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XYPHAN TYPAbI

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, NHAEKCTEY XKOHE 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),
PFAW (Pecelinik fbinbiMun aariekce3 nHaekci), Knbep/leHnHkasa nHaeKcTenei.

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),

Russian Science Citation Index, 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.
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PACNPOCTPAHEHUE, NHAEKCUPOBAHUE U APXUBVPOBAHWE

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),
PUHL, (Poccuiickom nHAeKce HayuHoro untnpoBanus), Knbep/leHnHke.

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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6acbiNbIMABI KaliTa ecernke Kor
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KasakcraH Pecny6amkachiHbiH, eHepTaHy KaHAWAaTbl, AOLEHT, My3blKaTaHy >X9He KOMMNOo3unLus
AKnapat xaHe KofamAblK Aamy kadeapacsbl, KypmaHfasbl ataHgafbl Kasak yATTblK KOHCEPBaTOPUACHI
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KipiCcnE ce3

KypmetTi okbipmaHaap! HazapaapbiHbidfa Saryn sxypHanbliHbiH 2025 Xblifbl anfallkbl CaHbIH YCbIHAMbI3.
Ocbl CaHMeH XYMbIC icTelt OTbipbIn, 6i3 peAakuUaAnbik ankameH, aBTOPJapMEH XXaHe Tayencis
peLeH3eHTTepMeH Bipaecin, eHepTaHy, MaeHNeTTaHy XaHe Lndpablk Meana canacbiHAarbl TYMHYCKa
3epTTeynepsi YCbiHaTbIH ©3eKTi MaTepuansapAbl 6acnara garbiHaaablk. by >koabl aBTopaap akageMusablK
6iNIMHIH LieKapacblH KEHEeNTIN KaHa KoMMaWn, KofaMAbIK KyOblablicTapabl KOPKEMAIK TYPFbiAaH TanAayabliH,
aHa TaCiNAepiH yCbIHATbIH TakblpbINTapAbl KO3Fabl.

[AwHapa Tokmyp3neBa MeH 'ynHap 96aipaxmaH (Aamatbl) 6acblibIMbIHbIH, Kipicre Makanachl
My3blKablk nejarornkasa eneyni opbiH anatbiH, 6ipak OHbIH KOPKEMAIK 3BONOLMACHI TYPFbICbIHAH CMpeK
KapacTblpbliaTblH XaHp — 6ananapfa apHasfaH GopTennaHo UUkAZepiHe apHanfaH. ABTopaap a3 3epTTenreH
WblfapManapabl FbUIbIMU aiHaNbIMFa eHri3e OTbIpbIn, HipiHWi 60/bIN 91EM XaHE Ka3ak, KOMMO3UTOPIaPbIHbIH,
OCbl XKaHpFa KaTbICTbl MHTEPRpeTaLManapbiHa CanbiCTbipMasbl Tangay >kacangbl.

©36eKCcTaHHbIH, My3blkanblk MageHWeTi LLoincta faHMxaHoBaHbIH, (TalLKeHT) A49CTYpi XaHe eyponanbik,
KOMMO3ULMANBIK TICINAEPAIH KaTap emip cypyi MaceneciH KeTepreH MakanacbiHAa TankblaaHagbl. ABTOP
«MaKOM CUMQOHWN3Mi» TEPMUHIH €HFI3iM, OHbIH, YATTbIK My3blKa 3BOOLMACEIHAAFbI POIH allajbl, COHbIMEH
KaTap 3THOMYy3blkaTaHya XaHa Ke3Kapac awaTtblH MOHOAMA/bIK XKaHe NOANPOHUANBIK ASCTYPAEPAIH ©3apa
6annaHbICbiH Tanaanabl.

O©3iHiH MypafaTTblk 3epTTeyNepiHiH HaTVXeNepiH Saryn-Aa bipHelle peT xapuanafaH Muxaun
OBUYMHHUKOB (TaLLIKEHT), OCbl XXOJbl Y/bl KHA3b Hrkonan KOHCTaHTUHOBUUTIH, TallKeHT capalibiH erkel-
TerKeli 3epTTen, OHbIH, KYPbIIbIChl, 5)XOBaHbIH, aBTOPbI XXAHE CAYNET epeKLLeNikTepi Typanbl TbiH TapPUXM
JepekTepai awagabl. byn fMapatTbiH TapyX1 MaHbI3AblIbIFbIHA KapaMacTaH, OHbl 3epTTeY OCbl YaKbITKa
JeWiH y3iHgi 60/bIN Kanapbl, COHAbIKTAH BypbIH 6enrici3 Ky>KaTTapabl! fblIbIMW aliHaNbIMFa EHTi3y Oy
3epTTeyai epekiie KyHAbl eTei.

Kasipri 3amMaHfbl eHepaeri reHaepAiK acnekTiHiH e3eKTi TakblpblbbiH AMaH M6parumos (Asmartel) keTepin
oTbIp. «TaH LlonnaH» KOpbIHbIH, KbI3METIH Mblcafa ana OTblpbin, Ka3akcTaHHbIH CypeTLLi aensepiHin, YATTbIK,
6eliHeney eHepiHiH KanablnTacyblHa KOCKaH yaeci, onapAblH A4SCTYPAI MOTUBTEPMEH XaHe dNeMAiK KepKeMZaik
TeHAEHLMANAPMEH >KYMbICbI TaNAaHaibl.

Xac 3eptreywi ApmaH KanpskaHHbIH, (AcTaHa) KOpbITbIHABI MaKanacbl UHTEPHET-MeMAep TakblpblObIH
KeTepin, LMdPpablk MeAnaHbiH daeyMeTTIK Macenenepai bingipeTiH Kypanfa alHanfaHblH kepcetesi. ABTOp
«ELWKaHaan He XoKk» MeM PpeHOMeHiH Ka3akCcTaHHbIH KOFaMAbIK KOHiN-KYMi MEH MaZeHM KOATapbl afCbliHAa
Tangan, eHepTaHy MeH bykapasiblk KOMMYHUKaLMA canacbiHAa XaHa 6afbIT allagbl.

Bapsibik YCbIHBIIFAH XYMbICTap 3epTTENETIH TakblpbinTapFa ©3iHAIK Ke3KapacbiMeH epeklueneHesi, XaHa
MaTepvangapabl FblbIMU aiHaNbIMFa eHri3eli XXoHe eHepTaHyAblH, KON4aHbICTafbl aicTeMenik 6a3acbiH
KeHelnTesi. Saryn-HblH XaHa caHbl OkblpMaHAapFfa TepeH, Tanday faHa eMec, KeLUeri XKaHe ByriHri MageHu
yAepicTepre TbiH K&3Kapac yCbiHazbl.

Ocbl MyMKIHAIKTI NarganaHbin, CblHX MiKipaepiMeH XapusanaHbiMAap canacbiH apTTbipyFa YAKEH yaec
KOCbIM XYPreH KypMeTTi peLleH3eHTTepiMi3re anfbiCbiMbi3abl HinAipemMis, 6y XXypHanbiMbI3 YLLiH 6Te KyHAbI.

KopbITbiHAbINaN Kene, 6i3 63 XYMbICbIMbI3a OKbIpMaHAap MeH reorpadusiHbl KeHenTyre yHemi
YMTbINATbIHBIMbI3ZbI aTan eTKiM Kefeii XaHe 6apblK KbI3bIFyLIbUIbIK TaHbITKaHAAPAbI bIHTBIMAKTaCTbIKKa
LIaKblpaMbI3.

Fanna berembeToBa,
6ac pedakmop
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FOREWORD

Dear readers! We offer you the first issue of Saryn journal in 2025. Working on it as a team, the editorial
board, authors and independent reviewers have prepared relevant materials, which present original studies
in art criticism, culturology and digital media. This time, the authors touched upon topics that not only
expand the boundaries of academic knowledge, but also offer new perspectives for the artistic analysis

of social phenomena.

The topic of the opening article by Dinara Tokmurziyeva and Gulnar Abdirakhman (Almaty) is piano
cycles for children, a genre that plays a significant role in music pedagogy, but is rarely considered in terms
of its artistic evolution. For the first time, the authors conduct a comparative analysis of the world and Kazakh
compositional interpretations of this genre, introducing little-studied works into scholarly discourse.

The article by Shoyista Ganikhanova (Tashkent) raises the issue of the coexistence of traditional
and European compositional approaches in musical culture of Uzbekistan. The author introduces the term
"magom symphonism" and reveals its role in the evolution of national music. She also analyzes the interaction
of monody and polyphonic traditions, which opens up a new perspective in ethnomusicology.

Mikhail Ovchinnikov (Tashkent), a frequent contributor to Saryn with his archival findings, presents
a detailed examination of the Tashkent palace of Grand Duke Nikolai Konstantinovich. He reveals new historical
data about its construction, authorship of the project and architectural features. Despite the historical
significance of this building, its study has so far remained fragmentary. That's why the introduction
of previously unknown documents into scientific circulation makes this research especially valuable.

Aman Ibragimov (Almaty) brings up the gender issues in contemporary art. Using the example
of the Tan Sholpan Foundation, the author analyzes the contribution of women artists of Kazakhstan
to the formation of national visual art, their work with traditional motifs and global artistic trends.

Internet memes is the theme of the final article written by young scholar Arman Kairzhan (Astana).
He demonstrates digital media as a tool for expressing social problems. The author analyzes the phenomenon
of the meme "Yeshkandai ne zhok" in the context of public attitudes and cultural codes of Kazakhstan,
opening a new direction in the study of art and mass communication.

All presented studies are distinguished by their original approach to the topics studied, and introduce
new materials into scientific circulation, expanding the existing methodological framework of art criticism.
The new issue of Saryn offers not only depth of analysis, but also a fresh look at the cultural processes
of the past and present.

Taking this opportunity, we would like to express our gratitude to the distinguished reviewers who,
with their critical opinion, make a great contribution to improving the quality of publications. It is immensely
valuable for our journal.

In conclusion, | would like to note that we constantly strive to expand the readership and geography
of our authors. We invite all interested parties to cooperate.

Galiya Begembetova,
Editor-in-Chief
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BCTYNUTENBHOE C/IOBO

Joporue untatenun! Bawemy BHUMaHWIO NpeanaraeTcs nepsbiin B 2025 rogy Bbinyck XXypHana Saryn.
PaboTas Hag HMM COBMECTHO C pesjakLiMOHHbIM COBETOM, aBTOPaMu U HE3aBUCUMbIMU PeLieH3eHTaMu,
Mbl MOATOTOBUAM K NyBAMKaALMW aKTyabHble MaTepualbl, B KOTOPbIX M3aratoTca OpurnHanbHble
nccnefoBaHUa B 061aCTu MCKYCCTBOBEAEHNS, KyNbTYpONOTM 1 LMGPOBLIX MeAura. B 3ToT pa3 aBTOpbI
3aTPOHYAN TEeMbI, KOTOPbIe He TONbKO PacLLUMPAOT rPaHNLbl akaeMUYecKoro 3HaHus, HO 1 nNpeAnaratoT
HOBble NepCcneKTUBbI XyA0XECTBEHHOrO aHain3a coLlmanbHbIX ABAEHMN.

Tak, oTkpbIBatoLLlas Homep cTatba [lnHapbl TokMmyp3meBoii 1 N'ynbHap AbapaxmaH (AsmMaTbl) NOCBALLEHA
dopTennaHHbIM LKaaM ANs JeTel — XaHpy, UrpatoeMy 3HaUUTeNbHYHO POJb B My3blKaJbHOW Meaarorvke,
HO pefKo paccMaTPUBAEMOMY C TOUKM 3PEHUA ero XyAoXKeCTBEHHOWN 3BOOLMM. ABTOPbI BriepBble NPOBOAAT
CPaBHUTE/IbHbBIN aHaNN3 MUPOBBIX U Ka3axCTaHCKMX KOMMO3UTOPCKMX TPaKTOBOK 3TOrO XaHpa, BBOAA
B UCCNef0BaTeNbCKMI 060POT Masion3yyeHHble MPOV3BeAEHNS.

Mys3bikanbHas KyabTypa Y3bekuctaHa paccmatpvBaetca B ctaTbe Loimnctbl FaHnxaHoBol (TallkeHT),
KOTOpas MOAHMMAET BOMPOC COCYLLECTBOBAHWUA TPAANLMOHHbIX M €BPONENCKUX KOMMO3UTOPCKUX NMOAXOL0B.
ABTOpP BBOAWUT TEPMUH «MaKOMHBbIN CUMPOHM3M», packpbiBas €ro pob B SBONHOLMN HALMOHANbHOW My3bIKY,
a TakXXe aHann3mpyeT B3anMOAeNCTBUE MOHOAMUMHBIX 1 MHOTOFOIOCHBIX TPAAWLIMIA, UTO OTKPbIBaeT HOBYHO
nepcrnekT1BYy B STHOMY3bIKOJIOTUN.

Mwuxann OBUMHHMKOB (TaLLKEHT), y>Ke He NepBbIi pa3 NyOANKYOLWNIA B Saryn pe3ynbTaTbl CBOUX
APXMBHBIX N3bICKAHWUIA, MpeanaraeT AeTasbHOe UCCef0BaHNE TALLKEHTCKOrO ABOpPLIA BENKOrO KHA3A
Hukonas KoHcTaHTMHOBMYA, packpblBas HOBble UCTOPUYECKME JaHHble O ero CTPOUTENbCTBE, aBTOPCTBE
npoeKTa 1 apXmMTeKTyPHbIX OCOBEHHOCTAX. HECMOTPA Ha MCTOPUYECKYHO 3HaUYMMOCTb 3TOTO 34aHus,
€ro n3yyeHue J0 CMX NOP OCTaBanoCb GpparMeHTapHbIM, MOTOMY BBEAEHME B Hay4YHbl1 0B60POT paHee
Hen3BeCTHbIX JOKYMEHTOB fenaeT AaHHOe UCCef0BaHNe OCOBEHHO LiEHHbIM.

AKTyasbHYtO TEMY FeHAEepHOro acrekTa B COBPeMeHHOM MCKyccTBe pa3BuBaeT AmaH Mbparnvos
(Anmartbl). Ha npumepe geatenbHocTn GoHaa «TaH LLloanan» paccmatpuBaeTca BKAaZ XXEHLLMH-XYAOXKHML,
KazaxctaHa B GopMmUpoBaHMe HaLMOHaNbHOTO BM3YyaNbHOrO UCKYCCTBA, UX paboTa C TPaAWLIMOHHbBIMMU
MOTUBAMU W F106abHBIMU XYAO0XKECTBEHHBIMU TEHAEHLIMAMMN.

3aBepLuaroLwas Homep CTaTba MOJIOA0ro nccnegoBatens ApmaHa KanpxkaHa (ActaHa) 3aTparveaet
TeMy MHTEPHET-MEMOB 1 I@MOHCTPUPYeET, Kak LindpoBble Meana CTaHOBATCH UHCTPYMEHTAMUN BblpaXkeHUs
coumanbHbix Npobaem. ABTop aHanmsnpyet GeHoMeH MeMa «EllKaHAal He XXOK» B KOHTEKCTE OBLLeCTBEHHbIX
HaCTPOEHWI U KyNbTYypHbIX KOAOB Ka3axcTaHa, OTKpbiBas HOBOE HamnpaB/ieHWe B U3yYeHUn UCKYCCTBa
1N MacCoBOW KOMMYHWKaLUW.

Bce npeacrtaBnaeHHble nccnegoBaHnA OTANYAKOTCA OPUTUHAIbHBbIM MOAXOA0M K 3aABN€HHbIM TEMaM,
BBOAAT B HayHHbIVI O60pOT HOBblI€ MaTepuanbl N paclUNPAOT CylecTByolme MeTof0/10rm4yeckme pamMmkm
NCKyCCTBOBEAEHUA. HoBbili BbIMYyCK Saryn npegnaraeTt YntTatendam He TOJIbKO F.I'Iy6VIHy aHan3a, HO n CcBEXUI
B3r144 Ha KyabTypHbl€ NpoueccChbl Mpowaoro n Hacrtodawero.

r]OfIbByﬂCb BO3MO>XHOCTbH), Bblpa>kaem 6}'IaI'OAapHOCTb yBaXXaeMbIM peLeH3eHTaM, Kputnyeckme
3aMeyYaHunAa N peKkoMeHaaunm KOTOPbIX 3HAUNTEJIbHO Y/Iy4LUakoT Ka4eCcTBO I'Iy6!'IVIKaLI,VIl7I, yTO 6e3MepHo LLEHHO
ANA Halero XypHana.

B 3akntoueHue OoTmMeuy, 4TO B Hallen pa60Te MbI NMOCTOAHHO CTPEMUMCA pPacLNPATb YNTATE/IbCKYHO
ayanTopuo n reorpacbvlro HalWnX aBTOPOB U NnpuraawaeM K COTpygHN4eCTBy BCeX 3aNHTEpPeCOBaHHbIX INL,.

lFanna berembeToBa,
2n1asHeil pedakmop
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ABSTRACT. The article focuses on piano cycles for children as a distinctive area of compositional creativity,
characterized by its alignment with children’s perception and performance abilities. The relevance

of this topic stems from the significant role and prevalence of such works in concert and pedagogical
practice, alongside the lack of specialized theoretical studies examining composers’ approaches to children’s
cycles within a broad cultural and historical framework. The study examines both well-known piano cycles
for children by Robert Schumann, Pyotr Tchaikovsky, Franz Liszt, and Sofiya Gubaidulina, as well as lesser-
studied works by Kazakhstani composers (Boris Yerzakovich, Gaziza Zhubanova, Aida Issakova, Zholan
Dastenov, Bakhtiyar Amanzhol, Beibit Daldenbay, Balnur Qydyrbek, Lyazzat Zhumanova, Dmitry Ostankovich
and others).

The authors analyze the interpretation of children’s piano cycles using musicological and historical
approaches, as well as comparative analysis, which highlight key artistic and structural features of these works.
A historical and cultural review of the phenomenon from the Baroque period to the present reveals the pivotal
role of Romanticism in the development of the children’s piano cycle. During this era, works with distinctive
authorial characteristics emerged, which the authors define as “author’s cycles.” These cycles are marked

by a unifying idea, internal semantic connections between parts, and a tendency toward genre
reinterpretation. The study demonstrates that the musical practices of the 20th and early 21st centuries have
further developed these Romantic traditions, offering diverse “author’s” visions of the children’s piano cycle

as a conceptual whole. At the same time, modern piano music for children has undergone significant changes,
incorporating expanded compositional techniques and new semantic functions introduced by composers.
These developments reflect a shift in the cycle interpretation, which now often transcend their didactic
purpose to address broader educational goals, transforming into a tool for the cultural and intellectual
development of younger generations.

The findings emphasize the universality, multifunctionality, and remarkable diversity of children’s piano cycles.
To deepen the theoretical understanding of this phenomenon and enrich concert and pedagogical repertoires
with fresh and engaging works, the authors advocate for further study of this genre, including the exploration
of new compositions from various national cultures.

CONTRIBUTIONS OF AUTHORS

Dinara Tokmurziyeva - literature review, source analysis, data collection, evaluation, and systematization;
authorship Historical and Cultural Discourse of the Children’s Piano Cycle subsection, and preparation
of the article for publication.

Gulnar Abdirakhman — development of direction and methodology of the study; definition of key goals
and objectives; authorship of the Abstract and sections including Introduction, Methods, Results
and Discussion, and Conclusion; comprehensive editing of the manuscript throughout all stages.
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JIaVEKCO3 YLLIH Tokmyp3uesa, [lnHapa, xaHe l'ynHap o6aipaxmaH. «<bananapfa apHanfaH anemgik
KaHe Ka3zakCcTaHAblK GOpTenuaHo My3sblKacbliHAaFbl LUKAAI TYCIHAIPY epeKLUenikTepi».

Saryn, 1.13, N2 1, 2025, 17-36 6. DOI: 10.59850/SARYN.13.1.2025.256. (AfblLUbIHLIA)

UMKAAI TyCiHaipy, 6ananapfa apHanfaH GpopTenmnaHo LMK, «aBTOPAbIK» LVKAAEP,
dopTenmaHonbik My3bika, XaHpJbIK KaiiTa kapay, MAeonornasik Tapbueney.

ABTOp/Iap aHOHUMAI peLieH3eHTTepre anfbiC 6ingipes.

AHAATNA. Makanaga bananapfa apHanfaH opTtenvaHo Lmkagepi bananapabiH kabblngaybl MeH opblHAaybIHaA
BaFbITTaNFaHAbIKTaH epekLUle KacMeTTepre ne KOMMO3MTOPJIbIK LblFapMallbUIbIK canachkl peTiHae
KapacTbipbliagbl. TakblpbINTbIH, ©3€KTiAir KeH M3AEHU-TapuUXN AUCKYpCcTa Bananap LUKALEPIHIH,
KOMMO3UTOP/IbIK BHAEYIEPIHE apHalbl TEOPUSABIK 3ePTTEYNEP XKYPri3iIMEreHiHe KapaMacTaH, MyHAaw
LUMKAAIK GOopTENMaHObIK WbiFapManapabiH, KOHLEPTTIK-Nearorukanblik ToXipubeseri MaHbi3AbliblFbIMEH
>KoHe Y/IKEH yNeciMeH aHbiKTanaabl. 3epTrey Matepuansl peTiHae Pobept LLyman, MeTp YalikoBckuii,
®epeHy Jluct, Codus NybanaynnHaHblH bananapfa apHaafaH aaemMaik My3blkaja TaHbiMan GopTenmnaHo
LUMKAAEpi, COHAaN-aK LWblfapMaLlbUIbIKTbIH, OCbl GafbIThl KEH XSHE SPTYPJli YCbIHbIIFAaH Ka3akCTaHAbIK
KOMMO3UTOPAapAbIH 3epTTe/IMEreH LWbifapManapbl TapTbiaabl.

Makanasa 6ananap doprennaHo LUUKAIH TYCIHAIPYAIH epeKLlenikTepiH 3epTTey My3blKasblk-Tapuxm

>K9He My3bIKasblK-TEOPUABIK TaCiAEpre, CanbiCTbipMasbl TasfayFa Heri3genreH, byn 6ananap doprenvaHo
LMKAAEPIHIH KOPKEM TiZeri Heri3ri epekLLenikTepiH XaHe KYpPblIbIMAbIK 3aHAbIbIKTapbIH aHbIKTayfa
MYMKIHZIK 6epgi. bapokkogaH 6yriHri KyHre AemniHri 3epTTenreH WolFapMallbiablk KyOblabicka >yprisiareH
TapPUXM-MIZEHN LLOY XXeKe aBTOPJIbIK epeKkLlenikTepiH ankbiH OINAIPETIH WhbiFapManap AyHWere KeareH
6ananap dopTenmnaHo LUKIIHIH 3BONOLMNACBIHAAFbI POMAHTU3M Ke3EHiHIH MaHbl3AblblfbiH aHbIKTayFa
MYMKIHZIK 6epgi. OaebueTTaHyLWbIAbIK TEPMUHONOTMSAHBI KOAZaHa OTbIpbIM, 3epTTey aBTopaapbl 0Aapabl
«aBTOP/bIK» LIMKNAEP peTiHAe benrineyai ycbiHazbl, 0nap YLWiH TYAKINIKTI naesHbiH 60ybl, iLLKi CEMaHTUKaNbIK,
6alinaHbIicTap, XaHpJbIK KariTa kapay TeHaeHumanapbl ToH. Xymbicta XX — 6ipiHwi wuperiHgeri XX| facbipgarbl
My3blKasbIK TOXipnbe 0Cbl pOMaHTUKaNbIK A3CTYPAI AaMbiTbin, 6ananapabiH GopTenvaHo LMKIIH Ty>KbipbiMAamabIk,
TYTaCTbIK PETIHAE KapacTblpyAblH dPTYPi «aBTOPAbIK» HyCKanapblH YCbIHATbIHAbIFbI KepceTinreH. COHbIMEH
KaTap, XaHa 3amaH Hbananapfa apHanfaH GopTenmaHo My3blKacbiHa KOMMO3ULMANbIK TEXHUKaHbI KaiTa
KapacTblpyMeH XXaHe KeHenTyMeH, KOMMO3UTop/iap OMacTbipFaH KOCbIMLLA CEMaHTUKabIK GyHKLMsnapabl
KOCyMeH balinaHbICTbl MaHbI3/bl ©3repicTep akesesi, onap LMKAAI TYCiHAIpYAe KepiHeai. Kasipri KoMno3nTop bk,
WIfapmallbinbikTa 6ananap LukAgepi AnaakTvKanblk 6afblTTbiH Tap LWeHOepiH eHcepesi XXaHe Xui xac
ypraKkTbl MAEONOrMANbIK Topbueney KypasbliHa alHana OTbIPbIN, afapTyLUbIbIK MIHAETTEPA LUeLles,.

XKyMbICTbIH, HaTVXKeNepi bananapAblH GopTenmaHo LUKAAEPiHIH dMOebanTbifbiH, Ken GYHKLUOHANAbIFbIH
>He anyaH TypPAiNiriH, CoHAalr-aK apTypi YATTbIK MaJeHMeTTepre XataTblH XaHa My3blkasiblk, KOMMNO3MLMANAPAb
TapTa OTbIPbIN, ONapAbl OAaH api 3epTTey KaxeTTiNiriH kepceTeai. by kapacTblpbiibin OTbIpFaH KyObINbICTbIH,
TeOPUANbIK TYCIHIriH TePeHAETIN KaHa KOMMaw, KOHLEPTTIK XXaHe rnejarormkanslik penepryapapl xaHa
TyblHAbIIAPMeH baiibITyFa MyMKiHAIK 6epegi.

ABTOPJIAPAbIH, YJ/IECI

A. K. Tokmyp3uesa — afebVeTTi ipikTey, AepeKKe3fepMeEH XYMbIC Xacay, AePeKTepsi XuHay, Tangay
XaHe xyreney, «<bananap popTenmaHo LUKIbIHbIH TapUXU-MIAEHM AMNCKYPCbI» BONIriH Xa3y, MakanaHbl
bacnafa azipney.

I b. ©60ipaxmaH — 3epTTeyAiH 6afbiThl MEH diCHaMacCbIH 93ip/iey, Heri3ri MakcaTTap MeH MiHAeTTepai
aHblKTay, aHAaTNaHbl a3y, COHbIMEH KaTap MakanaHblH Kipicne, gictep, HaTuxenep xaHe Tankbinay,
KopbITbIHAbI 6eniMAEPIH Xa3y, MakanaHblH MaTIHIH pegakuusanay.

SARYN XAﬂbIKAPAI'IbIK PEUEH3UWANAHATbBIH XYPHAN



ISSN 2960-2351 (oHnaviH) ISSN 2960-2343 (neuaTHbIin)

UDC 781.5

DOI 10.59850/SARYN.13.1.2025.256

@oee

AvHapa Kanp6ekkbizbl Tokmyp3neBa*

[lokTopaHT 2-ro roga obyyeHuns kabespbl cneumansHoro poprenmaHo Kasaxckom
HalMoHanbHOW KoHcepBaTopun MeHn KypmaHrasbl (Anmartsl, KasaxcraH)

ORCID ID: 0009-0005-1000-5475

email: ditokmyrza@gmail.com

l'ynbHap BaxbiToBHa A6apaxmaH

KaHAI/IAaT NCKYyCCTBOBEAEHUA, I'IpOd)ECCOp Kaq>ep,pb| MYy3blKOBEAEHNA N KOMNO3UUNN,

NpopeKTop Mo akageMunyecknm Bonpocam Kasaxckoi HaLnoHanbHOM KOHCepBaTOpUm
nmenun Kypmanrasbl (Anmatbl, KasaxcraH)

ORCID ID: 0000-0001-9803-0969
email: gulnarabd@mail.ru

OCOBEHHOCTU TPAKTOBKW LUUKNA
B MMPOBOW N KA3AXCTAHCKOW
®OPTEMMAHHOW MY3bIKE

ANa AETEU

Asmopel npoyumasu u 09o6puu OKOHYamMelbHeIli 8apuaHM pykonucu u 3asesaom o6 omcymcemesuu
KOHgUKMa uHmepecoe.

* KoppecnoHavpytoLwmin aBTop
email: ditokmyrza@gmail.com

Moctynwna B pegakumto: 07.01.2025
MpuHata k nybankauum: 08.03.2025

© 2025 The Author(s). Published by Kurmangazy Kazakh National Conservatory. This is an Open Access article distributed under the terms of the Creative
Commons Attribution-NonCommercial-NoDerivatives License (http://creativecommons.org/licenses/by-nc-nd/4.0/), which permits non-commercial re-use,
distribution, and reproduction in any medium, provided the original work is properly cited, and is not altered, transformed, or built upon in any way.

MEXAYHAPOAHbBIA PELEH3UPYEMbBIA XYPHAN SARYN

N2 1. 2025 CSaPyn

21



C_Sapyn Ne 1.2025 DINARA TOKMURZIYEVA, GULNAR ABDIRAKHMAN

22

[l LUTUPOBAHMS Tokmyp3uesa, [lnHapa, u NynbHap AbapaxmaH. «OcobeHHOCTH TPaKTOBKM LKA
B MVMPOBOW M Ka3axcTaHCKOW GopTennmaHHON My3bike ans aeteri». Saryn, 1. 13, N2 1,

2025, c. 17-36. DOI: 10.59850/SARYN.13.1.2025.256. (Ha aHranckom)

K/IFOYEBBIE CTOBA TpaKToBKa LKA, GOPTENUAHHBIN LKA ANS AETEN, «<aBTOPCKME» LIUKIbI,
bopTenmaHHas My3bika, XXaHPOBOE NMEPEOCMbIC/IEHNE, UAE0NOTMYECKOE
BOCMUTaHMe.

BnAroaAPHOCTU ABTOpbI BbIpaXkatoT rNyboKyH NpU3HaTEbHOCTb Y 61arofapHOCTb aHOHUMHBIM
peLeH3eHTaMm.

AHHOTALMA. B LleHTpe BHMMaHMs cTaTby — GopTenmaHHble LMKIbl ANs AeTel Kak 061acTb KOMMNO3UTOPCKOro
TBOpYecTBa, obnagaroLas cneundruyeckuMm CBOMCTBaMU, 06yCNOBAEHHBIMU HaNPaBAEHHOCTLIO Ha JeTcKoe
BOCMPUATME N UCMONHEHWE. AKTYaIbHOCTb TEMbl OMPEeAeNseTcs 3HaYMMOCTbIO M BONbLUUM YAe/bHbIM BECOM
TaKMX LUKANYecknX GopTennaHHbIX MPOU3BEAEHNI B KOHLLEPTHO-MEAarormyeckon npakTuke npv Tom,

YTO CreLanbHble TEOPETUYECKME NCCAeA0BaHUS, paccMaTprBatoLLe 0COBEHHOCTM KOMMO3UTOPCKOM
TPaKTOBKW AETCKNX LMKIOB B LUMPOKOM KYJ/IbTYPHO-UCTOPUYECKOM ANCKYPCE, 4O CUX MOP HEe MPeANPUHMMAINCS.
B kauecTBe MaTepuana nccnefoBaHNUs NPUB/IEYEHbI Kak M3BECTHbIE B MUPOBON My3blke popTenuaHHble
umknbl 4na aeteli Pobepta LymaHa, Metpa Yarikosckoro, ®eperua Jlncta, Codpum MNybaayamHonm,

TaK W HEM3yyaBLUMECS MPOU3BEAEHMNSA Ka3axCTaHCKMX KOMMO3UTOPOB, B TBOPYECTBE KOTOPLIX 3TO HanpaB/ieHne
npeAcTaBAeHO JOCTaTOYHO WMPOKO U pasHOObpasHo.

M3yuyeHmne cneundumkm TpakToBKM AeTCKOro GpopTennaHHOro Lykiaa B CTaTbe OCHOBbIBAETCA Ha My3blKabHO-
NCTOPUYECKOM N My3blKa/lbHO-TEOPETUUYECKOM MOAXOAaX, CPAaBHUTENbHOM aHanun3e, No3BOAMBLUNX

BbIABUTb K/tOUEBble OCOHEHHOCTU Xy0XECTBEHHOIO BblpaXeHUs 1 CTPYKTYpPHble 3aKOHOMEPHOCTH

AeTckmx GopTenmaHHbIX LMKAoB. MNpesnpuHATbIA NCTOPUKO-KYAbTYPHbIV 0630p 13yvaeMoro TBOPHECKOro
ABJIeHMA OT 6apOKKO A0 HaLUMX JHEeW NMO3BOAMA BbIABUTb BaXXHOCTb Neprosa POMaHT13Ma B 3BONHOLUM
AeTckoro GpopTenmMaHHOro LiMkna, Korga poXxaroTca NponseeseHns, obnagatolime apko BblpaXKeHHbIMU
VHANBUAYaAbHO-aBTOPCKMMK YepTaMu. Vicnonb3ysa antepatypoBefueckyto TepMUHONOTNIO, aBTOPbI
nccnefoBaHNA nNpegsiaratoT 0603HauaTb UX «aBTOPCKMMMU» LIMKAAMMU, AN KOTOPbIX CBONCTBEHHDI

Ha/numne CKBO3HOM nAen, BHYTPEHHWE CMbIC/IOBbIE CBA3M MeXAY YacTAMY, TEHAEHLMUM K XXaHPOBOMY
nepeocMbicieHunto. B paboTe nokasaHo, 4To My3bikasbHas npaktuka XX — nepsoi yetseptn XXI ctonetus
pa3BMBaeT 3Ty POMaHTUYECKYIO TPaAULIMIO 1 NpejiaraeT MHOroobpasune «aBTOPCKMX» BapuUaHTOB BUAEHMA
AeTckoro GopTenMaHHOro Luukaa Kak KOHLEnTyabHOro Lenoro. Hapagy ¢ 3TuM HoBOe BpeMs MPUHOCUT

B popTenmnaHHyto My3biky ANA AeTeil BaxKHble U3MEHeHWS, CBA3aHHbIe C NepeoCMbICIeHNEM U pacLLMpPeHNEeM
KOMMO3MULMOHHbIX TEXHUK, BK/IFOUEHNEM JOMNONHNUTENbHbIX, BKAaAblBAEMbIX KOMMO3UTOPaMM CMbIC0BbIX
bYHKLMIA, OTpaXKaroLLMXCA Ha TPaKToBKe LyKia. B coBpeMeHHOM KOMMO3MTOPCKOM TBOpYeCTBe AeTckue
LMK/bl MPeOoA0AeBatoT y3KMe PaMKM ANAaKTUHECKOW HarnpaBAeHHOCTU U HepeAKO peLlatoT NPOoCBeTUTENbCKME
3agaun, TpaHCHOPMUPYACL B CPEACTBO MAEON0rMYECKOro BOCMMTaHNA NOAPaCcTaloWwero nokoieHus.

Pe3ynbTtathl paboTbl NOAYEPKMBAIOT YHUBEPCATIbHOCTb, MHOTOGYHKLIMOHaNbHOCTb U 60/bLIOe pa3Hoobpasme
AEeTCKMX GopTenmaHHbIX LIMKIOB, a Tak)ke HEOBXOAUMOCTb AaNbHEWLLErO UX N3YUYeHUs C MPUBJIEYEHEM
HOBBbIX My3bIKa/IbHbIX KOMMO3ULUW, NPVHageXaLlnX pasHbiM HaLlMOHaAbHbIM Ky/bTypam. 3TO NMO3BOANUT

He TO/IbKO YrNybuTb TeOpeTUYEeCcKoe NOHNMaHne paccMaTprBaemMoro GeHoMeHa, HO U 060raTUTb KOHLLEPTHbIN
W nejarornyecknin peneptyap HOBbIMU MPOW3BEAEHUAMMU.
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INTRODUCTION

Academic piano music encompasses a vast range of genres and musical styles,

among which cyclic works of a non-sonata type hold a special place. These works are
often associated with children’s themes or designed for inclusion in the pedagogical
and concert repertoire for children and young performers. Children's cycles have been
composed by both international and Kazakh composers throughout the development
of piano music. Johann Sebastian Bach, Robert Schumann, Franz Liszt, Claude Debussy,
Pyotr Tchaikovsky, Sofiya Gubaidulina, and many other composers have contributed

to this tradition. In Kazakhstan, cyclic opuses were created by composers such as Bazarbai
Jumaniyazov (piano suite Children, 1959), Aleksandr Romanov (Children’s Album of Ten
Pieces, 1974), Bakhtiyar Amanzhol (Boz Ingen, 1987), Dmitriy Ostankovich (Little Brother
at the Piano, 1997), Aida Issakova (Orchestral Voices, Tales, 12 polyphonic pieces
Khorovods, 1998), Daniyar Berzhaprakov (Winnie-the-Pooh and His Friends, 2011),
Lyazzat Zhumanova (In the Summer Pasture, 2019), and numerous other Kazakh
composers. These works, diverse in musical content and stylistic features, represent

a unique category of piano literature by combining artistic and aesthetic goals

with pedagogical objectives, thus achieving multifunctionality.

The purpose of this study is to examine the specific features of interpreting piano
cycles for children, considering the cultural and historical context of their origin
and the evolution of artistic means of expression.

The relevance of this topic is determined by two factors. On the one hand, cyclic
piano works hold significant weight and importance in the concert and pedagogical
repertoire. On the other hand, there is a scarcity of studies dedicated to understanding
their structural and stylistic specificities within a broader cultural and historical context.
Addressing this topic is essential both for the advancement of musicology and for meeting
the needs of performers and educators in creating meaningful interpretations of original
cyclic works. Equally important is the incorporation of previously unstudied works
by Kazakh composers into the realm of musicological analysis. This provides an opportunity
to explore the specifics of interpreting children’s cycles within the framework of various
national cultures, deepen knowledge of their creators’ artistic contributions, and enrich
the concert and pedagogical repertoire of pianists with vivid and engaging musical
pieces. Furthermore, focusing on the specifics of cycle formation offers new factual
and theoretical material to advance the theory of cyclicity in music and other art forms’.

METHODS

The methodological framework for this study is determined by the specific characteristics
of the subject matter and its objectives. The historical-musicological method is used

to examine the evolution of children’s piano music, particularly piano cycles,

within the context of global musical practice. The literature review method served

as a basis for establishing and advancing the theoretical framework of the study,

as well as substantiating the author’s
1 For more on this issue, see Tokmurziyeva

and Abdirakhman, “The Phenomenon of Cyclicality conclusions and prOPOSitiOHS based

and Its Exp're55|ons in Music.” Central Asian Journal on existing works. Music theory methods,
of Art Studies, vol. 9, no. 2, 2024, pp. 95-118. 8 . .
DOI: 10.47940/cajas.v9i2.879.2024. coupled with the comparative analysis
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method, enabled the identification of the structural and stylistic features of cyclic form
in the studied works and expanded the understanding of how composers' use of musical
expression techniques.

The methodological framework of the study is based on works dedicated to the typology
of children's music (Lesovichenko; Mouritsen; Vestad), as well as on the interpretation
of cycles across various forms of art (Kadatskaya; Fomenko).

RESULTS AND DiscussION
Children’s piano cycles represent an independent, diverse, and extensive domain within
the global landscape of piano music. To a certain extent, they can be considered universal,
as they are a notable feature in the creative outputs of most international compositional
schools. A deeper exploration of the existing studies on children’s music, including cyclic
works, reveals a wide range of approaches and perspectives. An analytical review of these
studies is crucial for understanding the focus of scholarly interest in children’s piano
music and serves as a starting point for further exploration of various types of music
for children, including cyclic compositions.

The analysis of sources reveals a limited number of scholarly works that examine
the organizational and musical-stylistic features of children’s piano cycles as a distinct
phenomenon within academic piano music. At the same time, several recurring issues
emerge in the study of children’s music as a whole and of cycles for children as an integral
part of it. For example, in international scholarly literature, significant attention is given
to the typology of children’s music and the identification of its "directions” (Lesovichenko;
Mouritsen; Vestad). Musicologist Andrey Lesovichenko, for instance, identifies seven
directions in children’s music. Analyzing these directions based on the criteria used
in the typology reveals that the author approaches children’s music from a sociomusical
perspective, employing multiple classification criteria (Lesovichenko 101). Based
on the performer’s status, Lesovichenko distinguishes between “music for children
performed by adults,” “music for children performed jointly with adults,” and “music
created by children.” Focusing on the audience’s status, the author differentiates between
“music for children’s performance and listening” and “music about children for adults.”
The form of existence leads to the identification of “music that became children’s music
through its cultural adaptation.” The category of “instructional music” — music designed
to facilitate the educational process by developing students’ performance skills —
is highlighted using a functional criterion (Lesovichenko 102).

While the mixed criteria in Lesovichenko's typology prevent it from being classified
as strictly academic, the author’s approach underscores the complexity of the phenomenon
and the numerous nuances that must be considered when studying children’s music.
In contrast, the typology proposed by Flemming Mouritsen and later expanded
by Ingeborg Lunde Vestad appears more consistent, though its relevance to our subject
is somewhat indirect. Their systematization is based on the type of interaction between
music and children, encompassing three aspects: music created by adults specifically
for children (culture for children), music and musical practices shared between adults
and children (culture with children), and music created by children or encountered
within their social environment (culture created by children) (Vestad 1). Applying
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this framework to academic children’s piano cycles reveals that these works predominantly
belong to the first group.

An interesting contribution to the field is Aleksandr Yermakov's work On the Interpretation
of the Concept of “Children’s Music” in Russian Musicology, which aims to summarize
current trends in this area of study. Discussing composers’ music for children, Yermakov
highlights two key aspects that require consideration when creating such works: first,
the alignment of the chosen musical material with the performer’s capabilities, and second,
the specificity of children’s perception. These two factors directly influence the creative
tasks faced by composers of children’s piano cycles, shaping the content, form, and musical
style of their works. This perspective is essential for understanding the challenges faced
by authors of children’s cycles, as it determines the logic of cycle formation and other
principles of musical composition. lllustrating these points through the example
of the children’s piano cycles by Schumann (Album for the Young) and Tchaikovsky
(Children’s Album), Yermakov writes: “In both cases, alongside a distinctly didactic element
(texture adapted for small hands, simple genre models, elementary forms understandable
to a child’s logic), one can also note the authors’ characteristic selection of imagery that
corresponds to children’s perception (‘Ded Moroz’' ['Santa Claus'], ‘'The Happy Farmer’,
‘First Sorrow’, '"Hobby Horse’, ‘March of the Wooden Soldiers’, ‘Baba Yaga')" (138).

The conducted review of these and other scholarly sources reveals that while studies
of piano cycles intended for adult audiences tend to emphasize the artistic and structural
aspects of cyclic works, research on children’s piano cycles often leans towards pedagogy.
This includes attempts to systematize children’s music using music-sociological
and instructional-methodological criteria, such as technical complexity, specific technical
challenges, and imagery.

HisToRICAL AND CULTURAL DISCOURSE OF THE CHILDREN'S PIANO CYCLE

The theme of childhood is deeply treasured in culture and art. Its artistic representation
has varied across eras, influenced by the philosophical ideas of the time and general
views on education and personal development. In the Middle Ages, children were
perceived as small adults and depicted in paintings “without regard for the physiological
and psychological characteristics of their age” (Chernyak 97). By the 15th century,
however, this trend shifted. The Renaissance, with its commitment to realism, recognized
childhood as an independent and valuable stage of life. This recognition culminated

in the emergence of children’s portraiture, characterized by the use of more sophisticated
and advanced artistic means (Chernyak 97).

In Western Europe, interest in children’s music can be traced to the works of Johann
Sebastian Bach, whose legacy includes several collections intended for domestic music-
making and pedagogical purposes. These works, such as the Notebook for Wilhelm
Friedemann Bach (1720), Inventions and Sinfonias (1723), and the Notebook for Anna
Magdalena Bach (1725), are still important in education today and remain fundamental
to the repertoire of young musicians. The content and purpose of the pieces
in these collections reflect Bach's “intention to teach his students the fundamentals
of composition, transposition, improvisation, and ornamentation” (Ryzhkova), instilling
the essential performance skills required by the Baroque era, with its emphasis
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on polyphonic writing and improvisation. Continuously supplemented with new pieces
over time to meet the educational needs of Bach's family, these notebooks can be regarded
as "proto-cycles,” uniting diverse keyboard works for pedagogical purposes. Bach's
keyboard dance suites, such as the Six French Suites, Six English Suites, and Partitas,
represent true cycles of the suite type created for pedagogical purposes. Their stable
sequence of dances, realized in an individual manner and contrasting in emotional
expression, imbues the ceremonial dances and traditional cycle with a new quality.

Over time, these works lose their direct ties to the original dance genres and acquire
concert-like characteristics.

The theme of childhood truly came into its own in the piano music of the 19th century,
particularly in the works of Romantic composers. The aesthetic principles of Romanticism,
with its focus on the inner world of the individual, highlighted childhood as a unique
period of life — a time of emotional purity, sincerity, and unfiltered emotions (Ganina
128). Romantic composers started to focus on childhood as a primary theme in their
compositions, with the piano cycle emerging as one of the key forms for its expression.
The piano cycle became a meaningful variation of the programmatic piano cycle, aligning
seamlessly with the artistic paradigm and aesthetic aspirations of the composers.

Another significant factor behind the proliferation of children’s music during
the Romantic era was composers’ acknowledgment of the shortage of high-quality
educational music. They believed that children’s musical education should be based
on highly artistic works rather than on “craft-like” music (Ganina 128). Clara Schumann'’s
diary shows her clear opinion on why Robert Schumann wrote Album for the Young
(1848): "The pieces typically practiced by children during piano lessons are so poor
that Robert had the idea of composing and publishing a notebook (a sort of album)
consisting entirely of children’s pieces” (Zhitomirskiy 376).

As a result, Romantic art combined two motivational lines in the creation of children’s
piano cycles: the artistic, shaped by the aesthetic principles of Romanticism,
and the pedagogical, driven by the need for high-quality educational repertoire
for children. Composers aimed to create music that reflected the emotional
and psychological world of children while also serving pedagogical goals. This dual focus
set the stage for the future development of this musical form. In addition to Schumann'’s
Album for the Young, other examples include Schumann'’s Scenes from Childhood (1838),
a series of miniatures conveying the naivety and carefreeness of childhood through
nostalgic memories. In this work, Schumann deliberately avoids complex musical forms
and technical challenges to ensure that the music is accessible and understandable
for children (Zhitomirskiy 376-378). Another Romantic cycle, Franz Liszt's Christmas Tree
(1876), was conceived for performance “in the family circle during festive gatherings
and implied collective participation” (Titova, The Piano Cycle of F. Liszt 351). Dedicated
to Liszt's daughter, the cycle features a clear programmatic and narrative structure.
Notably, Liszt avoids his characteristic virtuosity and complex textures: “...from lavishness
and grandeur, he turns here to an economy of technical material, fully exploiting its latent
possibilities. He strives to express his thoughts clearly, convincingly, and accessibly
for others, finding imagery and means of expression that ensure harmony between
the idea and its realization” (Milstein 218).
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Another illustrative example of artistic intent and its realization is Pyotr Tchaikovsky's
Children’s Album (1878). As a composer with a natural lyrical and psychological inclination,
Tchaikovsky delves into the child’s inner world through music. The cycle captures everyday
moments of children’s lives and employs simple yet vivid melodies, easily perceived
by both children and adults. The recognizability of the imagery is achieved through a high
degree of typification and reliance on familiar musical genres.

An analysis of Romantic-era children’s piano cycles reveals the emergence of the main
thematic lines of children’s music, drawn from the childhood experiences (Lebedeva 181).
These include reading fairy tales and stories, imaginary journeys, games, and children’s
perception of the surrounding world — nature, animals, birds, and so forth. Significant
attention is given to various forms of song, dance, and marches, reflecting children’s
energy and activity. For example, Liszt's Christmas Tree includes a lullaby, an old Provencal
tune, a Hungarian march, and a polonaise. The tendency to use genre-specific details
and "generalization through genre” (a term by Arnold Alschvang) proved enduring
and continued in the works of 20th-century composers. For instance, most pieces
in Claude Debussy's Children’s Corner (1908) are presented as variations of song (lullaby,
serenade) and dance genres (lyrical and lively dances). Similarly, Sergei Prokofiev's
Children’s Music, Op. 65 (1935), comprising 12 accessible piano pieces, employs genres
such as tarantella, waltz, and march. Dmitri Shostakovich’s cycle Doll’s Dances (1952)
consists of seven pieces, five of which explicitly indicate their dance nature in the title:
Lyrical Waltz, Gavotte, Polka, Waltz-Joke, and Dance. In her Twelve Pieces for Children
and Youth (1990), Gaziza Zhubanova combines musical genres (march, kui, humoresque,
toccata) with literary ones (legend, epic tale).

The thematic originality of Romantic children’s cycles demonstrates a departure
from the "genre” cycles of dances and inventions that dominated earlier eras. Romantic
composers introduced the children’s piano cycle as a distinct form imbued with vivid
individual traits. Analogous to literary cycles, these works can be termed “authorial
cycles.” Scholar Darya Kadatskaya, building on Igor Fomenko's concept, defines authorial
cycles as: “1) a cycle formed as a multi-genre structure, a secondary genre formation
relative to the primary genre characteristics of its individual pieces; 2) the interaction
of texts generates new meanings unavailable in the perception of individual works
within the cycle; 3) the author has the opportunity to realize their artistic concept” (475).
These features fully align with the concept of Romantic cycles, characterized by a unifying
idea, internal semantic connections between parts, diverse genre content, and genre
reinterpretation. For example, Robert Schumann'’s cycle Carnaval (1835) is built around
a unifying intonational idea — his musical monogram EsCHA, which follows its own
“lifeline,” seamlessly woven into the lively masquerade ball of the commedia dell'arte
(Genebart 5). Similarly, Modest Mussorgsky's Pictures at an Exhibition was inspired
by a posthumous exhibition of artist Viktor Hartmann'’s works, with the composer
offering a "musical interpretation” of the paintings.

This approach to the cycle was further developed in the musical practice of the 20th
and early 21st centuries, leading in numerous “authorial” interpretations of the children’s
piano cycle as a conceptual whole with a specific narrative or extra-musical idea, realized
through the interplay of its components. Furthermore, the 20th century saw significant
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changes to children’s piano music, driven by the reevaluation and expansion of compositional
techniques and the inclusion of additional layers of meaning. Children’s cycles transcended
the narrow confines of didacticism to address educational and even ideological objectives,
often serving as tools for the ideological upbringing of younger generations.

The established national compositional schools of the time introduced specific
interpretations of the children’s piano cycle, blending European expressive means
with elements of national musical language and imagery. The previous focus on simplicity
of musical expression was balanced by the incorporation of contemporary compositional
techniques such as atonality, dodecaphony, extended tonality, and clusters. These works
prioritized sonority, imagery, theatricality, and contrasts. The preserved connection
to musical traditions of earlier eras — from Baroque rhetoric to Romantic and Impressionist
techniques — was conceptual, fully determined by the composer’s intent. The interpretation
of the cycle emphasized programmatic and conceptual unity, expressed through
a coherent theme or idea supported by structural and musical material.

A striking example of 20th-century children’s cycles is Sofiya Gubaidulina’s Musical
Toys (1969). The programmatic and conceptual coherence of this work lies in its portrayal
of the contrast between the child’s and adult’s perceptions of the world. The child’s world
is interpreted as a "microcosm” (innocence, imagination, play, emotions) interacting with
the “macrocosm” (the adult interpretation of the child’s world, marked by philosophical
depth and reflections on life, harmony, and universal laws) (Titova, The Piano Cycle
for Children 353). Each piece in the cycle explores a specific aspect of childhood perception,
yet they are unified by a philosophical understanding of childhood as a whole. Gubaidulina's
concept illustrates the inseparability of the child's and adult's worlds, with the imagery
bridging philosophical and artistic realms. The cycle has a universal character, designed
not only for pedagogical purposes but also as a model of mature concert music “for adults.”

Piano cycles by Kazakh composers Bakhtiyar Amanzhol and Lyazzat Zhumanova exemplify
unique approaches to cyclic forms rooted in the traditions of national composition
schools. In Amanzhol's cycle of seven pieces, Boz Ingen (1987)? the compositional process
is shaped by the idea of introducing contemporary children to the foundational values

of Kazakh traditional culture. A A
2 Cycle structure: No. 1 — Toi Bastar (Opening

This is achieved throth references of the Celebration), No. 2 — Syrisu (Bride's Farewell
to ancient ritual song genres, considered Lament), No. 3 - Saryn (Motif), No. 4 - Aqsaq Qozy
Y . B . (Lame Lamb), No. 5 — Qonyr (Velvety), No. 6 — Boz Ingen
the “cultural-genetic code” of the nation. (White Camel), No. 7 — Zhar-Zhar (Husband and Wife).
Scholars have identified this piano cycle 3 Bakhtiyar Amanzhol’s musical and aesthetic principles
as a manifestation of neo-folklorism are largely characterized by his view of Kazakh
) . traditional culture as an essential channel of spiritual
in Kazakh music, a movement that information, crucial for individuals in developing their
. . identity. He dedicated a number of his scholarly articles
emerged after 1985 amidst societal to this subject, including:
liberalization and artists’ quest for national - Amanzhol, Bakhtiyar. “Osnovy prepodavaniya
identity as a counterbalance to the Soviet- muzykalnykh predmetov v aspekte estetiki kazakhskoy
] ) . . kultury.” ["Fundamentals of Teaching Music Disciplines
era promotion of internationalism in the Context of the Aesthetics of Kazakh Culture.”], 1989.
(Nedlina 30). The work conveys a strong « Amanzhol, Bakhtiyar. "Yazyk kazakhskoy muzyki -

. .. . . kanal dukhovnoy informatsii i sovremennyye problemy
educational message, aiming to instill razvitiya otechestvennogo obrazovaniya.” ["Language
national values and foster cultural identity of Kazakh Music as a Chaqnel of Spiritual Information
. . and Contemporary Issues in the Development
in children3. of National Education.”], 2002.
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An analysis of Boz Ingen through the principles of unifying individual texts
into a “cohesive artistic space” (Kapustina 649) reveals a core theme (Tokmurziyeva
and Abdirakhman 98) rooted in the ancient Kazakh wedding cycle. This traditional
cycle, known for its complex system of rituals and ceremonies imbued with stable
semantics and rich imagery, also held significant pedagogical potential. The Kazakh
wedding ritual consisted of distinct stages (matchmaking, the wedding in the bride’s

village, and the wedding in the groom'’s village), each accompanied by specific ceremonial

songs. These stages were temporally and spatially dispersed rather than forming

a single cohesive event. This key characteristic of the traditional wedding cycle informed
Amanzhol’s interpretation: the wedding fragments in the children’s cycle are similarly
dispersed, forming a macrocycle that integrates the multi-part structure into a unified
musical composition. The composer organizes the children’s cycle according

to the traditional wedding logic, transitioning methodically from one ritual to the next.

The cycle opens with Toi Bastar, a ceremonial song symbolizing the beginning
of the celebration, followed by Synsu, a farewell song-lament performed traditionally
in the bride’s village. Saryn is also tied to Kazakh wedding traditions®. Three interspersed
numbers (4. Agsag Qozy, 5. Qonyr, and 6. Boz Ingen) separate the wedding celebrations
in the bride’s village from those in the groom’s village, mirroring real-life customs.

The cycle concludes with Zhar-Zhar, a ceremonial song performed by young men
from the groom’s side to greet the bride in the groom’s village.

The three middle pieces, which are not directly related to the wedding, maintain
traditional imagery and are linked to ancient Kazakh beliefs: the deification of lame
animals (Agsag Qozy) and the maternal camel symbol (Boz Ingen). The piece Qonryr
refers to a symbolic concept in Kazakh folk culture associated with the quality of sound —
velvety, soft, and rich in overtones. This sound is characteristic of national instruments
like the qyl-kobyz and the dombra. By incorporating this concept, the composer acts
as a conduit for national cultural values, striving to convey these auditory experiences
to younger generations.

To ensure the authenticity of the musical expression, Amanzhol incorporates
quotations from Kazakh ritual folklore, presenting them with meticulous respect.

For example, in the first piece, Toi Bastar, a full quotation of a folk prototype is presented,
with a piano texture that is remarkably concise (ex 1, 2):

N 4 | | | | 4 4 I [ | | | — |
‘ I 1 e —— ! — I i I =y 1 I f —]
ﬁ e e s 5 |3 | |
L4 L4
Toit 6ac-Tan-map Ky - Aa-Jjap, Toil Gac-TaH-map, oy, TOW-BIH, KYT - TBL
Ke-yin e-Tin Gyu xxep-re KeJl-TeH Ky - /a, oy, Tay -Ja Kyp-TeH

. -t s I T T
I 1 1 11T 11T 1 | N I I —

N | p—
. | — Il I T 1 d 1 Il & I
GBS S~ ——-""—"~=
[
Gosi-cbIH fem el 6ac-TaH-map,
06 - KeH-Tel OI-KoC-TaH-7ap,

| 1

| 168!

JKai-yay, aK okaif-may-mail  xep Kait-m(a)ay.

Ex. 1: Kazakh folk song Toi Bastar

Source: Kazakh Musical Folklore: Musical-
The bride's farewell songs could have various titles, Ethnographic Collection. Alma-Ata, Nauka,
such as syrisu, qostasu, saryn, and others. 1982, p. 49, musical example 10.
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Ex. 2: B. Amanzhol. Cycle Boz Ingen, No. 1 Toi Bastar

Source: Amanzhol, Bakhtiyar. ‘Boz Ingen’. Piano Pieces. Tchaikovsky Almaty Musical College, 2022.

This approach is particularly fitting for a children’s cycle, as folk melodies are
characterized by melodic simplicity, narrow range, and diatonic structure, making
them easily accessible for children’s perception. At the same time, the principles
of musical development compel the composer to move beyond literal citation.

From piece to piece, Amanzhol increasingly transforms the folk material. In the final
piece, Zhar-Zhar, the folk prototype undergoes significant intonational transformation
while retaining its song form and the rhythmic framework characteristic of the men's
zhar-zhar (Kuzbakova 85) (ex 3, 4):

DODIDNS DAAAS S

Ex. 3: Rhythmosyntactic Structure of the Men'’s Zhar-Zhar

Source: Kuzbakova, Gulnara. Kazakh Ritual Song. Rhythmic Structure and Semantics. Astana, MasterPO, 2012.
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Ex. 4: B. Amanzhol. Cycle Boz Ingen, No. 7 Zhar-Zhar

Source: Amanzhol, Bakhtiyar. ‘Boz Ingen’. Piano Pieces. Tchaikovsky Almaty Musical College, 2022.

Thus, the dramaturgy of the cycle is characterized by multi-level development
in both content and melody. The progression reflects the stages of the wedding ritual
and the evolution from literal citation to the creation of original thematic material,
representing a creative reinterpretation of traditional sources.
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In Lyazzat Zhumanova's piano cycle Zhailauda (In the Summer Pasture, 2019),
which also explores national imagery, the cyclic prototype is based on a temporal (daily)
cycle. The alternation of the fourteen pieces in the opus clearly reflects the passage
of time throughout the day — morning, afternoon, evening, and night — drawing parallels
with European macrocycles of “morning,” “evening,” and “table” music, culminating
in the unique composition by Paul Hindemith, Day of Music in Plén (Sun Kengliang 301).
On the other hand, the internal structure of Zhumanova'’s cycle follows the semantic
logic of poetic epigraphs that precede each piece, forming an independent “poetic
cycle” composed of children’s verses by contemporary Kazakh poet Yernur Seidakhmet.
These poems feature vivid imagery and a structure characteristic of traditional Kazakh
folk syllabic poetry. In all pieces except No. 9, Balapan (Chick), the epigraphs are written
in a seven-syllable meter. Most of them employ a rhyme scheme typical of Kazakh folk
children’s and ritual songs: AABA.

The poetic cycle establishes clear semantic boundaries for each piece in the piano
cycle, facilitating the perception of its multi-layered cyclical form and ensuring internal
coherence®. Notably, the content of the times of day is not evenly distributed; it follows
the natural logic of daily events, where a child’s daytime is filled with more activities
and impressions, while evening brings a decline in energy (see Diagram 1).

Diagram 1. The Daily Cycle in the Children’s Piano Cycle Zhailauda by Lyazzat Zhumanova.

* No. 1-2-3

Source: Zhumanova, Lyazzat. Piano Pieces. Semey, Tulebayev Musical College, 2019.

5 Cycle structure: No. 1 Jailau tany (M?adow Morning), In addition to the Child, whose impressions
No. 2 Nursuaq (Ray of Light), No. 3 Ajemmen drigime . . . . .
(Conversation with Grandmother), No. 4 Tordai are tied to games, interactions with domestic
(Sparrow), No. 5 Biizau (Calf), No. 6 Mazasyz dop animals, and observations of nature,

(Restless Ball), No. 7 Aje (Grandmother), No. 8
Jaribyrdan sori (After the Rain), No. 9 Balapan (Chick), the central character of the cycle

No. 10 Lag (Lamb), No. 11 Méldir bulaq (Clear Spring), ; 2
No. 12 Dombra, No. 13 Ertegi (Fairy Tale), No. 14 Besik is the grandmOther (aZhe)' Around her

Jjyry (Lullaby). figure, the work develops an educational
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concept realized through forms such as dialogue-based moral instruction (No. 3)

and storytelling (No. 13). The centerpiece of the “grandmother’s storyline” (No. 7)
portrays this vital figure through the eyes of the child as “loving,” “always ready to help,”
and "generous with treats.”

It is evident that the storyline chosen by Lyazzat Zhumanova echoes Pyotr Tchaikovsky's
Children’s Album and other children’s cycles that depict impressions of childhood through
small and simple pieces accessible to young performers. However, Zhumanova's work,
which adopts a “daily cycle” as its framework, stands out for the originality of its concept
and its innovative realization of the synthesis of arts. The vivid imagery of the musical
material in the cycle’s pieces is achieved through diverse textural solutions.

For instance, in the pieces Tordai (Sparrow) and Balapan (Chick), composed in the high
register, the composer makes extensive use of staccato articulation and specific types
of ornamentation, such as acciaccaturas (short grace notes). These techniques evoke
specific artistic associations for the child, creating playful images of the mischievous
sparrow and the lively chick (ex 5):
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Ex. 5: L. Zhumanova. Children'’s Piano Cycle Zhailauda, No. 4 Tordai

Source: Zhumanova, Lyazzat. Piano Pieces. Semey, Tulebayev Musical College, 2019.

Focusing on the performance capabilities of a child, the composer avoids complex
key signatures with numerous accidentals. Instead, the cycle features three pairs
of the simplest parallel keys: C major — A minor, G major — E minor, and F major — D minor.
This choice allows the composer to achieve the necessary contrast between the pieces,
enhancing the narrative progression of the cyclical work (see Table 1). The alternation
of major and minor, interpreted in the conventional semantic sense (major — “joyful,”
minor — “sad"), creates an expressive contrast that aligns with the cycle’s narrative,
reflecting the child's shifting moods throughout the day. The child’s morning begins
with bright, major-key tones in Zhailau Tariy and Ndrsuaq, while a "serious” conversation
with the grandmother (No. 3 Azhemmen drigime) is marked by the introduction of minor.
The “lighthearted” image of a sparrow in Torgai returns to major, whereas the scene
of a lost calf’s return in Buzau shifts back to minor, and so on. This approach to mode
shifts enables the necessary movement of images, ensuring the development
of the narrative line within the cyclic composition and creating a natural and expressive
musical storytelling.

In addition to tonality, an important dramaturgical role in the cycle is played by tempo
relationships and contrasts, reflecting the rhythm of events and moods throughout
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Table 1. The Tonal Plan of the Children’s Piano Cycle Zhailauda by Lyazzat Zhumanova.

C major G major
- Zhailau tany (No. 1) « Nursuaq (No. 2)
« Tordai (No. 4) - Moldir bulag (No. 11)
i Mazasyz dop (No. 6) | » Dombra (No. 12)

Source: Zhumanova, Lyazzat. Piano Pieces. Semey, Tulebayev Musical College, 2019.

the day. Pieces No. 1-3, associated with the child's awakening, are set in a moderate
Moderato tempo, evoking a sense of calm and an unhurried start to the day. In pieces

No. 4-6, the tempo shifts to Allegro, reflecting the active phase of the day, filled

with energy and movement. A return to the tranquil image of the grandmother occurs

in piece No. 7, where the composer again employs Moderato, creating the effect of a brief
daytime respite imbued with warmth and comfort. Pieces No. 8-12 bring back the lively
atmosphere of the child’s active play (Allegro). The conclusion of the cycle is accompanied
by a gradual slowing of tempo: in pieces No. 13 and No. 14, written in Moderato and
Adagio, the evening mood and preparations for sleep are vividly recreated. The final
piece, Besik jyry (Lullaby), holds particular significance, closing the piano cycle on a calm
and serene note, symbolizing the completion of the daily cycle.

CoNCLUSION

The development of children’s piano cycles represents a progressive evolutionary
process, transitioning from the didactic collections of the Baroque era to the artistically
independent, conceptually rich cyclic works of the modern period. Romanticism emerged
as one of the most productive cultural and historical epochs for the growth of children’s
piano cycles, marking the birth of the "authorial” children’s piano cycle. This new form,

a multi-genre structure, embodied original artistic concepts through the interaction

of diverse and contrasting pieces.

The musical practices of the 20th and early 21st centuries continued this trajectory,
offering numerous "authorial” interpretations of children’s piano cycles. These works,
often rooted in national musical cultures, enriched cyclic compositions with distinct ethnic
content, unique dramaturgical approaches, structural interpretations, and principles
of unity and development. Here, the interpretation of the cyclic composition is enriched
with new, ethnically distinctive musical content, a unique approach to dramaturgy
and structure, as well as principles of unity and development. In shaping an authorial
cycle, the leading role is given to programmatic and conceptual integrity, realized
through an original artistic vision. For example, in Sofiya Gubaidulina’s Musical Toys,
this is achieved through a philosophical reflection on the world of childhood. Bakhtiyar
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Amanzhol’s Boz Ingen introduces children to the cultural-genetic code of the nation,
and in Lyazzat Zhumanova's Zhailauda, the composer attempts to find a musical
equivalent to the daily cycle.

Modern approaches to interpreting childhood themes in composition are highly
diverse. However, an in-depth examination of the musical material reveals that composers
traditionally align their works with the skill level of the intended performer, selecting
appropriate musical expressive tools. In other words, by addressing themes and imagery
familiar and relatable to children, composers consider the performer’s abilities, whether
they are students at music schools, conservatories, or advanced concert pianists.

The performer’s status (age, level of technical proficiency) serves as a critical indicator
shaping the cycle’'s concept, methods of its realization, and choices between simplified
imagery or psychologically complex expressions. This status also determines other musical
characteristics, such as style and language.

While retaining the fundamental features of cyclicality found in adult cycles, children’s
piano cycles possess distinct traits shaped by their function and target audience.

The most significant of these traits is their pronounced educational, developmental,

or enlightening purpose, fostering artistic thinking and cultivates skills in music
perception and performance. This functionality influences the content and stylistic
characteristics of children’s cycles, including programmatic intent, references to folk music
genres, simplicity in melody and rhythm, playful motifs, and elements tied to children’s
daily lives. Composers deliberately utilize simple musical means, easily recognizable
melodies, and rhythms, allowing children to intuitively engage with the music.

For this reason, the thematic material of children’s cycles often draws on folk motifs.
These are not only easily comprehensible to children but also serve as a means

of connecting them to cultural traditions in the modern age of globalization. The musical
texture in children’s cycles is typically transparent and minimalist, avoiding complex
polyphonic structures® while maintaining clear voice-leading. This ensures that the musical
content of such works is accessible and understandable to young performers, effectively
bridging the gap between educational value and artistic expression.

6 An exception is made for the baroque suite cycles
of Johann Sebastian Bach, aimed at developing
polyphonic mastery in both composition
and performance.
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ABSTRACT. Two generative models of Uzbek musical culture emerged in the context of the coexistence

of a traditional system, professional oral tradition music (a term by Faizulla Karomatov), and European-style
compositional thinking. Based on this fact, the object of study is the work of contemporary Uzbek composers,
focusing on their working methods centered on the interaction between Eastern and Western musical
traditions. The relevance of the article stems from the need to understand the integration of traditional
sound structures into compositional practices, as well as the mechanisms of their transformation. A balance
between historical heritage and innovative techniques is an important prerequisite for modern national
schools of composition.

The methodology of the study is supported by the concepts of musical invariants and generative systems.
Based on this, the structural and compositional principles of magom' and katta ashula® are analyzed, as well
as their adaptations by composers in the symphonic genre. Historical, stylistic and comparative methods
are used.

The basic questions addressed in the work concern the evolution of the national Uzbek compositional

school. The first experiments, started in the second half of the 20th century, are characterized by the citation
of magom material, as well as the emergence of more complex forms of its synthesis with Western musical
schools. Examples of the works of composers Rustam Abdullayev, Mirsadyk Tadjiyev, and Jahongir Shukur

are demonstrated as various strategies for integrating traditional musical elements into original compositions.

As a result of the conducted study, it can be argued that contemporary Uzbek musical culture represents

a rather dynamic creative system, where the principles of professional music of the oral tradition form

new polyphonic structures, notational expansions, and timbral solutions. Thus, the practical significance

of this work will make it possible to apply the principles described in the study in composing education

and technique, including the performing practice. In addition, further study of the mechanisms of interaction
between Uzbek musical traditions in a global context will be productive.

1 Magom (literally from Arabic means “place, station”)
is a genre of classical music prevalent in Uzbek culture.
Source: Radjabov, Iskhok. Makomlar [Magoms].
Tashkent, Sanat, 2006, p. 11-12. (In Uzbek)

2 A type of traditional chant among the peoples
of the Ferghana Valley of Uzbekistan. Source:
ru.wikipedia.org/wiki/Katra_awyna. (In Russian)
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laHWxaHoBa, LLonncTa. «©36eKCTaHHbIH My3blKasblK MIAEHWETIHIH, eki TybIHAATYLLbI
mogaeni». Saryn, 1. 13, N2 1, 2025, 37-50 6. DOI: 10.59850/SARYN.13.1.2025.264.

(AfblNWbIHLLA)

TIPEK CO34EP ©36eKCTaHHbIH, My3blKa/blk, M3EHMETI, TybIHAATYLLUbl MOZEI, aybl3Lua ASCTYPAIH,
KCiBN My3bIKacbl, XXaHALLbIA TEXHUKA, MaKOM, My3blKablk MHBapuUaHTTap, e36ek
KOMMO3UTOP/bIK MeKkTebi.

PeLieH3eHTTepre maTepranibl MyKUAT 3epTTereHi >kaHe OHbl XKakKcapTyfa KemeKkTeckeH
KyHAbI Nikipaepi ywiH anfbicbiMAbl 6ingipemiH. Banepus EprmosHa HegnvHara
Makasia MacesnenepiHe TepeH HolinaraHbl XaHe FblIbIMU PefakLMACh! YLLiH epekLue
anfFbICbIMAbI BingipeMiH. binikTi, cabbipbl xaHe kacibu pegakTop Jamup [yriceHoBnY
Ypa3bimbeToBKe Ae anfbicbiMAbl Hingiprim kenea,.

AHAATMA. ©36eKCTaHHbIH, My3blKasblK M3AEHUETIHIH, eKi TybIHAATYLLbI MOAENT ASCTYPI XYMEHIH, aybl3wWwa
[9CTYPAiH, KSCiby My3biKacbiHbIH (Paiizynina KapoMaToB TEPMUHI) XaHe KOMMO3WLMANBIK OMNayAblH eyponasblk
TUNIiHIH, KaTap emip cypyi XafaarbiHAa kanbintacTbl. Ocbl GakTiHi Herire ana oTbipbIn, aBTOp By 3epTTeyiHAe
Kasipri 3amMaHHbIH ©36eK KOMMO3MTOPAAPbIHbIH, LWblFapMalLbliblFblH O6bEKT peTiHAe aHblKTanabl, an NaHi
LUbiFbic NeH baTbICTbIH, My3bIKasbiK 42CTYpAepiHiH 63apa 6alinaHbicbiHa bafbiTTasfaH onapablH XXyMbIC

a4ictepi 6osbin Tabblnagbl. MakanaHbiH, ©3eKTiir 49CTypi AblObICTbIK KYPbIIbIMAAPABIH KOMMO3UTOPbIK,
ToXipubere KipiryiH, COHAaN-aK onapAbl TYPAEHAIPY TETIKTEPIH TYCiHY KaxeTTiniriHe 6ainaHbIcTbl. Tapuxm Mypa
MeH >KaHaLlbll TeXHVKa apacbiHAaFbl Tene-TeHAiK Kasipri YATTbIK KOMMO3UTOP/IbIK, MEKTEMNTEP YLUiH MaHbI3Abl
wapT 60bIN Tabbliazbl.

3epTTey aaicTemMeci My3blKasblK MHBapVaHTTap MeH TybIHAATYLLbI XXyienep yfbIMAapbIMeH KaMTamachi3
eTinreH. OCbIHbIH, HETI3IHAE MAKOM MEeH KaMma awy/1a KypblibIMAbIK XeHEe KOMMO3NLMAbIK MPUHLMNTEPI,
KOMMO3UTOPAapAbIH CMMOOHUANBIK XXaHpFa beriMaeynepi TangaHasbl. Tapuxmn-CTUAbAIK XaHe canbiCTbipMalbl
dicTep KoNAaHbIIaabI.

XKyMbICTa KeTepiareH Herisri Macenenep yATTbiK ©36ek KOMNO3UTOP/IbIK MEKTEDIHIH, 3BONOLIMACEIHA KATbICTbI.
XX facbIpAblH, eKiHLUi XapTbiCbiHAa BacTanfaH anfallkpl TaXipubenep MakoM MatepuangapbiHa cinteme
acayMeH, COHZian-aK OHbIH, 6aTbiC My3blKa/blk MeKTeNTepiMEH CUHTe3AeNYiHIH Kypaeni dopmanapblHbiH,
narnga bonybiMeH cunattanagbl. Komnosutopaap Pyctam Abaynnaes, Mupcagpik Tagxues, XaxoHrup LLykyp
LbIFapMaLLbI/IbIFbIHbIH, YATIEPI ASCTYPAI My3blKablK 3N1eMeHTTepAi ToN TyblHAblNapFa BipiKTipyaiH apTypi
cTpatervsanapbl peTiHie KepceTiireH.

3epTTey HaTUXeCiHAe Ka3ipri ©36ek My3blKasblK MaAEHMETI alTapAblKTan cepniHai WblFapMaLlblibIK Xylie
Jen avTyra 6onagbl. MyHAa aybi3lwa ASCTYPAiH KaCiby My3blKacbiHbIH MPUHLMATEPI XaHa NOANGOHNUANBIK
KYPbINbIMAAPAbI, HOTabIK Xa3yAbl KeHeNTyAi, TeMbpAik WweLiMaepsi Kanbintactoipagbl. OcbinanLua,

By XKYMbICTBIH, MPaKTUKaNblK MaHbI3AbIIbIFbl 3epTTEYAEe CUNaTTasfaH NPUHLMNTEPA] KOMMO3MTOPIbIK 6ifim
MeH TexHVKaza, COHAal-ak opbIHAAYLLbIbIK TaXipnbeae KonaaHyfa MymMKiHaik 6epegi. CoHbIMeEH KaTap,
©36eK My3bIKa/blK A4ICTYPAEPiHIH ©3apa apeKeTTecy MexaHU3MZAepPiH >KahaHAblK KOHTEKCTe oZaH api 3epTTey
HaTWXeni bosmak,.
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laHuxaHoBa, LWonncTa. «/lBe nopoxaatoLive MOAeNN My3blKasbHON KyAbTypbl
Y36ekucraHa». Saryn, 7. 13, N2 1, 2025, c. 37-50. DOI: 10.59850/SARYN.13.1.2025.264.

(Ha aHranmnckom)

KHOYEBBIE C/TOBA My3blKa/JibHaa KyabTypa y36eKI/ICTaHa, AB€e nopoXjatowne moaenu,
I'IpOd)eCCI/IOHaanaﬂ My3blKa yCTHOI7I Tpaanunm, HoBaToOpPCKUE TEXHUKWU, MaKOoM,
My3blKa/lbHble UHBapPWaHTbI, y36eKCKaﬂ KOMMO3UTOpCKas LWKoAna.

baArogAPHOCTU Bblpaxaro NPU3HaTeNIbHOCTb PeL/eH3eHTaM 3a BH/MaTe/IbHOE U3yyeHne
MaTtepuana, LeHHble 3aMeyaHuns, CI'IOCO6CTBy}OLLI|I/Ie yayyleHuro nccnefoBaHna.

Ocobyto npu3HaTeNbHOCTb Bbipaxato Banepumn EdrmosHe HegnmHoi

3a rybokoe norpyeHuve B npobaemaTvky CTaTbl U HayYHOE pesakTUpoBaHue.
Bnarogapto Takke famupa [lyiceHoBnya YpasbimbeToBa — TepnennmsBoro

1 NpodeccMoHaNbHOro pejakTopa.

AHHOTALMA. [lBe nopoxaatoLme Mogenu My3blkaabHOW KybTypbl Y36ekuctaHa chopmMmpoBanncs

B YC/IOBUAX COCYLLECTBOBAHMSA TPAAVLIMOHHOM CUCTEMbI, MPOPECCMOHANBHOW MY3bIKW YCTHOM TPaaMLMn
(tepMuH Pain3ynnbl KapomaToBa) M eBPOMNENCKOro Tmna KOMMNO3MTOPCKOro MbltieHns. Onmpasnch Ha AaHHbIN
baKT, aBTOp B HaCTOALLEM UCCAEA0BAHUN TBOPYECTBO COBPEMEHHbIX Y36EKCKMX KOMMO3UTOPOB onpesenseT
06BEKTOM, a NPEAMETOM — UX METOAbI PabOTbl, COCPELOTOUEHHbIE HA B3aUMOZENCTBMN BOCTOUHOWN

M 3anaZHoN My3blKalbHbIX TPaANLMA. AKTYaNbHOCTb CTaTbM 0BYCIOBAEHA HEOBXOAMMOCTBIO OCMbICNEHNA
WHTerpauum TpaAnLIMOHHbIX 3BYKOBbIX CTPYKTYP B KOMMO3MTOPCKME NPAKTUKK, @ TakxKe MeXaHWU3Mbl

nx TpaHchopmaLmn. banaHc Mexzay NCTOpUYeckMM HacieAreM U HOBAaTOPCKUMM TEXHMKAMM — 3TO BaXKHOe
yC/0BWE A/l COBPEMEHHbIX HaLMOHaAbHbIX KOMMO3UTOPCKUX LLKOI.

MeTogonorvs ncciesoBaHns obecneunBaeTcs KOHLEMLMAMMN My3blKalbHbIX MHBAPVMAHTOB U MOPOXKAAHOLLIMX
cncTeM. Ha OCHOBE 3TOr0 aHaNM3MpPYrOTCS CTPYKTYPHbIE Y KOMMO3MUMOHHbIE MPUHLMIMBI MAKoMa v kKamma
awyna, a Takxke Ux aganTaLmm KOMAO3UTopaMy B CUMOHNYECKOM >KaHpe. [pUMEHSHOTCS NCTOPUKO-
CTUNEBOV N CPABHUTE/IbHBIV METOZAbI.

BasvcHble Bonpockl, 3aTparneBaemMble B paboTe, KacatoTCs 3BOJIOLMM HaLMOHa bHOW y36eKCcKow
KOMMO3MTOPCKOIA LUKOJIbI. MepBble 3KCMepUMeHTbI, HauaTble BO BTOPOW MOOBUHE XX BeKa, XapakTepusyoTcs
LMTMPOBaHMEM MaKOMHOIO MaTepuana, a Takxe nosBieHnemM bonee CNOXHbIX POPM ero cMHTe3a

C 3anagHbIMU My3blKabHbIMU LKoAaMU. [prMepbl TBOpYecTBa KOMMo3nTopoB Pyctama Abaynnaesa,
Mwupcagbika Tagxmvesa, XaxoHrupa LLykypa AeMOHCTPUPYHOTCS B KaUeCTBe Pa3/IMyHbIX CTpaTeruni
WHTerpauum TpaguLMOHHbIX My3blKaJlbHbIX 3/IEMEHTOB B aBTOPCKME MPOV3BEAeHUs.

B pe3ysbTaTe NpoBeAEeHHOTO NCCEA0BaHNS MOXHO YTBEPXKAATh, UTO COBPEMeHHas y3beKkckas My3biKasibHas
Ky/bTypa NpeAcTaBaseT cOboW AOCTaTOUHO AVHAMUUYHYHO KPeaTVBHYH CUCTEMY, FA4e MPUHLMMbI
NpodeccnoHanbHOM My3bIKM YCTHOW TPaauLMn GOpPMUPYHOT HOBbIE MOMPOHUYECKME CTPYKTYPbI,
pacluMpeHne HoTauuy, TEMBPOBbIe pelleHns. Takum 06pa3om, NpakTMyeckas 3HaYMMOCTb HaCTOALLLER
paboTbl MO3BONT NMPUMEHSTb OMMCaHHbIE B MCCAE40BaHMN MPUHLMMLI B KOMMO3MTOPCKOM 06pa3oBaHum

N TEXHVWKE, a TakKe B MCMOTIHUTENbCKON NpakTvKe. [OMUMO 3TOro, NPOAYKTUBHO ByAeT v AanbHelllee
M3y4eHne MexaHV3MOB B3aVIMOAENCTBUSA Y36eKCKMX My3blKalbHbIX TPAANLIMIA B rN106aNbHOM KOHTEKCTE.
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In the last decade, the problem of the invariant has been comprehensively studied

in musicology, especially in Russian-speaking environment. Of the two fundamental
questions of music analysis — how is it done and why? — studies of invariants primarily
address the first question, but also lead to highly significant existential art problems:

the continuity of generations of musicians, the interaction of traditions and styles,
interpretation and musical content, and so on. These problems are particularly
pronounced in those traditions and styles where two or more invariants interact,
including almost all national schools of composition. Moreover, the further apart

the genetically generating models are, the more complex and dialectical their interaction
becomes in compositional creativity. The work of contemporary Uzbek composers serves
as an example of a multi-layered interaction of invariants from Western and Eastern
traditions, built on non-linear connections.

Before we turn directly to music, it is necessary to build into the methodology of our
analysis an understanding of invariants and their functioning in musical art. It is quite
indicative that the musicologist Firuz Ulmasov put forward his definition of an invariant
to the title of an article devoted to the results of a recent conference — “the principle
of modeling the musical process” (Uimasov 30). Consequently, a generative model
is a certain plan or sum of vectors that direct compositional thinking. Discussing musical
thinking in general and its function of creating music in particular, Mark Aranovsky
formulates the concept of a “generative system” — interconnected principles of pitch
and temporal organization that form a style. At the heart of his reasoning stands
the major-minor system of functional harmony and the related “principles of constructing
the 'horizontal’, that is, the temporal unfolding of the text” (Aranovsky, Thinking,
Language, Semantics 94). Of course, the generative system of endogenous traditions
of Central Asia, including Uzbek, differs significantly from the homophonic-harmonic
style of classical-romantic music, but for our approach it is essential that the sum
of the principles of any musical generative system regulates pitch and time relations
and processes. According to M. Aranovsky, all elements or “operands” of the system
(including mode, rhythm, form, texture, instrumentation, and agogics) are united
by a “complex picture of multiple relations” in which “each tier is essentially complex”
(Aranovsky, Music. Mind. Life 111). Accordingly, the musical process that unfolds
the principles of the system is very complex and multi-layered.

In Uzbek musicology, an approach has been developed to assess the modern national
school of composition as a separate tradition: “One Culture — Two Traditions.”

That's how Natalia Yanov-Yanovskaya titled one of her iconic works (Yanov-Yanovskaya,

Maqgom Traditions 213). It is customary to associate all the traditions that form the system

of Uzbek traditional music® with a monodic type of thinking, and the compositional
school with polyphony. Summarizing

3 This, in addition to ritual folklore and various regional the diverse musical and cultural traditions

song folklore traditions, is undoubtedly the art . . . . .
of magom, represented by four regional types: (a term by Jivani MIkhaI|OV), Violetta

Bukhara Shashmagqom; Khorezm magom, also called Yunussova proposes a systematization

“six and a half maqoms" (olti yarim maqom) or dutar . C . .

magqoms; Ferghana-Tashkent maqoms; Uzbek of Comp05|tlona| thmkmg In two types
Shashmagqom, representing a kind of generalizing of composition: traditional and European—
branch that arose thanks to the activities of Yunus .

Rajabi. oriented (Yunussova 539). The latter,
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although it rejects the oral and anonymous (or pseudo-anonymous) nature of creativity,
often incorporates such an essential feature of traditional composition as a fundamental
reliance on regional forms of music-making and the instruments associated with it.

As in many other Central Asian republics, the formation of a national compositional
school in Uzbekistan, especially in the late Soviet period (approximately since the late
1960s), is associated with reliance on compositional principles not of folklore,
but of the classical traditions of magom, that is, professional music of the oral tradition®.
N. Yanov-Yanovskaya draws attention to the importance of the principles and patterns
of magom art in the development of the symphonic genre in Uzbekistan, observed
since the late 1960s, and as early as 1975 introduces the concept of “magom
symphonism” (Yanov-Yanovskaya, Magom Traditions). It emphasizes the fundamental
difference between a whole spectrum of techniques of thematic development,
its temporal unfolding, and textural realization, when compared to European symphonic
thinking. These distinct approaches generate unique types of polyphonic texture, which,
while bearing some resemblance to imitative and contrasting polyphony in European
music, are ultimately dissimilar. Musicologists of Uzbekistan, actively operating
with the concepts of monody and polyphony, also offer the definitions of “polymonody”®
and "monodic polyphony” as ‘working’ terms (Yanov-Yanovskaya, The Wealth of Diversity 7).

Scholar Marina Drozhzhina identifies the prerequisites for polyphonic thinking
in traditional monodic music, which she differentiates “into internal ones, associated
with the modal intonation, metro-rhythmic, structural-melodic organization of monody,
and external (textural), associated primarily with performance practice (various types
of ensemble music-making, sound production techniques on plucked string instruments,
etc.)” (Drozhzhina 133). Essentially, composers revealed aspects inherent in the generative
system of magom, but previously unrealized in the practice of traditional music-making.

These processes can be compared with the development of compositional thinking
in neighboring Kazakhstan. As early as the 1930s, Boris Asafyev wrote to the researcher
of Kazakh music Alexander Zatayevich about the great symphonic potential inherent
in dombra miniatures known as kuis (Asafyev). Since the 1950s, composers began actively
searching for ways to symphonize kui. Although the concept of "kui symphonism”
sometimes appears in the works of Kazakh musicologists, it has not gained widespread
acceptance in contemporary practice. Marlena Kokisheva classifies the the genre
of symphonic kui, which was formed in the early 1960s and is still quite popular among
composers, as a form of proto-symphonism. She further identifies this genre as a fusion
of three distinct genre models: symphonism, concert characteristics, and kui-related
elements (Kokisheva 22). However, only the latter remains an obligatory criterion,
manifesting in unique formal structures, thematic development, and textural approaches.

The formation of a new genre does not yet reflect the completion of the creative
method. The search for a synthesis of generative models from European and traditional
music did not yield immediate results. For instance, conductor Zakhid Khaknazarov,
while giving a generally positive
assessment of the symphonic 4 Aterm introduced by Faizulla Karomatov
expolorations of Uzbek composers and Tamara Vyzgo.
in the 1970s, believed that at times 5  Aterm by Tukhtasin Gafurbekov.
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they only “"develop thematic material from magoms in symphonic form” (Khaknazarov 14).
It seems that Z. Khaknazarov was partly right, because at that time most composers tried
to transfer some part of a magom to the symphonic score as an integral phenomenon
of traditional art. Indeed, this does not yet give grounds to speak of a magom symphony.
At the same time, in M. Tadjieyv's symphonies, the reliance on magom form-building
is increasing — the isolation of the culminating sections (in auj® magomes), the division
of the melodic structure, and the introduction of new material (in magom — the emergence
of a new part). The acutely conflicting dramaturgy associated with the change of tempo
in the development parts can also be correlated with the principles of magom thinking,
where ufar” serves as a reinterpretation of the previous shu'be® at a faster tempo.

Thus, the initial stage of mastering traditional compositional thinking,
along with its generative models, is associated with experiments in the field of form-
building and dramaturgy, which, on the one hand, differ from typical European principles,
and, on the other, intersect with them. The subsequent adaptation of the traditional
composition was aimed at developing new, organically appropriate types of polyphonic
texture. For instance, composer R. Abdullayev, focusing on the style of D. Shostakovich,
relies on the melody of the Khorezm bakhshi® in his Polyphonic Symphony for String
Orchestra (1977). Its texture is a complex polyphonic structure, based on the national-
traditional monodic modal-harmonic unfolding. This principle proved to be quite stable,
which speaks to its artistic value and rightness. For example, R. Abdullayev develops
it further in the cycle 24 Fugues (2010).

Experiments in the field of writing and musical composition are continued
in the direction of compositional technique. For many composers of the 1970s
and later, familiarity with the techniques of the European avant-garde opened new
horizons for experimentation. As early as the 1960s, Albert Malakhov realized the idea
of synthesizing serial technique, introducing its orchestral texture not by a rational
method, but through the meditativeness inherent in magom art. His “experience
in applied genres led to the formation in the Uzbek school of composition of a distinctive
national style and artistic language, stylistics, and innovations in the field of rhythm,
texture, harmony” (Ganikhanova 189). The comparison of generative models is possible
not only synthetically (simultaneously), but also analytically (diachronically). For example,
Boris Gienko, in his Fifth Symphony (1973), uses the principle of genre modifications,

o . o contrasting the monodic recitativeness
6 The culminating point of a music piece. Source:

Radjabov, Iskhok. Makomlar [Magoms]. Tashkent,
Sanat, 2006, p. 32. (In Uzbek)

of the main part with the ariosity
of the homophonic-harmonic style

7 A vocal piece of a dance charac‘ter from in the second.
the Shashmagom cycle. Source: Abdullayev, Rustam.
Osnovy uzbekskoi traditsionnoi muzyki [Fundamentals Mastering the norms of traditional
of Uzbek Traditional Music]. Tashkent, Musika, 2022. com iti t I ti t I
(In Russian) position naturally continues at smaller
8 A vocal composition of the Shashmagom maqom cycle. CompOSItlonal levels: |ntonat|on—rhythm|c
Source: Abdullayev, Rustam. Osnovy uzbekskoi and timbre-sound. Such ‘immersion’
traditsionnoi muzyki [Fundamentals of Uzbek Traditional . ..
Music]. Tashkent, Musika, 2022. (In Russian) into the Comp05|t|ona| norms of maqom
9 A folk singer and performer in the culture of the Turkic undoubtedly brlngs COMPOSErs work

peoples. Their art was associated with the traditions
of shamanism, as it was believed that with the help
of music, bakhshi could cure diseases.
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in the early stages of Soviet musicology, Izaly Zemtsovsky draws special attention
to the fact that genre in folklore is conditioned and manifested through specific
intonation-rhythmic stereotypes, which he calls melodic types: “Only those models
of genre that are concretized at the level of a certain melodic type or a certain ‘family’
of melodic types are truly generative” (Zemtsovsky 63). Foreign researchers Peter Boot,
Anja Volk and W. Bas de Haas come to a similar idea, having identified classes of Danish
folk songs related to genres through statistical analysis of 360 samples (Boot, et al.).
In composer creativity, the melodic types of magom manifest not in direct quoting,
but in the free manipulation of them as their own material.

A striking example of immersion in tradition is the work
of the young Uzbek composer Jahongir Shukur (b. 1981).
Being one of the founders of the Omnibus ensemble
and the artistic movement associated with it, he gravitates
toward a kind of ‘scientific approach’ to creating compositions
in line with the contemporary artistic Western European trends.
In his works one can find examples of the manifestation

Fig. 1. QR for Sofiya
. .. ... Levchenko’s performance
of generative models of traditional composition both of J. Shukur's Three

at the intonation-rhythmic and timbre-sound levels. The scientific ~ Miniatures for Violin

nature of his approach is manifested not so much intuitively, solo. YouTube, uploaded

) ] ) ) by Academy
but in conscious mastering of melodic types. For example, of Contemporary
the Omnibus Laboratorium website provides ornaments %“SC Omg'buzsém
. .. . ecember ,
and strokes of outstanding magom musicians, Turgun Alimatov youtu.be/keWC2tcna7k.
in particular, and their transformations in the interpretation Accessed 20 October 2024.

of Sofiya Levchenko (see Fig. 1).

In Three Miniatures for Violin by J. Shukur, magom melodic types are presented within
the context of “musical time compression” (Aranovsky, Thinking, Language, Semantics
155). The composer frequently uses the ornaments of the outstanding bastakor™
and musician of Uzbekistan, Turgun Alimatov. At the same time, the characteristics
of performing style, demonstrated by the traditional musician at the level of distinctive
sound production and intonation techniques, are transferred to the composer’s score
in precise fixation as microtemperamental melodic elements (ex 1).

rit.. 2V v

<‘7 me—d3’J+ +

Ex. 1: Examples of concrete implementation of magom melodic types.

Source: Jahongir Shukur. Three Miniatures for Violin.

Composer's manuscript. 2021. 10  Bastakor (from Tajik 'basta’ — to connect, and 'kor' -
work) was initially used to denote the creator
of a musical work, that is, a composer. However,
in musicology of the 21st century in Uzbekistan,

For such a fixation of the most subtle the two concepts are clearly distinguished: bastakor
microintonation techniques, J. Shukur uses is usually applied to musicians composing works based
X . . on traditional melodies, while composer is used
the teChanueS Of eXtended nOtatlon, WhICh in the European sense of the word.
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he explains as follows: “If we take into account that each step is 100 cents, special quarter-
flats denote sounds that are 50 cents apart from the neighboring ones. That is, the second
step seems to slide to the first, the sixth to the fifth, and so on. All sounds are performed
with a sliding motion to the main tone, and the sound can also slide from the main tone
to another.” Such modal organization under conditions of uneven temperament and its
associated performance techniques (microglissandi) are characteristic of the traditional
music of the Central Asian region and are often found in Bukhara Shashmagom (ex 2).
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Ex. 2: Examples of characteristic microintonation techniques.

Source: Jahongir Shukur. Three Miniatures for Violin. Composer's manuscript. 2021.

The principle of Shashamagom dramaturgy became the leading one for the composer
in creating the concept of form-building — a unified musical formula is enriched each time
by expanding the tessitura and time compression. Written in the traditions of the European
form and principles of development, J. Shukur’'s composition has one of the leading
characteristics of magom art — rich emotional and figurative content with its clearly
expressed performance qualities: artistry, concert, spontaneity, immediacy,
and the instantaneousness of the expressive playing element. Furthermore,
the composer transfers the techniques of performance on the tanbur to the interpretation
of the violinist, the so-called "tap’ — pressing the fingerboard with the left hand without
using the right hand.

Ornaments transferred to the sound palette of the violin, extracted from the timbres
of the tanbur, doira and sato (these are national instruments with completely different
sound and acoustic properties), do not create an impression of foreignness.

On the contrary, they sound organic. The use of European instruments ‘in the role’

of traditional ones is a fairly common technique among many contemporary composers,
who belong to non-European cultures. Scholars Aktoty Raimkulova and Raushan
Jumaniyazova refer to it as “timbre mimicry” (Raimkulova and Jumaniyazova 15). Timbre
and intonation techniques in this case are quite difficult to separate. Thus, in J. Shukur’s
Miniatures, the violin, imitating the timbres of the tanbur and sato, leads a melodic

line around the ‘D’ sound as the main tone, implementing the typical microintervallic
intonations and glissandi of the traditional instrument (ex 3).

The phenomenon of the creative style of J. Shukur is marked by tendencies
of interweaving the specifics of traditional music structure and performance on national
instruments through the acoustic sound of European string instruments (violin, cello
and double bass), and reproduces ornaments, rhythms, and embellishments of Eastern
music. An equally curious example of onomatopoeia is his Aks Sado for solo cello, where
the European instrument imitates the bowed Uzbek sato and gijak (Kutluchurina 93).
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Ex. 3: Examples of characteristic techniques of imitation of tanbur on violin.

Source: Jahongir Shukur. Three Miniatures for Violin. Composer’'s manuscript. 2021.

Historical transformations of the creative methods of Uzbek composers indicate
a certain stage-by-stage nature in the interpenetration of the generative models
of European and Uzbek music. A trajectory can be traced from direct copying of magom
themes and form-building to the gradual integration of the principles of monody
and polyphonic texture. At the present stage, the attention of composers is attracted
by the regularities of magom compositional thinking, manifested at the micro-level:
intonation-rhythmic and timbre-sound. All this testifies to the highly ramified dialectical
relations of generating models of different orders at different levels of composition,
inherent in the art of magom a priori and introduced into composer’s creativity
in increasingly complex compositional principles.

Traditional melodic types and methods of their specific unfolding in works serve
as a kind of indicators of musical and cultural tradition in compositional thinking.
Consequently, they require a special type of communication between the composer,
performer, and listener, in which musical and cultural competencies, that is, familiarity
with traditional music, play an important role. At the same time, the level of immersion
in culture certainly depends on the function of musical thinking: the creator of music
in such works is actually ‘fused’ with the tradition, the performer is required to understand
the basic compositional patterns of traditional art, and for the listener it will be enough
to have a general acquaintance with the perceived tradition on an intuitive and perceptual
level.

The studied problem of the interaction of generative models in Uzbek music raises
a number of further questions that go beyond the theory and history of music.
The polycultural nature of the creative method multiplies both the musical and extra-
musical meanings of a particular composition, actualizing semiotic issues. Questions
of interpretation are closely related to it. For example, how should musicians who are
not associated with the Uzbek tradition approach the performance of works based
on maqom principles? The hermeneutic aspects of the problem, as well as a comparison
with the practice of other national schools of composition, can become the subject
of separate studies.
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[LNsi LMTVIPOBAHMS OBUMHHWKOB, Muxan. «/lBopeL, BeANKOro kKHa3sa Hukonas KoHcTaHTMHOBMYA:
UCTOPMSA CTPONTENBCTBA, OCOBEHHOCTU MAAHMPOBKM U CTUANCTUKW». Saryn, T. 13,

N2 1, 2025, c. 51-81. DOI: 10.59850/SARYN.13.1.2025.262.

KNHOYEBBIE C/TIOBA ABOpeL, BeNNKNUA KHA3b Hukona KoHcTaHTMHOBMY, TalkeHT, TypKecTaH,
CTUNNCTMKA 34aHUS, UHTEPbEP, apPXUTEKTYPHbIN NaMATHUK.

AHHOTALMA. HaCTOHLuaﬂ CTaTbAa NOCBALEHA UCTOPUN CTPOUTEJIbCTBA, a TakKXe 0CcobeHHOCTAM NAaHNPOBKN

N CTUNINCTUKN TAlLKEHTCKOro ABOpL.A BENNKOIro KHA3A Hwukonaa KoHcTaHTMHOBKMYA. ,ﬂ,BOpELI., I'IOCTpOEHHbII7I
ANnAa Hero B ctosinue TypKeCTaHa, coxXpaHunaca Ao Hawunx AHeI7I n cerogHa asndaetca ogHUm n3 VIHTepeCHEI\/’IUJI/IX
NaMATHUKOB apPXUTEKTYPbI TawkeHTa. B Cnay TOro, UTo BE/IMKNIN KHA3b XU B TypKeCTaHe noa NOCTOAHHbIM
HaA30pOM cneumanbHbIX OpraHoOB ONekn n MHorue aena ero Bbinn 3aceKkpeyeHbl, HEKOTOPbI€ acnekTbl ero
XKU3HWN JO CUX MOP OCTAarOTCA MalON3yHEeHHbIMW. CkaszaHHOe B MOJIHOM Mepe OTHOCUTCA K €ro TallKeHTCKOMY
ABopuy. ﬂ,O CnX Nop nccaejoBatenn pacxogatca BO MHEHUAX OTHOCUTE/IbHO BPEMEHU €ro CTPOUTENIbCTBA,
aBTOPCTBa €ro apxmTeKTypHOro nNpoeKTa, ero CTUANCTMUECKON XapakTepuUCTUKn. |_|}'IaHI/IpOBKa ABopua,
I/ICTOpI/ILIECKI/Iﬁ 061K ero WHTEPbLEPOB U q)yHKLI.I/IOHaJ'I I'IOMeU.I.eHI/II7I n3ydeHbl elle B MeHbLLIeN cTeneHu.

B ctatbe BBOAUTCA B HayQHbllz O60pOT PA4 apXMBHbIX JOKYMEHTOB U3 TOCYyAapPCTBEHHbBIX apXBOB Y3bekncraHa
n Poccun, NO3BOJIAOLWNX OTBETUTb Ha YacCTb 3TUX BOMNPOCOB U AaTb K/NHOY K MOHMaHUKO APYTruX. I'Ipou,ecc
cornacoBaHvA 1 AaTtbl CTPOUTENBCTBA, PABHO KakK U aBTOP NMEPBOro NpoekTa ABOpLa, PpaCcKkpbiBaroTCA

B nepenuncke onekn Hajg BeJIMKUM KHA3EM U B ero COBCTBEHHbIX NMCbMax. AHanu3 MCXOAHOro npoekTa
ABOpLUa 1 TBOPYECKOro MeToda ero aBTopa, a Takxxe NCnoJib30BaHHbIX MM B npouecce NpoekTMpoBaHNA
I/I3AaHVII\/'I Mo apXUTEKTYpe NO3BOJIAKOT CAeNaTb PAA BbIBOAOB O CTUINCTUKE 34aHNA, O q)yHKLU/IOHaJ'Ie n obavke
ero Hambonee APKNX MHTEPBLEPOB. Cratbn CyMMUpYyeT pe3ysibTaTbl I'IepBOI7I CTagnun npojgonxaroeroca
nccnefoBaHMAa ABopLa Kak MCTOPUYECKOTO U apXUTEKTYPHOTO NaMATHKKA.
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[IoVIEKCE3 YLUIH OBUMHHMKOB, Munxaunn. «¥bl KHA3b Hukonan KOHCTaHTMHOBUUTIH, capaiibl: KypblbIC
Tapuxbl, XXOCnapaay >aHe CTUANCTUKa epekLenikTepi». Saryn, T. 13, N2 1, 2025,

51-81 6. DOI: 10.59850/SARYN.13.1.2025.262. (opbicLua)

TIPEK CO34EP capai, ynbl kHA3b Hukonah KoHcTaHTMHOBUY, TalkeHT, TypKicTaH, fMMapaTTblH,
CTUANCTUKACI, HTEPbEP, COYNET eCKepTKiLLi.

AHAATMA. byn Makana yibl KHA3b Hukonah KOHCTaHTMHOBUUTIH, TallKeHT capaiblHbIH, KYPblibiC TAPUXbIHA,
COHJAaN-ak, opHanacybl MeH CTUANCTMKACBIHbIH epekLuesikTepiHe apHanfaH. KHA3b ywiH TypkictaH
acTaHacblHAa caiblHFaH capan ByriHri KyHre AeliH cakTasfaH xXaHe TallKeHTTiH eH KbI3blKTbl COYyeT
eckepTKiWTepiHiH 6ipi 6osbIn Tabbliagbl. ¥bl KHA3b TypKicTaHAa epekLile KOpFaHLUbIbIK OpraHAapAblH,
TypaKThl 6aKbliaybiHAa 60/ybl XX9HE OHbIH, KOMTereH ictepi Kynusa 6oNFaHAbIKTaH, OHbIH ©MipiHiH, Kenbip
TYCTapbl a/1i KyHre AeWiH xeTe 3epTresMereH. XXofapblga aliTbliFaHAap OHbIH TallKeHT capaiblHa TONbIFbIMEH
KaTbICTbl. OCbl yakbITKa AeWiH 3epTTeyLUinep OHbIH Ca/blHFaH yaKblTbl, apXUTEKTYpanblk X00aHbIH aBTOpPbI
KOHE CTUANCTUKA/bIK cunaTTaManapsbl Typasbl kenicnengi. CapanibiH, opHanacybl, OHblH UHTEPbEPiHiH, Tapuxm
KenbeTi XaHe yn-xannapablH GyHKLMOHaNAbIFbI OAaH Aa a3 3epTTenreH. Makanasa ©36ekctaH MeH Pecengi
MeMJIeKeTTiK MypafaTTapblHaH aiblHFaH BipkaTap MyparaT Ky>KaTTapbl fblbIMW aiHabIMFa eHrisinreH, onap
OCbl CypakTapablH, keibipiHe xxayan 6epyre xaHe 6ackanapbiH TyCiHyre MyMKiHAiK 6epegi. bekity yaepici

MEH KypbI/bIC Mep3iMi, COHAaN-aK capalifblH, BipiHLII X)X06aCbIHbIH aBTOPbI Vbl KHA3bAIH KaMKOPbIFbl
Typasbl XxaTTapblHAA XXOHE OHbIH, Xeke XaTTapblHaa kepceTinreH. CapalifblH, TYMHYCKa XK06aCbIH XXaHe OHbIH,
aBTOPbIHbIH LblFapMaLLblbIK SAiICiH, COHAaM-aK xobanay yaepiciHae nalijanaHfaH caynet 6acblabiMaapbiH
Tangay fMMapatTbiH, CTUAMCTUKAChI, OHbIH €H, KOPHEKTI MHTEepbepaepiHiH QYHKLMOHaNAbIFbl MEH CbIPTKbI TYPI
Typanbl BipkaTap KOpbITbIHAbINAP XacayFa MyMKIHAIK 6epesi. Makanaza capainsbl Tapuxum-cayneT eckepTKilli
peTiHAeri Xyprisinin xatkaH 3epTTeyaiH, OipiHLLI Ke3eHiHiH, HaTMXeNepi XNHaKTa faH.
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palace, Grand Duke Nikolai Konstantinovich, Tashkent, Turkestan, style of the building,
interior, architectural monument.

ABSTRACT. This article focuses on the history of construction, planning, and stylistic features of the Tashkent
palace of Grand Duke Nikolai Konstantinovich (1850-1918). Nikolay Konstantinovich was exiled to Turkestan
in 1881 and resided in Tashkent until his death in 1918 (with the exception of 1901-1906, when he was
removed from the region for five years due to his scandalous “secret wedding”). The palace, built for him

in the capital of Turkestan, has survived to this day and is now considered to be the one of Tashkent's
significant architectural monuments. Due to the fact that the Grand Duke lived in Turkestan under the constant
surveillance, and many of his affairs were highly classified, some aspects of his life still remain unresearched.
This also applies to his Tashkent palace. Researchers still disagree on its construction date, the authorship

of its architectural design, and its stylistic characteristics. The layout of the palace, the historical appearance
of its interiors and the functionality of the rooms have been studied even less. The article introduces a number
of archival documents from the state archives of Uzbekistan and Russia into scientific circulation, allowing

us to answer some of these questions and provide a key to understanding others. Correspondence between
the Grand Duke's guardians and his own letters reveal the approval process, construction dates, and the author
of the palace's initial design. An analysis of the original architectural project, creative method of the author,
as well as the architectural publications used by him in the design process, allow us to draw a number

of conclusions about the style of the building, the functionality and appearance of its most notable interiors.
The article summarizes the initial results of the ongoing research of the palace as a historical and architectural
monument.
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[JBopeL Bennkoro kHA3a Hukonas KoHcTaHTMHOBMYA B TalikeHTe (cM. puc. 1) aBaseTcs
NHTEPECHENLINM NaMATHUKOM apXUTEKTYpPbl, Ubsl BbICOKAA MCTOPUKO-KYAbTypHas
3HAaYMMOCTb OnpeAenaeTca Kak IMYHOCTbIO BNAAEBLLErO MM BENNKOrO KHA3S,

TaK M YHUKaNbHOCTbIO JAHHOIO 34aHMA B KOHTEKCTE apXMTEKTyPHOro Hacieans
TawkeHTa 1 LleHTpanbHOM A3nn B LLeSIOM.

r. Tamxen1n.
< Jeopenn Bennkaro Kaaad.
Taschkent, Schlofl des Grofifiirsten.

Puc. 1. iBopewy, Bennkoro kHa3a Hukonas KoHCTaHTMHOBMYA B TaluKeHTe.
WcTounuk: OTkpbITOoe NncbMo, nsgaHHoe B 1906-1917 rr., Bocnpoun3soaaLlee
doTtorpaduio Toro xe nepuoga, mytashkent.uz/2018/02/17/rezidentsiya-
knyazya/. lata goctyna 1 mapta 2025.

Mexay TeM NPUXoANTCA OTMETUTb, YTO Hay4Hble UCCAe0BaHMA, 3aTparmeatoLLme
NCTOPWIO FNaBHOW TALLKEHTCKOW Pe3nAeHLMN BENKOTO KHA3SA, 4O CUX MOP OCTaBAAOT
MHOFO BaXHbIX BOMNPOCOB HEMPOSACHEHHbIMW. Ha TO eCTb HECKONBKO MPUYMH.
Bo-neps.biX, cpean aen BeANKOro KHA3A, XpaHAWwmxca B GoHAAX rocyapCTBEHHbIX
apx1BoB Y36ekucTtaHa n Poccum, no cet aeHb He Hblia obHapyeHa f4OKYMeHTaLus
no CTPOUTENbLCTBY ABOpLA. Bo-BTOPLIX, B OT/AIMUME OT MPOUNX BEANKOKHAXKECKMX
pe3naeHumi, aeopel, Hukonas KoHCTaHTMHOBMYA He cTan GpUrypaHTOM MOAHbIX
XKYPHa/IOB M apXMTEKTYPHbIX COOPHMKOB KOHLa XIX — Hauana XX Beka, UTO HaBepHsKa
6bl Npomr3oLwno, ecam 6ol UMNEpPCKas BNACTb He Orpaxkaana OnaabHOro BEANKOro KHA3A
OT 06LLECTBEHHOIO BHUMaHNA 1 Ny6an4HOCTU. ECn ke roBOpuTb O COBETCKOM Mepuoge,
TO HeT HY>X/bl HANOMMHaTb, KaK JOJIr0 UCKYCCTBO N apxXMTeKTypa nepuoga nctopmsma
N IKNEKTUKN CUMTANNCh YNAZ0YHBIMU U HE 3aCTY>KMBAKOLNMK BHUMAHUA.

Ecnm onyctnuTb pasnnyHble KpaTkme yNnoMMHaHMA 4BOpLA B MeMyapax, nybanunctuke
M CNpPaBOYHOW nTepaType, CAeNaB NNLLb NCKNKOYEHWE A BOCMTOMUHAHWIN Takoro
aBTOPWUTETHOrO 3HaTOKa KyAbTypbl ¥Y36ekucraHa, kak M. E. Maccon (MaccoH),

TO OCHOBHbIMW UCCaeAoBaHNAMMN XX BeKa, B KOTOPbIX ABOpeL, GUrypupyeT B UCTOPUKO-
APXUTEKTYPHOM KOHTEKCTE, ABAAIOTCA anccepTaumsa I H. Yabposa «Ouepk ncropum
NAaHNPOBKM N CTPOUTENBCTBA PYCCKMX rOpoAoB TypkecTaHa — KoNoHUn» (Yabpos)

n MoHorpadusa B. A. HnabceHa «Y MCTOKOB COBPEMEHHOrO rPasoCTPOUTENbCTBA

MEXAYHAPOAHBI AN PELEH3UPYEMBIW XYPHAN SARYN 57



(‘ ;apyn Ne 1. 2025 MWUXANT OBYNHHWNKOB ABOPEL, BEJIMKOTO KHA3A HUKOJIAA KOHCTAHTUHOBUYA:

58

Y36ekncraHa» (HunbceH). EAMHCTBEHHOE XK€ KOMMIEKCHOE Hay4yHOe nccaesoBaHme
ABopua B XX Beke, BK/IKOUatoLLLee N NCTOPUKO-apXMBHbIE, N HAaTypHble NCCAe0BaHuA,
6b110 NpoBeseHO cneumanncTaMmm Y36eKckoro HayuyHo-nccnesoBaTeNbCkoro U NPOeKTHO-
N3bICKATENbCKOTO NHCTUTYTa KOHCEPBaLMM 1 pecTaBpaL v NaMATHUKOB KYNbTypbl
(Y3HUTMW) B 1979-1980 rr. (MccnepoBaHma). B XXI Beke 6bv onyb6ankoBaHbl TEKCTbI
3. . XpaHoBa, NOCBALLLEHHbIe «TypKecTaHCKOMY beHya» (Tak aBTOp Ha3blBasl apxuTekTopa
A. 1. beHya, paboTaBlero B TypkecTaHe) (XKagaHoB); nosBuanck ctatbm I'. P. AcatoBoi
(AcatoBa), T. ®. Xykosowu (XKykosa), T. B. KoTtokoBow n A. B. MaxkamoBa (KoTtokoBa
n Maxkamog), 3. M. CyneinmaHoBoi (CynerimaHoBa). TalLKeHTCKUIN ABOPEL, Takxke
ynomuHaetca B ctaTtbax O. K. baxeHoBow (baxxeHosa) n O. FO. YaoBeHko (YA0BEHKO),
MOCBALLEHHbIX KOMNEKL N NPeAMETOB UCKYCCTBa U YTBapyW, COBpPaHHOW BEIKMM KHA3EM.

Hapo ckasaTb, UTO Cpeamn BbllLenepeYnCcaeHHbIX aBTOPOB MMEKTCA PacXoXAeHu s
Jaxe Nno TakMM OCHOBOMOArarLWnM CBeAeHNAM, Kak BpeMs CTpoUTeNbCTBa ABopLa
1 aBTOPCTBO €ro apXmMTEKTYPHbIX peweHunid. Tak, YabpoB gaTupyeT CTpOMTEeNbCTBO ABOpLLA
koHuom 1870-x rr., AcatoBa — 1883 r., Hnnbcen — 1889-1890 rr., KoTtokoBa 1 MaxkamoB —
1889-1891 rr., aBTOpPbI UCTOPUKO-apXMBHOro nccaegosanmnsa Y3HUMMN cknoHatoTca
K Wwnpokor gatmposke — 1883-1893 rr. Bonpoc ¢ aBTOPCTBOM NpoeKTa ABOpLLA Takxke
cnepyeT Npu3HaTh HepeLlleHHbIM. MaccoH 1 Yabpos cumTaroT aBTOPOM MpoekTa
B. C. TeMiHuenbmaHa; HunbceH, AcatoBa, XykoBa — A. J1. beHya, Npun 3TOM yTOYHAETCS,
yto beHya 6b11 aBTOPOM NpoekTa, a lerHLeNbMaH PyKOBOAWUA CTPOUTENbCTBOM; XKaaHoB
CUYMTaeT UX «CoaBTOPaMM Ha BCEX CTaAMNAX — OT NPOEKTUPOBaHUA ABOpPLIA 4O OKOHYaHWNSA
cTpouTenbCcTBa» U T. 4. Takxke BNeYaTAAOWMMN BbIFNAAAT PAaCXOXAEHUA B OnpeaeneHnn
CTUNNCTUKN ABOPLA: «HECKOJIbKO MPEeTEeHLMO3HasA apXnTekTypa... HanoMmnHaroLas
"OXOTHMUNI 3aMOK" B necy» (MaccoH), «aknekTrKa ¢ aneMeHTamun ByayLiero KMpnmMyHoOro
ctmns» (YabpoB), «apXUTEKTYPHOE peLleHne B HECKOAbKO POMAHTUYECKOM AyXe,
C ncnonb3oBaHNeM GOPM POMaHO-BU3aHTUICKOrO xapakTepa» (H1abCceH), «CTuab
MozepH» (AcaToBa). HakoHeu, XXyKkoBa NpuuncaseT ABopel, K CTUAM3aTOPCKON
apxuTekTtype (T. e. apxutektype ncropmsma — O. M.). 3ameTm, 4TO XOPOLUNM NOACMOPbEM
B ONpejeneHnn CTUANCTUKM ABOpPLLA MOCAYXWUA0 Bbl ONMCaHNE ero NCTOPUYECKUNX
MHTEPbEPOB, OAHAKO B 3TOM HanpaBaeHWUW BbIIO CAeNaHO ABHO HEAOCTaTOUHO.

Ewe pa3 noguepkHeM, YTO MPUUMNHBI BbilleyKa3aHHbIX PacXOXKAEHWI
N HeonpeaeneHHOCTen OYeBUAHbI — Mepenncka n NPoeKTHas AOKyMEeHTaLma No 4BopLy
[0 CUX Mop He Hblan obHapy>KeHbl, poTorpaduin 4BopLa, MO KOTOPbLIM MOXHO 6b110
6bl yCTaHOBUTb NCTOPUYECKUI OB/IMK €r0 MHTEPLEPOB, HaAEHO KpanHe mano. HakoHel,
3aZilava KOMMIEKCHOro U3yyeHuns AeopLa Kak MCTOPUKO-KYNbTYPHOro naMAaTHMKA
6bina chopmynnpoBaHa rocysapcTBEHHbIMM OopraHamu Pecny6ankn Y36ekuncraH Bcero
HeCKONbKO /IeT Ha3aj B CBA3W C ero NpeAcTosLelr pectaBpaumer n npucnocobaeHmem
K NCNOAb30BaHMNIO B KauecTBe My3es, NOCBALLEHHOrO BeIMKOMY KHA3K0 Hukonaro
KOHCTaHTMHOBWUYY 1 TOMY KyAbTYPHOMY Hacneamnto, KOTOpoe OH OCTaBmA Y3bekuncrany.

B HacTosLeN cTaTbe BBOAMUTCA B HAaY4YHbIA 06OPOT psAj apXUBHBIX JOKYMEHTOB
13 Poccuninckoro rocysapctBeHHoOro nctopuudeckoro apxmea (PrVA) u LieHTpanbHoro
rocyAapctBeHHOro apxusa Pecnybankn ¥Y3b6ekucran (LFA PY3), npoansatowmnx ceset
Ha NCTOPUIO CTPOUTENBLCTBA BEIMKOKHAXECKOrO ABOPLA: Nepenncka TypKecTaHCKoro
reHepan-rybepHatopa H. O. Po3eHbaxa c onekow Hag IMYHOCTBIO 1 MMYLLECTBOM
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Hwnkonaa KoHcTaHTMHOBMYA, Nepenncka CaMoro BeAnKOro KHA3s rno JaHHOMYy BOMpocCy,
NpoeKT ABOpLa, cocTaBaeHHbIM B. C. TerHuenbmaHoM no 3agaHuto H. O. PoseHbaxa,
BCENOAJAHHENLLIMIA AOKNAA MUHUCTPA BHYTPEHHUX A&/l MO BOMPOCY CTPOUTENbCTBA
ABOpLLa, COrnacoBaHHbIN nMmnepatopoM AnekcaHapom lll, goknagbl MeHLe bMaHa
reHepan-rybepHatopy A. b. BpeBckomy 1 T. 4. Ha oCHOBe AaHHbIX JOKYMEHTOB AenatoTcs
BbIBOAb! O AATUPOBKE CTPOUTENBCTBA ABOPLIA M aBTOPCTBE €ro apXUTEKTYPHbIX PELLEHW,
OMMCbIBaETCA TBOPYECKNA MeToZ eliHLieNbMaHa, MO3BONAIOLLMIA BbISBUTb MPAMble CBA3N
NPEeANOXEHHbIX UM PELLEHWNIA C APYTUMU NaMATHUKAMW apXUTEKTYPbl PyCCKOTO UCTOPU3Ma.

Mpexae YeM NepenTn K OCHOBHOM YacTu CTaTbl, HEOHXOAMMO CKa3aTb, YTO OFPOMHbIN
BK/1aJ, B KOMMJIEKCHOE NMOHMMaHue NCTOPUN Xn3Hn Hukonasa KoHCTaHTMHOBMYA,

M B 4aCTHOCTM — 0cOBeHHOCTel ero npebbiBaHUs B TypkecTaHe, BHeCaa

T. A. lobawwkoBa, onybamkoBaBLIas OFPOMHbIA MacCMB apXMBHbIX OKYMEHTOB

n3 FocypapcTBeHHoro apxmea Poccuiickon ®eaepauunn (TAP®), KOToporo xBatnao

Ha BoceMb 06beMHbIX TOMOB (Besiukuli kHA36 Hukonali KoHcmaHmuHosuY). Hago ckasaTb,
YTO CBEZEHWI, HaNpPAMYHO KacaroLLMXCa ABOPLLA, B 3TUX JOKYMEHTaX MOXHO HaWTh
COBCEM HEMHOTO, OHAaKO OHM MO3BOAAOT NOHATb, Kak MMEHHO Beancb aAena Hukonas
KoHcTaHTMHOBMYa nocne oduLManbHOro NPU3HAHUA ero AyLeBHOBONbHBIM U BbICbINKM
n3 CaHkT-lNeTepbypra. NoHMMaHWe NOTMKN NPUHATUSA PELLEHUA 1 AeN0NPON3BOACTBA,
CBA3aHHbIX C BEJIKMM KHA3EM U ero MMyLLeCTBOM, OKa3anan 60bLUyrO NOMOLLb B MOMCKE
MHPOpPMaLMK NO ero ABOpPLLY.

Benvknin kHa3b Hukonan KoHctaHTMHOBKMY (1850-1918) — niemMsHHMK MMMepaTopa
AnekcaHgpa ll, ctapwmii cbiH ero maaglero 6pata, BeMKOro kHa3a KoHcTaHTMHa
HwukonaeBunya. Hnkona (tak Hnkonas KOHCTaHTUHOBMYA 3Baan B CEMbE) C FOHbIX 1ET
nposBasAn cebs Kak AeATeNbHbIA U Pa3HOCTOPOHHE OfapeHHbIA YenoBek. B OHOCTN OH
BJIOXKWJ1 MHOTO 3HEPrun 1 COBCTBEHHbIX CPeACTB B 61aroycTpoOMCTBO NpMHaA/iexaBLIero
ero cembe [NaBnoscka. B 1871 rogy oH OkoHUMA C cepebpsaHOn Meaanbto HnukonaeBckyro
akagemuto leHepanbHoro wraba, a B 1873 — npmHan yyactme B XMBMHCKOM NMOXOA4e
1 6bIn1 HarpaxaeH opaeHom CesaToro Baagnmumpa. XnsHb MONOAOrO BENIMKOTO KHA3A
6blna B 0g4HOYaChe paspyLUeHa TaxXenbiM NPocTynkoMm: B anpene 1874 roga oH 6bin
YIMYEH B Kpaxke BpUANMAHTOB C OK/laZia BEHYaNbHOW MKOHbI, MPUHAaA/IEXaBLLIEN ero
MaTepu. AnekcaHap |l npuHan peweHne He npesaBaTb NAeMAHHWKA cyay. BmecTo atoro
Hukonan KoHcTaHTMHOBWY 6bln 06BABAEH «CTPaZatoLLMM PAaCCTPOMCTBOM YMCTBEHHbIX
CNOCcO6HOCTEN» N HECMOCOBHbBIM «CO3HATEe/IbHO pacrnoiaraTb CBOUMU AENCTBUAMMU>.

Hazg ero aM4HOCTBIO 1 MMYLLLECTBOM bbina yupexzeHa orneka B nLe ero otLa, 1 OH Obin
BbicaH 13 CaHkT-MeTepbypra. B 1881 rogy Hukonaa KoHctaHTMHOBMYaA onpeaennam

Ha NOCTOSIHHOE MECTO XWUTeNbCTBa B TypKecTaH, rae eMy Cy>XZAeHO H6bi10 NPOXNUTb

A0 ceoeit cmepTn B 1918 roay. Bce 3T rogbl OH XKun n1mbo B TallkeHTe, 1Mb0o B FonoAHON
cTenu, rae pyKoBOAMA MPPUTraLMoHHbIMY paboTamu (3a uckntouerHvem 1901-1906 rr.,
KOrga ero yAanauau 3 Kpas Ha naTb NeT B CBA3M CO CKaHAA/NbHbIM TalHbIM BEHYaHNEM

C TMMHa3ncTkon Banepuenn XmenbHuLKon). B TalkeHTe OH BAaZen HECKObKUMUN JOMaMu
1 3eMeNIbHbIMW YYacTKaMu, OHakKo ero rnaBHOW pe3ungeHunen B ctonmue TypkecTaHa
6bl1, HECOMHEHHO, ABOpPEL, KOTOPbIA COXPaHUACA 4O HALUUX AHEN.

OTnpaBHOM TOUKOW B UCTOPMM CTPOUTENBCTBA ABOPLA@ MOXHO CYMTaTb MUCbMO
oT 14 mapta 1887 roga TypkecTtaHckoro reHepan-rybepHatopa H. O. Po3eHbaxa
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M. E. KenneHy, ynpasastoweMy NpuaBOPHOIN KOHTOPOW BENNKOTO KHA358 KOHCTaHTUHA
HukonaeBunua, otua n onekyHa Hukonas KOHCTaHTMHOBMYA, B KOTOPOM OH coobLuaer,
yto «Bennkunin KHasb Hukonan KoHCTaHTUMHOBKY 3asBMA MHE O XeNaHUW CBOEM
nocTpoutb AN cebs B TallkeHTe HOBbIM AOM Ha n3bpaHHOM Ero BeicouectBOM yyacTtke
3em/u, B LieHTpe ropoga, no CobopHou yamue». lJaHHoe NMCbMO NO3BOAAET YCTaHOBUTb,
Korga Hayancsa npouecc obcy>KaeHnsa CTPOUTENBCTBA, a TakKe BbIABUTb aBTOPa UCXOAHOTO
apXUTeKTypHOro npoekTa. Po3eHbax nuLeT, YTO OH «NpeaaoXma TalKeHTCKOMY
Fopoackomy FonoBe OLEeHUTb M3bpaHHbIA A8 MOCTPONKM yyacTok, a ViHxeHepy
F'eHLLeNIbMaHy COCTaBUTb MPOEKT JOMa M NPUBAN3NTENIbHbIE TEXHUYECKME COObpaXeHWs
ctoumocTtn pabot» (Mucemo om 14 mapma 1887 200a). INpoekT n npnbansntensHas
CcMeTa npuaaraancb K NMcbMy. Takmm ob6pasom, MeHHo B. C. FelHLenbMaH, Cay>KnMBLINIA
B TO BPeMsA YMHOBHNKOM OCOObIX MOPYYEHNN MO CTPOUTENBHOM YacTh

npw TypKecTaHCKOM reHepan-rybepHatope, 6bi1 aBTOPOM NpoekTa ABopLia.
CocTaBneHHbI UM NpoekT 6bi1 HanpaeaeH B CaHkT-MNeTepbypr ana cornacoBaHms

BO BCEX BbICOKMX NHCTAHLMAX M BblA, KakK Mbl YBUAMM fanee, COriacoBaH AMYHO
nmnepatopom AnekcaHgpowm lll, a cnegoBatensHO, 0MKEH Bbl1 CTaTb OCHOBOM

Npv NOArOTOBKE CTPOUTENBHOW JOKYMEHTaLMUN.

KenneH ponoxmn o nnucbme rybepHaTopa BeNMKOMY KHA3K0 KOHCTaHTUHY
HukonaeBunuy, NpeanoxmB TakxKe ABYXTOANYHbIV NaaH GUHAHCMPOBAHWS CTPOUTENLCTBA,
YTO MO3BO/ANO MOKPbITb BCE PACXOAbl 3@ CHET CPEACTB, €XEro4HO BblAeNAeMblX
JenaptameHToM YaenoB Ha cogepxkaHune Hukonas KoHcTaHTMHOBMYA. [naBa oneku
MOCTaBWA CBOKO PE30JIOLMIO Ha AoknagHoM 3anucke KenneHa: «[Mpotue 3100
npeanoXeHNs HNYero He nmeto» (JoksaadHas 3anucka).

CTo/Ib BaxkHOE MepOonpuATnE, Kak CTPOUTENBCTBO HOBOW PEe3NAEHLNN AN CCbIIbHOTO
BE/NINKOrO KHA35, HECOMHEHHO BblBVBaNOCh M3 psAja ero NoBCeAHEBHbIX A€/, MO3TOMY
CNefyoLWMM LaroM B ero peanmsaumm 6b110 noayyeHne «Boicouaniuero con3BoneHmns»,
TO eCTb IMYHOrO pa3speLLeHna nmnepatopa. [aa atoro TpeboBanock, YToHbl MUHUCTP
BHYTPEHHUX e/ NPeACTaBUA roCyAapto COOTBETCTBYHOLLMI A0OKNas,. 3a 3TMM B MUHKUCTEPCTBO
BHYTPEHHUX Aen obpaTtuica reHepan-rybepHatop Po3eHbax. B ero nucbme MUHNCTPY
BHYTpeHHUx gen [. A. Tonctomy, satmpoBaHHom 18 aBrycta 1887 roga, oH coobuuan,

YTO OrMeka Bblpa3unsia CBOe coriacve Ha NOCTPOMKY ABOpPLIA U BblAeNeHne Ha 3TO
HeobXOANMOWM CYyMMbI, U MPOCUA MUHUCTPa 06paTUTLCA K MMNepaTopy 3a Beicoyanwmm
COU3BOJIEHMEM Ha CTpouTenbcTBo ([Tucemo om 18 agzycma 1887 2.). K cBoemy nuncemy
reHepan-rybepHaTop npuaaran NpPoOeKT ABOpPLLA, COCTaBAEHHbIN [eNHLeNbMaHOM.

1 okTA6ps 1887 r. «BCceNoAfaHHEN LN AOKNAA» MUHNCTPA BHYTPEHHUX AeN
no JaHHOMY BOMPOCY, a TakXXe KON, CHATasA ¢ npoekTa lerHuenbmMaHa, 6biam
oTnpaBaeHbl Ha cornacoBaHune Anekcanapy lll, KOTOpbIN B TOT MOMEHT HaxoAMACA
B JaHuun B 3amke PpepeHcbopr. 5 oktabps goknag 6bin NnpeacTaBieH nMmnepatopy
N OH COBCTBEHHOM PYKOW MOCTaBMA Ha HEM PE30HOLNIO «XOpoLwo» (BcenoddaHHeliwuli
doknad). C 3Toro MOMeHTa Hayanocb 0GOpMIEHNE AOBEPEHHOCTEN Ha NpuobpeTeHre
AN9 BENNKOrO KHA3A 3eMe/IbHOrO y4acTka, NepeBo/ B TalWKEHTCKOe oTAeneHne
FocypapcTBeHHOro 6aHka AeHer 1 T. 4.

Bce atv cornacoBatenbHble NpoLleaypbl 3aHUManu 3HaunTenbHoe BpemMa. C MOMeHTa
oTnpaBKku nepBoro nucbMa Po3eHbaxa KenneHy n o nonyyeHus Boicoyarero
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COM3BOJIEHNA Ha NOCTPONKY ABOpLa NpoLuio noaroga. NMprnobpeTteHne BbIOpaHHOTO
BE/JIMKUM KHA3EM y4yacTka 3eMAu, NpuHagaexasLiero Kynuy Mynbeiwey, COCTOAN0Ch
ToNbKO B anpene 1888 roga. 3ateM Hukonan KoHCTaHTMHOBIWY noxenan npuobpectu ele
AiBa COCEZHMX yyacTka CTOUMOCTbIO 18 Thbicay pybaen, aabbl 4oBeCTM 06y NioWwasb
cBoero y4yactka Ao 3500 kBagpaTHbIX caxeHen ([Tucemo om 23 urons 1888 2.). Mo atomy
Bonpocy netom 1888 rosa BHOBb NocnesoBana nepenncka reHepan-rybepHaTopa

C onekou, opopmaeHNEe JOBEPEHHOCTEN Ha caenkM B TallkeHTe 1 T. 4. B ntore cocegHmne
y4acTkuy, NpUHaANeXxaBLUne OTCTaBHOMY NOAKOBHUKY MaeBy n CpeaHe-A3natckomy
KommepueckomMy 6aHKy, 6binm npnobpeTteHbl B okTabpe 1888 roga (Omuem).

MNoka WAn BbILLEONMCaHHbIe NPOLLeCChl, K CTPOUTENLCTBY ABOPLIA HE MPUCTYNanu.

22 Hos16ps 1888 roga Hukonan KOHCTaHTMHOBMY Hanmcan NMMCbMO CBOEW MaTepy,
BENNKOW KHArnHe AnekcaHape VlocndoBHe, B KOTOPOM, B YaCTHOCTH, COObLLMA

O CBOEM >eJlaHWM NMOCTPOUTb YaCOBHIO «B NaMATb YyAecHoro nibasneHuns Llapckoin
CeMbu», T. €. B MamMATb cnaceHnsa cembn AnekcaHapa lll npu KpyweHnn nmnepaTopckoro
noesza y ctaHumm bopku 17 oktabps 1888 roga. CTpouTb YacOBHH BEANKNIN KHA3b
npeanonaran «Ha HOBOM MoeM MecTte npotns Nocndo-reopruesckon Liepksy,

rae 6ydem cmpoumecs (Kypcme Mot — O. M.) ans MeHs gom» ([Tucemo om 22 Hos6ps
1888 2.). 3T cnoBa NOATBEPXKAAIOT TO, UTO B KOHLe 1888 rosa 3emnsa nog aAsoped, bbina
y>e KynaeHa (yyactok Mynbliwesa Haxoanacs Hanpotue Nocndo-FeoprmeBckon LepPKBY,
Ha MPOTMBOMONOXHOW el cTopoHe COBOPHON yAnLbl), HO CTPOUTENbHbIE PaboThl eLle
He HaYyMHaNUCb.

Ha cerogHsawHmi aeHb paboyas 4OKYMEHTaLMA No CTPOUTENBCTBY ABOPLA
He HaizeHa, 1 MOTOMY AaTbl Hayana Y OKOHYaHWUA CTPOUTE/IbHbIX PaboT MOXHO Ha3BaTb
MNWb NpubansnTtenbHo. Tem He MeHee Ha OCHOBE OBHapYy>XeHHbIX ZOKYMEHTOB MOXHO
TOYHO CKa3aTb, YTO OHM HaYaNnCb He paHblue KoHua 1888 roaa (yumTbiBas 3MMHUIA
nepuvoa, MOXHO NPeanoN0OXUTb, UTO He paHbLue BecHbl 1889 roaa), a 3akoHUMANCH
Ha pybexxe 1890 n 1891 rr. B. C. leiHUeAbMaH B OAHOM U3 LUTUPYEMbBIX HUXKE AOKNAA0B
reHepan-rybepHatopy (ot 1 Hoabps 1890 roga) nmcan o ABOPLE BEANKOTO KHA3S
Kak O «CTposLemMcsa», a B Apyrom (ot 15 maa 1893 roaa) — kak 0 «BbICTPOEHHOM
3 roga Hazag». Ewe oaHO nt06OMBITHOE CBUAETENBCTBO COAEPKMTCA B MPOLLEHNN,
HanncaHHOM Ha Ums maTepu Hukonas KOHCTaHTMHOBMYA BENNKOWN KHATMHU AnekcaHapbl
NocndoBHbI OTCTaBHbIM yHTep-oduLuepoM I. . JlaryTUHbIM, CAY>XMBLUMM Y BEANKOTO
KHA3a B TawkeHTe. JlaryTnH nuwert, uyto «B 1889 n 1890 rogax cay>xun a AeCATHUKOM
npw noctpoike goma Ero BeicouecTtBa B TalLKeHTe, B YEM M JaHO MHE OT rpaXAaHCKoro
NHXXeHepa lelHuenbMaHa yaoctosepeHme 22 mapta 1891 roga» (MpoweHue). Cymmnpys
npuBeAeHHble CBUAETENbCTBA, MOXHO 3aKJHUUNTb, UTO CTPOUTENBLCTBO ABOPL,A HauYanochb
B nepsoii nonosumHe 1889 roga v 3akoH4YMNock 3umon 1890-1891 rr.

PaboTbl No ctpouTenbcTBy ABOpLA, No pewenunto H. O. PozeHbaxa, Beancb nogpasHbIM
cnocobom. Mogpsaaumkom b BbibpaH Heknin M. K. MakcMMoBMY, KOTOPBIA CnipaBuacs
C paboToM XOPOLIO M B faNbHENLLEM MONYYM 3aKa3 Ha CTPOUTENBCTBO LiepKBeM
B Nnocesikax, 06pa3oBaHHbIX BEJIMKUM KHA3eM B FonogHon ctenu (Omuem).

MpoekT ABOpLa, COCTaBNEHHbIN [enHLensMaHoM B 1887 rosy v cornacoBaHHbIN
AnekcaHapowm lll, cogep>xunT pucyHoK rnaBHoro dacaja 34aHua 1 napagHoro ABopa
nepes HUM, reHepasbHbI NAaH PacnoNOXeHUA CTPOEHNI 1N 30HMPOBaHUA TeppPUTOPUN
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Ha «MecTe [ynbileBa», NaaHbl MOMELLLEHWI XMA0TO 1 NOABANbHOIO 3TaXew, a Takxe
H60KOBOW pa3pe3 BHYTPEHHUX MOMELLEHUI XUA0ro 3Taxa ([poekm dsopya) (cm. puc. 2).
HecmoTps Ha TO, UTO MeXAy 3TUM NPOEKTOM 1 34aHNeM, KOTOpoe BblI0 NOCTPOEHO

B 1889-1891 rr., nmetoTCA CyLeCTBEHHbIE OTANYMSA, OH, 3@ HeumeHneM 6onee No3gHeu
paboyen fJOKyMeHTaLUK, CYXXUT HaM CeroHA OTMPaBHON TOYKOW A8 NMOHWMaHWS ero
CTUANCTUKW, NAAHUPOBKM U GYHKLMOHaNa MOMELLEHNI.

Puc. 2. ®acaa aBopua. V3 npoekTa, coctaBneHHoro B. C. TeiHuenbmaHom B 1887 r.
WNctounuk: PTUA, CankT-TMetepbypr. ®oHg 1282, onuvck 3, geno 1025, anct 110.

Ecam roBopuTtb 0 NaaHMpoBKe ABOpPLA U NPUAEratoLLE TEPPUTOPUN, MPEANOXKEHHOM
B MPOeKTe, TO Mpexae Bcero bpocaetcs B r/1a3a ee 3aKpbITOCTb OT OKPY>KaroLLero mmpa
(c™m. puc. 3). Cam gBopeLl, npeanaranocb CTponTb B Gopme Kape € OTKPbITbIM BHYTPEHHUM
ABOPVIKOM (Ha nMaaHe: «OTKpbITas Teppaca») 1 0bpallleHHOW K HeMy ranepeei
(Ha NnaHe: «kpbiTas Teppaca»), Yba rNyxas BHELIHAA CTeHA FPaHNYmnNa C COCEACKUM
yyacTtkoMm. Tepputopuio BOKPYT ABOpL,a NpeAsaraaoch Npy NOMOLLM CTEH Pa3jenunTb
Ha MPAMOYro/ibHblE YYaCTKMN C Pa3NyHbIM GYHKLMOHANOM: «MapajHblli ABOP
C KnymbamMm», «x039MCKUI ABOP», «4EPHBIV ABOP», «Caf» N «KynaibHO». Bokpyr
BCEN TeppUTOpUM BO3BOAMNACE KAMEHHasA 1 MeTasan4veckas orpaja.

[laHHaa nnaHMpoBKa HEBOJILHO HAaNMOMWHAET O TOW MHCTPYKLMM NO obpaLleHmto
¢ Hnkonaem KoHctaHTMHOBMYEM, KOTOpas bbia NpucnaHa TypKeCcTaHCKUM BAACTAM
n3 CaHkT-lNeTepbypra no cnyyaro nepemelLeHnsa «aBrycreniuero 601bHOro» B TalLKeHT.
CornacHo 3TON UHCTPYKLIMM BEIMKOMY KHA3F0 «BO3OPaHANOCh BCAKOE CHOLLEHWE
C MeCTHbIMU YPO>XKEHLLaMWN Kpas» 1 NPeAnnCbiBaNOCh OBLWATLCA «HE MHaye Kak MeXAay
nvuamm, n3BectHbiMKn eHepan-fybepHatopy» (Mpoekm uHcmpykyuu). He noanexxumr
COMHeHWto, YTo MenHuenbmaH obcy>xgan NaaHMPOBKY ABOPLA M y4acTka He TONbKO
C nx ByayLnM BAaZeNbLEM, HO U C reHepan-rybepHatopom Po3eHbaxom, 1 nociesHu
Aan apxXUTeKTOpY onpejeneHHble peKoMeHAaLnu.

MNMomeLLeHNA NepBoOro 3Taxa ABOpLia YeTKO AeNNNCh Ha ABe NOJIOBUHbI OTHOCUTENbHO
LleHTpanbHOW OCK 3A4aHuA. 3anajHasa NoJIOBUHA — XWaas, C IMYHBIMU NMOKOAMM XO35MHa
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Puc. 3. TeHepanbHbIN MAaH ABOpLA U NpUAeratoLLei TEPPUTOPUN.
M3 npoekTa, coctaBneHHoro B. C. leliHuenbmaHom B 1887 r. VicTouHwmk:
PIrUVA, CankT-TMeTtepbypr. oHg 1282, onuck 3, geno, 1025, avct 110.

ABOpUa 1 ero cynpyru. BoctouHas — napagHas, C NoOMeLLeHNsMU, NpeAHa3HauYeHHbIMU
ANS NprYeMa rocten n BU3nMTepoB. B LeHTpanbHOM YacTy, 3a BeCTMOoeM, LOMXKHbI 6blan
Pa3MEeCTUTBLCS «aBaH3a/l» U «My3eln» — KybMUHaLUs NapajHbIX MHTEPbEPOB, «CepALe»
asopua (cMm. puc. 4).
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Puc. 4. MnaH xxumnoro 3taxa geopua. V13 npoekTa, coctaBieHHOro
B. C. TeriHuenbmarHom B 1887 r. Nctounuk: PTNA, CaHkT-MeTepbypr.
®oHp 1282, onuck 3, aeno 1025, anct 110.
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Hannune Ha nnaHe 1887 roaa «My3enHbIx» 3a/710B 3aC/y>XKMBAET OTAENbHOIO
BHMMaHMA. HECOMHEHHO, UTO 3Ta naesa NpuHagnexana NM4yHo Hukonaro
KoHcTaHTMHOBWMUY, KOTOPLIN B KOPOTKMIA nepuog ¢ 1870 no 1874 roa, HayaBLUMIACS
BCTYM/JEHNEM UM B COBEPLLUEHHONIETUE U 3aBEPLUMBLLNIACSA NPU3HAHWEM €ro
AyLeBHOB0NbHBIM W BbICbINKOW 13 CaHKT-INeTepbypra, oueHb akTUBHO NprobpeTan
npounsseseHna nckycctea B Poccum n B EBpone, 6oabluas yacTb KOTOPbIX 3aTeM Oblia
nepenpasneHa B TawkeHT. B CaHkT-MNeTepbypre BeNMKMI KHA3b OKa3blBa NMOALEPIKKY
O6LecTBY NOOLLPEHUA XYJ0XKECTB, XXEPTBYS MY AeHbIM 1 NpuobpeTas KapTUHbI
C ero BbicTaBok (KnenHmmxenb 62). Takum 06pa3om, posib MeLieHaTa bblla 3Hakoma
eMy C FOHOCTW. YTO KacaeTca yCTpoKrCTBa My3ed B COBCTBEHHOM AoMe, TO Ana Hukonas
KoHcTaHTMHOBWYaA 3TO 6bIN0, MOXHO CKa3aTb, CEMENHOWN TPaANLMEN: ero oTel, BEINKUIA
KHA3b KOHCTaHTUH Hnkonaesuny, B 1872 rogy opraHn3oBan B UX NaBAOBCKOM ABOpLE
My3el NPON3BEAEHN APEBHErO UCKYCCTBA, B 1876 rosy — KapTUHHYHO rasepeto,

a Kk ctonetuio MNaenoscka B 1877 rogy 06beANHNUA 3TN SKCNO3MLUN B eAnHbI «My3ein
npov3BeseHWI APEeBHErO NCKYCCTBa M KAPTUHHYIO ranepero», n3gan ero Katanor

W CAenan ero OoTKpbITbIM A/ nocellenna nybavkon (Pa3gobypavHa 47). FOHbIN Hukona
CTan NOMoOJIHATb NAaBNOBCKME KOANEKLMNW, KaK TOIbKO AOCTUT ABaALLATUAETMA U MONYUNI
BO3MOXHOCTb PacnopaXXaTbCa CBOMM JIMYHbBIM €XeroAHbIM KanuTaaoMm, BblaenaeMbiM
JenaptameHToMm Yaenos (cMm. puc. 5).

(\/

01/3 4b3'b »‘AV%

T

Puc. 5. Pazpes My3eMHOro n apyrvx napajHblx 3a10B. VI3 NpoeKkTa, COCTaBIeHHOTO
B. C. TeiHuenbmaHoM B 1887 r. VictouHuk: PTUIA, CaHkT-TeTepbypr. PoHg 1282,
onuck 3, geno 1025, anct 110.

B panbHeliwem Hukonan KOHCTaHTMHOBWY YacTo Ha3blBasl B Mepenncke CBOH
TalLKEHTCKYH pe3naeHunto «asopeL, ¢ My3seem». Kak BuaHo 13 npoekta 1887 roaa,
BENNKUI KHA3b M3HAYalbHO HaMepeBaca caenaTb My3ei ee yactbro. OH TakxKe Xenan,
yTOb6bI MOCNE CMEPTH €ro U CyNpPyrn ABOPEL, BMeCTe C Konekumen bbin nepesaH
rocyapcTBy U LENNKOM MPeBpaLLeH B XyA0XeCTBEHHbIN My3el. OUueHb ACHO 3TO XenaHune
BbICKa3aHO KHA3eM B Heboabwom nucbme oT 14 Hoabpsa 1908 roga, agpecoBaHHOM ero
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cynpyre H. A. VickaHgep: «...Haw TalukeHTCKMI ABOpeL, ¢ TpeMsa GAUrensiMu i XXenaro
3aBellaTb Bam nnMUHO, 4TO6bLI, CornacHo Halwemy obuiemy ¢ Bamu xenaHuto, oH, nocse
Bac n meHs, nepewen B FocysapcTBEHHYHO COHCTBEHHOCTb CO BCEMW HAXOAALLMMUCH

B HEM BELLAMW, KapTUHaMK, CTaTysIMK, Kak “XyZo>KecTBeHHbI My3elt”...» (Mucemo

om 14 Hoabps 1908 2.). B cBoem 3aBewaHnm oT 12 aekabps 1917 roga Hukonamn
KOHCTaHTMHOBWY BCE CBOE ABUXXMMOE U HEABUXMMOE MMYLLECTBO OCTaBUA

B NMOXW3HeHHoe BnageHue H. A. VickaHzaep ¢ TeM, UTobbl NOC/Ie ee CMepPTU OHO NePEeLLo
B COBCTBEHHOCTb TallKkeHTCKOro YHusepcuteTa (3asewaHue). MOXHO NpeAnonoXnTb,
yTO Takoe H6s1aroBONEHME BENNKOTO KHA3A K YHUBEPCUTETY BO3HUKIO B pe3y/bTaTte
6113KOro 06LLeHMS C OAHUM U3 ero OCHoBaTeslen — apxmTekTopoMm . M. CBapryeBCKUM.

CpaBHeHMe NTOroBoW NIaHNUPOBKM ABOPLA U yyacTka ¢ naaHoMm 1887 roga
MOKa3bIBaeT, YTO B CUJIY KaKMX-TO MPUYMH, CAMOW NPaBAoNoA0OHOM U3 KOTOPbIX
NnpeACTaBASETC HEXBATKa BblAe/E€HHbIX ONEKOWN CPeACTB, eliHLeNbMaHy, PpyKOBOAMBLLEMY
CTPOUTENBCTBOM, MPULLAOCH YMEHbLINTL OOLLYHO NAOLWajb 34aHNSA U BCAeACTBME 3TOrO
MOJIHOCTbIO OTKA3aTbCA OT HEKOTOPbIX MOMELLEHN 1 NepeMecTuTb apyrue. Mpexae
BCEro oTkasa/incb OT NOCTPONKM 34aHusA B GopMe Kape: 6okoBble dacasbl CTaan Kopoue,
McUe3nn BHYTPEHHWIN ABOPUK U 3aKpbiTas Teppaca. BMecTo apnctokpaTnyeckomn XxXunaom
MONIOBUHbI NOSABUINCE CKPOMHbIE «KBAaPTUPbI» Ha BTOPOM 3Taxke BAO/1b 3aNafHOro
1 BOCTOYHOro dacaso.. 3anaHble anapTaMeHTbl 3aHAN BEJIKUA KHA3b, @ BOCTOYHbIE —
ero cynpyra.

Wtorn ctpountennctea 1889-1891 rr. He cooTBeTCTBOBaAN KakK Uaee apncToKpaTMYecKoro
CEMENHOro COXUTENBCTBA, 3a/I0KEHHOW B NpoekTe [eliHLebMaHa, Tak U Ayxy
NpPaBUTENbCTBEHHbIX NHCTPYKLMIA, PernaMeHTUPOBAaBLLMX 3aKPbITOCTb XXU3HM
BE/NINKOro KHA34 B TypkectaHe. Mano Toro 4to camo 3aHune CTano NpoHULaeMbIM
AN NOCTOPOHHMX B3MA40B C ABYX CTOPOH, Tak eLle 1 npuaeraroLwas K Hemy Tepputopus
ocTanacb 6e3 pasfenuntesnbHbIX CTEH U BHELLHEN orpajbl.

Ha camoi paHHel 13 n3BecTHbIX cerogHsa doTorpaduii ABopLia, CAeNaHHON
aMepUKaHCKUMW nyTelecTBeHHMKaMun T. AaneHoM u B. 3axTaebeHom 31mon
1891-1892 rr. (Allen and Sachtleben 121), Mmbl BUAMM HeZlaBHO NOCTPOEHHbIV ABOpeL,

Ha OrOJEHHOM y4acTKe, 3aCaXXeHHOM peAKMMU MOAOAbIMU AepeBLamMu (CM. puc. 6).
Hwn naHaycoB ans nogbesaa skunaxew, HU GOHTaHa, HX MapKOBOW CKYNbNTYpbI

elle He noasuaock. dotorpadum, caenaHHole o 1906 roga, CBUAETENLCTBYHOT O TOM,
4TO W MeTananyeckas orpaza, U naHayc ¢ 6antoCcTpason 1 AByMs napaMu CKyabnTyp
O/IeHel Ha NocTaMeHTax, 1 MpamopHas durypa ATnaHTa, Aep>Kallero Ha nievax
HebeCHbI CBOZA, MOABMANCH B pe3yibTaTe BTOPOro 3Tana CTPOUTENbHbIX M PEMOHTHbIX
paboT, HauaBweroca B 1906 rogy, no Bo3BpaleHnn Hukonas KOHCTaHTUHOBWYA

B TalLKeHT Noc/e BbIHYXAEHHOro NATUAETHEro OTCYTCTBUSA (CM. puc. 7).

HekoTopble n3meHeHns B NpoekT enHuenbMaHa MOriv 6biTb B MpoLiecce
CTPOUTENbCTBA BHECEHbI MO XENaHWIO BENVNKOTO KHA3A: TaK, Hanpumep, CI0XHO
NpPeAnoNoXUTb, UTO KTO-HMOYb KPOME HErO MOT MPUHATL PeLLEHMEe O NePEeHOCe XNUbIX
anapTaMeHTOB B H0/1ee YeM CKPOMHbIe MOMeLLeHMA BTOPOro staxka. OgHako apyrve
n3MeHeHna 6e3yCcNoBHO ABAANNCE HEAOAENKAMU U LUAN BPa3pe3 C NOXeNaHNAMU XO3a1Ha
asopua. O6 3ToM cBuaeTenscTByeT nepenuvcka. B koHue 1890 roga, To ecTb B nepuog,
3aBepLUeHNs CTpouTeNbCTBa, Hkonan KOHCTaHTMHOBMY COCTaBWI 3aMnmnCKy COCTOALLEMY
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Puc. 6. Bug Ha BenmkokHsxeckuii gsopel,. KoHer, 1891 — Hayano 1892 .
®otorpadus n3 kHUrn AnneHa n 3axtnebera, humus.livejournal.com/4860157.html.
[ata goctyna 1 mapta 2025.

Puc. 7. Bug Ha BEIMKOKHSXXeCKU ABopeL, co CTOPOoHbl COBOPHOM yauLbl.
®oto fo 1906 r. NictouHmk: ApxmB AreHTCTBa KyAbTypHOro Hacneams Pecnybankum
Y3bekucraH.
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npu Hem NonkoBHKKY H. ®. lybpoBuHy, cobmnpasluemycs exaTb B CaHKT-NeTepbypr,

B KOTOPOW OTAE/NbHbIM MYHKTOM NMPOCKA ero NoxoAaTanCTBOBaTb Nepes onekou

«06 oTnycke No cmeTe apxuTekTopa eriHuenbMaHa HeOBXOAMMOW CyMMbl A1 OKOHYaHMA
HOBOTO ,OMa, @ MMEHHO: YCTPOMCTBa peLLeTKW, BOAOMPOBOAA C BAHHON N GOHTaHOM

(c durypon HentyHa), 2-x HalleH A5 4acoB C KypaHTamK, 3UMHErO caja rnepes AOMOM,
NPWKYMKK coceaHux mecT: MounceeBa, Myses, ViBaHoBa v ['pasHoBon» (3anucka).

[lencTBUTENBHO, BO ABOPLE HE Bbl0 YCTPOEHO HU 3N1EKTPUYECKOTO OCBELLLEHNS,

HW BOZOMPOBOAA; He bbina baaroyctpoeHa npuaeraroas Tepputopus, Ha KOTopown
NMOMWMO cafa U pOoHTaHa AOMKHbI 6bIM BbITb MOCTPOEHbI XO3ANCTBEHHbIE «CYXObI»
N KBAPTUPbI 411 CAY>KaLLMX Npu ABOpLLe 1L, TeM He MeHee oneka AOMNOHUTENbHbIX
CPeACTB He BbIAENWA, N AaNbHeNlee 61aroyCTPONCTBO TaLLKEHTCKOM pe3naeHLmnmn
Hukonas KoHcTaHTUHOBMYa Havanock anwb cnycta 15 net, B 1906-1907 rr.
MNMoppobHOCTAM AaHHOro 3Tana byaeT NocBALWeHa oTAeNbHaA Nybankaums.

Ob6paTtnmca Tenepb K CTUANCTUYECKUM PeLLEHVAM B OTAe/Ke ABOpPLA U ero
NHTepbepoB. Kak 1 B cayyae ¢ N1aHWPOBKOW, Mbl BUANM CYLLLECTBEHHbIE PACXOXAEHMA
mexay npoektom 1887 roga 1 dakTnyeckn NoCcTpoeHHbIM 3gaHnemM. C Hallen
TOYUKM 3PEHMA, 3TO BOBCE HE CBUAETENLCTBYET MPOTUB TOrO, YTO aBTOPOM OCHOBHbIX
XYAOXKECTBEHHBIX pelleHni Ha Bcex aTanax 6bin B. C. leHUenbMaH. B noatBepxxaeHne
CBOEM TOUKW 3peHns 0bpaTMMCA K TBOPUECKOMY METOZY 3TOTo apXmMTeKkTopa.

Bo-nepBbiX, HAMOMHWM, UTO peLleHre NpuBaeYdb lerHLenbMaHa K paboTe
HaZ NpoeKTUPOBaHMEM N CTPOUTENLCTBOM ABOpPLIA NPUHAAEeXaNo reHepan-rybepHaTopy
Po3eHbaxy. VIHbIMW cioBamu, 3TO BbINO YNCTO aAMUHUCTPATUBHOE pelueHue. Mepes
apxuTekTOpoM Oblnia MOCTaBAEHa AennKaTHas 3ajada: OH A0/KeH Bbl NOCTPOUTL AOM,
KOTOpPbIA yAOBNETBOPUA Obl BEANKOTO KHSA35, HO B TO XK€ BPEMS He BO3BbICUA Obl ero
Ype3MepHO B r/1a3ax OKPY>KatoLLMX, He cTan Bbl TPUTTEPOM ero Ierko Bo36yxaaeMbix
aMbunLmi. BbllieynoMaHyTas MHCTPYKLMA MO 0bpaLLeHnto C «aBrycTenwnm 60abHbIM»
TpeboBana OTHOCUTLCA K HEMY KaK K YaCTHOMY 1LY, @ He KaK K NpeaCTaBUTesto
nmnepatopckon damuamm. Bece 3To yumTbiBaNOCh BAACTAMU NP BbIBOpe apxmTekTopa
M NPV NOCTaHOBKE eMy 3ajauMu.

FenHueNbMaH N3BECTEH Npexae BCEro Kak apXMTeKTop MU CTPOUTENb Pa3INUHbIX
rocyAapcTBEHHbIX yupexaeHuii B TawkeHTe: PeasbHoro yunauua, FocysapcTBeHHOro
6aHka, Cnaco-lNpeobpaxeHckoro cobopa 1 T. 4. Bo3BeseHne nogobHbIX 34aHMI
TpeboBano NpaBMAbHOIrO NOHMMaHMUA NX QYHKLMOHaNa N odULManbHOro CTaTyca,
TEXHMYECKOW rPaMOTHOCTUN U 3HaHNA 0COBeHHOCTeN pervoHa. lerHuenbMaH
nepeyvncaeHHbIMN KoMneTeHumnammn 6e3ycnoBHO obnagan. B To xe Bpemsa ero Tsopuyeckme
ambuunn 6b11m BECbMa OrpaHUYEHHbIMU.

LleHHas nHdopMaumsa o ToMm, kak paboTtan FenHLenbMaH, a TakKe ero CO6CTBEHHbIe
OMUCaHNA BEMKOKHSAXECKOTO ABOPLLA COAEPXKATCA B apXMBHbIX AenaX, CBA3aHHbIX
C npoekTnpoBaHnem nm B 1890-x rogax HOBOWM pe3nAEHLMM A8 TYPKECTAHCKOrO
reHepan-rybepHatopa. B H1x coxpaHuance noapobHble goknasbl eHLebMaHa,
aApecoBaHHble reHepan-rybepHatopy A. b. BpeBcKOMY (CMEHMBLUEMY Ha 3TOMN AONXKHOCTU
H. O. Po3eHbaxa oceHbto 1889 r.), Npn KOTOPOM LUNO OBCYyXKAEHNE 3TOrO CTPOUTENLCTBA.

Bckope nocne Ha3HaueHus BpeBckoro 6bin NOAHAT BOMPOC O MOCTPOViKe HOBOTO
AOMa Ans reHepan-rybepHaTopa Kak anbTepHaTNBe AOPOroCcToALEeMY PEMOHTY CTapou
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pesnaeHumu. [eriHLuenbMaHy 6b110 NOPYyYEHO COCTaBUTb MPOEKT U CMETy MOCTPOMKM
M cAenaTb BbIBOJ O ee LienecoobpasHocTu. B cBoem goknage reHepan-rybepHaTopy
oT 1 Hos6ps 1890 roga oH nuweT: «CTOMMOCTb YACTOBOM OTAENKM 3aBUCUT NPAMO
OT CTeNeHU NPOYHOCTU U U3ALWLHOCTYK ee. [pegnonaras HeboraTyto, HO LOBOJIbHO
CONMAHYIO U MPUANYHYIO OTAENKY (MPenMYLLLECTBEHHO AepeBSAHHbIE MOTOKW,
LUITYYHbIe 1 NapKeTHble MOJbl, 06AeNKa YacTbto HM3a CTEH AePEBAHHBIMUN NaHENSAMY,
LeHTpasbHOe OTOMAEeHME B NapajHblX 3a1ax U NeYHOe — B XXWJIbIX MOKOAX, CTEHbI YaCTbHO
OKpaLleHHbIE, YaCTbtO OKJEEHHbIE MPOYHbIMU 0H60SMM, NECTHMLLBI YACTbIO YYTyHHbIE,
YacTbto fepeBsAHHbIe, ABOWMHbIE HeMcKkMe CTeKNA), TO CTOMMOCTb 34aHWsA, N0 npuMmepy
cmposwezocs doma 014 Beaukozo KHaza (kypcve Mot — O. M.), MOXHO onpeaenvTb
B 75 py6nen 3a kyb. cax...» (Joks1ad om 1 Hosbps 1890 2.).

MockonbKy NpoLecc CoriacoBaHuna CTPOUTENbCTBa r'ybepHaTopckoro goma 6o ele
6osee 3ab6tOpOKpPaTU3MPOBaH, YEM BO3BEAEHWNE AOMA /1A «aBrycTeniiero 60bHOro»,
[leN0 pacTAHYNOCh Ha HECKObKO NeT. HakoHel, BecHor 1893 roga NnpoekT, COCTaB/EHHbIN
FenHuenbMaHoM ([Tpoekm Hogo20 doma), bbln HanpaB/ieH Ha cornacoBaHWe B [NaBHbIN
wrtab B CaHkT-lMeTepbypre. B goknase reHepan-rybepHatopy ot 15 masa 1893 roza
apXuTEKTOp, AEeTalbHO MOACHAA CBOW NMPOEKT, BHOBb OMUCHIBAET ABOPEL, BENNKOTO
KHA34: «CTOMMOCTb HOBOTO JOMa — MOXHO OMpeAennTb No 3CKn3y, coobpaxasncb
CO CTOMMOCTbIO 8bICMPOEHHO020 3 200a moMy Hazad doma 015 Beaukozo KHaza Hukonas
KoHcmaHmuHosu4a (xkypcus mon — O. M.) B TalukeHTe.

Zlom smom no muny ceoemy cogepuwieHHO NOXOX HA NPoekMupyemebll, mo ecme umeem
makou xe caod4amelli N008A U NPUMEPHO MAKYH e 8bICOMY KOMHAmM U ¢pacadHsix
yacmed, BHympeHHss omaesika e2o makas, Kak no Moemy MHeHuro belia 6l nodxodsawas
0n1a doma leHepan-lybepHamopa, a UMeHHO: NOJIbl WMYy4YHble 4Hacmeko U3 meepobix NOPOO;
naHesu, 08epHele U OKOHHble 0MKOCbl — OepessHHO-ueHYamele; CMeopHsle 1emHue
U 3UMHUe nepenjiemsl; 1GKUPOBAHHbIE U NOJIUPOBAHHbIE 08epu; COMUOHbIE U U3AUjHbIE
npubopei; 08oliHble beMckue cmeksa; NOMOJIKU 4acmeto 0epesaHHble usauHoU pabomel,
4acmero WMykamypHsie ¢ 1eNHbIMU YKpaweHUAMU UU pacnucaHHsle N0 MaspumaHcku;,
kanopugepHoe omonsieHue 34/, hepedHel U 3UMHUX cados, U ne4YHoe omonsieHue 8 XUJ/bix
nokosx (kypcus moun — O. M.)» (Jokaad om 15 mas 1893 2.).

34ecb nepes HaMu Kak HasBy BO3HMKaeT ABopel, Hukonasa KOHCTaHTMHOBWYA
N ero HTepPbEpPbI: 3a/bl, OTAENaHHble GUAEHYATBIMU U NaKUPOBAHHBIMWN AEPEBSAHHBIMU
naHenaMu, 1 Takme e MeXKOMHaTHble BepU C MaCCUBHBIMU METANNNYECKMMN PyYKamu;
NOTO/IKN — NINBO LUITYKaTypPHbIE C NEMHUHOW, MO0 AepeBAHHbIE KECCOHHbIE, HEKOTOpPbIE —
pacnucaHHble B BOCTOYHOM cTune. JobaBum Kk 3Tomy 13 goknaga 1890 roaa
Ha/sMume YyryHHbIX U AePEBAHHbIX NECTHUL, U CTEHbI, YaCTUYHO OKPaLLEHHble
No WwTyKaTypke, YaCTMUYHO — ObK/IeeHHble 060aMM, 1 MONYUYNUM AOCTaTOYHO NOAHYHO
KapTMHY BEINKOKHAXECKOTrO OMa, COXPaHUBLLYHOCS MO Cel AeHb.

MNpuBeaeHHbIe LUTaTbl CBUAETENLCTBYET O €4MHOM noaxoze lelHuenbMaHa K oTaenke
rybepHaTopCcKOro 1 BENMKOKHAXECKOTO JOMOB: OHa BMAeNacb eMy «Heboraton,

HO AOBOJIbHO COIMAHOW M NPUANYHOW». [laHHOe BUAEHWE MMENO COBEPLLUEHHO
OYEBUAHYH NMOJUTUYECKYHD CYLLLHOCTb: YNHOBHWKY, BO3r/1aBAsIBLUEMY HEOOYCTPOEHHbIN
MOrpaHNYHbIV Kpai, paBHO Kak W CCbIIbBHOMY YNeHY MMMEePaTOPCKON ceMby, He nogobano
XWNTb B POCKOLLUM, OAHAKO CNefoBano 6AHCTU CBETCKME MPUANYNS.
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B 3TOM napaanrme ctuab 34aHUA Urpan BTOpocTeneHHyro ponb. Pacag,
rybepHaTopckoro fgoma leriHLenbMaH Nno XenaHuto Bpesckoro ncnosHmn
B MaBpUTaHCKOM cTune. Kak 6bin0 cka3aHo Bbllle, MPOEKT 3TOT Hbln HanpaBaeH
B neTepOyprcknin MnaBHbIV WTab, rae 6611 paccMoTpeH VIHXXeHepHbIM KOMUTETOM
1 oTnpae/ieH 06paTHO B TaLLKEHT C HEKOTOPbIMY 3aMedaHnaMn. Cpeam Hux 6bino
1 3aMeyaHue 0 6eHOCTUN Hapy>XHOW OTAeNKN foMa. Ha 3To elHuenbMaH Hanmcan
reHepan-rybepHaTopy cnegytrowiee: «Beuay atoro, caenaHbl HekoTopble gobaBneHua
K 3CKM3Y, COCTOALLME, FNaBHbIM 06pa3oM, B BO3BbILLIEHUW NOpTana 1 yrioB 34aHuA
n B JO06aBNEHNN HEKOTOPbIX yKpalueHui. Cnabble CTpoUTeNbHbIE CPeACTBa Kpas efBa
21 NO3BONAT BbINONHEHNE 6bonee 6oratoro dpacasa. HevmeHne B HacTosLee Bpems
[,0CTaTOYHOrO KONNMYECTBa YepTexkel MOCTPOEK B MaBPUTAHCKOM CTUAE OTPa3nioch
Ha oTaenke dacasa. B pacnopsxkeHnn coctaButens NpoekTa MMeNnch, rnaBHbIM 06pa3om,
onybavkoBaHHble B “3oauem” yeptexxn Tudauncckoro Teatpa (apxmtektopa Lpetepa)

n npoekTa ans MNetepbyprckon cmHaroru (apxutektopa LLanowHunkoBsa)... Ans geTanbHoOwm
pa3paboTku NpULWIOCH Bbl BbIMMCaTb HEKOTOPbIE N3A4aHNA U BOCMONb30BaTbCA UMW,
no Mepe cun 1 cnocobHocTu» (MoscHUMenbHAA 3anucka).

310 06bACHEHME MOXET BbIrNAAETb YANBUTENbHBIM A8 TeX, KTO NpeAcTaBaseT cebe
POCCUICKMX apXUTeKTOpOB, paboTaBLumx B TypkectaHe B koHLe XIX Beka, cBOBOAHbIMM
1 aMbMLMO3HbIMU TBOPLLAMW. B AeCTBUTENIBHOCTM XXe OHW Bblan rocyAapCTBEHHbIMM
CAy>almmu, nepes KoTopbIMWU CTaBMAacCh 3ajava CTPOUTb HAZEXHO M HeAOPOro v Npwu
3TOM «COANAHO N NpUAnNYHO» (Joksnad om 1 Hosbps 1890 2.). HeT HMYero yanBMUTENBHOTO
B TOM, YTO OHW BAOXHOBASANCE MPOEKTaMM CTONIMYHBIX apPXUTEKTOPOB, KOTOPbIE 3a4aBanu
MOZy B OTeYEeCTBEHHOW apXUTEKTYpe, LWMPOKO 3aMMCTBOBa/IM M3 HUX, MOMYTHO ajanTupys
NX K MECTHbIM YCIOBMAM, U OTKPBLITO 06CYy>KAanmn 3T0 CO CBOMMM 3aka3umkaMu.

Mcnonb3oBaHuWe Tak Ha3biBaeMbIX yYBpaXew, T. . COOPHMKOB PUCYHKOB, FpaBtop,
yepTexewu, B KauecTBe 06pa3LOB AN CO34aHNA HOBbIX MPOM3BEAEHNI LLMPOKO
npumMeHanocb B Poccnm XIX Beka B caMbliX pa3HbIX BUAAX NCKYCCTBA: OT apXUTEKTYpbl
[0 KoHoNWcK 1 toBeanpHoro gena. OcobeHHoe 3HauveHne anponpuaumns obpasLos,
B3ATbIX M3 NOA0OHbLIX NCTOYHMKOB, NpUobpena B KOHTEKCTe NCTOPU3Ma, NpesnoaarasLlero
BOCCO3/aHMe N KOMBMHMPOBaHME B COBPEMEHHbBIX MOCTPOMKAX 3NEMEHTOB NCTOPUYECKMX
CTUNEW — OT TOTUKM A0 POKOKO, OT APEBHEETNMNETCKOro CTUAA A0 MaBPUTaHCKOro. XXypHan
«3044Mi», ynoMrHaeMblv [eMHLEeNbMaHOM B €ro foknaje, nigasancs [Netepbyprckum
0bLEeCcTBOM apXmUTEKTOPOB HaunHasa ¢ 1872 roga. B Hem neyatanncb cBeAeHMA O HOBbIX,
Hanbosee MHTEPECHbIX C XyAOXECTBEHHOW Y TEXHNUECKOW TOYEK 3PEHNS MOCTPOMKaAX,
ny6A1MKOBaANCb KOHKYPCHbIE MPOeKTbl, COObLLANNCh NOCAeAHNE HOBOCTU U3 MMpa
apXUTEKTYpbl. HECOMHEHHO, YTO 3TOT XXYpPHas, MIHOCTPUPOBAHHbIV Kak YepHO-6enbiMn
PUCYHKaMK, TaK ¥ LIBETHbIMW AUTOrPadUAMMU, CNY>KMA HE TONbKO UCTOUYHUKOM 3HaHWW,

HO 1 yBpaXXeM AJi1 MHOTMX COBPEMEHHbIX EMY apXUTEKTOPOB.

Ecnun dacag rybepHaTopckoro goma B npoekTe eliHLe/bMaHa MMEeET siBHble
NPW3HaKN MaBPUTAHCKOrO CTUAA, TO ero NpoekT dacasa BEMKOKHAXKECKOro ABOPLa
CBOVM Z1eKOPOM HanmoMWHaEeT COBPEMEHHbIE MY MOCTPOMKMN B CTUE «HALMOHANbHOTO
pPOMaHT13Ma», TO eCTb B PYCCKOM CTuAe. ECTb y 3TUX ABYX 34aHWA 1 obLwme yepTbl:
06a OHWN CUMMETPUYHbIE OTHOCUTE/IbHO LIEHTPaNbHOM OCK, OAHO3TaXKHbIe, UMEIOT
BbICOKUI Y MaCCMBHbIV LIeHTPaNbHbI 06bEeM C BXOAHbLIM MOPTaIoOM U ABa HOKOBbIX
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pusanmta. Oba dpacaga 06AMLOBaHbI HEOLITYKATYPEHHbIM KMPNNYOM ABYX Pa3HbIX
OTTEHKOB, KOTOpblE, YepeaysAch, CO34at0T OTIMYaIOLLMeCa NO TOHY rOPU30HTa/bHbIe
nonockl. FeHLeNbMaH NOACHAET, YUTO «MECTHbIN KMPNUY MMEET LiBET CEPOBaTO-XXeNTbIN,
APYrov LBeT KpaCHOBATbIM, MOXHO AOCTUTHYTb MPUMECBIO K IMHE OXpPbl, KOTOpas
JelweBo gobasnsetca Ha mecTe» (Jokaad om 15 mas 1893 2. 38). 'ybepHaTopckuin pacas
6onee nakoHNYeH u CTpor, «beseH», COracHO XxapakTepucTuKe cneumannctos MasHoro
wraba, HO B TO Xe BpeMa bosee ymecTeH AN pe3vaeHLUN FNaBHOro JOMKHOCTHOMO nua
Kpas. BeankokHsaxeckni xxe dacas, HanpoTuB, N306uayeT 4eKOpaTUBHBIMU INEMEHTaMMU,
XapaKTepHbIMUN ANS PYCCKON apXUTEKTYPHOM IKNEKTUKM BTOPOW NonoBuHbI XIX Beka,

n bonee LuenecoobpaseH A9 YaCTHOWN pe3ngeHLMN.

[Bopeu, nocTpoeHHsbii B 1889-1891 rr., 0TIMYAETCS OT BbILLIEONNCAHHbIX MPOEKTOB
SIBHbIM TATOTEHMEM K CTUAAM CpeAHEBEKOBOM EBPOMbI, K POMaHCKOW U rOTUYECKOW
apxuTekType. B To Xe BpemMsa OH coXxpaHsAeT BCe Te Xe paLnMOHaANCTCKne YepThbl
(CMMMETPUYHBIN OAHO3TaXHbIN HeoLITYKaTypeHHbIA dacas, GraHKMpPOBaHHbIN Mo 6okam
pu3annTammn) 1 gaxe NpUyMHoOXaeT ux — Tak, GacagHble apoyHble OKHa C TPUANCTHUKAMM
13 npoekta 1887 rosa MeHAOTCA Ha OrPOMHbIE OKHa C JIy4YKOBbIMW apkamu. [oasaeHne
NOCNeLHUNX, CKopee BCero, bbi10 06yCI0BAEHO YCTPOMCTBOM B ABYX OO/bLUNX CUMMETPUYHBIX
3anax no 6okam OT BeCTMHHONA 3MMHUX CaA0B, KOTOPbIM TpeboBanacb MakcuMasbHas
OCBeLLEeHHOCTb (B NnaHMpoBke 1887 roga 3MMHUI Caj HaXOAUACS B 3a4HEN YacTu
BOCTOYHOW MOJIOBUHbI ABOPLIA, KOTOPYHO «COKPATUAM» MPU CTPOUTENLCTBE).

Bce Tpu paccmoTpeHHbIX pacasa — ABopua B npoekTe 1887 r., aBOpLa, NOCTPOEHHOrO
B 1889-1891 rr., n rybepHaTtopckoro goma B npoekte 1893 r. — o6beanHAET OAMH
W TOT XK€ PaLMOHANNCTCKUI NMOAXOA apXUTEKTOpa K MPOCTPaHCTBEHHOW opraHm3aLmm
34,aHVIN 1 B TO XKe BpeMsA cBOboAHOe obpalleHre K pa3HbIM NCTOPUYECKMM CTUAAM,
CTUAN3ATOPCTBO, ABNAIOLLEEC OCHOBHbIM METOLOM apXUTEKTYPbl UCTOPU3MA.

Ha npumepe rybepHaTOpCcKOn pe3naeHuMmn Mbl BUAUM, YTO CTUAb 34aHKA BblbMpancs
3aKa34MKoM. BpeBckuii 3axoTen nMeTb pe3nseHLnio B MaBPUTaHCKOM CTue, a Hukonaw
KOHCTaHTMHOBWY, BEPOATHO, B UTOTe NpeAnoyen CTUANCTUKY CpesHeBEKOBOM EBponbl.
34ecb HaZlo OroBOPUTLCA, UTO YNOMUHAEMble CTUAW 3MOXM NCTOPU3Ma caMu No cebe
6bIAN ABNEHNAMN CUHTETUYECKUMMW: TaK, PYCCKUIA CTUNb OTANYANO0 <MCMONb30BaHNE
HapsAy C PYCCKMMU POMaHCKMX U BU3aHTUCKMX MOTUBOB» (bepTaw 196),

a MaBpPUTaHCKWM — 6bIa, MO CyTn, cobrpaTtenbHbIM Ha3BaHWEM ANA CMHTe3a apabckoro,
NepcuacKoro 1 Apyrux BOCTOUHbIX CTUNEN.

NHTepecHo, UTO Ccpean nccaesoBaTtenen, MMcaBLUNX O ABOPLE, CIOXMNAACh TPaZNLMA
cumTaTh NPOOHBPaA3OM BEIMKOKHAXECKOTO ABOpPLIA OANH U3BECTHbIN NPOEKT 34aHus
B pycckom ctune. Tak, Hanpumep, . P. AcaToBa nuLLeT, Y4TO «Npu NPOeKTUPOBaHUM
ABOpPLA, Kak OTMeYann CoBpeMeHHNKY, bbina B3ATa 3a OCHOBY pa3paboTka akaszemuka
®. XapnamoBa “lom pycckoro noconbcrea B AnoHmmn”...» (294). 310 npeanonoxeHve
npeaACTaBAfeTCcA OWMOOYHbBIM, HO NMPWU 3TOM MMELLMM NpPaBuabHbINA BekTop. [eno
B TOM, YTO ynoMaAHyTbIN NpoekT ®. C. XapsamoBa HeCKO/bKO pa3 nybankosancs,

B TOM umcie B 1875 rogy, B XypHane-cbopHuke yBpaxern «MoTUBbI PyCCKON
apxuTekTypbl», n3gasasLluemcs B CaHkT-lNeTepbypre («[loM pycCKOro nocosibCTBa»)

(c™m. puc. 8). Kak y>xe oTMeuanoch Bbllle, YyBPaXKu Urpaan 60abLLyH0 POib B TBOPYECKOM
npoLiecce TakKMX apxMTeKTOPOB, Kak [erHLenbMaH, 1 OH HaBepHsAKa Obln 3HaKOM
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Puc. 8. lom pycckoro noconbctsa B AinoHuun. ®acaa. Apxutektop ®. C. Xapnamos.
McTouHmK: «[Jom pycckoro nocosbCtea B AANoHWM». Momusasl pycckoli apxumekmypei,
1875, nuctbl 23-27.

C cofep>kaHneM 3Toro XypHana. Hago ckasatb, UTO MOMUMO NpoeKTa XapnamoBa,
B «MOTMBax» MOXHO BCTPETUTb MPOEKTbl KNPMNUHbIX 3arOPOAHbIX JOMOB, KOTOpPbIE,
Ha HaL B3rnaa, 6onee cxoxm ¢ ABOpLOM B TawkeHTe. OfHaKO BCe OHW, BK/IOYaS
MOCONBCTBO, UMEIOT MPPErYASPHYHO MIAHMPOBKY M 3TUM OT/IMYALOTCA U OT ABOPLa,
nocTpoeHHoro leliHLenbMaHoM, 1 OT ero npoekToB gsopua (1887) n rybepHaTopckoro
Aoma (1893).

ObpalueHue leHLeNbMaHa K MaTepranam, onybamMKoBaHHbIM B XXypHane
«3044NN», HAXOANT CBOE NMOATBEPXKAEHNE B MHTEPbEPHBIX pelleHnsax gsopLa Hukonas
KoHcTraHTMHOBMYa. Cpean NapajHbix 3a10B ABOPLA BbIAENAKOTCA HECKObKO NOMELLEHW,
BbIPa3nTeNbHO OPOPMAEHHbBIX B Pa3HbIX MCTOPUYECKMX CTUAAX. Peub naet o AByx
YrN0BbIX 3a/1aX CO CBOAYATLIMM MOTO/NKaMWN B BOKOBbIX pU3annTax — «<MaBpPUTaHCKOM»
(B TepMunHONOrnm leiHLieIbMaHa 1 ero COBPEMEHHNKOB) KabrHeTe 1 roTMYeckou
FOCTUHOW, a Tak>Xe O MapajHOM CTOJI0BOM, KOTOpasi O4HOBPEMEHHO ABASAACH OAHUM
N3 TPeX «My3eMHbIX» 3a/10B, BMeLLaBLUNX O0/bLUYHO YacTb BEIMKOKHAXKECKOW KOANEKLIMM
nckyccTBa v ytBapu. Ha opopmieHmm 3Toin CTONOBOM Mbl OCTAHOBMMCS NOAPOOHO,
MOCKOJIbKY OHO Hauay4Llmnm obpa3om UANKOCTPUPYET TeE3NC 06 NCNONb30OBaHMM YBPaXKeN.

HaunHas ¢ nepBoro xe roga n3gaHusa «3og4ero», 1. e. ¢ 1872 r., n Ha NPOTAXEHNMU
HEeCKONbKMX IeT B HEM Mepuognyeckn nybankoBaancb Matepuanbl Mo CTPOUTENLCTBY
ABOpPLA BEJIMKOTO KHA35 Bragumupa AnekcangpoBuya. [JBopeL, 3TOT, NO Cel AeHb
yKpaLlarowmin 1sopLoByto HabepexxHyto B CaHkT-INeTepbypre, ctpouncs ¢ 1867 no 1872 roa
nog, pykoBoAcTBOM pekTopa iMnepatopckon Akazemun xyaoxkects npodeccopa
A. . PesaHoBa — OJHOTO 13 CaMbIX U3BECTHbIX U BAUATENIbHbIX PYCCKMX apXUTEKTOPOB
AaHHoro nepwoga. MNocrpoiike ABOpLA NPeALLEeCcTBOBAO TLATENIbHOE ero NPOEeKTMPOBaHWE,
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B KOTOPOM MpPUHMManuM yyactme takxxe apxmtektopsl B. A. Lpetep, N. C. KutHep
n A. J1. TyH. Hago 3amMeTuTb, UTO BCE NepeyncieHHble apXMTeKTOpPbl COCTaBAANM A4PO
MeTepbyprckoro obLecTBa apxMTeKTOPOB N MPUHUMANN AeaTeNbHOe yyacTue
B M3gaTenbcrBe «3o44ero». [lopey, Bragnmmpa AnekcaHapoBurya No3vLMoHMpoBanca
aBTOpaMU XypHana kak 06pasLOBbIA NMPUMEP U C TOUKN 3PEHUA CTUAUCTUYECKOTO
0dOpPMNEHNSA, N B OTHOLLEHUM MPUMEHEHHBIX B HEM CTPOUTENbHO-TEXHUYECKNX HOBALLUNA.

B oTHOWeHWM cTuna Bragummpckinin gBopel, ABASETCS OAHMM U3 CaMblX MPOAYMaHHbIX
W TLWATENbHO BbIMOJJIHEHHbIX MPON3BEAEHUI apPXUTEKTYPbI PYCCKOro NCTOPU3Ma.
B maptoBckom Homepe «3oa4ero» 3a 1872 rog 6bina onybankoBaHa 3ameTka,
NOCBSLLEHHAsA M3Pa3LOBbIM MeyaM, YCTaHOBJIEHHbIM BO ABOpLLE, paboTbl NO BHYTPEHHEN
oTAeNKe KOTOPOro Kak pa3 MoAXOAWUAN K 3aBepLUeHU0. ABTOP 3aMeTKM OnucbiBaeT
He TONbKO M3pa3LoBble NeYn, HO U AaeT ODLLYHO XapaKTepPUCTUKY ero MHTEPbEPOB:
«[puemHas, kabuHet, bubanoteka, bunnnapaHas — otTaenaHbl ¢ 60NbLIMM BKYCOM...
13 nokoeB BTOPOro 3Taxa ocobeHHOe BrneyvatieHne npomssoamT byayap
B MaBPWUTaHCKOM CTuJie, rocTuHas B ctune Jlrogosuka XVI... Mmanaa rotmyeckas ctosoBas
C YCTPOEHHbIM B HEW CpesHEBEKOBbIM KAMUHOM 13 BPEMEHCKOro KaMHs, C OKHamM,
B KOTOPbIX MOMECTATCA repbbl — rocyapCTBEHHbIN, LLapcTBytoLero fomMa PoMaHOBbIX
n Benvkoro kHa3a Bnagumupa AnekcaHapoBMYa, U HakOHeL, NapasHas CTo0Bas
B PYCCKOM CTUJIe, CTEHbI KOTOPOW YKpaLlatoTC N3006paXKeHAMU repoeB 13 PyCCKmnx
6b1IMH, paboTbl Npodeccopa BepelarnHa» («Ieyb Bo agBopLe» 44-45).

MocneaHee 13 NepeuncaeHHbIX BOPLIOBbIX MOMELLEHWI, «NapajHas CToN0Bas
B PYCCKOM CTU/E», Ha3biBaemas Takxke «/lyboBbIM 3an10M», CTana NpegMeToM 0CO6eHHO
NPWCTaNbHOrO BHUMaHWNA pejakunmn «3044ero», u B JanbHeNLEeM B XXypHane NoaBuUINCh
NPOEKTHblE PUCYHKM ee NHTepbepa. O3HaKOMIeHWE C 3TUMU ONy6ANKOBaHHbLIMU
MaTepuanamMu no3BOASET OAHO3HAYHO YTBEPXKAATb, UTO NapajHas CTON0Bas
Bnagumumpckoro geopua 6bina B3sTa lerHLenbMaHOM 3a OCHOBY NMpy 0QOpMIEHUN
cTonoBou Bo gBopLe Hukonas KoHctaHTUMHOBMYA (cM. puc. 9).

Puc. 9. CneBa — napagHas ctonoBas Banagummpckoro geopua
B CaHkT-leTepbypre, cnpaBa — napagHas ctososas Asopua Hukonas
KoHctaHTHOBMYa B TawkeHTe. Poto Muxamna OBUmHHMKOBA. 2024.
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Mpexae Bcero HpocaeTca B r1a3a CXOXeCTb YCTaHOBAEHHbIX B 06enX CTONOBbIX
KaMWHOB. M3pa3uoBoMy kaMuHy B «[lyboBom 3ane» Bragmmmpckoro gBopua nocBsLLeHa
nNpouMTMPOBaHHaA Bbille 3aMeTka B «3044eM». ABTOP 3aMeTKM OMWCbIBAET ero
cnesyolwmM obpasom: «...LiBeTHaa n3pasLoBas neub, C HEOObIKHOBEHHO MU3ALLHbBIM
N POCKOLLHBIM PUCYHKOM, CY>KUT CyLLLECTBEHHbIM YKpaLleHneM napagHou CTOJI0BOWA.
N3pa3uybl ana 3Ton neun caenatbl B Metepbypre r. boHadese. OpHaMeHTOBKA
Ha u3pasuax cnerka penbedHa, a NosMBa — pa3HbixX LBETOB, YTO COCTaBAAET efBa
2N He NepBbIV NPUMeEP, MO KpanHe Mepe, A He MOMHIO HMYero nogobHoro...» («Meub
BO ABopLe» 45).

[leNCcTBUTENBbHO, KAMWH, CO3AaHHbIN Ha VIMNepaTopckoM CTEKO/IbHOM 3aBOje
B MacTtepckoli Jleononbao boHadese no pucyHkam A. V1. PesaHoBa, ABASETCA YHUKAbHBIM
npov3BejeHneM NHTEPbEePHOro Aekopa He TO/IbKO MO KayecTBY MCMONHEeHWS,

HO 1 no BaecTaLLe NPogyMaHHOMY cozep>KaTesibHOMY An3aliHy n3pasuoB. BepxHsas yactb
KaMnHa opopMaeHa KBagpaTHbIMM NANTKAMM C YepeayoWnMMIUCA B LLAXMATHOM NopsjkKe,
CTUNN30BaHHbIMU B AyXe PYCCKON OPHaMEHTUKN M306paXKeHNsMM MMNepaTopCKOm
KOPOHbI 1 ABYr1aBoOro opsa. B HMXHel yacTn kKamrHa K HUM J06aBaseTcs Takxe

nAnTKa C MOHOrpaMmown Bnagnmumpa AnekcaHapoBuya. Bce 3T1 Tpu gnsaiHa 6biam
ony6nKoBaHbl B «3044eM» B BUAE LIBETHbIX nTorpaduin («Jetanmn npasuam»).
FeHLLeNbMaH B TOYHOCTU CKOMMPOBas NepBble ABa ANs NpoekTa KaMnHa B CTOJOBOM
ABopua Hvkonas KOHCTaHTMHOBMYA, @ MOHOTPaMMy MOCAEAHEro, TakXKe CTUAN30BaHHYHO
NoZ APEBHEPYCCKYHO BA3b, BOCMPOWN3BEN Ha €ro Yra0BbIX KONOHHAX.

Mockonbky 06a KaMMHa COXPaHUANCh A0 HALUWX AHEW, Mbl UMEEM BO3MOXHOCTb
COMOCTaBUTb NX COBPEMeHHble doTorpadun n ybeamntscs B HECOMHEHHOM
NPOUCXOXAEHMM TaLLKEHTCKOrO KaMunHa oT netepbyprckoro (cMm. puc. 10). Camoe
e rnaBHOe pasnnume Mexzay HUMKN 3aKNHYaeTCca B TOM, UTO Y CTPOUTENEN TALLKEHTCKOro
ABOpLa He BblI0 BO3MOXHOCTM 3aKa3aTb NPOU3BOACTBO M3Pa3LLOBbIX MOJAUXPOMHbIX
NANTOK ANA AeKOPUPOBaHMA KaMuHa. [1oaToMy BMecTo 13pasLoB dacag kaMmHa
BO ABopue Hrkonasa KOHCTaHTMHOBMYA NOKPbLIT X MMUTALMEN N3 OKPaLLEHHOrO raHya.

BepxHsA YacCTb CTEH CTONIOBOM B TalLKEHTCKOM ZBOPLE TakXXe OTAeNaHa raHuyem,
UMUTUPYIOLLMM BEPTUKANBHO MOJIOXKEHHbIE AePEeBAHHbIE OCKN. Takom Xe npuem
ncnonb3oBaH 1 Pe3aHoBbIM B 0QOpPMAEHNIN CTEH NapaZHOM CTOIOBOW — OKpaLleHHas
noz Ay6 NOBEPXHOCTb CTEH U MHOTOUYMCIEHHbIE E€KOPATUBHbIE 3N1EMEHTbI CTEH U NMOTOJIKA
Ha caMOM fJene oTAenaHbl TMnCcoM, UMUTUPYHOLLUM AepeBO.

Ewie oaHMM xapakTepHbIM A1 PYCCKOrO CTUAS MPUEMOM BbIN0 NCNOb30BaHWE
B KayecTBe JeKOPaTUBHOrO 3/1eMeHTa Tak Ha3biBaeMbIX «X1€60CONbHbIX» N «3aCTONbHbIX»
NoCcNoBuUL, KOTOpPbIMUK BoraTta pycckas CioBecHasa Tpaanums: «Xneb sceMy ronosa»,

«Xyp 06es, konn xneba HeT» 1 T. 4. VIx 4acTo MOXHO YBUAETL Ha cepebpsiHOM nocyse
B PYCCKOM CTUe — KOBLUAx W BpaTuHax, KoTopble BO BTOpou nonosuHe XIX Beka
CNYXXUAW YKPpaLLEHWEM Ha CTONax N pacnpoCTpaHeHHbIM TUMOM AOPOrnxX NOAaPKOB.
Pe3aHOB yKpacma NocN0BULAMM, HauepTaHHbIMK PYCCKOM BA3bIO, GPW3 NOZ NOTONKOM
«/lyboBoro 3ana».

ToT e camblin NpuemM bbin NpUMeHeH leliHLebMaHOM B OTAesKe CToN0BOM Hukonas
KoHcTaHTMHOBMYa. Kak 1 BO BnagnMumpckom gBopug, 3TOT 3K30TUUECKNIA INEMEHT
AEeKopa CTONI0BOM He COXPaHWACA, OAHAKO Mbl BUAUM ero Ha ¢oTtorpadumsax 1930-x rogos.
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Puc. 10. CneBa — KaMWH B NapaAHOW CTOA0BOW ABopLa Hukonas
KoHcTaHTMHOBWYA, cnpaBa — KaMWH B MapajHou cToNoBon Bragummupckoro
asopua. Poto Muxanna OBunHHMKOBA. 2024.

O Hem Takke BcnomuHaeT M. E. MaccoH B cBoux Memyapax: «Bo BHyTpeHHel oTaenke
obpalanm Ha cebs BHUMaHWe Ha CTeHax CTOIOBOM KPacMBO Bbipe3aHHbIE MO NOTONKOM
CNaBAHCKOW BA3bIO HAANUCK C NPU3bIBaMU K 3aCTOJIbHOW BbINuUBKE: “Hapy nutb — 3apaBy
6bITh", “Obbluail ZOPOron — HaZo BbINUTL MO Apyron”, “"Yapka BUHa npubaBaseT unHa"

n ap.» (9).

ConocTaBieHNe 3TUX ABYX NHTEPbEPOB BO BagnMmnpckom m TalKeHTCKOM BOpLax
MO>HO 6b1710 6bl NPOAOMKMTL, OLHAKO Y>XKe CKa3aHHOro A0CTaTOYHO, YTObbI caenaTb
OuYeBUAHbIN BbIBOA: MeHLEeNbMaH N03avMCTBOBaN BCe OCHOBHbIE NAen oGopMeHus
napazHou cTonioBow Pe3aHoBa, ony6/IMKOBaHHble B «3044eM», U afanTUpoBas
MX K BO3MOXHOCTAIM CTposiLLerocs gsopua Hukonas KoHctaHTMHOBMYA. Ha Halw B3rasg,
3TO ABASAETCS apryMEHTOM B MOJb3y aBTOPCTBA MMEHHO [elHLenbMaHa, a He A. J1. berya,
KOTOpbIV, CKOpee BCero, noctapancs bbl co3zatb COHCTBEHHYH BEPCUIO UHTEpbepa
B PYCCKOM CTu/Ie.

B AaHHOM cTaTbe Mbl MOAPOBHO OCTAHOBUAUCH JIMLLL HA OAHOM MHTEPbEPE
BEJIMKOKHSXECKOro ABOPL,A, KOTOPbIA Hauay4LllMM 06pa3om Nno3BoaseT AaTb
XapaKTeEPUCTUKY ABOPLY KakK NMaMATHUKY apXUTEKTYpPbl PYCCKOTro UCTOPU3MA, a Takxke
NPOUANOCTPUPOBATL NPUHLMMBI PaboTbl ero cozzatenein. OTAeNbHOrO UCCNef0BaHMSA
3aC/yXXMBakOT «MaBPUTAHCKUI», TO eCTb OQOPMIEHHbIV B BOCTOYHOM CTW/E, KabUHET,
roTnyeckas rocTvHas, 3MMHUe CaZbl U 3abl, OTBEAEHHbIE NOA My3el. HECOMHEHHO, 1 cam
ABOPEL, N OKPY>KarOLLMIA ero napk co CKybATYPOR, 1 yLeneBLUnin Ganrenb JONXKHbI ObiTb
6onee rnyboKo M3yyeHbl Ha OCHOBE apPXMBHbIX JOKYMEHTOB Y CPAaBHUTE/IbHOTO UCTOPUKO-
apXWUTEKTYPHOTO aHaan3a.
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LN LTUPOBAHMS N6parumos, AmaH. «XKeHckoe ML CoBpeMeHHOro nckycctea KasaxcraHa
(Ha npumepe geatenbHocTn doHaa “Tan LWonnan”)». Saryn, 1. 13, N2 1, 2025,

c. 82-106. DOI: 10.59850/SARYN.13.1.2025.266.

KJ/IHOYEBBIE C/IOBA XYZOXeCTBEHHbIN npouecc KasaxcTaHa, XXeHLLMHbI-XYA0XKHWLbl, TBOPYECTBO,
KyNbTypHOe Hacneane, GoHA XyAOXHUKOB «TaH LLloanaH», BbicTaBka, CUMBONKA,
HauMoHabHble TpagMuuN.

BAArogAPHOCTU ABTOp BbipaxaeT 61aro4apHOCTb KOJIJIEram 3a NMOAAEPIKKY W LIEHHbIE COBETbI
B MpOoLecce HanmcaHus ctatbu. Takke aBTop Npu3HaTeneH peLieH3eHTam

3a X KOMMEHTapun U pekomeHgauunmn, Kotopble MOMOIIn ynyylnTb TEKCT.

OUHAHCUHOBAHME PaboTa BbiNO/sIHEHa B pamKax peanunsauumn npoekta rpaHta KomuteTta Hayku
MwuHucTepcTBa Hayku U Bbicllero obpasosaHuns Pecnybanku KasaxcraH PH

AP23488164 «TpagMLUMOHHOE 1 COBpPeMeHHOe NckyccTBO KasaxctaHa B dokyce
BW3yasibHbIX UCCNEL0BaHUIA: UKOHOrpadus, CeMUOTUKA U AUCKYPC».

AHHOTALMSA. B COBpEMEHHOM XyAOXECTBEHHOM npouecce KasaxcTaHa 0cA3aeMyHo pOib UFPaOT XKEHLWUHbI-
XYZAOXHWLbI, KOTOPbIE Yepe3 NPU3My CBOEro TBOPUECTBA PACKPbIBAtOT HOBbIE CMbIC/Ibl KY/IbTYPHOTO
Hacneams. VIx paboTbl OTpakatoT CTPeMNEHNE K COXPAHEHMIO N MePeOCMbICIEHNIO TPAANLMOHHBIX LLEHHOCTEN
B YC/IOBUAX r106aNbHbIX U3MEHEHWIA.

MaTepuranamm HaCTOALLErO NCCAEA0BaHNA CYy>KaT XYAOXKECTBEHHbIE MPOU3BEAEHUSA Ka3axCTaHCKMX XyAOXKHWLY
MexAyHapOAHOro He3aBUCMMOTO XKEHCKOTo GoHAA XyAOXKHMKOB «TaH LLlonnaH», npescraBaeHHble

Ha MexayHapogHoli BbicTaBke «XuTb, BEpUTb, NHOOUTb», MPUYPOUEHHOW K 25-n1eTuto GoHga. AHanuns
Npou3BeAeHWi, KOTOpble 3KCMOHMPOBANNChL Ha BbICTaBKe, MOKa3asl, YTO COBPEMEHHbIE Ka3axcTaHCKme
XYAOXKHWLbI aKTVUBHO 0bpaLLaroTCs K HaLMOHaNbHONM CUMBOANKE, GOPMUPYs HOBbIE BM3yasbHble 0bpa3bl

1 CMbIC/bL. B Mx paboTax NogHMMatoTCA BONPOCh CAMOBBLITHOCTY, POJIN XKEHLLMHbBI B O6LLECTBE, BEAETCSA
AManor HacToALero ¢ NPoLw/bIM. TBOpYeckoe NepeocMbICIeHVE HACeANA MPOUCXOAUT Yepes CMHTe3
TPaAVLMOHHBIX MOTVBOB U COBPEMEHHbIX TEXHUWK, YTO CMOCOBCTBYET CO3AaHNI0 YHUKANbHBIX MPOV3BEeAEHUN.

LLe.l'IbPO HacToAwero nccneaoBaHua ABAAETCA aHaaM3 TBOPYECTBA Ka3axCTaHCKUX XXEeHLWWNH-XYA0>KHNL, —
YNEHOB C')OHAa «TaH WonnaH» B npouecce coxpaHeHna 1 Taunm HaunoHa/ibHbIX KyNbTYPHbIX Tpa,D,VILI,VIVI

B yC/10BUAX BCQBO3paCTaPOLLI,eVI rno6am/|3au,v||/|. Bblnv ncnonb3oBaHbl Takme MeTO bl NCCnegoBaHuA, Kak
BVI3yaJ'IbeIl7I N CEMUOTUNYECKMIA aHaaus, KeIZC-aHaJ'IVIB, METO/J CPaBHUTE/IbHOIO aHan3a AN BblAB/€HNA O6LLI,I/IX
N YHUKa/IbHbIX YePT B TBOPYECKOM noaxoae K Co3gaHnio I'IpOI/IBBe,CI,eHVIVI MCKyCCTBa.

TBOPYECTBO XYAOXKHUL, UTPAET BaXKHYHO POJib B MPOLLECCe akTyanm3aLmn N COXpaHeHUs KyabTypPHOTo
Hacnepms KasaxcraHa. MpowvssegeHus yyactHUY, poHga «TaH LWonnaH» npeactaBastoT coboin He ToNbKO
nepeocMbIC/IeHNE HaLMIOHaNbHbIX TPAAWULMIA, HO 1 BHOCAT ONpeseneHHbIl BKnaz B popMupoBaHme
COBPEMEHHOTO f3blka OTEYECTBEHHOIO BW3YyaNbHOro UCKYCCTBa. MNepcnekTnBbl AasbHENLINX UCCNef0BaHUI
CBsA3aHbl C paclUMPEHNEM aHaNN3a APYTX XYAOXKECTBEHHbIX HAaNpaBAEHUI N MHULMATUB Ka3axCTaHCKMUX
XYZOXHWL,
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[IoVIEKCE3 YLUIH N6parumos, AmaH. «KasakcTaH 3amaHayun eHepiHiH aien 6eiHeci («TaH, LWonnaH»
KOPbIHbIH, KbI3MeTi MblcanbiHAa)». Saryn, 7. 13, N2 1, 2025, 82-106 6.
DOI: 10.59850/SARYN.13.1.2025.266. (OpbicLua)

TIPEK CO3/EP KasakcTaHHbIH, Ka3ipri 3amMaHfbl OHepi, aien cypeTLinep, WhifapMallbliblkK, MOAEHN
Mypa, «TaH, LonnaH» Kopbl, KepMe, CUMBOKA, YATTbIK A4SCTYPAEP.

AnsbiC ABTOp apinTecTepiHe KoAaybl MEH Makaa a3y 6apbICbIHAAFbI KYHAbI KEHECTepi
YLWiH anfbic Bingipesi. CoHpan-ak, aBTOp pPeELLEH3EHTTEpre onapAblH, Nikipaepi
MEH YCbIHbICTAPbI YLUIH PU3aLUbUIbIFbIH Bingipesi.

KAPXBIJIAHAbIPY 3eptTey KP fbinbiM XaHe xofapbl 6i1iM MUHWUCTPAIIHIH, FbIIbIM KOMUTETIHIH, FPaHTTbIK
>obacbkl AP23488164 «Ka3sakCTaHHbIH A9CTYPAi XXaHe Ka3ipri 3aMaHfbl eHepi BMU3yansbl
3epTTey/ep asacbiHAA: MKOHOrpadus, ceMmoTmrKa XaHe ANCKYpPC» LieHbepiHae >y3ere
acbIpbingbl.

AHAATNA. Ka3akcTaHHbIH Kasipri 3amaHfbl eHepiHAe avien cypeTilinep MaHbI3Abl pen atkapajsl, onap e3
LIbIfapMaLLbUIbIFbl apKbLIbl MBAEHM MypaHbIH XaHa MafbiHanapblH awaasbl. OnapabiH, XXyMbICTapbl XahaHgaHy
KesiHAe A9CTYpAi KYHAbUIbIKTapAbl CakTay MeH KaiTa KapacTblpyfa YMTbIIbICTbI GerHenensi.

3epTTeyain, MaTepuanbl peTiHae «TaH LLonnaH» KOpbIHbIH, Ka3akCTaHAblK CypeTLLiNepiHiH, Xaibikapabik,
«OMip CYpY, CEHY, CYHO...» KOPMECIHAE YCbIHbIIFaH KOPKEM TybIHAbINAaPbI KapacTbipbliagbl. COHAaN-ak,
ONapZAblH, WhblFapMaLlblablK TOCIIIHAEr OpTak XaHe e3reLle epekLIeniKTepAi aHbIKTay YLLUiH canblCTbipMabl
Tangay KongaHbinagbl.

«TaH LonnaH» KOpbIHbIH KepPMenepiHAe YCbIHbIIFaH XYMbICTapAbl Tanjay Kasipri 3aMaHfbl Ka3akCTaHAbIK
CypeTLUiNepaiH, YATTbIK CUMBOAVKaFa 6enceHai XyriHeTiHiH kepceTTi. Onap xaHa BU3yansbl beiiHenep

MeH MafblHanappl Kanbintactbipagpl. Lblrapmanapaa gapanbik, siensiH koramgarbl pesi xoHe oTKeHMeH
6ainaHbiC Macenenepi keTepinesi. MypaHsbl LWblfapMallblibIK TYPFblAaH KaiTa onnacTbipy AsCTypai MOTUBTEP
MeH 3aMaHayu TexHMKa CUHTEe3i apKbl/ibl Xy3ere acafbl, 6yn biperei TyblHAbINAP XacayFa MyMKiHZIK 6epegi.

Ocbl 3epTTeyaiH MakcaTbl — XahaHaaHy >kaffanblHAa YITTbIK MAEHW ASCTYPIEPSi CaKTay XoaHe TYCiHAIpY
TypFbICbIHAH «TaH LLlonnaH» KOpbIHbIH, Ka3akCTaHAblK a/ies CypeTLiNepiHiH, WhbiFapMallblUibiFbiH TanAay.
3epTTey KepceTKeHAeN, by aien cypeTLinepaiH, WhbiFapMallblibiFbl Ka3akcTaHHbIH, MageHV MypachiH
©3eKTeHAipy XaHe caKTay YAEpICiHAe MaHbI3gbl pen atkapagpl. «TaH LLosnaH» Kopbl MyLlenepiHiH, kKepkeM
TYbIHAbBINAPBI YATTbIK ASCTYPAEPAI KailTa onacTbipyMeH kaTtap, OTaHAbIK HeiHeney eHepiHiH, 3aMaHayw TiiHiH,
Ka/bInTacyblHa ©3 y/eciH kocyaa. bonaluak, 3epTTeysiep KasakcTaHAblK CypeTLinepain 6acka ga KepkeMaik
6afbITTapbl MeH HacTamanapbiH Tangayfa 6afbiTTanybl MyMKiH.
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This study was conducted within the framework of the grant project AR23488164
of the Committee of Science of the Ministry of Science and Higher Education of the Republic
of Kazakhstan, "Traditional and Contemporary Art of Kazakhstan in the Focus of Visual Studies:
Iconography, Semiotics, and Discourse".

ABSTRACT. Female artists play a significant role in Kazakhstan's contemporary art scene, revealing new
meanings of cultural heritage through their creative work. Their artworks reflect the desire to preserve
and reinterpret traditional values amidst global transformations.

The materials of the study include the artistic works of Kazakhstani female artists from the Tan Sholpan
Foundation, presented at the International Exhibition “To Live, Believe, Love.” A comparative analysis is also
applied to identify both common and unique features in their artistic approaches.

The review of artworks presented at the exhibition, organized by the Tan Sholpan Foundation, revealed
that contemporary Kazakhstani female artists actively engage with national symbolism, creating new visual
images and meanings. Their works explore themes of identity, the role of women in society, and dialogue
with the past. The creative reinterpretation of heritage occurs through the synthesis of traditional motifs
and modern techniques, contributing to the creation of unique artistic expressions.

The aim of this study is to analyze the artistic work of Kazakhstani female artists — members of the Tan
Sholpan Foundation —in the preservation and interpretation of national cultural traditions in the context
of increasing globalization.

The study confirms that the creative work of these women plays a vital role in the process of actualizing
and preserving Kazakhstan's cultural heritage. The artworks of Tan Sholpan Foundation members not
only reinterpret national traditions but also contribute significantly to shaping the modern language

of Kazakhstan's visual arts. Future study perspectives are related to expanding the analysis of other artistic
movements and initiatives among Kazakhstani female artists.
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BBEAEHWUE

B ycnoBuax rnobanmnsaumm n KybTypHbIX TpaHCPOPMaLMIA BOMPOChl COXPaHEHUA

N NepeoCMbICIEHNA KyIbTYPHOrO HacaeAna npnobpeTtaroT 0cobyro 3HaUNMMOCTb.
BusyanbHoe NCKYCCTBO UrpaeT KYEBYHO POJib B 3TOM MpoLLecce, BbiCTynas CpesiCcTBOM
nepeAauv TpaguLMIA N LEHHOCTER, a Takxke Ni1aTGopMoint Ad BOCMPUATUA KYAbTYPHOTrO
Hacneans yepes HOBble XyAoXeCTBeHHble dopMmbl (Pe3HnkoBa). B KasaxcraHe,
obnagatoem 6oratbiM NCTOPUKO-KYNbTYPHbBIM HacaeAneM, COBPEMEHHOE NCKYCCTBO
aKTVIBHO B3aMMOZEWCTBYET C TPaAULIMEN, NCMOb3YS HaLMOHa/bHble CMBOJIbI,
OpHaMeHTa/IbHble MOTUBbI U UcTOopUYeckmne obpasbl. Kak otmevaet E. Pe3HnkoBa,

«K KOHUy 1990-x rr. onpegennnacb cyTb peHOMeHa Nnoj Ha3BaHWeM “CoBpeMeHHoe
nckycctBo KasaxcraHa". Ero BaXkHOM YepToi 661710 OpraHNUYHOE B3aUMOAENCTBUE

C KyNIbTYPOW MPEXHMX 3MOX. XYAOXKHNKN CTPEMUINCE COeANHUTL APEBHOCTb

N COBPEMEHHOCTb, TPAANLIMN N NHHOBALIMK, a 38 CYET reonoNMTUYECKOTO MONOXKEHNA —
EBpony n A3no» (Pe3HnkoBa 96). 9To NoATBEepPXKAaeT TEHAEHLMIO K CMHTE3Yy MPOLLIOro
N HaCcTOALLLEro B XyA40XXeCTBEHHOM rnpoLiecce, cnocobcTeyroeMy GOpMUPOBaHNIO
HaLMOHaNbHON NAEHTUYHOCTN Yepes NCKYCCTBO.

B nocneaHwue roapl xxeHckoe NCKycCTBO B KasaxctaHe cTaHOBUTCA BCe Bonee 3aMeTHbIM
fIBNEeHNeM, OTpaxkas C0XHble MpoLecchl TpaHchopmaLmm obuyecTBa. XyAOXKHUL b
B CBOEM TBOPYECTBE OCMbIC/IAIOT TEMbI HALlMOHANbHOWN NAEHTUYHOCTH, KybTYPHOM
MamMATU N COLMaNbHOW POAN XXEHLUMHBI, Mpeanaras HoBble XyAOXKeCTBEHHbIe
NHTepnpeTaunmn TPaANLMOHHbIX CHOXKETOB.

Ocoboe mMecTo B 3TOM MpoLiecce 3aHMMaeT MeXayHapOAHbIA HE3aBUCKMbIA XXEHCKNI
bOHA XyA0XKHNKOB «TaH LLonnaH», KOTOpbIA Ha NPOTAXEHUM 25 NeT UrpaeT KNrYeBYyHO
POJb B Pa3BUTUM XEHCKOro nckycctea KasaxcraHa. «TaH LonanaH» o6begnHAeT cBbilwe
70 XyA0>XHWL, paboTaroLLMX B PA3NNUHbIX XXaHPaxX WU TEXHMKAX, U aKTUBHO NpoABUraeT
XEHCKOEe NCKYCCTBO Ha MeX/AyHapoAHOM ypoBHe. [leatenbHOCTb GOHAa HanpasaeHa
Ha COXpPaHeHVe N HOBOE MOHWUMaHWe HaLMOHAaNbHOrO Ky/IbTYPHOIO Hacneams, NoAAep KKy
MOJIOAbIX XYAOXHWLL, @ Tak>Ke NpOoBefeHne BbICTaBOK, CEMUHAPOB, peannsaumto
nccnefoBaTeNbCKUX NMPOEKTOB.

OaHako BKNAZ XXEeHLUMH-XYLO0XHWUL, B pa3BUTMe COBPEMEHHOIO Ka3axCTaHCKOro
NCKYCCTBa OCTaeTCs HeJOCTaTOUYHO M3yYeHHbIM. Bo3HnKaeT HeobxoammocTb 6onee
AEeTaNbHOro U3y4YeHNa NX TBOPYECTBA, POJIM B COXPAHEHUWN Ky/IbTYPHOIO Hacaeans
M CO3JaHNMN HOBbIX XYA0XeCTBEHHbIX KOHLeNnUMi («CoBpeMeHHbIe XXEHLLUMHbI F1a3amm
COBPEMEHHbIX XYLOXHUL»).

Llenbto HacToALWero nccaegoBaHusa ABNAETCA aHaAN3 TBOPYECTBA Ka3axCTaHCKNX
XKEHLWMNH-XYAOXHUL, — YneHoB ¢oHaa «TaH LLlonnaH» B npouecce coxpaHeHus
W MHTepnpeTaLMmn HauMOHaIbHbIX KYJIbTYPHbIX TPaANLMIA B YCNOBUAX rnobanmsaumn.
WNccnepoBaHme CKOHLEHTUPOBAHO Ha M3yUYeHUW MPOV3BeAEHNI, NPeACTaBAeHHbIX
Ha MexayHapoaHoW BbicTaBke «XXWTb, BEpUTb, NH0OUTL», KOTOpPas nNpoLuna
B [ocyaapcTtBeHHOM My3ee nckyccTB Pecnybamkm KasaxctaH nMmeHn AbblixaHa
KacteeBa (17 aHBaps — 9 ¢eBpans 2025)". OpraHmnzoBaHHas GOHAOM K CBOEMY
25-neTHeMy tobueto BbICTaBKa CTasa YHUKaAbHOW MNAaThopMOn ANa JeMOHCTpaLmnm

MHOFOO6pa3I/IFI TBOPYECKMX MOAXOA0B . .
1 [anee — locypapcTBeHHbIV My3el uckyccts PK nmenn
Ka3aXCTaHCKMNX >XXEHLMNH-XYAO0XHNL, AbbinxaHa Kacteesa.
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nx obpalleHnsa K HaLuMOHaNbHOW UAEHTUYHOCTU K MCTOPUYECKOW NamaTy,
NPOHNKHOBEHWSA B CYyTb TBOPYECKMNX MOWNCKOB N BKNaAa B COBPEMEHHOE UCKYCCTBO.
(«K 25-netno MexayHapoAHOro He3aBMCUMOTO XEHCKOro GoHAa XyA0XKHNKOB
“Tan WWonnan" oTkpbiBaeTca MexayHapoaHas BbicTaBka “XKuTb, BepuTb, NHOOUTL"»).

OB30P JINTEPATYPbI

CoBpeMeHHOe Ka3axCcTaHCKOe NCKYCCTBO aKTMBHO Pa3BMBaEeTCs B KOHTEKCTe
MEXKYNbTYPHOrO B3aMMOAENCTBUA N rN0b6anbHbIX TeHAeHUMA. OgHUM 13 3HaYMMBbIX
HanpaB/JeHWN ABNAETCA COXPaHeHWe 1 TpaHCHOPMaLMA HALMOHaAbHOrO Hacaeaus.

Kak oTmMeyaeTca B uccnesoBaHUsAX, MCNOb30OBaHWE TPAANLMOHHOW CUMBOJIMKMY,
OPHaMEHTOB U KY/NbTYPHbIX MOTUBOB OCTaeTCA BaXXHbIM 3/1EMEHTOM XY 0>KECTBEHHOTO
f3blka COBPEMEHHbIX MacTepoB. B 3ToM npoLecce 0cobyto poab UrpatoT XKEHLLMHbI-
XYAOXHWLbI, YbM PaboTbl He TO/ILKO MEePEOCMbICMBALOT Ky/bTYPHYH MNamaThb,

HO 1 GOPMUPYIOT HOBOE BOCMPUATUE HALMOHaNbHOW UaeHTUYHOCTU. Kak noguepkmBaeT
FanbiM AXMeAbAPOB, «CErOAHA Ka3axCTaHCKMe XyAO0XHULbl yBEPEHHO 3aaBAAIOT O cebe
Ha BeCb Mup. B nx uncne n macrep-xmsonucey, N'ynbmmpa Tenbrosmesa. Ee TBopuectso —
3TO <...> YMeloe coyeTaHue HaLMOHaAbHbIX 3/1IeMEHTOB C TPaANLMAMMN KNaCCUUYECKOM
XYAOXECTBEHHOW LKObI». PaboTbl XyAOXHMULbI TAPMOHNUYHO 06beANHAT «MU

N peanbHOCTb, PEBHOCTb M COBPEMEHHOCTb». ABTOP OTMeuYaeT, 4To OHa obnagaet
«COBCTBEHHbBIM BUAEHWEM U TBEPALIM NPEACTaBAEHNEM O TOM, YTO Takoe PoanHa»
(AxmeabsipoB). Takmm 0bpa3oMm, TBopUYecTBO ynbMUpbl TeNbro3MeBON HanpaBieHO

Ha COXpaHeHMWe M Pa3BUTME HALNOHANbHbIX KYJbTYPHbIX TPAAMLMIA Yepe3 NCKYCCTBO,
YTO AenaeT ee BKNAZ B KyNbTypHOe Hacieane 0COHEHHO LieHHbIM.

Kak otmeuaet Aca HypueBa B cTaTbe «3Haku U CMbIC/bl Ka3aXCKMX OPHAMEHTOB»,
Ka3axXCKme OpHaMeHTbl CoAep>KaT apxeTununyeckme MOTUBbI U CUMBOJIbI, 0603HavatoLLme
CTUXUN MUPO3AAHUSA, YTO CBUAETENBbCTBYET O ryOOKOWN CBA3WN C KYNbTYPHOWN
NAEHTUYHOCTBIO Hapogja. «B cBeTe npoueccoB rnobanmsaumm nHTepec K YHMKalbHbIM
TPaANLMOHHBIM BUAAM MCKYCCTBa He yracaeT!» (Hypuea). B 3Tom npouecce ocobyro posb
UrParOT XKEHLLMHbI-XYAOXHWLbI, Ybl PabOTbl MO3BONAIOT MHAYe B3MIAHYTb Ha KY/JbTYPHYHO
namsaTb 1 GOPMUPYIOT HOBOE BOCMPUATUE HALLMOHANIbHOW UAEHTUYHOCTH.

3TN UCcCeloBaHNA NOATBEPXKAAIOT, UTO COBPEMEHHOE Ka3axXxCTaHCKOe UCKYCCTBO
OAHOBPEMEHHO COXPaHAET TPAAMLMNOHHbIE MOTMBbI U NPeACTaBAsSET X B HOBOM
COLMaNbHOM U KyJbTYPHOM KOHTekcTe. COBpeMeHHble nccaegoBaTenn Takxe
aKLEHTUPYIOT BHMMaHWe Ha BAVAHUN NCKYCCTBa Ha GpOPMUPOBaHME TNYHOCTU U ero
obpa3zoBaTeNbHOM NoTeHLMaNe, 0COHEHHO B KOHTEKCTE B3aMMOAENCTBUA TPaAULMM
n HoBaTopcTBa. Tak, MNarBn BeHsnanHeH paccMaTpyBaeT po/ib COBPEMEHHOIO NUCKYCCTBA
Kak obyuatoLLero onbiTa, CNOCOBCTBYHOLLErO MOCTMXEHUIO KyIbTYPHOIO HacaeAna Yepes
BM3yasnbHble npakTuky (Venaldinen). Takon noaxos MOXeT 6biTb akTyaNeH U Ana aHau3a
TBOPYECTBA Ka3axXCTaHCKNX XYAOXHWUL, CTPEMALLNXCA NEPEOCMbICINTL HaLMOHa bHbIe
TPaaMLUMN Yepes XyA0XKeCTBEHHOE BbipaXeHue.

B ctatbe HaTtanbm Bonogesow n Aiirepum ArnbaeBoin noguepkmBaeTcs,
4TO TPAAMLIMOHHBIN KOCTHOM HapoZoB LleHTpanbHoW A3un aBasetca eHOMEHOM
[AEeKOPaTUBHO-MPUKNAAHOIO NCKYCCTBA M O6BEKTOM TBOPUYECKOrO NepeoCMbICIeHNS
B COBPEMEHHOM aun3alriHe. Kak 0OTMeuatoT aBTOpbIl, «MCMOIb30BaHNE TPAAULNOHHbIX
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3/1EMEHTOB B COBPEMEHHOM JM3alHe OfeX bl CBUAETENbCTBYET O CUHTE3E IOKANbHbIX
1 rnobanbHbix 06pa3oB, YTO AenaeT HaLuMOHaAbHYO KyAbTypy AMHAMUYHOW 1 afanTUBHOWM
K COBPEMEHHbIM XyA0XeCTBEHHbIM npoLeccam» (74). 3Tn ncciegoBaHnsa NOATBEPXKAALOT,
YTO XKEeHCKoe MCcKyccTBO LieHTpanbHoM A3um npescraBaseT cObon CMHTE3 0KaNbHbIX
n rnobanbHbIx 06pPa3oB, NO3BONAA XYAOXKHMKAM CO34aBaTb YHMKaNbHblE BU3YyaNbHble
bOopMbI 1 CMbICAbI.

OgzHako, HECMOTPA Ha PacTYLLUA MHTePeC K TeMe XXEHCKOrO UCKYCCTBa, B Hay4YHOW
NnTepaType ocTaeTcs HeAoCTaTOUYHO NPopaboTaHHbIM BOMPOC O €ro 3HaYeHUM
ANA COXPaHeHUA KyNbTYPHOro Hacneaus B yCnoBmax rnobannsauunn. BaxkHeim
MCTOYHNKOM ANA U3yYeHWNs 3TON Npobaembl ABAAKOTCA MaTepuasbl BbICTaBOK, B YaCTHOCTM
MexayHapoAHON BbiCTaBKN «KUTb, BEPUTb, IHOOUTb», OPraHM30BaHHON GOHAOM
«TaH WonnaH» («K 25-netuto...»). Taknm 0bpa3om, n3yyeHrie TBOPYECTBa Ka3axCTaHCKMX
XKEHLLMH-XYAOXHWL, ABNAETCA MNEepCneKkTUBHbIM HarnpaB/ieHNeM OTeYeCTBEHHOro
NCKYCCTBOBEAEHWA.

METOAbI NCCNEAOBAHUA

[ns BbINOAHEHWNA nccnesoBaHNA Obln NPUMEHEH KOMMIEKCHbIV NOAXOA, HanpaBaeHHbIN
Ha M3y4eHune 1 aHain3 XyAOXKeCTBEHHbIX Npoun3BeseHnit. OCHOBHbIM METOA0M
nccnesoBaHNA ABAAETCA BU3YyabHbI aHaAW3, KOTOPbIV NO3BOAET U3YUNTb
NPOun3BeAEHMA NCKYCCTBA HA YPOBHE MX KOMMO3ULMK, CTPYKTYPbl U LIBETOBOM raMMbl.
Bu3yanbHbIi aHann3 nomoraet 3adrKCcMpoBaTb OCOBEHHOCTN XYA0XECTBEHHOIO A3bIKa

1 BbIABUTb OT/IMUMTE/IbHbIE YEPTbl PABOT XKEHLLMH-XYAOXKHNL, BKAOYAA TEXHUKY
NCNONHEHWA, UCMONb3yeMble MaTepuanbl N BU3yanbHble 06pasbl. ITOT METOZ YacTo
NPUMEHAETCA A4 MHTepnpeTaumnm Npoun3BeAeH1I NCKYCCTBA, TakK Kak OH No3BosseT
BbIABUTb Kak OUYeBUAHbIE, TaK U CKPbITble 31eMEHTbI XyA0XKeCTBEHHOro 3ambicna (Rampley).

B KOHTekcTe cOBpeMEeHHOro Ka3axCTaHCKOro NCKYCCTBa BU3YyabHbIN aHau3
NCNONb3yeTCA ANA U3YUYEHMA TOTO, KaK XyAOXKHMULbI CO34at0T BU3yaibHble ANANOrn
MeXay Tpaanumen n CoBpeMeHHOCTbLo. Hanpumep, nccnegoBaHve NponsBeaeHuni,
npeAcTaBAeHHbIX Ha BbiCTaBke «KnTb, BEPUTb, NH06UTb», MOKa3ano, YTo MHOrme
aBTOPbl aKTMBHO 3KCMEPUMEHTUPYHOT C BU3YasibHbIMU GOpPMaMu, BKIKOYaAa couyeTaHne
HaLMOHaNbHOM CUMBOJIKM U COBPEMEHHbIX XYA0XECTBEHHbIX TEXHUK («K 25-neTnto...»).

Ocoboe BHMMaHWe yaenseTca NccnefoBaHNo CUMBOANKN TPAAULIMOHHbIX
Ka3aXCKMX OPHaMEHTOB 1 MX TpaHCchOopMaLMm B COBPEMEHHOM McKyccTBe. Hanpumep,
MCNO/b30BaHMe XXEHCKMX CUMBOJIOB (APEBO XW3HW, COTHLE, KOca) B paboTax XyAOXKHUL,
doHaa «TaH LWonnaH» noguepkmBaeT BaxkHOCTb CBA3M MEXAY XXEHLUMHOW U NPUPOAOW
B HaLMOHa/IbHOW Ky/IbType. ITW 3N1eMeHTbl 06pa3ytoT CBOe0bpasHbIN KyNbTyPHbIN KOZ,
KOTOPbIN MOXeT ObITb MHTEPNPETUPOBAH Kak BM3yasbHOE OTpaXKeHWe KOJNNEKTUBHOM
namaTu.

CeMMOTUYECKNI aHaNn3, NPeAsOXEHHbIN B paboTax YMHepTo IKO, OpUEHTUMPOBAH
Ha M3y4YeHne 3HaKOBbIX CUCTEM U KYJbTYPHbIX 3HAUEHWI B MPON3BEAEHUAX MCKYCCTBA
(Eco). 3T0T Nnoaxos NO3BOASAET BbIABUTb CMbICIOBbIE CBA3M MeEXAY CMMBOJIaMU, a TakxKe
nx ponb B GOPMUPOBaAHNN Ky/IbTYPHOTO AUCKypca. B npouecce nccnegosanms
Ka3axCTaHCKUX XyAOXHWL, JaHHbIA aHaan3 NOMOraeT NOHATb, Kak M3MEHAROTCS 3HaYeHUs
TPaAVLMOHHbBIX CUMBOJIOB B YCNOBUAX COBPEMEHHOTO KY/IbTYPHOIO KOHTEKCTA.
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MNprYMeHeHVe CeEMNONIOTMYECKOro NOAX0Aa B NCKYCCTBOBEAYECKUX NCCNef0BaHNAX
Takke noguyepkmBaetca B pabotax JltoTduite MékTaw Kas, rae aBTop paccmaTtpuBaet
3HaYeHne CeMNONIOTNN B UHTEPNPEeTaLMN NPOU3BEAEHMI UCKYCCTBa. B yacTHoCTY,
OTMEYaeTCs, UTO XyAOXKECTBEHHbIE 0OPa3bl ABAAKOTCA HOCUTENAMU KYAbTYPHBIX KOJOB,
KOTOpble HEOBX0AMMO pacwmndpoBbIBaTh B Npouecce aHanusa (Goktas Kaya). JaHHbIN
METOZLONOrMYECKMI NOAXOZA MO3BOASAET rybXe NOHATb CUMBOINKY U MKOHOTpaduo
B MPOU3BEAEHMAX Ka3aXCTaHCKNX XYAOXHWL, packpblBas UX KYyNbTypHbIE N UCTOpUYECKne
KOHTEKCTbI.

Mpown3BeseHna coBpeMeHHbIX XyAoXXHML, Ka3axctaHa MOryT 6bITb pacCMOTpPEHbI
KaK TeKCTbl, B KOTOPbIX 3aIMPPOBaHbl COOOLLEHNS O HALMOHANIbHOW NAEHTUYHOCTU
N KyNIbTYPHOW namsaTn. Hanpumep, B O4HOWN 13 cepuii paboT xyaoXKHMLbI XKamuan TakeH
MCNONb3yEeTCA MHOTOC/IOMHAaA CTPYKTypa 06pa3oB (cMm. puc. 1), cuMBOAM3MpYtOLLas
coefiHeHVEe NPOLLIOro N HaCTOALLLEro Yepes Tpajguunmn.

Puc. 1. Xamuns TakeH. «Oko». 2024. XoncTt, akpun. ®oto AmaHa 6parnmoBa
¢ MexayHapogHon BbicTaBku «)XuUTb, BEPUTb, NH06UTb» B FOCyAapCTBEHHOM
My3ee nckycctB PK nmenu AbbinxaHa Kacteesa, Anmatbl?.,

[ns BbIABNEHUS OTANUUTENBHBIX OCOBEHHOCTEN NOAXOA0B Pa3NNYHbIX aBTOPOB
NPUMEHANCA METOZ CPaBHUTENLHOIO aHaim3a. OH NO3BOJIMA CONOCTaBUTb MPOU3BEAEHWS,
npeAcTaBieHHble Ha BbiCTaBke «KuTb, BEpUTb, TH0OUTL», C ApYrMMK paboTaMm Xya0XKHWL,
LleHTpanbHoM A3nm n KazaxctaHa. CpaBHUTENbHbIV aHaAM3 NOKa3ai, YTo MHOrme
XYZAOXHULbI MCNOABL3YHOT CXOAHbIE TEMbl U CUMBOJIbI, HO MO-Pa3HOMY UHTEPNPEeTUPYHOT
NX B 3aBUCUMOCTW OT IMYHOIO U KyAbTYpHOro onbita («K 25-netunto...»).

B pamkax nccnesoBaHus TakxKe NPUMEHSICA KeNC-aHaans3, KOTOPbIA 3aKato4vancs
B A€Ta/lbHOM U3YUYeHUN KOHKPETHbIX PaboT, MOKa3aHHbIX Ha BbICTaBKe. ITOT METOZ
NO3BO/INA CKOHLEHTPUPOBATLCA Ha OTAENbHbIX MPOU3BEAEHUAX N NPOaHaAN3npoBaThb
NX C TOYKM 3peHmnsa BblOpaHHbIX MeToA0B. [ToaxoA Oka3anca NoAe3HbIM A4 BbiABAEHUS
YHUKa/IbHbIX YepT TBOPYECTBA KaXA0MN XyAOXHWLbI, TAKUX KaK UCMONb30BaHNe

CI'IGLWICI)VIL-IGCKI/IX TEXHUK
2 [lanee 6yayT yKasaHbl TOIbKO aBTOPbI NMPOU3BEAEHW,
Ha3BaHWs, pa3Mep 1 TeXHMKa UcnosHeHus. ®oTto — nnn nHaueulyaibHaa TpakToeka

TOrO e aBTopa. TPaAMLMOHHbIX 06pa3oB..
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PE3YNLTATbI UCCNEAOBAHMNA
CoBpeMeHHble Ka3axCTaHCKMe XyAOXXHWLbl NepeoCMbICANBAKOT KyAbTYpPHOE Hacieaune,
obpallanch K HaLMOHaAbHOW CUMBOANKE U TPAAMLIMOHHBIM 0bpa3aM, ajanTmpys
NX K COBPEMEHHOMY BMU3yaNbHOMY A3bIKY. VIX paboTbl CTAaHOBATCA OTpaXXeHMEeM
rNYOUHHBIX CBA3EM MEXAY MPOLLUbIM U HAaCTOALWMUM. TOT ANaNOr KybTyPHbIX KOAOB
1 BU3yasibHbIX TPAANLMIA OCOBEHHO APKO NPOSBAAETCS B MPOU3BEAEHUSAX,
npescTaBieHHbIX Ha MexXayHapoaHoN BbicTaBke «)XuTb, BEPUTb, THOOUTH».

K npumepy, X. TakeH B cBoel KapTvHe «TuwnHa» (2024) cosgaet raybokmi
BM3YyasibHbI 06pa3, oTpaxkarownin druaocodckme acnekTbl Kazaxckom KyabTypbl,
rae TULWLMHA M MOYaHue 3aHMMakoT ocoboe mecTo. B kazaxckon Tpagnumm MonyaHue
paccMaTpmMBaEeTCA Kak BaXHOe CPesCcTBO HeBepbaibHOW KOMMYHMKaLMK, Cnocob
nepegayv MHGopMaLmn 1 BbipaxKeHns yBaxkeHns (cM. puc. 2). Komnosumuma
KapTWHbl MOCTPOEHa BOKPYT LEeHTPaNbHOro 31eMeHTa — NapsLel B BO3Ayxe TKaHW,
CUMBOIM3NPYHOLLEN COCTOAHME BHYTPEHHErO MOKOSA 1 rapMoHMK. icnonb3oBaHme Tenabix
30/10TUCTO-OPaHXEBbIX TOHOB B COYETaHUN C rNyHOKMM CMHUM GOHOM co3aaeT
aTMochepy NepexofHOro BpeMeHM CyTOK, OTpaXkas MOMEHTbI CO3ePLaHNA Y MHTPOCNEKLMN.

Puc. 2. Xamuna TakeH. «TuwmnHa». 2024. Xonct, akpu.

B Ka3axckow Ky/abType TULLIMHA N MOJYaHWe YacTo acCOLMUPYHOTCA C MyAPOCTbIO
1 rnyboKMMK pasmblwneHnaMu. MonyaHe MOXeT CNy>XNTb CPeACTBOM COXpPaHEHMs
rapMoHuUM B 0bLLeHnn 1 cnocobom m3bexxatb HEHY>XXHbIX KOHPIMKTOB. Takmm
obpa3oM, kapTuHa «TuLMHa» He TONbKO NepeAaeT 3CTeTMYecKoe HaciaXaeHue,
HO 1 rybOKO yKOpeHeHa B KYJAbTYPHbIX 1 GUA0CODCKNX TPAANLMAX Ka3axCKOro Hapozaa,
nozyepknBas 3HaUMMOCTb BHYTPEHHEro Mmpa 1 AyxoBHOro banaHca. B pabotax XK. TakeH,
OCHOBaTeNbHULbI POHAA, HabatoAaeTCA NOMNbITKa CUHTE3MPOBaTb 06pa3bl MPOLLIOTrO
M HacTOSALLEero Yyepes KONOPUCTUYECKMNE N TEKCTYPHbIE PeLLeHNs, Co3aBas OLyLLeHne
MHOTFOC/OMHOCTM UCTOPUN. Takoe CTPEMAEHME K NEPEOCMBbICIEHUNIO KY/IbTYPHOrO
Hacneama yepes BM3yasbHble MeTapopbl HAXOANT NPOAOIKEHNE N B TBOPYECTBE APYrnX
y4acCTHWUL, BbICTaBKM.

B pabote Anrynb XakmmaHoBor «CHbl beribapsbica. Campyk» (2024) Mbl BUAUM
CMMBOIMYECKOE pa3MbillieHre 0 Mudax, UCTOPUN 1 JyXOBHOM noucke. Komnosumumsa
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KapTWHbI CTPOWTCS Ha B3aMMOAENCTBUM BYX 3epKaJlbHO PACrMONOXKEHHbIX UL,

KOTOpble HaXoAATCA B TECHOM BU3YyalbHOM M CMbICIOBOM KOHTaKTe. BuayanbHbli LIEHTP
KapTWHbl 3aHVMatOT ABa Yesl0BeYeCcknX Npodus, BbIMOJHEHHbIX B MAaBHbIX, MATKNX
NNHUAX, CO3Aat0LWLMX IPPEKT rapMOHMM 1 co3epLatenbHOCTU. OHM CIOBHO CAMBaKOTCA

C OKPY>KatoLWMM NPOCTPaAHCTBOM, CTAaHOBACH YacTbto 0bLLLei MUPONOTrnYecKon
CTPYKTYpbl. BHyTPEHHWI Ananor Mexay HUMK OTpaXkaeT KOHLLeNUMIO e4NHCTBA BPEMEH
¥ NPeeMCTBEHHOCTU TpaauLmii (cM. puc. 3). POH KapTUHbI BbIMOJHEH B TEMJIbIX 30/10TUCTO-
3e/1eHbIX 1 BUPIO30BbIX OTTEHKAX, YTO PopmUpyeT 3PPeKT CHOBUAEHNA 1 OTCbiNaeT

K NpeAcTaBieHmaM O 3arpobHOM MUpe, Mupe AyxOB 1 APeBHUX MUPOB. B komnosunumm
MOXHO 3aMeTUTb MeJiKue leKOPaTUBHbIE SNEMEHTbI, CPeAn KOTOPbIX JOMUHUPYHOT
OpHaMeHTaNbHble MOTUBbI, XapakTepHble AN TPAANLMOHHOIO Ka3axCKoro NCKyccTBa.
BepxHAs yacTb NOAOTHa yKpalleHa CMMBOJAaMM, HaNOMUHAOLWMMN peBHUE TFHOPKCKMe
3HaKW, YTO JOMOJIHUTENBHO NOAYEPKMBAET NCTOPUYECKYHO CBA3b PaboTbl C Ky/IbTYPHbIMM
kKopHamMKU. Ocoboe MecTo B KapTuHe 3aHMMaeT obpa3 nTuubl Campyk, KOTOpas B Ka3axCckou
MUPONOTUN CUMBONN3NPYET MYAPOCTb, 3aLLMTY U CBA3b C HOXeCTBEHHbIM. [1TULbI,
n306paxKeHHble MeXAay ABYMA MepCcoHaXKaMu, MOAYEPKUBAIOT JyXOBHbIV MOJET,
nyTelecTBne Mexay Mmpamu 1 nonck nctuHel. CornacHo mmney Campyk otknaabiBaet
AnL0 Ha agpese balriTepek, onMLLeTBOPAA Ha4ano HOBOTO XXN3HEHHOrO LiKaa 1 CBA3b
NpOLWAOro ¢ byaywnm. XyAoXKHULA TPAHCAVPYET 3Ty UAEH Yepes MArkue, Tekyume
dopmbl, co3gaBas 3ddeKT ABMXKEHMA U OJYXOTBOPEHHOCTU.

Puc. 3. Alirynb XakumkaHoBa. «CHbl benbapbica. Campyk». 2024. XoncT, Mmacsio.

PaboTa Tak>Xe COAePXXUT CKPbITble 31EMEHTbI CUMBOAWKW. LLlaxmaTHbIN y30p,
npeAcTaBaeHHbIN Ha rONI0BHbIX ybopax NepCcoHaXeln, MOXeT OTCbINaTh K Uee AyasbHOCTH
MUpa: CBET U TE€Hb, fleHb U HOUb, PeanbHOCTb U COH. CUMBOANYecKMe n3obpaxkeHns
COJIHLLA W crivpanert MOryT ObiTb MHTEPNPETUPOBaHbI Kak OTCbIIKW K APEBHUM THOPKCKUM
Ky/NbTaM HebeCHbIX CBETU N NX LIMKAMYHOCTU. Bce 3TO co3aaeT MHOroc/10MHOCTb
KOMMO3WLMK, MO3BONAA 3PUTENHO CaMOCTOATENbHO NOTrpyXaTtbca B dpunocodpckme
pa3Mbilwnenus. B uenom pabota A. XakvMM>XaHOBOW ABAAETCA MPUMEPOM XYAOXECTBEHHOTO
CVHTE3a MUPONOTNYECKMX N NCTOPUYECKMX MOTUBOB, NEPEOCMbICIEHHBIX B KOHTEKCTe
COBpPeMEeHHOW Xunsonucu. KaptnHa 4eMOHCTPUPYET He TONbKO r1yboKyHo CBA3b
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C HaUMOHaNbHbIMW TPaANLMAMM, HO U CTPEMIEHME XYAOXKHULbI OCMbICIUTD AyXOBHbIE
n punocodpckme acnekTbl Ka3axCKOW KyNbTypbl Yepes BU3yanbHblin 06pas.

TemaTvka KyNbTYPHOW MAEHTUYHOCTU U INYHBIX MEPEXUBaHMI NONyYaeT AabHelllee
pa3BUTME B MPOU3BEAEHUAX APYIMX YUACTHML, BbICTaBKM, Kaxzas 13 KOTOPbIX NO-CBOEMY
pacKpbIBaeT BaXkKHble acnekTbl Ka3axcKoro Hacaeams 1 coBpeMeHHocTu. PaboTbl CantaHat
CaznbekoBon 06beanHAET eAnHas TemMa XEHCKOro Havana 1 NpeeMcTBEHHOCTH
MOKONEHNN. XyAOXHMNLA Yepes CUMBOJINKY, LiBET 1 KOMMO3MLMIO NCCAeAyeT pa3NnyHble
acCneKTbl XXEHCKOrO CyLLLeCTBOBAHMA — OT FOHOCTU A0 MaTepPUHCTBA U CTapOCTU (CM. puC. 4).

Puc. 4. CantaHaT CagmbekoBa. «HOHOCTb». «Tpy BO3pacTa XeHLMHbI». «MaTepurHckas
Nrob60oBbx». 2024. XoncT, Macno.

Komnozununsa «HOHoctn» (2024) nocTpoeHa Ha AMHaMKKe CBET/bIX U APKUX LIBETOB.
Monogble AeByLIKKN, N306paxkeHHble B TPAAULMNOHHbIX Hapaaax, CMMBOIU3MPYHOT Hayano
>XKUM3HeHHOoro nyTn. OpHameHTaNbHble 31eMeHTbl Ha GOHe OTpaXkaroT CBA3b rePOUHb
C Ky/NIbTYPHbIM HacneaneM 1 HaunoHaAbHOW MAEHTUYHOCTLIO. LiBeToBas ramma,
COCTOSALLLAsA M3 roNy6bIX, PO30BbIX U OPaHXXEBbIX OTTEHKOB, MepeaaeT OLLyLeHMe CBEXEeCTH
N OXMAAHWA HOBbIX OTKPbITMIA. OBpa3 FOHOCTM CBSi3aH C MeuYTaMu, HaZeXA0n N YNCTOTOMN.

KaptuHa «Tpu Bo3pacTa XeHwuHbl» (2024) npeactaBaset TpU MOKONEHNA KEHLLMH,
KaXkZas 13 KOTOPbIX HAXOAUTCS Ha Pa3HOM CTaanM XXM3HEHHOro NyTn. CTapLuas XXeHLlmHa
CUMBONV3NPYET MYAPOCTb N HAKOMJEHHbIV XXWU3HEHHbIV OMbIT, CPEAHAR — 3PeNoCTb
N aKTUBHOE y4YacTue B XXU3HW, a MAaALaa — Havyano NyTh, HanoJAHeHHOe BONpocamum
n nonckamu. LleHTpanbHbIM CUMBOJIOM B KOMMO3ULIMW ABAAETCA CBETALLMNCA KPYT
Ha POHe, KOTOPbIA MOXET BbITb MHTEPNPETUPOBAH KaK CMMBOJ COMIHLA U BEYHOTO Kpyra
XKU3HWN. XYAOXKHMLA NCNOIb3YeT coYeTaHme 3010TbIX U KPacHbIX TOHOB, MOAYepKMnBasn
TOP>XXECTBEHHOCTb M 3HAYMMOCTb MOMEHTA.

Komno3sunuus pabotbl «MaTepuHckas nto6oBb» (2024) ctpontcs BOKpyr Gurypbl
MaTepu, obHMMatoLwer pebeHka. ITOT 0bpa3 Bonsowaet Temy 3ab0Tbl, 3aLLUThbI
n nepejayv TPaguLnn cnegyrowemy nokoseHnto. MaTb OKyTaHa CMHUM MOKPbIBaNOM,
yKpaLweHHbIM CMMBOJIMYECKMMW Y30PaMu, HAaNOMUHAKOLWMMKN APeBHME KOCMOIOTnYeckme
npeactaBaeHns. CMHWUI LBET 34eCb CMMBOIM3NPYET MYAPOCTb, BEYHOCTb M FTaPMOHMUIO.
Komnosnuus co3gaet cnokonHoe, yMUPOTBOPSHOLLLEE HACTPOEHWE, MoAYepKMBasn
Ba>XHOCTb MaTEPUHCTBA Kak OCHOBbI MPOAOIXKEHUSA XN3HN U KyNbTYpPbl.
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Bce Tpu KapTWHbI 4EMOHCTPUPYHOT BaXKHYHO POJb XEHLLUMHbI B Ka3aXCKOW Ky/bType
KaK XpaHWTeNbHULbI TPaguLMIA 1 yXOBHbIX LeHHocTen. C. CagmnbekoBa akTMBHO
MCNOb3yeT OPHAMEHTa/IbHbIE 3/IEMEHTbI, KOTOPbIE YCUNNBAIOT KYNbTYPHYH UAEHTUYHOCTb
ee Npov3BefeHNI. ITO MOPOXAAET AMNANOT MeXAY COBPEMEHHOCTbLIO M MPOLLJIbIM,
noka3sblBas, Kak TpagnLmm MOryT BbiTb MepeoCcMbICNeHbl B KOHTEKCTE COBPEMEHHOTO
ncKyccTBa. XoTenoCb H6bl OTMETUTD, UTO XYAOXKHMLLA NCMONb3YeT HaCbILLEHHYHO MaanTpy
M AeKopaTUBHbIE KOMMO3ULMOHHbIE PELLUEHMSA U 3TO NPMAAET ee paboTaM NpasAHUYHbIN
n dpmnocopcknin xapaktep. Takum obpasomM, ee TBOPUYECTBO CTAaHOBUTCA YaCTbO AMCKypCa
O Ky/NbTYPHOMW WAEHTUYHOCTU B cOBpeMeHHOM Ka3zaxcTaHe.

MpowusBeaeHwne «lycTbiHa» (2024) macTepa no Bownoky lNynbxaHat KabuxkaHosow,
BbINOJIHEHHOE B TEXHWKE BaIiHUA WePCTU, NpeAcTaBaseT OO0 MOLLHbIA BU3YyaabHbIN
0b6pas, CMMBOIM3NPYIOLNI 3aCyLUAMBYHO CTeMb 1 ee GUI0COPCKoe 3HaUeHMe B KynbType
KasaxcraHa. PaboTa cocTouT 13 pa3po3HeHHbIX GparMeHTOB, 06pa3yroLmx CTPYKTYpPY,
HamOMMHarOLLLYO MOTPECKaBLUYHOCSA 3eMJIK0. ITOT MOTUB MYCTbIHW UAN BbICOXLUEN NMOYBbI
oTpaxkaeT 0bpa3 B3anMOAENCTBUS YesloBEKA C MPUPOLHOW CPeson U OJ4HOBPEMEHHO
nojyepKnBaeT ero yCToluymMBOCTb M afanTaLuio B yCIOBMAX CYPOBOro Kanmara.

B ka3zaxckow KynbType cTenb BCErga UMena cakpasbHoe 3HaueHne Kak NpoCTPaHCTBO,

B KOTOPOM MPOUCXOAWAN BaXKHeNLIne cobbITUA NCTOPUM U XXM3HWN Hapoaa (CMm. puc. 5).
TpelmHbl Ha MOBEPXHOCTU MOXHO paccMmaTpuBaTb Kak MeTahopy BpeMeHu, KoTopoe
pasfensaeT, HO 1 CBA3bIBaeT NokoaeHnsa. Komnosmuma nepesaeTt oLlyLeHne Kak
pa3pyLLUeHus, Tak U YCTOMUYMBOCTM, HAMeKas Ha LMKANYHOCTb MPUPOAbI 1 ee CMOCOBHOCTb
K BOCCTAHOBJIEHUIO.

Puc. 5. TynbxaHaT KabuxaHoBa. «[lycTbiHA». 2024. Bonok, WwepcTb, BansHMe.

Mcnonb3oBaHWe HaTypanbHbIX MaTEPMaNoB — LEPCTU U BOWIOKa — CBUAETENbCTBYET
O CBf3M C HAPOAHbIMY pPemMecaamMu 1 KyAbTypOr KOYEBHUKOB. Bornok nsgaeHa
NPUMEHACA Ka3axamun ANA U3roTOBAEHWNA NMOKPbITUIA, OAeXAbl N ObITOBbIX NPeAMETOB.
KabuxkaHoBa ncnonb3yeT TEXHUKY BaNsfiHUA, COXPaHMBLLYHOCA C APEBHOCTM, YTODbI CO34aThb
CUMBOIMYECKMI 06pa3 NyCTbiHW, MOKa3blBas, Kak MCKOHHbIE MeTOZbl MOTYT ObITb
afanTMpOBaHbl AN COBPEMEHHOIO XyA0XECTBEHHOrO fA3blka. MaTepuanbl N TEXHMKA
paboTbl BOMOLWAOT TaKTUBHYHO U BM3YyasibHYHO F1yOrHY, ycuamBeas accoumaLmm
C Npupogon. DparMeHTbl BOMAOKA KaXKyTCA HEOTbEMIEMOM YaCTbHO 3eMN, OTpakas
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dnnocoduto eAnHCTBA YenoBeKka 1 cpeabl ero obutaHus. LiBetoBas ramma orpaHuyeHa
OTTEHKaMW 3eMAN — KOPUYHEBBIM, CEPbIM N NECOYHbIM. ITW LBEeTa NOAYEepPKNBAKOT
MWHWMaNN3M U eCTEeCTBEHHOCTb, HAaNMOMUHas 3pPUTENO0 O NePBO3aHHON KpacoTe

N CYypOBOCTU MPUPOAbLI. TEMHbIE MPOMEXYTKM MeXAy dparMeHTamMmn CUMBOAN3NPYIOT
Hen3BeCTHOe UM MyCTOTY, UTO CO3AaeT OLUyLeHNe TaMHCTBEHHOCTM U Pa3MblLLIeHNS
O BPEMEHW 1 NPOCTPaHCTBeE.

PaboTa «[ycTbiHsA» HeceT B cebe GpMNocoPpckoe 0CMbICNEHME YCTONUNBOCTHU
n n3meHenua. OHa npeasaraet 3puUTenro 3a4yMaTbCa O 3HAaUYEHUN NaMATU U Hacieans,

a TakXke 0 TOM, KaK OKpy>atoLlas cpesa BavseT Ha GOpMUpPOBaHUNE KybTYpPHOM
NAEHTUYHOCTU. ABTOP CO3Aa€eT BM3yasbHbl 06pa3, KOTOPbI PE3OHUPYET C KOHLEMNLMEN
NyTW U NPEeMCTBEHHOCTW, akTyalbHOW A1 COBpeMeHHOoro KasaxcraHa B yCIOBUAX
NMomncka v yKpeniaeHus HaunoHaabHON MAEHTUYHOCTU. TakuMm 06pa3om, Npoun3BeseHne
I'. KabmkaHOBOM BMMCbIBAETCA B KOHLEMLMIO BbICTaBKM, JEMOHCTPUPYS, KaK Yepe3
abcTpakTHble POPMbI MOXHO NepesaTtb KyAbTypPHbIE CMbIC/bI.

PenbedpHble komnosnumm AuHapsl Hyrep «CbiHblK My#iz» (2024) n «KycmypuH/
KyckaHaT» (2024) BbINONHEHbI C MICMNONb30BaHNEM aKpWIOBOW NacTbl, 6eToHa 1 MeTanna
W NpeacTaBAstoT cO60M COBpPeMEHHbIE MHTeprpeTaL My TPagNLNOHHbIX Ka3axCKunx
OpHaMeHTOB (cM. puc. 6). Obe paboTbl 06BEAMHAET NAea COXPaHEHUS N NEPEOCMbICIEHNS
Ky/IbTYPHbIX CUMBOJIOB, YTO MO3BONAET 3PUTENIO 3a4yMaTbCs O POAWN HaLMOHANbHOrO
Hacneans B COBPEMEHHOM UCKYCCTBE.

|

Puc. 6. lnnapa Hyrep. «CbIHbIK MyRi3». «KycmypuH/KyckaHat». 2024.
beToH, meTann, penbedpHas nacra.
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B koMmno3unuum «CbiHbIK MYMi3» MOXHO yBUAETb GparMeHTbl reOMeTpUYecKmX
Yy30pOB, HaNOMMWHALWNX CUMBOJINKY APEBHEro NUCKYCCTBA, FAe MOTMBbI MyWi3 (pora)
aCCoOLMMPYHOTCS C CUNOM N XXM3HEHHOW 3Hepruelt. PaboTa BbI3bIBAET OLLYyLLEHNE
APEBHOCTM M yTPAYEHHOWN NCTOPUM, OXMUBAAA CUMBOJINKY Yepe3 COBPEMEHHbIN
maTepunan n popmy. Bropas komnosmumsa «KycmypuH/KyckaHat» npeacraBaseT cobon
CNNIOXHYHO TEKCTYPY C MHOTOLBETHOW MannTpon n penbedHbIMMU 31eMeHTaMu, KOTopble
BbI3bIBAOT accoumaLmm ¢ Mudonornyeckumm obpazammn. OpHamMmeHTabHble GOPMbI,
CUMBOJIM3NPYOLLME KPbIbA UAN CTUAN30BaHHbIE Pora, akLeHTUPYHOT BHUMaHKe Ha TeMe
AYXOBHOTO BO3POXAEHUA N KyNbTypHOW NamaTn. CoueTaHme TeKCTyp, MeTain4yeckoro
6recka v uBeTa NoguepkrBaeT AMHAMUYHOCTb U MHOTOCNONHOCTb MCTOPUYECKOTO
Hacneauns.

MpowusBeaeHne «XKenmasn» (2024) xyaoxHuubl Kypanan Ymbetosown npegcrasaset
coboW CMHTE3 TPAAULIMOHHBIX CUMBOJIOB Y COBPEMEHHbIX XY0XXEeCTBEHHbIX MPUEMOB
(cm. puc. 7). BusyanbHo paboTta HanmonHeHa APKMMU U KOHTPACTHbIMW LiBETaMU, KOTOpPbIe
nepeaarot atmochepy pagocTi 1 AUHAMUKW.

Puc. 7. Kypanaii Ymb6eToBa. «XKenmas». 2024. Xonct, Mmacno.

LieHTpasbHOE MeCcTO B KOMMO3MLMM 3aHMMaeT Bepbatoa — TPAAMLIMOHHAA «XKeaman»,
CMMBOJ BbIHOCAMBOCTW, NMyTeLLeCTBMA U NepeMeH B Ka3axckon KyabType. B koueBoi
XWU3HW BepOAtOA VIMes BaxKHeNLee 3HauYeHme Kak CPeACTBO MepeABMKEHNA 1 Kak CUMBO
YCTOMUMBOCTA B YCIOBMAX CTEMHOrO Kanmarta. B nckyccree «kenman» Takxke accoLmmpyeTca
C MepexofoM MeXay M1UpamMmn — 3eMHbIM U AyXOBHbIM, 0603Ha4as MyTb K HOBbIM
BO3MOXHOCTAIM 1 NO3HaHWUO ceba. XyAoxXHMLa n3obpaxaet Bepbtoga He Kak
peannCTUUHBIN 06BEKT, a Kak CTUIM30BaHHbIW, MOYTN NPO3PaYHbIA CUMBOJI, YTO POXAaeT
oLyleHve Muda v nereHapl. Bepbatog BbicTynaeT B poin XxpaHUTeNs, Ha KOTOPOM
MyTeLeCcTBYrOT HECKOJIbKO XXEHCKUX GUryp. ITO yKa3biBaeT Ha UX CBA3b C TpaguLmen,
nepesayen 3HaHUW 1 oMbiTa Yepes NokoseHns. KoMno3numsa CTponTCa Ha CMMMeTpUn
Y MOBTOPEHUN FOPU3OHTa/IbHBIX LiBETOBBIX JIMHUMW, CUMBOAVN3NPYIOLLMX AOPOrY, BPEMS
W NPOCTPaHCTBO. ApKO->KenTble N GUONETOBble OTTEHKW YCUAMBAIOT OLLyLLeHWe Tenia
n ABUXKeHWsA. BBegeHre 061aKoB 1 CBETAWMXCA IMHUI CO3AaeT BneyaT/ieHne He TONbKO
du3Myeckoro, Ho 1 JyXoBHOro nyTellecTBusA. LiBeToBas nanntpa nrpaeT KAo4eByHO
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pOJib B CO34aHUN CUMBOIM3MA KapTUHbI. XKeNTbl 1 3010TUCTbIV LiBETa TPaNLMOHHO
aCCOLMMPYIOTCA C CONHLEM W XXM3HEHHOW 3Heprnen. ®onetoBbIin Xe LBET MOXET
CUMBO/IM3NPOBATb MUCTUKY, AYXOBHOE Hayano. Takoe coyeTaHne oTMeyaeT NepexosHOCTb
COCTOSIHUM U TAPMOHUIO MEXAY MaTepuanbHbIM U YXOBHbIM MUPOM.

XeHckune durypeol, nsobpaxkeHHble Ha Bepbitoe, 3aHUMarOT BaxkHOe MecTo B pabore.

OHu obnayveHbl B HaLMOHaAbHbIe TONIOBHbIE YOOPbI U TPaANLMOHHbIE KOCTIOMBbI,

YTO YKa3bIBaeT Ha NPEEMCTBEHHOCTb Ky/IbTYPHbIX Tpaanumin. O6pas XXeHLMHbI

B Ka3axCKOM UCKYCCTBE YacTO CUMBOJIM3NPYET XPaHUTENbHWLLY O4ara, 3HaHWUn

N yXOBHOTO Hacneama. B JaHHOM KOHTEKCTe XXeHLUMHbI CTAHOBATCA CBA3YHOLW MM 3BEHOM
MeXAy NPOLUbIM 1 ByayLiMMm, BonaoLas cobon Hepa3pbiBHYH CBA3b MOKONEHUNA.
TBOpEeHMe XyAOXKHMLIblI OTpaXkaeT Temy NyTu U NPeeMCTBEHHOCTM, pacKpbiBas ee yepes
CUMBOJIVKY ABUXKEHUA N COXPaAHEHUS KYNbTypHOro Hacneams. icnonb3oBaHme obpasa
XKEeNMau 1 XEHCKMX GuUryp cosgaet rnybokunin puaocodckmii NOATEKCT O HEOBXOANMOCTU
COXpaHATb 1 NepesaBaTb TPAANLMM, HECMOTPSA Ha M3MEHUMBOCTb MMUpa. Takmm o0bpazom,
xysoxHuua K. Ymbetosa npegnaraeT 3putesto OCMbICAUTb BOMPOC HaLMOHaNbHOW
NAEHTUYHOCTU U ee 3HaYeHNsA B COBPEMEHHOCTM.

Cnepyrowas pabota — «CyHayk» (2023) AnHbl bykcnkoBon npeactaBaset cobomn
CUMBOJ/IMYECKOE NCCNef0BaHNE Ka3axCKoW KyNbTYPHOW NaMATU U Hacneauns yepes
n3obpaxkeHne AeKOPaTUBHOIO 3NeMeHTa CyHAyKa. icnonb3oBaHme cMeLlaHHbIX
MaTepunanoB — XO/ICTa, TKaHW U akpuaa — NO3BOJIAET XyAOXHMLLEe co3aaTh HoraTyto
TEKCTYPHYH KOMMO3ULMIO, B KOTOPOW COEANHAIOTCA TPAAULMOHHbIE OPHAMEHTbI
N COBPEMEHHbIE XyAOXECTBEHHbIE NpueMbl (cM. puc. 8). Ee paboTa akLeHTUpyeT BHUMaHMe
Ha naee CyHAyKa Kak XpaHWUWLLa He TOIbKO MaTepuabHbIX, HO U AYXOBHbIX LIeHHOCTEN.

Puc. 8. inHa bykcnkosa. «CyHayk». 2023. XONCT, TKaHb, akpu.

MEXAYHAPOAHbBLIA PELEH3UPYEMbBIA XYPHAN SARYN



KA3AXCTAHA (HA MPUMEPE AEATEIBHOCTU ®OHAA «TAH LLlonnAH») Ne 1. 2025 (‘ ;aPyI]

3TO nepeocMbICNeHNE TPaJNLMOHHOTO 06BbEKTa AEMOHCTPUPYET, Kak XyA0XKHULLbI
coBpeMeHHoro KasaxcraHa yepes Bu3yasbHble 06pa3bl BbipaXatoT yBaXKeHne
K MPOLUAOMY Y OAHOBPEMEHHO MCCNEAYHOT €ro akTyalbHOCTb B COBPEMEHHbBIX YCIOBUAX.

CyHAyK B Ka3axCKOW Ky/nbType nMeeT 0coboe 3HaueHne Kak XpaHUTeNb CEMENHbIX
LeHHocTen 1 npegaHuii. OH accoummpyeTcs C coxpaHeHneM namsaTi, obpasos
W TPaguLMK, NepesaroLwmxca 13 NokoaeHns B nokosexve. Y [l. bykcnkoBown cyHayk
npeacTaB/ieH He ByKBaNbHO, a Yepes CTUIN3OBaHHbIE INEMEHTbI eKopa, Takme Kak
HaLMOHaNbHble Y30Pbl U TKaHEBble BCTaBKWU. TKaHb HACbILLLEHHOrO KPacHOTO LIBETA,
MOKpPbIBaOLLaA BEPXHIO YacTb KOMMO3ULMKN, MOXET CUMBOJIM3UPOBATb CUJTY, IHEPTUHO
M ByXOBHYHO rnybuHy. KpacHbIv LiBET TakXKe acCoLMMPYeTCa C BaXKHbIMU MOMEHTaMM
B XKM3HW YeNoBeKa, TakMMM KaK CBaAbbbl 1 Apyrve 3HaunMble cobbiTus. MprMeHeHne
TKaHW B COYeTaHWM C aKPUIOBOW XXMBOMUCHIO CO3AaeT KOHTPACT MeXAY MATKOCTbHO
TeKCTUNSA N GaKTyPHOCTBIO KPacku. 3Ta TeXHMKa NOMOraeT nepeatb MHOTOCAOMHOCTb
Ky/IbTypbl, €8 MHOFOrpaHHyto Npupoay. PyuHble KNCTU 1 feKOpaTUBHbIE KMCTOUKM,
BMCSALLNE B BEPXHEW YacTu paboTbl, 406aBAsAOT 06BbEM U T1YyOUHY, MPON3BOAS
BreyaT/ieHne 0CA3aeMOCTU KyNbTYPHOTO Hacneauns.

B kOoMMNo3unuumn MoXHO yBUAETb HECKO/IBKO YPOBHEN OpHaMeHTalbHbIX MOTUBOB,
BbIMOJNIHEHHbIX B Pa3/IMYHbIX LBETaX U CTUAAX. BepxHAA yacTb cogepxut 6onee
abCTpakTHbI OPHAMEHT, HaNOMWHAKOLLMIA TPaANLMOHHbIE MOTMBBI LLaHblIpaka
VAN JPEBHUX TIONbMNAHOB, CMMBOAN3MPYHOLLMUX MPOLBETaHME 1N NPOAOIKEHME POAa.
CpeaHsasa 1 HUXKHAA YacTh paboTbl cogepkaT bonee feTann3npoBaHHbIe U HaCbILLLEHHble
y30pbl, XapakTepHble A1 pe3bbbl MO AepeBy UAN KOBPOBbIX M3gennini. ObpalleHune
K 3TMM MOTMBaM MoAYepPKMBaET TeMY NPEeMCTBEHHOCTU Ky/IbTYPHOrO HacaeAns U ero
BaXXHOCTV B GOPMUPOBaHNN NAEHTUYHOCTU. TakuM obpa3om, «CyHAYK» CTaHOBUTCA
CUMBOJIOM Hepa3pbIBHOWN CBA3N NMOKOJEHNIN N KySIbTYPHOM NaMaTh, HEO6X0AMMOM
A9 COXPaHEHWNA N YKPenaeHUs HaLMOHaAbHOW MAEHTUYHOCTW. PaboTa aeMoHCTpupyeT,
Kak TpaAuLMM MOryT BbITb MEPEeOCMbICNEHBI B KOHTEKCTE COBPEMEHHOIO MUCKYCCTBA,
COXpaHAA CBOKO 3HAYMMOCTb N KPaCoTy.

KapTnHa «Peka» (2023) npeactaBaseT co60M CIOXKHYH MHOTOC/NOMHYH KOMMO3ULMHO,
B LleHTpe KOTOpPOW 1306paxkeH AepeBAHHbIN MOCT, BEAYLLMI B IyOVHY NONOTHa.

Mo obe cTOpOHbI MOCTa pacnosiaraeTcs BM3yaibHblli MOTOK BOCMPOU3BEAEHHbIX KapTUH
BbIAAFOLLMXCA Ka3aXCTaHCKMX XXMBOMMCLEB 13 GOHAOB [OCyAapCTBEHHOTO My3ea UCKYCCTB
PK nmeHn AbbinxaHa KacteeBa. 34eCb aBTOP MCMOAb3YET NMPUHLMUM XyA0XECTBEHHOTO
LMTUPOBAHWSA, BHOCA B HEro COHCTBEHHOE NPOYTEHME U MHTepnpeTauuto. Peka B JaHHOW
paboTe CUMBOIM3NPYET HE TONIbKO TeYeHNe BPEMEHWN 1 MaMATU, HO U Haciesue
HaLMOHaNbHOro NUCKYCCTBA, €ro HeMpepbIBHOCTb M MPeeMCTBEHHOCTb. Vicnosb3oBaHme
3HaKOMbIX 0OPa30B M CHOXXETOB CO3AaET OLLyLLEeHME ANanora Mexay NOKONEHNAMM
XYAOXHWUKOB U NX MPOU3BEAEHUAMM, MPEACTaBAASA My3eMHbIA POHZ KaK XXMBOW
KYyNbTYpPHbIA OPraHn3M, MOCTOAHHO HaXOAALLMMACSA B ABUXXEHUN Y NEPEOCMbICNEHNN

(c™m. puc. 9).

[JlepeBAHHbIA MOCT B 3TOM KOHTEKCTE MOXHO TPaKTOBaTb Kak CBA3b MeXAy
PasHbIMW MaacTamMmn XyA0XKeCTBEHHOWN TPaAWLIMK — OT KAacCMYEeCKUX Npon3BeaeHnin
[0 COBPEMEHHOro MCcKyccTBa. [lBa yenoBeyeckmx cmayaTa, CMAALLMX B HaYase MOCTa,
CMMBO3NPYIOT CO3epLiaHNe 3TOro KylbTyPHOrO MOTOKA, Pa3MblLLIEHWE O HaCcaeAnm
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Puc. 9. Nlnnunsa MosgHsakosa. «Peka». 2023. Xonct, macno.

N ero 3HaueHUn B COBPEMEHHOM MCKycCTBe. Ha 3agHeM niaHe KapTUHbI MOXHO 3aMeTUTb
bparMeHTbl pa3NYHbIX 3MNOX U CTUAEN — OT TPAAULIMOHHOMN Ka3axCcKor apXUTeKTypbl

1 HaLMOHaNbHbIX CMMBOJIOB A0 M306paXkeHUn MHAYCTPUaNbHOIo nepuosa. T 31eMeHTbI
AEMOHCTPUPYHOT pa3BUTME XYAOXKECTBEHHOWN Mblcan B KazaxcTaHe, oTpaxkas AMHaMUKY
KYNbTYPHbIX N3MEHEHWNI Yepe3 NPuU3My My3elrHbIX Koanekumin. Takum obpasom, Jlnaus
MNo3aHAKoBa B cBOeW paboTe He MPOCTO BOCCO3AaeT BU3yanbHble 06pa3bl MPOLLIOro,

a 3a4,aeT HOBble CMbIC/Ibl, BCTPAMBas UX B HOBYHD XYA0XECTBEHHYHO CUCTEMY, FA4e My3eliHble
NpOou3BeseHMs CTAHOBATCA YaCTbO XXMBOFO Ky/IbTYPHOrO npouecca.

N1. Mo3aHAKOBaA NCNOAb3YeT APKYH, HO NPUFYLLEHHYHO NasUTPy, YTOObI Nepesathb
TeKyyecTb BOAbl N 0ObeMHEHME BPEMEHHbIX CN0EB. [pajMeHTbl LIBETOB AatOT OLLyLLeHme
rNyOUHbI U MPOCTPAHCTBEHHOIO NEPEX0Aa, @ KOHTPACT MEXAY TernbiIMU OTTEeHKaMM
MOCTa 1 XONI0AHOW, CMHEBATOM raMMOW BOAbl YCUANBAET TEMY NEPEXoia 1 BHYTPEHHEro
noucka. TexH1Ka UCNONHEHWA MaCASIHOWN XKNBOMUCHHO NMO3BONSET JOOUTLCA MATKOCTU
JMHWIA 1 NNAaBHOCTM LLBETOBbIX NEPEXOA0B, YTO Npuaaet pabote atTMocdhepHOCTb
M 3MOLMOHANbHYHO HaCbIWEeHHOCTb. KapTHa «Peka» oTpaxkaeT BaxkHyHO TeMy
NPeeMCTBEHHOCTU KYbTYPHbIX LieHHOCTen. OfHaKo XyA0XKHMLL He NPOCTO Gukcnpyet
NCTOPUYECKOE NPOLLIOE, a CO3AaET ANANOT MOKONEHNI, AEMOHCTPUPYS, KakK 3/1eMEHTbI
KN1aCCUYECKOro UCKYCCTBa MPOAO0JIXKALOT BAUSATb HA COBPEMEHHOCTb. Yepes cMMBOANKY
peKu 1 BM3yasbHOE LIMTUPOBaHNe 06Pa3oB MPOLLIOro aBTOP MOKa3bIBAET, UTO Ky/IbTypHas
NAEHTUYHOCTb CTPOUTCA HE TONbKO Ha NMamsATK, HO U Ha ee NepeocMbICIeHNN. Takum
obpa3om, paboTta npesacTaBaseT cOOOM BU3YyabHYHO MeAUTaLMIO O BPEMEHU, UCTOPUM
N XyAOXECTBEHHOM HacNeAunn, NCCaesys, Kak COBPeMeHHbIe XyAoXHML bl Ka3axcTaHa
WHTEPNPETMPYIOT HaLMOHaNbHbIe TPAAULMU B YCNOBUAX N3MEHSAIOLLLENCS COBPEMEHHOCTH.

MpeAcTaBieHHble Ha BbICTaBKe NPOU3BEAEHUS UANOCTPUPYIOT MHOroobpasue
NOAXOZLOB K XyAOXECTBEHHOMY HacNeAnto. B KaxaoM 13 HUX coxpaHseTcs rnybokas
CBf3b C KY/IbTYPHbIM MPOLUIbIM, HO NMPW 3TOM aKLEHTUPYETCA IMYHOE U CoLManbHoe
BOCMPUATUE XYA0XHULL. M0A06HbIV Noaxos GOPMUPYET HOBbIN TUM KYAbTYPHOrO AManora,
B KOTOPOM TPaAmMLMs He NPOCTO COXPAHAETCS, HO U afanTUPYeTCcs K COBPEMEHHOMY
XYZOXECTBEHHOMY ANCKYPCY, HAXOAsA HOBbIE CMbIC/bl B MUpE.
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OBCY)XAEHWUE
TBOpPUECTBO COBPEMEHHbIX XyA0XHUL, doHAa «TaH LLonnaH» geMoHCTpupyeT oaHy
N3 rpaHen TEHAEHLNN NePEOCMbICIEHNS KYIbTYPHOIO HAaCAeANs, YTO XapaKTEPHO
MHOTMM TBOpYECKMM KonnekTnaMm LieHTpanbHon A3unun. Kak otmeuvaeT HO. COpokuHa,
COBPEMEHHbIE XYAOXHUKN PErMOHA UCMOb3YHT 3/1EMEHTbI MOBCEAHEBHOW XKM3HN
N TPaANLMOHHbIe 06pa3bl B KaUeCTBe XyA0XKECTBEHHbIX MHCTPYMEHTOB, YTO MO3BO/IAET
He TO/IbKO aKTyannm3npoBaTb MUPOOrMyYeckne MOT1BbI, HO N paccMaTpmBaThb
HaLMOHaNbHYO AEHTUYHOCTb B KOHTEKCTE COBPEMEHHOM BU3yanbHOM KynbTypbl (130).
STOT NPOLECC, N0 MHEHUIO NCCNeA0BaTENbHULbI, CBA3AH C 4EKONOHMaNAbHBIM MOBOPOTOM
N CTPpeMAEHMEM K CaMOCTOATEIbHOMY BOCMPUATUIO KYNbTYPHOrO Hac/ieans
B HE3aBUCUMBbIX rocygapcteax LieHTpanbHoN A3umu.

Tak, B pabotax K. Ym6etoson, C. CagnbekoBou n I'. KabmkaHOBOW aKLLeHT
[AeNaeTca Ha UCMONb30BaHUN TPAAMLMOHHBIX 06Pa30B, Takmx Kak Bepbatos (>kenmas),
y30pbl HaLWOHaNAbHbIX TKaHeN 1 06pa3bl XEHLUNH B Pa3HbIX XNU3HEHHbIX POIAX.
DTO CornacyeTcs C KOHLENLUMen BO3POXKAEHNSA N OCMbICIEHNS HALLMOHA/IbHbIX
LleHHOCTeN Yyepe3 UCKYCCTBO, O YeM rOBOPUTCA B uccnesoBaHum [. bonbicbaesa
1 ero COaBTOPOB, aHAN3NPYHOLLMX BAUAHNE TPAAMLNOHHBIX MUPOBO33PEHYECKMX
npeAcTaBAeHUA Ha GOPMUPOBaHME XYA0XKECTBEHHOM NapaAnUrMbl B COBPEMEHHOM
KasaxCcTaHCKOM n3obpasmTtenbHoM mnckyccree (143). VicchegoBatenn gekopatmeHO-
NPWKNAAHOrO UCKYCCTBA Ka3axoB OTMEYAtoT, UTO TPaAMLNOHHbIE OPHAMEHTbI
N NX CUMBOJIMYECKOE 3HAUYEHME OCTAOTCA BaXKHbIM acrekTOM BU3yasbHOIO A3blka
NCKYCCTBa, NepeaatoLLM AyXoBHble N GUA0COPCKME LIEHHOCTN Ka3aXCKOW KybTypbl
(Kalshabayeva and Sarmurzina). 3T1 anemeHTbl HaXOAAT HOBOE NPOYTEHME
B COBpPeMeHHOM unckycctBe KasaxcTaHa, rae XyAoXHULbl MCNOAb3YHOT TPaAMLNOHHbIE
MOTMBbI, aJanTUpPya NUX K akTyalbHbIM BU3yanbHbIM TeHAeHUMAM. Hanpumep, B paboTtax
yyactHuL oHaa «TaH LonnaH» TpaanLMOHHbIE y30Pbl U TEKCTU/bHBIE TEXHUKM YacTo
MCNONb3YHOTCA HE MPOCTO Kak AEKOPATUBHbIE INEMEHTbI, HO N KaK HOCUTENN KYNbTYPHbIX
KOZOB, NepeAaroLMx NCTOPUYECKYO NaMATb U MPEEMCTBEHHOCTb MOKOAEHW.

Psg nccnesoBaHWIA yKa3biBaeT Ha BaXXHOCTb MPUPOAHBLIX CMBOJIOB B Ka3axCKOW
Ky/NbType U UX BAUAHWE Ha GOPMUPOBaAHNE HALMOHAIbHOWN Xy0XEeCTBEHHOM
napaaurmbl. Kak otmevaer L. C. TypraHbaeBa, «LiBeTOBblE accoLMaL v, OCHOBaHHble
Ha NPMPOAHbBIX MOTUBAX, UFPALOT KAKOUEBYHO POJb B OCMbIC/IEHUMN KYNbTYPHOrO HacaeAns
N Xy[0XXEeCTBEHHOM TPaAMLIMM Ka3axoB» (336). DTW acnekTbl HAXOAAT OTPaXKeHNe
B npou3BeseHnn . KabuxaHoBon «IyCTbIHA», rAe NYCTbIHA CUMBOAN3MPYET HE TONbKO
NPUPOAHBIN NaHAWadT, HO U AYXOBHOE COCTOSAHME, OTCblNas K 06pasy BHYTPEHHEro
novcka.

Kak nokasbiBatOT COBPEMEHHbIE NCCIeA0BaHNSA, TPaAMLNOHHAA KyabTypa KasaxctaHa
coyeTaeT B cebe Kak 3N1eMEHTbI Hacneauns, Tak U UHHOBaLMOHHbIE NPOLLECCh,

YTO NMOATBEPXKAAETCSH aHANIM30M HaALMOHAIbHOW CUMBOJIMKN N €€ COBPEMEHHOM
nHtepnpetaunn (Gabitov, et. al.). laHHbI NOAXOA NO3BONAET XyAOXKHMLLAM HE TONBKO
COXPaHATb Ky/AbTYPHblE KOAbI MPOLUAOro, HO 1 aAanTUPOoBaTb X K N3MEHSAIOLLEMYCA
MWUPOBOMY KOHTEKCTY.

CoBpemeHHoe nckycctBo KasaxctaHa obpallaeTcs He TONbKO K TPaAULMKN, HO U aKTUBHO
MCMNONb3yeT 3/1eMEHTbI COBPEMEHHbIX CTU/IEN Y TEXHOIOTUIA. ITO NPOABAAETCA B TEXHUKE
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1 KOMMNO3WULMKN TaKUX MPOM3BeAeHNI, Kak paboTta [. bykcnkoson «CyHAYK», B KOTOPOM
TPaANLMNOHHbBIE MOTUBbI COUYETArOTCA C HOBBIMU XYAOXKECTBEHHBIMU METOAAMM.

Kak oTmeuatoT nccnegoBartenu, COBpeMeHHOe Ka3axcTaHCKoe UCKYCCTBO dopMumpyeTcs
Ha nepeceyeHn HaLMOHaNbHbIX TPAANLMI 1 TN106aNbHbIX TEHAEHLMIA, coYeTas
XyAO0XEeCTBEHHbIe MPakTUKK npowioro n Hactoswero. CornacHo . C. bonbicbaey

N ero coaBTopaM, XyAoXXHNKN Ka3axcTaHa OCBanBarOT AOCTUXKEHUA MUPOBOIO UCKYCCTBA,
OAHOBPEMEHHO onunpaschb Ha boratoe Hacneane CBOEro HapoAa, YTo cnocobeTeyeT
Pa3BUTMIO X MHAMBUAYANbHOrO TBOPYECKOTO A3blka (143).

3AK/IHOYEHUE

[laHHoe nccnesoBaHme orpaHNYeHo BbIBOPKOWN MPOU3BEAEHWI, NPEACTaBAEHHbIX

Ha tobunerHou BbicTaBke MexayHapOAHOro He3aBMCMMOrO XEHCKOro GpoHaa
XyAoXHMKoB «TaH WonnaH». HecmMoTpsa Ha 3HaumMTenbHOe Ymcno paboT, nokasaHHbIX
Ha BbICTaBKe, JaHHOE OrpaHNYeHne He NO3BO/AET OXBaTUTb BCe pa3HOoObpa3me
HanpaB/JeHUA 1 NOAXOAOB, MPUCYLLUX XEHCKOMY UCKyccTBY B KasaxcTaHe. B ByayLumx
nccneoBaHMAX MOXHO PacCMOTPeTb bonee LWNPOKYH BbIBOPKY XYAOXKHUL, a TakxKe
nNpoaHann3npoBaTb PaboTbl, BbINOJHEHHbIE B Pa3/IMYHbIX MeAnyMaX, BKAOYan
undpoBble TEXHONOTMM U CKYNbATYPY. B nccneagoBaHnm paccmaTpmBaroTca Karo4YeBble
XYAOXeCTBEHHble TEHAEHLIMW, CBA3aHHbIe C OCMbICIEHNEM HacaeAns B TBOPYECTBE
Ka3aXCTaHCKNX XXEeHLLMH-XYA0XXHUL, OAHAKO acnekT BOCMPUATUA 3TUX MPON3BEAEHUI
ny6AnKoW 1 cneymanucTamm TpebyeTt ganbHenLwero nyyeHus. MepcnekTMBHbIM
HanpaBieHneM ana ByayLInx nccnesoBaHi ABAETCA NPOBEAEHNE NHTEPBBIO

C KypaTopamu, NCKYCCTBOBEAAMM N CaMUMM XYAOXKHULLAMK, @ TakKe aHaNnN3 3pUTeNbCKOm
peakLuMn Ha BbICTaBKW, UTO NO3BOAUT Hosiee AeTaNbHO PacCMOTPETL BAUAHUE
[aHHbIX Npou3BeseHMI Ha GopMMpoBaHMe KYNbTYPHON UAEHTUYHOCTU U UX POb

B MeXAYHapOAHOM XyA0XeCTBEHHOM AUCKYypCe.

Takxe He0HXOANMMO OTMETUTb MPEANONOXKEHWS, CBA3AHHbIE C MHTEpNpeTaLunen
CUMBOJIOB Y BU3yasibHbIX 06pa3oB. XOT CUMBOIMKA YaCTO MMEET YHUBEPCA/IbHbIE
YepTbl, B Pa3HbIX PErMoHax 1 KybTypPHbIX KOHTEKCTaX OHa MOXET BOCNPUHNMATLCA
no-pa3Homy. OTo TpebyeT AONONHUTENBHOTO aHaan3a C NpMBeYEHNEM STHOrpadUUeCcKmx
W KYNbTYPONOTNYECKUX NCCNEA0BaHUN.

MpoaHann3npoBaHHble NPOU3BEAEHMNA Ka3axCTaHCKMX XYA0XHUL, AeMOHCTPUPYHOT
CTPeM/IeHNe 3aHOBO B3MAHYTb Ha Ky/IbTypHOE Hacneamne 1 ajanTmpoBaTb ero B JIOHe
COBPEMEHHbIX Xy0XXECTBEHHbIX MPaKTUK. BulyanbHble 06pasbl, Takne Kak Bepbatos,

B pabote K. YMbeToBOW «XKeamas» U CMMBOINYECKOE AEPEBO B KOMMO3UL MM

I. KabukaHoBOW «[yCTbIHA», pacKpPbIBatOT apXeTUNMUYeckme CUMBOJIbl Ka3axCKoMu
KyNbTypbl Yepe3 COBPEMEHHbIN A3bIK NCKYCCTBa. [pescTaBNeHHble B MPOU3BEAEHMUAX
TeMbl — CEMEWHbIE LIEHHOCTW, CBA3b MOKOJNEHWI, Feponyeckoe npoLuaoe —
CBUAETENbCTBYIOT O CTPEMJIEHUN XYA0XXHWUL, COXPAHUTb U aKTyaan3npoBaTh Ky/bTypHble
KOZbl HaLMoHanbHOro camoco3HaHua. KaptuHel C. CagnbekoBon («Tpwu Bo3pacTta
XEHLWMNHbI», «MaTtepuHckas 1t060Bb») 1 A. XakumxaHoBon («CHbl beribapbica. Campyk»)
BHEC/IM BKNaj, B BU3yaNbHOE BOMJIOLLEHME TaKNX TEM, KaK XeHCKas UAEHTUYHOCTb,
ncTtopuyeckas NnamsaTb U JyXxoBHOe 0bHOBAEHME.
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Pe3ynbTatbl nccnesoBaHma MOryT ObiTb MCMNOAb30BaHbl B NPaKTUKe XyA0XECTBEHHOIO
06pazoBaHuMs 1 My3eMHOro Aena ANf OpraHn3aumnmn BbiICTaBOK M 06pa3oBaTesibHbIX
MEPONPUATUI, MOCBALLEHHbIX BOMPOCaM Ky/JbTYPHOM MAEHTUYHOCTW. MNpeacTaBieHHbIN
aHaNn3 XyJ0XeCTBEHHbIX PaboT MOXET TakXe CY>KUTb OCHOBOW AN pa3paboTku
METOAMNK MO MHTEPNPETaLMN KYAbTYPHbIX CMMBOJIOB 1 06pa3oB B BM3YyalbHOM MCKYCCTBE.
Kpome Toro, matepuanbl UcciesoBaHua MOryT HbiTb MOAE3HbI 418 GOPMUPOBaAHUS
obpa3oBaTesibHbIX NPOrpaMm, NOCBALLEHHbIX COBPEMEHHOMY UCKYCCTBY U Ky/AbType
KazaxcraHa.
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KFOUYEBBIE CIOBA TukTok, MeMm, undpoBsas KyabTypa, KasaxcraH, ceMnoTrka, ANCKYpC, MeMaTekcT,
MeAmaTop, coumanbHble Npobaemslt.

BIArOJAPHOCTU ABTOp BbIpaxaeT rnybokyto 61arosapHoCTb aHOHUMHbIM peLieH3eHTaM. Ocobas
6narogapHoctb — MIHHe CMannoBol 3a HayYHOE PYKOBOZACTBO U KOHCY/IbTaLum
no pesakTMPOBaHUIO TEKCTa CTaTbM.

AHHOTALMA. B nccnegoBaHmmM, KOTOpoe NOCBSALLEHO aHann3y TuKTok-MeMa «ELKaHAalm He XKOK»

(«HeT HMKakoro BOT 3TOro»)' B KOHTEKCTE LMPPOBOW KybTypbl KazaxctaHa, 060OCHOBbLIBAETCS aKTyasbHOCTb
N3yYeHNs MHTEPHET-MEMOB KaK AVHAMWUYHOTO MeAMIMHOro peHoMeHa, cnocobHoro Gukcnposatb
06LLEeCTBEHHbIE HACTPOEHMSA U OTpaXkaTb COLIMOKYNbTYPHble npoLecchl. OTMevaeTcs HeAoCTaTouHasn
pa3paboTaHHOCTb AaHHON TeMbl B Ka3axCTaHCKOM akaZeMUYeCckoM AUCKYPCe 1 NoAYepKMBaeTCs
HeobX0AMMOCTb aHaNn3a CTPYKTYPHbIX M CEMUOTUYECKMX OCOBEHHOCTEN MeMa.

MeTogonorus nccnesoBaHus BKAKOUAET KOHTEHT-aHaNN3, CEMUOTUYECKWIA U CEMAaHTUYECKWI aHanus,

a TaKkKe KOTHUTMBHO-ANCKYPCUBHBIV NMOAXos. KOHTEHT-aHanv3 oxBaTbiBaeT BU3yasibHble, TEKCTOBbIE

N ayAnanbHble XapakTepuUCTUKL MeMa, BK/IKOYas ero pacnpoCcTpaHEHHOCTb, CTPYKTYPY U AUHAMUKY
BoCnpuATMA. CeMUOTUYECKUA aHaNmn3 HanpaBaeH Ha BbisiBNEHWE B3aUMOAENCTBUA 3HAKOBbIX 3N1EMEHTOB
1 0COBbeHHOCTeW BM3yasbHOro odopmaeHms. CeMaHTUUYeCKNA aHaNn3 MHTEPMPETMPYET KitoyeBble Gppasbl
MeMa, BbISBAAS X MHOFO3HAaYHOCTb U BAWSHWE Ha ayanTopuio. KOrHUTUBHO-ANCKYPCUBHBIN aHann3
paccMmaTtpuBaeT KOMMEHTapuKW noJsib3oBaTtenen kak Gopmy CoLManbHOro B3auMOAENCTBUS Y UHCTPYMEHT
KONNEKTUBHOWN MHTepripeTaLum.

Pe3ynbTathl paboTbl AEMOHCTPUPYHOT, UTO MeM «ELLiKaHAan He XXOK» npeacTaBaseT coboli MHOrOC/IOMHBIN
MeZamaTeKCT, B KOTOPOM fi3blkoBast abCypAHOCTb, BU3yasbHas 3CTETUKA U PUTMUYECKas CTPYKTypa GopMUpyroT
crneundUYeckyro Moaenb BOCMPUATAA COLManbHON peanbHOCTU. Ero nonyaspHoOcTb 06ycioBaeHa CoUeTaHEM
JIOKaNbHOM KyAbTYPHOW Creundunkin 1 rnobanbHbix TPEHAOB LdPOBLIX Megna. MeM BbINOSHAET GYHKLMIO
06LLeCTBEHHOTO KOMMEHTapWs, NMO3BOJIAA MOJL30BATENAM apTUKYNMPOBATh KOJIEKTUBHBIE HACTPOEHUS Yepes
UrPOBYHO AEKOHCTPYKLMIO CMbICTIOB. AHA/IN3 BbISB/SET €r0 POJb Kak MeAnaTopa KOMNEKTUBHbIX 3HaUYEeHWUH,
bopmMUpyIOLLETrO NPOCTPAHCTBO A1 pedaekcun 1 06CyKAEHUs aKTyabHbIX COLMaNbHbIX MPobem.

B cTatbe noguepkmBaeTcs 3Ha4YMMOCTb MeMa Kak heHoMeHa UnMdbpoBOI KybTypbl, GUKCUPYHOLLLETO
obLecTBeHHble TpaHCchopmaLmm. OTMeYaeTcs ero CnocobHOCTb K aZanTaLym U MHOTOC/IONHOWN
WHTeprpeTaumy, YTo paclumpseT rpaHnLibl TPaAULMOHHOTO NMOHVMaHWSA MEMOB Kak pa3B/iekaTeNbHOoro
KOHTeHTa. VccnepoBaHme cnocobCTByeT pa3BUTUIO akaZleMU4eckoro Anckypca o LMPpoBbIX Meana u nx
BAVAHUN Ha obLecTBEHHOe BOoCnpuaThe. lanbHellume nccaesoBaHna MOryT 6biTb HanpaBaeHbl Ha U3yYeHne
MeXaHVM3MOB PacrnpoCTpaHeHs MEMOB, UX KYJbTYPHORN ajanTaLmn 1 BO3AENCTBUS Ha KOANEKTUBHbIE
couuanbHble NpeacTaBieHus.

1 MepeBog, 6ykBanbHbIN, CMbICIOBOV UMW TOYHbIN
nepeBo/ OCYLLECTBUTb HEBO3MOXHO.
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TIPEK CO34EP TukTok, MeM, Undpibik MageHMeT, KasakcTaH, CeMMOTHKa, ANCKYPC, MeAMaMaTIH,
MeAMaTop, aNeyMeTTik Macenenep.

AnsbiC ABTOp aHOHMMAI peLeH3eHTTepre pusallblablifbiH Hingipeai. Makana MaTiHiH
pepakumsanay 6oMbIHLLA FblAbIMU BacLUblabIK NeH KeHec bepreHi yuwiH VHHa

CMaunnoBaFa epeKLLe afbiC anuTblNajbl.

AHAATNA. byn 3epTTey «EwkaHaaln He Xok» TukTok-MeMiHiH KazakcTaHHbIH, LMdPAbIK MaAEHUETIHAEr PeniH
Tangayfa apHanfaH. Kipicnege nHtepHeT-Memaepai a1eyMeTTiK KOHiN-Kyhai 6eMHenenTiH XaHe CoLMOoMaeHM
YAEpiCTepAi KepceTeTiH AMHaMUKanblK Meananblk GeHOMEH peTiHAe 3epTTeyiH MaHbI3AblabIfbl Herizaenes,.
KasakctaHablk akageMusaiblk ANCKYpCTa By TakblpbINTbIH, XETKINIKTI TYpAe 3epTTeNMereHi atan eTinegi

>KOHE MEMHIH, KYPbINbIMAbIK XoHEe CEMUOTUKA/bIK epeKLUeNiKTePiH Tanjay KaxeTTiairi kepceTines.

3epTTey azicTeMeci KOHTEHT-TanZay, CEMUOTUKAbIK XOHE CEMaHTVKabIK TasAay, COHAaN-aK KOrHUTUBTI-
AVCKYPCUBTIK TaCinAi kaMTuabl. KOHTEHT-Tanzay MeMHiH BU3yanzbl, MITIHAIK XaHe ayAnanabl
cunaTTamanapblH, OHbIH, TapaybliH, KYPbIIbIMbIH XaHe Kabbingay AMHamMuKacbiH KapacTblipazbl.
CemuoTurkanblk Tangay TaHbanblk 31eMEHTTEPAIH 63apa apeKeTTeCyiH XaHe BU3yanabl 6e3eHsaipy
epekLUenikTepiH aHbikTayfa baFrbiTTanraH. CeMaHTUKanbIK Tanjay MEMHiH, Heri3ri dpa3anapbiH TYCiHAIPY
apKblibl ONapablH KeNMaFrbliHaMbIIbIFbl MEH ayAUTOPUSFa aCepiH 3epTTeinsi. KOorHUTUBTI-ANCKYPCUBTIK
Tangay nanganaHyLibinapAblH NikipaepiH aneymMeTTik e3apa apeKkeTTecy HblCaHbl XaHe Y KbIMABIK
WHTEpnpeTaLms Kypanbl peTiHAe KapacTbipadbl.

Hatuxxenep kepcetkeHgei, «ElikaHaalm He XOK» MeMi Tiagik abcypa, BU3yanibl 3CTETNKA XOHE bIPFaKTbIK
KYPbI/IbIM apKblibl 91€yMeTTIK LWbIHALIKTbI KabbligayAblH ©3iHAIK MOAeNiH KabinTacTblpaTbiH KenkabatTbl
MeznamaTiH 60bin Tabblnazbl. OHbIH, TaHbIMaNAbIFbI XXePrifikTi MaJeHWN epeKLuenikTep MeH xahaHzblk,
UMPpAbIK MeAra TPEHATEPIHIH yinecyiMeH TyciHaipinesi. Mem Kofam nikipiH 6ingipy Kypanbl peTiHAe sapekeT
eTefi, KoNJaHyLblNapFa MafblHanapAbl OMHaKbl AeKOHCTPYKLUMANAY apKblibl VKbIMAbIK KORHiN-Kyinai bingipyre
MYMKIiHZiIK 6epegi. Tangay OHblH MafblHanap MeAvaTopbl PETIHAET PeiH aHblKTakabl, 0N pedaekcus

MeH ©3eKTi a/1eyMeTTIK MacenenepAi Taiakblaay KeHICTIrH KaabintacTbipagbl.

KopbITbIHAbIZA MEMHIH KOFaMAblK e3repicTepai 6enHenenTtiH Ldpablk MaLeHNET GeHOMEHI peTiHaeri
MaHbI34blabIFbl aTan eTinesi. OHbIH 6enimaeny aHe kenkabaTTbl MHTepNpeTauusiay Kabineti Mmemaepai

TeK OMbIH-CayblK KOHTEHTI peTiHAe KapacTbipy LWeHOepiH KeHenTeai. 3epTTey UndPpbiK MeAnaHblH, Kofam
KabblnjayblHa 9CepiH KapacTblpaTblH akageMUAIbIK ANCKYPCTbI AaMbITyFa biknan eTedi. bonawak 3epTreynep
MEMZAEPAIH Tapany MexaHU3MAEPIH, ONapAblH MaAEHW BeiMAenyiH XXaHe YXKbIMAbIK 9/1eyMETTIK yFbiMaapFa
blKMasblH 3epTTeyre 6afbITTanybl MyMKIH.
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ABsTRACT. This study analyzes the influence of TikTok meme "Yeshkandai ne zhok” ("No any of this whatsoever”)?
on Kazakhstan's digital culture. The introduction substantiates the relevance of studying internet memes

as a dynamic media phenomenon that captures public sentiments and reflects sociocultural processes.

It highlights the insufficient academic studies on this topic in Kazakhstan and emphasizes the need to analyze
the structural and semiotic features of the meme.

The methodology of study includes content analysis, semiotic and semantic analysis, as well as a cognitive-
discursive approach. Content analysis examines the visual, textual, and auditory characteristics of the meme,
including its dissemination, structure, and perception dynamics. Semiotic analysis aims to identify

the interaction of sign elements and the specifics of visual design. Semantic analysis interprets key phrases
of the meme, revealing their polysemy and impact on the audience. Cognitive-discursive analysis considers
user comments as a form of social interaction and a tool for collective interpretation.

The results demonstrate that "Yeshkandai ne zhok" is a multilayered media text in which linguistic absurdity,
visual aesthetics, and rhythmic structure shape a unique model of perceiving social reality. Its popularity

is driven by a combination of local cultural specificity and global digital media trends. The meme serves

as a public commentary, allowing users to express public sentiments through playful deconstruction

of meanings. The analysis identifies its role as a mediator of collective meanings, forming a space

for reflection and discussion of relevant social issues.

The conclusion accentuates the significance of the meme as a phenomenon of digital culture that captures
social transformations. Its adaptability and multilayered interpretation extend the boundaries of traditional
perceptions of memes as purely entertainment content. The study contributes to the academic discourse
on digital media and their impact on public perception. Further study may focus on examining

the mechanisms of meme dissemination, their cultural adaptation, and their influence on collective

social representations.

2 Literal, semantic or exact translation is not possible.
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BBEAEHWUE
NHTepHeT-MeMbl ABAAIOTCA HEOTHEMNEMOM YacTbi COBPEMEHHOW LIdPOBOWA
KyNbTypbl, NpescTaBass cobon AuHamMuyHble MmeanadopmaTbl, KOTopble GUKCUPYHOT
N TPAHCAUPYIOT N3MEHeHNs B 0BLLECTBEHHbIX HAaCcTpoeHusX. MiccnesoBaHune
WHTEPHET-MEeMOB KaK fB/€HMNA MacCOBOro B3aMMOAENCTBUSA LLUMPOKO NpeACTaBieHO
B aHI1053bIYHOW HAay4YHOW NnTepaType, 0COBEHHO B pamkax MeAnakoOMMYHUKALMOHHbIX
nccnesoBaHni, LMOPOBbLIX 'YMaHWUTapHbIX HayK U COLMONOTUN MHTepHeTa. MeMmbl
paccMaTpMBAatOTCA KakK MHCTPYMEHT COLMaibHOMO OCMbIC/IEHUSA U CNOCOb dopMUMpoBaHUs
KONNEKTUBHbIX HappaTUBOB. OHM OYHKLIMOHUPYOT KaK 31€MEHTbI OHMaH-KOMMYHMKaLUm
1 Kak GeHoMeHbl, 0baasatoLme coumanbHOM 3HaYMMOCTb. HeCMOTps Ha 3HaunTeNbHOe
BAVAHME Ha KOMMYHMKALIMOHHbIE MPOLLeCChl, B Ka3aXCTaHCKOM akaeMunyeckom
ANCKYpCe UX U3yUYeHMe OCTAaeTCs HeL0CTaTOYHO pa3paboTaHHbIM. 3TO 0bycnoBanBaeT
HeobX0AMMOCTb aHaM3a UX CTPYKTYPHbIX 1 CEMUOTUYECKMX OCODEHHOCTEN, a TakxKe
MeXaHU3MOB GYHKLIMOHMPOBAHNSA B 1OKaJbHOM MeAnanpocTpaHcTee. TUKTok-MeM
«EwkaHzam He XXOK» npeacTaBaseT cCOOOM MHOTOCNOMHbIA MeANATEKCT, B KOTOPOM
A3bIKOBas MPpPaLMOHaNbHOCTb, BM3yasibHas 3CTETMKA U pUTMMYECKas CTPYKTypa
bopmurpytoT 0CcObYHO MOZEeNb BOCMPUATUSA COLMANbHOM AeNCTBUTENBHOCTH.

HacTtosluee nccnesoBaHne HanpaBaeHO Ha aHann3 Mema «ElikaHzam He Xok»
C MO3ULNIA ero HappPaTUBHOM CTPYKTYPbI, N306pa3nTeIbHOM PUTOPUKM N COLIMOKYIbTYPHOW
3HauMMOCTK. B paboTe paccmaTpurBatoTCs NPeAnOChIIKA ero BOSHUKHOBEHWS, MPUHLMMbI
pacnpoCTpaHeHWsa U MexaHVU3Mbl BOCMPUATUS ayAUTOPMeEN. AHaNn3 CTpouTCa C y4eToM
TeopeTMUECKNX MOAXOA0B, Pa3paboTaHHbIX B aHII0A3bIYHbIX NCCAEA0BaHUAX LLUGPOBLIX
MeAna, N ajanTMpyeTca K 10KasbHOMY Ka3axCTaHCKOMY KOHTeKCTy. B nccnegoBaHmm
NpUMeHArTCA KoHuenumm memetukmn (Dawkins; Shifman), undposon HapoaHon
KynbTypbl (Shifman), anckypc-aHanmza (Foucault; Gee), undposoin putopukm (Milner),
KapHaBanbHOW KynbTypbl (baxThH). 3TO NO3BO/AET BbIABUTL OCOBEHHOCTU BOCNPUATIS
[AaHHOTO MeMa B HaLMOHaNbHOM MeAManpoOCTPaHCTBE M PacUMPUTb HayUHbIA ANCKYPC
0 UMdpPOBLIX MeamnanpakTkax B KasaxcraHe.

METOAONOrVA NCCNEAOBAHMSA

B nccnepoBaHuv NprMeHeEHbl METOZbl KOHTEHT-aHaAn3a, CEMUOTUKM, CEMaHTUYECKOTo
aHann3a n KOrHUTUBHO-ANCKYPCUBHOIO aHann3a. KoHTeHT-aHanu3 onunpaetcs

Ha NpuHUMnbl MemeTnkmn (Dawkins; Shifman), paccmaTpuBaroLLen MeMbl Kak KynbTypHble
apTedakTbl, U3MEHAOLWMECA N pacnpocTpaHaowmecs B LMdpoBoKM cpeae. ITOT METOA
Mo3BOAAET NCCNeA0BaTb BU3yasibHble, TEKCTOBbIE U ayAnasibHble XapaKTePUCTUKN MeMa,
€ro CTPYKTYypY, pacnpoCTPaHEHHOCTb U AMHAMUKY BOCMPpUATUA. CEMUOTUYECKNI aHann3
OCHOBAaH Ha NoAxoJax CeMUOTUKM KyabTypbl (JTOTMaH), TpakTytoLWwen MeamaTekCTbl

KakK MONKOZAOBbIE CTPYKTYpPbl, 06beAMHAIOLLME Pa3IMYHble 3HaKOBbIE CUCTEMBI.
BusyanbHoe odopmMaeHmne, A3bIkoBble 0COBEHHOCTM U MOHTaXHble peLleHns
paccMaTpMBaOTCS B KOHTEKCTE MX CMbICNIOBOTO B3aUMOAENCTBUA U BANAHUA

Ha ayguToputo. CeMaHTMYEeCKMI aHan3 HamnpaB/eH Ha UCCaeoBaHMe 3HaUeHUI
KatoueBbIX Gpa3 MeMa U Ux HTepnpeTaymto. OH yunTbiBaeT NPUHLMMAbLI LMdPOBON
putopukm (Milner), aHannsnpyroLer cnocobbl KOHCTPYMPOBAHMSA CMbIC/IOB B MEAUMHbBIX
cpesax n nux TpaHchopMaumio B 3aBUCUMOCTU OT KOHTeKCTa. KOrHUTUBHO-ANCKYPCUBHBbIN
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aHaNn3 NPUMEHSAETCA A4 U3YyYeHMA NOb30BaTENbCKUX KOMMEHTapMeB Kak GopMbl
coLManbHOro B3anmozencTeuns. B pamkax guckypc-aHanusa (Foucault; Gee) nccneayertcs,
Kaknm obpa3omM MeM CTaHOBUTCA YacTbio OOLLEeCTBEHHOro HappaTtnBa, GopMupys
yCTOMUMBbIE NAaTTePHbl MHTEPNPEeTaL MM U CNOCODbI KONNEKTUBHOTO OCMbIC/IEHMA
COLMaNbHOM peasbHOCTH.

AHann3 MemMa CTPOUTCA Ha TEOPETUYECKMUX MOAXOAAX K LMPPOBOMA KyNbType
1 BU3yasibHOMY UCKyccTBY. MeM QYHKUMOHUPYET Kak MHOFOC/OMHbIA MeAMATEKCT,
CTPYKTypa KOTOPOro COrnacyeTcs C NpuHUMNamMmm CEMUOTUKIN KyabTypbl (JTOTMaH).
BusyanbHble 1 MOHTaXHbIE pPeLleHMA aHaAN3NPYIOTCA B paMKax TEOPUN KMHO,
06BACHANOLLEN BANAHME CTPYKTYPHbIX 31EMEHTOB M306paXxkeHna Ha BOCNpuUATHe
3putens (Elsaesser and Hagener).

CoumanbHasi 3HAUMMOCTb MEMa OLLEHMBAETCA MO MNATU KPUTEPUAM: YPOBEHb
06Cy>XAaeMOCTH, Haume 4BONCTBEHHOCTN N CaTUPUUYECKMX IEMEHTOB, CTEMEHb
3MOLMOHANIbHOW BOBNEYEHHOCTU ayANTOPUM, afanTUBHOCTb (BapnaTUBHOCTb
MCMNONb30BaHMA) N KONNEKTUBHOE BOCNPUATUE (YCTOMUMBBLIE MHTEPNPETALMN).
dMnunpuyecknii Matepman cobpaH Ha naatdopme TukToK, aHaM3MpPOBaHbI
Mo/Ib30BaTENbCKME KOMMEHTAPUW, UHTEPMPETUPOBAHHbIE C ONOPON Ha COBPEMEHHbIE
nccnegoBaHuna B 061aCT MEMETUKM, ANCKYPC-aHanmn3a 1 LMGpoBOn KynbTypbl
(Shifman; Milner; Mina), uto obecneyrBaeT KOMMAEKCHOE PacCMOTPeHNE PEeHOMEHaA.

TEOPETUYECKASA OCHOBA

MeMbl MOXHO paccMaTpmBaTb Kak 0cobyto dpopmy LMPpPOBON KOMMYHMKALMKM, KOTOpas
pacnpoCTpaHAeTCca C HEBEPOATHON CKOPOCTbIO Baarogapsa coumanbHbiM Meamna. CornacHo
onpeaeneHunto Pnuapaa JokmH3a, MeMbl — 3TO Ky/NbTypHble eAnHULbI MHOopMaL MK,
KOTOpble KOMMPYOTCA N NepesaroTcs OT YenoBeka K YeNoBeKy Yepes MMUTaLMIO

(Dawkins 249). B ycnoBumax coBpeMeHHOro obLuectsa MeMbl CTaan CBOeOOpPasHbIM
3epKanoM, KOTOpOe OTpaxkaeT TeKyLlMe coLunanbHble MPobaemMbl, SMOLIUN 1 NepexnBaHns
ayautopuun. Kak otmeyaet Jliumop LLUndmaH, «MHTEPHET-MEMbI MOXHO paccMaTpuBaTh
Kak (MOoCT)COBPEMEHHbIV GONbKIOP, B KOTOPOM O6LLME HOPMbI U LLEHHOCTUM GOPMUPYHOTCSA
yepes KyNbTypHble apTedakTbl, Takme Kak obpaboTaHHble B Photoshop nsobpaxeHus

nnu ropoackune nereHabl» (Shifman 15). Mem «EwkaHzanm He XXOK» COOTBETCTBYET

3TOW XapaKTepuCTuKe, Tak Kak ero TeMnosas CTpyKTypa, abcypAHOCTb 1 BapnaTMBHOCTb
NCMONHEHWSA AENAIOT Ero YacTbio LMPPOBOI HAPOAHOM KY/bTYpbl, OTPaXKatoLLen
obLecTBeHHble HacTpoeHMa B KasaxcTaHe.

BaxxHbIM acnekToM aHanv3a MeMOB ABAAETCA MX CNOCOBHOCTL BblpaxaTb 1 OTpaxaTb
KONNEKTUBHbIE N UHAMBUAYa/bHbIE KYNbTypPHblE MUPOBO33peHus. Kak oTMeuatoT Mapkyc
n Jle, «<MHANBMAYANN3M N KONNEKTUBN3M OTPaXKaroT KyAbTypPHblE MUPOBO33PEHMS,

NpPW KOTOPbIX MHANBUAYAAN3M TUMNYEH ANA OOLWECTB C OCNabNeHHbIMU CBA3AMMN MEXAY
WHAMBUAAMMN W CTPEMIEHNEM K CaMOOMNpeaeneHunto, B TO BPeMA Kak KOJIEKTUBU3M
CNocobHCTBYET CNNOYEHMIO TPYNMbl U MPUOPUTU3ALLUN KONNEKTUBHbBIX LieNei Haz
AnyHbIMK» (Marcus and Le 815).

TukTok npeacTaBaseT cobou rnobanbHyro naatGopMy Ans co3gaHna n obmMeHa
KOPOTKUMMW BUAEOPOANKAMM, 3aMyLLLEHHYHO KMTalNCKon komnaHuen ByteDance B ceHTsbpe
2016 roga. Mnatdopma NpesoCcTaBAfET BO3IMOXHOCTb BblpaXkaTb cebs uepes KopoTkme
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BMAEOPONNKM C MCMONb30BaHNEM Pa3HOObpa3HbIX cayHATPeKOB, cneLdddekToB
n GUABTPOB, UTO cAenano TUKTOK OAHUM U3 INAEPOB CPeAn MOBUIbHBIX MPUAOXKEHWNIA
AN KOPOTKMX BMAeo (Zhixin, et al. 199). MNaatdopma nrpaeT 3amMeTHyHO Pob
B pOopMMpOBaHMM 0BLLECTBEHHOTO ANCKYPCa, afanTupya rnobanbHbie TPeHAb!
K JIOKaNbHbIM KYNbTYPHbIM U CcOLManbHbIM KOHTekcTaM. OfHaKo ero BansaHue
He orpaHM4MBaeTCa NNLLb pacnpocTpaHeHneM KoHTeHTa. TuKTok peryampyet
MeXaHW3Mbl PacnpoCTPaHeHUsA CMbICIOB U CTPYKTYPUPYET 4OCTYNMHOCTb ONpesesieHHbIX
BbICKa3blBaHWI. B anckypcnBHom cucteme, onncaHHon ®yko, BbiCKasbiBaHWNA
OpraHun3yroTCa B YNopAL0YEHHYIO CTPYKTYPY, FAe OAHN CMbIC/Ibl COXPaHARTCA, Apyrue
TpaHchOpMMpPYHOTCA, a HekoTopsble BbiTecHAtOTCA (Foucault 145). Aaroputmmnyeckas
dunbTpaLma KOHTEHTa B LMdpPOoBbIX Niathopmax onpeaenser, Kakme BblCKasblBaHWA
CTaHOBATCA BUAMMBIMY, @ Kakue ocTatoTca Ha nepudepun. Membl BCTpanBaroTcs B 3Ty
cucTemy 1 NprobpeTatoT 3HaueHne B 3aBUCUMOCTU OT YCIOBUIA UX PacnpoCTpaHeHus
N MHTepnpeTauunn. Bmecte ¢ TeM cresyer yumntbiBaTh 1 NOAUTUYECKYHO POb NAATGOPMbI:
TukTok HeO4HOKpPATHO NOABEPranca KpUTUKE 1 3anpeTam B psAse CTpaH (Hanpumep,
B VIHaun n CLLUA) no npnynHe onaceHui, CBA3aHHbIX C BOMPOCaMy KOHOUAEHLNaIbHOCTY
AAaHHbIX, HALMOHaNbHOM 6€30MacHOCTM N BO3MOXHOCTbIO BANSAHUA Ha NOAUTUYECKME
npouiecchbl. M3yueHne nnatdopMbl BaxXHO B 6osee LMPOKOM KOHTEKCTe LidpPOBbIX
MeAna, MOCKONbKY 3Ta naaTdopma ABASETCS OAHON U3 MHOTUX (Hapaay ¢ Instagram,
Twitter, YouTube), yyacTBytoLMX B pacnpoCTpaHeH MeMOB 1 GOPMUPOBAHNN
06LLeCcTBEHHOrO MHeHUs. [Mpn 3TOM MMeHHO TUKTOK AEMOHCTPUPYET OCObLIV NOTeHLMan
KakK MHCTPYMEHT MOBUAn3aumnm, BbipaXKeHNs NoIMTUYECKOro Hecornacua n npoTecta
6narogaps H6bICTPOMY pacnpOCTPaHEHWIO BUAEOKOHTEHTA M BOBNEYEHMIO MO/Ib30BaTeNeN
B CO3/jaHMe HOBOro COLManbHOro HappaTmBa.

B kauecTBe MeTOL0N0rMYECKON Napanneny Ans aHaamsa pycckoA3blYHbIA MEM
«[Tpo pbI6oB» (cM. puc. 1), cTaBwm BUPYCHbIM B 2021 rogy, 6bin nogpobHo pas3obpaH
nosnb3oBatenem Cawen XaputoHckn. OH aHanM3MpyeT BbIMbILLAEHHbIN Ananor
mexgy kotatamun n «HE-npogaBuom»: Ha Bonpoc «Bbl npogaete pbi6?» cneayet

Puc. 1. Mewm «[1po pbib6oB».
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He/JIornYHbIN OTBET «HeT, nokasbiBaro». Takol pa3pbIB JIOTMYECKON CBA3N CO34aeT

3P PEKT KOTHUTUBHOTO AMCCOHAHCA, YCUANBAKOLLMIA BOCNPUATUE MeMa Kak abcypaHOro
BbICKa3blBaHMA. [10 MHEHNIO XapUTOHCKK, 3TOT NpMeM OTpaxkaeT 3K3UCTEHLMANbHOE
pa3oyapoBaHue, Koraa O6BbEKT XKeNaHUA OKa3bIBAETCA HEAOCTUXKMMbBIM, @ B3aUMOLENCTBNE
C HUM CBOAMNTCA K MAaCCMBHOMY HabaroaeHNIo (XapUTOHCKM).

MeMm anennvpyert K Ky/JbTypPHbIM KOZaM PYyCCKOW nnTepaTypsbl, B YaCTHOCTU K MOTMBaM
coumanbHou GpycTpaumm, xapakTepHbIM A8 Npou3BeAeHni [JoctoeBckoro 1 ToACToro.
Ero nonynapHOCTb NoATBEPXKAAET, YTO aNOrMYHOCTb U MUHUMANU3M MNPOAOIKAOT
ocCTaBaTbCA 3PPEKTMBHBIMU CNOCObamu penpeseHTaumm CAOXHbIX GUAOCOPCKMX
N coumanbHbix naen B umdposon kyabtype. OgHako ecau «[1po pbi6oB» HbiA MPOCTbIM
CTaTMyeckUM n3obpaxkeHneM, TO Ka3axCcTaHCKun meM «ELlikaHzan He XOoK» npeacTaBaseT
cobon bosiee CNOXKHbIN BUJEOKOHTEHT.

OaHVM 13 Hanbonee NONYAAPHbIX Ha CETOAHALIHWI AeHb TPeHAOB B TUKTOKe
ABNAETCSA MCNOb30BaHWe My3blkn Flawed mangoes — Dramamine. 3TOT ayanoTpek
CTan OCHOBOW ANA CO3JaHuA AeCATKOB ThiCAY BUAEO MO BCEMY MUPY, B TOM Ymncie
6onee 50 Tbicau ponnkos B TkTOKe K HacTosLLEMY MOMEHTY. TpeHZ Bk/ItoUaeT B cebs
onpeaeneHHbln Habop 1306pa3nTeNbHbIX 1 3BYKOBbLIX MPUEMOB, KOTOPbIE AeNatoT ero
OT/IMYMTENbHBIM U Nerko y3HaBaeMbIM. KntoueBbiM acnekToM BUAEO ABNAETCA COYeTaHne
MOTMBALMOHHbBIX AN GUNOCODCKMX TEKCTOB C MEAMUTATUBHbBIMM 3KPaHHbIMU 0bpa3zamu,
YTO CO3Ja€eT UHTEPECHbIV KOHTPACT 1 ycunmeaeT 3ddekT BUaeo.

HAPPATUBHBIE N BU3YA/ZIbHbIE OCOBEHHOCTM TPEHAA

TpexuacTHaa CTpyKTypa BUAEOPOANKOB BbIFAAANUT caeaytowmm obpasom:
dkcno3uums. BBogHas yacTb BUAEO COAEPXXUT TEKCT AU ayamodparmMeHT, KOTOPbIN

norpy><aeT 3puTeNnsa B KOHTEKCT MoBecTBOBaHNA. O6bIYHO 3TO LMTaTbl MAN OTPbIBKM

13 MOTUBALMOHHbIX UM GUNOCOPCKUX peyers, KOTOPble UMEKOT BAOXHOBSAOLLMIA

UNM NOBYXKAAROLLNIA 3aayMaTbCs XapakTep. B agaHHOM cayyae (cM. puc. 2) 3ToT addekT

[OCTUraeTcs 3a CYET HAaJIOXKEHHOro Ha BUAEO TEKCTa, KOTOPbIN BU3yalbHO UMUTUPYET

Puc. 2. Kagp u3 Bugeo «Ewwkanaal He oK.
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CTUAb BOOAYLLEBNAIOLMX BUAEOPOJNKOB, HO MPU 3TOM HECET CMbICIOBYHO
HeonpeaeNeHHOCTb. OTOT NPUEM CO34aeT KOHTPACT MeXAY HarnsAHON nogayen
N cofep>KaHMeM, YTO COOTHOCUTCA C KOHLeNLUMen NOCTUPOHUN N AeKOHCTPYKLINN
undpoBbIX HappPaTMBOB. B cyyae ncnosb3oBaHuns TpeHga ¢ Dramamine MHOrve aBTopbl
BbIOMparOT PpparmMeHTbl U3 GUABMOB, UHTEPBbLIO UK Aaxke COBCTBEHHbIE Pa3MbILLAEHMS,
yTObbl 334aTb TOH BUAEO. ITa YaCTb BBOAMUT 3pUTENS B Pa3MblLLIEHME, MOArOTaBIMBas
€ro K OCHOBHOW mjee poauKa.

[ApamaTtuueckas naysa. [lepexog OT 3KCNO3ULUN K OCHOBHOM YacTu BUAEO
COMPOBOXAAETCA KPAaTKOBPEMEHHbIM 3aTEMHEHMEM 3KpaHa U NpUrayLleHneM 3ByKa.
B 3TOT MOMEHT K/ItOUEBbIe C10Ba MOABAAKOTCA Ha YepHOM PoHe (CM. puc. 3), a X NOBTOP
€ 3X0-3hdEeKTOM aKUEHTMPYET BHUMaHWe 3puTens. Takon npuemM CTpyKTypupyeT putm
MeMa, co3jaBas naysy A8 OCMbIC/IEHUA CKa3aHHOTO U GopMUpys 3PPeKT OXNAaHNS
nepea cMeHon kagpa. MoHTaXkHas CTpyKTypa AaHHOro pparmMeHTa ncnosb3yet
puTOpMYecKoe akueHTUPOBaHWNeE, XapakTepHOe A9 BU3YabHbIX U ayAuabHbIX
MeAMaTEKCTOB. 3aTEMHEHME U 3aMeA/IeHNe TEMMNA CMELLAtOT CMbIC/IOBOWN aKLIEHT,
a ypesmepHas gpamMaTm3aLma KOHTPaCcTUPYET C HeonpeaeneHHOCTbIO BblCKa3biBaHWA,
npvaaBas MemMy rpoTeckHoe 3By4YaHue. Takaa scTeTmyeckas ctpatermsa no3soaset
MeMy QYHKLMOHMPOBaTb OLHOBPEMEHHO KaK pedaekcnsa Haj CoLnanbHbIMU peanmamm
N KaK MejuMHOEe ABAeHME, OCHOBAHHOE Ha UTPOBOM AEKOHCTPYKLMW CMbICIOB.

LUbIHbI
o' TikTok
@irohkoke KepeK

Kol

Puc. 3. Kagp n3 Bugeo «Ewkanaar He oK.

OcHoBHas yacTtb. [locne gpamaTMyeckon nay3bl HAUMHAETCS OCHOBHAsA YacTb
BMAEO. 34eCb aBTOPbI UCMONb3YHOT MeAUTATUBHbIE KaApbl MPUPOAbI, FOPOACKMX
NaHawadToB, apXMTEKTYPbI UAU APYTUX 3N1EMEHTOB, KOTOPbIe NOAYEPKMBALOT aTMochepy
CNOKOWCTBUA 1 co3epuanuns (CM. puc. 4). BaxkHO OTMETUTb, UTO TEKCTbI, 3By4allme B 3TOT
MOMEHT, Ay6AnPYHOTCA Ha dKpaHe, NpUYeM UCMONb3YyeTCa Urpa co LWpndrTamm pasHoro
pa3mepa, LuBeTa 1 CTUAn3aummn. 3To ABASETCA BaXKHbIM 31EMEHTOM TPEHAA, MOCKOAbKY
Takas MHTepnpeTauma TekcTa napoanpyet rpadpuryeckme Nnpnembl MOTUBALMOHHbIX
poankoB 2015-2020 rozos, rae aAyb6avpoBaHve «BAOXHOBAAIOLWMX» CIOB Ha 3KpaHe
NCNOAb30BaNOCh ANA YAepPXaHWA BHUMAHUA ayauTopum. MOXHO NpeanonoXuTb,
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XanoviKKa

HE BRIBANTLID

o' TikTok

@irohkoke

Puc. 4. Kagp u3 Bngeo «Elwkanaan He oK.

YTO 3TO CBOErO POAa METaMOAEPHUCTCKAs MPOHUS, KOTOpas UrpaeT Ha NPOTMBOPEUNH
MeXAyY >KeNaHneM MOTUBMPOBATb Y OCO3HaHMEM HECCMbICNIEHHOCTM Takoro
MoOTUBaLIMOHHOro KoHTeHTa (Vermeulen and van den Akker 10). Vicnonb3oBaHune

TaKOW 3CTETUKN NPOABASETCA Yepe3 COUYeTaHNe BHELLUHE UCKPEHHUX, «TyHOKNX»
n306pa3nTeNnbHbIX PeLLeHUI U TEKCTa, KOTOPbIM ANBO He HeceT B cebe YeTKoro CMbICaa,
NM60o BCTyNaeT B NPOTMBOpPeUME C BU3yaNbHbIM PSZOM. Takon NoAxXos co3aeT ANHAMUKY
ABOVICTBEHHOCTW, FAe 3puTe/ib MOXKET BOCMPUHMUMATh KOHTEHT O4HOBPEMEHHO

KaK LUYTOYHbIN N KaK 3MOLIMOHA/IbHO 3aps>KeHHbIM. OTa aMObUBaNEHTHOCTb U OTANYaeT
MeTaMOZAEPHMUCTCKYHO IOTUKY OT TPAAULMOHHOM NOCTMOZAEPHUCTCKOM NPOHUN,

KOoTOpas B 6O/bLLEN CTENEHM OPUEHTMPOBAHA Ha AECTPYKLMNIO CMbICNIOB 6€3 MOoMbITKY

NX NEPEOCMbICIEHNS.

Bugeo @irohkoke (LWankymap Aipo), onybavkoBaHHOe

13 okTabpsa 2024 roga (cm. puc. 5), ABASETCA NPUMEPOM TOro,

Kak MUPOBOM TPEHA MOXET BbITb NEePeOCMbIC/IEH B MECTHOM .

KOHTeKCTe. B JaHHOM posivke MCMOAb30BaHa 3anuch penopTepa E

Ka3axCTaHCKOro TesekaHana «Xabap-24», caenaHHas bonee rosa

Ha3ag, rAe XeHLMHa AaeT CBUBUMBLIN OTBET Ha BOMPOC. EE’C' >- QR-koa Ha noct
LWKaHAAM He >KOK».

DTV BblpBaHHbIE U3 KOHTEKCTA $ppa3bl CO34AH0T KOMUUECKMNI Wctounmk: TikTok,

3pdekT 6narogapa ceoeit MppPaLMOHanbHOW U HENOTUUHOM :iit‘;'f?fri’}é?é“hmz

nocnepsoBatensHocTU. Bugeo @irohkoke nepeocmbicnnBaet ' '

3TOT PparMeHT, NpeBpaLLlas ero B NonyaspHbIA MEM.

Tpex4yacTHas CTPyKTypa UCNOoNb3yeTcs ¢ JobaBAeHNEM Cco3epLiaTebHbIX KajpoB
MPUPOZAbI N TOPOACKMX NaHAWABTOB, UTO YCUANBAET KOHTPACT MEXAY BHELLIHEN
rapMOHMEN N CMbICIOBOWN HEOMNpPeAeNeHHOCTbIO C/IOB. DTO Ta Xe NapasoKcaibHas
3CTeTUKA, FAe ABYCMbICIEHHOCTb N abCTPaKTHOCTb BbICKa3biBAHMIM MOAYEPKMBAETCS
3CTETUYECKN NPUATHBIM BM3YanoM N CMOKOMHON, pedaeKCUBHON My3bIKOW.

AYANOBU3YA/IbHBIVN AHANN3 MEMA «ELUKAHAAN HE YKOK» E E
I*.
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My3blkanbHOE CONPOBOXAEHME UrpaeT KNKOUEBYHO poJib B GOPMUPOBAHUN CMbICIOBOTO
Bocnpuatna mema. Komnosnuyma Dramamine co3gaet MegmTaTMBHOeE, co3epuaTtenbHoe
HacTpOeHue, O4HAKO ee NIaBHOCTb KOHTPACTUPYET C ApamMaTUYecKumm naysamu
N Ha/JIOXKEHHbBIM 3XOM, YCUIMBasA OLLyLLIEeHNe CMbICNOBOTO paspbiBa. 3ByKOBas KOMMO3MLMA
NnoAYepKMBaET HanNoJHEHWE Kajpa U OAHOBPEeMeEHHO popmupyeT 3hdekT HeonpeaeneHHOCTU.
MOHTa)x NOCTPOEH Ha HEPUTMUYUHBIX CKNEMKaX, UTO CO3JaeT BrneyaTleHne XaoTMYHOCTH
n cnydarHocTn. Kagpbl CMEHAROTCS He MO My3blkalbHOMY TakTy, @ MPOU3BOJLHO,
yTO CHNMXKAET POSIMK C ICTETUKOWN LOKYMEHTANIbHOTO KMHO, MOAYEpPKMBas €ro
NCceBAOCMNOHTAHHOCTb. TakoW Npuem genaeT BocnpuaTve GparMeHTUPOBaHHbIM,
aKLUEHTUPYA BHMMaHWe Ha OTAENbHbIX CMbICIOBbIX 3IeMeHTax BUAEO.

N306pa3nTenbHbiii CTUAb TakKe NOAYMHEH KOHLEMLMM CMbICIOBOTO PaCXOXAEHWS.

B otanume ot TpagmumoHHOro BepTtukansHoro popmata TukToka (9:16) Bugeo

BbIMOJIHEHO B KBagpaTtHoMm dopmare (1:1), uTo gaeT oLlyuleHne 3aMKHYTOro NPOCTPaHCTBa
N OrPaHNYEHHOCTN NepcrnekTUBbl. ITOT NMPUEeM MOXHO paccMaTpMBaTh Yepes KOHLUEeNLUIo
Tomaca Snb3eccepa n ManbTe XareHepa O KMHO Kak OKHe 1 pamke. CornacHo 1Mx noaxoay

«KUHO QYHKLMOHMPYET OLHOBPEMEHHO Kak OKHO, MPeLoCTaBAstoLLee 3pUTENHO
BO3MOXHOCTb 3arifiHyTb B MHON MUP, 1 Kak pamka, onpeaensaroLLas rpaHu1Lbl 3TOro
HabnrozeHuns» (Elsaesser and Hagener 19). Vicnonb3oBaHme KMHOTEOPETUYECKUNX
KOHLenuun onpaegaHo cneyndurkon ¢opmata TuKToka, MOCKOAbKY 3pUTEND 34eCh
OZHOBPEMEHHO IBNSETCA M aKTUBHbIM YYaCTHUKOM CO3JaHUNA U pacnpoCTpaHeHUs
KOHTEHTa, a BOCnpuaThe MeMa TpebyeT BHMMaHUA K ero ayAnoBu3yanbHbIM
0ocobeHHOCTAM. B faHHOM cnydyae kBajpaTHbI dopMaT BUAEO HE MPOCTO U3MEHseT
TexHu4eckme napameTpbl n3o0bpaxkeHus, a GopMUpPyeT KOMMO3ULIMOHHbIE OrpaHUYEeHNS,
nojyepkrBas 3aMKHYTOCTb MPOCTPAHCTBA, a Tak)ke HEBO3MOXHOCTb BbIXOAa
3a npeaenbl ABOUCTBEHHOW peanbHOCTM Mema. Pe3kumii 0bpbiB BUAEO NPON3BOANT
3P deKT He40CKazaHHOCTN, CUMBOIMYECKM OTPaXKas HEPELLEHHOCTb OBLLeCTBEHHbIX
BonpocoB. OTCYTCTBME JIOTMYECKOTO 3aBepPLUEHMA YCUAMBaET MeTahopy OLLyLLEHMA
HeonpeAeNeHHOCTY, XapakTepHOW A/ NpobeM, NOAHUMAEMbIX B MEME.

LiBeToBas nanntpa HapoUMTO HaCbIWEHHasA: APKME OTTEHKM CO34at0T UANHO3UIO
rapMOHUK, KOHTPACTUPYS C NMPOTUBOPEUMBOCTHHO CMbICIOBOTO COAEPKaHMS.
DTOT NPUEM aKLEHTUPYET PaspbiB MEXAY 3CTETUYECKOM 06010UKON N COLMaibHON
peanbHOCTbIO, MPeBpaLLas MeM B CPEACTBO XyAOXECTBEHHOIO OCMbIC/EHUS.
Kak otMeuaeT HO. M. JToTMaH, «XyA0XeCTBEHHbIN TEKCT FOBOPUT C HAMU HE O4HUM
roI0COM, a Kak CNOXHO-MOANGOHMYECKN NMOCTPOEHHbIA Xop. CNOXHO OpraHNM30BaHHbIe
YyacTHble CUCTeMbI NepecekaroTcs, 0bpasys Nocnes0BaTeIbHOCTb CEMaHTUYECKM
AOMUHaHTHbIX MOMeHTOB» (40). B koHTeKcTe UMPPOBOI KyNbTypbl JaHHOE YTBEPXKAEHWE
MOXKeT ObITb MHTEPNPETUPOBAHO Yepes MPU3MY MyAbTUMOAANBHOCTU LMdPOBOro Mema,
rfe BU3yasbHbli, TEKCTOBBIN U ayAnanbHbIA PAjbl COCYLLECTBYHOT, BCTyMNas B CIOXHOe
MeXceMnoTnyeckoe Bzanmogencrame. Mem GyHKLMOHMPYET Kak MHOTOCIOMHOe
CEeMNOTMYECKOE BbICKa3biBaHWE, B KOTOPOM KOHTPACTHbIE 3/1IeMEHTbI — MPOHUYECKUNIA
TeKcT, pedaekcMBHas My3blka 1 HacCbILEHHas BM3yasibHas 3CTETUKA — CO34at0T
[OMONHUTENIbHbIE YPOBHU CMblicaa. Abdu boyH 1 coaBTOpbI MOAYEPKMBAIOT,
YTO «MHTEPHET, 0COHBEHHO CoLManbHble Meamra, MOXHO paccMaTpuBaTh Kak rnobasnbHbIv
MeXaHW3M MPOM3BOACTBA MEMOB, PAaCMPOCTPAHSAOLLMIA MUKPO- N MaKpPOYpPOBHEBbIE
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KY/IbTYPHbI€ CMbIC/Ibl C HEBUAAHHOMN paHee CKOpoCTbio» (Bown, et al. 28).

DTO NoAYepKMBaET 3HAYMMOCTb CKOPOCTU M OXBaTa pPacnpoCTpaHeHUs MEMOB,

KOTOpble 0becneyrBatoT OnepaTUBHYHO peakumo Ha 0bLwecTBeHHble cobbITuA 1 BbiCTpoe
dbopmMmnpoBaHme o6LLLEeCTBEHHOTO MHEHUA. B3anmoaencTBys ¢ memamu, ayamtopums
«y4yacTByeT B MOMeHTe OB HOCTU», naeHTnbuumpya cebs ¢ npeacTaBAeHHbIMU
CMbIiChamu 1 amoumamm (Bown, et al. 103). Tem cambiM MeM BbICTynaeT CPeACTBOM
COLMaNbHOM NAEHTUDUKALNN N KONNEKTUBHOTO OCMbICIEHNA peanbHOCTW. [ogo6Has
nonndoHMYeckas CTpyKTypa AenaeT ero 3HauMMbiM O6BEKTOM A5 aHaAM3a MexaHU3MOB
dopMmnpoBaHua LMPPOBOTro KyIbTYPHOro HappaTuMBa.

CEMAHTUYECKMW AHANN3 MEMA «ELUKAHAAW HE )XOK»: OTPAXXEHWUE
COLUAJIbHBIX NMPOBJIEM
MOMHBIN TEKCT Ha Ka3aXCKOM 513blKe, MPON3HOCKMbIN XXEHLUMHOW, 3BYUUT TakK:

«bapiHe ellKaHAaN He XOK, LWblHbl KEPeK KON, eLlkaHan He XOK. Mbicanbl, ©3iH,

Ae eTecCiH, Mbicanbl. Hefblnaapl, elkaHaan He, kaHAal He Mblcasfa, HAFbIBATbIP (He Kbimn
XaTblp) MbiCasifa XanblKTbiH, 63pi? Tek HeFblAManAbl Kasip, ObINTbIpAapPbl HEFbIIATbIH,
Kasip BaLle KOCbIIMaNAbl, ap >afbl».

TekcT, nepeBeAeHHbIN Ha PYCCKUIN A3bIK:

«Bcem HeT 3TOro camoro, Hy BnpaBAy Befb, HUKAKOro 3Toro camoro. Hanpumep,
1N caMy NPOXOANM MUMO, Hanpumep. 3TO NPOUCXOAUT — N HUYero. Hy uto, Hanpumep?
YTo BCe (ntoan) AenatoT, K npumepy? Huuero He AenaroT ceiyac, paHblle XOTb Aesanu,

a ceryac BoobLLe He MOAK/IHYAOTCA — BCE OCTalbHbIe».

PaccmoTpuM katoueBble Gpasbl BUAEO C TOUKM 3PEHNS UX COLMANbHOM 3HAUMMOCTH.

1. «bapiHe ellKaHAaN He XOK, LWbIHbI KEPEK KOW, eLiKaHAan He XOoK». («<Hukomy
HeT 3TOro camoro (gena), Hy BNpaBAy Belb, HAKAKOro 3TOr0 CaMoro»).

®paza oTpakaeT CI0XKHbIe CoLMabHble NPOLECChI, CBUAETENLCTBYA O PACNPOCTPAaHEHHOM
YyBCTBE OTUYXAEHWA 1M pa30yapoBaHUA B KazaxCTaHCKOM obLiecTBe. B ycnoBusax
O6LLLECTBEHHbIX M SKOHOMMUYECKUX KPU3MCOB YCUANBAETCSA BOCMPUATUE HEAOCTYMHOCTH
peasbHbIX MEXaHVW3MOB BO3ENCTBNSA Ha CUTYaLUIO, UTO NMPUBOAMUT K YOEXAEHMIO
B 6€CCMbICNEHHOCTM aKTUBHbBIX EACTBUI U TPaXAaHCKOro yyacTus.

I HabatoAeHNA NOATBEPXKAAFOTCA AAaHHBIMW O PACNPOCTPAHEHHOCTUN AenpPeCcCUBHbIX
coctosiHmi B KaszaxctaHe. CoOrfacHO UCCIef0BaHMAM AONS Ka3axCTaHLEeB, CTPajatoLmx
AEenpPeccUBHbIMUN PaCcCTPOMCTBaMM, cOCTaBAseT 4,4%, UTO NpeBbILIAET CPEAHEMUPOBOM
nokasarenb B 3,9% («PacnpocTpaHeHHOCTb aAenpeccun»). Kpome TOro, cpesm Moaoaexm
B Bo3pacTe A0 35 net 6onee 70% vcnbITbiBatOT CTpeCC, 6eCCOHHMLY 1 anaTuto,

YTO 3HAUUTENbHO NpPEBbILAET ObLWEMNPOBBIE NOKa3aTenn («YpoBeHb AenpPecCMBHOCTU»).
3TOT GEHOMEH COOTHOCUTCA C KOHLeNUMen MeMOB Kak GOPMbl «yJIMYHOTO UCKYCCTBa
undposoro Beba», npeanoxeHHon AHb Cao MuHown. Mo ee yTBEPXAEHWIO, «MEMbI — 3TO
YIMYHOE NCKYCCTBO COLManbHOro Beba: oHN AOCTYMHbI, NOAAAFOTCA PEMMUKCY U CMOCOBHbI
HeCTM MOLLHble NOANTUYECKME N colmanbHble nociannsa» (Mina 12). B aTom kKoHTekcTe
MeM «ElkaHAan He XoK» GYHKLMOHMPYET He TONbKO Kak pa3BiekaTtesbHbll LdpoBoM
NPOAYKT, HO N KaK CPeACTBO apTUKYNSALMM KONNEKTUBHbIX OOLLIECTBEHHbIX HACTPOEHWUA.
Ero wumpokoe pacnpocTtpaHeHve 1 BapnaTMBHOCTb MHTEPMPETaL i CBUAETENbCTBYHOT
O BbICOKOW CTEMEHN pe30HaHca € akTyalbHbIMW NPobaeMamMmn Ka3axcTaHCKOro CoLmyMa,
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TakMMM Kak anaTma obLyectBa, OTCYTCTBUE NHCTUTYLIMOHAIbHOTO fOBEpPUA
N OrpaHNYEHHOCTb BO3MOXHOCTEMN IpaXKaaHCKOM akKTUBHOCTW.

MNoaobHoe cocToAHMeE ycuamBaeTca oTcyTcTBMEeM SPHEKTUBHBIX MEXaHU3MOB BAVAHNA
rpaxkzaH Ha nameHeHua. CornacHo nccnegoBaHunto BuHorpagosa n CycnoBon nogo6Hble
ABIEHNA XapaKTepHbl 418 NOCTCOBPEMEHHbIX OOLLEeCTB, r4ae coumanbHasa anaTusa CBA3aHa
C KPU3NCOM LeATeNIbHOCTHOW aKTUBHOCTU 1 MOTEPEen Bepbl rpaxaaH B BO3SMOXHOCTb
peanbHOro M3MeHeHUs coumnanbHom cutyaumm (128). 3Ta Touka 3peHns NOATBEPXKAAETCS
peakuuner ayamTopun Ha obcyxxaaembli Mem. Hanpumep, Hanbonee nonynspHble
KOMMeHTapuu, HabpasLune JeCATKN TbICAY OTMETOK «MHe HPaBUTCA», NoAYepKMBatOT
KONNEKTUBHOE MOHWMaHMe CKPbITOro MNOATEKCTAa W ero CoLManbHOM 3HAUMMOCTMU.

Tak, KOMMeHTapuii «EH Kbi3blfbl — 6api TyCiHA» («Camoe yaMBUTENBHOE — BCE MOHSAIN»)
OTpaxkaeT BbICOKMI YPOBEHb KONIEKTUBHOIO BOCMPUATUS N COrNacns C 03ByYEHHOM

B MEMax KPUTUKOM NacCMBHOCTM coumnyma. pyrme KoMMeHTapuu, Takme kak «CynekteH
©TKeH co3» («CnoBa, NPOHMN3bIBAOLLME A0 KOCTeN») U «bunikke arTbIMay Kepek
Ce34epai, acTapsian XeTKi3in XaTkaHbl oI, 6apiMi3 TYCiHAIK» («3TO 3aByaanpoBaHHas
KpWUTMKa BNacTW, BCE BCE MOHANN»), MOAYEPKMBAIOT BOCMPUATUE MEMA ayAUTOpUEN

Kak 3aBYya/sMpoBaHHOM GOPMbI BblpaXKeHMs COLMANbHOTO HEAOBOALCTBA. TOT dakT,

YTO 3TN PENINKMN MONYUUAN ThICAYN N AECATKM ThICAY NAKOB, CBUAETENbCTBYET

O BbICOKOM YPOBHe 06LLLeCTBEHHOro pe3oHaHca 1 NOATBEPXAAET CyLLeCTBOBaHNe
TEHAEHLMM COLMaNbHOM anaTum 1 OTUYXAEHWUS, O KOTOPOW roBOpAT BuHorpasos

n CycnoBa. Takum 06pa3om, MeM MOXHO paccMaTpuBaTb Kak 3HaunMyto LdpPoBYHO
penpe3eHTaLmio CoLManbHbIX HACTPOEHN, KOTOPas PE30HMPYET C LUMPOKOW ayanuTopmen
1 oTpaxkaeT obLecTBeHHble TeHaeHUMW. OfHaKO B3avMOAENCTBME NONb30BaTeNel C HM
BbIXOAWT 3@ PaMKV MacCUBHOTO BOCAPUATUA: ayAUTOPMA HE NPOCTO MHTeprnpeTnpyet
CMbIC/, OHa aKTMBHO Y4acCTBYeT B €ro pacrnpoCTpaHeHuM, JONOAHASR KOHTEHT 1 CO34aBas
HoBble Bepcun. Kak oTmeuvatoT [xeHkmHC, Popa v [puH, «ayantopus UrpaeT akTUBHYHO
POJib B PaCNpPOCTPaHEHNN KOHTEHTa, @ He NMPOCTO BbICTyMNaeT NacCMBHbIM HOCUTENEM
BMPYCHbIX MeAua: UX BbIOOp, BOBNEUEHHOCTb, LIV U AeUCTBUS ONpPEeAEenstoT,

yTo NprobpeTaeT LeHHOCTb» (Jenkins, et al. 21). Bsaumogelicteme ¢ MemoM «EwikaHzam
He XXOK» MPOABAAETCA Yepe3 NPOCMOTP OPUrMHaNBLHOrO BUAEO, CO3LaHNe BapuaLmi,
obcyxaeHne B KOMMEHTapuMaAX, YTO CMOCOBCTBYeT paclUMPEHMIO ero CMbICI0OBOrO MoAs
M aganTaumm B Pas3iMUYHbIX KOHTEKCTaXx.

Awnckypc, no v, BKAKOYaeT He TOIbKO A3blK, HO 1 COBOKYMHOCTb A€NCTBUI, HOPM
NoBeAEeHNs, CUMBOJIOB 1 MaTepuabHbix OOBEKTOB, Uepe3 KOTOpble CTPYKTypupyeTcs
coumanbHaa peanbHocTb (Gee 18). B 3TOM KOHTeKCTe KOMMeHTapnn GYHKLNOHUPYHOT
KakK 4acCTb ANCKYPCUBHOW MPaKTUKK, 3aKpenasatoLLer cnocobbl BelpaxeHMsa 0bLeCTBEHHbIX
B3r/1A940B M KONNEKTMBHOMO OMbITa. 9TV JaHHble CBUAETENbCTBYOT O TOM, HAaCKOJ/IbKO
6bICTPO M 3PDEKTMBHO faHHOE BMAEO HALLIO OTKAMK Y 3puteneil. MeTanpoHusa Mema,
KOrza 3puTeslb OCO3HaeT, YTO CEPbE3HOCTb N CIOXHOCTb BU3yana NPOTUBOMOCTaBAAOTCA
MPPaLMOHaNbHOCTU COAEepPXKaHMA, CTana KatoyeBbiM GakTOpPOM ero ycnexa.

2. «Mblcanbl, ©3iH, e eTeciH, Mbicabl». (<Hanpumep, 1 cammn NPoXoanM (MUMO), HanNpUMep»).

OTa $pasa NofuepKMBaET eLle OAHY BaXKHYH XapaKTepUCTUKY COBPEMEHHOro
obLecTBa — CKIOHHOCTb K UTHOPUPOBaHWUIO Npobaem 1 nHansuayannsm. Korga
Ka>XZbl YUesI0BEK COCPEAOTOUEH TONbKO Ha cebe n ceonx npobaemax, obLiecTBeHHas
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OTBETCTBEHHOCTb CHMXKaeTca. Opaza «M camu npoxoanm (MMMO)» Kak Heb3s

Nydlle onucbIBaeT NoBeAeHWe, MPU KOTOPOM NIHOAM OCO3HAKOT Hannume npobaewm,

HO MPeANOYNTAIOT He BMELUMBATLCA, 3aHNMas MO3MLMIO «MOS XaTa C Kparo».

OTO OTpaxkaeT YKOPEHMBLUYHOCA MAaCCUBHOCTb M 3TOUCTUYHOE OTHOLLEHWE, KOrAa
rpaxaaHe npeanountaroT n3beratb OTBETCTBEHHOCTM 3a 0bLee 6aaro. 3aecb Takxe
Ba>XHO OTMETMUTb, YTO anaTms 1 3ron3M He NPOCTO pe3y/bTaT be3pasnnuums, a ckopee
peakLMs Ha CUCTeMy, KOTopas He NMOooLLpSAeT akTUBHbIe AecTBUA. Kak oTMeuyatoT aBTopbl
KOHL,ENLMN KONNEKTUBHOW OTBETCTBEHHOCTHU, «<TPYMMbl, @ HE OTAENbHbIE UX YEHbI, MOTYT
6bITb MOpaNbHO OTBETCTBEHHbIMU 3a AEVCTBUA AN Be3aencTBMe, 0OCOBEHHO ecv rpynna
[EencTByeT Kak eamHoe uenoe» (Smiley).

3. «<Hefblnagbl, elwkaHaan He, KaHAAW He Mbicanfa, HAFbIBaTbIP (He KbiM) Mblcanfa
XanbIKTbIH, 63pi?» («3T0 NponcxoauT — 1 Hudero. Hy uto, Hanpumep? Yto Bce (toam)
AenatoT, K MpuMepy?»)

OTa Ppa3a nepesaeT oTYasHME N PUTOPUYECKMI BOMPOC, Ha KOTOPbIN, MO MHEHWUIO
repoViHU, HUKTO He CMOXET AaTb OTBeT. 34eCb BblpaxeHa GpycTpauma n 0Co3HaHue
TOro, UTO O6LLECTBO HE NPeANPUHNUMAET peasbHbIX AEUCTBUI ANA UBMEHEHUS CUTYaLIUN.
Ho cTonT OTMeTUTb, UTO B OPUTMHANIBHOM BUAEO XXEHLLMHA MPOU3HOCUT: «HAfbIBaTLIP
MblCasifa XanblKTblH 6api?» («YTO BCe (1t0AM) AenatoT, K MpuMepy?»), Torga Kak B Bepcun
Ha kaHane LLlarikymapa ANpo TeKCT Ha 3KpaHe rnacut: «HsafbIBaTbIp MblCcanfa XaablkKka
6api?» («YTO Ana BCex (Nt0fen) OHM fenatoT, K mpuMepy?»). 9T ABe Gpasbl, HeCMOTpA
Ha KaXkylLleecs CXOACTBO, MMEKOT CyLLeCTBEHHO pPa3Hble CMbIC/bI.

B nepBoW Bepcum BonNpoc noguepknBaeT 6e3aencTBme BCex Ntofein, Hamekas
Ha KOJIEKTUBHYIO anaTuio: «4To Bce (1r0am) AenaroT?», noApa3yMeBas, UTO HUKTO HMUYero
He genaeT. 310 $ppasza 0 be3pasznnumm n oTCyTCTBUM AEUCTBUIN CPeamn OObIYHBIX TpaXaaH,
HanpaB/ieHHbIX Ha yayudlleHne cutyaunn. Cnvkep, CI0BHO OTAAAMBLUMUCH OT ObLLECTBa,
MbITAa€TCA NOHATb, MOYEMY HUKTO He MPOABAAET MHULMATUBBI.

Bo BTOpOW e Bepcuu, npeanoxeHHom LLarikymapom Aipo, akLLeHT MeHsieTcs
C BOMpOCa O TOM, YTO NOAN AenatoT Ans cebs, Ha BOMPOC O TOM, UTO «OHU» (BO3MOXHO,
B/IaCTb WM ONpeeNeHHble CTPYKTYpbl) AenatoT AN Atogel. 34echb NOABAAETCA KPUTUUECKNI
MOATEKCT, HanpaBAEHHbIN Ha TeX, KTO HaZleIeH BAACTbO AN pecypcaMn ANs peLleHuns
npobsem: «4T0 Ana BCEX NIOAEN OHWN AenaroT?» ITOT BOMNPOC MOXHO MHTEpPNpeTnpoBaTh
Kak 06BUHeHWe B 6e34eNCTBMM CO CTOPOHbI BAAacTer UM OTBETCTBEHHbIX JIMLL.

JTa dpasza nogyepKMBaEeT YyBCTBO Pa304apOBaHNA B CUCTEME, KOTOPas, MO MHEHMIO
rpaxkzaH, He CNpPaBASETCs CO CBOMMM 0BA3aHHOCTAMM, UTHOPUPYET 3anpockl HApoaa
N MOXeT b6bITb MHTEPMNPETMPOBaHA Kak peakLma Ha coumaibHble N SKOHOMUYECKNe
npobsembl, KOTOPblEe CTAaIKMBAKOTCSA C HEAOCTAaTKOM MOAAEPXKKMN CO CTOPOHbI K/IKOUEBbIX
WHCTUTYTOB. «MHOrMe Ntoan n3beraroT akTUBHbIX AENCTBUIA U3-3a CTpaxa nepes
penpeccuamMu, a TakKe 13-3a OTCYTCTBUA AOBEPUS K MOAUTNYECKOM CUCTEME
N BO3MOXHOCTW peanbHbIX U3MeHeHn» (Kovyazina).

4. «Tek HefblIMaAbl Ka3ip, 6bIITbIpAapbl HEFbINATBIH, Ka3ip Balle KOCbiIManbl,
ap >afbl». (<Hnyero He genatoT ceryac, paHblue XOTb Aeslann, a cenyac Boobue
He MOAKNOYALOTCA — BCe OCTa/lbHbIE»).

JTa dpa3a BbipaxkaeT HOCTaNAbIMKO MO abCTPakTHOMY MPOLLIOMY, KOTAa, MO MHEHWUIO
repoviHu, ntoam 6eiamn 6onee akTMBHBIMU U CMIOYEHHBIMW. B Heln oTueTanBoO 3ByUnT
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co>XaneHune Nno NoBoOAy yTpaTbl TOWN rpaXKAaHCKOM AMHAMUKK, KOTOpas CyLLecTBOBana
paHee. Ppasza «PaHbLUe XOTb fenanv» NoApasyMeBaeT, UTO paHbliue 06LiecTBo 66110
60s1ee BOBNEUEHHbIM B peLleHMe 0bLmMX NPobaeM, a cernyac oM OTCTPaHUANCH
OT 0bLLEeCTBEHHOW aKTMBHOCTWN W MepecTasv y4acTBOBaTb B OOLLECTBEHHOW XXN3HMW.
lepoun NOAOHOHbBIX POIMKOB YaCTO BOMJIOLLAIOT TakMe HOCTanbrmyeckme HacTpoeHu s,
Bblpa>kas pa3oyapoBaHVe B COBPEMEHHOW COLIMaNbHOWN CTPYKTYpPe, FAe KaXAblM
npeaocTaB/ieH cam cebe. ITO YUyBCTBO HOCTaNbIMM MOXHO NMOHATb Kak XenaHue
BEPHYTbCA B OLUMOOYHYIO «yTOMUIO CTabUIBHOCTU N PaBEHCTBA, rA4e CONMMAAPHOCTD

1 B3aMMHaa noagep>kka urpanu knrouesyto posb» (Velikonja 548).

Ha momeHT HanncaHuna jaHHOW paboTbl akkayHT noab3oBatens TukToka @irohkoke
(Wankymap Anpo), KOTOPbI HOCUT pa3BaeKaTeNbHO-06pa3oBaTe/IbHbIN XapakTep,
nmeeT B 0bLLen CNOXHOCTU 2,4 MJIH 1aiKOB, YTO CBUAETENIbCTBYET O €ro NonyaspHOCTH
CpeAv KazaxcTaHCKoW ayautopun. Ero Bnageomem «EwkaHaan He xok» cobpan 6onee
2,4 maH npocmoTpoB, 204 TbicAUM NakoB, 2292 KOMMeHTapus, 24 TbiICAUYN COXPAHEHWNI
n 148 TbiCcAY PenocTOoB, U 3TN MOKa3aTean NPOAOJIXKAOT PaCTM C KaXAbIM YacOM.

Bonee TOro, Ha HaCTOALLMI MOMEHT, UCMO/Ib3YS OPUTMHANBHYHO ayANOLOPOXKKY

3TOro BMAEO MMEHHO ¢ akkayHTa @irohkoke, nonb3oBaTenn kasaxcraHckoro TukToka
co3ganu 6onee 14 TbicAY BUAEO, UTO NOAYUEPKMBAET €ro BUPYCHbIV XapakTep.
Ncnonb3oBaHuve ayanodparMeHTa 1 3puTeNbHbIX 31eEMEHTOB MeMa B HOBbIX BapuaLmax
COOTBETCTBYET MOHUMAHUNIO MHTEPHET-MEMOB Kak «rpynn LndpoBbIX O6BEKTOB,
MMeIoLLMX 0bLLMe XapaKTePUCTUKN GOPMbI, COAEP>KaHNA U/UAW MHTOHAL MK, KOTopble
CO3/4at0TCA C OCO3HaHWeM ApPYr Apyra, a 3aTeM pacnpoCTPaHAIOTCA, UMUTUPYHOTCS

N TPaHCHOPMUPYHOTCH B UHTEPHETE MHOXECTBOM Mosib3oBaTtenel» (Shifman 41). Takon
npoLLecc Tak>Ke COOTHOCUTCA C KOHUEeNUMen «<MemMeTMyecknx Meana», paspabotaHHOM
PaiaHoM MunHepoM. ViccnegoBatenb OTMEYaET, UTO «MeMETUYECKME Meana —

3TO arpernpoBaHHble TEKCTbI: KONNEKTVBHO CO3/aBaeMble, pacnpocTpaHaeMble

N N3MEHAEMble MHOTMMM NO/b30BaTENAMWN, OHWN BbICTYNAKOT KaK KyAbTypHble
BbICKa3blBaHWA, COEANHSAIOLME NNYHOE BblpaXeHune 1 nybanuHbi anckypc» (Milner 2).
B saHHOM cnyyae Mem «EwiKaHAal He XXOK» GYHKLMOHUPYET MMEHHO B 3TOM KJHOYE:
ero BOCNpUATME BbIXOAUT 3a PaMKW pa3BaeKaTesIbHOro KOHTEHTa, MpeBpaLlas ero

B WHCTPYMEHT KO/INIEKTUBHOIO OCMbICNEHUSA O6LLIECTBEHHbIX Peaanii.

3AK/IFOYEHUE

NccnepoBaHve mema «ElikaHaal He XOK» B KOHTEKCTe UMPpoBOM KybTypbl KazaxcTaHa
NPOAEMOHCTPMPOBANO €ro 3Ha4YMMOCTb Kak heHOMeHa, GUKCUPYHOLLEro 06LLEeCTBEHHbIE
HaCTPOEHMS N OTPaXKaOLLEro JIOKa/bHble COLMabHble BbI30Bbl. MeM, OCHOBaHHbIM

Ha A3bIKOBOW a/IOfTMYHOCTH, BMU3YalbHOM 3CTETUKE U PUTMUYECKON CTPYKTYpE,
bopmupyeT 0cobbii cnocob B3anMOAENCTBUA C COLMANbHOW PeanbHOCTbHO.

Ero wmpokas pacnpocTpaHeHHOCTb U aKTMBHOE MepPeoCMblCIEHME MOb30BaTENAMM
TukToka CBUAETENLCTBYHOT O BOCTPeHOBaHHOCTN NOA06HbLIX GOPM BblpaxkeHUs
KONNIEeKTMBHOTO OnbiTa. Bu3yanbHble 1 3ByKOBble peLUeHWs, MCMNOIb30BaHHbIe

B MeMe, NMOAYEPKMBAIOT €ro XyAOXECTBEHHYI MPUPOAY, B KOTOPOU coyeTaHne
MWUHUMaNUCTUYHOrO MOHTaXa, MeAMTaTUBHbIX KaZpOB 1 abCypAHOM PUTOPUKM

co3gaeT 3hPekT MHOroO3HaUYHOCTY, NO3BOJIAA 3PUTENHO OLHOBPEMEHHO BOCNPUHMMATL
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€ro Kak MpOHWYHOeE BbiCKa3blBaHMe 1 Kak pedaekcnto Haz obLLecTBEHHOM
LEACTBUTENbHOCTBHO.

Lindposbie naatbopmbl, BkAtOUasa TUKTOK, CTAHOBATCA MPOCTPaHCTBOM
ANA PacnpoCTpaHeHUs 1N NePeoCcMbICIeHNs NOAOOHbBIX MeAManpoAYKTOB, CO3aBas
AVHAMUUHbIE KONNEKTMBHbIE AUCKYPCbl. MeM GYHKLIMOHMPYET Kak pa3BaeKaTesbHbIi
KOHTEHT, HO Tak>Ke BbICTYMaeT MHCTPYMEHTOM BblpaXkeHWs COLMaNbHbIX MEPEXNBAHUN.
Ero mogundukaumsa n pacnpoctpaHeHne noab3oBaTeNsiMm AeMOHCTPUPYHOT,

Kak coLyvanbHble MeAua BOBAEKAIOT ayAMTOPUIO B MPOLLECC MHTEpRpeTaLuny,
MO3BOAAA BbICTPanBaTb HOBble GOPMbI CaMOBbIPaXKEHUSA N KPUTUYECKOTO
OCMbICNIEHUA AEUCTBUTENBHOCTY.

Mpouecc pacnpocTpaHeHMs U BOCMIPUATMSA MEMA COT1acyeTcsa C KOHUenumemn
KapHaBanbHOM KynbTypbl Muxanna baxTnHa, cornacHO KOTOpon cmex ocBOboXaaeT
OT AOrMaTu3Ma v Co3jaeT NPOCTPaHCTBO A/ aNbTEPHATUBHOIO OCMbICIEHNSA COLIMaNbHOM
peanbHocTu (97). Undposor kapHaBan, B OTIM4Me OT TPaULMOHHOrO, pa3BoOpaymnBaeTcs
B OH/IaiH-NPOCTPaHCTBE, rAe NoJib30BaTe/IM He TObKO PacnpOCTPaHAIT KOHTEHT,

HO 1 MOAMOULMPYHOT €ro, NCNob3ysa MPOHUIO, abcypa n rmnepbony. B 3Tom KoHTekcTe
MeMbl CTaHOBATCA GOPMOW COLMaNbHOrO BbiCKa3blBaHWS, rAe BblpaXaeTca 0bLecTBeHHOe
Hanps>eHne. OHM CO34at0T BO3MOXHOCTb A ANCTAHLMPOBAHMA OT COLMabHbIX
npob6aeMm, CoxpaHas Npu 3TOM BO3MOXHOCTb UX 0O6CYXXAEHUS.

KazaxcTaHCKMn KOHTEKCT UrpaeT KIUEBYHO pO/ib B MHTEprpeTaumm mema. B Hem
OTpaXkatoTcs coumanbHble HeonpeaeneHHOCTH, HefoBepUue K MHCTUTYLIMOHANbHbIM
MexaHM3MaM U KONNEKTUBHbIE NepexmBaHusa HecTabuabHocTn. OfHaKo ero
pacnpocTpaHeHve B LMPPOBON cpese NoKasbiBaeT, YTO MEMbI He MPOCTO GUKCUPYHOT
06LLeCTBEHHbIE TPEBOMM, OHU CTAHOBATCA CMNOCOHBOM MX CKPbITON apTUKYAALMM.

B coumanbHbIx Meaua, rae NpsaMoe BblpaXkeHne KPUTUKN MOXKET ObITb OrpaHNYeHo,
MeMbl NCMONb3YHOTCA AN 3andpoBaHHOrO 0bCyxaeHns Npobaem, NnpeBpaLLasch

B MHCTPYMEHT KO/IJIEKTUBHOIO OCO3HaHWA HeA0BOIbCTBA. TUKTOK 1 Apyrue naatdopMbl
obecrneunBaroT NPOCTPAHCTBO A1 HEPOPMaNbHOIO BblPaXKEHUA MHEHWI, BKAOYAs
obcy>KAeHne TeM, KOTOpble OCTaOTCA 3a Npegenamu odunLManbHOro ANCKypca.

Mewm, 6yayum yacTbro rnobanbHOro TpeHaa, NpuobpeTaeT I0KabHYH 3HAUNMMOCTb,
AEMOHCTPUPYS, Kak LdpoBble MeAna CTaHOBATCA KaHaNOM KONEKTMBHOTO
CaMOBbIPaXXeHWS N OTPaXKEHWUA CKPbITbIX GOPM 06LLLECTBEHHOTO HEJ0BO/LCTBA.

Ero nonynsapHoCTb NOATBEP>KAAET, UTO CoLManbHble NAaTGOPMbl HE TONbKO
CNOCOHCTBYOT PaCcNpPOCTPaHEHWIO KOHTEHTA, HO W CO34at0T yCNoBUA Ans GopMUpoBaHUA
HOBbIX GOPM OOLLLECTBEHHOrO AManora, B TOM YMCIEe Yepes Urpy C A3bIKOM, MPOHMEN

N KyNbTYPHbBIMU KOAAMMW.

[anbHelnwmnii aHanM3 MEMOB B Ka3axCTaHCKOM LMGPOBOM KyabType NpeAcTaBAseTcs
NepCcnekTUBHbLIM HanpaBieHNeM nccaesoBaHui. VdyueHre mexaHn3mMoB
WX PacnpoCTpaHeHns, CeMNOTNYECKOrO HaMOAHEHNs 1 ajanTaunn K 10KaibHOMY
KOHTEKCTY MO3BOJIUT FNyH>Ke NOHATb PO/ib COLMaNbHbIX Meana B GOpMUpPOBaHNN
HOBbIX GOPM YUacTUs U KONNEKTUBHOIO OCMbICNEHNS. MeMbl, BbIXOAS 3a Npeaensbl
TPaANLMNOHHOTO pa3BAeYeHMs, CTAHOBATCA BaXKHbIM MeANaTOPOM ObLLECTBEHHbIX
ANCKYCCUI, UTO AenaeT MX 3HaYMMOM YacTbio LMPPOBOro KybTYpPHOro npolecca.
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2-wi cypert. CapangbiH Kac6eTi. 1887 xbinbl B. C. [eliHUenbMaH KypacTbipfaH XobagaH.
PMTM, Cankt-MeTepbypr. 1282 kop, 3 Tizimaeme, 1025 ic, 110 6.

3-wi cypert. CapaifbiH >aHe OHblH, MaHalblHbIH 6ac >xocnapbl. 1887 >blabl
B. C. leliHuenbMaH KypacTbipfaH >xobagaH. Aepekkes: PMTM, CaxkT-Metepbypr. 1282 kop,
3 Tisimaeme, 1025 ic, 110 6.

4-wi cypet. CapaiablH TypFbiH Kabat sxocnapbl. 1887 xbinbl B. C. FeliHLenbMaH KypacTbipFaH
xobagaH. [lepekkes: PMTM, CaHkT-MeTtepbypr. 1282 kop, 3 Tisimaeme, 1025 ic, 110 6.

5-wwi cypet. Mypaxaii xaHe 6acka 6ac 3angap 6enimi. 1887 xbinbl B. C. leHLenbMaH
KypacTbipfaH xobagaH. [epekkes: PMTM, CaHkT-MNetepbypr. 1282 kop, 3 Tisimaeme, 1025 ic,
110 6.

6-LUbl cypeT. ¥/bl KHA3b capaibiHa kepiHic. 1891 xbingbiH, corpbl — 1892 XblngbiH, 6acbl.
®oTocypet AnneH MeH 3axTaebeHHiH, kitTabblHaH anblHfaH, humus.livejournal.com/4860157.
html. Kipy kyHi 2025 bingbiH, 1 HaypbI3bl.

7-wi cypeT. ¥nbl KHA3b capaiibiHa CobopHas kelueciHeH kepiHic. 1906 Xbinfa AeRiHri cyper.
[Jepekke3s: ©36ekcTaH Pecnybavkacbl MageHn Mypa areHTTiriHiH MypaFaTbl, TallKeHT.

8-wi cypert. XanoHusgasbl Pecenn enwinirinid yii. Kacbet. Caynetwi ®. C. Xapnamos. [lepekkes:
«KanoHusagarbl Pecet enwiniriniy, yii». Opsic apxumekmypacsiHeiH Momusmepi, 1875,
23-27 napak.

9-wbl cypet. Con xakTa CaHkT-lNeTepbyprreri BnagMnpckunii capaiibiHbiH, 6ac acxaHacsl,
OH, >akTa TawkeHTTeri Hnkonan KOHCTaHTMHOBMY capaiiblHblH, 6ac acxaHackl. ®oTto Muxaun
OBUNHHMKOBTIKI. 2024.

10-wbi cypet. Con >akTa Hnkonan KOHCTaHTUHOBWY capaiibliHbiH 6ac acxaHacblHAAFbI
KaMWH, OH >aKTa Bnagnmunpckumin capaiibiHblH, 6ac acxaHacbiHAafbl kKaMUH. ®oTo Muxawn
OBUMHHMKOBTIKI. 2024.

AmaH N6parvvos

82 'I 06 KA3AKCTAH 3AMAHAYM ©HEPIHIH, SEN BEMHECI
(«TAH, LLIONNAH» KOPbIHbIH, KbI3METI MbICA/bIH/AA)

1-wi cypet. XXomuna TokeH. «Ke3». 2024. KeHen, akpu. AMaH M6parnMoBTbiH ©6inxaH
Kactees aTbiHaafbl KP MemnekeTTik eHep My3eliiHge oTKeH «OMip cypy, CeHy, Cyto»
KepmeciHeH ¢oTocypeTi, AimaTbl.

2-wi cypert. Xoamuna TakeH. «TbiHbIWTbIK». 2024. KeHen, akpwa. AMaH N6parnmoBTbiH,
O6inxaH Kactees atbiHaarbl KP MemnekeTTik eHep My3eRiHie eTKeH «OMip cypy, CeHy, Cyo»
KepMeciHeH doTocypeTi, AimaTbl.

3-wi cyper. Anryn XakimxaHoBa. «belibapbicTbiH TycTepi. Camypbik». 2024. KeHen, Malibl
601y. AMaH NbparnmoBsTbiH O6inxaH Kactees aTbiHaafbl KP MemaekeTTik eHep My3eliHge
OTKeH «OMip Cypy, CEHyY, CYto» KepMeciHeH dpoTocypeTi, AamaTsbl.
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4-wi cyper. N'ynxaHat KabuxaHosa. «Len». 2024. Kniz, kyH, Kuni3 6acy TexHuKacbl.
AmaH VbparnmoBTbiH ©6inxaH Kactees atbiHaaFbl KP MemnekeTTik eHep my3eniHae
oTKeH «OMip Cypy, CEHY, Cyto» KOpMeCiHeH doTocypeTi, AamaTsbl.

5-wi cyper. MN'ymkaHat KabuxkaHosa. «Len». 2024. Knis, yH, Kui3 6acy TexHuKachl.
AwmaH V6parnmoBTbiH, O6inxaH Kactees aTbiHAarbl KP MeMaekeTTik eHep my3eliHae
O©TKeH «OMip cypy, CeHy, Cyro» KepMeciHeH doTocypeTi, Aamarbl.

6-wwbl cyperT. [nHapa Hyrep. «CbiHblk My#i3». «<KycmypbiH/KyckaHat». 2024. beToH, meTann,
penbedTi Nnacta. AMaH VibparnmoBTbiH ©6inxaH Kactees atbiHaaFbl KP MemnekeTTik eHep
My3eRiHge eTKeH «OMip cypy, CeHy, Cyto» KepMeciHeH poTocypeTi, Anmarbl.

7-wi cypet. Kypanait Ymb6eToBa. «XXenmas». 2024. KeHen, Mainbl 605y. AMaH M16parMoBTbIH,
ObinxaH Kactees atbiHaafbl KP MemiekeTTik eHep My3eniHage eTKeH «OMip cypy, CeHy, Cyto»
KepMeciHeH dpoTocypeTi, AmaTbl.

8-wi cypert. inHa bykcunkosa. «CaHgpblk». 2023. KeHnen, mata, akpua. AMaH N6parumoBTbIH
ObinxaH Kactees atbiHaafbl KP MemnekeTTik eHep My3eniHge eTKeH «OMip cypy, CeHy, Cyto»
KepmeciHeH ¢oTocypeTi, AimaTbl.

9-wbl cyper. [lunusa Mo3aHakoBa. «O©3eH». 2023. KeHen, Mainbl 60sy. AMaH N6parnmoBTbIH
O6inxaH Kactees atbiHaafbl KP MemnekeTTik eHep My3eniHge eTKeH «OMip cypy, CeHy, Cyto»
KepMeciHeH dpoTocypeTi, AmaTbl.

ApwmaH KanpykaH

'I 07 ’I 28 KA3AKCTAHHbIH, S/IEYMETTIK MOCENENEPI «ELUKAHAAN
HE >XOK» TUKTOK-MEMIHIH, MPU3MACbHI APKbI/bl

1-wi cypert. «banbikTap Typanbi» MeMm.

2-wi cyper. «EwkaHaanm He XXOK» BUAEOCbIHAH Kazp.
3-wi cyper. «EwkaHgal He XX0k» BUAEOCbIHAH Kaap.
4-wi cyper. «EwkaHaalk He XOK» BUAEOCbIHAH Kazp.

5-wi cyper. «ElikaHaan He Xok» noctbiHa QR-koa. Aepekkes: TikTok, 13 ka3aH 2024,
tiktok.com/@irohkoke.
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APPENDIX

Mikhail Ovchinnikov

5 'I 8 'I THE PALACE OF GRAND DUKE NIKOLAI KONSTANTINOVICH:
HISTORY, PLANNING, AND STYLISTIC FEATURES

in Russian

Fig. 1. Palace of Grand Duke Nikolai Konstantinovich in Tashkent. Source: a postcard
published in 1907-1917, reproducing a photo of the same period. mytashkent.uz/2018/02/
17/rezidentsiya-knyazya/. Accessed 1 March 2025.

Fig. 2. Facade of the palace. From the project by V. S. Heinzelmann, 1887. Source: Russian
State Historical Archive, Saint-Petersburg. Fund 1282, Register 3, File 1025, p. 110.

Fig. 3. General layout of the palace and its territory. From the project by V. S. Heinzelmann,
1887. Source: Russian State Historical Archive, Saint-Petersburg. Fund 1282, Register 3,
File 1025, p. 110.

Fig. 4. Layout of the residential floor of the palace. From the project by V. S. Heinzelmann,
1887. Source: Russian State Historical Archive, Saint-Petersburg. Fund 1282, Register 3,
File 1025, p. 110.

Fig. 5. Sectional drawing of the museum and other grand rooms. From the project
by V. S. Heinzelmann, 1887. Source: Russian State Historical Archive, Saint-Petersburg.
Fund 1282, Register 3, File 1025, p. 110.

Fig. 6. View of the grand-ducal palace. Late 1891 — early 1892. Photo from the book "Across
Asia on a Bicycle” by Thomas Gaskell Allen and William Lewis Sachtleben. humus.livejournal.
com/4860157.html. Accessed 1 March 2025.

Fig. 7. View of the grand-ducal palace from the side of Sobornaya street. Photo made before
1906. Source: Archive of the Agency of the Cultural Heritage of Uzbekistan, Tashkent.

Fig. 8. Facade of the House of Russian Embassy in Japan. Architect F. S. Kharlamov. Source:
“Motivy Russkoy Arkhitektury” (“Motives of Russian Architecture”), 1875, sheets 23-27.

Fig. 9. On the left — grand dining room of Vladimirskiy Palace in Saint-Petersburg,
on the right — grand dining room of the palace of Nikolai Konstantinovich in Tashkent.
Photo by Mikhail Ovchinnikov. 2024.

Fig. 10. On the left —fireplace in the grand dining room of the palace of Nikolai
Konstantinovich in Tashkent, on the right — fireplace in the grand dining room
of Vladimirskiy palace in St. Petersburg. Photo by Mikhail Ovchinnikov. 2024.
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Aman lIbragimov

82 'I O 6 THE FEMININE VoICE IN CONTEMPORARY ART
OF KAZAKHSTAN: A CASE STUDY OF THE TAN SHOLPAN
FOUNDATION

Fig. 1. Zhamilya Taken. “Eye.” 2024. Canvas, acrylic. Photo by Aman Ibragimov from the
International Exhibition “To Live, Believe, Love". Abylkhan Kasteyev State Museum of Arts
of the Republic of Kazakhstan, Almaty.

Fig. 2. Zhamilya Taken. “Silence.” 2024. Canvas, acrylic. Photo by Aman Ibragimov
from the International Exhibition “To Live, Believe, Love". Abylkhan Kasteyev State Museum
of Arts of the Republic of Kazakhstan, Almaty.

Fig. 3. Aigul Khakimzhanova. “Dreams of Beibarys. Samruk.” 2024. Canvas, oil. Photo by Aman
Ibragimov from the International Exhibition “To Live, Believe, Love". Abylkhan Kasteyev State
Museum of Arts of the Republic of Kazakhstan, Almaty.

Fig. 4. Saltanat Sadibekova. "Youth.” "Woman's Three Ages.” "Mother's Love.” 2024. Canvas, oil.
Photo by Aman Ibragimov from the International Exhibition “To Live, Believe, Love". Abylkhan
Kasteyev State Museum of Arts of the Republic of Kazakhstan, Almaty.

Fig. 5. Gulzhanat Kabizhanova. “Desert.” 2024. Felt, wool, felting. Photo by Aman lbragimov
from the International Exhibition “To Live, Believe, Love". Abylkhan Kasteyev State Museum
of Arts of the Republic of Kazakhstan, Almaty.

Fig. 6. Dinara Nuger. "Synyk muyiz" (Broken Horn). "Kusmuryn/Kuskanat” (Beak/Wing). 2024.
Concrete, metal, relief paste. Photo by Aman Ibragimov from the International Exhibition
"To Live, Believe, Love". Abylkhan Kasteyev State Museum of Arts of the Republic of
Kazakhstan, Almaty.

Fig. 7. Kuralai Umbetova. "Jelmaya.” 2024. Canvas, oil. Photo by Aman |bragimov
from the International Exhibition “To Live, Believe, Love”. Abylkhan Kasteyev State Museum
of Arts of the Republic of Kazakhstan, Almaty.

Fig. 8. Dina Buksikova. “Chest.” 2023. Canvas, fabric, acrylic. Photo by Aman Ibragimov
from the International Exhibition “To Live, Believe, Love". Abylkhan Kasteyev State Museum
of Arts of the Republic of Kazakhstan, Almaty.

Fig. 9. Liliya Pozdnyakova. “River.” 2023. Canvas, oil. Photo by Aman Ibragimov

from the International Exhibition “To Live, Believe, Love". Abylkhan Kasteyev State Museum
of Arts of the Republic of Kazakhstan, Almaty.

ApmaH Kanp>kaH

'I 07 ’I 28 COLMANBHBIE MPOBNEMbI KASAXCTAHA YEPE3 MPU3MY
TUKTOK-MEMA «ELLKAHAAN HE >KOK»

Fig. 1. “Fishes” meme.

Fig. 2. Still from "Yeshkandai ne zhok” video.

Fig. 3. Still from "Yeshkandai ne zhok" video.

Fig. 4. Still from “Yeshkandai ne zhok” video.

Fig. 5. QR code for the post "Yeshkandai ne zhok", Source: TikTok, 13 October 2024,
tiktok.com/@irohkoke.
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[TPNNOXEHWE

[vnapa Tokmyp3uesa, NynbHap AbapaxmaH

’I 7 3 6 OCOBEHHOCTW TPAKTOBKM LIMKJIA B MVPOBOW
N KABAXCTAHCKOW ®OPTEMMAHHOM MY3bIKE

ANA [ETEN

Mpumep 1. Kasaxckas HapoaHas necHs «Ton 6actap». Vctounwnk: Kasaxckuli My3eikaneHell
doneknop: MysvikansHo-asmHozpagudeckuli coopHuk. Anva-Ata, Hayka, 1982, c. 49, HOTHbI
npumep 10.

Mpumep 2. b. Amanxon. Linkn «bo3 iHreHw»: N2 1 «Tol 6actap». Vctounuk: AMaHxon, baxtusp.
«b03 iHeeH». [Meecbl 015 hopmenuaHo. ANMATUHCKNI My3blKaibHbIV KOANeaX MeHu MNeTpa
Yawnkosckoro, 2022.

Mpumep 3. PuTMOCHHTaKcyeckas CTPYKTypa My>KCKoro xap->apa. MictouHuk: KysbakoBsa,
l'ynbHapa. Kasaxckas obpsdosas necHs. Pummuyeckas cmpykmypa u cemaHmuka. ActaHa,
MactepllO, 2012.

Mpumep 4. b. Amanxon. Uukn «bo3s iHren»: N2 7 «XKap-xap». Victounnk: AmaHxon, baxtusap.
«b03 iHeeH». [Tbecel 0151 popmenuaHo. ANMaTUHCKNIA My3blKanbHbIA KOAIEAX UMeHU lNeTpa
Yarkosckoro, 2022.

Mpumep 5. J1. XXymarosa. Linkn «XKarnnayga»: N2 4 «Topfaii». ictounmk: XymaHoBa, J1a33aT.
®opmenuaHHele npouseedeHus. Cemen, 2019.

Cxema 1. CyTOYHbIN LKA B AeTckoM dopTenmaHHom Lukne J1. XKymaHoson «XKainayga».
NcTouHwnk: XXymaHoBa, J1a33aT. PopmenuarHsie npoussedeHus. Cemeit, My3biKanbHblii
Konnezx nmenu Tynebaesa, 2019.

Tabavua 1. ToHanbHbIN NaaH umkna «Kannayga» J1. Xymanosoin. Vctounuk: XymaHoBa,
Naz3at. @opmenuarHsie npoussedeHus. Cemel, My3blkanbHbl KonneaK nmenn Tynebaesa,
2019.

Lonncra NaHuxaHoBa

3 7— 5 O [1BE MOPOXAAIOLME MOAENN MY3bIKASIbHOM

KYJbTYPbl Y3BEKMCTAHA

Mpumep 1. XK. Wykyp. «Tpn MUHMaTIOPbI ANA CKPUNKW». NprMepbl KOHKPETHOW peannsauum
MaKOMHbIX Menognyeckmx Tmnos. Victounumk: Lykyp, XaxoHrup. Tpu muHuamropel
0515 ckpunku. Pykonuvce komnosuTopa. 2021.

Mpumep 2. X. Wykyp. «Tpy MUHMATIOPbI ANA CKPUNKU». MNprMepbl XxapakTepHbIX
MUKPOMHTOHALUMOHHbIX Npuémos. Vctounuk: LLykyp, XaxoHrup. Tpu MuHuamropsi
0151 ckpunku. Pykonuck komnosutopa. 2021.

Mpumep 3. X. Wykyp. «Tpu MUHMaTIOPbI AN CKPUMNKKU». MNprMepbl XxapakTepHbIX MPUEMOB
noApaxaHusa TaHbypy Ha ckpurnke. Victounuk: LLykyp, XaxoHrup. Tpu MuHuamiopel
015 ckpunku. Pykonuck komno3sutopa. 2021.

Puc. 1. QR-kog k ncnonHeruto Codueir JleBueHko «Tpex MuHuaTiop» X. LLykypa ans ckpunku
cono. Victounuk: YouTube, 3arpy>keHo Academy of Contemporary Music Omnibus, 10 gekabps
2021, youtu.be/keWC2tcna7k. ata goctyna 20 oktabps 2024.
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