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XKypHan Typansl

Saryn — «<©Hep >XaHe ryMaHUTapblk FblbiMAgap» H6afblTbl GOMbIHLLIA ©3€eKTi 3epTTeyNepAi,
ayAapmMa MaTepuangapbliH XaHe akajeMUAbIK MaTiHAepre, My3blkasblk anbbomaapra,
KnHodubMAepre, kepmenepre xaHe backa Aa FblbiIM MeH MaAEHWET TyblHAbINapbIHA
LwonynapAbl Xapuanayra bafblTTasfaH Xxanblkapablk FblbIMY PeLeH3nsANaHaTbIH 6acblibIM.

Saryn 6acblnbIMAaPbIHbIH, HETi3ri MakcaTbl YATTbIK MOAEHNET KOHTEKCTIHAET OHEePAiH,
3epTTey XaHe djiCHaMasnblK MacenenepiH, A3CTYPAEPAIH, MajeHeTapablk e3apa HbannaHbICbiH
>KOHe onapAblH Ka3ipri Xan-KyriH alLbIKTaTbIH XaHe TalKblNalTbiH Makananap. Pegakuusfa
YCbIHbIIFaH MaJlIMETTEp XYyleni cananblk Hemece caHAbIK AepeKTepai Tangayabl KaMTUTbIH
TEOPUANBIK XOHE IMMNUPUKaNbIK 3epTTeyaepre; 6ap 6iniMAi anTapabiKTah pacTanTblH HeMece
KEHEMTETIH KblCKalla 3epTTey ecenTepi MeH xa3banapblHa; KiTanTapFa, TeaTp KOMblIbIMAAPbIHA,
My3blKasblk anbbomaap MeH KOHLiepTTepre, KUHObGUAbMAEPre, KepmMenepre xaHe backaga
wonynapfa 6afbiTTanybl MyMKiH. Saryn-aa fbinbIMu Ananortap Kyntanazbl. XypHansbiH
peakumsAchl aBToOpaapAbl KypAeai TepMuHonorusgaH aynak 60obin, Xxanblkapasbik,
okblpMaHAapMeH balinaHbiC OpHaTyFa KaMKOPJbIK, Xacal OTbIpbIr, TYCIHIKTI XXaHe Ko
XKeTIMAI TiNAe XKasyFa wakbipadbl.

Saryn-pa xapuanaHfaH Makana apAblH aBTopaapbl MITIHAEPAIH Ma3MyHbIHa,

COHJAaN-ak, YWWiHLWI TyfanapablH XaHe/HeMece Makananapabl XXapusaaay HaTUXKeCiHAe KacakaHa
eMec 31sH LWeryi MyMKiH yibIMAap Hemece engepaiH ap-Hamblcbl, abblpolibl XXaHe ickepAiK
6eseni yLWiH TONbIK XayankepLuinikte 6onasabl. PegakuusaHblH Nikipi aBTopaapabiH, nikipiMeH
KOHe MakananapzblH Ma3MyHbIMEH Calikec Keameyi MyMKiH. [laliekces KenTipreHae aBTop

MEH JlepeKKe3re CiNTEMEHI KOpCeTy KaxerT.

Saryn pepakumsacbiHa TyckeH 6apablk MaKananap, OHblH, ilLiHAE >KacaHAbl UHTENeKT
apKblibl Xa3blifaH HemMece ayaapblifaH MITIHAEP NAarnaTTbl Tekcepy paciMiHeH eTesi XaHe
MaMaHZapAblH, eKi PeT «XKacblpblH» LLOAYbIHAH KEWIH XapuanaHagbl.

Saryn-pa aBTOpAbIK FblJIbIMY 3epTTeyep, Nikipaep, peLeH3unsnap xaHe cyxbatrap
TeriH XapusanaHazbl. XXypHan pefakumsanblk XyMbICTapFa XXaHe MaKananapAbl Xapusnayfa
6annaHbICTbl GapAbIK WbIFbIHAAPAB! ©3 MOWHbIHA anaabl. Pegakumssa yCbiHbIAFaH
MaTepuaniapabl XapusnafaHbl YLWiH Tenem TeneHbensi.

XKypHangblH, pegakumaablK cascatbl Xafblkapasblk YAbIMAAPAbIH FblJIbIMU XapusaaHbiMaap
3TMKAChI XXOHIHAETI YCbIHbIMAApPbIHA Herizgeneai: bacbinbiM 3Tnka komuTeTi — Committee
on Publication Ethics (COPE), Eyponasnblk fblnbiMU pegakTopaap kaybiMaacTbifbl — The European
Association of Science Editors (EASE).

Saryn >ypHanblHbIH PeAakLMAChl bIHTBIMAKTaCTbIKTbIH dPTYPi popmaTTapbiHa aLlbik,
Bi3 ke3 KenreH yCbIHbICTapFa KyaHbILTbIMbI3, ONapAbl PeAaKUMUAHbIH 31€KTPOHZAbI MOLWTackiHa
Xibepyre 6onaabl: editor@sarynjournal.kz.
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TapaTy, HAEeKCTey XXaHe MypafaTTay

Saryn xanblkapasblk peLeH3nanaHaTbiH XXypPHasbl OHbIH, AyHME XYy3iHe TapanyblHa acep eTeTiH
6acblbIMAapAbIH, canacblH XaKcapTy YLiH TYpai Wwapanapabl Konfa anysa. byn caacattbl
xypHan 2013 >bingaH 6epi HipiHLWi XapuanaHbIMbIHAH YCTaHAbI.

Saryn byaanewuTTiH aLlblk KOMXKeTIMAINIK BacTaMacbiHa KOCbLNY apKblibl allblk,
KOMKEeTIMAINIK cascaTblH yCTaHaAbl, Oy aBTOPAbIH, XapusaiaHfaH MakanacbliH 6acka
3epTTeyLiNepAiH i3geyiHe >XxaHe ciiTeme xacaybiHa acep eteai. COHAbIKTaH XypHanAblH, e3i
[ie, OHblH, MypaFfaTTajfaH xoaHe bacna keLlipMesnepi cakTanaTbiH penosutopuiinep ge Saryn
3epTTeyLlinepi MeH Xanblkapasblk KaybIMAACTbIK apacbliHAafbl FblAbIMK HalinaHbIC NPOLECiHiH,
MaHbI3zbl kypamaac 6eniri 60sbin Tabbinagbl. Saryn XXypHanblHAaFbl MakananapabiH,
MypafaTTasfaH KeLlipMesnepi )Xofapbl OKY OPbIHHbIH, €Ki peno3uTopuiHae cakranazbi:

1. KypMmaHfa3bl aTbiHAafbl Ka3ak yATTbiK KOHCEePBATOPUACLIHbIH, 3N1EKTPOHAbI KiTanxaHachbl.

2. KypmaHfasbl aTbiHAaFbl Kasak yTTblK KOHCEPBATOPUACHIHbIH, PeCMU CaTbiHAaFbI Saryn

napakLuacsbl.

XKypHangplH 6acna gaHanapbl KypmaHfasbl aTbiHgafbl Kasak, yATTbIK KOHCEPBaTOPUACBIHbIH,
KiTanxaHacbiHAa, KP ¥ATTbik KiTanxaHacbiHAa cakTaysbl. OkbipMaHzap MeH aBTopaap
sarynjournal.kz >xypHanblHbIH pecmu caTbiHAafFbl «MyparfaTTap» 6eniMiHge
LblFapblabIMAAPAbIH, 31€KTPOHAbIK HYCKACbIMEH TeriH TaHblica anagbl. MakananapabiH,
PDF-Hyckanapbl Creative Commons (CC BY-NC-ND 4.0) avueH3usachl 60MblHLLIA KO KETIMAI.

Saryn (25.01.2024 N2 101 6yMpblfbl) FbIAbIMU KbISMETTIH, HETi3ri HATUXENEpPIH Xapusanay
ywiH KasakcraH Pecnybankachbl binim >KaHe FblibIM MUHUCTPAITiHIH BinimM aHe fblabiM
canacblHAafbl canaHbl KamTamachi3 ety komuteTi (BxxFCBK) ycbiHFaH 6acbinbimaap
2-wi Ti3beciHe eHrisingi («kBHep >xaHe ryMaHUTapbiK FblabiMaap» 6eniMi). COHbIMeH kaTap,
Saryn KAb (KazakcTaHablk gaviekces 6asackl), YMFTCO (¥ATTbIK MEMAEKETTIK FblIbIMMU-
TexHMKanblK capantama optanbifbl), RILM (Répertoire International de Littérature Musicale),
Knbep/leHnHkaga nHaexcrenes,.

Saryn >xxypHasbl aBTOpaapfa XapuanaHfaH Matepuangapipbl Tapatyfa dXaHe OKkblpMaH
KaybIMbIH KEHeWTyre, COHbIH, iLLiHAE XypHaNAbIH pecMun aneymeTTik xeninepinge (Telegram,
Instagram, Facebook) makananapgbl xapusanay apkblibl XaH-XaKTbl kKoagay KepceTesi.

Bi3 aBTOpAapabl Makananapabl AyHue Xy3i 6oMbIHLa apinTecTepi MeH 3epTTeyLlinep
apacblHza benceHai TypAe HacmxaTTayFa LlakblpamMbi3, Oyl OKbIpMaHAap caHblH KebeliTyre,
TaHbIMaNAbIbIKTbI aPTTbIPYFa XaHe Saryn-Aa XapuanaHfaH Makananapabl XKenige isgeyre
HeFfyp/IbIM KOMKETIMAI eTyre acep eTegi. Komkasbanapabl XOCbIKCbI3 aBTOPAAPAbIH, 3aHChI3
nemgaeHyiHeH Kkopfay yLwiH ci3 DOI cinTemeciH HeMece MakanaHblH TYMHYCKaChl XapusanaHfaH
Saryn >xypHanbiHblH, BEG-CailTbiHa cinTeMe H6epyiHi3 kepek. byn a3ipaey aHe xapwusanay KyHiHe
KYKbIFbIHbI3Abl Adnenseyre MyMKiHAIK 6epeai.

Saryn pepakuua ankacbl ©3 aBTopaapblHa XapusanaHfaH matepuangapasl berge
pecypcTapa opHanacTblpyFa kegepri xacamangbl. XypHan aBTopaapbl onapabl Toyencis
penosnTopuiire HemMece onapMeH barnaHbICTbl JepekkopFa XyKTel anagbl. bipneckeH
aBTOPJbIKNEH XapuanaHfaH Makana, TinTi erep bipaeckeH aBTopaap OHbl 6acka yibiMAapAbIH,
3NeKTPOH/bI KiTanxaHanapblHAa OpHanacTblipca a, Peno3nTopuiire opHanacTbipbiaybl MYMKIH.
Backa penosutoLpuitnepmeH e3apa sapekeTTecy okbipMaHAap MeH CilTeme XacanTblH
ayAnTopuAHbI KebelTyre, apinTectep MeH CTyeHTTepre 3epTTeyiepMeH TaHbICyFa, Nikipaec
aZlamzap MeH >kaHa MyMKiHAiKTepre ne 6oayfa MyMKiHAIK 6epegi.
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About the Journal

Saryn is an international peer-reviewed publication, focused on topical studies, translated
materials and peer reviews of academic texts, music albums, films, exhibitions and other works
of the Art and Humanities field.

The main purpose of Saryn is to publish articles that cover and discuss studies
and methodological art topics in the context of national culture, cross-cultural interaction
of traditions and their current state.

The materials, submitted to the editorial office, may focus on theoretical and empirical
studies containing a systematic qualitative or quantitative data analysis; brief research reports
and notes that significantly confirm or expand existing knowledge; reviews of books, theater
performances, music albums and concerts, films, exhibitions, etc. Dialogues on studies are
welcome at Saryn. The journal’s editorial office asks authors to write in a clear and accessible
language, avoiding any complicated terminology and taking care about international
readership.

Authors of articles, published in Saryn, are fully liable for their text content, as well as
for honor, dignity, and business reputation of the third parties, including organizations
and/or countries, who may be unintentionally harmed by a publication of any article.

The opinion expressed by the editorial board may differ from the viewpoints of the authors
and the content of the articles. It is mandatory to indicate the author and the source when
citing.

All the articles, submitted to the editorial office of Saryn, including texts and translations
made by Al, are checked for plagiarism and published after a positive double-blind peer review.

Author's academic studies, reviews, peer reviews and interviews are published in Saryn
for free. The journal bears all expenses associated with editorial work and articles publication.
The materials submitted to the editorial office for publishing are free of royalties.

The journal's editorial policy is based on the recommendations of international
organizations on the publication ethics: the Committee on Publication Ethics (COPE),

the European Association of Science Editors (EASE).

The editorial office of Saryn is open to various formats of cooperation. We welcome
any suggestions by electronic mail: editor@sarynjournal.kz.
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Distribution, Indexing and Archiving

The international peer-reviewed Saryn journal takes all steps to ensure that it is accompanied
by high-quality publications, and it can be distributed worldwide. This policy has accompanied
the journal since its first publication ten years ago.

Saryn adheres to the open access policy by joining the Budapest Open Access Initiative,
which affects the search and citation of the author’s published article by other scholars.
Therefore, the journal itself and the repositories where it's archived and printed copies
are stored are an essential component in communication between Saryn's scholars and
international community. The archived copies of the Saryn articles are stored in two repositories
of the editorial:

1. The Electronic Library of Kurmangazy Kazakh National Conservatory.

2. The Saryn’s page on the official website of Kurmangazy Kazakh National Conservatory.

Printed copies of the journal are kept in the library of Kurmangazy Kazakh National
Conservatory and National Library of the Republic of Kazakhstan. Readers and authors may find
the electronic version of journal issues for free in the Archives section on the official website,
sarynjournal.kz. PDF versions of articles are available for free by Creative Commons License
(CC BY-NC-ND 4.0).

Saryn is included in the 2nd List of publications recommended by CQAES (Committee
for Quality Assurance in the sphere of Education and Science of the Ministry of Education
and Science of the Republic of Kazakhstan) (order No. 101 dated 25.01.2024) for publication
of the main results of academic activity (category “Arts and Humanities”). Besides, Saryn
is indexed by KazCB (Kazakhstan Citation Base), NCSTE (National Center of Science
and Technology Evaluation), RILM (Répertoire International de Littérature Musicale),
and CyberLeninka.

Saryn fully supports authors for the distribution of published materials and the expansion
of the readership, also with the help of publishing the articles on the journal's official social
networks (Telegram, Instagram, Facebook). We encourage our authors to actively promote
their articles among the colleagues and fellow scholars around the world through academic
social networks and other possible ways that can attract readers, to increase awareness
and make articles published in Saryn more Internet searchable. In order to protect manuscripts
from being misappropriated by unscrupulous authors, links to the DOI or to the website
of the Saryn journal with the original version of the published article should be indicated.

This will allow you to prove your rights for the work, and for the date of publication.

The Saryn's editorial board does not prevent its authors from posting published materials
on other resources. The journal's authors can upload to an independent database or affiliated
one. An article, published in co-authorship, can be placed in a repository, even if the co-authors
have placed it in electronic libraries of other organizations. Interaction with other repositories
makes it possible to increase readership and citing audience, so the colleagues and students
will have the opportunity to acknowledge the studies, to gather associates and get new
opportunities.
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O >xypHane

Saryn — MmexayHapoAHOe Hay4YHOe PeLeH3NpyeMoe 13AaHne, OPUEHTVPOBaHHOE
Ha Ny6AVKaLWIo akTyanbHbIX UCCIEA0BAHMNA, MEPEBOAHbBIX MaTePUAIOB 1 PeLieH3n
Ha akaZeMnyeckme TeKCTbl, My3blkasbHble anbboMbl, KWHOGUABbMbI, BbICTABKW U Apyrie
Npowv3BeAeHNs HayKn U KyNbTypbl MO HampaBaeHWto «/ICKyCCTBO U FyMaHWUTapHble HayKu».
OCHOBHO Liesibto NybmnKaLuii Saryn aBAsAKOTCA CTaTby, B KOTOPbIX OCBeLLatoTCs
1 0b6CyXAatoTCA UCCaesoBaTeIbCKME Y METOAONOMMYECKME BOMPOChI UCKYCCTBA B KOHTEKCTE
HaLMOHaNbHOW KyJIbTYpbl, KPOCC-KYNbTYPHOE B3aUMOZAENCTBUE TPAAULMIA U UX aKTyaNbHOe
COCTOSIHME.
MaTepwasbl, MpesCcTaBaeHHbIe B PeAaKLMIO, MOTYT ObiTb COCPEJOTOUEHb! Ha TEOPETUYECKMX
Y AMMUPUYECKNX UCCNEA0BAHMAX, COAEPKALLMX CUCTEMATUUECKMI KaueCTBEeHHbIN
WM KONIMYECTBEHHBIN aHaNn3 AaHHbIX; KpaTKe NCCaef0BaTeNbCke OTHETbI U 3aMeTKY,
KOTOpbIE CYLLECTBEHHO MOATBEPXAAFOT UM PACLUMPAIOT CYLLECTBYHOLLME 3HaHWUSA; 0630pPbl KHUT,
TeaTpabHbIX CrieKTak/Ien, My3blKa/bHbIX a/lbOOMOB W KOHLIEPTOB, KNHO(UIbMOB, BbICTABOK
n apyroro. B Saryn npuBeTcTBYtOTCS HayuHble gnanoru. Pegakums xypHana npv3biBaeT aBTOpPOB
nmcaTb ICHBIM W JOCTYMHbIM A3bIKOM, W36eras CI0XKHON TEPMUHOIONMN 1 3a60TACH
0 KOMMYHMKaLIMK C MEXAYHapPOAHON UNTaTeNbCKOW ayAUTOPUEN.
ABTOpbI CTaTel, onybMKOBaHHbIX B Saryn, HECYT MOHYHO OTBETCTBEHHOCTb
3a cofiep>KaHune TEKCTOB, a TakKe 3a YecTb, JOCTOMHCTBO W e/0BYHO PEMyTaLMio TPETbUX
JVL, W/VAN OpraHn3aunii nav cTpaH, KoMy MOXeT ObITb MPUYMHEH HeyMbILLIEHHbIN yliep6
B pe3ysibTaTe Nybamnkauuv ctateil. MHeHWe pesakLmm MOXET He COBMajaTh C MHEHUEM
aBTOPOB W cogep>kaHnem ctatei. Mpu LUTMpOoBaHNM 06s3aTeNbHO yKasaHWe CCbIKM Ha aBTopa
N UCTOYHMK.
Bce ctaTtby, nocTynatoLlye B peAakuuto Saryn, MpoxXoaaT npoLeaypy npoBepku
Ha maaruart, BKAtoYas TeKCTbl, HaMMCaHHble UAW NepeBeAeHHbIE UCKYCCTBEHHBIM MHTE/IEKTOM,
1 NyGANKYHOTCA MOC/E MONOXKMTENBHOTO ABOMHOMO CIEMOrO PeLieH3MPOBaHMs CreLmanicTaMmu.
ABTOpPCKME HayuHble NCCeA0BaHMA, 0630pPbl, PELLEH3UN U MHTEPBBIO B Saryn nybankytotcs
6ecnnatHo. XypHan 6epeT Ha cebs BCe pacxoAbl, CBA3aHHbIE C PeAaKLMOHHbIMK paboTamu
1 nybankaumamm ctatei. 3a nybankaumo NpejoCcTaBieHHbIX B peAakLunio MaTtepuanos
rOHOpapbl He BbIMAa4YNBaLOTCS.

PeAakuUVOHHas NOANTIKA XXypPHaia OCHOBbIBAETCA Ha PEKOMEHAALMAX MEXAYHAPOAHbIX
OpraHu3aumin No 3TMKe HayuHbIX Nybavkaumin: KomvTeta no ny6ankaLMOHHOM 3TUKe —
Committee on Publication Ethics (COPE), EBponelickoi accoLmaLmn Hay4YHbIX peAakTopoB —
The European Association of Science Editors (EASE).

Pepakuws >XypHana Saryn oTKpbiTa K pasHbIM popmaTtam coTpygHmyectsa. Mbl bysem

pagbl H06bIM MPesoXKeHNAM, KOTOPbIE MOXHO HaMpaBWTb Ha 3JIEKTPOHHYHO MOUTY pejakLni:
editor@sarynjournal kz.

6 MexXxayHapoAHbIA peyueH3npyemMbln XypHan Saryn



Ne 4. 2024 (Sapyn

PacnpOCTpaHeHme, MHAEKCMpPOBaHUe n apxmemnpoBaHue

Me>ayHapOoAHbI peLeH3npyeMblli XXypHan Saryn fenaeT BCe Wwaru Ans Toro, 4tTobsl ero
COMpPOBOX/an0 BbICOKOE KayecTBO NybmkaLuii 1 OH MOr 6bITb pacnpocTpaHeH BO BCEM MUpe.
OTa NosnTMKa CONPOBOXKAANA XYpPHa C MOMEHTa ero nepsoi nybankauum B 2013 roay.

Saryn npuaepxunBaeTcs NOAUTUKM OTKPBLITOTO A0CTynNa, NPUCOEANHUBLLNCL K byaaneLuTckol
MHULMaTMBE MO OTKPLITOMY JOCTYMY, YTO BAMSET Ha MOMCK M LIUTUPOBaHMe onybankoBaHHOM
CTaTby aBTOPa APYrMK nccaegosatenamun. NostoMy 1 cam XypHas, 1 PenosntTopum,
rfie XpaHATCA ero apxMBUMPOBaHHbIE M NeyvaTHble KoMK, ABASIOTCA BaXKHENLLEeN COCTaBAAoLLEN
npouecca Hay4HON KOMMYHUKaLIMN MeXAy NCCaefoBaTeNsMun Saryn n MexzayHapoHbIM
coobLecTBOM. ApXVBHbIE KOMUK CTaTei Saryn XpaHATCA B |BYX PENO3UTOPUAX nsjatens:

1. dnekTpoHHas bubanoteka Kasaxckol HaLMOHa bHOW KOHCEPBATOPUUN UMEHM

KypmaHrassi.

2. CrtpaHuua Saryn Ha opuLmansHoM caiite Kasaxckow HaLMOHaNbHOM KOHCepBaTOPUM

nmeHn Kypmarrasbi.

MeuyaTHble 3K3eMMAAPbI XypHana cogepyatcs B bubanoteke Kasaxckol HaLMOHaNbHOM
KOHcepBaTopun UMeHn KypmaHrasbl, HaumoHanbHon 6ubanoteke PK. Yntatenm n aBTopsl
MOTYT 03HaKOMUTbLCSA C 31EKTPOHHON Bepcueit BbiNyckoB becnnaTHo B pasjene «ApXvBbl»

Ha odpuLmanbHOM caliTe XXypHana — sarynjournal.kz. PDF-Bepcuun ctaTteit pacnpocTpaHstoTca
B cBo60oagHOM gocTyne no auueHsun Creative Commons (CC BY-NC-ND 4.0).

Saryn BkntoueH B Cnuncok 2 MepeyHs nsgaHuii, pekomeHayembix Kommutetom
no obecrneyeHunto Kayectsa B chepe Haykun v Bbicliero obpazosaHus (KOKCHBO)
MwuHUCTepCTBa HayKu U Bbiclero obpasosaHuns Pecnybankm KasaxcraH (npukas N2 101
ot 25.01.2024) ans ny6avKaL M OCHOBHBbIX Pe3yNbTaTOB HayYHOWN AeATeNbHOCTU (pa3gen
«ckyccTBO 1 ryMaHuTapHble Hayku»). NMomumo atoro, Saryn nHaekcmpyetca B KbL,
(KasaxcraHckon 6a3e untnposanms), HLIFTHTS (HaunoHanbHOM LieHTpe rocyAapCcTBEHHOM
Hay4HO-TexHWUYeckon akcnepTm3bl), RILM (Répertoire International de Littérature Musicale),
Knbep/leHunHke.

XKypHan Saryn BcecTopoHHe noajep>XvBaeT aBTOPOB B Jefie pacnpoCTpaHeH s
ony6/IMKOBaHHbIX MaTepPManoB U paclUpeHns YNTaTeNbCKOW ayAuTopun, B TOM Yucie 1 vyepes
nybavkaumio ctatel B opuLmManbHbIX coLceTsax XypHana (Telegram, Instagram, Facebook).

Mbl Npr3biBaeM aBTOPOB aKTMBHO NPO/ABUraTh CTaTbh CPeAM CBOUX KOMNEr U uccnejoBatenei
no BCeMy MUPY Yepes HayUYHble COLCETU U ApYriie BO3MOXHbIe CNOCObbI, UTO MOXET NPUBeYb
ymTaTenel, NoBbLICUTb Y3HABaEMOCTb U CAenaTtb onybanKoBaHHble B Saryn ctaTbu 6onee
AOCTYMHbIMK ANA noucka B VIHTepHeTe. [lna Toro 4tobbl o6e3onacuTb pyKoOnmcK OT MPUCBOEHNS
He,06pOCOBECTHLIMM aBTOPaMK, CaefyeT yKkasbiBaTb bk Ha DOl naun ccbiaky Ha cant
XypHana Saryn, rae onybavkoBaHa UCxoAHas Bepcus cTaTbu. ITO NO3BOUT JoKa3aTb CBOE
npaBo Ha pa3paboTky v AaTy nybankaumm.

PepaxkumnorHas konnermsa Saryn He npenaTcTByeT CBOVM aBTOpaM B pasmeLleHnn
ony6/IMKOBaHHbIX MaTepranoB Ha CTOPOHHMX pecypcax. ABTOPbI XypHana MOryT 3arpy3mnTb 1x
B HE3aBUCUMbIA Peno3nTopuii unm 6asy AaHHbIX NPy opraHu3auunm, apGuUaMpPoBaHHOW C HUMM.
CraTbs, onybankoBaHHas B COaBTOPCTBE, MOXET ObITb pa3MeLLleHa B Perno3nTopuK, Jaxe ecan
COaBTOpPbI Pa3MeCcTWIN ee B 3NeKTPOHHbIX BrbanoTekax Apyrux opraHusauuii. Baumogeicremne
C APYTVIMU PENO3MTOPUAMM NO3BOJAET YBEANUNTL YNTATENbCKYHO U LUTUPYIOLLYIO ayAUTOPUIO,
[iaeT BO3MOXHOCTb KOJIIeram v CTyZleHTaM 03HaKOMUTbCS C UCCNefoBaHUAMM, 063aBecTUCh
€MHOMbILINEHHMKaMW 1 HOBbIMM BO3MOXHOCTAMM.
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Kipicne ce3

Kaauwa OHanbaeBa, AinxkaH KanvnbaeBa

OMb6eb6anTbINbIKThI i34eY: My3blKaHTTapAblH,
MaMaHZaHy npv3machl apKblibl My3blka Tapuxbl

WpwuHa MaBpuneHko, Ainsaga Hycynosa
KasakcTtaHHbiH 1975-1999 Xbingapaafbl opraH
©Hepi: TapyX, OPraHoONOrA XaHe OpbIHAAYLLbINbIK
npakTmka

CeeTtnaHa KobyaHoBa, Aunspa LLapunosa

KasakcTaHHbIH, BMU3yanabl MaAEHNETIHAETI
TpaHcMeauabIk HannaHbicTap: KeckiHaeMe
>KaHe 3aMaHayn KepkeMZik xobanapaafbl
doTocypet

bamkaH HypbocbiHoBa

KasakcTaHHbIH Lppablk eHep KeHicTiriHaeri
KOMMYHWMKaLus cemmnoTukack! (ActaHa

>oHe AnMaTtbl KananapblHblH KepmMenepi
MaTepwanbiHAa)

Hurap LLaxvypagoBa

Adar lyceiiHOBaHbIH 3epTTeyiHAeri a3ipbaid>kaH
OWiHIH, 3BOIOLMACHI: TaKbIPbINTbI XblAgaM
MeHrepyre apHanfaH npakTukanblk Kypasa

Kocbimiwa
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BcrynutensHoe cnoso

Kaauwa OHanbaeBa, AinxkaH KanvnbaeBa

B nowickax yHuBepcaavMama: ucTopusi Mysbiku
yepes NpuaMy CreLmanmn3annm My3bikaHToB

WpwuHa MaBpuneHko, Ainsaga Hycynosa

OpraHHoe nckyccteo KasaxcraHa B 1975-1999
rofbl: ICTOPUS, OPraHOOrMs U NCMONHNUTENbCKAR
npakTuka

CeeTtnaHa KobyaHoBa, Aunspa LLapunosa

TpaHcMeAnanbHble CBA3M B BU3yabHOM
KynbType: doTorpadma B XMBOMUCKU N MPOeEKTax
coBpeMeHHoro nckyccrsa KasaxcraHa

bamkaH HypbocbiHoBa

CemunoTrKa KOMMYHMKaLUN B LMPPOBOM
apT-npocTtpaHcTBe KasaxcraHa (Ha maTepuane
BbICTaBOK ropofoB AcTaHbl 1 AmaTbl)

Hurap LLaxvypagoBa

JBoarouMsa azepbangkaHckoro TaHLa

B nccnegoBaHum Adar l'ycelMHOBON: nNpakTnuyeckoe
PYKOBOZACTBO A5 BbICTPOro NMOrpy>KeHms

B Npeamet

MpunoxxeHne
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Kipicne ces

KopbITbiHAbINAY AereHiMi3 — ecTenikTepre YHiNy, XeTICTiKTep WeHbepiH benriney XaHe nepcnekTnBanapabl
ankbiHAay. EKi Xbln BypbiH XanblkapasblK peLeH3usnaHaTbiH Saryn FbibIMU XXypHasbl Macenenep TidiMiH
>KaHapTbIN, pefakumsablK cascaTbl MeH pefakuuabIkK KypaMbiH aHapTTbl. OcCbl yakbIT iLiHAe XypHan
©HepTaHy XoHe MdAeHMETTaHy canacbiHAa 3epTTeyIepMEH aliHanbIcaTbiH faabiMAap apacbiHAa TaHbIMan
60nabl. 2024 xbinbl Saryn KasakctaH Pecnybavkacs! FbiibiM XaHe >ofapbl 6i1iM MUHUCTPAIT FbiabIM
>KHe >ofapbl 6iniM canacbiHAafbl canaHbl KaMTaMachl3 eTy KOMUTETIHIH, 6acbinbiMaap Ti3iMiHe eHg,.
Kblpkyiek alibiHa pesakums ankacbiHbiH MyLLENepi XypHaazbl fanamiiapabit, TYKMNip-TyKnipiHEH KeareH
fanbiMAapfa bakyze My3bika >xaHe 61 AaCTypepi XeHiHAer Xanblkapanblk KeHECTiH KaMKOpPbIFbIMEH
oTkeH Typki anemiHzeri My3blka MeH 61 >xaHe AyHMEXY3iNiK My3bika TapuXbIH 3epTTey TOMNTapbIHbIH, BipaeckeH
«Mypa >aHFbIpbIfbl: My3blka MEH 61 MypacbIMEH TaHbICY» aTTbl CUMMO3MYMbIHAA YCbIHABI. Saryn pejakumscoi
6y PakTinepMeH MaKTaH TyTajbl.

Eki >xbin 60Mbl 6i3 AyHME XY3iHAEr SpiNTeCTePiMI3OEH XYMbIC iCTeiK, KEHECTIK, XeTINAIPAIK, Ocblnan
XXI facblpabliH, GipiHLLI LWMperiHAeri KeHiCTIK-yaKblT KOHTUHYYMbIHAAFbI TYPOYNEHTTINIK Ke3iHAE FblbIMU
XypHanabl 6ackin WhiFapyAblH HO3iK d1eMiHe KaliTa-KanTa YHiNgik. JereHMmeH, npouectepai, yinnecimainiri,
anKanbIK XXYMbIC XaHe XaKcapTyFa YMTbUIbIC XXYMbICTbI XanfacTblpy XafjannapbiH aHbiKTagbl. byn Be6-
CalTMeH XYMbIC iCTeye XXaHe XypHanibl eHepTaHy MeTaMeanyMblHAa inrepinetyae, TinTi gusanHaa, 6i3
TEXHONOTUANIBIK TYPFbIAAH XETINAIPIATEH MAKETMNEH XYMbIC iCTEreHAe OCbl XbINAbIH, Heri3ri Tyci — Peach
Fuzz (wabaanb! HGbinFapbl) Kbi3FbIAT-IabAaNbl PEHKIH TaHAayAa Aa KepiHai. bipak, apuHe, 6ipiHLWi opbiHAa
KypMaHfa3bl aTbiHAaFbl Kasak yaTTbiK KOHCEPBATOPUACHI LblFapaTbiH Saryn-Aa sxapusnaHaTbiH XyMbICTapabiH,
canacbl MeH e3eKTinliri Typagbl. 2024 Xblibl eNiMi3giH 6acTbl My3biKablk OKY OpHbl ©3iHiH 80 XbINAbIK
MepenTOMbIH YNKEH KOHLIEPTTIK BaFgapiamanapMeH XaHe eki Xa/blkapasblK FblbIMU KOHGepeHLusanapMeH
aTan eTri.

XKbInablH COHFbI TOPTIHLLI CaHbIHAAFbI Makananapabl 9PTYPi eNjep MeH yYbIMAAPAbIH FanbiMaapbl
apacblHAafbl Ananortap, CoHAalr-aK KanblinTackaH >KaHe Xac 3epTTeyLlisep apacbliHAafbl Avanortap
Jen aHblkTayfa 60nazbl XXHEe My3blKa, OPraHONOrMsA, KepkeM M3AeHMeT, PoTocypeT, KeckiHaeme, LndpbIk,
KepmMesep MeH buaiH aMbebanTbifbl Typasbl eHbeKTepai KaMTUAbI.

Kaguiwa OHanbaeBa (Anabama) xaHe AixkaH KanmbaeBa (Anmatbl) «OM6e6anTbibIKThI i3geyAe:
My3bIKaHTTapAblH MaMaHAaHy Npu3Mackl apkblibl My3blka TapuUXbl» aTTbl 3epTTeYiHAE MY3blKajblK
M3ZAEHMETTIH TapUXM AaMyblHa My3bIKaHTTbIH, LWblFapMaLUblIblK KbI3METIHIH, 9M6e6anTbliblK TYPFbICbIHaH
>KaHa Ke3Kapac YCbIHbINfaH, ON TaNlaHTTbIH, XKaH-XKaKTblIbIFbIHAA, KOMTITHAE XXOHE KaCiOUN KbI3bIFYLLbINbIKTbIH,
M3ZeHW KeHAIriHAe KepiHeTiHAIr atan eTinei. Kasipri XarAana My3bIKaHTTbIH dPTYPJi KacveTTe e3iH-e3i
TaHbITYbl Tafbl Aa ©3eKTi 601a 6acTasbl, Oy LWblFapMalLblbIK ©3iH-63i KOpCeTy ascblH KEHEUTYre MyMKiHAIK
6epegai. ABTopnap aybi3Lua ACTYPAI XeTKi3yLinepaeH xa3ba AdCTYPAIH My3blKaHTTapblHa AeMiHTi
NMCUXONOTUANbIK KSHE KOTHUTUBTIK-MIHE3-KY/1bIK acMeKTiepiHiH, aliblpMallbliblFbIMEH allKbIHAAAATbIH
LWblfapMaLLblbIK iC-9PEKETTIH, 9MbebanTbIfbIHbIH, TUMONOTUACHIH YCbIHAAbI.

MpwuHa MaBpuneHko meH Aiizaga Hycynosa (AnmaTbl) Ka3akCTaHHbIH, YATTbIK OpraH eHepi 6oibIHLa
6ipHeLue xbln BypblH HacTaFaH 3epTTey XXYMbICTaPbIH XKanfacTblpyAa. ¥ATTbIK OpraH eHepiHiH yL Kypamaac
6eiri — opraHoNorMs, KOMNO3NTOPbIK KbIBMET XXaHe OpbIHAAYLLbINbIK ONaPAbIH MakanacbiHAA TYHFbILL
peT 6ipTyTac MajEeHN-Tapuxm Napagurma asacbiHAa Kkapactblpbliagsl. fanbiMaapabiH Tangay maceneci —
Ka3akCTaHAblK OpraH MekTebiHiH 3BOOLMACHI, KONAAHbICTaFbl My3blKasblK acnantapablH KypblabiMbl
>aFblHaH XiKTenyi, CoHAaln-ak aBTopaap OpraH eHepiHiH 4aMyblHbIH eKiHLLi Ke3eHiHe XaTKbI3aTblH
1975-1999 xbingapgaafbl YATTbIK KOMMNO3UTOPAAPAbIH OPraH penepTyapbiH 3epTTey.

CeeTnaHa KobxaHoBa MeH Alunspa LapunoBa (Anmartsl) «KasakcTaHHbIH, BU3yansbl MOAEHUETIHAET
TpaHCcMeAnANbIK BaknaHbicTap: KeckiHAeMe XaHe 3aMaHayun KepkeMaik >xobanapaarbl poTocyper»
MakanacblHAa KasakcTaHHbIH, KeckiHgeMe MeKTebiHiH KaabinTacy XblagapblHAa XaHe Kasipri kasak,
LwebepepiHiH, kKepkemaik TaxipubenepiHge doTorpadusHbl MUPONOTMABIK KOHHOTALMANAPAbBIH,
pecypchbl XXaHe M3AEHW XaAblIHbIH ©3eKTiNir peTiHAe TYCiHYAi MakcaT eTin Korabl. ABTopaap doTocypeTt
neH KeckiHAeMeHiH e3apa apeKeTTeCTir e BU3yanabl MaAEHMWETIHIH 6eHeni XyneciHiH MaHbI3Abl
cunaTtTamachl 60s1bin TabbliaTbiHbIH, 6y KyObINbICTEI OHEPAE dKy3ere acbipyAblH dpTYPAi KeseHaepiHae
KapacTblpyfa MYMKIHAiK 6epeTiHiH aHbIKTazbl.

14 Saryn XanbKkapanblk peueHsnanaHaTblH XypHan
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ANABIHFBI XXyMbICMeH (TINTi TanAaHbIM XaTkaH >XXyMblCTapabl Koca anfaHza) baskaH Hyp6ocbiHOBaHbIH,
(ActaHa) «KasakcTaHHbIH LUPpablK ©Hep KeHICTirHAer KOMMYHMKaLMsa ceMnoTmKack! (AcTaHa >kaHe Anmartbl
KananapblHbIH KepMenepi MmaTepuanbiHaa)» Makanacsl 6annaHbicTbl. ABTOPAbIH 2024 XblajblH KOKTEMI
MEeH >Ka3blHAa apaiafaH kepmenepiH 3epTTeyi KasakcraHaafbl LMbpblK beliHeney eHepiHiH kepme
KeHICTIKTepPiHAEr KOMMYHUKaLMANBIK YAEPICTEPAi CEMUOTUKANbIK Tangayfa HerigenreH. ABTop pecrny6imkaHbiH,
3aMaHayu eHepiHiH kepkeM belHenepiHiH, MafblHablK AMana3oHbIHbIH ©3repyi MeH KEHEIH, LdpPbIK
cypeTLlinep MeH KypaTopaapAblH ASCTYPAi ©Hep MeH Lndbpablk TeXHoNOrnanapabiH, dopmanapsl
MeH MaTepuangapbiH yinectipyaeri 6enceHai xxymbicbiH atan etegi. b. HypbocbkiHOBa npobaemansbik,
acnekTinepre e Hasap ayAapagbl: TyTbiHYLWbINAPAbIH LMOPAbIK OHEP Ma3MyHbl Typanbl xabapaap 6osmMaybl;
LMPPAbIK CYpeTLLINEPAIH XYMbICTapblH BipikTipeTiH naaTdopmManapablH XaHe XaHa Lnudpblik beinHeney
©HepiH CbIHW TanAay YLiH allblK AUanor anangapbliHblH 60aMaybl.

Hurap lWaxmypaaoBa (baky) Adar lyiiceHoBaHbIH «O3ipbaiixxaH BUiHiH 3BONOLMACHI» KiTabblHa WOAYyAbl
yCbIHaAbl. O3ipbal>kaHHbIH, YATTbIK 61i MeH baneT eHepi a3 3epTTesireH (anTnakLbl, Ka3aKCTaHblK CUAKTbI)
>KHe Kasipri 3amMaHfbl ©3ipbalixaH fabIMbIHbIH XYMbICbl TanAay HbicaHacbliHa aiHanabl. Makana aBTopsl
KiTanTblH ©3iHe KOHTEeHT-Tanzay XYpri3in kaHa KoMmai, KOHTEKCTTI e 3epTTeinai — Kasipri 3epTreyLuire
KOJIKETIMA| TaKblpbIn 6OMbIHLLIA FbINbIMU XKYMbICTaPAbIH AepekKe3Aik wonybiH xXypri3ai. H. LLaxmypazosa
«KITanTbIH, 6aCTbl apThIKLWbIbIFbI — TiINHIH, KapananbIMAbIbIFbl MEH MAa3MyHbIHbIH, bIKLLIAMZbIIbIFbI,
6y/1 OKbIpMaHFfa 3epTTeNin OTbipFaH TakbIPbINTbl TE3IPEK TYCiHYyre MyMKiHAiIK» 6epeTiHiH atan eTin, erep
KiTanTbl KaWTa LWblFapy MyMKiHAIri 60nca, ofaH TepMUHAEpP CO34iri, a3ipbaixaH buiHiH bubanorpadusce
>K9HE eHep CanacblHblH, eH TaHbIMas KarpaTkepaepiHiH, Ti3iMiMeH, COHAaM-aK MyAbTUMEANANbIK,
MaTepuanapMeH TONbIKTbIPYAbl YCbIHAZbI.

Saryn xypHanbIHbIH, pesakunacsl 6acbIbIMHbIH, JaMybiHa 30p Y/IEC KOCKaH aBTop/iap MeH peLieH3eHTTepre
anfbicblH 6ingipin, 2025 Xbiabl 0ONaPMEH XaHe XaHa 3epTTeyLlinepMeH Kesgecyre ymiTTeHesi. Keneci Xbinbl
6i3 >XXypHan eHrisineTiH xanblkapanblk 6azanapabiH Ti3iMiH KEHeNTyi, ©3 canamMbi3fafrbl ©3eKTi FblabIMU
Macenenepre Hasap ayAapyAbl Xocrnapaan OTbIPMbI3, XaHE, SPUHE, «OMIPAiH TbIHbICbIH» Bakbinay ga 6i3
YLWiH eTe MaHbI34bl.

Jamup YpasbimbeTos,
pedakmop
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Foreword

To sum up the results means to immerse yourself in memories, to outline the circle of achievements,
and to identify prospects. Two years ago, Saryn international peer-reviewed journal updated its agenda,
editorial policy and editorial staff. Within these years, the journal has become popular among the scholars
engaged in arts and cultural studies. In 2024, Saryn was included in the list of publications of the Committee
for Quality Assurance in the Sphere of Education of the Ministry of Education of the Republic of Kazakhstan.
In September, members of the editorial board presented the journal to specialists from different parts
of the world at the Joint Symposium of the ICTMD Study Groups on Music and Dance in the Turkic World
and Global History of Music, called “Echoes of Heritage: Navigating the Legacy of Music and Dance” held
in Baku. The editorial board of Saryn is very proud to be part of it.

For two years, we have been working with colleagues from all over the world, consulting, improving,
again and again plunging into the tremulous and rather fragile world of publishing a journal on arts
and humanities today, a period of turbulence in the space-time continuum of the first quarter
of the XXI century. Nevertheless, the coherence of processes, collegial work and an endless desire
for improvement determined the conditions to move forward. This was expressed both in building the site,
and in the promotion of the journal in the metamedia of art studies, and even in the design, when we worked
on a technologically impeccable layout, even including the main color of this year — Peach Fuzz. But, of course,
first of all goes the quality and relevance of the articles in Saryn, which is published by the Kurmangazy
Kazakh National Conservatory. In 2024, the country’s main music institution celebrated its 80th anniversary
with great gala concert programs and two international conferences.

The articles of the year-ending fourth issue can be defined as dialogues between scholars from different
countries and organizations, as well as interaction between researches who are at their start line
and the succeeded ones. These works are about the universalism of music, organology, art culture,
photography, painting, digital exhibitions and dance.

Kadisha Onalbayeva (Alabama) and Aizhan Kalibayeva (Almaty) in the study “In Search of Versatility:

The History of Music Through the Prism of Musicians’ Specialization” present an opinion on the historical
development of musical culture from the point of view of universalism of a musician’s creative activity,

which manifests itself in the versatility of talent, multiplicity and cultural breadth of his professional interests.
In modern conditions, the self-realization of a musician in various qualities becomes relevant again.

That allows the field of creative self-expression to expand. The authors propose a typology of the universalism
of creative activity, due to differences in psychological and cognitive-behavioral aspects from speakers of oral
traditions to musicians of the written tradition.

Irina Gavrilenko and Aizada Nussupova (Almaty) continue their research work on the national organ art
of Kazakhstan, which they started several years ago. For the first time the three components of the national
organ art — organology, composing and performance — are considered in their article in the context of a single
cultural and historical paradigm. The subject of the authors’ analysis is the evolution of the Kazakh organ
school, the classification of existing musical instruments from the standpoint of their structure, as well
as the study of the organ repertoire of national composers in the period 1975-1999, designated
by the authors as the second stage of the development of organ art.

In the article “Transmedia Connections in Visual Culture: Photography in Painting and Contemporary Art
Projects of Kazakhstan” Svetlana Kobzhanova and Dilyara Sharipova (Almaty) try to understand photography
as a resource for mythological connotations and actualization of cultural memory in the formative years
of the painting school of Kazakhstan and in the artistic practices of modern Kazakh masters. The authors
have revealed that the interaction of photography and painting is an important characteristic of the figurative
system of the visual culture of the country, which allows us to consider this phenomenon at various stages
of its embodiment in art.

Partly related to the previous work (including even the works that are being analyzed) is the article
by Balzhan Nurbossynova (Astana) "Semiotics of Communication in the Digital Art Space of Kazakhstan
(Based on Exhibitions in Astana and Almaty).” The research of the exhibitions visited by the author
in the spring and summer of 2024 is based on a semiotic analysis of communication processes at the exhibition
sites of digital visual art in Kazakhstan. The author notes the change and expansion of the semantic range
of artistic images of contemporary art of the republic, the active work of digital artists and curators
on the combination of forms and materials of traditional art and digital technologies. B. Nurbossynova
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also pays attention to problematic aspects: insufficient consumer awareness of the content of digital art;
the absence of platforms combining the works of digital artists, and open dialogue platforms for critical
analysis of the new digital visual art.

Nigar Shahmuradova (Baku) presents a review of Afag Husseinova's book “The Evolution of Azerbaijani
Dance.” Azerbaijani national dance and ballet art (as well as Kazakh ones, by the way) have been little studied,
and the work of a modern scholar from Azerbaijan is becoming the subject of analysis. The author
of the article not only conducted a content analysis of the book itself, but also studied the context through
the source review of scientific works available on the topic. Shahmuradova emphasizes that “the main
advantage of the book is the accessibility of language and conciseness of presentation, which allows
you to quickly immerse yourself in the subject being studied,” and also suggests to republish the book,
and to expand it with a terms dictionary, a bibliography of Azerbaijani dance, a list of the most significant
figures of art in Azerbaijan, as well as multimedia materials.

The editorial board of Saryn journal is grateful to all the authors and reviewers who have made a great
contribution to the development of the publication, and hopes to meet them as well as newcomers
in upcoming 2025. Next year we plan to expand the list of international databases to include the journal.
We'll pay attention to current issues in its field and, of course, keep our eyes on the ball, which, in my opinion,
we have been able to do until today.

Damir Urazymbetov,
Editor
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BcTtynutenbHoe cnoso

MosBOANTL MTOTN — 3HAUUT NOTPY3UTLCA B BOCMIOMUHAHUA, O4EPTUTb KPYT AOCTUXEHWI, 0603HauUNTb
nepcrnekTvBsbl. [lBa roga Ha3az MeXAyHapOAHbIV peLeH3MpyeMblli Hay4YHbIN XXypHan Saryn akTyaavmsnposan
noBecTKy, OOHOBW/ peAaKLMOHHYHO MOAUTUKY U PefakLMOHHbIV COCTaB. 3a 3TO BPEMS XYpPHan CTan
nonyaspHbIM B chepe yueHblX, 3aHUMAIOLLMXCA NCCef0BaHNAMKN B 061aCTV MCKYCCTBO3HAHMSA

n kynbTyponoruun. B 2024 rogy Saryn Bollen B nepeyeHb nsgaHmin Kommteta no obecneyeHnto kavecrtsa

B cpepe Hayku v BbicLLero obpasoBaHns MUHUCTEPCTBA HayKW 1 Bbicllero obpasoBaHus Pecny6amku
KazaxcTtaH. B ceHTABOpe uneHbl peAKOANErnn NPe3eHTOBaN XXYPHaN yUYeHbIM 13 Pa3HbIX TOYEK MIaHETbI

Ha COBMECTHOM CUMMO3NyMe MCCAeA0BaTeIbCKUX TPYMM MO My3blKe Y TaHL,aM B THOPKCKOM MUpe

N BCEMUPHOMN NUCTOPUMN MY3bIKW, KOTOPbIN Ha3bliBaacs «OTroN0CKM HacaeAus: 3HAKOMCTBO C HacleAnem
MY3bIKM U TaHLL@» U COCTOAICA NOA 3rngon MexxayHapoAHOro coBeta no TpaauLIMAM My3blKM U TaHUa B baky.
PesakumoHHas Konnerns Saryn ropAautcs sTuMm dakramu.

B TeueHve AByx feT Mbl paboTanun C KosaeramMmu No BCeMy MUPY, COBETOBA/IUCh, Yay4Llaan, CHOBa 1 CHOBa
norpy»asnch B TPEMETHbIV U JOCTAaTOYHO XPYMNKUIA MUP U34aHNSA HaYYHOTO XYPHana CerofHs — B MEPUOA
TypOy/NIEHTHOCTM B NPOCTPaHCTBEHHO-BPEMEHHOM KOHTMHYYMe nepBoii yeTBepTn XX| Beka. TeM He MeHee
CNIaXKeHHOCTb MPOLLECCOB, KoerManabHas pabota n Hem3bbIBHOE CTPEM/IEHME K COBEPLUEHCTBOBAHUIO
onpezensnv ycnoBusa Ans NpoAoMKeHUs paboTbl. ITO MPOABAANOCL U B paboTe C CauTOM, U B MPOABUKEHMM
XypHana B MeTaMeanymMe MCKyCCTBO3HaHUS, U faxe B AM3aliHe, KOrAa Mbl TPYAWUNCD Haj TEXHOIOTNYeCKM
COBEPLUEHHOW BEPCTKOM, BKIIOYMB B HEE 1aBHbIV LiBET 3TOTO rofia — PO30BO-MEPCUKOBLIN OTTeHOK Peach
Fuzz (nepcvkoBbIv nyx). Ho, KOHEYHO, Ha MePBOM MecTe — KayecTBO W1 aKkTyalbHOCTb Ny6anKyeMbix paboT
B Saryn, koTopblli n3gaet Kazaxckas HaLMoHanbHas koHcepBaTopus nMenu Kypmanrasbl. B 2024 rogy
rNaBHbIV My3blKabHbI/ BY3 CTPaHbl OTMeTUA cBOW 80-1eTHWI tobunei rpaHAMO3HbIMU KOHLLEPTHBIMMU
nporpaMMamu 1 AByMs MeXZAyHapOAHbIMU HayUYHbIMW KOHDEepeHLUAMM.

CraTby 3aBepLUAIOLLEro rof YeTBepTOro HoOMepa MOXHO ONpeAennTb Kak ANaNor YUYeHbIX U3 pasHbIX
CTPaH 1 opraHu3aLnii, a Takxke Kak A1anorn COCTOABLUMXCA U MONOAbIX UccaeoBaTenein. 3to paboThbl
06 yHMBepcanan3me My3biki, OPraHONIOrK, XyAOXKECTBEHHOW KybType, GoTorpadum, Xnsonmcu, Lndposbix
BbICTaBKax 1 TaHLLe.

Kaauwa OHanbaeBa (Anabama) n AixkaH Kannbaesa (AnmaTbl) B McciefoBaHnn «B novckax
YHUBEpPCaM3Ma: UCTOPUA My3blKW Yepe3 Npu3My CrelmnanmnsaLin My3blKkaHTOB» NPeACTaBAAIOT B3rNa/,

Ha UCTopUYecKoe pasBUTUE My3bIKasbHOW Ky/IbTYpPbl C TOUKW 3pEHUA YHUBEPCAM3Ma TBOPYECKOWN
LEeATENbHOCTU MY3blKaHTa, KOTOPbIN MPOABAAETCA B MHOTOFPaHHOCTM TajaHTa, MHOXECTBEHHOCTM

N KYyNbTYPHOW WKNpPOTe ero npodeccnoHanbHbIX MHTEPeCcoB. B cOBpeMeHHBbIX YCNOBUAX BHOBb akTyabHOM
CTaHOBUTCA CaMopeasnM3aLna My3blkaHTa B pa3HbIX KayecTBax, YTO NMO3BO/AET paclumputb obaactb
TBOPYECKOTO CaMOBbIpaXeHa. ABTOPbI NpeAaararoT TUMONOTNI0 YHMBEPCaan3mMa TBOPUECKON AeATeNbHOCTY,
06YCNOBNEHHYIO Pa3INUNAMU NCUXONOTUYECKNX U KOTHUTUBHO-MOBEAEHYECKMX aCneKkToOB OT HOCUTeneln
YCTHbIX TPaAULMIA AO MY3bIKaHTOB MUCbMEHHOM TPaauLMn.

WpwuHa MaBpuneHko v Anzaga HycynoBa (AnmaTbl) NPoAo/IXKaroT CBOKO UCCAeL0BaTebCkyto paboTty
0 HaLMoHaNbHOM OpraHHOM mnckyccTBe KasaxcTaHa, KOTOPYHO Hayvanau HeCKObKO NeT Ha3ad. Tpy KOMMOHeHTa
HaLMOHaNbHOro OPraHHOrO UCKYCCTBA — OPraHOIOrNs, KOMMO3UTOPCKas AEATENbHOCTb U UCMONHUTENIbCTBO
— B VX CTaTbe BMepBble PaCCMaTPMBAOTCA B KOHTEKCTE eAVHON KYNbTYPHO-NCTOPMYECKOW Napaamrmbl.
MpeAMeTOM aHanM3a yyeHblX CTaHOBUTCA 3BOIFOLMA Ka3axCTaHCKOW OpPraHHOM LUKObI, kaaccudukaLms
CyLLECTBYHOLLMX MY3blKa/bHbIX MHCTPYMEHTOB C MO3ULMIA UX CTPOEHMSA, @ TakXKe UCCAef0BaHNE OPraHHOro
penepTyapa HaLOHa bHbIX KOMMO3uUTOPOB B nepuog 1975-1999 rogos, 0603HaueHHbIV aBTOpamMm
Kak BTOPOW 3Tan pa3BuTWS OPraHHOro UCKYCCTBa.

B ctaTbe «TpaHcMeamanbHble CBA3UN B BU3yasbHON KyabType: doTorpadus B XKMBOMUCK 1 NPOEKTax
coBpeMeHHoro nckycctea KasaxcraHa» CBetnaHa KobyaHoBa v fiunsapa LLapvnosa (Anmartbl) cTaBat
CBOEW Liesibto OCMbIceHne GoTorpadum Kak pecypca Ans M1doaornyeckmx KOHHOTaUuMi U akTyaamsaLumm
KyNbTYPHOW NamMATU B roAbl CTaHOBAEHWA XMBOMMUCHOW LLKObI KazaxcTaHa 1 B XyA0XKECTBEHHbIX MPaKTMKax
COBPEMEHHbIX Ka3axcknx MacTepoB. ABTOpamMu BbIiIBJIEHO, UTO B3avMogencTerne GoTorpadum 1 XKMBonucu
ABNAETCA BAaXKHOMN XapakTepUCTUKOM 06Pa3HOMN CMCTeMbl BU3YyaslbHOM KyAbTypbl CTPaHbI, YUTO NO3BOASET
paccMaTpuBaTh 3TOT PEHOMEH Ha Pas/INYHbIX CTaAMAX ero BOMJIOLLEHNSA B NCKYCCTBE.

MexXxayHapoAHbIA peyueH3npyemMbln XypHan Saryn
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OTyacTu ¢ npeablayliel paboTol (B TOM uncie gaxe ¢ paboTaMu, KOTOpPbIE aHANN3MPYHOTCS) CBs3aHa
n ctatba bamkan Hyp6ocbiHoBon (ActaHa) «CeMnoTnKa KOMMYHUKaLWUK B LIMPPOBOM apT-MPOCTPaHCTBE
KasaxctaHa (Ha maTepuane BbiCTaBOK ropofoB AcTaHbl U AMaThbl)». Ee ncciesoBaHme BbICTaBOK, MOCELLLEHHbIX
aBTOPOM BecHOW 1 sieToM 2024 roga, CTPOUTCA Ha CEMUOTUYECKOM aHaan3e KOMMYHMKALMOHHbIX
NPOLLECCOB Ha BbICTaBOYHbIX MOLaAKax LMPPOBOro BM3yanbHOro nckyccrsa KasaxcraHa. ABTop otmevaet
M3MEHEeHWe 1 pacluMpeHne CEMaHTUYeCcKoro paja XyA0XKeCTBeHHbIX 06pa3oB COBPEMEHHOrO NCKyCcCTBa
pecnybmKK, akTMBHYH paboTy LMPPOBLIX XyAOXKHUKOB 1 KypaTOpOB Haj coueTaHneM GopM 1 MaTepranos
TPaAVLMOHHOIO NCKYCCTBA U LdPOBLIX TeXHONOMMIA. b. HypbocbiHOBa yAensieT BHUMaHVe U NPOBeMHbIM
acrnekTaM: HeOCTaTOYHON MHGOPMUPOBAHHOCTY NMOTPEBUTENS O COAEPXKAHUN LIMPPOBOTO UCKYCCTBA;
OTCYTCTBUIO NAaTGOPM, 06beAMHAIOLLMX MPON3BEeAEHNSA LMPPOBBIX XYAOXKHUKOB, N OTKPBITbIX ANaN0roBbIX
nAoLWaAoK AN KPUTUYECKOro pasbopa HOBOTrO LIMPPOBOro BM3yanbHOrO NCKYCCTBa.

Hurap WaxmypapoBa (baky) npeAcTaBaseT peueH3nto Ha kKHury Adar MyliceHoBoM «9BoAtOLMSA
asepbanfkaHcKoro TaHLa». AzepbaiiKaHCKMI HaLMOHa/IbHbIN TaHew, 1 6aseTHOe UCKYCCTBO (Kak, KCTaTw,
N Ka3axcTaHCKME) Mano NCCeAoBaHbl, U paboTa COBPEMEHHOrO yyeHoro 13 AsepbaligxaHa CTaHOBUTCS
NpeaMeToM aHaNUTMKN. ABTOP CTaTby He TOJIbKO MPOBesia KOHTEHT-aHa M3 CaMOM KHUMM, HO TakxKe U n3yynna
KOHTEKCT — UCTOYHUKOBEAUECKUA 0630p JOCTYMHbIX 415 COBPEMEHHOTO UCCNEA0BaTENSA HayYHbIX TPY/AOB
no Teme. H. LLlaxmypagoBa noguepk1BaeT, UTO «rNaBHbIM AOCTOMHCTBOM KHUMM SBAAETCA JOCTYMHOCTb A3blka
N 1aKOHWYHOCTb U3/I0XKEHWS, YTO MO3BOJAET BbICTPO MOTPY3nNTLCA B M3yYaeMblli MPeAMeT», U npeanaraet
Tak)Ke NPy BO3MOXHOCTN MepensgaHuns KHUMM pacluMpuTb ee CIoBapeM TepMUHOB, bubavorpaduen
asepbalpkaHCKOro TaHua, NepeyHemM Hanbonee 3HauMMBbIX gedTenen nckycctea AsepbaigykaHa, a Takxe
MYJAbTVUMEAVIHBIMU MaTepranamu.

Pepakums >xxypHana Saryn 6aarofapuvT BCEX aBTOPOB U PELLEH3EHTOB, CAENABLUNX BONbLUION BKAAA
B pasBUTME U3JaHNA, U HafeeTCa BCTPETUTLCA C HUMW U HOBbIMUK nccaegoBatenamu B 2025 rogy.
B cnepyrolem rogy Mbl MaaHMpyeM paclUMpUTb CIMCOK MeXAYHapOoAHbIx 6a3, Kysa BOMAET XypHan,
YAENVUTb BHYMaHMe akTyaslbHbIM HayYHbIM BONPOCaM MO CBOEMY HanpaBAEHUIO U, KOHEUHO,
«Aep>KaTb PyKy Ha NyAbCe», UTO A0 CErOAHSLUHEro AHA HaM, Ha MOW B3r/iA4, YAaBanoCh.

[amup YpasbimbeTos,
pedakmop
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Abstract. The article presents a new look at music history from the versatility of the musician’s creative
activity point of view, which manifests itself in the diversity of his talent, the multiplicity and cultural breadth
of his creative interests. In the field of creative activity, versatility was an integral property of professional
musicians both in various cultural traditions and in Western European music until the 18th century.

The research methodology is based on a combination of a comprehensive value method and comparative
analysis, which helps to form a holistic idea of the creative versatility in a broad aesthetic, cultural, social,
historical and scientific context. The phenomenon of combining the activities of a composer and a pianist
in a modern context encourages the study from the standpoint of musical sociology. The exploration

of piano style justifies the use of the provisions and approaches of the performance interpretation theory.

In modern conditions, the musician’s self-realization in various traits is once again becoming relevant,

which allows for the expansion of the field of creative self-expression and stimulates innovative thinking.
Versatility of a creative person is influenced by the aspects of the ethnic worldview and is closely connected
with oral proficiency, in which the original syncretism of creativity serves as the foundation for combining
functions and expressing diversity. A long process of separating different musical types of activity was
influenced by various historical, sociocultural and aesthetic factors. It is associated with two specialization
sources — the authorship personification of the oral tradition bearer and the standardization of the sacred music
performance, which subsequently led to the emergence of notation. The article also proposes a typology

of the versatility of creative activity, due to the differences in psychological and cognitive-behavioral aspects:
the syncretic type (oral tradition bearer), in which the roles of the composer and performer closely bound
and can't be separated, and the synthetic type associated with personal desires and motives (musicians

of the written traditions).

The results of the conducted study have shown that the final separation of the musical activity functions
has not been fully achieved, and probably will not happen in the future due to the psychological nature
of the musical process and creativity.
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Tipek ce30ep: WwblfapMaLUblbIK KbI3METTIH 9Mb6ebanTbiNbIfbl, My3bIKaHTTbIH,
ambebanTbiNbIfbl, WblFapMalUbIbIK KbI3MET TYpPAEpPiHiH, 6eniHyi,
MY3bIKablK KSCIMKOWbIK,

Anpartna. Makanaza My3blKanblk M3AEHUETTIH TapUXM AamyblHa My3bIKaHTTbIH, WblFapMaLlbliblK KbI3METIHIH,
oMbebanTblbIK TYPFbICbIHAH XXaHa K&3Kapac YCbIHbIIFAH, O TaNaHTTbIH, XaH->XaKTbIbIFbIHAA, KONTiriHAe
>KAHE KaCibW KbI3bIFYLLIbIIbIKTbIH, MIZAEHN KeHAITiHAE KepiHeai. My3bikanblk OpblHAAYLLbIbIK KbI3MET
canacbiHga ambebanTbinbik XVIII Facbipra AeliH apTyp/i MaZeHN AacTypaepae ze, 6aTbic eypona
My3bIKaCblHAA Aa MY3blKaHTTapAblH axblpamac KacveTi 6oagbl.

3epTTey saicTeMeci KeH, 3CTeTMKabIK, MSAEHW, dN1eyMETTIK, TapUXUN KSHE FblIbIMU KOHTEKCTTEpAe
LUbIFapMaLLbUIbIKTbIH, 9M6ebanTbiNbIfbl Typasibl TYTac TYCiHIK KanbinTacTblpyfa KOMEKTeCeTiH KelleHsi
KYHABIbIK 94iCi MEH CanblCTbipMasibl TanfayAblH yiaeciMiHe HerizgenreH. KOMNo3nMTop MeH MUaHUCTTIH,
KbI3METIH Ka3ipri KOHTeKCTTe BipiKTipy KyObIbICbl 9MOe6anTbINbIKTbI My3bIKasblK d7eyMeTTaHy TypFfblCbiHaH
3epTTeyre MyMKiHAik 6epeai. PopTennaHo CTUAIH 3epTTey OpbiHAAYLWbIIbIK MHTEPMpeTaL s TEOPUACBIHbIH,
epexenepi MeH TaCiAEPiH TapTyabl Heri3geni.

Kasipri >afaanga My3blKaHTTbIH ©3iH-631 9pTypAi KacneTTepAe TaHybl ©3ekTi 6ona bactagpl,

6y LWblFapMalLLbIbIK ©3iH-63i KepCeTy ascblH KEHEUTYre MyMKiHAIK bepei >kaHe NHHOBaLMAbIK,
onnayAblH KOPIHICIH biIHTanaHAblpadbl. LLblFapMalubinblk Ty FaHbIH aMbebanTbifbl STHUKabIK
JAYHWeTaHbIMHbIH, epekKLUeiKTePiIMEH aHblKTanazbl XaHe aybl3Lua KaCiNKOMbIKNeH Tbifbi3 HanaHbICTbI,
OHJa LWblFapMaLLbIbIKTbIH 6acTankbl CUHKPETU3MI GyHKLMANAP MeH amMbebanTbINbIKTbIH KOPiHICTEPIH
6ipikTipyre Heriz 604bl. My3blkasblK iC-dpeKeT TypaepiHiH y3ak 6eniHy yaepici apTypai Tapuxu, aneyMeTTiK-
M3ZEHW XaHe 3CTeTnKaNbIK GakTopaapablH acepiHeH 6oasbl XXaHe MaMaHAaHyblH, eki 6acTaybiMeH
6annaHbICTbl — aybi3wa dacmypaepdi ycmaywiblHslH a8mMop/blfeiH 0apanay >aHe KeMiHHEeH HOTaLMUAHBIH,
nanga 6onyblHa aKeNeTiH cakpasndsl My3bIKaHbIH OpbIHOGNY6IH cmaHOapmmay. Makanaga CoOHbIMeH

KaTap NCUMXoOorMsabIK XOHE KOTHUTMBTI MiHE3-KyJIblK, aCrekTiIepPiHiH abipMaLlblibiFbiHA 6aNaHbICTbI
LWblfapMalLLbIbIK iC-9PEKETTIH, 9MbebanTbIbIKTaFbl TUMONOTMACH! YCbIHbLIaAbl: KOMMO3UTOP

MeH OpbIHAAYLWbIHbIH peagepi 6ip-6ipiMeH Tbifbl3 6alNaHbICTbl XXaHe BONIHOENTIH CUHKpeMUKaaslKk mun
(aybI3LWa ACTYpAi yCcTayLblnap) KaHe Xeke TieKTep MeH MOTUBTepMeH BalinaHbICTbl CUHMeMUKAIbIK mun
(>ka3balla f2CTYp My3blKaHTTapbl).

3epTTeynepaiH, HaTuXKeNnepi My3blkablk, iC-9peKeTTiH, PYHKLMANAPbIH TYNKINIKTI 6enyre ToabIK Ko
XeTKi3iIMereHiH xaHe My3blkablk, YAepic NeH LiblFapMallblibIKTbIH MCUXOJNOTUANBIK CMMaTbiHa 6annaHbICTbl
6onalwakra 60AMaybl MyMKiH €KeHAIriH KepCceTTi.
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K. OHanbaesa — 3epTTeyaiH HacTankbl KOHLEMNUMACBIH KYpY, Makana XocnapblH XXeHzaey, MaTepuanibl
xyneney.
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Kntouessie cnosa: yHviBepcanviam TBOPUYECKON AeATENbHOCTY, YHUBEPCATIM3M MY3bIKaHTa,
pasjeneHne BUAOB TBOPUYECKOM AeATeNbHOCTH, My3blKabHbIM
npodeccroHann3m.

AHHOTaumA. B cTaTbe NpeacTaBAeH HOBBIW B3r/4 Ha UCTOPUYECKOE pa3BUTME My3blKalbHOM Ky/bTypbl

C TOUKW 3PEHMSA YHMBEPCaNM3Ma TBOPYECKOM AeATeNbHOCTU MYy3blKaHTa, KOTOPbIN NPOABASETCS

B MHOTOrpaHHOCTWN ero TajaHTa, MHOXECTBEHHOCTU U KY/IbTYPHOW LUMPOTE ero NpodeccnoHanbHbIX
NHTepecoB. B cdhepe My3bikasbHO-UCMONHUTENBCKOW AEATENBHOCTN YHUBEPCAAN3M ABASICA HEOTbEMIEMbIM
CBOWCTBOM MY3bIKaHTOB KaK B Pa3/IMYHbIX KYJbTYPHbIX TPAAWLMAX, TaK 1 B 3aMaHOEBPOMNENCKON My3bike
no XVIII seka.

METOAO}'IOFI/IH nccnefoBaHMA OCHOBaHa Ha COYeTaHMU KOMMJIEKCHOIO LEeHHOCTHOro MeToaa

N CPaBHUTE/IbHOIO aHa/aM3a, NoOMOorakoLwero CoCTaBUThb LLENOCTHOE NpeacTaBieHne 06 yHunBepcaansime
TBOpYEeCTBa B LUMPOKOM 3CTETUYHECKOM, KY/IbTYPHOM, COLMaNbHOM, UCTOPUYECKOM N HAYyYHOM KOHTEKCTaxX.
deHoMeH coBMeLleHNA AeATe/IbHOCTM KOMNO3NUTOpPa U NMMaHUCTa B COBPEMEHHOM KOHTEKCTE pacnosiaraeT
K U3y4YeHWNto yHnBepCcaam3ma C I'I03I/ILI|I/II7I My3bIKaJ'IbHOI7I counonornn. MCCﬂeAOBaHVIe d)OpTerII/IaHHOFO cTnna
onpasAbIBaeT npuBaeyvyeHne NMONOXEHWNI 1 noaxoa0B Teopun WNCMONHUTENBCKOM MHTEpnpeTaynn.

B cOBpeMeHHBIX YC/I0BUAX BHOBb aKTyalbHOV CTAHOBUTCS CaMopeann3auns My3sbikaHTa B PasHbIX
KauyecTBax, YTo MNO3BOJISET PACLUMPUTL 061aCTb TBOPUYECKOTO CaMOBbIPAXXEHUS, CTUMY/IMPYET MPOsiBAEHVE
HOBaTOPCKOrO MbILUNEHNS. YHUBEPCANN3M TBOPUECKOW JIMUHOCTM OBYCI0BAEH OCOBEHHOCTAMMN STHUYECKOTO
MWPOBO33PEHUS U TECHO CBS3aH C YCTHBIM NPOdECCMOHAIM3MOM, B KOTOPOM M3HaYasIbHbIA CUHKPETU3M
TBOPYECTBa CO3a/l OCHOBY ANS COBMeLLEeHWs GYHKUWIA 1 NMPOSABAEHUS YHUBepcanv3Ma. JantenbHbil
npoLuecc pasgeneHuns BUAOB My3blKalbHOW AeATENbHOCTV MPOUCXOANA NMOJ BANSAHUEM Pa3NNYHbIX
NCTOPUYECKMX, COLIMOKYBTYPHBIX Y 3CTETUUECKUX GAKTOPOB M CBA3aH C ABYMs UCTOKaMU CreLmanm3anmm —
nepcoHugukayueli asmopcmea Hocumess ycmHelx mpaduyuli v cmaHoapmu3ayueli UCnosHeHUs
cakpanbHol My3biKu, NPVBEALLIER BNOCAeACTBUM K BOSHUKHOBEHUIO HOTaLmK. B cTaTbe Takke npegsiaraercs
TWUMOJIOTNSA YHNBEPCAIM3Ma TBOPYECKON AeATENIbHOCTY, OBYCI0BAEHHAN Pa3INYUAMU NCUXONOTMUYECKNX

N KOTHUTUBHO-TMOBEEHUECKUX acMeKTOB: CUHKpemuyeckuli mun (HOCUTEIN YCTHbIX TPaANLIMIA), B KOTOPOM
POV KOMMO3UTOPa U UCMONHUTENS TECHO B3aVIMOCBA3aHbl U HE PA3AENsOTCS, U CBA3AHHBIN C TMYHBIMU
XeNaHWAMUN 1 MOTMBaMUN cuHMemuyeckuli mun (My3blKaHTbl MUCbMEHHON TPaanLn).

Pe3ynbTaThl MPOBEAEHHbIX NCCEA0BaHMI MOKa3aaun, YTO OKOHYaTeNbHOE pa3geneHmne GyHKLMIA
My3blKaJbHOM AEATENIbHOCTU He AOCTUTHYTO MOJHOCTBIO 1, BEPOSTHO, HE MPOMn30iaeT B ByayLlem BCaeACTBUE
MCUXONOMMYECKOW NPUPOALI My3biKaJlbHOIO NpoLEecca 1 TBOpYeCTBa.
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K. OHanbaesa — KoHUeNTyann3aLma NCCAef0BaHUS, KOPPEKTUPOBKA MNaaHa CTaTby, CUCTEMaTU3aLMsa MaTepuana.
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Introduction
Versatility of a creative personality is a complex phenomenon that has piqued the interest
of researchers in composition and performing arts. It is recognized as one of the most
significant characteristics of a musician with a diverse background, allowing him to master
the varied, multifunctional nature of musical activity. This quality enables a musician:

« to apply the knowledge, skills, and abilities gained during the learning process

to various areas of musical and creative activity;

« to perform various professional functions, master related specialties;

« to adapt to rapidly changing socio-economic conditions.

All these features give him an opportunity to express himself in society in a variety
of ways that are in demand in today’s social interactions, cultural priorities,
and educational needs.

In search for an explanation for the phenomenon of versatility in musicians’
activities, let us first turn to its history. A look at the history of music through the prism
of specialization and division of “responsibilities” transforms established scientific
points of view in relation to a number of dyads and triads generally accepted
in musicology. “Sacred and secular art”, “professional music and folklore”,
“oral and written professionalism”, and even the well-known musical-sociological
triad "composer-performer-listener” do not seem to be clear-cut opposites,
and the relationships between their parts do not always make sense in a straight line.

The categorization of musical activities is primarily linked to the emergence
of the author’'s musical tradition as a form of individual composer’s initiative, that is,
the formation of the “composer’s” figure in its modern understanding, functionally
separated from the figure of the “performer”. In its modern context, this evolution
of the "composer” is functionally distinct from the figure of the musician-performer.
This intricate and multifaceted process occurred within a unique artistic context, shaped
by a multitude of general historical, sociocultural, and aesthetic influences. Stretching
over millennia, covering different eras and civilizations, it comes to its logical conclusion
in the European written compositional tradition. But once they have reached the peak
of specialization, musicians do not lose sight of the versatility inherent in musical activity.
Modern social institutions, as well as musical and cultural paradigms, only integrate
and transform it further.

At the origins of “composing” lie two concepts located at different poles: on the one
hand, the concept of personalized authorship, which develops within the framework
of professionalism in oral traditions (mainly secular music-making). On the other,
the idea of a unified interpretation of sacred primary sources, which led to the emergence
of musical writing; and then, through secularization, the formation of a European type
of professionalism in the written tradition. They became a unique reflection of the artistic
and historical transition from oral to written tradition, from a collective to an individual
model of authorship. This transition was carried out in the context of “parallelism,
which involved the simultaneous development of two types of musical creativity,
interaction, and mutual influence of two cultures (written and improvisational)” (Saponov
36). Yelena Alkon, the researcher who established the categories of “oral-written”
and "written-oral” musical traditions, affirms that different types of traditions, coexisting
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in parallel, are never completely separate (163). This interaction observes various ways
of combining composing and performing musical creativity, thereby demonstrating
the versatility of creative activity.

The emergence of “composing” as a cultural phenomenon can be attributed
to the growing autonomy of music as an art form, the differentiation between
composition and performance, and the evolution of authorial writing norms. The history
of versatility illustrates the division of musical activities functions, encompassing:

« the formation of different types of media;

« the emergence of professionalism in oral and written traditions;

« the further specialization within written traditions, specifically the division between

the creator and performer of music.

Bearers of Oral Traditions

Versatility has always been a phenomenon of multifaceted self-realization among
musicians, dating back to the syncretism of creative activity in primitive society.

Arnold Sokhor notes that, at this stage of human development, a functional division

of means of communication has already emerged. If articulate speech offered numerous
advantages in terms of communication, music played a more significant role

in organizing joint labor and ritual processes, as well as creating an emotional impact
on its participants to cultivate spiritual qualities. As the early communal (tribal) system
fell apart, music became its own type of art. This was the start of “a long process

of its gradual ‘maturation’ within the practical activities of people and the complex

of proto-art, which at the same time hid the germs of music, dance, poetry, and other
forms of art within itself” (Sokhor 50). Regarding music’'s communicative function,
Genrikh Orlov notes that “it was unthinkable to separate music from the situation

in which it arose and received meaning, or to ‘transplant’ it into a situation of a different
symbolic meaning. What anthropologists usually call the ‘social function’ of music

is nothing more than a manifestation of the organic living unity of music with its life
context and natural environment” (185).

For a significant period in human history, musical activity was syncretic; it did not
distinguish between the traditional “composers” and “performers,” nor did it recognize
the “listener” as a distinct category. According to Yedige Tursunov, “in Paleolithic society,
all members of the primitive community were required to know well what we now
call folklore and be able to perform it. Under these conditions, folklore creativity
was collective in the full sense of these words” (15). Presumably, one of the first turning
points, back in prehistoric times, was the emergence of the institution of shamanism.
Shamans are the first bearers of traditions, combining the functions of author
and performer of music, clearly opposed to the rest of society (listeners). In confirmation,
we can cite the statement of Vladimir Solyarsky: “A shaman is not only a priest
and a doctor, but also an adviser, a soothsayer, a representative of mysterious knowledge,
the best storyteller, singer, and accordionist. Therefore, shamanism is... a combination
of religious cult, primitive science, medicine, music, and poetry” (150). On the one hand,
the shamanic tradition demonstrates versatility; however, the introduction
of the shamanic institution separated the role of the tradition bearer from the listener
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for the first time. This dialectical relationship between these two aspects of a musician’s
activity (specialization and combination of functions) continues to this day.

Our study suggests that shamanism was one of the first specializations in music
and other human activities. As functions began to separate from this syncretic type
of shaman, other types of carriers gradually emerged: performers-akyns, storytellers-
musicians, and, in subsequent centuries, professionals of oral instrumental and song
traditions. As a result, the separation of the musician’s functions was inevitable.
At the same time, the original syncretism predetermined the possibility of combining
functions with professional versatility at any historical stage. As knowledge developed
and accumulated, the need for further division of functions arose.

Assigned Authorship of an Unassigned Text
Later (until the middle of the 19th century), in the context of oral traditions, secular
professionalism (both at court and among people) spread widely, which subsequently
formed the institution of fixed authorship. The musical culture of the Arab Caliphate,
Central Asia, Iran, India, China, Japan, and medieval Europe is distinguished by the oral
transmission of traditions and monodic forms. It also involves the development
of national and international systems of musical thinking, which incorporate well-defined
modes, genres, intonation, and composition structures such as mughams, magoms,
ragas, and others. Violetta Yunusova asserts that in the East’s classical music “the creative
process’s performing nature manifests in the synthesis of activities to create and perform
music... All creative individuals whose names remain in the history of classics were
necessarily performers” (16). Tatyana Sergeyeva also notes that a common custom
among outstanding musicians was to demonstrate multifaceted talent and combine
the musical field with other areas of activity. As she mentions, “According to Al-Isfahani,
an outstanding musician of that time, as a rule, was not only a singer but also a performer
on one or more instruments; in addition, he was gifted in composing prose and poetry;
and, finally, his integral quality was multifaceted talent and broad culture” (Sergeyeva
182). Simultaneously, people record the names of outstanding author-performers
in their memory, even in the absence of a fixed authorship of musical texts or a functional
division of musicians’ activities. For example, the names of the bearers of traditions
are known: Abu-I-Hasan Ali Ibn Nafi (789-857), widely known as Ziryab (Blackbird),
the founder of the Western Arab classical musical school. In Kazakh music, a similar
example can be the figure of the semi-legendary personality Ket-Buga Zhyrau
(1150-1225), a storyteller, composer-kuishi, and founder of the ancient literary art
of the Kazakhs, whose name is associated with the creation of the kui "Aksak kulan”
(Lame Kulan). Despite the oral transmission of the kui legend for 8 centuries, as well
as various regional versions of this story, the name of the author of the kui, Ket-Buga,
remained in the memory of the people. Surely, during his lifetime, he created more
than one kui and saryn, but the melodies themselves have not reached us, but only
the name of their creator.

It should be noted that preserving the names of music creators does not directly
contribute to opus culture or the separation of the musical text from its author,
i.e., performance itself. Even the exact form of musical notation does not guarantee
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authorship, as in the European tradition of the New Age, or limit the use of this text
by other authors or alienate artistic creation from tradition. This is supported
by the “migration” of contrafactum techniques from oral traditions to written ones.
We cite Mikhail Saponov’s statement, which confirms this: “An original individual author's
melody in someone else’s mouth and someone else’s playing permeates with familiar
motivic formulas and decorations, not destroyed by them, but simply translated
into a general professional language, gaining the opportunity for rapid dissemination
and popularization as a new tune” (221). Regarding the Eastern classical music,
V. Yunusova notes: “The interpretation of the ‘author’s text’ is quite free. Any subsequent
musician must introduce the appropriate elements, decorations, connections, and so on.
The author quickly gets co-authors, and after some time, his name ‘dissolves’ among
the number of gifted creative personalities who performed this classic sample.
The author’s text becomes a canonical, anonymous text...” (17).

A similar situation developed with the personification of the artist in the knightly
and urban musical and poetic cultures of the European Middle Ages. According
to M. Saponov, “during this period, amateur and semi-professional forms of chivalric
music making, such as troubadours, trouveres, and minnesingers, were actively
developing, alongside the creativity of urban artisans, such as mastersingers. 'Folk
professionals’ also appeared: storytellers, traveling artists — jugglers, mimes, minstrels,
spielmanns, and buffoons. In their art, the author’s creativity worked in harmony
with both performance (usually by one person) and perception” (51). Researcher
Tamara Jumaliyeva discovers resemblance of the improvisational art of European
troubadours and minstrels with the creativity of Kazakh akyns, which “allows us to draw
an analogy and talk about the similarities between cultural artistic phenomena of Eastern
and Western civilization and the presence of extraordinary and original examples
of comparable universal phenomena” (174).

Sacred Music: Pinned Text with (Un)pinned Authorship

Simultaneously, in a separate context, within the realm of the priestly tradition,

the concept of precisely establishing a musical text arises. This concept not only
becomes the primary catalyst for the emergence of a personified music creator known
as the "composer”, but also leads to the division of roles between composer

and performer. Initially, the musical culture of the European Middle Ages developed

in line with Christian spiritual traditions, within which the concept of individual
authorship was unacceptable. Medieval music, not isolated as an independent form

of artistic creativity, acted in inextricable unity with performance practice, simultaneously
fulfilling spiritual and practical functions. The musical author served as a mediator

and interpreter in the sacred sphere, and strict canonical rules determined his ethical
position: “The composer (author) pursued an anonymous or universal truth. Like Christian
‘personalism’ in general, the author’s personal achievement consisted in achieving

the greatest adequacy to the Absolute and, consequently, the greatest and most valued
trans personality, characterized by triumphant and confident humility. Thoughts

and words ascended directly or indirectly to a single, divine source. They ultimately

had one master. In this sense, the concept of authorship did not exist” (Batkin 33).
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Later, the centralization of religious cults led to the need for standardized chants
and elements of worship within religious rites, which subsequently became the reason
for the isolation of the aesthetic function of music, intended only for listening. As a result,
the first systems of written recording of music (cuneiform and alphabetic) appeared,
although the dominant form of its preservation and dissemination remained oral.

As is known, modern notation originated in Christian practices of recording tunes.
As the cult’'s geography expanded, not only a single (Latin) language was required,
but also a unified system of worship, including music. Like any cult, Christianity came
about through the unification of chants and created several systems of non-mutual
fixation. The original Gregorian chant was written using a non-linear, non-neutral
notation, which led to the development of linear square notation in the 12th century.

Irina Konovalova notes that “the tradition of commenting on and interpreting sacred
texts, which dominated medieval culture, significantly influenced the development
of individual authorship” (293). Church musicians held the belief that enhancing monodic
tunes within the early polyphonic genres was not a prohibited practice. This means
that processing Gregorian chant in the Western European tradition was a strong push
toward the development of written music as a profession. This professionalism slowly
spread outside of the church because the system itself was so universal. Written texts
not only helped to preserve intonation and linguistic expressiveness, but they also served
as a communicative element and a factor in expanding cultural memory.

In addition, in the depths of Europe’s spiritual traditions, there was a division between
the creator of music and the performer, resulting in a special type of medium with a fixed
authorship and a separate function of the performer. Thus, medieval musical creativity,
which is the art of processing polyphonic melodies, led to the perpetuation of both
the musical work and the name of the interpreter of the canonical text. Individual authors
are gradually replacing the anonymous form of creativity by carefully arranging nameless
canonical samples alongside their own unique creations. The realm of spiritual creativity
links this to the rethinking and exploration of the subjective principle.

Alienation of the Text in Secular European Music and the Autonomization

of “Composing” and “Performing” Institutions

Note that in musical activity, the division of functions and the crystallization of authorship
are not linear processes. Thus, M. Saponov traces the relics of oral professionalism

up to the 20th century. The general cultural trend of the 17th and 18th centuries,
associated with the reorientation of art towards personality, partly caused the major
shift that separated composers from performing musicians; under the influence

of the philosophical ideas of the New Age, secular art flourished in the musical culture
of Europe. New genres are emerging, designed specifically for listening: opera,
instrumental concertos, suites, sonatas, and symphonies. The public becomes

an independent component of musical culture, separating perception from creativity
and performance. The Renaissance witnessed the emergence of the "new” in man,

the realm of emotions and passions, prompting his art, particularly music, to explore
new ways to express these feelings. According to Svetlana Shubina, “it is in this context
that such culturally significant violations’ of strict style become clear: on the one hand,
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the mixing of imitation and invention; on the other hand, the Renaissance ‘ease of style’ —
the free and subtle expression of individuality — force the text itself (style!) to express
not so much specific content as the author’s ‘self” (9).

In addition, the internal development of medieval practices — church, minstrel,
and amateur music-making that developed during the Renaissance — led to the need
to create new musical texts, their mass distribution, and their replication through music
printing. In turn, the activities of music publishers significantly contributed to the isolation
of the composing function within the musical profession and the establishment of a new
European art model, closely associated with the practices of individual authors and composers.
Svetlana Ivanova remarked that “note printing attracted public attention to the figure
of the composer, to a new understanding of the role and functions of the composer
in the conditions of the emerging European musical art, associated with the self-sufficiency
of music, with the written nature of culture, with the phenomenon of the concert, author’s
works, and tendencies to divide figures of the composer, performer, and listener” (14).

The first changes appeared in the era of classicism, which stimulated the growth
of individual self-awareness among composers. These include the public institution
of commissioning works, which includes the opportunity to become famous thanks
to one’s writing talent and receive a monetary reward; the activities of court theaters;
and the development of music printing. In addition to receiving payment for their
compositions, composers also earned income from positions at courts that required
universal skills, from publishing their own compositions, and from teaching. Contrary
to previous centuries, there is a growing use of the term “composer” to refer to composing
musicians, yet their composing activities remain largely undifferentiated from other
related musical activities.

Researcher Natalya Zhaivoronok distinguishes two eras in the history of European
instrumentalism: the “era of playing creators” and the “era of creative virtuosos,”
pointing out that the leading musicians of the pre-Romantic era mainly focused
their attention on composing, although they were brilliant at mastering individual
instruments and sometimes several (J. S. Bach — organist, harpsichordist; W. A. Mozart —
violinist, keyboard player; L. van Beethoven — pianist). By the middle of the 19th century,
in connection with the processes of musical and social practice, as well as the development
of salon and concert music, the performing principle became paramount and even
determined the public image of a particular creator (Zhaivoronok 8). In this regard,
the problem of musical performance can be considered in relation to the individualization
of the composer’s style. The composer’s “inventions” in the field of virtuoso technique
served as a means of attracting audiences. Perhaps the key impetus for the development
of virtuoso performance was the new socio-economic conditions associated
with the transition of society to a bourgeois-capitalist system.

For the new public, music no longer served as an organic component and a pillar
of the communal way of life. It became an object of purely aesthetic contemplation.
About this dramatic change in cultural life, P. G. Lang writes: "Public concert life began
in earnest in the time of L. Beethoven. Numerous musical institutions, choral societies,
orchestras, conservatories, and music festivals that appeared in the first third of the 19th
century heralded the advent of a rich new musical life. The scale of this activity created
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a need for an army of performing musicians, and composers, who in earlier times took
care of the performance of their works themselves, were no longer able to meet this need:
the composer and the performer separated, and the second gained independence” (967).

Of course, the renewed cultural situation favored the development of the composer’s
profession in many ways. It was a significant step forward compared to previous eras,
despite numerous contradictions and negative aspects. But the same cultural situation
gave performers, first and foremost, more status. For listeners who found themselves
at the concert, the art of virtuosos was more visible, and therefore worthy of admiration,
than the art of composers.

Note that “composing” did not shape a musician’s performance as an independent
function in parallel or simultaneously. The performer-interpreter cult is a relatively
recent phenomenon in history. The performer’s social, moral, and professional
responsibility has especially increased since the end of the 18th and mid-19th centuries,
when the performing arts “finally” separated from the compositional art and became
independent and widespread. The personal individualism of the 19th century redefined
the creative process for musicians, eliminating arbitrary combinations that had
previously emerged due to the musicians’ official roles in previous centuries. In the new
conditions, the quality of creative versatility has become, first and foremost, the result
of the musician’s creative will, his desire for self-affirmation, the expression of his tastes,
preferences, goals and aspirations, motivational attitudes, and internal needs. Similar
to musicians from earlier eras, virtuosos fused the roles of performer and composer,
yet the virtuoso principle significantly shaped their compositional work during the 1800s
and 1840s. The 19th century saw a revival of the universal figure of the composer-
performer of his own works, albeit with new modifications. On this basis, Aleksandr
Alekseyev called this type of musician “virtuoso composers” and even “composers
virtuoso” who act as propagandists of their own compositions (36). At the same time,
the musician’s high level of performance training became an integral part of his
professionalism, which was a characteristic feature of the romantic era.

Two Types of Musical Versatility

Let us note that, despite all the similarities in the musical activities of oral tradition

and romantic virtuosos, the ways of combining the functions of creator and performer
differ significantly in cognitive-behavioral aspects. In the first case, they never separate;

in the second, they rarely coincide and exist in different time conditions. Thus, we identify
two forms of musical versatility:

« syncretic (a synchronous combination of performer and composer). This type
primarily includes bearers of oral traditions. Syncretic versatility takes on various
forms in modern culture (not just mass culture).

« synthetic (a diachronic combination of performer and composer). Musicians born
into written traditions are representatives of this type, combining or not combining
various functions at will.

One person can simultaneously combine both types of versatility. For instance, one can

compare a “synthetic” virtuoso composer to a “syncretistic” universal musician when they
improvise “on the fly” without intending to further fix the text. Thus, virtuoso composers
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of the 19th century preferred to perform their music in person rather than publish their
works. On the one hand, the desire to keep their art secret from other performers

and remain unique explains this. On the other hand, such a practice of “live” performance
on the concert stage is associated with the mastery of spontaneous imagination —

the improvisation of musical works. Thus, it is right to say that there is no insurmountable
boundary between the above types of versatility; the same musician can realize syncretic
and synthetic types in different situations.

The Fate of Versatility After the Beginning of the 20th Century
The 20th century can be characterized as one of the most difficult, dramatic,
and extraordinary, but at the same time productive, periods in terms of scientific
progress and the intensity of development in the humanitarian sphere. In the 20th
century, the complexity of the cultural system under the influence of globalization,
along with the relationship between composer and performer, led to a new round
of development in the problems of versatility. An obvious manifestation of these
processes is, on the one hand, the emergence of a “universalist composer”, universal
in different senses (not only in the musical sense); on the other hand, going beyond
the boundaries of classical “musical work”, with a gravitation towards the phenomenon
of open form and the demands of greater creative emancipation from the performer.

In the 20th century, musicians combined their functions through diverse activities.
Firstly, the scale of the era gives rise to encyclopedic personalities, versatile not only
in music but also in other, sometimes non-related fields. This is what makes many
discoveries possible, inspired by the diverse interests of creators. The pathos of changing
eras, new times, and new technologies, especially in the post-war years, again make
the type of musician-encyclopedist relevant (O. Messiaen — performer, composer, teacher,
theorist, theologian, ornithologist, orientalist; K. Stockhausen — composer, theorist,
philosopher; I. Xenakis — composer, architect). The usual forms of combining the activities
of a musician — composer-conductor (G. Mahler, R. Strauss, P. Boulez, Tan Dun,
and others) are also preserved. At the same time, the 20th century introduced new
features into the image of a “person who plays music,” a performer, and an interpreter
of musical works that performers of previous eras did not possess.

A breakthrough into the area of new syntax inevitably entailed a revision
of the means of recording new musical material. The crisis of traditional notation,
in which the composer could not adequately display the information he needed on music
paper and the performer could not adequately reproduce it, led experimental composers
to a compromise: they began to use a relatively inaccurate notation, which would provide
greater freedom to the interpreter. Examples include the works of H. Cowell (Mosaic
Quartet, 1935), E. Brown (December, 1952, Four Systems for pianists, 1954), J. Cage
(Imaginary Landscape No. 5, 1952), and many others.

Furthermore, versatility is associated with going beyond the boundaries of musical
art to create various kinds of syncretic actions, which is a common idea for many
creators as a return to ritual. The tendency to recreate individual characteristic features
of the mystery play, perceived as models, emerged in the works of many composers
of the 20th century. Among the iconic figures are A. Scriabin, I. Stravinsky, K. Orff,
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K. Stockhausen, O. Messiaen, N. Korndorff, V. Martynov, and others. Rituality has become
one of the foundations of the so-called “instrumental theater” of the 20th century,

which is based on the tendency to synthesize arts as well as an intra-genre classification
that changes the functions of each object of the communicative chain “composer —
performer — listener”. As an example, we can highlight such works as Autumn Music
(1975) for four performers by K. Stockhausen, Anniversaries (1979) for four drummers

by S. Gubaidulina, and Phantom Opera (1995) by Tan Dun. According to researcher Sitora
Davlatova, this trend is known as “neorituality” or "new ritualism”, where composers focus
more on conveying the worldview of their participants, the nature of ritual consciousness,
and the experienced emotion than on presenting the structure and other characteristics
of the ritual (118). Angelina Alpatova refers to such manifestations of archaic syncretism
in creative concepts and images of composers’ works as a phenomenon of modern
culture, referring to it as “neo-archaic”. This term implies “the revival of the archaic

with the help of the latest sound expressive means and musical instruments” (Alpatova 155).

The phenomena of “open” text, ritualism, and neo-archaism presented new
requirements for combining the functions of creator and performer and creating special
conditions for creative self-realization. All of these forms of versatility are associated
with A. Sokolov's concept of “new syncretism”, represented by phenomena that do not
fit into the traditional system of concepts and categories. In his opinion, the crisis
of written culture in the 20th century and the emergence (rebirth on a new basis)
of various forms of non-literate culture today are associated with the problem of a special
kind of syncretism. "Analysis of the text is simply impossible due to... the absence
of the text itself... All the 'basic’ concepts of musicology, such as piece, composition,
musical text, and performance interpretation, cease to function” (Sokolov 249). In such
cases, the subject of discussion should no longer be a musical text (it does not exist!)
but a collective creative act, an action that, due to a variety of circumstances, achieves
or does not achieve its intended goal — spiritual merging with the “universum”. The concept
of “intuitive music” eliminates almost all the usual categories related to music, right down
to the Art category. The concept asserts syncretic integrity in its worldview, yet it requires
artificial stimulation to maintain it.

Musical art once again turns to understanding its fundamental principles: the phenomenon
of sound, the phenomena of musical time and space, and the problems of interaction
between performers. Their rethinking inevitably entails significant changes in all social
institutions developed by the musical culture of recent centuries, including a revaluation
of the institution of “composing”. Vladimir Martynov writes about this: “Turning to attempts
to overcome seriality, we will see that all of them (modern composers) are in one way
or another connected either with the destruction of the idea of a musical text,
or with the destruction of the idea of a work as an integral and closed opus,
or with the destruction of the idea of the subject as an author. From this perspective,
we must acknowledge that Stockhausen and Cage, despite being composers, actively
strive to undermine the concept of the text, the concept of the work, and the concept
of authorship in their compositions. This implies that, despite their personal preferences,
both Stockhausen and Cage embody an assault on the concept of composition,
and their actions serve as a stark indication of the end of the era of composers” (142).
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In light of the versatility problem, the “new syncretism” of the 20th century emerged
as a new chapter in the history of musical activity, marking a significant return
to the syncretic origins of art at a new level, which included the merging of creator
and performer into a single individual. All this leads to the formation of a new type
of syncretic universal musician based on a neo-syncretistic plan. By mastering
improvisation skills and creating conditions for “open text”, they strive to overcome
the barriers that have arisen between these functions, recognizing their separateness.
At the same time, "new syncretism” as a conscious attitude in the work of academic
composers is not at all syncretism in mass art.

Speaking of versatility in oral and written traditions, one cannot help but dwell
on the issue of combining a musician's activities in such musical and creative forms
as jazz and other styles of pop music. With the rise of mass culture, a trend emerged
that blurred the boundaries between composer, performer, and listener, thereby returning
to the oral forms of music and the non-written nature of recording. On the other
hand, an unfixed text tends to update itself with each new repetition, a phenomenon
particularly evident in jazz music, which is an oral-written musical system. Jazz only uses
partial musical notation during certain preparatory stages of work, and the final result
fundamentally lacks full musical expression. V. Martynov emphasizes the significance
of rejecting the musical text, stating that the primary characteristics of jazz and rock
are not melody, harmony, or rhythm, but rather the concepts of sound, sound production,
and articulation. These three components, according to the researcher, cannot have
a musical expression or serve as the object of composer operations, as jazz cannot
be “composed” but rather “played” (Martynov 178). It is no coincidence that I. Stravinsky
argued that "jazz performance is more captivating than jazz compositions” (46).

The traditional categories of European music proved to be inapplicable
to the phenomenon of improvisation, which is inseparable from composition
and performance. Therefore, according to Dmitry Livshits, the widespread definition
of improvisation as the creation of a work in the process of its performance is not
accurate. The researcher, based on the thesis about the meaningfulness of the process,
gives a definition: improvisation is the creation of music in the process of playing music,
or, in other words, the creation of a text without fixing it (Livshits 11). One of the specific
features of mass music is the nature of the relationship between the participants
in artistic communication: the author (composer), performer, and listener. In contrast
to academic music, the role and function of the author (composer) in mass music,
as well as the issue of authorship in general, are highly flexible and subject to a variety
of circumstances. Anatoly Tsucker asserts that “mass musical art does not emphasize
the author's personality, but rather elevates the performer's role significantly. It does
not matter who composed the music for the perceiving audience; what is important
is its real, visually felt existence, i.e., the performance itself. It is no coincidence
that composers working in the field of mass music are increasingly performing their own
compositions, and the type of author-performer is occupying an increasingly important
place in this area of music-making” (13). In other words, the performer becomes an actual
co-author, and music, even individually authored and created by composers, is ultimately
still born as anonymous, according to the laws of collective creativity. The researcher
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draws an analogy with folklore, talking about the categories of mass music that include
improvisation, multivariance, a lack of adequate written recording, and often “orality”
in general.

Today, pop music occupies a leading position in the world of mass musical culture
and belongs to the secondary genres of mass art, where collective creativity passes
through the prism of the composer’'s concept. Modern pop music creation is a vast,
continuous production process that minimizes individual authorship. Producers, sound
engineers, and arrangers, who possess financial, economic, or technological levers
and opportunities like television, radio channels, and recording studios, elevate not only
creators but also other participants in the creative process to leading positions. Jimmy
Page often quotes, “Our music is the folk music of the technological age,” in reference
to popular music. At the same time, this so-called "musical engineering” becomes another
form of versatility. In general, mass art has signs of versatility, going back to both oral
traditions and academic music.

Conclusion

The separation of musical functions has not yet occurred and will never happen due
to the psychology of creativity and the musical process, according to the researchers.
Moreover, building a successful career and gaining fame is possible through

the syncretism of the oral tradition, which transforms into the versatility of the written
tradition, as this variety is the manifestation of true musical talent. Existing practice
and history from the last third of the 20th century and modern times indicate

that the diversity of creative activity exists to this day. First of all, among composers
who still combine performing with composing.

The history of versatility reveals the emergence of various types of performance
and composition activities today, including syncretic, synthetic, and new syncretistic
activities. However, this does not provide insight into the mechanisms underlying
multifunctionality. Despite all the similarities in creative activity, for any musician
who has the skills of composing music, improvising, and reproducing musical text,
it is obvious that different cognitive mechanisms are involved. We should seek the reasons
for combining different types of musical activities in human evolution, the psychology
of creativity, and the sociological and cultural aspects of human life, a generalization
of which lies beyond this article’s scope.
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Knroueeswie cnosa: OopraH, opraHHoe MCKYyCcCTBO KazaxcTtaHa, opraHoJsiorua, atanbl
Pa3BuUTUA, NCNOJHUTENBCTBO.

AHHoTauumsa. OpraH, HeCMOTPs Ha NpeobaafaHne COBPEMEHHbIX TBOPUECKMX 3KCNePUMEHTOB, MPOAOKaeT
npvBaekaTb BHUMaHWe Kak NpodeccMoHanbHbIX My3blKaHTOB, Tak ¥ tobuTenein My3bikin. OpraHHoe
MCKYCCTBO MpeAnaraeT YHUKaAbHbIA OMbIT, COXPaHssA CBOe 3HaueHWe B My3blKalbHOW Ky/IbType COBPEMEHHOTO
KazaxcTaHa.

Tpu KOMMOHEHTa HaLMOHaNbHOTO OPraHHOTO UCKYCCTBA — OPraHOIOrMs, KOMMO3UTOPCKas AeATeNbHOCTb
1 UCTOJIHNTE/IbCTBO — PaHee He PacCMaTPMBaINCh B PaMKaX eAMHON KyabTyPHO-UCTOPUYECKOV Napagurmbl
¥ He NMoZBepraancb KOMMIEKCHOMY HayYHOMY aHasn3y 1 y6oKOMY XyAO0XKeCTBEHHOMY OCMbIC/IEHUIO.

CTaHOBAEHWE N Pa3BUTUE OpPraHHOWM LWKO/bl KasaxcTaHa BkatovaeT B cebs Tpu 3tana (1967-1974, 1975-1999,
2000 — no HacTosLee Bpems). B gaHHOM cTaTbe NoApobHO paccmaTpuBaeTcs BTOpoit atan (1975-1999)
pa3BUTUS OpraHHOM KynbTypbl B pecnybanke. Ocoboe BHUMaHWE yAENSAeTCs 3BONOLMUM Ka3axCTaHCKOM
OpraHHOM LWKObI, KNaccubrKauum CyLecTBYHOLLMX MY3blKalbHbIX MHCTPYMEHTOB C MO3ULMUIA UX CTPOEHMS,

a Tak>Ke UCCNefloBaHNIO OPraHHOro penepTyapa HaLMoHaNbHbIX KOMMO3UTOPOB C y4ETOM MHOroobpasus
>KaHPOB W CTUNEBbIX 3aKOHOMEPHOCTEN.

MpoLecc MHTErpaLym OpraHHOro UCKYCCTBa B Ka3axckyto My3blKasbHYH KyabTypy Tpebosan ocoboro
MoAXoAa, Tak Kak HaLlMOHabHas My3bika MCTOPUYECKU Bblia OPUEHTUPOBaHa Ha MHCTPYMEHTbI C COBEPLUEHHO
MHBIM 3ByYaHWeM, Takme Kak JoMbOpa, KOObI3 1 XeTbIreH. B 3TO CBA3M OTeUYeCTBEHHbIE KOMMO3UTOPbI
CTPEMUNCh CO3AaTb OPUTVHa/IbHbIE OpPraHHble MPOV3BeeHUs, ObbeANHAIOLLME eBPOMelickoe NoAMpoHMYeckoe
MUCbMO C MENOANYECKUMUN N PUTMUYECKMMU CTPYKTYPaMU, XapakTePHbIMM /151 Ka3axCKol HapOAHOW My3bIKM
1 ee VIHCTpyMeHTapws.

[ns pelweHns 0603HaYEHHOrO Kpyra NpobaemM B UCCIEA0BAHUN ONpPeAenstoLLei cTasa METOA0NO0TS,
BK/IFOYALOLLLAs NCTOPUYUYECKNIA, aHAIUTUYECKMI N XKaHPOBO-CTUNEBOIN METO/bI, 0006LLIEHNE apXUBHbBIX AaHHbIX.
MpesnpUHAT KOMMAEKCHBIN NoAX04 K 0606LLEeHNI0 MPOUAEHHOIO OPraHHOWM KyAbTypou Nyt B XX cTonetnn
BO BCEM MHOroobpasnm BaXKHENLINX TEHAEHLMI N TEYEHWI.

AKTyaJ’IbHOCTb nccneaoBaHmA o6ycnosneHa He TO/1IbKO peaKOCTbHO I'IOAO6HbIX pa60T B KOHTEKCTe |/|36paHHOFO
pernoHa, HO U HEUM3MEHHbIM MHTEPECOM K OpraHHOMY HaCleaANHo KaK 3/IEMEHTY MEXKYJIbTYPHOTO gKnasiora.
MaTepman CTaTbW onpeaendaeTca BO3SMOXHOCTbHO NPUMEHEHNA NONYHYEHHbIX BbIBOAOB U PE3Yy/IbTaTOB

B Hay4HbIX nccnejoBaHMAX NO UCTOPUN OPraHHOIo UCNONHUTENIbCTBA, MHCTPYMEHTOBEAEHWUIO, NICTOPUN
Ka3axckom MY3bIKW, a TaKXe B TBOpHeCKOVI AeATeNIbHOCTU NCNONHUTENEN U KOMMNO3NTOPOB KasaxcTaHa.

BnarogapHocTu. ABTOpPbI BbipakatoT baarogapHocTb apxmBy Ka3zaxckoin HauMoHaibHOW KOHCEpPBATOPUM
nmenun KypmaHrasbl u LieHTpasbHOMY rocysapcTBEHHOMY apX1By KUHODOTOA0KYMEHTOB M 3BYKO3arnucu

3a NpezocTaB/eHHble MaTepuasbl, a Takxke npodeccopy opraHHoro knacca Kasaxckow HaLMoHanbHOM
KOHcepBaTopun MMeHn KypmaHrassbl, 3acny>keHHoMy apTucty KasaxcraHa labuty TyneytaeBuuy Hecnunbaesy
3a KOHCYNbTMPOBaHWMeE.
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Tipek ce3dep: opraH, KazakcTaHHbIH OpraH eHepi, opraH >acay, 4amy KeseHzepi,
OpblHAAYLLbIbIK,

Anpatna. OpraH 3amMmaHayu LiblFapMallblibIK capanTtamanap 6acsiM 60ybiHa KapamacTaH, Kacibu
My3blKaHTTapAblH 4a, My3blka ayeckonnapbiHbIH, 4a Ha3apblH ayaapyAbl Xanfactbipyaa. OpraH eHepi
Kasipri KasakcraH My3blkanblK MEHMETIHAET MaHbI3AblbIfbIH CaKkTai OTblpbIn, Hiperel Taxipnbe
yCblHagbl. OpraHoNorus, KOMMO3UTOPIIbIK KbI3MET XXaHEe OpPbIHAAYLUbIIbIK, CUAKTbI YATTBIK OpraH eHepiHiH
YLU KOMMOHEHTI OCbl yaKbITKa AeliH BipTyTac MaAeHU-Tapyxmu NapagurMma ascbiHaa KapacTblpbliMaFaH
>K9He XaH->XaKTbl FblIbIMU Tazay MeH TepeH KepKeMAiK TYCiHIK KasbinTacnafaH.

KasakcTtaH opraH MekTebiHiH, KanbinTacybl MeH JaMybl YL Ke3eHHeH Typaabl (1967-1974, 1975-1999, 2000 —
ocCbl yakbITKa aerin). OcbifaH opai, byn Makanasa pecnybavikasafbl OpraH MaZEHWETIH AaMbITyAblIH, eKiHLWi
ke3eHi (1975-1999 xbingap) erken-Terkenni kapactbipblaazbl. KazakcraHablk opraH MekTebiHiH jamy
KOJbIHA, KONAAHbICTaFbl My3blKasblK acnanTapabl ONapAblH, KYpblabIMbl TYPFbICbIHAH XiKTeyre, COHAaN-ak,
KaHPAap MeH CTUJIb 3aHAbINbIKTAaPbIHbIH, anyaH TYPAiiriH eckepe OTbIPbIM, YATTbIK KOMMO3UTOPAAPAbIH,
opraH penepTyapbiH 3epTTeyre epekLie Ha3ap ayzapblaagbl. OpraH eHepiH Kasak My3blKajblK MaLEeHWETIHE
MHTErpauusnay yAepici epeklie ke3kapacTtbl Tanan eTTi, 8NTKEHi YATTbIK My3blka TapuXun TypFblaaH AOMObIpa,
KOObI3 XXaHe XeTireH cuaKTbl Myaze 6acka AblObICTbl acnanTapfa 6afgapaaHfaH. OcblFaH 6alrnaHbICTbI
OTaHAbIK KOMMO3WUTOPAap eyponasblk NOANPOHUANBIK dKa3yabl Ka3ak, Xaablk, My3blKaCbl MEH OHbIH,
acnanTapblHa TOH dye3/i XaHe bIpFakTbl KypblabIMAapMeH GipikTipeTiH Biperet opraH LWbifapmManapbiH
XacayFfa YMTbINAbl. 3epTTeyAeri OCbl MacenenepAi WweLly yLiH Tapuxu, Tangayblk XKSHe XaHPAbIK-CTUAbAIK
dAiCTepAi, MypafaTTbiK AepeKkTepai Xannbiayabl KAMTUTbIH a4icTeMe KoaZaHblabl. XX facbipfafbl 6apabik
MaHbI3/bl TEHAEHLMANAP MEH afbiMAapaaH 6TKEH OpraH MaZEeHWETIHIH, XONbIH Xannblaay YLwiH Xyheni
Ke3kapac KabbligaHabl.

3epTTeyAiH e3eKTiniri TaHAanfaH aliMak KOHTEKCTIHAEr MYHZAN XYMbICTapAblH, cMpeK 6oaybIMEH FaHa

emec, COHbIMEH KaTap MajeHueTapanblk ANanor SNeMeHTi peTiHAe OpraH MypacbiHa AereH TypakTbl
KbI3bIFyLLUbIIbIKMEH Ae 6alinaHbiCTbl. Makana MaTepuasbl OpraHHbIH OpblHAAYLLbIIbIK TapPUXbl, acnanTaHy,
Ka3ak, My3blKaCblHblH, TapuXbl GOMbIHLLA FbIIbIMU 3epTTEYAepae, COHAaN-ak KasakcTaH opbiHAayLbliapbl MeH
KOMMO3UTOPIapPbIHbIH, LblFapMalLLblblK KbI3METIHAE KONAaHY MYMKIHAINIMEH aHbIKTanazbl.

Anfbic. AsTopnap KypmaHfasbl aTbiHAafbl Kasak yTTblK KOHCEPBATOPUAChIHbIH, MypaFfaTbiHa XaHe OpTanbik
MeMIEKeTTIK KNHO-GOTOKY>KaTTap MeH AblbbIiC Xa3zbanap MypafaTbiHa YCbIHbIIFaH MaTepuangapbl YLUiH,
coHpan-ak KypmaHfasbl aTbiHaafbl Kasak yaTTblk KOHCEPBATOPUACBIHbIH, OpraH CbiHbIObIHbIH NPodeccopsl,
KasakcTaHHbIH eHbek ciHipreH aprTici I'. T. HecinbaeBka keHecTepi yLwiH anfbic 6ingipesi.
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Abstract. The organ, despite the predominance of modern creative experiments, continues to attract
the attention of both professional musicians and music lovers. Organ art offers a unique experience,
preserving its importance in the musical culture of modern Kazakhstan.

The three components of the national organ art including organology, composing and performance have
not previously been considered within a single cultural and historical paradigm and have not been subjected
to comprehensive scientific analysis and deep artistic understanding.

The organ school of Kazakhstan has passed through three stages of formation and development

(1967-1974, 1975-1999, 2000 — until now). This article thoroughly examines the second stage (1975-1999)

of the development of organ culture in the republic. Particular attention is paid to the evolution of the Kazakh
organ school, and the classification of existing musical instruments from the standpoint of their structure,

as well as the study of the organ repertoire of national composers, taking into account the diversity of genres
and stylistic patterns.

The process of integrating organ art into Kazakh music culture required a special approach. It was caused

by the fact that national music has historically been orientated towards instruments with a completely
different sound, such as dombra, kobyz and zhetigen. In this regard, local composers endeavored to create
original organ works by merging European polyphonic writing with melodic and rhythmic structures inherent
to Kazakh folk music and its instrumentation.

To solve the designated range of issues in the study, a methodology that includes historical, analytical

and genre-style methods, as well as the generalization of archival data, has become decisive. A comprehensive
approach has been taken to generalize the path traversed by organ culture in the twentieth century in all
the diversity of the most important trends and directions.

The relevance of the study is conditioned not only by the rarity of such works in the context of the selected
region, but also by the continuing interest in the organ heritage as an element of intercultural dialogue.
The material of the article is determined by the possibility of applying the conclusions and results obtained
in scientific research on the history of organ performance, instrumentology, history of Kazakh music,

as well as in the creative activity of performers and composers of Kazakhstan.
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BBeaeHue

OpraHHOe NCKYCCTBO, akKyMy/Mpys B cebe HaLMoHaNbHble KyNbTypHble TpagMuum

N TEXHMYECKOe MacTepCTBO, ABASETCA CBOEOOPa3HbIM MOCTOM MeXAYy MPOLLAbIM

W HacToAWMM. IcTOpMYECKN CNOXMAOCh, YTO OpraH, ONNLLETBOPAS MOHYMEHTaNbHOCTb
W eVHCTBO B MHOroo6pasnu, Bcerga BbICTymnas B Ka4ecTBe Ba>KHOTO 3BeHa MeXAy
MaTepuanbHbIM 1 AyXOBHbIM Hayanom. baarogaps 6oraTtolt 3BykoBol nanutpe

1 CNOCOBHOCTM BOCNPOU3BOANTb MHOXECTBO My3blKaabHbIX 3GDEKTOB, AaHHbIN
WHCTPYMEHT NpescTaeT HeOTbeMIEMOM YacTbH0 MUPOBOTO KY/IbTYPHOTO HacieAus.

B HacTosLLee Bpems opraHHOe MCKYCCTBO OCTaeTcA BOCTPeboBaHHbIM, HECMOTPSA

Ha JOMWHNPOBaHME TEXHMYECKOro NPOrpecca, BKAYAOLWEro Co3aaHne 3N1eKTPOHHbIX
WHCTPYMEHTOB.

B 3noxy ToTanbHOW LMdpoBmU3aLMmM opraH npescraeT kak CMMBOA rapMOHUW. Bbi3biBas
rnyboKnii OTKAUK y CayLllaTenen, ero 3ByyaHne HarnoaHAET NPOCTPAHCTBO KOHLEPTHBIX
3an108B 1 Lepkeen. Obnagas HeobblYalHbIM HOraTCTBOM 3BYKa, OpraH No3BosiAeT
NMPOHMKHOBEHHO MCMOJHATb HE TONIbKO KNaCCUYECKYH My3blKY, HO U COBPEMEHHbIE
komno3uymmn. OpraHHoe nckyccteo KasaxcraHa B6upaet B ceba Tpy OCHOBHble 061acTu —
WHCTPYMEHTapWii, KOMNO3UTOPCKOE TBOPUYECTBO N MCMOHUTENbCTBO. HacTosAwas paboTa
NOCBALLEHa N3YYEeHWIO OAHOrO 13 3TanoB ero pa3sutua B nepuog ¢ 1975 no 1999 rog,
0630py OpraHHOro HacaeAna OTeyYecTBEHHbIX KOMMO3UTOPOB, a TakXXe BbIABJEHUIO
3THUYeCcKoro cBoeobpasmns n3bpaHHbIX COUMHEHWN.

B 3TOM CBA3M BONPOCHI OpraHoNorMm NpuobpeTatoT HemManoBaXHOe 3HayYeHue,

TaK Kak MpoLiecc Co3A4aHuna 1 NOAAEeP>KaHNA UHCTPYMEHTOB B JO/IKHOM COCTOAHMM
ABNAETCA CAMOCTOATENbHON Haykol. OpraHoOCTPOMTENN B MOMUCKAX AOCTMXEHWS
COBEPLUEHHOrO 3BY4YaHWA CKPYnyae3HO NoAOMparoT MaTepuasbl U HaCcTpanBaroT

ero. CoBpeMeHHble TEXHOIOTUN 1 TPaAMLIMM, BbICTyMNas B HepPa3pbiBHOM TaHAEME,
CMOCOBCTBYOT COXPAaHEHWIO My3blKalbHOTO HaC/eAMsA OPraHHOro UCKyccTBa. Bonpocsl
OPraHOCTPOEHUA Ha NPOTAXKEHUN MHOTUX NIET BbICTYNatOT O6bEKTOM M3YyUEeHNA pPasHbIX
nccnesoBatenen, oxsaTbiBas NepuoA OT ero nosasaeHusa (Hagel) n ganbHerwero passutua
(De Peque Leoz; Gribenski) 4o caMbIx HOBEMLWINX MHHOBALMI B 061aCTU CTPOEHMS
(Harlow, et al).

WNccnepoBaHmsa B 3TOM 061aCTV 3aTparnBatoT He TOIbKO TEXHWNYECKNE acmnekTbl
KOHCTPYWMPOBaHWs opraHa, HO 1 €ro BAVSHWE Ha 3BOJIOLMIO My3blKaNbHOW NPaKTUKW,

a TakXXe Ha 3ByYaHue 1 BOCMPUATAE My3bIKM B Pa3HbIX MCTOPUYECKMX KOHTEKCTaX.
MoHMMaHWe Toro, Kak MEHAINCb MaTepUasbl, MEXaHU3Mbl U apPXUTEKTYPHblEe
0COBEeHHOCTM opraHa, NO3BO/AET ry6>Ke 0CO3HaTb €ro POJib B My3blKaNbHOWN KyNbType
M MCMOMIHUTENBbCKOW NpakTuke. Hanpumep, pabota PaHaanna Xapsioy B coaBTOpCTBE

¢ MartTtnacom lNetepccoHom, Pobeptom Skom, Geaepuko Busm n CtepaHom Octepcbé
NOAYEPKMBAET BaXXHOCTb COBPEMEHHbIX METOAOB MOZAENIMPOBAHUA U LIMPPOBbIX
TEXHONOTUM AN CO34aHNA OPraHHbIX MHCTPYMEHTOB, YTO OTKPbIBAET HOBbIE TOPU3OHTI
A5 KOMMO3UTOPOB U UCMIONHUTENEN, CTPEMSALLUXCA K MOUCKY OPUTMHANbHbBIX 3BYKOBbIX
peLleHnin.

Ha npoTsxeHnn MHOrVX BEKOB OpraH BAOXHOB/AN KOMMO3UTOPOB Ha CO3jaHune
CcounHeHu. Obnasgas HacCbIWEHHOW 3BYKOBOWM MaANTPOW, OH OTKPbIBAET Nepes,
XyA0XKHUKaMU LWMPOKME BOZMOXKHOCTU BblpaXKeHWs YyBCTB U Mbiciel. Viccneays

MexayHapoAHbIA peueH3upyemMbln XypHan Saryn 45



(‘ ;apyn Ne 4. 2024 VPWUHA TABPUNEHKO, AN3AZA HYCYMOBA OPTAHHOE UCKYCCTBO

46

NOTEHLMaN MHCTPYMEHTa B Pa3/IMYHbIX XXaHPOBbIX KAHOHAX U CTUAEBbIX HanpaBAeHUAX,
Ka3axXCTaHCKMe aBTOPbl BHOCAT CBOW BKNAZ B €ro akTyaan3aumnto B COBPEMEHHOM
My3blKanbHOM KynbType. OpraHHoe TBopuYecTBO KOMNo3uTopoB KasaxcraHa LWMpoko
npeacTaBAeHO He TO/IbKO OPUTMHANbHBIMU COYMHEHUAMM, HO N TPAHCKPUMLNAMMY,
apaHX1poBKaMu, a Takxxe ornycamu, B KOTOPbIX OpraH BbICTynaeT Kak paBHOMpPaBHbIN
y4YacCTHUK aHCcambns.

MosiBNeHNe OpraHHOW My3bIki B pecnybanke 3aKOHOMepPHO cBA3aHo ¢ 1967 rogom,

C MOMEHTOM YCTaHOBKM NepBOro opraHa B bosbluom 3ane AnmMa-ATUHCKOW rocyAapCTBEHHOM
KOHcepBaTOpun nmeHn KypmaHrassbl. /3yunB npoLiecc cTaHOBAEHWS OpraHHOW

wKkonbl KazaxcraHa, onnpascb Ha rnaBHble BEXW B KaXAOM 13 BEKTOPOB Pa3BUTUA —
OpraHoNornto, KOMMNO3NTOPCKOE TBOPUYECTBO, UCMONHUTENBCKYIO AeATENbHOCTb, — CYUTAEM
LenecoobpaszHbiM pas3sennTb 6onee yeM NOAYBEKOBOW MyTb MOCTYNaTENIbHOTO ABUXKEHWS
nccnepyemoro ABaeHnsa Ha Tpu atana. [aa nepsoro 3tana (1967-1974) xapaktepHo
AOMUHUPOBAHME TEHAEHLNIN B OCBOEHNN TEMOPOBOW MNafUTPbl HOBOFO MHCTPYMEHTa

B MCMOJHUTENIbCKOW N CAyLIaTEeNbCKOW Cpeje, a TakKe co3jaHne OpraHHoro penepTyapa,
COCTOSILLErO NPENMYLLLECTBEHHO U3 06PaboTOK M NepenoXKeHnn.

Bropoii atan oxBaTtbiBaeT npomexxyTok ¢ 1975 no 1999 rog. BaxkHbiMK cObbITUAMM
3TOro BPeMEeHW ABASAOTCA NOSABAEHME KPYNMHOW GOpPMbI (KOHLLEPTbI, COHaTbl, Bapuauun),
ycTaHoBKka B 1988 roay B Kazaxckol rocysapCTBeHHON puiapmMoHum nMmeHn XXambbina
opraHa cMMPOHNYECKOro TMMa Y BO3HUKHOBEHME HOBbIX APKNX TMUHOCTEN
B NCMOJIHUTE/IbCKOM UCKYCCTBE.

TpeTuii 31an, Hayaswmics ¢ 2000-x rofoB, NPOAOIKAETCA MO CErOAHALLIHUI
AeHb. OH onpeaenseTcs yCTaHOBKOW opraHoB B ctosvue KasaxcraHa (2005 n 2007),
yKpernieHneMm no3uLmii OpraHHOro MCNONHNTENLCTBA B CTPAHE B LLEJIOM U NOABAEHMEM
KOMMO3MLMIA ANS SKCNEPUMEHTa/IbHbIX MHCTPYMEHTaNbHbIX aHcaMmbaen. OTeyecTBeHHbIMU
KOMMO3UTOpaMM CO34at0TCA OpraHHble COUYMHEHMSA, CUHTE3UPYHOLLME Kaaccuyeckoe
3ByYaHMe NHCTPYMEHTa C HOBENLLUMUN 3N1eMEHTaMUN 1 My3blKalbHbIMU CTUASMMU.

K npumepy, B opraHHbIx unknax «[pentoama, xopan v ¢yra» bakmpa basxyHosa

n «Tpn nbecbl» XyHyca [>kymabekoBa 3a4acTyro BCTPEYaroTCA KaacTepbl, TPEMOO
(MHOrA@ — aKKOPAOBOE), MNCCAHAO N COHOopUCTUYeckme 3bdeKTbl, CBA3aHHbIE C MOMCKOM
HOBbIX TEMOPOBbIX KPacoOK N HOBATOPCKUX aKyCTUYECKMX PeLLeHUI. DTO NPOABASETCA

B YepesoBaHMM TOHa/bHbIX 3MU3040B C aTOHaNbHbIMW, KOMOUHUPOBAHUW PETNCTPOBbIX
N apTUKYNALMOHHBIX CNOCOH6OB 3BYKOU3BAEUYEHNA U aKTUBHOM MPUMEHEHUN YepT
nyaHTUAM3Ma.

Kpome TOro, B HaLMOHaAbHOM KOMMO3UTOPCKOM TBOPYECTBE UCKIOUNTENbHOE
KOHL,EeNTyaslbHOE 1 NCTOPUYECKOEe 3HaueHne nprobpeTaeTr OnbIT TBOPYECKOTO
NepeoCcMbIC/IEHMA XaHPOBOro pa3Hoobpasns, ApamaTyprmyeckon cneundukm
N CTPYKTYPHbIX OCOBEHHOCTEN Ka3axckoro ¢poabkaopa, 4To obecneunBaeTt yHUKaNbHYHO
KOMBMHALMIO HALMOHAIbHOTO Y COBPEMEHHOIO B My3bIKe.

Kak n3BecTHO, Ka3axcknin GobKAop, OTAMYAOLWLMICA BOraTCTBOM XXaHPOB, BKAKOYaET
repovyeckme anochl (CFoXXeTHble MO3Mbl O MOABUrax 6aTblpOB), AMPUYECKME NECHU (KbIPbl),
a Takxe obpsgoBble U BbITOBbIE NecHU. Bce oHM cogepkaT B cebe camobbiTHbIE
3THOKYNbTYPHbIE XapaKTEPUCTUKN. DTN GOPMbI BbIpaXKeHNA NepesaroT Kak MOBCeAHEBHbIE,
Tak 1 Mudonormyeckme acnekTbl XXN3HU Ka3axoB, UX NCTOPUYECKOe 1 CoLMabHOE pa3BuTmHe.
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[pamatyprms Kazaxckoro My3blkasbHOro GoJsibkiopa, 0COBeHHO NPOABAAIOLLLAACA
B MCMOAb30BaHUN MOBTOPOB, a/IErOPUIM N CUMBOJIN3MA, TakKXKe HaXOAUT CBOe OTpaXkeHwue
B OpraHHOM MckyccTBe KasaxcraHa. 3TW 3/1eMeHTbl yCUANBaKT 3MOLMOHaIbHOE
BO34eNncTBME N GUA0CODCKYHO TTYyOUHY My3biKalbHbIX NPOU3BeAeHNA. B opraHHon
My3blKe OTeYeCTBEHHbIX KOMMO3UTOPOB 3/IEMEHTbI HaLMOHaNbLHOTO GpoabKaopa
BOMJIOLLLAtOTCA MOCPEACTBOM ajanTauum TPaAMLIMOHHbBIX MENOANI U PUTMOB ANA OpraHa,
CO3/aBas HEMOBTOPUMOE COYETaHMe eBPOMENCKOM My3blKasbHOW GOPMbI U Ka3axCKoM
Tpagnumn. MOTMBbI N3 HaPOAHbIX MECEH N 3MMYECKNX MPOV3BEAEHNI TPaHCPOPMUPYHOTCA
B OpPUTMHaNbHble OpraHHble KoMno3unumu. NogobHoe coueTaHne NogyepKmBaeT
rnyboKyto CBA3b MEXAY HaLMOHaNbHOW MAEHTUYHOCTBHO U COBPEMEHHbBIM My3blKa/lbHbIM
NCKYCCTBOM.

CTpykTypa Ka3axckoro ¢poJibkiiopa 4acTo xapakrepusyetcs LMKANYHOCTbIO
N MHOTOrPaHHOCTbIO. B My3bIKanbHbIX NPOU3BEAEHNAX 3TO MPOABAAETCA B NepPeEMEHHOM
MEeTPOpUTMe, MeNOoAMKE U NCMOb30BaHNMN Ka3axCKUX MHCTPYMEHTOB — JOMbpbI
nnn Kobbiza. Kak oTMeyaeT nccnegosatenb IBEPETT, «HayUHble TPYAbl U BOCNpUaTME
MY3bIKW, KaK MpaBWIo, 3akKpenaatoT brHapHyro onno3unuunio “Boctok — 3anaa”, ycuaveasn
MYy3blKa/bHble CTEPeOTUMbl U NPUBbIYHbIe ApAbikKn» (Everett 330).

BeccnopHo, B3avmogzencteme Boctoka 1 3anaga Ha pa3nyHbIX YPOBHAX OKa3ano
OFPOMHOE BAVAHWNE Ha OTEYECTBEHHYH OPraHHYH My3bIKy M MPUBHEC/O B Hee
HoBaTOpCKMe YepTbl. Hanbonee Apko 3T0 NPOABMAOCH B 061aCTU My3bIKaNbHOTO A3blKa
n rapMmoHumn. Kak cumtatot My3bikoBeabl KeTereHoBa 1 HycynoBa, «xapakTepHbIMun
oKasa/sncCb NpueMbl, MOACKa3aHHbIe Ka3axCKoON MOHOAMEN, — 3TO MHOTOC/OMHbIe
KBapTO-KBUHTOBbIE CO3BYUMS, NiaraibHOCTb, akkopAbl 6e3TepLoBOM CUCTEMDI
AOMBPOBOro TMNa, a TakXKe LWMPOKOe NCMO/Ib30BaHWe TOHUYECKMX OPraHHbIX MyHKTOB
M MPUHLMN BapuaHTHbIX Npeobpa3oBaHnii akkOpAOB, CO34at0LLMX NEePCneKTMBbI
ANA NaflorapMOHMYECKOro BapbnpoBaHusa. HariaeHHble cpeacTBa U OTKPbIAN LWMPOKKE
NepCcnekTUBbI B AasibHENLLEM Pa3BUTUN My3blKaJlbHOTO sA3blka» (36).

ApKMM NPUMEPOM B3aMMOLENCTBUA Pa3INUHbBIX TUMOB MY3bIKaJbHOTO
npodeccrnoHannsma seasetca MNepeas cuMPoHns «XKurep» asmsbl XXybaHosow,
MOCBSALLEHHas OTLY, BblAaOLEMYCA KOMMNO3UTOPY, My3bIKOBeZy, akajeMunky Axmety
Xy6aHosy. MNocne nsgaHusa gaHHoro npovsseseHuns B Mockse B 1976 roay («CoBeTckuin
KOMMO3MTOpP») bblNa ocyLlecTBAEHa 3aMWCb C AUPUXKEPOM, HAPOAHBIM apTUCTOM
Kazaxckon CCP ®dyatom MaHcypoBbIM. PrnocodCko-NCUXONOTMUECKNIA KOHTEKCT,
3a/10)KEHHBIN B MPOrPaMMHOCTN MPOV3BEeAEHMA, OTBEYaeT OOLWNM TeHAEHLMAM
COBETCKOM My3bIKW, KOTAa Ha NepBbI NAaH BbIXOAUT YeNOBEK-MbICIUTENb. ABTOP
obpalLiaeTca K BONpoOcaMm XXM3HW U CMepPTU, CBA3M HacToALero ¢ npowbiM. . XKybaHoBa
AEMOHCTPUPYET OPUTMHANBHOCTL B NCNOAb30BaHUM GobkIopa. BooxHoBAEHHasA
HaLMOHaNbHOW TEMaTUKOW, OHa aKTUBHO 3aJeMCTBYeT opraH B cMdoHumn «Kurep»,
KOTOPbIN BHOCUT FNyOUHY 1 MHOTOCNOMHOCTb B ObLLee 3ByYaHNe NPOn3BeAeH S,
OpraHM4yHO coYeTasnChb C Ka3axCKuMu MOTUBAMM.

MpobaemMa B3aNMOAENCTBNSA My3blKa/bHbIX TPaANLMIA BocToka 1 3anaga B CMMPOHUN
«Kurep» peLuaeTcs Ha HECKOJIbKUX YPOBHSAX. B nepByto ouepesb Ha ypOBHE MeIOANKM.
B kauectBe Tematm3amMa B CUMPOHMM UCMONb30BaHbI LLIECTb KFOEB U3BECTHOIO Ka3axCcKoro
kronwn [aynetkepes: «<XKirep», «<XXymabuke», «byn-byn», «Canbik eareH», «TonaH»
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n «Kypawa». Kron ocMbicaeHbl Ha HOBOM Gr1a0CcodCKOM YPOBHE, Tak Kak NOAHUMAKOTCA
BOMPOChI, Kacarowmecsa obLeuenoBeyeckmx LieHHocTen. LuTnpoBaHme conpoBoxaaeTca
CNOXHbIM rpadumyeckmm obopmaeHmem KroeB. [a3nsa AxmeToBHa CBOBOAHO coyeTaeT
n3bpaHHblE MeNoAMYECKNE NHTOHALMKN C XPOMaTU3MOM U NMPpUeMaMmy MOANCTUINCTUKN,
XapaKTePHbIMU A/15 €BPOMNENCKON My3bIKU.

Ha naporapMOHMYecKoM ypoOBHe aBTOP COBMeELLLAeT pa3anyHble 1af0Bble CTPYKTYpPbl,
obpalliasicb K NOAMMOAANbHOCTM MU MONNTOHANbHOCTW. B3anmogencTeme BOCTOUHOWM
1 3anafHoW TpaanLUnin B cUMGOHMM peibedHO OTpadkaeTCs Ha YPOBHE My3biKaJlbHOW
dopmbl. EBreHnii TpemboBenbckmii oTMeyaeT: «<KOMMo3MTop, U3HYTPU pacLumpss
HapOAHYH TEMATUYECKYH) OCHOBY, MCKYCHO peann3yeT 3a/10>KEHHbIE B HEN NPeanoChIIKM
umkanyHoctm» (150).

BaxkHo, uto B3aMMocBs3b BocTtoka 1 3anaga obHapyxmBaeTtca B cuMboHmm «Knrep»
n Ha 6osee BbICOKOM, KOHLLeNTyanbHOM ypoBHe. I'. )KybaHoBa cTpeMnTca Bbipa3ntb
B My3blKa/lbHOM MOJIOTHE NPOU3BEAEHNA OCOHEHHOCTM BOCTOYHOIO MUPOBOCMPUATUS,
3aK/ItoYaloLMecs He B NPEOA0NEHNM TPYAHOCTEN, Kak 3TO MPUHATO B KNACCMYECKNX
€BPOnencKnx cuMGOHUAX (3aBA3Ka, Pa3BUTUE, KybMUHALMA U pa3BA3ka), a B NpeobnagaHmm
CO3epLaTenbHOCTM Hag KOHOANKTHOM ApamMaTyprmen.

Takum obpa3om, JaHHOe uUccaesoBaHWe npeacTaBaseT cobor NonbITKy CUcTemMaTmaumnm
“ aHanusa 6oraToro 1 pasHoobpa3HOro HacaeAna opraHHOM My3blkin KasaxctaHa,
NoAYEPKHYB €ro CBf3b C HALWNOHANbHBbIMU UCTOPUYECKUMU U KYAbTYPHBIMW acnekTamu
1 CnocobCTBYA HanayyweMy MOHMMaHWIO 3TOrO YHMUKalbHOrO My3bIKalbHOIO ABAEHMA.
36paHHbIN Nepuog obnasaeT NCKAKUYNTENBHBIMUW XapaKTepUCTUKaMK; C1IeL0BaTebHO,
onuncaHue KAKYEBbIX MOMEHTOB B 3BOIFOLIMM COBPEMEHHOW OTeYEeCTBEHHOW OPraHHOWM
Ky/IbTypbl NPEACTaBAAETCA BaXXHbIM Y CBOEBPEMEHHbIM.

Matepuanbi n metoabl

OpraHHoe TBOpuYecTBO KasaxcTaHa npescTaBaseT cOb0M YHUKaNIbHOE coYeTaHne
Tpaauumi Boctoka 1 3anasa, Uto xapakTepusyeTcs CI0XKHbIM NepenieTeHneM pasinyHbIX
MYy3blKa/bHbIX CTUeW 1 NpuéMoB. OpraHHoe Hacneane pecnybanky, BKaroYaroLee
B ceb6s 31eMeHTbl Ka3axCKoM HapOAHOM My3bIKW, CYLLECTBEHHO OTAMYaeTcs
OT 3anajHOEBPOMNENCKON opraHHOM Tpaamumun. Nostomy TpebyeTt ocoboro B3rnaaa
Ha ero usyyexwe.

PaboTa nocesLleHa knaccudpukaLmm 3TarnoB pasBUTUS OPraHHOrO UCKYCCTBa, BKIKOYast
OpPraHoIor1o, KOMMNO3UTOPCKOE TBOPYECTBO U UCMONHUTENBCTBO, @ TakXKe BbIIBAEHUIO
3aKOHOMEPHOCTEN Y HOBATOPCTBA, CAENABLUNX OPraHHYH My3biKy BaXXKHOM COCTaB/SAOLLLEN
KyNbTYpPHOTO Hacneamns pecnybamnku.

Mpw nccnegoBaHMM 0603HAYEHHOW NPOBAEMbI MPUBAEUYEH KOMMIEKCHbBINA MOAXOA
ANs PUMEHeHNs Ppa3HOObpPa3HbIX METOLOB UCC/IeL0BaAHNSA: UCTOPUYECKOTO,
aHa/JITMYeCKOoro, XXaHpoBO-CTUAEBOrO. [lns cucteMaTmsaumum 3HaHUM 06 OTEUECTBEHHOW
OpraHHOW My3blke UCNo/b3yeTcs 6a30BbIM AN My3bIKO3HAHUSA UCTOPUKO-
PeTPOCNEKTUBHbIVA METOZA, KOTOPbI NO3BOISET NPOCAEANTb IBOOLMIO ABAEHUS
B NMOC/1eZ0BaTeNbHOCTU €ro reHe3nca, CTaHOBNEHMWS U Pa3BUTUS. DTO OTKpPbIBaET
BO3MOXHOCTb U3yUnTb OCOBEHHOCTW Ka3axCKOW OpraHHOM My3bIKM, a Tak)ke 060CHOBaTb
BAMSHME KYJbTYPHbIX M UCTOPUYECKUX GaKTOPOB Ha eé pa3sutue. [JaHHbI MeToZ
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Tak>Ke BK/IOYaeT aHav3 apXMBHbIX JOKYMEHTOB', 3anuncei n buorpadunyeckmnx
CBEZeHNN OPraHMUCTOB N KOMMO3UTOPOB. MeToa aHanmn3a CBAi3aH C UCCeL0BaHMEM
0COBEeHHOCTeN My3blKaNbHOTO A3blKa, MENOAMKMN, TAPMOHUN N PUTMAa, @ TakXKe CTPYKTYpbl
1N KOMMO3WULMNOHHbIX MPUEMOB B OPraHHOW My3blKe OTEYECTBEHHbIX aBTOPOB. MNoA06HbIN
pakypc cnocobCTByeT MOHNMaHMIO, Kak BOCTOYHbIE U 3aMnajHble CPesCTBa My3blkaabHON
BbIPa3nTEbHOCTN COYETarOTCA U B3aMMOZENCTBYIOT APYT C APYrOM B paMKax OpraHHOW
My3blky KasaxctaHa. >KaHpOBO-CTUIEBOIN — COAEPXKMUT PacCMOTPEHME >KaHPOBbIX
n cTuneBbix acnektoB. Ocoboe BHMMaHMe COCPeoTOYEHO Ha MOCTUXKEHUN
HaLMOHaNbHOro cBoeobpasna opraHHOM My3blkin KasaxcTaHa, BKAtoYatoLwen
MCNONb30BaHNE HAPOAHbIX MOTUBOB U CTUNEN.
B kauecTBe My3blkasbHOro MaTepuana 6bin NprBAeYeH OBLLIMPHbINA NAacT
NpPOun3BeAEHMI Ka3axCTaHCKMX KOMMNO3UTOPOB. K HUM OTHOCATCS:
s nbecbl ana cono opraHa Ockapa lennbdyca, AnekcaHgpa JlyHauapckoro,
AnekcaHapa PomaHoBa, Anabl Vicakosow, Cepuka EpknmbekoBa;
*  COUMHEeHUA KpynHoU dopMbl: KOHLEPTUHO ANs KblN-KODbI3a, OpraHa v CTPYHHOTO
opkecTpa u Pastoral ans opraHa, dnentbl n opkectpa Kyata Lnnbaebaesa; CoHata
ANA opraHa n yetblpex autasp A. lcakoBo.

Pe3synbTaTthl

Bropow 3Tan pa3Butus opraHHOro UcKyccTea pecnybanku npuxoamtca Ha 1975-1999

rogbl. Bce Tpu MarnctpanbHble IMHUN — OPraHONOTNA, UCMONHUTENbCKOE MacTePCTBO

1 KOMMO3UTOPCKOE TBOPYECTBO — 0OOrallaroTCs HOBbIMU YepTamu. [anbHenwmi pocT

nccnesyemMblx HarnpaBaeHWI ONpeAenseTcs opraHu3saLlmen npoLeaypbl NPON3BOACTBa

MHCTPYMEHTOB U X YCTaHOBKOW B pecnybaunke, PyHKLMOHUPOBAHMEM OPraHHbIX K1acCoB,

aKTVBHOW KOHLIEPTHOW AeATEIbHOCTbIO M NOSBAEHVNEM HOBbIX MPON3BEAEHNI ANA OpraHa.
BaxkHOW YacTbto CTAaHOBAEHWSA OPraHHOW KyNbTypbl B pecnybavke aBmMnach

[,eATeNbHOCTb Ka3axXxCTaHCKMX KOMMNO3UTOPOB. B 3TOT nepurog yeTko 0603HaumMAnCh Tpu

. . OCHOBHbIX BEKTOpPa OpraHHOI\/’I MY3bIKUA
1 1. ApxnB M0OCKOBCKOV rocyAapCTBeHHOM

KoHcepBaTopun umenu M. U. Yaiikosckoro. On. 11. — 06paboTKK, CONbHbIE NPOV3BEAEHNA
EA. xp. 3404. Ca. 307. KPYnHOU GOpPMbl N COUMHEHWS, TAe

2. LierTpabHblid rocyAapcTaeHHbiit apxvis opraH BbICTynaeT B KauyecTBe yYacTHIKa
KMHOPOTOAOKYMEHTOB 1 3ByKOo3anucn MKW PK. -

Mepsbiin opraH B KasaxcraHe. lopog Anma-Arta. aHcambns. I'Ipop,omKaﬂ pa3BmBaTbCA

MepBblil KOHLEPT OPraHHOM My3bIK/ B KOHLI,GPTHOM MO 3TUM >KaHPOBbIM HanpaBEHUAM,
3ane NIHcTuTyTa nckycctB umeHn KypmaHrasbi:

yCTaHOBKa opraHa rpynnoin cneuvanvcros us [P, KOMIMO3UTOPCKOE TBOPUECTBO
TOP>KECTBEHHOE OTKpPbITUE 3ana, PparMeHTbl KOHLepTa.
Ha AaHHOM 3Tane obpeTaeT cOHCTBEHHbIE

«CoBeTckuii Kazaxcran» N2 38 («Kazaxdunbm», 1967).
3. LleHTpanbHblIii rocyAapcTBeHHbIN apxmB OTNIMHUNTENBHBIE HEPTbI. PenepTyap

KUHOGOTOAOKYMEHTOB 1 3Byko3anucn MK PK. — MOMOJIHAETCSA OPraHHbIMN MePENOXKEHNAMMN
KoHLuepT cTyAeHToB VIHCTUTYTa NCKYCCTB MMEHW ra6 H 6

KypmaHrasbl («Kasaxtenepunbm», 1971). abuTa fecmnoaesa, CO34aroTcA HOBbIE

4. LleHTpanbHbIN rocyfapCTBEHHbIV apXu1B OopurvHanbHbl€ NPOU3BEAEHNA KPYMHON
KnHOGOTOAOKYMeEHTOB 1 3ByKo3anucn MK PK. - CI)OprI, yTo o6ycnaBn|/|BaeT OpraHMHHbIVI
KoHuepT opraHa c opkectpom («Kazaxtenedpunbm»,

1971, pexxmccep Kacbim AXMeTOB). nepexos Ko BTOPOMY nepumoay. JT10 BpemMA
5. LieHTpanbHbIii rocyAapCTBEHHbIN apXu1B 3HaMeHYeTCA NoABJIEHNEM OryCOB,
KMHOPOTOAOKYMEHTOB 1 3BYyKO3anucn MKW PK. - rAe opraH BbICTyraeT B KauecTse

Wrpaet Bnagnmup TebeHnxuH («Kazaxtenedunbm»,

1986, pexwccep A. Desgynos). paBHOMpPaBHOro y4vyacTtHUKa aHcambns.
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CnepyeT Takke NOAYEPKHYTb HOBAaTOPCKME IKCMEPUMEHTbI Ka3axCTaHCKMX KOMMO3MTOPOB
B 061aCTN TEMHBPOKONOPUCTUYECKMX NCKAHWIA, KOTOPbIE CMEJI0 COYETAtOT B CBOMX
Npoun3BeAeHMAX 3By4aHne opraHa C HaLMOHabHbIMU MHCTPYMEHTaMK, YTO coobLuaeT
NPOu3BEAEHMAM XapaKTepHbI cneunduyeckmii KOnopuT.

Cpeav npuBaekaBLUNX OTEYECTBEHHbIX KOMMO3MTOPOB CBOMCTB MHCTPYMEHTa caesyet
noAYepKHYTb TEeMOPOBbIE XapakTepUCTUKM N BO3MOXHOCTM PETMCTPOBKM, OTKPbIBaBLUME
COBEpLUEHHO HOBble NePCneKTUBbI ANA peann3aLlmm TBOPYECKMX 3aMbICN0B. B naaHe
AVHaMMYeckmx ocobeHHOCTen opraH, obaasas HeobbluaHOW TMHBKOCTLIO, MO3BOAAET
MCMNONHATb Kak pianissimo, Tak u fortissimo. Ero noseneHve B KasaxctaHe nobyamno
aBTOPOB K CO3JaHUIO 3HAYMTEIbHOIO KOJIMYECTBA COYMHEHWIA, Ha NePBbIX 3Tanax
B OCHOBHOM KJ/1IaCCMKO-POMaAHTUYECKOro TMNa, a Mo34Hee — HeOKNaCCUYECKOro 1 gaxe
aBaHrapgHoro.

K nepsomy tmny MmoxHo otHecTn CoHarty A. JflyHauapckoro (1976) n KoHuept
ana opraHa O. Tennbdyca (1976), B KOTOPbIX OpraHUYHO coyeTaroTca 6oraTcTBo
MY3bIKa/bHOrO f3blka, CBO6OAA BblCKa3blBaHNSA, SMOLIMOHAbHASA BblPa3nTENbHOCTb
C IOTUYHOCTBIO N CTPONHOCTBIO GopMbl. OCOBEHHOCTBIO M36PaHHbIX MPOV3BEAEHNN
ABNAOTCA rNybVHa nepesaBaeMblx NepexXmBaHuii N pasHoOObpa3ne Xy[0XXeCTBEHHbIX
npuemMoB. B ykazaHHbIX Npon3BeAeHNAX My3blkaabHbll 06pa3 nepesaH yepes
KOMMEKC Bblpa3nTeNbHbIX CPeACTB. BaxkHelLee 3HaueHe NprobpeTatoT Menoams,
NaforapMOHNYECKNI CKad, MHTOHALMA U CTPYKTypa. ApTUKYAsaLma Bbupaet B cebs
AVHaMMU4YecKmne, arormyeckme n TeMbpoBble CPeACTBa U MbICANTCA KOMMNO3UTOPaMu
Kak HEOTbEMJIEMbIN 3IEMEHT CUCTEMbI MY3bIKaslbHOTO A3blka. CkazaHHOE OYeBMAHO
B WU3/I0XKEHMM TN1aBHbIX M MOBOYUHBIX NAPTUIA B IKCMO3MLMOHHbIX M Pa3paboTOUHbIX
pasgenax GopMbl. B aHHbIX onycax 3aMeTHO NpeobnagaHune TMHeapHOro
ronocoBeAeHuns, rpadyHOCTU U3NOXKEHUS MYy3bIKaJbHOMW TKaHMW.

YepTbl HeOKaCCULM3Ma OBHaPY>KMBAKOTCA B TakUX MPOU3BEAEHMSAX, Kak «[TpuHOLeHMe
K nopTpeTy baxa» A. PomaHoBa (1985) n Pastoral ans opraHa, dnelitbl n opkecTpa
K. Wnnbaebaesa (1998). B HUX OTUETAMBO BbIpa>keHbl MOANPOHM3aLMa GaKTypbl,
rpadnyHOCTb M310XeHMA, obpaLleHre K CTPOrnM Kaaccmyecknm popmMam
N paLMOHaNNCTMYecKan ACHOCTb MbILLAEHMA.

CoBpemeHHble KOMMO3MLMOHHbIE NPUeMbl NMCbMa NpeacTaBaeHbl B CoHaTe
AnA opraHa v yetblpex antasp A. Vicakosow (1989), imnposum3aummn ana opranHa
A. VicakoBow (1987), KOHLEPTUHO Aa Kbla-KObObI3a, OpraHa 1 CTPYHHOTo opkecTpa
K. Wwnnbpebaesa (1979) n Fugion meditation C. Epknmbekosa (1998). B HUX KONOpUTHO
packpbiBatoTca HoraTble 3ByKOBble BO3MOXHOCTW OpraHa, B YaCTHOCTM CNOCOBHOCTb
UMUTUPOBATb HEe TOJIbKO 3BYKN MHOTUX MY3blKaJbHbIX MHCTPYMEHTOB, HO 1 NeHue NTuy,
WyM AepeBbEB.

B co3paHum oTevecTBeHHOro perepTtyapa BaXKHOe 3Ha4YeHne MMeno NaoL0TBOPHOE
COTPYZAHMNYECTBO KOMMO3UTOPOB M UCMONHUTENIEN, KOTOPOE NMO3BOANIO NMOCNEAHUM
rny6>xe NOHATb M TPAKTOBATb MYy3blKalbHbIA TEKCT, YTO MPUBENO K HOoNee 0CO3HaHHOM
W Bblpa3nTeIbHOM TPaKTOBKE COUMHEHUI. Tak, OpraHUCTbI, B3aMMOAENCTBYS HanpsamMyto
C KOMMO3UTOpPamu, yylle nepesaBan HLOAHCbl U SMOLMOHANbHbIV MOATEKCT
NPV UCNONHEHNN Npou3BeseHUI. [prMepoM NoAOBHOro COTPyAHNYECTBA MOXKET
CNyXunTb TBOpYeckoe B3anmogenctane mexay K. Lnnbaebaesbim 1 Bragnmmpom
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TebeHuxmHbIM (KOHLEPTMHO ANs Kbi1-KObbI3a, OpraHa n CTpyHHOro opkectpa, 1979),
A. PomaHoBbiM 1 Annen Kapacaesow («[puHolweHune k noptpeTy baxa», 1985),

C. EpknumbekoBbiM 1 I'. Hecnnbaesbim (Fugion meditaton, 1998), lN'ynbxaH Y3eHbaeBow
n NpuHow MaBpunexko (Bapvaumu ans oprana, 2020) bakmpom basxyHoBbIM

n V. FaBpunenko (Mpentoans, xopan n pyra, 2022) B CO34aHNM OPraHHbIX TBOPEHWNA.
Tak, obpaTHas CBA3b OT UCMONHUTENEN NPefoCTaBAfeT KOMMO3UTOPaM LiEHHYHO
MHOOPMaLMIO O TEXHUYECKMX BO3MOXHOCTSAX OpraHa. Besb B MMPOBOI KOHLLEPTHOM
NpakTuKe He CyLecTBYHOT ABYX OANHAKOBbIX OPraHOB, KaXAbl N3 HNUX HEMOBTOPUM.
Mo3TOMy TakK Ba>KHO 3HaTb BO3MOXHOCTN KOHKPETHOrO MHCTPYMEHTa, 419 KOTOPOro
cosgaeTca npounsBeAeHne. Hepeako opraHUCTbl NpeasiaratoT HecTaHAapTHbIE peLleHns,
naen NN TEXHUKN Urpbl, KOTOPbIE, B CBOKO OYepesb, BAOXHOBAAOT KOMMNO3UTOPOB

Ha HOBATOPCKME KOMMO3MLIMOHHbIE MOUNCKM.

Taknm obpaszom, ananor Mexzay aBTopamm U UCNOJHUTENAMIN cnocobeTByeT
MOCTOAHHOMY OBHOBIEHUIO N Pa3BUTUIO MY3blKalbHOTO A3bIKa, Aesasd ero bonee
TMOKNUM 1 aAanTUPOBaHHbIM K COBPEMEHHbIM BEAHNAM U TEXHUYECKMM HOBLUECTBAM.
KazaxcTtaHckune UCMONHWTENN He TONbKO BOMJIOLLLAIOT 3aMblCen KOMMO3UTOpa,

HO M aKTVMBHO y4acTBYIOT B TBOPYECKOM MpOoLecce, YTO MOBbIWAET UX NPOdEeCCUOHaANbHYHO
3Ha4YMMOCTb U MacTepPCTBO.

OpraHHble COUYMHEHWSA AEMOHCTPUPYIOT LUMPOKWIA XXaHPOBbIN AMana3oH TBOPYECKNX
MCKaHWI OTEYECTBEHHbIX aBTOPOB. ITO pPa3NyHble BUAbI KOHLEPTHbIX MPOU3BEeAEHN —
KOHL,epTbl, KOHLEPTUHO, PaHTa3nm, KaHTaTbl N pa3BePHYTbie MPOrpPaMMHble COUNHEHWA.

B Lenom B 3TOT NneproA opraH 6bi1 OKOHYaTEeIbHO NPU3HAH He TObKO Kak
CaMOCTOATENbHbINA KOHLEPTHbIW, HO U aHCamMb1eBbIN MHCTPYMEHT. Hannume HeobblUHbIX
KOMOWHaLMA MHCTPYMEHTOB (OpraHa C Kbl1-KobbI30M, OMOpPOW, CbibbI3rbl, GAENTON,
NnTaBpamu), NPUMEHAEMbIX Ka3aXxCTaHCKMMK aBTOpamMu, 0603HaunA0 HOBbI€ TOPU3OHTI
B chepe TeMOPOKONOPUCTUYECKMX NCKAHWI.

B KoHuepTnHO ans Kbin-kobbi3a, opraHa n ctpyHHoro opkectpa K. LnnbaebaeBa
ybeanTenbHO NpescTaB/ieH OnbIT B 061aCTN CMHTE3MPOBaHWA TEMOPOB NHCTPYMEHTOB
BOCTOYHOM 1 3anagHon Tpagnumi. ViccnepoBatenb TaTbsiHa Xap/iaMoOBa CUMTAET,

YTO «OAHOWN U3 XapaKTePHbIX OCOHBEHHOCTEN KOMMO3UTOPCKOro TBOPYECTBA CTaNo
COBMeLLEHME HALMOHaNbHOTO 1 €BPOMNENCKOro MHCTPYMEHTapMA Ha OCHOBE CaKpabHbIX
byHKUMI (HanpumMep, Kbin-kobbiza 1 opraHa)» (30). OpraH v Kbin-kobbi3, obnagas
0CO6bIM CEMaHTUYECKUM 3HaUYeHMEM B ABYX Pa3HbIX Ky/JbTypax, rAPMOHNYHO AOMONHAIOT
3By4aHwue Apyr Apyra, TeM cambiM CMOCOOCTBYHOT BOMJIOLLLEHNIO aBTOPCKOrO 3amblC/a.

B ocHOBHOM opraH BbINOAHAET GYHKLMKO aKKOMMaHEMEHTa, rapMOHNYEeCKM
NoAAep>XXMBaeT rMaBHYH TeMy Y Kbl1-KObbi3a, akyCTUUeCKM 3anoiHAA NPOCTPaHCTBO 3aa.
Mpwn 3TOM ero spkne TeMOpPOBbIE N TEXHUYECKME BO3MOXHOCTM COObLLatOT aHCaMb1ro

C KblJI-KOBbI3OM YHMKa/NbHOE 3BYYaHWe, CO34aBan rNyHboKnin MeXKyNbTyPHbIN
MY3blKaNbHbIl AWanor. 34ecb HarNA4HO OTPaXKeH CUHTE3 3aMafHOro 1 TPaAULIMOHHOTO
Ka3axCKOro My3blKaJlbHOTO MbILLUAEHUSA.

HaunoHanbHOe Hayano penbedHO NOKa3aHO B My3blKasibHOW TKaHW KOHLLepPTUHO:

B MapTUW KblJ1-KOObI3a OTYETANBO CAbILLIHBI 31IEeMEHThI KtoA «KepTosiFay», B CONbHbIX
3NM304ax opraHa — XxapakTepHble A5 Ka3axCKoW MeNOAMKM MHTOHALMOHHbIE MOTMBBI.
OfHOBpEeMEHHO MOWUCKM NyTelr NPeTBOPEHNA KIHOEBOTO TeMaT3Ma, CTPYKTYPHbIX
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0COHEHHOCTEN TPAAULIMOHHOM NHCTPYMeHTabHOM My3bikn B KoHuepTmHo K. LWnnbaebaesa
BeAYT K HOBaLMAM B KOMMO3ULMOHHbIX METOZaX M 060raLLeH0 COBPEMEHHOWN My3blKalbHOW
NpaKkTVKWN Yepes CANAHME HaLuMOHaNbHbIX MOTUBOB N COBPEMEHHbIX MY3blKa/IbHbIX
noaxonos. Kak otmeuatot KetereHoBa 1 HycynoBa, «HarjeHHble cpeacTBa CyLeCTBEHHO
060oraTuaM 1 OCBEXWUAN KONOPUT 3ByYaHWUA U B TECHOW B3aMMOCBA3M C APYTUMU
npuemMamu, Hanpumep, NOANPOHNYECKUMN CPpeAcTBaMU, GaKTypon, GOPMON N3N0XKEHWS
TOYHO M TOHKO OTPa3WAN Naj0NHTOHALMOHHYH OCOBEHHOCTb Ka3axckon MOHOANN» (36).

HaunoHanbHasa TeMaTrka, BOCXOAALAA K Ka3axCKomy GONbKAOPY, HAXOAUT
B KoHuepTtnHo K. WnnbaebaeBa opurnHanbHoe BonsoweHne. OHa NPUBHOCUT HOBbIE
YyepTbl: UMMPOBU3ALMOHHOCTb M BapUaLIMOHHOCTb, KOTOPbIe COOOLLAOT NPON3BEAEHNIO
M3BECTHY0 cBOBOAY B MOCTPOEHUWN MY3blKaNbHOW MbICAN. TW 3IEMEHTbI HE TONbKO
oboralatoT CTPyKTypy KOMMO3ULUKN, HO U NMO3BONAIOT UCMONHUTENSAM AEMOHCTPUPOBATh
TEXHNYeCKoe MacTepCTBO U Bblpa3nTeNbHble CNOCOBHOCTH, UTO 3HAUUTENbHO
yrnybnser smoumoHaibHOe BO3AENCTBUE Ha cywaTens. Kpome Toro, ncnoib3oBaHue
MMNPOBM3aLMOHHbIX N BapUaLMOHHbIX MPUEMOB AeNaeT KaxA0e UCNOJHEHNe
YHVKa/NbHbIM, MPEAOCTaBAAS BO3IMOXHOCTb A1 TBOPYECKON UHTEprpeTaLun.

B obnacTtv opraHoCcTpoeHMa NPOoAOMKAKOT yCrnewHo GyHKLMOHMPOBATh ABa
WHCTPYMEHTA, YCTaHOB/EHHble B ANMa-ATUHCKON KOHCEPBATOPMMW: KOHLEPTHBbIN
(1967) 1 yuebHbin (1971) opranbl drpmbl Alexander Schuke.

MprMeyaTeNbHO, YTO MOMUMO CBETCKOrO HanpaBaeHUs, akTUBHO AENCTBYHOLLErO
C MOMEHTa 3apOXKAEeHNSA OpPraHHOW KynbTypbl B KasaxcTaHe, BTOPOWM 3Tan xapakTepu3yeTcs
POXAEHNEM HOBOW TEHAEHLUNN — chepbl JYXOBHOrO OPraHHOrO MCMONHUTENbCTBA.
OcHoBaHveM A/q 3TOro NOCAY>KMNO0 BO3HUKHOBEHME OPraHOB B PUMCKO-KaTONNYECKMNX
cobopax ropogos KasaxcrtaHa (cm. Taba. 1).

Tabanua 1. OpraHbl, nossmBLUMecs B KazaxcTaHe Ha BTOpoM 3Tane pa3sutua (1975-1999 rogpbl)
B chepe AyXOBHOIO UCMONHUTENLCTBA.

lopoa, mecTtoHaxoXxaeHue lop, Ddupma- CrpaHa- HoBblit/paHee

MHCTPYyMeHTa YCTaHOBKU npoussoauTtesib npoussoaunTtesb VICI'IOHI:ByeMbIVI

KaparaHaa, Pnumcko- ?/1978? HewnssectHO JlntBa PaHee ncn.
KaTOIMYECKMI NPUXos,
Cesatoro Vocuda

AkTOb6€, PMcko-kaToanyeckuii | ?2/1979 HewnsBecTtHO JlntBa HewnsBectHO
npuxog Jobporo Mactbips

KokweTtay, Pumcko- 1948/1999 | Ludwik Monblwa PaHee wncn.
KaTosmyeckuii npmxog CBATOro Saganowski

AHTOHMA lMagyaHcKoro

KaparaHnga, MoHacTbipb opgeHa | ?2/1999 Walcker FepmaHus Panee ncn.
Bocbix KapmennTtok

boabwnmM AOCTUXEHNEM B npouecce 2 CnmBon «?» 0603HauaeT, YTO OpraH He HOB U ero
~ ~ HaCTOHU.LMIz BO3pacT HeN3BECTEH. BTOpaﬂ AaTa
CTaHOBJIEHNA HaLl'VIOHaIIbHOM OpraHHOM (qepe3 CMMBOA «C}'IBLU») yKasblBaeT Ha roj, Kkorga
KynbTypbl CTano nosasneHne B 1988 roay opraH 6bi1 NPUBE3EH B PECTYBANKY.

HOBOro opraHa cMMbOHNYeCKoro Tmna.
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B ot/AMume oT y>Ke cyLecTByrOLMX HA TOT MOMEHT OPraHOB B CTPaHe MHCTPYMEHT
dupmbl Rieger-Kloss, yctaHoBAeHHbIN B 3aaHnn KasaxkoHuepTa (HbiHe Kasaxckas
rocysapctBeHHas dpuaapmMoHus nmeHmn XXambsbinia), npeactaBasn cobon Bug opraHa,
NCMONHUTENBCKNI MOTEHLMaN KOTOPOro No CBOUM AMHAMUYeCKUM, TeMOpoBbIM
N PEerncTpoBbIM XapaKTePUCTUKAM — KONOCCAIbHOW WNPOTe AMHAaMNYECKOro Ananas3oHa,
6oraTcTBy 3ByKOBbIX KPAaCOK, TOHa/lbHO-COHOPHOMY OXBaTy — Obl1 CONMOCTaBUM
C BO3MOXHOCTAMM 60NbLIOTO CMMPOHNYECKOro opKecTpa.

VicnonHutenbckasa featenbHOCTb opraHnctoB KasaxcrtaHa Ha BTopom atane (1975-1999)
noslyymna 3ameTHOe pa3BuTUe. ITOMY CNOCOHCTBOBANO MOABAEHME HOBbIX UMEH:
Anua KapacaeBa (yuyeHunua Bnagnmunpa TebeHunxmHa), byayum nepBori OTeYeCcTBEHHOM
XXEHLLMHOWN-OPraHNCTKon, nonyymna 6azosoe obpasoBaHue B Aama-ATMHCKOM
rocyAapCcTBEHHOW KOHCepBaTOPUKW 1 NPOAOKMAa ero B MOCKOBCKOW roCyiapCTBEHHOM
KoHcepBaTopuu nMeHu [1. W. Yarkosckoro y npodeccopa JleoHnaa VicaakoBuua
PoriamaHa. bosiblivM cobbITMEM ABMIOCH HaYao Nneaarornyeckon gestenbHoctn MNabuta
Hecunb6aeBa, BbinyckHnka MIK nmenn M. V. Yankosckoro v yueHuka J1. . Pon3smana,
B AnMa-ATUHCKOM rocyjapCTBeHHOW KoHcepBaTopun. CucteMatnyeckmne BbICTyMNIeHNs
My3blkaHTa Ha cueHe Ka3axckow rocyaapcTBeHHOM dunapMoHum nmenmn XXamboina
3HauMTeNbHO 0boraTuaM N pasHOObpa3nan KybTypPHYHO XU3Hb ropoga (cMm. puc. 1).

Puc. 1. Ypok B MockoBckoi koHcepBaTtopun. J1. U. Poliaman, T. T. Hecunbaes,
. A. Canvesa, B. A. Munnep. ®oto 13 amyHoro apxusa I. T. Hecun6aea. 1984-1985.

Taknum obpa3om, opraHHOe NCKYCCTBO, Byayun YacTbto 3anasHOM My3biKabHOW
TpaauLMK, 3aHAN0 AOCTONHOe MecTo B Ka3zaxcTaHe.

MepBbIi NOAOGHbIV UHCTPYMEHT noasuacs B . AkTobe,
B PrMcko-kaTonmyeckom npmxoge Jobporo Mactbips
B KoHLe 80-x rogos XX Beka. Cnefom npeactanu elle Tpu
WHCTPYMEHTa, OPUEHTUPOBAaHHbIE Ha CONMPOBOXAEHME
6orocny>xeHunin: B PUMCKO-KaTONMYECKOM NPUXOAe
Cesatoro Nocuda (r. Kaparavga, koHey, 1980-x),

B MoHacTbipe MNpecsaTon Tpowukl n HenopoyHoro -->
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opraHa cumboHunyeckoro tnna B 1988 roay.
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Obnapas 60/1bLIMM 3BYKOBbBIM Mana3oHOM U paclUMpPeHHbIM COCTaBOM PernmcTpos,
opraH uyexocnoBaukoi ¢pmpmbl Rieger-Kloss nmen Ha TOT MOMEHT CONMAHBIA NOTEHLMAnN
419 YCNeLWHOro pa3BuTA OpraHHOro nckyccrea B KasaxcraHe. YcTaHOB/IEHHbIV
nepBOHayabHO Ha cueHe KasaxkoHuepTa, KoTopbi B Hadane 2000-x rof4oB NOMeHsICs
38aHnAMM ¢ Kasaxckon rocyAapcTtBeHHON unapMoHven nmern XXambbina, opraH 6bi

nepenHTOHMpPOBaH NnLWb ogHaxabl, B 2003 roay.

Mpouecc 3akasza 1 yCTaHOBKN GUAAPMOHNYECKOTO MHCTPYMEHTa Bbln conpsiXeH
C TPYAOEMKOWN MOAFOTOBUTE/IbHOW OpraHn3aLMOHHOM paboTo, CBA3aHHOW
¢ npoBeseHneM B. V. TebeHUXUHbIM, BeAYLLIMM KOHLLePTUPYHOLLMM OPraHUCTOM
KazaxcTaHa, NneperoBopoB 1 yTBEPXKAEHNEM AMCMO3MLMM OpraHa. YCTaHOBKa HOBOTO
opraHa ctajsia OrpOMHbIM COBbITUEM B KYyNbTYPHOM MPOCTPAHCTBE PeCnybnKU.
BHyLUINTEILHOE KONIMYECTBO racTpoiel 3apybeskHbIX My3bIKaHTOB, PETYISPHbIE KOHLIEPTHI
OTEYECTBEHHbIX OPraHUCTOB — BCE 3TO CTa/l0 HEOTLEM/IEMOM YaCTbHO OPraHHOW XKU3HM

Anmarbl.

KoHuepTHas npakTvka obpena HOBbIM UMMYAbLC K AanbHeNwweMy pocTy. Tak, B Aamatbl
C KOHL,epTaMu 1 MacTep-KaaccaMmun peryasapHoO npuesxanu N3BeCTHble OpraHnCTbl

n3 Poccum n EBponbl — ApTypo
Cakettn (Mtanus), Hagexaa bakeesa
(Poccus), Oner AHueHko (Poccus),
Fappwu MNpoabepr (Poccus), SleoHns
PoramaH (Poccusa) n mHorve gpyrue.
3TV MeponpuAaTUA NpUBAEKaan
BHUMaHWe cayluiaTtesnen, cnocobcTeya
Ky/IbTYyPHOMY OBMeHy W1 akTMBMU3aLmm
NCNoNHUTeNbCKOWN feaTenbHocTn. Cpean
y4yeHukoB B. TebeHnxmHa, LOCTONHO
npeAcTaBAABLUMX €ro Kaacc, OTMETUM
EsreHunsa BaHrnepa, basaH Typaanvesy,
Maxnypy XyHycoBy, Aamaca v baviranu
Cepkebaesblx, EBreHuns Nepebeesa.
YpoBeHb NCNONHUTENbCTBA POC
Ha NPOTAXEHUWN BCEX 3TarnoB pa3BUTKA
My3blKaNbHOro nckycctea. . Hecunbaes
Nno npaBy CYMTAETCA NEPBbIM OPraHUCTOM
B pecnybauke, KTO BBeN B MPaKTUKY
nposeseHne TeMaTuyeckmnx KOHLEPTHbIX
OpraHHbIX LIKAOB B GUAapPMOHUN.
K npumepy, nm 661110 CNOAHEHO
15 KOHUEpPTHbIX MPOorpaMm, OXBaTUBLLNX
BECb OOLUMPHbIV OpraHHbIN penepTtyap
WNoranHa CebacTtbaHa baxa. B MvpoBou

3avatna opaeHa bocbix Kapmenutok (r. KaparaHaa,
KoHeL, 1990-x) 1 B PUMCKO-KaToNMYeCKOM Npuxoge
CeaTtoro AHToHMA MagyaHckoro (r. KokiweTay, KoHel,
1990-x).

B pesynbTrate k koHUy XX Beka B KazaxctaHe

B JIOHe KaTOIMYeCKO LiepkBU GyHKLIMOHUPOBaNm
yeTblpe UHCTpyMeHTa. K coxaneHunto, 60NbLINHCTBO
JJOKYMEHTOB O MPOUCXOXAEHNN OpraHoB

1 BPEMEHMW UX YCTaHOBKU 6bla10 yTepsaHo. Mo 3ToM
NpUYnHe MHOTUe AeTann, CBA3aHHble C UCTopUel

UX NOABNEHNA, OKa3aNCh HeJOCTYMHbI 417 U3YyYEHUS.
M3BecTHO, UTO BCe BbillenepeyncNeHHble MHCTPYMEHTbI
6b1/1M MPVBE3€EHbI U3 eBPOMENCKUX CTPaH, OpraHbl
6bINM He HOBbIE 1, COOTBETCTBEHHO, TpeboBann
pecTaBpaLuy 1 TLWATEeNbHOrO yxoza.

BBungy oTCyTCTBUSA H6AaronpuaTHbIX KAMMaTUYECKNX
YCNOBWIA ANS MOAAEP>KaHUA paboyero cocTosHUs
WHCTPYMEHTOB OCTPO BCTana npobiema Hanmuums
OpraHHbIX MacTepoB MO yX0A4y, PEMOHTY W HacTpolike
MHCTpyMeHTOB. OZHaKo He Bcerga 3To NpescTaBasnoch
BO3MO>XHbIM. Hepesko 3a opraHoM yxaxueasam
CAYXKUTENW LLepKBU UAKM MOHACTLIPSA. 3a4yacTyto

BO BpeMs 6OroCy>KeHWI Ha MHCTPYMEHTE Urpam
npuxoxaHe, He MetoLLe NPOdeccroHaNbHOro
My3blKaNbHOrO 06pasoBaHms.

B pe3ynbTaTte CIOXMBLUNXCA OBCTOATENLCTB

B HacTosLLee BpeMS 3TV OpraHbl HaXoAATCS

B YNajHNYEeCKOM COCTOSAHWUW. Y HEKOTOPbIX U3 HUX
leMOHTMpPOBaHa rnejasb, TO €CTb NejanbHble KNaBuLLN
OTCYTCTBYHOT. B pabouem coCTOAHMN HaxOAATCA NLLb
HeCKOJIbKO PerncTpoB u3 Bcen Ancnosmunn. OTMeTnm,
YTO BCE YeTblpe MHCTPYMEHTA UMEHOT NMHEeBMaTUYeCKYHo
TpakTypy ¢ 3¢pdeKkToM 3anasjbiBaHNA 3BYKa,

4TO 0COBEHHO APKO OTPaXaeTcs B LLlePKOBHOW
aKycTuKe.
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MCMONHUTENbCKON NPaKTUKE MOXHO Ha3BaTb /NLLb HECKOIbKO MMEH M3BECTHbIX
OpPraHuCTOB, KOTOPbLIM YAan0Ch BOMAOTUTb JaHHbIN aMOMLIMO3HbIA NPOEKT B peaNbHOCTb.
Cpean HMX Ha30BEM COBPEMEHHbIX PYCCKMX OPraHnCToB: EBreHunto JlIncmubiHy,
AnekcaHgpa ®ucerickoro n KoHctaHTMHa BonocTHoBa. B 3TOM CBA3M OCYLLECTBAEHHbIN
3ambicen . HecunbaeBa MOXeT oLeHMBaTLCA Kak 3HaUMMOe 1 BecoMoe cobbiTme
B CTAHOBJIEHUWN OPraHHOro nckyccrea KasaxcraHa.
Ha saHHbI MOMEHT My3bIKaHT B/aZeeT OrPOMHbIM OpraHHbIM penepTyapoM,
B6MpatoLwmm B ceba He TOIbKO MHOTOUNCAEHHbIE NPON3BeAeHNA HapOoKKo,
HO 1 COYMHEHMA MaCTepPOB POMaAHTMUYECKOrO Nepnoaa, COBETCKMX aBTOPOB U Mbec
COBPEMEHHbIX KOMMO3UTOPOB, B TOM YMC/Ie U Ka3axcTaHCkuX. Ero negarornyeckas
AeATenbHOCTb B Ka3axckow HauMOHanbHOW KOHCepPBATOpPUM MMeHn KypmaHrasbl,
yCMeLHO NPOAO/KAOWAACA Ha MPOTAXEHUN BOT y>xke bonee 30 fieT, Takke NPUHOCKT
NNOAOTBOPHbIE pe3ynbTaThbl B Ae/ie MOArOTOBKM NPOodeccnoHaibHbIX CreLnaamncTos.
Ocobo cnepyeT OTMETUTb KOMMO3UTOPCKYHO AeATenbHOCTb . Hecnnbaesa.
YTto KacaeTcs XXaHpPOBOro pasHoobpasuns, To 061acTb opraHHbiXx 06paboToK NonoaHAeTCs
ero pabotamu. B 1990-e roabl OH co3saeT NepenoXKeHMsa Ka3axCKmMxX N KblPrbi3CKMX
HapoAHbIX NeceH — «Tpun necHn Abas», «/lBe paHTa3nm Ha TeMbl NeceH AxaHa-Cepa»,
a TaKxe aganTupyeT Ana opraHa 3ByyaHue «Kasaxckoro Banbca» Jlatbidpa Xamuan.
[JaHHble MUHWATIOPbI BNOCAEACTBUN CTaHYT JOCTOMHBIM YKpaLLEHWEM KOHLIePTOB
opraHucTa He TONbKO B pecnybvke, HO 1 3a pyHexxom.
MoSABAAOTCSA HOBbIE COUMHEHMA KPYMHON GopMbl Ans cono opraHa: CoHata
A. lyHauapckoro (1976), KoHuepTt ana opraHa O. lennbdyca (1976), «[MprHoweHwne
kK noptpety baxa» A. PomaHoBa (1985), VimnpoBu3auus ans opraHa A. Vicakosoii (1987)
n Fugion meditation C. EpknumbekoBa (1998). Co3aaHune KpynHon Gopmbl 3HaMeHyeT
cobow, Ha Hall B3rnaJ, HOBYHO BEXY B Pa3BUTUK, KOTOPas AeMOHCTPUPYET ryOuHy
XYAOXXECTBEHHbIX 3aMbIC/I0B Ka3axCTaHCKMX KOMMO3MTOpoB. OUeBUAHO, YTO OHU
CTPEMATCA BOMAOTUTb KaPTWHbI peasbHON AeCTBUTENbHOCTH, NOKa3aTb Npobaemsl
MWPOBOTro MacluTaba, oTpaxkaroLe CTONIKHOBEHNE N Pa3BUTUE NMPOTUBOMOIOXHbIX
Hayan. JaHHbIM COUMHEHMAM CBOMCTBEHHO AManekTMyeckoe pa3BuTme, rae HenmpemMeHHo
MPVCYTCTBYIOT HapacTaHWe Hanpa>XXeHWs, BO3HWKHOBEHWE KOHPIMKTa U ero paspeLueHme.
Takxe MMeHHO BO BTOPOM 3Tarne BrnepBble POXAAKOTCA NMPON3BEAEHMSA, TAe OpraH
MCMNONb3yeTCA B COCTaBE Pa3/iMUHbIX aHcaMbien. ApKMMY NpuMepamMmmn MoryT Cy>KUTb
KoHuepTnHO ans Kbin-kobbi3a, opraHa n ctpyHHoro opkectpa K. Lnnabaebaea (1979),
CoHarta ana opraHa n yetblpex sntaBp A. Micakosown (1989), a Takke Pastoral ana oprana,
dnenTbl n opkectpa K. Wunbaebaesa (1998).

3aknroueHue (BbiBOAbI)

OteuecTBeHHas opraHHas My3blka, 6yay4yn YaCcTbFO MUPOBOW MY3blKaabHOW KYAbTYpbl,
HeM3MeHHO CBfi3aHa C UCTOPUYECKMMU, KYNbTYPHBIMU M COLIMANbHBIMN KOHTEKCTaMM
pervoHa, rae oHa pasBuBanach. KasaxcraH, C ero MHOTOBEKOBOW MCTOPUEN U YHUKANbHBIM
Ky/NIbTYPHbIM MHOroObpa3unem, npeactaBaset coboin apkoe sBAeHME A5 U3YyYEeHUs
OopraHHoro nckyccrea. M3bpaHHas chepa He OrpaHNUYMBAETCS TOAbKO UCMONHUTENBCTBOM,
HO BKJ/ItOYaeT B cebs nccnesoBaHme NCTOPUN OPraHOCTPOEHMA N IBONHOLNM MY3blKaabHbIX
KOMMO3ULMK, a Tak)Ke B3aUMOZENCTBNE My3blKaNbHbIX Tpaanumnin Boctoka n 3anaga.
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TBOpUeckmne NcKaHMA Ka3axCTaHCKMX KOMMO3UTOPOB B 061aCTN My3blKalbHOrO A3bika
N COBPEMEHHOM TEXHWUKMN MUCbMa N AOCTUXKEHNS OPraHMCTOB Ha KOHLIEPTHOM 3CTpaje
onpeAenvan AaHHyto chepy Kak 3Ha4MMYyHO He TObKO A8 OTeUYeCTBEHHOM Ky/bTypbl,

HO 1 A5 MMPOBOTO MY3blKalbHOro NpPocTpaHcTBa. OueBMAHO, UTO pa3HOObpa3Hblie
BJAVSAHNA €BPOMNENCKON M HAaLUMOHabHON TpaaMLIMIA OKa3anu NioL0TBOPHOE BO3AeNCTBME
Ha pa3BMTWE OPraHHOrO MCKYCCTBa PecnybanKkn 1 No3BONAKOT CUNTATb €r0 HEOTbEMIEMON
YacTbto KYyNbTYPHOrO AManora.

MoabITOXMBas, HEOHXOAMMO OTMETUTL, YTO B OPraHHOM MCKYCCTBE paccMaTpuBaeMoro
nepuogza Npon3oLwWwnmn KapAnHanbHble M3MeHeHWs. BTopoli 3Tan pa3Butus opraHHOro
nckycctea KazaxcraHa xapakrepusyetcs BOSHUKHOBEHMEM HECKONbKMX TEHAEHLMNIA.
MNepBas — cBA3aHa C yBENMYEHMEM YNCNA OPraHOB, YTO 0BYCI0BAEHO POCTOM KO/IMYECTBa
KaTONMYeCKMX LepKBen 1 nx baarococtosHnA. Ecam B nepBoM nepnose HacunTbIBaAoCh
TO/IbKO ABa opraHa (06a B AiMa-ATUHCKON KOHCEPBATOPUN — KOHLEPTHbIV U YUYeOHbIN),
TO BO BTOPOM — MOSABW/IOCH €eLlie NATb MHCTPYMEHTOB: YeTbIpe B PUMCKO-KaTONNYECKUNX
uepkssx (KaparaHaa, Aktobe, KoklueTtay) 1 Oa1H KOHLEPTHbIV opraH B AnMa-ATUHCKON
durnapmoHum. Takum 06pa3om, KOHLLepPTHas BETBb OPraHHOro NUCKyccTBa pybexa XX Beka
cTana GyHKLMOHNPOBATb He TONbKO B ropoge Anmartbl, HO 1 B KaparaHge, Aktobe
n KokLeTay.

Bropas TeHAeHLMA OTMeYeHa POXAEHNEM HOBbIX UMEH B UCMOJIHUTENbCTBE.
MNpuMeyaTensHO, YTO BO BTOPOM 3Tarne NosiBUANCH NepBble NPopeccnoHanbHble
HaLuWoHanbHble Kaapbl. baarogapa LeneHanpaBaeHHOW U NPOAYMaHHOM Nneaarornyeckom
AeATenbHoCcTU B. TebeHMxMHa HeCKOIbKO BbIMYCKHMKOB-MUAHUCTOB KOHCEPBATOPUN
MMenn BO3MOXHOCTb MONYUNTb CneLmanbHoe obpa3oBaHne opraHucTa. Apkve nmeHa
3TOro BpeMeHn — Bnagumup TebeHnxmH, Anns Kapacaesa n labut Hecvnbaes —
COCTaBWUAM TPMaZy OpraHHOro nckycctea KasaxcraHa BTOpoW NonoBuHbl XX Beka,
AOCTOMHO NMpPeACTaBAAs Ka3axCTaHCKYH OPraHHyHo LKoY He TO/IbKO B pecnybauke,

HO ¥ 3a ee nNpejenamu.

B pa3BuTMM KOMMNO3UTOPCKOrO OPraHHOro TBOpPYEeCTBa 0603HaUNANCL Cneunduyeckme
yepTbl. O60OraTMB OpraHHbIN penepTyap o6paboTkaMm NeceH pas3iyHbIX HAPOAOB
B MepBOM 3Tane, OpraHHoe TBOPYeCTBO KOMMNO3MTopoB KasaxcraHa noONosHMAOCH
COJIbHbIMM OMNyCaMu 1 NPOU3BEAEHNAMM C y4acTMeM opraHa B aHcambne. Tak 6bin
OCyLLeCTBNEH CBOEOHPa3HbIM «MPOPbIB» B CTOPOHY PacLUMPEHUNS XaHPOBOTO AMana3oHa
n yrnybnaeHns B HauMoHanbHyro cneunduky. Mpun BcéM MHOroobpasnm BONAOLLLEHNS
NPoWn3BEeAEHNA AN OpraHa OTeYeCTBEHHbIX KOMMO3UTOPOB OOHaPYXXMBAKOT CXOAHbIE
YyCTOMUMBbBIE YePTbl: MPOSABAEHNE NPOrPaMMHOCTH, XXaHPOBOW XapakKTePHOCTH, 3N1EMEHTbI
CHOUTHOCTW M BapUaLMOHHOCTX B KOMMO3MLMN. BMecTe € TeM B KOHLEPTHbBIX COUYMHEHWNAX
nojyepKMBaeTCs TEXHNYECKas CNOXHOCTb N BUPTYO3HOCTb CONMPYHOLLEN NapTun.
KoHuepTHble npon3BeaeHns GaHTa3MMHO-NO3IMHOrO TMMNa NpeACcTaBAfoT cobown
B 6O/NbLUMHCTBE C/lyYaeB OAHOYACTHYHO KOMMNO3ULMIO C APKMM NPOrpaMMHbIM 3araaBreMm.

Mounckmn KasaxcTaHCKMX aBTOPOB, OCMbICIEHNE CNELNPUKN OPraHHOro 3By4YaHums
N cTpemeHre 06befNHUTL 3aKOHOMEPHOCTN eBPOMNENCKOro My3blKalbHOIo NMcbMa
C 0COBEHHOCTAMU HaLNOHaNbHbIX TPAAULIMA B OPraHHOM My3blKe B MEPUOZ €ro
CTaHOBJ/IEHNA HaMEeTUW HOBble MYTN Pa3BUTUA KOMMO3UTOPCKOro TBOPYECTBa Ha pybexe
cTonetui. B ykasaHHbIN Nneproj B apceHan Ka3axckom My3blKaabHOW KAacCMKM Obi
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BBEeZAEH HOBbIN BMA HaLMOHaNbHOrO MCKYCCTBA — OPraHHOE UCKYCCTBO, OCHOBaHHOE
Ha rnyboKOM yCBOEHMM HapOAHO-HaLMOHaNbHbIX OCHOB. B pe3ynbTaTe B pecnybanke
YCMeLWHO NPOLLEen NPOoLLecC ero aganTaLuu.

WccnepoBaHme opraHHoro nckycctea KasaxctaHa B KOHTEKCTe M3bpaHHOro
MCTOPNYECKOrO Nepurosa C PpacCMOTPEHMEM TPEX KOMMOHEHTOB OPraHHOW KyAbTypbl —
OpraHoNorm, UCMOAHUTENBCKOW NPAKTUKN N KOMMO3UTOPCKOW AeATENbHOCTYN —
OTKPbIBaET LUMPOKNIA CNEKTP HayUHbIX MEPCNEKTUB MU NO3BOASIET NONYUNTb r1yHokoe
NOHWMaHVe Pa3BUTMA OPraHHOW TpaaMLMK B CTpaHe. Takou Noaxo4 cnocobcTeyeT
He TO/IbKO CUCTEMHOMY OCMbICJIEHNIO OTAE/IbHbIX COCTaBAAOLLNX OPraHHON Ky/bTypbl,
HO W BbISIBJIEHNIO B3aMMOCBA3EN, KOTOPble Onpeaensnn cneumdmrky opraHHOro NCKyccTBa
Ha pa3HblX 3Tanax ero CyLlecTBoBaHusA. MepcnekTMBbl AasbHENLLIEro NCCNef0BaHNS
3aKIHOYAKOTCA B U3YYeHUM CaeaytoLLero Tana, oxasatbiBatoLlero nepuog ¢ 2000-x rogos
Mo HacTosLlee BPEMS, a Tak)Ke 0COBEHHOCTEN NCMONHNTENbCKOW MHTeppeTaLmum
OpraHHbIX COYMHEHWNIA apTUCTOB Pa3HbIX MOKONEHWNIN, MOCKO/bKY NU3YyYeHNe CXOACTB
B Pa3/INYHbIX TPAKTOBKAxX OAHOMO 1 TOTO e NPON3BEAEHNSA ABNSETCS OCOOEHHO BaXKHbIM
N aKTyaNbHbIM.
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AnHotaums. CerogHa apxuHasa potorpadus KasaxcraHa XIX — Hayana XX Beka Bbi3blBaeT NpuctasbHoe
BHMMaHWe CreLmansncToB 1 LMPOKON 06LWecTBeHHOCTU. IcTopus B3aMMOOTHOLLEHWUA XXMBOMUCH

n poTorpadmu, NCnob3oBaHve NOCAeHEN B CO3aHUN LWeeBPOB 1N306pa3nTeNbHOro NCKYCCTBa
KazaxcraHa ctaHOBATCA 3HaUMMbIMK NpobaemMamMn COBPEMEHHOIO OTe4eCTBEHHOIO UCKYCCTBO3HaHMA.

Llenbto cTaTby ABASETCA OCMBbICTEHWE GoTorpadun Kak pecypca Ans MUPOIOrMUYecknx KOHHOTaL M

W aKkTyanm3aumm KyabTypHOR NaMATU B rofibl CTAHOBJIEHWSA XXMBOMWUCHOW LIKObI KazaxcTaHa

W B XyZ0XKECTBEHHbIX NMPaKTUKaxX COBPEMEHHbIX Ka3axCKunx MacTepoB. B ¢BA3M ¢ NocTaBAeHHON Lie/blo
3aflaun CTaTby OMpPeAENAIOTCA Kak PacCMOTPEHME NCMONb30BaHUA GpoTorpadrn B U306pasnTesibHOM
NCKYCCTBE COBETCKOTO MEeproga v ee posib B OTpaKeHWn TpaHchopMaLm bbiTa 1 NMosiBEHNS HOBBIX
repoes; ncciegoBaHne GoTorpadun kak UHCTPYMEHTa COBPEMEHHbIX XY0XKECTBEHHBIX MPAKTUK; BbIBAEHVE
ocobeHHocTel paboTbl ¢ poTorpadueli B TBOPUECTBE COBPEMEHHBIX XMBOMMUCLIEB.

OCHOBHbIM METOA0M UCCNEA0BaHUA ABAAETCH NCKYCCTBOBEAUECKNIA aHan3 N3bpaHHbIX MPOU3BEAEHWA.
[ns OCMBICNEHNS XXMBOMWCK CTAIMHCKOTO NEPUOAA U MPOSIBAEHUS B HE UAEOOTMYECKOTO ANCKYPCa 3MOoXu
NCMONb3YyeTCs CTPYKTYPHO-CEMMNOTUYECKNI METO,. BbisBneHe ocobeHHOCTEW anponpuaLnm apxMBHoOM
doTorpadun coBpemMeHHbIMU XyJ0XKHVKaMU Kak pedaekcum KONNEKTUBHONM TpaBMbl MOBAEKIO 3a COOOM
obpallieHne K NOCTKONOHMaNbHBIM HanpaBaeHUAM NCTOPUYECKOTO 3HaHWs. Posib oTorpadum ocmbicaseTcs
C NO3MLMM BU3yaNbHbIX UCCAEA0BAHWI U U3YYEHUS NMaMSATH, NMO3BONAIOLLMX PACKPbITh MCMONb30BaHME 3TOr0
Mezua AN pernpe3eHTaLMmn NpOoLLIoro.

BbisiBeHO, UTO B3aMMogencTBre poTorpadurm 1 SKMBOMUCK ABASETCA BaXKHOM XxapakTepUCTUKON obpasHol
CUCTeMbI BU3yabHOM KynbTypbl KazaxcTaHa, UTo MO3BO/IAET paccMaTprBaTh 3TOT PeHOMEH Ha PasNnYHbIX
CTafuAx ero BomnoLleHns B nckycctee. ObpallieHune k poTorpadum nepuoga Totaamtapmsma gano
BO3MOXHOCTb XYZOXKHNKaM YCTaHOBUTb CBA3b C MCYe3atoLUM 0HANKOM MPOLLAOro ANs BU3yanmn3aLmm
apXeTVNOB HaLMOHaNIbHOrO MbILLIEHUS B paboTax coLpeanncTuyeckoro 6bIToBOro xaHpa.

CoBpeMeHHas BU3yanbHas KyabTypa OTpakaeT MpoLLecCbl 0CO3HaHUA TPaBMaTUHECKOro OMnbiTa COBETCKOro
nepuoga. lNocrosHHasa paboTa NOCTNaMATK, OCHOBaHHaA Ha anpornpuaLmMmn apxvBHbIX GoTorpaduii

1 NPOV3BeseHNIA COBETCKOW PpoTorpaduyeckoit LKObI, CTana OAHUM 13 MOAXOA0B K POPMUPOBAHUNIO
ny6ANYHOW NCTOPWK, He CBA3AHHOW C MUGONOTM3MPOBAHNEM U MAECONOTUEN, 3anyCTMB NpoLecc
camongeHTndunkaumm. «BosspatueHne» k otorpadpum nytem GopmanbHOro coAMNKEHNA XMBOMUCHOM
KapTVHbI M Kajpa 1 NpoLecc XXMBOMUCHOW PEKOHCTPYKLIMM NCHE3HYBLUMX FOPOACKNX BUAOB C MOMOLLbHO
CTapbIX CHUMKOB Cly>KaT OCHOBOW A4 akTyanmsauum KyabTypHOW NaMATU U yCUNeHNa NaeHTU UKaLVOHHbIX
cTpaTerui.

Bknap aBTOpOB

C. X. KobxxaHoea — paboTa C apxvBamMu, aHa M3 MaTeEPUANOB, HaNMcaHne OCHOBHOIO TEKCTa CTaTbM,
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A. C. llapunoea — pa3zpaboTtka KOHLENLMN CTaTbW, HanncaHne aHHoTaLuuy, CTUANCTUYecKan pejaktypa
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AHgaTna. byriHri TaHAa MaMaHaap MeH KanblH XypTwbiabik XIX fackip MeH XX facblp 6acbiHAafbI
KasakcTaHHbIH, MypafaTTbik GOTOCYypeTiHe aca Ha3ap ayzapasbl. KeckiHaeme MeH GpoTocypeT apacbiHAafbI
KapbIM-KaTblHAC Tapuxbl, KazakcTaHHbIH, 6eilHeney eHepiHiH, >xayhapiapbiH >acayaafbl COHFbICBIH NanganaHy
Kasipri 3amaHfbl OTaHAbIK, ©HEePTaHYAbIH MaHbI34bl MacenenepiHe anHanyaa.

MakanaHbiH MakcaTbl — GOTOCYpPeTTi MUPONOTrMA/bIK KOHHOTaLMANAP YLWiH pecypc peTiHAe TYCiHy XoHe
KasakcTaHHbIH KeckiHAemMe MeKTeBIHIH KanbinTacy Xbli4apblHAa XXaHe Ka3ipri Kkasak webepnepiHiH kepkeMaik
ToXipubenepiHae MaaeHM xablHbl ©3ekTeHaipy. KolibiiFaH MakcaTka baiinaHblCTbl MakanaHblH, MiHAETTepi
KeHecTik ke3eHzeri beliHeney eHepiHAe GOTOCYPETTIH KOAAAHbINYbIH XaHe OHbIH, KYHAENKTI eMipaeri
e3repictep MeH XXaHa KeliinkepaepgaiH nanga 6onybiH kepceTyaeri peniH KapacTblpy; GoToCypeTTi 3amaHayu
KepkeMZik ToxipnbeHiH kypanbl peTiHAe 3epTTey; Kasipri cypeTLlinepAiH LWbiFapManapbiHAaFbl GpoTocypeTneH
XKYMBIC ICTey epeKLUeNiKTepiH aHbIKTay.

3epTTeyAiH Herisri agici — TaHAaybl WblFapManapAbl eHepTaHyablk Tangay. CTannHAiK Ke3eHHiH, KecKiHgeMeCiH
TYCiHY >KdHe OHAA AdYIPAIH UAE0NOTUANBIK ANCKYPCbIH KOPCETY YLUIH KYPbIIbIMAbIK-CEMUOTUKANBIK dAiC
KonaaHblnadbl. Kasipri 3aMaHfbl cypeTwwinepaiH, MyparaTTblk GOTOCYpeTTepai NeMAeHy epeKLuenikTepiH
VKbIMZABIK XapakaT pedaeKkcuachl peTiHAe aHbIKTay Tapyxu BiNiMHIH MOCTKONOHMANbIK BaFblTTapbiHa XYriHyre
akengi. DoTocypeTTiH, pesi BU3yansbl 3epTTey XaHe XaATbl 3epTTey TYpPFbICbiHaH Ty>XKblpbIMAaManaHfaH,

6y eTKeHgi beliHeney yLWiH OCbl MeAMaHbl NariAanaHy AeACbIH allyFa MyMKiHAIK 6epesi.

doToCypeT neH KeckiHAeMeHiH e3apa KaTblHackl KasakcTaHHbIH BU3yanabl MaAEHMWETIHIH, 6eHeni
SKYMECiHiH, MaHbI3abl cMnaTTaMackl 60bIn TabblaaTbiHbl aHbIKTaAAbl, 6y KyObIAbICTbI ©HepAe beliHeneyaiH
SPTYP/i Ke3eHaepiHAe kapacTbipyFa MyMKiHAIK 6epesi. ToTanntapusm gayipiHaeri dotocypetke 6eT bypy
CypeTLlinepre aneyMeTTiK-peanncTiK TYPMbICTbIK XXaHpAaFbl WbiFapManapza yaTTblk oinay apxeTuntepiH
e/1ecTeTy YLUiH ©TKEeHHIH, XXoFanbin 6apa xaTkaH 6eiHeciMeH balinaHbIC OpHaTyFa MyMKiHAIK 6epai.

Kasipri BU3yansbl MaAEHNET KeHeCTiK Ke3eHaeri XapakaTTblk TaXipnbeHi TyCiHy yaepicTepiH kepceTteai.
KeHecTik dpoTorpadumsibik MeKTENTIH MypaFaTTbik GOTOCYPETTEPi MeH LblFapManapbiH eMAaeHyre
Heri3genreH NOCTXaATbIH, TYPaKTbl XXYMbICbl ©3iH-63i aHblKTay YAepiciH 6acTali oTbipbin, MUdOAOrUANaHABIPY
KaHe ngeonormameH 6anaHbICTbl XOK KOFaMAbIK TapPUXTbl KaabINTacTbIPYAblH TOCIAEPIHIH bipiHe aiHanapl.
KeckiHaeme MeH KaapZbl PecMu TYpAE KakblHAACTbIPY apkblibl GOTOCYpeTKe «opasy» XaHe ecki Kagpiap
apKblbl XXOMbIIbIN KETKEH Kasa KePiHICTEPIH KeckiHAeMenik KaiTa Kypy YAepiCi MOAEHM XaaTbl XaHapTy
>KOHe CaMKecTeHaipy cTpaTernsnapbiH KyLLUENTY YLiH Heri3 604bl.

ABTOpnapablH, KOCKaH yaeci

C. X. Kob>xxaHoea — MyparaTreH >XXyMbIC >acay, MaTepranjap Tanzay, MakanaHblH Heri3ri MaTiHiH a3y,
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Keywords: photography, painting, cultural memory, modern artistic practices,
postcolonial, post-memory, self-identification.

Abstract. In the present day, archival photography of Kazakhstan from the 19th to the early 20th century
attracts keen attention from experts and the general public. The history of the interaction between painting
and photography, as well as the latter's use in creating visual art masterpieces of Kazakhstan, have become
significant issues in contemporary domestic art studies.

The aim of this article is to comprehend photography as a resource for mythological connotations

and the actualization of cultural memory during the formative years of the painting school of Kazakhstan
and in the artistic practices of contemporary Kazakh masters. In order to achieve this goal, the objectives
of this article are to: 1) consider the use of photography in the visual arts during the Soviet period

and its role in reflecting transformations in everyday life and the emergence of new heroes; 2) study
photography as a tool in modern artistic practices; 3) identify the features of using photography

in the works of contemporary painters.

The primary method of the study lies in art and historical analysis of selected works. To understand

the painting of the Stalinist period and the manifestation of the ideological discourse of the era within

it, a structural-semiotic method is employed. The examination of the unique ways of the appropriation

of archival photographs by contemporary artists into their work as a means of exploring collective trauma
has prompted a shift towards postcolonial perspectives in historical knowledge. The significance

of photography is explored through the lens of visual inquiry and the exploration of memory, providing
insights into the utilization of this medium for capturing the essence of the past. It has been discovered
that the interaction between photography and painting is a crucial aspect of the visual culture

in Kazakhstan, enabling the examination of this phenomenon at different stages of its artistic development.
During the period of totalitarianism, the use of photographs from previous years allowed to make

a connection with the fading nature of the past, providing the necessary “tactics” for visualizing

the archetypes of national thought in the socialist realist genre of everyday life.

Contemporary visual culture reflects the acknowledgement of the traumatic experience during the Soviet
period. Ongoing work on post-memory, based on the appropriation of archival photographs and works

of the Soviet photographic school, has become one the approaches to shape public history not tied

to mythologizing and ideology, and initiating a process of self-identification. The “return” to photography
through the combination of a painted canvas and a photographic frame, as well as process of reconstructing
lost cityscapes using old photographs, serves as a basis for preserving cultural memory and reinforcing
identification strategies.

Contribution of the authors

Svetlana Kobzhanova — work with archives, analysis of the materials, writing the main text of the article,
translation of the abstract.

Dilyara Sharipova — concept development of the article, writing the abstract, stylistic editing of the text,
compiling the used references.
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BBepeHue

TupaxxmpoBaHue poccuinckon nmnepckor potorpadum XIX — Hauana XX Beka,
3aneyaTt/eBLUeN NaHAWadTbl, apXUTEKTYPHbIE MaMATHUKM, MOBCEAHEBHYHO XWN3Hb Pa3HbIX
3THOCOB LieHTpanbHOM A3un, B coLManbHbIX CETAX, CO3AaHMNe CreLnanbHbIX CanTos,

Ha KOTOPbIX OHa AEMOHCTPUPYETCS, BbI3BaNO HEMOAAENbHbIN NHTEPEC N IHTY3Na3M
OrPOMHOrO KOANYecTBa nosib3oBatene. VickpeHH:Aa pagocTb OT obpeTeHns KOHKPEeTHbIX
JIVKOB MPOLLUAOro BO3BOAMUT CErOAHA NCTOPUYECKYHO poTorpaduio B paHr UCKYCCTBa,
KOTOpOe JapwT CUbHbIE SMOLIMM U XPaHUT AparoLeHHble KpynuLbl HaLMOHaAbHOTo
Hacneausa. 3TO NOABUraeT N nccaesoBatenen obpaTuTb caMoe NpPUCTasbHOe BHUMaHWe
Ha MpoLiecchbl NOSBAEHNA BM3yasibHbIX 06Pa30B, Ha NCTOPMIO B3aMOOTHOLLEHWN
xuonucu n dotorpadum, NPocNeanTb NCNOAb30BaHNE NOCAEAHEN B CO3A4aHNN
WweAeBPOB M306pasnTeslbHOro nckyccrea KasaxcraHa.

AKTyanbHOCTb CTaTbW CBA3aHa U C HEOOXOANMOCTbIO MPUMEHEHMNS AOCTUXEHWNI
BU3YyaNbHbIX NCCAEL0BaHWUM A MOHNUMaHWUA LWNMPOKOrO COLMOKY/IbTYPHOrO KOHTEKCTa
xmponucy KasaxcrtaHa XX Beka 1 COBpPeMEHHbIX BM3YyasbHbIX MPaKTUK.

Lienb paboTbl — cpoKycrMpoBaBLUMCL Ha BO3AeNCTBUM doTorpadmm Ha Apyrve Meama,
NOMNbITaTbCA OCMbIC/IUTL €€ POJib B OTEYECTBEHHOM BUM3Ya/llbHOM MUCKYCCTBE, PacCMOTPEB
ee Kak pecypc AN MUPONOrMyecknx KOHHOTaLMM 1 aKkTyaamnsaumm KyabTypPHOW NaMAaTu
B roZjbl CTAHOBNEHWS XMBOMUCHOM LLKO/bI Ka3axcTaHa 1 B Xy40XXeCTBEHHbIX NMPaKTMKax
COBPEMEHHbIX OTEYECTBEHHbIX MacTepOB.

NcTouHnkamm ans Hay4yHoM paboTbl CTanu Knaccmyeckme NponsBeAeHns XXMBOMUCHOM
wkonbl KazaxcraHa 3 poHAoB [ocysapcTBeHHOro myses nckyccts PK nmeHn A. Kacteesa,
doTorpadunm ns poHaos Myses aHTpononornm u sTHorpadumn nmenHn Metpa Benmkoro
(KyHcTkamepa) PAH n LieHTpanbHoOro rocygapctBeHHoOro apxmea PK, a Takxke KapTuHBbI
N NPOEKTbl COBPEMEHHbIX XyAOXHWKOB Ka3axcTaHa, 3aTparmsaroLime TeMbl NamaTn
M UCTOPUNYECKOWN TPaBMBbI.

[laHHasa cTaTba ABNAETCA MePBbIM UCKYCCTBOBEAYECKUM NUCCIe0BaHNEM,
HemnocpeACTBEHHO 3aTparvBatoLLMM npobaemaTnky poav potorpadumm B XXMBOMUCH
KazaxcraHa XX-XXI BB. K nccnesoBaHuio B3aMMOCBA3M Pa3anNyHbIX BU3yalbHbIX MPaKTUK
Mbl y>ke obpallannch B CTaTbe, PaCKpbIBatOLLEW efjMHble CTpaTernn B COBPEMEHHOM
XmBonucu un knHematorpade (Lapunosa n KobxaHoBa). BaxHbiMu ans Hawel paboTbl
CTanun pesysbTaTbl Hay4YHO-UCcnef0BaTenbckoro npoekta MOH PK «BusyanbHan
aHTPOMOIOrMA U UCTOPUA 06Pa30B KaszaxCTaHCKOM KyabTypbl XIX — Hauana XXI| Beka:
3BOIOLMNA N 0bpeTeHne cybbekTHOCTU» (ABBINXOXWH, 1 Ap.). B cTaTbe Mbl onnpannce
Ha NCTOpUYECKMe TPYAbl, MOCBALWEHHbIE N3YYEHUIO CTAHOBNEHWNA U Pa3BUTKA
KoNoHWanbHou dpotorpadum LieHTpanbHOM A3nn, N nccnefoBaHna BU3yanbHbIX
aHTPOMOJIOroB, paccMaTpuBatloLLMe 3TOT MaTepunan, a Takke COBPEMEHHbIe
doTorpadpuryeckme NpakTMKn B KOHTEKCTE MOCTKONOHMaNbHOro anckypca (Mpuvwenosa;
AbBaLwvH; YwaknH). 3Ha4nMMbIMK A8 OCMbICNeHNs deHoMeHa doTorpadum n ee
anponpuaummn XyAo>XXHUKamMun CTaan nccaefoBaHma, CBA3aHHbIe C U3yUeHneM Teopum
doTtorpadum (Bacunbesa). MNpu nHTEpNpeTaLnmn BU3yanbHOro 6aoka 6bia1 NPUMeEHEeHbI
ceMmoTuyeckme mogenu obpasa, paspabotaHHble P. baptom (bapT), 1 onucaHue
M. bypabé doTorpadmyeckoro noBeseHNs C NO3MLMIA COLMONOTN N aHTPOMONOT M
Kak couumanbHbIX npakTuk (Bourdieu).
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V3yueHne coBpemMeHHOM XMBOMMCK U contemporary art OCHOBbIBaNOCh Ha KOHLLEMLMSAX,
pa3paboTaHHbIX TeopeTkaMu memory studies, KOTOpble NO3BOAUAN MNOHATb NOTUKY
OMNUCaHWA MNPOLLIOTO Yepe3 COBPEMEHHOCTb, BbIABUTb NPobaeMaTunky yTpartbl
1 NpopaboTKM TpaBMaTMUECKOro OMbiTa Hallero Hapoaa B uckyccree (Nora; XupLu).

Pe3ynbratbl u guckyccumsa
B TBOpUecTBe HapoaHoOro xyaoxHuka Kazaxckor CCP AbbinxaHa KacTteesa,
NepBOMNPOXOALLIA Ka3aXxCKOW XMBOMUCKU, MacTepa-camoyudku, dotorpadus ceirpana
6onblyto ponb. Kak v gpyrne camogeatenbHble XyA0XKHUKN — AHpu Pycco nan Huko
MnpocMaHu, — OH akTMBHO ncnosb3oBan poTtorpaduto. NMprmepom Takoro cnocoba
paboTbl ABNAETCA OAHO U3 CaMbIX U3BECTHbIX MPOMU3BEAEHNI MacTepa, BOLIEALIMX B YNCNO
LeEeBPOB Ka3axCKoro UcKyccTBa. Peub naet o kaptmHe «JloeHne kobbianuy» (1936).
Xy[OXXHUK MOHTUPYET ABa BMAA: BOCMPON3BOANT KOHKPETHYHO CLIEHKY AOeHWS
Kobblany, a GOHOM AenaeT rpaHANO3HYHO NaHOpaMmy, LLeHTPOM KOTOPOW CTaHOBUTCS
[OM Ko4yeBHMKa — topTa. Kak BbliCHWa o4Ha 13 aBTopoB 31on ctaTbm C. KobxxaHoBa,
CyLLLeCTBYET KOHKPETHbIV BU3YyasibHbIN MCTOYHWUK 3TOTO NMOJSIOTHA — poTorpadus
«[opog Tpownuk. N2 37. M3 Kuprusckoin ctenu. loeHne Kobbia» (cM. puc. 1), KOTopyto
NouyTK NONHOCTbIO NnoBTopwua A. Kactees. EAMHCTBEHHOE OTAMUME — 3TO HeBoNbLINe
KOMMO3WULMOHHbIE N3MEHEHNA C Lie/1bto
e e cAenatb akLEeHT Ha ANNHHOW Yepese
; FOPT, ycuneHme 3toro obpasa brarosaps
nepeHocy B Apyroe meama (CM. puc. 2).
XKusonucel, kak 6yaTo CMOTPUT
Ha POAHOW MUP B ABOMHOM pakypce.
C OAHOW CTOPOHBI, KaK XyAOXHMUK,
CO3Jar0LLNIA PeaNNCTUYECKYH XXMBOMMUCH,
OH NPOCTO UCNOAb3YeT AaHHYHO
doTorpadputo, BOCNPOn3BOAA NPUMETbI

Puc. 1. «Topog Tpowuk. N2 37. 13 Kuprusckon " .
ctenu. [loenute kobbin». dotorpadus Ha noutosoii  OYAHEW. C Apyron — nokasbisaet

OTKpbiTKe. M3gaHne ®. U. 3aropckoro. NPOCTPaHCTBO, ONMpPasCb Ha COBEPLUEHHO
WHbIE TPAAULIMM 1 KOPHW, NepenHaymnBatoLLme
nersax B COOTBETCTBUM C HaLMOHaNbHOM
MOZEeNbo MUpa.

3/4ecb, eC/I BOCMOAb30BaAThCA
meTtogonorne Muwens ae Cepto (330),
MOXHO BbICKa3aTb NpPeAnoaoXeHNe,
yto A. KacteeB npuberan K Taktuke
«bpakoHbepCcTBa», NpuceanBas cebe
«MeTaHappaTMB» B BMAe O0PULMaNbHOM
doTorpadpumn. HeobxoanMMo oTMETUTB,
YTO AN1A XYZAOXKHMKA, KOTOPbIA caM nucan
B aHKeTe Coro3a XyAOXHMKOB «CaMOyuKa»,
KpalHe BaXHbIM CTaHOBUIOCb AOCTUYb

Puc. 2. A. Kactees. «[loeHune kobbianL». 1936. Xoncr,
macno, 69x89. FocysapcTBeHHbIN My3eli nckyccts PK
nmeHn A. Kacteesa. B CBOMX MONOTHaX peannctnyeckoro
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OTpaXkeHns AeNCTBUTENBHOCTM B pamMKax 3aZaBaeMon CTpaTernmn rocysapCcTBEHHOM
nponaraHAbl, HO MPY 3TOM OH NO3BOUA cebe co34aTb HOBOE MOJie, BKNAAbIBas

B NPOMV3BeseHNe COBCTBEHHbIE 3HaYMMble UAEN U UHANBUAYaANbHbIE NepPeXXMBaHUA.
Bo MHOrom 370 BO3MOXHO OTHECTU K TaKTUKe, KOTOpas NPUMEHAETCS «CnabbiMu»
ANA co3gaHna cBob6OAHOro NPOCTPaHCTBA IMYHOCTM BO «BPaXKaebHOM» OKpyXXeHuY,
NONIHOCTbIO CPOPMUPOBAHHOM MHCTUTYTaMu BaacT. C COBPEMEHHbIX MO3ULNIA

Mbl paccMaTpuBaeM ero paboTy yepes onmncaHHbl P. bBaptom punctum (46) kak
Henpeackasyembli c6on B BOCMPUATUN, BeAYLLMIA K CABUTY B CMbIC/IOBOW OCHOBE.

A. KacTteeB KOHCTpyMpoBan obpa3s cBoei PoanHbl, ero nensaxv ctanm 4eM-To Bpoae
«MecCTa NaMATU» — YTPAaYE€HHOrO MPOLLIOro, KOTOPOe MOXET UCHE3HYTb U3 KONNEKTUBHbIX
BocnomuHaHuii (Nora 26). B ero TBOpUeCTBe BbiCBEUMBANACh OCHOBHas MMpONo3TnYeckas
KOHCTaHTa HOMaZAM4eCcKoro Tuna MblLLIeHWS: 0Bpa3 «CBOEro», 3aLMLLEHHOrO NPOCTPaHCTBA,
M3BNEYEHHOTO M3 Xaoca Bosel XyA0oXHMKa. A. KacTeeB nporoBapvBas Yepes XMBOMMUChb
MCTUHbI, HNKaK He CBfi3aHHble C aKTya/lbHbIMW JIO3YHraMu OMKW CTaporo MmMpa, OH Nucan
O HEM3MEHHOCTN NPUPOAbLI N POAHOTO O4ara, O CONMAAPHOCTU 1 BpaTcTBe HapoAa, BHOCA
B MUpP KaTak/M3MOB COBETCKOMW AEUCTBUTENBHOCTM MOPALOK U CMbICA.

HapogHbii xyaoxHuk Kasaxckon CCP Abpam MapkoBuy Yepkaccknin nncan 3akasHowu
noptpet Beankux Xambbina XXabaesa n AnHbl Hypnencosow (1946), ocHoBbIBasACh
Ha doTorpadusax 1938 roga (cMm. puc. 3, 4). OTa 0bbluHan NpakTMka paboTbl He C HaTypbl,
a no ¢oTorpaduram npmeena K CO3LaHNI0 NPON3BEAEHNS, 0ObeaMHMBLLETO B cebe
OCHOBHbIE XaHpbl — MOPTPET, Ner3ax, HaTFPMOPT, BbINOJHEHHOTO Ha BbICOKOM
npodeccnoHanbHOM XNUBOMUCHOM YpPOBHe. XyAOXHNK MOBTOPUA KOMMAO3MLNOHHYHO
CXeMy OAHOrO U3 CHMMKOB C JacTapXaHOM, HO yBpan Bce ObITOBbIe AeTann 1 BKAKOUNI
BE/IMYECTBEHHbIA FOPHbIN Ner3ax B kadyectBe poHa. OH Npeobpasnn KapTUHY, OTYETIMBO
BbIIBUB [MaBHOE: Mbl BUAUM He NMPOCTO BUAHbIX AeATeNe, BblUeAWnNX U3 Hapoaa, —
nepes HaMun CUAAT TUTaHbl, MPOBUALLbI, AENCTBUA U MPOU3BEAEHUA KOTOPbIX AaNeKu
OT NOBCEAHEBHOW NOTVKM U MENIKOW CyeTbl BYAHNUUHOMN XXM3H.

Puc. 3. inna Hypneuncosa v XXambbin XXabaes. Puc. 4. A. Yepkacckumid. «InHa Hypneuncosa
1938. LleHTpanbHbI rocyapCTBEHHBIN 1 Xambbin Xabaes». 1946. Xoact, macno, 196,5x220.
apxus PK. locysapcTBeHHbIN My3elt nckyccts PK nmerun A. Kacteesa.
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lepou NONOTHA, He TepsAs HAMBUAYaNbHbIE YePTbl, OCTPYHO XapakTepPHOCTb, JOCTUTHYTbIE
C MOMOLLbHO UCNOb30BaHMA GoTorpadmUeckoro maTepuana, B To e Bpems obpeTatot
MOHYMEHTabHOCTb, BENYME, CTAaHOBACh COPa3MepPHbIMU FPaHANO3HOMY Ner3axy,
pa3BopaymBatoLLemMycs cpasy 3a cnmHour JuHbl Hypnencoson n Xambbina. MNoauepkmas
BE/NNUME YENOBEYECKOro U NPUPOAHOro, OTCYTCTBME FPaHULLbl MEXAY HUMW,
A. Yepkaccknin ymeno ncnonb3yeT KaTeropmto BO3BbILLEHHOTO, COOTBETCTBYHOLLYHO
KaHOHaM ero BpeMeHw, H6epyLLyo CBOe Hayano U3 POMaHTUUYECKUX TPagNLMIA.
1306pa>keHHble NepCOHaXn OTCbIIatoT U K Mudonoreme pas, obpeteHus beccmepTus,
n K apxetmnam Myaporo ctapua n Matepw, K AapuTenaM 3HaHWA U MyAPOCTU
MOJI0ZbIM, MOMOTAKOLLMM UM NMPOUTM MHULIMALMIO U CTaTb CO3HATENbHbIMU YleHaMM
COLMaNNCTMYeCcKoro obLiecTsa, BOMNoLLLas OCHOBHOM MOTMB COLpeanncTMyeckoro
npowussegeHua (Clark). A. Yepkacckuii, Takum obpasom, Bu3yannsmpyet Mmdonormyeckme
MaTpuLbl, Ha KOTOPble OMMPaNCcsa COBETCKUIN ANCKYPC ANS NpoMnaraHAbl 1 B3paLinBaHus
coBeTckmx ntogenn. OgHako 6aarosapa HeOHObIKHOBEHHOW XXMBOMUCHOW cBOHOAE,
CNOXHOW pUTMKMKE LiBETa 1 OMOpe Ha peanbHbll JOKYMEHT — poTorpaduto — 3Tn MaTpuLbl
npeobpaxaroTcs B ybeantenbHoe 1 3axBaTbiBatoLLee NOBECTBOBAHME O NHOOMMBIX,
noymTaembix NMAepax HaLuu, BbIXOAA 3@ paMKM MacCOBOM NPOAYKLMM CoLpeanvnsma.

®otorpadum pybexa XIX-XX BB. 13 3THOrpadmyecknx cobpaHuii, BOZHUKLLME Kak
pe3ynbTaT NPOABUXEHNA KONOHWANBbHOM NOAUTUKM Lapckoin Poccun, odopmasanm
JLOKTPUHY, B KOTOPOW [lpyrom — Ty3emeLl, XXWTesb rofibIX CTenen — AOMXKEH CTaTb OObEKTOM
06s3aTeNbHbIX MaHWUMYAALMIA C MOMOLLbIO MPOCBETUTENBCKOW, MOAEPHM3ALMOHHOW U T. M.
nporpaMm Ans Nob6ef0HOCHON NOCTYNN UMMEPUN.

OHW aKTMBHO LMTUPYHOTCA CEroAHA XyAoXHMKamun KasaxcrtaHa, KOTOpble OTHOCATCA
K AMaMeTPasbHO MPOTUBOMONOXHbBIM XYAOXECTBEHHBIM ABUXEHUAM. DTV GOTO
CTAHOBATCA YaCTbO MHTEPTEKCTYabHOW UTPbl, B KOTOPYHO UrParoT 1 MacTepa CaJioOHHOM
burypaTMBHOM XMBOMUCK, PaCCUMTAHHOW Ha KOMMEPYECKMNIA yCnex y LWMPOKOW My6amku,
N NpeACTaBUTENN aKTyaNbHOrO UCKYCCTBa. M Te 1 Apyrne B CPaBHEHUM C MCTOYHMKAMM
MCNonb3ykoT HOBble Meauna. Hanpumep, xunsonucey, Kazbek AxxnbekoB — Macio 1 XOCT,
a aBTOp coBpeMeHHbIX 06bekToB Cayne CyneriMeHoBa — NONNITUNEHOBbIE NaKeTbI
(«LennodaHosas xumsonuce», 2014).

FoBOps O CBOEN KapTUHE, AybanpyroLLen doTorpaduio Tpex MooAbIX HEBECT
n3 konnekumm 1875 ropa, C. CyneriMeHoBa NoAYEPKHYaA, UTO «3TO U €CTb, MO MOEMY
MHEHMI0, AeKONOHN3aLMA — HAYYUTbCA HeCTn ceba MMpy C AOCTOMHCTBOM, He MbITafAcCh
BbIFNAAETb Kak NpeACcTaBUTeNM METPOMOANN, HE CTapaTbCs ObIThb /lyulle, YEM eCTb,
He MbITaTbCs cAeNaTb Hagpe3bl Ha rnasax, YTobbl caenatb MX MOXOXUMU Ha eBponenckme»
(PbickynoBa). IMOLMOHaNbHOE ONpesesieHne aBTopa Bbi3biBAaET 60NbLLOE COMHEHME.
Vcnonb3oBaHWe apxMBHOIO IOKYMEHTa B Ka4ecTBe «pean-merga» Ans TpaHchopmaLmm
€ro BoobpaxkeHneM XyA0o>XXHVKa B COBPEMEHHOE NMPOU3BELEHNE He AenaeT
nocnegHee NocCT- UK AeKONOHMaNbHbIM UCKYCCTBOM. bonee Toro, paccmatpuBaemble
BELLM BMMUCbIBAIOTCA B paMKKM CTpaTerMm COBpPeMEHHbIX XyA0XHMKOB Ka3zaxcTaHa
(Hanpumep, paboTbl BOCTpeboBaHHbIX 1 N3BeCTHbIX EpbocbiHa Menbanbekosa, Canaa
ATtabekoBa), KOTOpble, BKNHOUYAACh B MPOEKTbI, FAe MOBECTKA YaCTUYHO onpeaenseTcs
3anaZHbIMWU MHCTUTYLIMAMM, AEMCTBYIOT, Ha Hall B3rAs4, B rPaHUL,AaX TOW Xe NOAUTMKM
OPVIEHTANNCTCKOWN penpe3eHTaunn, o kotopon nucan 3. Cang (Camg). Hukakom
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«0CBOBOANTENBHOW» aKUuW, Byab TO MHBEPCUSA, KUTYEBOE OCMEsIHNE N NpoYmne
pacnpocTpaHeHHble crnocobbl COBPEMEeHHbIX He3anaAHbIX XyAOXHUKOB, KOTOpble NpuBeu
6bl K Ae3K30TM3aLmm cBOUX reponHb, C. CynenmeHoBa He npoBoauT. lybanpoBaHHbie
C MOMOLLbIO LieiodaHa AeBYLLKM MPOAOAXKAOT BOCAPUHNMATLCA KakK 3K30TUYeckme
My3elHble peankeumn. KynbTypHas AUCTaHLUMS, 3ajaHHas ele doTorpapamu
«TypkectaHckoro anbboma» (1871-1873) n nx npogonkatensamu, onpejenstoLlas
CyTb KOJIOHWANbHOIO B3r/184a, NO HalleMy Y6exXAeHNo, OCTaeTCs He3blbeMOoi.

3HaunmocTb paboTbl ¢ poTorpadusamm, kotopas Begetca xygoxHuuen ¢ 2007 roga
N CBA3aHa C ee CTpeMaeHneM 0bpaTUTbCA K Pa3HbIM acrnekTam 3K3UCTeHLMaabHOro
CyLL,eCTBOBaHMA COBPEMEHHOrO YenoBekKa, Ha Hall B3raj, 1eXUT B Apyroin obnacty,
6113KOM NOCTKONOHWaNbHOW. OrpoMHbIM gocTuxkeHnemM C. CyneliMeHOBOW ABASETCA
TO, YTO OHa CPOKYyCMpPOBasaCh Ha JONTO CKPbIBAEMBbIX INLIAX «TEMHOrO» MPOLLAOTO
HaLLen ncTopumn.

Anponpwvauuna apxvBHbIx GoTorpaduii Ans Co3gaHna COBCTBEHHbIX MPON3BEAEHNN
Ha MX OCHOBE, KoTopyto NpeanpuHumaet C. CyneiMeHOBa, ABAAETCA BaXXHOWN, TPYAHOM
W HY>XHOW ceroaHsa paboTton noctnamatn. Teopusa noctnamaTy paspabatbiBanach
MapwuaHHOW XMpL Ha OCHOBE TPaBMaTMYeCKOro NPOLUIOro, NCTOPUYECKUX Tparesmni,

MO MOBOAY KOTOPbIX MbITatoTCA pednekcmpoBaTbh NOKONEHWUSA, OTAENEHHble OT 3TUX
CobbITNI BONbLLUMM NPOMEXYTKOM BpemeHU. M. XnpLu onpegenset NnocTnamaTb

KaK «TWUM OTHOLUEHWN, KOTOPbIN "NoKoNeHne nocsie” BbICTpanBaeT C INYHOW,
KONNIEKTUBHOW N KYNbTYPHON NaMATbIO TeX, KTO XKW A0 HUX, C MepexXmnBaHNEM U OMbITOM,
YTO OHM "MOMHAT" NOCPEACTBOM UCTOPUI, U306PaKEHN 1 MOCTYMKOB, CPeAW KOTOPbIX
OHW BbIpoCan» (22).

Mo HaweMy MHeHuto, XunBonucel, Cepunkbain AnbxxaHoB, paboTtas B MPUMUTUBUCTCKOM
HamnpaB/JeHNW 1 He CTaBA nepes coboW 3ajaun 4EKONOHNANBHOW KPUTUKW, NAET ropasao
Aanblue npeacTaBuTener contemporary art B TpaHchopmaLiMm KoaoHManbHoOro obpasa
N HacbIWEeHNs NPon3BeseHNa HOBbIMU CMbICaMMU.

MPUMUTUBM3M ABAAETCA CO3HATENbHOWN, XOPOLLO MPOAYMaHHOW Urpou npodeccroHana
B CaMoAeATeNbHOro XyAoxHuka. C. AnbXKaHoB KONMpPyeT He3aMyTHEHHOE KaHOHaMU
¥ NpaBuaaMM MblLLNEHME HAUBHOIO Xy OXHWKa, ero toboBb K KpacoTe 1 3HaYMMOCTH
U34enni NPUKNASHOTO MCKYCCTBA, aKTUBHOE CTPEMJ/IEHNE NoKa3aTb UX, Kak Ha BUTPUHE,
pacrnonoXuTb YA0O6HO 1 B yULLeM pakypce.

PaboTtas nog caMofeAaTenbHOro XyAoXKHMKa, NPUAEPXMBasCb NPUMUTUBUCTCKOTO
HanpaeneHus, C. AnbxaHoB, kak 1 A. Kactees, ncnonbsyet ¢otorpaduto. B cBoer kaptuHe
«Menopgusa» (2002) oH opmeHTUpyeTcs Ha cHUMOK «CemumpeyeHckas obaactb. Knprmns-
My3bIKaHT. BupTyo3» (cm. puc. 5). My3bikaHT y AnbXaHOBa, BbIPBaHHbIN U3 06CTaHOBKM
doToaTesibe ¥ NOMELLEHHbIV B MHTEPbEP FOPTbI, MPeACTaeT He Kak 0bpa3unk Tysemua,

a pacKkpbIBaeTCs Kak NMOJHOLEHHbIV NepcoHax npounoro. Kak otmeyan C. AbawimH,
«MmMnepckasn ¢otorpaduma cnyxumna CpesCcTBOM CBOEOHPa3HOro Hay4yHOro 13blCKaHMUA.

C ee MoOMOLLBIO, B HaCTHOCTK, KNacCMPULMPOBANN MECTHbIX XUTENeN, BblAeNas

n pacrnonaras B onpeseseHHOM NopsAjKe pacoBble, HaLMOHa/bHbIE, PENTNO3HbIE,
coumanbHble 1 NpodeccnoHanbHble otTanymsa. Obpasbl Nt0AeN BbIPbIBaNCh U3 10KaNbHOrO
KOHTeKCTa, NpeBpaLLaanCh B TUMaXM HAPOAHOCTEN UM KaKUX-TO APYTUX COLMaNbHbIX
rpynn. Takas knaccudukaLumsa no3sosifna y3HaBaTb U OCBavBaTb OKPaVHY, YTO CAYXMNO,
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KOHEeYHO, 1 3agadye ee nogumHeHuns» (122). C. AnbXaHOB yCnoxHseT obpas
dotorpadpumueckon pukcaummn. Tunax obpetaet xapaktep, Jom n obpactaet Boobpaxaemomn
NCTOpVWEN, KOTOPYIO eMy NpuayMan aBTop. YUmnTbiBas, UTO B COBETCKOE Bpems O Kobbl3e
KakK cakpasbHOM MHCTPYMeHTe 6aKCbl, O cCamunx LaMaHaX, KOTopble Bblin 3aUnCaeHbI

B pa3pAsg MeNKnux MOLLEHHWKOB, TOBOPUTb, Jaxe B paMKax CreLmanbHbIX UCCefoBaHuN,
He 6bI10 NPUHATO, apXMBHble GOTO NO3BOAAKOT HAM CErOAHS NMONYYUTb MHOTO LIEHHOW
nHdopMaLuMmn 0 AyXOBHOW KyabType Ka3axoB, O lWaMaHckmx npaktukax (Mpuiwenosa 68).

Puc. 5. «CemmpeyeHckas 06aacTb. KNprmus-my3bikaHT. Puc. 6. C. AnbxaHoB. «Menogusa». 2002. Xoncr,
BupTyo3». 1880-e rr. My3ei aHTpononoruu Macno. CO6CTBEHHOCTb XYAOXKHMKa.
1 aTHorpaduu nmenn Metpa Beankoro
(KyHctkamepa) PAH. ®oto H. Opaa.

B paccmatprBaeMom nonoTHe (CM. puc. 6) umTtaTta n3 GoToCHUMKA Kak CBUAETENbCTBO
peasbHOro cobbITUA 1 GpaHTaCTUYECKOe TOPXKECTBO B3METHYBLUNXCSA, CIOBHO CUHWUE CTPYH
doHTaHa, backypoB, CrIeTarOLWMNXCA C KUMALWMUM KPacHbIM LiBETOM, CO3Aat0T 3ppeKT
CNAHMA 3eMHOro 1 HebecHoro. Ewle oanH nctoununk C. AnbxaHoBa — «Mupax B cTenm»
Maena Ky3HeLoBa, yBaeyeHHOro B Havane 1910-x ro4oB HOBbIM «amriya» XyAOXHUKa-
OPWEHTaNNCTa, Ha MpYIMepe KOTOPOro, KCTaTh, MOXHO PacCy>XaTb O KOJOHWANbHOM
B3rnaje, ornfAblBasach Ha TO YAUBUTENbHOE YNOPCTBO, C KaKUM BEVNKUIA PYCCKUIA
XMBOMMCeL, BOCMEBLUWIA CTEMb, Ha3biBa FOPTY KOLAPOW, Aa U NoaoTHO «CnsaLas
B KOLLape» 0 CMX NOp He NepenMeHOBaHoO, XOTA B PycCKOM My3ee XpaHUTCA Ky3HeLoBCKas
KapTWHa Ha TOT >XXe MOTUB C MPaBWIbHbIM Ha3BaHVeM «B ctenu (Jlexaluas B ropTe)».

HecmoTps Ha aTHOrpaduyeckyro onmcaTesibHOCTb, GOpPMasibHble KayecTBa KapTUHbI
C. AnbxxaHoBa — cTporas GPOHTaNbHOCTb, CUMMETPUA, MAABHbIN PUTM, YNCTOE CUAHME
LiBETa — HaCTpauBaroT 3pUTeNa Ha TOPXKECTBEHHBIN 1aj, Ha MOHVMaHWe 3HaYNTENIbHOCTH
npouncxoasiiero. My3blkaHT-BMPTY03, Kak 6b110 yka3aHo B poTorpadum, npeobpaxaeTcs
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B Marmyeckyto durypy. lNpoctpaHCcTBO HOPTbl NpUobpeTaeT cakpasbHbIA XapakTep,
COOTBETCTBYHOLLMI My3blKe KObbI3a. AKLLEHTMPOBaHME BELLHOCTW, PYKOTBOPHOCTU MUPa,
B KOTOPOM BUCALLMI LWanaH 1 FOHOLLA, UTPatoLwnin Ha KOObI3e, MAEHTUYHbI U BXOAAT

B OOLLMI CMMCOK NepeyncieHHbIX NpeAMeToB, BeAeT K TOMY, UTO BCe HapsAAHble BeLly,
3anoHMBLUME FOPTY, CTAHOBATCA NOJIHOMPABHbBIMW yYacTHUKaMKN obpaaa, NoayyYeHns
HebecHow baarofaTtv KyT OT CBALLEHHOTO NHCTPYMEHTA.

Takmm obpazom, y C. CynenmeHoBor 1 C. AsibXXaHOBa Yepe3 BOCCTAHOB/IEHNE CBA3MU
BPEMEH Ha CMeHY 3K30TUYeCKOM NPUBAEKaTENbHOCTU KONOHUAbHbIX GOTO NPUXOANT
3cTeTMYecKas, NPONCXOANT OCO3HAHMeE BEIMKOW KPacoTbl MPOLLIOTro W Npu BCew
HenpurasagHoOCTM 6bITa, HULWETbI U 6@ AHOCTV — MOHUMaHWe naeanbHOW TeENECHOCTH
N306paXKeHHbIX repoes, CBA3aHHOW C JOCTOMHCTBOM M BHYTPEHHEN CUIOW 3aneyaTneHHbIX
Ha HuX atogen. bes Ntobbix NPU3HaKOB HOCTaNbINK, MPUCYLLIE COBPEMEHHBIM
>KMBOMWUCHBIM NOAOTHAM O Ka3axCcKoMm ObiTe.

CeroaHs apxvBHble CHUMKW BbI3bIBatOT CUbHYHO 3MMATUIO HE TOJIbKO Ha JIMYHOM,

HO M Ha LUMPOKOM ObLLECTBEHHOM YPOBHE, CNOCOBCTBYSA COLMaNbHOW CONUAAPHOCTA
MOKONEHWS, AN KOTOPOro OTPaXeHHbIN B poTorpadum Mup BbIXOAWT 3a NpeAesbl
HeZaBHUX CEMENHbIX BOCMOMMHaHWI. [T03TOMY 3TU CHUMKM CTaHOBATCSA 3HaUMMbIM
NHCTPYMEHTOM COBPEMEHHbIX XYJOXHUKOB ANA CO34aHNA COOCTBEHHbIX MHTEpPNpeTaLnii
NCTOPUK, BbICTYNas B KayecTBe OMOPHbIX TOYEK BOCKPELLEHWS NPOLUAOTo, a Takxe
TPWIrepoB, CMOCOBHbIX MOATONKHYTb K OCO3HaHMIO CBOEWN NAEHTUYHOCTH.

MHOXeCTBEHHYH anponpuaLmio — O4HOBPEMEHHOE NCMONb30BaHNE KOANEKTUBHBIX
CHVIMKOB COBETCKOro nepuoga v onbiTa X OCMbICNIEHNS B NepecTpoeyHon poTorpadpum —
ANA CO34aHNsA COBCTBEHHOM KOHLIENUMM AEMOHCTPUPYET NpoekT apT-ayata 3UTABJb
(3uta CyntaHbaeBa n Abankum AkmynnaeB) «fAnueronosble» 2009 roga (cm. puc. 7, 8).

B npoekTe oTbirpbiBaeTcsa ctupaHve NaMaT Ha CHUMKax CTaJIMHCKOrO Nepuoaa,
Korga n3 ceMenHbix GoTorpaduii U KOANEKTUBHbBIX CHUMKOB Bblpe3asnch nLa
penpeccrpoBaHHbIX. XyAOXHUKN BMECTO Henbix NATeH n3obpaxkaroT anua, HaMmekas
Ha NpVHUMN MHKybaTopa B NpoLecce BOCMUTaHNA «FTOMO COBeTuKyca». OTMeTUM,

YTO MAes aBTopa UCTOYHMKA anponpuaLmm — 3HaMeHUTOro npeacTasuTens MuHCKon
XyAOXKeCTBEHHOW WwKobl Miropa CaBueHKo — H6bi1a 6onee MacluTabHOW: OH CTpeMuUACca

A Cub gyl gies s, Lakybmsie G
Puc. 7. V. CaBueHKo. «Ha cneayrolwnin feHb». Puc. 8. 3. CyntanbaeBa, A. Akmynnaes.
M3 yukna «bes nnua». 1990. oTto npesgocraBneHo MpoekT «Aiueronosble». 2009. PoTokonnax.
¢ odmLManbHOro caiTa aBTopa igor-savchenko.com. ®oTo ¢ canTa vlast.kz.
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BbIBUTb Ye/IOBEYECKYH CYLLHOCTb BOODOLLE, AOKOMNATbCA A0 HYTPa COBETCKOM JIMYHOCTU
W, pa3baB NpoLLNoe, ANCTaHUMPOBATbLCA OT Hero. B cBomx umknax WM. CaBueHko,

Kak oTMeuYaeT BU3yanbHbl aHTponosior C. YwakuH, cobpan MHCTpyMeHTapuii NPUeMOB,
JenaroLLmX «"TOTOBYH" MCTOPUIO JOCTYNMHOW ANS USMEHEHWUIA U OTKPBITOW ANA MHTEPBEHLMN»
(125).

OTMeTMM, UTO peLleHne aBTOPOB NpoekTa «AnLeronoBbie» 6113KO MHTepnpeTaLmy,
NPeANOXXeHHOM OAHWUM M3 KypaTopoB BbicTaBku V. CaBUEHKO, C KOTOPOW cam aBTop
KaTeropuyecku He Bbin COrnaceH, NPeACcTaBaAa CEPUI0 Kak «HaNmoOMUHaHWE O TeX, KOro
CTUPanM N3 COBETCKOW MCTOPUMN», a TakXKe — O «NOTPEBHOCTUN yAanaTb U3 apXMBOB NtobbIe
CBMAETENbCTBA, BKAKOYAA U MPOU3BEAEHMA NCKYCCTBA, KOTOPbIE MOrV 6bl MOATBEPAUTD
CyLLLeCTBOBaHME B NPOLUAOM TeX, KOro No3xe caenann "nepcoHomn HoH rpaTa”» (YwwakuH
123). NpoeKT-BOCMOMUHAHWE, CO3AaHHbIA XYAOXHUKaMMK C NejaanpoBaHNEM O4HOM
SCHOW W Nerko CYMTbIBaEMOM MAEN, 3aHAN CBOE MECTO B O6LLIEM ABUXKEHMM PACKPbITUA
6enbix nateH nctopum Cosetckoro KasaxcraHa v B NOUCKe MyTen oTpaXKeHus
Y NPEeoSONEeHNA NCTOPUYECKON TPaBMbl, BbI3BaHHOM CTa/IMHCKUM TEPPOPOM.

MNpobnematnka NamaTy 1 3abBEHUS NOyYMaa CBOE BOMOLLEHNE B XXMBOMUCHOM
npoekTe EBreHns ®puanmHa «Petponenzaxm Anma-Atbi» (2019). 3aeck ctaBunach
NPOTUBOMOJIOXKHAA Lieb — MPUPABHATb XXMBOMUCH K AOKYMEHTabHOMY CHUMKY,
PEKOHCTPYMPOBAB C ee NOMOLLbIO CTapblil FOpog,

CXoXnmM Mo 3ajayamM BO3BPALLEHMA «BO3JYXa BPEMEHU» ABNAIOTCA UHTEPHET-
coobuiectBa B Pencbyke «Hoctanbrns no Anma-Ate» n «Anma-Ata — NOTEPSAHHBIN
pai», B KOTOpbIX Nybankytotca potorpadum ctapon Anma-ATbl, MAET NOANMCKa NPOTUB
CHOCa NaMATHUKOB apXMUTEKTYpPbl, OypHble OBLLEeCTBEHHbIE AMCKYCCMM NMPOTUB 3aCTPONKM
ckBepoB 1 T. 4. CambiMV MONYAAPHBIMK, CYAA MO peakumm, ctaHoBATca doTorpadun
3,@HWI, KOTOPble, HECMOTPS Ha NPOTECTbl OHLLECTBEHHOCTHN, METOANUYHO YHNUTOXKAKOTCA
B ropoge.

Ha cerogHALWHWI feHb Takon NOAXOZ4 K PEKOHCTPYKLMN UCTOPUM CTan OAHUM
13 NONynsApHbIX TPeHAOB. CyLLecTByeT MHOXECTBO Kiy6OB peKOHCTPYKTOPOB, Y/IEHbI
KOTOPbIX KaX/ble BbIXOHbIE MNEePeoseBatoTCA B KOCTIOMbI ONpeesieHHOM 3MoXK, Yalle
BCEro BOCMPOU3BOAA KPYMHble BUTBBI.

Momumo ntobutenbcknx Gopm NpoBeseHns Aocyra ectb baectawme obpasubl paboTbl
C NaMATbIO B COBPEMEHHbIX NPaKTNKax, Kak Hanpumep nepPopmMaHCc-pesHaKTMeHT
N3BECTHOIrO BPUTAHCKOrO XyA0XHWKa, NaypeaTta npemumn TépHepa Jxepemn Jennepa,
KOTOpPbIA peKOHCTpymnpoBan «butey npu Oprpmee» — XXecTokoe CTONKHOBEHME MEXAY
LwaxTepaMu 1 NOANLENCKMMM, KOTOpOe npoun3owno B JIoHAOHe BO BpeMs 3abacToBOK
npoTme noantnkn Maprapet Tatuep B 1984 roay.

MpoekT E. ®puanmHa aasetcs Nogoo6HON GOPMON COXPaHEHWUS NMPOLLIOTO.

[lBe 0cOBeHHOCTI, KOTOpble Cpa3y Xe OTAnYatoT PaboTbl, NPeACTaBNEHHbIE B 3TOM
npoekTe, — 3TO B3rNA4 B «<ynop» M NO3TM3aLma COBETCKOro Kaaccmum3ama.

MakcrManbHO cbam>kas No3nLMIo HabatoaaTens C «MOPTPETUPYEMBIM» 3LaHUEM,

OH AobnBaeTcs MrHOBEHHOrO HEOCO3HAHHOTO MOTrPY>KEHNA 3pUTeNs B MNPOLUIOE.

B otamume ot 6oapALLen CBEXECTU U CIYHaNHOCTU Kagpa UMMPeCcCMOHU3Ma ero
NPeXHUX paboT B HOBbIX NPOU3BEAEHNAX XYJO0XHNK SKOHOMHO M CKYNO NCMOo/b3yeT
Bblpa3nTebHOCTb LBeTa U dakTypbl. Buabl ropoga ctaHoBATCA rpaduyeckm
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Bblpa3nTebHbIMU. ITO HE UHCLLEHNPOBKa Ha TeMy cTapol AsiMa-ATbl, a CAep>KaHHas
paboTa c poTorpadurenn n JoKkyMeHTOM. Takoe NMUCbMO 1 TaKoW pakypcC HacTpamBaroT
Ha NHTEHCMBHOE NepexXmnBaHue, OLLyLLIEHNE TMYHOrO COyYacTMa B MPONCXOAALLEM
Ha XoncTe.

UTto KacaeTcs BTOPOW XxapakTepucTku, To, KOHEYHO Xe, Aama-Ata 1 B 1930-¢,

n B NocesytoLLme rogbl bbla CTONMLEN, B KOTOPOW ONopa Ha Knaccuyeckui opaep
ocCTaBanacb cTuneobpasytoLlen TeHaeHunen. CerogHs ropos TepseT CBOMN HEMOBTOPMMbIE
yepTbl. EcTecTBEHHOW peakumeln XyA0XKHMKa CTaHOBUTCA Hecco3HaTeNbHbIN

WAN OCO3HaHHBIN BbIGOP HEM3MEHHOTO, K MPUMepPY, apXMUTEKTYpPbl, B KOTOPOW BCe
rapMOHMYHO U NMOHATHO, BCE OPMEHTUPOBAHO Ha YeNOBEeYECKUI MOAYb; NCKYCCTBA,
onvueTBopsAtoLero cobon anoxy abcontoTHOrO NOKOSA U YBEPEHHOCTU B €ro
HenokonebumocTn. Knaccrka faet 3Ty cnacutenbHyto onopy.

E. DpnannH ctankmpaetcs ¢ 0COBEHHOM 3CTETUKON MUPa NPOLUAOTO, KOTOPbIN
ncuesaeT Ha rnasax, u paspabatbiBaeT 3Ty TeMy MMEHHO Kak BOCCTaHOBJEHME «MeCT
namaTu», NpeanoxeHHbix . Hopa, ¢ yueTom Toro, 4to KOMMeEMOopaTMBHasA NpakTnKa
He ABAAEeTCA, MO MHEHWUIO GPaHLYy3CKOro ncciesoBartens, 3acTbiBLUMM GEeHOMEHOM,

a NOCTOSIHHO peakTyanansnpyeTcsa, BHOBb co3gaeTtca (Nora 20).

MpoekT E. ®puanmHa — npekpacHbI NpUMep akTyaamn3aunm KyabTypHON naMaTi
o ropoge. Kak v y>e ynomsHyTble CainTbl U MPOEKTbI, OH, BO-NEPBbIX, CBA3bIBAET
pa3HbIX Nt0AeN B eanHble coobuectBa. Kpome TOro, orpoMHO€e KONMYeCTBO HOBbIX
anMaTUHLEB, NPUEXaBLUMX U3 Pa3HbIX FOPOAOB CTPaHbl, B TOM uncae n cam PpuanuH,
paboTaroLLMiA B KySIbTYPHOW CTOANLE U XUBYLWLNIA B [TaBnosgape, Yepes 3T XXMBOMUCHbIE
BOCMOMMHaHMA, NPUKOCHYBLUNCb K HUM, BOOUMIO NPEACTaBNB 3a/10XKEHHYH B TOPOACKOM
NPOCTPaHCTBE OMLMI0 «MECTO NaMATU», 0bpeTatoT H3KrpayHA CTONMNYHbBIX XXUTENEN,
ropoACKOe Hacnesne, KOTopoe Tak LeHAT 1 ntobAat poamslumeca B Aima-Ate, focturas
onpesenéHHON NPeeMCTBEHHOCTN Yepes 3TOT KyAbTYpPHbIN onbIT. B saHHOM cayyae
MOXHO rOBOpPUTb 06 aKTMBHOM y4acCTuM 3pUTENSA B MOCTUXKEHUN MaTepuana, OCO3HaHNM
npoLecca KOMMeMOopaLun.

Ecam C. CynelimeHoBa Mcnonb3yeT poTorpaduio Ans BbICBEUMBAHMUS CBOEN «Ka3axCKOCTU»,
Tak 1 34eCb Mbl BHOBb OHBHapy>X1MBaeM N0rMyeckyro CBA3b NaMATU U caMonaeHTUdrKaunn.
Ob6wwas namMATb O ropoje Yepes BeAyThbl, Yepe3 n3obpaxkeHne 3HaKOBbIX MECT CTapoM
CTONNLBI, Yepe3 N3bpaHHyrO ONTKKY, aKLLEHTUPYHOLLYO MOTUB NPUCYTCTBUA 3pUTENS
B rOpPOZACKOM Mern3axe, n caMoe rnaBHoe — AnmMa-ATta Kak MMPOOLLYLLLEHME, KOTOPOe
[AOMKHO ObITb MOHATO Y MPUHATO APYTMMUN NMOKONEHUAMMW, NPEAOCTABAAET KAHOY
K BOCMPUATUIO ceba YneHOM eAMHOM OBLLHOCTY, CTAHOBUTCS BaXKHbIM CPEACTBOM
AN GOPMMPOBaAHMA MAEHTUUHOCTUN «aaMaTUHeL», YyBCTBa CONNAAPHOCTM € HO/bLION
rpynmnomn.

Ewe oaHMM NprMeEpPOM B3aMMOAENCTBUA Pa3HbIX MeAna B COBPEMEHHOM NCKYCCTBE
ABNseTCA KapTuHa Bauyecnasa LlenTavHa, BbINONHEHHAsA AN y4acTUA B KOHKypCe
«He3aBncMMOCTb, 3aBellaHHan npeakamu» (2016) (cm. puc. 9). B aTom cayyae xxmsonucel,
ncnonb3yeT NpuHLUMNbI doTorpadumn, KOMNO3MLIMOHHO pa3mecTMB 0bpa3bl repoes
MO NPUHLNMNY «BUHBETOK»: LLIeHTPaNbHY YaCTb MPOCTPAHCTBA XOACTa 3aHUMArOT
nopTpeTbl-Ankn gestenen Anaw Opabl. OTO NPOU3BEAEHNE, HA HaLL B3r/1A4, CMOPHO
MO CBOMM XyZAOXEeCTBEHHO-BbIPa3nTe/IbHbIM KayecTBaM, OAHAKO MOXET pacCMaTpmMBaTbCA
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KakK nokasaTe/ibHblli MPUMep CTPEMAEHUSI OCBOUTb MPUEMbI PasHbIX MeAna

AN5 MONIHOLLEHHOTO OTPaXKeHUs CTOPUYECKOW NPOobaeMaTky B COBPEMEHHOM
XMBoMNuUcK. PaccMaTpurBasi OCHOBHbIE UCTOPUYECKME BEXW CTPaHbl, B. LietanH
pa3MeLLaeT UX B HUXKHEN YacTu XONCTa, CIOBHO KaZpbl KNHOMEHTLI. B npocTpaHcTBe
paboTbl NPUYYANMBO COYETAOTCA APEeBHME NeTpornndsbl, cakckme apTedakTbl,
apxuTekTypHble namMaTHMKK XX-XXI BB., AyXOBHble CBATbIHW Ka3zaxcTaHa, 3anyck pakeThbl
N T. 4. A3bIKOM XXMBOMUCK XYLOXKHMK NOBECTBYET O NMPOLLIOM 1 ByayLLeM CTPaHbI.

Hag Bcem n3obpaxkeHnemM napuT LWaHblpak Kak CMMBOA Hallero obLero goma.

Puc. 9. B. UentamH. «Anaw Opga. Mpowwnoe Hapoga». 2016.
XoncTt, macno. 150x200. CO6CTBEHHOCTb XYA0XKHUKA.

XapaKkTepHbIM ABAAETCA TO, YTO ecam obpas MNepsoro npesumaeHTta Pecnybankm
KazaxctaH Ha nHayrypauuv He noABeprcs TpaHchopmaLmm, To obpassl geatenein Anal
Opabl 6b1A1 NepeoCcMbICieHbl XyAOXHNKOM. [pynnoBble N AOKYMEHTabHble YepHO-
6enble poTorpadpumn analopaMHLEB CTaan OCHOBOW OCMbICIEHNA AeATEIbHOCTU KaXA0ro
y4YacCTHMKA NCTOPUYECKOTO ABUXKEHUA. HecnyyaliHo Ux NOpTpeThl BbIMOAHEHb! Ha OoHe
4eTKO BblUepUeHHOM KapTbl KasaxcraHa. XyAOXKHUK CTPeMUICS B KapTUHE, CAeNaHHOW
no ¢oTorpadmueckomMy LWabaoHy BUHbETKM, NepesaTb XMBble IMOLUM NEPCOHAXEN.
Kaxabln "MK HageneH HeMOBTOPUMbIM XapakTepoMm, aBTOp He naeanunsmpyet
NOPTPETUPYEMBIX, @ M306paXKaeT 0ObIUHbIX JIFOAEN, CNIOYEHHbIX €4NHON BENNKOM
uenbto. Peluas 3agayvy nokasatb B HE6ObLIOM MO pa3Mepy XMBOMUCHOM MOJOTHE
MacCLUTabHYH MCTOPUYECKYHO KapTUHY, 061a4atoLLyt0 U Pa3bACHUTENbHbIM,

n MObMAM3yOLWNM xapakTepoM, B. LientanH npnberaeTt k KaHOHaM KOJMIEKTUBHOM
doTorpadunm, AEMOHCTPaLMM OOBEANHEHHbIX B €4MHYIO FPynny Nto4eil. ITO He NPOCTO
KOMMO3MLIMOHHbIN XOZ,. XYAOXHWK UCMOAb3YeT OCHOBHYHO — COLMaNbHYH — QYHKLMIO
doTorpadunn, NPAMOAMHENHO U C pefKUM NPOCTOAYLUMEM MOKa3blBas Ka3axXCKuii HapoZ
KaK efuHoe uenoe, kak ceMbto. Kak otmeuyan M. Bypabé, «poTtorpadpuryeckan npaktumka
CyLLeCcTBYeT 1 NoAAep>KMBaeTCs B 60/bLIYIO YacTb BpeMeHu baarogaps ee cemernHom
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dYHKLUMN AN ckopee GYHKLMAM, JapOBaHHbIM el CEMEVHOW FPYMnMnon — Npa3gHOBaHMWIO
N YBEKOBEUYMBAHMIO BbICLUMX TOYEK CEMENHOW XXM3HW, YKPEMNIEHUIO CEMENHON Tpynmbl»
(Bourdieu 19). B cBA3n ¢ 3TM cembs dpoTorpadmpyeTca B rnaBHble MOMEHTbI

ee 0b6beMHEHNA — BO BpeMs CBaAbbbl 1 Apyrnx o6pas0oB NOBCEAHEBHOM XXU3HW.
3putens nepes kKapTvHou B. LieTarHa ToXKe CTaHOBUTCS YUYaCTHUKOM PUTYaslbHOTO
06BbeAMHEHNs CEMbU Kak BaXKHEMLLEro XXM3HEHHOro 0bpsaza, BKAKOYAACh B KPYT M1aBHbIX
repoeB CTpaHbl 1 BCMOMMHAA OCHOBHble Bexu ee ncropumn. dotorpadpuyeckas BUHbETKA
Kak OTCbl/IKa K CeMbe, Kak MeTadopa HePYLUMMOro COrO3a, MOHATHas H0H6OMY 3pUTento,
oKkasbiBaeTca 3PPeKTUBHLIM CMOCOBOM ANA CO34aHMA MONOTHA Ha 3HAUYMMYHO TEMY.

3akntoueHue

MNMoaBOAA HEKOTOPbIE UTOTWN, HEOHBXOAMMO OTMETUTB, UTO ObpalleHVe K BU3yaslbHbIM
NccnesoBaHNAM UMEET BaXKHbI METOAONOTMYECKUIA NOTEHLMaN, TaK KaK AaeT
BO3MOXHOCTb YBUAETb BO B3aUMOCBA3U GoTorpadumm 1 KapTUHbI HE TOIbKO MPOCTON akT
NOATrOTOBUTENIbHOW PaboTbl MV PEMUHUCLEHLMM, @ PACKPbITb B XXMBOMMCHbIX MONOTHaX
AN NpoekTax contemporary art He cpasy CUMTbIBaeMble NPu PacCMOTPEHUN CMbIC/bI

N CKOPPEKTUPOBAaTb NPeACTaBleHNe O COLMaNbHO-KYNbTYPHOM KOHTEKCTE CO34aHnA
3TKX paboT.

Bo3zenctBme naeonornyeckoro TotaMTapHoro AncKypca Ha TBOPYECTBO XYAOXKHNKOB
KazaxcTraHa packpbiBaeTcs C MOMOLLbIO MeToA0B TpaHchopmaLumm doTorpadun,

Ha KOTOpPbIX OCHOBaHbl UX KapTWHbI. PeanbHOCTb pakTa npeobpakaeTcs Mactepamu
coupeannsMa B NpoLiecce BOCKpeLlleHns MMPOIOrnyeckon KapTuHbl Mupa, TPaHCAALUK
N3BEUHbIX apXeTnnoB 6ecco3HaTeIbHOro.

Mcnonb3oBaHve nmnepckon potorpadumm Kak BM3yasbHOro CBUAETENbCTBA
MPOLU/IOrO B COBPEMEHHOM MCKYCCTBE CBA3AHO C OFPOMHOMN 1 HY>KHOW paboTol
namaTy, NPeoAoNeHNEM TPAaBMaTUYECKOro OnbiTa yTpaTbl 1 3abBEeHNA MPOLLAOro.

MpoLeccbl NocTnaMsaTh, OCHOBaHHbIE Ha anponpuaLMmn apxmBHbIX GoTorpadpuii
M MPOV3BEAEHNIN COBETCKON POoTOorpadpnyeckon LWKOAbI, CTaav OAHUM U3 NOAXOAOB
K GOpMMpPOBaHNIO NyBANUYHOW NCTOPUN, HE CBA3AHHOW C MUPONOTU3MPOBaAHNEM
W MAEONOTMEN, 3anyCTUB NPOLLECC CaMonaeHTUOUKaLUN.

«Bo3BpaleHune» k potorpadumm nyteM GopmMasbHOrO CONNXKEHNSA XUBOMUCHOM
KapTWHbI 1 KaZpa 1 NPOLECC XMBOMUCHOW PEKOHCTPYKLIMM MCYE3HYBLUNX FOPOACKMX
BWZOB C MOMOLLbIO CTapblX CHUMKOB C/1y>KaT OCHOBOW ANA aKTyanu3aLumn KyabTypHOM
NamMATN U YCUNEHUA UAEHTUPUKALIMOHHBIX CTpaTernii. BusyanbHble o6pa3bl obpetarot
CBOWCTBA «MeCT MaMATN», COCOBHbIX TPAHCIMPOBATh €e CeAYHOLLMM MOKONEHUAM.
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Knroueeswie cnosa: LLVIq)pOBOG MCKYCCTBO, KOMMYHUMKaUunn, CEMNOTKKaA, BbICTaBKW,
coBpeMeEHHOE NCKYCCTBO KazaxcraHa.

AHHoTaumsa. VccnegoBaHre NOCBALLEHO N3YYEHMIO CEMUOTUKM KOMMYHMKALIMW Ha Ka3aXCTaHCKMX
apT-nioulaskax LmdpoBoro BU3yanbHoro nckyccrsa B ActaHe n AimMatbl. SMOMPUYECKUI aHaan3 matepuana
BbICTaBOK, NOCELLLEHHbIX BECHOW 1 neToM 2024 roza, NoATBEPXKAAET NONOXEHNSA KOHLENLMUN CEMUOTUYECKOMN
KOMMYHMKaLMW, MONOXXEHHOW B OCHOBY AlaHHOWN paboThl.

Llenb gaHHON cTaTbl — NPOBECTU CEMUOTUYECKUIA aHaNN3 KOMMYHMKALMOHHBIX MPOLLECCOB Ha BbICTABOYHbIX
naoLagkax LndpoBoro Bn3yanbHOro nckyccTea KasaxcraHa 1 oLeHUTb 3HaYeHve 3HakoB MCKYCCTBa
B npoLecce obMeHa Ky/bTypHOR MHGOPMaLMEN.

CTaTba OCHOBbLIBAETCA Ha KOHLIEMLMMN CEMMOTUKN KOMMYHMKauuin (FOpwuii JloTmaH). FmnoTesa: npouecc
KyNbTYPHOM KOMMYHMKaLMN LMGPOBOM 3MOXM aKTUBU3NPYET CEMaHTUYECKOe, CUHTaKCUYeckoe
M nparMaTnyeckoe HanoiHeHne 06pa3oB BU3yaslbHOTO MCKYCCTBA.

dMNMpuYeckas YacTb UCCIEeL0BaHNA, OCHOBAHHAs Ha My3eMHbIX BbICTaBKax, My bTUMEAUAHBIX MPOEKTaX,
paboTax UMdPOBbIX XyAOXKHUKOB, GOKYCUPYET BHUMaAHWE Ha 0COHBEHHOCTN MHGOPMaLMOHHOrO 0bMeHa
MeXAY 3puUTenem, XyA4OXXHNKOM U ero TBOPEHUEM; BbiAenseT U KnaccubuumpyeT TUMbl 3HAKOB, Ha KOTOPbIX
CTPOWTCSH KOMMYHMKaLMS, NpenaraeT MHTeprpeTaLmm ¢ NO3MLMN CEMAaHTUYECKOM TPakToBKM obpasa.
Vicnonb3oBaHbl METOAbI AMAXPOHNYECKOTO aHaNn3a, CNAOLIHOM BbIBOPKN 06BEKTOB, HabIOAEHNS,
OonuncaHus, TUNOoTM3aLnn N MHTepNpeTaLnn JaHHbIX. B kauecTBe pe3ynbTaToB NpeAcTaBieHbl HabtoaeH S,
AEMOHCTPUpPYHOLLME ANHAMUKY W HanpaBieHWe apT-KOMMYHUKALWUA, MCMOAb3YHOLLMX LMDPOBbIE TEXHONOTUN.
ABTOp OTMeYaeT M3MEHEHWE N paclLMpPeHNe CEMaHTUYECKOTO psAja XyA0XKeCTBEHHbIX 06pa3oB COBPEMEHHOTO
nckyccra KasaxcraHa, akTuBHyro paboTy LMdpPOBbIX XYA0XKHMKOB M KypaTOpOB Haj coyeTaHnem Gopm

1 MaTepuanoB TPAAMLIMOHHOIO NCKYCCTBA M LUPPOBBIX TEXHONOMMIA (CUHTAKTMKA XyA0XKECTBEHHOM
KOHCTPYKLMHM). B cTaTbe NMokasaHo M3MeHeHWe nparMaTukii KOMMYHUKaLUK, BCKPbIBAOLLEN TEHAEHLMIO

Ha NpobY>AeHMe aKTUBHOM rPaXAaHCKOW MO3MLMN XyAOXKHWMKA.

LleHHOCTb MaTepurana — B WIIFOCTPUPOBAHUM NMO3UTUBHbIX MPOLILECCOB B COBPEMEHHOM McKyccTBe KasaxcTaHa.
OpHako aBTOp obpalyaeT BHUMaHWe Ha NpobieMHble acnekTbl: HeA0CTaTOUHYH MHPOPMUPOBAHHOCTL
noTpebutens o cogepxaHnn LMGpPoBOro NCKyCCcTBa, OTCYTCTBMUE NAATHOPM, OOBEAVHAIOLLMX MPOV3BEAEeHUs
LMPPOBbIX XYAOXKHWKOB, N OTKPbITBIX 41a10TOBbIX MAOLLAAOK AN KPUTUYECKOro pa3bopa HOBOro LindpoBoro
BW3YyaIbHOTO MCKYCCTBA.
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Tipek ce30ep: UNPAbIK OHEP, KOMMYHMKALMA, CEMUOTHKA, KepmMenep, KasakCTaHHbIH,
Kasipri 3aMaH eHepi.

AHpaTtna. byn 3epTTey ActaHa meH AamaTbl KananapbiHAafbl KasakcTaHHbIH, LdpabIK BU3yanibl eHep
apT-anaHjapblHAaFbl KOMMYHUKALMA CEMUOTUKACIH 3epTTeyre apHanfaH. ABTopabiH 2024 XblaAblH, KOKTEMI
MEH Xa3blHJa apanafaH KepmMesep MaTepyansapbiHbliH IMNUPUKaNbIK Taazaybl OCbl XYMbICTbIH, HETi3iHe
a/iblHFaH CEMMOTMKaNbIK KOMMYHMUKaLMSA KOHLEMNLMACBIHbIH, KafujanapbliH pactangbl.

MakanaHblH, MakcaTbl — KasakcTaHHbIH, LM pIblK BU3yanbl 6Hep KepMenepiHaeri KOMMyHUKaLMAbIK
YAepicTepre ceMUOTVKanbIK TasAay >Xyprisin, MageHn aknapat anmacy yAepiciHie eHep benrinepiHin,
MaHbl3bIH aHblKTay.

Makana KOMMyHUKaLMa ceMMoTukackl KoHuenuuacbiHa (KOpuin JToTMaH) HerisgenreH. FunoTesa: undppabik,
Adyipaeri MoeHN KOMMYHUKaLMA yaepici BU3yansbl eHep 6eHenepiHiH ceMaHTUKablK, CUHTaKCKCTIK
>KaHe nparmatunkanblk Ma3MyHbIH bencensi etes,.

3epTTeyAiH dIMNVpPUKanbik 6eniri My3en kepmenepi, MyabTUMeANsAbIK Xobanap >aHe LMdpabIK
CypeTLlinepAiH XYMbICTapblHa Heri3jenin, KepepmMeH, CypeTLLi X9He OHbIH, LblfapMachl apacblHAafbl
aknapar aamMacyblH, epeKLlenikTepiHe Ha3ap ayaapagibl; KOMMYHUKaLWAHbI KypanTbiH 6enrinepain TypaepiH
aHbIKTan, knaccuoukaumanangpbl, 6eiHeHiH ceMaHTVKanblK TYCIHAIPMeCH TYpFbiCbIHAH MHTepripeTauusnap
yCbIHazAbl. HaTuxxenep Lndpblk TEXHONOTUANAPAbLI NaiganaHaTbliH apT-KOMMYHUKaLUANapAbIH
JAVHaMUKacbkl MeH HafbITbIH KepceTeTiH bakblnaynapabl kamTuabl. ABTOp KazakcTaHHbIH, Ka3ipri eHepiHaeri
Kepkem beriHenepaiH ceMaHTUKabIK KaTapblH ©3repTy XXoHe KEHENTYAI, A3CTypi eHep dopmanapsl

MeH MaTepuangapbiH LMdpPIbIK TEXHONOTUANAPMEH YINECTIpYae LMbPAbIK CypeTLiiep MeH KypaTopaapsibi,
6enceHai XXyMbICbIH aTan eTeAi (kepkem KypblabIMHbIH, CMHTaKTMKackl). Makanaga KOMMyHMKaLma
nparMaTrKacbiHblH ©3repyi KepceTinin, CypeTLiHiK 6encensi azamaTTblk NO3MLMACLIH OATYFa HafbiTTanfaH
TEHAEHLMA alikbiHAaNaAbI.

MaTtepuangbiH, KyHAbIAbIFbI Ka3akcTaHHbIH, Ka3ipri eHepiHAeri MO3UTUBTI YAepicTepai naatoctpaumanaysa
XaTblp. Anainga aBTop npobaemanbik acnekTiiepre Hasap aygapasbl: TYTbIHYLUIbINAPAbIH LUPPAbIK,

eHep Ma3MyHbl Typabl XeTKINIKCI3 xabapAapbifbl, LUOPAbIK CypeTLinepaiH XyMbICTapblH BipikTipeTiH
nnatdopmanapAblH, XXOKTbIFbl XaHe XaHa LMPpablk BU3Yyanabl OHepAi CbiHU Tangayfa apHasifaH allblk,
Ananor anaHAapbiHblH 60Maybl.
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Abstract. This study explores the semiotics of communication on Kazakhstani digital visual art platforms
in Astana and Almaty. Empirical analysis of exhibitions visited in spring and summer 2024 supports
the theoretical framework of semiotic communication used in this work.

The article aims to conduct a semiotic analysis of communication processes at Kazakhstani digital visual
art exhibitions and assess the significance of artistic signs in cultural information exchange.

Based on Yuri Lotman’s concept of communication semiotics, the study hypothesizes that cultural
communication in the digital era activates the semantic, syntactic, and pragmatic content of visual art images.

The empirical part focuses on museum exhibitions, multimedia projects, and works of digital artists, examining
information exchange among the viewer, artist, and artwork. It identifies and classifies the types of signs

in communication, offering interpretations from a semantic perspective. Observations demonstrate the
dynamics of art communications using digital technologies. The author notes the expansion of the semantic
range in contemporary Kazakhstani art and the efforts of digital artists and curators to combine traditional art
forms with digital technologies (syntactics of artistic construction). The article shows a shift in communication
pragmatics, revealing a trend toward activating the artist’s civic engagement.

The value of this material lies in illustrating positive processes in contemporary Kazakhstani art. However,
the author highlights issues such as insufficient public awareness of digital art content, lack of platforms
uniting digital artists’ works, and the absence of open dialogue venues for critical analysis of new digital
visual art.
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BBepeHue

BHeapeHve LMPPOBbIX TEXHONOTMIA B COBPEMEHHOE KY/IbTYPHOE MPOCTPAHCTBO HeceT
PEBOJIFOLNOHHO 3HAaUNMYHO POJb. TOT daKT, UTO COBPEMEHHOE NCKYCCTBO YXKe He CMOXET
cywecTBoBaTb BHe nyTen digital-yckopenus, HeocnopuMm. Takxke o4eBUAEH TOT PakT,

YTO, HECMOTPSA Ha NOABJIEHNE HOBbIX TEXHONOTNIN CO3aHNA BU3YyabHOrO UCKYCCTBA,
MY/IbTUMEAMIMHBIX MPOAYKTOB, MPOLLECC BbICTPanBaHUA KOMMYHMKaLMIA NPOAoIKaeT
Aep>KaTbCA HAa OCHOBHbIX MPUHLMNAaX KyAbTypHOro B3anmogencrauns. Lindposblie
TEXHO/IOTMM MOTYT M3MEHUTb CMOCOBbI, CKOPOCTU Nepesaun MHGOPMaLMK, NOTEHLMANBHO
M3MEHWTb MaclwTabbl ayAUTOPUM, HO MHCTPYMEHTaMK paboTbl C BOCMPUHMMAIOLLLEN
ayauTopmen no-npexHemy byaet ABaaTbCA 06pa3, 3HaK, CMMBOA. [TOBEepPXHOCTHOE
BOCMPUATUE LNPPOBBIX apT-NPOEKTOB AaeT JIOXHOE oLyLiieHne abcontoTHOM

HOBW3HbI XyAOXeCTBEHHOro obpasa, NosiyyeHHoro 6narogapa NPYMEHEHNHO HOBbIX
TeXHONOrui. Bce anemeHTbl HOBOro UCKyccTBa 6a3mpyroTcs Ha AMHAMUYHOCTU, BbICOKOM
KOHUEHTPaLMKW, MHTEPMNPETaLLNMOHHON akTUBHOCTY, OPUTMHaNBHOCTU B3aUMOAENCTBUSA
TPAANLMOHHbBIX CEMUOTUYECKNX KOAOB 1N 3HAaKOBbIX CUCTEM.

B npeactaBneHHOM nccaefoBaHUM MCMNOb3YHOTCA TEPMUHBI «LMPPOBOE NCKYCCTBO»
n «undpoBble TexHoNOrMK». Lindposoe nckyccteo (digital art) npeacraBnser cobo
OTAe/bHOe HanpaB/ieHNe COBPEMEHHOIO UCKYCCTBA, KOTOPOe CO3AaeTcs
C 3a4,e1CTBOBaHNEM LMDPOBbIX MHCTPYMEHTOB, TakKUX Kak KOMMbloTepHas rpaduka,
3D-mopennpoBaHune, NCKYCCTBEHHbBIA MHTENNEKT U Apyrie TexHoNornn. B 1o Bpems
KakK LmdpoBble TexHOAOrMN 0603HauaroT Habop NHCTPYMEHTOB, MPUMEHAEMbIX
B pa3/IMuHbIX chepax, BKAKOUAA BbICTaBOYHbIE N My3elHble NAOLAAKW, AN YAyULleHNs
B3aMMOZENCTBUA C ayaUTOPUEN, YNyULLEHWA BU3yaabHOW Npe3eHTaLnm Matepmanos
W OpraHv3aunmn 3KCNo3nLMK.

Llenb faHHOM CTaTbM — NPOBECTM CEMUOTMYECKMI aHaIM3 KOMMYHUKALMOHHbIX
MPOLLeCCOB, MPOUCXOAALLMX Ha BbICTaBOYHbIX MaoLaskax KasaxcraHa.

3agaumn nccneaoBaHuUS:

* NpeACTaBUTb BMU3yaNbHble KOMMYHMKALMM B KOHTEKCTE CEMaHTUYEeCKOro aHanum3a
06BEKTOB COBpeMeHHOro nckyccrea KasaxcraHa;

*  NPeANoXnTb CUHTaKCUYEeCKoe UCCIef0BaHMe 3HAaKOB KOMMYHUKALIMIA BbICTaBOYHbIX
naowaaok KazaxcraHa, MCMOAb3YyHOLLMX HOBbI€ TEXHONOTUW U MPeACTaBAAOLLNX
LMppOBOE NCKYCCTBO;

* MpeacTaBUTb COOTBETCTBYHOLLME BbIBOAbI, PEKOMEHAaLMM No 0603HaYeHHON
Hay4HoWn npobnewme.

[ns noHMMaHna ocobeHHOCTelN KOMMYHMKaLMK B apT-npocTpaHcTBe KasaxcraHa
HeobXxoANMO 06pPaTUTLCA K OCHOBaM TEOPUN CEMUOTUKN Y KOMMYHUKaLUK, KOTOpble
MOMOTYT PacKpbITb MeXaHN3Mbl B3aUMOAENCTBUA MeXAY LMdPOBbIMU 0OBbeKTaMM
NCKyCcCTBa 1 3puTenaMu. MHoroobpasune TeopeTnyeckmx NoAxXoA0B NMO3BOANT raybke
NpoaHaAn3npoBaTh BOMPOC O MeXaHN3MaX COXPaHEHNS N M3MEHEHWNA KyabTypbl
KOMMYHMKaLMK, YBUAETb, Kak LMdpPOBbIe TEXHONOTUN BAUAIOT Ha CEMaHTUKY 06pa3os,
3HaKOB W 3HAKOBbIX CUCTEM, COAENCTBYHOT UX KYyNbTYPHOMY B3aMMOZAENCTBUIO.
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MeTtogonorua n metoabl uccneaoBaHUA

MeToaonorna nccaefoBaHna OCHOBaHa Ha SMMNUPUYECKOM U3yYeHUn
KOMMYHWKaLMOHHbIX MPOLLeCCOB Ha BbICTaBOYHbIX noLwaakax KasaxcraHa,
npeACcTaBAAOWMX LMdGpPOBOE NCKYCCTBO. B nccneaoBaHm MCNoab30BaHbl METOAbI
ANAXPOHMYECKOTO aHan3a, CIOLWHOM BbIGOPKM 0OBEKTOB, HAaBAOAEHMS, ONUCAHNS,
TUNONOTM3aLMK U UHTEepMNpeTaLmm AaHHbIX.

B HacTosLLen cTaTbe HaMK OnmncaH Matepunasn, MOAYyYeHHbI B pe3ybTaTe
nccnefoBaHna apT-naoLaszok ActaHbl U AMaTbl B BeCeHHe-eTHUA nepuog 2024 roga.
B kauectBe 06beKTOB HaMM Bbn noceleHbl 30 apT-NAOLLAA0K, BKAKOYAs My3eu, ranepen,
BbicTaBkn. Cpean Hux B ropoge ActaHe — HaumoHanbHbIM My3ein Pecnybavkm KasaxcTaH,
MexayHapOoAHbI BbICTaBOUHBbIN LeHTp EXPO, xyaoxecTBeHHble ranepen Has Sanat,
ForteBank Kulanshi ArtSpace, Artumar. B ropoae Anmatbl 370 MyabTUMeANVHbBIV
Mmy3er Lumiere-Hall, FocyaapcTBeHHbIN My3ei nckyccts Pecny6amkmn KasaxctaH umeHum
AbbinxaHa KacteeBa, LleHTpanbHbIN rocyaapctBeHHbIV My3en Pecnybankn KasaxcraH,
Myzein Anmatbl (My3elt nctopum ropoga Anma-Atbl), Alma museum, Jom-my3ein Axmeta
BaviTypcbiHOBa, My3ei My3bikanbHbIX MHCTPYMEHTOB UMeHW blkbinaca, JiutepaTtypHo-
MeMopUabHbI My3elHbIn komnaekce Cabuta MykaHoBa v Nabuta Mycpenoga,
Aom-my3en AbbinxaHa Kacteesa, lom-my3en [. A. KyHaeBa, LieHTpanbHbI My3ei
XKeNnesHoAopoxXHoro TpaHcrnopTa PK, My3sel kazaxckoro KuHo nMmenn LLlakeHa AliMaHoBa,
apT-npoctpaHcTBa Art Lane n [lom Ha baprbaeBa, 36; Xyf0XeCTBeHHble rasepen —
LleHTpanbHbIM BbicTaBOYUHbIM 3as, Almaty Gallery, Art Space, Art Galaxy Alma-Ata, 3ruH,
Xayxap, Esentai Gallery, ArtEl, Oner Corner, Apt-Caman v ap.

N3yueHne Teopun Bonpoca 0 BU3yanbHOW KOMMYHMKaLMW NOKa3ano A0CTaTOYHO
LUMPOKYHO aMMINTYAY HayYHbIX NHTEPECOB COBPEMEHHbIX yYeHbIX. /I TeM He MeHee
B XOZ,e aHa/n3a HaM YAanocCb CrpynnupoBaTth paboTbl uccaesoBaTener B HECKOIbKO
K/OUEBbIX HampaBJ/IeHWN, KOTOPble OMMUCBIBAIOT CYLLIECTBYHOLLME MOAXOAbI
K MccnesoBaHuio LMGPOBOro NCKYCCTBA, BU3YalbHOW KOMMYHWUKaLUN 1 TEXHONOTUI.

Mpobnema MHTePaKTMBHOIO NCKYCCTBa M KOMMYHMKaLM 0bo3HaveHa B paboTe
«BusyanbHas KOMMyHMKaLMA 06 U3MEHEHUN KAMMaTa: OT MKOHOTrpadum A0 TPexMepHoOW
BW3yanmsauum B MecTHbix pamkax» (Visual Climate Change Communication:

From Iconography to Locally Framed 3D Visualization) (Schroth, et al.), B ucchegosanum
«DopmMmupoBaHune ybexzaeHui: poab ayauTopumn B BU3yaibHOW KOMMYHMKaLUK»
(Shaping Belief: The Role of Audience in Visual Communication) (Tyler), B KoTOpom

Ha CaMbIX Pa3HbIX YPOBHAX M3y4aeTcs pob ayaAntopun B OpMMPOBAHNN BM3yaNbHON
KOMMYHWMKaL K.

B 3ToM e HanpaBneHun B Tpyae «/IHTepakTMBHOE TBOPYECTBO LMPPOBON 3pbI:
nccnegoBaHMe TOro, Kak MesmaapT NO-HOBOMY OrnpesenaeT OTHOLWEHUA MeXAy
ayantopuen n npovsseseHnaMu nckycctsa» (The Interactive Creativity of the Digital
Era: Exploring How Media Art Redefines the Relationship Between Audience and Artwork)
noAYepKMBaETCs, YTO B MHTEPAKTUBHbIX MPOeKTax MeAnamnckyccTBa 3putenn CTaHOBATCA
aKTUBHBIMW yYaCTHMKaMW XyL0XECTBEHHOrO npouecca: «JTa MeTamopdo3a npespaLlaert
TBOPYECKMIA MPOLLECC B HEMPEPbLIBHbIV LKA BLOXHOBEHWUS N MHTEpPMpeTaLunii.
TBOPYECTBO XyAOXHMKa NPEBPaLLAETCA B XO/ICT, Ha KOTOPbIA 3pUTENN NPOEeLnpYoT
CBOMV MHAMBMAYaNbHbIE naen, smoumm 1 nepcnektusbl» (Takal 31).
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Heckonbko nHauve pacnpeaenatoT akLeHTbl B OTHOLLEHUAX XYAOXKHUK — 3pUTeNb
aBTOpbI cTaTen «[MNepHappaTUBHOCTb, Paccka3biBaHWE UCTOPUIA N OTHOCUTENBHOCTb
UCTUHBI: LMdpoBas ceMMOTUKa KOMMYHUKaLMK U B3aUMOZeNCTBUA» (Hypernarrativity,
Storytelling, and the Relativity of Truth) n «<KommyHmKaLmsa B COBMECTHOM TBOpYeCTBe
yenoseka 1 VIN: nepuenTUBHbIN aHaNM3 KapTUH, CO3AaHHbIX cMCTeMaMu Npeobpa3oBaHms
TekcTa B nsobpaxeHune» (Communication in Human-Al Co-Creation: Perceptual
Analysis of Paintings Generated by Text-to-Image Systems) (Wagener; Lyu, et al.).

Tak, AnbuH BoreHep akueHTMpPYyeT BHUMaHME Ha TOM, YTO «...AJ18 POCTa BUPYCHOCTU
Ba>XHO MonaratbCa Ha “XopoLume UCTopun“», KOTopble NPUAYMbIBaeT aBTop, a ayautopusa
TONbKO cnepyert ero Bone (Wagener 149).

Bonpockl coxpaHeHns 1 apxMBnpoBaHUa LMbPOBOro NCKyCcCTBa B acnekTe npobaembl
Ky/IbTYPHOW KOMMYHMKaLMW MOCTaBAEeHbl B uccnegoBaHnn «Linpposoe nckycctso
B 3a3epKa/ibe: HOBble CTpaTermm apxMBmMpoBaHNA, KOANEKLMOHNPOBAHWA U COXPaHEHUA
B LMPOBbIX N'yMaHUTapHbIX Haykax» (Digital Art through the Looking Glass: New Strategies
for Archiving, Collecting and Preserving in Digital Humanities) (Grau, et al.). ABTopbI
OCBELLAKT BbI30BbI, CBi3aHHbIE C MPOLLECCOM apXMBUPOBAHNA NHTEPAKTUBHbIX
1 npoLieccyanbHbIX MPOU3BEAEHWNI.

O BANAHUN UNPPOBbLIX TEXHONOTNIN Ha HOBbIE KYpaTOPCKME MPaKTUKKM, Ha MpoLecc
KpeaTMBHOCTM paccy>aatoT aBTopbl paboTbl «Llndposoe B3anmogelicTme
B COBPEMEHHOM XyZ0XXEeCTBEHHOM My3ee: TpaHchopMmaumsa ayautopun» (Digital
Engagement in a Contemporary Art Gallery: Transforming Audiences) (Harding, et al.).
YueHble nccnenytot, Kak LnppoBble TEXHONOTMU U3MEHAROT BOCNPUATME UCKYCCTBA
B rasiepeinHblX MPOCTPaHCTBaX, YCUIMBAKOT MHTEPAKTUBHOCTb NpoLecca B3anMoencTBus
ayAnTOPUM C UCKYCCTBOM. TOT e BOMNPOC BAVAHUA BM3yasbHOW rPaMOTHOCTU Ha pa3BuTme
KpeaTUBHOCTU 1 KPUTUYECKOTO MbILLIEHNS paccMaTpuBaeTca B cTaTbe «CTpaTernyecku
HeOAHO3HaYHOe 3aZlaHNe: MOAXOA K Pa3BUTMIO KPUTUUYECKOTO Y TBOPYECKOTO MblLUNEHMUA
B BM3yaNbHOW KOMMYHUKaunn» (The Strategically Ambiguous Assignment: an Approach
to Promoting Critical and Creative Thinking in Visual Communication) (Bratslavsky, et al.);
HabatoaeHNs NPOBOANANCH Hag, CTYAEHYECKOW ayanToOpUuen.

Kak BMAWM, CNEKTP MHTEPECOB YUYEHbIX K KOMMYHMKAaLMX B BU3yaJlbHOM UCKYCCTBE
AOCTAaTOYHO WKpoK. KoHuenumu, npeactaBaeHHble B MPOaHan3nMpoBaHHbIX paboTtax,
OMUCbIBAKOT CMOCOBbI aKTMBMU3aLMN KOMMYHMKATUBHbIX MPOLECCOB B 061acTn undpoBoro
MCKYCCTBa Yepe3 NHTepec K COBCTBEHHO TEXHNYECKOW CTOPOHe BOMpoca (nporpamMmmam,
6a3aM apxvMBUPOBaHWNSA, HOBOW MHTEPAKTUBHOW NPOAYKLMNWN, NCKYCCTBEHHOMY UHTENNEKTY
W T. A.), K POAN OAHOrO M3 y4aCTHUKOB KOMMYHMKATMBHOIO akTa: 3puTens, Kypatopa
NIV XYAOXKHMKA.

KoHuenuwmsa, KoTopon Npuaep>XnBaeTca aBTop AaHHOrO NCCAeA0BaHNS, HOCUT
MEXANCUUMIMHAPHBIN XapaKTep U OCHOBbLIBAETCA Ha M3yYEHUM CEMUOTUKM 3HaKa
Kak OCHOBHOTro MHGOPMAaLIMOHHOIO 3BEHA, y4aCTBYHOLLEro B NpoLecce nepesayv,
BOCMPUATUA, COXPaHEHMA KyNbTypbl. B Hayke nHTepec K ABAEHMIO KOMMYHMKaL MK
NPOABWACA B TPYAaX U3BECTHbIX yUeHbIXx-bunonoros B cepeanHe XX ctonetnsa. OgHumm
13 NepBbIX NPOBAEMON XyA0XXECTBEHHOM KOMMYHMWKALUN 3aUHTEPECOBANNCH
npeACTaBUTENN MUPOBOW LIKONbI CeMUOTMKM. Ocobbli BK1a B pa3BUTME 3TON HayKu
npuHaanexut antepatyposegam HO. H. TeiHaHOBY, b. M. SiixeHbaymy, KO. M. JloTmaHy,
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nvHreucty B. b. LUknosckomy, ncuxonory J1. C. Beirotckomy, punocodam P. bapty,

FO. Kpuctesow, X. eppraa u MHOrMM ApyrMm. Ha coBpeMeHHOM 3Tane ceMuoTmKa
KOMMYHMKaLMWN Kak HayKa nepeLuna rpaHunLbl y3KoHanpaBieHHbIX NCCAeA0BaHNN 1 TakKnM
06pa3oM pacmpuia BO3MOXHOCTU UCCNe0BaTENEN B CaMblX Pa3HbIX 061acTaX HayKK.

Kak npaBuio, TpyAbl MO CEMUOTUKE KOMMYHUKALMN HOCAT MEXANCLUUNANHAPHBIN
XapakTep 1 JOCTaTOUYHO 3BPUCTUYHbI. Kak, HanprmMep, Teopus pM3oMaTMyeckour KapTbl,
npeanoxeHHas B KHUre «CnpaBoYHMK NO BU3YyaNbHON KOMMYHMUKaLMWN: TEOPUS,
meToabl n Meauna» (Handbook of Visual Communication: Theory, Methods, and Media)
nog peaakumenn KeHa Cmuta n ap. (Smith, et al.). 3Ta KoHUeNUMsA, OCHOBaHHAas Ha NAesX
[enésa n ['BaTTapu, paccMaTpuBaEeT BU3yaslbHYH) KOMMYHWUKALIMIO KaK HEIMHENHYHO CeTb,
rae nepecekaroTcs U B3aMMOZENCTBYHOT Pa3/ivuHble ANCLMUMANHBI, Takue Kak MNCUXoNorus,
CEMMOTUKA, KYNbTYPHbIE UCCNIEAOBAHUA U AN3aH.

CMeXXHYH TeOpUHo KOMMYHMKALUN 1 3HAKOB, paboTatoLLyo C KOHLLENUMAMN PUTOPUKM
1 GYHKLMOHaNbHOM rpaMoTHOCTY, npeanaratoT Jx. Maypucno Mexma n CaymaH Yy
B TpyAe «Mogenb an3aliHa BU3yasibHOM KOMMYHUKALUW: COEANHEHNE TEOPUIA PUTOPUKM,
rPaMOTHOCTU U au3aliHa» (A Model for Visual Communication Design: Connecting Theories
of Rhetoric, Literacy and Design). ABTOpbl BBOAAT TPAHCAUCLMUMNAMHAPHYHO MOAENb
BM3ya/lbHON KOMMYHWMKaLMK (BKIKHOUAKOLLYHO KaTeropun co3gatens/npoatocepa, Metosa
NPOEeKTUPOBaHMA, BU3YaNbHOrO pAja U ayaUTOPUN) N MPUXOAAT K BbIBOAY, AOCTaTOUHO
3HAUMMOMY B KOHTEKCTE AaHHOMW paboTbl: «...pUuTOPMKa MOraa
6bl rapMOHN3MPOBATb CTETUYECKNE, CUMBOIMYECKNE N YyTUAUTAPHbIE GYHKLNN...»

(Mejia and Chu 41).

BbI3bIBatOT MHTEpeC TPyAbl YYEHbIX, MOCBALLEHHbIE NCCNef0BaHNIO 3HaKa Ha MaTepunane
BU3yanbHOro uckyccrea. Cpeaun Hux pabota B. M. Po3nHa «CemMno3nc HeceMmoTnyeckmx
06pa3oBaHNN (CUMBOIOB, CXEM, MKOH, MPOU3BeAEHMI UCKyccTBa)» (PO3WH); cTaTbn
E. /1. Bankunng v W. [. Kapnosou «/1306pa3nTenbHOe NCKYyCCTBO: CEMUOTUYECKME OCHOBbI
KOMMYHMKaTMBHbIX Npoueccos» (bankmHg n Kapnosa), C. B. CaHHukoBa «K npobaeme
3Haka u cemmnosmca» (CaHHukos), B. . HoBocenosa «[Tpobnema nHtepnpetaymm
3Haka M HeorpaHWYeHHbIn cemmno3nc» (Hoeocenos), I'. UN. Nicenbaesoi «O cemmnosmce
Kak HeobXO4MMOM YyCNOBUM PaLMOHAANCTUYECKOro NoHMMaHus» (MceHbaesa),

E. A. OknagHunkoBon «CemMno3nc MysenHoro npeameta» (OknagHMKoBa), MOHorpadpus
O. A. lNMpoxoxeBa «BusyanbHble KOMMYHUKaLNN B UICTOPUYECKOM U KyIbTYPHOM acnekTe»
(Mpoxoxes).

MNpur3HaBas 3HaUMMOCTb PabOT yUeHbIX-NPeALleCcTBEHHNKOB, aBTOp 0653aH yKka3aTb
Ha TO, UTO Hay4Hble MHTEePEeCH! BbillenepeyncaeHHbIX NCCAeL0BaTENEN COCPEfOTOYEHDI
Ha KyNbTypOJ0rnyeckoM Matepuane pyrmx HapogoB 1 cTpaH. KaszaxcTaHckoe BM3yanbHoe
LUMPPOBOE NCKYCCTBO MPOXOAUT CBOM NyTb, UMeET COBCTBEHHbIN KOHTEHT, CBOeobpa3ue
€ro caMbIM NpsAMbIM 06pa3oM 06yCNOBAEHO COLMANbHO-3KOHOMMYECKMM COCTOAHUEM
obLecTBa, Ka4eCcTBOM pa3BUTUA cdHepbl KOMMbIOTEPHBIX TEXHONOTUIA N MHOTUMW APYTUMMU
dakTopamu. Tak akTyannsmpyeTcs BONPOC 3HaUYMMOCTN UCCAeA0BaHNA MO U3YUYEHMIO
KOMMYHMKaL M Ha MaTepurane umdbpoBoro nckyccrsa KasaxcraHa.

Mpexae YeM HauaTb U3/I0XKEHWNE NMPAKTUUYECKOW YacTu UCCiesoBaHus, ChGOpMyInpyem
rmnoTesy N Ha30BEeM YPOBHW aHa/M3a 3HaKOB BM3YyalbHOrO UCKycCTBa. MmnoTesa
nccnefoBaHUA: OCHOBHbBIM SAPOM CEMUOTUKM KYNbTYPHOW KOMMYHUKaLMKN BCeraa
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SBIAETCS 3HaK, KOTOPbIV BXOAUT B Pa3HOKaHabHbIA M Pa3HOBEKTOPHbLIM dopmaT
06LLEeHMsA C COLMYMOM. 3HaK ABNSETCA CYObEKTOM M O6BEKTOM KOMMYHMKaLNNA,
MOXKET BbIMOJHATb MPOMEXYTOUYHYIO PO/b B Nepegaye nHGopmaumn. VizyyeHne
CEMaHTMYECKOro, CUHTaKCMYeCKOro 1 napasnrMaTmyeckoro YpoBHs peanvsanmnm
3HaKa (cornacHo Teopun HO. J/loTmaHa) no3BoaseT bonee rnyboko nccnesoBatb pPonb
BW3YyaNbHbiX 06pa30B B NpoLiecce B3aMMOAENCTBUSA XYAOXKHWKA, 3pUTENS U CaMOro
obbekTa LundpoBoro nckyccrtea. CemMaHTUUYECKMI YpOBEHb BOCCO3AaET CBA3b 3HaKa
¢ 0603HayYaeMbIM O6BEKTOM, CUHTaKCUYECKUIA — NpaBuaa OpraHmn3aLMm 3HaKoBbIX
cucTem, NparMaTMyeckmii — BOCMPUATUE N MHTEPNpeTaLMto 3Haka ayamtopuen. AHanus
KOMMYHWKATMBHbIX 06Pa30B Ha 3TMX YPOBHAX NO3BOANUT Bosiee TOYHO OLEHUTb ANHAMUKY
COBPEMEHHbBIX BU3YyaNbHbIX KOMMYHUKaLMNA.

B cnegytolem paszene Ha KOHKPETHbIX NpUMepax roposoB AcTaHbl U Anmatbl
ByseT CTPYKTYPUPOBaH XyA0XECTBEHHbIV MaTepuas, cobbiTUs LMDPOBbIX BU3yasbHbIX
apT-0bBbEKTOB, CO3AatoLme CEMUOTMYECKME KOMMYHUKALIUN.

Pe3synbTaTtbl n 06cyxaeHune

XKvBs B NoTOKE NepemMeH 1 NOTPACEHWI, YeNOBEYECTBO He BCerja ycnesaet
oTpednekcMpoBaTb 3HAUMMOCTb MPOUCXOAALLNX COBbITUI. Lindposumzaums — 310

OAWH 13 MOBOPOTHbLIX MOMEHTOB Pa3BUTUSA LIMBUAN3ALIMM, KOTOPbIA HECET MHOTO
BO3MOXHOCTEN K MU3MEHEHMIO Hallero obpasa Mblciv, 0bpasa XXM3HK, a 3HAUUT,

n 6yayuwero. CKOpoCTb NPOABMXKEHUA MHPOPMaLMK, umdpoBas OTKPbITOCTb 0bLLeCcTBa
063bIBaOT COBPEMEHHMKA NPOABUTL OCOHEHHO BepexxHoe OTHOLLEHME K BANXKHEMY,
HeCT! OTBETCTBEHHOCTb 3a JIt0H60W NPOAYKT, BbljaBaeMblvi B LLMGPOBYHO MerapeasbHOCTb.
B ogHouacbe Takas kynbTypa He dopmupyetca. CnegyeT NPUAOXUTb MHOTO YCUANI

ANA TOro, 4Tobbl BOCNUTaTh COOOLLECTBO B 3TUX BbICOKMX CTaHAapTax. Ecam yyectb

TOT PaKT, UTO MOCTMOAEPHM3M aKTUBM3MPOBAa TEHAEHLMIO Ha COTBOPEHNE COBCTBEHHbIX
MWPOB-06Pa30B, MNOBbLICU MHTEPEC K BUPTYalbHOW peanbHOCTH, K NpesenbHO
Cy6bEKTUBMPOBAHHOMY M300Pa>KEHNIO — TO MMEHHO B 3TMX YCIOBUAX BO3MOXHOCTU
undposoro rpabryeckoro NCKyccTBa, KOMMbKOTEPHbIX MPOrpamMmm pPasanYyHOro

YPOBHS CNIOXKHOCTU, JOCTYMHOCTb TEXHNYEeCKoM 6a3bl (OT MOBCEAHEBHbIX raZ>XeToB

A0 BbICOKONPODECCMOHANBHON TEXHWUKM) MO3BOANAN NPOABUTLCSA TOMY, UTO Ha3biBaETCA
LNPPOBLIM UCKYCCTBOM.

B pe3ynbTaTe Ha CEroAHAWHNM AeHb KaXAbli My3€el, BbICTaBOYHas rasepes,
XYAOXECTBEHHbIV CaoOH, MybTMMeANaBbICTaBKa BOB/I€YEHbI B r106anbHy0 LMppoByro
3KoceTb. B abcontoTHOM 60/IbLUMHCTBE Ky/IbTYPHbIX 3aBEAEHMI Ha BXOAHOM rpynmne
yCTaHOBEHbI MHGOPMALMOHHbIE KMOCKM, NCronb3yroTcd QR-koabl. Ha BbICTaBOUHbIX
naoLwaakax MexayHapoAHOro 1 pecnybimkaHCcKoro 3HaueHmsa ycraHosaeHbl LED
N CEHCOpPHbIE 3KPaHbl C MPOrpaMMHbIMU NPOAyKTamu, 06bekTbl 3D-MozenpoBaHms
AnA cnaboBUAALLMX NOCETUTENEN, HAYLLHWKM C NEKLMAMN aBTOTMAOB Ha HECKONbKMNX
A3blkax (Mo BbI6bOpY). U, KOHEUHO, AeATENbHOCTb KaXkA0ro 06bekTa KyabTypbl HEMbICIMMA
6e3 couceTein, VIHcTarpama, NnopTano., CETEBbLIX COOOLLECTB U T. 4.

B xope noceleHnii My3enMHO-BbICTaBOYHbIX KOMMAEKCOB Mbl 06paLlann BHUMaHne
Ha TO, KaKume TUMbl 3HaKOB N CUMBOJIOB MCMO/b3YHOTCA B KaXKAOM BbICTAaBOYHOM
NPOCTPaHCTBE A/ MOCTPOEHU KOMMYHUKALIMK C noceTutensimu. bonbluas yactb
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TBOPYECKNX OpraHn3aLnii BblAennaa 3HaunTeNbHy YacTb CPEACTB Ha LMdpoBmM3aLmio
NpOLECCOB XpaHeHUs 1 06paboTku AaHHbIX, Ha obecrneyeHne kKnbepbeszonacHOCTM.
Ha cerogHsaWHMA feHb COBCTBEHHYO LMOPOBYHO MHOPACTPYKTYpPY, HanpaBAeHHYHO

Ha BOBJ/IeYEHME MOCeTUTENEN B MPOLECC XXNBOW KOMMYHUKALNN MEXINYHOCTHOTO

W IMYHOCTHOTO XapaKTepa, MMerT HEMHOTME KY/IbTyPHble LEHTPbI (Cpeamn HM1X
HaumoHanbHbI My3el Pecnybankmn KasaxcraH, MexxayHapoaHbI/ BbICTaBOUHbIN
ueHTp EXPO, Alma museum, lom-my3eirt AxmeTa baiTypcbiHoBa, My3ei My3blkanbHbIX
WNHCTPYMEHTOB MMeHW blkbinaca, FocyaapCcTBeHHbIV My3eit nckyccTB Pecnybavkm
KazaxctaH nmeHun AbbinxaHa Kacteesa). M 3aeck HeBaykeH MacluTtab 3ToM
KOMMYHWKaLMOHHOM NAOLWWAAKM: Ha OTPOMHbIX Naowaaax HaunmoHanbHOro myses

M Ha OTHOCUTENbHO HebonbLLIOM NpocTpaHcTBe Alma museum noceTuTeNb YyBCTBYET
OAMHAKOBYHO 3aMHTepeCcoBaHHOCTL B digital-akTMBHOCTY, T. K. NEPEXOANUT OT OAHOTO
LundpoBoro obbekTa K ApYyromMy, NOrpy>aeTcs TO B UCTOPUYECKUIA BUAEOPAS,

TO B 3BYKOMMWCb 3MOXW, TO OCTaHaBANBAETCS Y MHPOKMOCKA C MHTEPECHBIM AM3aliHOM

n MHbopMaLMenn, TO NepeBOAMNT B3rNA4 Ha CTEHY, Ha KOTOPYHO NPOeLmnpyroTcs
BMAEOCOOLITUA U PaKTbl.

[ns NOHVWMaHMA TOro, Ha YeM OCHOBBIBAETCA MPOLLECC TBOPYECKOTO B3aUMOAENCTBIS
XYAOXHUYECKOTO CO3HAHMA N CO3HAHMUA PeLMIUEHTa, Kak BblpaXkaeTca xapakTep
KOMMYHMKaLMKN B UMOPOBYHO 3MOXY, BaXXHO ONpeAenvTb Haanume n3aMeHeHuim
B CEMaHTUKE CYLLLeCTBYHOLLMX 3HAKOB Ky/IbTypbl, KOTOPble BOCTpeboBaHbl Ha COBPEMEHHbIX
apT-naoLagkax BU3yaabHOro nckyccta. IkoHnyeckmne 3Hakum, CUrHasbl, 3HaKU-MHAEKCbI,
CUMBOJIbI, CUCTEMbI 3anuceit, BepbanbHble 3HaKW U Ap. COCTAaBAAOT OCHOBY Hallero
KOMMYHMKaLMOHHOrO NpocTpaHcTBa. W, kak 370 66110 MHOTOKpaTHO AloKa3aHo B paboTax
YYEHbIX-CEMMOTUKOB, BbIUTU 13 NpoLLecca 3HAaKOBOTO MbILLIEHUA HEBO3MOXHO.

Ho Tem He MeHee onpezeneHHble YCI0BUA BbITOBaHMA 3Haka MOTYT NMOB/MATb Ha TPAKTOBKY
€ero cogep>xaHus. Tak, K npuMepy, UAENHO-3CTETUYECKas KOHLIENLMS YUYPEXAeHNs KyNbTypbl
WK 3MOXasibHble LLEHHOCTU MOTYT MPUBECTU K YCUNEHMIO MO3ULUN OAHUX 3HAKOB

N ocnabneHunto apyrux, uto, 6e3 COMHeHus, byaeT BAMATb Ha Ka4yeCcTBO U CoAep KaHue
KynbTypHOro obmeHa. Tak, A610Kk0 anopT, Hekorga 6biToBaBLlee Kak cMMBO Anma-ATbl,
Ha CEeroAHALWHWN AeHb B KakOM-TO Mepe yTpaTUIO CEMaHTMKY CUMBOJIA U MPeBPaTUIOCh
B 3HaK BpeMeHu (Hanpumep, B nHTepbepe Alma museum). M, HaobopoT, 3Hakw,
BOCMPUHMMaeMble CO3HaHWeM Ka3axcTaHua Hadvana XXI Beka kak abCoNtOTHO COBPEMEHHbIE
06pa3bl-CMMBOJIbI MONIOAOrO CUABHOTO rocyAapcTBa (06pas topThl, AepeBo baliTepek,
ntnua Campyk, 0bpas anLa Ha BepLuvHe AepeBa, 6epKyT C pacnpaBAeHHbIMU KPbIIbAMY,
30n10TON BOWH, ronyboe BbicOKOe HebO € 30/10TOM LaHblpaka), B UCTOPUYECKM HeAaBHME
BpemeHa 1950-x rosoB 6b1an 6bl NPOUYNTaHBI TOILKO Ha YPOBHE CKa3Kn 1 MUPOaOrunu.
CeroaHs Takve 06pasbl OpraHM3yHT KOMMYHUKALIMIO He TOIbKO Ha KPYMHEMLLNX NPOCTPaHCTBax
HaunoHanbHoro myses Pecny6amkn KasaxctaH, MexayHapoAHOro BbICTaBOYHOTO LEHTPa
EXPO, HO NpakTnyeckn B KaXkKAOM PerMoHasbHOM KyJNbTYPHOM LeHTpe CTpaHbl.

ApKMM NPUMEPOM B 3TOM OTHOLLEHUW ABAAETCA MHHOBALMOHHAsA XyA0XeCTBEHHas
BbicTaBka «HenpoKazaxctaH-2024», rae 6onee 120 npon3BeseHNiA, CO34aHHbIX
C NMOMOLLbKO HEMPOHHBIX CETEN, NMPEACTABAAIOT NMPUPOAY, aPXUTEKTYPY Y MaTepuanbHyrO
KynbTypy KaszaxctaHa, YTO NO3BOAAET YBUAETb 3TN 31e€MEHTbI Yepes Npu3mMy LdpoBoro
nckyccrea (cm. puc. 1, 2).
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Puc. 1, 2. ®otorpadum c BeicTaBku «HelipoKasaxctaH-2024». LieHTpanbHbIl BbICTaBOUHbIN 3a1 roposa
Anmartbl. 13 mapta — 27 anpens 2024 r.

Ha packpbiTne ceMaHTUKy TOro uam MHoro obpasa o4YeHb CUAbHO BAMAET
MPOCTPAHCTBO BbICTaBKW. VIHTEPECHO, YTO KypaTopbl MabiX BbICTABOK NpeAnountaroT
paboTaTb C MKOHMYECKMMM Obpasammn 1 CMMBOAAMK, TaK BbiICTPanBas KOMMYHUKaLMIO,
YTO KOPOTKOE paccToaHme Mexay obpa3omM-3HakoM (06pa3omM-CMMBOIOM)
¥ BOCMPVHUMAIOLLMM CO3HaHWEM MpPOoAyLMpyeT MIHOBEHHbIV MHTEPNpPeTaLMOHHbIN
npouecc. Tak, B JOMax-My3esX, COXPaHAOLWMX SPPeKT NPUBATHOCTU NPOCTPAHCTBA,
4acTO UCMOb3yeTCA NPUeM COYeTaHNA HOBbIX TEXHOOTMI C MCMOb30BaHNEM
KJIaCCMYEeCKOro MHTepbepHoro opopmaeHusa. Ha takmx akcnosmumax pusmnyeckas
6A130CTb K IMYHBIM BeLLlaM U3BECTHOM JIMYHOCTU B CONPOBOXAEHWUW €ro roaoca
WAN KMHOKaAPOB C ero yyactnem Ha 6anmKHen cTeHe HeOAHOKPATHO AaeT BO3MOXXHOCTM
NCTOPUYECKON KOMMYHMKaLNN.

MacwTabbl 60/1bLINX apT-MPOCTPAHCTB U Takme e 06beMHble LMPpoBbie MPOEKLNH,
WHCTaNAaLUMKY, BUAEOMN306paKeHNa HECKONbKO OTCTPAHAIOT 1 AaroT 3G dekT obbekTnBaLm
3pwvTens, BbIBOAAT B MPOCTPAHCTBO MEXINYHOCTHOTO ObLLEeHNs, nHTepananora
C COBbITUAHBIM PAAOM. M K NPUBBIYHBIM CXeMaM KOMMYHMWKaLMA C TEKCTOM MCKYCCTBa
(«fl — 06BbeKT nckyccTBa», «f — 06beKT NCKyccTBa — f») fobaBaseTca Ananor «f»

C HaATEKCTOBOW COCTaB/AOLLLEN MCKYCCTBA — CTOPUKO-MOANTUYECKUM, SKOHOMUYECKMNM,
AYXOBHO-PEANTMO3HBIM, KYNbTYPHbIM KOHTEKCTOM. Tak CTPOUTCA NpoLecc KOMMYHMUKaLUm
B HaumoHanbHOM My3ee cTpaHbl, B H0/IbLUMHCTBE 3a/10B KOTOPOTrO A5 BOCCO34aHNA
COOTBETCTBYHOLLLEN aTMOCHEpPbI MCMONb30BaHbl MOTOJIOYHbIE MPOEKTOPbI, BKPYrOBYHO
n3obpaxaroLime KapTUHbI COOTBETCTBYHOLLETO MNEPNOAa C HANOXKEHNEM 3BYKOBbIX
cneuaddekToB. Ha undpposor apT-naowagke B 3aie, NOCBAWEHHOM nctopum XX Beka,

C OFPOMHbIX 3/IEKTPOHHbIX MONIOTEH, PACCTaBlEHHbIX KaK CTPaHWLbl NCTOPUK,
pacrnonoXeHHble B MPON3BONbHOM MOpAAKe, NoceTutenb 6e3 3aTpyAHEHWI CUNTbIBaET
3HaKM Tex eT ¢ 06bpa3oB-MaakaToB, ra3eTHbIX Bbipe3ok, GOoTorpaduii M3BeCTHbIX JeATeneln
HayKW, KyNbTypbl, MOAUTUKW, MECEH M FrOJI0COB TOM 3MOXM (CM. puc. 3).

TpaanuMoHHasa 3KCNo3nLmsa, MOCBALLLEHHasA Y3HULAaM neyasbHO 3HaMEHUTOrO
AJDKMPa (AKMOAMHCKOro nareps >eH N3MeHHUKOB POAWHbI) NOCTPOeHa Ha apTedakTax
NOANTUYECKNX Y3HUL, (PoTorpadumax, MMcbMax, IMYHbIX NpegMeTax), UTo AoCcTpanBaeT
NOTUKY JOBEPUTENBHOM KOMMYHMKALIMW MOCETUTENS: UKOHNYEeCKNe 3HaKn LidpoBOWA
BbICTaBKM OOpeTatoT CBOKO BELHOCTb U O0Ka3aTeIbHOCTb B MPUCYTCTBMM OOBEKTOB —

MexayHapoAHbIA peueH3upyemMbln XypHan Saryn 93



(‘ ;apyn N2 4. 2024 BAJIXAH HYPEOCBIHOBA CEMUOTUKA KOMMYHUKALLN B LLUGPOBOM

94

Puc. 3. Undposas skcnosmuma HaumoHansHoro myses Pecny6avkm KasaxcraH.

cBugetenen nctopmm. Takoe YyepeoBaHme PasvyHbIX TUMOB 3HAKOB B TEMaTUYECKM
eMHOM HanpasfeHMM NO3BOASAET My3€el0 LiesieHarnpasJeHHO peann30oBbiBaTb
NPOCBETUTENbCKYHO PaboTy, OCYLLECTBAATb FOCYAaPCTBEHHYHO NMOANTUKY, C OLHOW
CTOPOHbI; C APYroi CTOPOHbI, OPraHNyHee Co3AaBaTb BbICTaBOYHbIE MPOCTPaHCTBa

1 NPOBOANTb NCTOPUKO-KYNbTYpHOE 0bpa3oBaHme A/ B3POC/bIX U AeTeil O4HOBPEMEHHO.

Me>ayHapoAHbIM BbiCTaBOYHBbIV LieHTp EXPO, oTkpbiThii B 2017 rogy v npeacTaBAsaBLInY
TeMy «IHeprua byayLiero», B HacTosALwee Bpems NpogokaeT GyHKLMOHNPOBATb
KaK yHVKaNbHOE NPOCTPaHCTBO, 0bbeanHAoLLLee HayKy, Obpa3oBaHne 1 KyabTypy,
B3POC/bIX U AeTel, Ha BbICOKOM Hay4YHO-TEXHUYECKOM YPOBHE NnpeacTaBastoLLee
Tpagmummn n obblvaun, KynbTypy Halleln CcTpaHbl. V13 Bcex MyabTUMeananioLaszox
Hallel CTpaHbl UMEHHO 3Ta BbICTaBKa OPUEHTUPYET NOCeTUTENEN Ha aKTUBHOCTb
KOMMYHWMKaL M. K1o4oM K Takor akTUBHOCTY AB/IAETCA MOJOXEHHOE B OCHOBY
BbICTABOYHOM MHPPACTPYKTYpPbl OTHOLLEHME K CEMUOTMKE 3HaKa Kak MHTepHaLMOHaNbHO
npounTbiBaeMon nHdopmaLmm. Ha nepsom ataxe MexayHapOAHOrO BbICTaBOYHOTO
ueHTpa EXPO nmeetcs MHTepecHoe NPOCTPaHCTBO, B aKTUBHOM UTPOBON popme
Npe3eHTytoLLIee Ka3axcKyto UCTOPUIO, BbIT, TpaanLIMK, KyabTypy. VIMeHHO 3aech 3agaeTca
yCTaHOBKa Ha AManor, C KOTOPOW Janee NOCeTUTENN 3aXOAAT Ha BbICTaBKy. KasaxcTaHubl
M rOCTW CTPaHBbl, B3POC/ble U AeTW, Clefys CeMaHTMKe ObLLLen3BeCcTHbIX 3HakoB (MTuua
Campyk, rHe3fo, iepeBo, KOHb, HOPTa, e/a, O4eX/Aa, HOTHbIE 3HaKW, My3blKalbHble
NHCTPYMEHTbI, XXEHCKME yKpaLLeHWs, Cefo 1 CTPeMs, A3bIKOBbIE 3HaKM — TEKCTbl Ha Tpex
A3bIKax 1 T. 4.), C YA0BOJIbCTBUEM MOTPYXKarTCA B CEHCOPHO-YYBCTBUTE/IbHYHO peasibHOCTb
ba0pbl U PayHbl, ICTOPUN N Ky/IbTYyPbl, MPUKACAOTCA K CTPYHaM Ka3axCKuX HaLMOHaIbHbIX
MY3blKaJbHbIX NHCTPYMEHTOB, Y4aTCa pa3inyaTb UX 3BykK (CM. puc. 4, 5, 6).

Ha saHHOW niowwaske noceTUTeNaM CO34at0TCA YCIOBUA AR MHTENNeKTyalbHO-
3MOLMOHA/IbHOTO OCMbICAIEHMA, @ 3HAYUUT, MOrPY>XEHMA B UCTOPUIO HAPOZa, ero Tpaamumnm,
6bIT, KynbTypy. CoueTaHne pa3NnNyYHbIX BUAOB AEATENbHOCTU, COMPAXKEHHbIX C U3NYECKON,
3MOLMOHA/IbHOM Y YMCTBEHHOW akKTMBHOCTbIO, HanpaB/sieT SHEPTUIO NOCETUTENEN
Ha COLMYMHO OPWEHTMPOBAaHHbI ANaOr C TaKUMU XKe YYaCTHUKaMM BbICTaBKU,

Ha UrPOBYHO KOMMYHMKaLMIO C LiMGpoBbIMU apT-obbekTamu. Ha Bcex BOCbMU
3TaXkax MaBW/IbOHA CEMaHTMKa MKOHMYECKMNX 3HaKOB abCOOTHO ACHa K MOHUMAaHWIO
1 0603HaueHNs 3HepPrum BeTpa, BOAbl, BO3ayxa, obpa3zos daopbl 1 dayHbl BegyT
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Puc. 4,5, 6. Npumepbl NCNO/b30BaHMA 3HAaKOB Ha BbiCTaBkax MexayHapoAHOro BbicTaBovHOro LeHTtpa EXPO.
11 masn 2024 r.

noceTuTesIen MMEHHO K TeM annapatam, KOTopble ZeMOHCTPUPYHOT TOT UM MHOW
MexaHW3M AeNCTBUS N306peTeHNn HOBOW LIMGPOBOM 3MOXM.

Hazo 3aMeTuTb, UTO BU3YyaNnbHbIV BUAEOPSAL UCTOPUKO-KYNbTYPHbIX 3KCMOHATOB
B COEANHEHMM C LNDPOBLIMU MKOHNYECKMMUN OBBEKTaMU HE NMO3BO/IAET BHUMaHWIO
3pUTeNs PacCcpPesoTOUNTLCS: eCN B3MNAL NepeHOCUTCA Ha LM POBOM OOBEKT,
TO MeHTasbHas paboTa Haj OCBOEHMEM TON WA MHOW TeMbl NpogokaeTcs. CMeHa dopm
3KCMOHMpPOBaHWA 3bdeKTUBHEE COCPEAOTAaUNBAET 3PUTENS HA MOHUMAHUW €AUHON Uaeu
BblCTaBKW. V1 3TOT MeTog 0pOpMAEHMs Ha CErOAHALWHWI AeHb JOMUHUPYET B abBCONOTHOM
HONbLUMHCTBE COBPEMEHHbIX My3eMHO-BbICTABOYHbIX KOMIMJ/IEKCOB.

CUHTaKCUYeCKOe NCCNeA0BaHNe 3HAKOBbIX MOCTPOEHWI NMO3BOJIUT MOHATb
MeXaHW3M KOMMYHMKaLUW Yepe3 Tak Ha3blBaeMyH «rpaMMaTuKy» f3blka KyabTypbl.
Ha cMHTakcMuyeckoM ypoBHE M3yyatoTCs MpaBuaa OpraHn3aLmm BU3yasbHbIX 3HAKOB.
B 3TOoM npouecce BaxXHO yBUAETb NpaBuia KOAMPOBaHUSA U AeKOAUPOBaHUA CMbICNOB,
NpOosiBJIeHNE HEKOEro airopuTMa KOMMYHMKALMOHHbIX MPOLLECCOB Ha BbICTABOYHbIX
naowaakax KasaxcraHa, MCNONb3yHOLLMX HOBbIE TEXHOJOTUW U NPeACTaBASAFOLLIMX
LUMdpPOBOE NCKYCCTBO. B Ka3axcTaHCKOM MCKYCCTBE YacTO MOXHO HabarozaThb,
Kak TPaAULMOHHbIE N COBPEMEHHbIE 3/IeMEHTbl KOMOMHUPYHOTCS B €MHYHO 3HAaKOBYHO
CUCTEMY, CO34aBasi HOBOE BU3yaslbHOE NMPOCTPaHCTBO. HanpumMep, Npu opraHvsaumm
LNPPOBbLIX apPT-BbICTABOK WU MYbTUMEANAHBIX MHCTANNSALMNA XYLOXKHUKNA UCMONb3YOT
COBPEMEHHbIE TEXHOIOTMYECKME CPEACTBA A/ UHTeprpeTaLmnm KapTuH, 0bpasos,
CHOXKETOB, MONYYMBLUNX MUPOBYHO M3BECTHOCTb, UAN TPAAULIMOHHbBIX HALMOHA/IbHbIX
HappaTVBOB. Ha Takunx naowazkax BM3yaabHble 06pasbl CTAHOBATCS YacTbio 06LLEl
CTPYKTYpbI, rAe TexHonorun (3D-Busyanunsaums, MHTEPaKTUBHbIE NMaHENN) UHTErPUPYHOTCS
C TPaANLMOHHBIMUN CUMBOIAMU.
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B kauecTBe Npumepa npvBeseM aHMMaLMOHHbIEe BU3yanbHble paboTbl. B FocyaapcTBeHHOM
My3ee uckycctB Pecnybamnkm KasaxctaH umeHn AbbiixaHa KacteeBa B mae 2024 roza
6blna oTKpbITa BbiCTaBka «/CKyCcCTBO MPOLLIOro Ha 3KpaHax byayLiero», nocBALeHHan
120-neTHeMmy t06UNErO XYAO0XKHMKA. AHUMALMOHHbIE PaboTbl MEPBOro Ka3axckoro
KMBOMUCLLA N akBapeNncTa, HapoAHOro xyaoxHunka Kasaxckon CCP AbbinxaHa KacTteesa
Mpe3eHTOBaANCh Ha 3KpaHaX MOHUTOPOB Cpeau PaboT, BbINMONHEHHbIX Ha XO/CTe.

B umcne unodpoBbix NpeacTaBaeHbl KapTUHbBI «KoAxXo3HbIN Ton» (1937), «XKaTtea» (1957),
«Axkcarickunm kapbep» (1967), «Typkcnb» (1969), «Ha BbicokoropHom katke» (1955).
OxwmBuna kapTuHbl KacteeBa, no cnoeam mckycctBoBesa EkatepuHbl Pe3HnkoBow,

«... KpeaTnBHaa komaHga "CamcyHr". Mbl BMecTe otbrpann paboTsl, rae MOXHO 6b110
HaNTK "NOABMXKHbIE SNEMEHTBI", @ OHU Y>XKe UX aHuMupoBann» (OpasbekoBa). XoueTcs
OTMEeTUTb, YTO LNPPOBLIE XYAOXKHMKM, paboTaBLuMe Haj 3TVM MPOEKTOM, MOJHOCTbHO
NOATBEPAMAN N MOBTOPUAN LiBETOBOE, KOMMO3ULMOHHOE, CHOXXeTHOe, 0bpa3Hoe BuaeHne
XYAOXHNYeCKNX pelleHnin KacteeBa. Ho npv 3ToM Bbifann cO6CTBEHHYO MHTeprpeTaLmto
KapTWH, CO3HaTeNIbHO nan 6ecco3HaTeNbHO CABUHYB UAEH COLMAANCTUYECKOro

peanv3ma Ha BTOpou niaH. Tak, Ha nonoTHe A. KacteeBa «Kosixo3Hbivi Tom» (1937),

r4e NPOCNaBASETCA COLMANUCTMYECKNI CTPOW C ero paZoCTHbIMU OXuaaHuaMu byayuiero,
aKTVBMU3MpPOBaHbI BCero ABa obpasa, 1 B pe3y/bTate 0603HaUMNOCh Apyroe NOHNMaHne
BPEMEHW: KaK TOJIbKO B HUXXHEWN YacTu KapTWHbI B y3HaBaeMOW UCMONHUTENIbCKOW MaHepe
LWapbl XXneHkyN0BOW, peanbHO XMBLUEW B Te rOAbl, HAYMHAET TaHLUEeBaTb AeBYLUKA

B HaLlMOHAa/IbHOM KOCTHOME, B LIeHTPasIbHYHO
YyacTb CTPeMUTENIbHO Bbe3XaeT N Hejobpo
3aMupaeT YepHblil BOPOHOK. Ecan nameHunTb
0oYepesHOCTb BbIXOAa aKTUBHbIX 06pa3oB
WAV aHUMUPOBATb Apyrne obpasbl, CMbICA
KapTWHbI NomeHseTca. K coxaneHuto,
doTorpadunm He nepesaroT ANHAMUKN BCEX
aHVMMMPOBaHHbIX 06Pa3oB, HO Mbl
npeanaraem cpaBHUTb KapTuHy A. KacteeBa
C UMPPOBBLIM U3OXKEHNEM, JaxKe ecu
¢$oTO 3aneyaTneBaeT TO/IbKO OAUH MOMEHT
(c™M. puc. 7, 8, 9).

Puc. 8. ®parmeHT 1 LMdpPOBOro aHNMaLNOHHOTO Puc. 9. ®parmeHT 2 LMdPOBOro aHNMMaLNOHHOrO
nepenoxeHus kaptuHbl A. KacteeBa «Konxo3Hbliin nepenoxeHus kapTuHbl A. KacteeBa «Koaxo3HbIN
TOW». 24 masi 2024 r. TOW». 24 masi 2024 r.
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MpuBegem apyrov npumep. Ha kapTuHe «Akcanckmi kapbep» (1967) undposon
XyAOXHWK MPOTUBOMNOCTaBW POMaHTU3aLMN NHAYCTPUAAN3Ma BbHOLLMICA AbIM
13 Tpy6bl MaLLMHbI, BNeYaTAAaroLWMI NO CBOUM pa3Mepam obpas nepekaTn-noss,
ANHAMWYHO MepeABUratoLLIMCA CleBa Hanpaso, U yaansatowmecs Braybb KapTuHbI
£,0 MONHOrO CBOEro MCYe3HOBEHWSA JBe rPy30Bble MalnHbl. Ha poHe cTaTuyHOM
MOHCTPYO3HOrO pa3Mepa Npov3BOACTBEHHOW MaLUVHbI, HAXOAALLENCA B CAMOM LieHTpe
KapTWHbI, BCe 06pa3bl ABMXKEHNA 3a4at0T COBEPLUEHHO MHOE MOHVMMaHWe MPOMbILLIEHHOM
peBOAtOLMK; Aa W TOT GaKT, UTO LieHTpasbHaa MallHa be3jecTBeHHa, TorAa Kak BCé
BOKPYT >XXMBET CBOEW aKTVBHOW XWN3HbIO, POXKAAET MHOE MOHUMaHMe 3TOro LnMepoBoro
apT-obbekTa: MHAYCTpUanmn3aumsa — TOAbKO MOMEHT 3TOW XXN3HW, TONbKO OAHO ee
nposBAeHWe, caMa >XXUM3Hb ABUXXETCA B pa3Hble CTOPOHBI (M. puc. 10, 11).

Kak BnanMm, aHMMaumnoHHble
paboTbl OCHOBbLIBALOTCA HA MOJHOM
NOrpPY>KEHNN B XyO0XECTBEHHbIA MUP
A. KacTeeBa, B To Bpems kak digital-
BapVaHTbl MepenpoYTeHNa KapTUH-
npeALwecTBEHHKOB POXKAAHOTCS
B pe3y/abTaTte O6HOBNIEHNA NPUBLIYHOWN
TEXHOJIOTUW BOCMPON3BEeAEHWS
XyZAOXeCTBEHHbIX 3HaKOB 1 06pa3oB.
TakoB OAVH U3 NMyTeW, BeAyL X
K TBOPYECKOW MHTepnpeTaLmn, — HOBbI
cnocob 06paboTkmn 1 XyAO>KECTBEHHOW
nojayn matepuana.

PaboTbl LdpPOBbLIX XYAOXKHNKOB
TEM 1 MHTEPECHbI, YTO OHU M3y4aroT
3HaKW B CMHTaKTUKE B3aWMOOTHOLLEHMM
C MPOCTPaHCTBOM M BpemeHeM, GOopMon
M XKaHPOM, Yepe3 napagoKCbl COYeTaHWM
LBeTa, PUTMa, PasnyHbIX BUAOB NUCKYCCTB.
Ortcrosa poxaaeTcs HOBOEe NOHUMaHne
n camoro obpasa, 1 B LLeJIOM KapTuHbI,

Puc. 11. PparmeHT LMPPOBOIN aHUMALIMOHHON
n punocopum nckyccrea. B atom kapTuHbl A. KacteeBa «AKCancknin kapbep».

yBEXAAOT MaTepurabl MylbTUMEANIHON 24 MaR 2024 T

BbICTaBKM COBPEMEHHbIX Ka3axCTaHCKMX XyA0oXHMKOB Phoenix Art Space, npoxoauBLuein
B MynbTmeaninHom My3ee Lumiere-Hall BecHon 2024 roaa.

Pab6oTbl PomaHa MaueHko, EBreHnn CapoHosown, Amutpus LLnranosa, AHactacum
LLnHkopeHko, BukTtopumn baeneson, AnekcaHapbl KypmaHranavesou, AriHyp Manaesow,
Avirepum CarHaesow, Acenb baimarambetoBoin, AHapbl beictpoBoi, VipuHbl Yexnosow,
Pamuan CaagbikoBow, iabmn Ceupckoro, KOamm Hemuerko, Mannku AMuH, Japbu Pomacs,
AlaaHbl KeHeCcoBOW 1 Apyrux pa3BMBatoT UHAMBUAYa/bHbIE UAEV HA OPUTMHANIBHOM
Avanore XopoLo 3HaKOMOTO U NpeaenbHO CybbekTMBHOrO, Byab TO MOHWMaHWe 0bpasa,
peLleHune LBeTa, IMHWUIA, KOOPUCTUKK, CHOXKETA, XXaHpa U ApYrux ypoBHEN CO3aaHuns
n306pasnTenbHOro Lenoro.
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98

IMeHHO 3Ta NorpaHMYHOCTb TPAANLMOHHO MOHATHOTO N XYA0XHNYECKM
NHAMBWAYaNbHOTO NO3BOIAET LMOPOBbIM XYA0XXHNKAM pPeann3oBbiBaTbCA B BbICTABOYHO-
raneperiHoMm popmare. B nrone 2024 roga B LieHTpanbHOM BbICTaBOYHOM 3asie
ropoza Anmatbl OTKpbIIacb BbICTaBKa LLMGPOBOW XyaoxxHMULbI Japbn KoHonatoBow
«Craprewn3sep 256: nyTeLiecTBue C XyAOXKXHUKOM>» (XyAOXHULA U PEXMCCEP aHUMaLUK —
Aapbs KoHonatoBa, kypaTtop Efes Art Space — Onbra Becenosa). Bce paborbl
npeAactaBieHbl B rpadpuueckomM Buge. Ha nHGopmaLMOHHOM MniakaTe MOXHO 6b110
cunTaTh Maero npoekta: «Mbl NpeacTaBaseM BaM MyNbTUMeANaBbICTaBKy, KOTopas
06beaMHAET NCKYCCTBO aHUMaLMK U uantocTpaumm. .. Japbs KoHonatoBa n1etom
3TOro roAa npeacraBaseT CBOW HOBbIV rpaduyeckmii poMaH B XXaHpe GaHTacTuKm
“Craprensep 256". B 0CHOBY O4HOVMMEHHOW BbICTaBKW BOLLIN OPUTMHA/bHbIE CTPaHWULbI
KOMMKCA U MYAbTUNANKALMOHHbIE PaboTbl XyAOXKHMLI. ...lTOMUMO Norpy>xeHus
B CHOXKET POMaHa, Ha BbICTaBKe y 3pUTeNs eCTb BO3MOXHOCTb y3HaTb 60/bLLE O TEXHUKAX
N Xy[J,0XXEeCTBEHHbIX NMpuemax, KOTopble NCMoab3yeT aBTop». [na bonee «AnNrntTanbHOro»
BOCNPUATUA UMPPOBOro XyA0XKHMKA HEAOCTaBaNO COHCTBEHHO LMPPOBbLIX HOCUTENEMN
NHPOPMaLMN: XOTENOCh YBUAETb XYAOXKHMKA, NpoLecc paboTbl Hag NPOEKTOM, YBUAETb
bparmMeHTbl aHUMaLMOHHOTO GuibMa. N5 Takoro BOCNPUATUA BbICTaBKa AOIKHA UMETb
AOCTOMHOE KOMMbIOTEPHOE obecneveHne, NpoeKTopbl, Nporpammel. 1 Tem He meHee
Aaxe B NpeAcTaBNeHHOM popMaTe KOMMYHUKALIMA 3pUTENSA C XYAOXKHUKOM, €ro naeen
OCyLLLeCTBMAACh 3@ CYET PacnpOCTPaHEHHOrO N YNTaeMOro CEMMOTNYECKOrO Koaa
CrOXKeTa 3Be3/HbIX BOWH, 06pa30B 13 GuabMOB B CTUAE G3HTE3N, KMbepnaHKa, SMMYecKon
KOCMMNYeCKoW onepbl M NoA0BHON KyabTypbl (cM. puc. 12, 13).

Puc. 12, 13. ®oTorpaduu ¢ BbictTaBku «CTaprenzep 256: nytellectsme
C XYJOXHUKOM». XyAOXHMNLA U PpeXUCCEP aHnMaLmmn — [lapba
KoHonatoBa, kypaTop Efes Art Space — Onbra Becenosa.
LleHTpanbHbIN BbICTAaBOYHbIN 3an ropoga Anmatbl. 16 urons 2024 r.

MHTepeCHbIe KOMMYHWKaLMOHHbIE MOAE/IN MOPO>XKAaeT HEeOobblUHAA CMHTAKTMKA
3HaKOBbIX I'IOCTpOGHI/IVI B MyIIbTI/IMe/J,I/Il\/’IHbIX MMMEPCNOHHbIX BbICTaBKax, rae 3aaeTcA
HOBbII7|, AOCTAaTO4YHO BbICOKNM YPOBEHb XyA0XEeCTBEHHOIO OXXNAaHWA 3pUTead, rae Ba>XkHo
MMETb npeactaBneHne He TOJIbKO O NpPegMETHO-BELLECTBEHHbIX, CUMBOJIbHO-A3bIKOBbIX,
counaibHO-NHCTUTYLUNOHAaNbHbIX, CEHCOPHbIX N APYTUX 3HaKax TBOpYeCTBa XyA4O>KHUKa
Kak obbekTa noBeCTBOBaHWMA, HO YMeTb NOHMMaTb UX CMbIC/Ibl B OTHOLWWEHNAX APYT
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C APYrom, B YCIOBUAX HOBOTO MPOCTPAaHCTBEHHO-BPEMEHHOIO pPAja BUAEONpe3eHTaLmm.
Ha co3paHwne Takoro cvHecteTnyeckoro apdekta HanpasaeHbl MyabTVMeANHbIE
nepdopmaHcel Lumiere-Hall (Anmatsbl), Esentai gallery (Aamartbl), nocBsawieHHble
TBOpyectBy CanbBagopa [Jann. Tak, KOHLEeNTyanbHOCTb BbiCTaBkn Lumiere-Hall
«CanbBagop Aanun. TanHoNMCb» No3BoOAKAA O6BbEANHUTDL ABa Pa3HbIX YPOBHSA CEMUOTUKO-
KOMMYHMKaTMBHOIO NPOCTPaHCTBa. YUYacTHUK neppopmMaHca 50 MUHYT BCMaTpurBaeTca
— BC/IYLUMBAETCA — COEANHAET 3HaUYEeHNS XOPOLLO 3HAKOMbIX 1 HENM3BECTHbIX 06pa3oB
TBOpYecTBa [lann co 3Hakamun NMCbMa, My3blkaibHbIMU 0bpa3amu, CBETOBbIMM
appekTamn. Hnuskmne Kpecna, KOMGOPTHO 3aTEMHEHHBIN 3aJ, YA00HbIA pagnyc ob3opa
B 180 rpagycoB Ha NOAyKpyrnown creHe, NpodeccroHanbHO BbiBEPEHHbIE AeLnbensbl
MY3bIKaJlbHOrO CONPOBOXAEHMA N, KOHEYHO, CloXKeT nepdopmaHca NO3BOASAIOT 3pUTENHO
CTaTb OPraHWYHOW YaCTbO 3TOTO BM3YyalbHOrO CBETOMY3bIKa/lbHOTO LUOY.

OcHoBHasA naes BbICTaBKN — NOKa3aTb 06pa3 60nbLIOro XyaoxHuKa 6e3 akueHTa
Ha ero buorpaduyeckn ckanganbHbix nctopusax. Cumeonnyeckas eurypa Canbagopa
[anv conpoBoxgaeT 3putens OT Havana A0 KOHLA TO BHE3anHbIM NOSBAEHWEM B BUAe
TeHW Ha CTeHe (M NoceTUTeNb HaunHaeT 0bopaunBaTbCA B MOMCKE XXMBOTO YesoBeKa),
TO BHE3arMHbIM «OXWBaHWEM» U MOAMUIMBaHMEM C MOPTPETa, TO NPOCTO Yepes
obpas rnasa, BHUMaTENbHO HaLleneHHOro Ha 3putens (cMm. puc. 14, 15). be3zByyHo
NOAB/AIOLLMNINCA CNOBECHbIN TEKCT BOCMPUHUMAETCA KaK BMOAHE TPagNLNOHHBIN
pybpuvkaTtop nHGOPMaLMOHHbBIX pa3sgenos. My3bika CO3jaeT HacTpoeHwue, a obpasbl-
3HaKu BeayT MeanamnsobpaxeHue. Cpean ob6pa3oB-cMMBONOB poTOrpadun, penposyKkumm
paboT, oTAeNbHbIe «Bblpe3aHHble» y3HaBaeMble 0bpasbl 1 ctoxkeTbl [lanv (3HameHuTble
NyCTbIHW W JOPOTK, ero besnnkne MoHaxw, paspyLuatoLLmeca KaMHM 1 paccbinaroLmecs
B Mpax Ar0AW, NTULbl 1 6ab0uKK, BCAAHWUKN 1 AoWwaam, Beanocuneasl 1 vacel). Obpasos
M MX NPOEKLMI Tak MHOTO, YTO, eAVMHOXAbl MOCETUB 3TO LIOY, HEBO3MOXHO COeAMHUTb
3MOULMIO 1 yNoBUTb CMbICA. B 3ane Lumiere-Hall nocetntens He MoOXeT HaxoANTbCA
B COCTOAAHMW MEHTa/NbHON MacCMBHOCTM, MOCKONbKY NMOTOK 3HAKOB 1 0b6pa3oB obpaluaer
ero K Heob6xoAMMOCTN MOCTOAHHOTO 3MOLMOHAILHOTO OTKAMKA, OCMbICNEHWSA
NX CEMaHTMKM, MHOTOKPaTHOrO BO3BPALLLEHNS K MOHUMaHWIO, K MHTepnpeTaumu.

Puc. 14, 15. Kagpbl 13 BUAeopssa, NpeAcTaBAEHHOrO Ha BbicTaBke Lumiere-Hall
«CanbBagop [Janw. TaliHonucb». 15 ntons 2024 r.
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VikoHWn4Yeckune 3Haku nepennBatoTcs B 06pa3bl-CUMBObI, KOTOPbIE, B CBOHO OYepesb,
TAHYT 32 CO60OM WNendbl CEMUOTUYECKMX 3HaUEeHWUI. Tak, COppPeanncTUUYecKuM AoLaaam
[anv Bapyr NpoTMBONOCTaBAAETCA NOWaAb C XO3AMHOM, BbIMMCAaHHAA B COBEPLUEHHO
MHOM cTune (U3 cepun «lannMHMaHCKMe noLaamn») 1 3acTaBaAroLLAs BCMOMHUTb O BEPHOM
koHe [oH KnxoTta PocrHaHTe. O6pa3bl 6abouek Janv MoryT HecTn abconrtoTHO
NPOTMBOMO/IOXHOE HaMOJJIHEHWE Ha Pa3HbIX MJIOCKOCTAX 3KPAHOB: KPACoTy, CMUPEHME,
paspyLleHue, arpeccumto, 11060Bb. AT MHTepnpeTaL MIHOBEHHbI 1 TEKYYM, POXKAAOTCA
B MEAMMHOM NPOCTPaHCTBe NepdopmaHca, X TPYAHO 3amneyatieTb B CO3HaHNK

Kak cambli1 BaXXHbl1 MOMEHT AaHHOTO LLOY.

Henb3s He 3agymaTbca O TOM, YEM OT/IMYAETCSA 3TOT NepPopMaHC OT 3HAKOMOTO
KnHematorpadpuyeckoro sngeopasa. lNpoekrtop Lumiere-Hall TpaHcanpyet nidopmaymto
Ha NonyKpyrayto chepy CTeHbl, TO n3obpaxkas ABUXKeHMe NOoToka 06pa3oB cieBa
HanpaBo, CNpaBa HaneBo, TO pa3bunBas ee Ha HECKONbKO MNOCKOCTEN, TO OpraHn3ys
3TV Ma/ble NPOCTPAHCTBa B COBCTBEHHOM PUTME M HanpaBaeHuUW. Takasa KMHeTUYecKas
HaCbILWEHHOCTb B COYETaHUN C TBOpYeCKOW dhaHTa3nelr aBTOPOB NpoekTa AaeT He TONbKO
Hanop 1 MOLLHOE HanpsA>XXeHWe MbICINTENBHOIO aKTa YYaCTHUKY BU3YyasibHOTO LLOY,

HO — KaK pe3ynbTaT — poxzaeT 3PPekT «npnbanxeHma — otganeHns» cMmbicnos. K tomy
Xe MpucyTcTBME 06pa3oB 13 MOYTU HEN3BECTHBIX CepUin «JannHnaHckme nowasm»,
«Tpunorusa nbBu», MANOCTPaLMIKA K NoBecTun Meapo ae AnapkoHa «Tpeyronka» ocBexaeT
BOCMPUATUE XpecToMaTMiiHOro Jlann n 3asaeT NoMCKOBbIA BEKTOP KOMMYHUKaTUBHOW
aKTUBHOCTM 3putens (cm. puc. 16, 17).

Bropas yacTb NnpoekTa — BbICTaBKa NOYTN HEM3BECTHbIX IMTOrpadui n kcunorpadpum
CanbBagopa [Janu 13 Tpex Bbilleobo3HaUEHHbIX CEPUIA, B CBOKO OYepesb, BO3BpaLlaeT
3pUTENs K TONbKO YTO MPOCMOTPEHHOMY MEANAKOHTEHTY U AaeT TOYHOE NOHVUMaHune

Puc. 16, 17. ®oTorpadum nantoctpaumin Canbeagopa [anm K nosectu
«Tpeyronka» ¢ BbictaBkn Lumiere-Hall «CanbBagop fanun. TalnHonncb».
15 ntona 2024 r.
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TOrO, UTO OH Y>Ke He 3pUTeNb, @ aKTUBHbIA YYaCTHUK XYJ0XECTBEHHOW KOMMYHUKaLMK,
NMOCKOJIbKY IPKO, NO-CaNbBaZloPOBCKM MPONMcaHHble 06pa3bl CTEH, ZOMOB, AOPOT,
NyCTbIHb, Nolaaer, 6aboyek, MallnH, XXEHLLUH U MYy>XUYMH NPEBPALLAOTCA B y3HaBaeMble
06pa3bl-cMMBObI. M nepBbIi ypOK yY3HaBaHUs NOCETUTENb MOYYUA B COCEAHEM 3ae,

B 6os1ee TPaAMLIMOHHOW BbICTaBOUHOM cpeje. A MOCKO/IbKY MHEPLUA MbICAUTENBHOTO
aKTa BO3BpaLLLaeT ero B MeAnasan, TO B CO3HaHUN HEM3MEHHO POXAAOTCA HOBbIE KPYru
CMbIC/IOB, KOTOPbIE BCE Xe He NPUBOAAT K packpbITUio TariHonucy CanbBagopa Janu.
Mpnban3mBe obpa3 1 TBOPUYECTBO XyAOXKHMKA, aBTOPbI MPOeKTa MakCUMaabHO KPYMHO
0603HauUNIM €ro reHNanbHOCTb U HEMOBTOPMMOCTb.

C 14 nroHsa po 15 aerycrta B 3gaHum Esentai gallery Takke 6bin npeseHToBaH
MyabTUMeananpoekT «Canbagop Jann. TanHONUCH», HOCALLNN HECKOIbKO NHOE
coZiep>KaHune: Ha 3TOW NoLWaAKe NpeAcTaBaAsack BTOPas YacTb KOMIEKL MM
n3 20 npownzBeaeHunii cepum «Kapmen» n «lMpukntovenns Anncel B CtpaHe Yyaec».
KOoMNo3numoHHO BbICTaBOYHOE NPOCTPAHCTBO TakXKe Hbl10 MOAENEHO Ha ABe YacTu,

B NMEPBOW 13 KOTOPbIX IKCMOHUPOBaNUCh MTorpadumm, a BO BTOPOIN NONOBUHE 3an1a

Ha CTEHY, 3aBELUEHHYHO TYCTbIM THONEM, NMPOELIMPOBANCH BUAEOPAL, COTBOPEHHbIN

Ha OCHOBE aHWMMPOBAaHHbIX KAPTUH, 06pa3oB, poTorpaduin Lann. IbdekT TanHONUCH

B 3TOM MPOEKTE YCUNEH Pa3MbITOCTbIO W «3aTyMaHEHHOCTbIO» BUAeopaaa (cMm. puc. 18, 19, 20).

XoueTca OTMETUTb, UTO Takas KOHBepreHuma meamanaowagok Lumiere-Hall n Esentai
gallery, B AByx uacTsax npeacTaBAfoLLmX BbicTaBky «CanbBagop Jann. TalHONUCb», OYEHb
rPamMOTHO Pa3BUBAET KyAbTypy LMDPOBOro NCKYCCTBA, MOCKObKY AENNT O6beMHbIN
ANA BOCNPUATUAA N YCBOEHMUA XYA0XXECTBEHHbIA MaTepuan 1 nojkatoyaet bosbluee Yncno
MeAnakaHanoB ANS NONyAspu3aLmy AaHHOW BbICTaBKM U LMDPOBOro NCKYCCTBa B LLEJIOM:

Puc. 18, 19, 20. ®otorpadun c BoicTaBkM Esentai gallery «CanbBagop [anv. TanHonuco». 22 utona 2024 r.
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www.lumierehall.kz, Instagram: @lum_kz, @esentaigallery, www.artfuture.gallery. Pabota
MCKYCCTBEHHOIO MHTeNeKTa B coucetu Instagram: @lum_kz ocobeHHO BneyaTaser,
MOCKO/bKY MOCTbI, CO3/j@aHHble B pamMKax 3TOro NpoeKTa, akTUBHO pa3BMBatOT 3HAKOBbIM
pag TBopyectBa CanbBagopa [anv 1 npmBiekatoT K KOMMYHMUKaLMK B HOBOW LIMGPOBOM
peanbHOCTK (cM. puc. 21). )
HeyanBuTenbHO, UTO pe3ynbTaToM akKTUBHOW AeATENbHOCTY @
opraHu3aTopoB npoekToB B Lumiere-Hall n Esentai gallery
CTaN NOBbIWEHHbIA MHTEPEC K MYyNbTUMEANNHBIMU BbICTaBKaM,
NOCBALLEHHbIM NPeACTaBUTENAM BbICOKOrO, CTaBLLEro
y>e Knaccuyecknm mnckycctea Ban lora, CanbBagopa Janw.
O603HayeHHble MepoNPUATUA aKTyaan3nMpOoBaInN ICTETUYECKYHO,
COLMYMHYO KOMMYHMKaLMIO Ntoaen, 06beNHNBLUNXCA

BO BPEMEHHOEe 1/UAn NoCTOAHHOE COobLLECTBO NtobuTenen OREELSOITYIMKOBAHOB ABT YCT204T.

NCKyCCTBa. ABTOP: LUM_KZ
ﬂparMaTMHeCKMVI acnekT BM3yaﬂbe|X 3HAKOB 4YeTKO Puc. 21. QR-KOA Ha nocTt

onpezensieT BEKTOPbI MPOByXAeHNs nHTepecoB obLLecTBa. Lumiere-Hall o BbicTaBke

«CanbBagop fanw.

TpagnLUMOHHO 3Ty 3a4a4y peLatoT XyAOXKECTBEHHbIE rafepen, 1. -\ "o aBrycra 2024 1.

TemaTuyeckume BbICTaBKM B My3esiX, FAe aKTyaan3npyroTcs
BOMPOChI UICTOPUYECKOM, ICTETUUECKOM, COLMaNbHOMW, aKCMONIOTMYECKON KOMMYHUKaL MK,
C nosBAEHNEM HOBbIX MPOrPaMMHbIX TEXHONOTNI LMPPOBOI XYyAOXKHMK BCE Yallle

Hayan NpuUHMMaTb Ha cebs N CBOe TBOPYECTBO CEPLE3HYHD MUCCUIO CYAbW WM ajBOKaTa.
B 3TOM OTHOLLEHMM XOUETCsA MPUBECTU B KauecTBe npumMepa paboTbl Ka3axCTaHCKOro
umdposoro xyaoxHuka JaHabona bupnecbeka (Danabol), onybavkoBaHHble Ha ero
COBCTBEHHOW MHCTarpam-CTpaHuLe
@bdanabol. OcHoBHON Temon
TBOPYECTBA 3TOTO XYA0XKHMKA,

C KOTOPOW OH BOLLEN B MUP
digital art, apnsetca Tema
OTBETCTBEHHOCTU 3@ COXPaHEHUE
HaLUMOHaNbHOW CaMObbITHOCTH,
3a COXpaHeHMe Ka3axCKnm
HapoAOM CBOEro mecTa

B MMPOBOW KyJbType 1 UCTOPUN.
Alpkre paboTbl NOPTPETHOrO SNUXAH
>KaHpa 1an BAUCbIBAOT ML ot e
€BPOMNENCKMX 3HAMEHUTOCTEN

bdanabol
£ GANGSTER - Tau Adam

bdanabol
Anma-Arta

B KaQHOH Ka3axcKom Ky/bTypbl, .
WM BOCNPOU3BOAAT 061K Wit Q27 Voo R | e Oen Y W
NCTOPUHECKM 3HAUMMBbIX Puc. 22, 23. MpuMepbl paboT xyaoxHUKa JaHabona brupnecbeka,

NINYHOCTEN B CTUNE COBpeMeHHOIZ OoTpaxkaroLLe HaLMoHaAbHY caMobbITHOCTb. 19 HOs6ps 2022 .,
15 mas 2023 .

doTorpadum, uto coamxaer

NCTOpUYECKME MNONHOChI U 3aCTaBAAET OLLYTUTb O6bEKT N3006pa>KeHns NPUBaTHO.

A kapTuHbl ¢ AR-3dpdekToM (0COHBEHHO «/leBYLLIKA C XXEMUYXXHON CEPEXKOW») MO3BOAOT

MOHATb, YTO B LEHTPE UCKYCCTBA MOXET OKa3aTbCs H060M Yenosek (CM. puc. 22, 23).
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Cepua undpoBbIX aHNMMaLNR, . bdanabol

3 Tiny Tim « Tip Toe Thru' the Tulips with Me

MOCBALLEHHbIX OpTe (HaLMOHaIbHOMY
Ka3aXCKOMY XXWUAULLY), HE TONbKO
Nonynsapu3yeT Ka3axckyro KyabTypy,
HO 1 o6o3HauaeT rnybokme
coumanbHble NPobaemMbl, B YaCTHOCTK
npobsemy HaBOAHEHWNS BECHOW
2024 roaa, OT KOTOPOro NocTpasganm
B NMEPBYHO OYepesb AN,
XUBYLLME B CTEMHbIX paioHax
1 3apabaTbiBatoLLMe CeNbCKUM
XO3AMUCTBOM (CM. puc. 24, 25).
Wcnonb3ys nckycctBeHHbIM
nHtennekt, laHabon bupnecbek ® Qo v |
CO3/aeT KOPOTKME, HO MPOH3UTE/IbHbIE

Ne 4. 2024 CSapyn

bdanabol
R Marhaba Sabi « Juie

@116 Q28 V369 R

Puc. 24, 25. LindpoBsble aHMMaLm ¢ n3obpaxkeHneM HopThl.

LMPpPOBbIE «MOCNaHUA», KOTOPbIE 19 uronsa 2024 1., 11 anpens 2024 r.

He OCTaB/AOT PaBHOAYLLUHbIMU
Hukoro. K Takon pabote MOXHO OTHECTU aHTUBOEHHOE
BWAEOMNOCAaHNe, OCHOBaHHOE Ha poTorpadum NanecTMHCKoro
Manbumka B cektope a3a, Nog KOTOPbIM XYAOXHUK 0603Haumn
xawTern #palestine #palestiniangenocid #gaza #freepalestine
(cMm. puc. 26). KpynHbiM naaHoMm umdposas kaMepa HaBOAUTCA
Ha MLo, PUrypKy ManeHbKOro Masbynka, 3aCbiMaHHOMO
nenjom v Nbiibko pazbombaeHHoro ropoga. Kamepa otctynaer
Ha3az, obHaXkaeT PyuHbI, CrOPEBLUME MaLUWHBI, TeNa NOrmbLmnx
Nrojen, congat, HacTynarowmx Ha ropog. Mo mepe yaaneHus
KaMepbl OT MasibyMKa MacLiTab 6eacTBUA CTAaHOBUTCA BCE
KaTacTpodunyHee. Ho XyAOXHMK He cobupaeTca ANCTaHLMPOBaTb
COBPEMEHHMKa OT y>KacoB reHoumaa B cektope [a3a

bdanabol : ) Dbdanabol bdanabol

& 11 Moldanazar + Meiymdy Bol i 1 Moldanazar - Meirymdy Bol

a-* e

® QuY n ® QuvVY 2] ® QuY

3MJIEO REELS OITYBJIMKOBAHO 20 OKTSIEPb 2023T.

ABTOP: BDANABOL

Puc. 26. QR-kopg Ha noct
[aHabona bupnecbeka

o cuTyaumm B lNanectuHe.
20 okT6pa 2023 1.

““ A"Moldanazar - Meirymdy Bol

Puc. 27, 28, 29. AHTMBOEHHBbIe undpoBble paboTbl laHabona brupnecbeka. 20 oktabps 2023 r.

MexayHapoAHbIA peueH3upyemMbln XypHan Saryn

103



(‘ ;apyn N2 4. 2024 BAJIXAH HYPEOCBIHOBA CEMUOTUKA KOMMYHUKALLN B LLUGPOBOM

N «BO3BpALLaeT» 3puTens K pebeHKy, K ero MOJIMTBEHHO CIOXEHHBIM pyykaM, K B3Iy,
obpalyeHHOMyY UyTb Bbille 06beKTMBa Kamepbl, kak byaTo Kk bory. Tak coBpeMeHHbIn
LNPPOBON XyAOXHUK pa3pyLLaeT CTeHbl PaBHOAYLINA N 060COHNEHHOCTH, yTBEPXKAas,
YTO HeT uy>Koun 60au, BeCb MUP eanH (cm. puc. 27, 28, 29).

OcmbicanTb NpobaemMbl coBpeMeHHOro KasaxcraHa npeasiaraeT MONoAas XyAOXHMLA
Marupa TneybepamnHa (Magnificum), ¢ TBOpYECTBOM KOTOPOIM MOXHO O3HAaKOMMUTHCS
Ha MHCTarpam-cTpaHuue @magnificum9. B ceomnx paboTtax xysoxHuLa 3asaBaseT
O CBOEW rpaxkAiaHCKOW MO3MLIMN M HEHaBA3UYMBO OOpaLLLaeTca K COBPEMEHHUKY.
VIMeHHO Tak npounTbiBatoTCA ee LndpoBble paboTbl B 3aLLUTY XKEHLLUMH, MOCTPaAaBLLNX
OT BbITOBOro HacMAUS, B MaMATb O MOXapPHbIX, MOrMBLLIMX B XOA4Ee UCMNONHEHNS CBOMX
ob6s3aHHOCTen. [prMeyaTenbHO, UTO XyAOXKHMLLA MCNOAb3YET ABa TUMNa TeKCTa:
BM3YyasIbHbIN 1N CNOBECHbIV. K CBOMM KapTMHaM OHa TwaTeslbHO NoAbupaeT 1akOHUYHbIE,
Bblpa3uTe/bHble NOCAaHUA (Hanpumep, «Ham He Hy>KHbl OnpaBAaHUs U3BeEpra,
Mbl TpebyeM cnpaBesInMBOro HakasaHusA 3a XXecTokoe YounncrTeo», «fA byay kpmyaTtb
B CBOMX paboTax», «batbipbl. CBeTAas NamaTb») (cM. puc. 30, 31, 32).

‘ magnificum®
P/ Il Wheeler » what was | made for? (instrum...

@ magnificum®
s T, Ty

Ws347 Q22 V34 N

&9 Hpaswrca ziranauryzbal v apyrum

magnificum? Ham He HyKHbl onpaBAaHNA
v3Bepra,Mbl TpebyeMm CnpaseqMBoro HakasaHws 3a v
wecTokoe yéuncTao! #3acanTaHat (i magnificum9 C 2080 Q 15 7 225 m
#nemonunsacanTawat #kazakhstan®l #feminism
#femicide

Puc. 30, 31, 32. Uudposble paboTbl Xys0xHMLbI Marnpbl TaeybeparHON, MOCBALLEHHbIE 3aLLUTE XEHLLMH
1 naMATy normblumnx noxapHeix. 1 anpens 2024 r., 14 Hosbpsa 2023 r., 11 niona 2023 r.

Kak BnAMM, akTMBHasa BOB/JIEYEHHOCTb LIGPOBOTroO XyAOXHMNKa B OOLLIECTBEHHYH XXMN3Hb
pa3BMBaeT ero rpaxgjaHcKyto OTBETCTBEHHOCTb, @ KOMMYHMKaL WA B popmMaTe coLanbHbIX
ceTen 0653bIBaeT CBOEBPEMEHHO pearnpoBaTb Ha COObITUNHBIN PAJ COBPEMEHHOCTU.

Tak aKkTyanunsnpyeTtcs O4YeHb MHTEpPeCcHas nparmMatuyeckas napagurma obpasos, yepes
KOTopble AO/MKHa pellaTbcs NpobiemMa KOMMYHUKATUBHOM BOBEYEHHOCTN CyObekTa,
ero NpAMON 3aMHTEPECOBAHHOCTM B «MHTEHCMBHOWN Cepuanv3auum 1 runepumpkynaLmmn
avckypcos» (Wagener 148).

3aknroueHune

PaccmoTpeHHble npuMepsbl LindpoBbix apT-NnpocTpaHCTB B KazaxcTaHe NoKa3biBatoT,
YTO CEMMOTUKA KOMMYHUKAL MM peann3yeTca Ha YPOBHE AOCTYMHOMO K MOHMMaHMIo
Ky/IbTYPHOTO 3HaKa, KOTOPbIV NPeACTaBaAeH Ha TeKyLLeM 3Tane ceMaHTUYeCKw,
CMHTaKCMYeCKN N NparMaTtnyeckn KOHKPETHbIMWN XapakTepucTmkaMm. Ha yH1UKanbHOCTM
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Tpex COCTaBAAOLLMX KOMMYHMNKALIMOHHOIO NpoLiecca CO34atoTcA HOBble GOpPMbI
B3aMMOJENCTBUA MeXAY 3pUTenem, NCKYCCTBOM U XYAOXHUKOM. DTN BbIBOAbI
NOATBEPXXAAOT aKTyaslbHOCTb NPEeA/IOXKEHHON KOHLLENUMN CEMUOTUYECKOW
KOMMYHMKaLMK B LLUGPOBYHO SMOXY.

Kak Bunamm, coBpemeHHoe nckycctBo KasaxcraHa, paboTas ¢ umbposbiMu
TEXHO/IOTMAMMU, CO3AaeT HOBble GOPMbl KOMMYHUKATUBHOW aKTUBHOCTM YYaCTHUKOB
KyNbTypHOro obmeHa. VI3yueHne pas/inyHbIX acrnekToB CEMUOTUYECKON KOMMYHMKaL MK
no3BosiAeT NPUBAN3NTLCA K MOHUMAHMIO Ky/bTYpPHOW TpaHcdopmaumm B undbposyro
3MOXy. 3HaKW, BapuaTuBHble B QYHKLMOHAIbHO-CEMaHTUYECKOM OTHOLLEHWN,

B LMGPOBOM BMU3yasbHOM TEKCTE akTUBHO 06pacTatoT «40MONHEHHOM» PeanbHOCTbIO,
YCNIOXKHAETCH CUMBOJIBHOCTb 3HaKa.

Bce akTVMBHee AMCTaHUMPYHOTCA APYT OT Apyra NOHATUA «LMdPOBbIe TEXHOAOTUN
B MCKYCCTBE» U «LndpoBoe NckyccTBo». Lindposoe nckycctso, kak 1 atoboe gpyroe
NCKYCCTBO, pOXAaroLLeecs B TBOPUYECKOM YeANUHEHNN XYAOXKHMKA, TEM HE MeHee ANKTyeT
cBOM Npasuaa. Ha Kaxzom 3Tane co3faHuns, pacnpocTpaHeHNs U COXpaHeHWs NPOAYKTOB
digital art obHapy>xnBaroTCA CBOW YHMKa/IbHblE TEHAEHL MM N OCODBEHHbIE XapaKTePUCTUKW.
OcobeHHOCTbIO COBPEMEHHbIX 3KCMO3ULIUIA, 3aAeNCTBYOLNX HOBblE LNPPOBbIe
TEXHO/IOTUW, ABAAETCA CMHTaKcnueckasa paboTta ¢ obpasamm-3HakamMu, KOTOpbIe,
nepexoas n3 3D-BU3yanbHOro KOHTEKCTa B MeAnapeanbHOCTb, CTaHOBATCA Hosee
CUMBOJIbHbIMUW. COOTBETCTBEHHO, CO3HaHWe NoTpebuTensa KynbTypHON MHGOpMaLn
CTaHOBUTCA 6oslee 06BEKTVMBU3MPOBAHHBIM, HaLle/IeHHbIM Ha MacluTabnpoBaHme
ceMaHTuKM obpasza. MynbTuMeaniHbIE YUpeXAeHUA UCMOAb3YHOT NPUHLMM CEPUAHOTO
AybanpoBaHus 06pa3os, 3aauei KOTOPOro ABAAETCA HE YMCTOTa KOMUPOBaHUSA
nepeoobpasa, a ero YacToTHOCTb, MUHPOPMALIMOHHAsA «pmn3oMHOCTL» (K. leppuaa),
BMPYCHOCTb pacnpocTpaHeHuns. A poCT BUPYCHOCTU LIGPOBOroO MCKYCCTBa NO-NpexXHemy
OCHOBbIBAETCA Ha €AMHOM MOHUMAaHUU CEMAHTUKM 3HaKa, YTO 0OYCNOBAEHO NCKYCCTBOM
mMeTadopmyecKn ACHOrO MbIWNEHUA XyA0XHMKa. CnegoBaTenbHO, B LMGPOBOM TeKCTe
MCKYCCTBa NOBbILLAETCA POJb XyAOXKHMKa-HappaTopa Kak TBOPLLA, YMeIO BblUYIEHAOLEro
3HaKM 3MOXW M CBA3YHOLLLErO X B €41HbIN MOBECTBOBATENbHbIN KOHTEKCT.

Kak B1AMM, MOHUMaHVe LMPpPOBOro NCKYCCTBaA UM MPOEKTOB, CO34aHHbIX
C MCNO/b30BaHMEM Pa3INYHbIX TEXHOIOTMYECKMX pelleHni, TpebyeT OT coBpeMeHHMKa
onpeseneHHbIX 3HaHWIA 1 MOATOTOBNEHHOCTU. YUnTbiBasa TOT GakT, uto unudposoe
nckycctBo B KasaxctaHe To/IbkO HabupaeT cBov 060pOTbl M MPU HAANUYUK MOHUMAOLLEN
ayaAUTOpPUM MOXET BbiTb 0COBEHHO BOCTpebOoBaHHbIM, XOTENOCh Obl OCTaBUTb
peKkoMeHAaL MM KypaTtopaM COOTBETCTBYHOLLMX MPOEKTOB. [lymaeTca, nHTepec
nocetuTesnen K BbiICTaBKaM pPa3HOro poja 3HaunTeNbHO BO3pacTeT, eC/iv NO BO3MOXHOCTM
KypaTopbl A06aBAT MHTEPAKTUBHbIE 3IEMEHTbI, HAaMPYMep CEHCOPHbIE IKPaHbI
WAV NPUOXKEHWNS, NO3BOAAIOLME 3PUTENAM aKTMBHEE y4acTBOBaTb B BOCMPUATUAN
npov3segeHni. [laxke B COLCETAX MOXHO aKTUBU3MPOBaTb KOMMYHUKALIMIO C MOMOLLIbIO
NCKYCCTBEHHOIO MHTENEKTA, KaK 3TO caenann paboTHmkn FocyaapCcTBEHHOro My3en
nckyccts Pecnybankm KazaxcrtaH nmeHun AbbinxaHa KacteeBa. Bo-BTOpbIX, MOXHO
PaccMOTPEeTb BO3MOXHOCTb MPOBEAEHNA OHNANH-NeKL MM N MacTep-KNaccos,
HamnpaBJ/IeHHbIX Ha pacLUMpeHne MOHMMaHWA NPOLECCOB CO3AaHNA LMPPOBOro NCKyCCTBa.
MopobHble obpazoBaTenbHble MEPOMNPUATASA MOMOTYT 3pUTENSM FNybXKe NOHATb
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KaK TeXHWUECKME, TaK U KOHLLeNTyabHble acnekTbl paboT, UTo YBENNYUT UX LIEHHOCTb
A9 ayAUTOPUN U CAenaeT BbiCTaBkM Hoee No3HaBaTeNbHbIMWU. BO3MOXHO, cTout
pa3BMBaTb CMCTEeMYy 0BpaTHOW CBA3W C ayauTopwueit. MpesocTaBieHre 3puTensam
BO3MOXHOCTU A€NTbCS CBOVMM BMEeYaTIeHMAMM O paboTax cnocobCTBYET He TONbKO
6onee akTUBHOMY B3aVIMOZEWCTBUIO C MCKYCCTBOM, HO U Yry6AseT guanor o LndpoBoM

NCKYCCTBE, UTO MOXET ObITb MOAE3HbIM KakK ANA XyA0XHUKOB, Tak U Anda OpraHn3atopoB
BbICTaBOK.
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Abstract. This article analyses Afag Husseinova's book “The Evolution of Azerbaijani Dance,” which represents
a substantial contribution to the field of study. The research encompasses the origins, historical evolution,
and contemporary practices of Azerbaijani dance art. Assessing the impact of this work on the choreology

of Azerbaijan necessitated not only a content analysis of the book but also an examination of the context,
including a review of scholarly sources on this and related topics accessible to contemporary researchers.

An expeditious examination of the historiography of Azerbaijani dance disclosed a lack of comprehensive
research in this domain, thereby highlighting the significance of A. Husseinova’s contributions.

The book delineates the history of Azerbaijani dance into three distinct periods: prehistoric, mediaeval,

and modern. The analytical sources comprise petroglyphs, medieval manuscripts, miniatures, and contemporary
ethnochoreological data. The author delineates the relationship between traditional dance forms

and contemporary Azerbaijani ballet. A. Husseinova meticulously analyses the origins of Azerbaijani dance,
encompassing folklore traditions, mugham, the art of ashugs, and the impact of Russian and Western ballet
schools. She examines the progression of the yalli circle dance from the Paleolithic Gobustan petroglyphs

to contemporary ballet performances. Special emphasis is placed on the impact of medieval miniatures

as a source for understanding the evolution of dance traditions. The study categorizes folk dances

and emphasizes their ritualistic, matrimonial, quotidian, and additional roles.

The primary benefit of the book is its linguistic accessibility and concise presentation, enabling rapid
immersion in the subject matter. Critical comments and suggestions include the lack of appendices containing
a glossary of terms, a bibliography of Azerbaijani dance, and a list of the most significant figures. Furthermore,
should the author intend to produce an expanded edition, the book could be supplemented with multimedia
materials under contemporary circumstances. A. Husseinova’'s book makes a substantial contribution

to Azerbaijani choreology by revealing the principal facets of country’s choreography and dance art.

The publication will serve as a pedagogical resource for student choreographers and musicians, as well
as for scholars engaged in cross-cultural and interdisciplinary research. It facilitates the dissemination
and comprehensive examination of Azerbaijani dance as a distinctive phenomenon within global art.

Acknowledgments. The author expresses gratitude to Valeriya Nedlina, PhD in Arts, Associate Professor
of the Kurmangazy Kazakh National Conservatory, for providing a copy of A. Husseinova's book, and useful
comments.
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Tipek ce30ep: a3ipbaixaH bui, a3ipbanxaHablik banet, Adar lN'ycemHoBa, STHOXOPEONOTUS,
a3ipbainkaH BUWiHiIH TapuxHamach!.

AHgatna. Makana a3sipbarixaH buiH 3epTTeyre eneyni ynec KockaH Adar lyceliHoBaHbIH, «93ipbaikaH BUiHIH,
3BOIFOLMACHI» KiTabblH Tanzayfa apHanfaH. ABTOPAbIH, XXYMbICbl O3ip6arixkaH 6y eHepiHiH LWbIFy Teri, Tapuxm
Jamybl >kaHe Kasipri TaxipnbeciH 3epTreyai kamtnabl. Ocbl eHHeKTiH D3ipbalixaH XOpeosormacbiHa KOCckaH
y/IeCiH Bafanay Tek KiTanTblH Ma3MyHAbIK TaijayblH faHa eMeC, COHbIMEH KaTap OCbl XXaHe OfaH KaTbICTbl
Macenenep HowblHLLA Ka3ipri 3epTTeyLlinepre KOMKeTIMAI FblIbIMU eHOEKTEPAiH, AepeKKe3iK LOoaYbIH
3epTTeyAi Ae Tanan eTTi. 93ipbarixaH OuiHIH TapuxHaMacbiHa XXYPri3ifreH wony 6yn canaHblH XeTKiNiKTi
3epTTe/IMereHiH KepceTTi, Oyn aereHimiz A. lN'yceiHOBaHbIH, eHOeriHiH MaHbI3ZbINbIFbIH epekLle aTan eTyre
MYMKIHZAIK 6epegi.

KitanTa a3ipbaikaH 6ui TapuxbiHbIH Ke3eHAepi YLLKe BeniHes: exxenri Aayip, opTa facblp XaHe Kasipri 3aMaH.
Tanpay fepekkesgepi peTiHie neTpornndTep, opTaracbipblk TpakTaTTap, MUHUaTIOpanap XaHe 3amaHaym
3THOXOPEONOrMANBbIK MAIMETTEP KapacTbipblafaH. ABTOP A3CTYpi 61 popManapbiHbIH, Kasipri O3ipbaiixaH
6anetiMeH BalinaHbICbiH Aa KapacTbipagbl. A. TyceiiHoBa a3ipbaiikaH buiHiH bacTaynapbiH TepeH 3epTTeligi,
COHbIMeH KaTap GpOAbKAOPbIK ASCTYPAEPAI, MyFaMAbl, aLllyF ©HEPiH, OpbIC XaHe baTbiC baneT MeKkTenTepiHiH,
blkNanbIH Aa kapacTtbipazbl. On FobyctaH netporandrepiHaeri wWeHbepi Aabl OUiHIH Kasipri 3amaHfbl 6aneT
KOWblbIMAAPbIHA AeMiHTi 3BONOLMACKIH Tangansbl. OpTaFacbip/iblik MUHUATIOPaHbIH, 61 A3CTYpAepiHiH
KasbinTacybl MeH JaMyblHa TUri3reH biknasblHa epekLle Ha3ap ayAapbinaibl. 3epTTeyae xasblk bunepiHix
XiKTEMECI YCbIHbIbIM, ONapAblH PACIMAIK, YINeHy TOMFa apHanfaH, TYPMbICTbIK XaHe backa ga GyHKUMAapbl
alikbIHAaNFaH.

KitanTbiH, 6acTbl apTbIKLLIbIIbIFLI — TilIHIH KapananbiMAblblFbl MEH Ma3MyHbIHbIH, biKLLAMAbUIbIFbI,

6yl OKbIpMaHFfa 3epTTeNin OTbipFaH TakblPbINTbl TE3ipeK TyCiHyre MyMKiHAIK 6epei. CbiH-nikipaep

MEH YCbIHbICTap PeTiHAe KiTanka TepMUHAEep ce3airi, a3ipbai>kaH buiHiH 6ubanorpadumace xaHe eHep
CanacblHbIH, €H TaHbIMan KanpaTkepaepiHiH, Ti3iMi CMAKTbI KOCbIMLLANapPAbIH 6oaMaybl atan eTineai.
CoHbIMeH KaTap, erep aBTop KEHENTINreH HacbibIMAbI XOCNapiaca, Kasipri 3aMaHfbl Xafanaa Kitantbl
MYAbTUMEANANBIK MaTepUangapMeH TONbIKTbIPYFa MyMKiHAIK 6ap. A. lycellHOBaHbIH, KiTabblHbIH, O3ipbaiixaH
XOPEOoNOTNACkIHA KOCKAH MaHbI3Zbl Yeci — 0N OKbipMaHAbl ©3ipbalixaH xopeorpadusacsl MeH 61 eHepiHiH,
Heri3ri acnekTiNepiMeH TaHbICTbIPYbIHAQ.

Byn 6acbiibiM xopeorpad-CcTyAeHTTEP MeH My3blKaHTTapFa apHasiFaH oKy kypasbl peTiHze, COHAa-aK
MaJeHneTapabIK XaHe NaHapasblk xobanap canacbiHAarbl 3epTTeyLlinep ylWiH nanganbl 6onagpl.

On a3ipbaiixaH buiH aneMaik eHepaiH bipereit GeHOMEHI peTiHAe HacuxaTTayFa XXaHe TepeHipek 3epTTeyre
bIKNan eTesi.

Anfbic. ABTOp A. ['yceltHOBa KiTabblHbIH, 6ip faHacbIH YCbIHFaH XaHe nanjanbl nikipaep auTkaH eHepTaHy
KaHanaatsl, KypmaHfasbl atbiHZafbl Kazak yATTbiK KOHCEPBATOPUACBIHbIH, AOLIEHTI Banepus HegnvHara
anfbiCbiH Bingipeai.
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Knrouesoie cnosa: azepbangxkaHckmi TaHew, banet AsepbanaxxaHa, Adar 'ycenHoBa,
3THOXOpeonoruns, nctopmorpadums azepbarigxaHckoro TaHLa.

AHHoTauma. CtaTbs NocBsALLeHa aHann3y KHUrn Adar lNycemHoBom «3BoAtoLMA azepbaifkKaHCKOro

TaHLa», KOTopas sBASETCA 3HaUMMbIM BKIAJOM B UCCIeAOBaHWe npeamMeTa. PaboTta aBTopa BK/ItOYaeT
M3yYeHne NPOVCXOXKAEHWS, UCTOPUYECKOTO Pa3BUTUA U COBPEMEHHOM NPaKTVKUN TaHLEBaIbHOMO NCKYCCTBa
AzepbangaHa. OLeHka BK1aZa faHHOro Tpyza B xopeosiormto AsepbaingykaHa notpeboBana He TONbKO
KOHTEHT-aHaaM3a CaMOl KHUTY, HO TakKe 1 M3yYeHWs KOHTEKCTa — NCTOYHUKOBEAYECKOro 0630pa JOCTYMHbIX
A1 COBPEMEHHOTO UCCeA0BaTENSA HayYHbIX TPYAOB MO 3TOW U CMEXHbIM Npobiemam. berabii aHanus
nctopuorpadumn asepbanskaHckoro TaHua BbISBU HELOCTaTOYHYH U3YUYEeHHOCTb 3ToM obaacTy,

UTO MO3BOJISIET BbICOKO OLEHUTb POsb Tpyaa A. ycenHoBOMN.

B KHVre npeanosxeHsl TpU 3Tana nepuoAm3aLIMmn NcTopun asepbainskaHcKoro TaHua: JOMCTOPUYECKUii,
CpefHeBeKOBbIV U COBPEMEHHBIN. VICTOUHMKaMK aHanm3a BbICTynatoT NeTporindbl, CpesHeBeKOBble
TpaKTaTbl, MUHWAaTIOPbI M COBPEMEHHble 3THOXOPEeOIornyeckune gaHHble. ABTOp Takxke NpociexunsaeT

CBA3b TPAANLIMOHHbBIX GOPM TaHLIEB C COBPEMeHHbIM a3epbaiiaxaHckum 6anetom. A. NyceiHoBa NogpobHO
nccnesyeT UCTOKM azepbaidkaHCKOro TaHLa, BKAoUYas GONbKAOPHbIE TPAAULIMM, MyraMm, UCKYCCTBO allyros,
a TakxKe BIMsAHME PYCCKON 1 3anagHol HbaneTHbix WKoi. OHa aHann3mpyeT 3BONHOLMIO KPYrOBOrO TaHLa fbl
ot netporandos FobycraHa 40 COBpeMeHHbIX HaneTHbIx NoctaHoBOK. Ocoboe BHUMaHMWeE yAenseTcs BAVSHNUIO
CpefHeBeKOBOV MUHMATIOPbI Kak MCTOYHMKA O CTAaHOBJIEHUN 1 Pa3BUTUM TaHLEBabHbIX TpaanLuuii. B pabote
npueeAeHa knaccudurkaLms HapoAHbIX TaHLEB, BblAeNeHbl UX pUTyanbHble, cBaZebHble, HbITOBbIE U Apyrie
byHKLMM.

[NaBHbIM JOCTOMHCTBOM KHUMM AIBASETCA AOCTYMHOCTb S3bIKa W TAKOHWUYHOCTb U3JI0XKEHUS, YTO MO3BONAET
6bICTPO NOrpy3nTLCA B M3yYaeMblli NpeaMeT. B kauecTBe KPUTUUECKMX 3aMeYaHWIi U MOXeNaHNA OTMeYeHbl
OTCYTCTBME B KHUTE NPWIOXEHWUI CO C/IOBapEéM TepMUHOB, brubanorpadueli asepbaiig>kaHcKoro TaHua

1 nepeyHs Hambosee 3HaUNMbIX JesaTenel nckyccTBa. Kpome TOro, ecim aBTop 3aniaHvpyeT pacluMpeHHoe
M3zaHune, B COBPEMEHHbIX YC/IOBMAX BO3MOXHO OCHACTUTb KHUTY My/bTUMEANAHBIMU MaTepuanamu.
CyLuecTBeHHbIM BKAaZoM KHUrM A. TyceiiHOBOW B azepbaliZi>kaHCKY0 XOPeOoNornto ABASETCA TO, YTO OHa
BBOZMT YMTaTENI B OCHOBHbIE acnekThbl azepbalifixkaHCKol Xxopeorpadum 1 TaHLEeBasbHOro NCKYCCTBa.

W3paHve HaiaéT npuMeHeHne Kak yuyebHoe nocobue gns CTyAeHTOB-XxopeorpadoB 1 My3blKaHTOB, a Takxe
A5 nccnesoBateniell B 061acTv KPOCC-KyAbTYPHbBIX U MEXANCLMMANHAPHBIX MpoekToB. OHa cnocobeTByeT
nonynsapusaummn n yrnybnéHHOMY M3yyeHuto azepbai>KaHCKOro TaHLa Kak YHUKaabHOro peHoMeHa
MWPOBOTO NCKYCCTBA.

BnarogapHocTu. ABTOp BbipaxaeT baarogapHocTb Banepun HegnvHow, kKaHanAaTy NCKYCCTBOBEAEH WS,
JoueHTy Ka3zaxckon HauMoHanbHOW KOHCepBaToOpumM nMeHn KypmaHrasbl, 3a NpesoCcTaB/eHHbIN 3K3eMMsap
KHUrM A. TyCEMHOBOW U AeNbHble KOMMEHTapPUW.
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| was prompted to study Azerbaijani dance by an urgent need — to conduct a comparative
study of the history of ballet of the Turkic peoples. The book “Evolution of Azeri Dance”
by Dr. Afag Husseinova serves as an excellent resource for a rapid immersion in the subject.
An author is known as a choreographer, senior researcher at the Institute of Architecture
and Art of ANAS, artist, and chairperson of the “Association of Creative Women”.

This modest work substantially contributes to the establishment of a repository

of knowledge on Azerbaijani dance, available to the global professional community.

The examination of Azerbaijani dance by external scholars and choreographers, who
lack proficiency in the Azerbaijani language and are not integrated into the local dance
community, inevitably faces a significant deficiency in accessible informational resources
that can promptly orient the researcher. In general, the bibliography of Azerbaijani dance
is not extensive. The initial knowledge can be obtained from open encyclopedias, such
as Wikipedia, where the most extensive Russian-language article explains the variety
of folk-dance traditions in detail (“Azerbaijani Dance”). Moreover, there are quite a few
journalistic articles of a general informative nature available on the internet.

Among the earliest scholarly sources on folk dance and ballet one can find studies
that do not directly relate to choreology. The most cited work in the literature that provides
an overview of dance genres, is the classical musicological study by the eminent
Azerbaijani composer and scholar Uzeyir Hajibeyli (Hajibekov). At present, research
on folk dances, particularly the round dance yally, is the most extensively published
(refer to the works of Bakhmanli, Mammadli, Ibrakhimov, Alekperov, Babayev, Nabiyev).
The monograph on the history and practice of Azerbaijani dance written by Kamran
Hassanov, and published during the Soviet era, has now attained bibliographic rarity.
Over the past decade, the necessity to examine the modern practice of Azerbaijani
dance has been augmented by scholarly articles on ethnochoreology (refer to Jafarova,
Muradova, Pazicheva). The few English-language publications on Azerbaijani dance
primarily focus on ethnochoreological topics (e.g., Aktas).

Researcher and choreographer Leila Shikhlinskaya made a substantial contribution
to the study of Azerbaijani ballet during the Soviet era. Currently, a significant quantity
of journalistic articles has been collected, documenting the premieres of Azerbaijani
ballet. Galina Mikheladze made an important impact to ballet criticism in Azerbaijan
with her monograph, which chronicles the history of national ballet through news articles,
interviews, and analytical essays. In this context, the scholarly contributions of Afag
Husseinova introduce a new phase in the study of Azerbaijani ballet.

In 2020, she presented her comprehensive work “Azerbaijani Ballet Performance:
Genesis and Synthesis of Arts.” This monograph primarily focuses on academic ballet.
The 2019 publication that we are analyzing on the evolution of Azerbaijani dance, serves
as an introduction to its historical context.

The author categorizes the history of Azerbaijani dance art into three distinct periods:
prehistoric, medieval, and modern. This division arises from the accessibility of sources
and objective factors. The petroglyphs of Gobustan and other rock art in Azerbaijan
contain information regarding prehistoric dances and rituals. Knowledge of medieval
dance is derived from verbal references in epics, descriptions in ancient treatises, widely
acknowledged iconography in miniatures, and contemporary dance ethnography.
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A. Husseinova traces the connection between ancient dance traditions and the surviving
evidence of them with modern ballet.

In work called “Evolution of the Azerbaijani Dance”
. (seeFig. 1), the author identifies various origins

- g - ¥ .
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j?ﬁeﬁﬁ 22 ﬁ:)f X of Azerbaijani dance, including ritual folklore, mugham,
& the art of ashugs, and visual arts, while noting
- " 2 that since the early 20th century, intercultural exchange

~» + with Russian and foreign ballet schools has also
Mmmm .~ influenced its development. The researcher delineates
;:,»_ASIEPBAMIISAIICIMO - the relationship between ancient sources and modern
' practices. The origin of the circular dance of yally may
be traced to primitive hunting magic, as indicated
by the circular motifs found in Upper Palaeolithic
petroglyphs (Husseinova 8). The compositions
and plasticity of various petroglyphs from Gobustan
and Gyamigai are embodied in Faraj Karayev's
contemporary ballet “Shadows of Gobustan”
. from 1969, and are also utilized by contemporary
Figure 1. The cover of the Afag
Husseinova's book “Evolution choreographers.
of the Azerbaijani Dance” The mediaeval miniature significantly influences
contemporary interpretations of mediaeval Azerbaijani
dance. In the images of the Tabriz miniature school, A. Husseinova discerns two types
of dances: dances of girls and dances of dervishes (12). A considerable segment
of modern folk dances originates from the mediaeval period. The author presents
a comprehensive list of dance names referenced in mediaeval treatises that continue
to be embodied by contemporary traditions. The proposed coincidental classification
of traditional dances into categories such as ritual and ceremonial, wedding, labor,
domestic, heroic, sports, and roundelay-play dances holds significant value. Furthermore,
the author delineates gender disparities in dance traditions, differentiating between
women's dances (predominantly in triple meter), men’s dances (predominantly in duple
meter), and communal dances. She discusses various regional characteristics and details
the naming system of specific dances that imitate natural phenomena (Husseinova 13-14).

A. Husseinova associates the emergence of Azerbaijani ballet with the works of such
masters of academic music in the country as Uzeyir Hajibeyli, Abdul-Muslim Magomayey,
Huseynqulu Sarabski, and others, whose pioneering activities contributed to the birth
of the national theater and the fast adaptation of European musical-theatrical genres
on a national basis.

The author presents a periodization of Azerbaijani ballet's development. She regards
the 1940s-50s as a formative period, the 1960s-80s as a flourishing era, and the 1990s
as a time of crisis (Husseinova 26). Since the 2000s, the dance art of Azerbaijan has
exhibited indications of a creative resurgence. A. Husseinova asserts that significant
developments in the history of ballet during the Soviet era are linked to the establishment
of choreographic ensembles and the production of distinguished ballet performances.
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Here are the main milestones:

1908 — Uzeyir Hajibeyli's opera “Leyli and Majnun” premieres

with the first dance scenes.

1920 - establishment of the Azerbaijan State Opera and Ballet Theater
and the inaugural choreographic miniatures by U. Hajibeyli

and A.-M. Magomayeyv;

1938 - formation of a song and dance ensemble at the Baku
Philharmonic initiated by U. Hajibeyl;;

1940 - the first national ballet “Giz Galasy” (“Maiden Tower")
by Afrasiyab Badalbeyli, synthesizing folk dance, mugham melodies,
and classical ballet;

1952 — the ballet “Seven Beauties” by Kara Karayev, inspired by diverse
mugham and the artistry of ashugs;

1961 - the ballet “Legend of Love” by Arif Melikov, initially performed
in Leningrad and incorporated into the repertoires of numerous global
theaters;

1979 — the ballet "Thousand and One Nights” by Fikret Amirov,
which synthesizes Azerbaijani and Arab musical traditions.

The researcher concisely includes the directors and soloists in the descriptions
of each ballet performance, emphasizing essential musical and choreographic elements.
The work features a list of the most notable “grand” ballets, while also highlighting
the one-act ballet genre as a distinct phenomenon, particularly through various works
written by Azerbaijani composers in the 1960s and 1970s (Husseinova 24). The author
accentuates the primary shared characteristic of each performance, despite their
uniqueness: the experimental spirit of the creative exploration. Due to their brevity
and contemporary format, these performances frequently showcased Azerbaijani
choreographic art internationally.

The revival of national art after the 1990s crisis commenced with the restoration
of classical works on the theatrical stage. Consequently, in 2004, the premiere
performance of the choreographic adaptation of the symphonic mugham “Rast Niyazi”
(1949) occurred. A. Husseinova highlights significant accomplishments in contemporary
theater, including Polad Bul-Buloglu’s ballet “Love and Death” (2005) and the international
premieres of Fargana Alizade’s ballets "Frame of View,” “In Two Mind,” "Une,” and "Empty
Cradle.” The latest period is marked by a wider representation of Azerbaijani ballet
on global stages and increased interest from international choreographers.

The book’s merits encompass the inclusion of an appendix containing color
illustrations depicting significant milestones in the history of Azerbaijani dance.
The primary advantage resides in the conciseness and clarity of the writing style:
within an hour, any Russian-speaking reader can acquaint themselves with the essential
characteristics and history of this complex phenomenon.
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Reading A. Husseinova’s monograph inevitably caused some discomfort. The wealth
of terminology associated with national traditions and mugham necessitates frequent
consultation of dictionaries and encyclopedias, hindering content comprehension.

The reading experience would be enhanced by the inclusion of a terminological
dictionary. This work could be strengthened by including appendices featuring

a list of folk dances, a chronology of Azerbaijani ballet, the names of distinguished
choreographers and performers, and a bibliography of Azerbaijani dance. Nevertheless,
this deficiency is addressed in the author’'s comprehensive monograph published

in 2020. Furthermore, the author entirely neglects to employ contemporary technological
capabilities. To exemplify the primary content, links to multimedia in accessible online
sources, particularly videos of Azerbaijani dances, may be included. It is possible

that the second extended edition with all mentioned improvements will follow.

The book “The Evolution of Azerbaijani Dance” serves multiple purposes: as a textbook
for choreographic and musical education, and for cross-cultural and interdisciplinary
research projects focused on dance art issues. Given the current scarcity of scholarly
literature on the history of Azerbaijani dance, it would be advantageous to publish
an enhanced and updated edition, particularly in the user-friendly and readily accessible
format of an e-book. And it would be intriguing for international readers to have
A. Husseinova's work translated into English.
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KocbimMLua

WpwuHa MaBpunexko, Ainzaga Hycynosa
KasakcraHHbiH, 1975-1999 xbingapgafbl opraH eHepi: Tapux,
OPraHoIOrMA XXaHe OpbIHAAYLLbIUIbIK MPaKTUKa» (0psLIcila)

KasakcTtaHga pyxaHu opblHZay canacblHAafbl acnanTbiH, AaMyblHbIH, eKiHLLi
ke3eHiHze (1975-1999 xbingap) naga 6osfaH opraHaap.

Mackey KoHcepBaTOpuscbiHaaFbl cabak. J1. V. PoriamaH, I. T. Hecinbaes,
[O. A. Canvesa, B. Munnep. f. T. Hecinb6aeBTbIH Xeke MypafaTblHaH ajblHfaH
cypeT. 1984-1985 oK.

CeetnaHa KobyaHoBa, iunspa LLapunosa
TpaHcMeaunanbHble CBA3M B BU3YyalbHOW KyabType: doTorpadus
B XKMBOMUCK 1 NPOEKTax COBPeMeHHOro nckyccrsa KasaxcraHa (opbiciia)

«Tpounuk kanacbkl. N2 37. Kbipfbi3 sanacbiHaH. buenepai cayy». MNowTa
kapTacbiHaafbl doTocypet. ®. /. 3aropckuii bacnacel.

O. Kactees. «buenepgi cayy». 1936. KeHen, 60sy. 69x89. o. Kactees
aTtblHzafbl KP MeMaekeTTik eHep My3elii.

[wnHa HypnenicoBa meH XKambbin XXabaes. 1938. KP opTanbik
MeMIEKETTIK MypafaTbl.

A. Yepkacckunin. «JnHa HypnericoBa meH Xambbin XKabaes». 1946.
KeHnen, 6osy, 196,5x220. ©. Kactees atbiHAasbl KP MemnekeTTik eHep
My3eni.

«XKeTicy 0b6AbICbl. KbIpFbl3 My3blkaHTbl. BupTyo3». 1880-wwi Xbingap.
¥nibl MeTp aTbiHAAFbI QHTPOMOOTUA XaHe 3THOrpadua Mypaxkanbl
(KyHcTkamepa) PFA. Cypet aBTopbl H. Opa3.

C. 9nxaHoB. 9yeH. 2002. KeHen, mainnbl 605y. CypeTLUiHiH, MeHLUiri.

M. CaBueHko. «beT xoKk» yukabiHaH. 1990. ®oTo aBTOpPAbIH,
igor-savchenko.com pecmu caiiTblHaH asblHFaH.

3. CyntaHbaeBa, A. AkMmynnaeB. «)KyMbipTkabacTbinap» xobacsl. 2009.
doTtocyper, konnax. Poto vlast.kz caiTbiHaH anbiHFaH.

B. LlenTanH. «Anaw Opga. XanblkTbiH ©TkeHi». 2016. KeHen, mait. 150x200.
CypeTLUiHiH, MeHLUiri.
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8-wi cypet
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21-wi cypet
22-wi, 23-wi cypertep

24-wi, 25-wi cypettep

bamkaH Hyp6ocbiHoBa

KasakcTaHHbIH LnppablK ©Hep KeHICTirHAeri KOMMyHMKaLmMs
cemMmnoTmkachkl (AcTaHa xaHe AlMaTbl KananapbliHblH KepmMenepi
mMaTepuanbiHAa) (0pbLICLLa)

«HemMpoKaszakctaH-2024» kepmeciHeH poTocypeTTep. AnmaThbl
KanacblHbIH OpTasblk kepme 3anbl. 13 Haypbi3 — 27 cayip 2024 x.

KasakcraH Pecnybamkachl ¥ATTbIK, My3eRiHiH, LMOPbIK 3KCMO3ULMUACHI.
AcTaHa.

Xanbikapanblk EXPO opTanbifbiHAafbl kepmenepge benrinepai kongany
mbicangapsbl. 11 mambip 2024 x.

O. Kactees. «Kosixo3 Tolbl». 1937.

9. KacteeBTiH «Kos1x03 ToOlibl» KapTUHAChIHbIH, GipiHLLI LndpPbIK,
aHUMauManblK y3iHgici. 24 mambip 2024 x.

O. KacTeeBTiH «K0x03 TOWMbI» KapTUHACBIHbIH, €KiHLLI LnppabIk,
aHMMaumsbIk y3iHaici. 1937. 24 mambip 2024 .

O. Kactees. «Akcaii kapbepi». 1967.

9. KacTeeBTiH «Akcaii kKapbepi» LMPpabIK aHUMaLUABIK
KapTUHAaCbIHbIH y3iHAici. 24 mambip 2024 .

«Stargazer 256: cypeTLimMeH casxaT» KepMeCiHiH GoTocypeTTepi.
CypeTLui XaHe aHUMaLusa pexxuccépi — lapba KoHonatosa, Efes Art
Space kypatopbl — Onbra Becenosa. Anmartbl KanacblHblH, OpTanblk,
Kkepme 3anbl. 16 winge 2024 x.

Lumiere-Hall kepmecihge ycbiHblnFaH «CanbBagop Aanu. Kynuvs >xasy»
BuzeoxasbacbiHaH kagpnap. 15 winge 2024 x.

Lumiere-Hall kepmecinge ycbiHbinFaH CanbBagop JanungiH
«YWOYpbIWTLI Kanmnak» aHriMeciHe apHafaH WAOCTPaLMAIapPbIHbIH
doTocypettepi. 15 winge 2024 x.

Lumiere-Hall kepmeciHze ycbiHbinFaH CanbBasop Janungain,
«YLWOYpbIWTLI Kaanak» dHriMeciHe apHaafaH UANKCTPaLManapbiHbIH,
doTocypettepi. 15 winge 2024 x.

«CanbBagop Aann. Kynusa xa3sy» kepmeci Typanbl Lumiere-Hall
»a3bacbiHa QR-koa. 8 TambI3 2024 .

¥NTThIK epekLenikTi 6eiHenenTiH cypeTwi laHabon bipaecbekTin,
>KYMbICTapbIHbIH yarinepi. 19 kapawa 2022 x., 15 mambip 2023 .

Kwni3 yin 6eliHeneHreH aneyMeTTiK Macenenepai KepceTeTiH LdpbIK,
aHumaumanap. 19 maycoeim 2024 x., 11 cayip 2024 x.
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27-wi, 28-1bl,
29-wi cypeTtep

30-wi, 31-wbl,
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[anabon bipnecbekTin ManecTuHagasbl Xafgal Typanbl xa3bacbiHa
QR-kog. 20 ka3zaH 2023x.

OneyMeTTiKk MacenenepAi kepceteTiH [JaHabon bipnecbekTiH cofbicka
Kapcbl Lmndpablk ymbictapbl. 20 kasaH 2023 .

OensepAi Koprayfa >xaHe Kasa TankaH epT COHAipyLUinepai ecke anyFa

apHanfaH Magnificum9 cypeTwiHiH Lnudpablk xymMbictapbl. 1 cayip 2024
X., 14 kapawa 2023 x., 11 maycbim 2023 .
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Appendix

3 9 6 1 Irina Gavrilenko, Aizada Nussupova
o Organ Art of Kazakhstan in 1975-1999: History, Organology

and Performing Practice (in Russian)

Table 1 Organs that appeared in Kazakhstan at the second stage of development
(1975-1999) in the sphere of spiritual performance.
Figure 1 At the lesson in Moscow Conservatory. L. Roizman, G. Nesipbayev,
D. Saliyeva, V. Miller. Photo from the personal archive of G. Nesipbayev.
1984-1985.

6 2 80 Svetlana Kobzhanova, Dilyara Sharipova
Transmedia Connections in Visual Culture: Photography in Painting
and Contemporary Art Projects of Kazakhstan (i1 Russian)

Figure 1 City of Troitsk. No. 37. From the Kyrgyz steppe. Milking Mares.
The postcard photo. F.I. Zagorsky Publishing House.

Figure 2 A. Kasteyev. Milking Mares. 1936. Canvas, oil, 69x89. The A. Kasteyev
State Museum of Art of the Republic of Kazakhstan.

Figure 3 Dina Nurpeissova and Zhambyl Zhabayev. 1938. The Central State
Archive of the Republic of Kazakhstan.

Figure 4 A. Cherkassky. Dina Nurpeissova and Zhambyl Zhabayev. Canvas, oil,
196,5x220. 1946. The A. Kasteyev State Museum of Art of the Republic
of Kazakhstan.

Figure 5 Semirechensk Region. Kirghiz Musician. Virtuoso. 1880s.
Peter the Great Museum of Anthropology and Ethnography
(Kunstkamera) of the Russian Academy of Sciences. Photo by N. Orde.

Figure 6 S. Alzhanov. The melody. 2002. Oil on canvas. Author's property.

Figure 7 I. Savchenko. From the cycle "Without a Face.” 1990. The photo
is provided from the author's official website igor-savchenko.com.

Figure 8 Z. Sultanbayeva, A. Akmullayev. The Eggheads project. 2009.
Photograph. Collage. Photo: vlast.kz.

Figure 9 V. Zeitlin. Alash Horde. The past of the people. 2016. Canvas, oil.
150x200. Author's property.
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Figures 1, 2

Figure 3

Figures 4, 5, 6

Figure 7
Figure 8

Figure 9

Figure 10
Figure 11

Figures 12, 13

Figures 14, 15

Figures 16, 17

Figures 18, 19, 20
Figure 21

Figures 22, 23
Figures 24, 25
Figure 26

Figures 27, 28, 29

Figures 30, 31, 32

Balzhan Nurbossynova

Semiotics of Communication in the Digital Art Space of Kazakhstan
(Based on Exhibitions in Astana and Almaty) (i1 Russian)

Photos from the exhibition “NeuroKazakhstan-2024".
NeuroKazakhstan 2024.

Digital exhibition of the National Museum of the Republic of Kazakhstan.

Examples of the symbols use at exhibitions of the International
EXPO Center. 11 May 2024.

A. Kasteyev. "Collective Farm Festival”. 1937.

Fragment 1 of a digital animated adaptation of A. Kasteyev's painting
“Collective Farm Festival”. 1937.

Fragment 2 of a digital animated adaptation of A. Kasteyev's painting
“Collective Farm Festival”. 1937.

A. Kasteyev. "Aksay Quarry”. 1967.

Fragment of a digital animated painting by A. Kasteyev "Aksay Quarry”.
1967.

Photos from the exhibition of digital artist Daria Konopatova “Stargazer 256:
Journey with the Artist” (artist and animation director — Daria Konopatova,
curator Efes Art Space — Olga Veselova). 16 July 2024.

Frames from the video presented at the Lumiere-Hall exhibition “Salvador
Dali. Cipher”. 15 July 2024.

Photos of Salvador Dali's illustrations for the story “The Three-Cornered
Hat,” presented at the Lumiere-Hall exhibition “Salvador Dali. Cipher".
15 July 2024.

Photos from the Yessentai Gallery exhibition “Salvador Dali. Cipher”.
22 July 2024.

QR code to Lumiere-Hall's post about the exhibition “Salvador Dali.
Cipher”. 8 August 2024.

Examples of works by artist Danabol reflecting national identity.
19 November 2022, 15 May 2023.

Digital animations featuring the yurt, reflecting social issues. 19 June 2024,
11 April 2024.

QR code to Danabol Birlesbek's post about the situation in Palestine.
20 October 2023.

Anti-war digital works by Danabol Birlesbek highlighting social issues.
20 October 2023.

Digital works by artist Magnificum9 dedicated to the women'’s protection
and the memory of fallen firefighters. 1 April 2024, 14 November 2023, 11
June 2023.
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