHAEMEHIH XAC WWEBEPI

AxpaTna

Makanaga KasakcTtaH Pecnybnukackl CypeTwinep OaarbiHbIH MYLLEci, 6enrini Kblnkanam webéepi, 6enHeney
OHepiHiH ManTanMaHbl FaHn basHOBTbIH, KepKeM LWblFapMallbliblK eHOEKTEPIHAEr KETICTIKTEPI XaH-KaKThbl
KapacTblpblnagbl. COHbIMEH KaTap, CypeTwWi WhiFapMallbliblFbiHAaFbl KECKIHAEME eHepiHAEri a3y MaHepi,
eKe aapa KontaH6achl *aWnbl ce3 Ko3fanaabl. CypeTiliHiH akBapenb XaHe Manbl 605yaa XasbliFaH
TaHblMas WblfapManapbliHa cunatrama 6epinin, cynbl 609yabl MEHrepyiHAeri 63iHAIK KYHAbIbIFbl XXaWbl
anTbinagbl. CoHAam-aK *aHpablK WblFapManapblHblH TaKblpbINTapbl MEH KOMMO3ULUANBIK LWELiMiHE, CIOKETTIK
Ma3MyHblHa epeKlLue AeH KoMblnagbl. KepKeM LWbiFapMallbliblK 6HEPAIH, Ma3MYHAbIK MOHI CypPeTLiHIH,
TyblHABINAPbIH TanAay MaKcaTbliHAa HbicaHafFa anblHbIN, 0NlapFa 3epTreynep Xyprisineai. FaHn basHOBTbIH,
WblFapMalUblibIK *0Jibl MEH Ka3aK 6elHeney eHepiHaeri e3iHAIK KonTaH6acbIHbIH aca 3ep casblHbIN Ha3ap
ayaapbinagbl. OHbl YATTbIK ©HEPIMI3aiH deHoHeMi AeHremiHe KeTepeai. ABTOPAbIH MaKanacbliHAa eHep UECIHIH,
GipKaTap eHOeKTepiHe eHepTaHy TYPFbICbIHAH Tangaynap xacanblHagbl.

KinT ce3apep: akBapenb webepi, KazaKkcTaHHbIH Malfbl KecKiHaeMeci, KazaKkcTaHHbIH 6eiHeney eHepi,
KOPKEM CTWUb, KOPKEM CYPET, KOPKEM LiebepxaHa, rpaduKanblK WhbiFapma.

Tamalla KecKiHgemelli, akBapenblui, aTbliHaarbl KasakctaH Pecny6aMKachbIHbIH
rpaduk FaHn basiHoB Kasak 6eiHeney MeMNeKeTTiK eHepP MyparKamnblHbIH,
oHepiHe 1970 blngapabiH COHbIHAA Kenin KopblHAa Aa 6ipwama TyblHAblnapbl
Kocbinabl aeyre 6onabl. OHbIH KONbIHAH caKTtanfaH [1]. HerisiHeH eHep agaMHbIH
LWbIKKaH XXyMbICTapbl 9N1eMHiH, 6ipKaTap YEeKe eMipi OHbIH, WblFapMallblfblfblHa
enfiepiHie }eKeMeHLUiK XXnHaKTapaa acep eTnemn Kommachl aHblK. COHbIH 6ipaeH
cakrtanbin Typ. CypeTiiHiH, AnmarTsbl, Oip poneniH KeckiHgemelwi F.bassHOBTbIH,
Mackey, lfepmanus, GpaHums, TypKus, WblFapMallblfbIFbIHAH A aHFapyFa
benbruga, CLUA »oHe e 96inxaH Kactees 6onanbl. CypeTili aHacblHaH 6ana KesiHge,
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epTe anbipblnaabl. Con cebenTeH on

KineH anenaepaiH, anke-ananapbiHbIH,
opTacblHAa ep xeTeqi. bankan oTbIpcak,
OHbIH, LWblFapManapblHaH ocblHOaK
OTOAaChIbIK }aFaanablH KenTereH cotrepi
KepiHic Tabaabl. OpUHE, OHbIH MYHAAN
epeKLeniriH KapTuHanapblH 6ip KepreHae
6alkan Konmacnbl3. Anainaa Ha3ap ayaapa
KapafraH agamra 6yn epekluenik 6ipaeH
aHfapbliagbl. Ocblnanila eHep agaMblHbIH
HO3iK ce3iMmaepi MeH eMipai e3iriHwe
Kabblnaaybl OHbIH LblFapMallblibIFbIMEH
TiKenen actachbin }¥aTKaHAblFbIH
6anKanmbl3.

HerisiHeH cypeTwi FaHn bagHOBTLIH
MaKnbl 60SyYMEH Xa3blFaH
KapTUHanapblHbiH aKkBapenbMeH
caliblHFaH cypeTTepiHe KapafaHaa e3iHAiK
epeKlenikrepiMeH e3apa yKcacTblKTapbl
6ap. byn TyblHAbINAPAbIH epeKLLeniKTepi
KblJIKa/laM WwebepiHiH, Maiibl 609yMeH
caliblHFaH KapTUHanapblHAaFbl ©3iHAIK
atMocdepacbiHaa. OHbl KENOIP
KapTuHanapblHAarbl 6enrini 6ip TYCTiH,
6acblM 6epinyiMeH anTyrFa 60/1aTbliH CEKIinai.
An KeHenTe Mannbl 60SYMEH a3bl/iFaH
CypeTTepiHiH 63apa yKcacTbIFbl PETiHAE
MbIHa HOpCEeHi anTyFa 6onaabl. Kblnkanam
webepi TyblHAbLIaPbIHbIH, KenuwiniriHae
605yAbl KanblH, *aFaabl XXaHe CO apKbl/ibl
6enrini 6ip enwemai KepceTKici Kenegai.
CoHbIMEH KaTap eKiHLWi 6ip yKcacTblfbl
peTiHae cypeTTepiHaeri TYC epeKLenikTepiH
anTtyra 6onaabl. Mannbl 609yMeEH CanblHFaH
HYMbICTapPbIHbIH, 6acbiM KenuwiniriHae
6enrini 6ip HaKTbl TYCTi KE34ECTIPY KMbIH.
KepiciHwe TycTepaiH e3apa apanacybl
apKblaibl Nanga 60nFaH epeklle TycTep
KenTen KongaHblnaabl. Con cebenteH
CYPETLWIiHiH TybIHAbINapbl KOPEPMEHIH
€peKLle KeHin-KynmeH 6aypan anajbl.
O3iHiH TbIICbIM KYLLi MEH KapananbiM
OKWFa Xenici Ae KapTUHaHbIH, KYHbIH
OflaH 8pMeH apTTbIpbIn TYypFaHaaun.
HaKTblpaK anTKkaHaa, FaHn basHOBTbIH,
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Mawnsibl 60SYMEH Xa3bliFaH KapTuHanapsbl
©3iHiH TyC epeKLlenirimeH, KanblH 605ybl
MEH acTapbl TEPEH, Ma3MYHbIMEH 83re
CypeTLWinepaeH epeKLeneHin Typaasbl.

f.basiHOBTbIH aKBape/ibMEH X*Ka3blnfaH
¥YMbICTapblHa KanTa opanap 6oncak,
COHbIH, 6ipi «Kenennep» gen atanatblH
TyblHAbICHI (CypeT 1).

CypeT 1 — «Kefennep», Karas, akBape/b.

KapTuHaga apkacbl MeH KOnblHa
nop6anapbliH acblHFaH, TasiK ycTaraH
ep MeH anengiH o6pasbl CypeTTenreH.
OnapablH Xy3iHEH TOTbIKKaH, 6MipiH
CblHAApPNbl COTTEPIHEH WapLwaraH
ajamaapablH KenniH kepyre 6onagbl.
[ece ne onapAblH apfbl }aFblHOAFbl
lap6aKTaFbl €Ki CbI3bIK 6Mip/iH OCbIHAAM
KWbIH Ke3eHiHeH eTyre 6onaTblHbIH, 6YN Aa
YyaKbITLIa KE3€EH EKEHiIH BENHENenTiHAEN.
KenennepaiH con eKi cbl3bIKTbIH, KaK
opTacbiHAa 6enHeneHyi onapabiH
TafFablpAblH OCbIHAM KbICMaKThl, Keaen
Ke3iHAe KYPreHairiH yKrolpaabl. An
onapAblH 9NriHae auTKaH €Ki WeKTi
CbI3bIKTaH acblin, ajnfa Kapaw }ypin 6apa
¥aTKaH 6enHenepi MyHaam KMblH KE3EHHEH
[le eTETiH KYH anblC eMeC EKEHJIriH,
Kedennik Te etneni Ke3eH eKeHiH YKTbIPbIN
TypfaHaan. AnablHAa ep aaaMm, OHbIH
apTbliHAa KONTbIKTaFraH alMen agaMblHbIH
o6pa3sbl Aa eTe acTapibl, TOPOUENTK MOHI
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30p KepiHic. Onawn aenTiH cebebimis, Kasak
XallKblHOa YMAiH oTaFachl, ep ajam KallaH
[a GipiHwWi 6onaTtblH 601FaH. An aven
60Jica KaW yaKblTTa aa epiHeH 6ip caTbl
TOMEH TypaTbIHAbIFbIH KblKanam Lweoéepi
o6pa3fbl TYpAe 6Te }aKcbl 6epe BinreH.
CoHbIMEH KaTap, oven agambl epiHiH
KOJIKaHaTbl, IeMeYLiCi eKeHAiriH OHbIH,
€piHiH KOJIAblFbIHAH YCTan TypFaH KonbliHaH
aHfapyfa 6onagbl. OcblHaan ap6ip aeTanbai
MOH-MafFblHACbIMEH XETKi3e binrex
CypeTLli KapananbiM FaHa KepiHiCTeH
TepEeH MaFblHaHbI i3aenTiHaen. EHairi
}epae KapTUHaHbIH, Kocibn Typaeri canbiHy
lwebepnirine TokTanap 6oncak, 6enHeney
oHepiHaeri 6acTbl 3aHAbIbIK KONTEHKEe MEH
apbIKTbIH, 6epinyi atanmbll TybIHAbIAA
Lwebep ¥a3zbliFaH aeyre TonbikTan 6onabl.
faHun basHoB 6y KapTUHaCcbIHAA akBapesb
605ybIH }eHin KonaaHa 6inreH. CoHaan-
akK ayblp TYCTEPMEH cany apKblibl CYypeTTi
YKaKCbl KecKiHaen 6inreH. Kbinkanam
webepiHiH «<Kegennep» atTbl KAPTUHACHI
oeTe COTTi WhblKKaH TyblHAbLIAPbIHbIH, 6ipi
[Jen auTyra TOJIbIKTal MYMKIHAIK 6ap.
faHun basHOBTbIH aKBapenbMeH
Yas3fFaH Keneci eKi TyblHAbICbl TaKbIPbINTbIK
afblHaH Aa, OKUFa XKeniCiMeH KaHe OHbIH,
OTKEH Xepi 6oKMblHWa aa 6ip-6ipiHe eTe
KaTTbl YKCanabl. <YL COKbIp» (CypeT 2)
*oHe «CoKblpnap» TyblHAbICHI agamaap
apacblHAaFbl 9/1Ci3 TONTafFblapbIH

CypeT 2 — «YWW COKbIp», KaFas, akBapesb.

cypeTTeni. EKi KapTHaa weTi MeH LWeri
YOK y3aK *Konja KeTin 6apa »aTkaH 3aFun
aHaap 6enHenerreHd. Ocbl opanaarbl
KapTuHanapablH TeK B6ip FaHa anbipMachl,
0N anfalliKbl cypeTTe yw agam 6osca,
KEeWiHri KapTMHada ofaH co/l FaHa Kebipek,
6ap 6onfaHbl 6ec agam 6enHeneHreH. An
KallFaH 3NeMeHTTepPi, OKUFaHblH 6TKEH
OpblIHbI, 3aFUMN XaHAapAblH, XKypy 6aFbiThl,
6apnblfbl Aepnik 6ip-6ipiHiH Kewipmeci
icneTrec. Anana anfallKbl KapTuHa
KYHAI3r yaKbITTbl KOPCETCE, KEWiHTI
KapTuHa TaH 603apbIn aTbin Kene }aTkaH
yaKbITTbl KepceTin Typ. Kanan gereHmeH
[le KapTUHanaparbl OKUFa efici 6ip.
OMipaiH KepyeH XonblHaa 6ipey ToMbIN
ceKipce, 6ipey TOHbIN CEKipeTiHi ceKingi
KO3 }aHapblHaH anblpbliFaH KaHaap
KallaH aa 6ipeyaiH KemeriHe MyKTax
60bIMN KeNeTiHi XacblpblH emec. Ananja
FaHu bassHOBTLIH KeninKkepnepi esrenepmid
KeMeriHe cyneHbecTeH, eMipiH 6ypanaHbl
Ken XOonblHaa 63 6eTTepiHLIe, 6ip-6ipiHe
aemey 605biM, 63 }onaapbiH 634epi Taybin
Kene xatblp. OcblHAaM KenintepiHeH-

aK onapablH eMip aFbiCblHa Kapchbl Ky3e
OineTiH, KanpaTTbl Aa Kancap, KaHe eH,
6acTbICbl, 6Mipre AereH Kyltapblifbl
YKOFapbl }aH4ap eKkeHAiriH 6ankanmbl3.
Onap cbIpT Ke3re MensiHLLEe asHbIWThI,
*abblpKay KepiHreHiMeH onapablH ilwTe
¥aTKaH 6onalaKKa AereH ceHimainiri
anfa Kapaw xeteneyne. AngapbiHaH

He KYTin TypFaHblH 6iiMece ae 3afun
aHaap TeK KaHa anfa Kapaun Kagam
6acyaa. An oflapiaH TbiM anbiCTa XaTKaH
aybingbiH 6enHeci 6yHaan kypaeni ge
KWbIH KE3EHMEH eMip MYpPIn XYpreH
aHgapablH 6ap ekeHpiriHeH 6enxabap
E€KEeHJIriH KepceTin, aybl1ablH KEerini Mynrin
TypfaHaan. PacbiHAa aa, WblHaWbl 6MipaiH,
e3iHAe 3aFun }aHaapablH KYWiH KeLwlin
WYPreH KaHlama XaHgap 6ap eKeHairi
acblpblH emec. An onapablH, 6acbiHaH
OTKEpPreH Kypaeni Ke3eHi MeH KepreH Typii
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KWbIHAbIFbIH KapananbiM agaMmaapabiH,
TYyCiHe Kolobl eKiTanan. Onapfa gerex
OCblHAan caNKblH KapblM-KaTblHacC
KapTuUHaa XKaKCbl cypeTTenreH. HeriziHeH
TYbIHAbIHbIH CanblHy Webepniri Typanbl
anTap 6oncakK, KbliKanam weobepiHiH,
KapblK NEeH KeNeHKeHiH 6epinyi, 6ip peHKTi
TYCTiH 6aCbIM/iblfbl CbIH/bI TYP/i KOCi6K
webepniktepiH 6anKkay KubiH eMeC.
Hannbl anFaHaa FaHn basHOBTbLIH, Kancibip
KapTUHACbIH abll Kapacak Ta onapablH,
9pPKaNCbIChl TAKbIPbINTbIK XafFblHaH MYAT
KeTKeH emec. }KaHe con TaKbIpbINTbl ally
6apbiCblHAa elWTeHEeAEH asHbIN KaaManabl.
Con cekingi »kxofapblga atan eTKEHIMI3AeN,
COKbIp agamaapblH TaFablpbliH

CYpeTTEreH Kbl/iKaslaM WebepiHiH epeKLle
Kblpbl KQPTUHAHbIH, TaKblPblObIH alla
OinreHairiMmeH KepiHin Typ.

2014 xbinbl FaHW BasHOBTbIH,
aKBape/ibMEH *a3sblFaH XKYMbICTapblHbIH
6acblH KOCKaH «AKBapesnb. FaHu basH» atTbl
KepMmeci 6TKeH 60naTbiH. ATasMblLL
KepMere Kblnkanam LiebepiHiH,
lebepxaHacbiHaH anblHFaH 40-Ka *yblK
TYbIHAbINAPbLI KOWbIAAbI. OCbl KEPMEHIH,
6apbiCblHAa aKkBapenblli 63iHiH, iLKi
ToNFaHbICTapbl MeH NiKipnepiMmeH 6eicKkeH
6onatblH (cypeT 3)

CypeTt 3 — «bacTtaHfbl», KaFas, akBapenb.
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«FaHn bagHOB aKBapenbMeH XYMbIC
iCTey YLiH epeKLle pyxaHU KYLI-KyaT KepeK
9pi 0/1 Ke3e KecKiHaeMeHi KOs TYpFaH eH
nen ecenteni. Mannbl 6oslyaa Kepcete
anMaraHblHObl aKBapenbae KYHripT
TycTepmeH 6epyre 6onaabl. CypeTLliHiH
aKBapenbaepi MYNTIKCi3 TYCTIK LWeLliMiMeH
oHe daKTypanapbl MEH CbI3bIKTapblH
aca webepnikneH Tamalla Koca 6inyimeH
epekweneHeai. On akBapenbaiH acepi
60/1bIN WhIFYbIH aNAblHfbl OPbIHFa
KOMMaWnbl, OHbIH, Jepbec }KoHe MbIKThbI
MaTepuan eKkeHairiH KepceTKici Kenepi»

[2, 6. 86]. PacbiHAa fa, akBape/ibMeH
YMBbIC ¥acay YLWiH acKaH ce3iMTanablK
NeH Te3iM, Y/IKEH KayanKepLlifik KaxeT.
CoHja FaHa casiblHFaH *YMbIC aKCbl api
el }epi 6yniH6en WblFaTblHbI *acblPblH
emec. An FaHun basHOBTbIH 6elrHeney
OHEepIHIH iWiHaeri ocbl canaHbl, aKkBapesb
TeXHMKaCbIH TaHAaybl Aa TeriH emec
6onap 6ankimM. }ofFapblga TOKTasnbIN
OTKEH KOPMEHIH MaKcaTblHa Kenep
6osicaK, akBapenblui FaHn basHOBTbIH,
o3i anTKaHan, akBapesib 605YblHbIH, KEH,
MYMKIHAIrH KOPCETIN, OHbIH 63iriHwe
fepbec matepuan eKeHairiH goenenaey
60nbIN Tabblnagbl. lereHMeH, akBapesib
Kasipri Kasak 6erHeney eHepiHae ani ae
©0JICbIH TOJIbIK CbIpbl allblla KOMMaraH,
cypeTLlinep Ken KongaHa 6epMenTiH
TaHCbIKTay MaTepuan 60bin oTbip. An
Ka3akK 6elHeney eHepiHiH TapUXblH
napakxrtap 6oncak, 9. Kactees neH Y.
OXMEB OCbl aKBape/ibMeH CypeT cany
TEXHUKACbIHbIH caycaKneH FaHa caHap/blK
Xac webepnepi 60aFaHabIFbIH Binemis.
An 6yYriHri KyHAE onapAblH, i3iH *}anfayLllbl
peTiHae aFa OyblH eKingepiHeH akBapenbli
faHun basaHoBTbI anTyra 6onagbl. OHbIH,
¥YMbICTapblHa Kasipri keaae KepepmeH
TapanblHaH XXafFbiMAbl NiKipJep anTblbin
XYPreHairi cypeTLli eHepiHiH XoFapbl
[IeHreniH KepceTce Kepek.
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CypeTLimeH TingecKkeHae
©3iHiH 6enHeney eHepiHe aereH
KbI3blIFYLLbIIbIFbIHBbIH, 6ana Ke3aeH
6acTay ajifaHblH aWTa Kenin, eH anfallKpl
CYpeTTepPiH KapananblM KapblHAaLUNEH
canfaHblH eMipeHe eciHe anabl. An
6osiymeH 6ap 6osFaHbl ecenin, ec 6inrex
laFblHAa, LlaMaMeH OH CEri3 acblHaa
cana 6actaraH. bana FaHuablH, 60MbiHAA
KepKEeMCYpPETKE AereH Kbl3bIFyLLbUIbIK
60/IFaHbIMEH, Bip KbI3bIFbl 4@ COJ1, ON
©3iHiH GiNiMiH XeTingipy *onblHaa Kan
OKY OpPHbIHA TYCY KaKeTTiriHeH mynae
xabapbl 60n1MafFaH eKeH. TeK KepLinepiHiH
aunTybIMEH, Kenep Xblibl AnMarhl
KepKkeMmcypeT yunnuuieciHae ConyKoBTbIH,
lebepxaHacbiHAa 6iniM anagbl. CypeTwi
©3iHiH WblfapMallbliblFblHA KiMHIH
bIKNanbl 60NFaHbIH Aa *KacbipMaabl.
ANTyblHa KapafraH/a, *ac Ke3iHe opbIC
cypertuwici M. A. Bpy6enbfiH *yMblCTapbiHa
KbI3blIfyLLbINbIFbl 60N1FaH. KeliH, yaKbIT
oTe Kesne baTtbICTbiH 6erHeNney eHepiMeH,
aTaKTbl CypeTLiiepiMeH TaHbICKaHHaH
KeuniH xxoparoHe, 1. Benackec cblHAbI
TaHbIMas CcypeTwifiepain, TyblHAb1apblH
¥oFapbl 6arananTbiHbIH eTKi3ai. Jece
[ie, onlapAblH 63iHiH LWblFapMallbl/iblfblHa
TiKenen acep €TNenTiHAIrNH allbIin anuTTbl.
On e3 webepniriH WaKipTTepiHe YMpeTin
Kenrex 6inikTi yctas aa 6oa 6inai.
belHeney eHepiHiH caH anyaH Kblpbl MeH
CbIpblHa KaHbIKTbIPFaH ycTas LWaKipTTepiHe
«CYPETLUiHIH eH KYHAbl apThIKLWbI/bIFbI,
0N ©3iHiH, XOoNblH Taba 6inyi» eKeHAiriH
YHEMI anTbIn OTbIpaTbiH KepiHeai. Jece ne
LIOKIPTTEPIHIH apacbliHAa COHAaM 63iHiH,
Japa }onblH Taba anMan KeTkeHaepi ae,
KepicCiHlWe, OCbl 6HEPAIH, KeTeriHae KeTin,
©3 apHacblH TanKaH4apbl aa 6ap.

FaHn basHOBTbIH, LWbIFapManapblHbIH,
6acbIiM KenuwiniriHae A3nanbiK KONOPUT
6acbiM. MyHbl Kbl1Kasam LebepiHiH,
e3i e pacTtangbl. OHbIH anTybIHA
KapafaHia, EyponaHblH Aa, e3reHiH, ae

TaKbIPbINTbIK, CTUNb/IK 6afFbITTapbIMEH
TaHbICbIMN, KENGIP YMbICTaPbIH CON
O6afbITNEH canfaHbIMEH aKblPbl COHbIHAA
LLUbIFbICTbIK, A3UANbIK 6afFbITTbl, 6EMHEHI
©3iHIH LiblFapMallblfblK ¥OJblHbIH 6aCThbl
KaFuaacblHa anHanabipabl. CypeTii apb6ip
KapTUHAaCbIH canyaa KaHLwwanblKTbl KyLU-
MirepiH, Wwebepnirid })}ymcaraHblMEH OHbIH,
YMbICbI Typasibl 3amMaHaactapbl MeH
*aKblHAaPbIHbIH NiKipi MaHbl3bl EKEHAITIH
antaabl. COHbIMEH KaTap eMiphiK XapblHbIH,
[la 63iHiH WbiFapMallblUlbIK }oMblHAA
avTapnblKTan acepi 6ap eKeHiH allbin
anTTbl. GKybanbiM Kbi3blnopaaHblH Kbi3bl
©0NFaHablKTaH, OHbIH 60OMbIHAH, cenney
MOHEPIHEH, XYpiC-TypbICbl MEH KapbIM-
KaTblHaCblHaH Ka3aKbl/bIK €Cin Typaabl.
CoH/bIKTaH MEHIH, LWblFapMallbl/iblFbiMa
TiKenen 6onmaca fa, *annbiiama acep
eteni»,-genai FaHn basaHoB. On 63iHiH,
CYPETKEPNIK }OoNblHAa eH a/abiIMeH Man/bl
605yMEH }KyMbIC acaFaH. Con xonja
TaHbIManAbl/biKkKa Aa ne 6ona 6actaibl.
KeliHHEH aKBapebMEH XYMbIC icTel
6acTtaraHga 6yn 60ayablH KypAaeniniri MeH
TEpPEHAIriH yrblHa 6acTanabl. CypeTui
aKBapenb/i anfalllblHAa oW FaHa
KapananblM 605y, OHbIMEH }YMbIC }acay
OTe OHaW Aen onnaraHblH Aa »acblpMan/bl.
bap 6onfaHbl akBapenbMeH TypaKTbl Typae
YYMbIC }Xacal 6acTaraHHaH KeWliH FaHa
OHBbIH, 6YKiN 601MbICIH TYCiHE 6acTanbl.
CoHFbl Ke3e OCbl aKBapebMEH Xa3bl/FaH
*YMbICTapPbIHbIH, apacbiHia 63iHiH
KOHiNiHEH WbIFbIM XXYPreH KapTuHanapsbl
Ja 6ap cekingi. Kbinkanam webepi FaHu
basHOB e3iHiH 6ip aHriMeciHae 6eHeney
eHepiHaeri e3iHiH gapa *Oo/blH, CypeTLLiNiK
TiNliH OCbl aKBapesbleH TanKaH4blFbIH
allbIN anTTbl.

HerisiHeH KblIKanam webepiHiH,
aKBape/ibMeH ¥a3ablifaH TyblHAblNapblH
GipHellle ToNnTaMara 6enyre a6aeH 6onaabl.
OHbIH XXYMbICTapblH capanan oTblpbIn 6ip
HapceHi aHFapyFa 6onagbl. On —
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TCYPETLLiHIH OT6acbiHa AereH maxabobarbi.
Con cymicneHwiniri oHbl caHacblHAA
CaKTanblN KanfaH ecTenikrepimeH éenicin,
OHbl Kara3 6eTiHe TyCipyiHe utepmenesi.
bana faHu aHacblHaH epTe
anblpblIFaHiblKTaH OHbIH KaCblHaH YHEMI
anKesnepi Tabbinbin oTbipAbl. OTO6ACLIHbIH,
6ap/iblK MyLLENepi KelKe Kapan 6ac
KocaTblH. Cofl COTTEPAEH KYHi BYriHre aeniH
6ana FaHuablH eciHae anKkenepiHiy e3apa
KYOip-Ky6ip aHriMeci, KEPOCUH LaMbl, OT,
OTbIPFaH Kapus MEH OHbIH KacCblHa }afanamn
OTbIpFaH 6ananapabiH 06pasbl cakTasbin
Kanabl. CogaH 6epi FaHn BasHOBTbIH,
*YMbICTapblHAa conblblK punocoduraa
KaH caKTaWTbIH OpblHFa TEHECTIpinreH
LaMLblpak opbliH Tabagbl (cypeT4).

CypeT 4 — «3H canylublnap», Kafas, akBapenb.

An «<Konaywbinap» }oHe «YpreHiwke
Kallly» aTTbl KapTUHanapbiHaa
KellneHAainepaiH MoHriiK TaKblpblObl
KepiHic TankaH aeyre ae 6onaabl. byn
TYbIHAbINAPbIHAAFbI OKUFa Kenici emipae
LWbIHaMbI TYpAEe 6onfaH. KecKiHaemelui,
rpaduK }KoHe akBapesblli FaHu
BbasaHOBTbIH Kbl/IKa/JlaMblHaH LbIKKaH
TYbIHAbINAPbLIH Tangan, Tankbinan
Kefie KOpbIThIMN anTap 60/CakK, OHbIH,
ap6ip KapTUHAaCbIHaH CYpPeT OHEPIHIH
©3iH/liK canMarbl, CypeTLLiHIH aBTOPSbIK
KoNiTaH6ackl MEH anpblKLla Ke3Kapach!
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cesinin Typaabl. On 63iHiH TyblHAbINAPbIHA
KapanamblM TaKblpblN NeH KapanamnbiM
OKWFa XeNiCiH TaHaan oTbIpbIn

acTapibl TYpae TepeH MOH-Ma3MyHFa
wetenengi. Con apKbiibl eMipaiH

MOHi MEH MafblHaCblH, OT6ACbISbIK
KYHObIIbIKTAapAblH eMipaeri 6arachbiH,
ajlamap apacblHAafrbl Xincis 6annaHbiC
NMeH Ha3iK ce3imai xeTKiseai. OHbIH,
KapTWUHanapbiHa KapafaH ajam ilTen
YKaH TbIHbILWTbIFbIH TabaTbIHbI CO3Ci3.
OnTKeHi FaHn basaHOBTbLIH, XXyMblCTapblHaH
KaHaau fa 6ip 6ac KaTblpap/iblK
LWblpFanaH KepiHicTep MeH FanamiblK
Macenenepai KesaecTipy KublH. EceciHe
KapanarblM FaHa oKe MeH Luelle, anKe
MeH KapblHaac, ycTa3 6eH LWaKipT, 6aun
MEH Keewn CbiHObl Kerinkepnepai Kepyre
6onajbl. ©3iHi3 6anKan oTbipFaHgan, oyn
Keninkepnep 6apwamMbl3ablH, KYHAENIKT
Ke306€eH Kepin, aHriMe-ayKeH Kypbin
XypreH agamaapbiMbl3. bipak cypeTLiHiH
ON-KUANbIHbIH, KYLWTi 601FaHbIFbIHbIH,
ocepiHeH 6i3 6yn Keninkepnepai

6acKalla Ke36eH, e3relle Ke3KapacneH
Kabbinganmbi3. bankim 6yn ga 6onca FaHu
BasHOB CbiHAbI KblKanam WebepiHiH,
KociOu BiNiKTiNIri MeH }oFapbl AeHrenaeri
CypeTLLi eKeHAiriHiH aganeni 6osca Kepek.
OHbIH, TafFbl 6ip ganeni, cypeTLiHiH Tyc
6epyperi epekuieniri. F. bBasHOBTbIH
KenTereH KapTuHanapbiHaH 6enrini

Oip aMKbIH 1a KaHbIK TYCTi KOpy KMblHa
cofaabl. Cebebi on myHaan 6apluara
6enrini Tyctepai TyblHAbINApbIHAA Ken
KongaH6anabl. KepiciHwe con Tyctepai
Oip-6ipiMeH yrnnecimainikre apanactbipa
OTbIPbIN 63rewe 6ip Tyc omnnan Tabagbl.
COHBbIH HOTUXKECIHAE 6enHeney eHepiHaeri
KongaHblnaTblH TYCTEPAiH KaTblM KanFaH
3aHbl/blFbIHA KapcChbl TYPbIM, 634iriHLle,
KoCibu Typfblfa 63iHiH Aapa ¥OJblH
TaHgangbl. Ocblnanwa FaHn basgHoB 6YriHri
Kas3ak 6elHeney eHepiHaeri ecimi enre
Oipwama ageHrenae TaHbiMasn CypeTLi
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Ty/IFacblHa avHanbl.

Jdemek, Kasipri »ac cypeTLli 6ybIH aa,
ara 6yblH eKingepi ae 6ipiHLWIi Ke3eKTe
VJITTbIK KYH/bIbIKTapbIMbI3/bl €CTEH
LWblFapMaraHbl XeH aen 6inemis. 9pb6ip
TYbIHAbIMbI3[a YTTbIK Nen cesinin typca,
onemaeri KentereH xanbiKTap 6i3ai
conan Kabbliigaca, oHla Kasak XasKbl
YLWiH coAaH acKaH KYHObINbIK KOK AeCeK
KaTenecneuTtiH 6onapMbli3. OpuHe, Kasipri
KOFaM }KaHallblNAblKTbl, 63relenikTi,
KalTanaHb6ac 6enHeaeri cypetrep/i
Tanan eteai. Conam eKeH aen ynTTbIK
KYHAbUIbIKTApbIMbI3Abl 6enHeney eHepi
apKblibl 9NeMre TaHbITy KepeKTiriH apbip
cypeTLi Ty/fa »aAblHAa caKTaca Kyba-Kyn
oonaTblH efi.

FaHn basHOBTbIH 63i anfallblHAA
aKkBapesb 605yblH Kapanamnbim
6089Yy/blH TYPiHE KaTKbI3bIM, OHbIMEH
KYMBbIC ¥acay/bl OHanfa caHafFaHblH
*acblpManabl. Ananja akBapenbiiH,
©3iHAIK Cblpbl MEH KUbIHAbIFbI 6ap EKEHIH
OHbIMEH }YMbIC Xacan 6acTaraHga 6ipak
Ginepi. PacbiHaa na akBapesibMeH Kasy
e3re 6osiynapra KaparaHia Kypaeni api
Ho3iK 60nbIN Keneai. OHAa KblTIKanaMHblH,
9p6ip CbI3bIFbl MaHbI3/bl P/ aTKapabl.
Hannbl akBapenb 605ybIHbIH epeKLweniri
OHbIH MengipniriHge *atblp. CypeTiwi FaHu
basgHoB akBapenbi KonaaHfFaHAbl 6epi
OHbIH KECKiHAEMEe eHepiHiH, iWiHaeri eH
9CcepnNi TYpi eKeHAiriH TyciHeai. Ocbinaniia
on 6enHeney eHepiHaeri e3iHiH gapa *oJbl
MEH CYpeTKepniK TiJliH OCbl aKkBape/beH
Tabagbl. backalua anTKaH4a, KblIKanam
LebepiHiH 63iHAaIK CTUNi peTiHae
aKBapenb 605YyblH anTyFa 6onagpl. *annbl
faHn basHOBTbIH TYbIHAbLIAPbIHbIH,
TaKblpblObl }XOHE CIOXETTIK XKefici eTe
KapananbiM. bipak cofaH KapamacTaH

«OHbIH acTapblHafFbl TEPEH A€ Ma3MYH/bl
OWbl, GUNOCODUANBIK MaFbIHACBIHbIH,
LeHOepiHae WeK KoK aeyre 6onaabl» [3].
KbinKanam weobepiHiH TyblHAbINAapbl 63iHiH,
¥blJIbl KOPIHICIMEH KepepMeHiH 6aypan
anapbl €e3cis.

faHun basHOBTbIH Kancibip KapTUHAaChIH
anbin Kapacak Ta oJaH TYCTepAiH,
KoNaaHblny epeKlueniriH 6ankamay
MYMKiH emec. Mai/ibl 609yMeH Hemece
aKBape/ibMeH Xa3blfiFaH Ke3-Kerex
TYbIHAbICbIHAA Kapacak, OHAa TYCTePAdiH
HaKTbl 6ip KaHbIK Tyci He 60nMaca anKblH
LUeKapachl oK. bap 6onfaHbl 6ip-
OipiMeH acTtacebln, 6ipiHe 6ipi CiHin KeTKeH
TYCTEPAIH, LWEKCI3 epKiHAiriH Kepemis. byn
[a 6onca cypeTLWiHiH eHepiHaeri epKiHAIKTI
aHfFapTbIn, 63iHAIK ToCiNiHEH Xabap 6epin
OTbIpFaH cekingi [4].

Hannbl Kasipri Kasak 6erHeney
OHEPIHIH XaH-XaKTbl JaMybl }0blHAA
faHn basaHOBTbIH aKkBapeibMeH *a3bljiFaH
KapTUHaapbiHbIH KOCKaH YNeci )eTephiK.
Onan penTiH cebebimia, Kofapblga anTbin
OTKEHIMIi3[len, akBapesibMeH YMbIC XKacay
acKaH cesimTanblK NeH MYKUSATTbIIbIKTbI
KaeT eTEeTiH Kipnnas canacol
60/IFaH/blKTaH LWblFapMallbl/blK ¥0NblHAa
aKBapesnbji NanjanaHaTtblH CypeTLinep
¥OKTbIH Kacbl. Kadak 6enHeney eHepiHiH,
TapuxblHaH BiNeTiHIMI3aen, akBapesb
605ybIMEH YMbIC }acay/blH xac
lwebepnepi ataHrFaH ©.KacteeB neH
Y.OXM1eB CbIHAbI TYFanapablH TyblHAblNapbl
OCbl canaHblH ayhapnapsbl geyre 6onagbl.
An 6yriHae coHaaw yabl TyFanapablH, i3iH
¥anfaraH akBapenblli-KecKiHaeMelLlici
peTiHae FaHn basHOBTbIH, €CiMiH
KasakcTaH 6eliHeney eHepiHiH TapuxbliHAA
MaH[i caKkTanagbl.
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KeHxebaeBa J1.A.
Kasaxckas HaunoHanbHas akagemus uckyccts umenn T.K. }ypreHoBa, Anmarsl,
KasaxcTaH

MACTEP AKBAPEJ/IbHOM }XMBOTMUCH

AHHOTaUMA

B cTaTbe paccMaTpuBaEeTCs TBOPYECTBO U3BECTHOO XYAOMKHUKA, YneHa Colo3a XyAoHUKOB Pecny6nKu
KasaxcraH, MacTepa akBapebHOM Xusonucu FaHu BasHoBa, a TaKkxKe NpoCcnexnBaeTcs TBOPYECKUN
MyTb XyAOXHUKa B 06/1aCTU 306pa3nTeNbHOIO UcKyccTBa. Oco60e BHUMaHWe yaenaercs cneumnpure
XY[IOXECTBEHHOIO A3blKa, 3aKOHOMEPHOCTAM €ro Pa3BUTUSA U MecTa 06Pa3HO-UBOMUCHOM CTPYKTYpe
NPOVU3BEAEHWIA, OMUCHIBAET M3BECTHbIE MPOU3BEAEHUSA XYAOMKHWUKA, HanncaHHbIe B aKBapesbio U MacoMm.
0co60€e BHUMaHUE yaenseTcs TeMaM U KOMMO3WULMOHHbBIM PELIEHUAM KaHPOBbIX MPOU3BENEHUI, CIOETHOMY
cofep:aHuio. ABTOp paccMaTpuBaeT YPOBEHb XYAOKHUKa Kak hpeHoMeHa B 06/1aCTU HaLMOHaIbHOMo
M306Pa3nUTENIbHOrO UCKYCCTBA. A TaKxKe AaeTcs NOAPO6HbIN MCKYCCTBOBEAYECKUIA aHanna Mo OTAebHbIM
BUAaM paboT XyAOXKHUKA.

Kniouesble cnoBa: MacTep akBapenu, MacisHas uBonuck KasaxctaHa, n3o06pasuTesisHoe UCKYCCTBO
KasaxcraHa, Xy40XeCTBEHHbIN CTUIb, XyAOXECTBEHHbIN 06pa3, }MBOMUCHaA MacTepcKas, rpadpuyeckoe
npoussefeHue.

Kenzhebayeva L.A.
Kazakh national academy of arts of the name T.K. *XypreHoBa, AnmaTbl, Kazakhstan

MASTER OF WATER-COLOUR PAINTING
Abstract

In the article it is examined the work of Gani Bayanov, who is well-known artist, the member of Union
of Artists of the Republic of Kazakhstan, master of the watercolor painting and also traces of creative way
of the artist in the area of fine art. The special attention is spared to the specificity of artistic language, to
conformities to law of his development and place to the figuratively-picturesque structure of works; describes
the well-known works of artist, written in by a water-colour and oil. The special attention is spared to the
themes of the pictures. This article shows the creation and professional achievements of Gani Bayanov. And
given analysis of art expert on another works of artist.

Key words: master of watercolors, oil painting of Kazakhstan, visual art of Kazakhstan, art style, artistic
image, painting workshop, graphic work.
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Figure 1 — The view of the exhibition display of Figure 2 — The view of the exhibition display of Kazakhstani
Kazakhstani modern art modern art. A few works by Sergey Kalmykov
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Figure 3 — The view of the exhibition display of Kazakhstani
modern art. Art of the 2nd part and the end of 20 century

Figure 5 — The view of the exhibition display of Kazakhstani
contemporary art. From left to right: Said Atabekov. Steppe
Wolfes. 2017. C-print, 250x400cm; Steppe Wolfes. From the
series Battle for the Square. 2017. Video-projection; Saddle
Coca-Cola. 2017. Ceramic, 30x30x47 cm.

F

LA

Figure 7 — The view of the exhibition display of Kazakhstani
contemporary art. Alexander Ugay Pulota (Obscuration
#5). 2017. 60x65x45cm, Installation, wood, black and white
photography, C-prints, negatives. Latitude 43°14’22.14”N.
Longitude 76°56'43.37"’E

Figure 4 — The view of the exhibition display of Kazakhstani
contemporary art. On the left: Rustam Khalfin. In Honor of

the Rider. Ideal Saddle (1997). On the right: Rustam Khalfin.
Pulotas (2004 ) with Lidia Blinova’s Fingers Ornament (2004 )

Figure 6 — The view of the exhibition display of Kazakhstani
contemporary art. From left to right: Yelena and Viktor
Vorobyevs. Baiterek. 2010. Color photographs, Dimensions
Variable; Global Text. 2018. Color print on canvas, acrylic,
4 pieces 140 x 200 cm each; Red Carpet. 201 1. Felt carpet,
Dimensions Variable.

Figure 8 — The view of the exhibition display of Kazakhstani
contemporary art. On the left: Bakhyt Bubikanova. Fractal.
From a series of carpet destructuring. Assemblage, object
and performance "Carpet Defragmentation”. 2018. Carpet
parts, 200x300cm. Video documentation of the artwork, 6'
25"; on the right: Anvar Musrepov. Jiggiting. 2017. Media
installation, 1' 15"
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Figure 9 — The view of the exhibition display of Kazakhstani Figure 10 — The view of the exhibition display of Kazakhstani

contemporary art. Saule Dussenbina contemporary art. From the left to right: Yerbossyn
Landscapes of Astana. 2017. 10 plates with prints, 20x20cm Meldibekov. Transformer. 2013; Contest. 2010-2013. In
each; The Seasons. 2017. Single video, 3' 46", I Want collaboration with Boris Golender; Lenin Peak. 2007-2014.
Chapan. 2017. Print from 10 drawings, 29.7x42cm each; on In the middle: Gaisha Madanova. ALUAN Exhibition-Journal
the back: Sergey Maslov (1952-2002), Yelena and Viktor (2017).

Vorobyev. Survival Instructions for Citizens of the Former
USSR. 2005. Installation of the 10 texts by Sergei Maslov
(1997), translated into 15 languages
of the former Soviet republics.

Figure 12 — The view of the exhibition display of Kazakhstani
contemporary art. From left to right: Sergey Maslov (1952-
L 2002). Baykonur 2. 2002. Multi-media project, Dimensions

Variable; Georgy Tryakin-Bukharov. Genocide. 1990.

Figure 11 — The view of the exhibition display of Kazakhstani Assemblage mixed technique, 250x100 cm, Requiem: A Mass
contemporary art. Nurbol Nurakhmet, Sabina Kuangaliyeva of funeral. 2013, Reproduction of 1989 work, Mixed media,
Qitap (The Book). 2017. Handmade book, 21x29cm 78x62x108cm; Saken Narynov. On the shore of the cosmic
sea. 2015. Metal, 60x60x30cm. Over Time and Space. 2014.

Metal, 120x120x60cm.

Figure 13 — The view of the exhibition display of Kazakhstani
contemporary art. Kyzyl Tractor Group. Series of Headscarves
with Group Logo Fabric, Enamel printing, 70x70cm each and Figure 14 — The view of the exhibition display of Kazakhstani

Video-archive 2010-2017. contemporary art. Rashid Nurekeyev. Bones and Aspiring

Dogs. 2016-2017. C-print serias of 5 photos on canvas,
90x120cm each, Kitchen Hatchet Series. 2013-2014. Tin,
acrylic, photo collage. 59x100cm, 66x140cm, 70x130cm,
98x101cm, 98x109¢cm
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Figure 15 - The view of the exhibition display of Kazakhstani
contemporary art. From leit to right: Aida Adilbekova.
Jeztyrnaq. 2018. Performance photo/video documentation,
Mixed media. Dimensions Variable, video 10°31";Performance
Program Featuring Young Kazakhstani Artists. 2017-18.
13°13"; Video Program Featuring Young Kazakhstani Artists.
2012-18.26°07"

KeHxebaeBa J1.
AKBAPENb/AI KECKIHAEMEHIH XAC LWWEBEPI
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Cypet | — «Kenefiniep», Karas, akBapesib
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Cypet 2— «YuI COKbIp», Karas, akBapeJsib

Cypet 3— «bacranrbl», Karas, akBapesb

Cyper 4 — «OH cajylibuiap», Karaa, akBapesib
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