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HKypHan xbinblHa 4 peT }apblK Kepeai. Pegakuuns mepsimai caHbiHa KocbiMLa
TaKbIPbINTLIK CaHAapabl apusanayabl fa Ke3aeni. ypHaniblH ap caHbl: FblibIMKU

MaKananap, 3epTreynep HoTUXeCi, COHAal-aK, KTianTapfa, Kepmenepre, cneKkTaxkabaepre,

dunbmaepre wonynapapl (PEBIO) KAMTUABI.

OAB MaKcaTbl 6aca Ha3ap ayaapyabl KaxKeT eTETiH aHa TeHAeHuMNap Typanbl
naesnapMeH ol anMacyra MyMKiHAIK 6epy 60nbin Tabblnagbl. ypHan yKbiMbl, MaKcaTblH
HbIFaWTyFa 6epinreH yCbiHbICTapAbl KapacTbipagbl.
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LAWK ny6nuKyeT ctaTbn OpUrMHaNbHbIX UCCNENOBaHNUI, TEOPETUYECKUE CTaTb, U
cofepKaTenbHble 0630pbl MO TeMaM UCKYCCTBa (TeaTp, KMHO, My3biKa, M306pa3uTesibHoe
M NPUKIaAHOE UCKYCCTBO, apXUTEKTypa, COBPEMEHHOE UCKYCCTBO), UCKYCCTBO3HAHUSA
(ncTopwms, TeopuUs, KPUTUKA), BbICLLEN LKOJbI UCKYCCTBa (Nefjarormka, MHHoBauum),
MCKYCCTBAa B COLMaNbHO-ryMaHUTapHbIX U GUNOCOPCKUX HAaYKaX.

HypHan BbixoauT 4 pa3a B rod. Pegakuua npegnonaraeT BblNyCcKaTb Kak perynspHole
TaK U TeMaTuyeckue Homepa. Kaxkabli HoMep BKJIIOYaET: Hay4Hble CTaTbu, pe3ynbrathl
nccnefoBaHWI, a Takke 0630pbl (PEBIO) KHUT, BbICTABOK, CNeKTaknen, Gunbmos.

Llenbto LAV aBnsieTca npeaoctaBneHune naowanxky aia obMeHa naesmm o
HOBbIX TEHAEHLMSAX, KOTOPbIM HYXHO yaenaTb 60ablue BHUMaHUA. }ypHan paccMoTpuUT
NPefNoXeHUs AN1F YKPenaeHnUs Hallmx Lenen.



CENTRAL ASIAN JOURNAL OF ART STUDIES
Nel 2018

FOUNDER
T. Zhurgenov Kazakh National Academy of Arts

EDITORIAL BOARD

Kabyl Khalykov f
Deputy Editor, Doctor of Philosophy, Professor,
Vice-Rector or Research of T.Zhurgenov KazNAA (Kazakhstan)
Gaukhar Aldambergenova
Doctor of Pedagogical Science, Professor, First Vice Rector
Kazakh National Academy of Choreography (Kazakhstan)
Nigora Akhmedova
Doctor of Arts, Leading Researcher at the Institute of Art
History of the Academy of Sciences of the Republic of
Uzbekistan, professor (Uzbekistan)
Birgit Beumers
Dr. PhD, Professor Aberystwyth University (Aberystwyth
Wales, UK)
Ritta Dzherdimalieva
Doctor of Pedagogical Science, Professor of T. Zhurgenov
KazNAA (Kazakhstan)
Adrian Eakins
Go4 English Consultancy (Somerset, UK)
Raikhan Yergalieva
Doctor of Art, Head of Department Fine Arts of the Institute of
Art and Literature M. Auezova (Kazakhstan )
Stephen Caffey
Dr. PhD, Texas A&M University (USA)
Sara Kuzembai
Doctor of Arts, Professor T.Zhurgenov KazNAA,
Corresponding member NAS RK (Kazakhstan)
Serik Nurmuratov
Doctor of Philosophy, Professor, Deputy Director of the
Institute of Philosophy, Political Science and Religion Studies
of Science Committee of MES (Kazakhstan)
Bakhyt Nurpeis
Doctor of Arts, Professor, Dean of Art Studies faculty of
T.Zhurgenov KazNAA (Kazakhstan)
Johannes Rau
Doctor of Philosophy, Professor, Scientific Forum on
International Security at the Academy of the Leading personnel
of Bundeswehr (Germany)
Masako Sato
Department of International Liberal Arts, College of
International Relations, Nihon University (Japan)
Murat Sabit
Doctor of Philosophy, Professor, AUPET (Kazakhstan)
Eero Tarasti
Dr., Professor, University of Helsinki (Finland)
Gulmira Shalabayeva
Honored Artist of the Kazakhstan, Professor, Dr. of
Philosophical sciences, Director of Kasteyev State Museum of
Art (Kazakhstan)
Mihaly Fresli
Dr. PhD, associate professor of the University of West Hungary
(Szombathely, Hungary)
Rafis Abazov
Professor of Columbia University (New York, USA)
Zsolt Huszti
Dr. PhD, Associate Professor of the University of Pecs (Hungary)
Moldiyar Yergebekov
Dr. PhD, Associate Professor of Suleyman Demirel University
(Kazakhstan)
Andronika Martonova
Sector Manager of Screen Arts Institute of Art Bulgarian
Academy of Sciences (Sofia, Bulgaria)
Anna Oldfield
PhD, Associate Professor of World Literature, Department of
English. Coastal Carolina University, USA.

ISSN 2414-4177 03
Unpexe 74892

Published Quarterly

Magazine registered with the Ministry of Investment
and Development of the Republic of Kazakhstan

Certificate of registration
# 15625-T October 22, 2015

Editors Yulia Sorokina
Kurmanbayeva Kuralai
Nurken Aubakir

Correctors Zhany! Aitkulova

Elena Shumskikh

Design Zhanar Serikpayeva
Page Makeup Pavel Zemzulin

127 Panfilov str. 050000, Aimaty, Kazakhstan
+7 (727) 272 0499 | caj.artstudies.kaznai@gmail.com | http://cajas.kz/

© T. Zhurgenov Kazakh National Academy of Arts
© Authors

CAJAS publishes papers of original research, theoretical articles, and substantive reviews
of topics central to Arts (theater, cinema, music, visual and decorative arts, architecture,
contemporary art), Art Studies (history, theory, art criticism), Higher Education in Art studies
(art pedagogics and innovations), Art in Socio-humanitarian and Philosophy Sciences.

The journal is published quarterly and is peer-reviewed. The editors plan to publish
both regular and thematic/special issues. Each issue includes: research articles, results of
research/studies and reviews for books, exhibitions, performances, films etc.

CAJAS’s aim is to provide a platform to exchange ideas on new emerging trends that
need more focus and boost and will consider proposals that strengthen our goals.

Central Asian Journal of Art Studies N1]2018



\ 4

PHILOSOPHY

MPHTH 18.07.65

K TEOPUAM

. K. KycaunoB'

'Kazaxckast HaLlMOHAJIbHAST AKaJleMHsT HCKYCCTB
um. T. JKyprenosa,

r. Anmarbl, Kaszaxcrau

KTEOPUAM MUOOTBOPYECTBA

AHHOTauMAa

Mud — 31O 4OCTOBEPHBIN 3E€Cb U cenvac aHOHUMHbIN HappaTue. MuUdbl OCTalOTCS AENCTBEHHbBIMM,
NOSHOLEHHbIMU MUbaMM TONIbKO A0 TEX NOP, NOKa He OKa3blBaloTCsH OMNy6/IMKOBaHbI C yKa3aHUeM UMEHHU
aBTOpa ny6nvKaunu. Bo BTopoMm cnyyae, ecnu pedb MaeT o GonbKaope, ykadaHMem HauMeHoBaHuA
3THOCa. ToTanbHOE JOMUHUPOBAHME YCTHOrO MUGOTBOPYECTBA B IOMCTOPUYECKOE BPEMS HE 3aBEPLLMIOCH
C NosiBNEHWEM MUCbMEHHOCTU. MUd NoYTH ncyes ¢ nosiBeHMeM Tunorpadu U cpeacTs MaccoBOM
KOMMYHMKaLUMK. AKTUBHOE BTOPXeEHWE B cHepPYy KOMMYHUKALMIN MHTEPHETA C €r0 aHOHUMHbBIMW HUKaMK

BbI3Basi0 peHeccaHc MUPOTBOPYECTBA.
KnioueBblie cnoBa: M1, MHTEPHET

BBeaenue.

B dunnocodmn nomnHupyet
npencraBneHne o Mude Kak o popme
KYNbTypbl, BOCMPOU3BOsLLEN B
BepbanbHOM BME apxanvecKkune
BO33PEHUS IPEBHUX N COBPEMEHHbIX
NepBOObLITHbIX HAPOAO0B O ABNEHUAX
NpUpoabl, MUPOYCTPOUCTBE U UX
BepoBaHusax. KnioyerBoe cnoBo 3aechb
«NepBO6bLITHbIN». OHO KpalHe YC/IOBHO 1 B
TO € BPEMS OTKPOBEHHO BblaeT

Yy30CTb M MOBEPXHOCTHOCTb MNOAOGHbIX
GOopMYyNMpPoBOK. K ToMy e, onpeaenenus
U3 psaga «nepBoObITHbIM YEI0BEK»,
«MepBO6bLITHOE 06LECTBO», «NEPBOOLITHbLIE
HapoAbl», HE 3aBMCUMO OT CTEMEHH
NPUMUTUBHOCTU BbITOBAHUS, OAHO3HAYHO
ANCKPUMMUHALUMOHHBI U YHU3UTESbHbLI B
[YXOBHOM W Ky/IbTYPHOM MIaHax.

MeToabl

®. boac, paccmaTpuBast UHTENNIEKT B
cBoen MoHorpadum «YmM nepBobbITHOIO



yenoseKar [1] yTBepxgan, 4To npu

BCEX MNOMbITKax oxapaKTepmn3oBaTb yM
NepBoOObLITHOrO Ye/TI0BEKA NMPUHMMAIOTCS

B pacyeT NInlib CTaguu KynsTypbl, U
pe3ynbTaThbl 3TUX NOMbITOK ONPEeaenvThb
XapaKTepHble pasnnyng Mexay
NepBOObLITHLIM U LIMBUIU30BaAHHBIM
ob6lecTBaMm UMEKOT COMHUTESNIbHYIO
LLEeHHOCTb. BbiBOAS 3@ CKOOKM JOCTUKEHMUS
COBPEMEHHbIX TEXHONOMUI, YYEHbIN
OTMeYaeT, 4To CNocoBHOCTM B 061aCTH
WCKYyCCTBa NtoJien nepBob6bLITHOroO oblecTBa
HMCKOJMIbKO HE yCTynanun TBOPYECKOMY
NnoTeHLUKnany UMBUIN30BaHHbIX HAPO/I0B.

B nokasartenbctBo 31010 d. boac
NPUBOAMUT MbIC/Ib UBBECTHOMO NCUX0I0ra
K. ltamnda, ytBep:KAaBLIErO, YTO B
MY3blKE U B JEKOPATUBHOM PUCYHKE
npeacraBuTenen NepBobbLITHOO
oblLecTBa NPUCYTCTBYET Takas

C/TOKHOCTb PUTMMUUYECKON CTPYKTYPHbI,
KaKasi HefjoCTyrnHa MHOMMM NPOAYyKTam
COBPEMEHHOI0 HapOAHOro UCKYCCTBA.
Oco6€eHHO B My3blKe 3Ta CNOXKHOCTb CTOJ1b
BeJIMKa, YTO AarKe OnbITHbIE BUPTYO3bl
OLEHMBAIOT MOMbITKM BOCNPOU3BECTU €€
KaK UCMblTaHWe CBOEro UCMONMHUTENLCKOIO
MacTepcTBa.

YM — 310 HapaboTaHHOE KayecTBO
MO3ra. YM No3BOSET CYObEKTY
OLUEeHMBAaTb OKPYKaloLYyHo ero
JENCTBUTENbHOCTb U UBMEHEHMUS,
CBfI3aHHble C Hel. U, onupasch Ha
BPOXAEHHbIE U MPUOOPETEHHbIE
WHCTUHKTbI, @ TaKKe NaMsTb, BbIMNOJHATb
¥U3HeobecneymBaoLwme 1ENCTBUS.
YMoM 06nafatoT U YeNoBEK, U XKUBOTHbIE,
W NTULbI. AHTPONOreHe3 NOAHSN
yenoBeKoobpa3HbIx 06e3bsH, 6€3
COMHEeHUS, 06nagaBLUMX HE3AYPSAAHbIM
YMOM, 10 YPOBHS HenoBeKa pa3yMHOro —
Homo sapiens. Pa3dym — 3T0 cNOCOOGHOCTb
yMa U3MEHSATb MaTeputo (Hanpumep,
N3roToB/ATb U3 MKHbI MOCyAy), BUAETb U
KOHCTPYMPOBATb HOBYIO IENCTBUTENbHYIO

W BUPTYasibHYIO peanbHOCTb (Hanpumep,
CTPOUWTb ropoja Ha 3emMie UK Ha
MOHMWTOPE KOMMblOTEPA), NPUAYMbIBaTb
3HaKM U BO3AENCTBOBATb UMW Ha MCUXUKY
Opyrux noaen (Hanpumep, nucaTb NMCbMa
U KHUTH).

Pe3ynbraTtbl

HoBble nccnegosaHusa B MMGOONOrnu
BKJ/IIOYAOT B psj NPU3HAKOB
apxeTUnMYecKomn KOHCTPYKLNK MUda U
aHOHMMHOCTb MMGbOTBOPYECTBA, KaK YepTy
Knaccuyeckoro munda [2]. K aton Mbicnu
npuBeN 04eBUAHO M TOT HEOCMOPUMBbIN
daKT, 4TOo MUbbI NPEeACTaBNATCA KaK
pesynbTar 4eAaTeNbHOCTU CO3HaHMUS
HeonpeaenseMoro KoaleKTMBHOIro aBtopa
— KONJIEKTUBHOrO pasyma.

AHOHUMHOCTb JOMNYCKaeT, YTO C/I0BO
NPUHAANEKHUT HE YESIOBEKY, a UCXOAMNT OT
KaKWX-TO BbICLLMX UJIN UHbIX CYLLECTB U
CYWHOCTEN, N farKe OT HEOAYLLEBEHHbIX
npeameToB. MIHoraa Ha 3To yKa3blBaeTcs
npsiMo, Yallle TONbKO nogpasyMeBaeTcs.
TaKoe gonylieHne npuBoanT Nto6om
HappaTuB K nppaumoHanbHOMY
MWPOBO33PEHUIO U, KaK cneacTBue, K
COOTBETCTBYIOLUM EMY HEOPANHAPHbIM
3MOLMUAM U JENCTBUSAM.

OcHOBbIBasACb Ha 3TOM MocTynaTe,
[IONYCTUMO YTBEPXKAATb, YTO MUDbI
OCTaloTCA AENCTBEHHbBIMMW, MOMHOLEHHbIMHU
MudaMu TONIbKO A0 TeX Nnop, NokKa
He OKa3blBatoTCst ONy6AMKOBaHbI C
COOTBETCTBYIOLIMM HAUMEHOBaHUEM
3THOCAa, B Macce KOTOpPOro OHM 3apoauniinch
W 6blITOBann. B aToM cnydae MUDbI yrKe
Ha4YMHaIOT BOCMPUHUMATLCA KaK HapoaHbIM
donbKnop. Hanpumep, Kak repMmaHcKue
WU AKYTCKWE 3MOoChl, IereHbl, npegaHus,
noBepus, CKa3Ku, CKasaHus, Obl/IUHbI 1
ObITUYKU.

Ecnu 1e nnu nHble MrUodbl 3anmcaHsbl
W ony6/IMKOBaHbl KOHKPETHLIMMU
NOAbMMW C YKa3aHMEM CBOUX UMEH,

TO C 3TOr0 MOMEHTa OHU CTaHOBATCH



aBTOPM30BaHHbIMU NMYGAULUCTUHECKUMU
WNN HaY4YHbIMU CTaTbAMU. TaK ThiCAYU
aHOHUMHbIX MUPOBbIX CIOXKETOB ABSANUCD
HaTypanbHbIMWU MUdaMKU 00 OHA U3aaHKUA
NX B aKaeMUYECKOM 2-X TOMHOM Tpyae
«Mudbl Hapogos Mupar» [3]. C atoro
BPEMEHU OHU CTasiu COOPHUKAMM Hay4YHbIX
cTaTel U3BECTHbIX Y4eHblX. «JlereH bl

n mndbl [ipeBHen peunn» (1922)
KOPPEKTHEW cefoBasio Ha3BaTb KHUIOM
H. KyHa «JlereHgpl 1 noBepbs peBHen
Mpeunmn», a «<Mundbl JpeBHen Mpeunmn»
(1992)— KHuron «BepoBaHus JpeBHewn
peunun», aBTOPOM KOoTOpoH aBnseTcs P,
[pensc.

Mudbl — XuMBas cylHOCTb. B cpene
CBOEro ecTeCTBEHHOro aHOHUMHOIO
ObITOBaHWA OHM MHOXAaTCS, BETBATCS, KaK
AllEepULbl TEPSIOT CBOM XBOCTbI M BHOBb WX
OTpalMBaloT B KONINIEKTUBHOM pa3yMe.

AuncKkyccuna

Ecnu e onpeneneHHble IMYHOCTH
Korga-To yTBepKaaaun uin yTBepxaatoTt
30€eCb M cenyac T0, YTO Kakme-To
MUdUYECKME UCTUHBI AaHbl UM CBbILLE, TO
3T MUbbI NPUOGPENN UK NpuobpeTatoT
XapaKTep penmrmo3HbiX y4eHUn u
HEYKIOHHO U CaMOMPON3BOJIbHO CTPEMSATCS
nepenTtu n3 BepbanbHoOn GopMbl K
NMUCbMEHHbIM TeKCTaM. [10 BOCXOXAEHUS
npopoka Mowuces Ha ropy CuHam
npaBefHble NpaBuia Ye0BEe4YEeCKOro
OOBLLEXUTUSA COTHU NEeT NPUCYTCTBOBA/U
B CaMblX pa3HO06pasHbIX YCTHbIX
MUODUYECKHUX CIOXKETAX MHOMMX HapoaoB. Ho
nocrne Toro, Kak Moucewu 3asgBui, 4To OHU
JaHbl eMy EAMHBIM 60rOM, OHU CKOPO CTanu
NMUCbMEHHOW NEPBOOCHOBOM MYAENCKOM
Bepbl. KopaH 3a4ynTbiBancs Npopoky
MyxaMmmagy aHrenom B TedyeHune 23 net, u
He Mor ObITb NOC/e ero CMepTu He 3anucaH
nocnegoBaTeiMU ero BEPOy4YEHNS KaK
CdTasi KHUIra ncnama.

Hayka v penvruu, caBuHyB
MWGDOTBOPYECTBO Ha Kpawn 4en0BEYECKOro

ObITUS, MapruHaan3npoBanu MUo,
3aMKHY/M 3TOT XKaHp B Kpyrax 4OCTaTo4yHO
M30/IMPOBaHHbLIX COOBLLECTB U BO3PACTHbIX
rpynn. B 4yacTHOCTH, MUdbI cerogHa
U3HedeATeNbHbI NMULWb Cpeau AeTen

W B cpefe He 3HaloWmMX MMCbMEHHOCTH
nnemMéH. K HuM napagoKcasbHbIM
06pas3omM cnegyeTt OTHECTU M YUTaTeNnen
CanToB M BEBG-CTPAHMULL COLIMANbHbIX CETEN
WMHTEPHETa, B KOTOPbIX HACTOALLNE UMEHA
aBTOPOB 3aMeHeHbl HUKamu. O4eBUaHO,
YTO UMEHHO @HOHMMHOCTb HUKOB BBOAMT
ony6/IMKOBaHHbIE B MHTEPHETE COOOLLEHNSA
0 KaKMX-TO HEBEPOATHBIX COObITUAX MUK
N0AaX B Kateropuio Mmdos 1 npuaaet
HOBbIM UMNYNLC MUDOTBOPHECTBY.
[locTaTo4yHO NOCMOTPETL B COLMaNbHOM
cetn «BKoHTake» Ha MUdbl Mo HUKaMK
«VikaVika», «GostGq», «CTtankep» u ap.

0 HenpuaHaHHoM PI1L, cBATOM OTpOKe
Bdayecnase.

CornacHo ¢nnocodCcKom MbiCnu
nocnegHux AecaTMNeTni, BbICKasaHHOMU,

B yacTHocTH, O. }yKkoBoKl, M1d B TOM UK
WHOM BUAE NPUCYTCTBYET B 06LLECTBEHHOM
W UHOMBUAYANIbHOM CO3HaHWK, co3jaBas
LLeNOCTHbIM 06pa3 — KapTUHY ObITUS
yesioBeKa B MUPE UCTOPUU U BEYHOCTU U
cerogHs [4, 110 c.].

OIMH U3 KpYMNHENLLUX UccneaoBaTesien
MUUYECKOro CO3HaHUS YeloBeKa
akageMuK A. JloceB yTBepaan, 4To ang
MeTaPU3UKN MUba HYXKHbI JOKa3aHHbIEe
NOJSIO¥KEHUSA, CUCTEMATU3UPOBAHHbIE
BbIBOAbI, TEPMUHONONMYECKas SCHOCTb
W NPoAyMaHHOCTb A3blKa, aHann3
noHatuu [5, 43 c.]. Buautces, 4to 3ato
KpaKnHe yCnoXHeHHOoe npeacraB/eHne
aKajeMMn4ecKomn nMyHocTH. M cnopHoe.
XoTs 6bl MOTOMY, YTO MUDbI BblparkatoTcs
06bI4HO NPOCTOHAPOAHbLIM A3bIKOM. U
3a4acTyto anorn4yHo. lfepon mmda MoXKet
ObITb BYepa MePTB, CErOHA 1B, a 3aBTpa
nosiBUTCSA 6€3 BCAKOM Ha TO NPUYUHbI B
o6pase XMBOTHOrO. [1pn 3TOM MHOXECTBO



MWDOB CcoepaT CBOU JIOTUHECKNE
JIMHUM cloXKeTa. OaHaKo TaKas lornka
Muda Bcero nuub popmarnbHa, yCoBHa,
W, ECTECTBEHHO, HE OTHOCUTCA K Hay4YHOM
Jlornke. Y70 Ke KacaeTcs TepMUHONOTMMH
W JOKa3aTesbHbIX NOJIOXeHUn MUbOoB, TO
€CJIM OHM M NPOAYMaHbIl, TO BO MHOXECTBE
cllydaeB faNleKo He ICHbl BCEM, HECMOTPS
Ha TO, YTO OBbIYHO UCMOJb3YIOTCHA ObITOBbLIE
U nepapxumyeckue wramnbl. Muod, B
OT/IMYME OT HAY4YHOWN AUCLMMINHDI HE
HyXaaeTcs B JoKa3aTeNbcTBax. CyTb
MUPOB paboTaeT Ha AoBepuun. Jlioaam
NpOCTO NpeasiaraeTcs NOBEPUTb.

O6bIYHO MMDOTBOPLAM AOCTAaTOHHO
penepHbIX ToYeK. TaKnX NpoCTbIX U
006006LLIEHHbIX KaK: HE60 — 3TO OTEL, BCErO
¥UBOIO, a 3eM/N9 — MaTb; MHOM/TAHETSHE
NpueTaloT Ha NeTalolmMX Tapenkax, u OHK
YHEe HUBYT cpeaun nogen. CKkaszaHHoe He
3Ha4uT, 4TO MUDOSIOTUYECKOE NMO3HaHKe
MUpa A5 YenoBeKa 3MoXu AONMUCbMEHHOM
NCTOPWHK, a N B NPOCBELLEHHbIE
BpeMeHa, aefio npoctoe. HyxHa 6blna u
6oratas ¢paHTasus, 1 HeCTaHO4apPTHOCTb
W Jae CTPaHHOCTb MbILUEHUS, BNOTb
[10 06YCNOBMIEHHbIX MCUXUYECKUMMU
60n1e3HAMN. N3BECTHO, YTO pAj TBOPLOB
MUDOB NpoLLeLnX BEKOB ABNAINCH
NCUXMYECKM HE3A0POBLIMU NIOABMMY,

B YAaCTHOCTH, anuiienTMKaMmu. 3tu
XapaKTEPUCTUKM KacaloTcs U CErOaHSALLHMX
CEKTaHTOB, aKTMBHO 3aHMMaloLLINXCS
MWGDOTBOPHECTBOM 19 CO3[aHUA CBOErO
MWUCTHUYECKOro obpa3sa.

MOHATHO, YTO 3HAHUSA YenoBeKa
JI0NUCbMEHHOM UCTOPUU OTHOCHTCS K anoxe
AOHay4YHOM ucTopuun. [lonctopunyeckas
JIMYHOCTb HE UMena AOCTOBEPHbIX
CBELleHNIN HU 0 cebe, HM 06 OKpYKaloLWeM
€10 NPOCTPaHCTBE CO BCEMU CyOGbEKTaMM
n o6bekTamun. OgHaKo CTpeEMEHME K
NO3HaHWIO MUpa B NtOAAX NPUCYTCTBOBASO
M3Ha4vaabHO. 3TO 1 BbIPA3MI0Ch
B CO3[1aHUK MUPOB —pPasINYHbIX
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HappaTUBOB U CIOXETOB,CoAepHKaLlmX
pa3nuyHble yMO3aKloyeHnsa.U xoTsa oHu
OCHOBbIBa/INCb Ha HEMOJIHOMUHAYKLIMK, BCE
paBHO COAEPKaNNCBOO JOCTOBEPHOCTb
On§a noaenB onpeaeneHHon MECTHOCTU U
BoMnpeaeneHHoMm BpeMeHun.!

MNepBoOLITHOE 06LLLECTBO
OTOXAECTBNSAOT C IOUCTOPUYECKUM
06LWecTBOM — NEPUOLOM B UCTOPUM
yesfioBeyecTBa [0 N306peTeHus
NMUCbMEHHOCTU. TaKMM 06pa3om BHe
WUCTOPUU OKa3bIBaOTCS ThiCAYENEeTUS
cyllilecTBOBaHMUA YenoseyectBa. Bo3pacT
KMTaMCKOW UMBUNM3ALMU MATb ThiCAY
net. [laTupoBKa KepaMnyecKomn nocyasl,
HanWJeHHOW Ha cTossHKe baHbno, ¢
SIBHO CMbIC/IOBbIMW, HO HE YATAEMbIMMU
HacevyKaMu, O4EBUIHO OTChIAOWNMU K
elle 6onee ApeBHUM MUbdaM, yKa3blBaeT
Ha 4.770 roa ao H. 3. MNpun aTtom
NMUCbMEHHbIE UCTOYHMKN KnTas nossBuamncCh
BCEro TPU C rNoJIOBMHOM ThICAYM NIET Ha3aj.

dopmMMPOBAHME 1 BEKTOPDI
[I0CTOBEPHOCTU aHOHMUMHOTO,
MppaLMOHaNbHOIO HappaT1uBa Ha4YMHAIOT
npocmaTpuBaTbCs ele B pPUCYHKax
MupoBoro apesa, 06HapyKEeHHbIX
Ha CTeHax Nellep U Ha cKanax Bcex
KOHTUHEHTOB.

MNcuxonornun n3BecteH GeHOMEH, Koraa
HEBEPOATHOE COBLITUE NPeAcTaBNaeTCH
peanbHbiM, KOrja OHO OKa3blBaeTcs NyCcTb
¢dopmMalibHO, HO CBSA3aHO C peasibHbIM
¢daKToM. PaLumoHanbHOe MblllUeHne
YyesloBEeKa B MOMNbITKax 06bACHUTb
nppaLmnoHaabHOe OTTaIKMBAETCH OT TOrO,
YyTO peanbHO BUAUT nepea cobon. Josepue
BO3HWKAET Ha NLLb OCHOBE peasibHO
CylLLleCTBYIOLWEN JOCTOBEPHON BELIU, TEKCTA
N 06bEKTA UK SBIEHUS NPUPOAbI.

Jonctopruyeckmin HenoBek Buaen
BO3BbIlLABLIEECcs nepej HUM aepeBo
W paLuunoHalbHO Aefnf ero Ha KPOoHY,
TSHYLLYIOCS K HEDY, CTBOMT M KOPHMU,
CKpbITble B 3eMJie. HYTo 1 NO3BONNIO



€My NPUNTU K MbICITM O JOCTOBEPHOCTH
cTpoeHus BeceneHHon B BUAE MUPOBOro
ApeBa, KOpHW KOTOPOro HaxoasaTcs B
Nnoa3eMHOM MUpe, BUOUMbIN CTBON B
3€eMHOM, a BbICOKasi KpOHa — B HEGECHOM.
BepxywKka MupoBoro gpeBa yxoanna B
Kpan Be4HOM U3HU, 8 KOPHU — B MUP
MepTBbIX. TaKMM 06pa30oM 1 NosiIBUICS
NpaKTUYeCKM y Bcex npaHapoaoB Mmud o
MupoBOM [ipeBe U YOEKIEHHOCTb B €0
[lOCTOBEPHOCTH.

HeT cMbicna nog4yepKnBath, YTO
nepsble pucoBasbLlUKKM MUpoBOro apesa
N pacCKa34nKKU CIOXKETOB, CBA3aHHbIX C
HMM, OTHOCUITUCb K KaTEropmm aHOHMMHBbIX
aBToOpoB. Ho cneayeT nog4epKHyThb, YTO
OHU OblIN 6€3 COMHEHNS U3BECTHbI B
CBOEW cpefie U B CBOE BPEMS KaK BAPYr
NOSIBUBLUMECS LWIaMaHbl, XpeLbl, Maru,
3Haxapu, KonayHbl, 6aKchl... OHU K
CTann pacTo/IKOBbIBATb COMIEMEHHUKAM
MHOIME HEMOHSATHbIE UM COObITUS,

BeLWM 1 B60SIE3HUN, apryMEHTUPYS CBOU
JlorafiKu 3HaHUEM Pa3/IMYHbIX YPOBHEN
MwupoBoro apeBa. UHTepeCcHO u TO,

4yTo0 MMpOBOE APEBO YKa3biBaNo U Ha
OTHOLUEHWS MEXIY lWaMaHaMu, JyxaMu

M 06bl4HbIMUK N0AbMU. KaKk npasuno,
npasa lWamMaHoB B TOM COO6LLIECTBE,

rae OHu Xuam — B CpeanHHOM Mupe
UBbIX, OblIX 4OCTATOYHO LUMPOKU, HO U
OHW UMenu ceou rpaHuubl. K npumepy,
M3BECTHO TaKoe Taby: ayx ropbl Kapatar
3anpeujan xakacCKMM LamaHam roBopuTb
06paTUBLUMMCS 3a KaM/laHUEM K HUM
N0AsM O CTapLIMHCTBE AyX0B. 3anpeTbl 44
LlamMaHOoB He ncyesanu U Toraa, Korga OHu
WNn NogHUManucb B BEpxHU MUP OyXOB,
UNKn onycKkanuceb B HUXHUI. Hanpumep, nm
HeNnb35 6bI10 TaM KOPMUTb CBOErOo Ayxa-
NOMOLLHMKa HEMOAXOASALLEN NULLEN.

MonesHocTb MnpoBOro aApeBa He
TONbKO B TOM, YTO 3TOT YHUBEPCASIbHbIN
MW NO3BOMUI YNOPAA0YUTL 3HAHUS 06
OKpYalolWweM NpoCTPaHCTBE, HO U B TOM,

YTO OH OTKPbI1 BO3MOXHOCTb BCe 60oJiee n
6onee yCnoXHsABLIEMYCS YeN0BEYECKOMY
pa3yMy HadaTb NPOHUKAaTb B caMble
HedoCTyMHble A5 }KMBOIO YeN0BEKa
Mupbl. [yTeBOAUTENAMU BbICTYMUIN TE
e WaMaHbl U Nogo6HbIe UM GUTypHhI,
npucBouBLLKE ceBe U Marnyeckme
cnoco6HocTu. BBoasa cebs B COCTOSAHME
3KcTa3a (MorpaHUyHOEe CoCTosHME

MeXay peanbHOCTbIO U HEPeanbHOCThIO)
METO0M ASIMTENIbHOrO TaHLa Uan ¢
NOMOLLbI0 HAPKOTUYECKUX PACTEHUN,

OHW OTNpPaBAANUCb B BepxHUI U HUXKHKUA
MWPbIl, BO3BPaLlanncCb U paccKasblBanu
CBOMM COMNJIEMEHHUKAM, YTO OHW BUAENN
W YTO HYXHO caenatb 415 Toro, 4tobbl
BbIXWTb, U3/1€4UTLCH, 4OOUTLCH YaaqyHOM
OXOTbl UK No6eabl Hag Bparamu.
PaccKkasbl 3TV 9BMUCb HOBBIMU MUdaMU,
HacCbILLEHHbIMW ApaMaTUYeCKUMH
nepexmBaHUAMM, 3HAHUSIMU U COOBLITUSMMU,
a TaKe NpeacTaB/ieHUAMMU O NEPBbLIX
KOCMOIOHMYECKMX CXxemMax, B Halle

BpemMs onpeaenseMbiMu B GU3NKO-
MaTteMaTMyecKon Moaenn NPoCTPaHCTBO-
BPEMEHHOI0 KOHTUHYYMa. B TIOpKCKoW
Munodonornn Mmuposoe apeBo banTtepek
Obl/10 CBA3aHO € NpoTeKaloLlWen psaom ¢
HUM MMWPOBOM PEKOW BPEMEHMW.

Beptnkanb MupoBoro gpesa
ropnsoHTanb MMPOBOM PEKN BPEMEHH
COCTaB/IAIOT BE NepeceKatolnecs MMHNH,
M TOYKa MX NepeceyeHuns ykasbliBaeT
Ha TO, YTO AOCTOBEPHOE MUbUYECKOE
[ENCTBO MPOUCXOAMNT HE B NMPOLLSIOM U HE B
oyayuiem, a 34ecb 1 cenyac.

Bbilwe cka3aHHOe NoATBEPKAAETCS U
BbIBOJAAMW BUHOIO TEOPETUKA MUDONOTrUK
K. Copeng (Georges Sorel) nucasluero,
4yTO MU ecTb CNOBO HacTosLlero. B
HEM HET HUKaKKX 3/IEMEHTOB 3ab0Thl O
oyayuiemMm niam, Tem 6onee, o NpoLiom. 3to
abCo/IIOTHOE TOPKECTBO «3[1€Cb U cenyacr.
B 3TOM COCTOUT OCHOBHOE €ro oTn4yune ot
yTonun n ngeonoruun [6, 148 c.; 71.
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CnepoBartenbHO, MU} — 3TO
JIOCTOBEPHbIN 3€Cb U cenyac aHOHUMHbIN
HappaTuB.

3aknoueHue

Cnepyer elle pa3 KpaTKO NOBTOPUTb,
4TO TOTaNbHOE JOMUHUPOBAHME YCTHOIO
MMPOTBOPYECTBA 3aBEPLLMIOCH C
NOSIBJIEHUEM NMUCbMEHHOCTU. C Ha4yanom
JVMHAMMWYHOIO Pa3BUTHUS CPEACTB MAacCOBOM
nevyaTtHoOM KOMMYHUKaLIMKU, UCKITOYaBLLMX

W Ha caKpanbHocTb MndoB [8, 104 p.].
Havyanocb yHU4YMKUTENBHOE
MCMNONb30BaHUE CaMOro TePMUHA «<MUG».
Ero ctann npumMeHsTb Ans gMcKpeauTaLmnu
KaKWX-TO MOSIMTUYECKUX COOLITUN,
JINYHOCTEMN M Hay4HbIX UEW, B HECYPA3HbIX
aHraXMpoBaHHbIX BbIMbICNax, B
uTepaTypHo-TeaTpasbHbIX NpakTnKax. U
Jaxke A9 NPOoABUMKEHNA BaHaNbHbIX
cnneteH. OgHaKo BpeMs NoKa3ano, 4to

YKMBas CYLHOCTb MUba HencTolMMa
[0 TEX NMop, NOKa YeN0BEeYECKUi
pas3ym pa3BMBaETCS 3[eCb U ceiyac B
NPOCTPaHCTBE U BO BPEMEHM.

aHOHMMHOCTb, OKOHYaTe/bHbIM YXO[,
MUPOTBOPYECTBA C OCHOBHOM CLIEHDI
MWPOBOTIO BbITUSA MOYTH COCTOSASICA.
He cny4yaHo 3TO BpeMs OTMEYEHO U
TOPXKECTBOM aTten3ma, NOCSArHyBLIEro

1CerofHs ANa ropoACKMUX KUTeNei KoMnbloTepPHble MUbbI BNOSHE AOCTOBEPHbI, @ 111 aGOPUTreHOB aBCTPaNMNCKKUX NYCTbiHb C
MUOUYECKMM CO3HAHWEM OHM BbIMAAAT KaK HE340POBbLIN 6pes.
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MUO® WbIFAPMALLBIIbIFbI XAKbIHAA

Wl. K. KycanbiHOB
T.K. ypreHoB aTbiHAaFbl KasaK yNTTbIK 6HEP aKaaeMHUsChl,
Anmatbl, KazakcTaH

AHpaTna.

Mund — ocbiHAaFbl }XoHe Ka3ipri aHoHUMAI HappaTuBTepaiH aanenaepi. Mudtep 6enrini aBTopablH aTbiHaH
apuanaHfaHfa eniH apeKeT eTeli HeMece eKiHWi XarFganaa Herisri aHrime GoIbKNop MeH 3THOCTbIH aTaybl
6onfaHaa. Aybidlia MUPTIK WbIFapMaLlblIblK Tapuxu aayipaeri )as3ba agebuet 6actanraHia Aa TOKTaMaraH.
Bbykapanblk aknapat Kypangapbl MeH 6acna iciHiH nanga 6onybiIMeH MU Tyrenaewn oranabl. AKnapart
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Tipek cesagep: MU, UHTEPHET

ON THE THEORY OF MYTH-MAKING

Sh.K. Kusainov
T.K. Zhurgenov Kazakh National Academy of arts
Almaty, Kazakhstan

Abstract.

Myth is a reliable anonymous narrative here and now. Myths remain valid, complete myths only until they are
published with the name of the author. In the second instance, if it is about folklore, then with the name of the
ethnic group. The total dominance of oral mythmaking in the prehistoric time did not end with the advent of
writing. Practically the myth has almost disappeared with the advent of printing presses and mass media. The
intensifying intrusion of Internet into the sphere of communications with its anonymous nicknames caused a
renaissance of mythmaking.
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BRIEF REVIEW
OF THE HISTORY
OF NOMADIC
HORSEBACK
ARCHERS IN

ART STUDIES

KAZAKHSTAN

FROM BRONZE
wPHTH 157101 AGE TO 19™

CENTURY

D. Baidaralin

T.K. Zhurgenov Kazakh National
Academy of Arts

Almaty, Kazakhstan

BRIEF REVIEW OF THE HISTORY OF NOMADIC HORSEBACK ARCHERS IN KAZAKHSTANFROM
BRONZE AGE TO 19™ CENTURY

(The article is written after the book called Sadaqshiliq: The Art of Making and Shooting The Kazakh Horsebow
by the same author, available on Amazon.com).

Abstract.

The nomadic warriors of Central Asia were always known for their famous and dreadful horseback archers.
The names such as Scythians, Huns, Mongols, and etc, are well-known in the entire world and always
associadte with an image of a tough warrior on top of his hardy horse, holding a bent short bow and wearing a
quiver full of arrows.

Not many people know that most of theEurasian nomadic states and nations included the landsof modern
Kazakhstan as big part of their territory. The Scythians, Sarmatians, Huns, Turkic Khanates, Pechenegs,
Kuman/Kipchaks, Mongol Empire, Golden Horde, and Zunghar Empire are among those names. However,
the history of the Kazakh Khanate, the direct predecessor of modern-day Republic of Kazakhstan is very little
known in the West. Meanwhile, it was the last large descendant of the mighty Mongol Empire and the Golden
Horde that existed up until 18th century and comprised most of the nomadic areals of the Eurasian nomads.
Kazakhstan itself is the ninth biggest country in the world, and the single largest land-locked nation.

This article is a result of study of the horseback archery on the territory of Kazakhstan from the Bronze Age,
Scythian (Saka) Age, to Turco-Mongol, Kazakh Khanate, and Qing Chinese (Manchu) archery.

Keywords: Kazakh, Kazakhstan,Kazakh Khanate, nomadic, horseback archery, Asiatic archery, horsebow,
Mongols, Turks, Scythians, Zunghars, Manchu archery, horn bow, mounted archers, Genghiz-Khan, warriors.

I. Introduction Kazakhstan. Yet, Kazakhstan is the 9th
Not many Westerns ever heard largest and the #1 largest landlocked
ofthe Kazakhs, or even the country of country in the world. And, it was the last
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large Central Asian nomadic state, the late
descendant of the Golden Horde and the
Great Mongol Empire. And, the Kazakhs
were among the last peoples on Eurasian
Continent who gave up their traditional
favorite weapon: bows and arrows.

The Kazakh Khanate was a large,
powerful semi-nomadic state that was
formed in the 15th century and existed
well into the 19th century, albeit its decline
started at the end of the 17th century.
Most of the territory of Kazakh Khanate
was located on the plains of the Eurasia
between Russia, China, Northern Central
Asia, Iran, and Caspian Sea. Today the
Republic of Kazakhstan occupies roughly
the same area, minus the many northern
cities that were lost to Uzbek Khanates and
to what later became the Uzbekistan.

What's significant is that the Kazakhs
were amongst the last nomadic peoples
that kept their traditional economy and
social order until the very end of the 19th
century and in some places even in the
first half of the 20th century. But, unlike
many other smaller nomadic nations, the
Kazakhs had a huge territory and were
speaking the same language over the
stretches of thousands of miles. Amazingly,
even in the end of 19th century and the
beginning of the 20th century the Kazakhs
still utilized bows and arrows, but today
this this art is completely forgotten and
the line of menacing Kazakh horseback
archers is forever severed.

Il. Methods

The main two methods used in
this research were the working with
literature and other sources and the
historical reconstruction (or experimental
reconstruction). The former consisted of
meticulously studying the Kazakhstani
and foreign literature, documentary films,
websites, and magazines devoted to the

horseback archery. The later required the
author to learn some handyman skills
necessary to build the replicas of the
Kazakh bows, arrows, and special horse
archery thumbrings, and testing them.

Kazakhstani literature. In the Soviet
times there weren’'t enough researches
made in the area of the historical Kazakh
weaponry and traditional Kazakh martial
arts. Fortunately, lately there are some
new works on the subject in Kazakhstan.
The very first Kazakh researcher was Sh.
Walikhanov (Ch. Valikhanov) [36], who
recorded most valuable information during
his service as an Imperial Russian officer
in Central Asia. In 20-21st centuries
there were other Kazakh authors who
studied nomadic military history, among
them Kushkumbayev A.K., [2]. Kaliollah
Akhmedzhan [1,3],Tuyakbayeva B. [8], and
Baidaralin D. [35].

There are also surviving records of the
rich and fairly understudied Kazakh oral
folk literature, which contains wealth of
information of Kazakh art of war. Epics like
“Er-Qosai” and other folk poetry sources.

Russian literature.The Russian
researchers always had the most
developed Nomadic Studies, which is
understandable considering that the
Imperial Russia and the Soviet Union were
the geographical descent of the Golden
Horde and absorbed most of the nomadic
and post-nomadic territories and nations.
Today these studies continue with the
support of the President of the Russian
Federations.The Russian authors whose
works were used in writing this article
include Semenyk G.E [37], Bobrov L.A.[22-
25], Khudyakov Y.S [28].

Foreign literature. End of 20th and
beginning of 21st century saw a great
number of English-speaking researchers
who added a tremendous input into
studying the technologies and techniques
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of the nomadic archery. Unlike the
Russian and Kazakh researchers, who
mostly work only with archival documents
and artefacts, the English-speaking
authors usually are practicing archers,
weaponologists, and military historians,
who study the historic archery through the
prism of historical reconstruction: making
bow replicas and shooting them, often off
the horseback. These researchers include
such authorities asAdam Karpowicz's[11].
Thomas Duvernay[12], Stephen
Shelby[15], Kay Koppedrayer[16], Mike
Loades [18,19], Scott M. Rodell [20], David
Gray [21], Peter Dekker [33], and others.

Historical Reconstruction. The true
understanding of any subject, especially
if it is a craft or an art, cannot be reached
by simply studying the sources. Hence the
sub-disciplines of the historical research
called historical reconstruction and
experimental archeology. By building the
replicas of the studied objects using the
authentic materials, methods, and tools,
one can re-live the experience and gain
much deeper understanding.

In the case with the Kazakh horsebow,
the author took effort in building the
working replicas of the bows and arrows
and special thumbrings, and shot

countless amounts of shots in order to
understand the intricate design and the
mechanics of the horsebow. Thanks to this
hands-on approach, the research received
the amount of depth and understanding
that otherwise would not be achievable.

lll. Results of Analysis

The brief history of horseback
archery in Kazakhstan

The first horseback archers in
Kazakhstan were most likely the Botai,
Andronovo, Afanasievo and akin peoples
of the Bronze Age. Back then the Eurasian
Steppes were populated by the Proto-Indo-
European tribes that were semi-nomadic
and lived everywhere from Siberia to Pontic
Sea (Black Sea). It is largely accepted today
by the leading world’s leading scientists
that the first horse domestication occurred
on the territory of Kazakhstan, not too far
away from its modern capital of Astana, in
the ancient settlements known as Botai
Culture.Therefore, it is not too bold to
suggest that this area might have been the
first, or at least one of the first that adopted
the horseback archery tactics, as well as

(Figure 1).
the military chariot use. What we know

Figure 1. Saka (Eastern Scythian) warrior with Scythian-style horsebow. Reconstruction by author
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for sure is that by the first millennium

BC the Eurasian horseback archers

were knows to all civilized world as the
Scythians, Parthians, Sarmatians, and
Saka (Sacae). These were the tribes that

a few times conquered the Mediterranean
region and went as far as the Egypt, and
both fought against and participated in the
Achaemenid Persian army. Alexander the
Great fought with the Scythians too during
his Eastern Campaign.

Although the Scythians/Saka people
used a wide variety of military tactics, and
had used the heavy armored cavalry called
the Cataphracts, they are most known
in history as the nation of the horseback
archers armed with composite recurved
bow, called the Scythian-type bow. This
bow derived from the early composite bows
found in Bronze Age graves of Central Asia
and Siberia but the Scythians developed
a shorter, more recurved, and asymmetric
version of it, taking it even further from
the initial self-bow design. Even though at
this time the composite bows of various
designs also became widespread all over
the Middle East and Egypt, the nomadic
peoples of Eurasia were the ones who
used this new high-tech style of bow mostly

on the horseback, as opposed to chariots.
This is why these types of the bow are often
referred to as horse bows, or horsebows

(Figure 2).
TN\

|
Figure 2. Saka (Eastern Scythian) or Scythian-style

horsebow. Reconstruction by author

authorThe Scythians, and their relatives
Sarmatians and Parthians, were the first
nomadic horseback archers that fought
with the Ancient Greeks and Romans.
Thanks to the Roman accounts we know
of such things as the Parthian shot: when
a horseback archer is pretending to flee
from a chasing opponent then turns his
torso 180 degrees backwards and shoots
arrows in the face of the chaser, possibly
Killing of seriously wounding him. Of course
the Parthians were not the only ones who
utilized the Parthian shot technique, as it

(Figure 3).

Figure 3. Historical Amazons: women of Scythians and Saka tribes. Reconstruction by author
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was widely spread all over the Eurasian
Steppes.

One other interesting aspect of the
Scythian-Saka military power was the
deployment of female warriors as auxiliary
light cavalry and horseback archers. The
girls were raised as warriors in the ever-
dangerous Eurasian Steppes with endless
tribal wars so that they could defend
themselves and their families when the
men were away fighting wars somewhere
else. A widely known theory is that the
mythical all-female nation of Amazons
described by the Ancient Greek historians
was based in reality on the all-female
Scythian troops that were patrolling their
lands.

The Scythian-Sarmatian-Saka tribes
were pushed away from the Siberia and
Central Asia during the Turkic Expansion
that started in 4-5th century AD, a period
also associated with the start of the
Great Migration Period (Great Migration
of Peoples) under the name of Huns from
East to West that eventually overwhelmed

the Western Roman Empire, and lead
to a rise of the Eastern Roman Empire
(Byzantine Empire) and foundation of
European states. The Scythians have
moved to India and Iran mixing with the
local populations and greatly influencing
their cultures and economies.

But the Central Asia and Siberia became
mostly nomadic and semi-nomadic
Turkic at this point, with some influx of
the proto-Mongol tribes in its Eastern
parts. One great Turkic empire replaced
another for a few centuries in a row. The
newcomers apparently used heavy armor
more often, which required them to make
further modifications to the Scythian-style
horsebow. The so called Hun-style bow
(Turkic bow) is a larger, heavier composite
recurved bow, sometimes asymmetric,
which often was enforced with bone plates
in the high-pressure spots, such as the
ends of the limbs (siyahs) and the handle.

(Figure 4,5).

Figure 4.Ancient Turkic horseback archer. Reconstruction by author
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Figure 5. Asymmetric Turco-Mongol (Hun) horsebow

Reconstruction by author

Turkic-style bows became widely spread
during this period, and the Turkic warriors
continued the military traditions of the
Saka people. Relying on their horses
they could raise huge armies consisting
entirely from cavalry and horseback
archers that would eliminate any foe in
the open field. The neighboring nations
could only survive by building large cities
with high fortifications, but even that
often failed to protect them from the new
waves of invaders from the Steppes. The
Turkic armies conquered China, Iran,
India, Caucasus, and Eastern Europe,
often mixing with the local populations
and giving birth to the new mixed races,
all of whom spoke Turkic language. There
are more than two hundred millions of
Turkic-speaking people in the world today

by some estimates, spread all over from
Siberia, Russia and Central Asia to Turkey
and lran.

The Turkic hegemony in the region,
however, in its turn was shaken by the
arrival of the new tribes from the East:
the Mongols. Lead by one of the greatest
conquerors in history, the Genghis Khan,
the various Mongol and Turkic tribes swiftly
submitted the now-fractured Turkic states
in the 12-13th centuries AD, forming the
enormous Turco-Mongol conglomerate
known as the Mongol Empire, most of
which initially consisted of the Turkic tribes
with the Mongols being in the management
positions.

One of the reasons for the military
successes of the Mongols was the
invention of the new type of bow, known
as the Old-Mongol bow, or the Yuan bow.
This bow was similar to the Turkic-Hun
bow in many ways, particularly that it also
was a non-contact bow, meaning that the
string didn’t touch the siyah’s bend at the
limb. But comparing to the predecessor
it had wider limbs and improved design,
apparently making it somewhat better at
shooting and easier to make.

(Figure 6).

Figure 6. The Mongol horseback archer (Yuan Dynasty). Reconstruction by author
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Later many other lands and peoples
were added into the Mongol Empire,
including the Chinese, the Iranians, and
even the Russians. However, due to the
vastness of the territories and the sheer
amount of conquered population, the
minority ruling Mongol element quickly
dissolved within the majority of the subject
populations everywhere except for maybe
the territories of what today became
Mongolia. On the territories of most of the
Central Asia and entire Kazakhstan, which
mostly belonged to the Golden Horde, the
Mongols assimilated with the pre-Mongol
Turkic population, forming the Turco-
Mongol mix that spoke and wrote in Turkic
language.

Most of the rulers in this region were the
descendants of Genghis Khan, often called
Genghisids, which give them enough rights
to constantly claim the rights to the lands
and cities and killing each other and their
people with a rapid speed. In 15thcentury
there was an awkward state of the balance
in Central Asia under the rule of one of the
Genghisids, when the nomadic population
of ever fracturing remnants of the Golden
Horde and the Mongol Empire lived under
the same rule with the settled population

of Central Asian cities.
(Figure 7).
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Figure 7.The Old-Mongol (Yuan) horsebow.

Reconstruction by author

But this balance was shattered when
the nomadic part of population decided
to secede from the settled part. This split
later led to a formation of two independent
peoples, called the Uzbeks (settled part)
and the Kazakhs (the nomads). In the
following decades the Kazakhs were
more successful and managed to take
over many cities in Central Asia, forming a
powerful state that had access to both the
limitless supply of horses and horseback
warriors with the cities with their developed
manufactures and economies, and the
military industry sector. This period is
referred to as the foundation of the Kazakh
Khanate in 15th century.

(Figure 8).

Figure 8.The Kazakh Khanate horseback archer of 15-16th centuries. Reconstruction by author
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While the Kazakhs maintained control
over their Central Asian cities with their
military complex, the Kazakh Khanate was
pretty much invincible. All of the neighbors
had to respect the new state: the Russians,
Chinese, Iranians, and Mongols. At this
period the Kazakh army was very strong
and well-armed, and relied mostly on the
universal-style cavalry, well armored and
armed with both bows and arrows and
melee weapons that could fight well in all
conditions, be it the open-field battles,
defenses, or sieges.

(Figure 9).
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Figure 9.The Kazakh lesser horsebow (of Crimean-Tartar

type). Reconstruction by author

At this point the heavy Old-Mongol bow
was gradually replaced by the smaller and
speedier type of bow, which is similar to

Turkish and Crimean-Tartar bow. It was
shorter and lighter, but also had a larger
recurve, giving it the same power as that
of the Old-Mongol or Turkic bows’. It was
also a contact bow, with the string snugly
touching the siyah’s bend in the strung
position. Apparently at this period the use
of the string bridge came about, preventing
the slip of the string from the bend, as it is
an awkward position for a bow to be in.
The next evolution of the horseback
archery in Kazakhstan and Central Asia
occurred not because of the changes in
the bow design, but due to introduction
of a completely new type of weapons: the
firearms. Around 17th century the firearms
gradually made their way into the region in
the form of often crudely-made matchlock
guns, imported to Kazakhs Khanate from
Russia, China, Central Asia, and Iran.
Interestingly enough though, unlike in
Europe and Russia, in Central Asia and
Kazakhstan the firearms did not replace
the bows and arrows at all, instead the
guns became supplementary weapons of
the horseback archers.

(Figure 10).

Figure 10.The Kazakh Khanate horseback archer of 17th century. Reconstruction by author
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The typical Kazakh light cavalryman of
this period would have all of the armor and
weapons of the earlier horseback archer,
but also would carry a large and awkward
matchlock gun and all accompanying
accessories, like powder and bullets. Such
an archer could still pepper his enemies
with arrows from a safe distance like those
of the thousands of years before him, but
in certain circumstances he could get off
his horse, unfold the gun’s long legs, put
it on the ground, and make a shot using
gunpowder and bullet. At this, he was
armed with some type of melee weapon,
such as a saber, battle axe, spear or lance,
or mace. This universal warrior could
perform a wide variety of tasks in times of
war and effectively fight in an open field,
trenches, and defend or siege the cities.

However, this technological
advancement was being adopted against
the backdrop of the decline of the
united Kazakh Khanate, which now was
separated into few competing Kazakh
Khanates, which could only unite for a
short time during the mega-threats. This
was partially related to the fact that the
various Uzbek states and the Mongol tribes
called Zunghars eventually took most of
the Central Asian cities from the Kazakhs,
thus effectively cutting them from the
access to the urban-produced technologies
and goods. Most of the Kazakh Khanate
now became nomadic only, with the
significant drop in the economic power of
its tribes, which led to the feudal wars.

Two things happened to the Kazakh
horseback archer during this period. First
of all he completely lost his armor in most
cases, because it became so rare that only
the richest and most distinguished Kazakh
nobleman and warriors could afford having
it. This was a significant blow the defensive
abilities of the Kazakhs, because their
war-like neighbors continued to enjoy the
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access to the Central Asian weapon- and
armor-producing urban centers, and had
well-armed and well-armored troops.
The Kazakhs, on another hand, despite
adopting firearms, were mostly under-
armed and not armored, which seriously
affected their fighting capacity

(Figure 11).

Figure 11. The extra-large Kazakh horsebow (Manchu

type), or “Batyr’s bow”. Reconstruction by author

Nevertheless, the Kazakhs managed to
adopt and even thrive in these conditions.
Just as many generations before in the
Kazakh Steppe, the nomadic warriors

of this period once again started relying
heavy on their bows and arrows, and

the art of horseback archery relived its

new renaissance. Unable to deter their
better-equipped enemies face to face, the
Kazakhs had to go back to the hit-and-run
tactics of their ancestors. Bows and arrows
did just as good a job as always, but the
archers now were less likely to engage in
melee battles, instead preferring to shower
the enemies with arrows from afar, and
attacking the enemies from ambushes or
taking them by surprise.

Another trend not just in Kazakhstan, but
in the entire region was introduced by the
Zunghars, who in turn adopted it from the
Qing Chinese army, which was introduced
to it by the Manchu tribes who overthrown
the Ming Dynasty and took over the China.
The trend was the new type of bow, the
last one in this long chain of evolutions
and modifications: the Manchu-style bow.
This type of bow was very different from all
others, mainly because

(Figure 12).
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Figure 12.The Kazakh horseback archer of 18-19th century. Reconstruction by author

it’'s one of the most extreme contact bows
in history. It was a much larger bow, with

long heavy siyahs, and large string bridges.

It was a much slower bow too, but it had
a stronger initial speed of arrow within
the first 100-150 feet, allowing the use
of longer and heavier arrows that look
more like small javelins. This type of bow
suggested close shooting distances, but
apparently was also more devastating
at this. It became very popular in 18-
19th centuries, as the Zunghars were
introduced to it during the Qing-Zunghar
Wars. From the Zunghars it spread out
to the remaining Mongols, Kazakhs, and
Central Asia.

(Figure 13).

Figure 13. The large Kazakh horsebow (of Manchu type).

Reconstruction by author

At this, the Kazakh horseback archers
continued using the matchlock guns
and melee weapons. The lack of armor

and close combat weapons forced the
Kazakhs to become more lean and
resourceful in their warfare, and more
creative. The Zunghars were the main
enemies of the Kazakhs, because they
too were nomads and had large reserves
or horses that they used to make long,
deep raids into the territory of the Kazakh
tribes that suffered from disunity. The
Kazakh-Zunghar Wars lasted for almost
two centuries. The new type of warrior
emerged in the fire of these battles: light
and agile, and deadly. So popular this new
type of cavalry became in the region that
most of the neighbors adopted it, including
the Russian Cossacks, Bashkirs, Kalmyks,
Karakalpaks, and Turkmens

(Figure 14).
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Figure 14.The large Kazakh horsebow (of Manchu type)

of asymmetric design. Reconstruction by author
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Another phenomenon of this period
was the revival of the nomadic Amazons,
this time Kazakh. The Kazakh-Zunghar
Wars took a heavy toll on the Kazakh
male population, with many capable men
perishing in endless battles. This forced
Kazakh women, wives, daughter, and
mothers, to pick up weapons and join the
war. Just like the original Amazons’ of the
Bronze and Early Iron Age, their weapon of
choice was bow and arrows. Being trained
to ride horses and shoot arrows from
childhood, many Kazakh women had to
stand next to their man in order to keep the
Zunghar thread at a bay

(Figure 15).

Figure 15. The Kazakh horseback archeress.

Reconstruction by author

The art of horseback archery came
to a sharp, abrupt decline and nearly
disappeared in the end of 19th century and
beginning of the 20th century. By this time
the united Kazakh Khanate all but seized
to exist, and all smaller Kazakh states
turned under the Imperial Russian rule.
The Russian influence brought about many
fruits and technologies of the Western
civilization, but it also took away the
Kazakhs’ independency and introduced the
corruption of the state. Part of the Kazakhs
often revolted against it, and tried to fight
back for independency, but to no avail.
The outdated and poor Kazakh economy
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was not match for the growing Russian
industrial and technological prowess, and
all of the upraising were suppressed in a
harsh manner.

(Figure 16)

Figure 16. The Kazakh horseback archer. Reconstruction

by author

The last elected Kazakh Khan fought
for decades to restore the Kazakh Khanate
and change the nature of the Russian-
Kazakh relationships back to the moderate
Kazakh dependency of the early stages. He
fought really well, using the mixed Kazakh
cavalry type. He tried to establish firearm
manufactures to arm his troops, but the
good old grandfather’'s bow must have
still played a significant role in his wars
against the Russian regular army and other
neighbors.

But he couldn’t turn the tide and stop
the wheels of history and eventually was
overwhelmed by the imperial Russian
military machine. Finally he was murdered
and beheaded during the feud wars with
the kin Kirgiz tribe, whose members
presented his head to the Russian officials
as a token of good will. The Khan was
considered a rebel and a criminal by the
Russian side, and the gift was gladly
accepted. The head is still considered
one of the most sacred relics among the
Kazakhs, many of whom want to bring it



back home to be buried with the body, but
it's been missing for decades and there is
no end of the debates of its whereabouts.
The art of horseback archery, as well as
the making of the composite horsebows
was also completely lost during the Soviet
rule. The last known archer died in 1950-
es, without passing his skills onto the new
generations, who were too busy trying to
adjust to modern life after the WW2.

IV.Conclusion

The horseback archery is undergoing
the dynamic revival in many countries
of the world in 21st century. Even in the
United States there is a considerable
movement, represented by well-known
persons like Lukas Novotny, Kay
Kopperdrayer, and others. There is the
Mounted Archery Association of Americas.

In Japan and Korea the tradition of
horseback archery can be proud of the fact
that there are still bowmakers and archers
who represent uninterrupted lineages that
started in medieval times. In Turkey and
Iran there are museums full of surviving
bows and arrows, and a few detailed
manuscripts describing the making and
shooting of the horsebow. Turkey annually
holds some of the largest horseback
archery festivals in the world. Russian
museums have the largest collections
of the Central Asian nomadic traditional
weaponry and armor in the world, dwarfing
that of the Kazakhstan. In China and
Mongolia the noble art of archery has been
also suppressed for decades, but is now
undergoing speedy recovery.

Kazakhstan in this parade of 21st
century horseback archery traditions is
holding the last place. Which is ironic,
because it was one of the very few places
in Central Asia where the tradition have
survived so long and by far the largest
area where bow and arrows were still used

militarily in the Modern Era.

Nevertheless, today a small amount
of horseback archery enthusiasts in
Kazakhstan is busy reviving this forgotten
martial art of their ancestors, and the
interest to Kazakh horseback archery is
steadily growing both inside and outside
the country. The world already aware of the
Mongol and increasingly of the Manchu
archery, but pretty much completely
unaware of that of the Kazakhs. Hopefully,
this situation will change soon enough,
and the Kazakh horseback archers will
take their place in the hall of fame of this
beautiful ancient tradition.

(Figure 17).

Figure 17. Author in the traditional costume of the Kazakh
horseback archer pulling his horsebow. Photo by Arman
Nurmakhanbetov
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43. YouTube video in Russian language called The Mongol Bow (MoHronbcKkui
nyK) by Ecosafari

Magazines:

44, Primitive Archer Magazine, PO BOX 79306Houston, TX 77279-9306 www.
primitivearcher.com

45, Traditional Bowhunter Magazine, 1117 E. Plaza Dr., Ste. D, Eagle, ID
83616 www.tradbow.com

Websites:

46. Central-Asian Historical Server:www.kyrgyz.ru

47. Traditional Korean Archery: www.koreanarchery.org

48. History of Siberia:www.history.novosibdom.ru

49. Asian Traditional Archery Research Network (ATARN): www.atarn.org
50. Siberian Zaimka:www.zaimka.ru

51. 3 Rivers Archery: www.3riversarchery.com

52. Tangy’s Indoor Archery Lanes: www.tangysarchery.com

KOJIA A9YIPIHEH 19-1UI FACBIPFA JEMIHI KASAKCTAHAAFbI KOLUNENI ATTbl CAAAKLUBUIAP
TAPUXbIHA KbICKALIA LWWONYbI

1. BanpgapanuH
T. ypreHoB atbiHAaFbl KasaK ¥ATTbiK 6HEP AKageMUSChl,
Anmatbl, KazakcTaH

AHpaTna.

Opta A3usanblK ayblHrepnep 6apsiblK 3amaHaapia afemre atbl aHbl3 XoHe anbapnbl aTTbl cagaKLwbliap
peTiHAe TaHbIMan 6onFaH. CkubTep, FYHAAP, MOHFONAAP, XaHe T.6. CUAKTbI co3aepi 6YKin anemae 6enrini )oHe
[le aTTblH, YCTiIHAE MbIFbIM OTbIPFaH, KOJbIHAA KbiICKa MalbICKaH cajak YCTaraH oHe 6eniHAe OKTapFa TOJbIK
Kopamcak 6annaraH MbIKTbl XayblHrep 6enHemMeH accolmaunsnaHagbl.

bipak eTe a3 agampaap 6yriHri KazakcTtaHHbIH ayMafbl 6TKEH 3aMaHjarbl Kenuwinik Eypa3usanbliK Kewweni
MeMeKeTTEPAIH TEPPUTOPUSACHIHA XaTKaHabl 6ineTiH. Con MeMneKeTTepaiH, ilwiHge ckubTep, capmatTap,
ryHaap, KeHe TypK KaFaHaTap, NeyeHer, Kbinuwakx, MoHFon nmnepus, AnTbiH opaa, oHfFap xaHablfbl, T.6. bipak,
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6yriHri KaszakctaH pecny6nnKacbhiHbIH HETi3iH KypyLbIChl - Ka3ak xaHAblFbl Typasbl WeTeNae CMpeK TaHbInabl.
Ananpa, KasaKk xaHablfbl fereH yibl MOHFON UMNepus aHe ANTbiH OpAaHblH €H COHFbI ipi ypnafbl 60/FaH,
con memneKeT 18-1i FacbliprFa AeWiH TypFaH [a XXoHe OHbIH TepPUTOPUSACHI Kenwinik Eypasuanbik Keluneni
ayMaKTapAaH KypacTblpbiifaH eai. KasakctaH PecnybnvKacbiHbIH 63ianemMAaeri ToFbI3blHLbI YIKEH eni, api
ONIEMHIH, eH, ipi Kyp/blKTaFbl €1 60/bIN Tabblnagbl.

byn makana KazakcTtaH TeppuTtopusicbiHaarbl Kona gayipiHHeH 6acTtan cak, TYPK-MOHFON, KadaK XaHabIfbl,
*oHe UnHbKbITar (MaHXyp) aTTbl cagaKLbliapiblH, 3€PTTeYbIHbIH, HOTIXKECI.

Tipek ce3pep: Ka3ak, KazaKkctaH, Kasak xaHablfbl, Kewneni, aTrbl cagaKLUbliblK, a3usblK cajaK, aTTbl
caflaK, MOHFOJ, TYPK, CKU®, CaK, }KOHFap, MaHxyp, Myin3 cagak, LUbIHFbIC-XaH, XayblHrepiK.

KPATKU O530P UCTOPUM KOUYEBbIX KOHHbIX TIYYHUKOB KA3AXCTAHA C BPOH30BOr0 BEKA
A0 XIX BEKA

1. BaigapanuH
Kasaxckas HaunoHanbHasa Akagemust uckyccts um. T. XKypreHoBa, Anmartbl, KasaxctaH

AHHOTaUMA.

KoueBble BoMHbI CpeaHen A3nn Bcerga cnaBuincb CBOMMU 3HAMEHUTBIMU U FPO3HBIMU KOHHBIMU yYHUKaMMU.
Takue cnosa, Kak CKU®bI, T'YHHbl, MOHIOJIbl, U MP. XOPOLIO U3BECTHbI B MMPE 1 BCEraa acCoLMnpyoTes ¢
06pa30M CUJIbHbIX BOMHOB BEPXOM Ha KPEMKMUX NIOLLAASAX, CHUMAIOLWNX KOPOTKUE MBOMHYTLIE SIYKU U HOCALLMX
KOM4aHbl, NonHble cTpen. MNpu 3TOM He MHOr1e 3HaloT, YTO BOJbLUIMHCTBO €BPA3UNCKUX KOYEBBIX FOCYAapCTB

W HaLMN BKOYaNuU B ce6s 3Ha4YuTeNbHY0 TEPPUTOPUIO coBpeMeHHOoro KasaxctaHa. Cpeln CKU®bI, TYHHBI,
nevyeHeru, KymMmaHsbl, nonoBLbl, MoHronsckasa umnepwus, 3onotasa Opaa, TIOPKCKME KaraHaTbl U xKyHrapcKas
nmnepwms. Tem He MeHee, UCTOPUSA NPSMOro NpealecTBEHHWKa coBpemeHHoM Pecnybinku KasaxctaH —
KazaxcKkoro xaHcTBa — NpaKTUYeCKU HEU3BECTHa 3a pybexom. OaHaKo, 3To 6bIN0 nocnegHee KpynHoe
rocygapcTBO — HacneaHnK MoHronbckom umnepum n 3onoton Opabl, KoTopoe cyuiectBoBano Ao XVl Beka

W BKJI0Yano B ce65 601bLIMHCTBO TEPPUTOPUI EBPA3UNCKUX KOYEBbIX HapoaoB. Cam no cebe KasaxcraH
ABNAETCS AEBATON MO BEIMYUHE CTPAHOM MUPa U CaMOW KPYNHOW CyXOMNyTHOM CTpaHoW.B aaHHOM cTatbe
npuBeaeHbl pesynbTaTbl UCCNELOBAHUMA KOHHbIX TYHHUKOB Ha TeppuTopumn KasaxctaHa nepnogoB 6pPOH30BOM0
BEKa, CaKCKOro, TIOPKO-MOHIO/IbCKOro NepnooB, KaszaxcKoro xaHcTBa U IY4YHUKOB LIMHLCKOro Kutas
(MaH4YKypoB).

KnoueBble cnoBa: Ka3axu, KasaxctaH, Ka3axckoe XaHCTBO, KOYEBHUKW, KOHHbIE NIy4YHWKK, a3uaTcKkas
cTpenbba U3 NyKa, MOHTOSIbl, TIOPKU, CKUGDLI, JXKYHrapbl, MaHYKYPCKUE NYHHUKU, POrOBOM NYK, YMHIUCXaEH,
BOWHbI.
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TPAAMLIMOHHBIA KA3AXCKUH KOCTIOM KAK BOMJIOWEHUE MU®OMNO3TUYECKON MOAENU
MMPA

AHHOTaLMA

B naHHoOM cTaTbe paccMaTpuBaeTcs MUPOMNO3ITUKA Ka3axCKOro HaLMOHaNbHOro KOCTIOMa Kak peHOMeEH
Ko4YeBOM KynbTypbl. OnpeaeneHbl 3Ha4nUMble MUGONOreMbl U apXETUNbI, HalleALne CBOe BOMOLLEHWE B
KOCTIOMHOM KOMMJIEKCE U €ro afieMeHTax. PacKpbITo cogepaHune TpaauLMOHHOMO KOCTIOMa KOYEBHUKOB Kak
Bblpa)eHns moaenu mupa. B yacTHOCTH, B pe3y/braTe CEMaHTUYEeCKOro aHan13a BbiiB/ieHa B3aMMOCBA3b
MeXay apxetTunuyeckumun obpasammn Muposoro lpeBa 1 MupoBon lopbl — U XyA0XKECTBEHHO-06pa3HOM U
KOMMO3WLMOHHON CTPYKTYPOW HaLlMOHaNbHOMO KOCTIOMa Ka3axoB. YCTaHOBJIEHO, YTO, COMMACHO KOHLENUuUn
TpUeanHCTBa, roI0BHOM Y60p, NOsic, N0A0N M 06YBb COOTHOCATCA COOTBETCTBEHHO C BepxHUM, HUMXKHUM

1 CpegHUM MMPOM B MepapXMn MUPOYCTPOMCTBA. B ceMaHTMKe Ka3axCcKoro KocTioma Ha nepBbii NaaH
BbICTYNalOT Takne 6MHapHbIe ONMO3MLIMK, KaK BEPX U HU3, MYXCKOE U XeHCKoe. HanbonblumMM cakpanbHbIM
3BYYaHMEM M CMbICIOBOM HAMOIHEHHOCTBIO BCEX COCTaBNAOWMX 06nagaeT 06psa0BbI KOCTIOM HEBECTbI,

B YaCTHOCTM — rON0OBHOMN y60op— cayKene, NpeacTaBnsowmnn cobomn Mmoaenb Makpokocma. lNommmo
oAeXbl, 60MbLIYI0 CEMaHTUYECKYIO Harpy3Ky HECYT I0BEIMPHbIE U3AENNA U aKceccyapbl, B AeKope

KOTOPbIX B CTU/IM30BAHHOM BWE NPeACTaB/IEHbI 3IEMEHTbI aCTpanbHOro U 300MOpPGHOro xapakrepa. B
KONOPUCTUYECKOM peLleHNn KOCTIoMa 0cob60e 3HauYeHne MMeET NepBuYHas LBETOBas Tpuaaa «6enbiv —
KpacCHbIA — YepHbI», HO 0CO60M CMMBOIMKOM HaAeNeHbl M BCe Npoyne LBeTa. KapTuHa Mupa, Bbipa)KeHHas
Ka3axCKMMK MacTepamu B NpeaMeTax KOCTIOMHOIO KOMMeKca, OTIMYaeTcs LeNbHOCTbIO, IMy6GuHom
MWPOMOHUMAHUS, MPOHUKHOBEHWUS B CYTb MPUPOAHbIX ABIEHWUI, U MOMbITKON MOCTPOEHUS FTAaPMOHUYHOMN
MOJEN CYLLLECTBOBAHMS YE/TOBEKA B OKPYKAlOLLEM MUpE.

KnioueBblie cnoBa: TpagnLMOHHbIN KOCTIOM, Ka3axCKMUM HallMOHabHbIN KOCTIOM, AEKOPATUBHO-NPUKNAAHOE
MCKYCCTBO, 3THOrpadus, MMPponoaTnKa, apxeTun, CEMaHTUKa KocTioma.

BBeaeHue bopMMpPOBaBILNIACS Ha NPOTAKEHMH
TpaAMLMOHHbBIN KOCTIOM, ThiICAYENETUN, ABNAETCA KBUHTICCEHLMEN
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pemecsna 1 JEKOPATUBHO-MPUKIAAHOIo
MCKYCCTBa 1 B NOJIHOM Mepe BornJowaeT
Tpaguumnu MatepuanbHOM 1 JyXOBHOM
KYNbTYpbl Ka3axoB. KOCTIOM KaK BHELIHAS
060/104Ka TeNna YenoBeKa UrpaeT He
TOJIbKO YTUIIMTaPHYIO, 3CTETUHECKYIO
n coumanbHO-pasrpaHnYnUTENbHYIO
POJib, OH TaKe npeacTaBiseT co6om
C/TOXKHYIO KOMIMIEKCHYIO CTPYKTYPY,
BOMIOLWAOLWY0 MUDONO3ITUHECKME
npeacraB/ieHns Hapoga. YrybneHHoe
N3y4yeHne HaLMOHaNbHOIo KOCTIOMa U
BbIIBIEHNE 3a/0XEHHbIX B HEMO CMbIC/I0B
npu3BaHbl 060ratuTb COBPEMEHHYIO
KYNbTYPY, PAaCKpbITb JYXOBHO-3CTETUYECKNE
OCHOBaHMWS Ka3axCKoro AeKopaTtuBHO-
NMPUKIaAHOIo UCKYCCTBa BO BCEW UX
NoJSIHOTE W onpeaennTb GaKkTopsl,
dopmupylowMe ITHUYECKYIO NAEHTUYHOCTb.

HecMoTps Ha TOT GaKT, 4To
TPaAULMOHHbBIN Ka3axCKMU KOCTIOM KaK
npeamMeT 4eKopaTUBHO-NPUKIAAHOIo
NCKYCCTBa KOYEBHMKOB BCECTOPOHHE
nccnenoBasncs Ha npoTaxKeHun XX-XXI
BEKOB, OTAE/IbHbIE aCNeKTbl 3TON TEMbI
OCTaloTCs He pacKpbITbIMK B MOSHOW Mepe.
B yacTHOCTH, IO CHX MOP HE NpOoCIIeXeHa
B3aMMOCB43b psAja 3/IEMEHTOB
XYOAOXEeCTBEHHO-06Pa3HOM CTPYKTYPbI
TPaAULMOHHOIO KOCTIOMA C LeNbiM
KOMTMNEKCOM MUPONOTEM U apXETUNOB,
pacnpocTpaHeHHbIX B KOYEBOW KybType.
HepocTtato4yHas U3y4eHHOCTb JaHHOro
BOMpoca npegonpeaensder akTyalbHOCTb
Hallero uccneaoBaHus, 3axkitoyaloLlerocs
B BbIIBIEHNUN OCOBEHHOCTEN MUPOMOITUKHM
TPaAMLMOHHOIO Ka3axCKoro KocTioMa Kak
peHOMEHa KOYeBOW KyNbTyphI.

MeToabl

MeTtogonornyeckyto 6a3y uccregoBaHus
COCTaB/ISIET PAf O6LWENPUHATLIX METOLOB
NCKyCcCTBOBeAEHNSA 1 punocodumn, B
4aCTHOCTU — METO[ UCKYCCTBOBELYECKOI0
aHanusa, MeToj UCTOpU3Ma, MeToAbI
CpaBHUTENIbHO-COMOCTaBUTENbHOIO
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aHanusa, U BOCXOXIEHUS OT
4yacCTHOro K obuiemy. B cBa3u TeMm, 4To
paccMmaTpuBaeTcs psij BOMNpocos,
Kacalowmxca 3HaKOB M 3HAKOBbIX CUCTEM
KOCTIOMAa, UX 3HAYE€HUIN U CMbICNIOB, B
X04€e NPOBEAEHHOIO UCCIeA0BaHUS Bbinu
3a/1eMCTBOBaHbl METO/1bl CEMUOTUKM.
locKonbKy nccnegyemas npobnemMa
HOCUT MEXANCLMMIIMHAPHbBIN XapaKTep,
[NA ee pacKpbITUS noTpeboBanocb
npuBneYeHUe 3Ha4YUTENLHOIO
KoJiInyecTBa UCTOYHUKOB pa3HOO6pa3HoOM
HanpaBfieHHOCTW. [Ing ynobcTBa
BOCMPUATUSA 3TU UCTOYHUKM OblnNn
KJlacCcUduMLUMpPOBaHbI.

MNepByto rpynny cocTaBunu rnobanbHble
uccnefoBaHus B 06/1aCT CEMUOTUKU —
Tpyabl 3. 'yccepns, P. bapta, H0. JTotmaHa,
A. M. baxTrHa. B Bonpocax, KacatoLmxcs
NposiBNeHns B TpaauLMOHHOM
KOCTIOME 3/IEMEHTOB KOJIIEKTUBHOIO
6ecco3HaTeNIbHOro U apXeTUNUYecKoro,
Mbl onupanucb Ha Tpyabl K. KOHra, a Takxke
Ha paboTbl B. TonopoBa, nocBsWEHHbIE
U3Yy4EHUIO MUDOB, MUDOSIOTEM U
6a3UPYIOLLUXCH Ha HUX apXeTUroB, a
TaKkXe Ha nccnegosanud . I. boratblipeBa,
KOTOpPbIX OHMM U3 NepBbIX UCCieaoBan
3HaAKOBYIO CUCTEMY KOCTIOMA.

Ko BTOpoOW rpynne oTHOCATCS
paboTbl 3THOrpadoOB U UCTOPUKOB,
KOTOpble NOCBSLLEHbI HEMNOCPEACTBEHHO
MaTepuanbHOM KynbType Ka3axoB U
Takomy deHoMeHY TpaguLMOHHOM
KOYEeBOW KyNbTYypPbl, KAK Ka3axCKuK
HaUMOHaNbHbIN KOCTIOM. B nepByto
oyepenb Oblnv NPUBIEYEHbBI UCTOYHUKM,
KOTOpble BNSt0TCS 6a30BbIMU U
OT/IMYaloTea Hanbosee ucyepnbiBatoLLEn
MHOOPMATUBHOCTbLIO MO IaHHOMY
Bonpocy. 31o paboTbl A. X. MaprynaHa,
U. B. Baxaposo#, P. [l. XogxaeBo#,
Y. IxxaHn6ekoBa, M. B. Topenuka,
H. I. JTo6a4yeBoM.

TpeTblo rpynny coctaBuan paboTbl



MCKYCCTBOBEAYECKOM HanpaB/eHHOCTH,
a TaKXXe KynbTypOJIOrMYeCcKoro u
GMNocodCKOro xapaKkrepa, B KOTOPbIX
NCCNeLYIOTCA BOMPOCHI AYXOBHbIX U
MUPOBO33pPEHYECKNX OCHOBAHUN,
MWUGHONOrMKU, CEMaHTUKU U CEMUOTUKM
TPaAMLMOHHOM KOYEBOM KyNbTypbl. 3TO
Tpyabl L. XK. ToxTabaeBoMn,

A. T. Toney6aeBa, XK. K. Kapakysoso#n, M.
LLl. XacaHoBa, E. [1. TypcyHOBa,

A. b. M6paeBon. CeMaHTUKY Ka3axCKoro
HaLMOHaNbHOMO KOCTIOMa paccMarpuBaeT
B cBoen MoHorpaduun H.K. LLaxaHoBa.
CuMBONMYEeCKoe 3HaYeHne oTaeNbHbIX
3/1IEMEHTOB CTPYKTYPbl KA3axCKoro
HaLMOHaNIbHOIO KOCTIOMa PacKpbITO B
pa6ote b. A. MU6paeBa B Tpyaax

K. T. U6paeBoi, M. LLI. OMHp6eKoBOK C
60NbLUOM NOMHOTOW M3Yy4YeHa OpPHAMEHTUKa
Ka3axCKOro 4eKopaTuBHO-NPUKIAAHOIO
MCKYCCTBa B LIE/IOM (M KOCTIOMa B
4aCTHOCTH).

CyLiecTBylOLWMIM YPOBEHDb U3YHEHHOCTH
TEMBI, LUIMPOKUK METOLONOTMYECKUN
apceHan Nno3BoNdT B JaHHOM
nccrnefoBaHUmM UCMOJIb30BaTh PAL yKe
OTpabOoTaHHbIX METOAMK, NPOBOAUTD
CpaBHEHWS B LUMPOKOM KOHTEKCTE.

NcTOYHUKaMK nccneqoBaHums
NOCNYXWKN B NepPBYIO o4epelb
Npo13BeAeHUS MaTepranbHON KynbTypbl
Ka3axCKoro Hapofa — TBOPEHUSA MacTepoB
[eKopaTUBHO-NPUKNAAHOIO UCKYCCTBa.
370 KOMMJIEKC Ka3aXxCKOro HaLnoHanbHOro
KOCTIOMa, a TaK¥e ero otaesbHble
COoCTaBfiIslOWME, OT OAeX bl U FONIOBHbIX
yb60poB — 10 00YBU U IOBENUPHbIX
YKpaweHui. B xoge nccnegoBaHns Mol
obpalllanncb K KOMNEKUMAIM KPYMHENLWNX
My3eeB KasaxctaHa v 6/1MxKHeEro
3apybexbs — [ocyaapCTBEHHOrO
My3es U306pasnTeNbHbIX MCKYCCTB
nuMm. A. KacteeBa, LleHTpanbHoro
rocyfapctBeHHoro myses PK, Poccuinckoro
ATHorpaduyeckoro Myases.

PesynbraThbl

MundonoaTnka B NONHON Mepe
BblpaxKaeT MMPOBO33PEHYECKHKE U
KY/IbTYPHblE OCOGEHHOCTU HaLUK,
GUKCHPYS MX NOCPEACTBOM MUGDOSIOTEM U
apxeTnnoB, 3HaKOB U CUMBOJOB, KOTOpPbIE
ABISOTCHA BaXHbIMMW A9 MOHMMaHUS
XY[IO}KECTBEHHOM KapTHUHbI MMUpPa, BEKaMU
CKnajblBaBlUENCs B TPaAULMOHHOM
Ko4yeBOM obuiectBe. OCHOBHbIE NPUHLMMbI
Ka3axCKon MUPOMNOITUKKU — BUIEHUE
MWpPa KakK LEe/IbHON, rapMOHUYHO
YCTPOEHHOW CTPYKTYPbI, HEOTbEMIEMOWN
YacTblO KOTOPOK ABAETCS YENIOBEK;
0lyXOTBOPEHUE 0OBEKTOB OKpPYXKatoLen
NENCTBUTENBHOCTU N HAfeNeHne mx
0C06bIM CaKpanbHbIM 3HAYEHUEM.
B KoueBoOM KynbType Ha nepeaHun
naaH BbICTyNaeT naes TPeEX4acTHOro
CTPOEHUS MUpPa, ero TPUeanHCTBa,
npenonpeaenstowero o6ycTpoeHHOCTb
BCEro Cyllero, pasBmMT1e Mo npaBunam,
onpeaeneHHbIM 3TUM CTPOEHUEM,
N 3aKOHOMEPHYIO MOBTOPSEMOCTb
*U3HEHHbIX LIMKII0B Ha HOBOM, BbICLLEM
BUTKe cnunpanu.

B TpaAMLUMOHHOM Ka3axCKOM KOCTIOME
B 3pnMon popme 3aPUKCUPOBaHbI
npeacraBneHnss KOHEBHUKOB O
MWPOYCTPONCTBE U BbIpameHbl UX
acTeTU4ecKue npeanoyTeHunsa. Koctiom He
TOSIbKO BbICTyNaeT KaK HeKas rpaHuua
Mexay Tenom (MMKPOKOCM) Y BHELIHUM
MUPOM (MaKpPOKOCM), HO TaKKe onpeaenser
OTHOLUEHUS ABYX 3TUX cdep, IMYHOrO
N 06LLECTBEHHOIO, UHAMBWUOYANbHOIO
W TpaguumnoHHoro. CemaHTMYecKas
CTPYKTYpa KOMTIJIEKCA Ka3axCKoro
HaUMOHaNbHOro KOCTIOMa B NOSTHOM
Mepe COOTHOCUTCH C NpeacTaB/IEHUAMMU
0 TpexyacTHOM MUPOYCTPOMCTBE U C
LeNbIM psaoM GUHapPHbIX OMMNO3ULMNA.
3HaKoBas 419 KOYEBOW KyNbTypbl
Mudonorema Muposoro [ipeBa ¢
HanbonblUer NOJTHOTON BOMOLLEHA B
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CTPYKTYPHO-KOMMO3ULMOHHOM U 06pa3Ho-
XY[OXKECTBEHHOM peLLIEHUM KOMIIEKca
Ka3axCKoro cBagebHoro KocTioma,
oT/In4atoLwerocs ocobom rnyeéuHom
CMbIC/I0B, 06UNNEM Pa3HOOBpPa3HOM
CUMBOJIMKHM, 3HAYEHME KOTOPOK elle 6onee
ycunuBaeTcs 4eMCTBUSIMM cBaaebHOro
puTyana.

[onoBHOWM yO60P, COOTHECEHHbLIN C
NMOHATUEM «KYT», UTPAET BaXKHYIO POJib
B 3HAKOBO-CUMBOJIMYECKON CUCTEME
KocTioMa. Takue BUabl FONI0OBHbIX
yb0opoB, KaK arblpKannak 1 coykene,
CUHOHUMMYHbIE apXeTUNUYecKnMm obpasam
Mwuposo#n lopbl 1 Muposoro [pesa,
TaKyKe BblpaxaloT Uaeto 0 TPUENHCTBE
MWPO3aaHuS.

B KO4eBOM UCKYCCTBE OCHOBHbIE
$opMbl KOCTIOMa M1 €ro AeKopaTnBHbIE
3M1IEMEHTbI COOTHOCSATCS C peasibHbIMMU
06beKTaMU AENCTBUTENBHOCTU B1aroaaps
3aeNCTBOBAHMIO 0COBOro 3aNAETUYECKOro
MbllWwneHus. NMocpeacTtBoM CTUNM3aLMK,
0606L1eHUs, abCcTparMpoBaHus
KOHKPETHLIM 06bEKT NpeobpasyeTcs B
YCNIOBHYIO 3CTETUHECKUN NPUBEKATENbHYIO
N GYHKUMOHaNbHyo Gopmy, HafeNleHHYI0
npu 3TOM rMyOOKUM COAEPHKAHUEM.

B Hawu AHW HALUMOHaNbHbIN
KOCTIOM BbICTYMaeT Kak NocpeaHuK
Mexay TpaaAuLMOHHON N COBPEMEHHON
Ky/IbTYPOW, KaK XpaHUTENb U TPAHCAATOP
WUCKOHHbIX TPaAULIMI 1 KOCMOTOHUYECKMX
npeacraBfieHN aTHOCaA.

AunckKyccun

MundonoatTnka — 3To GyHAAMEHT,

Ha KOTOpoM 6a3unpyeTcs KynbTypa
noboro atHoca. CornacHo K. JleBu-
Ctpoccey, «<MUd — 3TO 93blK, HO 3TOT A3bIK
paboTaeT Ha caMOM BbICOKOM YPOBHE,
Ha KOTOPOM CMbIC/Y yAaeTcsl, ecnu
MOXHO TaK Bblpa3uTbCsl, OTAEIUTbCSH

OT 13bIKOBOMW OCHOBbI, Ha KOTOPOW OH
cnoxuncs» [1, 187]. Mud aBnsercs He
TBOPEHUEM KaKOro-nmbo MHaMBKuAa, a
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NPOEKLUMEN KOTEKTUBHOIO CO3HAHUA U
6ecco3HaTenbHoro. Takum obpasom, Mud
— 3TO AYXOBHbIN 6Ga3nC HaLKWK, OTparKeHne
MWpa 1 BblpaxKeHne cBoen caMoCTH
nocpeacTBoM AOCTYNHOW BCeobLeMy
BOCNpuATHIO popMbl. [oHMMaHKe
pasfinyHbIX CMbICIOB, KOTOPbIMU HaAEeNEeHbI
3neMeHTbl MUbOMNOITUYECKON CTPYKTYPHbI,
CNOCO6HO 060raTUTh HaWKW 3HaHUA 060
BCex 061acTax MaTepuanbHOMN U lyXOBHOM
KynbTypbl NPEAKOB, U B MEPBYIO o4epeb —
0 TPaAULMOHHOM UCKYCCTBE KOYEBHUKOB,
KOTOPOE, UMest CUHKPETUUYECKMI XapaKTep,
oTnn4yaeTcs 60bLLIMM CMbICIIOBbIM
pa3Hoobpa3unem.

B uenom mndonoatnka TpaguLLMOHHOI0
Ka3aXxCKOro UCKYCCTBa, KaK U BCAKOro
HapOAHOro, XapaKTepunayeTcs
npuBIEYEHUEM LIeSIoro CneKkTpa
3MOLMOHA/IbHO OKpalleHHbIX 06pa30B
TaK Ha3blBaeMoro KOMNeKTUBHOIO
6ecco3HaTeNlbHOro [2], KoTopoe
W3HaYabHO 3aN0XKEHO B CO3HAHWH
Kaypgoro yenoseka. MHave
rosopsi, M@ npeactaBnsieT cooomn
COBOKYMHOCTb apXxeTUNOB, y3HaBaeMbIX
KaXabIM U MOHATHbLIX /19 KaXao0ro,
chopmurpoBaBLUUXCA elLe BO BpeMeHa
rny6oKOW APEBHOCTU, OOLLMX AN19 BCEX
HapoA0B, HO B TO e BpeMs o6nagatoLinx
3THUYECKUM CBOEOBpasneM, Kotopoe
W onpegensieT To, YTO Mbl Ha3blBaemM
MUPOMNO3ITUKON 3THOCA.

B uenom apxetvnbl MOXHO pa3aenuTb
Ha TPU OCHOBHbIX BUAA: NPUPOAHbIE,
NPOCTPAHCTBEHHbIE U BPEMEHHbIE.
MpupoaHble apxeTunbl, ¢ KOTOPbIMA Mbl
BCTpEYaeMCsl B Ka3axCKOM UCKyCCTBe,
ype3Bbl4aHO pa3Hoo6pasHbl. Bce oHM
Hepa3pbIBHO CBA3aHbl C OKPY}KaloLnM
MWPOM, C MPUPO/ION, B IOHE KOTOPOMH
$popmMupoBanacb HapoaHOCTb, C UICKOHHO
KO4YeBbIM 06Pa30M KU3HU, U BO MHOIOM
06ycnoBfieHbl MUDOSIOTUEN TEHTPUAHCTBA.
Cpean Hanbonee 3HauYnuMbIX Mudonorem



durypupytot, npexae scero, ob6pasbl
Mwuposoro [Ipesa n Muposow [opbl
(nHBapuaHT Muposoro ipesa), Benukon
Crenwu, lop, Heba, Boabl. 3T apxeTunsbl
MMeIoT rnobasnbHbli, 0606LWEHHbIN
XapaKTep 1 BCTpeyvatoTcs BO BCEN
MWPOBOK KynbType. TakKe B KOYEBOK
KYNbTYpE CYyLLeCTBOBaIM BPEMEHHbIE U
NPOCTPaHCTBEHHbIE apXETUNbI, Cpeam
KoTopblx — [yTb, lopn3oHTanb, Beptukans,
[MepeKpecToK.

TpaKTOBKa CUMBOJIMKW 3NIEMEHTOB
KOCTIOMHOIO KOMMeKca 6a3unpyercs
Ha NPoOBeAEeHUM aHaIOrUK C LWMPOKO
pacnpocTpaHeHHbIMU MUbONOremMamu u
apxeTunamu, Ha NOUCKe 3aM0XEHHbIX B
$opMbl, AEKOP, LIBET, OPHAMEHT CMbIC/IOB.
B laHHOM KOHTEKCTE Mbl MOYKEM BECTU
peyb O CylecTBOBaHMM onpeaeneHHom
CXEMbI CTPYKTYPHOIO NMOCTPOEHUS
Ka3axCKOro HaluMOHabHOro KocTioMa,
NoA4YMHEHHON KOCMOTOHUYECKUM
npeacraBfeHUsM aTHoca. CxemMa 3Ta
OCHOBaHa Ha CUMMETPUYHOM NoAo6UHK
npaBoun U NEBOMN YaCcTeN, OTPAXKEHHbIX
OTHOCUTESIbHO BEPTUKAIbHON OCH, U
HaNN4YMM FOPU3OHTANbHbIX YSIEHEHUI-
ApycoB. 370, OY4EBWUAHO, ABNSAETCS
BblpaxKeHMeM ApeBHENLIEN KOHLIeNUMn
MwupoBoro [lpeBa Kak cBoeobpa3HOun
Moaenu BeceneHHon. MupoBoe [lpeBo
(BanTtepek) onMueTBOpPSET cOO60M €AUHCTBO
BceneHHoW, Urpaet posib NocpeaHnKa
Mexay mupamn. CUMBOJIMYECKHK €ro
MOHO NPeACTaBUTb U KaK BOMNoLEeHNE
o6pa3sa nNnogopoamusa, KeHwWwmHbl, BOrnHu-
MaTepu, a TaKXKe poLoBOro ApeBa.
MNMoHsaTe Muposor lopbl (Kek Tebe) Takxe
CUHOHUMMYHO NoHATUIO MupoBoro [ipeBa.

3Ha4veHune mudonorembl MmMpoBoro
[lpeBa HEOQHOKPAaTHO NoAYepKMBaIU
nccnenoBaresin: «MOXHO CYUTaTb, 4YTO 3TOT
o6pa3 Bo6pan B cebs Bce apxanyeckue
npeacTaB/ieHUs 0 MUpe U Moaennpyet
Co60M COBGCTBEHHO YE/IOBEYECKYIO KYNbTYpY
B uenom» [3, 116]. 3ta mudonorema

daKTUyecKn aBngeTca Hanbonee
pacnpocTpaHeHHOW U TUNUYHONANS BCEN
MWPOBOM KyNbTypbl, B TOM WX UHOM BUae
GuUrypunpys B geKopaTuBHO-NPUKIaAHOM
UCKycCcTBE 60/bLUIMHCTBA 3THOCOB. [peBo,
naogopoaHoe 1 6narogatHoe, XUBOE U
Jlalollee TeHb, HECy4alnHO UMEET TaKoe
60nblloe 3HavyeHne. OHO CNYXKUT CUCTEMOW
OTCYETa, TaK KaK Mo NageHuto ero TEHU
MOHO OnpeaennTb BPEMS CYTOK, MO ASIMHE
TeHW — BpeMs roaa. MNapannenbHo ¢ 3TUM
OHO AABNSIETCS €CTECTBEHHbLIM KaneHaapem:
Nno YUCNy Konel, Ha CNuie MOXHO y3HaTb
KOSIn4ecTBO npouweawnx net. CakpanbHas
ponb [peBa nposiBnsieTcs 10 CUX nop B
0o6bl4ae NoBA3bIBaTh JIEHTbI UM KYCOYKHM
TKaHW Ha ero BETBW. Y NOAHOXKMSA KOPHEN
[peBa poXXAaeTcs XU3Hb, CTBOM U BETBU
crny»aT MecToM 006UTaHUS Pas/IMYHbIX
NTUL, U }KMBOTHBbIX, 3BEPU NUTAIOTCH Y €ro
NOAHOMXWSA ero nnoJamMu, oTabixaloT B

ero TeHu. Tam, rae ectb [ApeBo, AO/KHbI
OblTb BOAa W efa. Bce 370 yka3biBaeT Ha
OrpOMHYI0 posb [JpeBa B 9KOJIOTMYECKOM
CUCTEME, YTO, HECOMHEHHO, HE MO0
0CTaTbCA He3aMe4YeHHbIM KoYeBbIMU
Hapoaamu. PaKkTnyeckn Mmnposoe

[peBo BbICTYMaeT B Ka4eCTBe CTPYKTYPb!,
NpPM3BaHHOW OTAENUTb YNopsaao4eHHoe

oT Xaoca, opraHM30BaTb MPOCTPaHCTBO

W BPEMS B €UHYIO CTPYKTYPY, KOTOPYIO U
Ha3sblBaloT Mupom.

CtpyKTypy Muposoro [JpeBa MOXKHO
YCNOBHO NnoapasaenuTb Ha YeTbIpe YacTu:
- KOPHU ApeBa — HUXHUMA MUP — OyX

NpeKoB.;

- CTBON — CUMBOJ CTabUIbHOCTH;

- KPOHa (BETBU U JINCTbS) — XKUBYLLEE
HbIHE MOKOJIEHHME;

- KOCMOC (He60).

CTtBON 1 BETBM ApeEBa, 0603HAYaloT,
04eBUAHO, MHOroo6pasune CpeanHHOro
MUupa, ero nyten, obnacren u cTpaH, roe
NPOUCXONT pa3BUTUE KU3HU. KOPHMU
[ApeBa oocturatoT iIHa MUPO3AaHUs,
NnoA3eMHOro LapcTBa IpnuK-XaHa.
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BepLlmHon oHO KacaeTcs ronyboro Heba
— o6uTenun TeHrpu, U No BETBSM CyLLeCTBa
BepxHero Mmpa mMoryT crnyckaTbCs B MUP
CPEANHHDBIN.

B ropnsoHTanbHOn nnockoctn MmupoBoe
[peBo 1 NpOCTPaHCTBO BOKPYT HEro
pasaensioTcs Ha YeTbipe 4YacTu, Bblparkas
npeacTaB/ieHne 0 BpeMeHw (YTPo, AEHb,
BeYep, HOUb; BECHA, NIETO, OCEHb, 3MMa) U
NPOCTPaHCTBE (BOCTOK, tor, 3anag, ceBep).

MNapannenbHo ¢ GopMUpoOBaHUEM
o6pas3a MupoBoro [lpeBa Bo3HUKNaA
1 pa3BeTBNEHHAs cucTema
NPOTUBOMNOCTaBNEHUN, UHAYE — GUHAPHbIX

Oonno3nuum:
- IEHb — HOYb;
- IeTo — 3UMa;

- }XU3Hb — CMEpPTb;

- NpaBoe — NeBOE;

- IpIMOE — KPUBOE;

- BEPX — HU3;

- OFOHb — BOAQ;

- My}KYMHA — XKEHLKNHa;

- MapHoe — HenapHoe.

3TK 0NNO3ULKUKN UMEIOT 0co60e
3HayeHUe B He TOJIbKO B KOYEBOW, HO U1
B 06LLEMUPOBOK KynbType. «B cO3HaHUn
APEBHENLLEro YyefoBeKa CNOHTaHHO
C/TIOXKWIUCb @aHTOHMMMYHbIE Napbl (Tak
Ha3blBaeMble 6UHapHbIE OMMO3NLMUK):
«3em1si— HeGO», «TbMa— CBET», «<XxaoC—
KOCMOC», <MHb— SIH» 1 ap.» [3, 152]. B
AaHHOM cny4Yae, Kak Ham npeacTaBnseTcs,
Hanun4me onno3numMim (MPOCTPAHCTBEHHBIX,
CMbICNOBbIX, LIBETOBLIX, GaKTYPHbIX)
onpenenser camy BO3MOXHOCTb
3aKOHOMEPHOro M NPOrpPecCUBHOrO
pas3BuTUSA, 0OYC/TIOBJIEHHYIO HENPEPbLIBHbLIM
NPOTMBOBGOPCTBOM MPOTMBOMONOKHbIX
Ha4yaJl, a TaKxXe BblpaxKaeT NoSHOTY ObITHS.

EcTb 1 60nee YacTHble NpuMepbI
apxetmnoBs. [ToMmruMo o6pa3oB Munposon
ropbl 1 MnupoBoro agpesa, B MUPONOITUKE
KOYEeBHMKOB LleHTpanbHOM A3nK
durypmnpoBana elie U MeHee ynoMmHaemas
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Mudonorema 30/0T0ro Kona (AnTbiH Teek).
Mexay Tem, Mexay obpasamu Mmnposon
ropbl, MnpoBoro apesa 1 30/10TOro Kona
MOXHO MPOBECTU PSAA NPUHLMNNANBHO
BaKHbIX Napannenemn: Bce 3T 06beKThI
MMEIOT ABHO BbIPaXKEHHYIO BEPTUKANbHYIO
HanpaBfIEHHOCTb, GaKTUYECKM NPOHMKAaN
CKBO3b BCe /101 ObITUSA, OT HUKHero o
BepxHero mupa. B6UTbIN BO BeceneHHyto
60orom Heba TeHrpu 30/10TON KON
CKpennseT Bce YpOBHM MUPO3aaHNs
U BASIETCS OCblO, BOKPYI KOTOPOM
ob6pallatoTcs HebecHble Tena. Takum
06pas3oMm, 3TOT OOBLEKT CYKUT LLENN
yrnopsiAoynMBaHng Mupa, npuBeaeHns ero
B CTPOMHYIO CUCTEMY U3 NEePBOHAY4YaNbHOIro
Xaoca. C gaHHon mudonoremMon MMeet
HenocpeacTBEHHYIO CBA3b U 06pa3
30/10TOM 1OPThI, OBOLLENPUHATBINA Cpean
TIOPKCKMX nnemeH. PakTnyecku lopa,
[ApeBo v opTa 6onee oKanbHbl, YEM
30/10TOM KON, OHX B 60NbLUEN CTEMEHMU
oTHOocATCs K CpeanHHOMY, 3EMHOMY MUPY,
Toraa Kak 3onoton Kon 6onee rnobanen,
OH MPUHaANIEXNT BCEM CNIOSIM YHUBEpPCYMa.
lopa u [JpeBo UrpatoT TaKKe YacTHYI0
pOJb: OHU ABNSAIOTCSA NPOBOAHUKAMMU, MPU
NMOMOLLM KOTOPbIX MOXHO OCYLLECTBASATb
CBfI3b MEX Y TPEMS C/IOAMU MUPO3AaHUS,
nepemMeLlaTbCs ¢ OAHOro YpOBHS Ha
Jpyron.

B MMponoHnUMaHUK Ka3axoB uaes
0 TPEX chepax KocMoca, TPEX YPOBHSAX
MUpo3aaHua — BepxHem, CpegHeM t
HuxxHem Mmupe — coBnagaeT ¢ Y1eHEHNEM
CaMOro 4esloBEeYECKOro Tena Ha Tpu YacTu.
Bcé MbllneHne CTPoMnoch Ha aHanorusax:
COJIHLE — 3TO rosoBa, WaHblpaK lopThl,
BEpPLIMHA ropbl, BepxyllKa AepeBa;
TYNOBMULLE — NIY4M COMHLA, YbIKW OPThI,
cepeuHa ropbl, CTBOJ AepeBa; HOrm
— 3emMn4, Kepere, OCHOBaHWe ropsl,
KOpHU aepesa [4, 75]. OTcloaa, B CBOIO
oyepefb, BO3HWKAET AeleHMe KocTioMa
Ha TPY COOTBETCTBYIOLLNX YPOBHS, B



npeaenax KOTopbiX BbIAENAIOTCA OCHOBHbIE
MapKupytolLine anemeHTbl: BepxHui
MUpP — ronoBHoOM y6op, CpeanHHbIN
MUpP—nNosc, HUKHUA MUpP — NoaoN
oaexabin 06yBb. COOTBETCTBEHHO MOXHO
0603Ha4Y1Tb U OCHOBHbIE 30Hbl KOCTIOMa:
CTBOJ1 COOTBETCTBYET NPOA0SIbHOM OCH
4yesloBEYECKOro Tefa; Npu paccMOTPEHNH
$urypbl cnepenm, co CTOPOHI «dacagar,
ponb CTBONA UrpaeT 6opT U3aenus.
[onoBa NOHMMAaETCS Npexae BCero Kak
cocpefoTo4EHNE SHEPTUU U AYLLIEBHbIX
cun. K BepxHemy Mnpy OTHOCKUTCH He
TONbKO 06NAaCTb rO/I0BbI, HO N BEPXHEN
YyacTu Nney u, COOTBETCTBEHHO, FOJIOBHbIE
y60pbl U IOBENUPHbIE YKPaLLEHUS
nne4yeBoro nosica. CpeaHsasa 4actb, Uu
KpOHa — ropu3oHTasibHble ApyChbl KOCTIOMA,
onpeaensieMble ero MHOrOCN0MHOCTLIO,
HanMYMeM OTPE3HbIX AeTaneun, nosca,
pacnosioKeHnem oTaenku, gekopa. C
NOSICHMYHOM 061aCTbIO CBA3bIBANOCH
npeacTtaB/ieHUE O MYXCKOW cune,
noteHuunu [4, 78]. HUKHUM MUp — noaon
M 006yBb. CUMTaIOCh, YTO U3HEHHbLIE
CUNbI NpeXKae OCTanbHbIX NOKUAAOT
HUKHIOK YacCTb Ye/IOBEKA — HOTM.
[ocTaTto4yHo HarnsaHble JoKa3aTenbCcTBa
3TUX COOTBETCTBUIN HETPYAHO Pacno3HaTb
B 3TUMOJIOrMK CNOB, 0603Ha4aloWmX B
Ka3aXxCKOM §13blKe pas/inyHble aeTanu
KOCTIOMa: C/I0BO "Te6e" (BepLunHa ropsil,
MaKylLlKa) ABNSeTCs OCHOBOOOPpa3yloLUM
afeMeHToM 0603Ha4YeHuns roloBHOro yéopa
TebeTen; "6en"— ropHbin XpebeT, cepeamnHa
ropsbl, NosicHMLA 1 "6engik"— nosic; ogHMM
N TeM Xe cnoBoM "eTeri" 0603Ha4valoTcs
NoAoN NnaTbs U MNOAHOXME ropbl.

UTaK, CMMBOJIMKa KaX10ro anemeHTa
OJle bl HANPSAMYIO CBA3aHa C KarKbIM
N3 COOTBETCTBYIOLINX MUPOB, YTO
NpPOsIBNSETCHA B OCOOEHHOCTAX OTAENKM,
MaTtepuana, LLBETOBOrro pelleHus. Nommmo
TPexX OCHOBHbIX YPOBHEWN, TaKKe 0COObIM
06pa3oM MapKUpyoTCs cneayrolme 30Hbl:

BMCOYHasa 0651acTb, rpydb ¥ rOpJ0BUHA,

NOAMBbILLIKK ¥ 3ansacTbs. [1pu aTom
ocobas posb yaensietcs opHaMeHTUKe
W I0BENNPHbBIM M3aenuam. lopioBuHa,
HMU3 PYKaBOB 1 Moo/ o6eperatoTcs npu
NOMOLLM OpHaMEHTaNbHOro AeKopa,
NPensaATCTBYIOLWEro MPOHUKHOBEHUIO
3/1bIX IYXOB B OTBEPCTUS OAEMHKIbI.
JlacToBMLA KaK 3NeMEHT Kposl oTBevaeT
He TOJIbKO TpeboBaHUAM YTUIIUTapPHOCTH
(o6ecnevyeHune cBO6OAbI ABUKEHUS), HO U
MapKUPYET BaXKHYIO MNOAMbBILLIEYHYIO 30HY.
HarpyoHuK-anka, CKpbiBas pa3pes Ha
nnaTbe, TaKXXe OTBeYyaeT 3a 3allUTy ITOM
yacTu Tefla OT criiada Wan NPOUCKOB 3/bIX
[lyXOB.

CooTHeceHKe TOMoNornyeckoro
Bepxa B KOCTIOME U, KaK cneacteue,
rONOBHOro y6opa ¢ CMMBOIMKOM MnpoBOH
[opbl UMEET HECOMHEHHbIN CMbICH.
Oco6eHHO ABHO NOA06GHaa napannenb
npocneXxunBaeTcs B roflIoBHbIX yoopax,
UMEIOLLMX PUTYasTbHbIV XapaKTep, rae Ha
nepeaHui nnaH BbICTyNaeT CUMBOJINKA,
a He 3alMTHas WY yTunuTapHas
dYHKUMSA aTOoro npeamMeTa rapaepoba. B
3TOM KOHTEKCTE 4Ype3BblHaNHO BENMKA
caKpanbHas LLleHHOCTb KOMIMNeKca
KOCTIOMA HEBECThI. PaKTUYECKU OH
006bEeANHSAET B KOHLIEHTPUPOBAHHOM
BMAE BCe MHOroobpasne CMbICOB,
3aN0XeHHbIX B apxetun Muposoro [peBa,
C COOTBETCTBEHHbLIM NEpPEeHECEHNEM
W COXpaHEHUEM ero ceMaHTUKU. Kak
yXKe roBOpUIOCH Bbllle, pUTyanbHbIN
KOCTIOM CYyLLECTBEHHEE HAMNO/HEH
CUMBOJIMYECKMMU 3HAYEHNAMMN B
CpaBHEHWU C NOBCEAHEBHbLIM ObITOBbIM
KOCTIOMOM. A B TpaaULMOHHOM cBafebHOM
KOCTIOME CaKpanbHOCTb, HAMNOMIHEHHOCTb
BHYTPEHHMMMU, HO NErKO CYUTbIBAEMbIMMU
HOCUTENSAMM KyNbTyPbl CMbICNaMMU,
[loCTUraeT cBoero anores. MHavye roeops,
KOIMYECTBO CUMBOJIOB Ha eAUHULLY
KOCTIOMa CTaHOBUTCS MaKCUMasbHbIM.
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CBafebHbIv roN0OBHOW Y60OP HEBECTDI
CoyKesle aBMgeTcsd Hanbosiee MHTEPECHBIM
1 NOKa3aTe/ibHbIM M0 CBOEN CEMaHTUKE.
CvMBOIMKa KOHYCOO6pa3HOro roloBHOrro
y6opa, Bonnouiatouero o6pas Mmposon
ropbl, CyllecTBoBasia y»e B KocTioMe
CaKCKOro nepuoga, 4eMy Mbl HaXo0AnMM
NoATBEPKAEHNE B BUAE MHOTOYUCIIEHHbIX
NaMATHUKOB MaTepuanbHON KybTypbl
TOro nepuoja: 3To KaMeHHble penbedsbl
BexncTtyHCcKon Haanucu, n3o6parKeHns Ha
JINTbIX M YEKAHHbIX MeTa/l/IM4ECKUX cocyaax
cKuooB lMpuyepHomopbs u NepegHen A3nu
W, HAKOHEL,, B KOCTIOMHOM KOMIJIEKCE
3onoTtoro Yenoseka 13 KypraHa MccblK.

B cuny KoHnyecKon Gopmbl
coyKene aBnaeTcs, B NepByto oyepeapb,
Bblpasutenem mudonorembl Mnposom
lopbl. Ocob60e 3Ha4YeHME 3aN0KEHO
B TEPMUH CayKese 3TUMOJSIOTMYECKM.

o cBOEMY 3HAYEHMIO CNIOBO
pacnajaeTtcs Ha [IBe YacTu: «cay» U
«Kene». «Cay» —ULeNbHbIA, CBET/bIN,
CHSIOLLIMIA,BO3BbILLEHHbIN, a «Kene» —
BbllIKa,BEPXYLIKa, 6allHSA, OKPYKHOCTb.
OnoHaKo«cay» — 3TO U NoXenaHue
300POBbSA,HEBPEAUMOCTH, MNOLOBUTOCTH,
a «Kefle»—rnponsBogHas OT TepMUHa
Kynax,0603Ha4atollero caMble pas/inyHble
BWblILWIAMNOK B 30p0ACTPUMNCKOM

nexneBn MHOBOMEPCUICKOM S3blKe

W LWUMPOKOBOLWeALWero B TOPKCKYIO
TEPMUHONOMMIOKOCTIOMA (Kene, Kiono,
rrone, Kynox—OoCTPOKOHeYHas Wwarnka B
COBPEMEHHOMTIOPKCKOM) [5]. 3TO MOXKHO
NOHMMaTb KaKB MPsIMOM 3Ha4YeHun
(onucaHue BHeLWHeroBuaa rofloBHOro
ybopa), Tak U BNepeHOCHOM (€UHCTBO
Mwuposoi lopbl Muposoro pesa). [pu
06beANHEHUNABYX YacTUL, U AOCIOBHOM
nepeBoaeno/iydaem: caykene — custolas
BepLIMHaNIN OCTPOKOHEYHas WankKa,
Japylowan3nopoBbe, 61aroieHCTBUE
MNI0ao0BUTOCTb. HeKoTopkle
nccnenoBaTenMCoOOTHOCAT KOPMyC caykene
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¢ MupoBow lopo#, HaBeplLne N3 NnepbLeB
— ¢ MupoBbiM [peBom. LlenbHOCTb
Bblpa)aeTcs TaKKe B eIMHCTBE Tpex
YyacTen, He 3HaYUMbIX B OTAENbHOCTH,
HO KOMMIEKCHO 06pasyoLInX eanHbIn
06BEKT: EHLIMNHY-MaTb, BceneHnyio.
«CeMaHTHKa coyKenie —eMHCTBO MuUpoBOM
lopbl 1 MupoBoroapesa (KOHyc y6opa —
MupoBas ropa,nepbs punmHa — Mupooe
apeso).CoyKesne Ha HEBECTE U eCTb
0603HaYeHNETPUEAMHCTBA MUpa, TpH
YyacTu KOTOPOroHMYEro He 3Ha4yart camu
no ce6e: NN bBMECTE OHMU CO3atoT HEYTO
HOBOE: MaTb-BCEJIEHHYIO, HEBECTY» [6, B63].

Ecnu HeBecTa He UMEET cayKere,
3TO PaBHO3HAYHO €€ NPUHAANEKHOCTH
K HU3LLEMY CNOI0 HaceneHus [6, 63].
NMeHHO cayKene HECET B cebe Harpyaky
COOO6LLEHUSA C BEPXHUM MUPOM U
ABNAeTca NnogobuemM MMPOBOTo ApeBa,
nepbs GUINHa — ero BETBMU, NO KOTOPbIM
CnycKatoTcs Ayln He poaAMBLINXCS NIOAEN U
BXOAST B YTPOObI XEHLMH, 6EpEMEHEIOLLMX
nocne atoro [7, 31 — 32]. Upesa ceaAsun
rosoBHOro yé6opa ¢ NocpegHUyYecKon
dYHKUMEN B Nepeaaye 4enoBeKy «ayll
3apojblllen», BEPOATHO, CylecTBOBana
B lOxKHOM CBUpKU € rNy6oKoM APEBHOCTH,
3TUM OODBSACHAETCS NPUMEHEHNE
rONOBHOIO y6opa, Kak 0693aTe/lbHOro
aTpubyTa MHOIMX LIaMaHCKUX pUTyanos.
CoBepluas nyTeliecTBMe B BEPXHNUI
MWP, WamMaH nony4yan aywun-3apoabiim
«KYT», YTOObI 3aTEM nepenaTtb UX IOAAM.
YenoBeK, NPMHMMaIOLWMIK KYT, Kan nepeq
LlamMaHoM LankKy. ToT Haj HEW CUNbHO
6un B 6y6eH. «Hepes To coobuiaeTcs
YyenloBEKY 3apo/blll AN AETOPOKAEHUS»
[8, 176]. BepoaTHO, 3TOT e CMbICN
3a0EeH B MHOTOYMUCNEHHbIX OKYHEBCKNX
N3006paXKeHUAX 4enoBeKonoao6HbIX
CyLWEeCTB B rofloBHbIX y6opax, «CBA3aHHbIX C
Bepxom» [8, 177].

CumBOIMKa NNoaopoans B
coyKese pa3Hoobpa3Ha. HekoTopble



nuccneagoBartenuy nosaratort, 4To
CTMNN30BaHHbIE Y30Pbl B OTAENbHbIX
3NeMeHTax JeKop aBNaTCS
CTMNN30BaHHbIM N306parKeHNeM
JpeBHea3naTcKom 60rMHM N1oaopoauna
AHaxuTbl. OMH N3 rOI0OBHbLIX Y6OPOB
YKpPALLEH IOBETMPHbIM N3006paXKeHNEM
ro/IoBbl pblBGbl — 6anblK 6ac, 4To
0603Havano noxenaHve 6n1aroeHCcTB1S.
CongipHasi CUMBOJIMKaA TaKKe
npeacTaBfieHa 04eHb XOPOLWO B

MHOIOYUCNEHHbIX OBEJIMPHbIX YKPaLUEeHUAX:

[WCKax, B cepaLeBHHY KOTOPbIX
BNpaB/ieHbl KABOLWWOHbI, B BUAE cnupanen,
KPECTOBUHbI, PO3ETKK. MicnonbaytoTes
3/IEMEHTbI KyH Cayfeci — CONHEeYHble
NY4M, WIMKKAH KYH — BOCXOA COMHLA, KyH
KO3i — rnas conHua, am rysi — fIyHHbIN
LLBETOK M Np. [eOMeTpUYECKMNE INEMEHTDI
AeKopa TaK¥e MMeoT CUMBOJIMYECKYIO
NoAOMNJIEKY: TPEYroNbHUK — obeper; poM6
— CMMBOJ N10J0POAUS; KBagpaT — CUMBOJ
Matepu-3emnu (HKep-AHa), nomaHas
3ursaroo6pasHas IMHUS —M306parkeHne
rop.

[leKop B OCHOBHOM COCpefoTO4YEH Ha
nepeaHen, NMLEBOM YacTu coyKene. Ha
BOMNOYHbIN KapKac, 06TAHYTbIN TKaHb!o,
NPUKPENNSIUCE 3NEeMEHTbI IOBEIMPHOrO
[eKopa 13 cepebpa, NO30J04EHHOIO
cepebpa 1n 30/10Ta € NoNyaparoLeHHbIMU
Unn gparoueHHbIMU KamHaMK. «CBoboaHoe
noJie N1acTMHOK OTAeNbIBaNoCh
BbIPOBHEHHbLIM OPHAMEHTOM, K HUXKHEMY
Kpato NpuKpennanock ABa paja
MEeTaNIMYECKMUX NO30JI04EHHbIX GUTYPOK
619X C HUTKOM KOpasnioBbix 6YC Mexay
HuMn» [9, 110].

AnemMeHTaMu OTAENKU CayKene
OblIN HaYLWIHWKK — anKaH, 6orato
AEKOpPMPOBaHHble, U MOABECKM KaKTay,
KpenuBLIXecs BO3JE HaYLHUKOB U
CcOCTaB/IEHHbIE N3 6ONbLLOro Ynucna
HUTen 6yc, Yallle BCero Kopasnsios 1
Kemuyra (34ecb Mbl ONSATb BCTPeYaeMcs

C CUMBOJIMKOM 3TUX LBETOB KaK
EHCKOro Havyana v 4eTOPOXKAEHHUS),
Ouplo3bl (CUMBOJ B1aronoyyus, ycnexa,
noxenaHua 340p0oBbS), NOABECOK M3
30/0Ta n cepebpa, 4acTo B BUAE MOHET
, @ TaKXKe KUCTEN M3 LLENKOBbIX HUTEN
— Mallak, TakXe UMEBILLNUX 3Ha4YeHUe
obepera. B cucremy gekopa coeykene
MHorAa BXOAMMU MSTIOCKUE BUCOYHUKH
LIEeKeNiK — TpeyrosisHon GopMmbI,B

BWE NUCTa UK NenecTKa, B BUae
cnupaneBUaHOro AMcKa — CONApPHOro
cumBona.

HekoTophble coyKene yKpalleHbl
HaKnagHbIMK NacTMHaAMW MaHaanLwa,
pacnonoKeHHbIMKU Haao N6oM U B
BEPXHEW YaCTn KOHyca cayKene. B jaHHOM
clly4ae MOXKHO NPOoBeCTU Napanienu c
KOHYycOo06pa3HbIMK rofI0BHLIMU y6opamMu
CaKoB, KUMYaKOB M MOHI0J10B, TaKKe
UMeL MMM NoA06HOE HaBeplLIne,
BbICTyMatllee B KayecTBe CUMBONA
BepxHero mupa.

[MpocneanTb OCOBEHHOCTH BblparKeHUs
naeun o Tpex4yacTHOM CTPOEHMU MUPa B
CBaJle6HOM KOCTIOME Ka3ax0B MOXHO Ha
npumepe KomnineKkca KocTioMa HeBECTb,
npeactaBneHHoro B akcnoauunu LIFMK.
OH BKNIOYaET B cebs 6GapxaTHOEe nnartbe-
Kennek, xanat-wanaH, nepexsa4yeHHbl B
Tannn HabopHbIM NOsSICOM, U cayKkene. 1
nnaTbe, 1 WanaH BbINONHEHbI N3 6apxaTa
HacbllWEeHHOro 60pA0BOro UuBeTa n 6orato
JIIEKOpUpOBaHbl. HeTKO npocnexuBaeTcs
carutranbHas 0Cb CUMMETPUMH,
nogyepKHyTas BEpTUKanbHOMW NONOCON
BbILLUMBKK, OOLINTbIMW NO3YMEHTHOMN
TeCbMOW 60pTaMK pacnallHoro wanaxa,
a TaKXe psaoM BepTUKanbHbIX 3aCTEXEK-
KarncbipMa, KOTOpPblE CKPENaIoT He
TONbKO 60pTa xanata, HO ¥ FOPIOBUHY
nnatbs. O6nacTb TanumM 0603Ha4YeHa
KPYNMHOM cepebpsiHON NPsXKKOM nosica,
KOTOPbIN AENUT KOCTIOM Ha [IB€ paBHble
nonoBuWHbl. CakpanbHbli HU3 0603Ha4Y€eH
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BbILUMBKOW BAOMAb N0AONa nnatbs (6opatop
METPUYECKHM BbICTPOEHHOIO OPHaMeHTa
C BEPTUKa/bHbIMU OCSIMWU CUMMETPUMN) U
HUTAHOM 6axXPOMOM, MPULLNTON K NoJosY
XanaTta — 3TOT JIOXMaTbl, HEPOBHbIN
HK3, cornacHo b. A. U6paeBy [10],
COOTHOCUTCH C HMKHUM MUpOM. BeH4yaeT
KOCTIOM CayKene BbICOTOM 0Koso 50
CM, C 3aKpYrNeHHbIMMW IONAcTIMMU,
BbILINTbIMK 30110TOM. KapKac coyKkene
0OTAHYT 6apxaTomM M AEKOPUPOBAH
cepebpsiHbIMU HaKNaKkamMu co BCTaBKaMu
N3 cepaosivKa, a TakKe nogBeckamu n3
Kopannos, naylmMmu B10Sib BCEro Kopnyca
[10 CaMOro HU3a cayKene. bopaosbin
(TEMHbIM KpacHbI) UBET U 30/10TOM IEKOP
BblpaaloT naeto NJ1o40poanS, KaK U
OpHaMeHTallbHble MOTUBbI, COCTOSILIME
NpPenMyLLLECTBEHHO U3 3/IEMEHTOB B BUAE
CTUIN30BAHHOro 6apaHbero pora (Kowkap
MYWHi3). HU3 ronoBHOro y6opa 06LWNT MEXOM
— ele ofjHa OTCblNKa K HUKHEeMy Mupy,
BEpPXYLLKa yKpalleHa YKi — My4KoM nepbeB
duUNMHaA, MapPKUPYIOLLMM BEPXHUN MUP.
Taknm 06pa3om, 04EBUIHO, 4YTO CayKene
BM3yalsibHO BOMJoWaeT Uaeko TPeEX4acTHOro
CTPOEHUS MUpPa U COOTHOCUTCA C
mMudonoremon Muposomn lfopbl.
MopaBnstoLiee 60/bLLMHCTBO
XPaHAWMXCA B My3enHbIX poHaax
coyKesnie uMetoT GopMy YCEHEHHOrO
KOHyCa, HO MHOrAa BCTpeYvatoTes 1
CoyKeJle C 3a0CTPEHHBLIM BEPXOM,
JIMWEHHBbIM B 3TOM C/ly4ae HaBepLunsa ns
nepbeB. TaK¥Ke He Bce CoyKeNle UMetoT
cepebpsiHoe HaBepLume-Tebe. Hus
COyKeJle MOXET MapKMUpoBaTbCs HE TOJSIbKO
NOJIOCON Mexa NN HUTSIHOM 6axpoMowu,
HO WU GaxpoMyaTbiMU CTPYKTYpaMu,
COCTaB/IEHHbIMM M3 60MbLIOIO YMUcna
MeTannyeckmnx agetanen. benbin LBeTt
Bya/n-KenekK, KpenuBLLENCS K HaBEpPLNIO
CoyKesle U ABJISBLLENCS BaXXHOW YacCTblO
cBagebHoro obpsaa, HecnyvyaeH. 310
CUMBOJ1 MaTEPUHCKOIro MoJsioKa, BepxHero
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MWPAa, a TaKKe YUCTOTbl U HEMOPOYHOCTH
HEBECTHI.

CemaHTHKa coyKere elle 6onee
yCUMBAETCH 3a CYET pUTyasbHOM
@QYHKLWU, BbINONHEHUS 06PAA0B, UMEIOLLUX
peBHEE NPOUCXOXKAEHME M YPE3BbIYANHO
HacCbILLEHHbIX Pa3HOO6Pa3HbLIMHU
CMbICNlaMu, B TOM YUCTIE — MOXKeNaHUSaMHU
6narononyyus, NNoAOPOANS, yaau M.
CornacHo K. HypnaHoBo#, «CBaae6HbIM
06paa... BKAOYaeT B cebsa npexae
BCero UcnpolleHne 61arocnoBeHus
NYHbl U 3Be3/;: "alblH" TYCbIH-OHbIHAH,
"YKYNAbI3bIH" TYCbIH-COJibIHAH — NlyHa
nycTb 61arocnoBeHHO B30MAET cnpaBa
Ja 3Be3/bl 61arocnoBaT cneBa. 06psaa
obpallleHns K CBETUIaM pacKpbliBaeT
npeacraBieHuns YenoBeKa 0 «CpejMHHOM
MWUpE», rae «NOA3EMHbIN» U «HEGECHbIN»
MWPbl ypaBHOBELLEHbI B 06LLEN KapTUHE
MuposadaHus» [11, 21].

CuMBOSIMKa KOHYCOOBpas3Horo
MYCKOIO rO/I0BHOI0 yO60opa anbipKannak
(KOTOPbIX MOET OblTb COOTHECEH C
apxeTunuMyeckum obpasom Muposom
[Opbl) BblparkaeT uaeto Benmyus,
MOHYMEHTaNbHOCTH, BO3BbILLIEHHOCTH
N TOPKECTBEHHOCTU. C 3TUM Hanpsamyo
CBfi3aHa TpaauLMs HOLWEHUS 3TOrO
roNOBHOIO y6opa npeactaBUTENs MU
B/1aCTH, BbICLLErO COCNoBMA. B HECKOMIBKO
MEHbLLEN CTENEHM BOMNNOLWAET 3Ty Uaeto
06bIYHbIN MYXCKOWM BOWMSIOYHbIN Kanmnak —
Hacneane ckudo-CakCKOM KynbTypbl.

Kynonoo6pasHas popma TaKKe
SABNAETCA OAHUM M3 apXeTUnoBs
HOMaJM4YEeCKOM KyNbTypbl: OHa MOXET B6bITb
MHTEpPNPETUPOBaHa KaK apxeTun Heb6eCHOM
cdepbl, CMblKaoLWENCS C 3eMHOMN TBEP/IbIO
W OCYLLECTBAISIOLLEN B3aMMOCBA3b
Mexay 3€MHbIM U HEGECHBIM MUPaMMU.
[JaHHasa cMMBONWKa BO3HUKa 6harogaps
HabnoaaTelbHOCTU KOYEBHUKOB U
KIMMaTU4ECKUM U reorpadmnvecKkmm
0COBEHHOCTSM, M3-3a KOTOPbIX HE60CBOA



B MOroXX1n ieHb BUANUTCHA AENCTBUTENBHO B
BUae nonycoepobl.

b. A. 6paes [10] npoBOAWT Napannenu
He TONbKO Mexay GpopMoobpasyoLnMK
XapaKTePUCTUKaMU rofoBHOro yéopa
(cpaBHMM Kynonoobpa3sHyto dopmy
rofI0BHbIX y6OPOB, B HaCTHOCTU — LLAMKMK-
6epiK, n GopmMy HOPThl, a TaKKe HEGECHOrO
CcBOfa), OH HaJenseT 3Ha4eHNEM «KyT-
dapH» 1 MaTepuan, n3 KOToporo GbiIu
N3roToB/EHbI 66PIK, ThiMaK, Aandan u
JIpyrue wanku: pyHo ondaTb BbICTynaeT
B POSIN CUHOHMMA XU3HEHHOW CUJIbl U
nnogopoaus. Hannume BepTnKanbHOM
OCH, NOAYEPKHYTOM HaBEPLLIMEM-YKi Ha
}EHCKOM roJIoBHOM y6ope, onaTb XKe,
COOTHOCHWT roN0BHOW yOOp ¢ 06pa3om
MwupoBoro apeBa.

Ecnu ronoBHoM y6op npefcraBnget
Cco60# B NOHUMaHUN KOYEBHUKA
CpeacTBO NOJlyYEHUS N3 BbiCLLIErO MMUpa
6narononyyus, NN1ogOBUTOCTH, ABNSETCSH
CUMBOJIOM 3a4aTus 1 3a/10roM ByayLLmxX
POXKAEHWUI, TO MNOSIC ABNSETCH MapKepom
MeCTa /IoKan3aLnmn Noay4eHHoro 1
COOTHOCUTCS C DYHKLIMEN POXKAEHUS
*U3HU —MpU3HaKom CpeanHHOro mmpa
— MUpaobuTaHus Ntoden, npeacratowero
HEKMMCBSA3YIOLWUM 3BEHOM MEXAY
BepxHuM nHWHUM Mupamun. MHorme
nuccnegoBatenMHeoOHOKPaTHO
noag4yepKMBannMB3anMoCBs3b Nnosica
N MapKMUPYyEMOMKUM 30HbI TeNa co
CNOCOBGHOCTbIO KAETOPOXKAEHMIO. Y Ka3axoB
n B o6psifax,u B TEPMUHONOMMK NOSIC
BbICTYNAeTBMECTU/IULLEM KUSHEHHOIO
noTeHLKnana,3akNto4eHHOro B NosiCHULLE.

Ponb nosica B KOCTIOME MYXUMUHbI
noayepKMBanachb U pevyeBbIMU 060POTaMMU.
Camo ¢/10BO «6efi» 03HA4YaeT MOSICHULLY,
Tanuto, CNOCOBHOCTb K IETOPOMKIEHUIO.
«benrini» — BUAHbIN, USBECTHbLIN, «BeNAi»
—OCHOBHOWM, NOSICHOM, CUNIbHbIN. O
CaMOMIMPOAYKTUBHOM BO3pPacTe MyKUMHbI
roBopsaAT: «6en opracbiHaa», 4OCIOBHO

«B CepeaMHe», «<B pacLBeTe NOSCHULLbI».
BbipaxeHus «6en KeTTi», «6encia»
0O3HauyaloT «yLuna, ocnabna My*cKkas cunar
[12, 62]. HenoanosicaHHOCTb ANS MYX4YMHbI
WK IOHOLLIM 03Ha4vana 6ecnonocTb,
6ecxapaKTepHOCTb, HEU3BECTHOCTb,
HeonpeaeneHHoCcTb: «6enbeycia» —
«yenoBek 6e3 nosica» [13, 20]. Takxe nosic
B 9TOM KOHTEKCTE HanpsiMyto CBA3aH C
BOCnpoussoaswen GyHKUNEN MyXUYUHbI.
HWXXHWI ypOBEHDb B KOCTIOME CBSA3aH
C NpeAcTaB/IEHUAMM O NOTYCTOPOHHEM
MUpe, 0 NOA3EMHOM OBUTaNNLLE MEPTBbIX
W rOCNOACTBYIOWIUX HAZ HUMK Bparkae6HbIX
[yXOB U 6OXECTB. YPOBHIO HUKHEIO MUpa
B TPaAULIMOHHOM KOCTIOME COOTBETCTBYET
noAaos, Nonbl O4eXKAbl, a TaK e 06yBb.
MpuHaanexHoCTb TaKKX AeTanemn
KOCTIOMa, KaK nofon 1 noJsibl ogexabl,
K 30HE, COOTHOCSILLLENCS C CaKpabHbIM
HWU30M, HE UCK/TIOYaET 3a/I0KEHHYIO
B HUX CUMBOJIMKY pa3MHOXEHUS, TaK
KaK Ayluu eLle He poaMBLLMXCS Niogen
TaKXe HaxoaaTcsa U B MUpe MEPTBbIX,
60 XMBble — 3TO BON/OLLEHWE paHee
YMEpLLUKX, COBEPLUAIOLLNX N3BEYHbIN
KPYroBOpPOT, pOXKaasicCh, ymmupas v
BO3BpaLllasich K *uBbiM [13, 31-32].
CooTHeceHuMe 06yBM C 3eMHbIM Havyaiom
onpeaensieTcs npexae BCero Tem, 4To
OHa ConpuKacaeTcsi C MOBEPXHOCTbIO
3EeMJIU, NOJ KOTOPOH — HMXHUIK MUp,
LLapCTBO CMEPTH, Kyaa CNyCcKaloTes Ayl
YMEPLLIUX, U UMEHHO Hanuymue obyBu
SIBNSETCS onpeaeneHHon 3aLMTon
OT CNy4anHoro, NpexaeBpeMEHHOro
nonajgaHus B 3TO LApcTBO. HecnyyanHo
B AeKope o0byBu —Tydenb "Kebic",
canor "Maci" 1 "cantamaeTiK" — Mbl
BCTpeYaeM 3Ha4YUTENbHOEKOINYECTBO
OpHaMEHTaNbHbIX 3JIEMEHTOB
pacTUTENIbHOIO U XXMBOTHOIO XapaKTepa.
TonepaHTHOCTb, CBOMCTBEHHas
KOYEBOW KyNbType, iBUacb MOLLHbIM
GaKToOpOM pa3BUTUSA, BCeraa oCTaBnsAs
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MECTO 4719 NosBIEHUS MHHOBAUMK, a
TaKXe AN aBTOPCKON UMNPOBU3aLINK,
HO — B PpaMKax TpaguLni, CTIOKUBLLMXCS
nctopmnyeckun. Hosoe Bceraa
BHeApsieTCs He KaK oTpuLaHue
TpaguLMKN, HO KaK 1X NoATBEPKIEHUE,
noagKkpennenune, oboraweHue. Tak, naee
rOPU30HTaSIbHOrO YIEHEHUS COOTBETCTBYET
pacrnpocTpaHeHne BO BTOPOH

nonoBuHe XIX BeKa ¥eHCKUX nnaTbes

C MHOrosipyCHbIMM 060pPKaMu (KOCETEK,
UNK «nnaTbe € ABYMS NoJoiaMn»),
06yCcnoBieEHHOE BANSHUEM FrOPOACKOM
MO[bl.

Eule 6onee ycunnealoT CEMaHTUYECKOE
NPOCTPAHCTBO TPaAULIMOHHOIO KOCTIOMa
TaKkue ero coctaBnsolLmMe, KaK LBET,
MaTtepuan, 1EKOP N OPHAMEHT.

B TpaguLUIMOHHOM Ka3axCKOM KOCTIOME
0COOEHHO BEJIMKO 3HAYEeHMUE LiBETA.
AnemMeHTapHble LBETOBbIE OMNMNO3ULMK
UMEIOT apXanvyeckum xapakrep, obnagatot
CMbIC/I0BOW MHOTOMIaHOBOCThLIO.
Mmob6anbHas uBeToBas TpmMaaa
«Benbli-KpacHbIK-4EPHbI» ABNAETCSH
BaXKHbIM CPEACTBOM BbIParKeHUs naen
TpaaAULMOHHOM MUDOMNOITUKM, rae
KaXkIoMy LiBETY COMNoCTaB/IEH CBOM
3/1IeMeHT B KOCTIOME U, cnegoBaTtesbHo,
CBOW YpOBEHb MUpPO3aaHua. CUMBOMKA
LuBeTa B TPaAULMOHHOM KOCTIOME UMEET
0COBEHHO rMy6OKNE KOPHU: MOXKHO
npocneauTb Napasnnenn KonopucTM4ecKoro
CMMBOJIN3Ma C UCKYCCTBOM CaKOB,
TIOPKOB, KMMN4YaKoB. MHOrne UBeTOBbIE
KOHCTaHTbl 06YC/IOBNEHbI BIMSHUEM
TeHrpnaHctea. C ApeBHENLLNX BPEMEH
6enbli accoLmmpyeTcs C BEPXHUMMU
NOTYCTOPOHHUMU chepamMun, HEOGOM,
AHEBHbIM CBETOM, 3a4acTylo — C
HebecHbIMUK cBeTUNamu. CornacHo
BEPOBaAHUAM TIOPKOB, 6enbli — MaTb
LLBETOB, OT KOTOPOM MNPOUCXOAT BCE
ocTanbHble. «Bce cBeTnoe n obpoe,
6naronpuaTHoe A5 Hapoaa TIPKK
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nmMeHoBanu 6enbiM... born BepxHero
MWpa Bcerga B 6esblx ogesHusax. lNoatomy,
}enasi IPUHECTU CUMBOJTMYECKYIO KePTBY
npaBeaHbiM 60ram, TIOPKK NPUBA3bIBAIU K
CBSALLEHHOMY IEPEBY KYCOK 6101 TKaHW»
[14, 95].

BonbLIMHCTBO UccneaoBaTenen
npucBanBaloT KpaCHOMY 3Ha4YeHKWe OrH4,
COJIHEYHOM CTUXUK. Kpome Toro, KpacHbii
ABNAETCA Bblpa3uTeNeM y3 poacTea
N CBSA3M MOKONIEHUMN, CUNbI, SHEPTUH,
pagoctn. KpacHoMy NpunucebiBatoT U
LienuTenbHble CBOMCTBA.

YepHbIn UBET 9BNAETCH
ambuBaneHTHbIM, eMY NpUCyLLe ABOSIKOE
3Ha4YeHUe — KaK MoJIoKUTENbHOE, TaK U
oTpuuatenoHoe. OgHO U3 CEMaHTUYECKUX
3Ha4YeHUM YepHOro npeanonaraet
CB$I3b 3TOrO LBETA C NJ1040POAHOM
no4Boun, 4epHo3eMoM. [lepBUyHOE
3HaYeHMe YEPHOro — TaKKe oTpaKeHne
Ha4yanbHOro 3apoAbllLEBOro COCTOAHUS
BCeX npoueccoB. B TIOpKCKON MUdonorum
3TOT LBET UMEN NMPSAMOE OTHOLLEHNE K
3arpo6HOMY MUPY U K ero Bnagplke — 6ory
3pnunKy [14]. TeM He MeHee, B 60/1bLLIOK
Macce YepPHbIM B Ka3axCKOM KOCTIOME
MCMNoNb30Bascs 0BOJILHO PeaKo,
NPUYEM B MYXKCKOW ofexae — Jalle,
yeM B XKeHCKoW. [pn aTom B geKope
0653aTeNbHO NPMMEHSIAacb KOHTPACTHasN
OTA€e/Ka, BbllIMBKa 30/10TOM, cepebpom,
KpacHbIMW UK 3eIeHbIMWU HUTKaMK. 3T0
rOBOPUT O KOMMIEKCHOCTU CUMBOJIMYECKOMN
COCTaBNSOWEN LBETA B KA3aXCKOM
KOCTIOME.

CvHWUIM KaK uBeT Heba TaKKe
accoumnpyetca ¢ BepxHuM Mupom.
[ony6on u ero Bap1aumn B TIOPKCKOM
KynbType — CMMBON 60XKecTBa TeHrpu
[14]. ChHMIA 1 dUONETOBLIN, UMEIDLLINE
TPaHCLUEHOEHTHbIN XapaKTep — TaKkKe
LiBeTa MUCTUYECKOIO Co3epLiaHuns,
NPUOBLLEHNSA K BOXKECTBEHHOWM CYLLIHOCTH.
ApKo-3eneHbli LIBET BCTpeYascs



NPEeMMyLLECTBEHHO B KOCTIOME
MONoaexun 6narogaps cBoen NnepBUYHOM
CUMBOJIMKE — KaK LIBET MOJIOZOM TpaBhl,
BECEHHEN CTeNu, CBEXEN NINCTBbI OH
ABNSANCS Bblpa3uTenemM pa3BuUTUS, POCTa,
onpeneneHHom He3PenocTu.

OTTEHKM CUHETO, UCMOJIb3YEMbIE B
Ka3axCKOM KOCTIOMe, pa3Hoo6pasHbl —3To
1 6MPI030BbIN, N HACIWEHHBINIOYO0H,

W farke ynsTpamapuH. BykpalleHnsx

N QypHUTYpPE KaMHU CUHerouBeTa
MCMNoJIb30BaIUCb O4EHb 4acTo,MNpu

3TOM UX CUMBOJIMYECKOE
3Ha4YeHUebbIN10 Ype3BblHaNHO BEIMKO —
ounptolasBnsanach noxenaHWem yaayu,
300poBbs,6narononydunst. Candup, Kak
CuYMTanocb,AaBan OTAbIX yCTanomy Teny.

Oco6eHHOCTU KOYEBOW KYNbTYPHhI,
3aK/ovatolmecs B HeNpepbIBHOM
nepemMeLeHnn, B OTCYTCTBUN MPUBASKK K
onpeaeneHHoMy MecTy, npegonpeaenstor
0cob0e, HECBOMCTBEHHOE OCeaIon
KYNbTYpe BOCNPUATUE NPOCTPAHCTBA
n BpemMeHu. Mndbonoatnyeckume
npeacTaB/iEHUs O XapaKTepe BPeEMEHU U
NPOCTPaHCTBa Hall/In CBOE BbipaxeHue
NPenMyLLECTBEHHO B IEKOPE NU3LENNN:

B JIEHTOYHOM M KPYroBOM KOMMNO3ULIUSX
OpHaMeHTa, B CUMBOJIMKE OTAESNIbHbIX
MOTUBOB M 3fieMeHToB. CyllecTByeT

Lenas rpynna apxetmnos, 0603Ha4aoLWmX
NPOCTPaHCTBEHHbIE U BPEMEHHbIE
CTPYKTYpbIL. [ynbcauuns }U3HU, €€ PUTM,
6er BpeMeHn oTobparkeHbl B JEKOPATUBHO-
NpPUKIagHOM UCKYCCTBE Ka3axoB
nocpeacTBOM OpHaMeHTUKN. Kak nepuogbl
CTaTUKK B KOHYEBOM 006pa3e XM3HU
4yepeayTcs C NepruoaamMun ABUKEHUS,

TaKk 1 B TpaAnLMOHHOM KOCTIOME
YyepeayTcs 0HOPOAHO OKpalLEHHbIE U
NPUYYLIMBO AEKOPUPOBAHHbIE MJIOCKOCTH,
NOBEPXHOCTH, NpOCTpaHcTBa. MoTUBbI
JIEHTOYHOr0 OpHaMeHTa NOBTOPAIOTCA
METPHYECKM, ynopsaoyeHHOo. CnupanbHble
3JIEMEHTbI MOTYT 6bITb COOTHECEHbI C 6EroM

BPEMEHMU, C COSTHLLEBOPOTOM,
¢ pa3sutuem. OpHaMmeHTanbHble
KOMMNO3MLMKU NEHTOYHOW CTPYKTYPbI
accouumpytoTes ¢ Mudonoremon

[oporu, yctpemneHHoun Bnepea, Mytu

no 6eckpariHen uBeTywen ctenun. 310
3BYy4YaHue ellle 6onee ycunmBaeTcs 3a

cYeT 60/1bLIOro KoNMyecTBa 3/1EMEHTOB
pacTUTENbHO-300MOPGHOIo XapaKrepa,
n3o6paxalolnx niogopoane cTenu,

ee 6oratylo 1 pa3HO06Pa3HYIO KU3Hb.
[MoNUXPOMHOCTb BbILNMBKK B 3TOM

c/lyjae TaKxe BOnJowaeT B cebe naeto
pa3Hoo6pa3ns n N306UINA LIBETYLLIEH
KMU3HW, PagocCTb NpebbiBaHMS B LBETYLLEM,
KpaCco4yHOM MUpe.

PacnpocTtpaHeHbl B AeKkope 1 06pasbl
KOCMOIOHMYECKOro XxapaKrepa, B NepPBYO
oyepeab — ConHue, JlyHa, 3Be34bI.
Oco6eHHO aKTyanbHa CUMBOJIMKa
COJ/THEYHOro AMCKa. TaK, opHaMeHTasbHbIN
Kpyr, pacrnonaraBLlIMCS Ha CNIUHKE
MYXKCKMX XanaTtoB, 0603Ha4YaEeT COJSIPHbIN
3HaK 1 9BNSIET COOON APKUIN NpUMep
MCMNO0/Ib30BaHUSI KOCMOTOHUYECKOIro
OpHaMeHTa B BbllWWBKE. BoobLle He
TOSIbKO AMUCK (B TOM YMCNE U KaK CUMBON
NOMHOThLI U COBEpPLUIEHCTBA MUPA), HO U
3aMKHYyTas OKPYXHOCTb, Bblparkatolas
06beAMHEHNE NPOTUBOMNONOKHOCTEN,
SBNSAOTCH Hanbosee pacnpocTpaHeHHbIMK
dopMamMu B IOBESTMPHbIX U3AENUSX
Ka3axoB. 3aMKHyTas UM He3aMKHyTas
OKPYXHOCTb, a TaKXe cnupalb HECYT B
cebe ngeto «OXpaHUTENbHOroO KosbLa», Y4To
0COBEHHO APKO MPOSIBUSIOCH B CUMBOJIMKE
IOBENMPHBIX YKPALUEHUN.

[opun3oHTaNbHas, 3uraaroobpasHas u
BOJIHUCTas JIMHUK B IEKOpe n3obpaxatoTt
3emnio 1 Boay B ynpoueHHO-CTUIN30BaH-
HOM BuMIe. TaKXKe 3ursar paccMaTtpusatoT
KaK rpademy lfop. «bnnsku u goporu
Ko4eBHMKY ropbl. C nx 06pa3om cBsA3biBaeT
OH camMoe oporoe U Be4yHoe — BbICOTY
n ynctoty. OHM CUMBON BeccMepTuhd,
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ero npapoaunHa. O6pasbl rop Benn4aBbl
M NO3TUYHBI, C 0O6pbiIBaMW HEBUAAHHOW
KPYTU3HbI, HaNOMMHaloLMe opfa ¢
pacnpocTepTbiIMU KPbINbSMU, bBa,
packpbliBLIEro nactob» [15, 87].

CemMaHTMYecKoe 3HavyeHne cepebpa
KaK CBSLEHHOro o4ulLatoLLero metanna
MHOIOKPaTHO YCU/IMBAETCHA CMbICOBbIM
3HaYeHneM opHaMeHTabHbIX GOopM,
NPUYYAIMBO BMJIETEHHbIX MacTepaMu B
CUCTEMY AEKOpPa IOBESIMPHbBIX U3AENNN.
Kak npaBuno, ucnonb3ytotca Hanbosnee
HacCblLLEHHbIE MOJIOKUTENBbHON
MHPOPMaLIMEN CUMBOSbI: KPYT,
TpeyronbHUK, pom6, 3B€3a4a, KannesmaHas
dopma, nonymecsiu v np. Benunka
POSb CUMBOJIMKU APArOLIEHHbIX U
nonyaparoLeHHbIX KaMmHewn. YecunuBas
ApYr Apyra, BCe 3T 3Ha4YeHUs o6pasytoT
C/TOXKHYIO CUCTEMY OBEPETOB M MOXKENAHWUNA,
ajpecoBaHHbIX BNagesblly HOBEMPHOro
nsaenus.

CnenyeTt OTMETUTb, YTO XapaKTepPHble
NPU3HaAKKU MUGHOMOITUHECKOTO BblPaXeHhI
B }XEHCKOM KOCTIOME (NOCPeACTBOM
CUMBOJIMKMU LIBETA, OPHAMEHTUKM U
3N1EMEHTOB AleKopa) B O0SbLLUEN CTEMEHMN,
4eM B MYXKCKOM, 04EBUAHO, BCeacTBue
6osiee 3Ha4YNMMOM POJIU B KEHLLNHBI B
NPOAOCIKEHUM poaa.

3aknoueHue

KntoyeBon 0CO6EHHOCTBIO
XYAOXECTBEHHOIO CO3HaHMSA KOYEBHMKA
ABNSETCH MUPOBO33PEHYECKH
060CHOBaHHas cBA3b Yenoeeka
n MaKkpoKocMma, ollylleHne
LLenecoobpa3HOCTU CyLLLECTBYIOLLETO,

BOBJIEYEHHOCTb YesloBEKa B MPUPOHbIE
LIMKJIbl, TECHOE COMPSAXKEHME MOHATUN
KpacoTbl U GyHKLIMOHaNbHOCTU. Kpome
TOro, TpaanLMOHHOE MMPOBO33pPEHNE
npeanonaraet Hepacy1eHEHHOCTb
NPOCTPaHCTBEHHOTO, BELLECTBEHHOIO
MWpa, B3aUMOCBSA3b M OpraHn4yHoe
CnfieTEHME ero coCTaBHbIX YacTen.
YenoBeK Urpaet BaxHyo posb B 06LIEN
cucTteMe MUpPOYCTPOMCTBA, U 3TOM
KOHTEKCTE KOCTIOM BbICTYMaeT B Ka4ecTBe
BaXKHOro 3BEHa B CUCTEME «MaKPOKOCM-
MWUKPOKOCM», [1€ BHELIHAS 060/104Ka He
BCTynaeT B NPOTUBOPEYME CO CMbICIOBbIM
HanoSIHEHWEM U eCTECTBEHHbLIM 06pPa30Mm
BMJIETAETCA B OOLWENPUHATYIO B KOHEBOM
06lLLeCTBE XyAOXKECTBEHHO-PUITOCOPCKYIO
KapTUHY MUpa. Takum 06pa3om, KOMIIeKe
Ka3aXxCKOro HalMoHalbHOro KocTioMa
crnenyet paccMaTtpuBaTb KaK CNOXKHY0
3HaKOBYIO CTPYKTYPY, HAMOJIHEHHYIO
pa3Hoo6pa3HbLIMKU CMbICNamMu. BolgeneHune
TPEX ypOBHEW KOCTIOMa, COOTBETCTBYHIOLMX
Tpem chepam KocMoca, yCTaHOBJIEHME
OWHAapPHbIX ONMO3ULMN B CUHTAKCUYECKOM
cuUcTeMe KocTioMa, onpejaeneHme
apXeTUNMYecKMx o6pa3oB-NpoToTUNOB
npu nccnegoBaHUmM 3HaKOBOM PYHKLIUK
TPaAMLMOHHOIO Ka3axcKoro KocTiomMa —
3TO War Ha NyTU K PacKpbITUIO MPUCYLLMX
TPaANLIMOHHOMY MCKYCCTBY CUMBOJIMYECKMUX
KOJOB M K OCMbIC/IEHUIO BaXKHOIO
CUMBOJIMYECKOTO MJlacTa Ka3axCcKou
KY/bTYpbl, B OCHOBE KOTOPOIO fiexaT
JPEBHENLLINE NPEACTAB/IEHUA KOYEBHUKOB
06 yCTpoOMCTBE MUPO3aaHMUS.
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A9CTYPJI KA3AK KOCTIOMI 3JIEMHIH MU®ONO3TUKAJBIK
MOAENIHIH HAKTbI KOPIHICI TOPI3 Al

H. BonopeBa, A.KeH)xxeTtaeBa, A. AvwieBa
T. ypreHoB aTtbiHAaFbl KasaK ynTTbIK 6HEP aKaaeMUSIChI,
Anmatbl, KazakcTaH

AxpaaTna.

Bbyn makanaga Kasak yITTblK KOCTIOMiHIH MMGbOMNO3TUKACh! KeLuneninep MageHUeTiHiH GeHOMEHI peTiHae
KapacTblpblnagbl. KOCTIOM KelLeHiHAE oHe OHbIH 3/1IEMEHTTEPIHAE KOPiHiC TanKaH MaHbi3abl MUdbooremManap
MEH apXeTMnTep aHbiKTanabl. KewneninepaiH 4oCTypAi KOCTIOMiHIH @n1eM MOAENiHIH KepiHici peTiHaeri
Ma3MyHbl awbingbl. ATan anTap 605caK, CEMaHTUKasbIK Tanaay HoTUXeciH4e DneMAiK aFall NneH 9nemaik
TayablH apxeTUnTiKk 6enHenepi apacblHAarbl, Ka3aKTapAblH YATTbIK KOCTIOMiHIH KEPKEM-6EMHE XoHe
KOMMO3NLMSANbIK KYPbIIbIMbl apacbiHAafFbl 63apa 6annaHbiC aHbiKTanabl. YW6ip/ik TyKblipbiMAamMacbhiHa
counKec, 6ackuim, 6enbey, eTeK KaHe asKKMIM TUICiHIWEe aneMAiK axyan nepapxusacbiHaarsl }oFapfbl, TOMEHTi
*oHe OpTaHfbl 8/IEMMEH ConKec Keneai. KasaK KOCTIOMiHiH CEMaHTMKacbiHAa XOFapbl XXOHE TOMEH, ep agam
OHe anen CUAKTbI GMHapPbIK ONNo3uuusanap anfallKbl opbiHAa Typadbl. KanbiHAbIKTbIH CanTThlK KOCTIOMI,
aTan anTkaHga, MakpoFapbIWTbIH MOAENiH 6indipeTiH coyKeneae ocbl Kypaylbl 6eniKkTepaiH, 69piHiH TypMbIC-
canTTblK YMAeciMi MEH MaFrblHasbIK TONbIKTbIFbI 6aKkanagbl. KniMHeH 6acKka 3eprepiik 6ynbiMaap MeH
KepeK-*apaKTapaa Aa YKEeH CeMaHTUKaNbIK MOH-MafblHa 6ap, 0fapAblH AeKOPbIHAA XKYNAbI3 oHe 300Mopd
CUNaTTbl ANIEMEHTTEP CoHAi Typae 6epinreH. KOCTIOMHIH TyC WeLWiMiHAE «aK — Kbi3bll — Kapa» AereH anfallKbl
TycTepaiH Bipniri ynkeH MaHre ne, aece ae 6acka TycTep A€ epeKlle cMMBONMKara ne. Kasak webepnepiHiy
KOCTIOM KelleHiHiH 3aTTapbl apKblibl 6epreH anemMHiH, 6enMHeci TyTacTblFbIMEH, 9NeMAi TaHy TepeHairiMeH,
TabuFn KyOblNibiICTapAblH MOHIH TYCiHYIMEH »KaHe afJaMHblH KopluaFaH anemMae ynnecimai emip cypyre
YMTbINIbICBIMEH epeKLLEeNeHea|.

Tipek ce3aep: 45CTYP/i KOCTIOM, Ka3aKTblH, YITTbIK KOCTIOMI, A€KopaTUBTI-KongaHb6anbl eHep, aTHorpadus,
MWGOMNO3THKA, apXeTuM, KOCTIOMHIH CEMaHTUKachI.

TRADITIONAL KAZAKH COSTUME AS THE OBJECTIFICATION
OF THE MYTHOPOETICAL MODEL OF THE WORLD

N. Volodeva, A. Kenzhetaeva, A. Alisheva

T. Zhurgenov Kazakh National Academy of arts

Almaty, Kazakhstan

Abstract.

This article considers the mythopoetics of the Kazakh national costume as a phenomenon of nomadic
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culture. We identified significant mythologies and archetypes, which has found its embodiment in the
costume complex and its elements. We revealed the subject of the traditional costume of nomads as
expression of the model of the world. In particular, as a result of the semantic analysis, we revealed a
correlation between the archetypal images of the World Tree and World Mountain and the artistic-figurative
and compositional structure of the Kazakh national costume. According to the concept of triune, the
headdress, belt, hem and shoes correlate with the Upper, Lower and Middle world in the cosmic hierarchy

of nomads of Central Asia. Such binary oppositions as top and bottom, male and female are primary in the
semantics structure of the Kazakh national costume. The costume of the bride and all its components (in
particular - the specific headdress, named saukele) represents a model of the macrocosm and has significant
sacral meaning. Apart from clothes, big semantic value also inherent in decor of jewelry and accessories, that
represents in stylized form multiple astral and zoomorphic elements. The primary color triad of the costume
is "white - red - black", but all other colors are also endowed with special symbols. The picture of the world,
expressed by Kazakh masters in the objects of a costume complex, shows a deep world outlook, an insight
into phenomena of nature, and represents an attempt to build a harmonious model of human existence in
the universe.

Key words: traditional costume, Kazakh national costume, artisan crafts, ethnography, mythopoetics,
archetype, semantic of costume.
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Abstract.

The aim of this article is to show our conception, method and practice of the teaching of scenery and costume
design including the programs of all the semesters illustrated by students’ works. These programs are built
on each other, leading the students step by step from acquiring the basic skills of design to the capability of
designing a personal and inspired production design, which perfectly works together with the play, and gives
to it new dimensions and a perspective which could not be created in any other way.

Keywords: stage design, scenery design, costume design, scenography, art, fine arts, education, university,

Hungary.
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The Scenograpy Department is part
of the international Erasmus student
exchange program. We are open to
guest students from everywhere for one
semester.

Exchange students have the opportunity
to expand their knowledge of set- and
costume design by films and theatre and
puppet design too.

Program of education:
Thanks to our Aima Mater, the Hungarian
University of Fine Arts, our educational
system provides high quality training in
freehand drawing and history of art.

Short description of the BA program
The Hungarian BA program of scenography
is unique in Europe in that our students
are trained in both theatre and film set-,
costume and puppet design.

Students choose 2 specialization from
3 options: set design, costume design and
puppet design to the BA diplom work. The
BA diploma work is a thesis too, which
compares scenography metods of film- and
theatredesign for the same script.

Short descripition of the MA
program

MA program focuses on theatre
set-, costume and puppet design. Our
educational program is based on subjects

(Figure 1)

providing profound technical and cultural
history, among them scenography, lighting
technology, medial technology, stagecraft,
history of architecture, history of theatre-
film- and puppetdesign, dramaturgy.

Our MA students also study theatre
management, and professional English.
At the beginning of MA program, students
carry out their professional assignments
in cooperation with students of University
of Theatre and Film, Budapest. Later our
students have the oportunity to work in
several theatres all around the country,
supervised by their masters.

Programs of the BA semesters
1st semester (set, theatre): Space
composition based on an antique
building

Description: Based on the analysis of

a chosen antique building the students
have to create a space composition onto
stage. The analysis covers the ground
plan, fazades and sections of the antique
building. During this procedure our
students understand the intention and
intellectual background of the building
and its historical period. At the end of
the semester a paper model of a space
composition, inspired by the analyzed
building, is prepared for a 1:50 stage box
model of a theatre of Budapest.

(Figure 2)

Figure 1. Zsyfi Opra-Szaby
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The aim of this exercise is to
take possession of basic skills of
design, including research, collection,
systematization, proposals and technical
drawings. It is also important for us to
make students understand the system of
the chosen building and to start to practice
the procedure of model making.

1st semester (costume, theatre):
Costumes for heroes of Captivity by Spird

Description: Costume design based
on a great novel: Captivity written by a
Hungarian writer, Gyorgy Spird. The story

——

tells absolutely everything about the
first-century Mediterranean world. The
participants read the novel, analyse it,
make research about the age and compile
the results of their research, and then they
choose ten characters of the story. They
analyse in drawings all of the

characters, and picture their complete
clothing. A special exercise is to design the
same ten characters in another age and
situation.

(Figure 3)

Figure 3. Fruzsina Szimeonov (Characters of the Captivity)

The aim of this exercise is to research
and represent the clothing, life situations,
nacionality and social classes of the
historical ages, and to recognize the
connection between the personal identities
/ characters and their clothing/costume.

2nd semester (set, theatre, film): The
Collector’s room

Description: Every student imagines a
Collector with different collecting passion.

The exercise is to build the character of
the Collector, design the room/flat/space
where she/he lives and which shows in
detail the Collector’s passion and her/
his life. At the end of the semester a fully
detailed model has to be made about the
living space of the imagined personality
and passion.

(Figure 4,5)

Figure 4. Zoltan Egyed (The bird collector’s room)

Figure 5. Krisztina Lisztopad (The clock kollector’s room)
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The aim of this exercise is to stir the
imagination, to research and to realize
the connection between the characters
and their territory. It is also important to
improve their model-making skill and
culture.

2nd semester (costume, theatre, film):
The Collector’s complete clothing

Description: Each students imagine a
Collector with different collection passion.
The exercise is to build the character of the
Collector, design her/his complete clothing
for all seasons, situations, and social
events, including all the details from shoes
to begs and jewelry. The students analyse
the character in drawings and picture all
her/his clothes.

(Figure 6,7)

K

Figure 7.Anett Herman (The collector’s clothing)

The aim of this exercise is to stir the
imagination, to research, to recognize,
and to realize the connection between the
personal identities / characters and their
clothing/costume.

3nd semester (production design for
film): Set and costume design for a
Hungarian film sript
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Description: Design of film shooting
location and set of a contemporary
play, based on a given screenplay.

The participants analyse the script,
research the background, collect original
architectural drawings and photos of the
sites occurring in the script. They must find
the outside sites in the city and to design
the necessary alterations to be made in
them. The interior sites are built in film
studio. After discussing the connection
between the outside and inside locations,
the students design all the details of the
sites, then they draw technical drawings
of them, and build a realistic paper model
of a chosen indoor site. At the en of the
semester a documentation is made about
the locations, including screen shots,
drawings, a realistic paper model and a
project budget.

Costume design for the film of the
given semester. Students analyse the
same script that they work with in the
set design course. They research the
historical background, and collect original
photographs. Based on their notes and
drawings, they create costumes for the
figures and characters. At the end of the
semester a documentation is made about
all the designed costumes and the budget
of their realization cost.

(Figure 8)

Figure 8. Students’ exhibition at the and of the course

The aim of this exercise to learn
the steps of design for films. To design
location and sets for films, to search for
existing locations inside and outside. To



be able to convert them, and to support
the connection among inner and outdoor
locations, studio sets and camerasettings.
To design and to search for authentic,
highly functional space, furnitures, fittings,
and equpiments, and an authentic set of
costumes, based on the analysis of the
situations and characters. To harmonize
the ,found” and the designed elements of
each costumes.

4th semester (set, theatre): Set
design, when the location of the play
(Figure 9)

9. Juli Balazs (Géza Csath: A Janika)

The aim of this exercise is to learn the
method of designing a room/apartment
set for theatre. Read, analyse and
understand plays. Study the theatrical
space, and its useablity from the point of
view of designing and acting. To realize
that set design is not the exact copy of
reality. During this semester our students
design not only the scenery, as it looks
like, but also its structure and materials.
Participants has the opportunity to gain
high skills of model making including
furnitures, flooring, wallpapers in 1:25

isaroom

Description: The location of the play
A Janika, is an apartment at Budapest
between the First and Second World Wars.
The task is to design the set of this play,
showing the interior design elements, and
space structure of the period. At the end
of the semester a documentation is made
including a paper model of the designed
set in 1:25 proportion and technical
drawings.

(Figure 10).

10. Nora Kovacs (Ferenc Karinthy: Recalling the Spirit)

proportion.

4th semester (costume, theatre):
Costume design to a Hungarian play

Description: Regarding to the set
design exercise, students design the
costume of the same play showing
the elements and atmosphere of the
given historical period. At the end of the
semester a documentation is made with
paintings and material samples of the
costumes of each character.

(Figure 11).

Figure 11. Gabriella Kovacs (Géza Csath: A Janika)
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The aim of this exercise, their first
theatre costume design task, is to analyse
the historical period, and the connection
between the characters and their clothing,
which have to be in harmony with the
costumes of other roles as well as with the
designed set.

5th semester (set, theatre): Set
design for a classical drama/ Moliere,

(Figure 12)

Figure 12. Juli Bal6zs (Moliere: George Dandin)

The aim of this exercise is to analyse
and understand a complex classical play.
To create an original and personal concept
for the set. To design and document the
structures and materials of the imagined
scenery.

5th semester (costume, theatre):
Costume design for a classical drama

The aim of this exercise is to design
an original and personal concept of the
costumes, which are in harmony with the
imagined set design.
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Goldoni

Description: Set design for a classical
theatre play with a complex dramaturgy
and multiple locations onto the stage of a
black box theatre without any obligation
of authenticity. At the end of the semester,
students make a documentation including
paper model in proportion 1:25, visual-
and technical drawings.

(Figure 13).

: o

Figure 13. Lérinc Boros (Moliere:The Bourgeois Gentleman)

Description: Corresponding to the set
design exercise of this semester, students
design the costume of the play. At the end
of the semester a documentation is made
with paintings and material samples of the
costumes of every character, including the
budget of realization.
(Figure 14)

Figure 14. Edit Mihareczky (Moliere:The Bourgeois Gentleman)

6th semester, Diploma semester: Set
and costum design for theatre and film
Description: Set and costum design
of a contemporary drama onto a stage of



a Hungarian theatre. The diploma work is
a complete documentation of this set and
costum design work, including technical

drawings, visuals, budget calculation and a
model in required proportion.

Figure 15. Agnes Bobor (M. Kornis: Halleluja)

16. Ferenc Szakacs (Spiré: Chickenhead)
17 Jennifer Horvath (Spiré: Chickenhead)

The aim of this exercise is to
understand and practice the process
and metod of stage design. To create an
original conception of the performance,
to plan all the required details, to draw
technical and shop drawings, and to make
the high quality model of the imagined
visualization.

Programs of MA semesters

1st semester of MA, Set design for

Figure 18. Kornélia Pallés (The Taming of the Shrew)

The aim of this exercise is to design an
inspired theatre set for a classical play. To
analyse and understand all the relations
among space, roles and action. To create
an original and personal concept for the
set. To design and document all of the

theatre: Shakespeare course
Description: Set design for one
of the plays of William Shakespeare.
At the end of the semester, students
make a documentation including paper
model in proportion 1:25, visuals,
technical drawings, shop drawing, budget
calculation.
(Figure 18, 19)

Figure 19. Péter Klimé (The Taming of the Shrew)

details of the imagined scenery. To obtain
high quality model making skill.
1st semester of MA, Costume design
for theatre: Shakespeare course
Description: Costume design for
one of the palys of William Shakespeare,
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corresponding to the play chosen for

set design. At the end of the semester

students make a documentation about
(Figure 20)

each of the costumes including material
samples, patterns, budget calculation.
(Figure 21)

OITHIS HIATAN OIHIUATIS
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Figure 20. Kornitlia Pallys (The Taming of the Shrew)

The aim of this exercise is to create
an analysed, personal and original set of
costumes which is in complete harmony
with the designed set.

2nd semester of MA, Set design for
theatre: Opera course

(Figure 22)

Figure 21. Pitter Klimy (The Taming of the Shrew)

Description: Set design for a given
opera on the stage of a given operahouse.
At the end of the semester students
make a documentation including paper
model in proportion 1:25, 3D visuals,
technical drawings, shop drawing, budget
calculation.

(Figure 23)

22. Tamas Rakay (Verdi: Don Carlos)

The aim of the exercise is to get
the ability to design an inspired, highly
functionable Opera set. To listen, analyse
and understand a musical play. To realize
the special requirements of opera sets. To
obtain the intellectual and professional
ability of designing an inspired set
for plays in any complexity. To create
personal concept of set, and make the
documentation of the design.
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23. Tamas Rakay (Verdi: Don Carlos)

2nd semester of MA, Costume design
for theatre: Opera course

Description: Costume design for a
given Opera, corresponding to the opera
chosen for opera scenery design. At the
end of the semester students make
a documentation about each of the
costumes including material samples,
patterns, budget calculation..
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GENRE STRUCTURE IN ASKAR SULEIMENOV’S TRILOGY SITUATIONS

Abstract

The article studies A. Suleimenov’s trilogy "Situations" as a unique phenomenon of tragicomedy in Kazakh
theatre. Within the trilogy satirical, melodramatic and tragic farcical subgenres characteristic of such complex
genres as tragicomedy are identified. The traditions of the world dramaturgy to which these subgenres can be
traced back are analyzed. Special attention is paid to the tragicomic models of B. Brecht and F. Dbrrenmatt,
to the traditions of satire and comedy of humours, to the ludic model of commedia dell’Arte, all of which
influenced A. Suleimenov’s dramaturgy. Character types, the type and resolvability of conflict are studiedas
taxonomic criteria for tragicomic subgenres in the trilogy Situations. Drawing on the trilogy, the author of

the article analyzes the interaction of empathy and estrangement mechanisms responsible for the complex
cumulative effect influencing the reader’s and spectator’s perception of tragicomedy. Characters-masks,
characters-marionettes in a dramatic work are examined as manifestations of grotesque, which, together
with the “montage of attractions”, is explored as an instance of estrangement. An assumption is made that
the traditions of commedia dell’arte and the concept of “montage of attractions” have been absorbed by
A.Suleimenov through B. Brecht’s dramaturgy.

Keywords: tragicomedy, grotesque, catharsis, empathy, alienation effect, marionette, montage of attractions.

Introduction genres are constantly appearing, present-

Genre theory is still one of the less day theory of dramatic genres lags
developed branches of Kazakh theatre far behind the practice of playwriting.
studies. Whereas in the field of Kazakh In the monograph The Art of Drama
literary studies new research works published in the mid-1980s, one of the
on conventions of prosaic and poetic leading Kazakh literary critics R. Nurgali
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described the topical objectives of drama
studies, positing that “... the modern
level of Kazakh literary studies requires
identification of specific characteristics
of dramatic genres, elucidation of their
role and meaning in the development
of literature, singling out regularities of
genres evolution, ascertaining changes
in genre structures and mutual influence
of different genres”. [1,4] After a quarter
of a century that has passed since
the time R.Nurgali’s monograth was
published, the situation has not changed
much. Creative styles of several Kazakh
playwrights have been analyzed (for
example, B. Nurpeis and M. Zhaksylykova
studied tragicomedies and dramas of S.
Balgabayev [2], A.Mayemirov, K. Khalykov
and B. Nurpeis analyzed tragicomedies
of A. Tarazi [3], a number of dissertations
and scholarly articles were written on
the creative method of A. Suleimenov).
However, general genres typology mirroring
the present level of development of Kazakh
dramaturgy has not been completed so far.
One of the lacunas in the theory of
genres of Kazakh dramaturgy is the lack
of scholarly studies addressing the issue
of tragicomedy. In the light of the fact that
tragicomedy is one of the leading genres of
the modern world drama, this is a serious
drawback. Having origins in ancient
Greek drama (Euripides, Aristophanes),
successfully developed by W. Shakespeare
and his contemporaries F. Beaumont,
J. Fletcher and G. Guarini, tragicomedy
experienced second birth in the plays of
representatives of the European “new
drama” at the end of the 19th century(H.
Ibsen, A. Strindberg, J. B. Shaw, A.Chekhoy,
G. Hauptmann).
In the 20th century the actualization
of tragicomedy as a genre was a reaction
to the global cataclysms such as World
War | and World War Il, the dissolution of

the USSR, collapse of former ideology.

It is no coincidence that in the 1950s

the genre of tragicomedy flourished in
drama of the absurd and the movements
aesthetically close to it — in the plays

of S.Beckett, E. lonesco, F. Dirrenmatt,
etc.,and in the 1980s-1990s it was
dominantin the so called Post-Perestroika
drama(L. Petrushevskaya, V. Sorokin,

V. Slavkin,V.Arro, etc.), which was
influenced a lotby the playwriting tradition
of the Sovietdramatist A. Vampilov. In

the wake ofPerestroika drama there
appeared AskarSuleimenov’s trilogy
Situations(1985-87),which is still the
most significant exampleof tragicomedy
in the history of Kazakhtheatre. Since
many other Kazakhplaywrights define the
genre of theirworks as tragicomedy, but
on closerexamination it proves that this
definition is questionable, there arises

a need to single out the main genre
conventions of tragicomedy on the basis of
Kazakh dramaturgy.

Methods

Relying on the principles of modern
drama studies, the author of this article
uses the comparative method for the
analysis of tragicomic plays. This method
proved to be one of the most effective for
creating a typology of literary works. Its
application by Russian literary scholars
A. Veselovsky [4], V. Zhirmunsky [5],
O.Freidenberg [6] helped them to classify
the types of plots and motifs, to elucidate
in historical perspective the interrelations
between plot and genre, to find out
borrowed plots and mutual influence of
different national cultures.

In theatre studies one of the leading
comparativist scholars was Peter Szondi
who in 1965 founded the Institute for
General and Comparative Literature at the
Free University of Berlin. P. Szondiis the

55



author of influential works on the theory of
modern drama [7].

Nowadays the comparative research
method is applied together with other
ones. According to the atrescholar
N.Pesochinsky, the reare two groups
ofmethods in contemporary theatre
studies,one of which “relies on the
search forconnections between
works, creativemethods and epochs”

[8, 72]To this group of methods N.
Pesochinskyattributes mythological,
cultural-historicaland comparative-
historical schools. Theother group of
methods “studying thefabric of theatre as
something given, fromthe stand point of it
sown logic”, accordingto N. Pesochinsky;,
incorporatessociological, structuralist,
semiotic,formalist and hermeneutical
schools. [8,73]

Kazakh theatre studies gravitate
towards the methods of the first group.

Re search into the cultural and historical
circumstances in which a particular work
was created, into folkloric influences upon
its imagery, identification of the main
characteristics of a dramatist’s creative
style through juxta position and analysis of
the core of his oeuvre still predominates
among the studies of modern theatre
scholars. It is logical to assume that

the next step in the development of
Kazakh theory of drama is going to be

a systematization and actualization of
the accumulated knowledge, creating a
typology of genres based on the modern
world and Kazakh dramaturgy.

Results

A tragicomedy implies looking at a
dramatic situation simultaneously from
two angles, a tragic and a comic one. “A
tragicomedy is a play in which the tragic
and the comic both exist but are formally
and emotionally dependent on one
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another, each modifying and determining
the nature of the other so as to produce
a mixed, tragicomic response in the
audience”, writes V. Foster, one of the
leading researchers of the genre. [9, 11].
A similar point of view is expressed by K.
Guthke [10], J. Orr [11], N. Fadeyeva [12],
M.Kipnis [13] and other genre theorists.

In Askar Suleimenov’s trilogy
Situationsthe author usually shows
events from two different perspectives.
For example, in the tragic farce "Tort Takta
— Zhainamaz" (Four Planks — a Prayer
Rug) an old lady Kempir included by the
corrupt district authorities into the list of
“dead souls” and thus deprived of her
pension, which the officials pocket, gets
tired of search for truth and lies down to
die not into the coffin, but into a trough
known in Kazakh as "astau". [14,322]
Such a trough depending on its size and
function might be used as a cattle feeder
or as a dish for serving meat. It is worth
noting that the comic perspective is in
distinguishable in this scene for a reader.
Yet it is present in the text and might be
seen in a performance if the director asks
the actors to stress not the psychological,
but the ludic element.

Modern genre theorists distinguish
within the main genre subgenres known as
modes. V. Foster acknowledges existence
of romantic, melodramatic, satiric, farcical
modes of tragicomedy. [9,10] Dramatic
genres are defined when they comply with
a set of criteria — the correlation between
the events in exposition and the resolution
of a play, the presence of external and
internal conflict, the type of the main
character, the author’s attitude to the
depicted events, etc.

On the assumption of the fact that the
ending of A. Suleimenov’s play "Zhetinshi
Palata" (The Seventh Ward) is open and
the hero, amight-have-been scholar



Zhumat Sakhatoy, is perceived as a “bad
good person” who suffers and spoils the
life of others, that is to say, experiences
not only an external conflict (with his

wife and society), but also an internal
one, this play can be described as a
tragicomedy of Chekhov-post-Vampilov
tradition, which is a kin to psychological
drama. The character of Zhumat Sakhatov
might be included in the number of

other intellectual misfits such as lvanov
from the eponymous Chekhov’s play,
Johannes Vockerat from G. Hauprmann’s
The Lonely Lives , Eilert Lovborg from H.
Ibsen’s Hedda Gabler, Viktor Zilov from

A. Vampilov’s Duck Hunting , characters
from L. Petryshevskaya’s Cinzano, etc. All
these characters have not ful filled their
potential not because they are weak or
mediocre, but because they have become
disillusioned with the way in which society
functions.

Kyzdai Zhesir — Shtat Kyskartu (Grass
Widow — Staff Reduction), the second play
from A. Suleimenov’s trilogy, combines
elements of social drama and melodrama.
Its social side manifests itself in the fact
that one of the main characters is an
untalented writer Malik, the so called
“false hero” who needs his position in a
publishing house not to be engaged in
literature but to seek fame and material
benefits. When staff cuts are announced,
Malik does his best to keep his position.
As a result, the most vulnerable person is
selected for redundancy. This is Malik’s
lover Uriya who lives in the company’s hall
of residence and loses not only her job, but
the roof over her head.

As to his relations with Uriya, Malik can
be seen as a seducer and a villain from
melodrama. He seduces a “damsel in
distress” and then leaves her. This heroine
type, staple for melodrama, appeared
on stage when the genre was born in

France at the end of the 18th century (it
happened when J.-M. Boutet de Monvel’'s
play Les Victimes Cloitréeswas staged in
1791). This heroine type stood the test of
time and with the advent of cinema in the
20th century became firmly established in
popular films. Unfortunately for Uriya, she
lives in the society in which chivalrous men
are non-existent. She suffers through the
fault of a comic character—a nonentity
that put on a mask of a high ranker. So,
Uriya’s situation is tragicomic. Malik is ridi-
culous in Hegelian understanding of the
comic, “when individuals plume themsel-
ves on their substantial characters and
aims, but as instruments for accomplishing
something substantial, they, as individuals,
are the precise opposite of what is
required. [15, 580]

The third play of A. Suleimenov’s trilogy
Tort Takta — Zhainamaz (Four Planks — a
Prayer Rug) is a tragicfarce. Compared
with tragicomedy, tragicfarce is a genre
of sharp contrasts because farce as a
kind of comedy implies rude and physical
humour. The popularity of tragic farce in
the theatre of the second part of the XXth
century, especially that of E. lonesco and
F. DUrrenmatt, can be attributed to the
fact that many Western thinkers realized
the tragic state of man in the world not
believing in moral values any longer. The
atrocities of the World War |l followed by
alienation of people in the consumerist
society convinced many philosophers and
writers that humanity had lost its purpose
of existence. When a society proclaims
values it does not believe in, this might
engender among its members a feeling
of falsehood that has become a principle
of life. False promises of public benefits
are a favourite trick of social climbers
and chameleons who prosper all over the
globe.

The third play of A. Suleimenov’s
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trilogy is the most bitter. Written in a year
after the events of December 1986 in
Kazakhstan, thetragicfarce Tort Takta

— Zhainamaz reveals the author’s deep
disillusionment in the social values of

the USSR, in which all citizens were
proclaimed equal but in reality, ordinary
people were defenseless facing abuses

of power of omnipotent bureaucrats. The
atmosphere of despondency thickens
also because the characters, elderly
people Shal and Kempir, are humble cattle
breeders whohave never left their remote
district and who do not know how to assert
their rights. Local authorities deprived the
mofeverything: imprisoned the ironly son
for a crime he did not commit, laid hands
on Kempir’s pension. The metaphor of the
proverb “Ahuman head is Allah’s football”
runs like a golden thread through the
whole play. Shal recalls this proverb when
he get stired of knocking on every door to
ask for re-examination of his son’s case.
Throughout the play, Shal and Kempir are
ping-ponged by Public Prosecutor, Judge
and all local officials responsible for social
welfare. At the end of the play Shal listens
to the broadcast of a football match where
the ball is given no peace until the referee
announces the draw. Comparedwiththe
ending of the play, it is a good outcome.

In the final scene a truck carrying the
officials that went on the hunt with the
inspectors from Moscow hangs over the
wattle house of the elderly characters,
and looks as if it has fallen from the
sky. Pregnant Kelin (Shal and Kempir's
daughter-in-law) is seen in the searchlight
when the officials take aim at a saiga
antelope heavy with calf. Then the officials
shoot their automatic rifles aiming the
people in the auditorium. In the play the
hunting scene is shown in cross-cutting
with the scene of Shal’s praying near
Kempir's “coffin”. [14, 324] In this way
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one of the main techniques of tragic farce
comes into play. This is grotesque which
implies that in one scene two incongruous
events are juxtaposed, and their proximity
is perceived as strange and disturbing,

as a source of an irresolvable conflict. For
this reason, the tragicfarce Tort Takta —
Zhainamaz has an open ending: the social
problems shown in the play cannot be
solved in its denouement because they are
a part of the whole picture of lawlessness
in the “Soviet Empire” on the verge of its
collapse.

Discussion

An insoluble contradiction as a basis
of the tragicomic on the conceptual
level of the play determines the means
used to convey the author’s idea. It
is no coincidence that grotesque is
one of the main artistic techniques in
tragicomedy and tragic farce. According
to a prominent American researcher
R.Remshardt, grotesque shows the
discrepancy between matter and form,
between the signified and the signifier.
[16, 78] Thus it helps to create a complex
mechanism of readers’ and spectators’
perception based on the estrangement.
The concept of estrangement as “making
the familiar strange” was proposed by a
Russian literary scholar V. Shklovsky in
1917.[17,4] In the 1930s B. Brecht in 4]
Germany introduced the term Verfremdung
which became one of the key concepts
of his epic theatre. Shklovsky’'s theory
of estrangement relies mainly on literary
examples, where as Brecht’s alienation
effect is aimed at disrupting the illusion of
verisimilitude on stage in order to make
the spectators reflect on what is being
presented in a critical way, to make them
identify their ideological attitudes.

B.Brecht did not know V. Shklovsky
personally, but he took interest in the work



of the avant-garde Soviet theatre directors
such as V. Meyerhold and A. Tairov. In

their productions different estrangement
techniques were used, for example, having
the stage mechanisms in plain view. Soviet
director A. Lacis, who collaborated with B.
Brect in 1924 on the set of C. Marlowe’s
Edward Il in Munich, describes in her
memoir her conversation swith Brecht
about the innovative Soviet theatre.
[17,14]

Askar Suleimenov translated into
Kazakh B. Brecht’s play The Good Person
of Szechwan, in which alienation effect
manifests itself mainly in the use of theatre
masks. AsR. Remshardtargues, a social
mask estranges a person from society
because it conceals the person’s real face.
[16, 41] The altruistic heroine of The Good
Person of Szechwan ShenTeh sometimes
gets disenchanted by ingratitude of those
to whom she has helped and appears as
her alter ego, cousin Shui Ta, to destroy the
products of her labour. Fort his purpose,
ShenTehdonsmaleclothing, applies make-
up, i.e. puts on a mask.

Shen Tehand Shui Ta can be described
as theatre masks because they lack deep
psychological characterization, but, like
the characters of medieval morality play,
embody certain traits of human nature. A
similar principle of exaggerating particular
character features is used in commedia
dell’arte. Each of its stock characters
has his or her recognizable attribut es:
greed and voluptuousness of Pantalone,
pseudo-erudition and garrulity of Il Dottore,
penchant for bravado and narcissism of
cowardly Il Capitano.

It is known that B. Brecht took interest
in aesthetics of commedia dell’arte. In his
theoretical articles B. Brecht discussed
extensively the ludic principles of
commedia dell’arte. For example, he wrote
that his comedy Mr Puntila and His Man

Matti should be staged in this aesthetics.
[18, 187]

In the tragicfarce Tort Takta — Zhaina
maz the mask principle is embodied in the
characters of chameleon official ssuch as
Raisobes (Districtwelfare), Raigosstrakh
(State Insurance Official of the District),
Raifin (District Finances) and Raistat
(District Statistics) who are devoid of
individuality. They carry onalong-standingth
eatricaltraditionthatdatesbacktoCleonandA
goracritusfromArostophanes’ The Knights,
to trickster Brighella from commedia
dell’arte, each of whom looks after his own
interests.

Having absorbed the principles of
commedia dell’arte through B. Brecht’s
works, A. Suleimenov in corporated a
real lazzi in his tragic farce. When he
understands that he will not get rid
of Kempir, a persistent visitor, Raifin
simulates a faint in her presence, having
called an ambulance beforehand. Kempir
sees how paramedics put Raifi on the
stretchers and leaves his office. The
same moment “the swooned” comes to
his senses and phones his accomplices,
warning them that the resurrected
pensioner knocks on every door in search
of truth. After that Raifin lies down on the
stretchers again and asks to put him into
the ambulance before the eyes of Kempir.
[14, 300]

In a ddition to the motif of mask the
redevelops in A. Suleimenov’s tragic farce
a motif of marionette. Accusto med to
act according to instructions of higher
authorities andnot to have their own
opinion, the corrupt officials behave like
marionettes. They become marionettes
by choice because it suits their interests.
In this respect they resemble the
characters of Dirrenmatt’s tragic farces.
DUrrenmatt wrote that in the modern
world there is a shared responsibility,
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not very burdensome, but there is no a
private one. The world’s fate is decided

not by personalities but by faceless power
structures and corporations. A person
protest ing against social injustice does
not know with whom to fight. Society is
atomized, the real meaning of political
events is concealed from little man, on
whom a state propaganda machine tries to
force an illusion of wellbeing. [19, 155]

Grotesque in the tragicfarce Tort
Takta — Zhainamaz is engendered by
the collision between the “live” people
(Shal and Kempir) and machinelike and
heartless world of the “dead” marionette
officials. This confrontation is the most
apparent in the ending of the play where
the author juxtaposes two emotionally
different scenes (the tragic scene in
which Shal is praying in front of the dying
Kempir and the satirical scene depicting
officials in the hunting field). This reminds
of S.Eisenstein’s “montage of attractions”
which implies that a theme is developed
through a collision of contrasting ideas and
images.[20, 270]

It maybe assumed that the “montage of
attractions” was acquired by A. Suleimenov
through the works of B.Brecht who was
inspired by S.Eisenstein’s innovative
techniques. In 1926 B. Brecht saw in
Berlin Eisenstein’ s Battle ship Potemkin
and wrote a poem about the rebellious
marines. [17, 14] S.Jestrovic compares the
role of montage in the works of B. Brecht
and S. Eisenstein, arguing that “Brecht
often uses the term ‘montage’ to describe
the structure of his work... His epic theatre
implies the selection of material and its
fragmentation in... episodes. The montage
technique in Eisenstein’s films is based
on similar principles. It does not create
film narrative as a succession based
on development, but as a differential
succession of shots based on contrast
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and collision”.[17, 114] Such parallel
development of contrasting themes
became animportant tool of contemporary
dramaturgy.

When grotesque perspective is
juxtaposed with the events causing
empathy, this impedes catharsis.
R.Remshardt posits that catharsis restores
the balance between the private and public
self of the spectator. On the contrary,
grotesque denies this balance because
in it there manifests itself the harmony
of private and public personas, of reality
and representation. [16, 87] The scene
of hunting rampage and that of Shal and
his dying wife shown in cross-cutting
result in the effect that the aggressive
imagery of the former attracts much more
attention, relegating to the sidelines
the tragedy of the main characters. The
lawlessness that the officials embody
causes in the readers a strong feeling
of protest which in itself is opposite to
catharsis. Thea ccumulated emotions do
not discharge,the balance between the
private and public persona of a reader is
not restored. Estrangement in the form
of grotesque impedes the mechanism
of catharsis. Genre conventions of
tragicfarce in Dbrrenmattian understanding
revealing the tragedy of ill-fated strife of an
individual against the absurd and faceless
bureaucratic world manifest themselves to
the full.

Having absorbed the theoretic a
land practical principles of the leading
school s of tragicomedy of the 20th
century, primarily those of B. Brecht and
F.Dbrrenmatt, relying on the centuries-long
mask and marionette traditions intrinsic
to comic theatre (Aristophanes’ plays,
commedia dell’arte), Askar Suleimenov
has created a tragicomic trilogy, unique
for Kazakh dramaturgy, allowing to
study the mechanisms of empathy and



estrangement which are fundamental for
the readers’ and spectators’ perception of
a work of art.

Conclusion

In the article the mechanism of
tragicomedy and tragic farce is studied
as exemp lified by A. Suleimenov’s trilogy
Situations. According to V. Foster, a
genre of the play is defined primarily by
the effect which it produces on readers
and spectators. [9, 3] In the case of
tragicomedy it is worth noting that this
effect is complex, incorporating more
than one point of view to the situation
depicted in the play. In tragicomedy the
reare no characters who are right or
wrong, unambiguity of author’s attitude
might change the genre, turning it into
melodrama or satirical comedy. A good
example of a character to whom the
reader’s attitude is not easy to define is
Zhumat Sakhatov from the first part of A.
Suleimenov’s trilogy, am alcoholic scholar
making the life of his wife unbearable.
Uriya from the second play of the trilogy
can also be considered “a bad good
person”. Sheexperiences an inner conflict
because she has an affair with a married
man who behaves very meanly to her and
to his wife, but she is afraid of leaving him,
a senior coworker.

Tragic farce is a complex genre uniting
the tragic and the farcical as the rudest
and most provocative form of the comic.
One of the techniques traditionally used
in this genre is grotesque which reveals
insoluble contradictions and juxtaposes
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ACKAP CYJIEAMEHOBTbIH «CUTYALUSIAP» TPUIOTUAICBIHAA XKAHPJbIK K¥PbI/1IbIM
MaxmeTtoBa 1.M.

T.K. ypreHoB aTtblHOaFbl Ka3aK ynTTblK eHep akageMusicobl (Anmatbl, Ka3akcTtaH)

Anparna. Makanaga A. CyneMMeHoBTbIH, «CUTyaumsnap» TPUIOrMAChl Ka3aK TeaTpblHbIH TapuXblHOA CUPEK
TparMkoMeausanblK KyoblbiC PeTiHAE KapacTblpblnaabl. TpUnorusa iwiHae Kypaeni xaHp 60/bin TabbinaTbiH
TparMkoMeausFa ToH caTupasblK, MenogpamManblK, TapudapcTbiK TYPAepi aHbiKTanagpl. byn xaHp
TYPAEPiHiH KanbinTacyblHa cebenkep 60nfFaH aieM apamMaTyprusiCblHblH, ASCTYpNepi TangaHaasl. A.
CynernMeHOBTbIH ApaMaTtyprusicbiHa biknan eTkeH b. bpexT xoHe @. [lloppeHmaTT TparMkomeamanbik,
MoZenbAepiHe, caTupa XoHe MiHe3-Ky/blK KoMeauanapblHbIH, ASCTYp/EpiHe, AeNb apTe KOMeAUAChIHbIH,
OMbIH MOZEeNiHe epeKLle KeHin ayaapbinagbl. «CuTyaumanap» TpUnoruacbiHaa TparMkomeans Typnepid
aHbIKTayFa Heri3 60/FaH CbiHbINTaMa enwemaepi peTiHae Keninkepnep TUNTEPI, KaKTbIFbIC Typaepi MeH
KaKTbIFbICTbIH, LWELine anatbliHAbIFbl KapacTbipblinagpbl. A. CyeMMeHOB TPUIOMUSChIHbIH HETi3iHAEe
TparmkoMeusanblK WblFapMaia OKblpMaH4ap XaHe KepepmeHaepre Kypaeni WorbipnaHbIMAblK acep eTeTiH
3IMMNaTUS XoHe anbictaTty
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MexaHU3MAEpPiHiH ©3apa KaTblHachkl 3epTrenedi. TMNTiK KoMeausbIK Keninkepnep, ApamanbiK WblFapMagarbl
MapuoHeTKa Keninkepnep rpoTeck Typaepi peTiHae capanaHagbl. <ATTPaKLMOHAAP MOHTaXKbl» XaHe rpOTECK
anbictaty adpdEKTiHIH KepiHicTepi caHaTblHa aTKbI3blbIN 3epTTenei. Jenb apte KoMeausaChiHbIH AacTypaepi
#oHe C. QW3eHLUTENHHIH «aTTpaKkuMoHaap MoHTaxbl» Tacini A. CyneMMeHOBTbIH ApamaTypruacbeiHa b. bpext
WblFapMallbliblFbl apKblbl CiHiM KETTi gereH 60KaMm x¥acanagbl.

Tipek ce3pep: TparMkoMeaus, rpoTeCcK, Katapcuc, amnaTtus, anbictaty adbdeKTi, MapMoHeTKa, aTTpakunoHaap
MOHTabI.

JXAHPOBAS CTPYKTYPA B TPMJIOTUM CUTYALIUU» ACKAPA CYJIEAMEHOBA

MaxmeTtoBa 1. M.
Ka3axckas HaunMoHanbHaa akagemus uckyccts uMmenu T. K. XypreHosa
(Anmatbl, KazaxcTaH)

AHHOTauMSA.

B ctaTtbe paccmatpuBaetcs Tpunorusa A. CyneimeHoBa «CUTyauum» KaK YHUKaNbHbIA OMNbIT TparMkoMeamn B
Ka3axCKOM TeaTpe. BHYTpK TpUnoruu onpeaensioTcs caTupuyecKnin, menogpamMaTuyecknin u Tparndapcosbii
NoAXaHpbl, JONYCTUMbIE B TAKOM CIIOXHOM XaHpe, KaK TparnkoMeaus. AHanusupytoTea TpagauuMn MUPOBOM
ApaMaTypruu, K KOTopbIM 3T }aHPOoBble NoABUAbI BocxoAsAT. Oco6oe BHUMaHUeE yaenaeTcs TparmkoOMUYeCKUM
moaensam b. bpexta n @. lloppeHmMaTtTa, TpaguuMam caTupbl U KOMeAUK XapaKTepoBs, UTPOBOM MOAENU
KOMeauu aenb apTe, KOTOpble OKa3anu BAuMaHUe Ha aApamatypruio A. CyneimeHoBa. B kayecTse
KnaccMbUKaLMOHHbIX MPU3HAKOB AN19 MOAXKaHPOB Tparnkomeauu, BolAensaembix B Tpunoruu «Cutyauun,
paccmaTpuBaeTcs TUN repos, TUN U pa3pewnMocTb KoHbAUKTa. Ha maTtepuane Tpunorum A. CynerimeHoBa
ucenepyeTcs B3auMoAENCTBUE MEXAHM3MOB aMMNaTUM U OYYXAEHUS, CO34al0LWMX B TPArMKOMEeANNU CIOXKHbIN,
KYMYNATUBHbIN 3D dEKT, BAUSAIOLLNUIA Ha YUTaTEIbCKOE U 3PUTENBCKOE BOCMPUATUE NbEChI. [1lepCoHaMu-
MacK#, NepCcoHaxmn-MapMoHETKM B ApaMaTUieCKOM NPOU3BEAEHNM U3YHAIOTCA KaK YacTHbIM crydan

npuema rpoTtecka, KOTopbli Hapsaay ¢ «<MOHTaXXOM aTTPaKLMOHOB» aHaNU3UPYETCH KaK NposiBNeHne npuema
o4y eHus. BoigBuraetcsa NpesnosioxeHue, YTo TpaamLmMmM KOMeAnUU Aefb apTe U KOHLENLMSA «<MOHTaXka
aTTpakumnoHoB» C. dn3eHwTenHa 6binn BocnpuHaTbl A. CyneMmMeHoBbIM Yepes agpamatypruio b. bpexra.
KnoueBble cnoBa: TparmkoMeauns, rpoTeck, Katapcuc, amnatug, addPeKT oUyKAeHUS, MapuoHETKa, MOHTaX
aTTpPaKUMOHOB.
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KOHCTAHTDI
PAHHUX
®OPTEIIHUAH -
HbIX

ART STUDIES

COYUHEHUM
UBAHA
KAPABULIA

MPHTH 18.41.07

0. A. Konesiok!
XapbkoBckuit Haunonanbhbii Yausepeuter Flekycers
M. M.IT.KorasipeBckoro (r.XapbkoB, YkpauHa)

CTUNEBLIE KOHCTAHTbI PAHHUX ®OPTENUAHHBIX COMMHEHUA UBAHA KAPABULIA

AHHOTauMA

CtaTbsl NocBsLLeHa BbIABNEHWIO BIUAHWIA HALMOHaNbHOM KOMMO3UTOPCKON LWKOJIbl HA CTAaHOBIEHWE CTUNSA
MbILLNIEHNS BblAAOLLErOCSA NpeAcTaBUTENS FeHepaLnn «ceMnaecaTHMKOB». MBaH Kapabuu, (1945-2002) —
aBTOp Tpex CUMbOHUM, TPEX KOHLLEPTOB AJ19 OPKECTPA, XOPOBOro KoHLUepTa «Caj 60eCTBEHHbIX NeceH» Ha
noasuio I. CKoBOpobl, MPUHECLLIMX EMY 3acnyKeHHyto cnaBy. PopTennaHHoe TBop4yecTBo WN. Kapabuua noka
He NOJly4MNIo JOMKHOM Hay4HOW OLEHKMW B acneKTe CTUSA MblLUIEHUS U «<3BYKOBOIro 06pasa UHCTPYMEHTa».
Matepranom ctaTby NOCNYXUAN paHHue dopTennaHHble Npon3BeneHNs.B My3biKanbHOM KynbType BTOPOK
NonoBUHbI XX BEKa NpobiemMa «XyAOXHUK U COLMyM» oLLyLllanach YpesBbl4anHo ocTpo. Beneacreume
TOTanUTapHOM NOMUTUKM TBOPLbI HOBATOPCKMUX MO AyXy NPOU3BELEHWUI, HapYLIAIOLWNX NAEONOTMYECKUE
Knuwe, nogseprannch npecnefoBanuamM. NpeacraBneHa nepnognsaumsa GopTenMaHHoOro TBopyecTsa
Mactepa. OTMeYeHa posib COLMOKYNLTYPHOIO KOHTUHYYMa, B KOTOPOM L0 GopMUpoBaHUeE MONOA0ro M.
Kapa6buua. Ha ocHOBe MHTOHaLMOHHO-ApaMaTypruyecKoro 1 XXaHpoBO-CTUIEBOTO METOAOB BbIMOHEH
dYHKUMOHANbHO-CTPYKTYPHbIM aHannad CoHatbl n CoHaTUHbLI. C OHOM CTOPOHbI, KOMMNO3UTOPCKUI CTUIb
paHHero M. KapabuLa oTan4aloT 4epThbl, TUMWYHbIE 419 YKPaUHCKOM HalMOHaNbHOW LWKObI: GUNOCODCKUM
MacLiTab aBTOPCKUX KOHLIENLMI, MPUHLMUMBI Pa3BUTUS My3blKaIbHOrO TeMaTu3ma (BapuaHTHOCTb,
NONMPOHUYHOCTb, Pa3paboTO4HOCTL), GaKTypHOE N OPKeCTpasbHOe 60raTCTBO; KNAacCUYHOCTb GOPMbI
COOTHOCMUTCH C POMaHTUYECKUM MUPOBOCTIpUATAEM. C APYron — 06HapyKMBaeTCH IMHHOCTHbIN B3rNa/ Ha
YKaHpPOBble MOAENN: B HACTHOCTU, CUMGbOHU3M MbILLIEHUS B MY3blKa/lbHOM ApamaTtyprum masnbix Gopm,
APKO NpeacTaBNeHHbIN raPMOHUYECKUIA KONOPUT, YCIOXHEHHOCTb METPO-PUTMUYECKON OpraHn3aLmu,
Kpaco4HOCTb TEMOPUKK PopTENMaAHHOMO NUCbMa, 6JIM3KOI0 K OPKECTPOBOMY. B BbIBOAaX pe3toMupyeTcs, 4To
paHHee dopTennaHHoe TBopyecTBO M. KapabuLa obHapymMBaeT aTpubyTbl 3pENIOro CTUSA, penpe3eHTupys
JIMPUYECKOE MUPOYYBCTBOBAHWE, HAPSAAY C KOHLEPTHO-UrPOBLIM Ha4anioM, TUMUYHLIM ANS BUPTYO3HOM
TpaKTOBKK dopTeENUaHo.

KmoueBble cnoBa: 1. Kapabuu, paHHUM GopTENMAHHbBIA CTWU/b, HAlMOHASbHbIE TPAAULUK, CTUNb
MbILWEHWS, aTPUBYTUKA 3PENOro CTUNS.
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BeeaeHue

B 2015 roay YKkpanHa oTMeTuna
70-neTne co OHS poXKAEHUS KOMMO3MUTOpa
MBaHa PegopoBuya Kapabuua
(1945 - 2002), KOTOpbIM U3BECTEH KaK
BblAaoLWMNCH My3blKa/ibHO-06LLECTBEHHbIN
Aeatenn, naypeaTr MHOMMX OTEYECTBEHHbIX
N 3apybexHbIX npemuin. OcHoBateNb
MeXKAYyHapoAHOro My3blKasbHOIo
dectuBans «<Knes-mo3unK-pecT» n
KOHKypca nuaHuctoB nmeHu B. Toposuua,
OflapeHHbIN Nefaror U AMpuxKep
M. KapabuL, OTHOCUTCS K reHepaLunm
KOMMNO3UTOPOB-CEMUAECATHUKOB.

MM co31aHO OrpoOMHOE KOJIMYECTBO
npounsBeaeHNn B pa3HOOOpas3HbIX XKaHpax:
3 cMMQOHKUK, 3 KOHLIEPTA A1 OPKECTPa,
psig BOKanbHO-CUMGbOHMYECKUX N KaMEPHO-
MHCTPYMEHTaNbHbIX MPON3BEAEHNI

[N pa3nMyHbIX COCTaBOB, XOPOBbIe

N BOKa/lbHbl€ COYMHEHNS, MYy3bIKa K
dunbMaMm 1 TeaTpasnbHbIM CMEKTAK/IAM.
Mexay Tem, dopTennaHHOe TBOPYECTBO

M. Kapabuua He HalIo AOIKHOIo
OCBelLEHNS B My3blKOBEAEHUU, HE

cymTas nanuvaapHbiX 3aMevyaHui B
HebO0NbLION MOHOrpadUuyeckon 6poulope
I EpmakoBoi! [1] 1 cTaTel naHOPaMHOro
XapaKTtepa B c60pHUKe «Viverememento»,
BbllleALWeM nocsie CMepT KOMMNO3UTopa
[2]. B 2017 r. ony6nnKkoBaHa
[o/IroXaaHHas MOHorpadu1s BblaatoLLErocs
YKpaunHcKoro My3bikoBega J1. KusHOBCKON,
B KOTOpPOM npeacTaBneH Hanbonee nosiHbIn
Ha CEeroAHALWHWN AeHb «NOPTPET XYAOKHUKA
B MHTEpbepe 3noxu» [3].

Llenb AaHHOM cTaTbM — BbISABUTb
CTU/IEBbIE KOHCTaHTbl B paHHUX
dpopTeENnaHHbIX MPOM3BEAEHUSAX
U.Kapabuua. 3agauu, BbiTEKaoWmMe U3
NMOCTAHOBKMW NPOBGNEMbI: U3yHEHNE
paHHUX dopTENUAHHBIX COHUHEHUIN U
yCTaHOB/IEHME 06LWEN Nepmoam3aLmm
TBOPYECTBA /191 3TOr0 MHCTPYMEHTa;
XapaKTepPUCTUKa MCNONHUTENBbCKOW CybObI

OTA€eNbHbIX GOPTENMAHHbIX MPOU3BEAEHUN.
MaTepuanom ans aHanauTU4ECKOM
aTpuéyunmn cTnaa nsbpaHbl NPOM3BEAEHMUS
paHHero nepuoaa TBOpPYECTBA.

MeTopabl

OCHOBHbI€ NPUHLMIMbI JaHHOIO
ncecnenoBaHus 6a3npyroTea Ha
MCMoNb30BaHMM OBLLMX U CHeLnanbHbIX
METOA0B aHanM3a (MeToAbl LIe0CTHOro
MYy3blKOBEAYECKOro aHann3a): UICTOPUKO-
6uorpaduryeckoro, KynbTyposorMiyecko-
aHanuTU4YecKoro, GyHKLUMOHaNbHO-
CTPYKTYPHOIO, MHTOHALMOHHOTO,
}aHpPOBOro, CTUIEBOrO.

Pe3ynbraTtbl

dopTennaHHbin cTunb U. Kapabuua
OTKPUCTa/INIM30BasICH B NEPUOL C KOHLa
70-X 1 06pen CTUNEBYIO LLENOCTHOCTbK
Havany 90-x rogoB. Komnosuntop
yrny6neHHo ocBanBasn eBPONeNCKUM onbIT
KOMNO3MUKWK (1oaeKadOHHON, CEPUNHON,
NyaHTUIUCTUYECKOM, COHOPHOM), NMPHU
3TOM COXpaHAs ACHOCTb U AOCTYMHOCTb
U3JI0KEHUSA MY3blKaSlbHON MbIC/N.

PaHHee dopTennaHHoe TBOPHECTBO
N. Kapabuua BbisBNSET aTpubyThl
3penoro ctunsa. doprenmaHHbIN
CTWUNb PENPEIEHTUPYET MMPUYECKOE
MWPOYYBCTBOBaHWE B €4MHCTBE
C KOHLIEPTHO-UIPOBbLIM Ha4yanom,
XapaKTepPHbIM 419 BUPTYO3HOM TPAKTOBKM
dopTennaHo. HacTto ncnonb3yoTcs
KPUCTaIbHO YUCTble TEMOPbI B BLICOKOM
perncTpe MHCTPYMeHTa, 4To npuaaet
MY3blKaJIbHbIM TEMaM YTOHYEHHbIN
XapaKTep, OAHOBPEMEHHO YYBCTBEHHbIN,
OTKPbITbIX U B TO YK€ BPEMS C OTTEHKOM
MHTPOBEPTHOCTH, «HELOCKA3aHHOCTU».
370 Ka4yeCcTBO OT/INYAET PaHHWE ONyChbl
KOMMO3UTOpa OT 3peiblX, B KOTOPbIX OyaeT
LLapuUTb APKUIN SKCTPaBEPTHbLIN CNOCO6
BbICKa3blBaHUA, }XU3HEYTBEPKAAIOLWMWN,
$purnocopcKkm B3rNa4 Ha *KuU3Hb.
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Aunckyccuna

B nocneaHen Tpetn XX BeKa
npoénema «XyaoxHWK 1 CoLUyM»
oulywanacbh Ype3Bbl4alHO OCTPO.
NMpodeccnoHanbHbIM KOMNO3UTOPaM B
Ty NOpy BO MHOIOM NPUXOAMNOCH NUCaTb
«B cTo/I». Coupeannam He No3BOoNs
pa3BMBaTbCs MX TBOPYECTBY B PaBHOM
Mepe KaK B pyc/e eBPOonemncKux Tpagnumnm
(aTpMBYTUBHO «BYyprKYya3HbIX»), TaK U B yxe
HalLMOHaNbHbIX UAEN, BCneacTBUE Yero
My3blKalbHOE TBOPYECTBO, NUTEpaTypa m
noa3us, KNHeMaTorpaduyecKme neHThbl,
HapyluatoLl e WAeoNorMieckme Kaumie,
n3biManuCb, a UX co3aaTeny NoaBepraanch
npecnenoBaHnam. O6BMHEHUAM B
HauuoHanuame B 60-e rogbl NOABEPINNCH
b. JlaTowmnHcKkum, ero y4eHuk U. bansa,
Apyrve npeacraBuTeNn HauMoHanbHO
HaCTPOEHHOW UHTeNUreHumn. B
60/IbLLUMHCTBE Cly4aeB KOMMNO3UTOPbI
OblNIN BbIHY}XAEHbI BEPHYTbCS K
NCMNONb30BaHUIO TPAAULMOHHbBIX GOPM, YTO
BEJI0 K aKkagemMun3my.

B KoHLe 60-x rogoB XX cToneTus
o6pa30Banocb TBOPYECKOE COAPYHKECTBO
«KWEBCKWIN aBaHrapa», BKIOUYNBLUNCH
B PYC/10 pa3BUTHS «BTOPOKN BOJHbI»
MY3blKanbHOIro aBaHrapaa cTpaH
3anaaHown EBponbl. B coctaB rpynnsl
BOLWM KOMMN0O3uTopbl B. CunbBecTpos,

B. loassaukuin, J1. l[paboBcKum, B.
3aropues, B. Iy6a, C. Kpytukos, 1.
CaBOnKKH. X TBOpPYECTBO BbI3BASO
pe3oHaHC Ha 3anajge: NPon3BeaeHUs 3TUX
KOMMO3MTOPOB CTa/i UCMONHATb, O HUX
nucanu B npecce, HO B COBETCKOM YKpaunHe
3TM daKTbl 3aManymMBanmchb.

OKOHYMB ApTEMOBCKOE My3blKa/lbHOE
YYUNULLE (HbIHE HOCUT €ro nMs) Kak
NMWUaHWCT, BOCEMHaALATUNETHUI OHOLW A
nocTynaeT Ha Kadbeapy KOMMNo3uLuu
KuneBcKow rocyaapCTBeHHOM
KOHcepBatopuu (1963), B Knacc K
npodeccopy b. H. JIAaTOWMHCKOMY.
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dyHaaTop HaLMOHaNbHON KOMMNO3UTOPCKOM
LUKOSIbl BOCMUTbIBAS B CBOUX Y4EHUKaX
He TOJIbKO NpodeccUoHanIn3m, Ho,
npexae Bcero, 4eCTb U JOCTOUHCTBO
TBOpLA, cBO6OaY Ayxa, UCKPEHHOCTb.

MX MMeHa HaBcerga BOLWIN B «30/10TOM
$OH» YKPanHCKON HaLMoHaIbHON
KyJIbTYpbl BTOPOM NONOBUHLI XX BeKa: W.
LLlamo, J1. TpaboBcKum, B. lNoasaukum, E.
CraHKkoBwY, B. CunbsecTpos, J1. bl4Ko.
H. l’epacnumoBa-llepcuackas otMeyaet
B CBSI3N ¢ UMeHeM VBaHa Kapabuua:
«...y bopuca Hnkonaesun4a 66111
pasHble YYeHNKHU <...> Ecnun roBopuTb

0 cyry6o nepcoHanbHbIX, TMYHOCTHbIX
KayecTBax, eCTb MHOIO 06LLEro Mexay
Yyntenem u UMEHHO 3TUM YYEHUKOM — B
CEPKaHHOCTK, onpeaesIeHHON CTPOrocTy,
B BbICOKOM YYBCTBE [10/1ra, B CKPbITOM
cneumMpryecKkoM M IoMope, B HECKOSIbKO
CKENTUYECKOM OTHOLIEHUN K HU3HN»
(nepesog mon. — 0. K.) [2, c. 32].

Yuuncsa W. Kapabuu,y b. JISTOWKMHCKOIO
OTHOCHUTENIbHO Maso: No y4ebHOMY roay
[10 ¥ nocne cnyx6bl B apMumn (1963 -
1964; 1967-1968 rr.)%. MNepuoa nocne
BO3BpalleHMa U3 apmum ctan 6a3ucHbIM
N9 TBOPYECKOro pocTa Mooaoro
KOMMo3uTopa.

Havano 60-x roqoB 03HaMEHOBAHO
HacCTyrnJeHNneM NONUTUYECKON «OTTEMNENMY.
ABaHrapaHoe UCKycCcTBO 6b110 Noj
3anpeTtom. lonnMTnKa ToTanuTapHoro
pernMa ykasbiBasla Ha He06X0AUMOCTb
co3faBaTb NPOU3BEAEHUS NCKYCCTBA,
KOTOpble 6b1IN 6Gbl AOCTYMHbI Maccam.
MonogblM KOMNO3UTOPaM NPUXoaniocb
TaHO OpraHM30BbIBaTb TBOPYECKKE
BCTPEYU, Ha KOTOPbIX OHWU MO
aHanuaupoBatb My3biKy N. CTpaBUHCKOrO,
A. lLleH6epra, c yBneyeHnem ocBamBaTb
HOBble TEXHWKK NUCbMa. lpounsoLien
pacKon Ha KoHcepBaTopoB U nbepanos
(«LUECTUAECATHUKOB»), NPEANPUHABLLMX
NOMNbITKY N3MEHUTb MONOXKEHNE



TBOPYECKOW MHTENTIUIEHLIMN B CTPaHe
[4]. 310 6bIN YHUKabHbIN WaHC
TBOPYECKOW MONOJEKM CO3AaTb HOBbIM
WUHTEeNNIEeKTYanbHbIM NOTEHUMAN, PacWNPUTb
HaLMOHaNbHbIM OMbIT C MOMOLLbIO
3anafgHbIX BAUAHWA. UHTenneKTyanbHbIN
B3PbIB, KOTOPbIX NpousoLlen B obuiectse
6narogapsi X BbIXOAy Ha My3blKa/ibHYIO
apeHy, BnocneacTtsnun Ha3oByT
«beHOMEHOM WecTnaecsaTHuyecTsar [4].
«lllecTuaecaTHUKaM He KaxKeTcs,

YTO U3Hb CropaeT 3ps:

OHM MOCTaBU/IN Ha POAUHY, KOpo4e
roBOpSA.

OHa, KOHEYHO, B cyeTe 0 HUX 3aby/eT,

HO Be/lb OHa O/flHa.

Lpyroiny Hnx He 6ygeT» — TaK nucan
b. OkymxaBa. B 310 Bpems Havancs
NPOLECC BO3POXAEHNA YKPANUHCKON
HaLUWOHaIbHOM KyNnbTypbl.

MBaH Kapabul, «Bollen» B
MY3blKanbHYIO }N3Hb Knesa, Korga
€ro KONJIErun yxe nayvyanu JOCTUMKEHUS
HOBOBEHCKOW LIKOSbl. 3HAKOMCTBO
M TBOPYECKOE COApYKECTBO ¢ B.
CunbBecTpoBbIM U B. [0A35LKUM
NoBAMANO Ha MMPOBO33PEHYECKHKE U
npodeccnoHanbHble 3aaTKU MOJIOA0r0
Kapa6uua. MNo3xe, B 1991 roay, 6yayyu
N3BECTHbIM KOMIMO3UTOPOM U KYNLTYPHbIM
NedATeNIeM, OH CKaXeT: «<...> 4 npuilen B
KOHCepBaTopuio Torga, Korga uMeHa B.
CunbBecTtpoBa K J1. [paboBCKOro 6biau
Y}e U3BECTHbIMU <...> EllEe He 3Haf, YeMm
MMEHHO NpuMeYaTeNbHbl 3TW aBTOPbI,
1 BCEM CEPALIEM MbIC/IEHHO MOTAHYNCS
K HUM <...> Ha BCI0 }XM3Hb 3anOMHUI
Beyepa B KBapTupe B. CunbBecTpoBa,
roe Ha ctapeHbKOM MarHMTodoHe Mbl
CNylanu HOBYIO My3blIKY, MOKa3blBau
ApYyr OpYry cBou NMpou3BeaEeHUS, TOPsaY0
anckyTupoBanu» (nepesoa mon. — 0. K.) [4,
c. 252].

dopTennaHHoe TBOpYecTBO M.
Kapabuua npexae Bcero npeacraBneHo

Tpemsa KoHuepTaMu ans ¢opTenmaHo ¢
CUMPOHUYECKNM OpKecTpoM. epBbin
co3faH B 1968 roay Ha aTane TBOPYECKOro
cTaHoBieHus, BTopon — B 1972 rogy Kak
pe3ynbTaT TBOPYECKOro CaMOBbIparKeHUs
W, HaKoHeLl, TpeTnin — B 1999 roay,

B Nepuoj TBOPYECKOW 3PESIOCTH.
MHOro3sHa4umTesNbHbIM N0 MaclITaby

W 3aMbICny UMK «24 npentoaun» 6bis
3aKOoH4YeH B 1976 roay.

B 2005 r. BnepBble nNpo3Byyan LMK
«5 MnHuMaTiop», a B 2006 rogy aBTopom
cTaTbM 6bl UCMONHEH LMKN «[pentoans
W TOKKaTa». [lpeMbepHble NPoM3BeAEHNS
OblN11 Bbly4€HbI MO PYKOMUCHOMY
TEKCTY, KOTOpPbIM Noaenunacb BaoBa
KomnosuTtopa — npodeccop HMAY um. .
M. Yankosckoro M. [1. Konumua.

B 2014 roay B usnatenbctee «My3uyHa
YKkpaiHa» no cnyyato 70-netmns co aHS
POXKAEHUS KOMNO3UTOPa 6bin BbIMyLEH
COOpPHUK hopTENUAHHBIX MPON3BELEHNI
N. Kapabuua — yHUKaabHbIK NogapoK ans
BCEX NouunTaTtenen Teopyectsa Mactepa.
Tenepb UCNONHUTENN UMEIOT BO3MOMXKHOCTb
OUEHWUTb HEU3BECTHbIE CTPaHULLbI
TBOPYECTBa XyAOXKHWKa. B cOOpHUMK
BOLL/IN BCe npou3seaeHusa M. Kapabuua
ana dopTtenmaHo (Kpome uunkna «24
Npentanmn», U3aHHOIo eLe NPu *KU3HU
KOMMNo3u1TOopa).

MNepnoaunsaumsa popTenmnaHHoOro
Hacneaus U. Kapabuua MOXKeT 6biTb
npeacraBfeHa cneaywmm o6pa3om:

paHHee TBOp4YecTBO (1963 -1970)
BKtOYaeT «Bapunaunn», CoHaty, COHaTUHY,
unkn «fTpentogua 1 TokKkata», lepBbin
dopTeENNaHHbIA KOHLEPT;

cpeaHMi Nepuoj TBOPHECTBa
(1971 - 1985) — BTopou popTennaHHbIn
KOHLIEPT, UMKN «24 npentognn», Uukn «Matb
MWHUATIOP»;

nospHuK nepuog (1990 — 2000)

— TpU OyKa30Bble Nbechl («3neruns»,
«JleHb 3a gHeM», «OANMHOYECTBO»), «[1aTb
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MY3blKa/lbHbIX MOMEHTOB» ANns dopTennaHo
C OPKECTPOM.

PaHHee TBOpYeCTBO NpeAcTaB/ieHo
nponssegeHnsIMn, HanucaHHbIMA B
KOHCepBaTOPCKME rofbl Mo pyKOBOACTBOM
B. H. JIATOWKWHCKOro, KOTOPbIM oTMeYvan
TanaHT, «CBEKECTb» MbIC/IM U TOHKUH
BHYTPEHHWUI MUP MONOAOro TBOpLA, B TO
e Bpems Wwen npouecc B3anMOBNAHUIA
APYrMX YHEHUKOB U yuuTenss.

B 1964 roay 6bina HanucaHa CoHaTta
ana ¢poprenmaHo. OgHovacTHas rno ¢opme,
OHa NpPOoAOMKAET MMHUIO POMAHTUYECKOM
COHaTbl, C XapaKTePHON NOrPYXKEHHOCTbLIO
BO BHYTPEHHWI MUP YENOBEYECKMX HYYBCTB.
YKe B nepBoM obpalleHnun U. Kapabuua K
COHaTHOMY }aHpy OLYyTMMa caMOObITHOCTb
TBOPYECKOW MaHepbl MbiCIUTENA®.

OTKpblBaeTcsa CoHaTa HEBGObLLMM
BCTyrneHneM (allegro moderato),
CO3/aloWMM MUCTUYECKYIO aTMOoCchepy.
MmnynbCUBHOE, NPOTMUBONMOJIOKHOE
[ABUXEHWE roNoCoB, U3NOMKEHHbIX
LecTHaAUaTbIMU B CENTOBO-KBUHTOBbIX
COOTHOLIEHUAX, CO3JaET OlLyLEHNE
KpyroBopoTa, KOTOPOE Pe3Ko NpepbiBaeTcs
MHTOHaAUMAMU CMENbIX NPU3bIBOB,
3BYyYallMX Ha OpraHHOM NyHKTe g, 3aTeM
c. maBHas napTtusa (allegro e espressivo) —
YCTpEMJIEHHAs K aKTUBHAs, xapaKTepuayeT
B3NS4 YenoBeKa Ha OKpYyXKatoLLyto
AencTBUTENbHOCTbL. CoveTaHue
WMHTepBasbHbIX (TPUTOHA, HOH, CENTUM)

N PUTMUYECKUX (MENKMX ASIMTESIBHOCTEN

C OCTaHOBKaMW Ha KPYMHbIX) MOAYCOB
XapaKTepuayeT TEMY B ee Aep30CTH,
n3nomaHHocTtu. Tema I.I1. gepxuTtca Ha
OCTMHaTHOM TPHOSbHOM poHEe B 6acOBOM
perncrpe, Ha MHTOHaLUSAX NpU3blBa U3
BCTYMNEHUS. YKe nepBoe NpoBeaeHune
TEMbl OTMEYEHO YepTaMn pa3paboToOHHOCTH
(4yBCTBYETCS YHAC/IEAOBAHHbLIN
KOMMO3UTOPCKNIK MeToA B. JIATOLMHCKOrO).
lNepemeHHbIV pa3mep (4/4,2/4, 3/4,

3/8, 5/8) u auHamunsauus obpasa
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JlepxarT cnywarens B aMoLMOHaIbHOM
Hanps»eHuun. C.IN. npeacraBnser
CO60N MHTOHALUMOHHYIO CEKBEHLMIO U3
Tpuonen TemMbl BCTyrneHUs. [locteneHHo
MapKupytoLine MOTUBbLI YCIOKanBaloTCs
n npmeogat B IN.I1. (moderato), KoTopas
HanuMcaHa B Tpex4yacTHou popme. 3To
06pa3 ganekoun, NpeKpacHoOm 1 YNCTOM
MeuyTbl. PyHAaMEHTOM B NOCTPOEHUM 3TOM
TEMbI ABNSIETCS BHOBb OPraHHbIM NyHKT Ha
3BYKe «Cc». KOMMO3UTOP NUCMONIb3YET CBOM
N361EHHBbIN NPUEM, KOTAa U3 COYETaHUS
O0NbLINX U ManblX TEPLMA B KarKAOM
M3 ro/I0COB rapMoOHMYecKas BepTUKarb
obpeTaeT AUCCOHUPYIOLLLEE 3BYHaHUE.
PaspaboTKa (allegro) npeacraBrieHa
BMXPEBbLIMU U MPU3bIBHbIMKU 06pa3amu
U3 BCTynneHns. MHTOHaUNOHHbIe
anemMeHTbl .I1. BCTynatoT B OCTPbIN
KOH®UKT € OCTUHATHLIMW TPUONSMMU.
JnHamMunsaumns Takoro KOHOINKTa CTPOUTCSH
Mo CEKBEHLIMOHHOMY BOCXOXAEHUIO,
KOTOpoe NPUBOAUT K KyNiIbMUHaL UK
npousseaeHus. Tpnonm BbiNUCaHbI
OKTaBHbIMW YABOEHUSIMU, 3a1€MCTBOBAH
KOHTPOKTaBHbIN pernctp. Bropon pasaen
pa3paboTKK (Meno Mosso) OTInYaeTcs
OCTPbIMWU PETUCTPOBLIMU BNy AaHUAMMU
rmaBHOM NapTnu (M NPOTUBONOCTaBASETCS
Teme NoboyHoun Tepunm), KoTopble ABUIUCH
WMHTOHALMOHHbIM aTPUBYTOM TEMbI B
3KCMNO3ULINMK U NEPEHOCHATCS B Apyroe
PErMCTPOBOE COOTHOLLIEHME (MEXKIY
060MbLLOKW 1 NepBoOn OKTaBown). Takoe
COOTHOLIEHKWE JaeT MHOEe BOCMpUATHE
M.11. [PO3HOCTb, HEYCTYMNYUBOCTb —
BOT €€ XapaKTep1CTUKa B 06pas3Hom
TpaHchopmaumn. OKTaBHOE, a 3aTeM
[AMCCOHaHCHOE aKKopaoBoe npoBeaeHne
Tembl .11, B HUKHKUX perncrpax c
3anonHeHMEM NepennuBoB WecTHaauaTbiX
cosfaeT MpayHyto, HeyCTOMYMBYIO
KapTuHY. KOHPANKT ABYX OCHOBHbIX
06pa3sHbIx chep 37eChb BNepBble BbIABASET
naeto NormnoueHns, «nepeTarnBaHns»



MeuTaTenbHOCTN B 06pa3 CypoBOn
IENCTBUTENLHOCTW. [locne reHepanbHOM
nay3bl NOSBASETCS pacxoasiieecs
[IBUXKEHWE roNocoB WecTHaauaTblMu N3
BCTynieHns. HabaTHbIMM BCKPUKamMu
3BYyYaT PUTMUYECKU YBENUYEHHbIE
WMHTOHaL MK TPUONEN, KOTOPbIE MNOCTENEHHO
BOCCTaHaB/IMBAIOTCA B UCXOOHYIO,
OCTMHATHYIO TPHOJIbHYIO GUTYPY,

KoTopasi U 3HaMeHyeT NosiBNeHNe TeEMbI
I.I. B penpunse. BHOBb UMMNYNbCUBHO
B3EPHYTO 3BY4YUT OCHOBHas Tema.

I.I1. BOCNpMHMMAETCH B JAHHOM
ApamMaTypruyeCKoM KOHTEKCTE KaK
yTBEPXKAEHME, NpOBO3Nallallee
no6eaoHOCHbIV cMbica. Beneacteue atoro,
HabnogaeTcs CoKpallleHHas penpuaa,

B KOTOPOM M CBEpLIaETCs YyTBEPKAEHNE
ob6pa3sa XKeCTOKOW ENCTBUTENbHOCTH Hajl
MeuYTaTe/IbHOCTbIO.

Kopa (piumosso) Bo3Bpallaet
CEKBEHLMOHHbIE TPUOJbHbIE BOCXOXKAEHUS
Nno KBapTO-KBMHTOBLIM MHTEpPBasiaMm. B
YBENNYEHUN N OKTABHOM YABOEHWUWN 3BYYUT
Tema .., 4yTo NpuaaeT e MapLLEBYIO
cocpeaoTo4EeHHOCTb. Ha OpraHHoOM nyHKTe
g MOLLIHO 3BY4YMT NMpuU3biBHag TeMa 13
BCTYMNJIEHUS, co3aBas KOMMNO3ULMOHHYIO
apKy B COHaTHOM ApamMaTtyprun. Taknum
06pa3om, yxe B NepBoM obpallleHnmn
M. Kapabuua K COHaTHOMY KaHpy
oLlyTMMa CaMOBbITHOCTb TBOPYECKOM
MaHepbl XyAoXHWKa. HeToponineoCTb
pa3BepTbiBaHNSA 06pa30B.,
dopmnpoBaHmMe caMoCToATESTbHbIX
3NM30408B B paMKax GopMbl, Hanuyune
4yepT NOBECTBOBATE/IbHOCTU NO3BONISIOT
CKasartb, 4TO M0J10[10M aBTOp
co3fal 0fIHoYaCTHYIO CoHaTy 3MUKo-
ApamaTn4ecKoro Tuna.

Tema C.I1. (pasmep 516) MHTOHALIMOHHO
CaMOCTOATENbHA, C 31eMEHTaMM
aneatopuKu. lNocne reHepanbHOM nay3sbl
3BYYUT YTOHYEHHO-HecnelwHasa tema [1.I1.
(34), nocTpoeHHas Ha AMCCOHAHTHbIX

KOMMeKcax, norpyxas caywarens B
cocTosiHne ymupoTtesopeHus. OTBeToM en
SABNAETCA risposta B HUXKHEM perncrpe
¢optenunaHo (BTopas IN.11.). I.I1. B uenom
npeacraBnsieT cobom TpexkpaTHoe
npoBeaeHne TEMbI C OTBETHOM PUCMOCTOM
(Ha OIHOM 1 TOWM e BbICOTE TEMbI
BbliNMcaHbl B 1-i, 2- U B 3-1 OKTaBe).
TpeTui pas3 TeMa 3BYYUT AEKNaMaLOHHO,
B Pa3/IM4YHbIX PUTMUYECKUX rpynnax (Ha

f, a 3aTem Ha p). [eHepanbHag naysa
3HaMeHyeT BoJopa3saen 3KCno3uumm u
pa3paboTKM.

M3 TULIKHBI poXAaaloTcs cenToBble
nepexInYKn rpoTecKoBoro anemeHTa I.11.,,
OTKpbIBalowme pa3paboTky. Ee ycnoBHO
MOHO pa3aenuTb Ha ABa pasjena:
NnepBbI CO34aeT HaNPSXEHHYI0 CUTYaLMIO
n3 nepeknmyek I.I1., B CONpoBOXKAEHNH
BCTPEBOXEHHbIX TPEMONO. BTOpOM
— pasBuBaeT UHTOHaLUuu I.I1. Ha
PUTMUYECKOM OCTUHATO B NapTUX NeBOM
PYKW, POACTBEHHOM 3HAMEHUTON KONSaKe
«Lleapuk».

KynbMuHaumen CoHaTUHbI CTAaHOBUTCS
Tema [1.T1., 3ByYallas B OKTaBHbIX
YABOEHUSX U CEKYHAOBbIX TOHANbHbIX
casurax: f-moll n fis-moll. OgHako Kyaa
ncyesna YToOH4eHHOCTb U cBOeObpa3Has
po60CTb TEMbI-06pa3a? Pa3zoMKHyTas
pPerncTpoBo, oHa o6peTaeT OTTEHOK
¥ECTKOCTU, 06bEMHO M BECOMO HacTynas,
BOCMNPON3BOAUT 6O/IbLLION ApaMaTUYECKNI
HaKan. MHToHauMoHHble lamento n
aKUEHTMPOBAHHbINA PUTM NEPBOrO
anemMeHTa [.I1. B AManoroBbIx COYETaHUNAX
c afieMeHTamu BTopou [.I1. 3aBepLiatoT
pa3paboTKy. Ee KynbMUHaLKnen aBnaeTcs
nposegeHue I.I1. B pa3fn4YHbIX perncrpax
WHCTPYMEHTOB U AUCCOHUPYHOLLMX
coyeTaHusax. lNMpepBaHHbIN 3IEMEHT BTOPOK
.M. npegBocxXMLLaET penpuay.

CoKpaleHHas penpusa (moderato)

— CMbICNIOBOM UTOT ApamaTyprmu
Bcen CoHaTuHbl. Koga (vivo) cTpouTtes
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Ha conoctaBNeHUU MHTOHALMOHHbIX
060poToB [1.I1. U TPOTECKOBOIO 3/IEMEHTA
I.IN. YcTpeMneHHoe ABUKEHNE MENKUX
ANUTENBHOCTEN NPUBOAUT K NocnegHemy
nposeaeHuto BTopown lN.I. B pUTMHUYECKOM
obpalleHnn, 3ByYalllen caepraHHo,
TAXenoBecHo. lNpowanbHbln B3NeT
TPUTOHOBOW MHTOHaLUMK (a-es u b-e)
3aBepwaet CoOHaTHHY.

0606WWmMm cTnneBble 3Hakn COHATUHbI:
370 MoAMbUKaumg coHaTHoro allegro,
o6ocobneHune pasgenoBs ¢opmbl B
CaMOCTOATENbHbIE 3MU304bl, YTO
NPUBOAMUT K OJIHOYACTHOCTU KaK C/IMTHON
LMKIWMYHOCTH, HalMYMe nentremaTtuama,
NoBeCTBOBAaTE/IbHOW ApamaTypruu.

3aknoueHue

XapaKkTtepnsys dopTennaHHbIn
CTW/b B LIESIOM, ClielyeT OTMETUTb POJib
COLMOKY/IbTYPHOIO KOHTUHYYMAa, B
KOTOPOM Lo GOopMUPOBAHUE MONOAOI0
N. Kapabuua. Hayano caMmocToaTeNbHOMO
NyTW NPUXOAMTCS Ha NEPEIOMHbIN
nepuoa nNpeoaosieHns yctapesBLInX
CTEPEOTUNOB, KOTOPbIE OAHOCTOPOHHE
TpaKToBanu KaTeropmMm HauMoHanbHOro
B TBOPYECTBE AesTeNlen My3blKalibHOM
KynbTypbl. ABaHrapaHble TEXHUKMU
KOMMO3UTOPCKOro NMCbMa BOBCE He
npusetcTBoBaanch. N. Kapabuu, Bxoaun B
KPYr KWEBCKUX «aBaHrapaMcToB», KOTOpble
Nno3BONUAN cebe cKa3aTb B My3blKe
HoBoOe cnoBo. Kak peaynbtar, B XXI Beke
HOBasa My3blKa YKpauHbl NpeacTtaBfieHa
UMEHaMM APKKX, COOPMUPOBAHHbIX B
€BPOMNENCKOM NPOCTPaHCTBE, CAMOObITHbIX
XYAOKHUKOB, Ybe TBOPYECTBO C 60MbLIMM
MHTEPECOM BOCMPUHUMAETCH BO BCEM
LMBUIM30BAHHOM MUPE.

B paHHWI nepuoj TBOpYECTBA
(1964-1974) popTtennaHHas
My3blKa KOMMNO3WUTOpa NpeacTaB/eHa
NCKJTIOYNUTENbHO KPYMHbIMKU hOpMaMU:
3710 «Bapuaunu», Conata, CoHaTuHa,
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[epBblK KOHLEPT Ang ¢opTenmnaHo

C opKkecTpoM. Ha ¢popmupoBaHue
TBOpYeCcKon nMyHocTn UN. Kapabuua
noenusna apvyaniuas urypa yuntens —
b. H. JIaTowmnHcKoro. CUMOHNYECKNI
METO/ MblLLNEHNS 1 NOBOBb K
OPKECTPOBOMY KOJIOPUTY alEKBATHO
XapaKTepu3yloT NPeeMCTBEHHOCTb
TBOPYECKUX METOA0B YYUTENSA U YHEHMKA,
penpeseHTUpys ypoBEHb HaLIMOHAIbHOIO
CTUNS KOMIMO3UTOPCKOM LLKOJIbl B YKpauHe
B LLEJIOM.

CerogHsl, C UICTOPUYECKOM ANCTaHLIMN,
npousseaerHus . Kapabuua nopaxatoT
OpraHMYyHOCTbIO BBEAEHUSA «HOBOMOAHbIX»
TEXHUK B TEMATUYECKYIO CTPYKTYPY U
ACHOCTbIO dopMbl. LLIMpoTa aBTOPCKOro
3aMblc/ia B KpYMnHbIX dopMax, oxBat
o6LeY€enoBe4YECKMX LLEHHOCTEN U
HauMOHaNbHasa naes B MUPOBOM
XYOOXECTBEHHOM KOHTEKCTE, KaMEePHOCTb
W TOHKOCTb MMPOYYBCTBOBaHMSA B MaJiblX
}aHpax n popmax — BCe 3TN CTUNEBLIE
OpPUEHTUPLI BYAYT NPUCYLLM aBTOPY TPEX
cuMdoHMn, Tpex KoHUEpPTOB A5 opKecTpa,
XOpPOoBOro KoHuepta «Cag 60XKeCTBEHHbIX
neceH» Ha noasuio I. CkoBopoabl (ans
Xxopa, COJIMCTOB U CUMGbOHUYECKOro
OpKeCTpa), NPUHECLLMNX EMY 3aCNYKEHHYIO
cnasy.

B CoHaTnHe u CoHate ana dpopTtenmaHo
NPOSIBUNUCb MHOTME YepTbl ByayLLEero
3penoro CTUAs KoMNo3uTopa: 60ratcTBo
WHTOHAaLMOHHOIo cnoBaps U TeMIo-
PUTMUYECKMX PELLEHUI, YETKAS
NIOrMKa PYHKLMOHANbHOIO CTPOEHMS
KomMno3uuunun. KoMno3uTopCcKui CTUb
paHHero N. Kapabuua otamMyaioT
YyepTbl, TUMUYHbIE 419 BCEN YKPAUHCKOM
HaUMOHaNbHOM WKOJIbl: MacluTab K
LLeNIbHOCTb Xy10XKECTBEHHON KOHLEMLMUK
Npon3BeaeHNI, NpUeMbl My3blKallbHOIO
pa3BuTUSA TeMaTU3Ma (BapuaHTHOCTD,
NONUGOHUYHOCTb, Pa3paboTOYHOCTh),
$aKTypHOe 1 TeMBPOBO-OpPKeCTpabHOE



6oratctBo. CUMPOHMUYECKUI TN 06pasHbIx MoJycax (apaMaTuyecKom,

MbllneHus, npucywmn N, Kapaouuy, JINPO-3MNUYECKOM, UTPOBOM,
NPoOABNAETCH B CKBO3HOM pasBUTUH ncuxonornyeckom) [5, 115 c.].
MY3blKanbHOW ApaMaTyprum masblx Gopm lMpoaHanM3npoBaHHbIe B CTaTbe

W }aHPOB, KPacO4YHOCTK U BoraTcTBe NPOU3BEAEHNS BbILAM U3 apPXMBHOM
dopTennaHHoro nnucbMa, 4acTto 6JM3Koro GOpMbI CYLLECTBOBAHUSA U TENEPb
OpKecTpanbHOMY 3By4aHMi0. KnaccMyHOCTb  BMOJSIHE 3aCNYyXKMBaIOT OblTh LMPOKO
$GOpPMbl COOTHOCUTCH C POMaHTUYECKUM npeacraBAeHHbIMU B COBPEMEHHOM
BOCMPUATUEM AENCTBUTENBHOCTU BO BCEX KOHLLEPTHOM penepTyape NMaHUCTOB.
NMPUMEYAHUSA

1.3T1a Heb6onbLWwasa MoHorpadusa U3 cepun «TBOPYi MOPTPETU YKPAiHCbKUX KOMMO3UTOPIB», MO CyTHU, HE MOra
OCBETUTb MOMHOTY KOMMO3MTOPCKOro CTUAISA, MOCKObKY Oblna M3aaHa B 1983 r.: Komno3utop 6yaeT eule
naoA0TBOPHO paboTaTtb NpakTtuyeckn 20 neT.

2.XapaKTepM3yﬂ B. JIATOWKNHCKOro Kak YenoBekKa He6e3pa3nw4Horo K cy,qb6e CBOEro y4eHuKa, oTMEeTUM,
YTO MMEHHO OH CNOCO6CTBOBAN nepesofdy NBaHa B aHcamM6nb KneBcKoro BoOeHHOro OKpyra, rge 1ot Mmor
npoAo/IXaTb COHYUHATb MY3bIKY.

3.CunbHOE BNevaTneHne Ha Hero npounasenu «Astorpadbi» 1 «PaspbiB nnockocten» ang doprennaHoB.
loassaukoro, Nepsas coHaTa Ana oprenmaHo B. CunbBecTpoBa, «HeTbipe MHBeHUuu» ang doptenunaHo Jl.
paboBCKoOro.

4.B 1968 rogy co3aaHa [lepBas coHaTa ans BUONOH4YeNu n doptenunaHo, B 1972-om — Bropas coHata ans
BMOIOHYENN U dopTennaHo.
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UBAH KAPABUL ®OPTENUAHO WbIFAPMAJIAPBIHAAFbBI EPTEPEK JKA3bIJIFAH CTUNIBAIK
KOHCTAHTAJIAPDI

0.A. Konenwok
W.M.KotnapeBcKui aTbiHAafFbl XapbKOB YITTbIK OHEp YHUBEpPCUTETI
(XapbKOB K.,YKpauHa)

AHpaaTna

MaKana yNnTTblK KOMNO3UTOPSbIK MEKTENTENT KETINICIHLLI XbINFblNapablH» KOPHEKTI OKiNiHiH, onnay cTuni
KanbinTacyblH anKkbplHaayFa apHanfaH. MBaH Kapabuuke (1945-2002) ataK aKenreH yw cMMQOHUSAHbIH, YL
OPKEeCTpre apHanfaH KoHLepTTiH, [.CKoBopoaa noasusicbiHa apHanfaH «Fa)kanbin 6aK sHaepi» Aen atanarbiH
XOP KOHLEPTiHiH aBTOpbI. . KapabuuTiH popTennmaHonblK WbiFapMallbliblFbiHa TOH OMIay CTUAI KaHe
«acnanTblH, 6eMHeNiK Abl6bICbl» aCNEKTINepi FblIbIMU TYPFbla NalbIKTbl 6aFacbliH anfaH oK. MaKanaHbiH,
MaTtepwuanbl peTiHae 6ypbIHbIpaK xa3abliFaH GopTennaHo WbliFapManapbl anbiHAbl.

XX FacblpAblH EKiHLWI XapTbICbiHAAFbl My3blKa MAEHUETI «CYypPETLLI MEH COLMYyM» MaCcCeNeneci epeKLle eTKip
cesiningi. TotanutapnblK casicaT HOTUXKECIHAE NOE0NOorMANbIK TaHbanapabl PyxbIMEH 6y3yFa YMTbINFaH
aHalwbln TyiFanap WoelFapmanapbl KyFblHFa ylWbipagbl. ¥bl Webepaid GopTennaHoiblK WbiFapMallbliblFblHbIH,
KeseHaepi kapacTtbipbinabl. ac N.KapabuuTiH KanbinTacybl 6TKEH S1€YMETTIK-M3AEeHU KOHTUHUYM peni
6enrineHai.

CoHaTo MeH CoHaTUHaHbIH, KbI3METTIK-KYPbINbIMAbIK Tangaybl MHTOHaALMANbIK-APamMaTypruanblK KoHe
CIOXKETTIK-CTUNbAIK daicTep HerisiHae opbliHAanabl. bipiHwiaeH, eptepekTeri M.KapabuuTiH KOMNO3UTOPbIK
CTUNI YKPaUHAbIK YNTTbIK MEKTEMNKE TOH TUNIMEH epeKLLEeNeHeai: 01 aBTOPAbIK TYXKblpbiIMAaManapAablH,
dunocoPuranbIK ayKbIMAbUIbIFbI, My3blKasblK TaKblpbiNTapablH AaMy NPUHLUMATEPI (HYCKaNbIbIK,
NOAMGOHUANBINBIK, KYPacTbIPYLbIUIbIK), daKTypanblK }aHe opKecTpasblK 6aiiblK; KnaccukanblKk dopmasa
60nybl pPOMaHTUKaNbIK anemMai Kabblngayra ataapl. EKiHLWI XafFblHaH, XXaHP/blK MoJenbaepre gerex
Ty/IFanblK Ke3Kapac 6ankanagbl: eKe Typfblga, My3blKagafrbl ApamaTyprusiblK Kiwi ¢opmanapgarsl onnay
CMMOOHM3MI, allblK KOPCETINTEH YUNECIMAI KONOPHT, METPO-bIPFAKTbIK YMbIMAACTbIPYAbIH, KYpAeniniri,
OpKecTpre }akKblH GopTennaHonbIK Xa3dyablH aceM TeMOpPUKachl.

KopbiTbiHAbIAa, N.KapabuuTiH anfawKbl GopTennaHoNbIK WbiFapMallbliblFblHA TOH KEMENAEHTEH CTUNbAIH
aTpubyTTapbl 6anKanbin, popTenMaHoHbl BUPTYO34bl 6epyre ToH KOHLEPTTIK-OMbIHALIK 6acTaymMeH KaTtap,
NMPUKanblK AYHUEHI Ce3iHy KepceTineai.

Tipek ce3pep: /1. Kapabuu, eptepeKTeri opTennmaHonblK CTUNb, YNTTbIK ASCTYPAep, onnay ctuii,
KeMeSileHreH CTUNbAIH aTpUbyTUKacsl.

STYLE CONSTANTS OF IVAN KARABITS’S EARLY PIANO WORKS

Oleg A.Kopeliuk
Kharkov I. Kotliarevsky National University of Arts (Kharkov, Ukraina)

Abstract

AbstractThe article is aimed to reveal the influence of the national composition school upon the style
development of the outstanding figure of 1970s. Ivan Karabyts (1945-2002) is the author of three
symphonies, three concertosfor orchestra, choir concerto «The Garden of Divine Songs» where the poems of
G. Skovoroda were used. These music pieces brought him the deserved fame. The piano music of I. Karabyts
has not received ascientific assessment in the aspect of the style peculiarities and" the sound image of the
instr"ument. The article reflects the study of the early piano pieces composed by Karabyts.

The problem of" the artist and the "society was very noticeable in the music culture in the latter half of the
20th century. Due to the totalitarian regime the creators of innovative ideas interfering with the ideological
cliches of that time were severely persecuted.

Periodization of the composer’s piano music pieces is presented. The author also marks the role of the social
and the cultural continuum, within which the personality of young |. Karabyts was formed. The functional
structural analysis of Sonata and Sonatina for piano was made on the basis of the intonational dramaturgical
and genre stylistic methods. On the one hand, the early composing style of I. Karabyts can be recognized by
the typical features of Ukrainian national school. These are philosophical scale of the author’s concepts, the
principles of the music theme elaboration (variation, polyphony and development of a theme), texture and
orchestral richness; the classic form attributes correlate to the romantic world perception.
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On the other hand, the composer uses a personal approach to the existing genre models, symphonic scale

of the music writing in the through-composed development of the music dramaturgy in short music pieces,
harmonic coloring, brilliance and luxuriance of the piano music writing, which is close to the orchestral.

In the conclusions, the author summarizes that the early piano music pieces of I. Karabyts have the attributes
of the mature writing style. Representing the romantic world perception, they also have the features of the
concerto style, which is typical for the virtuosic piano performance.

Keywords: |. Karabyts, early piano music style, national traditions, style of writing, attributes of the mature
writing style.
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KOK.Tynak6aesa',M.M.Mar3ymoBs?
L2T.K. )Kyprenos aTbiiaarst Kasak yarTeik
OHEp aKAIEMHSIChI,

Anmarsl, Kasakcran

LLbIFAPMA -
LIbIJI TYJIFA
TIOPBUEJIEYIE
MHHOBALLUSI -

WbIFAPMALLUBbIN T¥JIFA TOPBUENIEYAE UHHOBALIMAJIbIK TEXHOJIOTUAJIAPADbI KONNAAHY-YAKbBIT

TANABbI

AHpaaTna.

onemaik geHrenge 6inim 6epyaiH 6acTbl 6afbiTTapbiHbIH, Gipi- 6iniM Ma3MyHbIHA KaTbICTbl }KaHalla Ke3Kapac
NneH »aHa 6iniM 6epy XKyneciH KanblintacTblpy, 6aceKere KabineTTi, WolFapMallblil, CaHasbl Ty/IFaHbl
Top6ueneyre 6afbiTTanfaH OKbITYAblH Ma3MyHbl MEH 8iCTepiH aHapTy 60/bIn Tabbinaabl. CTyaeHTTepai
HOTUKENI OKbITYFa KON XETKi3Y onblHAa TYPAi XaHa aaic-Tocingepre isgeHictepaiH 60nybl 3aHabl.CoHaam-
aK, OKbITyWbl 6apnblk Nanaanbl OKbITY TYpaepiHeH 6ac TapTnan, XaHa ywere 6arbiTTan, CTYAeHTTiH 83iH-e3i
LWblFapMallbiNblK KblpblHaH AaMblr, 63 KonTaHb6acklH TabyblHa biKnan xacayra 6afbiTTay gypbic 6inim 6epy

60nbIN Tabbinagb!.

TyHiH ce3aep: KaHa Xyie, )aHa uaeanap, Kacioun Jamy,LbliFapMallbliblK i34EHICTEpP, XaHa TEXHONOMUS.

Kipicne

KoneHep-exenaeH Kene aTkaH Kacin.
OHBbIH 6Cy *O0/1bl, 63iHE TOH JaMy TapuXbl
6ap. On Tapux coHay KeHe 3aMaHaapaaH
6actanagbl. OraH Ka3aKcTaH »epiHae
OYPbIH-COHAbI XKYPri3inreH apxeonoruanbik
3epTTeynepaiH, HoTUXeCiHae aHbIKTanfFaH
eXKesri MafeHHNeTTIH, ynrinepi gonen
6ona anagpl [5.126]. KoneHep- ayHne
Y3i XanKblHbIH TAPUXM AAMYbIHbIH,
TYPMbICbIHbIH, 3CTETUKANbIK TallFaMblHbIH,
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elnec i3si, Kyaci.

XanbIKTblH MOAEHN AOpENKECI
O©CKEH CaMblH TYTbIHY 6YWbIMAapbl MEH
*abablKTapablH canacbliHa KaTTbl Tanan
KOWbIM, onapiblH opi yHaMbl, 9pi CoHAi
60/1yblH Kananapbl. XanblK KONeHepiHiH 6an
MypanapblH }¥KWHam, cypbinTan OTbIPbIM,
3aMaHbIMbl3Fa NanbIKThl, cana, Typ 6epy
ajici inrepinen 6epmek. OfaH ganen,
KOJIeHEpP 3NEeMEHTTEPIHIH, 3aMaHayu
YW UHTEpPbEpIHAE, KUIM An3anHbiHaa,
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CoHfey XyMbICTapblHa Ken KofaaHbin
}ypreHairinae. OHblH OpbIiHAaNY
TEXHONOIMUSACbIHA [la epeKLueniKTep
eHri3in otblp.OcbiFaH opan, KoneHepai
OKbITY canacblHAajaa UHHOBaLUMSbIK
TexHonornsanapabl KosiaaHy -6actbl
Moacenere anHanraH. Kasipri TaHaarbl
anemMaiK FbliblM MeH 6inim 6epy
canacblHOarbl XETICTIKTEpPre Herisgenrex
}aHa Xyne enimisgid, 6inim 6epy canacbliHa
TEepeH, eHriginin otolp. byn e3repictep
63 KeseriHae 6onallak UHTeNNeKTyanabl
Y/ITTbl KanbINTacTbIpyAbIH, Kenini
6onmaK. KasaKcTtaH Pecny6inKacbiHbIH,
2030 blnFa AeWiHri cTpaTernsanbik
namy 6argapnamachbiHaa 6inim 6epyai
WHHOBaLMANaHAbIpyFa }aHa Tananka can
JlaMbITy Maceneci Heriare anblHbIN OTbIP.
Enimizge xypin xaTtkaH 6inimM canacblHAaFbl
Ty6erenni esrepictep MeMneKket
6onallafrblH KOJiblHa CEHIM TancbipaTbliH
¥acTap/blH canasnbl 6iniM anybl MiHAETIH
©3 MOMHbIHA XYKTEreH OKbITyLlbl1ap YLWiH
YIIKEH XayanKepuwinikTi Tanan etyae.
ByriHri MemneKeT TapanblHaH
OKbITYLWbIAPAbIH, GiNIKTINIrH apTTbipy
MoaceneciHe epekKlle Hasap ayaapblibin
Kenegi. OcbiFaH opan, 63iM KbI3MET eTeTiH
©Hep opaackl- T.JKypreHoB aTbiHAafbI
Kasak ¥nTTbiKk OHep akageMusacbiHaa
KOJIFa anblHbIM OTbIPFaH Heriari
MiHAETTIH 6ipi. MaceneH, anta Ketep
6oncak, «CoHiK-KonaaHb6anbl eHep»
KadeapacblHaH OKbITyWbL1apabl Pecen
MeM/eKeTiHiH, EkaTepuHOBYpr KanacblHa
Ypan MemMnieKeTTiK ApxUTeKTypasiblK-
KepKeMcypeT akaleMUACbIHbIH «CoHJIK-
KongaHb6anbl eHep» KadeapacbiHa
ToXipnbe anmacy MakcaTbIMEH, OChl
KadeapaHblH MeHrepylulici, npodeccop
PE.ba3zap6aeBa MeH OKbITYLLbI
K.X.Tynakb6aeBa 6apbin KanTThbl.
«KepKeM ToKbIMa» MamaHaaHAbIpybl
OOWblIHLLIA KenTereH aflic-TocinaepmeH,
ToXipnbemeH 6enicin, Xakcbl ManiMeTTep

¥UHanM, WbliFapMallbliblK aKcbl acep
anabl. HoTmKecinae, *aHa naeanap MeH
¥aHa }KynenepmeH }yMblIC acayFa Heris
6onabl. Kazipri KosFa anbiHbIN OTbIpFaH
OafgapnamaHblH, HEri3ri MaKcaTbl- OKbITY
yAepiciHe XaHa aaic-Tocingep KongaHy
apKblibl XXYMbIC }Kacay. bargapnamaHbiH
6acTbl MaKcaTbl- TOXipnbenik naHaepre
¥aHa ajic-Tocingep, xaHa esrepicrep
eHri3y 6onbin Tabbliagbl. Cebebi, ochl
6argapnama 60MbliHLLIA OKbITY MEH
OKYyAafbl XaHa Tacingepai TviMai KosigaHa
OTbIPbIMN, WblFapMallblblK i34eHicTepi
MEH KbI3blIFYLLbIIbIKTaPbl apThiM, COHbIMEH
Katap 6y opeKeT OKbITyLbNapabliH,
KocCibu JaFablnapblH WbiHAAW Tyceai.
OKbITyaa e3repicke KeTeNenTiH, OKbITY
canachblH ¥aKcapTyFa blknan eTeTiH

O6yn 6argapnamMa OKbITYLbIHbIH KOCi6K
LebepniKTepiH WhiHAAN KaHa KoMMaMu,
6iniM canacbiHblH HOTUXKECIHE bIKNaI eTe
OTbIPbIM, CTYAEHTTEPAIH, inrepi AamybiHa
[a acep eTeqi. binim 6epyai aHapTy-
YHEMI aJifa Kapan YMTbl1y MEH Jamy
yaepici, 6inim 6epyne Ke3eH-Ke3eHiMeH
OTETiH YKoHe afblHFaH HaTMXenepre
OafblTTanfaH e3repictep eHrisinesi.
CTyneHT NeH OKbITyLbIap apacbiHaa
YMbIC TaJIKblNaHbIM, CbIHW TYPFblaa
anTbiNFaH KEMLLINIKTepAi e3repTyre
YCbIHbICTap anTblnagbl. Ocblnaniua
OKbITYLLbl TANCbIPMaHbl }aH-aKTbl
TYCiHAOIpYIMEH KaTap, CTYAEHTTEPAIH,
Kenbip macenenepni 63 6eTiMeH i3aeHyi
HOTUXKECIHAE XaHalla 6ip aaic-Tacin onnan
TabyblHa MYMKiHAIK }acanagbl. Enimiaain,
6onaluafbl acTtap/blH 6iNiM AoPEKECIHIH
TepeHairimeH enuieHeni. Kasipri 3amaHfbl
6inim 6epy aNeyMeTTiK KYPblbIMHbIH
MaHbl3bl 3NEMEHTTEPIHIH BipiHe anHanabl.
binim 6epy canacbliHAa OKbITYAbIH, O3bIK,
TEXHOJIOrMSapbliH MEHIepMeniHLIe
cayarTThbl, }aH-XaKTbl MaMaH 6ony

MYMKiH emec. }aHa TEXHOIOTUSAHbI
MeHrepy OKbITYLbl LWeBepniriH, KacinTikK,
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pyXaHW KenbeTiHiH KanbinTacyblHa Ui
acepiH Turiseni, 63iH-e3i 4aMbITbIMN, OKY-
Top6ue ypaiciH TMiMAi yMbIMAACTbIpybIHA
KemekTeceai. Jan Kasip cananbl 6ifim
6epyae *eTeKLUi Ty/IFa OKbITyLbl FaHa
eMec, CTYAEHTTIH, e 63 MaKcaTbl MEH
MiHAETIH TEepPeH, TYCiHin, 6iniM canacblH
apTTbipyFa 63 Y/eciH KOCybl MaHbI3/bl.

9picrep

KoneHep — GipHelle FbinbiMaapablH,
JlaMyblHaH nanjia 6onfaH eHep
TYbIHAbICHI.DNIEMIK TYXKbIpbiMAAyap
6oMblHLWacanasnbl aHe TabbICTbl OKbITYAbI
€Ki Tocin apKblbl aHblKTayFa 6onajbl
€KeH. bipiHuwici- OKbITYLWbIHbI OKbITYLbIbIK,
KbI3BMETIHE Kapan eMec, CTYAEeHTTEPAIH,
HETICTIr, XYMbICbIHbIH HOTUXECI apKbl/bl.
EKiHLWIiCI- OKbITY LLEBEPNIriHiH, WbIH MOHIHAE
KaHLWanbIKTbl fopexene eKeHiH capanan
6iN1y apKblnbl aHbIKTayFa 60na/bl EKEH.

Canansbl }oHe TabbICTbl OKbITY YLLUIH
OYriHri KYHi OKbITyWbIapFa MblHagan
TananTtap KOWbl/bIMN OTbIP:

OKbITY MeH 3epTTeyre 6ap bIHTa-XirepiH
canblin, 6enceHi *YMbIC iCTEUTIH XKoHe
CTYOEHTTIH Kacibu ecyiHe biKknas eTeTiH,
Aypbic 6argap 6epeTiH ;

OKbITYAblH, MaKcaTbl MEH NaH
TancblpManapblHbIH, HOTUXKENI, e TabbICThl
oTy e/ilemaepiH, 6epinreH TancolpManapra
}aHa naesnap ycblHaTblH, CTYAEHTTEPAIH,
60MbIHAAFbI WbIFapMallbliblK KabieTTepiH
0ATYFa TYPTKi 601aTbiH OKbITyWblap 60/ybl
THic.

CTyAEHTTIH, WhbiFapMallbliiblKKa
KYLUITapbIFbIH apTThbIpbIM, 63iH-63i
JaMbITbIN, i3aeHyre 6aynu oTbIpbIn,
TYNFalblK HETi3iHIH allblybIHa KON
alwartblH- ycTas.

OKbITYLLIbl KblBMETIHAEr MaHbI3/bl
JIYHUE- }eKenereH CTyaeHTTepaiH 6epinrex
TarncblpMaHbl OpblHAAY ePEKLLENIriH,
ownlay KabiNleTTepiH XeTingipy Hemece
}aKcapTy MaKcaTblHa ONlapMEH XKyMbIC
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WYPri3y KaXKeTTiriH YFblHYbl, COHAaN-

aK Kenbip cTyaeHTTepaiH TancblpMaHbl
©3iHLLle biperen TocinaepmMeH opbiHaamn
anaTblHblH eckepy. CTyAEeHTTiH 63iHAiK
¥eKe onnayblH KanbinTacTbipa OTbIpbIM,
LIblFAapMaLllbl/blK TaTaHTTAPbIH }aH-KaKThbl
allbIN KepCceTy KoHe CTYAEHTTIH, }aHalla
TYpFbla oray KabineTrepiH AamMblThbIn,
XYMbICTbl MaTepuania opbiHaayaa TuiMai
afictepdi nanaanany 6onbin Tabbnagbl.
COHAbIKTaH CTYAEHTTEPIH TaHbIMAbIK,
LblFapMaLllblfblK 6e1ceHaiNiKTePIH
apTTbIpy , bIHTaNaHablpy MakcaTtbliHaa TYPi
KepmMenep MeH canctapra KaTbICTbIpbIM,
apHanbl CblfIbIKTap MeH MapanartTaynap
ynbIMOacTbIpbIbIN oTbipaibl. Cabak 6epy
6apbiCblHAa OKbITYLLbl MEH CTYAEHTTIH
OenrineHreH MaKcaTKa xeTtyiHe
OarbITTanFaH, OKy *ocnapbl 60MblHLWA
YMbICTap Xyprizdineai.

CoHbIMEH KaTap OKbITyLIbINapabliH
¥eMicTi 6iniMm 6epyiHe e3apa Toxipube
anmMacyablH, a MaHbi3bl 30p. O YLWiH XaHa
ajlicTepi KonaaHyablH TUIMAI XaKTapbIH
TaJIKblarn, OKy *ocnapblHa eHri3€eTiH
ToXipnbenik neHaepae KongaHbinaTbiH
afic-Tecinaepai capanan, nikip anmMachbin
OTbIPY Ka)XeT aen ecenTenMiH. binikTinikTi
KeTepy AopicTepiHe KaTbICbIM, XaHa
3aMaHayu Tacinaepai MeHrepin, con
OarbITTa XYMbIC }acayblHa 6afblTTaygaH
YIIKEH XKeETIiCTiKTepre »eTtyre 6onaabl. Ochbl
MakKcatTa, T.JKypreHoB atbiHAafFbl Ka3ak
¥NTTbIK OHEpP aKaJeMUsCbiHa MaMaHaap
LaKbIPTbIIbIN, CEMUHapnap eTKisinyae.
XanblKapasblK Tanantapfa can 6inim 6epy
CTaHAapTTapbl KagaranaHbln, NbiCbIKTanbIn,
6oceKenecTikKke Kabinetti MamaHgap
Topbuenen wblFapyaa OKbITyllbllapFa
TananTtap KywewunTinyae.

HeTHxxenep

binim 6epy Ma3MyHbIHbIH, }XaHapy
¥araambl, 63iM }KYMbIC iCTENTIH
T.KypreHoB atbiHAaFbl Ka3ak ¥NTTblK OHEp



aKaJeMUSCbIHAA OKbITYAbIH }aHa aaicTepiH
MEHrepTyMeH, WebepiKTiH WbiHAaAYbIMEH,
3aMaHayM LKKi3aTTbl ToXipuéenik
yMbICTapaa ynnectipe KongaHyMeH
enweHegi. CtyaeHT KaHLwwanblKTbl 6iniMai,
LblFapMalLlbla 605ca, COFYP/bIM OHbIH,
KYMbICbI Ja KefleleKTe cypaHbiCKa me,
KOJiAaHbIC asicbl KeH 60n1apbl CO3Ci3.
KoneHep Kaci6i enimisaiH 3KOHOMUKAChIH,
MOJEHMETIH KeTepyre biKknan eteni. Kaszak
XallKbIHbIH, KONIBHEPI — 8/1EM XaNbIKTapblHa
MaKTaHbILINEH KOPCETIMN KYpreH
KepmMmenepae »ofapbl 6aranaHyaa. Ocbl
canapa C.C.banaHoBa, PE.ba3zap6aeBa
CblH/bl 63 iCiHiH, ManTanMaHaapbl 63
LISKIPTTEPIHE ABCTYPNi 6HEP MEH XKaHalua
WMHHOBAaLMANbIK TEXHOOrUsAnapabl
ylITacTbipa, eHepi aHapTbin,
aHFbIPTbIN 3aMaHayu TybIHAbI XacaTbin,
6onawaK MaMaHgapFra aypbic 6arbIT 6epin,
OHepAiH anFa XKblKyblHa cebenLui 60/bIn

IIBIFAPMAIUBUTBIK, JKACTAP ®ECTHBAN

XVII MEXIYHAPO[HbIV ®ECTHBAJb TBOPYECKON MOMIOAENH «IHABSHS

#acrap ¢
P I Goi

HypreHaiktepin kepcetyae.Ocbl aTanMbill
Kadenpaa KbIBMET ETKEH 3eprepiik
icTiHGenrini webepi C.bawnpoB Ta Ken
eHb6eriH ciHipai. LUaKipTTepiH aypbIc Xonfa
canblin, 63 MaMaHablKTapbl O0NbIHLLIASPI
Kapan eHOeKTeHyre,eHepaiH, LblHbIHA
WbIFY }ONbIHAA i3AeHyre, KanTanaHb6ac
TYblHAbINAPAbI AYHUErE SKENYre Ko
KepceTe angbl. OcbiFaH opal, anTa Ketep
60ncam, atanMbll OKY OPHbIHAA OKbIN
WYPreH CTyaeHTTep, OKyadbl 6iTipreH
TYNEeKTepiMi3 Typhi cambic, 6ariKaynapaaH
wyngeni opbiHaap anbin xyp. Cesimis
nonengi 6onybl yuwiH «CoHAiK-KongaH6anbl
eHep» Kadeapachl, <MeTanabl Kepkemaen
eHAey» MaMaHAaHablPYbIHbIH, TYIEKTEPI:
A.M.Ecenra3unes, b.XeTnicanneBTiH
Xyngeni opbiHAapFa ne 6onfaH
HYMbICTaPbIH YCbIHbIM OTbIPMbIH

(1,2,3,4,5,6,7 cyper)

1,2 cyper. A.M.Ecenrasuentin, «1la6biT» XVIII XasnbikapasblK LibiFapMallibIbIK xKacTap ecTuBasine apHaiibl xKacaraH KyMbICI.

2015 b1, AcTaHa KaJjachl.

3,4 cyper. A.M.Ecenrasuentin «llle6ep» VII —Kasakcran KosieHep 1ieGepiepi GaitkaybiHblH, «/lapbiHibl 6acray»
HOMHHALMSICBIHA apHar »KacaraH KyMbichbl. 201 5Kblj1, AMathbl Kanachl.
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«IIIABBIT» XX XAABIKAPAABIK

IIBIFAPMAINEBIABIK JKACTAP PECTHBAAI
XX MEXIYHAPOIHEIH $ECTHBAAL TBOPYECKOH MOAOJIEMH IIABBIT:

oIlatnrTe XX Xaablkapadbik MMrAPMALLELILLE #acTap QecTHBaTiH1e
sheimeaey, agepis (KOIIaR0AIL | GHED ) HOMBHA LHACL]
GoMBIHIDE JAYPEAT ATAHFAH

icaanes bayeip#an Smpe T TR s s

Faidilap atcachiBaim wyime e

7%

——

Chevron

coR '
PEMECNEMMAKOR
RAJAXCTAHA

TWEBEP ApimAOM

nobeautens ceabmoro Kasaxcranckoro
KOHKYPCA peMecneHHUKoB

B HOMMHaLUMK «[lapbiHabl Gacray»
-« ECeHrasmeB AntbiHbek

5,6,7 cypert. b.)Kernicanuenri «[1la6eir» XX xasnbikapasblK HIbIFapMallIbLIbIK 2kacTap dectuBadinie, «beiinesey enepi
(KosnanGasibl ©Hep ) HOMHHALMSICbIHA apHaiibl 2KacaraH »KyMbichl. 2017xbl1, AcTaHa Kanachbl.
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Auckyccun
¥NTTbIK MYpPaMbI3- KONIOHEPiH A9CTYpi
OHe 3aMaHayu TYpAepiHiH apacbiHaa
Taburn 6annaHbic 6ap. OcbiFaH
©annaHbIcTbl Ka3aKkcTaH MOAEHMETIHIH,
anjblHAa eki ipreni MiHAET Typ: Ka3akKbl
MOJEHUETTIH 63iH/iK KeNbeTiH cakTan Kany
OHE KepKEM/IK KEHICTIK NeH yaKbIT
bipFafblHaa KanbiNTacKaH A4aCTypai eHepaiH
Heri3iHae OHbIH JaMy canacblHa uri acep
ety [4, 265 6.] . LleGepniKTiH Heriari
KepcCeTKilliHiH 6ipi - e3iMi3aiH AaCTypi
eHepimi3ai 6iny, conaH KeniH 3amaHaym
aHanblKTap MeH 03bIK andblHfbl KaTapbl
TOXIPUOEHI XKeTiK urepy. OHep opaachl-T. K
YPreHoB atbiHaarbl Kasak ¥NTTbiK OHep
akagemusicobl «CoHAIK KongaH6anbl eHep»
KadeapacblHblH MaMaHaaHAbIpPyAapsbi:
«MeTannabl KepKkemaen eHaey», «<ArallTbl
KepKemaen eHaey» MaMaHaaHAbIpyapbl
BGOMbIHLIA OCbl ASCTYPANI KOJIOHep i
HanFacTblpylbl «[1aCTyp/i TOKbIMa»,
«3eprephik ic», «JacTypni WebepiKTiH,
TEXHONOIMSAChI» aTThl MOHAEP XKYpPrisinyae.
[acTypni eHepimi3ai KanfacTblpyLubl
—KasaKkcTtaH PecnybnuKacbiHa
EHGeri CiHreH eHep KanpaTtkepnepi:
C.C.banaHoBa MeH E.C.[laybaeB aopic
6epeTiH noHaepaeH ToniMrepnepid anap
6inimMi ylwaH-TeHi3. «<AFaluTbl KEpKEMAEN
eHaey»MaMaHAaHAbIPYbIHbIH OKbITYLLbICHI,
KoneHep webepi M.M.MafF3yMOBTbIH Aa
6epep Toxipnobeci Mos. 3amaHbIMbI3/blH,
anfa XblKyblHa opan, XanblKTbiH, KOJIOHEPI
[le famu Tycepi cescis. byriHri TaHaa
nefarornKanblK yXbIMHbIH MaKcaTbl
MEH MiHAETi- 4aCTYpAi TacinaepmeH
cabaKTacTblpa OThbIpbIN Aspic 6epy
canachblH KeTepy, OHbIH, TYPAEPiH
HETINAipyaiH *ongapbliH i3aey, AaMbITy.

9p6ip ycTa3ablH ToNIMIepiHiH epeKkLle
KontaHoachl, 6enrici TybIHAbICbIHAA
KepceTinin oTblpybl KaXKeT.

OKbITY 6apbICblHbIH AYPbIC XYPri3inyiHe
OKbITYLbIHbIH, 9P ajlyaH OKbITY a4ic-
TocinaepiHiH TMiIMAICiH CTYAEHTTIH,
MYMKIHAIriHE YKoHe XaFaannapbiHa Kapan
TaHjan any Aa i3feHiCTeH Ky3ere acatblH
lwapa 6onmak. binim opaacbiHbIH
ycTasdaapblHa Tanabbl Tayaan gapbiHAb
YKEeKe Ty/IFaHbl 4aMblTy, KanbINTacTbipy
KOJNbIHAA Tanmamn eHbeK eTyre )eTtenenai,
ayankepuwiniriH apTreipagbl. YAKEH yMIT
NeH HaTUXKe KyTeai.

KopbiTbiHABI
MaaeHn Mypambi3 — Ka3aK CoHAiK
KongaHb6anbl 6HEpiHiH TEK YW TYPMbICbIHAA,
XalnblK WapyalblblFbiHAA TOXipHbe
Y3iHae FaHa KongaH6am, OHbIH KeNeMiHiH,
KEeH eKeHAIriH AanenaenTiH yaKbIT Kenai.
ATagaH mMupac 6onFaH MaaeHuU
KYHObINbIKTbI caKkTan, AaMblTbiM, ewnec
MypaFfa arnHangblpbin, 60nallak »ac
ypnaKkKa Kanablpy ycTasablK
MiHOET, MEMJIEKETTIK ic. CTyaeHTTepaiH,
OPKaNCbICbIHbIH, TYNFa peTiHae
KanblNTacyblHa biIKNas €Ty 8p OKbITYLbIHbIH,
MiHgeTi. }aHa TexHonornsanapabl KoagaHa
OTbIPbIN, 3aMaHayu TybIHAbI ¥acan, 63
KonTaHb6achlH KanbliNTacTbipbin, aTa
[OCTYypiMi3ai }aHa KblpblHAH MOMbIHAATY
anfa KonraH Makcat 60/ybl Kepek. Ory
OpPHbIHAa 63 MaMaHblfbl 60MbIHLIA
OoceKenecTikKe can mamaHgap
JasipnaHyna, ogaH api Ae ocbl 6afbIT
OonblHLIA eHOEK €Ty }Ky3ere aca 6epMeK.
Ocbinania MoeHn Mypa ofaH api
YKanfacblH Taybln }aHa 6aFblTKa 6eTOYpbIC
acan, Jamun 6epMek.
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Tynak6aeBa K.X., Maraymos M.M.
Kaszaxckas HaunoHanbHas akageMus uckyccts nmenu T.K. XypreHosa
Anmartbl, KazaxctaH

TPEEOBAHUE BPEMEHH - UCNOJIb30BAHUE UHHOBALIMOHHBIX TEXHOJIOTMHA B OBYYEHUMU
TBOPYECKOM IMYHOCTH

AGcTpakr

O,EI,HVIM M3 OCHOBHbIX Hal'lpaBJ'IeHVIﬁ B CO31aHNUN CUCTEMDbI 06pasoBaHI/IF| MUPOBOIo YPOBHA ABNAETCA HOBbIE
noaxoAbl K coaepxaHuto u Mmetogam 06y'-|eHMFI, CI'lOCOGCTByIOLLLMG d)OpMVIpOBaHVIIO KOMMYHUKATUBHbIX
HaBblKOB Y YMEHWUI y BYAYLLUX KOHKYPEHTOCNOCOBOHbIX, TBOPYECKMX TMYHOCTEN.[ANS AOCTUKEHUS
C-)d)CbeI-(TI/IBHOI’O 06y'-|eHVIFI CTYAEHTOB «MONCK HOBbIX METO40B» ABNAETCA 3aKOHOM. Ll,eﬂb COCTOMUT B TOM,
4TOObI 06ECNEYUTL npaBunbHOE NpenogaBaHue no HOBOM cucTEME. A 3TO 3HAYUT HE OTKA3bIBATLCH OT

BCeEX NONE3HbIX (DOpM O6y‘-IeHIA9|, a TaKXe pa3BnBaTb CTyAeHTa TBOPYECTBO U HaNpaBidaATb Ha Co3aHune
COOCTBEHHOIo no4vyepka.

KnioueBble cioBa: HOBbIE CUCTEMBbI, HOBblE NOEMN, I'IpOd)eCCMOHaJ‘IbHoe pa3BuTtue, TBOpl-IeCKVIVI NMOUCK, HOBble
TEXHONOTUU.
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THE REQUIREMENT OF TIME - THE USE OF INNOVATIVE TECHNOLOGIES IN TEACHING THE CREATIVE
PERSONALITY

Abstract

One of the main directions in the creation of a world-class education system is the new approaches to the
content and methods of teaching that contribute to the formation of communicative skills and abilities

in future competitive, creative personalities. To achieve effective student learning, "the search for new
methods" is rool. The goal is to ensure correct teaching on the new system. And this means not to give up
all useful forms of education, but also to develop the student's creativity and direct them to create their own
handwriting.

Keywords: new systems, new ideas, professional development, creative search, new technologies.
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FESTIVAL OF
KORKYT AND

HEARTS, MINDS
AND MUSIC

Anna C. Oldfield
World Literature Department of English
Coastal Carolina University, USA

FESTIVAL OF KORKYT AND THE MUSIC OF THE GREAT STEPPE: A MEETING OF HEARTS, MINDS AND
Music

Abstract.

This is a review of one scholar’s experience of the Festival of Korkyt and the Music of the Great Steppe,
which was held in Kyzyl-Orda in September 2017. The Festival included two conferences, cultural tours, and
concerts. The three-day event culminated in a visit to the Korkyt Ata Memorial Complex and a Gala Concert
of musicians from across the Turkic world. Conference participants and musical guests came from many
regions of Kazakhstan as well as Kyrgyzstan, Uzbekistan, Bashkortostan, Tatarstan, Russia, Azerbaijan,
Ukraine, Turkey, Yakutia, England, China, and the USA, which offered a unique chance for intercultural
dialogue and exchange of music and culture. Through this experience, the author was able to understand the
image of Korkyt Ata/DedeKorkyt as a figure who binds a diversity of Turkic cultures, as well as seeing Kazakh
culture and oral narrative as a living tradition in modern Kyzyl-Orda.

Keywords: Kyzyl-Orda, Turkic cultures, Oral narrative, epic, bardic, Kazakh zhyrau, Korkyt Ata, DedeKorkyt,
festival.

J“Kyzyl-Orda”... just hearing this word
sounds wonderful to English ears. As a
scholar of Turkic oral narrative, | knew that
Kyzyl-Orda was the birthplace of Korkyt
Ata, the great bard, seer, statesman and
healer, and renowned for dynasties of
great epic singers called zhyrau. Years
ago during my first visit to Kazakhstan
ZhyrauUlzhanBaibossynova told me that
if | really wanted to understand Kazakh

— in Kyzyl-Orda a visitor can experience
deep history, deep culture, and feel the
historical living heartbeat of Kazakhstan.
In 2017, | was fortunate to be invited
to attend the Academic Conference on
Musical Instruments and Instrumental
Music of the Turkic World as part of the
Festival of Korkyt and the Music of the
Great Steppe in Kyzyl-Orda. | am thankful
to SaidaElemanova and Fatima Nurlybaeva

culture,then Kyzyl-Orda was where | needed
to go. And this year | learned she was right

of the Kazakh National University of
the Arts in Astana, who informed me
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of the Conference when we met at the
International Council for Traditional Music
conference in Ireland. The minute | heard
“Kyzyl-Orda” | wanted to go, and they
worked hard to facilitate my participation.
Unlike most conferences, which are
just a few days of panels, this Festival
included concerts, tours, dinners, and two
academic conferences. As | was waiting
to board on the airplane from Almaty to
Kyzyl-Orda | knew | was in for something
special — | saw travelers carrying musical
instruments that | guessed to be Kazakh
dombyra, Kyrgyz komuz, and Turkish
baglama— it seemed that the airplane was
filled with musicians and scholars from
around the world. We arrived in Kyzyl-Orda
on the evening of September 27, and |
was thrilled to cross the famous Syr Darya
River shining in the dramatic light of a
steppe sunset as we drove into the city.
With my mind full of legends of KorkytAta,
| was somehow expecting a village lost in
time, but | was surprised by the pleasant,
wide streets, bright lights, and modern
buildings of Kyzyl-Orda. At our first dinner
in the hospitable hotel, | quickly realized
that | was in a fascinating and friendly
international company of scholars and

musicians from all over Kazakhstan as well
as Kyrgyzstan, Uzbekistan, Bashkortostan,
Tatarstan, Russia, Azerbaijan, Ukraine,
Turkey, Yakutia, England, China, and myself
from the USA.

Early on September 28 we assembled
early for the opening ceremony of the
conference by the Akimat of Kyzyl-Orda
region and the International Organization
of Turkic Culture TURKSOQY at the House
of Regional Institutions, where the hall
was decorated with the exhibition “Traces
of Turan,” a collection of Turkic musical
instruments including qobyz and dombyra.
Our Festival featured two conferences
dedicated to the 90th anniversary of the
birth of the outstanding Kazakh scholar
BolatShamgalievichSarybaev (1927-
1984). | was delighted to see that the
“Coffee Break,” which at an American
conference would be just coffee and
possibly a small shack, here consisted
of an entire dastarkhan covered with
Kazakh dishes. Guests at this conference
were treated to a full serving of Kazakh
hospitality, and we were made to feel as
= honored guests, a feeling that would
continue throughout the Festival.

(Figure 1)

Figure 1. Qopuz and Dombira from the Festival exhibition “Traces of Turan” at the House of Regional Institutions. Kyzyl-Orda.

A. Oldfield. 2017.
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The day held two conferences: The first
was “The Heritage of Korkyt Ata: Epics,
Legends and Songs.” The second half was
“BolatSaribayev and problems of ethno-
instrumentalism in the Turkic world.” All
papers were translated into Kazakh,
English and Russian, as appropriate, by
a group of talented young translators and
made available through headphones. At
the first half of the conference, a series
of excellent papers discussed the
interconnection of the figure of Korkyt
Ata/ DedeKorkyt across the Turkic world
as a musical innovator who founded
Turkic epic music and whose influence
culturally binds that world. The second
half of the conference discussed research
based on the scholarly contributions
of BolatSaribayev, who made immense
contributions to research on Kazakh
traditional musical instruments.

(Figure 2)

Figure 2. Bazarkhan Kosbassarov plays qobuz at the
conference in honor of Bolat Saribayev. Kyzyl-Orda. A.
Oldfield. 2017.

That evening, we were all taken to the
opening of the Music Festival “Korkyt
and the Melodies of the Great Steppe”
at the Bekezhanov Kazakh Music and
Drama Theater. The theater was filled
with citizens of Kyzyl-Orda, young and
old, waiting for the music in anticipation.
Beginning with a multi-media show that
called on ancient Turkic shamanic drums
and figures to create a mysterious and
exciting atmosphere, the concert stressed
the strong unifying figure of Korkyt Ata/
DedeKorkyt for all Turkic cultures, yet also
showcased the great diversity of music
to be found there. It was fascinating to
see musicians from across the Turkic
world perform so as to be able to
compare performances from Azerbaijan,
Bashkortostan, Kazakhstan, Kyrgyzstan,
Tatarstan, Turkey, Sakhla Republic and
Uzbekistan. Watching the musicians, you
could see the different natural and cultural
influences that had influenced Turkic
cultures, Nomadic and Settled, in different
parts of the world.

(Figure 3,4)

Figure 3. Uzbek Musicians perform at the Music Festival
“Korkut and the Melodies of the Great Steppe” at the
Bekezhanov Kazakh Music and Drama Theater. Kyzyl-Orda.
A. Oldfield. 2017.
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Figure 4. Grande Finale of the Music Festival “Korkut and the Melodies of the Great Steppe” at the Bekezhanov Kazakh Music

and Drama Theater. Kyzyl-Orda. A. Oldfield. 2017.

During dinner that evening, we were
entertained by talented local musicians,
who played dombira and sang in both
zhyrau and lyrical song genres. | was
deeply impressed with the talent of these
local musicians — it seemed to be true
what | was told, that there is talent in the
air of Kyzyl-Orda.

On the third day conference participants

were treated to an excursion to the
Karmakshinskom region, the birthplace
of Korkyt Ata. First, we visited an “Ethno-
Village exhibition: The Land of Syr.” The
event was lively and crowded, highlighting
demonstrations of Kazakh traditions with
live singers, wrestlers and participants

(Figure 5, 6, 7).

Figure 5. Ethno-Village exhibition: The Land of Syr — A meeting of past and future. Korkyt. A. Oldfield. 2017.
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The exhibition simulated a traditional
living Kazakh village and led visitors
through performances of life cycle
ceremonies, cooking, and arts. | especially
enjoyed the aitys (verbal duel) between a
hopeful young man and a spirited young
woman. Through the aitys, by proving his
worth in verbal intelligence and musical
ability, the young man tries to convince a
skeptical young woman to marry him. She
tests him with witty answers, which he is
able to parry, and finally agrees. We were
treated to samples of traditional food and
invited to participate in games

Figure 7. Ethno-Village exhibition: The Land of Syr — .
Beauty of design meets function in the Kazakh Yurt. Korkyt. (Figure 8,9,10).
A.Oldfield. 2017.

Figure 8. Ethno-Village exhibition: The Land of Syr — Aitys: The bride is skeptical. Korkyt. A. Oldfield. 2017.
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Figure 9. Ethno-Village exhibition: The Land of Syr — Child walking ceremony. Korkyt. A. Oldfield. 2017.

Figure 10. Ethno-Village exhibition: The Land of Syr — Arts and Crafts.Korkyt. A. Oldfield. 2017.

The genre of the performance could handicrafts for sale and qobyz player
be called living, participatory theater, and AgnarSharipbaeva kindly bought me
the “Land of Syr” had an exuberance a traditional felt hat, which was much
and liveliness that | have seldom seen appreciated in the cold steppe wind
at similar exhibitions. There were fine (Figure 11).
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Figure 11. Ethno-Village exhibition: The Land of Syr — Conference Participants gather for a photo. Korkyt.

Photographer unknown. 2017.

For so many years, | have read about
“the great steppe” in books about
Kazakhstan, but it was truly breathtaking to
arrive at the Memorial Complex for Korkyt
Ata and see the majesty of the steppelands
stretching out into distance, seemingly
forever. The monument is located in the
town of Korkyt, about 2 hours’ drive from
Kyzyl-Orda. Here, the visitor can see the
monument to Korkyt Ata, a three pillared
tower silhouetted sharply against the
clouds and sky. The shape of each tower
brings to mind the qobuz, and there are
tubes inside to pick up the wind and create
its own natural music. | was intrigued by
the idea of the sound of the monument
echoing into the huge steppe skies. Itis a
perfect monument to Korkyt Ata, known
as the founder of Turkic music, the human
who, Prometheus-like, drew music from
the higher worlds and channeled it down
to the human through the natural wood
and horsehair strings of the qobyz. When
studying Kazakh music Ihave always been
struck by the strong connection of music to
the spiritual realms, and the strong belief

in the power of music to heal. It is a feeling
perhaps all people feel when they listen to
music, but in Kazakh traditional music it is
a very central conception.

(Figure 12,13)

Figure 12. Monument to Korkut Ata. Korkyt.
A. Oldfield. 2017.
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Figure 13. Monument to Korkut Ata. Korkyt. A. Oldfield. 2017.

At an outdoor amphitheater that
stretches from the Korkyt Ata Monument
we and the people of the region were
treated to the Gala Concert of the Festival
“Korkyt Ata and the melodies of the Great
Steppe.” Again, there were musical guests
from across the Turkic world. With the
sun setting over the steppe, listening to
music echo in the background it was a
breathtaking end to the day. Kazakhs had
told me that the place of the Korkyt Ata
Monument had a powerful spiritual aura,
but as a skeptical academic, | put that
down to oral narrative enthusiasm. But
sitting there, listening to the sounds of
the gobyz and other instruments echoing
into the steppes, | have to admit that | felt
overcome exactly by something | could only
describe as a spiritual aura. Americans
tend to move quickly and often — Kazakhs
are often deeply impacted with a sense of
place. Feeling the power of the Korkyt Ata
monument | was able to understand that
much better.

Gazing at the Korkyt Ata monument
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reaching into the sky, | thought also
about the Baikonur space station, not far
away, also reaching into the sky for space
exploration. The co-existance of the Korkyt
Ata monument with Baikonur embodies
what | find the most remarkable feature
about Kazakh culture, the simultaneous
reaching into the future while keeping
connected with the past. In Kyzyl-Orda a
visitor can really feel this, in the love for
dombyra music, the talent of the singers,
and the excitement of the people at the
soulful and magical sounds of the qobyz.

After the concert the conference
participants were taken to a restaurant in
the nearby Zhosaly village, where we were
treated to Besbarmak, Kymis, Shobet, and
again, to brilliant local musicians. Once
again, | could not get over the number of
men, women, and children in that region
who displayed their talent in zhyrauarts,
singing, and playing the dombyra. | felt
absolutely infused with Kazakh energy by
the end of the day.

(Figure 14)



Figure 14. Three Generations of musicians. A. Oldfield. Zhosaly. 2017.

It was sad parting from this wonderful
group of scholars and musicians after
this conference — it was only 2 days, but
it was wonderful to be a part of scholars
from across the Turkic lands, and | was
grateful that |, as an American, could feel
so welcome and, somehow, so completely
at home. | returned from the conference
with renewed energy and determination
to continue to work not just on studying
music and epic in Turkic cultures, but to
enhance the teaching of Turkic cultures in
the USA and to keep working on cultural
bridges between our peoples.

Conference Participants, by region:
Azerbaijan: SurayaAgaeva;
Bashkortostan: Ishmuratllbakov;

China: Xiao Mei;
Great Britain: Margaret Burly;

A.Onpdunp
Koctan KaponuHa YHuBepcuTteTi, AKLL

Kazakhstan: Almaty - Sara Kuzembay,
ZharkynShakarim, BazarkhanKosbassaroy,
GulmiraMussagulova;
Astana:SaidaElemanova, Fatima
Nurlybaeva, AlkuatKazakhbai,
UmitzhanZhumakova, Isa Elikbey,
AlmassbekAlmatov; Kyzyl-Orda:
BagdatKarbozuly, GabitTuyakbayev;
Semey: OrazgaliSeytkazi;

Kyrgyzstan: SagynaalySubanaliev;
Russia: AlevtinaMikhailovna, Alexander
Yareshko,

Russia/Byelorus: Galina Tavlai; Russia/
Ukraine: Igor MasievskKiy;

Tatarstan: Gennady Makarov;

Turkey: OzkulChobanoglu;

Uzbekistan: AleksanderDjumaey,
KalmurzaKurbanov.

«KOPKBbIT JKOHE ¥Jibl JAJIA AYbICbI» XAJIbIKAPAJIbIK ®0J1bK/1OPJIbl-MY3bIKAJIbIK OHEP

®ECTUBAJ

AxpaaTna

Byn wony 2017 xbinablH KblpKyHeK anbiHaa Kbi3blnopaa KanacblHaa eTKeH «KOpPKbIT aHe ¥Nbl Jana AayblCbl»
donbKNopnbI-My3blKanblK eHep Xanblikapanblk pectuBaniHe apHanfaH. PectuBans 6argapnamacbiHa 2
KOHpepeHLUMs, MaeHN Typaiap oHe KoHUuepTTep eHfi. YIWKYHAIK MaaeHH ic-wapa «KopKbIT ata» Memopuanibl
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KelleHiHe 3uspaT eTYMEH KaHe 6apiblK TYPKi d1EMiHIH, My3blKaHTTapbl rafia-KoHLUepTIMEH asikTangpl.
KoHbepeHuns KoHaKTapbl MEeH KaTbiCyLblnapbl KasaKcTaHHbIH, KenTereH o6bicTapblHaH, COHbIMEH KaTap,
KbIpFbI3CTaHHaH, Y4acTHUKKM KOHbEPEHLUMNU U FOCTU NpUexanu 3 MHOMMX perMoHoB Ka3axcTaHa, a Takxe

13 ©36eKcTaH, bawkopTctaH, TatapcTtaH, Pecel, ©3ip6ankaH, YkpauHa, Typkus, Caxa, AHrnus, Kpitam xoHe
AKLLUTaH kenreH. MyHbIH 6ap/iblFbl My3blKa MEH MOAEHUET canacbkl 60MbIHIIA MBIEHMET apanblK cyx6ar yLiH
TanTblpMac MyMKIiHZiIK 6epai }oHeocbl Taxipnbe HerisiHae aBTop KOpKbIT ATa 6eMHECIH TYPKI MOAEHMETIHIH,
anyaH TypAiNiriH TytactaHabipaTtbiH Gipniri peTiHae TaHyFa MyMKiHAiIK anbin oTblp. COHbIMEH KaTap, OCbl opania
aBTOp Ka3aK MaAEHMETI MeH Xblpaynblk eHepiH Kasipri Kbi3bin-Opaa AsCTypiHiH 6YriHri KyRniMeH 6annaHbicTa
KapacTblpagbl.

Tipek ce3paep: Kbi3bl1-Opaa, TYPKi MoAEHMETI, KblpaynblK, aNMKanblK, 6apATblK, Ka3aK XKblpaybl, KOpKbIT ATa,
dectuBanb.

A. Onadunp
YHuBepcuteT Koctan KaponuHbl, CLUA

MEXAYHAPOHbIA ®ECTUBAJIb ®0JIbKJIOPHOI0 MY3bIKA/IbHOIO UCKYCCTBA «KOPKbIT U
ME/IOAWH BEJIMKOM CTENM»

AHHOTaUMA

310T 0630p NOcBSLLEH ONbITY MexayHapoaHoro ¢ectuBans GONbKIOPHOIO My3blKaibHOIMO MCKYCCTBa
«KopKbIT n menoaus Bennkon Ctenwu», KoTopblin npowen B Kbi3binopae B ceHTa6pe 2017 roga. B nporpammy
decTnBans 6bIM BKIOYEHBI ABE KOHDEPEHLMH, KYIbTYPHbIE Typbl U KOHLLEPTLI. TPEXAHEBHOE MeponpuaTue
3aBepLUMIOCH NoceleHneM MeMopmranbHOro komnaekca «KopKyT-Ata» U rana-KoHLEepPTOM My3blKaHTOB CO
BCEro TIOPKCKOro mupa. Y4acTHUKU KOHPEPEHLIMM U TOCTU MpUexann U3 MHOrMx permoHoB KasaxcraHa, a
TaKe u3 Kblprbl3cTaHa, Y36eKknctaHa, bawkopToctaHa, TatapctaHa, Poccun, AsepbanarkaHa, YKpauHel,
Typumn, Arytrn, AHrnumn, Kutaa n CLUA, 4To 4ano YHUKabHbIW WaHC A9 MEXKYNbTYPHOro Ananora 1 obMeHa
MY3bIKOW U KynbTypol. bnarogapsi aTomy OnbITy aBTOP CMOI OCO3HaTb 3HA4YMMOCTb GpuUrypbl KopKyTa-ATbl,
CBA3bIBAOLEr0 MHOrOO6Pa3ne TIOPKCKUX KYNbTYp, a TaKXKe YBUAETb Ka3axCKyHo Ky/bTypy U YCTHbIM paccKas,
KaK }XWBYIO TpaauLMio B coBpeMeHHOM Kbidbliopae.

KnioueBble cnoBa: Kbi3bliopaa, TIOPKCKUE KYNbTypbl, YCTHbIV pacCcKas, ann4yecKni, 6apanyecKnin, KadaxcKun
*blpay, KopKyT-ATta, dpecTtnBanb.

Author's data: Anna C. Oldfield - PhD, Associate Professor of World Literature,
Department of English. Coastal Carolina University, USA.

Astop xailibl Magiver: Auna Omudui - PhD, Osem opieGueri ArbuiibiH GeJliMiHIH
KaybIMIacThipblirat npodeccopbl. Kocran Kaposuuna Yuusepcureri, AKILL.

Caenenue 06 aBrope: Anna Osndunn—PhD, accounpoBanHslil mpodeccop MHPOBOIT
autepatypsl Aumniickoro Otaena, Yuusepeutet Kocran Kaposnunsr, CIIA.
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D. Baidaralin
SADAQSHILIQ - THE ART OF MAKING AND SHOOTING THE KAZAKH HORSEBOW

Figure 2. Saka (Eastern Scythian) or Scythian-style W L —— e
horsebow. Reconstruction by author - E "= .

Figure 7.The Old-Mongol (Yuan) horsebow.
Reconstruction by author
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Figure 4.Ancient Turkic horseback archer. Reconstruction by author

i
1
Figure 5. Asymmetric Turco-Mongol (Hun) horsebow

Reconstruction by author

Figure 9.The Kazakh lesser horsebow (of Crimean-Tartar
type). Reconstruction by author
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Figure 8.The Kazakh Khanate horseback archer of 15-16th centuries. Reconstruction by author
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Figure 11. The extra-large Kazakh horsebow (Manchu
type), or “Batyr’s bow”. Reconstruction by author
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Figure 14.The large Kazakh horsebow (of Manchu type)
of asymmetric design. Reconstruction by author

N i

Figure 13. The large Kazakh horsebow (of Manchu type).
Reconstruction by author
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Figure 10.The Kazakh Khanate horseback archer of 17th century. Reconstruction by author

Figure 12.The Kazakh horseback archer of 18-19th century. Reconstruction by author

95



Figure 15. The Kazakh horseback archeress.
Reconstruction by author

Figure 16. The Kazakh horseback archer. Reconstruction Figure 17. Author in the traditional costume of the Kazakh
by author horseback archer pulling his horsebow. Photo by Arman
Nurmakhanbetov

Piroska E.Kiss
DEPARTMENT OF SCENOGRAPHY, HUNGARIAN UNIVERSITY

Figure 1. Zsyfi Opra-Szaby Figure 2. Krisztina Lisztop6d
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Figure 4. Zoltan Egyed (The bird collector’s room) Figure 5. Krisztina Lisztopad (The clock kollector’s room)
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Figure 6. Bal6zs Mucsi (The collector’s clothing)

Figure 7.Anett Herman (The collector’s clothing)

Figure 8. Students’ exhibition at the and of the course
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9. Juli Balazs (Géza Csath: A Janika)

Figure 12. Juli Bal6zs (Moliere: George Dandin) Figure 13. Lérinc Boros (Moliere:The Bourgeois Gentleman)

Figure 14. Edit Mihareczky (Moliere:The Bourgeois Gentleman)

98



Figure 15. Agnes Bobor (M. Kornis: Halleluja)
16. Ferenc Szakacs (Spir6: Chickenhead)
17 Jennifer Horvath (Spiré: Chickenhead)

Figure 20. Kornitlia Pallys (The Taming of the Shrew)

Figure 19. Péter Klimo (The Taming of the Shrew)

Figure 21. Pitter Klimy (The Taming of the Shrew)
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22. Tamas Rakay (Verdi: Don Carlos) 23. Tamas Rakay (Verdi: Don Carlos)

K.K.Tynak6aesa,M.M.Mafr3ymoB

WbIFAPMALDbIN T¥IFA TOPBUENIEYAE UHHOBALIUAJIbIK TEXHONTOTUANIAPADbI
KOJIAAHY-YAKDIT TAJIABbI

o

AOTAKLIT: XV LAMLIAPAARIE
o T APMALI T, MACTAT SECTHDARE

1,2 cyper. A.M.Ecenrasuentin, «1a6bit» XVIII XasbikapasblK LiblFapMalliblIbIK 2KacTap hecTHBaiHe apHaiibl KacaraH KyMbIChI.
2015 kb1, AcTana Kajachl.

3,4 cyper. A.M.Ecenrasuestiy «1le6ep» VII —Kaszakcran koneHep we6epJepi GaiikayblHbiH, «Jlapbisabl 6actay»
HOMHMHALMSICbIHA apHaT 2KacaraH »KyMbichl. 2015k, AnMaThl Kanachl.
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5,6,7 cypert. b.)Kernicanuenrin «[1la6pit» XX xasmbiKapasblK MIbIFapMallblIbIK 2kacTap dectuBadinie, «beitnesey onepi
(KosiaHbasibl eHEp ) HOMUHALMSICBIHA apHalibl xKacaraH »yMbicbl. 2017Kbl1, AcTaHa Kanachl.
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Anna C. Oldfield

FESTIVAL OF KORKYT AND THE MUSIC OF THE GREAT STEPPE: A MEETING OF
HEARTS, MINDS AND MUSIC

Figure 1. Qopuz and Dombira from the Festival exhibition “Traces of Turan” at the House of Regional Institutions. Kyzyl-Orda.
A. Oldfield. 2017.

Figure 3. Uzbek Musicians perform at the Music Festival
“Korkut and the Melodies of the Great Steppe” at the
Bekezhanov Kazakh Music and Drama Theater. Kyzyl-Orda.
A. Oldfield. 2017.

Figure 2. Bazarkhan Kosbassarov plays qopuz at the
conference in honor of Bolat Saribayev. Kyzyl-Orda. A.
Oldfield. 2017.
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Figure 4. Grande Finale of the Music Festival “Korkut and the Melodies of the Great Steppe” at the Bekezhanov Kazakh Music
and Drama Theater. Kyzyl-Orda. A. Oldfield. 2017.

Figure 5. Ethno-Village exhibition: The Land of Syr — A meeting of past and future. Korkyt. A. Oldfield. 2017.
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Figure 7. Ethno-Village exhibition: The Land of Syr —
Beauty of design meets function in the Kazakh Yurt. Korkyt.
A.Oldfield. 2017.

Figure 8. Ethno-Village exhibition: The Land of Syr — Aitys: The bride is skeptical. Korkyt. A. Oldfield. 2017.
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Figure 9. Ethno-Village exhibition: The Land of Syr — Child walking ceremony. Korkyt. A. Oldfield. 2017.

Figure 10. Ethno-Village exhibition: The Land of Syr — Arts and Crafts.Korkyt. A. Oldfield. 2017.
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Figure 11. Ethno-Village exhibition: The Land of Syr — Conference Participants gather for a photo. Korkyt.
Photographer unknown. 2017.

Figure 12. Monument to Korkut Ata. Korkyt.
A. Oldfield. 2017.
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Figure 13. Monument to Korkut Ata. Korkyt. A. Oldfield. 2017.

Figure 14. Three Generations of musicians. A. Oldfield. Zhosaly. 2017.
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