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XYPHAN TYPAbI

Saryn — «©Hep xaHe ryMaHuTap/bIK fblabiMAap» H6afbiTbl 6OMbIHLLA ©3€KTi 3epTTeyneps,
ayzapma MaTepuanzapbiH XaHe akaZieMusiblK MaTIHAepre, My3blkanblk ansbomaapra,
KnHopuabMaepre, kepmMenepre xaHe Hbacka ga fblibiM MeH M3JEHUET TyblHAblIapblHa
LonynapAbl Xapusanayfa bafbiTTanfaH xanblkapanblk fblibIMU peLeH3nanaHaTbiH 6acbibIM.

Saryn >xypHanAblH, MaKcaTbl MeH fbl/IbIMW ayKbIMbl YATTbIK ©HEPAiH 3epTTey
X9He dicHaMasblK MacenenepiH, OHblH 3aMaHayu JamyblH, COHAaN-aK A3CTyp
MeH MajeHuneTapanblk YHKaTbICy asaCbiHAaFbl KOPIHICIH KapacTblpaTblH ©HepTaHy
canacblHAafbl FblbIMU MakananapAbl xapusanay 60bin Tabblnagbl.

PepakumaFa yCbIHbIAFaH MaNIMETTEP XYMeni cananblk Hemece CaHAbIK AepekTepsi
Tangayabl KAMTUTBIH TEOPUANBIK XOHE SMMNUPUKaNbIK 3epTTeynepre; 6ap binimai anTapabikTain
pacTaiTbliH HeMece KEHEeMNTeTiH KbicKallla 3epTTey ecenTepi MeH xa3banapblHa; KiTantapra,
TeaTp KOWblbIMAAPbIHA, My3blKablk anbbomgap MeH KoHLepTTepre, KMHoGUAbMAEPTE,
kepMenepre xaHe backasa Lonynapfa 6afbITTanybl MyMKiH. Saryn-Aa fblabIMU gnanortap
KynTanagpl. Pefakums aBTopnapAbl Kypaeni TepMUHONOTMAAAH aynak 60bin, xanblkapabik,
oKblpMaHAapMeH balinaHbIC OpHaTyFfa KaMKOPJIbIK Xacai OTbIPbIM, TYCIHIKTI XXaHe KO XeTimai
TiNZe Xa3yFa Wakplpadbl. Bubanorpadusanbik cinTemenep MeH agebuettep TisiMiH pacimaey
KypHan HeMipi Xapblk KepreH KyHre kongaHbicta 6onfaH MLA (Modern Language Association)
f9eKces KenTipy CTUIHIH TananTapbiHa Cavikec Xxy3ere acbipblaagbl.

Saryn-pa xapuanaHfaH Makasa JapAblH aBTopaapbl MITIHAEPAIH Ma3MyHbIHa,

COHJali-ak, YLWiHLLi TyFanapAblH XXaHe/HemMece MakananapAbl Xapuanay HaTUXeCiHAe KkacakaHa
eMecC 3UsH Leryi MyMKiH yibiMAap Hemece engepsiH ap-HaMbiCbl, abblpolibl XXaHe ickepik
6eseni yLWiH TONbIK XayankepLuinikte 6onasabl. PegakuusaHblH Nikipi aBTopaapabiH, nikipiMeH
XoHe MakananapZblH Ma3MyHbIMeH Calikec kenmeyi MyMkiH. [laliekces kenTipreHzae aBTop

MeH JlepeKKesre CiNTeMeHi KepceTy KaxerT.

Saryn pepakumacbiHa TyckeH 6ap/blk MaKananap, OHbIH, iLIiHAe XacaHAbl NHTENeKT
apKbl/ibl XKa3blifaH Hemece ayjapbuifaH MITIHAEP NaarnatTbl TeKcepy paciMiHeH eTefi XXoHe
MaMaHZAapAbIH eKi peT «KacblpblH» LLIONYbIHAH KeWiH XapuanaHagbl.

Saryn-pa aBTOp/IbIK FbUIBIMU 3epTTeynep, Nikipaep, peueHsunanap xsHe cyxbatrap
TeriH >xapuanaHagbl. XXypHan pefakLumablk XXyMblCTapfa XXoHe MakananapAbl Xapusanayfa
6ainaHbICTbl Gapblk WbIFbIHAAPALI ©3 MOVHbIHA anazbl. PejakLuaFra yCbIHbIFaH
MaTepuanjappl xapuvsanafraHsl YLLiH Tefem TeneHbens.

XKypHangablH, pegakumaiblK cascatbl XafblkapasblK YbIMAAPAbIH FblJIbIMY XapusnaHbiMaap
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 PeAaKLMUAHbIH 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 301 6y/pblfbl) FblAbIMU KbISMETTIH, HETi3r HATUXENEPIH Xapuanay
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 KFAW (KazakcTaHabIK FblbIMN Aa1ieKce3 NHAEKC), YMFTCO (¥ATTbIK MEMAEKETTiK
FbINbIMU-TEXHMKaNbIK capanTama opTasbiFbl), RILM (Répertoire International de Littérature
Musicale), European Reference Index for the Humanities and Social Sciences (ErihPlus), PFAW
(Pecewnik fbibIMK Adiekce3 MHAeKCI), KnbepJleHnHkaaa nHaekctenea,.

Saryn >xxypHasbl aBTOpaapfa XapuanaHfaH Matepuangapipbl Tapatyfa dXaHe OKkblpMaH
KaybIMbIH KEHeWTyre, COHbIH, iLLiHAE XypHaNAbIH pecMun aneymeTTik xeninepinge (Telegram,
Instagram, Facebook) makananapgbl xapusanay apkblibl XaH-XaKTbl Koagay 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 xapusanay KyHiHe
KYKbIFbIHbI3Abl Adnenseyre MyMKiHAIK 6epesi.

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,
3NeKTPOHZbI KiTanxaHanapblHAa OpHanacTbipca 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.

Saryn publishes scholarly articles in the field of art studies and focuses on research
and methodological issues in national art, its contemporary development, and its manifestation
through tradition and intercultural contexts.

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 editorial office asks authors to write in a clear and accessible language,
avoiding any complicated terminology and taking care about international readership.

The formatting of in-text citations and references is carried out in accordance with the Modern
Language Association (MLA) style guidelines current at the time of the journal issue's
publication.

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. 301 dated 25.01.2024) for publication
of the main results of academic activity (category “Arts and Humanities”). Besides, Saryn
is indexed by KCI (Kazakhstan Citation Index), NCSTE (National Center of Science
and Technology Evaluation), RILM (Répertoire International de Littérature Musicale), European
Reference Index for the Humanities and Social Sciences (ErihPlus), 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 Ny6nKaLuii Saryn aBAsiFOTCA NCKYCCTBOBEAYECKME CTaTby, B KOTOPbIX
06y aatoTCa UccnesoBaTeNbCkre Y METOAONOMMYECKME BOMPOChI HaLMOHANbHOMO NCKYCCTBa,
€ro COBPEMEHHOTO Pa3BUTWA 1 MPOSBIEHNA Yepe3 TPaANLMN N MEXKYNbTYPHbINA KOHTEKCT.
MaTepwasbl, NpescTaBaeHHbIe B PeAaKLMIo, MOTYT ObiTb COCPEJOTOUEHb! Ha TEOPETUYECKMX
Y 3MMUPUYECKNX UCCNEA0BAHMAX, COAEPKALLMX CUCTEMATUUECKMI KaueCTBEeHHbIN
WM KONIMYECTBEHHBIN aHaNn3 AaHHbIX; KpaTKe NCCaef0BaTeNbCkie 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 npusbiBaeT aBTOPOB N1caTb
SICHBIM W AOCTYMHbIM A3bIKOM, U36€eras CNOXKHOW TEPMUHONOTM 1 3a60TACH O KOMMYHUKALMK
C MeXAyHapOAHOW unTatenbckon ayautopuen. Odopmaerme bubamnorpaduryeckmx ccoliok
W Crncka MTepaTypbl OCYLLLECTBASAETCS B COOTBETCTBUN C TpeboBaHuaMu ctuns MLA (Modern
Language Association), aKkTya/bHbIMW Ha AaTy BbIXOJa HOMepa XypHasa.
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 uav cTpaH, KoMy MOXeT ObITb MPUYMHEH HeyMbILLAEHHbIN yliep6
B pe3ysibTaTe Nybankauuv ctateil. MHeHWe pefakLmm MOXeT He COBMajaTh C MHEHUEM
aBTOPOB W cogep>kaHnem ctatei. Mpu LUTMPOoBaHNM 06s3aTeNbHO yKa3aHWe CCbIKM Ha aBTopa
N UCTOYHMK.
Bce ctaTtbu, nocTynatoLlve B peAakuuio Saryn, MpoxXoaaT npoLeaypy npoBepku
Ha maaruart, BKAtoYas TeKCTbl, HaMMCaHHble UAW NepeBeAeHHbIE UCKYCCTBEHHBIM MHTE/IEKTOM,
1 NyGANKYHOTCA MOC/E MONOXKMTENBHOTO ABOMHOO CIEMOro PeLieH3MPOBaHWs CreLmanncTaMmu.
ABTOpPCKME HayuHble NCCeA0BaHMA, 0630pbl, PELLEH3UN U MHTEPBBLIO 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 accoLmaLmmn 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 BkatoueH B Cnivcok 2 lNepeuns nsgaHnii, pekoMmeHayemMbix Komutetom no obecneveHmto
kayecTtBa B cdepe Hayku v Bbiclero obpasoaHus (KOKCHBO) MuHmcTepcTBa Hayku U BbICLLETO
obpazosaHus Pecnybamnkm KasaxcraH (npmkas N2 301 ot 25.01.2024) ans ny6avKaLmMm OCHOBHbIX
pe3y/nbTaToOB Hay4YHOW AeATeNbHOCTH (pa3gen «/IcKycCTBO v ryMaHUTapHble HayKu»).

Momumo 3toro, Saryn nHaekcmpyetca B KMHL, (KaszaxctaHCckom nHAekce Hay4YHOro
untnpoBanus), HUMHT (HaumoHanbHOM LieHTpe rocyapCTBEHHOW HayUYHO-TEXHNUYECKON
akcnepTm3bl), RILM (Répertoire International de Littérature Musicale), European Reference
Index for the Humanities and Social Sciences (ErihPlus), PUHL|, (Poccuiickom nHaekce HayyHoro
untnpoBanus), KnbeplleHmHke.

XKypHan Saryn BcecTopoHHe noajep>XvMBaeT aBTOPOB B Aefie 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 NPOABUraTh CTaTbM CPeAM CBOUX KOMNET U uccnejoBatenei
no BCeMy MUPY Yepes HayUYHble COLCETU U ApYriie BO3MOXHbIe CNOCObbI, UTO MOXET NPUBeYb
ymTaTenel, NoBbLICUTb Y3HABaEMOCTb U CAenaTb onybanKoBaHHble B Saryn ctaTbu 6onee
AOCTYMHbIMK Ana noucka B VHTepHeTe. [lns Toro utobbl 06e3onacuTb PyKONMCKU OT MPUCBOEHUA
He,06pOCOBECTHLIMM aBTOPaMK, ClefyeT yKkasbiBaTb bk Ha DOl naun ccbinky Ha cant
XypHana Saryn, rae onybavkoBaHa UCXxoAHas Bepcusa cTaTbu. TO NO3BOIUT JoOKa3aTb CBOE
npaBo Ha pa3paboTky v AaTy nybankaumm.

PepaxkumnorHas konnermsa Saryn He npenaTcTByeT CBOVM aBTOpaM B pa3meLleHnn
ony6/IMKOBaHHbIX MaTepranoB Ha CTOPOHHMX pecypcax. ABTOPbI XypHana MOryT 3arpy3uTb 1x
B HE3aBUCUMbIA Peno3nTopuii unm 6asy AaHHbIX NPy opraHu3auunm, apGUaMpPoBaHHOW C HUMM.
CraTbs, onybankoBaHHas B COaBTOPCTBE, MOXET ObITb pa3MeLLleHa B Perno3nTopum, Jaxe ecan
COaBTOpPbI Pa3MeCcTWIN ee B 3NeKTPOHHbIX BrbanoTekax Apyrux opraHusauuii. Baaumogeicremne
C APYTVIMU PENO3MTOPUAMM NO3BOJAET YBEANUNTL YNTATENbCKYHO U LUTUPYIOLLYIO ayAUTOPUIO,
fiaeT BO3MOXHOCTb KOJIIeram v CTyZleHTaM 03HaKOMUTLCS C UCCNef0BaHUAMM, 063aBecTUCh
€MHOMbILINEHHMKaMW N HOBbIMM BO3MOXHOCTAMM.
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KipiCcnE ce3

OJIeMHiH, KenTereH engepiHin, Kacion opTanapblHAa KeHiHEH TaHblFaH H6enrini KNHOTaHYLLbl 9Pi KWHOCBIHLL b
l'ynbHapa AburkeeBa XXypHasbiMbi3fa KypmaHfasbl aTbiHAafbl Kasak yATTbiK KOHCEpBaTOPUACH MeH

«TypaH» YHUBEPCUTETIHIH BipaeckeH )06acbiH Xy3ere acbipyabl YCbIHABL. AN By naes Saryn ypHanbiHbIH
Xanblkapanblk pesakunsablk KEHECiHIH, MyLLeci Buprut bolimepcke Tuecini. XXypHanbIMbI3abiH, XKyMbICbIHA
OCblHAaN 6esiceHAl aTcanbiCKaHbl YLiH apinTecTepimisre anfbic 6ingipemis!

Bi3 6yn whifapbibiMAbI AalbliHAAY 6apbICbIHAA YAKEH KbI3bIFYLLbIABIKMEH XXYMbIC ICTEAiK XXaHe OCblHAalM
>obanapablH, fbIbIM, BifiM XXaHe MaAeHVET KaybIMAACTbIFbIHA TEOPUAIBIK KaHa eMec, NPaKTUKabIK,
TYPFbIAaH Aa NakjacbkiH TUTI3iN, ©3 XanfacblH TabaTbiHbIHA CEHIMAIMI3. XKypHanAblH, YLUIHLLI caHbl 3aMaH
TanabblHa cali ©3eKTi api XaHa TakblpbINTapabl KaMTbIFaH Ma3MyHAb! WhlFapblibiM 60a4bl. Ocbl HEMipre
KbI3bIFYLLbIIbIK TaHbITbIN, ©3 eHOEKTEPiH YCbIHFaH aBTOPJIapFa XaHe XyMbICKa XayankepLlifikneH
aTcanblCKaH peLieH3eHTTepre afbiC ainTambi3. Al OKbIpMaHAapAbl, 3epTTEYLLIIep MEH NPAKTUKTEPAI XypHan
MaTepwvangapbliH OKbIM, MiKip anMacyfa XaHe FblbIMU TafKbllayFfa LWaKblpambi3!

Jamup YpasbimbeTos,
6ackapyuwisl pedakmop

2026 binfbl cayipae Turan Film Academy yibimgactbipy komuTeTi «Kasak KMHOCHI: TeOpUs, MpakTuKa
>KOHE XKaHa KeKXMeKTep» aTTbl XablkapasblK FblbIMU-NPaKTUKaNblk KOHGepeHUms oTki3ai. KoHbepeHums
KapKbIHAbI ©3repin >aTkaH OTaHAbIK KMHO YAEPICIHE TEK XeAen CbiH-MiKip FaHa eMec, FblIbIMU TypPFbiaaH
nanbimMaay fa KaxkeT ekeHiH kepceTTi. OcbigaH Turan Film Academy meH Saryn xypHanbiHbIH 6ipaeckeH
apHaibl WbIfapblibIMbIH AaliblHAAY WAEACHI TyblHAaAb!. XXypHan yLWiH 6y TyTacTai KnHemaTorpadpus
TakblpblbblHa apHafaH ajfallkbl LWbIFAPbLIbIM.

Kasipri eHepTaHy 3aMaH afbIMbIHaH KasbiCna, KaabinTackaH KybblibiCTapAbl faHa eMec, Aan 6yriH 60bin
XaTkaH yaepictepai Ae Tangan, onapablH, koraMAarbl KaHal e3repictepi 6enHenenTiHiH naribiMAaysbl
Tmic. COHABIKTaH OCbl LblFapblabiMAafbl 6eC MakanaHblH TepTeyi MOCTKOBUA Ke3eHIHAETI, AFHU COHFbI 6ec
XblNAafbl Ka3ak KMHOCbIHA apHaafaH. ABTopJap KOMMEepPUUsIbIK, SUeNAep, AePEKTi XXoHe XaHa KepepMeHaik
KMHO BafbITTapblH KapacTblpazbl. beciHLi Makana KeHecTik MypaFfa apHaafaHbIMeH, 6i3 yLiH YAPEeHLUiKTi
eMec KbIpblHaH KapacTblpblbIM, YATTbIK KMHEMaTorpadus TapuxbiH OyriHri TypFblAaH KaTa naribiMAayabiH,
Ka>XETTINIrNH KepceTei.

¥3aK yakpIT 60Vibl Ka3akCTaHAbIK KMHOTaHYLWbINaPAbIH, Ha3apbl HETi3iHEH aBTOP/IbIK XKaHe decTuBanbaik
KMHOFa ayAapbingbl. MyHbiH cebebi TyciHikTi: «Ka3sak >aHa ToAKbIHbI» GuabMaepi, KeriH Tayenci3 KasakcTaH
pexuccepaepiHin, TybIHAbINAPbI ipi Xanblkapanblk KWHOdeCTMBaAbAepre KaTbIChiM, LWeTenAe Kazak KMHOChI
Typasibl TYCIHIKTIH KaabiNTacyblHa biknan eTTi. AN KOMMepPLUUANbIK KMHemaTorpadus kebiHe afbiMAafbl CbIH-MiKip
afACblHAA KapacTblpblabIf, Kel Xafjanaa 6arbinTbl FblIbIMU 3€PTTeYAiH HblCaHbl peTiHAe KabbingaHbazbl.

Analifia KMHO yAepiCiHiH 3i e3repi, COHAbIKTaH 3epTTeyLlinep Ae OCbl ©3repicTepai HasapAaH TbiC
KanablpMali, oHbIMeH bipre inrepineyi kaxert. byriHae Ka3sak KMHOCbIH Tek apTxayc asacbiHAa KapacTbipy
MYMKiH emec. On decTuBanbfiik KEHICTIKTE, KEH NPoKaTTa, UnMdpblK opTasa, AepekTi KNHOAA >KaHe alien
pexuccypacbiHga Katap Aambin kenedi. CoHbIMeH katap 6yn 6afbiTTapablH apacbiHAafbl Lekapanap
Ja e3repMeni cunaTka ve 6onyza: aBTopAblK, KWNHOHbIH, KOPKEMZAIK XEeTICTIKTEPi KepepMeHZik
KnHematorpadusFa eHin, an KOMMepPLMAAbIK GUAbMAEP YATTbIK TapUXKa, Y KbIMAbIK Xajblfa,
oT6acbINbIK XapakaTTapfa XaHe biperennikTi isgeyre 6apfaH cablH Xui XXyriHeai.

LW birapblabiMabl anoH 3epTTteywici Akupa MauymoToHblH, LLakeH AMMaHOBTbIH, «ATaMaHHbIH,
aKblpbl» GUIbMiHe apHaafaH Makanachl allagbl XaHe 6y Makana HeMipze epekLle OpblH anajpl.
Byn WhbifapblnbiMAarbl KEHECTIK Ke3eHAeri Kasak KMHOCbIHa apHasfaH Xanfbl3 3eptrey. ABTop GuabMai
NCTEPH >XaHpPbIHbIH, aACbIHAA KapacTblipadbl. by XxaHpAa AaCTypAi Typae OTap/blK MOAe/b KOPiHiC Taybimn,
0pbIC HEMeCe KEHECTIK Kerinkep epKeHNETTIH, XeTKi3yLwici peTiHge, an OpTanblik A3Us XXaHFbIPTY HblCaHbI
peTiHae 6eiHeneHin keareH. MaLymMoTo AMMaHOBTbIH, KaHP WeHbepiHeH LWbIKNai XXaHe KEHECTIK MAeoNorus
asiCbiHaH acnam, OHbIH, Ma3MyHbIH iLLKi TYPFblAaH Kanal e3repTKeHiH kepceTesi.

Anvackap OHrap bykapanblk KMHemaTorpadusaHbl 3epTTen, «Ka3akTblH, K&3>XKac TONKbIHbI» XaHa
VFbIMbIH eHrizesi. ABTop 2025-2026 Xblngapbl KOMMePUUAbIK TypFblAaH TabbicTbl 601FaH OTOAChIbIK,
MesnoApamanapAbl KapacTbipbin, MaHbl3Abl ©3repicTi atan KepceTesi: OTaHAbIK NpoKaTTa y3aK yakblT 60libl
6acbiM 6onfaH KOMeANs XaHPbIHbIH OPHbIH OT6ACbINbIK XapakaT, by3blafaH TybICTblK 6anaHbiCcTap
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>KIHe TepPeH 3MOLMOHaNAbIK TOFaHbICTapAbl apkay eTeTiH punbmaep 6aca bactagbl. AHa, 6ana, yin

XaHe kypgaeni 1990-xbingap Ke3eHiHiH kainTanaHaTblH HeilHenepi byn punbmaepaeH kasipri KasakcraHHbIH,
IMoUMANbIK MBAEHWETIHIH KOPIiHICIH BalkayFa MyMKiHAIK 6epegi. Anvackap GUabMAEPAIH e3iHe faHa eMec,
KepepMeHAepPAiH, peakLmanapbiHa, COHbIH, iWiHAE ONapAblH dNeyMETTIK Xeninepae o3 ce3imaepiH xapus
TypAe 6ingipy TacingepiHe Ae Hasap ayaapadbl.

MHHa CmamnnoBaHbIH MakKanacbl MOCTKOBUS Ke3eHiHAEr KasakcTaHAblk KMHemaTorpadusaHbiH eH,
>KapkblH KybblbICTapbIHbIH, Bipi — aen pexxuccypacbiHa apHanfaH. Lapuna Opasbaesa, AlixaH KacbiMbek,
Manunka MyxamegxaH, Acenb AylakumoBa, AnnHa MyctadumHa xxaHe XXaHHaTt AwaHoBaHbIH dunbmaepi
>KaHa aren eciMaepi MeH TakblpbINTapbliHbIH Nainga 601yblH faHa eMec, COHbIMEH KaTap KMHOFa AereH
Ke3KapacTblH a ©3repreHiH KepceTedi: Kofam, 0T6achl XoHe A9CTyp aiien Toxipmbeci TypFbiCbiHaH
KapacTblpbliazbl. 3epTTeyLli 6y KMHOHbIH, epeKLeniriH «KaTblCy 3CTETUKAChI» YFbIMbl apKbl/bl aiKbIHAANAbI.
On yakbIT NeH KeHICTIKTI YbIMAACTbIPYAbIH, ©3iHAIK TACINIH, TaKTUAbAI BU3YyanAblibIKTbl XaHe Keninkep
SVeNiH iLKi KyniHe Ha3ap aygapyAbl KamTuabl. MyHaa alien e3iHe TaHblfaH Penji >kali faHa opbiHAAYLWbI
emMec, OHbl NabIMAANTbIH, OFaH KapcCblablk HiNAIPETIH HeMece 83 eMipiH e3repTyre yMTbINATbIH Ty/1fa
peTiHAe KepiHea,.

Aligoc CeitiTxkaH Tayenci3zik ke3eHiHAer Ka3akK AepekTi KMHOCbIHa XYriHin, Baagumup TronbkuH,
KatepuHa CyBopoBa xaHe KaHaT belicekeeB LblfapMallblibIfbIHbIH, MblCa/biHAA aBTOPbIK NabiMAAYAbIH,
YW MOZeniH KapacTtbipajpbl.

LbiFapblnbiMabl MeHIH, «DecTuBanbiiK XXaHe KOMMEPLUANBIK KMHOAAH Xa/lblK KMHOCbIHA AEWiH: YATTbIK,
BiperelinikTiH KepiHici peTiHaeri Ka3zakcTaHAbIK KnHemaTorpadTbiH TpaHCPOpMaLMACkI» aTTbl Makanam
asKTangbl. Makanaza fblibIMU aliHabIMFa «XasblK KMHOCbI» YFbIMbIH €HTi3Yy YCbIHblaZAbl. By yfbiM
NOCTNaHAEMUANBIK Ke3eHAe aBTOP/IbIK XXHE KOMMEPLMANbIK KUHEMATOrpapuaHbIH TOFbICbIHAA Nansa
6onfaH Punbmaepai cunattangbl. «Joc-MykacaH», «Kaww» xaHe backa Aa dunbMaep KeH ayautopussa
HafblTTanfaHbIMeH, ONapablH KbI3METi TeK OlbIH-CaybIKMNeH wekTenmenai. Onap Tapuxm >kaabl, YATTbIK TiA,
MY3bIKa, AiH, A9CTYP >KaHe 0TOaCkINbIK KapbIM-KaTblHACTap TaKblPbINTapbIH KO3Fall OTbIPbIM, KEPEPMEHTre
opTak KyHAbINbIKTap MeH Taxipubenepai TaHyfa MyMKIHAIK 6epeTiH KeHICTiK KaabinTacTbipazbl.

Byn WbifapbinbiM Kasipri kasak, KMHemaTorpaduacbiHbIH TObIK KOPIHICiH Bepyai MakcaT eTrneinai.
KepiciHwue, 6yriHge HazapaaH TbIC Kangblpy MyMKiH emec bipHeLle KyOblabICTbl aTan KepceTei: Xablk,
KMHOCBIHBIH MaliAa 60/ybl, KOMMEPLMABIK MPOKaTTafbl XaHpaap MeH 3MOLMOHaNAbIK MHTOHALMAHbIH,
e3repyi, aen pexmccypacbiHbiH OpKeHaeYi, AepekTi KUHOAafbl aBTOPbIK NakbiMAAYAbIH dPTYPAI yArinepi
>KIHE KEHECTIK MypaHbl >KaHalla nanbimgay. ABTop/ap yCbiHFaH yfbIMAap MEH Taciagep Kasipri kasak,
KMHOCBIHAA H6onbIN XaTkaH yaepictep Typaabl O4aH api nikipTanacka 6actay 60nagbl Aen ceHeMmis.

l'ynbHapa AbukeeBa,
WakeIpblIFaH pedakmop
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FOREWORD

Prominent film critic and film scholar Gulnara Abikeyeva, widely recognized within international professional
circles, proposed that Saryn undertake a joint project between the Kurmangazy Kazakh National Conservatory
and Turan University. The original idea itself belongs to Birgit Beumers, a member of the International
Editorial Board. We deeply thank our colleagues for their invaluable involvement in the life of the journal!

We worked on this issue with great pleasure and are confident that such collaborative projects can thrive
and bring both theoretical and practical benefits to the academic, educational, and cultural communities.
The third issue of the journal has turned out to be vibrant and deeply resonant with the spirit of our time
and its emerging trends. We express our gratitude to the authors who contributed to this issue and to our
dedicated reviewers for their joint efforts. We invite readers, researchers, and practitioners alike to read,
reflect, and join the discussion!

Damir Urazymbetov,
Managing Editor

In April 2026, the organizing committee of the Turan Film Academy held the international research

and practice conference “Kazakh Cinema: Theory, Practice, and New Horizons.” The event demonstrated
that the rapidly evolving domestic film industry requires not only prompt critical review, but also deep
academic conceptualization. This gave rise to the idea of a joint issue by the Turan Film Academy

and the journal Saryn. This is the first issue entirely dedicated to cinema.

Contemporary art history must “keep its finger on the pulse” — analyzing not only established
phenomena, but also the processes unfolding literally today, in an effort to understand what societal
changes they reflect. Consequently, four of the five articles in this issue focus on post-pandemic Kazakh
cinema of the past five years, examining commercial, women'’s, documentary, and new audience-driven
cinema. The fifth article turns to the Soviet legacy, yet offers a perspective so unconventional for us
that it likewise responds to today’s urgent need to rethink the history of national cinema.

For a long time, the attention of Kazakhstan’s film scholars was focused primarily on auteur and festival
cinema. This is understandable: the films of the Kazakh New Wave and, subsequently, of independent
Kazakhstan's directors participated in major international festivals and shaped the perception of our cinema
abroad. Commercial filmmaking frequently remained confined to current film criticism or was largely
dismissed as material for serious research.

However, the film process itself has changed, and researchers must follow its lead. Today, Kazakh cinema
can no longer be described solely through the lens of arthouse. It develops simultaneously across festival
spaces, theatrical distribution, digital environments, documentary filmmaking, and women'’s directing.
Moreover, the boundaries between these areas are becoming fluid: the artistic achievements of auteur
cinema permeate audience-driven filmmaking, while commercial films increasingly turn to national history,
collective memory, familial trauma, and the search for identity.

Opening the issue and holding a special place within it is an article by Japanese researcher Akira
Matsumoto on Shaken Aimanov's film The End of the Ataman. This is the sole contribution in the issue
dedicated to Soviet Kazakh cinema. The author examines the film within the context of the Eastern —

a genre that traditionally reproduced a colonial model in which a Russian or Soviet hero acted as the bearer
of civilization, while Central Asia served as the object of modernization. Matsumoto demonstrates how Aimanov
transforms the genre from within without destroying it or stepping outside the bounds of Soviet ideology.

Aliaskar Ongar explores mainstream cinema and introduces a new concept: the “Kazakh Tearful Wave.”
The author examines commercially successful family melodramas of 2025-2026 and highlights a significant
shift: comedy, which long dominated domestic distribution, is giving way to films focused on familial trauma,
disrupted kinship, and intense emotional experiences. Recurring motifs of the mother, the child, the home,
and the difficult 1990s reveal these films as a reflection of contemporary Kazakhstan's emotional culture.
Crucially, Ongar analyzes not only the films themselves, but also audience reactions, including the ways these
are publicly expressed and shared on social media.

The article of Inna Smailova is dedicated to perhaps the most striking phenomenon of post-pandemic
Kazakh cinema: women'’s directing. The films of Sharipa Urazbayeva, Aizhan Kassymbek, Malika Muhamedzhan,
Assel Aushakimova, Alina Mustafina, and Zhanat Alshanova testify to more than just the emergence
of new female names and themes. The very optics have shifted: society, family, and tradition are depicted
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from within the female experience. The scholar defines the specific character of this cinema through
the “aesthetics of presence” — a distinct organization of time and space, the tactility of the image,
and a close focus on the heroine’s inner state. Here, a woman no longer merely performs a prescribed
role, but reflects upon it, resists it, or attempts to change her own life.

Aidos Seitzhan turns to independent Kazakhstan's documentary cinema, examining three models
of auteur expression through the work of Vladimir Tyulkin, Katerina Suvorova, and Kanat Beisekeyev.

Concluding the issue is my own article, “From Festival and Commercial to People’s Cinema:

The Transformation of Kazakhstani Cinema as a Reflection of National Identity,” which proposes
introducing the category of "people’s cinema” into academic discourse. This category characterizes films
that emerged in the post-pandemic period at the intersection of auteur and commercial filmmaking.
Works such as Dos-Mugasan, Qash, and others address a wide audience yet are not reduced to a purely
entertainment function. They engage with historical memory, the national language, music, religion,
traditions, and family relations, thereby creating a space of collective recognition.

This issue does not claim to present a comprehensive picture of contemporary Kazakh cinema.
Rather, it captures several phenomena that can no longer be ignored: the emergence of “people's cinema,”
shifts in genres and emotional tone within commercial distribution, the flourishing of women'’s directing,
diverse models of documentary expression, and a fresh reinterpretation of the Soviet legacy. We hope
that the concepts and approaches proposed by the authors will spark further discussion regarding
the processes unfolding in Kazakh cinema right now.

Gulnara Abikeyeva,
Guest Editor
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BCTYNUTENBHOE C/IOBO

M3BeCTHbIN KNMHOBEA N KWNHOKPUTUK Fyanapa A6VIKeeBa, LMPOKO NMpr3HaHHaA B I'IpOd)eCCVIOHa!'IbeIX
Kpyrax MHOIrmx CtpaH Mupa, npegnoxusa Hawemy >XypHaJy peaam3oBaTb COBMECTHbIV NMpPOoeKT Kazaxckom
HaLLI/IOHaﬂbHOVI KOHCepBaTOpnnN MMEHU KpraHFaBbl n yHVIBepCVITeTa «TypaH». I/IAeﬂ K€ NPUHaNeXuT YneHy
MeXayHapoAHOro peaakyMoHHOro coeeta Saryn BI/IpI'VIT Boﬁmepc. BJ'IaI'OAapVIM KO/Jer 3a Takoe yyactmne
B XXN3HWU >KypHana!

MbI € YAOBO/IbCTBNEM pa60TanV| Haj HOMepPOM U yBEPEHbI, YTO I'IO,CI,O6HbIe NPOEKTbl MOTYT CyLLLeCTBOBaTb
N MPUHOCUTb HE TOJIbKO TEOPETUYECKYHO, HO N NMPAaKTUYECKYHO NOAb3y COO6LLI|eCTBy B Hayke, O6pa3OBaHVII/I
N KynbType. TpeTvn7| BbIMYCK >XYypHana noayymninca apKmmMm 1 CO3ByYHbIM HalleMy BpeéMeHU C ero HOBOMOAHbIMU
TeMaMn. Bnarop,aple 3anHTEepeCOBaHHbIX aBTOPOB HOMEpPa N HepPpaBHOAYLIHbIX peLeH3eHTOB 3a COBMECTHYHO
pa60Ty, a LII/ITaTEJ'IeVI, VICCJ'IEAOBaTeJ'Ie[/'I M NPaKTUKOB npurnawiaemM K YTeHN n AVICKyCCVII/I!

Jamup YpasbimbeTos,
ynpasasrowuli pedakmop

B anpene 2026 roga oprkomutet Turan Film Academy npoBen mexxayHapoAHY HayUYHO-NPaKTUYeCcKyHo
KoHpepeHLMto «Ka3axckoe KMHO: Teopus, MpakTka U HOBble FOPU30HTbI». OHa Nokasana, YTo CTPEMUTENbHO
MeHSAIOLLIMINCA OTeYeCTBEHHbIV KMHOMPOLLECC HY>X/AaeTcA He TOIbKO B ONepaTVBHOW KPUTKKE, HO U B Hay4YHOM
ocMbIceHnW. Tak BO3HWKNA MAes COBMeCTHOro Bbinycka Turan Film Academy v >xxypHana Saryn. [ina xypHana
3TO NepBbIi HOMeP, MOAHOCTLIO MOCBALLEHHbIV KMHeMaTorpady.

CoBpeMeHHOe NCKYCCTBOBEJEHNE JOMKHO «AepxXKaTb PyKy Ha Mynbce»: aHaIn3npoBaTb He TObKO
yXe CNOXMBLUNECS ABNEHWSA, HO U MPOLLeCChl, MPOUCXOAALLME BYKBaNbHO CErOAHA, MbiTasACh MOHATD,

Kakvie 3MeHeHVs B 06LLEeCTBE OHM OTpaxatoT. [103TOMy YeTbipe M3 NATK CTaTell BbiNycka MOCBALLEHbI
Ka3aXCKOMy KMHO MOCTKOBUZAHOTO Nepuoja — NoCAeAHMM NATW rogamM. ABTOpbl paccMaTpuBatoT
KOMMepUecKoe, XXEHCKOE, JOKyMeHTa/lbHOe 1 HOBOE 3pUTeNbckoe KuHO. MaTasa ctaTba obpalleHa

K COBETCKOMY Hac/eunto, HO NpeAnaraeT HaCTO/IbKO HEMPWBbIYHbIV A4 HaC B3ra4, UTO Takxke OoTBevaeT
CeroAHALIHe HeobXoANMMOCTY 3aHOBO OCMbIC/IUTL MCTOPUIO HaLMOHaNbHOTO KMHemaTtorpada.

[Jlonroe Bpems BHMMaHMWe Ka3axCTaHCKUX KMHOBEAOB Hbl10 COCPeSOTOUEHO 1aBHbIM 06pa3oM
Ha aBTOPCKOM, GeCcTUBaNbHOM KMHO. ITO MOHATHO: GuabMbl «Ka3zaxckovi HOBOW BOJIHbI», @ 3aTeM peXmnccepoB
HezaBucmmoro KasaxctaHa y4acTBOBaiN B KPYMHENLINX MEXAYHapOAHbIX GpecTnBanax u GopmMmnpoBam
npeAcTaBaeHne O HalleM KMHO 3a pybexxom. Kommepueckuii kuHematorpad yalle octaBancs B chepe
TeKyLL el KpUTUKM nan BoobLLLe He BOCMIPMHUMANCA Kak MaTepuan ANs Cepbe3HOro NccaejoBaHms.

OpHako caM KMHOMPOLLeCC U3MEHWCA, U UCCAe0BaTeNN JOMKHbI MATW BCaes 3a HuM. CeroaHs
Ka3axckoe KMHO y>e HEBO3MOXHO OMUChIBaTb TONIbKO Yepes apTxayc. OHO pa3BunBaeTcs O4HOBPEMEHHO
B PpecTMBasbHOM NPOCTPaHCTBE, LWMPOKOM npokaTe, LndpoBol cpese, AOKYMEHTANINCTUKE U SKEHCKOM
pexuccype. bonee Toro, rpaHuLbl MeXAy 3TVMU HanpaBAeHUAMUN CTAaHOBATCA MOABMXKHbIMU: XyJ0XKECTBEHHbIe
[OCTUXKEHNA aBTOPCKOTO KMHO MPOHMKAKOT B 3pUTENLCKMNIA KUHeMaTorpad, a kKoMmepyeckie GuabMbl Bce
Yallle 06palLlatoTCa K HaLMOHaNbHON NCTOPUK, KONNEKTUBHOM NaMATW, CEMEeNHbIM TPaBMam M nmouckam
NAEHTNYHOCTW.

OTkpbIBaeT HOMep 1 0COboe MeCTO B HEM 3aHMMAaET CTaTbsl ANOHCKOro uccnegosatens Akupbl Mauymoto
o ¢unbme LlakeHa AimaHoBa «KoHeL, aTamaHa». 3TO eUHCTBEHHaa paboTa Bbinycka, MOCBALLEHHas
COBETCKOMY Ka3axCKoMy KMHO. ABTOp paccMaTpuBaeT GuibM B KOHTEKCTE UCTEPHaA — XaHpa, TPaAULMOHHO
BOCMPOMW3BOAMBLLIErO KOJOHWANbHYIO MOZENb, B KOTOPOW PYCCKUIA UM COBETCKUNIA repoii BbICTynan
HocuTenem LumBuan3auum, a LleHtpansHas Asna cTaHoBMAach 06bEKTOM MOoZepHM3aLmMu. MaLymoTo
nokasblBaeT, kak AIMaHOB, He pa3pyLlas XaHp 1 He BbIXOAS 3a Npe/jeNibl COBETCKON NAEON0rMN, MEHAET
€ero V3HyTpw.

Annackap OHrap nccnesyet MacCoBbll KHemaTorpad 1 BBOAUT HOBOE MOHATUE — «Ka3axckas
cne3oToumBas BoHa». ABTOP paccMaTpMBaeT KOMMEPYECKN yCrellHble ceMeiHble MenogpamMbl 2025-2026
roZioB 1 GUKCMpPYeT BaXKHbIli MOBOPOT: KOMeAMSA, JONTOe BpeMs JOMVHMPOBaBLIAA B OTEHECTBEHHOM
npokarte, ycTynaer Mecto ¢puibMaM O CEMeNHON TpaBMe, HapyLUEHHOM POACTBE U CUAbHOM 3MOLVOHaNbHOM
nepexwuBaHun. MoBTopatoLmnecs obpasbl MaTepy, pebeHka, oma 1 TpyaHbIX 1990-x rogoB NO3BOAAIOT
YBUAETb B 3TUX KapTUHaX OTpaXkeHne SMOLMOHaNbHOM KybTypbl coBpeMeHHoro KasaxcraHa. BaxHo,
yTO ANmackap aHanAv3npyeT He TONbKO GUIbMbI, HO U 3pUTENbCKME peakLMm, B TOM Yncae Crnocobsl
UX NY6ANYHOrO NPOXMBaAHWA B COLMANbHBIX CETAX.
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Cratbs MHHBI CMannoBoli NocBsLLeHa, MOXanyi, CaMoOMy APKOMY ABAEHUFO MOCTKOBUAHOTO
Ka3axCTaHCcKoro knuHematorpada — >XkeHckon pexunccype. Punbmel LLapunbl Ypasbaesor, AlixaH Kacbimbek,
Manukn MyxameaaH, Acenb AylakmumoBol, AnnHbel MyctapuHoin n XXaHHaT ANLLaHOBOWN CBMAETENbCTBYOT
He MPOCTO O MOABIEHWNN HOBbIX XXEHCKUX UMEH U TeM. [lpyroi ctana cama onTuka: obLLecTBO, CeMbs
W TPaaMLMA NokasaHbl M3HYTPU XKEHCKOro onbiTa. ViccnepoBatenb onpesenseT cneundurky 3Toro KMHO Yepes
«3CTETUKY NPUCYTCTBUSA» — OCOBYHO OpraHn3aL o BPEMEHM U MPOCTPAHCTBA, TaKTUIbHOCTb N306paXKeHs,
BHUMaHWe K BHYTPEHHEMY COCTOSIHMIO reponHU. XKeHLLMHa 34eCb yXXe He TOIbKO UCMONHAET NPeAnvCaHHYHo
el pPofib, HO OCMBbICASAET €&, CONPOTUBAAETCA €/ UMW MbITAETCA U3MEHUTb COBCTBEHHYHO XXU3Hb.

Aligoc CeiliTxxaH obpallaeTcs K KazaxCKomy AOKYMeHTaNbHOMY KMHO Mepuoja He3aBMCMOCTH
N paccMaTpuBaeT TPU MOZAEM aBTOPCKOrO BbICKa3blBaHUA Ha NpumMepe Baagnmupa TronbknHa, KatepuHbl
CysopoBoli 1 KaHaTta beicekeesa.

3aBepLuaeT Homep Mo cTaTbs «OT GecTMBaNbHOrO N KOMMEPYECKOrO — K HAPOAHOMY KUHO:
TpaHcpopMaLms Ka3axCTaHCKOro knHematorpada Kak nposBAeHNe HaLMOHaNbHOW NAEHTUUYHOCTU,
KOTOpas npeasiaraeT BBECTU B HayYHbIi 06OPOT KaTEroputo «HapoOAHOro KMHO». OHO XapakTepusyeT
bUAbMbI, BO3HMKLLME B NOCTNAHAEMUAHBIV Nepuoj Ha nepeceyeHny aBTopckoro 1 KOMMepPYeckoro
knHematorpada. KapTtuHbl «[loc-MykacaH», «Kaww» 1 gpyrve obpalleHbl K LWWMPOKON ayanuTopuu,

HO He CBOAATCSA K pa3BiekaTesibHON GyHKLMU. OHU paboTatoT C UCTOPUYECKON NaMATbIO, HaLMOHabHbIM
A3bIKOM, MY3bIKOW, PENUTVEN, TPAAULUAMY N CEMENHBIMU OTHOLLEHWUAMM, CO3AaBas MPOCTPAHCTBO
KONNEKTVBHOTO y3HaBaHUs.

OTOT BbIMYCK HE NPETEHAYET Ha NMOJHYHO KapTUHY COBPEMEHHOrO Kasaxckoro knHematorpada. Ckopee,
OH QUKCUPYET HECKOBKO AIBJIEHWI, KOTOPbIE yXKe HEBO3MOXHO He 3aMeyaTb: MOosBAEHNe HaPOAHOTO KNHO,
CMEHY XKaHPOB M 3MOLMOHaIbHON MHTOHALMN B KOMMEPYECKOM MPOoKaTe, PacLBET XEHCKON pPexXnccypbl,
pa3Hble MOAENN JOKYMEHTaIbHOTO BbICKa3blBaHWA Y HOBOE MPOYTEHME COBETCKOrO Hacneams. Mbl Hageemcs,
YTO NPeANO>KEHHbIE aBTOPaMM MOHATUA U MOAXOAbI CTaHYT HavaaoM AasbHeENLLEeN JUCKYCCUM O MpoLeccax,
NPOMCXOAALLMX B Ka3aXCKOM KMHO MPAMO ceinyac.

l'ynbHapa AbukeeBa,
npuaaaweHHsll pedakmop
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ABSTRACT. This article examines the image of the “other” in Soviet-era Kazakh cinema through Shaken
Aimanov's film, Konets atamana (The End of the Ataman, 1970), analyzed within the context of the Eastern
genre — the Soviet counterpart of the American Western. The classical Eastern reproduced a colonial logic
of representation: Russian characters acted as bearers of progress, while Central Asia was portrayed

as an object of modernization. The article explores how a Kazakh director, working within a genre
historically marginalizing Kazakh subjectivity, rethinks its logic from within and asserts national identity

as a cultural resource. The methodological framework of the study is based on an analysis of representation
that combines three analytical axes: the fluidity of the border between the categories of “self” and “other”;
the reinterpretation of the image of “savagery” in the Kazakh Eastern; and the construction of the image

of the "other” — Xinjiang — from the perspective of a Kazakh subject. The analysis demonstrates

that the film's protagonist, Chekist Chadyarov, is constituted through the constant crossing of geographical,
political, and cultural borders: national identity is transformed from an object of representation

into a strategic resource, and the border becomes a space of negotiation. For the first time in the Soviet
Eastern, the function of the hero as a “screen” for viewer identification is assumed by a Kazakh protagonist.
At the same time, in its depiction of Xinjiang the film reproduces an asymmetry of representation, creating
what may be called a “chain of Orientalism.” The article concludes that The End of the Ataman functions
simultaneously as genre cinema conforming to Soviet ideological norms and as a new space of cultural
identification for Kazakh audiences, in which national culture and tradition gain an autonomous voice.
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MauymorTo, Akupa. «Keniccesaep KeHicTiri peTiHaeri wekapa: LLakeH
ANMaHOBTbIH, "ATaMaHHbIH akblpbl” GUABMIHAETT YATTbIK Biperennik

XaHe "e3re” belHeCiHiH TpaHchopMaumsackl». Saryn, T. 14, N2 3, 2026, 20-31 6,
DOI: . (AFbINWbIHLIA)

YATThIK Bipereinik, kasak KMHOChI, LLiakeH AliMaHOB, «ATaMaHHbIH, aKblpbl», UCTEPH,
«@3re» BerHeci, KeHeCcTiKk OpUEeHTaNN3M, pernpeseHTaLms.

ABTOpP MakanaHbl XeTingipyre biknan eTkeH KyHZAbl Nikipaepi MeH yCbiHbICTapbl
YLUIH XXYpHanAblH aHOHUMAI peLeH3eHTTepiHe anfbic Hingipeai. CoHgali-ak aBTop
>XKapuanaHbiMfa MyMKIHZIK 6epreHi, konkasbaHbl fanbiHAAYAbIH 6ap/blk Ke3eHiHae
KepceTKeH Kongaybl MeH KyHZbl KEHECTepI YLUIH HOMIPAIH, WakKblpblAfaH peaakTopsl
l'ynbHapa OvipaToBHa AbukeeBafa LbiHaMbI anfbiC Bingipeai.

MakanaHbl ganbiHgay 6apbicbiHga Claude Fable 5 (Anthropic) >xacaHabl
WHTEeNNEKT MOZei Keneci MiHAeTTep YLWiH nalifanaHbligbl: Kasak TiniHaeri
aHAaTnaHblH anfallkbl HYCKacblH KypacTblpy; 6apAbIk TingepAeri atayabl,
aHAaTNaHbl XXaHe TipeK Co3Aepai XeTINAIpY XoHe CTUAbAIK peaakumanay;
aaebuettep TiziMiH MLA cTuniHe calikec pacimgey. XU syMbICbIHbIH, 6apabik,
HaTUXKeNepiH aBTOP Tekcepin, eHAesi XaHe Makana Ma3MyHblIHa TObIK
>KayarnkepLuinik anagbl.

Makana LLakeH AlMaHOBTbIH, 1970 Xblsibl TyCipinreH «ATaMaHHbIH akblpbl» GUAbMI HerisiHAe
KeHecTiK Ke3eHJeri kasak KNHOCbIHAAFbl «backa» berHeciH 3epTTeyre apHanfaH. PuabM amepuKaHabIK
BECTEPHHIH KeHecTik 6asamachl caHanaTblH UCTEPH XaHpPbl KOHTEKCTIHAE KapacTblpblaadbl. Knaccukanbik,
UCTEPHAE OTapLLbIAbIK pernpe3eHTaLma ormkackl KOpiHiC TanTbl: OPbIC KeRinkepaepi nporpecc
TacbiMangayLublnapbl peTinge kepcetince, OpTanbik, A3ns MOAEPHM3aALIMS HbICaHbl PeTiHAe benHeneHa.
Makanaza Kasak pexuccepiHiH Tapuxu Typfblaa kasak CyobekTiniriHe Kapcbl 6afbiTTanFaH XaHp iWiHAe XYMbIC
iCTei OTbIPbIM, OHbIH, JIOTUKACbIH ILUTEH KaiTa NanbiMaan, YATTblK Gipereinikti MaZeHn pecypc peTiHae Kanawn
GekiTeTiHi 3epTTenesi. 3epTTeyiH aicCHamManblk, Heri3i — yLu Tangay eweMiH GipikTipeTiH penpeseHTaums
Tanjaybl: «©3» XaHe «e3re» KaTeropusnapbl apacbiHAafbl LekapaHblH UKEMAIIT, Ka3ak UCTEPHIHAETI
«Kabambliblk» BeHeCiH KariTa nabiIMAay XXaHe KasakK CyObekTiCi TypFbiCbiHaH «e3re» — LLbIHKaH — 6eliHeCiHiH,
Kypblaybl. Tangay kepceTkeHAew, duabMHiH 6acTbl keRinkepi, Yeknct Yaabapos reorpadusbik, cascm
>K9He MaJeHW Luekapanapabl YHeMi Kecin eTy apkbl/ibl KasbinTacagpl: YATTbIK Biperennik penpeseHTaLms
HblCaHbIHaH CTpaTernAbIK Pecypcka, an Wekapa kesiccosaep KeHicTiriHe alHanagpl. KeHecTik nctepHae anfalu
peT KepepMeH NAEHTUPMKALMACBIHBIH, «3KPaHbl» KbI3METIH aTkapaTtblH KahapMaHHbIH, GYHKLMACHI Ka3ak,
KeninkepiHe ayblcagpbl. CoHbIMeH KaTap LUbIHxaHabl BeliHeney kesiHge GuabM penpeseHTaLms acMMMETPUACHIH
KalnTa eHaipin, e3iHAIK «OpueHTanu3Mm TizberiH» kypanapl. KopbiTbiHAbIAa «ATaMaHHbIH akbipbl» 6ip Me3ringe
KeHecCTiK MAeON0rUANbIK HOpManapFa COMKeC XXaHPbIK KMHO PeTiHAE XaHe Ka3ak KepepMeHi YLUiH YATTbIK
M3ZEHMET MeH A3CTYP 63 AayblCbiHa Me 6oNaTbliH MAZEHN MAEHTUDUKALIMAHBIH, XXaHa KEeHICTIr peTiHae Kbl3MeT
eTeTiHi Ty KblpbiMZAanaabl.
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MauymoTto, Akumpa. «[paHuLa Kak NPOCTPaHCTBO NeperoBopoB: HaLMOHa bHas
WAEHTUYHOCTb U TpaHCchopMaLmsa obpasza “"apyroro” B dpunbme LllakeHa
AmaHoBa "KoHel, atamaHa"». Saryn, 1. 14, NQ 3, 2026, c. 20-31,

DOI: . (Ha aHrauiickom)

HaunoHanbHaa MAeHTUYHOCTb, Ka3axckoe KuHo, LLlakeH AnmaHos, «KoHel,
atamaHa», UCTepH, 06pas «4pyroro», COBETCKUA OPUEHTANIU3M, pernpe3eHTaLms.

ABTOp BblpaxkaeT 61aro4apHOCTb aHOHUMHbIM PELIEH3eHTaM XypHasa 3a LieHHble
3aMeuyaHns U pekoMeHaaL MK, CNocobCTBOBABLLME COBEPLLEHCTBOBAHMIO CTaTby.
ABTOp Tak>Xe BblpaXkaeT UCKPEHHIO 61arofapHOCTb NPUrIaeHHOMY pesakTopy
Homepa lynbHape OvipaToBHe ABrKeeBOI 3@ BO3MOXHOCTb NybAnKaLWK, LieHHble
COBETbI M MOAAEP>KKY Ha BCEX 3Tanax noAroToBKU PyKOMUCK.

MNpw noarotoBke CTaTbl UCMNONb30BaNACh MOAE/b NCKYCCTBEHHOTO
nHtennekta Claude Fable 5 (Anthropic) ans cregyrolmx 3agau:
COCTaB/ieHNe YepHOBOro BapnaHTa aHHOTaLMM Ha Ka3aXCKOM A3bIKE;
AopaboTka M CTUAUCTMYECKOe pefakTUpOBaHve Ha3BaHMs, aHHOTaL K
N KNFOYEBbIX C/I0B Ha BCeX fA3blKax; 0hopmMIeHMe CnncKa anTepaTtypsl
B COOTBETCTBUM cO cTuneM MLA. Bce pesynbtatel paboTsl W 6biiu
NpoBepeHbl 1 OTPeAaKTUPOBaHbl aBTOPOM, KOTOPbIN HECET MOJIHYHO
OTBETCTBEHHOCTb 3a COAepXKaHve CTaTbu.

HacToswan ctatba noceaLleHa obpasy «Apyroro» B KazaxckoM KMHO COBETCKOrO nepuoga
Ha MaTepuane dunbma LLlakeHa AimaHoBa «KoHel, atamaHa» (1970), paccmaTprBaeMoro B KOHTEKCTE
XaHpa 1cTepHa — COBETCKOro aHasora aMepukaHcKoro BectepHa. Knaccryeckunii MCTepH BOCMPOV3BOAWA
KONIOHMaNbHYHO I0TVKY pernpe3eHTaLmmn: Pycckne nepCcoHaXu BbICTynaan HOCUTeNsaMN nporpecca,
a LleHTpanbHas A3ns npeactaBasnac 06beKTOM MogepHu3aLmun. B ctatbe ncciegyertcs Bonpoc o ToMm,
KakvM 0bpa3om Kasaxckuii pexuccep, pabotas BHyTpM XKaHpa, UICTOPUYECKM MapruHaan3npoBaBLLEro
Ka3aXckyro CybbeKTHOCTb, MePEOCMbICASET €ro JIOTUKY U3HYTPU U YTBEPXAaeT HaLlMOHaAbHYIO MAEHTUYHOCTb
Kak Ky/NbTypHbI pecypc. MeToA0N0rM4eckot OCHOBOW UCCAe0BaHMS ABASETCA aHaNn3 pernpeseHTaLuy,
06beANHAIOLWNIA TPU aHaNUTUYeCKMe ocu: GAOUAHOCTb FPaHULLbI MeXY KaTeropmaMmu «CBOM» U «Uy>KOM»,
nepeocmbICiieHne obpasa «UKOCTU» B Ka3aXCKOM UCTEPHE U KOHCTPYMpoBaHMe obpasa «Apyroro» —
CUHbL3SIHa — C TOUKM 3PEHMNA Ka3axcKoro cybbekTa. AHann3 nokasbiBaeT, YTO [1aBHbI repot GuabMa, YeKncT
YagbapoB, KOHCTUTYMPYeTCa Yepes NOCTOAHHOE nepeceyeHmne reorpaduyeckmx, MOAUTUUECKUX U KYJAbTYPHbBIX
rpaHuLL: HaLMoHaNbHaA MAEHTUYHOCTbL NpeBpaLLaeTca 13 06bekTa pernpeseHTaLMmn B CTpaTernyeckuin pecypc,
a rpaHviLa — B NMPOCTPaHCTBO NeperoBopoBs. Bnepsblie B COBETCKOM UCTepHE QYHKLMA repos — «3KpaHa»
3pUTENIbCKON UAEHTUPUKALIMMN — MEPEXOAUT K KazaXxCKOMY nepcoHaxy. BmecTe ¢ Tem npu nsobpaxeHun
CuHbL35Ha GUABM BOCMPOM3BOAUT aCUMMETPUIO penpeseHTaLmm, obpasys cBoeobpasHyto «Lernouyky
opueHTannsmMa». [lenaetca BbiBOA, 4TO «KoHel, aTamaHa» QyHKLMOHMPYeT O4HOBPEMEHHO KakK >KaHpOoBOe
KMHO, COOTBETCTBYIOLLIEE COBETCKUM WAE0I0TUYECKM HOPMaM, 1 Kak HOBOE MPOCTPaHCTBO Ky/IbTYPHOM
naeHTdUKaLMN AN Ka3axCKoro 3puTens, B KOTOPOM HaLMOHanbHas Ky/bTypa 1 TpaauLms obpeTtatot
COBCTBEHHbIN ronoc.
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Introduction
This article examines the image of the “other” in Soviet-era Kazakh cinema through
Shaken Aimanov's film, Konets atamana (The End of the Ataman, 1970), considered
within the context of the Eastern genre — the Soviet counterpart of the American
Western. The classical Western was built on a binary structure in which the role
of the bearers of civilization was assigned to white settlers, while the Indigenous peoples
of America were depicted through the stereotyped image of “savagery.” The Soviet
Eastern largely reproduced an analogous logic: Russian characters acted as bearers
of progress, while Central Asia was presented as an object of modernization
and development. This scheme was closely tied to the imperial logic of the Soviet
civilizing project, according to which Russians were to “bring progress” to the peoples
of Central Asia. By setting their action in the pre-revolutionary era, films of this genre
depicted the "backwardness” of the region as a natural and self-evident condition.
The Eastern thus became one of the genres within which Soviet assistance to “backward”
peoples was presented as necessary and historically inevitable.
The article addresses the question of how Shaken Aimanov works within the genre
of the Soviet Eastern — a genre historically grounded in a colonial logic of representation
— and how the director succeeds in rethinking this logic from within. Particular attention
is paid to how the distribution of roles between “civilization” and “savagery” changes
when the genre is taken up by a Kazakh director. The End of the Ataman occupies
a special place in the history of Kazakh cinema: it was Aimanov's final directorial work
and, at the same time, the first film of the tetralogy about the Chekist Chadyarov.
The character, played by Asanali Ashimov, forms a new type of Kazakh hero in Soviet
cinema — a hero combining national identity with the function of a Soviet subject.
Research on the Soviet Eastern has focused primarily on the problem of Soviet
orientalism. Alexander V. Prusin and Scott C. Zeman, Matthew J. Payne and Sergei
Lavrentyev view the Eastern as an instrument of Soviet imperial policy, within which
Central Asia invariably occupies the position of the “other.” These studies are important
for understanding the genre; however, they risk reproducing the very logic they seek
to criticize: in them, Central Asia once again appears as a voiceless object of analysis.
Studies devoted to the self-representation of Central Asian cinema, by contrast, offer
a different approach. The works of Gulnara Abikeyeva and Rico Isaacs emphasize
the special role of the national cinemas of the union republics in shaping their own
cultural identity within the Soviet system. Recent scholarship confirms the productivity
of this line of inquiry. Tamar Koplatadze argues for the consistent application
of postcolonial theory to the Soviet experience of Central Asia and the Caucasus,
criticizing the tendency to reduce analysis to a "Russian” perspective (470). Also illustrative
are studies of representation in the cinemas of other republics of the region: Bakhtiyor
Alimdjanov and Kamila Akbarova analyze female images in Soviet-era Uzbek cinema
in terms of orientalization and modernization (Alimdjanov and Akbarova 305),
while Banu Ramazanova examines contemporary Kazakhstani documentary cinema
as a space for reflecting on national identity and collective memory. The fullest
account of the film to date is Peter Rollberg’s. Rollberg reads The End of the Ataman
as a sophisticated game of deception between friend and enemy, classifies it as an Eastern
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rather than a civil-war adventure, and notes that it cautiously touches on Soviet taboos
while avoiding overt propaganda: unusually for the genre, no Russian character guides
the hero “in the right direction” (231). His approach, however, remains primarily historical.
The present study shifts the emphasis to the analysis of representation itself.

At the same time, The End of the Ataman has thus far scarcely been considered within
the frameworks of genre theory and postcolonial studies. This lacuna constitutes the starting
point of the present study. Most existing works treat the film primarily as a spy thriller
or a historical-revolutionary picture, without asking what happens at the moment
when a Kazakh director turns to a genre historically marginalizing Kazakh subjectivity.

Methodology
The methodological basis of the study is an analysis of representation combining two
analytical perspectives: an analysis of the image of the “other” in the Soviet Eastern,
and an analysis of self-representation — that is, of how the Kazakh subject constructs
itself within this genre. The study is organized around three analytical axes. First,
it considers the fluidity of the border between the categories of “self” and “other.”
Second, it analyzes the reinterpretation of the image of “savagery” in the Kazakh Eastern.
Third, it examines how the image of the "other” — in this case, Xinjiang — is constructed
from the perspective of a Kazakh subject.

Unlike previous scholarship, this framework introduces two distinct shifts.
On the one hand, studies in the tradition of the critique of Soviet orientalism (Prusin
and Zeman; Payne; Lavrentyev) analyze the ideological structure of the genre, within
which the positions of “self” and “other” are treated as essentially fixed, while Peter
Rollberg’s historical account documents the film's context and its play of ambiguity
but is comparatively reticent on representation as such. The present study focuses
precisely on what both perspectives leave at the margins: the mobility of the subject
of representation and the fluidity of the border between “self” and “other.” On the other
hand, the framework takes seriously an internal contradiction of the eastern that has
rarely been addressed: a genre that lends itself from the outset to ideological legitimation
is used here in a way that pushes ideology into the background. Precisely because
the genre forcibly divides “us” from “them,” scholarly attention has tended to concentrate
on how the self-image is constructed; yet for a people historically depicted as the “other,”
the question of how they in turn depict their own “other” is no less important.
This consideration motivates the third analytical axis of the study — the construction
of the image of Xinjiang from the perspective of a Kazakh subject.

Results

The film's protagonist, the Chekist Qasymkhan Chadyarov, is a character shaped through
the constant crossing of borders. Geographically, he moves between Soviet Kazakhstan
and White Guard-controlled Xinjiang. Politically, Chadyarov is a Chekist posing

as a defector. At the level of identity, he acts simultaneously as a Kazakh and as a Soviet
subject. It is precisely this state of constant balancing between different positions —
and the impossibility of finally settling on one side of the border — that forms the basis
of his character.
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Aimanov deliberately intensifies this indeterminacy through visual means. In most
scenes, Chadyarov's face remains impenetrable: the viewer sees almost none of his
emotional reactions. The hero acts, yet does not disclose his own motives or inner state.
This reticence is not a weakness of the character but an important artistic device.

A hero who does not fully reveal himself becomes a space of spectatorial projection.

The enemies, by contrast, are marked with complete clarity: their intentions, emotions,
and political allegiance leave no room for doubt. This effect is achieved above all through
lighting. When the camera turns to Chadyarov himself, the interplay of light and shadow
does the work that dialogue refuses to do: shadow falling across his face becomes,

as it were, the visible trace of an unspoken voice. Rather than clarifying his expression,
the lighting partially withholds it — and it is precisely into this shadowed reticence

that the viewer is invited to project an inner life the film never spells out. Against

the background of such definiteness, Chadyarov’s taciturnity makes him a figure

with whom the viewer can identify (See Fig. 1).

Figure 1. A still from The End of the Ataman
(Qazagfilm Studio, dir. Shaken Aimanov, 1970).

Here a fundamental shift emerges in comparison with the traditional Soviet Eastern.
In the classical model of the genre, the function of the “transparent” hero — a kind
of "screen” for viewer identification — was usually performed by a Russian character.
In The End of the Ataman, this role passes for the first time to a Kazakh hero. At the same
time, Aimanov preserves the genre's basic conventions: the revolutionary era, gunfights,
horse chases, and the characteristic reddish visual palette. The red tonality arises
in part from concrete elements of the mise-en-sceéne — lighting and the carpets
that fill the backgrounds of many interiors — and it intensifies noticeably in shots
centered on Chadyarov. Significantly, this is not an ethnic color-coding, whereby
Russian characters would appear "white” and Kazakh characters “red”: Kazakh figures,
too, are at times rendered in pale tones, and the scenes set among the Chinese
population are likewise tinged with red. The reddish cast operates instead as a device
of attention: the palette warms at those moments when the film directs the viewer

28 SARYN PEER-REVIEWED JOURNAL



THE TRANSFORMATION OF THE IMAGE OF THE “OTHER” IN SHAKEN AIMANOV'S FILM, THE END OF THE ATAMAN 2026 (‘ ;apyn

toward Chadyarov's gaze, his unspoken intentions, and the position in which his body

is placed. Insofar as these are precisely the moments in which the hero’s political situation
is at stake, the distribution of red comes to overlap with the film's ideological structure —
but as an effect of this attention-guiding function, not as a fixed symbolic equation

of red with ideology. The contrast becomes visible in the scenes involving Father lona:
their conspicuously artificial sets and props — a quality also noted by Rollberg (230) —
have the effect of rendering these scenes markedly whiter than the rest of the film,

while the more “natural” spaces tend toward red. Although some of this variation may
owe something to the film stock and cameras of the period, the consistency with which
the warm tonality accompanies the film's moments of heightened attention suggests
deliberate choice rather than technical accident. The genre structure of the film remains
recognizable, but its subject is redefined.

The greatest tension arises in those scenes where Chadyarov is forced constantly
to adapt his identity to the political and social situation. Here, Kazakh identity becomes
an instrument — something that can be deployed or concealed depending
on circumstances. The border between the categories of “self” and “other” ceases
to be a fixed line and becomes a space of negotiation. It is precisely in this mobility,
and in the conscious use of one’s own identity as a resource, that the self-representation
of Kazakh subjectivity manifests itself: not in defiance of the Soviet narrative, yet without
dissolving into it completely.

We now turn to how the image of the “other” — Xinjiang — is constructed
in the film. The local population is depicted as a victim of White Guard domination.
Chadyarov, coming to the defense of the oppressed, finds himself incorporated
into a narrative of liberation. However, the local inhabitants never become full subjects
of their own history, remaining above all objects of assistance.

Here the same asymmetry of representation is reproduced to which the Kazakhs
themselves had previously been subjected in the Russocentric Eastern. An “other,”
depicting an “other,” does not automatically overcome the logic of unequal
representation. In this case, one may speak of a distinctive chain of Orientalism:
where Russia had previously acted as the force “civilizing” Kazakhstan, the Soviet
Kazakh now becomes the figure “liberating” Xinjiang. The structure of representation
is preserved — only its subject changes.

Xinjiang is presented in the film as a space of intermixture in which Orthodoxy
and Islam coexist under White Guard occupation. Orthodoxy functions as a symbol
of counter-revolution and moral decay — above all through the figure of Father lona,
who combines his religious office with work for Dutov’s counterintelligence. Islam,
by contrast, is present as a background yet stable element of the space: through
mosques, dress, and the texture of everyday life. It is fundamentally important
that the Islamic space is depicted as not fully subordinated to the Orthodox counter-
revolution. It exists according to its own logic, outside the full jurisdiction of the White
Guard world. Xinjiang is thereby constructed not as an “Islamic threat” but as an occupied
space in need of liberation.

A question arises: is the reproduction of this asymmetry a limitation of Aimanov
himself, or a conscious strategy? The film provides no unambiguous answer.
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Yet it is precisely this internal contradiction that makes The End of the Ataman
a considerably more complex text than a simple Soviet propaganda film.

To understand why Aimanov turned to the Eastern genre in his final directorial work,
one must consider his general attitude toward the problem of representation. The director
regarded Soviet cinema as a space addressed simultaneously to domestic and external
audiences, and therefore held that cinema was obliged to display genuine national
particularities. It was these, in his view, that formed the basis of the “international Soviet
family,” and their embodiment on screen was not a right but a duty of the filmmaker
(Aimanov 49-52).

At the same time, the eastern posed a particular difficulty for this task, since the genre
itself was historically inclined toward the stereotyping of the national “other.”

Yet the genre also possessed a strategic advantage: the action of the eastern typically
unfolds in the revolutionary era, which secured its ideological legitimacy within the Soviet
system. This created room for maneuver. Working within an ideologically safe genre,
Aimanov gained the opportunity to correct national representation without exposing
himself to direct censorship risk.

The turn to the Eastern was thus not an accidental choice but a deliberate artistic
strategy: a genre historically marginalizing Kazakh subjectivity was transformed into
an instrument of its affirmation. Aimanov used the ideological protection of the genre
in order to rethink it from within.

Two limitations of this study should be acknowledged. As a case study of a single
film, its conclusions cannot be automatically extended to the Soviet eastern as a whole
or to Kazakh cinema of the period, and comparative analysis of other films remains
necessary. Moreover, the argument that the film offered Kazakh audiences a new space
of cultural identification concerns the film's textual address to the viewer; it would need
to be tested against historical evidence of actual reception.

Conclusion

In summary, The End of the Ataman demonstrates how a Kazakh director works

within a genre historically marginalizing Kazakh subjectivity. Aimanov neither dismantles
the genre’s conventions nor steps outside Soviet ideology. Instead, he redefines

the binary structure of “civilization — savagery” from within: he changes the ethnicity

of the subject, renders the border between “self” and “other” fluid, and transforms Kazakh
identity from an object of representation into a strategic cultural and political resource.

As a result, the film functions on two levels simultaneously. For the Soviet viewer,
it remains genre cinema conforming to the ideological norms of its time. For the Kazakh
viewer, the film becomes a fundamentally new space of cultural identification.

Finally, the analysis undertaken here allows us to pose a broader question: to what extent
did this logic of constructing the “other” influence the image of Japan in the subsequent
films of the tetralogy — The Trans-Siberian Express and The Manchurian Variant? For a number
of Central Asian intellectuals, Japan was often perceived not as an “oriental enemy”
but as a country under the pressure of American imperialism. Further study of this problem
may contribute to a deeper understanding of how Soviet-era Kazakh cinema rethought
global political and cultural relations through the genre forms of popular cinema.
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KNIOYEBbBIE C/IOBA Kasaxckasi cnesotoumBas BOJHA, HaLMOHaNbHas ceMeliHas Menoapama, MacCoBoe
KMHO, HaLMOHa/IbHbIN KuHeMaTorpad KasaxcraHa, SMoLMOHaabHas KyabTypa,
nocrcoBeTckuii KasaxcraH, adpdekr, Kpusmc poacrea.

bnarogApPHOCTU ABTOp BblpaxkaeT baarogapHocTb MynbHape AB1KeeBOW 3a MOAAEPIKKY, LIEHHbIE
peKoMeHZaunn 1 BHUMaHWe K CCAef0BaHWNIo, peakunm XypHana Saryn —

3a BO3MO>XXHOCTb I'Iy6J'II/IKaLI|I/II/I HaCTOﬂU.I.eI\/'I CTaTtbu.

3AABNEHUE OB UCMOJ/Ib30BAHUM Mpw noarotoBke CTaTb aBTOP UcnonbzoBan OpenAl ChatGPT
MHCTPYMEHTOB NCKYCCTBEHHOTO (GPT 5) ans A3bIKOBOrO W CTUAIMCTUYECKOTO pesakTMpoBaHus,
WHTEJINIEKTA a Takke NnepeBoja aHHOTaLUWW 1 MOANWCEN K PUCYHKaM Ha Ka3axCKuii
W aHMIMACKWIA A3bIKU. ABTOP HEeCeT MOJIHYH OTBETCTBEHHOCTb
3a OKOHYaTeNbHOe CoAepyKaHue cTaTbi.

AHHOTALMA. CTaTbs NOCBALLEHA aHa3y HOBOTO SIB/IEHWSI COBPEMEHHOIO Ka3axCTaHCKOro MacCoBOTO KMHO,
0603HaYeHHOr0 aBTOPCKNM TEPMUHOM «Ka3axckas Ce30TounBas BoaHa». VlccnesoBaHne NCXOANT M3 TOTO,
YTO MOYTU OJHOBPEMEHHOE MOBEHVE KOMMEPYECKM YCMELLHbIX HAaLWOHa bHbIX CEMEWHbIX Menogpam

CO CXOAHbBIMM CHOXKETHBIMU MOAENSAMM, CUCTEMOI 06Pa3oB v cTpaTernaMm adpeKTMBHOTO BO3AENCTBUA
CBWAETENbCTBYET O GOPMMPOBAHNM CAMOCTOATENBHOTO KYJIbTYPHOTO heHoMeHa. HecMoTps Ha LMpoKuia
3pUTENbCKMIA yCneX, AaHHbIN Kopnyc GUAbMOB A0 HaCTOALLErO BPEMEHW He CTaHOBWJICA NMPEAMETOM
creumanbHOro KMHOBEAYECKOro/KyNbTyPOIOrMyYeckoro nccaesoBanns. HayyHas HoBM3Ha CTaTby 3ak/t04aeTcs
B MEPBOI MOMbITKe KOHLEMNTYan3aLMmn 3TOro ABAEHWS Y BBEAEHVUN B HayUHbI 0OOPOT MOHATUA «Ka3axcKas
CN1e30TOYUMBAsA BOJIHa» KaK aHaJMTUYeCKoV KaTeropun A/ ONMCaHUS COBPEMEHHBIX MPOLIECCOB

B HaLMOHa/bHOM KMHemaTorpade KasaxcraHa.

Marepunanom nccnegoBaHma nocayxnam euabmel «blctbik ya» (2025), «KywakTaibl, mama» (2026),
«Tactamalubl, aHa» (2026) n «Mama» (2026), a TakxKe CIOXKMBLUMECA BOKPYT HUX 3pUTeNbCKME MPAKTUKMN.
MeTogonornyeckyto OCHOBY COCTaBASAIOT Ky/IbTYPONIOTMYECKNI aHaNmn3, UCCAef0BaHNA MeNoApamMbl,
ncuxoaHannTnyeckas koHuenumsa AHzpe MpyHa, a Takke nogxozbl Tomaca dnb3eccepa, MapTbl Hyccbaym
1 CbrozeH CoHTar K n3ydeHuto abdekta n penpeseHTaLmy 3MOLMIA.

B cTaTbe paccMaTpuBaroTCs MOBTOPSAFOLLNECS CHOXKETHbIE CTPYKTYpPbI, CUCTEMa 06Pa30B M Cnocobbl
3MOLMOHA/ILHOTO BO3AEMCTBUS, a Takke GopMbl MyBANYHOTO NepexmBaHus ¢puabma, ConpoBoXAatoLLme
€ro Npokat 1 pacnpocTpaHeHve B UndpoBoi cpese. ABTOP NMOKasblBaeT, YTO COBPEMEHHAs HaLMOHa bHas
cemeiiHas Menogpama XyAoXKecTBeHHO OCMbICISET KPU3UC POACTBA 1 CMOCOBCTBYET TpaHCchopMaLum
3MOLMOHAILHOW KyNbTypbl cOBpeMeHHoro KasaxcrtaHa. MNpeanaraemoe NoHsaTME «Kasaxckas C1e30TouvBas
BOJIHa» pacCMaTpMBaETCs Kak aHaMTUUECKUI UHCTPYMEHT, NMO3BOAIOLWMIA ONUCaTb HOBbIV 3Tan pasBuUTHs
HaLMOHaNbHOrO KuHeMaTorpada v HameTUTb NepCrneKkTUBbI AaNbHENLUNX UCCNeL0BaHNIA SMOLVOHANbHOM
Ky/bTYpbl, MaCCOBOTO KMHO 1 CEMENHON MenoApamMbl B MOCTCOBETCKOM KazaxcTaHe.
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Onrap, Annackap. «"Ka3akTblH, K&3ac TONKbIHbI": yATTbIK OTOACkIbIK Menogpama
>KaHe Kasipri KasakCTaHHbIH 3MOLMANbIK M3AEHWETIHIH TpaHCchopMaumack!». Saryn, T. 14,
N2 3, 2026, 32-52 6., DOI: . (OpbicLua)

KazakTbiH, Ke3Xac TONKbIHbI, YITTbIK OTOACBIIbIK Mesogpama, bykapanbik K1HO,
KazakcTaHHbIH, YATTbIK KUHEMATOTPadUAChl, SMOLUANLIK M3EHWNET, MOCTKEHECTIK
KazsakcTtaH, abdekT, TybICTbIK KaTbiHAacTap Aaf4apbIChl.

ABTOp 3epTTeyre KepceTkeH KosAaybl, KyHAbl YCbIHBICTAPbl MEH FbIAbIMU MiKipaepi
ywiH N'ynbHapa AbukeeBafa, COHAAN-aK MakanaHbl XXapusaayfa KaTblCTbl KOPCETKEH
KoAzZaybl YLWiH Saryn xypHanbiHbIH pefakunacbiHa anfbic bingipes,.

MakanaHbl ganbiHaay 6apbicbiHga aBTop OpenAl ChatGPT (GPT 5) mogeniH
MOTIHA] TINAIK XOHEe CTUANCTUKANBIK TYPFbiAaH pejakumsaiay, COHAan-ak,
aHAaTna MeH CypeTTepaiH TyCiHAIpMeE Xa3ynapbliH Ka3ak >XaHe afbl/LLblH
TingepiHe aysapy ywiH nanganadgbl. MakanaHblH TYMKINIKTIi Ma3MyHbI YLUiH
TOJIbIK, >KayanKepLUiNiKTi aBTOp ©3 MOVHbIHa anazbl.

Makana Ka3ipri kasakcTaHablK bykapablk KNHOZaFbl aBTOPAbIH, «Ka3aKTblH Ke3Xac TOKbIHbI»
aBTOPJIbIK, TEPMUHIMEH GeNriNeHreH xaHa KybblibICTbl TasfayFa apHasifFaH. 3epTTey KOMMEPLMANbIK TypFblAaH
TabbICTbI, CHOXETTIK MoZenbaepi, obpa3gap Xyheci xaHe apdPeKTUBTIK biKNan eTy cTpaTerusnapbl ykcac
YITTbIK OTOACIIbIK MenogpamManapAbliH Kbicka yakblT apanblfbiHga Katap nainga 6oaybl aepbec MageHw
(beHOMEHHIH, KasbinTackaHblH alifakTaligbl AereH TYKbipbIMFa Herizgenesi. KepepmeHgep apacbiHia
KeH, TaHblIFaHblHA KapamacTaH, atajfaH GuabMAep KOpMycbl OCbl YakbITKa A€iH apHalibl KWHOTaHYbIK
HeMece M3 EHWNETTaHY IblK 3ePTTEYAIH HbiCaHbl BONFaH XOK. MakanaHblH FblIbIMY XKaHa blFbl aBTOPZAbIH
6y KyObIbICTbI TYKbIPbIMAAMabIK TYPFbIAaH affall peT cunaTTayFa TaambiHbIC Xacar, «ka3akTblH Ke3Xac
TONKbIHbI» YFbIMbIH Ka3akCcTaHHbIH YATTbIK KMHeMaTorpaduacbiHAaFbl 3aMaHayu YAepicTepAi CvnaTTanTbIH
aHa/MTUKaIbIK KaTEropus peTiHAe FbIIbIMU aiiHaNbIMFa eHri3yiMeH arkbliHAanaAbI.

3epTTey MaTepuanbl peTiHae «blctbik ya» (2025), «KywakTtawbl, mama» (2026), «Tactamalubl, aHa» (2026)
XaHe «Mama» (2026) dunbmaepi, COHAan-aK onapAbliH, aliHanacbliHAa KaibiNTackaH KepepMeHZik
TaXipnbenep KkapacTblpblagbl. 3ePTTEYAIH d4iCHaManbIK Heri3iH MaeHMeTTaHy bk Taazay, Menojpama
3epTTeynepi, AHape MPUHHIH NCUXOaHaNUTMKaNbIK Ty>KbipbiMAamachl, COHZan-ak, ToMac dnb3eccepain,
Mapta HyccbaymHbiH sxaHe CbtozeH CoHTarTbiH, ahppekT neH amoLmanap penpeseHTaunacbiH 3epTTeyre
apHanfaH Tacingepi Kypanabl.

Makanasa katanaHaTblH CHOXETTIK KypblibiMaap, obpaszap Xyneci MeH aMOLUMAAbIK biKMan eTy Tacingepi,
CoHAali-ak PUAbMAEPAiH MpokaTbl MeH LiMpbIK opTaja TapanybiMeH KaTap XYPeTiH onapabl KenLwinik
anAblHAa SMOLMANbIK TYpFblAaH kabblngay Gopmanapbl kapacTtbipbliiadbl. ABTOP Kasipri yTTbIK 0THackbIK,
MenofpamaHblH TybICTbIK kaTblHacTap AaffapbiCbiH KepKeMaik TypFbiAaH NabiMaan, Kasipri KasakcTaHHbIH
3MOLMANBIK M3AEHMETIHIH TpaHCGOpMaLMACbIHA biKNan eTeTiHiH kepceTei. ¥CbIHbIbIM OTbIPFaH «Ka3aKkTbiH,
K©&3>acC TOJIKbIHbI» YFbIMbl YATTbIK KMHeMaTorpadus gaMyblHbiH XaHa Ke3eHiH cunaTtrayfa XKoHe NoCcTKeHecTiK
KaszakctaHzaFbl SMOLMANLIK MaJeHMNeT, bykapanblk KMHO MeH OTbacblblK MenoApaMaHbl OfaH api 3epTTeyAiH,
nepcrnekTvBanapbiH alikblHAayFa MyMKiHAIK 6epeTiH aHanuTUKanbIK Kypan peTiHAe KapacTbipbliagbl.
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This article examines a new phenomenon in contemporary Kazakhstani popular cinema, designated
by the author as the “Kazakh Tearful Wave.” The study argues that the nearly simultaneous emergence
of commercially successful national family melodramas characterized by similar narrative patterns, systems
of imagery, and strategies of affective engagement indicates the formation of a distinct cultural manifestation.
Despite their broad popularity among audiences, this corpus of films has not previously been the subject
of a dedicated film scholarship or cultural analysis. The article’s original scholarly contribution lies in its first
attempt to conceptualize this phenomenon and to introduce the notion of the “Kazakh Tearful Wave”
into academic discourse as an analytical category for describing contemporary developments in Kazakhstan's
national cinema.

The study examines the films Ystyg Uia (Warm Nest, 2025), Qushaqtashy, Mama (Hug Me, Mom, 2026),
Tastamashy, Ana (Don't Leave Me, Mother, 2026), and Mama (Mom, 2026), as well as the audience practices
that have developed around them. Its methodological framework combines cultural analysis, melodrama
studies, André Green's psychoanalytic theory, and the approaches of Thomas Elsaesser, Martha Nussbaum,
and Susan Sontag to the study of affect and the representation of emotions.

The article examines recurring narrative structures, systems of imagery, and strategies of emotional
engagement, as well as forms of public emotional experience accompanying the theatrical release and digital
circulation of these films. It demonstrates that contemporary national family melodrama interprets the crisis
of kinship through artistic means and contributes to the transformation of emotional culture in contemporary
Kazakhstan. The proposed concept of the "Kazakh Tearful Wave” is understood as an analytical tool

for describing a new stage in the development of national cinema and outlining prospects for further
research into emotional culture, popular cinema, and family melodrama in post-Soviet Kazakhstan.
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BBepeHue
KazaxcTtaHckuin MaccoBbll KnHemaTorpad Ha NPOTAXEHUN MOCNEAHErO AeCATUIETUA
accoLMnpoBanca € XXaHPOM KOMeAMK, OAHAKO B MOCAeAHME HECKOIbKO €T Mbl MOXEM
HabatoaaTb HekoTopble n3MeHeHna. Ha cmeHy komeanam, pedaekCnpyrowmM Ha TeMy
6bITa 1 MEHTaNIbHOCTN COBPEMEHHbIX Ka3axoB, MPUXOAAT CEMENHblE MeNojpambl.
B 2025-2026 rr. B Ka3axCTaHCKMI NPOKaT BbILLIO HECKO/bKO GUIbMOB, MOCBALLLEHHbIX
CeMelnHbIM OTHOLLEHNAM 1 KOHPAMKTaM. Kak nokasbiBatoT COBPeMeHHble
COLIMONOTNYECKNe NCCeA0BaHNA, CeMbS OCTAETCA OAHOW M3 KNHOYEBbIX LleHHOCTEN
ANnA kazaxctaHues (Lapunosa 65-99). [pu 3TOM MMEHHO CeroaHs 3Ta LLeHHOCTb
OKasblBaeTca NoZ AassieHneM. PasmbiBatoTca TpaAnLMOHHbIE GOPMbI POACTBA,
yCUANBaETCA MOBUABHOCTb, MEHAETCA CTPYKTypa NOBCEAHEBHOW XM3HW. MNaHaeMus
M reonoANTUYECKME KPU3NChI INLLb YCUANAN OLLyLLIeHNe HecTabuabHoCTU. KMHO kak
YYBCTBUTENbHbIN MeMyM Ha 3TO pearvpyeT. HecayyanHo B Nofo6Hble nctopuyeckme
nepuogbl ocobyro BocTpeboBaHHOCTb NprobpeTaeT menogpama. AHTpononor CeeTnaHa
AZlOHbeBa OTMeYaeT, YTo MenojpaMaTnyeckas MoAanbHOCTb UCTOPUYECKN CKNaAbIBaeTCA
B 3MOXY pa3pyLUeHus MPMBbIYHOIO COLMaNbHOro NopsAAKa, Koraa npexHue MopasbHble
OPWEHTMPbI NOABEPratoTCa AeCTPyKUMU. B KpU3ncHble 3noxm menogpama MOXeT cTaTb
CnocoboM nepexxmBaHua JelCTBUTENIbHOCTU — CBOEOOPa3HOWN «MeHTalbHOCTbIO»,
NOCPeACTBOM KOTOPOW KONNEKTUBHBIA OMbIT NepexuBaHna HecTabuabHOCTM
W MOpaNbHOW TPEBOrM NOJTyYaeT KyNbTypHOe BbipaxkeHne (AgoHbeBa). Yepes menogpamy
0COBEHHOCTV 3MOLIMOHaILHON KyNbTypbl COOOLLECTBA CTAaHOBATCA BUAVMBIMU.
Ecam npuHATL 3Ty rmnoTesy, To CTpemMuTeNbHOe pacnpoCTpaHeHne ceMelriHbIX Menogpam
B coBpeMeHHOM Ka3axcTtaHe oKa3blBaeTcs CMMMTOMOM HaCTyMaroLWwmX KyAbTyPHbIX
N3MEHEHWN.
®unbMbl, paccMaTprBaeMble B HAaCTOALLEN CTaTbe, OObeANHAET CTPEMNEHNE Bbi3BaTb
Yy 3puTens npesenbHO MHTEHCMBHYO 3MOLIMOHANbHYIO peakLmto. Takxke cnocobHOCTb
$nIbMOB 3acTaBUTL NJlakaTb MOCTENEHHO MPeBPaLLAeTCsa B OAWNH U3 FNaBHbIX KPUTEPUEB
€ro 3puTesIbCKoro ycnexa. 1 npegnarato 0603HauNTb 3TO ABAEHNE YCNOBHBIM TEPMUHOM
«Ka3zaxckas cne30ToumnBas BOJIHa» U pacCMaTpMBaTh ero Kak CaMOCTOATENbHbIA 06bekT
aHanmsa. BaxxHo NoA4epKHYTb, UTO TEPMUH «C/1€30TOUNBAsA BOJHA» UCMOJb3yeTcA
B CTaTbe Kak pabouas aHanutnyeckas kateropmsa. OH He 0603HayvaeT 0POPMAEHHYHO
KnHemMaTorpaduyeckyro LKOAY WK HanpasBaeHWe, OCO3HaBaeMoe caMuMm pexxunccepamu,
a ONMUCbIBaET KOMMAKTHYHO rpynny KOMMepYecknx GpuibMoB, NOYTU CUHXPOHHO
MOABUBLLMXCA B MPoOKaTe 1 06Hapy>KMBaKOLLIMX CXOACTBO CHOXXETOB, 06pa3oB 1 crnocobos
3MOLMOHaNbHOTO BO3AeiCTBUA. K 3TOMY ABNEHWIO A OTHOLWY CefytoLime Guabmbi:
«blcTbIk ya» (pex. JapxaH Kapunos, 2025), «KywakTalbl, Mama» (pex. Hypruca Aamypar,
2026), «Tactamalubl, aHa» (pex. Pabura Abunnatra, 2026), «Mama» (pexx. Aibek Hurmet, 2026).
®PrnbMbI «Ka3axCKOW C1€30TOUMBOM BOJHbI» COBpany 3HaUNTENbHYHO Kaccy
1 BbICTPO NpUoBPeN LWMPOKY NONYyAAPHOCTb. OAHMM 13 KOCBEHHbIX CBUAETE/NLCTB
3pWTeIbCKOTO MHTEpeca CTano CTPEMUTEIbHOE PacnpoOCTpaHeHe MMPATCKMX KOMUiA
(«3KpaHOK»), NOABAABLUMXCA B CETU eLlle BO BPEMA KMHOTeaTpaNbHOro npokara.
He meHee nt060MbITHBIMKU OKa3aanCh U 3pUTEIbCKME MPAKTUKK, CIOXKMBLUNECA BOKPYT
3TUX GMAbMOB. B coumanbHbix ceTax MOABUANCE YeNNEHAXMN, YHaCTHUKM KOTOPbIX
nokasbiBanv cebs Ao npocmoTpa — yabibarowmmmca n 6e33aboTHbIMK, a nocse —
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nAavyLWwmMmMm, SMOLMOHAIBHO UCTOLLIEHHBIMW, MOFPY>XEHHbIMU B Pa3MbILLNEHNS.
MNpoaBuM>KeHVe KapTUH Tak>Xe COMPOBOXAaNIOCh NybankaLmen Bugeo3anncein naadyLmx
3puTenen NpaMo Bo BpeMs ceaHcoB. Ocoboe BHUMaHWe puacMerikepbl YAENAAN My>CKUM
cnesaM. B pesynbTate o6pas cne3 CTaHOBUTCSA YaCTbHO CUMBOMYECKOW SKOHOMMUKM 3TUX
GUNBMOB N OAHWM N3 KHOYEBBIX 31EMEHTOB MX MapKeTUHroBoW cTpaternn. Cnesbl cayxar
CcBO€0Opa3HbIM NOATBEPXKAEHNEM XYL0XXECTBEHHOW COCTOATENbHOCTM 1 NpeBpaLLatoTca

B r/1aBHbIN apryMeHT ANA 3pUTeIbCKON pekoMeHaaumnn. Takoro poga cnesbl TpyAHO
Ha3BaTb KaTapCUYeCKMMU B KNacCMYeckoM cMbicne cnosa. Ckopee, OHM BOCMPUHUMAIOTCA
kak ¢opma 3MOLMOHaNbHOW Tepanuu, obellaroLieil BpeMeHHOoe 0CBOHOXAeHMe

OT HaKOMWBLLEroCA BHYTPEHHEro HanpaXeHs.

Bce 370 3acTaBaseT noctaBuTb PAj BONPOCOB, BbIXOAALLMX JaNeko 3a npejenti
aHanu3a otaenbHbIX GUAbMOB. [ToueMy MMeHHO celryac B Ka3axCTaHCKOM MacCOBOM KMHO
CKnafbliBaeTca NojobHaa KOHPUrypauma croXXeTos, 06pa3oB 1 3pUTENLCKUX MPaKTUK?
MO>HO 1 paccMaTpuBaTh ee Kak CaMOCTOATe/IbHOE Ky/IbTypHOe ABaeHne? U ecav aa,

TO O Kakmx bonee WMPOKMX NpoLieccax B COBPEMEHHOM Ka3axCTaHCKOM 0bLiecTse OHa
No3BoJIAeT roBOPUTL?

HacTosdwana ctaTba npeAcTaBaseT cobor nepByto MOMbITKY ONMCaHUA 3TOTO ABNEHUA
W ero KoHuenTyaavsauun. B nociegHne rogbl cemenHas menojgpama Bce yalle
paccmaTpuBaeTCs UcCaeAoBaTENAMM Kak NMPOCTPAHCTBO pernpe3eHTaL M KOANEKTUBHON
namATW, NCTOPUYECKOW TpaBMbl M AMOLIMOHaNbHOTOo onbiTa (Bitney 327-345; Whittaker
446-461). CoBpeMeHHOe Ka3axCTaHCKOe MacCoOBOe KMHO He CTaHOBWJIOCh NMpeaMeToM
nogo6bHoro aHanmsa. 3agaya ctaTbi COCTOUT B TOM, YTOObI Onpesenntb Kpyr GuabMosB,
obnagarowmnx obLWMMK TemaTyeckumMmm n apPekTMBHbLIMU XapakTepucTukamm,
NpeanoXuTb pabounin TepMUH AN NX 0603HaUYEeHNA Y HAMETUTb BO3MOXKHbIE
HanpaBAeHNA MHTepnpeTaL K, CBA3bIBatOLLMEe HOBYIO CEMEVHYIO MesIoApamy
C TpaHchopMaLmMen SMOLMOHaNBHOWN KybTypbl coBpemeHHoro KasaxcraHa. ®unbmbl
paccMaTpMBatOTCA He TOIbKO Kak XyJ0XKeCTBEHHbIe MPOV3BEAEHMSA, HO Npex/e BCero
KaK Ky/NbTypHble TEKCTbIl, B KOTOPbIX MOJyYatoT BblpaXeHne N3MeHeHNs 0bLLeCTBEHHOW
YYBCTBUTENBHOCTU. ViccneaoBaHMe onvpaeTcs Ha Ky/bTypO0rMyeckmin aHanms,
ncrMxoaHaUTUYECKYHo HTeprpeTaumnto AHgpe puHa, a Takke paboTbl CbtozeH CoHTar
n MapTbl Hyccbaym, nocesLLeHHble penpe3eHTaLmmn cTpajaHns, SMOLMOHaNbHOM
Ky/bType 1 Menojpame.

OCHOBHOW KOPMYC COCTaBUAW YeTbipe Ka3axCTaHCKMX MOAHOMETPaXHbIX Gpuabma
2025-2026 rofoB, BblLLEALIMX B KOMMePYeCKM npokaT. Kputepnamm BKIOYEHWA CTanu:
NMPVHAANEXHOCTb K CEMEMHOW MenogpamMe i XXaHpoBOMY rMbpugy ¢ AOMUHUPYOLWUM
ceMeVHbIM KOHANKTOM; LieHTpanbHasa pPo/b HapyLLEeHHOrO POACTBA M OTHOLLEHWI
MaTepu 1 pebeHka; NoBTOpAtOLLEeecs NCNOoAb30BaHNe apPEeKTUBHbLIX MPMEMOB — MOTVBOB
yTpatbl, 601€3HN 1 packasHWA, a Tak)Ke CEHTUMEHTabHOW My3bIKM 1 3aMeANEeHHON
CbeMKW. AHaNIN3 OXBaTbIBAET CIOXXETHYHO CTPYKTYPY, CUCTEMY MepCOHaXxel, MKOHorpaduto,
MY3bIKY U MOHTaX.

®opmyna «do cne3»: npomue aHecmesuu 4yscme?

TpaamunoHHas s3bikoBas Gopmyna aasa o603HauYeHMsa Takoro posa GuibmMoB
B COL,CETAX — «Z10 C1e3». YTO Xe CcTouT 3a 3Ton dopmynon? BeipaxeHne 310 06bI4HO
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MCnonb3yeTca AN ONUCAHWUA MPOH3UTENIbHOM CEHTUMEHTaIbHOM MY3bIKW, COLIMaNbHbIX
POJINKOB, CEMEWHBIX 1 JII0OO0BHBIX MesioAapaM. B Bbicka3biBaHMAX, COAep>KaLLnX 3Ty
bopmyny, AroaAN NoAHEPKMBAKOT, Kak UX «TPOHYAN A0 FNyOUHbI AyLN», «3acTaBUAN
3agymatbca» 1 Ap. MOXHO ckasaTb, YTO Ce3bl HEBOJIbHO CTAaHOBATCA LieNIblo MPOCMOTpPa
Takoro KMHO, OHO OKa3blBaeT Ornpese/ieHHOe AaBNeHMe Ha 3puTeNs, a B COYeTaHum

C 3aKagpoBoW GOopPTEMMAHHOWN MYy3bIKOMW 1 3CTPAAHbIMW MOMNYASPHBIMU XUTaMu 3bdekT
TONbKO ycunmsaetcs. K knaccmke xaHpa MOXHO OTHeCTU Takne GuabMbl, Kak «XaTuko»,
«Cneww ntobutb», «IHEBHUK NamaTn», «®atrma un 3yxpa» u gpyruve.

KnHodopMma, kK KOTOpoW s 0bpallatoch B HAaCTOALLEN CTaTbe, OTHHOAb He HOBa,

HO HOBLUECTBOM fIBASIETCA MOTOK GUIbMOB 1 BONBLLION MHTEPEC K HUM. DTOT yCrex CBA3aH,
No-BUAMMOMY, C TeM, YTO GUAbMbI aNeNINPYrOT K KONNEKTUBHO pa3fenieMoMy OnbITy —
yTpaTe B6AM3KUX 1 KOMMIEKCY BUHbI Nepes poanTensiMu. BaxkHyto posib B nonyaspusaunm
urpaet n Mmeanacpega. CoumanbHble CeTU NOOLLPAIOT ObICTPbIE N APKME IMOLUN.

Cne3sbl npeBpawatotcs B GOpMy KOMMYHMKALMKY, B MOMNYAAPHbINA KOHTEHT — UX MOXHO
3admKCMpoBaTh M BOCMPON3BOANTL CHOBA M CHOBA.

HanpaluvBaeTcs conocTtaBieHie HOBOW «CNE3IMBOCTU» C €BPOMENCKON KyNbTypoMu
XVIIl Beka, B KOTOpoOW GOpMMPYETCS CEHTUMEHTaNN3M. Kak U3BECTHO, CEHTUMEHTaIN3M
YyXKJ, KYAbTY CU/Ibl — HE3ABMCMMO OT TOrO, BOMJIOLLLAKOT €€ MY>KUMHbI MW KEHLLMHBI;
HanNpoOTMB, OH yTBEPXAaeT HEOHXOAMMOCTb COUYBCTBUA K C1aboMy 1 Of4HOBPEMEHHO
acTeTm3npyeT camy cnaboctb. B amoumoHansHom KyabType XVIII cTonetns, ocHoBaHHOWM
Ha naeanax cepAe4Hon MATKOCTU U CNOCOBHOCTN K COMepeXXmnBaHNIO, HOCUTENAMM
KOTOPbIX HepeAKO CTaHOBATCA XXeHCKMe nepcoHaxun, MapTta Hyccbaym ycmatpusaet
OAMVH 13 NCTOKOB NnbepanmamMa n ocoboro BHMMaHMA K npaBaM yenoseka (50-67).

Ho B coBpeMeHHOM KOHTeKCTe 3MOLMN OKa3blBaOTCA AeMNOJUTU3MPOBaHbI: OHM
KOHLLeHTPUPYHOTCSA BOKPYT YaCTHOW XXWU3HW, CEMEWHOM BMHbI U JIMYHOTO CTPajaHuns
W Mpuv 3TOM peAKO BeAyT K pa3roBopy O npasax, cBoboae nan obwecTtBeHHOM
CnpaBea/IMBOCTL.

CTouT NoAYepKHYTb, YTO SMOLIMOHANBHOCTb /toAel, NpebbiBatownx 60bLYIO YacTb
BPEMEHW B MeAnacpese, 3HaunTenbHO NpuTynaseTcs. [ToCTOAHHbIM NOTOK N306paxkeHni,
HOBOCTEW O KaTacTpodax 1 pa3BaeyeHn Npom3BoamT 3ddekT cBoeobpazHou
aHecTe3nn YyBCTB: Ye0BEK eXXeAHEBHO CTAaNKMBAETCA C U3OLITKOM Yy>XXWUX CTpajaHnin
W NepeXvBaHUA, N UIMEHHO NMO3TOMY BCe TPyAHee OKa3blBaeTca Mo-HacToAweMy
BOBJI€KATbCA B peasbHOCTb 3MounoHanbHO (CoHTar 97-98). Ha atom dpoHe KnHOo
«CN€30TOUYMBOW BOJIHbI» NPEACTAET Kak MOMbITKa BEPHYTb YTPAYE€HHYH YyBCTBUTENBHOCTb
N MHTEeHCMbULMPOBaTb 3MOLMOHaNbHOE BOBAEYEHMe 3puTens. Pexxnccepsbl kak 6yato
CTPeMATCA 3aCTaBUTb 3pUTeNs BHOBb NUCMbITbIBaTb COCTPaZaHne, BUHY, rope yTpaThbl;

OHW «bblOT» MO Hanbonee 60€3HEHHbIM TOUKaM B MOMbITKE BbIBECTU 3pUTENS
13 COCTOAHMA 3MOLMOHANbHOTO oLeneHeHus. V1 B 3TOM CMbiCie caMbIM YA3BMMbIM
MeCTOM OKa3blBaeTCA CEMbS.

VImeHHO cemeliHas cdepa no-npexHeMy BOCMPUHUMAETCA Kak MPOCTPAHCTBO MOAJ/INHHOCTU
1 6e3ycnoBHOro AOBEPUS — eABa IV He NocneaHee B MUpe, rae 60bLIMHCTBO COLManbHbIX
CBf3en NnepexmnBaroTca Kak HectabuabHble 1 GopManbHble. Ecam rocysapcTBeHHbIM
WHCTUTYTaM, NyBANUYHOM pUTOPUKE UK Mefna COBPEMEHHbBIN YeNoBeK HepeaKo OoTBeYaeT
HeZOBEPUEM U MPOHMEN, TO OTHOLLEHWS C MaTePbIo, OTLOM, pebeHKOM MpoaosIKatoT
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COXpPaHATb MOPaJIbHbIA U IMOLMOHaNbHbIA aBTOPUTET. MO3TOMY CHOXKETbI, MOCTPOEHHbIe
BOKPYT pa3inyHbix Gopm yTpaTbl, 061aAaroT NOYUTU rapaHTUPOBAHHON apPeKTUBHOM
cunon. OHW 3aTparvBatoT Ty 06/1aCTb Ye0BEYECKOrO OMbITa, KOTOpas BCe eLle MbICANTCA
Kak MoA/IMHHasA, He A0 KOHLa pa3pyLleHHas LMHU3MOM COBPEMEHHOW KYNbTypbl.

Tpaema podcmea. MepexodHsle punomer 2023-2025

[lo poXaeHNsA «Ka3axCKoM CNe30TOUMBOWM BOJIHbI» B Ka3aXCTaHCKOM KMHO MOSBASETCA
pAZ NPOVN3BEAEHMI, B KOTOPbIX BNEPBbIEe MONYYaET XyA0XECTBEHHOE BbIpaXeHWe KPU3mnc
POZCTBa. DTOT NpOLLecC pa3BopaymBaeTca B 6oaee LWMPOKOM TeMaTUUYEeCKOM KOHTeKCTe:
B nepsou nonosuHe 2020-x rof0B 3aMeTHOM IMHNEN Ka3aXxCTaHCKOrO KMHO CTaHOBUTCA
obpallieHne K reHAepHOMY U BHYTPUCEMENHOMY HaCcUMIO, MPUYEM MOBECTBOBaHMNE
CTPOMUTCA NPENMYLLECTBEHHO BOKPYT OMbITa XXeHLLUMH->XepTB. [Noka3aTenbHbIMU
NpUMepPamMmM 3TOM TEHAEHUMN ABAAIOTCA GUabMbl «bakbiT» (2022) Ackapa Y3abaesa
n «actyp» (2023) KyaHbiwa beiceka. PaccmatpuBaemblie Aanee nepexoHble KapTUHbI
CMeLLLatoT aKLLeHT C HEMOCPEeACTBEHHOW penpe3eHTaLnm HaCUANSA Haj KEHLLNHOM
Ha HapyLUeHHOe POACTBO, SMOLMOHANbHOE OTUYXKAEHNE N Pa3PbiB MEXMOKONEHYECKMX
cszen. OHuM elle He NpUHaANexaT HOBOMY KOMMepPYeCKOMY HanpaB/ieHMIO, O4HaKO
bopMUpYOT KPYr TeM 1 06pa30B, KOTOPbIE NMO3AHEee CTaHYT LLeHTPaibHbIMU AN MacCOBOWM
CEMENHOM Menoapamsl.

®dunbm «baybipbiHa cany» (2023) Acxata KyunHuyepekoBa A He BKAKOYaAKO B MepeyeHb
bUIBMOB «CNE30TOUNBON BOJIHBI», Tak Kak Nnepes HaMmn aBTOPCKOe BblCKa3blBaHWE,
HacCblLLLeHHOE BU3YyasibHbIMU 3THOrpaduyeckumm nogpobHocTamu. Mpu 3ToM Grnbm
OTKpbIBaeT TeMy, KOTOpas Npexae NNLLb 3MM30ANYEeCKN NOABAANACh B Ka3aXCTaHCKOM
KWHO, a B MOCNAeAHWNE roAbl CTAHOBUTCSA OAHOWN U3 LIEHTPaNbHbIX B XXAHPOBOM
KuHemaTorpade.

Mo croxeTy rnaBHOro repos, Majbuynka, OTAAIOT Ha BOCNUTaHne H6abyLuke.
MNMocne ee cMepTU OH BbIHY>XX/AEH BEPHYTbCA B POAHYHO CEMbIO, rAe YyBCTBYeT cebs
Yy>XXMM. EMy NprxoamnTcs 3aHOBO BbICTpanBaTb COOCTBEHHYHO XW3Hb 1 BOCCTaHaB/AMBATb
yTpayeHHble CBA3W € 6AN3KMMU. [Ins Ka3axckon TPaAULMOHHOM KybTypbl NOA06Has
CUTyaLMsa B LLEIOM He ABNSETCA HeObbIYHOW. [leTel HepesKO OTAaBaAM Ha BOCMUTaHMe
6abyLwikam 1 geayLikam Uan 4pyrmM pOACTBEHHMKaM — 0COHEHHO B BONbLUNX CEMbSX,
rae CylwecTBoBasia pa3BeTB/EHHasA CMCTEMA POACTBEHHbIX CBA3EM U KOMIEKTUBHOW 3a60Tbl
0 pebeHke. Takoe BOCnMTaHMe MOr0 HbITb CBA3aHO KakK C HbITOBbIMW 06CTOATENILCTBAMMY,
TakK W C NPeACTaBAEHMEM O NPEEMCTBEHHOCTM NMOKOJAEHUI N 0COHBON POaU CTapLUMX
B nepejaye Ky/abTypPHbIX LIeHHOCTEN.

B ogHOM 13 nHTepBbIO KyunHUepekoB NoguepkmBaeT: «3TO eCTb ByKBaibHO B KaXA0M
cemMbe, 1 A XxoTen pacckasaTb 06 3ToM. HUKTO He KacaeTcs 3Tou TeMbl. [la, npeacTaBbTe,
B KaX/0WN ceMbe eCTb 3Ta NPakTMKa, HO Mbl CHUMaeM GUAbMbl O YEM YTOAHO: KPUMMHAN,
MenoApaMbl, @ MPO 3TO — HeT. Ho 3To Beab ecTb. TBOW AAAA Tak pacTeT, MOs CecTpa,
1 Balla cecTpa, U A. ITO eCTb B KaXA0MW ceMbe. A MoyYeMy Mpo 3T0 He CHANN GUabM?
Jaxxe nntepatypbl HeT. [la, rAe-TO NokasaHbl Kakne-To OTAeAbHble MOMEHThI. B duabme
y Omupa (bavirasmHa — npum. A. O.), Hanpumep, repor xueeT ¢ 6abywwkon. Ho cam ¢punbm
0 ApyroM. HemHoro o6 3ToM ecTb B antepatype. Ho HeT Bcelt 3Toi nctopmm, kotopas
NPOUCXOANT B KaXKAOW Ka3axckon cembe. A He Buaen» (ToKTacbIHOBA).
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MNMo3zaHee Tema OTUY>KAEHHOCTM BHYTPU CEMbW MONYYUT pa3Butne B puibme «bonmaraH
6ananbik wak» (2025) AngbiHa CaxaMaHa, CHATOM No aBTobuorpadmyeckon NnoBecTu
AkbepeHa Enreseka’. icTopusa Manbunka, NepexXmnBaroLLLEro Hackune CO CTOPOHBI
OTYMMA M SMOLMOHANbHYO HEAOCTYNHOCTb MaTepu, pa3BopavmBaeTca O4HOBPEMEHHO
KakK couumanbHaa gpama 1 Kak MMposorm3mpoBaHHoOe NoBeCcTBOBaHNeE O pebeHke,
MbITalOLLLEMCS CNAacTU MaTb, 0CBOOOAMTL U3-MOZ BAACTM vyaoBuwa (cMm. puc. 1).
®rnbM HacbILEH CKa304YHO-MOHCTPYO3HOM 06Pa3HOCTbIO, OTYACTU HaNMOMUHaoLLEeN
knHematorpad M'vabepmo genb Topo. OcobeHHO BaxkHbIM 34eCh OKa3biBaeTcs obpas
MaTepun — XONIOAHOM, OTCTPAHEHHOM, CIOBHO 3a4apoBaHHOM. MbiTasck 406UTbLCSA ee
No06BU N BHUMaHUA, repoil CTaNIKMBAETCS C HEBO3MOXHOCTbHO 3MOLMOHANIbHOTO KOHTAKTa,
YTO MO3BOAAET BCMIOMHUTb NMCUXOaHAANTUYECKYO MeTadopy «MepTBOM MaTepu»,
npeanoxeHHyto AHgpe prHom.

Puc. 1. Kagp u3 punbma «bonmaran bananbik wak». Pexunccep AngbiH CaxamaH. 2025.

CornacHo 'puHy «mepTBas MaTb» — COCTOSIHNE 3MOLIMOHANbHOW HEAOCTYMHOCTU
MaTepPUHCKON GUrypbl, BO3HMKAtOLLEe BCAEACTBME BHYTPEHHEN TPaBMbl, Aenpeccum
WAN NepexXnToro NoTpaceHms. Takas MaTb NpoAoKaeT GM3NYECKN MPUCYTCTBOBATb
PAZOM C pebeHKOM, OAHAKO OKa3bIBAETCS CIOBHO «MOralleHHOW» U3HYTPU: OHa HosbLue
He OTBEeYaeT Ha IMOLMOHabHble UMMY/bChbl pebeHka, He MOATBEP>KAAET ero CyLlecTBOBaHNe
CBOVIM BHUMaHWeM 1 1t060Bbto. [ns pebeHka nof06HbIA ONbIT CTAHOBUTCS TPaBMOW
0co60ro poAa, NOCKOAbKY OH CTaNKMBAETCs C Nyratowent NycToTon. VIMEHHO TakoM
npeacTaet MaTb B dpuabme CaxaMaHa: NbiTasCh BbIXKUTb U yAep>KaTb CEMbHO,
OHa MoCTeneHHO yTpaumnBaeT CNOCOBHOCTb K AIMOLMOHaNbHOM 6am3ocTh. «[loTeps
CMbICNa, NepexunBaemMas pebeHKOM BO3/1e rpyCcTHOM MaTepw, TOJIKaeT ero Ha MOUCKK
KO3/1a OTMyLLEeHWNs, OTBETCTBEHHOrO 3a MPayYHOe HacTPOeHNe MaTepu. <...> MOUCK
NOTEPAHHOrO CMbIC/Ia 3aMyckaeT NpexXaeBpeMEHHOe pa3BuTe GaHTasnm N UHTEeNNeKTa.
PebeHOK nepexxunn >ecToKMi OMnbIT CBOEW 3aBUCMMOCTN OT NepeMeH HaCTPOEeHMsA MaTepu.
OTHbIHE OH MOCBATUT CBOW YCU/IWS YraAblBaHWUIO AN NPEABOCXNLLEHWIO», — MALIET
IpuH (335-340). B rnasax AkbepeHa MaTb OKa3blBaeTCs OKONAO0BAHHOWN YyJOBULLEM,
1 NOTOMY LIeHTPasibHbIM MOTUBOM GUIbMa CTAaHOBUTCA OTYasiHHAs MOMbITKa BEPHYTb

MaTb — NPOBYANTb B HEW XM3Hb, TEMNNO

1 3ameuy, YTO MHOrMe BaXKHble A1 COBPEMEHHOro
Ka3aXCTaHCKOro KMHO TeMbl BMEPBble apTUKYAMNPYHOTCA M CNOCOBHOCTL 1tO6UTH.

MMEHHO B XY/0XXeCTBEHHOW NnTepaType.
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KonymHucTka xxypHana Tatler Asia AipaHa KapnbxkaHoBa B CBOEN peLeH3nmn Ha Guibm
chopmynmpoBana HabatoLeHNe, CyLLLeCTBEHHOE ANA HacTosLero aHaamsa: «<Ho nmeHHo
“uennset” [0 CNe3 KapThHa BCe Xe APYrnM — 0bLLen TpaBMOM NOKOJIEHMI Ka3axoB,
BbIHY>XAEHHbIX B Pa3Hble roAbl U 13-3a pa3HblX 06CTOATENLCTB PacTy BAAAN OT POAHOTO
AOMa UM Ha NnorneyvyeHnn poACTBEHHUKOB, 6e3 Tenia poauTtenen. "Kyaanabis 6anacs!”
(60>N CblH) Ha3blBaeT MaseHbkoro AkoLla B KapTuHe ero 6abyLuka, 1 TONbKO NOTOM
B3pOC/bI AKBEepeH NOHMMAET, UTO “O0OXKMIA" OH MOTOMY, UTO poc 6e3 poauTenei..»
(KapmbxxaHoBa). BoamoxHO, koHuenuma NprHa No3BoaseT YyBUAETb B MepPeXXmMBaHUM
repos NposB/ieHNe KONNEKTUBHOW TPpaBMbl, MHOrOKpPaTHO BOCMPOU3BOAALLENCS
B Ka3axCKOW Ky/bTypHOM NamaTu. B onpeseneHHOM CMbiCcne Takas TpaBMa CTaHOBUTCA
OAHWUM N3 NCTOKOB XYAOXXECTBEHHOro TBOPYECTBa COBPEMEHHbIX Ka3axXxCTaHCKMX aBTOPOB.

MNMoMMMO penpeseHTaLnm KONNEKTUBHOIO OMbiTa SMOLMOHANBHOIO CMPOTCTBA, BaxXHoe
MEeCTO B COBPEMEHHOM Ka3axCTaHCKOM KMHO 3aHMMatoT 0bpa3sbl 6abyluek n geayLuex.
Craplume poACTBEHHMKIN OKa3blBAOTCA TEMU, KTO AaeT pebeHKy Tenao, NpuHaTme
M 4yBCTBO Be3onacHocTW. HecnyyalHo B cTyseHuYeckmx paboTtax knHowkon KasaxcraHa
BCE Yalle NosABAATCA CBOeObpa3Hble MeMOpUanbHble GUAbMbI, MOCBALLEHHbIE
6abylkam 1 geaywikam. ViIHorga BocnutaHve cTapluMMmn NOAaeTcs Kak ecTecTBeHHas
YacTb CEMENHOrO yKNaza, MHOTAa UMEHHO PAAOM C HAMW AETUN HAaXOAAT MOHUMaHWe,
KOTOPOro ANLLEHbI B OTHOLLEHUAX C POAUTENAMM.

B kauecTBe NprMMepoB MOXHO Ha3BaTb GUAbMbI «KaHVKybI Y AeAyLKK» IMUpa
KakeHa (Ka3sHAW, 2025), «EpkeneTy» MeaunHbl JasnetoBoi (TFA, 2025), «Ke3 inmenikii»
Xanenb Kyxxyknaesown (KasHYW, 2026). Bce 31 kapTuHbl 06beamnHsaeT ocobas
WHTOHaLMA NOCMePTHOro obpalleHns K 6113KkoMy venoBeky: GuabMbl 3aBepLLAOTCA
NOCBALLEHVAMN yMepLWnM HBabyLikam 1 geayLikam 1 NpeBpaLLatoTca B cBoeobpasHble
KnHemaTtorpaduyeckme aktbl NOMUHOBEHMA. Takas KMHOGOPMa HEOXMAAHHO coamaeT
CTyAeHuYeckne GuabMbl C MOMUHaANbHBIM GEHOMEHOM «eCKe any» (Ha CerofHs 3ToT
putyan obpen unppoByro GopMy: BUAEOPONNKM C HAUBHOW FPaduKor N MOHTaXXOM,
paccka3blBatoLLMe NCTOPUIO XXM3HU NMOKOMHOro B poTorpadusx; BOCMpPOM3BOAATCA
Ha NMOMWHKaXx).

MeMopuanbHbIv XXeCT NOCTENEHHO CTAHOBUTCA CAMOCTOATENBHOW XYAOXECTBEHHOM
npakTnkon. Ecam B cTyseHueckmx GuabMax oH BO3HMKaeT Kak NocBsLLeHne 6a1M3komMy
YesIoBeKY, TO CEroAHsA NOA0OHaA MHTOHALMA NOABAAETCA U B aBTOPCKOM KMHO. B 3TOM
OTHOLUEHMM NoKa3aTeseH HOBbIN NpoekT AlicyataHa CenToBa «XKeTi aTa», MOCBALLEHHbIN
namaTh gesyLiky pexunccepa («"XKeti ata”: KTo CHMMeTCA B HOBOM duibMe AncyntaHa
CeuntoBa»).

«blcmuik ya» (2025): cembsa u umyujecmeeHHbIl 80NpPoc

MepBbIM GUABMOM, KOTOPbIV OTKPbIBAET «CNE30TOUMBYHO BONHY» U 3a4aeT
onpeseneHHbl HOBbIN CTaHAAPT, MOXHO cumTaTh «blcTbik ya» (2025) JapxaHa Kapunosa.
3pecb obpa3 fOoMa CTaHOBUTCA K/IHOUEBLIM MPOCTPAHCTBOM Y OLHOBPEMEHHO repoem-
aTpnbyToM NOBeCTBOBaHMA. B LieHTpe croxeTa — XeHLlWunHa lanma, koTopaa nocae natu
N3HypUTeNbHbIX NIeT 3apaboTkoB B Kopee Bo3BpaLlaeTca B poagHon ayn. Bece 31o Bpems
OHa OTNpaBAfaa AeHbl CBOEMY 3ATHO, PacCUMTbIBas, UTO Ha HUX ByaeT NOCTpoeH
HoBbI/ oM. OfHa 13 NepBbix cLeH drabma 0603HavaeT ee NOABAEHME B CTAPOM
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poauTenbckoM gome. MNog 3Bykn AoMbpbl reponHs Japurm bagbikoBo MeaneHHO
06X0ANT NOKOCUBLLIEECA XUANLLE, YNblbascb, BCMOMUHasA AeTcTBO. OHa C/I0OBHO 3aHOBO
obpertaeT poaHyto 3emato. [lo otbe3sa lNanma passenacb € MyXeM, Ybe nosegeHne bbino
CBA3aHO C aNKoronm3Mom 1 Hacuavem. OgHako Tenepb My> NpeacTaeT M3MeHMBLLUUMCS,
OH CTPEMUTCS K MHOM, bonee yCTONUMBOM GOPME XU3HW. DTa IMHUSA, NYCTb U HE A0 KOHLA
NPOroBopeHHasn, 3agaeT AONOAHNTEbHOE N3MePeHME: BO3MOXHOCTb BOCCTaHOB/EHMA
abblo3MBHbIX CBA3EN.

OaHakKo cueHa HOCTa/IbrMyYeckoro BO3BpaLlLeHNs OKa3bliBaeTCA ANLLb NPOJAOTroM
K mocnesytoweMy HanpsxXeHUo. Y>ke Ha YpOBHe NpOCTPaHCTBEHHOW opraHm3aLmm
durnbma 3agaeTca NPOTMBOMNOCTaBAEHME: CTAPbIN AOM, CBA3aHHbIA C NAMATbIO, AETCTBOM
W OLLyLLEHVNEM MPUHAANEXHOCTU KONEKTUBY, N HOBbIV AOM — Byp>KyasHbIA MO CTULO
06BEKT OXXUAAHNIN N BNOXEHHOTO TpyAa. Ha HoBocenbe cobmpatoTca poACTBEHHMKY,
1 MOHayany Mx BCTpeya oKpalleHa TEMAOTON N BHELIHUM e4MHOAYLLIMEM (CM. pUC. 2).
MNMocTeneHHO 3a O6LLMM CTONOM 3Ta MHUMasA rapMOHUs pa3pyLlaeTcs: obcyxaeHme
cocpesoTayMBaeTCs Ha HOBOM ZOME U KaXKAbl CTPEMUTC 0603HaUNTb CBOHD MO3ULLMIO
OoTHOCUTeNbHO ero byayuero. bpatea Aban n Epmek, cectpa Anunsa v 3aTb Lankap
HauMHatoT 06Cy>KAaTb, KOMY OH AOJIXKEH AOCTaTbCA, — B 3TOM CMOpe BCKPbIBAOTCA BCE
ceMenHble 0buabl. CTapbii 4JOM OCTaeTcst MPOCTPAHCTBOM MaMATM U BOOHpaxkaemoro
€AMHCTBA, @ HOBbIA AOM MpPeBpaLLaeTcs B MPOCTPAHCTBO Cropa 1 MPUCBOEHMS,
rfae CTaskMBatoTCA pa3Hble NPeACTaBAEHMA O CEMbE, ONre U NpaBe Ha COBCTBEHHOCTb.

Puc. 2. Kagp n3 ¢mnbma «blcTbik ya». Pexxuccep dapxaH Kapunos. 2025.

MocTeneHHO Hanps>XeHWe HapacTaeT: CNOpP NEePEXOANT B OTKPbLITLINA CKaHAan
1 3aKaHUMBAETCs Apakou. B KynbMMHALNOHHbBI MOMEHT CKaHAana MaTb CEMeNCcTBa
COBEpLUAET PajMKanbHbIA XECT — MOAXKMIaeT HOBbIN AOM (cM. puc. 3). OfHAKO U 3TOT XecT
OKa3blBaeTcs HeCCUIbHbIM BOCCTaHOBUTL YTPaYeHHOe eAMHCTBO. Bckope BbisicHAeTCS,
YTO OAWH U3 CbIHOBEW, EpMeK, NCXoas M3 MPeAnONOXKEHMS, UTO MaTb NepPeeseT B HOBbIN
AOM, y>Xe BCTYMWUI B COMHUTENbHYIO CAENKY: CBA3ABLUMCb C MOLLUEHHMKaMW, OH npojaeT
CTapbI AOM, PacCUnTbIBas Ha BbIpYYEHHbIE AEHBIM MPUOBPECTM KBAPTMPY B FOPOZAE.

B pe3ynbTate cembs yTpaunBaet ob6a 4oMa: HOBbIA — GU3MYECKH, B OTHE, CTapbIi —
B pe3y/ibTaTe MOLLIEHHNYeCTBa. TeM CaMbIM pa3pyLUaeTcs He TONbKO MaTepuanbHas
OCHOBa CEMEMHOro MPOCTPAHCTBA, HO U CaMa BO3MOXHOCTb JIOMa Kak MecTa
CYIMBOJINYECKOrO eMHCTBA.
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Puc. 3. Kagp n3 ¢unbma «blcTbik ya». Pexunccep fapxarn Kapunos. 2025.

DTa ABOMHasA yTpaTa He OCTaHaB/MBAET KOHPIUKT: OUEPEAHON CKaHAaN NMPUBOAUT
K TparMyeckow pasBs3ke — MaTb NajaeT C CepAeYHbIM MPUCTYNOM 1 ymupaet. CmepTb
MaTtepu B 3TOM GuabMe fBASeTCa 0O6MaHOM 3pUTENbCKOrO oXunaaHma. CTaHOBUTCA ACHO,
4YTO GUBM TONBKO NPUTBOPACA KOMeAMeN. JInlib BO BPeMs MOXOPOH, yXe nocne
OKOHYaTeIbHOW NOTEPW, AETM OCO3HAKOT MacLTab NpomnsoLeaLwero n NPUXoaAaT
K 3aMo34a10My NPUMUpPEHnto. EAMHCTBO ceMbM OKa3blBaeTCA BO3IMOXHbIM TOJIbKO LIEHOW
HEeBOCMONHNUMOM NMOTepK, KOrAa CaM LLEeHTpP, BOKPYT KOTOPOro CTPOMIOCh POACTBO, — MaTb
N f,OM — OKa3blBaeTC 6€3BO3BPATHO yTpayeH.

MOXHO CcKa3aTb, YTO 3TOT GU/IbM 3aZaeT HOBbI BEKTOP A/15 XKAHPOBOIO Ka3axckoro
KMHO: OH NMOKa3bIBaET, YTO AOM HOobLUE He ABASETCA 0O6Pa3OM NaTPMOTUUECKON
AWK, TeNepb 3TO 06BEKT KOHPIMKTOB M CMOPOB O COBCTBEHHOCTW. Mbesb MaTepm
N paspyLleHVe JOMa PENPE3eHTUPYIOT KpariHe NoCNeCcTBUA STUX KOHPIMKTOB
N OTKPbIBAOT HOBbIN CNOCOD NOBECTBOBAHMA UYepes ApaMy, Aenas KOHPAVKT U Tparesuto
LEeHTPaNbHbIM 31EMEHTOM paccKka3a O POACTBeE.

®unbm «blcTbIk ya» OTpaxkaeT LWMpPOKMe colmanbHble npoleccol. Kazaxckas «bonbluas
ceMbsA» B HEM pacnajaercsa No 3HakoM npusatu3auunm (nepexosa B GopMy 4acTHOro)

N nHAMBUAYanu3aumm: 6opbba 3a YacTHYH COBCTBEHHOCTb MeXAY BAN3KMMUM CTaHOBUTCS
CMMMTOMOM COLMaNbHOW aTOMU3aL MM — NpoLiecca, Npu KOTOPOM TPaANLMOHHbIE
KONNEKTMBHbIE CBA3WN Pa3MbIBAtOTCA, @ UHANBMAYAbHbIE NHTEPEChl HaYMHAKOT
AOMUHMPOBATL Hag obwmmMun. Moxoxuin npouecc 6uin onncad KOpreHom Xabepmacom
Ha eBpOMerckoM MaTepuase B UCCiesoBaHUM deHoMeHa Byp>kyasHol cembh (97-106).

BaxxHO oTMeTUTb, UTO 0COBYHO «Ce30TOUNBOCTL» GuabMy Kapunosa npugaet
3KCNyaTaLmsa CEHTUMEHTa/IbHbIX XUTOB «AHaCbl XKOK agamaap» (1cn. Ykitar ARXiritybl)
n «AHawwbIM» (Tepefann Tepeani). 3T KOMMO3MLMN COMPOBOXAAIOT CaMble ApaMaTUYHble
3NM304bl, KOr4a MaTb NagaeT Npu CMepTH, Koraa ee Be3yT B 60/bHULY, 1 BCe 3TN
CueHbl MoZatoTcsA B panuae. B aHannsnpyemon cLeHe nogyepkHyTO SKCNpeccnBHas
MVMWKa aKTepOB nepeaaeT npesenbHyt0 NHTEHCUBHOCTb NepeXXmnBaeMblx NepCcoHaXkamm
rops 1 CTpagaHma n CTaHOBUTCA OAHWUM M3 OCHOBHbIX CPeACTB MeNopamMaTnyeckoro
BO3zencTBua (cM. puc. 4). No-BUANMOMY, Takoe CoYeTaHWe NPUEMOB NUCMONb3yeTCA
C LUeNbo MOPanbHOTO BHYLWEHWS: «TaK XWTb Heb3s», «[TogyManTe 0 CBOUX BAN3KMX»

n ap. Takasa Moaenb 4acTo 3KCNayaTupyeTcs B TeENEBM3NOHHOM CcepuanbHOM dpopmarTe.
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Puc. 4. Kagp v3 dunbma «blcTbik ya». Pexxuccep fapxaH Kapunos. 2025.

3ameaneHHas CbeMKa, Ce3NMBble My3blKa/lbHble KOMMO3MLMK, CLeHbl 6on1e3HN,
CTpajaHua 1 packasHuA 0bpasyroT yCTOMUMBBIN HAbOP NPUEMOB, pacCUMTaHHbIX

Ha HemMeA/NeHHbI 3MOLMOHa/IbHbIA OTKAUK. B MOA06HbIX cyyasx akLeHT cMeLlaeTcs
¢ pedNeKCMBHON HEOAHO3HAUYHOCTN Ha NPAMOE 3MOLMOHaNbHO-MOPaAN3aTOPCKOe
BO3JelCTBME.

«Kaszaxckasa cnesomoyueas 80/1Ha»: meMol U MOMUBLI

B 3TOM yacTn cTaTbM A OCTAaHOBAKOCH Ha KPaTKOM aHasiv3e NprMemMoB, TEM U MOTUBOB
B duabmax «Kyluakrawel, mama» (pex. Hypruca Aamypart, 2026), «Tactamalubl, aHa»
(pexx. Pabura Abunnatra, 2026), «<Mama» (pex. Anbek Hurmert, 2026). 3tn dunbmbl,
MOMMMO Yy>Ke PaCCMOTPEHHOTO BbiLle «blcTbIk ysi», GOPMUPYOT KOPMYC, KOTOPbIM
MOXHO YC/IOBHO Ha3BaTb «Ka3aXCKOW CNe30TOYMBOW BOAHOW». VX 06beanHAEeT B NepByto
oyepesb CHOXXeTHO-TeMaTuyeckas 61130CTb, BO BTOpYHo — addeKkTMBHOE BO3AeNCTBME
Ha 3puTensa. 3ameuy, UTO B NepeuncaeHHbIx pabotax 3aMeTHO BAUAHWE auaormm «Meniw»
(2024, 2026) kbiprbizckoro pexuccepa PycnaHa AkyHa. Obe KapTUHbI NOAYYMAN LUNPOKUNI
3pPUTENBCKUI YCNEeX N BO MHOTOM 3aKPEMWAN CHOXXETHYHO IMHUIO «MaTb — CbIH» KaK OfHY
N3 LleHTPaNbHbIX B COBPEMEHHOM PermoHaabHOM MacCOBOM KUHO.

MprmeyaTenbHO, UTO GUabMBI NOA Ha3BaHMAMK «KyLuakTallbl, MaMa» 1 «TacTamalubl,
aHa» WA B NpokKaTe OAHOBPEMEHHO, TaK YTO 3puTento BblNo Nerko nepenyTatb UX.
Ha3BaHusa 31 cogepxkat B cebe riaron B popme nmnepaTtvsa, 06paLLeHHOro K XXeHLMHE,
N MOXHO MOoAyMaThb, YTO 3TO NPOM3BEAEHUA arnTaLMOHHOrO MO NPUPOAeE >KaHpa.

Jlerko npepctaBuTh cebe coLManbHbIM POAVK O CUPOTCTBE, KOTOPbIV cogepikan
6bl 3TV NOCAAHMA.

LleHTpanbHOM durypon naeHtndukaumm (Snbseccep n XareHep 182) B puibmax
«CN1€30TOYMBOM BOJHbI» NMOYTW BCErja CTAHOBUTCA CblH, @ SMOLMOHANbHbIA KOHOAMKT
CTPOMUTCA BOKPYT €ro OTHOLLEHWI C MaTepbto. VIMEHHO OT AencTBMIA, owmnboK
nnn 6e3aencTBMA repos 3a4acTyro 3aBUCUT ee cyabba. B ogHMX cnyyasx repoi
OKa3blBaeTCA SMOLMOHANBHO OTUYXKAEH OT MaTepu 1 CAULLKOM MO34HO OCO3HaeT
ee 3HauMMocCTb («KyliakTallbl, Mama»), B APYrmx ke CTPEMUTCA BbIPBaTbCA U3-MOJ,
oneKku Uav UrHopupyeT ee npegynpexgerHusa («<Mama»). B 6onblumHCTBE Cayyaes
nepea Hamu BO3HMKaeT obpa3 He ropoACKON COBPEMEHHOM MaTepy, a durypa
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TPaAMLIMOHHON «anallkm» Kak XpaHUTeNbHWULbl NaMATU U KybTYPHOM NPeeMCcTBEHHOCTW.
DTOT y3HaBaeMbl 3KPaHHbIA TUM CO34aeTCs NOCPEACTBOM BO3pacTa repovHu, NaaTka,
CAilep>KaHHOro KOCTHOMa M NOAUYEPKHYTO CEPbe3HON MaHepbl NoBeseHMs (CM. puc. 5).
Takasa ¢urypa B MacCOBOM KMHO MOXET CO34aBaTb YCTOMUMBYHO accoLmaLunto ¢ obpa3om
poaunHbl. KnHoses N'ynbHapa AburkeeBa B kHure «KnHo HesaBmcmmoro KasaxcraHa»
OTMeyana, YTo NosBJEHNE NONHOLEHHbIX XEHCKMX 06pa3oB CBA3aHO CO CTabuamzaunen
obuectBa B coymansHoM naaHe (109-110). B 3TOM cMbic/ie HOBbIV «CTpaaroLnim»
MaTepUHCKMIA 06pa3 B aHaM3npyembix Guabmax 3HameHyeT cobon Bpems
HecTabunbHOCTN 1 MOPaNbHON TPEBOTW.

Puc. 5. Kagp n3 punbma «Mama». Pexxnccep Aiibek Hurmert. 2026.

Tak>xe CMMMTOMaTUYHO, YTO 06pa3 MaTepu B HEKOTOPbIX GUAbMaxX CTaHOBUTCA
BuAeHnem. B punbme «Kyluakrallbl, Mama» NcmMxmka repos OTkasblBaeTCs BOCMPUHUMATb
n3BecTne 0 CMepTn MaTepu, BCAEACTBUE Yero MaTb CTaHOBUTCA paHTazMoM,
raintoumMHalmen repos, CONnpoBOXAaroLLLeN ero Ha NyTn B poAHoOW ayn. B «Tactamalubl,
aHa» MaTb ABageTcs obeccmaeHHOMy OT MObOoeB B AE€TCKOM JoMe pebeHKy Kak BUAeHne
W yTelleHne, OHa NPOCUT CbiHa MPOAOAXKaTb HOPOTHLCA 3a CBOK XU3Hb.

XapaKTepHO NoYTV NOHOEe OTCYTCTBME OTLOBCKOW durypbl. OTew, B 3TUX duabmax
nnbo yxe ymep, 1Mb0 NOKMHYA ceMbto, MMBO OCTaeTca 3a Npesenamm NOBECTBOBAHMA.

B pe3ysnbTaTe B3poC/ieHMe Manbumka NPOUCXOANT B MPOCTPAHCTBE AePuLimTa My>CKOro
MPWCYTCTBMSA, @ OMbIT MaCKyIMHHOCTV OH MoslyyaeT 6aarofaps YAUYHbIM MY>XCKUM
coobluecTBam, NPOBOAHMKAM Hacuana n nepapxmm («Tactamallbl, aHa», «<Mama»).

®unbm «TacTamallbl, aHa» OpraHM3oBaH BOKPYr MOTMBOB CUPOTCTBA U MOKUHYTOCTH,
pexxuccep Pabura Abuinatra akcnayatnpyeTt penpeseHTaLmio CTpajaHnin HEBUHHOTO
pebeHKa, BbIHY>X@HHOTO CyLLLeCTBOBaTb B MMPE B3POC/IbIX TPABM W KOHMNKTOB.
PenpeseHTaums AeTCKUX C1e3 — OCHOBHOW addeKTUBHbIV NPUEM, Ha KOTOPbIV B 3TOM
KapTWHe fenaeTtcs cTaBka (CM. puc. 6).

HakoHeL, MHOrve 13 aTnx puabMoB obpatyatotca kK o6pasy 1990-x rogos kak Ko
BpPeMeHu pacnaga, 6e4HOCTV 1 3MOLMOHaIbHOM Ae30preHTaun. XXeHLMHbI BbIHY>KAEHbI
B OAMHOUYKY obecrneurBaTb CEMbIO, €T PacTyT 6e3 BHUMaHMA 1 YyBCTBa 3aLLMLLLEHHOCTH,
a cama ceMbsl OKa3bIBAeTCA Ha rPaHM BbKMBAHUA.
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Puc. 6. Kagpbl n3 ¢punbma «Tactamalubl, aHa». Pexxnccep Pabura Abunnatra. 2026.

B faHHOM KOHTEKCTe MOXHO roBoputb 0 dopmuposanHun pedaekcmm o 1990-x
rofiax B >XaHPOBOM KMHO. Eciv ka3zaxcTaHckne duabmbl NpeaLwecTByrOLLEro nepnosa
HepeAKO HOCTaNbrMYyecky POMaHTU3MPOBaAN 3Ty 3MOXY, TO COBPEMEHHbIE PeXxmnccepsbl,
HanNpPOTMB, PENPE3EHTUPYIOT ee Kak TpaBMaTUUYHOE 1 NpokaaToe Bpems. Tak, B puibme
«KyLlakTallbl, MaMa» B3POC/bIA CbiH XanyeTcs Ha HeAOCTaTOK BHUMaHWs (B AeTCTBe)
CO CTOPOHbI MaTepw, BbIHY>XAeHHOW paboTaTb Ha HECKOAbKMX paboTax, YTobbl NPOKOPMUTL
cembto. OHa OTBeYaeT eMy, YTO TaknM ObINO BpeMms: TaXenas HoLa erna Ha nieyu
XEeHLUMH. B «TacTamalubl, aHa» y>acbl CUPOTCKOrO OMbITa NepeHocATca B KOHTeKCT 1990-x
rofoB; OCOBpeMeHNBaHWe NpobaeMbl, akTyasibHOW A0 CUX MOP, HEBO3MOXHO BCIEACTBME
LLeH3yPHbIX OrpaHuyeHnin. B punbme «Mama» kpumumHanbHaa gpama o 1990-x rogax
nepensietaeTcs € Tparmyeckom CeEMenHoOm ncTtopmrer, 0bpasys CNOXKHbIV XXaHPOBbIA MUKC.

Kak n B «blcTblK ya», My3blka ABAAETCA KNHOYEBbIM MHCTPYMEHTOM 3MOLIMOHANbHOTO
BO34eMNCTBMA. Pexxnccepbl obpaluatoTca K MonyaapHbIM NecHAM, JaBHO 3aKpenvBLINMCA
B KY/IbTYPHOM NaMATU 1 CBA3aHHbIM C 06pa3oM mMaTepu 1 BOCMOMUHAHUAMMU O AEeTCTBE.
Hanpumep, B dunbme «KyluakTalbl, Mama» 3Ty GYHKLUIO BbINMOJHAKT KOMMO3ULUN
Bytanat — «XXapbifbim ain», XybaHbiwwa XekceHynbl — «AHa Typanbl Xbip» (LLamuui
KanpaskoB) n Makcata PaxmeTa — «bananbik wakka anapLbi». MOXHO NpeanofioXnTb,
YTO «C/1€30TOUMBAA BOHA» Kak cepuns GnabMoB onunpaeTca Ha obwmi GoHA NonyaapHOn
MY3bIKW W CBSI3aHHbIX C HEN 3MOLIMOHaNbHbIX aCCOLMaLIUN.

C TOuUKM 3peHns nkoHorpadum B aHann3npyembix GuabMax NOBTOPAETCA KOMMO3MLUA,
B KOTOPOW GUrypbl MaTepun 1 CbiHa NoOMeLatoTca Ha GOoHe OCEHHEro NPUPOAHOTO
naHawadra — pAJoOM C OANHOKUM AepeBOM, MOCPeAN NOAA AN Ha agopore. B duabme
«KyLlakTalbl, MaMa» NpesCcTaBNeHbl ABa BapnaHTa 3TON KOMMO3MLMN: MaTb U CbiH
nokasaHbl pPA4OM C KPYMHbIM AepeBOM, a 3aTeM OOHMMAKOTCA NOCPeAn JOPOrn
(cm. puc. 7 a, 6). lepeBo MOXET BbITb COOTHECEHO C MPEACTaBAEHUAMMN O POAE,
NMPOUCXOXAEHMM U NPEEMCTBEHHOCTM MOKONEHWI, TOTAa Kak 4opora obpeTaer 3HaueHne
>XN3HEHHOTO NYTW («A0POrY XM3HU»): 3TO MPOCTPAHCTBO BCTPEUN U pa3nyku. B dunbme
«Mama» 06bsATUE NePEHOCUTCA B OTKPLITOE MO, INLLEHHOE ObITOBbIX AeTanen,
6narogaps yemy BHMMaHMe KOHLEHTPUPYETCA Ha SMOLMOHANbHOM CONMXEHNIN repoeB
(c™m. puc. 7 B). NOBTOPAEMOCTb 3TOM KOMMO3ULMMN NO3BOASET pacCMaTpuBaTbh OTKPbITbIN
NaHAWadT Kak JIMMUHaAbHOE NPOCTPaHCTBO BOCCTAHOB/IEHWA HapYLLEHHOro POACTBa.
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JIMMWHaNbHOCTb OCEHHErO MPOCTPAHCTBA B aHaNM3NPYEMbIX PUIbMax BOCNPOU3BOAUT
aypy 3nervmm Kak XmBOMMCHOro xpoHotona. CxoaHas KOMMNO3uMLMs NOSBASETCS

n B dunbme «bonmaraH 6ananblk, LWak», KOTOPbIA He BXOAUT B OCHOBHOW KOPMYC
«C1€30TOUMBOM BOJIHbI», MOCKOJbKY NPeACTaB/seT cobol coumanbHyo apamy

C MNPONOTNYECKMMM IIEMEHTAMK, @ HE KOMMEPUECKYHD CeMeHyto Menoapamy. OgHako
KaZp, B KOTOPOM MaTb U pebeHOK OBHUMALOTCA B OTKPLITOM MoJie PAAOM C OAUHOKUM
AEpPEeBOM (CM. puC. 7 T), MO3BOJISET pacCMaTpMBaTb KapTUHY Kak MKOHOrpaduueckuia
npeLeseHT.

CTOUT OTMETUTb, UTO HN OAMH U3 PACCMOTPEHHbIX MOTUBOB CaM Mo cebe He ABAseTCs
HOBbIM A/l Ka3aXCTaHCKOro KMHO. HOBbIM OKa3bIBaeTCsA UX COeAMHEHME B Npejenax
OAHOrOo Kopryca GUAbMOB, MOUTU CUHXPOHHO MOSIBUBLLMXCS B KOMMEPYECKOM
npokare. VIMEHHO NOBTOPAEMOCTb 3TUX CHOXXETOB, TeM, 06pa3oB 1 adpdeKTUBHbIX
cTpaTeruii NO3BOASET FOBOPUTL O CKNAAbIBaHNM «Ka3axCKOW C/1€30TOUNMBOM BOJIHbI»

KaK CaMOCTOATE/IbHOTO Ky/IbTYPHOrO SBAEHUS.

Puc. 7. Kagpbl n3 punbmos: a, 6 — «KyluakTalubl, Mama». Pexxuccep Hypruca Aamypar. 2026; B — «<Mama».
Pexxnccep Alibek Hurmert. 2026; r — «<bonmaran bananbik, wak». Pexunccep AngbiH CaxamaH. 2025.

3aknroueHune

AHanun3 GMnbMOB, 06BEAMHEHHbIX B CTaTbe MOHATUEM «Ka3axcKas C1e30TOoUMBas

BOJIHa», MO3BOAET CAeNaTb HECKObKO HabatogeHnn. Mpexae Bcero obpatyaert

Ha ce6s BHMMaHWe N3MEHeHMe CaMON MOAENN CEMEVNHOWN MenopamMbl B COBPEMEHHOM
Ka3axCTaHCKOM MacCcOBOM KMHO. Ecnn paHee ceMba yallie BbICTynasa OnaoToM Tpaauumu,
TO B paccmaTpmBaeMbix GuabMax OHa CTaHOBUTCA 061aCTbHO SMOLMOHANBHOTO
OTUYXAEHMNA U HAPYLLIEHHOro POACTBa. 3a MOBTOPAOLWMMUCA CHOXKeTaMK pacnaga
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CEMbWN MOXHO YBUAETH HECNOKOMCTBO PEXMNCCEPOB MO MOBOAY KPU3MCa CEMEMNHBbIX
OTHOLUEHWI B MOMEHT Nepexoa OT TPaANLMOHHOIO yKAaAa K HOBbIM MOAENAM CEMbU.
DTV KapTUHbI GUKCUPYIOT HaMPSXKeHNE MeEXAY COXPaHALLMMUNCA NPeACTaBAEHUAMM

O POAUTENBCKOM JOATe N NPEEMCTBEHHOCTM NMOKOJAEHWI, C OAHOW CTOPOHBI,

N MEHSAOLLMMNCA COLMANbHBIMU POASIMU U GOPMaMM YaCTHOM XKN3HU — C APYTOMA.
Mo3TOMy ceMelHbI KOHPIMKT MOXHO TPaKTOBaTb B KayecTBe cMMMNTOMa 6onee LWMpPOoKmX
COLMaNbHbIX U3MEHEHWNN, NEPEXMBAEMbIX COBPEMEHHbLIM Ka3axCTaHCKUM O6LLLECTBOM.

CpaBHeHue $p1AbMOB OCHOBHOIO Kopryca ¢ 6osee paHHUMWU KapTUHaMK, B YaCTHOCTU
¢ «bosmaraH Bananbik WakK», MOKa3bIBAET, UTO OTAENbHbIE CHOXKETbI U BM3YyasibHblE
MOTMBbI CyLLLECTBOBAN B Ka3axCTaHCKOM KMHO v npexzae. Cneyndurka «cne3oToumBomn
BOJIHbI» 3aK/JIFOYAETCA HE B M30OPETEHMM 3TUX INEMEHTOB, @ B UX KOHLLEHTPaL MK
N peryasapHoOM BOCMPOM3BEAEHMM B MacCOBOM KnHO. Obpasbl CTpajatoLlein matepy,
nnavyuiero pebeHka, yTpayeHHOro 40Ma, OTKPbLITOro Noss, ZOPOrn N OAMHOKOTO AepeBa
CKNaZbIBArOTCSA B YCTOMUMBbBIA UKOHOrPahnueckmii 1 SMOLIMOHaNbHBIN penepTyap.

Vx NnoBTOPSEMOCTb NO3BOASET NPEAMNONOXKMUTL, UTO PeYb MAET O crocobe
XYAOXECTBEHHOTO OCMbIC/IEHNSA CEMEMNHOTrO OMNbiTa B COBpeMeHHOM KasaxcTaHe.
DMOUMOHaNbHOE BO3AeNCTBME 3TUX QUNBMOB CO343a€eTCs MOCPEACTBOM KPYMHbIX
NNaHOB MAYyLLNX 1L, NOAYEPKHYTO SKCNPECCUBHOM MUMUKM, 3aMEeANEHHOW CbEMKM,
NONYASPHbIX MECEH O BaXXHOCTU POAN MATePU B XKM3HWN YesloBEKA U MOBTOPAHOLLMXCA
CUEH BCTpeYM, yTpaTbl Y MPUMUPEHMA.

MpeanoxXeHHOE B CTaTbe MOHATME «Ka3axckas C/1€30TOUMBas BOJIHA» HE MpeTeHayeT
Ha OKOHYaTe/IbHOe onuncaHme 3Toro AsaeHns. OHO NpeacTaBaseT cObOM NOMbITKY
3apMKCMpPOBaTb HOBbIM 3Tamn Pa3BUTUA Ka3axCTaHCKOrO MaCcCOBOrO KMHO U MPeANOXUTb
cnocobbl AN €ro JanbHenLwero ncciesoBaHma. B aTon nepcnektnBe 0cobblin MHTEpEC
NpeAcTaBASET U3yYeHNe IMOLIMOHANbHOW KyNbTypbl COBpeMeHHOro KasaxcraHa, uctopum
YYBCTB U KONNEKTUBHOM NaMATK, KOTOPbIe, Kak MOKa3biBaeT NPOBEAEHHbIA aHan3,

BCE Yalle Noay4YatoT Bblpa>keHNe MMEHHO B NMOMYAsiPHOM KMHO.

PacnpocTtpaHeHne ceMenHbIXx MenogpamM MOXHO paccMaTpuBaTh Kak OAWH
13 NPU3HaKOB TpaHCHOPMaLMM SMOLIMOHAIbHOW KybTypbl COBpeMeHHoro KasaxcraHa.
Ecnv asmoumoHanbHas KynbTypa onpesenseT, Kakme YyBCTBa M B Kakux popmax
NPU3HAKTCA AOMNYCTUMbIMW AN NYGAUYHOIO BblpaXKeHMs, TO aHanM3npyemble GUAbMbI
AEenaroT BUAMMbIMU NEPEXNBAHMA, NPeEXAe OCTaBaBLUMECA MPENMYLLECTBEHHO B chepe
YACTHOM XXWN3HW.

MaccoBoe KMHO ob61ekaeT UyBCTBa B Y3HABAaEMYHO U COLMANbHO NMPU3HAHHYHO
dopMy. ITO NO3BONSET FOBOPUTL 06 N3MEHEHUN CMTOCOBOB NYyHANYHON apTUKYAALUN
yyBCTB. [oBTOpAOLLEeecs obpalleHne K 0bpazam cTpagaHns MOXKeET cnocobcTBoBaThb
GOPMMUPOBAHNIO CUMBOIMUYECKOTO A3blKa, MOCPEACTBOM KOTOPOTrO MepexmBaHus,
cBA3aHHble ¢ 60/1bI0 yTpaThl U YYBCTBOM BUHbI, CTAHOBATCA BUAMMbIMU U AOCTYMHbIMU
ANs Ny6AMYHOrO OCMbICNEHMS.
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JNS LUTVIPOBAHMA Cmawnnosa, VHHa. «CoBpeMeHHOe Ka3axCTaHCKOe XXEeHCKOe KMHO: MeXay
"BpeMeHeM peannsyeMoin BO3IMOXHOCTU" 1 HaLMOHaNbHOW Tpaguumnen». Saryn,

T. 14, N2 3, 2026, c. 53-72, DOI: https://doi.org/10.59850/SARYN.3.14.2026.382.

KJIFOUEBBIE C/IOBA KasaxcTaHCKuiA XXEHCKUI KUHeMaTorpad, XeHLLMHbI-PEXNCCepbl, aBTOPCKUIA
KMHOA3bIK, XXEHCKas CyObeKTHOCTb, BPEMS pean3yemMor BO3MOXHOCTH, 3CTETMKA

NPUCYTCTBUSA, TaKTWUIbHAs BMU3YyasbHOCTb, MeJJ/IEHHOe KUHO, HaLlMoHa bHas
Tpaauums.

bnArogAPHOCTM ABTOp Bblipaxxaet 6J'IaI'OAapHOCTb dHOHVMMHbIM peueH3eHTaM >XypHaJa 3a LeHHble
3aMeYaHnAa N pekomMeHaaunm, cnocobcTeoBaBLNe COBEPLUEHCTBOBAHUIO CTaTbu.

ABTOp McKpeHHe brarogaput MN'ynbHapy OlipaToBHY AGrKeeBy 3a NOALEPXKKY,
LieHHble COBETbI U BAOXHOBEHWE NMPU NOATOTOBKE UCCIeA0BaHNS.

3AABIEHWE OB NCMOJIb30BAHUM Hactoswwmm 3asBieHeM aBTOp OTMEYaeT, YTO Npu NOArOTOBKE

MHCTPYMEHTOB NCKYCCTBEHHOTO CTaTbW UHCTPYMEHTbI MCKYCCTBEHHOTO MHTENNEKTa MPUMEHANNCH

WHTEJINIEKTA UCKNHOUNTE/IBHO B KayecTBe BCMOMOraTeIbHOro CpeAcTsa. A UMEHHO
[J151 IPOBEPKYM U YNyULLEHUS A3bIKOBOTO OQOPMIEHNS TEKCTA,
YTOUHEHUs OTAENbHbIX GOPMY/IMPOBOK, a TakXKe NMpu NepeBoje
TEeKCTa Ha Ka3axCKui 1 aHrAMACKniA f3blku (HerpoceTb ChatGPT).
McKyCCTBEHHBIV MHTENNEKT He UCMO/Ib30BaNCA A1 CO3aHMs HayYHbIX
pe3ybTaToB, GOPMUPOBAHUSA BbIBOAOB, aHaAM3a AaHHbIX, Pa3paboTku
KOHLIeNUuM NCCef0BaHNA AN TeHepaLn HayYHOro CogepsKaHus.
ABTOp HeceT MOJIHYt0 OTBETCTBEHHOCTb 3@ COZep>KaHue CTaTby,
[OCTOBEPHOCTb NMPEACTABAEHHbIX JaHHbIX, KOPPEKTHOCTb LIUTUPOBAHNS
WCTOYHMKOB 1 COOTBETCTBME PaboTbl TPEOOBAHMAM HayUHON STUKM.

AHHOTALMA. CTaTbs NOCBALLEHA UCCNEA0BAHUIO XYAOXECTBEHHOW CreundmKn COBPEMEHHOToO
Ka3axCTaHCKOro XEHCKOro knHematorpada kak AMHaMUYHOIO ABMEHWS HALMOHaIbHOM KYAbTypbl,

B KOTOPOM MePeoCMbICATCA TPAAULMOHHBIE MPEeACTaBAEHNA O POAN XKEHLLMHbI, GOpMax ee coLmanbHOro
NPWCYTCTBUA M crocobax aBTOPCKOro BbickasbiBaHUs. Ha Matepuane dpunbmos «Tyi» (2023) Wapunbl
Ypazbaesoit, <MagmnHa» (2023) AlixaH Kacbimbek, «/lactouka» (2024) Manvkn MyxamepaxkaH, «Benowax»
(2024) Acenb AyiakumoBoW, «MpsaHKKK 415 ee OTLA, MOEro npagesa, ee gesa» (2024) AnvHbl MyctaduHom

n «Mobegutenein BuAHO Ha ctapte» (2025) XXaHHaT ANLLaHOBOW packpbiBatOTCA 0COBEHHOCTV GOpPMUPOBaHUA
aBTOPCKOro KMHOA3bIKa COBPEMEHHbIX XXEHLLMH-PEXNCCEPOB.

MeTog010rMyeckyro OCHOBY MCCIeA0BaHNSA COCTaBASAIOT KUHOBEAUECKUM U CPAaBHUTEIbHO-aHAIMTUYECKUTA
MOAXOZAbl, KOHLEMUMSA «3CTETUKM aTMOChepbl» [epHOTa BEMe, TeopUs TakTUNBHON BU3yaabHOCTY Jlopsbl
Mapkc, kaTeropusi HesaBepLUEHHOTO byayliero 3pHcTa baoxa, a Takke nccnefoBaHUS MEANEHHOTO KUHO
(slow cinema) n pabotbl lN'ynbHapbl AbrkeeBOR, MOCBALLEHHbIE TPaHCPOPMaLLMM HOBEMLLErO Ka3axcTaHCKOro
KnHemaTorpacda. TeopeTryeckmin CUHTE3 3TUX MOAXOA0B MO3BOJAET paccMaTpMBaTh GUAbMbI Kak
MHOIOYpPOBHEBbIE CMbIC/IOBbIE CTPYKTYPbI, B KOTOPbIX BU3yaabHas GopMa CTaHOBUTCS COCOBOM OCMBbICIEHUSA
CoLManbHON peanbHOCTH, KEHCKONM CyObEKTHOCTU Y U3MEHEHWS aBTOPCKOW OMTUKUN B PEXMCCYpPE.

AHanuns nccnesyemMbix KapTUH BbISBASET XapaKTepHble YepTbl KMHOA3bIKa COBPEMEHHOTO Ka3axCTaHCKOro
>KEeHCKOro KvHo. Ero cBoeobpasve popmMmpyeTcs Ha nepeceyeHnmn 0cobo opraHnsauunm «<BpemeHmn
peanvlyemMoi BO3MOXHOCTW», «aTMOChepbl MPUCYTCTBUS» Kak GOpMe UyBCTBEHHOTO MPUCYTCTBUS,
TaKTUABHOCTU N306PaXKEHNS 1 BHYTPEHHETO AMaNora XEHLLMHbI C HaLMOHaNbHOW TpaauLmel. MokasaHo,
UTO TPAAMULMOHHAsA KybTypa He NOZBepraeTcs NPSMOMY OTPULL@HUIO, HO CTAHOBUTCS NosieM pediekcuu,
rae BHYTPEHHWUIA OMbIT repovHM GOPMUPYET HOBYHO ApamMaTypruydeckyro NOrnKy 1 yTBEPXKAAET XKEeHCKYH
CyH6beKTHOCTb.
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CmaunnoBa, VHHa. «Kasipri kasakcTaHAbIK aviensep KMHOChI: “>y3ere acy MyMKIiHZri
yaKbITbl” MeH YATTbIK ASCTYP TOFbICbIHAA». Saryn, T. 14, N2 3, 2026, 53-72 6.,
DOI: . (Opebicua)

KasakcTaHablk anengep knHematorpadbl, avien pexxuccepnep, aBTopablk KMHO Tifi,
avien cybbeKTUBTINIT, Xy3ere acy MYMKIHAIM yaKbITbl, KaTbICy 3CTETUKACHI, TAKTUAbAI
BU3yazblblK, 6asy KUHO, YATTbIK ASCTYP.

ABTOP MakanaHbl XeTiagipyre biknan eTkeH KyHZAbl Nikipaepi MeH YCblHbICTapbl YLLiH
KypHanablH aHOHUMAI peLieH3eHTTepiHe anfbic bingipesi. CoHga-ak aBTop 3epTTeyai
JalibiHaay 6apbiCbiHAa KOPCETKEH KOAaYbl, KyHAbl KEHECTEPI MeH LabbIT 6epreHi
yWiH M'ynbHapa OlipaToBHa ABukeeBafa LbIHAMbl affbiCbiH Bingipei.

Ocbl ManiMAeMe apKbl/ibl aBTOP MaKaiaHbl AalibiHAay 6apbiCbiHAA dKacaHAbl
WHTENNEKT KypanjapbliHbIH TEK KOMEKLUI Kypan peTiHAe KONAaHbIIFaHbIH
xabapnangbl. ATan antkaHaa, XacaHabl UHTENNEKT Kypaasapbl: MaTiHA
Kasak, >xaHe afblLLbIH TiIAepiHe ayAapy KesiHge Tingik pacimgenyiH Tekcepy
KoHe XeTingipy makcatbiHaa (ChatGPT Hepoxkenici). XXacaHabl MHTenekT
FBIIBIMW HBTUXKENEePAi XKacay, 3epTTey Ty>KbIpbIMAAPbIH KaabiNTacTbIpy,
AepekTepai Tangay, 3epTrey Ty>KbipbiMAaMachlH 33ipaey HeMece FblibIMU
Ma3MyHZbl reHepaLmanay MmakcaTbliHAa KOAAaHblIFaH oK. ABTOP MakanaHblH,
Ma3MyHblIHa, YCbIHbIJIFaH AepekTepaiH, AyPbICTbIFbIHA, Aepekke3aepre
cinTeMenepsin, KOPPEKTINiriHe XXaHe XYMbICTbIH FbIbIMY 3TVKA TananTapbiHa
COMKecTiriHe TONbIK Xayan bepes,.

Makana yaTTbiK, MaAEHNETTIH MaHbI34bl KyObIIbIChI PeTiHAe Kasipri kasakCTaHAblK aengep
KvHemaTorpadbiHbIH KepKemaik epekLlenikTepiH 3epTreyre apHaafaH. by KyOblabiC ascbiHAa aMiensiH
KOfaMZafbl pei, OHbIH KepiHic Taby popmManapbl MeH aBTOPAbIK OMAbl Bingipy Tacingepi AaCTypAi TyCiHikTep
TYPFbICBIHAH KapacTbIPbIaAbl.

3epTTey maTepuansl peTiHzae LLspuna OpazbaeBaHbiH «Tyi» (2023), AlixkaH KacbimbekTiH «MaguHa»
(2023), Manvka MyxameaxxaHHbIH «Kapabiraw» (2024), Acenb AyliakmmoBaHbiH «Benowax» (2024),
AnvHa MyctaduHaHblH «OHbIH, 9KeCiHe, MEHIH, apfbl aTama, OHbIH, apfbl aTacbiHa MipaHAik» (2024)
XaHe XaHHat AnwaHoBaHbIH, «TaHaay» (2025) dunbmaepi anbiHabl. Ocbl duabmaep HerisiHae Ka3sipri
aien pexunccepnepain aBToOpAbIK KMHO TiNiHIH, KaabinTacy epekLenikTepi kapacTblpbliazbl.

SAicHaManblk Heri3iH canbICTbipMabl-Taagamanblk KaHe KMHOTaHYLLbIIbIK 84icTep, COHAan-ak FepHOT
BémeHiH aTMocdepa acTeTnkachl, Jlopa MapKCTbiH TaKTUAbAT BU3YyanbliblK TEOPUAC], IPHCT BAOXTbIH,
asKTanMafaH yakbIT punocoduscel, slow cinema scteTukacbiHa apHanfaH 3aMaHayw 3epTTeysep KaHe
l'ynbHapa AbrikeeBaHblH, Ka3ipri ka3ak, KMHOCbIHbIH KOPKeMAIK TiNiHe KaTblCTbl eHbeKTepi Kypanabl. byn
ToCiNAepAiH TeopuAbIK CUHTE3I PUAbMAEPAI KypAeni yfbimaap peTiHie kapacTblipyfa MyMKiHAIK 6epesi,
OHJa BM3yanabl Gopma a1eyMeTTIK LUbIHABIKTbI, 9eN CyObeKTUBTINIMH XaHe pexunccypa A3CTYpPiHiH
TpaHchopMaLMACLIH NarbiMAay TacCiiHe aliHanagbl.

Tanpay HaTUXKeCiHAE Ka3ipri Ka3akCTaHAbIK aenfep KMHOCbIHbIH, KWHO TifliHe ToH Heri3ri benrinep
aHbikTanzbl. OHbIH, ©3iHAIK epekLueniri keninkepAid, 6actaH KeLipeTiH yakbITbIHbIH, epeKLle yNbIMAACTbIPbINYbI,
KnHemaTtorpadusanblk KeHICTIKTIH «ce3iMAiK kaTbicy popmackl» peTiHaeri aTMocdepachl, TakKTUAbAI
BW3YyaNAblablK XaHe aMensiH ASCTypAi a1eyMeTTiK peniH KanTa nanbiMaay apkblabl Kaabintacagbl.

ATanfaH 3cTeTUKanblk Kypamaac 6eniktepaiH e3apa biknaagacTbifbl 9ien pexunccepaepaiy, aBTopbIK,

i34 eHICIHIH, epekLueniriH ankpiHAanAbl. MyHAa KerinkepaiH ilwki Toxipnbeci duabM ApamaTypruscbiHbIH,
Heri3iHe alHabIM, an «KaTbiCy 3CTETMKAChI» LWbIHAMbIALIKTbI CE3iHY MEH NabIMAayAblH epekLle Taciai

peTiHAe KepiHic Tabagbl.
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develop the research concept, or produce scientific content. The author bears

full responsibility for the content of the article, the reliability of the data presented,
the correct citation of sources, and the work’s compliance with research ethics
standards.

This article examines the artistic specificity of contemporary Kazakh women'’s cinema
as a significant phenomenon of national culture, where traditional notions of women'’s social roles, forms
of social presence, and modes of authorial expression are reinterpreted. The study analyzes Tul (Lonesome,
2023) by Sharipa Urazbayeva, Madina (2023) by Aizhan Kassymbek, Lastochka (The Swallow, 2024) by Malika
Mukhamedzhan, Veloshakh (2024) by Assel Aushakimova, Pryaniki dlya ee ottsa, moego pradeda, ee deda
(Gingerbread for Her Dad, My Great-grandfather, Her Grandfather, 2024) by Alina Mustafina, and Pobeditelei
vidno na starte (Becoming, 2025) by Zhannat Alshanova, revealing the distinctive features of the authorial
cinematic language developed by contemporary women filmmakers.

The methodological framework of the study is based on film studies and comparative-analytical approaches,
Gernot Bohme's concept of the aesthetics of atmospheres, Laura U. Marks' theory of haptic visuality, Ernst
Bloch's category of unfinished temporality, contemporary studies on slow cinema, and Gulnara Abikeyeva's
research on the transformation of contemporary Kazakh cinema. The synthesis of these approaches makes
it possible to interpret the selected films as multilevel semantic structures in which visual form becomes

a means of rethinking social reality, female subjectivity, and shifting authorial optics in directing.

The case studies analysis reveals the defining features of contemporary Kazakh women'’s cinema. Its artistic
specificity is shaped at the intersection of a special organization of the “temporality of realizable possibility,”
the "atmosphere of presence” as a form of sensory presence, image tactility, and the heroine’s internal
dialogue with national tradition. It is demonstrated that traditional culture is not subject to direct negation
but rather becomes a field of reflection where the heroine’s internal experience forms a new dramaturgical
logic and asserts female subjectivity.
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CouwmanbHO-NoAUTUYECKMe TpaHCPOpPMaLMN NOCNEAHETO fecATUNETUS (BKItOYas
rnobanbHble KpM3KChl, sHBapcKmne cobbitna 2022 roga B KazaxctaHe n U3meHeHums
NHCTUTYLMOHANbHOW Cpesbl) akTyannsnposanu npobaeMy M3MeHUYMBOCTU U COLMaNbHOM
YA3BUMOCTU NPUBLIYHOTO XM3HEHHOrO nopaaka. [laHHas AnHamumka obycnosuna CABUT
B BOCMPUATUN peanbHOCTU: OT CTaTUYECKOW, NPeACcKasyeMon MOZENN K MPoLeccyanbHON
N NOABWMXKHOW. B 3TUX YCNI0OBUAX Ka3axCTaHCKMIM KnHemaTorpad CTaHOBUTCS BaXKHOW
NNOLLAAKON OCMbICIEHUS TpaHCGOpMaLMK OBLLECTBEHHOW YYBCTBUTEIbHOCTY,

rae KJo4eByo poJib HauMHaeT nrpatb nepecbopka CybBbEKTHOCTM U NOUNCKM HOBBbIX
bOpPM XyL0>XXeCTBEHHOM BblPa3nTeNbHOCTY.

CoBpeMEHHbIN Ka3axCTaHCKNIM, 0COBEHHO aBTOPCKUIA, KMHeMaTorpad no-cBoemy
pearvpyet Ha npoucxoasilee’. VI3BeCTHbIN nccnegoBaTtelb OTEHYECTBEHHOTO KMHO
l'ynbHapa ABrKeeBa xapakTepu3yeT ero kak KuHematorpad, npesHasHaueHHbIM
«hOpMMPOBaTL HaLLy FPaXkAaHCKy MO3MLMIO, OTPaxXkaTb MOJNTUYECKME N COLMANbHbIE
npobsembl, GOpMMpPOBaTbL HPABCTBEHHbIE LLEHHOCTU» N B LIeNIOM FOBOPUTb O XXN3HM
obuiectBa (KuHo Hezasucumozo KazaxcmaHa 324). Hanbonee oT4eTANBO 3TM NPOLLECChI
NPOABASAIOTCA B TBOPYECTBE COBPEMEHHbIX XXEHLLMH-PEXNCCEPOB, KOTOPbIE B CUTyaLUn
coumanbHbIX TpaHchopmaLmii obpalLatoTcA B CBOMX KapTUHAaX K BOMPOCaM JNYHOWN
cBobOAbI M OTCTanBaHUA COHBCTBEHHOTO Bbibopa. M eciv B My>KCKOW TpaanLmm
aBTOPCKOro KMHO COLManbHasa peasbHOCTb Yallle OCMbICAAETCA Kak nosie KOHGAMKTa
W AeNCTBMSA, TO B IEHTaX COBPEMEHHbIX OTeUYECTBEHHbIX PEXMCCEPOK OHa NpeBpaLLaeTcs
B HEUTO MHOe.

B nrpoBbix 1 fOKyMeHTanbHbIX GuabMax nocaegHux aet — «Kpisbin AHap» (2021),
«Tyn» Wapwunel Ypaszbaesown (2023), «MaguHa» AnxaH Kacbimbek (2023), «JlacTouka»
(2024) Mannkn MyxamepgxaH, «Benowax» Acenb Aylwaknmosoin (2024), «MNobegutenein
BMAHO Ha ctapTe» XXaHHaT AnwaHoBown (2025), «[MpaHunkn ans ee oTua, MOero npagesa,
ee gesa» AnnHbl MyctadurHo (2024) n apyrux — XXeHLMHbI-pexmccepbl GopMUpYOT
0CObbIV TMMN aBTOPCKOTO BbicKa3biBaHMA. O6beANHAOLWNM A8 STUX KAPTUH CTAaHOBUTCA
KOHOANKT MeXAY BHYTPEHHUM MUPOM FrepOouHb 1 COLMaNbHOM CPeAon C TPaAULMOHHBIMK
NpeACTaBAEHUAMM O PON XKEHLLMHbI B CEMENHOWN Mepapxmm, MOPaabHbIX OXUAAHWUI
obuecTBa 1 CKpbITbIX GOPM COLMANbHOTO AaBAEHUA.

Bonpoc o cneyundunke coBpeMeHHOro »eHCKoro KMHo KasaxcraHa y>ke CTaHOBUTCA
npeAMETOM OTeUECTBEHHbIX NccnesoBaHni. Kak oTmevaeT . AbukeeBa, B NocieaHune
rogbl B KazaxcraHe chopmMrpoBasiocb HOBOE MOKOJIEHME XEHLMH-PEeXMCCepPOsB,
CaMOCTOATENbHO CO3JatOLLMX aBTOPCKME GUIbMbl U NpeaaararoLmx HoBble CNocobbl
pa3roBopa O KyNbTYPHOW UAEHTUYHOCTN N COBPEMEHHOM obLyecTBe: «)KeHCKOe KMHO
Bce 6osblue 1 6onblue HaumHaeT obpalyatb Ha cebsa BHMMaHMe. B KazaxctaHe oHO
BaXKHO He TeM, YTO B HEM MOABUINCH “>XEHCKME TeMbI”, — APYron cTana cama OnTuKa:

06LLeCTBO MOKa3aHO r1a3amm XXeHLUMHbI»

1 B cTaTbe TEPMUHbI «Ka3axcKuii» U «KasaxcTaHCKUn» («TpaHchopMauma: OT apTxayca —
YNOTPEBAAIOTCA B CNEAYIOLLMX 3HAUEHWAX: «Ka3aXCKuib» o 3pl/ITe}1ﬂM»).
NPenMyLLLeCTBEHHO OTHOCUTCA K STHOKYIbTYPHOMY
U A3bIKOBOMY KOHTEKCTY, «Ka3axCTaHCKNn» |/|CKyCCTBOBe,D| App,aK POcyHOBa
ncnonbyetca Ana 0603HaYeHUA HaLMOHaAbHOro yKa3blBaeT Ha aKTYBM3aLMIO0 XEHCKOTO
KyNbTypHOro npoctpaHctea Pecnybanku KasaxcraH
B LLe/IOM. XyAO>XXeCTBEHHOIO BblCKa3blBaHMA
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KakK Ba>XKHYHO YepTy COBPEMEHHOM KybTypHOM Xun3HW KasaxctaHa (109). Kamuna
labapawmnToBa 1 Hasmpa MykyLueBa paccMaTpMBatoT COBpeMeHHOEe GeMUHUCTUYECKOE
KnHo KasaxctaHa yepes no3Tnyeckne CUMBOJIbI U XYAOXECTBEHHbIe MPUEMbl KNHOA3bIKa
(30-48). KpuctnHa MuxanoBa, MONOAOW yUeHbIV 1 pexxmccep, obpaluaeTcs

K 0COBEHHOCTAM KMHOA3bIKA a3MaTCKOro aBTOPCKOrO KMHO B KOHTEKCTe MeTaMoAepHM3Ma
(Muxawnosa).

B HacTofLLEM UCCnef0BaHUM 3TOT HaYYHbI KOHTEKCT NOJyYaeT fajbHenllee pa3Butne
yepes aHann3 knHematorpadpuyeckon Gopmbl. B LeHTpe BHMMaHNSA HaXOANTCA KNHOA3BIK
— B3aMMOJENCTBNE BPEMEHMW, MPOCTPAHCTBA, PUTMA, AIMTENbHOCTUN KaZpa, CBETa, 3BYKa,
LBeTa, ABMXKEHNA N PakTypbl n3obpaxeHuns. VIx couetaHmne paccmaTpmBaeTcs Kak cnocob
bopMMpoBaHMA BHYTPEHHEN NepCcrnekTUBbI FePOUHb M XyAOXECTBEHHOrO OCMbIC/IEHNUSA
MX COLMaNbHOro OMbITa U IMYHOrO BblibOpa.

MNMopobHoe n3MeHeHne oNTUKM 3aKOHOMepPHO TpebyeT n ocobeHHoro cnocoba
KnHeMaTorpaduyeckoro BOMAOLLEHNS Yepe3 OpraHn3aLmnto KMHOMPOCTPaHCTBA.
JnvTenbHOCTb Kagpa, M3MeHeHVe TOHabHOCTU U pacTaXXeHne putMa aneaivpyrot
K MO3TUKE MEeANEHHOrO KMHO M COo3epLiaTeNbHOM TPaAuLMN B aBTOPCKOM KnHemMaTorpade
XX Beka. B paboTtax pexuccepos 3tor Tpaamunm (AHapen TapkoBckunia, Teo AHrenonynoc,
Bena Tapp) 4ANTENBHOCTb BbICTYNaeT MHCTPYMEHTOM ¢unocopckon pedaekcmm
O BPEMEHW ¥ YeNoBeYeCckOM CyLLlecTBOBaHMM. Tak, TapKOBCKMIA onpeaenan npuposy
KMHO Kak ocobyto popmy paboTbl CO BpeMeHeM, yTBepXKaas, YTo 3ajava pexmccepa
COCTOUT B TOM, UTOBbI «3aneyatneTb Bpems B ero GpakTmyeckoM TeYeHNn 1 JaBaeHum
BHYTPW Kagpa» (69). [lpyrov apkui npeactaBuTenb NOA0OHON GOPMbI, rpeyeckmii
kKuHemaTorpadumct Teo AHrenonynoc, B UHTEPBbIO JHAPHO XOPTOHY Ha3biBaeT
cosepLaTenbHOE BPEMSA He OTCYTCTBMEM JEWCTBUSA, @ CMOCOBOM CyLLeCTBOBaHMA
KnHemaTtorpaduyeckoro obpasa. OH oTMeyaeT, UTO nay3bl NO3BOAAIOT 3pPUTENIO He BbITb
«MaHUNYIMPYEMbIM MOHTa>XOM>», a CyLLLeCTBOBaTb OAHOBPEMEHHO BHYTPU U CHapy>Xu
burnbma, CoXxpaHaa KPUTUYECKYHO ANCTaHLMIO. TO eCTb B LIeHTpe OKa3blBaeTCA Bpemsa
Kak ¢opma cosepuaHua (Horton 106-107).

OaHako B XXEHCKOM aBTOPCKOM KMHemaTorpade 3ta pabota co BpeMeHeM noay4yaet
WHYH HamnpaBieHHOCTb. [oka3aTesbHa no3uuns benbruinckoro pexxuccepa LWaHTtanb
AkepMmaH. B ee dunbmax: Jeanne Dielman, 23 quai du Commerce, 1080 (1975), «Bctpeun
¢ AHHOW» (1978), «MneHHuybl» (2000) — 3aMesneHre He ABNSETCA TONbKO CO3epLaTebHO-
3K3MCTEHUManbHoN popmoit. Bpems He npocTo 3ameansercs, a pacnagaercs
Ha noBTOpsAtOLMECH ObITOBbIE AEWCTBUSA, AeTaNu NPOCTPaHCTBa U pUTMbI. [og06HO
6eprcoHOBCKOMY NMOHMMaHWUIO durée Kak KaueCTBEHHOW BHYTPEHHEN ANNTENBbHOCTY,
NPUHLMNNANBHO OTANYHOW OT OAHOPOAHOrO n3Mepsemoro BpemeHu (Bergson 90, 104),
BpeMsi He COBMaZaeT C NOBCEeAHEBHON MOHOTOHHOCTbIO, OHO MEPEXMUBAETCS Kak HacoeHne
coctosiHuK. Ecam y oagHoro 13 Hanbonee nocnegoBaTeNbHbIX NpeacTaBuTeNen slow cinema
Benbl Tappa Bpems npescTaeT Kak cCamoCTOATeIbHAA OHTONOrMYeckan Kateropus, rae,

Mo C/I0BaM pexunccepa, «octaetcs Tonbko BpeMs» (“all that remains is time”) (Ranciere),
TO y AKepMaH BpeMs CTaHOBUTCA GOPMOI BHYTPEHHErO KOHPIMKTa. OHO He MPOCTO
TeyeT. o Mbican pexunccepa u Kputnka CbrtozeH COHTar, CMbIC1 NPOU3BEAEHUA
pacKpbIBaeTCA Npexae Bcero yepes cnocob ero CyLecTBOBaHNA Kak GopMbl,

a He yepe3 NOWUCK CKPbITbIX 3HaUeHu (Sontag 12).
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Hemeukui punocod MNepHoT BEMe paccmaTpmBaeT aTMocdepy kak ocoboe
MPOCTPaHCTBO MPUCYTCTBUSA, BO3HMKaIOLLee BO B3aNMOAENCTBUN MPOCTPAHCTBA,
OKpY>KatoLLLen cpeabl N BOCMpUHMMatoLWero cybbekta. ATMocdepa y béme —
3TO NPOMEXYTOUYHOE COCTOAHME MEXAY OHBbEKTOM (KaZpOoM) 1 CybbekTOM (3puTenem),
KOTOpPOEe B KMHO JOCTUTaeTCs 3a CHET «HaCTPOWKM» MPOCTPaHCTBEHHO-CBETOBOM
cpeabl kKagpa. ATmochepa GpopMmpyeT 3CTETUUECKUI ONbIT eLLe A0 PaLnMOHaNbHON
WHTepnpeTaumnm NPONCXoAALLEro U CTAaHOBUTCA CAMOCTOATENbHBIM HOCUTENEM
XyAOXECTBEHHOTrO CMbIC/a. B 3TOM nepcnekTnBe 3cTeTNKa MOHMMAeTCA Kak 3CTeTuka
bur3nyeckoro NpUCyTCTBUA, OCHOBAHHAA Ha YyBCTBEHHOM MepexXmnBaHUm NpoCTpaHCTBa
(Bohme 25-31). MNpnMeHNTENBHO K COBPEMEHHOMY Ka3axCTaHCKOMY XXEHCKOMY KMHO
3TO NO3BOAAET paccMaTpmBaTb aTMOchepy Kak OANH 13 31eMEHTOB aBTOPCKOro
KMHOA3bIKA, MOCPEeACTBOM KOTOPOroO BHYyTPEHHee COCTOAHME repOVHU PackpblBaeTCs
yepes 0cobyro opraHn3aLmMIo NPOCTPaAHCTBa, CBETA, 3BYKA, LiBeTa U ANTENbHOCTN Kajpa.

HecnyuarnHo koHuenuua béme conpukacaeTcs ¢ Teopuen TakTUAbHOTO N306pakeHns,
npeanoxeHHown Jlopon Mapkc. B kHure The Skin of the Film nccnepgoBatenbHuua
OTMeYaeT, YTO KMHO CMOCOBHO BO3AeNCTBOBATb Ha 3pUTeNs Yepes BU3yaabHOe
nepexwmnBaHune TenecHon 6an3ocTn n3obpaxxeHns Yyepes TeKCTypy CBeTa, ABUXKEHUS
n npoctpaHctea (Marks 162-164).

B cBA3M € 3TMM BO3HMKaeT nccnegoBatenbckas npobaema: kakum obpazom
KOHCTPYMPYETCA aBTOPCKUIN KMHOA3bIK COBPEMEHHbIX Ka3aXCTaHCKMX XXEeHLLMH-
peXnccepoB 1 Kak B3aMMOAENCTBME COoLManbHOW TpaHchopMaLLmm, KaTeropum
«BPEMEHW peannsyeMor BO3MOXHOCTM» U «aTMocdepbl MPUCYTCTBUA» onpesenseT
€ro xyAo>ecTBeHHOe cBoeobpasve?

[ns oTBETa NONOXKEHWNSA, PAaCCMOTPEHHbIE Bbllle, 0O6BEANHAOTCA B ABE aHaNIUTUYeCKne
KaTeropuu, onpesenstolime ganabHenwm aHanms GuabMoB.

MNepBas packpbiBaeT COLMabHOE MPOCTPAHCTBO Kak «BPeMS peann3yemort BO3MOXHOCTN»
repouHu, rae counanbHasa TpaHchopMaLma NPOABASETCA Yepe3 NocTeneHHoe nNpeoAoneHve
npeaonpeaeneHHoCTH, a IM4Hoe camoonpeseneHve GopMmpyeTcsa Kak BHyTpeHHee
nepexvBaHue ellle He OCyLLLeCTBNIEHHOrO, HO y>e CTaHoBALLeroca byayuiero.

Bropas paccmatpuBaet atMochepy NpUCyTCTBMA Kak 3CTeTUYECKYHo GOpMy 3TOro
CTaHOBJ/IEHUSA, TAe KajpOBOe NPOCTPAHCTBO, PUTM, ABMXKEHWE, CBET, 3BYK, ANNTENBHOCTb
N TaKTUNBHOCTb M306paXKeHNs AeNaroT BHYTPEHHUIA ONbIT FTEPOUHU YYBCTBEHHO
BOCNPUHMMaEMbIM.

CoyuaneHas mpaHchopmayusa Kak «epemMs peasausyeMoli 803MOXXHOCMU»

OZHVM 13 KNHOYEBbIX BOMPOCOB COBPEMEHHOTO XXEHCKOro KMHemaTorpada cTaHoBMUTCA
COOTHOLLEHME COLManbHOW NpesonpeseNeHHOCTU U INYHOTO BbiIbOpa reponHb.
Kak otmeuaet nccnegosatens [pKyava SpxapT, KAPTUHBI, CO3AaHHble XXeHLMHaMM-
pexxmccepamm, «MrparoT BaxkHeWLLYO posib B POPMUPOBAHNN OTHOLLEHWA NHOAEN
K CBOEMY HaLMOHa/lbHOMY W KyNbTypHOMY Hacneauto» (Erhart 1), noguepkuBas,
YTO XXEeHCKOe aBTOPCKOe KMHO He TONbKO MpeasiaraeT HOBble CHOXKETbI 1 06pa3bl,
HO 1 PopMUPYET MHON CMOCOH OCMbICAEHNA NPOLUAON UCTOPUM N KYbTYPHOM
MAEHTUYHOCTU. Pa3BuMBas 3Ty MbIC/ib, aBTOP MOKAa3bIBAET, YTO XEHLLNHbI-PeXMNCCepbI
co3aatoT «bonee akTUBHBIN N pePNeKCUBHBIV UCTOPUYECKNA CyOBbeKT» (24).
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B oTeuecTBEHHOM >XEHCKOM aBTOPCKOM KMHO 3Ta TEHAEHLMA nosyyaet ocoboe
pa3BuUTME: TPAAMLIMOHHAA COLManbHasa POb XEHLLNHbI NepecTaeT BOCMPUHMMATLCA
Kak HeM3MeHHas JaHHOCTb W CTaHOBWUTCA MOJIEeM BHYTPEHHErO Ananora Mexay Tpaauumen,
O6LLLECTBEHHBIMW OXMAAHMAMU N TNUYHBIM BbIOOPOM repoVHU, OPUEHTUPOBAHHBIM
B OyayLiee.

DTOT MOMEHT BpeMeHn obocHoBan B KoHLenuuu The Principle of Hope ¢unocod
SpHcT bnaox. OH BBOaMT kKaTeropumto Not-Yet-Conscious, 0603HauaroLLyo CnocobHOCTb
yesnoBeka HbITb OTKPbITbIM K €LLe He peann30BaHHbIM BO3MOXHOCTAM COHBCTBEHHOTO
cywectBoBaHua (Bloch 3-18). CoBpemeHHble nccnegosatenn dpunocodumm bnoxa
oTMeuyatoT, uto kateropumsa Not-Yet o6o3HauaeT NpMHLUNNANBHYHO OTKPbLITOCTb YeNoBeka
HeBOMJ/IOLLEHHbIM NepcrnekTMBam 1 CNOCOBHOCTb BbIXOANTb 3a Mpesebl CyLeCTBYOLLEN
coumanbHou peanbHocTh (Gili and Mangone 8-9).

Hagexaa noHnmaetca baoxom He Kak naccMBHOe oxuaaHune byayLuero, a Kak akTMBHas
dopma, HanpaBaeHHasa Ha HPaBCTBEHHOE N IMYHOCTHOE CTaHOBAEeHMe. TO eCTb KaTeropus
Not-Yet — Bpems elue He NPMHATOrO peLleHns, HO y>Ke BO3HUKLLEN BO3MOXHOCTH
N3MEHUTb COBCTBEHHYIO CyAbby — ABNAETCA ABUraTenemM K CoumanbHOM TpaHchopmMaumm
repoviHb B HaLMOHaNbHbIX KapTUHAX.

B dunbme «Tyn» WWapwmnbl YpazbaeBon coumanbHbli KOHGANKT packpblBaeTCsa yepes
NCTOPUIO XEHLLMHbI, NOTEPABLUEN MYy>a, 1 ee NATHaALLaTUIETHeN fJoYepu, KOTopble
OCTalTCsA OAMH Ha OAMH C AONTAMU U XXMU3HEHHBIMU OHBCTOATENIBCTBAMM, BO3HUKLLUMMU
nocne ero cMepTv. Mup matepu NPUHaANEXNUT 3aMKHYTOMY COLIManbHOMY NOPAAKY,

B KOTOPOM 3aBMCMMOCTb >KEHLLMHbI BOCMPUHMMAETCA Kak ecTecTBeHHas popma
cyliectBoBaHusA. [locne cMepTn My>ka OHa BbINOHAET TpebyeMble OT Hee peLueHus
POACTBEHHMKOB 1 OKPY>KAOLLMX MY>KUMH.

[loyb, HaNpPOTKB, CyLLECTBYET B MHOW TEMMOPasbHOCTY, OHa HabtogaeT
3a NPONCXOAALLMM Kak Bbl CO CTOPOHbI: KaMepa NOCTOSHHO BO3BPALLAETCA K ee B3rsay,
bukcnpysa coumanbHyo NpobaemaTnky puabma: XeHwmnHbl 6e3 My>kumnHbl. Camo
Ha3BaHue «Ty1» UMEeeT CMbICIOBYHO HaMOJIHEHHOCTb. B Ka3axckoM A3bike OHO CBA3AHO
C COCTOAAHMEM YTpaThbl, OANHOYECTBA N OCTaBNEHHOCTY, a Ypa3zbaeBa onpegenser
3a/105KEHHbIN B Ha3BaHUWN CMbIC MPeXAe BCEro kak MeHTaslbHOe OANHOYECTBO —
COCTOsAHME YeNnoBeka, KOTOPbI OCTAaeTCA OANH BHYTPW cebs 1 YyBCTBYET, UTO €ro
HWKTO He noHuMMaeT (MuxannoBa). [03TOMy AaHHOE MOHATME OTHOCUTCA He TONbKO
K MaTepu, NoTepsABLUEN My>Xa, HO 1 K AoYepw, nepexunBatoLert cobcTBeHHOE BHYTPeHHee
oTuyxaeHue (cm. puc. 1, 2).

Pexxnccep nocnegoBatenbHO BbICTPaMBAET CHOXKET Uepes BHYTPEHHIOK OMTUKY
repovHU-NoAPOCTKa, barofaps KOTOPOW MPUBBIYHBIA YKAAJ, XEHCKOW 3aBUCMMOCTH
NOCTeneHHO yTpaumBaeT CBOe 3HaueHne. TeuyeHne npovcxoaailero obpallieHo
K KpyNMHOMY MaaHy avua AeBOoYKkM, NpuobpeTas xapaktep BHYTPEHHEN NpopaboTky,

B KOTOPOWN GpopmMmnpyeTcs BO3MOXHOCTb «ELle-He» kak ByayLiero Beibopa MonoAoro
MOKOJ/IEHWS, BbIPAaXKEHHOTO B OTPULIAHUN NO3MLUK CTapLlumx B GrHane dunbma.

B kapTuHe «Jlactouka» Mannkn MyxamezkaH MoNoAas CEMelriHas napa nbitaeTcs
CnefoBaThb TPAAULMOHHBIM NPaBuaaM 1 CEMeVHbIM puTyanam, oagHako Kapabiraw
M caMa OLLyLaeT 3TOT YKNaZ KaK Yy>KOW, 1 OKpYy>KatoLLiMe BOCMPUHUMAIOT ee KaK YyXyHo
NPUBbLIYHOM B NMPOCTPAHCTBE ayNbHOro bbiTa. CBOEN OTCTPaHEHHOW NAACTUKOW,
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Puc. 1, 2. Kagpbl 13 dunbma «Tyn». Pexxunccep Lapuna Ypasbaesa. 2023.

060C061€HHOCTBIO N UCMONb30BaHNEM aHIIMNCKOTO A3blka OHa CyLLeCTByeT HEMHOIO
B CTOPOHE OT OKpYy>XeHuA. Monyanmeble MHTepbepsbl, CTaTUYHbIE MAaHbl, MOTOKW CBETa
N LBETOBbIX 6MKOB BU3yaslbHO NOAYEPKNBAIOT €€ BHYTPEHHIOK HECOBMECTMMOCTb

C 3a/laHHOW POJIbIO MOIOA0M XXeHbl. Monioable cynpyru nbiTaroTcs cobarogatb
HeobXxoANMble CEMEWHbIE MPUANYNA, HO PAa3roBOP MeXAY HUMW He CKIajblBaeTcs,

a NonbITKM CONMKEHNA MOAYEPKMBAIOT HapacTatoLLMA SMOLMOHAbHBIN

M NPOCTPAHCTBEHHbIV Pa3pbIB.

[MoBopoTOM cTaHOBUTCA noasaeHMe dpaHuy3a Jlyn — poTorpada-nyTelwecTBeHHNKA,
npuexasLuero B ay/. Bmecte c ero potokamepom B xm3Hb Kapabiralw BXOAUT Apyrown
B3NS4 Ha OKPY>XatoLMA MUpP: MPUPOAA, CBET, MPOCTPAHCTBO ayaa BAPYr OTKPbIBALOTCA
el Kak HeuTo HoBoe. PoTorpadus NoMoraeT reponHe MHayve yBUAETb HE TONbKO
MPUBbIYHBIA MUP, HO 1 caMy cebs. MNocTeneHHO B HE BO3HWUKAET OLLYLLLEHME APYrOW
BO3MO>XHOCTN — CaMOW ONpejennTb HarnpasaeHne COOCTBEHHOW XWU3HW. B puHane
Kapsbiraw yesxaet ogHa, He cneays 3a Jlyw, a Bbibupas cBow nyTb. [1o3TOMy «Bpems
peann3yemMolr BO3MOXHOCTM» 3/eCb CBA3AHO C MOCTEMeHHbIM 0bpeTeHnemM CnocobHOCTM
CaMOCTOATENbHO HanpaBuTb COBCTBEHHOE byayuiee.
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Pexxnccep fOKYMeHTaNbHOW KMHONEHTbI «[1pAHUKKN Ana ee OTLa, MOero npasesa,
ee gesa» (2024) AanHa MyctadumHa BMecTe ¢ MamMon 1 6abyLuKon oTnpaBaseTcs
Ha MOWMCKN MOTW/Ibl CBOErO NMpasesa, NormbLuero Bo BpeMs BTopoi MMPOBOW BOVHbI
B Mosblwe. MyTelecTBre CTaHOBUTCA BO3BPALLEHNEM K BOCTIOMUHAHWAM, r4e MNPOLLIOe,
nepeAaBaemMoe Yepes HeCKONbKO NMOKOEHWI, MPOAOAXKAET OnpeAenaTb NOHMMaHWe
repouHM O CEMbE, MPOUCXOXAEHNN N COBCTBEHHOM MAeHTUYHOCTU. ColmanbHoe
MPOCTPaHCTBO 34eCb GopmMUpyeTca 0cobo: NpoLuioe BTopoi MMPOBOI BOMHBI
NPOAOJIXKAET CyLLLeCTBOBAThL B HACTOSALLEM Yepe3 NucbMma, doTorpadumu, ceMenHble
pacckasbl N COBMECTHYH noe3aky u3 KasaxctaHa yepes TatapctaH B [loabLuy,
BO3BpalLleHVe B POAHOM A0M 6abyLuky, MOMCK MeCcTa 3aXOPOHEHMA 1 COBMECTHYHO
BbINEYKY NPSAHNKOB, MPUHECEHHbIX KOr4a-TO BMECTe C MOXOPOHKOW. B 3ToM nyTelwlecTBum
NpoLUNoe NOCTENEHHO CTAHOBUTCS YacTbHO HACTOSALLErO: XEHLLUHbI BO3BPaLLaroTCs
K CEMEeNHOW MCTOPUM N MO-HOBOMY OCMbICIMBALOT, YTO /I HUX 3HAUYUT OM U POAMHA.
Mo3ToMy ABMXKEHME B MPOLLIOE OKa3blBAETCS OAHOBPEMEHHO BUXEHMEM K BOsee
SCHOMY MOHMMaHWNIO COBCTBEHHOM CEMENHOM NCTOPUM N CBOETO MeCTa B HeM.

Ecam B npesblaylinx dpuabMax coumanbHblii KOHGANKT Pa3BUBAETCA MPEUMYLLECTBEHHO
BHYTPW CEMENHOro NPOCTPAHCTBA: MaTb — A04Yb WM XXEHA — MY>K, TO B KapTuHe «Besnowwax»
Acenb AyliakMMOBOW OH nepeHocuTcs B chepy ny6AnYHOCTM 1 Meana. [naBHas reponHs
[AvHa paboTaeT XypHaNNCTKON HOBOCTHbIX PEMOpTaXen Ha rocyjapCTBEHHOM TesiekaHane
1 6e3ynpeyHo BbINOHAET NPOdEeCccMOHaNbHYIO POb, NPEANUCAHHYHO CYLLECTBYHOLLUMMN
npasunamu. AbCypaHble TeNeBU3MOHHbIE CHOXKETbI: NMCEBAOHaYYHbIE BEPCUM NMPOUCXOXAEHNSA
yesnoBeyecTBa B KazaxctaHe, nokasaTeNbHble roCyAapCTBEHHbIE MHNLMATMBSI,
n306peTeHne «BenoLlaxmaT» 1 Apyrve — CTaHOBATCA MPMEMOM, AEMOHCTPUPYIOLLMM,
Kakum 06pa3oM Mesma KOHCTPYUPYHOT UCKYCCTBEHHYH peasibHOCTb (CM. puc. 3).

B «Benowaxe» NponcxoanT CTONKHOBEHME [BYX Pa3NINYHbIX PEXMMOB CyLLLEeCTBOBaHMA
repounHU: Ny6ANYHOIO 1 IMYHOTO. [ePOVHS YacTO OKa3bIBAETCA B MPOMEXYTOUHbIX
MPOCTPaHCTBax — 3a CTEKJIOM aBTOMObBUAA, Y OKHa, MexXay pabourMu 30HamMK, CNOBHO
MOCTOAHHO XMBET MeXAY ABYMSA peasbHOCTAMU. PrHaN 0COBEHHO BblpasnTeseH:

Puc. 3. Kagp v3 ¢punbma «Benowax». Pexxnccep Acenb Aylakumosa. 2024.
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NPVYMeHeHne NOABUXKHOW PYUHOW KaMepbl U CEpUM IKCMPECCMBHBIX KPYMHbIX MNAaHOB
burKCMpyeT MUKPOMUMUKY U SMOLIMOHABbHYO AVUHAMUNKY FrePOUHN, OBHaXas BHyTPeHHee
pacLienieHne mexay ee nybanM4HON Mackon 1 ANYHbIM nepexrBaHneM. Korga oHa
3BOHUT M/1ajjLLIEN CecTpe, Mbl OKa3biBaeMCs CBUAETENAMMN BHYTPEHHETO COCTOAHMSA
AEBYLLKN Y BUAUM UCKPEHHIOK 3MOLMOHAbHYO peakLmto. Ho cTouT onepatopy
TeNieKaHana NonpocuTb ee yablOHYTbCS, KakK [JMHa CHOBa HaZeBaeT MacKy U aBTOMaTUYeCKN
BbINOIHAET KOMaHAy. Pexxuccep HamepeHHO 3aep>KMBaeTCs Ha 3TOM MPOTMBOPEYNH,
oCTaBnAsA GUHaAN OTKPLITHIM.

B paccmaTpurBaeMbix IeHTax gpamMaTyprmyeckas CTpykTypa BblCTpanBaeTca BOKPYr
KaTeropuun nepexvsaHua. CoumanbHas TpaHchOpMaLMa MONyYaeT pexmnccepckoe
BOMJIOLLLEHWNE B BUAE NPEOAONEHNSA BHELLHEN AeTEPMUHUPOBAHHOCTY, TAe «Bpems
peannsyemMor BO3MOXHOCTU» BbICTyMNaeT BU3yasibHbIM 3KBUBAJNEHTOM IMUYHOM
3BOOLMNN reponHU. IMEHHO NO3TOMY ApaMaTypruyeckMmM LLEeHTPOM aHan3npyemblx
KMHOJIEHT OKa3bIBaeTCA He cObbITME, a NPOLLeCC CO3PEBAHUA IMUYHOTO BbI6OPa, KOTOPBLIN
NpoABAAETCA Yepe3 OpraHM3aLunio puTMa, AJIMTENBHOCTU U KOMMO3ULMOHHOW OTKPbITOCTH
NOBECTBOBaHWNA. ABTOPCKNIM KMHOA3bIK COBPEMEHHbIX XXEHLLNH-PEXNCCEePOB AenaeT
BUAVMbIM He COBEPLUMBLUNIACA BbIOOP, @ CaM MPOLLeCC ero PoOXKAEHUS.

Ammocghepa npucymcmeus Kkak scmemuyeckasa oopma nepexxusaHus

OZHOW 13 BaXKHEMNLLMX XyAOXKECTBEHHbIX COCTaBAAOLLMX COBPEMEHHOIO
Ka3axCTaHCKOro >XeHCKOro KMHO CTaHOBUTCA aTMocdepa duibMa, NocpesCcTBOM KOTOPOW
BHYTPEHHWI ONbIT reponHN NpuobpeTtaeT No béme UyBCTBEHHO BOCMPUHMMAEMYHO
dopmy (Bohme). Ita naes nonyumna ganbHeriee pasputie. AHanmsnpys GeHomeH
«HeonpeaeneHHoro» (nebulous) nsobpaxeHus, Tearo ge Jlyka nokasbiBaeT, 4To obnaka,
TYMaH, AbIMKa, BO3JyX W pacCcesHHbI/ CBET NpeBpaLLatoT KnHeMaTorpadpuyeckoe
NPOCTPaAHCTBO B CAaMOCTOATE/IbHYO YyBCTBEHHYHO Cpeay, rA4e SMOLMOHaAbHOe
nepexunBaHne BO3HUKAET U3 AUTENIbHOTO BOCMPUATIS MaTepmnasbHOCTL CaMOW cpespbl
(De Luca 242-248). AHanornyHyro no3nuUuio 3aHMMaeT 1 ncciesoBaHuve fikoba bypa
n ltopo pe Poo Slow Cinematic Atmosphere, rae atmochepa paccMaTpyBaeTcs Kak
CNocob TaKTUABLHOrO BOBNEYEHUA 3pUTENSA, BO3HMKAKOLWNIA Brarosapa B3auMoAencTBUIO
NPOCTPaHCTBA, AAnTenbHOCTM Bocnpuatua (Boer and De Roo 1608-1612).

Tak, B dunbme «Ty1» xonoaHas LBETOBasA raMMa, 3MMHUI Nen3ax 1 MUHUMaUCTUYHblE
NHTEpPbepbl GOPMUPYIOT oLLyLLeHME PUsnyeckon cTbiiocTn. Kamepa Asamata
KaHabekoBa BbiCTpanBaeT n3obpaxeHne TakuMm 06pa3om, YTO YyBCTBO X003
nepegaetcs GU3MYECKM NOYTU TaKTUIbHO: TYCK/IbIA CBET, NPUrNYyLLIEHHasA LIBETOBas
nannTpa, NycToTa MHTEPbLEPOB M OTCYTCTBME BM3YaNbHOIro KOMpOpTa CO34atoT Cpeay,
NNLLEHHYHO Tena 1 YyenoBeyeckor 6an30ctn (cM. puc. 4). MpocTpaHCTBO 34eCh NepecTaeTt
6bITb MECTOM AEACTBUA U CTAHOBUTCA aKTUBHBIM YYaCTHUKOM ApamaTypruum, onpeaenss
3MOLMOHa/IbHOE COCTOSHME FepPONHU eLle A0 TOro, Kak OHO MOJlyYaeT CHoXXeTHOe
BblpaXkeHue. Pexxnccep n onepaTop CO3HaTEIbHO ANLLAKOT 3pUTENS BO3MOXHOCTH
NPUBAN3NTLCS K XKMBbIM 3MOLMAM NEPCOHaXeN: Ha OBLLMX N CPeAHMX NaaHax Ntoan
OCTaroTCsA 3aMKHYTbIMM B XONIOAHOM NpPOCTpaHcTBe Kagpa. OcoObeHHO OTYETNIMBO 3TOT
NPUHLMN NPOABAAETCA B CLieHe abopTa Matepu. dNn3og nepesaH npegenbHo dbursnyecku
OLLYTUMO: CKPHOUYEHHOE Ha MOJy TeNI0, UCKaXKeHHOe BObHO INL0, X004, Yy>KON KOMHATbI,
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Puc. 4. Kagp n3 dpunbma «Tyn». Pexxuccep LWapuna Ypasbaesa. 2023.

noT Ha Anue. Kamepa HMYEro He ycuameaeT, oHa NpubanxkaeT NnponcxoasLlee, No3Boass
AeTanaM CTaTb MCTOYHUKOM 3MOLIMOHANbHOTO BO3AENCTBUA.

B kapTuHe «MagunHa» AlixaH KacbiMbek coupmanbHbIi KOHPAMKT packpbiBaeTcs
yepes UCTOPMIO MOJIOAOM MaTepu, KOTOpas BMecTe C MaJleHbKOW AoYepbto, 6abyLukomn
“ MAaawmnm 6patom xmBeT B AkTay, coBMeLLas ABe paboTbl 1 3ab60Ty O ceMbe.

B «MagunHe» XXeHCKNn M1P KOHCTPYMPYeTCs Yepes BM3yasbHYH OTKPbITOCTb
M CBETOBO3AYLUHYLO cpeay Kagpa. CHATble B JOKYMEHTaIbHOM CTUANCTUKE CLEHbI 3aHATUI
B HacceiHe C OoYepbiO 1 MPOry/10K MO MPUMOPCKOMY FOPOAY CO3AaroT OLLyLLeHne
Nnerkoctu, cBoboabl 1 AblxaHWA XeHckoro mupa. Onepatopckas pabota Anrynb
HypbynaToBOW BbIXOAMT 3@ Mpeaebl peannctnyeckon pukcaumm cobbitnin. B LeHTpe
BHMMaHWA OKa3blBaeTca YyBCTBEHHasA dakTypa NOBCeAHEBHOW XWN3HM reponHun. Kamepa
MATKO conpoBoXaaeT MagunHy, no3sonss 6ykBalbHO OLLYTUTb €e BHYTPEHHIOK PajoCThb:
pa3roBOpbI 33 YaeM, pUTM TaHLLA U MOPCKUX BOJIH, AABUXXEHME BETPa N CONHEYHOrO CBeTa,
MNaBHOCTb COBCTBEHHbIX ABVXKEHWUI CKAAbIBALOTCA B €AMHYHO FapMOHMIO XXW3HW. BusyanbHas
TKaHb GnAbMa NepeaaeT COCTOAHNE BHYTPEHHErO COrnacua reponHN C OKPY>KaroLLMm
MUPOM, NpeBpaLLasn NoBCEAHEBHOCTb B MPOCTPAHCTBO NPUCYTCTBUA (CM. puc. 5, 6).

TeMm 3aMeTHee CTaHOBWUTCA BTOPXKEHWE B 3Ty FapMOHMIO JPYroro — My>cKoro — Munpa,
Mmpa Hacuama n xectokoctn. OcobeHHO BbipasnTenbHa CleHa cBagbbbl B pecTopaHe:
MagawvHa BblpblBaeT MUKPODOH M MPAMO Nnepes BCeMU OOBUHAET XXeHMxa — YenoBekKa,
COBEpPLUMBLLErO Hacuane Hag ee 6patuiukor. OHa BbICTynaeT MPOTMB Hero 1 NPoTuB
BCEX, KTO OKa3blBaeTCA YaCTbHO 3TOr0 MONYaAMBOro NopAAKa, NpeBpaLLas JM4Hoe
nepexwuBaHne B OTKpbITOe Ny6AnYHOe BbickasbiBaHWe (CM. puc. 7). [1aBHOe ABUMXKeHWE
BM3ya/IbHOIO pAja HapyLlaeTcsa: MOABAAKOTCA CTaTUYHbIE MJaHbl, TEMHbIE U TECHbIE
NHTEpbepbl, MPOCTPAHCTBO yTPauMBaeT OTKPbLITOCTb U CTAHOBUTCA TAXENbIM U 3aMKHYTbIM.
N3meHeHne aTmocdepbl NnepeaaeT BHYTPEHHWNA Mepexos reponHN OT MPUHATUA
1 MOJIYaHMA K OTKPbITOMY COMPOTUBAEHWIO.

B dunbme «[Mobeantenelt BUAHO Ha cTapTe» XXaHHaT A/llaHOBOW toHas Muna
CTPEMUTCA 3aHATb MECTO B CMOPTUBHOW KOMaHZAe Mo MaaBaHMIO U MPUXOANT K 3TOMY
peLleHNto, MepecTynmB Yepes ApYrnx 4eBoYek U MopasbHble npaBuaa. OHa nokasaHa
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Puc. 5, 6. Kagpbl 13 dunbma «MagmHa». Pexxuccep AiixkaH Kacbimbek. 2023.

Puc. 7. Kagp 13 ¢unbma «<MagmHa». Pexxnccep AikaH Kacbimbek. 2023.
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He naeann3npoBaHHOW reponHen, a YeNOBEKOM, CAMOCTONATENbHO OMpPeAeNsoLWwmnm
rpaHunLbl 4OMYCTMMOrO B CUTyaLmu Bbibopa.

Ocobyto ponb B KapTUHE UrpaeT BusyanbHaa popma. Kamepa yacto yaepxmsaetr Muny
Ha nepesHeM MnaHe, TOrga Kak NpPOCTPaHCTBO 3a ee CMMHOM — 3e/1eHb AePEBbEB, JOPOXKKM
HacceliHa, Kopnyca 34aHUA — OCTaeTCs B MATKOM Pa3MbITOCTU. DTOT MPUEM NMOCTEMNEHHO
CMeLLaeT BOCNpPUATUE PEabHOCTU C BHELLUHEro M1Upa Ha BHYTPEHHeE COCTOAHME TepOVHMY,
co3zaBas OLlyLleHMe HeNPepbIBHOrO 064yMbIBaHNA et CBOMX ByAyLLUMX AeACTBUN.
Apamatypruyeckoe aBu>keHWe GuabMa CTPOUTCA Ha KOHTpacTe ABYX MNJIaHOB: pUTMa
NOBCEeAHEBHbIX TPEHNPOBOK M BHYTPEHHErO CO3PEBaHUA PELLEHNS BOMTU B KOMaHAY,
nepeLlarHyB yepes oCTajbHbIX AeBOYEK W NPUHLMMBI MOpanun. VIHTepecHo, UTo pexunccep
CO3HaTeNbHO pa3pyLlaeT NPUBbIYHYHO UAeann3aLMIo XeHCKoro obpasa, npeanaras
repoViHI0, CNOCOBHYH NPUHUMATb CIOXHbIE N HPAaBCTBEHHO HEOAHO3HAYHbIE pPELLEHUS.

®urHanbHbIN 31304 3anabiBa 0CObeHHO BbipasuTeneH. Kamepa nocnegoBaTenbHO
BO3BpaLLaeTcs K KPYMHbIM niaHam Gur3nyeckmnx ABmxeHnn Munbl, Boabl 1 Heba. o mepe
3an/biBa JblxaHWe CTaHOBUTCA TAXeNee, ABMXEHNS — HanpsXXeHHee, U dusmyeckoe
yCcuane NocTeneHHO HauMHaeT nepesaBaTb ee BHyTpeHHee cocTosHwme. [Nocne nobesbl
Mwuna oka3blBaeTca Ha naaBaTe/ibHOM MAYe, MOKayMBakoLLLEMCS Ha MOBEPXHOCTU BOAbI.
CbemKa C YPOBHS repovHW, CONHeYHble 61KkM 1 KonebaHne BOAbl CO34at0T OLLyLLeHne
HeyCTOMYMBOCTM M SMOLIMOHaNbHOW HeonpeaeneHHocTH. Kasanock 6bl, Muna nonyyaer
>XenaHHOe MeCTO B KOMaHJe, OAHaKo 3Ta nobesa AOCTUTHyTa LLeHOW OTHOLIEHWM
C APYTMMW feBOYKaMU 1 OTKa3a OT COHBCTBEHHbIX NPeACTaBleHWIA O NPaBMIbHOM Bblbope.
BHeLwHWI ycnex N0O3TOMy He COBMNaAaeT C BHYTPEHHUM ollyleHeM nobesbl. Yepes
PUTM, CBET, ABMXEHME U KONEBNIOLLYIOCA MOBEPXHOCTb BOAbI PEXMNCCEP COXPaHAET
3Ty ABOMCTBEHHOCTb, OTKa3bIBasACb OT OAHO3HAa4YHOro obpasa nobeanTenbHULbI.

Bo Bcex aTux kapTnHax aTMocdepa NpUCyTCTBMA BO3HMKAET BO B3aUMOLENCTBUN
KWHOf3bIKa C BHYTPEHHMM COCTOAHWEM repOUHb. XONOAHOE NPOCTPAHCTBO CEBEPHOIO
ayna gpambl «Ty/1», HaNOAHEHHbIN BO34YXOM W CBETOM MPUMOPCKMIA NaHawadT
«MagamnHbI», NCKYCCTBEHHO OpraHM30BaHHas MeAniHas peanbHOCTb «Benowwaxa»

1 KonebaoLWwancs BogHas NoBEPXHOCTb B «[Tobeguntensx...» GopMupyroT
MHOTOYpPOBHEBYHO XyA0OXeCTBeHHYt0 dopMmy. CBeT, LiBeT, dakTypa n3obpaxeHus,
BO3J4YyX, BOAQ, 3BYK, ANNTENbHOCTb Kajpa W nay3bl CTAHOBATCA Bblpa3uTeabHbIMU
cpeAcTBamMK, Yepes KOTOpble PackpbIiBatOTCA ABUXKEHME PeaNn3yemMor BO3IMOXHOCTH
N U3MEHEHWA BHYTPW repovHb U B CaMOM 0bLLiecTBe.

3akntoueHune
MpoBeaeHHbIV aHann3 GuabMOB NO3BOAAET CPOPMYAMPOBATL CleAyoLLMe pe3ybTaTbl.
« HoBM3Ha nccneso0BaHMA 3aKNOYAETCA B BbIABIEHWNN B3aVIMOCBA3N MeXAyY

COLMaNbHOWM POJbIO XXEHLLMHbI, OpraHM3aLmen KuHematorpapuyeckoro
BpeMeHK, aTMmocdeport KnHemaTorpadryeckoro NPoCTpaHCTBa 1 TakTUAbHOCTbIO
N306paxKeHns KakK Xy[0XXeCTBEHHOM CUCTEMON GOPMMUPOBAHWNS XKEHCKOM
cybbekTHOCTW. pesnoxeHHasa MoAe/b aHasn3a NO3BONsSeT paccMaTpmBaTh
acTeTMyeckoe pelleHne puabMa Kak MHOrOypOBHEBYH MOABUXKHYHO CTPYKTYPY,
B KOTOPOMW COLMabHbIM OMbIT MOJyYaeT XyJ0XKeCTBEHHOE BOMJIOLLEHME
NMOCpPesCTBOM BPEMEHM, MPOCTPaHCTBa U aTMochepbl.

PELEH3UPYEMBIW XYPHAN SARYN



«BPEMEHEM PEA/IN3YEMOW BO3MOXHOCTW» N HALIMOHAIbHOV TPAULIVEN 2026 (‘ ;aPyI]

« CouwmanbHas cpesa B duibMax CBA3aHa C MePeoCMbICIEHMEM Pa3HbIX XXEHCKMX
poJeli: B4OBbI U AoYepn, HabatoaatoLen 3a 3aBUCMMbIM MOJIOXKEHVEM MaTepu
B «Ty/1», MOIOAOW XeHbI B «JTacTOUKE», MaTePU U XXEHLLMHbI, CTaAK1BatOLLEeNCs
C naTpuapxanbHbiM AaBaeHnemM B «MagmHe», NpodeccuoHanbHOM XypPHaNNCTKN
B «Besnowwaxe», yuacTHuLbI cemernHon nctopum B «paHKKax Ans ee oTua, MOero
npazesa, ee fesa», a TakxKe AeBYLLKW, YTBEPXKAatoLLel COBCTBEHHYHO CYOBbEKTHOCTb
W rpaHuLbl AIMYHOro Bbibopa B «Mobeantensx...». TpagnMuMOHHas KynbTypa B 3TMX
KMHOKapPTUHAaX He M306paxkaeTcs Kak UCKAKUUTENBHO pernpeccrBHas cucTema
W He NoABepraeTcs NPAMOMY OTpULLAHWUIO. HanpoTmB, pexunccepbl NokasbiBatoT
MPOCTPAHCTBO C/I0XHOTO BHYTPEHHErO AManora Mexay naMsaTbho, CEMenHbIMU
LEHHOCTAMMW, TNYHOM CBOHOAOW M COBPEMEHHBIMU MPEACTaBAEHUAMM O XXEHCKOWN
NAEHTUYHOCTU. VIMEHHO B 3TOM BHYTPEHHEM NPOTUBOPEUYMM POXKAAETCA HOBLIN
>KEHCKMI TON0C, KOTOPbIN COXPaHSET CBA3b C HALMOHaIbHON TpaaunLmen,
OZHOBPEMEHHO OTKpPbIBas BO3MOXHOCTV €e COBPEMEHHOIO NMPOYTEHUS.

« [lpoBeaeHHbIN aHaM3 NO3BOANA BBECTU MOHATUE «BPEMSA peann3yeMoM
BO3MOXHOCTW» KakK OAHY 13 XapaKTepUCTUK COBPEMEHHOIO Ka3axCTaHCKOro KEeHCKOro
knHo. Ocobas opraHmnsaLmsa KnHemaTorpadnyeckoro BpeMeHu 1 NPOCTPaHCTBa,
OCHOBaHHas Ha COYeTaHUN AINTENbHOCTK, Nay3, apUTMUK, MOBTOPSEMOCTH
AEVCTBUI N KOMMO3NLMOHHOW He3aBePLLEHHOCTH, MO3BO/IAET OTKA3aTbCs
OT TPaANLMOHHOW ApamMaTyprim cobbiTus B Nob3y KuHemaTorpada BHyTPeHHero
nepexwmBaHuns. «Bpemsa peanvsyemMor BO3MOXHOCTM» 0603Ha4vaeT Takyto dopmy,

B KOTOPOM HacTosLLLee NepexmMBaeTcs Kak MPOCTPaHCTBO OCYLLEeCTBeHMs ByayLiero
peLLeHus, packpbiBas NPoLecc BbiIbopa, B3pOCNEHMSA U CAaMOONpPeAeeHNS,
rae byayuiee cyllecTByeT Kak MOCTENEHHO OCYLLECTBSEMas BO3MOXHOCTb.

« Co3pgaHne aTMOChepbl MPUCYTCTBUSA NO3BONNIO NOKa3aTb, YTO ABUXKEHME KamMepbl,
opraHu3aums 1 U3MeHeHMe NPOCTPAHCTB, Ne3aXKHbIX U BbITOBbLIX M306paXKeHNH,
CBET, LBET, BOAA, BO34YyX, XONOAHbIE 1 Tenble OTTEHKW, 3BYK U MaTepuanbHas
bakTypa feTanbHOro n306paxkeHns NepecTaroT BbIMOJIHATL UCKAFOUNTENIbHO
n306paznTenpHyto GyHKLNIO, CTAHOBATCA HOCUTENIMU CMbicaa. ATMochepa
NPUCYTCTBMS OpPraHU3yeT nepexmnBaHme eLe 40 paLnoHasbHOro OCMbICAEHUS
NPOMCXOAALLErO, @ TaKTUAbHOCTb N306paXkeHNs NpeBpaLLaeT B UyBCTBEHHO
BOCMPUHMMaemyto cpesy duabma.

BbifsBNeHHbIE 3CTETUYECKME TPAHCDOPMALIMM KOPPENMPYHOT C COLManbHbIMM MpoLieccamu

B KazaxcraHe, rae MHCTUTYLMOHaIbHbIe CABUIMN (BKAFOYAs 3aKOHOAATebHble MHULMATUBSI
no 3almTe NpaB 1 6€30MacHOCTM XEHLLMH) OTPaXKatoT 3arnpocC Ha NepeoCcMbICeHME PON
XEHLUVMHbI B obLiecTBe. B 3TOM KOHTEKCTe paccMaTpuBaemMble KUHONEHTbI BbICTYNatoT
aKTUBHOW YacTbto 06LLLEro npoLiecca COLMOKYIbTYPHOM pedaekcuu.

[NaBHbIM pe3ybTaTOM 3TUX MPOLLECCOB CTAHOBUTCA GOPMUPOBaAHNE HOBOTO
Ka3axCTaHCKOro >XXEeHCKOro KMHOA3bIKa, B KOTOPOM BpeMms, NPOCTPaHCTBO U aTMocdhepa
BbICTYNaOT KNHOUYEBLIMU CPEACTBaMU BU3Yanmn3aLMm BHYTPEHHEro 1 TeNIeCHOTO OMbITa
repounHu. ABTOPCKOE BblCKa3biBaHNE COBPEMEHHbIX OTeUECTBEHHbIX XXEHLNH-PEeXNCCEPOB
0Ka3blBaeTCA NPSAMO UHTErPUPOBAHHBIM B MEXAYHAPOAHbIA r'yMaHUTapHbIA ANCKYPC
0 XKEHCKOM CyObEKTHOCTW, BHYTPEHHEN CBOOOAE YenoBeka M ero npase Ha COBCTBEHHbIN
ronoc.
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ABSTRACT. During the period of independence, national documentary cinema in Kazakhstan has emerged
as a key domain for the artistic conceptualization of historical memory, social processes, and cultural
transformations. Contemporary film theory demonstrates that documentality is not reducible

to a mere recording of reality; rather, it functions as a means of constructing its semantic framework,
where the director’s authorial vision plays a vital role — the study of which is the focus of this paper.

The purpose of the article is to examine how the directors’ conceptualizations of Kazakhstan’s national
documentary cinema, as articulated in interviews, are embodied in consistent directorial strategies
and reveal the specific features of this vision based on the analysis of their films.

The theoretical framework of the study is grounded in Andrew Sarris’s auteur theory, which defines

the director as the bearer of a consistent creative position manifested in recurrent thematic, aesthetic,
and ethical decisions. Taking into account the specifics of documentary cinema, the auteur theory

is complemented by the approaches of Bill Nichols and Jaimie Baron, who view the documentary voice

as an expression of the director’s viewpoint through rhetorical, visual, editing, and ethical means

and techniques. The empirical base of the study comprises interviews with film directors and textual
analysis of selected films and episodes: Vladimir Tyulkin's Povelitel’ mukh (Lord of the Flies, 1991)

and 73 kilometrov (13 Kilometers, 2018); Katerina Suvorova's Zavtra more (Sea Tomorrow, 2016)

and Pet’ svoi pesni / MEN SEN EMES (Sing Your Songs, 2019); and Kanat Beisekeyev's Bala (Child, 2017)
and Zhena (Wife, 2021). A comparison of the directors’ statements with the analysis of specific cinematic
solutions demonstrates that their conceptualizations of documentary cinema find consistent embodiment
in character selection, observational framework, camera work, editing, sound design, the nature of authorial
presence, and modes of audience engagement. The analysis identifies three distinct strategies

of the directorial vision: Vladimir Tyulkin's exploration of the human inner world, Katerina Suvorova's
examination of social reality through the interaction between humans and their environment,

and Kanat Beisekeyev's ethically responsible storytelling of individual experiences. The findings
demonstrate the analytical effectiveness of the author’s vision category in examining Kazakhstan's
national documentary cinema and uncovering different artistic approaches to interpreting the country’'s
social and cultural experience.
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ABTOpP/bIK YCTaHbIM, Ka3akCTaHHbIH, YATTbIK AePeKTi KMHOCHI, TYeNCi3fiK Ke3eH,,
Bnagmmup TronbkuH, KateprHa CyBopoBa, KaHat beiicekeeB, cyxbaTt, MaTiHAIK Tanzay,
aBTOPJIbIK TEOPUS, PEXMCCEPIK CTpaTernsnap.

MakanaHb! galibiHay 6apblicbiHAa kemMekLi Kypan peTiHge ChatGPT
(GPT-5.6 Sol, OpenAl) xacaHAbl MHTEANEKT MOAeNi NaijanaHblngbl. XXacaHzbl
WHTENNIEKT MOTIHHIH, XXeKkenereH 6enikTepiH TiNZAIK XXaHe CTUANCTMKANBIK,
peaakumanay, akageMuanblk Ty>KblpbIMAapAbl HaKTblaay, MaTepuansbl
KypblibIMAay, COHAAM-aK MaKanaHblH, XXeKeNereH 31eMeHTTEPIH afblaWbIH
>K9He Kasak TiiAepiHe ayfapyFfa KeMeKTecy MakcaTblHAa KOAAaHbIAbI.
3epTTey Ty>XblpbiMAAMachl, 3epTTey MaceNeciH KaabinTacTblpy, TEOPUAbIK-
dficHamasbIK Heri3 6eH SMNUprKanblk MaTepuanipl Tanaay, dbuibmaep

MEH >XeKeNereH ann3oatapFa MaTiHAIK Tanjay >kacay, KuHemaTorpapuanbik
WweLiMaepAi MHTepnpeTauuanay, 3epTTeyain AanenAepi MeH KOpPbITbiHAbINAPbI
aBTOp TapanbliHaH Aepbec opblHAaNAbI. XKacaHabl MHTENNEKTIHI NanganaHy
aBTOPAbIH, 3epTTeYLUINIK XXaHEe aHaNNTUKANbIK XXYMbICbIH alMacTblpFaH XOK.
XKacaHabl MHTENNeKT KeMeriMeH YCbiHblFaH 6apblK TyXKblpbIMAAP aBTop
TapanbliHaH Tekcepinin, pegakumanaHabl. ¥CbiHbIIFaH MaTepuanibiH Ma3MyHbl
MeH AypbICTbIFbIHA aBTOP TOJbIK >ayan 6epesi.

Toyencizgik ke3eHiHae KazakcTaHHbIH AepekTi KWHOChI TapUXM XaaTbl, KOFamMAablK YAepicTep

MEH M3JeHM e3repicTepai KepKkeMAiK TypFblgaH NalbiMAaNTbIH KeHiCTiKTepaiH b6ipiHe aiHanabl. Kasipri

KMHO TeOPUACHI AepeKTiNiKTiH, WbIHANbINLIKTbI Xal faHa TipKeyMeH LeKTeNMeW, OHbl MafblHaNbIK TYPFblAaH
navibiMzay TaCini peTiHae KepiHEeTIHIH alfakTangbl. Byn pette pexuccepaid, aBTop/bIK YCTaHbIMbl MaHbI3/bl
MaHre 1e, an oCbl YCTaHbIMAbI 3ePTTEY XKYMbICTbIH, HETi3ri 6afbiTbiH Kypaingbl. MakanaHblH MakcaTbl —
pexuccepnepsiH cyxbattapbiHia TyXblpbiMAanfaH KasakcTaHHbIH YATTbIK AepeKTi KUHOChI Typasibl aBTOPbIK,
Ke3kapacTapblHbIH TypaKTbl PeXMCCepiK cTpaTernanapsa kanan xysere acatbiHbIH aHbIKTay XaHe onap
TycipreH punbmaep HerisiHAe aBTOPbIK YCTaHbIMHbIH, epeKLUIeniKTepiH aLly.

3epTTeyaiH TeopuaAbIk HerisiH DHAPro CappuCTiH aBTOPAbIK TEOPUACH Kypaliabl. bya Teopus pexxmccepai
KalrTanaHaTblH TaKblPbINTbIK, SCTETUKAbIK XXHE 3TUKaNbIK LEeWiMAEPAEH KOPIHETIH TypaKThl LblFapMaLlblbIK,
YCTaHbIMHbIH, MecCi peTiHAe cunaTTayFa MyMKIHAIK 6epegi. JepekTi GUAbMHIH, epeKLUeniriH eckepy YLUiH
aBTOpAbIK Teopua buan Hukonc neH Jxxeimu bapoHHbIH, pUTOPUKanblk, BU3yansbl, MOHTaXAbIK,

XKSHE 3TMKanbIK Kypanjap MeH a4icTep apKblibl PEXNCCEPAiIH, KO3KapacbiHbIH KOpPIHICi peTiHae

JEepPeKTi AaybICTbl KAPACTblPaTbliH TACIIIMEH TONIKTbIPbIFaH. 3epTTEYAIH, SMMNMpPUKanblkK 6asacbiH
KMHOpeXMnccepaepMeH XyprisiareH cyxbaTrap, CoHaan-ak dunbmaep MeH onapAblH, ekenereH
3NM304TapblHa XacanfaH MATIHAIK Tangay kypanabl: Bragnmup TronbkunHHIH «LLUbIbbIHAaP amipLuici»
(«[MoBennTtenb Myx», 1991), «13 wakbipbiM» («13 KnnomeTpos», 2018); KatepnHa CyBopoBaHbIH, «EpTeH,
TeHi3» («3aBTpa Mope», 2016), «<Men sen emes» (2019) sxaHe KaHat beicekeeBTiH, «bana» (2017), «Siien»
(«KeHa», 2021) dunbmaepi. Pexxnccepnepgin nikipaepiH HakTbl KNHeMaTOrpapuaAbIK, LWeLLiMAEPA
TanZayMeH CanbiCTblpy ONapablH, AEPEKTI KMHO Typasibl TY>KbIPbIMAAPbIHbIH, Keninkepai TaHgayaa, 6akpliayzbl
YMbIMAACTBIPYAA, KaMepaMeH XYMbIC icTeyAe, MOHTaXAa, AblbbICTa, aBTOPAbIH GUabMAEri KaTbiCy cMNaTbiHAA
>K9He KepepMeHMeH e3apa apekeTTecy TaciAepiHAe TypaKTbl Typae KepiHic TabaTbiHbIH kKepceTeai. Tangay
aBTOPJIbIK YCTaHbIMHbIH, YL TYPAi CTpaTernacbiH ankbliHAayFa MyMKiHAIK 6epegi: Bnagumup THONBKNHHIK,
LblFapMalLLbINbIFbIHAA aZlaMHbIH, iLKi aneMiH 3epTTey, KatepuHa CyBopoBaHbIH GuabMaepiHAe agam

MeH KopLUafaH OpTaHblH ©3apa 6ainnaHbICbl apKblibl KOFaMAbIK, WbIHABIKTLI 3epaeney aHe KaHaT beiicekeeBTiH,
LUblFapMaLLbINbIFbIHAA XKeKe OKWUFaHbl 3TUKabIK XayanKepLlifik TypFbiCbiHaH 6asHAay. AlbiHFaH HaTUXenep
aBTOP/IbIK YCTaHbIM KaTeropuacbiHbIH Ka3akCcTaHHbIH, YATTbIK AePeKTi KNHOChIH 3epTTeyAeri XXaHe engin,
KOFaMAbIK dpi MaAEHN TaXKipMBECiH KepKeMAIK TypFblAaH NaribiMAayAblH TYPAi TOCINAEPIH aHbIKTayAafbl
aHannTUKaNbIK dNeyeTiH KepceTeai.
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ABTOpPCKas NO3WLMSA, HaLMOHaNbHOEe JOKYMeHTanbHOoe kKnHO KasaxcTaHa, nepuog
He3aBucuMocCTK, Bragnmup TronbkuH, KatepuHa CyBopoBa, KaHat belicekees,
WHTEePBbHO, TEKCTYasIbHbIV aHaNn3, TeOpUs aBTOPCTBA, PeXMUCCepcKme cTpaTermu.

[Mpy noaroToBke CTaTbl NCNOAL30BaNACL MOAE/b UCKYCCTBEHHOTO
nHtennekta ChatGPT (GPT-5.6 Sol, OpenAl) B kauecTBe
BCMOMOraTesibHOro MHCTpymeHTa. I npumMeHanca Ans A3bIKOBOro

N CTUANCTUYECKOTO PesakTMpOBaHUA OTAeNbHbIX PparMeHTOB TeKCTa,
YTOYHEHWA akagemMmnyecknx GOpMyanpoBoK, CTPYKTYPUPOBaHNA
mMaTtepwuana v NoMoLLK NpU NepeBose OTAENbHbIX 31eMEHTOB CTaTby
Ha aHIIMACKUIA N Ka3axCKKi a3bIkW. ViccnepoBaTtenbckas KOHLenuums,
MoCcTaHOBKa MUCCae0BaTeNbCKOrO BONPOCa, BbIGOp TEOPETUKO-
METOAONOrMYECKOW OCHOBbI M 3MMAMPUYECKOro Matepuana,
TeKCTyabHbI/ aHann3 GUIbMOB W OTAENbHbIX 3MU3040B,
WHTeprpeTauns KuHeMaTorpaduyeckmx peLleHmni, aprymeHTaums

1 BbIBO/bI UCCNEA0BaHWNSA BbIMONHEHbI aBTOPOM CaMOCTOATENBLHO.
Mcnonb3osaHre VI He 3ameHAno nccneaoBatenbCkyro

W aHanuTUYeckyro paboTy aBTopa. Bce npeanoxeHHble

¢ ncnonbsoBaHveM NN dopmMynnpoBkm 6b1in MpoBepeHbl

N OTpeAaKkTMpOBaHbl aBTOPOM. ABTOP HecCeT NOJIHYH OTBETCTBEHHOCTb
3a cofep>KaHune 1 4OCTOBEPHOCTb NpeACcTaBAeHHOro MaTepuana.

B nepuoa He3aBUCMMOCTUN AOKYMEHTabHOE KMHO KasaxcTaHa CTaHOBUTCA OfHVIM
13 NPOCTPAHCTB XyA0XXECTBEHHOTO OCMbIC/IEHUA UCTOPUYECKON NaMATN, OOLLLECTBEHHbIX MPOLIECCOB
W KyNbTYPHbIX N3MeHeHWn. CoBpeMEeHHas Teopus KMHO MoKa3blBaeT, YTO JOKYMEHTa/IbHOCTb He CBOAWTCA
K MPOCTON $rKcaLm peasbHOCTH, a BbICTyNnaeT CnocoboM ee CMbIC/I0BOrO 0pOPMIEHMS, B KOTOPOM
CyLLeCTBEHHOE 3HayeHne NprobpeTaeT aBTopckas NO3NLMSA PEXMCCepPa, U3yUeHNIo KOTOPOW MOCBALLEHa
JaHHas paborTa.

Llenb ctatby — BbISBUTb, KaknM 06pa3oM aBTOPCKME NPeACTaBAEHNS O HALMOHaAIbHOM AOKYMEHTalbHOM KUHO
KazaxctaHa, chopmynnpoBaHHble pexxuccepamu B UHTEPBBIO, BOMJIOLLIAIOTCS B YCTOMUMBBIX PEXMUCCEPCKMX
CTpaTervsax U packpbiBatOT OCOBEHHOCTM aBTOPCKON MO3WLMKN Ha MaTepuane Co3iaHHbIX UMW GUIbMOB.

TeopeTnyeckoi OCHOBOWN NCCNeAOBaHWsA BbICTYNaeT TeOpUs aBTopcTBa JHApto Cappuca, no3soastoLLas
XapakTepn3oBaTb pexuccepa Kak HoCUTeNs YCTONUMBOM TBOPUECKOW NO3NLIMKN, KOTOpas NPOABAAeTCS

B MOBTOPANOLLUXCA TEMATUYECKMX, ICTETUUECKMX U STUUECKUX pelleHmnax. s yueTa cneunduku

A OKYMEHTaIbHOrO KMHO Teopus aBTOPCTBa AOMNOAHAETCA NoAxoA0M buana Hukonca u [kelimu bapoHa,
paccMaTpuBatoLLMM AOKYMEHTaNbHbIN FO10C Kak BblpaXeHve TOUKN 3peHns pexxnccepa nocpesCcTsom
PUTOPUYECKMX, BU3YaNbHbIX, MOHTaXHbIX 1 3TUYECKNX CPEACTB U MPUEMOB. IMNUpUYeckyto basy
nccnefoBaHNsA COCTaBASIOT UHTEPBLIO C KMHOPEXMCCepaMm 1 TeKCTyaslbHbIN aHain3 GUABMOB W 3MU30A0B:
Bnagummpom TonbkuHbIM — «[oBeantens Myx» (1991), «13 kunometpos» (2018); Katepuroin CysopoBoit —
«3aBTpa mope» (2016), «<Men sen emes» (2019) n KaHatom belicekeeBbiM — «bana» (2017), «<XKeHa» (2021).
ConocTaB/ieHNe BbiCKa3blBaHUI PEXNCCEPOB C aHaIM30M KOHKPETHbIX KUHeMaTorpaguyeckux pelleHmi
rokasbIBaeT, UTo CPOPMYANPOBAHHbIE UMW NPEACTaBAEHNSA O AOKYMEHTaNbHOM KMHO MOJyYatoT yCTOMUYNBOE
BOMJIOLLIEHWE B BbIOOpe repos, opraHv3aLmMmn HabatogeHus, paboTte kaMepbl, MOHTaXe, 3ByKe, XxapakTepe
aBTOPCKOro NPUCYTCTBMA U Cnocobax B3aMMOZAEeNCTBUS CO 3puTenem. AHaan3 No3BONSET BbIAENNUTL TPU
pa3/inyHble CTpaTernv aBTOPCKOW NO3ULIMU: UCCeAO0BaHMe BHYTPEHHEro Mypa YenoBeka y Bragumupa
ToNbKMHa, M3yyeHve obLLLeCTBEHHO peanbHOCTH Yepe3 B3aMMOENCTBME YeNoBeKa 1 OKpy>KatoLLen cpesbl
y KatepunHbl CyBOPOBOW 1 3TUYECKM OTBETCTBEHHOE pacckasbiBaHWe VHAMBUAYanbHOM nctopun y KaHata
BelicekeeBa. MNMonyyeHHble pe3y/ibTaTbl MOKa3bIBatOT aHANUTUYECKYHO NPOAYKTUBHOCTb KaTeropmm aBTOPCKOM
no3uLUn ANS NCCAeA0BaHNA HALMOHANIbHOTO JOKYMEHTabHOro KMHO KasaxcTaHa v BbIiIBEHUA Pa3IvuHbIX
CNOCO6OB XyA0XKECTBEHHOIO OCMbICEHNS OBLLLECTBEHHOrO U KyNbTYPHOrO OMbiTa CTPaHbI.
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During the period of independence, national documentary cinema in Kazakhstan
has emerged as a key domain for the artistic conceptualization of historical memory,
social processes, and cultural transformations. In this study, the concept of “national
documentary cinema” is not used as a genre or thematic category, nor is it reduced
to the mere presence of Kazakhstan-related subject matter. Instead, it is understood
as documentary filmmaking that has formed within the cultural and historical space
of Kazakhstan and participates in the artistic reflection of its social experience,
cultural changes, and processes of identity formation. Here, the “national” is viewed
not as a fixed set of ethnocultural traits, but as a shifting space where various
representations of contemporary Kazakhstan interact.

For a long time, the question of documentary cinema was framed through
the opposition of truth and fiction. In this logic, a documentary film was understood
primarily as a form of access to reality, and the director — as a mediator between
the fact and the viewer. However, contemporary film and documentality theory
demonstrates that screen reality is not merely recorded, but organized through
the choice of viewpoint, distance, duration of observation, editing, rhetoric, and the mode
of authorial presence. In other words, documentality is not reducible to the registration
of reality, but functions as a means of constructing its semantic framework, wherein
the directorial vision plays a crucial role.

Precisely for this reason, it is productive to examine a documentary statement not only
as the final form of a film, but also as an attitude — a stable authorial orientation toward
reality, the subject, and the spectator. “Attitude” here is understood not as a psychological
characteristic of the director, but as a set of professional and ethical premises that determine
what is deemed worthy of depiction, how to establish contact with the subject,
where the boundary of intervention lies, how viewer trust is fostered, and what type
of truth the film offers. In this sense, the directorial vision manifests itself not only
in their individual statements, but also in consistent methods of material selection,
the organization of observation, the shaping of relationships with the subject,
and the mode of address to the viewer.

In the context of Kazakhstan's documentary cinema during the period of independence,
this perspective acquires special significance. After 1991, not only social themes,
production conditions, and exhibition platforms changed, but also the modes of authorial
conceptualization of historical, social, and cultural reality. Directors increasingly speak
not on behalf of an institution, but in their own voice; they do not assert a ready-made
truth, but present a method of searching for it; they do not conceal subjectivity,
but integrate it into the structure of the documentary statement. Therefore, analyzing
the directorial vision makes it possible to see documentary cinema not merely
as a reflection of an era, but as diverse modalities of its artistic interpretation.

The research question of the article addresses how the directors’ conceptualizations
of documentary cinema, as expressed in interviews, resonate with their practical
approaches. Accordingly, the purpose of the study is to examine how these
conceptualizations are embodied in consistent directorial strategies and reveal
the specific features of their vision through the analysis of films by Vladimir Tyulkin,
Katerina Suvorova, and Kanat Beisekeyev.
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The study of the directorial vision in Kazakhstan's documentary cinema lies
at the intersection of scholarship on national cinema, cultural identity, and historical
memory. The interconnection between cinema and the processes of cultural
self-determination and nation-building has been consistently examined by Gulnara
Abikeyeva. Her research allows national cinema to be understood not as a passive
reflection of a pre-existing identity, but as a space for its formation and revision.
Analyzing shifts in the production system, Abikeyeva links the development of Kazakh
cinema to digitalization, the expansion of private studios, and the emergence of new
auteur models (Abikeyeva 54-66). Highlighting ethno-cultural, civic, religious,
and socio-economic narratives of national belonging, Rico Isaacs likewise views
cinema as a domain of interaction among diverse representations of Kazakhstan.
From this perspective, national culture is revealed not only through tradition
and the historical past, but also through social vulnerability, environmental issues,
migration, and contemporary urban culture (Isaacs 1-39, 150-210, 241-308).

The heterogeneity of national identity is further emphasized by Nurken Aitymbetov,
Yermek Toktarov, and Yenlik Ormakhanova, who analyze the interplay between Kazakh
ethno-cultural and Kazakhstan's civic models of identity (Aitymbetov, et al. 1-20).

A separate direction of research is associated with the role of documentary cinema
in conceptualizing historical memory and collective trauma. Banu Ramazanova
demonstrates that screen representation not only records traumatic experience,
but also introduces it into the space of public discussion (Ramazanova 67-79).

Based on films about the 1932-1933 famine, Yegor Varfolomeyev views documentary
cinema as a “significant tool in the struggle for collective memory,” participating

in the formation of competing interpretations of the past (Varfolomeyev 11-34).
Research by Banu Ramazanova and Gulnara Abikeyeva dedicated to the digitalization
and hybridization of the documentary form reveals the expansion of the expressive
possibilities of the authorial statement (Ramazanova and Abikeyeva 67-77). A specialized
study of Vladimir Tyulkin’s oeuvre traces the evolution of his approach to the selection
and portrayal of subjects: from conflict-driven antiheroes of the early period to a more
tolerant and humanistic tone in his later works (Seitzhan 95-111).

At the same time, existing scholarship virtually overlooks the correlation between
how directors articulate the principles of documentary cinema and how these principles
are implemented in specific directorial solutions. The work of Katerina Suvorova
and Kanat Beisekeyev also remains considerably less studied. This paper addresses
this gap by juxtaposing the directors’ statements regarding their own method
with a textual analysis of specific films and episodes.

The theoretical and methodological foundation of the study lies in Andrew Sarris's
auteur theory. Sarris identifies three premises of authorship: technical competence,
the distinguishable personality of the director, and the interior meaning arising
from the body of work (Sarris 561-564). In this article, these concepts are used
not to construct a hierarchy of directors, but to identify recurrent thematic, aesthetic,
and ethical solutions. This approach makes it possible to examine individual films
in relation to more stable authorial principles manifested in the choice of themes
and subjects, the methods of organizing material, and the nature of authorial presence.
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When applied to documentary cinema, this model requires refinement. In fiction
film, authorial individuality is traditionally associated with mise-en-scene, dramaturgical
structure, and visual style, whereas in documentary filmmaking it also manifests
in the director’s attitude toward pre-existing reality and people. The organization
of observation, the distance between the camera and the subject, the permissible
degree of intervention, the method of working with testimonies, and the editing
interpretation of the footage become essential. Therefore, the directorial vision
in documentary cinema encompasses not only stylistic individuality, but also
the director’s cognitive and ethical attitude.

To account for this specificity, the auteur theory is complemented by the approaches
of Bill Nichols and Jaimie Baron. They emphasize that “a distinct point of view, or voice,
shapes the film” (Nichols and Baron 128). The concept of the documentary voice makes
it possible to examine the directorial vision as a set of rhetorical, visual, editing, and ethical
decisions through which the film establishes a specific attitude toward the represented
reality. The research considers not only the recurrence of themes and motifs, but also
the mode of observation, the nature of interaction with subjects, the degree of authorial
intervention, the emotional distance, and the mode of trust offered to the viewer.

The research material comprises interviews with Vladimir Tyulkin, Katerina Suvorova,
and Kanat Beisekeyev, alongside six of their films: Tyulkin's Povelitel’ mukh (Lord of the Flies,
1991) and 13 kilometrov (13 Kilometers, 2018); Suvorova's Zavtra more (Sea Tomorrow,
2016) and Pet’ svoi pesni / MEN SEN EMES (Sing Your Songs, 2019); and Beisekeyev's
Bala (Child, 2017) and Zhena (Wife, 2021). The selection of these three directors does
not claim to be representative of the entire documentary cinema of Kazakhstan during
the period of independence. They were selected for comparative analysis as authors
of different generations who emerged in diverse production and media environments —
ranging from late Soviet and post-Soviet auteur documentary filmmaking to independent
festival and digital production — and who turn to various types of documentary subjects
and social issues. Choosing two films by each director makes it possible to test whether
the authorial principles articulated in the interviews find consistent embodiment across
different thematic material and, in Tyulkin’s case, across a significant temporal span.

Methodologically, the study is built upon the comparison of two levels. At the first stage,
an interview analysis is conducted, aimed at identifying the directors’ conceptualizations
of documentality, the role of the author, the subject, the boundaries of intervention,
and the tasks of the documentary statement. At the second stage, a textual analysis
of specific films and individual episodes is carried out. The study examines the organization
of image and screen space, camera work, editing and sound, the nature of authorial
presence, the modes of interaction with the subject, and the correlation between
individual experience and the social and cultural context. Comparing these two levels
makes it possible to determine how the principles articulated by the directors in interviews
are implemented in specific cinematic solutions and to what extent their consistent
repetition in the analyzed films allows to speak of a stable directorial strategy
and the manifestation of the directorial vision.
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Vladimir Tyulkin: The Directorial vision as an Exploration of the Human Inner World

The documentary statement as an authorial attitude is most distinctly traced
in the oeuvre of Vladimir Tyulkin. In an interview, the director defines documentary
cinema as an "exploration of life and the human inner world,” adding: “When you explore
a person’s soul... you try to understand yourself through them” (Rakhimova). At the same
time, Tyulkin emphasizes the subjective nature of documentality: a film represents
“the truth of the artist’s inner world,” since “there is no objectivity in documentary cinema;
everything depends on the artist” (Rakhimova). Thus, a documentary film is understood
by him not so much as the recording of an event, but as an authorial exploration
of the human being. This attitude defines Tyulkin's directorial method as well.
The preliminary script serves merely as a starting point: “l explore a theme...
Then | begin to explore the person, to explore the situation, forgetting about this script...
Exploration is a must” (Rakhimova). Consequently, the film emerges as the result
of the interaction between the initial concept and the gradual understanding
of the subject and the material.

These ideas are most consistently embodied in the film Lord of the Flies (1991).
From the very exposition, the director demonstrates a rejection of neutral external
recording of events. Utilizing a subjective camera with wide-angle optics simulating
the flight of a fly, Tyulkin organizes the movement of the gaze across the protagonist’s
courtyard. To a variation of the “Internationale” motif, the camera approaches the seated
old man and ends its movement on his gray head. This is followed by a close-up
of the fly, cutting directly to the protagonist’s face. The sequence of these shots creates
the impression of a peculiar penetration into the character’s consciousness.
From the opening minutes, the film's space is organized not around an external event,
but around the protagonist’s inner world, which directly corresponds to Tyulkin's own
definition of documentary cinema as the exploration of the human being.

The next editing structure reveals the other side of his authorial attitude:
the subjectivity of the documentary statement. The protagonist attempts to swat a fly,
and his hand strikes the camera lens directly. Following this, the musical theme
of the Soviet television program Vremya (Time) begins to play, and the protagonist’s
name and the film’s title appear against the backdrop of fragments from Hieronymus
Bosch'’s paintings. Documentary footage, Soviet television symbolism, and religious-
allegorical painting are merged into a unified figurative system. The director thereby does
not seek to eliminate his own presence from the documentary material, but consciously
sets the direction for its interpretation. Reality acquires additional meaning through
editing, music, and cultural associations, which corresponds to Tyulkin's expressed idea
regarding the impossibility of objective documentary cinema.

Of particular importance is the next staged scene. In a static frontal composition,
an empty armchair is placed on a slight elevation. Accompanied by a sharp sound,
the protagonist appears in it, followed by the appearance of a headwear and a long
staff in the same manner. After a strike of the staff, the frame’s space is filled with dogs,
and an eagle’s wings unfold behind the protagonist’s back, visually perceived as his
own. The staged organization of the space is not concealed, but rather emphasized
by a recurring sound motif and the sequential appearance of compositional elements.
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In this case, staging does not replace documentary reality, but concentrates the author’s
understanding of the character, transforming him into a symbolic figure of power (see Fig. 1).
This aligns with Tyulkin's position, which permits staged elements in documentary cinema
if they become a method for a deeper exploration of the human being (Rakhimova).

Figure 1. Staged construction of the image of power in V. Tyulkin’s Lord of the Flies (1991):
a — the empty chair; b — the final composition with the protagonist. Film stills.

This strategy receives further development in the episode where the protagonist
discusses how the state system should be structured. A close-up of his face against
a dark background is gradually replaced by a camera pull-out, revealing two more
synchronously speaking images of the same person on the right and left. Reddish lighting
and the threefold duplication of the figure disrupt the integrity of the realistic portrait
and translate the monologue into a symbolic register. The resulting image allows
for various readings — as a fragmentation of personality, a claim to speak on behalf
of a multitude, or the symbolic self-deification of the protagonist. It is significant,
however, that Tyulkin does not spell out these meanings through authorial commentary:
the protagonist’s inner conflict is revealed through the organization of the image itself.
The examined episodes show that Tyulkin's authorial attitude is implemented directly
through the organization of cinematic language: the subjective camera, editing, cultural
associations, staged elements, and the symbolic transformation of the image.
This aligns with Bill Nichols and Jaimie Baron's proposition that a distinct point of view,
or the director’s voice, shapes the film (Nichols and Baron 128). In Lord of the Flies,
the author’s voice manifests primarily through the figurative organization of documentary
material, transforming the story of a specific individual into a reflection on power
and the desire for control.
The stability of the identified authorial attitude is tested on the material of Tyulkin's
considerably later work, 73 Kilometers (2018), filmed twenty-seven years after Lord
of the Flies. The film traces the journey of a blind farmer from a wintering hut to aul
(village), during which the protagonist returns to significant episodes of his own life.
The very physical movement across the steppe gradually acquires the character
of an inner journey, once again embodying the director’s conception of documentary
cinema as an exploration of the human being.
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Already at the beginning of the film, the protagonist steps out into the boundless
steppe. His small figure is visually correlated with the scale of the surrounding space,
while off-screen words are heard: “My century, probably, has passed. | was born later
than my century. That is probably why | am not like others.” From the opening frames,
the external route acquires an inner dimension: the road becomes not only a physical
movement, but also a space for the protagonist’s reflection on his own life and otherness.
If in Lord of the Flies the penetration into the character’s inner world was indicated
through a subjective camera and an active symbolic construction, here Tyulkin resolves
the same task through the correlation of the human figure, space, and off-screen
monologue. Following the credits, the film directly turns to the protagonist’'s memory.
Blurred footage of the past shows him approximately twenty years earlier, when he
was grazing a flock of sheep alongside his wife. These images alternate with the present
time: the protagonist, continuing his journey, smiles at his own memories. He then steps
out of the frame, followed by three landscape shots already devoid of human presence.
The editing juxtaposition of memory, the walking man, and the nature that remains
after his departure makes it possible to read the steppe landscape as an image
of a different temporal duration, in relation to which human life turns out to be finite
and transient. The documentary landscape thereby ceases to perform an exclusively
descriptive function and becomes part of an artistic exploration of the protagonist’s
inner world.

The semantic culmination of the inner journey occurs at the film’s finale.

During the celebration of Independence Day, the protagonist performs a song

about the homeland, after which he states: “I am an ordinary person. Ordinary, like
everyone else. Just a blind man who wants to live.” This statement compositionally
correlates with the beginning of the film, where he defines himself through his difference
from others: “That is probably why | am not like others.” The protagonist’s physical
journey thus acquires an internal dimension — moving from the experience of his own
otherness to the realization of a commonality with other people.

The comparison of Lord of the Flies and 13 Kilometers reveals not the repetition
of specific techniques, but the stability of the authorial attitude amidst a noticeable
evolution of cinematic language. In the early film, a person’s inner world is explored
through an active authorial construction — deforming optics, staging, cultural quotations,
and visual metaphors; in 73 Kilometers, through the road, landscape, memory,
and off-screen monologue. At the same time, in both cases, external reality becomes
the starting point of a movement toward the protagonist’s inner experience, through
which Tyulkin addresses broader social and historical issues. Thus, the understanding
of documentary cinema as an exploration of the human being remains the stable
foundation of his directorial vision.

Katerina Suvorova: The Exploration of Man within the Space of Social and Cultural
Processes

Katerina Suvorova represents a different model of the documentary statement.
While for Tyulkin the starting point is the exploration of an individual’s inner world,
the Suvorova'’s directorial vision is formed around the immersion of man into a broader
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social, cultural, and spatial context. In an interview regarding the film MEN SEN EMES (2019),
the director directly defines her own method: “Our film is an exploration,” emphasizing
that the authors "had no desire to expose anyone”; it was more important to understand
“the root causes of the conflict” (Khodzhayeva). Discussing her work on Sea Tomorrow
(2016), Suvorova also noted the necessity of finding a precise form for discussing a place
that demands respect and resists simplification. Thus, a documentary film is understood
by her as an exploration that involves immersion into a specific environment and a rejection
of straightforward explanations of what is happening.

These principles are most consistently implemented in the film Sea Tomorrow (2016).
Already in the exposition, instead of explaining the causes of the Aral Sea disaster,
Suvorova immerses the viewer into the space of its consequences: the camera moves
through a dry steppe, where human figures and grazing animals appear against
the backdrop of gathering storm clouds, yet the expected rain does not happen.

Then a ship unexpectedly begins to move across the dried-up steppe; only later does
the viewer discover a truck pulling it overland. Suvorova does not construct a metaphor
through staging, but discovers it within the observed reality itself and organizes

the sequence of its perception. The space thereby ceases to be a background for human
history and becomes an independent part of the exploration of the consequences

of the ecological disaster (see Fig. 2).

Figure 2. A ship in the landscape of the dried-up Aral Sea.
Film still from K. Suvorova's Sea Tomorrow (2016).

The rejection of a simplified explanation of the problem is manifested in the episode
featuring the female ecologist. A daily life scene in which a woman is whitewashing walls
cuts to her close-up and her discourse on the sea’s reaction to human intervention.
According to her, the reduction of water inflow leads to an increase in salinity
and the disappearance of fish, whereas the return of water contributes to the restoration
of some organisms while altering the living conditions of others. She contrasts human
and natural time: “People are in a hurry. But everything must be done slowly. Compared
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to the sea, a person’s life is very short...” Instead of a simple cause-and-effect scheme,
the film offers a representation of the complexity of the interaction between man

and the natural environment, with this perspective emerging from the protagonist’s
own experience rather than from authorial commentary.

Another side of this attitude is revealed by the episode featuring the old gardener
working on saline soil. The soundscape is dominated by the sounds of a shovel
and the steppe wind; the director does not accompany the action with an explanatory
commentary, allowing the protagonist’s daily routine to exist in its own duration.

This correlates with Suvorova's statement that the film is dedicated not so much

to the ecological disaster itself as to people’s lives in its “aftermath,” and the characters
demonstrate that “there is no death where there is action.” The consequences

of the disaster are revealed here not only as a history of loss, but also as a space

of ongoing human life.

The stability of this strategy is manifested in MEN SEN EMES (2019), where the subject
of exploration becomes the social and cultural conflict surrounding the group Ninety One.
The film begins with a dynamic montage of short fragments of television news and music
videos, in which the political and social history of independent Kazakhstan alternates
with the history of Kazakhstani popular culture. This sequence leads to reports of cancelled
Ninety One concerts and protests against the group in various cities across the country,
placing a private conflict into a broader historical and cultural context. A street fight
following the footage appears to be accidental documentary shooting, yet it is later
revealed to be a staged episode of a music video. Just like in the scene with the ship
in Sea Tomorrow, Suvorova first provides the viewer with incomplete visual information
and then introduces additional context that alters the initial perception of what was seen.

The desire to understand the “root causes of the conflict” without denouncing
either side is especially distinct in the juxtaposition of public voices. A participant
in the protests in Karaganda talks about organizing supporters of the concert cancellation
while simultaneously expressing sympathy for the group’s fans. The next protagonist
admits that he previously held more nationalist views, but it was precisely the protests
that prompted him to take an interest in Ninety One and subsequently become a fan.
The film then transitions to an English-language panel discussion on Generation Z,
where the private conflict acquires a broader sociological context. Such a movement
from individual stories to social analysis does not eliminate contradictions, but preserves
the complexity of the cultural environment.

The comparison of Sea Tomorrow and MEN SEN EMES demonstrates the stability
of Suvorova's authorial attitude amidst a changing subject of research. In the first film,
the complexity of reality is revealed through the interaction between man and space,
everyday action, and ecological memory; in the second, through historical context
and the juxtaposition of various public voices. In both cases, meaning is not communicated
to the viewer as a ready-made authorial judgment, but emerges from the observation
and comparison of elements of reality. In this way, directorial vision can be defined
as an attitude toward exploring complex social reality through the interaction
between man and environment, accompanied by a rejection of unambiguous
explanations of what is happening.
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Kanat Beisekeyev: Ethical Responsibility and the Priority of Human Story

A third model of the documentary statement is demonstrated by Kanat Beisekeyev.
While for Tyulkin the psychological and moral exploration of man becomes central,
and for Suvorova — the immersion of man into the social and cultural environment,
Beisekeyev's directorial vision is built around the ethical responsibility to the subject
and the priority of their personal story. In an interview with Informburo, the director
explicitly formulates the principle: “I try not to harm the subject”; if a person feels
uncomfortable, Beisekeyev is ready to abandon the use of the footage. Discussing his
motivation for creating the film Bala (2017), he notes that a television report on adopted
children seemed untruthful and unethical to him, which is why he decided to shoot
"his own version,” emphasizing: “I tried not to lie” (Bodrova). In another public
appearance, the director formulates yet another principle: “the story must be put first,”
whereas technique is important only insofar as it helps tell it and “"does not constrain
the subjects” ("Kanat Beisekeyev rasskazal”). These statements allow us to view ethical
responsibility and the priority of the human story as interrelated foundations of his
directorial vision.

Bala begins with statistical data on the international adoption of Kazakhstani
children, but following this, Beisekeyev shifts the narrative from depersonalized figures
to individual stories. In Chicago, eighteen-year-old Jordan/Rustem shows family
photographs and talks about himself in his own voice; ten-year-old Milo/Damir
is introduced through the observation of his daily communication with his father —
games, jokes, and family scenes. In both cases, the status of an adopted child appears
only after the viewer has met the subject as a specific individual and a family member.
The social problem is consequently not eliminated, yet it does not replace the individual
human experience.

Especially indicative is the scene in which Damir recalls his life in the orphanage
and his biological mother. He says that he remembers her name — Akmaral —
and would like to meet her someday. To Beisekeyev's question about what he would say
to her upon meeting, the boy, after some hesitation, answers: “Hello.” The camera
remains on a close-up of the subject, yet the director does not continue the interrogation
and, after a pause, shifts the narrative to the next character. The principle of “not harming
the subject” does not mean avoiding painful questions here: the director enters the space
of personal memory, but does not demand from the child a more definite or emotionally
expressive reaction than the one he is ready to give. At the same time, memories
of Kazakhstan are accompanied by nationally marked musical motifs, hence the interviewer's
restraint is combined with the author’s organization of the story through the means
of imagery, editing, and music.

The stability of this ethical attitude is also manifested in the film Wife (2021),
dedicated to domestic violence. As in Bala, the film begins with statistical data,
after which the narrative shifts to individual testimonies. One of the female protagonists,
staying at a crisis center, responds to the director’s quietly voiced off-screen question
about the reason for her consent to the interview: “I simply have nowhere to go.” Another
woman refuses to give her name; the film preserves her anonymity visually as well —
her face is concealed by dark glasses and a protective mask. In the first woman's account
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of the most severe episodes of violence, the camera periodically shifts attention

from her face to close-ups of her hands. Beisekeyev does not avoid traumatic testimony,
consequently regulating the degree of visual intrusion during moments of the heroines’
emotional vulnerability and respecting the boundaries designated by them (see Fig. 3).

Figure 3. Ethical strategies in the visual representation of women
in K. Beisekeyev's Wife (2021): preserving anonymity
and regulating visual distance. Film stills.

In this regard, Beisekeyev's directorial practice aligns with Kate Nash’s proposition
regarding the direct connection between documentary ethics and aesthetics (Nash 224).
In the films under review, the ethical attitude is implemented through specific formal
solutions: the transition from statistics to individual testimony, the subject’s opportunity
to speak in their own name, the preservation of anonymity, the choice of framing scale,
and the shift of the camera’s object of attention during emotionally vulnerable moments.
Ethical responsibility consequently turns out, as a result, to be not an external limitation
of the documentary image, but a principle governing the organization of cinematic
language.

The comparison of Bala and Wife makes it possible to define Beisekeyev's stable strategy:
a socially significant problem is translated from the language of statistics into the space
of individual testimony, where specific human experience is given priority. Addressing
potentially sensational and traumatic themes, the director strives not to reduce
the subject to an illustration of a social problem, preserving their right to their own
voice and regulating the degree of authorial intervention. Thus, the principles formulated

SARYN PEER-REVIEWED JOURNAL



DOCUMENTARY CINEMA OF INDEPENDENT KAZAKHSTAN 2026 C ;apyn

nou

by Beisekeyev — “not to lie,” “not to harm the subject,” and “to put the story first” —
receive concrete embodiment in his directorial practice.

The results of the comparative analysis of the three directorial practices are presented
in Table 1.

Table 1. The ratio of the directors’ conceptions about documentary cinema
and the identified directorial strategies

Director Conception Identified Directorial Primary Means
Formulated Strategy of Realization
in Interviews

Vladimir Tyulkin Documentary cinema Psychological Subjective camera;
as an "exploration of life | and moral exploration | allegory; staged elements;
and the human inner of the human inner symbolic organization
world”; recognition world of the image; landscape;
of the subjectivity memory; off-screen
of the documentary monologue
gaze

Katerina Suvorova | Film as an “exploration”; | Exploration of complex | Observation; spatial
the desire to understand | social reality through | organization; duration;

the “root causes the interaction between | contextualization;
of the conflict” man and environment | juxtaposition of various
without denouncing public voices

Kanat Beisekeyev | "Not to lie”; "not Ethically Transition from statistics
to harm the subject”; responsible narration to the individual; direct
“to put the story first” of the individual story | speech; preservation

of anonymity; regulation
of visual distance;
respecting the subject’s
boundaries

The conducted analysis makes it possible to answer the research question regarding
the correlation between the directors’ authorial conceptions of documentary cinema
and the specific features of their directorial practice. The comparison of interviews
by Tyulkin, Suvorova, and Beisekeyev with a textual analysis of specific films and episodes
demonstrates that the conceptions of documentality formulated by them receive
consistent embodiment in their directorial strategies. At the same time, this does not
imply a literal correspondence between the stated method and each individual cinematic
decision, but rather the consistency of principles recurring across the analyzed films.

The comparative analysis reveals three distinct strategies of the authorial position.
In Tyulkin's work, the exploration of the human inner world remains a consistent principle
amidst a noticeable evolution of cinematic language — shifting from the active symbolic
construction of Lord of the Flies to the contemplative intonation of 73 Kilometers.
In Suvorova's case, the authorial position is realized through the exploration of social
reality via the interaction between man and environment, coupled with the aspiration
to avoid an unambiguous evaluation of what is happening. For Beisekeyeyv, ethical
responsibility toward the subject becomes a principle governing the organization
of individual testimony and cinematic language itself. As a result, the differences among
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the three directorial practices manifest not only in subject matter, but also in the nature
of authorial presence, the organization of observation, and the relationship with the subject
and the viewer.

The obtained results indicate that directors’ interviews serve as a significant yet
non-self-sufficient source for studying the authorial position. Statements regarding
one’s own method acquire analytical value when compared with concrete cinematographic
practice. The authorial position is discovered precisely in the relationship between
the director’s formulated conceptions of documentary cinema and their consistent
embodiment in the formal and ethical solutions of the film.

The study is limited to the analysis of three directors and six films and does not claim
to describe the entirety of Kazakhstan’s documentary cinema of the independence
period. At the same time, the proposed approach can be applied to a broader corpus
of Kazakhstan's documentary filmmaking to investigate how individual directors’ visions
of documentality are transformed into consistent artistic and ethical strategies.
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ABSTRACT. This article examines the transformation of Kazakhstani cinema from the festival films

of the first decades of independence, through the rapid development of commercial production after 2015,
to the emergence in the post-pandemic period of a new phenomenon defined as “people’s cinema.”

The research problem lies in the existing division of the country’s film industry into arthouse cinema,

oriented toward international festivals, and commercial films designed for mass domestic distribution.

The purpose of the study is to identify the principal characteristics of people’s cinema and explain

the significance of this phenomenon for the formation of contemporary national identity. The study

employs historical-cultural, comparative, and film studies methods, making it possible to trace changes

in the systems of film production and distribution and to analyze the themes, dramaturgy, and cultural

codes of recent films. The empirical basis of the study includes Qash (Run, 2022) directed by Aisultan

Seitov, Dos-Mugasan (2021) and Bolmagan Balalyq Shaq (The Lost Childhood, 2025) directed by Aidyn
Sakhaman, as well as other works of contemporary Kazakhstan cinema. The analysis shows that people’s
cinema combines the artistic techniques of auteur cinema with an orientation towards a broad audience.

It draws upon collective historical memory, the national language, traditions and rituals, family relationships,
music, religion, and heroic figures that evoke a shared emotional response. The scholarly novelty of the study
lies in conceptualizing the notion of “people’s cinema” in the context of contemporary Kazakhstan. The article
concludes that such cinema not only reflects an already existing national identity but also actively participates
in its formation, creating a space of collective recognition and strengthening Kazakhstan’s “imagined
community.” The proposed approach may be used in further studies of national cinema, cultural policy,

and contemporary nation-building processes.
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bunbmaepAiH TakblpbINTapbIH, APaMaTyprusicbiH XXaHE MIJEHW KOATapbIH Tanjayfa MyMKIHAIK 6epeTiH
TapUXU-MBZEHM, CabICTBIPMabl XXaHE KMHOTaHy aicTepi KongaHblnaabl. 3epTTey MaTepuanbl PeTiHae
pexuccep Acyntan CenitoBTiH, «Kaw» (2022), «Joc-Mykacan» (2022), pexxuccep AngbiH CaxamaHHbIH,
«bonmaraH H6ananbik, wak» (2025) >xaeHe Kasipri KasakcTaHAbIK KMHOHbIH, 6acka Aa TybIHAbINAPbI abIHAbI.
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B cTatbe paccmaTpuBaeTcs TpaHchopMaLmMa Ka3axCTaHCKOro kKuHeMatorpada ot pectmBanbHOro
KWMHO NepBbIX 4ECATUNETUI HE3aBUCMMOCTY Yepes CTPEMUTENIbHOE Pa3BUTUE KOMMEPUYECKOro NPON3BOACTBa
nocne 2015 roja K NOSBAEHWIO B MOCTNAHAEMUNHBIV NepUos HOBOro GeHOMeHa, KOTOpbIV Npenaraercs
onpesennTb Kak «HapoAHoe KMHo». [TocTaHoBKa NpobaemMbl CBsizaHa C CyLLECTBYHOLLMM pa3jeneHnemM
OTeYeCTBEHHOro kKMHemaTtorpada Ha apTxaycHoe KMHO, OPUEHTMPOBAHHOE NPenMyLLLEeCTBEHHO
Ha MexayHapogaHble GecTrBanu, 1 KoMmepyeckne GUAbMbI, PacCUMTaHHble Ha MacCOBbIV BHYTPEHHWI
npokart. Llenb nccnesoBaHuns — onpesennTb OCHOBHbIE XapaKTEPUCTUKM HAPOAHOTrO KMHO W PacKpbITb
3HayeHwve 3Toro ABNeHVs ANd GOPMUPOBaHUA COBPEMEHHOW HaLlMOHaNbHON MAEHTUYHOCTW. B paboTte
MPUMEHSIOTCA UCTOPUKO-KY/IbTYPHbIN, CPaBHUTENbHbIN Y KNHOBEAYECKUI METOAbI, MO3BO/IAIOLLME
npocneanTb USMEHEeHUA B CUCTEME KMHOMNPOM3BOACTBA U NMPOKaTa, a TakXXe npoaHaanm3npoBatb TEMaTUKY,
ApaMaTypruto n KyabTypHble KOAbl GUAbMOB NocaeHnX feT. Matepnanom nccaefoBaHNA CTann KapTUHbI
«Kaww» (2022) pexxmuccepa AicyntaHa CenToBa, «Joc-MykacaH» (2022), «bonmaraH 6ananbik wak» (2025)
pexuccepa AngbiHa CaxamaHa v Apyrvue npovsBeAeHns COBPEMEHHOMO Ka3axCTaHCKOro KUMHO. B pesyabTtate
BbIABNI€HO, YTO HApPOAHOE KMHO CcoegUNHAET XyAOXKECTBEHHbIE NMPUEMbI aBTOPCKOro KMHemaTorpana
C OpVEeHTaLMEN Ha WMpPOKYo ayanToputo. OHO 0bpallaeTcs K KONNEKTUBHOW MCTOPUYECKON NaMATH,
HauMOHaNlbHOMY A3bIKY, TOAANLUAM N pUTYyaiam, cemMenHbIM OTHOLWEHNAM, MYy3bIKe, pennrnn n o6pa3a|v|
repoes., Bbi3bIBaOLLMM 0bLLee 3MOLIMOHaNbHOE NepexmBaHne. HayyHas HOBM3Ha UCCae0BaHWA 3aKkito4aeTcs
B KOHLeNTyann3aumm noHATUA «HapoAHOE KMHO» MPUMEHUTENbHO K coBpemeHHOMY KasaxcTtaHy. [lenaetca
BbIBOJ, YTO TaKO€ KMHO He TOJZIbKO OTpaXKaeT y>xe CyLecTByrLWYyH HauMOHalbHYHO MAEHTUYHOCTD,
HO 1 aKTVUBHO y4acCTByeT B €€ q)OpMVIpOBaHVIVI, co3faBad NPOCTPaHCTBO KOMNNEKTUBHOTO y3HaBaHUA
N YKpenss KasaxcTaHcKoe «BoobpaxkaeMoe coobLLecTBO». [peaioKeHHbIV NOAXOS MOXKET ObiTb
MCMoAb30BaH Npw JasbHeNWeM N3yYeHUN HalMOHaNbHOro KMHemaTtorpada, KybTypHOR NOANTUKM
N COBPEMEHHbIX MPOLLECCOB HaLMOCTPOUTEbCTBA.
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Introduction

The transformation of Kazakhstani cinema from festival and commercial film towards
people’s cinema has a longer history than might appear at first glance. In the mid-1980s,
the preconditions for arthouse cinema emerged in Kazakh film. This development
resulted from a consistent transformation of the intellectual and artistic environment

at the Qazagfilm studio.

Prominent film industry figures, including Goskino Chairman Olzhas Suleimenov
and Qazagfilm Editor-in-Chief Murat Auezov alongside other intellectuals, sought
to create an environment distinct from the Soviet ideological model of filmmaking.

The "godfather” of the Kazakh New Wave, Murat Auezov said, “"When a general
movement begins, when a culture sets about addressing its tasks, an atmosphere
emerges that elevates talented people, independently of anyone’s organized efforts”
(gtd. in Abikeyeva 33).

At the time, this objective was not formulated as the creation of arthouse cinema,
yet something far more substantial was achieved: young, progressive directors
and screenwriters were invited to Alma-Ata for co-productions. Irakli Kvirikadze made
Vozvrashchenie Ol'mesa (The Return of Olmes) together with Malik Yakshimbetov;
Aleksei German Sr. wrote the screenplay for Gibel’ Otrara (The Fall of Otrar) for Ardak
Amirkulov; the writer Anatoly Kim worked in close collaboration with Yermek Shinarbayevy;
and Sergei Bodrov Sr. recruited an entire “Kazakh Directing Workshop” at VGIK.

Over the course of just five years (1982-1987), the aesthetic paradigm of Kazakh
cinema was fundamentally transformed, expanding its boundaries and laying
the foundations for a new national cinema.

The cinema of independent Kazakhstan, specifically the Kazakh New Wave, became
known throughout the world through film festivals. This was arthouse cinema, which
dominated the 1990s and remained predominant until 2005, when the country’s
cinema network was restored.

It is important to understand that the Kazakh New Wave did not create Kazakhstan’s
arthouse cinema from nothing; rather, it was the most striking outcome of the artistic
and institutional restructuring that began at Qazagfilm around 1982-1985. The Wave
took shape through the simultaneous emergence of a generation of young directors
trained in Sergei Solovyov's workshop. Their films emerged concurrently with the collapse
of the USSR, which opened the doors to international film festivals. As a result, the Kazakh
New Wave films circulated at festivals for an entire decade while domestic distribution
within Kazakhstan lay in ruins.

The situation began to shift as the cinema network recovered. Akan Satayev's
Reketir (Racketeer, 2007) was the first commercial film, followed by Farhat Sharipov’s
Skaz o rozovom zaitse (Tale of a Pink Hare, 2010) and Askar Uzabayev's Gashyq Jurek
(Cocktail for a Star, 2010). Yet the truly rapid rise of commercial cinema in Kazakhstan
began in 2015 with the release of Kelinka Sabina (Daughter-in-law Sabina)
and Qazagsha biznes (Business in Kazakh). Over a five-year period (2015-2020),
the box-office share of domestic cinema in Kazakhstan surged remarkably from
3 per cent to half of the market. This growth was primarily driven by commercial-sector
initiatives led by screenwriters, directors, producers, and alumni of the popular television
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comedy show KVN'. Most of the content produced consisted of comedies. By the early
2020s, Kazakhstan's film industry had become clearly divided between arthouse (festival)
cinema and commercial sector for the domestic market.

In the post-pandemic period, films began to appear between these two poles
that could not be fully assigned to either established model. They employ the artistic
language of auteur cinema or address complex historical and social subjects, yet they are
made for wide national distribution. These films turn to collective memory, the Kazakh
language, music, family relationships, traditions, and rituals — to a cultural experience
that audiences can recognize and experience as shared. To describe this phenomenon,
the article proposes the concept of “people’s cinema.”

In this context, “people’s” is neither a judgement of a film's quality, nor a genre
designation, nor a synonym for commercial success or patriotic subject matter.
People’s cinema refers to films that combine an auteur or socially significant statement
with an orientation towards a broad domestic audience and create a space of collective
cultural and emotional recognition.

The article asks the following research question: what changes in subject matter,
artistic language, and forms of communication with the audience allow us to speak
of the emergence of people’s cinema, and how does it differ from festival and commercial
cinema? The hypothesis is that people’s cinema arises at the intersection of two
previously separate models: it inherits from auteur cinema the ambition to make
an artistic and social statement, and from commercial one an orientation towards wide
distribution. Its distinguishing feature lies in transforming national history, language,
music, family experience, and cultural rituals into a shared emotional event.

To test this hypothesis, the article examines Aisultan Seitov's Qash (Run, 2022),
and Aidyn Sakhaman'’s Dos-Mugasan (2022) and Bolmagan Balalyqg Shaq (The Lost
Childhood, 2025). These films make it possible to explore three mechanisms of collective
recognition: engagement with historical trauma, the uniting of generations through
music and language, and the reproduction of traditional models of family responsibility.

Theoretical Approaches to Auteur, National, and People’s Cinema
The concept of auteur cinema emerged in André Bazin's writings during the rise
of the French New Wave (97). For Bazin, the director is not merely the technical executor
of a screenplay, but the film's central creative figure, whose artistic vision determines
the work’s form and meaning. Following the French New Wave, the concept of arthouse
cinema spread throughout the world. In Soviet cinema, it emerged during the Thaw.
Marlen Khutsiyev's films Mne dvadtsat’ let (I Am Twenty, 1965) and Ilyul'skii dozhd’
(July Rain, 1967) resonated with the explorations of the French New Wave. Neya Zorkaya
wrote about the importance of arthouse cinema’s emergence in Soviet filmmaking,
noting that its form served as a means of resisting Soviet ideology (Zorkaya).
Whereas André Bazin viewed directorial authorship as the consistent expression

1 KVN (Club of the Funny and Inventive) is a popular of an individual worldview manifested

televised competition where teams representing through the choice of subjects and

various universities, institutions, and cities compete artistic form (96), David Bordwell defines

in humorous sketches, improvisations, and witty
responses to predetermined themes. art cinema as a distinctive mode of film
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narration characterized by loosened causal links, psychological ambiguity, an open
ending, and the emphatic presence of an authorial position (58).

Steve Neale supplements the aesthetic understanding of arthouse cinema
with an institutional one: such cinema exists within a particular system of production,
distribution, and recognition that includes international festivals, specialized criticism,
and limited theatrical release (35). This approach is especially important for Kazakhstan,
where, after the collapse of the Soviet film-distribution system, festivals became auteur
cinema’s principal channel for reaching audiences.

Another body of scholarship concerns the concept of national cinema. Andrew
Higson proposes defining it not only by the place of production, but also at the level
of consumption —by the ways in which a national audience receives films and uses them
to interpret its own experience (36). Stephen Crofts, in turn, demonstrates the plurality
of national-cinema models, which depend on their industrial, cultural, and political
relationships with Hollywood, the state, and the international market (50).

Benedict Anderson’s concept, developed in Imagined Communities, is crucial
to understanding the phenomenon of people’s cinema (30). According to Anderson,
the nation is not an objectively existing unity but an “imagined community”: its members
will never know most of their fellow citizens personally, yet they feel that they belong
to the same community. People’s cinema becomes not merely a form of entertainment
or artistic expression, but a space of collective recognition in which viewers encounter
familiar patterns of behavior, historical memory, cultural codes, language, humor,
and values on screen. If arthouse cinema primarily articulates an authorial vision,
and commercial cinema is oriented towards market success, people’s cinema functions
as a mechanism for the symbolic unification of society, contributing to the formation
and strengthening of contemporary Kazakhstan's “imagined community.”

National identity, moreover, is not a fixed set of attributes established once and for all.
Stuart Hall proposes understanding cultural identity as an ongoing process through
which a society forms representation of itself (222). Cinema, therefore, does not simply
reflect a ready-made national identity; it participates in producing it. In his analysis
of post-Soviet Kazakhstan, Rico Isaacs shows how images of the nomad, warrior,
and statesman are used to construct different versions of national identity (399).
However, the prevailing focus on state-sponsored historical projects does not fully
explain the situation of recent years, when private producers and directors have
increasingly taken the initiative and domestic audiences have become crucial
participants in the production of a film's meaning.

It is precisely at the intersection of scholarship on arthouse, national, and commercial
cinema that a theoretical gap emerges. Existing concepts do not adequately describe films
that retain an auteur or socially significant statement, enter wide national distribution,
and produce an effect of collective cultural recognition. In this study, people’s cinema
is understood not as a genre or a state ideological model, but as a mode of interaction
between cinema and a national audience. It is defined by a combination of three factors:
artistic significance, an address to a broad audience, and the capacity to create collective
recognition.
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Main Section: People’s Cinema as a Space of Collective Recognition

The films under consideration differ substantially in genre and style: Qash engages

with a national historical trauma; Dos-Mugasan adopts the form of a musical biopic;

and Bolmagan Balalyg Shaq combines social drama with elements of magical realism.

In all three films, however, an individual story becomes a means of interpreting collective
experience. It is precisely this movement from the private to the shared that allows

them to be considered different manifestations of people’s cinema.

Qash: Collective Trauma

One of the first examples of people’s cinema was Aisultan Seitov's Qash (2023).
The director made the film not so much for festivals as to deliver an important civic
statement: an attempt to comprehend a tragic chapter in Kazakh history —
the Asharshylyq (famine) of the 1930s. Artistically, it is an auteur work, yet its distribution
strategy was oriented towards wide theatrical release. Seitov made a film intended
to articulate, and thereby help process, one of the most devastating collective
traumas experienced by the people. Rather than attempting to recreate the full scale
of the tragedy, the director focuses on a local story dominated by an existential fear
for a child’s life. In essence, this is the first large-scale story about the famine to appear
in contemporary cinema. In 1991, the director Damir Manabai made an important film
about the era, Surzhekei — angel smerti (Surzhekei: Angel of Death, 1991) but the crisis
of the film-distribution system left it largely inaccessible to a broad audience.
Three decades later, the subject demanded a new interpretation. Qash combines
the artistic language of auteur cinema with an orientation towards a broad national
audience. The film brings family memories of the Asharshylyq into the public sphere
and transforms historical trauma into a collectively experienced emotion (See Fig. 1).

Figure 1. Film still from Qash (Run). Directed by Aisultan Seitov. 2022.
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Dos-Mugqasan: Language, Music, and Intergenerational Unity

Another clear example of people’s cinema is Aidyn Sakhaman’s Dos-Mugqgasan (2022).
The film brought to the fore the audience’s demand for works capable of generating
a collective emotional response. Choosing the story of the vocal-instrumental ensemble
Dos-Mugasan as the narrative basis makes the film particularly revealing for the study
of how different generations remember the past. Yefrat Sharipov’s screenplay is structured
so that the older generation relives its era, while younger viewers discover specific
Soviet realities that appear contradictory from today’'s perspective — most notably,
the restrictions imposed upon, and lack of support for songs performed in Kazakh.

Had a film about Dos-Mugasan been made by the ensemble’s contemporaries,

it would inevitably have taken the form of nostalgic reflection. The involvement

of young filmmakers makes it possible to view the period from a distance, through

the prism of a new generation’s perception. It is a film about preserving the Kazakh
language and national song culture in forms appropriate to that era, under the pressure
of Soviet ideology (See Fig. 2).

The film foregrounds a linguistic opposition: Russian represents official institutions,
whereas Kazakh functions as a marker of ethno-cultural consolidation and the ensemble
members’ creative self-realization. Russian becomes the language of Soviet power,
while Kazakh is the language of friendship, music, and national consciousness.

By adapting folk songs to a contemporary popular sound, Dos-Mugasan made Kazakh
culture part of modern youth culture. The accusation of “nationalism” levelled against
the group is therefore not an incidental detail, but an expression of the film's central
conflict.

The “"people’s” character of Dos-Mugasan is determined less by the popularity
of the musical group itself than by the socio-cultural context in which it is represented.
The film demonstrates how music in the Kazakh language evolved from an instrument
for preserving national identity into the people’s shared emotional memory.

!

Figure 2. Film still from Dos-Mugasan (2021). Directed by Aidyn Sakhaman. 2021.
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Bolmagan balalyq shaq: Kinship and Responsibility

Aidyn Sakhaman'’s next film, Bolmagan Balalyq Shaqg (2025), based on Akberen
Yelgezek's autobiographical novella, transfers an individual writer's memory into the realm
of collective audience experience. In it, the director reveals one of Kazakh society’s
fundamental cultural codes: if a child is deprived of proper parental care — in this case,
the father has died and the mother has married a man who rejects the boy — an older
male relative assumes responsibility for him. Although the film depicts the imperfect living
conditions in this family and a lack of parental affection, the protagonist receives essential
care, grows up among his cousins, benefits from their protection, and ultimately develops
into his own person (See Fig. 3).

The film's central cultural code is the extended family's responsibility for a child.
It does not idealize this tradition: Akosh works hard and suffers from a lack of love,
while the title itself emphasizes the irreparable loss of childhood. Nevertheless, kinship
ties save him from complete isolation. In this respect, the film enters into dialogue
with Askhat Kuchinchirekov's Bauryna salu (2024), which likewise depicts both
the traumatic and the protective dimensions of a child being raised by older relatives.

In the finale, the adult Akosh reconciles two feuding families. The protagonist does
not reproduce the violence he has experienced; he breaks its cycle. This scene shifts
a private biography onto a shared moral plane: family grievances and broken kinship
ties are familiar to many viewers, and the reconciliation is therefore perceived as a moral
imperative addressed to them.

Figure 3. Film still from Bolmagan Balalyq Shaq (The Lost Childhood). Directed by Aidyn Sakhaman. 2025.

Research Findings
The analysis identifies the principal elements of people’s cinema that help unite a national
audience and form an “imagined community” in Benedict Anderson’s sense. Key thematic
directions represented in films of recent years include:
« films about historical events that matter to the entire nation and seek to unite
it (Qash (Run), Oyan, Qazaq! (Rise, Kazakh!), Zhel togtagan zher (The Land
with No Wind), Zhambyl: zhana dauir (Zhambyl: A New Era), and others);
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« films depicting Kazakh rituals and traditions (Bauryna salu, Papa umer v subbotu
(Dad Died on Saturday), Bolmagan Balalyq Shaq (The Lost Childhood));

« films reflecting the everyday life of the Kazakh people: family dramas (Ystyg Uia
(Family Nest), Ot (Fire), comedies about weddings and celebrations (toi),
and relationships with in-laws (qudalar), and so on;

« films that evoke shared emotions through beloved songs and portrayals
of musicians and composers (the musical films Dos-Mugasan, Stop, noch’
(Soldier of Love), Bagyt Qushagynda (In the Embrace of Happiness));

« films that convey heroism not only through history, but also through everyday
trials, sport, and action (Paralimpiets (The Paralympian), Vremya patriotov
(Time of Patriots), Qazhymugqan);

« films that unite viewers through an engagement with Islam — Peiish. Jumaq
ananyn tabanynyn astynda (Peiish: Heaven Is Beneath a Mother's Feet), Dastur
(Tradition), and others.

As this list shows, contemporary Kazakhstan cinema already includes a substantial

number of people’s films. The defining quality of people’s cinema, however,

is that it must be seen by a broad national audience rather than existing only

on the festival circuit. Its development therefore depends not only on filmmakers,
but also on distributors and state cultural policy.

From 2019 to 2022, the State Center for the Support of National Cinema funded
socially significant projects. At present, priority is increasingly given to commercially
viable films. Commercial genre cinema such as comedies, horror films, melodramas,
and disaster films can, however, find its audience independently. State support
is especially necessary for films whose authors have something to say to society
but which cannot exist solely according to the laws of the market. This does not mean
ideological commissioning, but trust in artists and directors capable of independently
addressing profound and socially significant subjects. The essential thing is to listen
to them.

Conclusion

Contemporary Kazakhstani cinema may be regarded as one of the key instruments

of nation-building, in which the nation is formed not through declarations, but through
repeated cultural practices and collectively experienced events.

Mass commercial cinema produced today in the Kazakh language forms a shared
symbolic field in which, following Benedict Anderson’s logic, an “imagined community”
arises and is experienced as real. People’s films like Dos-Mugasan, Qash, and others
engage with collective and communicative memory, uniting generations. Films about
history or everyday heroism expand the pantheon of heroes and translate patriotism
into the realm of everyday responsibility; films that engage with religion restore an ethical
and spiritual sphere to cinema, bringing together ethnic, civic, regional, and religious
identities. Films about musicians and composers unite audiences emotionally
and culturally.

In this sense, contemporary Kazakhstani cinema does not so much reflect an already
constituted nation as continually reproduce it — through language, heroes, emotions,
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and rituals — making nation-building a living and continuous cultural process.
Nation-building in cinema is not a myth, but a repeated practice. It can be expressed
succinctly in the following formula: cinema = language + memory + heroism +
emotion + ritual — the nation as lived experience.
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KOCbIMLLA

Akupa Mauymoto

2 0—3 1 KENICCO3AEP KEHICTITI PETIHAEN LWEKAPA: LLISKEH AMMAHOBTbIH,
«ATAMAHHbIH, AKbIPbl» ®UAbMIHAEF YATTbIK BIPEFEMIK
SKSHE «©3rE» BEMHECIHIH TPAHCOOPMALLMACHI

1-1wi cypet. «ATaMaHHbIH, akbIpbl» GUAbMIHEH Kaap («Kasakduabm» KUHOCTYAUACHI, pexunccepi
LLlskeH AlimaHos, 1970).

Anvackap OHrap

3 2—5 2 «KA3AKTbIH, K&3)KAC TOKbIHbI»: YITTbIK OTBACHI/IbIK
MEJIOAPAMA XSHE KA3IPTI KA3AKCTAHHbIH, SMOLMSIBIK

MBZEHUETIHIH, TPAHCPOPMALMACHI

1-wi cypet. «<bonmaraH 6ananbik wak» GuabMiHeH kagp. Pexxnccepi AliabiH CaxamaH. 2025.
2-1wi cyper. «blcTbik ya» GuabmiHeH kagp. Pexxnccepi JapxaH Kepinos. 2025.

3-1i cypert. «blcTbik ya» dunbmiHeH kagp. Pexuccepi lapxaH Kapinos. 2025.

4-1wi cypert. «blcTbIk ya» GuabMiHeH kaap. Pexxnccepi apxaH Kapinos. 2025.

5-wi cypet. «Mama» dunbmiHeH kagp. Pexunccepi Alibek HeiFmeT. 2026.

6-1bl cypet. «TacTaMallbl, aHa» GuabMiHeH kagpaap. Pexxuccepi Pabura 96innarra. 2026.

7-wi cypet. DunbMmaepaeH kagpnap: a, 6 — «KylwakTalubl, Mama». Pexuccepi Hypfuca 9amypar.
2026; B — «<Mama». Pexwuccepi Aiibek HblimeT. 2026; r — «bonmaraH 6ananbik WwWak». Pexuvccepi
AnabiH CaxamaH. 2025.

MHHa CmaunnoBa

5 3 —7 2 KA3IPTI KA3AKCTAHZIK 9VENAEP KUHOCHI: «XKY3ETE ACY
MYMKIHAITI YAKbITbI» MEH YATTbIK A9CTYP TOfbICbIHAA

1w, 2-wi cyperrep. «Tyn» GunbMiHeH kagpnap. Pexxuccep Lspuna Opasbaesa. 2023.
3-wwi cypet. «Benowax» dpunbmiHeH kagpnap. Pexuvccep Acenb AyluiaknumoBsa 2024.

4-wi cypet. «Tyn». Pexuccep LWapuna Opasbaesa. 2023.

5-1wi, 6-wbl cypettep. «MagnHa» GuabMiHeH Kagpnap. Pexxuccep AikaH Kacbimbek. 2023.
7-wi cypet. «MaamHa» dunbMiHeH Kagpnap. Pexxuccep AiixaH Kacbimbek. 2023.
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Anpoc CeitimxaH

7 3 —9 2 Toyenci3 KASAKCTAHHbIH, YNTTbIK AEPEKTI KMHOCBIHAAFbI
PEXXVCCEP/IH, ABTOPJIbIK YCTAHbIMbI

1-wi kecre. [lepexTi KMHO Typasbl aBTOP/bIK K&3kapacTap MEeH aHbIKTasFaH pexxunccepik
cTpaTervanapAblH apakatblHacbl

T-wwi cypet. Bunik 6efHeCiHiH, KOMbIIbIMAbIK YABIMAACTbIPbLIAYbI: @ — 60C KPecno;
6 — KelinkepmeH KypbliFaH KOPbITbIHABI KOMNO3uLMA. «LLbibbIHAaP aMipLuici» GpribMiHeH
Kagpnap. Pexxuccep Bnagumump TronbkuH. 1991.

2-wi cypet. KypfaFaH Apan TeHi3i KeHicTiriHaeri keme. «EpTeH TeHi3» punbMiHeH Kaap.
Pexxnccep KatepuHa CyBoposa. 2016.

3-wi cypet. Oen KeWtinkepaepai BU3yanibl penpeseHTauusnayblH 3TMKablk cTpaternsapsi:
aHOHMMAINIKTI cakTay >oHe BU3yanzbl apakallbiKTbIKTbl peTTey. «Olien» GUabMiHeH kaapaap.
Pexwccep KaHat belicekees. 2021.

l'ynbHapa AbukeeBa

9 3 _1 O 6 DECTUBANBAIK XXOHE KOMMEPLMASbIK KWHOAAH XAJbIK,

KUHOCbBIHA AEWIH: YNTTbIK BIPEFEI7I.I'IIKTIHI KOPIHICI PETIHAETI
KA3AKCTAHAbIK KWHEMATOTIPA®TbIH TPAHCO®OPMALLNACHI

AfblIWbIHWA

T-wi cypet. «Kaw» dpuabMiHeH kaap. Pexxnccep AlicyntaH Cenitos. 2022.
2-wi cyper. «fJoc-MykacaH» dunbmiHeH Kagp. Pexwviccep AngbiH CaxamaH. 2022.
3-wi cypet. «bonmaran bananbik Wwak» dbuabMiHeH Kkaap. Pexunccep AngbiH CaxamaH. 2025.
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APPENDIX

Aliaskar Ongar

3 2—5 2 "THE KAzAKH TEARFUL WAVE": NATIONAL FAMILY MELODRAMA
AND THE TRANSFORMATION OF EMOTIONAL CULTURE
IN CONTEMPORARY KAZAKHSTAN

Figure 1. Film still from Bolmagan balalyq shaq (The Lost Childhood). Directed by Aidyn
Sakhaman. 2025.

Figure 2. Film still from Ystyq Uia (Warm Nest). Directed by Darkhan Karipov. 2025.
Figure 3. Film still from Ystyq Uia (Warm Nest). Directed by Darkhan Karipov. 2025.
Figure 4. Film still from Ystyg Uia (Warm Nest). Directed by Darkhan Karipov. 2025.
Figure 5. Film still from Mama (Mom). Directed by Aibek Nigmet. 2026.

Figure 6. Film stills from Tastamashy, Ana (Don't Leave Me, Mother). Directed by Rabiga
Abilpatta. 2026.

Figure 7. Film stills from: a, 6 — Qushagtashy, Mama (Hug Me, Mom). Directed by Nurgissa
Almurat. 2026; B — Mama (Mom). Directed by Aibek Nigmet. 2026; r — Bolmagan balalyq shaq
(The Lost Childhood). Directed by Aidyn Sakhaman. 2025.

Inna Smailova

5 3 7 2 CONTEMPORARY KAZAKHSTANI WOMEN'S CINEMA:
THE TEMPORALITY OF REALIZABLE POSSIBILITY VERSUS

NATIONAL TRADITION [GIEN

Figures 1, 2. Film stills from Tul (Lonesome). Directed by Sharipa Urazbayeva. 2023.
Figure 3. Film still from Veloshakh. Directed by Assel Aushakimova. 2024.

Figure 4. Film still from Tul (Lonesome). Directed by Sharipa Urazbayeva. 2023.
Figures 5, 6. Film stills from Madina. Directed by Aizhan Kassymbek. 2023.

Figure 7. Film still from Madina. Directed by Aizhan Kassymbek. 2023.
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[TPUNTOXKEHWE

Akupa Mauymoto

2 O 3 ’I TPAHVILIA KAK MPOCTPAHCTBO MEPETOBOPOB: HALIVOHA/bHAS
WAEHTUYHOCTb Y TPAHCOOPMALLUS OBPA3A «/PYrOro»
B ®NbME LLIAKEHA AMMAHOBA «KOHEL, ATAMAHA»

Ha aHanutickom

Pucyror 1. Kagp 3 ¢unbma «KoHel, atamaHa» (kuHoctyams «Kasaxdunbm», pex. LakeH
AlimaHos, 1970).

Anpoc CeltimkaH

7 3 —9 2 ABTOPCKASl MO3MLMA PEXXUNCCEPA B HALLVIOHAJIBHOM
AOKYMEHTAJIBHOM KUHO HE3ABVCKMOTO KA3AXCTAHA

Ha aHenutickom

Pucynok 1. NMoctaHoBoYHas opraHu3aLua obpasa BaacTu: a — nycroe kpecno; 6 — ntorosas
Komno3uuua ¢ repoem. Kagpol ns punbma «lNosenntens myx». Pexxnccep Bragummnp TronbKuH.
1991.

Pucyrok 2. Kopabab B npoctpaHcTBe Bbicoxwero Apanbckoro mops. Kagp n3s ¢punbma
«3aBTpa Mope». Pexxnccep KateprHa Cysoposa. 2016.

PucyHok 3. OTMYeckme cTpaTernn BU3yanbHOW penpeseHTaLymn reponHb, COXpaHeHne
QHOHVMMHOCTU U PeryanpoBaHmne Bru3yanbHoM guctaHumm. Kagpbl n3 puabma «KeHa».
Pexxnccep KaHat belicekees. 2021.

Tabnnua 1. CooTHOLEHMe aBTOPCKMX MPEeACTaBAEHWUI O AOKYMEHTalbHOM KUHO W BbISIBJEHHbIX
peXxXMNCcCcepckux cTpaTerni.

lynbHapa AbukeeBa

9 3 —1 O 6 OT ®ECTVBAIBHOTO U KOMMEPYECKOTO — K HAPOAHOMY

KNHO: TPAHCO®OPMALLIMA KASAXCTAHCKOTO KMHEMATOIPAD®A
KAK MPOSIBAEHWNE HALLVOHAIbBHOW MAEHTUYHOCTU

Ha aHenutickom

Pucynok 1. Kagp n3 ¢punbma «Katw». Pexxnccep Ancyntan Centos. 2022.
Pucynok 2. Kagp 13 ¢unbma «Joc-MykacaH». Pexxnccep AiigbiH CaxamaH. 2022.
Pucyrok 3. Kagp 13 punbma «bonmaran 6ananbik wak». Pexuvccep AingpiH CaxamaH. 2025.
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31.08.2026 6acbin LWbiFapy yLiH kon kolbinFaH. Miwimi 60x84 1/8. OdceTTik kafa3 80 rp/m2. Lindnik backin weirapy. Segoe Ul
Kapin Typi. Kenemi 13,02 wap. 6. w. n. TapanbiMbl 30 gaHa. «MupHbIV MNMukcenb» bacnaxaHacbiHAa H6acbinFaH. Kapafanabl K.,
Ep>xaHoB keweci, 18 yii.

MoanucaHo B neyats 31.08.2026. Popmat 60x84 1/8. bymara 80 rp/m2 odceTHas. MNMeyaTts unpposas. FapHuUTypa Segoe Ul.
O6bem 13,02 ycn. n. n. Tupax 30 3k3. OtnevataHo B Tvnorpadumn TOO «MupHbin Mukcenb», r. Kaparanga, ya. EpxaHosa, 18.
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