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OF KAZAKH
OMEN

FEMINISM AND SYMBOLIC-MENTAL DESCRIPTION OF KAZAKH WOMEN

Abstract:

Feministic problems are similar to wide spread both amongst the masses and either high educated people.
In fact, active and traditional woman image is not geographic phenomenon, but it is social, economic and
political phenomenon. It means that woman of two different constructions do not live in one specific country
(in the East, in the West, Africa, America, Asia, or Australia). This phenomenon is related with established
social, political and economic condition. For example, in spite the fact of cultural differences nowadays,
American, Japanese and Kazakhstan’s women have similar values and common things in style of life. But it
can be noticed vivid difference of ordinary Kazakh girl from Uzbekistan’s and Tajikistan’s women. It is related
with difference in social, economic and political conditions impact on their life. Therefore, instead of division
of women as Western and Oriental, it would be correct to consider them according to the level of social,
political and economic development of a country where they live. Social, political and economic development
and women conditions of Kazakhstan in contemporary times are objectively arising issues of feministic

actions.

Keyword: traditional culture, symbol, feminism liberal feminism, gender, freedom, family, generation.

Introduction

Post-industrial development of society
leads to change the gender system to the
Western countries model. Active entrance
of women to labor market, increase of
their education, improvement of quality
of life lead to slight shift of patriarchic
model from dominating role. Women have

been saved from dichotomy conceptual
rules. Women should not be accepted as
anothers’ any more. However they should
have exceptions in order to be able to
introduce alternative values into culture.
Lacan titles this system as «Traditional
systemp. [1, p. 137]. Since logo centrism,
language world, men and dualism have



dominant role, women are accepted as
provincial part of a society. In this society
a woman cannot live indenendently, she
can be accepted only through men’s view.
Hence, significance of women is equal is
significance of men. It is reflected through
her significance activeness and openness.
Feminism is explained as women
activity. Itis described as adversarial
activity of woman to family values, and
women'’s natural qualities. At the same
time oriental countries refer women to
keep family traditions, children educator,
the one who raise her husband’s authority,
who respect her husband, and only
showing abilities to perform these qualities
she can take part in social political life.
Consequently according to Marxian
scholars, feminism is the western social
political phenomenon and it is accepted as

dangerous for traditional cultural countries.

Following concepts such as idea of women
emancipation, planning family, control

of way of life, decrease of unplanned
pregnancy are all were specially introduced
western ideologists.

Feminism phenomenon cannot be
refferred to specific nation, ist is general
humanistic action. Hence structure and
development of women actions in all
countries are related with all feministic
problems [2]. Initially social movements of
women were organized with participation
of European and American middle and
high class representatives. They brought
up issues of women high education, rights
of property, and possibility to work in
different sphere of labor.

Methods

Liberal feminism requires equal rights
of men and women, urge their equality and
do not pay attention to their differences
(Feminine mysticism). According to Jonnett
Richards affirms that reduction of Women

place in society is result of socialization
(Skeptical feminism). According to Natalie
Blue Stone woman and man intellect is
equal («<\Woman and the ldeal Society:
Plato’s ‘Republic’ and modern Myths of
Gendenm) [3, pp. 211-215].

Gender activities impacted to
sexual features of social and cultural
determination. Hence in research
context men and women's features
are is not important. More important
is an identification of the factors which
influenced on formation of these
peculiarities. Psychologists were the first
scientists who investigated stereotyping of
sex roles. According to their point of view it
is reflected in actions of men and women
[4]. However, there is no one agreedwith
identification of gender term. Some
scientists offer to relate term «gender»
to social construction of sex [5, p. 13].
Concept of «gender» was formed in the
western European culture. It was formed
as result of Christianity. In Christianity
Flesh and Soul, Soul and Spirit confronts
to each other. No other religion has this
feature. This lead to division of people into
two groups.

Concept of «gender» had to be
transferred from biological to cultural
stage. Western society was the first which
brought up issues of gender. Term «gender»
is an examination tool which helps to
understand social processes. Term gender
was initially introduced by American
psychologist Robert Stoller in 1968. It was
mentioned in his book «Sex and gender». In
researches of R. Stoller, gender unity (I'm
a boy, I'm a girl) is new quality for a man.
According to Stoller difference of «sex» and
«gendenr is in following: sex has biological
feature, and gender has psychological, i.e.
cultural feature. If «<sex» can be identified
as relation between man and woman,
«gender» can be referred to will and social
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quality [6, p. 124]. According to this
definition, main identification of gender is
in its cultural conditionality.

Results

In feministic researches term gender
began to be used universally in 70th of
20th century. In 1972 was published
book «Sex, gender and society» by liberal
feminist Annie Oakley [7]. Concept of
gender was widened by categories
«sex», «gentility» and «class». With these
categories human activity can be analyzed
in different forms. Gender refers cultural
social factors which impact on a person.

In this context concept «gender» cannot
be considered equally with combinations
«social construction of sex», «model
of sexual activity». In consideration of
«sex» in gender concept, we refer social
construction (in sexual activity) of an
individual. Here object of research is not
sexual differences, but finding sources
which can influence of formation of sex
and a person. Researchers underline
following concepts of this category:

— gender is like social institution. Man
composes his life by this main method.
As social institution gender consists from
gender authority, social sex norms and
values;

— gender as social construction; In
this method gender is considered as unity
of social relation between women and
men. American historic Joan Scott was
founder of this gender concept. He offers
that «“gender” means first of all relation of
domination» [8, p. 91];

— gender is social demographic
category (sex, gentility, class etc.); they
define gender system.

— gender as ideological construct; This
was introduced by Monique Wittig. There
gender is considered in relation of men
domination. Wittig in her book criticizes

traditional patriarchy concept of men and
women. According to Wittig «real concept of
“Woman” is not combination of biological
realities, but it is result of men thinking
about women». Hence, according to Wittig
constructive mechanism of gender system
corresponds to binary opposition;

— gender as technology or process
(development). In this method great
attention paid to models of sexual role
and its construction’s regulating function.
Teresa de Lauretis who offered this
discourse, consider women uniqueness as
material and symbolic process. «As result
of this, it is constructed subjectivity of all
social individuals. Each of us considers
ourselves to social reality» [8, p. 89].

Relation of culture and gender can be
regarded as special direction of social
essence. Gender and its components
(8ender stereotypes, gender roles) are
shown in symbolic level from cultural point.
Gender and its components as being basis
for an individually, in cultural level it is
equaled to science and art. These issues
were offered by feminist philosophers. They
proposed change of the universe in gender
relations.

Self-evaluation of a person depends
on identification of performance of his
established gender role. According to
American scientists, self-evaluation of
women depends on impacts of social
relations, and men'’s self-evaluation
depends on achievements in his work.
However, gender does not consist only
from role unity required from society
related to gender role and sex. Also
there was produced concept «gender
display» which reflects different cultural
construction types of sex. Gender display
is diversity of accepted norms of men and
women in society, cultural codes which are
performed through their social relations [9,
p. 34].



Hence gender is social status which
identifies personal level of education, job,
achievement of authority, sex appeal, role
in a family and ability to continue next
generation. Social status co-exists in the
context of cultural extent of mentioned
unities. It means that to term gender status
refers to gender culture. Gender concepts
have vital impacts on cultural status of a
man. Social status of men and women are
not reflected only through sexual relations.
Gender accepts all social system and
produced in all social relations. In cultural
studies «gender» has not been researched
for a long time, and «sex» was studied only
as physiological change.

Concepts of «kmen» and «women»
peculiar to all cultures and have universal
character. However there are some
features peculiar to specific societies.
Anerican sociologist W. Lippman
identifies term «stereotype» as «peculiar
form of world perception and accepting
which impact on our sense rather than
consciousness. He stated that stereotype
is constructed, regulated term in the
consciousness of a man which makes
easier to perceive complicated and difficult
signs of the world» [10, p. 16]. According to
sociologist the level of passing stereotypes
from generation to generation is so high,
that they are accepted as compulsory, real
fact. Basing on these qualities stereotypes
enter to deep basics of culture and helps
to understand logically incomprehensible
actions and facts.

As result, gender researchers made
open development of polycentricism
of social world through analysis of
established situation. This established
as theoretical basis of symbolic image of
women as subject in contemporary world.

Colonization and totalitarianism
extended almost from two centuries and
seventy years made enormous damage

10

to Kazakh unique ethnic culture. If
during Russian Empire Reign the policy
of Russianization was conducted, during
totalitarianism the policy of creation of
«united Soviet nation» was conducted
which made lose national peculiarity of
other nations. It was announced that
«tradition and culture» is remnant of the
ancient. National language was rejected;
national history was under veil. Kazakh
nation was in danger of extinct. Soviet
government under different artificial motto
which «aimed» women equality made
women far from family life. They were
contributed to social activities. Women
were left under two-sided pressure: in the
one hand they have to care about children
as mother, from the second hand they have
to participate in social activities. During
the Soviet times women had to bear and to
earn money. So, natural social function
of women was broken. However Soviet
ideologists titled it as «Women equality».
After October Revolution the policy
which aimed to destruct national
uniqueness and they began to create
image of «the Soviet woman» was
conducted. At that time it was created
active «Raushan communists». She left her
family and began to participate actively in
all social activities. Since women’s social
activity raised, she had to give her children
to kindergarten from child’s early ages.
Kindergartens could not teach children to
national values, and was an ideal place
to form «The soviet person». We are still
unfamiliar from what is taught to children
in kindergartens. What traditions and
values are absorbed to children? What
language do they speak there? How can
be a child formed which does not listen to
tales, epics and speak in other language?
After this, when a child grows up we began
grumbling saying «<Why is new generation
does not have national features?», <\Why
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don’t they know traditions?», <\Why don’t
my son obey me?» etc. In fact secret of
this misfortune lays on that policy which
alienated us from ancient traditions, from
grandmothers’ upbringing and mothers’
advices.

In this part there will be considered
chronological extent of Kazakh traditional
culture. Usually with traditional ethnic
culture establishment related the time
when it was formed a state with its
political sovereignty with its national
content uniqueness, with the time when
social groups with similar language,
mentality, culture and way of life united as
nation. Nowadays, concepts and values,
stereotypes and social processes related
with place of men and women in society
became one of the vital problems.

Beside general gender stereotype there
exist national stereotypes. For example
woman of any nationality like to hear praise
toward her clothes, jewels, appearance,
etc. Peculiar stereotype to all Kazakh
women is esteem to husband, worshipping
her man, to obey him always, to accept his
words s law, to increase his authority in the
sight of children.

Discussion

Kazakh people’s life during the Soviet
union was unusual period. It influenced to
all spheres of life including gender rules.
Scientists title gender regulations during
the Soviet union as «Ethacratic» policy. It
means that this policy was identified with
state policy. Usually the Soviet gender
relations divided into four stages:

First stage covers times from beginning
of 1918 to 1930. In general Bolshevik time
is considered as period of gender policy.
Problem of women was solved through
defemination and political events. Second
stage covers years between 1930 and
1950th. It is titled as totalitarian androgyny

as age of women economic mobilization.
During this period occurred crisis (1928-
1931).Third stage includes middle of
1950th to 80th. Politically it was related
with solution of demographic crisis after
21st congress. Fourth stage was during
the end of 1980th and 1991st. This is age
of political and economic reforms. Role

of government and social relations had
changed [11, pp. 436-463].

During the Soviet age women were
contributed to labor with low qualifications.
They worked in low-paid, economically
not authoritative spheres. Most of them
worked in dangerous manufactures:
more than million of the worked in
uncomfortable temperature regimes;
almost million of them worked in noisy
and dirty places. Along with it the Soviet
woman spent much time for housework
more than Western women. Equipments
for housework were not developed well,
so they had to do everything manually.
Deficit also made influences. According to
Kazakhstan’s scientist M. Seitov «Gender
moral in the Soviet age was established
by impact of ideology. At first, in the Soviet
society equality of men and women was
formal and by Muslim rules women always
respected their husband» [12, pp.51-

52]. Gender roles of men and women in
the Soviet period were under control of
ideology requirements.

Women movements in the Republic of
Kazakhstan are the part of international
gender movements. In its political and
practical movements they had forced with
similar problems occurred in the other
countries. Solution of these problems,
participation of Kazakhstan’s women into
policy fulfilled international movement.
Due to this it became significant to study
and analyzes women place in political life.

In the post Soviet extent Kazakhstan's
women have great opportunities to
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use their potentials. This is result of
contemporary policy in Kazakhstan.
Participation on social activities, to live ti
earn, to require rights equal with men's, to
fight as men and other phenomena made
great negative effects on women natural
essence. Women had lost her femininity
and became more masculine. This process
is still topical. Kazakh women are still
alienating from family. She has taken role
of breadwinner.

In 1995 the union at President’s of
RK national commission of women life
improvement and family issues was
established. In 1998 as the soviet of
commission of women and family issues
at the President of the RK was reformed.
In 1998 country entered the convention
of UN concerning «Destruction of all
types of women discrimination. Right
now in Kazakhstan work more 150 non-
state women organizations. Amongst
them republican movements such as
“Association of Kazakhstan’s Active
Women”, “National Ecological Association
of Oriental Women”, “Feminist League”,
“Kazakhstan’s women”» [13, p. 145-147].

Kazakhstan’s gender movement is
increasing by the time. Questions they
arise is mainly concerned with current
political issues of a country. Traditional
policy regards policy as men’s issue. There
is tendency to regard women in policy as
something out of rule. Raise of women
role in economy and policy is natural
phenomenon of historical development
stage. For countries such as Sweden,
the USA, Australia, Finland, Canada,
Belgium, Dania this is peculiar feature of
their development history. Contemporary
Kazakh women fell themselves self-
reliable in business sphere and can easily
enter to this part of life. According to social
scientists «this romantic aspiration was
related with their aspiration to novelties,
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to prove her significance to herself and
others, and being able to help her man in
economic crisis and difficulties» [14, p. 7].

Aiming to identify image of business
woman there was conducted social survey
with participation of 86 women who
are in the list of Kazakhstan’s business
women. According to the results business
women have following features: diligence,
organizing abilities, strict requirements
for herself and others, creative thinking
ability, persistence, riskiness, readiness
to begin everything from the initial point,
not to be afraid of barriers, independent,
self-confidence, being able to forecast the
future etc.

Today along with combination
business woman it is used metaphorical
combination «women with wings». It is
used to title woman who work in creative
sphere in art. In 1999 it was organized
first international fair of creative ideas and
goods in Almaty. This initial farm was titled
«women with wings». Considering as an idol
such political images as Margaret Thatcher
is reflection of globalization process.
However we think that any business lady
should follow initially national peculiarities
in her feature.

Today’s Kazakhstan’s social
development is directly related with its
spiritual and cultural development. Social
development is identified with country’s
educational feature, social cultural level,
social economical and humanistic content
and achievements. Various changes in
daily cultural life of women requires from
them new ideas, values and samples of
new way of life.

Because of globalization process
Kazakh women were highly influenced
by Western culture. In society it was
established opinion that only women who
were ajar clothes can be considered as
modern, and those who wear shawl and
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long dresses as old-fashioned.

One of contemporary tendencies
amongst Kazakh women in modern
society is aspiration to be postmodern. It
is not directed to life with postmodern
conditions, but to become postmodern as
an individual. Unfortunately today women
are regarded as a sexual toy in the hands
of men. It can be proved by the fact that
nude body of women is used in different
types of advertisements in order to
attract attention. Otherwise how can it be
explained relation of naked women picture
with vehicle advertisement? Almost bare
women attract men and raise his sexual
appeal. This case leads to destruction of
families and losing of young girls’ chastity.
Thousands of babies are being left in
orphanages, and thousands of aborts are
made annually.

Kazakhs amongst oriental countries
highly values women and sisters. In any
difficult historical circumstances Kazakhs
esteemed women highly. They do not
decrease women place by contradicting
the sky and the Earth, regulation and
chaos, men and women. Controversially
regulation and peace in the universe is the
result of their harmony. «In Kazakh world
perception the Universe was not created
in the result of struggle, but it was created
in the result harmony of unity and chaos»
[15, p.72]. Woman is the one who gives
birth, sign of national world perception,
and mentality. Kazakh mentality identifies
Kazakh way of thinking and national
behavior. In recent 10 years difference
of men and women is increasing,
and women became to participate in
educational system more numbers that
men. However gender inequality is topical
issues social, educational and scientific
life of a country. Gender inequality is
one type of social inequality. In the place
where is higher social position the less is

number of women. Authority of education
management is also peculiar to men.

There appeared a gender disproportion
in the sphere of education and science.
According to statistics 75 of employees in
this sphere are women. This can lead to
negative social effects. Main function of
education is upbringing of new generation.
However, men are slightly shifting from
their role in upbringing children as fathers
in a family. Phenomenon «fatherlessnes»
i.e. spending too much time at work is
being serious problem of contemporary
society.

Hence, men should be arrived into
education and science sphere. In order to
get this result salary of this sphere should
be increased. In this case authority of this
sphere would arise.

In the Republic of Kazakhstan,
according to constitution, any citizen
regardless of his/her gender is obliged to
get secondary education. And it is provided
by government. Citizens of the Republic of
Kazakhstan can get higher free of charge
on the basis of competition results. In
the 90th 62 percent of diploma achieved
specialists were women. Intellectual
potential of women in Kazakhstanis 77
percent. Along with it from 16 managers
of city and regional managements 7 are
women (44percent). However, only two
women execute position of rector of high
education universities (4 percent) [16, p.
18].

Formally Kazakhstan’s women have
equal rights with men. Consequently
women have rights to participate in
political life, to from her own union, to be
published in all mass media means, to
spread her ideas, to say her opinion, and
to participate in elections. This is not a
case executed only in written form. There
are given concrete data about this in the
manuscript of member of commission
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of Family and women issues at the
president of the Republic of Kazakhstan
G. Khasanova «Gender, policy and
democracy» [17, p. 294].

Rights and development of women are
one of the significant issues of the new
millennium. Any society could provide
total equal rights of its members in any
times. Society without any social groups,
with concrete equities of all members is a
human utopia.

In market economy women face
condition with numerous obstacles and
opportunities. As result, women had to
struggle in competitive conditions. Stable
government work positions were reduced,
there appeared new alternative jobs:
entrepreneurship, work for hire, and work
on the basis of contract for some definite
period. However in a society established
concept about men’s role as breadwinner,
and women’s role as educator of future
generation was still topical in a society.

Since there was no guarantee to
be employed in stable job position,
significance of traditional model family
where men have dominating role has
decreased. Today there little difference
in the role of man and woman in a
family. There are numerous solutions for
issues like who earns how much, who
has to be responsible for child care etc.
unfortunately in Kazakhstan’s society
equal consideration of men and women
in execution of family responsibilities is
accepted with difficulties. Women began
to have importance in financial support
of family. Market economy has negative
effects on social conditions of women:

- high rate of unemployment amongst
women;

-women who are upper 35 have
difficulties in finding job of their profession;

- there is danger of being sexual object
and slavery for girls and women;
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- their salary is lower because of their
gender;

- women who live in countryside have
low conditions of life [18, p. 15].

In the age where solutions are taken
according to opinions of elite, place of
women have decreased rather than
being increased. In past times village had
significant role in spiritual humanistic
education of people. Kazakhs says
‘anyone can give instructions in bringing
up daughters’. It means that everybody
felt responsibility in spiritual humanistic
bringing up daughters. However it is not
accepted rule in contemporary times.
Today daughters education is responsibility
only of one family and sometimes she is
totally responsible for her deeds.

Most of dodern young ladies have high
education, economically independent,
and have social professional skills.

Hence she can organize her life by her
own. This is positive side of the issue.
Kazakhstan’s scientists who study
gender issues consider this problem from
different aspects of women rights and
independence. However there is a danger
that women can lose her femininity. By
appreciating women'’s initiations to be
independent, we have to consider that
there can be noticed changes in their
values and attitude to life from oriental to
western type.

In past Kazakh women used to be
mothers who cultivated to new generation
mother-tongue, culture and art. Kazakh
women cultivated to her child national
values through breat milk and cradle song.
Mother’s sacred power is more powerful
than rich person’s wealth, order of ruler,
and sword of hero [19, p. 201].

For example, Kazakh well-known social
figure Amangeldi Aitali states: «To show
indifference to nation, language, culture is
equal with biting mother’s breast» [20, p.
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35]. A. Kekilbaiuli agrees with him stating:
«in order to revive national language, we
have to pay attention to form right mother,
teacher, and citizen» [21, p.12]. This is
not simple coincidence that he writes at
first about being right mother. In revival
of mother-tongue mothers have great
significance.

Kazakhs say <Mother’s milk is a
honey; child’s tongue is a honey». By
this comparison Kazakhs underline
significance of breast milk in formation of
children’s speech. National hero Bauirzhan
Momushuli stated «the one who does not
know national language the one who was
not suckled by mother. Kazakhs claimed
“Mother rocks with one hand a cradle and
with the other hand she rocks the world”».
We think that by rocking the cradle she
rocks either mother tongue.

Conclusion

In our opinion, in formation of
contemporary Kazakh women image
constructivism is in first place. Since we
live in informative society, we can get
information about world and national
peculiarities of women symbolic image.
In the essence of contemporary Kazakh
image there can be noticed traditional and
post-modern signs. It is the result of mass
media means influence by which women
are trying to create her symbolic signs
according to advertisements in television.

Love to motherland begins from love to
relatives, parents and harmony in family.
Believe to creator is sign of humanity,
kindness, generosity, inner regulating index
of a man. In traditional Kazakh society
it was paid attention to peculiarities of
behavior system. Humanity covered such
aspects as birth of a person, growing up,
way of life, getting old, relation between
parents and children, esteem to juniors
and elders, respect, good breeding and etc.

Stream of time is the
cinematographically changing of life
scenes, it is appearing from nothing and
sinking in oblivion, and all this disturbance
and peace movement making any order
of vanity, insignificant. Time itself like
reflection of the whole universe inanity.
Objectively full and base life for which
we look for cannot be so restless, fussy
and internal dissatisfaction. It had to be
eternal life. Our life is filled with meaning
only with kind deeds which will serve us
later and which will arise above unstable
time stream. But it should be eternal
both for Him, and for me either. Ifitis
only transitional aim for me, my past
and present life barriered from it. It is
unreasonable and inexplicable; it should
be purpose of whole my life. But even this
can be not enough. Because my life has
beginning and the end, so it will end in
short time. But eternal humanity will leave
for my lie something that is unachievable,
because it is unachievable in its eternity.
However | can keep it in my memory. But |
have kept so many other and alien things
in my mind before. If ideas in our minds will
match with reality, then everybody would
be rich and happy. No, | have to own itin
real, in that eternity. Otherwise my life will
be still meaningless as it used to be, and |
will stop being part of great kindness. It is
as if | get close to Him only for a moment.
But my life has to have its meaning and
purpose. Without personal aim it should
become itself a benefit. Eternity, as
container and lighter of everything, which
raised above my empirically bordered
personality and his short life stream, also,
should belong to me; | don't have to just
pursuit and conform to kindness's idea, |
have to own it. My life is meaningful only
when | belong to this eternity. Whole this
can be considered as <\Women manifest».
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A. AammxaHoBa
T.K. XypreHoB atbiHAafbl Ka3aK ¥iTTblK eHep AKagemusicbl, AiMmaTbl, KaszaKcTtaH

GEMUWHU3M JKOHE KA3AK SMENAEPIHIH PAOMI3AIK-MEHTA/IbAbIK CYPETTEME/EPI

AxpaTna

deMUHUCTIK Macenenep Kenuwinikre 6onFaHaan, »orapbl 6in1iMai agamaap apacbiHAa Aa KEeH TapanfaH.

LLbIH MaHiHAE, anengiH 6enceHi xoHe AacTypli 6erMHeci reorpadusanbliK KyOblibiC eMEC, 9N1EYMETTIK,
3KOHOMMKANbIK XaHe cascu Kybblnbic. EKi Typi KypblibiMaarbl anengep HakTbl 6ip enge (WbiFbicTa, batbicTa,
AdpuKaga, AMepuKaaa, Asnaga Hemece ABcTpanusaga) emip cypmenai gerengi 6ingipeai. byn Kyébiibic
SNEeYMETTIK, CasiCh XaHe 3KOHOMUKaNbIK KafaannapablH KypaeneHyimeH 6annaHblCTbl. Mbicanbl, Kasipri
yaKbITTaFbl MOAEHM avblpMallbliblKTapFa KapamacTaH, aMepUKanblK, YXanoHAbIK XXoHe Ka3aKCTaHablK
avenaepain emMip cTuaiHAe yKcac KYHAbIIbIKTap MEH Xannbl YKcacTblKTap 6ap. bipak KapananbiM Ka3ak,
Kbl3blHblH ©36€eKCcTaH MeH ToXKiKCTaHHbIH, aenaepiHeH avKbiH aiblpMallblibiKTbl 6anKayFa 6onagbl. byn
onapAblH emipiHe acep eTeTiH 9NeyMETTIK, IKOHOMUKANbIK oHe Cascu XKaFhannapablH, aiibipmallblibliFbIMEH
6arinaHbicTbl. COHAbIKTAH arenaepai 6aTbiCTbIK *aHe WhIFLICTbIK Aen 66enyaiH OpHbIHA, onapabl e34epi
TypaTblH eNjiH 9N1eYMETTiK, CasiCu aHe 3KOHOMMUKaNbIK AaMy IeHreriHe conKkec KaparaH aypbic. Kasipri
yaKblTTa KasaKcTaH anengepiHii aneymMeTTiK-Casicu KaHe SKOHOMMKaNbIK JaMybl MEH ©Mip CYpy XKaFganbl
GEMUHUCTIK ic-apeKeTTepaiH 06beKTUBTI Nanaa 6onatblH Macenenepi 60nbin Tabblnagbl.

Tipek ce3pep: [A5CTYP/i MOAEHMET, CUMBOS, GEMUHU3M, NMbGepanibl PeMUHU3M, reHAEepP, epKiHAiri, oTéachl,
ypnak.

A. AnmmxaHoBa
Kasaxckas HauynoHanbHas Akagemusi uckycetB um. T.XKypreHoBa, Animatsl, KazaxctaH

®EMUHU3M U MEHTAJZIbHO-CUMBOJIMYECKHUE 3APUCOBKHU XEHLWH KA3ALLUEK

AHHOTaUuMSA.

Mpobnema demMmnHM3Ma Nonyymna MaccoBOe pacnpocTpaHeHWe, OHa TaKKe WHUPOKO NpeacTaBieHa B BbICOKO
06pas30BaHHbIX CNosX HaceneHus. Ha caMom gene TpaanMLMOHHO-aKTUBHBIM 06pa3 EHWMHbI — 3T0 He
reorpaduyecKkoe, a counanbHO-3KOHOMMYECKOE U NoUTUYECKOE iBNeHne. OBLLEN3BECTHO, HTO KEHLMHBI
pas3HbIX GopmaLni He MOryT COCYLLEeCTBOBATb B O4HOW KOHKPETHO-B3STON CTpaHe (K npumepy, Ha BocTtokKe,
Ha 3anaje, B Abpuke, AMepurKe, A3nun unu ABCTpanuu). 1o ABNIEHWE COMNPSXKEHO CO CNIOKMBLUMMUCS
coumanbHbIMK, MOUTUHECKUMU U SKOHOMUYECKUMU YCI0BUAMU. CKaXeM, HECMOTPS Ha UMetoLLMecs B
HacTosiLLee BpeMs KylbTypHbIE Pa3nnyns, aMepuKaHCKUe, AMOHCKUE N Ka3axCTaHCKMUE XeHLWMHbI o6naaatoT
CXOXXMMM LLEHHOCTAMM M OOLLMMHK YepTamMm B CTUNE XKU3HU. OgHAKO He TPYAHO 3aMeTUTb IBHOE OTanYue
Ka3axCKoW AeBYLIKM OT XKeHLWnH Y36eKkuctaHa 1 TaguMKnctaHa. [lymaercs, 4To 3T0 CBA3aHO C pasnuyvem
coumanbHbIX, 9KOHOMUYECKMX U NOIUTUYECKUX YCIOBUI, BAUSIOWMX HA UX M3Hb. CnefoBaTenbHO BMECTO
pasgeneHuns XeHLWnH Ha 3anagHblX U BOCTOYHbIX 6b110 6bl MPaBUIbHO paccMaTpuBaTh MX B COOTBETCTBUM C
YPOBHEM COLIMaNbHOMO, NOAUTUYECKOrO M 9IKOHOMMUYECKOr0 Pa3BUTUS CTPaHbl, B KOTOPOM OHU MPOXMBALOT.
B HacTosilee BpemMs pacCMOTPEHME BONPOCOB NOIOXEHMUS XKeHLWMH B KasaxcTaHe B CBSI3W C COLManbHO-
9KOHOMMYECKUM U NOUTUHECKUM Pa3BUTUEM ABNSETCS 06 BEKTMBHO BO3HUKaOWMMKU Npobrnemamu
GEMUHUCTCKUX ABUKEHNN.

KnioueBble cnoBa: TpagvuMOHHAsA KynbTypa, CMMBOA, GeMUHN3M, NMBepanbHbii GeMUHU3M, reHaep,
cB0o60aa, ceMbsl, MOKONEHME.
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OCOBEHHOCTDb
[TPATMATHYECKOI'O
[MNoAXOOA K
NWIEOJIOTUU U
KYJIbTYPE B CBETE

4

PHILOSOPHY

KOHLIENTYAJIbHOM
PABOTbI

H. A. HASAPBAEBA
MPHTH 18.01.29 «CEMb rPAHEﬁ

3. 3. Apsues !

'Kazaxckas Hauuonasibnast AkajieMust HCKyCcCTB B EJ] l/l KO ﬁ CTEH l/l »

um. T. K. )Kyprenosa,
(Anmarsi, Kazaxcran)

OCOBEHHOCTb NPArMATUYECKOIO NOAXOAA K UAEOJIOTMHU U KVYJILTYPE B CBETE
KOHLIENTYAJIbHOW PABOTbI H. A. HASAPBAEBA «CEMb FrPAHEWA BEJIMKOM CTENM»

AHHOTaLMA:

B ocHOBe nparmaTtMyecKoro noaxoaa K UCTOPMKU U MONUTUKE, OTPaXKEHHOIO B NocneaHen pabote
Mpe3ungeHTa KaszaxctaHa H. Hazap6aesa «Cemb rpaHen Benvkon ctenu» [1], 3anoxeHa 06HOB/IEHHaS
MaKcuma 0Te4YeCTBEHHbIX MAE0N0rOB NPOLWbIX CToNeTUI. OHa 3aK/loYaeTcs B naee TpaHchopMrpoBaHms
NUCTOPMYECKUX GaKToB, COObLITUM, a TaK e TpaauLumi, cGoOpPMUPOBABLIMXCS B HALMOHaNbHOE AOCTOSHME,
Taknm o6pas3om, YTo6bl M3B1EYb MaKCMMabHYIO MONb3Y U3 CBOEN UCTOPUMN M MOSIMTUYECKOrO OMNbITa A4/
JanbHENLIEro ycnewHoro ABMXeHns rocyaapctea M HauuK, B LLeNIOM, ONUPasiCb Kak Ha UCTOPUYECKHU
CNOXMBLUMECS, TaK M Ha HOBbIE Napajnrmbl, AUKTYEMblE COBPEMEHHOCTbLIO.

KnioueBble cnoBa: nparMatMyeckui noaxod, MeTod, MAeonorus, uctopus, Kynotypa, KasaxcrtaH, Cemb
rpaHen BENUKOKN CTeNU, O6LLECTBO, CO3HAHMKE.

BBepeHue N9 NOCTUMKEHUS LLENW yrpaB/ieHUS.

Ha py6exe XXI B. TEOPETUKO- MaKcuma nparmaTuama, M3BecTHas
aHanuTUYecKMn Noaxon K No3HaHuUio TaKXe KaK nparMaTucTckas unm
couunasnbHOM 1ENCTBUTENbHOCTH nparMaTMyecKkas Makcuma, —
CYyLLLECTBEHHO caan CBOW NO3UL MK MaKcuMa NorMku, chopmynnpoBaHHas
noAa AOMUHUPYIOLWIUM BIUSHUEM amMepuKaHCcKnM ¢dunnocodom Hapnb3om
nparmMaTM4yeckoro noaxoaa, KOTopbIn lMnpcom, cnyxallas B Kayectse
BMoOJSIHE onpaB/ibiBaeT cebs B paMKax HOPMaTMBHOM PeEKOMeHAaLINK
KOHKPETHOIro poja AesdTe/IbHOCTH. WK pEerynnpytowero NnpmMHumna,
lMparmaTnyecKkas mepa onpeaenser KOTOpbIM, MO MHeHWUIO [upca, cneayet

LleHHOCTb MHdOPpMaL MK, ee NoNe3HOCTb PYKOBOACTBOBATbLCA B pa3MblLLUIEHUAX
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n coBeTax 06 oNTUMasbHOM MNyTK
LOCTUXKEHWS ACHOCTU U MOHUMaHMKS.

Naes nonoxuna Havyano ¢unocopun
nparmaTtnama [2, c. 1]. 10T noaxog,
0CO6€eHHbIM 06pa3oM nepepaboTaHHbIM

W aflanTMpPOBaHHbIM NO4 COBPEMEHHOCTD,
Npu CTaHOB/IEHWM HOBOIO TUNa
rocyaapcTtBeHHOCTM B KazaxcTaHe
BNepBble Ha NOCTCOBETCKOM NPOCTPaHCTBE
cTan npumeHaTeed MpesngeHtTom
KasaxctaHa H. Haszap6aeBbiM Kak
OCHOBHOW, YTO NMOCNYXWU/10 MO3UTUBHbLIM
UMMY/IbCOM He TO/IbKO B Ppa3BUTUK
3KOHOMMWKHN U MONUTUKM, HO TaK e U
KyNbTYpbl, U UICTOPUU, BCEWN COLMANbHON
cohepsbl, B LenoM. M3yyeHne ocob6eHHOCTEN
nparMaTM4yecKoro noaxoJa B AeATEbHOCTH
En6achbl, KOTOPbIM OH ICHO pacKpbiBaeT

B CBOMWX TpyAax, ABASETCS HACTONbKO
BaXXHbIM, HACKOJIbKO Ka*KaoMy
Ka3axCTaHLly Ba*KHO B/IUTbCS B HOBYIO
CTPYIO U UOTK B HOTY C COBPEMEHHbLIMM
peannaMu Halero rocyaapcrea.

MeToabl.

CyTb NparmatrM3ma 3aK/tvaeTcs
B CTPEMJIEHWU K TOMY, YTOObI
BKNlablBaeMble YCUINSA U 3aTpavyeHHoe
BpPeMS OKynasnucb Nosay4eHHbIM
pesynbTatoM. lparmMaTuyHOCTb HeceT
NpPaKTUYECKYIO NoSb3Y B COBPEMEHHOM
MUpe, Korga TeMMbl XXU3HU YCKOPEHbI U
He OCTaB/IAOT MecTa A5 AJINTENIbHON
peannsaumu nnaHoB 1 Lenen. CywecteyeT
pacnpocTpaHEHHOE MHEHUE, YTO
nparMaTM4yHOCTb 3aK/l04aeTCs TONbKO
JINLLb B YMEHUW N3BNEeKaTb JIMYHYIO Bbiroay
1 N0JIb3Y U3 BCEr0, YTO NPOUCXOANUT BOKPYT.
Ho B 1eMCTBUTENBHOCTHU - 3TO OUH U3
CNOCOBOB ONpeaeeEHNs }U3HEHHbIX
Lenewn, a Takxe 1Ux BOMJIOLWEHHUS.

B npowon cBoen Hay4HOW cTaTbe 4
KacaJ/icsl 3Toro Bonpoca, n3yyas pabory
Mpe3unaeHTa «PyxaHu KaHfbipy» [3].

B naHHon paboTe [pe3naeHT 4YeTKo
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oTMeYyaeT HE0BXOAMMOCTb UBMEHEHMUS
napaauMrmMbl MbllWEHNUS U NPU3bIBAET

K aKTUBHOMY NPUMEHEHUIO B YaCTHOM

JIN YXM3HHU, B 0OLECTBEHHOW N1, a B
0COBEHHOCTU NPU HAYy4YHOM U3YHEHNU BCEN
NCTOPUM NPOUCXOKAEHNS HALLEN HaLMm

W rocyfapctBa MUMEHHO rnparMaTtu4ecKoro
mMeToaa [3, c. 3]. Tenepb ¥Ke, NpeacTaBndas
Hay4HbIM TPy, MOCBSALLEHHbIN NOCNeaHEN
KOHLenTyanbHoOM cTaTbe H. Hazap6aeBa
«CeMb rpaHen Bennkown ctenun» npobnema
U3y4eHUsa nparmMaTM4ecKoro nogxoaa

W ero 0CO6EHHOCTEN B UHTEpnpeTaumm

n npumeHeHunu MpeasngeHtom PK
KOHKpPETU3MpOBaHa U paccMoTpeHa 6onee
TwaTesbHo.

Nccnenysa paboTty «CeMb rpaHen
Benukown Ctenu», MHOIO GbISIN U3YYEHDI
BCE UMTaTbl U BbiICKa3blBaHMUS
En6achbl Ha NpoOTSKEHWU €ro NoYTh
30-neTHen aesTeNbHOCTU B KayecTBe
MpesnaeHTa KasaxctaHa, Kacatolwumecs
nparMaTtu4yecKoro nogxoga NnpUMeEHUTENbHO
K MOJIMTUKO-3KOHOMWYECKOW, a TaKKe
COLIMOKY/IbTYPHOU chepam pa3BUTUS
rocygapctea. MeTojoM aHanMTUYeCcKoro
M3y4eHUs U CONOCTaBNEHMA B CBOEN
cTaTbe HarnssaHo AEMOHCTPUpPYETCS,

KaK H. A. Haszap6aeB ¢ Havana

CBOEN Ny6IMYHON Kapbepbl HE pa3 U
O0[HO3HA4HO yKa3blBan Ha nparmMaTnam
U NPaKTUYHOCTb KaK HeobxoanMble
COCTaBnsOWME NPOABUMIKEHNS K LN,
[OCTUKEHUS yenexa B HaMe4YEHHOM
nyTW CTAaHOBNEHMS HOBOro KaszaxcTtaHa.
B naHHOM cTaTbe pacKpbiBatoTCS
0COBEHHOCTb NparMaTM4yecKoro nogxoaa
H. Hazap6aeBa, KoTopas «<KpacHon
HUTbIO» MPOHN3bIBAET BCE rOAbl €M0
npe3nieHTCcTBa.

Pe3ynbraTrhl.

Mpe3naeHT KasaxctaHa H. A.
Hazap6aeB B cBOMX Tpydax U BO
BCEeW cBoeN AeATe/IbHOCTU KaK
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pas 1 akUeHTUMpyeT BHUMaHUe Ha
Ba*KHOCTU GOPMMUPOBAHUA Y KaXKOON
JINMHOCTU AlYXOBHOMW, MCUXOI0rMYECKOM
COCTaBNAOLLEN, KAK OCHOBbI

YCNELWHOW MaTepraibHON GbITHOCTH.
KOHKypeHTOCNOCOBHOCTb, MparMaTmsam,
COXpaHeHue HaLuNoHaNbHON NOEHTUYHOCTH,
KY/bT 3HaHWS, 3BOJIIOLIMOHHOE,

a HepPeBOJIIOLIMOHHOE pa3BuUTHE
KasaxcTaHa, OTKPbITOCTb CO3HaHUA —

BOT Te COCTaBAsOWME HanpaBfieHne
MOJepHMU3aLIMN CO3HaHUA KaK obLllecTBa

B LLe/IOM, TaK W KaXKk[oro kasaxcTaHua, Ha
KOTOpble OH o6pallaeT BHUMaHue. [ns
peleHna MmaTtepuanbHOM COCTaBNSAIOLLLEN
Hanbonee BaXHbIM BNSETCSH
$dopmnpoBaHMe NparMaTM4eCcKoro noaxoa
K peLleHnIO NPo6aEM 3KOHOMUYECKOTO
XxapaKTtepa. Peanv3auns 3asiBNEHHbIX
En6acbl NONUTUYECKUX, COLMaNbHbIX U
3KOHOMWYECKNX MHULMATUB NO3BONAT
Ka3axCTaHCKOMY 06LLecTBy cpOpMMpPoOBaTh
peanucTUYHylo, NparMaTUyHyto
Ka3aXxCTaHCKY0 MoJeflb coLmanbHOro
rocyiapctsa v HalMOHabHOro
6naronosyyus.

AucKyccusa.

B nepeBoje ¢ rpeyeckoro a3biKa
C/I0BO «pragma» NepeBoanTCs KaK
«NpaKTuKa, aenctasmer. B dunocodpumn
MOpanu HanpasnaeHue nparmMaTtuam 6bin0
pacnpocTpaHEHOo C Havyana v Ao KoHLa
50-x rogos XX BeKa. OCHOBY 3TOro y4eHus
3a10XuN punocod Ynnbam enmc
[5], [6], KoTopbin chopmynmMpoBan ABa
NCXOAHbIX MPUHLIMNA NparmaTnama:

1. o6po — 37O TO, YTO COOTBETCTBYET
KONNEKTUBHOM NOTpebHOCTH. 2. Kaxkaas
MOpasibHasa cuTyauma HenoBTopuMa, 1
NO3TOMY KaX bl pa3 Heo6Xx0AMMO NCKaTb
COBEpLIEHO HOBOE peLlEHME.

B nanbHenwem dunocod-nparmatmuct
[biov [7] pa3BepHys 3T NOJIOXKEHNS
B LLeNyto Teoputo. 3Ha4eHue cnoBa

«MparMaTuyHbIN» oNpeaensaeT 3To NoHATUE
KaK yMEeHMWe nnaHnpoBaThb U JENCTBOBATD,
He oTCTynasl OT NfiaHa; yMeHue BbibrpaTb
rMaBHOE W OTCEKATb INLLHEE, YTOObI

He pa3mMeHMBaTb CBOW OCHOBHbIE
NOTPEOHOCTU Ha CyeTy U3HW.

K OCHOBHbIM MOHATUAM NparmMaTnKm
OTHOCATCS: NPOAKTUBHOCTb - AENCTBUSA
BCEr/la OpPMEHTUPOBAHbI Ha 06bEKT
Unn uenb. bbICTPo, Ka4eCTBEHHO M CO
cMbicnoM. TpeboBaTenbHOCTb - Npexae
Bcero K cebe. CBo60Ja — HENb3S Yero-
TO 106UTbCS, ECNU HE YYBCTBYELIb
BO3MOMXHOCTb CamopeanmM30BaThbCsl.

Ecnn ecTb orpaHnYyeHuns B BUAE KaKMXx-
IM60 0653aTeNbCTB U TPEOOBAHUN —
OHW B NparmMaTtu3me BbIMOHAOT NU1Llb
HanpaBASIoLLYt0, @ HE OrpPaHUYUBalOLLYIO
ponb.

B 1980-¢e roabl dpunocod Puvapa Poptu
CBf13a/1 OCHOBHbIE naewu nparmaTuama c
naessMmn aHanuTU4ecKom epunnocodpun u
noctMoaepHuama [8]. Takum o6pa3om,
nparMatu3m, BUAOM3MEHSAACH, AOXKUN A0
HalLMX OHEN.

3aknioueHue.

dyHaamMeHTanbHas naes
nparmMatuMyecKoro nogxoaa —
NPaKTU4ECKOEe OTHOLLEHUE K HU3HU
Ka)kaoro nHaneuayyma. lMparmatmuam,
KpaTKo roBops, npeanaraet He TpaTuTb
BpeMS Ha pelleHne TEOPETUYECKUX
npo6sem, He UMeIOLUX HUKAKOro
OTHOLLEHWS K peasibHOCTH, a
MHTEPECOoBAaTbCS TONIbKO YE/TIOBEYECKUMMU,
HacyLWHbIMK Npo6emMamu v
paccmaTpuBaTh BCE C TOYKU 3peHUs
nosly4aemoin nonb3bl.

Bcs cylHOCTb YENOBEYECKMX
naen ncyepnbiBaeTcs peasnbHbIMU
(NPaKTUYECKNMU) pesynbTaTaMu, KOTopble
MOMHO U3 HUX U3BNeYb. dunocodpus
nparmMatuama 3uKAETCA Ha TPEX OCHOBHbIX
naesnx: MbllNEeHUe ecTb AOCTUKEHME
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CY6bEKTUBHOIO NCUXOSIOMMYECKOTO
YAOBNETBOPEHUSA; UICTUHA — 3TO TO, YTO
NposiBASIETCS B BUAE NPAKTUYECKOIO
pesynbTaTta; BeWwM — COBOKYMHOCTb
NPaKTUYECKMUX NOCNEACTBUN.

[JencTBuTeNbHOCTb MHOTOTPaHHa, U
y Ka)Xaoro nHanBMayyma cBom crnoco6
€€ BOCMNPUATHSA, @ COBOKYMHOCTb
BCEX 3TMX CMOCOBOB NPMBOAUT K
CO3JaHu1to NIPaIUCTUHECKON KapTUHbI
mMupa. O6bEKTUBHOE 3HAHKE O MUpe
HEeBO3MOXHO. [lo3HaHKe - aKTUBHOE
BMeLlaTeNnbCTBO CyGbEKTa B NpoLEecc
nccnefoBaHUs, IKCNEPUMEHT Haf
06bEKTOM. MbllWIEHUE CAYKNUT Ana
pelieHns NPo6AEMHbIX CUTYaLIUNA.
PeanbHOCTb cO3aaeTcs B npoLecce
Hay4YHOro uccnegoBaHuns. PasnuyHble
NPOAYKTbI AEATENbHOCTU COLIMYMa (3aKOHbI,
naen) He OoTpaxKaloT peasibHOCTb, a ClyXaT
N5 NONYYEHUS MPaKTUYECKON BbIroAbl B
KOHKPETHOW CUTyaLInu.

[MmaBHbLIN TE3MC NparmaTnu3mMa -
NnpeoaosieTb Pa3pblB MeXay Teopuen
U NpaKkTUKOMn. MNMparmMaTUyHOCTb,
NPaKTUYHOCTb, Pa3yYMHOCTb MPOSBSIOTCS
B YMEHUM pPa3BMBaATbLCH U NMPUMEHSATH
Ha NpaKTUKe HOBblE U HECTaHJapPTHbIE
3HaHWA. YMEHUIO KpeaTUBHO MbIC/IUTL U
pearnpoBaTb HE Mo NpaBuIaM MOXKHO U
HYXHO Hay4uUTbCS.

YBuaesLlas CBET B HOSI6pe 3TOro
roga cratba Npe3ungeHta HypcyntaHa
Hazap6aeBa «CeMb rpaHen Bennkon
cTenu» ctasa 1orMY4EeCKUM NPOAOIKEHNEM
nporpaMmmHou ctatbM «Barnag B éyayuiee:
MOZepHM3aumnsa O6LLECTBEHHOIO CO3HaHUS»
ot 12 anpensa 2017 roaa.

B atux ctatbsix [naBa rocygapcrsa
0603Ha4u1N BaxHble Kypcbl Mo
OCYLLECTB/IEHMIO LLENIOro psija MacluTabHbIX
rocyaapCTBEHHbIX MPOEKTOB, CBA3AHHbIX
C U3Y4EHUEM UCTOPUM U AYXOBHOIO
Hacneamnsa Benukon ctenu. «Mctopus
KasaxctaHa goskHa 6bITb MOHATa C
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BbICOTbl COBPEMEHHOWM HayKM, a He Mo ee
oTAaenbHbIM dparmMeHTam. N ana atoro ectb
y6eauTeNbHble apryMeHThbl, — FOBOPUTCS

B cTaTbe «CeMb rpaHen Bennkowm crenm».
— BonbLWKMHCTBO NPOTOrocyaapCTBEHHbIX
06beAMHEHUN... 06pa30BanoChb Ha
TeppuTopmn KasaxctaHa, CTaB OHUM U3
3/1IEMEHTOB 3THOreHe3a Ka3axCKon Hauuu,
T€ BblJalOLINMECH KYNbTYPHbIE OCTUKEHUS,
0 KOTOPbIX NOMAET pa3rosop, He 6bln
NPUBHECEHbI B CTEMb, a B 60/IbLUMHCTBE
clly4aeB poAUIUCb UMEHHO Ha Hallewn
3eMJ/ie U SIUlb 3aTeM pacnpoCTPaHUIUCh
Ha 3anapg un BocTok, CeBep u O [1, c. 1].

Oco60e BHMMaHWe B cTaTbe yaensercs
pes3ynbrataM apXeonorMyecKmnx n3blCKaHum
3a rofgpl He3aBncMMoCTH KasaxcTaHa,
6narogaps Yemy nNosiBUIacb BO3MOXHOCTb
No-HOBOMY B3[SAHYTb HA MECTO
Benukon ctenu B rnobanbHOM UCTOPUN.
ApXeosiorMyeckme HaxoaKun nocneaHmnx
Tpex AeCATUIETUN CBUAETENbCTBYIOT 06
MCMNOJ/Ib30BaHWM Ka3aXxCKUMM NJIeMeHaMu
nepenoBbIX TEXHUYECKUX PELLEHNI U
WHHOBALMM C APEBHUX BPEMEH.

«Halua 3emns, 6e3 npeyBeinyeHus,
cTana MecToM, OTKyAa NPOUCXOAAT MHOrMe
npeamMeTbl MaTepuasnbHOM KyNnbTypbl.
MHoroe 13 Toro, 6€3 4ero npocTo He
MbIC/IMMa XU3Hb COBPEMEHHOIO 06LIEeCTBa
- 6blJI0 B CBOE BPEMS N300PETEHO
B HallKX Kpasx. B cBoeM pa3BuTun
HacenbHWUKW CTEMNEN OTKPbLIIU MUPY
MHOECTBO TEXHUYECKMX HOBLLIECTB,
cTanu pogoHa4vanibHUKaMKn N306peTeHNN,
KOTOpble 10 CUX NOP UCMOJIb3YKOTCS BO
BCEX YacTax cBeTa. Jletonucu xpaHaT
HEMano M3BECTHbIX GAKTOB, KOraa NpeaKu
Ka3axoB He pa3 KapAnHaibHO MEHSU XO4
NOAUTUYECKON N SKOHOMUYECKON NCTOPUHN
Ha 0BLMPHLIX NpoCcTpaHcTBax EBpasunm», -
rosoputcs B ctatbe H. Hasap6aeBa [1, c.
1]. Mpu 3TOM, NOAYEPKUBAETCH, YTO «3TO
Hala obLwasa UCTopUS, BKa B KOTOPYHO
BHEC/IM MHOIMeE Bblaatolnecs aeaTenm
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pa3HOM 3THUYECKOW NPUHALNEHOCTH.
CerogHs HamMm HEOBXOANM MO3UTUBHbIN
B3rNs4 Ha COGCTBEHHYIO UCTopUio» [1, c. 1].

BecbMa npumeyaTtenbHo, Kak NepBbIn
Npes3naeHT B CBOUX paboTax 3aKnajbliBaeT
HOBAaTOPCKYK OCHOBY /19 MPUMEHEHUS
nparMaTM4yecKoro, NO3UTUBUCTCKOIO,
noaxoaa K U3y4eHuto aparoLeHHoro
Hacneaus NpoLwbIx TeicayeneTun. OH
3aK/II0YaETCH B CUHTE3€ NO3HaHUA U
npeobpas3oBaHuns, TO €CTb HE B NMPOCTOM
NO3HaHWK MUpa, UCTOPUN, NOEONOTNN
HalLMX NPaoTLOB, HO M B TOM, Y4TOObI
B NpoLecce U3ydyeHns U3BMEeHUTb
OKpYXaloWwmn MUp, N3SMEHUBLLUUCb CaAMUM.

HacToslwen Konbibenbto
KOHEBOACTBA W BCaAHWYECKOW KyNnbTypbl
aBnseTcs Benvkas ctenb - Hay4Hble
daKTbl JOKa3bIBAIOT, YTO BNEPBbIE
o/loMallHMBaHKe NoLlaan YHeNOBEKOM
NPOM30LLI0 UMEHHO Ha TEPPUTOPHUU
KasaxctaHa. 3aecb e, MECTHbIMMU
nieMmeHamu, rogaMu nosaHee, nowamib
MCMNONb3YETCH KaK YacTb BOEHHOIO
CHaps*KeHus, cBoeobpasHbli TPaHCMoPT.
«...0fOMallHMBaHME nowaaun nooKuno
Hayvano KynbType BcagHn4ecTBa. BcagHuK
Ha KOHe, BOOPYKEHHbIW TYKOM, MUKOM TG0
cabnew, ctan ceoeobpas3HbiM CUMBOIOM
3MNOXM, KOra Ha aBaHCLLEHY UCTOPUK
BbIXOAAT MOTYLLECTBEHHbIE UMMNEPUN,
CO3[aHHble KoYeBbIMK Hapofamu. B
ApeBHI0K0 anoxy CTenHon UMBUIN3aLInm
YXOASAT UCTOKM 6a30BbIX KOMMOHEHTOB
CoBpeMeHHOM oaexabl. BcagHnyeckas
KynbTypa nopoauia u onTumManbHoe
o6navyeHune ans BCajlHUKa — BOMHa.
CTpemsach ynyylwmnTb ynpaBaeHme nolagbio
BO BpeMs €3/bl, CTEMHAKU N306penu
BbICOKOE Cel/I0 U CTpeMeHa, — nuuweT H.
Hazap6aes» [1, c. 1-2].

Hacenssluune TeppuTOpH1IO HaWero
rocyflapctBa ApeBHWE Hapo/ibl NEPBbLIMU
CTann NPaKTUKOBATb 3alUMUTHYIO GPOHIO,
COCTOSIBLUYIO M3 METa/NIMYECKMUX N1acTUH

W NpeiHa3HavyaBLUYIOCS He TONbKO AN
BCagHWKa, HO 1 ana 6oeBon nowaaun. B
pe3ynbrate 0BnajJeHUs HalnMKU Npeakamm
WUCKYCCTBOM 006pPabOoTKU pas/IMyHbIX
METaNIoB UCMOJIb3yEMbIE Ha OXOTE

WM B BOMHCKWX CPaXKEHUSIX, CTPENbI
NONYYUNN ONEPEHUE U METANSTMHECKUI
HaKOHEYHUK. «JpyrMm TEXHONOTMYECKUM
HOBLLECTBOM, NPUBHECEHHbBIM TIHOPKCKUMMU
niemMeHamu, 06MTaBLIUMUK Ha TEPPUTOPUM
KasaxcTtaHa, ctano n3obpeTteHue

cabnu, OTNINYUTENbHOM YEPTON KOTOPOW
cTan NpsiMOM UKW U3OTHYTbIN KIIMHOK C
OTKJIOHEHHOW B CTOPOHY JIE3BUSA PYKOATHIO.
[JaHHoe opyKue cTano Hanbonee BarKHbIM
W pacnpocTpaHeHHbIM B apceHarne
HacTynaTesbHOro BOOPYKEHUS», —
3aAB/ISET NepBbIn Npe3naeHT KasaxcTaHa
[1,c. 2].

B MecTax pacKornoK B pasfiyHbIX
pernoHax KazaxctaHa oTe4ecTBEHHbIMU
apxeosnioraMmun o6Hapy¥eHbl apTedaKTbl,
CBMAETENbCTBYIOLINE O CYLLECTBOBAHWUU
[pEBHUX 04aroB ropHOPYAHOro
NPOX3BOACTBA U BbiN1aBKM BPOH3bI,
Meau, CBUHLIA, enesa, B TOM 4yucne
N3roTOB/IEHWUS IMCTOBOrO XKenesa, cepebpa
n 305101a. O6HapyeHHbIn B 1969 roay
TaK Ha3blBaeMbI «30/10TOM YEN0BEK»
cTan Tomy noaTBepxaeHuem. B ceoen
ctaTtbe «CeMb rpaHen Bennkon crenn»
En6acbl otmeTun: <McKycHoe 30/510T0€
06/1M4be BOMHA YKa3blBAET Ha YBEPEHHOE
BNajeHne ApeBHUMU MacTepaMmn TEXHNUKOM
06paboTKM 30/10Ta. OHO TaKKe OTKPbLINO
6oraTyto MUDONOrnio, oTPaXKatoLLyto CUY U
acTeTuky CtenHomn umsunusauum» [1, c. 2J.

TaK e H. Hazap6aes pestomupyer,

YTO 0AOMallHMBaHWe fiolaan aano

HalWM NpeKaM HEMbICIMMOE Ha TOT
nepuvoa NpeBOCXOCTBO, a B NiaHeTapHOM
MacluTabe NpPon3BeNo KpyrnHeuLyio
PEBOJIIOLINIO B XO39MCTBE U BOEHHOM fene.
«306paxeHne KOHHOro 3HaMeHocLa

— Haubosee y3aHaBaemas ambnema
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repoMYECKOM 3NOXU N OCOBLIN «KYNbTYPHbIN
Ko» KOYEBOIo MUpa, GopMupoBaHme
KOTOPOro CBA3aHO C 3apOXKaeHMEM
BcagHuyecTBa. MoWHOCTb aBTOMOBUNbHbIX
ABWUraTenemn 4o cux nop n3mepsioT B
JIOWAaANHbIX cunax. Ml aTa faBHaa Tpaguums
— CMMBOJIMYECKas AaHb TOW BenYanllen
3Mnoxe, Korjaa Ha njiaHeTe rocnoAcTBoBa
BCaAHMK. Mbl HE AONKHbI 3a0bIBaTb O TOM,
4yTO BMJIOTh A0 XIX BEKa 4enoBe4eCcTBO
NoJIb30BaJIOCh MoJamMu 3TOM BETMKON
TEXHOJIOTMYECKOW PEBONIOLMK, NpULleLen
B MUP C APEBHEN Ka3aXxCKOW 3eMu», -
OTMeYaeTcsl B cTaTbe «¥/bl AaNaHblH KeTi
Kblpbi» [1, . 1].

Ocob6eHHOCTb NpeaiaraeMoro aBTopom
ctatbk «Cemb rpaHen Bennkon ctenn»
nparMaTM4ecKoro MeToaa PacCMOTPEHMUS
NOeosIorMn, 0TEHECTBEHHOW UCTOPUN U
KYNbTypbl 3aK/to4aeTcs B TOM, YTOObI
Hay4MTbCs MO3UTMBHOMY B3rN5y Ha CBOe
npoLuioe, Ha BbIKPUCTASIM30BaHHbIE
BEKaMMU, MOKOJIEHUAMMU, TpaauLUK, o6bl4aun
M crnocobbl MblLWIEHUS, KOTOPbIMW Mbl
CeroflHg ¢ ycnexom MOXeMm onepupoBarTb,
NPUMEHSS B pasfinyHbIX chepax
O6LLLECTBEHHOM XU3HW, KaK BHYTPU CTpaHHhl,
TaK U BO B3aUMOOTHOLLIEHUAX BO BHELIHEN
NoSIUTUKE.

Mparmatnam 1 N0O3UTUBM3M, KaK
WHCTPYMEHTbI BHYTPEHHEN U BHELLHEN
NOMUTUKM, HA MPOTAKEHUM NOCNEAHNX
20-TV NeT NPOXoAaT «<KPaCcHOM IMHUEN»

B AeATENbHOCTU U Tpyaax HypcyntaHa
Hasapb6aeBa, KOTOPbIA HEU3MEHHO
nogyepKMBaEeT 0cobyio BaXKHOCTb U
3Ha4YMMOCTb NMparmMaTtM4ecKoro noaxoaa
K pa3HbiM chepam XK13HeaeaTebHOCTH
rocyflapctBa — Ha4ymHasa ¢ IKOHOMUKHU

M 3aKaH4YnBasi NOBCEAHEBHOM XNU3HbIO
KaxKaow nM4HocTtu. Y B cBoen nocnegHen
KOHLLeNTyanbHOM cTaTbe «CeMb rpaHen
Benukon ctenun» rnaBa rocynapcrsa
NpoAo/IKaeT OTKPbIBaTb HEOBX0AMMOCTb
NPUMEHEHUS nNparMaTM4ecKoro noaxoaa
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NpY U3y4eHUN KyNbTYPHO-UCTOPUYECKOTO
N MOE0OrMYECKOro NPOLLUIOro Hawero
rocygapctea — BEKOBOM UCTOPUU U
6nnXKanwen — nepuoaa nocieaHux aByx
CTONETUN.

[parmatnuam — 370 Takas cucTema
B3rNs40B, LLEHHOCTEN, MOJIUTUKM,
KOTOopas OpueHTUpoBaHa Ha rnony4yeHue
NPaKTUYECKM MONESHbIX PE3Y/IbTaToB.

B onpeneneHHom cmbIcie, OH
NPOTUBOMNONOXKEH MeTadU3NKe,
OCHOBbIBaIOLWLENCA Ha NPEBO3HECEHUM
MppaLnoHanbHOro onbiTa, To eCTb
OXKMIaHWg CBepXbecTecTBEHHOrO. B

TO Xe BpeMsi nparMatu3m oTiMyaeTcs
OT MEPKAHTUIN3Ma, TO eCTb OT ONbiTa
nprMobpeTeHnst OT BCEro NPSIMOM BbIroAbl,
npuoébinu. NparmMatuam oTiMyaeTcs
elle OT 04HOro Te4eHns — poMaHTM3Ma,
XapaKTepu3yioLLerocs nog4epKHyTbIM
BHMMaHMEM K YeI0OBE4YECKOMN TUYHOCTH,
WHAVBWIYaNbHOCTU, BHYTPEHHEMY
MMPY YesloBEKA UCKITIOYUTENBHOIO
XapaKrepa B UCKTIOUYUTENbHbIX
06CTOATENBCTBAX, CUNBbHOM, BYHTAPCKOM
JINHHOCTU, HENPUMUPUMOWM C MUPOM,
OTpULIAHWEM palMOoHanM3ma, pasyma u
ynops404eHHOCTH.

CnoBo «nparmaTnam» NPOUCXoanT U3
APEBHErpeyYecKoro A3blka 1 o3Ha4aet
«aeno, nencreuer. [NNparmaTMyeCcKuUm CTUNb
MblLEHWUSt 6a3npyeTcs Ha NpaKTuKe
KaK KpUTEPWUU UCTUHDBI U CMbICIOBOW
3Ha4YuMocTH. Ero ocHoBartenem cymTaeTcs
amepuKaHckuin punocod XIX Beka Hapnos
Mupc, KoTopbii NepBbIM cHOPMYNUpPOBan
«MaKcuMy» nparmatmuama [2].

[MparmaTnuam cTasn BaxHEeNLWUm
HanpasJieHneM B npouecce
$GopMUPOBaAHUA HALMOHAIbHOrO CO3HaHMS,
KyNbTypbl M Maeonorum AMepukm XX Beka,
Korga Kputepuem UCTUHHOCTU B MO3HAHWUK
NPUHUMAETCA NpaKTUYecKas NnonesHoCTb.
MparmMatMam CTaHOBUTCS UHCTPYMEHTOM,
Nnp1 NOMOLLM KOTOPOro 6yayT pelarbcs
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npo6nemsbl ntogen. Makcuma
nparmMatuama, BblpaboTtaHHas Mupcom,
OMUCbIBAET TEXHUYECKYIO COCTaBASIOLLYIO
KMU3HU YenoBeKa. TaKkxe rnaBHyto ponb B
BO3HMKHOBEHWK NparmaTnama cbirpasno
00blJEHHOE MbILLIEHNE OKPYHKatoLWEero

ero o6wecTBa, COnpsi*KeEHHoe C ero

naeemn 3apaBoro CMbicna 1 npakTMuusma.
CornacHo ytBepxaenuto lNupca,
nparmMaTtu3am - 3T0 y4eHue, yTBepaatoLlee,
YTO Karkgoe NoHATUE ABNSETCH B Ka4yecTBe
CMbIC/TIOB O MbIC/IMMbIX U MPaKTU4ECKMX
nocneacTeuaX.

CtpaTeruns rocyqapctBeHHOro
ynpasneHus NepBoro npe3naeHTa
Pecny6nunkun KasaxctaH Pecny6imMku
KasaxctaH — En6acbl u3BecTHa B Mupe
KaK Ka3axCTaHCKMWM NyTb, WX Moaenb
Hazap6aeBa «CTpaTerM4eckunm pacyer u
nparmMatuam». «<Ha npoTsaKeHUn CTONETUN
HallW NPeAKK COXPaHWIN YHUKaNbHbIM
3KOMNOMMYECKN MPaBubHbIN YKNag
YKMU3HU, COXpaHssa cpely O6UTaHus,
pecypcbl 3eMJIMU, O4YEHb NpParMaTu4yHo
M 3KOHOMHO pacxoays ee pecypcbl», —
roBOpPUTCS B Npeablayen nporpaMmHoOm
cTatbe [MaBbl rocyaapcTea «B3rnsag B
oyaywee: MoaepHM3aLuns obLecTBEHHOIO
CO3HaHMus», NPOAOSIKasA TeMyY
nparMaTtM4yecKoro noaxoja K aKoHOMUKe 1
npupoaHbIiM pecypcam [3, ¢. 3]. He cmoTps
Ha To, 4YTO, B LLeNOM, NparMaTnam — 3To
dunocodpckoe Te4eHne, OCHOBbIBatoLWEe
CBOE NOHMMaHWe KPUTEPUSA UCTUHbI U
CMbIC/IOBOM 3HA4YMMOCTH CYLLLECTBOBAHMUSA
4yenoBeyecTBa Ha npakTuke, lNMpesnaeHt
B Bbll€yKa3aHHOM cTaTbe BeAeT peyb
0 NparMaTtu3Me KaK 0 NpaKTU4eCKOM
NPUMEHEHWU PECYPCOB U YCUNUN,
paLnoHanbHOM UX UCMONb30BaHMK.TO eCTb
cnepyeT YACHUTb, YTO B MoJepHU3aL MK
CO3HaHWS BaxKHYlO POSib 3aHUMaeT
npaKTU4ecKas Nonb3a OT 3aTpaynBaeMblxX
HaMW YCUTMIM N BKNaAblBaEMbIX PECYPCOB.
M B 3TOM CMbICIE NPUHUMM NparmaTnamMa

[OJI}KEH ObITb MPUMEHEH NPU peannsarmu
BCEX AENCTBYIOWMX HA CErOAHSALHWUA AEeHb
W NNaHUPyeMBbIX NPOrpamMmm, BKIHOYEHHbIX
B nporpammsbl Ctpatermnm go 2050 roaa,
«PyxaHu *aHfrbIpy» n «CeMb rpaHem
Benukon ctenu».

Bce npuHMmMaemMble NpaBUTENIbCTBOM
pelweHns oMKHbl OCHOBbIBATLCA Ha
NPUHLKUNE NparmaTtuama, cumTaer
npe3naeHt PK HypcyntaH Hazap6aes.
«CuTyaums B rno6asbHON 3KOHOMUKE
OyAeT Ha Hac BNUATb... [103TOMY rMaBHbIN
NPUHLUMM HaW — 3TO BCeoObeMIIOW MM
nparmaTtuaMm... Bce npeacrosiine
pelueHnst OMIKHbI MPUHUMATBLCS C y4eTOM
NpPUOLINILHOCTH, BO3BpaTa UHBECTULUN,
COo61I04EHNA 3aKOHHbIX MUHTEPECOB
Hallen cTpaHbl, KOHKYPEHTOCNOCOBHOCTH.
3anomMHuTe — 3a 3TUM ByeEM CMOTPETb»,
— 3aaBnan1 Enéacbl Ha paclWMpeHHOM
3acefaHuvn NpaBUTENbCTBA €llle B SHBape
2013 ropa [9, c.1].

OKynaemMocCTb rocyapCTBEHHbIX
nporpamMm — BOT KPUTEPUI, MO KOTOPOMY
HeobXx0AMMO OLEeHUBaTb, MPUMEHEH K B
X0[le UX nparMaTtuyecKkum noaxos. B atom
cmblcne chepbl MAEONOrUU U KYNbTYPbI
He ABNSAIOTCH UCKITIDYEHUEM, laXKe
HaobopoT. <MoaepHHU3aLMa HEBO3MOXHA
6e3 U3MEHEHUS psiaa NPUBbIYEK
W CTepeoTnnoBs. B Hawen nctopuu
€CTb MHOI0 NPMMEPOB NOAIMHHOIO
nparmatuama.

MparmaTnam aBASETCS OAHON 13
BaXKHbIX B Py APYruX, TaKMX KaK
KOHKYPEHTOCNOCOOHOCTb Halllen HaLuu,
COXpaHeHMe HaLUOHaNbHON MAEHTUYHOCTH,
Ky/bT 3HaHWS, 3BOJIIOLIMOHHOE pPa3BUTHE
KasaxcTaHa 1 OTKPbLITOCTb CO3HaHM4,
pedopMaTopCKUX HOBaLIMIM B AYXOBHOM
codepe KazaxcraHa. [JyxoBHble LEHHOCTH
UrpatoT BarKHENLLYIO PO/b B Pa3BUTUU
Nl060ro Hapoda, NO3TOMY, fefnlad CTaBKU
Ha TEXHONOMMKN U UHHOBALIMMK, Ha
pa3BUTUE HOBbIX OTPac/iien SKOHOMUKM
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U CTPOUTENBLCTBO COBPEMEHHOMN
MHOPACTPYKTYPbI, Mbl HE AOMKHbI
3ab6bIBaTb MPO COXpPaHEHME U pa3BUTHE
HPaBCTBEHHbIX OCHOB 06LECTBEHHOIO
co3HaHu4. Kaxkabin M3 Hac 0693aH rmbKo
pearnpoBaTb Ha BbI30Bbl BPEMEHMH,

K aTOMy 6yayT CnoCO6HbI TONbKO
BbICOKOOOpa30BaHHbIE N yXOBHO 6oratble
noau.

UcTtopus 27 neT He3aBUCUMOCTU CTPaH
NMOCTCOBETCKOr0 NPOCTPaHCTBa NoKkasana,
4TO B TEX CTPaHax, rae Bo3obnaganu
3TW UEHHOCTU 1 CTann OpraHM4eCcKon
4acTblO MbILNEHUS U NOBEAEHNS
NI0ZIEN, NpoLLecChbl MOAEPHU3aLMN
npoTeKkanu 6onee ycneluHo. Mpoueccol
TpaHchopMaLIMK 0OLLECTBEHHbBIX HOPM
1 coLmManbHbIX B3AaUMOOTHOLIEHWUN
NpoTEKanu CNOKOMHO, NM1aBHO U
€CTecTBEHHO, 6e3 NPOTUBONOCTABNEHMUS
W aHTaroHM3ma Mexay HoBLIecTBaMu
n Tpaguumnamu. PopmmnpoBaBLLAACS
$dopma rocyaapcTBEHHOMO yrnpaBieHus
paccMaTtpuBanacb Kak cnocob
COBPEMEHHOrO0 BblparKeHUs HaKOMIEHHOIo
Hapo4OM OnbiTa. BarKHO OTMETUTb, YTO
€QMHCTBEHHbIM YCIIOBUEM NS AOCTUKEHNS
BbICOKOIO YPOBHS pa3BUTUS NparMatuama
W peleHna NpobnemM MoaepHM3aLnm
ABSAETCA Hann4yme y obuiecTea
noTpebHOCTU B 3TOM, 0DOPMIEHHOO
BOJIEBOI0 PELUEHNS N €AUHEHNE HaLIUMN.
lMoHWMaHWe 3TON UCTUHbI KaK pa3 U
ecTb 6a30Basl MaKcMma, yHUKanbHas
0CO6EHHOCTb NparmMaTM4yecKoro noaxoaa
K MOEO0NIOTMN N KYNbTYPE, OTPAXKEHHOIO B
KOHLenTyanbHoW paboTe H. A. Hazap6aeBa
«Cemb rpaHen Benvkown ctenm» u
peann3yemoro MM Ha NpaKTuKe.

CerogHs KynbTypa 1 MAEO0Norus, Kak
HWUKOraa paHee, penbedHO BbIABUHYINCH
Ha NepeaHui NaaH Takum o6pasom, YTo
TpebyloTCs OCMbIC/IEHME U NepPEOoLIEHKA
OrPOMHOr0 Hacneaus NPoLIoro Ans
3aMMCTBOBaHUS BCEro NOOXMUTENbHOrO,
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YTO ObINIO HAKOMIEHO 3a BCe Npeabiayline
BPEMEHAa CYLLLECTBOBAHMS Ka3axCTaHCKOM
3eMJIU, YTOObI NparMaTuyHo
MCMNONb30BATb OMbIT MPEAKOB, JOMNOIHMB
pesynbrataMu, JOCTUTHYTbIMU YKe HalluMKU
COBpPEMEHHUKaMH, B HOBOW anoxe. B
rno6anbHOM cMbicne Ka3saxctaH Bce

ele B NOUCKe COBCTBEHHOM MOJENU
nparmaTuamMa, No3TOMYy Ha JaHHOM 3Tane
Heo6xoauMOo 06beMHUTL COBMECTHbIE
YCUNUS, U, yYUTbIBas TOUKY 3PEHUS
KaXgoro nokosneHus, BolpaboTtaTb

€/IMHYI0 CTPaTErnM4YeCKyHo NMHMIO,

KoTopas NpefoCTaBUT BO3MOXHOCTH
YCMELWHOro pelleHns 3agay, CBA3aHHbIX C
NOCTPOEHMEM MpPOoLIBETAIOWEIO U CUIILHOIO
rocygapcTtaa.

Bnaropgapst moaenu, BbipaboTaHHOM
Mpe3naeHToM CTpaHbl N0 MPUMEHEHMIO
nparMaTnyeckon pmunocodumn, 1 Ha OCHOBE
€ero nepeaosou nNoanTnKN KasaxcraH
[IOHbIHE pa3BUBaeTCs NocTynaTe/lbHbIM
IBUXKeHneMm, 6e3 pacKona obuwecTBa Ha
NoNsipHbIE «narepu», U, YTO CyLLLECTBEHHO
- He pacTepsiB COOCTBEHHYIO CUCTEMY
LLEHHOCTHbIX OCHOB 1 OPUEHTUPOB.
OOHaKo ganbHenlee ABUKEHME, KaK
otmeTun H. Hasap6aeB, BO3MOMXKHO
TOMIbKO NPW OTKPbLITOCTU 0OLWECTBEHHOIO
CO3HaHMS K BOCMPUATUIO COBPEMEHHbIX
LLEHHOCTEN N X NPOAYKTMBHOIO CUHTE3A
C Tpaamumsamm Hallero Hapoga. U ycnex
TAKoro CMHTE3a BO3MOXKEH, €CNK1 B
MbILLIEHUN Ka3aXxCTaHLLEB, U 0COBEHHO
MOJI040r0 NOKONEeHUs, BO3061adaloT Maeu

N LLEHHOCTHK NMpoCBELWEHHOIo nNparMaTtn3ma.

B okTa6pe atoro roaa MNpe3naeHT
npeacTaBun cBoe exerogHoe MNocnaxHue
Hapoay KasaxcTtaHa «PocT 61arococtosiHus
Ka3axCTaHLIEB: NOBbILLIEHWE JOXO/I0B U
KayecTBa XW3HW». B HEM OH NoAYEpPKHYN,
YTO B «<HEMPOCTbIX COBPEMEHHbIX YCNOBUSAX
BHeLLHAA NonuTuKa PecnybnmMku KasaxcTaH
TpebyeT agantalmm U NPOABUKEHUS
HaLMOHaNbHbIX UHTEPECOB Ha NPUHLMMIAXx
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nparmaTnuamMar, a «NPOaKTUBHbIN» XapaKTep
N «<MUPONIOBUBLIN Kypc» OCTalOTCH ee
K/lOYEBbLIMU COCTABNSIOWMMMU.

«Ha nytm moaepHu3aLmmn Ham
CTOUT BCMOMHWTb HaBbIKU NPEAKOB.
MparmaTtnuam o3HavyaeT TOYHOE 3HaHne
CBOWX HaLIMOHAsbHbIX U IMYHbIX PECYPCOB,
X 3KOHOMHOE pacxojoBaHue, yMeHne
niaHMpoBaTb CBOE Gyayllee.

MparmaTtnam ecTb NPOTUBOMNONOKHOCTb
PaCTOYUTENBHOCTU, KUYNTMBOCTU, HU3HHU
HanoKas. KynbTypa cOBpeMEHHOro
o6LwecTBa — 3T0 Ky/ibTypa YMEPEHHOCTH,
KynbTypa AOCTaTKa, a He POCKOLLU, 3TO
KynbTypa paumoHa bHOCTH.

YMeHWe KNUTb paLnMoHalbHO, C aKLEHTOM
Ha JOCTUMKEHME peanbHbIX Lenen, ¢
aKUEeHTOM Ha obpa3oBaHue, 300POBbIN
06pa3 XKM3HU N NPOoPECCUOHaNbHbIN yCrnex-
3TO U €CTb NparmMaTu3m B NOBEAEHUMN. ..
Peann3m 1 nparmatmam - BOT IO3YHI
ONMXKanLWKnX AECATUNETUN», — PA3bACHAET
Mpes3naeHT B cBoen paboTe «PyxaHu
HaHFbIpy».

Bce HOoBble NPOEKTLI, NPeANOKEHHbIE
Masou rocygapctea H. A. Hazap6aeBbiM
W 03BYYEHHbIE UM, B TOM YuMCllE B
ctatbe «CeMb rpaHen Benunkon crenm» —
ceMUNETHAS nporpamma «ApxunB-2025»,
co3aaHue y4ebHo-06pa3oBaTeNbHOIo
napKa — aHUuKnoneanun «Benukue
nmeHa Bennkon ctenu», popmmnpoBaHume
aKTya/nbHOM ranepen o6pa3oB BENKUX
MbIC/TUTENIEN, MOITOB U NpaBuUTENEN
NPOLWIOro U psaa aApyrux — uMetoT 6osblioe
3HayeHUWe He TOSIbKO ANs rpaxkaaH
He3aBUCUMOro KazaxcrtaHa, HO U KpalHe
BaXKHbI /11 AEMOHCTPALMKN HaLLEN UCTOPUK
MUPY.

[MporpaMMHbIe Lienr KOHLEeNTyanbHOM
paboThbl [Mpe3naeHTa H.A.HazapbaeBa
«CeMb rpaHen Benvkow ctenu», a no cytu
BEKTOPbI Pa3BUTUS YXOBHOW cdhepsl,
JIOFMYECKU CBSA3aHbl C NPOrpamMmon
«B3rnaa B 6yayliee: MmoaepH1U3aLms

061LLECTBEHHOIO CO3HaHUs». bonee

TOrO, «...HOBbl€ KOMMOHEHTHI
o6llleHaUMOoHanbHOM nporpaMmmsbl «PyxaHu
aHFblpy», — nogyepKnsaet lNpe3naeHT

B CBOEW NnocnegHemn ctatbe, — No3BondTt
aKTyanM3anMpoBaTb MHOMOBEKOBOE
Hacneaue HalKux NpeaKkoB, caenas ero
NMOHATHbLIM U BOCTPEOOBaHHbLIM B YCI0BUSX
umndpoBon umsunM3aumm» [1, c.5].

HoBbIn Munp, cBUAETENSAMMU
CTPEMUTENIbHOIO Pa3BUTUS KOTOPOTO Mbl
ABNAEMCs cerogHs, 6ecnpeueneHTHo
AWHaMWY€eH U U3MEHYMB. HeT
Heo6X0AUMOCTU AOKa3bIBaTh, YTO B
CKnajblBatlowencst cutyaumm rnobasbHbIX
M3MeHeHWN, B obllecTBe Hanbonee
3Ha4YUMbIMM BbICTYNalOT UBMEHEHMUS
camoro YyenoBeKa. OHM 0BYCNOBJEHDI
peanbHbIMK NpeobpasoBaHUAMK YCIOBUI
€ro XU3HeaeaTelbHOCTH, NPOABAASACH B
pa3HOM CTENEHN U B pa3HbIX NIOCKOCTSX,
HO rno6asibHO U MHOroOXapaKTepHO.

MNpeo6pa3oBaHusi, KOTOPbIE MPOU30LWIN
B 9KOHOMMWYECKOWN, TEXHOIOMMYECKON,
coumManbHoM o6nacTax, NPy NOBbIWEHUN
06LLLEro Ky/IbTYPHOro, B TOM Yuche
No3HaBaTeIbHOro YPOBHS, MPaKTUYECKHU
NOCTaBUIM COBPEMEHHOIO YeNoBeKa
B HOBYIO NO3UMLMIO, MPeXae Bcero, no
OTHOLLUEHMUIO K NIOASM U K cebe.

bnarogaps MOLWHOMY BO3AENCTBUIO
CpeacTB MaccoBoW MHDOPMaLIUK,
paclIMPEHMIO KOHTAKTOB, B YaCTHOCTH, B
pes3ynbrate MUrpaLMOHHbIX NPOLLECCOB
YyesI0BEK MO-HOBOMY BOCMPUHUMAET,
NOHUMaET, OTKPbIBAET MUP, KOTOPbLIN OH
caM M3MEHUN U caM B HEM U3MEHSETCS.

370 NPOABASETCH B pasHbix chepax 1 Ha
pa3sHbIX YPOBHSAX CYLLECTBOBaHUSA YenoBeKa
— QU3MOIOTMYECKOM, NCUXOIOTMYECKOM,
colnanbHOM, 0O bEKTUBHO NPUBOAS K
NOBBbILLEHWNIO aKTUBHOCTU NIOAEN, UX Bonee
rny6oKon pedsIeKCUM Ha OKPYKaIoLLMX U
Ha cebs, 4TO OTpaXKaeTcs B NepecTpomnKe
MEHTa/IbHOCTU, CMEHE LieNien, LLIEHHOCTER,
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OpUEHTaLIMN UHAMBUAOB, NOSABAEHNN
Y HUX HOBbIX NOTPEBGHOCTEN N HOBbIX
BO3MOXHOCTEN UX peannsaLmnu.

B nocnenHee Bpems BO BCeEM MUpe
BO3pacTaeT MHTEPEC K 06bEKTaM
KYNbTYPHO-UCTOPUYECKOrO Hacneams u
0COOO0N PONKU KynbTypbl B GOPMUPOBaHUHK
YCII0BWI A7151 yCTOMYMBOIO Pa3BUTUSA
rocyaapcts. B ycnoBusax rnobanbHbix
nepemMeH Bo3pacrtaeT He06X0AUMOCTb
noaaepraHusa pa3Hoobpasus
NMCTOPUYECKOIO Hacneams Kak oqHoro
U3 pecypcoB YCTOMYNBOIO Pa3BUTUS.
bnarogaps HOBOMY UMMY/bCY, 3alaHHOMY
MpeangeHtom H.HazapbaeBbiMm,
NUCTOPUYECKOE Hacneaue B Hallem
rocygapcTBe paccMaTpuMBaeTCsl Kak OCHOBa
ANS MEXKYSIBTYPHON KOMMYHUKaLWK U
MWPOBOro nporpecca. B ceoen pabote oH
aKUEeHTUpYyeT BHUMaHWE COBPEMEHHUKOB
M NpM3biBaET Ka3axCcTaHLEB K
NepeoCMbIC/TIEHUIO POJIN OTEYECTBEHHOIO
Hacneausl B ro6aabHON NCTOPUKN MUPA.
Taknm 06pa30omMm, KyNlbTypPHO-UCTOPUYECKOE
Hacnegne CTaHOBUTCS YCTOMUYUBBLIM
NONMUTUKO-IKOHOMMUYECKUM PECYPCOM
rocyaapctBaa.

bynyuiee HeBO3MOXHO 6€3 onopbl Ha
UCTOpUYECKOE npolunoe. B Ton He3pumon
BOWHE CMbIC/TIOB U LLEHHOCTEW, KOTopas
pa3bIrPbIBAETCH Ha NJIAHETE KaXKablv IEHD,
COXpaHeHWe UCTOPMUYECKON NaMATn — 3TO
€QMHCTBEHHbIN CNOCO6 CaMOCOXpPaHEHUS
BoobLe.

Cnepyet OTMETUTb TE YepThl,

KOTOpPbl€ COCTaB/ISIlOT 0COOEHHOCTb
nparmaTtuyecKkoro nogxoda lpesnaeHTta,
€ro onpeaeneHHyo HOBU3HY, 0COGEHHbLIM
06pa30M OTPaXKEHHYIO B NocnegHen ctatbe
O BEJ/IMKOW CTenu, ee CeMU rpaHsx.

TaKoro pofa noaxo K OCMbICIEHUIO
NCTOPUYECKUX U MONTUTUHECKUX
COObITUI NO3BOJSET, BO-NEPBLIX,
NM36aBUTbCS OT Y30CTH UTIIO30PHO-
YMO3aK/IOYUTENBHOIO MOHMMAaHMKS
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MecCTa Hallen HaLuu1M B MMPOBOU
UMBUIU3ALMHN, N, BO-BTOPLIX U FMaBHbIX,
Ha MOV B3rnsd, 4aeT LWMPOTY OCO3HaHUSA
rno6anbHOCTU BKNaja Ka3axcTaHCKOro
rocyaapctBa Ha NMpOTSXKEHUM BEKOB

B MUPOBYIO UCTOPUIO 1 €€ pa3BUTHE.
MpaKTMYHOCTb NparmMaTM4ecKoro Nnoaxoaa
o4YeBUAHa, OHa BedeT K YCKOPEHMUIO
TEMNOB BHEAPEHNSA U30OPETEHUH,
LIMPOTE NPUMEHEHUSA TEXHONOMMYECKMX

M OpraHM3aLMnOoHHbIX HOBLUECTB,
IMHaMU3My 06LWECTBEHHbIX MHULIMATHB,
OypHOMY POCTy CNpoca Ha MacCoBYIO
MHbOpMaLMIo, TO eCTb OOLLECTBEHHOE
MHeHHWe Hauun. PDopMupyemoe, B
pesynbrare, HauuoHalbHOE MbllUeHNE
HE COAEPKMUT KECTKOM CUCTEMBI UAEN.
Noao6Horo poaa o6 EeCTBEHHOE CO3HAHWE
CHUMaeT BHYTPEHHME coLMalbHble
orpaHuyeHus, U, B peaynbsraTte, B XoJe
NPaKTUY4ECKOro NPUMEHEHUS, BOSHUKaET
paHee HEBO3MOXHOE B3auMOENCTBUE
Hay4HbIX JOCTUMXEHUN U OOCTOSHUS
NpeaKoB, HOBATOPCKMX U3bICKAHWUI U
BEKOBbIX TpaaMUmMn, TPaaULMOHHOM 3TUKHK
W HOBbIX TUMOB MbllWeHus. bnarogaps
TaKoMy COLManbHO-MCUXOI0rMYECKOMY
MexaHU3My, 06LLEeCTBEHHOE CO3HaHWe
MOMET 3aMeTHO B/INSATb Ha 3HAYUTENbHbIN
pPOCT BO Bcex dopmMax X03MCTBEHHON,
NOJIMTUYECKOMN U IYXOBHOM AEeATENbHOCTH.
B ToM cMblIcne, 4To NO3UTUBUCTCKas
napaguMrma MbllAEHUs NpuaaeT HOBbIN
CTUMYN Pa3BUTUIO HE TOJIbKO NMPUKNIaQHON,
HO M dyHAAMEHTaIbHOM HayKu, BNIOTb

[10 MaccoBbIX KOMMYHUKaLUSX,

roe yéexkgatowan maHepa nogayu
MHGOPMaLMK yCcTynaeT NPUOPUTET TEKCTY
MHbOPMATUBHOMY, TOYHEE CKa3aTb,
nparmMaTUyecKomy.

YMeHUE ¥N1Tb paLmoHanbHo, ¢
aKUEHTOM Ha [OCTUXKEHUE peasibHbIX
Luenen — eAMHCTBEHHO ycnelHas MoJenb B
COBpPEMEHHOM MUpE.

Pelwas Bonpocskl, CBA3aHHbLIE C
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TPETbMM 3TAnoM MOAEPHU3aLNN,
Heo6x04UMO NOAHSATb YPOBEHb
OCMbICNeHns ee npobnemsl. B obuiectBax
C BbICOKMM YPOBHEM pPa3BUTUSA
nparMaTtMama LLeHHOCTU MOAEPHU3aLNK
BOCMPUHUMaANUCh 6naroxenaTefibHO
W yCnewHOo 3aKpennsanuce. Tam xe,
rae LeHHocCTb NparmMaTnamMa 6biia
HEeBbLICOKOM MW NPSIMO OTBEpPranacs,
naen MmoaepHusaLmnn BOCNpUHUMaIncb
C/IULLIKOM YMNPOLLEHHO WK BOOOLE
oTBepranucb. NogobHbIE YCTAaHOBKH
CBfI3aHbl ¢ NpeobnagaHUeM B
06LLLECTBEHHOM CO3HAHUM LIEHHOCTEN
paanKann3amMa co BCeMU HEU3BEKHbIMU
NS HAX HEraTMBHbIMW NOCNEACTBUAMM.
Mpoeonorms Tak Ha3bIBaeMoro
«HaLMOHanbHOro nparmaTnamMan
Haxo4uNa CBOE BbipaxeHune B Xxoae
pa3BUTUS psfia pa3BMBalOLWMXCHA CTPaH
B XX BeKe. K npumepy, B AnoHnn fo
Ha4vana 1990-x rr. rocnoacTesoBana
naes cosgaHug «obliectsa
6narogeHCcTBUSA ANOHCKOro TUNa» Ha
HaLUuWOoHabHO-Tn6epasnibHOM OCHOBE.
CTpaHa npouwna nyTb OT LWIOBUHKU3Ma
BOEHHOI0 BpEMEHMU, 060KECTBNEHNS
rocyaapCTBEHHOCTU K NOSIUTUHECKOMY
nnéepannuamy 1 OTKPbITOCTU NO
OTHOLWWeEHMIO K 3anaay (1945-1960).
lMocne nopaxerHus Bo BTopon mrupoBoK
BOMHE Y SINOHLEB BO3HMKI0 YYBCTBO

HEemnoJIHOLLEHHOCTH, a3UaTCKOM OTCTaNoCTy.

MNocnepoBaBwKni 3aTeM peHOMEHANBHbBIN
3KOHOMWYECKMUIM POCT COMPOBOXKAANCH
HapacTaHWEeM HaLMOHaNNCTUYECKNX U
aHTMaMepUKaHCKNX HacTpoeHni. B KoHue
1970-X rr. ANOHCKOE NpaBUTENbCTBO
€O3/ano naeosiormyeckyto nnarhopmy
HalLMOHanbHOro eaMHcTBa. Bo3poamnoch
CTpeMJIEHHNE K NTNAEPCTBY B MUPOBOM
COOOLLECTBE U arKe BO3HMKNA

naes caenatb AnNOHUIO LLEHTPOM
MWUPOBOW LIMBUNM3ALINK, OOPa3LIOM
BbICOKO3bDEKTUBHOIO 06LLECTBA.

B HOxHoM Kopee no cen aeHb
rocnoAcTBYET NOEOSIOMUS «Hy4YXECOH»
(«cam cebe X038U1H»), CyTb KOTOPOK
B ONope Ha COOGCTBEHHbIE CUMTbI.
TeopeTUKM «4yuxeCoH» NoAYepKMBaloT
UCK/TIOYUTENBbHOCTb IOXHOKOPENCKOro NMyTH
pa3sutus. K dpaktopam, onpenenstoumm
3Ty UCKIIOYUTENIbBHOCTb, OTHOCAT
HaUMOHaNbHbIM AyX, HaLMOHanbHOe
€[IMHCTBO, YHUKaA/IbHOCTb HaLMOHaIbHOM
KynbTypbl. Bnactn BUAAT B npuHUMne
«4y4yxeCoH» OCHOBY KOpPeNCKOon hbopMbl
JEMOKpPaTUKN, OCHOBHbIE YEPTbl KOTOPOWN —
npuMar eqUHOBNACTUS (XapaKTepHOoro ans
KOHOYLIMAHCKOW JOKTPUHbI) M TOPKECTBO
naeu HauuoHanmMama. Ynop genaetcs Ha
COXPaHEeHMEe KyNbTyPHbIX HAaLMOHaNbHbIX
LLleHHOCTEN U HEOBXOAMMOCTb
pPEeBONOLMOHHOIO Npeobpa3oBaHns
yesloBEKa B LEeNsx CrioYeHUs HaLuu,
NOCTPOEHUS CUNBbHOIO rocyaapcTBa,
onupatoLLerocs Ha camo6bITHOCTb U
6ECKOMIMPOMUCCHBI CYBEPEHUTET.

Manansus ncnoseayet
nparmMaTnam «pyKyHHerapbl» (OCHOBbI
rocyapCTBEHHOCTH), NPOBO3rNaleHHOoN
oduumanbHOM AOKTpUHOM B 1970 T.
MaBHOM 3afayen rocygapcrTea Npu3HaHo
dopMMpoBaHUE eIMHON MaNaCKOW HaLUuWu.
CBoeobpasne cTpaHbl COCTOUT B TOM, 4YTO
MasfanLbl COCTaBASAOT MEHEE MOJIOBUHbI
HaceneHus, a Hanbonee cocTouTe/lbHasa U
aKTMBHO NpeanpuHUMaTenbCcKas ero 4yacTb
— 3T0 KUTanUbl U UHAMKLbI. [JOKTPUHA
yTBEpPXKAAET NPUMaT HaLMOHabHbIX
WHTEPECOB, CTaBUT LE/bIo NoAAEpKaHWe
[IEMOKpPaTUYECKOro o6pasa H13HH,
NOCTPOEHME NPOrPEeCCMBHONO 06LWECTBa.
B Hel 3a8BNeHO HaMepeHue co3aaTb
061LLECTBO paBHbIX BO3MOMXHOCTEN,
6e3 aKcnyataunun 1 ¢ HenpeaB3aTbiM
OTHOLUIEHWEM K KYNIbTYPHbIM LIEHHOCTSAM
Bcex HapoaoB Mananaunun. Taknum
06pa3om, peyb UaeT 0 MoaepHU3aLINK
Npu coXxpaHeHWn HaLunoHabHbIX
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0COBEHHOCTEN.

B MHAOHE3MK Lenbio peBOOLMK BbINO
CcO3JaHne He3aBMCMMOro npoLBeTaoLWwero
rocyfapcTtsa v cnpaBeiMBoro obuiecTsa
(«BCE ANS BCEX») HA OCHOBE MOAEPHM3aLINN
CcTpaHbl. Kpeao rocynapCTtBeHHON
ngeonornu coopmynnpoBan nepBbin
npesuaeHTt Cyxapto B dopme nNaTu
NPUHLUMNOB «MaH4ya cuna». OHM BKIIOYAIOT:
1) HaUMOHaNIN3M BO UMS CMJIOYEHUS
HaceneHus; 2) MHTepPHaLMOHaNM3M Kak
dopmy rymaHuamMa, npeanosaratoLLyto
paBHOMNpaBKe 1 6PaTCTBO MEXKAY
Hapofamu; 3) MexayHapoaHoe
COTPYAHWYECTBO, AEMOKPATHIO KaK
CyBepeHUTEeT Hapoaa; 4) npouBeTaHNe B
Ayxe naev counanbHON crnpaBeaMBoCTy;
5) Bepy B eanHoro bora, 4to no3sonser
B U3BECTHOM Mepe obecneymnBaTh U
MWPHOE COCYLLIECTBOBAHME KOHbECCHH,

1 NpoBEAEHME CEKYNSPHON MOIUTUKMN.
3TN NPUHUMNBI 10 CUX NOP HE YTpaTUIK
CBOEro 3Ha4YeHus!, XoTs C UBMEHEHHMEM
NONUTUYECKOTO PEXMMA MEHSATUCH
NpUOpUTETLI ANIEMEHTOB GOPMYISIbl «MaHya
cunar, ja n camo ux noHMmaHue [10].

B ocHOBE oduLManbHOM UaE0NOrMn
MHOnK nocne o6peTeHns eto
HEe3aBUCUMOCTHU fiexan Kypc, HaMeYeHHbIN
K. Hepy — rocynapCTBEHHbIN
HaLUuWoHann3M. 3To 03Hayvasno pellatroLlyro
posfib rocyaapcTBa B onpeaeneHum
OCHOBHbIX HanpaBJ/IEHUI pa3BUTUSA BO
UMSs JOCTUMKEHUS HaLMOHaNbHbIX Lenen,

a UMeHHO: o6pa3oBaH1a eUHON HaLuK B
denepaTMBHOM CEKYNSPHOM rocyaapcTee
C NaplaMeHTCKOM JeMOKpaTUen n
CMELLaHHOM 3KOHOMMKOWM, OnupaloLweMcs
Ha COBCTBEHHbIE CUSIbl; 0B6ecnedYeHus
npeobnagaHnsa rocyaapCTBEHHOIo
CEKTOpa B M3HEHHO BaXXHbIX 061acTsx
3KOHOMMWKMK M B NEPCNEKTUBE MNOCTPOEHNE
coLmanucTnuyecKoro oblilecTsa Ha
OCHOBE NMPUHLMIMOB, 3a/10}KEHHbIX B
KOHCTUTYLMUK. Mocne cmepTn Hepy
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nocTteneHHo Bo3obnajana TeHAEHUUS K
nnéepannsaumm 3KOHOMUYECKOM HKU3HMW.

Kemannam — oduumnanbHas
HaLMOHaNbHO-NMbGepanbHas aeonorus
Typumu. Ee chopmynnpoBan nepBbIn
npesunaeHT pecnybnmnkn Kemanb
AtaTiopK. B oCHOBe KemManuama nexar
LecTb NPUHLUKUNOB: 1) pecnybinKaHnam,
2) HauuoHanu3m, 3) HapoaHOCTb
(HeNpuUaATUE MEN KNAaccOBOIro pasaefieHus
obuectBa), 4) aTaTU3M (rocygapCcTBeHHOE
niaHMpoBaHWE 1 KOHTPOJIb 3a
NPOEKTOM pa3BuTHS), 5) nanumam u 6)
peBOJIIOLMOHHOCTL. PykoBoadLas naes —
HaLMOHaNbHOE rocyaapcTBO €BPONENCKOro
TMna. Bece TypelKne npassiimne pexmmol
KNSIHYTCS B BEPHOCTU Kypcy ATaTiopKa,
XOTSl U MEHSIOT €r0 B COOTBETCTBUU C
TpeboBaHUSAMU BpeEMEHMU. Yike B 1950-X IT.
Typums oTKazanacb OT rocylapCTBEHHOI0O
naTepHannama no OTHOLWEHUIO K 06LLECTBY,
Obln cenaH BbIGOP B Nob3Yy cBO60AHOIO
pbIHKa, X0Ts1 60pbba «rocyaapcTBEHHUKOB»
U «PbIHOYHUKOB» NMPOJOIKaETCA.

B coBpeMeHHbIXx MOHapxuax — bpyHee
n TannaHge, Kambogxe n MapoKkKko —
rocyaapCTBEHHaAs MAEO0N0rns 3MKOETCS
Ha Tpuaje «polinHa (Hauums) — Bepa —
MOHapXx».

[Mpouecchbl MogepHU3aLmMm 3a XX
BEK KapanMHanbHO U3MEHUN 0BNNK
MuUpa. HWM 04HO cToNeTne He MOXET
CPpaBHUTbLCS C NPOLLEALIMM BEKOM MO
MaclwTabam U CKOPOCTU UBMEHEHNN.
YenoBevyecTBO Nepexuno ABe MMpoBbIe
BOWHbI, CTAHOBJIEHWE U NaJeHNe MUPOBOM
CUCTEMbI COLMann3ma, KpyleHune
KOJIOHMASIbHbIX UMMNEPUN, HEBUAAHHbIN
POCT B 3KOHOMMUYECKOM, HAY4HOM U
TEXHONOrnM4yecKkomn cohepax.

CtpaHbl 3anaga BCTYNWIK B CTauio
NOCTUHAYCTPMAIbHOIO Pa3BUTHS.
CoumanbHOe rocyapcTBo paspelunno
MHOIrMe KOHMNIUKTbI, NoTpscaBLUMe
3anagHoe o6LLEeCTBO ellle B NepBON TpeTH
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XX B. 3aBeplieHune «xXxON04HON BOMHbI»
JIMKBUANPOBASO HENOCPEACTBEHHYIO
yrposy 4epHOro CaMOyHUUTOKEHNS
yenoBeyecTtBa. OgHaKo ¢ rnobanusauuen
NosIBUANCb HOBblE NPOBNEMBI:
MeXAyHapOAHbIN TEPPOPU3M,

yrposa pacrnpocTpaHeHus sa4epHoro
OpY¥MUS, counanbHO-IKOHOMUYECKOE
HepaBEHCTBO, @ B KAKON-TO Mepe Jaxe
U UMBUNMU3aLMOHHBIA packon 3anaja u
BocTtoka v gp.

B 60/bLUXHCTBE CTPaH MUpa
NU3MEHEHWS, KOTOpblE NpMHecna
MOJEepPHMU3aLMS, HE MPUBENN K
CTabMNbHOCTU U MPOLBETAHMUIO.
HecMoTpst Ha BblaatlolMecs, HO TOYEeYHble
poctueHnsa CCCP (byHaaMeHTanbHas
HayKa 1 o6pa3oBaHue, KOCMOC, BOEHHO
- CTpaTerMyecKknm napuTeT 1 ctatyc
BTOpou nocne CLLUA MupoBO#M epxaBbl),
coumanmcTMyeckan mogepHusauus
He cMor/ia B UeNoM YMEHbLINTb
3KOHOMMWYECKOoE OTCTaBaHWe oT 3anaja.

BecbMma 601€3HEHHbIMU
OKa3a/InCb NOMbITKM MoAepHU3aLINK
n 4ns 60/blIMHCTBA Pa3BMBaIOLLMXCS
rocyfapcts. Cpean HUX BblAENUINUCH
HOBbl€ MHAYCTPHUAbHbIE CTPaHbI,
JOCTUTLLIME 3HAYUTESNbHbLIX YCNEXOB B
pa3BUTUU SKOHOMUKK U YCUUBLLNE
CBOE€ B/INIHME B MUpe. CylleCcTBEHHbIE
COBWUIM MPOUCXOANAT M BO MHOIMUX APYrnx
CTpaHax BCeX KOHTUHEHTOB. TeM He MeHee
NMOMCK COBCTBEHHbIX NyTEN, MOAeNen
MOJepHMU3aLMn, codeTatolinx TpeboBaHus
rno6annsaumm ¢ HauuMoHanbHbIMU
OCOBEHHOCTSAIMU, B 60/bLIMHCTBE CTPaH
elle AaneKko He 3aBepLinscs.

OcCHOBHOWM ypOK NpollefLero cToNeTms,
noxanyn, 3aK1to4aeTcs B NPU3HaHUN
pacTtyuero MHoroo6pa3susi nyTen u
pe3ynbTatoB MoaepHu3auuu. MNposan
NOMbITOK HACUILCTBEHHOIO YTBEPKAEHMUS
TOW UMY MHOW MOENU 3acTaBseT
OTKa3saTbCsl OT B3INa Ha UCTOPULO

KaK CBOEro pojia ceneKkuuo Hanbonee
«[MpaBUJIbHbIX», 3PDEKTUBHBIX GOPM
06l1LLECTBEHHOIO pa3BuTUS. PasHoo6pa3ue,
MHOECTBEHHOCTb MCTOPUYECKNX

NyTeNn, MOUCK CMHTE3a rnodasbHbIX
UMnepaTMBOB U TPaAULMOHHbIX

KY/bTYp U COCTaBNSIOT OCHOBHOM

BEKTOP COBPEMEHHOI0 06LLECTBEHHOIO
pa3Butns. Bmecte ¢ Tem XX ctoneTtne
Harnsa4Ho NPoAEMOHCTPUPOBaANO, 4YTo
NONbITKK pelaTbh HOBble NPO6eMbI
CTapbiMu cpeacTBaMu — MacCUMpOBaHHbIM
rocyaapCTBEHHbBIM NPUHYKAEHUEM -
o6peyeHbl Ha npoBar.

B cBoen nporpammHon ctatbe «B3rnag B
oyayuiee: MoepHMU3aL s 06LLECTBEHHOTO
co3HaHus» Mpe3naeHT HypcyntaH
Hazap6aeB ynoMuHaeT paKT Toro, 4YTo «K
COXKaNleHWto, UICTOPUS JaeT HaMm HeMaso
NpUMEpPOB, Koraa uesble Hauuu, BeloMble
HeCObITOYHbIMK MAEONOTUAMMU, TEPENN
nopaeHue» [3, c. 1]. lMoatomy, obpalias
BHMMaHWE Ha HeraTMBHbIE NOCNEACTBMS,
HecyllmMe naen pagukanmama, [naea
rocyaapctsa Npmu3biBaeT 06LECTBO
paboTaTb Haj pa3BUTUEM JIUYHbIX
nparMaTMyecKux KavecTB: Takux, Kak
6naropasymue, OCMOTPUTENIbHOCTb,
BO3[€epyKaHMe, yMEPEHHOCTb,
6epeXNMBOCTb, CIOKOMUCTBUE, ANCLIUIIINHA,
OTBETCTBEHHOCTb M CTPEMJIEHUNE K NOPAAKY.
OauH 13 cosaaTesien CUHranypcKoro
«39KOHOMMYecKoro yygar» Jln KyaH O Toxxe
noayepKMBan 3HaYeHne TaKUX Ka4yecTs U
YCNIOBUI, KaK YeCTHOCTb, MOPSA0YHOCTb,
MHOrOHaLMOHaNbHOCTb, PABEHCTBO
BO3MOXHOCTEN, OLieHKa Mo 3acayram.

Mpumbep CuHranypa noaTBepaaet
3Ha4YeHUe LLEHHOCTEN NparMaTnama ans
MOJEepPHMU3aLIMKN rocyaapcTBa B OTInYune
OT CTpaH, NPOBOANBLUNX HECOLITOYHYIO
naeonoruto. Jlioam, BOCMMUTaHHbIE Ha
LLEHHOCTSIX Nparmatuama, NoOHUMaloT, YTO
NS }KU3HEHHbIX NPO6JIEM He CcyllecTByeT
NMPOCTbIX U aBCONOTHbIX pelleHnin. CMeHa
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06LWEeCTBEHHbIX OTHOWEHWN HE MOXKET
ObITb pe3y/bTaToM NPAMOSIMHENHbIX U
NocCneLwHbIX 4eNCTBUN. [1paMble N KOPOTKKE
NyTU B PELLUEHUU KUSHEHHbIX NMPoBnem,
TeM 60J/iee TaKUX MaclTabHbIX, KaK
MoJepHM3aLmsa obLLeCcTBa, CKopee, MOTyT
OTAANSATb U 3aTPYAHATb X JOCTUKEHME,
4yeM CnNoco6CTBOBATh YCMEXY.

Hepa3BWTOCTb KyNbTypbl NparmaTnama
N NPUBEPIKEHHOCTb K paauKannamy
NPUBENU K TOMY, YTO 60/IbLLUIMHCTBO
ObIBLINX COBETCKUX pecnybsivK 3a rofbl
NMOCTCOBETCKOIro pa3BmUTHSa HE CMOIH
pewunTb 3agady MogepH13aumnun. N3-3a
npeobnagaHns NOrMKK pagukannama
B 06LECTBEHHOM CO3HaHUWU OHU
OPWEHTUPOBANNCE Ha HENPOAYMAaHHbIE
U3MEHEHNS U PUCKOBaAHHbIE
3KCMNEPUMEHTDI UK CTPEMUINCL HE MEHSTb
cyllecTByloLlee NoNoKeHne. Mctopus
[lOKa3ana, 4To HWM OAWMH N3 3TUX BApMaHTOB
paguMKann3ma He MOXET ObliTb YCMNELIHbIM.

MmeHHo noatoMy HypcynTaH
Hazap6aeB B nporpaMmmMme MoaepH13aLunm
06LLLECTBEHHOIO CO3HAHUA NOAYEPKHY,
YTO «BEK paauKabHbIX NOEONOrNI
npowen» [3, c. 1]. B cnyvae BCTyneHuUs
Ha NyTb HEMOArOTOBEHHbIX U NOCMELWHbIX
U3MEHEHWUN cTpaHbl 06peKanu cebs Ha
MacluTabHble 06LECTBEHHO-MOIUTUYECKME
KaTaknuaMmbl. Kak cneacteue, OHU
He TOSIbKO He MO pelnTb 3agady
MoZepHM3aLmMn, HO BbIIM OTOEPOLLEHDI
Has3ad. A Npy NPUBEPKEHHOCTU K
paauKaibHON KOHCEpPBaLMN HEU3BEKHO
obpeKanu cebsa Ha agnuTenbHoe
OTCTaBaHMe.

Mogaenb pelweHus npobnemsl
MOJepHM3aLMN, OCYLLECTBNEHHOM
B KasaxctaHe, oka3anacb 6onee
3pPEeKTUBHON. N HE TONBKO 3a CHET
NpMpoAHbIX pecypcoB. OHa oKa3anacb
YCNELWHOM, TaK KaK OCHOBaHa Ha
dunnocodunm nparmartuama, Ha NOHUMaHMU
Heo6Xx0AUMOCTH c6anaHCMPOBAHHOMO U
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NnoaTanHoro pelleHus. Knoyesyo ponb
3gech coirpan Jingep Hauun HypcyntaH
Hazap6aes. Ye B cepeanHe 1990-x
rogoB eMy yanoCb OCMbICAUTb Npobaemy
MOJEPHMU3ALIMKN, KaK TEXHONTOMMYECKOT0
06HOBNEHUSA CTPaHbI U COLMOKYNbTYPHOM
TpaHchopMaLuuu. NMpu 3TOM OpUEHTaLMA Ha
06HOBJIEHME HE JONXKHa Bbl1a NPUBOAUTL
K NPOTUBOMNOCTaB/IEHUIO TPAAULMUSM.
MogaepHu3aLumsa paccmatpmBanach

KaK ycnosue npuaaHus COBPEMEHHOI0
UMNYNbCa Pa3BUTUIO KA3axCTaHCKOro
obLecTBa Npu COXpaHeHMUM ero MCKOHHbIX
LLleHHOCTEMN.

HecomHeHHO, B npoLecce
MoJepHU3aLMn TpaanuMn N3MEHSIOTCS:
NPOUCXOANT OTKa3 OT HEKOTOPbIX
apxanyecKux anemeHToB. Ho 6naroaaps
nparMaTtMyHoMy Kypcy nepemMeH,
nposoaMmomy MNepBbiM NPE3ULEHTOM,
Ka3axCcTaHCKOMY 06LLEeCTBY yaanocb
NpeoosieTb CTOIKHOBEHWE TpaaULIUI U
HOBaLMWK, CTaBllee KaMHEM NPETKHOBEHUS
Ha NYTU K COBPEMEHHOCTH /11 MHOIMX
CTpaH.

B cBoem KHure «Ha nopore XXI
BeKa» HypcyntaH Hasapb6aeB oTmevarn,
yTO «...6€3 MOJEepPHMU3aLIMN BO BCEX
chepax Mbl 06pedeHbl NpebbliBaTb
B BEYHO 3ana3fblBalolLen nonoce
MCTOPUYECKOro BpemeHu» [11, c. 117].
OOHaKo OH noayYyepKuBan 1 To, 4To
MoaepHunsauma KaszaxctaHa gomkHa 6biTb
He cnenbiM KOMMpoBaHMWEM 3amnafHbIx
MoJenen, a ctaTb aganTMPOBaHHOM
K HalLWM HaLMOHaNbHbIM KOPHAM. B
pesynbtate Bbibopa KasaxcTtaH pewaet
npo6nemMbl Npeobpa3oBaHng 6e€3
NpOTUBOMNOCTaBNEHNA CBOUM TPaAULMUSIM.
OcHoBa TaKoro BUAEHUs MoaepHU3aLInm
— dunnocodua nparmatnuama,
obecnevnBaloLlas }U3HECNOCOOHbIN
CUHTE3 TpaauL M N UIHHOBaL UM,

Mparmatuam NOAUTUKK MOAEPHHU3aLINN
Ka3axcTaHCKOro obliecTtsa cran
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pe3ynbratoM ero rny6oKoro
OCMbICNEHNSA NUYHOCTbLIO Enbachl.

370 deHoMeHaNbHbIM pe3ybTaTt Ha
NOCTCOBETCKOM MpocTpaHcTBe. OH
rny6oKo nNpoaHannu3npoBas posb
Ka3aXxCKOro Hapoja B UCTOPUHK, Npu3Ban
K OCMbICNEHMIO UCTOPUKM Ka3axcTaHa

«C BbICOTbl COBPEMEHHOW HayKW» U
NPeaNoKnn HOBbIE MYTU «<MOAEPHMNIALINK
NMCTOPUYECKOIrO CO3HaHUSA.

[MaBa rocygapcTBa pa3BuBaeT
YHUKaNbHbIA Ka3axCTaHCKUIM TpeH[

Ha MoAepHM3aLMIo 06LWEeCTBEHHOIO
CO3HaHUSA Yepes rnepeocMbicneHmne
MCTOPUYECKOTO NYTHU Ka3axoB.
YHWKaNbHOCTb €ro nparMmaTtnamMa 0cCo6eHHO
SICHO oTOGpaXKeHa B ero paborte «Cemb
rpaHen Bennkomn ctenu», KoTopas noyTu
MOSIHOCTbIO NIMLLIEHA NOJIEMUYECKON
COCTaB/IAOLLEN, OPUEHTUPOBAHHOM Ha
NPOTUBOMNOCTaBNEHNE UCTOPUM Ka3axoB
B pas/iMyHble UCTOPUYECKNE IMOXM.
«[lyTb Ka3axoB» paccMaTpuBaeTcsd
3aech [Tpe3naeHToM KaK HenpepbiBHOE
ABWXXEeHWe Bnepes, 4epes coxpaHeHune
UCTOPUYECKUX KOPHEN U TpaauL Ui,

M ecnu B cyulectBoBaBllen 0
npe3unagerHtcTBa H.A.Ha3sapbaeBa
OTeYeCTBEHHON Napagurme owyuiancs
APKO BblpaxKEHHbIN NOpaxeHYEeCKNH,
CTpaja/ib4eCKUn, TO eCTb HEraTUBUCTCKUI
B3rns4 Ha NCTOPUIO, MOUCK BUHOBHbIX
B Tpareamsix Npowsoro, To npu ee
rNMy6oKOM U3Y4YEHUU U pacLUMPEHUN
NCTOPUYECKUX FOPU3OHTOB OTKPbIBAlOTCH
BO3MOXHOCTHK A1 KapaAnHabHO
WMHOIO OCMbIC/IEHUS, DOPMUPOBAHUS
NO3MTUBHOIO BEKTOpa OLEHKU. C No3nLnK
OLIeHKM nobes 1 JOCTUKEHUN, YPOBHS
TEXHOJIOTMYECKOro pa3BuUTUS, PONK B
pPa3BUTUKN LMBUNMU3ALMWN,KOTAa Ka3axm U ux
npeaxku 6ol He Ha 0604YMHE KYNbTYPHOW,
WUHTENNIEKTYaIbHOMN N TEXHONTIOMTMYECKON
3BOJIOLIMKU, @ BHOCU/IM BECOMbIV BK1ag Un
JBUrainCb B 0OLLEM MOTOKE.

UcTopus nonKHa nogaBaTb Ham
BAOXHOBASAIOWME NPUMEPDLI — 3TY UAEIO HE
pas 3a rogpl ctaHoBneHns KasaxctaHa, Kak
He3aBUCUMOTO rocygapcrea, 03By4YnBaeT
En6achbl. 3TOM ¥Ke MbICNblO NPOHM3aHa
cTatbs npesunaeHTa «CeMb rpaHen Bennkon
cTenu». B UCTOpMKN Ka3axCTaHCKOM 3eM/n
MOXHO OBGHapPYXUTb OBLUMPHLIK NiacT
NONOMXKUTENbHbIX U 0O bEANHSAIOLLNX
MaTtepunanoB. KasaxcTaH - 370 YacTb
Benukon ctenu, 4actb rno6anbHON
LUMBUIN3ALMOHHON MaTpuULLbl.

B nctopuu pasHble rocygapctaa no-
pa3HoOMY pellany BOnpoc Naeonornyeckomn
KoHconuaauuum obulectsa. MHorne
KOHCTpynpoBanu obpas BHELWIHEro Bpara.
KasaxcTtaH nowen apyrum nytem — ctaTbs
MMaBbl rocygapcrtea «CeMb rpaHen
BenuKkon ctenu» oTBeYaeT Ha yXOBHbIN
3anpoc obliectBa, 06beNHASA €ro Yepes
NO3UTMBHOE MOCTUXKEHNE CBOEN UCTOPUMN.

MNparmatnam nonntnkn H.HasapbaeBa
Bblpa)X€H B KarK10M €ro BbICTyMIEHUH,

BO BCEX NMPOrpaMMHbIX IOKYMEHTaX U
cTaTbsx. Heo6xoAMMOCTb MO3UTUBHOIO
B3rnsaa Ha UCTOPUIO, O KOTOPOM YNOMSHYN
HypcyntaH Hasap6aeB, HyxKHa ans Toro,
4yTO6bl KaszaxcTaHy He YUTU B apXan4eckum
nyTb. B3ameH npeanoxeHa coBpeMeHHas
MoJesb MPOrpeccMBHOrO pasBUTUS CTPaHbI
C Y4ETOM €€ UCTOPUYECKUX N KYNbTYPHbIX
ocobeHHocTeN. HecMOTps Ha Tparnyeckue
CTpaHu1Lbl UICTOPUHK, B cTaTbe HypcyntaHa
Hasapb6aeBa «CeMb rpaHen Bennkon
CcTenu» He NPO3BYY4aso HM cnoBa, NM60o
HaMeKa Ha Haluyne HEKUX HepyroB
Hapoaa KasaxcTtaHa.

CoxpaHeHWe HaLuMoHalbHOro Koaa
B COBPEMEHHbIX YCNIOBUSAX — BaXHblM
aKUEeHT HOBOW cTaTbM Npe3naeHTa. B cBoto
oyepefb, MICTOPUYECKUIM CMbIC/, COMNacHo
BUIEHUIO Ka3axCTaHCKOro PyKOBO/CTBa,
[OJI}KEH BGblTb OPUEHTUPOBAHHBLIM Ha
Nporpecc n 06beANHATL B cebe pasHble
NOMOChI: C OAHOW CTOPOHbI, COXPaHSATb
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HaLMOHabHbIA KO U KYNbTYPY, C APYron —
ObITb ajanTUPOBaHHbLIM K CEMOAHALIHEMY
[H10. B 3TOM CBSI31 OQHOW M3 MepBbIX 3aaau
Ha NyTM MoJepHU3aL MM OBLLECTBEHHOIO
CO3HaHWS BbICTYNaET aKTyanmM3aums
COOGCTBEHHOM UCTOPUMN.

drnocoPpcKo-METOA0NOIMYECKUM
N NPOrpamMMHO-MPOEKTHLIN YPOBEHb
CTaTbM YKa3blBaET Ha [yOUHHbIN
3aMblcef1, BbIBOASALMK paboTy B naacT
LMBUAM3ALMOHHOIO pa3Butmsa. Ctatbs
npesuaeHta Hasap6aeBa 3anycKkaet
paboTy Haj 06Pa30M XKenaemoro
6yayuiero ctpaHbl. OqHOBPEMEHHO
3[4ecb 3aKnafblBaeTcs nporpaMmma
paboT No pMKcaLnm B COBPEMEHHOM
NMCTOPUYECKOM CO3HaHMM KoueBon
LUMBUNU3aLMN, KaK OQHOMO U3 rMaBHbIX
HanpaB/IEHUI 3BOJOLIMN HENTOBEYECKOIO
obuecTBa, a TIOPKCKOro Mnpa Kak
O[IHOIO M3 LUMBUIN3ALMOHHbIX MCTOKOB.
MparmaTMyecKkuin MeTo Npu TBOPHECKOM
NoAroToBKe ctatbn «CemMb rpaHen»
no3sosnn HypcyntaHy AGuiieBuyy
NPOAEMOHCTPMPOBATbL MHOE BUAEHME
NPOLLUIOro € TOYKU 3pEeHUs KoHuenuum
MCTOPUYECKOrO NO3UTUBM3MA.
OH 060CHOBbLIBaET Kaxaoe ceoe
yTBEPXKAEHME, ONUPAACb HA KOHKPETHbIE
NUCTOPUYECKME fiaHHble N Nopyyas
NPOBECTM Hay4YHbIE UCCIEAOBAHUSA TaM, rae
TaKWUX AaHHbIX HeJoCTaTO4YHO.

MHe aymaeTcs, 4YTo rnaBHbIM CMbICN
3TOro JOKYMEHTa AaXKe He B UCTOPUH, a
B TOM, KaKoe BUSHUE, KAKOW NOCbIN OHa
[laeT HallMM COBPEMEHHUKaM U 6yayLLnM
noKkoneHunsiM. B Hawem rnobanbHOM,
OTKPbLITOM BCEM BETPaAM M HOBLLECTBaM
MUPE MONoAble MOKONEHNS Ka3axoB, U
lIMpe — Ka3axcTaHLUeB, MOryT YBEPEHHO
pacTu 1 TBOPUTb, HE OMNAAbIBAsCb Ha
YYXKOWN CKENCUC, NOCKOJIbKY 3a HUMMU
CTOUT MOLLIHbIA FeHETUYECKNIM NoTeHuMan
UX NPeAKOB — TBOPLIOB UCTOPHUU U
LMBUIN3ALNN.
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[JaTta NpuMHATMS M NoaAnNUcaHus
Mpe3naeHTom HypcyntaHom Ha3apbaeBbiM
KOHCTUTyUMOHHOrO 3aKoHa «0O
rocyaapCTBEHHON HE3AaBUCMMOCTH
PK» — 16 nekabpa 1991 roga — ctana
TOYKOW OTCHETa HOBENLWIEN NCTOPUU
CTpaHbl U BOLWNA B KaNneHaapb Kak cambli
rnaBHbIWM HaLUMOHaNbHbIM NPa3aHUK.C
TOr0 MOMEHTA MPOLLNO BCEro 27 net.
OaHaKo NyTb pa3BUTUS, NPOAENaHHbIN
KaszaxctaHOM 3a 3TO BpeMS, KonloccaseH.
H. A. Hazap6aeB oTMeTUN ogHaxabl: «A
y6exeH, YTo NPonAeT BpeMS, 1 aaxe
CNycTs ThiCSYY NeT TPYA Hallero NoKoAeHus,
CaMOOTBEPKEHHO CO34aBLLEr0 HOBYIO
cTpaHy, 6yaeT BAOXHOBNSATb M MOMOraTh
HalWWM NOTOMKaM Aarnblie BecT PoauHy
Bnepen» [12, c. 1].

UcTtopusa KasaxctaHa — MOLLHbBIN
06bEeAUHSAIOLWNI PaKTOP HaLLEro
Hapoaa, UCTOYHUK BAOXHOBEHUS ans
Bcex rpaxaaH. HypcyntaH Hazap6aes
B CBO€EW OCHOBaTe/IbHOWM cTaTbe «CeMb
rpaHen Bennkon ctenun» B BeCbMa
npoHuLLaTenbHOM dopMe Npu3biBaeT
06L1ECTBO yBaXaTb M U3y4aTb UCTOPMUIO,
N3BEKATb YPOKM Npownoro. Beab
neTtonuckb Nto60oro Hapoaa nonHa
reponsma, nobepn v Tparegun, ee HyX*Ho
NpMHMMaTb TaKOW, KaKas oHa ecTb. [ng
3TOro HEO6XOAUM HayYHbIM MOAXOA.

Pa6oTta «CeMb rpaHen BEUKOM
CTEeNu», KaK OCMbIC/TIEHHbIN HAY4YHbIW TPYyA,
obpallleHa He TONbKO K Ka3axCTaHCKOMY
Haponay, HO U K LUIMPOKOW MeXayHapo4HON
06LECTBEHHOCTN — aKageMNYECKUM
Kpyram, UCTOpUKaMm, aearensim
KynbTypbl U UICKYCCTBa, cneuuannctam B
06/1aCTM My3€eMHOro 1 apxXMBHOro aena,
XypHanuctam. [Npe3unaeHT npu3biBaeT
MWPOBOE COOBLLECTBO MPUHATL y4acTue B
nccneaoBaHUmM KynbTyPHO-UCTOPUYECKOIO
Hacneaus CTENHOM LMBUANS3ALIUMN.

Cratbs Npe3unaeHTa paguKkanbHbiM
06pa3om CMeHsEeT TEMY HaLMOHaNbHOM
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CaMOWAEHTUYHOCTU: OTHbIHE YENOBEK,
JEKNapUpPYIOLWKUIA HalUMOHaNbHbIe
WMHTEpPECHI, yTBEpPKAaeTcs He
KceHOoDOBOM, NCMOMHEHHbIM TParM4ecknum
HeraTMBM3MOM, a KaK nporpeccusHas,
TBOpYECKas, }KagHas 40 OTKPbITUNA U
cnocobHas K UHHOBALMAM IMYHOCTb.
MNMocnepoBatenbHas rocygapcTBeHHas
NosIMTUKA, OCHOBbIBaKOLWascs Ha
06L1e4e0BEYECKNX LIEHHOCTSIX, Ha
JYXOBHbIX W KY/TbTYPHbIX TPAAMULMAX
KasaxctaHa, o6ecneynBatoLlmx
nocTynartesbHOe pa3BUTMUE rocygapcTea
B LI€/IOM, NO3BONSET, COXPaHAA
NPUBEPKEHHOCTb CBOMM TPaAANLINAM,
OAHOBPEMEHHO 6bITb OTKPLITLIMU
ANs1 HOBaLMM COBPEMEHHOIO MMpa,
NPMOBLLEHNSA K AYXOBHbIM LIEHHOCTAM
ApYyrux Kynotyp. Bo Bcem mupe ceroaHs
B yCNoBUAX rMobannsauunm npM3HaeTcs
LLEHHOCTb YHUKaNbHOM MoAenu
Ka3axCcTaHCKoro obuiecTtsa. M B aTom
KOHTEKCTe, OCyllecTBAeHMe 3aaay
nporpamMmMHON cTatbM [NaBbl rocyaapcTaa
«CeMb rpaHern BennKkon ctenu» CnyKut
rapaHToM YKpernjeHus He3aBUCUMOCTH
KasaxcTtaHa, cnocob6¢cTBoBaTh

Ap3ues 3. 3.

COXpaHeHUIo rpaxaaHcKoro mmpa
1 06LEHALMOHAaNbLHOMO cornacus,
KOoHcoNMnaauuu n o6beluHeHUo
Hapoja KasaxcTtaHa Ang cTpouTeNnbcTBa
rpaxgaHCcKoro npaBoBOro obuecTaa.

B ctatbe nowaroBo nU3noxKeHa
KoHLeNnTyaNbHasa naes oboralleHus

W fanbHEenLWero pa3BuUTUS KyNbTypPHO-
UCTOPUYECKOM chepbl Ka3axCTaHCKOro
obllecTBa 1 rocygapcraea, peanvM3aums
KOHKPETHbIX Mep No AeMOHCTPaLINK
HENPEepPbIBHOCTU LIMBUIN3ALIMOHHOM
nctopuun KazaxcraHa. Cratbs

COZIEPXUT OrPOMHbIN CO3UaaTENbHbIN

N 3PPEKTUBHbIN NparMaTnu3m Ha
NepPeMEHbI B UCTOPUKO-KYNbTYPHOM
chepe u ganbHenwen moaepHu3aumm
HaLMOHaNbHOIo CO3HaHMS.

Taknm 06pas3om, pe3toMUpys, MOXKHO
ObITb YBEPEHHBLIMW B TOM, 4YTO PEANU3M,
nparmMaTtuam MUCTOPUYECKUI MOSUTUBU3M,
6necTsule BbiIBeAEHHbIE N 060CHOBaHHbIE
B Tpyae «CeMb rpaHen Benvkon ctenu,
CTaHyT NOATMHHOW ONOPON ANns GyayLLMUX
NOKONEHWUI, 3aN10rOM UX rPAaYLLUX
OTKPbITUIK 1 Nobes.

T. K. XXypreHoB aTbiHfarbl Ka3ak yiTTbIK eHep akagemusicel (AnmaTtsl, KasakcTtaH)

H. A. HABAPBAEBTbIH «¥J1bl A AJIAHBIH JETI KbIPbl» T¥3KbIPbIMAAMAIJIbIK X¥MbICbIHAAFbI
UAEOJZIOrMA MEH MOAEHUETKE NPArMATUKAJIbIK KO3KAPACTbIH EPEKLUENITI

AHpaTna

KasakcTtaH Pecnybnukachl [Mpe3naeHTiHiH «¥Nbl AanaHblH XeTi Kblpbl» aTTbl COHFbl MaKanacbiHAa
6erHeNeHreH Tapux NeH casicaTka AereH nparMatuKasblK ToCiAeMe Heri3iHAe 6TKEH Y3 XblaablH OTaHAbIK
MAEOoNOITapblHbIH, XXaHapTbliFaH MaKCUMachl OpbIH anfaH. byn Makanaga yATTbIK XETICTIK apKblbl
KanblNTacKaH Tapuxu AepeKTepdi, OKuFanapabl, COHAan-aK, 4oCTYPAi e3repTy naesiCblH KaMTuzbl.
Ocblnaniua, MeMNEKETIMI3 6eH YNTbIMbI3AbIH OAaH 9pi XKEMICTi Aamybl YLLiH 63 TapuXbiMbl3 6eH cascu
TOXipObUEMI3aeH, Kannbl anFaHaa TapuxTa OPbIH anfaH XoHe XaHa napagurmanapra CymeHe oTbIpbIM eH,

OFapFbl Nanaa Kepy TYCiHIKTepi TanKblnaHFaH.

Tipek ce3pep: [lparmaTvKanblK Tacingeme, afic, UAEONOrns, Tapux, MoaeHUeT, KazaKcTaH, «¥Nbl JanaHbiH,

eTi Kblpbl», KOFaM, caHa.
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Arziyev Z. Z.
T. K. Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

PECULIARITY OF THE PRAGMATIC APPROACH TO IDEOLOGY AND CULTURE IN THE LIGHT OF THE
CONCEPTUAL WORK OF NURSULTAN NAZARBAYEYV “SEVEN FACETS OF THE GREAT STEPPE”

Abstract.

The pragmatic approach to the history and politics reflected in the Kazakhstan President N.A. Nazarbaev's
latest work called «The Great Steppe's Seven Facets» is based on the renewed Kazakhstan
ideologistsmaxim of the past centuries. It lies in the idea of transforming historical facts, events and
traditions formed into national wealth in such a way as to derive maximum benefit from our own history and
political experience for the further successful movement of the state and the nation as a whole relying on
both historically formed paradigms and the ones dictated by modern time.

Keywords: Pragmatic approach, method, ideology, history, Kazakhstan, culture, «The Great Steppe's
Seven Facets», society, conscience.
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OF EXPERIENCE

PERCEPTION

3Y MEANS OF
XHIBITION

ART STUDIES

DESIGN AND
IGHTING IN A
GOLD MUSEUM

MPHTH 18.15.65

E. K. Altynbekova !
'T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

IMPROVEMENT OF EXPERIENCE PERCEPTION BY MEANS OF EXHIBITION DESIGN AND LIGHTING IN
A GOLD MUSEUM

Abstract

The article discusses the techniques of design and lighting of the museum'’s exposition and the solution

of some problems of presenting the historical heritage on the example of the Hall of Gold at the National
Museum of the Republic of Kazakhstan in Astana. The influence of lighting on the perception and cognitive
processes of visitors, as well as on abstracting from the general background and focusing on exhibits, is
analyzed. Examples of lighting design exhibits in other museums. Various models of museums are compared,
their main characteristics and differences are highlighted. A survey was conducted among visitors regarding
the comfort of perception and assimilation of information carried by the exhibits presented in the museum. It
is concluded that the need for accent lighting and reduce distracting glare and extraneous light sources. An
experiment was conducted with lighting in the museum, and the results of changes in the design of lighting
and exposure at an exhibition in the specified hall were analyzed. A design project was developed that takes
into account the features of the cognitive perception of the exhibits depending on the lighting and placement
of information stands.

Keywords: interior design of the museum, presentation of historical heritage, accent lighting, the purpose
of the museum exhibition, visual communication in the museum.

Introduction exhibits of various scales - from jewelry
The National Museum of the Republic to complex reconstructions. A distinctive
of Kazakhstan was opened to the public feature of the interior design of this hall are

in 2014 in Astana. It includes the Hall of the opposing luminous walls on the long

Gold, consisting of two halls, one above the sides of the hall (Figure 1).
other. The upper hall of the Hall of Goldhas
become the location of various-time
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Figure 1 — The second hall of the Hall of Gold. The light
behind the walls is turned on, creating bright glare on
opposite windows. Exposure is difficult to regard.

Luminous walls are garnished with

decorative elements made of red-hot glass.

The effect of air and the feeling of open
space creates a special atmosphere in
the hall, however dispersing the attention
of visitors. There is a problem of the
perception of exhibits by visitors related
to the design of the hall itself. Bright light
emanating from opposite walls, reflected
from each window, is the cause of massive
and numerous patches of reflected light.
Considering the length of the luminous
walls on both sides of the hall, glare falls
almost on every showcase, which is why it
is impossible to see the entire contents of
the showcase, without reflections (Figure
2, 3). To get rid of light spots, visitors have
to come close to the showcase, creating
a shadow, or to look from the side, which
is also not very convenient, and does
not eliminate patches of reflected light
sufficiently. Because of the extensive
surface of the light walls, as well as the
direction of the light emanating from
them, the display cases fade into the
background, turning out to be darker,
dimmer than the brightly lit walls. In
addition, the existing labeling is made on
a transparent material and pasted on the
corners of showcases, often unnoticed by
visitors, which is why the visual image is
not correlated with textual information, or
at least with the name of the object.

The light from the walls creates bright
patches of reflected light, does not give the

opportunity to see the exhibit entirely.

.

Figure 2 — The second hall of the Hall of Gold. Showcase with
Taksay priestess.

Thus, the processes of differentiation
of exhibits from the background, as well
as the cognitive capabilities of visitors,
are unsatisfactory. The whole picture
of the complex exhibits (reconstruction
of costumes and attributes) cannot be
detected by visitors because of the light
noise - the presence of large glare on the
glass surface of showcases. The visual
discomfort is created among visitors, and
they try to quickly leave the room.

Figure 3 — The second hall of the Hall of Gold. Light from the
opposing wall interrupts the perception of the contents of
showecases.

The problem is that due to the above
reasons, the information provided by
the objects in this hall is not properly
perceived, the exhibits are not
remembered, the opportunity to awaken
interest in the history of the country is
missed.
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At the moment, this problem can be
solved with several methods, connected
with the design of the premises and of
the exposition itself. The need for this
is actualized in the program «Ruhani
Zhangyru» (Spiritual rebirth), as well as in
the article of the President of the Republic
of Kazakhstan «Seven Facets of the Great
Steppe», devoted to the historical heritage
and its popularization.

Methods

When solving the problem of exposition
and lighting design in connection with the
perception of the exhibits in the second
hall of the Hall of Gold, various methods
were used. To collect information about
the features of visual perception and
interior design of exhibition halls, a search
for relevant literature was conducted.
The method of observation, analysis
and abstraction is used to evaluate the
existing interior design and lighting of the
exposition hall. Photofixation the overall
picture of the hall and separate showcases
before and after changing the lighting
and interior, made it possible to most
objectively evaluate the lighting design,
and its effect on the visual perception of
the exhibits and the effect on the visitor. An
empirical approach allowed the experiment
to be set up during the preparation for a
temporary exhibition in 2017. Practical
implementation of ideas for changing
lighting design gave good results. A survey
was conducted among visitors to the
exhibition hall before and after changing
the interior and lighting. The survey
method helped to determine the influence
of design and lighting factors on the
memorability and perception comfort of the
exhibits presented in the hall. The method
of three-dimensional modeling helped to
visualize the hall after reconstruction, even
before the necessary work was carried out.
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Results

As a result of the experiment conducted
during the preparation of the exhibition
with a change in the interior design and
lighting in the hall of the Gold Museum, as
well as during the survey, were found out
such facts: the reduction of light noise,
and, as a result, distracting patches of
reflected light, as well as alighment of
the wall surfaces and placement of large
scale information on them, significantly
increases the cognitive processes of
visitors, and the ability to differentiate
the exhibits from the background. Thus,
the walls, decorated with massive glass,
arranged horizontally and vertically,
were closed with temporary partitions
with information about the exhibits. The
accent light, aimed onto the showcases,
and inside them - to the exhibits, clearly
marked the target for the visitors and vice
versa, literally led the interior elements
that did not carry the information load into
the shadow.

Discussion

Information is assimilated the more
fully, the more sense organs are involved
in its assimilation, and the brighter are
the emotions during this process. In this
regard, it is important to emphasize the
necessary information in the design of
the exposition, and, on the contrary, to
«lead into the shadow» the secondary
information. With this task it is possible
to cope with the help of lighting and other
interior design techniques.

MUSEUM (from the Greek museion -
the temple of the Muses), a research and
educational institution that manages,
stores, studies and popularizes historical,
material and spiritual culture monuments
[1, p. 325]. Modern museums have
been developed from 15 - 16 centuries.
Originally, the function of museums was
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the storage, study and presentation of
objects. However, with the development of
the educational function of museums and
their participation in the development of
patriotism and interest in history, the most
memorable presentation of information
and the use of perception psychology in
the design of museum expositions are
coming to the fore. The functional purpose
of the room affects its architectural design
and the character of the decoration [2, p.
370].

It follows that in the design of the
museum’s exposition, the perception
accessibility of the exhibits itself becomes
important, while the interior of the
museum fades into the background, that
is, the interior design of the museum is
needed only as a background for future
exhibits that do not enter into a dispute.
The design of the exhibition should
be aimed at focusing on objects and
information planes.

There are several approaches to the
organization of museums. The first and
most common model of the museum
is didactic, or educational, based on a
clear classification of the exhibits. The
museums of such a model resemble the
Linnaean table, where all the components
are classified according to certain criteria,
relating either to time, or to the type of
activity, or to the material, and so on. In
this model, the majority of museums in our
country and abroad are made. However, it
should be noted that in foreign countries
began to deviate from this model,
complementing, and often replacing
it with others. Opposed to didactic - a
hedonistic model of the museum, aimed
exclusively to obtaining pleasure from the
exhibition, without specifying the regular
information about the object. One of the
first examples of such a museum could
be the Insel Hombroich Museum (Stiftung

Insel Hombroich) in Germany, conceived
and built by a private person in the 90s of
the 20th century. A distinctive feature of
this museum is the aesthetic orientation
of its exhibitions, often not equipped with
any labeling. The main purpose of the
museum is to obtain aesthetic pleasure
from the contemplation of art objects
and the surrounding interior and / or
landscape, created specifically for specific
objects of art [3]. Recently, the idea of a
participatory museum is becoming more
and more common, which is also intended
for creative work, communication, and
participation in various events. The term
was proposed by the American specialist
in organizing the interaction of museums
with the public Nina Simon [4, p. 6].
Otherwise, this type of museum can be
described as interactive, where visitors
getinvolved in a game, participation,
and can in some way influence museum
events, create communities, and even
programs. In this case, the popularization
of museums occurs through the exhibition,
and through the socialization of visitors.
Traditionally museums were a space with a
certain set of exhibits that were supposed
to be viewed by a more or less prepared
viewer independently or with a guide.
Now museums often receive completely
unprepared visitors, for whom most of
the exhibits are completely unfamiliar
and unclear, which, however, does not
interfere them to rather quickly merge into
the context due to special participatory
techniques.

The didactic model of museums
is connected with the purpose of
visualization, illustrating information that
is more or less known to the visitor. Such
an approach implies calm and thoughtful
consideration, and usually presupposes
the preparedness of the visitor. The
exposition of the museum is important for
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the transmission of information. However,
in conditions of accelerated pace of life,
the visual presentation of information
becomes an important component of the
communicative environment.

At present, the use of electronic devices
with bright screens represents a serious
competition to the classic calm expositions
of museums. Accordingly, it is moved
into the foreground the art of design in
a visual representation of information
traditionally placed in a book and other
print publications. Visualization of various
aspects of museum exhibits requires the
most accessible and quick acquaintance of
the visitor with the exposition. To achieve
this goal are used means and methods
of design, a way to present textual
information in the form of graphic and
volumetric methods of communication.
The role of placing accents on the exhibits,
and not on the interior, is becoming
stronger.

In the period of independent
establishment, a respectable
presentation of the country's cultural
heritage, its deep comprehension and
understanding, as well as popularization,
become worthy. Over the years of
independence, whole generations have
appeared, that need accessible historical
information. There were discovered a
large number of previously unknown
material. New archaeological finds and
subsequent conservation, restoration
and research work with them led to new
scientific discoveries, elaborating and
creating scientific subject-historical
reconstructions, new hypotheses and
information about the history, culture,
worldview of antiquities. In this regard,
the role of exhibiting examples of
ancient art, which can reveal as much
information as possible to museum
visitors, is strengthened, and it is subject
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to proper presentation. It is important

to note that the increasingly widespread
visual presentation of information affects
both the mode of presentation and

its perception skills. Most information
consumers prefer short visual messages,
design and interior elements that have
informational and emotional issue. Thus, it
is becoming increasingly necessary to use
tools of design for the visual presentation
of exhibits and information about them.

As Galkina T. writes in her book
«Museology: The Basics of Creating an
Exposition», the construction of a museum
exposition is based on several principles:
the principles of science, objectivity,
clarity, universality. Observance of all
these principles ensures that the visitor
perceives the information embedded
in the exposition [5, p. 7-8]. Museum
interior designers must adhere to all
these principles. By means and design
techniques it is possible to strengthen
them significantly, especially for clarity and
objectivity.

Considering the narrow specificity of
the direction of design work, a specialist in
the field of design of museum expositions,
willingly or unwillingly, needs to get deep
enough into the essence of the objects
presented to the public. Their belonging to
a certain time, epoch, culture, people, as
well as the peculiarities of manufacturing,
the symbolic meaning of objects, impose
on the designer the obligation to study the
exhibits. Thus, a complete design project of
the exhibition involves a multi-disciplinary,
convergent approach in the preparation,
development and implementation of the
design project of the exhibition, and even
re-exposition. Traditionally, the historians
who make up the SEP (subject-exposition
plan), museum keepers, exhibitors,
security experts, and so on are involved
in the development of the concept and
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design of the exposition. However, the
presence of narrow specialists does not
detract from the need for the designer to
thoroughly examine the exhibits and the
main thing is to understand the purpose
of the exhibition, that is — what changes
should occur in the minds and imagination
of visitors after visiting the corresponding
museum. Actually, the application

of a particular museum model, or a
combination of them, depends on the goal,
as well as on the target audience.

Such a convergent approach, and the
designer’s immersion into the scope of
the exhibition helped a lot in creating the
exhibition project of the Hall of Gold even
before its implementation in collaboration
with K. and D. Altynbekovs [6], [7]. Thus,
the author, as a result of studying the
features of archaeological excavations, the
structure of mounds, art and worldview
of early nomads, proposed the creation
of a full-size model of the mound during
its excavations. According to the author's
idea, visitors would have the opportunity to
see the whole mound, climb it by a bridge
or ramp (for wheelchairs), and also become
witnesses of imitation of the excavations.
Also, it was proposed to visualize the
mythopoetic image of the world tree and
portray the symbolism of animalistic
images. Unfortunately, from the proposed
project only the idea of the mound was left,
but not giving the visitor the possibility to
see the whole kurgan (Figure 4).

Of course, museum exhibits can not
give such complete information as literary
sources, and they do not have this task.
The task of the museum exhibits and the
exposition as a whole is to arouse the
interest of the viewer and encourage him
to study the chosen topic in more detail, for
which the museum store or library has all
the necessary tools.

Rudolf Arnheim in his book «Art and

Figure 4 — Model of the Saka mound in the project of the Hall
of Gold exhibition, proposed by the author with coauthors in
2012.

Visual Perception» writes: «<And the deepest
essence of art lies in the unity of the idea
and its material embodiment» [8, p. 6].
The idea of the modern historical museum
is to attract, involve the visitor, intrigue,
awaken interest in history of their country.
The exposition and activity of the museum
becomes the material embodiment and
means of execution of this idea. With the
advent of digital technology, it becomes
possible and necessary to create such
spaces of museums in which you can put
virtual scenery, «revived» exhibits and the
visitor himself.

A traditional museum with a didactic
model is transformed into a mixed type
museum, where all three models of the
museum interact - didactic, hedonistic,
and participatory. For the most complete
impression of the museum, it is necessary
to use most of the senses. Of course, the
most important in the museum are the
visual sensations. A huge role is played by
lighting and color - these are active and
specific components of the architectural
and artistic ensemble. With their help, you
can combine the exhibition complexes
into one harmonious unit, to focus on the
most important exhibits. The correct choice
of lighting contributes to the accurate
transmission of the color of the exhibits,
enhances emotional perception. For
example, consider other museums.

One example of a well-designed
museum is the A. Kasteyev Museum of Art
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in AlImaty. This is one of the few museums
in the post-Soviet space, the building of
which was not adapted to the museum, but
was designed specifically for the museum,
taking into account all the norms of
museum work. Thus, the need for daylight,
humidity and temperature control was
taken into account, freight elevators, wide
corridors and doorways for transporting
large-sized exhibits, access for trucks, and
a depository were provided. In addition,

in this museum, the need to show not the
interior, but the actual exhibits was taken
into account, for which all surfaces (floor,
walls and ceiling) are made of relatively
matte, non-reflective materials. To get rid of
the echo when walking, the floor covering
is made of parquet, which partially absorbs
the sound of heels. Soft diffused light
makes this museum comfortable to visit.
Another important feature of the museum
is the creation and placement in it of the
means of exploring the exhibits for people
with disabilities. So, in the hall of oriental
art, next to the pile carpet, its plaster
reduced model is placed, where the plot
of the carpet is made in volume - for touch
by visually impaired visitors. In addition,

in the museum near the exhibits there are
QR codes for scanning by smartphones,
and providing additional audio and text
information via the link.

Another example of exhibit lighting is
the National Museum of Korea in Seoul.
The exhibition is designed in such a way
to pay maximum attention to the exhibits,
and not to the interior of the museum. The
main exhibit of the National Museum in
Seoul is the famous golden crown of the
Silla era, located in a dedicated hall for it.
Only the crown itself is illuminated, which
makes it more significant in the eyes of
visitors.

Kinesthetic and static sensations are
provided by the actual architecture of the
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room, it is divided into blocks and sections.
For their stimulation, it is worth dividing the
room with showcases or other objects into
certain parts, spaces, creating a rhythm,
and thus avoiding monotony. It is also
important to supplement the information
planes, located at eye level, with certain
vertical objects that give a feeling of air
and the height of the room. Such vertical
objects should not be located along the
entire plane of the wall, but rather be a
rare exception, forcing the visitor to keep
his head up and down. Verticals can be
used as information carriers, screens,
posters, objects. In addition, it can be
used to change the height of the floor,
accommodation in the podium for visitors
to view the exhibits from a new, higher
point. Changing the position of the body in
space brings newness and interest to the
museum. There is a reason for movement
and additional interest in the object.

Auditory sensations can be provided
with both an audio guide and soundtrack
of dioramas, films or animation. For
example, the reconstruction of horses
in full ceremonial equipment can be
accompanied by the sounds of horse
neighing, hooves hitting the ground, the
noise of grass.

Tactile sensations are especially
important for children and for people
with visual impairments. To ensure direct
contact with the subject, an exact copy
of the artifact is set up, and is proposed
for testing. Examples of this approach
can be found in the National Museum in
Budapest, the National Museum of Korea
in Seoul and others.

With the general dimmed light, and
accent lighting of the exhibits, the
exposure is remembered better, since the
desired subject stands out against the
general dark background. And vice versa -

Central Asian Journal of Art Studies N1 2019



counter-lighting located behind or around
the exhibit distracts attention from it and
makes it faded.

Non-observance of this principle can
be seen on the top floor of the Hall of Gold
at the National Museum of Kazakhstan
in Astana. Bright luminous walls with
glass glares with vertical and horizontal
elements overlap the accent light in the
showcases and create a bright reflection
in the opposite windows of the showcases,
making it impossible to see the entire
exhibit. As a result, the exhibits drown
in the general bright light, they can not
be seen entirely, not coming close to the
window, thus creating a barrier from the
opposing light (Figure 5).
The problem of perception of the
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Figure 5 — The second hall of the Hall of Gold. Changing the
angle of observation, as well as placing the visitor between the
light and the showcase, does not fully eliminate many patches
of reflected light.

exhibits in the showcases was evident
(Figure ©6). To solve the existing problem,
two methods were used. Both methods
were tested during the preparation of

a temporary thematic exhibition in the
second hall of the Hall of Gold - «Scythian
Gold» [9]. The exhibition was held under
the auspices of KazRIC - Kazakh Research
Institute of Culture, based in Astana,

as part of a comprehensive program of
cultural support for the international

exhibition EXPO-2017, as well as the
twentieth anniversary of the northern
capital of Kazakhstan. The author was
lucky to become one of the curators and
designer of the exhibition. According to
the concept of the exhibition, the culture
and art of the early nomads - Scythians
and Saks should be presented. To
accomplish this task, exhibits representing
the Scythian culture are used from the
collections of the National Museum of
Kazakhstan, the Orenburg Governor’s
Local History Museum, and also from the
collection of the restorer Krym Altynbekov.
It should be noted that some of the
necessary exhibits were already in the
permanent exhibition of the specified hall.
Another part of the permanent exhibition
was ethnographic silver jewelry dating back
to the 18th and 20th centuries. To comply
with the thematic focus of the exhibition,
in the hall were left only those exhibits
that fit the topic. They were complemented
by items from Orenburg and from the
collection of the Krym Altynbekov.

For a visual change of the hall, as
well as for a greater information issue,
the configuration of the hall was slightly
modified with the help of large temporary
partitions, which are information panels.
During the preparation of the exhibition,
it became possible to try out two ways of
changing space.

In the first case, the light of the walls
was turned off, while the lighting of the
showcases and the dimmed light on the
ceiling remained on (Figure 7). This simple
technique dramatically transformed the
room. The dazzling light of the walls no
longer prevented the public from observing
the exhibits, the very configuration of the
hall visually changed, it became more
interesting for visitors to view objects in
showcases, since there ware no patches
of reflected light from the opposing wall.
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In the second case, the same principle is
used, and the author has developed an
exposition, where informational panels
illuminated with a point light (Figure 8)
located between the showcases. Both
versions showed good results - the exhibits
became clearly visible and attracted more
attention, visitors were not distracted
by stray light. The exhibits behind the
glass became visible entirely even from
a distance, as in this case there were no
major glares from the opposing walls. In
addition, the overall impression of the
hall changed significantly, as soon as
the exhibits were highlighted by light.
[llumination of showcases, together
with the light of the walls turned off,
distinguished them from the general
background and made them noticeable to
visitors.

The decision on the construction of

Figure 6 — The second hall of the Hall of Gold. The light
behind the walls is turned on, creating bright patches of
reflected light on opposite windows. The exposition is difficult
to see.

Figure 7 — The second hall of the Hall of Gold. The light
behind the walls is turned off, no glare on the showcases is
created. Exposition is clearly visible.

temporary panels, partitions, provided with
information about the exhibition, made
the exhibition look like a catalog, a book,
turning over the pages of which, the reader
then perceives illustrations, then becomes
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Figure 8 — The second hall of Hall of Gold during the
exhibition «Scythian Gold» in 2017. The light behind the
walls is turned off, the space between the showcases is filled
with information panels with spot lighting. A rhythm is created
from showcases and information planes. Accent lighting
emphasizes the exhibits.

acquainted with the accompanying
text. Having thought over the route of
movement of visitors, the texts and
illustrative material on the partitions were
arranged by the author in such a way that,
step by step, acquaint the visitor with the
subject of the exhibition. Information about
the exhibition meets viewers, moving on
to more detailed information about the
era and culture of the early nomads, the
meaning of animalistic images, and so
on. Some complex reconstructions of
costumes and attributes are provided
with a separate detailed description of
the place, time and authors of the find,
the composition of the costume and its
distinctive features. It should be noted
that the font size in the texts was chosen
in such a way as to give the opportunity to
observe it from a distance of 1-2 meters,
which allowed several visitors to read the
text at the same time without interfering
with each other.

In some partitions, additional niche-
showcases are left. The alternation
of textual, illustrative information and
display cases with exhibits created a
certain rhythm designed to keep the
viewer's attention as long as possible. For
a comfortable visual perception, as well
as to combine exposition in a single unit,
along all the panels on the upper side, light
sources are installed, at equal distances
from each other. However, the greatest
degree of illumination created in the
showcases, making them the real center of
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attention for the audience.

The empirical approach allowed us to
obtain objective conclusions about the
impact of lighting and design exposure
on visitors. Observations were made of
the reaction of visitors with the wall light
turned on, and with it turned off. In the
course of the observations it was noticed
that when the walls were turned on, the
visitors seemed somewhat confused,
they could not immediately decide in
which direction to move, as the bright
fill with light did not give any accents.

As a result, those who came aimlessly
wandered around the hall, without being
able to carefully examine the exhibits.
The respondents noted discomfort from
the inability to observe objects behind
the glass as a whole. They had to gather
in groups in front of the showcases, thus
creating a barrier of light in order to be
able to see the whole exhibit, without glare
on the glass, however, they did not fully
succeed in this either. The inconvenience
made the audience leave the hall without
having considered the exhibits. Visitors
noted dissatisfaction.

Conversely, visitors to the hall with the
walls of lights turned off, as well as the
hall during the exhibition «Scythian Gold»,
immediately determined the direction
of movement in the direction of accent-
lit windows and artistically decorated
texts. Visitors on duty considered the
objects, which in this case ware seen
entirely. Applied information panels on
the exhibition created a kind of rhythm.
During the survey, visitors noted the
pleasure of viewing the exposure and
acquaintance with textual information.
Comfortable movement, the ability to
perceive the information panels by groups
of people, and their accessibility, as well
as, of course, quite brightly lit exhibits in
the showcases made visiting this room

enjoyable and memorable. Consequently,
the goal of popularizing history is achieved.
Considering the above, we can conclude
that it is not the walls that should be
highlighted but the showcases of the
museum, which will significantly increase
the susceptibility and psychological
comfort of visitors.

For a young, independent Kazakhstan, it
becomes important to attract the younger
generation to museums to create a visual
image of the history of their country.

But this is possible only if the design of
unusual, interactive, involving most of the
sense organs of exposures arises. The
didactic approach in museums currently
cannot exist separately. Museums can and
should strive to socialize and absorb new
trends and technologies.

The problem of proper and
comprehensive presentation of the
historical and cultural heritage is raised
in the program «Ruhani Zhangyru»
(Spiritual Revival), as well as in the recently
published article of the President of the
Republic of Kazakhstan «Seven Facets of
Great Steppen», calling for «actualizing the
centuries-old heritage of our ancestors,
making it understandable and in demand
conditions of digital civilization» [10].

Conclusion

The design of the exhibition depends
on the purpose of the museum. Whatever
model the museum adheres to, its main
goal is education, popularization of history,
the origin and increase of interest in history
and culture, as well as, in the conditions of
modern Kazakhstan, increasing patriotism
among visitors. To achieve these goals, the
museum must become a place where the
visitor wants to return. And that means - to
become comfortable for the pastime, for
the perception of the exhibits, and for the
assimilation of textual information and
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elements of visual communication. visitors.

The exhibition «Scythian Gold» in At the time of this writing, the museum
the second hall of the Hall of Gold at management decided to introduce the
the National Museum of the Republic above principles into the permanent
of Kazakhstan clearly showed the exhibition of the second hall of the Hall
dependence of the perception of the of Gold. The author has completed the
exhibition on the interior design and re-exposure project and the works on
lighting, and of course on the logical its implementation are mostly done,
arrangement of the elements. Accent particularly for the exhibition «Urzhar
lighting of showcases, large text blocks, priestess and restored treasures: Results
rhythm make the exposition pleasant for of conservation and restoration works».

viewing and facilitate the orientation of
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3. K. AnTbiHGEeKOBa

T. K. KypreHoB ateiHaarbl Ka3ak ¥11TbiKk OHEp AKaaeMUsIChl
(Anmartsl, KasakctaH)

ANTbIH M¥PAXKANBIHAAFbI KOPME X9ITEP/IEPI JKOHE AU3AH 3KCMO3ULMUSACHIH }XAPBIKMEH
KABbI/IAAHYbIH JXAKCAPTY

AHpaaTna.

MaKanaga Mypaaw 3KCNo3ULMSAChIHbIH AW3aiHbl MEH XapblKTaHAbIPY 84iCTEMECI }KoHe AcTaHa KanacblHAafbl
KasaKkcTtaH PecnybivKacbiHbIH ¥ATTbiK My3eniHaeri AnTblH MyparkanablH, MblCasibiHAa TapuXu MypaHbl
YCbIHYAbIH KEN6ip MacenenepiH wewy KapacTblpblifaH. apblKTaHAbIpyAblH Kenywinepaid TaHbIMAbIK KoHe
KOFHUTMBTI NpoLecTepiHe acepi, COHAan-aK IKCNoHaTTapAbl XasnblFa OpTaK AepKOopAaH epeKlue KepceTty
oHe Hazap ayaapy. bacKa oa Myparkannapgaarbl XapblKTaHAbIPY AM3alH Mbicangapbl. MyparkannapabiH,
TYPNi MoAenbAepi canbICTbipblIaabl, 0OlapablH HETi3ri cunaTTaManapbl MEH anbipMallblibiKTapbl 6eniHeai.
Mypaaiaa yCbiHbIIFaH aKCNoHaTTap Typasbl aknapatTbl Kabbligay MeH acCUMUAALMSANAY Kanbl
KOHaKTapAblH apacbiHAa cayanHama Xypridingi. 3epTreyaiH )apblKTaHAbIPY KaXKeTTiNiri MeH LWafrblnbicaTbiH
MapblK MEH CbIPTKbI XXapblK KO3AEPIH a3anTy KaXeTTiNiri Typanbl KOPbITbIHAbI Xacanabl. Mypaxanaarbl
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KapbIKTaHAbIPYMEH 3KCMEPUMEHT XKYPri3ingi }aHe oCbl 3an4bl KepMeae KapblKTaHAbIPY MEH 3KCMO3ULMANbIK
obanay earepictepiHiH HoTUXenepi TangaHabl. AKnapaTTblK CTEHATEPAI KapblKTaHAbIPYFa XKaHe
OpHanacTblpyFa 6annaHbICTbl IKCNOHATTapAblH KOTHUTUBTIK Kabblngay epeKLlenikTepidH ecCKepeTiH XKobanblK
»ocnapbl 93ipaeHai.

Tyhinai cespep: MypaxalablH UHTEPLEP AW3aMHbI, TAPUXM MYPaHbl TaHbICTLIPY, aKLLEHT XapblKTaHAbIPY,
My3€eln KepMeCiHiH, MaKcaTbl, MypaxKalaarbl KOPHEKi 6annaHbIC.

3. K. AnTbiHGEeKoBa
Kasaxckas HaunoHasibHas akagemus um. T. K. XKypreHoBa,
(Anmarsl, KazaxcTtaH)

YAY4YWEHUE BOCMPUATHA SKCMOHATOB C MOMOLLbIO AUAHHA IKCMO3ULIUM U OCBELLEHHUA
B MY3EE 30J/10TA

AHHOTaUMSA.

B cTtaTbe paccmaTpuBatoTcs NPUEMbl AM3alHa U OCBELLEHMWS SKCNO3ULIMU My3€S U pelleHne HEKOTOPbIX
npo6nem NpeseHTaLmnmn UCTOPUYECKOrO Hacneansa Ha npumepe Myses 3o10Ta B HaunoHanbHOM My3ee
Pecny6nunku KasaxcTtaH B AcTaHe. [poaHann3npoBaHo BAUSHUE OCBELLEHUS Ha BOCNPUATUE U KOTHUTUBHbIE
npoLecchl y NoceTUTENEN, a TaKKe Ha abcTparnpoBaHue oT obuiero GoHa M akUueHTMpPOBaHMe BHUMaHUS Ha
3KCMoHaTax. PaccMoTpeHbl MpUMepbl An3aiHa OCBELLEHMS IKCNOHATOB B ApYyrnx my3esx. CpaBHMBaloTCA
pasnunyHble MOAEeNU My3€eeB, BblAENSAIOTCA UX OCHOBHbIE XapaKTEPUCTUKM U OTan4mMS. [poBeaeH onpoc
cpeau nocetutenen Ha npeaMeT KOMMOPTHOCTU BOCMPUATUS M yCBanBaHUA MHOOPMaLIMK, KOTOPYIO HECYT
npeacTaBneHHbIE B My3ee 3KCMoHaThl. [lenaeTcs BbiBO4 0 HEO6XOANMMOCTM aKLLEHTHOMO OCBELLEHUS 1
YMEHbLIEHUS OTBIEKAIOLWMX BHUMaHWE 6IMKOB M NOCTOPOHHUX UCTOYHUKOB CBEeTa. ocTaBneH aKCNnepuMeHT
C OCcBelleHMeM B My3ee, a TaKXe NpoaHann3npoBaHbl pe3ynbraTbl UIBMEHEHNS AM3alHa OCBELLEHUS U
3KCMO3MLMM Ha BbICTaBKe B yKa3aHHOM 3ane. Pa3paboTaH An3aiH-NpPoeKT, y4uTbiBatloWwmii 0co6eHHOCTH
KOrHUTMBHOIO BOCMPUSATUS SKCMOHATOB B 3aBMCUMOCTU OT OCBELLEHUS M pa3melleHns MHOOPMaLMOHHbIX
CTEHAOB.

KnioueBble cnoBa: [13aliH MHTEpbepa My3es, Npe3eHTaLns MCTOPUYECKOTO Hacneans, akueHTHoe
OCBelUEeHMe, LieNb My3eMHOM 9KCNO3MULMK, BU3YyalibHash KOMMYHUKaLMS B My3ee.
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INTERACTION OF MEANS OF MUSICAL EXPRESSION IN JAZZ AND THEIR INFLUENCE ON THE

LISTENER’S EMOTIONAL PERCEPTION

Abstract

The article discusses the interaction of elements of musical expressiveness on the example of swing, as
well as their influence on the listener's emotional perception. As a result of the analysis, it was revealed that
expressive elements form a complexly organized system in jazz instrumental music and that determines the
sound of this style and its emotional and semantic content.
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Introduction

According to the B. Asafiev theory
perception of music is the main activity
available to every person [1]. In general,
the idea of music being as an effective
and efficient source of emotional
communication is not new. In addition
to B. Asafiev, many musicologists,
performers, teachers, psychologists and
other scientists proposed their ideas about
the problem of music perception. B.M.
Teplov thought that the music perception
is an emotional experience and acts as
a kind of non-verbal knowledge, as the

50

unity of «affect and intelligence» [2]. He
judges music as a means of emotional
perception of the world: «It’s not possible to
understand the content of music by non-
emotional means ... A musical perception
is an emotional and cognitive experience at
the same time» [2, p. 186]. A. G. Kostyuk’s
scientific work is dedicated to the problems
of musical taste and perception, where

he investigates the relation of emotions

to the content of the musical piece, as

well as the specifics of the listener's
musical and aesthetic response to

music [4]. Kostyuk proposes that the
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emotions, which arise in the process of
perception, become «logical», «ordered»,
acquire relief tendencies of development,
become «intonated» because of the clear
compositional structure of a music piece
[4, p. 274].

Methods.

There are many scientific works of
both foreign and Russian musicologists
regarding the topic of research.
Accordingly, the most appropriate research
methods are - historical and descriptive
methods. This article analyzes the
scientific works of such prominent Russian
musicologists such as Asafiev, Nazaikinsky,
Teplov, as well as their foreign colleagues:
Maria Korsakova-Krein, Sloboda and
O’Neil, and others. In order to study the
problem comprehensively, we will carry
the historical research the development of
swint (the style of jazz music) and conduct
a comprehensive analysis of the means
of musical expression that are inherent to
this genre.

Results.

During the complex analysis we
found out that various means of musical
expression in jazz music of the swing era
(rhythm, harmony, melody, etc.) are closely
interconnected, forming a very complex
and multifaceted musical texture that is
interesting to listeners from around the
world for more than 70 years. Considering
the fact that the rhythm, melody and
harmony in jazz are closely interrelated,
musicians and musicologists should
analyze jazz music in a comprehensive
manner in the context of the interaction
of these musical means. The conclusion
and results of this article should be used in
optimization process of jazz instrumental
education in higher school.

Discussion.

American scientists Sloboda and
O'Neil [5, p. 415] found that people
listen to music in order to get pleasure,
relaxation, and expression of emotions.
According to M. Kokisheva, the degree of
expectation from a musical work depends
on the listener's skills: «The dialecticity
of musical perception presupposes the
presence of stable auditory pinpoints,
as well as pinpoints that update the
auditory perception. We assign expected
sound complexes to stable pinpoints,
and the new sounds, unusual for the
listener are assigned to the updated
pinpoints. The absence of one of these
components causes a loss of interest in
the composition. The listener gets pleasure
from hearing familiar musical elements
in the musical piece, but he gets even
more surprised by unexpected, sometimes
exotic sounds» [6, p. 150]. The latest
foreign scientific researches [7] show
that music is capable of influencing both
human emotions and mood, moreover,
the listeners very accurately determine
the emotions inherent in a musical
work [8], [9]. Balkvill and Thompson [9]
conducted a study to determine the ability
of listeners (hon-professional musicians)
to identify the alleged emotion in music
from an unfamiliar tonal system (from
another musical culture). Scientists tried
to identify psychophysical signals as
central part of the perception of musical
material. Psychophysical signals were
defined as «a sound property that can
be perceived independently of mental
experience, knowledge, or enculturation»
[9, p.15]. These psychophysical signals
included tempo, timbre, tonality range,
melody complexity and rhythm. Conducting
the experiment, Ballville and Thompson
offered the subjects to listen to unfamiliar
musical material, noting how the listener
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observed the psychophysical signs
inherent in the music. They think that if
judgments and associations are made

on the basis of analyzing psychophysical
signals, then theoretically listeners

should be able to recognize embedded
emotions in music from an unfamiliar
tonal system. Balkvill and Thompson
chose the classic Hindustani tone system
for the experiment. Raga is the central
part of classical Hindustani music - a
complex multi-level system, «the specificity
of which is due to the belonging to the
professional music of oral-written tradition»
[10, p.18]. Listeners who are unfamiliar
with the Hindustani tonal system correctly
identified emotions in rags, and there was
observed a significant correlation between
the perception of the psychophysical
elements of music and its emotional
evaluation. The authors believe that the
listeners’ sensitivity to the emotions in
music depends on the perception of the
psychophysical signals of the auditory
environment.

Russian musicology has its own
alternative to the term «psychophysical
signals» - means of musical expression.
R.V. Sladkopevets analyzed the means
of musical expression as part of the
artistically productive side of the
performing process [11]. Which means
have a greater influence on the emotional
perception of musical material? So
Marilyn Moore [12] in 2013 conducted an
experiment, the subjects were 41 people
aged from 22 to 81 years old, every subject
attended a one hour musical material
listening session. The author composed
eight compositions to recreate certain
emotions for the experiment. During
the study, these compositions were
played with the exclusion of any means
of musical expression (for example, the
musical piece was reproduced without a
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rhythmic component). When summarizing
the results of the study, it turned out

that musical means such as rhythm

and harmony have a greater impact on
the listener’'s emotional evaluation of a
musical piece.

A recent study by neuropsychologist
Marina Korsakova-Crane (USA) supports
the idea of the importance of harmony
in the emotional perception of music.
According to her opinion the perception
of music is the reading of a picture of
audible information [13]. An appropriate
reference system is necessary for the
correct creation of any meaningful image
during the perception of any information.
In the tonal reference system, the tonic
serves as a center of attraction, with the
result that the music is organized as a kind
of gravitational field. Marina Korsakova-
Krein believes that «music has an amazing
ability to encode the sensual life of people
in subtle details. Following the flow of
tones that sound in time, the human mind
recognizes feelings and general ideas in
the sounding fabric of music. This fabric
consists of tonal distances between
individual sounds and chords organized
along the vector of time» [13, p.2]. A study
was made to investigate the reaction of
listeners to all possible distances in tonal
space and in all modal conditions: 12 short
musical phrases were written, then each
of the 12 phrases was transformed so
as to obtain all the initial and final modal
conditions for reorientation (modulation in
12 other tonalities of the chromatic scale).
According to the experiment, modulations
from one tonal center to another can be
done in four modes: from major to minor
and from minor to major, as well as from
major to major and from minor to minor.
As a result, it was found that the listeners
identified different distances in the tonal
space with such accuracy, as if they
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knew and clearly understood the laws of
musical theory, the participants of the
study recognized the popular and unusual
turns in the tonal field in the experiment.
The following conclusion by the author of
the study is very interesting: «The data we
obtained suggests that for music listeners
the transition to a distant tonality felt much
colder and darker than transitioning to
similar tonalities. Most importantly, the
fleeting sensations of heat and light turned
out to be inseparable from the feeling of
tension - the most important feature of
the tonal force field. The results of our
experience indicate that ... the farther the
final tonal center is from the initial one,
the greater the perceived tension and the
darker and colder our sensations will be
from transitioning to the far tonality» [13,
p.3]. In general, there is currently a trend
among the foreign music community in
highlighting harmony as a system-forming
element in musical perception.

We agree with the opinion of
such scholars as E. Nazaikinsky, V.
Medushevsky, O. Tsvetkova, A. Lushina
and others who emphasize the importance
of a complex of means in musical
expressiveness. Considering the problem
of jazz instrumental music perception,
in particular, «swing» (30-40 years of XX
century), we note that each of its means
of musical expressiveness should not be
analyzed discretely, as this violates the
integrity of the musical material - the jazz
standard. For a complete understanding
of this issue, we present the analysis of
the jazz standards «Fly Me the Moon»
[14] and «Autumn Leaves» [15]. On closer
examination, it turns out that harmony;
melody, mood, rhythm, etc. interact very
closely with each other. In particular, in
every jazz standard we can find a series
of deviations (temporary transition to
a different tonality) and modulations

(change of tonality). It should be noted that
deviations / modulations occur by applying
the harmonic sequence IIm7-V7-Ima;j7,
V7-lmaj7 in major (for example, Dm7 - G7
-Cmaj7) or Im7b5 -V7 - Im7,V7-Im7 in
minor (for example, Dm7b5 - G7 - Cm7),
where the chord from the second degree
belongs to the subdominant family (S) of
chords, the chord V - to the dominant (D),
and the chord | - to the tonic (T). (Figures 1
and 2)

Figure 1 — Analysis of the standard «Fly Me to the Moon».

Jé

Figure 2 - Analysis of the standard «Autumn Leaves».

As we can see (Figure 1, 2) there are
a lot of deviations in other tonalities in
jazz music, in fact, the entire harmonic
language is based on such deviations with
the shift of the tonal center and musical
harmony. We assume that instrumental
jazz music is interesting, because there
is a constant change of emotional state
through deviations into other tones in
every jazz standard, and as we found out
from the study of M. Korsakova-Crain,
casual listener very accurately captures
and perceives these tonal displacements.

Now let’s analyze how the jazz
composition melody works together with
harmony. It is worth noting that each
chord in the jazz standard is a full-fledged
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functional unit, and each improviser

has the right to consider this chord as a
separate tonal center (for example, the
Dm7 chord in Dmm7-G7-Cmaj7, can be
considered as part of this progression, or
a separate functional unit, i.e. the tonal
center the note D, the Dorian mode, etc.).
Thus, each chord has its own characteristic
musical color, which is emphasized by

the melody by playing “guide tones”
(characteristic chord tones). In jazz music,
the characteristic tones of the chord

are 3rd and 7th degrees. If we study the
structure of the seventh chords (maj7, m7,
m7b5, dom7), we get the following:

maj7 - 1; 3; 5; 7 (tonic, major third,
perfect fifth, major seventh)

m7 - 1; b3; 5; b7 (tonic, minor third,
perfect fifth, minor seventh)

m7b5 - 1; b3; b5; b7 (tonic, minor third,
diminished fifth, minor seventh)

dom7 - 1; 3; 5; b7 (tonic, major third,
perfect fifth, minor seventh)

As we can see, bth degree remains
unchanged (with the exception of the half-
diminished seventh chord), and the first
degree of the chord is usually played by
a double bass player. Thus, there are two
degrees that characterize the sound of
each chord.

In jazz standards the melody in most
cases falls on the third or seventh degree
of the chord on the first beat (change of
chord), thereby emphasizing its character,
moreover, a smooth vocalization is
ensured. (Figure 3)

iimin 7 V Dom T IMaj7
Dwmin? G7 Cmns?

&= 3 ]

Figure 3 — An example of a smooth voice study in progression
11-V-I through the use of «characteristic tones» of the chord

Conclusion
Rhythm, tempo and pulsation are also
among the main characterizing elements
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which closely connected with melody and
harmony in jazz. According to many great
jazz musicians (Herbie Hancock, Chick
Corea and others), rhythm is a system-
forming element of this music. So Louis
Armstrong said: «If you do not stamp your
foot while listening to jazz, you will never
understand it» [16, page?]. A distinctive
feature of jazz is a diverse syncopated
rhythm. «The feeling of jazz is achieved
by the presence of swing, rhythmic
impulsiveness, giving rise to tension at the
moment of performing jazz pieces» [16,
page?]. «Swing» (English «swing» - swinging,
rotation) is a polyrhythm, characterized
by a triple pulsation - two eighth notes
are played as a triple quarter and a triple
eighth. However, it should be noted that
the execution of only a triplet does not
give a complete sense of swing, namely,
accentuation, moving the accent from a
strong beat to an offbeat provides this
feeling.

Recently, harmony has been highlighted
by Western musicologists as the main
system-forming element in music - the
popular concept of «<negative harmony»
(Negative Harmony) is proof of this [17],
[18]. We believe that this view is one-sided
when analyzing the means of musical
expressiveness, and also leads to the
wrong «emotional presentation» of musical
material to the listener - composers and
performers who hold this point of view do
not have the opportunity to convey to the
listener the entire emotional-sense palette,
since overly focused on the harmonic
aspect of music.

In our opinion, the level of interaction
of musical expressiveness in jazz is at a
higher level and their combination creates
the very, unigue sound of the swing of
the 1930-1940s. Changing or excluding
at least one of the elements leads to a
drastic change in the emotional mood
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of a piece of music. An increase in the
tempo of jazz compositions together with
the complication of the melodic line led

to the creation of bebop, the rethinking

of the modal concept gave impetus to

the development of modal jazz, a further
departure from the concept of tonal music
became the basis for the emergence of
atonal jazz, the experiments of the famous
American pianist and composer Herby
Hancock with pulsation and musical

groove became the origins of hip hop birth.
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VIOLIN FANTASIA BY 1. VYMER AS AN ADAPTATION OF A WEDDING CEREMONY

Abstract

The article discusses the interaction of elements of musical expressiveness on the example of swing, as

well as their influence on the listener's emotional perception. As a result of the analysis, it was revealed that

expressive elements form a complexly organized system in jazz instrumental music and that determines the
sound of this style and its emotional and semantic content.
Keywords: the genre of fantasia, wedding ritual, violin, adaptation, folk songs.

Introduction

A wedding ceremony, the traditions
of which were formed in ancient times,
always attracted the attention of scientists
(N. Zorin, T. Makashyna, A. Sokolova, G.
Tantsyura, P. Chubinsky and others). It has
its own peculiarities in different regions of
countries, and among different nations.
Wedding songs are the folk songs that
are performed at different parts of the
celebration. For example, the Slavs sing a
song of praise to the bride and her parents
during the so-called «bride viewing»; at
the bachelorette party they sing farewell
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songs; in the groom's house, when the
wedding bread is prepared, they start with
prayers and continue with special songs,
etc. At the wedding, not only sad songs
are performed, but also a lot of funny

and comic ones. A ceremony always goes
by a well-organized plan, and not by a
random set of songs and ritual actions. A
lot of composers referred to the wedding

ceremony in their works: Y. Butsko (Cantata

«Wedding Songs»), A. Varlamov (romance
«Red Sundress»), A. Dargomyzhsky (opera
«Mermaid»), A. Murov (cantata «Siberian
Wedding Songs»), and others. I. Vymer
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is one of the composers who used the
material of the wedding ceremony in the
instrumental music pieces. His Fantasia
for violin and piano embodies the aesthetic
orientation of neo-folklorism; the thematic
material of this music piece includes
various themes of wedding songs.

The goal of the study is to identify the
specific elements of wedding songs in
Fantasia on the themes of the Podillya
region wedding songs for violin and piano
by I. Vymer.

Methods

In the last decades of the 20th and
the beginning of the 21st centuries,
numerous dissertations, articles, and
publications that dealt with various
aspects of the instrumental fantasia
genre began to appear. The studied
aspects included the formation and
characteristics of the genre development,
and the fantasia genre identification in
comparison with other improvisational
genres (M. Borisenko, B. Borodin, M.
Mogolina, T. Smirnova and others). Among
the works of the historical development
of the genre, we can refer to the studies
of M. Druskin, L. Kadtsin, T. Kyureghyan,
T. Livanova, and V. Medushevsky.
Considering specific dissertation works,
we should refer to the studies which
are related to the understanding of the
instrumental fantasia genre in a particular
period of time: the birth and formation
of the fantasia genre — M. Lobanova,
|. Palazhchenko, V. Protopopov, K.
Shtrifanova; the development of the genre
in the classical period is analyzed in the
works of I. Palazhchenko, E. Progoda;
Romantic instrumental fantasia reveal
its characteristic features in the research
works of M. Lobanova, T. Lyakhina, Y.
Chernyavskaya, E. Schegoleva. Also, there
are studies where attention is focused

on a specific instrument — A. Dubovik, T.
Lyakhina, E. Weather, K. Shtrifanova, Yu.
Chernyavskaya, E. Shchegoleva.

The methodology is based on
the following approaches: analytical
(considering the description of the music
piece and the analysis of its composition
and dramaturgy), genre (as thisis a
music piece stands within a particular
genre group), comparative (as the
author indirectly compares the music
piece with the wedding ceremony and
analyzes the principle of its instrumental
transformation).

Results

Fantasia is one of the old genres of
instrumental music, which has not lost
its relevance for many centuries. By the
definition of T. Kyureghyan, the individual
features of the fantasia genre throughout
its development were expressed «in
deviation from standards of construction,
which were usual for that time» [1, p.
767]. The 20th century was no exception.
Composers continued referring to the
defining genre features of fantasia: artistic
and figurative content and deviations from
traditional structure and form models.

Based on the analysis of the violin
fantasies of the 20th century, they can be
conventionally divided into three groups:

- the first one includes those works
written in the traditional romantic manner
(fantasias that appeared at the beginning
of the 20th century, where a very clear
connection with the era of Romanticism
can be traced (F. Kreisler, C. Saint-Saens);

- the second one includes the works
based on the principles of combining or
synthesizing elements and forms (typical
shaping, contrast of images, presence of
cadence episodes, etc. were synthesized
using complex dissonances , poly-modes,
polytonality , and various stylistics
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techniques);

- the third group includes the works
that are completely based on the new
compositional technique of the twentieth
century .

The violin fantasia continues its
development both in a «pure» genre form
and in interaction with other genres:
concerto-fantasia , sonata-fantasia;
rhapsody-fantasia ; rondo fantasia ; poem-
fantasia, etc.

Fantasia also becomes a contrasting
part of a large music piece and various
mini-cycles . Fantasia for violin solo also
appears at that time .

One of the attributes of the instrumental
fantasia is the contrast of themes, which
also remains one of the specific features of
the genre in the 20th century. The fantasia
is based on all known thematic formations,
«including little-individualized intonation
constructions of pre-barogue time and
specific microthematism of the 20th
century» [3, p. 149]. Fantasias of the 20th
century can be divided into the following
sub-categories: fantasias on borrowed
themes, fantasias on the original themes,
and fantasias on folklore themes.

Violin fantasias of the 20th century were
composed in traditional forms — variations,
contrast-composite, complex two- or three-
movement forms, rondo form, as well as in
individual ones.

In the 20th century, fantasias appear in
music pieces for ensembles .

The improvisation principle as one
of the key features in the instrumental
fantasia genre provided ample
opportunities for identifying the creative
personality of the composer and performer.
This principle is also used in cadenzas.

Discussion
Fantasia on the themes of the Podillya
region wedding songs for violin and

60

piano by |. Vymer was written in the free,
rhapsodic, contrast-composite form, which
peculiar for the genre of fantasia; however,
the form is based on the principles of
repetition and rondo, as well as on the
principle of variational transformation of
the material, which is inherent to the folk
music. The music piece is written on the
themes of wedding songs.

The wedding songs were often
improvised. The improvisation principle,
which is used in violin cadenzas, is
known to be one of the key features in the
fantasia genre.

Fantasia by I. Vymer has a relatively
well-defined tonal basis; however, the
tonality is enriched by modalism —
elements of the folk modes: Lydian scale
(IV# step), Dorian scale (VI# step) or
melodic minor, Hungarian (gypsy) scale,
and various alterations (Il low, V low steps)
and others. The harmony structure of the
music piece deviates from the classical
understanding of the chord: triad ceases to
be the basis of the vertical structure. This
role is given to the chords of the seventh
and the nineth, accords of the non-tertian
structure, particularly, the fourth and fifth
chords; or, triad is enriched with additional
tones. Also, colorful vertical harmonies
appear as a result of using the organ
points.

As a rule, a tonality in the Fantasia can
be understood not by a clearly represented
tonic, but by other chords of tonality. The
tonic is usually veiled, its function is often
performed by other chords built on the
tonic bass, or the tonic is given not in the
form of a triad, but in the form of a seventh
chord.

The instability of tonality is inherent to
folk songs.

Although it has a classic-romantic
basis, the meter rhythmic structure of
the fantasia is diverse due to using the
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changing meter, which is also a feature of
the folk music.

The Fantasia consists of six sections
and a coda:

Compositional scheme of the Fantasia
on the themes of the Podillya region
wedding songs for violin and piano by .
Vymer

The first section of Fantasy (Moderato
con passione, e-moll, 3/8 - 2/4) performs
the function of the expanded Introduction,
which introduces the listener to the general
atmosphere of the folk action. It consists of
two solos — piano and violin. The first solo
is massive, solemn and pompous, it has a
dense chord texture with duplication of the

Introduction a, (Andante | b (Andantino) | b, (Tranquillo) | b, (Andantino- | a,(Allegro) |b,Coda

(Moderato con | passione) Andante) (Allegro vivo)

passione)

bars 1-36 bars 41-115 |bars 116-172 | bars 173- bars 205-279 | bars 280- | bars 308-367
204 307

main melodic line in other voices, which
makes it sound «thick»; this technique is
also used in a folk polyphony. There are
some interesting harmonic assets in this
episode. Despite the e-moll signs indicated
in the key, the tonic of this key is almost
nowhere to be found in the entire piano
solo and can only be «guessed» by other
chords of the functional system.

The violin solo has a crystal clear
improvisational character, as evidenced by
stopping the melody on the same tone (h),
«whirling» the melody around it, rhythmic
accelerations are written out in the
passages: the triplets played by the eighth
notes are changed to the triplets played by
the sixteenth notes, then — by the thirty-
seconds, then to the sextoles played by the
sixteenths.

The second section (Andante passione,
e-moll, 2/4) begins with the theme, which
is related to the theme of the previous
section by intervals. Here the solos
alternation is changed to an ensemble
exposition, where the free imitation
technique is used (the piano repeats a
violin melody fragment one bar later) and
the duplication of the main melody (the
piano part duplicates the violin part).

For a folk song, ensembles of several
instruments are typical, so is the technique
of free imitation and duplication of melody.

The attention should be paid to the
asymmetry of the constructions within the
section. It is formed by the ostinato or the
variational repetition of the material used
in the second sentences, resembles the
«solo verse — chorus» structure, where the
«chorus» is repeated several times, or by
the other techniques of developing the
material used in the second sentences, in
particular, sequential development.

The third section (Andantino, c-moll,
3/4 — 2/4)is built on a variationally
modified theme of the first section,
particularly, an expressive two-bar phrase
has been added to it.

The fourth section (Tranquillo, e-moll,
2/4) is built on a rather strongly modified
version of the theme used in the second
section. It has a more lyrical character
than the previous section due to the longer
time values and legato technique in the
violin part, and arpeggios in the piano
part, which resembles romance song
accompaniment.

The polyphonic solo of the violin and the
transparent chords of the piano bring us to
the next (fifth) section (Andantino-Andante,
e-moll, 2/4). It opens with another version
of the first section theme (with using more
chromatic chords, diminished downward
fourths in the melody instead of the perfect
ones), which is exposed in the piano part
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and supported by the violin in the form of
an arpeggio.

The last (sixth) section (Allegro, E-dur,
2/4) is built on the theme of the first
section, like the previous one. A IV# step
appears in the violin melody — an element
of the Lydian scale. This gives the music a
bright and light coloring. Due to the tight
syncopations in the piano part and the
violin staccato technique, this section
has a dancing character. In general,
this episode performs the function of a
fully-fledged Coda (Allegro vivo, E-dur,
2/4), during which the rhythmic motion
accelerates, the dynamics become louder,
the material of the violin part is more
virtuosic (passages with a quick change
of positions, double notes). The Fantasia
ends with the tonic of the E-dur key
with the ff marking, but not in the form
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M. OgHONbKMHA

H. JlbiceHKo aTbiHAaFbl JIbBOB YATTLIK My3blKa akaeMUSIChbl

(/IbBOB, YKpauHa)

WU. BIMEPAIH YHJIEHY TOW CA/ITbIH CKPUNKAJIbIK ®AHTA3UACbLIHA BEHIMAEYI PETIHAE

AxpaaTna.

Makanaga XX FacbipAafrbl CKpUMNKa GaHTE3M XKaHPbIHbIH AaMybl Typanbl 6asgHaanabl XXaHe YANeHy paciMiHiH,
anemMeHTTepiH 6erimaey TyprbicbiHaH Monum BumepaiH nbecackl 60vbiHIWa CcLeHapuii MeH dopTennaHora
apHanfaH aHAaepiHe apHanfaH daHTa3usaHbl Tanganabl. YneHy pacimiHe 6eniMmaeny eKi )oMeH Xy3sere
acbipbliagbl: Matepuanblk - Typai YuneHy aHaepi, onapablH TOHaNabl Heri3i )XeHe MeTPO-bIpFaKThl KYPbIbiMbl
apKblIbl XaHe ApamarblK LelliM apKblibl (6erHeni TYpae UMNPOBU3aLMOHAbLIK, My3blKasblK cunaTTarb
JIMPUKabIK cunaTtTaH, Xblngam 61 anoteo3blHaH - YAEHY TOMbIHbIH, KOPbITbIHALICHI).

Tyhinai cesgep: GIHTE3U XKaHPbI, YINEHY canTaHaTbl, CKpUNKa, 6eniMaeny, Xxanblk aHaepi.
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CKPUNMUYHAA ®AHTA3UA U. BBIMEPA KAK AQANTALIUSI CBAAEBHOIO OBPAAA

AHHOTaUMSA.

B cTaTbe NpeacTaBneHo pa3BUTUE KaHpa CKPUNMYHOM daHTa3nmn B XX BEKe U npoaHannampoBaHa PaHTasus
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ABYMS cnocobamu: yepesd matepuan — pasHoxapaKTepHble cBaaebHble NECHU, UX TOHANbHYIO OCHOBY M METPO-
PUTMUYECKYIO CTPYKTYPY M MyTeM ApamMaTypruyeckoro peleHus (o6pasHo-TemaTMyecKoe pa3Butue naet
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WITH LOVE, FROM RUSSIA: THE ART OF GIFTING

Abstract

To give a gift within Western culture is not an expectation when building new connections and networks. There

ITH LOVE,
FROM RUSSIA:
THE ART OF
GIFTING

is a disconnect between building new friendships and exchanging gifts. Gifting is often misinterpreted within

Western cultures as a bribe or an aggressive push to receive a desired gain. In Russia and other former Soviet

republics gifting is an ingrained practice that establishes and strengthens relationships. In this paper the
origin and purpose of gifting is explained and the applied method to better understand the role of gift-giving
is borrowed from Jennifer Patico (2002) fieldwork approach and justification. Following the method section
is a discussion of appropriate gifts for specific occasions and ending with a conclusion that encourages the
process of gift-giving to be considered a symbol of enhanced solidarity.

Keywords: Gift-giving, cultural traditions, Soviet customs, Russian culture, networking

Introduction

What does it mean to give a gift in
Russia? Generally, gifts are a positive form
of exchange during national and religious
holidays or among friends, family, and
acquaintances for particular reasons,
but have been interpreted as in acts of
bribery. In terms of Russian gift-giving,
there are some specific details that make
the act of gift-giving a unique and carefully
crafted form of art. A gift is a sign (3Hak
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— znak’) of respect, gratitude, and a step
toward building one’s relationship with
the gift-receiver. The most important part
of gift-giving, in Russian culture, is the
giver’'s intention and personal investment
when selecting the perfect gift. The act

of presenting a gift in Russian culture is
described as gifting by the word gaputb
[darit’] rather than giving — naBatb [davat']
The sole act of gifting has its unique
placement within Russian culture; the act
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of giving greatly differs from gifting.

This paper examines the purpose
and origin of giving particular types of
gifts during and after the Soviet Union.
The purpose of the paper is to explain
how Russian culture has created a type
of communication that places great
significance on the act of gift-giving.
Furthermore, this paper provides a brief
explanation of different types of acceptable
gifts to give for each occasion.

Is a Gift Intended to «Feed» or «Bribe»
One’s Relationships?

In the 2009 New York Times article
«Lifting the Lid on Russia’s Art of Lavish
Gift Giving», Andrew Kramer presents a
common misunderstanding about the
important custom in Russia’s gift-giving
tradition when referring to Aleksandr
Y. Khochinsky, a businessman, «<who
specialized in providing high-class
grease for the best-connected palms
in the government and other high-level
circles», says A. Kramer [2, p.1] and
who also took great pride in his talent
in finding the «perfect gift» A. Kramer [2,
p.1]. What Kramer misunderstands about
Khochinsky’s intention of gift-giving is the
honor and pride that is generally inherent
in Russia’s culture of gift-exchange. The
intention to present an appropriate gift
is not an act of bribing, but an act of
securing and nurturing a new or growing
relationship. To gift (napuTb - darit’) implies
the act of nurturing a political or social
affiliation, or even to honor religious
customs within communities that have
deep historical and regional roots in the
practice (e.g. throughout post-Soviet
states).

In Russian history gifts have
transformed from a governmental practice
of rewarding political and military officials,
to a more publicly shared practice. Before

Catherine Il, military or national leaders
would be honored and distinguished for
their national and foreign military combat
and service by receiving an award (gift).
However, Catherine Il initiated the public
practice of gifting by presenting gifts to
her grandchildren, such as silver rubles
to establish a positive relationship with
them and not necessarily award them.
The awards that military and government
officials would normally receive for their
service were rings and bracelets (known as
bracers — Hapy4u), golden or silver goblets,
cups, expensive fur coats, or caftans. A
gift was considered a badge of honor.
Moreover, in the seventeenth century,
the horse-carriage was a «high-status gift
that would be exchanged between royal
and imperial rulers» says O. Dmitrieva and
T. Murdoch [3, p.160]. Also, as early as
1599 Elizabeth | sent a lavish mechanical
organ to the Grand Turk Sultan Mohamed
[l for his harem in the Topkapi Palace. The
tradition of receiving valuable gifts from
the Tsar or other royalty is preserved in the
Russian language in the expression, wyb6a
¢ 6apckoro naeya (a fur-coat from a lordly
shoulder), which remains as a popular
saying used to highlight the value of a
gift. However, this process and ideology
of honorable gift-giving changed when
Peter the Great, during the 18th century,
adopted the European system of governing
and eliminated «rewards» in the form of
financial payments (HarpagHbie) among
his advisers. He extended the practice to
awarding medals and special promotions
that indicated moving up the ladder in
one’s career.

More generally, gifts have transformed
into a common practice of exchange
that symbolizes gratitude and respect
between the giver and the receiver;
however, in recent centuries it has been
less concerned with the previous practice
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of rewarding someone and more about
nurturing one’s current relationships. Gifts
have always been considered culturally
correct in Russia to exchange gifts or
favors in order to build and maintain one’s
6nar (a network of connections). Moreover,
gift-giving was more prevalent during the
Soviet era when the country experienced
a deficit in common goods and people
needed to bargain for a wide range of
goods and services at all levels of society.

Furthermore, the act of gifting is deeply
ingrained into Russian culture and can be
identified in Russian literature throughout
different periods of time. One example,
from the 18th century is the story, History
of Alexander: The Russian nobleman [4],
which depicts the protagonist presenting
to his beloved an engagement ring.
Moreover, numerous Russian fairy-tales
have the same storyline of a magical gift
being gifted and received as an important
and pivotal point of the story’s plot and
the protagonist’s fortune. During this
time in history, the subject of donating
lavish or simple gifts to others in times of
celebrations or out of reward became more
common, and the exchange of women’s
crafts, rings, and miniature portraits
(lockets that could be worn as medallions)
represented a form of positive attention or
love that had become a symbol of a loving
and lasting relationship.

This is not to say that gifts are still
not exchanged among political figures.
Kramer refers to the Russian practice of
gift-giving, in the terms of writer Nikolai
Gogol, as giving «greyhound puppies»
stated in A. Kramer’s New York times
article [2, p. 1]. The term refers to Gogol's
character, Lyapkin Tyapkin, in his comedy
The Inspector-General. The author ridicules
this character, a judge, for taking bribes
in the form of greyhound puppies instead
of money. Although Kramer understands
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Gogol’s depiction of gifting within his play,
Kramer fails to fully understand the deeply-
rooted practice of Russian gift-giving. It

is inaccurate to always consider Russian
practice of gift-giving as a bribe. The art of
gifting is a serious and important manner
for Russians and the mere act is a great
sign of respect that is expected in order

to maintain social graces within one’s
networks (6n1ar). In history, the Persian
Shah understood this Russian custom and
sent a giant elephant to Peter the Great at
the end of the seventeenth century in order
to persuade Russia to join forces against
the Ottoman Empire. Similar acts of gift-
giving occurred when the Grand Duke of
Moscow gave the Ambassador Herberstein
precious furs, hats, boots and gold in order
to nurture their friendly ties [5].

Methods

Similarly, Jennifer Patico’s fieldwork,
which is outlined in detail within her
article, Chocolate and Cognac: Gifts and
the Recognition of Social Worlds in Post-
Soviet Russia, explains that giving a gift
should be understood as a «sign of [giving
positive] attention» says J. Patico [1, p.1]
The post-Soviet culture expresses «an
appropriate balance of personalization
and anonymity in exchange relations»,
says J. Patico [1, p. 1] which constitutes a
construction or a recognition of perceived
grounds of social commonality. Patico’s
article is a discussion of her fieldwork of
interviewing teachers in St. Petersburg
where she lived and stayed long enough
to learn the etiquette of giving the perfect
gift. The act of gifting one’s teachers,
as Patico makes clear, is not a bribe for
good grades but an act of recognizing and
rewarding «good work» [1, p. 1] A gift also
implies that the giver is «nurturing» [1, p.
1] their relationship with the receiver to
remain on good terms. The importance
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of being recognized signifies that the
receiver is being acknowledged as a «social
person» [1, p. 2] who has demonstrated
good social graces to the gifter and has
«made herself [or himself] known as a
valuable social actor [1, p. 2]. The public
act of gifting demonstrates «the morality of
sincere interpersonal relations and attends
to (selected) people as they are situated

in contexts of sociability» [1, p. 3] Patico’s
article suggests that this stance as a
«valuable social actor» [1, p. 3] establishes
the receiver as a respected and worthwhile
participant of the community in which they
are interacting, whether it be political,
communal, or professional. Since money
has become the desirable commodity in
the post-Soviet society students would gift
their teachers with lavish gifts that only
good money could buy.

Patico argues is that prior to the
collapse of the Soviet Union, society had
relied on 6nart (social networks) and people
would buy gifts for their friends when they
found something they liked, because
the logic was «when you see some good
detergent and know your neighbor uses it
— why not buy it?» [1, p. 3] especially since
commodities were scarce and hard to
procure. However, after the collapse of the
Soviet Union, the West made commodities
more accessible and therefore, the scarce
item became money. The increased value
and demand for money arose when the
access to commodities increased and
the prices for these commodities became
higher. As one woman simply put it to
Patico during one of her interviews, «<now
we depend more on money than our
friends [because can your] friends pay your
rent?» [1, p. 2].

Discussion
Gifting the Perfect Gift
In Russian culture (including all the

republics of the former Soviet Union)
giving the perfect gift implies that the giver
understands that gift-giving is not arbitrary
but «indexical» and a necessary act to
establish and maintain one’s position
within their various networks.

The art of giving a gift requires
attention to detail, clear understanding
of the giver-receiver's relationship (or the
type of relationship the giver wants to
establish), and most importantly, «<draws on
understanding the needs of the receiver,
says O. Dmitrieva and T. Murdoch [3, p.
353]. After the late 90s (1998-1999),
citizens of the former Soviet Union found
themselves in a position where gifts were
necessary to survive. Instead of trivial gifts
(e.g.stationery paper, knickknacks, picture
frames, decorative desk items) people
needed and expected staples that had
utility. Such items would be described as
neutral and universal as well as traditional
gifts which would include boxes of
chocolate, bottles of alcoholic beverages
(e.g. cognac for men, champagne or wine
for women), and even cosmetics (for
women). Gifts that are considered neutral
and traditional are best for individuals that
are not well acquainted with each other.
These would be the items that could serve
another purpose. For example, if a woman
did not like the wine she was given, she
could easily serve that wine to guests or
give it as a gift to someone else. As for
flowers, a woman can decorate her kitchen
or dining room table with the flowers or
even dry them to make her own potpourri.
However, for a more prominent individual,
such as a doctor or professor, a gift that is
unique and difficult to find was cherished
(e.g. handmade rugs, foreign alcoholic
beverages, antique books, quality pens, or
any rare commodity that is useful).

Although neutral gifts are not personal
they are considered necessary and should
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be well thought-out. Generally, most
Russian occasions require some form of
gift-exchange and it is expected among all
individuals present (e.g. extended family
members and especially children expect
neutral gifts). When gifts are given within
one’s current or growing network (6nat) the
giver should think of the receiver’s family
(especially their children) and present
them with neutral gifts such as candy, toys,
unique or rare books or other useful, yet
scarce items. The art of picking a neutral or
traditional gift is no small task and should
be done with keen attention and care.

An example that demonstrates the time
and detail invested in buying a gift with
good intentions are flowers. The giver's
intentions are displayed through their
gift. A common traditional and neutral
gift to give is flowers, but the amount of
thought and detail invested in picking
the appropriate flowers is extensive.

It is considered bad luck when a giver
demonstrates minimal or lack of good and
well-invested intentions when selecting
and presenting a gift. First, the number of
flowers is crucial. One must always give an
odd number of flowers and never an even
amount (which is reserved for funerals).
Second, picking the appropriate color

of the flowers is also very important. For
example, the depiction of yellow flowers
foreshadows a gloomy future of sadness or
deceit. Specifically, in Mikhail Bulgakov’s
novel, The Master and Margarita, the
Bulgakov subtly foreshadows the story’s
tragic ending of the love story between

the protagonist and his beloved by
intentionally describing the color of the
flowers Margarita was carrying in the scene
of their first meeting;:

« She was carrying repulsive, alarming
yellow flowers in her hand. Devil knows
what they are called, but for some reason
they are the first to appear in Moscow. And
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these flowers stood out clearly against her
black spring coat. She was carrying yellow
flowers! Not a nice color». written in M.
Bulgakov's novel [6, p.2].

Bulgakov used the color (yellow) of
the flowers as a symbol of their tragic
separation. However, the color of red roses
implies love and passion and pink flowers
have a soft implication of commitment and
a more friendly association of caring for
someone. Lastly, the type of flower being
given is equally, if not more important. In
the springtime, tulips are favorable over
roses, but other popular choices are irises,
freesias, daffodils, or lilacs. The amount
of detail (as demonstrated with giving
flowers) is important for particular holidays
that honor the nation’s history, a male or
female’s duties to their family and their
country, as well as religious or cultural
traditions (during and after the Soviet era)
when building or establishing new or old
relationships.

Conclusion

The importance of giving gifts (gifting)
is not merely a ‘Russian’ concept, but
rather a geo-cultural custom of the East.
The former Soviet Union’s republics (e.g.in
Central Asia and the Caucasus) are still,
if not more dedicated, to the custom of
gift-giving. It is culturally expected that
the gifter pays close attention to the
intrinsical details when gifting someone,
when intending to expand one’s networks
(6nat) or when initiating and maintaining
relationships (personally or professionally).

As Pactio simply states, «gift practice [is
a part] of an ever-evolving socioeconomic
«cosmology» of sorts, through which
post-Soviet actors envision society and
pursue interests at once moral, social,
and economic» stated by J. Patico [1, p.
2]. To give a gift means to give a «sign of
attention» (3HaK BHMMaHus). If an individual
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expects something nice in exchange then
the individual must give a gift. For example,
an interviewee, Lidia, tells Patico the
following: «If you have a good hairdresser,
she will do better for you by blat
[connections] — not just like that (ne prosto
tak)» says J. Patico [, p. 351]. Generally,
an individual prefers to have money, but
this carries a negative implication so
receiving a gift is a way for individuals to
obtain an item because during «the age of
deficits one had to do with this in order to
accomplish anything», stated by J. Patico
[1, p. 354]. It is important to remember
that a gift is a symbol that represents the
type of relationship between the giver and
the receiver. Although gifts are technically
optional, the process of conducting such
an exchange should always be carefully
considered and well thought-out. Gifts
are intended to praise and reward one’s
work and imply that the receiver is being
recognized for his investment and
dedication to their work-duties.

Gifting is a universally shared practice.
For example, William Germano’s Chronicle
of Higher Education article, Getting Over
Gifting, explains that gifting is everywhere
[7] and refers to the reliable Oxford
English Dictionary to support his argument
that there are centuries of definitions
and examples of gifting in the English
language. Germano’s discussion refutes
Kramer’s misunderstanding of gift-giving
by explaining that there are solid historical
grounds for the use of the word, gift, as
a verb. To gift means to endow or furnish
with gifts, and has since the 16th century.
Furthermore, to gift has also meant to
invest with charm, to impart a fascination
to which implies that gift-exchanging
requires pure intentions and care within
the relationship between the giver and the
receiver.

Universally, the art of gifting is explained

in Marcel Mauss’ book, The Gift [8], as the
centerpiece of even the simplest societies.
Anthropologist Mary Douglas identifies
Mauss’ research in the forward of The Gift
as an important piece of literature that
explains how a gift is intended to enhance
solidarity and if it does not accomplish this
aim itis a contradiction [9]. Simply put, to
gift is to strengthen connections in a world
that has turned a dark corner and needs
hope. The world could take a lesson or two
from Russia’s practice of gifting.
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Yencu J1. CepBanTec fle Bnoic
YHuBepcutetr MuHHecota-TBuH Cutun
(MuHocora, CLLA)

C IIOB0BbIO U3 POCCUMN: UCKYCCTBO AAPEHMA

AHHOTaLMA.

[JapuTb NogapoK B paMKax 3anagHon KynbTypbl - 3TO HEOXKMAAHME NPK CO3AaHNN HOBbIX CBA3EN U CETEN.
CyuwiecTByeT pa3pblB MEXAY CO3AaHWEM HOBbIX Apy3en 1 06MeHOM noaapKaMu. B 3anagHbix KynbTypax
[apeHne 4acTo HEBEPHO UCTOIKOBbLIBAETCH KaK B3SITKa UM arpeCcCUBHbIM TOMYOK K MOJSTYYEHMIO XKelaeMomn
Bbiroabl. B Poccuu v ipyrux GbiBLIMX COBETCKUX pecnybinKax JapeHmne - 3TO YKOPEHMBLLASCS NPaAKTUKA,
KOoTopasi ycTaHaB/MBAET U YKPENISET OTHOLLEHMS. B 3TON CTaTbe 06bSACHAETCS NMPOUCXOXKAEHUE U LieNb
[apeHus, a NPMMeEHSEMbI METOA ANS NYHLIErO NOHWMaHWS PONY AapeHns NOAapPKOB 3aMMCTBOBAH U3
noneBoro noaxoaa v onpasaaHue pabotol JykeHHUbep MNatuko (2002). Mocne pa3aena metoga o6eyaatoTcs
noaxoasiliMe noaapKu ans ocobbix Cy4aeB M 3aKaHYNMBAETCS BbIBO/, KOTOPbI CMOCOGCTBYET TOMY, YTOGHI
NPOLIECC BPYYEHMS MOAAPKOB CYUTANCH CUMBOJIOM YCUIEHUS CONTMAAPHOCTH.

KnioueBble cnoBa: [lapeHue, KynbTypHble Tpaanuumn, COBETCKUE 00bl4aun, pyccKas KynbTypa, O6ueHue.

Yencu J1. CepBanTec le Bnoiic
MwHHecoTa-TBuH Cutn yHUBEPCHUTETI
(MuHocoTta, AKLL))

PECEW/IIK MAXABBATNEH: «CbIH/IbIK» OHEP PETIHAE

AHpaaTna.

BbaTtbic MaaeHMETIHIH asicbiHAa aHa 6annaHbICTap MeH Xeninepai Kypy KesiHae Cbliblk 6epy - 6y KyTnereH
OKbIC XaKnT 60nbIN caHanagbl. *KaHa goctap Taby MeH CblibIKTap anMacyablH apacbiHAaFbl anlwaKkTbiK 6ap.
baTtbic MaaeHneTTepiHAE KarblpbiMAbINbIK KeGiHece Nnapa HeMece NanaacbiH KON XKETKIi3Y YLWiH XacanfaH
arrpeccuBTi KadaMm peTiHae TyciHineai. Pecenpe »oaHe 6acKa Aa 6ypbIHFbl KEHECTIK pecnybnuKanapaa
CblMNbIK 6epy — KanbiNTaCKaH KapbiM-KaTblHacTapabl OpHaTyFa XaHe HblFanTyFa 6aFblTTanfaH y3ak mepaimai
ToXipnbe. byn MaKanafa CblnNblK 6epyaiH WhIFy TapuXbl MEH MaKcaTbl TYCiHAIpineai *oHe CbInblK 6epy
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POCTPAHCTBO
OBbIX MEJUA:
OJIE )
B3AUMOIEUCTBUA
A3AXCTAHCKUX
3APYBE)KHDbIX
XY10)KHUKOB
COBPEMEHHOIO
UCKYCCTBA

Ekarepuna Pe3nukosa '

'TocynapcTBeHHblit My3eit HeKyceTB PecryGiiku
Kazaxcran um. A. Kacreea,

(Anmatsl, Kazaxcran)

ART STUDIES

NMPOCTPAHCTBO HOBbIX MEAMA: NOJIE B3AAUMOJEWCTBUSA KABAXCTAHCKHUX U 3APYBEXHbBIX
XYAO0XHUKOB COBPEMEHHOI0O UICKYCCTBA

AHHOTauMA

UccnenoBaHune choKycMpoBaHoO Ha crielmduKe penpeseHTaL i COBpeMEHHOro UCKyccTBa KazaxctaHa u
y4acTUM Ka3axCTaHCKMX XYOOKHMKOB B KPYMHbIX MEXAYHAPOAHbIX XyA0XECTBEHHbIX MPOeKTax. PaccmaTtpusas
0CO6EHHOCTM COBPEMEHHOIO PErMOHANbLHOr0 apT-npoLecca, aBTop BbIAENSET XapaKTePHbIE YepThl,
onpegensione cneLunduKy permoHanbHOro UCKyccTBa. B KayecTBe NpMMepPOB y4acTUs Ka3axCTaHCKUX
XYOOXHWKOB B KPYMHbIX MEXAYHAPOAHbIX BbiCTaBKax paccMaTpuBatotcs 51-a BeHeunaHcKaa 6ueHHane, rae
BnepBble OblIn NpeacTaBieHbl PaboThbl XyAOXKHUKOB KadaxcTaHa u LleHTpanbHOM A31K, a TaKkKe KypaTopCKuim
nepeaBuKHOM NPOEKT «[paHunLar» OT [eTe-UHCTUTYTa. AHaNN3 MeXXayHapOoaHbIX BbICTABOK COBPEMEHHOIO
MCKycCTBa N0o3BONSET cAenaTb BbiBOA, YTO N0A06GHbIE MacluTabHble MPOEKTbl CTAHOBATCA NoneM ans
BKJIIOYEHUSA HOBbIX MefMa U MPOCTPAHCTBOM AN TBOPYECKON KOMMYHUKaLMKN XYAOXKHUKOB, 3pUTENen u
KypaTopoB.

KnioueBble cnoBa: COBPEMEHHOE MCKYCCTBO, KOMMYHWKaLMS, BUAE0aPT, CaMOUAeHTUPUKALMSA, YEPHbIN
Ky6, rpaHuua.

=
=

BBepeHue KynbTypbl. B nepnoa HezaBucnmocTu ;

B anoxy rmo6anusaumm HabnogaeTcs KazaxctaHa 0cO6eHHO BO3pacTaeT poJib &
aKTMBHOE BMBaHWeE OTAENbHbIX MCKYCCTBa U KyJ/IbTypbl, KaK BaxXHEN KX %
HaLlMOHaNbHbIX KyNbTyp B MeXAyHapoAHbin  HaKTOpPOB penpe3eHTaLmMm CTpaHbl Ha §
KOHTEKCT. ICKYCCTBO ABNSeTCH MEXAYHapo4HOW apeHe. ITOT acnekT E
yHMBepCcasbHbIM 06LWEA0CTYMHbIM paccMaTtpuBaeTcs B NpOrpaMMHON %
KOOOM, Hanbosiee NosHO OTparKatolwmm ctaTbe Npe3unaeHTta PecnybnnKku i%
YHUKaNbHYIO CNeLndUKY HaLMOHaNbHOM KazaxcTtaH HypcyntaHa AbuwieBmnya %
&)
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Hazap6aeBa «B3rnag B 6yayluee:
MoJepHMU3aLUms 06LLLECTBEHHOIO
CO3HaHus» oT 12 anpens 2017 roaa.
OOHUM U3 NPUOPUTETOB NPOrpamMmbl
ABNSETCH MHTEerpaumnsa Ka3axcTaHCKOM
KYNbTypbl B MMPOBOW npoLecc. UMeHHO
Ky/bTypa CTPaHbl IBASETCH [MaBHbIM
Bblpasutenem dunocodunmn, oyXoOBHOCTU U
ayTEHTUYHOCTM 3THOCA. XYLOKECTBEHHbIN
A3bIK HE UMEET rPaHuLL U NOHATEH

BHE 3aBMCMMOCTHM OT HaLMOHaIbHOM
npuHagnexHocTn. MoaepHu3auus
NCKYCCTBa KaK popMbl 06LLECTBEHHOIO
CO3HaHuS 9BNSETCH aKTyallbHOM B
KOHTEKCTE MOAEPHM3aLMOHHbIX MPOLECCOB
coBpeMeHHoro KaszaxctaHa, NOCKOJIbKY
cBs3aHa ¢ dopMMUpPOBaAHMEM HOBOM
napagurmMbl KynbTYpPHOro CO3HaHMS.
CeroagHsa aKTMBHOE MPOABUMKEHHME U
WHTerpauns KadaxCTaHCKOW KYNbTypbl B
MMWPOBOE NPOCTPAHCTBO ABAETCH YacTbto
rocylapCcTBEHHOM NOMUTUKMU. [porpamMmma
«PyxaHu }aHrblpy» HanpasneHa Ha
penpeseHTalmio HaunoHanbHOW KyNbTypbl
N UCKyCCTBa 3a Py6eXXoM, KaK K/to4eBoro
$aKTopa coxpaHeHUs HaUuMOHaNbLHOro
Koda, ABNstoLerocs cBA3yoL MM 3BeHOM
MeXay NpoLibiM, HACTOSLWMM U BYAYLLMM
Hapoaa. OpraHn3auma MexayHapoaHbIX
Bble3HbIX BbICTABOK, NpeacTaBAOLMX
Ka3axCTaHCKOEe UCKYCCTBO 3apyberKHOMY
3pUTENIO, HOCUT XapaKTep NiaHoMepHOM
cucTtemaTuyecKkomn peannsaumu. KasaxcraH
NPUHUMAET y4acTne B NPECTUKHbIX
MeXAyHapoaHbIX apT-Gopymax, TaKnx

KaK BeHeuKnaHcKaa 6ueHHane, 4to
61aroTBOPHO BAMAET Ha NPECTUK CTPaHbI.
M, HaKOHeL, MHULUMUPOBaAHWE BCEMUPHOMN
BbicTaBKM QKCI0-2017 no3Bonunno
KaszaxcTaHy LWMPOKO 3a8BUTb 0 cebe
MWPOBOMY COOOLLECTBY.

CrneydUKON KpYynHbIX MeXayHapoaHbIX
XY[AOHECTBEHHbIX MPOEKTOB ABAETCS
06beIMHEHNE XYIOKHUKOB PasfIYyHbIX
NMAENHbIX YCTAHOBOK, C MPUHLMUMNANBHO

OT/IMYHBIMW TBOPYECKMMM NOAX0AaMM,
MCNOJIb3YIOLLMX Pa3HOOOpa3Hbie
TEXHOJIOTMWN — HUBOMUCLLEB, rpadmnKOB

W CKy/IbNTOPOB B €AMHOM MPOCTPaHCTBE
apT-KOMMYHUKaLUKWK. Takon noaxoa
No3BONSET B NPOLIECCE COBMECTHOM
TBOPYECKOM PaboThl U 0BMEHA OMNbITOM
noKasaTb Y OCMbICNUTb OOLLYIO KapTUHY
COBPEMEHHOM XYOXKEeCTBEHHOM CUTYaLINK
M co3aaeT 6naronpusaTHble YCI0BUS ANg ee
OCMbICNEHMUS.

BnepBble KasaxctaH ctan npeactaBnstb
CBOE UCKYCCTBO 3a pybexoM Ha 3ape
HezaBucumocTu. lMocne obpeTteHns
KaszaxctaHoMm He3aBucnmocTh B 1991
rogy, HabnogaeTcs akTMBu3aums
NONUTUKMU KyNbTYPHOro o6MeHa,
MCYEe3HOBEHME NMOCNEeAHNX CNEeA0B
«KenesHoro 3aHaseca», OTKPbITUE FpaHuL,
Ha BCe YeTblpe CTOPOHbI. ATOT NpoLecc
NposIBNSETCH Ha BCEN TEPPUTOPUM
NMOCTCOBETCKOIro NPOCTPaHCTBA, HauYnHas
¢ Poccun u nocteneHHo oxBaTbiBas
MHOru1e 6bIBLIME pecnybMKKU GbIBLIETO
CoBeTtcKoro Cotoza. [Nponsouino
0CO3HaHWe HeobBXx0AMMOCTHU ananora u
WMHTErpaLunm perMoHanbHOM KynbTypbl
B MEM/AYHapPOAHOE Xy[10KECTBEHHOE
NPOCTPAHCTBO, YTO NPUBESO K «4eCaHTy»
Ka3axCTaHCKOro 1 LIEHTpanbHO-a3naTcKoro
UCKYCCTBa B 6/1MXKHEe 1 fanbHee
3apybexbe. Peyb naet 06 UCKycCTBE,
BO3HMKLIEM B KadaxctaHe B Havane 90-x
rogoB XX BeKka 1 umetoLem Bce bonbluee
3Ha4YeHUe B COBPEMEHHOM KynbType. Ha
3TOM 3Tane OCHOBHYIO POJib B BbIXo€e
KagzaxctaHa Ha MUPOBYIO apT-CUEHY
UrpatT MHULMATUBbI HErOCYAaPCTBEHHbIX
CTPYKTYp: 06LeCTBEHHbIE GOHAbI, YaCTHbIE
WMHCTUTYLUUKU, HENPaBUTENbCTBEHHbIE
opraHu3saumm.

MeToab!
lpu aHann3e ncKkycctea
paccmMaTtpMBaeMoro nepmMoaa NpMMEHSeTCs
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KOMTIJIEKCHbIW NMoaxo, OCHOBaHHbIN Ha
KOMOGUHUPOBaAHUU UCTOPUYECKOIO METOAa,
MeTo/a Xy[4OXEeCTBEHHOro aHannsa,
CpaBHUTENIbHO-COMNOCTaBUTENBLHOMO
MeToda. HemanoBa)HOe 3Ha4YeHue B
nccnegoBaHUM UCKycCTBa BoooLle, U
UCKycCTBa UMbpOoBLIX Meana, UMeeT
BO3AENCTBME Ha 3pUTENS, BKJIloYas opraHbl
YyBCTB M MCUXONOrMYECKMUE acneKThl,
Takum o6pa3oMm, nepuenTUBHbLIN METo/
TaKXe NpUMeHseTcs B UccnegoBaHum
COBPEMEHHOIo UCKYCCTBa.

Pe3ynbrartbl

CrtaHoBneHWe HezaBMcMMOCTH
KasaxctaHa oxBaTuno aBajuatb NaTb
JIET Ha pybexe He TOSIbKO BEKOB,
HO U TbICAYENETUI. YANBUTENBHOE
BPEMS KONOCCaNbHbIX UBMEHEHWNI U
npeobpas3oBaHWin B MOJIUTUHECKOM,
COLIManbHOM U Xy[I0XKECTBEHHOM yKNage
CTpaHbl. B KynbTypHOM NMpocTpaHcTBe
MON0A0ro HE3aBMCUMOrO rocyaapcTBa 3ToT
nepuvon o3HameHoBascst HOBbIM NMOUCKOM
HaLMOHaNbHOM caMOUEHTUPUKaLIUN.
Mpoueccol rno6anu3auunm OTKPbLUIK
rpaHuubl. NosBunack BO3MOXKHOCTb
CpaBHMBaTb M CONOCTaBNATb
COBGCTBEHHYIO HALIMOHANbHYIO KYNbTypy
C MHOroo6pa3sHbIiM NPosiBIEeHNEM
JAPYrMx 3THOCOB W HApPO4OB B €AMHOM
KOHTEKCTE MeX/ayHapoaHOro cooblecTaa.
MCKyCcCTBO, KaK 13blK MEXayHapOaHOro
06LLEHNA U YHMBEPCallbHOE CPeacTBO
CaMOMOCTUKEHNS NPUXOANUT HA NOMOLLb
B NOMbITKax onpenefieHns CO6CTBEHHOIO
HaLMOHaNbHOro caMoco3HaHus. Bonpocol
caMouaeHTUdUKaLMK onpeaennam
OCHOBHOW KPYI Xy[0XECTBEHHbIX
NMOUCKOB XYAOXHWUKOB COBPEMEHHOIO
NCKyccTBa. TpeneTHOe OTHOLWEHKE K
COXPaHeHUIo HaLuMoHalbHOW TpaauLnm
0603Ha4YMN0 OAHY U3 KNTOYEBLIX TEHAEH LUK
COBPEMEHHOI0 UCKYCCTBA, B YaCTHOCTH,
Ka3axCTaHCKOW XXMBOMUCKU — oBpalleHmne K
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NUCTOPU3MY, YEPES OCMbICIEHME NMPOLWWSIOTO,
npexge Bcero 4epes mmdosormiyeckoe
MupoollylieHne. B coBpeMeHHOM
CUTyaumun HabnogaeTca npouecc
«OXMBaAHWUS MPOLLIOTo» - «apXau3auns»,
BO MHOIOM onpeaenvBlUnin cneundury
XYy4OXecTBEHHOM cuTyauunmn KasaxcrtaHa u
LleHTpanbHOM A3KMK.

KazaxctaH no ceoemy
reonosIMTUYECKOMY NONOKEHUIO
pacnosfioXKeH Ha nepecevyeHnun EBponbl 1
A3uun. EBpasuniickas uMBuan3aumsa Bceraa
fiBNs1a CO60M He CTONbKO pe3ynbTaTt
NpoTMBOMNOCTaBNeHUS KynbTyp 3anaja v
BocToKa, CKONbKO pe3ynbTaTt Ux CUHTEe3a.
JaHHbln daKT BNoaHe 3aKOHOMEPHO
onpeaensieT uaetlo eBpasnMncTBa Kak
KJIIOYEBYIO TEHAEHLMIO PErMoHaibHOro
UcKyccTBa. [1pn co3gaHnun cBOmX
NpoOrpaMMHbIX MPOU3BEOEHUM XYNOKHUKM
TArOTEOT K GUI0COGHCKOM MHTEPMNPETALUH
coumManbHOM NpobremMaTnKku yepes
OCMbIC/TIEHWE B3aUMOBJ/IUSHUS apXauKu
W coBpeMeHHocTH, BocToKka 1 3anaja,
HapoAHOM TpaanLmMn U ypbaHUCTUYECKOM
KYNbTypbl.

Yke B KOoHue 1980-x rogos
Ka3axCTaHCKOe UCKYCCTBO 6bl/10
HaMO/HEHO TArOTEHMEM K rno6anbHOMY
3KCMNEPUMEHTY, NPOSBUBLLEMYCH B
MHTEepece K pasnnyHblM «<M3Mam»,
noHa4vany peikuM U HecMesbIM, 3aTeM
pa3Ho06pa3HbIM M MOBCEMECTHbLIM. ITH
XY[OXKECTBEHHbIE MECTHbIE UHHOBAaL MK,
BO3HMKaBLWKWe Ha TeppuTopum KasaxctaHa
B NepBble rofbl HE3aBUCUMOCTH,
onupanncb Ha pasnnyHble UCTOPUYECKNE
W KYJIbTYPHbIE UCTOYHUKU. XYNOKHUKK
BCE Yallle CTaji1 UCnob30BaTb
CUMBOJIUKY APEBHUX LIUBUIN3ALINK U
NepBOO6bLITHLIX KYNbTYpP, anieropuyeCcKuin u
CUMBOJIMYECKUI A3bIKM pa3HOO6pa3HbIX
XYOOXECTBEHHbIX CUCTEM, TBOPS
CO6CTBEHHYIO MUDOIOTHI0, HEPA3PLIBHO
CBSI3aHHYIO C JINYHBIMU NepexnBaHnIMU

Central Asian Journal of Art Studies N1 2019



aBTopa. Havancs MHTeHCMBHbIN NOUCK
CTUJINCTUK, CO3BYYHbIX MUPOBOW CUTyaLINH,
Nnpu KOTOPOM He yTpaymMBanacb CBA3b

C HaLlMOHa/IbHOM Xy[10XKECTBEHHOM
KynbTypoun. B TBOpYeCTBE MHOIMX aBTOPOB
BOMJIOLL@ETCH CTOJIb aKTyallbHbIX NS

3TOro BPEMEHW Ananor Tpaguumm u
coBpeMeHHocTU. OBpalllasichk K apxauke,
XYAOKHUKK BUOSAT B HEW 6/1aroaaTHbIN
MCTOYHMK 0COObIX «TPaHCcAuTepaLunn»

ANs co34aHns HOBbIX CMbIcoB. OAHK
aBTOpPbI BbIparxkatloT 3TO Yepes MaTepuarbl
n GopMmy, Apyrue Ucrnonb3yoT CEMaHTUKY
neTpornudoB u ApeBHUX MUDOB, TPETbU

— 9/IeMEeHTbI ApeBHMX puTyanos. K

YUCY HOBbIX CTUIEBbIX 06Pa30BaHui B
Ka3aXxCTaHCKOM MCKYCCTBe 3Toro nepuoga
MOXHO OTHECTU «3HAKOBYIO» }UBOMUCH

(A. CblgblXxaHOB), «TPaHCaBaHrapAHbIn
lwamaHu3m» (rpynna «Kbl3bla TpakTop»)

W MHOIMe apyrue XyaoXecTBEeHHbIe
dopmaLmn, KoTopble CTanu perMoHanbHbIM
nposiBfIeHWEM 3amnaHoro nocrtaBaHrapaa,
ajanTMpPOBaHHOIoO K MECTHOM cpefe.
lMocTeneHHbIN OTKa3 OT peasIMCTUHECKUX

N GUrypaTMBHbIX YCTAHOBOK B NONb3Y
3KCNepuMeHTanbHbIX aBaHrapaHbIX Gopm,
KOTOpble JaBHO CylLecTBOBaNN B 3anagHowm
TpaguumK, a CTosb LWIMPOKO U BCEOXBATHO B
Ka3axCTaHCKOWM Xy[10XKEeCTBEHHOM NPaKTUKe
NpUMEHSUCb BNepBble. HoBble BEAHUS
NPosIBASSIUCL KaK Ha popMasibHOM ypoBHE
(4epes gpyroe OTHOLLEHUE K }UBOMUCHOMY
NPOCTPaHCTBY — 3KCNEPUMEHThI C
LBeTOMN1aCTU4ECKNUM NOCTPOEHUEM
KapTWHbI, UICNOJ/Ib30BaHWE Pa3HO0bpPas3HbIX
HeXy4OXeCTBEeHHbIX MaTepu1asnos,

OTKa3 OT GUrypaTMBHOCTH); TaK U Ha
cofiepaTtenbHOM — Urpa co CMbIC/IOM,
3pUTENIbCKUM CO3HAHMEM U BOCMPUATHEM,
nonbiTKa BbIXoJa 3a npeaesnbl BUANMOK
peanbHOCTH.

AuncKyccuna
[pyroi ocoO6EHHOCTLIO Ka3axCTaHCKOro

UcKyccTBa XXI BeKa aBnaeTcs
aKTMBHOE OCBOEHME U UCMONb30BaHKe
XYAOXHMKaMW HOBbIX TEXHOMOMMI, B
CBfI3M ¢ YeM B KazaxcTaHe CTaHOBUTCH
Bce 60nee BOCTPEOOBAHHbLIM U
HabupaeT 060pPOThbl CKYCCTBO Meana 1
BMaeoapTa. [JoCTyNnHOCTb BUAEOKaAMeEpPbI
N HE06X0ANMMOCTb GUKCaLIMMN «KUBOTO»
WCKycCcTBa NepdopmMaHcoB U aKkLMK
CTann OCHOBHbIMU NPUYMHAMKU
BO3HWKHOBEHWS BUaeoapTa B JaHHOM
pervoHe. «Bugeoapt B KasaxctaHe
BO3HMWK €CTECTBEHHbIM NMYTEM BMECTE

C nosiBNeHneM o6LeaoCTyNMHON
BUAEOTEXHUKM. ...A NOSBNEHUE
BO3MOMXHOCTEN KOMMbIOTEPHOIO
BMeLlaTeNbCTBa B BUAEOU306paKeHne
pacLInpPUN0 rpaHnLLbl TEXHUYECKHMX U
XYAOXECTBEHHbIX BO3MOXHOCTEN HOBOIO
BMa n306pas3nTenbHOro UCKyccTBar [1, c.
37].

Cpeau cTpaH UeHTpanbHon A3nu
nMeHHo KasaxcTaH ctan nepBom
NacTOYKOM B NpoLecce BOSHUKHOBEHNS
W pacrnpocTpaHeHns 3TOro C0XHOrro
BMAa UCKyccTBa. Bo BTopon nonoBuHe
1990-x rogoB 3aeCb CHOPMUPOBANMUCH
no6yauTenbHble NPUYNHbBI AN 3apPOXAEHUS
W pa3BUTUS BuaeoapTa, KOTopble,
BMpoOYEM, ABNSIOTCSH M 06LLEMUPOBbLIMU
TEHAEHLMNAMM.

HeyanBuTeNbHO, YTO TEXHUYECKMKE
Meaua NpuBEKaoT UHTEPEC U
BHMMaHWE COBPEMEHHbIX YHaCTHUKOB
apT-npouecca. lNpexae Bcero, BUAeo
KaK MCKYCCTBO YHMBEpPCasbHOE,
CUHTETUYECKOE, OKa3biBa€ET Hanbonee
NnosIHoe BO3eNCTBUE Ha 3pUTENS,

TaK KaK obpallaeTcs K ABMKYLWEMYCS
NM3006paXKEHUIO B 3BYKOBOM
COMPOBOM/AEHWUN, YEM U NMPUBIIEKAET
XYAOXHMKOB. Cneayowmm BarxKHbIM
acneKToM sIB/eTCs COBEpLIEHCTBOBAHNE
W I0CTYMHOCTb HOBbIX TEXHOMOMMW,

YTO CTUMYNIMPYET HOBOE MOKONEHME
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XYAOXHWUKOB aKTMBHO OCBamMBaThb
37O nose aesTenbHOCTU. U, HaKoHel,
BO3MOHOCTb NPOSIBUTb CBOK TBOPYECKYIO
WHAUBWOYaNbHOCTb, CO34aBas 0cobyto
MOZENb peanbHOCTU NO Ty CTOPOHY 3KpaHa,
Bce 60/blle NPUBEKAET BHUMAHKE
MOJ1I0[bIX aBTOPOB.

MNosiBneHue Bce 60/blIEro
KONM4yecTBa NOK/IIOHHMKOB 1 aBTOPOB
BUeoapTa NOBAEKIO 3a CO60K U
Ka4yeCTBEHHbIE N3BMEHEHMUS, U MOCTENEHHO
cnoco6¢TBOBano GopMMPOBaHUID
cneunduruyecknx ocobeHHoOCTEN,
XapaKTepHbIX UMeHHO ansa CpegHen A3uu.
Mpexae Bcero, NOCTOSHHO BO3pacTaloLwunm
HeaoCTaToK MHPOpMaLIMK, NOTPEBHOCTL B
€€ noJly4eHnn n obmMeHe BNFETCHA OAHON
N3 OCHOBHbIX NOBYAUTENbHbBIX MPUYKH ANS
pacnpocTpaHeHus 34ecb BUaeoapTa, Kak
13blKa YHUBEpPCaNbHOIrO B3aNMOENCTBUS
Ha TepPPUTOPMKN UCKYCCTBA. Bceobulas
rno6annsauma HanpasBaseT COBPEMEHHbIN
XY[AOXKECTBEHHbIN NPOLECC HA BHEAPEHNE
rno6anbHOro CO3HaHMA B pasfinyHble
JIOKalNbHbIE KYNbTYPHbIE CUTYaALMN, — U
3TO TaK¥e NOCNYKUN0 NPUYNHON And
BXXMBNEHWUS BUAEOAPTa B MECTHYIO
cpeny. He octanucb 6€3 BHUMaHUS
XYAOXHUKOB M HOBbIE, HE XapaKTEPHbIE
NS AaHHOMO PErMoHa, XyAOXeCTBEHHbIE
cpeacTBa BbIpa3uTeNbHOCTH, KOTOPbIE
npeaocTaBnsgeT BUAeoncKyccTBo. Kpome
BCEro, MHTEerpaumsa UCKyccTBa a3naTCKux
CTpaH B 06LLEMUPOBON Xy1OKECTBEHHbIN
npoLiecc NpoaMKToBana Heo6XxoAnMMOCTb
NCKaTb aNbTEPHATUBHbIA BapuaHT
npv TPAHCMOPTUPOBKE FPOMO3AKMX
MHCTaNNALUMM 1 06bEKTOB ANS y4acTms
B MEXAyHapOoaHbIX NMPOEKTax, — 34€Cb
Ha NOMOLLb XYAOXHWUKY BHOBb MPUXOANT
BW€0. Bbixo COBPEMEHHOIO UCKYCCTBA
KasaxctaHa Ha MexayHapoaHbl YPOBEHb
CTan ocyWwecTBAATbCA 6Gnarogaps HOBbIM
TEXHONOIMSAM: Ka3axCTaHCKME XyAOKHWUKN
Y4acCTBYIOT B 3apyOEKHbIX BbICTAaBKax B

76

OCHOBHOM 4epe3 Meaua- U BUAEONPOEKThI.

Yyactue perMoHanbHbIX Xy10XKHUKOB B
OveHHane MMpoBOro MaclTaba aBAseTCS
He TOJIbKO NoKa3aTteneM NPecTUKHOCTH
M BbICOKOM OLIEHKU JOCTUXKEHWNI
COBpPEMEHHbIX KyNbTYPHbIX NPOL,EeccoB,
npoucxoasuwmx s LleHTpanbHon A3uu;
3Ta CUTyaLms NOATBEPKAAET TaKKe,
YTO «3aKpblTasi» U <HEM3BECTHas» paHee
TEPPUTOPUS NOCTENEHHO CTAHOBUTCS
YacTblo MHTEPHALMOHANbHOIO
MeWHCTpUMa. BaxKHenWwmm cobbITUEM
cTano, — BMepBble B UCTOPUM CTPaH
LleHTpanbHOM A3UK, — OTKPbITUE
HauuoHanbHOro naBuaboHa Ha 51
BenevumaHcKkon 6ueHHane 2005 roaa,
rae 6bi10 NpeAcTaB/ieHO COBPEMEHHOE
aKTyanbHoe UCKyccTBO KasaxcTaHa,
Kbiprei3ctaHa n Y36ekuctaHa. Kypatop
naBuiboHa LeHTpanbHOW A31K, U3BECTHbIN
POCCUMCKMIN apT-KPUTUK BUKTOp MU3unaHo:
«BrnepBsble npeacrasnas B BeHeuun aToT
pernoHanbHblh KOHTEKCT, UMEET CMbICI
NPeabsBUTb €0 Kak AnaneKTn4ecKyto
COBOKYMHOCTb Pa3HbIX Xy4OXHUKOB,
pa3sHblX MOKOJIEHUI, pa3HbIX 3THOCOB,
pa3HbIX KyNbTYPHbIX LLEHTPOB, Pa3HbIX
CTpaH, HakoHel [2, c. 7]. CyBepeHuTeT
MOJIOAbIX FOCyAapcTB NOB/EK 3a COO0M
3Ha4yuUTENbHbIE UBMEHEHUS B COLMaIbHOM,
3KOHOMWYECKOM, NOSIUTUYECKOM,
KY/IbTYPHOM MPOCTPaHCTBE. 3TOT BaHblM
NPOLLECC OCMbICIMBAETCS XyAOKHUKaMU
W NpeacTaeT B BUE COBOKYMHOCTH
MaTepuanM3oBaHHOro MHANBUAYAIbHOIO
W KOJIJIEKTUBHOIO OMNbITa MNOCTCOBETCKOM
U3HU. CTpeMneHne Hantn OTBEThI
Ha BOMPOChI, 3a0CTPUTb BHUMAHUE Ha
npo6nemax 04HOro YenoBeKa 1 BCero
obllecTBa — TEHAEHLNM COBPEMEHHOIO
ncKycctBa LUeHTpansHon A3uu,
NpoAnKTOBaBLIME BbI6GOP Ha3BaHMs
3KCMNO3ULNK — AKTyaNbHbIN apXMB.

lNMoMCK NOEHTUYHOCTM MAET NapansiesibHo
NMOWCKY HOBbIX XyAOXECTBEHHbIX GOPM
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(MHCTannaumu, nepdopmaHchl U BUAEO).
Mpouncxoaut anennauus K HaumoHanbHo-
3THUYECKMM apxeTunam — CTenu,
KOYEBHMUYECTBY, LLaMaHU3MY (13bl4YECKOMY
KamnaHu1Io), *)KepTBOMPUHOLLIEHMIO

U T. 4. HaunoHanbHbIM MU HOBOW
NOSIMTUYECKOM BNACTK U peaibHOCTb
BbIXXMBaHUS; YyHUBEpPCcannsaumsa v
rno6anusaums, NpMBHECEHHas B MECTHbIN
KOHTEKCT — acneKTbl permoHanbHom
AENCTBUTENBHOCTHN, OCMbIC/ISIEMbIE B
TBOPYECTBE KaXKaoro npeacraBieHHoro
aBTopa Yepe3 COOCTBEHHbIN,
WHAMBUAYaNbHbIA, HENOBTOPUMbIN
XYOOXECTBEHHbIN A3blK.

«Y UCKyccTBa BbIBLUMX COBETCKUX
pecnyb/MK, KaK HYU CTPaHHO, eCcTb
npenmyLecTso nepea Eeponon. B
3TUX CTPaHax COBPEMEHHbIN XYAOKHUK
BOBJIEYEH B GYPHYIO 0OLECTBEHHO-
NOSIMTUYECKYIO M3Hb, U OHa coobLLaeT
€ro paboTe aMOLMOHaNbHOE HaNpsKeHKe.
B cTpaHax c IerMTUMHOM M1 YCTOSIBLLENCSA
00OLWECTBEHHO-MONUTUYECKON CUCTEMOM
apT-coobLWECTBO HE BUANUT B HEN
[OCTaTO4YHO SAPKMUX U MMBOTPENELLYLMX
ctoxeToB» [3, 74 c.]. B aTOM cMbicne
COBpeMeHHoe UCKYycCTBO KasaxcTaHa
OKa3blBaeTcs B pycne nocnegHux
TEHAEHLUMN, TaK KaK OHO HMKOrda He
OblNO U30NMPOBAHO OT COLMANbHbIX
npo6nem. B coBpeMeHHOM aKTya/lbHOM
UCKYyCCTBE HabnogaeTcs OTCTynneHne
OT MOCTMOAEPHUCTCKOM YCTAHOBKM
«MCKYCCTBO 06 UCKYCCTBE» U BO3POXKAaeTcs
apxaunyeckasi MoJenb «<MCKYyCCTBO NPO
U3Hb».

OcTpble coumanbHble BOMPOCHI
NOAHUMAIOT B CBOUX NMPOU3BEAEHUSX YIKE
n3BecTHble EneHa 1 Buktop Bopo6beBbl.
UX npoeKT «[onyéon nepuoa, uu
TpaHchopMaLma ronyboro» uccneayet
npoLecchl NOCTENEHHOMO BbITECHEHMUS
«KpacCHOM» COBETCKOM CUMBOJIUKU U
3aMeHbl ee HOBOM «roJly6on» — LBeT pnara

cyBepeHHoro KasaxcrtaHa. NosiBneHne
HOBOIO KO/IOPUCTUYECKOro CTepeoTnna
NPUBOAUT K OFPOMHON NONYNISAPHOCTH
rony6oro LBeTa, KOTOPbIM KpacaT BCe:
3a60pbl, CKAMEWKH, CTEHbI, MOTUJIbHbIE
KPEecCTbl, TO3YHIU, KPbILIW U T.A.

Ep6ocbiH Menbanbexkos
co3faeT B CBOMUX nepdopmaHcax
aBTo6MOrpadunyeckmin obpas a3uara-
BapBapa, No3MLMOHUPYIOLLEro cebd KaK
COBPEMEHHOIO KOYEBHMKA. XyOKHUK
nponaraHaMpyeT UCKYCCTBO NPAMOro
IENCTBUS, KOTOPOE UCKoYaeT ntoboBaHme
W 3CTETUKY, O6paLlaeTcs K asnaTtcKomy
KOJINEKTUBHOMY 6E€CCO3HAaTE/IbHOMY,
B KOTOPOM CMeELIMBaETCH arpeccus n
NOKOPHOCTb. ABTOP Ha3bIBaET cebs
«XY[OXECTBEHHbIM TEPPOPUCTOM», OIS
Hero «Hacune Kak ¢popma nepBob6bITHOM
BNacTu cBA3aHa C MUHCTUHKTaMMU, C
BOCTOYHbIM TUIOM CaMO4yBCTBMUS.
lNoaTomMy OH npeBpalllaeT Hacunme
B MCKycCTBO». Ero o6pasbl: itoaum,
3aKonaHHbIE Mo Weto B 3eMI110, AiBa 6paTa,
HanpaBngoLWwmMe apyr Ha apyra ayna
nucToneToB («bpaT Mon — Bpar Mown»),
MYCYbMaHWH, METOANYHO M36MBaIOLLNI
W ockoponsatowmmn apyroro («factaH»), —
cTann aMO6/1eEMOK LieHTpalbHOa3MaTCKoro
naBuNboOHa Ha 6ueHHane B BeHeuuu.
doT1o MenbanbekoBa «bpat Mo
— Bpar Mon» nornasna Ha 0B6NOMKKY
rmga-Kkatanora 51-i BeHeLWMaHCKOM
OueHHane, cTaB rMaBHbIM UMUIXKEM 3TOMO
Xy[OXKeCcTBEHHOro ¢pectmpand. HazsaHue
BuaeonpoekKTa «[lactaH» — 3To Ha3BaHWe
BbIMbILL/IEHHON CTPaHbl, KOTOPOE OTCbIIaeT
K GPOHETUYECKMM CO3BYYMUSAM Ha3BaHWN
CTpaH BocCTOKa, TaKuX KaK, Y36eKnUCTaH,
TypKMeHucTaH, AbraHnctaH, lNaxkucTan,
ABNAIOWMXCA B CO3HAaHMM €BponenLeB
BOM/OLLIEHNEM a3MaTCKON TUPaHUH,
HEU3MEHHO HecyLlen NoTEHLMalbHY0
0OMacHoCTb.

Cpeav aBTOpPOB, 06/1aAa0LWMX
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COBGCTBEHHbIM Y3HABaAEMbIM CTUJIEM,
TOHKOW UHTYULIMEN U MPUPOAHON
N1acTUYHOCTbIO, MO3BONSIOLLEN
obpallaTbCs K pa3Hoo6pa3HbiM
XY[AOKECTBEHHbLIM POpPMaM: OT 06 BHLEKTOB
N KoNTaxKen 40 BbICOKO XY[IOKECTBEHHOIO
BUAeoapTa, — Bblaenaetca Abuncaung
ATabeKoB. XyAOKHUK UHCTUHKTUBHO
ob6pallaeTcs K BarKHENLIUM
obleYyenoBevYecKMM TeMaM: OIMHOYECTBO,
CMEepPTb, XMU3Hb, BOMHA, BEYHOCTb; B CBOUX
nepdopmMaHcax U BUAEO OH pa3MblngeT
O NPUpPoLe KOHGNUKTHBLIX OTHOLLIEHWI
yesloBEKa C NpPMpPoaon, BNacTblo, CEMbEN,
umBMnM3aumen, penurnen. Cam aBtop
ABJIETCS IMaBHbIM repoOeM CBOUX
Npon3BeaEeHNIN, B KOTOPbIX NpeacTaeT
B 06/1M4MK AepBULLa, BOMNIoLWatoWwero
LIaMaHU3M B KOHTEKCTE COBPEMEHHOIO
MupoBocnpuaTus, — «CoH YuHrusxaHa»
(1998), «OCTOPOKHO, MPOTUBOMNEXOTHbIE
MUHbI» (2000), «HoeB koB4yer» (2004) u ap.
Apxaunyeckoe MMpOOLLYLLEHHKE,
obpalleHne K ApeBHUM OyXOBHbIM
npakTMKam npucylie n Anmarynb
MeHnnbaeBon, — U3BECTHOM
Ka3axCTaHCKOM Xy[OXKHULEe —
OCHOBaTe/IbHULLE «MaHK-llamMaHu3mMan.
B cBOoeM TBOpYECTBE OHA FAPMOHUYHO
coyeTaeT dGnnocoduio U CUMBONUKY
cydun3ma, opHaMeHTasbHYIO
[IeKOpaTUBHOCTb UCKyccTBa BocToka
(xapaKTepHYo KaK ee X1BOoMnucu
1 BOWJIOKaM, TaK ¥ IMHAMUYHOMY
NPOCTPaHCTBY BMAEO), MPUPOAHOE €CTECTBO
N YHUKaNbHOCTb BOCTOYHOM XEHLWMUHbI
(«BeyHasi HeBecTa», «<Ana», «CTenHoe
6apoKKo»). Co3gaBas 3aBopaxumBatolee
[encTBue, accouumnpytolieecs ¢
LLIaMaHCKUMW pUTyanamMu, Xy0OXKHULA
OoTOGparKaeT B CBOMX NEepPCOHamax
nepBoObLITHbIE NOBaAKK, BblITaCKMBas
Ha NOBEPXHOCTb MHCTUHKTUBHOE
Hayano, XMBYyLLEE U B COBPEMEHHOM
4yenoBEKe, HO HeEPEeaKOo NoAaBASIEMOE NN
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CKpblBaemMoe UM. Animarysnb BbICTyNaeT Kak
ncuxosnor, CTPeMsCb YBUAETb M NO3HaTb
NPMPOAHOE Havano B YeNoBEKe, KOTopoe
NposiBNSETCH B HEM U B COBPEMEHHOM
rno6annu3npoBaHHOM MUpE.

B akcnosunuuio «<AKTyanbHoro Apxmsa»
BOLUM NPOU3BELEHNS NEPBOro TEOPETUKA
U NpaKTUKa COBPEMEHHOIO UCKYCCTBa
Hawero pervoHa — Pyctama XanbduHa,
cnoco6CcTBOBaBLIEro MNosiBNEHUIO
KOHTemMnopapu apT B Ka3axctaHe. B
CBOEM TBOPYECTBE OH NocfiefoBaTte/lbHO
npoLen oT XMBOMUCK A0 BUAeoapTa,
cosfaBas napannenibHO UHCTaNNALUNK,
nepdopmMaHcChl, 3HBAaNMPOHMEHTLI.
«MHoOruve ero npoeKTbl anefnmpyioT K
KynbType HoOMaaoB, uctopum KasaxcrtaHa.
OH HacToM4YMBO NblTaeTCcd COeANHUTb
HOBbl€ TEXHONOMMN C OCOBEHHOCTSMM
BocTtoKa. Ero meTtoa HOCUT ABHbIN
WHTENNEKTYyaNnbHO-UCCNeaoBaTeIbCKUM
xapakrtep» [4, ¢.76]. OH 0AuH N3 NepPBbIX B
KaszaxcTtaHe maTepranmayeT B }XUBOMUCH
npeacraBfeHne O «TaKTUIbHOCTU»,
uccneayer «MorpaHUYHOCTb NPOCTPAHCTBY.
Mmo6anbHbIM NpoeKToM 90-X rooB
aBageTca ero «INMUHAHbIN NPOEKT»,

B NnpoLecce KOToporo 6b11 co3aaH
06BbEKT «nynoTar (MUHAHbIW CNENOK
BHYTPEHHEro NPOCTPaHCTBA KUCTU PYKM,
camMo €NoBO 06pa3oBaHO OT COEAUHEHUS
CloB «MyCTOTa» U «nosnHoTar). Co3naBas
06BbEKThI U3 «MEPBUYHON MaTEPUUN» —
rMWHbI — @aBTOpP CO3JaeT NPOCTPaHCTBO
«CKOpee TaKTU/IbHOE, YEM BU3yalibHOE»,
3TOT Xe NPUHLINMN UCNONb3YETCH UM

n B BuaeopaboTax, rae 06bexktus
BUEOKaMepbl GUKCUPYET U uccneayet
NOBEPXHOCTH NpeamMeToB 1 06pa3o0B,
OCTaBNAS OWYLLEHNE «TaKTUbHOCTW»
[ake yepes BM3yasbHOe BocnpusaTue. Ha
6ueHHane 6b110 NokaszaHo 600 pUCYHKOB U
2 dpunbma Pyctama XanoduHa.

[MponsBeaeHnsIM Ka3axCTaHCKKX
XYOOXHMKOB MpucyLla counanbHo-
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NoSIMTUYECKAsn OKpacKa U cepbe3Hoe
OTHOLIEHME K COAEPKaHMIO N BOMNOLWEHUIO.
Bce npoeKTbl XyA0XKHWKOB, COCTaBUBLINE
3KCMNO3ULUIO NaBUboHa LieHTpanbHON
A3uu, 6binn NPU3BaAHbI MAKCUManbHO
NosHO OTO6Pa3uUTb COCTOSIHME
pernoHanbHOro akTyajlbHOro UCKyCcCTBa,
KOTOpOe OTpaxaeT couunasbHble,
3KOHOMWYECKMNE U MONUTUYECKNE
npouecchl, Nponcxoaslinue B COBPEMEHHOM
oblecTse.

Takum 06pa3om, OCHOBOW
penpeseHTauumn B 3KCNO3nNL MK
HauuoHanbHoro NaBunboHa ctanu
XapaKTepHble 0COB6EHHOCTU COBPEMEHHOMO
LLeHTpaibHOa3MaTCKOro UCKyccTBa —
KYNbTYPHOE 1 UCTOPUYECKOE CBOEObpasme,
3THUYEeCKas U XyooXKeCcTBeHHas
CaMOOGbITHOCTb 3TUX CTPaH, a TaKxe
TAra K 9KCNepuUMeHTY U BbipaboTKa
COBCTBEHHOM NEPCNEKTUBLI OTOBParKEHNS
COBPEMEHHOIO XY/10XKECTBEHHOIO
ONCKypca. BaXKHO OTMEeTUTb, 4TO [1aBUNbOH
LleHTpanbHOM A3MM HOMUHUPOBANCH Ha
51 BeHeuLHnaHCKOM BUEHHane Ha 3BaHune
nydquwero MaBunboHa, Hapsay ¢ KOXKHo-
Kopelnckum n B utore nob6eanBsLumm
®paHuUy3CKNM. 3TOT paKT CBUAETENLCTBYET
O BbICOKOW OLIEHKE COBPEMEHHOIO
ncKycctBa LleHTpanbHon A3uun Ha
MeXyHapOLHOM Xy4OXECTBEHHON apeHe.

Opyrum npumepom opuruHaabHoro
MEeXAYHapOo4HOro BbICTaBOYHOIO
NpPOEKTa, CTaBLWEro MecToM akTUBHOIo
B3auMOOENCTBUSA XYAOKHMKOB, CTana
BblCTaBKa «[paHuLLa», KOTOPYIO MOXHO
paccMmaTpuBaTb Kak HOBYIO dopmy
KOMMYHWKaLUWK, 06 beMHSAIOLLIEN 3pUTENEN,
XYAOXHUKOB, apT-KPUTUKOB B €AMHOM
apT-npocTpaHcTBe. KypaTOpPCKUN NPOEKT
«[paHnuar» coctoanca oceHbto 2018 roga
B [ocygapcTBeHHOM My3ee nckyccts PK
uMm. A. KacteeBa u 6bii1 opraHM3oBaH
Nno MHULMATUBE NOCTOSAHHOIO NapTHepa
My3esl — [eTe-uHCTUTYTa. [1poeKT cTan

pe3ynbTatoM COBMECTHOW AIUTENbHON
MaclwTabHoM paboThl ABYX KypaTopoB
n3 fepmaHuun — MHKe ApHc 1 Tnbo e
PonTepa, nepea KOTopbiMK CcTOSINA
HenpocTas 3agadva. OHM 06beaUHUAN
oblen nageen 29 xyaOKHUKOB N3
AsepbangKaHa, ApmeHuun, fepmanumm,
lpy3unun, KasaxcTtaHa, Kbiprbl3cTaHa,
Poccuu, TagMKkMcTaHa, Y36eKkuctaHa,
YKpauHbl. LLinpoTta reorpaduryeckoro
oxBaTa y4aCTHMKOB NpPOeKTa cama no
cebe HaBOAMUT Ha MbIC/Tb O MHOXECTBE
pa3nensitiomx UX rpaHnL, Kak BHYTPEHHMUX,
TaK U BHELWLHWX: reorpapuryecKux,
KYNbTYPHbIX, PETMTMO3HbIX, MEHTAsbHbIX,
3THMYeCKnXx. OQHOBPEMEHHO — LIeIbHOCTb
BbICTABKM, €€ CTUIMCTUYECKOE EANHCTBO,
NPUBEPKEHHOCTb XYAOXHUKOB K
3CTETUKE U NPUEMAM aKTyallbHOro
WCKYCCTBa NoKas3asin YCNOBHOCTb BCEX
rpaHuL, U BO3MOXKHOCTM TBOPYECKOIO MX
NpeofosieHus.

CMMBOSIMYECKUM XKECTOM, OTChINAOWMM
K KOHLENLUMN BbICTaBKMH, CTan HEGObLLOWM
nepdopMaHc-3KCNPOMT, C KOTOPOro
Havancs Kpyrnbli cTon-obcyxaeHme
OTKpbIBLENCcS 20 CeHTABPS BbICTaBKM.
MogaepaTtop BMecCTe C XyAOXHUKaMun
IEMOHCTPATUBHO NOKMHYIN NPE3UANYM,
OTAENABLUMMA UX OT 3pPUTENIbHOIO 3ana, U
NePeMeCTUINCh K ayanTOPUK, TEM CaMbIM
paspyLnB MPUBbLIYHYIO FPaHULYY MeXKay
CNUKepamMu 1 yHacTHUKamMmn CoObITHUS.
JTOT XKecT HarnsagHo 0603HAYUI NAENHO-
cofepKaTe/ibHyt0 COCTaBNSAOLLYIO NPOEKTa.

MpenmMyLecTBo KONJTEKTUBHOM
BbICTABKW COCTOUT B aKTyanunsaumu
TBOPYECKOro Ananora. Kaxabii NpoeKT B
OTAENbHOCTU, U BCE OHU B COBOKYMHOCTH
pacKpbIBa/n CIOXHOCTb U MHOIOrPaHHOCTb
NOHATUSA rPaHUL,. XYAOKHUKK-
Y4aCTHUKM BbICTaBKU «[paHuLa» B apT-
BbICKa3bIBaHWUSAX OCMbIC/TMBaANM CBOE
NoHUMaHue 3Ton 6e3rpaHNU4YHOM BO BCEX
CMbICNax TEMBbI.
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3Ta TeMa BO3HMKNA He cny4yanHo,
OHa KacaeTcs, NpaKTUYeCKM BCeX CTpaH
W KaXkgoro xutens 3emnu. lNMoxHsatue
rpaHuLbl MPOHU3aHO XMBOTPENELLYLUMU
COBPEMEHHbLIMWU NpobBeMamu,
BbI3bIBaOLMMU NONUTUYECKHKE,
3KOHOMWYECKNE U TyMaHUTapHbIe
KaTaknnM3mbl. COBCEM HelaBHO Ha
HallMx rnasax o6beauHunack fepmaHus,
pacnanucb Yexocnosakunsa n CCCP. MHorune
13 Hac, poaMBLLMECS B COBETCKOM CTpaHe,
CTanu rpaxjaHaMmu HOBbIX MOCTCOBETCKMUX
rocyaapcts. AMepuKa, BenmkobputaHus,
EBpona ncnbiTbiBalOT MUIPaLMOHHbIN
Kpnanc. C HOBOW CUIOM BCTatOT BOMPOCHI O
Heo6Xx0AUMOCTH NapTHEPCTBa, Ananora u
fobpococeacTsa.

Haunbonee oCTpbIM IMCCOHAHCOM
Hallero BpemMeHu ctan TpyaHopa3peLwwnMbii
KOHDUKT MEXIY BCEOOLLMM U NNOKaNbHbIM.
Mmob6annsauus, oxaaTuBllas BECb
MWP, BXOAUT B NPOTUBOPEYME C IBHO
BO3pacTalowen TeHAEeHUMEN K NOUCKaM
HaLMOHaNbHOM MAEHTUYHOCTU. MHOrmMe
CTpaHbl N HApPOAbl NepexuBaloT nepuoa
aKTUBHOM 3allUUTbl CBOUX KOPEHHbIX
CBOWCTB — rocylapCTBEHHO-UCTOPUYECKOM,
3THUYECKOW U KySIbTYPHOM CaMOObITHOCTH.
M noKa HUKTO He 3HaEeT, rae rpaHb Mexay
3TUMM PaA3HO BEKTOPHbLIMU cunaMu. To
€CTb, COMMTacUMCsl, YTO KYpaTOpPCKUM
3aMblCeN BbICTaBKM OnocpeaoBaHHo
nornasn B HEKYIO «BONIEBYIO TOYKY» HaLlero
BpeMeHU. XyAOKHUKN NpUrnawiatoT Hac K
pa3MbILLNEHUIO HaZl ATUMU NpoBieMaMu.

BbicTtaBKa «[paHuua» n3HavyalbHO
3a/lyMblBaniacb KaK nepeasuxHas —

TO eCTb GU3NYECKHU NepeceKalolas
MHOXECTBO rocylapCTBEHHbIX rpaHuL,. OHa
3KCMNoHUpoBasaack B lepmaHuu, Mpysnu

n psige ropoaos Poccuun. Anmatsl cTtan
[EBSATOM TOYKOM B MapLLPYTE €€ ABUKEHMUS.

TakXe n3HavyanbHO 3ayMaHHOM
OPUTMHAaNbHOM KYPaTOpPCKOM UaEeen
Obl/10 YC/IOBUE XYOOXKHUKAM-y4aCTHUKaM
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BbICTABKW — CTPOro OrpaHuyunTb pasmep
CBOEro Npomn3BeaeHns npegenamu
Kopob6a 06bEMOM B OAUH KYGUYECKUN.
370, BO-NepBbIX, 6bl1 CBOETO poaa

OTCbIN1 K naeannucTM4ecKom KoHuenumm
M3Ha4ya/lbHOro BCEIEHCKOro paBeHCTBa
W cnpaBenInBocTu. Bo-BTopbIX, popmat
«O[MH BbICTaBOYHbIN NPOEKT — OAWH
Kyb6-TpaHchopmep», B UBBECTHOM Mepe
orpaHuynBas Xy4oXKHUKa, akTUBM3NpoBaI
€ro TBOpYeECKyto dpaHTasmio,
KOHLLeHTPMPOBaJI MbIC/Tb U MNO3BOJISN
BblGpaTb CBOM AKCTpaBaraHTHbIN CNOCO6
XY[IO}KECTBEHHOIO BbICKa3blBaHUs. U
B-TPETbMX, YAOOHbIN, KPENKO CAENaHHbIN
[epeBSHHbIN Ky6 B 3aKPbITOM BUAE CIYXUN
TPaHCNOPTHLIM KOHTEMHEPOM (UMEHHO
TaK KypaTopbl OCTPOYMHO COeIMHUIIN
TBOPYECKME U NPaKTUYECKNE 3a4aun).
CaM 061K 0aMHaKOBbIX YePHbIX Ky6oB
BbI3blBaJl accoLMaLMio C TPEXMEPHOM
Bepcuen «HepHoro KBagpata» Manesuya
— paavKanbHOro MmaHudecTta Ha4yana

XX BeKa, He NoTepsiBLIEro CBOEM
aKTyanbHOCTKU U CTO NIET CNYCTS.

Ha 60KOoBYIO CTOPOHY OAUHAKOBHLIX,
MWHUMANUCTUYHbIX, TYCTO-YEPHbIX Ky60B
TpadapeTom OblI HaHeceHbl Ldpbl
(nopagKoBble HOMepa) U HaanucK (MM
aBTopa unu rpynnel). 19 HAX CO3HaTENbHO
Obln BbIGpaH rpyboBaTbIn WPHUOT,
KOTOPbIM O6bIYHO MapKUPYIOT TOBapHble
BaroHbl (BHOBb HAMEK Ha ABUXeHue-
nepecevyeHne). Ho camoe rnaBHoe U
MHTEPECHOE OHU, KOHEYHO Xe, 3aKnnyaniu
BHYTPU, MO0 coliepaHne Kaxaoro kyba
W Bbipaano COGCTBEHHO aBTOPCKOE
BOCMPUATUE TEMBbI, CTAHOBMJIOCh HYacTblo
obuwen naeu BbicTaBkuU. HekoTopble
aBTOPbl HE MEHSATN U3HAYaNbHYIO
dopmy flMKa, pacnonaras 06bLEKT
BHYTPKU KyOGMYECKOIro NPOCTPaHCTBa,
[pyrue packpbiBanu, pacnnacrbiBanu
B ropM30HTa/ib 6GOKOBbIE CTEHKMU,
npespalas ero B nogobme packpbIToro
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LBETKA, Ha BHYTPEHHUX APKO-CUHUX
«enecTKax» KOTOPOro 1 pa3BopaymMBanochb
Xy4OXeCTBEHHOE NOBECTBOBAHME.

KTo-TO ucnonb3oBan Ky6 Kak Noguym-
NoJICTaBKY, KTO-TO NpeBpallan ero B 610po
C BbIABUMKHbLIMU SLLIUKaAMMW.

B Lenom npoeKTbl BU3yannsnposanu
TEMbI pa3nnMyHoro Macwrtaba U ypoBHS. B
OJIHUX CNy4yasix UCC/IEA0BAUCh COObITUS M3
JIMYHOM XKMU3HU — NNlacTUyecKas onepaums
WK POMaH B MMCbMax. B opyrnx — »mnsHb
ceMbu B popmaTte ceEMENHOro anbboma
U1 BbIT COBETCKOro YesloBEKa Yepes
npeameTbl nocyabl. MHoraa XyaoxHuUKa
BOJTHOBA/A UCTOPUS LLESTOIO NMOKONEHNS
— HEBOMJIOLLEHHaa MeYTa y36eKCKomn
KEHLINHbI O Kapbepe apTUCTKMU UK
NOBCEHEBHOCTb ractapbanTepos,
TbiCAYaMM MOKMHYBLLMX CBOW CEMbM B
NnoucKax 3apaboTKOB.

3ameyartenbHOM HaxoKOW KypaTopoB
CTano pa3meLlleHne paboT BbiCTAaBKN B
3anax My3ses. 3KCNO3ULMOHHbBIN MPUHLINN
«BTOPXEHUS» BDEMEHHOW BbICTABKU B
NPOCTPaHCTBO NOCTOSIHHOM 3KCMO3ULINK
TaKXXe HaBOAMWT Ha Pa3MblLL/IEHUS O
BO3Be[eHUU-NpeoaoneHnn rpaHml,. B
€[IMHOM XY[IO}ECTBEHHOM NONE BO3HUKANU
NepPeKINYKU-CINAHUA PasnnyHbIX
KY/IbTYPHbIX U UCTOPUYECKNX CNIOEB —
auanor KnaccukuM n aBaHrapaa, ApeBHOCTH
N COBPEMEHHOCTU, TPAAMULIMOHHbIX BUAOB
WCKYCCTBa M HOBbIX TEXHUYECKUX Meauna.
Mpu BbIGOPE PACNONOKEHUS TOMO UK
WMHOro apT-06beKTa, aBTOPbI BMUChIBAN
€ro B 06L1YI0 3KCMO3ULIMOHHYIO KaHBY,
CTPEMSICb HAWUTU TEMATUYECKOE €IMHCTBO U
CO3BYyuMeE.

B uenom, aHanns aKCno3uumnmn u Kaxaomn
oTaenbHOMW paboThl, cogepKaTenbHoe
HanosIHeHMe 1 popmMasnbHas nogayva
0603HaYMN1 P XapaKTePHbIX
TEHOEHLMIN, NPUCYLLUX COBPEMEHHOMY
UCKyccTBY. [pexae Bcero, 3To anpuopHoe
obpalleHue K A3bIKYy HOBbIX Meana —

OTO- M BUAEOo-apTy, CayHa-UHCTaNNAaLUUaMm,
aHUMMUPOBAHHbLIM 1 CBETOAMUOAHbIM
N3006parKeHUM.

3HauuTenbHas YacTb paboT BKIOYKUIA
3/IEMEHTbI UHTEPAKTUBHOCTU, aKTUBU3UPYS
3pUTENS U BOBMEKas €ro B TBOPYECKUN
npouecc. Xenawuwue Mornu cnetb noja
Kapaoke (P. Papsanues. Myram-Kkapaoke),
U3MEHUTb CBOM 06/IMK, NPUMEPUB N B3SIB
Ha NamMsaTb roJIOBHOW NAATOK C MPUHTOM
BblYYPHbIX MPUYECOK APKKX LiBETOB (B. 3.
BepT. Bce rpaHuubl BHYTpK Hac), no4mTaTb
rasety ans TpyaoBbix MUIrpaHToB (O.
HutnuHa. HacpeaanH B Poccun), B3ATb
dotorpaduio nam otkpbITKy (T. Maxadesa.
JeBATHaaUaTth B AeHb; A. Yran. Mbl 13
Texaca) n farke cobpatb KOHCTPYKTOP
U3 aepeBsiHHbIX KYy6uKoB (A. KapmaHoB.
OTBETCTBEHHbIN KOHCTPYKTOP).

Opyrast oco6eHHOCTb — ollyTUMas
HOCTa/IbI1s MO COBETCKOMY MPOLLOMY.
BK/loyeHMe B KaHBY NPOU3BEAEHNI
$pparMeHToB CTapbIX YePHO-6esbIX
GUNBbMOB; CNanOCKOMNOB — «raJeToBy,
NonynsipHbIX B COBETCKOM AETCTBE;
NUCNONb30BaHUE CTUTUCTUKN U 3CTETUKU
nnaxkaToB; BbI6op dopmaTta raseTsl
— HOCUTENS!, OTTECHEHHOIO CEroaHs
Ha nepudepunto MHGOPMaLMOHHOIO
nons. Petpo-atmocdepa HaCTON4YUBO
TpaHcnMpoBanach B psje pabor.

Henb3s He OTMETUTL 06LLYIO
OCTPOTY COLIMaIbHOM NPOBAEMATUKMY,
HEpPeKo € NONIMTUYECKUM OTTEHKOM,
NPUCYLLYIO MHOTMM NPOU3BEAEHUAM.

370 1 pa3MbllLUNEHKE O CTEMNEHU
€cB06O/bl IMYHOCTHK M O6LLECTBA B 3MOXY
ToTanutTapuamMa, u NoMCKKU cnocoboB
BbIXXMBaHWUSA B YCNOBUSAX CBOOBOAHOIO
PbIHKA, ¥ MPOSIBNEHNE HALIMOHAIbHOIO
CaMOCO3HaHWA B pasfIYyHbIX
06CcTOATENBCTBAX.

KasaxcTaHCKoe UCKYCCTBO 6blS10
npeacTaB/eHO YeTbiPbMS Y4aCTHUKaMU,
Ha NpoeKTax KOToPbIX XOTENOCH Obl
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OCTaHOBUTbLCS Noapo6Hee.

Hatanbsa o (Kaparanga) npeanoxuna
npoekKT «[1pollanTte, asnaTckune rnasal»,
KOTOPbIK NpeAcTaBASeT COO0M HE YTO MHOE
KaK JOKYMEHTabHYl0 BUAEODUKCaLMNIO
nnacTM4ecKom onepaLmm No KOppPeKLnn
asunaTcKoro Beka. Mogesnblo CNyXuT cama
XyooXHu1Ua. beaycnoBHO, MaHMNyNsALMK
C COOCTBEHHbIM TENIOM KaK My6ANYHbIN
XYOOXECTBEHHbIN XEeCT — ABNIeHUe AaneKko
He HOBOE B COBPEMEHHOM UCKYCCTBE.
HoBbiM siBISieTCs coaep:atenbHoe
Hano/IHEHME NPOEKTa — Yepe3 MOAHYIO
HbIHY€e NJ1acTUKy NPOBO3rNallaeTcs 0TKa3
OT CO6CTBEHHOM UAEHTUYHOCTU. HOBbIE
CTaHAapTbl KPacoTbl MPOANKTOBAaHbI
TAroTEHWEM K BceobLen eBponensaymm
KaK MMPOBOMY TpeHAay. pyrov acnekr —
n3BeYvHas MNOroHs XeHLWWH 3a KpacoTou
1 HaBsA3blBaeMbIMW 06LLLECTBOM
ctepeotnnamu. Onepaumsa ynogobnsercs
CUMBOIMHECKOMY 06paay MHULMALNMK,

Nno 3aBepLUEHNN KOTOPOro ryceHunua
npeBpaTUTCcs, HakoHel, B 6ab04KY,
rapaHTUpys CTO/b XKenaHHOEe INYHOoe
cyacTtbe. Kctatu, NpoeKT aBnsieTcs
JIOFMYECKUM NPOAOSIKEHUEM CO34aHHOIO
paHee BuaeoapTa «[yceHunua» 2008
roga, rae Hatawa [to, 6yayyu rnaBHbIM
nepcoHa)Xem BWe0-NoOBECTBOBaHMS,
npeacTaeT B HEO6bLIYHOM POJSIN-KOCTIOME,
nonagaeT B HeCTaHAaPTHbIE CUTYaLIMN,
OCMbICNMBas MPOUCXOASLINE B HU3HHU
yenoBeKka MeTaMop®dO3bl U NePEPOKAEHUS
(ryceHuue NpeacTouT nepepoaunTbes B
6ab04Ky).

TpyooemKum npoekT «Kazaxckue
3abaBHble Urpbl» NpeactaBuaa Cayne
[JioceHbuHa. XyqoxHuua, ¢ NPUCyLLIMMu
€M UPOHMEN N OCTPOYMUEM, COeanHUNa
Hanbosnee pacKpyYeHHble N UBBECTHbIE
06pa3sbl-NpUMeEThl, AKOObI Npe3eHTyLme
KaszaxctaH mupy. Llaxtepbl n 6epKyTyn,
6aTblpbl M 6apaHbK ronosbl, MyWKUH 1
KypmaHrasbl, BepelarmHCKUM OXOTHUK
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N «TOMNOBbIE» aPXUTEKTYPHbIE OOBLEKTHI
AcTaHbl — BCe 3TU NpUMeESibKaBlLnecs

B coBpemMeHHbIXx CMW, pekname n
COLManbHbIX CETAX N306paxKeHns aBTop
napajgoKcanbHO COeAMHAET B OPHAMEHTUKY
060eB. PannopTbl, 6ECKOHEYHO
NOBTOPSSICb U MHOXa KapTUHKK, CO34at0T
ouylieHue abeypaa. o cytu, nobon
lWTamMn 1 WabfioH, OTPbIBAACH OT XU3HMU,
06e3/1IM4YnBaloTCa U NpeBpaLlaoTcs B
duKumtio.

UHcTannauma Mnwm MagaHoBon
«[Tnuenos IV» ocHoBaHa Ha TIM4YHOM
onbITe XyooxHuubl. Bo Bpems noceuweHms
OJHOM U3 cTpaH LleHTpanbHoM A3umn
OHa yBuaena, Kak Ha NTUYbEM PblHKE
¥UBbIX MNTUL, MOMMaHHbIX B KA4ecTBe
TOBapa, NnoABeLwnBanun B NONOTHAHbIX
MeLloYKax. BugeonpoeKumna 3ato4HeEHHON
B TKAQHEBYIO «TIOPbMY» XEPTBbI Nepenaet
ee Tpeneulyluiee ABU¥KEHNE, TPEBOXKHbIN
ronoc-nnay. Tema HeCcBO6Ohl,
Bblpa)eHHas KaK B 6yKBanbHOM,
GU3NYECKOM OrpaHUYEHNN TMYHOCTH, TaK
N B MHOCKa3aTeNlbHOM — KaK Hanumuyme
13bIKOBOIO M MEHTaNbHOro 6apbepa npu
NOCELLLEHMM YYXKOM CTPaHbl — ABNSETCH
rmaBHOM Maeen 3TOro NPoeKTa.

M, HaKOHeLl, NpoeKT AneKkcaHapa Yras
«Mbl N3 Texaca» cTan BUAOM3MEHHOM
WHTepnpeTaunen paHHero 0 4AHOMMEHHOO
BMaeoapT-dunbma. AccoumaTtMBHbIN psa u
npoBefeHWe Napannenen Mexay WwraTom B
CLLA v torom KazaxctaHa, Nony4YMBLINM B
obunxoae o603HayeHue «Texac», noMoratoT
NPOBECTU MbIC/IEHHYIO FPaHMLLy U
NnonbITaTbCH BbISBUTb CXOACTBO M pasnmyme
MeXay HapoJamu, HacensawmMMn pasHble
KOHTUHEHThI. UrpoBas MHTEpaKTMBHas
WMHCTaNNAUUSA NobyKaaeT 3puTtens
npoaHaaM3npoBaTb CEPUID YEPHO-6ENbIX
doTorpadu 1 NoNbITaTbCs ONpPeaenuThb,
KaKne U3 HUX OblNK cAeNaHbl B PeanbHOM,
a Kakue B «MHUMOoM» Texace. [TpoeKT
O4YeHb TOYHO nonan B eAUHYI0 KOHLENUMIO

Central Asian Journal of Art Studies N1 2019



BbICTaBKM, OCMbICNMBatOLLEN BYKBaIbHOCTb
W YCNOBHOCTb rpaHu,.

[Mocne 3aBeplUeHNs BbICTaBKK B
[ocynapcTBEHHOM My3€€e UCKYCCTB UMEHU
A. KacteeBa, YepHble KyObl-KOHTENHEPDI
npoJosKat ceoe TpuyMmdasnbHoe
nytewecrtsue. NepeceKkas reorpadpmyeckme
rpaHuLbl, OHK BYaYyT 06XKMBaTLCSH B HOBOW
NIOKaLuK, COBEPLUEHHO NO-HOBOMY,
HENnoBTOPMMO BCTpanBaTbCs B pyroe
3KCNo3nLIMOHHOE nosie. Hen3MeHHoM
OCTaHeTCs NnLb naes 6e3rpaHUYHOCTH
TBOPYECTBA, B KOTOPOE KypaTopbl U
XYAOXKHUKK MO-NpexHemy 6yayT BOBNEKaTb
BCE HOBbIX M HOBbIX 3pUTENEN.

3axkmoueHue

MCKyCcCTBO, KaK A3blK MEXAyHapOAHOIo
06LLIEHMSA U YHMBEPCANbHOE CPEACTBO
CaMOMOCTUKEHUS MPUXOANT Ha MOMOLLb
B NMOMbITKax onpeaenenms cobCTBEHHOIO
HaLMOHaNbHOIrO CaMOCO3HaHMS.

[MoncK co6CTBEHHOM HaLMOHaIbHOM
WMOEHTUYHOCTU B rnobasbHOM,
CTPEMUTENBHO Pa3BMBalOLLEMCS MUPE
onpeaensiet cneynduKy COBPEMEHHOIO
WCKYCCTBa CTpaH LleHTpanbHoM A3nn u
KasaxcTtaHa.

AHann3 NpPoOEeKTOB COBPEMEHHOIO
NCKYCCTBa, CO3jaHHOro Ha NOCTCOBETCKOM
NPOCTPaHCTBE, NO3BONSAET BbIAENNTb
psia XxapaKTepHbIX, MPUCYLLUX eMY
ocobeHHocTen. [NpeobnagaHne HOBbIX
Meana Kak OCHOBHOIO TBOPYECKOro
WMHCTPYMeHTapusa — GoTo- 1 BUAEO-apTY,
CayHA-UHCTaNNAUMAM, aHUMUPOBAHHbBIM U
CBETOAMOAHbIM N300PaKEHUAM.

MHTEPaKTUBHOCTb KaK opraHM4yHas
COCTaBNAOWAA COBPEMEHHbIX
XY[OECTBEHHbIX MPOEKTOB. BoBneveHune
3pUTENEN B XXUBOM TBOPHECKMA NPOLLECC,
npurnalieHne BKIYMUTLCS B MPSIMOe
B3auMMOJENCTBUE C NPOM3BEAEHNEM
— XapaKTepHas YyepTa COBPEMEHHOIO
MCKycCTBa.

Bo MHOrnx nponssegeHusax
NPUCYTCTBYET aHanMTU4eCKas
COCTaB/IsOWasn K COBETCKOMY MPOLLIOMY
— C 3leMEeHTaMM HOCTaNbrMn UK XKe
KPUTUYECKMUM OTHOLLEHWEM K NpoLleflemy
ncTopuyeckomy atany. Petpo-atmocoepa
HaCTOMYMBO TpaHCAUpyeTcH B paje pabor.

BOoNbLNHCTBO NPOEKTOB aKTyalbHOro
UCKYCCTBa OT/IMYaET coLmalibHas
npobnemaTtvka, KoTopas HanpasfieHa Ha
OCMbIC/IEHWE Pa3/IMYHbIX OCTPbIX aCNEKTOB
M3HWM COBPEMEHHOIO CoLMyMa: MUrpaums
W 3KOHOMMYeCcKas HeCTabuNbHOCTb,
reHaepHble BOMNPOChl U 0CO6EHHOCTH
HaLMOHaNbHOro MeHTanuTeTa, ceoboja
JINYHOCTU U NPOSABIEHUE HALIMOHANbLHOTO
CaMOCO3HaHMus.

B pamKax ctaTbn paccMOTpeHbl ABa
npumepa MexayHapoaHblX BbICTABOK
COBPEMEHHOIO UCKYCCTBA — KPYMHENLINI
MWPOBOK apT-cMOTp BeHeumaHcKas
6uneHHane 2005 roga v nepeaBuU<HON
MeXAyHapOo4HbIN NPOEKT «paHuua»
(Ffete-nHcTUTYT) 2018 roga. Hecmotps Ha
pa3HbIM MacwTab v Lenu, WMpoTy oxBaTta
W NMPUHLKUMNbI 3KCMOHUPOBaHUA, 3TW iBa
NpOEeKTa UMeloT obLee Cxoxee Havyano
C MexayHapoaHbIMK apT-popymMmamu.

OHu aBnatOTCA yHMBEPCaNbHbIMU
niowagkaMnm KOMMyHUKaL MK B eAUHOM
MeAUMHOM MPOCTPAHCTBE 3KCMO3ULUH,
No3BONASA XyAOKHUKaM pasHbIx CTpaH
B3aMMOAENCTBOBATb APYr C APYroM yepes
paBHOMNPaBHbI TBOPYECKMI Ananor.
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HKAHA MEAUANAP KEHICTII: 3SAMAHAYHW OHEPAETl KABAKCTAHAbIK JKOHE WUETENAIK
CYPETILIEPAIH ©3APA SPEKETTECY AJIAHbI

AHHOTaUMA.

3epTTey *yMbicbl KazaKCcTaHHbIH 3aMaHayn eHepiH KaiTa TaHbICTbIPY MEH Ka3aKCTaHAbIK CypeTLinepain,

ipi XanblKapanblK KEPKEMAiK obanapfFa KaTbiCy epeKLleniriHe TOFbICTbIPbIIFaH. 3aMaHaym anMaKTbIK,
apT-yaepicTepain epeKLweniriH KapacTblpyaa, aBTop anMaKTblK ©HEPi aHbIKTaNTbiH epeKLLeNiKTepai, oFaH
ToH 6enrinepai awbin KepceTteai. KazaKcTaHAblK CypeTILINEPAiH ipi XanbliKapanblK Kepmenepre Kartbicy
Mblicanbl peTiHae, KasakctaH MmeH OpTanblk A31a CypeTLLiNepiHiH TyblHAbIIapbl, COHAaN-aK [eTe-UHCTUTYTTbIH,
eTeKuwiniringeri «fpaHmua» Kewwneni *obackl anfFall peT yebiHbINFaH 51-wi BeHeuns 6ueHHaneci
KapacTbipblnagbl. XanblKapanblK 3aMaHayn eHep KepMesnepiHe Tangay, ocbiHAal ayKbiMAbl )o6anap XaHa
MeAuna eHri3y anaHbl MEH CypeTLIiNep, KOpPepPMEHIEP KaHe KeTeKLWinepaiH WolFapmallbliblK 6ainaHbICbiHbIH,
KeHicTiri 6onagbl iereH KopbITbIHAbI XacayFa MYMKIHIIK 6epegi.

Tyhinpi ceapep: 3amaHayv eHep, 6ainaHbic, 6eiMHe-apT, 63iH-63i aHbIKTay, Kapa TeKlle, leKapa.

K. Reznikova
A. Kasteyev State Museum of Arts of the Republic of Kazakhstan
(Almaty, Kazakhstan)

SPACE OF NEW MEDIA: FIELD OF INTERACTION FOR KAZAKHSTAN AND FOREIGN ARTISTS OF
MODERN ART

Abstract.

The study focuses on the specifics of the representation in Kazakhstan’s contemporary art and the
participation of Kazakh artists in large international art projects. Considering the features of the modern
regional art process, the author identifies the outstanding characteristics that determine the specifics of
regional art. As examples of the participation of Kazakh’s artists in major international exhibitions are the
51st Venice Biennale, where artists’ works from Kazakhstan and Central Asia were presented for the first
time, as well as the mobile project “Border” from the Goethe Institute. An analysis of contemporary art’s
international exhibitions allows us to conclude that such large-scale projects become a field for the inclusion
of new media and a space for creative communication of artists, viewers and curators.

Keywords: modern art, communication, video art, self-identification, black cube, border
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KA3SAKTbIH,
KJIACCHUKAJIbIK
JH LLIbIPKAY
MEKTEDBIHIH
HETI'I3I

ART STUDIES

MPHTH 18.41.51

K. Baiikyaryibi !

'T. K. )Kyprenos atbinnarbl Kazak YATThiK 6Hep
aKaJIeMHUSIChI,

(Anmarsl, Kazakcran)

KA3AKTbIH K/IACCUKAJIbIK 9H WbIPKAY MEKTEBIHIH HETI3I

AxpaTna

ABTOp 3epTTeyiHAe Ka3aK xanblK 9HAEepiH aHe KasaKcTaH KOMNO3UTopnapsl WhiFapmanapbliH opbliHAayaa
O3iHAIK XeKe TaciNiH ycbiHabl. MyHa KenfacbIpiiblK XalblK 9HiH OpblHAAy MEKTEBIHIH, akadeMUANbIK,
KNTaCCUKalbIK 9H cany MoOHepPIMEH KadaK KiacCUKasblK 9HAEPi MEH XasiblK KOMMNO3UTOPapblHbIH 9HAEPIHIH,
OpblHAaNyblHA, AaybIC ally MEH 9H canyfarbl KaciOM Kasak TiniH KonaaHy G6inikTiniri, Kasak opdoanuacel
MEeH 3aHblbIKTapbl, OHbIH MHTOHALMACHI, SLIEKeNepi MeH Menn3MaepiHiH YUnecimai Typae anfacyblH
yCblHabl. Ka3daK KnaccuKanblK WblFapManapbliH TYCiHAIPY 6apbiCbiHAa, OpbIHAAYLWbINbIK OH alTy MEKTEGIHIH,
yArici peTiHae aHe 6oNnallaKTa ¥ac LWblFapMallbliblK YprnakKa 6aclwbliblKKa ana oTbipbin NanganaHyra
6onagbl. JonipeKk anTkaHaa, KnaccuKanblK Ke3KapacTaFrbl TOCI YNTTbIK 9H penepTyapbliH Ka3ak AaCcTypi oH
MaAeHUEeTIHAe 6oNnallakK opbiHAAYLWbINAPAbIH XaHa 3aMaHayu AeHrenre KketepinyiHe MyMKiHAiIK 6epeai.
Tyhin ce3pep: oHaeri opdoanus, KnaccuKanblk eHep, aNemMaik epe, Kaciou LeGepnik, eHepre Gayny, Kasak
XanblK 9Hi, KnacCUKasblK eHep.

Kipicne

KasaKkctaH Pecnyb6amMKachiHbIH
npe3unaeHTi H.9.Hazap6aeBTblIH,
«bonalakKka 6araap: PyxaHu aHFbIpy»
MaKcaTblHAa «bi3 XXI-FacblipablH KahaHablK

6acTamanapbiMbl36€H FaHa eMec, MafieHuU
HETICTIKTEPIMI36EH [1e TaHblybl KEPEK»
nereHepi[l,46.].

HKaHfblpy aTaynbl 6YPbIHFbIAAN TAPUXM
ToXipnbe MeH YNTTbIK AacTypnepre

KapTacblHAa elKiMre ykcamanTbiH gepbec
OpHbI 6ap yAT 60n1aMbl3 gecek, KahaHaarbl
3aMaHayu KasaKcTaHablK MaaeHMeT
}006acChblH iCKe acblpyFa THicni3. 91em 6i3ai
Kapa anTblHMEH CbIPTKbI casicaTTarbl ipi
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¥eKeeH Kapamayra THicC, KepciHule
3aMaHa CblHbIHaH CYpiHB6EeN 6TKEH 03blK
nocTypnepi TabbICTbl *aHFbIPTYAbIH
MaHbI3bl anfblllapTTapbliHa anHanablpy
KaxeT. Erep »aHfblpy engiH, yiTTbIK
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pyXaHu TaMblpnapbiHaH HOP anmaca on
ajflaca 6actanibl. leMeK, eHepP-MdAeHMNET
canacblHAaFbl YATTbIK TAOUFU GONMbICTbI
caKTaW OTbIpbIM, })XaHaMeH ylTacTbipyaa
a/ieMre opTaK KyHAbl/ibIKTapMeH Thimai
navanany. AfHW ahaHablK amMyra
inecemi3 gen, Ten MaJeHUETIMI3re,
pyXaHUATbIMbI3Fa KeneHKe Tycipin anamay.
En 6acbiHbIH «Ka3aKcTaHablK MoEHUET
}00acChblH iCKe acblpyfFa THicni3» — aerex
*}ongapgblH 6ip actapbl OCbiFaH cambin
Kenegi.

Kasak ganacbliHaa anfall, BOKanablK
JlaybiCNeH opblHAayAa KlacCuKanbiK MoHep
— YpAicTe KasakK oHAepiHiH opbliHAaNYybI
Ky/laKKa TOCbIH 60J1FaHbl, OHbIH YCTiHE
KenTereH aHLIinepaiH, BoKanablK OpbiHAaybl
MEH Ka3aK oHAEpiHiH 63 epeKLlenikTepiH
KWbICTblpa anMayblHaH TyblHAafFaH eKiyaan
NiKipAiH 6yriHri TaHaa Aa 63€eKTiNiriH
YOWbINTKAH }KOK.

BokanablK Typfblaafbl OH, WbiFapManap
OopblHAay Ke3eHi eTKeH FacblpabiH 30-40
¥blgapbliHaH 6acTtay anfaH, 6yn ypaic
anemre optak MafeHu 60/IMbICbIMEH Ka3ak
eniHe e TEPEH TaMblp XKanbin TanbIKTbl
OHep LWblFapMallbl/ibiFbIMEH AaMu, ep6in
¥aTKaH en pyxaHusaTbl. Al anemre opTtak,
K/laCcCUKanblK, BOKanablK MEKTEMNMNEH
Ke3 KEeNreH XanblKTbiH KIIAaCCUKAaCbIH,
OHBbIH, iWiHAE Ka3aKTblH, XasblK 9HAEPIH
LWbIPKayY blHFanNbl, ananaa XxalblKTblH,
9H OpblHAAy 60NMbIChIH TOMbIKTaN
anbin KeTe 6epegi gen TyCiHy epecken
Katenik. COHAbIKTaH Ka3aKTblIH XablK oH
LWbIpKay Ypaic-MeKTebiH caKTan OTbIpbIr,
BOKaNAblK, akageMusasblK 63 MeKkTebimi3ai
Heri3aen, KanbinTacTbipa OTbIPbIMN,
FbITbIMU-TEOPUANBIK INIMMEH ToOXipUOEHI
YLITacTbIpa, AaMbITa, aH-KaKTbl TEPEH,
TONbIKTbIPpa ep6iTyaAiH, MaHbI3Abl/blFbl 30p.
byn Kewweri, 6YriHri MeH KeneweKTiH eHepi,
ypnak ¥anfacTbifbIMeH ep6in, epicTen
OoTblpap, Kasak XanKblHbIH 6H 60MbIMEH
acTaca Kefe MaHriniKKe TapTap capa

¥OJbl, 6HEP XKOJbl.

byn e3 keseriHge 6ip-6ipiH TONbIKTLIPY
NPOLLECIMEH YL Ke3eHre 6eiHin, e3iHiH
Tapuxu ¥anfacblH Taybln, 3amaHayu
yaepicrneH (nporpecc) epbin Kene xaTKkaH
ipreni eHep 6aFrbIThI.

a. KasaKTbIH XanblK oHAepi aHe
Facbipnap 60Mbl KanblNTacKkaH A9CTypi
opblHAAY YPAYCi.

9. Kasak Tini, aHaeri opdoanug,
WHTOHAaLMANbIK epeKLenikTep.

6. OnemMre opTak BOKanablK
aKageMussblK OpblHAay MEH Ka3aKku XalblK
9H OpblHAay 60MbICBIHAAFbI YpaicTep.
Ochbl eKi TyBipni MeKTENTEPAIH HerisiHae
ylwTackaH «KasaKTblH KlacCuKanblK
OH WbIpKay MeKTebi». Ocbl aTanfaH
YW Tafb1bIM KYHAbIbIKTbIH, TapyWX,TiN
KOHe Ka3aKku akageMusasblK opblHAAY
JafabICblHaH TYbIHAAWTbIH CUHKPETTIK eHep
YAIrici Ka3aKTblH KNaCcCuKarblK 9H LbIpKay
MeKTeOBIHIH Heri3i 60MblN caHanaabl.

OHep MeH MaEHMETTIH BYPbIHFbI }KoHE
Kasipri 3amaHayun 601MbICbIHAaFbl OH
TOPKiHiH, 3epTTen, 3epaenen, 6aramaan
Kenin 6onawakKka 6afblT — 6aFgapMeH
epicTeyaiH on — }obachbl, OKY Kypanbl
WYHici, HYCKay peTiHaeri TYKYPbIMHbIH, iflim
— TafFblNbIMbl.

EpTepeKkTe KasaK xalblK casrepnepi —
can-cepinepi 63 6acbiHaH KeWwKeH 6enrini
¥aranau, He 6ip oKuFara 6annaHbICThl
FaLLbIKTbIK CE3IMMEH WabbIT KyaTbIHbIH
acepiHe BeneHe XKypin, OH MEH e/1eH,
LUbIFapFaH ¥aHe Kacibu TypfblaaH e3aepi
opblHAan HacuxatTaraH. Con Kesgaeri
[oCTypni oHWinepaiH 6opi 6ipaen aH, enex
WblFapa 6epmMereH. ACKaH opbiHAaYLLbl
WHTepnpeTaTtopnapia 6aplbiiblK
6onfaH. An Xblpaynap en-xepgai apanan
WYpin, Kuccanap, 6aTbipaap Xbipbl
OHE alTbICTap/bl XaTKa OpblHAAFaH.
Mbicanbl: Cbip 60MnbiHAa KeTexycin, basap,
TypmaraH6eT conapblH 6ipi HypTyraH
9700 »ongaH TypaTblH Opak-Maman
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Kapacan-Kaau EaireHi »blipnaraH. XKeTicy,
Kapartay eHipiHae *amo6bin, KeHeH,
MawnnbiKkoxa T1.6. CapblapKa eHipiHae
ApbicTaHbekK, aHak 24 3n0CTbl KaTKa
anTkaH. On 3amaHga Kenbip eHepnas
¥blpaynap, 6ip ayblnaa annan Katbin
bIPNIanTbIH, HACUXaTTaWUTbIH COMTIN enre
MOJIEHU, PYXaHU KbIBMET €TETiIH 60s1FaH.
KeWniH con aHaep (KbIp, KNCCa, anTbIC,
Tepme, T.6.) XanblK eHeYyiHEH, yaKbIT
eneriHeH, Hebip 3amMaHa Te3iHeH oTin
oTblpFaH. CeunTin xanblK Ka3blHaCbIHa,
MypaTblHa arMHanfaH. MiHe, ocblnam
Ka3aKTblH Xa/iblK 9HAEPI }KapblK AyHUere
KenreH.

Axkagemuk A.XKyb6aHoB «3amaHa-
6ynéynaapbl» atTbl KiTabblHAA
H.lToronbaiH «<ManopocTtap/biH aHAepI
OHiHAe» AereH MaKanacblHaarbl MblHa
cesaepai kenTipreH: «Kan yakbiTTa, Kim
LWblFapFaHbiH KyaanabiH e3i 6ineTiH —
XanblK My3blKacbliHAa agamM TaHKanapsblK
KOpKeMAIKTep asafblHAbl aTTan 6ackaH
canblH Ke3aeceni. Onap ganagarbl eLKim
cennewu, ewkKim 6aKknamn, e3iHeH 63i 6CKeH
ryn Topidai. AnFblp My3blKaHT ocCbl 6ip
ajlaM TabufraTblIHbIH YHiHAE He Bip Y/IKEH
KOPbITbIHAbI 6EPETIH AEPEKTEP HATKAHbIH,
6ineni» — aenpi[2, 6.17].

En eciHpe, *aabiHAa caKTanbln pyXaHu
Mo, 6ai AyHUere amHanfaH xanblK
SHJIEpPiHiH, 8y 6acTa 6enrini aBTopnapsbl
60/FaHbl XaK. byn KaszaKTblH, Vbl lanaHblH,
©H 60MbIHA }aH-XaKTbl AaMbIM, ASCTYPAI
9H eHepi 60/1bIN YPAiC anbin OTbIPFaHbI
6enrini. Apka, batblic, eTicy, Cbip 6Hipi
T.6. Ananga »annbl XanblK oHAEPI, XanblK
KOMMO3UTOPNapbIHbIH, (Ca3repnepiHiy),
SHJepiHe opTaK AyHWe, onapAblH XanblKTbIK
60/IMbICKa anHanyblHAa. XanblK 6Hepi
peTiHaeri Facblipiap 60Mbl KanbiNTacKaH
Heria3ri, acbliblHa, TYN-TEriHe TapTybIHAA.
AWTanblK XanblK aHaepi «bip 6uaan-apna»,
«bip 6ana», «<Epkeman», «dananpay», «LLuni
63€eH» T.6. XablK KOMMNO3UTOPapbIHbIH
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oHpepi «bipxaH can — Kekek», «Ectam —
Kopnah», «YKini blobipan — lBKKy», «<MyxuT
— 3oaypel» Copirorxka «Capbl 6uaan» Kau-
KalcbICbl Aa XalblK 9HAEPIMEH YHAEC,
Oip-BipiHeH apa-XKiriH anbIpbIn any MYMKIH
emMec.

JeMek, xanblK aHaepiHaeri Facolipnap
60Mbl KanbINTacbIn AaMbIN KENreH e3iHAaiK
OpblHAAYLbINbIK Ka3aku 60/IMbIC, XasblK
OHiH WbIpKay MeKTeOBIiHIH Heri3i 60bIN
caHanagbl. COHAbIKTaH anfallKbl HEri3,
6acTay, opuUHe XasblK aHAEpPi. An xanblK
casrepnepi bip»kaH-can, AkaH-cepi,YKini
bl6bipan, MyxuT, KeHeH,HapTai 1.6. con
XanblK TBOPYECTBOCLIHAH YAri, HOP anbin
OHbIH, HETi3iHAe WblFapMallblIblK epicTey
TankaH. CenTin gamy npoueciHe yH
KOCKaH. AFublK Komno3uTtop H.TineHanes
«Erep whbiFapraH ap6ip oHHiH 6H 60MbIiHAA
XanblK 9HAEpPiHiH 60/IMbICbIMEH YHAEC
9YyeH (Ty3abIK) 60Maca 0N oH xanblKKa
}yetnenai» gereH 6onatbiH.

Hannbl xanolK aHOEepiH HOTaFa Tycipin,
eHaen npodeccuoHanabiK ap 6epin,
capa XOJifa WbIFapbir, XanblK UTifiriHe
acblpy 6apbICbiHa epeH eHOeK eTKeH b.
Ep3akoBuy, A. 3aTaeBud, E. BpycrMnoBCKM,
A. }y6aHos, J1. Xamuau, T1.6.

Onap con Kesae xanblKMeH eTeHe
¥aKblH apanachblir, KenTtereH gepexkrepai
Ke36e-Ke3 Keajecin, 63 aybl3gapbliHaH
¥asbln anfaH Fon. bynap xanblK aHAEPIH
KaW }aHblpFa eHecee, Kocibi aH-
¥aKTbINbIFbIMEH, YHEMI i3A€HIC YCTIHAET]
eHOEKKOpP/bIFbIMEH 63 iCTEPIHE LWbIH
oepinreH agan KanpatkephirimeH,
y/1aH-Kanblp XyMbIC aTKapfFaH. COHbIH,
apKacblHAa aTanMblll KYHAbIIbIK
XallKbIMbI3[bIH, WbIH MBHIHAEr epeH,
oneMaiK aapexeci, OuiK,apKanbl Aa Kueni
eHepiHe arHanbIn oTbIP.

bi3aiH Ka3aK xanblK oHAEpPiHIH
aKaJeMUabIK YN fopexeae opblHOayFa
eTe bIHFanbl eKeHi TafFbl 6ap. «fayxaptac»
(B. TenereHoBa), «Cypuwakbi3» (E.
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CepKebaeB) oHi gacTypni fombbipameH
OopblHAayaaH repi, BoOKanablk gapexene
e3repin, «lWapblKTank camfarn ayeHi KepKeM
Kywaabl». Maanain oHi «<Kapa Kecek»
(M. MycabaeB), xanblK oHi «<AK6aKan»
(9. AiniwoB.), «FanHu» (b. JocbiMKaHOB)
«ANKOHbIp» (H. HycimxaHoB), MyXUTTbIH
oHi «<AMHaMKe3», (K. bainKyaTty/ibl)
opblHAaynapblHAa, KnaccuKanblk AyHuWe,
MY3blKa, 8H PETIHAE e/ire eTEHEe }akKblH
eKeHi ge pac. TinTi, XxanblK oHi «<Axay 6UKeM»
*oHe bipkaHHbIH aHi «BbypbinTan» 6ip
OHre BipiKTipin eHaereH catrep ae 6ap.
KesiHae A.CeMOUH KecinTe LWblpKaraH
6onatbiH. «[languaay» — BOKanUCT SHWIiAEeH
MY3blKanblK, BOKanablK, TEXHUKabIK
NanblHObIKTbl KEPEK €TETIH KNaccuKanblK
OH, acKakK oH. by XxanblK oHiH AapbiHAbI
*ac aHwi Anmaw KyaanbepreH e3iHaiK
VATTbIK 608y, MHTEPNPUTALUACBIMEH
anemMfik epeae TaHbiMan eTin
¥ypreHi 6enrini. Pagno-teneBnaeHus
6argapnamMacbiHaH KasaK KonosuTopnapsl
XalblK 9HAEPIHEH XYWeNi KoHUepTTep
6epinin TypaTtbiH. b. JlocbiM»KaHoB, C.
A6yceniToB, A. bawnTyraes, H. HycinxaHos,
M. H. A6aynuHaep, b. Xbinbicbaes,
C. KypmaHnfranueBa, B. KapmbicoBa,
P. barnaHoBa, 3.Konwbi6aeBa, XK.
Maxam6eToB, M. LLlana6aeB T1.6. 63iHaiK
WMHTepnpeTaumsacbiMEH, HaKblllbiHA KENTipe
WhbIpKayLwbl efi-ay. Erep Knaccukarnblk
KasakK oHaepi 6YpblHHAH OPHbIKKaH XaKChbl
ypaicneH HacuxaTrtanmaca pyxaHu ypnak
YaNnfacTblfbl Kanan caktanmMak. Kewericia
OYriH, OYriHCI3 epTeH XOK — AereH Karvaa
Kanpga? CoOHbIMEH blKbl/IbIM 3aMaHHaH
6acTay anbin, 6TKEH FacbIpAblH opTa
LeHiHae npodeccuoHanbiK My3blKara
HEri3, }XoHe KnaccuKasblK oH 605bIM,
€N pyXxaHusTblHa, Urinirine actacTtbl. byn
YAEpICTi 3 Aayipnep Ke3eHiHEeH FblibIMU
TY}bIPbIMFa CadATbIH ifliMre HaKTbinablK:

- KasaK oHaepiHiH KeHe
foyipnepieH, yakblT eneriHeH, 3amaHa

Te3iHeH 6asHAbl AaMW OTbIPbIM, WbIHAANbIN
KasakK XalIKblHbIH 60/IMbICbIHA XabIK
oHAepi 60MbIN 6HEP pyXaHUsTbIHa anHanybl.

- ATanmblw acbll KYHAbUTbIKTapAbiH
Wanfan, 6anTak en apacblHaH Tepinin,
HOTafa TYCIipinin, MyKUAT XXUHanybl. PyxaHu
6annblK, en KadblHacblHa KOCbIbIN
ypnakneH Kaybllybl.

- OcblHay aTa-6abanaH KanfaH 6an
MYpaHblH HEri3iHAE NpodeCcCUOHaNbIK
My3blKaFa anHasnbln, onapAblH, ca3abl
QYeHEpPiHiH XaH-KaKTbl My3blKablK,
YaHpnapfa KongaHolny npoueci. Onepa,
xop (Kanenno) an kentereH aykKbiMbl,
KypAeni XxanblK oHAepPiHiH BaKaiablK
My3blKaslblK OpblHAayda eHaenin
(06p0o60TKA), aNemMre opTaK akageMusinblK
opblHAayAa WblIpKanybl, HacKUxatTanybl.

Kas3aKTbIH XanblK 9HOEPIiHIH Heri3iHae,
npodeccnoHaniblk eHepaiH, WhbipKay
Ouiri onepa *aHblpblHbIH, Ka3aKTblH,

Y/IKEH caxHacblHa Kenyi 6onapl. E.
BpycunoscknngiH «Kbi3 XKibek», «Ep
TapfbiH», C. MyxaMemKaHoBTIH, «AiMaH

— WonnaH» (My3. Apama), an xasblK
KOMMNO3UTOPNapbIHbIH, LblFapManapblHbIH,
HeridiHge M.Tene6aes «bip»aH — Capa», C.
MyxamenkaHoB «AKkaH Cepi», A. }y6aHoB,
J1. Xamnan «<A6an» onepacsi 1.6. (CypeT
1,2,3,4).

Cyper | — E. Bpycunockuiinin «Kpiz- Kibek» onepacbinaH.
Tosieren — batfirann Jocbimkanos, bekexkan — Kayken
Ketkerae. AGail aTbiHIarbl MEMJIEKETTIK aKaJleMHUsIIbIK oriepa
»KoHe Gaser Teatpbl. 1 960 Kbl
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Cyper 2 — E. Bpycunosckuiinin «Kpiz-Kibek» onepacbiHan.
Cypetre, cosan oHra Kapait: Kayken Kenkeraes, «Bekexkan»
- Kypman6exk Muipaabekos, «Kibek» - bubirysn Tesnerenosa,
«Toeneren» - Amanresui Cem6un. K. [llana6aes - Abaii
ATbIH/IAFbl MEMJIEKETTIK aKafleMHSJIbIK Onepa xoHe 6aJeT
TeaTpbIHbIH JUPeKTOpbl. 1971 Kbl

Cyper 3 — M. Tone6aeB «bipxkan-can» onepacel. «bipxan»
pedine - Amanresi Cem6uH. AGail aTbIHIAFbl MEMJIEKETTIK
aKajleMHsI/IbIK onepa xoHe GaseT Teatpbl. 1976 Kbl
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Cypet 4 — A. )Ky6atos, J1. Xamumu «Abait» onepachi.
«Abai» pesine — Xasblk apruci Mypar Myca6aes. «Axap»
- Hypxaman Ycen6aera. AGati aTbiHiaFbl MEMJIEKETTIK
aKaJeMHsIIbIK orepa xKoHe Gasiet Teatpbl. 1985 Kbl

Atanmblll onepanapiblH AeHi XanblK
9HIEpI, XanblK ca3repnepiHid aHaepiHeH
TypaTbiHbl BHEP CYNep KaymMFa KeHiHeH
6enrini. XanblKkKa eciMaepi KeH TaHbIMan
KoCibW casrep KOMMNo3uTopnapbiMbI3[blH,
(Kasipri ata, afa 6yblH) XYPTLWbIIbIKKa
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€TeHe ¥akKblH, 6enrini, CyniKTi oaHAEPIHIH
e3eriHge xanblK oH WbiFapMallbliblFbIHaH
Hop, 6acTay anyblHblH MOH-}albl, OCblHAA
»arblp.

AFHK, 6yN OH OpbIHAAYLWbIIbIK ca3repik
MeKTebiMi3aiH Keycap 6ynak — Heriari
apHacsbl, 6onalakKa Taptap e3iHAaiK capa
¥O0nbl, aTafgaH 6anara, ypnakTtaH ypnakka,
yCcTasjaH LWaKipTKe uri mypa 60nbIn Kene
aTKaH, ab3an amaHaTbl 601MaK.

Ochl epae 6ip eCKepeTiH MACENEHIH,
Kese Xafbl ornepanbiK Npodpunbaeri
OpblHAAYLW bl 8HLWIiNep (CoNCT) opanbiHAaa.
HerisiHeH ayKbiM/bl, KYLWTi AMano30Hbl KEH,
My3blKanblK GiNiKTiNIF MO OCbl SHLWiNEp.
byn eHWinepaiH WwWeiFapmManapabl opbiHAAY
YpAicTepiHae exxenaeH KanbinTacKkaH
MeKTebiHe (lKona) 6amnnaHbiCTbl. Mbicansl,
Utanuq, batbic EBpona, Opbic T.6. ATanMbill
LeTen WeliFapManapblHaH apuanap,
poMaHcTap, aHAep opbliHAay 6apbicbiHAA
BOKa/IMCTTEPSiH allblK AaybICMEH He
*abblK MoHep, Aarabinapbl 60nynapbi
6eK MYMKIiH. D9nemfi eHepiMeH TOHTI
€TKEH Y/bl, TaMallla opbiHAAYLWbITaPAbIH,
6apbl 6yraH ganen.ATanMblll BOKaAAbIK
OH MEKTenTepi xakblHAa Kocibn mamaH
[lanblHAAWTbIH 8HEP OKY/lapblHAA XKyHeni
KeH MafFnymaTtTap 6epin 6aynbinabl.
Tapuxbl opigeH 6actanaTbiH anemMre
TaHbIMas BOKanablK MEKTENTEP KanblHaa
KenTereH aBTopnap/blH KasfaH
eHb6eKTepi 6ap. HeriziHeH EyponanbiK
OopblHAaYyLWblNnapablH, MEKTEGIH 0lapablH,
Y/1bl KOMMO3UTOPJIAPbIHbIH KNaCCUKanbIK
BOKa/blK LblFapManapbl apKbl/ibl 4aMbln
KanbinTacTblpaTtbiHbl 6enrini. Mbicansi,
JX.BepauaiH, WwbirapManapblH Y34iK
OpblHAaYLbl dHLWIiNep neri 6onaabl.OHbIH,
aTaKkTbl Kypaeni TyblHAblNapblH Ke3-
KeJreH oHLWiHiH nrepe 6epMenTiHi asgH
JlvpuKkanbiK,ApamanblK gayblCTap COFaH
NnanbIK napTtus,pengep comaanaasl.Kannbl
KaHLa oHLWi 60/ica,cCoHLla BOKaNablK
MeKTen 6ap AereH yrbiM KanbiNTacKaH.
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KasaK KnaccuKanblK WbiFapManapbl

Ke3 KeJreH LweTen opbiHaay MeKTebiHe,
KannblHa Kkene 6epmengi. Ocbl }epaeri
«KifTMNaH» — fja CoN Kasak K/lacCuKanblK
LblFapManapbiH OpblHAAYFa biHFAWbI,
ThiHAAYLbapFa YFbIMAbI, }aKblH, TYCIHIKTI
OpblHAAY MEKTEDIHIH, Ka)KeTTiri. 9nemre
opTaK 6enrini BokanablK, KlacCuKanblK
MeKTENTEPMEH KaTap, Y3eHrinec e3iMi3aiH,
K/lacCUKanblK oH MEKTEOBIHIH KablinTacysbl,
OHblH 3aMaHa TanabblHa Kapail gamybl.
KasaK Ten KnaccuKanblK oHWici — aerex
YFbIMHbIH acTapblHAA:

- AKagemusnblK BOKaniblK AaybIChl,
MYMKIiHZIri (HaBbIK) ToXKipubeci, MeKTeobi
6ap MamMaH.

- My3bIKanbIK TepeH Heri3ai
(6a30Bbli) Kocibu BiniKTiNiri.

- Ka3aKku oH opblHAAY OHbIH 63iHAiIK
TabUFn epekKlLueniri, 60IMbICbl TypacbIiHAAFbI
TYCIHiri, XaH ¥aKTbl MO/ Ty/Fa 60/Yybl.

benrini angblHFbl eKkeyi 6ip-6ipiMeH
KaT-KabaTtTac epbuTyFbIH Aarabinap.

AN COHFbICbIHbIH, KEMLLIH 60/1Ybl

YATTbIK KNAaCcCUKasblK LblFapMaHbl
OopblHAayAaFbl LIOPKAKTbIKKA SFHU «[on»
ocCblIfaH Kenin Tipineai. An atanmMbliw OChbl
YWTiK 6iTeKaMHacbIn, YHaecneniHwe
K/TaCCUKaNbIK OHHIH TONbIKKaHObI
«lWbIPKanybl» 3aMaHayu Tanan, epeaeH
WhlFa a/iManTbiHbl aHbIK. Byn onepansik,
KamMmepa, KOHLEPTTIK 6afbITTaFbl BOKaK/MCT

B

Cyper 5 — JIxk. Bepmu «TpaBuatra» onepacel. «)Kepmon»
pedinge — Fadus Ecimos. «Anbdpen» —Amanresi CeMOUH.
AGaii aTbiHAFbl MEMJIEKETTIK aKaleMHSIJIbIK OTepa xKaHe GaJieT
teatpbl. 1980 xbl1.

SQHLUiNepimMi3re opTak Tanan — MeKTen.
[eceKTe, akageMusanblK JeHrenge
opblHAay 6apbiCbiHAA BOKANUCT SHLUI,
auTeyip Kasaku 6osica 60/bl FOn aen
«OpTaHKoNAbIKKa» 6apyaaH cak 60y Kepek.
Knaccukanblk epe npodeccuoHaniblK
[opexeHi, Kaciou GiNiKTiNiKTi Tanan
eTeTyFblH TyFbIp (5 cyper).

9AICTEP

KasaKTblH KnaccuKalsblK
WwblFapmanapblH opbiHAayAarbl HycKay
yAarinepi, Tacingepi

KasaKTblH XanblK 9Hi «AIKOHbIP»

b.Ep3aKoBUYTbIH eHaeyiHae 6y oH
HOTanNbIK MaTepuasFa egayip *KakKcbl
TycipinreH. Bokanablk 6apnblK gaybictap
TypnepiHae (cnopHo, TeHOpP, 6apUTOH)
OpbIHAANbIN XYpP. XaNblK apacbiHia
KeH TaHbIMan, AFHM aKkaJeMUsablK,
OpblHAAY MEH YNTTbIK A8CTYpAeri antyaa
6ipaen popintenin Kenegi. *ofapblgafbl
auTbINFaH TYXKbIPbIM/bl XKY3€re acblpy
6apbiCblHAaFbl OCbl 9HAI AypbIC OpblHAAYAA
OKY aaicTeMeniK Kernbip HaKTbINbl yArinepiH
Mblcanfa KenTipemnik. dyenri wapT, MyHbl €Ki
aTanka 6enin opblHAay Ke3eriH yCblHaMbl3.
1-AeH, eHaen HoTara TyCipreH aBToOpAbIH,
YCbIHbIMbl 60MbIHLLIA aKageMUSASbIK
MoHep/e My3blKasblK 6a6bl XKafFblHAH
cayaTTbl opblHAan wWheify (CypeT 6).

Cyper 6 — Xaubi apruci Hyprann Hycimkanos, KP mogenuer
Kaiipatkepi Kypman6ek baiikyarysnl, KCPO Xanwik apruci,
Kasakcranubi, En6ex Epi Acanasbl Ouimos. 2016 bl

OHHIH eKiHLWi WymarblHaa ayenri dpasa
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KauTanaHbln Typ, as, MaTiHi e3relle xaHe
Ccon 6epinreH biprak KannbiHAa. An eHai
OCbl dYeH YCbIHbI/IFaH HOTa cypeTi 60MblHLWA
FaHa opblHAaNyMeH LWeKTesnce, 6yn e3i ae
O©TKEH Facblp/blH, YaKbIT, 3aMaHHbIH, SHi.
basy, cankblH KaHabl My3blKallblK 6piCi
*KafblHaH 6ip KanbiNTbl 6afbllUTanbIHFAH.
HaTuKeciHae CONFbIH TapThblin oH TOSbIK
alblnMan Kanagbl.

EHAI ocbl 8HHIH, 2-1Wi 3Tan AFHK
«Ka3aKTblH Facbipnap 60Mbl KanbliNTachimn
JlaMblM OPHbIKKaH aH OpblHAAYLLbIbIK
MeKTeOBIiHIH 03bIK YNrinepimeH yHaecTipe,
ylITacTbipa OTbIPbIN» auTyaaFbl MAHICI
MeH e3rewleniriHe Tanaay »acan
KepeniK. AnbIMEH oH ce3iHaeri eKniH
YHAECTIiriHe aca KeHin 6eny Kepek.

On GipiHLWIi WyMaKTafbl «alHanafbl»,
«KanaynaTkaH»kKoHe «Han3aaafbl»
cesfepiHae 60Jca, eKiHLli KanTanayaa
«Cewninre LWblK», «CblNlaH KafblM» }oHe
«KanHaaarbl» ce3aepiHe Tyceai. Cebeoi
Ka3aK aHaepiHaeri eKniH, enex TEKCTIHIH
iLLKi MaFblHaCblHa GanNaHbICTbl KOMbIbIN
OTblpabl. EHAi 8HHIH My3bIKabIK
KYPblibiMbl 6OMbIHLIA, OYEH e

OCbIfaH 6annaHbICTbl KEWBIP yaKTblNbl
MHTOHAaUMANbIK 63repicTepre ylibiparn
OTblpabl. byn Kasak oH opblHAAYLWbIbIK
MEKTEOIHIH C63 MaFblHaCbIHbIH acTapbliHa
aca MoH 6epin, KeHiN 6enyaeH WbiFaTbiH
oyntaptnac 6ip 3aHabl ypaici. An eHgi
9YEHHIH 63i 1e A8CTYPJli 9H LWbIpKay
coTiHaeri wabbITTaH e3rewe 6ip cMnaTtka
aWvHanbIn oTblpaTbliHbl 6ap. Mbicanbl: OChl
OH MOTiHiIHAEeri ce3aepae «KanaynartkaH»
KaHe «Ceninre WblK» HoOTa 60MbIHLLA
YWTiKMNeH (Tpnon) 6epinreH. MiHe gan ochbl
6ip Kepae yNTTbIK aweKenney (yKpalweHue)
aceMm/Jey ynriciH KongaHa 6incek, 6yn
SHHIH fopinTey (MHTepneTauusblK) epe-
floperkeci efiayip 6enecke KetepinreH
6onap efi.

OHAepAi, WbiFapManapabl oyenri YWpeHy
KesiHae MiHAEeTTi Typae HoTa TeKCTici
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O0MbIHLIA FaHa OpbIHAANYbI WapT.
CoHbIMEH, MBCENEHIH TOKETEPIHE
KeJiCEK: HOTaMeH opbiHaay 6epinreH
pemMapKaHbl cakTay 1-1i Ke3eH
MeJlLepiHae, an oOHbl api Kapan
TYPNEHAIPIN, WapbIKTay WeriHe XeTKI3y
6apbICbiHAaFbl i31E€HIC-6YN 2-11i KE3EH.

©3rere KeHiniMm TospCbIH;

Hannobl Wweirapma 60MbIHLLIA }KYMbIC
icTey Ke3eHi. by XKYMbICTbl CTYyAEHTTEPAIH
WblFapMaHblH CO3iH aTKa auThbIM, OHbIH,
©3i OM eneriHeH eTKi3inin,canMakTanfaHHaH
KeWniH 6apbIn WhbiFapMajarbl bIpFaKTblK
CYpPETTEPiHiH ayeHiHe,My3blKaJlblK
TYPFbICbIHAH aBTOPAblH alTalblH AereH
OWbl TYCiHAipyaeH 6actanagbl.MiHe ocbl
apaja lWblFapMaHblH Kain gayipae, Kau
yaKbITTa nanaa 60/faHblH,CO3i MEH
9YEHiHiH apa KaTblHacCbl }XoHe CTYAEHTTIH,
Oy }KalblHAAFbl OMbIH Cypay apKbl/ibl
OHbl MyraniMHiH api Kapan }KaH-aKThbl
TONbIKTbIPYbI CUAIKTbI XafgannapaaH
6acTtanagbl. MyFanimMHiH e3iHiH opblHAanN
6epyi Hemece DVD, SD, Tenepaano apKblibl
6acKa aa 6enrini sHwWinepaiH opblHAayblHAA
TblHAAY KEPEK.OpMHE MIHOETTI Typae
LblFapMaHblH, Kanan 6acTtasibln OHbIH, 9pi
Kapaw iWKi gamybl bIpFaKTblK e3repicrepi
OHE lWapbIKTan WeiHAany KesiH /
KynbMWHaLMs/ cOCblH 6apbln Kanan
asiKTanybl, CTyAeHTKe TOMbIK TanaaHbirn
anTblnybl THiC. MiHe OCbIHbIH, 63pi
TEOPUANBIK }OHE iC XY3iHAe acblpbinybl
THic. Mbicanbl, KOMNo3unTop ChigbIK
MyxamemxaHoBTbIH ABGan KyHaHGaeBTbIH,
CO3iHe Ka3blFaH «O3rere KeHinim
TOSIPCbIH» POMAHCHIH Tangan Keperik.

1. AKbIH 6TKeH Facbipaa (1845-
1904xKK) eMip cypreH agam. ¥bl
aKblH OYJ1 efieHiHae eTe TepeH,
TONFaHbICNEH,CE3IMMEH 6/1€H,9HHIH, LWblH
MOHiHEri KacueTiH TaMmalla alubin 6epea,.

2. AN KOMMNO3UTOP COBETTIK AdYIpAiH
agambl. AbanablH Cce3iHe KenTerex
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OH,pOMaHCTap }asfaH 6enrini KoMno3uTop.
ATaKTbl pomaHcTapsbl «KapK eTnec Kapa
KOHiniM HefFblncagar. «<KaKTaraH aK
KYMIiCTEN KEH MaHaanNbIM» T.6.
KomnoauTtopablH, 6yn
poMaHcCbiHAa Aa Abal Ce3iHiH TepeH,
MaFblHAaCbIMEH,KOMMNO3UTOPAbIH 3ap/bl
ayeHi 6iTe KanHachbIN LWblKKaHOaMN.
©3rere KeHiNnim TopCbiH,
©neHai KanTbIN KOSPCbIH,
OHbl anTKaHAa TONFaHbIM
llWwTeri nepTTi *KOAPCbIH.

Caipa fa 3apia Kbi3bln Tin
Kapa KeHiniM OsHCbIH.
HbinacblH K63€eH ¥ac aKCbIH
OmMblipayblH 6GOSChIH.

onbeTTe WbiFapMaHbl OpbiHaay
anjblHaarbl Tangay 6apbiCbiHaa
KOMMNO3UTOPAbIH blipFaK, EKMiH }KoHe
[blObIC XanfacTblfbl 6acKa Aa aBTOP/blH
YCTaHbIMbIH 6aCLLbINbIKKA anbin OTbIpy
MiHAeT.

LLlymarbl eTe 6agy gaybicrneH /p/ TepeH,
YHMEH ToJ/ifaHa anTblnaabl. EpeH onnbl
aKblIHHbIH, ©/1eHiHaEeri TepeH, ae ayKbIMbl
dunocodpuUanbiK ToNFaHbICbIH 6epy,
KepceTyae oHLLUI AaybICblHbIH, KNaCCUKanbIK
JeHrenae 6an Tembipni, KEH AMONa30HbI
MEH MYy3blKanblK, BOKaNAblK TYPFblaaH
OinikTiNiri, Wwebepniri KeTiK 6apuUToH
[aybICThbl SHLLIHIH OpbIHAAYbIH KaXeT eTep
efli. PomaHChbIHbIH TONbIKKAHAbIbIFbI
d-mole ToHanHiciHae anKbIH KepiHei.
EHAi eKiHLWi lWwymMaKTa ayeH AMHaMUKarblK
Ky/LWwblHbicneH ep6uai. Ocbl eKi opTaga
«Canpa ga» - cesiHae eTneni HoTa Typ.
(KesgencoK HoTa eMec) «MW» - HOTachbl
allblK eMec, KEMKepiNnreH (Kpbitas) giHrex
(cTonGa) TypaKTbl akaaeMUsbIK YATiHI
yCTal OTbIpbIN OpblHAaNaabl. An Keneci
«3apna» - ce3si «ba» HoTacbl apKbl/bl
WwapblKTay weriHe ff (KynbMUHaLNS)
}eTtepni. OpuHe fermato. Knaccukanbik

ypAic XyMblpnaHfaH (OKpyrineHHas)
JaybicrieH TebipeHe, ayeneTe LWbipKay
6apbICbiHAa AayblCTblH KOMECKIiNEHYiHe
(NnepeKpbITbi) HEMECE allblK alKkanfa
*on 6epmey KepeK. OnaH apri «KbI3bin
Tin» - TEPEH TONFAHbICNEH OpbiHAANaTbiH
Oy coe3 iWKi ce3iMMEH — COH/AbIKTaH
€eKnMiHAi YHHiH Te3 6acbibin pp-fa aybiCyabl
KaxKeT eTefi. An «KblnacblH K634€eH Xac
aKCblH» MaFblHaCcblHa KapaWu ilKi ana-
canpaH KynaiH, naybic TeMb6piHe acep

€Tyi cangapblHaH aHblpaFaH, blnaraH
(pblaaHus) gaybiCTaFbl 4ipif apKblbl,
TOCbIH YHMEH 6epy TacCiniH KongaHyra
6onabl. BypbIHFbl UTANbSH SHWIiNEpiHAe
(3Kapy30) 6ap ypaic. OpuHe Ken Hapce
OpblHAAYLIbIHBIH, MYMKIiHJIriHEe 6aiaHbICTbI
FON. LLlymaKTbIH COHFbI co3i «OMbIpaybim
OO0S/ICbIH» - }Xan Ta3a HOTaMeH opblHaan
Kosl canyra 6onmMangbl. TeMeHri «1s» (6ac.
KJTto4) oHe «da» (1-wi akTB). CKa4voK

— apanbIKTblH sexta (VI). byn xepae
BOKa/blK, TEXHUKaNbIK TYPFbIAaH KaKChbl
OpblHAAyMeH Gipre «60sNCbIH» NO3TUKASbIK
KOHE dyeH MOTIHIHIH ilTen YHAECIN, eKiHiLu
ce3iMi apKblibl COHFbl HYKTEHI KOS Ginyai
OHLLUIAEH YNKEH LebepniKTi KepeK etea.
Ocbinan WblFapMaHblH, KlTaCCUKanbIK
06pa3sblH aKTep-aHLWiI TYFbIPbIMEH
ylITacTblpa opblHAay apKbl/ibl Ka3aKTbIH,
K/lacCUKanblK LblFapManapbiH WbIpKay
MEKTEBIHIH, YAriCiH NnaLl eTe anambl3.

basy nereHmMeH canmMaKTbl,MaHi YHMEH
COHFbI LUYMaKTapabl anTblin 6apblin 6iTipea.
LLIoKTbIFbI BUMiK,eypona,opbic,HEMIC T.O.
anemMAikK poMaHcTapMeH TeHaec 6yn
CUSIKTbI KNIAaCCUKasbIK LblFAapMaHbl
opblHAayaa My3blKanblK,BOKasblK
OiNiKTiNiIKNEeH Gipre Ten KnaccuKanblk

OH WbIpKay YpAici,MeKTebi yHeMI
O6acuwblibiKTa 60nybl KepekK. «KeHingeri
KOPIKTI OMAbIH CbIPTKA LbIKKAH COH, CYPKbI
Kallaabl»-aereHaemn,apmHe TeopusnblK
TYPFblAaH TanayMeH OHbI iC Xy3iHae
KepceTe 6iny binfn aa Kabbica 6epmenai
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Foun. [leceKkTe cad, epeH AapblHHbIH,

o63iHe aeuiHrinepaeH e3iHAiK «MeH»-i 6ap
epeKuweniktepinae 6onca kepek. Ochl
poMaHCTbIH, HeononuTtaHHbIH, 3.KypTuc
«[lon MHe»filereH oHiMeH eKeyiHae ae ilKi
OKiHilINeH,TebipeHicneH anTblnaTbiHbI
KeHin 6enep Kbi3bIKThbl Xafaamn emec

ne? byn xanaH enikrey agereH ces

emec. KepiciHlue aHLWIiNIK WabbITTbiH,
LblFapMallblfblK ¥aH-KaKTblU1bIFbl, TaFam
KabblnaayablH XOfFapfbl caTbiCbiHA 6pfieyre
6ayny-Topbueci 6onmak Ochbl Karganga
KYMBbIC iCTeY YCTiHAe CTYAEHTTIH 63 6eTiMeH
YMbIC }acay Taxipnbeci, isaeHyi e3
TpaKTOBKacbIHAAFbl XaKCbl COTTEPI
Kosigan,oHbl api Kapan AaMblTyblHa
MYMKIiHZIK 6epe 6iny KepeK.

«OH auTcaH, Aa *KaHblHAbl XKen
anTacblHy AEreH xasnblK AaHanbifbl
eHOEeKKe,i3AeHiCKe, KirepfikKke WaKblpbIn
TYpFaH oK na? Ocbl CUAKTbI yiaFaTTbl
auTbINFaH KaHaTTbl CO3/1IEPMEH,
CTYAEHTTEPAIH Xanbl OHEepre OHbIH iWiHae
9H OpblHAAYLWbINbIFbIHA AEreH blKblNacbIH
AaMbITy,epb6iTe 6iny Kepek.

«KYpPEKTEH WbIKKaH CO3 XKYPEKKE
on Tabap» aengi xanblK gaHanblfbl.An
YPEKTEH LUbIKKaH aH Wwe?

OHIM MEHIH 63€riM XaH cepirim,

HyperimmeH TepbeniH aH ce3iMiH.

XanblK oHi «Llann6asny»

byn oHHiH 8y 6acTa aAacTypni opbiHAAY
yAriciHae Kanblpmachl 2-peT anTblnaTtbiH
60nFaH. ANl KYWCaHbIKTbIH cyrneminaeyiHae
BOKa/AblK, akageMUsANbIK OpbiHAaYFa
NlanbIKTbl eHAey 6apbiCbiHAa 3-peT
KanTanaHblim, 6Te OPbIHAbI KTacCUKanbIK
9Hre anHanfaH. KanblpMmacbiHaafbl
GanbIpFbl «XoMNiM-Kolon»— aereH
MOTiHIHAE OpblHAaY }oHe OHAafbI
Ka3aKTblH 6anblpfbl ce3i «<bagaym» - 2 peT
KalblpbiMAbl 63 YpAiciHAEe OpblHAAY N193iM.

XanblK aHi «AKKanmaltu»

byn eHaaFbl KNaccuKasblK OpblHAayFa
oTe TaMalla eHaenreH. PomaHc
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JlopexeciHae KenTipin opbiHAayFa o64eH
NanblKTbl. Ananaa Ka3aKTblH XanblK

OH OpbIHAAYLIbINbIK MEKTEDBIHIH 6am
©pPHEriH OpbIHAbI KOJIAaHbIMN, WabbITheH
OpblHAaFaH4a FaHa oH AiTTereH xepaeH
WblFapbl xaK. annbl TEOPUS XKy3iHae
OPKUIbI }onaap, HyKaynapablH 6afbIT-
O6argapabiH 601ybl 63 anjbiHa 6ip

ToNliM. Anania npaKkTuKa Xy3siHae
Ka3aKTblH KlaCCUKabIK oH LWbIpKay
MeKTe6i ynriciHae, ap6ip oHLWIHIH 63
TpaKTOBKaCbIMEH, 63iHAiK WbliFapMallbliblK
KenbeTiHiH 60/ybl 6acTbl MakcaT. YAKeH
eHep Tafbl/IbiIMbl 60/IMaK.

Kes KenreH KnaccuKanblK 9HHIH,
LWblFapMaHblH, WbIPbIKTaK LWbIpKanybl
SQHLLIre 6annaHbICTbl. OHLWIMIK Tanan OHbIH,
Tabufn MKeMi(HaBbIK) UMPOBHU3ATOPIbIK,
My3blKanblK 6iniM-iimi, ToXKipnbeci
apKbl/ibl 8H WblFapMaHbl COHbl BUIKKEe
LWblFapa anagbl.

Knaccukanblk eHep anemre opTak
60/1ca, 0N YNTTbIH epeKLWEeNiriMeH KyHabl.
Ka3aKTblH KnaccuKanblK AYHUENEPiHiH OCbl
epefeH KepiHin, AanenaeHreH aarabira
avHanbIn, gamybl eMiplleH ae 6asHibl
6onMakK. Canbin KenreHae Kas3aKTbiH
KJTaCCUKanbIK OH LWbIpKay MEKTEBIHIH,
KanbinTacy, 4amy Tapuxbl, OHbIH 9/1EMAIK
yaepicrneH (nporpecc) inece epicrey
npoueci ocblHOan 6arbiT-6argapmMeH
anfaKTanyaa.

CoHablKTaH fa ockbl eHOeKTe 6epinreH
KeH TaHbIMan XanblK 9HAEPIH (KYNCaHabIK
NeH KOHUEPTMENCTEPLIH cynemMenaeyimeH)
OCbl KOPCETINreH aapic 60MbIHLLA
MallblKTaHbIMN (63iHAIK TPaKTOBKaCbIMEH)
aTtanMmbll Tanan gexHrenine Kaciéum
TYpFblaH o64eH AarabliaraH Karganaa
FaHa aH epeci WapblKTay AeHreniHeH
KepiHOeK.

KopbiTa antcak OyriHri aHLWWi-aKTep
CTYLEHT (Tanankep LWaKipT) KeNIeWeK AFHH,
€pPTEHT aKMblK 9HLWI-CypeTKep TyFblpblHa
KeTepiny xonbiHaa «OHepnas 6oncaH
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apKanaH» — 60/blIN Kenin «eHepai YupeH
[l€ UpeHre» }eTefik apanblfblHAafbI,
«MHeMeH KyaOblK Ka3FaHdan» isfeHic,
€HOEK, OKY-6iliM TYKbIPbIMbIHbIH, HOTUXKENI
eMiciHe canbin Kenedi. byn e3 KeseriHae
anKblH MaKcaTKa HaKTbl1bl 6afFbIT-6aFaap
6epin, ofaH anapap capa *onablH 6ipiH-
Oipi TONbIKTbIpa ep6iTin, NOrnMKanblK
anfacbIMEH acTachbin OTbIpaTbIH, «6» —
anTbl Xyneni Tecingeme-Kkarunaara Tikenen
OannaHbICTbl. ATan anTKaHaa:

CTyAEHTTIH, }eKe AayCblH AaMbITy
6apbicblHAa (AeM, AMano30H, pe3oHaTop,
T.6.) KEPEKTI BOKasablK KOCiOU LLebepnikKke
OPHbLIKTbI YXYEMEH HaTUeNi Typae
6aynblin, Topbuney.

My3blKanbIK 6i1iM }aH-}KaKTblbIFbIMEH
KapynaHblpyaa OCbl canajafbl TaNiM
TONXIiPUOEHIH, (OpblHAAQYLbIILIKTbIH,
MeKTeBIHE COMKEC) YTbIP/bl XONAaPbIHbIH,
Ke3iH Taba 6iny.

bepinreH wbiFapMaHblH, iLLKi XaH-
AYHWECIH alla 6iny TypfFbiCbIHAAFbI
i3geHicke 6alnaHbICTbl HAKTbIIbI Tanan nex
Tanfam.

AKTep-aHLUiHIH iWKi ce3iM KyaTbl, 63iHiK
e3rellenik, epeKLueniriHeH TyblIHAanTbIH
WabbITbIH, KOPKEM/IK-opney webepnirimeH
yliTacTbipa 6iny WbiFapMallbliblfbl
[IEHTeMiH KanbiNTacTblpy.

KasaK KnaccuKasblK oHAEpPiH, Ka3aK
casrepJ/iepiHiH, BOKaablK LWblFapManapblH
aKaJeMUSabIK YIrige e3iHiH Taburu
605ybIMEH OpblHAAyAa, OCbl eHOEKTE
KOPCETINreH oKy-aaicTeMeniK HycKayablH
Heri3ri catblnapblHaH 6acTay afia OTbIpbIr
ympeTyre garabinaHy KyMbiCTaphl.

CTyOEeHTTiH, WhiFapMallbliblK i34eHYiHe,
daHTasuacbiHa epKiHAIK 6epe oTbIpbIM,
[lypbIC TaNiFaMMEH UHTEeNNEKTYanablK
ToniM-Topbue 6epy. YNKEH cypeTkep
JanblHAayaarbl MiHe3-KyJ/1blK KalblNTacTblpy
MEKTEOIHiH 6YriHri TaH TanabbiHa cam
YATINEpiH ynaraTTbiNbIKNEH KONAAHY.

«Hewe Typni )ynpik 6ap, wamacbiHa

Kapan wabagbl» — gereHaenid 6yn
KepceTinreH TarblibiMabl (KOMMOHEHTTEPAI)
9P KaMCbICbIHbIH 63 OPHbLIMEH, KEPEKTI
TBOPYECTBO/bIK EPKiHAIK aca 6iNiKTiniKneH
KofilaraH4a FaHa «9OH Ty3enai TbiH4aywblM
CEeH Je Ty3enriH» (Abal) ceHiMMeH
LbIFYabIH, KSCiGM KOMbIHbIH, Gipereni
peTiHae, ic Ky3iHae acbipyFa 6onagbl.
LLbiHaMbl cesiMm, WblH XYPEKTEH anTbl/FaH
WabbITTbl ©H, ThiHAAYLIbl KOHiNIHEH
LWblFaTblHbIHA KYMSOH 60nMaca Kepek.

KynaKTblH KYPblLlblH, ahbI3blHAbI
KaHAblpap Ka3aKTblH KNacCUKanblK
OHi, OHHIH-9Hi, an CoHbl BUIK TYpFblaa
LWbIPKaUTbIH OpPbIHAAYLWbIHbI QHLLUIHIH-OHLUICI
nengi. MyHaan oHHiH A€, SHLWIHIH, A& OpHbI
6enek. Mip TyTaMbl3 MyHOan eHep UECIH...

MiHe ¥KofapblaaFbl KEH epicTi, TonFay-
Tankbl 601FaH, COHAAFbl «KMIOAaH LWaybim,
KUbICbIHbIH TaybIMN» KenreH «TynnapabiH,
KOC Ti3riHi» — Aen oTblpFaHbIMbI3bIH TYM-
TOPKIiHI OCbIHAA. OHAI, WblFapMaHbl HOTa
OONbIHLIA BOKaNAblK, My3blKanbIK TyFbipaaH
HOFapfFbl GINIKTINIK, KOcibu WwWebepnik urepe
OTbIPbIM, KA3aKTbIH A9CTYP/i 9H-0pbliHAAY
MeKTEOBIHIH 03blK YNrinepiMeH ywrtacTtblpy
Tanabbl MEH MaKcaTbiHAa MallbIKTaHY.
OH/li XaKCbl OpblHAAY MEH acKaKTaTa
LIbIPKayablH apackl }XeP MEH KOKTEN.
ANObIHFBICBIMEH LLIEKTENY, OpTa *KoJdaH
KauTy cneTri. byn ocbl OKY KypasnblHAaFrbl
6acTbl MaKcarT, «<Ka3aKTblH KllaCCUKanblK,
QHAEPIH aKaaeMUANbIK YpaicTe opbliHAAY
MEKTEOBIiHIH»-OKY aTicTeMeNiK Heriai
60nbIN caHanagbl. AFHW OH, LWbIFaPMaHbI
opblHAayaaH 6acTan, acKaKktaTa
WhbIpKay apanblK — XONblHAAFbIl XYHEI
MeTOAMKalbIK HYCKay. Ke3 KenreH xanbliK
OHiH 6ynania TepeH, Taburn 609ybiH
caKTaW OTbIpblIN, A8WEKTI AapinTeyre 6ayny,
ocbl 6afbITTbl YCTaK 6iny-6yn eH ayeni yakpIT
Tanaobbl,i3AeHic NeH eHOEKTI KepeK eTeTiH
BOKaNAblK negarornkanblk inim.

Ce3 CoHbIHAa anTapbIMbI3-
CTYOEHTTEPAiH KaCiOn OpblHAAYLW bIIbIK

95



JafFabliapbiH KanbinTacTbipyaarhbl
negarornKanblK HerisgepiHe ocol TasgamMa
aH-aKTbl TaNIKbl/1aHbIIFaH atanMsbill
Ke3eKTi MacenenepmeH amkbiHaan,kemobip
HaKTbl/Ibl EpEKLUENiKTEPIMEH TOJbIKTbLIPa
6iNAiK AereH yMIT, ceHimaemis!

MikipTanac
Benrini xanblK aHAepiH 6GypmManayfa »on
HOK
HKyperiHHiH Ty6iHe TEePEH, CYHT,
CopaH anfaH acblfl Tac TacTan KepMme.
Aban

«0, apaTKaH! En agamaap Taburar,
PaxbIMblH, MOn, 8AiNAiKTi a3aT eT.
MeHaeHiH xaK Kyoblnara 6apaphl,
Hacan Kepme 63 xanKblHa KusHaT!

OTtaHAabl cyn, MapKas 6in yNTbIHMEH,
EpeHairiH ackaKTaTa LWblPKapChblH,
OTTEHi MO/ TyCcTapbiHa eNiHHiH,
A3amaTtTbIK Kypec, YyHaey auTapchbiH!

HKaKcblnapaaH Hyp wallajbl, wanafar,

TeriHe TapTKaH MMaHCbI3Aap, enre xar.

JlaFHeTi Kynni engiH, xiéepmec,

Kapa HueT, isgereHaep ¥amaHam [2, 26
6.].

OKiHilLIKe opaM, XanbIKTbIH XYperiHeH
TEPEH OpblH anfaH «bpeHa» 6anblpFhbl
QHAEPIH, opKiMre 6ip Tenin, 6ypmanan
asblM, }anfaH anTblmn, *}bIMbICKbI
SpEKET ¥Kacan XKypreHaep anblibliH
HUSAP eMec. HaKTbinbl TapUXK AepEKTEP
MEH MY3blKasblK, FbIIbIMU TYPFblAaH
3epTTeqIMereH, AyaomMar, Xxopamasnfa apKa
cyren, 6inikTi MaMaHaapAblH TajlKblCbIHAH
oTNen anTbliFaH, Ka3blFaH (BbIMbICEN,
[loMbICeN) Hapcenepai *Kapusnay, AepekKi
Katenik. KoFaMHblIH Tanamn Hopcere aereH
KepeHaysblK, HEMKYPaWbIFbIH 9KKi
nanganaHbin, WapyacblH GiTipin *ypreH
«MbICbIKTApAbIH» iC-opeKeTi «E-gereHHiH
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€MeYpiHiH TaHUTbIH» Ka3aKKa KenTeH
6enrini kepiHea,...

XanblK }ayhapnapblH apTyp/i,

OpPKe3 60/bIN TYPaTbiH KUCbIHCHI3
6ypManayliblnblKTapaaH KopFan 6iny,
e/flik Ke3KapacreH Kapay pyxaHu
[IYHWeMi3re fiereH cymicneHLwinikTeH Tyca
Kepek. Kasipri angan anemre 6enrini
eHep MalTaMaHaapbiHblH, OPbIHAAYbIHAA
TOHTI, KEH, TaHbIMaJ KNacCUKarblK
9HAepimi3 «<AKBaKam», «CypLlaKbI3»,

«EKi ¥unpeH», «<Kapfau», <ANKOHbIP»,
«HasKoHbIp», «FalHn», «TineyKabaky,
«AyblfibIH CEHiH, Ipreni», T.6. pyxaHu eHep
nupamMuaacsl icneTTi, apXUTEKTOPbI XaiblK
(con nupamMuaaHbiH 6ip TacblH ayaapbIn
AHaHiIKi efi, MblHa XXaKTiKi FOM — aerexH 6a3
GipeynepaiH ebenencia opeKeTiHiH eHairi
}epae KaHaan KUcbiHbl 6ap). Tapuxu Tepen
OPHbIKKaH, MapTebeni «XanblK aHaepi»
Oafa XKeTnec pyxaHu 6annblK, 63 OpPHHbI,
TYFbIpbIHAA TYpFaH agam3aTKa opTaK eHep
KYHAbUIbIFbI.

COHAbIKTaH KnaccuKanblK Kacibu oH
OpblHAAY MEKTEDBIHIH, (BOKaNblK) HEri3i
©0/bIM OTbIPFaH XanblK SHAEPIH HKyNKblnan
TapTrnaKTay — eHEPCYMEHP KalblH engiH,
anaHaayuwblblFbIH TYAbIPbIN OTbIP.
Hofapbliaa anTbliFaH KNacCUKanblK XanblK
QHAEPIHIH MO3TUKANbIK MATIHIHIH 63i ap
3aMaH, 9p yaKbITTa, 9pTyp/i aBToOpAapablH,
(casrepnepaiH) KeH 6alTaK KepimiaaiH ap
TapanbliHaH ap eHipae LibIKKaHbl KepeHey
Keare KepiHin Typ. Mo, Facbipiap 60mbl
XanblK eneriHeH eTin, KentereH aHAaepaiH
6acTankbl HYCKacbl MyaemM e3rep/i.
CenTin xanblK 9Hi 60MbICbIHa aMHanybl
— 6yNn eHeperi pyxaHu ypaic. OgaH
6epri Asyip MeH Facbipaa npodpeccuoHan
3epTreyLinep, KomnosuTopnap cosn
QHAEepai Kacibu TypFblaa eHaen, HoTafFa
TYCipai. byn Tapuxmn Ke3eHHiH HoTUXeciHae
K/TaCCUKanbIK AyHMere anHanbin,
on npodeccuoHanablk gopexene
HacuxaTTanabl, gapintenai.
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XanblKTblH pyxaHu avHacbl 6enrini
KlaCCUKanblK 9HAEPiHIH Here 6ynan
6ypmanayblHa 3ep casbln, capanarn, ochbl
YyaKbITKa OeNiHri auTblFaH, }asbl/iFaH
TYXKbIpbIMAapAblH 6anblbblHa YHINCEK
WbIHbIHAA la COHay CEKCEHIHLWI
XblngapablH eKiHLLi }XapTbICblHaH
6acTan, Ka3aKTblH acblil Ka3blHaCblHa
arHanfaH He6ip oH-XKblpnapbiMbl34bl,
HerisiHeH 6ip afgaMHblIH TOHipEeriHe COHbI
[opinTey MaKcaTblHAaFbl 9PEKET, ic-
lapanap eKeHiH KepeMis. apblK Keprex
OiniKTi MamMaHaapabliH, FanbiMaapabiH,
3epTTeynepiHe, )aHanKannapblHa Ha3ap
ayaapa OTblpbIN OCblFaH KO3 XKeTKi3aik. En
KynafblH eflieH eTKi3reH b.To)xibaeBTblH,
«@lUblK XaTbl» anTy/Nbl }araaniblH MoH
alblH 8y 6acTaK allbin 6epreH eKeH Fou.
M.9ye30B aTblHAaFbl 94€6UET }KoHe eHep
WMHCTUTYTbIHBIH, Konmkasbanap KopblHaa
caKkTanfaH bakip Toxi6aeBTbIH, «XablK,
Ka3blHacbl TaNlaH-TapaFfa Tyce 6epe Me?»
[3]. AyKbIMAbI }aH-aKTbl 3€PTTENIN XablK,
MOJEHM MypacbiHa AereH aHallblp/blK,
NeH, LWbIHAMbINbLIKNEH Ka3FaH OCbl 6ip
alblK XaTKka aec 6epenik. VIl 6enimHeH
TypaTtbiH COM XaTTblH, KTaCCUKaNbIK
aHaepiHe 6annanbicTbl ILIILIV,V 66nimin con
KyWiHOe TONbIKTaM YCbIHYbl }X6H KepaiK.

Il

EH anablMeH, CUbIKCbI3, CYPbIKCHI3
annapfa KelipeK Kocblica aa, 6ipak
OenceHAiNniK TaHbITbIN Kene )aTkaH Kasak
paanoChbIHbIH «<HacuxaTblHa» TOKTamn eTENIK.
AdupaeH 6epinin w}aTkaH KenTereH xanblK
QHAepi «noneHwenepaiHy», «TyreHwenepai»
aTbIMEH, FHU «ManeH» CepiHiKi, «TyrexH»
CepiKiHi gen 6epinyge.

Mbicansbl, xanblK oaHAepiHEH «Knblpma
6ec» CanfapiHiki, «Jlonnim», «FalbIFbiMmy,
«bypbinTan» bipxaHaiki, «<Kapa Topran»
(CblpapblH, XxanblK oHi), «<AnTbibacap»
bl6panaiki, «<fayhap tac», «FaiHun», «bec
Kaparep», «OWKeH- an» Ceriagiki, «Tonan

KeK», «Apaak» XapbinFanbepniHiki, «KOpan»
Ectangiki, «Cypeken», «lLlonnban- ay»
HKasgy MycaHikKi, 7.6 60/bIN 6YpPblH- COHAbI
aTaKTbl dHLWiNepaiH opblHAayblHAA
JIEHTaFa }a3blblN anblHFaH. }ofFapbiga
aTbl aTanfaH xanblK aHAepi éyriHae
OUKTOP/bIH, }aHa «afifbl CO3iMeEH» KyHbe-
KYH adupaeH 6epinin xatblp. CoHaa pagno
6acubllapbiHa MyHan <*KOMapTTbIKKa» KiM
6epai ekeH? On XafblHa aKbl/1 XXeTnenai?.

Kasak xanblK Komno3utTopnapbiHaH
YKOFapblaafFbl MapXaH oHAepAi Kbl3FaHy
eMec, oflapfa «TefliHreH» aHaepaiH CTUNbAIK
YKOHEe Ma3MYH XaFblHaH KenMeyiH Kenbip
afjlamaap Here onnacTblpman oTblip?
Onan onnamMamTblHbl- TEK 9PKiIM 63 aTa-
6abacbliHblH aTaK- AaHKbIH LWbIFapyFa
(MYHbI TapuXLblnap «Tpandanuam» gen
KYP) KaH asaMaM, Ke3 yMbanblK apeKeT
YKacayblHa 6onap gereH TyXKblpblMFa
KeIMECKE bllaX ¥OK.

HKannbl anTa KeTep Hopce, aThl
MOJliM XanblK KOMNO3UTOPNapbl My3blKa
TapuxblHaH 63 OpblHAAPbIH anfaH.
OnapAblH, 3 Ten WbirapManapbl e3aepiHe
eTteai. Onap amaH- XaKcaycbl3- aK
XanKblHa Kagipni! Onap Typanbl akageMunK
AxmeT KyaHynbl }Ky6aHoB «Facbipnap
nepHeci», «3amaHa 6ynéyngapbl», «<9H- KyM
canapbl» aTTbl KYHAbl AYHUENEP ¥a3bin
KeTTi [4]. ATaKTbl A. 3aTaeBu4 Te 6yn
TypacbliHAa Ken- Kecip eH6eK eTTi [5].

[l

CopaH CoH FaHa WblHAbIKKa 601
YCbIHbIM, XaNblK oHAEPIHE, KynnepiHe
apauwa Tyce anap egi. Mbicansbl, «JTennim»
Bip»kaHaiki emec. byn aH bip*KaHHbIH
«JTonnim WblparaHaH» UHTOHALUSANBIK
YKafFblHaH da, WbIFY HETi3i, Ty MOTUBI
YKaFblHaH da TbIM Lanfam XaTblp. OUTKEHI
BipxkaH «JTolniM WbIpafFblHbIH» 63
eMipb6asHbl 6ap... An JTennim» - NTUPUKanbIK
XanblK aHi.

Con cekingi bipxaH «FalbiFbiHAa»:
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[dapufa- aln, oyHWere Here Kengim,

Kenaim ae 6ip XeTiMTIKTIH COHbIHa
epaiMm...-

[len anTyra TUiC eMec. OH ca3sbl Kbl3
ay3blHaH LbIKKaHbl TaHbIbIMN TYP...

Tafbl Aa xanblK aHi «<bypblnTan»
TypacbiHaa A. }yb6aHoB: «bip»KaH oHiHiH
atbl «bypbin» 6onFaH. bip Katap Kicinep
«bypbln» 6osca, «bypbintan» ga 6onap aen,
«bypblnTan» gen atan KeTkeH. biagiHwe, on
Aaypbic emec» [4, 6. 49].

Adunpaen 6epinin wyprex «kOpaH»
OHiHAe:

Ocbl aHAi FOpaH aereH Kbi3 anTbinTbl

banacbl 6acKa agaMHbIH, canaraH
emMec,-

60/1bIN anTblNCa, 9H aBTOPAPbIHbIH, KiM
€KeHJiri e3iHeH - e3i awbliMan ma?!»

«AnTbibacap» bl6bipanabiH
TBOPYECTBOJIbIK NOYEPKiHE
KeniHKkipemengi...

bi3, oapuHe, «<AnTbibacapabl» bl6bipaiabl
KnuMaygaH aynaknbl3. bipak aBTopbl
6enricis oHaepai o64€eH WbIHAbIFbIHA
KeTnen Gipeyre Tenun canyaaH aa aynaxnbi3
[4, 196 6.]. «bl6blpain oHAEpPIHIH Ti3iMiHAE
«Hapatopran» gereH aT 6ap... OHHiH Co3iHe
KaparaHaa 6i3 6inetiH «KapaToprangaH»
6acKka my3blkacbl 6ap cusKTbI!» [4, 201 6.].

AxmeT KybaHoB Tafbl 6ip ce3iHae:

«...Kenbipeynep Ka3aKTbIH eXenri
KaHblHa CiHreH , 91i KyHre apbliia anmam
Kese XaTKaH XepfecTiriHe TapTbIn, XaKCbl
OH, XaKcbl Kyr 6onca, 63iHiH atTanacblHa,
ayblngacblHa ¥ancbipaabl» - gerex [4, 203
6.]. AXxaH anTbIN KETKEHAEN, XaNKbIMbI3/bIH,
e3imMeH Bipre ykacachbln Kene xaTkaH, Hebip
MapxaH ayHuenep «Kasak aHaepi» UHafbl
KaHLlaMa 6acblnbiMaap Kepin, KenwifikTiH,
pyxaHu a3blfblHa arHanca aa, 6yriHae con
AYHUWeENep TanaH-Tapaxra Tycin, apKimre
TaHbINbIM, pecnybanKanbiK paguo MeH
6acnanapiarbl, ra3eT }XypHangapaarbl
Kenbip agamaapblH Ky/lblHa KipicyiMeH
63 XKepnecTepiHe 3opnan 6epinin, FbibIMFa
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[a, 3aHfa fa Keperap ic ictenin oTbIp.

Con anTblIiFaH 3aHCbI3AbIKTbIH,
Kyp6aHgapbl: «CypxeKkewn», «Llannban-
ay», «<Appak» , «Tonan Kek», «fayhap taco,
«FanHun», «bec KapaKep» , «ONKeH-an»,
«Kaprauw», «bankypai», «CblpFaKkTbl», Tafbl
6acKa aHaep.

Mbicanbl, KyaH JlekepoB anTKaH «Tonaw
KOKTiH»:

«*Kapblnfan ecKi aHLWiHiH MaHfa3bl efi,

OHAI epTTen, Kynai MiHreH apaarepi.

Ocbl oHAi KeKweTayaaH ecitTim gen,

basHfa anbin Kenin }xanfaH efi», -

[lereH aHHiH ce3aepi KiMHiH ay3blHaH
WbIKKaHbIH KepceTin Typabl [4, 387 6.].

«*KapbinFanéepai e3i oH WbiFapMmaraH,
OipaK KaTapblHaH 03faH oHLWLi-OpblHAAYLWbI
6o0/ica KepeK. MiHe, OHbIH, pernepTyapbiHaH
«Kanw», «llamar, «Tonam Kek», <Apaaky,
«KeniHwek», })oHe 6acka aHaep anagbl»
[4, 352 6.]. «CoHaan-aK «CblpFaKTbl» SHiH
bl6bipaifa }KancolpyablH, ewwo6ip OPHbI XOK,

OJ1 9HHiH, OCETTIiKI eKeHi angexalaH 6enrini.

bl6bipanabiH «<banKypanbl» ataHblN KETKEH
9H ae 6i3 6ineTiH «<AMMaH-LLlonnaHfa» eHrex
«bankypan» emec, TeK attacr» [4, 203-204
66.].

v

EHpelwe A. 3ataeBunYy }KUHaNM, TinxaTka
(HOTaFa) TyCipreH caH MblHAaFaH XasblK
OH-KynnepiH, A. }KybaHoB a3blM KETKEH
XanblK KOMMNO3MUTOP/apbl WbiFapManapbiH
KaWTa Tekcepin (peBuauanan), aBTop/blfbIH
OypManayablH KMCbIHbI }OK, TiMTi,
3aHCbI3AbIK AENTIHIMI3 € COHAbIKTaH.
XanblK KOMNo3uTopnapbiHbiH 6api Ae, eH
aniblMeH, XanblK MypacblHaH CyCblHAaFaH.
OpblHAayLbl SHLWiNEp Typanbl Aa akageMuK
A. ’ybaHoB Ken }a3abl. Con ken
opblHAaywWblNapablH, 6api 6ipaen aH MeH
Kynre aBTop 60/bIN KETE a/IManTbIHbIH Aa
fAanengereH.

AybI3eKi gocTyp 60MblHLIWa KeNBip
afamaap «ata-6abam wwexipeci» gen,
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aKaJemMusara Ky en antbin Kyprex
aHbI3, 9H-KYH, XKblp, MaKan-maTern,
LIELEeHAIK co31epiH XXUHaN Ken-Kecip eTin
Tancelpaabl. }oHe e 6apiHeH 6YPbIH 63
«OOMKaMbIH» LWbIHAbIKKA casabl. Tanawn
Facblp OTiN KETKEH 63 K63iMEH KepMereH
OJTi aTanapblHbIH, aTafblH LWbIFAPaM aen,
raseT-}KypHangapfa «En ay3blHaH» fereH
angap TafbIn }apusanan, TinTi KitTantapfa ga
eHrisype...

MyHAaan 6omKamaapabiH, Tepic,
JlypbICbl TypacblHa aKaeMUK, *KasylLlbl
MyxTap 9ye30B Tapuxu eneHaepaiH,
aBTopflapbl KebiHece con oKuFanapbl
Ke3iMeH KepreH TyctacTapbl gen, agin,
Tan 6acbin antca, an 63 Ke3iMeH KepMmen-
aK, OpKiMHiH non6apbl MeH 6i3aiH OYriHri
TycTacTapbiMbl3blH 6ipi KapaTan buroxumH
Ceria cepi banpamynsbl LLlaKwaxkoBs
«KanablpraH» aen, «<Kepew wexipeci»
JereH KomkasbacblH Kazak CCP FbinbiM
aKajgemusicbiHa TanceliprFaH. Con 6oMbiHLWA
aKaeMUSHbIH, FbINbIMK KbI3MeTKepi M'ynwar
TypcbiHOBa «KapaTtayabiH 6acbiHaH Kell
Kenepi» («<Enim-ai») gereH makanachblH
«MaaEeHMET KaHe TYPMbIC» HypHanbliHa
(N26, 1981 xblInfFa caHbl) }apusnaraH
[5, 124 6.]. Con maKanaga XanblKTblH,
oenrini «<Enim-anblH» epni-3anbInTbliap
KoxkabepreH »blpay (eneHiH), COHbIH aneni
AlLa (oHiH) WbliFapManTbl-MblC... byn
apgampgap Om6bl afblHaH Cbip 60MblHa
«KaWblHAan» KenreHge antca Kepek.
«EniM-anabiH» KaHLLa HycKachkl 6onca aa,
auUTYyLWbIChl XaNbIKTbIH 63i. OH — «AKTabaH
LWY6bIPbIHALI KE3iHAE, UMNPOBU3aLIMSIMEH
WblKKaH 3ap. OHbIH KaHLllama HYCKacblH
KaHLllaMa agam a1Tca aa, Tapuxta en
OineTiH 6ip FaHa Typi XanblKKa KeH,
amnblnFaH. EHgewe «Enim-anfa» aHa
aBTop i3aecTipyaiH TiNTi A€ 6H-KOCbIfbl
*OK. OcblHAaN «wKaHalUbINAbIKTbIH»
KecipiHeH «Enim-ai» aHi «Ka3aK aHaepiHiH»
KeniHri 6acblnbiMaapbiHa KipMen Kanbin
HKYP...

Vv

«OPKiM BINreHiH 6uiK Kosaabl» AereHaen,
6i3 eMip cypreH asyip facbipnap 60mbl
HbIP/IaHbIMN Kene }aTKaH XanKblMbl3/blH
acbin mypanapbl — «Kbi3 Hibek», «<Ko3bl
Kepnew — basiH Cyny», <AiMaH — LLlonnaxy,
Tarbl 6acKa TaHfFaxawbln JacTaHAapblH,
HbIp/lapblH, 9H-KYWNEPIH TenireH 6yn
KYHre JeWr»H aTbl efnire ManiMm emec
Ceris gereHgi Taybln anbin, Tapuxm TySIFa
peTiHae KepceTKici KeneTiHaep ToobI
paguvora,ra3eTrep pegakumsanapbiHa
GipiHeH coH, 6ipi biIKMan eTyfe KoHe
HayKaHAbIK XYMbICbIHAA onap ewo6ip
Keaepricia onblHAarblNapblH enre aunrinen
ynrepegai.

CoHpa Ceri3s cepi aereHaepi Kim?

1) «Ka3aK agebueTi» ra3eTiHiH,

1977 wbinFbl 1 Winge KyHri caHbiHAa
E.XKaKbinoBThiH «Ceri3 Cepi» aereH
MaKanachbl }apblK Kepgi [6]. KasaK
TapuxblHAA elWKaH4an NporpeccuBTiK pen
aTkapmaraH llakwak 6uaiH Hemepeci,
banmypansl MyxammegkaHaousa gereHre
Om6blaaFbl KageT KopnycblH BGiTipin,
LLlokaH TyFaH »blnbl con MyxammeakaHdua
Banpamynsl LaKwarkoB «Kbi3 Hibek»,
«Ko3bl Kepnew — basiH Cyny», «<Ep TapFbiH»,
«AnmMaH — WonnaH» pactaHaapsblH, «fayxap
Tac», «FanHu», «<Kapfrauw», «<ONKeHan» ,
«AKBYNaK» aHAEpPIH WaFapaabl-MbicC.

byn Kanan? KawkbiH oduLepai iageyLui
6onmaraH 6a?

An, F.MycipenoB «¥nnaH» NoBecCiHAe:
«Ceria cepi» gereH Omb6bIFa Takay
KbI3bl/Kap KepiHae,e3 eniHae eMiH-
E€pPKiH cangblK KypbIn »}ypron! onri
KalWkKblH MyxammeakaHadusa banpamynbl
LakwaKkoB Kanawia Ceri3 cepi ataHa
Kosaabl? LakKwakos Typansl aa,Ceris
Typanbl Aa Tingen 6osca aa AepekxTi
[IOKYyMeHT 6ap Ma ekeH? bap 6onca Here
antbinManabl? An MyxammeakaHadus
ha pen xypreHaepi — LLoKaH
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(MyxammegKkaHadus) YanuxaHoB. CoHaa
Ceris gereHaepi «mata AaHKbIMeEH 663
eTKeHime?...» [7].

KanaWlla eKi Facblpfa XyblK yaKbITTa
Ka3akK xallKbl }XOoFapblga atajfaH ce3
acblfl KadblHaCblHbIH, «aBTOPbIH», AFHU
LLlakwaKoBTbl aTamaraH? Ay, atagaH
6anafa Mypa 60/bIN Kene *}aTtkaH
XaJIKbIMbI3[bIH aybl3 9eb1eTiHAEr iHXKi-
MapKaHaapbl elwkaHaan LaKwaKoBTiKi
Hemece Ceri3fiKi eMmec,XxanKbIMbl34blH, 63
Mypacbl emecne eai!

2) «Ka3aK aaebueTi» ra3eTi 63iHiH
1978 binFbl 3 MapTTarbl HOMeEpiHae
N. KeHxxanues: (6ynaa FblibiM
KaHauaaTtsl) «Ceris Cepi — LWaKwakKos
Mcatan — MaxambeT KeTepiniciHe
KaTbICKaH,KeTepinicwinepre Kenoip
COfbIC TOCINAEPIH YUPETKEH» - lenai
[8]. ©3i TapuXx FbibIMbIHbIH, KAHAWAATbI
60na Typa,ellKaHaan xa3ba JepekKe
CYMEeHBEN,TiN YIWbIMEH anTa canblHFaH
Kin-KilleHTan MaKana Ka3aK TapuXblH
Mynae 6ypmanay 60nbin WbiKkKkaH! «Mcatan
— MaxaMm©6eT KeTepinici Typanbl Tanannap
Pa3aHoB, LLlaxmatoB, }Kymanues TaFfbl
6acKanap fbl/ibiIMW eHOEK a3abl.

LLlepeKkoB aKblHHbIH, UcaTai, Maxamb6eT
Typasbl gactaHbl 6ap. On KitantapabiH
Bipae-6ipeyiHae He Ceris, He LaKwakos
Typasbl 6ip aybl3 ce3 anhTbl/IMaraH.

MyHbl M.0O.9ye308B aTblHAAFbl
9/1e6UET }KoHe eHepP MHCTUTYTbIHbIH,
FbITbIMM XaTLLbICbl, PUIOOMUS
FblIbIMbIHbIH, KaHaAWAaTbl A. MycuHOB
(21maycbiM1978:K.). MaraH »a3FaH
xaTblHAa «Ceri3 cepi KalnblHAa 9ae6u
raserre XapusinaHraH sgebueTuli
E.X*XaKkbinoB neH Tapuxwbl M.KeHKenmeBsTiH,
MaKananapbl AKagemMusaHbIH aa,
WMHCTUTYTTbIH Aia NiKipi eMec, }eKe
©3[€epiHiH Nikipnepi»,- geniHreH [9].

3) CoraH KapamacTtaH «Kasak oae6ueTi»
ras3eTi oni KyHre e3i }a3faH LllakwakKoB
banpamynbl MyxammeaxkaHadusHbl
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Mynaem yMbiThin, Ceria cepi LaKlwakxkos
Jen artan, XasnblK eneHaepiH, «ef ay3blHaH»
anblHFaH gen éypbllliTaMa KONbIM,COHbIH,
aTbIMeH }apusanan Kenegi. LLlakwakos
6yn KyHae Ceria cepi 60MbIN KETTi.
LLlaKWwWaKoBTbIH 63 aTblH,9KECiHiH aTbIH
«KaszaK agebueTi» Mynae eciHeH Wblfapbin
angbl. OFaH TeniHreH eneHaepiHiy, akaybl
Ken». CoHaan-aK aHaepaiH TafablpbliHa
KeJficek, 6YpblHHaAH anTbIbIN Kene XaTKaH
XanblK 9HAEPIHIH 6ipae-6ipi My3bika
3epTreyLlici 3atTaeBuY Ka3fFaH caH
MblHAaFaH Ka3aKTblH OH-KYM }UHaFbIHAA
CerisfiKi, He LLlaKlwaKoBTiKi ageniHoereH.

Ceris pereHHiH, — LaKwakK Hemepeci
€MeC EKEHiH, OHbIH 81e6u1 Keninkep FaHa
€KEeHiH, Ke3iH4e akaeMuK ¥a3ylbl Cobut
MyKaHOB «XanblK Mypachbl» aTTbl KiTabblHAa
(KasakcTtaH 6acnachbl, 1974 x.) Xa3bin
KangblpfFaH 6onatbiH [10].

ByaaH whiFaTbiH KOPbITbIHALI: «<Ka3ak
aaebueTi» raseTinge E.xKakbinos, W.
KeHxanveB xaHe 6acKanap KetepreH
Ceris laKwakoB banpamynbl
MyxammeakaHadusa emeciH C. MyKaHOB
3epTreyi pactanabl. «Ceris cepi» o1e6u
Keuninkep AenTiHiMI3 Ae COHAbIKTaH.
CobeHHiH, xa3bacbiHaa «Maknan-Ceria»
XUKasCbIH Innsac XaHcyripoB aKblH Aa
JlacTaH eTKeH KepiHepi... [10].

EHpoelwe, aybi3 oaebueTiHAEr «anbin-
Kallina» ce3aepai nanganaHbin, XanblK,
MypachblH TPiK eTyre 6osMac! Ata-6abaHblH,
aTblH LWblFapyaa 6TKEH TapUXThbl 63iHLLIE
e3repTyre elWKiMHiH e XaKbICbl 0K
6onap! CoHaan-ak «<Kepuwingik» neH
«KeKWwinaikTiH» 6yriHae ewoip nanaacsl
*oK! OHOanabIH TaMblpbiHa 6anTa
lWabblnca KepekK-Ti! Ocbl TyCTa Kenelek
yprakKa amaHaTTbl AyFan conemiHaen,
TapUXTbIH, KeJIeHKeNi TycTapbliHaH Cblp
LUepPTETiH Ayanbl XaTTblH, Ti3riHIH TEXeOiK.

EHAi 6YriHri yaKbIT, TaHAaFbl aTajiMblLL
©3€eKTi Macenere 6anaHbICTbl }a3blaFaH
[IoMeKTi, HaKTbl/ibl AepeKTepre ToKTascak.
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2013 ». M. O. Oye30B aTbiHAaFfbl
O1e6UET KoHe eHep UHCTUTYTLI Konxkas3ba
6enimMiHiH MeHrepyuwici, dunonorus
FblIbIMAApPbIHbLIH KaHanaaTtbl ToKTap
ONi6eKTiH «ONTaMbI3blK» KiTabblHbIH,

«CEri3 cepire KaTbICTbl CEHIMCI3
Ko/iXKazbanap» aTTbl Kenemai 3eptrey
MaKanacblHOa 6inikTi 3amaHaym
FanbIMHbIH KO3KapacbIMEH HaKTbl/bl
ankblHoanfaH [11]. Con maKkanaaafbl
XanblK oHAepiHe 6annaHbICTbl }KEPIHEH.
«Kazipri aneKTpoHabl aknapaT Ke3gepiHae
6epinin xypreH «fayxapracr, <AKEPKe»,
«Kblnon», «Tiney-Kabak», «FaHu», «Mnuram»
T.6. 6ipKaTap xanblK 9HAEpi MeH oHaaFaH
Kynnepai C.bahpamynbiHbIH aBTOP/bIK
TYbIHAbINAPbLI AEYre FbIbIMWU A9NEN XOK.
KasakTblH 1000 aHiH HOTaFa Tycipin,
KWHaFaH api 3epTTereH A. B. 3ataeBuny neH
akageMuK A. JKyb6aHOBTbIH eHOeKTepiHae
Ceri3 cepiHiH oH-KynnepiHe 6annaHbICTbI
elkaHaan ManiMeT KepceTinmereH [5].

Cewrin, 17-18 »kacap 6036ana
Ceris cepi 1835-1836 xblngap
apanblfblHa oCblHWaMa gactaHgapabl
¥blpnan,wblfapbln KONTEreH aH-Kynnepai
JYHWere KenTipreH 60nbin wWbiFagbl.
HKeTKisywinepain manimeTiHwe, Ceris
cepiHiH «Kbi3 KibeK», «3enHe-3anbin»,
«Ko3bl Kepnew-basH cyny» gactaHgapbiH
HKycinbek LWanxucnamynbl, Mayneken
lOmaukoB, XaceH baba aereH agamaap
KasaH KanacblHaH 6acTbipbin, KiTan eTin
WblFapfaH. byn anTbinFangapra ewKaHian
nonen Kentipinmenai. K.buroxmH
TancblpraH «Kbi3 HibeK» X bIpbIHbIH,

MOTiHi MeH HKycinbeK HycKacblHAa
anTapnblKTan epekwenitep 6ankanagbl.
CoHablKTaH GONbKIOPTAHYLLbI-TEKCTONOT
FanbiM MmapkyM M. FymapoBa K. BUFOXKWH
KomKasbacbliHa MblHadan KOpbITbIHAbI
}acanabl:

«byn-»apusanaHbin }xypreH “Kpi3 Xibek”
bIPbIHbIH XaHe oneparblK KOMbI/bIMbIHbIH
Ma3MYHbIHaH asiblHbIM }a3bl/IFaH XaHa

TybIHAbI. KuccaHblH, MaTiHi 60MbIHLLA OHbIH,
CIOXETiH NanganaHa oTblpbIM, XblPablH,
3NM30ATapblH KYHCbI3 YUKacTapMeH,
Kenae OH Xosaa 6ip Ke3aeceTiH

yMKac-60c ce3aepMeH, Kenge 6acKka
blpnapAblH COM CUAKTbI CIOXKETTEPIH
asbin, OPbIHCbI3 TONTbIPbIIFAH. ... KbIp
apuanayra aa, 3epTreyre ae kenmewni.
KeWniH KypacTblpbinfaH, 94eMi XblpAblH,
TEKCTiH 6y36aK 6onfaH apeKeT. MyHaan
HblpiapMeH GOHAbIHbI TONbIKTbIPYAbIH,
KaxeTi KoK» [12]. An 6enrini anoctaHyLubl,
GUN0I0rna FblibiIMAAPbIHbIH, JOKTOPSI,

con TycTafbl Komxasba opTanblfbiHbIH
MeHrepyLuici, npodeccop O.
Hypmaramb6etoBa M. O. Bye30B aTbiHAafbI
oaebueT KoHe eHEP UHCTUTYTbIHbIH,
FblNbIMU Kbi3MeTKepi T.KaHaFaToBKa:
«BUFOXKMH KapaTtanaaH Kenin TYCKEH Kepen
Ceris cepi baxpamynbl blpnaabl 4ENTIH
“KbI3 }ibeK KMccacblHbIH HYCKAaCbIH” 63iHe
KanTapbIn Xi6epyi Kepek» (con bymaaa) -
JereH Hyckay 6epegi [11].

«ONTaMbI3blK» KiTabblHaH Tafbl 6ip
y3iHai. “Kasak $dobKNOpPbIHbIH, anTbiH
KOpblHa KocblnfFaH «Kbi3 ibeK», <AMaH-
LWonnaH» «Ko3bl Kepnew — basH
Cyny», <Kambap 6atbip» «Ep TapfblH» T.6
*oaairepnepin, Ceris acepi baxpamynblHblH
WblFapMaLllbl/iblFbIHA TeNiHYyi TinTi
Heri3ci3 60/bin KepiHeqi [11]. Ce6ebi
KepceTenreH xasblk mypanapbl M.
dye30B. C. CendynnuH, bl. [lynceHbaes,
M. Fa6aynnuH, 9. KoHblpaTtbaes,

P. bepaibaes, C. Kackabacos, O.
HypmaraH6eToBa, L. bl6bipaes, E.
TypcbiHoB, T. ChigbiKoB, M. FymapoBa, 3.
CenimkaHoBa T.6. FanbiMaap TapanbiHaH
3epTTeNin onapablH, auTyLlWbl-XbIpLWbliapsl,
KETKI3YLi-*KUHanyLblNapbl }eHiHae
MOHorapduanblK, 6ubanorpadpuranbikK
OHEe cunaTTamanblK eHB6eKTep Kas3blnabl.
bipak 6yn eHb6ekTepae C. baxpamynbl ecimi
atanMmangbl. Con makanaga Enéacobl H.
Hazap6aeBTblH 6actamacbiMeH «MaaeHu
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Mypa» 6aFgapnamMacblHblH agcbiHAa
apblK Kepin aTKaH «babanap ce3si» 100
TOMJAbIK *WHaFbIHbIH 6€1 opTacbiHaH OPbIH
anatblH «KbI3 XKibeK», <AimaH-LLonnan»,
«Ko3bl Kepnew-basH Cyny», «<Kambat
6atblp», «<Ep TapfblH» T.6. [13] XKblpnap

MEH gacTaHAapAblH, *anfFbl3 6ip TyaFara
TeNiHyi pyxaHu KYHObl/IbIKTapFa KacasFaH
KusiHaT 6onbin caHanagbl. Con CUAKTHI
XallblKTbIH, 9H-KYWNepi caHaTblHAaFbl
KenTereH oagirepnepai C. bBahpamynbiHbIH,
aBTOp/bIFbIHA TENy 9pEKETTEPI e HEeri3Ci3,
FbUIbIMFA XKaT TYXKbIPbIM 60bIN caHanaabl
[14, 124 6.]. Ocbl anTbinFaHaapabl
Tyningen kene, Ceris cepi Mypachl AeniHin
*ypreH K. buroxuH, M. bonaToB eTKi3reH
M. O. 9ye30B aTbiHAafFbl O4€OMET KaHe
eHep UHCTUTYTLI Konxkasba KopbliHAaa
CcaKTanfaH, TYN-TepKiHi 6enricis,
OypManaHfaH, canacbl MEH KepKeMaiK
JleHreni CblH KeTEPMENUTIH MaTiHAePAi

[14] »aH-*aKThl, ipreni Typae 3epTreMen
TYPbIM, }OFapbl OKY OpblHAAPbl MEH MEKTEN
OKYNbIKTapblHa €Hri3y epTepek aeyre

Heri3 6ap. Ocbl Kepae M. KabaHb6anabiH,
PETPOCNEKTUBAJbIK CyxbaTblHAH PKUbI
3aMaHayM KYHTbIPKblibiIKKa 6ainaHbICTbl
aWTbIN KETKEH TEPEH OMAaH LbIKKaH,
KepereHaik cesi onfa opanagpl...

«OUTKEHi BYPbIHFbl OJAKTbIH, Kblpafbl
HaKbllaybl }OK, 63iMi3 61, 63iMi3 KOXa
60/1FaH CoH 6asFbl KWNHOPEKKMUCEP MAPKYM
CyntaH KoXbIKOBTbIH “KbI3- Kib6eKTi”
TYCipin }ypin, Kawau canfaH KMHO
TaHb6anbl TacblHaH “enemMaiK *KaHanblK
alwbin” Mackapa 6onfaH Kesimisaen,
ayallaH akafleMUK }acan Xypmis»
peTpocneKTnBarnbiK cyxbaTbiHaH [15, 20
6.].

OHep TapabbiHAa FacbipnapaaH aca
KeH, KoNaaHbICKa 1e xalblK aHepiHeH
*UHaKTap 6ap. OHga Tanra TaHba
6ackaHaamn XanblK aHi «<AKGaKam», «EKi
HupeH». OHaereH J1. Xamman. XanblK
oHi: «lLlannbasy», «Anbipan», <ANKOHbIP»,
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T.6. OHgereH b. Ep3akoBuy. Ocbl
KYHbl OKY KypasblHAAFbI «XaNblK oHi»
— JIEreH KacueTTi €e3, YFbIMAbl bICbIPbIT
KOWbIN OpHbIHa (Ceri3 cepi) eHaereH J1.
Xamuau 1.6 eHaereH agamaapibiH athbl
OHIH KanablpbiM, }XUHAKTAP WbIFApPbIN
}ypreHgep 6ap. Mbicanbl: XanblK oHi
«FalHW» Bip XMHaKTa HKapbinFan 6epai,
an Tafbl 6ipiHAae con aH Ceria cepi — agen
e3repTin ka3bina 6epeai [16]. CoHpa
FacblipiapaaH agambin, WbiHAaNbIN
YEeTKEeH XaJiblK aHAepi OHbl CON TypFblAaH
6afranan, 3epTren, 3epaenen 6apbin
3aMaHayu Tanan AeHrenaeH eHaen,
OPHbIKTbIPFaH ManTanmMaHgap Kasak
OHEpPIiHIH Heri3iH KanaywblnapabliH
€eHOEriH el KbiNyFa KaHaan afgaMHblH, A9Ti
6apajbl. OcblHay 6ar MypaHbl Nall €TKeH
KanpaTKkepKepnepaiH epeH eHoeri kanaa
Kanmak?! babanapaaH KanfaH mupac
pPyXaHW [lYHUE KEKEe MEHLIIKKEe ayaapaTbiH
MYJiKKe (HeABUXMMOCTb) XaTtnanapbl. byKin
caHasbl eMipfiepiH, Kocibu GiNiKTiNiriH
capbIn eTKeH agan eHberiH, onap emipaeH
OTKEHHEH KeWiH, Heri3ci3 oH/bl-CoNAbl,
TOFbITYFa,KbICTbIPYFa KiMHIH KaKbICbl 6ap?
bip agamabl gopinTey MaKkcaTbiHaa,
QWTini sHAepAi KacaHabl O/IMEH COfaH
Tenin 6ypMmanayaaH abbipon 60/IManTbiHbI
¥aWnbl anTbl/bIM, *a3bl/blM Ta }KYPreHiHe
YapTbl Facblp. ¥Jibl KanpaTKepnepaiy,
amaHaT Kbl/lbIN KETKEH XaslblK 9HAEPIH
KOKKa LblFapbIn OTbIpFaH KaHaan
3epTreyui. Kacibn mamaH, e3 iciHe agan
ajjaM MyHJan ToFblllapnbiKkka 6apmac efi
FOMN...

BypbiH 6enrici3 Kaciou TypFblaaH
eHAeNIMEreH aHaepai XapblKKa LWbiFapbi,
TbiHAAYLbl KaybIMFa aHalblK YCblHCa 6ip
Copi FONW...yNnaHfFamblp KEH AanaHblH aHa
LIETIMEH MbIHa WeTiHe Bip CeKipTin Xyprex
Ceris cepi 4enTiH CEHIMCI3 Keninkepae
OHAan 6ip oH Kesaecnenai. XanblKTbiH
Kocibn MmamaHgapMeH bipnecin, KelleHai
TypAe oKeNreH acbll MypachblH WWeKeciHeH
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LepTin oTbIpbIN, 6ip agamsa Tenin, anbin
6epy NUFbl-apeKeTi ankannan Typ?

Horapbiga b. ToxibaeBTbIH xaTbiHAA
FawbiFbIM-oHiHIH, BipXKaHOiki eMec eKeHi
nonenaeHreH. Kenid M. XXymabaeBTiKi
60/1bIN 6acblbIM XKYpP... BybIHCLI3 Kepre
NbllaK YpFaH ayneKifnikre gaya oK eKeH.
A 9HHIH Ce3iHe XYriHCEK,co 6asfbl

[Japuvfa gyHuere Here Kengim,

Kenaim ge 6ip XeMTiKTiH, COHbIHa epaiMm.

OWen 3aTblHbIH, LiblFApFaHbIH 63i-aK
anTblin Typ. Kaszakra «CblHCY» — AereH
Kbl3 y3aTKaH4a A9CTyp 60nFaH TEHiHe,
CYWreHiHe y3aTtnan KanblH, Manfa 6epinrex
Tanan Kbl3AblH TafablpblHaH CbIP LWEPTETIH
OJ1eH, oyeHep, KOoKTay T.6.Ken 601FaH.
Ka3aKKa Kbl3-KeniHLWEeKTiH, aH, e/1eH
LblFapaTblHbl TAHCbIK 6ONFaH eMec.

XanblK oHi: «EKi }upeH».

KelwKeHae Xbl1Kbl anjanMblH
JanaMeHeH,

AynbliHa 6apyllbl eiM anamMeHeH —
gen 6actanagbl FOMU. XanblKTblH T61 9HIH,
Oipeyre Teny ylliH, weifapfaH «CepiHiHy
— KiMHIH, XbINKbICbIH 6afbIMN Xypin, KiMre
apHaraHblH ganengey Kepek emec ne?
XanblK aHi «Anbipai», «Kbi3bln 6uaam» A.
banTypcbIHOBTLIKI AeniHin, (ceris cepi
60bIMN WbIfa KeAreHi Kanam). XanblK aHi
«KbinblonabiHy, b. Toxi6aeBTbIH «AKOYNaK»,
CapikoxaHblH «Capbl 6Uaan» saHAepiH
Ceris cepire aybICTbIpy 9pEKETI 9pUHe
NEeNUTaHTTbIK.

XanblK oHiHe, aca caK, aban 6ona
6iny eHereciHiH KepiHici Knaccuk
3epTTeylinepmizge Tamalla ankbliHaanfFaH.
bipep aHHIH AayaamMalbl 63 anjblHa.
KaHwama Ka3aKTblH KNacCUKanblK,
9HAepiH, on a3 6oaFaHaan 6yTiHAEN
Oip XanbIKTbIH Facbipnap 60MnbI
KanbINTacTblpFaH KUCca, ¥blpnapbliH AanblH
KYMi KenfeHeH KeK aTTblfa eHrepe caraH...
TinTi oMfa cMMaWTbIH HOPCE FOM...

OpbICTbIH, XanblK oHAEPIHE 6EHH
*asfaH A. MNywkuH, M. JlepMOoHTOB

HeMece PpoMaHC KblblN eHAereH
KOMMO3UTOPSapblHbIH 601FaHbl 6enrini.
Bipak cosn opbICTbIH, XaNblK SHiH 9pKiMre
Gip Tenin (nakKTbIpy), Tapatbin 6epy,

TiNTi 6ip afgaMHbIH aTbiHa TOHKepe

cany CUSIKTbl COpaKbl apeKeTTep,

Oy XanblKTa aTbIMeH XO0K. PecenfiH
opTanblK TenekaHangapbiHaH OPbICTbIH
XalblK SHAEPIH, BOKANUCT SHLUINEpPAiH,
OpblHAAybIHAA KOHUEPT 3a/idapbiHaH
TpaHCnsauUusa acan xatagbl. OFaH ap Typni
YNT 6Kinaepi Katblcagbl.

TinTi ©. KacTteeB aTbiHAaFbl My3enaeH
(KP. MOM KopbliHaH) «VII-IX Facbipnapaafbl
6eNricia opbIC cypeTwinepiHib, NopTpeTTepi»
— JlereH aTneH Kepme Kepyre 6onajbl.
bisnoe ne «<Ha3KoOHbIP» SHIHIH 6/1EHIH eHaen
as3faH Nca ban3akoB 6onatbiH. EHAI
KalllaHHaH 6epi OHbl KBNAEHEH KENreH KoK
(cepire) eHrepin xi6epreH.

«Anan 6onmMan azamatnblH AeMEriH». b.
MomblLynbI.

XanblK apTici, npodeccop KaykeH
KeHxeTaeBTbIH ay3blHaH «Cyplia Kbi3» —
OHiHiH asy MycaHbIH 9Hi eMeC eKeHiH
Tanau ectifik. (On }asy MycaHblH, oHi
60nca, MaFaH Aa aKcCbl,atanac arfanblH
00NbIN Kenemia, bipak 6y oHHiH oFaH
KaTbICbl }XOK—AenTiH) [17]. ApAaKThbl
afaHblH TaF3biM eTep aganablfbl FOW. EH,
anfaw A. 3ataeBuutbiH, *aay MycaHbiH
©3 ay3blHaH Xa3blM ajifaH Ceri3 aHiHiH
ilWiHae 6yn 9H oK. bonca e3si-aK anTtap
efii Fon. Facbipnap 60mbl ThiHAAYLbI
KynafblHa 96/[1€H CiHiMn, XXyperiHeH TepeH,
OpbIH anfaH, xasnblK 9HAEPIH, 6enrini
eHep KanpaTkepnepi Kacioun aeHrenae
eHaeni. Con apKbi/bl 8/ieMre KnaccuKanblK
[lyHMe, My3blKa aKenyre kantanaHéac
YNec KOCKaH. An on aHaepai 3 Ke3eHiHae
aTaKTbl dHLWiep opbiHAAMN, HacuxaTTaraH
YXOHe 0N 63 XanfacblH Tabyaa. OcblHay
3aMaHa Jayipnepi WelFapMallbliblK KO/,
TarablpAbl 6acTaH eTkepin, 6a3 KelKeH
XalblK 9HEPIHIH ¥aHE OHbl Nalll eTKEH,
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apblKKa LWblFapFaH KanpaTtkepsepait
HeHAen a3bifbl 6ap? ABTOPIbIK KYK, 3aH,
*Kannblfa opTak eMmec ne. Keweri »kaKcbl
Karuga «bapi 6ipi ywiH, 6ipi 69pi yLiH» —
OYriH, «OpKiM Kapa KaH 6achbl YLWiH» aen
aybICTbIPbIN ajicak, 0N YITTbIK CaHaHbIH,
ynaHfaHbl eMen He?

byaaH wWbifap KOPbITbIHADI:

- XanbIKTblH 63 pyXxaHW OYHUECIH e3iHe
KWUMam TapTbin anyablH KYWTbIPKbl 9pPEKETI;

- Tyn TaMbIpbl XaNbIKNEH 6iTe
KanHachblIN, «<XxanblK anHacblHa» anHanfaH
6anblpFbl XanblK oHAepiH 6a3 6ipeyre
TeNy YLiH, 6YPbIHFbl KACIOM KNaccuK
3epTTeYLi FanbiM, OHEP KanpaTKep/EPiHiH,
amaHart eTin KETKEeH eHOEKTEePiH Heriari
GaclblIbIKKa aly apKblibl 3epTTeNnyi TUIC.
Ceriare 6aniaHbICTbI }a3bl/blM }KYpPrex
HopcenepaiH Ken afaanaa atanMeolll
Tananka Keperap 60/ybl OHbIH, HETi3Ci3,
AyA9Man CblH KETEPMEWTIH ayeCKOM a1e6Mu
LblFapManap eKeHAIriH AanenaenTiH
TYXKblpbiMAapAblH, 601Ybl.

- Kasak xankblHblH 6ai, Kuccea,
6aTbipnap ¥blpbl, anTbIC, TINTi apiaeH
KeJie }aTKaH CUHKPETTIK eHep «KbI3
HKibek», «<Ko3bl Kepneuw-basH Cyny» T.6.
EcTe ¥OK eCKi 3aMaHHaH aHbl3 KenTterex
XalJIKbIMbI3[bIH T6J TybIHAbITAPbIH Gip
cerisre ayaapy, con WwolfapTTbl-MbIC Aen
Teny ellKaHaan KUCbIHFa KEIMENTIHI Ke3
KenreH Ke3KkapakTbl agamMfa TYCiHIKTi 6onca
Kepek.

- KeHecapsl, }aHKoa, McaTtan-
Maxam6eT T.6. «TonapcakTaH ca3 Kewllin»,
KasaK XallKbl YLWWIiH }aH KeLTifikneH 6yTKin
caHalbl eMipiH capn eTKeH Konbacullbl
6ahaaypnepmMmeH 3amaHgac 6onfaH agam,
OflapMeH KaHaaK aa 6ip »KafaanMeH
apanackKaHbl Xannbl ellKaHaam Tapuxu
JlepEKTEPIH HOKTbIFbIH }OFapblaaFbl
aBTopnapAblH Kajay-Kagay auTKaH
anFaKTbl NiKipNepiHiH KeHiNre KoHbIMAbI
€KeHi fe pac.

- benrini xanblK caHacblHAaFbl aUTyNbI
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XalblK aHaepiHeH 6acKa, 6ipae-6ip
OHHiH, «Ceri3aiKi» 60MbIN WhIKTbI A€M
TabblIMaFaHbIHbIH 631 YIKEH KYA4iK
Tyabipaabl. CoOFaH KapamacTaH, ecKi,
apamcbI3 IoVeKTep i aneyMeTTiK
Xenige 6opatbin, 6YbIHCHI3 Xepre nbllak
yPpyaObl 9€TKe alHanablpraHiapra aaya
60/MaFaHbl eKiHilWTi-aK!

- Tapuxu-My3blKasblK Fbl/ibIMK TYPFblAaH
fonenageHo6ereH, Kocibn MamMaHaapabliH
[IoMeKTi, capabblHaH eTNereH Hapcenepai
LbIHFa aybICTbIPbIM, COJT apKbl/ibl XXaHCcakK
NiKip TyablpyAbl *ynenen xiéepreH.
CoOHbIH canjapblHaH KenTereH acbin
KYHAbIbIKTapfa Cbi3 TYCYAE;

- Kasipri 3amaHayu Koramaarbl
KenTereH Hopcenepre gerex
HEMKYPanNbINbIKTbl 63 AereHaepiHe aKKi
nanaanaHbin anTblbIM,*Ka3blbIM KypPreH
06BEKTUBTIK MiKip/iepMeH caHacnan
aHamblNbIbIKMEH (N060BbLIM NYTEM)
6ip agamabl AopinTeyiH *KOoJblH iCKe
acbIpbIbIN KeNe }aTKaHbl K63 KapaKThbl
aszamatTtapiblH ally-bl3acblH Tyablpyaa.
XanblK 9HAEPIH XanblKTbIH 63iHEe KUMaW
6ypManay KblcacCTblfblHa a/1i/1 TOMTapbIC
6epyaiH ynrici peTiHae 6ypblHHaH, Kene
¥aTKaH KnaccnudbuKkaumnsanayablH ypaiciH
OiNiKTINIKNEH OPHbLIKTLIPA OTLIPbIM
*asfaH «Ha3KoHbIp» aTTbl OKY Kypalbl,
KiTan 60/bIM apbiK Kepai . KitanTbiH
aBTopnapsbl T. }KypreHoB aTbiHAafbI
YITTbIK 6HEP aKaAeMUSICbIHbIH Kadeapa
MeHrepyLwici, K. P-HblH eH6€eK CiHipreH
eHep KanpaTtkepi P. CTamra3neB »KoHe
K. P-HblH MaaeHHWET KanpaTKepi 6enrini
Kynwi M. ©6yrasbl [18]. Kadak xanbiK
OHJEPIH OHbIH illiHAE KOFapblaa aTanfaH
layhaptac, FaiHu, Eki XXnpeH, Kaprawu
T.6. }annbl caHbl 80 HEH aca aHaep
KepceTinreH. bip anTapnblfbl CON OHAEPAIH,
Ke3iHaeri KaHaan eHep AynaynaepiHit
OopblHAaynapbliHAa TaHbIMan 60FaHbIH
COJl KanpaTKkepnepaiH ecimaepiMeH Koca
KepceTinreH. XanKbiMbl3ablH 6anblIpfbl
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9H XayhapnapblH aKblHAAMN HAKTblNaraH
«PyxaHW }aHFbIpy» — adcbliHa TY6ip/i eHep
XanblK OHAEPIH, 6CKENEH YpraKKa KeTKise
6iny 6apbICbIHAAFbI UMNIKTI, TOPOUENiK MBHI
30p eHbEK.

byn e3eKTi Macenere 6annaHbICTbl 6i3
YLWiH eH 6acTbl, MaHbI34bICbl Ka3aKTbIH
K/laCcCUKanbIK oH OpblHay MEKTEBIHIH,
Heri3i 60bIN KanbIiNTacKaH, Tapuxu,
Ka3aKkun 60/IMbICbIH CaKTan Kyneni
OPHbIKKAH Ka3aKTblH KTaCCUKanbIK
9HAEpIH AiH aMaH 63iHiH capa
¥oNnbIMeH 60onallaKkTa }aaracbliH Tabybl.
ATanMmblll dHAEPAIH aKaaeMUsnbIK,
(BOKanabIK) opblHAAYAaFbl OPHbI epeKLle
60/IFaHblKTaH, OHbIH 6ipTyTac (MOHOMUTTIK)
dopmackl MEH MafFblHACbIHbIH, KON bIIMaK
€N pyXxaHuUsATbIHa aflaN KbI3MET eTyi.

OTaH aHa »ep, TiNgiH ereci Kasak
xanKbl. On TopKineyre aTnanTbiH eNgiH,
acblN KYHAbIbIFbI 60M1Ca, Ka3aKTblH,
6anbIpFbl XasblK 9HAEPI A€ COHOAaNNbIK
MapTebeni,kKueni,neci 6ap, XxanblKTbIH,
pyXaHW KYHAObIbIFbI, OHbl KOMAbl KblyFa,
ELlKIMHIH, elWwKallaHaan XxaKbICbl XOK.

«A3amar gen XypreHiH apfrbol TerimeH
oynaaHca,a3fFblHAbIKTbIH 6enrici».

onTeKe 61

XanblK, en eneriHeH, TapasblCbiHaH
OTKEH eHep-6iNiM, iNiMHIH-LWbIHAbIFbIHA
eNAik TypFblaaH agan HUEeTNeH Kapay
ajlaMu napbl3 60sca Kepek!

bafbl 3aMaH Facblipfiap KorMHayblHaH
ETKEH MUpac Tapuxm KalakK XasblK,
SHJEPiH 3epTTen, 3epaenern, BoKanablK
anemMre opTak akaaeMuanblK gopexene
OpblHAayFa narblKTan, Kaciou webepniknex
oHJlen, XasblK 9HAEPI XUHaFbl Tanan mopTe
}apblK Kepai. OcblHay epeH eHBeKTiH
apKacblHAa Ka3aKTblH KNacCuKanblK
aHAepi 60nbIMN, 6HEP 8/IEMIHEH 63 OPHbIH
TanTbl. EH anfawkbl dyHAaMeHTiH KanaFaH
A. B. 3BotaeBunuy, E. bpycunosckui, b.
Ep3akoBuy, A. }yb6aHos, J1. Xamugu, M. U.

MBaHoB-CoKkonoBckui, b. bBankagamos,
T.0.

XanblK aHAepiHe KancCcuKanblK
TYpFblaaH ap 6epin, eHaey yarici age con
MawTanMaHaapabiH YNeciHe KaTtagbl.
OnapablH, «XanblK oHi» Aen TaHblMN, amaHaT
€TKeH AYHUECIH, My3blKacCblH Ke3[iH,
KaplblfblHAan cakTan 6iny yaTTbliK caHa —
enfik abbipon!

HaTtHxxenep

onbéeTTe, aNeMAiK eHepai urepe 6iny
¥annbl ajaMKn KacUEeT KaHe Kacibn MiHaeT
60/bIN caHanagbl. AN 63 XanKblHHbIH,
efliHHiH, eHepiH con 6iniM TaxKipubeHMeH
JambiTa, 6arbiTa 6inyre aT canbicy Napbi3
ic oen TyciHy ne3im. 9p6ip Hapcene
©3iHiH acblfibiHa TapTaabl. Bokanuct
OHLWINepiMi3aiH KalaK XalKblHblH,
Facbipfap 60Kbl KanbinTachin, AaMbin
KenreH 6ai aH opblHAaYyLWbIIbLIK A9CTYPiHE
TEPEH KaHbIfblM, MEKTEDIH NanbiMaan,
MeHrepyi Kacibu BiNiKTiNIKKe KaTtagbl.
CoHpa FaHa aHLWi ©3iHiH Ke3aereH, JiTTerex
¥epiHeH Wbifa anMak. OHCbI3 ayenerex
OQYEHHIH, CaFbIHbIWTLI CE3iMIMEH Ty
60MblHAA TEBIPEHTIMN, Faxanbin 6ip Thl/ICbIM
SNIEMHEH LWbIFa KENETIH Kynre gywap
Kbl/lap Tamalla CypeTKep,BepTyo3 aHLLUiHI
aHcay Kusu caFbiMaan... ¥nbl AbanibiH
«Tanamnfbl Kapi AYHUEHIH, Bip KeTIriH yctan
6aK» [2, 67 6.] — oereH donnocodusanbIK
OWNbl XoSAapbl, KeKiperiHae caHbinaybl
6ap KewniHri 6ybliHFa apHasnfaH ab3an
amMaHaTblHOan KepiHeai. EHaelwe
6i3/iH ocbl 6aFbITTafbl YHEMI, TanMam
i34€HIN, TaNnbIHbIM XYPreH MaxkcaTThbl
LapyaMbI3[iblH *eMicTi 60/ybl Aa, con
MaKCaTTblH, WblHAWbINbIFbIHAA GONIMAK.
Macerne Ka3aKTblH KlacCUKalblK oHAEPIHIH,
K/TaCcCUKanblK AaybICMEH LWbIPKanybl Xawnbl
YFbIM, TYCIHIKTiH, OPHbl }XOHE MaHbl3bl MEH
peni TypacbiHAa. MHTenneKTyanabl Kociou
TYPFblAaH Aopexeci OniK akageMUsnblK
opblHAay iniM-ToxipubeciH capanan
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OTbIpbIM, iC }Ky3iHAe acbipa 6iny NPOoLECiH
Kocibu BiNiKTINIKNEH OPHLIKTLIPY, AaMbITya
6enceHainikneH at canbicy. Knaccnkanbik
[layblCNeH aKaAeMUANbIK TanFaMMeH
6epinreH welifapMaHbl My3blKanbIK TYpfFblaa
cayaTTbl OpblHAAMN WbIFY anfblllapTTapablH,
Oipi. EHAirici atanMbll WbIFApMaHBbI
Ka3aKTblH Xa/iblK 9H OpblHAay MEKTEBIHIH
O3blK Y/rifiepiMeH yYHAECTIpIn, ywracTtbipa
opblHAay 6iTe KarHacTblpa (CMHTE3)
WbIpKay TyFblpblHa }eTe 6iny. AFHu aHai,
LbIFapMaHbl cayaTTbl }aKcbl opblHaay 6ap
[la, OHbl acKaKTaTa LibipKay 6ap.

Kasak BoKanablK-KnaccuKanblKk MEKTEDI
OHbIH XalblK 9HAEPiHIH OpblHAAYLWbIIbIK
MEKTeOBIHEeH Hap anblin, yHaece epbyiHe
Toyenai. OHCbI3 63 epeKLEeneri KoK,
}anaak ¥annblnama 60bin Kana 6epMek.
byn ocbl ©3€KTi Moceneaeri anfbl Wapr,
NPUHLIAM.

ArHKn «KasaK KnaccuKanblK oH WbipKay
MeKTebi» aen, Facblipnap KomHayblHaH,
KanblnTachbirn, epbin KeNreH Kal3akx A4acTyphi
OH OpblHAAY YPAICiHIH O3bIK yArinepiMeH
anemre opTak Kacibn akageMusanbiK BoKan
MEeKTEOBIiHIH ywTacyblMeH, 6iTeKanHacybl
apKacblH4a TyblHAaFaH (CMHTE3) MEKTen.
byn e3 KeseriHae anemMre 63 OpHbIMEH,
KenobeTiMeH, epeKLleniriMer KyHabl oH
MeKTEDi.

byfaH Ka3ak aHAepiHAaeri MHTOHaUuMs
e3relleniri, awexkenney, apney yarici,
aHAaeri oppoanus, opbiHAbl MENN3M, MOTIH
CO3iHiH HOTa peTi 60MblHWa AYpbIC PETIMEH
iKTenyi, apinTiH, KyOblaMaibl anTblybl,
BOKanablK AayblCTblH, EyponanblK ynrici
caKTaun OTblpblf(Ka3akK oHiHiH BOKalIMeH
opblHAay4a eTe Konawnnbl eKeHi 6enrini)
T.6. OHHIH, iLKi AYHWECIH allyaaFbl Ka3aKku
OH anTy 60/IMbICbIHA TaburaTbiHa NambIK,
WMHTOHAaUMS, HaKblWNEH apJiey CUAKTbI
anfbllwapTTap ayagan Kamxert. OHCbI3
LblFapMaHblH TONbIKKaHAbI alliblnybl
eKiTanaun. annbl Ka3aKTblH, KlaCCUKabIK,
XallblK 9HAEPIHIH ayenen wWbipKany,

106

KOKXMEKKE KOecCine KYMKbIKYbI, anemMre
OpTaK BOKasablK TYPFblJaH OpbliHAAFaH
TYFbIPbl 8pUHe 6enek Koun! byn xepae
KaTan eCKepeTiH HopCce, KePEKCI3
}epae Tanfamcbl3 slleKensey, OpbIHCbI3
oypmanay, apci3, 4oMci3 bipaeMeHi
KofngaHa canyaaH cak 6oy Kepek. l'an,
LblFapMaHblH, iWKi CbIPbIH, aca Xofapbl
TanfamAblKNeH alla 6iny TYPFbICbIHAAFbI
3eprepnik neH xac webepnikre.

FFHM annbl a/1emMre opTak,
aKaJeMusSblK opblHAay YPAici Ka3aKTblH
K/TaCcCUKanblK LblFapManapbliH TONbIKKaHAbI
alla anManabl. JeMeK Ka3aKTblH,
KJTACCUKanbIK OH LbIpKay MEKTEBIHIH,
HEri3i OHbIH 63reLeniri MeH epeKLueniriy
KaMTuAai.ANfallKblCbl MEH COHFbICbIHbIH,
OiniKkTiNiKNEeH yHaecin, wabbITneH
yliTacyblHaH TyblHAAWdbI.

KasaKTblIH XanblK aHaepiH Ka3aKkctaH
KOMMNO3MTOpPNapPbiHbIH BOKa/bIK
LblFapManapblHbIH 8/1eMre opTak
KJTAaCCUKanbIK YH, JaybICMEH aKaAeMUSANbIK,
ypaicte 6ynaniia LWblipKanbin gapintenyi,
aneMfik oH eHepiHe e3rewle 6iTiM-KenbeTi,
63 apHacbIMEH Kenin KocblFaH eMiplLLleH,
OH MEeKTeOIH Herizaen, Kanan otbip. On
— «Kas3aKTblH KnaccuKalblK OH OopblHAay
MeKTeODi».

Ocbl MaKcaTTa Ka3aKTblH K/laCcCUKanblK
SHAEpiH capanan, comaan LWblFapy AfFHU
OpblHAAY YLUiH €H anjbIMeH:

- BokangblK epegeri gaybic
(amana3oH, Temo6p T1.6.).

- BoKangblK *oHe My3blKanblK
YOFapfbl AEHrenaeri Kociou Lwebepnik.

- Kasak aHaepiH opbiHAayaafbl
OiniKTiNiKNeH, Taburn Tya GITKEH JapbIH
KacueTi Kepek.

- KasaKTblH XasiblK 8H opblHAay
(mocTypni) MEKTEDIHIH, 03bIK YArinepiMeH,
aKaJeMuASbIK opblHAay MEKTEOBIHIH
apacblHAarbl ywtacyablH(CUHTES) Heri3ri
inimaepi.

- Kasak KnaccuKkanbiK (BOKONAbIK) OH
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OopblHAAy MEKTEDI.

- Kasak Tini, OHaeri opdoanus.

- KasaKTblH, KnaccuKasblK 9HAEPIH
Herizaeyne KeniHri 6yblHfa, TONIKbIHFa
Aypbic 6aFbIT 6epy.

- ©3 KeseriHae ¥ac ypnakxThbl
O3iHAIK epeKLlUeniKkTepiMeH Ma4eHHUETIHe
Topbueney, HacuxatTay 6apbicbiHAa
«Ara 6yblH KanpaTKepaepain
OopblHAaynapblHAaFbl Tacnanapabl
(3anuncTepdi) 3NEeKTPOHAbIK XKynere
KenTipyaiH MaHbl3bl».

- Ka3aKTbIH KNacCUKanblK OHAEPIH,
KasaKcTaH KOMMO3UTOp/iapbiHbIH
LblFapManapbliH BOKanablK-My3blKanblK
epefeH gopinTtey 6apbICbIHAAE,
9NIEM[IK YKoHe TYPIKTeKTeC enaepaiH
MY3blKanblK OKY OpblHAapPbIHA,
Tene-paamo ¢oHablIapbiHa Y34iK
opblHAaylWbinapbiMbl3abiH DVD «oHe
CD auckinep apKbiibl TapKaTbin, MOAEHM
KapbIM-KaTblHaC OpHaTy UrinikTi, Keneni ic-
WblpaFa Ko XeTKisy...

- «MeKTen KabblpracblHAa 9H-
My3blKa cabafbl 60MbIHLLA, Ka3aKTbIH,
9H OpblHAAYLWbINbIK MEKTEGI, BOKONAbIK
KlaCcCUKanbIK LblFapManapbiMEH OHbIH,
fJapintenyi TypacbliHAa Tapuxu Herisaenrex
Mary/iMarT eHrizy».

- KasaK aHaepiH opblHAayaaFbl
BPTYPNi OTKIHWI aFbiMAapaaH Kopray,
[ypbIc 6afFbITKa }onaay.

OHep agambliHbIH 6MIP KOJIbIMEH YKEH
CypeTKepiK epere XeTyi 6apbicbiHAa Ken
KiTan OKybl, NO33uK4, CMOPT, My3ennepai
Tamalanay, dunocodus, Tapux, TaburaTThbl
cyto 1.6. Kagzipri 3amaHayn TEXHONOTUSAHbIH,
(KOoMMblOTEP, UHTEPHET T.6) KapPKbIHAbI
JaMy NpoLIeCCiHiH apKacbliHAa Ke3
KenreH nHbopMauusiHi n1esae Taybin
KongaHFaHMeH, Kasipri agamaapabiH TepeH
onnay, 6eKk3aTTblfblK, KOFaMaaFbl 63€eKTi
Macenenepre YCTipTiH Kapay T.6 »annbl
ajlam3aTKa opTaK cunar anfaHaan.

HKannbl KaHaan My3blKaHbl fa

YacTarblHaH TbiHAAMN Ky/laFblHa KyWbIn
©CKeH BiNiKTiNiKTiH opHbl 6ip 6acKa.
KasaKku aH, Kyr ca3fapbliH KeHinre
HEFYPNbIM epTeEPEK YsaaTca, OfiaH LblFap
eHep[iH Ae TamMblpbl TEPEH OPHbIKTbIPAK
6onmak. Kenewek ypnakka aptap

YMIT aMaHaTbl, MypaT-maKcaTbl 60/IMaK.
CoHbIMeH 6ipre 6yriHri TaHaafbl BOKanabIK
negarornKkanblK iNiMHIH anablHAa TyYpFaH
©3€eKTi Macene. byn Ka3ak aHaepiH,
KasaKcTaH ca3repnepiHiH BoKanablK
LblFapManapblHblH 63iHAIK TabuFK
60NMbICbIH 6y306aM, Heri3ri Ty6ipiH

CaKTal OTbIpbIN OpbIHAAY MaKcaTblHAaFbl,
UTINIKTI XXyMblcTap 6onmMak. MiHe ocbl
TYPFblAaH KaparaHia *acecnipim TanaHTtThl
LIOKIPTTEPIMI3Ai, XacTapbiMbl3bl
Topbueney 6apbiCbiHAAFbI Keneni
Macenenepain, ae Herisri Kynusacsl aan
OCblHa XaTbIp. OCKeNneH ypnakKka

TapUXM oH MEKTEDIHIH, 6TKEHI MEH BYTiHri
YaffanblH caHacblHa KyloAblH, 6anTan-
6aynyablH ABMEKTI 6ip won-obackl. On
O©TKEH afa TONKbIHHbIH, OPbIHAAYbIHAAFbI
Tacnara *asbl/ibll KajFfaH Mo iyHue
MYpaHbl «<BUAEO, ayano», INEKTPOHAbIK
¥YMe apKblibl ypnakKa KaybllTbIpy. OHCbI3
eHep, MdeHMET, ce3 60/blM OTbIPFaH oH
MeKTebi 3aMaHa AiHreriHiH, eHereci, ypnak
aablHaH }OMWbIbIN KETYi 864eH MYMKIH...
byn e3 Ke3eriHage MemMneKkeT TapanbiHaH
KaMKOP/blKKa ne 601bIn, Xyneni typae
©3iHiH 6asiHAbl }aNFacblH TaybIN OTbIpPap
ayKblMabl MacCerne.

Ke3 KenreH KesiieHeH COKKaH Xenaix,
JayblnablH biIKNanblHa KEHOEN TeTen 6epep
OMiK WbIHapabl ecipe 6iny, 6anTtan 6aynu
6iny — neparorvkanblK 6an TaxipnbeaeH
TyaTblH iNiM }oHe napbi3abl MiHAET!

Enpik TypFblaaH, KaMKOPJIbIKNEH YHEMI
Ha3appa ycTay/bl KaxeT eTep 3amaHayu
Tanan!

- CoHbIMeH aTTapbl 6enrini aunrini
KenTereH xalblK aHaepi HasKoHbIp,
AnKoHbIp, AKkbaKkamn, Kapraw, Cypuwa
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KbI3, FalHn, AKxKanmaul, T.6. Facbipnap
601 eHaenin WblHAANbIN,63iHAIK anblK
60NMbICbIMEH «XasblK aHi» 60/bIN XanblK,
amvHachbl, acbll KYHAbIbIFbI 60MbIN 6HEP,en
urinirine anHangbl.

- An ocbl XxanblK aHAEpPiH
aBTopnapbl 6enrini xanblk casrepnepiHeH
aublpbin,capanan, 3epTren,3epaenen
«XanblK aHi» Aen TaHbin,6aranaHgbl.

MiHe con TypfblaaH,epeni KyHAblbIFbIHA
NlanbIKTbl,@HAEN HOoTaFa Tycipinai.Onap
BOKa/blK OpblHAayFa 6enimaenin
xatTanabl. baputoH, TeHop, ConpaHo, T1.6.
EH 6acTbicbl 8y 6acTafbl 3eTTeyllinep B.
3ataeBwny, b. Ep3akoBuy, A. }Ky6aHoB,
J1. Xamungu, b. bankagamos, T.6. onap
HaFfbl3 KOCibKN eHep TapnaHaapbl
KanpaTKkepnepi peTiHae XanblK oHAEpPIH
nonenneH6ereH 6a3 Gipeynepre
Tenin,6ypmanamaraH. Cebebi onap Heriari
anfallKbl OpblHAAyWbIIapMeH 6eTne-6eT
Ke3/lecin aHblK, KaHblFblHA Ke3aepi *KeTin
6apbIn,Kacibu TypFblaaH TabUFK XalblK
9H 60/IMbICbIH CaKTal OTbIPbIN 6HOErEH.
Con cebenTi o1lap amaHarT eTin KETKEH
XallblK 9HAEPIH (FacbipAaH aca yaKbIT
O©TKeH/e) TabaH acTblHaH aBTOPbIH Taybll
OypManayLblfiblKTbIH, €Ll HEFi3i XOK.

- MiHe ocbl MopTebere e xanbik,
aHepi,afieMre opTaK BoKanapblK
aKaJeMUAbIK XaHblpaa,MeKTenTe
QWrini saHWinepaiH opblHaaybiHAA
KlacCUKanbIK XanblK aHAepi 60MbIn
KalbINTacTbl,0PHbIKTbI.

- AtanfaH 6enrini KnaccuKkanblK
XallblK 9HAEPIiHIH BOKaNAblK TYPFblaaH
eHAenyi OHbIH CON TananTaH OpbIHAANYbI
npoduccuoHanblK ¥XafblHaH 4ambir
WbIHAaAAbl.ATaNMblLL epere NanblKTbl
OopblHAay MeKTebi KanbInTachln,OHbIH,
OpPHbIFybIHa 3aMaHa yaepicimeH
6onalwakKkKa 6afblWTanbl.

- KasaK KnaccuKkanblK opbiHAaY
MeKTeOBIiHIH HerisiHe anHanfFaH XanblK
oHAepi Facbipnap 6ombl 6YTiHAEN Bip
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XanblKTblH KeleHai Typae abblipoMMeH
aTKapblnbln OTbIPbUIFAH PyXaHUAT
KYHObINbIFbl. Ka3aK XanKblHblH 63
epeKuwenirimeH,kenbeTiMeH ajaMmn eHep
KeHicTiriHe Kocap aH MeKTebi.

KopbITbIHADbI

Ataynbl daKTopnapablH Heri3iHae,

SIFHW GYTiHTI TaHAaFbl iC XKY3iHAETI
KanbiNTacKaH aH OpblHAAYLbINbIK YPAICIH
TeopUAnbIK, FbiIbIMWU TYPFbIAaH 3epTTen,
3epaeneHrex ToNliMm-TopObueHiH ManiMeTiH
TOXKipNMOEMEH acTacTbIpPyFa YMTbISIFaH
AKUKATTbl TYKbIPbIMbIH MblHaJaK TYWiHMEH
anKblHOayFa 6onagbl.

- annbl akageMussblK 8H opblHAay
MeKTeDI.

- Kasak KoMNo3nTopnapblHbIH,
BOKa/blK LblFapManapblH OChbl
aKaJeMUsblK MaHepae OpblHAaYAbIH,
epeKLenikrepi.

- KasakK xanblK oH OpblHAaYLWbIbIK
MEKTENTEPIHIH YNTTbIK 48CTYPI MeH
TapTbiMAbl yarinepi. OcbiHAaw ipreni
OH OpblHAAY MEKTENTep HerisiHae,
Ka3aKTblH KnacCcuKalblK LWbiFapMasiapbiH
OpblHAayY 6apbICbiHAAFbI 03bIK YATINEPiHIH
HaTUXKECIHAE TYbIN KanbINTacKaH
«Ka3aKTblH KnacuKanbiK oH opbiHAAY
MeKTebi» anfFaK. EH 6acTbiCbl aTbibIN
OTbIPFaH anfbl WbIPTTapAbIH cabaKTachin,
YHAECYIHEH TYbIHAAWTbIH 6Y/1 KNacCUKanblK
MeKTen yArici, TanaHT-gapblHHbIH, GiNiKTI,
WabbIT KyaTbIMEH ThiHAaYLbl }YPEriHeH
OpbIH anbin, }aAblHAa CaKTanaTblHbl AHbIK,.

CoHAblKTaH Aa, Kasak aHAepiH
aKaJeMUSANbIK XOFapFbl IEHrenae opbiHaay
MeKTebi, eHepnas Tasankep ¥actaH
6acTan, Kemen eHep TapnaHaapbiHa 6ipaen
opTak Tanan! TynfaHblH PyXaHW }aHFbIpy,
WblFapMaLllbliiblK Aamy, 3epaeni isaeHicrepi
OHbIH, iC XY3iHAEri, TOXKPUOECIHIH
¥eMiCiHeH KepiHic Tanca faHa LWblHawnbI,
eMipuieH 6onmak!

An ocblHay epeH, epeni eHepiMisaiH
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«KaslblKTan camMFran ayeHi KepKem
KYLYblHa», KaPKbIHAbI 6PiC anbin gaMyblHa
art callbICy, OPKEHUETTINIIKKE KaHaT Xanblin
OTbIpfaH, ereMeH enimisfiy enjiriHe

CbIH 60/bIN OTbIPFAH ayKbiMAbl MOCENE.
HKannbl eHep cynep KayblM, OCbl canagafbl
KanpaTtKkepnepimisgid anabiHga TypraH
3aMaHa Tanabbl. ONeMIiK 6PKEHHUET,
vaoepicneH «MoHriniK efl» MaKcyTblHa KaHaT
KaKKaH, ereMeHfi enimisfiH, epeH eHepi,

Ata-6abagaH KanfaH Mupac, acbll Mypachl
KacueTTi KadaK oHiH acKaKTaTa LwblpKayaa
LWblFapMallblblK, COTTINIIKKE }a3CblH!
ONleMfiK 6pKEHUET, yaepic neH
«MaHTriniK en» MaKCyTblHa KaHaT KaKKaH,
eremMeHpi enimi3giH epeH eHepi, ata-
6abafaH Ka/faH Mupac, acbll Mypachl
KacueTTi KadaK oHiH acKaKTaTa LblpKayaa
WblFapMaLlbliblK COTTINIK TiNENMIH.
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BamnkyaTtyabi K.
Kaszaxckas HaynoHasnbHas Akagemmns uckyccts um. T. K. XKypreHoBa,
(Anmarel, KasaxcTtaH)

OCHOBbI WKO/J1bl KASAXCKOI0 KJIACCU4YECKOIo BOKAJIbHOro UCKYCCTBA

AHHOTaUMA.

ABTOp B UCCnegoBaHUU BHOCUT OonpeaeneHHO HOBbIW, COGCTBEHHbIN MOAXOA B UCMOSIHEHWE Ka3aXCKUX
HapPOAHbIX MNeCeH, a TaK e NPoOU3BeLEeHNI Ka3axCTaHCKUX KOMMO3WUTOPOB. To ecTb, BblagBUraeT Gopmy
OrPaHUYHOrO CNSHUS KNacCMYEeCKOoW, akaAeMUYeCKon MaHepbl MEHUS, CO CNOXKMBLLENCH MHOTOBEKOBOWM
LLIKO/IOM HapOAHOro neHus. My6oKoe 3HaHWe 1 TpeneTHOE OTHOLIEHWE K COBNIOAEHMIO NPaBWa U 3aKOHOB
KasaxcKkon opdoanunn, 0COBEHHOCTEN MHTOHAL MM, YKpALLEHUA U MENTM3MOB, YMeHUe NpodecCcnoHanbHO
MCNOMb30BaTh Ka3axCKWUM A3blK B pacneBKax U BOKann3auui, BbIBEIN HA HOBbIM YPOBEHb UCMONHEHME
Ka3axCKMX KNacCU4eCKnX HapOAHbIX NEeCEH U NeCeH Ka3axCKUX HapOoAHbIX KOMNO3MTOPOB. B nepcnexktuee
MOJSI0[0€ TBOPYECKOE MOKONEHWUE UCMIONHUTENEN MOXKET CMENO PYKOBOACTBOBATLCS M UCMONb30BaTh KaK
o6paseL, UICMONHUTENBCKYIO LWKOY NeHUs, B NpoLiecce pabdoTbl Ha4 TPAKTOBKOM Ka3axCKUX KNAacCUYECKMUX
npoussefeHnn. UMeHHoO Knaccuyeckui noaxod K 6oratoMy HaLMOHaNbHOMY NeCEHHOMY penepTyapy
[aeT BO3MOXHOCTb NOAHATb Ha HOBbIM COBPEMEHHbIN YPOBEHb MCMONHEHWE MOJIOAbIX NEBLIOB — ByAYLIMX
HocuTenen TpaanLMOHHON NeCEHHOM KybTypbl Ka3axoB.

KmoueBble cnoBa: opdoanus necHU, KNnacCYeckoe UCKYCCTBO, MUPOBOM YPOBEHb, NpodeccuoHansHoe
MacTepCTBO, BOCMUTaHUE UCKYCCTBY, Ka3axCKMe HapOAHble MNEeCHU, KNnacCUYeCKoe UCKYCCTBO.

K. Baykuatuly
T.K. Zhurgenov Kazakh National Academy of Arts,
(Almaty, Kazakhstan)

BASES OF THE SCHOOL OF THE KAZAKH CLASSICAL VOCAL ART

Abstract.

The author in the study introduces a definitely new, own approach to the performance of Kazakh folk songs,
as well as the works of Kazakhstani composers. That is, he is pushing the form of a limited fusion of classical,
academic manner of singing, with the established centuries-old school of folk singing. Deep knowledge and
reverent attitude to the observance of the rules and laws of Kazakh orthoepy, features of intonations, jewelry
and melisma’s, the ability to professionally use the Kazakh language in the chanting and vocalizations,
brought the Kazakh classical folk songs and songs of Kazakh folk composers to a new level. In the future,
the young creative generation of performers can safely be guided and use as a model performing school of
singing, in the process of working on the interpretation of Kazakh classical works. It is the classical approach
to the rich national song repertoire that makes it possible to raise to a new modern level the performance of
young singers - the future bearers of the traditional song culture of the Kazakhs.

Keywords: orthoepy songs, classical art, world level, professional skills, education of art, Kazakh folk
songs, classical art.
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KA3AKCTAH
SJEMIIK
CLEEHOTPA®US
MEH TEATP
KEHICTITIHJE
(«TTPATAJIBIK
KBAJIPUEHHAJIE
2011, 2015
TO)KIPUBECIH/IE)

BucembaeBaA. A.'

'T. K. )Kyprenos atbinnarbl Kazak YATThIK 6Hep
aKaJIeMHUSIChI,

(Anmarsi, Kazakcran)

ART STUDIES

KA3AKCTAH 9JIEMAIK CLEHOTPA®US MEH TEATP KEHICTITIHAE (MPATA/IbIK KBAAPUEHHANE
2011, 2015» TOXKIPUEECIHAE)

AxpaTna

Bbyn maKanaga KasakctaHHbiH 2011-2015 xbiigapaarbl «[lpara KBagpueHHane» kepmesnepiHe Katbicy
6apbicbiHaarbl T.K. ypreHoB aTbiHAaFbl Ka3¥YOA cTyaeHTTEpiHIH XUHaKTaFaH anemMaik cueHorpapusnblK
ToXipmnbeci KapacTbipbinagbl. XanblKapasnblK })obanapfa KaTbicy Ka3aKcTaH TeaTp eHepiH Kaciou
JaMbITyablH 6ip MYMKIHAIM peTiHAeri 3epTreynep, MHHOBaLMANap MeH TEXHONOMMUANBIK GiniMaepain,
TpaHcdepTi e3eKTeHyae. COHbIMEH KaTap, anemaik pecTnBanbiepAeH caxHa KEHICTIriH MEeHrepyain *aHa
TeHAEHUMANapbIH Kabblngay XaHe KongaHyablH KasaKkcTaH TeaTp-caxHa eHepiHaeri wewimaepi MeH
e3repictepi 6aramaanagbl. Ocbl opanaa, COHFbI OH Xblil apacbiHAafFbl CTYAEHTTEPAIH XalblKapalblK AeHrenae
«JdTHO-M3A€eHM Kadbl», «feoguctaHuns — Xep meH AcnaHHbiH 6annaHbICbl» TaKblPblObIHAAFbI KaTbICKaH
*o6anapblH cLueHorpaduanblK aficHaMa TYPFbICbIHAH Tangay KaxeTTiniri TybiHganabl. MHCTannsumnsa MeH
nepdopmaHc MoAeNbAEPIHIH TeaTp-KepKeM arlKblHALUIbIK Kypasbl peTiHferi 6onalarbl MeH 3aMaHayv
KasaKcTaHblK MaeHHETTIH ahaHaHy anemiHferi nepcnexkTMBanapbiH pedreKkcusanay MaHbl34blnbIFbIMEH
Herizgeneai.

Tyhin ce3gep: TeaTp, cueHorpadwus, cueHorpad, Mpara KBagpueHHane, bectuBanb.

Kipicne GiNIKTINIriH apTTbIpyFa, AEHIENIH

TeaTp eHepiH fapinTey XaHe Kosgay acKaKrTarTyFa, 6iNikTi Toxipnbe
MaKcaTblHAa YWbIMAACTbIPbINATbIH YWHaKTayblHa, Kacibu webepniriH
pecnyb/MKanbIK HemMece XanblKapasblk apTTblpyblHa, 3amMaH TanabblHa can
TeaTp decTUBaNbAEPIHIH, X HUi eHepre e3repictep eHrisyiHe biknan eteq.
YMbIMAACTbIPbINYbI 91eM 60MbIHLLA decTnBanb — My3blKa, KMHO, TeaTp,
MaHbI3abl OpbiH anagbl. PectuBanbaep acTpaja, UMPK 6HepiHAEri KETICTIKTep
OopblHAayLWbIapAblH, WhiFapMallbiblK MeH 6enectepiH KepCceTETIH Kannau
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OMblH-CaybIK KepceTiNiMiHiH 6ip Typi.
Kaazipri TaHaa KazakcTtaH Pecny6nnKkachl
MageHHET oHe CnopT MUHUCTPAITIHIH
KongayblMeH «<bonalwakKa 6afaap: pyxaHu
*aHFblpy» 6argapnamachiHblH ascbliHAa
«*KahaHparbl 3aMaHayu KasaKcTaHblK
MaAeHueT» [1] KobachbIH Ky3ere acblpy
MaKcaTblHAa KenTereH otaHblK Teatpiap
6enceHe Typae KaTtbicyga. MyHaam
XanblKapanblK AgeHrenaeri })obanapablH,
KanbinTacybl KasaKcTaH TeaTp eHEpiHiH,
OFapbl lapexere KeTyiHe, COHbIMEH
KaTap YITTbIK }XoHe KnaccuKanblk TeaTp
OHEepiHiH WweTenre TaHbIMan eTyiHe YNKeH
cenTiriH Turizepi. MHHOBaUMANBIK KaHa
MHGOpMaLMsaapMeH e3apa aamacy
MaKcaTblHAa YMbIMAACTbIPbINATLIH 9neMaiK
decTuBanbaep Kepuinec enaepait
TeaTp MyLIenepiHiH, 6ip-6ipiMeH KapbiM-
KaTblHac opHaTyblHa, 6ipnece xobanap
yhbiMAacTbIpyblHa 6ipAeH-6ip biknan eTea,.
byriHri TaHaa Kasak TeaTp eHepiHiH,
anemMfik 6aceKenecKke Tycyi KyaHTap/blK
afaan. onemMaik pectuBanbaepre
6enceHe KaTblCy OTaHablK eHepai
leTenae Aspinteyre centirid TUrizea,
COHbIMEH KaTap TeaTp eHepiHae aT
canbIChIM XYpreH TynfanapablH 6eaeniu
apTTblpy MaKcaTblHAa FaHa eMec, *Kac
YPNaKTbIH KbI3bIFYLIbIbIFbIH @pTThIPbIM,
TOXipHUOE KMHaKTayblHa, LblFapMallbl/iblK,
OpblHAAYLWbINbLIKTbIH, }OFapbl AeHrenae
KepceTinyiHe 6arbIT-6argap 6epesi.
onemaik pectmBanbaepaid enimiage etyi
oHe aneMaiK, xanblkapanblK AeHrenaeri
dectuBanbaepaiH y3aikcia eTyi, kan
MeMJIEKET 60/IMACbIH YTTbIK 6HEpPAI
Gafanan, gapinteyiHe, MEMNEKET apacbliHia
bIHTbIMAKTaCTbIK KapbIM-KaTbIHAC
OpHaTyblHa 6ipaeH-6ip cenTiriH TUriseai.
Enimizge eTeTiH TeaTp decTtMBanbaepiH
aran eTCeK, CaHbl }blJl caHan apTbin
Kenepi, 6yn Kasak TeaTp eHEpPiHiH XKeTiCTiri
Aaen 6inemis. Mbicasnbl, M.Dye30B aTblHAaFfbl
Kasak MemneKeTTiKk akageMusblK gpama

TeaTpblHAa ASCTYPI TYPAE OTKI3ineTiH
«TeaTp KeKkTeMi» dectmuBani (Anmartbl),
«KazakcTtaH — Eypasus xyperi» atTbl
OpTa A31ga MeMieKeTTepi TeaTpnapblHbIH
xanblKkapanblK ¢pectuani (TanablKopFaH),
JAyHuexysinik «<ActaHa» TeaTtp pectuani
(AcTtaHa), «OTKpoBeHMe» aTThl peCcTMBab
(Anmartbl), «OpTeKe» aTTbl XanblKapasblK
Kyblpwak Teatpbl dectuBani (AkTebe),
Xanblkapanblk «SAMGAU» Teatp ¢pectuBani
(ActaHa), Xanbikapanblk «<BALAUSA» TeaTp
dectuBani (AKTeb€), COHbIMEH KaTap,
Kasak ¥nTTbiK «EHJIIK ryn» aTThl TEQTP
CblNbIFbI MEH decTuBani (AnmMartbl) }oHe
T.6. OpuHe, KaszaKcTaH4a bl calbiH eTin
KeneTiH TeaTp decTnBanbAepPiHiH Ti3iMIiHIH,
apTybl, OTaHAbIK OHEPiH AaMybl MeH Y3[iK
LWblFapMaLllbl/iblK OpblHAAYLWbILIKTbI Tanan
eTei. PectuBanb 6apbiCbiHAa OTKI3iNETiH
dopymaap, nekuuanap, WolfapmallbliblK
KeHecTep, MacTep KiacctapiblH eTKisinyi
KaTblCyLlblap MEH MaMaH UeSIEPIHIH,
6inim anmacyblHa, 6iNiKTi ToXKipnbe
KMHaKTayblHa, LWblFapMallbl/iblIKTapbliHa
e3repic opHaTyblHa blKknan eTeTiH Kyparn.
Enimisge eTin KeneTiH Teatp
decTuBanbaepi, KyaHTap/blK HOTUXKE,
anaunga, 6yKin snemaik geHrenae eTeTiH
dectTuBanbaepiH, KaHlla JereHMeH,
OpHbl 66neK. }ofapbl AeHren, Y34ik
KOMblNbIMAap, UHHOBALMSAbIK,
OiNiKTiNiK, 3aMaHayu }aHa wellimaep,
KaHa Ke3Kapac, Kypaeni Tanan,
OCblIHbIH 6ap/blfbl 9NeMIiK AeHrenaeri
decTmBanbaepaiy, MaHbl3ablbIFbl.
decTtuBanbaepaid Pecen Hemece
EyponanbiK MemneKkeTTep TeHiperiHge
OTYyiH canbICTblpa KeTcek, EyponaHbiH,
6epeni aca 6Mik gen ecentenmis. OcbiFaH
opan, Pecei eninae eTeTiH eH, 6eaengi
TeaTp decTuBanbiepiHiH Ti3iMiH anTa
KeTeTiH 6oncak, onap: Pecen ynTTbIK
TeaTp CblAJIbIFbl XaHe decTmBani «ANTbiH
MacKa» aTTbl }ofapbl AeHrengeri xoba,
«HaypbI3» aTTbl TYPKi XanblKTapblHbIH,
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XanblKkapanblK TeaTp dectnsani, «A.ll.
YexoB» aTblHAafbl XanblKapasblK Teatp
dectuBani, «Farkanbin Kynucar» pectnsani,
«banTuanblK Yi» XanblKapanblK Teatp
oHepi decTusani, «<bueHHane pectmuani»,
oHe T.6. [lereHMeH ae, O6yKin anemMaik
decTuBanbaepaiH, aTKkapap OpHbl 6enek,
mMblcanbl, EpeBaHgarbl «<High Fest»
XanblKapanbik dectuBani [2], Utanua
eniHiH AHKOHa KanacblHAa eTeTiH
«brneHHane Mediterranea 16 Young Artists»
[3], Xanbikapanblk Lekcnnp dectusani,
®dpaHUUSAHbIH ABUHBbOH KanacblHAa
oTeTiH «Festival D’Avignon» [4], Benbrus
eniHiH, ['eHT KanacbiHga eTeTiH «Gentse
Feesten» [5], LUoTnaHauna eniHiy, SanHéypr
KanacblHga eTeTiH «Edinburgh International
Festival» [6], HYexusa eniHi lNpara KanacblHAa
eTeTiH «Prague Quadrennial: PQ»[7],
«BeHeuusanblKk bueHHane» ap-6ip ekKi
bl canblH UTanusa eniniH, Beneyusa
KanacblHOa eTEeTiH afieMiK cypeTuinep
KepMmeci (MHcTannsaumsa, nepdomaHc
*oHe T1.6.) [8], «OISTAT» (International
Organisation of Scenographers, Theatre
Technicians and Theatre Architects) [9]
MNpara KBagpueHHane ascblHaa 6TETIH
XanblKkapanblK cLueHorpadTtap, Teatp
TEXHUKTEPI KoHe TeaTp apXUTeKTopnapblH
KaMTUTbIH Xo06a Ti3iMiH aTan KeTceKk
6onajbl.

onemaik pectmBanbaepaiH, atan
anTKaHaa, «[para KBagpueHHane»
decTuBanbaepiHaeri cueHorpadmUanbik
ToXipnoéenep MeH TeHaeHUMsNapablH,
KasaKcTaH cueHorpaduacebl MEH CTYAEHT
MaMaHaapbl aaspnayaafbl peni 6yridri
KYHi eTe MaHbI3abl. byn Kasipri «PyxaHu
*aHfrbipy» [10], «<¥Nbl JanaHblH, KeTi
Kbipbl» [11] MeMneKeTTiK 6argapiamanap
TYPFbICbIHAA AaMy/iblH TEXHONIOTUsINapbIMEH
6annaHbICTbl. Yexms eniHiH, acTaHachl
Mpara KanacbliHAa 6TETiH, TOPT Kbl CanbIH
Y3AIKCI3 YUbIMAACTLIPbLUIbIN KEJle KaTKaH,
70-Ke XyblK MEMNEKET KaTbICaTbIH,
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LIET MEMNEKETTEPAIH, Y3AiK XyMbICTapbl
Tal/IKbIfa CanblHaTbIH 9NEM/IK aopexeaeri
Y34iK cLieHorpadTap *}yMblCTapbIHbIH
KepMeci.

Mparansik KBagpneHHane «PQ» —
cueHorpadua MeH TeaTtp Coy/IeET OHEPIHIH,
xanblKapanblk 6ariKay KepMeci. 9nemM
O0MbIHLLIA eH, ipi KepMenepaiH KaTapblHa
KipeTiH ic-wapa. «[1para kKBagpeHHuane»
KepMeci TeaTp M3AEHUETI MEH SNEMHIH,
6ap/iblK TeaTp CypeTLWIiNepiHiH kesgecin,
ToXipnbe anmacy MakcaTblHAa
YMbIMAACTbIPbI/IFaH CUPEK Ke3aeceTiH
MYMKIiHAIK. KepmMe COHbIMEH KaTap,
cueHorpadTap YLWiH }aHa TeaTp ypaictepiH
aluyFra, aHa TEXHUKaNblKk MyMKiHAIKTEpPAi
KapacTblpyFa, ceMnHapnap 6apbicbiHAa
¥aHa Tacingepai KongaHyra MyYMKIHAIKTEP
TyFbl3afbl. Op TOPT bl CarblH Y34iKCi3
yHbIMOACTbIPbUIbIN Kefe }aTKaH «[para
KBagpueHHane 2015» XKblnfbl KOPMEHIH,
6acTbl TaKblpblObl — «Kanmnbl KEHICTIK.
Casicat. Aya-pavbl. My3bika» [7]. EH, ipi
*obaa TanKbl/laHaTblH Macenenep
— cemMuHapnap, cuMmnosnymaap,
Kepmenep, oKy 6araapnamanapbl KaHe
T.6. «PQ» KEPMECIHIH asacblHAa YNTTbIK
KepMeniK ceKkuusanap, KocTiomaep,

TeaTp caysieT eHepi, nepdopmaHcTap,
CblHW ceMUHapnap, nikipcanbictap,
KOHbEepPEHLINS CUKTbI apHaWbl Xobanap
ynbiMaacTbipbinagbl. COHbIMEH KaTap

9P TOPT bl canblH GecTuBanbiiH
TaKblpbliNTapbl 63repin Typaabl: 2003
bIJIFbl KBPMEHIH TaKbIpblObl «PQ »Kyperi»
6osca, 2007 xbin «CueHodecT» aen
atangbl. 2011 *KblFbl KEPME eH, Y3[iK
3aMaHayu cueHorpadusiFa apHanfaH
(CypeTt 1).

KBagpueHHaneHi eTkisy MyMKiHAIrH
Yexus cueHorpadus eHepi MeH anemMaik
decTmBanbaepae Y34iK KepCceTKilliHiH
apKacblHaa XeTTi. 1959 »binbl CaH-
Naynoga eTkeH breHHanene eH y3aik
LeTenaik aKcno3numnsg HoMMHaLUMACHI
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Cyper 1 — PQ'03 xyperi: «Kpi3bin Tpaktop» —
Kasakcranzbik nepopmanciubliap Toobl. «[Ipara
Ksanpuennane» dpecrupasninae. 2003 x.

6onbiHWa anTbiH 6enrimen ®paHy, Tpectep
mMapanattangbl. 1961 xbinbl — Mosed
CBo60aa, 1963 blnbl Mpxu TpHKa
nemMaeHai. 9nemMaik aeHrenaeri yw aypKiH
brveHHanene eTKeH XKETICTIKTEPIHIH,
apKacblHfa Npara 6ykinenemaik
eBponasnblK cueHorpadtap KepMeciH ap
TOPT bl CalblH 6TKI3Y KYKbIFbIH anjbl.
EH anfaw xanbikapanblK kepme 1967
*binbl «[para KBagpueHHane» aTbiIMeH
TaHbIManabliblKkKa ne 6onabl. bl caHan
«PQ» peHreni apTbin Kenegi, kasipri
TaHAa 70 engeH actaM MeMexkeTTep
6enceHfi Typae Katbicyaa. 1975 blnabliH
6acTbl }aHanblfbl KBagpueHHanere
CTYAEHTTIK XyMbICcTap 6anKaybl KOCbINAbl.
baliKkay »xo6acbl Macka, KOCTIOM,
TeaTp/laHablpblIFaH apXMTEKTypa
cananapbiHaH Typajbl.

Cyper 2 — «Antbin Tpura» — «Ilpara Ksanpuennane»
thecruBaninin 6ac xynneci. Kputirod Kunrepa »kone Puuapn
Bucnep, kosa, 2011 x.

Eny »bin apanbiFbiHaa «PQ» y3aiK
XaNblKapanblK IeHrenre KeTepingi xaHe

eH 6acTbl )ynae «AntbiH Tpura» (CypeT 2)
aTTbl YW acblil acay KblNKblHbIH 6€MHECI
6enHeNeHreH cTaTyaTKachl, cueHorpadus
eHepiHaeri eH 6enenai anemMaix
MapanaTTblH, 6ipi 60/bIN caHanaabl.

«[para KBagpueHHane» 1967 xbinga
6acTan ap TepT XKblN CanblH BTKI3Yy
MaKcaTblHAa Ke3 KeNreH canajarbl
MamaHZapablH TeaTp canacblHAafbl
e3repicrepai, iamy AeHreniHiH gapexeciH
6aKblnayFa MYMKIiHLWIiNiK 6epeqi. 2009
XblngaH 6actan «[para KBagpueHHane»
dectnBani adcblH4a OTETIH KepMenep,
ceMuHapnap, Mactep-Knaccrap,
OiNiKTINIKTI apTTblpy 6argapmanapbiH
OTKi3y, MaMaHap apacblHAa KapbIM-
KaTblHACTbl HblFanTy MeH 6inimM anmMacTtbipy
MaKcaTblHAa HerisenreH.

«PQ» — 6yn anemaik dectnsano,
cueHorpadusa eHepiHAEri, annbl Teatp
eHepiHaeri 3amaHayu gamy ypaiciH
OaKbl/layFa HerisaenreH, xanblKapablK
JeHrengeri eH 6enengi oHe MeMmneKkeTrep
apacblHaa 6enceHfi Kongayra ne
6onfaH xanblKapasnblK Kepme. EH anfaw
60nbin 2003 Kblabl €NiMi3fiH HaMbICbIH
Kopfan, «[1para KBagpueHHane»
KepMeciHe KaTblCblN 6afblH CbiHafFaH,
yrbIMAACTbIpyLWblnapablH, nikipiHe
cymeHcek, pectnuBanbre 6ip cepnific
6epreH LUbIMKEHTTIK «KbI3blN1 TpaKToOpP»
TO6bIHbIH, Monaaryn HapbiIMOETOBTbIH
eTeKuWwinirimeH KatblCKaH Tomn, YNTTbIK
HYCKaJa e34epiH KepceTe BinreH,
LamMaHK3M 6erHeciHae KOMbI/bIM
(nepdopmaHc) ynnecimiH Tankax
TonTapAbliH 6ipi.

«benHeney eHepiHgeri «Contemporary
art» Kasipri 3amMaH eHepiHiH deHOMeHI
peTiHae 90-xbingapaaH 6actan e3iH
epeKLle KepKeMiK 6aFblT peTiHae
TaHbITTbl. Bynap Pyctam XanduH meH
leoprun TpakuH-byxapos, KaHat
N6parnmos, EpbonceiH MenaibeKkos,
Cepren Macnos, fansim MagaHos,
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Cyper 3 — «ArtBat Fest». «Kbiabu1 tpakrop» To6bitblH, — Moyynaryi Hapeim6eros, Canp AtaGekos, ApbicTanGek [lan6aes

cbiHbI cyperiuizepi. Anmatel. 2011 x.

Cypert 4 — Iepdopmanc «Mac papyititep». «Kpizbi1 Tpakrop» To6b1. Batmurron, AKII. 2005 xbii.

LLbIMKEHTTIK «KbI3bl/1 TPAKTOP» TOBGbIHbIH, -
Mongaryn Hapbim6eTtoB, Cana ATabeKoB,
Anmaryn Menni6aeBa, Cmanbin basinues

cbiHAbI cypeTwinepi (Cypet 3).

OnapablH LWbIFapMallblbIFbl anfallbiHAA
«KanblnTacbln KETKeH 6acTaynapabl CbiHay»
MEH «Tapux ToHiHaeri TaHb6a» peTiHae
Kapchbl afblHFaHbIMEH, KOFaMblK caHaga
6enrini 6ip earepictepi oATbIMN, OYriHri
Ka3aKcTaH eHepiHaeri MovbIHAaNFaH
daKTOop - 0N aKTyanbl eHeP eKEHAIriH
nonengeni. On KoFamaa avanor 601y YiliH
KapaMa-KanLblNbIKTbl YCTaHbIMAAPAbIH,

[Ja 6onyFa TWiC eKEeHAIriH aHbIKTan,
KaHOHap Typasibl MOHI eMecCTiriH 6enrini
Oip AeHrenae ofaH 63iH ganen peTtiHae
KepcCeTTi. «<¥NITTbIK HYCKaJla 63iH-e3i
KepcTeTyaiH Mogeni peTiHae nanga 6onfFaH
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Oipkatap deHMeHaepai atayra 6os1agbl:
«KbI3blN TPAKTOP» TOObLIHbIH, LUAMAHAbIK,
ToMCiN-akuusinapbl 6enHenepi caHanbl
TYpAe apxav3auusnayra KapamacTaH,
onapiblH 9pPEKETTEPI KOKEMKECTI, api
nnacTUKasblK TYpFblAaH Kasipri 3aMaHfbl
MoeHU-OUNOCODUANBIK aFbICMEH
ynnecimainik tTantbl (Cypet 4).

LLbIMKEHT cypeTLlinepiHe *akKblH
TYXKbIpbIMAa «Facbipnap aHfblpblfbl»
atTbl eciMaepi Ken TapamaraH My3blKasblK,
TOM XanblKTblK acnanTap opKecTpiHae
OWHaWTbIH My3blKaHTTapMeH eyponanblK
My3blKara JeniHTi Herizgepre opany
MaKcaTblH Korabl. Onap Tabufu AblObicTap
MeH TabuFraT bipFaKTapblHa KypblaFaH
CYbIPbIN cajiMa KOMMO3ULMSANapbIH
opblHAayabl kesaedi» [12].
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HOTUXXENEP

KasaKcTtaH cTyaeHTTepi ywiH «lpara
KBagpueHHane» KepMeciHe KaTbICy YIKEH
ToXipube. Xanblkapanblk pectnuBanbaepae
CTyAeHTTepaiH 6encenainik aptrbipybl, 70
MEMJ/IEKET apacblHAarbl MamMaHgapMeH
6annaHbIC OpHaTybIHa, GiNiKTINIriH
apTTbIpyblHa, 3aMaHayu TeHaeHUuMsanapabl
urepyiHe, WhiFapMallblibIKTapbiHAa
e3repictep eHrisyae 6atbliblpak
60nyblHa YIKEH cenTiriH Turiseqi. 2011
*blNbl 6TKEH «[1para KBagpueHHane»
KepMeciHe eH anfauw 60nbin 6afbiH
CblHafblH Ka3aKcTaH CTyAeHTTEpPIHIH
apacbiHaa T.XKypreHoB aTbiHAaFfbl
KasaK ¥NTTbiK OHep akaJeMUACHIHbIH,
CTyAeHTTepI Kew 6acTtan Typ. Apara
TOpT *blN canbin 2015 xbinbl «[1para
KBaapueHHane» KepMeciHiH, «*Kannbi
KeHicTiK. Caacart. Aya-panbl. My3biKa» aTTbl
TaKblpblOKa COMKEC CTYEHTTIK CeKumsaaa
T.KypreHoB atblHAafbl KadaK ¥ATTbiK
OHep aKkageMUSACbIHbIH, 4 Kypc CTyaeHTTepi
npodec.d.f.A0KTOopbl XanbiKkoB K.3-HbiH,
KeTeKuwinirimeH «feogmuctaHumsa YHI'TPTAC
— acnaH MeH }epaiH TOFbICKaH HYKTECI»
(CypeT 5) atTbl ©3a€piHiH KOHLEeNuManapbIH
YCbIH/bI.

ol
Cyper 5 — «Teomucranisi YHITPTAC — acnan meH »kepfiH
TOFBICKAH HYKTECi», CTYEHTTEp KO6ACHI.

¥NTTbIK HYCKaaa neppopmMaHCc KOnFaH
anfalwKbl CTYAEHTTIK TONTapAblH, 6ipi.
YHripTac — xep KiHairi pen 6exkep antnarax
xanblK. AnmaTbl KanacbiHaH 100 waKbipbiM
¥epae opHanackaH YHriptac gen atanarbliH
KaCHETTI OpblH, Xep KOMHaYbIHbIH, 6ipi

60nbIN caHanagbl.

CoHfbl 7 Xblnga 6yn enKkeHi Kepy
YLWiH anbiC-*KaKblH WWeTeNaeH KeneTtiHaep
KebenreH. byraH akagemMuK Badecnan
BPOHHMKOBTLIH FbIIbIMK 3E€PTTEYi e
TYPTKiI 6onFaHfFa yKcanabl. Bayecnas
MuxannoBuy — KeHec Oparbl 60MbIHLLIA
O1o3HepreTUKaHblH HEri3iH canylibl
FanbIM. ApHawnbl KypbliFbliap apKblbl
TeKkcepy 6apbiCbiHAa OCbl anMaKTaH
OFapbl 3HEPreTUKaNbIK KyaT Keai
aHbIKTanfaH. ©3re ranbiMaap To6bl 6y
MaHja Kep acTblHAaFbl aHbIKTanMaraH
MeTanblH MarHUTTIK epici 6ap 60nybl
MYMKiH AereH 60/1KamMblH YCbIHabl.
Kanaw 6onfaHa aa, MOCKeYNiK FanbIMHbIH
OMO3HEpPreTUKanbIK 3epTTeyiHeH KeniH
YHripTacka KenywinepaiH caHbl yfanfaH
(CypeTt 5). TinTi, 6yn MaHabl XKepaiH, KiHgiri
hen atanTblHAap Aa XKetepnik. Xep
KiHAiriHe 6apbin, FapbllTbiK 6alnnaHbICKa
TYCETIHAIriHe CeHiMAi TYpUCTep o eJikere
KaTbICTbl MUPTEPAi ThiHAAYFa AaWblH.
Bip KbI3blfbl, 601AbLI CEHIM BUEreH
CoH 6a, OHarbl TaCcKa XKaKblHAacaH,
LbIHbIMEH bICTbIK MEH CybIK NENTiH KaTap
anMachIn XaTKaHblH ce3iHeciH. Kasip
OJ1 YHip OpHanacKaH aymak KopluaJsfFaH.
AnpahapablH KaHaTblHa YKCaWTbIH TayaaH
WhIFbLIN TYPFaH YHripAiH Kantanbl Keprex
allaM/ibl 83iHE epiKci3 6aypan anapnbliKTan
aaemi [13].

Cyper 5 — YHriprac — »kep KiHJjri.

AUCKYCCHUA
MNepdopmaHc Kotoaafbl 6acThbl
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MiHETIMI3 BY/1 aMaKTblH F€OKEHICTIriH
Urepy, <Kep KiHgiri» atanfaH }epimiagin
aHbl3-oHriMenepiHe CymeHin, xep MeH
KOKTiH apacblHAaFbl KyaT KyLWiH ce3siHe
OTbIPbIM, cLueHOrpadUsanbIK AUCKYPC KYPY.
«Mpara KBagpueHHane 2015»
KOpPMECiHiH, asiCblHAa 6TKEH
TeaTpnaHAblpbl/iFaH Xxobanap MeH
CTY[EHTTIK XYMbICTap, opacaH Kypaeni
onepnbIK KonblbiMaapaaH 6actan
ac 6ananapfa apHanfaH xobanap,
aHaTOMUSANbIK TeaTpaH 6actan acymnae
OTETIH ApaMa XoHe WaFblH 6ip KepepMeHre
apHanfaH TeaTpnaHablpblIFaH XyMblCTap
(CypeT 6). Kepme asicbiHAa *KaHa TbiH,
naesinapbl MEH KOHLeNUUsSNapbiMeH
TaHfFangblpFaH cueHorpadTap a3 emec,
conap/blH KatapblHAa TeaTplaHablpbliFaH
BUIEOUHCTANNSALMAHBI KOJIAaHFaH
cueHorpad AnbdoHca PnopecaHbiH,
*obachl, Le Grand Macabre
onepacbiHaarbl KnaBams MycCiHi,
batrepdnan KocTiomi (KatanoHuns), AHTUIOH
Mackachl (LLseuwns), Kbitan, XopBatus,
COHbIMEH KaTap afbliWbIH e/1AePiHiH,
XYMbICTapbl 634€ePiHiH TanKblp/blFbIMEH
€epekKLle Ke3are TyCTi.

LUbiFapMallblfbIK WeLWiMAEPIHIH,
HaKTbl/IbIFbIMEH, 6HEPTaNKbILWTbI/IbIFbIMEH
TaHfFanablpraH 6ipHelle MeMNEKeTTeEPAiH
KYMbICTapbIH anTa KeTep 60s1cak,
oflap: MUHUaTIOPasbIK o1eM 6ENHECIH
MeKTen WKadpTapblHAa OpHanacTbIpybl
(AKLL), KiwkeHTaw owiktepae (Kopes),
Kpuctangapda (McnaHug), WhiHbI
6aHKanapaa 6enHeneHreH 6enHenep
CTYAEHTTIH YXEeKe eMipiHiH caTTepiHeH
Y3iHAi cekingi (M3pawnnb), KabblK NollTa
XowikrepiHge (MopTtyranus), awblK
KiTanTapaa (benbrus) 6erHenerexHaepi
epekue 6onapl. «PQ 2015» xannbl
KEHICTIK TaKblpblObIH Urepyne
cueHorpadTapiblH caxHa KeHICTIriH
ayerkan 3anblHa (¥nbl6pUTaHus),
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aBTobyC asngamacsiHa ([py3us), Typme
TopfiapbiHa (PyMbIHKA), AYKEHTe, Cbipa
3ayblTblHA, acynre, KuHo3asnra (Hexus)
YXOHe OH TYpAi AspeTxaHanapra, 6ip
KepepMeHre apHanfaH TeatpiaHablpbliiFaH
KabuWHanapfa anMacTtbipybl (KaHana)
KeNreH KepepMeHZep MeH KenLwinix
MaMaHAapabl TaHKanabipabl.

LWbiFbic Eypona eniHiH, KaTbicywbiiaphl
KiluKeHe KypasilapMeH Kbl3blKTbl }o6anap
¥acal anatbiHAbIFbIH gonengeai. py3us
eNi KeHeC YKIMETiH ecKe canaTbiH aBTobyC
asingamMacblH acaraH, an bonrapua
eni — yMITCi3 KallyAblH CUMBO/bI PeTiHAE
MexaHW3M, Kapycesib onMnacTblipFaH.
BeHrpusa — «[IpomeTtenre apHanfaH JOHOP»
*obachbl (ePiKTiHiH, YCbIHbICbI 60MbIHLLA
6epifireH 6ayblp MyLleci); ACTOHUSA —
«bipikkeH 3cToHKs Kobachkl» (<NO 99»
aTTbl TeaTpAblH, XanFaH Ko3fanbIChbl
YKOHe eKi anja 63eKTi casiCu KyLLKe eHyi
WaunblHga), «<MenepxonbATiH TyCi» (Pecen),
pexuccepaiH, YMKblCbl 6eMHeNIeHreH
V/IKEH IEHEHIH 6enmere cbinman
OpHanacysbl, CTaJlMHAIK TeppPop AdYipiHiH
OfaH Tap 60/FaHabIFbIH 6eNHENnereHaen.
Benmepe »anbliFaH yNKeH aK MaMblK
TeCeK KepepMeH[i ThlHbIFbIM AeManybiHa
utepmenenai, ananaa ¥axkolHaaraH caTre,
KeHeTTEH KyLWTi NynbcauusHbl CE3IHECIS,
OYN YIKEH KOPKbIHbIWTbI Tyablpagbl [14].

KOPbITbIHAbI

1967 »binagaH 6actan «[para
KBagpueHHane» Teatp KeHicTiriHaeri
KenTereH An3anH XaHe apXMTeKTypanblK
YYMbICTbIH, COHFbl YPAICTEPIH
YCbIHbIN Keneni. CueHorpadusiHbl
KEeH ayKbiMAbl KAMTUTbIH }oHEe OYKin
a/leM MaMaHAapblH GipiKTipeTiH
Y/IKEH 0064, KeKe LblFapMallblblK
OpblHAAYLWbINbIKTaH 6acTan, KOCToM,
¥apblK, OblObIC, AM3aHAaFbl XXaHa
Tocinaepai, nepdopmaHcTap KoHe 1.6
TONbIFbIMEH KapacTbipagbl.dectuBanbaiH
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MaHbI3abl 6eniri Tikenen Kepcetinimaep
yMbIMAACTbIPyblHAA, MblHAaFaH MamaHgap,
CTYAEHTTEP KOHE KepepMeHaep
nikiptanacrap yMbimMaacTtblipagbl,
cemMuHapnap MeH nekuusrFa KaTbicagbl,
aHa KonblibiMaapabl Kepimn, OHbl
Tankblnanabl. PectuBanb TeHiperiHae
ybiMAacTbipblinFaH 6apblK Wapanap
MamaHJap apacbiHAaFbl KapbiM-KaTbIHACTbI
HblFanTa Tyceai.

«[Tpara KBagpueHHane PQ 2015»-TiH,
KOPKEMAIK KOHLIENUMACHI —CcLieHorpadus,
OpTaK KeHICTiK, agamM apacbliHAaFbl KapbliM-
KaTblHACTbl KanblNTacTbipaTbliH, COHbIMEH
KaTap o/IeyMETTIK ayanKepLlifik neH
KapblM-KaTbIHACTbIH, AaMyblHa CEeNTiriH
TUTi3yLWLi Koba.

oneMiiK pectuBanbaepait, atan
anTkaHaa, «[para KBagpueHHane
«becTuBanbaepinaeri cueHorpadusanblk
ToXipnobenep MeH TeHAEHUMSNapabIH,
KasaKcTaH cueHorpadusicbl MeH
CTYAEHT MamMaHAapAbl Aaspnaynarhbl
peni OYriHri KyHi eTe MaHbi3abl. ¥1TTbIK
nnactukaHbiH «[lpara KBagpuneHHane»
KepMeciHIeri KeHec gayipiHaeri TeaTp
CypeTLiNepiHiH, WbiFapMallblblFbIHAE,
2003 xblnbl «PQ yperi» 60MbIN TabblFaH
«KbI3blN1 TPAKTOP TOOLI» NepdopMaHc
MeH UHcTannsuuanapsl, T.K XypreHoB
atbiHaarbl KasYOA cueHorpad-
CTYAEHTTEPIHIH NAacTUKaHbl «3THO-M3AEHM
€CTeliK» NeH «reocueHorpadUsnbIK
KEHICTIKTEH» i3ey TYXblpbIMAAPbIHbIH,
OpTaK-nnacTuKasblK Tocini Tabbingbl. byn
Kasipri «PyxaHW aHfFblpy», «TepTiHLWiI
eHAipicTiK peBontouus» [10]. MEMNEKETTIK
6argapnamanap TypfFbiCbiHAA AaMyabiH,
TexXHonorusnapbiIMeH 6annaHbICThbl.

«[lpara KBagpreHHane» xanblKapanbiK,
TeaTp KepMeci 6YKin anem TeaTpiapblH
daHTa3m1a YIKbIHbIMEH XaHe Typ/i
KepKeMAiK 6enHenepimMmeH, ablbbIC KaHe
amMouusiceiMeH 6aypan anraHgan. Kasipri
TaH4a 6yn MYMKIHIK akuMKaTTaH anbictan

daHTacTUKanblK TeaTp anemMiHe anaparblH
anTblH KeMip cekingi, COHbIMEH KaTtap,
eMipaeri WblHaMbINbIKTbl KOMbITbIMHbIH,
Oip KepiHici peTiHAE CbiHaM aHe CbipTTan
OaKbllayFa 601aTbIHAbIFbIH }ETKI3eTiHaewn.
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BbucemoGaeBa A. A.
Kasaxckas HaunoHanbHas Akagemus uckyccts umenu T. K. XKypreHoBa
Anmartsl, KazaxctaH

KA3AXCTAH B MUPOBO# CLLEHOFPA®UH U B TEATPAJIbHOM NPOCTPAHCTBE (MPAKTUKA
«MMPAJXCKUX KBAAPUEHHAIJIE 2011, 2015»)

AHHOTauMSA.

B naHHOM cTaTbe paccMaTpMBaEeTCA HAKOMIEHHbIM OMbIT y4acTUA Ka3axCTaHCKUX CTYAEHTOB Ha
MexayHapoaHoM dectuBane cueHorpados «[Tpaxckoe KBagpueHHane 2011, 2015» rogbl. AKTyanuayoTcs
uccnepoBaHus, NOCBALLEHHbBIE YHaCTUIO B MEXAYHAPOAHbIX MPOEKTax B Lensax NpodeccMoHanbHOro passmTus
Ka3axCTaHCKOro TeaTpanbHOro UCKYCCTBa - KaK BO3MOXHOCTb TpaHchepTa UHTerpauumn, MHHOBaLMK 1
TEXHOMIOMMYECKUX 3HaHWI. A TaKXKe, pelleHne NPUHATUA U NPUMEHEHWE HOBbIX TEHAEHLWUM NPOBNeMbI
OCBOEHMSA MPOCTPaHCTBa Ha MUPOBbLIX GeCcTUBaNSAX, B KOTOPOMW HyXJaeTcs Ka3axCTaHCKoe TeaTpasibHO-
CLIEHUYECKOE UCKYCCTBO. He0BX0AMM aHanuna ¢ TOYKU 3pEHUS METOA0NOMMU cLeHOrpadum CTyaeHYEeCKUX
NPOEKTOB NOCNEAHNUX AECATUNETUMN «ITHOKYIbTYPHAA NaMaTb», leoAMCTaHLMUsA — TOYKU CONPUKOCHOBEHMS
3emnu n He6a», NepCneKTUBbLI Pa3BUTUSA HCTANNSALMK U NEPPOPMAHCOB Kak 0coBbIx GOpM TeaTpasibHo-
Bblpa3uTeNbHbIX CPEACTB U ee pedieKcun B MUpe rnobdannsalnm COBpeMeHHOM Ka3axCTaHCKOM KyNbTypbl.
KnioueBble cnoBa: T1eaTp, cLeHorpadus, cueHorpad, MNpara kBagpueHHane, pectmBanb.

A. Bisembayeva
T. K. Zhurgenov Kazakh National Academy of Arts,
Almaty, Kazakhstan

KAZAKHSTAN IN THE WORLD OF SCENOGRAPHY AND THEATRE SPACE (THE «PRAGUE QUADRENNIAL
2011, 2015»)

Abstract.

This article discusses the accumulated experience with the participation of Kazakhstani students at the
international festival of stage designers «Prague Quadrennial 2011, 2015» years. Research focused on
participation in international projects for the professional development of Kazakhstan's theatrical art is
being updated as an opportunity for the transfer of integration, innovation and technological knowledge.
And also, the decision to adopt and apply new trends in the development of space at world festivals, which
is required by Kazakhstan's theater and stage art. The analysis from the point of view of the scenography
design methodology of the student projects of the last decade «Ethnocultural memory», «<GeoScenography —
points of contact between Earth and Sky», prospects for the development of installation and performances
as special forms of theatrical and expressive means and its reflection in the world of globalization of modern
Kazakhstan culture are needed.

Keywords: theatre, scenography, scenographer, Prague Quadrennial, festival.
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KA3AKCTAH OIIEPA
JHE BAJIET TEATPbI
CLEHOI'PA®USA
OHEPIHIH HET'I3IH
KAJIAYLLbICbI-

\ 4

PHILOSOPHY

AHATOJIUH
HEHALLEBTbIH
LLBIFAPMALLbIJIBIFbI

MPHTH 18.45.15

JKanobipunesaA. Q. !

'Kazaxckast Hauponanbnast Akagemust HCKyceTB
um. T. K. )Kyprenosa,

(Anmatsl, Kazaxcran)

KA3AKCTAH OMEPA XX9HE BAJNIET TEATPbI CLLEHOIPA®UA OHEPIHIH HETI3IH KAJIAYUWbICbI-
AHATOJIMM HEHALUEBTbIH WbIFAPMALUbI/IbLIFbI

Axparna:

byn makanaga astop 6enrini Teatp cypeTwici AHaTonuMn MBaHOBMY HeHaLEBTIH WhlFapMallbibIFbiH
KapacTtblpagbl. KazaKkcTaH actaHacbkl Anmartbl KanacbiHga 1934 xbinablH 13 KaHTapblHAa KOCiOM Ka3ak
My3bIKasblK TeaTpblHbIH Nepaeci anfaw pet M.9ye30BTiH «AMaH-LLlonnaH» My3blKasnblK CneKTakiiMmeH
awbingbl. A.HeHaweB Ka3aKcTaHHbIH YNTTbIK CLLeHorpadus eHepiHe Kon yneciH KOCKaH TeaTpiblH eH anfallKbl
KOOLWbI-CYPETLLiHIH 6ipi 6014bl.

Ochbl TeaTpAa OTbI3 XblN4aH acTaM LWbiFapMaLlbliblK KbIBMET aTKapfFaH HeHalleB KasaK, OpbIC aHe 6aTbIC
eypona KJlaCCUKTepiHiH OHAafFaH fleKopauusaHbl 6e3eHaipai. EH 6acTbicbl, OHbIH, «KbI3-XKibek», «Ep-TapfbiH»,
«BbipyaH aHe Capa» aHe TaFbl 6acKanap CUAKTbI KOWblIbIMAAPAbIH, CaxHablK KOPIHICIH KBpKeMAiK
6e3eHgipyre epeklue ynec KocTbl.

Tipek ce3pep: CueHorpadus, HoGal, feKopauus

Kipicne OHJJEereH xasblK 9HAEPIMEH, KyhiepiMeH

KasaKTblH MEMNEKETTIK AGal aTbiHAaFbl  ©PHEKTENreH anfallKbl My3blKasblK
aKaJeMuablK orepa xaHe 6anet Teatpsbl KapJblFallTblH KEpepMeHaep YLWiH acepi
Ka3aK 6HEepPiHiH KeHe Ke3 WaHblpaFfbl KepeMeT efli. CneKTaK/b KYH KypfaTtnamn
60nbin Tabblnagbl. Onepa xoHe 6anet Y3 KYH KaTap »ypai. byn Teatp »annol
TeaTpbl 1934 xbinabiH 13 KaHTapbl KYHI, ¥aHanblK Xxabap enre Te3-akK Tapan,
MyxTap 9ye308BTiH MMbpeTTacbl 60MbIHLWA KepepMeHaepaiH KeHiniHeH wolfa 6actagbl.
KoWblnFaH «AiMmaH-lonnaH» My3bIKanblK ANnFallKbl cNeKTaKIbAiH aca TabbICThbl

CcneKTaK/iMeH awbigbl. UBaH Koubix OTyiMeH abblTTaHa TYCKEH, ellKaHaan
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Kocibu 6iniMi }OK aHLUi-aKTepaep, Tyma
pexuccepnep LWblFapMallblblK XaHa
KyaTrneH TeaTpablH onepanbiK peneptyapblH
*acayra KipicTi.

«AnfallKbl CNEeKTaK/bAi caxHafa
LWblFapyablH 6i3re KaHwanblKTbl KUblHFa
TYCKEHIH, KaHllama eHBeK, Kyll-XKirep
*YMCarFaHbIMbI3[bl aUTbIM KETKi3Y KWUbIH,

- oen ecke anagbl KaHabek bancenitoB
O3iHiH «KyliTap KeHin» atTbl KiTabblHAA,

- JemManbicchbl3- y3inicci3 KyHae caxHafa
WbIKKaH 6i3 15 MaMblpfa ageniH «AMaH-
LLonnanAapbl» }y3 peT Konabik. Kana
KYPTbIHbIH SHIiMeCi TEK KaHa «AMaH-
LLonnan» 6onabl. KyHai3 6e, TyHAE Me
KanaHblH ap TYKNipiHae, AyKkeHaepae,
Kana TpaHCNOopPTbIHAA Ma, SUTeYip XKypT
Nbeca OKUFacbIH Tanaan, Kav apTUCTIH
Kanan oMHaraHbl XXeHiHae nikipnecin,
CNEeKTaK/IbAEH SHEP alTbIM KYPreHiHe Kyo
6onabik» [1, 6. 3]. byn KazaK xanKblHbIH,
My3blKa TapuXblHAa YNIKEH OPblH anatbiH
opacaH 30p OKUFa 601bIN, OHAa pongepae
OWHaFaH aKkTepnepaiH, 6apnblfbiHbiH Aa
€CiMi MOHT MK TapuxTa eLllnecTen 60bIn
KasaK My3blKa MOEHUETIHIH BipTyap
oHep nenepi 6onbin Kanabl. CoHbIH, iWiHae,
atan anTKaHaa, Kynaw bancenitoBa,
perxunccep HKymat LLUaHWH, oHLWI }KoHe
pexunccep KypmaHbek XanaapbeKkos,
SHLUI, pexuccep ¥oHe apamaTypr KaHabeK
BancenitoB, 6uui Llapa }uneHKynoBa,
9HLWIi MaHap6eK EprxaHoB, cypeTLui
AHaTtonnn HeHalleB, *a3yllblnap

Myxtap 9ye3oB, Fabut Mycipenos, Cobut
MyKaHoB, benimbeT MannmH, KOMNO3UTOP
EBreHnin bpycunoBCKUM T. 6. eHep
MauTanMaHaapbl eqi.

A.HeHalweB Ka3aKCTaHHbIH YITTbIK
cLeHorpadus eHepiHe Ken yieciH KOCKaH
TeaTpblH €H aNifallKbl KOKLLbI-CYPETLIIHIH,
6ipi 60nabl. OpMHE, My3blKasblK TeaTpablH
cueHorpadUaChIHbIH, Xbl1aaM KasblnTachkin
KeTyiHe TYHFbILW KOIOLWbI-CypeTLLi —
AHaTonmnn HeHalweBTiH, Ken cananbl
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KbIBMETIHIH, MaHbl3bl 30p 6014bl. ANFallKbl
KonblnFaH «<AiMmaH-LLonnaH» onepacsl
eHepiMi3aiH TapuXbiHAa KYPMETTI OpblHFa
ne 60nyblHbIH cebenTepi Ae eH anabIMeH,
cueHorpadUanbiK KOPKEMAIrHIH, XOoFapbl,
3CTETUKANbIK Tananka can *acanyblHaH
[en YKKaH X6H.

9picrep

HeHalwes AHatonui MeBaHoBKuY 1903
¥blibl, TaMOOB KanacblHAa KbI3METKEPAiH,
oTb6acblHia ayHuere Kenai. Cypetwi Tam6oB
KOPKEMCYpEeT yYunuuieciHiy tyneri. LlMpk
neH TeaTp KOMbIIbIMAAPbIH Wi Kepy, xac
CYPETLLiHIH 60onallaK TeaTp cypeTuici
60/1bIMN Ka/iblNTacyblHa 30p 8CEPiH TUri3i.
1924 »bingaH 6actan HeHawes cypeTLui-
[leKopaTop MamMaHAablFbiIMeH Tam60B,
Ko3snos, BopoHex TeaTpnapblHaa KyMbIC
icteni. byn oHbIH eHepre 6arbllUTanfFaH
YapKblH FYMbIPbIHbIH 6acTanybl efi.
CypeTLui yiiH 6yn XKblngap KacinTik
ToXipnbe KMUHaKTAy Ke3eHi 60nFaH.
LbiFapMallbiibiFbl cLEeHorpadUsHbIH
nepbec eHep Typi peTiHae KanbinTacy
Ke3eHiHe Tan KeJreH cypeTLli KoL bl
- CYPETLIiHIH, KypandapblH TbiHO6aK
i3gectipyre Tvic 6onabl.

A.HenauweB 1930 xbingaH AnmMarthl
KanacblHAa Typbin, WhiFapMallbliblK
Kbl3BMEeTNeH anHanbICTbl. 1932 Kbinbl
Cewmen, LLbIMKeHT TeaTpnapbiHaa, 1933
Xbl/1laH Ka3aK My3blKalblK TeaTpbiHAa
(Kagsipri KasaKTblH MEM/IEKETTIK aKkagemus
ornepa XaHe 6aneT TeaTpbiHAA), Ka3aKTbIH,
[Apama TeaTpblHAa, Ka3aKTblH 6ananap
MEH Kacecnipimaep TeaTpbliHAa TeaTp
CcypeTLli KbI3METiH aTKkapabl. Ochbl
XblidapaaH 6acTtan KasaKTblH TeaTp
eHepi TapuxbliHAa A.HeHalueBTiH eciMi
epekKLlue opblH anabl. CypeTwi AHaToNNI
HeHalwweB 35 xbin 60Mbl Onepa xaHe 6anet
TeaTpblH[a Ken Tep TOKKEHI, EHOEKTEHTeHi
KenTtereH Konbl/biMaapblHAa avKbIH
KepiHai. CypeTLWiHiH, WhliFapMallbl/iblK
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OJbl FaXanbln TUSHAKTbINbIK epeKLle
webepnirimeH epekwenenei. OHbIH,
allfallKbl KOWFaH cneKTaK/bAepiHiH eH
O0MbIHAAFbI EKE HaKblWTapbl KEWiHTI
KoMbl/ibiMAapaa 6anbiTblbIN XXUHAKTaJIFaH.
LUbIHbIHAG Aa, 9p KOoMbINbIMAa WebepaiH
cbip6as Kypaeninik, KyHapnbl ypaic,
LblFapMalLlbl/iblK YMTbISbICbIHbIH,
CaHKbIP/bINbIFbl OpTaFa TapTblbiN XKaTabl.
An, KOWFaH KoMblibiMAapaarbl CypeTLi
WwebepniriHiH KacWeTiH TYCIHY YLiH
anbIMeH OHbIH, LblFapMalliblfbIFbIHbIH,
Heri3ri 6eaepiH, «iLWKi CbipblH» aHbIKTay
no3sim. Ocbl TypFblaa CypeTLIiHIH Ka3aK
KOMbINbIMAapbliH 6€3€HiPY *KYMbICbI EH,
MOH/i epicTepaiH KaTapblHaH KepiHep
efi. *Kannbl A.HeHalleBTiH 6HEPIHIH OUiK
LbIHbI Ka3akK CNeKTaKknbAepiH Kepkemaey
apKblNbl XKOFapPbl HOTUMKETE XKeTTi aen
anambl3. Mbicanbl, A.HeHaweB 1937 *binbl
Mapwxae 6onfFaH gekopaums eHEPIHIH,
OYKin oyHMe Xy3iNnik eHep KepMeciHae
E.BpycunoBckuingin, «Kbi3 ibek» onepa
JeKopaUUsCbiHbIH MaKEeTI YLLIiH anTbIH
Meaani 6epingi. OCbIHbIH 63i e CON Ke3eri
Kas3aK CLLeHOrpadusCbiHbIH OfFapbl
JeHrenae KywTi cueHorpadus eHepi
MeKTe6i 6ap 60JiFaHbIH anTbIN TYp.
AHaTtonuin HeHaweB Aban
aTblHAAFbl MEMNIEKETTIK aKageMUsAnbIK
ornepa XaHe 6aneT TeaTpblHAAFbI
KOPHEKTI KOWbINbIMAAPAbIH CaxHaslblIK
KepiHiciH KepKeMaik 6e3eHaipyre
epekKLLe yec KocTbl. ATan anTKaHaa,
E.[.BpycunoBckunbiH, «Kbi3 Kibek», «Ep
TapfbiH» , «bipxkaH meH Capar, «Ko3bl-
Kepnew neH basiH-cyny», Kan6bip».
baTbliC eypona ¥}aHe opbIC KNaCcCUKanbIK
nekopauusinap «MNaTwa KanblHAbIFbI»,
«MBaH CycaHuH», «[lpogaHHas HeBeCTa»,
«KapmeH», «[anbka», «<Anga», «[yreHoTbI»,
«Pomeo 1 [IKynbeTrar, «3cMepanbaar,
«[doKtap Anb6onum, «B Bypto», «[TnKoBas
Jamar» T.6. CypeTLUiHiH OCbl atanfaH
CNeKTaK/baepre acafaH cLieHorpaduscol

- 9p Xblgapbl TeaTp caxHacblHaH KOWbIbIN
Tycnew xypai. [2, 7 6.].

1934 xbinbl <AimaH-LonnaH»
My3blKanblK KOWbIbIMHAH KEWiH, COS
¥bl/bl KOMbINFaH Keneci KOMblbIM
E.l.BpycunoBckmnnaiH «Kbi3 Kibek»
onepachl. «Kbi3 }KibeK» gacTaHbIHbIH
Tapuxbl Ka3akK XaKblHblH OpTa Facblp/iblK
JoyipiHaeri KenTereH oKuFanapMeH
6annaHbICTbl, COHAbIKTAH Aa HeHalleBKe
apxXuBTEP/E KYMbIC iCTeYiHe,
aTHOrpadUanbiK AepeKTePMEH TaHbICYbIHa,
YNTTBIK KMIM YNTiIEPiH i3gecTipin, Ken
YyaKbITblH Mypakalnapa eTKidyiHe Typa
Kengi.

AunckKyccuna

CypeTLli 3CKM3aepMeEH XKyMbIC icTereHae
OJ1 ECKINIKTI TYPMbIC KypangapblHbIH,
CypeTTepiH FaHa eMec, COHbIMEH Bipre
LblFApMaLlbl/bIK WanbiMbl apKbibl
OHbIH, KENOGIP BGOSLLIEKTEPIH Ae 63i oMnan
Ta6aTblH. CypeTLWiHiH cypeTKepik
MiHAETI-Facbipnap 6onbl Malapnap
KabblpFacblHAa Kanlimbin KaTbin TYpFaH
Tincia cypetrepai «cennety» 60bIN
Tabbinaabl, HeHalweBTiH CeKTaKkIbre
¥acafFaH 3CKU3epiH KapacTblpcakK, Tapuxu
WbIHABLIKTBI YXoHe COJ AdYipaiH, XaHabl
OENHECIH }eTKi3e anfaHblH, CypPeTLLiHiH
3CKU3iHae 6y Macenenep HaHbIMAbl
LwewinreHiH kepemis. CypeTLli Tapuxu
ecKepTKiWwTepaiH dopmachiH, Cbi3blKTapblH,
©PHEKTEPIH ana oTbIpblM, conapibliH
KeMeri apKbl/ibl BYTiHT KepepMeHaepre
©3iHiH, TYCIHIKTI MAEACHIH YCbIH/bI.
Ananpa, CypeTLiHiH i3aeHYi, OHbIH GYTiHTi
JIYHWETaHbIMbIHAH BYTiHI 3CTETUKaNbIK
OiNiMHEH XoHe BYKIiN }KaHaHbl, }aH-
ToHiIMeH b6epine KabbingaybliHaH y3an
KeTe anmaraH. HeHalleB cneKTaKbiiH
3CKMU3 KOCTIOMAEPIH GYTiHIi KYHTi CYYNbIK
3aHbIMEH OpbIHAaFaH, KWiM, alleKennep,
Kenae TYCTiK raMMaHbl TONbIKTbipagbl.
CreKTaK/b/liH 3CKMU3/iK KOCTIOMAEPi HafbI3

125



TapUXU KOCTIOMHbIH, KalTa aHFbIPybIHA
aTnanabl, KepiciHwe 6yn acKu3aep 6yriHri
3aMaHHbIH, KOCTIOMEPIHE }aTKbl3aMbl3.
OpUHE, TapuUxn KOocTIoMAEpPai KanTa
HaHFbIPTY, KOMNTEreH TaHbIMan TeaTp
cypeTlinepiHe elKallaH Toxipubenix
HOTUXKE aKenmereH. Cebebi, cypeTLi
OVTiHr 3aMaHHbIH 9CEpPiHEH el aKKa
Kalla anmangbl, 6yFaH A. HeHalleBTiH,
«KbI13 }ibeK» onepacblHa ¥acafaH 3CKMU3IH
KapacTblpFfaHaa TafFbl Aa 6ip peT Ke3imi3
KETTI.

«KbI3 XibeK» cneKkTaKkniHae pexuccep
¥bIpAblH POMaHTUKa/blK CapbIHbIH
CaKTaW OTbIpbIM, TMPUKaNbIK TONFaHbICTap
*acanabl. KeninkepiHiH Tarabipbl Xannbl
XalbIKTbIH TaFAblPbIMEH YLUTAChIM,
acTapnachbin Keteai. Maxab6at neH
3Y/1bIM/bIK, 6MiP MEH 6/1iM, KaTaH4bl1bIK
NeH MenipiMAainiK cneKkTaknbiH, eH,
O0MbIHAA KaTap Xypin oTbipaabl. Ajamsar
6anacblHa eMip CbinaraH ep-aHa,
6036ananap MeH 60MKeTKEHEP,
LlaHblpafbl OpTacblHa TYCKEH aybi... byn
CNEeKTaK/bAiH Xanmnbl UAEACbIHbIH anfallKbl
KepiHici. LLbiFapmaaa pexunccepain,
aKTepsiep OMblHbIMEH CypeTLWiHiH Wwebepniri
OUiK aeHrenae ymnnecim Tabagbl. AKTepaiH,
iC-KMMbl/bl, BET-XKY3iHAeri opbip mwapar,
Ke3Kapachl apKbl/ibl KEWiNKepnepaiH, on
MEH ce3iM MipiMAEpPiH MO3TUKaNbIK api
HO3iK MCUXONOrMANbIK HaKblLTa Ao/ diKMNeH
6enHeneyiHe acep etegi [2, 21 6.].

CneKTaK/bje acipece pexxuccep
Hi6eKTi KasakK Kbi3gapbiHblH Maxabbart
CUMBOJIbI €TiM KepceTKeH. CneKTaKkbaeri
HKib6eK 6enHeciHe CypeTLUiHiH Ae bIKknanbl
TUAI gecek Katenecnemmis. KibeKTiH,
O0MblHAH Ka3aK Kbl3blHa TOH HA3IKTIK Te,
6aTblNAbIK Ta, aKkbl1abl Kbl3 6EMHECIH Kepe
anambl3. On 6yKin agamsaTtka, maxab6aTKka
ajlan Kasak Kbl3blH KepceTin Typ. XKibek
6enHeci ellKkallaH eLWnenTiH, eNn ay3blHaa
MOHI 6aKKu caKTanbIn KanaTtblH Y/bl 6ENHE.

AKTEep OMbIHbl, KOMNO3UTOPAbIH,
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pexxmccep MeH CypeTLUiHIH
LWblFapMallbl/iblFbl ©63apa YWnecim

TayblIn, 6ipiH-6ipi TONLIKTLIPbIM,

CMeKTaK/1b Ma3MYHbIH 6aibITa TYCTi.
ocipece cneKTakbAiH, My3blKa YHi

YOHe feKopauusHblH 605y HaKblLWTapbl
dnnocoduanblK ToNFaHblCTapAblH,
Ma3MYHbIH TEPEH Ce3iHyre KeMeKTece[i.
byn KepiHicTepaiH, aMOUUANbIK SCEPIH
Kywente Tyceai. «Kbi3 Hibek» cnexktakninge
cypeTuwi HeHalueB e3iHiH 61iK aeHrengeri
Kocibu eHepiH ganenaenai. Keninkepnepait
iLUKI *XaH OYHUECI CbIPT KWIMMEH YiJiecin,
9pOip KeninkepaiH 60MblHAAFbI KAaCUETIH
CoJ1 coTTeri TaburaT KepiHicTepimeH
GannaHbICTblpa KOPCETY CYPETLLiHIH
TanaHTTbl eHberiHiH gonengenai. [2, 23 6.].

AHaTonuin HeHalleB ©3iHAIK Ka3y-
MOHEpPIMEH, 8PHEK-HaKbIWbIMEH XKaHe
KOPKEMAIK KYHObINbIFBIMEH epeKLIeNieHe|.
ocipece cypeTLliHiH canfaH Hobannapsl
COHJlah KepKeM [ie aceM, No33usFa Tobl
TYP-TYC COHAINIr, bIKWWAMAbUIbIK NeH allblK
6enHeni wewim HeHalWweBTiH CypeTKepnik
LiblFAapMacbliHa ToH cunatbl. CneKkTaknbai
KepMen TypbIM-akK, CypeTLi acarFaH
3CKU3MEPIH Kapan Ker »aunabl TYCiHyre
6onagbl.

«Ep TapfblH», «bipxaH MeH Capa»,
«Ko3bl-Kepnew neH basH-cyny» YNTTbIK
CMNeKTaK/bre apHanafaH gekopauusanap MeH
KOCTIOMAEPi ¥acay *onbiHaa A. HeHaleB
Fanamar XymbicTap atkapabl. OHbIH,
Taycbl/iIMac Kyll-KyaTblHa, eHOEKKOPbIFbI
MEH 63 iCiHe }aHblH cana 6epinrexHgirine
TaHgaH6aK Typa anMaincbliH. CneKkTaknbaeri
Xan-axyangbl CypeTuwiHiH gen 6acblin, cesiHe
OiNreHairi coHwanblK, Kernae TinTi, OHbIH
e3i le COHAarbl KeninKepnepmeH Kos-
KONTbIK apafachlil KETKEH XOK Nna, gen 1e
KanfaHgancblH. CneKTaknbai pacimaen,
6e3eHipy KOeHiHAEeri OHbIH XYMbICbl 84eTTe
BipHewe caTtblgaH Typaabl. CypeTii eH,
anibIMeH aHbI3/lbl HEMece IMOPETTOHbI
MYKMST, 3eliH KOs 3epTTen 6ineai, con
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Ke3eH XeHiHaeri 6acKa ga ogebueTTepMeH,
pexuccepaiH 6yaaH e3re e oun-
MaKcaTTapblMEH XaH-aKTbl TaHbICabl.

©Hep agamaapbiHbIH MUCCUSACHI - 63
JapbIHAbINbIFbIHbIH, KYLWIIMEH KYHTIpT
aNeMre }apblK MNeH KyaHblLl cbiinay
6osca, AHaTtonun HeHalueB e3iHfiK
KoNTaHOacbIMEH, 63iHe FaHa ToH Ka3sy
MOHEpPIMEH, eH, 6acTbIChbI iLLKI *KaH-
[NYHWECIiHIH Ta3anblfblHaH TyblHAaFaH
LblFapManapbliH KEPEPMEHTe CbinaFaH
TaHbIMMa3, TaNfamnas cyperTui. A.
HeHaweBTiH KonTaHb6acbliHaH KanfaH
KOPKeM Mypa Ka3aK eHepi YLiH a3 oKa
emec. OHbIH Ka3akK cueHorpaduschiHbIH,
6ap/iblK *aHPbIH KaMTblFaH, CON Ke3eHae
OHepiMi3[le Ke3re TYCKEH KOPHEKTI,
Kabblpfabl TeaTp CYpPeTLWIiNepiHiH,
6ap/bIfbiHbIH AEPiK WbIFapManapbiHa
apKay 60nFaH CypeTLLiniK on-TonFamaapsl,
KepKeMiK Webepniri 6yriHri KyHi ae e3
MaHbI3bIH 8cTe TomeHaeTnenai. CypeTiliHiH
anTybl 60MbIHILA «TeaTp eHepi canacbiHaa
HYMbIC icTey — 6Y/1 MEHIH eHepiMm, 6yn
MEHiH 6aKbITbIM XOHE MEHIH eMipim!» [4,
326.].

KopbITbIHADBI

KopbiTa anTKkaHaa, A. HeHalues onepa
OHe 6asieT TeaTpbliHbIH CLieHorpadus
OHEepiHiH TyTac FacbIpbIH }acan KeTKeH
JapblHAbl CYPETLLI, OHbIH, YITTbIK
TaKblpblNTapfa, opbic, 6aTbiC eyponarblK
TaKbIPbINTa KOMWbIIFAH KOMWbl/ibIMAapFa
}acafaH AeKopauusiapbl MEH 3CKU3aepi
- Kasipri Kaszak cueHorpaduns eHepiHiH
Oafa }eTKici3 KyHablnbiKTapbl. Onepa
KoHe 6aneT TeaTpblHAa KapanawbiM
[lekopaTopaaH 6acTan, ynKeH TeaTp
lebepiHe aeniH ecKeH AHaToNumn
HeHalueB TeaTp y*XbIMMeEH 6ipre ochbl
©Hep canacbliHaafbl bICTbIK-CYbIKThI 6ipre
Kepai. A.HeHaweB 1930 —xbingapaarbl
TeaTpAblK LWbiFapMallblibliFbiHAA acipece
KasakK creKTaK/baepiH 6e3eHaipyaeri

MaKcaThbl - aTHOrpaduUsnblK aNeMeHTTep,
WNNIOCTPATUBTI, AFHU Ka3aK XalKbIHbIH,
TYPMbICbl MEH Ka3akK XaslKblHbIH TapuXxu
Ke3eHJepiH KalTa XaHFbIPTbIN KepceTy
efi. byn KonbinbiMaapaa KasaKTblH XalblK
[OCTYPIiH, Ol0-6PHEK, KUiM-KeLlleriH, KWi3 YK
HEMECEe KMi3 YWiH Kypan }abablKTapblH,
acaynapgbl KanTa KaHfblpTbIM KacapTTbl.
OpUHE ocblHAaKn 6afFbITNEH OpblHAaraH
JeKopauusinap pexunccepaeH, akrep
OMbIHbIHAH 66NeK, AFHN 63 BETiHLIE eHep
60/1bIN Kaslafbl, 60NallaK ypnaKTblH, OChbl
eHepai OKbIN-YUPEHyiHe Ken biKnasblH
Turiseni. An, 50-XKblngapbl CypeTLLiHiH,
LblFapMaLlblfiblFbl NIO3TUKANbIK, LbIHAKI,
annbl Kypaeni MiHaeTTepre Herisaenai,
COHbIMEH KaTap CrneKTaK/b/iH Ma3MYHbIH
YFY MEH OHbIH CbIPbIH allyFa TanmblHbIC
Kyluemnai.

Hannbl, AHaToNM HeHalweB Ka3ak
cueHorpadus eHepiHe o1 e3iHMiK
KonTaHbacblH KanbIiNTacTbIpbIn, MaMaHiap
MEH eHepTaHYLbINbIP TapanbiHaH aain
6afacblH anabl.
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¥anobipwmena A. O.
Kasaxckas HauynoHanbHas Akagemnsi UCKyccTB umeHu T. K. XKypreHoBa
Anmartsl, KasaxctaH

TBOPYECTBO AHATOJ/IUl HEHALUEBA - OCHOBATE/I1 KABAXCTAHCKOIO CLEHOrPA®HM4YECKOIo
UCKYCCTBA TEATPA ONEPbI U BAJIETA

AHHOTaUMA.

B 3ToW cTaTbe aBTOp pacCMOTPMBAET TBOPYECTBO M3BECTHOIO TeaTPasibHOMo XyAOXKHWKa AHaTONUI

MBaHoBuY HeHalueBa. B ctonuue KasaxctaHe Anmate 13 aHBapsa 1934 r. BnepBble OTKPbIICA 3aHaBeC
npodeccroHanbHOro Ka3axckoro My3blKanHoro Teatpa. LLna Becenas mysbikanbHas komeana M.AyasoBa
«AMaH-LLlonnaH». Odopmnsan cnekTakib MONOAON XyAOKHUK AHaTonui MBaHOBMY HeHalleB, TBOPYECKUN
NyTb KOTOPOrO C 3TOr0 MOMeHTa 6bl1 HaBcerga CBA3aH C Ka3axCKMM My3blKaslbHbIM TeaTpoMm. bonee yem 3a
TpuaLaTh NeT TBOPYECKOM AEATENbHOCTHU B 3TOM TeaTpe HeHawes opopMun 4ECATKM NbeC U ONep Ka3axCKOM,
PYCCKOM 1 3anafHOM KNacCUKK, CLLEHUYECKMUX NPON3BeLeHNI. Hanbonbluee e 3HaYeHne MMeeT ero pabota
Haj co34aHWeM AeKopauui AN Ka3axCKUX cnekTaknen. Takue nocTaHoBKY, Kak «Kbi3-Knbek», «<Ep-TaprbiH»,
«buprkaH 1 Capa» U HEKOTOpbIE Apyrue, CTaBLUWe 3TanHbIMU B AeATENbHOCTU TeaTpa, SBUNNCH JOCTUKEHUAMMU
W AeKOpaLMOHHOIo UCKyccTBa KasaxcTaHa.

KmoueBblie cnoBa: CueHorpadus, aCKn3, aekopauus.

Zhanbyrshieva A. O.
T. K. Zhurgenov Kazakh National Academy of Arts,
Almaty, Kazakhstan

CREATIVITY OF ANATOLY NENASHEV-FOUNDER OF KAZAKHSTANI SCENOGRAPHIC ART OF THE
OPERA AND BALLET THEATER

Abstract

In this article, the author examines the work of the famous scenographer Anatoly Ivanovich Nenashev. In the
capital of Kazakhstan, Almaty, on January 13, 1934, the curtain of a professional Kazakh music theater was
opened for the first time. There was a cheerful musical comedy by M.Auezov «Ayman-Sholpan». The young
artist Anatoly Ivanovich Nenashev designed the play, whose creative path from that moment was forever
connected with the Kazakh musical theater. For more than thirty years of creative activity in this theater,
Nenashev designed dozens of plays and operas of Kazakh, Russian and Western classics, stage works. Most
important is his work on the creation of stage design for Kazakh performances. Such performances as «Kyz-
Zhibek», «Er-Targyn», «Birzhan and Sara» and some others, which have become landmark in the activity of the
theater, were achievements and decorative art of Kazakhstan.

Keywords: scenography, sketch, decoration.
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12T, K. Kyprenos atbitnarsl Kazak Y/ITTbIK oHep
aKaJIeMHUSIChI,

(Anmarsl, Kazakcran)

KASAK
®OJIbKJIOPbIHbIH
bYI'IHI']
AHUMALMUSJIbIK
OUJIbMIEPIETIT

KOPIHICI

KA3AK ®0JIbK/IOPbIHbIH BYTIHII AHUMALIMANBIK ®UWIbMAEPAET KOPIHICI

AxpaTna

byn makanana 6yrinae 6ananap TopbueciHe Tikenew KatbiCbl 6ap aHUMaUMSNbIK GunbMaepaeri Kasak
donbKNopbI TypacblHAa aHriMeneHeni. MynsTunaMKauma eHepiHiH KepepMeHre Kanam o TapTbin, anfallKpl
KaZaMapbIMeH aKeNreH aHanblKTapbl cunatranagbl. LLnpek Facbip 6YpbIH FaHa XYPTLWbUIbIK TaMCaHbIN
KepreH MynsTduUnbMaep 63 akTyanabliblFbiH HEe CE6ENTi XOFanTbiN anFaHAabIFbl Typanbl NiKipaep MeH goneKTep
KepceTineai. Mynstdunbm — nageonorusa 6onca, «oTaHAblK MAEONOrMS KaHaan arqanaa?», «oTaHablK
OHiMAepaiH xan-axyasbl», «<aHUMaUUANbIK GUNbMAEPAETi TAKbIPbIN NEH KEMiNKepnep», wkaHa Keninkepnep»,
«KasaK GOoNbKIopbI» }aHe TaFbl 6aCKa TaKblpbINTap Kanan KepceTiNin XaTKaHabIFbIH allbln KepceTeai.

Ty#iH ce3aep: aHWMaLMs, MyNbTUNIMKALKUS, Ka3aK GonbKIopbl, «<KyrbipLbiK», «TaFabip», <Ailgap», «<EpTemip,

«BananaH» apHachl.

Kipicne

bananapablH KWHO 6HEPIMEH TaHbICTbIFbl
MYNbTUMIMKaUMsaaaH 6actanatbliHbl
6enrini: cypet 60bIN caNblHFaH He
KyblpllaKTbl dunibM. OKyLWblTapablH,
Kabblngay epeKuwenirine can KeneTiH
KbiCKa dunbmaep Hemece xabapnap
6anara YNKeH acep Kanabipagbl. Kosfaneic,
anuM3oaTapAbiH Te3 ayblCybl 6acTayblLL
CbIHbIN OKYLLbINAPbIHbIH, NCUXONOTrUSANbIK,
CypaHbICblHa CoOMKec Keneai. «OHepaiH e3sre
TYPNEPiHiH, MYMKIHAIM TayCblnFaH TycTa
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MYNbTUMIMKaLMA canTaHaT Kypaabl» AereH
awrini 6onrap pexuccepi Togop AnMHOB.
PacblHa fa oCbl KaHaTTbl CO3AiH XaHbl
6ap. byriHri TaHaa MyNbTUNIMKALMSAHbIH,
KOPKEMCYPETTI }oHe AepPeKTi KWHOHbIH
KONblHaH KEJIMENUTIH AyHWeE }KacayFa
KayKapbl 6ap. MynsTUNAUKaLUANbIK,
GunbM 6ana KUanbiHbIH NO3TUKabIK
a/ieMiHe XaH 6iTipe anagbl. COHbIMEH
Katap MynbTUNAMKaLMS KEHECTIK
MauTanMaH KuHopexuccep Cepren
MunxannoBud I3EMHILTENH apMaHaaraH
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oTe KypAeni MHTeneKTyanabl KWHOXaHpblIH
MeHrepin anabl [1]. byriHae aHUMMaUUanbIK
dunbmaepre cypaHbIC 6Te XOoFapbl.
MynbTUNNMKaumanbslk Gunbmaepre Tex
KiluKeHTan 6ananap FaHa eMec, eKi
acTaH ey }acTaFbl KepepMeHre eniH
KbI3bIfFYLLbIbIK TAHbITbIN OTbIp.

AHuMaLUMa eHepi 3epTTeyLlinepain,
niKipiHWe eHepAiH apanac canajapbiHaars
}aHaNblKTapabl, €H anibIMeH KapuKaTypa,
nnakKart, Kitan unatcTpaumscol, eHep,
MY3blKa, KybIpllUaK TeaTpbl, UMPK KIOYHbI
T.6. Kabblnganabl opi Kanta eHaeni.
OHep/iH 63apa biKkNanaacTbifbl UAESACbIHA
6ananap epekKlle Ha3ap ayaapajbl.

Onap eHepiH CUHTE3IH anblin, KePKEM
LblFapMallbliblK TabUraTblH Kepeai
KOHe OHbl ©3€epi TyciHe 6acTanabl.
MynsTUNIMKaUMUS OHepi AYHME XKy3i
GonbKNoOpbIHAAFbI KBNTErEH CIOXKETTEPAI,
KNaCcCUKTep WblFapManapblHaH,

H6ananap aaebueTi a3yllblnapblHbIH,
WblFapManapblHaH anbin ynrepai.
MynbTOUNbMHIH TaHbIMAbIK, 3CTETUKAbIK,
KyLWi 6acbiM. OHepaiH 6yn TYPiHIH Kypanbl
Typasibl KE3 KeNreH NoHHiH cabafbiHAa
anTyra 6onagbl.

9picrep

Kasipri ke3ne Ken 6ananap ynaeH
WhIKMNan MynsTOUNbMII TENIE3KPaHHaH
Hemece FanamtopaaH Kepegi. Okylbinap
apacblHa aMepuKaH cypeTLui-
MYNBTUMJIMKATOPbI, KMHOPEXUCcepi Y.
AvcHenaiH, «<bambun», «<benocHeKa u ceMb
FHOMOB», «30/yLlKa», «Cnslas Kpacasuuar,
«[MpuKNtoYeHne MbllloHKa MUKk Maycar
coHfau-akK, pecenaiH «Mawwa n Measeab»
flereH MynetTounbmaepiH Kepeai. byriHge
KilLKeHTan KepepMeHaepaiH TaHaay
MYMKIHAITI eTe }ofFapbl FanamTopaaH
LeTenaiH aHnMmauuanblK punbmaepimeH
KaTap oTaH/blK MynbTGUNbMOEPIH Kepefi.
KillkeHTan KepepMeHaep aHUMMaLUAHbIH
Kanawu »acanatblHbl MEH KiM TyCipreHiHe

KbI3bIFYLLbIIbIK TaHblITaAbl. Mbicasibl,

B. KOTEHOYKMHHIH, «Hy, norogu!», P.
KoyaHoBTbIH «HebypallKa», <Kpokoaun
leHa», ®. XUTPYKTbIH, «TONTbIWKa»,
«KaHukynbl BoHndaums», 1. CTenaHUOBTbIH,
«Manblw n KapncoH», <BoBKa B TpnaeBaTOM
uapctee», 9. KangapabiH «KapnbiFallTbiH,
KyMpbIFbl Here amblp», «<KaHbakK wan», K.
KacbiMOBTbIH, «KyWblpLbIK», [JaHEHOBTbIH,
«KaabipablH 6aKbITbI».

AunckKyccuna

MynbTdunbM — MAE0NOTUSHbIH Bip TYpPi.
Kagipri Tanga Teneanaapna epreni-Keu
KasdaK 6anacblHblH AYHUETAHbIMbIHA Kepi
9CEpPIiH TUTI3ETiH, 63re enjiH NaeonornsacbiH
HacuxaTTanTblH MynbTOUNbMAEPOI KepceTin
artaabl. TeneapHanap KasaKTblH PYXblH,
©0JIMbICbIH, CanT-48CTYPiH HAacUXaTTamnTbiH
YNTTbIK MyNbTOUIbMAEPAI KepCceTyi TUiC
Jen caHanMmbi3. CoHaan cananbl AYHUEHI
TyOblpaTblH MamMaHaap 6i3ae XeTKIiniKTi
eKeHi 6enrini. Tek ynTTbIK AyHWere
Ha3apblH canbiM, KapKbllaHablpaTbIH
TETIKTEpP XOK 60Mybl KEPEK. Opi 6i3age
lweTtenaeri Tepi3ai Typni MamaHaap
HUHaNFaH MybTGUIbM MHAYCTPUSACHI }KOK.
An, Ka3aKTblH MyNbTOUIbMIH KaTapfa
KOCY YLLUiH coHAawn 6ip opTanblK eTe
KaxeT. MynbTdunbm — ecin Kene xaTKaH
ypnak TopbueciHie y1KeH MaHbl3fa ue
E€KEeHJIriH yMbITnaraHbiMbl3 ab3an. Ocbl
}eHiHae GipHele XblngaH 6epi yNTTbiK
KYHAbIIbIFbIMbI3Abl 63iHiH 6acbl/ibiMbl
apKblibl 6ananapiblH caHacbliHa CiHipyMeH
aWHanbICbIN Kene }aTKaH «Anrenex»
KYpPHanbiHbIH 6ac pefaKktopbl Kbimbat
96ainasKbI3bl «bi3 6ana Kesimisge
KiTan OKUTbIHObI3. ANl Ka3ip TEXHUKaHbIH,
JamMybiHa 6annaHbICTbl, 6ananap
Teneguaap, KOMMNbOTEP OMbIHAAPLI
anablHAa yaKbITblH 6TKi3eni. Mynstdunbm
JlereHimia — 6anaHbl oMHaty. bana e3i cymin
Kepin oTbipFaH MynbLTOUNLMI TiNl apKblbl
TYCiHAIpiNIN }XaTKaHaa, 0N Ce3 XOK, O3i
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6ap 3eniHMeH Kepin oTbipFaH MynbTGHUIbM
TiniHe aHblH 6epeai. AFHu, WeTenaid Typi
MynbTdUnbMAepi 6ananapabl OMHaTbIM,
KYNAipin, apTypni Typni-TycTi 609yMeH Ke3iH
TOMAbIPa OTbIPbIMN, OHbIH KOKIPEriH, ce3iM-
TYWCITiH, }KyperiH }aynan anagbl. ConTin
9AEMI CypeTTep apKbinbl Tiai 6anaHbiH,
caHacblHa CiHipin }ibepepai. OpunHe, 6ana
MYNETOUNLM TiJTiH YaKCbl Kepin KeTeai.
Con Tin OHbIH ¥aHbIH ¥aK TanTblpbIm,
paxaTtraHiblpbin, KeHiniH ecipedi. Mbicansl,
6i3, eH, angbiMeH, 6anaHblH, Ke3iH
TOoMAbIpanbIK Aen XypHanabl 63iMi3aiH
JapblHAbI CypeTwWinepaiH KemerimeH
TYPNI-TYCTi €TIN WhIFAPbIN OTbIPMBbI3.
Cebebi, Ke3i TorFaH 6ana, ce3 XOK, OHbIH,
Ma3MyHbIHa Aa KeHin 6enegai. biz ilwTten
6oceKere Tyce oTbIpbIn, 6ananapfra gerex
30p CyMIiCMNeHWiniKneH weTengeH apTblK
MyNnbTOUNbMIEDP Kacan anambl3», — Aeri.
AHnMauuUanblK GunbmMaep — xac
YPNaKTbl Topbueneyne yKeH posb
aTKapaibl. OUTKEHI aHUMaLUANbIK
dunbmaep 6anaHblH, NCUXONOMUACHI MEH
TYWCiriHe e3 acepiH Turisesi. OKiHilwKe
opaWl, KasaKTblH MynbTOUNbM KOpPbI
TOJIbIN TYPCa Aa, e3iMi3aiH YATTbIK
MynbTdUNbMOEPIMI3 TeNneapHanapia
cupek Kepcertineai. KepiciHuwe, wetengin,
TYPNi Ken cepusnbl MynbTdUnbMaepi
Te/ledKpaHHaH Tycnenai. bisain,
6ananapbIiMbl3 CON MYNTbTOUNBMHIH,
aniblHAa TenMmipin oTblpbIn, e3re enfi
naeonorusicblMeH ecin xatagol. Leten
MYNbTOUNbMAEPIHIH 6apbIFbl OPbIC TiliHE
ayaapbliFaH. AFHKW, 6yN XKepae Ae opbIc
TiNi HacuxatTanbin aTtblp A4EMN TYCIHEMI3.
An, 6i3pe «bananaH» apHacbl MeH
«QAZAKSTAN» yNTTbIK apHacbliHaH 6acKa
apHanapfga mynstcepusangapabiH AeHi
opblIc TiniHAe KepceTineai. backa ynTTbiH
60MbICbI HEFi3iHAE B3re Tinge Tycipinrex
MYNETOUNbMAI KOPreH Xac yprnakTbiH
6yunperi con Tinre 6ypbin TypaTbIHbI
6enrini Fon. Mbicansl, WeTenae apHambi
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MYNbTPUNbM MHAYCTPUSCHl 6ap. OHAaa
6ana ncuxosiortTapsbl, ofieyMeTTaHyLlblnap,
negaror MaMaHgapbl *UHanfaH Ton
XyMblc icTenai. Con cebenTi ae onapabli,
MyNbTGUNbMAEPI TapTbiMAbl 60/1bIN
WhlFagbl.

OKiHiWKe opan enimizge MynbTOUIbM
WMHAYCTPUSACHI i Ae Melley Xanje.

Kasak aHnmaumsacskl Kazak@unbMHiH

Oip eren 6anachblHblH KYHiH Kellyae.
Kasakdunbmae mynbtuex 6ap. Anavaa,
COHFbI XXUblpMa Xblnaa WeTeaMeH
canbICTbipFaHia caycaKkneH caHap/iblK
KaHa aHUMaUuUsablK GUIbM KepepmeHre
o TapTTbl. KasaK aHnmauusacbelHAa

6ana ncuxosiortapsbl, ofieyMeTTaHyLlblnap,
negaror MaMaHaapbIHbIH, PesiH pexxuccep-
aHUMaTop MEH CLieHapUCT aTKapaabl.
[eMekK, pexuccep-aHumMaTop caH

KbIp/ibl MamaH 60ybl KepeK. byriHri
aHUMaLMSIHBIH YTiH apKanan Xyprex
azamatTapiblH anuTyblHLIA €Ki Xac nex
anTbl }ac apanblfblHAAFbl aHUMALUANbIK,
dunbmaepai acay KublH. OHbIH 6acTbl
cebebi - aHMMaumanbiKk GUnbM eHaipiciHe
ncuxosnor - negaror MaMmaHaapablH,
apanacnaybl. Pexxuccep-aHumartopnapably,
6anaHblH MCUXONOrMACHIH 3epTTeyre,
YyaKbITbl Aa GifiKTiniri ge xetnenai.

bi3 eKi »kac neH 6ec ac apacblHaafbl
KOpPEPMEHHIH CypaHbICbIH eCKepin
OTbIpFaMbl3 oK. KillKeHTaun
KepepMeHaepai *acblHa can eMec, epeceK
Gananap KepeTiH MynbTcepuanaapasbl
Kepyre Maxkbypnien OTbIPMbI3.

XoKiMm Abai anTnakLubl «Op Ka3ak
MEHIH, Xanfbi3biM» 6i3 op 6anaHbIH,
TopbueciHe anaHdayblMbl3 KepeK. Topbue
Tan 6ecikTeH 6acTtanaTtblHbIH ECKEPCEK,
Topbue 6anaHbiH 60nallafbl, TaFablpbl.
BanaHbiH 60nalarbl - YATTbIH TaFablipbl.
byn MeMneKeTTiK AeHrenae WwewineTi
YNKeH macene.Toeyencisfik anFaHHaH KeniH
«KynbIpWwbIK», «TaFablp», «MeH CEHEMIH»
atTbl MyNbTOUIbMAEPI KOringip aKpaHbiHa
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Kongama angbl.

EKi MbIHbIHWbI Xblngapbl TeMipbeKk
HKypreHoB aTbiHAaFbl 6HEP aKageMUSChI
«KazaKdunnbm» KUHOCTYAUACBIMEH
6ipre aHMmaums 6ipnecTirii Kypbin,
oynaipwiHaepaiH KopxKblHbIH TONTbIpaMbI3
[en MakKcaT KorfFaH 6onatbiH. Uri
6acTaMaHblH Kelwob6acbiHaa Kasak
MYNbTUIJIMKALMACHIHbIH, aTacbl akaJeMUK
OMeH Kangap TypfaH efi. 3amaHbliHAa
omeH Kangap «mynstdunbmaep Kasak
epTerinepi CUAKTbl Ma3MyHbl TEPEH, 605y
KepeK» AereHai antkaH.

MynbtdunbmaepaiH, ilwiHaeri
«KyMblpWbIK» YU cepusigaH Typabl.

An, «Tarablp» MynbTOUNIMIHIH TaBUFaTbl
TinTi e3rewe. annbl GUIbM KepepMeHi
Tanfamanabl. OHbl EHKENreH KapTTaH
6acTan, eHbeKTereH 6anara aemiH
Kepe anaabl. Ce6e6i punbm ¥nbl OTaH
COFbICbIHaH 6ip y3iK cbip wepTteai. OHga
YAITTbIH, NOTPUOTTbIK CE3iMAI OaTaTblH
epekue nipimaep 6ap.

«AnmaTthbl» TeNeapHacCbIHbIH, AMPEKTOPbI
CapblbaeB Cepik 96iKEeHY/bIHbIH,
6acTamacbiMeH 964iKkaablip CaablK Ka3ak,
O6aTbipnapblH HacuxaTTanTblH «OpniK
JacTaHbl» MynbTOUNbMIEP CEPUACHIH
}acan, apupaeH 6epai. Canachbl CbiH
KeTEPMENTIH BYN MyNbTOUNbMAEP YNTTbIK
Taburatbl 6ap AyHWere cycan oTbipFaH
KepepMEeHHIH, WefiH KaHablpa anmagbl.

[Jon ocbl i36€eH }KacasblHFaH
«Azia animation» ctyauaceiHga 3D
TEXHOSIOTUAMEH aFanblHAbl KpaycTapabliH
«Angap Kece», «AHLLIbl» aHUMaLMUANbIK
MYNbTOUNbMOEP CEPUSCHI Kacanibl.
AnmarTbl KanacblHblH gemeyLlinirimeH
}acanabl. Ananga on mynstounmaepai
COTTi WbIKKAH TyblHAbINApAblH, KaTapbiHa
Koca anManMmbl3. bipaK Tepobuenik
MOHi XOK. Here Ka3aK 3usinblnapblHblIH,
TanKblCblHa canmaraH? HeHi anty Kepek
€KEHiH, HEHI KBPCETY KEPEK eKEHIH
Kanaula gypbic capantan anmaraH?

3usanbl KayblM 6ap Fou 6i31€e, MblHaHbI
anTyra 6onajbl, MblHaHbl anTyFa 60Manabl
[len conapiaH KEHEC any Kepek eai.
OnTKeHi 6ana Topbueci Kazipri TaHAafbI
oTe e3eKTi Mmacene. OHcbI3aa WeTenin,
SpPTYpAi TenepapHanapbl MEH UHTEPHET
nipimMmaepiHeH He Kanaca COHbl Kepin
WYypreH 6ananapfa TbiM Kypblca 63iMi3
aypbic Topbue b6epenik. ofapblaa 63iHi3
ataraH CnaHy BoOTbIH «xMKasnapbiH» Aa
KepceTyre ThibIiM cany Kepek [4].

HeTMxXenep

KasaK aHnmMartopiapbiHa caHHaH
canara eTeTiH Ke3 Ke/IFreHiH yaKbITTbIH ©3i
KepceTTi. «<Anaap KeceHiH» nepcoHaxaapbl
eTe COTCi3, Ka3aKTblH KeWinkepnepiHe
yKcamanabl TeK ay6nsKablH,
MbIKTbI/IbIFbIHAH KOPEPMEHIH 3KpPaH
aniblHa ycTan anfibl. AKpaH TybIHAbICHI
YWiH AblObICTbIH, OPHbI EPEKLLE EKEHIH TaFbl
Na nanenepeni (oyéns acaraH axktep b.
TypebiC).

LLbIMKeHTTIK «CaK» KWHOKOMMaHUACHI
Ka3aK aHMMaLMSaCbIiHAA OMbIN TYPbIM OPbIH
anabl. ¥NTTblK MynbTGUNbMIE Wenaen
OTbIPFaH KillKeHe KepepMeHaep YLLiH
KanHap 6ynaKTblH Ke3i Topi3ai «Kowkap
MEH Teke» aep Kesinge kengi. «Kowkap
MEH TEKE» COTTI WbIKKAH TybIHAbl 6O/bIM
ac KepepmMeHaepaiH, Ke3anbiMbl
6onabl. MynbTdunbMai KepepmeH
y3aK YyaKblT }KafblHAa caKkTagbl.

L. AnmaHoB aTbiHAafbl «<Kasakdpunbm»
KWHOCTYAMACHI YL TOJbIK METPaXAbI
aHUMaUUANbIK GUAbMAI eHAipicKe
Kibepai. aHa TyblHAbINaPAbl anfallKbl
6on, BAK ekingepi Tamwanagbl. «<Kasak
eprterinepi» xaHe «Ep TecTik neH CamypblK
KYC» aTTbl TOJIbIK MeTpax bl GnibmM MeH
«KasakK eni» aHnMauuanblK Tapuxu-
TaHbIMAbIK XMKasAHbl KOMLWINiK eHAi eKi
antagaH coH «QAZAKSTAN» xaHe «Xabap»
TeneapHanapblHaH KepceTTi. AnFallKbl
€Ki MyNnsTOUNbM KbICKa METpaXabl.
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An 50 cepusigaH TypaTtbiH «Kasak eni»
XnKascbiHaa ¥oHibeK neH Kepen
Ke3eHiHeH 6acTan, Tayenci3 Kasak

MeMNEKETIHIH TapunXbl TONbIK 6asHaanabl.

Op CEPUSHbIH y3aKTblFbl 5 MUHYTTaH.
CoHpamn-aK, aKblH KyHaepi Ke3ikapaKTbl
KepepMEeHHiH Ha3apblHa, «MOMbIH MeH
KapaKLbliap» XaHe «<AlKa» aTTbl Tafbl YLU
MYNbTPUNbM YCbiHblNaabl. «<Kazakdunbm»
6aclblblFbl OTAHObIK aHUMaLUANbIK
dunbmaepaiH KatapblH 6yaaH 6binan
9NeMJiK AeHrenre XeTKisemis gen oTbIp.
On YWiH KMHOCTYAMSA KenTereH rpadusanblik
GarnapnamManapMeH XabablKTanfaH
3aMaHayu TeEXHMKaMeH KamTamachl3
ETiNIreH.

«CaK» KUHOCTYAMSCbIHbIH «Ka3ak
Eni» aHumaumanslk dnnbmi 2017 »Kblabl
winpene «Eypasua» knHodpectuBani
asicblHAa «bec KypnbiK» 6ananap
dunbmaepiHiH Xl xanbiKapanbik
6alKayblHaa «EH y34iK cueHapuit»
HOMMHOMMHALMSACHIH XEHiN anfaH
6onatblH.

Kasak MynbTQUIbMiHiH aTacbl OMeH
KanpapoBs: <Hemepenepim «Nickeledeon»
apHacblHAaFbl MafFbIHACbI3 aHUMaLUSANbIK
dunbmaepai Kbi3biFbin Kepeai. OHaarbl
MYNbTOUNbMAEPAI KOPCETNEYre ThiPbIChIMn
6aramMblH, 6ana emec ne, MeHiH, KesimMai
ana 6epin, 6apibip con apHagarbl
MynbTdUNbMaepai kepedi. KazakTblH
KaHllaMa TaHfFaXaWblin epTerinepi MeH
6aTtblpiap Xblpbl 6ap, 8TTEH, MyNLTOUNLM
Tycipyre Kkapaxart Konbawnay. YKimeT
MYyNbTOUNbM canacblHa KeHin 6enyai
YMbITKanbl KawaH. Mynstounbm
canacblHblH, XblpPblH aTa-aMTa MeH ae
lWapwaabiM. ARTKaHbIHAbI €CTUTIH KyNaK
OK. ¥NITTbIK apHanapbiMbl3 OTaHAbIK
MYNETOUNBMAEPIMI3[I KOPCETYre KYbIKTh
emec. WeTtenaiH ap3aHKon aHUMaLUUANbIK
MyneTdUNbMAEPIH KepceTteai. bis
6ananapbiMbl3[blH 60nallarbIiH oMnayabl
YMbITTbIK KOW» A€M KbIHXbI/IFaH 601aTbIH.
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LleT enaik cyra canca 6atnanTbiH, OTKa
caJnca ¥aHb6alTblH KahapMaHaapbIMbI3
Tapuxta 601FaHbIMEH KOK XOLWiK NeH
nnaHLWeTTi KoJIFa ycTaraH 6ananapfra onap
6enmanim 605biN Kana 6epeai. XanblK
3usNbINapbl «YNTTblK KahapMaHbIMbI3 }KOK»
[en Kbi3bl KEHipAEK 60NYbIHbIH ce6ebi
Je ocblgaH. KilukeHTan 6anagaH «eckeHae
Kim 6onacblH?» gen cyparaHga betmen,
CnanaepMeHHIH XKy3 atachl LblFaTbIHbl
KerKe MafiM, api KyllaKKa YUPEHLWIKTi
60nbIn Kanabl. Ocbl TYpFblaa 6UbIN
KilUKeHTan KepepMeHaepiHe ¥on TapTKaH
«KynteriH» aHMMauunanblK GUAbMIHIH,
eTicTiri Ken 6onabl. bynaipwingep Typik
KaFaHaTblHbIH JaHKTbl KOon6acLbIChbl
KynTeriHHiH WblTbipMaH OKUFanbl eMipi MeH
6aTbIpNbIfblH TaMallanan, e3aepiHe yri
TyTap Kewninkep tanTbl.

Pecenpe 6ananapfa apHanfaH
«TeneHsaHs», «LLIKonbHUK — TB», «[1eTCKui»,
HUK: «neTckue TeneBuaeHme» aTTbl TOPT
TeneapHa 6ap. byn apHanapaa epteni-
Kell *ac epKeHAepaiH, O KOKKUeriH
KEeHEWTETIH KbI3blKThbl 6araapnamanap,
6ananap duUnbMAEPI MEH KBPKEMAIK
naescol TepeH MynsTOUIbMAEP KOPCETININ
aTaabl. byn apHaaa opbICTbiH dunbMAaepi
MeH MyNbTOUbMAEPi FaHa emec, 6YPbIHFbI
KeHECTIK engepaiH »akcbl TyblHAbITapbIiHa
[1a OpbIH 6eprex.

bisne 6ananapfra apHanfaH Xanfbl3
«bananaH» apHacbkl 2012 xbinabiH, 3
KblIpKYHEriHeH 6acTan adupre WblKTbl.
Ocbl «<bananaH» apHachb! WbIKKaHHaH
6acTan HapAblH XKYriH apKanan keneai.
ByriHri KyHre geviH 6ananapra apHanfaH
OtaHablK TenebargapnaMmanap MeH
MynbTXMKasnapabl eHaipai. Kasak
TopbeciHe KaWllbl KETMENTIH LWETEeNiH,
MynbTGUNbMAEPIHE Ka3aKLua AyonsK
»acapgbl. <bananaH» TeneapHacsol «dana
OoublHAapb, <Angap» XaHe «EpTemip»
atTbl 3D popmaTTarbl aHUMaLUSANbIK
wobanapabl }apblkKa LWbliFapabl. byn
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MynbTdunbmaep 10 xentokcaHHaH 6acTtan
TefleapHaa KepceTinin xaTbip. *KaHa
KOFambl KypyLiblnap Typanbl LWbITbipMaH
TYbIHAbl. AHUMaUMSASbIK cepuanibliy
KahapmaHaapbl UudpnaHfaH FanamHbiH
€H, 63€eKTi MaceneciH wellyai keaaenai.
2050 *binbl 6ananapably, LMbpAbl anemre
€HiMN KETKEeHI CoHLa, MyNbTPUIbMHIH 6ac
Keurinkepi aynaja AoctapbIMeEH eMeEC,
po6oTTapMeH 6acKeTO0/1 OMHayblHa Typa
Kenegi. On 6ec xbinga 6ip-aK peT eTeTiH
«[Jana onblHAApPbI» XUbIHbIH Y3aK KyTea.
[ocbl }XoHe OHbIH CMapT-KYLWiriMmeH

Oipre onblHFa atTaHaabl. AHUMaALUUSANbIK
¥0OaHbIH KOIOLLbI peXXUCcepi KoHe
npoatocepi — Kacuet Carngonna.

«Angap» MyfbTXMKasAChl KOHE TYPKINiK
MU KeinKepnepi MeH CloXeTTepiHe
HerizgenreH. bac keninkep Angap
KusinblHAaFbl TYpRi KahapMmaHaapbliH,
CYpETiH canbin xypeai. OnapabiH
emipae 6ap eKeHiHe ae ceHepi. bipak
OHbl CbIHbINTacCTapbl «Kanaarbl }KOKKa
CEeHecCiH» Aen MasaKTanabl. Angapabl
TYCIHETIH Xanfbl3 afamM — Tapux NOHiHIH,
myfFanimi Cepikbon aran. On Aigap canfaH
KeuninkepnepaiH emMipae 60afaHbIH, TiNTi
Kasip 6ap 60/1ybl MYMKiH EKEHIH anTabl.
Alpap TYCiHAE KepreH Tymapbl YHiHeH
Taybin anagbl. Tymap KahapmaHbiMbI3Fa
FaXkanbln Kyw 6epeqi. An 3anbiM Keurinkep
KaHLa fFacblpgaH 6epi con Tymapapl
epaeH isaen Xyp ekeH. Kacuetti Tymap
MeH epai Argap faHa KyTKkapa anagsbl.

«EpTeMip» Farkarbin KyLIKe ne 6oNfaH
KapanaibiM 6anaHblH epiiK OKUFanapbliHa
KypbliFaH. KyHaenikTi emipae TemipaiH
e3re 6ananapiaH el anbipMallblblfbl
OK. AN eniHe Kayin TeHreHae on 6atblp
EpTemipre aHanaabl. OIEMHIH, €H, COyNeTTi
KananapblH anakaHgan Kkenemre aeuiH
KillipenTin, Koparnka casbin, Konnexkums
UHaWTbIH AnnaH 3yabiM 6onajbl.
KbiameTuwici MHeNiKTiH KeHecimeH
AcTaHaHbl }aynan anyfra Kenegi [3].

2018 binbl WblKKaH «EpTemMip» MeH
«Anpap» aHMMaUMANbIK cepurasibl Kalak
6ananapbl YLWiH Y/IKEH TOCbIH Cbi 60/ bI.
9p 6ynaipwiH Eptemip meH Aingap 60onbin
aTou casbln OMHan »*yp.

AunckKyccuna
En6acbiHbIH, OUbIAFBI HKbIFbI «¥bl
JanaHblH XKeTi Kblpbl» MaKanacbiHbIH
YWIiHWi TapaybliHAa «AH CTUNI», «TYPKi
9NEMIiHIiH reHe3uci», «TapuUXTblH, KWHO MEH
TeneBusugaarbl» 6enimi 6ap.
En6acblHblH, MaKanacbiHAa «AH, CTUA»
oenimiHae: «bi3aiH ata-6abanapbiMbI3
KopllaraH opTaMeH eTeHe eMip cypin,
©3[epiH TabUraTTblH, aXKbipamac 6enweri
caHaraH. byn 6acTbl TYpMbIC KaFnaaThl
¥nbl JanaHbl MEKEHEreH XasblKTapbliH
JYHUETaHbIMbl MEH KYHAbIbIKTAPbIH
KanblnTacTblpibl. ©3 Ka3ybl MeH
Mudonorusicel 6ap KasakcTaHHbIH
eXKeNri TYpFbiHAaPbIHbIH, 03bIK MBAEHWETI
6onabl. OnapabiH, MypachbliHbIH *KapKbIH
KOPIHCIi, KBpPKEM BO0JIMbICbI MEH PYXaHH!
6anNbIFblHbIH, ANLLbIKTblI OENTiCi — «aH,
CTUNi eHepir». aHyapnap 6enHeCIH
TYPMbICTa Nan-ganaHy agam MeH
TabufraTTbiH 63apa 6annaHbICbIHbIH,
CUMBO/bIHA GanaHbIn, KewneHainepain,
pyxaHu 6argapblH aKblHAAMN OTbIPFaH.
Onap *bIPTKbIWTAPAbIH, HETI3IHEH
MbICbIK TYKbIMAAC aHAapAblH CypeTiH
KebipeK KongaHfaH. EremeH
Ka3aKCTaHHbIH CUMBOAAPbIHbIH, 6ipi —
KePrinikTi })aHyapnap anemMiHge cupek
KesaeceTiH TypnaTtbl TEKTI Kap 6apbiChbl
€KeHi Ke3encoK emec. byn peTre, aH,
CTUNi 6abanapbiMbI3[blH akpbIKLLa
OFapbl OHAIPICTIK ToXipnobeci 60nFaHbIH
KepceTteai. Onap otonan KeckiHaeyai,
MeTa/IMEH YMbIC iCTeY/iH TEXHUKACbIH,
COHBbIH, iliHAE, MbIC NEeH KonagaH 6an-
KbiMasiap *acayblH }oHe Kynmanap
KYIOAblH, }XanMa anTbliH AanblHOayOblH,
KyYpAeni aaicTepiH aKcbl MeHreprex» [4,
26.].
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AHMMaUMs canachl ja Ka3aKTblH aHbl3

KopbITbIHADI SHrimMenepi MeH XbIp AacTaHAapbIHbIH
En6acblHbIH, MaKanachl elKeHIMi3ai KanHap Kesi. TapuxTbl TipinTin
aHFbIPTbIM, 6TKEHIMI3Ai TyreHgeyre MYynbTPUNbMre aHanabipyra MamaHaap at
TYFbI3bl/bIM OTbIPFAH 30P MYMKIHJIK. canbICybl KEPEK.
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AoutaeBarl., Canum A.
KasaxcKas HaunoHabHas akafdemusi ucKyccTB uM. T. XKypreHoBa
(Anmartel, KazaxcraH

KAPTUHA KA3AXCKOI0O ®0JIbKJ/IOPA B COBPEMEHHbIX AHUMALUOHHBLIX ®HJIbMAX

AHHOTaUMA.

B aT0M cTaThe paccKa3biBaeTcs 0 Ka3axCcKom GobKIope B MyNbTdOUNbMaX, KOTOPbIE CErOAHSA Hanpsmyo
CBfi3aHbl C BOCMWUTaHWeEM aeTen. epBble Warn MCKyccTBa MynbTUNIMKaL MU, HOBU3Ha U HOBOE AblXxaHWe
3TOro yyaa. lNpuymHbl, MO KOTOPbLIM CTapble MyNbTOUAbMbI MOTEPAN CBOO aKTyalbHOCTb. YeM xopolia
MY/bTUMIMKALMOHHbIE NAE0N0rMa? PacKpbiBaeT Takne TeMbl KaK, «0Te4eCTBEHHAs MAEO0N0rus», «COCTOsiHUE
OT€YECTBEHHbIX MPOAYKTOB», «TEMbl U MEPCOHAXKM MYNbTOUNIbMOB», <HOBbIE FEPOU», «Ka3axCKnn GOSIbKNOP» U
MHOroe gpyroe.

KnioueBble cnoBa: aHvMauus, MynbTUMAMKaLMS, Ka3axckuin GonbKaop, «Kynbiplwbik», «Targbip», <Angap»,
«EpTemup», TenekaHan «bananan».

THE IMAGE OF KAZAKH FOLKLOR IN MODERN ANIMATION CINEMA

Abitaeva G., Salim A.
T. Zhurgenov Kazakh National Academy of Arts
(Almaty,Kazakhstan)

Abstract

This article tells about Kazakh folklore in cartoons, which today are directly related to the upbringing of
children. The first steps of the art of animation, novelty and new breath of this miracle. The reasons for
which the old cartoons have lost their relevance. What is good multiplication ideology? It covers such topics
as «domestic ideology», «state of domestic products», themes and characters of cartoons», <new heroes»,
«Kazakh folklore» and much more.

Keywords: animation, Kazakh folklore, «<Kuiyrshyk», «Tagdyr», «<Aydar», «Ertemir», «Balapan» TV channel.
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THE ROLE OF MORAL TRADITIONS AND NORMS OF EDUCATION IN VALUABLE SYSTEM OF SOCIETY

Abstract

This article confirms that the Kazakh people have been accumulating and developing progressive traditions
from century to century, from year to year, observing the customs of their ancestors in educating the younger
generation spiritually rich. Considering it discusses moral and political, moral and economic, moral and
business, moral and pragmatic, hygienic and other relations.

The concept of «ethical tradition» includes not only moral values but also a set of core components associated
with the development of ethical and moral qualities that characterize it against the backdrop of life events.
Here it is pertinent to note that it is very important to assess personality according to his deeds. Each person
has the vision of the concept of «value», which is not formed by itself it is made on the basis of norms,
concepts, moral relations, transmitted from generation to generation through the historical experience.
Monitoring of normative behavior of personality is not a reckless submission standards, it examines the
various forms of behavior within a framework. Personality does not simply follow moral standards; on the
contrary, it is active and inquisitive in mastering and applying them in practice.

Key words: moral education, moral norms, ethical traditions, rational-logical tradition, personality, behavior,
family authority.

Introduction all can be referred to separate progressive ;
Considering use of typical norms in the norms and to norms-standards. &
pedagogical purposes of development Description of ethical traditions should be %
of the personality, we need to pay close considered from the point of view of their §
attention to moral and ethical traditions content and determine methods of socio- E
by means of which students carry out the psychological mechanisms of traditions. f
direct activity. i%
Moral signs or practical norms first of %

&)

138



Methods

This research is the observing method.
G. A. Ball offers the following types of
norms: a) norms-standards (indicating
the specific socio-directed, assigned to
the subject requirements); b) norms-
ideals (showing long-term goals); c)
individual progressive norms (defining new
requirements) [1, p.47].

Results

The content of moral and ethical
traditions is not limited to only one
description of human behavior and actions
however they analyze his appropriate
feelings and thoughts.

It is necessary to note that the
characteristic property inherent morality
as a socio-psychological phenomenon,
found in all spheres of life, for example: it
is impossible to consider humanity only
within morally norm it is capable to raise to
the highest ethical concepts and values. A.
G. Vlaskin in the moral tradition highlights:

1.Tradition of revolutionary content;

2. Moral traditions associated with
elementary moral norms. These traditions
are designed to ensure the preservation
of order in society and cause a respectful
relation to man [2, p.19-29].

S. M. Kovalev divides moral attitude into
three groups: patriotism, the communist
outlook on work, humanism [3, p. 71].

F. Sultanova refers the following
categories to norms, rules of carrying
out the person: conscience, humanity,
patriotism, mutual aid [4, p. 133]. Some
authors think that it is impossible to
capture all parties of the human relations
in principle as moral or ethics as the
object of research, doesn't give in to the
rectilinear, unilateral analysis.

In their opinion, there are moral and
political, moral and economic, moral and
business, moral and pragmatic, hygienic

and other relations.

The concept of «ethical tradition»
includes not only moral values but also a
set of core components associated with
the development of ethical and moral
qualities that characterize it against
the backdrop of life events. Here it is
pertinent to note that it is very important
to assess personality according to his
deeds. Each person has the vision of the
concept of «value», which is not formed
by itself it is made on the basis of norms,
concepts, moral relations, transmitted
from generation to generation through
the historical experience. Monitoring
of normative behavior of personality is
not a reckless submission standards, it
examines the various forms of behavior
within a framework. Personality does
not simply follow moral standards; on
the contrary, it is active and inquisitive in
mastering and applying them in practice.

Discussion

In everyday life, from viewpoint of
spiritual, social, personal and overall
development, moral values are of great
importance. Values, morals and ethics are
inextricably tied together. To differentiate,
values are what we learn from childhood
inhabit from society and surrounding.
They are power behind any action. Moral
values are meant for making quest to find
higher self in an easier way. Ethics on the
other hand are how we actually behave
in face of difficult situations that test our
moral caliber. Quality of our lives is not
determined by happenstance of genetics
or by influence of environment and is
not dependent on personality or social
acclaim. On contrary, the intrinsic value
of lives we lead reflects the strength of a
single trait- Our personal character.

Level of implementation of standard
and valuable system of society can
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become an indicator of a standard
reference point of the personality.

Value is the essence of moral relations,
defined as follows: they indicate interest in
the achievements of people show targeted
installation formed on the basis of these
achievements.

If the subject sincerely interested the
person and pushes him on certain actions,
value is shown as the behavior regulator.

We consider that on a studied problem
the definition given by M.Semenova is the
most acceptable. It determines value, as
«the object of social reality meeting only
in relationship of people and important
in practice and cognitive activity of the
person». Also, she expresses opinion
that «if in the public relations constant
production values are combined with
public behavior of the person then there is
a correction of the whole system». The tool
of these elements is: outlook, ideas, focus,
motives, belief, traditions, etc. [5, p. 34].

To understand the category «value» a
man must undergo several stages: the
process of maturation, the transition from
simple to complex, the approach to the
ideal.

In general, the development of morality
can be judged by the degree of realization
of moral norms and requirements in life.

A. D. Zossimovsky comments above,
«one who has attained a high level career
without “specific” support can be called a
moral man» [6, p. 35].

In circumstances where there is a
process of improving morality, becoming
the basis of the moral consciousness of
the person can serve as a limitless world of
spiritual values.

In philosophy some types of values are
considered:

a) mankind and the person — the
supreme value;

b) nature, work and other values of a
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material world;

c) family, science, state and other
values of the social world;

d) scientific knowledge, norms, view,
ideal and other cultural values;

e) truth, lie, care, love, friendship,
moderation and other moral values [7, p.
23].

Moral values have standard imperative
character. Using of moral standards
including in the form of an ideal, positively
influence development of behavior of the
person [7, p. 10].

The importance of values is manifested
in the interest of the achievements of
humanity and show purposes, established
on the basis of these achievements.

In the educational system of human
morality moral and ethical traditions are
the basis.

A.M. Leonov, based on «the theory of
values» in moral education at seniors,
systematizes moral and ethical traditions
on the following types:

- traditions of kindness and honor in
relation to itself;

- traditions of philanthrophy to the
person and mankind;

- traditions of love to work and nature;

- traditions of a generic in relation to a
family, to a genus, society;

- traditions of love in relation to the
Motherland, the people [8].

The author does not incidentally similar
selection of types of moral and ethical
traditions, it presents to the researcher
opportunity to give the comprehensive
analysis of a studied problem.

The basis of moral education through
ethical tradition is the method of disclosure
of the spiritual and ethical values, which
makes it possible to form a coherent moral
personality, unique to him to reveal the
quality of his character and help to select
the most effective method for this.
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According to researchers, the moral and
ethical traditions can be divided into two
types:

1. Tradition of rational-logical form;

2. Traditions of traditional (ritual) form
[2, p.19-29]. Here we are not talking
about the moral purposes of society
synchronization with the myths, rites, etc.

Rational-logical tradition is manifested
in the formation of interest groups and
social development of moral rules, in other
words, it is the disclosure of the above
rules.

In the traditions that take the shape of
a ritual or practice goals of society act in
an irrational form the basis of its action
is an example that has been adopted last
generation.

The main function of the moral and
ethical traditions is the regulation and
direction of human behavior (at work, in
relationships). This function can manifest
as integrative, and in the form of identity
formation.

Moral and ethical traditions are a
form differing constant, unchanging and
operating functions for the transfer of
moral culture. This is especially true to the
traditions (customs); here the principles of
human behavior and compliance in daily
life are almost the same.

In the tradition of rational-logical type
principles and norms of human behavior
are moral regardless of the situations
they are universal. Their value lies in the
fact that they have a creative shade and
quickly adapt to the moral requirements
of the day. Moral and ethical tradition has
particular importance, since, as a basis
for the development of moral qualities, it
embodies morality in practice.

The above types of moral and ethical
traditions suggest that they consist of
a set of moral qualities. For example,
the tradition of respect for human rights

means respect for elders, care for senior
junior shaping a person humane views.

The traditions connected with honor,
conscience cultivate the qualities directed
on maintenance of authority of a family
and a genus, and also learn to be proud of
the work and society. Communal traditions
impart love to family, relatives; the
traditions connected with the nature bring
up respect for the Homeland, the state, the
house.

«These types of moral and ethical
traditions are considered to be the
beginning for the education of morality,
basic direction to something, because
they are “integral”, however contain
unobstructed views».

Consequently, it is impossible to
understand the role of the moral and
ethical traditions of morality in education,
without knowing the moral foundations
of society, moral and ethical values of
tradition, the prospects of the state. Ethical
tradition directly related to the interests
and directions of social groups in society
[8].

Thus, we systematized views on moral
and ethical traditions, we specify that the
moral and ethical traditions are the moral
rules and regulations imposed moral
consciousness and manifested in the
content of moral relations.

Moral and ethical traditions are
reflected in the psychological experience
the rich heritage of the people, art, national
crafts, so it is important to understand
that education through moral and ethical
traditions - a complex, time-consuming
process. It is aimed at achieving the goal,
showing integrity of moral acts action.
Ethical traditions are the main regulatory
mechanism of society, which focus on
creating specific educational model. The
younger generation through the moral and
ethical traditions does not only improve
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their knowledge about the people and
society, but using traditions in daily life,
in their characteristic forms of the nation
stereotypes of behavior and actions.

Society is made of people from different
backgrounds, regarding culture, education,
social and economic backgrounds.
Individuals in society have personal goals,
and at times may not be in line with the
communal goals. For individuals with
different ambitions, interests, and goals
to live with one another peacefully, moral
values, ethical values, proper etiquette,
manners, civility, acceptable courtesy and
respect for one another is key (Bybee 78).
Moral and ethical values guide a person to
differentiate what is good and wrong, and
provides an acceptable code of behaviors
that all members of a particular society,
such as the American people are supposed
to follow so as to live in peace and
harmony. On the other hand, civility, proper
etiguette, manners, courtesy, and respect,
allow people to live with one another as
brothers and in love, and they define a
good human being. However, every society
has different sets of etiquette, manners,
courtesy codes, ethical and moral values
that are acceptable to its people, and at
times might not be acceptable in other
societies. Nonetheless, there are those
behaviors and values that are universally
acceptable in every community and society
in the world.

Educational power of moral and ethical
tradition is that fulfilling the requirements
of moral norms and rules; we thus
maintain customs and traditions of society
raise the level of education.

Thus, the analysis of the scientific
literature shows that scientists have tried
to comprehensively examine the moral and
ethical traditions, as a separate object of
study. Taking them as a basis, we propose
the following classification of the moral
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and ethical traditions of Kazakh people:

- tradition of honor and dignity of the
Kazakh people ( to itself, to the person 's
nationality, to other nationalities, a man
to himself, the views of people of different
sexes to each other, etc.);

- traditions of Kazakh people (family
relationships, relationships older to
younger, labor, hospitality, charity, etc.);

- tradition of national consciousness
(the ratio of the nation's spiritual and
cultural achievements, their native
language, knowledge, science and the arts,
customs and traditions, to the differences
between nationalities, to the development
of international relations) .

The value of this classification is that it
is manifested in the harmony of knowledge
and moral feelings in unity and systematic
moral conduct. For example, a) the
tradition of honor and dignity of the Kazakh
people brings respect and reverence for
other peoples, develops a sense of trust in
each other; b) conduct traditions of Kazakh
people are taught to respect their elders,
to help younger, determining the value of
work, they form a relationship to the land,
nature, tools, and most importantly, work,
and this, in turn, teaches a person to care,
neatness, politeness, decency, worship,
resourcefulness, efficiency; c) the tradition
of national identity help to learn to enjoy
the achievements of the nation, to see the
differences between nationalities correctly
understand international relations.

All this shows that the Kazakh national
ethical traditions have great potential in
the education of morality among students.
Considering the problem of moral
education of students is first necessary
to clarify what the moral qualities of the
person, as they characterized as well to
highlight and examine the qualities which
are important in the professional work of
the teacher. Moral qualities of personality
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are a sign of permanence to the
relationship to other people, the staff, and
the community, to himself. They occupy the
main place among the spiritual qualities of
the person. Moral attributes of personality,
its ideological and intellectual qualities
are interrelated. In the modern school to
the main moral grounds include: children
love, responsibility, restraint, objectivity,
diligence, honesty, professional perfection,
patriotism, internationalism, commitment,
etc.

Conclusion

Formation of future teachers of morality
occurs through moral education and their
participation in various practical activities.

Moral education of students
is organized, controlled process.
Management of development of morality
among students of higher educational
institutions is the careful selection of used
forms, methods and means of education.
They contribute to a significant increase
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POJ1b MOPAJIbHO-3TUMECKUX TPARULIUM U HOPM BOCNUTAHUA B LEHHOCTHOW CUCTEME
OBLLECTBA

AHHOTaUMA.

Kazaxckui Hapog 13 BeKa BeK, U3 roga B rof Hakannusean v pa3BuBan NPOrpeccuBHble TpaguLmMHK,
cobnogas obbl4an NPeaKoB, BOCMUTLIBAS MOSIOA0OE MOKONeHWMe 6eCKOPbLICTHLIM, AyXOBHO 60ratbiM. B
YCNOBHMAX COLMANBbHO-MONUTUYECKOTO 06HOBNEHNS 06LLECTBA O4HO U3 BaXHbIX MECT 3aHMMaeT npobnema
BOCMUTaHWA HPABCTBEHHbIX Ka4YecTB YenoBeka. OAHMM U3 pelatoLmx GaKTopoB B OCYLLECTBAEHUN 3TON
3ajayu aBnseTcsa ceMbsi, M60 oHa 06uUTeNb, OTKYAA YENOBEK BCTynaeT B O6LLECTBEHHYIO KM3Hb. M BCe 3TO
OCHOBbIBaNOCh Ha HapPOAHOM Neaaroruke.

Mpo6nema HpPaBCTBEHHOIO BOCMNUTAHUS B NepPUO] MogepHU3aLMmn CUCTEMbl 06pa30BaHUs, HaLleNeHHOro Ha
dopmMnpoBaHue HOBOro o6pa3oBaTesibHOro NPOCTPAHCTBA, NO3BONSET 06eCcneYnTb AyXOBHO-HPaBCTBEHHOE
CTaHOBMIEHWE NoApacTaloLero NOKOMEHHUS, CAaMOCTOATENbHbIM BbIGOP B NOMIb3Y FYMaHUCTUHECKMX

naeanos. [03TOMy OTHOLEHME COBPEMEHHbIX CTYAEHTOB K 06LLEeCTBEHHOMY B3aUMOAENCTBUIO U OBLLEHMIO,
NPOSABAEHMIO IMYHOCTHbIX KA4YECTB, OTBEYaIOLWNX HOPMaM M TPebGOBaHMAM 06LWEeCTBEHHOM Mopanu. Cuctema
06LLEeCTBEHHbIX OTHOLLEHWW, cogeprkallas B cebe BCIO CUCTEMY MOPaSIbHO-3TUHECKMX OTHOLIEHWI B
o6LecTBe, NPUMBOAATCSA NOKa3aTeIn HPaBCTBEHHOW KybTYpbl C ONOPOM Ha YHUBEPCasbHble HPaBCTBEHHbIE
npuHUMNbL. MpruBOAATCSA rpajgaLnmn COBOKYMHbIX 3HaYEHUI MOpanu, BbIAENAIOTCS padinyHble HanpaBieHus
HPaBCTBEHHOr0 CTaHOBNEHWS, €ro CTagnn U cBoncTBa. Heo6x0AMMO HYETKO ONPeAEnnTb CoaeprKaHue, Lenm
W 3ajayn BOCMWUTaHMS Ha HaPOLHbIX TPaAWLMAX B COOTBETCTBMM C BO3PACTHBLIMU M MCUXONOMMYECKUMM
0COGEHHOCTSAMM KaKA0M BO3PaCTHOM rpynnbl MONOAOr0 MOKONEHMS, Y4UTbIBas MHANBULAYaNbHbIE
CMOCOBHOCTU, MHTEPECHI U HAKIOHHOCTH.

B HacTosiLee BpeMa BeaeTcs paboTa no oT6opy cofeprkaHus, Gopm, METOA0B U MPUEMOB 0By4EHUS,
nceneayeTcs Bonpoc BbISBNEHNS POK M 3HAYEHWUS HAPOLHONM Neaarornkn 1 GopmMupoBaHmUM BCECTOPOHHMUE U
rapMOHUYECKM Pa3BUTOM IMHHOCTH.

KnioueBble cnoBa: HpaBCTBEHHOE BOCMUTAHWE, HPABCTBEHHbIE HOPMbI, 3TUYECKUE TPALULIMMH,
paunoHanbHoO-10rMYecKas Tpaguums, IMYHOCTb, NOBEAEHME, aBTOPUTET CEMbM.

KannbiGaeBa X. C.
KasaxcKas HauuoHanbHas akagemus uckyccts um. T. KypreHoBa
(Anmarsl, KazaxctaH

KOFAMHbIH BAFAJ1bI XKXYHECIHAET MOPAJIbAAbIK-3TUKANbIK AOCTYP/IEP MEH TOPBUE
HOPMAJIAPBIHbIH POJI

AHpaaTna.

Kasipri KoramHbIH 6acTbl MacenenepiHiH 6ipi *ac ypnaKTaH XaH-XaKTbl AaMblfaH, pyxaHu 6an, agamrepLiniri
MO Ty/IFa KanbinTacTblpy 60/bin Tabbinagbl. Ocbl opanaa 6abanapbiMbi3bliH Fackipnap 60Mbl ypnarbiHa Mypa
€TKEH TYPMbICTbIK FYpPMbl, CanT-43CTYpi, OHep-6iaiM YArici CUSAKTbI UTi KacueTTepiHe aca Ha3ap ayaapblybl
KaeT.

Topbue MiHAETTEPIH XKy3€ere acblpa OTbIPbIN, CTYAEeHTTEPAIH 60MbIHAA }KEeKe agaMHblH, cananapbl 60naTbiH
CEeHiIMAi XoHe KoFaMAblK 6aFbITTaFbl Aanenai opTaHol Topbueney FaHa emec, COHbIMEH Bipre onapabl

THiCiHWe MopanbAblK 3TUKara Topbueney MaHbl3abl. MopanbiblK 3TUKaNbIK TOpOUeEC OKY-Tapbue YpaiCiHiH,
6apnblK canacblHaa, 6inim 6epy canacblHia, eHOeK eTy 6apbiCbiHAa, KOpLIaraH opTaja Xy3ere acbipbliagbl.
MopanbablK 3TUKara Topoueneyai TiMai TocingepiHe Kasak xasblk negarormka afnemMeHTTepi e atagbl.
MopanbaplK 3TUKa — afaMHbIH KOFaMAaFbl MiHE3-KY/IKbl 60NFaHAbIKTaH, 6ip XKafbl adaMHbIH, MiHE3-KY/IKbIHa
6annaHbICTbl HOpManap XYMeCIHEH,eKiHLWI XaFbl KYHAbl PyXaHW iLLKi }aH AyHWe cananapbiHaH Typagbl.

Op6ip KoFaM 63iHiH JaMy npoLeciHae MopanbablK 3TUKa KaTteropusnapbiHa, OHblH, Ma3MyHbIHa KenTereH
e3repictep eHrizin otTolpraH. Erep agamrepLinik Hopmanapbl iCTiH Ma3MYHbIH alKbIHAANTbIH, aAaMHbIH He
icTey KepeKTiriH 6enrinenTiH 6onca, MopanbiblK 3TUKa afdamrepLuifiik TanantapblHblH MiHES-KY/IbIKTa HaKTbI
KaHOan xarganaa xysere acblpbliaTblHblH, 61 HOpManap KaHgan wamMagaH WeKTeNreHid, KyHaenikti emip
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epexkenepiHe avHanfaHblH albin KepceTedi. Kasak XxanKplHblH MOpanbAblK 3TUKanblK TopOuMeci TyFaH xepre,
oT6acblHa, YIKEH Kilinepre, KoFaMfFa KaTblHacblHaH KepiHic 6epeai.

Ona# 6onca, 6YriHri KYHHIH 6acTbl Tanabbl — YATTbIK MEHTANUTETIMI3re NamlblK XaH - XXaKTbl KETiNreH, eHereni,
napacaTtTbl YIT a3aMaTblH, PyxaHW afamrepLuiniri KanbinTacKkaH, XanblKTblH CanT — ASCTYPiH 6G0MbIHA CiHipreH
ypnak Top6ueney yuwiH, XanbIKTblK NejarorMkaHbl MOpabAblK-3TUKa/blK TOPOUE KYMbICbIHA HEMi3AeY KaXKeT.
Tipek ce3pep: ajamrepllinik Hopmanapbl, 3TUKaNbIK 49CTYPAEP, YThIMAbI-NOMMKanblK AOCTYP, KEKe TyNfFa,
MiHE3-KyY/bIK, 0TOaCbINbIK GUNIK.

Caenenus 06 aBrope: Kannei6aesa )K. C., KaHauaaT GpuioJornyeckux Hayk,
noueHT Kadenpsl « MHoctpannble s3biki 1 AHK» Kasaxckoli HaloHa bHOH
akazemuu uckycctB umenu T. K. )Kyprenosa.

e-mail: zhanat.k_72@mail.ru
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MOCKEYIEI]
KA3AK OHEPI MEH
JOJEBUETIHIH,
BIPIHLLI

OH KYHAIT']

PEDAGOGY

TAPUXbIHAH

MPHTH 14.01.13

A. E. CanpikoBa,' A. A. Hypmyxam6eros 2

12T K. Kyprenos atbinnarbl Kazak YaTThik OHep
Akajemusicbl

(Anmarsl, Kazakcran)

MOCKEYAErI KA3AK OHEPI MEH 9AEBMETIHIH BIPIHLUI OH KYHAIT TAPUXbIHAH

AxpaTna

MaKanaga 1936 »binbl MacKeyie 6TKEH Ka3aK eHepi MEH MAJIEHUETIHIH, OHKYHAIr KapacTbipbliFaH.
ABTOpAap apxmB KyaTTapbl MEH KaTbiCylblnapablH ecTenik eHOeKTepi HEri3iHAEe OHKYHAIKKE AanbIHAbIK
6apbICblH ja TeEpeHHeH cunatTaraH. Ocbl peTTe aBTopaap WapaHblH, YUbIMAACTbIPbINYbl MEH OHbIH, XOfFapbl
LeHrenge eTyiHaeri con xblngapbl XanblK arapTy KoMuccapbl 6onFaH TeMipbek Kapayibl XKypreHoBTiH 30p
eH6eriH atan eTesi. COHbIMEH KaTap Facblpfiap KoOMHayblHaH 6acTtay anfaH KasakK XaiKblHbIH Te eHepiHiH XX
Facblp 6acbliHAarbl XalblKapasblK AeHrenre KeTepinyiHiH, MaHbi34blblFbl MEH OHbIH HOTUXKENEPIHE LWblHAMbI

Tapuxu GaracbliH Gepyre Tbipbicagpbl.

Tipek ce3pep: OHKYHZIK, MacKey, pyxaHuaT, MOAEHMET, eHep, oaebueT, oaeT-Fypbin

Kipicne

MacKeyne eTKeH Ka3aK eHepi MeH
9/1eOUETIHIH, OH KYHAIr Ce3Ci3 enimisaiH,
MOJIEHM OMIPIHIH eneyni TycTapbiHbIH,
6ipi 60nabl. OTbI3bIHLWbI Xbl1AAPAbIH
anfalllKbl KE3eHiHae Ka3akK XanKblHblH
6acblHa TYCKeH ayblp TaFablpbl MEH
3yAMaTThl Xbl1AapblHaH KEWiH e/l EHCECIH
TiKTEen, pecnybnuKkanbik KaHa emec, OfaK
KeneMiHae Ka3ak XasKblHblH MopTebeciH
KeTepreH wapanapabiH, 6ipi — 6i3aiH
3epTTey HbiCaHbIMbI3Fa anHanfaH
OHKYHAIK Maceneci 60/bIn Tadblnagbl.
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Ce3ci3 Ka3aK XanKblHblH TapuXbl PyXaHu
MO Mypanapfa aca 6aw. ExxengeH
enimiafliH aymarblHAa TEK casicu FaHa
emMec, MdleH MaHbl3bl OKUFanap MeH
Ty/Fanap WblfapMallbliblFbiHbIH 03blK
yarici KanablntacTbl. Aybl3lla Tapux anTyablH,
YapPKbIH api 6iperen yarici caHanaTtblH
XanblK aybl3 94€06METi 63iHiH Tapnxu
6acTayflapblH eXeNri Kasak XepsiepiHeH
asnbln, 3aMaHHbIH aFbIMblHa Can TYPJEHIn,
6acTankbl KannbiHaH anpblaMabl.
Enimi3aiH, 6an TaburaTbl MEH OHBbIH,

aceM KenbeTi akblHAapFa WabbIT 6epin,
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Giperew api KantanaHbac TyblHAbINAP
JyHuere Kenpai. TapuxTblH, TYPAi Ke3eHiHae
en ipreci wanKanfaH Tycta 6ipfik neH
YAITTbIH, 6ip MaKcaTKa XyMbllyblHa
yHAereH 6abdanapbiMbi3ablH AaHa

ce3/epi MeH ecueTTepi ae Typhi agebu
YaHpnapfra Heri3 6onabl. MiHe ocbiHaaK
MOJ1 pyXxaHu Mypambl3 op 3aMaHaa
O0oVblHa eHep AapblFaH Tapux KacaraH
TyNFanapbiMbI3[blH KaXblpibl eH6eri
apKblibl YpraKTaH ypnaKkKa »eTin kengi. XX
Facblp 6acbl C63Ci3 TYPNi casicu oKuranap
MEH aJiIMaFamnbIn casacu yaepictepre Tonbl
6onabl. Ocbl peTTe Ae yNT Ka3blHacbliH 61
yCTan, OHbl AapinTeyre caHanbl FYMblpPbIH
apHafaH XaHaap Ka3aKTblH KMeni eHepiH
XanblKapasblK caxHanapfa wWwoiFapabl. byn
SPUHE Ka3akK eHEePIHiH aHa cepniH anbin,
AaMyblHa YNKeH cenTiriH Turisgi. MiHe
OCbIHAaM Ka3aK 6HEepPiHIH KeH XKYPTLWbIbIK
anjblHa TaHbICTbIPbIYbIHbIH 6ip Ke3€eHi

— 1936 *blnFbl MacKeye 6TKEH Ka3akK
OHepPi MeH 8AeBUETIHIH, OH KYHAIr 60/bIN
Tabblnaasbl.

OpUHE Ka3aKTblH XX FacbIp/blH,
anfallKbl XXapTbICbIHAAFbI PyXaHW eMipiHiH,
Y/IKEH 6eneci e 0Cbl OHKYHAIKMEH
TbIFbI3 6alNaHbICTbl. OUTKEHI AaCTYpi
KasaK KoFaMblH[a KeHiHeH TapanfaH
V/ITTbIK 6HEepiMi3aiH 6ip apHafa TOFbICbIMN,
OHbl ©3re xa/lblKKa nalll €TKEeH e ocChl
OHKYHAIK 60nbin Tabblnaabl. COHAbIKTaH
Kas3aK KOFaMblHbIH pyXxaHW eMipiH, OHbIH
AYHWETaHbIMbI MEH YNTTbIK epeKLeniKTepiH
TaHbITaTblH 6HEpP AeCEK, OHbIH,
XanblKapanblK AeHrenre KetepinyiHaeri
MaHbI3AblbIFbIH alllbIKTay MaCe/eHi
©3EKTi eTe Tyceai.

9picrep

1936 binFbl Mockeyae eTKEH Ka3akK
OHepi MeH o4eBUETIHIH OH KYHAIri
MoCeNecCiH 3epTTey HbliCaHbl PeTiHAEe TaHaan
OTbIPbIM, OHbIH, MOHIH allyaa 6ipkatap
TapuXx FblfibIMbl FaHa eMeC, FyMaHUTapbIK

FblIbIMFa OpTaK 3epTTey ajicTepi MeH
TocinaepiH KeHiHeH NanaanaHyabl KaxKeT
eteni. byn angbiMeH gepeKTaHynbIK
3BPUCTMKA, HaKTblpaK anTKaHga macenere
KaTbICTbl AepeKTepai izaen t1aby. Cescis
atanfaH Macenere KaTtbiCTbl GipKkaTtap
3epTTey KyMbICTapblHaH 6eneK, 6ipHelle
apxuB KyXKatTapbl 6ap. byn e3 KeseriHge
CbIHbINTay MACENECiHIH 3epTTey KYMbIChI
YLiH MaHbI3AbbIFbIH aPTTbIPbIM OTHIP.

©3 3epTTey KyMbICbiMbI3aa GipKatap
JepeKTepai ilWKi Ma3MyHbl MEH cunaTbiHa
cau BipHellie ToONTapFa XKikTey apKbl/bl
WYMBbICTbI }yHeni api 6ipi3ainik NpUHUKMAIH
CcaKTayfa cenTiriH Turisgi. epekrep

MEH 3epTTey KyMbICTapblH OHKYHAIKKE
JanbIHAbIK, OHKYHAIKTIH 6apbiCbl MEH
HaTUXKenepi aen cbliHbINTan Kene, 3epTrey
YMbICbIHbIH IOrMKanblK 6annaHbICTblbIFbI
NPUHLKNIH CaKTaablK.

OAuckKyccuna

Byn 1936 *blnFbl Ka3aK eHepi MeH
91eOUETIHIH OH KYHAIriHE AanbIHAbIK
HYMbICTapbl 6T€ Kbl3Y TYPAE KYPri3inreH.
OrfaH panen oH KYHAiIK KapcaHbliHAaFbI
YMbIMAACTbIPY XKyMbICTapbl 601a anajbl.
Macenere KaTbICTbl apXUB Ky*KaTTapblHAa
OH KYHJIK KapcaHblHAaFbl AaWbIHAbIK
XYMbICTapblHa CoJ TycTafbl XanblK AFapTy
Komuccapbl 60nfFaH TeMipbeKk Kapaynbl
HKypreHoBTiH aca XayankepulinikneH
KapaFaHablFblHa K63 eTKi3yre 6onagpl.

1936 xbinabiH, 17-23 MambIp
apanbifblHaa 6TKEH Ka3aK eHepi MeH
9/1eO6UETIHIH OH KYHAIrHIH TabbICThl OTYi
— JKOocnapibl }yMbIC NEH TbIHFbIIbIKTbI
JanbIHAbIKTbIH, XXeMici 60/bIn
Tabblnaabl. COHAbIKTAH Aa FblbIMU-
3epTTey KYMbICTapbl YLLiH 4971 OCbl
JavblHAbIK }YMbICTapblHA }ETE KOHiN
MaHbl3abl 60na TycneK. bankaraHbIMbI3
JanbIHAbIK XYMbICTapbl TYPNi 9pTYpi
OafbiTTapaa *Kypai. OcbiHAan AanbliHAbIK,
XYMbICTapbIHbIH, OipiHE apHafaH Ka3ak
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©Hepi MeH 91e6METIHIH, OH KYHAIriH
OTKi3yre »ayanTbl KOMUCCUSAHbIH 1
coyipiHae 60onfFaH oTblpbICbIHAA GipHeLle
Macenenep TanKblnaHaabl. OnapabliH
KaTapblHOa OH KYHAIKTIH 6Ty yaKbIThbl
MEH TeaTpnaHblpbl/ifaH KoMblbiIMAapFa
KaeTTi KniMAep Maceneci TankbliaHFaH.
OH KYHAIKTIH ©TKi3iNy yaKblTblHa KaTbICThbl
1936 »*bingbiH 1 cayipiHge T. K. ypreHos
63i KaTblCKaH oTblpbicTa KeHecTiK XanblK,
KOMUCCcapnap KeHeci )aHblHAaFbl OHep
KOMMUTETIHIH YCbIHbICbIHA Cal Ka3akK eHepi
MeH 9ae6UeTiHIH OH KyHAiri 11-18 mamblp
apanblfblHa eTyi TWiC caHan/bl }aHe OCbl
OTbIPbICTbIH, Kay/bICblHA can OCbl MeP3iM
MaKyngaHfaH. An TeaTpnaHablpbliiFaH
KOWbINbIMAAP YLWiH KaXKEeTTi KUiM-KelleKneH
KaMTaMachbI3 €Ty YLLUiH XeKenerex
TyNFanapfa canusiH, TallKEHTTEH 6y-
MaTepuangap xaHe «KbI3 XKibeK» nbecachl
YWiH WanaHgap caTbln anyFa Tancelpmanap
6epineni [1]. OpuHEe KOMbINbIMFa KaXeTTi
KMWiM-KeLlleKTep maceneci byaaH 6acKka
[la YXMHanbICTap MeH OTbIpbICTapFa apKay
6osnFaH. An 6yn apxuB KyxaTblH4aFbl
MaNiMeTTeEH 6anKaraHbIMbI3 OHKYHAIKTIH,
anfalKbl Kesgeri eTKi3ily Mep3imiHae
60nbIM oTblp. KeniHri Tapuxm okuranap
KepCeTKeHAeN OHKYHAIK anfalwbliHaa
6enrineHreH KYyHHeH 6acKa yaKbITKa
aybICTbIPbIAFaH.

MacKeyaeri OHKYHJIKTi *KOfapbl
AeHrenae eTKi3ydiH MaHbI34blbIFbl
MEH Ka3aK MaJIeHUETIH Nall eTy/iH
Tamalla MyMKIHZITiH KepceTy YLiH
anjblH-ana KoOMUCCHUS YbIMAACTbIPAYbI
3aHAbl Macene. MiHe con KoMuccus
KypambliHa A. JKybaHoB, . TorkaHoB
CblHAbl KanpaTKepaepMeH Katap cos
TycTafbl XanblK AFapTy KoMuccapbl 60FaH
Temip6ek Kapaynbl }KypreHos Ta 60/fFaH
efi. XKannbl atanfaH OH KYHAIKTIH TaMalla
api ¥oFapbl AeHrenae ymbiMaacTblpbinybl
Ja angbiMeH TemipoeKk KapayblHblH,
aTblMeH ThiIFbl3 6annaHbICcTbl. On TypacbiHAa
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COJ1 OH KYHAIKTIH 6enji KaTblCyLWbICbl
KaHabeKk banceniToB 63iHiH ecTenirivae
[anblHablK 6acbl KeHecyaeH 6ac—Tangbl.
KeHecTeH KeHecC Kepe Xypin s/ ocbl
¥ONFblJan KEHEeCTi 63 6acbiM OFaH AENiH
Je, ofaH KeniH ae KepreHim »okK. EKi yma
KeHecTiK. KeHecimi3 Kaaimri uHanbic.
Cennenmia, Tanacambl3, gonengenmis.
KyH caWblH COfl, AeManbIC KYH AereHimia
XOK. *KoHe Keln KyHaepi TaHfbl TOFbI3aH
TYHIi OH eKire geniH oTblpbIN KanamMbl3,
TaMak ilyaiH e3iH YMbITbIN KETEMi3»
nereH éonatbiH [2, 6. 110]. CoHbIMEH
KaTap KaHabeK baincenitoB 63iHiH,
eHberinge Temipbek HypreHoBTi 6apiia
OH KYHJiKKe KaTbICylblnapablH, UAesbIK
TYPFblAaH WabbIT 6epyLi TynFa gen
Oafanan, OH KYHAIKTi eTKi3yre xayanThbl
Ty Fanapabl HEri3ri 6aclubiCbl Aen a4in
OGaFacblH 6epreH. OUTKeHI WelliMiH
TanKaH MacenenepiiH TYMiHi XasnblK
KOMUCCapblHbIH apajiacybiMeH Te3
LIeLiMiH TaybIN OTbIpFaHObIFbIH aUTabl.
MacKeyaeri OHKYHAiKKe JanbIHAbIK
HYMbICTAPbIHbIH Kbl3Y TYPAE HYPreHairiH
con Tyctarbl KaszakctaH Xasyuwbinap
ofafbl 6ackapmachbliHbiH Teparachkl Fa6b6ac
ToFXKaHOB XasnblK arapTy Komuccapbl T. K.
HKypreHoB neH GipKkaTtap xasylwbliapfa
Ya3faH xaTblHaH Ja 6anKayra 6onajbl.
«OH KYHAIKKe ynKeH MaH 6epinyae.
byn petTe YKpanHaHblIH ToxKipubeci ae
ecKepinin }¥aTtkaHablFbl 6anKanaabl.
EHpiri petTeri 6i34iH MiHAETIMI3 OH
KYHAIKKE AanblHABIKTbI ThIHFbUIbIKTbI
yMbIMAACTbIPbIMN, OH KYHAIKTIH, 63i Teatp
MEH 9e6MeT canacbliHaafFbl }ETKEH
ETICTIKTEP NaLl eTin, Ka3akK 6HEPIHIH,
KEHEC *YPTLUbIIbIFbIHbIH, HA3apblHa
NambIKTbl EKEHAIriH KepceTy» AereH
6onatbiH. CoHbiIMeH KaTap Ka3akcTaH
Hasywbinap ogafrbl 6acKkapmMachbiHblIH
Teparacbl MOCENEHIH, MaHbI3bINbIFbIH atan
eTe Kene, OH KYHAIKTI yari anapnbiKTan
OTKIi3y Tikenen e3imidre 6annaHbICTbl e

Central Asian Journal of Art Studies N1 2019



Kene, 6ipKaTap YCbIHbICTapbIH 6epei.
OnapablH KaTapblHaa «Kbi3 Hibek» neH
«*Kanbbip» KOMbIIbIMbIHAH 66NEK EKi YNKEH
KOHLLePT 6epy KePEKTIriH anTbIMn, OHbIH
OipiH YNKeH Teatpaa, eKiHwiciH OpTanbiK
MOJEHUET }oHe AemMalbic casgbarbiHAa
ynbiMaacTbIpy KaxeT. Ocbl KOHUEpTTEpre
Kas3akK eHepiHiH 03blIK ynrinepiH (MyaTteatp,
dunapMoHus, gpamTeatp KoHe T.6)

oKeny KepekK. EHAiri KeaeKTe KOHUEPTTIK
6argapnamaHbl MaKyngay Kpek. Xop
MiHIOETTi TYpAe 60y KepeK. O3 KeseriHae
O/1 MbIKTbI }X8HE KbI3bIKTbl 60/ybl KEPEK.
KoHuepTTe 6i34iH My3blKanblK aHe
ApaMMarnblK NbecanapbiMbl3blH KbI3bIThbl
aKTi/IepiHEeH Y3iHAi KepceTy KaXkeT (atan
anTkaHga «<Amman-Lonnan», «Lyfa»). On
MaceneHi TanKblnan, e3aepiHi3 wewim
WblFapbiHbi3gap. KoHUEpPT KeHingi api
apTYpi 60Nybl KEPEK. ¥NTTbIK OPKECTP €H,
Y3AIK KYWnep MeH aHAepAi naw eTyi THic.
EKi Hemece Yyl anTbICKEP aKblHAapbl
anbin Kenyimia Kaxet. MacKeyae xanblK
aKblHAapbIH ThiHAAFbICLl Keneai. bap/blifbl
ManimbeTTi cypanabl. MeHiH nikipimLue,
MonimbeTtneH Katap, Mca ban3akoBTbl
anbin Kenyimis kepek. OnapabiH
OpblHAAYbIHbIH MATiHI MeH ayaapMachbIH
anjblH-ana ymbiMAacTblpy Kepek. On
TabbICTbl 601MaK. MacKeyniKkTep YLliH 6yn
Biperen }aHe Kbi3biTbl 601aAbl» €N Ka3ak,
MoJEeHMETI MeH a1ebueTiHiH MacKeyaeri
OH KyHAiri 6argapnamMacblH KacayFa Y/KeH
YNneciH Kocaabl. KazakctaH *asylubinap
oAafblHblH 6acKapMachbiHblH TepaFachl
Fa66ac TorKaHOB COHbIMEH KaTap o4ebueT
canacblHa [a YNKeH MaH 6epegi. Mbicanbl
©63iHiH xaTblHaa . TorkaHoB «CokeH, CobuT,
MyxTtap *oHe Benim6EeT OH KYHAIKKE XKaHa
WbiFapManapblH 6epy KepeK. On noBecTb
HemMece efieHaep eMec, 63€eKTi Macesnere
apHanfaH Xblnbl enengep 6osca, benimber
neH MyxTap opTalnblK rasetrepgiH 6ipiHe
LIaFbIH aHriMenepiH 6epyiHe 6onagpl...
KasaK aae6u1eTiHIH KeliH yibiMAacTbipy

Kesgaenin oTbIp. KelwTe KeKkenereH Kasak
aKblHAapbIH 63€epiHiH, Ka3akK TiniHaeri
eneHaepiH oKyra wakblpaabl. Con cebenTi
6i3iH aKblHAapFa AanblHaaNYy KaXKeT.
dcipece CokeH, CobuT, 96aina9 MeH
Innsicka ganbliHaany Kaxket. Tarbl fa He
icTey KaXXeT?» e Ka3aK MaJeHHUeTi

MeH 90e6METIHIH OH KYHAIriH eTKi3yiH
MaHbI3ablbIFbIH ECKEPTE Kene, Tafbl Aa On
Kocyra wwakKblpagbl [3].

Ocbl TycTa MacKeyaeri oH KYHIiKKe
[lereH Kbl3y JanblHAbIK NeH NiKip-Tanactap
Hasywbinap OpgarbiHAa Aa *Kypin KaTKaH.
MNikip-Tanactap acipece o4e6U KewwTi
YNbIMAACTbIPY }OHE TaHbICTbIPbIIaTbIH
WblFapManap xaKkblHaa 60nFaHabIfbl
6enrini. Mackeyaeri oH KyHaaike e3
LblFapMaLllbl/iblFbIH TAHbICTbIPYFa
6apaTbiHAap KaTapbliHaa CoKeH
CendynnuH, Myxtap 9yesoB, benimbet
MawnnuH, Inusic Xancyripos, Cobut
MyKaHOB ¥aHe [ie TafFbl a 6acKanapbl
6apatbiH 60MbIN WewinreH [4]. OH KyHAIK
6apbICblHAa aTtanfaH TynFanapibliH
KaTbicybiIMeH MacKeyperi KeHec
asylwblnap yruiHae, optansiK paguoaa,
eHepnasgap, XyMblClWbliap KnyéTapblHaa
Kesaecynep yribIMAACTbIPbIIbIN, 84e6U
KewTiH 6argapnamacsl ga »kacanagbl.

¥3akK TankblnaygaH KeniH KoMuccus
MYLLEenepi OH KYHAIKTi YNIKeH TeaTpaarbl
KOHLLepTNeH asaKTay Typasbl Keficimre
Kenepni. KoHuepT 6apbiCbiHAa Ka3aKTbIH,
Ten eHepiHiH 6ap/blK YArinepiH Kepcety
Typasbi WeLiM WhiFapblnagbl. KOHUEPTTI
AXmeT HKyOaHOBTbIH XeTeKLWinirimeH ynT-
acnanTap OpKeCTPIMEH KaTtap xop, A49CTypi
OH-KYMMEH KypanaTblH dunapmMoHus
YbIMbIHbIH, OPKECTPIiHIH 6HepiMeH 6acTan,
Kynaw baincenitoBa, aman OmapoBa,
Lapa }aHaap6eKoBa oHe TafFbl fa
6acKa eHepnasfapiblH XeKe aH calybiIMeH
anfacybl THic 6onabl. KoHUEPTTIH
OipiHWi 66niMiH Ka3aK YYNIULLECIHIH
TopbueneHywinepiHiy, eHepiMmeH
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KOpbITbiHAbINAY Ke3aeni. An eKiHLwi
66/iKTe anTbIC CbiHAbl Ka3akK XanKblHbIH,
A9CTYPAi eHepi Tamallanayabl *ocnapnan,
ofaH }amb6bin YKabaeB 6actaraH 6ipKkaTtap
OHep KanpaTKepsiepiH TapTyabl Aypbic gen
TankaH [5].

Ce3ci3 MacKkeyaeri Ka3ak MOAEHMUETIHIH,
Tonaframn TabbiCTapblH KOPCETYi THiC 6oJIFaH
OH KYHAiK 6apbiCblHAa HETi3ri KOPCEeTiNim
«KbI13 Hibek» neH «Kanbbip» onepanapbl
6onFaHablFbl TYCIHIKTI. Ocbl ywiH e 1936
blbIH Cayip anblHAa Ka3aK My3blKalblK
TeaTpbl MeH KeHecTep OparaHblH,
MemneKeTTik AKageMusanbIK TeaTpbl
apacblHa Kenicimre Kenin, oH KYHAIKTer|
KOWbIbIMAApP YLWiH FUMapaTTbl XasfFa any
Maceneci 63 WwelwimMiH Tabagbl.

JereHMeH oaH 6acKa fa Ka3ak
OHEPIiHiH 03blK TybIHAbIIAPbIH KOPCETY
YLWiH apHalbl KBpMe yrMbIMAACTbIpyY
ici ge Konfa anblHAbl. byn ic OpTanbik
ATkapy KomuTeTiHiH 6aclubicbl ¥3aKbam
Kynbim6eToB 6actaraH apHambl
KoMucecusara yktenai. Komucens mylenepi
KepMe TEK Ka3aK eHEepPiHiH 3aTTan yariiepi
FaHa eMec, Ka3aK TYPMbICbIHbIH, OTKEHI
MeH 6onallarblH KePCeTyai MaHbI3/bl
Jen TankaH. HotuxkeciHae Kkepmere
KWi3 YVMEH KaTap, OHAafbl }abablKTap,
artan anMTKaHa KifieM MeH blablc-asiK,
at o63enaepi, KNimM-KelleK XaHe ae
KasaKcTaHHbIH 6ainblKTapblH KBPCETIH
CypeTuwifnepaiH TyblHAbl1apbl KOWbNaabl Aen
}ocnapnaHabl.

MacKeygeri Kasak eHepi MeH
9/1eOUETIHIH OH KYHAIriHE AaWbIHAbIK
YW angaH actaM yaKblTKa cO3bl1abl.
HKofapblfa atan eTKeHiMi3aen AanblHAbIK
YMbICTapbl 6ip coTKe TOKTaMacTaH
6enceHi araanaa eTri. Ce3ci3 6yn
KaTblCyLblIapAbl KOciOn Typfbiaa
WblHAANYbIHA CENTIriH TUTi3reHiMeH
MOpPanablK }oHE NCUXONOTrUSANbIK,
TYpFblaaH a64eH WwaplwatTbl. COHAbIKTaH
6onap OH KYHAiKTiH 6argapnamMacsi
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OeKiTinin, ganblHAbIK XYMbICTapbl
NblCbIKTaNFaHHaH KeniH KaTbICyllblnap
ThiHbIFyFa 60catbinagbl. On TypacbiHAa
Ka———Ha—-—6eK balcenitoB
«€H—6erimisgid, HOTUKECIH

€CTireH coH, 6apbin o6eH KamKbipan
laplla—faHbIMbI3abl ce3aiK, 60nabIpabIK
ney-re 6onagbl. *ypreHoB 6apimisre
Aemanbic 6epgi, 6ipcbinblpambl3bl OH KYH
[eMasibll KanTyra emMasblC YRiHe x)ibepai»
jereH 6onatbliH. Ocblnaniua ganblHAbIK,
XYMbICTapPbl KOMNLWINIKTiH KOHiNiHEH
LbIKKaHHAH COH, AaWblH/bIK }YMbICTapbl
©3 MApPECiHEe XKETTi.

HaTtHxxenep

1936 »KbingblH 4 MambIpbiHAa
MacKeyie KadaK MaJeHUETIHIH KETKeH
METICTIrH KepCeTy YLWIiH YL Xy34eH
acTaM Ka3aK eHepiHiH ManTanMaHaapbl
MacKeyre apHaibl NOMbI36EH aTTaHAbl.
MacKeyre KeniciMeH-aK MepeKeniK KeHin
KyW GipaeH cesingi aen anTyra TOMblK,
Heri3 6ap. OUTKeHi MacKeyaiH KasaH
BOK3a/iblHaH Ka3ak eHepnasgapbiH
eprinikTi apTicTepMeH Katap, Ka3ak
acTapbl canTaHaTtTbl TYpae Kapchl
anfaH. byn ce3ci3 6o0naTtbiH OH KYHIKTIH,
canMarblHbIH, ayblp api XayanTbl eKeHAIrH
Kasak eHepnasgapblHa MopanibiK Typae
cesiHgipce Kepek. CoHbIMEH KaTap
OflaK KenemiHae TapanfaH con TyCcTafbl
«paBaa», <MU3BECTUA» CbIHAbI ra3eTTep
OH KYHJIKTiIH 6apbiCblHAa TOMbIKTAM
eTKi3in Typabl. bacTel Ha3ap ce3Ci3 Ka3ak
onepanapblHa ayFaH CblHalbl. OUTKEHI
aTaNMbILL ra3eTTepae *apblK KepreH
H. N3roeBTblH, aHe 1. KepXeHLUEBTIH,
MaKananapblHAa atanmblll onepanapmeH
KaTtap, TyTacTal Ka3aK eHepiHe JereH
TaMcaHyabl 6anKayra 6onagbl.

An ofapbla atan eTKeH YNKeH
TeaTpaa 6TKEH KOpbITbIHAbI rana
KoHLUepT 6apbicbiHaa A. }KybaHoB
eTeK-Wi—Ni—riMeH e3 eHepnepiH
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KOpPCEeTKEH yNT-acnanTtapbl OPKECTPIHIH
OHepI Je KoFapbl AgeHrenae eTkeH. OpKecTp
OpbIH————-AafaH Kynnep XaHe onapabiH,
cyrnemeniMeH aH WblipKaraH Kynauw
bancenitoBa, }aman OmapoBa, Hycinbek
EnebekoB, bicminna banabekoBTap Ka3ak
9H alTy eHepPiHiH KeHe FacblpnapaaH
6acTay a/ibl 3aMaHblHa can 63 Jamy
YOJIbIH TanNKaHAbIFbIH Aanenaen anabl. An
LLlapa }ureHKynoBa 6acTtaraH ouLwinepaiy,
OHepi e KepepMeHaepaiH bICTbIK
bIKblNacblHa 6eneHei. ocnapfa camn
KOHLEPTTIH, GipiHWIi 6enimiH 6aneTmencrep
A. AneKcaHapOBTbIH e—TeK—-
WwinirimeH yumnuuie TopbueHywinepi
KopbITblHAbITaabl. On TypacbiHaa K.
baicenitoB: «MacKey-iiKTepre anpbiKLwa
acep eTKeH 6ip HoMmep xopeorpadpums
MeKTEOI OKy-LLblNapblHbIH 61i 6014bI,
Kasipri TinMmeH anTKaHaa, on 6ip ceHcauums
6onbin egi. Kin eHKen ceris3-Tofbl3 }acTafbl
Ka3aKTblH YN-Kbl3aapbl, 6apnblfbl 24
6ana . N. Han—-KoBCKUNAiH «¥YMKblAaFbl
apyblHaH» Banbc 6uneai. 3angarbl
KYPTTbIH COHAAFbI CE€3iM acepiH co3—6eH
auTbIMN ETKI3Y MYMKIiH emec. bisaeH
OHAanabl KyTNnereH Fon oflap, MoEHHUETI
Melley AaMblfaH XaslblKTaH fa/1 OCbIHAaw
acecnipimaepaiH eHepiH KepceTe Kosp
[len onnamaraH fa 6onynapbl Kepek,
6i3aiH 6yngip—wiHaepaiH, 6ure WbiKkKaHbl,
61 6onfaHaa HYanKoBCKUMIe GUNereHi
WbIHbIHAA Aa Onap YLWiH KyTNereH Kkepemer
6onabl» gereH éonatbiH [2, 124 6].

1936 XbingblH 17 Mamblp KyHi
YnKeH TeaTpAblH caxHacblHa Ka3ak,
©Hepi MeH o1e6METIHIH OHKYHAIrI
Fabut MycipenoBTbiH, «Kbl3 HKiberimeH»
awbinagpl. bip ce36eH anTKaHaa aTaaMbiLL
KoWblbIM MacKey KepepMeHaep
YLIiH epeKue Kbi3blKTbl 601FaH. Ochbl
KonblibiMAaa «KbI3 Kibek» poniHae
Kynew ba#ncewitoBa, TenereH poniHae
KaHabek bancenitoB, bekerxaH poninae
KypmaH6ek aHgap6ekos, Lere poniHae

MaHap6eK EprxkaHoB, bazap6an poniHaeri
Kanbibek KyaHbllw6aeBTbIHAAPbIH,

eHepi KenwinikTi TaHFanabipraH. «KbI3
HibeKTeH» KeniHri Mackeyniktep yLwiH
Benimbetr MannunHHiH My3blKanbIK
«*Kanbblp» NbecacblH KepceTinea,.
ATanmblll KovblnbiMaa ga KypmaHoek
HKanpap6ekoB HKanbbipablH, XaaulaHblH,
peniHae Kynaw bancenitoBa, EnemecTtiH
peniHae MaHap6ek EpxxaHoB, Enyban
Omip3akoB KanpakbanablH peniH aca
lwebepnikneH compaca, LLlokeH AimaHoB
coHaamn-ak KanaH baabipoB Ta Kacibu
LebepnikrepiMeH Keare TyCTi. YIKEeH
TeaTpaa yMbIMAACTbIPbIIFAH KOPbITbIHAbI
rana KoHUepT 6apbICbliHAA XKbIp aTachl
Hambbin HabaeB 63iHiH, KbIpbIH apHar,
MacKeynikTepre Ka3daK XaslKblHblH, bICTbIK
bIKbl/TaCbl MEH TYbICKAHAbIK CapblHAaFfbl
eNleHJepiH oKkblfaH. AxMeT Kyb6aHOBTbIH,
6acKapyblHAafbl }aHagaH ynbiMaacKaH
XallblK My3blKa acrnanTap OpKecTpi
Ka3aKTblH GipHelle KeHingi KynnepiH coHgi

ca3blMeH opblHAAnN, TbiHAAYLW bINapabl
TamMalla cyuciHgipai [6, 6. 4-7] (CypeT 1, 2).

WA

&

1 - cyper. Mackeyseri YyikeH TeaTp/ia rajia KOHLEpPTTe:
JK.Kabaes, Kynamn Baticeititoa, T.K. )KypreHos kane T.6.
17 mamelp, 1936 2.

2 — cypeT. Mackeyjieri Ka3ak eHepiHiH a/JraliKbl OHKYHJriHe
Katblcylbliap. 1936 x.
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KopbITbIHADbI

CeTin, Ka3aKTblH, XXaHa ecin Kene
YaTKaH KepKeMeHepiHiH a3 yaKbIT iWwiHae
KOJ1 }KETKEH LWblFapMallbl/blK TabblCTapblH
MacKey *KypTLUbINbIFbl MEH XOFapbl
6aclUblIblK *KofFapbl 6aranagbl. COHAbIKTaH
[la OCbl OH KYHJIKTE epeKlle Ke3re TYCKeH
OHep KaunpaTtkepsepi opaeHaapMeH,
MeaanbAapMeH Harpaaranagbl. OnapabiH
iwinae: Kanbibek KyaHbllb6aes, Kynal
bancenitoBa, KypmaH6eKk aHaapOeKos,
Cepke Koxkamkynos, Eny6an ©Mip3aKos,
MaHap6ek EprkaHoB, KaHabek
baliceniToBTapabl atan etyre 6onafpl.
OpUHE Ka3aK eHepPi MEH MBAEHMETIHIH
OipiHLLI OHKYHAIr Ka3aK MoAEHUETI YLLiH He
6epi gereH 3aHabl cypak TyblHAAWUTbIHbI
TYCiHiKTI. Ce3ci3 GipiHLLi OHKYHIIKTIH,
TapUXU MaHbl3bl 6TE XKOFapbl 60/bl.
EH anabiMeH anfallKbl OHKYHJIK Ka3ak,
MOAEHUETIHIH 2/1eMAIK MBAEHUETTIH B6ip
6eniri ekeHAiriH Kepcertin 6epin, emip
CYpyre KyKblibl eKeHAiriH ganengeni.
CoHbIMEH KaTap OCbl Ke3eHHEeH 6acTan,
Ka3aKTblH TeJ/1 6HEPI MEH anemMaik

OPKEHUWET apacblHAa 3aHabl 6annaHbIC
OpHan, Facblpnap KonHayblHaH 6acTtay
afifaH Ka3akK eHepi MeH aaebuneTi
XanblKapanblK AeHrenre ketepingi.

Ce3ci3 Ka3aK eHepi MeH o1ebuneTi

©3iHAIK BiperenniriMeH epekKlueneHe.

An KasaKTap Typanbl MacKeynikTep
6inreHiMeH OHblH 6Hepi MeH aaebuerTi
TypacblHaa ManiMeTTepAi 6inMereHi

aHbIK eqi. Con cebenTi e MacKeynikTep
YLWiH Ka3akK eHepiH TaMallanay Ken
KbI3bIFYLLbIIbIK TyAblpAbl. AN Ka3ak
eHepna3gapbl MeH 9ebueT eKingepi
OHKYHAIKTI ©TKi3yre aca xayankepLinikneH
Kapaabl. OUTKEHI Ka3aK eHepi MeH
MOAEHUETIHIH aNfallKbl OHKYHAIr — Ka3ak
XaNKblHbIH 6Mipi MEH TYPMbICbI, KYHAENIKTI
Tapuxbl MEH Facbipfiap KOMHayblHaH

Kelle }aTKaH J9CTypi MEeH a1eT-FYPbIH
TaHbICTbIPYFa MO MYMKIHAIK CbiMnagbl.

EH 6acTbickl con Tycta T. K. MypreHos
6acTafaH KasakK XanKblHbIH 6ipTyap
azamartTapbl 6y MiHAETTI abblpOMMEH
aTKapbIn WhIKTbI.

ManpanaubiiFaH ageouerTTep:
1. KasakcTaH PecnybnnKkacbiHblH OpTanblk MemnekeTTik Apxusi, 1841 Kop, ToM

1, 1ic, 207 napak.

N

bancenitoB K. KylwTtap KeHin — Anmatbl: asywbl. 1977. — 224 6.

3. KasakcTaH PecnybnnkacbiHblH OpTanblk MemnekeTTik Apxusi, 1178 Kop, Tizim

1, ic 28, napakrap 9-14.

4, KasakcTaH PecnybnnkacbiHblH OpTanblk MemnekeTTik Apxusi, 1778 Kop.
Tigim. 1. Ic. 28. Napak. 1-2.

5. Kapatesa I. [lekaga nutepatypbl M UCKyccTBa B Mockse // http://kazgazeta.
kz/?p=5068 (KapacTbipbinFaH mep3imi: 21.12.2018).

6. ManweknH M. KepkemeHep webepnepi. — Anmartsl: Kas.mem.6ac, 1959. — 140

6.

CapbikoBa A. E., HypmyxamGeTtoB A. A

Kasaxckas HaunoHasibHas akagemus nm. T. K. XypreHosa Anmartsl, KazaxctaH

W3 UCTOPUM NEPBOM AEKA1bl KA3AXCKOIO MCKYCCTBA U JINTEPATYPbI B MOCKBE

AHHOTaUMA.

B ctatbe paccmaTpuBaloTcs BOMPOCH! M AeKaAbl Ka3axCKoro McKyccTBa B MockBe B 1936 roay. ABTopbI
noApo6HO onuncanu He TONbKO X04 AeKaAbl, HO U XO4 NOArOTOBKM K AeKaje Ha OCHOBE apXMBHbIX JOKYMEHTOB U
BOCMOMWHaHWM y4aCTHMKOB AeKadbl. [1pyn 3TOM aBTOpbl OTMEYatoT OrpoOMHYt0 3acnyry TemmpbeKka Kapaesuya
HypreHoBa, KOTOPbIN B 9TV rofbl 6bl1 KOMUCCAapPOM HAPOAHOI0 NMPOCBELLEHWUS MO OPraHM3aLnnM U MPOBELEHMIO
[eKaabl Ha BbICOKOM YpoBHe. KpoMe Toro, OH CTpeMUCS AaTb MCTUHHYIO MCTOPUYECKYHO OLLEHKY 3HAYUMOCTH U
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pesynbTaToB Pa3BUTUS KyNbTYPbl KA3aXCKOro Hapoaa v BKIOYEHUS ero Ha MeXxayHapoaHbl ypOBEHb Havana
XX BeKa.
KnioueBble cnoBa: aexkaga, MOCKBa, IyXOBHOCTb, Ky/ibTypa, UCKYCCTBO, NInTepaTtypa, o6bl4aun

Sadikova A. E., Nurmukhambetov A. A.
T.K. Zhurgenov Kazakh National Academy of Arts

THE HISTORY OF THE FIRST DECADE OF KAZAKH ART AND LITERATURE IN MOSCOW

Abstract

The article deals with the issues of culture and decades of Kazakh art in Moscow in 1936. The authors
described in detail not only the course of the decade, but also the course of preparation for the decade

on the basis of archival documents and memorable works of participants of the decade. The authors note
the great merit of Temirbek Zhurgenov, who in these years was the Commissioner of public education in
the organization and conduct of the decade at a high level. In addition, he seeks to give a true historical
assessment of the significance and results of the uprising of the Kazakh people at the international level of
the early twentieth century.

Keywords: decade, Moscow, spirituality, culture, art, literature, customs
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0. b. Kepees '

I'T.K. )Kyprenos atbinarbl Kazak yaTThiK eHep
aKaJIeMHUSIChI,

Anmarsl, Kazakcran

ENIMI3AE T¥HFbILW ¥NTTbIK OHEP ®AKYJILTETI AlLbI/IADbI

AxpaTna

byn makanaga En6acbiMbI3ablH, €1iMi3aiH MoAEHWETI MEH PyXaHUATbIHA KEHiHEH cepniH 6epreH «PyxaHu
aHFbIpY» Makana 6argapnamachl «¥bl anaHblH XETi Kbipbl» AEMEH TapUXM MaKkanacol HerisiHae Temipbek
HKypreHoB aTbiHAaFbl Ka3aK yNTTbiK 6Hep akaeMUSACbIHbIH KabblpFacbiHAa ¥NTbIMbI3bIH, PyXaHK
KYHAbIIbIKTapblH dNeMAiK KEHICTIKTe JapinTey MaKkcaTblHAa enimMi3fe TYHFbIW PET «¥NTTbliK eHep» daKynbTeTi
albinFanAbliFbl 6asHaanagbl. CoHaan-ak 6yn atanFaH GakynbTeT KypaMbliHa «aCTypii My3blKa eHepi» oHe
«CoHfiK-KongaHb6anbl eHep» Kadbeapanapbl eHri3inin, anaarbl yakbITTa eNimMi3fgeri eKi XofFapbl OKy OpHbIHAA
apxeonoruanbIK XyMblcTapabl icke acblpyabl ke3genTtiH KOHECKO kadeapanapbl 6apbl eckepinin, Tafbl 6ip
HOHECKO KkadenpacbiMeH TONbIKTbIPbINaTbIHbI 63 60naabl. by Kadak eHepiH 6YKin anemMre nauw etyre, yIKeH

MYMKIHAIK TyaTblH MaHbI3AblNbIFbIMEH Heri3aenesi.

Tipek ce3pep: daKynbTeT, akagemus, yaTTbik eHep, KOHECKO.

Kipicne

TemipbeK HypreHoB aTbliHAafbI
Ka3saK yNTTbIK eHep akaJeMUSACbIHbIH
KabblpracblHAa ¥NTbIMbI3/IblH, PyXaHu
KYHAbUIbIKTApPblH 9N1E€M/AIK KEHICTIKTE
[opinTey MaKcaTblHa eNiMi3ie TYHFbILL peT
«¥NTTbIK 6Hep» daKynbTeTi awbingbl. *aHa
dakynsTeT KypamMblHa «JacTypni My3biKa
oHepi» oHe «CoHAiK-KongaHbasnbl eHep»
Kadeapanapbl eHrisingi (Cypert 1).

CanTaHaTThl allbl/ly paciMiHe eHep,

154

TeaTp Kanpatkepnepi, 6inikTi yctasaap,
e3re Ae KYPMeTTi KOHaKTap MeH CTyAeHTTep
KaTbICTbl. AKageMus 6acLlbl/iblFbl OCbIHAAN
GaKynLTeTTi KYPY apKbl/ibl CTYAEHTTEPLIH,
FbIIbIMU-TEOPUSASIbIK AaWbIHAbIFbI MEH
OpblHAAYLWbINbIK WebepniriH apTTolpyabl,
¥OoFfapbl 6i/1iM canacblH KamMTamMachI3 eTy/i,
YITTbIK OHEP TYPAEPIH OKbITYAbIH 3amaHaymu
TocinaepiH Nnangananyabl 6acTbl Kesip
eTnekK.

AKagemus peKkTopbl, KazaKCTaHHbIH,
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Cyper 1 — «YaTThiK 6Hep» (haKy/IbTeTiHiH allblTy caJTaHATHIHBIH JIeHTa KHI0 caTiHeH. KasakcTaHHbIH eHOeK ciHipreH KaiipaTkepi,
T Kypretos arbinnarel Kazak yaTTbik oHep akajeMHusichiHbIH n1podeccopsbl [TepreGek MombinoB xxane T.)KypreHoB aTbinuarsl
Kaszak y/TThIK oHep akajeMHUsiChiHbIH pekTopbl Acxat Maemupos. 2019 x.

eHOeK CiHipreH KanpaTtkepi Acxat
MaeMHWpOoBTbIH anTyblHLaA, aKynbTeT
En6acbiHbIH, «¥1bl JanaHblH, XETi Kblpbl»
MaKasacblHAa anTbliFaH MiHaeTTepai
y3ere acblpy YLiH KypbliFaH.

— bisniH, ynT eHepre ae, ascTypre
ne ete 6an. OHbl TanbIKTbl gapinTen,
apaakTawn 6inyimis kepek. CakTan, KeniHri
OCKeseH ypnaKkKa XeTKi3y — napbl3biMbI3.
Ocbl opanaa xanKbiMbI3ablH aca 6am
LblFapMallbliiblK Mypana-pblH anemMaik
[leHrenre wblfapbln, HacuxatTay YLiH
apHanbl paKynbTeT albin OTbipMbI3. byn
¥epae CTyAeHTTep YATTbIK My3blKaMbl3[blH,
iHXY-MapaH-gapbiMeH, 4aCTYpAi eHepaiH,
O3blIK YNrinepiMeH TaHbICbIMN, KaXKeTTi
6inim anagbl. COHbIMEH KaTap CoHfiK-
KongaHbalbl eHepre KaTbiCTbl 3aMaHayu
eTICTIKTepai ae TepeH 3epaenen, e3
6iNiMaepiH FbINbIMU HEri3ae XYNEeNnenTiH
6onagbl. MiHe, coHaa 6antanaca
6Y3bl/IMaUTbIH MbI3FbIMac A9CTYP MEH
OHepaiH Heri3i KanaHagbl. Tynten
KenreHaeri MakcaTbiMbl3 — 6ypbIHHaH

OYriHre YXeTKeH YNTTblK OHepaiH, TYNKi
MOH-MaHblI3bl 6y3blIMaK, bypmanaHban
CaKTaNyblH KaMTaMachbI3 €TY XOHE OHbI
KeHiHeH HacuxaTTay.

EHpi, ocbl coTTi NnanganaHa oTbIpbIm,
0i3iH enimMi3giH MoaeHueTiHe, eHepiHe
pyXaHUATbIHA «PyxaHu KaHfFblpy» MaKana
6afrgapnamachl apKbiibl, OCbl «¥/bl
JanaHblH XeTi Kblpbl» AEereH Tapuxu
MaKasiacbl apKblibl cepniH 6epin, apKalaH
Konpay 6ingipin otbipFaH En6acbimMbi3
HypcynTaH 96illyNbiHa anfbiC anTybiMbI3
Kepek! — geni Acxat Maemupos (Cyper 2).

Cyper 2 — T. )KypreHoB aTbinaarbl Kasak yaTTeiK oHep
aKajieMHUsIChIHbIH pekTopbl Acxat MaemupoB. By dakyssrerre
CTY/IEHTTEP YITTBIK My3bIKaMbI3/IbIH, iHXKY-MapKaHiapbIMeH,
JIOCTYPJli OHEP/LiH 03bIK YJITiJiepiMeH TaHbIChIM, KaxKeTTi OiJliM
aJiblm, 63 6iiMaepiH FBIIBIMA Heriszie XKyHeeHTiHIH aiTbIM,
JKaHa aKyJabTeTTiH alllblTybIMeH KYTThIKTay coTiHeH. 2019 x.
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HKaHa dbaKynbTeT cTyaeHTTepiHe
enimisre TaHbiMan — lNepHebek Mombl-
HoB, Pama3saH Ctamrasunes, HypkaH
HKaHnenicos, Mypat 96yfasbl, Tanfar
MykbiweB, Coyne banaHoBa, Ectan
[Jay6aeB cusaKTbl 6iniM MeH Toxipnbeci
ylWITacKaH yctasaap Tonim 6epeai.
OchblfaH aeniH ge «actypini My3blKa
oHepi» }oHe «CoHaiKk-KongaHo6anbl
oHep» KadeapanapblHbIH TYNEKTepI
pecnybmKablK XoHe XanblKapanblK
¥apblCTap/a 03a Wayblin, eNiMisfiiH anTbiH

JNiHreKTi MOAEHUETIH anemre aurinen xypai.

EHpai e3 anabiHa 6enek oTay Kypbin, ipreci
OEeKin, epici KEHENIEH COH, XKETICTiKTepi
y/IFambln, TblH aesnap TolifbliHbl aFblTblNaabl
[lereH ymit 6acbim.

Ka3aKCTaHHbIH eHOEK CiHipreH
KanpaTKkepi, T. }ypreHoB aTblHAafbl
Ka3sakK yNTTbIK 6HEep aKaJeMUSAChIHbIH
npodeccopsbl NNepHeb6ek MOMbIHOB 63
ces3iHpae:

- aHaaaH albinbin XaTKaH 6y
«¥NTTbIK 6Hep» daKyNbTeTi €1 MoAEHMUETI
YLWIiH anTyNbl OKWUFa. MacTap blUibliHAA
*KacTapfa KO0/ albln XaTKaH4apblHbl3Fa
[1oH pn3aMblH. byn KasaK eHepiH 6YKin
anemre naw eTyre, YIKEH MYMKiHZAIK!-
nen MepHebeK MOMBbIHYIbI XYpPeKKapabl
ne6isziH 6inaipai (3 cyper).

Cyper 3 — KaszakcranubiH eHOeK cinipren kaiipaTkepi, T.
JKypreHoB arbinnarsl Kazak y/ITTbIK 0Hep aKajieMUsIChIHbIH
npodeccopsi [TepHeGek MoOMBIHOB 2KypeKKap/bl J1e6i3iH
6innipnaipin, ak 6atacein 6epy cotinen. 2019 x.

LLlapa 6apbiCbiHAa Ka3aKTblH XasblK
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QHAEPI MEH ASCTYPNi OHAEPIH KEHIHEH
HacuxaTTan }ypreH oHui, KazakcTaHHbIH
eHOeK CiHipreH aprici, «[acTypni
My3blKanblK eHep» KadeapacbiHbIH,
MeHrepylici PamasaH Ctamra3neB AKaH
CepiHiH 63i KonaaHFaH JoOM6bIpachlH
KOJIFa anbin aBTOPAblH penepTyapbiHAaFbl
SHAepiH WwhipKaabl (Cypert 4).
CoHbIMeH KaTap, MaaeHHMeT KoHe

Cyper 4 — KasakcranHbIH eHOeK CiHipreH apTici, Pamasan
CramrasueB AKaH cepiHiH 63i KoJlaHFaH JoMObIpAChIH KOJIFa
aJ1blll aBTOP/IbIH perepTyapblHIarbl OHAEPiH LbIPKAY COTiHEH.
2019 x.

cnopT MUHUCTpI, KOHECKO icTepi
OHIHAEr YNTTbIK KOMUCCUSIHbBIH,
Teparachl ApbicTaH6eK MyxameanynbiHbIH
KeniciMiMeH aTaffaH OKY OpHbIHAA
HOHECKO KkadeapachbiH awy Kesaenyae.
byriHri TaHaa, enimisaeri eKi Xofapbl OKy
OPHbIHAA apPXEONOTMUSAIbIK YMbICTApAbl
icke acblpyabl KesaenTiH KOHECKO
Kadenpanapbl 6ap. An, GUbINIFLI XblJFa
¥ocnapnaHfaH }oba maTtepuanblk eMec
YATbIMbI3/blH My3blKablK MypanapbiH,
6acKa fa XajirepniepiH xanblKapanbik,
apeHara LWbiFapy MaKcaTbliHAa Ky3ere
acnak.

Enimisge TyHFbIW peT allblbin
¥aTKaH «¥NTTbIK eHep» GpaKynbTeTiHiH
alblny canTaHaTbiHa Ka3aKTcaHHbIH
XanblK apTuci Capa TbiHbIWTbIFY0BA,
KasaKcTaHHbIH eHBEK CiHipreH KanpaTtkepi,
T.KypreHoB atblHAafrbl Ka3aK ynTTblK eHep
aKagemMusicbiHbIH Npodeccopsbl NepHebek
MoMblHOB, KypMaHfFa3bl OPKECTPIHIH,
anpekTopbl HypFuca ayewos, OTbipap
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Ca3bl OPKECTPIHIH KOPKEM/IK XeTeKLici KaTbICTbl. AKaIEMUS CTYAEHTTEPIHIH,
[iHn3yxpa TineHaneBa KoHe ¥NTTbIK KONblHaH WbIKKaH 3eprepnik 6ynbiMaapabl
YOFapbl OKY OpblHAAPbIHbIH PpeKTopnapsbl Tamawanaabl(CypeT 5,6).

Cyper 5 — «YATThIK 6HEep>» (aKyJBTETiHH allblTy CalTaHaThIHA KeJreH MeiiMaHaap AkaieMust CTYIeHTTePiHiH KOJIbIHAH IIBIKKAH
3eprepJik GyibiMaapabl Tamaitanayaa. 2019 x.

Cyper 6 — Illapa Gapbicbitjia apHaiibl KOHbLIFAH KOPMeHi TaHbICTbIPY caTiHeH. 2019 x.
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A.B. KepeeB
Kaszaxckas HaynoHasnbHas Akagemmns uckyccts um. T. K. XKypreHoBa,
(Anmarel, KasaxcTtaH)

B PECNYBJ/IMKE BNEPBbBIE OTKPbIJICAl ®AKY/ILTET <HALLUOHAJIBHOIO UCKYCCTBA»

AHHOTaUMA.

B faHHOM cTaTbe OTMeYaeTcs, YTo B Lensx nonynsapusaunmn AyxoBHbIX LLEHHOCTER HaLMK B MUPOBOM
NpoCTpaHCTBEe B cTeHax Ka3zaxcKkow HaunoHanbHOM akagemMuun ncKyccTB M. Temupbeka HypreHoBa
BMnepBble B CTpaHe 6bla OTKPbIT daKynbTeT «<HauMoHanbHoe UCKycCTBO». KpoMe Toro, B COCTaB AaHHOro
daKkynbTeTa BKAOYEHbI Kadeapbl «TPagnuLMOHHOE My3blKasibHOE UCKYCCTBO» U «4EeKOPaTUBHO-MPUKNagHoe
MCKYCCTBO», KOTOPble 6yayT A0NONHATLCS ele oagHon kadeapon «KOHECKO» ¢ yueToM Hannumsa B ABYX BbICLLMX
y4ebHbIx 3aBefeHunsx ctpaHbl Kadeap FOHECKO, npeanonaratoLwmux npoBegeHe apxeonorniyeckmx pabor.
370 06YCNOBNEHO BaXKHOCTbIO Ka3axCKOro UCKYCCTBa ANs BCEro MMpa, YTo AaeT 60/bline BO3MOXHOCTH
nonynsapu3aLmm HaLMoHaNbHOW KynbTypbl.

KnioueBble cnoBa: dakynbTeT, akagemus, HaumoHanbHoe uckycctso, KOHECKO.

A.Kereev
A. Kasteyev State Museum of Arts of the Republic of Kazakhstan
(Almaty, Kazakhstan)

THE FACULTY OF «<NATIONAL ART» OPENED IN THE REPUBLIC FOR THE FIRST TIME

Abstract.

This article notes that in order to popularize the spiritual values of the nation on the global space within
the walls of the T.K. Zhurgenov Kazakh National Academy of Arts for the first time in the country, the
faculty «National Art» was opened. In addition, the department of «Traditional Musical Art» and «Decorative
and Applied Art», which will be complemented by another department of UNESCO, taking into account

the presence of UNESCO departments in two higher educational institutions of the country, involving
archaeological work, are included in this faculty. This is due to the importance of Kazakh art for the whole
world, which provides great opportunities for the popularization of national culture.

Keywords: faculty, academy, national art, UNESCO.
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APPENDIX

E. K. Altynbekova

IMPROVEMENT OF EXPERIENCE PERCEPTION BY MEANS OF EXHIBITION
DESIGN AND LIGHTING IN A GOLD MUSEUM

Figurel. The second hall of the Hall of Gold. The light behind the walls is turned on,
creating bright glare on opposite windows. Exposure is difficult to regard.
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Figure 2 — The second hall of the Hall of Gold. Showcase with Taksay
priestess.

Figure 3 — The second hall of the Hall of Gold. Light from the opposing wall
interrupts the bperception of the contents of showcases.

Figure 4 — Model of the Saka mound in the project of the Hall of Gold exhibition,
proposed by the author with coauthors in 2012.
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Figure 6 — The second hall of the
Hall of Gold. The light behind the
walls is turned on, creating bright
patches of reflected light on opposite
windows. The exposition is difficult
to see.

 —— : <
Figure 8 — The second hall of Hall of Gold during the exhibition «Scythian Gold» in 2017.

Figure 5 — The second hall of the Hall of Gold.

‘\\ Changing the angle of observation, as well as placing
the visitor between the light and the showcase, does

not fully eliminate many patches of reflected light.

Figure 7 — The second hall of the
Hall of Gold. The light behind the
walls is turned off, no glare on the
showcases is created. Exposition
is clearly visible.

The light behind the walls is turned off, the space between the showcases is filled with
information panels with spot lighting. A rhythm is created from showcases and information
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Zhurbin R. A. 1, Begalinova G. A. *

INTERACTION OF MEANS OF MUSICAL EXPRESSION IN JAZZ AND THEIR INFLUENCE ON THE
LISTENER’S EMOTIONAL PERCEPTION

Figure 2 - Analysis of the standard «Autumn Leaves». Figure 1 — Analysis of the standard «Fly Me to the Moon>».
ii min 7 vV Dom 7 IMaj 7
Dmin’ G7 Cmay?

e o

Figure 3 — An example of a smooth voice study in progression
[I-V-1I through the use of «characteristic tones» of the chord

K. Baiikyatynbl !
KA3AKTbIH K/JIACCUKAJIbIK 9H LWWbIPKAY MEKTEBIHIH HETI31

k

e

Cyper 1 — E. Bpycunosckuiinin «Kpiz-Kibek» onepacbiHaH. Cyper 2 — E. Bpycusosckuiinin «Kpiz-Kibek» onepacbinaH.

Toneren — Batiranu Tocbimkanos, bekexan — Kayken Cypertre, cosan onra Kapait: Kayken Kenkeraes, «Bekexxan»
Kemxkeraes. AGaii aTbiHiaFbl MEMJIEKETTIK aKaeMHSLIBIK Orepa - Kypman6ex Muipaabekos, «Kibek» - bubiryn Tesnerenosa,
skoHe GaJiet TeaTpsl. 1960 Kbl «Teseren» - Amanrenii Cem6un. K. lllana6aes - Abait

aTbIHJIAFbl MEMJIEKETTIK aKaJeMHUSIbIK orepa KoHe GaJietT

|

——

Cyper 4 — A. )Ky6Ganos, JI. Xamuau «Abaii» orepachl.

Cyper 3 — M. Tesie6aeB «bipxkan-can» onepacbl. «bipxan» «AGait» poninge — Xasbl apruci Mypar Myca6aes. «Axap»
pedine - Amanress Cem6uH. AGail aTbIHAAFEl MEMJIEKETTIK - Hypxxaman Ycen6aea. AGaii aTbiHiaFbl MEMIIEKETTIK
aKaJleMUAJIbIK Orepa xoHe Gaser teatpbl. 1976 xbui. aKalleMHUsIIbIK orlepa xkaHe Gasier Teatpbl. 1985 XKblil.
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Cyper 6 — Xaublk apruci Hypramu Hycimxanos, KP mogenuner
Kaiipatkepi Kypman6ek baiikyatyasl, KCPO Xanbik apruci,

Cyper 5 — Jik. Bepw «Tpauarta» onepachl. < Kepmon» Kasakcrannbin, Enéex Epi Acanasbt Ouimos. 2016 »Kbl.

pedinne — Fadus Ecimos. «Anbdpen» —Amanresi CeMOHH.
AGaii aTblHIarbl MEMJIEKETTIK aKaJleMHUsIJIbIK Orepa xoHe GaseT
teatpbl. 1980 Kbl

BucembaeBa A. A. *

KA3AKCTAH 9JIEMAIK CLEHOTPA®USA MEH TEATP KEHICTIFIHAE («MPATANIbIK KBAAPUEHHAJNE
2011, 2015» TOXIPUBECIHAE)

Cyper 1 — PQ'03 xkyperi: «Kpizbln Tpaktop» — Cyper 2 — «Aarbin Tpura» — «Ilpara Ksagpuennane»
Kaszaxcranublk nepopmanctubiiap toobl. «IIpara tecruBasinin 6ac >kyineci. Kpurod Kunrepa :xkone Puuapn
Keanpuennasne» ¢pecrupaninue. 2003 x. Bucnuep, xona, 2011 x.

Cyper 3 — «ArtBat Fest». «Kpiabit tpakrop» T06biHbiH — Mounarysn HapsimGeros, Canp Ata6ekos, Apbictan6ek [lanGaes
izl cyperiinepi. Anmatsl. 2011 k.
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Cyper 5 — «Teomucraniysi YHITPTAC — acnan meH »keppiH
TOFBICKAH HYKTECi», CTyleHTTep 2K00achl. Cyper 5 — Ynriprac — »Kep KiHziri.

A. E. CagpikoBa, A. A. Hypmyxam6etoB

MOCKEYAEr KA3SAK OHEPI MEH SAEBMETIHIH BIPIHLUI OH KYHAITI TAPUXbIHAH

%
3 \ " 1 W

1 - cyper. Macxeyﬁeri Yaiken Teatpaa rana xouueprre: )K.)Ka6aes, KyJaun
Boiiceititosa, T.K. JKypreros xone T.6. 17 mambip, 1936 x.
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2 — cyper. Mackeyjieri Ka3ak oHepiHiH ajraiiKbl OHKYHAiriHe Karbicyibiap. 1936 x.

O. b. Kepeer'!

ENIIMISAE T¥HFbILW ¥/TTbIK OHEP ®AKYJIbTETI AlLbINIAbl

Cyper | — «YITTbIK 0Hep» (aKyIbTeTiHIH alliblTy caJTaHaTbIHBIH JIEHTa KHIO caTiHeH. KazaKcTaHHbIH,
eHbek cinipren Kaitparkepi, T.JKypreHos atbinaarbl Kasak y/aTThiK eHep akaaeMHsIChIHbIH, Tpodeccopbl
[TepueGek MombinoB xkoHe T.)KypreHoB aTbinuarbl Kasak yaTThIK 0Hep aKaieMHsICbIHBIH PeKTOpbl Acxat
Maemupos. 2019 x.

Cyper 2 — T. )Kyprenos atbinaarbl Kasak y/aTThiK eHep akaaeMHsIChIHbIH peKTOpbl AcxaT MaeMHupoB.
By hakynbreTTe CTyAEHTTEp YATTBIK My3bIKaMbI3/IbIH iH2KY-Map:KaHaapbIMeH, 19CTYpJli OHepiH 03bIK
yJ/riiepiMeH TaHbIChIM, KaxkeTTi 6isiM asbir, 63 GiJliMiepiH FhIIBIMK Heriszie »KyHeaeiTiHiH afiTbim, kaHa
(haKyJLTETTiH alllbUTybIMEH KYTThIKTay caTiHeH. 2019 x.
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Cyper 4 — Kasakcranubli enbek cinipre aprici, Pamasan o ]
CrawmrasueB AkaH cepiHiH 03i KosilaHraH 10MObIPachbiH KOJIFa Cyper 3 —KasaxcranHbIH eHO€K ciHipreH KaitpaTkepi,

aJIbIM aBTOP/bIH, PerepTyapbliHAaFbl OHIEPiH LIbIPKAY COTIHEH. T. )KypreHos atbiHaarbl Ka3ak yaTTbIK eHep aKajieMHsChIHbIH,
2019 x. npodeccopsl [TepHe6ek MoMBIHOB 2KypeKzKap/bl J1e6isiH

6isipaipin, ak 6ataceiH 6Gepy cortiHeH. 2019 xk.

Cypet 5 — «YATThIK 0Hep» (haKyJbTeTiHiH alliblTy canTaHaThiHa KesireH MefiManaap Akaaemust
CTY/IeHTTEPiHIH KOJIbIHAH ILILIKKAH 3eprepJiik OyiibiMaap/bl TamMatanayaa. 2019 x.

Cyper 6 — [1lapa GapbicbiHaa apHaiibl KOibIIFAaH KOPMeHi TaHbICThIPY caTiHeH. 2019 k.
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