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Modern concepts of dehumanization of art

The philosophy of art is an important aspect of the study of art and culture, playing a key role in understand-
ing the fundamental concepts and ideas behind various art forms. In this article, we examined the basic con-
cepts of the philosophy of art and their influence on modern culture, as well as explored the humanizing sig-
nificance of art. The goal of this study is to develop a systematic understanding of the nature of art from a so-
cial philosophy perspective, revealing its humanizing role in shaping personality, and analyzing the essential
characteristics of “new art” in the context of Ortega y Gasset's teachings. While there are numerous theories
of art, it cannot be claimed that its essence, specificity, and social significance are fully comprehended, with
debatable issues remaining in its understanding. The complexity and multifaceted nature of art as a phenome-
non of human life make it challenging to create a complete and final theory. It is difficult to say that this issue
has been sufficiently addressed in our country, as it reflects our society and requires complex philosophical
consideration.

Keywords: philosophy of art, humanism in art, dehumanization of art, modern culture, understanding of art,
Ortega y Gasset.

Introduction

In the modern era, there have been significant changes in how philosophy, science, and knowledge are
viewed. The forms and methods through which science understands nature and society have evolved, as has
the relationship between science and other forms of social consciousness. The revolutionary changes in
social existence have presented philosophy with numerous problems that require solutions and a reevaluation
of traditional questions related to the nature of thinking, the role of the anthropological factor, and the
boundaries and dimensions of knowledge.

Art is essential for a complete human life and has been a part of human existence since the Upper
Paleolithic era. It has developed alongside humanity and plays a crucial role in human development.

Various sciences consider art as a sphere of spiritual activity. In social philosophy art is viewed as a
form of interpersonal communication and dialogue, representing social feelings and serving as a means of
socialization and humanization. Artists express their inner emotional worlds through art, and viewers or
readers absorb and enrich themselves through these expressions. The essence of art lies in its sensual and
figurative nature, conveying human feelings and emotions through images and symbols.

Art functions as a harmonious system with different features interacting with one another. The
overarching function of art is to humanize individuals. Through dialogue, art has the capacity to shape and
develop personality, fostering a new, humane individual known as homo humanus.

Humanization of education involves appealing not only to the intellect but also to emotions, enriching
human experiences with new meanings. Combining developmental teaching technologies with the
humanizing aspect of art can help to address various pedagogical and psychological challenges in education.
Art itself can be seen as an educational technology, promoting understanding and creating an environment
conducive to learning. The teacher's role is to cultivate the ability to comprehend and appreciate art.

Art is a powerful tool for psychotherapeutic influence on individuals, allowing them to express and
process their mental and psychological experiences. Through art, individuals can experience catharsis,
purifying their sensory world and orienting themselves in a correct way. The philosophical foundation of art
therapy lies in the understanding of art as a sensory-figurative dialogue.

Art is a realm of sensory images consciously created by humans through various forms and materials,
aimed at bringing beauty, knowledge, pleasure, creativity, imagination, and spirituality into their lives. It
humanizes individuals, shaping their personalities and, through the humanization of autonomous
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personalities, has the potential to humanize society as a whole. This is the profound purpose and mission of
art.

Unlike the concepts of “beauty” and ““aesthetics”, the term “beautiful” holds a unique significance. It
serves as a descriptor of object utility and moral importance, carrying a societal value judgment. The term
“beautiful” encompasses more than just superficial beauty, as it combines form and content to convey the
essence of an object. Beauty is always valued, whether it is found in everyday objects or moral actions, and it
is inherently social, as individuals align their perception of beauty with societal ideals at a given time.

Art can sometimes trend towards dehumanization, not by eliminating human elements, but by
emphasizing the dehumanizing aspect within itself. Dehumanization in art is the process of distancing
artwork from representations of humanity, human emotions, and experiences.

Methods

This article is grounded in the fundamental ideas of philosophical classics, drawing from the works of
Ortega y Gasset and M. Heidegger to explore the significance of art as a humanizing force. Methodological
principles such as historical and philosophical approaches, comparative analysis, and elements of
hermeneutic and structural analysis are utilized to theoretically support the discussion.

Discussion

In a market economy society, where works of art become subjects of profit and speculation, the inevitable
destruction of art occurs. This leads to the emergence of works that cater to the taste of the bourgeois and the
average consumer, resulting in a general decline in the overall level of artistic culture. As a result, aesthetic
theories proclaiming the end of art and its unavoidable destruction have surfaced. However, these theories fail to
explain the characteristics of modern art, particularly its increasing humanistic orientation [1].

In 1925, Spanish philosopher and sociologist José Ortega y Gasset published his essay titled “The
Dehumanization of Art”. This essay serves as a continuation of his critical analysis of the music of French
composer Erik Satie, questioning why his music is not popular.

Ortega y Gasset observes that not only Satie's music, but also the “new art” that emerged in the early
20th century, including post-impressionism, cubism, expressionism, fauvism, and symbolism, faces a lack of
popularity.

Ortega y Gasset notes how the “new art” divides the public into two groups: a minority that embraces it,
and a majority that rejects it. The philosopher identifies the main distinguishing factor as the
“dehumanization” aspect of the new art, which involves a departure from realism and human representation.
He explores the utilitarian view of art held by modern individuals, who appreciate art that relates to human
life and destiny.

Ortega y Gasset describes and explores the truth and facts of art. First, it reveals the modern man's
utilitarianism in relation to art: people only like art related to human destiny, human life: “they call art a
collection of tools, which, accordingly, are connected with human things of interest”. Ortega y Gasset
considers this understanding of art to be natural, since most people do not know any other way of looking at
objects than “practical” [2].

However, there is a difference between art for art's sake and the supporters of Ortega y Gasset in
relation to bourgeois utilitarianism: the former rejected utilitarianism, a purely divisive approach to art; the
other sees it as a “majority”, “mass” attitude, which cannot rise above a primitive, simple practical
relationship.

Ortega y Gasset distinguishes between art for art's sake and the utilitarian approach adopted by the
majority. He argues that true aesthetic pleasure goes beyond practical considerations and emphasizes that the
human element in art does not necessarily correspond to aesthetic enjoyment. For Ortega, art and reality are
fundamentally different, with an artistic object being artistic precisely because it is not real.

Therefore, only a person who can truly understand and perceive works of art can see art for what it truly
is. “Most people cannot do this, says Ortega y Gasset, because they never experience true aesthetic pleasure
because they are immersed in human reality”.

Ortega y Gasset states that most people are unable to do this because they are too caught up in human
reality and never truly experience the aesthetic pleasure that art can bring.

However, Ortega y Gasset does not refer to purified art as “pure art”, as he acknowledges that the idea
of “art for art's sake” has already been debunked. Instead, he advocates for purifying art by removing
negative elements.

Cepus «Uctopus. dunocodusa». 2024, 29, 2(114) 239



A.A. Boranbayev, J.N. Nurmanbetova, K.M. Bolyssova

The inflation of human values in modern society is a clear phenomenon that thinkers like Ortega y
Gasset recognize as essential in all areas of social life.

Ortega y Gasset believes that the core of art lies in its inhumanity. He identifies a new aesthetic feeling
emerging in both artists and society, characterized by a desire to eliminate the human element from art.
While true art should be devoid of humanity, there needs to be a minimum amount of human touch for the
work to resonate with viewers. It consists in the desire to avoid the whole person: “the important thing is that
there is a new aesthetic sensibility as an indisputable fact in the world. Trying to find the universal feature of
the new artistic product, | found it in the process of dehumanizing art”. Here he refers to a new painting. If
earlier painting tried to imagine reality as natural or human, then the new painting tries to remove this human
element from art.

But art turns to dehumanization because it gets rid of the human element, but it consists mainly of this
dehumanizing action. That is, true art, according to Ortega, should be completely freed from the human
element, but in this case it would be unclear whether the work was “freed”. Therefore, the artist must leave
the “human” minimum necessary to see what is winning. Thus, José Ortega y Gasset tries to remove two
things from art: nature with form and man with feeling. Because nature constantly connects the artist's
activity and horizon, and man — the humanity of art brings the artist back to nature, to the “Inorganic body
of man”.

He also discusses poetry, emphasizing the need to separate a person from poetry, particularly a hero or
an individual, as life and poetry are distinct entities. A person is different from a poet. The Spanish thinker
states that abstracting something real is fundamental in true art. Ortega underscores the importance of freeing
poets and artists from suffering and personal experience, as art transcends reality, isolating the artist from
others.

The author's chosen topic is not arbitrary, as public perception of art evolves over time. Efforts to
convey ideas to the public become secondary, with aesthetics losing its dominant role. José Ortega y Gasset
is a prominent advocate for innovation and modernism, yet his research is rooted in past and present
perspectives. The author's apprehension is derived from nihilism's constraining effect on human thought.
Developing alternative viewpoints is crucial to breaking free from worldly constraints.

Art is a complex medium for conveying divine messages that may not be easily understood by others.
Throughout history, art has evolved depending on societal changes. Yet, the author believes that despite
these shifts, there remains an unchanging essence. José strives to analyze contemporary art trends, expressing
doubts about the disconnect between art and inspiration. Comparing art superficially may lead to
misconceptions, as understanding the underlying ideas requires perspective.

The author probes the reasons behind the lack of popularity of new art forms, conducting a study on
musical trends. By examining traditional and contemporary music, he seeks to unravel this puzzle. The
answer cannot be found solely through composer comparisons; instead, societal viewpoints provide a more
accurate analysis. Each year introduces new art forms with a common eternal theme, even if motifs and
colors vary.

The diversity of art is expanding annually, making it challenging to comprehend and compare the
multitude of artistic directions. Referencing Aristotle's teaching on distinguishing things by their similarities
and common properties, the author highlights the importance of color in paintings as a unifying
characteristic. This shared trait allows for a comprehensive assessment of the vast array of art genres.

The words of the writer are very interesting for aspiring artists and writers, as well as journalists and
creative individuals in general. One should not wait for approval, as it signifies modesty. It is important to
pursue one's own ideas and plans without conforming to current trends. If one does not possess this quality,
José Ortega y Gasset recommends engaging in worldly affairs.

There are various forms of art in the world, and authors should not be afraid to present their creations to
the public. Fear stems from a lack of understanding and negative reception. However, a new “aesthetic
feeling” has emerged, where art, whether in the form of a painting, book, or article, is analyzed and
understood at its source. Ortega y Gasset's work on the dehumanization of art, written in the 19th century,
remains relevant today.

Artists like Erik Bulatov and Ivan Ivanovich Shishkin offer contrasting perspectives in art. While
Shishkin aims to capture the beauty of nature, Bulatov prioritizes conveying ideas over nature. Their
approaches represent different facets of the art world, catering to diverse audiences. Despite evolving trends
in realism, art continues to speak to the masses with its encrypted messages and reflection of human
experiences. This example is not an indication of the degradation of realism in art. On the contrary, such
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works are understandable to the masses. Only as realism grows, the number of people who know something
other than “aesthetic” is increasing. This trend is highly commendable because the work is an unsolved
cipher. To achieve this, the author deforms reality, destroys the human side. Despite the simplification of
aesthetics, the work does not lose its original source — its colors and figures are still there. The main goal is
to find a form that reflects a person's thoughts, sadness, home, things he has seen in life. The challenge is to
reveal all the encrypted information.

This text fully reflects the reality of life, because works of art always contain the core of “living”
reality. The beauty of art is that it doesn't put ideas on a silver platter. Getting to the idea and abstracting
from the surface is the genius of art connoisseurs.

Art serves as a reflection of life, with its core embodying reality. It challenges viewers to delve beyond
the surface and grasp the underlying ideas. Ortega y Gasset's examination of avant-garde art in the 20th
century reveals a deliberate move towards elitism and inaccessibility, leading to the “dehumanization” of art.
The disconnect between new art and society stems from a lack of relatability, resulting in its unpopularity
among the masses.

In the work “Dehumanization of Art”, he analyzes the defining trends in the artistic avant-garde art of
the 20th century and shows that the new art very consciously, in principle, wants to be and remain unpopular,
aimed at the elite, not the masses. But in this way he does not feel the need to be generally human and
universally understandable. The aesthetic experience it creates does not bring people closer to the elements
of everyday life, on the contrary, it takes them away from it. This is the “dehumanization” of new art. José
Ortega y Gasset studied art from a sociological perspective and wrote, “Why is novelty in art accompanied
by so much failure?” asks the question. He looks for and finds the reason why the new art is so clearly
unpopular with the masses. What good is a new art that does not really understand society and recoils? It
turns out that the failure of young art is not a coincidence, but a pattern. After all, most of the people who do
not know about art (those who insult it, and put it mildly, just people) appreciate its closeness to life in art
more than anything else. The more art resembles life, the more familiar and understandable it is, the more
complete the happiness of an ordinary person who suddenly feels in an artistic environment so dear to his
heart. After all, no matter what the critics say, people who walk around the empty halls of the Central House
of Artists and feel uncomfortable still come to the nearest bazaar with white birch trees on the coast to take
pictures. Their hearts, and the grass must be green and fluffy, and the sky one hundred percent blue. And
new art is still far from the people. What awaits him? Ortega y Gasset's answer: “A new style must go
through an incubation period” [3].

In conclusion, art must undergo an incubation period to bridge the gap between innovation and societal
acceptance. While new art may seem inaccessible at first, its evolution is crucial for expanding artistic
boundaries and engaging diverse audiences.

Does every new style come with failure? No, Ortega y Gasset explains that it is not a threat to art that
allows it to deviate from reality. For example, Romanticism was popular because it was a popular style.

Ortega y Gasset wrote at a time when he could observe modernism in art, before the time of
postmodernism had arrived. When he spoke about the essence of new art, he saw it categorically. He
believed that the root of the present reality was a deep injustice — the wrongly assumed equality of people.
He preferred to see art as separate for the masses and the “privileged”. He stated, “New art is not liked by
many, but by a few”. The displacement of the masses is based on the opposition to art, an immunity to new
art. “New art is characterized by dividing people into two groups — those who understand and those who do
not understand”. Since the work was written in 1927, it can be assumed that the ideas of dominating the
world were prevalent and permeated everywhere, in politics and social life: “This art is not for the common
man, but for a special breed, people who clearly differ from others”.

What is the meaning of new art? Since it is not understood by everyone, it does not stand on a human
basis, it has a different foundation. Art revolves around people, their passions, according to Ortega y Gasset.
As long as art is playing in them, people understand it, but as soon as it rises above reality, the understanding
becomes thin and snaps like a taut string tied to a playful ball. Ortega y Gasset uses a metaphor: the viewer
of a work of art seems to be looking through a window pane at the garden, that is, at “people and passions”,
and does not notice the glass, that is, the highly artistic medium through which it is realized. Of course, for
the uninitiated, complex art is like a clouded glass, through which he tries to see what is interesting to him. If
he succeeds, he will feel his selectivity, if not, we will lose him. Ortega y Gasset does not regret such a
defeat at all, he is happy that art has returned to normality and has become elite, a narrow “circle of limited
people”.
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“It will be art for artists, not for the masses, not democratic art, but caste art”. New art arrogantly turns
away from the viewer, it is more important to be recognized as a trendsetter in artistic fashion. It is not afraid
of the primacy of aesthetics over human images, nor of being misunderstood, because this confirms its
innovation and difference from tradition.

Ortega y Gasset believes that it is impossible to focus art on the beauty of art forms or on the “humani-
ty” of perception; such art will be “blind”. Realism and true artistry, in his opinion, are incompatible. You
can't connect the glass and garden without damaging one or the other to some degree.

What is the meaning of new art? Ortega y Gasset announced that it will come back into style. The key
word is “stylization”. It's stylish, we say, but it is not real style. Stylization is the distortion of reality, its
reinterpretation. “Styling involves the abandonment of morality. There is no other way to dehumanize”.

Heidegger's critique of traditional humanism has many layers. Heidegger is not satisfied with man's
thoughtless excuses and his imperfect actions. The philosopher challenges the concept of humanism that
originated in a specific historical period (the era of the Roman Republic) and has been unquestioningly
applied to later times. However, Heidegger believes that all forms of humanism share a common aspect: the
understanding of man as a rational being, rationality that distinguishes humans from animals. “This
definition of man is not incorrect. But it is influenced by metaphysics [4]. And even the conventional
metaphysics as we know it is open to question.

Heidegger is aware of the sensitivity of the subject as he calls for a reevaluation of old humanism and a
shift towards a new form of humanism. Criticizing a particular philosophy, he also questions the future of
philosophy as a whole.

He maintains that his opposition to “humanism” does not imply a dismissal of morality, and that
thought diverging from conventional “values” does not devalue concepts such as culture, art, science, human
dignity, world, and God. The essence of his critique and his “turn” towards a new form of “humanism” lies
in a reevaluation of thought itself. He suggests that future thought should no longer adhere to traditional
philosophy and metaphysics, but instead move closer to the essence of being and wisdom. This new form of
thought, closer to an understanding of absolute knowledge, sees language as a direct representation of being.
Thought breathes life into language through simple narratives, much like a farmer tilling the field.

Conclusion

The didactic and methodological aspects of establishing the relationship between art and virtue are es-
sential for the development of human culture. The essence of art is artistic creations, that is, studying and
absorbing them. The goal is to educate and cultivate individuals with a rich spiritual world. Artistic creations
are the essence of art, and the main objective is to uncover the inner nature of the work. The source of cultur-
al and spiritual power in art lies in its inner secrets. Artistic works serve as the foundation for understanding
the philosophical laws of art recognition, which address themes such as the meaning of life, beauty, and vir-
tue.

In exploring the question of what art is, different types and historical periods are considered to under-
stand its significance in human life. The Kazakh people are known for their artistry, which is evident in their
rich spiritual heritage encompassing legends, epics, songs, and handicrafts. Art has played a crucial role in
shaping their worldview, lifestyle, and personal values, serving as a beacon of beauty for the soul. It has been
a channel of great art, which has not been forgotten for centuries, and there are legends, epics, songs, and
various handicrafts. They didn't just reach it, they reached it by becoming the world view, lifestyle and
standard of living of those times, the support of their life, and the educator of the beauty of the soul. Art,
which has enlightened our spiritual world to this day, is a testimony of worldly perfect intelligence, and
studying its works is probably a field of high thought.

Art is recognized as the oldest means of representation in human existence. This function of art shows
the importance of consciousness, but obliges to look at it from the point of view of new requirements. Art is
related to the concepts of “making” and “doing” in the cognitive understanding of the Greek people. That is,
all products related to artistic activities form the basis.

Explaining the life of nature with its own secrets and laws shows the authenticity of art. Harmony and
harmony of nature are closely related to each other. The earth and the sun, the moon and the stars, animals,
and plants all reflect the seamless connection of the natural mystical harmony. There are many methods of
forming good relationships with art, nature, and people. Art reveals the secrets and laws of nature, demon-
strating its authenticity and harmony with the natural world. Establishing good relationships with art, nature,
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and fellow human beings is vital for appreciating and valuing artistic creations and meeting emotional and
spiritual needs.

Art has been a longstanding form of expression, highlighting the importance of consciousness and
meeting new societal demands. It is closely tied to the concepts of “making” and “doing”, encompassing all
products connected to artistic activities. In the 21st century, art serves as a reflection of both creativity and
production within a technological civilization. While creativity is a fundamental aspect of human existence,
production is driven by technological advancements, which can lead to artificiality and the imitation of hu-
man nature. The evolution of art and its methods are a reflection of the progress of human existence and pur-
poseful engagement in life's activities.
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A.A. bopan6aes, /I.H. Hypman6etosa, K.M. bonsicoBa

OHepai neryMaHu3auMsJIAYAbIH Ka3ipri KOHIeNMUUSJIAPbI

OHep dmnocoduscsl 6HEp MEH MOJCHHUETTI 3EPTTEYAIH MaHBI3/Ibl ACHEKTUICPIHIH Oipi KOHE ON OHEPJiH
SpTYpIIi (opMaTapbIHBIH acTapbIHIAFsl HETI3Ti YFBIMAAp MEH HIesuIap/bl TYCIHyIe IIeNIyIli peJ aTKapazbl.
Makanana 6i3 eHep (GMIOCO(QMACHIHBIH HETI3Ti YFBIMAAPBIH JKOHE OJApIBIH Ka3ipri MOIECHHETKE ocepiH
KapacThIpABIK, COHBIMEH KaTap ©HEpAiH I3TUICHAIPYIII MOHIH aHBIKTAMbI3. 3epTTeyAiH MakcaTbl —
QIeyMeTTiK Guiaocodusi TYPFBICBIHAH OHEPIiH TaOWFATBHIH JKYHel TypAe TYCIHYIl AaMBITY, OHBIH TYJIFaHBI
KaJIBIITAaCTRIPYAaFsl i3rieHaipymi pernid amy, X. Oprera-u-I'accet imiMiHIH KOHTEKCIHIE «KaHA OHEPIiH»
MOHIH ally XKoHE ©3iHe ToH OenriiepiH Tangay. OHepAiH caH ajlyaH TeOpHsIapsl Oap, OHBIH MOHI, epeKIIeNiri,
QJIEYMETTIK MOHI TYNKUTIKTI TYCIHAIpiNeai, ajaiifa TOJBIKTall 3epTTeil, KapacThIPATHIH Macelesiep KaaMa bl
Jien aiiTyra OoMaiipl. AiaM eMipiHiH OYJT KYOBUIBICH! THIM KYpPJIeli )KOHE KoM KbIPJIbl OOJIFaHIBIKTaH, OHBIH
TOJIBIK JKQHE TYIKUIIKTI TEOPHSCHIH jkacay Ke3 KelreH yakbITTa MYMKiH emec. Tyracrail amranna, Oi3iH
eniMizae Oyl Mocene JKETKUTIKTI Typae KapacThIPhUIIBI JCM alWTy KWBIH, OMTKEHI oy Oi3MiH KOFaMHBIH
KepiHici OOIFaHBIKTaH, )KaH-KaKThl QIIOCO(HSIBIK TYPFBIIAH KapacThIPyIbI KAKET eTeIi.

Kinm ce3dep: eHep Quiocodusce, eHEp TYMaHW3Mi, OHEPHIH IeTyMaHW3aIMACH, 3aMaHAyHd MOICHHUET,
eHepni Tyciny, Optera-u-I'accer.

A.A. bopanb6aes, /I.H. Hypman6etosa, K.M. BonbicoBa

COBpeMeHHble KOHICIIIUMA JE€TrYMaHU3alud HCKYCCTBA

Ounocodust UCKyccTBa SIBISETCS OJHUM M3 BOKHBIX aCHEKTOB M3YYEHHs] UCKYCCTBa M KYJIBTYpPBI M MTpaeT
KJIIOYEBYIO pOJb B IOHUMAaHHMM OCHOBHBIX KOHLENIWH M HWJEH, JIeKallMX B OCHOBE Pa3JIMYHBIX BHJIOB
UCKyCCTBa. B 3TOl cTaThe MBI pacCMOTPENH OCHOBHBIE KOHLENIMK (HUIOCOMHH UCKYyCCTBA U MX BIMSIHUE Ha
COBPEMEHHYIO KyJIBTYpYy, a Taloke ONpeleiid I'yMaHU3Upylollee 3HaueHue Uckyccrsa. Llenb HayuHOro
HCCIIEIOBAaHNSI — PACKPHITh CYINIHOCTh M MPOAHATM3UPOBATh XapaKTepHBIE YepPTHI «HOBOTO HCKYCCTBa» B
koHTekcTe ydeHmst X. Oprerm-m-I'accera M ero rymaHmsupymoomeil ponn B (GOpPMHPOBAHHM JTHYHOCTH.
CymiecTByeT HEMao pa3INYHBIX TEOPHH MCKYCCTBa, HO HEINb3sI CKa3aTh, YTO €0 COIMAIbHAS 3HAYUMOCTH,
CYIIHOCTH, CHelu(rKa OKOHYATeIbHO MOHATHI, 9YTO HE OCTAJIOCh HUKAKMUX AUCKYCCHOHHBIX BOIIPOCOB B €rO
HOHMMaHNU. PEHOMEH 4YeJI0BeYeCKOll >KH3HU CIUIIKOM MHOTOTPaHEH U CJIOKEH, YTOObI MOXXKHO OBIIO B
OIpeeNICHHBIf MOMEHT CO3/1aTh €ro OKOHYATENIbHYIO M MOJHYIO TEOpHIO. B 1enoM, cI0XXHO cKa3aTb, YTO B
Halel cTpaHe 3TOT BOIPOC PACCMOTPEH AOCTaTOYHO HIMPOKO, IMOCKOJBKY, SBISSACH OTPaKEHUEM Hallero
o01iecTBa, OH TpeOyeT KOMILIEKCHOTO (HI0cO(CKOro pacCMOTPEHHSL.

Kniouesvie crosa: punocodust HCKyccTBa, TyMaHH3M HCKYCCTBA, JIETyMaHU3alUsl HCKYCCTBA, COBPEMEHHAs
KyJbTypa, TIOHUMaHue uckyccrsa, Oprera-u-I'accer.

Cepus «Uctopus. dunocodusa». 2024, 29, 2(114) 243



A.A. Boranbayev, J.N. Nurmanbetova, K.M. Bolyssova

References

1 Dolgov, K.M. (2004). Rekonstruktsiia esteticheskogo v zapadnoevropeiskoi i russkoi kulture [Reconstruction of the aesthetic
in Western European and Russian culture]. Moscow: Progress-Traditsiia [in Russian].

2 Ortega-i-Gasset, J. (1991). Degumanizatsiia iskusstva [Dehumanization of art]. Moscow: Iskusstvo [in Russian].

3 Ortega-i-Gasset, J. (1991). Vremia, rasstoianie i forma v iskusstve Prusta [Time, distance and form in the art of Proust]. Mos-
cow: Raduga [in Russian].

4 Khaidegger, M. (2008). Istok khudozhestvennogo tvoreniia [The source of artistic creation]. Moscow: Akademicheskii
proekt [in Russian].

Information about the authors

Boranbayev Aidarkhan — PhD student, Department of philosophy, L.N. Gumilyov Eurasian National
University, Astana, Kazakhstan; http://orcid.org/0000-0002-4451-1473

Nurmanbetova Jamilya — Doctor of philosophical sciences, professor, L.N. Gumilyov Eurasian Na-
tional University, Academician of the Academy of National Science of the Republic of Kazakhstan, Astana,
Kazakhstan; http://orcid.org/0009-0003-7194-8587

Bolyssova Kuralay — Candidate of philosophical sciences, Senior Lecturer of the Department of Phi-
losophy, S. Seifullin Kazakh Agrotechnical Research University, Astana, Kazakhstan; http://orcid.org/0000-
0001-7505-9187

244 BecTHuk KaparaHgmMHCKoOro yHusepcureTa


http://orcid.org/0000-0002-4451-1473
http://orcid.org/0009-0003-7194-8587
http://orcid.org/0000-0001-6876-1269
http://orcid.org/0000-0001-6876-1269



