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XOPEOIPADOUANIbIK ©OHEP
CHOREOGRAPHY ARTS
XOPEOIPA®OUYHECKOE UCKYCCTBO
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13iM TomiraH OCriaHKbI3b!!
'Ka3ak YATTbIK Xopeorpadusa akagemMmnscol
(AcTaHQ, Ka3aKCTaH)

¥WUFbIP XANbIK BU ©HEPIHIH, OAMYbIHOAFbI
rynbHAPA CAUTOBAHDIH LUbIFAPMALLDbIJIbIK
POJI

AHHOTaUuuA

Makanaga, KaszakctaH 6u eHepiHe, COHbIH IWiHAe YHUFbIP
XQ/IKbIHbIH 61 MaAeHMeTiH 3epTTern, 3epgenern xypreH [.
CauTOBAHbIH  LLUBIFAPMALLBINBLIK, MeAArorMkasbiK eH6eK XOslbl
KAQpQCTbIpblIFAQH.  Xopeorpagusansik — 6inimai  Pecrny6amKasiblK
3CTPAOQ J>KoHEe UMPK eHepi CTyaAMacbiHAQH arnFaH (6yriHri XK.
Eneb6ekoB QTbiHAAFbI Koanemk) 6inimi meH 1971 kbingaH K.
Ko)xambsapoB  QTbIHAQFbI MeMekeTTiKk aKAAEMUSATIbIK — YWFbIP
TeaQTpPbIHAQ OTKI3reH LWbIFAaPMALLbIIBIKKA TO/bl XKblAAApPbl MeH
KeWiHr negarorukasblK eHO6eK »osibl 4Q HA3apAaH TbiC KA/AFAH
JKOK. Ka3akcTtaH xopeorpadus ©HepiH, COHbIH IWiHOe YWFbIp
FQ/IKbIHBIH 61 MaAdeHMeTIH 3epTTer, 3epdeneyne VY/AKeH posib
QTKQAPbIM OTbIPFAH FA/IbIM PETiHAEe Pcryb6/iMKaFa TAHbI/bIM OTbIP.

Ty#iHAi cesmep. Xopeorpagus, KOMMO3UTOP, My3bika, 6u,
CMeKTaK/b, peneptyap.

Izim Toigan Ospankyzy'
'Kazakh National Academy of Choreography
(Astana, Kazakhstan)

GULNARA SAITOVA'S CREATIVE ROLE IN THE
DEVELOPMENT OF UYGHUR FOLK DANCE ART



Annotation

The article examines the creative and pedagogical path of G.
Saitova, who studies the dance art of Kazakhstan, including the
dance culture of the Uighur people. Having received choreographic
education at the Republican Studio of Variety and Circus Art (now
the College named after Zh. Yelebekov), since 1971, the performing
and choreographer path has been held at the State Academic
Uighur Theater named after K. Kozhamyarov.In Kazakhstan, she is
recognized as a scientist who plays an important role in the study
of choreographic art, including the dance culture of the Uighur
backgammon.

Key words. Choreography, composer, music, dance,
performance, repertoire.

13iM TomiFaH OcriaHoBHQA!
'Ka3axckasg HaLUMoHQ/IbHAS aKageMms xopeorpadum
(AcTaHa, KasaxcTtaH)

TBOPYECKA4 POJ1b 'Y/IbHAPbl CAUTOBOM B
PA3BUTUUN YUTYPCKOIO HAPOOHOIO
TAHUEBAJIbHOIo MCKYCCTBA

AHHoOTauUuumA

B cTaTtbe paccMaTpuBAETCs TBOPYECKUN U Mefarorm4ecKunii
nyte . CauToBou, U3ydarOLen TAHUEBA/IbHYIO  KY/bTypy
YUrypCcKoro Hapoda. Xopeorpagpuyeckoe o6pa30BaHME MOJTyHYMB B
Pecrny6IMKAQHCKOM CTyAuun 3CTPAAHOMO U LMPKOBOIO MCKYCCTBA
(HbIHe Konemk um. XK. EnebekoBa), ¢ 1971 roaa ncrosiHUTEIbCKUM 1
6aneTMenicTepckmt NyTb 6blia npoBegeHA B [OCyAApPCTBEHHOM
akagemmyeckoMm Yurypckom Teadtpe wuM. K KoxambspoBa.B
KazaxcTaHe Mpuv3HAHA KAK YYeHbIV, KOTOPbIY vrpaeT 60/1bLUytO
pPO/iIb B MU3YYEHUN XOPEOrpPaAPMUUECKOro MCKYCCTBA, B TOM 4Yuce
TAHLEBA/IbHOM KY/bTYPbl YIrypPCKOro Hapaa.

Knro4dyeBble cnioBa. Xopeorpagus, KOMMAO3MTOP, My3biKa,
TAHeL, CNeKTAK/b, perneptyap.

Kipicne. Ty6i 6ip TypKi Tingec xanblKTapOblH,
SPKaAMNCbICbIHbIH, ©3iHAaiIK Gip epeklwenirimeH OamblFaH
YATTbIK, CoHOIK-KONTaHbanbl eHepi Gap. Typni yaT neH
XanblKTapAblH MSaOEHUETI MeH CanT-OacTypnepi, OiHu
yCTaHbIMAApbl TepeHaeri Tamblpbl Gip 6onbin, eprege
KaHLUANbIKTbl  YKCACTblkTap  6onca, OyriHri  KyHi
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COHLWANbIKTbl aMblpMalUbIbIKTapPbl MeH epeKLUenikKTepi
6ap.

I3rii3geHicTep MeH TanmnbliHbICTaPObIH Xenici bonFaH
2NeM MaOeHMETi CaH Facblp/blK OaMy CaTbICbIHAH ©TKEH.
YKaKcbICbl Kanbim, aMcCi3i yMbIT 60bIN, TepeHHEeH TaMblp
TapTKaH, OSCTYPNi YATTbIK MSOEHMETTIH acbll MaMeriH
OVriHre »KeTKi3in, cakray Kasipri 3amMaHOa ajam3aTka
MiHOEeT 60nybIMEH KAaTap OHbl Ka3ipri 3aMaH TanFaMbliHa
opan KanTa Ky/MnblPTbIM, AaMbITy, YMAECTIPY - VIKEH iC.

3epTtTey apictepi. Ocbl MakKanaHbl a3y kesiHge
cunaTTaManblK, — >XaHe  6ubnuorpaduannlk, — aaicTtep
KONOaHbI4bI.

Takbipbin 60MbIHIWIA ape6bueTTepre wony. [lepek
Ke3gepiHe XyriHep 6oncak, KasakTapdaH HerisiHeH ep
agamMpap 6wunereH. OrFaH Mbican 1934 >Xbinbl AnMaThl
KanacblHOa e©TKeH bykKinkasakcTaHOblK eHepnasgap
cneTiHoe OuwinepaiH Ken ©60nFaHblH, COHbIH, iWiHOe
epnepniH, Kemn 6onfaHbiH 6Genrini aptuct KaHabek
BavceniToB 3 ecTeniktepiHae kepceten,i [1,95 6.].

An, YWUFbIp XankpblHOA Heri3iHeH awnen agamaap
bunereH gereH gepektep Gap. byn »eHiHOe FanbiMm T
CaunToBa: «¥WFblpOblH Kacibn 61 eHepi 6agrbl 3aMaHHaH,
6anKiM 6i3aiH, OayipaiH, 6acbiHaH 6yaoan3M 3aMaHblHaH
Kene »aTKaH LWblFap, OHbIH, anFallKbl ekngepi ouwinep
6onFaH, acipeci amen 6uwinep» [2, 6 6.]. byn Xepaoe
FanbiM YWFbIP XalKplHbIH OW MageHWeTIHIH epeTeneH
mawga 6onbin, gamy ycTiHae 60nFaHblH aWTbIN OTbIP.

1934 HKblNOblH KbIPKYMEK aWblHOQ KepepMeHaep
VWIiH anFaw  caxHa WbIMbIAObIFbIH - allKaH TeaTp
TapUXbIMEH TbIFbl3 GaMnaHbiCTa OaMbIl Kefe »KaTKaH
VUFbIP XaNnKplHbIH CaxHanblK, 6Wi OyriHr KyHi »XOFapbl
TYFbIPpOAH KOPIHIM XXYp.

XX FacblpablH, 60 Xbl1OapblHAH 6acTtan
xopeorpadumanblik 6iNiM anFaH buwinep TeaTpFa Kene
6acTtagbl. AnMaTbl xopeorpadusa yUYUnuLLeciHiH Tyneri
Connma AckapoBHa AkbapoBa Mackey KanacblHaH A.
JTlyHauapCcKM  aTblHOaFbl MeMJIEKETTIK TeaTp ©Hepi
MHCTUTYTbIH BiTipin KenreH anFallkpbl buwi 6onatbiH. Con
Kesge TeaTpda >KYMbIC  aTKapFaH  apTUCTepaiH
ecteniringe C. AkbapoBa TeaTpFa KenreH 6eTre o3
KepepMeHOeEPiH aMeM KacCuKacbiHa anHanFaH A
BopoanHHIH «KHA3b Nropb» ornepacbliHOaFbl
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«[MonoBeukme MACKU» xopeorpadusanbik,
KOMMO3ULMACBIH  caxHanafaH. Ocbl Ke3eH TeaTp
ouLWinepi VWiH caxHanblK, 6UAiH KepeMeT yarinepiH
yKacayFa 6eT bypbic OonFaH.

XX FacblpgblH, 70-XKblngapbliHOa TeaTp CaxHacblH
KenreH TanaHTTbl YXaCTapAblH, iLUiHEH CYblPbISbIM WbIFbIM,
caHanbl ©Mipi 6u eHepiHe apHanFaH TanaHT Weci
F'ynbHapa KOcymKaHKpbI3bl CanToBa »KeHiHOe Cblp
LepTneKnis.

Herisri 6enimMm. 1O. CantoBa eHepni oTbacbiHaH
KaHaT KaFblM, gapa eHepiMeH 3Uabl KaybIMHEH, Ke3iHe
LanblHFaH. ¥1TTbIK OMAiH epeKLWwenikTepiH HacuxaTrayaa
YKanblKmam eHOekK eTin Kene »aTkaH eHep ueci.

. CaumtoBa 1969-1971 »kblngap  apanbliFblHOA
Pecnybnukansblk, aCTpaga KoHe LUMNPK eHepI
CTyOMAacbiHOA@ OKpIM, 6iniM anFaH. M.I. Mabenb, M.H.
LaTtnosckui, I.b. Knakosa, P.C. JayneTbapoBa CbliHObI
OKpITYLUbINIAp apHawWbl MaHOepaeH cabak 6epai.

Byl OKy oOpblHbl 1965 )Kblnbl »ac TanaHTTapara
Kacibun 6iniMm bepy MakcaTblHAOA albliFaH 6onatbiH. Con
yakbITTaFbl MaOeHUneT MUUCTpIi, Oenrini spebuet
CHbILUbICbI, MyOGAMCUCT-»Kasywbl Innac OMapoB arFambi3
6eH Kazak KCP —HblH XanblK, apTuCi, KepkemMce3s Liebepi
MYIXKMXaH FanmeBa anamMbl3 allKaH OKY OPHbI Tasflam eHep
TapnaHOapblH  KaHaTTaHObIpFaH Kapa WaHbipak, .
CaunTtoBa [a OCbl OKY OPHbIHbIH TyAeri.

Knaccmkanblk 6maeH cabak 6epreH M.I1. abens,
Obl/1al ecke anaTblH, COM XXblflbl OKYyFa TYCKEH »acTapablH,
apacbiHOa NynbHapa eH Ha3iK, eH, KillKeHTarbl 60onaTbiH.
On 6u bipFaFblH, Ca3 dYEeHIH iLIKi XaH ce3iMiMeH TyCiHe
6ineTiH. OHbIH eHOEeK CYUrITIrN OKpITYLWbITAapPblH TOHTI
eTTi, ocbl Oip epekweniriH 6acka LWkKipTTepiMisre yari
eTeTiHO6iI3. On  con  XKblngapbl-ak, yYWUFbIp  TeaTpbl
CaxHacCblHOA ©TiN XaTaTblH Y/IKEH KOHLepTTepre LWblFblM
}ypai. bi3 ogaH YAKeH YMIT KYTTIK.

Mo, ycas ceHiMi angaHbanTbl, oKyObl TaMaMaaraH on
AnMaTbl KanacbiHOaFbl KyOblc KOXXaMbApoOB aTblHOAFbI
YUFbIP My3blKarnblK, TeaTpblHa OULLI peTiHOe >XYMbICKa
lWakplpbinabl. CogaH 6epi TeaTp caxHacblHOA YMPEHY,
TOMbICy, KanbinTacy, ToXxipmnbe XnHayMeH Tanaw »blngap
apTTa Kangbl. TanaHTTbl »ac TanMam eHbek eTyiHiH
apKacblHOa Kelliknen-ak angblHFbl  KaTapfabl Oy
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aTaHOobl. Bipas Toxipube »kmHarm, caxHaHblH KblP-CblPblHA
KaHbIKKaH Of1, eHAi 6U KOKOFa KOLLUTI.

byn canapa . CauToBaHblH  KOWbINbIMbIHOA
KenTereH caxHanblK O6W TyblHObINAPbI OyHWere kengi.
«9x0 BocToka» aTTbl  6m  6GarFgapniamMacbl OHbIH
OpPbIHOAYLWbIMbIK — LWblFAapMalUblIblFbiHOQ OWbIM  OPbIH
anabl neyre 6onagbl. byn 6GarmapnamMaga  OuLLIHIH
opblHOaFaH ayFaH, apab, Kazak , e36ek T.6. Bip KaTap
XanblK, Ounepi ap YNTTKA TOH MNAcCTUKanbIK LeLliMi
aMKpIH, WK Y»XaH CcyNynblFbl MeH ce3iMre ToNbl 605ca,
SXKipbayKaH, XOpeo3M, YUFbIp bunepiHae KongaHbliFaH
VATTbIK OMbIHOAPAbIH 2NEMEHTTEPI XKapPK eTKEH afiMacTamn
acep Kangblpagbl. byn peTTe, acipece, «J1aHri» 6GUi OHbIH
OULWLIi peTiHaeri e3iHAIK KoNTaHbacbiH aVKblH aHFapPTaabl.
An, e36eK XanKpblHblH, KlaccuKanblK «TaHaBap» OUiHOETI
OeHEe KMMbIfIbIHbIH My3blKaMeH ilWKi ce3iM yuniecimi
apKplSibl FaHa afaMfFa acep eTep KYAIPeTiH MOMbIHOAYFa
6onap. byn 6mae My3biKanbiK ApPaMaTypPrusHbiH, Herii
MbIKTbl €eKeHI KePIiHIN Typabl. A0AM XXaHHbIH, ILLUKI ce3iMiH
6epyne KoOdaHbITFaH XXYpPIC Typiepi MeH KO KMMblNaapsl
«CblOblpan» KaHa cennewTiH. buaoe Kpi3 OuMHeciHOerI
XyYMOaK HaPCEHI KyTy, KEBpepMeH ce3eTiH acTbipTblH O
Knanbl Oa OGepinreH. KepepMeH Kbi3OblH acTblPTbIH
CbIpMapbliH YFbiM KanfFbiCbl KeneTiHaen. BulliHiH 63iHiH,
aNTYbIHLLIA, ON YLWIiH KepepMeHMeH GannaHblC MaHbI3abl
6ongbl, 61 6iTiN, GUWwiHiH 6enrini 6ip keninTe GiTipyiHOe
V/IKEH Cblp XaTKaHOan. OnengiH 6ap eMipnik cbipbl MeH
MYHbIH YXeTKi3e anFfaH 61 MeH buLlire KampaH KanacblH.
B adkTanFaHOarbl TbiICbIM TbIHbILWTbIK, KOpepMEHHIH
caxHagarbl bure onLla Necin KeTKeHiHiH, Kyaci 6onachbiH,

. CanToBaHbIH TBOPYECTBO/bIK ©Mipi CcaH-cananbl.
Mbicanbl, ©3 ©eHepiH WbiHOAMW TyCy MaKcaTbloa e36ek
XanKplHbIH «Baxop» 61 aHcambniHae KCPO XanbiK apTuci,
6enrini onLwi KyHObI3 MupKapMMOBaHbIH,
6aclwblNblFbIMEeH Oip »Kbl1 O9pic anybl eHepre pered
YKayankKepLiniriH, cynicrneHwiniriH aHFapTtaabl. KeniH ge
KbiTam pecnybnukacblHOa, Typik eniHae 6onbin, 6iniMiH
YKeTinaipe »Kypin, ©3 XankblHblH eHepiHe GalnaHbICTb
MaFyIbIMaTTapP *XMHACTbIPAbI.

¥MFblP XaNKplHbIH KMACCMKalbIK, LblFAaPMacCbIHbIH
IHXXY-MapXaHbl CaHanaTblH «Fopin-CoHaMm»
creKTakniHgeri 6u caxHanapblH KepKemMaeyae YNTTbIK
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donbknopra kebipeK KeHin 6enreHiH kepemis. Ochbl
CNeKTaKNbAiH, KipicneciHe gamblHOaraH «MblH YU» YHIIPI
KepiHiciH 6enHenenTiH «OdaHy» aTTbl OMiI KepepMeHiH
epiKCi3  bIKbIJIbIM  3aMaHFa 6eT Oypfbi3agbl.  An,
CreKTaKNbAiH COHbIHAA buneHreH «Tow 6Mi» KOMbINbIMbI
anFall peT Kacibum caxHaFa LWbIKKAH YMFbIP XanKblHbIH,
eenri «Talwl oOWblHbl» 6onaTbiH. Ocbl TeaTpAa Ken
blngap OuWinik eHepiMeH KaTap 6GaneTMencTepnik
eHepai Oe KaTap anbin xypred . CauTtoBa, i36acap
LUSKipTTep AanbliHOayObl 0@ €CTeH LblFapMaabl.

. CauToBa ©3iHIH LWaKipTepiH Topbueney
MaKcaTblHOA OKpITYLUbINbIK, KbI3MEeTiH e3i 6iniM anraH
PcnybnmkanblK, 2CTpada »aHe UMPK YYunuuieciHeH
6actan, B. Cene3HeB aTbiHOaFbl AnMaTbl xopeorpaduma
yunnuuleciHae »anractblpabl. Ka oKy OpHbIHOA XXYMbIC
icTeMeciH MiHOeTTi Typoe ©3 VYTblHblH, GananapblHblH,
6iniM anyblHa KONaMbl »aFdamnap »acan >XypeTiHi TafFbl
6ap. XX. EnebeKkoB aTbiHOarFbl Pecnybnukanbik, 3CcTpaga
YKOHE LIMPK eHepi KonneokiHae TyTac 6ip Ton buwinepai
OavbliHOaMN WblFApbIn, YMFbIP TeaTpbl XXaHblHaH «Pyxcapa»
aTTbl 61 aHCAMONIH allbIM, OHbIH aNFalLKbl penepTyapbiH
KanbinTacTblpbin 6epai. . KO. CanToBaHbIH anyaH Typni
YKOHe KeM »ocrmapfibl penepTyapbl 6Gap GaneTtmencrep
peTiHOer XXYMbICbIHbIH, LblFapMallblblK, 84icTepi MeH
KaFMaaTTapbl, KOMbIbIMAAPAbIH TaKblPblObl YMFbIP XalKpl
MeH XalblKTapblHbIH YTTbIK CMMaTblHa OaFbITTanFaH.

¥WMFblp TeaTPbIHbIH, KYPbINbIM, YXYMbIC iCTEM OTblpFaH
bingapoa 6ipa3z ouwinep MeH OGanetMmencrepnep
XYMbIC aTKkapabl. A, . CanTtoBa ©3iHIH ecy »XOo/blHAa
OpblHOAYLLbIOAH FanbiM OapexeciHe KeTepinreH bipaoeH-
Gip GuLLI.

Yorapbl 6iniM anFaH . CamtoBa XX| FacblpabliH,
6acblHOa FbiNbIMFa 6eT Oypabl. ¥WFbIP XanKblHblH, 6M
MBOEHMETIH 3epTTeyai KOSFa afiFaH 0N TbiHbIMCbI3 i3AeHIC
neH 3epTreynep apKblSbl O3iHIH, «YUrypCKnmn
CUEHUNYECKMM TaHel (Ha npuMepe CcrekTakniem u
KOHLUEPTOB YMUIypCKOro TeaTpa . AMaTbl)» aTTbl
KaHOMOaTTblK, ONCCEPTALMACHIH KOPFan LWbIFbIM, FanbiM
aTaHObl. BYriHrI KyHI FbINTbIM »OMbIHAA ThIHbIMCbI3 eHbeK
eTin »xypreH »xaH. OHblH, xopeorpadmsa 6arbiTbiHOAFbI OKY
opbliHOapbiHa apHan O. ybnagsemMeH OGipirin »a3FaH
«BocTo4uHble TaHubl» (2007 r.) OKy Kypanbl anFallkpl
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eHberi eni. Oga KeniH WblFapFaH «YUIypCKMW TaHel;
NcTokn. Tpaonunm. CueHMYecKoe BOMOoLWeHMe.» aTThl
MoHorpadudaco (2011 r.) TbipHaKanabl TyblHAbIAPbI Aeyre
6onanbl. ByriH OKpITYLUbINbIK, KbI3METIMEH  Fbi/biIMAbI
KaTap anbin Kene »aTkaH ynaraTtTbl ycTta3. OHblH 120-Fa
YKYbIK, FbITbIMKW MaKananapbl MeH 3 oKy/blK neH 7 (6backa
FanbiMaapMeH 6ipirin »ka3faHbl fda 6ap) FbiibiMK
MOHOrpaduanapbl >XapblK Kepai.

KoFaM 6enHeci e3repin, yakpiTbl 3yblsigan eTin XaTca
Oa caHKplpnbl 6iNiM con KanmnblHOa Kanabl. Tek 3amMaH
vpOiciHe Kapaw op 6iNiM olWaFbiHbIH,  ©3iHOiIK KenbeTi,
G6aFbiT-0aFgapbl, yCTa3zgap KaybiMbiHbIH - 6iniMi MeH
OINIKTINIr, KSCINTIK Webepniri MeH i3geHicTepi apKbisbl
OKyLUblNapFa 6bepep TarFnbiM-Topbueci mon. Onam 6onca,
. CanTtoBa KazakcTaH xopeorpadma eHepiHOe LWblFbIC
OunepiHiH caxHanblK YATCiHIH KanbinTacbin, gaMybiHOA
eHbeK eTin Kene aTblpFaH »aH. On ocbl «LUblFbic 6GMi»
MoHiH OKy OargapfiaMacbliHa eHrisin, agicteMenik oKy
KyYPadapblH, OKYMbIKTap »a3Obl »XoHe OCbl eHOeKTepi
V/IKEH CypaHbICKa Me.

KopbITbiHAbI. [VyrHapa KocymkaHkpi3bl CaunToBa
©3iHIH ©eMipiHOe LWblFapMallblfiblK, MegarormKanbik,
FbiNbIMU eHbeK »ongapblHOa YHeMI ecy ycTiHae 6ongabl.
On 6anet aptuciHeH 6GacTan, 6aneT conucTiHe AOeniH,
baneTmMencTepageH 6actan 6ac baneTMencTepre OeniHri
Ke3eHiHae «Pyxcapa» 61 aHcaMOMiHiH, Heri3iH KanayLubl
YKoHe »keTekuwici 6ongbl. On, eHep »onblHOa VYKEeH
YKETICTIKTEpPre KON »XeTKisreH eHepnas. OpblHOAYyLWbI
peTiHoe Ka3akCTaHHbIH eHbeK CiHipreH aptuci (1995 ».),
eHepTaHy KaHaugatbl (2005%k.), npodeccop (2018x.)
aTaKTapblHa KOJ XXeTKi3ai.

ByrinHri KYHI Kasak  yATTblK, ~ xopeorpaduda
akageMusacbiHOa TabbicTol eHbeK eTye. OHbIH 6HepTaHy
MaMaHObIFblHOA  OKbIM  XypreH  gspictepi  MeH
xopeoradma M™MamMaHOblFbl GoMbiHLWA LbIFbIC OUiHEH
Gepin KypreH cabakrapbl ©3iHiH epekLle
KonTaHbacbiMeH epekwenereH npodeccop. AnabiHa
KOWFaH »ocraprapblH opblHOayaOa agHbam eHbeK eTin
>ypreH NynbHapa KOcymKaHKpI3biHbIH, o/1i e 6epepi Ken
EKEHIHEe KaMiN ceHiMaiMi3.
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THE ROLE OF BALLET (GROUND) GYMNASTICS IN
PROFESSIONAL AND ADDITIONAL EDUCATION

Annotation
The article discusses ballet (parterre) gymnastics in the
context of professional and additional education, its goals and
objectives, teaching methods.
Key words: ballet (parterre) gymnastics, development of
physical data, vocational education.

BBepeHue. B pgaHHOM paboTe paccMaTpumBaeTcA
pPOb GaneTHOM (napTepHoON) FMMMHACTUKM B
npodeccMoHanbHOM M OOMOMHUTEIbHOM 06pPa30BaHMM
Ha npuMepe KasaxCKoM HauMOHallbHOWM akKageMmm
xopeorpadpumu, KOoTOopagq peanusyeT OCHOBHY!IO
obpa3oBaTenibHyto nporpamMmmy Ha4YanbHOro
obpasoBaHUa (1-4 knacchl) B paMKax ocygapCTBEHHOIo
obpa3oBaTenlbHOro craHgapTa U NpodeccCUoHanbHOro
obpa3oBaHuA LIKONA-KONNeoX, ocyLecTBgatoLLen
obpa3oBaTeNbHyO  OeATENbHOCTb TEXHUYECKOro U
npodeccrmoHanbHOro o6pa3oBaHMa  CNeunanbHOCTU
«Xopeorpadpmyeckoe MCKYCCTBO» MO KBaMPUKaLMNGM
«ApPTUCT  6GaneTa», <«ApPTUCT  aHcaMbng  TaHLa.
O6pa3oBaHMe B akaleMMM BbICTPOEHO TakKMM 0B6pa3om,
4yTO O0OyyeHue WucKyccTBy 6aneTa HauyMHaeTca C 6-7
neTHero BO3pacTa (NpepnnpodeccroHanbHas
nporpamMma xopeorpadmyeckoro MCKyccTsa). [daHHasa
nporpamMmma npegycMaTpmBaeT  YPOK GaneTHoOM

FTMMHACTUKWM, KoTopad naet nepBOHaYvanbHyo
MOArOTOBKY dUsnYeckmx OAHHbIX, dopmmpyet
OBUraTeNbHble HaBblKM W Ka4decTBa, @aBAgoLIMeCcs
OCHOBHbIMU KpUTepmuamMm npwu MOCTYyMNeHnU

ObOy4YaloLMXCA Ha TexHudyeckoe U MnpodeccoHanbHoe
obpasoBaHMe Mo creumnanbHoOCTK «Xopeorpadumyeckoe
MCKYCCTBOY.

3a nocnegHue roabl B napannenu C
npodeccmoHanbHbiM 0b6pa3oBaHMeM B Ka3axcTaHe
OTKpbllocb 6onee 2000 pas3HbiXx CTyOUM TaHLEB,
GaneTHbIX WKOM W TaHUeBalbHbIX KPYXXKOB, rae
oby4aloTCca OeTu U B3pOocC/ible BCexX YPOBHEW MOOArOTOBKM.
B nporpamMMy gaHHbIX TaHLEBalIbHbIX LLKOS Yalle BCEro
BXOOAT YPOKM 6GaneTtHoM (MapTepHOM) TMMHACTUKW.
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MHTepec K xopeorpadpmnyecKoMy BOCMUTaAHMIO AETEN KaK
Ha npodeccnoHanbHOM YpPOBHE, TaK U Ha YpPOBHE
OOMNOoNHUTENbHOro 06pa3oBaHMA Pa3BMBAETCH U PacTeT,
M3 3TOro cregyeT, YTo MOoAroToBKa MPodeCcCMOHaNbHbIX
KaOpoOB TOXe WMeeT HeManoBa)XHOoe 3HadeHue. Tak
pebeHoK, oby4yalolmMnica B caMogeaTeNlbHOM KpPY»KKe, B
oyayLiem nmeet BO3MOX>HOCTb MOCTYyNUTb B
npodeccmoHanbHoe yyebHoe 3aBedeHre Ha OCHOBHYIO
obpasoBaTenbHyto nporpamMmmy Ha4anbHOro
obpa3oBaHMe, Tak KaK MMeeT onpeneneHHbln onbiT
paboTbl B pa3BUTME CBOUX MPUPOAHbLIX AaHHbIX,
6narogapa  yNpaKHEeHMAM  Ha ypoke  6GaneTHom
(mapTepHOM) TMMHACTUKWN.

MeToAabl mnccnenoBaHus. MNpun npmemMe
oby4yatoLmxcs B npodeccroHanbHble
Xxopeorpadpmyeckme y4dyebHble 3aBegeHWA TMNaBHbIMU
nokasaTtenaMm rogHocTn pebeHka K  obydyeHuto
ABNAOTCA MNPUMPOAHble OaHHble: BO3pacT, POCT, BeC,
OCOBEHHOCTW TEeSIOCMOXKEeHMS, Pa3BUTME OBUraTENbHbIX
KauyecTB, KoopAaMHaumns OBVXEHUW, rMOKOCTb,
MY3blKanbHOCTb, TaHLEBaslbHbIM LWar, nogbeM (T.e.
MOABVXXHOCTb, TMOKOCTb CToMbl) M Ap. [MpupodHble
AaHHble 0B6Yy4YatoLLMXCA MOXXHO M HY>KHO pa3BMBaTb, 9TOIMO
TpebyeT  cneunduka cneuymanbHOCTW. MoaToMy
3HayeHMe ©6aneTHoOW TMMHACTUKKM Oaa Xopeorpadum
HeoLEeHMMO. [leTeN C UCKNUYUTENbHbIMU OAaHHbIMK 014
6aneTta — n3bpaHHble egMHULbI, pebeHOK Co cpegHMM
CUEHMNYECKMMM OAaHHBbIMU MOXXET Pa3BUTb MPUPOAHbIE
du3myeckme crnocobHOCTM 4Yepe3 onpeneneHHbn pan
yrpa)XHeHUM 6aneTHoM (MapTepPHOW) TIMMHACTUKW.

O630p nuTepatypbl no TeMme. Heobxogmmo
PaccCMOTpeTb MOHATMA  MnapTepHoM 1 GaneTHowm
FMMHACTUKW. B cBoen kKHure bBapblillHMKoBa T. «A36yKa
xopeorpadum» [l, c97] paccMaTpmBaeT MapTEPHbIN
3K3EepPCUC KaK yrMpaXKHeHUsa Ha Moy, cnocobCTBytoLme
MCMPaBAEHUNIO HEKOTOPbIX HEOOCTAaTKOB B KOpmnyce,
Horax, MPW 3TOM MOMOratoT BblpabaTbiBaTb BbIBOPTHOCTb
HOT, Pa3BMBalOT MOKOCTb, 3MACTUYHOCTb CTOM, MbILUL, U
CBA30K, HapalwMBalOT CUMY Mbill C HaUMEHbLUUMM
3aTpaTaMu 2Heprun. TMMHAcTMKa oby4daeT pebeHKa
CO3HATEeNIbHOMY  yMpaBfeHUIO MblLLULLAMMN yepes
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YAPaXXHEHMA Ha HanpshkeHne U paccnabneHme Mol
Tena.

ABTOp HaramueBa JI1.. B CBOEM MeTOOMYECKOM
nocobum «Bonpochl Teopun 1M MeToankn» [2, c.7] Takxe
OTMEYaeT, 4TO nMnapTepHasad TIMMHaAcTUKa U ee
cneumdunyeckme yrparkHeHMa MNoOMOoratoT YCTPaHUTb
onpeneneHHbIn pag dUr3nYecKmMx HeOOoCTaTKOB
obyyatromMxcad € y4eToM  UX  UHOMBWAOYaNbHbIX
dU3NYECKMX OaHHbIX, perynmpysa GU3nyecKyo Harpysky
Ha pPa3fIMYHblEe CYyCTaBbl M FPYMMbl MblWL, M MPU 3TOM
Pa3BMBasa M TAPMOHMYHO GOPMUPYS MbILLEYHYO MAaCCy U
duUsnyeckme gaHHble obyyatroLmxcs.

BanetHaa  rMMHacTMKa  Monydusia  OrpoMHoe
pacnpocTpaHeHre TMNno BCEMY MUPY, WCMONb3yeT
MeToOaMKy W MNOCMNefoBaTeNlbHOCTb  YMNPaXXHEHUN B
JK3epcuce y CTaHKa W Ha cepenuHe 3ana. banetTHasa
TMMHaAcCTMKa Nno cucteMe KHaseBa b, nereHpgapHoro
apTUCTa M nepgarora, CoOOepPXXUT 6Ga30Bble yrpaXXHeHUA
KNnacCMYeckoro TaHua, pPa3pabaTbiBaeT MPUPOLOHYHO
BblBOPOTHOCTb, BOCMUTbIBAET 31ACTUYHOCTb  CTOMbl,
COBEpPLUEHCTBYET pacTiHKK. CunkuH MNM.A. [3, c.162] nucan,
4yTo ypoK KHA3eBa b. uUeHeH TeM, 4YTO BbINOSIHEHME
YAPaXXHEHUIN, NeXa Ha Mnofly CHWMMAEeT Harpysky c
MO3BOHOYHMKA, 3TO MOArOTOBKA OOYYatoLLMXCA K YPOKY
KNTACCMYeCKOro TaHua, a He MnogMeHa ero, a9BnaeTca
MHCTPYMEHTOM  O/19 BOCCTaHOBMAEHMA  PU3NYECKOMN
npodeccmoHanbHom ©GopMbl apTUCTOB 6GaneTa nocrne
ONTENbHOrO MPOMYCKa 3aHATUM B CUY PA3IUYHbIX
MPWYNH, TaKMX, KaK HanpuMep TpaBMbI.

Pe3ynbtatbl UccnepoBaHua. [MMHacTuKka  —
COBOKYMHOCTb YMPaXxXKHEHWW AN PUINYECKOTro Pa3BUTUS
opraHmama [4, c.166]. TakmM 06pa3oM, FIMMHACTMKaA HeceT
nog, cobon ocHOBY CHOPMUPOBAHHbBIX OU3NYECKUMX
YAPaXXHEHWM, B KOTOPbIX B €OQMHYyl CcUCTeMy cobpaHbl
MeToam4yecKkme npmemMbl, CNocobCTBYOLME MOBbILLEHHO
% COBEPLUEHCTBOBAHUIO  YPOBHS OBUraTenbHbIX
CrNOCOBHOCTEN OpraHM3ma, BbipaboTKe GU3NYECKMX
criocobHocTewn obyyatoLmxca, YKpenneHuto 7
BOCCTAHOBJTIEHWIO 3[0POBbS B LLE/TOM.

OT cnoBa «napTep B nepeBofe ¢ GppaHLLy3CKOro — Ha
3eMfie» BO3HWK PYCCKUW TEPMUH «MapTep», Y Hero
HEeCKO/TbKO 3HaYEHWW, KOTOPbIE MCMOMb3YKOTCH B CNOPTE
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(Ynpa)XHEeHUS UK MONOXXeHUA CMopTCMEeHa Ha Mony) 1 B
xopeorpadumm, roe napTepHbIMM HA3bIBAOTCA ABUXKEH NS,
MCMOMHAEMbIe Ha MOy, B Pa3NNYHbIX MOMOXXeHUax cmad,
nexxa, CToa Ha KoneHsax [5, c.4].

N3 aToro crnepyeT, YTO Ha MPaKTUKe 3TU MOHATUA
napTepHOM M BGaneTHOM MMHACTUKU CUHTE3UNPYIOTCH B
eOVHbIN KOHTEKCT B LieNnax, pa3BuTUA paboTbl OMOPHO-
ABUraTenbHoOro annaparTa, COBEpPLUEHCTBOBAHMSA
dUr3nYeckmMx gaHHbIX 0OyYalOLLMXCA M MOArOTOBKK Tena
ONa 0anbHENLIEero n3y4yeHmsa OBMXEeHMM KNacCnYeckoro
TaHLQA, KOTOpbIM npeacrtaBnaeTr cobon TpyooeMKum
npouecc. No3ToMy Ha NepBOHa4YaNbHOM 3Tarne oby4yeHmsa
OOHMM M3  Ba)XXHEMLWMX  aCMeKTOB  MOArOTOBKM,
obyyatoLmxca aBAFSeTCHa OCBOeHMe Yypoka 6GaneTHoMn
(MmapTepHOM) TMMHACTUKWN.

TMMHACTMKa Ha Mony pa3BuBaeT y obydatoLimxcsa
MepBOHaYanbHylO  Xopeorpadpuyeckyo  MoaroTOBKY,
npupoaHble dumsnueckme OaHHble, rMOKOCTb,
BbIBOPOTHOCTb HOr, KoopanHauuto OBUYKEHNI,
2NaCTUYHOCTb CBA30K, MArKMX TKAHEM U MbllL,
noaaep»aHne KOTopbIX, B CBOK ovepenb, 61aronpmaTtHo
oTpa)aeTca Ha 300poBbe  oby4datolmxca. Takke
6narogapa  My3blKallbHOMY COMPOBOXOEHMIO YPOKa
pa3BMBaAETCHA  My3blKalbHbIM  CNyx  oby4atoLlmxcs.
PeanusyeTtca MHOMBUAOYaNbHbIM MNOAXOO C Y4YeTOM KX
BO3PAaCTHbIX OCOBEHHOCTEN 0BYyUatoLLIMXCA.

N3 aTOro cnenyert, uTo Lenb npeamMeTa — obydeHume
% oBnageHue oby4atoLmnmMmnce cneumanbHbIMKU
3HAHUAMM U HaBblKaMW OBUraTeslbHOM aKTUBHOCTU, U
CNoCoOOCTBYOLWEN YCMNELWHOMY OCBOEHUIO TEXHUYECKU
CNOXXHbIX 2/TEMEHTOB.

3agadaMum npegmMeTa aBNaoTCS:

e OBNageHume 3HaHUAMUM O CTPOEHUU N DYHKLMNAX
4esloBEeYEeCKOro Tena;

e OOyyeHMe NpmuemMam NPaBUIbHOIO OblIXaHWS;

e O0bOy4yeHuMe KOMMeKcy ypaXkHeHUN,
CMOCOOCTBYIOLLMX Pa3BUTUIO OABUraTeslbHOro annaparTa,
obyuatolerocs;

e dopMMpOBaHME Yy OOy4YalOLWMXCH MPUBLIYKK K
CO3HATENMbHOMY M3YYEHUIO OBUMXKEHUN U OCBOEHMUIO
3HAHUW, HEOBXOAMMbIX N4 OanbHenLwen paboTbl;
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L] pasBunUTHnE CMOCOBHOCTU K aHann3sy
OBUraTeNbHOM aKTUBHOCTU WU KoOopanHaumnm CBOEro
OopraHm3mMa,

e pasBuUTME TeMMO-PUTMMYECKOMN namMaTm
obyuatoLmxcs;
e BOCMNUTaHWe OPraHN30BaHHOCTH,

ONCUNNIIMHNPOBAHHOCTU, HETKOCTU, aKKYPaTHOCTH,

e BOCMUTaAHUE BaXXHEULLUX HCVIXOCI)VBI/IL-IGCKMX
Ka4eCTB [AOBUIraTesibHOro arirnaparta B COYeTaHMK C
MOpaJibHbIMMN W BOJ1IEBbIMK  KadeCTBaMWM JTMHYHOCTLN —

CUnNbI, BbIHOC/IMBOCTH, NOBKOCTMH, ObICTPOTHI,
KoopaMHaLUUW.

MocTaBneHHble 3ada4yy  Kypca TecHO CBA3aHbl
Mexxay cobon. Pe3ynbTaThbl NX ocBOeHMA
B3aMMOOOYC/IOBNEHbl W UMEKT B3aMMO3aBUCUMbIM
xapakTep. Ecnu paccMaTpumBaTb paboTy  Hapn

DOpPMMPOBaAHMEM OCaAHKWM, KOPPEKTUPOBKM OTAEMbHbIX
HeOOCTaTKOB B PU3MYECKOM CTPOEHWU Tena, TO 3TU U
apyrve 3agadyym HaxogdaTrca B MPAMOM 3aBMCUMOCTM OT
MOCTAHOBKM  ObIXaTe€/lbHOM  CUCTEMbI  KOHKPETHOro
obyuatoLlerocs, oT ero YMEHUM, HaBbIKOB
MCMONb30BaHUA MPaBWAbHOIO AbixaHMda. B cBotw
oyepenb, BblpaboTKa MPaBUIbHOIO ObIXaHWUSA 3aBUCUT OT
OCaHKM 7 MOCTAaHOBKM Kopnyca, a TakKe
MCUXOMOrMYECKMX  KayecCTB  JIMYHOCTK,  Pa3BUTUA
MbILLEYHO-CBA304YHOro annapaTta. Bce 310 paboTaeT 3a
CYeT OMYyLWEHHbIX W  BCTABMIEHHbIX OMATOK C
OOHOBPEMEHHbLIM BbITAMMBAHMEM MaKYLLUKM BBEPX, TEM
caMblM  BblpabaTbiBaeTca MOCTaHOBKa Kopmnyca W
ynydluaeTca ocaHka oby4datoLmxcs.

Ona  OQoCTMKeHMa  MNOCTaBMeHHOM  uenn  u
peanmsaumMm 3agdad  npegMeTta UCMOMb3YTCa Takue
MeTodbl 0by4YeHUs, KakK:

e MeTodbl OpraHM3aumm yyebHow OeATeNbHOCTMU
(cnoBecCHbIW, HArNa4HbIW, MPAKTUYECKNI);

e MeTOo[n CTUMYNMNPOBaHMA % MOTMBaLMU
(bopMUMpoBaHMe MHTepeca obydatoLlerocs);

e MeTOod aKTUMBHOro oby4deHua (dopmMupoBaHUe
TBOPYECKMX CNOoCOBHOCTEN obyyatoLerocs).

Kak noka3sblBaeT NpaKTuKa, B FpynMbl LUKOA M CTyAnM
TaHUEB BeOeTcsa MnpuemM Bcex »kenamwmx 6e3 ydyeTa
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dumsmonormyeckmnx MHOWBWMAOYANbHbIX OAHHbIX
oby4yatoLlmMxcs, YTo, B CBOKO o4depeb, MOXXeT HecTM 3a
cobon TpaBMUpPOBaHME OOBYyYalOLIMXCH, KOTOPbIM He
XBaTaeT PU3NYECKUX CMOCOBHOCTEN.

Takke HeobxogMMO OTMETUTb, UYTO He BcCe
obpasoBaTesibHble  y4ypexkaeHUa  OOMONTHUTENbHOro
obpasoBaHMa nMerT onbIT paboTbl C
KBaNTMPUUMPOBAHHBIMKM  CNelUManncTaMm, 4YTO TaKxKe
npuBOoAMT K pdagy npobneM npu  MNoAroToBke
oby4yatoLmxcs B  paHHeM Bo3pacTte. [loaTomy
HEMaNOBa>KHbIM aCMeKToOM aBnaeTca BbiCLLee
obpasoBaHMe ONa  npenogaBaTens  crneumanbHbIX
ONCUMMNINH B 061aCTM XopeorpadryecKoro MCKyCccTBa U
MMeeTca HeobXoaQMMOCTb npoBeaeHns KypCcoB
MOBbILWEHMA KBaNMPUKaALMM MO TaKUM NpeaMeTaM, Kak
6aneTtHaa (MapTepHasa) TrMMHACTMKa [ON19 pPa3BUTUA
dU3NYECKMX [OaHHbIX OOy4aloWMXCa B ydpexxaeHuax
OOMONHUTEeNbHOro obpaszoBaHUA C agaNTUPOBAHHbLIMM
y4yeObHbIMM MPOorpaMMaMm KypcCcoB.

3ak/ovyeHue. TakMM o06pa3oM, ponb 6aneTHou
(mMapTepHON) TMMHACTUMKM B MpOPecCUNOHANbHOM U
AOMNONTHUTEbHOM 06pPa3oBaHMKM HeoleHUMaA. [NMaBHbIMU
NpUHUMMIaMM obyyeHMd aBnaeTca NocregoBaTelbHOCTb
M  CUCTEMATUYHOCTb MPUHLMMN «OT MNPOCTOro - K
CroxHoMy».  baneTHad  (nmapTepHad) rMMHACTMKa
npuydaeT OeTCKUM OPraHU3M K CITOXXHbIM GU3MYEeCKMM
Harpy3KaM, yny4dllaeT 2/1aCTUYHOCTb MbIlIL, U CBHA3OK,
HapallMBaeT CUYy Mblll, WM MNOBbIWAET TMOKOCTb
CyCTaBOB. Mbllllbl M CyCTaBbl MOArOTaBIMBAlOTCA K
TpPaaANLUMOHHbIM KNnaccm4yeckomy, HapoaHO-
CLEeHMYEeCKOMY 23K3epcucaMm, TpebylolwmM BbICOKOTO
dum3myeckoro HaMNpPsH>KEHUS. Huxke npuBeneH
MPUMEPHbIA  pPeKoMeHOyeMbll  Habop yrpaXXHeHUM
6aneTHoM  (MapTepHOMN) TMMHACTUMKKM B Kflacce
AonoNHUTeNbHOro obpasoBaHma (Tabnuua 1.).
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Ta6auuya 1.

UcxoaHoe Ha3zBaHue
NnoJsio)XKeHue ABUWXeHuUs
OgHa Hora B
Mos1oXKeHum «6aboYKa»,
ApYyras BbITAHYTA Briepes
N.I'. CecTb Crnbaem ogHy Hory
Ha MoJfl, CruHa | B NoMNoXXeHun «baboyka»
npamaq, obe | Tak, YTOObI KONeHo
HOMM  BbITAHYTbI | COMPUMKACcaZioCb C MOJIOM.
nepen cobown. Idpyrag Hora ocTaeTcs

BbITAHYTOM Mepen cobow,
CTOMYy COKpallaeM. 3aTtem

KOPrycoM, HaKI/TOHAeEMCH
Brnepen K Hore, pykm HaM
MOMOTratoT, obxBaTatoT

MATKY COKpaLLI,eHHOl;I HOIn,
MaKC/MMaJIbHO CTapaeMcCyd

KOoprycom OOCTaTb 0o
HOIMN, C owyuweHmneM
«MONOXNTb HKNBOT».

CrnunHa ocTaeTca NpaMon ¢
PACKPbITbIMU KTIOYMLLAMU.
daHHoe aBuxKeHue

passuBsaer
BbIBOPOTHOCTb
Tasob6egpeHHoOro
cycTtaBa, cCcuy MbiLL
CMUHbI, pacrarusaert
no[Ko/1IeHHbIEe CBSI3KMN.
2. N.I. Jleub MepgneHHoe
Ha CcnuHe, obe noagHUMAHNE Hor
HOMM cobpaHbl, U OBuxeHne
HaTaHyTbl no 1| nogroTtaBiMBaeT K
no3numMK, pPykKu | pasgeny adagio B
BOOJ/Ib KOPTMYCa, | 9K3epcuce y CTaHKa.
NTagoHMU Obe HOT MU
Hanpas/eHbl B | NpeaenbHO BbITAHYTbl B
mon. cTone " KoneHe.
PaboTatoLad Hora

20




npegesibHoO BbIBOPOTHa B
T8306eﬂ,peHHOM CyCTaBe,
nodaBad MATKY B MNMOTOJIOK,
Mead/1eHHO MNnogHMMaEeTCH

Ha BbICOTY 90° B
Meo/leHHOM TemMne.
OnopHagq Hora euwle

fornblle CconpoTUBNAETCH
paboTatollen Hore 3a cueT
paboTbl B BEPTIY>KHOMN
BraguHe, coxpaHdaa npu
3TOM «YyrOon» B
TazobenpeHHOM cycTaBe.
[Nanee paboTatollasa Hora
MocTeneHHO onycKaeTca B

n.Irn., coXpaHadq oo
nocnegHero paboTy
HaTAYXEHUS n
BbIBOPOTHOCTM  HOI BO
BpeMs NCMONHEHUSA
OBVXKEeHUS.

Bce HeobxoanmMo
MOBTOPUTb C APYron HOT M.

B JanbHenweMm
MOXHO YCNOXXHUTb
JaHHOe  [OBWXeHume: B
MCXOOHOM T[OJIOXKEHUU —
HorM B 1-oM Mo3nuUUMKM C
COKpPaALLEHHbIMK CcToMamMu,
npu nogHMMaHUM B
BO34yX paboTatoLLyto Hory

BbITAHYTb B cTone.
OnopHaa Hora ocrtaeTcyd B
COKpaLLEHHOM

MOoJTOXXeHU BO BpeM4d
NCMNOJTHEHWMA OBWVXEeHWNA.
AdaHHoe ABV)XeHue

pa3BuBaer
TAHLE€BA/IbHbIN war,
cuny Hor B
Taszo6enpeHHOM
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cycrase,
Hor.

HaTs )KeHUue

N.IN. Jleub
Ha cnuHy, obe
HOIMM cobpaHbl, U
HaTAHYTbl B 1-OM
nosnumuy, pykKu
BOOMb KOpMyca,
nafgoHu
HarpaBneHbl B
ron.

BornbLimne 6pocku
Hor

PaboTatoLlada
npegenbHo BbITAHYTasa
HOra aKTWMBHO, W YeTKO
BblOpacbiBaeTCH Ha
BbicoTy 90° npu 3TOM
AroaunyHble MblLLILbI,
MOACHMLA MSIOTHO
npwmXaTbl K rnony.
OrnopHaga Hora BbITAHYTa,
npenenbHO  BbIBOPOTHA,
conpoTmBigeTca
paboTatollen Hore, NATKa
HarpaBfeHa B TMOTONOK.
Mocne bpocka
paboTatoLlad Hora,
COEPXXaHHO CryCcKaeTcsa B
..

OBum>xeHmne
MOBTOPUTb HE MeHee 4
pa3, 3areM T[OoBTOPUTb
OPYrov HOTU.

AdaHHoOe aABU)3eHue
pa3BUBAET CU/Ty HOr, 34
cyeT AKTUBHOIro 6pocka
n caep>XaHHoOro cryckKa,
BbIHOCJ/INUBOCTb 7]
KoopAaUHAL IO
ABV)KEHUS.

N.IN. Jleub
Ha cnuHy, obe
Horm cobpaHbl, U
HaTAHYTbl B 1-OM
nosnummn, pPykKu
BOOMb KOPMyca,
nafgoHu
HanpaBneHbl B
rnor.

lNoaHumMaHUe Hor
«CBeYyKa»

O6e Horm mns W.MN,
MeOs/IeHHO MnoaHMMatoTco
HaBepx Ha 90° cTtonbl mn

KoneHwu npenenbHo
BbITAHYTbI, moscHMUA
OCTaeTca npwkatonm K

rmosny, akTMBHO paboTatoT
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MblW bl Mpecca. [Hanee
cnepnyet paBHOMeEpHOoE
onyckaHune obeux Hor B
N.I'T. ArognydHble MblLULbI
BO BpeMa MCMNONMHEHUS
OBM>KeHNa OoCTatoTCcH
NPUXKaTbIMW K MONYy.
daHHoe aABuM)KeHue

passuBaeTt paéorty
MbILL npeccaq,
Bbipa6arbiBAeT

BbIHOCJ/INBOCTDb, J1IErKOCTb
Hor.

N.IN. Jleyb
Ha CcnuHy, obe
HOMM cobpaHbl, U
HaTAHYTbl B 1-OM
no3numm, obe
PYKWM B CTOpPOHE
Ha YpPOBHe nneu.

«KHWKKQO»
OOoHoOBpPEMEHHO
AKTUBHO OTPbIBaeEM

KOpryCc M HOrM OT nona,
obpasya TeM  CcaMbIM
«MONMYOTKPbLITYIO KHUTY» (B
dopmMe ByKBbl «V»), HOrM
aKTMBHO MOAHMMAIOTCA B
BO34yX, CMMHa CWbHag
npamaga, Wwes M rofoBa —
npogomKeHmne NMHUN
MO3BOHOYHMKA, He
HanpgaratoTca. BapuaHTbl:
6e3 yaoepyXXaHma Hor un cC
06XBaTOM HOMU pPyKaMMu.
Hanee NCMNOJSTHAEM
cOepP>aHHbIN
O[HOBPEMEHHbIN CMyCcK B
.M.

OBmxeHmne
MOBTOPUTbL HEe MeHee 8
pas, npocneguTb 3a
paboTon CMUHBbI 7

npenesibHbiM
HaTA>XeHNneM HOI BO
BpeM4d NCMNOJTHEH WA
OBVXXEHNA.

23




daHHoe ABu)XeHue
pa3BuBAeT CUJTy CrUHDbI,
KoopAuHALUio
ABWXEHUN HOI, PyK M
Koprnyca, BbIHOC/TUBOCTb.

..
«Baboyka.

YcnoxxHeHHas
«6baboyka»

Pykn o6bxBaTbliBatoT
rOJIEHOCTOMN OKO/0 HOCKa
C BHYTPEHHEN 4aCTn HOMu,
TeM caMbiM o06e cTOonMbl
coenHEHDI, NATKM
HarmpaBfneHbl BBeEpPX B
notonok. Obe noayLleyKm
nanbLeB MaKCMManbHO
npwmXaTbl K nony
(monynanbubl) M MJIOTHO
NMPUMbIKaIOT OPYr K OPYrY.
KoneHn CMOTPAT BHMU3,
pacKpbiBaeM oT
TazobegpeHHOro cycTaBa,
CnunHa npenenbHo
npamag, MaKYyLLKOW
BbITArMBaeMCA BBEPX.

daHHoe aBu>xeHue
passusaer AKTUBHYIIO
BbIOPOTHOCTb B Tpex
cycraBax
(Trazob6egpeHHOM,
KOJ/IEHHOM,
ros1eHocTornHom).

.. «no3a
KOLLUKW», CTOA Ha
yeTBEepPEHbKax.

PaboTatollyto  Hory
Ha BCTyN/ieHmne
BbITArMBaeM Has3af, cTona
HaTaHyTa. Ha cunibHytO
JaleJa[le) BblObpacbiBaeM
paboTalollyto HOry o
MNPAMOW NMMHUK Ha BO3YyX,

B MOTONOK, KOMeHo
BbITAHYTO.  YOep>XrBaem
Kpenkyto CMUHY,

ocobeHHO B nNosAcCHULLE.
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OnopHaqa Hora BbITAHYTa B
cTone.

HAdaHHoe ABV)XeHue
pa3BUBAET CUJly HOI BO
BpemMs1 6pocka, cuny
MbILLL, CITIUHBI.

MNocne 6pockoB
MOXHO  3adepykaTb  Ha
HECKO/bKO cyeToB

paboTaloLLyo HOry B
BO34yXxe, N MOBTOPUTb BCE
C Aapyrom Horum. bpockm
BbIMO/IHUTb HE MeHee 6-8
pas.

..
cBobooHasa
no3nums

T-a4a
HOT,

PYKW Ha Tallnn

TpAMMIMHHbIE
MPbLIKKU

TpaMnanHHbIe
NP bIKKMK MOXHO
MCNOMHATL MO TOYKaM
3ana, YCIOXHAA
KOOpAMHALUUNIO  PYK WU
COM1I0BbI:

Pa3-l1paBag pyKa
NnooHMMaeTCa K ronoee

(kak Obl
npuoep>xxmBag wnany,
conpuKacatTca ronosa U
KOHYMKW ManbLeB. JleBas

pyKa OOHOBPEMEHHO
nogHMMaeTcs B 4
No3ULLNIO HapoOHO-

CLEeHMYecKoro TaHLa, Ha
Tanwuto.

N-lNpaBag pyKa
OMycKaeTcs K /1eBOoW, Ha
Tanwuto.

OBa-J1eBad pyKa
nooHMMaeTcs  HaBBepX,
4YTOODI «npuaepXaTtb
LUNANY Ha ronioBe».

N-O6e pykn B 4
NO3MLMKN PYK.
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daHHoe ABu)XeHue
pa3BUBAET TOJ/IYOK HOT,
BbICOTY NpbDKKA,
YyKpennser pa6boTty cron,
KoopAUuHALuUio
ABWKEeHNH.

Ta6bnuua 1. [TpyMepHbI PEKOMEHAYEMbIV HAGOP YPAXKHEH NN
6aneTHOV (MApPTEPHOM) TMMHQACTUKIK B K/IACCE AOMO/IHUTE/IBHOIO
06pA30BAHUA.
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TeH TaTbssHA Arlb6epTOBHA'
'Ka3axckag HaLUMOHQA/IbHAS QKAQAEMMS XOpeorpadum
(AcTtaHa, KasaxcTaH)

OCOBEHHOCTU U ®YHKLIUU NMPbIXXKOBOW
TEXHUKUN B KNTACCUNYECKOM TAHLUE

AHHoOTauuA

B cTaTbe paccMaTpuBaOTC 0CObeHHOCTU pasaesna «Allegro»
HQ ypoke Kraccmdeckoro TaHuad. OcHOBHAS Le/b AAHHOM CTATbU —
paccMoTpeTb rMoHATHME «Allegro» KAk 0OAHOMO M3 OCHOBHbIX
pPQA34€e/10B YPOKA KIACCUYECKOro TAHLA, OnpeaesinTb 3HaYeHue 1
PO/1b MPLIXXKOB B KIQCCUYECKOM TAHLEe M B 6Q/IE€THbLIX CIIEKTAK/IAX.

Knro4deBble c/ioBA: kriaccm4eckuii TaHel, «Allegro», ak3epcuc,
6Q71eT, NPbIKKOBAS TEXHMKA.

TeH TaTessHA Arlb6epTOBHA'
'Ka3aK yATTbIK XOopeorpadms akageMumsachl
(AcTtaHa, Ka3aKCTaH)

KNACCUKAIbIK BUAET CEKIPY TEXHUKACDIHDbIH,
EPEKLUENIKTEPI MEH ®YHKUUAJIAPDI

AHHOTauuq

Makanaga  kKaaccukasnblk 6y cabarbiHgarbl  «Allegro»
667IMIHIH epeKLUeiKTepi KapaCTelpblaabl. by/1 MaOKAAQHbIH HEri3ri
MakKcaTbl — «Allegro» yFbIMbIH KITACCUKQA/IbIK, 61 cQbAFbIHbIH HEri3ri
6esiMaepiHiH 6ipi peTiHae KApacTeIpy, KITACCUMKAsIbIK 61 MeH 6a1eT
CreKTaK/bAepIHAEr ceKipynepaiH MaHI MeH PesliH QHbIKTAY.

Ty#iHgi cespgep: knaccukanbik 6u, «Allegro», skzepcuc, 6arerT,
CceKipy TEXHUKACHI.

Ten Tatyana Albertovna’
'Kazakh National Academy of choreography
(Astana, Kazakhstan)

FEATURES AND FUNCTIONS OF JUMPING TECHNIQUE
IN CLASSICAL DANCE
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The article discusses the features of the «Allegro» section in a
classical dance lesson. The main purpose of this article is to consider
the concept of «Allegro» as one of the main sections of a classical
dance lesson, to determine the meaning and role of jumps in
classical dance and ballet performances.

Key words: classical dance, «Allegro», exercise, ballet, jump
technique.

BBepneHume. [NpbikkoBaga TexHWKa B Oanete mMeeT
ONPOMHOE 3HaueHMe UK, NMoXanym, aBnaeTca oaHMM U3
OCHOBHbIX MOKa3aTenem MCnosIHMTENbCKOIrO MacTepCTBa
apTuUCTa. Bce «BO34YLUHbIE, «CTPEeMUTENbHbIE,
rpauMo3Hble «MoJSieTbl» B BaneTe coBepLUatoTCd MMEHHO
MOCPEeaCcTBOM MPbIXXKOB, KOTOPble B CUCTEMe oby4yeHud
KSTACCMYECKOro TaHLa Nnony4Ymnm HasaHume «allegro», Uto
Ha UTa/IbAHCKOM 9A3blKe O3HadaeT — ObICTPO, ObICTPbIN.
CerogHsi WUCMOMHUTENbCKAA TexXHMKa B MPbIXKKaX
OOCTUINa HebbliBanoro pa3BuTUA. ECnu paHblUe BbicoKMe
N GonbliMe MNPbIKKM ObiNM XapakKTepHbl TONMbKO 414
MY>XCKOIO MCMOJTHUTESNIbCTBA, TO HA COBPEMEHHOM 3Tane
Pa3BUTUS MWUPOBOIO b6aneTa CNOXHble n
MHOroo6pa3Hble MPbKKK CTanu MNPUBbIYHBLIM AB1EHUNEM
N B YXEHCKOM UCMOMHUTENDBCTBE.

MeToabl nccnepnoBaHusa. MeToaonormyeckom
OCHOBOM HaLlero nccnegoBaHua ABNAKOTCA
BblgatomMeca Tpydbl MHOMMX aBTOPOB MO TeOopuUU U
NCcTopmmM BGaneTHOro MCKyccTBa. BbloatoLmMmcsa negaror m
pedopmMaTop KaccMyeckoro TaHua BaraHoBa Ad. B
cBoen kKHure «OCHOBbI KaCCMYECKOro TaHLua» nucana:
«Ha «Allegro» MHe XxoueTcqa OCTaHOBUTbLCA U NOAYEPKHYTb
ero coBeplleHHO ocoboe 3HadeHue. B HeM 3anoXkeHa
TaHLUeBaNbHaaA HayKa, BCA ee CJIOXKHOCTb W 3anor
oynylulero coBeplUeHCTBa. Becb TaHel, MOCTpoeH Ha
«Allegro» [1, cl4]. B wuccnegoBaHuy Obll NpPUMEHEH
SMMNUPUYECKMNI MOOXOd, a TakKKe npoBedeH aHanm3
MY3blKa/IbHOIO COMPOBOXOEHUS Ha YpOKax
KNacCMYecKoro TaHua.

O630p nuTepaTypbl No TeMe. B ncciegoBaHum Mbl
onupanumcb Ha dyHOAMEHTaNbHbIe TRyObl no
K/1aCCMYECKOMY TaHLYy TakKuxX aBTOPOB, Kak: BaraHoBa
A.4., bazaposa H.l'N.,, Men B.lN., TonoBknHa C.H., be3syrnaq
C.A, pomoB KO.N. 3BespoukmnH B.A., KannaH CC. u
apyrux. bnarogapa HakonneHHoOMYy negarormyeckomMy
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OoMbITy B 061aCTV MMpPOBOro 6aneta cerogHs Mbl UMeeMm
BO3MOXHOCTb aHanM3MpoBaTb MPOLECChbl PA3BUTUSA
Knaccr4eckoro TaHLa, paccMaTpuMBaTb COBPEMEHHbIe
TeHOEeHLMMN COBEPLLUEHCTBOBaAHMA GaneTHOM negarormkm
M MeTodoB 0bydeHus.

OcHoBHasa 4YacTb. Pazfen «Allegro» B KllacCUYeCKOM
TaHUe aBNgeTca OOHUM M3 CaMbIX CIOXHbIX, UMEHHO
3[eCb CKOHLEHTPMPOBaHa KOOpAMHALMA OBVMYKEHWUN HOT,
PYK, KOpnyca v ronoBbl. He TpebyeT AoKa3aTenbCTB TaKowW
dakKT, UTO B BaneTHbIX CreKTaKNax «ayx» TaHLa nepenatoT
MMEHHO TMpPbDKKW, B KOTOPbIX My3blKa, AWMHAMKMKa
MCMOMTHEHUA OBMXKEHMS TaHLUOBLUMKA COeaMHAIoTCS
BOEOMHO M MnepefatoT rMyOoKy 3MOLMOHANbHOCTb U
NepeXxMBaHMa TaHUOBLUMKAE, a TakKXe packpbiBatoT
CNOXHYK TEXHWMKY BapuauMii, OTOEeNbHbIX cLeH, bonee
TOro, BbIMOMIHEHUME CNOXHbIX MPbHKKOB onpegenaeT
YPOBEeHb MNpPOdeCcCUoHanbHOro MacTepcTBa apTUCTa
6aneTa.

PaccMaTpmBas  TeXHMYECKYyt0  4YacTb  pasfgena
«Allegro», MOXXHO XapaKTepM30BaTb €ro Kak HEBEPOATHO
CNOXXHYO COCTaBMNAIOLLYIO B MCMOMTHEH WM KITACCUYECKOTO
TaHLA M 2CTETUYECKU KPACUBbLIM KOMMOHEHT 6GaneTHoro
MCKyCcCTBa, B UenoM. bBe3sycnoBHo, cBO6ogHOMY
BNAOEHUIO  MPbIKKOBOWM  TEXHUKOW  NpefllectsyeT
OUTENbHbIV NpoLecc oby4YeHus, OCBOEHWS, Pa3BUTUS U
COBEpPLUEHCTBOBAHMA OyayLiMx apTucToB 6GaneTa Ha
YPOKax KnacCMyeckoro TaHLa M CUEHUYECKOW MPaKTUK.
Mpexxae YeM NPUCTYNUTb K U3ydeHuto pasaena «Allegro»,
YYEHUKN  OOSIKHbl  OCBOUTb OCHOBHbIE AOBUMYKEHUS
K/1aCCMYeCKOro aK3epcuca y CTaHKa U Ha cepeavHe 3ana,
KOTOpble Pa3BMBAlOT W LefleHanpaBNeHHO «roTOBAT»
MblLLEYHbIN anmnapaT K OyayLmMM CNOXXHbIM GU3NYECKUM
HarpysKam.

OOHOM M3 OCHOBHbIX 3334 MCCiefoBaHMA ABNAETCS
BbliBlIeHMEe  OCOOEHHOCTM  MOArOTOBKM  OyayLimX
apTUCTOB BaneTta M pPa3BUTUA MPbIXKKOBOM TEXHUKM Ha
ypoKax Knaccuyeckoro  TaHLUa, n3ydyeHue ee
«MEXaHMN3MOBY, onpepeneHune COCTaBNAOLLMX
KOMMOHEHTOB UCMOMHUTENbCKOM TeXHUKMK, KOoTopble
ABNAOTCA KMOYEBbIMKM, HA Hall B3rnad, B JOCTVIXKEHUM
€OMHCTBA Tefa U BHYTPEHHEro COCTOAHMA UCMONHUTENA
B TaHue (OyX, BHYTPEHHUIM HacTpoW, COOPaAHHOCTD,
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owlyuieHmna wm gp.). B cBA3n Cc 3TUM  BaXKHa M
TeopeTmyecKkad COCTaBndwolaa pPacCcMaTpUBaAEMOro
npegMeTa, @ MMEHHO:

— paccMoTpeTb MoHATMe «Allegro» Kak ogHOro m3
OCHOBHbIX Pa34e/oB YPOKa K1aCCUYECKOro TaHL3;

— 0O6OCHOBaHME 3HAYEHUS U PO MPbI)KKOB B
KnacCM4YeckoM  TaHuUe Ha npuMepax  baneTHbix
CMeKTaKMen, oTaeNbHbIX BapuvauMM akKageMUYeCcKoro
Hacneous;

—onpegeneHmne ocobeHHocTen U GyHKLMM «Allegro»
B GaneTe.

TakMM 06pa3oM, MPLbPKKM — 3TO CaMbl CITOXKHbIN
pa3gen  KMacCMYeCcKoro TaHua, OCBOEHME KOTOPOro
HaYMHaeTCa C HayaNbHOro 3Tamna MoAroTOBKM OyayLIMX
apTuctoB 6Ganeta. B xopeorpadpuyeckmx ydebHbIx
3aBefeHMnax mnlydeHue pasgena «Allegro» Ha ypokax
KNAaCCMYeCKOro TaHLa HauYMHaeTCa B MIaALlmMx Kflaccax u
MPOOO/IXKaeTCa Ha MNPOTHKEHUMM BCero y4yebHoro
nepuoga.

CornacHo y4yebHOM nporpamMmMe M NOrnMYecKoMy
M3NOXKEHUIKO  y4yebHOro  MaTepuana, MUCMNofHeHue
MPbI>XKOB MOCTOAHHO YCOXHdeTca. Tak, nepexona m3
Knacca B K/acc, oby4datolmecs OCBaMBaOT MPbHKKKM MO
APUHLUMAY «OT TMPOCTOro K CNOXHOMYy», T.e. unaeT
pPaLMOHaNbHbIM MPOLECC COBEPLLUEHCTBOBAHMSA TEXHUKM
MCMONHEHUSA. M3ydeHMe MpPbhKKOB Ha MepBOM CTaguu
HauYMHaeTCa MOC/ie OCBOEHMSA 3K3epcuca OBUMIKEHUN Y
CTaHKa W Ha cepeguHe 3ana, Korga YYeHUKM MMetoT
npeacTaBneHMe O MPaBU/IbHOM MOCTaHOBKE KOPMycCa,
HaTAXXeHMM  HOI, 3NeMEeHTAaPHOM U HECTOXXHOM
KOOpAMHaALNN.

N3BeCTHO, 4YTO pa3aen «allegro» knaccnobumumpyeTcsa
Ha TpW rpynnbl: ManeHbkue, cpegHuWe u 6Gonbline
MPbOKKW. TakmM o6pa3oM, B MIaglWMX  Kraccax
OCBaMBalOTCA MasleHbKME W CpefHue TMPbDhKKK, B
cCpedHUX Knaccax HadmHaeTca u3lydeHue 60Mnblumx
MPbLIXXKOB, B CTApLWMX Kaccax YCOXHATCa U
COBEPLUEHCTBYIOTCA BCE BWAObl MPLIKKOB Ha OCHOBE
«6a30BbIX», a TakKe BBoOOATCA 6Gonee CNoXHble
3/1eMEHTHI, KOoTopble coyeTatoTco C  Apyrumu
OBVKEHUNAMMU, BpaLLeHUNAMM, TaKUM obpasom
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MCMOMb3YIOTCA BCEBO3MOXHbIE pPaKypCbl, MoaxXo4bl M
npreMbl.

Pe3ynbTaTUBHOCTb MPbHXKOBOM TEXHUKKM HaANPAMYIO
3aBUCUT  OT PUIKNYECKUX U  MPUPOOHbIX OAHHbIX
MCnonHUTeNa. Tak WM3BECTHble MeTOOUCTbl U aBTOPLI
yyebHuKa «A3byKa Knaccmieckoro TaHLua» basaposa H.I.
1 Mei B.l'. OTMEYaIoT, UTO «... KQUEeCTBEHHOE UCMOSTHEHWE
MPbHKKA 3aBUCKUT OT MblLLEYHOW CUSIbl HOT, 211aCTUYHOCTU
CBA3OK axXWUJINIOBA CYXOXXUNKWKA, XOPOLUIO PasBUTOrO
FOSIEHOCTOMHOro cycrtaBa» [2, c.13]. B cBA3M C TeM, 4TO
OOHWM U3 MMNaBHbIX COCTaBAAOWMX SNEMEHTOB MPbHKKA
ABMaeTCca TOMYOK HOramMum UM OO4HOWM HOrow OT Mnosna,
HeobXxoaMMo, YTObbI cToNa (MK CTOMbI) Nepen NPbIXKKOM
MMOTHO Mpwunerana K nosy, BO BpeMs CaMoro MpbhKKa
HOMM OOMKHbI ObITb npenenbHo BbITAHYTbI.
MpusemMneHmne nocre npbiXXKKa HeobxoaMMo BbIMOMHATb
MSAMKO M 31aCTUYHO, MPOXOo4s Yepes BbITAHYTble MasblLibl,
nonynanblbl, 3aTEM Ha MO CTaBUTCA NaTka. K aToMy
CTpeMdaTcs BCe ucnonHutenu. I[lleparorn, B CBOKO
oyepelb, B CBOWMX Kaccax TakKXXe [OOCKOHalIbHO
OoTpabaTbiBatOT 3TOT MPUMEM CO CBOMMMU YUYEHUKAMU; U,
HakKoHel, 2To TpeboBaHMe ¢dBAFeTCA MNepPBOOCHOBOW
OyoyLlem TEXHUKM B MPbIXKKaX.

B oby4yeHuMm rnaBHOWM 3agadyen [Ond neparora
ABNAETCA OCBOEHMEe ero ydeHuKaMu MnporpaMMHoOro
MaTepwmana, obecrneumBarollero npodecCMoHanbHYyo
MOAroTOBKY OyayLIMX apTUCTOB OaneTa K CLEeHUYEeCKOoM
TeaTpasibHOM OeATENbHOCTU. [TO3TOMY KaxKOblW 31eMeHT
MporpaMmbl OO/MHKEH OblTb 3aKpernseH U goBedeH [Oo
onpeneneHHoro pesynbTaTa, 34eCb HeobxoouMMO AOaTb
Xopolyt 6a30Byt0 OCHOBY, Pa3BUTb KOOPAMHALMIO,
MaKCUManbHO pPacKpPbITb W Pa3BUTb MNOTEHLMalIbHbIE
dm3nyeckme paHHble W NOANOTOBUTb  MblLUEYHbIN
annapaT y YYeHUKOB. Kak mpaBuio, B NMepBOM KJacce
M3yHEeHME SMTEMEHTAPHbIX MPbIXXKOB HAUMHAETCH JTMLLOM
K CTaHKy. [leparorvyeckme 3afjadvym Ha OaHHOM 3Tane
CBOOATCA K YCBOEHUIO MpPaBUSIbHOMO TMOMIOXEHUA B
BO3yXxe, Pa3BUTUIO YCTOUUYMBOCTU MNPU NPU3EMIIEHNN, A
TaK)Ke YMEHUSIM KM HaBblkaM MpefefibHoOro HataXeHus
HOI B BO34yXe.

Bo BTOpOM UK TpeTbeM Kaccax MpPbhKKOBble
2NeMeHTbl W oTOefibHble  TMPbDKKM  MOCTerneHHOo
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YCNOXHAKTCH, 30eCb Y)Ke BKYAKTCA MPbDKKU  C
OKOHYaHMEM Ha OOHY HOry, a TaKXe HauduMHaeTcq
OCBOEHMEe MEeNKOM TexHUKM, KoTopasa obo3HadaeTcH
noapa3sgenoM «3aHOCKM». TakMM 06pa3oM, MoCpeacTBOM
MOBTOPEHMA MNPOMAEHHbIX AOBWMXEHUM obydatolimecsa
BblpabaTbIBAOT U Pa3BMBatOT CUJTY HOT, BbIHOC/IMBOCTb,
KOOPAMHALMIO PYK, HOT, FOM10BbI. B cpegHmx Knaccax (4, 5
KMaCCbl) pPa3BMBAETCH U YCNOXHAETCA KoopauHauma B
MCMOMHEHUN. XapaKTepHbiM A9 3Toro y4yebHoro
nepuvoga 49BNFETCAa WUCMOMIHEHME pada MPbKKOB €en
tournant (B MOBOpPOTE), TaKXKe OCBaMBAOTCA 3aHOCKM,
KOTOPbIe BbIMOMHAKTCA YXKe C OKOHYaHWMEM Ha OOHY HOrY.
Ha QOaHHOM 3Tame TakKe HaudMHaeTCca U3ydeHue U
OCBOEHMe BONbLUMX MPbIXXKOB, Pa3BMBAETCSA a/1eBaLma M
«GannoH».

OCHOBHOM y4yebHOW 3agadyen B CTapLUumMx Knaccax (6,
7, 8 KNaccbl) 9BNFGETCS pa3BUTME BbIPa3UTENbHOCTU B
TaHUEBaNbHbIX KOMOGMHaUMax OOMbLIMX  MPbIXKKOB,
n3ydeHure B60MbLLMX MPbIXXKOB C Pas3fMYHbIX MOAXOOO0B,
yBenmyeHmne afeBauUmm B MPbIXKKaX, pa3BUTUE TEXHUKU
3aHOCOK, pPa3BUTUE MPbLIXKKOB Ha Manbuax (NyaHTax) B
YEHCKOM KJlacce, a TakKe pasBUTUE MCMONHUTENBCKOM
BMPTYO3HOCTW, aPTUCTUYHOCTM U UMHAOMBUOYANTbHOCTU
obyyatoLmxcs. MMeHHO oTU 3afda4m ocobo
noagyepkKMBana B CBOEM KHUIe «YPOKU KacCUYeCKoro
TaHUQ B CTapWwMx Kfaccax» Bblgatowmmca neparor C.H.
FONOBKWMHA, CeLMnanmM3npyroLasaca Ha CTapLUMX Kaccax
B MOCKOBCKOM roCydapCTBEHHOM Xopeorpadmyeckom
yumnumule (HbiHe MIAX) [3]. Ha camMom pene 370
HempoCTble 3adayn KakK Agnaa negarora, Tak Mo an4a
obyyatoLmxcs, MOCKOMbKY  OCBOEHWe  y4yebHOoro
MaTepwuana TpebyeT 6onbLUOM camMooTaaun,
B3aMMOOENCTBUSA, ObpaTHOM CBA3M BCeX YYaCTHUKOB
y4yebHO-TBOpYECKOoro npouecca (meparor,
KOHLIepTMencCTep, obyyatoLmecs). bonee TOro,
HeobxoOMMO Yy4uUTbiBaTb W  obLLedU3mMonormyeckoe
pa3BUTME, TMYHOCTHOE CTaHOBMEeHMe ByayLLIMX apTUCTOB
6aneTa, a TakXKe UX «MNCUXONornyeckmnin GoH».

Be3ycnoBHO, ocoboe 3HaveHue B pasgene «Allegro»
MMelT pyKW. VIMEHHO pykaM npugaBann 6onbluyto
3Ha4YMMOCTb Bce OaneTHble Mefarorm  MNpPoLIoro,
MOCTAaHOBKA PYK M CErofHsa Kak B KNacce, Tak U Ha CLeHe.
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Bonee TOro, pykKn oAHOBPEMEHHO ABAAIOTCA M OCHOBHbIM
XYOOXXECTBEHHbIM CpeacTBOM, % TEXHNYECKUM
MHCTPYMEHTOM B  WCMOSIHEHUM BCEX BO34YLUHbIX
MOSIETOB, BUPTYO3HbIX OBUXKEHMN U MPALMO3HOIro TaHLua.
OCOBEHHO MX 3HAYMMOCTb MPOABNAETCA B UCMOMHEHMI
OONbLUMX MPbIXXKOB, TaK KaK OHW OaloT onpeneneHHbIN
«3aMax» nepepq TONMYKOM OT rnona. A MMEHHO, B MOMEHT
CaMOro npbbhkKa PyKM «paboTatoT» Ha onepexkeHue ang
TOro, YtTo6bl B BO34yXe NpocMaTPMBaNach «3aKOHYeHHaa»
MoO3a —3TO M eCTb 2P dEKT NoneTa B BO3AyXxe.

B yuebHOM 1 MoAroToBUTENbHOM MPOLECcCe BaXKHO
yaenaTb ocoboe BHMMaHMe OBMYKEHUAM PYK, YTOObI OHU
«paboTann» rapMOHMYHO B €CTECTBEHHOM KoopanHaL MM
C HOramMm, rofloBOw, KOPrycoMm u Obli B3aMMOCBA3aHbl C
MPbIKKOM. HeobxogMMo OTMeTUTb, UYTO UMEHHO Aanda
MPbIXXKOB XapaKTEPHO CJIOXXHOE CcoYeTaHWe pPYK, HOr,
FOSIOBblI U KOopMyca. B MiagLwmx Knaccax npu mayyeHmm
MPbIXKOBbIX OBUXXEHUN PYKW, KaK MpaBKI0, OCTalOTCS B
MNOArOTOBUTENbHOM MOMTOXEHMW OO0 MOSTHOMO OCBOEHUS
TOro UM MHOIO NPbKKA, Aanee, No Mepe OCBOEHUS OHU
«MOOKMOYATCA» B KooOpAMHAUMM UM COYeTaHun C
MPbIXKOM.

Euwle ooHOM Ba)XHOM COCTaBNAKOWEN MPbHKKOBOW
TEXHUKM B BaneTe agBN9eTCA My3blKa M ee COOTBETCTBME.
MMeHHO OHa NMPUBHOCUT ONpeaereHHYo CUy U TONTHOK
B Mpbbkkax. MccnepoBaTtenb NA. be3yrnasg B Hay4YHOM
cTatbe «KoHuUepTMencTep 6Ganeta: My3blkanbHoOe
COMPOBOXAOEHME YPOKa KMAacCMYeCcKoro TaHua. PaboTa ¢
peneptyapoM» C MnpeneibHOM TOYHOCTbIO, Ha Hall
B3rngng, onpegenuna OCOBEeHHOCTb  My3blKalbHOIO
conpoBoOaeHuna pasgena «Allegro». PaccMmoTpum
no3nuMIo aBTopa:

— rpynna MpbI>XKOB, B OCHOBHOM, MAafleHbKMX WU
cpenHux, ansa NCroNTHeHMA KOTOPbIX TOJTYOK
OCyLLeCTBNaeTca C ABYyX HoOr. [loaroTtoBKa K MPbIKKY
demi-plie ncnonHaeTca ¢ 3aTaKTOBbIM HayanoMm, ganee
MOMEHT MpPbI>KKa OONIM CEKYHObl, @ HA CUbHYKO OO0
MNPOUMCXOONT MPU3EMSIEHUE;

— rpynna MNpbbKKOB, ON19 WCMNOHEHUS KOTOPbIX
TOMTYOK OCYLLECTBAETCH C OAHOM HOMW. /19 MCNOMHEH NS
TaKMX MPbKKOB XapaKTepeH noaxon nnu pasber. B aTom
C/lydae Ha 3aTaKTOBYK OO0 MPOoMCXoauT noaxond K
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MPbIXKKY, @ CaM TONYOK B BO3OYX MPOUCXOOANT HA CUMbHYHO
MYy3blKanbHYtO 000 [4, C.145].

TakMM obpa3oM, AN19 HadaNbHbIX K1AacCOB MPbIXKKM
pa3ly4ymnBalOTCa B YMEPEeHHOM TeMre, cnegoBaTefibHo,
My3blKallbHOE€ COMPOBOXOEHWE OO/MHKHO OblTb POBHbIM,
KBaLPaTHbIM, PUTMUYHbIM, T.K. 0Oy4datoLlmMeca ocBamnBatoT
PUTM TPbDKKOB W pPa3BMBAOT YMEHUd ChbilaTb U
pacnpenenatb TakTbl. [1OCTEMEHHO MO Mepe OCBOEHUS
y4yebHoro mMartepuana B CpegHMX M CTaplUMX Knaccax
Heobxoamnmo NPMMEHATb bonee HaCbILLEHHbIN
My3blKaslbHbI MaTepwuan. B cBa3m ¢ 3TUM, negarorm um
METOOMCTbl MYXCKOIo KJjlacCMYecKoro TaHua [poMoB
O.N., 3Be3goukmnH B.A., Kannad C.C. oTMeyaloT, 4UTo «..
My3blKanibHoe odopmMnIeHne npu pabote C TeMrom
ABSETCA BaXKHOM COCTaBNAIOLLEN, TaK KaK MY3blKaSibHbIN
PUCYHOK OO/MKEH MOOYEPKHYTb XapaKTep TaHua», npwu
3TOM «.. TEMM [OO/MKEH OCTaBaTbCA Ha MPOTAXXEHUMN
BbIMOMHEHMA KOMOMHALMM HEU3MEHHbIM, OaXke eclii OH
COCTOUT W3 Pa3/IMYHbIX 3N1EeMeHTOB, O0nblIUX U
MalTeHbKMX MNPbHKKOB» [5, ¢.30]. 2TM Ba)KHble MPUHLNMALI
ABAAIOTCA MEeTOOMYECKOM OCHOBOM U cneumduryeckom
XapPaKTEPUCTUKOM  My3blKanbHOro odopMaeHmnda U
conpoBoOXaeHMa pa3sgena «Allegro» B KlacCUYeCKOM
TaHLUe,  aKTMBHO NPUMEHATCH B negaroruvke
xopeorpadmnyeckoro MCKYCCTBa, paboTe
KOHLepTMencTepa GaneTa, a TakkKe MOCAYXXUnm
MeTo40/10MMYeCKOM OCHOBOW B HalLUeEM WMCCiegoBaHMM.
TakmMM 06pa3oM, B CTapLUMx Kaccax W TeaTpalbHbIX
YPOKax MOTyT MCMONb30BaTbCA oTAeNbHble
My3blKanbHble dparMeHTbl M3 K1aCCMYECKOro Hacneamsa
n GaneTHoOro penepTyapa. 3agjada KoHuepTMencTepa
GaneTa 3aKN4yaeTca B HAKOMAEHUU My3blKaslbHOMO
MaTepuasna C pa3HbIM My3blKalibHbIM Pa3MepPoOM, PUTMOM,
YeTKO nepefarLmx AMHaAMMKY OBMXKEHWI, MPbIXXKOB, U,
B LLe/IOM, XapaKTep KOMOUHaL M.

3aknw4yeHue. [lpbkKkoBasg TeXHUMKa — eCTb
OLIEHOYHbIN KPUTEPUIN NCMONHUTENS, apTUCTa baneTa. B
GaneTHbIX CMeKTaKAaX MPbIXKM MOMYT MCMOMHATHCA KakK B
entrée, Tak M B adagio ON9 BbIpa)XeHUs HacCTpOoeHUs,
YyBCTB M 3MOLIMKM FepoeB, B COMbHbIX BapuaumMax — 3TO
OEMOHCTPaLMNA BUPTYO3HOCTU N TEXHUKU MCNOMHUTENA.
Ha npbhKKOBOM TexHUKe K «allegro» B LENOM, MOXeT
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BbICTPaMBaTbCA 3aK/toUMTEeNbHAA 4YacTb pas-de-deux —
coda. TakmM 06pa3oM, MpPbIXKKOBaA TeXHWKa aBNaeTcs
3HauYMMoMm B 6GaneTe, aKTMBHO COBEpPLUEHCTBYyeTCA B
oblleM npouecce pPasBUTUA MUpoBoro 6Ganeta U
coBpeMeHHoro 6aneTHoro TeaTpa. DTO O3Ha4yaeT, 4To
MPbPKKOBAs TexHWKa cerogHa npuobpeTaeT HOBbIE
noaxonbl, MPUEeMbl, COBEPLLUEHCTBYEeTCA B HOBbIX CBOMX
dopmax 7 XapaKkTepmsyeT npodeccroHanbHoe
COBEpPLUEHCTBO MCMONMHUTENS.

CnMcoK ncnosb3oBaHHbIX UCTOYHUKOB:

1. BaraHoBa A.A. OCHOBbI KacCMYecKoro TaHua. MagaHue 6.
Cepuga «YuyebHUMkM ang By3oB. CneumanbHaa nutepaTtypa» — Cl16.
JMaHb, 2000. -192 c.

2. Baszapoa H.MM., Men B.IN. A3byka Knaccu4yecKoro TaHua.
M3a. TpeTbe. — M.: J1laHb, 2006. — 240 c.

3. TonoBknHa C.H. YpPOKM KNacCMYeCcKoro TaHua B CTapLumx
Kfaccax. — M.: MickyccTBo, 1989. - 160 c.

4. Besyrnaa lA. KoHuepTMencTep 6Ganeta: My3blKanbHOe
COMPOBOXOEHME YypoKa KNacCuM4yecKoro TaHua. Pabota c
penepTtyapoM — ClM6.: APBE M. A.4. BaraHoson, 2005. - 217 c.

5. Tpomos O, 3Be3goukmH B., KannaH C. My)CKkol TaHel, B
neTepbyprckon GaneTHow wWkKone: MNegarorndeckoe Hacnegue B..
NMoHoMapeBa. — CM6.: CM6ryrl, 2004. - 124 c.

References:
1. Vaganova AJa. Osnovy klassicheskogo tanca. Izdanie 6.
Serija «Uchebniki dlja vuzov. Special'naja literatura» — SPb.: Lan/,

2000.-192s. (In Russ.).

2. Bazarova N.P., Mej V.P. Azbuka klassicheskogo tanca. lzd.
tret'e. - M.: Lan', 2006. - 240 s. (In Russ.).

3. Golovkina S.N. Uroki klassicheskogo tanca v starshih
klassah. — M.: Iskusstvo, 1989. - 160 s. (In Russ.).

4. Bezuglaja G.A. Koncertmejster baleta: Muzykal'noe
soprovozhdenie uroka klassicheskogo tanca. Rabota s repertuarom
—SPb.: ARB im. AJa. Vaganovoj, 2005. - 217 s. (In Russ.).

5. Gromov Ju., Zvezdochkin V., Kaplan S. Muzhskoj tanec v
peterburgskoj baletnoj shkole: Pedagogicheskoe nasledie V..
Ponomareva. - SPb.: SPbGUP, 2004. — 124 s. (In Russ.).

35



MPHTMU 18.49.45
YK 793.38 DOI:10.56032/2523-4684.2022.3.3.36

XXutkoBel EkaTtepunHa EBreHbeBHQ'
MowuceeB EBreHunmn CepreeBmny?,
'Kazaxckasa HaUMOHA/IbHAS aKaAeMMs Xopeorpadmm
(AcTaHa, Ka3axcTaH)

BAJIbHbIE TAHLUbI KAK CPEAOCTBO
®OPMUPOBAHUSA COLMATIbHbIX CBA3EU MNMYXUX
N CIIABOCIJIbIWALLUX

AHHOTaUusa
B cTtaTtbe paccmaTpmBaeTcs crieyndunka paboTbl C SIo4bMy,
nmerLMx HapyleHue criyxa. O6ydeHue 6a/ibHON xopeorpadum
TAQHLOPOB C HApyLwieHneM C/iyXaQq, 0H60CHOBbLIBAET BO3MOXHOCTb UX
coumMann3aLmm Yepes 3QHATUS Xopeorpagumen.
KnroyeBbie csioBaq. CriopTunBHbIE 6asIbHble TAHLUbI,
XOPEOrpPaAPUS, XeCTOBbIV A3biK, HaPYLUEHME CrIyXa.

)XutkoBel EkatepuHa EBreHbeBHA,
MowuceeB EBreHunn CepreeBmny?
'Ka3aK WITTbIK XOpeorpapus akageMumsichbl
(AcTaHa, Ka3aKCTaH)

BAJ1 BUNTEPI CAHDBIPAY XXOHE HALWLAP
ECTUTIHOEPAIH SNTIEYMETTIK BAUJTIAHbICTAPDbIH
KAJbIMNTACTbIPY K¥PAJ1bl PETIHAOE

AHHOTauumA

Makanaga ecty kKabineti 6y3bi/iFaH QgaMOQPMeH XXYMbIC
)KacayablH epeKLeniri KapacTblpbiiaabl. EcTy Kab6ineti 6y3biiFaH
6uLinepai 6an xopeorpaduacbiH OKbITY Macesiesiepi, o01apAbiH
xopeorpaguarnblKk cabakKTap ApKbiibl 91eyMeTTeHY MYMKIHOIr
Heri3gesireH.

Ty#iHgi cespep: crioptThik 6an 6unepi, xopeorpagus,
bIMAQY Tisli, eCTy KQOineTiHiH 6y3bi/ybl.

Zhitkovets Ekaterina Evgenievna’,
Moiseev Evgeny Sergeevich?
'Kazakh National Academy of Choreography
(Astana, Kazakhstan)
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BALLROOM DANCING AS A MEANS OF FORMING
SOCIAL TIES OF THE DEAF AND HARD OF HEARING

Annotation
The article discusses the specifics of working with people with
hearing impairment. Problems of teaching ballroom choreography
to dancers with hearing impairment, the possibility of their
socialization through choreography classes is substantiated.
Key words: sports ballroom dancing, choreography, sign
language, hearing impairment.

BBeaeHue. Ky/nbTypa [MyxmMxX — COBOKYMHOCTb
npeacTtaBneHunmn, crTpaterMm noeBegeHud, Tpaaununm,
MCKYCCTB, WCTOPUKU, LEHHOCTEWM B Ky/bTypax, rae
3HaUMTENbHAA YacCTb St0AeEN MMEIOT HapyLLUEHUS Cryxa U
MCMOMb3YIOT XXEeCTOoBble A3blkW. CnegyeT OTMETUTb, UTO HEe
BCe [rNyxme BfagdetoT 4a3blKOM >XeCTOB, BllageHue
KOTOPbIM OObIYHO ABNAETCA [NaBHbIM YCNOBMEM [ON4
BXOXOEHMA B KYNbTYRY FyXUX.

KynbTypa rnyxmx opmMmpyeTtcsa B 0OLLEeCTBaX ryxmx
M LIKOMNax FNyxux. YenoBek MOXeT BOMTK B 0OLLECTBO
FNYXMX Ha NoO0OM 3Tane XU3HU, C paHHero OeTcTBa Uin B
nocne LWKoMbHbIM nNepuoad. Ha cerooHAWHWMM OeHb
MNPAKTMYECKM B KaXXOOM ropoae Hallen CTpaHbl eCcTb
LLIKOM3, gatoLaqa obpazoBaHMe nrogam C
OrpaHMYeHHbIMM BO3MOXXHOCTAMMU.

Xopeorpaduma Kak BUO WCKyccTBa obnagaet
CKPbITbIMKX pe3epBaMM ON9 Pa3BUTUA SCTETUYECKOTrO
BOCMMTaHUA. My3blka — 2TO ornopa TaHua. My3blKy M
xopeorpaputo B BOCMUTAHUM OeTel C HapylleHUem
Cnyxa, nydlle WUChofib3oBaTb C paHHero pgeTtcTiea.
My3blkanbHoO-Xopeorpadumyeckasa paboTa OTKpPbIBaeT
HOBble NyTW A9 6o/iee NOMHOLLEHHOro Pa3BUTUA TNYXMX
neten, y HUX pa3BMBaETCH aMOLUMOHanbHada
COCTaBNatoLlad, a TakKXKe apTUCTM3M, MYy3blKalbHOCTb;
OYeHb BaXXHO pa3BMBaTb [OBWraTesNbHbIM annapat u
MblLLEYHYO, C/TYXOBYHO, 3PUTENbHYIO NaMATb.

Pa3yuymnBaHue NIEKCNYEeCKOro MaTepuana
OCHOBbIBaeTCs Ha TEMMO-PUTME MY3blKK C COOtoOeHNEM
BCeX My3blKallbHbIX OCOGEHHOCTEN (May3a, 3aTuxaHue,
yCuneHme, CcMeHa TemMno-putMa wm  T.4.). [llpwu
O3HAKOM/EHUN C NEKCUYECKNM MaTEPUMASIOM, a TaKXKe Ha
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CTaguun pasyymBaHUa U OTPaABOTKM xopeorpadpunyeckom
KOMMO3MUMKM He cnegyeT npeHebperaTb CTPOrnMm
cobnogeHneM My3blkanbHOro psaaa. B paboTte ¢ geTbMu
C HapyLWIEHUAMU CllyXa BeCb NEKCUYECKUM maTepuan
OOMKEH AaBaTbCsa CTPOro Ha cyeT [2].

MeToabl uccnepgoBaHUsA. NpK HanMcaHUM PaboThl
aBTOP MCMOMb30Basl TAaKMe MeToAdbl HAy4YHOIro MO3HaHUS,
KaK HabntogeHue, cpaBHeHMe, aKcnepnMeHT. OcHoOBaMM
GanbHbIX TAHLUEB ABNAKOTCA NPUHLUMbL: «4efan NpocTble
BelWn, 4YToObl cOenaTtb CMOXXHble», «pa3BMBan B
Med/leHHOM TeMrne, 4Tobbl ycrneTb B ObICTPOMY,
«MOCMOTPU M1 caenam nydller, «OT IMOLUMU K NTOTUKE», «OT
NTOMMKK K OLLLYLLIEHUNAM».

O630p nutepatypbl no TeMme. [19 onucaHus
MPUHLUMNOB PaboTbl C IMYyXUMU NtoabMU, ObINN M3YyYeHbl
Tpyabl H.MN. BopurcoBa «BnmaHme »>XeCToBOWM MeCHWU Ha
dopMUpPOBaHME TBOPYECKOW NTMYHOCTM HeC/bllaLlero
pebeHka» [1], E3. AxHWHa «MeToOMKa My3blKalbHO-
PUTMUYECKUX  3aHATUM  C  OEeTbMW,  UMELWMMU
HapylweHuna cnyxa» [2], T.B. Po3aHoBown «llcuxonorus
rnyxux geten» [3], O.A. BapuHoBa «OcobeHHOCTU
OMMCaHMsa CoLManbHOro coobLLEeCcTBa MyXMx ntogen» [4].

OcCHOBHaf 4YacTb. He Hy)XHO 3ab6bIBaTb, YTO AETAM C
HapylleHMeM Cnyxa CfIoXHee oOBflageTb PUTMOM
OBUMXXEHUIW, MO3TOMY HEOOXOOMMO HaMTW MPaBUbHbIN
noaxod K NpoBedeHMIo 3aHATUI. B paboTe nprMeHdaeTcs
HEeCKONbKO MPUHLMMOB.

MpuHUMN OOCTYMHOCTM. oT0T APUHLMM
npenycMaTpuBaeT Yy4deT BO3PACTHbIX BO3MOXXHOCTEMN
pebeHka. [MlocTeneHHoe YCOXXHeHMe 3adaHun — 3TO
OOHO N3 OCHOBHbIX YCTOBUM OOCTYMHOCTM. ONTMMasibHas
Mepa OOCTYMHOCTWM onpenendaeTtcd COOTBETCTBUEM
BO3pPAaCTHbIX BO3MOXXHOCTEMN pebéHkKa CTeNneHm
CMOXXHOCTWM  3afdaHuW. [OCTYMNMHOCTb O3HAayaeT He
OTCYTCTBME TPYOHOCTEM, @ BO3MOXHOCTb UX YCMELWHOro
npeogoneHmna nyTéM  OUIMYECKUX U MCUXMYECKUX
YCUNNI 3aHUMaAOLLMXCA.

C HWUM cCcBF3aH W MNOPUMHUMN  MOCTEMEHHOro
noBblleHna TpeboBaHMM. C KaXkabIM 3aHATMEM pebeHOoK
3HAKOMUTCS C Bosiee CNOXKHbIMU ABMYKEHUAMMU, MPU 3TOM
HY>XHO [aBaTb BpeM$a Ha oTablX. [Mepexon OT CTapbIX
yrpaXKHeHnn K 6oniee CNoXXHbIM U HOBbIM, OOIKEH ObITb
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nocnegoBaTeflbHbIM, OOYCNOBOEHHbIM 3aKpenneHunem
GOPMUMPYIOLLMXCH HAaBbIKOB M aganTalmen opraHm3Ma.

MpuHUMN  HarnagHocTu. [leparor QOOMKEH He
MPOCTO pPacCKa3sblBaTb, KaK BbIMOMHAETCA TO UM MHOE
OBMYKEHME, HO M caM BbIMOMHATb 3TO OBMXEHWE U
3aKpennaTb ero c ydeHuKamMu. XOpPOoLUMM YCMexoM
MONb3yOTCA BWOEO03aMMCU  BbICTYMNIEHUMN  U3BECTHbIX
TaHLOPOB.

MpUHLUMN CUCTEMATUYHOCTM — 3TO HEMPEPbIBHOCTb
N PerynapHoOCTb 3aHATUM. Ha 3aHATMAX pebeHOK OoMKeH
MOHUMaTb, YTO Kaxkgoe Oef1o OH AOMKeH AenaTb 40 KOHLA
% 006POCOBECTHO. CuctemMaTmyeckme 3aHATMA
OVNCUMNNTUHUPYIOT — PebEeHKa, npuydatoT  ero K
MeTOOUNYHOMN N perynapHom paboTe.

MpuHUMN 3aMHTepecoBaHHOCTM (MoTMBauwmm). Co
BpeMeHeM y pebeHka Mo pasHbiM MPUYMHAM MOXET
yracaTb 3aMHTEPECOBAHHOCTb K 3aHATUAM TaHUAMMW.
et BKMOO4YaTCA B AO€ATENbHOCTb TOMbKO MNpu
MNoaBNEHMM MOTMBAUMKM K ydacTuro. MoOTMB - 3TO
nobyauTenbHasa MpUYMHaE, MNOBOA K  KAKOMy-mbo
aenctemto. OH MOXXET HOCUTb KPATKOBPEMEHHbIN, NMbo
CTabUMbHbIN XapaKTep. 3agada Nnegarora cGopMmMpoBaThb
y OeTen, 3aHuUMaloWmMxca B aHcamMbne, cTabuibHyto
MOTMBALMIO K 3aHATUAM GanbHbIMKW TaHLUAMW. [119 3Toro
MOXHO MOCTaBUTb B MpPUMEP MUX CTapLlMX YYEHWUKOB,
KOTOpble Y4acTBYIOT B 0OOMACTHbIX, pecnybnmKaHCKUX,
MeXXOyHapoOHbIX KOHKypcax. Y pebeHka OO/MKHbl OblTb
MNpUMep U Lenb, K KOTOPW OH 3aXo4eT CTPeEMUTbCH. DTOT
APUHLUMM  MOXeT BKI4YaTb B Ceba CNyxoBytO WU
3pUTENbHYIO HArNgQHOCTb, KOTOpble Cco4YeTatoTca Co
CNYyXOBbIMMU BnevyaTneHmamm (Mokasz  OBWXKeHUN,
KapTUHOK, ¢oTo). LlenecoobpasHo BbIAeNUTb B 3TOM
MPUHLMME HECKONbKO BaXXHbIX MPUEMOB, KOTOpble
MCMONb3ykTCA Ha  TaHUeEeBa/lbHbIX  3aHATMAX  C
HeCnblWaLlWUMM OeTbMU:

— CYMUTbIBaHMeE C ryo;

— MCMNONb30BaHMA OaKTUNS;

— >KecToBad peyb N ecTeCTBEHHAsa MUMUKA;

— MPWEM rnobanbHOro YTeHMs, MoKas Tabnnyex.

Llenb neparora (TpeHepa) — NpurobLueHne ryxmx
netTem K OBWMXEHUAM Mnod My3blky, ON19 3TOro netam
HY>KHa MOMOLLlb B OBpeTeHMM 4yBCTBa YBEPEHHOCTW.
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CnepnyeT noobupaTth MaTepuan, B KOTOPOM MPOSBUTCH
yKenaHume 3aHMnMaTbca xopeorpadmen, ero <M3toMmHKa» m
MHOWBMAOYANbHOCTb. Heobxoammo OpraHn3oBaTb
3aHATMA C  [OeTbMM  TakMM  06pasoM, YTOoObl OHU
npoxoannu 6e3 NPUHy>XaeHusa, U3NMLHen oMaakTuKn. B
npouecce oby4yeHUa BCe 3TV CpeacTBa B3aMMOCBSA3aHbI
1 B3aMMOOBOYCNOB/EHbI.

MO>XHO BblAeNNTb 3a4a4M MNegarora no CnopTUBHbIM
6anbHbIM TaHLUaM, crieyuanm3mpyrollmeroca Ha paboTe
Cco cnabocnbliaLlMMu:

— pasBuTHe dunsnyeckoro noTeHUMana %
dr3nyeckom NoaroToBKM, BbIHOCIMBOCTU U CUNbI;

— pa3BuUTHE Xopeorpadmyeckmnmx OCHOB (BbiCOTa M
rMOKOCTb NPbIKKA, BbIBOPOTHOCTb CTOMbI U LAra);

— pasBuTHe PUTMUYHOCTH, MY3bIKaNbHOCTW,
APTUCTUYHOCTU, SMOLMOHATbHOM BblPa3mnTENbHOCTK;

— BOCMUTaHMe Tpyaontobud, TeprneHuns, HaBblKOB
06LLEeHNsA B KONNEKTUBE;

— BOCMMUTaAHMeE My3blKallbHOro BKyca W 06BU K
MCKYCCTBY.

Bonpoc, KoTopbl aBNAeTCA HeManoBa)XHbIM Ha
3aHATMAX Mo GanbHbIM TaHUAM — 3To paboTa B nape.
Meparor 4o/mKeH NoCTaBUTb B Napy, a ec/in notpebyeTcs,
TO M 3aMeHUTb BOBpPeMda NapTHepa a9 Toro, 4YTobbl
Bbl3blBaTb MHTEPEC K 3aHATUMAM UM OCBOEHUIO HOBbIX
Oy3TOB.

HenpocTtada 3agada — HayuduMTb OBUraTbCca B Mnape.
30ecb HeobxoOAMMO MOABECTU YYALLUMXCA K U3MEHEHMUIO
MUPOOLLYLLEHUNSA U3 «g» B «Mbl», MOTOMY YTO, ABUIMAAChb B
TaHOeMe W1 4YyBCTByA MapTHepa, Nerko [OOoCTuyb
pe3ynbTaToB M TEXHUYECKUX TpeboBaHWMWM Meparora. B
NaTMHOAMEpPUMKAHCKOM MporpaMMe HeobxoamMo YETKO
cobntogaTb NocnegoBaTelbHOCTb Nodavum nHGopMaumnm
O ABWKEHUU:

— KakK genaeM war (nepeHoc Beca);

— No3unumng cTonbl (Kyaa CTaBMM HOry);

— OBUXXEHUe KOoneH,;

— [OBWMKeHUe bepnep;

— [OBMKEHMe KOpMnyca;

— OBWXXEeHUe pyK;

— [OBWXXEeHWe roNoBbl (OBUMXKeHME B3rNaaa)
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Pe3ynbTatbl MccnepoBaHUs. TaHel, HadMHaeTcs
«OT nona». Y nogen C HapylweHUsaIMKM Cfliyxa OYeHb
pa3BuUTa YYyBCTBUTENbHOCTb, MO3TOMY OHWM XOPOLLO
YYyBCTBYIOT MY3blKy 4Yepe3 CTOMbl. [NaBHbIM MPaBUIOM
TaHUa TMNyxXMX 49BASETCA PacrosioXXeHMe KOMOHOK Ha
napkeTe, cueHe. Yepe3 non npoxoauT BUGpaLMS,
KOTOPYH TaHLOPbl MOIYT MOYYBCTBOBATb M MOHATb PUTM
MenogmKn, MO3TOMY OpPraHm3aTopbl  KOHKYPCOB U
TYPHUPOB  OO/MKHbl  Y4UTbIBATb  3TOT  MYHKT U
yCTaHaBNMBaTb 6acoBble KOSTOHKK Mo 6oKaM.

Ewe ogHMM NYyHKTOM 4BAAETCA CUMHXPOHHOCTb, ee
TaHLUOPbI MOryT [[obutbca Mpy MNOMOLWMKM CBOEro
pykoBogmtena. OH [OO/KeH CToATb nepeq CBOUMMU
TaHLOPaMM 3a MapKeTOM UMM CLEHOWM C OTKPbITbIMU L0
NOKTA pyKaMu a4 nyywen BUAMMOCTU KeCTOB, KOTopble
MCMOMHATCA Mo4 PUTM  KOMMO3uuUMKW. Ho 3TOo He
OoTMeHdeT daKTa 3aTaHLOBAHHOCTM XopeorpadpmyecKom
MOCTaHOBKW. Kaxkgoe ABM>KeHMe OO/MKHO OblTb 3ay4eHo
MO PUTMY M MY3blKallbHOM OSINTENbHOCTM.

Ewe ogHMM MYHKTOM CUHXPOHHOIO MCMNOMTHEHWA
ABNFEeTCH MOMOLLb cnabocbllWallMX TaHLOPOB, KOTopble
HOCAT C/IyXOBOM anmnapart. Yalle BCero B KO/IEKTMBE UX
YMCMEHHOCTb COCTaBngeT He MeHee 5% oT obuwero
KONMYEeCTBa BbICTYyNAOWMX, OHW MOMOratoT OpYyrMm
COPMEHTUPOBATLCA MO  OBWMXXEHWMAM  BO  BpeMmsd
MCMNONTHEHUSA TaHLa.

Takyke B Takume KOMNEKTMBbI ponyckaetca 1%
CMbllWaWmMX (340POBbIX WUCMNOMHUTENEW), YTO, B LLE/IOM,
ynpouwaeT paboTty. Ho 4yTobbl He BblAeNATbCA MO PUTMY
HY>XHO OPMEHTUPOBATLCS Ha MYyXMX TaHLLOPOB.

Y TaHLOBLLMKOB C OrpaHUYeHHbIMU OCOBEHHOCTAMM
€CTb BO3MOXHOCTb Yy4aCTBOBaTb B KOHKYPCaXx, KOTOpble
MMeT MUPOBOM MacwTab. OOHUM M3 HUX ABNAIOTCH
«denbdmmnckme wurpbly». «denbPUNCKME Urpbl» — 3TO
COpeBHOBaHUA  (KOHKypCbl, decTmBanun), a TaKxe
BbICTaBKM U MNpe3eHTaumMm B pPasMYHbiX obnactax
MCKYCCTBa. YPOBEHb IyXUX UCMOMTHUTENEN MO3BOMAET
APUHMMaTb y4dacTe B COPEBHOBAHMAX WM KOHKypPCax
HapaBHe CO 3400POBbIMU KOHKypCaHTaMW. Ha 3Tane
ModayyM 3as9BKM Ha KOHKYPC O [1yXoTe WCMOAHUTENS
3HAIOT TOMbKO OpraHm3atopbl. Bo BpeMa MUCMNONHEHUS
TaHLa 3pUTENU U CyObM He Cpa3y NOHUMALOT, UTO nepes
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HUMW T[Nyxume, MNokKa He YBUMOAT TpeHepa, KOTOopbIn
rnoMoraeT TaHLUopaM.

3aknwyeHue. MeToabl paboTbl, ONMcCaHHble HaMK
paHee, MNPUMeHAKTCA B paboTe C KONNMEKTUBOM U
aBNaoTCS aKTyalibHbIMU ans pPaboThl C
paccMaTpMBaeMom  KaTeropmem  ucnonHutenem. K
npuMepy, B ropope [leTponaBnoBck ecTb KIY
«ObnactHaa cneunanbHaa (KOppeKUuMoHHaqa) LWKona-
MHTEepPHAT O/19 OeTEN C HAPYLUEHUAMM ClyXa». HECKONbKO
netT Hasag, B 2006 roay, B LKoNe-nHTepHarte 6bl1 co3aaH
aHcaMbnb HanbHOro TaHLa «Sensitive», UTo B NepeBoae C
AHIMTMMCKOro A3blka O3HayaeT «YyBCTBEHHbIE». [JaHHbIN
KOMNEKTUB 3aHMMaeT MpU30oBble MecTa U MNPUBO3UT
FpaH-Npun c PecnybnMKaHCKUX U  MexayHapoaHbIX
COpPEBHOBaAHUN, UMeeT TUTYST YEMMUOHOB HE TOJIbKO
cpeawn cnabocnblllalnx, HO W cpeau ChblWalmMx
MCcrnonHmTenen. 3To NepBblM eOMHCTBEHHbIM aHcaMbrb
cpean Hecnblwawmx nwgen B KasaxcTaHe, KOTOpbIn
3aHMMaeTCcsa CNoOPTMBHO-6aNbHbIMM TAHLAMMW.

PaboTa Cc rnyxmmMm n cnabocnbllwaMMmM nMeeT Ons
Hac 60MbLLIOW MHTEPEC, B CBA3M C 3TWUM Mbl MSIaHUPYyeEM
NPOOOMKNTb  MCCeaoBaTenbCcKyto paboTy B 3TOM
HanpaBeHUN.
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NMAPATAHLUDbI U X TEOPETUYECKAHA OCHOBA

AHHOTauumA

CTaTbg MOCBSALIEHO QOKTYQ/IbHOM HQ CEerogHAWHWNA OeHb
npobeme oTCyTCTBUS ONMUCAHMS MPUHLMIMTOB MOCTAHOBKM KOPMyCca
M 6Q30BON TEXHUKW QUIYP, WCMOAHAEMbIX B MEXAYHAPOAHOM
porpamMme  CropTUBHbLIX  6Q7bHbIX TAHUEB HQA  KOJIICKAX
(MapATAHLbI) B KATErOPUM «KOMOU».
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AHHOTauuq
Makana «komMbu» caHATbIHAA apbanars! (Napabu) CropTThIK,
6051 6uiHIH XasblKQpasablK 6aFgap/AMAcbiHOQ OPbIHAAAAThIH
PurypanapablH KOpPrycbiH >9He 6Qa30/1blK TEXHMKACHIH KO
KarFmaaTTapbiHbIH 60/1MAYbl TyPAIbl MPOo61eMACbiHA APHA/TFAH.
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6unep, apbaLlbiIap, TEXHMKA, durypaaap.
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PARA DANCE AND ITS THEORETICAL BASIS

Annotation
The article is devoted to the current problem of the lack of
description of the principles of the body and the basic techniques of
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the figures performed in the international wheelchair (Para Dance)
ballroom dancing program in the «combi» category.

Key words: dance sports, sports ballroom dancing, pair
dancing, wheelchairs, technique, figures.

BBeaeHue. CnopTuBHble GanbHble TaHUbl -
ABMAOTCA  OOHWMM U3  CaMbIX TMOMNYNAPHbIX BUOOB
Xxopeorpadmyeckoro WMCKYCCTBa, codyeTalolmx B cebe
M3ALLECTBO NMHMM Tena U CTOMKUIM XapaKTep crnopTa.
CTpeMuUTenbHOE pPa3BUTME KYJNbTypbl, Negarornkmn wu
MeTo4o/0rMM B TaHLLEeBa/lbHOM CMoOpTe CBA3aHO C
rMyOboOKUM TeopeTUYECKMM MoAxoOdoM K creumndpuke
OAHHOIO »XaHpa, K NMOHMMAHUIO ero XapaKTepHbIX YepT.
MaccoBoe pacrnpocTpaHeHne U OMHAMKMKa pocTa
TEXHMYECKOro MacTepCTBa MCMOMHUTENEN CMOPTUBHOMN
6anbHOM xopeorpadum MnpmBeno K GOPMUPOBAHUIO
TaHLeBaNbHbIX 3aBedeHUM 1 KNyboB Mo BceMy Mupy. B
AHIMNMN BO3HUKIM U MEepBble OpraHuU3aumm ydumtenewm
6anbHOro TaHUa, TakMe Kak bpwuTaHckas accoumaumsa
yuntenem  GanbHoro TaHua (1892 r.);  AnbgHC
CoeaonHeHHOro kKoponeBctBa (1903 r.) m KMmMnepckoe
obuiecTBO yumntenem taHues (1904 r.).

C cepenuHbl XX BeKa chopMmpoBarsnca
COBPEMEHHbIN  KOHKYPCHbIN  CMOPTUBHbIM  GanbHbIN
TaHel. CopeBHOBaHMA MPOBOAATCA MO MeXOyHapoL4HO
MPU3HAHHbLIM  NporpamMmMaM  TaHuUueB. OCHOBHbIMU
MeXXayHapOoLaHbIMU nporpaMMamm aBMaoTCS
eBponenckaa (Standard), natTmHoamepukaHckasa (Latin)
NporpaMMbl M OecaTb TaHUeB  («gecaTka»  Uam
«gBoebopbe»). Takke  MNpPOM30OLINIO  paclmpeHune
MpOorpaMM COpPeEBHOBAHMMN, KOTOPbIE TEMNEPDL BK/TIOYAOT B
cebda wWoy HoMepa Mo nNAaTUHOAMEPUKAHCKUM UK
€BPOMNENCKMM  TaHUAM WM  Ha3blBalOTCHA  «CEKBEWM»
(Show/Freestyle), Takxe MpPOBOOSATCA COPEBHOBAHUSA
cpenoun aHcambnen — «popmMmenilH» (Formation), a Tak Kak
CMOpPTUBHbIE BanbHble TaHLbl — MapPHbIM BWO UCKYCCTBA,
TO MNpPenocTaBNgeTcad BO3MOXHOCTb BbICTYMaTb M TeM
TaHLOpPaM, Y KOro HeT napTHepa — 3TO COPEBHOBAHMSA MO
MHOMBUAOYANBbHOMY UCMOMHEHMIO. TakxKe cyllecTByeT
HOBas U aKTUBHO Pa3BMBAOLLAACA NporpamMmMa — TaHLUbI
Ha Konsackax (mapaTtaHubl/Para Dance Sport).
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MNpn HanucaHumM paboTbl aBTOP WCMNONb30Ban
MeTodbl HAay4YHOro No3HaHMA HabntoaeHMe, CpaBHeHWE U
aKcnepmMeHT. OCHOBHbIMUW TEOPETUYECKMMMN MeToOaMM
OAHHOMO HAay4YHOro MccnegoBaHUS ABNAKOTCA OedyKums,
aHann3, CUHTEe3.

MapaTaHubl — BWO CNOPTMBHbLIX TaHUeB AOn4a
CMNOPTCMEHOB, UMEKLLMX MHBANTMOHOCTb, MPU KOTOPOM
HMXKHAA 4YacTb Tefla CTaHOBUTCS HegeecrnocobHon.
«CornacHo 3akoHy Pecnybnmnkm Kasaxctad oT 13 anpenda
2005 ropa «O couWanbHOM 3alUlMTE WHBaANMOOB B
Pecnybnuke KasaxcTaH», MHBanua — 1uU0, UMelollee
HapylleHMe 300pOBbA CO CTOMKMM pPACCTPOUCTBOM
OYHKUMM opraHmama, obycnoBneHHoe 3aboneBaHUaMMN,
YBEULAMU (PAHEHUAMMK, TpPaBMaMK, KOHTY3UAMM), WUX
nocneacTBMaMKM, pgedekrtamMmn, KoTopoe MnpmBOoOUT K
OrPaHUYEHUIO XKUN3HEOEeAaATEeNbHOCTU U HeobXoaMMOCTHU
ero coumnanbHomM 3awmnTbl» [1]. B nporpaMMy napartaHLeB
BXOoOAT NTaTUHOaAMepPUKaHCKaY, eBponenckasa n
Loy/dpucTann NnporpamMmbl, C pasgesieHMeM Ha CofbHble
M MapHble KaTeropum: oyo — ob6a cnopTcMeHa UCMONMHAT

TaHUbl Ha KOMFACKax; KOMOW — oOMH CrNopTCMeH
neecrnocobHbi  (Standing), Opyron - Ha KoOMACKe
(Wheelchair).

Onupaacb Ha cyuwlecTBylolWMe WUCTOYHUKK, Mbl
onpenenusin, 4To TaHLbl Ha KOMACKAX KakK OOWH U3
crnocoboB  peabunuTaumMm M OTObIXa, BMepBble
nosasumnucob B LLIBeumnm B 1968 roay. NMOHEPOM B HMUX CTan
WBEOCKUM KOMNACOYHUK INc-bpuTt JlapccoH. Takxke
M3BECTHO, YTO B KOHLEe 60-x rogoB B BenunkobputaHumm
TaHUbl Ha Kofdckax ©6biny  OogHMM M3 MeToOoB
peabunutaumMm MnaumMeHToB C HapyleHWeM OrMopHo-
OBuratenbHoro annapata. C 1998 roga aToT BMAO CnopTa
perynmpyetca MexayHapogHbiM  MapaocninMiMnNCKNM
KomutetoMm (International Paralympic Committee) u
KoopOUHUMpYyeTCca TexHn4YecKmnM KOMUTETOM
BceMumpHoro TMapanumnumnckoro Cnopta (World Para
Dance Sport Technical Committee), KOTOpPbIN BKOYAET
npaBuna BcemMmumpHonm denepaunm TaHUEBaNbHOMO
cnopTa (World Dance Sport Federation). NonynapHoOCTb
3TOro BMOa cropTa pocna, U yxxe B 1975 rogy npowen
nepBblI KOHKYpPC B LLIBeummn ¢ ydactmnem 30 nap [2].
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B 1977 rogy LBeuud npoeesia nepsBble
MeOyHapoOHble copeBHOBaHMa. B 1984 roaoy B
MioHxeHe (FepMaHMa) npowen nepBbi 4YeMnUMoHaT
EBpoOMbl MO POK-H-PONY Cpeam TaHLLOPOB Ha KOMACKax, a
B cnenytrouweM rooy B HuaoepnaHgoax npollen nepBbin
HeobMLManbHbIN yeMnumoHaTt EBponbl no
NaTUHOAMEPUMKAHCKOM 1 eBPOMNeENCKOM nporpaMmmam. B
1998 rogy — NepBbI YeMMMOHAT MUpPa (HNOHUSA), B TOM Xe
rofy paccMaTpMBaeMoOe HarnpaB/fieHWe Mnepewno noa
yrnpaBneHue n MEeHEeOXKMEHT Me)xayHapogHoro
napannMNMMCKoro kommteTa. 2006 rog — YemMnumoHat
MMpa B [llaneHpgane (HwugepnaHobl), oduumanbHO
pobaBunacb KaTeropua «gyo». B 2014 rogy 6binu
npeacraBneHbl cono un  dpuctann/oy nporpaMmmel.
YeMnumoHaT MMpa No rnapataHuaM NpoBOANTCA KaXKOble
aBa roga [3].

B koHue 2016 roga BMAO TaHLLEBalbHOMro criopTa Ha
MHBaNMOHbIX KpeCcno-Kongackax MeXOyHapoaHOro
napanMMNMMUCKOro KommuTeTa Obll MepeMMeHOBaH BO
BceMupHbln MapaTtaHueBanbHbin CnopT (World Para
Dance Sport). B pepane 2017 roga B JToHOOHE NPUHANMN
HOBble TMpaBu/ia W TMOMIOXKEHME NO MapaTaHuam,
OCHOBaHHble Ha npaBwuiax BcemumpHon Oepepaunm
TaHueBanbHoro cnopta (WDSF) [2].

N3  pecnybnuk  6GbiBwero CCCP  nepBbiMU
3aTaHuUeBa M Ha Kondackax B benopyccum B 1996 rogy. C
1999 rooa Ha KoOMFgCcKax TaHUYT YKpauHubl. B Poccunm
TaHLbl Ha KOJIACKax 3apoounumcb B Hadane 1997 rona B
CaHkT-lNMeTepbypre (CK «TaHel, Ha kKonecax»). Yepes rog
B Benukom HoBropooe mnoaBngeTca TaHUeBabHaga
rpynna, Y4aCTHMKM KOTOPOW — KONTACOYHMKM — TAHLLYIOT B
Mapax co cnabocnbillalMMM NapTHEPaMK. 3aTeM TaHLbl
Ha KoMdackax mpuwnm B HoBocMbUpcK (rpynna «Kap-
NTuua»), oanee B MNepMb, EkaTepuHbypr 1 8 2002 roay B
YNbAHOBCK. TaHLLAMW Ha KOMIACKaX 3aHMMAKOTCH TakKXKe B
TioMeHn, YNnaH-YOs n B MockBe.

NHUumnaTopamm noaBneHma % Pa3BUTUS
MapaTaHUEB cpean CrnopTCMEHOB Ha KOJMIACKax B
KazaxcTaHe ctano ObulectBeHHOe obbeamHeHne «YMIT-
Haoexga» BxoO PYKOBOACTBOM TpeHepa Hy»XHbin
AHopen Bnagucnasosud. B 2008 roagy BnepBble B
Pecnybnunke HauyMHalowmMe TaHLUOoPbl Ha KOMAcKax
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npuHanM ydactne B Kybke AkuMa KocTaHamcKkom
061acTM MO CNOPTUBHbBIM BGasibHbIM TaHLLAM, Ha KOTOPOM
aHcaMb/1b KONACOYHUKOB 6bin1 yaocToeH Kybka akmma.

B 2011 roaoy B ropoge KocTtaHaw mpollen nepsBbin
YemMnmoHaT KaszaxcTtaHa no napaTtaHuaM npuv nognepixke
akmMaTa KocTtaHanckom obnactm m naptmnm «Hyp-OTaH».
B 2012 roay — BTopomn YemnumoHat KasaxctaHa. B 2013 roagy
acTadeTy npoBedeHUa B3dAna Ha ceba AcTaHa, 3aTem
ropon AnmaTtbl. B HacTodlee BpeMsa Ha perynspHomn
OCHOBE NnpoBOOATCA YeMnunoHaThl Pecnybnmkm
KazaxcTtaH n CnapTakuaabl [4].

Ha [aHHbIM MOMEHT cnopTcMeHbl KasaxcTaHa
MMeIoT TaKne TUTYNbl, Kak:

— AnekcaHgp YalwnH, ApyHa XXakcarynoea — 1 MecTo
«Duo Standard 2 class», r. Kenk (HugepnaHabl); 3 MecTo
«Duo Latina 2 class», r. Kemk (HnoepnaHgbl);

- Bnagwmcnas CaxHo, MyxTapoBa Manuka -
cepebpaHble Npu3epbl MexxayHapoaHbIX COPEBHOBAHMMN
r. Kemk (HngepnaHabi)

— MyxTapoBa Manuka — 2 Mecto «Solo Woman 2
class», «Ky6ok Mupa 2021», . Fenysqa, UTtanug;

- Unxnep HOaHwnn, XXakcarynoBa ApyHa — 3 MecCTo
«Combi Standard 2 class», «Kybok Mupa 2021», eHys
(MTanung); 1 mecto «Combi Standard 2 class», «VI
CnapTakmaga Pecnybnukm KasaxctaH», I. LLbiMkeHT, 2021
r., 3 Mecto «Cobmi Freestyle 2 class», «VI CnapTakmaga
Pecnybnukm KasaxcTaH», r. LUbiMkeHT, 2021 r.; 1 MecTO
«Combi Standard 2 class», «d4eMnunoHaT Pecnybnmkm
KazaxcTaH», «<kEBpA3ma — 2019», . ATbipay (Ka3axcTaH).

MpaBuTenbCcTBO Pecnybnukm KasaxcTaH aKTUBHO
noooep>XmBaet  OedTelIbHOCTb KOJTACOYHMKOB %
napaTaHubl, B YacTHOCTW. [1poBOOATCA Ky/NbTypPHO-
MacCoOBble MeponpuaTMa, TYPHUPbI, OPraHMU3yTCH
cbopbl A9 MOBbILLIEHMS YPOBHA MacTepCTBa TaHLOPOB,
CO30al0TCA  MpPOorpamMMbl  MOOOEPXKKM U PasBUTUS
rnapaTaHLUeB, a TakKKe CMOHCOPCKay MOMOLLLb
cnopTcMeHaM. B ceoeM oTyeTe 3a 2020 — 1-bi KBapTan
2021 roga MUHUCTP KynbTypbl U criopTa o603Ha4vuna
«Ba)kxHOe 3HauveHWe uMeeT nopadepykka nwgen c
0CcobbiMMU MoTpebHOoCcTAMU. COBMECTHO C MeCTHbIMU
MCMNONHUTENbHBbIMW OpraHaMy BO BCeX CMOPTUBHbDIX
KOMMJIeKcax CcO30atoTCs YCI0BUA ON19 3aHATUSA CNOPTOM
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A9 B3POC/bIX U AeTen ¢ 0cobbiMM MoTpebHocTaAMM. [114
ML, C OrpaHMYeHHbIMU BO3MOXHOCTSMKM B CTpaHe
PYHKUMOHMPYIOT 15 CcropTMBHbLIX KyboB, B cTonuMue
PYHKUMOHUpPYET [MapacnMMNUNCKMN TPEHUPOBOYHbLIN
LeHTp» [5].

Ha OCHOBaHWMW U3MTOXXEHHOIO, Mbl MOXXeM caenaTtb
BbIBO/, YTO Ha AAaHHbI MOMEHT MapaTaHLbl Bce 6onblie
HabuMpatoT MONyNApPHOCTb B MUpPe, B CBA3WM C IOTUM
BO3HMKAET NOoTPebHOCTb B 0606LEHUNN TEeOPEeTUYECKOM
OCHOBbI METOAMKUN U3YyYeHUS PUTYpP, KOTOPbIE TaHLOPDI
MOryT MCMOMb30BaTb AJ19 NMOCTPOEHMA XOopeorpaduu.

CneumanumcTbl n3 Poccmmckom depepaumnm
NpeanpPUHANKM NOMbITKY ONMcaHMa 6a30BbIX MPUHLMMOB
N GUryp TaHLUEB NS COMbHbIX MCMOMHUTENEN, BbINYCTUB
y4yebHo-MeTogMyecKkoe nocobume 3a aBTOPCTBOM EneHbl
J1o3ko, KoHcTaHTMHa BacunbeBa, WNpwuHbl Bonkosow,
HuHbl AHOpeeBHbl, Hatanbn Kpenb. Tak Kak cdepa
mccnegoBaHUm Ha 3aaHHYIO TemMy BeCbMa
pa3Hoob6pa3Ha, Mbl NPeanpPUHANM MOMbITKY OMMCAHUSA
duryp B TabAauMyHOM  BapuvaHTe ON9  KOMOGU-
MCMNONTHUTENEW, OCHOBbLIBAasCb Ha MaTepuane paHee
CYLLECTBYOLLMX dyHOaAMeHTaNbHbIX TPyooB no
CMOPTUBHbBIM 6anbHbIM TaHLLAM, OMUCAHHbIX B y4ebHMKax
Mam Xoeapa (Guy Howard) «TexHWKa WCMoNHeHWA
eBpOonencKMx TaHueB», Yontep Jlapa (Walter Laird)
«TexHMKa NCMonHeHMAa JTaTUMHOAMEPUMKAHCKMX TaHLEBY,
y4ebHMKM « WDSF».

Tak KaK Mbl CYMTaAEM, YTO NapaTaHLbl ABAAIOTCS
OOHMM M3 HamnpaBfleHUM TaHLEeBalIbHOro CropTa,
cnegoBaTeNlbHO, Mbl MMeeM MpaBoO OpaTb B KadecTBe
TeopeTnyecKoro Martepuana eyHOaMeHTalnbHble TPyabl
BblLLUEYKa3aHHbIX aBTOPOB.

[JokaxkeM, 4TO mMapaTaHubl 9BAAKOTCA OOHUM U3
HampaBNeHUM CNOPTMBHbIX 6GanbHbIX TAHLEB WUAM MOTYT
MPUMEHATb MPUHLUKMMNbI TaHUeBaNlbHOro criopta. Onsa
Hayana onpefenrMm XapakTepHble 4YepTbl CMOPTUBHbIX
GanbHbIX TaHLUEB: CTaHOAPTM3UPOBAHHAA MporpamMma
TaHLUEB; COOTBETCTBEHHOE K HUM  My3blKallbHOEe
COMpPOBOXAEHME; MAPHOCTb; TPebOBaHMA K KOCTIOMaM;
cucTeMa oueHuBaHUa (Hanpumep, ckenTuHr (Skating)
cucTema) BbICOKOKBaIMPUMUMPOBaHHAA  cydenckas
KOnnerns, opraHvsauma npoBefeHua  TYPHUPOB;
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pasgeneHmne CropTCMEHOB Ha KaTeropummn no BO3pacTy,
Kflaccy TaHLeBaHMA; onpeneneHHbi BMAO TaHLLEBATbHOM
NMoWwagKM NapKeTHoOe NoKpbITHE.

PaccMOTPUM xXapaKTepHble MPU3HaKKM MapaTaHLEB.
Bo-nepBblx, nmeetcs CTaHOAPTU3NPOBAHHAaA
nporpamMma TaHLUEB:

— eBpornenckad, B KOTOpyK BxoOAT MeafieHHbIN
Ba/nbC, TaHro, BEHCKWMWM BanbC, MeafieHHbI (GOKCTPOT,
KBUK CTer,

— NnaTuHoaMepUuKaHckaa: camba, 4Ya-ya-4ya, pymMba,
nacogo6nb, OXKams;

— dpucTann/woy — nocTaHoBKa TaHL,a Ha CBOBOOHYIO
TeMy U Xopeorpadumio OINTENbHOCTbIO 0 TPeEX MUHYT. K
Ka)XOoM nporpamMmMe HeobXxooMMOo COOTBEeTCTBYyloLlee
MYy3blKaslbHOE COMPOBOXOEHME.

Bo-BTOpPbIX, A9 Ka)XOoM MnporpamMmbl TpebyeTtca
co3faHune onpeneneHHoro XyooXecTBeHHoro ob6pasa
yepes KOCTIOM, MaKUSHK U MPUYECKY.

B-TpeTbmx, MO napaTaHuaM MNpoBOOATCA TYPHMUPHDI
obnacTtHoro, pecnybnMKaHCKOro, MexayHapoaHoro
CTaTyCa, rAe YYacCTHUKKM MPOXOoOAT KnacCMdMKaLMo Ha
cTerneHb 0eecrnocobHOCTM.

B-ueTBepTbIX, B nporpamMmme TYPHUPOB
NCMONMHUTENMN COPEBHYIOTCA MO KAaTEropmsam: cono, Oyo,
KOMOMW.

B-naTbiX, cygoenckas oueHKa OCyLlecTBasgeTcs Mo
MEXXOYHAPOOHOW CUCTEME CKEUTUHT.

B-wecTbix, MpoBeOeHMe TYPHUPOB MPOXOoAUT MO
npaBuaM MexayHapoaHon opraHm3saunm WDSF.

NMpuBeOoeHHble &aKTbl YKa3biBalOT Ha BEePHOCTb
HalLlero yTBepPXXAeHUS, YTO NapaTaHLbl 9BAFIOTCA OOHUM
M3 HanpaBfieHUW pPa3BUTMA TaHLUEBANbHOIoO cnopTa.
BBuaoy 3Toro BCA TEPMUHOMNOMMA, B OCOBEHHOCTU
Ha3BaHWA GUIryp, AOMHKHA MMETb aHIMMMCKOE Ha3BaHMe,
MO WCTOPUMYECKU CMOXKMBLUMMCA KaHOHaM MepBbiX B
MUPE  MeXOYyHapOoOHO  MPW3HAHHbIX  AHMIMMUCKNX
crneunanmcToB Mo CMOPTUBHbBIM GanbHbIM TaHLLAM.

Mbl npegnaraeM, nepeHaTb TabnuuyHbIM  MeTon,
onmMcaHusa dGUryp, a Takxke TEPMUHOSOMMIO C adanTaumemn
K cneymdmke napaTaHLEB.

MeToabl nccnepoBaHud. pn HanMcaHMKM PaboThl
aBTOPOM OblIM  MUCMOMNb30BaHbl MeToAbl HAay4HOro
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MO3HaHMg, TakKMe Kak HabnwogeHue, CcpaBHEHME,
aKcnepmMeHT. OCHOBHbIMU TEeOpPETUHECKMMU METOLAMM
OAHHOIMo HAay4YHOro nccnegoBaHMa ABNAOTCA OeayKuma,
aHanus, CUHTES. MeToponormsa nccnegoBaHUe
OCHOBbIBaeTCcH Ha COMOCTaBUTENTbHOM aHanuse,
MPaKTUYECKOM OMbITe U MeToae TabAMYHOro onmcaHmA.

O630p NuUTepaTyps no Teme. B craTtbe
Mcrnosib3oBanacb MHopMaumnsa m3 MHTepHeT-pPeCcypCoB:
NpaBUTENbCTBEHHbIM  canT egov.kz  «Ctatba 06
YCTAaHOBNEHUM MHBANMOHOCTU» [1], cTaTbsa NpuyeHko C.B.
«[MapaTaHLUbl — CMOPT, KOTOPbIN MEHAET XXU3Hb» [2], canT
MeXXOyHapOoLHOro Napao/IMMMUMCKOro KOMUTETA CTaTbs
«History of Para Dance Sport» [3]. Takke 6bin
MCMONb30BaH MeToamyecknin cbopHMK CMmMpHoBa T.B.
«TaHUyMTe C  HaMu»  [4].  VIHTEPHET-UCTOUYHUKMN:
MPaBUTENBCTBEHHbIM CaUT gov.kz «OT4eT MUHUCTPA
KYNbTypbl M CNopTa nepen HaceneHmnem» [5], MUHTepHEeT-
sHUMKNoneama (ctatba «CrMOPTUBHbLIM GanbHbIM TaHeL»
[6]). Takyke Mcnonb3oBaHbl y4ebHMK XoBapa I «TexHurKa
MCMONTHEHUS €BPOMNENCKMX TaHLLEB. Me1eHHbI Banbc n
OCHOBHbIE NMPpUHLUMNbI» [7], yduebHnk Bussoletti L., Vulic T.
WDSF «Viennese Waltz» [8], MuxannoBa-CMonbHAKoBa E.
C. «CTapuHHble H6anbHble TaHLbl. 2MoXu Bo3poxxaeHna»
[9].

Pe3ynbTaTthbl nccnepoBaHuda. OTIMYMTENBHOM
OCODOEHHOCTbIO MapaTaHLUeB daBAFeTca TO, YTO TaHUOoP
MCMNONMHAET OBMKEHUA HA KOJIACKEe. DTO 3HAYUT, UTO
cneumdmnka MCMNONHEeHMS OyoeTr  TakoBOW,  4TO
HeobxoOMMO Yy4MTbiBaTb BEC, MAHEBPEHHOCTb, BW[A
KOMTACKK, @ TaKXXe CTeENeHb TpaBMbl WCMNOMHUTENS.
[HanbHenlee paccMOTpeHMe ObLIMX XapaKTepUCTUK
6yneT OTHOCUTENbHO OeecrnocobHOro McronHuTena -
MY>U4YMHbl  (KONFCOYHUMK — gama). BaxHbiM 014
MccnefoBaHMa 9BNAETCH YCTOBME, UTO MCMNONMHUTESNb Ha
KOMACKe He MMeeT TPpaBM MO3BOHOYHMKA, @ JIMLUOM C
OrpPaHNYEHHbIMU BO3MOXXHOCTAMUM CTan MO MpPUYUHE:
HenoeecnocobHOCTM HUKHUX KOHeYHOoCTeW,
3aboneBaHUM UM OPYrMX MPUYUH. Mbl nNpugaem
OAHHOMY  3aMedyaHuto  ocoboe  3HadeHue, ON4
BO3MOXXHOCTU BbICTPaAMBaHUA TaHLLEBANIbHOMW MO3ULMW,
OMMCaHMA OCHOBHbIX MPUHLMMOB B 0Opa3L,0OBOM BUAE.
PaccMOTpUM 0bLIME XAPaAKTEPUCTUKM Yepe3 TaHel,
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«MepffieHHbIM BanbC». B JaHHOM ciydae onmcaHue ansa
MOMOXXEHMA KOopryca [OeecrnoCcobHOro WMCMonHMTeNs
OyneT aHanorndHbiM, Kak B y4ebHuKe Nam XoBappga. Yto
KacaeTca mMapTHepa KOMACOYHMKA, TO MO3BOHOYHMUK
OO/XKeH 6biTb BEPTUKaNbHbIM M CTPEMUTLCA OT KOMYKMKa
M 0O mocfiegHero No3BOHKa BbITAHYTbCA BBepX. Kopnyc
OO/I>KeH OblTb Ha BEPTUKANbHOM NMMHUK LIeHTpa KondacKe.
[lofmkHa 4yBCTBOBATbCA MbllLeYHaa MoaLepyKKa Ha
YPOBHE Tannu, N1ONaTKM CTPEMATCH OMNYCTUTbCHA BHM3 U B
CTOpPOHY [Opyr OT napyra, nnedn paccnabneHbl Ha
HOPManbHOM YpPOBHe, 6e3 Hanpsa)eHna B rpyau, Les
BbITAHYTa, MONOXXEHWe roNoBbl crierka BfeBo. Kongdcka
OO/IKHa OblTb OTperynmpoBaHa TakMM o6pa3oMm, YToObl
OHa MorJla CTOATb Ha MecTe 6e3 nepeKoca.

MocTaHOBKA MO3MUMKM PyK B Mape Takxke Oyaer
y4nTbiBaTb OCOBEHHOCTM CcreundUKKM MapaTaHLeB.
KOHTaKT B IEBOWM PYKE — «3aMOK» — COXPaHAETCs, KOHTaKT
B MpPaBOW pyKe — Ha Npearnsedbe y 060Mx MapTHEPOB.

OnpefenmB OCHOBHble MPUHLUMbI MOCTaHOBKM
Koprnyca K Mo3MuUMKM B Mape, Mbl MOXEM MepenTn K
pacCcMOTpeHUto 6a3oBOM GUNypbl: «3aKpbiTaa NnepemMeHa
c neBom Horu» («Left Foot Closed Change») c agantaumemn
onsa nap komoéu B Tabmue Nel.
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Myz:zmna (Standing)
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1 | JTH masan HE Cnanoi K mpaeoit | B/n Haummafire | Heboge- |BE |1
JcC CTOPOHE mogBeM B | mmpeHal
KOHIE 1,
BIIC
2 |IIH & cropony | H Cnaroi K npasoit Tpoaomsait BII | 2
H HEMHOTO Jc CTOPOHE Te MOTBEM
HAZAT Ha 2
3 |JH HE Commaoi K mpasoit Ipogomxai BII | 3
NPHCTABIASTCA (] CTOPOHE TE MOTBEM
uIIH Ha 3
Crmaenne
E KOHIIE 3
Jama (Wheelchair)
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1 | Jlpmone JBn Jrmom JC | K opagoit | [Ipavas | b'm | KIT | Hebomem | Ba |1
CTOpOHE | JHHEEA oceHa l
2 | Jempen JBn Jemom JC | K opaso#t | [Ipavas BI |2
CIOpOHE | MHHEEA
3 | JIzmpem JBn Jrmom JJC | K opagoit | [Ipavan BII |3
CTOPOHE JIHHEA
IpeqmecTEy IO GHIYPEI
#3ARPEITAA NepeMeHa ¢ Npasoi HOTHY HA3aT
TMocaegyromme HHIYpsI
#3ERPEITAA NepeMesa ¢ NpasoH HOTHY HAsam
3ameuaHHT
Jamryio hHETVpY Tak Fe MOEHO HCIOMHATE B HANPAETSHNH 00 «J[HEHE TaEmas

«ITocTpoeHHe K MAPTHEPY» — HA mare 2-3 MOMeT ORITE «F IeE0H cTOpoHE)

Ta6nuua 1. «3akpbiTas nepemeHa c J/1H» Hasaa
(«LF Closed Change» backward)

Mpuv TabAMYHOM OMUCAHUU TEXHUKM MUCMONTHEHUS
duUrypbl MCronb3oBasniMCb cregylolime CcoKpalleHuda,
KOTopble 6bl MNpeasioXXeHbl aBTOPOM OS9 B Mape
KOMBU:

O - nama / oBa — B onucaHuu paboTbl KOmec;

MK - NpaBoe Koneco;

JIK — neBOe Koneco;
OBn - nBa Bnepen (Mpu onncaHnm paboTbl Konec),

OH3 - 0Ba Ha3aa (Npwv onmcaHum pPaboTbl Konec);
MkBn - npaBoe Kofeco Bnepen (Npw onmMcaHum

paboTbl Konec);
JIKBn - neBoe Kkosieco Brieped (Mpuv onmcaHum

pPaboTbl Konec);
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MKH3 - npaBoe Koneco Hasan (MpW onMMCcaHMK
pPaboTbl Konec);
JIKH3 - neBoe Koneco Ha3apg (Mpwv onMcaHmm paboThbl

Konec);

HM - Ha MecTe (Npu onmcaHmm paboTbl KONEC);

B/n - 6e3 noBopoTa (MpW OMUCaHUU CTerneHu
MOBOPOTA).

N3 MNPaKTNYeCKOro OoriblTa aBTOpPa, B Ta6J'Il/ILI,y TaKKe
BHeCeHa clieayroluad TePMMMHONOIMNGA: ITnuowm; CnmHowm;

MpaBbiM 6GokoM; JleBbiM 6GOKOM — MpW OMUCaAHUU
no3vuMM  Konackn. OMUCbIBAETCA KaKOM CTOPOHOWM
OBWIraeTcsa KOMACKA: NMUOM — nepegHen CTOPOHOM

KOMACKW, CMIMHOM — 3adHEeW CTOPOHOWM KOJIACKM U TakK
nanee. B KonoHke «[lOCTpoeHMe K MapTHepy»
OMMCbIBAETCA [MMOCTPOEHMNE MYXXUUMHbI OTHOCUTESIbHO
napTHEPLWW, HAaNpPUMepP, «K NpPaBon CTOPOHE» — NapTHeEP
C NMPaBOW CTOPOHbI MapTHEPLLW.

3akno4vyeHue. B pgaHHOM paboTe, Mbl OCBETUNU
npobnemMy HeobxoaMMOCTM OMMCaHUA TeopPeTUYEeCKoro
MaTepmana onsa NCNonHUTENnen napaTtaHLUeB.
MNpegonoxxunnm cBoe BUAOEHME pa3pelleHnsa OaHHOM
npobnemMbl C MPUNOXeHUeM TabnMYHOro onucaHud.
MNpoBepwnM Ha NPaKTUKE OMMUCAHHbIE HAMW MPUHLUIMbI U
y6eannuncb B X apPeKTnBHOCTU. C pe3ynNbTaTOM MOXKHO
O3HaKOMUTbCA, Nepenga Ha Puc. 1.

PaboTa B J@HHOM HaMpaBfiEHMN HaM MHTEpPEeCHa U
oynoeT npoaBuraTbCa Brnepen B AalbHEeMLMX HayYHbIX

TpyaaxXx.

Puc. 1. «3akpbiTas nepemeHa ¢ JIH» Hasaa.
(«LF Closed Change» backward)
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©OHEP MEHE)KMEHTI
ART MANAGEMENT
MEHEO)XMEHT B UICKYCCTBE
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LoepibaeB Meviip XXy/1abi13y/1bl’
'Ka3axckas HALUMOHA/IbHAS QKAQAEMUS XOpeorpapmm
(AcTtaHa, KasaxcTaH)

POJIb APT-MEHEO)XMEHTA B MY3blIKAJTbHOM
LLOY-BU3HECE MEUO)XOP-JTIEMBJIOB!

AHHOTaUUA

JaHHQs CcTaTbs pPACKPLIBAET OCHOBHbIE QYHKLNKM aApT-
MEHEMKMEHTA B My3bIKA/IbHOM LLIOY-6M3Hece Ha rpumepe
AOEATe/IbHOCTY  KPYMHEMLINX MUPOBBIX MY3bIKASIbHbBIX 1€16/108.
MpakTnyeckasa LIeHHOCTb npeaaraemMon MHGPopMaALINMN
30K/1KOYAETCH B BO3MOXXHOCTU MPUMEHEHMNST 3apyH6EXXHOro ornbITa B
LesigxX BbIBEAEHMS MECTHOM My3bIKA/IbHOWN WHAYCTPUM HA HOBbIM
YPOBEHb PA3BUTUA. HOBM3HA HALLEro MccriegoBAHMS 3AK/1I0YAETCS
B PACCMOTPEHMI [POLIECCOB POM3BOACTBA U AUCTPUOLIOLINN
MY3bIKQ/IbHOIO  MPOAYKTA  CKBO3b MPU3MYy  MAPKETUHIA U
coumasibHoW  Mcuxosormm  — BeAb  MMEHHO  MOHUMAHUeEe
MOTPEBHOCTENM U HYXKO MOTEHUMA/IbHbBIX MOoTpebuTenieyr oT/in4aeT
HEe3aBUCUMOE MY3bIKQ/IbHOE WCKYCCTBO OT My3bIKA/IbHOMO LLIOY-
6usHeca. Menigxxop-1enbsibl — 3T0 6peHabl KPYMHENLLINX KOMIAHNM,
KOTOpble 3AHMMAIOTCH BCEMUKN MHOIMOCTYNeHYATbIMM [1POoLEeCCaAMM
CO34QHUSA U MPOABMXKEHNS AYANO-BUACONPOAYKUMKN. MIMEHHO Ha
npumepe OedTesibHOCTU 1enb/I0B MOXKHO Haumbosiee pa3BepHYTO
PACCMOTPETH BCE TOHKOCTU MY3bIKA/IbHOIO LLIOY-6M3HeCA.

KnoueBble cnioBa: (ioy-6U3HeEC, MeunaKop-71enbbl, apT-
MEeHEAXKMEHT, MY3bIKA/IbHAS MHAOYCTPUS.

Loapi6baeB Meviip Xynabi3ybl’
'"Ka3aK YATTbIK XOpeorpadmsa akaaeMumschbl
(AcTtaHa, Ka3aKCTaH)

MENOXXOP-NNEUBNOEP MY3bIKAJbIK LLOY-
BU3HECTElNN APT-MEHEI)XMEHTTIH POI

! Metimxop-ie0iin — aHra. — major label -
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AHHOTauuq

byn makana enemgeri eH ipi My3bIKAblK fenbgepaiH
KbI3METi  MbICA/1bIHAC My3bIKQ/IbIK — LWOYy-6u3HecTeri — apT-
MEeHEeMKMEHTTIH Heri3ri QyHKUWUSAAPbIH — aQuiaabl.  ¥CbIHbITFQH
QKMApPQATTblH  MPAKTUKA/IbIK — KYHABIIBIFI  XKePriiKTi  My3bIKA
MHOYCTPUACHIH OAMYAObIH XXAHA AeHreiHe LWbiFapy MAKCATbIHOA
werengik ToXKipMbeHi| KosigaHy MYMKIHAIrHAe. bi3aiH
3epTTeyiMi3fiH XXAHQ/IbIFbl MY3bIKA/IbIK ©HIMAI ©HOIPY XXoHe TapaTy
npoLecTepiH MAPKETUHI MeH 9/1eYMETTIK MNCUXOIOrMS MpPu3Machl
QPKbIS1bl 3ePTTEYAE XKATbIP — TYATEN KEIreHAe, TOYesICi3 My3bIKA/IbIK,
eHepAal  My3bIKQ/IbIK — LUOYAQH  epeKLUeIeHAIPETIH  aseyeTTi
TYThIHYLWbIIAPAbIH KOXKETTINIIKTEPi MeH KOXXeTTI/TIKTepiH TyCiHy.
6usHec. Mengxxop-nenb6rgep - aAyauo >xoHe 6eriHe eHIMAOepiH
JKACQY XKOHE XKbIMKbITYAbIH 6Qp/IbIK KOr CATbl/bl rpoLecTepiMeH
QUMHAbICATBIH ipi KOMAQHMAAAPAbIH 6peHATepP . Byl My3bIKA/IbIK
Loy-6u3HeCTiH 6QapriblK Kblp-CbiPblH TOJIBIKTAM KQPACTbIPYFQA
60/1aTbIH NenbrigepaiH Kbl3aMeTi MbICA/lbIHAA.

Ty#iiHgi cespmep: Lioy-6U3HEC, MevmKop-nenbrngep, apT-
MEHEIXKMEHT, My3bIKQ MHAYCTOUSACHI.

Daribayev Meiir Zhulduzuly’
'Kazakh National Academy of Choreography
(Astana, Kazakhstan)

THE ROLE OF ART MANAGEMENT IN THE MUSIC
SHOW BUSINESS OF MAJOR LABELS

Annotation

Current article discloses principal functions of Arts
Administration in music industry on the example of World biggest
labels’ practice. Practical evaluation of the proposed information
lays in an opportunity to apply foreign experience in order to
develop local music industry. The novelty of our investigation lies in
consideration of production and post-production processes of
musical product through the prism of marketing and social
psychology - after all exactly an comprehension of potential
customers’ needs and wants differentiate a pure music art from
musical show-business. Major labels — are the brands and trade
marks of the biggest companies, engaged in all multistage
production and post-production processes of musical and video
products. Precisely on the example of Major label activities it is
possible to descry all the subtleties in musical show-business.

Key words: show-business, Major labels, Arts Administration,
music industry.
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BBepneHue. TexHonormnm yrpasneHuna B
COBPEMEHHOM  My3blKallbHOM  LWIOy-bM3Hece - 3TO
OFPOMHbBIN MepeyYeHb MPAKTUYECKUX OOCTUXKEHWUN, He
MONYYMBLUMX OOSMKHOMO TEOPETUUYECKOro OCBeLLeHMUS.
My3blKanbHbIM WOY-6M3HeC KasaxcTaHa, B 4aCTHOCTH,
Hy>kgaeTca B 6Gonee KOHLUEeNTyarlbHOM OCMbICIeHNMN
3apyberXkHbix MoOenem m B UX TMPUMMEHEHUM Ha
oTeyeCTBEHHble  peaniMm C  Yy4eTOM  JTOKaSlbHbIX
0COBEHHOCTEN PErMnOHa.

MeToabl nccnenoBaHUS. [1/19 KPaTKOro 3KCKypca B
KOHTEKCT pPas3BUTMA My3blKallbHOWM WHOYCTPUM HaAMMU
MCMNOMIb30BaH WUCTOPUYECKMW MeTod, OS19 PaCKpbITUA
CYLLHOCTM LWOoy-6M3Heca MNMpUMeHeH MeTon OedyKuuwu.
ana ornmcaHms yCTpOWCTBaA MenaXop-nemnbnos
NMPUMeHeH MeToa MoOEeNTNPOBaHMA.

O630p nuTepatypbl nNo TeMe. JluTepaTypa,
ocBellatollasg 0CoO6eHHOCTU UHOYCTPUM pPa3BledYeHnn n
ee My3blKallbHOro CEKTOpPa, B OCHOBHOM MpeacTaBfeHa
AHINOA3bIYHBbIMKW  UCTOYHMKaMK:  3T0 R.  Shuker
«Understanding Popular Music» [1], N. Postman
«Amusing Ourselves to death» [2]. Becbma nonesHom um
MHPOPMATUBHOM B OTHOLLUEHMWN TOHKOCTEM aBTOPCKOrO
MpaBa Ha MHTeNNeKTyalbHYO COOCTBEHHOCTb BbICTyMNaeT
KHMra X. bowepa «Copyright in the music industry» [3].
Pyccko§3bldHble WUCTOYHUKKM O My3blKallbHOM  LLOY-
OU3Hece 3aTparMBatoT BOMPOChI MCUXOIOMMN MMMMOKA Y
BenobparmHa [4], pacKpbiBatlOT HEKOTOpPble CeKpeThl
npomnsBoacTtea y [oBrana [5] M onuvcbiBatOT UCTOPUIO
npuxoda B npodeccunto My3blKalbHOMo Mpogroccepa y
AnseHwnumca [6]. CyllecTByeT TakK)Xe KHWUIa, KOCBEHHO
3aTparmeBarolLlasg M UHOYCTPUIO pPasBfievYeHUn, U CcaM
My3blKaNbHbI  WOY-OM3HEeC  HenocpeacTBeHHOo, —
y4yebHoe nocobue T.ABaHecoBoM — «KynbTypHO-
OocyroBas pgeatenbHocTb» [7]. OnucaHme npodeccum
«MEHEYKMEHT» MOXXHO HaAMTU B y4eObOHbIX Mocobunax M.A.
AdoHacoBow [8], J1.M. Bazasnyukow, FKO.B. J1biceHKoO[9].
CyuwiecTtByeT TakXke KHUIa
C. KopHeeBoM «My3blKanbHbIM MeHemMKMeHT» [10]
yoensawuwas BHUMaHWE HenocpenCTBEHHO creundurke
MY3blKaJIbHOMO MeHeOXKMeHTa.

Pe3ynbtaTtbl uccnepoBaHusl. ApT-MeHe)KMeHT —
CpaBHUTENbHO Monofada npodeccusa, 3agencTBOBaHHaA
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B OMPOMHOM KOMWYEeCTBE CaMbIX pPa3HOOOPAa3HbIX
HamnpaBleHUM MCKYCCTBa. B aTUX BapmauMax eCTb Kak
obLlMe YepTbl, TaK U KoYeBble OTINYMG, TpebytoLllme oT
apT-MeHemKepa npuobpetTeHna  OOMNONMHUTENbHbIX
3HAHUIM, YMEHWMM N HaBbIKOB. My3blKabHbI LLOY-O6M13HEC,
B CBOWO o4yepedb, — €9BAeHUWE  4Ype3BblH4aMHO
MHOTIOM/1aHOBOE.

Ob6palasacb K caMOMy TMOHATUIO «LLIOY-BM3HECH,
MOYHO 3aK/OUYUTb, UTO €ro UCTOKM 3apoan/inNCh eLle B
APEeBHEM MUpe (QHTUYHbIM TeaTp, 6oM rMagmMaTopoB), rae
3penuiHble  MaccoBble  MeponpuaTtusa aBnasnCb
HeoTbeM/IEMOM 4YacTbio KynbTypbl Ntoboro Hapopa. C
TeyeHneM BPEMEHMU pa3BevyeHmns MEHANCD,
COBEepPLLUEHCTBOBANMNCh, HEKOTOPbIE U3XKMBaNK cebqa, HO
MoYTW Bcerga Ko4eBbiM GaAKTOPOM 3TUX MeTaMopdo3
CIYXXUI KYNBTYPHbBIM U HAYYHO-TEXHUYECKMIM Nporpecc.

B KOHUe KOHUOB pa3sB/iedeHune  Mnosiyumno
BO3MOXHOCTb pPa3BepHYTbCA B MacliTabbl MHOYCTPUMU
TOMbKO nocne n3obpeTeHmni, MO3BONSAIOLLMX
3HAUYUTENbHO  PaCLIMPUTb  KPYr  MNOTEHLUMANIbHbIX
noTpebutenemn, B ciydae My3sblkm — paguo (1872 rog —
MmaTeHT aMepPUKaAHCKOro nccrnegoBartens ManoHa Jlymumca
Ha 6ecnpoBOOHYO Nepenadvy 31eKTPUYECKOro CUrHana)
M TexHonormm rpam3anmcu (1890-e rogbl — nepuon
MepBbIX CEPUMHbIX MMACTUHOK AMaMeTpa 6,89 OoMMOB).
MIMEHHO Moce 3TUX M30O6peTEHUIN MPOU3OLLIN MepBble
BaXXHble  MepeBOpOThI B MYy3blKa/IbHOM MUpe,
Mo3BONMBLUME CHOPMUMPOBATL MYy3blKaNbHbIM  PbIHOK
dm3nyeckmx Hocutenen. My3bika Mofiydmna ogHy w3
rNaBHbIX 4epT Om3Heca — HanmMyme MoslyrnacCuBHOIO
noxoda - eguMHOXObl  MPOU3BEOEHHbIM  MPOLYKT
TpeboBan CpaBHUTENbHO HEOOMbLLUMX BMIOXXEHWM 19 ero
CO3[aHuea, OLOHAKO TUPAKMPOBAHME UM BO3MOXKHOCTb
ONCTPUOBIOLUMKM  Ha  LWLUMPOKME MacCbl  MO3BOMUMU
3HAYUTENbHO YBENMUYUTL [OXOObl BCeX YYaCTHUKOB
MY3blKanbHOW MHOYCTPUN.

My3blKasbHbIN Loy-6bmsHec - 3TO
HernocpencTBeHHas 4acTb obuen MHOYCTPUN
pa3BriedeHn. CaMoO 3TO MOHATME COCTOUT U3 Tpex
YacTen — «My3blKa», «LLIOY» N «Bn3HecC». My3blka B JaHHOM
cnyyae npeacrtaBndetr ceba obnactb, B KOTOpPOM
ocyllecTBNaeTca OeATEeNIbHOCTb; Woy — dopMaT 3ToMU
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0eaTenbHOCTU; @ caM BKM3Hec, cornacHo oKchopacKoMy
CMoBapto, — 3TO HeuTo, H9BAFlollEeeCad WUCTOYHMKOM
goxopda,  Aenosoe npegnpuaTme. My3blKanbHbl
MaTepwman — 3TO NILLb OCHOBHOE «CbIPbe», MCMOMb3yeMoe
npeaonpuatmem. [nga Toro, YTobbl MaTepman cTasn YacTbio
My3blKaNlbHOIo LLOYy-6U3Heca, HeobxogMMo O06aBUTb
elle [OBe cocCTaBnAgdtllee: «LWoy» MOoApasyMeBaeT Mog
cob0oM MacCOBOCTb, 3PeMNLLHOCTb; a «6M3HeC» BK/ItOYaeT
AaHAUTUKY PblHKA, MapPKETUHIOBYK OEATENbHOCTD,
couManbHyto MNcuxonoruto. PasymMmeeTcs, Kaxgoe u3
BblLLEOOO3HAYEHHbIX MOHATUM KMMeeT Kyda Oonee
rnybokoe cogepykaHuWe, OofOHaKOo [daHHaa cTaTba He
npecnenyeT Leny BCeLeno PackpblTb MX BCE — OHU NTNLLb
HeobxogMMbl ona obulero 03HAaKOMMIEHUA C MOHATUEM
«MY3blKanbHbINA  WOY-6U3Hec». CTOUT OTMEeTUTb, 4YTO
HeCMOTpPSa Ha CBOE€ aHIMOoA3blYHOE MPOUCXOXKAEHWE, B
OOHOMMEHHOM A3blke TEPMUH «LLIOY-OM3HEeC» BrepBble
Obll NMPUMMEeHeH He B Hay4yHoW nybénukaumum, a B
cpenctBax MacCoBOM MHPOPMaLMKM, B HECKOSbKO
YAPOLWEHHOM cMbicne. O4HAaKO 3TOT TEPMUH NPYDKUICS B
PYCCKOW TEPMWHOMOMMM BO MHOroMm 6Grarogaps
OOKTOPCKOM gumccepTaumm M aganTUMpOBaHHOM  ONd
MaCCOBOro 4mTaTensad KHUIMM M3BECTHOMO POCCUMCKOrO
npoparcepa Nocnda MNpuroxmHa (n BaxTaHra
Knkabugze) — «MNonntmka — BepLUMHA LWoy-6mnsHeca» [2]. B
AHITTMNCKOM $3blke TEPMUHOM, CUHOHUMMYHbBIM «LLIOY-
Ou3Hecy», aBndaeTca cnoBoco4YeTaHme «Music Industry» —
«My3blKanibHas MHOYCTPUA».

My3blKanbHbIM LWOY-6M3HEC UMeeT COOCTBEHHbIE
3aKOHbI Pa3BUTUA, KOTOPble, MOOOOHO 3KOHOMUYECKUM
PbIHKAM, HaxXxoOATCA B COCTOSAHUKM MEPMAHEHTHbIX
n3mMeHeHmim. OgHaKo gake B 3TOM U3MeHYMBOM BU3Hec-
CEKTOpPE BCe e eCTb HeKOoTopble «MOCTOAHHbIEY.
MpwnBegeM npmMep. My3bikanbHaa MHOYCTPWA, B LLENOM,
BCerga pgenunacb Ha ABa OCHOBHbIX MpOLEcca: camo
MPOM3BOACTBO W [OanbHenwas agucTtpubbtouma. B
AHI10A3bl4HOM TEPMUHONOTUNM 3TU MoHATUA
o60o3HavalTCa Kak «MNpodakLliH» (aHrn. - production) m
«MOCT-NpodaKLWH» (aHrn. - postproduction). N npouecc

NpPoOn3BOACTBA, YyTOo npoLecc ANCTPUOGBIOLINM
MY3blKaNbHOIO npoayKTa Hy>XOatoTcs B
KINMEHTOOPUEHTUPOBAHHOCTMW. Takke Ba)XHOM
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«KOHCTAHTOM» My3blKallbHOTO LLOY-6u3Heca Bcerga 6bina
M OCTaeTCa KIMEHTOOPUEHTUMPOBAHHOCTL: KeM Obl U
KakMM 06pa3oM My3blKalbHbI  MPOAYKT HKM  Obin
npounsBedeH, OH CTaHeT KOMMepYecKM YCMeLllHbIM
TONMbKO  MPW  YCNOBUKM  TPAMOTHOINO  yrpaB/eHus
npoueccamMm MOCT-NPoAaKLIHA, KOTopble MOMOryT
ApPTUCTY HaWTK CBOKO ayOMTOPUIO, @ B NydLLEM crydyae —
MOKOPUTL OrpoMHoe KONMMYeCcTBO cnyLwaTenemn
MaKCMMasbHO LLMPOKOro oxBaTa.

MHaue roBops, UCKTIOUYNTENbHO TOT MYy3blKalbHbIN
MaTepuarsn, U3 KOTOPOro MOXXHO U3BMeYb MaTepManbHyO
NPWObiNb, MOXKET OblTb YaCTbiO My3blKaTlbHOW MHAOYCTPUW.
Ona  apT-MeHepkepa MOHMMaHWe 3Toro  dakTa
Ype3Bbl4AaMHO BaXXHO: OT CTEMEHU MPAMOTHOCTM OTHopPa
MnepBOHAYaNbHOro MaTepuana HanpsaMmyto  3aBUCUT
YPOBEHb ero MoTEHLMaNbHOrO KOMMepYecKoro ycrexa. K
npvMepy, OOHUM M3 MCUXONOMMYECKUX «KPIOYKOB» A4
NoTeHUMaNbHOWM  ayOUTOPUM  CTAaHOBUTCA  UMKMOXK
MCMONMHUTENSA: MpWBeKaTenbHble 06pa3bl Ha YPOBHE
MHTYWTUBHOIO BOCMPUATUA MPUHUMAOTCA MaccaMu
Kyoa ©6onee oOxOTHO. VIMEHHO MO3TOMYy TBOPYECTBO
aNaTaXKHbIX pPOK-3Be3[ OXOTHO noTpebndeTcs
obulectBOM cB0OH60OOMOOMBBIX OyHTApen, a HeXHble
Monoable AOeBYLUKM MOMOMAHAT paabl MOKITOHHMKOB
6omn3-6eHOoB % npuBneKaTenbHbIX neBLOB,
MCMOMHSAOWMX POMAHTUYECKME KOMMO3ULMN.

MNpoeKTHOMY MeHedXKepy OTAEbHOIro MCMOMHMTENS
BaXXHO MOHMMaTb, 4YTO Kapbepa B My3blKaslbHOM
MHOYCTPUM — TO HE AaBTOHOMHO B3ATOe My3blKalibHOE
TBOpPYECTBO. JTO KoHUenuuma obpasa, UcTopuu,
3MOLMOHANbHOro n CMbIC/TOBOTO nocbIna,
4enoBeYyecKoro OTHOLUEeHMS K JIMYHOCTM apTUCTa, ero
maeanam, M TOMbKO MOTOM — KayecTBa My3blKalbHOWM
CoCTaBndaoLLEN BCEro NMYHoro 6peHaa My3sbliKaHTa.

YTo e KacaeTca My3blKanbHbIX NenbnoB (aHrm. —
«label» — aTMKeTKa, BMpPKa), TO CTOUT OrOBOPUTb, UTO CaMm
3T OpraHn3aLMKM CYLLLECTBYHOT MPAKTUYECKK CTOMbKO XKe,
CKOMbKO cyllecTtByeT  cama 3BYKO3arnuchb. Mo
onpepneneHuto, nembnbl 3ByKO3anmcm — 3TO KOMMaHUK,
KpynHble  WMAM  MeflKMe,  KOTopble  MPOU3BOAAT,
PacnpoOCTpaHAT WU MPOABMIAOT  3amMMcK  Tex
MY3blKAHTOB, C KEM WMelT KOHTpaKT. B ocHoBe
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0eaTenbHOCTU Nenbna NexxuT Npoparka NMYHoro 6peHaa
apTUCTa W BCex MpOOyKTOB, CO34aHHbIM Mo4 3TUM
6peHOoM.

KpynHbIM nenoénam 3BYyKO3amnmcum yOanochb
BbICTPOUTb Hamboriee MNOMHYK CXeMy co3daHua U
NPOOBMXEHUA My3blKalbHOro MNpoayKTa — Mo 3ToMn
npuynMHe UX  MeToObl  YyMNpaBNeHUs  TBOPYECKOM
0eaTeNbHOCTbIO ABMAKTCA OCOBEHHO MHTEPECHbIMU A4
apT-MeHemKepa. My3blkanbHbIN LLOY-OU3HEC MeNOMXopP-
nembnos, B CBOK o4yepenb, He ABNAeTCH aBTOHOMHOMN
CTPYKTYPOM — MEexaHW3Mbl ero BHYyTpeHHeWn paboTbl B
OFPOMHOWM CTeNeHn 3aBUCAT OT GAKTOPOB BHeLUHeW
cpeabl.

Ha npoTakeHWM OOCTaTOYHO MNPOAO/IMKUTENBHOIO
BPEMEHWM CUYUTANOCb, 4YTO A9 apPTUCTa nognucaTb
KOHTPaKT C NenbnoM 661510 PaBHOCUbHO OOCTUTHYTOMY
ycnexy B My3blKajlbHOM MHAOYCTPUW, OOHAKO pa3BuUTme
CeTU MHTEPHET U 2M1EKTPOHHbIX TEXHOMOMMIM BO MHOIOM
YyAPOCTUAM MyTb apTUCTa K ycnexy un 6e3 nenbéna
3BYKO3amnmcK, ogHako nenbnbl Mo cen OeHb urpatoT
OrPOMHYIO POJSib B MUPOBOM MY3blKalibHOM MHAOYCTPpUK. B
YaCTHOCTM, OCOBEHHO CU/bHbIMKM OCTAOTCA aACMEeKThI
yNpaBneHus 1 NPoaBMHKEHUS.

YnpaBneHuam nembna HeobxoOMMO pa3BMBaTb
obuwime cTpaTerMyeckme HaBblKM — MeHeOXXMEeHT
KpynHoro newmbna, B onpeneneHHoOM  CTemneHw,
HaNOMWHAET ynpaBfieHMe rocydapCTBOM — OH O4YeHb
MHOroacrnekTeH u TpebyeT KpanHe wWeneTuibHoro
BHMMAHUA K My3blKasbHbIM TpeHOaM. OOHaKo, 4Yem
KpynHee ydpexkoeHue, TeM 6onee genervpoBaHHbIMU
CTaHOBATCH BCe 06a3aHHOCTU BHYTPU Hero. K npumepy,
Ha TeppUTOPMM MOCTCOBETCKMX CTPaH ClOXWUNICA
CTepeoTnn O TOM, 4TO My3blkalbHbIM Npoalcep
McronHsaeT nogasnarollee 601bLLNHCTBO GYHKLMM KaK B
npoueccax Npon3BOACTBa My3blKa/llbHOro NPOAYKTa, Tak
M B MpoLeccax ero NpoaBmKeHmMa. 9To MHeHe aBnaeTca
OWMBOYHBbIM BBMAOY TOro, UYTO CYLIHOCTb Npodeccum
My3blKallbHOrO Mpoatocepa 3aK4daeTca TONMbKO B
yrnpaBneHnm npoueccamMm CO30aHUA My3blKalbHOIO
npomnssegeHmda. o cnoBaM POCCUMCKOro npoatcepa
Bapwn AnmbacoBa, My3blKalbHbIM MPoOACEeP OOSHKEH
06nagaTb HEKMM «4YyTbeM», MO3BOMAOLMM OTOOpaTh Te
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KOMMO3ULMK, KOTOopble Hambonee BEPOATHO CTaHyT
«XMTaMmu». My3blKanbHbIM Npoarcep (B aHMMOA3bIYHOM
TEPMUHOMOTUM  Npodeccmsa HOCUT Ha3BaHWe Music
production) — 3To rMaBHbIM KOOPAMHATOP KOMMO3MTOPOB
M apaH>XMPOBLLUWMKOB, YNpaBfeHel, CoO30aHNA OCHOBHOIO
NpoAyKTa  My3blKasibHOM MHOyCTpUM  —  caMom
MonynapHOM My3blKM HEMOCPEACTBEHHO.

Kak 6bl/10 yMTOMAHYTO paHee, YeM MeHbLLE pa3Mepbl
KOMMaHMM-NponsBoamnTens, TeM 6onblue 0693aHHOCTEN
BbIMOMHAKTCA  OOHUM  NMUOM. WHbIMKM  CloBaMu,
BO3HWMKHOBEHME cTepeoTmna o) Ype3MepHoOMm
MHOIM033a4a4YHOCTM MYy3blKalbHOIO MNpoAtocepa BO3HMK
BBMAOY TOro, YTO Ha TEPPUTOPUMN MOCTCOBETCKMX CTPaH
OYeHb MNPOAO/IHKUTENBHOE BpPeMA He CyLleCTBOBao
My3blKallbHbIX 1eM6M0B, HO MPOoLLEeCChbl MPOU3BOACTBA U
NPOABUXKEHMA My3blKallbHbIX KOMMO3UMLUWIN, MNYyCTb WU
3HAYUTENbHO YMPOLLEHHbIE, HYXXOanMcb B MPaMOTHOM
ynpaBneHun. MNoatomy ¢ pasanom CoseTckoro Cotosa
019  MHOMMX  My3blKallbHbIX  MPOEKTOB  MNpoatocep
CTAaHOBMWTCS MMaBHbIM €OAUHOMTMYHbIM YN PaBeHLEM BCEMN
npodeccmoHanbHOW peaTtesibHOCTWM. Ha 3anage ke B
paMKax OedTrenbHOCTM  newbna, Bce  MPOLECCh
npodaKlWHa W NPOCTApodaKllHa OenermpoBanocb
MeXay pa3Horo popa npodeccrmoHanamMu. Ho onartb e,
CTerneHb [OenermpoBaHUa 3aBucena OT BuAa Nenbna
3BYKO3anmcu.

foBOpA O pPa3HOBUAOHOCTAX NenbnoB, MOXHO
OKOHYATEeNbHO MPONMTL CBET Ha TO, 4To M3 cebq
NPencTaBnaloT MengyKop-nenbnbl. oo onpegeneHuve
MenoXop newbnos (aHrn. Major label) mogxomoaTt Te
nenbnbl, B «pyKax» KOTOPbIX COCPeNOTOYEeHO He MeHee
10% p[poxogoB BCero  My3blKalibHOro  pbiHKa.  Ha
CEerogHsaLWHMM OeHb TAKOBbIX BCEro TPU:

1.Universal Music Group

2. Sony Music Entertainment

3. Warner Music Group

Bonbluasg TpowKa, Kak OB6bl4HO WMMEHYIT rpynny
MenayKop-nenbnoB, KOHTPONMMPYET B OOLLEW CMTOXXHOCTU
70% poxoOooB MUPOBOMO  My3blKallbHOMO  PbIHKA.
Mengykop-nembn - 2TO KpaWHe pa3BeTBfeHHasa Wu
LUMpPOKOMacLUTabHaa opraHmM3saumna, GyHKLMOHMPYOLLAS
B 6ONbLUMHCTBE SKOHOMUYECKM U KYNbTYPHO Pa3BUTbIX
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CTpaH MM pa. «3BYyKO3aMnumcbiBatoLLMe KOMMaHMM
npeacTaBnaoT cobor MaTpeLllKM-KopropaLumnm, BHYTPU
KOTOPbIX MHOXeCTBO GUPM MoMeHblie. [lonydaeTcs
Takowm KOHFMoMepaT U3  [OeCATKOB KOMMaHUN,
cneunanm3npyroLLnXcs Ha My3blKe Pa3HbIX
HampaBneHMn. Bo rnaBe  KOHrNoMepata  CTOMUT
poOuTenbCcKasad KOMMaHUSA, KOTOpPOM nogdvmnHeHa nneana
OONbLLNX N MAaNEeHbKMX OoYEePHUX dUpM» [3].

K npumepy, rnaBHbi wTtab Universal Music Group
pacnofiaraetcd B ropoge  CaHTa-MoOHWKa, wTaT
KanndopHuma, CLUA, a KoMnaHua-yudpeoutens (Vivendi)
nokanusnpoBaHa B MNMapwke. OgHaKo 3TOT Nenbn Takke
nmeeT dunmansl B Fonnmeyne, ByoeH-Xunnse, Manamuy,
HawBwnne, Hbro—|7lop+<e, Magpwuaoe, JlIoHOoHe, bepnuHe,
BapwaBe, TOpOHTO, a TakKe B ABCTpanuu, bpasunnuu,
dpaHumn, NHounm, bonbwoM Kutae, dnoHumM, HoBowm
3enaHgunu, Poccumn, KOxxHom Adpurke mn KOxxHom Kopee.
Universal Music Group €BN9eTcsd He TO/IbKO CaMbIM
BAUATENbHbIM TeMbnoM «BonblIOM TPOMKKM Nenbnos
3BYKO3aMmcK», HO W TaKXKe KpyrnHenwem MmnpoBomn
GU3Hec-opraHM3aumen.

NoyeTHOE BTOPOE MEeCTO B TPOMKe 3aHMMaeT Sony
Music Entertainment, obbeguHawWwas B obLlEN
CMTOXXHOCTKM ©onee [OBYyXCOT nembnoB, U wmMeloLllada
npeacTaBUTENbCTBA B Ho/lee 4YeM COpoKa CTpaHax Mumpa.
«[JeartenbHOCTb Sony Music oXxBaTbiBaeT MPAKTUYECKU
BCe CTOPOHbI Loy-bM3Heca KM BK/KOYAEeT creaytouime
HampaBneHuna: UndppoBble M  PU3MYECKME MPOOAXKMU
MY3bIKa/IbHOIO KOHTEHTA, CUHXPOHM3ALMIO MYy3blKM O14
dnNbMOB, peKknamMbl U TB, opraHM3aumio KOHLIePTOB U
npodaXXy  UMMIXKA  apTUCTOB A4 PEeKNaMHOro
MCMONb30BaHUSA» [4].

Ha TpeTbeM MecTe pacnonioxunca Warner Music
Group, - MexxayHapoOHbIM KOHroMepaT WHOYCTPpUKU
pa3BfiedyeHMIn N 3BYKO3aMNmMCbiBatoWMM nembn, ronoBHoOM
odbnc KoToporo Haxoautca B  Hblo-Mopke, Ho
OCyLLecTBNaeT CBOK [OedaTeslbHOCTb B 0Oofee uyem
NATUOECATU CTPaH MO BCEMY MUPY.

ObLen 0COBEHHOCTbIO MenayKop-nenbnos
ABNAETCH TO, UYTO KaKAbl M3 HUX BK/IOYaeT B cebq
HeCKoNbKO NenbnoB MeHblUMX MacliTaboB. Takoe
pasgeneHme oOOOCHOBAHO TeM, YTO [MlaBHbIM Crnocob
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yBenuyeHmsa obbeMoB  Menmkop-nembna -  3TO0
nornouieHne 6Gonee MenkMx 3BYKO3arnuCbiBatoOLLMX
KOMMNaHW. [locne CnnaHUa «HOBUYKM» COXpPaHAaoT
onpeneneHHyto aBTOHOMHOCTb, BKtOYada
nepBOHa4yanbHOE Ha3BaHWEe M OCHOBHOE HarmnpaB/eHune
neaTenbHOCTU.

ans MOHMMaHUS OCHOBHbIX MEeXaHWM3MOB
ynpaBneHuna neménomM, HeobxoOAMMO MOHUMATb ero
CTpoeHMue. MpaKTnyecku Kakgoe KpyrnHoe

permoHanbHoe npeacTaBUTeNnbCTBO MengyXKop-nemnbna
MMeeT OrpoMHOE KOJIMYeCcTBO OTAefioB, 0606LEeHHO
MOKa3aHHbIX Ha PncyHke 1.

Bo rmaBe KOMMaHWK, KakK NMokasaHo Ha PuWcyHke 1,
ctont CEO (aHrn. — Chief Executive Officer — rnaBHbIN
MCMNONMHUTENbHbIN ONPEKTOoP). Mon, ero
HenocpenCcTBEHHbIM  yrpaBieHMeEM HaxoguTca Tpu
no3numn:. 3amectmteno CEO, topugnyeckmi otaoen m
otoen PUMHAHCOB. [Ba nocnegHmx aBNAOTCA
CaMOCTOATETbHbIMK BeOOMCTBaMW, He
conpmKacamwmmMca HWM C OOHUMM [LOPYrMM OTLESTOM.
3amMectutenb CEO, B cBo odepedb, B CBOeEM
ynpaBneHnM MMeeT BCe OCHOBHblIE TBOpPYECKME OTOENbI
nembna, a UMeHHO:

A&R-oTtoen
XyOoOXXeCTBEHHbIM oTaenN
OToen pasBUTUSa UMCNOoNHUTENen
KoMMepuyeckunm otaen
OToen no cBA349M € KOMMaHMaMM
tOpumomyeckmm otoen
OToen MapKeTUHra
OToen HoBbIX Meaua
OToen npoaBM>XeHUs
. OTOoen no cBs39M C 06LLEeCTBEHHOCTbIO
OTgen npopaxk

S o00NOUT AN
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Puc.l. YcTporicTBO My3biKasibHOro nevibaa

CTouT TakKe OTMEeTUTb, YTO «B UMepapxuu
3BYKO3anumcblBatoWMX PUPM, Ha CaMOM BEPXY HaxXo4MUTCs
CEO (o1 aHrn. Chief Executive Officer — rnaBHbIN
MCMNONTHUTENMbHbLIV OUMPEKTOP WM MNPOCTO AUNPEKTOP),
yrnpasngoowmm BCEMKM MpoLeccaMmnm Un  oTAeNamMu
KoOMMaHMW. Kaxxablh nembn B cocTaBe Kopropaunm
MMeeT COBCTBEHHOIO PYKOBOAMTENA, MOOYMHAOLLLErocs
CEO Bcero KoHrnomepata» [3].

NaBHOWM 06¢3aHHOCTbIO A&R (aHrn. — Artist and
Repertoire —apTUCT 1 penepTyap) 9B9eTCA NOMCK HOBbIX
obnagatenem KOHTPAKTOB. 34eCb OLEeHWMBAKOTCA OeMOo-
3anNMcn UCNOMHUTENEN U My3blKalbHbIX KOMIEKTUBOB.
«MMoMMMO Mouncka papoBaHUKM, A&R-oTOen BcA4YecKu
nooaoep>XMBaeT  UCMOMHUTENEW, C  KOTOPbIMU  yXKe
3aK/1oYeHbl KOHTPaKTbl. COTpyAHUKWM MoapasneneHms
peLllatoT, KTo ByaeT NpoarocMpoBaTh anbboM rpynnbl, U
roe oH 6ygeT 3anMmcbiBaTbCs; ULLYT MOAXOAALMX MO3TOB
M KOMMO3UTOPOB, COCTaBAAIOT TPEKAMCTbI MIACTUHOK.
JononHutenbHo A&R-oToen BbiOUpaeT mnecHu an4a
poTauMn Ha pagno u TeneBUOEHUU U OTCMexXmBaeT
yCnexm B NpoaBMXeHUM My3blkaHTa» [3].
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XyOO)XeCTBEHHbIVM OTOEeN OTBeYaeT 3a BU3yallbHOE
opopM/IEHNE PENMN30B, CYBEHMPHOWM MNPOAYKUMNU U
peKnamMHble KamnaHuu. [opaBnawoulee OO0MNbLUIMHCTBO
COTPYOHWMKOB 3TOro NnogpasneneHna — gnsamHepbol.

B cuny TOro, 4rto Kapbepa My3blKaHTa - 3TO
BPEMEHHOW MPOMEXYTOK, U YeM [o/blle OH byaeT, TeM
3TO BbirogHee AOna newmbna. [Mo3ToMy ONA Ka)goro
MOAMMCAHHOIO apTUCTa HeobxoouMMa TpaekTopusa
MOCTPOEHUA My3blKallbHOWM Kapbepbl. 9TO U ABNAANOCH
OCHOBHOW 3adayen oTaena pasBUTUS MCMONMHUTENEN,
ogHako «CornacHo gaHHbIM Music Biz Academy, B XXI
Beke B OOMbLIMHCTBE My3blKalbHbIX NenbnoB He
OCTanocCb oTOEeNoB Pa3BUTUS MCMNONMHUTENEWN.
dopMMpOBaHME OTHOLIEHMA K My3blKaHTaM KakK K
NPOAYKTY MPUBENO K TOMY, UTO TakMe noapasgeneHums
nepemmMmeHoBann B «OToen pasBuTUa NpoayKUMn»
(«Product Development»). Bmecte ¢ 3TUM M3MeHWUNCH
XapakTep paboTbl oTtoena» [3]. Takxke, ogHoOW U3
OCHOBHbIX TMPUYMNH, MO KOTOPOM MenayKop-nenbnbl
noTepsanmM HagobHOCTb B 3TOM oTaesne, 3ak/to4daeTca B
TOM, YTO MOC/ie KPM3NCA PbiIHKa GU3NYECKMX HOCUTENEN,
HaCTyMUBLLETO n3-3a Pa3BUTUS CTPUMUHIOBbIX
MHTepHeT-NNaTdopM, no Tmuny Spotify n Apple Music,
OONroCPOYHOEe MfIaHMPOBaHME Kapbepbl MCMNOMHUTENA
CTano NMpakTn4Yeckm 6ecrnosie3HbiM B CUTy HEBEPOATHOM
HEeMOCTOAHHOCTM W  HenpeackalyeMocTM  TPpeHOo0B
My3blKanbHOro pbiHKa. Kyga 6ofiee Ba)XHbIM  CTano
NIaHUPOBaHME yOa4YHOro CTapTa, KOTOPbIN Obl MO3BONUN
KaK MOXXHO CKOpee OKYMMTb BIOXXEHHbIE B MCMONMHUTENS
cpencTBa U X MPUYMHOXXUTb. PaboTa B A&R cumTaeTcqa
CaMOW MPECTMXHOM B 3BYKO3arnmcbiBatloLEN KOMMNAHMW.
Jltoon B A&R — cBdA3yloLlLlee 3BEHO Meay My3blKaHTaMM
M BCEW 3BYKO3aMnmMCbIBaOLLEN KOMMAHMeN» [3].

OCHOBHaa CyTb [OeATEbHOCTU KOMMEPYECKOro
oTaena, oTOoena MNo  CBA39dM  C  KOMMaHUGMU,
topuaOM4eCcKoro oTaena, otTaena NpoaBUMXXeHUs, oTaena
MO CBA3AM C OOLLIECTBEHHOCTbO M oOTAena npopax
MOHATHA M3 HAa3BaHWM 3TUX NogpasaeneHnm.

OTHOCUTENBbHO HeOaBHO BO3HUWKLUMM  SBAAETCH
OTAEN HOBbIX MeOMa — ero nogaBfeHune Hanpamyto
B3aMMOCBSI3aHO C pPa3BUTMEM MHTEPHET-NIaTGopM U
coumanbHbix ceTen. «OTOen oTBevaeT 3a Ntobble HOBble
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aCnekKTbl MY3bIKa/IbHOIO 6u3Heca, BKJ/ItOYaS
NpoatoCMPOBaHME U MPOABUXKEHUME  BUOEOKIMMOB
ncrnonHmtenem Ha YouTube. PaboTHMKKM NoapasneneHmsa
TakKXXe [MOMOratoT MCMONMHUTENSIM BECTM aKKayHTbl B
coumanbHbIX ceTax. [JoNoNHUTENbHO B X 06A93aHHOCTM
BXOOAUT OCBOEHME HOBbIX MYJIbTUMEOMWHbIX MOWALO0K M
TEXHOMOIMNMN, MOMOraroLmMx B MPOLBVXEHUN
MY3bIKaHTOB» [3].

HOMNONHUTENDBbHbLIM ~ UHTEPEC  BbI3blBaeT  OTAEN
MapPKeTUHIa, KOTOpPbIN HeBepPOATHO MAOTHO
B3aMMOCBS3aH C coumanbHow MCUXonorvew.
MapKeToiorm HecyT OTBETCTBEHHOCTb 3a COLMalibHbIM
ycrex My3blKalibHOro MaTepmana.

BbiBoAabl. [Mogxooa K ponuv apT-MeHeOXXMeHTa B
noeatenbHocT  nNembnoB, CTOUT  BCMOMHWTb, 4TO
MeHe)KMeHT — 3TO ynpasneHuWe. Ecnm »ke 3apatbea
BOMPOCOM O TOM, B KaKMUX OTAeNax Mengyxop-nemndna oHo
TpebyeTcsa, TO CTaHEeT O4YeBUAHbIM, YTO abCoMOTHO BCe
nogpasfeneHnsa B HeM HyxaatoTcsa. KntodeBon GakTop
3aK/toYaeTca B MNPUCTaBKe  «apT», O3Hadatollen
«MCKYCCTBO». MIHbIMKM CTOBaMuK, BCe TBOPYECKME OTOENbI
HY>KOQlTCa B COOCTBEHHbIX  ympaBnieHuax, ubo
MYy3blKaslbHOe MCKYCCTBO 6e3  ynpaBneHud 7
opraHm3aumMm nepecTtaeT ObiTb 4YacTbio My3blKaSlbHOW
NHOYCTPUN.

MNogBoOs WUTOMM, MOXHO 3aK/o4UYUMTb, YTO CXeMa
OeATeNnbHOCTU Nenbna — 3TO pe3yNbTaT KpyrnHewmLwero
MaclwTabnpoBaHMA 0eaTeNibHOCTU MY3blKa/IbHOIO
6u3Heca. Ecnn cpaBHUTb MPOU3BOACTBEHHbIE MPOLIECCHI
My3blKaJlbHOro  Woy-6bmM3Heca C  Ka3axCTaHCKMMM
peannaMun, 4Yalle BCEro MOXHO BCTPETUTb CaMYIO
pacnpocTpaHeHHYyto Npobnemy, XapaKTepHYo He TONbKO
07191 HaleW CTpaHbl, HO TaKXKe A9 BCEero NocTCOBETCKOIO
MPOCTPAHCTBA, a MMEHHO - Ype3BblYyanMHaga
MHOIro3agayHoCcTb OOHOro 4yenoseka, o0606LeHHOo
MMeHyloLLlerocs nponatocepoM. Ecnm e obpatmuTbca K
coepXaHMo Npodeccni «My3blkalibHbIM MpoAKCcCepP» B
3anagHoOM CMbIC/le 3TOro CcnoBa, TO ornpefeneHune
rnony4yaeTca cnefyroLlmMM: My3blKalibHbIM MPoaCcep —3TO
4enoBeK, PYKOBOLSLLNIN npoLueccom co3faHusa
My3blKallbHOro MaTepuana. VIMEHHO My3blKanbHOIO
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MaTtepuana, OH He MMeeT HMKAKOro OTHOLUEeHMA HU K
MMUOXKY apTUCTOB, HW K ANCTPUOBIOLMK UX TBOPYECTBA.

MHbIMW  CcnoBaMW, [NaBHbIM  CeKpeT  KPYMHbIX
KOpMNopaLuui, 1 He TONMbKO My3blKallbHbIX, 3aK/1t04aeTCs B
rPaMoOTHOM nenernpoBaHun. MoTtomy KakK
npodeccmoHan opgHow obnactn He MoeT OblTb
KoOMMNeTeHTeH abCcontoTHO BO Bcex 06MacTax, KoTopble
OXBaTblBaeT My3blKanbHbIM nenbn. Kak pesynbrat -
MPOOYKT, BbIMYCKaeMbl1  KOMMaHWen, nonydaeTrcs
MaKCMManbHO OBBbEKTUBHbLIM, IPAMOTHO OGOPMIEHHbIM
M rNaBHoe — BOCTpeboBaHHbIM.
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Mwup3aes Ackap MaHacoBumyY’
'Kazaxckasg HAUMOHA/IbHAS aKageMmsg xopeorpapum
(AcTtaHa, KasaxcTaH)

PR U SMM B APT-UHAYCTPUU

AHHOTaUMA

B HacToduen ctaTtbe wmccreqoBaHsbl metoasi PR 1 SMM B
cpepe apT-mHAOyCcTpumn Pecnybnmkn KaszaxctaH. Ha npumepe
MepPCoOHQ/IbHbBIX CTPAHML TEQTPOB B COLUMASIbHOM ceTr Instagram
MPOAEMOHCTPUPOBAHbI  MOJ/IOXUTEIbHBIE W OTPULQATE/IbHbIE
acriekTel  MPUMEeHeHus  na1aThopm  coumasibHoOW  ceTu B
MQPKETUHIOBbBIX LiesIgx.

Kno4yeBble cnoBa: MApKeTUHI, PR, SMM, apT-uHOycTpus,
coumarsibHbIE CETM.

Mbip3aeB Ackap MaHacysibl!
'Ka3aK YITTbIK XOpeorpapus akageMumscol
(AcTtaHa, Ka3aKCTaH)

OHEP MHAYCTPUACDBIHOA PR XXOHE SMM

AHHOTaumd

byn mMakana KazakcTtaH Pecrny61m1MKacbiHbIH eHep
MHAOyCTpUAaCbIHAAFLI PR >xoHe SMM agicTtepiH 3epTrevigl. Instagram
a/IeyMETTIK KesliciHaeri TeaTp/AapAbiH XekKe MNapaKLIaaadpbiHbIH
MbICQ/IbIHAQ 37/1IeYMETTIK XKesli naT¢opMasiapblH MAPKETUHITIK
MAOKCATTA MAVAAIQHYAbIH YXAFbIMAbI XXOHE XAFbIMCbI3 XAKTAPbI
KepCeTi/IreH.

TyuiHgi cesgep: mapkeTuHr, PR, SMM, eHep WHAOYCTPUACHI,
a/1IeyMETTIK YKerinep.

Mirzaev Askar Manasovich’
'Kazakh National Academy of Choreography
(Astana, Kazakhstan)

PR AND SMM IN THE ART INDUSTRY

Annotation
This article explores the methods of PR and SMM in the art
industry of the Republic of Kazakhstan. On the example of the
personal pages of theaters in the Instagram social network, positive
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and negative aspects of using social network platforms for
marketing purposes are demonstrated.
Key words: marketing, PR, SMM, art industry, social networks.

BcTtynneHue. Bcnepn 3a pasBuUTMeM HayKM U TEXHUKM
Pa3BMBAOTCA U OPYrMe OTPpaC/iN XKM3HEeOEATETbHOCTU
yenioBeka. Tak, nogaBneHMe UMHTEepHeTa U CouManbHbIX
ceTen, KOTOopble cerofgHa CTalin BaKHeWLeM 4acCTbto
4Ee/IOBEYECKOM YXM3HWU, CUMbHO CKa3afioCb Ha MHOIMMX
OTPACNAX 3KOHOMUKM, MONUTUKU U KYNbTypbl. N ecnu
MHOIMe OTpac/in B34a/IM Ha BOOPYXXEHME OOCTMHKEHUA
COBPEMEHHOM HayKKn, TO Apyrme oTpacin pa3BMBatOTCH
KpanHe MeONEeHHO. Hanpumep, Cepbe3HbIM
HeOOCTaTKOM apT-UHAOYCTpuKM B Pecnybnunke KasaxcTaH
aBMgeTCqa, KakK MnpaBubHO oTMeTuNia bektaeBa A.E.
«OTCyTCTBME  KBaMOULMPOBAHHbIX MEHEOXEPOB U
NpoatoCcepPOB B chepe WMCKYCCTBa..», @ TakKxXe TO, 4YTO
«MeHe>XXMeHT B cdepe WUnckyccTBa B KasaxcTaHe
HaxoOWTCA Ha HadvanbHOW cTaguu» [, c103]. YuynTbiBas
HeobXxoOMMOCTb HAyYHO-TEXHMYECKOro pa3BuUTUe, a
TakXe ycnosus, obycnoBneHHble naHgemMumen
KOpPOHaBMpPYyCa, OOHAXKMBLUME MHOXXECTBO MNpobnem
YCTPOMNCTBa OOLLIECTBEHHbIX OTHOLUEHWN, cnepyeT
PACCMOTPETb BO3IMOXHOCTb ycuneHumna ponm PR (public
relation) m SMM (social media marketing) B apt-
MHOyCcTpun Pecnybnmkm KasaxcrtaH.

MeToabl uccnepoBaHusa. Kak M3BECTHO, MCKYCCTBO
He CyLLeCTBYyeT B BakyyMe, OHO TECHO CBAA3aHO CO BCEMMU
oTpacNsaIMM KU3HU obLecTBa, npoeuunpyet
ONEVNCTBUTENBHOCTb B Tex dopMax U BMOAX, KOTOpble
BOCMPUHMMAIOTCA 3pUTENEM Yepe3 SMOLMOHAlbHbIE U
NCUXonornyeckme pasgpaxxkmtenu. NosaToMy MUCKYCCTBO,
OyOoy4n TBOPYECKMM Bblpa)XeHUEM OeNCTBUTENbHOCTH,
OO/MKHO CrefoBaTb 3a HEW, MEHAA CBOE codepXKaHue U
cBon ¢opmbl. CerogHda, B 23MOXy MNOBCEMECTHOM
UMDPOBM3ALIMN, UCKYCCTBO HeobxoOMMbIM 06pa3oM
npuobpeTtaeT KayeCcTBEHHO MHble MeToAapbl
B3aMMOOENCTBMSA CO 3pUTENEM.

C KagblM rogoM UMCMOSb30BaHME COLMaNbHbIX
ceTen, Takmx Kak YouTube, Facebook wnun Twitter,
BNeyaTngeT TeMNamMm pasBUTMA C MOMEHTa MX BbIXO4a Ha
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PbIHOK. CornacHo pe3yfibTaTam nccnenoBaHma
KoMmaHmK Nielsen, B 2010 roaoy Tpu 4eTBEPTU NtOOEN BO
BCEM MMUpPe MNOMb3YITCA CoUManbHbIMK ceTamMm  [2].
TeMnbl pocTa Takke HabnopatoTca U B Pecnybnuke
KazaxcTtaH. Tak, ewé B 2004-M rogy BcCero no crpaHe
aoctyn K cetm WHTepHeT 6bin nuwb y 27 713
MepPCOHalibHbIX KOMMbIOTEPOB, MPW 3TOM NULWb B 9,3%
cnydaeB ceTb WHTepHeT wucnosb3oBafiacb B Lenax
LOCTyna K couumanbHbIM ceTaM. Yrxke B 2010-m ropny
MNPOLEHT OOCTyrna K ceTn MIHTepHeT Bo3poc A0 31,6%, npu
3TOM B 9,6% cny4yaeB ceTb VHTepHeT ncnonb3oBasach B
LLeNsIX KOMMYHUKaLUMKM MOoCpenCcTBOM COLMAbHbIX CETEN.
B 2015-M rogoy Kk cetn VHTepHeT uMenu goctyn 74,2%
HaceneHuda, a coumarnbHble CETU MCMNOMNb30BaIUCb B 56%
cnydaeB. B 2020-m rogy 85,8% HaceneHUa MMenum OOCTyn
K ceTn NHTepHeT, n B 71,8% cnydaeB ceTb WNHTepHeT
MCMNOb30Basiacb B Lengx OOCTyMna K colMarnbHbIM CEeTAM
[3].

OuyeBMAOHO, YTO Ntoam B Pecnybnumke KasaxcTaH, Kak
M Mo BCEMY MUpPY, BCE Gonblue M Gonblle BpeMeHU
MNPOBOLAT B COLMarbHbIX ceTax. [103TOMYy 3aKOHOMEPHO
MOXHO MNpeanofioxKnTb, YTO MPU LOAHHbIX YCIOBUAX
BO3pacTeT NpUMeHeHMe ceTU VIHTepPHET MOCTaBLUMKaAMM
KYbTYPHbIX TOBApPOB U yCnyr. YToObl yTOYHUTb MMeeTcs
M Takasd 3aKOHOMepHOCTb B Pecnybnuke KasaxcTaH,
HeobxoOUMbl CTaTUCTUYECKME [OaHHble, KOTOpble B
oduLManbHbIX NCTOYHMKAX npencraBneHbl
HekoppekTHo. Tak, B OtyeTte «O6 UCMNOMNb30BAHUMN
MHPOPMALMOHHO-KOMMYHUKALMOHHbBIX TEXHONOMMM Ha
npegonpuatmax Pecnybnukm KasaxcTtaH» oT  bBropo
HaUMOHaNbHOMN CTaTUCTUKWN, npeonpuaTtma rno
NpPenoCcTaBNeHUIO Ky/bTYyPHbIX TOBAapPOB WM YCNyr BOBCe
OTCYTCTBYIOT, UTO TOBOPUT WM O HEOOCTOBEPHOCTU
MeToaoB cbopa cTaTUCTUYECKOM UHPopMaLMKU, UNK o
He3Ha4YUTEbHbIX MoKa3aTensax.

OpgHaKo, KacasCb 3TOro BOMPOCa, O4YeBWMOHO, YTO
KYNbTYPHble MOCTaBLLMKN BCE Yalle CTPEMATCH U3YyYUTb
BO3MOXHOCTU WHTepHeTa U couMmanbHbIX ceTen panq
OOCTVMKEHMA CBOMX MAapPKETUHIOBbIX Lienen. Tem 6onee,
BO BpeMeHa obulero nepensbbiTKa MOTOKOB
MHbopMaumm, Ha GoHe KOTOopbIX HabnwopgaeTca aBHOE
CHWXXeHMe [oBepua K TpaguUMOHHbIM - CcpencTBaM
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KOMMYHUKaLUMMN N MOCTOAHHAA HEXBaATKa PEeCcypcoB B
KYNbTYPHOM cekTope. TOT ¢akKT, 4YTo ceTb VMHTEepHEeT M
coumanbHble ceTU MOIyT CMOCOBCTBOBATb MAPKETUHIY U
CTUMYNMPOBATb WMHTEpeC K ToBapaM W ycayraMm, 3Tu
MeTodbl MpencTtaBnseT ocobbl MHTepec AONng apT-
NMHOYCTPUN. OgHaKO 0O CUX MOP B apT-MapPKETUHIEe MOYTU
He MPOBOAMNOCH MCCNEOOBAaHUIM Ha 3Ty TeMy. Lienb aTon
CTaTbW coOCTOA/1la B TOM, 4YTOObI MpPOaHaIN3nNPOBATb
BO3MOXHOCTM W OrpaHu4yeHua cetm VIHTepHeT U
CoUMalnbHbIX ceTer OSI9 MapKeTUHIra B apT-UHOYCTPUU.
Ona  [gocTmkeHma 3Ton  uenm  OygeT npoBeaeH
BCECTOPOHHMWN aHaNM3 nuTepaTypbl, OOMOHEHHbIN
MOUNCKOBbIM 3SMMUPUYECKUM NCCNeoBaHNEM.

B obuweM u uenoMm, HacTosllee MUccnengoBaHMe B
3Ha4YUTEeNIbHOM  CTeMeHM  OCHOBAaHO Ha  0630pe
COOTBETCTBYIOLLEN NUTepaTypbl, 4abbl OaTb He MPOCTO
0630p MeToamkaM PR 1 SMM, HO 1 MPOOeMOHTPUPOBaTb
X  2GPEKTUMBHOCTL B  OTPaAcIM  apT-UHOYCTPUMN.
EcTtecTtBeHHO, HEBO3MOXXHO nocpencTsom yxe
ony6nnMKoBaHHOM NMTepaTypbl MCCNenoBaTb BAMAHME
YKa3aHHbIX MapKeTUHIOBbIX TeEXHOMOrMM B Pecnybnmke
KasaxcTaH, Bedb Kaxgoe o06OWeCTBO, uMetollee
cneumdunyeckme M Mopon UCKIKUYUTENbHbIE YCNOBUS,
co3gaeT cobCTBeHHble BapuauuMy OOLLUMX ABMEHUN U
MPOoLLeCcCCOoB. 3TO TaKXe OTHOCUTCA W K npegMety
HaCToALWEro  UCCNegoBaHWs, HeCcMoTpa Ha  3TU
OrpaHMYEHNs, BCE >»Ke pe3ynbTaTbl MCCenoBaHUs
OKaXXYT COOTBETCTBYHOLLLYIO MOMOLLb B BOMPOCE U3yYeH s
PR 1 SMM B coBpeMeHHbIX YCNOBUAX UX CYLLLeCTBOBaHUS,
a TaKXKe NPOLEMOHCTPUPYIOT BO3MOXXHOCTU COLMaNbHbIX
ceten n cetn HTepHeTa B apT-UHAOYCTPUN.

B nocnefyrowmx pesynbratax 4EMOHCTPUPYHIOTCA He
TOJIbKO TeopeTuyeckme M3MbIlIeHUd, OCHOBaHHbIE Ha
ob3ope nuTepaTtypbl, HO W HeKOoTopble pPe3ynbTaThl
nccnenoBaHMmM couManbHbIX ceTen KPYMHbIX
yuypexxaeHuim  UckyccTBa  Pecnybnukm  KasaxcTaH,
Poccumnckom degepaumnm m gpyrmx 3apyo6exkHbiX CTpaH.
Hanpwumep, uccnenyrTca couuaribHble ceTu TeaTpa
Astana Opera, Kazaxckoro HauMOHalbHOMro TeaTpa
onepbl M 6aneta uUMeHW Abasd, [ocynapcCTBEHHOro
aKageMmyeckoro BonbLoro TeaTpa Poccuun,
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MapMMHCKOro TeatTpa M BbaBapckoW rocynapCTBEHHOMN
onepbl.

O630p nutepaTtypbl No TeMme. MHPopMaLMoHHada
SKOHOMMKa — 3TO HanpaBleHMe B 3KOHOMUMKE,
McrosfiblyemMoe A9 aHanmsa BAMaHMa MHPoOpMaLUMmM Ha
nopegeHMe notpedbuTenem U Ha MapKeTUHIoBble
peweHmna [4]. PR wn SMM, gBndacb MeTogamMu
MHOOPMALMOHHOIO  BAMAHMA  Ha  NoTpebutenen,
OTHOCATCA  MMEHHO K  [OAHHOMY  HanpaB/eHUto
SKOHOMMUKMW. MNosTomy npu mccnegoBaHUM
pa3paboTaHHOCTU npeomMeTa HacToALLEro
mccnegoBaHMA HEOBX0AMMO M3YYUTb COOTBETCTBYIOLLYO
nuTepaTtypy MO [HOaHHOWM  OTpac/iM  3KOHOMUKKM B
MOCKOCTU apT-UHAYCTPUN U CeETU VIHTEPHET.

3 paboT oTeyecTBEHHbIX MCCegoBaTenie MOXHO
BblOENNTb OO bEMHYIO KOMMEKTUBHYO paboTy «PR 1 CMI
B KazaxcTtaHe» nopg pepakuunewm J1.C. AxmetoBom [5]. B
OaHHOM  paboTe aBTOpPbl  WCCAeaytT  MexaHU3Mbl
MHPOPMALMOHHOIO BO3OENCTBUA Ha MnoTpebutens,
n3bupatenen n gpyrux Ny, PaboTta MHTepecHa TeM, YTo
OHa paccMaTpuMBaeT MeXaHU3Mbl PR B pa3Hbix ero
MPOABMEHNAX, HE OCTAaHABMMBAACb MUCKIOUYMTENTbHO Ha
MapKeTUHre.

N3 pocCMMCKMX paboT MOXXHO BblOeNUTb paboTy [.
XanmnoBa «MapKEeTUHI B COLLMANbHbIX CETAX», B KOTOPOM
aBTOP MNoapobHO pa3bupaeT CYyLLHOCTHble OCHOBbI SMM,
HarNagHoO [OEMOHCTpMpPYET MNpeunMyLllecTBa [OaHHOro
MexaHM3Ma BO3OeWCTBUS Ha MoTpebutenemn, a Takxke
aHanmsmpyet 3ddPeKkTMBHOCTL SMM  Ong  pasHoro
MacliTaba npeanpuaTtmm [6].

B 3apyOerKHbIX mccnenoBaHUAx 6onbluoe
BHMMaHMe yoendaeTtca MexaHnsMaM PR 1 SMM, nostomy
3TV  TpyObl OTIMYAIOTCHA KAYeCTBOM UCCefoBaHMA
nDaHHoro npegmMeta. Cpegn HUMX MOXHO BbIOENMUTb
MHTEPECHbIE paboTbl, KOoTopble paccMaTpmBatoT
MHPOPMALLMOHHYIO SKOHOMMUKY Ha KOHKPETHbIX
npumMepax B apT-UHOYCTPpUW. Tak, HanpuMep, pabdoTta W.
OT1ono n b. BaBpoBCKU «MapKeTUHI B COLMalbHbIX CETAX
B  KPEATMBHbLIX  UMHOYCTPUAX: KAK  WCMNOSIb30BaTb
MapKETUHI B COLMANbHbIX ceTax [ONa MNPpoaBMIKEHMUS
KOMMbIOTEPHbIX Nrp?» aKUueHTupyeT BHMMaHMe
mccnepoBaTenen Ha KOHKPETHOW cdepe MCKYCCTBa — Ha
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KOMMbIOTEPHbIX UrpaxX, Ha MPUMepe KOTOPbIX HArNagHoO
OEMOHCTPUPYKOTCA  MEePCMeKTUMBHbIE  BO3MOXXHOCTU
npuMeHeHunsa TexHonornm PR n SMM [7].

Pe3ynbtatbl uccnepoBaHua. CouMalibHble CceTU
BbIMOMHAOT 0COBEHHO BaXKHYO DYyHKLUMIO
MHPOPMALIMOHHOIO  BO3OEMCTBMA  Ha  MNoBeOeHue
noceTuTenenm B Yy4UYpexdeHudax WcKycccTBa [8]. 3T1o
obycnoBieHo pPAOOM apuumH: 1) MHOXECTBO
noceTuTenem yypexaeHus, obbegMHeHHbIe B
coobuectBa, POPMUPYIOT OOHM U Te e MHTEPECHI, YTO
mo3BongeT To4yHee U 6Oonee MOMHO MPeacTaBNaATb
noBefgeH4YecKmne acrnekTbl OAHHbIX  [ogen; 2)
obbeonHeHWe noaen no ux KynbTypPHbIM MHTepecam B
OOQHOM MecTe Mo3BonsgeT 6onee ObICTPO M OOBHLEKTUBHO
COCTaBMATb MAPKETMHIOBble OTYETbl, Kacatoulmecsa
BOMPOCOB MoBeAeHMa notpebutenen; 3) NocpeacTBOM
COLMANbHbBIX CeTEN YUYpPEeXOeHUa MOTyT MNPaKTUYECKU

6ecnnaTHoO n Ha 60ﬂbLLIyI-O ayanNTopunto
OEMOHCTPpMPOBATb rpegcraBideMble MW YCIYyrn, 4ToO
0COBEeHHO Ba>XHO B peKiaMbl KOHLUEPTOB,

npencraBneHMm, CreKTaknem 1 T.0.; 4) coumanbHble CeTr
co3gatoT nnathopMy OBYCTOPOHHEro ObOLIeHUa Mexay
noceTuTeneM M NOCTaBLLUMKOM KYbTYPHbIX YCIYT.

B kayecTBe npummMmepa mncnosbsosaHna PR n SMM B
aApT-UHOYCTPUM MOXHO B34ATb My3eW. M3BeCTHO, 4To
My3eM TpaAuLUMOHHO Oonblle KOHLUEHTPUpPYeTCa Ha
NIMYHOM BM3YyasiIbHOM OMbITE, KOTOPbIWN TPYOHO 3aMeHUTb
OHNMamH-meaoma. TeM He MeHee, 3apybeXXHble My3eun
Tenepb ygoenatoT Oonblle BHMMaHMA nniaTtdopme
couMmarnbHbIX ceTen, MNOoTOMYy 4YTO 3STO pacwmpaeTt
BO3MOXHOCTW B3aMMoaencTBma. Tem boree, 4To M3-3a
KOpOHaBMpyca MHOIMMe opraHusauum, B TOM 4dumcre um
My3€eU, BblHY>XOEeHbl OblNI 3aKPbITbCA. TakMM 0Bpa3oM,
My3eMn [OO/MKHbl  6onblle BHegpaTb  nnaTdopMbl
coLManbHbIX ceTel B MapKeTUHr Onda obuleHuna ¢
ayaunTopmuen.

UccnepoBaHUe NepcoHasbHbIX CTPaHUL, TeaTpPoOB:
TeaTp Astana Opera Ha nepcoHalbHOWM CTpaHuMUe B
coumanbHom cetn Instagram wWMen, Ha MOMEHT
npoBefeHMa uccnepnoBaHumg, 37 600 nmognuvcymMkoBs. B
ob6LeM TeaTpoM onyb/IMKoBaHO 2 682 nybnumkaumin, npu
3TOM MHPoOpMaUMa Ha CTpaHuue nyoénukyetca c
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onpeneneHHon nNepuognyYHOCTbO: odHa nyb6nukauua
Kakable Tpu OHA. B cpegHeM ny6nukaumm HabupatoT
1500-2500 npocmoTpoB, 300-400 namkoB U 25-50
KoMMeHTapueB. CoaepyaHme caMux nyoenmKaumm HocaT
CKopee MHPOPMATMBHbIN XapaKTep: adunwa
npencraBneHn, o6baBNeHMsa O Hadane U OKOHYaAHMU
peanusaumm 6unetoB, uWHbopMaLMa o cnocobax
MOKYyNKW 6unetoB MU T.4. [Npn 3TOM y4dypexaeHue He
nyo6nmnkyeT BMOEOPONUNKMN, OEMOHCTpUpYyoLme
cofepyaHme NoCTaHOBOK.

Kazaxckni  rocyfapCTBEHHbIM  aKageMUYeCcKmMm
TeaTp onepbl W Ganeta WM. Abad, Ha MOMEHT
nccrnegoBaHUa, UMen Ha aHalornMyHoW MepcoHaribHOM
CTpaHuue B coumanbHom cetn Instagram 11300
NoOMNCUYMKOB n 1809 nyénukaummn. CpenHue

nokasaTenu nyoénukaumm TakoBbl: 500 - 1000
npocmMmoTpoB, 100 — 150 namkoB, 5 — 10 KOMMeHTapueB.
CooeprkaHue nyenmkaumm aHaNnorMyHo

BblLLEOMMNCAaHHOMY YUYpEXOEHMUIO.

FocyOoapcCTBEHHbIM akageMMyecknim bonbluown TeaTp
Poccumum B TOM Xe coumanibHOM CceTU Instagram nMeeT yXke
386 000 noanMcCYMKOB Npw o0bLWEeM  KonuyecTse
nyonukaumm B 1420 wTyK. COOTBETCTBEHHO, cpeaHue
MnokasaTtenu nyonmkaunm 3gecb HaMHOro Bbille: 12 000-
15000 npocmoTposB, 5000-6000 nawmkos, 70-100
KOMMEHTapUMeB.

MapUMUHCKMNK TeaTp BCE B TOM e ColManbHOM CETU
Instagram umMmeeT 208 000 noanmMcymMkoB wn 4 410
nyonukaumn. Nyénmkaumm B cpegHem HabupatoT: 5 000-
8 000 npocmoTpoB, 2500-4000 namkoB U 50-80
KOMMEHTapMeB.

baBapckaga rocygapcrtBeHHaa onepa mnMmeet 62 700
noanmMcYmkoB M 1754 nybnukaumm Ha MepcoHanbHOM
CTpaHuLUe B coumanbHOM ceTu Instagram, a cpenHue
nokasatenn cnepgywouwme: 2 500-5000 npocMOTPOB,
1 000-2 000 nankos, 30-45 KoMMeHTapmesB.

Bce yKasaHHble nNepcoHanbHble CTpaHWLbl He
TONbKO reHepupytloT 6onblion TpaduK, HO U Takke
MHULUMUPYIOT OOLLeHMe Mexkay toabMmM (O LeHax Ha
OUNeTbl, 0 KAa4ecTBe BbICTYMNIEHMNI, O 300P0OBbEe aPTUCTOB
n T.0.). KpomMe 3Toro, [HOaHHble couMWanbHble CceTu
MO3BOMAT  MOCETUTENAM  OTHOCUTENbHO  ObICTPO
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nofy4yaTb OTBETbl Ha WHTEpecytollme Uux BOMPOCHI.
OpgHako, HecMoTpS Ha CTO/b oyeBUMAOHblE
MONTOXUTENbHbIE ACMNEKTbI, CeayeT BCE e OTMETUTb, YTO
MexaHu3Mbl PR n SMM He rapaHTUpYlOT BbICOKOE
KayecTBO MHPOPMaALUMOHHOIro BosagencTtemnda. OueBmaHo,
4TO UMPpPbl MOCELLAEMOCTUN MEPCOHANTbHOM CTPAHMULLbI B
coumanbHOM ceTn He MHPOPMUPYIOT O HaMepeHUu
nocetuTens npuobpectn OGunet Ha OGAMXKanLyto
MocTaHoOBKY. [daHHaa npobnemMa cyllecTByeT, U OHa
CEPbE3HO OrpaHUYMBAET BO3MOXXHOCTU COLIMANbHbIX
ceTen B MapKeTuHre. ECnm y4yecTb, UTO cofepKaHune U
aKTMBHOE BedeHMe MepcoHalbHOWM  CTpaHWLbl B
coumanbHOM CeTM 3STO HAMHOIro MeHee 3aTpaTHbIN
MapPKETUHIOBbIM MeTOoM, HEeXenu apeHda PEeKNaMHOro
MecTa Ha 6unbopgax WM PekKNaMHOro BpeMeHW Ha
TeneBnageHmn, TO W CyLLleCcTBYyOLWME OrpaHUNYeHUs
BOCMPUMHMMAKOTCH HE CTOSTb KPUTUYUHO.

BbiBoabl. [logBoas WTOMN, MOXHO CKasaTb, 4TO
TexHonornm PR n SMM B apT-UHOYCTPUM He ABMNAKOTCH
HaWUMyYLWMM  METOAOM MapKeTUHra, PaBHO KaK M
coLMaribHble CETU He 9BNAI0TCA NOcalbHOW MIOLWALAKOMN
ONa npenoctaBneHns yCnyr n ToBapoB. MccnegoBaHMA
MoKasanu, YTo MONb30BaATENM COLMANTbHOM CETU MPOCTO
He 3aMeyvaloT peKaMy, TaK KakK OHW aKUEeHTUPYHOT
BHUMaHWeE Ha Apyrmx aneMeHTax CTPaHULbI:
doTorpadumax, BUOAEO, NepCoOHarbHbIX CTpPaHMLAx U T.A.
[9]. MeHHO mo3aToMy MHPOPMALIMOHHOE BO3OENCTBUME
Ha rMoceTuTenenm nocCpencTBOM COUMalbHbIX CceTeun
OO/MKHO BK/OYATb HEe MPOCTO pekaMy, a WMMEHHO
co3faHume coobLecTBa, B KOTOPOM MOTpebuTtenm Mornm
Obl nonydaTb  Heobxogumyto  MHDoOPMaLMIO O
npenocTaBnsgeMblX TOBapax MU ycnyrax.

B 3TO0M cCBA3M NpeacTtaBndeTcs  MnpaBUilibHbIM
CHOOPMYNMNPOBaATb 3aKMIOUYUTENIBHOE MOJSIOXXEHME TakK:
MeToOdbl PR 1 SMM B cdepe apT-mHOYCTPUKM ABASIOTCS
crnoco6bom MOCTOSAHHOIO MHOOPMUMPOBaAHUNA
noceTuTenenm KyJnbTypPHOro yuypexadeHusd, TaK KakK
coumanbHble ceTM npeacTaBnalT cobon Hambonee
yOoOHbIM  dopMaT pacnpocTpaHeHusa KHbopMaLUn.
CnepoBaTtesnibHoO, ™Metoabl PR w©  SMM  OofmKHbI
MCMONb30BaTbCA B COBOKYMHOCTU C TPAAULMOHHbLIMU
MeToOaMM MapKETUHIa.
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ENIGMA «THE SEA» IN ERNEST HEMINGWAY'S
SHORT-STORY «THE OLD MAN AND THE SEA»

Annotation

In this letter, it is discussed the enigma of the sea in the
chrestomathy story of the American writer «The Old Man and the
Sean.

In the text the sea transcends the function of a landscape and
acquires the role of a character. Writers seem to use an artistic way
of personification. We can assume that for the old man element of
the sea is sacred, blessed, is an object of adoration and worship. We
see harmonious coexistence of The Old Man and the Sea in the story.

The text also compares the story «The Old Man and the Sea»
with the story of the outstanding Georgian writer Guram
Rcheulishvili «cDumb Ahmed and Life», in which the sea is one of the
main characters as well.

Key words: enigma, modernism, a short-story, the sea.

BaHua HapmaHug'
'CyxXyM MeM/IeEKETTIK YHUBEPCUTETI
(Téunucu, [py3ns)

3PHECT XEMUHTY3UAOIH, <kKAPUSI MEH TEHI3»
OHINMECIHAOETI «TEHI3» K¥TNMUACDI

AHHOTauuA

Byn mMakanQgoa aMepuKaHAbIK XKA3yliblHblH «Kapug mMeH
TeHI3» QTTbl XPEeCTOMATUA/BIK OHIIMeciHAeri TeHi3 KYNUSACHI
TA/IKbIIAHAAbI.

MeTiHae TeHIi3 NaHAWAGTTbIH QYHKUMSCBIHAH QCbIr Tycirl,
KeuninkepaiH pesiiH QHbIKTA1QAbI. XKasyLbiiap
MepCoHAIM3AUNAHbBIH KepKeMAiK aAiCiH KongaHaabl. KapT agam
VWIH TeHIi3 3/1eMeHTI KacueTTi, bepekesni, FmbagaTr neH Fubagart
obbekTici Aen 6o/mkayrFa 6oaabl. by sHrimeane Kapusa MeH TeHi3aiH
yvineciMgi emip cypyiH Kepemis.
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Makanaga «KapT neH TeHi3» OHrMeci KepHEeKTI rpy3uH
XKa3ylubicbl ypam PueynuiiBumnmngiH «YHCI3 AXMen >XoHe eMip»
SHIiMeciMeH Ca/lbICTbIPbI/IbIM, TEeHI3 Ae 6AcTbl kKeninkeprepaiH 6ipi
60/1bIM TA6bLIAAbI.

Ty#iHgi cesgep: xyM6AK, MOOECPHMN3M, SHIIMeE, TEHI3.

BaHua HapmaHus'
'CyxyMCKOIro rocyaapcTBeHHOro yHMBepCcmuTeTa
(Téunmcu, py3uns)

3ATAOKA «<MOPE» B PACCKA3E 9PHECTA
XEMUHIya4 « CTAPUK N MOPE»

AHHoOTaUumMA

B 310U CTATbe pacMaTpmBaeTCHd 3aragka MOpPSA B
XpeCTOMCITI/Il;IHOM pacckKalze aMepPUKAHCKOro rimcaresid «CTGpI/IK 12
Mopen.

B TekcTte MOope BbiIXo4auT 3a PAMKU ¢yHKLU/II/I nensadka u
npuobpeTaeT pPOJb MNePCOHAXa. [lucaTtenu, MNo-BUAMMOMY,
MCrOMb3YIOT XYOOXKEeCTBEHHbIV CrloCcO6 rMepCcoHuduMKaLmmn. MoXXHO
rnpeariosioXxXnTb, 4YTO A/ CTAPpUKA CTUXE MOPSA CBAUIEHHAQ,
6/'ICII'OC/'IOBeHHCJ, aBigeTcs o6beKToOM OBOXKAHUS U MOK/IOHeHus. B
aT0M mncropumn  Mbl BnanM rApMOHWYHOEe COCylleCTBOBAHMe
Crapuka 1 Mops.

B cTtatbe Takxe CpaBHUBAETCS pAccka3 «CTAPUK U Mope» C
pacckasom BblgAQrOLLErocsd rpy3nHCKOro rnmcartesid /_y,OCJMG
PueynuiuBuin «Hemori Axmen v >XMU3Hb», B KOTOPOM MOPE TAKXXe
AB/19eTCH O4HWM V3 I71ABHbLIX repoeB.

KnioueBble c/10BA: 30raKa, MOAEPHMU3M, PACCKA3, MOPE.

Introduction. According to Georgian literary critics,
the story of Guram Rcheulishvili, an outstanding writer
who worked in the transitional period from modernism
to postmodernism, «Dumb Akhmed and Life» was
inspired by Ernest Hemingway's text «The Old Man and
the Sea». Rcheulishvili's story is considered to be the best
work of the writer.

Guro Davitlidze, a contemporary Georgian critic,
considers the outstanding literary text to be a reflection
of «man's inner crisis and ruthlessness of life» and
believes that the work was created under the influence
of Hemingway's two texts — «A Farewell to Arms! « And
«The Old Man and the Sea» [1, p.60]. It is noteworthy that
the researcher calls Rcheulishvili «Georgian
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Hemingway», and « Dumb Akhmed and Life « - in
accordance with previous critics — the best work of the
writer.

In the critical letter is also mentioned the fact that
Rcheulishvili writes in correspondence with
Hemingway's artistic principle («iceberg principle») and
this determines the stylistic coincidence of Georgian and
American writers.

Vakhtang Chelidze, one of Hemingway's prominent
Georgian translators, also pointed to the above principle
in the conclusion of the four volumes of short stories
translated in the sixties of the twentieth century: «No
writer in our century has probably had as many followers
and imitators as Ernest Hemingway. The term
«Hemingway style» and «Hemingway writing» were
coined... Almost every novice writer has tried to adapt
this style to his writing talent and ability ... Hemingway
compares icebergs to the literature — only one—eighth is
visible above the iceberg, the rest is covered in water. The
same is true in literature — the eighth part should be
written about what the writer knows and what is meant
by the work... Fiction is architecture and not the art of the
decorator» [2, p.331-341].

Critics of both the Soviet and post-Soviet eras
emphasize Hemingway's laconicism and frugality.
Neither Hemingway nor Rcheulishvili perceive the word
as jewelry. Despite the above, a tasteful, intelligent reader
delves into the hidden layers of the iceberg and
comprehends and tastes the implicit fluxes.

The famous Georgian writer (himself a master of the
laconic phrase) Revaz Inanishvili offers an original idea
about the mentioned text of Hemingway. The whole
passage from the «desk notebooks» in the arc of the
essay records devotes a considerable issue — William
Faulkner's attitude to the main text of Ernest Hemingway
(It is interesting and important that the great American
writer Faulkner also emphasized the conciseness of
Hemingway's style.): «This is his best story. Time may even
show us that this is the best thing we have ever written —
to him and to all our contemporaries. Hemingway found
God here —the reconciler of essences... Hemingway wrote
about mercy - about what created everyone: The old
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man who was supposed to catch the fish and then lost it,
the fish who was supposed to be the old man's victim and
then disappeared, and the shark who was supposed to
take the fish from the old man... he created them all... he
loved, he he felt sorry for them ... everything is right, exact,
and, thank God, he is a creator who loves Hemingway
and me, who pities us, did not allow Ernest to say more
than this «(our line = G. N.) [3, p.146].

The original text of the story (published by The
Cinema Bookshop, 2001) is accompanied by excerpts
from the views of American critics / publishers. Here are
some quotes:

— «The Old Man and the Sea - not only the finest
short story that Hemingway has ever written, but one of
the finest written by anyone anywhere» («The Listener»);

— «Every word tells and there is not a word too
many» (Anthony Burgess);

— «No page of this beautiful master-work could
have been done better or differently» («<Sunday Times»);

— «A quite wonderful example of narrative art. The
writing is as tautand, at the same time, as lithe and
cunningly played out, as the line on which the old man
plays the fish» («The Guardiany);

— «Hemingway brings to the old man’s tragic
fishing trip all his real, deep, intuitive understanding of
simple man who face primitive ill-revarded fates» («The
Standardy);

— «There is power here and feeling — not only for
people, but for all living things» («Daily Telegraph») [4,
p.114].

Main Discussion. In this letter, we will discuss the
enigma of the sea in the chrestomathy story of the
American writer «The Old Man and the Sea».

The conceptual enigma is featured in the title of
Hemingway's text (while the central character in
Rcheulishvili's story (whose name appears in the title) is a
fisherman).

In both Hemingway and Rcheulishvili's texts, the sea
transcends the function of a landscape and acquires the
role of a character. Both writers seem to use an artistic
way of personification.
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The translator of the story «The Old Man and the
Sea» is Ana Ratiani, who, in fact, made Georgian readers
feel the beauty of the original text without loss.

The rays of the sun reflected on the surface of the
tropical sea make rust—colored crusts of cancer appear
on old Santiago's hands, all over his body, with this
information, the sea enters the text, and there follows the
most important passage that «the old man had
everything aged, except the sea—colored eyes» — here the
character seems to carry the element of the sea in
himself — the sea is in his eyes. («His eyes were the same
colour as the sea» [4, p.5]). The character and the element
seem to unite, merge into each other — the person - in
the element, the element —in the person (in the eyes), the
macrocosm — in the microcosm, the microcosm - in the
macrocosm.

It was Santiago who took the boy Manolin, the
important protagonist of the text, to the sea for the first
time for fishing.

The writer compares the faith and hope in the old
fisherman's soul to the breeze blown from the sea (In the
passage, the main human virtues — hope, faith appear
precisely in connection with the enigma of the sea). -
«The old man’s hope and confidence were freeshing as
when the breeze rises» [4, p.8].

The old man does not seem to need anything
material — he has neither cold-boiled yellow rice nor a net
(although the boy and the old man pretend they have),
but he has the September sea (it is also emphasized that
«everyone can fish in May» — It seems that the old man's
age is also highlighted and that «<not everyone can fish at
this agev»).

In the middle of the text, September-October is
again outlined (as an indication of age), and also to the
fact that in these months «big fish» comes. [4, p.200]. At
the anagogical (according to Dante's contemporary, Can
GCrande della Scala, fourth [5, p.483]) level of text
perception, the paradigm of the big fish is a reference to
the summation of personal life.

The old man's shirt is also tattered like a rag, but
material hardship cannot destroy him, it cannot defeat
him, because he is the owner of a spiritual treasure — he
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has seen the lions on the long, golden coast of Africa, he
can hear the birds singing on the shore in his sleep, and
he also knows that his idol — the great baseball player,
Dee Majoy's father was also a fisherman...

The enigma-paradigms of «shore», «eels» and
«fisherman» also return/leave the reader to the space of
the sea — no matter what nuances Hemingway offers us,
the sea always remains as a starting point or a paradigm
of the ultimate goal.

By depicting the flying fishes of the sea and the
weak, black swallows of the sea, the writer makes it clear
that the sea is not a desert space, the ocean is kind and
beautiful, but sometimes it swells up suddenly. The old
man is awakened by the «smell of the seashore», never
takes breakfast to the sea — only a bottle of water, he
leaves behind the «<smell of land» (as the antithesis of the
smell of the sea) and enters the phosphorescent glow of
seaweed, the so—called «Great Well».

Here is a conceptual quote from the story in full: «He
always thought of the sea as la mar which is what people
call her in Spanish when they love her. Sometimes they
who love her say bad things of her but they are always
said as though she were a woman. Some of the younger
fishermen, those who used buoys as floats for their lines
and had motor-boats, bought when the shark livers had
brought much money, spoke of her as el mar which is
masculine. They spoke of her as a contestant or a place
or even an enemy, but the old man always thought of
the sea as feminine and as something that gave or
withheld great favours and if she did wild or wicked
things it was because she could not help them. The
Moon affects her as it does a woman, he thought» (The
line is ours — G. N) [4, p.13]. «In his heart, the old man
always called the sea «la mar», as it is called by people
who love the sea. Sometimes people fascinated by the
sea also say bad things about the sea, but they always
refer to it as a woman. The sea is called «el mar», by
younger fishermen who, use expensive fishing floats
instead of simple floats, use expensive fishing rods and
go with motor boats. They purchased these boats when
shark liver was expensive. They treat the sea like space,
like a rival, sometimes like an enemy. And the old man
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always thought of the sea as a woman who either feels
sorry for you or completely rejects you, but if she
sometimes behaves mean or mischievously, it is because
such is her nature. The moon stirs the sea like a woman»
the old man thought» [4, p.195].

According to Hemingway's concept, for the young
fisherman the sea is only a space, only a rival, even an
enemy — while for the old man it is personified and he
loves the departed, personified element as tenderly as
the deceased spouse, whose picture used to be next to
the icons of the Savior and the Virgin Mary of Cobren, and
now he found a place for the photo under a clean shirt.

We can assume that the old man has placed the
personified element of the sea in his soul next to the
icons — for him this element is also sacred, blessed, an
object of adoration and worship.

The sea also responds with love —the old man follows
the flow, but without effort (to paraphrase — does not
force) —the old man used the sea stream as the third part
of his work, we read in the text — this is a parable of
harmonious coexistence.

The blueness of the sea water is especially
emphasized (like the sea—colored eyes of the old man —-in
the exposition of the story).

The sun rises from the sea - this detail is especially
emphasized, as well as the gradation of colors — the blue
water («dark depth», «darkness of the sea» [4, p.197]) is
gleaming. («The glare came on the water» [4, p.25]), And
when the clouds rise like great mountains, «The coast
was only a long green line with the grey-blue hills behind
it. The water was a dark blue now, so dark that it was
almost purple» [4, p.28].

The writer offers us masterful sketches of the artist —
the reddish colors of the plankton and the spectacular
reflection of the sun's rays in the dark blue space, then
the bright flash of the rays stops and nothing is visible on
the surface, except for the sun—-faded algaes.

A magnificent seascape, equal to the canvases of
Aivazovsky.

An important detail is that «lt was considered a
virtue not to talk unnecessarily at sea» [4, p.31] — (From
this point of view, Guram Rcheulishvili's dumb Akhmed
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should not have experienced any discomfort either —
silence is a natural state for him, in fact, it is a way of
being — G.N.).

It is emphasized with a detail that the natural space
excludes verbiage, verbosity — it is self-sufficient and
encourages people to be self-sufficient.

Hemingway will also write/paint another landscape
of the sunset sea with the skill of the artist: «The sea was
very dark and the light made prisms in the water. The
myriad flecks of the plankton were annulled now by the
Sun» [4, p.32]. «The sea became very dark, the rays of the
sun made their way through the water, the sun
extinguished many sparks of plankton» [6, p.202].

The following phrases are conceptual: «l could just
drift» [4, p.33]. «I could follow the course of the sea» [6,
p.202], «l went out too far» [4, p.104] — The old man knows
this far out, he must be huge in this month» [4, p.33].

The parable indicates that if a person does not
overcome the «guide of fate» (as Baratashvili would say),
does not move away from the comfort of the shore and
does not test himself in a foreign/unknown space -
element (metaphorically — in the sea), he will never find
his essence, destiny, divine duty.

The old man, left alone with the elements of the sea,
with the marlin fish, and the sharks, got into an existential
thought: «Perhaps, | should not have been a fisherman?!»
[4, p.42].

Remaining alone with the boundless elements, the
protagonist comprehends the essence of providence on
the one hand and personal freedom on the other:

«His (fish " s) choice had been to stay in the deep dark
water far out beyond all snares and trapsand treacheries.
My choice was to go there to find him beyond all people
in the world» [4, p.41] — (It should also be mentioned here
that the translator Ana Ratiani translates The Choice into
Georgian as «fate» and not «choice», which, we think,
creates a conceptual difference with the original — «fate»
is providence, fate and in «choice» — there is freedom,
voluntariness.

An old man (in general, a person) has contradictory
feelings in the depths of the sea: sometimes he imagines
himself as lonely, sometimes as part of harmony. Let's
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compare different sentences: «He looked across the sea
and knew how alone he was now» [4, p.50] —«The old man
looked at the sea and realized how alone he was» [5, p.215]
— loneliness is emphasized;

«The great sea with our friends and our enemies...»
[4, p.104] — The coexistence of man with the universe,
presence in the universe is emphasized.

Left in the face of the elements, he promises that he
will pray as soon as he gets to the shore (but at this
moment in the sea (the chaos of the world in metaphor)
— he cannot).

The author/protagonist offers us an interesting point
of view, a conceptual question when looking from the
boat of an airplane: — «I| wonder what the sea looks like
from that height» [4, p.60]. This time (from this point of
view), the sea is somehow perceived as a routine space of
existence, as opposed to the sky — the supernatural, the
enigma of eternity — the reflection.

It is the confrontation between the eternal and the
transient, choosing the wrong way of being, that is
reflected in another conceptual passage of the text: «lt is
good that we do not have to try to Kill the Sun or the
Moon or the stars, it is enough to live on the sea and Kill
our true brothers» [6, p.64].

It is significant that the English construction «to live
by the sea» in Georgian is translated as «to live with the
sea», which gives the passage an additional nuance - the
sea is represented by the nurse, the provider - the
mother, Joyce ironically refers to the «snottycolored» sea
of Ireland (Stephen's ironic and grotesque concept
Daedalus -  «Ulysses»). A rare, harmonious
portrait/landscape of the universe is presented in the
passage: «l am as clear as the stars that are my brothers...
They sleep and the Sun and the Moon sleep and even the
ocean sleeps sometimes on certain days when thereis no
current and a flat calm» [4, p.66].

Hemingway's concept of «brotherhood with the
stars» reminds a literate Georgian reader Avtandili's
«Space Choral» and Baratashvili's quote: «Only to the
stars, fellow travelers, | will entrust the secret of my heart»
[7, p.68].
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The concept of «fellowship of stars», «brotherhood»
with Hemingway continues with the phrase: « The stars
he knew were gone, it looked now as though he were
moving into a great canyon of clouds» [4, p.68] — «The
familiar stars (the line is ours — G.N.) disappeared one
after another, you thought the boat was entering a
great valley of clouds» [4, p.227]. In addition to the
parabolic meaning of the passage, a beautiful artistic
canvas is created - literally «valley of clouds» — an
unforgettable icon of the canyon.

It is significant that Hemingway constantly
connects, paints the sea and the shore in a kind of parallel
way- sometimes as opposite/contrary  entities,
sometimes — as an oxymoronic unity destined for
wholeness (we find a similar oxymoron with Galalktion —
«the sea craves a border like infinity»; — G.N.).

In the sea, in trial, the old man dreams of «a long
yellow shore of the sea (we think, in this case, not of
routine, but enigma of stability, solidity — G.N.) — «He
began to dream of the long yellow beach and he saw the
first of the lions come down onto in the early dark and the
other lions came... He was happy» [4, p.69].

In the text, the gilding of the shore is repeatedly
emphasized.

The oxymoron of sea and shore appears again: [6,
p.233]. —«A manis never lost at sea and it is a long island»
[4, p.77]. An old fisherman Santiago's island is Cubaq, it is
constantly highlighted by the «Lights of Havana», a
lighthouse. In Virginia Woolf's classic novel «To the
Lighthouse» the lighthouse is a metaphor for the coast
of the Hebridean Islands. «A Lighthouse» in English, at
the same time, means «lighthouse» and «house of light»,
and in general, light - G. N.)

In the final episodes of the text, the old man feels
absolute harmony with the universe, so the appeal to the
fish is not perceived as a paradox — «Come on and kill me,
| do not care, who Kills who» [4, p.77] (It would be
interesting, from this point of view, to analyze Goderdzi
Chokheli's «Fish Letters» dialogue between a person and
a «fish» (a second person transformed into a fish)— G.N.).

«The dark water of the true gulf is the greatest healer
that there is» [4, p.85]. In this quote, Hemingway seems
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to share and reproduce the concept of Homer and in
general, of ancient authors.

The sea is the best space for thinking, according to
the writer's concept...

It is during these reasonings, in the freest space - in
the bowels of the sea — that the main knowledge of the
old man comes/appears: «<The man is not made for defeat
a man can be destroyed but not defeated» [4, p.89].

In the text, parallel to the constant pedaling of the
principle of free choice, the breath of providence is
constantly felt: «<You were born to be a fisherman as the
fish was born to be a fish. San Pedro was a fisherman as
was the father of the great DiMaggio [4, p.90].

Pedaling the name of the Lord's outstanding
apostle, Simon—-Peter, is expected - it was to him and his
brother, Andrew the First-Called, that the Savior
commanded the fishermen, follow me and | make you a
breeder of men.

Along with the Gospel enigma, the image of the
fisherman-king is associated with us, which will be
transferred from medieval English folklore to Thomas
Stearns Eliot's «The waste Land» [8, p.28].

Like virtually every passage highlighted above, the
following is conceptual in nature: «<He saw nothing but
the sea and the sky.. tired inside» [6, p.97] — In the
Georgian translation, we find «the heart is also tired» [6,
p.97], addresses himself.

Another  allusion-reminiscence  of  Georgian
literature: «The innermost secret of my heart is looking for
a station behind yours» — Baratashvili refers to the visible
sky in order to «strangle the vanity here ..» [7, p.46].

Old Santiago either talks to the fish, or to himself
(this is the same thing in which the dialogue alternates
with a monologue and vice versa (this principle: «I am
you» Is also emphasized by Borges in Rosa Paracelsus» —
G. N.), he apologizes both to himself and to the fish that
escaped too Far, beyond the «boundary» of fate: «I am
sorry that | went too far out... You violated your luck when
you went too far outside» [4, p.99] — Compare the quote:
«Keep your head clear and know how to suffer like a man
or a fish» [4, p.99].
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The phrase «You violated your luck» is conceptual,
which, it seems to us, leads us directly to the quote from
the Gospel: «The kingdom of heaven compels» (the
«curvature» of the Georgian translation is only a reflection
of the construction of the original — «You forced your own
luck»...).

«l wish | could see the glow from the light.. That is
the thing | wish for now» [4, p.1017]

The old man only dreams of solidity, the golden light
of the beach, tired of fighting, overcoming the limits of
fate, he faced the supreme truth, «the intensity of
passion» (G. Rcheulishvili).

we also consider the phrase as having a parabolic
meaning: «The ocean is very big and a skiff is small and
hard to see» [4, p.107].

The phrase reminded us of an extremely interesting
perspective or concept of the Eastern worldview, which
is particularly discussed by literary critic Irma Ratiani in
the conceptual preface attached to her translation of 100
Japanese poems. Considers the canvas of a twelfth—
century Japanese artist: «On the background of the wide,
empty expanse of the sea, beyond the helplessness of the
boat, one can feel the all-encompassing power of the
absolute, directing the movement of a small boat in the
sea and the movement of the world in general» [9, p.14].

Conclusion. As the analysis presented above
confirms, the sea is the conceptual enigma and space of
Ernest Hemingway's story «The Old Man and the Sea».
Georgian writer Guram Rcheulishvili presents the same
enigma-space in the story «kDumb Akhmed and Life».
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BESIK GABASHVILI/ NIKOLOZ BARATASHVILI -
PARALLELS AND REMINISCENCES

Annotation

Poetry of Nikoloz Baratashvili was inspired by national
tragedy of Georgia in the end of the 18th century. Speaking on the
epoch of Baratashvili, one of the first biographers of the poet — lona
Meunargia - noted that Georgia tried to keep the atmosphere of
ancient times from loane Petritsi to loane Batonisvili. By the
manifesto of Georgian modernist Titsian Tabidze - «Blue Horns» -
poetry of Baratashvili (especially, his first verses) had reflected
enigmas of Besik Gabashvili. It s important to study allusions and
reminiscences of Besik Gabashvili and Nikoloz Baratashvili. The
verse of Besiki — «| understood...» — one of the poems of the circle of
«Sorrow Garden» («Sevdis Baghi») is an inspiration of lyrical
narrative of Baratashvili «The Hyacinth and the Pilgrim». Characters
of the Besiki's poetical narrative — the Hyacinth, the Pilgrim, the
Nightingale, the Rose - are reflected in the Baratashvili literary text
— it’s a dialogue among the Hyacinth and the Pilgrim. But the
context/concept is/are different: In the text of Besiki the beloved is
aparted from his sweetheart (the Rose) by his own will, and the
strange landscape is a new home for the belover himself. The
Hyacinth is only a medium. In the text of Baratashvili main
characters are the Hiacintus and the Pilgrim and their dialoge is a
main theme of the verse. The most important problem of
Baratashvili text is the concept of leaving/parting the native
land/fatherland. Metapchorically, a native land is a Paradise, but we
think, in this concrete context the author speaks about a real
Fatherland (Georgia) and the tragedy of 1832 insurrection as well as
the marriage of Ekaterine Chavchavadze. The Hiacintus is trubbled
because of losing of freedom. Concept of Baratashvili is the same as
«The Pilgrimage of Childe Harrold» - it's a «texts of innitiation».
«Mtatsminda Twilight» by Baratashvili is inspired by the verse of
Besiki «Sorrow Garden». The Mtasminda Mountain is the Sorrow
Garden as well. The landscape of Besiki is allegorical but the
environment of Baratashvili is real mountain as well. The poet looks
for Eternity. Political choice of Georgian State and its results are
reflected in the conceptual poems of Besiki («For Aspindza», «The
Rukhi Battle») and Baratashvili («<Destiny of Qartli (Georgia).»

Key words: poetry, parallels, reminiscences, reflection,
allusions.
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3Hep bepas’, MupaHaga Toaya?
'CyxXyM MeMJ/IEKETTIK YHUBEPCUTETI
(Téununcu, rpysuns)

BECUK FABALLUBUIN / HUKOJ103 BAPATALLBUIIU -
NMAPAJINENBbAOEP MEH ECTEJTIKTEP

AHHOTauuq

Hukono3 bapaTalBmangiH no33ngcsl 18 FacelpAblH QSFbIHAQ
[Py3unsHbIH YATTbIK TPAreAUSCcbiHAH LWA6kIT asiFQH. bapaTalwBuan
Aayipi Typasbl QUTA OTbIPkIM, AKbIH MIoH MeyHaprinvigiH ariFaluKbl
eMip6asaHLLUbINAPbIHbIH 6ipi [py3una exxenri atmocgepaHbl MoaH
MeTpuumageH VloaH baToHucBuamMre geviiH CQKTAyFQ TblPbICKAHbIH
atan etedi. py3mH mMooepHUcTi TutaH TabuaseHiH MaHugeci
60ovibIHLLIQA — «Kek Mynizaep» — bapaTawBuamaiH no33msachkl (acipece
OHbIH Q/IFALWKbI eneHaepi) becuk [abawBuvavaiH Kynvg1apbIH
KepceTenl.

becuk abawsuam mMeH Hukono3  baparawBuanaiH
Q/I/TIO3MA1IAPbI MEH eCTeslIKTepiH 3epTrey eTe MAHbI3abl. becuku
erieHi — «MeH TYCIHAIM...» — «KQMFbl 6QFbl» YMIPMECIHIH e1eHaepiHIH
6ipi («CeBanc 6arm») bapartalwBuangin» MMAUUHT )XoHe CcagxaTLLbl»
JINPUKASIBIK, SHriMecimeH PYXTAHAbIPbITFAH. BecuKaHbIH
MO3TUKA/IbIK SHIMMECIHIH Kewninkepsepi — [MMaumMHT, CcasaxaTLubl,
byn6yn, PaywaH - bapatquwBuavgiH KepKem  MaTIHIHAEe
6eviHerieHreH — [TMAQUUMHT neH CcagxaTlubl ApACbiHAAFb AMATION.
Bipak KOHTEKCT / TyXKbipbiMOAMA 6AcKalla: becuka MaTiHIHAe
CYMIKTI ©3iHIH CYWMIKTICIHEH (pAQyLUAOHHAH) 63 epKiMeH 6eniHeni, an
TAHFQXKQAMbIM MeM3AXK CYMIKTIHIH XXAHA yhiHe auHanaabl. FTMaymHT —
6y/1 >Kxav FQHA opTa. bapaTalBun MaTIHIHAE 6QCTbl Keninkepaep
MaumHT NneH casgxaTibl 601bin TAb6blIAAbl, O1APAbIH ANAIOITAP.I
©/IeHHIH Heri3ri TakbipblbbiH Kypauabl. bapaTaliBuim MaTIHIHIH
MQHbI3AbI Maceneci - TyFaH xepiHeH/OTaHbIHAH KeTy/6eniHy
TYWKbIDbIMOAMACKI. MeTagopabik TypFbiAaH anFaH4a, OTaH — 6y
YKYMQAK, 6ipaK MQKQ/IQ ABTOPbIHbIH KO3KApAChl GOMbIHLIA, QKbIH
ocbl TYpFbiAd Harbi3 OTaH ([py3usa) koHe 1832 »KblIFbl KOTEPIICTIH
Tpareguscsl, coHaav-ak ExkatepuHa YaByaBaA3eHIH yUeHyi
Typanbl  andTadbl. TMAUMHT  6OCTAHALIKTbI  MXOFAATY  TypPaAsbl
anargavigbl.  bapatawsunugiH - TwKbipbiMAamackl  «Yaunng-
Frapponba KaXXblbliFbIHAA» 6ipaevi — «QpHay MaTiHAepi». «blMbipT
MtaumuHaa «bapartawBuian becrkaHbiH» KauFbl 6QFbl» 6/1eHIHEH
wabbIT anagel. MracmuHAQ TAybl AQ KAviFbl 6QFbl. BecrKaHbIH
nev3axkbl anneropusansik, 6ipak bapaTawBuavaiH aviHaaacsl 4ad
HAFbI3 TAY. AKbIH MOHrIIIKKE YMTbIAAbl. [py3na MeMaeKeTiHiH
casacuv TaHOQYbl XXOHE OHbIH HaTvKkenepi becukun (ACnHA3Y YLUIH,
Pyx wavikacel) »xoHe bapatawsunu (Kaptam Tarabipsl (Fpy3us))
KOHLeNTyaAabl e1eHaepiHae KepceTisireH.
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TyniHgi cesgep: nos3us, napasinesbgep, eCcTenikTep, ouaap,
anIo3nanap.

M3oHepa bepasd', MupaHaa Toaya?
CyXyMCKWUN rocyqapCTBEHHbIN yHUBepPCUTET'
(Téunucu, py3ums)

BECUK FABALLBU/TIN/ HUKOJ103 BAPATALLBWUJIN -
NAPANNENN N BOCNMOMUHAHUA - PE3SIOME

AHHOTauumA

Moa3ma Hwukonosza bapartawsuam 6bi71a  BOOXHOBIEHA
HauumoHasibHoOM Tpareamen [py3umn, nMmeBLlen MecTo B KoHLe XVIII
Beka. [oBops 06 aroxe bapaTaluBumiv, OAnH M3 NepBbix 6MorpadoB
rmosta WoHa MeyHaprig oTMmeTus, 4To  [py3ud CcTapasiack
COXPAHUTb AQTMOCGEPY APEBHUX BpemMeH oT MoaHa [leTpuum Ao
NoaHa BbaTtoHucBuan. [lo MAQHWGECTY rpPy3nMHCKOro Mo4epHMUCTA
TuumnaHa Tabuaze - «CuHme pora» — rnoa3msg bapatallBuam
(ocobeHHO ero nrnepBble CTUXM) OTPA3MAQ 3aragku becuka
Fra6awBman.

Ba)kHO  u3y4uTb  QI/IKO3UKM W BOCMOMUWHAHUS  Becuka
ra6awsumnm m Hukonosa bapatawBuan. CTuxoTBopeHue becuka
«q MOHAMN..» — OAHO M3 CTUXOTBOPEHUU KPYXKKA «Car redyasim»
(«CeBamc 6armn»), KOTOpOE BOOXHOB/IEHO SIMPUNYECKUM
rmoBecTtBoBaHWeM  bapaTtawBuan  «MAUMHT M CTRPAHHUK».
[NepCoOHAXKK MO3TUYECKOrO [MOBECTBOBAHMSA becuka (MmMayuHT,
CTtpaHHUK, ConoBewi, Po3a) oTpa)keHbl B XyOOXXeCTBEHHOM TEKCTe
Gaparawsuny, B Aguanore [wmauyumHTa wn  CTpAHHUWKA. Ho
KOHTEKCT/KOHLEeMNUMS UHble: B TeKCTe becuka BO3Mo6/1eHHbIN
pQa3/1ly4QeTcs Cco cBoey BO3/1t0b6rieHHoW (Po3ovi) mo cobCcTBEeHHOM
BOJ1e, Y CTRPAHHbIV Men3a)X CTAHOBUTCS HOBbIM JOMOM A/19 CAMOIro
BO3/1t06/1€HHOro. MMAUMHT — 2TO BCEro Auvlib MeauyM. B TekcTe
GaparawBuam  riaBHbIMYW — reposiMu  aBAAOTCS  [TMAQUUWHT  u
CTpPQHHUWK, O WX AOWNASIONM COCTAB/ISIOT OCHOBHYIO TeMy CTUXA.
BaykHeviwienn  npobriemont  TekcTa  bapatawsunin - gGBaseTcs
KOHUernuus yxona/pasnyxkum c poaHou 3eM/In/OTYN3HBI.
MeTtagpopudeckn PoamHa — 3170 Pawu, HO, C TOYKM 3peHurs aBTopa
CTATbU, B 3TOM KOHKPETHOM KOHTEKCTE MO3T FOBOPUT O HACTOSILIEM
OteyecTtBe ([(py3unun) 1 o TpaAregnm BOCCTaHnSA 1832 roga, a TAKXKe O
3amyykectBe ExkatepuHbl YaByaBaase. [MAUUHT TPEBOXUTCSH MU3-3d
motepu cBoboabl. KoHuyenuwmsa bapaTawBuam TA XXe, 4TO U B
«lanoMHuyecTBa Yaviiba Fapoibaa» — 3TO «TEKCThI [MOCBALIEHMS».
«Cymepkun MtaymuHaa» bapaTtaluBu/iv BOOXHOBJ/IEHbI CTUXOM
becukun «Cag nedyanm». ['opa MTacMuHaa Takxke gengetca Cagom
Ckopbu. [lenzak becuKku QreropuyeH, HO U  OKPYKeHune
Gaparawsnnm — Hacroduiasg ropdq. [1osT wuuer BeyHocTy.
Monutmyeckmni BbI6op PYy3MHCKOro rocy4ApCTBA M ero pe3y1bTaTbl
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OTPAXKEHbI B KOHLEMNTYA/IbHbIX MO3Max becuku («3a AcCrnHA3y»,
«Pyxckasg 6utBa») n baparawsunuv («Cyab6a Kaptav [py3um»).

KnoyeBble crioBa: [1033us, napasiesnnd, BOCIOMUHAHUS,
PA3MBbILLIEHUWS], QTITIO3UM.

Introduction. Nikoloz Baratashvili's poetry s
inspired by the national tragedy of Georgia at the end of
the eighteenth century. Baratashvili is an ideologue and
spokesman for those Georgians who, along with the loss
of Georgia's statehood, did not lose the respect of the
Georgian nation...

Baratashvili established his position and political
image once and for all with an immortal poem: «What a
gentle nightingale, captured in a cage, is holding his
hand to honor», — wrote Moses Gogiberidze [1, p.251].

Speaking about Baratashvili's era, one of the first
biographers of the prominent romanticist, lona
Meunargia, notes that Georgia was still breathing the old
atmosphere that was surrounded by the writings of that
time - from Petritsi to loane Batonishvilamdi, Anton
Chkondidelamdi...

Baratashvili chose as the style and model of his
writing what was the best in contemporary writing - the
writing of Grigol Orbeliani... The success was facilitated by
the good Georgian language of «David» — gospel and
«Knight in the panther's skin» [2, p.62].

Giorgi Leonidze notes in his monograph «Besiki»
that «the Georgian society of Baratashvili's time
appreciated the musical sound of Besiki's poetry» and
cites a quote from Giorgi Eristavi's poem as proof: «Who
is the singer instead of Besiki? «.

Baratashvili also has a basic school. The whole series
of his first poems goes with this sign, Titsian Tabidze
wrote in the Manifesto of Modernism «With Blue horns»
[3, p.65].

Valerian Gafrindashvili, another «Tsisperkantseli»,
noted about the artistic world of Nikoloz Baratashvili that
«Baratashvili, the first of the Georgian poets, dared to look
into the face of his soul.. his poetry is a strange and
haunting dialogue between the poet and his double...».
Valerian Gafrindashvili considers Baratashvili's
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immediate predecessor to be Davit Guramishvili, «the
Verlaine of Georgian poetry, who recognized the cult of
the Mother of God in his long-suffering life and left
testaments that deeply remind us of Francois Villon's
testaments» [4, p.594-590].

On the one hand, Besik Gabashvili (the line is ours -
N.B.), on the other hand, the generation of romantics -
Aleksandre Chavchavadze, Grigol Orbeliani, Vakhtang
Orbeliani, Nikoloz Baratashvili would try to introduce a
new measure and new rhythms, Akaki and Vazha would
still want to find novelty within the framework of poetry.,
if they would be able to avoid the Rustveli's circle [5, p.30].
Researcher Temur Shavladze «calls Baratashvili a
«Georgian ecclesiastic» [6, p.331]. Revaz Baramidze in his
letter «Observations on Davit Guramishvili's Poetry»
qguotes Dmitri Likhachov - «It has been established for a
long time that the fusion of the poet's personality and his
poetry begins from the Romantic period» and, in turn,
notes, We still see the merger with Guramishvili» [7,
p.200].

The combination of poetry and personality is an
important point, which, of course, manifests itself with
special depth in romanticism, but the precursors of the
above can be found in Georgian poetry not only in the
brilliant lyrics of Guramishvili, but also in the multifaceted
poetry of Besik.

Elguja Maghradze noted: «In our literature, many
people think that Nikoloz Baratashvili is alone, many
people think that this poet is a strange phenomenon and
that the feelings and thoughts expressed in his poems
did not originate on the soil of Georgia. « Whoever says
this should read the poems of Grigol Orbeliani, Mikheil
Tumanishvili, Vakhtang Orbeliani» [8, p.354].

llia Chavchavadze, the first discoverer of Nikoloz
Baratashvili's poetry, was categorical: «Baratashvili is an
orphan example, an orphan because he is alone in our
writing, he has neither a predecessor nor a follower» [9,
p.198].

Against the background of different points of view,
we think it is important to observe the allusive-
reminiscent «meetings» of Nikoloz Baratashvili and
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Besik, rightly recognized as the peak of Georgian
romanticism.

We think that one of the poems of the «Garden of
sorrow», «I understood your fault», is the inspiration of
Baratashvili's lyrical narrative «The Hyacinth and the
Pilgrimny.

The poem begins with a cascade of accusations, we
will repeat that David Guramishvili referred to the savior
as «David's rose» The above-mentioned syntagm is
original and the archetype is not sought, according to the
researcher Tite Mosia.

The rose loved a loved one who was strong by his
own will (willingness, free will, God-given freedom of
choice), constantly excuses himself in vain, but delays
regret (are tears only consolation?!). Is it harsh to warn or
predict.

The phrase «old debt» from Besiki also redirects us
to the pearl of the Georgian hymnography: «Who paid
the debt to Eve..» — Borena Dedoplis's incantation of the
Virgin Mary highlights one of the essential concepts of
the hymnography - Mary will «pay the debt» to Eve. - Eve
gives birth to sin, Mary — redeemer of sin.

The quote, we think, is exegetical - the cultivation of
a rose by «fields» (i.e. in abundance) should be a parable
of the «choice of the few» (a rose cannot/will not be
picked in a field, there are weeds in the field - scum), and
«another path and other forces» is spiritual service,
spiritual sacrifice.

Piligrim's words/plea are truly heart-wrenching - «I
have heaven as a hiding place, | had a place to live» - i.e,
once a respected person «is not in a mirror and a face, but
face to face» contemplated a rose - in heaven (it is
interesting that this paradigm-parable of the cult of
postmodernism In the prose of the author, Jorge Luis
Borges, it is also relevant - the rose that Adam saw in
heaven («yellow rose») - n.b) .. «Dwelling place» is
paradise, which man has lost through his own
foolishness.

«Son of the man does not have place to turn his face»
is a sentence of the Savior.

«Where can the soul rest, where can | rest my
head?»[10, p.68] - Nikoloz Baratashvili states in his
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personal letter the futility of searching for his presence in
the world in the words of the Savior.

Revaz Siradze in his letter «Beauty is clear, comes
from heaven» noted: «In the poetry and letters of Nikoloz
Baratashvili, in all the writings and philosophical writings
of that time, thinking about the soul is very common. It is
significant that this concept became actualized in
Georgian thought at this time, although there is no direct
contact with German philosophy. « [11, p.86] (for our part,
we note that the «concept» of the soul has been relevant
for us since the time of hagiography — N.B.).

In the finale of Besik's text, the «heartbroken» begs
for pity (compassion, mercy, forgiveness).

The characters of Besiki's text The Hyacinth, the
Pilgrim, (nightingale) are invariably repeated/appear in
Baratashvili's «<Sumbuli and Scarcely».

Before delving into the actual poem, let's draw
attention to the fact that Baratashvili (as well as Besik)
refers to himself as a «piligrim «, for example, in a card
written to Maiko Orbeliani («Come on, Maiko, take these
poems as mine, | know that the reader will conjure up
many of them with the boyhood of happy days and you
will pity your dear brother» [10, p.69]).

The poem is a dialogue between «The Hyacinth and
the Pilgrimy».

He learns the history of the hyacinth with few
guestions, he is amazed and tired by what he saw and
realized that somewhere the delicate fragrance of the
beautiful flower disappeared and rose, the pleasant color.

«The Hyacinth tells him that the reason for the above
is the separation between the «heart of the motherlandy,
«the right flower» and his nightingale («my nightingale»,
specifies the flower). Tired, she worries that the
nightingale, returning to the beautiful evening in May,
sings to the sound of life again, but «closed» in the dark
and sad space, «The Hyacinth will no longer see her
shepherd.

Piligrim, as if trying to comfort you, a person
preserves/protects your beauty, neither the sun will burn
you, nor the cold will hurt you (cf. <Heat burns, frost hurts,
ulcers hurt twice» by Rustveli).
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«The Hyacinth explains to the poor that neither the
«big-beautiful» house nor the «dense air» (cf. «Cold-dew
air» by Besik - n.b.) will make him happy, because the
sound of the life-giving, cold spring will no longer be
heard (cf. «The spring of life», from the holy waters of
yours» - in Baratashvili's poem «My Prayer» - N.B.), in the
morning, the dew of life does not fall on the heart, the
cool breeze does not waver, and the blackberry bush
does not shade it from the sun's rays.

Scarce harsh winter reminds a flower, merciless
death in the frost (cf. Mallarmé's swan, waiting for death
in the «royal frost» («<swan») - n.b.).

«The Hyacinth 's answer is a treasury of wisdom:

«Hey, dear, everything in the countryside has a time
and an end,

But I'm sorry that I'm taking it too soon!

Nature does not die with winter; it grows with
sadness -

To part with his fortune, spring...» [10, p.30].

The only thing Hyacinth dreams of is to once again
spread the field with sea turf while seeing «his
nightingale». In the final stanza of the dialogue between
«The Hyacinth and the Pilgrim», The Pilgrim decides to
look for «his flower» - this flower was also separated from
the «native field» and maybe, he too will be pinched by a
merciless hand, he will never again feel its fragrance,
«relentless...»

Despite the external similarities, the context and
concept of Baratashvili's poem written in 1842 are
different.

In Besik, Satrfo (rose) is separated from the lover
willingly, moreover, in the outer space, it is not the rose,
but the lover, The Hyacinth is only a mediator between
the intimates, while in Baratashvili, the central characters
are sumptuous and scarce, their dialogue is the axis of
the text.

The nightingale (Sumbuli's lover) only startled in the
poem.

Grigol Orbeliani describes Baratashvili's wife,
Ekaterine Chavchavadze, with the metaphorical name of
«Tsinandli 'sRose» [12, p.68].
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With Baratashvili, the concept of getting rid of the
«homeland heart», parting with the estate is crucial
(obviously, on the exegetical level, the homeland is
heaven, but we think that in a specific context it should
mean parting with the earthly inheritance here (an echo
of the 1832 conspiracy, the sadness of Catherine's
marriage).

First it is written «The Hyacinth and the Pilgrimy,
then - «Tomb of King Irakli», and finally - «Fate of Kartli...
At first glance, there are conflicting views as if expressed
by the poet, but an observant eye discovers that the
position of the poet - the fighting Georgian spirit does not
change anywhere.

The Hyacinth suffers from loss of freedom.
Baratashvili, standing at the grave of King Erekle, is more
mysterious to the knight king, he looks more towards the
spirit of Georgian chivalry, he reminds Georgian more of
a great ancestor than a subjugated-fallen estate... In this
sense, Georgia still has a lot to discover, says D. Bitsadze
in the letter «<Beyond the blue kingdom of the soul.»

Main Discussion The paradigm of the captured
nightingale also appears in the final passage of
Baratashvili's Chrestomath poem: «What kind of honor
does the gentle nightingale have?! He is captured in a
cage..»

We think that the contextual gathering/>meeting»
of the «Piligrim», «<Hyacinth», and « nightingale « indicates
the influence of Besik's poetry on Baratashvili.

Researcher Temur Shavladze writes about the
essence of Baratashvili's spiritual and physical closeness,
«it did not have any importance for him where to go, he
would not be able to find enough space for himself
anywhere» [6, p.333].

While discussing the essence of Baratashvili's
wayfarer, llia wrote:

«What was he running away from?» Where would
[Baratashvili] be attracted? ... He flees from the unbelief
with the mind, the reluctance with the heart, the
indignation and disintegration of the mind and life,
which fell like a spear tip on the heart of an enlightened
person, from the mind of a person who is confused to the
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core with doubt, restless and always searching for the
truth» [6, p.180].

Mose Gogiberidze, while analyzing the brilliant
reflection of spiritual closeness — «Merani», noted that
«the meaning of the poem is a pantheistic cosmopolitan
chorale, the harmony of which, burdened and disturbed,
awakens a person to the height of national identity and
patriotic self-awareness... The last great poet of ancient
Georgia wrote with a pen drawn in the gall of «<Merani
«lines (of epochal meditation)» [1, p.185].

The researcher considers Baratashvili's character -
the protagonist of «<Merani» to be the Georgian double of
Goethe's Faust.

We think it is interesting and thought-provoking
that different researchers refer to different authors as
«the last great native of the ancient Georgian statew:

Besik — Sargis Tsaishvili, Davit Guramishvili — Revaz
Tvaradze, Nikoloz Baratashvili — Mose Gogiberidze.
Baratashvili's wayfarer/meager/pilgrimage is

remarkably similar to Byron's, whose title of the main
works emphasizes the concept of pilgrimage - «The
Pilgrimage of Childe Harrold» (in the original it is
«pilgrimage» (and not «journey») that is emphasized in
«The Pilgrimage of Childe Harrold» — this is a reference to
initiation). It is in this aspect that a banal journey differs
from a pilgrimage (poverty, poorness).

Valerian Gafrindashvili in his essay «Notes on Lyric»
noted, «Lyric is doomed to distant and secret ways, there
is no reality here, only mysticism... There are no visible
moments in Baratashvili's prosaic and poor biography,
and his work must atone for the shortcoming of this
biography» [4, p.595].

In addition to voluntary (spiritual) poverty, fate
forced Baratashvili to become poor. According to Pavle
Ingoroqva, the exile of the poet to Nakhchevan and Ganja
was, in fact, an exile, because tsarism restricted
Baratashvili's progress in every way — he saw in him the
continuation of the ideas of the conspiracy of 1832 [12].

«Tears of piligrim» are «black thrush» with Besik (in
the poem with the same title), irises are added to the rose
—a group of beautiful flowers:
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«The harbingers of the coming of spring, the
harbingers of roses and irises,

Tellers of other flowers and other stories» [13, p.18], it
seems that Besik also shares the fixed quote regarding
«news» in Mamuka Baratashvili's chrestomathy
«Chashnik», which (we will repeat) is specially transcribed
by Sargis Tsaishvili: «\Who were good poets, they recited
stories» [14, p.160].

Iris appears as a prominent flower in Baratashvili as
well.

Baratashvili's poem «Nightingale on a Rose» (1834)
seems to be a reflection of one of the stories (stories) of
the «Garden of Sadness». The following «story» is
paraphrased in the five-stanza text: a nightingale sitting
on a rose branch whistles to a beautiful loved one, a
heartbroken one addresses it like this - «tormentor» (both
Besik and Baratashvili constantly emphasize the
«painful» aspect of love), my sorrow lies here on your
petals, | wait for your petals to open.

The text presents the construction «your slow
speading « [10, p.4] («spreading slow « should be «quiet»,
«slow», «unhurried», in the dictionary of Saba there is a
definition: «slow spreading - quiet».

Baratashvili, in whose chronotope «grief» has a
special weight, paints an unforgettable landscape - the
dark night covers the floodplains, a slow breeze blows,
the moon appears and a rose spreads its fragrance.

A melody is attached to the landscape - «The
nightingale was barking».

A tragic overtone will be added to the «story» - the
nightingale will be disturbed .. (cf. the concept of
vigilance in the Holy Scriptures, in the parable of the ten
virgins) and when the joyful singing of the birds in the
mountains will wake up the loved one, «he saw the rose
withered»...

«The sign of the petals of a rose, the time ... of a
meeting» is one of the chrestomatous quotes of «The
Panther». The date with Baratashvili was not/couldn't
take place - while the nightingale was sleeping, the rose
was blown away.

A heartbroken nightingale with tears in her eyes
calls out to another winged, gather around, have mercy
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on me (cf. the call of the loved ones to Besik by the
heartbroken loved one - see above).

The monologue of the nightingale is sad, from dawn
to dusk (Rustveli's word), not saving life or singing, | didn't
even understand the «difficulty» of the «<small departure»
- «l wanted to spread a rose, | didn't think about crushing
it»...

The finale of the poem offers us a different point of
view - Baratashvili points out that life is mortal («Divine
affection» is immortal).

Love is also tragic in the poem «Ketevan», where, as
can be seen from the context, «cruel» was jealous of
Ketevan's and «Amilbari's» closeness, the slander
changed the son's attitude towards the woman who will
end her life by suicide - she will drown herself in Xan.

The passage of Ketevan's monologue is interesting
for us:

«Dear, | feel relief when | know that other place
exists»,

| am simple and humble, who always waits for you»

The chronotope of the world is replaced by the
chronotope of eternity (cf. Byron's poem «If that high
world» [15, p.Jl74] («If that high kingdom..»). The
conceptual difference between the texts of Georgian and
English romantics is created by the fact that Ketevan, He
is sure of the existence of a fairy tale, while Byron's literary
alter ego is doubtful.

Baratashvili will also drink the «wine of immortality»
while looking at lover's earring.

«Baratashvili's soul had a love for the great, but he
had a love for the miniature. His poem «Earring» may be
the most intimate poem in world poetry, full of hidden
passion and grace», Valerian Gafrindashvili wrote in the
essay «Baratashvili» [4, p.598].

Levan Melikishvili remembers what Tato said at the
party, «Ekaterina's playing with the earring has moved
me, God's judgement, a man will not see anything better.
«At first glance, a poem-miniature (according to Valerian
Gafrindashvili's genre definition) sounds like the
apotheosis of sensual love:

«Like a butterfly slowly feeding on a lily, beautifully
curling it,

105



So the earring, the foreign earring plays with the
ghost of its own.

The last line shows that the poem is not a banal
injection of carnal beauty and a simple earthly trick - the
poet talks about the enslavement of the earring's soul
(and not the bug).

Associatively, a parallel can be drawn with the
phrase «Praise of praises»: «<You captured my heart, O my
oppressor, with one glance, like one bead of your
necklace» (Praise of praises 4, 9) [16, p.595].

Baratashvili's - refined - loyalty is reflected in the
poems dedicated to Ekaterina (as Pavle Ingorokva
believes):

«Earring», «<Don't listen, lover», «To the daughter of
Noble, piano singer», « | am happy to be with you», «lover,
| remnember», <A light rose in the east», «The color of the
sky», «I found a temple», «Why do you complain to a
man», «With my friend», «Your brokers curl up like a
snake», «| dry my tears».

Not only the physical beauty of a beautiful woman is
emphasized, but also the special talent of singing, high
performing art of playing the piano...

Baratashvili emphasizes in every text that love is a
spiritual state for him:

«With a beautiful voice, with a sweet song, airy, joy of
the soul,

You look at me with my eyes, my heart and my heart
and smile» («To the daughter of Noble «).

«The sound of the instrument, of the slow harp, of
the soul. «

And the language of the beautiful makes my heart
sing» («Na, piano singer»).

An oxymoron is created this time by the mention of
joy and plague.

When an earthly woman separates the worldly
space of lover and reveals the supernatural, dispels the
divine essence of love, she appears in the poem «l am
happy to be with you»: «<You are like a May day with a
smile, | see heaven in your eyess...

The quote will echo the overtones of «Praise of
Praise», Dante's «Divine Comedy», Guramishvili's
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«Zubovki», earthly love is revealed/represented as a
projection of «the heavenly thing».

(Pavle Ingorokva points out that the poem is not
original, a paraphrase of a Russian romance sung by
Natasha Rostova in «War and Peace» to Mozart's tune («l
am so happy to be with you»)).

«Baratashvili made the beauty of the soul an object
of admiration more than the beauty of the flesh.. he
sanctified love, worshiped spirituality in love more than
carnality», noted llia [9, p.189].

A Dbrilliant connoisseur of the Holy Scriptures,
Baratashvili said that «all flesh is dry and every glory is dry
- like a flower is dry» The plow will mow it and the flower
will fall» (1 Peter, 1, 24).

A highly interesting perspective is offered by the
poet in an untitled poem (provisional title - «lover, |
remember your eyes..») - describing eyes shining with
beautiful tears (not beautiful eyes shining with tears, but
eyes with beautiful tears. «Beautiful» is the definition of
tears - N .b.), the silent bagen hide Khvashiad. Karib
realizes that this tear is special (isn't it called «beautiful»
by chance):

«...Soul, he didn't shed a tear for this village,

Your sad face did not look like a physical one.

Piligrim realizes that Lover foresees his spiritual
orphanhood and wipes himself beforehand with
«strange» (unknown, unknowable, mysterious) tears (we
remember the passage from «Abo's tortures» - Abo
foresees the inevitable end, he sees a strange vision - how
he himself will take away his own dead body).

It is important to refer to lover with «soul» and
emphasize the non-earthliness of the loved one, the kind
of «non-realization»

Also significant is the face of Lover - Baratashuvili is
also a character in «Garden of Sorrows» and the real (or
imagined) beautiful lover is also in the same space.

The shedding of tears in a stranger's gaze reminds
one of the eyes of misfortune and past happiness and
threatens the loved one to bring «the days of eternal
bliss» to him...

The poem is also an apology for «the color of the sky»
unearthly» (unworldly color). Even at the blue gaze of the

107



eyes of an earthly woman, the poet/friend melts into the
sky, the sky-filled color calls to the blue ridge and casts a
longing thought - «melted with attractiveness, | will join
the blue color», to cover even his body with celestial dew...

Baratashvili, if we recall the line of his own poem
(«kEvening at Mtatsmindaze»), can be called a poet -
«gazing at the sky with rapture», created on earth, in the
world. In the poem «Think by the Mtkvari» «eyes are
running far, far, in the sunset of the sky. «

It is interesting that in the dictionary of Saba, the
most authoritative encyclopedist for Besik, Baratashvili's
least favorite color - blue, blue is defined as «the body of
the blue sky».

Baratashvili's exorcism in the world is marked by a
sign of high melancholy (Byronic «world sadness»), and
although he says, «It is not fit for a man to be like the
living dead, to be in the village and not take care of the
village», obviously, the above does not mean attachment
to the world.

«village» is not the village that the apostle Jacob
explains: «The love of the village is the enemy of God;
whoever wants to be a friend of the village will become
an enemy of God» (James 4, 4)

«Here in the countryside, our calling is materialistic
world, so who shares only materialistic world, they
become God's enemies at once, because he treats the
divine in a useless, negligent and arrogant manner...

God, who loves the human soul, is suspicious of the
village. The Lord loves him not simply, but - with a
suspicious passion, because the beloved creature should
not be attracted by the village, should not be carried
away by the village» [17, p.244].

God and the village are considered as antonymous
concepts in the Holy Scriptures, but, at the same time,
«there is a God from the village that fills with essence and
the village that is inseparable from the village».

According to Teimuraz Doiashvili's highly significant
observation, «Baratashvili's lyric moves between the two
wonders that filled Immanuel Kant with astonishment
and awe - the starry sky («kEvening on Mtatsminda») (we
would add «Merani» - n.b.) and the moral law in a person
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(«Thinking by the Mtkvari»). It is perceived as a part of
mental-spiritual activity» [18, p.41].

In the biography of Nikoloz Baratashvili, lona
Meunargia examines the memory of Konstantine
Mamatsashvili, according to which the residents of Tbilisi
used to spend their time «having dinner together,
gatherings in the evenings sometimes with Nikoloz
Baratashvili, sometimes with Levan Melikishvili,
sometimes for dinner at a bar in the outer district), a
friendly dinner and after dinner - a walk in the moonlight.
At night in the streets and sometimes in the streets» [2,
p.28].

Obviously, the garden here is a real topos, not a
paradigm.

It can be perceived as an artificial parallel, but, from
a certain point of view, associatively, the chronotope of
Baratashvili's chrestomathic poem «Evening at
Mtatsmindaze» is similar to Besik's «Garden of Sadness» -
Mtatsminda is also a garden of sadness - «places..
thought-provoking, deserted and unspoiled», which are
covered and beautified by the heavenly snow, are
surrounded by mystery («mystery»), amazing «sight»
captures the gaze - «a beautiful valley spread out to the
bottom» is sad They spread it like a tabla to a holy one
and like a hymn to a grateful one, they spread the smell
of you» [10, p.7].

Nikoloz Baratashvili/poet's lyrical couplet
emphasizes his bilious, sad mood, walking on the «dark»
(dark) rock paths, meets him like a friend on a quiet
evening, because he, like him, «was sad and sad!»

If Besik's mystical feeling is wrapped in the shroud
of allegory, in Baratashvili the village and the
supernatural are presented as essentially opposing
spaces without any parabola - behind the visible sky, the
invisible sky is the shadow of worldliness, the veil of
worldliness. Seeing the azure sky, the poet/protagonist
longs for the eternal abode, the eternal station, and
dreams of «resting» here in vanity (in the poem «My
prayer» is a plea - «Give me a cozy station»).

According to the «Biblical Encyclopedia», the word
«heaven» is interpreted in the Holy Scriptures with
different meanings - even the visible sky tells us about
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the Lord, it amazes our eyes with its beauty, grandeur
and harmony. The heavens and the earth are an invisible,
non-existent world, there is a special place of God's
omnipresence, His order, the company of angels also
reside here, from this sky the Lord descended to the
earth, ascended there and will return from there to judge
the living and the dead.

According to John of Damascus, the Holy Scriptures
distinguish between «sky», «<sky» and «sky of heaven».

Philosopher Kakha Katsitadze's letter «Solomon
Dodashvili and Nikoloz Baratashvili» cites the point of
view of the German thinker August Schlegel: «The
highest wisdom (the Holy Scriptures - N. B.) teaches us
that humanity has lost its homeland due to a great
mistake. Thus, the purpose of his earthly existence is that
he should aspire back - to his lost homeland, where a
person relying on himself is unable to reach.. This is
where the longing of the poetry of the new age to
connect these two worlds - the sensible and the
supersensible, between which we moven».

He considers Yona Meunargia Baratashvili's «<heavy,
fourteen-twenty-syllable poem» as the «interpreter
(representer) of the burdened soul» [2, p.67], which is
especially emphasized when talking about the poet's
versification.

According to Besik, the most essential
tone/overtone of Baratashvili's poetry is «Affection» we
mentioned above that May is also a relevant, often
mentioned month in Besik's poetry).

Baratashvili's love is characterized by universality, it
is love for the whole universe and not only for a specific
love (like the love presented in Akaki's «Praise of Praise»).

In another passage of the poem, classical paradigms
appear, equally significant for the poetry of Besik and
Baratashvili:

«Follows the moon as a lover, the only star for itself «

This star is probably the sparkling star of the sky
which appears first in the sky at dawn and disappears
last.

«Baratashvili's stars are the holiest stars ever»
Valerian Gafrindashvili wrote [4, p.595].
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Aleksandre Baramidze draws attention to the fact
thatin the poems of the Kremenchug cycle, the stars that
were shining above the poet's head, were the ones, which
were called «black stars» [7, p.19].

In the poem «Ar Ukizhino satrfoo..», the poet
announces a cherished dream:

«l want to be the sun to cover my days with rays, ...

| want to be a star, at dawn»

Marcus Aurelius in the seventh book of «Thoughts»
noted: «Observe the movement of the stars as a
participant in their flight, and constantly think about the
transition of the elements into one another, because
such representations cleanse the soul from the earthly
peak».

Valerian Gafrindashvili writes about Baratashvili, «<He
is always on the edge of a double existence, he
experiences time as a nightmare, bound to the ground,
like Mallarmé's snow swan, he melts into the immensity
to be stripped of his temporary clothes (from his body -
n.b.) and to shine with the angels in the beautiful ether»
[4, p.597].

«The sadness of the heart», according to the poet's
belief, will be comforted in the calm evening of May, «that
the sunny morning will dawn and it will enlighten
everyone in the twilight»

Basic overtones in the poem «Tano Tatano» are
classic:

Baratashvili's reflection of Besiki's «Silent caress» is a
quote from the poem «even silence will be considered a
prayer to you! « [10, p.21].

With Besik there is a silent allergy, with Baratashvili
- a silent prayer.

«Kekela» from Besiki is a parabolic name of lover, the
connotation is positive (cheerful), with Baratashvili (in the
poem «my friend»), «kekela» is a synonym of unstable.

The metaphor of hair (Dalal-Kaves) is a snake in both
poets, in Besik's hair wraps around Satrfo's crystal neck,
in Baratashvili—on his chest.

«Ashiki» and «Adavrisheben» highlighted by us with
Baratashvili are metaphors of Eastern-Sufi poetic arsenal.
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Both poets worship physical beauty, which,
according to Baratashvili's understanding, is a «talent
only of the flesh».

Besik's «Tano Tatano» is an apologia for visual beauty
- a portrait of satrfo is drawn, an unearthly beauty - a
foreign body, a heart-warming body, vermischaris dalal-
kavs, @ monstrous eyebrows-lashes-eyes (in  the
mentioned context, kmonstrous» is not out of place at all.

Conclusion We think it is a direct allusion to the
biblical quote - «You are beautiful, like a camp prepared
for war» - i.e. - terrifyingly beautiful - n.b.) «Orange» (also
by analogy with «praise of praise»), killer arms, severed
fingers...

In the final passage of the untitled poem «l hide my
tears», Baratashvili also delivers a speech to Affection:

«How can | not praise the god of Affection! He joined
all the good ones -

The soul breathed the talent of heaven into the
world» [10, p.37].

Although Baratashvili knows that «beauty is only a
talent of the flesh», beauty «blows» the soul with «the
talent of heaven»

The duplicity of love is established with both poets.

With Besik, an oxymoron is created by sweet and
bitter, with Baratashvili — consolation and (and) burning,
enlightening-revealing (the quote will redirect us by
association to the chrestomathous lines of Aleksandre
Chavchavadze - «Why should a wise man shake hands
with him and why should a nightingale be moved to
pluck a rose because of him?!» - here is also a classic
arsenal. The Eastern concept of love is pedaled by the
word «Arabita» emphasized by Rustveli (although the
magical, irrational, «manual» essence of love is also
emphasized in the Western three-way semantics (for
example, in «Tristan and Isolde», «Romeo and Juliet»))
(coincidentally, Stendhal also wrote, the archetype of true
love The search is in the Arab Bedouin's tent).

«Once | see you, | will add a thousand years» («tano
tatano»), the basic is given to Lover, and here the phrase
can be understood both in the literal sense and in the
exegetical sense — «A thousand years, as if it were one
day»
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«l, too, fell upon the slayers of the village..» («I will
save the garden of sadness» // «Woe to the one who falls
into the hands of your piercer» («Soul evil») ...

«Heal the sinner, Queen» («Praise of the All-Holy
One») [19, p.296]// («Prayer»).

Besik's feelings in Kremenchug [19, p.294] seem to
be a direct prediction of the feelings reflected in the cards
written by Baratashvili from Nakhchevan-Ganiji.

In the epigraph of Besik's poem the Sardar is
addressed by

Piligrim (the poet's lyrical double), «the bearer of
distant foreign communities, .. the owner of tears of
blood» [19, p.207] - // The concept of «Meran» directly
echoes the above.

The addressee and the addressee are the same in
the poem «Ats Aja-Kenvity», «Where the Piligrim gathers
and licks (is/exists and licks) dirt, dust and licks» [19,
p.209].

Valerian Gafrindashvili wrote, «Baratashvili poisoned
healthy Georgian poetry with the poison of suspicion,
and we can call him the first decadent of our poetry. He
invented melancholy in Georgian poetry» [4, p.15].

Valerian Gafrindashvili's established opinion can be
found in llia's chrestomathy letter («Letters on Georgian
literature»): «When this voice is mysterious, in the first
(from the beginning - n.b.) Weak, gradually growing
stronger, and the earpiece completely subjugated him,
he learned that the voice was not his guardian angel, but
an evil spirit, which confused the pure intentions and
killed the boy's blind faith, At the same time, the
mysterious voice belongs only to the one who «has fire in
his soul and sea in his heart», as Baratashvili himself says
about Napoleon» [9, p.191].

Besides Besik, Nikoloz Baratashvili is also the author
of a lyrical poem. As in Besik's works «For Aspindzi» and
«Gray Battle», the backbone of the plot of Baratashvili's
work is the description of the battle of Krtsanis and the
interpretation of the results in terms of the problem of
political orientation of Georgia.

Regarding other wars, Nikoloz Baratashvili wrote to
his uncle, «It is a shame that in such horrors
[transliteration is Baratashvili's - N. B.] Poetry did not
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wake up» [10, p.82] (referring to the centuries-old
campaign of the Russian Empire in the North Caucasus
and Baratashvili's own request to his uncle - «Try to sign
me to Rennenkampn»...).

The pathetic lines of «Bedi Kartlisa» were inspired by
Platon Yoselian's narration, Zaza Abzianidze notes in his
letter «Nikoloz Baratashvili» [20, p.4].
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Annotation

One episode of «the life of Saint David Garejeli» is discussed in
the work, in which it is narrated how Saint David Garejeli (6th
century) converted to Christ an unrighteous man named Bubakr,
who threatened to kill David, but after a miracle performed by
David, he turned to Christ.

From the work, we can see that David speaks to Bubakr in
Armenian, which indicates that Bubakr is Armenian. But the author
only hints about the Armenianness of this person and does not say
it directly. In the present work, the attention is focused on the fact
that in the Middle Ages the word “Armenian’, along with the ethnic
one, also had a confessional meaning and that it was also used in
the meaning of Monophysite. The authors of the article express the
opinion that in the previous text, which the creator of «Life of St.
David Garejeli» (10th century) relied on when writing his work,
Bubakri was presented as a person of Monophysite confession. The
text showed that the Monophysite was going to kill the holy monk
and he changed his mind only after Bubakr and his son were cured
of their illnesses by this monk.

According to the authors of the article, as Monophysitism was
presented in a negative context in the Bubakr episode, the creator
of the new monument about St. David Garejeli did not mention the
word «Armenian» at all. After the church split between them, they
tried to repair the broken relationship, and presenting
Monophysitism in a negative context would not contribute to the
improvement of this relationship.

Bubakr is presented as a positive person in the monument, it
is shown that he showed strong faith in God and became a true
Christian.

Key words: David Garejeli, confession, Armenianness,
Monophysite, Diophysite.

Muxaunn Xyunwisumnn', MupaHga Toaya?

CyXyMCKWUN rocyqapCTBEHHbIN YHUBEPCUTET'
(Téunnucn, I'py3ms)
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AMN3OAUNYECKUE BbINMYCKU «U3 XKN3HU CBATOIO
OABUOA TAPEOXEIN»

AHHoOTauumA

B npousBegeHmm o6Cy»KaaeTcs oamH 3o <t cBSTOro
HaBuaa Fapegxxern», B KOTOPOM PACCKA3bIBAETCH O TOM, KAK
ceaton MdaBuag [apemxkenn (6 Bek) o6patms Ko  XpuUCTy
HernpaBeaHOro 4Yye/aioBeKa o MMeHu By6akp, KOTOPbIM YrpOxasl
y6éutb [aBuaa, HO rocse 4yaa, coBepuieHHoro [AdaBuaoM, OH
o06paTnICa KO XPUCTY.

W3 pa6oTbl Mbl BUAUM, YTO [3BuA roBOpUT C By6AKPOM ro-
QPMSHCKM, YTO YKA3bIBAET HA TO, YTO byb6akp apmMsaHuH. Ho aBTop
TO/IbKO HOMEKQET HQ APMSHCTBO 3TOr0 Ye/I0BEKA U HE rOBOPUT 06
3TOM npgmo. B HacTosauer paboTe BHUMAHME AKLEHTUPYETCS HA
TOM @AaKTe, 4TO B CpedHWe BEeKA C/I0BO «APMSAHMH», HApS4y C
STHUYECKUM, UMESIO TAKXKE KOHPECCUOHA/IbHOE 3HAYEHME K YTO
OHO TAK)KE MCrO/Ib30BA/IOCH B 3HQYEHMN MOHOPU3IUT. ABTOPbI
CTQTbM BbICKA3bIBAT MHEHME, 4TO B MpeablayLiemM TeKcTe, Ha
KOTOPbIV Onnpasncsa aBTop «XKutmg cs. Jasuaa Fapemxenn» (10 Bek).
Bybakpu 6bi71  MNPeacTaB/ieH KAK 4Ye/JOBEK MOHOQPU3UTCKOIO
mcrnoBenaHums. TEKCT MoKA3a/l, YTO MOHOPU3NT CObMPAaIca youTh
CBSATOro MOHAXA M nepenymMasl TO/IbKO Moc/ie Toro, Kak By6akp v ero
CbIH 6bi/1M CLEe/IeHbI 3TUM MOHAXOM OT CBOMX 60/1e3HEM.

o MHeHWr QaBTOPOB CTATbM, MOCKO/IbKY MOHOQPU3UTCTBO
6bI/10 MPeAcTaB/IeHO B HEratMBHOM KOHTEKCTe B 2rum3od4e C
Bby6akpomM, co3gaTesis HOBOro [MaMATHUKA cBATOMY [aBuay
Fapemxeny BoobLle He YrNoMsHYs C/I0BO «QpPMSAHUH». [locne
LIepPKOBHOIro packosa OHMU MonbITANCh BOCCTOHOBMUTb
pPa3pyLUEHHbIE OTHOLLUEHMWS, M rNpeacTaBIeHne MoOHOPU3IUTCTBA B
HEeraTMBHOM KOHTEKCTE He CrocO6CTBOBA/IO Obl Y/YHYLUEHWNIO ITUX
OTHOLLIEHUA.

by6akp npeacrasieH B MAMATHUKE KAK  MO3UTUBHbIMN
yeslIoBEK, MOKA3AQHO, YTO OH MPOSABUII CUIIbHYIO BEPY B bora v cTtasna
MNCTUHHbBIM XPUCTUAHUHOM.

KnwoueBblie cnosa: [laBun [apemkeny, uvcrnoBegaHue,
APMSHCTBO, MOHOPU3NT, ANODUIUNT.

Muxaunn XyumniuBumnaun', Mupaxaga Toaya?
CyXyM MeM/IEKETTIK YHUBEPCUTETI
(Téunumcu, py3uns)

«QYJIUE A3BUA TAPEOXXENAOIH ©MIPIHEH»
ANMnN30ATblK WbIFAPbUJIBIMOAP

AHHOTauuNa
UibiFapmaga «CeHT-[3Bua FapemxenvgiH emipi» atTsl 6ip
anun3oab! TaakbinaHagbl. CeHT-A3Bua Fapemyxenu (6 Faceip) AayiTTi
enTipeMiH gern KOPKbITKAQH by6akp eciMai aainerciz agamasi
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Macixke Kanav 6ypraHbl TypAbl QUTbIIAAbI, Bipak AayiT acaFaH
FQXKQUBIATAH KeMiH 01 MacCixKe XXyriHreH Typa/ibl QUTbiIa4bI.

UlbiFapmagaH 6i3 [A3BuAaTiH aApMsaH  TiniHAe bBybakpmeH
CeuiIecKeHiH Kepemi3, 6y bybaxkpabiH AQpMSAH eKeHiH KepceTeal.
bipak aBTOp TeK OCbl A4AMHbIH APMSHAbIFbIHA HYCKAUObI YKOHE 6y
Typabl Tikenew auTriavigbl. bya >KyMbICTQ OpPTA FACLIPAPAA
«QPMSAH» CO3[ STHUKA/IBIK TiIMEH KATAP KOHGECCUSAIbIK MAFbIHAFA
me 6O/IFAHBbIHA XXOHE OHbIH MOHOPU3NT MAFbIHACLIHAA A4
KO/IAQHbIIFQHbIHO HA3ap ayaapbiiagbl. Makanaa aBTopsapbi
as4blHFbI MOTIHAE ABTOPAbIH ©Mipi Typasbl Mikip auTagsl. [d>BuAa
Fapemxenun» (10 FaAcklp) ©3 XXYMbICbIH XQ3y Ke3iHOge CyveHir,
by6akpint MOHOPU3NTTIK KOHGECCUAHbBIH AAAMbl PETIHAE YCbIHbI/IAbI.
MaTiH MOHOPU3NTTIH KQCMETTI MOHQAXTbI 6/TIPMEK 60/IFAQHbBIH XoHE
o1 by6aKp MeH OHbIH YIbiH 63 Qypy/IapPbIHAOH CAYbIKTbIDFAQHHAH
KeWiH FaHA LWeLliMiH ©3repTKEeHIH KepceTei.

Makana aBTOP/IAPbIHbBIH MiKipiHLLIE, MoHoPU3NTNIM
BybakpmeH 60/1FQH 3MmM304TA TEPIC KOHTEKCTE YCbhIHbITFAHOBIKTAH,
CeHT-[A3B1a MapemxennaiH >XaHQ eCKePTKILLIH XXACAYLLbl «QPMSIH»
COe3iH My/deM QUTKAH XOK. OnapdbiH apacbiHAQFbI LUiPpKeYAiH
6eniHyiHeEH KeWiH O071ap XXOUbIJIFAH KQTbIHQCTAPAbl KA/rbiHA
KenTipyre TblpbICTbl, Q71 TEPIC KOHTEKCTE MOHOPU3NTUIMAI YCbhIHY
6y/1 KQTbIHACTAPAbIH XXAKCAPYbIHA bIKMQ/I eTriec eql.

byb6akp eckepTKilITe MO3UTHMBTI a4aM peTiHAe YCbIHbIFAH, O
KyoaviFa KQTTbl ceHiM 6ia4ipin, HAFbI3 XpPUCTUAH 6GO/IFAHAObIFbI
KepceTi/reH.

TyviiHgi cespgep: [>Bua [apemnkenu, KoHpeccusd, apMaH,
MOHOGU3INT, ANOPUINT.

Introduction. There is such an episode in the life of
Saint David Garejeli: David used to go to the edge of the
rock and pray alone. One day «a barbarian came from a
place close to Rustavi and started hunting». He chased
his hunting hawk for one partridge. The frightened
partridge sat down in the place where the monk was
praying. «The barbarian» came there, saw the monk, and
asked him for his identity. At this point in the text, we
read that David: «<kAnswered him in Armenian: «l,a man, a
sinner, a servant of our Lord Jesus Christ, and | implore
His mercy so that all my sins may be forgiven me. He then
told the hunter to leave the partridge alone because the
bird had come to the monk to save his life. Hearing this,
the barbarian replied and said, «l want you to die, and
how can you save the partridge from death?» David
replied that he could not kill him or his partridge. Hearing
these words of the monk, the barbarian, riding on a horse,
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raised his sword against Saint David. And at that
moment, when he wanted to swing his sword and strike,
he inadvertently froze. Then, they say, the barbarian
realized his wickedness, dismounted from his horse, fell
at the feet of the monk, and begged with tears for the
forgiveness of his sin.

David had mercy on the «barbarian» and prayed to
the Lord to heal this man: «Give us Thy grace and mercy
and heal him and let Thy name be glorified», and after
these words he was healed, Barbarian, with hot tears,
prayed to the holy monk for a son, lame on both legs. The
monk said, «Go, and if God wills, you will see your son get
well.» We read further: «<xAnd the man went with a joyful
face, because he had hunted the prey, and when he
came home, he saw his son limping along, and joyfully
met his father. The man glorified Christ God!

The father thanked God, and then asked: «What
time did my child got healed?» They answered him: «On
the third day he got out of bed and jumped around like a
rabbit.» It was then that the man remembered that three
days ago the monk had told him: «If God wills, your son
will recover.» Everyone thanked the Lord.

The next day, the «Barbarian» came to David with a
big gift, along with his healed son and two other sons,
and said: «Truly, | have found you a healer of soul and
flesh. And now the child is standing in front of you., he
was legless, and today he is healed and unharmed by
your prayers, and these two sons of mine | brought before
your holiness so that they can touch your robe and be
blessed by you. Then David Garejeli laid his holy hand on
him and said: «May God, who blessed Jacob, bless you
and your children throughout life.» After that, we find out
what the name of the Barbarian was. The narrator of the
life of Saint David informs us that «Bubakr ordered the
slaves (that was the name of the barbarian) to bring to
the monk everything that he could get for him. And the
monk gathered all the brothers, and they ate and drank
until satiety. After the feast, David asked Boubakr, «What
do you want to do in the future? Barbara begged David
to baptize herself and her entire family: David told
Bubakr to bring a gift to monk Dodo and to receive the
blessing of christening from him: «Take some precious
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gifts and go to monk Dodo so that he can share with the
brothers who are with him and be blessed by them all
you and your family too: «KAnd he knows an honest priest
and he should ask to him so that he can go with him and
he will enlight you and all your household». David
accompanied the monk Lucian to Dodo, and he said the
following to the priest: «Then Lucian stood up and told
him to bring the priest along with him so that they would
christen Bubakr and all his family.»

Then it is said that «Saint Dodo did it, as the monk
ordered». After he was Christened, Bubakr built a church
for the monks, that «the last saint and God-clothed
Hilarion spread and blessed the church.. This man,
named Bubakr, is mentioned as «the son of light»' [I,
0.234-230].

Main Discussion Korneli Kekelidze considered the
monuments telling the story of loane Zedazneli, Shio
Mghvimeli, and Evagre to be written by Arseni Il (10th
century; according to Korneli Kekelidze[2, p.955-980; 159-
163; 532-537], Arseni is represented in some places as the
bishop of Nekresi, which is why they sometimes believe
that two different persons are named in the texts, but, as
Mariam Chkhartishvili rightly points out, For Arseni,
being from Nekresi does not exclude being a
Catholicon.... [3, p.22-23]. According to Korneli Kekelidze,
the above-mentioned monuments depicting the life of
the Assyrians are constituent parts of one work, which is
evident from the fact that the story of Shio Mgvimeli is
included as an organic part in the story about loane [2,
p.536], «In the life of Shio and Evagre». It tells about the
death of loane (due to the mentioned circumstances,
these monuments were considered as constituent parts
of one work by llia Abuladze, Enrico Gabidzashvili...). The
organic part of the same work can be seen in «The Life of
St. David Garejeli», - the author tells us about the life of
John Zedazneli and other Assyrian fathers, after narrating
one period of John's life, he informs us about other
disciples and begins to tell about all of them in the same
style, which creates the impression that the previous
story It continues with the mentioned words (this
circumstance has already been noted in science): «<And
the blessed and divinely enlightened father our holy Shio
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came with the guidance of the Holy Spirit and settled in
the west, namely in the capital Mtskheta» [1, p.217], «and
the holy father David to discipline himself went in the
desert and the waterless place» [1, p.219], in the same «The
Martyrdom of St. Abibio of Nekreseli» is perceived as a
constituent part of the work, giving the impression that
it is also a continuation of the previous story: «<However,
there is a little bit more to mention the holy and chaste
priest-teacher and martyr» [1, p.240]; Face of St. John
Zedazneli is drawn in such a way that he remains the
main character of the work even after death. What is St.
John is «alive even after his death, and has boldness
before God» [1, p.238], «in the life of St. Shio and Evagre»
«where his body was buried, the earth shook violently» [4,
p.228], and then the monks moved his parts to where
John wanted. John leaves this world, but his presence is
felt, and even if they do not mention him later when
telling the life of the monks while reading the stories of
David Garejeli or Abibo Nekreseli, the reader should still
feel that the spirit of John exists with these monks. And
while reading the lives of others, his face should be raised
in readers' minds.

The «lives» of loane Zedazneli, Shio Mghvimeli, and
Evagre, Davit Garejeli are referred to as archetypal
monuments in science to the extent that they were the
basis for other, metaphrastic, works. Obviously, this does
not mean that nothing was written about the Assyrian
monks before the creation of these «lives». According to
Korneli Kekelidze, it is inconceivable that «for four
centuries nothing was written about these fathers»',
according to him, «If nothing else, this is suggested by
the words of Basil catholicon, who says that the reports
on the miracles of Shio Mghvimeli told by others and
others were found by me [2, p.162]; The fact of the
existence of other books is confirmed by the words
preserved in the text of the life of St. John Zedazneli,
according to which «there are many miracles that have
already been described» [1, p.198]; It can be assumed that
all these different monuments were united by the
catholicon Arseni and he did it in such a way that in this
unified work St. John Zedazneli was presented as the
main figure. The reader could clearly see that he was the
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spiritual leader of these monks; That he would enrich the
text with his words and separate references when
combining the monuments, we think it is clear and
understandable, although we also see that the «lives» are
stylistically different from each other, which, naturally,
should be explained by the fact that the works were
written by different authors about different Assyrian
fathers at the time. That's why when they were
combined, the original style was clearly preserved... The
study of the interrelationship of «lives», in general, and
the investigation of the problems related to the texts, is a
future task, this time the most important thing that
comes under our attention is that the mentioned
monuments narrating the lives of the Assyrian fathers do
not resemble the ones created for the first time in the
10th century and, as the historical sources make it clear
they must be based on other. older monuments... Let's
look back to the episode of «Life of St. David Garejeli» in
which the story of Bubakr's christening is told:

As we can see, David addresses Bubakr in the
Armenian language, as if the text clearly and
emphatically focuses on the fact that David answered
Bubakr in the Armenian language: «<He answered him in
the Armenian language: «l, a man, am a sinner, a slave of
our Lord Jesus Christ». One of the reasons for the address
in Armenian seems to be that David wants to appease
this man, whom he probably claims to have come as an
enemy. It seems that Boubakr is Armenian by nationality,
and it is this circumstance that determines the fact that
David addressed him in Armenian.

The text does not explicitly say that Bubakr is
Armenian, it seems that the author knows his nationality,
but does not say anything about it, the word «<Armenian»
is not mentioned in this text. Why what should be the
reason? In our opinion, the reasons seem to be related to
confessional issues.

We have presented the situation as follows: we think
that a circle has gathered around the author of «The Life
of St. David Garejeli» who is trying to regulate the
relationship between the two countries and wants to find
some way to fix the strained relationship created
between Georgians and Armenians after the church split.
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As long as it will be possible to find a way and somehow
warm up the relations, it is not excluded that such an
attempt comes from both sides, that in some period of
the 10th century beneficial trends for both countries
appear, that e. i. They strive to regulate the relationship,
and this is one of the main reasons why the narrator of
the life of St. David Garejeli does not mention Bubakr's
Armenianness; In the Middle Ages, the word «<Armenian»
had not only an ethnic, but also a religious meaning, this
word also denoted denominationalism and served as a
synonym for monophysitism. In the previous text of «Life
of St. David Garejeli», it was told how this man promised
to kill St. David, which he did not do only after the words
of St. David first made him sick and then healed him. And,
we think, if Bubarkh's Armenianess was mentioned, it
would be presented in a negative context. The story that
a Monophysite threatens to kill a holy monk and after a
miracle happens to himself becomes a Diophysite and
thus gets away from the darkness of sins, obviously
presented Monophysitism in a negative context, and
maybe because of this, the author avoided mentioning
the word «Armenian». Maybe they wanted to fix the
relationship and didn't want to talk about
Monophysitism in a negative context, in our opinion, this
should explain the main reason why the word
«Armenian» is not mentioned in relation to Bubakr in
«the life of St. David Garejeli». Although, as the
monument itself indicates, the author, apparently Arseni,
knows that Bubakr was an Armenian by nationality;
Obviously, he would have learned from the previous text,
he would have read there that an Armenian man
promised to Kill David, to whom David spoke in
Armenian, that this man converted to the faith of the
latter after he and his son were healed by the monk with
his prayer;, The word «Armenians», together with the
ethnic one, would undoubtedly have a confessional
meaning in that text. We thus explain the fact that the
word «Armenian» is not even mentioned in the text in
relation to Bubakr, despite the fact that the author of the
monument obviously knows about his nationality.

By the way, it is felt that not mentioning this word
has created an inconvenient situation for the author.
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When something is written about a person who is still not
christened in Orthodoxy, the reader should know what
religion this person was before conversion: a Jew, a
pagan, a representative of some branch of Christianity, or
something else... It can be seen that he does not need to
mention Bubakr's Armenianness or Monophysite, he
cannot say that Bubakr is a pagan, because he knows
that this man was not a pagan, and he cannot tell us what
specifically caused Bubakr's irreligious behavior: being a
Jew, paganism, heresy, or some other reason, and this
puts him in an awkward position and creates a danger
that the text will come out inaccurate. But we see that,
by using a general term, the author achieves this
situation at least to some extent. In order to find some
explanation for Bubakr's behavior from a religious point
of view, he mentions him as a Barbarian and, one way or
another, manages to explain to the reader why Bubakr
intended to kill Saint David, giving the text a more or less
correct appearance. He says that this person was a
barbarian before the christening, and he doesn't think it
is necessary to clarify what Barbarian means. Which
religion has this person? He thinks that the mention of
«Barbarian» with a general meaning is enough to get out
of a difficult situation. It is felt that this word was invented
to get out of the awkward situation, which in this case is
very general and cannot specify, in particular, which
denomination Bubakr belonged to.

In connection with the above, the part of «Life of St.
David Garejeli» draws attention, in which it is said that
Bubakri was «one of the places related to Rustavi».
«Related» is a term that refers more to ethnicity and,
therefore, «related to Rustavi» takes the form of a
somewhat strange expression. One gets the impression
that the author starts talking about Bubakr's nationality,
but does not clearly name this nationality. This part of the
text also makes us think that the author does not want to
mention the word «Armenian» and therefore moves the
word to Bubakri's residence. He starts talking about
ethnicity, but doesn't finish, he is going to say it, but he
doesn't say it, we even get the impression that the author
is playing with us - he hides it, but he points out what he
wants to say; Perhaps the reason for writing in this way is

123



that the author tried to arouse the interest of the reader,
perhaps that is why he uses such an unusual expression
«Related to Rustavi». It is possible that the mention of
«Relation» draws attention to ethnicity, but since it does
not explicitly say anything about ethnicity, it prompts the
readers to think for themselves about what nationality,
and what place this man should be from. An impression
is created that the understandable and knowledgeable
people are still aware by the author that this person is
Armenian, which will make it clear to many that he was
an anti-Chalcedonian before meeting Saint David.

Thus, in our opinion, Bubakr's monophysitism must
be deliberately hidden in the text of «Life of St. David
Garejeli» and it must be caused by the desire to improve
the relationship between the two countries. There will be
other reasons: if in the period when the new text of «The
Life of St. David Garejeli» was being written, the word
«Armenian» was perceived by the people not so much in
a religious, but more in an ethnic sense, if many of the
people living in that period no longer understood that
Bubakr's confessionalismm was meant by it, Then, along
with transferring this word from the previous text, the
author would have to add explanations that this word
also has a religious meaning. It would also be necessary
to clarify that «<KArmenian» was meant the confession that
does not recognize the human nature of the Savior and
does not recognize the creed accepted by the Church of
Chalcedon, and different definitions would take the text
too far and complicate the text, the previous text would
be changed too much, and, in addition to the fact that
such explanations would not help to regulate the
relations between the two countries. It would happen
that the text would be damaged from a purely literary
point of view, «The Lives of the Assyrian Fathers» for the
most part has a clear, simple, and plain look, such a style
of narration about them is established, and in some
episodes, to deviate too much from this style, in general,
to solve it in philosophy, would make the text more
complicated and would not suit the text; If we assume
that in the 10th century this word was mostly understood
by the people only in an ethnic sense, and if we assume
that the author did not want to impoverish its meaning,
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then we can consider these facts as the reason for not
mentioning this word in the text, mentioning the word
without explanations would contribute to the
impoverishment of its meaning.

Therefore, in our opinion, in the previous text of the
«Life of St. David Garejeli» it was shown that David
converted a Monophysite to Diophysitism, and if this is
so, then the opinion expressed in science, according to
which the Assyrian fathers were Monophysites and that
in the monuments that tell about their lives, becomes
even more doubtful The traces of Monophysitism have
been erased (see Kekelidze [5, p.34-44] .. about these
issues). «In the life of St. Davit Garejeli», as we have seen,
there is a mention of «the honest priest», who gives light
to Brubakr. The priest had to perform the rite of
christening, and therefore he asked David to send it to
the monk Dodo. The words «honest priest» may simply
mean that a decent person was needed to perform the
rite of christening, although it is also not impossible that
in the Assyrian circle they distinguished between honest
and dishonest priests depending on which one was
Chalcedonian and which one was not. (Assyrian fathers
worked in an era when followers of different
denominations could be found in the same circle for a
certain period of time) and it is possible that a trace of this
situation is preserved in the expression «honest priest».

Here we might be criticized and told that this episode of
«the life of St. David Garejeli» could have been interpreted
in a different way so that a completely opposite situation
was presented; At first glance, the episode might be
interpreted as David being a Monophysite, everything
should be painted in such a way that David converted
Diophysit to Monophysitism, or maybe we should think
that Bubakr was an ordinary pagan and David converted
him to Monophysite Christianity? At first glance, it is
possible to assume that the reality was like this: Bubakri
was a Diophysite Christian and Davit Garejeli spoke to
him in Armenian because he himself was a Monophysite
and by addressing Bubakri in Armenian he emphasized
this very fact. i. In this case, we must consider that he was
not afraid and acted bravely, even defiantly, he made it
clear to the Chalcedonian who was standing in front that
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he was an anti-Chalcedonian, and thus he showed great
courage and loyalty to his faith, because of which Bubakr
of Chalcedon promised to Kill him, but God saved David,
faithful to his faith. saved him, and then, when David
miraculously healed Bubakr's son, Bubakr and his whole
family also converted to Monophysitism; we can assume
that in the previous text a picture was drawn according
to which the Diophysite Bubakr was impressed by the
Monophysite David Garejeli, due to which he became a
Monophysite along with his whole family; Maybe this is
reality? Why is it impossible that such a situation was
presented in the early text, that Davit Garejeli was
depicted as a faithful Christian of Monophysitism, maybe
later the traces of David's Monophysitism were erased,
however, because David addressed Bubakr in Armenian,
this revealed the truth that Davit Garejeli supported the
anti-Chalcedonian doctrine?

At first glance, it is not impossible that it is really so,
but it only seems so at first glance, because in this case,
the following question arises before us: if they wanted to
erase something, then why did they mention the words
«in the languages of Armenians» at all, should they have
known, that the mention of the Armenian language
would raise suspicions, it would create an opportunity to
understand the text that the Monophysite was St. David
of Garejeli, why did they create a dangerous situation by
mentioning these words, they did not utter these two
words at all, who forced them, why did they put
themselves in a disadvantageous position?! It is very hard
to believe that people who want to erase David's
closeness to Monophysitism, who try to hide his
connection with the Armenian Church, cannot take into
account the simple truth that by mentioning the
«Armenian language» they create a basis for a different
understanding of the text, nor can we believe that they
carefully remove the traces of closeness to the Armenian
Church They get confused and don't even notice that,
when they transfer the words «<Armenian language» from
the previous text, with such, one might say, careless
action, they create a way to create an opinion about
David's Monophysitism; No, if they wanted to erase the
traces of closeness to the Armenian Church, we think
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they would not have mentioned the Armenian language
at all, would not have created a way to interpret the text
differently, would not have written the words «in the
language of Armeniansy; It is also completely improbable
that they copied these words from the old text due to
carelessness, in our opinion, there is no reason to believe
that they wanted to delete something in the description
of the life of Saint David Garejeli. And it becomes
conceivable that they avoided aggravation of relations
with Armenian church circles, and this should be the
main reason why they chose not to mention the word
«Armenian» in the text at all; Since everything points to
the fact that Bubakr's Armenianness was presented as
stated in the previous text, which has remained only as a
trace in the text we have, we think it is completely
permissible to assume that Bubakr was a Monophysite,
that he belonged to the Armenian Church; We cannot
accept the idea that Bubakr was an ordinary pagan if he
was a pagan, it is not clear why they had to hide it. The
narrators of «The Life of St. David Garejeli» would say this
directly, the word «pagans» is mentioned in «The Life of
St. John Zedazneli» [1, p.211] and it would not be difficult
to write it here either. If he was a pagan, they would have
said so explicitly, so that the readers would not
mistakenly think that he was a Christian of some
direction. However, it seems that he was not a pagan and
they could not call this word for no reason, everything
points to the fact that Bubakr was mentioned as
«Armenian» in the previous text, that E. i. He was a
Monophysite Christian and, mainly because they didn't
want to strain relations with Armenia, they didn't
mention his Armenianness anymore, they hid his
nationality and, therefore, - his confession, even when we
were told that David addressed him in the «language of
Armenians» and when They mentioned to us that he was
«Related to Rustavi», they actually pointed out to us that
he was Armenian, that he was of the Monophytic faith, a
man named Bubakr, who first came to Saint David as a
monk, and then became his follower. (We will say here
that the name, Bubakr, seems to be derived from the
Arabic AbuBakr: Abu Bakr... Bubakr.. This person may
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have had another name either after his christening by
David or before that).

Thus, our main conclusions take the following form:
from the text of «The Life of St. David Garejeli» it can be
seen that the person represented in this work - Bubakr
was an Armenian by nationality, that is, a Monophysite,
which was known by the author of the work, as is
conceivable, the Catholic Arseni Il, but he did not say it
explicitly and only He told us this with hints, the reason of
which must be that, in our opinion, Arsen's circle wanted
to regulate the Georgian-Armenian relationship, and this
regulation could not be helped by including the Bubakri
episode in the work in such a way that Monophysitism
was presented in a negative context; This must be due to
the fact that in the mentioned episode we are not shown
to which denomination Bubakr belonged. The analysis of
the discussed episode gives us a reason to assume that
there are traces of the history of conversion of the anti-
Chalcedonian to his confession by Davit Garejeli of the
Chalcedonian confession, and if this is the case, then the
validity of the statement that the Chalcedonians were
Assyrian monks, as most scholars believe, becomes more
certain.

Bubakr is considered by the Georgian church to be
among the persons who deserve great respect, he is seen
as a person who was first in the darkness of sin and then
came out into the light of goodness. The parallels with
the gospel help us to see some aspects of this person's
character. The text is written in such a way as to point us
to the Gospel, based on the Gospel paradigms, the
episode of the conversion of Bubakr and his family is
narrated: When this man heard that Jesus had arrived in
Galilee from Judea, he went to him and begged him to
come and heal his son, who was close to death. «Unless
you people see signs and wonders,» Jesus told him, «you
will never believe.» The royal official said, «Sir, come down
before my child dies.» «Go,» Jesus replied, «your son will
live.» The man took Jesus at hisword and departed. While
he was still on the way, his servants met him with the
news that his boy was living. When he inquired as to the
time when his son got better, they said to him,
«Yesterday, at one in the afternoon, the fever left him.»
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Then the father realized that this was the exact time at
which Jesus had said to him, «Your son will live» So he
and his whole household believed. Bubakr is compared
to the father of a son healed by the Lord, both have a sick
son at home, both are healed by the Lord from outside,
both ask at what time the sick man was healed and they
pay attention to the fact that it was at this time that, in
one case, Jesus said, and in the other, the saint of Jesus,
Healing words. Bubakr's whole family turns to God, just
like the courtier. Bubakr is similar to the centurion
mentioned in the Gospel of Matthew [6, p.47-53]. When
Jesus had entered Capernaum, a centurion came to him,
asking for help. «Lord,» he said, «my servant lies at home
paralyzed, suffering terribly.» Jesus said to him, «Shall |
come and heal him?»

The centurion replied, «Lord, | do not deserve to have
you come under my roof. But just say the word, and my
servant will be healed. For | myself am a man under
authority, with soldiers under me. | tell this one, ‘Go,’ and
he goes; and that one, ‘Come, and he comes. | say to my
servant, ‘Do this,’ and he does it.» When Jesus heard this,
he was amazed and said to those following him, «Truly |
tell you, | have not found anyone in Israel with such great
faith. | say to you that many will come from the east and
the west, and will take their places at the feast with
Abraham, Isaac, and Jacob in the kingdom of heaven.
But the subjects of the kingdom will be thrown outside,
into the darkness, where there will be weeping and
gnhashing of teeth.» Then Jesus said to the centurion, «Go!
Let it be done just as you believed it would.» And his
servant was healed at that moment [7, p.5-13]. centurion
shows great faith by believing that the Lord will heal his
slave even from afar, when the Lord utters the words to
heal the slave, the slave is healed.

The existence of parallels in the events narrated in
the Bible and hagiographic monuments does not mean
that the stories described in the hagiography did not
actually happen and were invented by the
hagiographers, no - obviously, these stories happened,
the hagiographers try to make a connection between the
events in the Bible and the life of this or that saint to find
a similarity and, as soon as they see it, they immediately
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start writing with references to the Bible, in order to
clearly show the reader that he is on the godly path, that
his follower is a saint; In many cases, the people who are
mentioned in the Bible and in this or that hagiographical
reading are similar to each other personally, and the
Bible helps us to see the characters of the hagiography
in this way. Bubakr, for example, is similar to the
evangelical doorman and centurion by the power of faith,
and it is possible to find other similar signs of character,
which will better show us the face of this person
mentioned in «Life of St. David Garejeli».

In connection with the Gospel paradigms, the place
in «The Life of St. David Garejeli» draws attention, to
which the father is informed about the healing of his son
and they say: «Today at the third hour had risen:»; It is
clear that it is said here: «Today at three o'clock he got
up», but the order of words is such that another
association is born, obviously, the resurrection of the
Christ from the dead on the third day is remmembered by
the reader when reading the mentioned words, and the
goal of the narrator is to create this exact association.

Conclusion. Thus, in our opinion, the episode of the
«Life of St. David Garejeli» in which the conversion of
Bubakr to Christ by the saint is described, gives rise to the
idea that in the old text describing the «life of St. David
Garejeli» the story of the conversion of a Monophysite
man to Diophysitism by St. David Garejeli was conveyed,
which It makes the view that the Assyrian fathers were
anti-Chalcedonian, Monophysites, even more doubtful.
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HaHa Onkuwsuin ', MupaHga Toaya'’
CyXyMCKWUN rocyqapCTBEHHbIN yHUBEPCUTET'
(Téunucu, py3ums)

O HEKOTOPbLIX METOOAX U TEPMUHAX
XPUCTUAHCKOW IK3ErE3bl

AHHOTaUuUA
Pa6oTa paccmaTpuBaeTca B 06/1aCTH 60roC/I0BCKUX TRYAOB —
JK3ereTMKM — ee OCHOBHbIX MeToAdX M COOTBETCTBYOLLEN

TEPMUHOIOMN, UCMO/Ib3YyEeMOM O/ UHTeprnpeTaumnm 6unb1ecKmx
TEKCTOB HQ PA3/IMYHbIX YPOBHSAX, 6yAb TO AJOC/IOBHbIE, MOPA/IbHbIE,
anIeropuyecKmne Mam MIMCTUUYECKME ornpeaeieHus.

KnoueBble cnoBa: Sk3ere3sq, TOJ/IKOBAHUWeE,  MpPUTYQ,
anneropus, ceauieHHoe NucaHume.

HaHa Onkuwsuam ', MupaHga Toaya'’
CyXyMum MEMJIEKETTIK yHMBEPCUTETI
(Téunucu, py3ums)

XPUCTUAHAbIK 3K3ErE3AlIH KEUBIP S4ICTEPI
MEH WWAPTTAPDI TYPAIJIbI

AHHOTaumA
Ocbl  MQKQ/IQOQ  3K3eretuka  TeosIorvasiblK — eHb6eKTep
CQ/IQCbIHAQ KQPACTbIPbIIAAbl. 2DK3ereTUKAHbIH Herisri agictepi
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JKOHEe 6unbnunansiK MaTiHAepdi ap Typ/i AeHrevnepae, ce3be-ces,
MOPQ/IbAbIK, QSIIEFOPUSATIBIK HEMECE MUCTUKA/IBIK QHBbIKTAMA1apad
TYCIHAIPY VLWIH KOAAQHbBIIQTbIH TUICTI TEPMUHOIOrMS peTiHae
QHbIKTAIFQH.

Ty#niHgi cespgep: DSk3eresq, TyCiHAIPY, ACTAp/ibI SHriMe,
as11eropumsg, KacneTTi Xa36a.

Introduction. Exegesis, one of the major branches of
theological writing, is known to involve the interpretation
of biblical texts. The gradual assimilation of the Christian
religion and morality by the believers depended on it,
that's why the translation and commentary of the Holy
Scriptures started in the first centuries.

The mysteries of the Holy Scriptures were still being
investigated by Palestinian teachers, rabbis. They called
their method of research «midrash», which means
«searching for something». The text explained using the
Midrashic method was called the secret of the law.
According to scientists, Palestinian rabbis divided the
indirect, non-literal interpretations of the Bible into
several types: 1. Legalistic; 2. moral; 3. wisdom; 4. Rational
and 5. Faithful.

It is believed that the apostle Paul was familiar with
this method of the Palestinian teachers. He used it in his
own way and spread it to the «New Testament» as well.
He is considered the founder of the Christian-allegorical
method of interpretation of the Holy Scriptures.
Researcher Eliso Kalandarishvili notes that the Apostle
Paul mainly uses the term «face» (type), that's why this
method was called Pauline typology. In addition to this,
the apostle invokes other terms: «cover», «icon», «ghost»,
«allegory». It is important that in the old Georgian
translation of the «New Testament» the Greek «parabole»
istranslated as - «fable»: «What is a fable, for these are two
covenants» [1, p.24].

Main Discussion. The widespread allegorical-
parable interpretation method in the Middle Ages is
associated with the Alexandrian school: Philo of
Alexandria, Clement of Alexandria, Origen... They saw the
triad of interpretation of biblical texts: literal, moral and
mystical. The second method used in exegesis - literal
interpretation of the Bible text - was more related to the
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Antiochian school. They chose the path of literal
interpretation and historical interpretation.

Clement of Alexandria distinguished two classes in
the previously existing methods of interpreting the Holy
Scriptures: exact (literal) and allegorical, and in the
allegorical - three subclasses: moral, physical, and
theological.

Origen used a new term - «anagogy» in the meaning
of indirect interpretation. He contrasted «anagogic» and
«historical». Anagogy was understood in two different
meanings:

1. It is analogous to «exegesis» and implies
interpretation in general, 2. xanagogy» is a special type of
allegory, which he also called «spiritual», and «mystical».

The term «allegory» still originates from Greek
rhetoric, it belonged to a series of metaphors. It was first
used in an exegetical sense by Philo, who calls allegory
«face», «<symbol» or «parable». The allegorical method of
research gave birth to many other terms, such as:
«hyponoia» or «hidden meaning», «dianoia» or «inner
meaning», «kmystery», «KApocrypha» or «secret», «<ghost».

According to the researchers of ancient Georgian
writing (Korneli Kekelidze, Enrike Gabidzashvili, Giorgi
Alibegashvili, Eliso Kalandarishvili ...), the most attention
is paid to the allegorical interpretation of the Bible in
exegetical texts. At the same time, «the translation work
of Georgian scribes, their principles were based not only
on the unparalleled knowledge of the Greek language
but also on a deep understanding of worldview,
theoretical and aesthetic issues of Christian theology» [2,
p.101].

Allegorical translation, as «sakhismetkveleba»
(Figurative thinking), can be found in Georgian literature
in the work translated by Ekvtime Mtatsmideli - «Life and
citizenship of Saint Maximus». «and translated»
sakhismetkveleba» (Figurative thinking). the description
of the Holy Sacrifice». This term is also used by Ephraim
inthe introduction to the «Translations of the Psalms»: «In
every verse, it is not only one face, but many faces». The
method of allegorical translations was often used by
loane Bolnel, loane Chimchimel, loane Petritsi and
others.
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K. Kekelidze St. According to the introduction to the
«translations» of the Psalms of Ephraim Mechri, he lists
the synonymous terms that were used to express
allegorical translations in the ancient Georgian writings:
figurative, face-introducing, obtaining (synonymous
term of figurative language with Ephraim Mechri and
loane Chimchimel); According to loane Chimchimeli,
Georgian terms «agkvanebiti» and «sacnauri» also had
the meaning of figurative language [3].

The descriptive terms of the real-historical
translations are as follows: explanatory, «hand-held»,
«letteral translation», «word-like» - «word-oriented»
(which contrasts with «mind-oriented»), «narrative» -
«narrative-like», «sensible» - «visible» - «powerful from the
outside». To these can be added the St. Ephraimian term
«property» or «qualitative», expressing a real
characteristic. That this word refers to a real feature of an
object or event is evidenced by the contrast with the
figurative definition: «lsaiah will say: Let the good be
distinguished, it is clear as if it were said to be
distinguished by means of acquisitions, not by virtues».
St. Ephraim the Minor also uses the term «sensitivey,
which is opposed to «satsnauri» (Georgian form of
«recognizable»). «Perceptually it is called the all-visible,
and the ever touchable». And «satsnauri» - to what is
known by the mind and not visible by the eye. And
sometimes the word “satsnauri» is used even for seen
work» [4, p.105].

Figurative thinking is very important and relevant
for Christian exegesis. Its purpose is to connect «this and
that village»;, The «interrogation» and revelation of the
veiled faces are expressed in symbolic-allegorical «deep
and probing» words. Explanatory translation differs from
figurative or extractive translations, first of all, in that it is
proprietary or qualitative, revealing the internal quality of
the object or event. In this regard, the work of Basil the
Great «The Word of Face», which was translated by
Georgians no later than the 9th century and included in
the «Shatbird Collectiony, is very noteworthy.

Allegorical speech is biblical and has its own deep
purpose. «| will open my mouth in parables and speak in
parables to the beginning» [5]; «I will open my mouth in a
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parable, and | will say from the beginning of the veiled to
the village» [6]. | will convey what | have to say in a
parable, says the Lord through the mouth of the prophet
David.

«A fable, the same as a parable - a rhyming, indirect
guidance - protects the author from verbosity.
Figuratively, it secretly conveys the main message,
without exposing and judging a specific or general
person. Based on biblical texts, the parable is considered
a form of symbolic-allegorical thinking. It is intended for
multiple meanings of perception. The simple,
understandable language of the parable conveys deep
and hidden wisdom. In this regard, the discussion in
Giorgi Amartoli's «<Chronograph» is noteworthy: «There is
a parable about intention and expression and attention...
There is also a parable of an exemplary word, which many
calls to be searched for, not as a clear word, but as a true
heart-voice-place, an inner one with a hidden power...
and A parable is told. ...

And a parable is a word that mixes the words of the
heart-voice with the words of the senses and represents
villages of the visible and the invisible world. And a
different kind of parable is a word with a shadow and an
example..» [7, p.69]. In the Georgian translation of the
same work, the following inscription is preserved: «Learn
the division of parables, because the language of the
Hellenes is spoken in four ways: paravol, provlema,
paradigma, parvimy.

The allegorical interpretation of biblical texts is
accompanied by its difficulties and temptation -
«interpretation is possible but also misleading» (St.
Ephraim the Lesser). Blessed Augustine turns to God:
«What can we say about you?» - But woe to those who
are silent about you, because even those who speak a lot
have become silent». However, at the same time,
«everything can be said about God, and everything said
about him is unworthy of him» [8, p.449].

It should be noted separately about the symbol:
according to Clement of Alexandria, symbolism takes its
origin from Egyptian, ancient Jewish (prophetic), and
Pythagorean thinking. Later, apologists extended this
method of symbolic-allegorical reading of texts to biblical
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writings as well. The apologetic Justin believed that the
Old Testament was a symbolic foreshadowing of New
Testament events. According to him, the symbolic,on the
other hand, has different types, namely, parable and
«tropological face». Justin meant by tropology the
foretelling of some important events; And in the parable
- a special genre of allegory. Irenaeus of Lyon and
Hippolytus of Rome thought similarly. They equated the
symbolic face with the mystical, the secret.

Symbols and other conventional signs, according to
Dionysius Areopagel, do not arise by themselves, but
with a specific and, at the same time, contradictory
purpose: to reveal and conceal the truth at the same
time... On the one hand, a symbol signifies something,
depicts and, at the same time, reveals the unknowable,
the inaccessible, makes the infinite finite. On the other
hand, it is a cover, a reliable defender of unspoken truth
from the eyes and ears of the «first-timer» who is not
worthy of its access. This fact is echoed by the words of
the Gospel: «Do not give dogs what is sacred; do not
throw your pearls to pigs. If you do, they may trample
them under their feet, and turn and tear you to pieces»
[9].

The deep wisdom hidden in the Holy Scriptures is
known only to those who value it and are able to
understand it.

The proverbial or symbolic-allegorical faces of St.
Ephraim the Lesser, and St. Dionysius, based on
Areopagel's system of Christian symbolism, calls
«dissimilar similitudes» (In the teaching of St. John of
Damascus, the idea is also emphasized that the face is a
likeness, which also indicates the first face, but at the
same time, it is different from the first face: because the
face does not resemble the first face in everything. Only
the Son of God is by his nature the only true face of the
invisible God. Hence all the «other faces» in Christology
are considered to be «dissimilar similitudes»), Which is
perceived in art as a «combination of mutually exclusive
natures» and an antinomian form of rendering. The face
is simultaneously «spoken and unspoken, familiar and
unknownn».
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When talking about the Christian symbol, it is
important to remember Epiphanes Kyprel's «Eyesy,
which is included in the «Shatbird collection» and
contains symbolic interpretations of precious stones.

Conclusion. To sum up, Christian symbolism is
different from allegorism. Their main distinguishing
feature is authenticity, reality, and truth. If an allegory
says one thing and implies another, the symbol is equally
valuable for what it says and what it signifies.

Exegetical works clearly show tireless attempts to
unravel the mysteries of biblical texts, using different
methods and terms to uncover hidden wisdom, although
these attempts are imbued with the awareness that
absolute knowledge of what «can only be known by the
soul» cannot be realized analytically.
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