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CEMMOTHUKA B ABEPBAMJI)KAHE: DTAIIbI PA3BUTHUS UJIA CEMHO-
TUKA C MAPIIPYTU3AIIMENA B OPUEHTAJIMCTUKY

AHHoTanus: J[aHHOE HCCIIEOBAaHHE MOCBSIICHO OICHKE H3Y4EHHS CEMHOTUKU B
AszepbaiimkaHe B pa3lIW4HbIe MEPHOABI C AKIEHTOM Ha COBPEMEHHOM-IIOCTCOBET-
ckoM rieproge. OHO OOHApY)KMBACT TPU dTara pa3BUTHs B A3zepOaiikaHe, a TOUKOH
oT4yeTa MOXKHO HazBaTh 1970-e rofibl — COBETCKUH NMEPUOJL, KOIZla CEMUOTHKA KaK Hay-
Ka B AzepOaiimkane GopMHUpYyeTCs B paMKax TCOPHH JTUTEPATypHl, (ONBKIOPUCTHKA
1 OTYACTH JIMHTBUCTUKH. CIETYIOMNM 3TalloM SBISAETCSA MOCTCOBETCKUII MEpUOR 1
Ha4YaJI0 COBMECTHBIX MPOEKTOB ¢ MexayHapoaHoH acconnanueit cemuotuxu (ISA).
ToslukOM K HOBOMY 3TaIly OTHOILIEHUH C €BPOIEHCKON U MOCTCOBETCKOM CEMUOTUKON
CTaJl MHTEpEeC Kak co cTopoHbl ISA u KoHKpeTHO ee npe3unenta npod. E. Tapacru,
TaK ¥ CO CTOPOHBI Ka3aXCTAaHCKUX KOJUIET, MHUIIMUPOBaHHbIH po¢. AHyp ['anmmes. Tak
TTOSIBIJICSI HOBBIM 3Tarl, KOTOPEIH 03HAMEHOBAJICSI HHTEPECOM B HOBOM HAIPABICHUN
B ITOCTCOBETCKHE BOCTOYHBIE CTPAHHBI. B manpHe#meM 3TH nccne10BaHus BIMIHCH B
IJIOJOTBOPHOE COTPYAHHUUECTBO C MOCKOBCKMMH KOJIIETaMH, B COBMECTHBIX TPOEKTaxX
¢ Munoit MepkysnoBoi, KoTopast IpeACTaB/IsIeT Kak COBPEMEHHYI0 MOCKOBCKYIO, TaK U
(PpaHIy3CKYIO HIKOJIy CEMHOTHKH.

DTO Tak)kKe CTal0 HOBBIM ITAIOM MAapLIPYTH3AlUH CEMUOTHKH B OPUCHTATHCTHKY.
DTOT MOBOPOT MO3BOJIMII @BTOPY THX CTPOK BHIPAOOTATh TEOPHIO CTEPEOTHI/ apXe-
THN/ IpoToTHn (aHatorn4YHO «Proto-languagey).

BaxHyto 0COOCHHOCTH cIieU(UKHN a3epOaiIKaHCKOH CEeMHOTHUKH ONpeessieT mpe-
JIMCTOPHS — UCIITAMCKHH (CTaB 4acThiO MYCYJIbMAHCKOTO MUPa B CPEJHEBEKOBBII ITepH-
0712) ¥ IONCIIAMCKHUH (3THUYECKHUE) JIIEMEHTBI KylbTypbl. Elle ogHuM sTarom — mpo-
HCTOPUYECKUM — MOKHO Ha3BaTh PErMOHAIbHBIC 0COOCHHOCTH 3HAYCHHSA-CEMHOTHKA
CJIOB a3ep0aiiKaHCKOTO SI3bIKA.

B kagecTBe MeTonma AemM(POBKH CIOB M3 a3epOalKAHCKOTO S3bIKAa — HA TIPHMEpe
PETUTHO3HBIX TEPMUHOB, CUMBOJIOB U3 KJIACCHYECKOH MCIaMCKOH MOA3HH U HEKOTO-
PBIX CJIOB K)KIOJHEBHOTO MOTPEOICHUSI MBI HCIIOIb3yeM a/KaT alihaBUT U CIIOT, KaKk
MUHHMAIIbHbIE €IUHUIBI HOCUTENEH CEMaHTUKU.

KaroueBble c10Ba: TOCTCOBETCKAs CEMHUOTHUKA, CHMBOJI J)KaHaH ()KHBOT), I'paMmMma, aj-
(baBI/IT A6Z[)KaT, MaJibI€ KOpIIyCa, KOTHUTUBHAsI CECMHUOTHKA


mailto:Rahilya_g@hotmail.com

CEMHOTUKA B A3EP]§AI7II[)KAHE: OTAIIbI PA3BBUTH S NI CEMUOTUKA
C MAPIIPYTU3ALIMEN B OPUEHTAJIMCTUKY

Paxuas IeiiGyiiaeBa
baxy craean ynusepcumemi
baxy, Osipoatiscan

Rahilya g@hotmail.com

93IPBAMKAHIAFBI CEMAOTHKA: IAMY KE3EHJIEPI HEMECE
IIBbIFBICTAHYTA BATBITTAJIFAH CEMUOTHUKA

Anparna: byn 3epTTey Ka3ipri-oCTKEHECTIK Ke3eHre Oaca Hasap ayfapa OTBIPBIIL,
OzipOaiixkaHIarsl CEMUOTHKAHBI 3epTTeyli Oaramayra apHanraH. On OsipOaibkan-
JIaFbl JaMyIbIH YII Ke3CHIH KOPCETIN alrajpl, ajl ecenTiH HykreciH 1970 xpuimap-
JIaFbl KCHECTIK Ke3eHII arayra Oomanbl, O3ipOaiikaHaa CEeMHOTHKA FHUTBIM PETIHIIE
oebueT, PONTBKIIOPUCTHKA JKOHE iMTiHApa TMHTBUCTHKA TEOPHUSCHI asICHIH]IA KAJTBINTa-
canpl. Keneci Ke3eH-TIOCTKEHECTIK Ke3€H JKoHE XalblKapalblKk CeMHOTHKa KaybIMia-
cteirbIiMeH (ISA) Gipnecken sxobanapaan Oactanaasl. Eypomnanbik ;koHe TOCTKEHECTIK
CEMHOTHKAaMEH KapbIM-KaThIHACTBHIH >KaHa Ke3eHiHe [SA TapanbiHaH na, OHBIH Tpe-
sugenti npo¢. E. Tapactu TapambiHaH 1a, Ka3aKCTaHABIK OpINTECTEep TapamblHAH
A. TammeBra KpBBBIFYIIBUIBIK Ounmipmai. Ochliaima jxaHa Ke3eH maima OoJabl, ol
noctkeHecTik [LIBIFpIC enepine xaHa OarbITKa KbI3BIFYIIBUIBIK TAHBITTHL. bonaniakra
Oyt 3eprreynep Mackeyneri opintecrepimeH, Kasipri Mockey xone ¢paniry3 Cemu-
oTHka MekTeOiHiH okini MHHa MepkynoBaMmeH OipiaeckeH kobanxapaa >KeMiCTi bIHTHI-
MAaKTaCTBIKKa KOCBIJIIBI.

ByJ1 COHBIMEH KaTap CeMHOTHKAHbI LIBIFBICTAHyFa OarbITTay/IbIH )KaHa Ke3eHi OOIIbL.
Byt OypbIIbIC OCHI JKOIIAP/bIH aBTOPBIHA 63 CTEPEOTHII/ apXETHUIl/ TIPOTOTHII («IIpo-
TO-TIJITE» YKCAC) TEOPHSICHIH jKacayFa MYMKIHJIIK Oepi.

O3ipOaiikaH CEMHOTHKACHI E€PEKIIENIriHIH MaHbI3AbI epekmrenirin Tapuxka Jeiin-
ri — McnaMasik (OpTarachIpibIK Ke3eHeTi MYChUIMaH dJIeMiHiH 06eJ1iri 601a OThIPHII)
JKOHE MCIIaMFa JIeHiHr1 (9THUKAJIBIK) MOJICHH DJIEMEHTTEp aHbIKTaiabl. Tarel Oip Ke-
3€H — TapUXHU — MAFbIHAHBIH aliMaKTHIK CPEKIICIIKTePIH-O31pOaiikaH co3IepiHiH ce-
MHUOTHKACHIH aTayFa OoNabl.

O3epOaiikaH TITIHEH aJbIHFaH CO3/Iep Il MHGPIBI NIy 9/IiCi peTiHIe-IHA TePMHUH-
Jiep, KIIACCHKAIIBIK FICTIaM MTO33USACHIHBIH poMi3/epi jKoHe KYHACTIKTI TYTHIHY/IBIH KeH-
6ip ce3nepi MbIcambIHIa 013 CEMaHTHUKAIBIK COMICYIILIEepAiH MUHUMAIABI OipiikTepi
peTiHze ampkat andaBuTi MeH OybIHBIH KOJAAHAMBI3.

Tyiiinai ce3mep: mocTkeHecTIK ceMHOTHKA, JKaHaH (illl) CUMBOJBI, rpamMM, AOmKaT
QNINOMI, TIIAFBIH KOPITyCTap, KOTHUTUBTIK CEMUOTHKA
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SEMIOTICS IN AZERBAIJAN: STAGES OF DEVELOPMENT OR
SEMIOTICS WITH A ROUTE TO ORIENTALISM

Abstract: This paper deals with reconsideration and evaluation of Semiotics in
Azerbaijan in various periods, bounding three steps of its development in Azerbaijan
since1970-s and view to the past from this prism. The semiotics boom in Azerbaijan
and all the Soviet academic space starts in the late 1970-s, with an introduction to
the humanitarian fields of French anthropologist Claude Leo-Strauss’s ‘Structural
Anthropology’ (1978). Y. M. Lotman, V. Propp (representative of Russian Formalist
school in Literary Theory and author of “Morphology of fairy tales, “famous with the
structural division of structure and binary functions: prohibition — violation, genuine
hero-lying hero), is another crucial chain in the formation of Tartu-Moscow Semiotic
school. Another essential source of Soviet semiotics was the views of F. Saussure on
General Linguistics.

Azerbaijan, as a part of the SSSR, followed these trends. Especially these studies were
popular among specialists on the Theory of Literature and General and later Cognitive
Linguistics. In Post-Soviet time, individual studies on Semiotics remained local due
to the country’s small scale and the language barrier (English has not yet replaced
Russian as an academic language for the generation of semioticians) and the lack of
translation of new works on the field in Azerbaijani. Along with these researches, a
continuous catalyst for the new wave of Semiotics in Azerbaijan was the introduction
with Prof. Eero Tarasti, President of ISA and Semiotics Institute in Imatra, Finland,
who was interested in the establishment of connections with the new-emerged post-
Soviet countries. The impetus for a new stage of relations with European and post-
Soviet semiotic studies was both the interest from the ISA and from the Kazakh
colleagues, which was initiated by prog. Anur Galiyev. It also became a new stage in
the routing of semiotics into Oriental studies.

The field that was not usually considered within Semiotics: Medieval Islamic and other
Asian Studies left behind Semiotics, including Sufism — Islamic literary-philosophical
mysticism full of symbols, in contrast to medieval symbols in Christianity. This turn
allowed the author of these lines to develop a theory of the stereotype/ archetype/
prototype (similarly to “Proto-Semitic, Latin...language”) based on these symbols.
Anuar Galiyev, being concentrated on national-historical identity, and its parallels
always was an important part of theoretical platform of nation in transition. Erelong,
these studies merged into fruitful cooperation with Moscow colleagues, in joint
projects with Inna Merkulova, who represents both the modern Moscow and the
French school of semiotics.

Submitted paper represents stereotype/ archetype/ prototype through prismatic
investigation of Islamic Sufi symbols (janan — belly, beloved, beauty symbol), rites
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(namaz), along with words (krug. gram). To do this, we trace the “history” of the
symbol or ritual from various prisms starting from visual and cognitive anthropology
and using the method of the consonant alphabet as a small semiotic (stem), syllable
as a larger syntagma. The abjad alphabet — consonant letters as symbols for words,
syllables as symbols for words, words as acronyms of a letter or syllable combinations
appear as ways of reconstructing semantic frameworks based on the samples of some
Azerbaijani words, from religious terms and Islamic poetry symbols to everyday life
words.

Keywords: Post-Soviet Semiotics, janan (belly) symbol, gram, abjad alphabet, small
corpora, Cognitive Semiotics

Yacrs 1. COBPEMCHHBIE MEKAYHAPOAHBbIC OPTAaHU3AIlUH 110 CEMUOTHKE

CemuoOTHKa KaK HayKa B CBOEM Pa3BUTHHU WCIBITHIBANA IIEPUOABI PA3BUTHA H CIIAJIA,
MIPOXOS ATArbl pa3BUTUs ¢ XIX Beka MO CETrOMHSANIHUN JCHb OT JIMHTBUCTHUKH, TE-
OpHH JINTEPATyphl U aHTPOIIOJNIOTHH M, MMEsI Ha CETOMHS CBOM TOJAPa3/ICICHUsT KaK
KOTHUTHBHAS, BU3yaJIbHAsI CEMHOTHKA, KOTOphle O(QOPMUINCH B CaMOCTOSITENbHBIE
CTpyKTypbL. [ToMuMO rmaBHOM — MexXIyHapOomHOM accoluauu no ceMuoTuke (/4SS),
co3nanHoi B 1969 romy', HA CeroaHs CymIeCTBYIOT U ACCOIMAIUS 0 KOTHUTHBHOU
CeMHOTHKE?, KoTopast u3naeT xypHain Cognitive Semiotics, BUIUT CBOIO 33/1ady I11aT-
(hopMy B M3yUEHHH CMBICTIA TEKCTa BO B3aMMOJICHCTBUAX C OKPY)KEHHEM BO BCEX 00-
JIACTSAX, B €CTECTBEHHOM M COIIMAILHOM MUpE, B SI3bIKE M JPYTUX CPEICTBAX 3HAKA, a
TaKKe UX BOCIPUSATHI, DTa opranu3anus Obiia co3aana B 2013 rony B yHUBEpCUTETE
Aarhus B lanuu coBmectHO ¢ Nordic Association for Semiotic Studies (NASS)*, mpo-
JIOJDKAst TAKMM 00pa30M CTPOTHe TPaIUIMK CeMUOTHKU B CKaHIWHABHU.

NASS — CxannnuHaBcKas acCOHUAIMs CEeMUOTHKHM Obu1a coznana B 1987 rony B Mma-
Tpe, PuHnIHINN, Tae QYHKIMOHHPOBaT MEXTyHApOTHBIH HWHCTHTYT CEMHOTHKU
(I81). 1SI Obna co3maHa Kak MCCIIEA0BATEIbCKH HHCTUTYT B 1988 B OUHISHINN B
Nwmarpe’® no unnnmaruse Toronto Semiotic Circle’. OCHOBOIOJIOKHUKOM U OecCMeH-
HBIM HayYHBIM U IopuandeckuM pykopogutenem ISI 6v1 mpod. O. Tapactu. UucTH-
TyT nepeneccs B Kaynac B 2014 oy pykoBoacTBOM ObIBIIETO yueHHuka D. Tapactu B
2014 romy, neiictByst npu KayHacHOM TEXHOJIOTMYECKUM HHCTUTYTE. 3a/1adueli HCTH-
TyTa OBIJIO U3yYEHHE M PACTPOCTPAHEHHH CEMHOTHKH depe3 MEKTyHapOIHbBIC aKa-
JeMIYecKre KOH(EpeHINH, MyOIUKaIuy, PerogaBaHne, JICTHHE IMIKOJIbI, KOHCYITb-
TaIlUU, IPOEKTHI 110 COI[MAIBHOMY TIpOorpeccy. 3a BpeMs CBOero cymecTBoBaHus ISI
Imatra ocymiecTBu 6ojee CTa TaKOro poja MPOEKTOB, B UHCIE KOTOPBIX OBLIO TaKXkKe

! The International Association for Semiotic Studies. http://iass-ais.org/.
2The International Association for Cognitive Semiotics. Attp./www.iacs.dk/.
3 Cognitive Semiotics. https://www.degruyter.com/view/j/cogsem.

4Nordic Association for Semiotic Studies. Founded at an impromptu meeting of Nordic semioticians in
Imatra, Finland, in 1987. — http://nordicsemiotics.org/.

>The International Semiotics Institute (ISI) — http://iass-ais.org/category/semiotic-research-institutes/.

®The Toronto Semiotic Circle — Attp://vicu.utoronto.ca/tsc/.
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HU30aHUC CCPHUU KHUI, MOHOFpa(bPIfI nu aHTOHOFHfI, a TAK)K€ HOBBIX PCTrMOHAJIBHBIX Op-
TFaHU3aIUH 110 CEMHUOTHKE.

ISI Mmatpa nosBUIICS Kak pe3yabTaT pa3BUTUS CEMUOTUKHM B DUHIISHIUY, OIHUM U3
3TarnoB Kotoporo 0wt Finnish Society of Semiotics’, cozmarnnoro B 1979 romy. Finnish
Society of Semiotics co3maercst Ha 6a3e CTYCHYECKOTr0O KpY>KKa «I pymIiel CTpyKTypa-
nu3may B XeJnbCHUHKCKoro yHusepcurete [pukinanusix Hayk B 1971 rony. B 1974 rony
ee MOCIIeIoBATeIISIMU TOSIBIIICTCS IepBasi (PMHCKAsi aHTOJIOTUSI CEMHOTHKH: CTPYKTY-
panmmsM, cemuoTHKa, modtuka (Gaudeamus). A ¢ 1990 roma opraHu3oBaH Uil CTY-
JICHTOB BCeX (haKyJIbTETOB XEIbCHHKCKOTO YHUBEPCHUTETA MEPBEIA BBOJHBIN Kypc IO
(UHCKOI ceMHOTHKeE.

Taxum 00pazoM, CEMHOTHKA KaK HayKa, HauaB yBJICKATEIbHbBIN U BIUSATEIbHBINA MyTh
n3 ®pannnu (Claude [Lévi-Strauss, Ferdinand Saussure), paszsusasick B CCCP, mpouyno
yCTaHaBIMBaeTCsA TaKXKe Kak oQHIaibHas Hayka B OUHISIHINK U B 1iesioM B OuH-
nstHAnY, Utanum, a Takike B MOCTCOBETCKON DCTOHMH, TPOIOIDKAS TPAAUIIMH [IKOJIBI
0. Jlormana. Ho 1 @panius npomaoinkaeT TpaAuIA CEMHOTHKH, OQHUITHATFHO PETH-
ctpupys International Association of Semiology of the Image B 1988 rony, kotopas ot-
nouxoBanack oT The International Association for Semiotic Studies, koTopstit B 1992
nepeumeHoBaics B The International Association for Visual Semiotics (AISV-1AVS).
OcHoBomonoKHUKaMu opranm3anuu cauratorcs change of M. Costantini and G.
Sonesson®. ITepBbIii KOHIPECC IO BU3YaIbHON CEMUOTHKE cOCTOsIICS yike B 1990 rozy,
JIaB CTapT CepHUHU MPOCKTOB 110 BU3YaJbHON CEMUOTHKe. BH3yalbHOCTh paccMaTpHBa-
eTCsl, BBIPAXKASICh CJIOBAMH €IlIe OJJHOW 3HAKOBOW (DUTYphI M0 CEMHOTHKE UTAJbsSHIA
YMmOepTo DKo, KaK OHO U3 3BEHEB MHOTOYPOBHETO TUCKypCa Mecca)a-3HaKa-TeK-
cra: “l am saying that usually a single sign-vehicle conveys many intertwined contents
and therefore what is commonly called a ‘message’ is in fact a text whose content is a
multileveled discourse ”(Eco, 1979:57).

Ha ceropmsuranii 1eHs, TOMAMO COOPHUKOB, aHTOJIOTHHA, MOHOTpaduii, MaTepHaIoB
KOHTPECCOB, B MUpE IyOIUKyeTcs 53 xKypHaa 0 CEMHOTHKE, U3 HUX 6 MEXTyHapOoa-
HBIX 1O O01IeH ceMUOTHKe, 16 KypHalOB CHEIHATU3UPYIOTCS Ha Pa3HbIX 00JIACTSIX
CEeMUOTHUKHU:

7Suomen Semiotiikan Seura. Attps://suomensemiotiikanseura.wordpress.com/.

8 Association internationale de sémiotique visuelle, or Asociacion Internacional de Semiética Visual —
https://aisviavs.wordpress.com/.
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YacTtp 2. ITanbl CeMHOTHKH B A3ep0Oaiilkane:
HHTerpanus nocTcoBeTcKkoi azepdaiiKaHCKON HIKOJIbI CEMHUOTHKH B MEKAY-
HAPOJAHBIE MPOCKTHI

Cemuornuecknii Oym B AzepOaiipkaHe, Kak M BO BCEM COBETCKOM aKaJIeMHYECKOM
MIPOCTPAHCTBE, HAYMHAETCS ¢ KOHNa 1970-X TOI0B C YCTAHOBICHUEM B TyMaHUTapHBIX
HayKaX, 0COOCHHO B TEOPUH JIMTEPATYPBI, IO/ BIUSIHUEM (PPaHIy3CKOTO aHTPOIIOJIO-
ra Knoga Jleo-Ctpocca (Claude Lévi-Strauss) «CtpykrypHas antpornoorus» (1978)
(JIeu — Ctpocc, 2001). CamMbIM U3BECTHBIM MPEICTABUTEIEM CEMUOTHKU TOTO Iie-
puona B CCCP sBnserca npo¢. Yausepcurera Tapty FO. M. JloTmMaH, KOTOPBIHA B COI0
ouepeb, Obu1 yueHukoM B. Tlpomnma — mpeacraButeliss pycckoi (hOpManucTUIeCKOi
mkossl. B. TIponm Obu1 3HAMEHHUT MCHOJIB30BAHUEM METOJIa CTPYKTYpHOH Mopdoito-
THA — OHOTO M3 BaKHBIX METONOB CEMHOTHKH B cBoel kHHTe «Mopdomorus cka-
30K», KOTOpast BBICNISACT CTPYKTYpPHOE pa3/iesieHne M OMHAPHBIX (yHKIHMIl: 3amper —
HapyllleHHe, MOMJIUHHBIN repoi-repoil-mkery). dopManucTuyeckas IIKoJa Hayaia
XX Beka, KOTOpasl TAKKe aKIEHTUPYET BHUMaHHE HAa MOP(OIOTHN CTPYKTYPBI TEK-
CTa, TaKkXKe SBISICTCS €IIe OIHIM Ba)KHBIM 3BEHOM B (popmupoBaHnu TapTtycko-Mo-
CKOBCKOH CEMHOTHYECKOH MIKOJBI. Yke ¢ 1961 roma B m3narensctBe TapTyckoro yHu-
BepcuTeTa n3naetes KypHan « Tpyasl 1o 3HaKoBbIM cucTeMamy.’ Takum 06pasoM, 10
BIIMSIHUS (PPAHITY3CKOM MIKOJIBI CEMUOTHKH B 1970-X rogax, KOTopast pUBea K HOBOH
BOJIHE MHTEepeca W HOBOMY BHTKY pa3BuThs, B CCCP yxe ObUTH MPEAIOCHUIKH [UIS
(hOopMUPOBAHUS MIKOJIBI CEMHOTHKH KaK HAyKH.

B 1970-e roapl ceMHOTHKA 3aMETHO YCHJIMBAET CBOM IO3UIIMU B COBETCKOW LIKOJIE
TEOPUH JIUTEPATYPHl M KYIBTYpbl. OCOOCHHO CEMHOTHUYECKUE HMCCIICOBAHUS ObLIH
MOTYJISIPHBI CPEM CTEIHAIMCTOB M0 TEOPHHU JINTEPATyphl U OOIIEH U KOTHUTHBHON
JIMHI'BUCTHKE, KOTOppIM B XX Beke Jaiu TOIUOK HccienoBanuss depnuHanga ae
Coccropa (Ferdinand Saussure — 1857—1913). AzepbaitaxkaH, Oyay4n Torna B cocTa-
Be CCCP u, COOTBETCTBEHHO B €TUHOM COBETCKOM y4eOHO-HAYYHOM MPOCTPAHCTBE,
CJIEI0BAJI TUM TEHJIECHIIHSIM.

B nocrcoBerckuii nepuos COCTOSIIOCHh y4acTUE Ha KOHrpecce 1o ceMuoTuke B JIs1-Ko-
pyus (Mcnanus), B KOTOpOM OblIa MpeCTaBieH CPaBHUTEIbHBIN aHANu3 (QyHKIHIA
BHHA KaK BOCXBAJIIEMOT0 CUMBOJIA B UCIAMCKOH TI033HH CPEAHEBEKOBbS U 3alIPETHOTO
HaIUTKa B CBSIIICHHON KHHTE C (PyHKIIHEH BUHA B XPUCTHAHCKON KYIIBTYpE, B II033HN
KOTOPO BHHO HE SIBISIETCS] CHMBOJIOM, XOTSI B PEJIMTHO3HOM KOHTEKCTE OJUIIETBOPSIET
kpoBb Xpucta'®. VccienoBanus mo ayJMoBU3yabHOW CEMAaHTHKE HEKOTOPBIX PEIu-
THO3HBIX pUTYalioB A3epOaiikana oblau ipeactasieH B MITMIMO Ha koHpepeHIHsIX
«Marns naHOBanmm» 3a 2015 u 2017 roxs! (cpa3y OTMETHM, YTO 3TH Hay4YHBIC CBSI3U
C POCCHHCKHUMH KOJUIETaMH HOCAT SMHM30IMUCCKUH XapakTep), a TakKe Ha TPEX MEK-
nayHapoaHsix Gopymax B baky B 20012, 2013, 2015 rogax'!.

*Heine: Sign Systems Studies. — Attp.//www.sss.ut.ee/index.php/sss.

10Seme ‘wine’ and seme ‘icon’ in Medieval Islam and Christianity — 10th World Congress of Semiotics
(La Corunia, Spain), September 22-26, 2009 www.semio2009.org.

" Hanpumep, Kynbryponorudyeckue HacioeHuss umeHn Ypys B smoce «Kuura [leme Kopkyma».
Baki- — Materials of the Baku International Humanitarian Forum. 2-3 October 2014 (volume 1). —
Baku: Qorb-Sorq 2014. ISSN 978-9952-509-89-2 pp. 241-248. http://bakuforum.az/ru/comparative-
research-into-multiculturalism-from-theory-to-humanitarian-practice-presentation-of-the-baku-
international-center-of-multiculturalism/?fid=524.
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Paxws IeiiOynnaesa / Paxuis [eitOymnaea / Rahilya Geybullayeva

B ugmciie 3aMEeTHBIX MOCTCOBETCKUX COBMECTHBIX IIPOEKTOB IO CEMHUOTHKE B PETHOHE
MOYKHO Ha3BaTh COBMECTHYIO KOHpepeHyulo ¢ 2py3UHCKUMU Koie2amu 8 YHugepcu-
meme Xazap B Baky B 2017 roxy.'> A pe3yinbrarhl OQHOTO M3 MPOEKTOB «Stereotype-
Archetype-Prototype chain and Historical Semiotics of some Azerbaijani literary
terms» OmyOJIMKOBAHBI ¢ cOOpHUKe co ppanyyzckumu napmuépamu B 2019 rony co6op-
nuke A Long-term History of Cross-cultural Transfers in the Caucasus" B Baky u Ha
(bpaniy3ckom s3bike Bo @pannun. Takum oOpasom, YauBepcuteT Xaszap (baky) u
BakuHCKMI CTIaBIHCKUM YHUBEPCHUTET CTAHM JJOKOMOTHBAMH COBPEMEHHON CEMUOTH-
KA B A3epOaiikane.

3HaKOBBIM COOBITHEM MJs1 A3epOaliPKaHCKOH CEMHUOTHKH OBLIH JIEKIIMH CEMHOTH-
xoB mouetHoro npesuzaeHta IAS E. Tapactu u mpod. Anyapa I'anueBa (B manene
“Theories for Different Cases of Irredentism in the Oriental and Western Cultures
Through Their History: a Postcolonial and Existential Semiotic Approach”), mocss-
IIIEHHOTO BOTIPOCAM TEOPHUHU TTOCTCOBETCKOTO JICTICHUS HACIIEINS KYJIBTYPBI IIPOIIIIOTO,
Ha xoH(pepennnu «The Interpretation of the heritage of Nizami» (2018) B baxy. Unen
HcnomaurensHoro xomutera IAS, mpod. HCTOPUN U CEMHOTUKHU KA3AXCKULL YYeHblll
Anyap I'anues nipeactaBui B baky elje HECKOIBKO JOKJIaaa Ha TPaJUIIHOHHBIX KOH-
(epeHIusIX M0 CPaBHUTEIBFHOMY JIUTEPATypPOBEICHHUIO M CPABHHUTEIBHOIN KyIbType
«Comparative Literature and Culture”, mocBAIEHHBIX cTepeoTrIiaM'* u apxerumnam.
Jlaxxe MMOKWUHYB 3TOT MUP HeOKUIaHHO B 2022 rojy, OH Kak Obl CIIOCOOCTBOBAIIO MPO-
JIOJDKEHHIO 3TOTO JTHAJIora: JalbHEeHIee COTPYIHNIECTBO ¢ Ka3aXCKUMHU KOJJIeTaM1
IIpoJoImKaeTcs yxe 0e3 Hero; Tonpko 3a 2023 rox ero Kojuierd, Apy3bs U yUCHHUKU
[IPOBOIUIIN 4 ceMHHApa, KOH(PEPCHIIUH, TIPHUIIAIIas HAC.

Eme onHoii cBsA3bI0 MEXAY ceMHOTHKaMK AzepOaiipkana n Kasaxcrana craio mpe-
MI0/IaBaHUE aBTOPOM 3TUX CTPOK YHHUBEPCHUTETCKOTO Kypca «MHTEpKyIbTYpHBIE KOM-
MYHHUKAaIUU ¥ KyIbTypHBIE MaTpUub» (Intercultural communications and Cultural
Matrix), cocrosmmuii n3 30 9acoB U mpencTaBiIeHHBIH B Anmatsl B 2014 roxy. B pam-
KaxX 3TOro MpoeKTa, (PMHAHCHPOBAaHHOTO MuHHCTEpcTBOM oOpa3oBaHus Kasaxcran-
CKOHM pecnyOnuKH, Obul omyOnnkoBaH cOOpHUK «KOTHUTUBUCTHKA M MEXKBS3BIKOBAsI
KOMMYHHKAIIMS: METOZOJIOTUS X TIPAKTHKA», B KOTOPOM OBUIH OITyOIMKOBAHbI CTaTbU
cIymarenel Kypca — MarucTpaHTOB M IIpEerojaBareiiel M aBTopa Kypca co cTaThei
«Cnoeo u pumyany.

2 The 8th International Conference on Semiotics at Khazar University, 28 October 2017. http://www.
khazar.org/en/news/article/2591. Drta Teopus ObUia NpPEACTaBICHa KAaK METOJ Ul NPH3MAaTHYECOro
nepesopa (Translation or Itinerary: Tracing the Path of Azerbaijani Literary Terms) Ha exxeronHoit KoH-
(hepentmu KoOHrpecca MexkyHapOIHO# aCCOLMALMH 110 CPABHUTEIBHOMY JIMTEPaTypOBeIcHNIO B BeHe.

13 A Long-term History of Cross-cultural Transfers in the Caucasus. Ed. — Michel Espagne, Hamlet Isak-
hanli. Baku: Khazar University press, 2019 (in English).

4 Anuar Galiyev. Myth about nomadism. — Geybullayeva, Rahilya. Stereotypes in literatures and cultu-
res: international reception studies. Peter Lang, 2010. — Papers from the “Stereotypes in Literatures and
Cultures” conference held on 21-22 November 2008, proposed by the Azerbaijan Comparative Literature
Association and Baku Slavic University; https.//searchworks.stanford.edu/view/9432965.

!5 Anuar Galiyev. Geybullayeva, Rahilya. Archetypes in Literatures and Cultures: Cultural and Regional
Studies in Collaboration with Sevinj Bakhysh and Izabella Horvath. Peter Lang GmbH, Internationaler
Verlag der Wissenschaften, 2012. — Papers from the “Stereotypes in Literatures and Cultures” conference
held on 21-22 November 2010, proposed by the Azerbaijan Comparative Literature Association and
Baku Slavic University. http:/www.azcla.org/.
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YHuBepcuTeTCKUN cnenkype ‘“‘Azerbaijani Literature and Language: intercultural
parallels” B Yausepcurete [TsemonT (Vercelli, Italy) Taxoke comepXuT MOmymib IO
CEMHOTHKE JINTEPATypOBEAYECKUX TEPMUHOB M Ha3BaHMIl HALIMI M 9THOCOB Kak ce-
MHUOTHYECKUX 3HAKOB. A crietikypc “‘Cemuomuxa: Love as a symbol and love malady”
TaKXKe MPernoaaéTes Kak sl MaruCTPAHTOB B BaKHHCKOM CIIaBSHCKOM YHUBEPCHTETE
¢ 2021 roxa.

Axagemudeckuit popym mo cemuorrke B 2018 rojy, y4aCTHUKOM KOTOPOTO MHE TIO-
CYACTIIMBIIIOCH CTaTh Oaromaps MpeaCcTaBUTENI0 (PaHITy3CKO-PyCCKOH CeMHOTHYe-
CKOH mKoMNBI Mune Mepkynogoii, BEUIUBACTCS B OyAyIIfie COBMECTHBIC MPOCKTHI 110
CEeMHOTHKE C MOCKOBCKUMH KOJUIETaMH, BO3POXKAasl ObUIbIC Hay4HBIE CBSA3H 11O CEMHU-
OTHKE MEXJIy He TOJIbKO Mexxay MockBoit u baky. OnHUM U3 UTOTOB CTaJIO MPUITIA-
LICHUE CO cTaTbell Forms of coexistence and cultural matrix or foundations of winter
solstice holidays 9in Spanish) sl cienMaNbHOTO BBIMYCKa XypHana “de Signs” —
Semiotics journal of Latina America Semiotics Association, uzoanmnozo ¢ aezycme
2022 200a. KpyTislit cTON, OpraHn30BaHHEINA VIHHOM MepKyitoBoi COBMECTHO C (paH-
I[y3CKUMH, UTATBSIHCKUMH, OCIBIUICKUMH U a3epOaliIyKaHCKUMH KOJIJIETaMHU, MOXKET
MOCITYXKHUTh TaKKe HOBBIM MOCTOM MEXJIy COBPEMEHHOW (DPaHKOSI3bIYHON IIKOJIOH,
OTKPBIBasi HOBBIE IIEPCIIEKTUBBI JUISi COBMECTHBIX IPOEKTOB.

B nocTcoBeTckoe BpeMs MPOIODKAIOLUIMMCS KaTaJln3aTOpOM HOBOM BOJIHBI CEMHOTH-
ku B AzepOaiipkane cTajgo COTpyIHIUUECTBO ¢ MextyHapoaHoi Acconmarmein Cemu-
otuku (ISA) u 3arem ¢ mupexropom ISA u IASS npod. I3po Tapactu, KoTopoe BHI-
JINJIOCH B COBMECTHBIE TIPOEKTHI IO CEMHUOTHKE C TIPE/ICTaBIEHHEM a3epOaipkaHCcKon
CTOPOHBI ¢ pe3eHTanusamMu B JleTnuel mkone B marpe (PunnsHaus) (o cioBax Kak
apXeTHIIaxX KyJIbTYPHON MaTpHUIlbl), HA KOH(pEepeHIHsX B Pume (0 ceMHUOTHKE Mpa3Hu-
KOB BECCHHETO paBHOACHCTBHU:A), icramOyre (0 nexoqudukauyu COBpEeMEHHOTO JTHa-
JICKTHOTO BBIP&KEHUs U ero ouorpaduu) u B baky'® (o mporoTumnax B KyisTypax), a
Aszepbarimkan ¢ 2009 rona 011 ipencrasieH B Vicnmomaurensaom Komurere ISA. Co-
CTOSTHCH Tpe3eHTanuu npogeccopa I3po TapacTu, aBTopa KHUT U peJlaKTopa cepuit
KHUT 110 TEOPHH CEMHUOTHKE U mpesuaeHTa ISA u UuctuTyTa cemuoruku B Mmarpe,
OunsHANS,” TI0 SK3UCTEHIIMATH3MY M OCTKOJIOHHAIBHOH CEMUOTHKE.

1® Nowruz holidays and its Cultural Matrix. — Villa Lante Symposium — Semiotics of Cultural Heritages.
International Research Project; Institutum Romanum Finlandiae, Rome, Italy 14 Mart, 2014 http.//ias-
sais.wordpress.com/2014/03/14/villa-lante-symposium-semiotics-of-cultural-heritages/: Deciphering of
contemporary words: from modern to the past (rouh-ha-codesh). — International Semiotics Conference:
SEMIOTICS of Cultural Heritages: Authenticity to Informatics. 7-10 May, 2015 Istanbul Universitesi;
Contemporary Representations Of Cultural Traditions at the Congress “Semiotics of Cultural Heritage”
at the International Semiotic Institute (ISI), Imarta, Finland, June 8-12 2013; Comparative Literature
and Culture: Prototypes and recycling cultures conference, Baku: Khazar University, 20-21 April, 2017.

17 Congress “Semiotics of Cultural Heritage” at the International Semiotic Institute (ISI), Imatra, Fin-
land, June 8-12 2013; — Semiotics of Cultural Heritages. International Research Project; Institutum
Romanum Finlandiae, Rome, Italy 14 Mart, 2014 htp.//iassais.wordpress.com/2014/03/14/villa-
lante-symposium-semiotics-of-cultural-heritages/: — International Semiotics Conference: Semiotics
of Cultural Heritages: Authenticity to Informatics. 7-10 May, 2015 Istanbul Universitesi; Miiqayiso-
li adabiyyat va Madaniyyat: Prototiplor, tokrarlanan madaniyyatlor vo/ve ya madoniyyst genomlari,
20-21 April, 2017 — AzCLA va Xozar Universiteti; Nizami in a modern interpretation, 14—15 March
2018, with Nizami Genjevi International Centre, Baku.
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Pabora E. TapacTu 1o 9K3MCTEHIMATBHOM CEMUOTHKE ObLTa epeBe/icHa Ha azepOaii-
YKAHCKU 1 OIyOIIMKOBaHa B «YUeHBIX 3anncKax» BakuHCKOTO CIaBsSHCKOTO YHHUBEP-
cureta B 2014 romy. B pamkax omHON M3 TpaJIUIMOHHBIX KOH(EpEeHIHit 110 CpaBHHU-
TEJIBHOMY JIMTEPATypPOBEICHHIO M CPaBHHUTEIBbHON KyibType B baky «Comparative
Literature and Culture: Prototypes and Recycling Cultures» (2015) Obu1a npencras-
neHa miaenapHas jekius E. Tapactm «Culture and transcendence — the concept of
transcendence through the ages».

Hecmotpst Ha Bo3pocuinii MHTEpeC, Ha CETOAHSIIHUN JIEHb HET CIEeNHUAIbHOCTH U
aKaJIeMH9IeCKOH MPOrpaMMBI TI0 CEMHOTHKE B A3epOaif/pkaHe, M OH Mpenofaérest Kak
cneukypc. C Ipyroii CTOpOHBI, CEMHOTHKA KaK HayKa, U3ydarolias 3HaKu ¥ CUMBOJIBI,
TEM CaMbIM OOBETUHSIONIAS PA3IMYHbIE PEAMETHI O] €AMHON KPBIIIOH, B YaCTHO-
CTH JIMHTBHCTHKY, JHTEPATypOBEICHUE, (OIBKIOPUCTUKY, aHTPOIIOIOTHIO, MY3bIKY,
Kak 00bIYHO, 000IIIJIa BHUMAHHEM OPHEHTAINCTHKY, B TOM YHUCIIE CPETHEBEKOBYIO HC-
JIAMCKYIO TI033HI0, ITOJIHYI0 CUMBOJIOB U QJIJIETOPUM, a TAKXKE SI3BIKM PErruoHa, KOTO-
pBIe MOXKHO OOBETMHUTD T10]] CEMAHTHKOW COTTIacHOM OykBbI. CeMaHTHKa OyKBBI KaK
MUHUMaJIbHasi CEeMaHTHUYECKas €IMHIIIA, HECKOJIIBKO HEOOBIYHOE B 9TOM pakypce A
HOCHUTEJIEH eBPONEHCKUX S3bIKOB, M CTAJI0 OCHOBOM HAIIIETO CIIELKYypca [0 CEMUOTHKE
CpaBHUTENbHAS KYIbTYpa: KyJbTypHbIE MaTpULbl B BAKMHCKOM CIIaBSHCKOM YHHUBEp-
cutere U AsepOaiikaHCKOW TUIIIOMAaTHIeCKON akaJeMHH, TOCTPOCHHOM Ha OCHOBE
TEOPHHU «CTEPEOTHUIT-APXETHII-IPOTOTHUID», Pa3pabOTaHHBINA HAMH 'S,

HcTtounuku ceMuoTuku B A3epOaiimkane:
CHMBOJ B CPeTHEBEKOBON HUCIAMHCTKON MOI3UHU KaK 0OBEKT CEMUOTHKHI

Urak, cemnoruka B A3epOaiikane, Kak U B IPyTHX MOCTCOBETCKUX MYCYJIbMaHCKUX
CTpaHax, UMEeT €Ille OIMH BAKHBIN 3Tl M OJIHY 00J1acTh, KOTOpast 0OBIYHO HE paccMa-
TpHUBaeTCs B paMKax HayKHW O CEMHOTHKE: Cy(hHU3M — UCTIAMCKHUH JTUTepaTypHO-(mto-
CO(CKMI MUCTHIIN3M, ITOJTHBIH CHMBOJIOB M AJJIETOPHH, TPEOYIOMNX I TOHNMAHHUS
TeKcTa uX Jekoaudukarmio. Takue cypuiickue CHMBOJBI, KaK IKaHaH (BO3TIOOICH-
Hast), awibbep (kKpacuBas; win belly —OJHOKOPEHHOE CO CJIOBAMHU YKUBOT/)KU3Hb),
BUHO (OZHOKOPEHHOE CO CIIOBOM I'peX), card (KpaBuMi-pa3iaTuylK BUHA B MEJKIIUCE),
SIBIISIIOTCSL OOIIMMU TEPMUHAMHE B JINTEPATYPHOH U (PHIOCOPCKON MBICIH HCIIAMCKON
moa3uu. A AzepbaiijpkaH, Kak U Ipyriue COBPEMEHHBIC MyCYIbMaHCKHE HAPOJIBI, CTall
9acTBIO MCIIAMCKON KYJIBTYPHI B CPEIHEBEKOBBIH MEPHOJ B CHITy HCTOPHUCCKUX 00-
CTOATENBCTB 3aXBaTa U AKCHAHCUH apaOCKUMU IJIEMEHAMH CBOEH BIACTH, aHAJIOTHY-
HO TOMY KaK XpHUCTHAHHM3allus, Takke HadaBiuas ¢ bmkaero Boctoka, o0beanHH-
J1a Hapoabl EBporibl Mo o0Iel peurno3Hon aruaoi, copMHUpoOBaB HOBBIH BUTOK
B KYJIBType PernoHa. JTo JeleHNE Ha JJBa MHUpPaA (HE FOBOPS O APYTUX €BPasHHUCKUX
PETUTHsX, KaK OyIUTH3M, CHHTOM3M) U CTaJI0 TEM OCHOBHOM (haKTOPOM, KOT/Ia Cy(pH3M
OCTaJICsl BHE paMOK TEOPHH JIUTepaTypsl U GUIocouu, Kak U OOBITHO BCE CBSI3aHHOE
¢ opueHTaIM3MoM. Takas xe yJacTh ObITh BHE pAMOK O0IIeH CeMHOTHYECKOH HayKu

18 Liberal Arts, filologiya vo ya adobiyyat aragdirmalari tarixi — (Prof. Mommad Qocayevin 75 illik yubi-
leyins hosr olunmus mocmuo) — Baki: Miitercim, 2016, pp. 128-143 (in Azerbaijani)
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MOCTHUIVIA M MYTAHCTHYECKYI0 Kabbaily, MMEIOIIYI0 HECOMHCHHYIO OOIIHOCTh C My-
CYJIbMaHCKKUM cypuzmom. '’

B 3TOM KOHTEKCTE 3Ta CTAThsI BKJIIOUAET TAKXKe YIIOMSIHYTYIO 00JacTh KYJIBTYPHI Me-
JICUBUAITUCTUKY UCJIaMa KaK OMH U3 NCTOYHUKOB a3epOaiKaHCKOH CEMHOTHKH, KO-
TOpasi, HECOMHEHHO, SIBJISIETCS 4aCTh0 PErHOHAIBHON CEMUOTUKU.

Yactp 3. CTpyKTYpHAasi THIOJIOTUS WM H30CEMAHTHKA KaK MAaTpULA:

Crneunduxa azepOaiilxxaHCKONH ceMHOTHKH HA pUMepe rH0puIa peruoHalb-
HOTO M PeJIMTHO3HOI0 CBOe0Opa3us

Crienuduka azepOaiiyKaHCKOM CEMHUOTHKH B TOM, YTO OHa UMEET OOIIHOCTH, C Of-
HOW CTOPOHBI, C CHMBOJAMH CPEIHCBEKOBOW HCIAMCKOH TT033HH, YaCThIO KOTOPOU
OHa CTajla C McIaMM3aluedl pernoHa. A ¢ Ipyroi CTOpPOHBI, K04 K 3HAYEHUIO He-
KOTOPBIX CIIOB M3 Pa3/IMYHBIX SI3BIKOB, C KOTOPBIMH a3epOaiPkaHCKUIl S3BIK BPOJE
HE SIBJISITCS] POICTBEHHBIM, JIC)KUT B Pa3rajike rnapaieieii HeKOTOPbIX CJIOB, TOUHEE,
UX MUHAMAJIBHOW CEMaHTHYCCKOW CIMHUIIBI, KOTOpas B KOHCTPYAIbHOH IpaMMaTH-
ke (construal grammar) Ha3eiBaeTcs small corpora. 9To MOTYT OBITH KaK OTJEIbHBIC
coracHbie OyKBBI (TaK Ha3bIBa€MbIH a0/KAT), TAK U CJIOTH OT PAa3TUYHBIX KOMOHWHA-
Ui 3THX OYKB, BEPOSITHO, CHOPMHUPOBABIIUECS] HAa OOJIee TO3IHUX ITalaX UCTOPHH.
3T10T (heHOMEH OOBSCHICTCS MPOHCXOKICHUEM a(aBUTOB PErWOHA, B TOM YHCIIC
apabCKOTO M eBPEHCKOTO, a TAaKXKE IPEYESCKOTO M JATHHCKOTO an(aBUTOB U 00pazo-
BaHHBIX OT HUX a(aBUTOB)>’, 0CHOBOI KOTOPBIX CIIYKHUT QUHUKUHACKHI andaBur,
COCTOSIIMI U3 COTIIACHBIX, KOTOPbIE COOTBETCTBOBAIIU OTAEIbHBIM ciioBam?!. Du-
HUKHACKHH aj(aBUT BOCXOAHUT K CTUIIETCKUM HeportHdam, KOTOpble 0003HaYaIn
CMBICJ. DTH COTJIACHBIC YTPAUYMUBAIOT CBOII IEPBUYHBIA CMBICI IIPH alalTaIllH Tpe-
YeCKHUM U JJATHHCKUM an(aBUTaMH.

HHTepecHO, YTO CEMaHTHKAa MHOTHUX CIIOB a3epOailflKaHCKOIo s3bIKa pacIudpo-
BBIBACTCS, €CIIM 3HATH TOT NPHUHLUII COOTBETCTBHS CONNIACHBIX OYKB KOHKPETHOMY
cMbIciy. [IpHBBIYHO TyMaTh, YTO HAJMYUE 3THUX CJIOB B a3epOaif/pkaHCKOM WIIH JpY-
THX HAPOJIOB PErHOHa O0BSACHACTCA apabo-(PapCuaACKNM HPOUCXOKICHHEM ITHX CIIOB.
Ho ecnu 3Tu ke c1oBa paccMaTpuBarh ¢ IPYTUX MPU3M, TO OOHAPYKUBAETCS CBA3b C
Goree TIyOOKOI MCTOpHEH pernoHa, BOCXOAAmMii 10 uciaama. Hanpumep, cioBo Ku-
Tab (B COBPEMEHHOM TepeBo/ie KHHUTa, TIMChMEHA) M3 OTy3CKOTO (hOIBKIOPHOTO 310ca
«Kurabu lana Topryny, 3anucanroe B XVI Beke, MPUBBIYHO pacCMaTpUBAEMOE KaK
CII0BO apabCKOT0o MPOUCXOXKACHNUS, B APYTOM PaKypCe OKa3bIBACTCS JKaHPOM, KOTOPBII
COBIIaIaeT C Ha3BaHMEM OJHOM M3 4acteil bubmun mynamsma Tanax (abOpesnarypa
TaHaK), rae Tperhst dacTe Ha3wsBaeTcs Keryomm. Kak m Keryomwm, «Kutadm [lana
Topryn», Taxke noBeCTByeT UCTOPHUIO CBOUX IpaBuTeiieil. Miu: ¢10Bo 03aH U3 TOro

1006 3ToM noapobHO, Hanpumep, B kuure: Odabiyyat nozariyyasi va inkisaf morhalalori. Baki: Miitarcim,
2019.

2 Robinson, Andrew. The story of writing: Alphabets, hieroglyphs and pictograms. New York: Thames
and Hudson, 1995.

2! Goldwasser, Orly. “How the alphabet was born from hieroglyphs.” Biblical Archaeology Review 36.2
(2010): 40-53; Daniels, Peter T. “The syllabic origin of writing and the segmental origin of the alpha-
bet.” The linguistics of literacy(1992): 83-110.
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e 3110ca OKa3bIBACTCS MONHON MIACHTH(HKAINEH [T0 CEMAaHTHKE APEBHETO CI0BA U3
peruoHa asz3aH. B 3ToM ceMaHTHYECKOM KJIacTepe CIOBO a3aH, MyCYIbMaHCKUIl MPH-
3bIB K MOJIUTBE M3 MUHOApA, ABIIACTCA OONee MO3AHUM AEPUBATOM OT JOHCIAMCKOTO
03aH (a33aHyTy) U3 pErHoHa.

Eme onuH mpuMmep: OOWH M3 TSATH DIaBHBIX MYCYJIBMAHCKHX PUTYallOB — XKEPTBO-
MIPUHOIIIEHNE 0003HaYaeTcss Ha a3epOaiJKaHCKOM SI3bIKE CIIOBOM TypOaH (KypOeH),
KOTOPOMY Ha apaOCKoM cooTBeTcTBYeT adha (ta+dh+iyya). ['ypban BOCXOMUT K pe-
THOHAJIBHOMY-CBpeiickoMy KopOaH (4yp0OaH), KOTOpPBIH 0003HauaeT NECTPYKIIHIO,
paspylieHue, M MPUMEHSIETCS Kak TepMUH K pa3pymieHuro Mepycaremckoro Xpama
BaBWJIOHSHAMH B 587 TOy 10 H. 3., U puMJIsTHaMu B 70-M roxy H.3.%

Hpyroit MmycyiabMaHCKUM pUTyall KAHOHUYECKOH MOJIUTBBI — €111€ OJIMH U3 MATH CTOJI-
OB MciaMa — 0003HaYaeTCs Ha a3epOaiPKaHCKOM SI3bIKE CJIOBOM Hama3, OJTIU3KUM 10
cemuoTHke MHIMICKOMY CyOKOHTHHEHTY, a HE K apabcKkoMy cajsa.

Taxnm 00pa3oM, MHOTHE CIIOBA M PUTYAJIBI HCIIAMCKHX HAPOIOB, KOTOPHIE B CIOBAPSIX
1 SHIUKJIONEIUSIX TPaJUINOHHO YKa3aHbI KaK MPOUCXOAAIINE 0T apabckoro u (apeu
(TakKe KaK M JIATBIHKU M IPEYCCKOTO JUISI €BPOIEHCKHX CIIOB), UMEIOT B IPOTO-HCTOPUHU
(PH) cemaHTHKY pernoHa WM Ja)ke APYTHX PETHOHOB H SBISACTCS THOpUAN3AIHCH
Pa3MYHBIX KYIBTYP.

CnoBO ¥ CHMBOJ JpKaHAH M a0mkar andaBUT U CIOT KaK METOJ] PEKOHCTPYKIUH Ce-
MaHTHYECKOTO (ppeiiMa-paMKu

PaccMoTpuM obliee U pasMyHOE B CEMHOTHKE B CPEIHEBEKOBBIX CHMBOJIAX HA MPH-
Mepe CHUMBOJIA [pKaHaH. [t 3Toro ucnonb3yeM abmkar anaBUT U CJIOT KaK METO[
PEKOHCTPYKILIMH CEeMaHTHYeCKoro ¢peiima-pamMku. Cpady OTMETHM, 4TO M3BECTHIl B
HCITaMCKOH KJIACCHYECKO# T0I3HU CUMBOI [KaHaH (MHorna dilbar, gozal) umeet cxon-
CTBa HE TOJIBKO auJu0-aj(aBUTHOE, HO U YHUCTO CMBICIOBOE. A 10 CMBICIY JKaHAH
PORHUTCS M C M3BECTHBIM XPHCTHAHCKOMM TepMuHOM Philologia.

Jnana (pxHana [janan]) u3 WHaniickoro cyOKOHTHHEHTa UMEET HECOMHEHHYIO Ia-
pajuieb U CEMaHTHYECKYI OOIIHOCTh C CHMBOJIOM CY(HICKOI 1M033MU JKaHAH U
cioBoM Philologia M3 XpUCTaHCKOTO KyppUKyITyMa. JTa CEMaHTHKA 3aJI0KCHA TaKKe
B a(haBUTHOM ajpKar Kiactepe™ (koHcoHaHTHpoM) jn. Tosibko B Tepmune Philologia
COXPAHUIIOACH TOJBKO CEMAHTUYECKOE TI0JIE, HO HE JIEKCHUueckoe (andasurHoe).>

2 Lendering, Jona. “ABC 5 (Jerusalem Chronicle)”. Livius.org- https://www.livius.org/sources/content/
mesopotamian-chronicles-content/abc-5-jerusalem-chronicle/; Waerzeggers, Caroline. “The Babylonian
Chronicles: Classification and Provenance.” Journal of Near Eastern Studies, vol. 71, no. 2, 2012, pp.
285-298. JISTOR, www.jstor.org/stable/10.1086/666831.

% Daniels, Peter T., and William Bright, eds. The world’s writing systems. Oxford University Press on
Demand, 1996.

2406 aToM mozpo6Ho B Hamieil crathe Liberal Arts, filologiya vo ya odabiyyat aragdirmalart tarixi — (Prof.
Mommeod Qocayevin 75 illik yubileyine hosr olunmus mocmuo) — Baki: Miitercim, 2016, pp. 128-143:
«The term Philologia is used in scholarship in the S5th century CE by Martianus Capella in his De niptius
Philologiae et Mercurii (“On the Marriage of Philology and Mercury”). In this work Philologia is a maid-
en who symbolizes a love of knowledge or learning. Because of her knowledge she is given the gift of
immortality and, united with the god Mercury, who represents life and death, trade, mercha+ndise, and
communication, eloquence, poetry, even divine. The two allegorical images in this story — Philologia (an
erudite, learned maiden) and Mercury (a god with the status of a husband) — create parallel associations
with the Sufi movement in Islam (as platonic beloved symbol-image canan, who is along with sorab pro-
vided to reach The Divine) and the concept of moksa in Hinduism (freedom from joy and sorrow in the
physical life and reaching of pure divine love)».
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«B «bxarasaza-rure» (Ilecus boroB) KpuiiiHa oOBSICHSET, YTO JDKHAHA 3aKJTIOYACT-
Csl B IPABUIILHOM MTOHUMAHHH Kuiempol (TIONS IATEIBHOCTH, TO €CTh TeNa) U Kiie-
mpa~+/DKHa («3Harommero moiey», To ecTh ayim-soul): «3Haii ke, 0 ToTOMOK bxapa-
ThI, YTO, HAXOMSACh B KAXKIOM U3 Tell, S Takke 3HAI0 UX M YTO MOHHUMAHHE MPUPOJIBI
Tella W 3HAIOIIETO TEIIO Ha3zvleaemcs 3nanuem [oxcnanoii]. TakoBo Moé MHEHHEY.
3arem KpuirHa 00BSCHSET HEOOXOMUMOCTh OCO3HAHUS PA3HUIIBI MEXKIY ITOJIEM JIes-
TEJBHOCTH U 3HAIOUIMM 1oJie: «Te, KToO CMOTPHUT Ha MUp IV1a3aMU 3HAHUS, KTO BUIUT
PAZHULY MENCOY MELOM U 3HAIOWUM Melo U MOKET HAWTH MyTh, BEAYIIUIA K 0CBOOO-
JKJICHHIO OT pabCTBa B MarepralbHOM MHPE, JTOCTUTAIOT BBICIICH [IETH»>.

VanuBuIyansHele OyIIA-IDKAB (KUB) — OHA W3 WIUTIO3WH. VICTHHHBIM sBIsSeTCA
Tonbko bpaxman (aHamoru4Ho TBOpILY). Jlyx0BHOE OCBOOOXKACHHUE (MOKIIIA) YN 3a-
KJIFOYAETCsl B €IMHEHUN M OCO3HAHUM CBOEH TOXKAECTBEHHOCTH bpaxmany.

Teneps paccMOTpuM asi(haBUTHO-JISKCHIECKUH KI1acTep:

Jiiana —/[xaana — (Ha CaHCKpHUTE) 3HAHHUE U TyIIa

KshetraJNa Kmerpa/lxaa — (Ha CaHCKpHTE), TOT, KTO TIOHMMAET IyIIy (IKuB)*S,
UK B IPOTHBOIOIIOKHOCTB KIteTpe (Tery)?’

Jin — /lxun — (apaOckuif) CKpbITHII TyX, husHueckas TbMa (HeBHAUMOe). Majnun —
CKPBITBI HHTEIUICKT, janin - CKPHITHIA B yTPOOe)

Jan — pkaH — (a3ep0) — ayia; oOparieHue

Ta e camasi CeMHOTHKA OOHAPYKMBAETCS HA JIATUHU U B TPEUECKOM SI3BIKAX:

Jana — ([duana) — 6oruns Jlyns! kak Snyc [Yanus] (7at.) — O0r COJTHEYHOTO Bpalie-
HUsI, CBA3AHHBIN CO 3HAYCHHEM «BOPOTA», C HAYAJIOM U KOHIIOM (KPYT, BpAILlCHUE), C
MIPOILTBIM M OYTYIITHM, C MOJIOZBIM U CTAPBIM JTUIIOM; CKPBITBIH ITPOXO.T

January — STHBaps — Havaso roaa (kak BOpoTa roja)

Genius — ['enuit — (nar.) JlyX-XpaHUTeNlb BCEX JIIONEH MTPHU POXKISHUH; TaIaHTIUBBII
YeNOBEK, C UCKITIOUATEILHBIMU CTIOCOOHOCTSIMH;

genius — ['ennii-( pyc.) — reHui

C110BO M puTYya: CHMOMO3 KyJIBTYp WM KYJIBTYPHBIE MATPHIIBI?

[Ipumepom Takol THOPHIHOCTH MOXKET ITOCITYXXHTh, HAIPHMEp, MYCYIbMaHCKHI
putyan Hama3. Pyccko-aHIIMICKUE ClIOBapb ONpENENseT €ro Kak «MyCyJbMaH-
CKas KaHOHWYECKas MOIUTBA, COBEpIaeMas IiTh pa3 B JI€Hb, TXK. CaJsAT) namaz
(ABBYYLingvo 12). XoTs BO ()paHKOS3EIYHOM MUPE 3TO CJIOBO ACCOLUUPYETCS C HH-
nyusMoM u Oynan3moM. Korna na Borpoc «O ueM OyneT naHHas npe3eHTanus?» (oHa
Ha3biBasIach «KynpTypHast MapTuIla puTyaia Hamas»), OTBET (PPaHKOS3BIYHON ayTUTO-
puu Ha koHrpecce BusyanbHoit Cemuotuku B JI'ex (benbrust) ObUT HMEHHO TaKHM.
Peakmust OblTa cO CTOPOHBI YUEHBIX U3 MyCyIbMaHCKUX Mapokko, Aypkupa u Erumnra
Obuta aHamoruaHoi. Mycynbmane AzepOaiimkana, kak u CpemHedt A3un, He MOTIIA U

% Cnosapu u onyuxioneduu na Axkademuxe.

26 Sancrit jiv as soul is also in Russian (;uB [jiv]) and means live, alive, and if from the same lexical and
semantic root as xkuTh [jit’], xusus [jizn’] (life), xus+ot [jiv+ot] (abdomen).

¥ Cnosapu u snyuxioneduu na Axademuxe.
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MIPEACTaBUTh TAKOE PAa3UTEIbHOE HECOOTBETCTBUE OJHOTO M3 BAXKHBIX PETMIMO3HBIX
00psI/I0B, COBEPIIAEMOTO €XETHEBHO. BrIenpuBe€HHOE COBETCKO-PYCCKOE MOHH-
MaHHE HaMa3a 0a3upyeTcs Ha TEPMHHE-CIOBE COBETCKOIO M PYCCKOTO MMIIEPCKOTO
IIPOIILIOTO — OBLIO 3aMMCTBOBAHO CIOBO Y MyCYIbMaHCKUX HapoaoB Poccuiickoi M-
nepun. CIoBO 11 HaMa3 Ha apabCKOM — T. €. Ha SI3bIKE, OT KOTOPOTO paclpoCTPaHmII-
Csl MCIIaM — calIsiT, 0003HavaloIee aHalor 3Toro puryana. CausT B iepeBoje admpkar
KJIacTepa UMeeT 3HaYeHHE MHP U B 3TOM UMeeT OOIIYI0 CEMaHTHKY KaK ¢ CEMUTCKUMHU
MIPUBETCTBUAMH CajlaM H IIaJOM, TaK M CO CIIOBOM CalltoT (salutation), yKOpHEBIIUXCS
B POMAHO-TEPMAHCKHUX SA3bIKaX.

AwnnoBu3yanbHas CEMHOTHKA CJIOBA M PUTyall HaMa3 MO3BOJSIET PEKOHCTPYHPOBATh
napauienu ¢ MHauiickuM cyOKOHTHHEHTOM, TOYHEe, CO CIIOBOM Hamac-me, KOTOPBIi
B OJIHOM M3 OCHOBHBIX 3HAUCHHUH Takxke 0003Ha4aeT MHp (BCTPETWII C MHPOM, pac-
craneMcs ¢ MupoM). OH POACTBEHEH C PYCCKUM Ha+Ma3+aTh; 3TO HE TOJIBKO OBITOBOE
«Hat+Maz+aTh MacjIomM», HO U «O0oxwii mo+MA3+aHH+b1i». To, 4TO 3TO HE CIayJaifHO
COBIIaJICHHE, MOXKET KOCBEHHO CBHJIETEIHCTBOBATh clioBo MA3ma (Ahura Maz+da —
XO035IMH MyzApocTH; oH xe Op+MVY3+1) u3 3opoactpusma, rae MA3na ecTs MyIpOCTb.

Ha ypoBHe Bu3yalibHON CEMUOTHKU HAMa3 POJICTBEHEH KaK C BU3YallbHOCTBIO OTKPbI-
TBIX JIaJI0HEH (B HAMAC-TE — TOT JKECT aHKAIU-My/pa 03HAYAET MPHUIIET C MUPOM, B
OTKPBITBIMU pyKamu). Jlpyras mo3a (BU3yaslbHOCTh) — MPHIHIIAHHE YEIOM K 3eMIle
— BCTPCUACMCA B Pa3HOBUAHOCTHU HAMAC-TEC, KOTZ1a NPHUJIUIIMACTCA YCII0 YUCHHUKA U
pebenka k Horam mactepa (Maz+ma?) wim poautens. B pycckoil aHTpOITOIOTHH 3Ta
BU3YyalIbHOCTh MOBTOPSICTCS B HEPEIUTHO3HOM 00psiie 4eI0OuTHas!, C KOTOPBIM Kpe-
CTBSIHMH ILIeJI K OOSIpUHY Ha MOKJIOH C MPOchO0i. I TpeTbUM BU3yalbHBIM JIEMEHTOB
puTyaia Hamas3 SBISIETCS AHAJIOT C 10301 IalaHKa-acana (1o3a 3aiia) ¢ BhITSIHYTOM
BIIEPE/I CIIMHOM, HAXO/SITCSI HA COTHYTHIX KOJICHSIX.

OTH KyNbTypOIOTHIECKHE PACCIOCHHSI MOKHO OOOOIIHUTE CICAYIOMNM 00pazoM:
Audio- and lexical semantics:

e NatMAZ

e Nat+tMAS+te
Parallel Semantics

o CAJl+amw IlIAJT+om (peace) — greeting

o CAJI+iom — greeting (SALutation)

e Azerbaijani case? (+ Central Asia, Turkey, Iran, Afghanistan)

Jlanee MOXXHO pazo0parh UCTOPUIO CEMAHTHUKU Ka)IOTO COOTBETCTBYIOIIETO CIOBA B
CEMHOTHYECKOM KJIacTepe Hama3, B TOM YHCIIE 4elio (KaK PyCCKOi Marpelike), KoTopoe
oOHapyXHBaeT CBs3b o ciioBaMu cel +ectial (HeOecHsIl), yernsiap, chil +dren.

Takum 00pa3zoM, MOXKHO CUHTATh, YTO HaMa3 KaK PHUTYyall, TaK e KakK U CJIOBO, 000-
3HAa4aeMoe WM, SBISIETCS CHMOMO30M pa3IMYHBIX KyIbsTyp. Ho MOXHO ompenenuTs
9TH OOIIHOCTH eIe M KaK KyNbTypHYI0 MaTpHIly WIM W30CEMaHTHKY, Kak rhizome
(Macca xopHel 0e3 nepapxuil «IpUOPUTETHOCTH» S3bIKAa STUMOJOTUH). B momckax
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MOJTBEPIKJICHHSI CBOMX BBIBOJIOB Haria mpoekT Rhizome ¢paniy3ckux ¢punocodon
Deleuze and Guattari, kotopsle oHH OonUCBIBaIOT B A Thousand Plateaus (1980), ko-
TOPBII TaK OMUCHIBACT ITO SIBJICHUE THIIOTE3bI OMHOBPEMCHHOCTH IMOSBIICHHST OOIITHO-
CTEH B IPOTUBOBEC TCOPUSIM 3aUMCTBOBAHHUS:

“As a model for culture, the rhizome resists the organizational structure of the root-
tree system which charts causality along chronological lines and looks for the original
source of ‘things’ and looks towards the pinnacle or conclusion of those ‘things.” A
rhizome, on the other hand, is characterized by ‘ceaselessly established connections
between semiotic chains, organizations of power, and circumstances relative to the arts,
sciences, and social struggles.’ Rather than narrativize history and culture, the rthizome
presents history and culture as a map or wide array of attractions and influences with
no specific origin or genesis, for a ‘rhizome has no beginning or end; it is always in the
middle, between things, interbeing, intermezzo “(Deleuze, Guattari, 1980).2

Yacts 4. Ky.]'[])TypHaﬂ MaTpula Wil coBnajceHue: CCMUOTUKA KaK HCCJIea0Ba-
TeJIbCKUI MeTO B PEKOHCTPYKIHUA CJI0BA

AOKAT HAa IPUMEPE EBPOIEHCKOr0 «IpaMMy» M CEMaHTUYCCKUE MapaslieIIu
Teneps paccMOTpUM PUMEpP KOPHSI CIIOBA, IIMPOKO W3BECTHBIN B EBporre:

Pro-GRAM-me- schedule of the conference

GRAM (as kilo) — weight

Gram- atomic weight

GRAMmatika — rules of writing (one corpora, segment- one gram?)
Ana+GRAM - using the same consonant N (aNa—oNe-uNo letter?) —"1.a
word, phrase, or sentence formed from another by rearranging its letters:
“Angel” is an anagram of “gleans...3. To form (the letters of a text) into a
secret message by rearranging them. 4. To rearrange (the letters of a text) so
as to discover a secret message.. "%’

“An anagram is a word or phrase formed by rearranging the letters of a different word
or phrase, typically using all the original letters exactly once. For example, the word
anagram can be rearranged into nag a ram, or the word binary into brainy, or the word
*“adobe into “‘abode”.

n TYT MOXHO HalTH napauiejyib U3 HEPOACTBCHHOI'O POMAHO-TCPMAHCKUM S3bIKaM
CEMHUTCKOC:

e TetraGRAMmaton — akponuM 4erepsix Oyks (GRaM) u transliteration of
four letters YHWH?’, of the names of God in Judaism. First met in Torah:

2 Deleuze & Guattari’s Rhizome- In ehe Ravine: Criticism, reflection, little epiphanies — https:/inthera-
vine.wordpress.com/2016/11/26/deleuze-guattaris-rhizome/

2 Anagram. — www.dictionary.com/browse/anagram

3 A6bpesuarypa YHVH (yod he vav he): yod — mykckoe Hauano, TBOpUECTBO,0roHb, Kak Bomst [yxa,
orer; he — 60)KeCTBEHHBII KEHCKUIT IPHUHIIAIIL, ClIaBa KOCMHYECKOM MaTepH; see also about many names
of god in monotheism: «Unique and shared names of God in Islam and Judaism.» The Free Library. 2014
Journal of Ecumenical Studies 04 Jun. 2019 — https://www.thefreelibrary.com/Unique+and+shared+na-
mes+of+God+in+Islam+and+Judaism.-a0399720136
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“Bor npoucxoxaeHne Heba U 3eMITH, TIPH COTBOPEHHH UX, B TO BPEMsI, KOTIa
Tocnionw Bor co3nman 3emitto u He6o”— britne 2:4 — BT 2:4: https:/bible.by/
verse/1/2/4/

Hcnons3yercs B nepBoii u3 gecstu 3amoseneit (Brop. 5:6).

Unacceptable to utter the Hebrew god’s sacred name and replaces for pronunciation
during prayer with another holy name of the god as A+DON+ay (my lord).

e In Centyarmnra | LXX, nepeBoja ceMHUIECATH:

A 1) BifAoc yevécemc odpavod kai yiic, dte &yéveto, T Nuépa £noincev 6 B£0g TO
v 00pOVOV Kai TV yijv ; ®@€dg-bor — Beitue 2 ctux 4. CpaBHEHHE [IEPEBOIOB, apa-
JIeTbHBIE CCBUIKH, TeKCT ¢ HoMepaMmu Ctponra. — BeiT 2:4: https://bible.by/verse/1/2/4/

3neck MOXKHO MONTH Jainklie Brnyob uctopu ciaoBa YHWH, u cHoBa cemanTHueckoe
10JI€ KOPHSI CJI0BA BOCXOAMUT B JOMOHOTEUCTHUYEKUI MEPUOJ, HO OCTAHOBUMCS TOKa
Ha GRaM u orpaHuYuMCs JTUITb YIOMUHAHHUEM 00 3TOM:

Although the Bible, and specifically the Book of Exodus, presents Yahweh as the god
of the Israelites, there are many passages which makes clear that this deity was also
worshipped by other peoples in Canaan. Amzallag notes that the Edomites, Kenites,
Moabites, and Midianites all worshipped Yahweh to one degree or another and that
there is evidence the Edomites who operated the mines at Timnah converted an
carlier Egyptian temple of Hathor to the worship of Yahweh?!.

CuMOMO03 MCTOPHIECKOTO W PETHOHAIBHOTO (haKTOPOB: PEerHOHANBHBIHN (hakTop

CoBpeMeHHBIE CTI0Ba M PUTYaJIBl B CBOCH «OMOTrpadumy IMEIOT CIeabl HCTOPHH, TaK U
0e3ycI0BHOE BIMSIHUE PETHOHA. PerHOHATBHBIN (hakTOp OKa3aJCsl OUCHb IIOO0TBOP-
HBIM B MOMCKAX «OHorpaum» HEKOTOPBIX azepOailkaHCKUX CUMBOJIOB, PUTYaJIOB U
cioB. [ToMumuno pacmmgpoBKy CUMBOJIOB, IPUBEIEM HEKOTOPBIE TPUMEPHI CEMHOTH-
YECKUX KIaCTEPOB OOBIYHBIX CJIOB OT MPOCTOro (crepeoTurtHoro-ST) K OTHOCHTEIBHO
JIeTKO y3HaBaeMoMy (apxeTurHomy-AT) u coxxaOMYy (TpoToTHTHOMY-PT)

Jlerko y3HaBaeMbIM (ST) ceMHOTHYECKHM KITaCTEPOM MOXKET IOCIYXHTh KOPEHB
KB ([kv]), KoTOpBIii siBAsIETCS a0MKAT KJIACTEPOM /151 0003HAYEHUS] CEMAHTHKH
kpyrablii [kryqgly] ( round in Russian):

CaviaR — roe of sturgeon, the ovary of a female fish filled with mature eggs. V, Y
B KOHCOHAHTHOM aidaBuTe 0ObIYHO 0003HAYAIOT TIACHBIX, KOTOPhIE HE MMEIOT Ca-
MOCTOATCIBHOIO 3HAYCHHUSA W INPCAHA3HAYCHBI I YTCHUSA COIVIACHBIX. Deleuze &
Guattari’s Rhizome — In ehe Ravine: Criticism, reflection, little epiphanies — https://
intheravine.wordpress.com/2016/11/26/deleuze-guattaris-rhizome/ OTrozocku 3Toro
[PaBHJIa COXPAHIIKMCH U B PYCCKOM SI3bIKE, OCOOCHHO B JTHAJIEKTAX.

kpynieiid [kruqliy] — (in Russian) — round
kpyr [kruq] — (in Russian) — circle
Tkura(Japanese) — caviar

31Yahweh-Ancient History Encyclopedia. — https.//www.ancient.eu/Yahweh/
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ikra (Russian) — caviar

kiirti (Azerbaijani) — caviar

kiira (Azerbaijani) — round and earth (Yer kiira+si)

kiira (Azerbaijani) — half round furnace, oven for outside baking
ca(vi)ar [kavia:] — (English, German)

caviari (Old Italian) — caviar

Kyrious (Lord, master, teacher in Greek; earlier oikos — the head of household) — (in
Septuagint) — translation of Adonay (“My Lords”) from Hebrew Bible, to substitute
as a vocal replacement of the very sacred name of the God (YHWH) which is not
admitted to be uttered. Kyrious mentions almost 740 times in the New Testament,
relating to Jesus. Jesus has a recycling (kpyr) life from abstract (son of God) to real
(the earthen person) and then again to abstract (Ascension to a Heaven), and again to
real (Resurrection or anastasis after his crucifixion)*

Kirche -xupxa — Lutheran church

Kyrye — sir, formal address to men titled knights

Cure [kyue] — (in English) — neunTs, perieHne kakoil-to mpoOieMbl, CriaceHHe; Iep-
KOBHBII MTPUXOJ,

Curiosity — (in English) — mo603HaTeIbHOCTh

Kurban (qurban) — sacrifice rite in Azerbaijani, Turkic, Afhgan and Iranian people;
earlier — destruction

which was applied to the destruction of the Temple in Jerusalem by the Babylonians
in 587 BCE and then by the Romans in 70 CE.

B 3TOM ceMHOTHYECKOM KilacTepe «KPYIJIbIH», a TaKKe «IUKINIHBIN» (Kpyr) oOHa-
PYXXHBAIOTCS CJIOBa KaK B paMKaX OJHOTO s13bIKa, TaK ¥ B APYTHX, B TOM YHCJIEC B He-
POICTBEHHBIX SI3BIKAX; KaK ONIM3KHeE, JIETKO Y3HABaeMble, TaK U AaNEKue, A CMBICIT KakK
OBl «yMaKoBaH» B COYETAHUH COMIACHBIX Kp. J{JIsl He HOCUTENeH si3bIKa ATH Mapalien
Ka)KyTCsl IPOCTHIM COBIAJICHUEM.

Emre onno 3HaueHue abmkar kiactepa — peska. Hanpumep, cyTh jaHpa XayKu — pe-
3atb ((kiru)

haiku is “cutting” (kiru).

“In Japanese haiku a kireji, or cutting word, typically appears at the end of one of the
verse’s three phrases. A kireji fills a role somewhat analogous to a caesura in classical
western poetry or to a volta in sonnets. Depending on which cutting word is chosen,
and its position within the verse, it may briefly cut the stream of thought, suggesting
a parallel between the preceding and following phrases, or it may provide a dignified
ending, concluding the verse with a heightened sense of closure.”

Eme oxanH ceMmnoTHUYecKHi KiacTep, OOHAPYKHBAaeMbIH BOKPYT M3BECTHOTO B pycC-
CKOM s13bIKe ci10Ba KaPT, KoTopslii ciykUT cpeaCcTBOM OIL1aThl. PONCTBEHHBIMU WU U3
OJHOI'0 CEMHOTHYECKOIO KJIACTEepa B paMKaX PYCCKOIO sI3blKa MOJKHO Ha3BaTb KapTa

32 A kbprog. Liddell, Henry George; Scott, Robert, A Greek—English Lexicon at the Perseus Project.
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(map), xapTel (UrpanbHbIe), KapT+oH (carton). Jlerko y3naBaemsl (ST — stereotype) u
POJICTBEHHBIC B APYTUX SA3bIKAX CIIOBA M3 STOM TAKCOHOMUHU:

Card — a piece of stiff paper or thin cardboard, usually rectangular.
Card (in English) — anniversary card, visit card, playing cards — related to paper.

Cartoon (in English) — a humorous or satirical drawing - usually for a film with
gradually changing (multiply) cards.

Ectp y3HaBaembie accormatuBHo (AT — archetype):

Charter (in English) — xaptus; a formal document from the sovereign or state
incorporating a city, bank, college, etc., and specifying its purposes and rights — ac-
COI[MMPYETCS] C BBIMICYIOMHSHYTBIM CIOBOM Oymara-kapt (associated with paper,
mentioned above).

Carto+graphy (from Greek khartes — papyrus (paper)
Xorito [kherite] — (Azerbaijani) — map.

3}160]) MOKHO BBIJACIIUTH KOHCOHAHTBIN KOPCHb «KPT» U NPCANIOJIOKUTH 6OHCC 11031~
Hee BKJIFOYCHHE COTIIACHOTO «py»: KpaT+Kuii; curt+ain (3aHaBecKa).

B aTux cioBax MOXHO BBIUJICHSCTCS MeJbyaiiiias cMbIciioBas eauHuia (small
corpora), KoTopast ux o0beIHHSET: XT (KT), KOHCOHAHTHBIM KOPEHb, IPUCYIIHUN S3bI-
KaM pernona bimkrero BocToka, B 4aCTHOCTH, CEMUTCKUM U TIOPKCKHMM si3bIkaM. ToT
ke a0JpKaT XT (KT) ¢ aHAJIOTHYHOW CEMHOTHKOW OyMaru, To4Hee, MMchMa, O0OHAPYKH-
BaeTCs B CJIOBaX PErHoHa:

Kitab* (Azerbaijani) — kaura
Katib (Azerbaijani) — mucunii

Moktub (Azerbaijani) — nmucsmo (mo-, mii- npedukc co 3HAYCHHEM UMEIOIINIT OTHO-
LICHUE)

Ketubim (Hebrew) — oxna u3 gacreii Craporo 3aBera (bubnwu wymansma), mose-
CTByIOIIas 0 JAestHusAX npasutenert ([Tucanus). AHaJOTHYHO HA3BIBACTCS OTY3CKO-a-
3epOaifmkancknii amoc X VI Beka «Kitabi Dado Qorqud», moBecTByiomas o qestHUAX
OeKoB 1 XaHOB (TIPaBUTENCH) Ory30B (TIOPCKUX IJIEMEH) Ha TEPPUTOPUH HBIHEIITHETO
Azepbaiimkana.

Ketuba (Hebrew) — 6paunblii 10oroBop

Takum o0pa3oM, €clii B TIEPBONM CEMAHTHYECKOW sdeiike (KapTa) JEerko y3HaBaeM
CMBICIT JUTsl €BpOTIeIia, HECMOTPS Ha TO YTO, TIPUBEICHBI IPUMEPHI CIIOB U3 pa3iIid-
HBIX SI3BIKOB, TO BTOpas stueiika (kitab) ¢ aGmkaTom ¢ TOH e CMBICTIOBOI HAarpy3Koi
y3HaBaeM JJIsl HOCUTENEH TIOPKCKUX M CEMUTCKHUX SI3bIKOB.

AOmKAT an(aBUT U CJIOT KaK eJUHULA CTPYKTYPHOIl THIIOIOTHM (M30Ce€MAHTHU-
KH) U ceMaHTH4YecKux ¢peiiMon

3B — 0003HAYAET CYLIECTBUTEIBHOE
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CroBo (opMHpOBAIIOCH HAa Pa3HBIX JTallaX UCTOPHU KaK CEMaHTHYECKas CIMHHIA
4yepe3 3HaYCHMS COCTABISIIOINX €r0 COMTACHBIX OyKB. DTOT (pakT OCHOBAH Ha UCTOU-
HHUKE MHOTHX IMMCbMEHHOCTEH COBPEMEHHOCTH, KOTOPbIE 0a3UpPYIOTCSl HA TPUHLIUNAX
(MHUKHMICKOrO KOHCOHAHTHOTO MUchMa. TeM caMbIM OyKBBI ITPEACTABIISIIOT HE TOJIBKO
rpaMMaTU4ecKylo, HO U CMBICIOBYIO KOHCTpYKIHIO (jn, kr, ktb), sBisisice KynbTyp-
HOUW MaTpuIlel I CIIOBa — JUIsl OOJIbIICH CHHTArMbl. TeM caMbIM MOXKET TOCITY)KHTh
CI0CcOOOM BOCCTAHOBJICHHS CEMAHTHKHU WK Onorpaduu ciosa (0OIbIINX KOPITYCOB),
MIPEJICTABIISISL CIIOBO Kak ab0peBHaTypy Win akpoHUM. TaKUMHU €IMHHUIAMH CITyXKaT U
cioru (-Ma3-).

HWrak, cornacHble OyKBBI KaK CHMBOJIBI IJISI CJIOB; CJIOTU KaK CHMBOJIBI JISI CJIOB; CJIOBA
KaK COKpallleHHsl OyKB MJIM KOMOMHAIMH CIOrOB — BCE OHU PACKPHIBAIOT HEOXKHIaH-
HYIO TpaHC(OpPMALHIO HHTEpIIpeTauii 1 GOPMUPOBAHUE HOBBIX KYJIBTYPHBIX CIIOEB,
OTIaNEHHBIX BO BPEMEHH, a MHOTAA U B reorpaduu. B pesynsrare sToro mepermere-
HUS 3TH CIION WHOTZIAa HACTONBKO YHAJeHBI JPYT OT APYTa, 9TO Ha TEePBBIH B3MIAA HE
MOTYT OBITh HACHTH(UINPOBAHBI KaK «KYJIBTYPHO CBS3aHHBICY.

KoHcoHaHTHO-a0kaHBIN an(aBUT U CIOTH KaK Majble CEMAaHTUYECKUE eAWHH-
bl (small corpora) kak croco0 PEeKOHCTPYKIUH CEMaHTHKH WK Ouorpaduu ciosa
(surface structure), paccMaTpuBaeT CJIOBO KaKk aKpOHHUM M 4epe3 CTPYKTypy oOHapy-
KUBACT NPOMOMUNHYIO CEMAHMNMUKY:

e  ComracHble OyKBBI KaK CHMBOJBI 3HAUCHHH, KyIBTYPHOH MaTPHIBI, KOTHH-
U (7-remez — B TIEPEBOJIE C CEMUTCKHUX M TIOPKCKHX S3BIKOB- CHMBOI);

e  Crnoru Kak CUMBOJIBI B TOM 7K€ pOIH;

e (CnoBa Kak aKpoHMMBbI kKoMOuHanuii Oyxs wiau cioros (ktb, kr, grm-small
corpora or stem) .

OTa KOHLENIH BBISBICHHUS KYJIBTYPHOI MaTPUIIBI SBIISICTCSI PE3y/IBTaTOM MHOTOJIET-
HUX HCCJIECIOBAaHMH 10 PEKOHCTPYKIMU OWorpaduu cIoBa W o0psma, €ro CeMaHTH-
geckoro nomsd. OHa MO3BOJIAET MPOHUKHYTH B 00JI€e MPOTOTHBHBIE ACTIEKTHI CMBICTIA
(korja acconuanys He BBI3bIBACT [I0KA COMHEHHii-surface structure, Tak Ha3bIBAEMBbIN
yposensb apxemuna), OOHApYKUBasi HEOXKUAAHHYIO TpaHCPOpMALUIO U AuBEpcHPU-
KallMIo MHTEepIpeTanuii 1 popMUpOBaHNE HOBBIX KYJIBTYPHBIX IUIACTOB, NAIEKUX BO
BpPEMEHH, a HHOT/IA U B Teorpaduu B pesynbrare 3TOro neperieTeHus 3TH CIION HHO-
IJ]a HACTOJIBKO YJaJleHBl APYT OT JIpyTa, YTO WX HENb3s C MEepBOTO B3MIANA WIACHTH-
(UIMpoBaTh KaK «KyIETypHO POACTBEHHBIC» (Vposens npomomuna, deep structure).

BriBoaBI

VcTouHMKamMy COBPEMEHHOW CEMHOTHKH MOXKHO Ha3BaTh KaK COBETCKYIO IIKOIY ce-
MHOTHKH (IIKOJIa ()opMann3Ma B TCOPUH JIUTEPATyPhl, CEMHOTHUECKas mkona Tapry),
TaKk M OCMBICIICHHE TPaJUINI CPETHEBEKOBOH M aHTHYHOM KyIbTyphl. Ecnm Gmaro-
napst K. JleBu-Ctpoccy meran KyiabTypa — KyJIbTypa adOpUT€HOB AMEPUKU OT €Ibl
JI0 PUTYasoB (PernOHANBHBIN NpUHIMI), O1arogaps Y. DKo XpUCTHAHCKAs KYIbTYypa,
0COOEHHO CHMBOJIBI (IPUHLUI UCTOPUYECKOM PETPOCHEKTHUBHI), CTAIH HEOThEMIIe-
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MO YaCThIO CEMUOTHKH KaK HayKH, TO OCTaIbHBIE AIEMEHTBI HCTOPHYECKON MO3aUKU
CPEIHEBEKOBbS U MPEAbIAYIINX MIEPHOLOB IPYIHX HAPOAOB U KYJIBTYp OCTAJIUCh 3a
IIpeeIaMi CEMHOTHKH, PACCMAaTPUBASACH KaK 0OBEKT PETHOHOBECHUS H OPHEHTAIIH-
ctuku. Eme onquH HCTOYHUK CEMUOTHKU — PETHOHANBHBIC 0COOCHHOCTH O0BETUHSIOT
KaXyI[ecs COBEpPIICHHO Pa3INYHBIMHU HApOJbl PETHOHA BHE 3aBUCUMOCTHU OT UX pe-
JIMTHH, KOH(PECCHH, KOTOpasi ChIrpajia HeMaJOBaXHYIO POJIb B COBPEMEHHON CUMOU-
03€ KyJbTYypBI.

AzepOalipkaH B CHIIY CIIO)KHBIINXCSI HCTOPHYECKUX OOCTOSTEIBCTB, B CPEIHEBEKO-
BBII MIEPUO]] CTAJT YaCThIO MCIAMCKOTO MUpPA. DTOT Mpoliecc CUMOM03a ObUT 00010/I-
HBII: OH (HapOo[) IPHHEC CBOI0 HHTEPHPETALUIO B HICTAMCKUE TPAAUIMU (HaMa3, Typ-
0aH), BOCIIPHHIMAs HOBOE Yepe3 MPU3MY CBOUX CIIOXKMBIINXCS TPAANLHUIL, a ¢ Ipyron
CTOPOHBI, CBOU TPAJMIMU CTaJIM NPHOOPETaTh OTTEHOK HOBOW — MCJIAMCKOM LIMBUIIH-
3aIUU. DTOT KOJIOPUT TIPOSIBIISCTCS] B MOJEIISAX ITOBE/ICHNUS, HAIIPUMED, B TEKCTE 3I10-
ca «Kurabu /lama I'opryn», 3anmcanaoro B XVI Beke: Oeku 1 XaHBI, KaK TPaBHIIO,
IIBIOT BHHO W COBEPIIAIOT HaMa3 (MOJUTBA? MIPUBETCTBHE?) B OMHOM M TOM K€ aKTe.
AszepbaiimkaH Kak HapOJ-MIPEACTaBUTENh PETHOHA, HHTEPECEH Ul CEMHOTHKH €IIle B
TOM ILIaHE, YTO OJHUM M3 IyTeil ucciieioBanus a3epOaiiykaHCKHUX CJIOB M CUMBOJIOB,
SBJISICTCSl a0/pKaT (KOHCOHAHTHBIN) all(haBUT M CIOT KaK METOJ PEKOHCTPYKIHH ce-
MaHTHYECKUX (PEHMOB. A 3TO IEMEHT KyJIBTYPbI PETHOHA, BOCXOASIIEE B CTPYKTYPY
¢uHNKHIiCKOTO andaBuTa.

DTO MO3BOJISIET, C OTHOW CTOPOHBI, TOBOPUTH 00 YHUKATHHOCTH KaXKJI0TO U3 KYJBTYp, a
C prFOﬁ CTOPOHBI, NPOCICAUTL YAUBUTCIIbHLIC IEPCIVIETCHUS B cym)6ax CJIOB, CUM-
BOJIOB, TAK)KE, KAK U B TCHEATIOTUH JIFONCH, U3 KOTOPBIX M COCTOMUT TO MJIM HMHOE 00-
1iectBo. [IprMepsl CEeMUOTHKH CIIOB a3ep0aiiPKaHCKOTO s13bIKa M CHMBOJIOB, OOHApY-
JKHBaHHUE H30MOp(ha CEMUOTHKH, TAKCOHOMHH ITO3BOJISICT TOBOPUTH 00 YHUKAJIBHOCTH
Ka)kJIOTO Hapoya, BHE 3aBUCHMOCTH OT €T0 COBPEMEHHOTO MOJIMTHYECKOTO cTaryca. A
TJIaBHOC, O6Hapy)KI/IBaeT, HACKOJIBKO 3LI0KH ITOJIMTHYECKHAE TpaHUIbI, 1 KaK KYJIbTYPBbI
TIEPECCKaroT 0003HaYEHHBIE JIIOAbMU I'paHULIBI, PETUOHBI, Cy6KOHTI/IHCHTI)I, Hay4YHbIC
PaMKH S3BIKOBBIX TPYII, BBISBIISAS HEKOTJA 3aJI0KEHHYIO OOIIHOCTb-MaTPHILy-HO-
CTPAaTHKY CEMaHTHKU>* B CIIOBaX, CHMBOJIAX, PUTyaJlaX Pa3INYHbIX COBPEMEHHBIX Ha-
POZIOB U PETHOHOB.

B Hamrem mccienoBaHUM MBI OOHAPYKHIIH, YTO TJIABHBIM SBISIETCSI HE paslndus B
CUMBOJIAX, pUTyaJlax U IIPOCTO B CJIOBAX, & 3aJI0KEHHBIN N3HAYAJIBHO CMBICII, KOTOPbII
LUPKYJIUPYET OT PETUOHA K PETUOHY, OT OJHOIO MCTOPUYECKOrO IEPUOAa B IPYTOM,
mpruoOpeTas HOBbIE OTTEHKH, OPOK Jayke MPOTUBOMOIOKHBIN CMBICI, BOCIIPHHAMA-
SICh KaK NMPOCTO OMO(OH.

3O HOCTpaTHYECKNX TEOPHsX cM.B Haueil padore: From Archetypal Situation to Archetypised Words or
Words as a Unit of Semantic Reinterpretations — Archetypes Stereotypes in Literatures and Cultures. —
Frankfurt am Main [Germany] : Peter Lang, 2012, pp.13-39
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Abstarct: Yahya Kemal Beyatli is an eminent artist, political and statesman who was
influential in Turkey in the first half of the 20th century with his poems, essays, literary
articles, and political and historical treatises. He is one of the prominent representatives
of the Patriotism Movement/Memleket¢ilik akimi, which influenced Turkish literature,
especially poetry, after the 1910s and was crucial in shaping the aesthetic perception
of many artists. He is also one of the pioneers of national literature in modern Turkish
literature. In addition, Yahya Kemal draws attention as one of the representatives of
the pure poem/halis siir in Turkish literature.
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AXbA KEMAJIb BESTJIbI IOOMAJIAPBIHJIAFBI HEI'I3I'I CEMAHTH-
KAJIBIK U3OTOIITAP (1884-1958)

Anparna: SIxest Keman BelaTinsr — KepHEKTI CypeTi, casich )KoHe MEeMJICKeT Kalpat-
kepi, o1 XX FaceIpabIH OipiHIIi skapThIChIHAA Typkusaa e3iHiH eleHaepiMeH, odep-
KTepiMeH, 9/1e0M MaKajalapbIMEH, CasiCH JKOHE TaPUXU TPAKTaTTAPbIMEH BIKIIAJJIbI
6omabl. On 1910 xpunapaan Keilid Typik oieOueTiHe, acipece MoI3UsFa dcep CTKEH
XKOHE KONTEreH CYpeTHIUIEpPIiH SCTeTHKAJIbIK KaObLIIayblH KaJIBINTACTBIpy/Aa IIe-
mymr OOJIFaH MaTPUOTTHIK KO3FAIBICTRIH KOPHEKTI eKinnepinin O0ipi / Memleketcilik
akimi. O coHBIMEH KaTap Ka3ipri Typik ofeOHeTiHIeTi YATTHIK o1eOneTTiH i3amap-
napsIHbIH O0ipi. CoHbIMEH Katap, SIxbst Keman Typik ogebueTineri Taza mosma/xamc
HIMUP OKIIAepiHiH Oipi peTiHae Hazap aynapambl.

Tyiiinai ce3nep: nzoronrap, oneOUET, CEMUOTHKA, 103MA, KYPBUIBIMIBIK CEMHOTHKA.
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OCHOBHBIE N30TOIIbI B ITIOOMAX SAXbs
KEMAUJISI BEATIIBI (1884-1958)

AnHoTauus: SIxbs Kemanp besTiabl — BIIAIOIMNACS XYI0KHUK, HOIUTUYECKUH U T0o-
CyIapCTBEHHBIN EATENh, KOTOPBIA OBUT BIUATEILHBIM B TypIiu B TIepBO# MTOJIOBHHE
XX Beka CBOMMH CTUXaMHU, 3CCe, TIUTEPATYPHBIMU CTAThSIMHU, TOJTUTUIESCKIUMH H HCTO-
pudeckumu Tpaktaramu. OH SIBISIETCS OMHUM U3 BUJHBIX MpeacTtaBurened [larpuo-
Ttraeckoro nemwkenus / Memleketeilik akimi, KOTopsbIit OBNHSIT HA TYPELKYIO JIHTE-
parypy, 0COOCHHO 1M033Ht0, rocie 1910-X romoB 1 ObUT pelarM B (POPMUPOBAHHU
JCTETUYECKOrO BOCIPUATHS MHOTUX XyAOKHUKOB. OH TakKe SIBISICTCS] OHUM U3 IH-
OHEPOB HALMOHAJIBHOM JHUTEpaTypbl B COBPEMEHHOW Typelnkoi nureparype. Kpome
Toro, SIXbst Kemanp nmpuBiiekaeT BHUMaHuE Kak OJIMH U3 MPEACTaBUTENCH YUCTON I10-
9MBI/XaJIUC MINUP B TyPELKOIl IUTeparype.

KiroueBrble ci1oBa: M30TOIIbI, JIUTEpATypa, CCMUOTUKA, TTI0OMA, CTPYKTYpHasA CEMUO-
THKa.

Yahya Kemal Beyatli is an eminent artist,
political and statesman who was influential in
Turkey in the first half of the 20th century with
his poems, essays, literary articles, and political
and historical treatises. He is one of the prominent
representatives of the Patriotism Movement/
Memleket¢ilik akimi, which influenced Turkish
literature, especially poetry, after the 1910s and
was crucial in shaping the aesthetic perception of
many artists. He is also one of the pioneers of
national literature in modern Turkish literature.
In addition, Yahya Kemal draws attention as one
of the representatives of the pure poem/halis siir
in Turkish literature.

He plays an important role in the formation
of the literary and aesthetic understanding of
Turkishness in Turkey in the 20th century.
He focused on the basic cultural codes that
have shaped the Turkishness of Turkey in
Anatolia for a thousand years. Accordingly,
the poet has also determined the main
semantic isotopes that make up the aesthetic

Pic. 1. Yahya Kemal Beyath
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world of Turkishness in Turkey. These isotopes are the main components that
shape the life and the world of meaning of the great poet. The poet has used
these isotopias as the basic semantic material in both his poems and articles.
If the isotopes used by Yahya Kemal in his poems are determined, the basic semantic
elements formed by Turkishness of Turkey in Anatolian geography in about a
thousand years will also be partially determined. Thus, it will be seen whether there
are similarities and differences between the basic values of Anatolian Turkishness
and the values of other Turkic world communities, especially Kazakhstan. Based on
this idea, our article will first provide brief information about the biographical life of
Yahya Kemal. Secondly, the philosophical, historical and aesthetic components that
were effective in the poet’s education are highlighted. Third, information about the
concept of isotopy developed by Greimas et al. is given. Finally, the main semantic
isotopias in Yahya Kemal’s poems are described with examples from his poems.

It is useful to examine the basic semantic isotopies that Yahya Kemal uses in his texts,
based on the methodology of structural semiotics. This is because Yahya Kemal has
identified the common semantic components not only of Turkishness of Turkey, but
also of the entire Turkish world. Considering the category of aesthetic values, he is
one of the most influential poets of the Turkish world in the twentieth century. Ali
Si’r Nevai, Fuzuli, Baki, Nali-i Kadim, as the representatives of traditional Turkish
poetry created the powerful way of saying, the Turkish poetry of the twentieth century
has regained. In other words, Turkey has carried the poetic norms and aesthetic
values that Turkishness developed in the past into the twentieth century. Thus, in
terms of poetry, Yahya Kemal served as a bridge between the past and the future.
Semantic isotopias play an important role in Yahya Kemal’s poetic style. In fact,
semantic isotopes have contributed to his poetry being loved and passed down from
generation to generation. These isotopias were accepted by many critics as the common
cultural values of Turkishness in Turkey. In this regard, the basic semantic isotopias in
Yahya Kemal’s poems also show a parallelism with the basic semantic world adopted
by Anatolian Turkishness. Before turning to the primary isotopias in the poet’s texts,
it is useful to take a brief look at Yahya Kemal’s biographical life and the aesthetic,
historical, and philosophical components that make up his semantic world.

Yahya Kemal was born in Skopje in 1884. He completed his primary education in
Skopje. He attended high school in Skopje and then went to Istanbul to enrol in
Galatasaray High School. However, he did not stay in Istanbul for long. Yahya Kemal
went to France to get a better education and attended Meaux University on the banks
of the Marne River. He completed his schooling in Meaux. He then went to Paris
to study. The poet, who studied at the Paris University at the Faculty of Political
Sciences, returned to Istanbul in 1912. He worked as a lecturer, deputy and in various
diplomatic missions in Turkey. He died in Istanbul in 1958. (Banarl1 1976: 1167-73).

Yahya Kemal created a special style in Turkish poetry of the twentieth century. During
his lifetime and after his death, he became an artist respected by almost everyone
interested in literature and art. Yahya Kemal’s works have a very wide semantic
world. The most important factors for the formation of his semantic world and the
development of his aesthetic and philosophical understanding are: a) his family and
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the education he received in Skopje, b) his mother Nakiye Hanim, ¢) his uncle’s house
in Istanbul, d) the Young Turks in Paris and the Faculty of Political Sciences in Paris
(Akyuez 1971: 713-733).

Yahya Kemal is a member of an old and noble Turkish family from evlad-1 fatihan/son
of Cogueor. The oldest known elder of the family is Sehsuvar Pasha, one of the Sancak
Bey from the era III. Mustafa (Banarli 1976: 1168). Sehsuvar Pasha is an evlad-1
fatihan. An evlad-i fatihan is the name given to the children of Turkish heroes who
conquered the Balkans during the rise of the Ottoman Empire and settled in Balkan
cities. Yahya Kemal is also an evlad-1 fatihan. It is known that Yahya Kemal’s family
owned large estates in the Balkan Peninsula. These lands are today located in the
regions of Nis§, Leskovca and Vranya. The ancestors of the poet lived on these lands
from agriculture and cattle breeding.

The mother of Yahya Kemal is Nakiye Hanim. Nakiye Hanim is also the neice of the
famous Turkish poet LeskofcaliGalip Bey, who lived in the nineteenth century. She
taught her son Yahya Kemal the Qur’an when he was a child. She advised her son to
love two people. The first is the Ottoman Sultan Murat, and the second is the Prophet
Muhammad. Murat here means the Turkish nation, and the Prophet means the religion
of Islam. So when Yahya Kemal was a child, he grew up loving the nation and the
religion.

When he was only 15 years old, his mother Nakiye Hanim passed away. He also went
to Istanbul to complete his education after his mother’s untimely death. He settled
in the villa of his uncle Abdurrahman Pasha in Sariyer in Istanbul. Various cultural
events and music concerts are held in Abdurrahman Pasha’s villa. The famous Turkish
composer Haci Arif Bey gives music courses in the villa, and classical Turkish music
concerts are held in the villa. Young Yahya Kemal attended these meetings regularly.
In the meantime, he took courses in Turkish classical music with composer Hac1 Arif
Bey. Thus, Yahya Kemal learned the intricacies of Ottoman Turkish art during his time
in Istanbul. (Goegguen 1983: 11-18).

After Yahya Kemal had lived in Istanbul for some time, he became bored with
the atmosphere in Istanbul at that time. Yahya Kemal, embarking on a new quest,
fled to Paris without informing his family to free himself from the tyranny of the
Abdulhamid government II. In Paris he met with the Young Turks, the opponents
of Sultan Abdulhamid II. He conversed with opposition figures such as Ahmet Riza,
Samipasazade Sezai, Hoca Kadri Efendi, Prince Sabahattim, Fazli Bey, Rifat Bey, Dr.
Abdullah Cevdet and Abduelhalim Memduh. However, he did not like the activities of
the Young Turks in France to dethrone Sultan Abdulhamid. Therefore, he soon severed
his ties with the Young Turks and tried to continue his education. He enrolled at the
Faculty of Political Science in Paris in 1904 and studied at the faculty’s Foreign Policy
Department. He took lessons from eminent scholars such as Albert Sorel, Albert
Vandal, Emile Borgoix and Louis Renault. He was particularly influenced by Prof.
Albert Sorel and he participated in Sorel’s private conversations (Okay 1992:35-39).

Yahya Kemal was strongly influenced by Albert Sorel’s philosophy of history and
his understanding of history. Sorel’s conception of history gave Yahya Kemal a new

31



Mustafa Ozsari / Mycrada ©3capu / Mycrada Ozcapu

consciousness. Yahya Kemal also tried to develop a new philosophy of history about
Turkishness of Turkey. In this context, he began to research the origins of Turkishness
of Turkey in Anatolia. For this purpose, he first researched French, Turkish and
Arabic sources in the libraries of Paris. In one of the works he read, he finally came
across the sentence of Fustel de Coulanges: “The land of France created the French
nation in a thousand years.” The thought expressed in this sentence deeply moved
Yahya Kemal. He also asked himself the question, “Could the country of Turkey
have created Turkishness in 1000 years?”” and began to search for the answer to this
question. In short, Yahya Kemal applied the method that Fustel de Coulanges found
in the search for the origins of France to the Turkishness of Turkey. The researcher
has created a long-term study program to search for the sources and components of
Turkishness of Turkey and find them in the historical development process. In short,
Yahya Kemal combined the education he received in Skopje and its surroundings with
the rich cultural heritage of his family; he learned the lifestyle and esthetic codes of
the Ottoman aristocracy in Istanbul; he reinterpreted them thanks to the education
he received at the Faculty of Political Sciences in Paris. In this way, he identified
some fundamental concepts that hold together Turkishness in Turkey. He constantly
repeated these concepts in his articles, essays and other writings, especially in his
poems. It is possible to explain the concepts that recur in Yahya Kemal’s works using
the concept of isotopia developed by Algirdas Julien Greimas and Courtes.

Isotopy is a set of semantic categories that allow meaning to be read in the same way
in the flow of a text. Isotopies are elements that provide semantic continuity in texts.
Lithuanian semiotician A. J. Greimas was the first to use the term isotopy in text
analysis. Greimas borrowed the term isotopy from physics and chemistry. By giving
this term a special meaning, Greimas transferred the concept of isotopy to semantic
analysis of texts. Greimas and Courtés define isotopy with the following sentences:
“As an operational concept, isotopy initially denoted iterativity along the sytagmatic
chain of classemes that ensure the homogeneity of the discourse of utterance. From
this point of view, it is clear that the syntagm connecting at least two semantic figures
can be considered as the minimal context necessary for the formation of an isotopy.
This is the case for the semantic category that combines the two contrasting terms.
Considering the trajectories they can produce, the four terms of the semiotic square
are called isotopies (A. J. Greimas-J. Courtés 1982:163-4)”

Greimas and Courtes first divided isotopy into three categories: grammatical isotopy,
semantic isotopy, and actoric isotopy; later they added thematic isotopy and figurative
isotopy. (A. J. Greimas-J. Courtés 1982:164). According to Zima, Greimas is to be
understood as a content level theorist (Hjelmslev) who gives priority to semantic
structures, which he calls isotopies, at all levels. Isotopies exist at both the phonetic
and semantic levels, at the expressive and content levels. Both types of isotopies can
be defined, in a first step, as repetitions or recursions of certain phonetic or semantic
features (Zima 1999: 117).

As seen above, the existence of isotopes depends on the repetition of certain semantic,
phonetic, topical or figurative elements that make up the text. Semantic isotopies are
related to the concept of content level in Hjelmslev’s sense. To put it more clearly,
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the semantic elements that are repeated in any religious, moral, political, literary
or philosophical text are also semantic isotopies that form the semantic structure of
the text. And the semantic integrity of the text depends on the existence of semantic
isotopes. Semantic isotopies in the text are also the basic structures that ensure the
semantic integrity of the text and the global meaning of the text.

We can understand isotopy as the principle of coherence in a given text. Isotopy
provides meaning integrity to a given message as it passes through; isotopes help
remove ambiguous elements from the text. In short, from this point of view, isotopy
generally takes into account the semantic elements of the text. More specifically,
semantic isotopes are related to concepts such as meaning and coherence. These are
the structural elements that activate the semantic structure of the text.

If we look at all the poems of the great Turkish poet Yahya Kemal Beyatl: in general,
we find that the poet repeats certain concepts directly or indirectly. These concepts
also form the world of meaning of Yahya Kemal’s poems. We can call the concepts
that make up the semantic world of Yahya Kemal’s poems semantic isotopes, using the
terms of Greimas and Courtés. In Yahya Kemal’s poems, there are phonetic, figurative,
and so on. There are also isotopes that belong to the expressive level. However, these
are outside our topic. In this study, the semantic isotopes in the poems of Yahya Kemal
will be the focus.

The main semantic isotopies that recur in the poems of Yahya Kemal can be listed
as follows: 1) art; 2) the spirit of conquest; 3) the feeling of mercy; 4) the belief in
tawakkul; 5) the belief in eternity; 6) the idea of creating a civilization. In all the poetic
texts of the Turkish poet, these six semantic isotopes can be found directly or indirectly.
Yahya Kemal accepted these isotopes as the basic values that Turkishness of Turkey
created in Anatolia over the millennia. Looking at Yahya Kemal’s poems in general,
the aforementioned semantic isotopes are the basic semantic structures that form the
semantic structure of all the poet’s poems. These structures are regularly repeated
in Yahya Kemal’s poetic texts. Even in his love poems, which we can consider as
individual themes, Yahya Kemal focuses on semantic isotopies. In short, all kinds of
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Pic. 2. Primary isopies in Eid Morning in Suleymaniyeh
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art created by Turkishness in Anatolia, the feeling of mercy, the belief in Tewakul, the
spirit of conquest, the belief in eternity, and the idea of creating a civilization are the
main isotopes repeated in all of Yahya Kemal’s poems.

In some of his poems, Yahya Kemal describes the arts created and produced by
Anatolian

Turkishness. These arts include ornamentation, architecture, music, miniatures, etc.
In one of the most famous poems of Yahya Kemal, the poem titled Eid Morning in
Sueleymaniye, the Sueleymaniye Mosque, in other words, is the basic isotopia of the
art text.

As can be seen in the figure, based on the image of the Suleymaniye Mosque, which is
an architectural work of art, other semantic structures were used. These are concepts
such as history, religion, homeland, geography and human being. These concepts
are also the intermittent secondary semantic isotopes of the text. The basic semantic
isotopia of Beyatli’s poem titled Eid Morning in Suekeymaniye is architecture, and the
secondary isotopias are Turkish art, Anatolian geography, the homeland of the Turks,
Turkish architecture, and human love. When all these come together, the semiotic
universe of the poem titled Eid Morning in Sueleymaniye is created.

According to Yahya Kemal, the second fundamental value that Turkishness has
produced in Anatolia is tawakkul faith. Tawakkul faith, in Greimas’ terminology the
isotopia of tawakkul, was used as the primary isotopia in many of the poet’s poems.
Tawakkul is a word that has passed from Arabic into Turkish. Tawakkul is related to
the root of proxy. The word tawakkul means to take over someone’s work, to transfer
one’s work to someone, to trust someone in daily use. In Islamic faith, tawakkul means
leaving the decision to God after taking all possible precautions regarding a work
(Cagric12012: 1-2). Tawakkul belief is one of the basic beliefs adopted by Turks. This
belief'is frequently repeated in the poems of Yahya Kemal. In this respect, the tawakkul
belief can be considered as an isotope. The tawakkul isotopia is most evident in Yahya
Kemal’s three-stage poem titled Life of the Cattle/Cattlewoman Hayati, Evening of

destiny

death Hafiz apathy

nature human

Pic.3. Isoptopes
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the Cattle/Cattlewoman Aksami, and Death of the Cattle/Cattlewoman Oeluemue. In
the three poems mentioned above, the rind is used as the dominant image. The poet
explained the Tawakkul belief by using the image of the rind.

Yahya Kemal described the life of the rinds in three phases. The concept of rinds is
used as a basic image in the text. The primary isotopy of the text is the tawakkul belief.
It is explained through abstract and concrete semantic isotopias such as man, death,
nature, hafiz, apathy, and fate. These isotopes are the secondary isotopes of the poem
and form the meaning world of the text.

The feeling of mercy is the thought of giving the necessary help to the needy. This
attitude is a characteristic that Turkishness of Turkey brought from Central Asia. In
the Goektuerk inscriptions, which are considered the earliest written testimonies of the
Turks, Bige Kagan speaks of feeding the hungry and clothing the naked. A similar idea
is found in Yusuf Has Hacip’s work Kutadgu Bilig. Yusuf Has Hacip, Turk, go on an
expedition; find food; bring; feed the hungry; It means clothe the poor. These thoughts
are expressed by both Bige Kagan and Yusuf Has Hacip and are a general feature of
the Turkish nation. Yahya Kemal has always emphasized the feeling of mercy of Turks
both in his articles and in his poems. Therefore, the concept of the emotion of mercy
is a semantic isotopia that occurs frequently in Yahya Kemal’s poems.

Another concept that forms the semantic field of Yahya Kemal’s poems is the spirit
of conquest. It is present in every phase of the historical development of Anatolian
Turkishness. This spirit is a dominant semantic isotopia in many of Yahya Kemal’s
poems. For example, the poem titled Akincilar is a text that emphasizes the spirit of
conquest of Anatolian Turkishness.

Bin ath akinlarda ¢ocuklar gibi sendik

Bin atli o giin dev gibi bir orduyu yendik

Aktolgali Beylerbeyi haykirdi! ilerle.

Bir Yaz boyu gectik Tuna’dan kafilerle

We, thousand horse raids had fun like children

We, thousand horses, defeated a giant army that day.
Aktolgali Beylerbeyi cried out! Forward.

We passed through the Danube with during a summer

The above verses of Yahya Kemal are the verses in which the basic actant activating
the Turkish raiders passing through Belgrade and advancing to Hungary is best
described in Turkish poetry. In the 16th century, the actant that mobilizes the Turkish
raiders who want to conquer Europe is the spirit of conquest that the Turks bring with
them from Central Asia.

One of the most distinctive features of Turkishness of Turkey is the idea of creating
a unique civilization in the conquered territories. Throughout history, the Turks built
mosques, madrasas, bridges, baths, soup kitchens, etc. in the areas they conquered,
especially in the cities in the Balkans. They built many structures reflecting the lifestyle
of Anatolian Turkishness. The locals living in the conquered cities were influenced by
the constructions built by the Turkish conquerors. Therefore, the locals spontaneously
embraced Islam without coercion or met the Turks with sympathy. Yahya Kemal
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often described this feature of Turkishness of Turkey in his poems. The city where the
civilization created by the Turks is most pronounced is Istanbul. The poet described
Istanbul with the following lines.

I looked at you from a hill yesterday, dear Istanbul!

I haven’t seen, I haven’t visited, there is no place that I don’t like

As long as your life is long, set up on my throne as you please!

Even loving a plain neighborhood is worth a lifetime (Kendi Gok Kubbemiz; 15)

One of the most important semantic elements in Yahya Kemal’s poems is the idea of
infinity and crossing horizons. These notions are also related to the concept of the spirit
of conquest. In fact, Acik Deniz/The Open Sea and Eid Morning in Sueleymaniye, one
of Yahya Kemal’s most famous poems, are the texts in which the poet’s idea of eternity
and crossing boundaries is repeated.

I took the free air of the Rakofca countryside,

I heard the passion of my raiding ancestors,

A run for centuries towards the north every summer,

It’s humming like a reflection in my bosom (Kendi Gék Kubbemiz, 8)

Conclusion

Yahya Kemal Beyatli is one of the most important representatives of Turkish poetry of
the 20th century. Century. In his poems, he searched for the basic semantic elements
that hold together Anatolian Turkishness and discovered them in the process of
historical development. The most important semantic elements that Yahya Kemal
discovered are, as mentioned earlier, Turkish art, the Turkish feeling of mercy, the
belief in the tawakkul, the idea of creating a civilization, the spirit of conquest, the
feeling of eternity, and the desire to cross borders. Yahya Kemal brought together in
his poems, with deep understanding, the memories and all the values of the past of the
Turkish nation. He connected them with the joys and needs of his time and repeated
them regularly in his poems.

These values that Yahya Kemal identified and repeated in his poems can be called
semantic isotopes using the terminology of Greimas. Yahya Kemal reproduced the
semantic isotopies he extracted from Turkish history in the form of poems with a
great poetic power and a style he created. In this way, Turkey transmitted the semantic
isotopes that Turkishness had created in Anatolia over the millennia to new generations
in a form that could be understood by the masses. Thank you to the semantic isotopes of
Turkish culture in the past that he identified and constantly repeated, he created a solid
link between the past generations, both of his own time and the future generations. In
fact, the art, the compassion, the belief in resignation, the spirit of conquest, the idea
of creating a civilization, the belief in eternity and the desire to overcome borders are
also the main glue that holds the Turkish peoples together.

Some of the isotopes that Yahya Kemal identified as common semantic elements of
Turkishness of Turkey are of Islamic origin. For example, the tawakkul faith is a
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form of faith that has largely passed from Islam to the Turks. On the other hand, basic
semantic isotopes such as the sense of mercy, eternity, and transcending boundaries
are semantic elements inherited from the Central Asian ancestors of Turkishness of
Turkey. In this regard, the basic semantic isotopes proposed and briefly summarized
by Yahya Kemal Beyatli are general structures that bind together not only Turkishness
of Turkey but also all Turkic peoples of the world. It is worth examining whether the
structural elements in Yahya Kemal’s poems, namely the isotopies, have parallels with
the values created by Turks in the geography in which they live.
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13.

14.

15.
16.
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SEMIOTIC ANALYSIS OF THE
CONCEPT OF TRUTH IN THE THEATER SPACE

Abstract: The founder of the modern theater of the 20th century, Konstantin
Stanislavsky, and his student Yevgeny Vakhtangov, in rehearsals and in performances,
implemented the principle: “as in life.” They believed that an actor should be on stage
like a child. The latter, dropping the doll, may treat it like a wounded person and
bandage it quite seriously. So the actor must relate to untruth (the space of the stage).
He must treat this “as if it were truth, that is, turn lies into truth” (Vakhtangov, 1918).

We propose to consider examples of “truth theater” (experiential school, performance
school) through semiotic categories (semiotics of culture, the Paris School), and also
ask the question what is truth in the context of the “fantastic realism” direction.

Keywords: theatre, truth, truthful contract, stage, fantastic realism.

BBenenne

PasmpbInuienre o mpaBae Ha TeaTpalbHOW CIICHE MHE XOTENOCh OBl HaydaTh C JBYX
IIPUMEPOB U3 JMYHOTO ombITa. O0a OHM KacaroTcs 3HAMEHHUTOTO [ 0CyIapCTBEHHOTO
aKaJleMH9IecKoro Tearpa nmeHu Eprenust Baxranrosa (Mocksa). Bot yxxe MHOTO et
MOIO CEMBIO C 9TUM TeaTpOM CBSI3BIBAIOT JAPYy’KECKHE OTHOLICHUS U COBMECTHBIE MPO-
€KTbI, TOITOMY 3TOT TEKCT — OJHOBPEMEHHO CBUJETEIbCTBO yUEHOIO-CEMHUOTHKA U
BOCXHIIEHHOT'O 3pHUTES.

[lepsbiii mpumep: utoHb 2016 ropa, penerunuu HOBOH nocraHoBku «llaps Doum»
Codoxra. YHUKaIBHBIN MEXTyHApPOTHBIA MPOEKT: CHEKTAKIb OBIT CHITpaH Ha (e-
ctuBase B I'peruu B anTHuHOM aMm(utearpe dnuaaspa Ha 14.000 mecT, ¢ ydacTuem
POCCHICKHX M TPEUeCcKHX aKTEepoB, a 3aTeM BOIIEJ B pernepryap tearpa Baxranrosa.
OO0 3T0M peMbepe OBLT CHAT JOKyMEHTANBHBIH QribM «mur B Dnuaaspe» Oedipus
in Epidaurus (MsiraenkoB, Mepkynosa, 2018): pa3mbIlICHHE O TOM, KaK HTpaTh Ipe-
YECKYIO TPareInio CETOIHS, PACCKa3 O MyTEIIECTBUHU CIEKTAKI Ha poanHy Codokia.

Wraxk, peneruuuu. McnonuurensHuna poiau MokacTsl — 3HaMeHuTas aprucTka Jlon-
Mmita MakcakoBa, XpaHUTENBHUIA TPATUIMNA BaXTaHTOBCKOW IIKOJBI (MilL. 1, 2). S
CMOTPIO, KaK OHa IPUYECaHa 1 0J1eTa: YePHOE IIaThe JI0 MAT, PACIIHTOE CTEKIISIPYCOM,
TyaM Ha BEICOKHX KaOiykax. Hapsia aist BbIXoza B Tearp WM I CaMOi IIPeMbephl.
Ho HajeTh Takoe miaTbe s pENeTUIINH, VTSl PyTHHHOM paOOThI, 171 TOBTOPEHUS Of-
HUX 1 Tex ke creH? K Heif oOparaercst pexxnccep CeKkTakis: «BrI ceffaac He mpocTo
yXomuTe co CIieHsl, MlokacTa uaet yMupaThy. VM Ha HammX 11a3ax ee Telo CTAaHOBUTCS
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TEJIOM TPSITUYHON KYKIIBI, pyKH O€3BOJIFHO MTOBUCAIOT, U OHA HATIPABIISCTCS K BBIXOJY.
Ona He «UIrpacT» CBOU MMOCJICAHUEC IAaru, IIPOCTO BHYTPHU €€ YIKC HCT )KU3HU. Kak s10
npoucxonut? B mapagHoM 1aTbe, paCuIMTOM CTEKISIPYCOM. ..

OnuH U3 BO3MOXKHBIX OTBETOB HAXOMUTCS B apPXHMBHBIX JOKYMCHTaX — UCTOPHH Tea-
Tpa u ero ocHosarenst EBrenus Baxranrosa. B 3anucHbIX KHMKKaX ero yueHuka bo-
puca 3axaBbl ynTaeM: « BaxTaHroB He Jiro0mI, 4ToObl B CTYIHMIO NPUXOAWIN PAad
KaKUX-JIN0O MPAKTHICCKHUX PE3yIBTaTOB — POJIH, CIIEKTAKIISA, CO3JaHMUS TeaTpa; OH XO-
TN, umoobwl Kadicowlil wien ¢ Cmyouro paou npasoHuKa, NPazoHuYHble aUYyd JI0OUNL OH
8udemb BOKpye cebsi: OH AI00UN dadice, Ymodbl Y4eHUKU NPUXOOUTU HA YPOK HECKOTbKO
bonee napadno odemuvimu, yem obviyno...» (3axapa, 1927, kypcus Hamr). Kak mucan
Ansrupaac XKronsen I'peiimac B kuure «O HECOBEPIICHCTBE», OJCKIA «BBIOIHSET
(YHKIHIO KQXKYIIETOCs, OHA IPOCHUPYET PEKOHCTPYHUPOBAHHBII 00pa3 KeHCKOi (u-
T'YpbI» U HaMEKaeT Ha IPHCYTCTBHE Tella KaKk Ha JParolleHHbIH cekpeT. «Brrxons 3a
IIPEIEIbl 3CTETHKH BKYyCa, CYOBEKT YCTPEMIIICTCS K HHTYHUTHBHOM 3CTETHKE BOOOpa-
xenms» (I'peiimac, 1987: 91).

Iepen HaMu — mpuMep «i1azelkm» (échappatoire), To ecTh, O BEIpaXKeHUIO [ pelima-
ca, «yCTPEMJICHUsI K COBEpIICHCTBY». He oOblieHHas1, a npa3aHuYHasi perneTHIHOH-
Hasl OJIekK/Ia «IIPe/BApseT» CIIEKTAKJIb, OHA cama 110 ce0e yKe «POXKIaeT IMPOCTpaH-
CTBO, TJI¢ 3allPETHOE CIIOCOOHO B TOJTHOE MEPEe UrpaTh Poib CO3JATelsl CMbICIA, Te
BOOOpaKEHHE MOXKET MApHUTh, MOKAa HE MPHIYMAET 3alafHy0 KOHLEMIHIO TI00BM»
(I'petimac, 1987: 92).

Bropoit npumep: HOos16ps 2021 roxa, Teatp Baxranrosa mpa3nHyeT cToleTHE CO AHS
ocHoBaHus. [lamsTHbie aaTel — camu 1o cebe cemuormyeckuii hpeHomeH. FOOmmen
BBIJTAFOIIMXCS ITACATEINICH M YYCHBIX, AThl BHIXO/IA KHUT M YYPCIKACHHUS HHCTHTYTOB
KYJIBTYPBI CITY>KaT CBOETO POJia PENEPHBIMU KYJIBTYPHBIMU TOYKAMH, TO €CTh TAKHUMH,
Ha KOTOPBIX OCHOBBIBACTCS IIKAJIA K3MEPEHHUH B IIETIOM.

Hecmyuaiino B cucreme FOHECKO cymectByet nienast [IporpaMma mamMsTHBIX TN
3HAMEHATEeNBHBIX JaT (MEXIyHapOIHbIC THH, MEKAYHAPOIHEIC 1EKa bl ¥ TOIOBIIUHBI
OT CTa JIeT U BBIIIE), HAalleIeHHAS Ha MPOJIBIKEHUE MEXKKYIBTYPHOTO JHajora U AaHb
MaMATH BBIIAIOIIUMCS JIMYHOCTSM, KOTOpble BHECIH BKJIAJ B CTPOMTENBCTBO UEINO-
Beueckoil nuBuinu3anud. Cpean HemaBHUX npumepos [lamstasix gar KOHECKO —
Konrpecc Acconmanmu (paHIty3ckod ceMHUOTHKH K 100-TeTHI0 CO JIHS POXKICHUS
ocHoarens [lapukckoil cemuoruueckoil mkonsl Ansrupnaca JKronsena I'pelimaca B
mrrab-kBaptupe FOHECKO B ITapuxe 2017 r. u Konrpece k 100-1eturo ocHoBaresns
Taprycko-MockoBckoit mkonsl FOpus Muxaitnosuua Jlormana B Octonun B 2022 1.

OOBIYHO MAMSTHBIC JaThl OTMEYAIOTCS cepreil MeponpusiTuid. B ciydae tearpa 310,
KaK MPaBUJIO, BEUCP-KOHIIEPT C y4acTHEM aKTEPOB M IMOYCTHBIX TOCTEH, MM TOKa3
criekraks. OxHako Tearp BaxranroBa BEIOpas cBOe HECTaHAAPTHOE YHUKAIBHOE pe-
menne. JToT NieHb, 13 HosOpst 2022 roxa, Ha3Bamu «/IHem TrmuHby (M. 3, 4). B
9TOT JI€Hb JIBEPH TeaTpa ObUIM OTKPBITHI IS BCEX JKenaronmx. Kakaprii Mor npuidtu
Ty[a, MOXOAUTh [0 KOPUAOpaM Tearpa, YBUACTh BHICTABKY KOCTIOMOB U JICKOpAIMid
K 3HAMEHUTHIM CIIEKTAKIISIM, B3sTh aBTOrpad y Jr000ro akrepa TPYIIIbI TeaTpa Win
ClIeNaTh ¢ HUM celi(H, MOCETUTh padoune KaOMHETHI XyA0KECTBEHHOTO PYKOBOIUTE-
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JIS1 M IUPEKTOPA, TIOCHICTH B OOJBIIIOM 3pUTEIEHOM 3aJIe, TIIe B MOIYTEME CO CIICHBI
3By4YaJM rojioca yIIECAIIUX aKTepoB, a Ha 3aHUK CLEHBbI, KaK 3BE3/bl, [IPOELPOBA-
JINCh UX UMEHA. PYKOBOJICTBO Tearpa Tak onucano KOHIENIUIO «/JIHsa TumuHb: «YTo
Oyzner B roouneit, 13 Hosopsa? — lens mamsaru. e uctopun tearpa. JleHb THIINHBL.
B Tearpe Baxranrosa Oyner TopeTb CBET, Mbl pacrnaxHéM JABEPH, OTKPOEM KOPOOKY
HCTOPUYECKOH cleHbl. Bynem ciymare roioca ymemnmux. OHE OynyT pasaaBaThbCs
OynTO C 3amMcel Ha MOAIIOPYCHHON IUICHKE, KaK M3 TOTO MHpPA, C TIOTPECKHBAHHUEM.
Msuorux Msl He y3Haem» (Teatp Baxranrosa, 2021 a).

3710 e1e OANH MPUMeEp HEeTPAANIIMOHHON «ra3eiikm». [Ipa3aHuk, HO He (OopMaNbHBII
KOHIIEPT, a MPA3JHUK JUIS BCEX, OTKPBITOE AEHCTBO, O€3 MOMIIE3HOCTH, HCKPEHHE. B
nenb 100-neTus tearpa 3puTeNnb MOT BOMTH B JH000€ €ro MpoCTPaHCTBO, OOBIYHO 3a-
KPBITOE JUIsl ITyOJIMKH, BKHBYIO, O-HACTOSIIEMY «IIPHKOCHYTHCS» K akrepaM. YToObl
MIPUHTH K TTOTPSICEHHUIO YyBCTB, HO HE K KaTapCcHCy, a K 3cTe3ucy. YToObl, Kak mucai
I'peiimac, cokpaTuTh BpeMs, COXPaHUB TOIBKO MHMOJIETHOE, Cy3HUTh IPOCTPAHCTBO,
MIPUAaB 3HAYEHHE TONBKO ()parMEHTaM — U TIOCTENEHHO NPHONM3UTBCA K CAMOMY
271a8HOMY, B TO K€ BPeMs OCTaBasICh B MaTepPHAIbHOM MUPE!

Ainsi, par une réduction du temps — en ne retenant que l’éphémere -, par une réduction
de ’espace — en n’accordant de l'importance qu’a ses fragments — on approcherait
petit a petit de I’essentiel, fout en restant pourtant dans I’ordre du matériel. (Greimas,
1987: 98, xypcuB Har).

(0] npaBjie B KOHTEKCTe Teana.]'[l)HOﬁ CEMHUOTUKH

[IpaBaa B mpocTpaHCTBE XyI0KECTBEHHOTO MPOU3BEICHHS — MPEAMET Pa3MbIIILIICHUN
MHOTUX CEMHOTHKOB. OIHUM M3 CaMbIX M3BECTHBIX NMPUMEPOB SIBISIETCS KHUTa YM-
6epro Dxo «lllecth mporymnok B nuTeparypHsix Jecax» (Eco, 1998).

Mup HacTosIIUi 1 MUpP (QUKTUBHBIA Hepa3pbIBHO cBs3aHbl. Kak murmrer ko, «Yuras
JIUTEPaTypPHBIN TEKCT, MBI OSKHIM OT TPEBOTH, OI0JIEBAIOIICH HAC, KOTIa MBI IIBITAEMCS
CKa3aTh HEUTO UCTUHHOE 00 okpykatomem mupe» (Eco, 2002: 163).

I'maBa «BeposTHBIE JTeca) HAYHMHACTCS C OMHCAHHS OJHOTO HCTOPHUECKOTO MepCoHa-
JKa, MOCIeHero koposs Mramuu, KOTOpbIi, Oyaydr Ha XylO)KECTBEHHOW BBICTABKE,
CMOTPUT Ha KapTUHY, IJie N300pa)KeHbl J0JIMHA U JEPEeBEHbKA, a 3aTeM 3aJaeT BO-
nipoc: «KakoBo uuciio ee xutenei?». BbIBoJ, KOTOPBIM JKO JeTaeT U3 3TOM CUTyaIuH,
c(OpPMYIMpPOBaH TaK: «HETJIaCHOE COTIamIeHne», koTopoe Kompumk ompenenir kak
«Bo3nepxkanue ot Hemosepws» (Eco, 2002: 139). Unurarens 3HaeT, 94TO eMy paccka-
3BIBAIOT BHIMBIIUICHHYIO MCTOPHIO, HO NPHU 3TOM OH HE JOJDKEH JeJIaTh BBIBOA, UTO
MUcarenb JKET.

K teme nipaBbl (MCTHHBI) HeOAHOKpaTHO oOpamaics u FOpuii Jlorman. B cBoem mo-
cyeiHeM UHTEPBBIO 1993 Toma oH CBSI3BIBAT ATOT BOIPOC € MPOOIEMON MHOXKECTBEH-
HOCTH ITyTeH, IEHHOCTEH 1 BRIOOPA, KOTOPBIH TTOCTOSIHHO JICNAeT YETOBEK:

Ml/lp, 6 KOMmoOpOM Mbl JHCUBEM, 6Ce bonviue xouem noayiums sadicHetiuiue YeHHocmu no
camotl deutesoil yene. Omo nanomunaem e ouerb NPUNEHCHBIX UIKOJIBHUKOB, KOMO-
pbole no02Ns10bIBAIOM 8 OMEEMbl Hd 3a0alm, émecmo moao 4moovl peuwiamv Ux camum.

41



Mepkyinosa . I / Mepkynosa H. I'. / Merkoulova I. G.

Mult xXomum noryuumes UCmMuHy Kak MOJCHO Gblcmpee, Kak 20moebie OOMUHKU, CUiU-
mole Ha «HUK020». A UCmuHa 0aemcsi MoIbKO YeHOU Jcepmebl camozo 0opo2ozo. I1o
cymu dend, noayyums UCIUHY MOICHO MOAbKO paou Hee no2youe ceos. Mcmuna ne
ovieaem 0ns 6cex u Hu 05 koeo (Jlorman, 1993).

Uro e MOKHO CKa3aThb O MPOCTPAHCTBE HE MPOCTO XYA0KECTBEHHOTO TEKCTA, HO TEK-
CTa, MIEPEHECCHHOTO Ha CICHY, «OXKUBIIIECro» repen 3putenem? Paboraer nu B 3TOM
cilydae TIPUHIIMIT «BO3AEepIKaHUs OT HeZoBeprs»? KakoBa IieHa HCTHHBI Ha TeaTpalib-
HOIi ciieHe?

JloTmMaH DOCBATWII T€ME TeaTpa psi cTarel, B 4aCTHOCTH «TeaTp u TearpaibHOCTh
B cTpoe KynbTyphl Hauanma XIX Beka» (1973), «TeaTpadbHbIA S3BIK M KHBOIHUCH»
(1979), «Cemuotuka cuens» (1980), «S3pix Tearpa» (1989). I'maBHbIi BBIBOM, KO-
TOPBIIl OH JieNIaeT O TeaTpe, COCTOUT B TOM, UTO €CIIU BCE BUJIbI HCKYCCTBA CBSA3AHBI C
poOIeMaMy Xy/I0)KECTBEHHOTO OOIIEHHMS, «TO €CTh C CEMHOTHKOI», TO HEMHOTHE U3
HUX 3aTParuBaroT CTOJIb Pa3HOOOPA3HBIC ee aCTIEKTHI. A B TeaTpe — «BCE CEMHOTHKAY:
OT TPUMa ¥ MHMHKH 10 HOPM TTOBEICHUS 3PUTEIS B 3aie, OT TeaTPaTbHOM CIICHBI
JI0 PUTYaJIM3UPOBAHHON TeaTpambHON arMocdepsl. Ilpuuem 3To ceMHOTHKA CTONB
CIIOXKHAS U Pa3HOOOpa3Hasi, UTO CIEHY MOXKHO Ha3BaTh «9HLUKIONEANEH CEeMUOTHKI
(JIorman, 1980: 603). CrieHn4eckuii MUp SIBJISETCS 3HAKOBBIM T10 CBOEH NPHUPOJIE, U B
OCHOBE CIIEHHUECKOTO JeHCTBUS HAXOAUTCA aKTeP, TO €CTh YEIO0BEK, 3aKIIOUEHHBIN B
MIPOCTPAHCTBO CIICHEI.

Msicnu JloTMaHa yIUBUTENEHBIM 00pa3oM OJIM3KHM MOCTYyJIaTaM OJHOTO M3 BELYIINX
TeaTpaibHBIX faesTeneit 20-ro Beka, AHTOHeHa Apro. B mporpamMmmuHoM MaHubecre
«TeaTp 7k€CTOKOCTI» OH MpEAOCTEeperai YuTaTenel oT OnacHOCTU MOMIOLIEHHUS Tea-
Tpa TEKCTOM, HacTamBas Ha 0CoOOM s3blKke meampa U ero HCKIIOYUTEIBHO CEMUOTH-
YeCKOH IpHupose:

It is essential to put an end to the subjugation of the theater to the text, and to recover
the notion of a kind of unique language half-way between gesture and thought (...).
Once aware of this language in space, language of sounds, cries, lights, onomatopoeia,
the theater must organize it into veritable hieroglyphs, with the help of characters and
objects, and make use of their symbolism and interconnections in relation to all organs
and on all levels (Artaud, 1938: 90).

JloTMaH yTBEpIKZIaeT, 4TO y 0COOOro si3bIKa TeaTpa €CTh CBOE HAMMECHOBAHUE — Me-
ampanvrocms. «TeaTpadbHOCTh — 3TO S3BIK Te€aTpa KaK MCKyCCTBa», TOBOPUT OH
(JIorman, 1989: 604). ITpupona TeaTpaabHOCTH CIOXHAs, B HEH YETKO BHUIHBI JIBE
COCTABJISIIOIIHE: BO-TIEPBBIX, OTHOLICHUE MbECHl (HAMMCAHHOTO TEKCTa) U CHEKTAKIISA
(MOCTaHOBKN); BO-BTOPBIX, OTHOILICHUE 3PUTEIIS U CIIEKTaKIIsl. B 00oux ciydasx peus
UJeT O Auanore, MpUYEeM JAWajore JpaMaTHYeckoM. B ciyuyae oTHomeHmst mbeca/
ITOCTAHOBKA POXKAACTCS «COMPOTHBISEMOCTD ITBECHD, KOTOPas MOXET NPHBECTH K
HOBBIM HETIPEJICKAa3yeMBIM pPe3ylIbTaTaM: UCKYCCTBO KaK Pe3yibTaT B3pbIBa CO3AeT
HETIpe/ICKa3yeMBblil TEKCT, B 3TOM M COCTOMT (pEHOMEH HCKycCTBa. B cimydae My3bl-
KaJbHOTO TeaTpa, HalpHMep, NMpeBpalieHue HoBeJIbl Mepume B omepy busze mmn
nosecty [lymkuHa B onepy YallKoBCKOro — akT TBOPYECTBA, B3aMMHOTO Harpsike-
HUS Pa3HBIX POJOB MCKYCCTBA, CO3JAIOMINI B3PBIB XyHI0KECTBEHHON SHEPTHH, TIOTOK
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HOBBIX CMBICIIOB. [1o MHeHuto Jlormana «ITocTaHOBKA — OIMH U3 TPYIHEHIINX BU/IOB
XyJI0KeCTBEHHOTO mepeBoia» (Jlorman, 1989: 604).

Ecan mocMoTpeTh Ha TeaTp ¢ TOYKU 3PEHHS BONIOIHMH UCKyCCTBA BOOOIIE, TO Iep-
BOE€, YTO MBI 3aMETHM, — 3TO U3MEHUBIIASICS POJIb 3PHUTEINS MO CPAaBHEHUIO C op-
MaMH apXandecKkoro TBopuectBa. Apxandeckue GopMbl (OIBKIOPa — ATO OOPSIBL.
DT0 3HAYUT, YTO Y HUX HET MACCHBHOI'O 3pUTEIIsl. 3PUTEIIH BOBJICYCHBI B O0PSJL, B €T0
BPEMEHHYIO WU IPOCTPAHCTBEHHYIO PAMKY. AHTHUYHBIN TeaTp €Iie COXPaHsII YePThI
AQHTUYHOTO MHPOBO33PEHUS W MPEIIoyiaray IpsiMoe BO3ICHCTBIE Ha 3PHUTEINS H IO-
OyXIIeHHEe ero K ONpPENeTICHHBIM JICHCTBISM: 3pHTeNH ADHHBI OpOCAIICh K CBOUM
KEHIIMHAM TI0CIIe JeKJIaMaliid akTepoB O JTI00BH Ha crieHe. OIHAKO COBPEMECHHBIN
tearp (Jlorman roBopur o tearpe 20-ro Beka) oOpalaercs K COBCEM IPyroMy 3pHUTe-
J10. DTOT 3pUTENb «CIOKOHHO M HE BMEIIMBASCH B JEHCTBHE BOCIIPUHUMACT CaMble
CTpAIIHBIE STU30/IbI ¥ CIEHBI», OH «BHHT, HO HE BMEILIMBACTCS, COIIPUCYTCTBYET, HO
He neiictByer». (Jlorman, 1992: 134, 135).

Takum ob6paszom, JlorMaH (GOpMyTHpyeT INaBHBIH ITOCTYNAT OTHOIIGHWH TpHabI
«3pUTEIIb — AKTEP — CLCHA» B Tearpe: JEUCTBUE 3AMEHAETCS CONPUCYMCmEuem 3pure-
J151, KOTOpPOE OJTHOBPEMEHHO COBIAACT C MPUCYTCTBUEM B OOBIYHOM HEXY/0KECTBEH-
HOM IIPOCTPAHCTBE (pealbHOE MECTOHAXOXKJIEHUE B T€aTPabHOM 3aJI€) U MOJTHOCTBIO
IIPOTUBOMOIOKHO EMY.

Kak coueratoTcs Mexmy coOoi I 3pHUTeNs MPUHINI CONPUCYTCTBHUS (HEBMeIla-
TENBCTBA B CIICHNYECKOE JICHCTBIE) M IPHHITAIT «BO3IEPKAHIUS OT HEZOBEpHs»? Bo3-
MOXHBIN OTBeT HaxoquM y ['peiimaca B (opme «mpasruBoro koHTpakTa» (le contrat
de véridiction).

OcMBICIIEHHE TIPABIBI C TOYKH 3PCHHS CEMUOTHKH — OIUH U3 KIFOYEBBIX BOIPOCOB
Tonxosoeco cnosaps cemuomuxu I'peiimaca n Kypreca. CornacHo aBropam Croapsi,
IIpaB/ia JOJKHA TIOHUMAThCS KaK CIOKHBIH TEPMUH, BKITIOUATONTHN MOHATHS «OBITB»
1 «xazaTbes» (Etre/paraitre) BHyTPH CEMHOTHYECKOTO KBApaTa MPABIUBBIX MOAAIb-
Hocrelt (Greimas, Courtés 1993: 420). Baxxno momuuts, mumyT Ipeiimac u Kyprec,
4TO «IPaBIUBOE» HAXOMUTCS BHYTPU AUCKypca: le « vrai » est situé a l'intérieur du
discours, car il est le fruit des opérations de I’énonciation (Greimas, Courtés, 1993:
420). 1 uMeHHO BKITIOUEHHE MPOOJIeMaTHKK MPaBIsl BHYTPh TUCKYpca MPUBOIUT K
CO3IAHUIO «ITPABANBOTO KOHTPAKTA» MEXIY IBYMs YIaCTHHKAMH KOMMYHUKAIIUH —
TeM, KTo (opMynmnpyeT cooOIIeHne W TeM, K KOMy OHO HampasieHo (énonciateur/
énonciataire). [TpaBauBbBIil KOHTPAKT — HE YTO UHOE, KaK COIVIAIICHHUE, IPH KOTOPOM
00e cTOpOoHbI KOMMYHHUKAaTHBHOTO KaHala «BEPSAT B NpaBay» (croire-vrai), u Bepa Ta
«0boree WM MEHee CTa0MIbHAY:

Le croire-vrai de [’énonciateur ne suffit pas, on s’en doute, a la transmission de
la vérité (...) : un croire-vrai doit étre installé aux deux extrémités du canal de la
communication, et ¢ est cet équilibre, plus ou moins stable (...), que nous dénommons
contrat de véridiction (Greimas, Courtés, 1993: 417).

Ocraetcs MOHATD, [UIS YET0 3pUTENh B TeaTpe 3aKII04aeT JaHHbIH KOHTPaKT. Pa3BuBas
Ppa3sMBbILLIEHHUs O TeaTPalbHOCTH, JIOTMaH yKas3blBaj, 4TO Y 3TOrO IOHATHA €CTh JBE
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KOHIICTIIINH, CTONb )K€ JIPEeBHHE, KaK W caM Tearp. [lepBas 3akiro4aercst B TOM, 9TO
3pHTENb, HAXOMIICH B 3alie, JOJDKEH 3a0bITh, 4TO OH B Tearpe. Bropas coctout B TOM,
YTO 3pUTEJb JOJDKEH HH B KOEM Cilydae 3TOro He 3a0bIBaTh, BCEIZa IIOMHHTH, YTO
nepen HuM — «urpa B xku3Hb» (Jlotman, 1989: 605). [luanor, KOTOpHIl TeaTp BeAeT CO
3pHUTENIEM Ha 53bIKE TeaTPajJbHOCTH, IPEIIIONIATACT ABE OIMEPALHH: 3PUTEIb «BKIIFOYA-
eTCsD» B TEaTPAbHOCTh, CMOTPS Ha CIICHY, «BBIKIIIOYACTCS U3 TeaTPAbHOCTH BO Bpe-
Ms aHTPaKTa, MIPOTYINBASICH IO TeaTpasbHOMY (hoiie, 1 BHOBb BO3BpAIllacTCs B Tea-
TPaIbHOCTD, K IIYHKTY, Ha KOTOPOM OH OCTaHOBHIICS, B MUP HJLTIO30PHOM peabHOCTH.
Kax Buanm, B nanHOM ciiydae (opMynupoBku JloTMaHa OINM3KH KOHIEHTYaIbHOMY
anmnapary ceMuoTuku I'pelimaca (¢ TOHATHSIMH SHOHCHATHBHOTO «BKJIIOUCHUS»/ «BbI-
KIroYeHus»: embrayage/débrayage), B 0COOCHHOCTH KOTZIa pedb HIET O «BO3BpaIle-
HUH B TEATPAITBHOCTH» (TO €CTh B s3BIK TEaTpa) KaK O BO3BPAIICHHH BHYTPb AUCKYP-
ca: «I’embrayage désigne I’effet de retour a 1’énonciation, produit par la suspension
de I’opposition entre certains termes des catégories de la personne et/ou de 1’espace et
/ou du temps (...)» (Greimas, Courtés, 1993: 119).

Bepa 3putens B MpoHCXOAAIIEe HA CIIEHE MMEET JABOWCTBEHHYIO IPHPOAY: 3PHTEINb
BEPUT B PEAJbHOCTD CLEHBI — U IJIaYeT HaJl CyAb00i Jle3/1eMOHBI, 1 OTHOBPEMEHHO
3HAET, YTO ITO WJUIIO3MS — U M0ITOMY He Opocaercs el Ha nomouib. CTeneHb Bepbl
WM JJOBEPHS TAKXKE PA3IIMIHA, B 3aBUCMOCTH OT aKTUBHOCTH 3PHUTEIISI: 3PUTEITH MO-
JKET JIUIIH OTHAXK/IBI IOCETHTH CIIEKTAKIIb, ¥ TOTAA €T0 BOCHPHUATHE IIOBEPXHOCTHO, a
MOXKET CTaTh «CBOMM 3PHUTENIEM», BEPHBIM MOKJIOHHHKOM JTAHHOTO KOHKPETHOTO Tea-
Tpa, U TOIJ[a OH — aKTUBHBII 1 OarogapHeIil coOCCeTHUK.

B nmanore tearpa u 3puTens, CIIEHbI U 3aJ1a B3aMMOIIOHUMAHKE — JIHIIb OJINH aCIIEKT
nera. Beb eciii B3aMMOIIOHMMAHHUE CIHIIKOM JIETKOE — 3TO 3HAYKT, YTO OHO OCHOBA-
HO Ha MPOIIUIBIX YCIeXaxX, Ha BYEPAIIHEM SI3bIKE TE€aTpalbHOCTH. A HACTOSIIMN KH-
BOU Tearp MOCTOSHHO 3BOJIOLHMOHUPYET, €r0 s3bIK H3MEHSIETCSI, ITO 3aKOH JIF000H ce-
MHOTHYECKON CHCTeMbI. M1 BMECTE CO 3pHTENIEM HIIET UCTHHY, KOTOPasi, KAK TOBOPUT
Jlotman — «Bceraa mouck» (Jlorman, 1989: 608).

B ciy4ae «mmpaBaMBOro KOHTPAKTa» 3pPHUTENb HE MPOCTO Ha KAKOE-TO BpeMsl Iepe-
HOCHUTCS B IPYTYI0 WIUTIO30PHYIO PEalbHOCTh (BEPUT, YTO OH B HEE HMEPCHOCHTCS).
JonrocpodHast epCIIeKTHBA ATOTO KOHTPAKTa — 3TO BIMSIHUE Ha BCIO TTOCIICTYFOITYIO
JKM3Hb WHIUBHIA, TO HOBBIE BO3MOXKHOCTH €TI0 CaMOBBIpakeHUs. «EcTh amoxu, mm-
mret JIoTMaH, KoTza MCKyCCTBO BIACTHO BTOPTAeTCs B OBIT, 3CTETU3UPYS MOBCETHEB-
Hoe TeueHHe xu3Hm» (Jlorman, 1973: 635). Tearp kak KOHKPETHBIN BUJ UCKYCCTBa
CIOCOOCH MEPEBEPHYTH OBITOBOE TCUCHUE XKHU3HHU, TO €CTh MPEIJIOKUTH Ty CaMyIO
«iazeiiky» ['perimaca (I'peiimac, 1987: 70). [Ipobinema OBITOBOrO TOBECHUS YelIOBE-
Ka B TOM, 9TO OH «BMep3acT B OBIT, Kak rpenrHrk [lanToBa ana B gen KanHb», a B3I
Ha XW3Hb KaK Hd CNEeKMAK/Ib JTaeT YeIOBEKY HOBBIE BO3SMOJKHOCTH TOBe/IeHNSA. BeIT —
9TO omHOOOpa3Hast KU3Hb 0e3 coObIThil. TearpanbHAas KHU3HB, TO €CTh OKH3HB Kak
CTIEKTaKIIb), — 9TO OBITHE HCTOPHUECKOTO NMEPCOHAXKA, AeHCTBYIOMmEro uma. Yerosex
caM BBIOMPACT THUII CBOCTO MTOBECHMUS, aKTUBHO BO3ACHCTBYCT HA OKPYIKAIOIINIT MU,
norubaet win godusaercs ycrnexa (Jlorman, 1973: 636).
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BaxraHros: npaBaa u (paHTacTHKa

Pexuccep Eprennii Baxranros (1883-1922) — yuyenuk u nponospkarens KoHcran-
TuHa CTaHUCIIaBCKOTO, OCHOBATEIb HOBOTO TE€AaTPAbHOTO CTUIIA U CO3JATENlb HBIHE
nerenyiapuoro Tearpa umenu Baxranrosa, B 2021 romy ormerusiiero croinerue. B
paMKax JaHHOH CTaThH Pa3rOBOP O HEM XOTEJOCh OBl Ha4aTh ero COOCTBEHHOH IH-
TaTol, 0OpaIIeHHOl K yueHHKaM: «Joporue Mou, eciii XOTHUTE TIOXOIUTh Ha MCHS,
€CJIM XOTHTE MHE TIOHPABUTKCS, ocmasaiimecy gepuvimu cebe» (Baxranrosern, 2022:
4, KypcuB Hall).

Ha penetunusx u B cnexkraxisax Koncrantun Cranucnasckuil 1 EBrenuit Baxranros
peaT30BBIBAIN MTPUHIIHIL: «KaK B KU3HMW». OHU CUUTAIIH, YTO aKTep AOJDKEH OBITh Ha
crene, kak pedeHok. [Tocnenauil, ypoHUB KyKITy, MOKET OTHECTHCH K HeH KaK K paHe-
HOMY COJIIaTy H TepeBA3aTh €¢ COBEPIICHHO CEePbe3HO. Tak M aKTep JOMKEH COBEp-
LIEHHO Cephe3HO OTHOCUTHCS K Hempas/ie (IPOCTPAHCTBY ClieHbl). OH AOKEH OTHO-
CUTbCSL K 9TOMY «KaK K IpaBjie, JIOKb MpeBpaliarh B npasay» (Baxranros, 1918: 55).

Vuenuku EBrenunst Baxranrosa, coxpaHUBIINE €TO IIKOIY M Pa3BHUBIIUE ITOJTOXKEHHS
€T0 TeaTpalbHOM TEOPHH MOCIE ero TParmdeckoro paHHETo yxoza W3 ku3HH (B 39
JIET), pa3BUBAIIH 3TY MBICIIb JETAIbHO:

Yem bonvue na cyene avicu, mem bonbule noie OesmenbHocmu Ol MeopYecmed aK-
mepa. Ecnu s 1106110 0e8ywiKy u MHe Hado Ha cyeHe el 00bACHUMbCS 8 T1008U, 30eCh
Hem uckyccmea. Ecau dice nyoicno opyeoil 0egyuike 00bACHUMbCSA, U akmep uoum 6
Hell my, KOmopylo 1i06um, mo 2mo mogice He UCKyccmeo, a earmoyunayus. Mcxyc-
cmeo Oydem mozoa, ko20a oH K napmuepuie Ha cyene oOmHecemcs Kak K moti, Komo-
PYI0 OH Iobum, mo ecms J10Jich npemeopum 6 npasdy (3axana, 1918: 55).

EBrenuit BaxTanroB ycrien nocTaBUTh BCEro HECKOJIBKO CIIEKTaKJIeH, HO MIMEHHO OHU
CTaJI OCHOBOW HOBOT'O T€aTPAIbHOTO HAMIPABJICHHs, KOTOPOE CaM OH Ha3Bal «(haHra-
crryeckuil peaam3my. OtHomeHus Baxranroa co CTaHUCTIABCKUM OBLIN HEIPOCTHI-
MU ¥ HEOJAHO3HAYHBIMH, U TJIaBHBIM CIIOPHBIM BOIIPOCOM OCTaBaJICsi UMEHHO BOIIPOC
MIpaB/Ibl HA CIICHE, TPAHUII ATOW MPaBbl, e¢ HaTypaTucTHIHOCTA. CyTh UX OTHOIIIE-
HUH (BEpHOCTh YUEHHKA CBOEMY YUHTENIO, OTXOI OT TEOPHUH MITPa, BOCIPHUHSATHINA
KaK TIOCTIeTHIM TPEIaTeNbCTBO, U B TO e BPEMS BOCXUIIEHUE CBOUM «HETIOKOPHBIM»
YUCHHUKOM) pe3toMUpyeTcst B ofHOU (hpaze CTaHUCIIABCKOTO, HATMCAHHOM B TeIerpam-
Me BaxrtanroBy nociie npembepsl cnektakis «lIpunuecca Typannor»: «S ropxychk
TaKUM YUCHUKOM, eciu oH Mol yuenux. CKaXXuTe eMy, 4TOOBI 3aBEpHYIICS B OISO,
Kak B TOTY, U YCHYJ cHOM mooerutens» (CranucimaBckuid, 1922: 565, xypcus Har).

Crnexrakib «IIpunnecca Typannor», nocTaBiaeHHsli B 1922 rogy, cuuraeTcst BepIiu-
HOH TBopuecTBa Baxranrosa (mn. S u 6). IlepBast Bepcus crexrakist nporaa 1035
pa3 u Obita ceirpana B 1941 rogy. B HOBO# penakinu crieKTakib ObLI BOCCO3IaH B
1963 rony u coxpanuics g0 1980-x rr. Hakoneu, ¢ 1996 no 2006 rox 3putenu yBu-
JIeNIM KaHOHMUYECKYIO IOCTaHOBKY BaxTaHroBa ¢ HOBBIM ITOKOJIEHHEM aKkTepoB. Beero
Ha crieHe Tearpa «IIpunnecca Typanmor» Obiia ceirpana 2500 pas, ¥ CIEKTaKIb CTall
BU3UTHOW KapTOukoi Tearpa. CerofHs OH CyLIECTBYET JIMIIb KaK IIpeKpacHas Tea-
TpasibHas JIeTeH1a, HO, BO3MOYKHO, OJJHAXKIBI HACTYITUT MOMEHT, KOT/Ia 3aHaBeC CHOBA
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OTKPOETCS MOTHBOM: «BOT Mbl HAUMHAEM HalllEl MECEHKON MPOCTOH, Yepes MATh MHU-
HyT Kuraem craner Ham momoct kpyToii» (Baxranroser, 2022 a, 2).

IIpocras mecenka packpsIBaeT CyTh Moxxoaa BaxranroBa m ero merona «panractu-
YECKUH peanusM»: akTep He ckpbléaem Iepell 3pUTeIeM, YTO OH UIPAET, a HE XKUBET
[I0-HACTOSILLEMY, HO IIPU 3TOM IIPUINIALIAET 6Mecme no6epums 6 CKas3Ky, KOTOpyro OH
CO31aCT Ha CLIEHE.

W3nauyaneao B 1920 rony BaxranroB mHTepecoBaics tparequeit [lnnnepa «Typan-
JI0T», OTHAKO paboTa He MOTydJanach, ¥ B POIIECCe PENeTHIN Mheca OblTa 3aMeHeHa
Ha OpUTMHAJBHBIN croxkeT, koTopblil Hminep 3aumcrBoBan y Kapio T'oumu. Opuru-
HaJILHOCTH MJeH BaxTaHroBa cocTosuia B TOM, YTO OH MPEUIOXKII TOTYEPKHYTh Tea-
TpaJbHYIO IPUPOAY cKaszku [ o1y, HamucanHoi B 1762 roxy, onupasch Ha TPaaULUN
UTANBSIHCKON commedia dell’arte. Bmecte ¢ yuenukamu coeit Crynun BaxraHros
UCKaJl HOBBIE CHOCOOBI CO3JaHHS POJH, JOOWMBAICA OcmpaneHus, TPEIBOCXUIIAs
OpEXTOBCKME TPHHIUITEI CYIIECTBOBAHHS aKTCPOB Ha CIIEHE W WX B3aWMOMCHCTBUSA
CO CIICHHYECKUM 00pa30M. BaxTaHTOB TOHKO 4yBCTBOBAJI HACTPOSHHE BPEMEHH, IO-
HHUMAaJ, HACKOJIBKO 3PUTEb IOCICPEBOMIONUOHHON 3M0XH, BPEMEHHU TOJIofa U Pas-
pyxH, Hy)kJaeTcsl B Tearpe U B mpasnHuke. [loaToMy mpsMo Ha maszax y 3pUTens
CMEKTaKI/Ib-NPa3IHUK pOXKIACs Ha cleHe. IMmpoBu3anus Ha clieHe, OJjHa U3 OTJINYHU-
TEINIHBIX YEPT UTATBSIHCKOI KOMEMH, OblIa TIIATEIBHO TOJTOTOBIICHA, HO TIPETIOIHO-
CHJIACh 3PHUTEIIO TaK, KaK OYATO TOIBKO YTO BOZHHKJIA B €TO TPHCYTCTBUU. Y YCHUKH
3anucsiBaIy coBeTsl Macrepa: «He cka304Hblil MUp AOJIKEH BO3HUKHYTb Ha CLIEHE, a
Mup TearpansHbIi. [IpeacTaBnenne cka3ku JOMKHO BO3HUKHYTH Ha clieHe. Hukakmx
NICUXOJIOTMYECKUX ompaBaaHuil. OmpasaaHue TOIBKO TeaTpanbHoe» (Baxrtanroserl,
2022 a, 1). Baxtanros TpeboBaj OT aKTEPOB MAKCUMAJIbHOMN BHEIIHEH BBIPA3UTEIbHO-
CTH, BOJWJI MX HA IIMPKOBBIC TPEACTABICHHS, YTOOBI MOKa3aTh 00pa3Ibl CBOOOIHOTO
BJIAJICHUS TEJIOM, JOOMBAJICS OT HUX MTHOBEHHOTO BBEIXOJa M3 00pa3a, HpOHHYIECKOH
UI'pBl ¢ HUM. B criekrakiie orpoMHyo posib urpainu aexkopauuu Mruarus Husuackoro
(maHmychl, apku, TUMHACTHYECKHE Tparelun), My3bika Cuzosa u Kosmosckoro, uc-
MOJHSAEMAsl «HECephe3HO», Ha CBUCTYIbKAaX M MOTPEMyIKaX, U3bICKaHHbIE TeaTpab-
Hble KocTioMbl Hanex bl JlamanoBoii (BedepHue MIaThst JUIsl )KEHIIMH U (paKku Juis
MY)K4HH), & TIOBEPX ITUX KOCTIOMOB — «XYJIHI'AHCKHE» aKCECCyaphl: BMECTO OOPOJIBI
- KalIHe, BMECTO TOJIOBHOTO yOopa — abakyp, BMECTO IIapCKOTO CKHUIETpa - TEHHHC-
Hast pakeTka... JJis sKkuTenei TSHKeI0H Mo CIepeBOIOIMOHHON STI0XH OBLT TIOCTABICH
PalOCTHBIH, UPOHUYIHBIN, ONHBIN HAaJICHK U BECENbs CIIEKTAKIIb, B KOTOPOM BHEIIHSSA
KpacoTa He pasfpa’kalli, a 3aCTaBIIsIM 3a0BITh O MPOoOIeMax U TPYAHOCTSX MOBCEA-
HEBHOTO cyllecTBoBaHMs. CTUIb HOBOTO CHEKTAKIsl OTKPBLT HOBbIE TOPU30HTHI U Ha
JIOJITHE TOMbI OKAa3aJl BIMSHHUE HAa pa3sBUTUE TBOPUECKOH MaHEphI Kak Tearpa BaxraH-
TOBa, TaK M eBpoIeiickoro Tearpa Booodmie. KpuTuku o HeM OT3hIBAIICH Tak: «YHCTO-
Ta MBICITH, YACTOTA TyBCTB... DTO OECKOPBICTHAS, NCKPEHHSASA UTpa B T€aTp, UTrpa Jie-
TeH, B KOTOPOH Kax /bl peOeHOK HETOBTOPUMO reHuaneny» (Baxranroser, 2022 a, 2).

«[Ipunnecca TypannoT» cuutaeTcs BI30BOM ydeHHIO U Teopun CTaHuciaasckoro. B
HEM J0CTHUKEHUs ICUXO0JIOTHYECKOTO TeaTpa, KOTOphlil BaxTaHroB TIATENbHO H3yJall
U TIpenojiaBajl CBOM yYEHHKaM, CIIOBHO ObI OTOpachIBaJINCh, U MPEAJIAarajics HOBBIA
IIyTh K IIOHUMaHUIO akTepckod urpel. [IpuHuun cymecrsoBanus akrepa B «IIpuH-
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necce Typaunot» — cmamu Opyeum, ocmasasicy camum cooboti (Baxranroser, 2022 a,
2). «BbI30B» 9TOTO CrieKTaKis yuyeHnto CTaHHUCIIaBCKOTO COCTOUT UMEHHO B BOIIPOCE
«TIPaBJIbD» U «IPABIUBOCTH» UTPHI HA CIICHE.

CucreMy (B aHDION3BIYHOI Tpagunuy — Meton) CTaHHCIABCKOTO MOYKHO PE3IOMUPO-
BaTh B 3HAMEHHTOH (paze «He Bepro!», KOTOPyIO OH, IO MPETAHMUIO, aJPECOBAT CBOUM
axrepaM. Ero ¢paza 00br4HO TpakTyercst Tak: CTaHUCIABCKUI KPUTHKOBAIl HEECTECT-
BEHHOCTb, M3JIHIITHIO0 TATETHKY U ITOOIIPSUT XKHU3HENnono0ue Ha cueHe. Taroke cauTa-
ercsi, uTo CTaHUCIABCKUI TaKMM 00pa3oM BBICTYIIAI MPOTUB «MUMHTALUH TIPABIBD),
TpeOysl OT aKTepOB BHYTPEHHETO MpeoOpakeHus], ¢ MOMOIIbIO KOTOPOTO OHH MOITIN
«BHAETH )KU3HBY IT1a3aMH CBOHX IepcoHaxeit. [lonoxxerns cucrems! CTaHUCIABCKOTO
CHCTeMaTH3UPOBaHbI B KHUTe «PaboTa akrepa Hax coboit» (1938, anrmuiickas Bepcust
An actor prepares, 1936): B Heli OH pa3/eNIeT aKTEPCKYIO UTPY HA TPH TEXHOJIOTHN:

1. Pemeciio — NCTIONB30BaHHE TOTOBBIX IITAMIIOB, IO KOTOPBIM 3pHTENb MOKET
OJIHO3HAYHO MOHSATh, KAKKE SMOIIMU UMEET B BUJLy aKTep;

2. MHckyccerBo npencranienus (art of representation) — B iporiecce ITHTETbHBIX
pETeTHIINI aKTep UCIIBITHIBACT MTOIMHHBIC TEPEKUBAHUS, KOTOPHIIl aBTOMA-
THYECKH CO3AI0T (hOPMY, OJJHAKO Ha CIIEKTAKJIE OH ITH YyBCTBA HE UCIIBIThI-
BaeT, @ BOCIIPOM3BOAUT (hOpMY, BHEIITHUI PHCYHOK POJIIH;

3. MHckyccTtBo mepexuBanus (art of experiencing) — B mpormecce UIphl akTep
WCTIBITHIBACT MMOJTMHHBIC TIEPSKUBAHIS, U 3TO POXKIACT JKU3Hb 00pas3a Ha
CIICHE.

Nwmenno 3Ty cucremy npenogaer Baxranros yueHukaM cBoei tearpanbHoit Crynuu,
HauuHas ¢ 1913 rona. Kak BcmomMuHan oaun U3 Mosofsix yueHukoB Ctyauu bopuc
Bepmmnos, CraHuciaBckuil M €ro cucmema ObUTH HAIeW CBATBHIHEH, HAIIUM €BaH-
resniieM (...) EBrenunii borpatnoHoBry BaxTaHroB BEJIMKOJIEITHO BIIAJIEN STUM HUCKYC-
ctBoM. «IIoMHIO, KaKk OIHaXKIbl LB Beuep OH II0Ka3biBall HaM Muxaunna Yexosa,
OH XWIJI B ero oOpaze. He nMuTHpOBaj, a UMEHHO JXWIJI. DTO HE BCET/Ia ObUIO BHEITHE
ITOXO0KE, HO BAYKHO TO, YTO 3TO yXKe ObUT He BaXTaHToB, a COBEpIIICHHO HOBBII Yelo-
Bek» (Bepmmos, 1959: 21).

Onnaxo JIu Crpacoepr (Lee Strasberg) cripaBeminBo oTMedaeT pa3HUILy B pe3ylibTa-
TaxX pabOTHI IBYX BBITAIONINXCS TeaTpaNbHBIX pexuccepos: if you examine the work
of the Stanislavski System as made use of by Stanislavski, you see one result. If you
examine it in the work of one of his great pupils, Vakhtangov, you will see a completely
different result. «Vakhtangov’s work was skillfully done, his use of the Method even
more brilliant and more imaginative than Stanislavski’s, and yet Vakhtangov achieved
totally different resultsy» (murara: Carnicke, 1988: 45).

«IIpunuecca TypaHnor» — OnHOBpeMEHHO BoIulolieHue BaxrtanroBeiM CucTeMbl
CTaHHCIaBCKOTO U KBUHTACCEHIIMS PA3HOTIIACHH yUeHHKa ¢ yuuTeneM. B xoze pere-
TULIMN TIbechl B Havyasie 1922 rona oH roBOpUIT aKTepaMm:

Mbl umeem npaso uepams Hawi CneKMakiv Kaxk «npeocmasienuey. Mol nomomy ume-
em Ha Mo npaso, umo cymeeM, eci 3axomum, 0ams u yucmoe «nepexcusanuey. Mot
3HAem 0711 3mMo20 Memoovl u npuemsl wkoavl Cmanuciasckoeo. Tom, kmo ymeem «ne-
pedcump» poib, UMeen npaso UCKams meampanbHyo Qopmy GbisgIeHUs Ul «Npeo-
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cmagasamoy (...). MHozue uz akmepos «npedcmasisiouuxy — Heybeoumenvivl, 6ecco-
oeporcamenvhbvl U X00YIbHbI NOMOMY, YMO He 3HAIOM, Yo MAKoe «4YECME0 Npagobly
u «npasoa nepescusanus» (3axasa, [opuakos, 1922: 439).

ITyrem mocranoBku «Typannor» BaxTaHros 0oposics ¢ HaTypaIu3MOM, MPUIICAITHM
B Tearp BMecTe ¢ Cucremoit Cranucnasckoro. CTaHUCIaBCKUM MPU3BIBAT, YTOOBI 3pH-
Tenb, npueskas B XyJoKeCTBeHHbIH Tearp Ha «Tpex cecrep» Uexosa, HOBEpPUI, UYTO
OH HE B TeaTpe, a «B TOCTAX B ceMbe [Ipo30poBEIx» (TO ecTh Tpex cectep). [Ipobnema,
Mo MHEHHIO BaxranroBa, cocrosia B ToM, uto KoHcrantna CepreeBnd CraHHMCTaB-
CKUH, yBIICKasiCh H3THAHUEM ITOIILUTOCTH, yOpasl BMECTe C Hel M HACTOSIIYI0, HYKHYIO
TeaTpajJbHOCTh, 4 HACTOAIIAs TeaTPaIbHOCTh B TOM M COCTOHT, YTOOBI OKa3bIBaTh
TeaTpajbHble IPOU3BEICHNS TEATPANbHO (...). YBIeKasch HacTosmel npasnoit, Cta-
HHUCIIABCKUI MPUHEC Ha CLEHY HATypalHCTHUECKYIO MpaBay». IIpoTHBomocTaBisio-
muit ceds CTaHMCIABCKOMY peXHCCep YCIOBHOTO TeaTpa MeHepXonb, «yBIeKasch
TeaTpajbHOM MPaBIoi, yOpar co cieHsl mpaBay 4yBcTB. Ho mpaBna momkHa OBITE 1
B Tearpe Meiiepxonbia, u B Tearpe Cranuciasckoro. Hacrano Bpemst Bo3Bpalarb
Teatp B Tearp» (Baxrtanros, 1922: 578). IlyTs Bo3BpaIieHus MpaBIbl B TeaTp — SI3BIK
TeaTpa’abHOCTH, MOIMHHBIE TeaTpajbHbIE CPEJACTBA, M B 9TOM CMbIcie BaxraHros
IIPE/IBOCXHIIACT KaK paboThl TEOpPEeTHKOB Tearpa 20-ro Beka, TaKk U CEMHOTHYECKOE
OCMBICTIEHHE TeaTpaabHOCTH, NpescTaBleHHoe JlotmaHnoM. B opHOl U3 mocneaHux
Oecen ¢ ydyeHHKaMu B arpernie 1922 ropa, 3a HECKOIBKO HEAENb JI0 CBOCTO YXOAa W3
KW3HN, BaxTaHToB yTBepkaai: «B TeaTpe He TODKHO OBITH HM HATypaln3Ma, HH pe-
anm3Ma, a JoJKeH OBITh (haHTaCTHUIECKUil peann3M. BepHo HaiiieHHbIE TeaTpanbHbIe
CpeICTBa JAl0T aBTOPY NOONUHHYIO dcu3Hb Ha clieHe. CpelcTBaM MOKHO HAyUUThCH,
(opMy HaJl0 COTBOPHTH, €€ Halo HadaHTa3upoBaTh. BOT moyemy s Ha3bIBalo 370 (aH-
TacTHYECKUM peanmuamom» (Baxrtanros, 1922: 583, kypcuB Hami). Baxrtanros crpe-
MHJICSI HATH KOMIIPOMECC MEXIY JIBYMs MOCTYJIaTaMH: 3pUTETh JOJDKEH 3a0BITh,
970 OH B Tearpe (CTaHMCIIaBCKU) W 3pUTENh HU Ha CEKYH[y He JOJDKeH 3a0bIBaTh,
4yT0 OH B Tearpe (Meiiepxonbn). B «Ilpunnecce Typannor» emy Onectsiiie ynaioch
peanu30BaTh IPUHIUI, KOTOPEIHA B 1989 1. JIoTMaH Ha30BET KIIFOUEBBIM B SI3BIKE T€a-
Tpa: MPUHINI «BKIJIFOYEHHs/ BBIKIIIOUCHHSD) — 3a0bITh M HE 3a0bIBaTh OJJHOBPEMEHHO.
J1st Toro, 9TOOBI TAKOE COCTOSIHUE CITyYHIIOCH CO 3PUTEINIEM, B TAKOM K€ COCTOSIHHN
JIOIDKEH TIPeObIBaTh M aKTep, «IIOMOTas» CBOEMY 3pUTENI0. B aToM cMmEIcie cremyer
noHuMarb coBeT Baxranrosa axkrepam «IIpunueccsl Typangor»: «HyxkHO nmiakars
pasznacmosawumu CIeIaMu U 9yBCTBO CBOE HECTH Ha paMity» (3axaBa, [opugakos: 439,
KypcuB Hail) B aToii ¢pase BaxraHroB n3o0peraeT HEOJIOTU3M «Pa3HACTOSIINID, TO
€CTb CaMblii IPaBIUBbIH, HACKOIBKO BO3MOKHO.

[Tapannensno ¢ penerunusimu «IIpunneccer Typanaor» B stHBape 1922 r. Baxtranros
peneTupyeT Kak MpUITIAMICHHBIA PeXUCCep B CTYINU eBpelcKoro Tearpa «["abumay
meecy AH-ckoro «['ammOyk» (B anmmiickoil Tpanckpumiu The Dybbuk, naa. 7,8).
B ocHOBe CrieKTakIIs JIeKUT CTapHHHAS XacUICKas JIETeHa O JyXe, KOTOPBIH MOXKET
3aBNa/IeTh TEJIOM KUBOTO UenoBeka. «I aqubyk» — eAMHCTBEHHbIN CIeKTakIb BaxTan-
roBa, 00bE3AMBIINI OYTH BECh MUpP M MTPABIIMICS B IIEPBOHAYAIILHOM BHJIC Oojee
40 ner. Cnexrakiib, ¢ KOTOPOro, MO CYTH, Hayalach TPAJAULUS CO34aBaTh TEIEBU3U-
OHHBIC BEPCHH CIIEKTaKJIeH (ero TeJIeBU3NOHHAs BepcHs Oblia co3naHa B JIOHIOHE B
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1937 r.). Ilocne TpuymdanbHOro MUPOBOTO TypHE cTynuu «['abumay B 1926—1930 rr.
(apTHCTBI OocTayNMCh Ha 3amaze, 3aTeM CTynus paboTana B M3pamie) cCeKTakib ObIT
MIPU3HAH OJJHUM W3 HauOoJjee BBIIAIONINXCS TeaTpalbHBIX JOCTIKeHUH 20-T0 Beka.
Ecmu «npunnecca TypannoT» cTajia OCHOBOHM TeaTpaabHOH Tpaauiuu «haHTacTude-
CKOTO peau3May Ha pOCCHICKOH cueHe, To Onaronaps «I'agulyky» 3To HanpaBieHue
pUOOPENIO MUPOBYIO M3BECTHOCTD. 14 deBpainst 2022 r. Teatp Baxranrosa npencra-
BIJI JJOKYMCHTAJIBHYIO BBICTaBKY, MOCBsIIeHHY0 100-metrto ciekrakms «['aandyx»
(maa. 9,10), Ha KOTOPOH CHIEKTAKIIb Ha3BAJN «PeabHBIM BOTUIOMCHHEM MEUThI O MH-
crepuanbHOM Tearpe» (Baxranroser, 2022 a: 4).

B 1em 0COOEHHOCTH U CeKpeT ycmexa crekTaxiis «[agulyky», IOMUMO YTOHUCHHON
urpsl aktepoB? IIpexxae Beero, si3bik. [Ibeca AH-ckoro ObuIa epeBeieHa Ha UBPUT U
nocrasjieHa BaxTaHroBsIM Ha 3TOM si3bIKe. BaxTaHroB He 3HaJ UBPUTA, HE 3Haja €ro
n myonuka MockBel 1922 rona. He 3Hanm 3TOr0 361K U MHOTHE OYYIIHME 3PUTEIN
CTIEKTAaKJIA M3 Pa3HBIX cTpaH. M TeM He MeHee CHEeKTaKIb WTpajicsi Ha MBPHUTE, KaK
Oynro BaxraHroB cTpeMmiics moka3zaTk caMoMy ceOe M 3pUTENIIM, YTO, He OHMMAas
SI3BIK, HA KOTOPOM TOBOPSAT aKTEPHI, KAJKAbIH MOXKET MOHATD A3bIK MeampaibHOCU.
B sToM cmbiciie TearpanbHasi paBaa MpeacTaeT Kak Obl «OUMIEHHOM OT SI3bIKa» BO-
ob1e. BaxTaHroB 1oOMBaiCs OT aKTEPOB IPEACIBLHOM TeaTpalbHON BBIPA3UTEIBHO-
CTH, KOTOpasi KOMIICHCHPOBaa ObI 3pUTEIIIM HEe3HAHHUE sI3bIKa Tbechl. KpaiiHe eHHbI
CBHJICTENBGCTBA BBIIAIONIerocs akrepa Muxamma Yexosa, kotoporo Baxranros mpu-
IJTacHiI Ha ofHy U3 penetuiid «'agnOykay. [Tocime mpocMoTpa CrieKTakis Ha HBpUTE
Baxranros nonpocun Muxauna YexoBa Ha3BaTh T€ CLIEHbI, KOTOPbIE OCTAIUCH AJIs
HEro HEemoHATHbIMU. Jlanee OH 3acTaBWJI aKTEPOB PENETUPOBATD €IIe HECKOIbKO Ya-
COB, [TOKa HE TOOMJICS TAKOH TOYHOCTH, JKECTA M SMOLIUH, YTO 3PUTEIISIM CTAJIO «BCE B
TOYHOCTH siIcHO. YexoB ObLT oTpsicen» (Baxranroserr, 2022 a: 4).

AHTOHEH ApPTO, KOTOPOTO MBI YK€ HIUTUPOBAJIM B Hauajle 3TOM CTaTby, CPABHUBAJI J1BA
SIBIICHUSL: TeaTp U yyMy. B nepuon canurapuoro kpusuca 2020-2021 rr. 3To cpaBHe-
HHUE IPUOOPEIo HOBYIO aKTYaJIbHOCTh U CTAJI0 YUTATHCS MO-HOBOMY:

If the essential theatre is like the plague, it is not because it is contagious, but because
like the plague it is the revelation, the bringing forth, the exteriorization of a depth of
latent cruelty (...). In the theatre as in the plague there is a kind of strange sun, a light
of abnormal intensity by which it seems that the and even the impossible suddenly
become our normal element... (Artaud, 1938: 92).

Eme HeCKOMBKO JIeT Ha3a Majio KTO MOT MPEICTaBUTh cebe, UTO «HOBOH KyIBTYpHOMH
HOPMOIi CTaHYT BUPTYaIbHBIC €KEBEUCPHHUE UTCHHSI CTHXOB M3BECTHBIMU apTHCTaAMU
U JIUTePATOPaMH WU UX JHAJIOTH MEXIy co00ii B cormanbHbIX ceTsax» (Merkoulova,
Merkoulova , 2021: 145). Mayo kTo MOT BOOOpa3uTh, YTO POCCHICKHUE U 3apyOeIKHBIC
TeaTpsl Oy/IyT MPOBOANTH «BCTPEUH M PA3TOBOPEI 110 TeNEPOHY» CO 3pUTEISIMH U TIpe-
MBepHI B IIpsiMoM 3¢mupe (Teatp «CoBpeMeHHUK» B Mockse u «Tearp ne i Buuiey B
[Mapmxe). Uro Buneo conuctoB 6anera Muxaiinosckoro Tearpa B Cankr-IletepOypre
C peneTUIHsIMH Y cebdsi 1oMa coOepeT MHJUTMOHBI IPOCMOTPOB U BOCTOPIKEHHBIX Pe-
aKiui B0 BceM mupe. YTo MHOrUe U3 Hac OyAyT Tak CKydarhb MO JIOOHUMBIM MY3esM,
YTO CaMH 3TH MY3€H «IIOWAYT HABCTPEUY» 3PUTEISIM C BUPTYAIEHBIMH SKCKYPCHSIMU
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U JTMHTBUCTHYECKUMH NIPOEKTaMH («TeaTp CKydaeT IO 3pHuTeiio»). M uTo caMu Mbl
IIPEBPATHMCS B apTUCTOB, XYO)KHIKOB, MY3bIKaHTOB, TPUAYMBIBAsT OHJIAHH-TIepOp-
MaHCHI ¥ UMHTHPYS «KYJIBTypHBIH IOXOX B Tearp»... B aMOXy caHHTapHOTO KPH3H-
ca BO3HHKHOBEHUE HOBBIX KyIbTYPHBIX (HOPM MPOHCXOAUT IO 3aKOHAM CeMHOChEephI
JloTmMaHa: 211eMEHThI, HaXOUBIINECs Ha Nepudepur, NepPeMeIaoTCs B LIEHTP; IIOHA-
YaJly OHH BOCIIPUHHMAIOTCS KaK «B3PBIBHBIE» M HEOXKHJIAHHBIE, HO TIOCTENEHHO CaMU
CTaHOBSTCSI HOBOW HOPMO# M Toukoi orcuera (JlormaHn, 1992: 254). B atoM cmbic-
JIe TIOTEHIHAJ TJIABHOTO» WM «IIPaBIMBOTO» TeaTrpa — TO CaMOe CTPaHHOE COJH-
e ApTo, B CBET€ KOTOPOTO HEBO3MOXXHOE CTAHOBHUTCS «HOPMAJIBHBIM 3JIEMEHTOM.
Bo3HuK nmapanokc: TpaguHOHHbIE (JOPMBI KYIBTYPHOTO JIOCyTra — TeaTp, KUHO, My-
3eii, KOHIIEPTHBIH 3aJ1 0Ka3aIUCh HEJOCTYNHBIMU HIIM MaJIOAOCTYIHBIME (¢ 50-10 min
25-NIpOLIEHTHOH HAMOIHIEMOCTBIO 3aJI0B U OTPAaHUYEHUSMU AJIS 3pUTeIell CTapiIero
MIOKOJICHUST), HO IMEHHO 3TOT BaKyyM CTall KaTaJu3aTOpPOM MHOXECTBA OPUTHHAIIb-
HBIX ¥ HOBAaTOPCKHX OHJIAHH-TIpOeKTOB. [locieiHe IMEIOT IeIbi0 HAOMHUTB 3pUTe-
JIIM O TOH caMoil TeaTpallbHOMU NpaBJie, KOTOpasl, CoacHo JIoTMaHy, «I10JHIMAET Ye-
JI0BeKa HaJl ObITOBOM xku3HEIO» (JloT™maH, 1973: 636). IMeHHO IOTOMY, KaK HAITCAHO
Ha (upmenHoii Macke Tearpa BaxTaHroBa, 3ToMy HOBOMY TeaTpallbHOMY aTpUOyTy
snoxu nanaeMun 2020-2021 rr., — «Tearpsl Baxkab» (mi1. 11 u 12).

OnuH U3 OpUTHMHAIBHBIX MPOEKTOB TeaTpa BaxTaHroBa B 3Ty 3MOXy — ayAHOCIIEK-
Takib-nipoMenan «Baxranros. Ilyte k Typaumor» (2021). 310 opuruHaneHOE jeii-
CTBO coueTaeT B cebe (hopMBI peabHON 3KCKYPCHU B TOPOACKOM IMPOCTPAHCTBE (MH-
TE€PAaKTUBHBIU CIEKTAKIIb B IIPOCTPAHCTBE IOPOJA, IIE 3PUTENU — OAHOBPEMEHHO U
y4YacTHHKH nephopMaHca) ¥ BOCCO31aeT BUPTyalbHbIIl Mup Baxranrosa, 3aqymbIBa-
IOLIEr0 ¥ BOILUIOLIAIOLIETO CHEKTaKIb « TypaHaoT» M0 TOMY WJIM HHOMY FOPOACKOMY
azpecy.

Aymuocriektakib 2021 T. — Takke MOBOJ BCIIOMHUTH 00 OJJHOM HEBOIUIOIICHHOM 3a-
Mblcie Baxranrosa — npoekre B 1920 r. nocraButh «Ilup Bo BpeMs uyMbl» Auiek-
carppa [Tymkuna. Kax cuntan JloTMmaH, «IIpou3BejeHIS HCKYCCTBA CO3AI0T 00pa3bl
peanbHOro MHpa», U B 9TOM CMBICIE 3aJyMaHHOE, HO HEHalucaHHOe (OcTaBlleecs
BUPTYaJIbHBIM) MIPOU3BEICHUE TakXKe 00JIaZiaeT U CMBICIOM U BakHOCTBIO (JIoTMmaH,
1969: 9). Ilo BociomuHanusiM yueHuka BaxranroBa bopuca 3axaBbl, miaH mocra-
HOBKH OBUI CIICAYIONIHIA: HA CIICHE CTOJI, YIIMIHBIN (OHApPh, CKEIETHl JOMOB Ha (OoHE
4gepHOTo Oapxara. 3a CTOJIOM TpyIIia JIIOAEH, CKyNbNTypHas Ipylna: B TPOMaTHOM
CEpOM TIOJIOTHUIIIE TPOPE3aHbl OTBEPCTUS IJIsl KUCTEH PyK W TOJNOB, 3TO MOJOTHHIIE
MIOKPBIBAET CTOJ U BceX akTepoB. «llomyyanack, TakuM 00pa3oM, 0JjHa CIUIOIIHAS ce-
past Macca, TJie Bce CBSI3aHbI IPYT C APYTOM: TEJl HET, U Ha (JOHE CEPOro XOJICTa HIPAFOT
TOJIBKO TOJIOBBI M KUCTU pyK. UpesBbluaiiHas SKOHOMUSI ABMXKEHUH. Pyka TsHeTcs 3a
KyOKOM, pyKa OOHMMaeT, pyka OTTaJKHBaeT — BCE 37I€Ch CTAHOBHUTCS HEOOBIYaliHO
3HAYUTENBHBIM (...). [IpocThIMU cpencTBaMu BaxTaHroB nocTurai mopa3HTENbHBIX
3¢ dexToB. Ewye He 66110 npousHeceHo Hu 00H020 C106a Ha CIICHE — a YKe Ha BCEM Jie-
JKaJl TParHuecKui OTIEeYaToK, B MEJUIEHHBIX JIBUKEHUSIX PYK U T0JIOB UyBCTBOBAIOCH
JbIXxaHue «9yMbl» (3axaBa, 1927: 318, kypcuB Haii). M3 HeoCyIeCTBIEHHOTO IPOEKTa
1920 roma BBIpOCITH JIBa OPYyrUX mieneBpa GanTacTudeckoro peannsma: «lIpuniecca
TypargoT» (CKa3Kka CTAaHOBUTCS aJbTEPHATHBON TParmdeCKOH )KU3HH ITOCTPEBOITIOIH-
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OHHOM A10XH) B «[ 'ami0yK» (HETIOHATHBIH S3BIK TEPOCB, KAK ec/iit Obl OHU He NPOUSHO-
Cunu Hu 00HO20 C108d, 3AMEHSETCS Ha SKCIIPECCUBHBIH S3bIK TEaTPaIbHOCTH).

B 3akiouenune

TearpanibHasi CICHA — TEPPUTOPHUST HEIMPABbI, OJJHAKO 3Ta HEMpaBla TBOPUYCCKAs,
IOJTHASl HEIPEICKa3yeMbIX BO3MOKHOCTEeH. Ee 0CHOBa — HE MPOCTO MPUHIIMI «BO3-
Jep)KaHHUs OT HEIOBEPHs», HO SKCIUTHIUTHOE COINAIICHHE, Npasousbiil KOHMpAKm
MEX/ly aKTepOM M 3pHUTENIeM, OCHOBAHHOE Ha MPUHIIUIIE «aKTep BEPUT» Ha CLICHE U
«3pUTEJIb BEPUT» B 3PUTEILHOM 3aJie, IPU 9TOM OCTaBasCh Ha CBOeM Mecte. [Ipas-
Ougblll KOHMpakm @ meampe — 0c000e COUeTaHNE «BO3JEPIKAHHS OT HEAOBEPUS» U
[IPUHIIAIIA HEBMEIIATEIbCTBA, K OCHOBOIl 3TOr0 COYCTAHUS SIBISICTCS TEATPaIbHOCTb.
Ecnu Tereps MbI 00paTUMCst K CEMUOTHYECKOM TepMunoiiorun YKaka DoHTaHuUs B €T0
kaure 2021 . «Bmecre. K ceMHOTHYECKON aHTPOMOIIOTHU MOTUTHKW» (Ensemble.
Pour une anthropologie sémiotique du Politique), To B ciydae TeaTpa pedb IMoiIeT He
CTOJIEKO O «(habpuke nipaBaby (la fabrique des vérités), CKOIBKO O «CO3JJAHUN MUPOB)
(!I'instauration des mondes): oco06oro, 00IIero, «BO3MOKHOTO» MHpa MEXKAY aKTepa-
MU U 3pUTEISIMU, B KOTOPOM OHH JICHCTBUTENBHO cOCyecTBYIOT amecme (Fontanille,
2021; p. 221).

«Hap BBIMBICIIOM clie3aMH 000JIBIOCEY, — BOT KBUHTICCEHINS TAHHOTO COTVIAIICHHUS,
chopmynmupoBanHas AnekcanapoM [lymxuasmM B 1830 . B apyrom cTuxoTBOpeHHN
«I’epoit» Toro ke 1830 rona oH BbIpasuics €lle KOHKpeTHee: « TbMbl HU3KUX HCTUH
MHE J0poke Hac Bo3Bbimatonmii oomany (I[lymrkun, 1830: 477, 487). Heckonbkumu
JeCATUWIETUMU 1103ke B [Ipecmynnenuu u naxkasanuu Penop JlocTOEBCKUN CBIKET
00e TeMbl — Tearpa U CEMHOTHKH — B PACCY)KIEHHU OJHOTO M3 IepoeB. « YK CIIHII-
KOM YZIa4HO BCE COIIIOCH... U CIUIENIOCH... TOYHO KaK Ha TeaTpey, TOBOPUT OH O CO-
BepluuBLIEMCs IpecTyiuieHud. W nanee npoposxkaer: «BpaHbe ecTh €AMHCTBEHHAS
yesloBedecKasl PUBWIETUs IIepe]] BceMU opranu3Mamu. CoBpellb — 10 IpaBJibl JOU-
nems! [Totomy s 1 yenosexk, uro Bpy. Hu 10 oHOI paBas! He 100MpaiCh, HE COBPaB
Harmepes pa3 YeThIPHAALATh, @ MOXKET, U CTO YEThIPHA/IATh, a 9TO MOYETHO B CBOEM
poze; Hy, a Mbl M COBPaTb-TO CBOUM yMOM He ymeeM! Tbl MHE BpH, 1a BpH O-CBOEMY,
u st Te0st Torna nouernyto. CoBparh MO-CBOEMY — BEAb ATO MOUYTH JIydIlle, YeM HpaB/a
110 OJHOMY II0-4y’KOMY; B IIEPBOM CIIy4ae Thl YEJIOBEK, & BO BTOPOM ThI TOJBKO UTO
nrunaly (JocroeBckuii, 1990: 225, 269).

O6a stu mobumsele IOpuem JloTMaHOM aBTOpa JENAIOT aKIEHT HA OPHUTHHATBHOCTH
HEMpaBIbl KaK YCIIOBUH €€ MPUHSITUS COOCCEIHHMKOM/ 3puTeneM («cie3amMu 000-
JBIOCHY/ «s1 TeOst nonenyio»). OpUruHalIbHas HenpaB/ia «371ech U ceivacy TBOPHT-
Csl Ha TeaTpajJbHOH CIIEHE, W JII0OOH OTXOA OT OPUIMHAIBHOCTH IIPEBpPAILAcTCS B
«IITaMIT», «KJIAIIC» U JaeT MPaBo Kak KPUTHKaM-TocienoBaTesiM CTaHHCIIaBCKOTO,
TaK U TPOCTHIM 3pUTEIIM-TTIOOUTEISIM cKa3arh: «He Bepio!». DTo He pocTo oTpHUIa-
TEeNbHAS OIEHKAa MbEChl/ TTOCTAHOBKY/ UIPBI aKTEPOB. DTO HECOBIBIICECS OXKUIAHUE!
«J1a3eiika» 13 MOBCEAHEBHOCTH, U3 ObITa — HE MPOM30IILIA, @ 3HAYHT, «HEIIOBTOPHMBIN
ICTETUYECKUI MUI, «EANHCTBEHHbIE 3CTETHYECKUE LIEHHOCTH, KOTOPBIE OJHIMAIOT HAC
BBBICHY (I petimac, 1987: 99) — noka ertie >KayT CBOETo 3pUTEls, aKTepa 1 pexkuccepa.
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Bosepamasice x ucropun u myti Tearpa BaxranroBa, BHOBb 00paTHMCs K ITyOITHKa-
UM ¥ OT3BIBaM Tocie «J{Hs THmHb B HOsiOpe 2021 . «MedTa — 3T0 cblepams He
uepas u nocmasums (Cnekmak.iv) He cmaes (KypcuB Haln). BoT Tak HaJ0, HaBepHOE, U
JKHTB, U JIIOOUTH (...) EMMHCTBEHHAass HHCTUTYIUS — TeaTp, B KOTOPOM HAJIO XKHUTH 0e3
oku! MBI JKellaeM U MedTaeM Kak MOJKHO OOJBIIe OBITh OTKPOBEHHBIMU M YHACTHIMU
Iepes TeM TPETBUM JIHIIOM, KOTOPOMY MBI HTpaeM, 1 nepen myomukoit.» (Tearp Bax-
Ttanrosa 2021 B).

JanHoe 3asiBIieHUE («CBHITPATh HE MIPas») — ATO €lle OHO JOKAa3aTelIbCTBO CYTH Te-
arpa Kak « HIMKJIONEINH CEMHOTHKIY. DTO MEPEHOC B TEATPAIbHBINH KOHTEKCT I10-
ctynara ['pefimaca o «IIpaBIUBBIX MONATBHOCTSIXY (veridictory modalities/ modalités
veridictoires): KOHIECNT npasougocmu yCTynaeT MecTo KOHLENTY a¢h@exmusnocmiu, a
MIPOU3BOJICTBO MPAB/bI COOTBETCTBYET CO3JaHHI0 0COOOr0 KOTHUTHBHOTO YMEHHS —
ymenus yoexxaaromiero (le faire persuasif: Greimas, Courtés, 1993: 418, 419).

«He wrpast», To ecTh He TIOKa3bIBasi HECCTECTBEHHYIO, U3JIHIITHIOIO MMAaTeTUKY, — TEM
HE MEHEe, «CBhI'PaTh», TO €CTh 3aCTABUTh MOBEPHUTH 3PUTEIS B KH3Hb TEPCOHAXKA,
He 3a6b16as1, 9TO OH B TeaTpe. CeroHsANIHAS )KU3Hb TeaTpa BaxranroBa B XXI Beke
JTIOKa3bIBACT CJIOBA €T0 CO3/aTelIsl POBHO CTOJIETHE Ha3al: «PaHTACTHUECKUN peasi3M
CYIIECTBYET, OH JIOJDKEH OBITh TETIEeph B KaXJIOM HCcKyccTBe» (Baxranros, 1922: 583).
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HNamwocrpanun (illustrations)

Hnn. 1,2

Crnexraxnb «Ilaps Dnumy». [ocynapcTBeHHBIN akanemuyeckuii Tearp um. E. Baxran-
rosa. DnuaaBp/Mocksa, 2016. Mokacta — Jlrommura MakcakoBa

© @oro: I'ocynapcTBenHblit akajemMuueckuii Tearp um. E. Baxranrosa.

Figures 1, 2

Performance “Oedipus Rex” of the State Academic Theater Evgeny Vakhtangov,
Epidaurus/Moscow (2016). Jocasta — Liudmila Maksakova.

© Photo: State Academic Theater Evgeny Vakhtangov.
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Nnn.3, 4
«/lenp THmMHBIY. locCynapcTBeHHBIN akagemudeckuid Tearp uM. E.Baxranrosa.
Mockasa, 13.11.2021.

© @oro: I'ocynapcTBeHHblit akajemuueckuii Tearp um. E. Baxranrosa.

Figures 3, 4
«Silence Day», State Academic Theater Evgeny Vakhtangov, Moscow (13.11.2021).
© Photo: State Academic Theater Evgeny Vakhtangov.
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Hnn. 5, 6
Crexrakib «IIpunuecca Typannor», Mocksa, 1922. Tloctanoska E. Baxranrosa.
© doro: I'ocynapcTBeHHblIi akajieMuueckuii Tearp um. E. Baxranrosa.

Figures S, 6
Performance “Princess Turandot”, Moscow (1922). Staged by E. Vakhtangov.
© Photo: Archives of the State Academic Theater E. Vakhtangov.
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Wnn. 7,8
Crexrakib «'anubyx», Mocksa, 1922. [loctanoBka E. BaxTanrosa.
© doro: I'ocynapcTBeHHblIi akajieMuueckuii Tearp um. E. Baxranrosa.

Figures 7, 8
Performance “Dybuk”, Moscow (1922). Staged by E. Vakhtangov.
© Photo: Archives of the State Academic Theater E. Vakhtangov.
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Hna. 9,10
«I"amuOyk: BeicTaBka K 100-netuio». [ocynapcTBeHHBIH akaJAeMUYeCKH TeaTp M.
E.Baxrtanrosa. Mocksa, 14.02.2022.

© @oro: I'ocynapcTBeHHblit akajemuueckuii Tearp um. E. Baxranrosa.

Figures 9, 10

“Dybuk: Centenary exhibition”, State Academic Theater E. Vakhtangov, Moscow,
14.02.2022.

© Photo: State Academic Theater E. Vakhtangov

-

62



CEMHUOTHYECKHWIA AHAJIN3 TIOHSTUS TTIPABJIbI B TEATPAJILHOM ITPOCTPAHCTBE

HWnn. 11, 12

Macka ¢ 10roTurnomM Teana Baxranrosa u HaIIIUCBIO «TeanLI BAXXHBD).
3pI/ITeJ'IB B MACK€ Ha OTKPBITHHU ITaMsATHHUKaA BaXTaHFOBy K CTOJICTUIO TCaTpa.
© @oro: I'ocynapcTBeHHbli akaieMuueckuii Tearp um. E.Baxranrosa.

Figures 11, 12

Mask with the logo for the Centenary of the Vakhtangov Theater and the inscription
“Theaters are important”.

Spectator in a mask at the inauguration of the monument to Vakhtangov on the
Centenary of the Theater.

© Photo: State Academic Theater E. Vakhtangov
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AHMET HASHIM AS A NORM BREAKING AND NORM MAKING POET
IN MODERN TURKISH POETRY

Abstract: Ahmet Hashim (1887-1933) is a man of culture and literature known for
his poems, essays and articles in modern Turkish literature. He is the pioneer of «pure
poem/halis siir». He has succeeded in creating a sui generis style of poetry. This style
created by Ahmet Hashim is called the Hashimane Style in modern Turkish Literature.
Many Turkish poets who lived and wrote poetry in the twentieth century have effort
to write poetry like Ahmet Hashim. From this perspective, he affected to Turkish
literature not only with his poems but also with his thoughts about literature theory.
Hasim’s well-known essay is Meaning in Poetry /Siirde Mana (1921). This article is
one of the most important texts in the history of Turkish literary theory. In this article,
Hashim focused on the phonetic aspect of poecity; he emphasized the inexhaustibility
of meaning; He puts the expression plane in the foreground in poetry. All these
clearly show that the Turkish poet accepts an understanding close to New Kantian
semiotician on art and aesthetics in terms of philosophical and aesthetic orijins. But
Ahmet Hashim did not use the terminology of modern semiotics while describing his
views on literary theories. However his views on literary end literaryness are close to
those of the Russian formalists and Czech structuralists.

Key words: «pure poem/halis siir», semiotics, turkish literature, phonetic aspect.
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AXMET XAIIUM KAHA TYPIK TO33UACBIHJIA HOPMAJIAPJbI
KY¥PbIII )KOHE BY3ATBIH ITO3T

Angarna: Axmer XammM (1887—1933) — kasipri Typik oicOUETIHIETT OJICHIePIMEH,
OYEPKTEPIMEH JKOHE MaKaalapbIMeH TaHbIMAJl MOJICHHET XKIHE o/1e0HeT Kaiiparkepi.
O «Ta3a esieH/Xalic MIAPAIHY i3amapel. AXMeT XaIlIuM KacaraH OyJT CTHIIb Ka3ipri
TYpik omebueTinae XammmaHe CTHIII Jem atanaabl. XX Facklpjia eMip CYpreH JKoHe
©JICH Ka3FaH KOITEreH TYPIK aKbIHAapbl AXMeT XalluM CHSKThI ©JICH JKa3yFa Thi-
peicTbl. OCBI TYPFBIIAH aJIFaH/a, O TYPIK o/icOUeTiHe TeK OJICHICPIMEH FaHa eMec,
o/IeOMeT TeOpHSCHl Typaslbl OMIapbIMEH Jie dcep eTTi. XalmMMHIH SUT1ITI 3cceci «Io-
a3usarel MarerHay / [upae Mana (1921), Typik o1e0u TeOpHsCH TapUXBIHAAFEl €H
MaHBI3IBl MOTIHACPAIH Oipi OosbIm TaObUTabl. Byl Makanana XammM MO3THKaHBIH
(oHeTHKaNBIK acTeKTICiHe Ha3ap ayJap/bl; OJ MarblHAHBIH CapKbUIMANHTHIH/IBIFBIHA
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Oaca Hazap aynap/bl; O MO33Ms/1a OPHEK Ka3bIKTBIFBIH aliFa TapTajabsl. MyHBIH 0opi
TYPIK aKBIHBIHBIH (HI0CO(UAIBIK JKOHE SCTETHKAJIBIK Oarmapiap TYPFHICEIHAH HO-
BOKAHTHAH/IBIK CEMHUOTHKAFa JKaKbIH ©HEp MEH ICTETHKAHbI TYCIHETIHIITiH alKbIH
kepcereni. bipak Axmer Xammm onebu Teopuslapra JeTeH Ko3KapachlH CUIaTTai
OTBIPHII, Ka3ipri CeMHOTHKa TEPMUHOIOTUSCHIH KoJganOaran. Anaiaa oHbIH 91e0u-
eTKe JIereH Ke3Kapachl opbIc opmanucTepi MeH Yex CTpyKTypaluCTepiHiH Ke3Ka-
pacTapbIHa KaKbIH.

Tyiiinai ce3mep: “Taza enen/xaiuc mUHp”, CEMHOTHKA, TYPIK o/1e0ueTi, hoHeTHKA-
JIBIK ACTIEKT.
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COBPEMEHHBIN TYPELIKHIA TIOAT, KOTOPBIMA PYIIAT
U CO3JAET HOPMbI: AXME/]I XACUM (1887-1933)

AnHorauusi: Axmer XamunM (1887-1933) — nestenb KynbTypbl U JUTEPATYPbI, U3-
BECTHBIN CBOMMHU CTUXaMHU, 3CCE U CTAaTbsIMU B COBPEMEHHON TypELKOH JuTepaType.
OH sBIIAETCSA MMOHEPOM «YHCTOW TOAMBI/XajHC mUUp». EMy ymanock co3mars oco-
OBl CTUIIH TTOA3UHU. DTOT CTWIIb, CO3JAHHBI AXMETOM XaIllMMOM, B COBPEMEHHOI
TYpELKOH JauTepaType Ha3bplBaeTCsl cTuwieM XalumaHe. MHOrue TypelKHe MOIThI,
JKUBILKE ¥ MHUCABLIME CTUXU B JBAJL[ATOM BEKE, MbITAUCh MUCATh CTUXHU, KaK AX-
MeT XamuM. C 9TOl TOUKH 3peHHsI OH TOBJIMSI Ha TypPEeLKYIO JIUTEPaTypy He TOJIbKO
CBOHMMHU CTUXaMH, HO U CBOMMHU MBICIISIMU O TEOPUU JIUTEPATyphl. XOPOLIO U3BECTHOE
acce Xammma «Cwmbica B mod3um» /Iupne Mana (1921). Dta crarhs sBisieTcs oji-
HUM U3 CaMbIX BaXKHBIX TEKCTOB B UCTOPUU TYPELKOM JIUTEepaTypHOil Teopun. B sToit
cTaThe XalluM COCPEAOTOYM BHUMAHHE Ha (DOHETHYECKOM aCHEeKTe MO3TUYHOCTH;
OH MOAYEPKHYJ HEUCUEPIIAEMOCTh CMBICIIA; OH BBIABUIAET IUIOCKOCTh BBIPAYKEHHS Ha
NepBbI IJ1aH B 1033UH. Bee 3T0 SICHO MOKA3bIBAET, UTO TYPELKUN MOAT MPUIEPKHUBA-
eTCs TIOHMMaHHUs HCKYCCTBA M DCTETHUKH, OJM3KOTO K HOBOKAHTHAHCKOW CEMHOTHKE,
C TOYKHU 3peHUs (PUIOCOPCKUX M ICTETHICCKUX OopHeHTHpoB. Ho Axmer Xammm He
HCIOJb30Ba TEPMUHOJIOIMIO COBPEMEHHON CEMHOTHKH, OIIMChIBAsL CBOU B3IVISLJbl HA
nuTeparypHele Teopud. OIHAKO €ro B3IVISIBI HAa JITUTEPaTYpPHOCTh ONM3KU B3MIAAAM
pyccKux (pOpMaIMCTOB M YEIICKUX CTPYKTYPaJIHCTOB.

KodeBble c10Ba: «4YHCTOE CTUXOTBOPCHHE/XAIUC LIMUPY», CEMUOTHKA, TypelKas
JUTeparypa, POHETUICCKUI aCTICKT.
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Ahmet Hashim (1887—-1933) is a man of culture and literature known for his poems,
essays and articles in modern Turkish literature. He is the pioneer of «pure poem/halis
siir». He has succeeded in creating a sui generis style of poetry. This style created by
Ahmet Hashim is called the Hashimane Style in modern Turkish Literature. Many
Turkish poets who lived and wrote poetry in the twentieth century have effort to write
poetry like Ahmet Hashim. From this perspective, he affected to Turkish literature not
only with his poems but also with his thoughts about literary therory. Hagim’s well-
known essay is Meaning in Poetry /Siirde Mana (1921). This article is one of the most
important texts in the history of Turkish literary theory. In this article, Hashim focused
on the phonetic aspect of poecity; he emphasized the inexhaustibility of meaning;
He puts the expression plane in the foreground in poetry. All these clearly show that
the Turkish poet accepts an understanding close to New Kantian semiotician on art
and aesthetics in terms of philosophical and aesthetic orijins. But Ahmet Hashim did
not use the terminology of modern semiotics while describing his views on literary
theories. However his views on literary end literaryness are close to those of the
Russian formalists and Czech structuralists.

Considering all these presuppositions; in this article, firstly, brief information
about Ahmet Hashim’s biography will be given. Secondly, the stylistic features of
Hashim’s poems will be emphasized. Finally, in Hasim’s article titled Meaning in
Poetry/Siirde Mana (1921), the main tendencies will be analyzed based on the key
concepts of modern semiotics. Thus, we will try to understand the basic tendencies of
the representative of the poetic understanding in Turkish poetry in the 20th century,
through the methodology of modern semiotics.

Ahmet Hashim was born in 1887 in Baghdad. Baghdad, which is the capital of Iraq
today, was a province of the Ottoman State until 1917.He belongs to the family of
Alusizades on his father’s side and Kahyazades on his mother’s side. Both families
are well known families of Baghdad. These families were educated statesmen, poets,
clerish and scholars. His mother is Sara Hanim, and his father is Arif Hikmet Bey.
Ahmet Hashim came to Istanbul for education and graduated from Galatasaray High
School. He started at the Faculty of Law in 1907. However, he could not complete
the Faculty of Law and started to work as a civil servant. He has worked as a Franch
teacher at Izmir High School between 1910—-1914. He has served as a soldier during
the World War I; When the war was over, he has worked as mythology and French
teacher at the Faculty of Fine Arts. He died on June 4, 1933 in Istanbul. He was buried
in Eyup Cemetery (Tural, 1992: 1-13).

There are several poets or literary groups who have created a style in 20th century
modern Turkish literature. The first of these is Servet-I Fiinun style (1895-1901). The
leading poets of Servet-i Fiiniin poetry style are Tevfik Fikret and Cenap Shahabettin.
The second of these is Fecr-i Ati style or Hashimane Style (1909—-1912). The most
well-known poet of the Fecr-i Ati style is Ahmet Hashim. In fact, Fecr-i Ati style is
known as hashimane style in Turkish modern poetry. The third is garip Style (1939-
1950). Orhan Veli is the pioneer of the garip style. The literary group led by Ahmet
Hasim is the Fecr-i Ati literary community. Turkish poets who lived and wrote poetry
in the twentieth century largely followed one of these three styles.
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Fecr-i ati literary group including Ahmet Hashim worked actively in Turkish literature
between 1909-1912. Artists who are members of this groups are generally known
for their poems. The group poets have succeeded in creating a common style and this
style is known as hashimane Style in Turkish literature. Now let’s look at the general
characteristics of the hashimane style or the poetic style of Ahmet Hashim.

Ahmet Hasim’s poems were first published in various literary and cultural magazines
in Istanbul 1901 between 1933 (Cumhur, 1992: 35-89). Later, he collected and
published his poems in two books. These are Gol Saatleri (Lake Hours — 1921) and
Piyale (1926). The first poem in the book called Go6l Saatleri is a short text titled
Mukaddime /Introductio.

Seyreyledim eskal-1 hayati
Ben havz-1 hayalin sularinda
Bir aks-i miilevvendir onungiin
Arzin bana ahcar u nebati

1 watched the forms of life

In the waters of dream pool.
For this is a colored reflection
Trees and plants of the earth.

In fact, this poem contains some clues about the characteristic structure of the
hashimane style. Hashim says, first of all, that he does not express things as they are.
He explained the objects and concepts not directly, but after filtering them through
the pool of imagination. This situation clearly reveals that Hashim sees poetry as a
matter of feeling and imagination. In short,
the conceptual content is secondary features in
Ahmet Hagim’s poems.

According to the famous literary historian
and critic Ahmet Hamdi Tanpinar, Ahmet
Hashim is a great poet. His poems are works of
literature that are extremely high in aesthetics
and structure (Tanpinar, 2022: 294). The
componenets that make up the structure of
his poems have come together with a certain
systematic. It is necessary to evaluate the
components that make up the structure of his
poems in several categories

a) semantic components.
b) formal components.
¢) prosody.

Pic.1. Ahmet Hashim I would like to brieﬂy dwell on the semantic
components of Hashim’s poetry. There are
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some semantic components that are constantly repeated in Hashim’s poems: These
are the pale-faced woman, evening time, twilight, night, autumn spring, sadness.
Since these are repeated elements, it is possible to call them semantic isotopies with
Greimasian terminology. In addition, he preferred to express the aforementioned
concepts with polysemic linguistic signs. He is systematically oriented towards the
signifier in the Saussurean sense. Turning towards the signifier means putting the
meaning, that is, the signified, in the background. In short, meaning is a secondary
element in hashimane style. The important thing is the sound value of the signs and
the harmony of the sounds in the text. He is also a phonecentric poet.

The characterization of Ahmet Hasim as a phonecentric poet stems from his thoughts
on poetry. As a matter of fact, Ahmet Hasim defines poetry in his article titled Meaning
in Poetry: The language of the poem is a collaborative language between logos and
music, close to music rather than logos (Hasim, 1973: 110). In this case, Hashim’s
poems are not in a logocentric style; There must be texts in the poem written in a
phonocentric style. As a matter of fact, he expresses the opinion that searching for
meaning in poetry is against the nature of poetry at every opportunity. On the other
hand, when Ahmet Hasim’s poems were published, conceptual content was always
emphasized in Turkish poetry. Poets were trying to give religious, moral, historical,
didactic and national messages through poetry. However, Ahmet Hasim tended to
reject all views that hoped to be beneficial in poetry. He adopted an contrast attitude
to the tendencies of the period in terms of his understanding of poetry. This contrast
attitude was present in Hashim’s poems at all levels.

He broke the traditional poetic norms to a great extent. However, Hashim’s poems also
have a certain semantic potential and certain aesthetic norms. Moreover, Hashim’s
poems carry a certain meaning that was formed in the historical process. But Hashim’s
poems is not merely an object in historical process; but also it may contribute to the
transformation of the aesthetic norms. The aesthetic norms in Hashim’s text carry
some elements from the historical process; but it refers to a new normative order quite
different from the past aesthetic norms. Like the futurists and the formalists, Ahmet
Hashim broke the classical poetic norms in poetry; instead, it created new aesthetic
norms. Therefore, we can define to Hashim, with Jan Mukarovsky’s terminology, as a
norm-breaking and then a norm-making in Turkish poetry. In this situation, Hashim is
closer to European avant-garde and Russian futurist poets in terms of style.

As it is seen, Ahmet Hashim is a poet who wrote poems with high literary value. His
poetic side is quite strong. However, he has another important role in the history of
modern Turkish literary theory. Most scholars in Turkey agree that Ahmet Hashim is
the first poetica writer in Turkish culture. Literary scholars, for example Orhan Okay,
have made this judgment on the basis of Hashim’s article titled Meanin in Poetry
(Okay, 2005), which we mentioned earlier. But I do not agree. In my opinion, Ahmet
Hashim did not write a poetica in the western sense as started by Aristotle. If it is
necessary to make a comparison by taking into account the thoughts he expressed
in his literary writings and the poems he wrote, Hashim can perhaps be compared
with the American poet and critic T. S. Eliot. Just like Eliot, Ahmet Hashim, who
gives importance to poetry, also draws attention with his meaningful writings about
poeticity and what is cute. However, his views on poeticity are different from Eliot’s
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poetics thoughts, and Ahmet Hashim is similar to the Russian formalists and Czech
structuralists in terms of his ideas about poetry and poem style.

If we consider the period in which Ahmet Hashim lived, he is not a semiotician.
However, Ahmet Hagim’s views on poetry are similar to those of the famous Russian
formalist Roman Jakopson and Jan Mukarovsky. Hashim published an article titled
Meaning in Poetry in 1921. In his article on Meaning in Poetry, Ahmet Hashim made
some new discoveries about poeticity and literary. Ahmet Hashim, in his article,
firstly separated poetry and prose from each other with sharp limits. In other words,
he distinguishes between the literary language and scientific language. In fact, this
distinction was made by the Moscow Linguistics Circlé (MLC) and OPAJAZ in the
1920s. In short, this can be considered as an important contribution to the establishment
of the science of literature.

The similarity of Ahmet Hashim’s ideas with the ideas of the Russian Formalists and
the Czech Structuralists, who are considered their continuation in a new context, is
not only an attempt to separate the literary language from the scientific language.
Ahmet Hashim predicted the ideas of Jakopson and his friend Mukarovsky in terms
of his thoughts on poetry and the transmission of meaning in poetry. As you know, in
the 1930’s, when Jakopson was already a member of the Praque Linquistic Circle and
professor at the Masaryk-University in Bruno, Jakopson pursued this train of thought
by insisting on the need to dissociate poetry from biography, from the poets life. In
his important article “What is poetry?’ ‘(Co je poezie)’, published in Volné sméry 30,
1933), he denounces all attempts to treat poetry as a document of author’s psyche
or as a text about reality in general. Jakopson arguments are reminiscent of the 1926
Theses and of the notion of poetic outhonomy. Poeticity is present when the word is
felt as a word and not a mere representation of the object being named or an outburst
of emotion. When words and their composition, their meaning, their external and
inner form acquire a weight and value of their own instead of referring indifferently
to reality ( Zima, 1999: 39). Now let’s look briefly at Hashim’s views on poetry and
the referential function in poetry in an article he published in Istanbul about 15 years
before Jokopson.

Ahmet Hashim, like Jokopson, explained what he understood from poetry before
Jacobson. To put it in the words of Ahmet Hashim, “The most important thing in
poetry is not the meaning of the word, but the pronunciation value in the sentence.
The mission of the poet is to determine the position of each word in the sentence
according to the sweet, private, airy or harsh sound that emerged from the contact
and conflict with other words and secret combinations. It is to find an unlimited and
effective expression in the musical waves of the verse above the meaning of the words
with the fluctuating and uncertain and dark or lost, heavy or fast emotions depending
on the general condition of the verse (Ahmet Hagim, 1921: xx). As it is seen, Jakopson
and Ahmet Hashim have similar thoughts in terms of giving importance to the word
itself and the phonetic value of the word in poetry. In addition to these, Hashim
expressed the thoughts we have summarized below in different parts of his article
titled Mana in Poetry. Hashim did not see the poet as a messenger of truth. He did
not take into account the referential function of the words in the poem. In the literary
text, he completely rejected the author’s life. He stated that the meaning of the poem
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cannot be fixed at all. If we translate Hashim’s views into semiotic terminology, he
was concerned with the signifier in the Saussurian sense. He focused on the phonetic
dimension of words. He is a poet of expression plane in the Hjelmslevian terminology.

Conclusion

As summarized above, Ahmet Hashim is a poet and literary theorist who lived in the
early 20th century. I do not know whether Ahmet Hasim has read Saussure’s General
Linguistics Course (1916). 1 also don’t know if Hashim knew about the Russian
formalists and the Czech structuralists. But he took his theoretical views from a
Saussurian views. He foresaw some of the views of the Roman Jokopson and the Jan
Mukarovsky. In terms of his understanding of poetry, he has a poetry view close to
European avant-garde poets and Russian futurists. However, he did not use semiotic
terminology while expressing his views in different articles. He is of the opinion that
the meaning cannot be fixed in poetry. He accepted poetry as a structure consisting of
polysemic, ambiguity and closed signs. He rejected all ideas that hoped for political,
didactic, pedagogical, moral and social benefits from poetry. All these findings show
that he made important contributions to the development process of modern semiotic
thoughts. But I don’t think he was aware of developments in semiotics and visa versa.
In this respect, while writing the history of modern semiotics, it is useful to take into
account the views of Turkish literary theorists, especially Ahmet Hashim.
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MHUPOIOI'NKA U CEMUOTHKA:
HOCTMETA®U3INYECKAS MTPOEKIUA

AnHoTanusi: CTaTbs MOCBSIIACTCS MAMITH JOKTOPAa UCTOPHUECKUX Hayk, rpodec-
copa AHyapa ['anmeBa 1 BBI3BaHA K JKH3HHM HHTEPECOM K €TO HAyYHBIM TpyAaM, KO-
TOpbIe OBUTH CBS3aHBI C BOIPOCAMH MH(OIOTU3NPOBAHHON UCTOPUU U pa3pabOTKOi
mpo0JieM CEeMHOTHKHM B OCMBICICHHH MM MCTOPUH Ka3axCKoro Hapona, ¢gopm ero
rocygapcTBeHHOCTU. He cTaBs Lenpl0 MPOCIETUTh WM MPOAaHATU3HPOBATh CaMO
HayuHoe TBopuecTBO A. l'anueBa, aBTOp HACTOAIIEH CTAaTbU INBITAETCS OCMBICIHTH
HEKOTOPBIE BOIPOCHI 3THOCEMHOTHKH, €€ JUCKYPCHBHBIX MPAKTHK, OOPAIICHHBIX K
acTieKTaM TeopHH Mr(a U CEMHOTHKH B Kimode (rrocopun nmocrmerapusuxu. Pac-
cMoTpeHsl KoHnennuu Muda B punocodun ®. Humme, 3. 'yccepina, M. Xaiigerrepa,
3. Kaccupepa, A. Jlocesa u ap.; B anTpononorunueckux yuenusx K. Jlesu-Ctpocca,
B. H. Tonoposa, snuctemMonoruueckue KOOpAUHAThl KOTOPBIX COJIEHCTBOBAJIA pac-
KPBITHIO OHTOJIOTHYECKON 3HAYMMOCTH MU(OJIOTUKH, XPAHAIICH MaMSTh «IIOAPYYHO-
CTW» — MPOSIBIIEHUS] HETTOCPEICTBEHHON UyBCTBEHHOCTH K OKPY’KAIOIIEMY MHUPY Kak
cymemy. B moctmeradusnueckoi mpoeknnu MA(OIOTHIECKOE CO3HAHUE TOPOKIACT
3HAKOBBIE CUCTEMBL: C OJHOH CTOPOHBI, OHO BBICTYNAET B CBOEH JIOIMYECKOU CHELU-
¢uxe (MeTaOPUIHOCTS, JIOTHKA «OPHKOIAaXkKa» Ha UyBCTBEHHOM YPOBHE U T. 11.), @ C
JIpyroi — cnocoOHOCTh K 00001IeHUsIM, KiTacCU(DUKAILIH, aHATTU3Y.

KoroueBnle ciioBa: Meradusnka, nocrMeradusuka, MUQGOJIOruka, MU(OIOrHIecKoe
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MYTHOLOGY AND SEMIOTICS: POST-METAPHYSICAL PROJECTION

Abstract: The article is dedicated to the memory of the Doctor of Historical Sciences,
Professor Anuar Galiev, and is brought to life by the interest in his scientific works,
which were connected with the questions of mythological history and the development
of the problems of semiotics in his understanding of the history of the Kazakh
people, the forms of their statehood. Without the intention to trace or analyze the
scientific work of A. Galiev, the author of this article tries to capture some issues of
ethnosemiotics, its discursive practices oriented to aspects of the theory of myth and
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semiotics in the key of the philosophy of postmetaphysics. The concepts of myth in the
philosophy of F. Nietzsche, E. Husserl, M. Heidegger, E. Cassirer, A. Losev and others
are considered; in the anthropological teachings of K. Levi-Strauss, V. N. Toporov, the
epistemological coordinates of which contributed to the disclosure of the ontological
significance of mythology, which keeps the memory of “handiness” — a manifestation
of direct sensibility to the surrounding world as an entity. In the post-metaphysical
projection, mythological consciousness generates sign systems: on the one hand, it
appears in its logical specificity (metaphoric, the logic of “bricolage” at the sensual
level, etc.), and on the other hand, the ability to generalize, classify, and analyze.

Key words: metaphysics, post-metaphysics, mythology, mythological thinking,
semiotics, symbolic.
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Anparna: Makana Tapux FRUIBIMIApPBIHBIH JOKTOPHI, podeccop Onyap Fammesti
€CKe aJlyFa apHaJIFaH JXOHE OHBIH MH()TEHIeH TapuX MocelelepiHe KaTBICTHI FhUIBI-
MU eHOEKTEepiHEe KbI3BIFYUIBUIBIKIICH oMipre Keli Ka3ak XaJKbIHBIH TapuXbl, OHBIH
MeMJIEKETTIIIrHIH (opmanapbl. A.FanneBTiH FhUIBIMH €HOETiH Kajaraian HeMece
TaJmayael MakKcaT eTIei, Oy MaKaJlaHBIH aBTOPHI MOCTMETapH3UKa PHI0CO(UICHI-
HBIH KUTTIHZETI MU() TTeH CEMUOTHKA TEOPHSICHIHBIH ACTIeKTiJIepiHe OaFrbITTaFaH 3T-
HOCEMHOTHKAHBIH KeHOip Mocenenepit, OHBIH AUCKYPCUSUIBIK TOXKIPHOECiH TyciHyTe
Teipbicagsl. @. Humme, 3. I'yccepns, M. Xaiigerrep, 3. Kaccupep, A. Jloces xone
T. 0. punocodpusceiaarsl MU YFBIMIApb! KapacTbipbuiaisl; K. JleBu-CrpoccTbiH aH-
TpOHoNOrHsUIbIK imiMaepinge, B. H. TomopoB, OHBIH THOCEOJIOTHSUIIBIK, KOOP/MHATTA-
PBI MUDOIOTHSIHBIH OHTOJIOTHSIIBIK MOHIH aIllyFa BIKITAT €TTi, 07 «KOJIaHOAIBIITBIKY
JKaJIbIHJIA CAKTaaIbl — CyObEKT PETiH/Ie KOPIIaFaH dJIeMIe TIKeJIeH ce31MTaIbIKTIH
kepinici. I[ToctMeTadu3nkanbsik 60mKaMbIHAa MI(OIOTHAIBIK caHa TaHOABIK XKyiie-
JiepAi TyAbIpaabl: Oip JKarbIHAH OJ ©3iHIH JIOTUKAJIBIK epeKIIeirinae (MeTa(opansik,
ce3iM JIeHrelineri «0pruKoIaky JIOTMKachl KoHe T. 0.) KOpiHEedl, all eKiHII XKaFbIHaH,
KaO1JIeT JKaIbLIay, XKIKTEY )KOHE TaJliay.
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Tezuc 1. Mugp — npedwecmeue memaguzuxu

Kax n3BecTHO, KyJabTypa J11I000ro Hapoja BEpPIIUTCS CTOJNETHAMH, a TO ¥ ThICSYere-
THSIMH, HO €€ MCTOPHS — PE3YJbTaT CyMMBI CIIAaraloluX OTPedIIeKCHPOBAaHHOTO CO-
3HaHWA, TEM WIH UHBIM 00pa3oM perpe3eHTHPYIOMmEro ceds B 3HaKaX KyJIBTYPHOTO
TekcTa. Mcropuueckoe CO3HAHNE HEOAHO3HAYHO U UMEET Pa3/IMUHble BAPUAHTHI CBO-
€T0 MPOSIBJICHNUS, KaK, COOCTBEHHO, BapUaTUBEH U CaM MPUHIUI UCTOpH3Ma. B 3Toit
CBSI3H MOKHO TOBOPHUTB O TOM, UTO UCTOPUS KyJABTYpPbl €CTh HEKOE MOJICIUPOBAHHE, B
OCHOBY KOTOPOTO KIIaJIeTCsl HEKUH, B ONPe/IeIeHHON CTeNeHU, UHTErPAaTUBHBIN PHUH-
. [Torck 3Toro MHTErpaTHBHOIO (hakTopa JH0O0T0 BU/IA HCTOPU3MA SBIISIETCS IIpe-
poraTuBoi CO3HaHUs, KOTOPOE CTPEMUTCS], OTTOJIKHYBIIHUCH OT MUPOBO33PEHUS CBOEH
COBPEMEHHOCTH, IIepecedb I'PAHUIIBI CBOECTO MHUpPA U, ITBITAsICh HE TIOTEPSTHCS B JIAOU-
PHHTE 3aTEMHEHHOTO TPOIIIOro, HauepTaTh JIUHHUIO CBOCH anmurensHOCTH. [TogobHO
HUTU ApuUajgHbl, 3TO CO3HAHHE BEAET K TOMY MPOCBETY, B KOTOPOM MPOSBIAETCS JIHK
WM abpHC JIMLA UCKOMOTO 00pa3a KyJbTYpbl, 4TO CHavasa ObLIo 0TpeIeKCHPOBAHO
B MU(OJIOTHH, a 3aTeM IOJIBEPIVIOCH HHTEIUICKTYaIbHON HHTEPIIPETALUH.

IMono6noe cocrostane 3. 'yccepib paccMaTpyBall Kak «M3HAYAIBHO €CTECTBEHHYIO
(dopMy KymbTypBI, KOTOpast UMEET CBOIO YHHBEPCAIBHYIO NMPAKTHUECKYIO YCTAHOB-
Ky — KOTJ]a MHP OCO3HAeTCS KaK yHUBEPCAIbHBIM TOPH30HT U TEMaTU3UPYETCS B MH-
¢onornyecku ocmpiciaeHHOM obpasze» (I'yccepns, 1995: 309). Dra yHuBepcanbHas
IIPaKTUYECKasi yCTaHOBKa MU(a 11ogo0aromumm 00pa3oM COKpPhITa B KaX10H KyJIbType.
Ho ropu30HTB MHpa HE OCTAIOTCSI HEM3MEHHBIMH, 0O aKTHBHOE COCTOSIHHE CO3HA-
HUS BCETIA W BE3ZIe CTPEMHTCS 3alNITHYTh 3a Kpas ero. [loaToMy, BeposTHO, pa3nnd-
HBIE KyJBTYpHBIE (JOPMBI Kak MOTU(DHUKAIINN H3HAYAIFHOTO MH(Da, KAPTHHEI MEPA Of-
HOBPEMEHHO CTOJIb YHUBEPCAIbHBI M OPHUTHHAIBHBL.

Tezuc 2. Mugp — ne memadgpuzuxa

UenoBek, W3HAYAJIBHO IBITAsACh BCTYIMUTh B HE3PUMBIH AMAJIOr ¢ MPUPOAOH, JenaeT
MIEPBBII 1Iar B CBOW YEJIOBEUECKUI CIIOCOO OBITHS, CO31aeT CBOW OBITUHCTBEHHBIN
MHp, KOTOPBIH OJHOBPEMEHHO IIpeas3aaaH (yCTAaHOBICH) U mpexoasn (n3meHdus). C
OJTHOH CTOPOHBI, TOT MUP MpeCcTaeT Kak HeKuil Toroc, 00IUK KOTOPOTO yraasiBaeM
JIUIIb B «OMUCAHUMNY, KHAPCUCHUN», «O3HAYMBaHUW». [loaTomy mu( — cBOero poxaa
BCeJICHCKas «Tornorpadus» ObITHs B MEpPE. 13MeHsieMOCTh MUpa OBITHS COOTHOCHUTCS
C U3MEHEHHEM CTPYKTYphl TOIOCA, B PE3YJIBTATE CYMSITHILbI, BHOCUMON HE3PHUMbBIM
XpOHOCOM, OIICAHUE KOTOPOI'O IO/IBJIACTHO YEJIOBEUECKOMY SA3BIKY, HO TOJIBKO B CM-
BOJIMYECKOM SI3bIKE €r0 COAEPIKUMBIX CMBICIIOB, YHACJIEIOBAHHOIO OT apXanuecKoro
Muda. He moTomy i1 camMo SI3BIKOBOE IPOCTPAHCTBO YETOBEKA MPEACTAET KaK TOJIKO-
BaHUe OeCKOHEYHOH MeTadopuuHOCTH, yTO M. DyKO Ha3BIBAET «TPOIMOJIOTHYECKUM
[IPOCTPAHCTBOMY, & 3HAYUT, U OECKOHEYHOE HAJICIICHHE 1 TOPOXKACHIE CMBICIIOB.

YeoBeK MBITAJICS BIHACATHCS B OOIUK MPUPOIHOTO MUPA, YTOOBI OBIAAETh €T0 S3bI-
KOM, pacIio3HaTh €r0 «yTauBaeMbIe» XKelaHus. Bce 3TH MaHUIyIAIMu U cOpMHUPO-
BalM KyJIBTYypPy CHHKPETH3Ma, B KOTOPOH AWAJIOT C MPUPOIOI — JIMIIb COOCTBEHHAS
IIPOEKIXS Ha MUP IPUPOABI U MPUMEPUBAHNE TIPHPOIHOTO MUpa Ha cebd. [loxkamyi,

73



Hayps6aeBa A. b. / Naurzbayeva A. B. / Hayp36aesa A. b.

9TO TO, YTO MOYKHO Ha3BaTh MU(OIOTHUCCKON «PalMOHAIBLHOCTBIO» YEIOBCUCCKOTO
CO3HAHMs, KOTOpasi HE McYeprana moTpedHOCTh B AMANIOrE, a JIHIIh HCIOIb30Balia
OJIHY M3 BO3MOYKHOCTEH CHUTyaluu auajora. Ha 3ToM 0OCHOBaHHH POXKIACTCS M YesI0-
BEUECKHUIl A3BIK, OCPEICTBOM KOTOPOTO TEMEPh yKEe B BO3MOKHOM JHATIOTE MEXTY
co0oH, oM co001IIa CO3/TIAI0T CBOM OBITHIICTBEHHBIN MU, HAJIENIEMBIN KaXKIbIi pa3
CBOMM HOBBIM Y€JI0OBEYECKUM CMBICIIOM.

BMmecTe ¢ 3TUM mOTpeOHOCTH B JUAjOre ¢ MPUPOAOIl HE 3aKaHUMBACTCS U HE 3a-
KOHYHTCSI HUKOT/A, KaKk OBl YEIOBEK HU IIBITAJICSA YHTH B CTOPOHY, BCTAaTh HAJ HEW,
[IPUKPBIBASCH KYJIBTYPOH HIIM MPOTUBOMOCTABIA eif KyabTypy. KyiabTypa kak mpo-
CTPAHCTBO YEIIOBEYECKOTO OBITHS HE B CHJIAX OTTPAHWYHUTHCS OT IPHPOBL, 1a U €€
COOCTBEHHOE OBITHE HEBO3MOKHO BHE IPOCTPAHCTBA MUPA OBITHS OT IPUPOIHON Ue-
JIOBEUCCKOH CyIMTHOCTHU. TOIBKO «Ka’KUMBII» MHUP KyJIbTYpPbI (IIHBHIH3AIIH) TIPOBO3-
IJTalIaeT CBOKO aBTOHOMHMIO OT MHpPa IPHPOJIBI: BO3SMOXKHOCTE CaMOTO YeJIOBEUECKOTO
ObITUS TPEOBIBACT B MOCTOSHHOM CONPEIEIFHOM COMTHH TOTO, YTO YEJIOBEK B CBOEM
CO3HaHMH Ha KAKOM-TO 3Talle CBOCH MCTOPHHU «Pa3Bein» Ha MIPOTHBOIOIOKHEIE TIOJTIO-
ca CBOETO MHpPa, IMCHOBAB MX «KYJIBTYPOi» U «IPHPOI0i». MeTadusuka, onepupys
aOCTPaKTHBIMH KaTeTOPUSAMHU «YHCTOTO pasyma», HE CMOINAa OOHApYyXWTh CyII-
HOCTB ObITHA. [locTMeTadn3nka, KPUTHYECKH OCMBICIUBAs CBOE MPEAIICCTBHE,
aKTyanu3upyeT Mu¢ U ero HOBOE IPOYTEHHE KaK CIocoba *KUBOTO OBITHA, T.C.
HIIET KHOBYIO OHTOJIOTHIO» B OECKOHEYHOU «TOIKyeMocTH Mupay (Humme, 2012).
«Mup mocrMera)U3MYECKOr0 MBIIUICHHS MPEACTABISCTCS BO MHOXKECTBE Iep-
CIIEKTHUB, KOTOPHIC JINIIb BEICBEUNBAIOTCA B PAa3HBIX HHTEPIPETAIUAX. Mup 31eCh
MpeBpalaeTcs B TEKCT, HO 0e3 aBTopa U 0e3 eUHOro 3aJ0KEeHHOro cMbicia. He-
IIpecTaHHOE CTAaHOBICHHE MUpPaA TpeOyeT oT punocoda cOXpaHSHHS ITOTO CTAHOB-
JICHUS U B MBICITH, KOTOpast TAKXKe JOJKHA cTaTh Tekydyei» (Mankuna, 2012: 129).

Te3uc 3. Memagusuka — abcmpaxmua, mugh — KOHKpemen

A. @. Jloces B cBoeM Tpyne «/lnanextuka mMuda» micai, 4yto «MHUQ ke ecTb camo
ObITHE, CaMa pearbHOCTh, CaMa KOHKPEeTHOCTH OBITHD» (JIoceB,1990: 412) u otmewan
«mpeBanupoBanne Mu(a HaJl JIOTHKOI U clieJoBaHKie He MH(a 3a JIOTHKOH, HO JIOTHKH
3a MupOM».

S1. O. TonocoBKep Takke OTMedal, 4To MU HE MOMYUHACTCS 3aKOHaM (OpMalbHOH
JIOTUKH; MH(OJIOTHYECKOE MBIILICHHE — TBOPYECKasl O3HABATENIbHAS IS TEIIBHOCTD, NMe-
IOII[Ast CBOH PasyM H CBOIO JIOTHKY: B MH()OJIOTN BOOOPKEHHE IOMUHHPYET HaJl OIIBITOM, 2
00pa3 He TOJIbKO M HE CTOJIBKO Mpe/CTaBICHHE, CKOIBKO CMBICIY. «Boobpaskenue Mu-
(oTBOpIIA, TO3HABAS HAYYHO, AIPUOPHO, MO-AUIIOBCKH, FIIH OECCO3HATEIFHO MpeI-
YyBCTBYS TO, YTO BIIOCICACTBHHU Oy/ET ITO3HAHO U JjaXK€ HAyYHO OCYIIECTBICHO, HE
MOTJIO MBICIUTh HH CBOH dJIEMEHTAapHbIEC TOHITHUS, HU CBOM 00pa3bl TOIBKO (hopMaib-
HO, KaK MaTeMaTuK. Tak kak BOOOpa’keHHe He OTACIAET OT CBOMX 00pa3oB M MOHATHI
UX COoflepKaHus, modaToMy B Mu(e HeT TepmuHOBY» (I'omocoBkep, 1987:74)

Slpkwii pecTaBUTENb MOCTKaHTHAHCKOW (unocodpun O. Kaccupep B cBoelt ¢uiio-
coun cumBonmueckux Gopm (Kaccupep, 2011) paccmarpuBan MU} Kak aBTOHOM-
HYI0 CHMBOJHYECKYI0 (DOpMYy KyJBTYpbI, CHCTEMY, KOTOpas HpEICTaBIseT cobOoi
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ONpeJIeNICHHbIH coco0 MOJEINPOBaHUS OKpYysKaroliero Mupa. I[Ipn pasHoctn mMero-
JI0JIOTMYECKUX OCHOBaHUHM uaeun O. Kaccupepa koppenupoBajiu B 4acTH CUMBOJIH-
YeCKOW TPHUPOABI SA3bIKA, ¢ (rmocopeckumu MeicmamMu @. Humime, TEKCTBI KOTOPOTO
HaMEpPEeHHO MU(OIOTHYHBI, MOCKONBKY U CaMa )KU3Hb TOHUMACTCS UM H KaK IIPOIIece
MHU(OTBOPUECTBA, M KaK CEMHOTHYECKHUI mporiecc. B peHoMeHOnOrNYN No3HaHUSA MH-
PONOHNMAaHKE BBICTYAET KaK KOHCTUTYTHBHBIN 3JIEMEHT ObITHSA: OHO UMEET TBOpUE-
CKHMI XapakTep, NPeJCTaBIsieTCs KaK MPOLEecC TBOPCHUSI MUPA, 00BEKTHBUPYIOIIHH
€T0 6 3HaK06ol (opme.

Mud HEe TPOBOAMT >KECTKOH TPAHUIBI MEXIY TPAaHCIICHJICHTHBIM U JIEHCTBHUTEINb-
HBIM, 4TO MeTadu3uKa Opaja 3a OCHOBY CBOEH MapagurMarnyeckoil KapTHHBI MUDA,
a, OTKPBIBACT BO3MOKHOCTh «IIOTYCTOPOHHEMY OOHAPYXKHUTh Ce0sl HEOCPEICTBEHHO
B noctoctoponHem» (Jloces, Jloces, 1990: 348). FiMeHHO 3Ta OTKPBITOCTh MOTYCTO-
POHHETO, U CITIOCOOHOCTH IMOCIOCTOPOHHETO BBIPA3UTh €0 «SI3BIKOM OBITHS BBICTY-
MaeT B KaYeCTBE OCHOBHOW XapaKTEPUCTUKH CEMHUOTHUECKOW CTPYKTYypbl muda. U,
CJIEAYeT MPU ATOM TIOMHHTB, 9TO MU} 0OpalieH K TPaHCIEHISHTHOMY B TPHOIKaeT
K HEMY CBOMMH CIIOCOOaMU €Tro BBIPaKEeHUS U TOHUMAaHUS — SI3bIKOM (B IIMPOKOM €r0
TTIOHUMAaHHH).

Kak Ha ceropHsIIHMI JeHb HAM W3BECTHO, YTO MH() POXKIACTCS M TOCIIOACTBYET B
KyJbType Ha CTaJMU apXauvyHOro CO3HAHUS, MEPUOAMYECKH BOCIPOU3BOAACH B CO-
IHaTbHO MUQorornueckux KoHeTpyknusax. Tak, K. Jlesn-Crpocc, oOpamasics kK mpo-
61eMe MH(OIOTHIECKOTO MBIIIICHHUS, AKTUBHO AUCKYTHPYeMOH B Hayke XX Beka,
IIPUIIEN K BBIBOAAM O TOM, YTO JIOTHYECKHE MEXaHM3MBI MU(OIOTHUECKOTO MBIII-
JICHUS TIOPOXK/JAIOT 3HAKOBBIE CUCTEMBL: C OJJHOM CTOPOHBI, OHO BBICTYIIAe€T B CBOEH
joruueckot crnenuduke (MeTagOpHUIHOCTD, JIOTHKA «OpHKOIaXka» Ha YyBCTBEHHOM
YPOBHE U T. [1.), & C IPYTO#l — CIIOCOOHOCTH K 0000IIEHUIM, KITaCCU(DUKAIIMN, aHATU3Y.
A. JloceB Taroke Irmojarai, 9To MU}y MPUCYII CHMBOJIN3M, YTBEPKIAIONIIH TOJIHOE
paBHOBECHE MEXIY «BHYTPSHHUM» W BHEIITHUM», HACCH 1 00pa3oM, «HIeaTbHbBIM» 1
«peasbHbIM». B KOHTEKCTE CBOEH IT'yMaHUCTUYECKU OPUEHTUPOBAHHOM METON0IOTUU
cTpyktypHoit anTpomnonoruu K. Jleu-Ctpocc, onposeprast TEOPHIO «HEIOTHUYHOCTH
MH(]OJIOrHUECKOro MBIIUICHUS], TIPEAIaral paccMaTpuBaTh «HEOJIUTHYECKUH mapa-
JIOKC» KaK «TOCIOACTBO BENMKHUX MCKYCCTB IIMBMIM3AIL[MU: TOHYAPCTBA, TKAYECTBA,
3eMJICICTNS M JIOMECTHKAIINN >KUBOTHBIX», HE TOBOPS 00 «00OpaboTKe MpHpORHON
MeIH IyTeM KOBKH, ITOSBUBIIYIOCS HA HECKOJIBKO THICAY JIET pPaHee METaJUIypriH,
a BeIb ITO yKe TpeOyeT BecbMa MPOABUHYTON TEXHUYECKOH KommeTeHTHOCTHY (Jle-
Bu-Crpocc ,1999:124-125).

AHTPOIOJIOT BBICTPAaNBaCT PAlMOHAIBHYIO THIIOTE3y O MOIPYYHOCTH KaK O IEePBUY-
HO Pa3yMHOH JESATEIBHOCTH, SCIIU TI0J] IIPOU3BOACTBOM ITOHUMATh MpeoOpa3oBaHue
MIPUPOIBI B MPOIYKT WIIM BEIlb, KaK IPOIECC OMOCPETOBAHUS MEXITy NPHUPOIOU 1
KyJBTYpOH, YTO MMIUIAIIUTHO CONEPKHUTCS B MOHATHH «OPHKOIAXK», TTOHHMAacMOM
K. JIeBu-CtpoccoM Kak 0co00ro poaa AeaTeNbHOCTh, «YTO B YMO3PHTEIBEHOM TIIaHE
MOIJIO OBITh HAYKOM, KOTOPYIO MBI IIPEAIIOYUTACM Ha3bIBATh KIIEPBUYHOIY, a HE MPH-
mutuBHOI» (JleBu-Crpoce, 1999: 126). Bpukonak BeICTyHaeT «cyOCTpaToM» HOBOU
Hay4YHO-TEXHHYECCKOW ITMBIIIN3AINN, W YUCHBIH He Oolee, 4eM Opukoiep, obragaeT
CBOOOION MEHCTBHSA; U €My TaKoKe PUIETCS HadaTh C MHBEHTAPH3AIINH ITPEXIe OTIpe-
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JICTIMBILECHCS] COBOKYITHOCTH TEOPETHYECKHUX M NMPAKTHIECKUX 3HAHUH, TEXHHYECKUX
CPEICTB, OTPAaHNYMBAIONINX BO3MOXKHBIE perreHus» (JIesu-Crpoce, 1999: 128-129).

K. JleBu-Ctpocc oTcTamBaeT MO3WIMIO PasyMHOTO AEHCTBHS OpuKoiepa, KOTOPBIH
«CTIOCOOEH BBIMOIHATH OTPOMHOE YHCIIO PA3HOOOPA3HBIX 33/1a4», IPHUYEM, KaK OTMe-
9JaeT yUCHbIH, «B OTIMYNE OT HH)KEHEePa HU OTHY U3 HUX OH HE CTABUT B 3aBUCHMOCTh
OT J1I0OBIBaHMS CHIPbS U MHCTPYMEHTOB, 33lyMaHHBIX U 00ECIICYMBACMBIX B COOTBET-
CTBHUHU C MPOEKTOM: MHpP €T0 MHCTPYMEHTOB 3aMKHYT, U MpPABUJIO UTPHI BCErnaa Co-
CTOUT B TOM, YTOOBI yCTPAMBAThCs C IIOMOILBIO «IIOAPYYHBIX CPEACTB». TeM caMbIM,
B [IOMCKAX THIIOTETHYECKOIO «Hayaua» OOHApY)KMBAECTCS MHAsl CYLIHOCTHAs CTOPOHA
peMecia — TBOpYecKkast Urpa, OOBITPHIBAHNE, UMITPOBH3ALNSA B PaMKaxX JOCTYITHOTO,
HOZIPYYHOT0, YTO yIOAOOISETCS «MU(POIOrNnIecKor peduieKCHny, KOTOPOH IpHcyIie
CTPYKTYPUPOBAHUE «OKAMECHEBIX CBUAETEIHCTB MCTOPUH HMHIWBHAA U OOIIECTBA»
(JIeu-Ctpocce, 1999: 130).

VY4eHblil HacTauBas Ha TOM, YTO (POPMBI MATHYECKOTO U HAYYHOTO MBIIIUICHHS MIPEa-
CTaBIIAIOT cO00H /1Ba crrocoba Mo3HaHMs, HAYYHOTO MBIIUICHHS IBYX Pa3HBIX CTpare-
TMYECKUX YPOBHS OTHOLICHMA K mpupone. «HempupyueHHas» MbICIb IPUMEHSET K
MTO3HAHWIO YHUBEPCYMa CTPATETHI0 MPU3HAHUS OXHOBPEMEHHO €T0 U (PM3WYECKHX, U
CEeMaHTHYECKUX KauecTB. B 3TOM acrekre, K IpuMepy, peMecio OCTaBIseT 3a COO0H
HIPUOPUTET «XPAHUTENSD» CTPATErUil «HEIPUPYUEHHOI0» MBIIUICHUS, IIOCKOIBbKY €ro
OHTOJIOTHYECKAs IPUPOAA — IOAPYUYHOCTh» KaK yCTaHOBKA HEMOCPEICTBEHHOH YyB-
CTBEHHOCTH K OKPY KAIOILEMY CYLIEMY, KOTOPas HE OTPAHUYMBAETCS PE3YJIBTATOM pa-
LIUOHAIBHO-IIPArMaTU4e€CKOro UHTEpeca K MUPY WIM 3HAUUMOCTH HCKIIFOUUTEIbHOU
[I0JIE3HOCTHU U3/IEJIHs, BEILH, IPEIMETA.

B ropusoHTe HAay4YHBIX MHTEpecoB cTpykTypHOU anTpomnonormu K. Jlesu-Crpoccy
YAAI0Ch Ha4YepPTUTh METONOIOTMYECKUH Pecypc KOHIENTa «IIOAPYYHOCTHY, OTKPbI-
BAIOILETO BO3MOXKHOCTh OOHAPYXKUTh B PA3HBIX CEMAaHTHUECKUX MOJAX MOTAa€HHOCTh
CYIHOCTHBIX CMBICIIOB ()eHOMEHaA peMecia. B 3ToM ycmarpuBaeTcst oocpejoBaHHbINH
cie moctMeradu3NUecKuX NCKaHUN M peduiekcnii ryMaHUTapHOW HayKH, yCTpeM-
JICHHOH K OCBOOOXICHHIO OT IMPHHIIUIIA 3THO-JIOTOIEHTPH3MA B TIO3HAHWU MHpa, 1,
€CTECTBEHHO, OKAa3aBILEro BAMSHHE HAa TYMaHMCTHYECKHH MOCBIT CTPYKTypHOIl aH-
TPOIOJIOIHH.

B onTtonornueckoit uaTepnperanuu M. Xaiierrepa noJpy4HocTb paccMaTpUBaeTCs
B pabote «bbITHEe U BpeMsa». OH pacCykJal O TOM, 4TO «cCyllee HOMKHO ObUIO Obl
criepBa. .. OBITh TIOHSATO M OTKPBITO KaK YUCTast HATHIHOCTBY, HO 3TO «IPOTHBOPEUUT
OHTOJIOTHYECKOMY CMBICITY TIO3HAHUSD B MOIYCE OBITHS-B-MUPE, BEICBOOOKIAIOIIECTO
HAJIMYHOE «uYepe3 03a00TUBIIEE TONPYIHOE. [J00pyuHOCHb ecmb OHMON02UYeCKU-Ka-
mezopuanbHoe onpeoenenue cyue2o KaKk oHo ecmb «no cebey. TlonpydaHoe «MMeeTcs»
BeJIb TOJIBKO Ha OCHOBE HAIMYHOTOY» (Xaitnerrep, 2003: 91), B Moxyce ObITHSI-B-MHUpe
MOJIPyYHOE OBITHICTBYET Ha OCHOBE HAJMYHOTO. MIHBIMH CIIOBaMH, KOTZA «BEIH —
9TO IIPOCTO BEIIM», OHU CYNIECTBYIOT OC30THOCUTEIBHO K TOMY, CITYKaT JIH OHU [UIS
Kakoi-nmmbo HajoOHoCTH». M. Xaiinerrep MOKa3bIBaeT, YTO MOJ00HOE MOHATHE Ha-
JIMYECTBOBAHUS OTBEYACT METOJIaM COBPEMEHHOI HayKu (KoTopast (GUKCHPYET U pac-
CUUTBIBAET, HCUHCIISIET CYyIEe), HO HE TIO3BOJISIET HAM HH MBICIUThH BEIIHOCTH BEIIlH,
HU MBICITUTB JICIBHOCTD AenbHOro» (I'agamep, 1991:108). Bemu B pyHmameHTanbHON
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ontonornn M Xaiiferrepa BBICTYyNaroT B OIM30CTH OKPY’KAOLIEro 4ejIoBeKa Mupa
CBOEH “TIOAPYYHOCTHIO” U “HATTMYHOCTHIO”, KOO BEIIb — 9TO CaMO IPUCYTCTBHE MUPA,
MHp TIPHCYTCTBYET B BN KaK €€ COOCTBEHHOE CYIIECTBO, T. €. BEIlb — YaCTh OBITHS.

I'pexu, Ha ero B3MIA, UCHOIB30BATIH YMECTHBIA TEPMUH AJIs1 0003HAUEHUS BEIH, KO-
TOPBINA yKa3bIBAI Ha €€ MPAarMaTHYHOCTh, T.€. C YeM MMEIOT JIe0 B MPaKTHKE “03a-
OOTHBILIErOCsST OOpaIleHus”, B COBPEMEHHOM sI3bIKe — «CpelcTBO». “Croco0 OBITHS
CpeZCTBa, B KOTOPOM OHO OOHAPYKHUBAET ceOsi caMUM COOO”, IMEHYeTCs “NOAPYUIHO-
cThI0”. JIJIs TOApyYHOCTH XapaKkTepHa e€ 0OBIICHHOCTh, HE3aMETHOCTD, BCIECICTBUE
4ero e€ CyIHOCTh OOHAPYKUBAETCs TOT/A, KOI/Ia HET MO/ PYKOM pPa3IMUHBIX TOTOBBIX
opynuil (HHCTPYMEHTHI U T. 1.). CMBICT TIOAPYYHOCTH B 3TOH TpakToBKe M. Xakier-
repa Haxomut cBoe nopodue B uaee K. Jlesu-Ctpocca o foinroii paboTe 3auHTEpeco-
BAaHHOTO Pa3yMa YeJI0BEeKa TPAJAUIIOHHOTO O0IIECTBA, 0OHAPYKHUBAIOIIETO CPEACTBO
B OrpKalIIeM HAJIMYECTBYIONIEM TIOCPEICTBOM YCHIIMH pasyMa.

B yTBepxkIeHHU TOTO, YTO BEIIECTBEHHOCTH BEIIN OCTACTCs MOTAEHHOMH, OCKOIBKY
«OHAy4eHHasD» MBICIb COBPEMEHHOCTH, OTIPEIMEUNBAs MHp, YHHUYTOXKAET BEIlb 1, IO~
9TOMY CYIIECTBO BEIIU OCTACTCsI CJIOBECHO 3aTEMHCHHBIM, a TO M BOOOIIE HE0003Ha-
YEHHBIM, KPOeTcs MBICTh (hrtocoda 0 (PeHOMEHOIOTHUSCKUX Pa3INdUsaX IpeaMera
u Bewd. M3BecTHb! pasmbinuieHust M. Xaiigerrepa o yaiie Kak BELIH, KOTOpast Belle-
CTBEHHA CBOECH «BMeEIaeMOCThI0». Ho Kak TONBKO Harma npeacTaHeT B KauecTBe Mpe-
METa, €€ BELHOCTh [TOJJMEHSETCS] CMBICIIOM HAIlOJHIEMOCTH 3TOH €eMKOCTH KaKUM-JIH-
00 (hu3HYEeCKUM BEIIECTBOM. B TO Bpemsl Kak cama «JalleqyHOCThY Yallld 3aKJIIoueHa
B MOZTHOIIEHNH. VIMEHHO 1Togo0HOe TOHNMaHNE IEHHOCTH BEIIH YTEPSHO, IT0 MBICIN
M. Xaiinerrepa B HbIHELLIHIOIO 3I10XY, TOCKOJIBKY OHA HaXOAMUTCSl B 3aKPBITOCTH U3-
Mepenus: CBAEHHOTO, KOO0 “He BBICBETHIIACH M CBOMM MTPOCBETOM HE MPUOTU3NIACH
K YEJIOBEKY OTKPBHITOCTb bbiTus”. CBslllleHHOE AJIs 4esoBeKa, sxuBlero 1o Hosoro
BpEMEHH, OBIJIO HACBIMIEHO OBITHEM, YTO O3HAYAI0 HE3bI01eMOCTh U AP ()EeKTHBHOCTD
HaJIMYECTBYIOILEH peasbHOCTH. UeoBeK HOBOM SII0XM yTpaTuIl CBSIIEHHBINA Xapak-
Tep OBITHS U OTUYKACHHOCTH OT €r0 OCHOB OKPY)KMJIA €ro MUPOM MpOodaHHOTro. ITO
YTBEPKACHIE MOXKET ONHMPAThCA U Ha apTyMEHTHI, IJLTIOCTPUPYEMbIe TpUMepaMu U3
«CUMYJISITUBHOW» MIPAKTUKK COBPEMEHHBIX 00PSII0B, IEPEMOHUI, IPa3JHUKOB U JIpY-
T'UX BHJOB COLMAbHO O3HAYCHHBIX JEUCTBUHN, OMHMPAIOMIUXCSA Ha KyABTYPHYIO WIN
PETUTHO3HYIO TPAIHIUIO C 3a0BITBIME cMBICIIaMH. C STHM CBSI3aHO M MEXaHHIECKOe
MpUMEeHEeHHe aTpuOyTOB, UCIONb3YeMbIX B OOPSIOBBIX JEHCTBHUSX, KOTOPbIE Halle
BCETO TPEICTABIIAIOT COOO0M M3ENHsI peMecia CIIeIHATbHOTO PeTHA3HAuUCHHS C 3a-
OBITON CaKpaIbHOM CEMaHTHUKOM.

B cemuoTHueckoi TeOpUU KyJIbTypbl U3BECTHBI KOHIICTIIIUH MTPE/IIECTBOBAHUS SI3bIKa
CHUMBOJIMYECKUX JICHCTBUH S3bIKY, B UaCTHOCTH ujeu Bsiu. liBanosa. M3BecTHBI pac-
Cy’KIeHUs B mofoOHOM kiroue cemuornora B. H. TomopoBa, cunratormero, 4to Mugp —
9TO «TO COCTOSIHUE JIyIH, KOTOPOE CTYYUTCS B MUP CJIOBa <...>, HE JOBOJBbCTBYSChH
putyanom». M BMecTe ¢ mpoToMI(OM pUTYyas MPEAMICCTBYIOT SI3bIKY», PEICTABISA
CO0OH «TIepBBIE ATk YEIOBEUECKON KYIBTYPHL...»

Taxum 0Opas3oM, puTyan HpencTaeT Kak caMblif peBHUN criocod XpaHeHus HHPOp-
Manuu B OecniucbMeHHOM oOrectBe. Mudopmalust, 3anevarieHHas u coeperaemas
B CHUCTEME PHUTYAJIOB ONPENEICHHOTO 3THOCA, COllepIKaa B cede, BO-IIEPBhIX, Ty WIX
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HHYIO KapTHHY MHpa U, BO-BTOPBIX, HEKOTOPYIO MOJICINTb (CTEpEOTHII, 00pa3elr) moBe-
JICHHS JTFOZICH B 0CO00 3HAYMMBIX CUTYAIUsX.

BwMmecTe ¢ TeM n puTyanbHAsA TEOPHUS, W ONMIIOHUPYIOMAs €if CTPyKTypaUCTCKast T€0-
pust muda ¢panmysckoro yaéHoro K. Jlesu-Ctpocca, 0TCTauBaBIIETO CaMOCTOSATEb-
HOCTh MH(a, KaK CBOCOOPA3HOM JIOTHUECKOW CTPYKTYpbI, MOTUMHSIOLICHCS JHUIIb
CBOMM COOCTBEHHBIM 3aKOHaM, HAIIIN CBOE «IPUMHUpPEHHE» U, Oojiee TOro, MoHUMa-
HHE MX B3aUMOOOYCIIOBICHHOCTH HAIIUTH CBOIO MapaJUrMaTHUECKyIO0 HHUIIY B CEMHO-
THYECKUX MCCIICAOBAHMUAX SI3BIKA KYIBTYPHI.

3aKII0YnTEeIbHbIE TE3HChI

[MoctmeTadu3nkn uckamd B HUIOCOOUH KOHKPETHOE, )KHBOC OBITHE M HALLIH €ro
B MH(}e, TOCKOJIBKY TaM IIPOUCXOIUT YMO3PUTEIBHOE SAUHEHNUE TPUPOIbI U KYJIbTY-
PBL, IPHPOJIA HE MPOTHBOPEUUT KynbType. (K mpuMepy, KOHLENT HOAPYYHOCTh — CIIO-
co0 OprTHs. M. Xaiinerrep)

CemmoTHKa, 3apy4YHMBIINCH BO3MOXKHOCTBIO HTIPBI «Pa3HBIX CTEMEHEH pearbHOCTH
caMoro OBITHSA, T.€. CKPBITHIM MOTEHIMATIOM MHU(OIOTHUKH, BBIILIA U3 TOTYNHEHUSL
MeTapHU3UKU PAUOHATIBHOCTH U €€ «y4eHUs» 00 OJHOPOIHOM MPOCTPAHCTBE OBITUS
1 BO3POJMIIA HAYYHYIO JISTHTUMHOCTb MH(a Kak: KyJIbTypHOTO TEKCTa, HappaTHBa,
MHPOBO33PEHHS H T.1I.

Mud — MBICITB, BBIpaXXEHHAS A3BIKOM CHMBOJIOB, 3HAUHUT, UCKIIOYACT OJHO3HAUYHYIO
TpakToBKy. Mu¢ He mukTatop, He yunuTenb. OH 3HaeT M 3HAMEHYET, B CMBICIIE «03-
HA4YMBACT» COKPHITOCTD OBITHSA. «SI3BIK — caMOBBEITOBapuBaeMoe ObiTue» (M. Xaiine-
rrep).

AMCTOPH3M OHTOJIOTHYECKOH KAPTUHBI MHUPA, MUPa HEIIMHEHHOTO U B CTPYKTYpE €ro
BHJICHHSI, PUCYHKA OTPaKEHO M CIIPOCIIUPOBAHO B JIOTHKE MH(Da, 9TO B ONIPEIeIIEHHON
CTEIIeHH TIOBIIHSIIO Ha CEMUOTHIESCKHH INCKYPC TOHUMAHHUS, THTEPIPETAIIH CYIIETO
B CIIOCO0€ CaMOBBIPaKEHHSI, SI3bIKE, 3HAKE.
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30JI0TAS OPIJA U COBPEMEHHAS HCTOPUYECKAS
INOJIMTUKA KA3AXCTAHA B KOHTEKCTE
3THOCEMHUOTHYECKHUX UCCIIEJOBAHUU AHYAPA TAJIMEBA

AnHoTanys: M3BECTHBIN Ka3aXCTAHCKUH HUCTOPUK U CEMHOTHK, JOKTOP HCTOpHYE-
CKUX HayK, npodeccop Aryap Aburaesud ['ammes (1959-2022) ynensn npuctaasHOe
BHUMAaHHE HCCJICTOBAHIIO MH(OJIOTH3NPOBAHHON NCTOPHH W BOIPOCAM HAIHECTPO-
UTEIbCTBA CTPaH U HaponoB LlenTpanbpHoi Asun. OH H3ydan METOABI U CIIOCOOBI pe-
aNu3alui CUMBOJINYECKOH U KOMMEMOPATUBHOMN MOJUTUKU B TIOPKOSI3BIYHBIX TOCY-
napersax. [To ero MHeHHI0, 00pa30BaHUE HOBBIX TOCY/IAPCTB BCET/IAa COIIPOBOXKIACTCS
(opmMHupoBaHHEM COOCTBEHHOH nCTOpUYecKoi nmomnTuku. Ee hyHKunm 3aximodatorces
B CIUIOYEHUU HALUU, JIETUTUMALUH CYIIECTBYIOLINX IPAHUL] U TEPPUTOPUH, OIIPABAA-
HUS BHELIHEH M BHYTPEHHEH NOIUTUKU. B craTbe paccMaTrpuBarOTCs OCHOBHBIE IIO-
JIOKECHUS HICTOPUUYECKOU NONIMTUKY B KazaxcraHe, HAlIpaBICHHbBIE HA KOMMEMOPALIUIO
3onoroit Opabl. AHATU3UPYIOTCS PA3IUYHbIe MEPOMPUSATHS, B TOM YHCIIE BBICTYIIIE-
HUS TIOJIMTHKOB, MEK/1yHapOIHbIe KOH(EPeHIIMN, KOTOPbIe IPU3BaHbI CHOPMHUPOBATH
obmiecTBeHHOE BocmpusiTue 30510Toi Opabl Kak MpsMOTro IpeamecTBeHHrKa Kazax-
CKO# rOCyIapCTBEHHOCTH.

Kitrouessie cinosa: 3osotas Opla, HICTOpUUYECKas OJIUTUKA, IIOJIUTUKA TaMATH, AHyap
lanues, 3THOCEMHOTHYECKUE UCCIEAOBAHUS, YIyT Yirye, AnteiH Opaa, Yioyc JKydu,
Ax-Opna, maB3oneit Jxy4u-xaHa, Yueitay, JpKkydu-xas, Y TeMun-xapku, Keipsivu
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AHVYAP I'AJIMEBTIH O9THOCEMHNOTHUKAJIBIK
3EPTTEVJIEPI KOHTEKCTIHJIEI'T AJITBIH OPJIA
KIOHE KABAKCTAHHBIH KA3IPI'I TAPUXU CASICATbBI

Anparna: bBenrini Ka3aKCTaHABIK TAPUXIIIBI )KOHE CEMHOTHK, TAPHUX FHUTBIMIAPBIHBIH
JOKTOpEL, Tpoeccop Anyap Abutaityns! amues (1959-2022) mudonorusnsik Ta-
PHXTHI 3epTTeyre koHe OpTanblK A3us enjepi MeH XalbIKTapbIHBIH YT KYPHUIBICHI
Macesieliepine epekiie Hazap ayaapzabl. O TYpKi TUIIec MeMIICKETTep/ie CUMBOJIIBIK
KOHE KOMMEMOPATHBTI CasCaTThl XKY3€Te achIpyAblH 9JicTepl MEH TACUIAEpiH 3epT-
Teni. OHBIH TiKipiHIIe, KaHa MEMJICKETTep/IiH KYPBUTYBl OpKalllaH e3iHiH Tapuxu
casicaThIH KaJbINTAaCTRIPyMEH Kartap xypeni. OHBIH (QYHKIUAIAPHI-YITTE OipiKTipy,
KOJIIaHBICTAFBI MIeKapanap MEeH ayMaKTapAbl 3aHIaCTHIPY, CHIPTKBI XKOHE IMIKi cascaT-
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THI HeTi3aey. Makanana AnteiH Op/ia KoMMepanuschiHa OarbpITTanFal KasakctaHaarsl
TapUXH CasCaTTHIH HETI3Ti eperkerniepi KapacThIpblaaasl. AnTeiH OpaHbIH Ka3aK MEM-
JIEKETTITITIHIH TiKeleHd i3amapsl peTiHae KOFaMJIIbIK KaObUIIayblH KaJIbIITACThIPYFa
apHaJIFaH TYpJI ic-IIapajap, OHBIH iIIiHAE cascaTKepiepliH CeHiereH cesmepi, xa-
JIBIKAPaNIbIK KOH(GEPSHIUsIIAp TaaiaHa bl

Tyiiinai ce3nep: Antbin Opa, Tapuxu cascar, ecke ajy cascarsl, Anyap ['anues, o1-
HOCEMHUOTHKAJIBIK 3epTTeyiep, YiblK ¥ibic, AnteiH Oppa, XKombr ¥ibicsl, Ak Opna,
JKomrbr xan keceHeci, Yibitay, XKomsl XxaH, Otemic-Kaxbl, Keipbim
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THE GOLDEN HORDE AND MODERN HISTORICAL
POLITICS OF KAZAKHSTAN IN THE CONTEXT
OF ETHNOSEMIOTIC RESEARCH BY ANUAR GALIEV

Abstract: The famous Kazakh historian and semiotician, Doctor of History, Professor
Anuar Abitaevich Galiev (1959-2022) paid close attention to the study of mythologized
history and nation-building issues of Central Asian countries and people. He studied
methods and ways of implementing symbolic and commemorative policies in Turkic-
speaking states. In his opinion, the formation of new states is always accompanied
by the formation of their own historical policies. Its functions are to unify the nation,
legitimize the existing borders and territory, and justify foreign and domestic policies.
The article examines the main provisions of historical policy in Kazakhstan, aimed
at the commemoration of the Golden Horde. Various events, including speeches of
politicians, international conferences, which are designed to form the public perception
of the Golden Horde as a direct predecessor of Kazakh statehood, are analyzed.

Keywords: the Golden Horde, the Politics of History, the Politics of Memory, Anuar
Galiev, ethnosemiotic research, Ulug Ulus, Altyn Horde, Ulus of Jochi, Aq-Orda,
Jochi Khan Mausoleum, Ulytau, Jochi Khan, Utemish Qaji, Qyrymi

Ho Mory nu s mpuMupPHTBCS € TeM, 9TOOBI Ballle MMs HOSBIISUIOCH 37I€Ch TONBKO CITy-
4aifHO, B KAKUX-TO CCBUIKAaX?

Mapk brnok, 10 mas 1941 rona

CroBa B snurpade IpUHAIIICKAT BhIIAOMIEMYCcs (paHIy3CKOMY HUCTOPHKY Mapky
broky (1886—1944), aBTOopy OGeCCMEPTHOM KHUTH «ATIOJIOTHSI HCTOPHH, I Pemeciio
nuctopuka» (biok, 1973). On agpecoBan ux ceoemy npyry Jlrocheny despy (1878—
1956), aBTopy Apyroii 3amedarensHol KHUTH «bou 3a mctopuioy (Pesp, 1991). [Ipu-
BOJISl MIX 3/1€Ch, 51 KOHEYHO K€, HU Ha 4TO HE MPETEHAYIO, sl TOJIBKO XOTel CKa3arh, 4TO

81


mailto:uskenbay@gmail.com

Vekeno6aii Kanar / Ockenoaii Kanar / Uskenbay Kanat

TeMa M COZIep’KaHNEe MOCTO HACTOSIIETO JOKIA/Ia 3apoIHIINCh B Oecenax 1 oocyxe-
HHUSIX C MOUM JPYTOM, KOJUIETOH U eMHOMBIIIIEHHUKOM AHyapoM AbuTtaesudeM [ a-
nreBbIM (1959-2022), mosToMy BBICKa3aHHBIE 3/1€Ch MBICTH W HaOMIONCHAS PUHA-
JIeXkKaT He MHE OZIHOMY, @ HaM 000uM. OH TTO3HAKOMHJI MEHSI C KJIACCHYECKOM KHUTOH
Jpyroro (paHIly3CKOro HCTOpUKa M MPeACTaBUTENs KOsl AHHaI0B Mapka ®eppo
(1924-2021) «Kak paccka3bIBalOT HCTOPHIO JIETSIM B Pa3HbIX CTpaHax Mupa» (Deppo
2010), xoTopasi ¥ HOATONKHYJA MEHS Ha HEKOTOPBIE UICH JUIS 3TOU CTaThU.

W3BecTHBIN Ka3aXCTAaHCKUH YUYCHBIH, JOKTOP MCTOPHUYSCKUX HAykK, mpodeccop AHY-
ap l'anues siBisiacs akagemukoMm Academy of Cultural Heritages (Finland-Greece),
yinenoMm Mcnonaurensnoro Komurera International Assotiaton for Semiotic Studies,
Visiting-npoeccopom HMuctutryra OTkpbiToro coobiectBa LleHTpanbHOEBpOIICH-
ckoro yauBepcuteta (Institute of Open Community at Central European University,
Budapest) w MexayHapomHOrO HWHCTUTYTa CEMHOTHYCCKHX  HCCIICIOBAaHHN
(International Institute for Semiotic Studies, Imatra,Finland). On ocraBun Goraroe
Hay4HOE Hacjeque. YBepeH, uTo ero ouorpadsl B OyayIieM erie MpoBeayT TIaTeNb-
Hble OnOOHOMHOrpaduIecKre TOUCKH U YCTAHOBSIT TOYHOE KOJIMYECTBO, TEMATUKY U
HaIpPaBJICHHOCTh BCEX €T0 UCCIIEIOBAHUH.

OCHOBHBIM HalPaBJICHUEM €0 HAYYHBIX TOUCKOB Ha MPOTSHKCHUH MHOTHUX JICT SIBIISI-
JIUCh MPOOIEeMBl MU(OIOTU3UPOBAHHON UCTOPHH, €€ POJIb, BIUSHIE HAa 3THUYCCKHE
1 TTOJIMTHYECKHUE TIPOIECCHl Y TIOPKOS3BIUYHBIX HAPOJOB C IEPHOJa PAHHETO CpeIHe-
BEKOBBsI 10 HAcCTosIIee Bpems. B mepedne ero paboT s oTMeTi1 OKoso 70 HaydHBIX
myOnmKaIwii mo mpobiaeMaM MHGOIOTH3AIMN HCTOPHH TIOPKOB, Ka3aXOB WM JIPYTHX
HapoznoB llenTpanpHOil A3uu. Hackoabko MHE M3BECTHO, JOKTOPCKAs TUCCEpTalLUs
Amnyapa 'anmeBa ocraercs einHCTBeHHON B KazaxcTaHe, KoTopas HEMOCPEACTBEHHO
nocesiimeHa teme Mugonorusamnun (I"amues, 2010).

Hpyrum Hanbonee BaKHBIM HAIpPaBICHHEM €ro HCCIENOBAaHUI cTalla CeMHOTHKA
1 METOJbl CEMHOTUYECKOTO UCCIENOBaHUS B UCTOpUUECKOH Hayke. OH OQHUM U3
nepBbIx B KazaxcTrane oco3Han BaXKHOCTh METOJOB CEMHOTHYECKOTO aHaiIHu3a U
ITOJIOKHUIT UX B OCHOBY CBOEH JOKTOPCKOW MuccepTanui. B Hammx gacTHBIX Oece-
nax AHyap AOUTaeBHY AEIHIICS CBOUM BUACHHUEM 3TOTO HAyYHOTO HAllpaBJICHHUS.
ITo ero cmpaBeqIMBOMY MHEHHUIO, 3THOCEMHUOTHUYECKHUE HccieqoBaHus B Kazax-
cTaHe OBUIN IIpEJCTaBICHBI U paHblie. Hampumep, 3amevarenbHble HCTOPHYECKHE
uccienoBanus FOpust 3yeBa no TIOPKCKOH MH(OJIOTHH SBISUINCH 110 CYTH CBOEH
APKUM IPUMEPOM HCIIOJIB30BAaHUS METONOB CEMHOTHUECKOro aHanusa. Cerogus,
mo cnoBaM AHyapa ['anueBa, oqHUM U3 BeAyIIMX 3THOCeMHOTHKOB Kasaxcrana
sBIAeTCA OMMa YCMaHOBA, KOTOpasl YCIEIIHO MCIOJIB3YeT METOAbl CEMHOTHKH B
apxeosoruu 3noxu 6ponssl. O Bkiane Anyapa ['anneBa B ceMHOTHUYECKUE HCCIIE-
JOBAHHUA JTy4YIlle MEHs CKaXyT CHEeIMaIUCTHI B 9TON o0nacTu.

OTH Hay4HbIe U3bICKaHUS AHyapa [‘ajmeBa HaMpsAMYIO CBSI3aHBI M TIOCBSIICHBI MTPO-
0JeMaM HAIIMECTPOUTEIhCTBA B cTpaHax LleHTpanbHON A3HH, KOTOPOE OCYIIEeCTRIIS-
€TCsl, B TOM YHCJIE Yepe3 COOTBETCTBYIONIYIO MOTUTUKY MAMSITH, WIIA HCTOPHUYECKYIO U
CHMBOJIMYECKYIO MOIUTHKY. Ero mocieausss MoHOrpadusi, KOTOPYIO OH HE YCIIe yBHU-
JIeTh W TOJIepXKaTh B pyKax, Ha3bIBaeTcs «llonutudeckas KyasTypa cTpad BocTokay.
Ona HanmcaHa B coaBTopcTBe ¢ Koynieramu n3 KasYMOuMS umenn AObuiaii XxaHa
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(TamueB u ap., 2021). B 310l KHUre OH MOAPOOHO PACCMATPHUBAET CUMBOIMUYECKYIO
HOJUTUKY B TIOPKOA3BIYHBIX rocyaapcrsax LlentpansHoil Azuu. IIpuBeneHHbll B Hell
KOJIOCCAJIBHBIA TEOPETHIECKUI 1 (paKTHUSCKHII MaTepral O4eHb BaKEH JUIS IOHUMa-
HUsI 0COOCHHOCTEH MOMUTUKU NamaTH. «[lonuTrdeckas KyjiabTypa..., — mucain AHyap
l"anues, — THICAYBIO HUTEH CBA3aHA C CUMBOJIMYECKOM MOJIMTHUKOM, KOTOpasi peainsy-
eTcs B (popMe 3HAKOB WITM 3HAKOBBIX SIBJICHUI, MHOT'HE U3 KOTOPBIX, SBISIACH (DUKITHCH
unu MU(OM, CIyKaT AT JOCTIDKCHUS OMPEACICHHBIX IENeH, Ipekae BCero..., il
JIETUTAMH3ALUH 33]1a4, CTOSAIINX B 00JaCTH BHEITHEH, TaK ¥ BHYTPEHHEH ITOTUTHKI
(Tanmues u ap., 2021: 37).

MOXHO JIi TOBOPUTH O TOM, 4TO B COBpeMEeHHOM Kazaxcrane mpoBOJHUTCSI HCTOPH-
YecKas TMOJUTHKA B LIETIOM M KOHKPETHO B obnactu 3omotoit Opapl, B 4eM ee CyTb U
BEIpakeHne?

HccnenoBarennn HCTOPUYECKON ITOJUTHKU TIPONOIDKAIOT CIIOP O CYTH TEPMHHOB U
onpenenenuil. I He Oyay ynTyOmsAThCS B HCTOPUIO BOIPOCA M MOTY PEKOMEHJOBAaTh
KOJUIEKTUBHYIO paboTy mox penakuueit Anekces Musutepa «Vctopudaeckast moJUTHKA
B XXI Beke» (Musuiep, 2012). [To MHEHHIO aBTOPOB YKa3aHHOW KHHUTHU 3TO MOHSTHE
Bo3HUKIIO B [epmannu B amoxy [embmyta Koms (Geschichtspolitik), 3atem ObIIO 3aUM-
CTBOBAHO Y HHX MOJILCKUMH UCTOpUKamMH (polityka historyczna) (Musnep, 2009:9).

CTOpOHHUKH UCTOPHUYECKON MOJIUTHKN YTBEPKIAIOT, YTO OHA ObIIa BCET/Ia, HOCKOJb-
Ky TOCyapCTBY HEOOXOIMMO HCIONIB30BaTh UCTOPUIO [UIS YTBEPXKICHHS 310POBOTO
MaTpUOTU3MA, IJISI MPOTHBOCTOSHUS «UCKAXKEHUSIM» HUCTOPUU BHYTPU CTpPaHBI U 3a
py6exxom. [To X MHEHHIO, B 3TOM HET HHYETO NPHHIITHAIFHO HOBOTO, BCE U BCETIa
TaK MOCTYNAJIN U NOCTYNAOT U KHEHOPMAJILHOWY SIBJISETCs, HA00OPOT, CUTyalus, B
KOTOPOH Y TOCYIapCTBa HET SICHOM M SHEPTHIHON HCTOpUIECKOi monuTHky (Musuep,
2009: 9).

Taxum 06pa3oM, HcTOpHYECKasi MOJMTHKA 3TO HAOOP MPUEMOB U METONIOB, C TIOMO-
IIHIO KOTOPBIX TOCYIAPCTBO WM HHBIE TIOJTUTUICCKHIE CHIIBI, HCIIONB3Ys A IMUHHUCTPA-
TUBHBIC U (DUHAHCOBBIC PECYPCHI, CTPEMSTCS YTBEPIUTh OMPEACIEHHBIC HHTEPIIPE-
TalMU KCTOPUUECKUX COOBITHH KaK JOMHHUPYIOIIME B HHTEpPECax MpaBsiiel mapTHH
(Munep, 2012: 19).

C y4eToM BBINIECKA3aHHOTO MOYKHO C YBEPEHHOCTHIO KOHCTaTHPOBATh HAJUIME COO-
CTBEHHOH MCTOPUYECKOHN MONUTHKH (MOMATHKY mamsTh) B Kazaxcrane. Mccnemoare-
JIM BBIJICIISIFOT TISITh METO/IOB UCTOPHYCCKON MOMUTUKH. VX IPMEHEHUE HA MIPAKTHKE
CBUJICTENIECTBYET O HATMUWNHU UCTOPUIESCKOM OMTUKH B )KU3HU TOCYIapCTBa H 00TIIe-
ctBa (Musep, 2012: 18-20).

1. Co3nanue cneuMaJbHbIX HHCTUTYTOB /IS HACAK/IEHUSI BBITOAHBIX rocyaap-
CTBY TPAKTOBOK mpounioro. B Kazaxcrane nHcTuTyiMoHanu3anus HallMOHaJIbHOU
BEpPCUU UCTOPHUH BO3JIOKEHA HA PsiJI CIICUATM3UPOBAHHBIX YUPEKICHUI:

e  MHCTUTYT UCTOPUM U STHOJIOTHUH;
e  MHCTUTYT apXeoa0ruy;
e  IIHCTUTYT BOCTOKOBEICHHUS;
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WHCTUTYT UCTOPUH TOCYapCTBa;

CYIIECTBYET HECKOJIBKO CHEIHAIN3UPOBAHHBIX My3€eB M KyIBTYPHBIX IICH-
TPOB, B TOM YHCIIE CBA3aHHBIX C IMEHEM OBIBINETO Mpe3uaenTa Kasaxcrana
Hypcynrana HazapOaesa;

e B 2021 romy mocraHoBieHHeM NpaBuTenbcTBa Kazaxcrana oTkpolT «Hayu-
HBII MHCTUTYT U3y4deHus Yiyca Jxyun»;

e  OJHOBPEMEHHO C 3TUM B OQHUIMANBHBIX HcTOYHUKAX, CMU 1 B 3KCHIepTHBIX
Kpyrax OUPKYITHpOBaja WHPOpMAanus O HEOOXOAWMOCTH OTKPHITHA «MH-
CTHTyTa HaIlMOHAIBHON MaMATH IO BOMPOCAM MOJUTHYECKHUX PEIPecCHin»
(urdopmarus 06 3ToM comepxkurcs Ha OduimansHoM caiite [Ipe3unen-
ta PK — https://www.akorda. kz/ru/krymbek-kuserbaev-provel-zasedanie-
gosudarstvennoi-komissii-po-polnoi-reabilitacii-jertv-politiceskih-
repressii);

® K 3TOMY € IIYHKTY OTHOCHTHCS ¥ paboTa KOMHCCHH TI0 ITOJTHOH peadmimnTa-
W JKEPTB MOJUTHUECKUX PETPECCHi, a Takke rocrnporpaMmsl «KymsTyp-
Hoe Hacneaue», «Hapon B moToke ucTopum», «Apxus - 2025».

2. [HomuTHYecKoe BMemIATeJbLCTBO B AesTeJbHOCcT CMMU. [lestensnocts CMU
B Kasaxcrane perynmupyercs cOOTBETCTBYIOLIMM 3aKOHOM, COINIacHO KoTopomy Ilpa-
BuTENbCTBO PecryOnmukm Kazaxcran pa3zpabartsiBaeT u 00OecCIIeUMBAET peasTU3amnio
OCHOBHBIX HAaIlPaBJIEHUH TOCYIapCTBEHHOH MONMWTHKH B obmactm CMMU, mpoBoant
TOCYJapCTBCHHYIO WH()OPMALMOHHYIO IMOIUTHKY uepe3 TOCYAapCTBEHHBIN 3aka3,
OCYIIECTBIIACT 00s3aTeNbHYI0 TIOCTAHOBKY Ha yYeT, BbIAACT aKKPEAUTALUIO JKypHa-
JICTaM.

3. Manunynauus apxuBaMu. [lesTenbHOCTh apXUBHBIX yupexzacHuid B Kazaxcrane
perymupyetcs 3akoHoM «O HammoHanbHOM apXWBHOM (OHZIE M apXHBax», COTNAC-
HO KOTOPOMY MMEIOTCSI OTPAaHWYEHH B ITOIB30BAHNH JIOKyMeHTaMu HarponaasHOTO
apXMUBHOTO (POHJA, COACPIKAIUMH TOCYJAPCTBCHHBIE U HETOCYJapCTBEHHBIE CEKpe-
Thl. 3HAYUTEIbHBII MAacCCHB HCTOPUYECKHX IOKYMEHTOB IO COBETCKOMY IEpHOAY
ocraercs 3acekpedeHHbIM. 24 Hos10ps 2020 rona [Ipesunent Pecniyonuku Kazaxcran
Kaceim-XKomapt ToxaeB moanucan yka3 «O ['ocynapcTBeHHOW KOMUCCHU TIO TIOJTHOM
peadHIUTAINH JKePTB MOIUTHYECKHX perpeccuil. Komuccus u ee npeacenaTens IpH-
HUMAIOT PEIICHHS 110 00ECTICUSHHIO TOCTYMa I WICHOB [ 0CyaapcTBeHHON KOMUC-
CHH U DKCIIEPTOB K MaTepHraliaM O JKepTBaX MOIUTUUYECCKUX PENpPeCcCUil, HaXOMSIIIUXCS
B 3aKpBITHIX poHIax, apxuBax [Ipesunenta Pecnyonuku Kazaxcran, MunuctepcTsa
BHYTpEHHHX JieJl, KoMuTera HaloHaIbHOW 0E30IMaCHOCTH, OPraHOB MPOKYPATYPHI,
JPyTUX TOCYJapCTBEHHBIX OPraHOB U OpraHU3aLMi.

4. KoHTpOJb 32 NEeATeNFHOCTRIO HCTOPHKOB, MOPAIbHOE /MM MaTepHaIbHOE II0-
oIIpeHne Win AasieHue. Paznnanaeie GOpMbI TOOIIPEHNS WM TABICHHUS HA HCTOPH-
xoB KazaxcraHa ¢ MCIOIB30BaHMEM aIMUHHCTPAaTUBHBIX M (DMHAHCOBBIX PBHIYATOB
IIPUCYTCTBYIOT B TOCYAapCTBEHHON MONUTHKE, TEM HE MEHee, JOKyMEHTAIbHOE MOA-
TBEPIKACHHUE STOMY HaWTH ClloKHee. 113 mpexHell NpakTHKU B 9TOH 00JacTH MOXK-
HO IIPUBECTH MPUMEP JOKTOpa HcToprueckux Hayk HypOymara MacaHoBa, KOTOPBIH
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B 1998 romy ObLI YBOJICH M3 YHUBEPCUTETA MOCIIE PE30HAHCHBIX HAYYHBIX CTATeH W
nonuTudeckux 3aspineHuil (MacanoBa, 2017: 12—-14). Takas xe yd4acTh MOCTHUIVIA
ucropuka Ceprest llleperosa, aBropa kuuru «CoBpemeHHas ucropust Kazaxcrana»
(IlIepeton, 2009), BEIHYXIEHHOTO YBOJUTHCS U3 YHHUBEPCHUTETA, & BIIOCICICTBUH BO-
BCE CMCHHUTH 00JIaCTh HAyYHOH NeaTeNbHOCTH. ECTh 0OpaTHbIe pUMepHl, KOrjia OT-
JETHHBIX UCTOPHKOB, HECMOTPS Ha KPUTHUKY U OOBHHEHHS B IUIaruare, mpoJoInKaloT
MTOOIIPATh W HAa3HAYaTh Ha BHICOKHE aIMHHUCTPATHBHBIC TODKHOCTH (AJIIaHUSA30B,
2017: 37; YckenOait, Xayrana, 2022: 202-213).

3. [oanTHYecKOEe BMEMIATEIHCTBO B COAEpPKaHue Y4eOHUKOB U MPOrpaMMbl npe-
nogaBaHus ucropuu. CoaepkaHue YIeOHUKOB U IIPOTPaMM IPETIOAaBaHHs HCTOPUHT
Kazaxcrana perymupyercs «[IpaBmiamu oOecriedeHUsT YIeOHUKaMU M y4eOHO-Me-
TOAMYCCKAMH KOMIUIEKCAMH OOYYalOMMXCs W BOCIUTAHHHKOB TOCYIapCTBEHHBIX
OpraHM3anuil 00pa30BaHM» YTBEPKICHHBIMH NPUKa30M MHuHHCTpa 00pa3oBaHUs U
Hayku PecryOnmkn Kazaxcran. KoHTponbs Haj cucTeMoit oOpa3oBaHusl, BaKHEHIIAS
IpeporaTuBa MCTOPUYECKOI IOJMTHKH TOCYIapcTBa, KOTophlii B Kaszaxcrame ocy-
IIECTBIIICTCS B ITOJTHOM Mepe Yepe3 CHCTEMY TOCYIapCTBECHHOTO 00IIe00s3aTeIbHOTO
cTaHAapTa 00pa30BaHUs, THIIOBOH YIEOHOM mporpamMme.

[lo wHMmmaruBe TormarmHero mpesuaeHTa Kaszaxcrana Hypcynrana HasapbaeBa B
2013 roay moa pyKOBOJICTBOM TOCYIapCTBEHHOTO cekpeTapss Mapara Taxuna Obuta
CO3aHa MEKBEIOMCTBEHHAS padodasi TpyIIa 110 U3yYeHHIO HAlMOHABHOM NCTOPHH,
KoTOpas paszpadoraina mporpammy «Hapox B motoke nctopumy». Ee memsro 06110 «co-
3[JaHUE YCIOBHH JUII Ka4eCTBCHHOTO MPOPBIBAa HCTOPHUECKOM Haykn KaszaxcraHa Ha
0a3e mepeIoBOil METOOIOTHH U METOJIMKH, PACIIHPEHUE TOPH30HTOB HAIMOHATBHOM
HCTOPHH Ka3axoB, (OPMHPOBAHHE HOBOTO HCTOPUIECKOTO MUPOBO33PCHHUS HAIHH, a
TaK)K€ OCMBICIIEHUE JIBYX JECATWIECTHH HOBEHIIEeH ncTopuu Haulel ctpansl». [Ipesu-
JICHT TOPYYHJI pabodeil rpyIme co3JaHne «KaHOHHYECKOTO y4eOHHKa» MO UCTOPHU
Kazaxcrana. 11 okts0ps 2013 roma Ha 3acemaHuu npaBuTeIbcTBA HazapOaeB roBo-
pun: «CunTaro, 94T0 HCTOpPHs, Kak KOHCTHUTYIHS, TOJDKHA MUCATHCS U YTBEPIKIATh-
csl mpodeccnoHanamMy. VIMCHHO TakuX CICIMAINCTOB MBI JIOJDKHBI TIPHBICKATh IS
9TOTO Cephe3HOTro Jienia. MBI U B AajbHEHIIeM OyleM HMOIXOANTh K JaHHOMY BOIPO-
Cy TIpe/IeNbHO 0OBEKTHBHO H TOCTOBEPHOY». OIHAKO MOPYUYCHHE MO CO3JaHMI0 KaHO-
HUYECKOTO y4eOHHKA M0 HAIIMOHAIEHON UCTOPHU HE OBUIO BBIIOIHEHO W MPE3HUICHT
MTOABEPT KPUTHKE PabOTy TrOCyIapCTBEHHOTO cekpeTaps (MH(popMmanus 00 3ToM co-
JEPKUTCS B OHUIHATBEHBIX HCTOYHUKAX

(https://www.akorda.kz/ru/events/akorda_news/meetings_and_sittings/segodnya-v-
akorde-pod-predsedatelstvom-glavy-gosudarstva-nursultana-nazarbaeva-sostoyalos-
rasshirennoe-zasedanie-pravitelstva).

Wnest HarmvcaHus «KaHOHUYECKOTo yueOHHMKa» He ucyesna. B 2017 roay 3aBemyro-
Ui cekperapuaroM rocyaapcTBeHHoro cekperapss PK Cepuk AxmeToB mucan B
«KazaxcraHCKoi mpaBie»: «HameMmy OOIIECTBY KpaifHe HEOOXOIUM KaHOHWYECKUI
Y4eOHUK 10 UCTOPHH CTPAHBL..., OYAYIIUA KIACCHYCCKHH YYSOHUK JIOJDKCH OBITh
OCBOOOYK/ICHHBIM OT PA3JIMYHOTO POJa MICOIOTHUSCKOTO JUKTATa U MPHUCYIINX My
mramIioB» (Axmeros, 2017).
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Kax BUIUM TOCydapCTBO B Kazaxcrane MIPOBOAUT AKTHUBHYHO MCTOPHYCCKYIO ITOJIH-
TUKY. Bcee NEPCHYUCIICHHBIC METO/IbI TaK WX MHAYC MPUCYTCTBYIOT B KaBaXCTaHe, qTOo
CBUAECTEIILCTBYET 00 TITOJTHOLEHHOM OCYIIECCTBICHUN PICTOpPI‘ICCKOﬁ TIOJIUTUKMU.

B 3TOT mepeyeHb Takke BKIIOYAIOT BO3ICHCTBHE TOCYAApCTBA HA CHMBOIUYECKYIO
cdepy (cozmanue U MPOABMKEHNE TAHTEOHA UCTOPHUECKUX JTUYHOCTEH, yupexaeHue
NaMATHBIX AHEH M JIOCOK, NPOBEACHHME aKLUil MaMsATH U T.II.) U [MPUHATHE 3aKOHOB,
HaIpaBJICHHBIX HA JOTMATU3AINIO TOW HIIH HHOW TPAKTOBKH HCTOPUIECKUX COOBITHIA,
CO3/1aHHE BCEBO3MOYKHBIX KOMHUCCHI 0 HAIMOHAJILHOW UCTOPHUH. SpKUM IpUMEpOM
9TOTO sIBIIsIETCS TpUHsITHE «/lekaapauuu no ciay4daio 30-1eTust yCTaHOBJEHHS TU-
IIoMaTu4ecknux oTHomeHuii Me:xxny Poccuiickoii @enepanueii u Pecmy6uamnkoii
Kazaxcran», noanucannyio npesugeHramm aByx crpan Kacosim-Komaptom Toka-
eBbIM U Bnagumupowm [lytuneiM B Mockse 28 Hos0pst 2022 ropa. Ee 3akimounTens-
HBIHA MyHKT T1acuT: «Poccuiickas @enepanus n Pecriyonuka Kazaxcran He mpreMITIOT
JIOOBIE TIONBITKU (aTbCUPUKAIAN, TICPETIHCHIBAHUS U «OYSPHEHHSD» OOIIEH HCTOPHH
JIByX CTpaH, SIBJISIIOIIEHCS BayKHEHIIeH OCHOBOM COI03HUYECKUX OTHOIIeHu Poccuii-
ckoif @eneparnuu u Pecnybnukn Kazaxcran, mpuBepskeHbI OEpPEeKHOMY COXPAaHEHHUIO
HUCTOpUYECKOW MpaBabl 0 BTopoii MupoBoii BOliHE, pelaronieil pojau MHOTOHAIHO-
HanpHOro Hapona Coserckoro Coro3a B pa3rpoMe HAIMCTCKO-(amrcTckoit [epma-

auny (http:/kremlin.ru/supplement/5871).

B 2020 romy 3amecturens [Ipencenarens Accambien Hapona Kazaxcrana Kanceut
Tyiimebaes (upIHE OH sBIgeTCS pektopoM KasHY nmenn an-®apabu) BeIcTymas Ha
MeKkIyHaApoaHoil koHdepennnn «Ka3axeTaH: MOIHTHKA HCTOPUYCCKON MaMATH»
B Hyp-Cyirane (coBpeMeHHasi ACTaHA) TOBOPWJI, YTO «IIOJUTUKA MCTOPUYECKOI
namatu Kasaxcrana He HampaBiieHa MIPOTUB KOTO-TH00, a SIBISIETCS IOJIEM BHYTPEH-
Hel JTyXOBHOW pabOoTHI HAIIETO OOIIECTBa», OHA CONMKACT M OOBEIMHACT HAPOIPDI,
IIOJTFOCA HAIIMOHAIBHOTO CO3HAHWS, TOPU30HTHI MTPOIILIOTO, HACTOSIIETO U Oy/IyIIiero
(KyrTe10aes, 2020; Ka3axcran, 2020).

5 auBaps 2021 roma IMpesunent Kazaxcrana KaceiM-XKomapr TokaeB omyOmukoBan
B razere «Eremen Kazakcran» crarbio «Tayencizmik 6opinen kbimOar» («HesaBu-
CHMOCTb JIOPOJKE BCEr0o») B KOTOPOH 0OO3HA4YMJI OCHOBHBIE IIPUOPUTETHI B 00JIACTH
ncropudeckor nonutukn Kazaxcrana (Tokaes 2021). [To cnoBam rmaBbl rocyapcTa
Ka)KJIbIH HapOJI TOJDKEH CaM IHCaTh CBOIO MICTOPHIO C TIO3UIIMU CBOWX HAITMOHABHBIX
HHTEPECOB: «OpOip XaJIBIK ©31HIH apFeI-0epri TAPUXbIH 031 JKa3yFa THIC...», «YITTHIK
MY/JJ€ TYPFBICBIHAH...», YITTBIK Myjzaemisre cait» (Kaxaplidi Hapox AokeH caMm
IIMCaTh CBOIO MCTOPHIO», «HE MOAJABASICH BIMSHUIO YYXKIAOW MICOJIOTHMY, «B COOT-
BETCTBHHU C HAIIMMU HALMOHAIBHBIMU MHTEpecaMm»). O3BydeHHbIC B ITOH CTaThe
Ba)KHbIE MOMEHTBI OTE€UECTBEHHOW MCTOPHH OOPAIAIOT BHUMAHHE SKCIIEPTHOTO CO-
00IIecTBa Ha TParmdecKhe COOBITHS IMPOIUIOTO — JDKYHIapCKOE HAIIECTBHE, TONOJ
(amamar amrapmIbLIBIK, 3yJIMaT), PEIPEeCcCHH, BTOpas MUpOBas BoitHa, CeMHUmaIaTHH-
CKHe siiepHBbIe UcTbITanus, Jlekabpbckue coObITus 1986 roga. Ot u apyrue 00beKThI
KOMMEMOpALMH OYEBHHO HAMIyT OTpakeHNE B HOBOM aKaJeMHYECKOM H3JaHUH IO
ncropuu Kazaxcrana, K IOArOTOBKE KOTOPOTO, IPE3UICHT HOPYUHII IIPUCTYITUTh «HE-
3aMEIMTENBHOY». B 3TOM OH BUIUT BO3POXK/ICHUE HAIIIETO HCTOPHIECKOTO CO3HAHMS
(KaszaxcTaHHBIH akaJIeMUsIIBIK YIIT1IET] ’KaHa TapUXbIH XKa3yabl iepey 0acTay Kepek.
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Tynren keJlreHe, TApuXu CaHAHbBI KAHFBIPTY MACEJIECiHIH TYHiHI — ockl). BMecTe ¢
TEM, BHEIIHSS HHOCTPAHHAS ayJIUTOPHUS TAK)KE SBJISICTCS OOBEKTOM MOJUTHKH ITAMSITH
Kazaxcrana. J{jst Hee mpe3uIeHT MopyYrII MOATOTOBUTE KPaTKyto uctopuio Kazaxcra-
Ha ¥ IEPEBECTU €€ HAa OCHOBHBIC SI3bIKM MEpa (IIETE ayTUTOPHUsIChIHA apHaaFaH Ka-
3aKCTaHHBIH KbICKAIIA TAPUXBIH JKa3blIll, QIEMHIH HET13r1 TUIAepiHe ayaapy/bl YChIHA-
MbIH). [To MHEHHIO Ipe3ueHTa ITyOOKHE KOPHH HAIIMOHAIBHON UCTOPUH, YXOISIIHNE
B JIPEBHOCTB, JOJDKHBI U3Y4aThCsl HICTOPUKAMH, a HE TIOJUTHKAaMH (TapHUXIICH cascar-
KepJiep emMec, TapuxIbiiap aiHanbIcysl kepek) (Tokaes 2021).

BaxkHeHnuM 351eMEHTOM COBPEMEHHON ucTopuueckoi nonuruku Kazaxcrana siBis-
ercsa 3onoras Oppa, BepHee ee MECTO M PONb B MCTOPUHU HALMOHAIBHOM rocymap-
CTBEHHOCTH. DTO CPEJHEBEKOBOE TOCYNapCTBa ObUIO M30paHO B Ka4eCTBE ITIABHOTO
rocygapctBa — npearedn Kasaxckoro rocymapctBa. B nanHoM koHTekcre 3onoras
Opna, xoropas noscemecTHo B CMMU cTana uMeHOBaThCs MO3IHUM TIOPKCKUM Ha-
3BaHHEM « YIyT YIyc», HEOTHOKPATHO YIIOMUHACTCS B O(HUIINAIBHBIX BBICTYTIIICHUSIX
TOCYIapCTBEHHBIX Heareneif. OOpaTuMcs K HEKOTOPBIM BhICKa3bIBaHIAM [IpesnaenTta
Pecmybnuku Kazaxcran KaceiM-XKomapra Toxaesa.

24 aprycra 2019 rona Ilpe3unent Tokaes npuHsa yuacTue B pabote MexayHapo-
HOTO TypucTH4ecKoro gopyma «Yibrray — 2019y, rae BrIcKaszaics 0 He00X0quMO-
ctu npa3gHoBanus 750-nmetust 3omoToir Opabl: «YiabiTay JOJDKEH CTaTh HEHTPOM
STHOTpaUIECKOTo TypH3Ma MEKIYHAPOJAHOTO YPOBHS. DTH pabOTHI HYXKHO Ha-
4aTh B IpeaaBepuu npasaaoBanus 750-netust 3omoroit Opas». [To mpumepy MoH-
roJuH, KoTopas 3p(HEeKTUBHO HCIOIB3YeT JTUYHOCTh UMHTHCXaHa IS Pa3BUTHUS
MEXIYHApOAHOIO TypU3Ma, HaM HE0OXO0AMMO OOpaTuTh BHUMaHHE 3apyOeiHBIX
TYPUCTOB Ha HCTOPUUECKYIO JTUYHOCTh JPKyuH U cliesaTh ero MaB3oJeil B YiblTay
MECTOM TIPUTSDKEHUS W IIEHTPOM 3THOTPA(PHUECKOTO TypH3Ma MEXIyHApOTHOTO
ypoBHS, — cka3ain [maBa rocymapersa. 11 nanmee: «CerogHst MHOTHE B CTpaHE | 3a
pyOexoM He 3HAIOT, YTO MOTHJIA CcTapiiero china YuHrucxana — JDKydu — HaXO/IuT-
cs Ha ka3axckoi 3emie» (demecunona 2019).

OcTopokHBIE BO3paKCHUSI HEKOTOPBIX HCTOPUKOB U apxeonoros Kasaxcrana, 4ro no-
rpeGeHHbIl B MaB3osee JKydu-xaHa My)KYMHA BO3MOXKHO ObLII 3aXOPOHEH IM03XKe U
5T0 He J[XyuH, He ObIIN YCIBIIIAHb! BIACTAMH HU TOTNa, HU 1ocie. O6 3ToMm nucann
apxeosor JKyman ErmaOaiymnbl, pyKoBOAWBIINIT pacKokaMH MaB3oiest J[Kydn-xaHa
(Eren6aitynst, 2001: 90—-106), apxurekrop Enena Xopor, mpoBoauBIIas pecTaBpa-
nuto maszones Jxyuu-xana (Xopomr, 2009: 101-109). AHanOrHYHYIO MBICIb BBI-
CKa3bIBaJl UCTOPHK 3apAbixaH KuHasTynbl, aBTOp MOHOTPa(pUIECKOr0 UCCIEA0BAHUSL
o Ixyun-xane (Kunastyinel, 2020: 146—-147). HoBeiiliee KOMIJIEKCHOE HCCIIEI0BA-
HHUe MaB3ones J[)Kydn-XaHa MO3BOIMIO JaTUPOBATh €ro CTpouTenbcTBOo XIV BekoM
(Panyushkina, etc. 2022: 323-331).

2 centsa6ps 2019 roxa IIpesuaent TokaeB BHICTYIIII ¢ MOCIaHUeM K Haporny Kazax-
craHa «KOHCTPYKTHBHBIN OOIIECTBEHHBII AMANOr — OCHOBA CTAOMJIBHOCTH M IIPO-
nBeranust Kazaxcrana», B KOTOpPOM Takxke OblIa 3aTpoHyTa Tema 3omotoil Opasl:
«750-netue 3omotoit Opibl HYKHO OTMETUTb C TOYKH 3pEHMs NPUBJIEUECHUSI BHUMA-
HUS TYPUCTOB K HaIlleH NCTOPHH, KyIbType, mpupozae» ([Tocmanue 2019).
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3 okra0ps 2019 rona [pesunent TokaeB mpuObL1 B Coun A y4acTHS B 3aCeTaHUU
JHUCKYCCHOHHOTO KiIy0a «Bamnmaii», rne on Bcrpermics ¢ I[Ipesnaentom Poccun Bia-
nuMupoM [TyTiuabmM. B cBoeM BEICTYIUIGHHH OH B TOM 4Hcie ckazarl: «Bemukwii [1ler-
KOBBII MyTh, 3050Tast OpJa, eBpa3suiiCTBO COCTABISIOT BasKHbIEC 3BEHbS KYJIbTYPHOTO
koja ka3axoB» (CoOwitus, 2019).

15 nexabpst BeicTynas B yecth 30-netus HezaBucumoctu llpesnnent TokaeB ckazai:
«AnteiH Opaa opTa FaCBIPAAFHI JIBIIT MEMIICKeT peTiHae Oenrini. Ka3zak xaiaksl ocbl
WIBIK YJIBICTBIH Tikeneld myparepi O6ombin cananans (3omortas Opaa M3BeCTHA Kak
MOT'YIIIECTBEHHOE T'OCY/IapCTBO CPEIHEBEKOBbsl. Ka3axckuil Hapoja cuurtaercs mpsi-
MBIM HAaCIIETHUKOM 3TOTO BeNUKoro yayca) (Beicrymienne, 2021).

Takum oOpasom 3omorass Oppa Oblia BeIOpaHa B KauyecTBE BaKHOTO ToOCyaap-
CTBA-TIPEATEYN HAIMOHATIBHONW TOCYIAapCTBEHHOCTH. AHAJIOTHYHBIC NPOIECCHI CIIe
panbine npoucxoamiu B Typuuu, AzepOaiimkane, rocynapctax LleHTpanbHoi A3um,
0 ueM mucai B cBoux uccienoBanusax Anyap ['anues (I'ammes u gp., 2021: 37-119).
B Kazaxcrane B COOTBETCTBHHM C HOBBIMH YCTaHOBKAMH KOMMEMOPATHUBHOM ITOJH-
TUKHU, HA4Yall MPOBOIUTHCS PA3IUYHBIC MEPONPHUITUS (IBIIIHBIC MEXIyHApPOIHBIC
KOH(EPEeHITNH, TTePEeU3IaHusI KHHUT TI0 30JI0TOOPIBIHCKOW TEMaTHKe, yCTAaHOBKA Ia-
MSTHUKOB, IIEPEUMCHOBAHHE YIHUI], HOBbIE MY3CHHBIC SKCIIO3UIINHU, OTKPBHITHE WH-
CTUTYTa 10 U3y4YeHuto Yiyca JKydn), KOTOpbIE JOJKHBI ObUIM 000CHOBATH MPSIMYIO
npeemcTBeHHOCTh Kazaxckoro xancrea ot 3osoroit Opabl — Yiyr Yinyca. CHoBa nosi-
BUJIMCH BBICKA3bIBaHUS O TOM, UTO Ha YIyr Yiryc siBisieTcsi KazaXCKum rocyiapcTBOM.
TocymapcTBeHHbBIE AEATENH, UCTOPHKH M ITOJIWTOIOTH HAXOAWIM MHOTOYMCIICHHBIC
CXOJICTBa M IPSIMYIO CBsI3b YIIyT Yiyca ¢ Ka3axckum XaHCTBOM, HICATH3UPOBAIH ITO
CpeHeBEeKOBOE rocynapcTBo. [10oABIIINCE Takue SMUTETH Kak «Bemwkas uMIepus»,
«CremHoli Pumy, «orutotr Mupa u cornacusi». [1o cioBam Jlaypena AbaeBa, ObIBIIEro
Ha TOT MOMEHT MUHHCTPOM KyJIBTYpBI U CHOPTA «0e3 BCSIKOTO IPEyBETHUCHNUS, MOKHO
yTBepkaaTh, 9to 3omoTtast Opaa — 3TO KONBIOeh Hameil rocyrapcTBeHHOCTH» (Mod-
nabaes, 2021).

Munnctp uadopmarmm u obmectsernoro passutist PK lapxan Keinsipanu B ObIT-
HOCTB CBOIO Ipe3uaeHToM MexayHapoaHoil Tropkckoii akageMuu nucaia o TOM, 4TO
«3HaHHe 0 [IKyun U ero Yiyce HOKHO BOWTH B YUeOHUKH, KX/l Ka3aXCTaHCKUIL
IIKOJIHUK JIOJDKEH ¢ IeTcTBa 3HaTh 0 3oiotoit Opae, Tanacckom Kypynrae, 00 HcTo-
puueckux ¢urypax camoro lxyudu, bary, bepke u Xaiiny, 06 Y36ek-xane u A3p-XKa-
Hubexke... B Hammx ropogax JOHKHBI OBITH YAHIE M IIPOCHEKTHl ¢ UMEHAMH BBIIA0-
LIUXCS TMYHOCTEH OpABIHCKON ucTopun... Kak MUHMMYM B Hallell CTONIHLE JOIKEH
MOSABUTHCS My3el 30510Toi Opmbl... 0OIMIECTBO KT KAa9eCTBEHHON KMHOIPORXYKIHN
Ha OCHOBE CIOKETOB UcTOpuH 30510ToH Opzbn»y. [0BOPHII OH 0 HEOOXOIUMOCTH «yXKe
ceifyacy) HauMHATH PabOTy IO MOATOTOBKE K 3HAMeHarenbHoi gare — §00-meturo co
1A BociecTBHs [xyqn Ha mpector, B 2025 roxy. DTa 1ata «10bKHa OBITH OTMEYECHA
aKaJgeMH4YeckuM coodriecTBoM KazaxcraHa, a TakKe Ha rOCYIApPCTBEHHOM YPOBHE»
(Keimerpamm, 2021).

omuronor Tumyp Koszeipes, cunraer uto no3uunoHupoBanue Kaszaxcrana kak Ha-
cnenHuka 3010Tod OpAbl YKPENUT MO3UTHBHYIO CaMOOIICHKY Ka3aXOB U EBpa3Hii-
ckuit Openn KazaxcraHa, yriIyOHT «HMCTOPHUYECKHE KOPHM», Tak Kak 3omortas Opna
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Ha caMoOM Jeine ObUla BEJIMKMM EBPa3HHCKHM TOCYyAapCTBOM, COCIMHSBIIMM [Ba
KOHTHHEHTA U TOJEPAHTHO OTHOCHBIIMMCS KO BCEM ITHOCAM U PEIUTHSAM B CBOHX
TpaHMIax, CIONa )K€ OH OTHOCHUT U «TIOPKO-CIIABIHCKHHA CHMOHMO3» U «BEITMYHUE MTPE-
KOB» B OJJHOM TapMOHMYHOM (h1akoHe, 0e3 MPOTHBONOCTABICHHS OAHOTO JIPYroMy
(Kosspes, 2013: 23; Hypcentoa, 2014). Oxnako, kak cuutan Axyap ['anmes, Bce
9TH mpedepeHInH BecbMa YCIOBHBI, TaK, pOCT MO3UTUBHON CaMOOIIEHKH Hapoja 3a
CUET UCKAKEHUs UCTOPUUECKUX PEaIuil He NMPEACTABIACTCA JIydllel NepCIeKTUBOM,
HO B TOCYJAapCTBEHHON IMOJIMTHKE MaMATH JTO OJHA M3 NMPHOPUTETHBHIX 3anad. Bee
4TO CBSA3aHO C €BPA3UHUCTBOM, C BBICOTHI CETOHSIIHErO AHS, KOIJa CTalla yCUJIEHHO
MIPOJIBUTATHCS 30JI0TOOP/IBIHCKAS TeMAaTHKa, MTPEACTABIIACTCS apXanKol, He OTBEYar0-
et CoBpeMeHHbIM NoTpeOHOCTAM. M 3TO cTaHOBUTCA ellie Oonee OueBUIHBIM, YTO B
Poccuiickoii @enepanyy, 3a HCKIOUECHUEM OTACIbHBIX PETUOHOB, 30JI0TOOPIBIHCKAS
UCTOPUS BPSII JIM BBI3BIBACT YyBCTBA NMATPUOTH3MA, CIIOCOOCTBYIOIINE HHTETPAINHT 1
CIJIOYEHHIO HapOJIOB.

OTO0 NOATBEPKAAETCS HEAABHUM JieMaplieM poccuiickoro nocna B Kaszaxcrane Anek-
cest boponaskuna. Cpean npodiieM pocCHiCKO-Ka3axCTaHCKOTO COTPYAHUYECTBA, KO-
TOpPBIE MPEIATCTBYIOT €ro A0COTIOTHO TAPMOHMYHOMY Pa3BUTHIO, OH Ha3Ball BOCIPH-
stue B Kazaxcrane 3o10toit Opasl: «Ka3axu cuuTaroT, YTo CBOIO HCTOPHUIO OHU BELYT
ot 3onotoit Opxel, 750-1eTHE KOTOPOI 34€Ch OTMETIIIN B IpomuioM rofay. IToHATHO,
yro B Kazaxcrane 00 3ToM rocygapcTse TroBopAT ¢ uereroM. A st Poccun 3omorast
Oppna accouuupyercs ¢ MOHrono-TarapckuM HamectBueM U 300-metHum urom. Hy
9TO e, KaKAbIH BOJIEH MMETh CBOIO TOUKY 3pCHHUS Ha NCTOPHYECKHE COOBITHS. Baxk-
HO TOJIBKO, YTOOBI UX MHTEPIIPETALUH OTBEYAIH OObEKTUBHON HCTOPHIECKOH IpaBe,
HE 3aITyCKanuch (paibIIMBKA U HCTOPUS HE MCIIOIB30BANACh B JECTPYKTHBHBIX II0-
JUTHYECKUX HENSX JUIS TOTO, YTOOBI CesATh KOH(IMKTHI U Pa3iop MEXIy HapOAaAMM»
(ITanues, 2022).

3arpoHyTasi B UHTEPBBIO POCCHICKOIO 10OCIA TEMA «IECTPYKTUBHOCTUY aKTyaJlU3U-
poBanach B Kazaxcrane. O0mectBeHHOCTh Ka3axcTana crana cBuaeTeneM HEOJHO-
KpaTHBIX 3asBICHUNA POCCUHCKUX IIOJIUTUKOB OT Ipe3ujeHrta IlyTuHa u nemyraroB
Tocaymbl 10 pa3inMyYHBIX MOJIMUTOJOTOB M JKYPHAIIMCTOB 00 OTCYTCTBHH y Ka3axoB
TOCYJapCTBEHHOCTH, O TEPPUTOPHATIBHBIX IpeTeH3usx Poccun Ha Cesepublii Kazax-
crad. OTMeTHM, 4TO 3asBJICHUS 00 OTCYTCTBHHU rOCYAapCTBa, TPAHMULL, CTOIHI] y Ka3a-
XOB BBICKA3bIBANINCH Jaxe npesuaeHToM Kasaxcrana HazapGaeBbiM.

Hupexrop MHcTHTyTa HIcTOpNu rocyaapctsa mpodeccop Epkna AGHms (B HacTosIee
Bpems nemytat Maxmiunca) B ctatbe « The Golden Horde in the Historical Memory of
the Kazakhs» mumier o «ImonsITkaX MaHUITYTHPOBAHUS UCTOPUIESCKON MAMSTBIO JUIS
BOBJICUCHUSI OT/JIEIBHBIX TPYIIT HaceTIeHus: KazaxcraHna B IeCTpyKTHBHBIH, KceHO(O0O-
ckuit muckypey» (Yerkin, 2021: 152). 3aecy 04eBHIHO, peub UIET O BBICKA3bIBAHUSAX
POCCHICKHX JETyTaTOB O Ka3aXCKOW TOCYIapCTBEHHOCTH, BEPHEE O ee SIKOOBI OTCYT-
CTBUH, HO IPH 3TOM aBTOP LIUTAThI JIBaJK/bl CTABUT CChUIKA Ha HAy4YHYIO MOHOIpa-
¢uro Kanara Ycken6as mo ncropun 3omotoit Opnsl 1 AK-Oppl, TOCKOIBKY HMEHHO
VYekeHnOall CBOMM «HMHTEIUICKTYaIbHBIM KOHCTPYKTOM» PO AK-Opay «OTphIBacT Ka-
3axoB» 0T 3osotoi Opabl M OATHMHHON Ka3axckol uctopudeckon Tpaauumu (Yerkin,
2021: 152; Abwms, KyzemOaitymsr, 2022: 51-55).

89



Vekeno6aii Kanar / Ockenoaii Kanar / Uskenbay Kanat

ITocre mpoBeneHUs] FOOMICHHBIX MEPONPHUATHHA, MOCBIMICHHBIX 750-nmetnio Yimyr
Vnyca, xazaxcranckue CMU npaxkruuecku nepectanu ynomuHars 3omotyio Opay.
Vcuesna oHa M ¢ TOBECTKH TOCYIAapCTBEHHBIX YMHOBHHKOB. VcTopnueckas moim-
THKa TOCYIapCTBa MEPEKIIOUMIACh Ha MPOBEICHNE MEPONIPHUITUN MPUYPOUCHHBIX K
800-neruto cynrana Erunra beiibapca. Bpuin nmpoBeeHbl HECKOIBKO KOH(EPEHIINIA,
ero uMsl Imoyy4mia HoBas ynuia B Acrane. Kak ropopuin mpodeccop Anyap ["anues,
scradera anusposa, ONOBHHIICBA U MPOYNX MPEACTABUTENCH MU(OIOTH3HPOBaH-
HOH mcToprorpaduy TMOIXBadyeHa Ha TOCYIapCTBEHHOM ypoBHE. TakoBBI 0COOCHHO-
cTH uctoprueckod nmonmtuku B Kazaxcrane. Ee n3ydeHue npencTaBisioT OOIbIIoe
mose 1t Oymymux uccienoaHuil. Hamerocs, HaydHbIC HJICH MOETO KOJUIETH, IpyTra
1 3aMeuaTesIbHOro UCTOpHKa AHyapa AduTtaeBuua ['anueBa nmonydar NpoaoKEeHUE B
HCCIICIOBAHUAX €r0 YYCHHUKOB U HOBOTO TIOKOJICHHS Ka3aXCTAaHCKAX UCTOPHOrpadoB.
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«K¥PAK» B COBPEMEHHOM UCKYCCTBE IIEHTPuAJIBHOI?'I A3HNMH:
CHUMBOJIMYECKHU A3bIK U XYIOXKXECTBEHHBIU TEKCT

AnHoTanus: JIOCKyT TKaHW M M3JCIHs U3 HETO, Ha3bIBaeMBIC Y Ka3aXOB «KYpaK», B
IIPOIILTIOM M ceifuac 3aHUMAIOT 0C000e MECTO B KYIBTYPHOH MpakTHKe HaponoB L{eH-
TpaJBHOW A3HH, a CETOMHS MPOUCXOIUT €0 PEHECCAaHC B COBPEMEHHOM HCKYCCTBE
KaK B Ka4eCcTBE caMOro 00pa3a, Tak U B KaUeCTBE XyAOKECTBEHHOTO TprueMa. DT0 00b-
SICHSICTCSL €0 [IMPOKUMHU BBIPA3UTEIBHBIMUA TEXHUKO-XYI0KECTBEHHBIMU, CEMaHTH-
YECKHMH U KOMMYHHUKATHBHBIMU BO3MOJKHOCTSIMU.

Moz 06IIMM TEPMHHOM «KYpaK» aBTOPBI CTATbH MOHMUMAIOT TPaJUIIOHHYIO JIOCKYT-
HYIO TEXHUKY KaK TaKOBYIO M BCE€ MHOTO00Opa3He W3/IeIIHH, BEITOTHEHHBIX B 3TOH TeX-
HHUKE. AHAJIN3 COBPEMEHHBIX IPOM3BEICHNUI HCKYCCTBA C TOUKH 3PCHUS CEMHOTHKI
IIOKa3aJ, 9To JIOCKYT (KaK 3HaK M KaK CUMBOJ) CIIOCOOEH IMPOAEMOHCTPHPOBATh Pa3-
JIMYHBIE CTIOCOOBI KOJMPOBKH dTHOKYIBTYPHON MH(OpMALIHK.

OCHOBHBIM METOJONIOTUUECKUM UHCTPYMEHTOM HACTOSIIETO UCCIIEN0BAHUS BBICTYTIA-
€T CEMHOTUYECKHUI MOAXO0, TI€ JJOCKYT Ha YPOBHE CEMAaHTUKHU pacCMaTPUBAETCs Kak
3HAaK CUMBOJIMYECKOTO SI3bIKa, & C MMO3ULMU MIParMaTUKU KaK TEKCT, PENPEe3eHTUPYIO-
U OTHOIICHMS MEXTy 3HAKOM (JOCKYTOM) M TEMH, KTO €r0 HCIONB3YeT (XyIOXK-
HHUKOM, 3puUTenieM). B rccnenoBanun Takxke UCTIONB30BaHbI M OOIIEHAYYHBIE METOIBI
HaONIOIeHNs], CPABHEHHS, aHATIHN3a U CHHTe3a. [lymMaeTcs, 4To 9TOT MOAXO/ aKTyaJIeH
B UCCJIEIOBAHUU COBPEMEHHOIO BU3YaJIbHOIO UCKYCCTBA.

Onwupasicb Ha CEMHUOTHUYECKUH MOAXOJ M XyJOKECTBEHHbII OIBIT COBPEMEHHBIX XY-
JIO’)KHUKOB [leHTpanbHOl A3UHM JaHHOE MCCIEIOBAaHHE CTPEMUTCS MIPOJAEMOHCTPHUPO-
BaTh HOBBIE BEKTOPbI OTEYECTBEHHOU KYJIBTYPOJIOTUH U UCKYCCTBOBEICHUSI.

MarepuajnoM H3ydeHUsl B OOJACTH TPAJAWIMOHHBIX JIOCKYTHBIX W3/IEHH BBICTYIH-
JIM TIOJIEBBIE MCCIIEA0BaHMs 10 M3yueHUIo (oHoB Poccuiickoro sTHOrpaduyeckoro
my3sest (2019-2021 rr.), psima kpaeBequeckux myseeB Kaszaxcrana, a Takke oHlaiH
KOJUIEKIIMU L[EHTPaIbHOA3UATCKOTO PETHOHA, MPEICTaBICHHbIE B MeXIyHapOoIHOM
My3ee JockyTHoro ofnesuia (HeOpacka, CILIA).

KiroueBble cjioBa: uckyccrBo, LleHTpanbHas A3us, J0CKYT TKaHU, KYpakK, pUTyallb-
HO-00ps10Basi MPAKTUKA, A3BIK KyIbTYpHI, XyH0KECTBEHHBINA TEKCT.
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OPTAJIBIK ABUSAHBIH KA3IPT'T OHEPIHAEI'T «KKYPAK»: CUMBOJIIBIK
TIJI ’KOoHE KOPKEM MOTIH

Anparna: Kazakrapaa «kypak» JIen aTajiaThlH MaTajgap KUBIFBI )KOHE OJlap/laH )kKa-
casrraH OyiteiMmap OpTanblK A3Hs XaJBIKTapbIHBIH MOJICHH TOXipuOeciHae OypBIH
JKOHE Ka3ip epeKIlie OpbIH alajbl, ajl OyTiH 3aMaHayd eHepe o0pa3 peTiHe e, KoHe
KOPKEMJIIK TOCIT peTiHAe KalTa @pKEH/IEeH JKaThIp. bysl OHBIH KeH 3KCHPECCHUBTI TeX-
HUKAJIBIK-KOPKEM/IIK, CEMaHTHKAJBbIK >KOHE KOMMYHHUKATHBTI MYMKiHIIKTEpiMEH
TYCIHAIpiIen.

Makana aBTOpNapbl «KYpak» TEPMHHI DPETIHAE IOCTYpii KYpaK Kypay TEXHHKa-
CBI JKOHE OCBHI TEXHHKAJa OpBIHIANFaH OapiblK OyibiMaap aemn tycineni. CeMHOTH-
Ka TYPFBICBIHAH 3aMaHayHW ©HEep TYBIHABUIAPBIH Tajaay Kypak (Oenri skoHe CHMBOI
peTiHze) 3THOMO/ICHHU aKIapaTThl KOATAYABIH OpTYPIi TOCUIAEPiH KopceTyre KaOineTTi
E€KEHIH allKbIHIabI.

Byt 3eprreymiH Herisri 9gicTeMeNiK Kypalibl CEMHOTUKAIIBIK TOCLT OOJBIN TaObLIa-
Iel. MyH/Ia cCeMaHTHKa JIeHTeHiHmeri Kypak CHMBOJJIBIK TUIAIH Oenrici peTiHae Ka-
pacTBIPbUIAJIBI, all IIParMaTHKa TYPFBICBIHAH OelTi (KYpakK) MEH OHBI KOJIIaHAThIHIAp
(cyperti, kepepMeH/iep) apachIHAAFbI KATBIHACTHI OCHHENEHTIH MOTIH peTiHae Kapa-
CTBIPBUTAJIBI. 3ePTTEYJC COHBIMEH Karap OakbLIay, CabICThIPY, TalIay JKOHE CHHTE3-
JEY/iH >KajIbl FBUIBIMU SJICTEePiH KoiAaHbUInbl. By Tacin kazipri Geiineney eHepiH
3epTTeyre KaTbICTHI JICH OIaliMbI3.

Oprtanblk A3HSHBIH 3aMaHayd CypeTIIIEPiHIH CEMHOTHKANBIK KO3Kapackl MEH Kep-
KeMJIIK TOXKipuOeciHe CyHeHe OTBIPBIN, Oyl 3epTTey OTAHIBIK MOJICHHETTaHy MEH
OHEPTAHY/BIH jKaHa BEKTOPJIAPBIH KOPCETYTE THIPHICATHI.

HocTypri Kypak OyHbIMaapsl calachlHAAFH 3epTTey Marepuangaps! Pecei aTHOTpa-
¢busuteik MypaskaiibiabiH (2019-2021 sxok.) Koprapsinaa, KasakcraHHbIH OipkaTtap
eJIKeTaHy MypaskailnapbiHia, COHAal-aK XalblKapasblK KYpaK Kepre MypakalbiHaa
(Hebpacka, AKII) yceiabuFran Oprajiblk A3us aiMaFbIHBIH OHJIAWH KOJUICKITUSIIA-
PBIH 3epTTey OOMBIHINA TaIaNBIK 3PTTEYICPIHCH aJIbIH/IBL.

Tyiiingi ce3mep: enep, Opranbik A3ws, Maranap Kyparbl, KYpakK, CauT-JoCTYPIiK
ToXipnuOe, MOICHHET TiMli, KOPKEM MOTIH.
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«QURAQ» IN THE CONTEMPORARY ART OF CENTRAL ASIA:
SYMBOLIC LANGUAGE AND ARTISTIC TEXT

Abstract. A piece of fabric/patch and products made from it, called «qurag» by the
Kazakhs, in the past and now occupy a special place in the cultural practice of the
peoples of Central Asia; and today its renaissance is taking place in modern art both
as an image itself and as an artistic device. This is due to its wide expressive technical
and artistic, semantic and communicative capabilities.

In general, by the term «qurag» the authors of the article understand the traditional
patchwork technique as such and the whole variety of products made with this
technique. The analysis of modern works of art from the point of view of semiotics
showed that fabric (as a sign and as a symbol) is able to demonstrate various ways of
encoding ethnocultural information.

The main methodological tool of this research is the semiotic approach, where fabric
is considered at the level of semantics as a sign of a symbolic language, and from
the standpoint of pragmatics as a text representing the relationship between the sign
(fabric) and those who use it (artist, viewer). The research also uses general scientific
methods of observation, comparison, analysis and synthesis. It seems that this
approach is relevant in the study of modern visual art.

Based on the semiotic approach and the artistic experience of contemporary artists of
Central Asia, this study aims to demonstrate new vectors of Kazakh cultural studies
and art criticism.

Concerning the materials used in this article, they come from a variety of sources: the
field researches carried out by the Russian Ethnographic Museum during the period
from 2019 to 2021, a number of local history museums in Kazakhstan, as well as
online collections of the Central Asian region presented at the International Patchwork
Museum (Nebraska, USA).

Keywords: art, Central Asia, cloth flap, quraq, ritual and ceremonial practice, cultural
language, artistic text.
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BBenenne

JIroOo#i BH3yalbHBI 00pa3 Al HOCHTETEH ONpENeNICHHOW KyJIBTYPHI BBICTYIAeT
CPEIICTBOM «IIPSMOTO» JIEHCTBHA KaK CaMOMOCTATOYHBIH M CaMOpENpe3eHTHPYIO-
muiics (heHOMeH, He TpeOyromuil JOMOIHUTENBHBIX PECYPCOB KOMMYHUKAIUH (pedn/
CJIOB, 0OBSICHEHUH U T. 11.). KynbTypHBIE CMBICITBI, (PUKCUPYSCH B BUJE BU3YaJbHBIX
3HAKOB CTAHOBSITCS JAOCTYIHBIMH JUISl TIEPEladd U BOCHPHATHS (KOMMYHUKATHBHAS
cpena) B CHHXPOHHOM M INaXPOHHOM N3MEPEHHH, 3 CEMUOTHYECKH BU3yaJIbHAs TIPaK-
THKa IEMOHCTPUPYET CHOCOOBI KOJMPOBKU 3HAYNMOI HHPOPMALIHHL.

B XX Beke B KylbTYpHOH cpele MHOruX HaponoB LleHTpanbHOl A3uu B cuily pas-
JUYHBIX HCTOPUKO-TIONUTHYCCKUX TMPUYMH IIPOU30MIET «Pa3phIB» HCTOPUUIECCKON
aMsTH U 1oTeps/aedopMaliyisi MHOTHX 3HAYUMbBIX COLUOKYIBTYPHBIX 3HAHHUH, KOTO-
pBI€ CerofiHsl YCUIIMSAMHU XyJOKHUKOB M TU3aliHEPOB aKTyaJIM3UPYIOTCSl HA MaTepua-
JlaX COBPEMEHHOM BHU3yallbHOH KyJlbTypbl. K 3TUM 3HaHHMSAM OTHOCHUTCS M NMpaKTHKa
HCIIONTE30BAHMS JIOCKYTa, KOTOpask HCTOPHUYECCKH ABISACTCS HE TONBKO 3(heKTHOH 1
crenn(UIeCcKOr XyI0KECTBEHHON TEXHUKOH, HO M CIIO)KHOW CHCTEMOW CMBICIIOBBIX
KOMMYHUKaIUH.

Hayunoii 6a30ii uccrnenoBanus SIBISIOTCS TPYAbl B 00JaCTU CEMHUOTUKHU KYJIBTYPHI,
peskae Bcero ero tTakux MaTpoB kak M. 1O. Jlorman (Jlotman, 2014), A. K. baiiGypun
(BaitOypuH, 1989) u MH. np. M3 mocineannx paboT B 00JaCTH BU3YATbHOW CEMHUOTHKH
BBIJICIIAIOTCS TPYABI CIEAYIOMNX yueHbIX: Francesco Buscemi, koTopslit ananmmsupyer
POTb IIBETA B IPEACTABICHNH KUBOTHBIX B HAIIUCTCKOH npomarane (Buscemi, 2021);
Evripides Zantides, uccnenyronuuii npu3Hakid HAMOHAIBHON HICHTHYHOCTH uepe3
JM3aifH nevatHoit pexiambl B Pecriyonuke Kunp (Zantides, 2020); Steven Skaggs,
KOTOPBI pa3padoTal 4eThIPEeX4acTHYIO CXeMy KJIacCH(DUKALMN AN3aiH-IOTOTUIIOB,
OCHOBAaHHYIO Ha pa3JeJICHUH MHUKTOTpaMM/HHIEKCOB/cuMBoioB 1o [Iupcy (Skaggs,
2019); D. M. JIlyMHOBOI1, ITOCBAIIIEHHOI BU3YyaIH3allH TPaJUIIMOHHBIX 3CTETHUSCKUX
IIPUHIAIIOB B COBpeMeHHOH apxutektype SAnonun (Aymuosa, 2022); JI. A. Ani0ne-
Boil u A. ®épca, UCCIENYIOMUX CEMHOTHYECKUE ACTIEKTHI B3aUMOACHCTBHS MOJIBI
u nepdomanca (AnssobeBa, Dépc 2022); E. P. Komsip, npeacTaBistoIni CHMBOIIH-
KO-CEMaHTHUYECKHI aHajIM3 OCHOBHOIO Kpyra 3JIEMEHTOB apXHTEKTYPHOTO AeKopa,
XapaKTEepHBIX JUIsl JIEKOPATHBHO-NIPUKIIAJHOTO HCKyccTBa Haponos Kpeima (Kotsip,
2019) u MHOTHE ApyTHE.

B LenrpansHoif A3nm mpoOIeMaTHKON BH3yalTbHONW CEMHOTHKH 3aHHUMAIOTCS PSIT
yueHbIX. [Ipexae Bcero ciemyer OTMETHTh TpyIbl HcKyccTBoBena . [tonb (Itoinb,
2019), uybu pabOTHl B OCHOBHOM IOCBSIIEHBl PEKOHCTPYKLMU 3HAUEHHH U CMBIC-
JIOB TPaJAMIMOHHBIX 00pa30B XylOXKeCTBEHHON KynbTypbl; M. Borocnasckoii (boro-
cnaBckas, 2019), uccneayronier o0pa3bl ¥ CHMBOJIBI KapaKaIlakCKOro OpHAMEHTA;
CHUMBOJIaM KBIPTBI3CKOH KYJIBTYpHI TocBsimena padota I. D. CanpikoBoit (Caapikosa,
2014) u npyrue. Ocobo ciemyeT BBLACINATH TOKIaT HcKyccTBoBena H. P. Axmenosoit
(AxmenoBa, 2022), koTopasi paccMaTpUBaeT PoJib M 3HAUCHHUE TPAJUIMOHHOTO TEK-
CTHJISI B KOHUENTYalbHOM JAucKypce LleHnTpanbHOl A3uMM Ha mpuMepax TBOPUECTBa
M3BECTHBIX XYJOKHUKOB: A. Mennubaeoii, V. )xamaposa, B. Axynona, B. Ycenno-
Ba, /. KanmoBoii.
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B ka3axcTaHCKMX pealusX TEeMH WINM WHBIMU aCIEKTaMH BU3YallbHOH CEMHOTHKH
poayKTHBHO 3aHnMatoTcst H. Bomonesa, A. Kemxkeraea n A. Anmmesa (Boionesa,
Kemxeraesa, AmumreBa 2018) n H. Bononea n A. Arnbaesa (Bononesa, Arubaesa
2018), KOTopbIe AeTaI0T YIOp HAa CEMHUOTHYECKUI aHATU3 Ka3aXCKOTO TPAJAUIIUOHHOTO
KOCTIOMA U TBOPUECTBA COBPEMEHHBIX Au3aiiHepoB LleHTpanbHOM A3UK; METO0I0TH-
YeCKHEe aclIeKThl STHOCUMBOJIM3MA paccMarpuBaioT A. Haypsbaesa u A. MGparumos
(Hayp3b6aesa, Moparumos 2022) u nip.

HexoTopsle acrieKThl JIOCKYTa, €ro puTyaJbHbIe (JOPMBI OBITOBAHHS U XyTOKECCTBCH-
HO-TEXHOJIOTHYECKHE 0COOCHHOCTSIM JIOCKYTHOH TeXHUKH L{eHTpansHON A3um 0CBS-
mensl B Tpynax A. K. ITucapuuk u M. A. Xamumxanosoit ([Tucapunk, XamumkaHoBa
1970), H. B. Okra6psckoii u 3. K. Cyparanosoit (Oktsi6peckas, Cyparanosa, 2010),
H. C. Tepneuxoro (Tepneukuii, 2007), I. C. Myxrapooii (MyxrapoBa, 2017); uccie-
JIOBaHUE TPATULMOHHBIX JIOCKYTHBIX H3JENUI Ka3axoB OTPAKEHO B OJAHOMMEHHOM
anpoome A. M. Cekeesoii (Cekeea, 2022).

Ienpio sxe HACTOAIIETO MUCCIEAOBAHUS SBIAETCS aHAIU3 M U3y4YEeHHE POIH JOCKYyTa
KaK s13bIKa KyJIbTYPbl OT JPEBHOCTU JI0 COBPEMEHHOCTH B XYJOXKECTBEHHBIX IIPaK-
tukax LenTpanbHoil A3un. M3yueHue J0CKyTa B HCTOPHKO-KYJIBTYPHOM KOHTEKCTE
MO3BOJISIET BBIABUTH €T0 M3HAYaJIbHbIE CUMBOIMYECKUE 3HAUEHUS, & B COBPEMEHHOMI
Xy/0’KECTBEHHON MPAKTHKE aCMEKThI «BTOPUYHOI0» OCMBICIEHHS U HAITOJTHEHHS HO-
BBIMM CMBICJIAMU.

MeTtoabl

MeTo10I0THsT HACTOSIIETO MCCIIEI0BAHNSA B COOTBETCTBUH C ITOCTABJICHHON IIENBIO
U 3aJa4aMi OPHCHTHPOBAaHA HAa CEMHUOTHYCCKHH, CTPYKTYPHO-(YHKIIMOHAIBHBINA U
CPaBHUTEILHBIN MOXO/bI, YTO MO3BOJISIET PACCMOTPETh (PEHOMEH JIOCKYTa KaK OIUH
U3 A3BIKOB KYJIBTYPBI, OPTraHU3YIOIINH CIIOKHBIN Xy[I0KEeCTBEHHBIN TEKCT. B 3TOM CBs-
3M aKTyaJbHBIMU IPEICTABISAIOTCS BOIPOCH CEMAHTUKH M MPAarMaTUKU: CEMAaHTHKA
JIOCKYTHOT'O M3/IEJIMsI pacCMaTpUBAETCs Yepe3 MPU3MY CUMBOJIMUYECKOTO SI3bIKa, a €r0
MparMaThKa pernpe3eHTUPYEeT OTHOUICHUSI MEKAY JIOCKYTOM (3HAKOM) U TEMH, KTO €r0
HCHOJNB3YET (XyAOXKHUKOM, 3pUTENEM), Pe3yJbTaTOM Yero MPOUCXOAMUT PacKpbITHE
CMBICIIa XyT0)KECTBEHHOTO TEKCTA.

['maBHAs MBICTH 3aKIIIOYAETCS B TOM, YTO B TPATUIMOHHOHN KYJIBTYPE JTOCKYT/IOCKYT-
HOE U3JIeTHe KaK IPEIMET/BEIlb BBICTYIIACT KaK 3HAKOBAs CUCTEMA, T. €. OH/OHA HECYT
B cebe MHPOPMALMIO U TEeM CaMbIM HAJEJICHBI MOTEHIIMAJIOM BOCIIPOU3BOAUTH TOT
MUD, B KOTOPOM OHHU CO3/1aHBbL. SI3bIK BBIPA3UTEAbHOCTU OCHOBAH HA IPUHIIMIIAX XY-
JIO’)KECTBEHHOCTH 1 3CTETHKH: LBET, (JopMa, KOMOMHALIUS COCTABIISIOIINX YJIEMEHTOB
U T.JI., HO, K COXaJICHHIO, OTPAHMYCHHBIH 00BEM CTaThbH HE MO3BOJISIET PACCMOTPEThH
BCIO COBOKYITHOCTh CIOCOOOB CO31aHMsI 00pa3HOTO BHAEHMS M3aenus. B memsx oc-
MBICIIEHHS OCHOB S3bIKa (DEHOMEHa «KYpaKk» B NEpBOW YacTH CTAaTbH PAacCMOTpEHa
CHMBOJHKA 0a30BBIX €ro 3JIEMEHTOB (TPEYTONbHUK, KBAAPAT, pOMO U UX pa3IHuHbIC
KOMOUHAIUM), T. €. KaK YHUBEPCAIbHbIC apXETUIMHUECKHIE 3HAKU MOTy4aroT CBOIO KOH-
HOTALUIO B UCKYCCTBE «KYPaK».
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Bo BTOpOI71 HacTu CTaTrbu ACJIACTCA ITOIBITKA 00BSCHUTH MEXaHH3MBI BOCCO31aHUA
TpaaAuIUOHHBIX CHUMBOJIOB B COBPECMCHHOM HCKYCCTBE HCHTpaJ’ILHOﬁ ABI/II/I, KOTOpLIfI
OpexKIAC BCCro, O3HAYACT MU IMOKa3bIBACT €TI0 HeI/IC‘{CpHaMHﬁ IIOTCHI Al HC TOJIBKO B
O6OFaII.ICHI/II/I BHU3YaJIbHOT'O A3BIKA U XyJOKCCTBCHHOI'O TEKCTA, HO U B KAY€CTBE OJHO-
TO U3 «AKTyaJIU3aTOPOB» 3a0BITBIX IJIACTOB XyI[O)KCCTBeHHO-3CTeTPI‘I€CKOﬁ ImaMsATH.
repMeHeBTI/I‘IGCKI/If/‘I MOAXO IMMO3BOJIACT PpAaCKPBITh 3a0bITHIC CMBICJIbI, OTKPBITH HOBBIC
B MHOM KYJIBTYPHO-UCTOPHYCCKOM KOHTCKCTEC.

BeByCJ’IOBHO, B UCCJICAOBAHWU HUCITIOJIb30BaHbl U 061H€Hay‘IHLIe MCETOABI Ha6J'IIOI[CHI/IH,
CpaBHCHH:, aHAJIM3a U CUHTC3a.

MarepuanoM U3y4eHHsI B 00IaCTH TPAJUIUOHHBIX JIOCKYTHBIX M3ICITUA BBICTYIIHIN
ITOJIEBEIC MCCIICIOBAHUS aBTOPOB CTAaThH IO M3y4eHHUIo (GoHmoB Poccuiickoro 3THO-
rpapudeckoro my3sest (2019-2021 rr), psna kpaeBequecknx My3eeB Kazaxcrana, a
TaKk)Ke OHJIAH KOJUICKIUH ICHTPAJIbHOA3MATCKOTO DPEruoHa, MPEICTAaBICHHBIC B
MexayHapomHoM My3ee JockyTHoro onesuta (Hebpacka, CIIIA). Taxke B KayecTBe
MaTeprasioB HCCIICOBAaHMS BBICTYIIM NMPOW3BEICHUS XyTOXKHHUKOB LleHTpanbHON
A3uH, IpeNICTaBICHHBIC B PA3INYHBIX KaTaJOTraX M OHJIAHH KOJUICKITHSX.

OcHoOBHast YacTh

Marwust TeOMeTpHH: 3HAKH ¥ CHMBOJIBI TPAAUIIOHHOTO KypakK. OIUH U3 TpaJnIHOH-
HBIX BHJIOB BU3yaIbHON KOMMYHHKAIIHN — KYPaK, Tl HOHAMAaHHs KOTOPOTO He TpeOo-
BaJIOCh 0COOBIX 3HAHUM, BCsl MH(OPMAIINA BOCIPUHIMAJIACh HA HHTYHTHBHOM YPOBHE
(B 3aBHCHMOCTH OT KOMOMMHUHHPYEMBIX 3JeMeHTOB). OCHOBHOW HAaOOp KOMITO3HIINU
Kypaka (hyHIaMEHTHPOBAJICS Ha 0a30BBIX TCOMETPUICCKUX IMEMEHTAX: TPEYTOJIbHHK,
KBajpar, poMO, MPSIMOYTOJIFHHK U T.J., @ YK€ KOMOWHAIIMS STHX JIEMEHTOB CO3/1aBa-
J1a CMBICH, 3amudpoBaHHBIi KoJ. C OIHOW CTOPOHBI, 3TO CaMbIe TOIUIPHBIC MOTHBBI
TPaIUIHOHHOTO MCKYCCTBa, a C APYTOol WX 3JIEMEHTOB JIETKO CO3/1aBaTh OO0 reo-
MeTpudecKui y30p. OHM UMEIOT IMapajuiesid B IEJIOM psiie STHOKYIbTYp LleHTpais-
HOU A3nu. MBI, He CTaBs 3a]Ja9M PACCMOTPEHHS BCEX AIIEMEHTOB, OTPAaHHIUMCSI JIUIITh
HaunboJIee MOMyIAPHBIMU.

TexHUYECKH OCHOBOH IS COCTABICHHUS Y30POB JOCKYTHBIX H3CIHH CIYKAI MOIYITb
— KBaJpaT WIH NMPSMOYToNbHUK. OH MOT COCTOSITh M3 Pa3HBIX MO pa3Mepy MajeHb-
KHX (PparMEHTOB TKaHH: KBAIPATOB, IPSMOYTOIBHUKOB, TPEYTOIBHUKOB U T.1. CaMble
IIPOCTHIE COSITUHEHHS JIOCKYTKOB IPH PA3IMYHOM IIBETC TKAHH MOIJIH JaTh MHOXE-
CTBO BapHaHTOB OPHAMCHTOB, KOTOPHIC B TPAAUIIMOHHON KYJIEType HMEIOT COOCTBEH-
HBIC Ha3BaHWSA M COJICPKAT pa3IMYHBIe CMBICTBL. IIpu 3TOM, 0€3yCIOBHO KaXIbIid
ANIEMEHT BU3YyaIlbHOH KOMMYHHKAI[MH YTO-TO BBIpaxkad. K mpumepy, TpeyroabHHK,
Ha3BIBACMBIN «TYMap, TYMapIlia) — 3TO MOIIHBII 00eper YHHBEPCAIFHOTO XapaKTepa
CHMBOJIM3HUPYET HAISKHOCTh M CHITy. A TaKkKe «TpeyrojibHas (opma aMmyieTa CBs-
3BIBaJIACh C APCBHUMH MarHKO-OXPAaHUTEIBHBIMH MPEICTABICHUAMA (ajuTHIecKoToO,
OXOTHHYBETO KYJBTOB, a TAKXKE SBISIIACH YCTOSBIICHCS SMOIEMON MaMaHCKHX 00e-
PEroB IyXOBHBIX M )KM3HEHHBIX CHIT YesioBekay (Anmesa 2004, 136).

OnuH ¥ TOT jke OPHAMEHTANIBHBIH MOTHUB — KOMOMHALUS TPEYTOJILHUKOB B OHOM Ha-
mpaBieHuH (YIIOop BEpIIMHON B OCHOBAaHHMH coceHero) mo ceexeHmsM A. K. ITucap-
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gk U M. A. XamumkanoBoi (ITucapunk, Xamumkanosa, 1970:215) y TapkUKOB HMe-
Jla HECKOJIBKO Ha3BaHWH JyMaku Oola (XBOCT KOOUMKaA), paxak (IopoxkkKa), paxOaH
(3aKpBIBAIOIIUIA ITyTh JUISi HEYHCTOM CHIIBI); y KBIPTBI30B M Ka3aXOB THIPHAKaTap (Be-
peHuta xxypasieit). [locneHsss MOXKeT OBITh pacCMOTpPEHA KaK BU3YalIbHAs ITPOCKIINS
IBIDKeHUS. Ha Ham B3Iy, B 9ToM MoTHBE urypupyet uaes Joporw/Ilytn, kotopas
MOYKET B 3aBHCUMOCTH OT MCIIOJIb30BaHMS B OOIIECH KOMITOSHIIUH U3/ICITUS TPAKTYeTCs
mo-pazHomy. K mpumepy, kak okaiMISIOIIAN MOTHB (OOpAIOp) M3AEIHs BEposTHEES
BCETO BEIPaKACT OXPAHUTEIBHYIO (DYHKIHIO, CBOCOOPa3HOE «3aKPBITHE MYTH 3IIBIM
CHIIaM.

MoTHuB TpeyrobHHKA BEPIIMHON BBEpX (0OBIYHO «Tay» — ropa) WiIH HX Yepesa, Ha-
3BIBaEMBIX «TYHe epkenm» (ropd BepOIIOa) MO MPEACTABICHUSM Ka3aX0B CHMBOJIH-
3UpYET JIOCTATOK, NMpHUOAaBICHNE B CeMbe H cTaje. Kak M3BECTHO, ropa B TIOPKCKOU
MHU(OIOTHH CHMBOJI TyXOBHOTO [1yTH, BOCXOXKICHHUS qyXa, TOTIA KaK [ETodKa U3 HUX
TakuX (GUryp MOXKET 03HaJaTh emie u 3ammty. Cama o cede durypa

O0)KECTBEHHBIN 3HAK, OJIUIICTBOPCHUE YCTPEMIICHHOCTH BBBICH, M CHMBOJI JKU3HH. [10
CMBICITY 030K K MUPOBO# Tope, 00beAMHSIONICH Bce TPH MUpa — HEOSCHBIH, 3¢MHO
1 MTOA3EMHBIN. A TPEYTOJIBHUK BEPIIMHON BHU3 CHMBOIM3HPOBAII «JIOHO JKCHIHHBI,
CBSI3aHHOE C MPEICTABICHMSIMU O IIoHoBUTOCTH» (DaxpernuHoBa, 1988:55). Takoit
)K€ TPEYTOJIEHBII MOTHB, y Ka3aXOB HAa3bIBACMBIN eMIIICK (TPY/b) TOXKE OCMBICIHBAIICS
KaK CHMBOJ TUI0A0poaus. TakiuM o0pa3oM, TPEyTroJdbHUK BEPIIMHON BBEpX 0003HAYA-
eT MY)KCKO€ HaJajio, a BEPIIMHOW BHH3 )KEHCKOE, T.€. OJIHA U Ta ke (PUrypa BBIpaXKaeT
MIPOTUBOMOCTABICHUE MYKCKOTO U JKCHCKOTO HavaJa.

B cBoto odepeb, KOMOWHAINS TPEYTONFHHUKOB, TIIE HX BEPIIMHBI HAIIPABICHEI B TIPO-
THBOIIOJIO’KHBIC CTOPOHBI IO Ta/PKUKCKH HAa3bIBACTCS KEJIMHY XYIIJOMaH — HEBECTa U
CBEKPOBB, TaK KaK B CEMBSIX 3TH MPEICTABUTEIBHHUIIBI ABYX TTOKOJICHHUI 9acTO Bpa-
IOYIOT ¥ TIPHICPKABAIOTCS HA BCE MPOTHBOIOJIOKHBIX B3MIAIOB, cunTaroT A. K. ITu-
capuuk 1 M. A. Xamumkanosoii (ITucapunk, Xamumkanosa, 1970: 215).

JIpyro# aIeMeHT, 4acTo BCTpedaeMblii B KYpak — 3To KBajapar (1mapisl). Ero kazaxu
cuuTaN H 3HaKoM 3emiH, noma. JK.-I1. Py oTMmedaert, 4To Tropkckast KOHIICTIIHS CTpOe-
HUS Mupa ToBOpHT 0 TOM, 9TO cymecTByeT LleHTp Mupa B Buze KBajgpaTa, KOTOPBIH
HakpbiBaeT HeOecHBI KoJMaK, 3a HCKIIYeHHEeM 4eThIpéx yrioB (Roux, 1956:211-
212). Bo3MOXXHO, TIOITOMY KBaJpaT B JJOCKYTHOIH TEXHUKE BCTPEUACTCS B PA3TUIHBIX
xoMOnHanusax. Camasi MOIyisipHasi — MaJCeHBKUH KBaJpaT, MOCTABICHHBIA B IICHTP
KOHTPACTHOTO TIO I[BETY OOJBIIOTO KBAaJpaTa Y Ta/DKHKOB HA3bIBACTCS YAIIMAaKH OB
(Tma3 KpoBbI/BOJIA), 8 Y KBIPTBI30B ¥ Ka3aXxoB — 00Ta ko3 (I11a3 BepOokonka). [1o MHe-
HUIO CIICIHAIMCTOB, 9TO OIMH M3 HanOoJee CTaphIX W HaHOOoIIee pacrpoCTpaHEHHBIX
AIIEMEHTOB JIOCKYTHOTO OpPHAMEHTa — KaK TePPUTOPHUAIBHO, TaK U TI0 CBOEMY IIPH-
MEHEHHIO B caMbIX pazHooOpa3Hbix Bemiax ([Tucapunk, Xamumkanosa, 1970: 215).
Oco0OeHHO YacTo OH BCTpEYaeTCs Ha ISTCKHX BeIax, IMOIYIIKaX, OJesIax, CBaIeOHBIX
3aHaBecKax. J[pyruM BapHaHTOM JIOCKYTHOTO OpPHAMEHTa «00Ta Ke3» SBIIETCS poMO
B kBazpare. OTCIOa OH OCMBICIIMBACTCS KaK MarHIeCKUH y30p, OJIUIETBOPSIFOLIHI
TUTOJIOPOJIHE, IETOPOAHBIC (PYHKIIUH U 3aIHTY.

B Gonmpimux Bemax oH KOMOMHHPYETCS ¢ pasiudHbIME (urypamu. B menom, «map-
IIBD) B TIOPKCKOM KYJIBTYpPE CUMBOJ YCTOHUHNBOCTH, KOTOPBIH CBSA3BIBACTCS C YETHIPh-
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Msl CTOPOHAMU CBETa, COOTBETCTBYET CTUXUHU 3€MJIM U SIBJISIETCS 3HAKOM MaTepuallb-
Horo mupa. IlocTpoeHne OpHAMEHTAIEHOTO MOTHBA W3 IETIOYKH KOHTPACTHBIX TIO
I[BETy KBaJpaTOB, HA HAII B3I SBISIETCS BU3YAIbHOH MeTadopoil JKU3HU WIH Xy-
JO>KECTBEHHBIM ITPUEMOM, TIO3BOJISIONINM BBIPA3UTh YABOCHHYIO U IaKe YTPOCHHYIO
CHJIy TOTO WJIM MHOTO 3HaKa/cuMBoOJIA. [[pUMeYaTebHO, YTO CIIOKHBIA MEIaIbOH U3
00Ta Ke3 KbIPrbI3bl HA3BIBAIOT KaTTaMa Kypak (IO-BHIMMOMY U3 KaTiaMa Kypak, T. €.
KYpakK B BHUJIE CIIOCHOM JICTICIIKN ), OTMedaroT crierrainnucThl ([Incapunk, XaMumkano-
Ba,1970:216).

Coueranne KBajipara U TPEYTOJHHUKOB, 00Pa3yIOIUX 3BE31000pa3HyI0 QUrypy Ka-
3aXM HA3bIBAIOT JKYIBI3, TA/PKUKU — TYIH Fy3a (y30p XJIONKa), TyJIH YaHATYIa — CO-
CTaBHOM, MHOTOY30PHBIi, a Y KbIPTbI30B UylIy3Kypak (y30p 3Be3sl). Jlymaercs, 4ro
«3ameyatieHne» B Kypakax, K MpUMepY, y TaUKUKOB L[BETKA XJIONKA OOBACHIETCS
IIPSIMOM 3aBUCHMOCTBIO OJIaromoyrydust OT ypokasi, a y KbIPTBI30B M Ka3aXOB 3BE3/IbI
BEIpaKACT CAKPaIM3AIMI0 HEOSCHBIX CBETHJI KaK TAKOBBIX, BIMIOMINX HA YCICIITHYIO
CKOTOBOJYECKYIO ACATEITHHOCTH KOUCBHIUKOB.

Jpyroii HanboJee MOMyIAPHBIA MOTHUB JTOCKTYHOTO MUTHS — poMO. B Hem (coenune-
HHUE OCHOBAHHUSIMH JIBYX TPEYTOJIbHUKOB) HEKOTOPBIC UCCIICIOBATEIIN BUISAT COO3 IIPO-
TUBOIOJIOKHOCTEH — MYXKCKOTO M KEHCKOTO, HEOECHOTO M 3eMHOT'0, CHMBOJIH3HPYIO-
mero oObeTUHEHNE JABYX MHUPOB, Havyaino HOoBOM »xwm3HM (borycmasckas, 2019:137).
Kpome Toro, uccienoBaTesin OTMEYAIOT, 9TO POMO SIBIISIETCS IPEBHEHIIINM H300paxe-
HHEM dYeloBeka (1o cBexeHusAM mHpopmaropoB y [Tucapunk, Xammmkanosa, 1970:
219). Ananu3upys, HEKOTOpble Kapakanmakckue apredakTts! 1. BorycnaBckas cum-
TaeT, 4TO poMO, KaK HaHOOJIee YCTONYMBBIN AIIEMEHT OPHAMEHTHKHU KapaKaJImaKCKOro
MIPUKJIAJHOTO UCKYCCTBA, CBSI3aH C MpeacTaBieHusiMu 0 Marepu-IIpaponutenbHutie,
SBIISICTCS CUMBOJIOM Tioopoaust U cembl (borycmasckas, 2019:138). K npumepy,
KOBEp C POMOMUYESCKIM OPHAMEHTOM CUUTACTCSI CHMBOJIOM TIOPKCKOM OoTnHM YMaii.

B ka3zaxckoM Kypak 9acTO HCITONB3YyeTCs MOTHB YII Ke3 (Tpu rma3a). MoTus u3
Tpex poMOOB — KJIACCHYECKUI MpHEM B AEKOPATHBHO-IMPHUKIATHOM HCKYCCTBE
MHOTHX HapoaoB EBpasuu, CHMBOJIU3HUPYIOIMIMHI ApeBo ku3HU. Tpu pomOa, coe-
JUHEHHbIE B OAHY LIEMIOYKY [0 BEPTUKAJIU, OJIULETBOPSIN TPEXUACTHYIO CUCTEMY
MHPO3/1aHUs BOIUIOIIEHHYIO B MUpOBOM JpeBe, nuiner A. M. CekeeBa (Cekeena,
2022:176). Ho, B 11e710M pUTMHYECKOE TIOBTOPEHUE OJTHO M TOKE dJIEMEHTA MOKHO
paccMmarpuBaTh Kak CIOCO0 YCHIICHHS OCHOBHOH HAEH, JEMOHCTPHPYET 0COOYIO
CIUTY KOMITO3UIINH. Taxke YII Ko3 MOXKET JIEMOHCTPUPOBATH UICI0 BCEBUSLCTO OKa
(6OKeCTBEHHOE HAYAJIO).

Lemouky u3 4eThIpeX POMOOB Ka3axH Ha3bIBAIOT «TOPT TYJIrl cail», Ha HAII B3IV
MeTaOPHUIECKH OTPAXKACT BEIPAKCHUE «TOPT TYIIK — Mal». DTO HAPOJAHOE ITOHUMA-
HUE CBANICHHOCTH YETHIPEX BHUJIOB JIOMAITHETO CKOTa: BEPOIIONOB, JIOMAIeH, KOPOB U
oBell-ko3. OHH, SBISISICH TIABHBIM HCTOYHUKOM KH3HEOOECIIEUSHHsI CITY)KUIIA U CBO-
€00pa3HbIMH 300MapKepaMH CaKpaJlbHOTO MHUPA, BEb B MOHMMAaHUH Ka3aXOB: «EIIKi
— caiiTanHaH (Ko3a — U3 IbsIBOJIA); KOW — oTTaH (0apaH — U3 OTH:); Tyle — copaaH (Bep-
OJIFO — M3 3EMJIH); JKBUIKBI — JKeJIIeH (KOHb — U3 BeTpa); CHBIP — cynaH (KOpoBa — U3
BOJIBI). B TakoM BHjie KOUEBHUKH MPEACTABIISUIN YETHIPE IPUPOIAHBIC CTHXHU: OTOHB,
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BO3IyX, 3MJIIO ¥ BOJY, & TAKOW MOTHB B KYPaK 9acTO HCIIOJIb30BaJICS B JIEKOPE HABO-
JIOUCK I HOI[yIHCK. B JAaHHOM cnyqae MOTHUB HpI/IBBaH OTpaSI/ITB HACK — «HpI/IyM-
HOXUTH 60FaTCTBO, JaBaThb HpI/IHJIOI[, HpI/IBHOCI/ITL ((HIIOIIOpOIIHOC Ha4dalio», OTMEYacT
A. M. Cexkeena (Cekeesa, 2022:178).

Jpyrum yacTto BCTpedaeMbIM MOTHBOM B JIOCKyTHOM TEXHUKE Hapo/10B LleHTpanbHOU
A3ui sBISIETCS KPECT, KPECTOBUHA. DTOT AEMEHT CUMBOIIU3UPYET KOCHOBHBIE 3aKO-
HBI OBITHSI, CONSPHBII CUMBOJ, @ TaKKe CHMBOJI IIEHTPA, 3HAK, YIIOPSIOUHUBAIOIIIH
IIPOCTPAHCTBO, JAIOIIUN OPUEHTALMIO, YKa3bIBAIOUIUNM HA YEThIPE CTOPOHBI CBETA»
(Cexeena, 2022:182). 1I3BecTHO, 4TO B pa3THIHBIX MH(POIOTHUECKIX CHCTEMaX IEHTP
MUPa HaJeJsuIcs MAaKCUMAJIbHOM CaKpaJlbHOU CUIIOH, SIBISUICS UCTOYHUKOM IOPSZIKA,
MecToM TBopeHHs. [Ipu 3ToM 1eHTp 3HaKa MOT OBITh OTMEUEH €Ie OJHUM TaKUM Ke
3HAKOM MEHBILETO pa3Mepa, HaIMIAJHO BBICTYTAs KAK MUKPOKOCM U «HCTOUHHK» BCETO
n3o6paxenus. Takum 0Opa3oM, kpecTooOpa3Hble (PUTYphl H3BECTHBIC 110 KepamMuye-
CKOMY JIEKOPY CO BpeMEH HEOInTa, ObUTH CBsA3aHbl ¢ uaeeil ConHIa, 1, COOTBETCTBEH-
HO, HeOeCHOro, 00’KECTBEHHOTO TIOKPOBUTENBCTBA, YTO HAMIIO OTPAXKEHNE HE TOIBKO
B KYpaK, HO ¥ BO BCEM JEKOPATHUBHO-IPUKIJIATHOM HCKyccTBe LleHTpansHO# A3nu.

OnuH U3 BapHaHTOB KpecTa y Ka3aXoB Ha3blBaeTcs «OecTaHOa», KOTOPBIA B OCHOB-
HOM TPaKTYeTCsl KaK 3HaK — LEHTP YNOPSA0YEHHOIO NPOCTPAHCTBA, HAJINYHUE IVIABbI
ceMbH. B nenom, cymecrtByer nopsaka 6onee 40 BApHaHTOB OPHAMEHTA y Ka3aXCKUX
JIOCKYTHBIX OJIesiJI, KOTOPBIE OTPaKaloT HanboJee 3HAYNMBIe KYIBTYpHBIE YHUBEpCa-
JIUH: 3aITATy HeOa (KyJIbI3 — 3Be3/a, all — JIyHa U T. 1I.), WACH IUTOA0POIHs (MPeK —3H-
r3ar, KeMITUp KOCAK — pajayra u T.1.), 3alUTy U JOCTaTOK (KOC MyHn3 — MOTHB HapHBIX
POTOB, KOLIKAap Myil3 — MOTHB pora 6apaHa U T.1I.) U MHOTHE JIpyTHe.

CamMo ke TPaJMIMOHHOE Ha3BaHUE TEXHHKH — «KYpaK», IIPOUCXOAAIIEE OT CJIOBA
KKYPY» BbIAGUNO 064 3HAYeHUs. 9020 c1oed. QOHO — «THOCIbY, «yMUPATh», «IIPO-
Ma/IaTh», «HMCYe3aThy», KYHHUTOXKATHC», a MPYTOe «CO3TAHUE», «CO3MaTh», «COCTa-
BUTBY», «CTPOUTHY», «COSIUHATEY JEMOHCTPUPYET JBa B3aNMOMCKIIIOYAIONINX CEMaH-
THUYECKOTO 3HAUCHUS: «OT Pa3pyIICHHUs K CO3UAAHHUION», YTO B MPUHIUIE 3aJI0KCHO B
CaMOM CMBICIIOBOM COJICp)KaHUM JIOCKYTHBIX M3/EJINIl: OT CMEPTH K POXKIACHHUIO, OT
Xaoca K TapMOHHUHM, OT IIOXOPOH K CBaabOe M T.X., KOTOPOE TPAKTyeTCs HAMH B Ka-
YEeCTBE CHMBOJIMYECKOTO BBIPAXKECHHS yaIbHOCTH MHpPA, a CaAMO JIOCKYTHOE OIEsUIO
seisgercs no cinoBam U. B. Okrsa6peckoit 1 3. K. CyparanoBoit MaTepuaibHBIM BBI-
pakeHueM «CUMBOIA OanaHca mpoTuBomONOKHOCTEH» (OKTs0pheKast, CyparaHosa,
2010:437). Kpome TOr0, TOCKYTHOE IIUTHE y a3epOaiiPkaHIIeB, Ha3bIBaeMOE gurama
(B 1I0CIIOBHOM NEPEBOAE CBSI3aHHbINM, COSTMHEHHBIH TaKkXKe TPaKaeT UJICI0 COeHHE-
HUS/€IMHEHNS YacTell B eJioe. DTO MPEKPACHO OTPAXKACT TPaJULHUS PA3AauH JOCKY-
TOB (3KBIPTHIC) BCEM NPUCYTCTBYIOIINUM Ha BaXKHBIX COOBITHAX — CBa/Ib0E, POXKICHUH
MITafICHIIa, TIOXOPOHAX TIIyOOKHUX CTAPHKOB OBITYeT Y MHOTHX HapooB LleHTpansHoi
Asnn. CanTanock, Y70 MHOKECTBEHHOCTB JIOCKYTKOB BIIHSIECT HAa H300MIINE: yBETHIe-
HHUE ITOTOMCTBA, IPUYMHOKEHHE UMYIIECTBA, IPUIION CKoTa U T.A. JKenmmus! L{en-
TPAJILHOW A3MH 10 CHX TIOp CUUTAIOT, YTO ITOJYUSHHUE JIOCKYTOB C JIFOOOT0 TOPIKECTBA
IIPEJIIIoNIaraeT CKopoe M OIaronoyiyqHoe NpoBeJeHHE IT0J00HOTO TOPIKECTBA yXKe Y
ce0sl B CEMbE, a ETO KHETIONYUCHUE» MOXKET 00EpHYTHCS IITyOOKOH 00MI0i 1 TOBOZIOM
JUTSL pa3HOTIIACHS B JKEHCKOM COOOIIIECTBE.
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B 1enom, opHaMeHTalIbHAsE KOMIO3UIMSA KYPAK, €r0 U3SIIHOCTh 3aBUCIH OT YPOBHS
MacTCepCTBa, HO BCEX €€ TEXHUYCCKHHM HI0OAHCAX COXPAaHUJIOCh NIOHUMAHNEC JIOCKYTHO-
TO M3JENHs Kak OoTpakeHHs BceneHHOH, ceMeifHOro obepera, a ero MPHCYTCTBHE B
COCTaBC NPUAAHHOTO OCMBICIIMBACTCA KaK CBOCO6pa3HbII>’I TaJIUCMaH MOHOHOﬁ, TOJIBKO
CO3/IaHHOU CEMLE.

Kak BUIHO U3 BBILIENIPEICTABICHHBIX MAaT€PHAJIOB, IOPOW OJIUH 3JIEMEHT U €ro KOM-
OWHAIMU pa3sHBIMH ATHOKYJIBETYpaMH (Jlake B JIOHE OJHOTO PErHOHA) MPOCHUpYyeT
HECKOJIBKO CMBICIIOB, T.€. KOMITO3UITMH MOTYT OBITh MHOTO3HAuHBIMH, a JETaIbHOE
BBISIBJICHHE BCEX YPOBHEH 3HAUEHUS MPEACTABISAETCS HAM BECbMa CIIOKHOM 3a1aden
13-32 OTCYTCTBUS MOJIHOTO 00beMa HH(OPMALIUH TSl COBPEMEHHBIX MCCIIeoBaTeNei
110 0COOGHHOCTSIM TPAIMIIMOHHON JJOCKYTHOH TeXHUKHU peruoHa. K coxarnenuto, ca-
MbIe paHHHE ee apTedakThl oTHOCATCsA K KoHIy XIX B. — Hawanmy XX B. (He Oeps
B YYET 2JIEMEHTHI JIOCKYTHOTO IINThs, OOHApYKeHHBIC B [1a3BIPBIKCKUX KypraHax).
Takum 00pa3oM, BOCTIPHUSITHE CMBICTA BU3YabHOTO OOPAICHUST 3aBUCHT OT MHOXE-
CTBa KyJBTYPHBIX, HCTOPUUECKHUX U CUTYaTUBHBIX HIOAHCOB, OHO BEChMa dPeMEpPHO U
MOJKET, B 3aBUCHMOCTH OT KOHTEKCTa U3MEHSATHCS.

OnHako, OJHO3HAYHO, YTO B TPAAUIMOHHON KyJbType MPOU3BEAEHHs HCKYCCTBA, a
KYpaK TaKOBBIM H SIBJISICTCSI, ObLIM TECHO CBSI3aHBI C Marueil U puTyaaoM (CBaJaeOHbIM,
MTOXOPOHHBIM, TIPAKTHKON MOYMTAHUS CBAIICHHBIX MECT U T. JI.), @ MHOTOKpPAaTHO II0-
BTOPSIIOIINECS OJHU H TE e BU3YyaJIbHbIC MeTa(OPHI OTPAXKAIOT YCTOHIHUBEIE (OPMY-
JIbl ONUCAHUSI ONPEAEICHHBIX CIOKETOB U IPEACTaBICHUN 0 Mupe, KOTOpble UMENU
OOIBIITYI0 TPAarMaTHYECKYI0 LIEHHOCTb.

biaronaps cBoeii OTHOCUTENBHO ITPOCTOM U TAPMOHUYHON CTPYKTYpE KypakK MOy Yl
0oJIbIIIOE PACIIPOCTPAHEHUE BO BCEM MHpE, @ €MKO IO-(QHIOCOPCKH «HEBOCTpeOo-
BaHHBII» JTOCKYT («HEBIIUTHII» B CHCTEMY MUPO3AaHHS) BEIPAXKACTCS B Ka3aXCKOM
MTOHATHH XKETi )KYT (CeMb OelT): HeBOCTPpEeOOBAHHOE CIIOBO, 00E3IIOAEBIIIast 3eMIIA, 03€-
po 6e3 ntur, Hapox Oe3 MpeaBOANTENS, XpaOphIid MyX, JTUIIEHHBIH POANHEI, CTapell,
JIUIIUBIIHNACS CBEPCTHHKOB M — HECIITUTHIE JTIOCKYTHI. Tak, 1Mo cioBam 3. ['tonb Hecmu-
ThI€ JTOCKYThl BOCTIPHHUMAIOTCS KaK pa3pylIeHHe CBA3eH — POJCTBEHHBIX, COI[HATb-
HBIX, IPUPOAHBIX. B cBOIO ouepenb, CIIUTHIN Kypak — MOJIEIb U rapaHT LEeI0CTHOCTU
mupa (T'roms, 2019: 84).

Coznanune HoBoit 'apmonuu: Kypak B COBpeMeHHOM UcKyccTBe LlenTpanbHoit Azuu.
Kypak xak cumBon m 06pa3 9acTo (uUrypupyeT B KHBOIHCH LleHTpambHON As3mm.
Tomy mpumMep TBOpUECTBO psja Xy4o:KHUKOB Melip:xana Hyproxkuna, yxana Mar3-
yMoBa, 3yxypa XabuOynaesa, Makcykone Mupmyxamenose, FOpucrandek 1lurae-
Ba, ['ynbHyp MykaxaHOBOM U MH. JIp.

Kypak keprie OyKBaJIbHO CTAHOBHUTCSI OZIHMIM M3 3HAKOBBIX JJIEMEHTOB TBOPYECTBA Ka-
3aXCTaHCKOTO XynoxkHMKa Melipxxana Hyproxuna. 31o Takne paboTsl kak «KpacHsre
Tydenskn» (2017), «banmaypen» (2019), «Ha oxoty» (2019), «JlockyTHOE 0nesIo»
(2019), mpuuem y mocneHe MHOTO O0Jiee paHHHX aBTOPCKUX BapHaHTOB; «[OCTb»
(2021) u gp. [paxkTuyecku B Jr000H KapTHHE XyJOKHUKA KYPaK CBsI3aH C JETCTBOM,
¢ IeTbMH. AHanmu3upylo, ero TBopyectso I. K. [llanabaesa numrer: no paboram Meii-
p’KaHa 4yBCTBYETCSI, YTO PHCYEMBIE UM KapTHHBI MUPA U IPUPOABI UAYT U3HYTPH,
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Pucynox 1. Meupoican Hypeoowcun. Ha oxomy, 2019. Xoncm, macno.
Hcmounux: hitps.//zhaukhar.kz

13 JIyIIH, U3 ITaMSTH, 9TO BCE TO, YTO OH PUCYET €My 3HAKOMO HE TI0 OTKPBITOUHBIM
BHJIAM JIJISl TYPUCTOB, OHU POJIOM M3 JETCTBA. Bce JeTHHEe KaHUKYIIbI MAJIBIMKOM OH
IIPOBOJMII y CBOUX POJICTBEHHUKOB-uabaHOB B ayie U Ha mactOumax. OTcrona u nry-
OWHHBII HAPOIHBIN KOJOPUT, HAllMOHANIBHAsE MeHTaIbHOCTH (I1lanabaesa, 2016).

XyH0)KHHUK OOBITPHIBACT CKKET C KypaK KOpIie B Pa3IMYHBIX BAPUALMAXK: JIFOO0OE MPo-
H3BEJICHHE, TIe XYAOKHUK HCIIONB3YeT KypaK KepIe MPOYHO CBSI3aHO C MHPOM JIET-
CTBa, CO3/aBasi OCOOBIM KOJOPUT M KakK OBl IEHTPHUPYS W MOTYEPKUBAsS BU3yaIbHOE
roBecTBoBaHue Mupo3nanus, HaunHaoero ¢ pognoro Jloma. Kapruna «Ha oxory»
(Pucynoxk 1) 3ameuatiena urpy AeTel, Ije Ha HABEIIAHHOM Ha 3a00p SIPKOM Kypak
KepIle, KaKk Ha KOHE BOCCEIAIOT JIBOE MaJIBYMKOB, a MaJeHbKas JeBOYKa HaOIronaer
3a BCEM IIPOUCXOSINUM. 3[€Ch KYPaK CO CBOCH €CTCCTBEHHOW IO MPHPOAE SPKOU
CTPYKTYpE PE3KO KOHTPACTHUPYET TOYTH OJHOTOHHO TOJTYOBIM HEOOM, MPUTSTHBAS
BHUMaHHE 3pUTEIS HO, BCE JKE HE OTBIICKAsk 3pUTEISI OT CIOKeTa — Ml eTeit. Kypax
Kopne it XyJO)KHHUKA — 5TO BE€IIb IMOAYECPKHYTO, CBA3aHHAA C ACTbMH, C NETCKUMU
BOCIIOMHMHAHUAMU — APKUMHU, CUSIOIMUMHU PAJOCTHBIMU KPACKaMU KaK U CaMO OJCAIIO0.
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[IpuBnexaeT BHUMaHUE KOMIIO3HMIIMS KOKILIETAyCKOro XyJokHUKa — [lykana Mars-
yMoBa «OkeMHIH TaHb (2008), KOTOpPYIO MBI paccMaTpuUBaeM KakK CBOEOOpa3HOe
IIPOIOJKEHUE U3BEYHOI'O yXOBHOIO IIyTH Kaxaoro u3 Hac. IlyTb 3TOT HauumHaercs
C HAIIUM POXKICHHUEM H JUINTCS BCIO *KM3HB. PaboTa mocasmieHa 0ObIICHHOMY U TIPU
9TOM IIYOOKO CaKkpalbHOMY MPOLecCy MOATOTOBKH yTpeHHel Tpamnessl Oxe. Ha dpone
MOIIIHOTO JIepeBa — 3eMHOT0 BoruioieHus: MupoBoro [Ipesa-baiitepeka, 6ennoit koObI-
JIUIBI 1 KYO1 (TIOCY/IB! st B3OMBAHUS KyMbIca) OKe, COTHYBIIUCH, TOIIUT CaMayphIH.
C mepBoro *e B3MIAAa OpocaeTcs B IMa3a MaJICHBKOE JIOCKYTHOE OJISsI0 — Kypak Kep-
1€, KOTOpO€E JEPKUT B CBOUX PYKaX IOXKUJIAsl )KEHIMHA. Takoe KepIe B TpaAULIUOH-
HOH KyNbType Ka3axoB OJIUIETBOPIET coOoi BeeneHnyro, MakpoOKOCM B MHHHATIOPE.
CumBas sipKre TKaHEeBbIE JTIOCKYTKH B €IMHOE MOJIOTHO JUISI KOpIle, Ka3aXCKUe KEeHILHU-
HBI CIIOBHO OXKUBIISUIM apXaW4dHbIe MUl TBOPEHHUs, KaXK/IBIH pa3 MOBTOPSS PUTYAI,
rae Topen-TeHrpu co3maeT coHIe, JIyHY, PaayTy, J0KIb, oOlaka, IBETHI H BCE BO-
KkpyT. Tak 1 Oxe HaunHAET CBOM JIeHb ¢ akTa TBOpeHHs. OHa KaX0€ yTPO OCYLIECT-
BIISIET OOBIKHOBEHHOE BOJIIEOCTBO, COSTUHAS JIOCKYTKH CHIOMHHYTHBIX COOBITHH B
KHU3HEHHOE MOJOTHO. Tem ©ke XpaHHUT KU3Hb U ObIT poxHoro Kexme, a BMecTe ¢
HUM M BCEJICHHYIO Ka3aXCKOW KyJIBTYPBI B LIEJIOM.

DeMeHThl KypaK MPUCYTCTBYIOT M Ha KapTHHAX M3BECTHOIO TaKHKCKOTO XYIOXK-
Huka 3yxypa XabuOynaesa. K mpumepy, B ero padore «bazap» (1972), rae uzobpa-
JKEHbI NPOJABIBI TPAIMIMOHHOTO TEKCTHJISI M MAaJCHbKUH MaJbuMK C JIOOOIBIT-
CTBOM, CMOTpsLINI Ha mpoucxozsiuee. LlenTpanbHas Gurypa — )eHIIMHA B SIPKOM
OMPIO30BOM IIIaThe, NEPKHUT B pyKax HEOOJBIIOE CIO3aHHE, a BECh (POH KAPTHHBI
[TOKPBIBAIOT, Pa3MBIThIC, HO YJIOBHUMBIC KYPOKH, OOBCIUHSS KOMIIO3UIMIO B €AUHOE
Lelioe — MeCTPY KapTHHY KH3HU. B 1enom, Bce paboThl XyJO)KHUKA OTIHYAKOTCS
SHEPTUYHOCTHIO, IIBETOBBIMU KOHCTPACTaMU M IWHAMUYHBIM PHCYHKOM («['0cTHHHIIA
Hypex», 1962; «Ilamupckuii HaTropMopT», 1964; «baxopy», 1967; «Kaxnay, 1972) n
np. Tema uckyccrBa XabuOyimaeBa — 3TO JKU3HB BO BCEM €€ pa3HOOOpas3uH, TIe 0Co-
OEHHOCTH KYPOK B Kau€CTBE KOJIOPUCTHYECKOI'O IpHeMa 3aHMMaeT 0co00e MeCTo Juist
BBIPKCHUS €r0 TBOPYECKUX UACH U 3aMbICIOB. Tak, OMOCpeI0OBaHHOE BIHSHUC TPa-
JULIHOHHOTO KYPAK BBIPAKACTCS M B XYIOKECTBCHHBIX IPHEMaX XyJIO0XKHUKOB. Tomy
[IPUMEp TBOPYECTBO JAPYroro Ta/KUKCKOTO XyJAoKHNKa MakcymkoHe MupMyxame/io-
Be, pabOTHI KOTOPOTO TOCTPOCHBI 10 MPUHIIAITY JIOCKYTHOTO ITOJIOTHA — COYCTaHHUS
SIPKMX M KOHTPACTHBIX IBETOB, a TAKXKE Pa3IMYHBIX I'€OMETPUUECKHX (Guryp. 1o
«Cewmeitnprit ouar» (2022), «['panaroBas 100086» (2022) u 1p.

B u3yuaeMoM HanpaBIeHUH BBILAEIAIOTCS M TBOPUECTBO KbIPTBI3CTAHCKUX XYHIOKHH-
xoB. K mpumepy, FOpncranbek Illnraes BeipaskaeT U0 COSAMHEHNUS JacTeH B I[eI0e
HEMHOTO B JPYTroii popMe: CHHTE30M TPaANIMOHHBIX HAPOAHBIX OPHAMEHTOB, IPEH-
MYIIECTBEHHO FreOMeTpuIecKoil popmsl. Ero TBopueckuii MEeTos SBHO IPOCIECKHUBACT-
cs1 B TaKHMX Mpom3BeaeHusIX kak «Manacy (2002), «Tamra Manacay» (2002) u npyrux.

VY36ekcKkuil KypoK MO-COBPEMEHHOMY OXKHBaeT B PabOTe HM3BECTHOTO XYJOXKHHKA,
rpaduka U MacTepa JockyTHoro mmths Tompa Illapunosa. VcTouHnKOM ero BIOX-
HOBEHHUS SIBISIETCS] TPAAULIMOHHBIN y30€KCKUI TEKCTHUIIb, YEPE3 KOTOPBIN KaK HENb3s
JydIle OTpakaeT 00passl TPAAUIIMOHHON KyIbTYphL. «Uepe3 HHTepIpeTanuio S3bIKa
TEKCTHJIS B CBOMX paboTax, OH CO3[aeT CBOW OCOOBIH MHp, B KOTOPOM JIFOIN MOTYT
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IIPEBPAIIATECSl B OPHAMEHT M, HA00OPOT, U3 JOCKYTKOB COOMPAIOTCS Topoja, U Mbl
Ha4YMHAeM OLIYIIATh UX PUTMBI, 3BYKH...», CKa3ana uckyccrsosen K. Axunosa (Axu-
noBa, 2022) Ha BEICTaBKE XyJIOKHHKA.

He MeHee MHTEpECHBI TBOPEHUS BBIIAIOLIEIOCS XyHLO0XKHUKA COBPEMEHHOIO Y30€KH-
craHa — BsgecnaBa (FOpsr) YcenHOBa, KOTOPBIHA IIOZOTBOPHO IKCIIEPUMEHTHPYET B
CaMBIX Pa3HBIX TEXHMKax: roOeleHe, BsI3aHHUH, JIOCKyTHOE IIUThe  Jp. Ero mo npa-
BY Ha3bIBalOT MEPBOOTKPHIBATEJIEM HOBOTO HANpaBlICHUsI — (pakTaJbHOIO BepHU3Ma
CyTb, KOTOPOTO 3aKJIIOYaeTCs B IPOCTON Mee — KOIMMPOBAHUN U MacIITaOMPOBAHUN
IPOCTBIX (UI'Yp M MX Pa3HOOOPA3HBIX COUETaHWH. DTa Mies, HA Halll B3IJISL BIIOJIHE
COOTHOCHMA C IpaBwiIaMu (opMo0oOpa30BaHUs B TPAIUIIHOHHOM JIOCKYTHOM LIHTHE
HapojoB llenTpanbpHoii A3un.

[TpuBnexarenbHbI TaKue MPOESKTHI XYIOKHHUKA Kak: «Occyapwii 11l TEKCTOB U MBI
(2020), «beperosas munaus: Ku3sik» (2021) u ap. Eciau B iepBoM MPOEKTE, XYTOKHHK,
B3sIB 32 KOHIENTYaJbHYIO OCHOBY CMBICI APEBHETO MOrpedaIbHOro cocyaa Mpoeru-
PYET ero Ha COBPEMEHHBIN CTPOHUTENBHBIA OyM M TIAHJIEMHIO, TO BO BTOPOM — aBTOP
oOpalaercst K KU3sKy UCKITIOUMTENBHO B TIOJIOKHUTEIBHOM KITFOYE, KaK K TPaIUIiOH-
HOMY dHeprorocutento. Ho, Bce e XyIoKHUK B 9TOM MPOEKTE CTPEMUTCS TOAUEP-
KHYTh TPOOJIEMY «HEOTPEICIEHHOT0», COSNUHSS XyI0KCCTBCHHON JTMHUCH «IIOXY
KH3S5IKa» U «3TO0XY TNI00ATBHBIX SJHEPTUI.

B KOHTEKCTE HACTOSIIIEro MCCIECNOBAHMS 3HAYMMBI Takue paboTel B. YcenHoBa Kak:
«Hctox» (2001), «ITo motuBam Camapxaniackoil apxurextyps» (2008), «Ilo motu-
Bam Byxapckoit apxurextyps» (2009), «'eomerpus Bpemenn» (2011), «IToxnmenne
cBactukm» (2013) u mHOrue npyrue. HekoTopeie U3 MepedncIeHHBIX pabOT aBTopa
BBINTOJTHEHBI B PEATIbHON JIOCKYTHOHN TEXHUKE, a JPYTHX IMPHEMBI JOCKYTHOTO IIUTHS
UCTIONB3YIOTCS KaK (POPMOOOPA3YIOIIHIA 3IEMEHT XyI0KECTBEHHOTO IIPOCTPAHCTBA.

Pa6ora B. Yceunosa «Mctok» (2001), BeImONHEHHAs] B CMEUIAHHOW TEXHUKE Tpe-
CTaBIAET COOOH MOYTH KBAApaTHOE TEKCTHIBHOE ITOJIOTHO, I7IE B IIEHTPE TOMeIIIe-
Ha poMOoBUIHAs PUTYpa, 3aKITIOUYCHHAs B KBajpar. [Ipeobnanaronmii cure-roinyooi
[BET IEHTPATHLHON (UTYphl HATIOMHHAET «IJ1a3» POIHUKA — UCTOYHHMKA YUCTEHIIeH
BOJIbI, METa(hU3NUCCKH — UCTOYHUKA OJIarOIaTHON SHEPTUHU.

KoHuenTyanbHO HISGHTUYHO PEUICHBI Takue paboThl XyaoxkHHKa Kak «[lo MoTuBam
Camapkanzckoit apxutektypb» (2008) u «Ilo MmotuBam Byxapckoii apXUTEKTyphD»
(2009). 3aramounslit 00pa3 3TUX APEBHHUX TOPOMAOB, KAK HEMb3sl JIydllle MepeiaH C
ITOMOIIIBIO JIOCKYTHOI TeXHUKH. BeMarprBasich, B TEOMETPHUYECKHE y30PhI 3THX TEK-
CTHJIBHBIX MOJIOTEH, CJIIOBHO «IIPOTYJIMBACIIBCSD [0 CTAPUHHBIM yinoukam CamapkaH-
na 1 Byxapsl, BIUTHIBast HX 0CO0YIO aypy.

Hcenenys, peHOMEH KYpak B TBOPUECTBE COBPEMEHHBIX XyIOXKHUKOB LleHTpanbHON
A3um, HeNmb3s HE YIOMHHYTh M O TBOPYECTBE €IIe€ OJHOTO Ka3aXCTAHCKOTO XYIO0XK-
nuka — Cynrana Mnsesa. XapakTepusys, €ro MHOTOTPaHHOE TBOPYECTBO UCKYCCTBO-
Ben K. MykaxkaHOBa IHIIET: MHOr0oOpa3Hbli Ha0Op M300pa3UTENBHBIX JIEMEHTOB,
JTAHHBIN BO BCEBO3MOXKHBIX BAPHAIMIX, OTCHUIAET K Ka3aXCKAM OpHAMEHTaM, C €To
HEU3MEHHBIMH PAIIIoOpTaMH. A [BETOBAsI HAPSIHOCTD — K KypaK-KopIIe, IOCKYTHOMY
ofesy, k 6ay u 6ackypam, a 1 KO BCEMY UHTEPbepy IOPTHI, H300UIEHOMY OpHAMEH-
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TUPOBaHHBIMU Belamu (MykakaHo-
Ba, 2021:15). 3mecy mpaBOMEpHBIM,
Oyzner 100aBHTh, YTO HE TOJHKO KO-
JIOPHT, HO U CaM MPUHIIUI WICHCHUS
MIPOCTPAHCTBA, & B HEKOTOPBIX Kap-
THHAX TPOCIICKUBAIOTCS U TPSMbBIC
aHAJOTU C Ka3aXCKUM Kypak KepIie.
K HuM OBI MBI OTHECTTH Takue pado-
ThI aBTOpA Kak «Y 3epkana» (2012),
«Hesecray (2013), «Aym» (2007),
«KoOb13-moM6pa» (2010) u mp.

JlockyTHass Mo3amka Kak (hopmo-
00pasyronmii IpUeM PO CICKUBACT-
Cs M B IPyTUX ’KaHpax BHU3YyaJlbHOTO
HCKyccTBa — Mypanax. K mpumepy,
Ka3aXCTaHCKHE XYyNOXHUKH Epikan
TanaeB u Axkanu 3akup (TBOpde-
ckas rpynma Tigrohaud crew) cos-
JIAlOT MypaJibl, KOTOPBIC YKpPaIIaloT
3nanust Acranbl, Anmarsl, Kaparan-
oel U ap. roponoB Kazaxcrama. K
npuMepy, o0pa3 BEIHKOTO Ka3aXCKo-
ro kpoimm KypMmanrasel moctpoeH
XyAOKHUKaMH FIMEHHO 1O IPHHITHAITY
JIOCKyTHOH MO3aWKH, Te JOMUHHUPYIOT TEIUIbIE KEITO-KOPUIHEBBIE I[BETa: [IBET KO-
0ObI3a, epeBa 1 conHna. Kak mpu3HaloTCs, caMy XyJOXKHUKH ITOA00HBIH prueM Tpedy-
€T OT 3PHUTEII BHUMATEIBHOCTH, HEOOXOINMO «BCMOTPETHCS» B TEOMETPHIO (DOPMBI U
L[BETA, YTOOBI YIIOBUTH BCE HIOAHCHI KOMITO3UIIUY U 00pasa.

Pucynok 2. Bauecnas (FOpa) Yceunos.
Hcmok, 2001. Cmewannas mexnuxa.
Hcmounux: https://useinov.uz

B uccnenyemoMm acnexre nmpuBIeKaloT U padoTsl ['yiapHyp MykaxanoBoii. B ee mpo-
eKTe C CHMBOJIMYCCKUM Ha3BaHWeM «JIokHas Hanmexma, Wi MOMEHT HaCTOSIIEro»
(2019) 6bUTH TIpecTaBIeHBI 28 TTOJIOTEH, BHITIOTHEHHBIE U3 TIAPUH, TIOPEKCa U BEIIO-
pa. B BEIOOpE SIPKUX ¥ OIECTAIINX MaTePHAIOB XyJTOXKHHIIA CCHUTASTCS HAa Ka3aXCKHUI
00bIYail IPENOAHOCUTH OTPE3bl TKAHEH B KayeCcTBE MOAAPKOB Ha CBAJbOBI M APYIrUe
TopkecTBa. OpHAKO, yTouHsAeT MyKa)xaHOBa, 9TH TKAHH HACTOJHKO HETPAKTHYHBIC,
YTO Yallle BCEro MX MPOCTO MepeaapuBaroT. Tak ApeBHUIT 00psia B COBPEMEHHOM MHUPE
npeBpaiaeTcs B GopManbHbIii 00MeH uHpopMalueid, orMmedaeT . Munkuna (MuH-
kuHa, 2022). Bo3MOXHO, MOATOMY B paboTe XyHMOXKHHIBI «MOMEHT HACTOSIIET0Y»
(PucyHnok 3) MBI BUAUM yXKe HE YETKO CTPYKTYPUPOBAHHOE IIPOCTPAHCTBO, a HEKYIO
XaO0THYHYIO IIBETHYIO Komro3uiuio. Ho, Bce ke KyCOYKH ATHX TKaHEH, BEIpaXkasch
cioBamu M. A. BIoMHUH «ITOpOKAAlOT BHOpanny U KomeOaHHs IMPOCTPAHCTBEHHBIX
30m» (bmomun, 2018: 646).

KoHeuyHo ke, JIOCKYT M TEXHHKA €r0 BBIIIOJIHCHUS BIOXHOBISICT HE TOJBKO XYIIOXK-
HukoB llenTpanpHoit A3un. McTopusi MCKycCTB 3Ha€M MHOTHE NPHMEpPBI TBOPYE-
CKUX 9SKCIIEPHMEHTOB, KOTOPBIC MPUBEIH K Pa3sHOOOPa3HBIM OTKPBITHSIM. OXHUM
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13 TaKUX MPOAYKTHBHBIX MPUMEPOB siBisieTcsi TBopuecTBo Conn u Pobepa [lenowne.
OnwceiBast, UX TBOpuecTBO M. A. BIOMHH OTMEYaeT, 4TO UX IKCIIEPUMEHTHI C JIO-
CKYTHOW TEXHUKOW MPUBEITH K CO3JJAHHIO TMEPBBIX CHMYJIbTAHHBIX MPOU3BEIACHUH. ...
JIOCKYTHOE OJIESUIO CBITPAo OCOOYIO pPOJb B Pa3BUTHUM HCKYCCTBA aBaHrapja, cTaB
apredakToM, 0OONAJAIOIIUM MOIIHBIM TBOPYECKUM MOTCHIMATIOM, MHUINCT YYCHBII
(bnromun 2018, 649).

3akiioueHue

B mactosmied crarbe ObUTAa NMPEANPHHATA IIONBITKA OCMBICICHUS (DEHOMEHa Kypak
C TOYKH 3PEHHS CEMHOTHUECKOTO MOAXOMa, TAe BCS «UH(OpMAIs», IepeaaBacMas
C IIOMOILBIO HEro, B caMOM OOIIEM BHJIE TPAKTYETCS HAMH KaK OTHOILEHUE MEXy
3HaKOHOCHUTEJIEM (JIOCKYTOM) M BCEM COOOILECTBOM, /i€ JIOCKYTY BBIIEISIETCS POIJIb
1 (QYHKINE HEKOETO «rapMOHHU3aTOpa» OTHOIICHUMH, MPU3BAHHOTO 3aIIUTUTH U 00e-
perars JIIONIeH, a TakXKe CII0COOCTBOBATh COIMATBHOMY YTBEPIKICHHUIO, «JICTUTHMH-
3aIM» TeX W3MEHEHHH, KOTOphle OH (HUKCHpyeT (cBaabda, pOXKICHHE, TTOXOPOHBI,
WHUIAALUS | T.1.).

ITosTOMYy, Ha HalI B3I, 10 CETOJIHALIHErO JIHA B CO3HAHUU HapozoB LleHTpanbHOU
A3uu, coxpassach yOeKIeHHOCTb, YTO IIPH IMOMOILH JIOCKYTA TKaHU — Ba)KHEHIIIEro
00pSITOBOTO AIIEMEHTa, MOYKHO JTOCTHYh KEJTAeMbIX IeJel M OJaroTBOPHO MOBIHUATH
Ha XOJ[ TeX WJIM MHBIX COOBITHI B )KH3HH YEJIOBEKA, YTO HAXOAHUT OTPAKEHUE U B CO-
BPEMEHHOM HCKyccTBe. MHOTIa HampsMyro, a WHOT/Ia KOCBEHHBIM 00pa3oM B BHIE
XYJI0’)KECTBEHHOTO ITpUema.

Hcnonb3yemblii pu co3laHUM 0O0pa30oB COBPEMEHHOI0 HMCKyccTBa LleHTpanbHOI
A3uM Kypak — Bu3yalibHas MeTaopa MOXHO PAcCMaTpUBATh KaK XyHLOXECTBEHHOE
CPEJCTBO, C MTOMOIIBIO KOTOPOTO JIFOAN 00paIaioTes ApYT ¢ IPyroM, ¢ BeicmimMu cu-
JIaMH, IIPOCSI OTHOTO U TOXKE KaK MHOT'O CTOJIETHH Ha3aj: 4apoBaTh CBET U TAPMOHHUIO,
IIPOTHATH THMY, 00€CIICUHTS 3anuTy. .. 1 371ech He IMEIOT 3HAYEHHSI TEXHOJIOTHH pea-
JIU3aLUH XY/10’K€CTBEHHOT0 Mpou3BeieHns. CyIeCTBeHHBIM SBIISCTCS 3aMbICEN BU3Y-
aJIbHOTO COOOIIEHHUS, a OH KaK U3BECTHO HE 3aBUCHUT OT TEXHOJIOTHIA.
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OI'OHb 1 EI'O ITPOU3BO/IHBIE B PUTYAJIbHOM ITPAKTUKE
KA3AXOB: CEMAHTHYECKHWE U CEMUOTHYECKHUE ACITEKTBI

AnHotanus. OTOHb U ero MPOMW3BOIHEIC (CaXka M 30J1a) UTPad BaKHYIO POJIb B Tpa-
JTUIHOHHON KyJBType Ka3axOB, PEIHUKTHI IIOYHTAHHUS KOTOPBIX COXPAHMIINCH BIUIOTH
JI0 CETOIHSAIIHETO TH:. B HacTosmeH craTbe paccMaTpHBarOTCs TPAAUIOHHBIC ITPE-
CTaBJICHUSI Ka3aXOB, CBA3aHHBIC C OTHEM, Caxel, 305101, X (DYHKIMH U POJIU B 00-
PAIOBO-pUTYaJIbHOM MPaKTHKE, a TaKXKe 3HAKOBOE COJEpIKaHUE AHHBIX AIIEMEHTOB.
ABTOpBI CTaThH IPH MTOMOLIHM (PYHKIIMOHAIBEHOTO ITOIX0/a BBISBIISIOT MPAKTHYCCKHE
(YHKIMU OTHS, KOTOPBIE JICTIH B OCHOBY CHMBOJIMYECKOTO COICPIKAHHS B PHTYaIIb-
HOW TpaKTHKE Ka3axCKoro Hapoia. OTOHB, OyIydH OIHHM W3 3JIEMEHTOB IPHUPOJBI
CTAHOBHUTCS MTOCPEIHNKOM, KOTOPBIH «OKYIBTYPHID» 9eJIOBeKa M CTall OXHUM U3 ap-
XaW4HBIX YHHBEPCATHUN KyIbTyphl. BylTydun OMHHM M3 CaMBIX apXaWyYHBIX JIEMEHTOB
KYJBTYpBI, OTOHb SIBJISIETCSL YAaCThIO KyJIBTypHOro kofaa. HecmoTps Ha To, 4To QyHK-
LUOHAIILHOCTD B OBITY ObLIa SIUHOI 10 BCEMY MHUpY, B PHUTYaJIbHOW MPAKTHKE Ke
OrOHb MMEJ pa3IMYHYI0 HHTEPIPETALNIO B PA3HbIX KyJIbTypax. Mlcxost U3 3Toro npu
ITOMOIIN CEMAaHTHYECKOTO METO/IAa U KPOCC-KYIBTYPHOTO aHAIN3a aBTOPHI BRIABIIAIOT
€T0 3HAKOBOE COZEpIKAHNE.

BwMmecTe ¢ TeM, JaHHOE UCCIEIOBAHUE XapaKTEPU3yeTCs OXBATOM M aHAIU30M IIUPO-
KHUX MaTepuanoB (MakpoOIMoOIX0a) U3 KyIbTyp TIOPKCKUX U JPYTHX HApOJOB, KOTOpPBIE
MO3BOJISIIOT BBISIBUTH OCHOBHBIE 2IEMEHTBI ATUX MPAKTUK U UX BAPHAHTOB (TUIOB) B
00IIEMIPOBOM KYJIBTYPHOM IIPOCTPAHCTBE.

HaCTOHH_IaH CTaThsA IIOCBAIICHA ITOCTAHOBKE HpO6J'[eMI>I HU3y4YCHUA NAaHHOT'O KYJIbTYp-
HOTO q)eHOMeHa " ONPEACIICHUA HaHLHeﬁIHHX TICPCIIEKTUB €T0 UCCICIOBAHMA.

KuroueBble cj10Ba: OTOHB, CaXa, 30J1a, TIOPKH, pUTYaIIbl, 3THOTrpaduIeCcKre HCCIeI0-
BaHMUsl, OYMIIIEHHE, OUar, CHMBOJI, axis mundi.
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Abwvinail xan amwvinoazel Kazax Xanvikapanwix
Kamuvinacmap sicone Onem Tindep Ynusepcumemi
Anmamet, Kazaxcman
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KA3AKTBIH CAJIT-A9CTYPIAEI'T OT IIEH OHBIH TYBIH/IBIJIAPBI:
CEMAHTHUKAJIBIK ’)KOHE CEMUOTHUKAJIBIK ACIIEKTIVIEPI

Anaarna. OT XoHE OHBIH TYBIHIBUIAPHI (KYHe MEH KyJ) Ka3aKTapAblH JOCTYPIi
MOJICHHETIH/Ie MAHBI3/IbI PO aTKAP/bI, ONAPABIH KYPMET XKoJirepuepi OYyTiHTi KyH-
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re Jeiin cakranraH. Ochl Makaiala Ka3aKTapIslH OTKa, Kylere, Kyire OaillaHbICTHI
JOCTYPIIl TYCIHIKTEpi, OTapIBIH CAITTHIK MPAKTHKAAAFbl (QyHKIMSIIApEl MEH POIepi,
COH/Iaif-aKk OCHI AMEMEHTTEPAIH CHMBOJIIBIK Ma3MYHBI KapacThIpBUTaAbl. Makana aB-
TOpIapbl GYHKIHMOHAIIBIK TICIINIH KOMETIMEH Ka3aK XaJIKBIHBIH CAJITTBIK MapKTH-
KacChIHJIaFbl CHMBOJIIBIK Ma3MYHHBIH HETi31H KYPaWThIH OTTHIH MPAKTHKAJIBIK (QyHK-
LUSIAPBIH aHBIKTAWIBl. OPT TAOWFAT 3JIeMEHTTEpiHIH Oipi 00Jia OTBIPHIM, aaaMIbI
OKETULIPreH» XKOHE MOJICHUCTTIH apXanKablK oMOeOanTapbIHbIH OipiHe aifHaIFaH
Jenyanta aifHamaasl. MoIeHHETTIH H apXauKaJbIK 3JIeMEHTTepiHiH Oipi 6oa OTHI-
PBITI, OT MOJIEHH KOATHIH Oetiri O6ombi Tadbutaapl. KyHnaenikTi emipaeri GyHKIno-
HaAJIABUIBIK OYKiT onemMiae OipTyTac GoiFaHBIHA KapaMacTaH, CalTTBIK ToxXipudene ot
OpTYpIi MOJCHUETTEpAE op Typii Tycinaipingi. OcklFaH cyiieHe OTHIpBIN, CeMaHTHU-
KaJIBIK OfiC TIeH MOJICHHETApPAIbIK TaJIAayIblH KOMETIMEH aBTOpJIAp OHBIH MaHBI3/IbI
Ma3MYHBIH aHBIKTaHIbI.

ConbIMeH Kartap, Oyl 3epTTey TYPKi oHe 0acKa XajabIKTapIblH MOJICHHETTEpiHEH
KeH MarepHuajiapbsl (MaKpo TOCUT) KaMTYMEH JKOHE TallayMeH CHIaTTalaabl, Oy
OCBI TOKIpUOENIEPIiH HETI3r1 MIEMEHTTEPIH JKOHE OJap/AbIH KAJIbl dJIEMIIK MOICHU
KEHICTIKTET1 HyCKalapbIH (TYpJepiH) aHbIKTayFa MYMKiHIK Oepei.

B¥J’I MaKaja OCbl M3JACHU K¥6HJ’ILICTBI 3EPTTCY MaceseciH aHbIKTayta KOHC OHbI 3€PT-
TeyZ[iH 60nama1< TMEPCIICKTUBAJIAPBIH aHBIKTAaytTa apHaJIiFaH.

Tyiiinai ce3nep: ot, Kylie, KyJ, TYpiKTep, paciMaep, STHOTpa(UsITBIK 3epTTEyIIep, Ta-
3apTy, OIIaK, CHMBOI, axis mundi.

D. K. Saikeneva

Kazakh Ablai khan University

of International Relations

and World Languages, Almaty, Kazakhsatn
e-mail: saiken.eva.d@gmail.com

THE FIRE AND ITS DERIVATIVES IN THE RITUAL PRACTICE
OF KAZAKHS: SEMANTIC AND SEMIOTIC ASPECTS

Abstract. Fire and its derivatives (soot and ash) played an essential role in the
traditional culture of the Kazakhs, the relics of which are revered up to today. This
article considers traditional representations of Kazakhs related to fire, soot, and ash,
their functions and roles in ritual practice, and the symbolic content of these elements.
The authors of the article with the help of a functional approach identify the practical
functions of fire, which formed the basis of symbolic content in the ritual practise of
the Kazakh people. Fire, being one of the elements of nature becomes the mediator,
which «culturized» man and became one of the archaic universals of culture. Being
one of the most archaic elements of culture, fire is part of the cultural code. Despite
the fact that functionality in everyday life was uniform throughout the world, the
ritual practice of fire had different interpretations in different cultures. Therefore, with
the help of the semantic method and cross-cultural analysis, the authors identify its
symbolic content.
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OT'OHb U ET'O ITPOU3BOHBIE B PUTYAJIbHOM ITPAKTUKE KA3AXOB:
CEMAHTHUYECKHE U CEMUOTUYECKUE ACITEKTbI

At the same time, this study is characterized by the coverage and analysis of broad
materials (macro-approach) from the cultures of Turkic and other peoples, which
allows identifying the main elements of these practices and their variants (types) in
the global cultural space.

This article is devoted to posing the problem of studying this cultural phenomenon and
determining further prospects for its study.

Keywords: fire, soot, ash, Turks, rituals, ethnographic research, purification, hearth,
symbol, axis mundi.

BBenenue

OroHb SIBISIETCS OHUM U3 CAMBIX apXaW4HBIX JIEMEHTOB MPHPOABI, KOTOPBIN yda-
CTBOBAJI B «OKYJIBTYpHBaHNUM» 4YeoBeKa. Ero (pusnueckue cBOWCTBA cOrpeBarh, CHKH-
raTh U OCBEIIATh HE TOJIBKO HAIUIH CBOE NMPUMEHEHHE B OBITY, HO U 3aHSUIN CBOE IIO-
4ETHOE MECTO B PUTYaAJIbHOM IIPAKTHKE MHOTUX HApPOIOB. B TpaauMoOHHON KyJIbType
Ka3aXCKOTO HAapoJa OTOHb 3aHMMAeT LEHTPAJIBbHOE MECTO B OBITOBOM M PHUTyalbHON
IIpAaKTUKE. PEIUKTBI OPEBHUX BEPOBAaHMM CBA3AHHBIX C OUYMINAMOIIEH M 3aIUTHOU
(dyHKLMEH OrHs 1O ceif IeHb COXPAaHWIINCh M NPAKTUKYIOTCs. OTOHB BOCIIPUHUMAIICS
KaK NMepcoOHN(HKAINS COIHIIA HA 3eMJIE, COOTBETCTBEHHO HAa CEMaHTHUECKOM yPOBHE
9TO CBsI3aHO ¢ 6OpBOOI 10Opa co 370M.

B putyanpHOM pakTHKe Ka3aXCKOTO Hapojia OTOHb U €T0 TPOU3BOIHBIC HMEIOT IITUPO-
KW CTIEKTP MMPUMEHEHHS U UMEIOT JIPEBHUE TPATUINU. B 11eI0M B Ka3aXCKOH KyJIbTy-
pe chopmupoBaiicst 00pa3 OrHsI B BUI€ CEMEWHOTO Ovara U puTyalbHOTO OYMIIIAIoIIe-
ro oras. M nBa aTux 00pasza UMEIOT CBsI3b C APEBHUMH MPEICTABICHUSAMHU TIOPKCKHX
1 MHJIOMPAHCKUX IUIeMEH. TIOpKHU Mosaraiu, YT0 OrOHb MOXKET OUUCTUTH OT HEYUCTH
1 3IBIX TTOMBICIIOB. O0 3TOM emmé B cpenHue Beka nmucanu [lmano Kapruan u Pyopyk,
OIIHCBIBAS MIOBEPHS M PUTYATBHYIO IPAKTUKY KOMaHOB OTMedatoT: « ¥, roBopst KpaTko,
OHHU BEPYIOT, YTO OTHEM BCE OUMIIAETCS; OTCIO/A KOT/Ia K HUM MPHUXOJISAT MOCIBI HITH
BEJIbMOXKH, WM KaKue OBl TO HU OBIJIO JIUIA, TO U UM CaMHM, ¥ IPUHOCUMBIM UMH J1a-
paM HaJUICKUT IPOUTH MEKIY ABYX OTHEH, 4TOOBI MOABEPIHYTHCS OYHUILIEHHIO, Aa0bl
OHH HE YCTPOWJIX KaKOTO-HHOY/Ib OTPABICHUS U HE IPUHECIH STy MM KaKOrO-HUOYIh
3nay (Ilactuna,1957:31). ¥ ka3axoB JaHHAs TPAIUIINS COXPAHUITIACH TPH MEPEKOYEB-
Kax, HalpuMep, CKOT MPOTOHSIT MEX JABYX KOCTPOB JUISI OUHUINEHUSI OT BIUSHHS BCSI-
kot Heuuctu Y. Y. BanuxaHoB nucai, 4To CKOUYEBbIBAsK C 3MMOBOK, OHH ITPOXOJIMIIH C
KO4EBKOH MexX ABYX orHeil. (Bannuxanos, 1986:303)

MarepHajbl H METOAbI HCCJIET0BAHNS

HccnenoBanne npoBeeHO HA STHOrpaUuecKUX MaTepuaiax Hapoos LienTpanbHoit
A3nm, aKIIEHTHPYS BHUIMaHUE Ha pUTYaJIbHON MPAKTUKE U osbkiIope. st Toro, 9ro-
OBbI BOCIIOJTHUTH MAJIOM3Y4EHHbIC WJIM HE OCBEIIEHHBIC BOTIPOCH], KACAIOIIHECs OTHS
U €TO TIPOU3BOAHBIX aBTOP Oy/ET UCTIONB30BaTh MaTepHal POJCTBEHHBIX Ka3axaM Ha-
POZIOB U LIHMPOKOTO KPyTa MaTepuall, KOTOPbIH OMUCHIBAET CXOKUE MPEICTABICHUS MO
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BceMy mupy. [Ipr momomm cucTeMHOTo MOAX0/a OTOHb M €70 POU3BOIHBIE OBLTH U3-
Y4EHBI B paMKaxX MaTepUaIbHON U JyXOBHOM KyJBTYpPbI Ka3aXCKoro Hapoja. OCHOBHBI-
MH METOIaMH HCCIICOBAHIS CTAIN CTPYKTYPHO-(YHKIIMOHAIBHBIH, HCTOPHUKO-KYITb-
TYPOJIOIMYECKUI, CEMUOTUYECKUM, KOMILUIEKC METO0B KPOCC-KYJIbTYPHOIO aHaJIN3a.

Crenenpb N3YYEeHHOCTH TE€MbI

C. A. TokapeB B CBOEM TpyJe O paHHUX (hOpMax PEJIUTHU PACCMOTPEI CYIIECTBYIO-
LK KYJIBT OTHSI Y MHOTMX HAapOJIOB, OH IOJIAraet, YTO HeT 0OwIeil ujaen o Mmpowuc-
XOXKJICHHHU JTAHHOTO KYJIBTA, JIUILb TO YTO OTOHb (DUTYpUPYET B TOW MM HHOU (opme
(Tokapes, 1990). Cpenu TIOPKCKHX HapOAOB OH BCe ke 0oJbIle chOPMHUPOBATICS KaK
KYJIBT O4ara, CBSI3aHHBIM C NOYMTAaHUEM MPEIKOB. XOTs CpeiM alITaliCKUX HapoOB
OH TIPE/ICTABIISACTCSl HEIIOCPEACTBEHHO KaK XO3siiKa ouyara, HEYTO BpPOJE JyXa JoMa
U HE MIMEET OTHOUIEHMs K ymepmmM npenkam cembr. JI. f1. IlltepGepr monaraer,
YTO KyJIBT OTHSI CBSI3aH C MEPHOJOM CTAHOBIICHHSI POJIOIUIEMEHHBIX OTHOIICHUH, I/1e
JKEHIIMHA BBICTYyIAJla XPAaHUTEJIbHULICH ouara, II03TOMY B OOJIBIIMHCTBE Cllydae ee
o0pa3 accoruupoBaics ¢ >keHIHON umu crapyxoi (Lteprbepr,1936:369). Tropku
00palarTest K OrHIO OT-aHa, TO €CTh MaTyIlKa OTOHb.

OroHb B pHTyaliaX Ka3aXxCKOro Hapoja He ObUT OCBEIIEH OTIEIBHO, HO SIBISSCH 4Ya-
CTbIO PUTYaJbHON MPAKTUKU WM TAK CKaKe€M JOMAalllHEH NpakTU4YeCKOW Maru, ya-
CTHYHO PACCMOTPEH B psae paboT MOCBAMEHHBIX TPAIHUIINAM U KyJIBTYpe Ka3axcKOro
napona (TomeyGaes, 1991), (Toxrabaesa, 2017), Takke HE MaJIO TPYAOB MO HApOIaM
LenTpanbHoil A3uu, Te paccMaTpPUBAOT IPAKTUKY UCIIOJIB30BaHUs OTHS B PUTYallb-
HO-0bITOBOM xu3HU (AOpam3on, 1990), (Cuecapes, 1969), ocoboe MecTo OTBEIEHO
OTHIO U cpenu TIopKekux HapomoB IOsxnoi Cubupu ([Isipenkona, 1940), (ITotamos,
1969). IlpumeHeHHe OTHA B PUTYaJIbHOW MPAKTHUKE IIMPOKO M3BECTHBI M B JIPYTHX
KyJIBTypax, Tak M. Dnuane ymoMuHaeT 0co00e COCTOSHHE «BIIAJCHHE OTHEM», TIPH-
CyIee MHOTUM MHCTHKaM, [IIaMaHaM U UX TIOCIIEOBATEIsIM 110 BceMy Mupy (Dnnazne,
1957: 92-95). Cpenu coBpeMEHHBIX HCCIeI0BaTeNeH yaenan BHUMaHNE ICUXO0I0TH-
YEeCKOMY COCTOSIHUIO, KOTOPOE UCTIBITHIBAIOT YYACTHUKH PAa3HbIX PUTYaJIOB,HAIPUMED,
XOXKJCHUE M0 TOPSIILUM YIJISIM, C IIeIIbI0 OYMILEHHsI. ABTOPBI [10JIAraloT, 4TO y4acTHE B
TaKHX pUTyajax JaeT YyBCTBO BOBJICUCHHOCTH B JKU3HB cormyma (Fischer, Xygalatas,
2014). B manHOM ciydae Jake eCIIM aBTOPHI HE CCCHUTAIOTCS Ha TEOPHIO (DYHKITH-
oHanbHOCTH b. MaJIMHOBCKOTO, HO SIBHO MOAYEPKUBAIOT HE MUCTUYECKHE CBOWCTBA
OTHf, KaK OYMINAIOIIETO JIEMEHTA, a €ro MCHXOJOTMYECKyI0 (PyHKIHMOHAIBHOCTH B
pamkax gaHHO# counanbHOM rpymmsl. Richard K. Payne B cBoux Tpynax, mocCBsILIEH-
HBIX OyIMICKUM M MHIYUCTCKUM PUTYaJIbHBIM MPAKTHKaM, COIOCTABISET OrOHb B
pHUTyaisax Xxoma ¢ 00roM ATHH, BCE PUTYaJbl IJie TIOCPEACTBOM OTHS JETAaeTCs I10-
JKepTBOBaHHME OOraM OH pacCMaTpPHBAET KaK IPOIECC OYHUIICHUS OTHEM Mepe] TeM
KaK JIOCTaBUTh OOraM *XepTBy. To ecTh caM OrOHB PACCMATPUBAETCS KaK MOCPETHUK
00’KeCcTBO, KOTOPBIM OYMINACT KEPTBBI OT CKBEpHHBI dermoBeueckoro mupa (Richard
K. Payne, 2015:2). InTepecHo, 4TO 1IeJb TAHHOTO PUTYyajia MOXKET ObITh pa3HOOOpas-
HOU, cpeiy HanboJiee YacTo BCTPEYACMBIX OYHUILCHHS OT BCE BOSMOKHOIO HETaTHBA.
To ecTh MOXHO BCE )K€ CEIaTh BBIBOBI, UTO OCHOBHBIC (DYHKIIMH OT'HS 3aKJIFOUAIOTCS
B OYHIIIEHHUH OT BCSAKOTO POJa HETaTHBA M HEUHCTH.
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B pamkax MaHHOTO MCCIEHOBAaHMS aBTOP CTABUT LENBIO PACCMOTPETH HE TOIBKO
OTOHB, HO ¥ €TO IPOU3BO/IHEIC, TAKME KaK ca’ka M 30J1a B PUTYaJIbHOM IpaKTHKE Ka3ax-
CKOTO Hapoa C IEeNbI0 MPOSICHUTB UX 3HAKOBOE COJIEP)KaHNE U PUTYAIbHBIC (DYHKITHH.

AHaJu3

Oronp Kak CHMBOJI OYMINEHHs. Y I[TOTOMKOB TIOPKCKOH KyJIBTYpbl COXPAaHWJIOCH
IIPEJICTABICHUE O TOM, YTO YEI0BEKa MOXKHO CIIIa3UTh, YTO NPHBEAET K €ro O0JIe3HN
i gaxe cMepti. C APEeBHOCTH TI0 BCEMY MHUPY OIpeAeIEHHBIC 3a00IeBaHNs, HENI0-
MOTaHHUS, KOTOPbIe HE MMENH OOBSICHCHHMS, MIPUITUCHIBATIM K CITIa3y, BIUSHAIO 3JIBIX
JYXOB U TIBITAINCh UX HEUTPATU30BaTh IPU TIOMOIIY Pa3HBIX aMYJETOB, 3aKJIHMHAHUN
U OYHMIIAMUX puTyaioB. Cpey TaKUX PUTYAJIOB OYMIIECHHE OTHEM 3aHMMAeT BH[I-
HOE MECTO B KyJbType HaponoB llenTpambHolt A3uu. DTHOrpaduueckue CBEACHHs
no LleHTpansHoil A3uu Aal0T OOMIMPHBIA MaTepHai MO MPAKTUKE OYUIICHHS OTHEM
Y TIOPKCKHX HapoyaoB. OYHIIAIOINEe CBOMCTBA OTHS MIMPOKO MCIONB3YIOT B PUTyae
«ajacy, KOTOPBIM U 10 CeH IeHb MMPOKO mpuMeHsercs. [1pu mroboM HemoMoraHnu
peO&HKa UM B3POCIIOTO; €CITN 3aAyMaHHbIE Jiefla He HYT U OCTOSHHO KaKHe-TOo Ipe-
ISITCTBUS MELIAIOT Peai3aliiy TOrO MIIM WHOTO JejIa Ka3aXy UCIIONb3YIOT CHUITy OTHS,
pUOeraloT K ceayromieil pakTuke, O6epyT JIydMHY ¢ OTHEM WIIM CIIMYKH U 3a)KHIast
00BOJISIT BOKPYT YeJI0OBEKa IIPUroBapuBast: «Auac, anac, anac! JXaa Oanenen kamac!y.
Uro 3HAYNT, OYUCTHUCH OT BCAKHUX MpoOiIeM u HeB3ron. OTOHB HCIONB3YIOT U IpU
MIePBOM YKJIaIbIBAaHUU peOEHKa B KoIbIOenb. Ka3axu oruém ounmany KoasI0enb nim
MIPKUTAIH €€ B HECKOIBKUX MecTaxX packaneHHbIM xenezoM (Lynembaes, 1975:10).
B Xopesme u bupynu, ecinu KTo-mu0o0 yezxana Ha JIOJIT0 U3 JIOMY, IO BO3BPAIIEHUIO
JIOJDKEH TepelIarHyTh ¥ 00OWTH BOKPYI' OTHSI; €CIM II0CJIE JIOJTOro ITyTeIeCTBHs
qyBCTBYIOT ceOs1 Tutoxo oummiarorcs oruém (Crecape, 1969: 189). TTomumo o0ps-
JIOB OYMIICHHUS OTHEM, BXOIMBIINX B TOT FUIM MHOW OOPSAIOBBIN KOMITIEKC, MMEIN
MecTo 0oJIee MEeNKHe, SIH30INUSCKIE 0OPSIIBl OYMIIEHNS OTHEM, COBEPIIABIIHECS B
MIOBCETHEBHOM 00CTaHOBKE. B HexoTOphIXx MecTax Xope3Ma OCKBEPHEHHYIO IOCYILY
JieprKaIi HEKOTOpPOe BPeMsl HaJl TNIAMEHEM OTHs, I10CJIE Yero €10 CHOBa MOXKHO ObLIO
nosp3oBarbes. Hampumep, B okpectHocTsx 1llaBara u B Jpyrux Mecrax CyLiecTBO-
BaJ1 00BIYA TIOIHOCHUTS ITOCY/TY, CTABILIYIO XapaM (CaKpalbHO HEUHCTOM), K OTHIO TaK,
9TOOBI €T0 IIIaMs, IO BRIPAXEHHIO HHPOPMATOPOB, «JIM3HYI0» BHYTPCHHIOIO YacTh
cocyna («ytra sutatann») (CHecapes, 1969:191). Orons siBisieTcs JOBOJIBHO PaCIIpoO-
CTPaHEHHBIM CHMBOJIOM «OYHINEHHS» B PEIUTHO3ZHBIX HJESIX O MOCMEPTHOM CyJE,
KOHEYHO, B OTIMYMH OT LEHTPAIbHOA3UATCKUX IMPAKTUK Pedb MJET O MOCMEPTHOM
OYMILEHUH, HO BCE XK€ HJes 00 OYMILAIONIEeH Crile OTHS LIMPOKO PAcIpoCcTpaHeHa Mo
BCEMy MHpY. Bo MHOTHX KyJIbTypax M PENIUTHAX COMXCGKEHHUE OBIIO €IMHCTBEHHBIM ITy-
TEM JUTA OYMIIECHUS U TIepepOKICHUS Tymn. Tak, Hanmpumep, uaes o0 aJckoM OrHE B
XPUCTHAHCTBE W HCJIaMe, B KOTOPOM I'PEITHUKH OYHIIAIOTCS OT TPEXOB, KpeMaIws, Kak
IIyTh OYUILCHUS M OCBOOOXKAEHHS OT OpeHHOro Tena B MHAyn3Me. OTOHb SBISETCS
OJIHMM M3 apXau4HbIX YHUBEPCAINI, KOTOPbIH CHMBOJIM3UPYET JlyXOBHOE OUYHIICHHUE.
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Oronb cuMBOJ 0JAaronoIy4usi, OroHb Kak Iopo:kaolee U YMHOKAIOLIee Ha-
yay10. HemMHorouncnenssle, Ho Bce jk€ MMEIOTCS IPUMEPBI, IIe OTOHb UMEET IMOPOXK-
Jlarolee U yMHOXKAIoIee CBOMCTBO. braromomydne ceMbd, KOTOPOE AapyeT OrOHb,
Kazaxd TakkKe CBSI3BIBAN C OOKECTBOM IUIOAOPOIMS YMai, OATOMY OIHHM M3 TIep-
BBIX OOPSIOB, KOTOPEIM COBEPIIAECT HEBECTKA 3aXO/s B IOM JKCHHXA SBIIACTCS 00psI
JKEPTBOIIPUHOMICHHSI OTHIO MM o4ary. HeBecTka HanmBaeT JIOXKKYy Macia B OTOHb
U TpuroBapuBaeT «Mail aHa, OT aHa — kapbuikal», uyTo 3HaUUT «MaTb YMail, MaTh
oronb — OmarocioBu!» (Toneybaes, 1991: 29). CToHT HPEIIIONIOKHUTH, YTO B JAHHOM
00psizie IMEIOTCSI HACIIOCHUS Pa3HbIX KYJIBTOB, Ooiee JPpeBHUIT KyJIbT OTHS, U MO3XKE
CIIOXKMBIIHICS KYJIBT MaTepH 3eMJTH 1 TIIotopoaus. He coBceM MOHATHO SBISACTCS TN
OTOHB TIEPCOHN(DUKAIMEH MaTepH 3eMJIM WJIH TO JIBA OTAEIHHBIX OoXkecTBa. AnTaid-
CKHE HApOABI MOJATraloT, YTO MaTh OTOHb OTJAENBHOE 00XKECTBO M MOCPEICTBOM HEe
nepenaéres xepTBa 6oruHe YMail. OToHb IpeaCcTaBIAeT U3 cebd HeKUH caKkpaabHbIH
LEHTP MOCPEICTBOM, KOTOPOTo *kepTBa JocTaBisercs 6oram. CTOUT OTMETUTH, YTO
AHAJIOTHYHBIN OOpSA CYIIECTBYET Y MHIYyCOB, BIIOJHE BO3MOXKHO, YTO 3TO BIIHSHHE
Ooree IPeBHIX MHOMPAHCKHX TIPECTABICHHH CBI3aHHBIX ¢ 00TOM ATHHU. Y HH/TyCOB
KEHHUX, 00BOJIS CBOIO HEBECTY BOKPYT OTHS, 00paIaics K ATHH CO CIIETYFOITIMH CIIO-
BamH: «BepHH, 0 ATHH, MyXbsSM KEHY C IPUILUIONOM». Y OaTKaHCKUX CITAaBSH HEBECTY
IIpU BCTYIUIEHHU €€ B JIOM TPIDKABI OOBOAAT BOKPYT OTHS, MIPUYEM JOTPAaruBaroTCs
KO4Eeproil 10 ropsiieit ronoBHYU, nNpurosapusas: «Kak MHOro HCKp BBIJIETaeT, MyCThb
TaK MHOTO CKOTa, MHOTO JIeTeil MY»KCKOTO Iojia oxusisieT 31oT oM (LlIrepHGepr,
1936: 372). B naHHBIX 00psIax OTOHb BEICTYIAET CAKPATBHBIM [ICHTPOM J0OMa, H SB-
JIIeTCS HEKUM CHMBOJIOM, aKKyMYJIHPYIOIINM XU3HEHHbIe >Heprun. [lmams B ogare
nMeno 61aroaTHoe BIUSHHUE Ha O€3ETHBIX KeHIMH. MIMeroTcs cBefeHus, 9To Oec-
IIOJHE JIUMIIU TIPU IOMOIIU CaKpaJIbHOM CHIIBI OrHs. becIuoqHble JKeHIUHbl 00Ha-
XKaJIM KHUBOT ¥ HEKOTOPOE BPEeMsl JEpKaJIM ero 0OpaliéHHbIM K OTHIO 04ara, KocTpa
WM TIPOCTO 3aX¥OKEHHBIX cBedel. Bymyun cuMBOIOM ONaroroiydust 1o OTHOLICHHIO
K OTHIO, CYIIIECTBOBAJIM 3alePThl, HEIB3sI B OTOHb OpOCaTh Mycop, OTOHb HE TYyIIaT
Bo0#. Cienwuy, 9T00 OTOHB HE yracaj B odare. YracaHue OTHS CBSI3aHO C yracaHH-
em pora. Tak, Kora ymMupai HOCIeAHUH MpeCTaBUTENb KaKoro-110o ceoka (posa),
racUJIM OTOHb B OYare ero IOpThl B 3HAK TOTO, YTO JKU3Hb B 3TOM poxy yracna (Kararm,
1978:53). I3 nomMy 4y>KuUM HE JaBajM OTHS, TaK KaKk 3TO MOIJIO IPUBECTU K TOMY, YTO
Omarozars yitner u3 nomy. Jaxe ecnm KTo-1u00 NPUKYpHI TPyOKy, OH HE IOJDKEH
BBIXOJUTH ITOKAa TOPHUT OTOHb, WJIM K€ JIOJDKEH BBITPSIXHYTH COIEp)KUMOE TPyOKH Ha
noneno (Karam, 1978:54).

B ¢donpkiope oroHs 1 €ro mpoOU3BOAHBIE UMEIOT HE TOJIBKO OIaroCIOBISIONIIE QYHK-
LMY Ha IJIOAOPOJUE, HO M 3a4acTyl0 HEMOCPEACTBEHHO BBICTYIAIOT MCTOYHHUKOM,
e 3apoKaaeTcs Ku3Hb. B Mudonornn nnneiines CeBepHON AMEPUKH UMEETCS Jie-
TeHJa O TOM, YTO YeJIOBeK 1Mo uMeHH [Tu-uya Bo3HMK u3 3016l (Emerson,1884:110).
AHaJIOTHYHOE TIPEICTABICHNE, YTO YEIOBEK BO3HUKACT M3 30JIbI MOXKHO BCTPETHTH B
TIOpKCKOM 31noce «Kaprsbira Ilepreny, rae HOBOPOKIACHHBIM MaJIbuUK IIECTh JIET J10-
3peBaeT B 30JI€ ¥ 307101 ObLT BCKOpMIIeHHBIH ([{piperkoBa, 1940:8). 3oma nmeeT pa3Hbie
(GYHKIMHU, HO B JAHHOM CJTydae BBICTYIACT LICHTPOM 3apOXKICHUS KHU3HHU. [10 MHEHUIO
Krnogna JleBu-Ctpoca 3T0 CBSI3aHO € ONO3ULMEN ChIPOI — IPUTOTOBJIEHHBIH, [JIe OTOHb
WM €r0 MPOU3BOAHBIE BHICTYNAIOT MOCPEIHUKOM «OKYJIBTYpUBAaHUN» NPHUPOIBI, B
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JTAHHOM CITy4ae — «04eJIOBCUHBAHHE), TO €CTh OTICIICHHE HOBOPOKIACHHOTO OT TIPH-
POIHOTO M TIEPEXOJT K YeJI0BEUECKOMY, TO eCTh mporiecc corpanusanun (Jlesu-Crpoc,
1999:318-320). V cnaBsiH ecTh pHUTyaj, KOTJIa HOBOPOXKJICHHOTO JONEKAIOT B IEYH.
Cnalbix, OONBHBIX MJIQJICHIIEB TAKMM OOpa30M MBITAIHCH «OYEIOBEUUTHY, NPENaTh
HEOOXOAMMBIC JIJIsl YeTOBeKa (PM3MUYCCKHE KauecTBa. Tak U MaJlbuK, JONCYCHHbII B
3051¢, OKA3bIBACT IPOLIECC «OUESIIOBEUNBAHUY. B antaiickux ajikplax TOBOPHTCS:
«Mep3noe oTTamBaellb, MaTh-0oroHb// ChIpoe BapwIllb, MaThb-OTOHBY. O. JI. JIbBOBa
MoJIaraeT, 9To 37eCh UACT Pedb O MU(OIOTUISCKOM NPeoOpa3oBaHMH, PE3yTETaTOM,
KOTOPOTO SIBJISIOCH Ka9eCTBEHHO HOBOe coctosiHue (JIbBoBa u np., 1988:141). 3nech
0€e3yCIIOBHO CTOUT OTMETUTH, YTO PEUb UJET TaK K€ M 00 ovare, TO €CTh LIEHTPE JKH-
JIUIIA, T HA CEMAaHTUYECKOM YPOBHE CO3/1aTCsl )KU3Hb. TakuM 00pa3oM, oyar, OrOHb
1 €r0 MPOM3BOIHBIC HAXOISATCS B OJTHOM CEMaHTHUYECKOM psiy ¢ axis mundi.

Anorponenyeckue GyHKIMU NMPOU3BOAHBIX OrHA. B KyiabType KazaxoB u He
TOJIBKO CA’Ka M 30J1a HMeKT 0co0ylo cuiy — obeperaromyro. Hanpumep, kazaxu,
KHPTU3bl HAHOCAT Ha JIMIO peOeHKa Caxy C Ieibio yOepeub OT BIMSHUS HEUHCTH,
oT crita3a. B 0COOCHHOCTH MHOTO BHHMAHUS YACISIOT MJIAICHIIAM, Ka3aXy CUUTAIOT,
4TO PeOCHOK €Il HE OKPEI M HE CMOXKET 3aIUTUTHCS OT HEJ0OPOKEIaTeIbHOTO, 3a-
BUCTJIMBOTO B3IVISAA JIFOACH M HeducTH. JlaHHasi MpakTHKa BCTPEYAeTCsl BO MHOTHX
crpanax. Hampumep, Ha [oa peOeHKY BOKPYT IVIa3 WK B JIFOOOM JPYrOM MECTe Ma-
3amm caxy or crrasza (da Silvas Gracias,1994:161). B tubeTckolf KyapType Takxe
HCTIONB3YIOT CaXy €CIIH HY>KHO HOKHHYTH IOM HOYBIO C peOCHKOM, MM XKe eCIIN Ha-
XOJIMIIBCS BIAH OT JOMa PeOCHKY HAa HOC WMJIM HA IPYIb U MPOTATUBAIOT BBEPX JIH-
HUIO U3 CAKU U3 JOMAIIHEro o4ara. TUOEeTIbI BEpsIT, 4TO TEMHOE MSATHO JIO0JIKHO OBbLIO
crienarb peOCHKA HE NMPHUIVISIIHBIM JUIS BCSIKOH HEYHCTH M OHA €ro HE MOTPEBOXKUT
(Brown, Farwell,2008:118) AHamOru4HbIM SIBJISIETCS W MPEICTABICHUE WHIWUIICE,
KOTOpBIE UCTIONB3YIOT TouedHo caxy — «Kala Teeka», oHrM Ha3BIBarOT CTiIa3 «Hazapy,
WM MCTIONB30BaM Kakasd (CMeCh M3 CaXHM M Macja) W MOJBOAMIN peOCHKY TJasa,
WM TPOCTO OCTABIISUTM MATHBIMIKO Ha juie. Takum 00pa3oM, KPAaCHBBINA MITaICHEI]
yIKe He MPHBJICKal BHUMaHHE CBOCH MIIIOBHIHOCTBIO. HO OueBHIHO, TaHHAS TPaIH-
LUl CBSI3aHA HE TOJIBKO C TEM, YTOOBI OTBECTH B3IIISL OT peOCHKA, ca)ka CKOpee BCEro
nmeeT uHoW cMbici. JI. I1. TToramos mumret: «Eciu BedepoM HY)KHO OBLIO MEeperTH
¢ peOEHKOM M3 OIHOU IOPTHI B APYTYIO, €My Ma3aliil JHUI0 CaXKel OT KOTIa. A eciu
HYXXHO OBUTO THEM IIPOITH ¢ peOEHKOM 4epes3, TO MECTO, Ti¢ HEAaBHO yMep YEeIIOBEK,
TO U B 3TOM CIIydae Ma3ajy JUIo pedeHka caxkei u3 kotnay» ([Toramos, 1969:278) NUn-
TEPECeH MPUMEDP, TA/PKUKH TaKXKe sl 3aIUThI MIIaJICHIIA HCIIOJIb30Bau caxy. Korna
B OKPECTHOCTH YMHPAET KTO JIK0O0, IPaBOe yXO MIIAJICHIIa CMa3bIBAIOT Ca)eil, YTOOBI
MEpPTBbIC HE MPHU3BAIU €ro ¢ coboi B Mup MepTBBIX (Arakelova, Asatrian 2006:20).
Kuprussl, xorja B ceMbe IeTH He BBDKHBAIOT ITPUIINBAIOT K TPABOMY IUIETy Ha OJlc-
KTy peOeHKa CIeNaHHYI0 U3 MaTeprH MAJICHBKYIO CyMy(«KypiKyH»). B3sB pebenka
Ha PYKY, MaTh OOXOMUT C HUM, MONPOIIAWHIYAsI, CEMb IOMOB; B 3THX JIOMaX 3aCTaB-
JISIFOT PeOCHKA «KyCaThy YIIKH CEMH KOTJIOB U JI3aTh CaXy, B IEPEMETHYIO CyMy Ha-
KJIaasBaroT 300y (Adpam3on, 1949:104). MimeeT 1 caka KOHKPETHOE OTHOLICHUE K
ITOCMEPTHOMY MHPY U MOYEMY B JaHHBIX 00psAIax aKICHTHPYIOT BHUMAaHHE HAa TOM,
9TOOBI IMEHHO ITOKOWHHKH HE 3a0paii peOeHKa, Moiaraio CBI3aHO C TEM, UTO Caka U3
IO KOTJIa HA CEMaHTHYECKOM yPOBHE CBS3aHA C TIOTyCTOPOHHUM MHPOM, HAIIPHMED,
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NEepPEeBEPHYTHIN KOTENI CUMBOIU3UPYET cMePTh. COIIaCHO MajlOUMCIEHHBIM CBEJEHU-
M cOOpaHHBIX BO BpeMs IOJIeBBIX padoT B Kaparypyke, IMEIOTCS CBEACHUS, YTO Y
Ka3aXxoOB CyIIECTBOBAJ O0bIUaM MEPEBOPAYMBATH KOTEN M Pa30MBATh TPEHOKHUK Ka-
3aHa, KOTJ[a yMHpaJl MyKUHHA, X034uH 1oMa. B dombknope anraiickux Haponos Kan
MepreH roBoputcsi: «3a Bpaxkay, MPOIOJIKAaBIIYIOCS U3 TIOKOJIEHUS B TIOKOJIEHUS CTO-
nerusi, 1 Kroomprom Kana moryOmit u ToHIO Terepb ero Oenbiid ckoT. KameHHsbIH ouar
Krompro Kana s pa3owin, mope-3omy pasopocai. JXKumoe cToWOHIEe YChIMUI, Majgoe
cToiOumie pkarh 3actaBwil. Odar pa3pyinwi, Ka3aH BBEpX THOM ONMPOKUHYI» ([IpI-
perxoBa, 1940:90-91). Takum 06pa3om, MBI MOXKEM MPEAIIOTIOKHTE, 9TO Caka Ha JIUIe
pebeHKa, Kak OBl IeNaeT ero MpruHaUIeKAIIUM TOMY MHPY, CIeI0BaTeIbHO ITOKOHHU-
KM HE JIOJDKHBI €ro 3a0path.

B Camapkanje cake NPUNMCHIBAJIU CBOMCTBO OTIOHSIOIIEIO M OTTAJKHUBAIOIIETO
3JIBIX JTyXOB BeIecTBa. [103TOMy IIpH CHITBHOM HCITyTe Kak PeOCHKY, TaK U B3POCIOMY
JIaBaJIM C BOJOI HEMHOTO CaXKM OT KOTJIa MUTH CMa3bIBaIH €10 HEGO. [l oTmyrnBaHus
37IBIX TyXOB HMCIOJIB30BANACh Cayka, KOTOPOI Masany pasHbIe YacTH Tena pedeHka. Y
TOPHBIX TQKUKOB IEpe/l YKJIAAbIBAaHHEM B KONbIOEeTh peOeHKa KymaroT. [yt sToro
CHavalia KOHIIOM HOKa OepyT TpU pa3a ropsuyro 30y U3 o4ara u KJIaayT B BOLLY, Ipel-
HazHaueHHyto /i kynanus (Cyxapesa, 1929: 138). Ecnu B 1aHHbBIX IpUMepax caxa
1 30712 SBIISIOTCS HEKUM SJIEMEHTOM, KOTOPBIH JieflaeT peOeHKa HEBUAMMBIM IS He-
YHCTH, TO B CICIYIOMINX IIpUMepax OHa MMEEeT MHOE NPHMEHEHHE, €€ HCIONB3YIOT
JUISL yCTpalieHns HeducTu. MHorna nepex kaMiaaHHeM IaMaHbl KPACHIIH JIAI0 Caxken
SIKTA TS ycTpamieHus 376X ayxoB (bepesnuixwuii, 1999:116). XKenmunsl miemeHn
YOPOTH B FOXKHON aMEPHUKH HAHOCST Ha JIUIO TaTYUPOBKHU HCIIOb3Ysl CMECh 3071l MITH
CaXkd, JaHHbIE TaTyUPOBKH UCIOIB30BAIN Il IPOTUBOCTOsIHUA cuilaM 37a (Karsten,
2010:191) B moaTBeprAeHUE THIIOTE3BI, YTO JJaHHBIC TATYUPOBKU OBLTH HCITOIH30Ba-
HBI B BHJIe oOepera MpOTHB 3JIBIX CHJI, aBTOP cchiiaercs Ha Tpyn M Jloopumxodep,
KOTOPBIH B CBOMX 3aITUCAX YIIOMUHAJ, YTO TUIeMsI AGHITOHE KHIAIOT 301y B BETPSIHON
BUXPH (OHU BEpST, YTO B JAHHOM BHUXPE MMEIOTCS 37bIe TyXH). DTHOrpaduIecKuit
MaTepHal Mo KyJabType TIOPKCKHX HapoIOB Oorar coiep:KaHHeM INPUMEPOB MCIOJNb-
30BaHUs CaKU U 30JIbI B KAYECTBE allOTPOIECHYCCKUX METOJOB JUIs 3alIUThl peOCHKA
OT HedncTH. [laHHBIC AIEMEHTHI OyAydd IPOU3BOAHBIMH OT OTHS, CKOpPEe BCETo Hajle-
JICHBI €T0 CaKpaJIbHBIMI CBOMCTBAMH MIPOTHUBOCTOSHUIO ThMe. Ho, ¢ apyroii cTOpoHSI,
HX TpHpOJa aMOMBAJICHTHA, HAIIPUMED, B KYJIBType Ka3axCKOro Hapoaa K 30Je ObII0
JBOsiKOe oTHoIIeHne. K Hell MposIBISUIN yBaXKCHHE, €€ He OCTABIISIM B MECTaXx, I/ie 4e-
JIOBEK CIIy4yalfHO MOT Ha HEe HACTYNUTh, OHA UMEET OYHUIIAOLIYIO, IJI00TBOPAILIYIO
¢yukmo. C qpyroil CTOPOHBI, MECTO TAE OCTABIISUIM 30JIy CYMTAIOCH ONACHBIM IS
YeJIOBeKa, TaKk KaK TaM OOWTAeT BCAKas HEYHCTh, TaK Ka3axH IOJIaraid, YTO JUKWHBI
HOYbIO cuaAaT Ha 3o01¢ (bacuinos, 1994:59). U onacaimch HedasHHO Ha Hee HACTYTIHTb,
TaK KaK BCS HEYHCTh HAXOMAIMIASCS TaM MOXET CBECTH 4eJoBeKka cyma. CBs3b ILIO-
JOTBOPHOCTH U MOA3EMHOTO MUPA, KyZla YXOAAT MPEAKH ITOCIIe CMEPTH, U CTAHOBSITCS
(hoHIOM KH3HU ISl CBOCTO POJIa yiKE OTMEUalId aBTOpbl MOHOrpaduu « TpaauinoH-
HOe MHPOBO33peHHe TIOpKoB FOxHON Cubupu», B TO ke BpeMsl MOA3EMHBIH MUp Ha-
[IOJIHEH U HEYMCTBIO, TAK B TIOPKCKOM KyJIBTYpE MOJ3EMHBIA MHUP BBICTYIIAET OTYACTH
1 HOCHTEJIEM XM3HEHHOM SHEPTUH M MCTOYHUKOM OomacHOCTH. ClenoBaTeNbHO caka
1 30J1a TAK)KE UMEIOT JBOSIKYIO TIPHPOLTY.
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IMosyueHHbIe pe3yabTaThI.

1. Oronb sABISETCSA aPXaUUHBIM KyJIETYPHBIM YHHUBEPCATIHEM, I03TOMY IIPUCYT-
CTBYET B OBITOBOH 1 PUTYaJIbHON KM3HU MHOTHX HapoJIOB.

2. B Kazaxckoif KynsTypsl 00pa3 OTHS Ipexk/e Bcero chopMupoBajcs Kak ce-
MEUHBII oYar U OYULIAIOLIUI OTOHb.

3. B TpagunuoHHOH pUTyasbHOII IPAaKTHKE OTOHB M €r0 MPOU3BOJHBIC SBIISCT-
Csl HHCTPYMEHTOM OYHUINEHHs OT HeUHCTH U CIyIa3a.

4. OroHp Ha CEMaHTUYECKOM YPOBHE NPUPABHHUBAETCS K LEHTPY BCEIEHHOI],
I7Ie 3apOXKAACTCS KU3HB, TOATOMY MMEET IUIOAOTBOPAIINE (QYHKIUH U CUM-
BOJIM3UPYET CaMy >KU3Hb.

5. TIpom3BomHBIC OTHS HAJAGNAIOTCS TAKHMH K€ allOTPONEHIECKUMH (DYHKITH-
SIMH, COOTBETCTBEHHO CHMBOJIMYECKH OONAmalOT 3aMUTHBIMU (DyHKIUSIMU
OTHS.

6. AMOMBaJICHTHOCTb IPUPOJbI TIPOM3BOJHBIX OTHS CBSI3aHA C X IPHYACTHO-
CTBIO K TIOJI3EMHOMY MUDY.

BeiBoasl. Jliomy ¢ npeBHOCTH B mpormecce (GOPMHPOBAHMS MHPOBO33PEHUSCKUX
CTPYKTYp CO3/aBajld KyJbTYpHBIE TEKCTbI, KOTOpbIE HAIOJIHSIM 3HAKOBBIM COZLEP-
xaHueM. OIHIM U3 JPEBHUX YHHBEPCAIUI KYJIBTYPHI SBISCTCA OTOHb, KOTOPBIH IIO-
MOTaeT 4elOBEKy MONHOIEHHO OTAEIUThCA OT JUKOW Mmpupoisl. B xome »pomrorun
OTOHb U3 OBITOBOTO (PYHKIMOHAIBHOTO JIEMEHTA KYJIBTYPbl CTAHOBUTCS DJIEMEHTOM
JYXOBHOM JKM3HM 4elloBeKa. B ka3zaXckoi KyJabType OrOHb M €ro MpOU3BOAHBIE UME-
10T IPOTUBOPEYMBOE TOJKOBAaHUE €M0 CUMBOJIMKHU, BO3MO>KHO, 3TO BbI3BAHO BIMSIHUEM
Pa3HBIX KyJI6TYp. AMOMBAJICHTHYIO IPUPO/Y OTHS U €T0 IIPON3BOAHBIX MBI MOXKEM OT-
METUTh B PUTyalax U MOBEPHSX, CYIIECCTBYIONIMX MO ceif eHb. OTOHB MPEeXk/Ie BCETO
BBICTYIAET CUMBOJIOM OJIaronoaydust CEMbH, TaK KaK OTOHb U €r0 HeTOCPEICTBEHHAS
CBSI3b C 0YaroM OblIa CBsI3aHA C €XKEJHEBHBIMU OTPEOHOCTSIMHU B IPOITUTAHUH, TEIlIe
n cere. Haxonsce mo Jonry BIalu OT JOMa, OTOHb U O4ar CTAHOBHUTCSI CUMBOJIOM
«CBOETr0» — «OKYJIBTYPUHHOTO» MPOCTPAHCTBA, COOTBETCTBEHHO BO3BPAILAIOCh Ha
«CBOIO» TEPPUTOPHIO UEJIOBEK, MMOTYyYaeT €€ 3alINUTY, BO3BPAILAsCh C nepudepun K
1eHTpy. Takum 00pa3oM, OTOHb CTAHOBUTCS HE NMPOCTO CUMBOJIOM JOMa, O4ara, OH
CTAHOBUTCSI MapKEPOM «CBOEW» — OCBOEHHOM Teppuropuu. Mcxoas u3 atoro, yesno-
BEK BEPHYBIIMICS C JAIBHETO MyTH JOKEH IPOM3BECTHU ONPEAENEHHBIN PUTYall, 4TO-
OBI CTaTh «CBOMM), TO €CTh OUHCTHTHCS OT «UY>KOT0» — HeYHCTOro. OroHb BBICTYIIACT
HHCTPYMEHTOM, KOTOPHIH (hOPMHUPYET HEOOXOAMMBII 00pa3 4eloBeKa, TakK, IPUMepHI
JIOTIeKaH!Us peOeHKa MITH JKe OYHIass OTHEM BO3BPAIICHUS YEJOBEKa B €ro 0OBIYHOE
COCTOSIHHE, OH KaK OBI pa3rpaHHYHBACT BIMSHHUE BHEIIHETO «Iy:KOT0» MUpPA U «CBOE-
ro» BHYTpeHHero Mupa. [Ipon3BoHbIe OTHS HaJEssACh €ro JKe OUHIIAIOIIMMHU CBOM-
CTBaMH BBICTYNAaJIM CUMBOJIOM OYUILEHMs, 30]1a U caka OyKBallbHO HCIIONIb30BaNach
KakK aMyJeT C Leb0 3aIlllUThl OT HEYUCTH.

Taxum 06pa3oM, OTOHB M €ro MPONU3BOHEIC B KYJIBTYpE Ka3aXCKOTO Hapo/a BEICTyIa-
JIF MAPKEPOM «CBOCI» TepPUTOPHUH, OBLIN CHMBOJIOM OYHIIIEHHS, CHMBOJIOM 0JIarormo-
JIy4Hsl CEMBH, KOTOPOE MPUHOCUIIO TOCTATOK U COCOOCTBOBAJIO MIPOJOIKEHHUIO POJIA.
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SEMIOTIC ANALYSIS OF AKJAN BATIR
FROM KAZAKH HEROIC TALES

Abstract: Kazakh literature is a valuable literature that has risen on the oral literature
culture for a long time. As a natural part of this course, types of oral literature display
a highly developed structure. A branch of this advanced oral literature is fairy tales.
Among these tales, heroic tales have an important place.

From this point of view, in this study, the tale named Akjan Batir, one of the Kazakh
hero tales, has been taken into a semiotic analysis. In this study, semiotic analysis
methods were used by taking Greimas’s potential model into the center.

In order to carry out this analysis, first of all, the method and basic concepts were
introduced, then a summary of the tale was given and the narrative structure, narrative
elements and deep structure were revealed.

Keywords: Actantial model, semiotic analysis, fairy tales, Akjan Batir.
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KA3AKTBIH BATBIPIAP DJITOCBIHIATBI AKXKAH
BATBIPIbIH CEMUNOTHUKAJIBIK TAJIJAYBI

Anparna: Kazak omeOueri-y3aK yakplT OOHBI aybl3lla 9/1cOM MOJIGHUET HerisiHue
CaKTaJIbII Kelie KaTKaH KYHAbI oedueT. Ochl KypcThiH TaOury O6JIiri periHae aybl-
31a o/1eOueT TypIIepi )KOFaphl JaMbIFaH KYPBUIBIMABI kKepcereni. byl 03K aybI3ma
onebuerTiy Oip canackl — epreriiep. OChl epTeriiepiH imiHgae OaThIPIBIK ToCTYpIIep
MaHBI3/Ibl OPbIH aJI1a/Ibl.

Ocbhl TYpFBIIAH alFaH/a, OCHl 3epPTTEyAe Ka3aKThIH OaThIpiap Typajsl epTeriiepiHiy
0ipi — «AKkaH OaTbIp» CEMUOTHKAIIBIK Tajjiay >KacalbIHIbl. byl 3epTTeyne ceMuo-
THKAJIBIK TAJIAAY 9JICTEPIH KOIJIAHBUIABL, Talay/blH Heri3iHe [ peiiMacTbi aneyerTi
MOJIeITi aJbIH/IBL.
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CEMMOTHUYECKU AHAJIN3 AKXKAH BATBIPA
N3 KABAXCKHX TEPOMYECKNX CKA3BAHUI

AnHoranus: Kazaxckas nureparypa — 3TO LIeHHAsl IUTeparypa, KOTopas JOJIroe Bpe-
M3 CYILLIECTBOBAJIa HA OCHOBE YCTHOM JINTEpPATypHOM KyJIbTypbl. SIBIsAsACH €CTECTBEH-
HOW YacThIO 3TOTO Kypca, BUABI YCTHOW JIMTEpaTypbl JEMOHCTPUPYIOT BBICOKOPA3-
BUTYIO CTPYKTYpy. BETBBIO 3TOH NepenoBoil yCTHON JIMTepaTyphl SBISIOTCSA CKa3KH.
Cpenn 5TUX CKa30K Ba)KHOE MECTO 3aHMMAIOT T€PONYECKHE MTPEIAHUS.

C 37011 TOUKH 3peHNs, B JAHHOM HCCIEIOBAHNN CEMUOTHUSCKOMY aHAIHN3y OblIa MO/
BEPrHyTa OfIHA U3 Ka3aXCKHUX CKa30K O reposix — “AxkaH 0arep”’. B aTOM Hccnenosa-
HUHM OBUIN UCIIOIb30BaHbI METO/IbI CEMHOTHYECKOIO aHAJIN3a, B LICHTP KOTOPBIX OblIa
MIOCTABJICHA MTOTEHIMANIbHAsI MozeIb [ pelimaca.

Yt005I MPOBCCTH 3TOT aHAJIM3, IIPEIKAC BCCTO, ObLIH npeacTaBJICHbI METOA M OCHOB-
HBIC ITIOHATHA, 3aTEM OBLIO JAaHO KpAaTKOC M3JIOXKCHUC CKA3KH U PACKPLITA CTPYKTypa
IIOBCCTBOBAHMs, DJICMCHTHI IIOBCCTBOBAHUSA U I‘J'Iy6I/IHHa$[ CTPYKTYypa.

KiaroueBble ciioBa: AKTaHTHAs MOJEIb, CEMUOTHUECKMA aHAIU3, CKa3Ku, AKIKaH
Bareip.

1. Method

In this study, the tale titled Akjan Batir, one of the Kazakh heroic tales, will be analyzed
based on the analysis methods developed by structural semiotics.

If Akjan Batir’s tale is analyzed with the terminological criteria revealed by deep
structure analysis, which is the basic text analysis method of structural semiotics
developed by Algirdas Julien Greimas and laying the foundations of Propp, it will
be revealed that the tale in question contains meanings beyond the apparent meaning
world.

128



SEMIOTIC ANALY SIS OF AKJAN BATIR FROM KAZAKH HEROIC TALES
1.1. Analysis Method of Semiotics and Literary Semiotics

For semiotics, which is met with Latin terms such as semiotic and semiology, a
definition can be made as a science that examines signs (Erkman, 1987: 8). Although
the first concepts about the sign were used by Hippocrates and Parmenides in the
5th century BC (Unal, 2016: 380), the first person to name semiotics as a term was
John Locke (Giines, 2012: 37). However, semiotics became a disciplined and modern
science with F. Saussure and C. S. Pearce.

While talking about the importance of semiotics, Giines, with quotations from Hénault
and Jaillet, put forward the view that semiotics can be regarded as a theoretical
understanding of interpretation and is both a methodological tool and a research topic
(Giines, 2012:40; Hénault, 2002: 93; Jaillet, 2000: 7). In this context, it is possible
to think that human consciousness is the method and science of understanding and
making sense of the world, life or everything it sees for semiotics.

Semiotic analysis, on the other hand, interrogates the text with different types of
examples that can be applied to different layers of the text, as stated by Iseri, and helps
to find the message to be given in the text and the problem or problems given by the
analyst or the author in the text (Iseri, 2008:121).

When a direction is followed from the surface structure to the deep structure
in the analysis, this method will be listed as follows: discursive level,
narrative level and logical-semantic level. This sequence also constitutes the
productive process. The productive process can be formulated as follows:

Discoursive Figurative element (space, time, actants)
Structure

Anlatisal Yapilar | Narrative curriculum

Actantial syntax (subject, object, sender, receiver,helper, op-
ponent; narrative programs

Modal structures (want, have to, know, be able, or their ne-
gatives)

Main Structure Semantic and syntactic elements (semiotic square)

Diagram 1: The productive process of signification
(as cited in Comak, Iseri and Aslan Karakul, 2020: 4)

1.1.1. Discursive Structure

In a semiotic analysis, it is the stage of the discourse that focuses on the prominent
elements of the narrative (Ugan, 2015:119). In other words, Giinay states that the
semiotic structures that can be seen at the first stage in the narrative read are described
at this stage (Glinay, 2013: 194). At this stage, the people who make up the narrative,
time and space are discussed. People are examined in the context of their psychological
and physiological characteristics and interactions with other people to the extent they
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are included in the narrative. Time is handled in terms of concepts such as the time of
the event, the narration time, the narrative time. If space, that is, space, is the spaces
in the narrative, the effect of these spaces on the narrative, the places where the event
takes place. Based on these considerations, the discursive structure constitutes what
the reader sees at first when a text is read.

1.1.2. Narrative Structure

At this stage, the formation of the narrative in the narration is revealed. The narrative
structure is the transitional stage from the superficial structure to the deep structure. In
this section, narrative syllabus, actantial syntax and modal structures are seen.

1.1.2.1. Actantial Model

In the 1960s, Greimas based the actantial model on Propp’s theories (URL-1). This
model is a method used to analyze literary texts at the theoretical level. In the actantial
model, a narrative is divided into six components called actants. These components
are sender, receiver, subject, object, helper, and opponent. The fact that should be
underlined in this section is that these components are independent of the characters
and that the actants in question do not have to be human.

The sender is the actant who assigns the task to the subject and moves the subject. The
receiver is the situation or person who obtains the object and is in the final stage of the
narrative. The subject is the actant who tries to obtain the object with the action of the
sender. The object is the actant that is desired to be achieved by the subject, for which
the subject engages in search or struggle. The helper is the actant that the subject
makes use of in the way of obtaining the object and fulfills the task of supporting the
subject. Finally, the opponent is the actant, which, unlike the helper, represents any
obstacle, difficulty or enemy that the subject encounters on the way to obtaining the
object.

Axis of transmission \

Object ——— Receiver

v

Axis of desire

v

Sender
Opponent

Helper \ /

Diagram 2: Diagram of Greimas' Actantial Model

Subject

Axis of power
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These six actors form three axes between them. These are the axis of desire, axis
of power, and axis of transmission. Axis of desire arises from the interaction and
relationship of subject and object. This relationship is also called a junction (URL-
1). Axis of power arises from the relationship between the helper and the opponent.
In other words, they are the actants that help and opponent the subject and affect the
subject. In the subject’s relationship with the object, the axis that enables or prevents
the subject from obtaining the object is called axis of power. Axis of transmisson is the
relationship between the sender and the receiver. It constitutes the transmission length
of a narrative. In most narratives, the sender and receiver actants are the same element,
but the changes and transformations of these elements establish the narrative. In this
context, the actor model can be schematized as follows:

1.1.2.2. Narrative Program

The narrative program in the narrative structure takes place in four main stages in
the context of situation and transformation. These are action, competence, deed, and
sanction. Through these four stages, the syntax of the narrative is formed by evaluating
the transformations and changes from the beginning to the end of the narrative.

Action is the stage of contract between the sender and the subject. The stage that
moves the subject and manipulates the subject is the stage of action. It refers to
the relationship between the sender and the subject. The stage in which the subject
questions his own sufficiency after the sender has activated the subject is called
competence. In the acquisition stage, situations such as the subject’s going through
various transformations and the subject’s self-testing against the obstacle occur. On
the other hand, the description of the final state between the subject and the object
comes to the fore. In other words, the subject’s acquiring or separating from the
object is examined in the performance stage. Finally, in the sanction phase, the final
situation between the subject and the sender is revealed. That is, at the beginning of
the narrative, while it is the sender who activates the subject in the action stage, the
subject who tries to persuade or convince the sender at the end of the narrative creates
the sanction stage. In Giinay’s terms, the modalities of /notifying/ and /knowing the
truth can be mentioned with the sanction phase (2002: 129).

1.1.3. Main (Logical-Semantic) Structure

The logical-semantic level of a narrative is the deepest and most abstract level of the
signification or signification process. At this level, the structures and relationships in
which meaning is established are determined. As Ugan puts it, the question to be asked
at this level of analysis is: What is the logic that regulates the relationships described
at the narrative and discourse levels (2015: 121)? The Main Structure level consists
of two elements: main syntax and main meaning (Iseri, 2008: 125). In addition, the
analysis process of the text is completed by removing the semiotic square and the main
narrative program of the text.
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2.Analysis
2.1. Summary of Akjan Batir Tale

In ancient times, a rich man who had a lot of animals, especially horses, began to look
for a reliable man to care for his horses in the steppe and to protect them. Hearing
about Akjan Batir, a vicious and brave man who was famous in the country at that
time, rich man asked Akjan Batir to take care of his horses. Akjan Batir wanted five
people with him and left with his six flocks of horses and five assistants. They went to
a place with plenty of grass and plenty of water and planted a six-winged tent. They
lived there, took turns resting and took shelter in this tent on stormy days. One day,
while Akjan Batir was caring the horses alone, a one-eyed giant attacked their tent and
killed and ate the rich man’s brother. When Akjan Batir came to the tent, he saw the
situation and killed the giant by shooting him in the eye. Later, Akjan Batir left his
other assistants with the horses and went to inform the rich man. He knew that giant’s
other relatives would come after him. Giant’s relatives attacked Akjan Batir while he
was on the way, but Akjan Batir managed to kill them too. When the rich man heard
the news of Akjan Batir, who returned to his hometown, he was very sad and cried,
but was happy when he learned that the horses were safe. With the end of the winter
season, the place where the horses were gathered, a feast was held in the country and
the rich man gave to Akjan Batir his one of six flocks of horses. Thus, Akjan Batir
achieved all his goals. It is said that the proverb, which is said to work correctly if you
work, is also said to be from here®.

2.2. Discursive Structure

Discursive structure consists of discursive syntax and discursive discourse. Discursive
syntax is point of view and focus, person, space (space), time and pattern (motif).
Discursive syntax shows the determination and analysis of these elements that make
up the narrative. Discursive meaning, on the other hand, refers to the thematic roles
marked by these elements. Discursive syntax is the signifier of a narrative; discursive
meaning is the explanation of the narrative. In this context, while analyzing the
discursive structure of the tale called Akjan Batir, first the elements told and then the
thematic roles that these elements will point to will be mentioned.

2.3.1. Narrator and Point of View

While Kiran and Eziler Kiran examine the concepts of narrator and focus, “The
narrator tells the things that the person, namely the hero, thinks, feels and does, as
if impersonating the hero.” (Kiran and Eziler Kiran, 2000:99). In the continuation of
this, they include the zero focus that is always and everywhere, the external focus that
excludes information about the thoughts of the heroes and all kinds of subjectivity, the
inner focus or limited point of view that tells the hero what he thinks, feels and does,
as if impersonating the hero.

3 1n the study, quotations from the tale named Akjan Batir were made based on the work with the
citation Yildirim, S. (2017). Kazakh Heroic Tales, Ankara: Tiirksoy.
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The enunciation subject of the tale named Akjan Batir, the author of the tale is
anonymous. The enunciation subject of the tale is the narrator of the tale. In this tale,
the narrator has a limited point of view from the focus examples mentioned above.
The tale is told through the third person pronoun. The point of view and focus of the
narrative is concentrated on Akjan Batir. The cases and all the descriptions in the tale
are as much as they are or are in Akjan Batir’s surroundings.

2.3.2. Characters

One of the most important elements that the narrator includes in the story are the
characters. The characters of the tale titled Akjan Batir are Akjan Batir, the rich man,
the giants and Akjan Batir’s assistants.

Akjan Batir is not included in the tale with his physical characteristics. However,
when the rich man chooses Akjan Batir, he refers to his honesty and ingenuity. In
addition to this, it is possible to say that Akjan Batir, who entered the struggle with the
giants, was brave and strong, and acted wisely when he could not afford it.

Almost no feature of the rich man is seen in the fairy tale. It is seen that the rich man,
whose sender feature stands out, is saddened by the death of his brother and is glad
that his goods are back. In addition, it can be said that he is an honest person when he
gives what he promised to Akjan Batir at the end of the job.

2.3.3. Time

It is difficult to talk about a clear time period in the tale titled Akjan Batir. The tale
begins with the words “in ancient times” (p.106). In addition, the time period when the
horses will go to the wild is winter. At the beginning of winter, the rich man assigns
Akjan Batir to take care of his horses. The giant’s attack also takes place in late winter,
and Akjan Batir delivers the herd to the rich man after defeating the giants.

Apart from the expression of the seasons of time, there are also time words that appear
during the day. For example, Akjan Batir enters the giant’s lair at dusk (p.107). Giant’s
relatives attack Akjan Batir at nightfall (p.108).

2.3.4. Space

In the fairy tale named Akjan Batir, as a part of the fairy tale tradition, the knowledge
of place is weak. The tale has no geographic information. However, taking herds of
horses to the steppe with plenty of water and grass and planting the tent in the steppe
give clues about the place.

In addition, the fact that the giant stays in a lair and the relatives of the giant take place
in the inns are other factors related to the place.
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2.3.5. Motif

Giant: The giant, who is also the opponent of the tale, is also the representative of a
motif in the tale. Giants, extraordinary beings of fairy tales, are representatives of evil
and bad behavior. In this respect, it is possible to see the giants as the usual opponents
of fairy tales. The most important features of giants are that they are stronger than the
hero, but the giants always lose to heroes’ mind games or tricks.

2.4. Narrative Structure

In narratives such as stories, novels and fairy tales, the situation and transformations
between the subject and the object form the narrative. In the tale called Akjan Batir,
the transition from one state to another between Akjan Batir and his object has led to
the formation of narrative.

The tale reveals the life culture of the Turks, who have a nomadic life culture. The fact
that horses are the main source of capital and livelihood for people, and that horses are
sent to the wild in winter are the cultural elements reflected in the fairy tale.

In this context, the main narrative program was analyzed in a single section narrative
graph based on Akjan Batir’s situations and transformations as a subject, according to
the actantial syntax.

2.4.1. Main Narrative Curriculum

When a narrative consists of more than one section, the narrative program of each
section is handled separately. Finally, in the light of these narrative programs, the
main curriculum of the narrative is revealed. However, since the tale named Akjan
Batir consists of a single section, more than one narrative curriculum is not seen, and
therefore the concepts of narrative curriculum and main narrative curriculum become
the same.

The tale begins with the rich man’s need for an honest and courageous workforce.
So the rich man will make a generous payment for the services he needs. Akjan Batir
accepts this offer because it overlaps with his own wishes. Later, while Akjan Batir
is fulfilling his part of the employment contract, his tent is attacked by the giant.
Afterwards, Akjan Batir, who struggles with the giant and his relatives, wins these
struggles and first informs the rich man of his brother’s death, then surrenders the
herds and receives his wages from the rich man.

The representation of the actantial syntax, which shows the actors of the narrative
program of the tale and their social roles, can be done as follows:

Sender: Rich man

Receiever: Akjan Batir

Subject: Akjan Batir

Object: Horse care and herd safety
Helper: Akjan Batir’s assistants
Opponent: Giant and his relatives
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Sender » Object Receiver
Rich man Horse care and herd safery Akjan Batir
Helper » Subject Opponent
Akjan Batir’s Akjan Batir Giant

assistants

Diagram 3: Actantial syntax of the tale

As stated in the summary of the tale, he entrusts the rich man’s flocks to Akjan Batir
to protect them from winter. The rich man’s entrustment of his flocks constitutes the
action. Because action, as stated before, also means manipulation, and it basically has
the quality of a contract between the sender and the subject, which concerns the whole
narrative (Giinay, 2018: 178). Due to action, Akjan Batir, together with his assistants,
took the herds to a place where water and grass were abundant.

After the action comes the stage of competence. Competence is according to Kiran,
and Eziler Kiran, “it is the skills required by the subject in order to take necessary
actions, perform the necessary transformations, and take an action in accordance
with the contract he made with the sender, and the stage in which these abilities are
acquired.” (2000:177). Although it is said in the tale that Akjan Batir is a noble person,
this courage and strength must be tested against the giant. As a matter of fact, despite
of Akjan Batir delay in rescuing the rich man’s brother, finding and killing the giant in
his lair, is a concrete example of Akjan Batir’s bravery and strenght.

In the sanction stage, which is the last stage in the narrative, Akjan Batir successfully
completes his mission after delivering his flocks to the rich man. In return, the rich
man gives Akjan Batir the flock he promised before, and Akjan Batir becomes rich
as he intended. The narrative diagram can be represented in tabular form as follows:

Action Competence Act Sanction

The rich man
makes a deal with
Akjan Batir, a
brave and honest
man, in order not
to lose his flock.

Sender Subject »

Akjan Batir kills the
giant who poses a
threat to his herd.

Subject Subject —»

With the giant th-
reat gone, the herd
remains safe.

Subject object =

he herds are handed
over to the rich man
at the end of winter.
The rich man fulfills
his promise and
makes the payment to
[Akjan Batir.

Subject sender—>

Diagram 4: Stages of the narrative program of the tale
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According to the axis analysis, the other part of Greimas’s actantial model, the
transmission axis begins when the rich man finds and agrees with Akjan Batir. As
a result of this agreement, the rich man and Akjan Batir successfully complete their
business contracts.

The relationship between subject and object forms the axis of desire. Akjan Batir, the
subject of the tale, realized his intention to keep the herd, which is its object, safe. In
this case, the subject has acquired the object.

The relationship between the helper and the opponent is called the power axis. The
assistants given to Akjan Batir in the tale duly performed their duties in the part of
looking after the herds. However, Akjan Batir has undertaken the fight against giants
and other giants. Although Akjan Batir’s assistants could not cope with the giants,
they ensured that the subject reached the object. In this context, the auxiliary element
indirectly prevailed over the opponent element in the power axis.

To complete the main structure of the tale, the final stage is the concretization with the
semiotic square. The contrasts at this stage and their relationships with burdens will
be highlighted. The view of the table named Akjan Batir on the semiotic square is as
follows.

Way to survive
wealthiness < » instinctiveness
Rich man Giant
Survive by Survive by
wealthiness instinct
non-instinctiveness < > non-wealthiness
AKjan Batir assistants way to be wealthy AKkjan Batir

Wealthiness-instinctivness: contrast relationship
Non-wealthiness-non-intinctiveness: sub-contrast relationship
Wealthiness- non-wealthiness: Contradiction relationship
Instinctivness- non-intinctiveness: Contradiction relationship
Wealthiness- non-instinctiveness: Inclusion relationship

Instinctivness- non-intinctiveness: Inclusion relationship
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In the tale called Akjan Batir, all the oppositions basically emerge against two axes.
The first of these is to be wealthy or not; the second is to act instinctively or not to act
instinctively.

The rich man and Akjan Batir create a contradiction in terms of wealth. Because the
rich man needs an honest and courageous workforce to work, Akjan Batir is concerned
about getting the right response for these services he can offer.

On the other hand, giant instinctively enters the tent to quell his hunger and kills the
rich man’s brother. In the paradoxical position of this, Akjan Batir’s assistants simply
follow the instructions given to them, far from their instincts, and do not show any
instinctive behavior.

Although the relationship of the rich man and the giant is not seen in the fairy tale,
it creates a contrast in terms of the values they represent. Similarly, although Akjan
Batir and his assistants work together, Akjan Batir does his job right and listens to his
instincts to survive.

Akjan Batir and the giant are characters who act with their instincts despite being at
two extreme poles in the narrative of the tale. Both characters follow different ways
of surviving.

The rich man and Akjan Batir’s assistants follow the same path as they follow the path
of being wealthy in order to survive.

Conclusion

In this study, the tale named Akjan Batir, one of the Kazakh heroic tales, was subjected
to semiotic analysis by taking Greimas’s actantial model into the center. In this context,
the tale has been analyzed semantically and the meaning of the text has been revealed
according to its deep structure.

At the end of the analysis, attention was drawn to the transformation of Akjan Batir,
who is the hero of the tale, in the relationship between the actants, in the face of
wealth. At the beginning of the tale, Akjan Batir, from being an ordinary person, has
become a herd owner as a result of doing his job right.

The tale has progressed in a chronological setting depending on the natural structure
of its genre. The tale has shaped as a single section. In this tale, man’s struggle with
the giant, which is an evil and extraordinary being, is given place by using his courage
and mind.

As can be seen from the whole tale, the lesson to be learned from the tale is the
benefits of doing the job right. Akjan Batir’s doing his job correctly has made him a
herd owner. This example explains the benefits of doing a good job to the readers or
listeners. This study can be seen as a semiotic proof of this statement in a sense.
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META®OPUYECKHI CUHTE3: UCCJIEJOBAHUE COBPEMEHHOI'O
KA3AXCTAHCKOI'O HCKYCCTBA YEPE3 ®OJIbKJIOPHBIE HAYAJIA
N KUBOIIMCHBIE MU®OINMOITHYECKHE ITOJTOTHA

AHHoTanus: IIpakTika COBPEMEHHOIO Ka3aXCTaHCKOI'O MCKYCCTBA IIUPOKO JEMOH-
CTPHPYET BO3MOKHOCTh OPIraHUIECKOTO CHHTE3a (DOTBKIOPHOTO Hadaja - HApOTHBIX
CKa3aHUil, MU(OB, JIETEH]] C OTSHI[NATIOM H300pa3UTEIFHOTO HCKYCCTBA, B IPOCTPAH-
CTBE KOTOPOIO IPOUCXOAUT IIEPEOCMBICICHUE U HAIIOJIHEHUE HOBBIM COIEPKAHUEM.
Ocoboe MecTo B 3TOM Hpoliecce 3aHUMaeT IpodiieMarrka aHainm3a Meragopuaeckoro
HayaJa >KMBOIMCHOIO IIPOM3BEIEHH, 3aHUMAIOLIETO IIPOYHBIC IIO3ULUU B Ka4eCTBE
KOHCTPYHPYIOLIETO NPUHIUIIA.

Meradoprdgeckoe B COBPEMEHHOM H300pa3HTENFHOM HCKYCCTBE BBIPAXKaeTCs BO
BCEM MHOrooo0paszuu. MoXXHO cKa3aTkb, 4TO MeTa)opa MCIOJIb3yeTCs COBPEMEHHbI-
MU XY/I0’)KHUKAMH Ha Pa3HbIX YPOBHSX: OT AeTaliell 10 KapTUHBI B 1ejoM. [Ipu atom
MmeTadopa NpOsIBIAETCS. B TBOPYESCTBE KAKIOTO XyHAOKHHKA TO-pasHOMY, Gopmupys
HETIOBTOPHMYSIIO aBTOPCKYEO MUPOBO33PCHUYCCKYO KOHLICTILIHIO.

Ob6pamascy k peHoMeHy MeTapopbl (Kak CTHIMCTHYECKOrO NMpHEMa) B IIEIIOM Kak
0C0001i KOHIIEIIINH MUPA 1 TAPMOHHUH YEJI0BCKa C YHHBEPCYMOM, MBI TIOJIy4aeM BO3-
MOXHOCTb y3HATh U OCMBICIIUTH €I0 HCTOKH, [Ty0)KEC BHUKHYTh B CAMOOBITHBIC ITyTH
Pa3BUTHSI COBPEMEHHOTO Ka3aXCTAHCKOTO MCKYCCTBA. B COBpEMEHHOM Xy/I0KeCTBEH-
HOH Kynbrype Kazaxcrana npobiiemMa u3ydeHus 3STHUYECKUX KOPHEU 1 OOIIHOCTh JIy-
XOBHOT'0 KOCMOCA TIOPKCKOTO MPOCTPAHCTBA BUIUTCS HAM OJTHOM M3 KITFOUEBbIX.

OoparieHre COBPEMEHHBIX Ka3aXCTaHCKUX XyTOKHHUKOB K MeTaope, BhIpaXkaromiee-
Csl B MCTIOJIH30BaHWH MHOTOOOOPA3HBIX €r0 CPECTB, B TOM YHCIIE M YMEIOTO TOHIak-
IIET0 KUBOMUCHO-TUIACTUYECKOTO PEIIeHHS MU(OIOITHUECKHUX MOTOTEH, TIPOSBIISACT-
Csl B YCWJICGHHOM CBSI3U C POJHOM 3eMJIEH U KYJIBTYPOM, SBJISASACH CBOETO poJia 3aJ10r0M
9MOILIMOHANBHON JOCTOBEPHOCTH BU3YyaJdbHO-CMBICIOBBIX MHTEPIPETALNHA, KOTOphIE
JlaeT Xy[dOoKHHKaM CaKpadbHOE MPOCTPAHCTBO KyIBTYPHL.

KaroueBbie cioBa: KasaxcraHckoe MCKyCCTBO, (DONBKIOpPHOE Hadano, meradopa,
JKUBOITUCHOE TPOU3BENICHNE, XYIOKHHUKH, KyIbTypa Kazaxcrana, STHHYEeCKHE KOPHH.
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META®OPAJIBIK CUHTE3: ®OJbKJIOP/IBIK TIPUHIIUIITEP
MEH KOPKEM MU ®OIMO3TUKAJIBIK KEHEIITEP APKBIJIbI
3AMAHAYU KABAKCTAH/JBIK OHEPII 3BEPTTEY

Angarna: Kazipri Ka3akcTaHIBIK OHEpIiH ToKipuOeci (HOIBKIOPIBIK TPUHITHII-
TepAiH — XaNbIK aHBI3AAPHIHBIH, MU(TEpAiH, OcliHeney oHepiHiH oneyeTi Oap aHbI-
37ap/AbIH OPTaHHUKAJBIK CHHTE3/€Y MYMKIHMITIH KeHIHEH KOpCeTell, OHBIH KEeHICTi-
riHze »aHa Ma3MyH KaiTa TYCIHAIpLIiN, TOATHIpbUIaAbl. By mpouecte KypbUibic
MPUHIHKII peTiHae Oepik OpbIH alaThlH KECKIHIEME JKYMBICHIHBIH MeTa(opabiK
GacTaiyblH Tanay npobieMachl €peKIIe OpbIH aJIa/Ibl.

Kaszipri Geiineney eHepinaeri MeTadopabIK OapIibIK alyaH TYPIIUTiKTe Kepineai. Me-
TahopaHsl 3aMaHayN CypETIIIep op TYpJIi AeHIrelae KONIaHabl I aifTyra 6oma b
OemmexTepaeH Oacran keckinaemere faeiin. COHBIMEH Karap, MeTadopa ap cyper-
LIHIH HIBIFAPMaIBUIBIFBIHIA 3P TYPIi KepiHeadi, Oipereil aBTOPIIbIK T1yHUETAHBIMIBIK
TYXKbIPBIMJJAMaHBI KaJbINTaCThIPaIbI.

Mertadopa peHoMeHIHe (CTHITHCTHKAIBIK KYpal PEeTiHjIe) TyTacTal alFaH/a oJIeMHIH
epeKIIe TYKBIPBIMIaMacCHl KOHE aJJaMHBIH YHHBEPCYMMEH YilleciMaiiri petiae 6i3
OHBIH OacTaymapblH OlTyTe )KoHE TYCIHYyTe, Ka3ipri Ka3aKCTaHIbIK OHEPIH 1aMybIHBIH
©31HJIK >KOJIJapbhlHa TEPEHIpeK YHUIyre MyMKiHZIK amambi3. KasakcTaHHBIH Ka3ipri
KOPKEM/IIK MOJICHHETIHAE STHUKAJBIK TaMbIpiapAbl 3epTTey Maceleci MEeH TYpKi
KEHICTITiHIH pyXaHU KCHICTITIHIH OPTaKTHIFBI 013 YIIIH MaHBI3/IbI MACENCNIepAiH Oipi
OOJIBIIT TAOBLIAIBL.

Kazipri kazakcTaHIbIK CypeTIiepaiH Metadopara >KyTiHyi, OHBIH op TYPJIi Kypau-
JIApBIH, OHBIH iMIiHIe MA(OTIOATHKAIBIK KapTUHAIAP/IBIH Ie0ep KeCKiHaeMeTiK-TIa-
CTHUKANBIK IICHIMIH KOJJaHyna KepiHic Tabaabl, Oy CypeTiIiepre MOACHUETTIH
KAacHeTTi KeHIiCTiri OepeTiH BHU3yallJbl-CeMaHTHKAJBIK WHTepIpETAlHsIapAbIH dMO-
LUOHAJIBI CEHIMIUTITIHIH Kenisli 00Ja OTBIPBII, TyFaH KEPMEH KOHE MOJICHHETIICH
TBHIFBI3 OailIaHBICTa KOPIHE/I.

Tyiiinai ce3nep: Kazakcrannblk eHep, QONBKIOPIBIK Oactama, meradopa, KOpKeM
mBIFapMa, cypeTiriiep, KazakcTan MoIeHHETi, STHUKAJIBIK TaMbIpiap.
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METAPHORICAL SYNTHESIS: STUDY OF MODERN
KAZAKHSTAN ART THROUGH FOLKLORE
PRINCIPLES AND MYTHOPOETIC PAINTINGS

Abstract: The practice of modern Kazakh art widely demonstrates the possibility
of an organic synthesis of folklore — folk tales, myths, legends with the potential of
fine art, in the space of which rethinking and filling with new content takes place. A
special place in this process is occupied by the problem of analyzing the metaphorical
beginning of a painting, which occupies a strong position as a constructive principle.

The metaphorical in contemporary fine art is expressed in all its diversity. We can say
that the metaphor is used by contemporary artists at different levels: from details to the
picture as a whole. At the same time, the metaphor manifests itself in the work of each
artist in different ways, forming a unique author’s worldview concept.

Turning to the phenomenon of metaphor (as a stylistic device) as a whole as a special
concept of peace and harmony of man with the Universe, we get the opportunity to
learn and comprehend its origins, to delve deeper into the original ways of development
of modern Kazakhstani art. In the modern artistic culture of Kazakhstan, the problem
of studying ethnic roots and the commonality of the spiritual cosmos of the Turkic
space is seen by us as one of the key ones.

The appeal of modern Kazakh artists to metaphor, expressed in the use of its diverse
means, including the skillful finest pictorial and plastic solution of mythopoetic
canvases, manifests itself in an increased connection with their native land and
culture, being a kind of guarantee of the emotional authenticity of visual and semantic
interpretations that sacred space of culture for artists.

The article was prepared within the framework of the project of the Ministry of Science
and Higher Education of the Republic of Kazakhstan AP09259280 “Languages of
Kazakh culture as the basis of ethnic identity: semiotics and semantics”.

Keywords: Kazakh art, folklore beginning, metaphor, painting, artists, culture of
Kazakhstan, ethnic roots.
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Beenenune. AKTHBHOE pa3BUTHE M PA3HOHAINIPABIEHHOCTh COBPEMEHHOIO HCKYCCTBA
Ka3axcrana neMOHCTpUpYET HaM OI'pDOMHBIA NMOTEHLMA] HAIIMX XYIOXKHHUKOB, YTO
HECOMHEHHO JOJIKHO OCMBICIUBATLCS € PA3JIMYHBIX HayuHbIX no3uuuil. OpgHo u3
BaKHEHIIMX MECT B 9TOM IIpOIlecce 3aHUMaeT mpobiemMaTnka MeTadopsl Kak CTHIIH-
CTUYECKOTo TpHeMa, TO3BOJISIOIIEro Hanboee MOTHO OTPA3UTh 3aMBICEIT XyHT0XKHUKA,
aBTOPA IIPOU3BEIECHMUS.

Taxum 00pa3om, HayIHBIC Pa3paOOTKH MOCIIEIHUX JICT MOATBEPIKIAFOT BAXXHOCTD UC-
clleoBaHUN BH3yanbHOH Metadopsl. B cratee «Metadopsr B uckycctBe» (bopyBka,
Tomac, 2003) b. Bopyskap u K. Tomac onuceiBarot, kak MeTa(opbl MOTYT OBITh HC-
MIOJTb30BAaHBl B MCKYCCTBE, YTOOBI CO3AaTh Ooiee NTyOOKOe M 3MOLMOHAIBHOE BIIE-
yaTieHue Ha 3puteis. OHU TaKKe OTMEYAIOT, YTO MeTadOphl SBISIOTCS HEOThEMIIe-
MOM YacThIO KYJIBTYPBI U MOTYT HCIIOJIB30BaThCs JUIA Iepelayn HeH, IEHHOCTEH 1
yOeXKICHUH.

B pabote «KynbrypHble MeTadophl U COBpeMeHHOe UcKyccTBO» (Jlakodd, Tepuep,
2002) JIx. Jlakodpd m M. Teprep obcyxaarot, Kak MeTadOpbl MOTYT OBITH HCITONb-
30BaHBI B HCKYCCTBE IS TIEPEAaudl KyJabTYPHBIX LIEHHOCTEH 1 maeHTuuHOCTH. OHI
[IOAYCPKUBAIOT, 4TO MeTa(hOPhI UMEIOT CHIIBHBIN AIMOIIMOHANBHBIN 3 (EKT Ha 3pUTeIIs
U MOTYT OBITh MCIOJIb30BaHbI IS BBI30BA COUYBCTBHS, SMIIATHU M TOHUMAHHSL.

B pabote «Metadopsl B coBpeMeHHOM nckycctBe» (bpayH, 2016) XK. bpayn odcy-
JKJIaeT, Kak MeTa(opbl MCIIOIB3YIOTCSA B COBPEMEHHOM HCKYCCTBE JJISI CO3TMAHUS d(-
(exra 1 mpuBIeYeHNU BHUMAHUS 3puTers. OHa OTMEYaeT, 9To MeTadOphl MOTYT OBITh
UCTIONB30BAHbI JUIS CO3/1aHMS IPOTHBOPEUHI U BEI30Ba PA3MBIIICHUH Y 3pUTEIS.

B crarse «CumBonsl u MeTadopsl B HckyccTBe Kasaxcrana» (AmanrensaueBa A.,
MycabaeBa A., 2018) A. Amanrenpauesa u A. MycabaeBa 00CyKIat0T, KAK CUMBOJIBI
n Metadopsl UCIONB3YIOTCS B UCKyccTBe Ka3axcTaHa, 4ToObI 1epesaTh KyJabTypHbIE
[IEHHOCTH W WJACHTUYHOCTh. OHM OTHCHIBAIOT, KaK 00pa3bl KOOBUIBI, OpJia U JIPyTHX
KMBOTHBIX HCIIONB3YIOTCS B HCKYCCTBE, YTOOBI CHMBOJIM3HUPOBATh CHITY, CBOOOIY 1
HAIlMOHAIBHYIO TOPJOCTb.

B uccnenoBanun XakceiOexoBoir A. A. «Mcnonb3oBanue metadopsl B paboTax Ka-
3aXCTaHCKUX XyT0KHUKOBY (JKakchiOekoB, 2020) obcyxnaercs, 4To Metadopa urpaet
Ba)XKHYIO POJIb B ICKYCCTBE W MOJKET OBITh MCIIOJIb30BaHA XyIOKHUKAMHE JUIS TIepea-
YH CIIOKHBIX WACH M SMOIMHA. ABTOp yKa3bIBaeT Ha TO, 4YTO MeTadopa MOXKET OBITh
HCIIONB30BaHA B PA3NUYHBIX (OpPMaxX M CTWIAX, TAKMX KaK KHBOIHCH, CKYIBITYpa 1
¢ororpacus.

B pabore baysipskanoBoit A. «Metadopa B Ka3zaxCTaHCKOM HCKyccTBe» baybipika-
HOBa A., 2019) ynomuHaeTcs o ToM, 4To MeTadopa MOKET OBITh UCIIOJIB30BaHA LIS
repeiadyll MHOTHX HJICH M SMOIHH, TAKHX KaK KYJIBTypPHBIC, HOIUTHICCKHE U COIHATb-
HBIE acTIeKTHI. ABTOp oOparaeT BHUMaHHE Ha TO, 9TO MeTaopa MOXKET OBITh UCITOb-
30BaHa JUIA TIEpEadr HCH HAITMOHATIBHOW NICHTHIHOCTH U KyJIBTYPHOTO HACIIESIH.

B nccnenoBanun Kap:xaybaesa E. «Metadopa u meTadopu3M B COBPEMEHHOM Ka3ax-
cranckoM uckycctBe» (Kapikaybaes, 2021) obcyxaaercs, uto metadopa u Merado-
PH3M SIBISIIOTCS HEOTHEMJIEMOW YacThIO COBPEMEHHOIO Ka3aXCTAHCKOTO HCKYCCTBa.
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ABTOp yKa3bIBa€T Ha TO, YTO XYIO)KHUKH HUCIIOIB3YIOT MeTa(opy JUIS ITepeIadd CBOMX
nAel W SMOIMIA, a TaKXKe JUTs CO3AAHMUS MPOYHBIX IMOIIMOHANBHBIX CBS3EH C 3pUTe-
JISIMH.

B pabote «Metadopa kak criocod Tpanchopmarmm KynsTyphi» K. XK. CyneliMmeHoBa
n A. E. BexmyparoBa o0OpamaroT BHUMaHHE Ha TO, 9TO MeTadopa HCIIOIb3yeTcs B
KyJBTYpe ¥ UCKYCCTBE IS TIePead CIOKHBIX UACH M KOHICTIINH, KOTOPBIE TPYIHO
BBIpa3uTh 00bIMHBIMU ciioBamH (CyneliMmeHoBa, bekmyparosa, 2017). OHu pUBOASAT
MIPUMEPHI XYJO)KHIKOB, KOTOPBIC HCIIOJIB3YIOT MeTa(ophl B CBOMX paboTax Ui Iepe-
Jla4M CBOMX WACH 0 KyJbType M obmiecTBe. OHUM M3 TaKUX XyHAOKHHKOB SIBIISCTCS
Ackap Cerms0aeB, KOTOPBII B CBOMX paboTax HUCIOIB3yeT MeTadopy KOBpa Kak CHM-
BOJI KYJIBTYPBI M HAPOJTHOM TPaJIUIIHH.

B pabore «Mertadopa B COBpeMEHHOH XymOXKeCTBEHHOW KynbType KazaxcraHa»
C. T. AnmeBa oOparmaercss K TOMy, Kak MeTa(opbl HCIIOIB3YIOTCS B COBPEMEHHO
xynoxkecTBeHHOM KynbType Kazaxcrana (Anuesa, 1980). OHa npuBOIUT NpUMEpHI
paboT XyI0)KHUKOB, KOTOPBIC HCIIONB3YIOT MeTa(opsl Ul Mepeaaynd CBOMX HACH O
KyJIBType, obmmecTBe u ucropun Kasaxcrana.

OnHako, MpH BceM MHOT000pa3Wi HayYHBIX pabOT Ha 00CYKTaeMyI0 TEMY, paccMo-
TPEHUE BH3yaJbHOU MeTaOphl i ¢ KOMMYHHUKATHBHBIX BOSMOKHOCTEH Ha TpHMepe
COBPEMCHHOTO Ka3aXCTAHCKOTO HMCKYCCTBa BCE €IIE OCTAeTCs aKTyaJ bHOW Impoolire-
MOH. DTOH aKTyalbHOI MpoliieMe, a UMEHHO B pa3pe3e JBYX ITOIXOIO0B («IHTEepaTyp-
HBIC MOTHBEHI B )KHBOTIHCH Ka3axcraHa» U «okHBomHCh KazaxcraHa Kak JIUTepaTypHBINH
MOTHBY) MOCBSIIIICHA TaHHAS CTAThSI.

OcHoBHas JacTb. B mociennee Bpemst XynoxxHuku Kasaxcrana Bce Ooxpiie oOparia-
IOTCSI K MICTIOJIB30BAHUIO BU3YalbHOH MeTadopsl. OHAKO, KaKy0 POJIb UTPACT MeTa-
¢dopa B ux TBOpuecTBe? U Kak ATOT CTHIMCTHYCCKHUI MpHUEM 00OTaIlaeT ux TBOpYe-
CTBO U TIO3BOJIICT JOHECTH JI0 3PUTEI IIaBHYIO HJICIO CBOETO Mpom3BeaeHus? Bor
IJTaBHBIC BOTIPOCHI HACTOSIIETO MCCIICIOBAHMS, OIPEISIIAIONIEE ero MaTepHaIbl H Me-
TOJBI MCCIICIOBAHMS.

Cornacno Jlakod ¢y u Ixouncony (Jlakodd, xorcon, 1980), meradopa sBisieTcs He
MPOCTO yKpaIIeHHe, & CIOCO0 MBIIUICHHUSI ¥ TIOHUMAHUsI MUPa. YUeHbIE CUMTAIOT, YTO
Meradopa MOMOTraeT JIOSIM MPEACTABUTh CIOXKHBIC KOHIETIMU B Oosee POCTOl 1
MOHSITHOH (hopMe, a UX UCITIOTH30BAHNE MO3BOJISIET XYI0KHHKAM BBIPA3UTh CBOH HJICH
B Oostee TITyOOKO# M AMOIIMOHALHON (opme.

Ha ceromHs HAMETHIIHCH TBa OCHOBHBIX ITOAXO0/A B MICCIICIOBAHUH BU3YaIbHOM MeTa-
(opBL: TPOCHUPYONIHI aHAIN3 COICPIKAHMS FITH CMBICTIOBBIX (DOPM — JIUTEPaTypHBIC
MOTHBBI B )KHBOITUCH, a TaKke OoJiee IPOIBUHYTHIA ITOJX0N — H300pa3uTEIbHOE HC-
KyCCTBO Kak JIUTepaTypHbIH MoTHB. O0a 3THX MOAX0Ia 3aHUMAIOT Ba)KHOE MECTO B
HACTOSIIIEM HCCIICJOBAaHNH.

O0o03HauCHHBIC HAIPABICHHUs BHOCST 3HAYUTENBHBIN BKJIAJ B PACIIMPCHUE PaMOK
TPaIUIMOHHOTO MCKYCCTBOBEIUYECKOro aHanm3a. PyHmIaMeHTalbHBIE OCHOBBI 3THX
HaIlpaBJICHUH B OTCUCCTBEHHOHW HayKe 3aJI0KCHBI M Pa3BUBAIOTCS HAyYHOH IITKOJION
WHuctutyTa nureparypsl U uckycctBa uM. M. Aya3oBa, a umeHHo P. A. Epranuesoii,
J. C. llapunoBoii u ApyrumMu.
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Pucynok 1. C. A. Atimbaes. «Monoovie kazaxuy. X.m. 1967 .

https://www.gmirk.kz/ru/kollektsiya/izobrazitelnoe-iskusstvo-kazakhstana/zhivopis/
zhivopis-kazakhstana-60-godov

[Ipu 3TOM, aBTOPBI CTATHU MO TEPMUHOM «BU3yallbHasi MeTa(opay MOHUMAIOT U30-
OpakeHHe, KOTOPOe CHMBOIHU3UPYET CIOKHYIO aOCTPAaKTHYIO HICIO, MTO3BOJIIOIICE
HawnboJee MOJHO OTPAa3sHTh CMBICI MPOM3BEACHHA. MBI cuuTaeM, 4Tto Meradopa Huc-
TIOJIB3YETCs Ka3aXCTaHCKUMHU YKHBOTIHCIIAMH KaK CPEJICTBO, PACKPBIBAIOIIEE MOTEHIIH-
aJIbHBIE IPEUMYILECTBA UECH, CMBICIOB U 00Pa30B MPOU3BEACHHUS.

Takum 00pa3oM, oOpalieHHe XyIOKHUKOB K Meradope «OOBSCHICTCS HE UHTCILICKTY-
aITbHBIM OECCHITEM YENIOBEKa, a TEM, YTO OHA CIIOCOOHA CITY)KHTh CPEJACTBOM MOTyICHHS
HOBOTO 3HAHHsI, CO3/1aBas MOIIHOE ACCOLMATHUBHOE I0JIE C MOMOIBIO OrPAHHYCHHOTO
JTMaria3oHa CPeJCTB BBIPA3UTEIILHOCTH, B YaCTHOCTH, 00pa3oB mi cuMBosioB» (Lakoff,
Dzhonson, 2004).
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Pucynox 2. Meupoican Hypzooicun «963en / Copysy (2023) Xoancm, macho.

.HI/ITepaTypHBIC MOTHBEHI B JKnBOIHCcH Ka3zaxcrana

XKupommcr Kazaxcrana oTpaskaeT MHOXKECTBO JINTEPATYypPHBIX MOTHBOB, CBSI3aHHBIX
¢ UcTopHel, KyapTypo, Mudonorneii u ¢oipkmopoM. B manHOM pasmene MbI pac-
CMOTPUM HECKOJIBKO IMTPUMEPOB TAKUX MOTHUBOB, UX UCTOKU U 3HAYCHUE B KUBOMHNCH.

Onun n3 Hanbonee PacIpoOCTPaHEHHBIX MOTHBOB B »kuBomucu Kazaxcrana — 31o 00-
Ppa3bl KOUEBHHKOB, KOTOPBIC BEKaMH HACEIISUIN CTENHN 3TOH cTpanbl. Kazaxckue Xynox-
HHKH 4acTO N300paXaloT KOYEBHUKOB B PUTyasax, 00psiax, B IOBCEHEBHON JKH3HH,
Ha (oHE KpacHBBIX neif3axeil. OnHUM U3 HanbOosIee IPKUX HPHUMEPOB ITOTO MOTHBA
SIBISIETCS KapTHHA C )KaHPOBOM crieHo n3 u3HH C. A. AiiTOaeBa « Momopie Kazaxm»
(1967) Pucynox 1., 3T0 ’KMBOIUCHBIN MOPTPET IPYIITHI MOJIOMBIX JIIOAICH, H300paKeH-
HBIX B TPAJUIMOHHON ofex/e kKa3axoB. OHU MPEACTAIOT Mepes 3pUTEIeM B MOMEHT,
KOI7ia COOMPAIOTCS OTIPABUTHCS Ha OXOTY WITH Ha KaKOEe-TO JIPYroe MPHKIIOUCHHUE.

Ha nepennem riiaHe KapTUHBI HAXOJUTCS YETBEPO MOJIOBIX JIFOJEH, OMH U3 KOTOPBIX
HaXOIUTCA Ha KOJIEHSX, TOTOBSACh K BBICTPENy U3 JyKa. Bce oHM HaXoAATCs B JUKON
IIPUPOAE, OKPYKEHHON IroOpaMH U BBICOKOM TpaBoil.

XyIMOXKHUK HCIIOIB30BANl SIPKUE, HACBHIIIEHHBIC I[BETa, YTOOBI IIepeaTh KpacoTy u 00-
rarcTBo npupoasl Kasaxcrana. Onesxaa MOJIOABIX JIIOfEH Takke HapsaHA U spKasd, C
opHamMeHTaMH | BbIMBKOM. Kaprina «Momnonsie kazaxu» C. AiitOaeBa nepenaer ar-
Mochepy MPUKIIOYEHHS, TyX CBOOO/IBI M JKH3HU Ha pHpojie. XyHL0KHUK 0TOOpaxkaer
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Pucynox 3. ¥nan Jlanibaii «Anmuoitn am / 3onomotut konuvy (2023), Xoncm, macno

MOJIOABIX J'HOI[Cﬁ, KOTOPEBIC HE OosTes PUCKOBAThb U UCKATh HOBBLIC BIICYATIICHHUSA, U 3TO
ACJIACT KapTUHY SMOIMOHAJIBHO 3ap$I)KCHHOf/‘I n BI[OXHOBH?[IOII.Ieﬁ.

E1me omHIM MOTHBOM, TECHO CBSI3aHHBIM C KyIbTypoi Kasaxcrana, SBISIOTCS 00pa3sl
KMBOTHBIX, 0COOCHHO JIomaiei. B KynbType KOUeBHHIKOB JOIIAAb UTPaja OTPOMHYIO
poIb — oHA ObUIA HEOOXOAMMA JUTS IEPEBO3KH TPY30B, OXOTHI U cpaxeHHi. Ha MHOTHX
KapTHHAX Ka3aXCKUX XYJ0KHHKOB MOXKHO YBUJAETh U300pa’keHuUs JOIIajei, 4acTo B
co4eTaHMu ¢ koueBHMKamu. Hampumep, Ha kapTuHe sSpKOro XyJo)kHHKa MeupixaHa
Hyproxunna «903en / Copys» (2023) PucyHok 2, KOTopas HopaskaeT CBOSH TrapMOHH-
el ¥ 3CTEeTUYECKOH IIPUBIIEKATENBLHOCTBIO. B HEll cMeno coueTaroTes 3J1eMEHTHI Tpa-
JULIMOHHON Ka3aXCKOHU KYJIBTYPbl M COBPEMEHHOM KMBOIMCHU, CO3JaBasl yHUKAJIbHbIN
00pa3, KOTOPBII MpUBJICKAaeT BHUMAHUE 3pUTEINEH.

Takke clieyer OTMETUTh, 4TO KapTuHa Meupxana HyprokiHa BbI3bIBAET HMOIIHO-
HAIIbHBIN OTKITHK Y 3pUTEIICH, MO3BOJISISI KM [IEPEXKUTh T€ UyBCTBA U AIMOLIMH, KOTOPbIE
XyJAOKHUK BIIOXKHII B CBOIO paboTy. B 1iermom, padora «9063en / COopys» sSBIsETCS SIp-
KUM TIPEMEPOM COBPEMEHHOTO HAIIMOHAIBHOTO M300pa3sUTEIbHOTO MCKYCCTBA, CIIO-
COOCTBYIOIIEr0 BOCITUTAHHUIO TyXOBHO-HPABCTBEHHOTO PA3BUTHS Y YUAIUXCSI U BCETO
o01ecTna.

Kpome toro, B sxuBomucu KazaxcTaHa 4acTO BCTPEYAIOTCS MOTHUBBI HCTOPHYCCKUX
JUYHOCTEH, MI(OIOTHYECKIE MOTHBHI M 00pa3bl U3 A1T0COB. Ha kapTHHax ka3axcTaH-
cKoro XynokHuKa Yiana JlanGast «AnteiH ar / 3o10Tol KoHbY» (2023) PucyHok 3,
MOYKHO YBHJIETh N300payKeHUST KOHS B cOpye M0 HaXOAKaM 30JI0TOTO YeloBeKa, ¢ Oep-
KyTOM U Ka3aXCKOH Ta3bl, Ha OHE Top.
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BusyansHas Metadopa, mpuMeHsemas YiraHoM [I. 3To mprem, KOTOPBIN 3aKITI0YaeTCst
B HCIIONIE30BAaHUN 00pa30B, CHMBOJIOB M 3HAKOB B Ka4ECTBE MIUTIOCTPAIINH HIIH OTpa-
YKEHUSI KAKUX-JTH00 WIel, KOHIEIHN niii SMonnid. Vcronb30Banne 00pa3oB HAXOIOK
HcebIkeKoro Kypraia B KauecTBe BU3yadbHON MeTa(ophl O3BOIAET XyTOKHUKAM TIe-
peaarb CJI0KHbIC KOHIENIUU U UJCH, HE npn6era>1 K HCIIOJIb30BAHUIO CJIOXKHBIX WU
a0CTPaKTHBIX (GOPM.

Ha Ham B3misiz, ncmonb3oBaHue o0pa3oB apTedakToB OPOH30BOTO BEKa B KadeCTBE
BH3yaIbHON MeTa(opHI ABIAETCSA BaXKHBIM SIBICHHEM B COBPEMEHHOM Ka3aXCTaHCKOM
nckycctse. OHO TOMOTaeT nepeiaBaTh CIOKHBIC HICH H B3aHMOCBA3b KyabTyp Kazax-
CTaHa. JTO OTKPBIBAECT HOBBIC BO3MOXKHOCTHU IS XYIOXKHUKOB U TIOMOTaeT IPOJBHU-
raThb KyJIbTypy HCKyccTBa B Kazaxcrane u 3a ero npenenamu. McnonszoBanue o0pa3os
13 IPEBHUX KypraHOB MOXKET IOMOYb COIM3UTH KyJIBTYPhI ¥ TPaJULUH Pa3HbIX HAPO-
JI0B, MIOKa3aTh UX OOIIHOCTH U CBSI3H, YTO MOXET OBITH 0COOCHHO BayKHO B yCIIOBHSIX
I00aNMn3aIy ¥ PaCIIUPEHUS MEXKKYIBTYPHBIX KOHTAKTOB.

JlutepaTypHBIE MOTHBBI, TEMBI X 00pa3bl B MOCIEAHEE BPEeMs CTAaHOBATCS Bce Ooiee
MOMYSPHBIMU CPEIH Ka3aXCTAHCKUX XYAOKHHUKOB, paboTalomuX B KUBOMUCH. JIu-
TepaTypHbIC MPOU3BEICHUS YaCTO CIY)KAT HCTOYHMKOM BJIOXHOBCHHS M HICSIMU LIS
CO3IaHUsI XYI0)KECTBEHHBIX paboT. «XKeTi ka3piHa» (CeMb COKPOBHII) — 3TO TPATULIU-
OHHBIH Ka3aXCKHI MOTHB, KOTOPBI OOBITHO OTHOCHUTCS K CEMH KIIFOYCBEIM acIIeKTaM,
KOTOPBIE CYMTAIOTCS BOKHBIMH JIUISI KH3HU.

AKcakaibl, CTapeUIIMHBI KOUEBbIX OOIIMH, BEPWIIH, YTO KXKJI0€ M3 CEMH OOraTrcTB
HMEET CBOIO CIeNU(UIECKYIO IEHHOCTh. Tak, yMHas U KpacuBas )keHa Obljia He TOJb-
KO MOJICP)KKON KOUEBHHKA, HO M 3aLIUTHUIICH €ro CeMbH. BBICTpOHOTHii CKaKyH 00e-
CIIeYrBaJl MOOMJIBHOCTH ¥ 3aIIUTY KOYEBHHKA BO BpeMs MOrOHU. OXOTHHYMI OCPKYT
Y TIPeIaHHBIA NIEC Ta3bl OBIIM HE TOJBKO MOMOIHUKAMH B OXOTE, HO U 3aIIUTHUKAMHU
OT JTUKUX JKUBOTHBIX ¥ BParoB. Xopollee pyKbe, B CBOIO o4Yepe/ib, 00ecreynBal Ha-
JISKHYIO 3aIIUTy B 0010, a BCEOOBEMITIONIIE 3HAHNS TO3BOSIIA KOUCBHHUKY MPUHH-
MaTh MYZIpbIE PEIICHUS U YIIPABISATH CBOUMH OOraTCTBAMHU.

CoxpoBuina, KoTopsle onuchiBatoTcs B «Keti Ka3biHay, 4acTo HCTIONB3YIOTCS KaK Me-
Tadopa A1 ONMCAHNS )KU3HCHHBIX LICHHOCTEH 1 1eanoB. OHM BEIPAXKAIOT HE TOJIBKO
MaTrepHallbHOE OOraTcTBO, HO M JIyXOBHBIC U KyJIBTYPHBIC IEHHOCTH, KOTOPBIE BAXHBI
JUTS Ka3aXCKOTO Hapoja. B KuBomMCcH Ka3aXCTaHCKUX XyIO)KHHUKOB MOTHB «Keti Ka-
3BIHA)» YaCTO HMCIONB3yeTCs] KaK CHMBOJIMYECKOE BBIPAKCHHE MACATOB U IIEHHOCTEH,
KOTOPBIE XYJO)KHUK XOUeT IepeaTh CBOUM 3PUTEIISM.

Heckombko paboOT, CO3MAHHBIX Ka3aXCTAHCKUMH XymoxkHukamu Hypmanom Kumm-
6aeBeiM 1 JlocOomom KackIMOBBIM, OTPaKarOT 3TOT MOTHB B KaueCTBE BHU3YyaJIbHOI
MeTadopsl. B UX KapTHHAX 3TOT MOTHB YacTO HCIIOIB3YETCS JUIS OMHMCAHHS Haeaa
cBobOorsl. Kak ormewaer nccnenoBarens Pammn HyrmaHoB, «o6a XynmoxxHuKa 00pa-
IaroTCs K 00pa3y KOueBOro Hapoja M UCTIONB3YIOT CHMBONIMKY «Keti KasbiHay mis
BBIpa)KeHUS CBOUX UeanoB. Ha nx paboTax 4acTo MOXKHO YBUAETHh H300paKeHNUS CKa-
KyHOB, XOJIMOB, He0a U 3B€3[l, KOTOPbIE CUMBOJIH3UPYIOT CBOOONY U OECKOHEYHOCTh
npoctpancTBa» (Hyrmanos, 2018).
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Pucynok 4. Hypnan Kunubaes «’Kemi Kasvina». 2016 2. Xoncm, macno

B oxnoit n3 Takux pabort, cozmanHoit Hypmanom KnnmbaeBsiM, naes MoTHBa ceMn
COKPOBHII BJJOXHOBIIAIOT Xy/IO’KHIKA Ha co3ianue kapTHHbI «OKeti Kassina» PrucyHok
4, e OH OTpaXkaeT BEIWYHE M KPAcoTy, MOIIb U HEMOKOJIEONMOCTh TyXa Ka3aXCKOTO
HapOAa, a TAKXKE €Tr0 HEMPEXOIAIIyIO CBSI3b C KyJABTYPHBIM HACICIHEM M UCTOpPHHUC-
cknmu Tpaaumsamu. H. Kunnbaes ncmons3yeT COOTBETCTBYIONIHE IIBETA, CHMBOJBI U
00pa3ssl, 9TOOBI TIepeaTh 3HAUSHHE KaXI0TO acIieKTa.

Kaxnas xkapruna Hyprnana Knnnbaesa HeceT B cebe 3HAUNMOCTD, KOTOPYTO HEOOXOH-
MO OCMBICIHTG | TIIATEIBHO PACCMOTPETh. B HEKOTOPBIX M3 ero paboT, HampuMep, B
JTaHHOM ITPOU3BEACHNUN, MBI MOKEM Ha6JIIOZIaTI) APKO BBIPAKCHHBIC Ka3aXCKHUEC HAPOI-
HBIC CUMBOJIBI U 3HAKH, KOTOPBIC 06.]'IalIaIOT 06IHeHOH$ITHI)IM 3HaueHueMm. B JaHHOM
Ciryda€ MpUCYTCTBYIOT TaKUME€ CUMBOJIBI B KAPTUHE «Kerti Ka3bIHa» . CUMBOJIHNYCCKOC
n300pakeHHe BEJIMKOJICITHOTO KOHSI — BEPHOTO CITyTHHKA KOYEBOTO Ka3axa; OepKyTa;
cobaka — Ta3bl; @ TAKXKE MOJIOJIAs HKEHIIMHA, AepKaIasi B pyKax IHay ¢ KyMbICOM,
IIpUYIEM OTO HeﬁCTBHe OCYHICCTBIIACTCA obenMu pyKamu. DTO SIBIASETCS CHMBOJIOM
YBAXKEHHS U MOYUTAHUA K CYIIPYTY, BOSMOKHO, B CBSI3U C €r0 OTIPABJICHUEM B Jajle-
KO€ IyTelIeCTBHE, JTMO0 HA00OPOT, C €Tr0 BO3BpaIlleHHEM H3/alieka. JJaHHbII CHMBOI
TAKXKE BbIpAXKACT J'IIO6OBI), YBaXXCHHUC U CJICIOBAHUEC HAITMOHAJIBHBIM HAPOAHBIM 00BI-
qasM.

Ocoboe BHMMaHUE XYAOXHUK yACIACT OBETY, TaK KaK OH MCIIOJIB3YyET HACBIIICHHBIC
OTTEHKH, KOTOPBIC MPUIAIOT TPOU3BECACHUAM yCTOI‘/'I‘-II/IBOCTL, B COYCTAHUHU C KOMIIO3H-
IIMOHHBIM PCINICHUEM U MHOTOI'PAHHOCTBIO I/I306pa)KeHHOFO.

Kpome storo, H. Kunmnbaes HazenseT CBOMX IepoeB OMPeeTICHHBIMHI PUPOJHBIMI
gyBCTBaMH. My KUMHBI H300pakaroTCs Kak IIIABBI POJIA, TIIABBI CEMbH, a JKCHCKHUE TIep-
COHaXM MOTYT 00J1a/1aTh HEKOTOPOH HEKHOCTBIO, HO BCET/IA IIPE/ICTABICHEI B OJIEXKIE,
XapaKTepHOI A7 ONpeeIeHHOTO EPHOa.
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Pucynox 5. Jlocoon Kacvimos «Kemi Kazvina / Cemv coxkposuwyy (2023),
Xoncm, macno

Hypnan Kunmnbaes Oepet Ha cebs OTBETCTBEHHOCTH 3a TO, 4TO M300pakaeT. Hampu-
Mep, Ha ero paboTax M300payKeHHBIH My>KUMHA MOXET CHMBOJM3UPOBAThH COJIJATa,
OTIIa, BOMHA — BCE B OJJHOM 00pa3e. Llenb 3akiouaercs B cO31aHuK cOOpaHHOro oopa-
3a, SBJISIIOIETOCs] CHMBOJIOM rocyaapcTsa. Harmpumep, BOMH MOXET He JepKarh Opy-
KUsl, HO €ro B3I, 11032, OCBELICHUE HJIH PaKype — BCE 9TO HepeaeT AyX U dHepre-
THKY, KOTOPBIC OLIYLIAET 3PUTEIIb, PACCMATPHUBAsT KAPTHHY.

B tBOpuectBe Hypiana Kumbaesa oqanM 13 Hanbosee BBIICIAIOMNXCS SIIEMEHTOB
SIBIISIETCSI CTpEeMJICHHE K aOCOIIOTHOM cBOOOME, KOTOpasi MPOSIBISETCSI B OPHAMEH-
TajpHbIX (popmax. KapTuHbl XyJOKHHKA CHMBOJIMYHBI U MOTYT OBITh PACCMOTPEHBI
KaK BBIp&KEHHME MJEaIbHOTO MHUPA, KOTOPBIA HaXOAMUTCS 3a MpeleliaMd BPEMEHHU U
peanbHocTH. Kaxkaas koMIo3uLusi MPOPUCOBBIBACTCS Yepes3 Ayllly, CEpALe, pa3yM U
naTeiuiekt H. Kunubaesa, 1 B K10 €ro KapTuHE BCE DIIEMEHTHI UMEIOT 3HAKOBOE
sHauenne. Kaxaplii Ma30K M KaXJaoe ABMKEHNE KACTH MMEIOT 0COOBIM CMBICT M HE
CIIy4aiiHBbI.

Taxoke, motuB «Keti Ka3biHay HCIONB3yeTCs B JKUBOMHUCH KaK CUMBOJIMYECKOE BBI-
paXkeHHEe HAMOHAIBHOM MaeHTHYHOCTH. Kak ormeuaer xynoxHuk HypOonar Tien-
rasbl, «00pa3bl KoueBoro Hapoaa 1 MoTHB «OKeri Ka3biHa» B JKMBOITHCH ITOMOTaIOT
COXPaHMTb W IepesiaTh HCTOPHUECKOE HACNIee Ka3aXxckoro Hapoaa. OHH SIBIAIOTCS
CHMBOJIOM HAIIMOHATGHON HACHTHYHOCTH M TIOMOTAIOT COXPAHUTB CBSA3b C TPAJINIIHS-
Mmu npeaxosy (Tnenrasst, 2019).
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Jpyroii mprMep NCTIONB30BaHMS JINTEPATypPHOTO MOTHBA B KUBOIHCH «KapTuHa Jloc-
6oma KacsimoBa «Keti ka3piHa / Cemb coxpoBumy (2023) PucyHok 5, T/1e XyIOKHIK
n300paxkaeT pa3audHbie 00pa3bl, CAMBOIU3UPYIOLINE CEMb KITIOUEBBIX aCIIEKTOB K13~
HU. DTta pabora MoMoraeT nepeaarb WACH, YTO KaKAbIH acleKT jKU3HU NMeeT CBOU
COOCTBEHHBIN 1ICHHBIH aTpUOYT.

Taxum 06pa30M, Jeregaa o «XKeri Kasbma» OIIMCBIBACT KIINOYECBBIC ACIICKTHI )KU3HU
KOYCBHHKaA B CTCIIUM W AKICHTHUPYCT BAXHOCTH KaXJA0I'0 U3 CEMU OorarcTB JJIS BbI-
KUBaHWA U IPOIBETAHNUA KOYCBHHUKA B Ka3aXxCKOM KYJIBTYypC. DTOT MOTHB CTaJj 4acTo
HCHOJ’IL3y€MOI>i TEMOI B HCKYCCTBE, B TOM YHCJIE U B )KUBOITHMCH.

B 3akiroueHne, MOXKHO CKa3aTh, UTO JUTEpaTypHbIE MOTUBBI B )KHBOMNHcH Ka3axcra-
Ha — 3TO HE TOJBKO JaHb YBAXKCHUSI K HAIIMOHAIBHBIM TPAJUIIHSIM, HO U BO3MOXKHOCTh
[IO0Ka3aTh KPAacOTy U MHOT00Opa3ue Ka3aXxCKoi KylnbTypbl. KazaxcTaHCKHE XyJTOKHUKA
CMOTJITH TIPEKPACHO BOILUTIOTHTH B CBOHMX PadoTax JIUTEpaTypHbIe 00pa3sl, MH(OIOTH-
YEeCKUe TIEPCOHAXH U 00pa3bl MPUPOJIBI, CO3/IaBasi YHUKAIBHBIN CTHIb, KOTOPBIH OT-
pakaeT JTyX Ka3axCKOTo Haposa.

Kusonuce Ka3zaxcrana kak juTepaTypHblii MOTUB. Eciu B nepBoM pasfiene, INaB-
HBII paKypc ObUI HampaBlieH Ha BBISABICHHUE JIUTEPATYPHBIX 00pa3oB B kuBomnucH Ka-
3aXCTaHa, TO TOT pa3fied CTABUT CBOEH LIENbI0 aHAIN3 Ka3aXCTAaHCKOH *KMBOMUCH B
KOHTEKCTE JIUTEPATYPHOTO MOTHBA. AHATU3UPYyEMOE HAMU MOHATHE — JIUTEPATyPHBII
MOTHB — SIBIIICTCS BAKHBIM aCIEKTOM HCCIICIOBAHUS Ka3aXCTaHCKOH KuBomHcH. JIn-
TepaTypHBIH MOTHB TPECTABIACT cOO0OH CEMAaHTHYECKH HACHIIICHHBII KOMIIOHEHT B
JIUTEPaTypPHBIX [IPOU3BEACHUAX, KOTOPbIM aKTUBHO CBSI3aH C TEMOU U UACEU IPOU3-
BEJICHUSI, HO TIPH 3TOM HE SBJSIETCSA UX TOXKJECTBEHHBIM acrniekToM (Xamuzes, 2002).
Omnpenenenue nuTepaTypHOro MoTHBa, npeanoxkenHoe B. E. XamusesbiM, noguep-
KHMBA€eT €ro 3HaYMMOCTb U CEMAaHTUYECKYIO0 HACBIIEHHOCTh. MOTHB SABJISETCSI HEOTh-
eMJIEMOH YacThIO TIPOU3BENICHNS U CIIOCOOCTBYET PAa3BUTHIO €r0 KOHIICTIIINH U UICH.
B KoHTEeKCTe Ka3aXCTAHCKOW JKUBOIICH, aHATH3 JINTEPATYPHBIX MOTHBOB TTO3BOJISIET
BBIIBUTH CBSI3b MEXKIY JHTEPATypOil M JKUBOIHCHIO, a TAKXKE PACKPHITh TIIyOHH-
HbIE CMBICIIBI U CUMBOJMYECKUE 3HAYEHMsS, MPUCYTCTBYIOIUE B MPOU3BEACHUIX
HCKYCCTBA.

Ba)xHO OTMETHTB, YTO MOTHBBI B Ka3aXCTAaHCKOW KMBOIHCH MOTYT OBITh B3SITHI U3
Pa3IMYHBIX JUTEPATYPHBIX NPOU3BEACHUN, OTPAXKAIOLUX HALMOHAIBHYIO KYJIBTYDY,
HCTOPHIO U Tpagunuy. [Ipon3BeieHns TakuX KIACCUKOB, Kak MyxTap Ay330B, Cabut
MyxkaHoB, AnuxaH BykeliXxaHOB U APYI'HX, MOTYT CTaTb UCTOUHUKAMHU JIUTEPATYPHBIX
MOTHBOB, KOTOPbIE HAXOAT CBOE OTPAXKEHHE B Ka3aXCTaHCKOH kUBOMUCH. Mcmomb-
30BaHUE TAKUX MOTHBOB MO3BOJIAET Xy[JOKHHKAM TepeaTh HAl[MOHAIbHBIN KOJIOPHT,
KyJIBTYPHBIC [IEHHOCTH U HCTOPUIECKUE COOBITHS Uepe3 A3bIK HCKYCCTBA.

Hampumep, nponssenenns Myxrapa Aya30Ba, Takue kak «IIyts AbGas» u «Ke-2Ku-
0eK», SABIAIOTCS HACTOSIIMMH KIIaAe3sIMU JINTEPATYPHBIX MOTHBOB IS XyIOKHUKOB.
OO0pa3bl repoeB, UX 3MOIUH, MECTa JEUCTBUS U KYJIbTypHBIE CHMBOJIBI MOTYT OBITh
TpaHCc(OPMHUPOBAHBI HA XOJICTE M BOIUIOIICHBI B )KUBOIIMCHBIX KOMITO3UIMSX. [TyTem
BU3yaln3allii JTUTEPATypHBIX MOTUBOB B Ka3aXCTAHCKOH *MBOMUCH CO3MAETCs Tap-
MOHHMYHOE B3aNMOZEHCTBHE MEXKLy CIIOBOM U 00pa3oM, HO3BOJISIONIEE PACKPBITH ITy-
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OMHHBIC CMBICJIBI U HUJCH, 3aKIIFOYCHHBIC B JINTCPATYPHBIX IPOU3BCACHUAX.

Kpome Toro, aHanmm3 ITUTEpaTypHBIX MOTHBOB B Ka3aXCTaHCKOH >KHBOIHCH CITOCO0-
CTByeT Oosree TTyOOKOMY ITOHMMAHUIO W MHTEPIPETAINH TIPOU3BEICHUI HCKYCCTBA.
XyMOXKHUKH, UCTIONB3YS] MOTHUBBI M3 JUTEPATyphl, CO3AAIOT CBOCOOPA3HBIA AMaor
MEXIY Pa3lIUYHBIMU UCKYCCTBAMHM, PACLIHPSSI CMBICIIOBOE IOJI€ U MO3BOJISAS 3pUTE-
JISIM BOCIIPUHUMATh IIPOU3BEIEHHE C HOBOU NMEPCHEKTUBBI.

AHanu3 Ka3axCTaHCKOH JKUBOIMMCU B KOHTEKCTE JIMTEPATypPHOI0 MOTHBA OTKPHIBAET
HOBBIE TOPU30HTHI HCKYCCTBA, YIIYOISIET CBSA3b MEKIY CIOBOM M 00pa3oM, a Takxke
CToco0CTByeT Oosee TITyOOKOMY TIOHIMAHHUIO KyJNBTypPHBIX M HCTOPHYECKHX O0COOCH-
Hocrel Kaszaxcrana. JluTeparypHble MOTUBBL, NEPEIAHHBIE YEPE3 XYI0KECTBEHHBIC
MIPOU3BEICHUS, CTAHOBATCS CBOCOOPA3HBIM SA3BIKOM, OOBEIUHSIOIMINM Ppa3IUYHbIC
cepbl HCKyCCTBa U OTKPHIBAIOLIMM HOBBIE TOPU3OHTHI JJIsl UX B3aUMOJICHCTBHS.

B kazaxcraHCKOMH )HUBOIHMCH MOXKHO BBIJIEINTH paboTel Hypinana Knnnbaesa koropsie
paccMaTpuBaroTCs Kak BU3yasbHBIC MeTa(Ophl, HAIOJHEHHBIE MOHYMEHTAIBHOCTHIO
1 mTyOoKuM conepskaareM. OHM HAITOMHUHAIOT HACTCHHBIE POCIIICH, CO3TaHHEIE C Ma-
CTEPCTBOM M YMEHHEM Mepenars KyIbTypHOEe HACIEANEe CBOETO Hapoaa. XyAOKHHUK
o0naiaeT MIMPOKUM KyJIbTYPHBIM OarakoM, Ife MHTEJIEKTyalbHOe MTO3HAHHE eBPO-
HeWCKOM, apabCKoil U MyCYJIbMAHCKOH KyJIBTYp BIUSIIOT Ha €ro MPOU3BEICHUS, COOU-
past 3HaKH U CHMBOJIBI, KOTOPBIE HMEIOT O0IIEUeNIOBEYECKOE 3HAUCHHE.

Ero xomnosuuuu npumiamaiT Hac NOrPy3UThCs B IPEKPACHBIH MUP IPOILIOro, Of-
HOBPEMEHHO HOAJIEPKUBAsSI OIIPEIEICHHOE PACCTOSTHIE MEXK Y T€POSIMU U 3pUTEIISIMU.
B pabotax XygoKHUKa TPOCIEKHUBAIOTCA 00bIYaK U TPAAUIMN HAPO/a, IPOHUKHYTHIC
4yepes JINYHOE BOCHPUATUE U MUPOOILYILEHHE XyI0KHUKA-POMAHTUKA.

B tBOpuecTBe Hypnana Kunubaesa npeoOnafaeT crpemiieHHe K JOCTHKEHUIO abco-
JIFOTHOM CBOOOJIBIL, UTO SIBISETCS OZTHUM M3 OCHOBHBIX aCIIEKTOB €ro padoT. OH UCHOIIb-
3yeT OpHaMeHTaJbHBIC (POPMBI, KOTOPBIC IPUAAIOT €r0 KapTHHAM CHMBOJMYHOCTE U
YHHUKaJIbHOCTB, M TIPEJIaracT pacCMaTPUBATh MX KaK BBIPAXKEHUE HICATHHOTO MHpa,
IIPEBOCXOISIIETO BPEMEHHBIE U PealbHbIe PAMKH. XyJI0XKHHUK TITyOOKO NMPOHHUKACT B
CBOIO JAYIITY, CEpJIE U Pa3yM, B pe3ylIbTaTe 4ero Kaxaasi KOMIO3UIHsS IPOoyMaHa 10
Menpqaiiux aAeTanei. MoKHO ¢ yBEpEHHOCTBIO CKa3aTh, YTO B €r0 paboTax HET CIy-
YalHBIX JIEMEHTOB, TAK KaK OHH BCE SIBIISIFOTCS 3HAKOBBIMHU M HECYT B cebe 0coObIH
cMbIch. J{axke BEIOOp KOHKPETHBIX YKPAIICHUH Ha €ro KapTHHAX IPEICTaBISCT CO00it
IIPOYMAHHBII BBIOODP, OOYCITOBICHHBIH €ro 3CTeTHYEeCKUMHU TpeacTaBiIeHmsIMu. Ha-
npumep, B padbote «Dapusa» (2011), n3o0dpakeHa qeBymIKa, [epKalias B pyke TpaHar.
310 mpousBeeHNe U MHOrue apyrue padors! KunnbaeBa MOXKHO yBUaeTh Ha OuMi-
Oopax M yJIUYHBIX OBEPXHOCTSIX, YKPAIIAIOIIMX TOPOJCKYIO CpeLy, PUCYHOK 6. OHM
SpKHe, CaMOOBITHBIE, OPUTHHAJIBHBIC U UMCIOT JAEKOPaTHBHOE 3HAUCHHE.

VY Hypmana KnnmmbaeBa ¢ caMoro Hadaja ero XylI0)KEeCTBEHHOTO ITyTH IIPOSBISETCS
SIPKO€ W MHJMBHTyaTbHOE Hadasio. XOTs OH MOIYy4YHII MpodhecCuoHanbHOe 00pa3oBa-
HHUe 1 pabOTaeT B paMKax aKaJeMUYeCKOil 5KUBOIHICH, €T0 pabOTHI UMEIOT (hUTypaTHB-
HBIIl XapakTep U IPH 3TOM OH HaIllesl CBOI0 0coOyro HuITy. OCHOBHBIM >KaHPOM €ro
TBOPYECTBA SBIISIOTCS JKAHPOBBIE U IIOPTPETHBIE KOMITO3ULMK. OJIHAKO, HECMOTPSI Ha
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MOPTPETHYIO XapaKTepHOCTh ero pador,
OH HM300pakaeT MPEKPACHBIX MOJIOIBIX
JKCHIIMH M CMEJIBIX MY)KUHH-KHTHTOB.
Kaxxnpiit yenoBeueckuii o0pa3 Ha ero
KapTUHAX XapakTepeH, HO Mbl MOHUMa-
€M, Y9TO OTO HE KOHKPETHbIE JUYHOCTH,
Ttakue kak Acenmb wiam Cayne, a 0000-
[IEHHBIC THITOJOTHYECKUue 00pasel. Bcee
€ro paboThI MPOHNU3AHBI CHMBOJIHKOI.

He cmyuaitno Hypnan KummbaeB or-
MEUaeT, YTo B KaXI0W paboTe OH BKIIa-
JBIBACT ~ CHMBOJIMYECKOC  3HAYCHHE.
Ecnm MBI 0OpatuMcs K UCTOPHH U BEpe
Ka3axoB, TO MHOIHME BEI HMEIOT Cca-
KpaJbHOE 3HAYCHHE U CHUMBOJMYECKYIO
LIEHHOCTh. Jlake yTHIMTapHBIC MperMe-
ThI, TAKHE KaK I'PAaHAT, CBEYa WIIU JIyHA,
MpHOOPETAIOT OCOOBIH CMBICI B €ro
TBOpUecTBe. Hekas HeIOCKa3aHHOCTS,
CBsI3aHHAS! C ITUMHU COITyTCTBYIOIIMMHU
9JIEMEHTaMH, [OMOTaeT PaCcKpbITh CIO-
JKeT KapTuH. Hampumep, rpaHat B pykax

Pucynok 6. bunbopo na npocnexme JKCHIIUH CUMBOIM3UPYET IUIOAOPOAHE U
Jocmoix ¢ pabomoii H. Kunubaesa caMm (QPYKT CBOCH KpacoToi HAIIOMHUHAET
«Dapuzay. JIparoleHHbIE KAMHH, TaKUe KaK ajJMasbl

WITN catipupEIL.

Taxum 00pa3oM, B UICKYCCTBE KaXK1asl IeTajlb HIMEET CBOMCTBO HECTH IITyOOKHH CHM-
BOJIMYECKHM CMBICH, @ Xy[JOKHUKU HCIOJB3YIOT Pa3IMYHbIe CTUIMCTUYECKHUE MpHe-
MBI, YTOOBI MEPEAATh CBOM UJICH U SMOIMU. B KOHTEKCTE Ka3aXCTAHCKOW JKUBOIUCH
OJTHUM M3 BBIPA3UTEIBHBIX CTHIMCTHYCCKUX IPUEMOB SIBISICTCS BU3yabHasi MeTao-
pa rpaHara.

Cpenn HamboJee BIEUATIAIONNX PaObOT XyIO)KHUKA HAXOIATCS JKCHCKHE TOPTPETHI,
KOTOpbI€ HAallOMUHAIOT cTWib I'ycraBa Kimumra, aBcTpUiiCKOrO XyJOXKHUKA, KOTOPBIN
mopasuiI MHUp cBoeil siigopueii BmoOIeHHOCTH B npekpacHoe. Hypman Kunubaes,
BJIOXHOBJICHHBII BEKOBBIMH Ka3aXCKUMHM TPAJAULMSIMU, TIPEACTABISCT cedsl KaK BIIIO-
OJICHHOTO B 9TH MUPA)XH, KOTOPbIE OXKMBAIOT B €r0 padoTax.

B pabore Hypnana KunnbaeBa «®apuza» PucyHok 7, Mbl HaOJIrOaeM TTOBECTBOBA-
HHE, KOTOPOE, TIPEKIE BCETO, SBISECTCS Pe3yabTaToM ycuinii Xynoxanka. OH m300pa-
KaeT (parMeHTsl U3 HaIleH MPOILTON KI3HHM, )KU3HHU HAIIET0 Hapoa, OCHOBBIBASCH
Ha HCTOpUYecKuX TokyMmeHTax (CmupHOBa, 2020). XyIoXKHUK yMeNIo MmepenaeT aT-
Mocdepy OTIaICHHBIX BPEMEH, 3I0XY JCIO0B U MPaaeI0B, CO3AaBasi OLIYIICHUE TIPH-
CYTCTBHS B MUPE CPCIHEBCKOBbSL.
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OTreHkH KpacHoOro B kapTuHe «®apusza» uMe-
IOT TIYOOKHMH CMBICH, TaK KaK MHOTHE HapOIbI
CUNTAJM 3TOT IBET IeneOHBIM. B mpeBHOCTH
BEPUJIM, YTO 3TOT I[BET OTIIyTHUBAET 3JIBIX Y-
XOB, ITO9TOMY JABEPU JOMOB KPaCHIIH 3TOH Kpa-
ckoil. Kcraru, apxeonoru roBopsT, 4To caMbIM
JPEBHUE KaMHEM-TAJINCMAaHOM ObUI TpaHar, a
OH KpacHBIH. VIMEHHO 3TOT I[BET SBIAETCS ca-
MBIM PacHpOCTPAHEHHBIM B Ka3axXxCKOM OpHa-
MEHTE, KaK U Y IpyTUX HApOJOB 3TO [BET CHJIBI,
conHIa. Brpodem, ecnu CyauTh MO Ka3aXCKUM
MOCIIOBUIIAM, OH HMEET €l OJHO 3HauCHHUE:
mosionoii. [oBopsT, Haa IOPTOW, TIE POAMIICS
BepOJIIO’KOHOK, TIOIHUMAIN KpacHBIA (uar. A
eIe KpacHBIM IBeToM obo3Hagascs or (Ka3zax-
CKHE OpHAMEHTHI, 2022).

Kpome storo, no Benukomy IllenkoBomy myTu
B Ka3aXCKyl0 OpPHAaMEHTHUKY IMPOHHUKAJIW U 4y-
JKE€3EMHbIE MOTHUBBI, K TIPUMEPY, Y30Pbl B BHUJIE
MUHAJs, TpaHara, obyiaka, rpuba u T.I. DTH
MOTHBBI TBOPYECKH IepepadaThIBaluCh U CO
BpEMEHEM MPHOOpEeTaIN TPAJAUIUOHHBIA STHH-
YECKUH CTaTyC, U TOJNBKO MPH ONpPEAETICHHOM
yCWINU ¥ (paHTa3MH MOXKHO YCMOTPETh B HHX
JTaJIeKue JIaIbHEBOCTOYHbBIC, KOITCKHE, caca-
HUJCKHE WM WHbIe 1poodpasel (M3 mctopun

5 e N
Pucynox 7. Hypran Kunubaes

«Dapusza» 65/36 xoncm,
macno 2011 a.

https://m.facebook.com/ kazaxckoit BeimmBkd, 2023). Hypnana Kusu-
nomadsgreatsteppe/photos/a.35 0aeBa HMCKYCCTBOBEIbI Ha3bIBAIOT MEBIIOM €B-
1681228289840/35168145162 PasmiiCKOro THIIA KyJIBTYPBI, KOTOpbIil B CBOEM
3151/?type=3&source=43&pai TBOPYCCTBE COBMEIIAET KYJIBTYPHBIC 3JICMCHThI
pv=0&eav=Afb7xITGPYnA3s- Bocroka u 3anazna, Asuu u EBponsl. B ero pa-

XRnLVKVHOGXS_YTUXSF{P 60Tax MBI MOXXEM YBHJIETb OPHAMECHTAIBHOCTD

OHdLjfzqawlQ9ZedEHNMG5n MO3aUK, CBETOOTPAKEHMs JIyHbBI U COJIHIIA,

L2P7CLPs I[BETHI, MABIMHBI U JApyrue cUMBOILL Ilomor-
Ha Xy/IO)KHHKA OyKBaJbHO TTOKPBITHI CIIOKHBIM
PHCYHKOM, TNPHONMKAIONIMMCS K OPHAMEHTY.
OH OTKpBIBAET HaM HOBBIH B3IV HA BOCIIPH-
ATHE MHUpa 4epe3 spKue W HEeOOBIYHBIC KapTH-
HBI, B KOTOPBIX OTOOpa)keHa CIIaBHAS HCTOPHS
HOMA/IOB.

B paborax Kumubaepa oOpaiaetcsi BHUMaHHE
Ha JIeTaJli, CBSI3aHHbIE C OKPY’Karolleil cpeion.
Hampumep, ecim coOBITHS TIPOUCXOIST B IOPTE,
MBI 005[3aTeNTFHO YBUIUM ITPEKPACHBIC TIpeIMe-
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TBI JEKOPATHBHO-TIPUKIIAJHOTO HCKYCCTBA U (hparMeHThl HHTepbepa. s XynoKHIKA
BAXHO nepeaaTb JOCTOBEPHOCTH I/I306pa)KCHI/I$I, 4TOOBI BEI3BATH MMOHHUMaHHEC, BOCIIPpU-
SITHE U BEPY B TO, YTO N300PAKEHO.

XyAO)KHUK 00Ja1aeT CHIIBHBIM ITIa30MEPOM M CIIOCOOHOCTHIO HAavYaTh CO3IaHUE Kap-
THUHBI 0€3 MpeaBapuUTeNbHOro 3ckn3a. OH SBISETCS CBOETO pojia «PyHopoOM» COBpe-
MEHHOH JYXOBHOCTH. B MCTOpHUECcKOM KaHpe ero paboThl SBISIOTCS CEPhE3HBIMU U
IyOOKUMU. [[JIs1 TOCTIDKCHUS TAKOTO YPOBHS OH MPUOOPENT OTPOMHBIH OITBIT U TPO-
IIIeJT XOPOMIYIO IIKOTY.

I'panar B xyneType Kazaxcrana nmeer 0co060e 3HaUCHNE W CHMBOJIHYECKYTO crury. OH
ACCOIMHUPYETCSI C TUIONOPOANEM, OOraTCTBOM U KU3HEHHOH »Heprueil. B ka3axcraH-
CKOM YKMBOTIHCHU TPaHAaT YacTO MCIIOIB3YETCs B KauecTBE MeTahOpuiueckoro CUMBOIIA,
4TOOBI IIepeaaTh IITyOOKHI CMBICI U 000TaTUTh KOMITO3HLIUIO pou3BeacHus. [Ipons-
BEJICHHS, TJIC TPaHAT SBISICTCS BU3yaJlbHOM MeTadopoil, 001agaoT CHIIBHON CHMBO-
JINKOM M BBI3BIBAIOT SMOIMOHAIBHOE OTKINWK. OHU MOTYT CUMBOJIM3UPOBATH TLIONIO-
poaue 3emnu Kazaxcrana, ero KyJabTypHOE HACIEIUE U UCTOPUUECKYIO 3HAUMMOCTb.

OnvH 13 MPUMEPOB UCTIONB30BAHUS BU3YAJIbHOM MeTa(Oophl rpaHaTa B Ka3axCTaHCKOM
JKUBOITUCH MOXKHO HAlTH B paboTax COBPEMEHHOM XyNOXKHHIIBI AKKaHbl AOnanue-
BOii, yIOCTOCHHOIl 3BaHMs HOKTOpA U3SIIHBIX UCKYcCTB CTaMOYJIbCKHM YHUBEPCH-
TETOM, aBTOpA HECKOJbKHX YCIELIHbIX BBICTaBOK. Ee MpousBeneHus ominyarorcs
HEMOBTOPHMBIM CTHJIEM M MaHEPOH, KOTOPBIC MPHUIAIOT KAPTHHAM JIETKOCTh U HCKPEH-
HOCTh. CllaBy XyHZOXKHUIIE TPUHECITH Kap-
THHBI, B KOTOPBIX IEPEOCMBICIICHBI BEUHBIE
TEMBI JIFOOBH, B3auMoOroHUMaHus: «M Th
monpoOyit», «Amam u EBa», «[panar»
Pucynok 8, «Ilompyxkuy, «HexHOCTH»
(M306pasutenbHoe McKyccTBo Kasaxcra-
Ha, 2021). B eé xapTuHe TpaHaT ABIAETCA
BaXXHBIM JJIEMEHTOM KOMITO3UIIMU, 00paM-
TSI CIOKET M TpuAaBas eMmy DIyOMHy u
CUMBOJIMYECKYIO CYLTHOCTb.

Takum 0Opa3oM, HCIIOIB30BAHNE BU3Yyalb-
HOW MeTaopsl IpaHaTa B Ka3aXCTAHCKOU
JKUBOIIUCH I103BOJISIET XyA0KHUKAM BbIPa-
3UTh TIYOOKHH CHMBOJIMYECKHUH CMBICI,
CBSI3aHHBIN C IUIOAOPOAMEM, OOraTCTBOM
U KyldbTypHbIM HacneaueMm Kasaxcrana.
PaboTbI XyO’KHHUKOB, TJI€ TPAHATHI CTAHO-
BATCSI IIEHTPAILHBIM MOTHBOM, OOJNamaioT

Pucynox 8. Axncana Aboanuesa 0coGoii dHeprueil u BUOpaIHMel, TepeHo-
«[ panamy https.//artline.ru.net/topic/  cq 3pUTENA B MUP Ka3aXCKOH KyIBTYpPBl U
abdalieva/ UCTOPUH.

B coBpemenHoM mckyccTBe KazaxcraHa MOXKHO HaWTH MHOTO IPHUMEPOB HCIIONB30-
BaHMs MeTadopsl. HekoTophle XymOKHUKH HCIONB3YIOT MeTadophl, 4TOOBI IepeaTh
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nacu HaITMOHATBHOM 1 KyJ'ILTypHOﬁ HUACHTUYHOCTH, B TO BPEMS KaK APYTUC UCITOJIb3Yy-
0T MeTa(bOpI)I, 4TOOBI NOAYEPKHYTh COLMATIbHBIC U MOJUTUYCCKNUC TEMBI.

OiHO¥ U3 KHHT, KOTOpasi oOparaeTcst K 3Toi Teme, siBisiercst «Kazaxckast >KHBOITHCH:
OT HAIIMOHAJIBHOM K XyI0XKECTBCHHOW MAEHTHYHOCTW» (AOmmnbmun, 2017). ABrop
paccMaTpuBaeT pa3InIHbIe TBOPUECKHE TIOAXO0/bI K MCTIONB30BAaHUIO METaPOPHI B Ka-
3aXCKOW JKMBOITMCH U TIOKA3bIBACT, KaK XYIOKHUKH UCIOJB3YIOT 3TOT CTHUIMCTHYE-
CKUH NpUeM I IIepelaud CBOUX UAEH U HMOLUM.

MHorue xynoxaukn koHna 1980-x u 1990-x paccMarpuBaiii TpaHc(hOpPMAIIHAIO BH-
3yaJIbHBIX CPEJl B CTOPOHY CHMBOJM3MA KakK (pyHIAMEHTAJbHBIA MPHHIUIL. [ aqum
MasaHoB, JKUBOIIHCEI], XyAOKHUK KHHO M An3aifHep, (HOKyCHpyeTcs Ha ITOHCKE I[Be-
TOBBIX MeTa(op 1Jisi 0003HAUCHHST MHPOBOTO MOPSIIKA M B3aUMOCBSI3H MEXKIY JTyXOB-
HBIM 1 MaTepuanbHbIM. OTHAKO €Tr0 BRIPAXKEHUS HACH HOCST CKOpee HHTEIUICKTyalb-
HBIH, YeM YyBCTBEHHBIH Xapakrtep, mpruoOpeTas ypOaHW3UpOBaHHEIA Xapakrep. [lo
1990-x rogoB B KapTHUHAX XyHOXKHHMKA MpeoOnagand CTUIM30BAHHBIE N300paKeHUs,
HaCHINICHHBIC TOHKIMH I[BETOBEIMU HIoaHCAaMH. CBOEH KHCTBIO OH CTPEMMUIICS 3ale-
YaTieTh, Kak BeIpa3wiack b. bapmaHkyinoBa, «aOcypau3M (akToB, BbIIABACMBIX pe-
anpHOCTBIO» (BapmankymoBa, 1995: 218). Kak XymokHUK 1m0 KocTioMaM, MaTaHoB
4acTo U300pakall Pa3IMuHyI0 OICKIY B CBOMX Ipa)UuecKUX paboTax, HAIlOMHUHAKO-
IIUX O IPUCYTCTBUH HEBUUMOTO YEJIOBEKA.

MsI cuntaeM, 4To MeTadopa U MeTadhOpu3M SBISIOTCS BAXKHBIMH CTHIINCTHYECKUMHA
IIpYUEMaMH, KOTOPBIE MCIIOIb3YIOTCS XYNOKHUKAMU UL IIEPENauu CIIOKHBIX UACH U
SMOIMH B UX MTPOM3BEACHUIX. B COBpeMEHHBIX paboTax Ka3aXxCTAaHCKHUX XyTIOKHHUKOB
Mmeradopa U MeTaopHu3M TaKKe SIBISIOTCS HEOThEMIIEMOH YacThl0 MX TBOPYECKOTO
mporecca.

OngHMM W3 SIPKUX TNIPUMEPOB HCIIONB30BaHUS MeTadopbl B COBPEMEHHOM Ka3ax-
CTAaHCKOM HCKYCCTBE siBIsieTcs »kuBomuch Cabura MyparbekoBa. B cBoux paboTax
OH HCTIONB3yeT MeTadopy «IyXOBHOE MPOOYKICHUE» IS BBIPAKCHHS CBOMX HJICH
0 TIOMCKE CMBICJIA *KN3HH. B ero paborax MOXHO YBHJIETh M300payKEHHs JTyXOBHBIX
CHMBOJIOB, TAKHX KaK TOJIOBBI )XKMBOTHBIX U ITHUI], KOTOPbIE CHMBOJIM3HPYIOT pa3iInd-
HbIC KauecTBa 4enoBeka. MypaTOekoB HCIONIb3yeT MeTadophl ISl IIepejadil CBOUX
MBICJIEH U UyBCTB, U B PE3yJIbTaTe €ro paboThl MOTYyYar0TCsl OYCHb IMOIMOHAIBHBIC U
BBIPa3UTEIIbHEIE.

Jpyroii Xy[JO)KHHK, HCIIONB3Y LM MeTapopkl B cBoei pabote, — 310 Acbuixad Hyp-
radsuIIsl. B cBOMX paboTax OH MCIONIB3yeT MeTadopsl, 4TOOBI IIepeaaTh CBOM MBICIN
0 BHYTPEHHEM Mupe yesoBeka. B ool u3 cBoux paboT, OH Hcnonb3yeT merado-
Py «THE310» A 0003HAUCHMS YEJIIOBEUYECKOTO OMa M CHMBOJHU3HPYET TEIIO, YIOT
U 3alIUTY, KOTOPBIE OHO MPENOCTaBIsAeT. B npyroii pabore HypraObuiae! uctons3yer
MeTaopy «JIec» A Mepefaddl CBOMX MbICIEeH 00 HKOJOTMYecKHX mpobnemax U o
HEOOXOAMMOCTH 3aIIUIIATE TIPHPOITY

B paboTax kKa3aXCTaHCKHX XYIOKHHKOB MOKHO YBUAETh MHOXKECTBO IPHUMEPOB HC-
mmosp30oBaHus MeTadopsl 1 Metadopmsma. Hammpumep, B paboTax xymoxunka Pyctema
BbexbocrhiHoBa «KenesHbiii Bek» U «3Be3abl AnMarby (bekoockiHoB, 2021) MOXHO
YBHJETH HCIOIB30BaHNE MeTa(OPHI [UIS IIePeIadl HAeH CHIIBHBIX M YCTOHYUBBIX Ma-
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TEPpHAJIOB, TAKUX KaK KCJI€30, KOTOPHIC BOIJIOMIAKOT CHUJIIY W BBIHOCIHMBOCTH YCJIIOBC-
YCCKOTO ayxa.

OnHako, HE BCE 3PHTENN MOTYT ITOHUMATh METa(pOPHUUECKUH S3BIK, HCHONB3yEeMBIit
XyJOXKHUKAaMH, 9YTO MOXKET OrpaHN4uBaTh 3(P(HhEeKTUBHOCTH Mepeaadn Uaeil 1 sIMormit
B ux paborax. Kpome Toro, ncrosip3oBanne MeTadopbl MOXKET IIPUBOIUTH K PA3HBIM
HMHTEpIpPETalysAM U HEIIPABUIbHOMY IIOHUMAHUIO TBOPYECTBA XyA0KHHUKA.

VccnenoBanus B 001aCTH BOCTIPHATHS MeTa(QOPBI TAKXKe MMOATBEPIKIAIOT ITOT pakT. B
nccienoBanun bapnadoy n JIu (bapmadoy, JIn, 2013) 66u10 00HAPYKEHO, UTO 3PUTEITN
MOTYT TEPATHCS B HHTEpIPETAIH MeTahOpruIecKrx 00pa3oB, 0COOSHHO €CIIM OHU HE
3HAKOMBI C KOHIIETIIHEH, KOTOPYIO XYJO)KHUK TBITAeTCS TIEpeiaTh Yepe3 CBOK PadoTy.
3TO MOXKET MPUBECTU K HEIIPABUIILHOMY [MOHUMAHHIO PA0OThI XYJO)KHHKA ¥ YMCHb-
MIeHUIO YPPEKTUBHOCTH UCTIOIBE30BaHHS MeTa(OpbI.

Kak MoxHO pemuts 3Ty npobnemy? OIHUM U3 PEIIeHUH MOXeT ObITh Oosee sIBHOE
OOBSICHEHHE KOHIICTIIIIH, KOTOPYIO XyIOXKHHUK ITBITACTCS TIepPeaaTh yepe3 CBOIO pado-
Ty. DTO MOXKET IIOMOYb 3PUTEIIIO JTyHIIle TIOHATh MeTaOPHICCKHUIN A3BIK XyTOKHHUKA 1
HaCJIaXKAaThCsl ero paboToil B ONHOM Mepe.

Bwmecre ¢ Tem, nucnonb3oBaHue MeTagopsl 1 MeTagopu3Ma B paboTax Ka3axCTaHCKHX
Xy/IO)KHHKOB SIBJISIETCSI BKHBIM aCIIEKTOM MX TBOpYecTBa. Meradopa 1mo3BoisieT Xy-
JIO’)KHUKaM BBIPaXaTh CJIOXKHBIC U/ICH M SMOIIMHU B 00JIee SIMOLHOHANBHOM (opme, 9To
MOYKET BBI3BaTh OoJiee MTy0OKoe BOCTIpUsTHE padoThI 3puTeisimMu (Akbaesa, 2018).

B 3axsmoueHny, MOXHO CKa3aTbh, YTO HCIIONB30BaHUE MeTadopsl M MeTahopu3Ma SB-
JISIeTCsl BaKHBIM aCTIeKTOM TBOPUECTBA Ka3aXCTaHCKUX XyA0KHUKOB (CaruHosa, 2016:
1-6). OnHako, HEOOXOAUMO YUYUTHIBATh, YTO MeTahopa MOXKET NMPUBECTH K PA3HBIM
MHTEpNpeTanusiM ¥ HENpaBHIbHOMY I[TOHUMAHUIO padOTHl XyaokHHKA. [losTomy,
auist Gonee 3¢ exTUBHON Nepenaun naei 1 AMOIMI Yepe3 CBOU pabOoThl, XyI0KHUKA
JIOJDKHBI YYUTBIBATh 3PUTEIBCKYIO ayAUTOPUIO M CTApaThCs OOBSICHATH KOHIICTIIIHIO,
KOTOPYIO OHH HBITAIOTCS IIEPEATh YePE3 CBOIO paboTy.

Hcnons3oBanue Metadopsl 1 MeTadopru3Ma B XyT0KECTBEHHOM NPOCTPAHCTBE ABIIS-
€Tcs OIHUM U3 BaXKHBIX aCIEKTOB KyJIbTYpPbI U HCKyccTBa. B coBpemenHom Kazaxcra-
HE OTOT BOIIPOC TAKXKE OCTAETCS aKTyajabHbIM U MHTEPECHBIM JJIs UCCllefoBaHusd. B
JIAHHOM CTaThe MBI PACCMOTPHM HEKOTOPBIE pAaOOTHI Ka3aXCTAHCKUX YUEHBIX U XY0XK-
HHUKOB, TIOCBSIIICHHBIC MCIIOIBb30BaHUIO MeTa(opsl 1 MeTahopr3Ma B XyTOKESCTBCH-
HOM IIPOCTPaHCTBE coBpeMeHHoro Kaszaxcrana.

B pabote «Metadopa B m0I3UH COBPEMEHHBIX Ka3axCcKux mo31oB» J{. M. Typraubae-
Ba 00palaeTcs K TOMY, Kak MeTa(opbl HCIOIB3YFOTCS B II033HU COBPEMEHHBIX Ka3ax-
ckux 1odtoB (Typranbaesa, 2016). OHa npuBOAUT NPUMEPHI MOITUYECKUX MTPOU3BE-
JICHUH, B KOTOPBIX MeTa)OPBI HCIIONB3YIOTCS IS IepeIady CIOKHBIX HIICH U TyBCTB.
OmHrM U3 TakuX T0ATOB sBisieTcs JKacsur KeOekoB, KOTOPEIH B CBOMX ITPOU3BEICHNU-
SIX MCTIONIB3YeT MeTaopy «BeTep» IS Tepefad naei o cBo0oae M He3aBHCHMOCTH.

Taxum 00pa3oM, MOXKHO CAeNIaTh BBIBOJ, 4TO MeTa(hops! ¥ MeTa(OpU3MBI MIUPOKO UC-
TIOJIB3YIOTCS B Xy/I0XKECTBEHHOM MPOCTPAHCTBE coBpeMeHHoro Kasaxcrana s nepe-
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Ja4u CJIOXKHBIX Hﬂeﬁ, YYBCTB U KOHHCHHHﬁ. Xy,Z[O)KHI/IKI/I, MO3THI U APYTUC TBOPUCCKUC
JIMYHOCTHU HUCIIOJIB3YIOT MeTaCbOpBI u MeTa(i)OpI/ISMLI, YTOOBI CO31aTb FHy6OKI/I€ u 5MO-
IMOHAJIBHO HACBIIIECHHBIC ITIPOU3BECACHU UCKYCCTBA, KOTOPBIC OTPAXKAIOT KYJIBTYPHBIC
1 UCTOPUIECCKUEC ocobennoctu Kazaxcrana.

OpnHako, HEOOXOMMO OTMETHTb, YTO MCIIOIb30BaHHE MeTadop U MEeTahOPHU3MOB TaK-
’Ke MOXKET IIPUBECTH K HEJOMOHUMAHHIO U MUCCUHTEPIIPETALUHU [IPOU3BEICHUH, 0CO-
OEHHO JJ1s TeX, KTO He 3HAKOM ¢ KyNbTypoii n ucropueit Kasaxcrana. [Tostomy BaxHO,
9TOOB! XYTO)KHUKH W APYTHE TBOPUSCKUE TUIHOCTH YIUTHIBAN IMOTCHINAIBHYIO ay-
JUTOPHIO CBOMX PA0OT M CTAPAIICH ITEPEeaBaTh CBOU UIEH U KOHIICTIIIHH C TIOMOIIBIO
SI3BIKA UCKYCCTBA, KOTOPBI ObLT OBI JOCTYHEH IS MINUPOKOH ayIUTOPHUH.

B nenowM, ucrosnp3oBanne Metagop u MeTahOpU3MOB B XY0)KECTBEHHOM MPOCTPaH-
cTBe coBpeMeHHOoro KasaxcraHa siBsi€TCS UHTEPECHBIM U MEPCIEKTUBHBIM HaIlpas-
JIeHWeM HccieioBanuid. Hayunble paOoThI, MOCBAIICHHBIE 3TOH TeMe, MOTYT BHECTH
Ba)KHBIN BKJIaJ B IIOHUMAaHUC KYJIBTYPHBIX U UCKYCCTBCHHBIX ocobennocreii Kazax-
CTaHa ¥ CIIOCOOCTBOBATH PA3BUTHIO MECTHOW Xy/I0)KECTBEHHOI KyJIBTYPHI.

JanpHeime uccienoBanus B 9TOH 00JacTH MOTYT BHECTH Ba)XKHBIM BKJIAJ B IMOHU-
MaHHe KyJbTypHBIX M UCKYyCCTBEHHBIX ocoOeHHOCTel KazaxcraHna u crmocoOcTBOBaTh
Pa3BUTHIO MECTHOM XyIOKECTBEHHOM KylbTypbl. Kpome Toro, ucciaenoBanusi B 3TOH
00JIACTH MOTYT OBITH IMOJIE3HBI JUIsl O0Jiee IMUPOKOTO TTOHUMAHUS PO MeTadop U
MeTapOpU3MOB B XYJIOXKECTBEHHOM TBOPUYECTBE B PAa3HBIX KYJIBTYpax W CTpaHax.

Ha cerogasmumii JeHb XynokHUKK B KazaxcTane HaXoAsT HOBBIE CTHIIMCTHUECKUE
(dhopmbl, 0Opammasch K KyJIbType KOUeBHUKOB U OCHOBaM TPaJMIIMOHHOTO CO3HAHUS,
BBIPa)KEHHBIM B CUMBOJIAaX U MU(pax. OHU cTpeMsTCs CO3AaTh HOBOE XyJ0)KECTBEHHOE
IIPOCTPAHCTBO HA OCHOBE YHUBEPCAJIBHBIX CMBICIIOB, PA3BUBAsI 3HAUCHHUS JIPEBHUX 00-
Pa30B ¥ CHMBOJIMYCCKUX 3HAUYCHUH apXETHITIOB, KOJOB U 3HAKOB JIPCBHUX TIOPKOB. DTO
OCO3HaHHUe ce0si HOCHUTEIISIMU JTyXOBHOTO HACIIENUS XYI0KESCTBEHHBIX CUCTEM JPEB-
HETO U CPeIHEeBEKOBOTO HCKyccTBa Ka3axcTaHa BeleT K OTXOLY OT PeaICTHYECKOTO
M300pakeHHsI ¥ CTUMYJIHPYET TBOPYECKUE MOWCKU B HAINIPABICHUU JOMBICIHBAHUS
(FOcymnoga, 2009: 136).

OJHUM U3 IPUMEPOB XYIOXKHUKA, UCTIONB3YIOIIEro Metadopsl U MeTadopu3Mbl, sIB-
nsiercs Aligap AnueB. B cBoMX paboTax OH 4acTo MCIIOIB3yeT 00pa3bl KMBOTHBIX,
YTOOBI nepeaarb CBOM MACH O YCIIOBCYCCKOM IMOBCACHUMU. B ero KapTHUHE «Bonk n
oBna» (2018) BOJK M OBIA MCIOJIB3YIOTCSI KaK CHMBOJIBI CHIIBI M CITa0OCTH COOTBET-
CTBEHHO. JTa MeTa(popa noMoraeT nepeaarb ucro 0 ToOM, KaKk CUJIbHBIC JIIOAU MOTYT
HCII0JIB30BaTh CBOIO BJIACTh JJIA IIOAAaBJICHUA Cl1a0BIX.

Jpyrum npuMepoM XyIOoKHHKa, HCIONb3YMEero Metadopbl 1 MeTa(OpU3MBI, SBIIS-
etcst Hypcynran BeiicekoB. B ero padote «/lom» (2017) oH ucronb3yer odopa3 qoma
KaKk CHMBOJI yroTa W Komdopra. OmHaKo, yepe3 HCIOIB30BaHUE PA3HBIX TEKCTYp U
[BETOB, XyJIOKHUK co3naeT 3(pdeKT naBieHust U YrHETEHHs, 4TO MepeaaeT Uaeto o
TOM, YTO HHOT/Ia JIOM MOXKET CTaTh TFOPbMO.

Kanpip:kan XalipyauH B CBOEM TBOPUYECTBE UCIOIb3YET MPUHIUILI TPAAUIIHOHHOTO
OpPHAMEHTAJIBHOI'O UCKYCCTBA. XyJOXKHUK CO3/1a€T CBOU IIPOU3BEIEHH ], UCIIOTIb3YS 13-
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Pucynok 9. [locmoponnuii 2015. Xoncm, macno, cmeuwantas mexHukd

https.//nomadmgz.kz/index.php/lyudi/2 54-khajrulin-kadyrzhan

BECTHBIE 00pa3bl HACKAIBHOTO UCKYCCTBA, IPKHUE IIBETa M KOMIIOHYS UX B y3HaBacMbIe
xomno3unuu. Hanpumep, B padote «Kommosuiws» (1989) Xaiipynus 00beAnHIIT MH-
(rdyecknx nepcoHakel KomMIuiekca Tamraisl 3110xu OpoH3bl. B ero sxuBomnmcu MoxxHO
HaOJIoNaTh SIPKHE KOHTPACTHBIC [[BETA, IPSIMOJIMHEHHOCTD U YIPOIICHHUE TTAIUTPHI 1
KOMIIO3HUIINH, YTO TIPUIAET ero paboTaM JIeKOpaTUBHEIA xapakTep. B kapTuHax Xaii-
pynrHa, HanpuMmep B «3BykH BeTpay (1994), ctpemMuTe bHBIC THHAN U COUHBIC I[BETA
CTHIIM30BaHHOMN (PUTYPBI JIOMIAU CO3AI0T 3BYUHYIO BUOPAIHIO.

Kapruna «Iloctoponnuii» xynoxxkauka Kanpipxkana Xaipynuna, co3nannas B 2015
TOy Ha XOJICTE C HCIIOJIb30BAaHUEM Macila M CMEIIaHHOH TEXHHKH, SBISIETCS SIPKHM
IIPUMEPOM €r0 OPUTHHAIBLHOTO CTHIIS PUCYHOK 9.

Ha xaptunax XaiipyanHa 0OBIYHO NPHUCYTCTBYIOT SPKHE KOHTPACTHI IIBETOB M YIPO-
meHHbIe (HOPMBI, 9TO cO3maeT (P HEKT AEKOPATUBHOCTH U HACBHIIIIEHHOCTH KPACKaMH.
Ha kapruns! «ITocTopoHHUIT» BBl BUANTE QUTYPY YETOBEKA, OKPYKEHHOTO aOCTpaKT-
HBIMH T€OMETPHYECKUMHU (PUTypamH, YTO CO3/AET OLIYIIEHHE KAKOH-TO TaWnHCTBEH-
HOCTH U 3araJlo4HOCTH.

Kapruna «IlocTopoHHUID» MMeeT WHTPUTYIOIIMHA 3arojOBOK, KOTOPBIM IO3BOJISIET
3PUTEITIO 32 lyMaThCs O TOM, KTO 3TOT «IIOCTOPOHHU» M TIOYEMY OH HAXOJHUTCS B JaH-
HOW cuTyaluu. B 1enom, KapThHa BBI3BIBAET MHOXKECTBO BOIPOCOB M MHTEPECHBIX
MBICTIEH y 3pUTesl, YTO SIBIISIETCS] OHOW U3 0COOEHHOCTEH TBOpUecTBa XalpyauHa.

Takum 00pa3oM, OH CO3IAET KOMITO3HIIUK, COCTOSIINE M3 Y3HABAEMBIX MU(DUUCCKUX
MePCOHaKEH HACKAIILHOTO HCKYCCTBA, U IIPU ATOM IIPHUBJICKACT BHUMAHHUE K IPSIMOJIH-
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KA3AXCTAHCKOI'O UCKYCCTBA YEPE3 ®OJIbKJIOPHBIE HAYAJIA
N XMBOIIMCHBIE MUPOITIOOTUYECKHME ITOJIOTHA

HEWHOCTH U YIIPOILICHHIO MATUTPhI ¥ KOMITO3HIMH, B PE3YJITaTe €T0 KapTUHBI IIPHOO-
PETaroT BbIPA’KEHHbLI IEKOPATUBHBII XapakKTep.

Hcnonmp3oBanne MeTadopsl M MeTahopru3Ma B HCKYCCTBE SBIISACTCS OHUM M3 CaMbIX
9 (EKTUBHBIX M BBIPA3UTENBHBIX CIIOCOOOB TEpeiaTh HAeH U SMOLMHU. B coBpemeH-
HOM nckyccTBe Kazaxcrana MHOTHE XyTOKHHUKH HCIIONB3YIOT 3TOT CTHIMCTHYCCKHUI
IIPUEM, Y4TOOBI CO3/1aBaTh BHIPA3UTEIbHBIC U AMOIMOHAILHO HACHIILICHHBIC TPOU3BE-
neHus uckycctsa. OquH U3 Haubosee APKUX MPUMEPOB UCTIONH30BaHUS METa(pOPhl U
MeTadopu3Ma B Ka3aXCTaHCKOM HCKYCCTBE MOKHO HalTH B paboTax XyIO)KHUKA AM-
napa AnumOaeBa. Ero kaptunsl «Koiokom» u «Komy» SBISIOTCS MPeKpacHbIMU MPU-
MepaMH HCTIONB30BaHMs MeTadopsl. Ha kapTrHaxX IpecTaBIeHb 00BEKThI, KOTOPHIS
CHMBOJIM3HPYIOT OOTaTCTBO Ka3aXCTAHCKOM KyJIBTYPbI M HCTOPHH.

Kapruna «Komokom» mpezactasisteT co0oii n300paxeHHe KOJIOKOoIa, KOTOPBIH OBLT HC-
TI0JIB30BaH BO BPEMEHa JIPEBHNX KOUEeBbIX HapoaoB Kazaxcrana. Koiokon cumBom3u-
PYeT He TOJBKO KyIbTypy U ucTopuio Ka3axcrana, HO M Ipexk/e BCEro MpeACTaBIsIeT
co00ii cMMBOJI CBOOOBI M HE3aBUCUMOCTH HapoJa.

Kapruna «Kom» npezcraBisier co6oii n3o0paxeHrne KoMa — HAlIHOHAJTBHOTO UHCTPY-
meHTa Kazaxcrana, KOTOpBIM UTpaeT BaXKHYIO POJIb B KyJIbTYpe U MYy3bIKE 3TOU CTpa-
HBl. Ho B TO ke Bpems, 9T0 Takke MeTadopa, KOTopasi CHMBOJIH3HPYET CIHHCTBO U
COJIMJAPHOCTh Ka3aXxCTaHCKOTO HapoJa.

Eme omHuM npuMepoMm wHcroib3oBaHMst MeTadopbl M MeTadopusMa B Ka3axCTaH-
CKOM HCKYCCTBE SIBIISIIOTCSL paboThl xynokHuka Paymana baiiradouioBa (baiiraOol-
108, 2020). Ero xaptuna «PaccraBanmney» SBISeTCSA MPEKPACHBIM IPHMEPOM HCTIONb-
30BaHMsi MeTadopbl B HcKyccTBe. Ha kapTuHe M300pakeHbl 1Ba CHIIydTa, KOTOpbIE
CMOTPST APYT HA ApyTa, HO HE MOTYT BCTPETHTHCS. DTO CHMBOJIHU3HPYET HE TOIBKO
TpareIuio paccTaBaHusl, HO ¥ OOJIC3HEHHBIN MPOIECC pa3phiBa ¢ OO0 1 CBOCH HICH-
THYHOCTBIO.

JlpyruM XyJaoKHUKOM, KOTOPBIH aKTHBHO HCIOIB3YeT MeTapopbl U MeTadhOpU3MBbI,
siesiercst Aiidbex CepkeeB. B ero padorax MOKHO yBHIETh 00pa3bl 3Bepeii, MTHUIl U
pacTeHui, KOTOpble CUMBOJIM3HPYIOT Pa3JIMYHbIE KAueCTBA M COCTOSIHHUS UEIIOBEKa.
Hanpuwmep, B ero kaprute «ConoBbrHas nmecHby (2019) oH ncnonb3yet oopa3s coso-
Bbsl KaK CUMBOJI CBOOOJIBI X HE3aBUCHMOCTH. DTa MeTadopa nepeaaeT Uuiaer O TOM,
YTO Ka)KBIH YEJIOBEK OJDKCH CTPEMHUTHCS K CBOEH cBOOOIE M caMOpeaIn3aliiy.

B mownckax ajieKkBaTHOTO s3bIKa, CHOCOOHOTO OTPa3HTh 3aKOHBI B3aUMOJCHCTBUS 1yXa
n Marepu, MamaHoB oOpaTmiics K aOCTpaKTHOW JKHBOMICH, HAITOJTHNB (DOH XOJICTa
reomerpudeckumMu popmamu. OOBEKTUBHBI MUp B €r0 KapTHHaxX IpeBpallaercs B
KUBOIIMCHBIC KOHCTPYKIUH. XyT0KHUKA HHTCPECYIOT HE BU3yaJIbHBIC COOBITHS B X
OIHCATEILbHOM ITOBECTBOBAHMY, @ B3aHMOCBSI3b MEXJY JyXOBHBIMH M MaTephallb-
HBIMH HJIESIMU, KOTOPBIE OH M300pa’kaeT, BOIJIOIMIAS UX B OMPEACICHHON CTPYKTYpE.
st MananoBa TBOPYECKHUH MPOLIECC — ATO MPEXKJIE BCETO SKCIIEPUMEHT, COCTOSIINN
B 3aIIOJIHEHHUH NPOCTPAHCTBA U NPE0Opa30BaHUU €T0 B 0COOYIO CPE.y, COACPIKAIILYI0
HCXOJHBIE KYJIBTYPHBIE W NCHXOJOTMYECKHE €AWHHIEL Bymydunm Xyqo)KHHKOM KHHO,
ManaHoB copMupoBai cBoe COOCTBEHHOE BujeHHUE, Tie nHdopmanus, npeobdpa-
30BaHHas B aOCTpakTHBIE 00pa3bl, CTajla OTPAKCHUEM CYOBEKTUBHOTO BOCIIPUSTHS.
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Pucynox 10. Ilonnoxoaes, cepus Koxwapmiousm, 2017. Axpun u memnepa
na xoncme. 100 x 140 cm (39,4 x 55,1 un) https://ariadna.media/wp-content/
uploads/2021/05/Ionokbaes.jpg

«[Ipn3HaBas cymecTBOBaHNE MaTepHaa, Beleil Kak 00bEKTOB MCKYCCTBA, XYAOKHIK
yOeXJeH, YTO OHU MOTYT OBITh OOBEKTAMU IO3HAHMS TOJIBKO B MHTECHIMOHAILHOW
dopmey (Ixanaitbaes, 2004:112). «Xya0KHUK — 3TO TOT, KTO YJIABIUBAECT HJEH CBO-
€r0 BpEeMEHH U IIpeodpasyeT HH(POPMALHIO, CO31aBas HCKYCCTBO», — BHICKa3bIBAHHE
lanuma ManaHoBa NOTHOCTBIO XapaKTepPHU3yeT ero TBOpYecKWil myTh. OCHOBHas
nzes, MpoxXo/smas 4epe3 IKCIePUMEHTAIBHYI0 padoTy MamaHoBa, - 3TO BpeMsI Kak
¢bunocodckas Kareropusi.

Ero xommo3unmu cTpeMsTcs BBIPA3UTh ITyOOKHE MOMEHTHI CMbICcia U uaeh. Kak n
MHOTHUE XYIOKHUKHU €r0 IOKOJCHUA, MasaHOB TakKe YBJIEKCS MCKYCCTBOM APEBHHUX
u MugoIoruel TIopkoB. M3Ha4anbHO XyI0KHUKA MPUBIICKAN IPOIECC BHICTPANBAHUS
ACCOIMATUBHBIX CBA3EH C IPEICTABICHUSIMU 00 YCTPOHCTBE MUPa B IPEBHETIOPKCKUX
MHU(ax, HO IOCTETNIEHHO OH BBIIIEN Ha MEPBLI I1aH nepes npodnemMoit Toro, Kak oT-
Pa3uTh UJeH COBPEMEHHOCTH B MICKyCCTBE, HII[a HOBYIO ()OPMY BBIPaKCHHUS.

B Kazaxcrane coBpeMeHHbIE XyHI0XKHUKH, Takue kak Kyansi basapramues u XKy-
Mabex Tenrmsbaes, ucnone3yroT MeTadopsl U MeTadopusM, 4TOOBl MepefaTs CBOU
COOCTBEHHBIE MIEH O JYXOBHOCTH M KYJIBTYPHOW MICHTHYHOCTH. OHM HCHONIB3YIOT
CHMBOJIBI, TAKHE KaK OPHAMEHT, OpeJl, COJHIIE U JIyHa, YTOOBI epeaaTh UIEU O CUIIe
1 TyXOBHOCTH.
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META®OPUYECKUI CUHTE3: UCCJIEJJOBAHUE COBPEMEHHOI'O
KA3AXCTAHCKOI'O UCKYCCTBA YEPE3 ®OJIbKJIOPHBIE HAYAJIA
N XMBOIIMCHBIE MUPOITIOOTUYECKHME ITOJIOTHA

K mpumepy padora Kyansima bazapranuesa «Ilomtok6aes» (2017) Pucynok 10 — 310
aMOMIIMO3HAs TONBITKA NCCIIEIOBAaHNS HCTOPUN HOMaIM4IecKol KynbTypsl Kazaxcra-
Ha C yYETOM BaKHBIX MCTOPHUYECKHX IIPOIECCOB, MPOUCXOAMBIIUX C JKHBOIKCHIO B
CIHIA B 1950-x rogax mocae Btopoit MupoBOil BOWHBI. XyT0KHUK HCIOJIB3YeT Ka3ax-
CKUI OPHAMEHT «KOLIKap MY#i3», 4ToObI «OpenaupoBaTh» padotsl Jxexkcona [Tommo-
Ka, U3BECTHOTO aMEPUKAHCKOTO a0CcTpakoHucTa. HecMoTpst Ha pa3Hble BpeMEHHBIC
n KyasTypHble KoHTeKkeThl (Kazaxcran 2010-x u CHIA 1950-x), aTi nBe, Ka3anoch
Ob1, HeCBA3aHHBIC, HICHTHYHOCTH HEOXKHITAHHO COSIMHSIOTCS Yepe3 YHUBEPCAIbHBII
SI3BIK BCEJIEHHOM — MateMatuky (Cmynckuit, 2021).

Eme omHMM HMHTEpECHBIM TPUMEPOM HCIONB30BaHUs MeTadop M MeTapopu3MOB
B TBOpYeCTBe XynoXHHMKOB Kazaxcrana siBisercst pabora ['ymp3agbl XKymabaeBoit
«Crpannsblii con» (2016). B at1oit paboTte oHa HCHONB3yeT 00pa3 JIomaIu Kak CHMBOJ
YCTOWYHBOCTH U CHIIBl. OJTHAKO, UCTIONB30BAHKE 3€JICHOTO IIBETA U CTPAHHBIX (OpM
cosnaet 3 ekt HeCTAOMIIBHOCTH W CMSTSHHS, YTO TIepeiaeT HIICI0 O TOM, YTO JaxKe
camble CHJIbHBIE U YCTOHUMBBIC JIIOJU MOTYT OBITH ITOJIBEPIKEHBI HEOXKHIAHHBIM I1e-
pemMeHam.

Hanee Mbl OOCYIMM HCIIOJIb30BAaHHE PEAJbHBIX M MHU(OIOTHYCCKUX IIEMECHTOB B
uckycctee Jly:xana MarzymoBa ajsi H300pakeHUsT MH(OIIOITUKH JKSHCKUX (PUTYD.
XymOXKHUK M300pakaeT TOJIBKO TEX JKCHIIWH, KOTOPHIC JKHBYT B ITOJTHOM CIMHCTBE
co cBoeil 3emieit u npuponoit. Cama MpocToTa KU3HU — 3TO TAPMOHUS M KEITAaHHBIN
CTeIHOM uaean 0oxecTBeHHOUW YMmait — XKenmmubsl-Marepu. [Toptpet «boiiGime» J1.
Mar3ymoBa BBITIOJIHEH B HEKHBIX CHUPEHEBO-PO30BBIX TOHAX. JTa KOMIIO3UIIHS — 1aHb
YBaKEHHSI CTaplIel )KEHIMHE B CEMbE, Yel BBICOKHIA CTaTyC MOAYEPKUBAETCS Oenoc-
HEXHbIM KMMEIIEKOM, TPAJAULUOHHBIM T'OJIOBHBIM YOOPOM, CUMBOJIU3UPYIOILUM I1e-
PEXO XKEHIIMHBI U3 OIHOM BO3PACTHOI KaTErOPHHU B IPYTyI0, OT IOHOCTH K 3PEJIOCTH,
OT HEYBEPEHHOCTH K YBEpEeHHOCTH. [ eponHs MarsymoBa roToBa K HHUIHAINH: CIIO-
KOIfHA 1 HAIIOJHEHA YyBCTBOM COOCTBEHHOH 3HaunMocTH. OHA HE MPOCTO KEHIINHA,
HO BH3yaJIbHOE BOILIOIICHUE 3pesioi 6oruHu Ymaii, cynpyru He6ecnoro bora — Ten-
I'pH, TOKPOBUTEIHHUIIEI MAaTEPUHCTBA U JETCTBA.

B nenom, craryc 69ii0ilie MOXHO Ha3BaTh «IIPEAITMKOBBIMY» IJISI lyXOBHOTO 3aKaJIiBa-
HUS TFOPKCKOH /Ka3aXxCKoi *KeHIMHBL. B cdepe BeaeHns 1oMarHero Xo3sicTBa BI1acTb
JKSHIIMH OBLTA MIPAKTHYECKH HEOTPAaHWICHHOM, M MYXKbsI, KaK ITPAaBUIIO, IPEIIOINTA-
JI1 HE BMEIIMBATbCA B JOMAILHIOK JESTEIbHOCTh CBOUX EH. JKEHIUHBI, KOTOpbIE
YMEJIO BeJIU JIOMAIITHee X035 CTBO, OBLIN U3BECTHEI II0 BCEMY PETHOHY,  UX CTaTyC B
ceMbe My»a ObLI IOCTATOYHO MPOYHBIM, IOTOMY YTO OHHU IPOAEMOHCTPUPOBAIIU CBOU
CIIocOOHOCTH B chepe IesITeNbHOCTH, TPAAUIMOHHO CUNUTABIICHCS NCKIIIOYUTEIEHO
JKEHCKOM, EMOHCTPHUPYSI CBOE COOTBETCTBUE TPaJUIMOHHBIM IIEHHOCTAM «HACTOS-
et sxeHmuHE (Cracesuy, 2011: 202). BaxkeH He Bo3pacT KCHIINHEI, @ CKOpee TIPH-
OOpeTEeHHBIH KU3HEHHBIH OIBIT U TyXOBHAS 3aKanka. OHa cTapimias Cpeau KeHIIHH B
CEMbE, U OHU CIIyILLAIH €€, COBETOBAJIUCH C HEU, M OHA YIPaB/isila MHOTUMU BEIlAMU
(Cynranosa, llaiirozosa, 2019).

OZ[HOI\;I W3 INIaBHBIX H,I[eﬁ, KOTOpast TaKKE BAOXHOBJISICT COBPEMEHHBIX XYIOXKHUKOB
KaSaXCTaHa, ABIIACTCA UACA eBpaSHﬁCTBa. Ota KOHICTIIUA TOAYCPKUBACT 3HAYUMOCTD
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KyJIBTYPHOTO Haclleusl ¥ KyJAbTYpPHOW HICHTUYHOCTH, a TAK)KE BAXKHOCTH CONMKEHHS
Pa3IMYHbIX KyJAbTYPHBIX TPAJULMK Ha TeppuTopuu EBpasuu.

BreiBoasl. Metadopa UrparoT BaKHYIO pOJb B TBOPYECTBE COBPEMEHHBIX XYHOKHH-
koB Kazaxcrana. OHM OMOTraroT nepejarb CIOKHbIEC HAEH M SMOIMHU Yepe3 00pasbl
1 cUMBOJEL. [IpuBeneHHBIC B JAHHOH CcTaThe MPUMEPHI PaboT AEMOHCTPHPYIOT, Kak
Xy/IO)KHHKH HCIIOJIB3YIOT MeTaopsl U MeTa(opHu3Mbl, YTOOBI TIepe/iaTh CBOU UJICH U
CO37IaTh IMOIMOHANBHBIN 3P(EKT y 3pUTEISL.

Meradoprdeckas )KHBOIMCHAs BU3yaIH3aIis B TBOPYECTBE COBPEMEHHBIX XYIOKHH-
koB Kaszaxcrana sBisercs OJHUM U3 MIABHBIX XYAOXCECTBCHHBIX ITPUEMOB, KOTOPbHIC
HCTIONB3YIOTCS JUIS CO3aHNS BU3yaIbHBIX 00pa3oB B MckyccTBe. CormacHo XK. Jlako-
¢bdy u M. [IxoHcony, MeTadopa — 3T0 0a30BBI MEXaHU3M HAIIIETO MBILIUICHHUS, & Me-
tadopudecknii 00pas — 3TO Cocod MpeACTaBICHUs A0CTPAKTHBIX UIeH 1 KOHIETIIINN
4yepe3 KoHKpeTHbIe 00pasbl (Jlakohd, xorcon, 1980). Ha mpumepe paccMOTpEHHBIX
HaMHU NPOU3BEICHUI MOXKHO YBUIETbh, Kak MeTadopa U MeTa(opu3M UCIOAb3YIOTCS
I CO3JaHusA CUJIbHBIX BU3YaJIbHBIX O6pa3OB B UCKYCCTBC Kazaxcrana. B Ka)KI[Oﬁ nus3
9THX pabot MeTadopuueckue 00pa3bl OTOOPAKAIOT TYXOBHYIO M KYIBTYPHYEO HIICH-
TAYHOCTH HApO4a, €ro OTHOMIECHNE K IPUPOIC U cBOEH HUCTOpUH. Ora TCHACHIINA IIPO-
CIIC)KUBACTCS Ha BCEX YPOBHSX TBOPYECTBA ITUX XYHIOKHHKOB: OT JICTaJICH KapTUHBI
JI0 KOMIIO3UIIUH B 11esioM. Vcnonb3oBanue MeTagopuieckux 00pa3oB B XyHT0KECTBCH-
HOM TBOPYECTBE MO3BOJISIET XyAOKHIKAM BEIPa3UTh CBOW HJEH 0ojIee IPKO M IMOIINO-
HaJIbHO, a TaKXKE€ IOMOI'acT 3pUTCJIAM JIyHUlI€C TOHUMATh TEMY U COO6IHCHI/IE, KOTOpbIC
XYIOKHUK XOUCT EPEAATH.

B coBpemennoM mMupe Meradopa 1 MeTadOopu3M B HCKYCCTBE SIBISIIOTCS MOITYIISIPHBIM
CTHIMCTHYECKUM IIPUEMOM, HCHOJNB3YEeMBIM XyTOKHUKAMH JUIA TEepefadd dMOIHH,
uzeit u Meicneil. KazaxcraHckne XyZoXKHUKH TakKe HCHONIB3YIOT MeTadopy U MeTa-
¢opusM B cBONX paboTax, YTOOBI CO37aBaTh YHUKAIbHBIE U OPUTHHAIBHbBIE TPOU3BE-
JICHUS HCKYCCTBA.

Mertadopa sBisieTcsi OMHUM U3 caMbiX dP(MEKTUBHBIX CIIOCOOOB MEPEIadn CIOKHBIX
upeit u smorwid. [To ciioBam Jlakodda u [xoncona (Jlakodd, Jxoncon, 1980), mera-
(opa sBIIsETCSI OCHOBOM HAIIIETO MBIIUICHHUSI, U OHA TOMOTAeT HaM MOHUMATh MU BO-
KpyT Hac. B nckycctBe Metadopa ncromas3yercs IS nepegadu uaei, KOTopsle TPYIHO
BbIPa3uTh cioBamu. OHa MO3BOIISIET Xy/I0)KHIKAM CO3/1aBaTh IIPOM3BEICHNUS, KOTOPbIE
3aTparuBarOT SMOLMHU U BbI3bIBAIOT BOCIIOMUHAHUA.

MetadopusM, B CBOIO OUepeilb, SBISIETCS Ooliee CIOKHBIM CTHIUCTUICCKUM IPH-
€MOM, KOTOPBII MCIIONB3yeTCs UL CO3JaHus IIyOOKHX M CIOXHBIX IPOU3BEICHHUN
nckycctsa. Ilo cnoBam Xunton u Poy (Xunron, Poy, 2004), metadopusm sBiseTcs
CTI0cO0OM ONMCAHMs OTHOM BEIM WIIM COOBITHS Yepe3 APYyTylo, Ooliee CIOKHYIO 1
abcTpakTHYI0 naeto. OH N03BOMSIET XyAOKHUKAM CO31aBaTh MPOU3BEACHHS, KOTOPBIE
BEI3BIBAIOT IIIYOOKHE SMOINH 1 BIOXHOBIISIOT 3pUTENICH.

AHanu3 paboT Ka3aXCTAHCKUX XyJA0KHUKOB MOKa3bIBAET, UTO OHU aKTUBHO MCIONb3Y-
10T MeTaopy u MeTadopu3M B cBouX padorax. K mpumepy, XynoxxHuK Afizap AmuM-
OaeB B cBoux paborax «Komokom» n «Kom» ncnosnssyer Meradopy, 4ToObl nepeaars
uaeu KyasTypsl 1 ucropuu Kasaxcrana. Payman baiiraOeinoB B cBonx padorax «Pac-
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craBanue» n «Camy» Takke HCHoIb3yeT MeTadopy, YTOObI epeaTh SMOINH U U/IEH,
CBSI3aHHBIC C JITYHBIM POCTOM U pa3BuTHeM (AnmMbaes, 2021).

HccnenoBanus, TpOBeAEHHbIE B OOJACTH MCKYCCTBA, HMOATBEP)KHAIOT 3(dexTs-
HOCTh UCTIONB30BaHUs MeTahops! 1 MeTaopusma B TBOpueckux padorax. ITo cnosam
Keiicona u Tuwmaractu (Kuc, Twumaractu, 2001), ucnons3oBanue metadopbl B
HCKYCCTBE I03BOJISIET XYIOKHMKaM CO3/1aBaTh MPOM3BE/ICHUS, KOTOPBIC BBI3BIBAIOT
DTyOOKHME SMOLMH U 3aTPariuBaloT Ba)KHBIC TEMbI, TaKHE KaK MOJUTHKA, COL[HAIbHAs
CTIPaBENINBOCTh 1 OKPYKAIOIIask Cpesa.

B paborax ka3axCTaHCKHUX XyIO)KHHKOB MOKHO YBHAETH HCIIONIB30BaHHE METa(OPHI
u MeTaopu3Ma IS Mepeady pasInuHbIX HICH U SMOIMH, CBSI3aHHBIX C UCTOPUCH,
KyJBTYpO# U coluanbHeIMU mpobiemamu. K npumepy, xynoxuuk Cayne Cyneiime-
HOBa B CBOMX paborax «Jlmanor» um «Caken» ncronbzyer meradopy Juis nepenadn
HAEU JHanora MeXIy pasHbIMU KyAbTypaMH M HapojaMH. XyloXHUK Alizap Myxa-
MeIusIpoB B CBOMX pabdorax «L[BeTymmii Bex» u «/I3HaHKa KaHATOBY UCIIOIB3YET Me-
TahopHU3M JUIA TIepeadn CIOKHBIX HJIeH, CBA3aHHBIX C ICTOPHEH M COBPEMEHHOCTHIO
(Baitrabeuios, 2020).

[Tpoanann3upoBaHHbIH HAMH aHAIN3 PabOT Ka3aXCTAHCKUX Xy/I0)KHHKOB IT0Ka3bIBACT,
YTO OHHM AKTUBHO HCIIOJIB3YIOT MeTadopy ¥ MeTadopu3M B CBOMX padoTax Juis mepe-
Jladdl PA3IMYHBIX MW M 3MoIui. Vcronb3oBaHne 3THX CTHIMCTHYECKUX NPUEMOB
ITO3BOJISICT XYAOKHHKAM CO37aBaTh IPOM3BENICHUS, KOTOPBIC BEI3BIBAIOT IITyOOKHE
SMOIMU W 3aTPAruBalOT BaKHBIC TEMBI, CBA3aHHBIC C NCTOPHEH, KyIbTypOH M COIH-
AJIbHBIMH TIPOOJIEMaMH.

Takum oOpasom, rcnosb3oBanue Metagop U MeTadhopru3mMa B TBOPUECTBE COBPEMEH-
HBIX XyHOXHUKOB Ka3axcTaHa He TOIBKO OTpakaeT KyJIbTYPHbIE TPAJULIUU U HJICH-
TUYHOCTB HAPOJ1a, HO TAKIKE SIBISIETCS] MOIIHBIM HHCTPYMEHTOM AJIsl BBIPAXKEHHS HIEH
1 SMOIMH B XyJO’)KECTBEHHOM TBOpYecTBe. Kpome Toro, mcroip3oBanne MeTadopsl
n MeTadopu3Ma B TBOPUYECTBE MOXKET ITOMOYh XYJOKHHKAM IPUBJICYh BHIMAaHHE
3puteneil 1 co3nark dpdekT BnedaTieHus. Merahopsl MOTyT caenars paboty Ooiee
MHTEPECHON M OPUTHHAIBHOM, YTO MOXKET MPUBECTH K OOJIbIICH MOMYASIPHOCTH U Y3-
HaBAEMOCTH XyI0XKHHUKA.
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DEMONOLOGICAL SYMBOLS AND SIGNS IN THE FINE ARTS

Abstract: This article explores the role and use of demonological symbols and signs in
the visual arts. The author examines various aspects of this topic, including historical
and cultural contexts, the significance of symbols, and their interpretation in different
eras and cultures. Various approaches of artists to using demonological symbols in their
works and their impact on the viewer are also highlighted. The article offers an in-depth
analysis of famous works of art in which demonic symbols are present and discusses
their meaning and aesthetic function. The research is important for understanding
the role of symbols and signs in artistic communication and their influence on the
perception and interpretation of works of art. Examples of contemporary artists who
include demonic symbols and signs in their works are considered, and their modern
interpretation and significance are investigated. The ethical and cultural aspects of the
use of demonological symbols in contemporary art, as well as the reaction of society
to such works, are also discussed.
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BEMHEJIEY OHEPIHJIET'T JEMOHOJIOT USLJIBIK
CUMBOJIJAP MEH BEJITTJIEP

Anparna: byn makanma OeliHeney eHEpiHJIETi JEMOHOIOTHSAIBIK CHUMBOIIAPHl MEH
OenrijepaiH pelli MeH KOJIJaHbUTYbIH 3epTTelal. ABTOP TaKbIPBIITHIH SPTYPIIl aclek-
TIJIEPiH, COHBIH IIIIHAE TAPUXH JKOHE MOJCHH KOHTEKCTTEPIi, POMI3NEpAiH MaHbI3-
JIBUTBIFBIH YKOHE OJIApIIbI OPTYPIIi IAyipyiep MEH MOACHUETTEpe TYCIHIIpYmi Kapa-
creipansl. CypeTiijiepai 3 MIblFapMaliapblHIa JCMOHOJOTHSIIBIK CHMBOJIM3M/II
KOJTAHYIBIH, OPTYPI TOCIIIEpi KoHE ONapiAblH KOpepMEHTre dcepi /¢ KaMTBHUIFaH.
Maxkana KbIH-IepUIepAiH pomi3epi Oap oHrisi eHep TybIHABUIAPBIHA TEPEH TaJAAy
yKacaii/ibl )KOHE OJIap/IbIH MaFbIHACKI MCH 3CTCTUKAIIBIK KbI3METIH TAJIKbUIANIBL. 3epT-
Tey KOPKEM/IiK KOMMYHHUKAIHSIAFBI POMi3Jiep MEH OCJriUIepIiH POJIiH KIHE OJlap/IbIH
OHEeP TYBIHABUIAPHIH KAObUIAy MEH TYCIHIPYTe 9CepiH TYCIHY YIIIiH MaHbI3IbI. XK bIH-
nepisiep MeH Oenriiep/i 63 TybIHIbUIAPbIHA KOCATBIH 3aMaHayd CYPETIIIEP/IiH MbI-
caJiIapbl KapaCThIPBUIBIIL, OJIAPIbIH 3aMaHaAYH HHTEPIIPETAIUACH MECH MaHBI3ABLIBIFBI
3eprreneni. Kasipri 3amMaHfbl eHep/ie IEMOHOIOTHSIIBIK CUMBOIM3M/I KOJNIAHY/IbIH
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JEMOHOJIOTUYECKHWE CUMBO.JIbI
1 3HAKH B U30BPABUTEJIBHOM UCKYCCTBE

AnHoTanus: JlaHHas CTaThsg UCCIETYET PONIb U UCIOIb30BAHUE AEMOHOIOTHYECKUX
CHMBOJIOB M 3HAKOB B M300pa3UTEIFHOM HCKYCCTBE. ABTOP pacCMaTpHUBAIOT pa3iiny-
HbI€ aCHEKThI ATOM TE€MBI, BKJIIOUAsl HCTOPUUECKUE U KYJIbTYPHbIE KOHTEKCTbI, 3HAYU-
MOCTb CUMBOJIOB M UX MHTEPIIPETALUI0 B Pa3HbIX 3I0XaxX U KylabrypaX. Taxke oc-
BEIAIOTCA PA3IHYHbIE TOIX0/bI XyT0XKHUKOB K UCIIOIB30BAaHHUIO JEMOHOIOTHYECKON
CHMBOJIMKH B CBOUX NPOU3BEJCHUSAX U UX Bo3JelicTBUe Ha 3puTens. CraTes mpeja-
raeT NTyOOKuif aHall3 U3BECTHBIX TPOU3BE/ICHUH HCKYCCTBA, B KOTOPBIX IPHCYTCTBY-
IOT IEMOHHYECKHE CHMBOJIBI, 1 00CYKTAaeT MX 3HAUCHHE M SCTETHUSCKYIO (DYHKIIHIO.
HccnenoBanue BaKHO Ul IOHUMAHUS POJIM CUMBOJIOB U 3HAKOB B XYNOXKECTBEH-
HOM KOMMYHMKALIMU U UX BJIMSHUS HA BOCIPUATHE U MHTEPIPETALUIO IIPOU3BEAC-
HUM HcKyccTBa. PaccMaTrpuBaroTcs NMpHUMEphbl COBPEMEHHBIX XyHIOXKHHUKOB, KOTOpBIE
BKJIIOYAIOT JEMOHMYECKUE CUMBOJIBI U 3HAKHU B CBOU MPOU3BEJACHUS, U UCCIENYeTCS
UX COBPEMEHHAs! HHTEPIPETALUsl U 3HAUMMOCTb. Takxke 00CyXKIatoTcs STHIECKHE U
KyJBTYpHBIE aCIEKThbl UCIIOIb30BaHUsI JEMOHOJIOIMUECKONH CUMBOJIMKUA B COBPEMEH-
HOM HCKYCCTBE, a TAK)KE PEaKIist O0IIECTBa Ha TAKHE IPON3BEICHNS.

KiroueBble cjI0oBa: TEeMOHOJIOTHS, CHMBOJIBI, 3HAKH, M300pa3UTEIBHOE UCKYCCTBO,
MHU(OIOTHS, XYJOKHHK, ’KUBOITUCH

1. Introduction

The topic “Demonological symbols and signs in the visual arts” is an interesting field
for research, where one can consider the interaction between religious and cultural
ideas about demons and their reflection in the art of various epochs (Khristoforova,
Antonov, 2018). Art, including painting, sculpture, graphics, and other forms, has
often been an important means of conveying religious and mythological ideas. In
different cultures and eras, demons and the signs associated with them have been the
subject of images, embodying various concepts and symbols.

On the other hand, the study of issues of mythology and demonology became very
common in the Renaissance, when efforts to systematize research in this area led
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mythological and demonological materials to various studies. Because the ideas
of beauty and freedom in the mythology and demonology of ancient times almost
completely corresponded to the views of the Renaissance, development, which affirmed
the freedom of the human soul. This can also be seen in the works of Dante Aligheri
and Giovanni Boccaccio, famous representatives of the Renaissance (Renaissance). In
Dante’s book “The Divine Comedy” there is a deep philosophical meaning, revealing
new horizons of human thought (Aligher,1992). During this period, artists also created
magnificent works using mythical objects in their works. During this period, the
consideration of myth as a moral and poetic allegory became the main focus of the
work carried out.

The aforementioned “Divine Comedy” had a huge impact on famous artists who lived
at that time. The mythological characters that Dante used in his works, the artists tried
to depict on canvas or using other techniques, creating works of fantastic allegory.
One of the very specific works like this was The Map of Hell. The famous Florentine
artist Sandro Botticelli, an illustrated work drawn for a literary book. https:/bit.

ly/2JrmW8F

In the Divine Comedy Dante says that the afterlife of the human soul consists of three
parts. So, these sections are Hell (Inferno), purification/confession (Purgatory), and
Paradise (Paradiso). Of the sections mentioned here, namely one of the floors, hell was
depicted by the painter Sandro Botticelli in the form of a pit in the form of a circular
ring consisting of 9 floors. In this work, Botticelli illustrated how mythical characters
live underground, with his own interpretation and feeling of how they live in this way.

2. Demonological symbols in painting

Demonological symbols have been reflected in various works of painting throughout
the history of art. The use of such symbols helps artists convey certain ideas, create
an atmosphere or evoke certain emotions in the audience. Here are some examples of
demonological symbols in painting:

1. The Devil: The image of the devil is one of the most common demonological
symbols in art. The devil can be depicted in various forms, from a humanoid
figure to a terrifying monster. For example, the fresco “The Fall of Angels”
by Pieter Brueghel the Elder shows devils in the form of winged creatures
falling into the abyss (Biicken, 2001).

2. Incubiand Succubi: In medieval and early Renaissance iconography, there are
images of incubi and succubi, which represent mythical creatures associated
with temptations and sexual temptations. These symbols can be presented as
attractive creatures with human and angelic features.

3. Ghosts and the Dead: The depiction of gloomy figures, ghosts, or the dead is
also a frequent theme in painting. They may represent the souls of the dead
or otherworldly beings that cause fear or ambiguity. For example, the work
“Angel Smooth the Scarf of Death” by Edvard Munch demonstrates a dark
and mysterious image of a creature that may be connected with the world of
the dead.
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Figure 1. Pieter Bruegel the Elder. The Fall of
the Rebel Angels. 1562. http://bitly.ws/GCh4

Figure 2. Archangel Michael
defeats the devil. A painting by
Raffaello Sanzio or Raffaello
Santi. 1502. https://dragons-nest.
ru/def/encicloped/mikhaill jpg.php
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Symbols and signs of magic and Occultism: Paintings may also contain
demonological symbols associated with magic and occultism. For example,
a pentagram or various symbols associated with rituals and magical practices
can be represented in the works of artists who explore these themes.

Sins

Allegories of Evil: In some works of art, demonological symbols can be used
to represent allegories of evil, darkness, or vice. For example, the works of
Francisco Goya, such as “Black Paintings” or “Saturn swallows his son”,
contain dark and creepy images that symbolize horror and destruction (Evan,
2004).

Angels of the Fallen: Some artists depict angels of the fallen, symbolizing
the fall and betrayal. These images can express different meanings, such as
sin, destructive ideals, or internal conflict. An example of such a work could
be “Angels of the Fallen” by Nicolas Poussin.

Symbols and Rituals of Black Magic: Some artists may depict symbols and
rituals associated with black magic or demonic cults. This may include the
use of pentagrams, pentacles, candles, blood, and other elements that are
associated with demonology.

Demonic masks and distorted images: In some works, artists use
demonological symbols to create distorted images and masks. It can be a
way of conveying a sense of horror, insanity, or implausibility. An example
of this approach can be the work “The Mask of Satan” by Hubert Robert.
Symbols of Temptation and Temptation: Demons and their symbols can be
used to represent temptation, temptation, and fall. This may reflect themes
of sin, unrighteousness, or a person’s inner struggle. An example is the work
“The Seduction of St. Anthony” or “Sins and the Gates of Hell” by Jan van
Eik.

Depiction of Hell: Some artists created works that represented a visualization
of hell and its demonic inhabitants. This may include images of torment,
blazing fires, and sinister demons. An example is the series of works “Bosch
Hell” by Hieronymus Bosch.

Demonic creatures and hybrids: In art, you can find images of demonic
creatures and hybrid forms that combine the features of humans, animals,
and demons. This can create an impression of horror and implausibility.
An example is the work “The Garden of Earthly Delights” by Hieronymus
Bosch (Zimoglyadov, 2016).

Portraits and images of demonic entities: Artists can create customized
portraits of demonic creatures or demons to express their unique traits and
characteristics. This may include working with special details and facial
expressions. An example is the “Satanic Portrait” by Francisco de Goya.
Mythological creatures: Some artists may use mythological creatures such
as harpies, centaurs, or succubi that are associated with demonology to
convey certain aspects of human nature or emotions. An example is the work
“Succubus” by Gustave Moreau.

Demonic Symbols in Plots and Mythology: Artists can use demonic
symbols and signs to create special plots or stories related to mythology
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and demonology. This may include fighting demons, the forces of evil, or
escaping from their influence. An example is the work “Michael Fights the
Dragon” by Raphael.

3. Artists and demonology

One of the famous examples is Michelangelo’s “Satan” in his sculpture “Judgment”.
This work was created for one of the papal mausoleums and depicts Satan as a
formidable and intimidating being. Michelangelo used demonic iconography to
emphasize the power of evil and the judicial authority of God.

The book ”"Myths of Ancient Kazakhstan” contains many examples of myths of
eschatology. For example, the narrative entitled "The Fall of Erlik and His Servants
from heaven to Earth and from Earth to hell” is completely dedicated to the end of
the world. In this narrative, Erlik himself wants to bring evil spirits, demons, and their
servants to Earth, to earth, and create chaos (Zhanaydarov, 2006). Various terrible
creatures spreading chaos and evil across the earth begin to disrupt the order of good.
Seeing this persecution, God, the god of the entire universe, becomes enraged and
orders his assistant to expel all the jinns and demons to the underworld. He will
destroy everything that Erlik has done and everything that He has created and will
bring it down to the ground. The underworld is also turning into hell. The artist
Vyacheslav Lui Ko depicted djinn, demons, and servants of Erlik in this narrative in
an extraordinary style. These underground heroes depicted by the artist are not at all
similar to each other and also differ from both violent forces and mythological evil
characters in the works of other artists.

The mythical heroes in this work are evil and negative characters found in Kazakh
legends and narratives. If we look at the artifact, we will see that there are nine
mythical characters here. Some look like men and others look like women. And their
faces are scary. These are characters such as goblins and demons who scare people
and always bring evil and anxiety, a girl with copper hooves and hooves, a man in the
form of a snake, and a witch.

Artist Agymsali Duzelkhanov has written many works related to Kazakh mythology,
legends, and fairy tales. One of them is the study of the legend “Aldar Kose”. This
work of the artist is one of his illustrations for the children’s book ”Alphabet”. The
life of Aldar Kose, known in the Kazakh steppe for his cunning, intelligence, and
ingenuity, is full of adventures. One of the interesting events related to Aldar Kese
is the story of how he deceived demons and mocked them. The master of illustration
Agimsali Temirkhanov depicted all the events in these narratives to the smallest detail.
Studying the artifact, we see the silhouettes of Aldar Kose and two demons in the
dark of night. Aldar Kose sits astride one of the demons and sings. And the two devils
listen attentively to everything He says and do everything he says. The artist used a
reddish color when depicting tailed devils. Also noteworthy is the image of demons
of the underworld with faces and hooves on their feet. Two devils who steal people’s
blessings, decommunize them and deceive people, want to lure Aldar Kose into their
machinations. However, these thoughts of theirs do not come true. Truly, the Aldar
angle deceives the two devils and forces them to do what they want.
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While in the public understanding, no one can deceive the devil, in this narrative Aldar
Kose even deceived the devil with his cunning. It was proposed that he should die
and rise from a lie, that he, asserting his greatness, should sit on Satan’s neck and flog
him, hide among the thorns that devils are afraid of, take gold in a bag, and run away,
and a message was given that the deception of a person can deceive and defeat even
the deck of Satan. The fact that in whatever legend about Aldar Kose he appeared as
a representative of intelligence, and no matter what you do, the narrator puts him in
the position of a cute character, indicates that Aldar Kose is entrenched in people’s
memory as a positive hero. https:/bit.ly/2YyAPKP

The historical prerequisite for the emergence of philosophy is a myth. However, in
philosophy, myths were used after they had undergone changes and turned into epics
(heroic epics). The epic changed myths depending on each period and at the same time
accelerated the process of the emergence of philosophy and its formation as a new
type of social consciousness under the influence of art and primitive sciences.

In 1888, a book was published by the ethnographer, and scientist Mikhail Alekseevich
Miropiev entitled “Demonological Stories about the Cossacks, Compiled and
Translated by Mikhail Miropiev” (Miropiev, 1888:50). This book has become a
book anthology containing the first folklore materials about the characters of Kazakh
mythology. Ethnographer Miropiev included in the book new oral information
collected from the people about Bakshi such as shamans Satan, Albasta, dzheztyrnak,
dzhalmaviz kempir, and Kazakhs. The ethnographer’s written legends about demons
are considered as a deck of ancient fairy tales common among the population. Miropiev
records one of these events in his book:

“One day two Kazakhs go from one village to another. Traveling on foot across the
vast steppe during the journey, travelers cannot find a village where they can spend
the night and are forced to spend the night in the steppe. With the onset of darkness
and the onset of night, two Kazakhs just saw a glowing fire in the distance and ran
in the direction from which the light of their happiness comes. As they approach the
light, they see four young men with two wooden felt houses. Four men have just met
two, lowered them from their horses, and arranged a hospitable treat. Two Kazakhs,
without noticing anything, go into the garden and admire the beauty of the house,
while four young men cook rice for them and put it in front of them. Four young
people said in one voice: “If you start eating, you will please us if you start eating
right away without saying anything!” They say. However, before starting the meal,
two young Kazakhs raise their hands and say bismillah. After that, the food brought
in front of them suddenly turns into cow down, and his hands get dirty. Realizing that
they are devils, the Kazakhs jump out into the street and run away as soon as they
get on their horses. Four young men turn into demons and chase them, harassing and
torturing them. But by morning, these demons disappear. According to legend, these
four devils are the sons of a terrible devil, and they do not cause any harm except to
hurt people and spread diseases” (Miropiev, 1888:8).

Miropiev’s book generally contains many stories about demonological characters. If
we are going to conduct a comparative trial analysis of the book and a similar work by
the artist Mehmet Siah Kalem, who lived in Central Asia in the XVII century, with his
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paintings depicting demons, given that the period of Mehmet Siah Kalem’s life and
the period of the founding of the Kazakh Khanate coincided in time, we will not be
mistaken if we say that the artist’s work “The demonstration of the power of demons”
coincides with the myth of Miropiev about the four demons. Because the four demons
that the artist Mehmet Siah Kalem depicted in his painting are human characters. At
the same time, the continuation of the plot of the picture illustrates the situation after
the escape of two Kazakhs, without looking back and forward. For example, if we
write a continuation of the legend written by Miropiev in the painting “Mehmet Siah
Kalem”, then it can be considered as follows.

“It happens that two Kazakhs get scared as soon as they see that the food in front of
them turns into cow manure, pour the food on the floor, and then jump out of their
seats and stand at the door. But the fact that four devils are trying to chase them, and
one of them clings to her dress, the struggle of two young men, and the tearing of the
light fabric robe she was wearing is another moment in the legend. Meanwhile, two
Kazakhs escape by jumping on their horses, and two of the four demons are depicted
arguing over a piece of cloth, as if they had grabbed one of the Kazakhs. Then there
are two other devils who watched what was happening, disguised as people, and their
faces turned black and their teeth sharpened. Finally, under the feet of two devils,
among similar pigtails, there is cow dung/ decay, which the two Kazakhs did not eat.
https://bit.ly/3fx0vxG

Meruert Abuseitova and Larisa Dodhudaeva, having studied the works drawn by
Mehmet Siah Kalem, assumed that they belong to the Kazakh steppes, and in the book
“Oriental Miniatures of the History of Kazakhstan”, which they published together,
it says: “Some characters are depicted naked to the waist or dressed in wide dresses,
leather, reaching to the knees. In appearance, they resemble slaves or dervishes. Their
clothing, lifestyle, and idolatrous figures in human form indicate that their lives have
not yet been influenced by Islam or Mongolian traditions. These works of the master
actually reflect the art of the steppe before Islam. On the other hand, the image of
people with round faces, large mouths and noses, and thick eyebrows makes them
look like people from Central Asia in Turkestan and Transoxiana (Abuseitova,
Dodhudaeva, 2010:32).

The artist Mehmet Siah Kalem brought a special flavor to the plot, revealing the whole
story. So when we look at some aspects of the story, we will see that demons use magic
for humans. On this occasion, the Turkish art historian Mazhar Shevket Ipshiroglu in
his book ”The Black Pencil of the Steppe Wind” writes:

Mehmet Siah Kalem’s works of art are a fact. But this fact is not a reality in today’s
understanding. We found that the characters created by the Black Pen do not imitate
nature, but we also noticed her insight as a product of the mobility of thought. The
origins of the formation of this idea go back to the concept of the mythical period, and
it knows no boundaries between decorative paintings set forth in the era of mythical
thinking. Rather, thought, understanding and truth move into an interconnected
position. Therefore, watching this picture below, we understand that there is a magical
power (Ipsiroglu, 2018: 29).
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Another example is the visual art of medieval Europe. Here, demonological symbols
and signs were widespread in connection with the cult of the Epiphany and medieval
demonology. Devils, infernal tortures, and other elements were depicted on frescoes
and in manuscripts to represent the struggle between good and evil.

Symbols and signs associated with demonology are also present in contemporary art.
Some modern artists have used demonic images and symbolism to evoke an emotional
or philosophical response from the audience. This may be related to the study of the
topic of evil, mysticism, or personal demons.

4. Discussion

However, it is important to note that the interpretation of demonological symbols and
signs in the visual arts may differ in different cultures and time periods. Which can be
perceived as demonic or sinister.

In various religious and mythological traditions, demons and their symbols can
be represented by different images. They can embody evil, temptation, fear, or be
allegorical beings symbolizing various aspects of human nature. The use of demonic
symbols in art can be a means of exploring human passions, and dark forces, or denote
internal conflicts and the struggle between good and evil.

In Renaissance art, for example, a variety of demonic images and symbols appeared,
which reflected an interest in ancient mythology and new theological ideas. Here
demons could be depicted as creatures with wings, chimerical hybrids, or devilish
creatures. These images embodied the concepts of sin, the fall of man, and the power
of evil, which required overcoming through faith and virtue (Timofeev, 1996).

In modern art, there is a variety of approaches to the use of demonological symbols.
Some artists may explore themes of darkness, the subconscious, and mysticism
through the use of demonic symbolism. Others may use demon symbols to denote
political or social conflicts, inequality, or corruption (Barolsky, 1998).

However, it is important to remember that demonic symbolism in art is not always
associated with a real belief or worship of demons. Often it is an expression of artistic
freedom, the use of allegorical images.

Further in the study of this topic, it is possible to analyze specific examples of fine art
in which demonological symbols and signs were used. This may include studying the
works of artists from different eras and cultures to understand how demonic symbolism
was present in their work and what meanings it carried.

In addition, it is possible to consider the influence of religious and cultural factors on
the use of demonological symbolism in art. Various faiths, mythologies, and folklore
traditions offer a variety of ideas about demons and their attributes, which can be
reflected in artistic images.

It is also worth paying attention to the contextual features of the use of demonological
symbols. Some images of demons may simply be decorative elements or a means of

177



Baigutov K. A. / Baiiryros K. A. / Baiiryros K. A.

creating drama and emotional impact in a work of art and are not directly related to
demonology.

Finally, it is possible to explore modern interpretations of demonological symbolism
in contemporary art and their connection with modern social and cultural contexts.
This may include an analysis of works of art in which demons are used to denote the
problems of the modern world, political conflicts, internal struggles, and other topics.

5. Conclusion

In general, the study of demonological symbols and signs in the visual arts allows
us to delve into the analysis of their semantic load, cultural context, and aesthetic
significance. This topic offers extensive opportunities for research and interpretation,
as well as helps to better understand the influence of demonological representations
on art and vice versa.

Demon Iconography: The study of specific attributes, poses, and images that are used
to depict demons in different cultures and eras. What elements do they have in their
appearance and what meanings do they carry?

Religious context: Analysis of the role of demons in various religious traditions and
associated symbols. What religious texts or beliefs formed ideas about demons, and
how were they reflected in art?

Satanism and Occultism: A Study of the Use of demonological symbolism in Occult
and Satanic Traditions. What symbols and signs are associated with Satanism and how
are they present in the visual arts?

Sociocultural aspects: Analysis of the influence of sociocultural factors on the use of
demonological symbols in art. How do political, social, and historical contexts shape
perceptions of demons and their symbols?

Comparative analysis: Comparison and comparison of various cultural traditions in
the use of demonological symbols in the visual arts. What similarities and differences
can be identified in their images and meanings?

Postmodern studies: Consideration of contemporary artistic practices that
comprehend and rethink demonological symbolism in the context of postmodern and
poststructuralist approaches to art and culture.
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