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BAJIET OHEPI
BALLET ART
BAJIETHOE HCKYCCTBO

MPHTH 18.49.07
I JK. Kananosa’
'Anmamunckoe xopeoepapuueckoe yuunuwe um. A. Cenesnesa
(Anmamul, Kazaxcman)

H.U. Kanemoé’
’Kaszaxcras HaYuoHaIbHas akademus xopeoepapuu
(Hyp-Cynman, Kazaxcman)

HEKOTOPBIE ACITEKTbBI CO3JAHUA U PACKPBITUA
XVAOKECTBEHHOI'O OBPA3A B BAJIETE

AHHOTAUA

Thasnoil yenvio apmucma 6arema 6 e20 npoheccuoHaIbHOU 0essmelbHOCHU 56~
JiAemcs co3@aHue u packpsimue xy()OJICECWl@eHHOZO 06[761361 C NOMOUWbIO MY3blKU, XOpe-
oepaguu u aumepamypHo-opamamuieckozo crodcema. Ilpu smow kpumepuu mexnuue-
CKOI:I OCHauwjeHHocmu, maHMe@a/leOlZ BblpPA3UMENbHOCMU U AKMEPCKO2O macmepcecmeda
OQ0JIIICHBL PACCMAMPUBAMBCS 8 HEPA3PLIGHOLL 653U Opye ¢ Opyeom. Taxue mpebosanus K
6a]l€mH0.My ucnoanumento, Kak apmucmu4Hocntb u CnOCO6HOCmb K nepesonjioujeHuIo Ha
CYeHe 60 MHO2OM 3A6UCAM He NOJIbKO Ol NOHUMAHUA MAHYOBUUKOM xopeozpaqbuttec:cux
u ()pa/vzamypzuuecxux 3(1@(1’-{, HO U om ypO6H: pazeumus e2o JUYHOCmU, UHMe1eKmyajlb-
HbLX, IMOYUOHANIbHBIX U MOPATIbBHO-60/1€6bLX KAYECMmeE.

Knrouesvte cnosa: xopeoepaghus, xyoodcecmeeHubvill 00pas, mexHuueckds 0CHA-
WeHHOCmb, apmucmu3m, NaaCmudeCcKas 8blpa3umeilbHoCnmy, xapusma, smnamus, aKkmep-
CKoe macmepcmeo.

G.Zh. Kapanova'
"Almaty Choreographic College Named After A.V. Seleznev
(Almaty, Kazakhstan)

N.I. Kanetov’
’Kazakh National Academy of Choreography
(Nur-Sultan, Kazakhstan)

SOME ASPECTS OF CREATION AND
DEPLOYMENT ARTISTIC IMAGES IN THE BALLET

Annotation
The main goal of a ballet dancer in his professional activity is to create and reveal
an artistic ballet image through music, choreography, literary and dramatic plot. At the
same time, the criteria of technical equipment, dance expressiveness and acting skills
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should be considered in inseparable connection with each other. Such requirements for
the ballet dancer as artistry and the ability to transform on stage largely depend not only
on the dancer s understanding of choreographic and dramatic tasks, but also on the level
of development of his personality, intellectual, emotional and moral-volitional qualities.

Key words: choreography, artistic image, technical equipment, musical and plas-
tic expressiveness, charisma, empathy, acting.

I')K. Kananosa’
'A.Cenesnee amoinoazol Anmamol xopeoepagusnviy yuuiuueci
(Anmamol, Kazaxcman)

H.U. Kanemoé’
’Kaszax yimmulK Xxopeozpagus akademusicol
(Hyp-Cynman, Kazaxcman)

BAJIETTEI'TI KOPKEM BEMHEHI ) KACAY MEH AIIIYJIBIH
KEHWBIP ACIEKTLJIEPI

AHHOTaANUA

Banem apmiciniy xaciou Kvizmeminoeei 6acmvl MaKcamvl — My3blKd, XOpeocpa-
Qust dicane 20ebu-Opamansix Crodcemmiy KOMe2IMeH KOpKeM OElHeHT auLy JHCaHe Jcacay
bonein mabwinadvl. byn pemme mexnuxanvik s#cabObIKmany, Ou Mouepiniei sycone akmep-
JK webepnix Kpumepuiiiepi 0ip-OipiMen mvlabl3 OAUIAHLICIA KAPACMbIPBLLYbL MUIC.
Opmicmik JcaHe caxHaza Kauma ciyipy Kabinemi cusikmol Oaiem opblHOAYULbLCLIHA KO-
BLIAMBIH Manianmap Kedinece OUUIHIY XOPeO2PADUATBLIK JCIHEe OPAMAMYPSUSILIK MiH-
Odemmepdi MyCIiHYIHe 8aHa eMec, COHbIMEH KAmap OHblH Jiceke OACbIHbIH 0amy OeHeellite,
UHMENTEKMYAN0bl, IMOYUOHATIObIK JHCIHE MOPATLObIK-EPIK Kacuemmepine 6auianblcimei.

Tyitinoi ce30ep: xopeoepaghus, kepkem Oetine, MEXHUKAIBIK HCAOObIKMATLY, MY3bl-
KAbIK JCIHE NAACUKATbIK, MOHEPIINIK, XApU3m, SMNamus, akmepiik weoepiix.

Jlna aptucta 6anera cloCOOHOCTh BIMATH Ha 3pUTEINS, BBI3bIBATh
COIepeKMBAHNE U NEPeaBaTh TE UM MHbIE UYBCTBA SIBIETCSA OQHOU W3
cambIX BaKHBIX. O0 3TOM CBUETENHCTBYET MPUHAIIE)KHOCTD UCTIOTHUTE-
Jei KJIACCHYECKOTO TaHIa K MpodeccusiM, CBA3aHHBIM C apTHCTUYECKON
JeSTENIbHOCThI0. Benb TaHIOBIIMKY, apTUCThI LIUPKa, aKTEpbl Tearpa U
KHHO — 3TO TIPEX/Ie BCETO, MPO(PECCHOHAIBI, PE3yJIbTaT JesITETbHOCTH KO-
TOPBIX JOJDKEH OBITH TMpE/CTaBlIeH MyOInKe B BUJIE 3pEJHIa — Ha CIICHE
i 3kpane. OObeMHAET apTUCTOB U TO, YTO BBICTYIUICHHIO TIEPE 3pH-
TEJISIMHM MPEALIECTBYIOT MHOIOYACOBBIE PENETULINY, 3aHUMAIOIIUE OO0JIb-
HIYIO YaCTh UX NMPodecCnoHaIbHOM KU3HU.

[To makoHMYHOMY M O4YeHb eMKoMy onpeaeneHuto B.M. Kpacos-
cKol, «baner — Bua HCKyccTBa, B KOTOPOM XYIOXECTBEHHBIH 00pa3 BO-
IJIOLIAETCSl Yepe3 MYy3bIKaJbHO-OpPraHU30BaHHOE JABMXKEHUE». [Ipu aTom
CJIelyeT TIOMHHTD, YTO BEPIINHOW 0aJeTHOTO CIIEKTaKJIs MOXKHO Ha3BaTh
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CIO’KETHBIN TOJHOMETPa)KHBIE MHOTOAKTHBIN Oanet. Ilo cyTu cBoeil Ta-
KOM CHEKTaKiIb — «3TO Jipama, HAallMCaHHAas MY3bIKOW M BOIUIOLIEHHAs B
xopeorpaduu. CleHnYecKkoe BOIUIOIICHWE MY3BIKaJbHON JpaMaTypruu
6aneTra COCTOUT B CO3/1aHUM XOpeorpaduuecKkoro IeicTBUs, paCKpbIBaO-
IIET0, @ HEPEAKO M 00O0TallaloIIero CoJepKaHne My3bIKaJIbHBIX 00pa3oB.
OcHoBoIi X0opeorpaduueckoro 1eHCTBHS ABISIETCS TaHEL, BOIUIOLIAOIINI
COOBITHS CIOXKETA, COCTOSTHUS U XapaKTephl NeHCTBYIOIUX Jumy [1, c.42].

Barer, B omume ot criopra, 001a1aeT LEIbIM PSIOM OCOOBIX CBOMWCTB,
O0BEIMHSIONMX €0 C JIpaMaTHYecKUM HUCKYCCTBOM. Peub HIeT 0 My3bIKallb-
HOW U JIMTEPATYPHO-CIOKETHOM COCTABILIIOLLMX, KOTOpPBIE HapsIy C XOpEo-
rpadueil SBISIIOTCS OCHOBOM KJIACCHYECKOTO OaleTHOro criekTakis. VIMeHHO
MOATOMY apPTUCTy OajieTa HEOOXOIMMBI My3bIKAIBHO-IUIACTHYECKAst BbIpa-
3UTEJBHOCTb, SMOLMOHAIBHOCTh B CO3JAHUU XYIOKECTBEHHOTo 00Opa-
3a, YMEHHME IEPEBOIUIOIIATLCSA HA CLIEHE W MHOroe apyroe. Takue ak-
TepCcKue TpeOOBaHMSA TOMHMO HCIOJHUTENIBCKOTO MAacTepcTBa Mpe-
MOJIaraloT OCOOBIN MCUXOJIOTUYECKUI CKIaJ JUYHOCTU Ul CO3MAaHUS U
PacKphITUs CLieHHYecKoro olpasa, JUIsl TOro, YyToObl JOOMTHCS SMOLU-
OHAJILHOIO OTKJIMKA y 3pureneil. CaMo k€ CO3laHUE M PACKPBITUE XY-
JI0)KECTBEHHOTr0 00pa3a JIOCTUraeTCs TAaHLOBIIMKOM C HCIOJIb30BaHHEM
CBOUX (PU3UYECKHX, TEXHUUECKUX M TCUXMUYECKUX PECypCOB M NPH MO-
MOIIM MY3BIKH, XOpeorpapuu U JUTEepaTypHO-APaMaTHUECKOrO CIOXKETa
[2, c.46].

Ho xopeorpaduueckuii HoMep WK CIIEKTaKIb MOXKET ObITh U Oec-
CIOKETHBIM. [ 1aBHOE OTJIMYHE CIOKETHOM 0aJeTHOM MOCTaHOBKM OT Oec-
CIO’KETHOH — HaJIMuue COOBITHIHOTO psiia, CHMBOJIM3HPYIOLIETO MOCTYIIKU
WIN AyIIEBHBIE COCTOSHUS INIABHBIX JEHCTBYONUX JUL. B GeccroxkeTHOM
TaHILE ApaMaTyprusi OCHOBAHA HA CONOCTABIEHUH, CMEHE U Pa3BUTUU Ye-
JIOBEYECKUX NEPEKUBAHUI, BOILIOLIAIOLINX OIIPENEICHHYIO Het0. Xope-
orpagus co3gaeTcs Ha OCHOBE MY3bIKaJIbHOM JipaMaTypruu 0e3 nepeiadn
MOCTYNKOB U cOOBITHH. CIOKET — 3TO BHYTPEHHEE CMBICIIOBOE pa3BUTHE,
MHOTOCJIOITHOE coelnHeHue 00pa3oB B TaHIE |3, c.45].

B ciydae, korna coBpeMeHHBIN TaHEL JIUIIEH YE€TKOTO JINTEPaTypPHO-
IO CK’KETa, €0 OCHOBOM CTAHOBUTCS CJIOKHOE MY3BIKAJIbHOE IIPOU3BEC-
Hue. «B OeccroKeTHBIX COBPEMEHHBIX OajleTaX camMoe IIaBHOE €AMHCTBO
BUJMMOTO U CJIBIIIMMOI0, KOTOPOE€ AOCTUTAETCSI TIOCPEICTBOM MY3bIKaIb-
HO-XOpeorpauyeckoro CHHTE3a — OCHOBBI CO3/IaHUS M PACKPBITHS XYIO0-
YKECTBEHHOTO 00pa3a Ha 0aneTHoi cuene» [4, ¢.385].

Hy, a 4o ’xe Takoe Xy[0XKEeCTBEHHBIN 00pa3 ¢ TOUKU 3pEeHUs Xope-
orpauun? Kak okazanocs, 1aTh AJOCTYIHBIN MOHUMaHMIO, a HE (popMab-
HBIA OTBET IO MOBOJY CTOJb PACIPOCTPAHEHHOIO B Oayere MOHSATHS, HE
Tak-To mpocto. Poctucnas 3axapoB B cBoeil kHUre « COUMHEHHUE TaHIa»
B 1aBe «O0pa3 B 6aneTHOM crieKTakie» numier: «O0pa3z — 3T0 KOHKpET-
HBIM XapakTep 4eJIOBEKa IUII0C CyMMa €ro OTHOLIEHUH K OKpYyXKarolleu

7

ANIAVYOIV S14V

¥891-E€CSC NSSI



BALLET ART

KAZAKH NATIONAL ACADEMY OF CHOREOGRAPHY

JNENUCTBUTENbHOCTHU, MPOSBISIOIMXCS B IEHCTBUSIX U MOCTYIIKAX, KOTOPBIE
MpeAoIpeeNieHbl IpamarypruueckuM nericrsuem». Coznath xopeorpa-
(ugeckuii o00pa3 — 3HAYUT OOPUCOBATH B TAHIIE IEHCTBUE WIIU XapaKTep,
BOIUIOTUTHh Ha OCHOBE MPABIMBOIO BBIPAXKEHUSI YyBCTBA OINPEACICHHYIO
uzero. TaHerl, TUIIEHHBIH 00pa3HOCTH, CBOJIUTCS K TOJION TeXHUKE, K Oec-
CMBICTICHHBIM KOMOWHAIIUAM ABWKCHUU. B 00pa3HOM ke TaHIle TeXHUKA
OJTyXOTBOPSIETCS, CTAHOBUTCS BbIPA3UTEIBHBIM CPEICTBOM, [IOMOTAET pac-
KPBITHIO COZIEPKAHUSI.

Takum 06pa3oM, MO HaIIEMy MOHUMAHUIO XyIO0KECTBEHHBIN 00pa3 —
9TO TAPMOHUYHOE €IMHCTBO MEXAYy 00pa3oM, 3ayMaHHBIM OaneTMeicTe-
poM, 00pa3oM, BOIUIOIICHHBIM apTUCTOM Oanera u 00pa3oM, BO3HHMKAIO-
oM y 3putens [2, c.49].

Bce craraembie yoeauTensHOro o0pasa CymuiecTBYIOT MO MPUHIIHITY
€IMHCTBA COIepPKaHUs U POPMBI: TAPMOHUU YETKOW, TOUHOM, 3aBEpIIICH-
HOM clieHn4Yeckor (hOpMBI IBIKEHUS U MPEAETFHO HACHIIIIEHHOTO dYMOIIH-
OHAJIbHO-TICUXOJIOTHYECKOT0 conepxanusi. CLleHUYeCKue XapakTephbl, Co-
YHUHEHHBIE TATAHTIUBBIME OaleTMEHCTepaMy U CTAaHI[OBAHHBIE BETUKUMU
WCTIOTHUTEISIMHU, OTIIMYAIOTCS IICUXOJIOTMYECKOM TOCTOBEPHOCTHIO U YOe-
JUTEIBHOCTBIO MOBEACHUSI.

Opnnako B xopeorpaduu Bcerna CymecTByeT ONacCHOCTh UCKAKEHUS
3aJlyMaHHOTO 00pa3a MOrpenrHOCTIMH UCTIOTHEeHUs. Hunepnanackuii Tan-
LOBIIMK, Xopeorpad u mucarenp Pynu Ban JlaHIWr Tak MHIIET 00 STOM:
«Ha npeBe UCTIOTHUTENBCKUX UCKYCCTB OaNeT — 3TO BETBb, T MPOUCXO-
JUT HauOoJbIllee OTYYXkKICHHUE OT aBTOPCKOTO 3aMbicia. B omepe mian Ha
KOHIIepTe MyOIrKa MOKET OBITh yBEpEHa, UTO TMEBIBI U OPKECTP MOIOT U
WUTPAIOT TO, YTO HAITMCAHO B MAPTUTYPE, TAK KAK 3TO COYMHUII KOMIIO3UTOD,
J1a U B [paMaTHUYE€CKOM TeaTpe aKTepbl B TOUHOCTH BOCIIPOU3BOAAT TEKCT
nbechl. B Oanere ke myOnnka HUKOTAA HE 3HAET HABEPHSIKA, SBISIETCS JIA
Ta WIM WHAasg Bapualus IUIOAOM TBOPYECTBA COOTBETCTBYIOLIEIO XOPEO-
rpada uiM pe3yapraroM KOMIPOMHUCCA MEXKAY HUM M TAHI[OBIIUKOM WA
na)ke U300peTeHNeM caMoro ucmoHuTems» [5, ¢.113].

HNHorna mMnpoBu3anus — €AMHCTBEHHAsT BO3MOXKHOCTH BBIPA3UTh
ce0s ¢ TOYKU 3pEHUsS] PACKPBITHS BHYTPEHHETO JTUYHOCTHOTO MPOCTPaH-
CTBa WJIM TEXHUYECKOIN UCKIIOUUTENBHOCTH. Benp mo cyTu, apTuct Oaie-
Ta TaHITyeT TO, YTO MOCTABICHO OajJeTMeicTepoM, OeBaETCS MO 3aMBICTY
XyJIO’)KHUKA MO KOCTIOMaM, Ha CIIEHE OKa3bIBA€TCS BO BIIACTU JUPHKEPA
U MY3bIKAHTOB OPKECTpa, a €CJIM CIIEKTaKJb W3BECTHBIN, TO OJIHA U3 €ro
3a/1a4 — COOTBETCTBOBATH OKUJAHUSAM 3puteneit. Mcxons u3 atoro, ctaHo-
BUTCS MOHATHBIM, KaK CI0KHO 3alIOMHUTHCS MTyOJIMKe, BHECS B 3HAKOMBIN
o0pa3 CBOM HEMOBTOPHUMEBIE YEPTHI.

W3BecTHO, 4TO HEKOTOPBIE OaleTHBIE UCTIOTHUTENN MPOU3BOIAT Ha
3puTenell HeM3riaJuMOoe BIIEYaTIeHUE, a €CTh U TaKue, KTO HE OCTaBIIs-
€T B IaMsITU HUKAKOTO AMOLIMOHAJILHOTO cliefa. SIpKo BBIPAKEHHYIO CIIO-
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COOHOCTBH apTHCTa AMOIMOHAIBHO BJIMATH HA JIFONEH, B TOM YHCIIE M Ha
3pUTENCH OAICTHOTO CIIEKTAKJIS, HA3bIBAIOT XapU3MOid. XapHU3MaTHUYHOCTh
MOYXHO OTIPENIEIIUTh, KaK JTMYHYIO MPHUTATATEIIbHOCTD, WHAUBUIYAIbHbIM
MarHeTH3M, HEBHIUMYIO SHEPTHIO JMYHOCTH, OOJIAJAIONIYI0 BUIAUMBIM
s dexrom.

Jlnis1 3puTesiei 6aleTHOTO CIIEKTAKIs Xapyu3Ma TaHIIOBIIUKOB — I10Y-
TH 0CsI3aeMOE€ OIIYIIEHHE: BICKYIIAsi YHEPTUsl BBIAAIOIIUXCS UCTIOIHUTE-
JIel 3aBOpaKMBACT 3PUTEIICH, MEPEHOCHUT UX B JIpyroe u3mepenue. [1pu-
9YeM COIMEPESIKUBAHUE TepOsM OaJICTHOTO CIIEKTAKJIsl COMPOBOXKIACTCS
HEOOBIYaHBIM BOOJYIIICBICHUEM M YYBCTBOM CONPUYACTHOCTH. SHAYMT,
xopeorpadudeckasi Xapu3Ma — 3T0 TOYHOE TMOMAaHNuEe B SHEPTeTUUYCCKHIA
PE30HAHC CO 3PUTEIBHBIM 3aJIOM M BBICOKUMH OXKUIAHUSMHU ITYOJTHKH.
CrocoOHOCTh BIIMATH HA 3pUTEIICH MPAKTHUECKHA HEYJIOBUMAsl KaTeTOPHS,
MOCKOJIbKY CBSI3aHa C JOCTaTOYHO YCIIOBHON BEJIMYMHON — SHEpreTHye-
CKHUM IOTEHIMAIOM JTUYHOCTH. OTHAKO, MOXKHO C YBEPEHHOCTBIO CKa3aTh,
4TO JUIsl apTHCTa OajieTa Xapu3ma TECHO CBs3aHa ¢ aOCOJIOTHOM yBepeH-
HOCTBIO B ce0€, YHUKAJIbHBIMH (PU3HMUECKUMU JTAHHBIMU ¥ TEXHUYCCKUMHU
BO3MOYKHOCTSIMH, COTIPSIKEHHBIMHU C apTHCTUYHOCTHIO U BEICOKOW CaMOOT-
nadeit [2, ¢.235].

Pasymeercs, B MCKyCCTBE KJIACCHUYECKOTO TaHIIA KHBBIC SMOLIUH MO-
T'YT BO3HUKATh W TPOSIBIATHCS TOJBKO B TOM CIIydyae, €CIIM HUCTIOJIHUTENb
(YHKIIMOHAJIBHO TOATOTOBJICH, OTJIMYHO TEXHUYECKH OCHAIICH, a TaKKe
o0naiaeT My3bIKaJIbHOM U ITACTHYCCKON BBIPA3UTEIILHOCTHIO. [10-Hatemy
MHEHHIO, HEOOXOIUMBIM, IOCTATOYHBIM U TPUOPUTETHBIM YCIOBHUEM aK-
TEPCKOT0 MAaCTEPCTBA Ha CLICHE SBJISICTCS TEXHUYECKAsl TOATOTOBICHHOCTh
ucoNHUTENSA. TOJBKO YBEPEHHOE, C aKaJeMHUYECKOM TOUKH 3pPCHUs, Bila-
JICHUE BCEMH 3JICMEHTaMH KJIACCHYECKOTO TaHIIa TI03BOJISIET apTUCTaM Oa-
JeTa yOeIUTEIbHO PACKPBITH OCOOCHHOCTH TOTO WJTH HHOTO XYI0)KECTBEH-
HOTO 00pa3a.

Uro kacaeTcst HEOKIIACCUYECKHUX U COBPEMEHHBIX O€CCHIKETHBIX 110~
CTaHOBOK, TO W 3/ICCh BBICOKAs TEXHHUYECKAash OCHAIICHHOCTh MO3BOJISET
TAHIIOBIIMKY TEpeJaTh TEJIOM COOCTBEHHBIC SMOIIMOHAJIBHBIC MEPEKH-
BaHUS WM TOHKHE MY3bIKaJbHbBIC HIOAHCHI IPOM3BeNeHUs. B ciydae xe
HEIOCTATOYHON TEXHUYECKOM MOITOTOBKH HCIIOJHUTENS HEMOMaIaHue B
00pa3 Wi HECOOTBETCTBHE €T0 JABMKEHHI XapaKTePy MY3bIKH MOXET BbI-
IJISLIETh ele 0oee OYeBHIHBIMU, YEM B KJIACCUYCCKUX CIICKTAKIISAX.

Jleno B TOM, 4TO B KJIACCHYECKHMX CIEKTAKJISAX MPOSBICHHUE CIICHH-
YECKOM BBIPA3UTEIHLHOCTH BO MHOTOM CBSI3aHO C MPEIBAPUTEIBHBIM OT-
OOpOM COJIUCTOB C MO3HUIIMUA UX COOTBETCTBHSI ONMPEIACICHHOMY aMILTya.
Tak, Haripumep, a7 naptur OnerThi-OIUIITHY )KeIaTeNIbHbI YITTHHEHHBIC
JIMHUH, XPYIKOCTh CIIOKEHHS M TEXHUYSCKUE U aHATOMUYECKHE BO3MOXK-
HOCTH, TPEAINOJArarife aMIUTUTYy IBMKCHHH U UX KaHTHJICHHOCTD.
[IpenBapuTenbHbI OTOOP HMCIOJHUTEICH HAa OCHOBE HUX CIICHUYECKOTO
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aMIulya — Ieposl WU 3J1071€s1, IPUHIIECCH WJIM MUJIOW MPOCTYLIKH, — BO3-
MOJKHO CY’KaeT aKTEepCKHE BO3MOKHOCTH TAHL[OBILUKOB, HO C IPYTOil CTO-
POHBI, 00Jer4aeT BXOXKIACHUE B 00pa3, JalbHEHIyI0 NUTH(OBKY BaXKHBIX
HI0aHCOB. B Amepuke n EBporie noHsiTHe «amIiya» Bce OO0JbIIe OTXOIUT
Ha BTOPOH IIJ1aH, HO MBI II0JIaraeM, YTo B yCIIOBUAX PENEPTYapHOIo TeaTpa
¢ OOJIBIIMM KOJTMYECTBOM KJIACCHUECKHX CIIEKTaKJIeH mo0op UCTIONHUTE-
JI€¥ TI0 BHEILIHUM, NICUXOJOTUYECKUM U TEXHUYECKUM JAHHBIM HE TEPSIET
CBOE€H aKTyaJIbHOCTH.

B pabote aprucra 6anera HaJ co31aHUEM XYIOKECTBEHHOIO 0Opa-
32 BaKHEHIIYIO POJIb UTPAET €r0 YPOBEHb PA3BUTHs M HAIPaBICHHOCTH
JMYHOCTH, WHTEJUIEKTYaJbHbII MOTEHIMAJ, BKIIOYAIOIUN CIOCOOHOCTD
K 0000111€HHI0, ’KUBOCTh BOCIIPUATHS OKPYXKAIOILEr0 MUPa, KpEaTUBHOCTh
MBILIUIEHUS ¥ 001yt0 3pynunmio. Meert [loBupe, 38e31a [1apuxckoii one-
psl 1 qupekTop banetnoit mkonsl ['pana Onepa nucana: «apTucty 6anera
HEOOXOIMMO PACHIMPATh CBOW MHTEIEKTYalbHBIH KpPyro3op, usyuas, B
NIEPBYIO OYEpe/lb, UCKYCCTBA, OJIN3KHE K UCKYCCTBY TaHIIA, TO €CTh MY3bl-
Ky, )KUBOIIMCh U JIUTEpaTypy». DTU 3HAHUS JAlOT OoJiee TOYHOE MOHUMa-
HUE JINTEPATYPHOTO CIOXKETA, IOMOTAI0T YBUAETH F'E€POEB B UICTOPUUECKOM
KOHTEKCTE, a 3HAYUT JEJAl0T CIICHHYEeCKHE ePCOHaXH OoJiee MOHITHBIMU
U yOeUTEIbHBIMH.

JloCTOBEPHOCTH CO3/1aBaEMOTI0 Ha CLIEHE IIEPCOHAaXka BO MHOIOM 3a-
BHUCHUT OT JIUYHOCTHBIX KaUECTB UCIIOJIHUTENS, €0 TOTOBHOCTH B TIOHUMA-
HUU JIPYTUX JIIOAEH, IPUHATUN UX LIEHHOCTEN M KU3HEHHBIX YCTAHOBOK.
SIpkast SMOIIMOHAIbHASL OLIEHKA COOBITUI C UCKPEHHUM COIepeKUBaHUEM
U COUYBCTBHEM K OKPYXKAIOLIMM JIFOASAM Ha3bIBaeTcs smMnarueil. MmeHnHo
HAJIMYHE AMIIATUHHBIX CIIOCOOHOCTEH MOMOTaeT apTUCTY 3MOIMOHAIBHO
CJIUTBCSI ¢ BOOOpaKaeMbIM T'epoeM, epeBOIJIOTUThCA B Hero. [Ipumenu-
TEJIBHO K apTUCTaM OajieTa «IMIATHsl SABJsieTCs 00s3aTeIbHBIM YCIOBHEM
HaunOoJsee MoJTHON BKIIOYEHHOCTH B 00pa3 U MPOHUKHOBEHUEM B MIEPEKH-
BaHUs APYroro 4enoBeka» [6, ¢.64-65].

Ha ncuxonmormueckoM ypoBHE 3Mmarvs HaONIOAaeTcss B CLEHHYe-
CKOM TBOPYECTBE KaK «BXMBAHME» JINYHOCTU apTUCTA B XYH0KECTBEH-
HBIA 00pa3. IIpu 3TOM 5MOLIMU HACTOIBKO BIUIETEHBI B IMO3HABATEIIbHBIC
IIPOLIECCHI, YTO CIIPABEIIMBO T'OBOPUTH O TaK HA3bIBAEMOM UYyBCTBEHHOM
MbIlIeHMH. OJHAaKo, TakoM KpailHE BBICOKMH YpPOBEHb 3MIIATHHM YacTO
CBSI3aH C CMHJPOMOM 3MOLIMOHAJIBHOTO BBITOPAHUs, KOTOPBI MOKET IIOME-
I1aTh YCTIEIIHOM MpoheCCHOHATBHOM AeATeNbHOCTH TaHLOBIIMKA [7, ¢.42].

Hy un, HakoHel, TOMUMO 3MOIIMOHATIBHOTO MTOTPYKEHUS B POJIb [
aptucTta OajieTa Ba)XKHO MOHMMAHUE XapaKTepa MBIIIEYHOW MOTOPUKHU
cueHnYecKux nepcoHaxen. Benp nmo muennto H. Maxkaposoii, «Kaxnas
OaneTHas TepOUHs U CTUJIb, KOTOPBIN €l MpuaH, IpearnogaraeT CBO Hc-
MIOJTHUTENNBCKYIO0 MaHepy, 0co00€ gicusanue B IBUKEHUE U BCAKHHA pa3
Ppaznudarowyrocs ¢uzuKy MBI U olIyIeHui» [8, ¢.177].
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CoOCTBEeHHO TOBOPS, 3TO U €CTh MOSBIECHUE TEIECHON dMMIATHH, 6€3
KOTOpOH TaHell mpeBpaiiaercs B Habop ABmkeHuid. OCOOEHHO BaKHO HE
MOTEPSITh IMIATUHHBIE CITIOCOOHOCTH MPU MEPEXO0JIE C OJHOTO TAHIEBAb-
HOTO CTHJIS Ha JIPYTOil, UTO SIBISETCS HACTOSIIUM YKCTPUMOM IS KJIACCH-
YECKUX TAHI[OBIIUKOB. B 3TOM OTHOIIIEHNHU HCTIONHUTENN MUPOBOTO YPOB-
HSL SIBJISIFOTCS XOPOIIUM MTPUMEPOM OBICTPOTO MCUXUIECKOTO U MBIIIIEYHOTO
«MEPEKITIOUEHHUS» C YUCTOU KJIACCHKHU Ha HEOKIIACCUKY U MOJIEpH [2, ¢.239].

Takum 00pa3om sl YCHEIIHON CIIEHUYEeCKON AESITeTbHOCTH apTh-
cTy Oanera HEOOXOIUMBI COTIIACOBAHHOE B3aWMOJICHCTBUE IMOLMOHAIb-
HOTO, WHTEJUIEKTYyaJbHOTO U BOJICBOIO KOMIIOHEHTOB Ha OCHOBE (hu3H-
YECKOW MOATOTOBIEHHOCTH M TEXHUYECKOW OCHAIeHHOCTH. [IpumenHu-
TETHbHO K COBPEMEHHBIM TOCTAHOBKAM K BBINIEYKAa3aHHBIM KauecTBaM
MOKHO JI00aBUTH BBICOKYIO IJIACTHUECKYIO BOCIIPUUMYHMBOCTH TeJa Kak
CIOCOOHOCTh K MOOWJIM3AIIMA MOTOPUKH JJISl BBITTOTHEHUSI CAMBIX CIIOXK-
HBIX BUTATEIbHBIX 3a7a4. Kaxaplii u3 9TUX UCTOUHUKOB TICUXUYECKOU U
MBIIIIEYHON SHEPTUU TIO Mepe HEOOXOTUMOCTH MOXKET OBITH 33/IeiCTBOBAH
B CIIOKHBIX TICUXOJIOTUYECKUX CUTYaIUsIX, K KOTOPBIM OTHOCHUTCS paboTa
Ha ciieHe. PesynpraTuBHOE B3aUMOJICHCTBHE CIIEHUYECKUX U JIMYHOCTHBIX
Ka4eCTB C TEXHHUYECKMMH BO3MOXKHOCTSIMH BBIIETISIET BBLAAIOIIUXCS Oa-
JIETHBIX HCIIONHUTENEeH U3 obmiero psjaa. Bee cnaraembie yoeauTensHO-
ro oOpa3a CyIIECTBYIOT [0 NPUHIHUITY €IUHCTBA COACPNKAHUS U (POPMBI:
TapPMOHHH TOYHBIX, 3aBEPIIEHHBIX CIIECHUYECKUX TBUKECHHUM C MpeneabHO
HACBIIIEHHBIMUA YMOLMOHAIBHO-TICUXO0JIOTMYECKIUMH TePEKUBAHUSMU.
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THE BALLERINA IMAGE AND THE
ANDERSEN’S ART CARVING

Annotation

The author proposes to comprehend the image of the great storyteller from the
least known side: as a creative person who had the ability to present his fayri tales not
only verbally but also through paper cutting. With all the diversity and expressiveness of
people figures, animals, palaces, theatrical scenes, various plot paintings, one cannot
but notice, that Andersen’s most favourite images were the figures of dancing people,
and most often — the ballerina who is standing on a one leg. The aim of this article is to
understand Andersen’s image of the ballerina in the creative world, using the means of
artistic expression of his carved paper paintings.

Key words: fairy tale, Andersen, paper, ballerina, carving.

JK K. Tonvicoaesa’
'Kazaxckas nayuonanvhas akademust xopeocpaghuu
(Hyp-Cynman, Kazaxcman)

OBPA3 BAJIEPUHBI 1 UICKYCCTBO
XYAOKECTBEHHOI'O BBIPE3AHUA AHAEPCEHA

AHHOTAIHUSA

Aemop oanHoll cmambu npeonazaen OCMbICIUMb 00PA3 8EIUKO20 CKAZ0YHUKA C
HaumeHee U38eCMHOU CIMOPOHbL. KAK ME8OPYECKOU TUYHOCMU, 001a0dsuiell yMeHUueM npeo-
CMAgIANMb C80U CKA3KU He MOIbKO 6ePOAIbHO, HO U uepes gvipesaHue Oymaeu. Ilpu écem
MHO2000pazuu u 8blpasumenbHOCmu ueyp aroetl, HCUBOMHBIX, 080PYO08, MeampaibHbIX
CYEH, PA3ZHBIX CIOJICEMHBIX KAPMUH Helb35 He 3aMemunmb, 4mo Haubonee usmodieHHbLMU
obpazamu Anoepcena oviau ueypKu maHyyowux 1ooetl, a yawe ce2o — OaniepuHbl,
cmosuell Ha 00HoU Hodcke. Llenv danHol cmambu — no6YOUMb K NOHUMAHUI 00pa3a
banepunvl 8 meopueckom mupe AHOepceHa, UCnob3ysa CPedCcmsed XyO00lHCeCMEEHHOU Gbl-
PA3UMETLHOCTIU €20 PE3HBIX OYMANCHBIX KAPMUH.

Knrwouegwie cnosa: cxasxka, Anoepcen, bymaza, banepuna, gvipesanue.

K IK. Tonvicboaesa’
'Kaszax ynmmuix xopeoepagus akademusicol
(Hyp-Cynman, Kazaxcman)
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AHJIEPCEHHIH KOPKEM OIO OHEPI MEH OHJIAFBI
BAJIEPUHA BEMHECI

AHHOTaNUA

Maxananviy asmopul Andepcen epmezinepin ayvlzuia 2ana emec, KOpKem 010 oHepi
apKbLIbl 0a Kepceme OLIeeH «Ybl MYieay peminoe Kapayobl YeolHaowvl. Adamoap, scamy-
apnap, capaiiiap, meamp KopiHicmepi, apmypii Clodcemmik cypemmep, guaypanapobiy
mypniniei men maHepniniei ken bona mypa AnOepcennin ew cyuixmi Oetineci buwiinep,
Kebinece Oip askma mypean danepunaniapovl oaukamayea boimanovl. Maxarauwiy max-
camvl — AHOEPCeH WbI2APMAUUbLIbIZLIHOARbI KOPKEM MIHEPRINIK KYPaioapblH nauodid-
Ha OMulpbin, OHLIY Ka2az0dazbl KOpKem 010 cypemmep aneminoeei banepuna Oetinecin
MYCiHy2e bIKna emy.

Tyiiinodi cezoep: epmeei, Anoepcen, Kaeas, banepuna, Kecy.

«He had one really beautiful accomplishment, which was the carving
out lovely little figures of sprites and elves, gnomes, fairies and animals of
all kinds in paper with an ordinary pair of scissors, which might well have
stepped out of the pages of his books», - wrote Sir Henry Dickens.

“... A piece of paper turns into ornate lace in which you can see
dancing ballerinas, flying angels, blooming flowers, winding storks and
just funny faces. Hans Christian Andersen seemed to create laconic and
spectacular images of the heroes of his fairy tales using an unusual tech-
nique - artistic cutting out of paper” [1, p.3]. These words were written by
an artist Nick Goltz in the preface to Andersen’s autobiography “The Tale
of My Life” whose drawings most beautifully complemented the book
written by Andersen.

Hans Christian Andersen had a difficult character, he was contro-
versial and undoubtedly brilliant man. But it is not mean that the writer’s
childhood was bitter. Despite the poverty the parents lived well and happi-
ly surrounded their only son with love. But Andersen had a very difficult
relationship with the outside world. The guys in the street were hounding
him for the unprepossessing figure, for the squeaky-voice, for the crazy
grandfather and for the strange addiction to dolls, to the puppet theater ...
Probably because of this the future storyteller was tended to introversion
where there is only man and his fantasies plots, heroys...

The Andersen family in the Danish Odense was considered a little
bit strange: the grandfather was a carpenter, and it happened he carved
out strange figures of fairy-tale creatures from the tree. Being an ordinary
shoemaker his father knew the letter. The father introduced the magical
worlds of fairy-tales and legends: he read “Fairy Tales 1001 Nights” to his
son, made a puppet theater for which the future storyteller made costumes
for dolls from rags and played out the whole performances on the toy
scene. Father and son performed together the whole evenings by playing
the magic performances. It was then the boy began to love the theater

14
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which he would carry out through his life and link to the future.

Little Hans used the paper for the performances. With the time he

stopped sewing the doll dresses and never parted with paper crafts. For the
world-famous storyteller Hans Christian Andersen, the paper was not only
material for the written word but also a means of expressing the creative
ideas. Throughout his life the Danish storyteller experienced an incredible
dependence on the paper: he wrote, painted on it, cut out various figures
and the whole plots from it.
Like the sculptor who creates an art from an ordinary stone, Andersen was
equally masterful in managing paper. He imprinted on it his thoughts and
ideas with ink and gave free rein to the expression, cutting out of it with
the scissors. This is a little-known fact from his biography, which forms
part of his creative heritage. The silhouette carving (papirklipp - Danish)
seriously fascinated the writer, and he created more than 1500 similar sil-
houettes from simple to the most complex in different forms and ideas.
The most used paper carving samples were taken from the Odense City
Museum [2].

Fig.1. Andersen s scissors cut. Dancing white man on the black
background.
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Fig.3. Andersen’s scissors cut. The theatre: stage with two dancers
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Fig.4. Andersen's scissors cut. The theatre: stage with two dancers

Andersen, by telling fairy tales to the children, often cut out the char-
acters and scenery right in front of the little listeners. How surprised the
audience was when a whole fairy-tale world appeared from sheets of pa-
per folded in half! And Andersen always improvised. He had never made
sketches for his crafts and always worked with the large scissors which
would be more suitable for sheep shearing than for the openwork carving.

Fig.5. Andersen’s scissors cut.
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Fig.6. Andersen’s scissors cut. Girls with rosace

The writer was in the habit cutting out a silhouette for the fairy tale.
He usually unfolded the paper for the display only at the end of the sto-
rytelling. The tale is told, and the writer immediately gave away paper
fantasies created by him to the children. Today, about thousands of such
handicrafts are carefully kept in the archives of the Royal Danish Library
and in the Andersen Museum in the city of Odense.

Fig.7. Andersen’s scissors cut.
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Fig.8. Andersen’s scissors cut.

Few of his readers know about this talent of Andersen. Andersen
learned the masterful handling of scissors from his father, a shoemaker, but
the ability to accurately “cut out” a paper silhouette with minimal means
was given probably from his grandfather who sawed out various wooden

statuette.

Some of his paper images resemble wooden toys. Here are some sam-
ples of his “carved” fantasy which give the ideas of his works and the plots.
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Fig.9. Andersen’s scissors cut.

19

ANIAVYOIV S14V

¥891-E€CSC NSSI



BALLET ART

KAZAKH NATIONAL ACADEMY OF CHOREOGRAPHY

Fig.10. Andersen’s scissors cut.

Fig.11. Andersen's scissors cut.
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Fig.12. Andersen's scissors cut. Scene of dancer, flowers, and faces

“Whenever Hans Christian Andersen had opportunities to tell fairy
tales to the children, he would just take the scissors out of his pocket and
made a cut paper illustration and start telling the story. Andersen taught
himself to make drawings and collages by creating the puppets and their
stages. Men in a circle with holding hearts and hands is an example he cre-
ated for his performances. He was inspired to design them when looking at
his cut out illustration” [3].

Contemporaries of the storyteller recall that most of Hans Christian
Andersen’s cut-outs are based on the things he imagined but not on the
ones he saw. From time to time he used his skills with the scissors like a
camera to capture a scene he wanted to remember after. It is known that
in 1833 he met the Danish sculptor Bertel Thorvaldsen who later became
his good friend. One day Andersen was invited to see how the French art-
ist Horace Vernet paints a portrait of Thorvaldsen. At one moment in this
session Andersen pulled out his travel scissors and a piece of paper and cut
out a similar silhouette.
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Fig.13. Andersen’s scissors cut. Untitled

In 1874, Andersen made his last large clipping as a gift to Mrs.
Melchior. The Melchiors, a wealthy Danish merchant family, were good
friends with Hans Andersen. Andersen often stayed to live and work in
their country Villa. The grim nature of the images is not typical for the
Andersen’s clippings. But scissors cutting reflect the poor health of the
artist and his understanding of approaching death. In the central part there
is a cross, the image of it is rarely seen in the clippings although Andersen

was a religious man.
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Fig.14. Andersen’s scissors cut. Scene of dancer, flowers, and faces

Authors of the Seminar “Cutting Through - Designs and Illustrations in
Cut Paper” wrote: “Hans Christian Andersen cut this illustration to raise
money for the soldiers who fought in the Prussia War” [3]. Perhaps An-
dersen valued his paper scissors talent as highly as the gift of a storyteller.
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Fig.16. Andersen s pattern of ballerinas
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Fig.17. Andersen’s scissors cut.

Fig.18. Dancing ballerina Fig.19. Dancing ballerina in
oxidized paper
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The reader can note that one of the most beloved images of Andersen
in his carved paper art is the ballerina.

We can see a silhouette of ballerina in a separate carved paper ver-
sion and in composite unity where she is at the top.

Fig.20. Andersen's scissors cut. The tree with an angel ballerina and
dancing girl in the nest on top

Fig.21. Andersen's scissors cut. The motife of swans with the dancers.
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Fig.22. Andersen’s scissors cut. Butterfly with a ballerina on the wing

Fig.23. Andersen's scissors cut. Two women by a palm tree with
a ballerina on top of it.
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Fig.25. Andersen’s scissors cut

So the ballerina is a figure that appears in many of the paper cuts as
well as to be employed in his fairy tales and stories. It is easy to see that a
ballerina by balancing on one leg becomes a symbol of beauty and grace
in paper silhouettes of Andersen that ables to resist another hostile world.
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Ballerina is the fragility and refinement of being.

The ballerina embodies the writer’s most cherished dreams.

The ballerina becomes a sign of victory and love.

A ballerina pose with one rising leg resembles the scissors. But of
course, the most interesting interpretations of this chosen position of a bal-
lerina on one leg can be found in the fairy tale “Brave tin soldier”.

Sometimes in the Andersen’s paper silhouettes we can discern hid-
den meanings, linguistic riddles, rebuses and encrypted symbols: for him
cutting out was not only a pleasure but also a gymnastics for the mind.
Please, look at the following pictures.

Fig.26. Andersen’s scissors cut.

il

Fig.27. Andersen’s scissors cut. Clown with tray buildings on it.
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Fig.28. Andersen’s scissors cut. Hands from above with ballerina
underneath

Fig.29. Andersen's scissors cut
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Look at the paper cut Ne 29. We could say that a paper cut represents
how Hans Christian Andersen imaged a fairy tale tree: a tree that carries
fairy tale figures instead of leaves. We can recognize an elf and a balleri-
na. The fact that the fairy tale has the shape of a tree can tell us that Hans
Christian Andersen thought of it as something organic as if the cutting
artist grew on a fairy tree.

Hans Christian Andersen talent didn’t go unnoticed by the European
monarchs. King Maximilian II of Bavaria was such a fan that he invited
Andersen to his castle in 1854. The Danish visitor noted in his diary that
he “bound a bouquet for the queen and cut out a paper with swans to place
around it” (Diary of Hans Christian Andersen, June 20, 1854). In 1872,
King Christian IX of Denmark purchased paper cut bookmarks the artist
had donated for a benefit bazaar.

And now these amazing carved pictures are collected in the Museum
of Odense where Andersen was born. And we look with wonder and awe
at these carved tales that the great writer left to the world.
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C.H. Paxvimbepouesa’
'Kazaxckas nayuonanvhas akademust xopeocpaghuu
(Hyp-Cynman, Kazaxcman)

CUMBOJIMYECKHUHN MUP BAJIETA PAUMOH/IO PEBEKA
«IIYTEIHIECTBUE MAMSITHU»

AHHOTaUA

Cmambﬂ nocesdujena aHaiusy 6wzema «Hymemecmgue navsimu) 6 NnocmdaHoOBKe
Hemeykoeo xopeozpagha Paiimonoo Pebexka. Aemop cmamvu npogooum amaius xopeocpa-
d)uu CNEeKmakKijis c no3uum7 cemuomuyecKoco anaausza niacmudyecKkoco mexkcemada, 6ezzaem
nonsimMKYy 6bis61eHUS CUMBOI06 U 3HAKOE, 3d56/1€HHbIX 6 0¢OPMJZ€H1/H/! u npe()MemHOﬁ cpe@e
CNeKmakKiiA.

I(moueeble cjiaosea. xopeoepa¢uﬂ, cemuomuka, 06]%13, CUMBO0J]1, 3HAKoed:s cucmema,
niacmudeckasi UHmMmoHayus.

C. H. Paxvimbepouesa’
'Kazak ynmmulx xopeocpaghusi akademusicol
(Hyp-Cynman, Kazaxcman)

PAMMOH0 PEBEK KOMUBIJIBIMBIHJIAFbI «kECTEJIK
CASAXATBI» BAJIETIHIH CUMBOJINKAJIBIK 9JIEMI

AHHOTAIUA

Maxana wnemic xopeoepagor Paiimonoo Pebexmiy KOUbLIBIMbIHOAZbL
«ecmenik casxamoly Oanemin mandayea apuanzan. Makana asmopvl nAACMUKALbIK
MAMIHOI CEMUOMUKANBIK MALOAY MYPEbICLIHAH CHEeKMAKIbOIY X0peoepapusivlk
MOMIHIHE Manday icacatlovl, CNeKmakivboi 0e3eHdipyde dcoHe NaHOIK opmaod
MaNIMOeN2eH CUMBON0Ap MeH DenciiepOoi AHbIKMayed apeKen Hacatlobl.

Tyiiinoi ceszoep: xopeoepaus, cemuomuxa, cypem, cuMeon, 6enci Jicyiieci,
NAACMUKATBIK, UHIMOHAYUSL.

S. N. Rakhymberdieva’
'Kazakh National Academy of Choreography

(Nur Sultan, Kazakhstan)

THE SYMBOLIC BALLET WORLD “JOURNEY OF MEMORY”
BY RAIMONDO REBECA

Annotation
The article is devoted to the analysis of the ballet “Journey of memory” staged by
German choreographer Raimondo Rebeca. The author analyzes the choreographic text
the performance from the standpoint of semiotic analysis of the plastic text, makes an at-
tempt to identify the symbols and signs stated in the design and subject environment of the
performance.
Key words: choreography, semiotics, image, symbol, sign system, plastic intonation.
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11-12 mas 2019 rona B Tearpe «Acrana baner» cocTosiack npeMbe-
pa cnekrakis «llyremecrBue namsatuy». [locTaHOBIIMK CIIEKTaKisl — He-
Melkuii xopeorpad Paynp Paiimonno PeGek, yke M3BECTHBIN Ka3aXxCTaH-
CKOMY 3pHTelto 1o criekrakito «How long is now?», KoTopslil poten ¢
OosIbIIMM ycTiexoM B Tearpe «Actana Onepa» B utone 2018 rona.

Tema mamsiTu BonHyeT xopeorpada Paiimonno PeGeka He ciydaiiHo.
NMeHHO 31ech OH HAXOJIUT BO3MOXHOCTh MTPOAHAIU3UPOBATH T€ ACTIEKTHI
MO/ICO3HATENIBLHOT0, KOTOPBIE SIBIISIFOTCS KJIFOYEBBIMU JJIS €M0 TBOPYECKO-
ro Toucka nocienHux net. «Kak u MHOTHe coBpeMeHHbIe Xopeorpadsl, P.
Pebex cTaBUT CBOM MOCTAHOBKH O TOM, YTO BOJIHYET €T0 JIMYHO, OTBEYas
Ha BOMPOCHI, HEN30€)KHO BO3HUKAIOIIME Y YEIOBEKA B OMPE/ICIICHHBIC TIe-
pUOJIBI )KU3HU. B HEKOTOPBIX CBOMX MPEABIIYIINX CIIEKTaKIsAX PaliMOH10
PebGexk 3amaBascst BOMpOCOM — Kak 4yBCTBYET MUP UEJIOBEK, CTPAJArOIIHIA
TIOJIHBIM OTCYTCTBHUEM ciayxa? A Kak ero BUIUT He3pstunii? YTo ecTh CoH,
9Ta TOHKasi CyOCTaHIIMs, B KOTOPYIO MBI MOTpYKaeMcsl pa3 3a pa3oM, Ka-
KIYI0 HOYBb M KOTOpasi Mo100Ha MaJieHbKOM cMepTu? B kakoii u3 3THX pe-
aJbHOCTEHN MBI )KUBEM MO-HacTosmemy ?» [1].

BeposiTHO, Tema criektakieil poxaeHa nudpoBoit 3moxoit ¢ ee co-
BPEMEHHBIMU KOMITBIOTEPHBIMU TEXHOJIIOTUSIMUA M BUPTYaJIbHOM peajibHO-
CTBI0, KOTOPAsl MOJIMEHMJIA OVIMHHYIO PEATbHOCTh, OTAAJIMB JIOIEH APYT
OT JpyTa U KUBOTO OOIICHUS.

Jlns cBoero HoBOTO criektakis «IlyremecTBue mamsaTim» xopeorpad
BBIOpa TeMy OTpa)KeHHs, TEeMY JBOWHUKA, C TIOMOIIBIO KOTOPOH CTpe-
MUJICSI PACKPBITH 00pa3HOE CMBICIIOBOE 3HAYCHUE MAMSTH, UCKIIFOYNB KOH-
KPETUKY U J1aB POCTOP AJI CAMOCTOSITEIbHOW HHTEPIPETALIMH U aCCOLH-
aIuil 3puTeNs, UCIONb3Ysl CHOCOOHOCTh YEIOBEKa MOMHUTH COOBITHS 3
MIPOLLIJIOTO.

[TaMsTh — 3TO OTpakE€HUE TOTO, YTO PaHEEe BOCIPUHUMAIIOCH, IIEepe-
KUBAJIOCh, COBEPIIAIIOCH U OCMBICIMBAIOCH YEJIOBEKOM. T0, 4TO Bceraa
OCTAETCsA C YEJIOBEKOM U HETO/IBJIACTHO BpeMeHU. «(COoryacHO TeOpHH Ma-
MSATH, KOKI0€ MEePEKMUBAHIE OCTABISET «CJIE» B OOJBIINX MOTYIIAPHUIX
MO3ra ¥ NaMATh MOXET JIeUCTBOBATH TOJILKO B TOM CIlydae, €clid co3/a-
€TCs CBSI3b MEXKAY 3TUM CJIEJIOM U HOBBIM MEPEKUBAHUEM», — YTBEPKIa-
eT ¢punocodckuii cioBaps. Paiimonno PeGek co3maer mist 3putess HOBbIE
MePEeKUBaHUs, TOTPYXKask UX B My4YWHY COOCTBEHHOW MaMsTH, CO3/1aBas
CBSI3b MEXKY MPOIUIBIM U HACTOSIIUM. Vcrionb3ys mpu 3ToM 00pasbl, KO-
TOpPbIE HAXOAAT OTKIMK B JyLIE KaXX0r0 CHUJAIIETO B 3aj€, COBEPILAET
«MYTELIECTBUE MaMATW» C KaXAbIM M3 HUX. ISt mepenaun CBOMX MbIC-
Jeil o ¢peHoMeHe maMsATH xopeorpad HCIONb3yeT OJHO M3 JIPEBHEUIITNX
CPEICTB KOMMYHHUKAIIMU B XyHO)KECTBEHHON KYIbType — HeBepOaTbHBIN
SI3bIK TUIACTUKU U JKECTa, a TaKXke s3bIK CUMBOJIOB. [losTOMY B JaHHOM
CTaThe aBTOP CTaBUT 3aJlauy IPOBECTH CEMUOTUUECKUI aHAIN3 XOpeorpa-
(ugeckoro Tekcta criektakis «[lyremecTBrue mamMsTiy», CENaTh MOMBITKY

33

ANIAVYOIV S14V

¥891-E€CSC NSSI



BALLET ART

KAZAKH NATIONAL ACADEMY OF CHOREOGRAPHY

pacmudpoBaTh MPUCYTCTBYIONIME B MPEAMETHON Cpelie CIEKTaKIs CUM-
BOJIBI U 3HAKHU.

N3BecTHO, 4TO CEMUOTHKA KYJIbTYPbl 3aHUMAETCSI TEKCTAMMU, U KYJb-
Typa, B IIEJIOM, TOXKe MOXKET OBITh paccMOTpeHa Kak TekcT. KO.M. Jlorman
BBIICTISICT YIOPSAOYCHHBIN B COOTBETCTBUH C MpaBUJIAMH s3bIKa HAOOp
3HAaKOB B HEKYIO0 KOHCTPYKIIMIO, CO3JaHHYIO JUIsl TIepeayu APYTUM CBO-
WX TIPEACTABICHUN O KaKOW-TO MpeaMeTHOW obmactu. OH Ha3bIBaeT ATY
KOHCTPYKIIMIO «CMBICIIONOPOXK/IAIOIIUM MEXaHU3MOM», UMEIOIIUM TpHU
OCHOBHBIE (DYHKIIMU: KOMMYHUKATUBHYIO (TEKCT BBICTYIAET KaK «TEXHU-
YecKasl yImakoBKa» COOOIIEHHS, B KOTOPOM 3aWHTEPECOBAH MOMYUYaTeINb),
KpeaTHBHYIO («BCSIKasi, OCYIIECTBIISIONIAs BECh HA0Op CEMHOTHYECKHX
BO3MOXKHOCTEH, CHCTeMa HE TOJIBKO MepelaeT TOTOBbIE COOOIICHNUs, HO U
CIIy’)KMT T€HEPaTOPOM HOBBIX») U (PYHKIIHIO AMSTH («TEKCT — HE TOJIBKO
TeHepaTop HOBBIX CMBICIIOB, HO U KOHJICHCATOP KYIBTYpHOU mamsTi») [2].

[Ipu 3TOM Ba)KHBIM YCIOBUEM MPU NOTYYEHUH CMBICIIOBOIO MECCE/I-
Ka (3HaKa) B UCKYCCTBE OT TBOpIA (xopeorpada) K 3pureito (KOHEYHOMY
MoTy4daTelnto HH(GOPMAIUN) SIBISETCS AKTUBHOE AYMOLIMOHAIBHOE TTePEKH-
BaHUE (COTBOPUECTRO).

E.fl. Bacun o0bscHsET cnienuuueckoe OTINYHE 3HAKOB B UCKYC-
CTBE Ha MPUMEpPe MKOHUYECKOTO 3HaKa CIEAYIONIMM 00pa3oM: «...H30-
Opa3uTenbHBIA 3HAK B UCKYCCTBE — CKa)XeM, MOPTPET, CKYIbNTYpa, U T.1
— MpeIHa3Ha4YeH He TOJBKO Mepeaars nHpopMamuo 06 00beKTe, HO 00s13a-
TEJBHO CIIOCOOCTBOBATH TOMY, UTOOBI Y 3pUTENSI BOSHHUKIIO ONPENCTICHHOE
OILICHOYHOE, SMOIIMOHATIFHO OKpAIlleHHOE OTHOIIEHUE Kak K m3o0pakae-
MOMY, TaK U K caMoMy n300pa3uTenbHOMY 3Haky» [3]. Bce uckyccrsa B
COOTBETCTBUU C TUIIAMHU UCMOJIb3yeMbIX B HUX 3HakoB E.fl. bacun genur
Ha TPU TPYNINbL: H300pa3uTeNbHbIe (’KUBOIUCH, CKYIBITYpa), CIIOBECHBIC
(XynmoskecTBEeHHAas JIUTEpaTypa), BHIpa3uTENIbHbIE (MYy3bIKa, TAHEII).

UccnenoBarens tanma FO. I'eBleHKO OTMeuaer, yTo «...B XOpEO-
rpaduuecKoM MCKYCCTBE TPAKTOBKA TEKCTA TAHIIA MOXKET OBITh JIBOSKOM:
TEKCT KaK 3HaK U TEKCT KaK OIpe/ieJIeHHAas COBOKYITHOCTh 3HAKOB. [Ipuns-
TO BBIIEJSATH TPH TPYTIHI 3HAKOB: 1) 3HAKU-N300pakeHus: (HKOHHUECKHE);
2) 3HaKU-TIPU3HAKU (CUMITOMBI, WHICKCHI, HHACKCATOPHI); 3) yCIOBHBIC
3Haku (cumBoIbl). [10 aHaNOruM 31€MEHTHI-3HAKU TAHLIEBAJIIBHOTO SI3bIKA
TaK)K€ MOXKHO OXapakTepu30BaTh M KaK 3HAKU-M300pa’keHUs (crarude-
CKME€ TMO3ULUHU U TMOJOKEHHUS, CUCTEMA KJIACCUUECKUX ABUKEHUH, BbIpa-
OoTaHHas B MPOIECCE UCTOPUIECKOTO PA3BUTHUSA), U KaK 3HAKU-TIPU3HAKU
(cioHTaHHBIE, HETIPOU3BOJILHBIC BHIPA3UTENbHBIE TBUKECHUS U KECTHI), U
KaK yCIIOBHBIEC 3HAKU (3KECTBI, HICKYCCTBEHHO Pa3paOOTaHHbIC IBUKECHUS,
KOHTPOJIUPYEMBIE 3aIaHHBIM YMOLIMOHAIILHBIM COCTOSIHUEM — aKTEPCTBO B
YKU3HU U Ha clieHe)» [4].

[Ipu sTOM HCcnenoBaTenb YTOUHSET, UTO «... JBHXKEHHUE, I3, 11034
Kak cuctema OykB, caMu 10 ce0e HUYEero He 03HAYaloT 0€3 OCMBICICHUS,
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0e3 BKJIQJbIBAaHHUS B HUX BHE3HAKOBBIM HOCHUTENIEM (TaHIIOPOM) OIIpe-
JICJIEHHOTO CMBICIIA, WJIEH, YyBCTB, HACTPOEHHUS, COCTOSIHUS. 3ayaTKu U
OTOOpaXXEHUs TIACTUYECKON BBIPA3UTEIBHOCTH Mbl MOJKEM BCTPETUTH B
OOBIJICHHBIX JIBUKECHUSAX YEJIOBEKA, €T0 JKECTUKYIISALUM, JeUCTBUAX U TUIa-
CTHYECKHUX pEaKLUsAX Ha AEUCTBUS JPYTUX, B KOTOPBIX BBIPAXKaKOTCS OCO-
OEHHOCTHU €ro xapakTepa, CTpos YyBCTB, CBO€oOpa3ue ero Ju4HoctH [3].
«Takue «roBopsIINE» XapaKTEPHO-BBIPAZUTEIBHBIE DJIEMEHTBI, POXKICH-
HbIE B peajbHON KU3HU, IPUHATO HA3bIBaTh «IIACTUYECKUMU MOTUBAMH,
WY TIACTUYECKUMU MHTOHaMsMuy, — nuiet P.B. 3axapos [5]. HUccie-
nosarenb H.B. ArturaHoBa XapakTepusyeT IIACTMUECKYI0 HHTOHALMIO
KaK CBOETO po/ia CTPOUTENIbHBIN KUPIIUYUK U CPEACTBO XapaKTEPUCTUKU
TaHIIEBAJILHOTO 00pa3a TOro WM UHOro nepcoHaxa [6]. IIpu nmocraHoBKe
cnekrakiisi P.PeGek moab30Bancss UMEHHO TaKUMH «CTPOUTEIbHBIMH KUP-
NUYUKaMuy. Xopeorpad BOBIIEKAT apTUCTOB B IPOLECC COTBOPYECTBA,
OTTAJIKMBASACh OT JIMYHOCTH apTHCTA, /1aBasi TaHIIOBIIMKAM CBOOOIY JIst
UMIIpOBHU3allMM. B coTBOpyecTBE C apTUCTaMU POXKAAIUCH IUIACTUYE-
CKHE MOTHBBI IOCTAaHOBKH, CBOCOOPa3HBIN MIIACTUUECKUH SI3bIK, KOTOPBII
BKJIIOYAJ B c€0sl COBPEMEHHbBIE TEXHUKH TaHIA, KIIACCUUYECKHE ABHKCHHUS,
OBITOBBIE, €CTECTBEHHBIE )KECThI. «Xopeorpad MpUXOAUT ¢ YETKHM 3Ha-
HUEM TOTO, YTO OH XOYeT BHUJETh Ha CIIEHE, HO JlaBaJl HaM CBOOOIY JUIs
HMMIIPOBH3AlMH. [ TTaBHOE — OH MPOCHUII HE JIENaTh KIACCUUECKUX I1a, «HE
TaHIIEBaTh OaNeT», a CIeJ0BaTh €CTECTBEHHOMY >KecTy. Tak mepBas cleHa,
KOTJ]a MOSI T€POMHS MOJXOAMT K 3epKaiy, Obljia YMCTOW MMIIPOBU3ALIUEH.
OH npocui npeacTaBuTh ceds, HO COBCEM FOHOM, Kak Obl s o0Imanach ¢
Hell, B KaKUX JBM)KEHUSX ATO MPOSBUIOCH ObI» [7].

HeiictBuTtensHo, repouts B uepHoM (T. TeH) moaxoaur k 3epkaiy u
cierka kacaercs ero. I1o Ty cropoHy nosiBisieTcs: €€ IBOMHUK — KEHIIMHA
B cepoM (Mapuna Kazapipkynosa). LIBeT Takke B ClIEKTakie He Cly4yaeH,
OH UMeeT CUMBOJINYECKOe 3HaueHue. YepHoe — HacTos1ee, Cepo-roiaydoe
— KaK OTpakeHHE, TEHb NIPOLLIOro. B criekrakie HeT IpKUX LBETOB, TOJIb-
KO HEBepHoe, Koneomomeecs miams ceeueil. [llects map TaHIIOBIIMKOB B
YEPHOM — 3MOLIMM U BOCIIOMUHAHMS TEPOMHH, TEMHBIA OMYT €€ MaMsITH.
[Tpu 5TOM macTuyeckuii A3bIK Xopeorpada oueHb U300peTaresneH, KaHTH-
JIeHa JIBUKEHUH, UX MONU()OHUYECKUN PUCYHOK CIIMBAETCS C MY3BIKOW M
POXAAeT MHOTO YyBCTB U AYMOLIUH.
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Puc.1. Cyena uz 6anema P. Pebexa «llymewecmesue namamuy.
Ucnonnumenu: Tameana Ten, Mapuna Kaowipxynosa.
Asmop ghomo Anexceti Hexpacos.
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[TamsaTe B Oanere Pebeka 0003HaueHa OJHMM €MKHUM 3HAKOM-HKO-
HOM. DTO 3€pKajo U OTPAKEHHUE B HEM KaK CUMBOJI MHIUBUYaAJIBHOTO Ye-
JIOBEYECKOTO camoro3HaHus. OHO MO3BOJSET YBUIAETh Ce0sl HACTOSIIIETO,
3arisiHyTh B MPOILIOE, YBUIAETH Oymyliee. DTOT CUMBOJ UCIOIb30BAICS
HEOJHOKPATHO B CKa3Kax, JEreHaax, B TBOPYECTBE COBPEMEHHBIX XYH0XK-
HUKOB. Xopeorpad HCMONb3yeT 3epKaio B TSKEION KOBAaHHOW pame Kak
MopTaj, 4epe3 KOTOPBIA TepOUHS, KEHIIIIHA, MOXKET OOIIaThCs CO CBOUM
MPOILIBIM. DTO HE €AMHCTBEHHAsI paMa B CIIEKTAKIIE, B LICHTPE CLEHBI pac-
TIOJIO’KEHA €I1E OJIHA TUTAaHTCKasl paMa, KOTOPYIO COKUMAKOT TSKEIIbIE PYKHU
13 KOBAaHHOTO MeTasuia. BHYTpH 3To# pamMbl MHOXKECTBO MENIKHX (oTorpa-
(uYecKux paMoK, U3 KOTOPBIX B KYJTbMHHAIIMOHHBIA MOMEHT CHEKTAKJIIS
MOSBJIIETCS MHOXECTBO PYK, KOTOPBIE TE€P3al0T TE€POUHIO, pOXKAAs Ipsi-
MYIO aCCOLMALNIO «TE€P3a0IINX BOCIOMUHAHUIN.

«9T0 OyIeT 0COOCHHBIN CIEKTaKIb. ¥ MEHS €CTh Ha ATOT CUET HEeO-
OBIYHBIC UJIEU U TOTOBBIC clieHOTpaduu. 1 OB XOTeN co3naTh POMaHTHY-
HyI0 atMocdepy ¢ 3epKalaMu, KapTHHAMHU ¥ CBe4aMH, B KOTOPYIO BO3Bpa-
IaThCs OJTHO YAOBOJBCTBUE. TONIBKO MPENCTaBbTE, €CIU Obl BBl MOIJIH,
MTOCMOTPEB B 3€pKaJi0 BEPHYTHCS B CBOE MPOIILIOE U MEPEKUTH BCe 3a0bI-
ThI€, HO TaKWe MPUATHBIC CEP/IIly YYBCTBA 3aHOBO... Pa3Be oTKazanuch Obl
BBI?» — OTMETHII Xopeorpad B HHTEPBBIO Mepe]l CIIEKTaKIIEM.

Eme oann 3Hak-cMMBOI B OasieTe, 9TO KOBaHHAs JIOCTPA C TsDKe-
JBIMH METAJUIMYECKUMU KpyraMH Ha LEIsX, BBICOTOM mouTu B MeTp. OHa
OJTUIIETBOPSIET COO0I M POCKOIIh MPOXKUTHIX JIET, U TSIKECTh BOCIIOMHUHA-
HU. He ciiydaliHO B KOHIIE CIIEKTAKJIsI TEPOUHS, JIeXkKalas o JIOCTPOH,
OyATO TpUIABICHHAS CBOMM MPOIILIBIM, HAUMHAET LETIISATHCS 3a Hee, KOT-
Jla JIIOCTPpa NOJHUMAETCS BBBICH, K KOJIOCHUKaM clieHbl. Ho B mocnennuit
MOMEHT OTITYCKa€eT €€, OTIIYCKAaeT CBOE MPOILLJIOE. ..

Eme M. ®okuH oT™Meuall, 4To «MHOIAA TAHEL MOXKET BBIPA3UTh TO,
4yT0 OeCCUIIbHO CKazaTh clioBoy [8]. OTCyTCTBHE ClIOBA JeIaeT HEBO3MOXK-
HBIM B TaHLE MPSMOE BBIPAXKEHUE MBICIIH, IOITOMY TaHEI] «...BOILIOMIAET
MBICITb KOCBEHHO, OIIOCPEAOBAHHO, TIPH ATOM MBICIIh CKOJIb YTOIHO TTy00-
kyto», — nuiiet K. loneizoBckuii [9].

Ha npumepe cniexrakns P. Pebeka «IlyTemecTBie maMsaTi» Mbl 10-
MBITAJIACH MTOHATH, KAK A3bIK TAHLA U S3bIK CUMBOJIOB U 3HAKOB POXKIa-
€T COOCTBEHHOE 3HAYCHHE, BOIUIOIIAET UHTEIEKTyallbHOE COepPIKAHUE,
WJIeiTHbIe KOHIICTIIINY HE B MEHBIIIeH Mepe, yeM JTro0bie qpyrue OeccioBec-
HbIe UcKyccTBa. OCOOEHHO, KOT/Ia peub UJIET O TaKO 3bI0KOM CyOCTaHIINH,
KaK 4eJIoBeYECKas aMsiTh.
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Puc.2. Cyena us 6anema P. Pebexa «Ilymewecmsue namsamuy.
Ucnonnumens: Tamvsna Ten. Asmop gpomo Anexceii Hexkpacos.
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XOPEOI'PA®HA OHEPI
CHOREOGRAPHIC ART
XOPEOI'PA®HYECKOE HCKYCCTBO

MPHTH 18.49.09
AJK. Tanbaesa’
'Kazaxckas nayuonanvhas akademust xopeocpaghuu
(Hyp-Cynman, Kazaxcman)

TBOPYECKHM MOPTPET I3IM TOMFAH OCITAHOBHBI

AHHOTANUA
B oannoii cmamve aemop pacmampusaem meopueckuil nymv 3aciyoicenHou
apmucmku  Ka3CCP, kanouoama uckyccmeogeoenus, npogheccopa Kazaxckou
HAYUOHANLHOU aKkademuu xopeozpaguu, nedazoea kazaxckoeo manya HMzum Totiean
OcnanosHul.
Knrouegvie cnosa: meopueckuii nymo, Ka3axckuil maney, CYyeHUueckoe UCKyCccmeo,
JUYHOCTB, XOpeocpapusi.

A K. Tanbaesa’
'Kazax ynmmulx xopeoepapus akademuscol
(Hyp-Cynman, Kazaxcman)

I3IM TOMFAH OCIHAHKBI3BIHBIH, IIIBIF APMAIIBLIBIK
HHOPTPETI

AHHOTaNUA
Byn makanaoa aemop Ka3KCP enbex ciyipeen apmici, enepmarny KaHouoamol,
Kazax ynmmulx xopeocpaghus akademuscwinvly npogeccopul, Kazax Ouiniy ycmasul 13im
Totizan OcnanKbl3biHbIY WbIRAPMAULBLIBIK JHCOTBIH KAPACMbIPAObL.
Tyitinoi ce3oep: wibieapmMawblivlK J#CON, KA3aK Oui, CAXHAILIK OHep, myjed,
xopeoepagusi.

A.Zh. Tanbaeva’
'Kazakh National Academy of Choreography
(Nur-Sultan, Kazakhstan)

THE ART PORTRAIT OF 1ZIM TOIGAN OSPANOVNA

Annotation
The author shows the creative pathway of Izim Toigan Ospanovna, an honored
artist of the Kazakh SSR, candidate of art, professor of the Kazakh national academy of
choreography, teacher of kazakh dance.
Key words: creative pathway, kazakh dance, stage art, personality, choreography.
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3acmyxxenHas apructka Ka3CCP, kaHauaar MCKyCCTBOBEIECHMS,
npodeccop Kazaxckoit HaronansHoi akagemMun xopeorpaguu, neaaror
Ka3aXCKOI'0 TaHLa, BBIITYCTUBIIAS HE OUH IECATOK apTUCTOB, OCHOBATEIIb
TocynapcrBenHOr0 aHcaMOIst « ANThIHANY — Takoi Mbl 3HaeM [3im Toiiran
OcnanoBHy HbIHE. HO KakuM ObLI €€ MyTh, YTO MPEAIIeCTBOBAIO TBOpYE-
CKOMY CTaHOBJICHHIO, — 00 3TOM M3BECTHO Maso. TeM nHTepecHee A Hac
au4HOCTh ToliFaH OCraHOBHBI.

[TocBaTHBIIAs TaHLIEBAIILHOMY CLIEHUUECKOMY MCKYCCTBY 27 JI€T,
Toiiran OcraHOBHa, BO3MOXHO, M caMa HE NPEACTABISAET, KAKON BKJIAJ
OHa BHECJIA B PA3BUTHE Ka3aXCKOIO HAPOJHOIO TaHIIA.

[TocneBoeHHbIl pebeHOK, 10ub yabana U Berepana Benukoii o1-
€4ECTBEHHOMN BOMHBI, «JIEBOYKA B KPACHOM IUIIOLIEBOM MAJIBTO», TolFaH
OcnaHOBHA U HE NPEACTABIIAIA, YTO TOJBI CITCTS] IOCBSATUT CBOIO )KM3Hb
CLIEHE, a elIe MO3KE — UCCIECHOBAHUIO Ka3aXCKOr0 TAaHLA KaK IPEIMETY,
U3y4yaeMoMYy BO BceX NMpo(hecCHOHATbHBIX XOpeorpapuyeckux ydeOHbIX
3aBEJICHUSX, U BBICTYITUT aBTOPOM METOAMKH OOYUYEHHSI.

Pogunace Toitran OcnaHoBHa B mocenke MambIT AKTIOOMHCKON
00JIacTH, COCTOSIBIIETO U3 ABYX-TpeX AOMOB. Kak Bce mocenkoBble IETH,
ofieTas B cTeranHble (y¢aiiky, ITaHbl K BAPEKKHU, XOIUIA C KOPOMBICIIOM
3a BOJOH, JIETOM yXOMJIa C POAUTENIIMU HA MAcTOHUINE — K PeUKe MacTH
oBell. OceHbI0 JIOBHUJIA C OTIIOM PBIOY, CMENI0 MOIJIa B300paTbcsi Ha KOHS
pU HEOOXOAMMOCTH. YuMiach B Ha4YaJbHBIX KJIaccaX B TOM K€ MOCe-
Ke, MMPOXKMBas y yUUTENbHUIB! AoMa. [lo3xke mepeexaB B I AKTIOOMHCK,
POIUTENN ONPEAETUIN 10Yb B IIKOJIY-MHTEPHAT JUIs JE€TEH CKOTOBOLOB U
KEJIe3HOJOPOXKHUKOB. B 3TH rozbl B TaHIEBaAJIbHOM aHcaMOJie MO/ pyKo-
BoacTBOM YmuT [aiinyTauHoBoi Toitran OcnaHOBHOW OBLTH MPOJIEIaHBbI
NepBbIe IIard Ha MyTH K CTaHOBJIEHUIO. J[e0I0T COCTOsIICS Ha KOHIIEpTe,
nocesieHHoM 60-1eTHeMy robuiero komno3utopa Axmera XKybaHoBa.

Bynyun yuenuueii nessitoro kiacca Toliran OcriaHOBHA cTajna TaH-
LIeBaTh B 00JJACTHOM JIOME KyJbTYphl. PykoBoaurens JJoma KyiasTypsl Buk-
Top Sumyk cpazy oOpaTui BHUMaHHE Ha KOOPAMHAIMIO U TUIACTUYHOCTD
FOHOW TAHILIOBIIULIBI.

B takux OyaHsX, MOJHBIX TBOpYECTBA M CAMOOTIAuH, IpoOBea
Toiiran OciaHOBHA CBOE JIETCTBO.

A 110 OKOHYAaHUH ILIKOJIbI OHA Moexana B AiMa-ATy JUIs TOTO, YTOOBI
MOCTYIIUTh B DCTPaHO-IIMPKOBYI0 cTynuto. Ho B ToT rox (1968) B nannoe
yueOHOe 3aBezieHre Habop He ocyecTsisuics, 1 Toitran OcnaHoBHA Bep-
HyJach B AKTIOOMHCK, IPUCTYIMIIA K paboTe B Opurajie neBua (GpuiapMOHUH
I'ennanus [lyneru. B cocraBe 1aHHOTO KOJUIEKTUBA COCTOSUIUCH IIEPBBIE ra-
ctponu 1o Bcer ['ypreBckoit obnactu: beitney, Maxkar, ®@opt IlleByenko,
r. [lleBuenko. Mimes omnpeneneHHblil TaHIeBalIbHBIN Oarax, Toiran Ocrma-
HOBHa 3asiBUJIa O cebe KaKk O CEephe3HOM, JyMAlOIleM apTUCTe, Oe3yCIIOBHO,
MIPeTeHIyIOIIEM Ha JJalibHelIee NpoeCCHOHANIBHOE Pa3BUTHE.

41

ANIAVYOIV S14V

¥891-E€CSC NSSI



CHOREOGRAPHIC ART

KAZAKH NATIONAL ACADEMY OF CHOREOGRAPHY

OcTpaslHO-IIMPKOBAsl CTyAUs BBIMYCTWJIA HEMAJI0O apTUCTOB, 3a-
HSBIIMX CBOK HMINY B KylbType Hameil crpansl. B 1971 rony Toitran
OcnanoBHa Obla pacmpenesneHa B 3CTpaaHbli ancamOnb «Typraiickue
HanesbD» B I. ApkanblK. C 3TOro BpeMEHM M HAUMHAETCSl OTCUET Kapbephl
UCTIOJIHUTEISA, OepyT HayaJlo caMble SipKHe ¥ 3HaYMMBbIe CBEpIICHUs B op-
MHUPOBaHUU NPOPECCUOHATBLHOTO APTUCTA U JIESITEIIS.

Hy>XHO OTMETHUTB, YTO MOJIUTUKA TEX JIET CTAaBUJIA CBOCH 3aaadyei
PacKpbITh BeCh MOTEHIMAT HApOJHOTO (HOJIBKIOpa MOCPEICTBOM CO3/a-
HUS KOJUIEKTUBOB BO BCEX PETMOHAX CTPAHBI, TAK MOJHUMAJICS podeccH-
OHAJIbHBIM ypOBEHb HAPOAHOTO TBOpUecTBa. Takoi aHcaMOib U cTaja OT-
npaBHO Toukoit st [3imM T.O. B penepryap apTUCTKU B 3TH TOJbI BOLUIH
Ta/PKUKCKUM, OyXapCKuii, BEHTepCKUIl TaHIbI, Ka3axckuii Taner «Ke-
CTE», Yb€ aBTOPCTBO NMPUHAIJIEKUT MEJArory BOCTOYHOIO TaHIa JcTpa-
Ho-1upkoBoit ctyauu I'.b. KusikoBoii. Ha 6aze «Typraiickux HameBoB», B
kotopom Toliran OciaHOBHA MPOJIOIIKAJIA CBOIO aKTHBHYIO padoty, B 1973
I. 0BT CO3/1aH aHCaMOJIb HApOJHBIX MHCTpYMEHTOB «llleprep» moxa pyko-
BozcTBoM Kaiibipskana MakanoBa. IIpembepa cocrostiace 8 mapra 1974
roza. B aror nenp Toitran OcnaHOBHA O3HAKOMMWIIACH C MPUITIAILIEHHBIM
6anermeiictepoM u3 Mocksbl Omnbroii BeeBomoackoii-IonyikeBuy — rme-
naroroM yuumnuima uMmeHn CranucinaBckoro u Hemmposuua-JlaHueHKO
npu teatpe MXAT, yuenuueid A.BaranoBoil. OTO 0O4€Hb BayKHBIM MOMEHT
B IIPO(ECCHOHAIBHOM POCTE APTUCTKU M B MCTOPHH Ka3aXCKOM HapOIHOU
xopeorpaduu. Onbra BceBonogoBHa NOAXOAMIA K TOCTAHOBKAM CO BCEH
OTBETCTBEHHOCTbIO, 3 IMEHHO: BeJla aKTUBHYIO pabOTy MO pa3BUTHUIO Ka-
3aXCKMX JBWKCHMH, TIIATEIBHO UCCIeNys 0Obluau M TPAJAULIUU HApPOAA,
MIPOBOISI MHOTO BPEMEHHU B MECTHBIX OMOIMOTEKAaX M HAIMIAIHO OCBauBast
KyJBTYpY Ka3axoB. ['0fibl crrycTs 1BHXKEHuUs, pazpaboranubie Onbroit Bee-
BOJIOACKOU-I 01yIIKeBUY U BHEAPEHHBIE B COJIbHBIEC IOCTAHOBKYU APTUCTKU
I3im T.O, a mozxe u B TaHIBl [0CyTapcTBEHHOTO aHCAaMOIIsl « ANTBIHAN,
Kyaa OanerMeiicTep Oblia MpUIVIAleHa, CTAIM MPUMEHAThCS B paboTax
MHoOrHuX xopeorpagon Kazaxcrana, a Takxe BOLIUIA B yUEOHYIO METOTUKY
Pa3HBIX aBTOPOB Pa3HBIX JET. BaXKHO OTMETUTH, YTO U3ydas JIEKCUKY Ka-
3axcKux TaHues, Oubra BeceBomogoBHa MOCTOSHHO coBeTOBajach ¢ Toii-
rad OCIaHOBHOM M BOILIOIIAJAa CBOU CMENbBIE UAECH B IIOCTAHOBKAX, MC-
nonHsieMbIx [3iM T.O. Takum 06pazom ObUTH TOCTaBIEHBI TaHIBI «XKe3ThI-
pHaK», «Alina ObunbIMY, «bo3uHren», «Kpuibimman 0u», «Opmex 6u» u
«IITanksiMay. ApTUCTKA UCIIONHSIA HOMEPA, TocTaBiIeHHbIE Onbroii Bee-
BOJIOZIOBHOM, cTapasch MPUBHECTU CBOIO OCOOYIO0 MaHepy, MHAUBHyallb-
HYIO XapaKTepHYIO Mojady U BUJeHHE. Mbl He MOXKeM OOONTH OIlMCcaHHe
TaH1eB Oanermerictepa Onbru BeeBononckoit-I omymkeBud, HCKYCHO HC-
MIOJTHEHHBIX COJMCTKON (DOJILKIOPHOTO aHcaMOJIsi HAPOIHBIX HHCTPYMEH-
toB «I1leprep» N3umoBoii Toiiran OcmaHnoBHOM (Tak B TO BpeMs MHcaIach
(bamMuIus apTUCTKN).
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B xomnozunmu «Ke3TbipHak» Ha My3bIKy HapOAHOTO KOMIIO3U-
Topa-kronm Kei3put moiibiH KyaH/pika mokazaH o0pa3 3aKoJI0BaHHOM
Y TIPEeBpAIEHHONW B 00OPOTHSI C MEIHBIMHU KOTTSIMH MOJIOJOW JIEBYIIKH,
CTpaJaromieil 0T cBoel 37I00HON CHUJIBI M HE UMEIOIIEH BO3MOXKHOCTH TI0-
3HATh cuacThs J100BH [1, ¢.70]. Toliran OcriaHoOBHA HECMOTPSI HA OYEBUI-
HBI OTPHIIATENBHBIN BHENIHUI OOIUK HCIIOIHSEMOTO MEePCOHa)Ka MoKa-
3a5a BCIO QYIIEBHYIO TIIYOHHY, pa304apoBaHUe HECOBIBIIUXCS JIEBUYBUX
rpe3. B Kax10M ABMKEHUU U TUIACTUKE TAHLOBLIUIBI YUTAIUCH OTUASTHUE,
NyIeBHasi CKOpOb, Tpareaus skeHCKoU cynp0bl. Cama 3ayMKa TaKoro HO-
MeEpa UHTEpPECHA CBOEN OPUTMHAJIBHOCTBIO. [10 ceil neHp TaHeln ocraercs
OBITh YHUKAIILHBIM U HEMTOBTOPUMBIM.

C TpeneToM apTUCTKa BCIIOMUHAET Ka3aXCKuil Tanel Ha Kyl Cyru-
pa Anuesa «lllankeiMay ¢ OTHOMMEHHBIM Ha3BaHUEM. TaHel UCIIONHAETCS
¢ arpuOyTOM TOPCHIK (KOXKAHBINA COCY/ TSl KyMbICa), TAe TaHI[OBIIUIIA SB-
JISI€T 3PUTENIO BCIO HEXKHOCTh U JJUPUYHOCTh Ka3aXCKUX AeBylleK. B nan-
HOM TTOCTaHOBKE TAHIIOBIIHIIA OJUIIETBOPSET 00pa3 Ka3axCKOW JIEBYIIKH,
HCKYCHOW MacTepHIIbl U3TOTOBIICHUSI KyMbIca. Ee crmocoOHOCTh KpachBO
HOCUTb TOPCHIK U Pa3iuBaTh KyMbIC — IJIeHsET Beex [1, ¢.16]. Bocomu-
HaHUS TAHUOBUIUIBI TTOKA3bIBAIOT, KAK TOHKO YYBCTBOBAJa OHA JAHHBIN
HOMEp, CTapasch MOKa3aTh HE TOJIBKO CKPOMHOCTb, HO B KAKOK-TO MOMEHT
WUTPUBOCTh U JIYKaBCTBO, MPUCYILME KEHCKOM Harype. TaHel HamoJIHEeH
MJJACTUYHBIMU AUHAMUYHBIMU ABMKEHUSIMU. Hannuue TOPChIK Kak aTpu-
OyTa 10o06aBmsIo 3amady u TpeboBano 00s3aTenbHOM onpaBaaHHOCTH. Kak
MBI MOYKEM CETO/IHS OLIEHUBATh PabOTy HaJ TAHIIEM U €TO0 M0/1avy, BCe CIIO-
JKUAJIOCh BOEMHO JI0BOJIBHO YCIIEIIHO: CHOXKET, IOCTAHOBKA, UCIIOIHEHHUE.

Tantbl U3 penepryapa Toitran OcriaHOBHBI ObUTH Pa3HOIUIAHOBBI-
MU M HEMOXOXUMH JIPYT Ha JIpyra, 4YTO XapaKTepU30BajO apTUCTKY Kak
O4YEeHb THOKYIO U YMEIOIIYIO NePEBOIIONIATHCS B pa3Hble posn. Tak, B HO-
Mepe «Kpimpimman 6u» Ha HapoAHbBIN KioM «Can KepyeH» TaHIOBIIUIIA
npejcTaBaja JAeBYyIIKOH-BOUTENbHULIEH ¢ cabneil B pykax. Toitran Ocna-
HOBHA CMOTJIa PACKPHITH 00pa3 BOMHCTBEHHBIX, XpaOphIX Ka3allleK, OTBaX-
HO TIPOSIBISIBIIUX Ce0sl KaKk B JaJieKHe BPEMEHa B MOMEHTHI HAIIECTBUS
Bpara, Tak 1 B roasl Benukoir OteuectBeHHOU BOWHBI [1, ¢.94]. BaxHo
OTMETHUTh, YTO JAHHBIA HOMEP OBLI MOCTABIEH HA CIOKHBIX TEXHUUYECKHUX
3JIEeMEHTaX, YTO COCTABIIUIO ONpPENENIEHHBIN Tpya A TaHUopa. Kaxabiii
pa3, mpeBO3MOorasi CIIOKHOCTH, OMpeaesieMble OBICTPHIM TEMIIOM, TMOJa-
yell xapakrepa, Toitran OcraHOBHA CIpaBisach ¢ MOCTaBIECHHOM 3aja-
yeil OaneTMelicTepa U HAXOIUIA OTKJIMK B CEpAIIax MyOIUKH.

«Opmek 6m» — elre ofHa xopeorpaduyeckas KOMIIO3UIIUS, UCTION-
HEHHAas apTUCTKOMU, — ObllIa MOCTaBJICHA HA KIOM HAPOTHOTO KOMIIO3UTOPA
JHaynetkepes [lluraesa «Kenrem cyiiep». B janHHoM HOMepe 3pUTeNn MOT-
JIY YBHUJIETb TPaJAUIIMOHHbBIE JABMKEHHSI PyYHOI'O TKauecTBa MPU U3rOTOB-
nennu 6ackypa. Onbra BeeBonoackas-I'onymikeBuy B cBoeit kaure «I141h
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Ka3aXCKHX TaHLEB» OMMCBIBAET TaHEl Tak: «PyKku neBymku — cosmarenu
Henpexoasmeil KpacoTel 0acKypoB, UMEIOT B TaHIIE 0CO00€ 3HauEHHeE.
ITockoabKy MMEHHO MajblaMHU PYK MacTepHULa-XyJ0KHUIA OTAHLIOBAaHHO
coOupaer mepcTh, CyuYuT HUTh, CMAThIBAeT ee B KIyOok» [1, c.43]. AB-
TOPY IaHHOM CTaTbM TaKXke XOTEJOCh Obl MOAETUTHCS CBOUM CKPOMHBIM
OIBITOM B MCIOJIHEHHUH ITOTO TaHIA, B CBOK OYEPEb, TOJyYEHHOMY OT
Toitran OcnaHOBHBI. JTO OYE€Hb JUHAMUYHBIN TaHEI] CO CIOXKHOU TeX-
HUKOHM ucTonHeHus. [71aBHas 3a/1aua TaHIa 3aK/I049aiach B TOM, YTOOBI €
MPUCYILIEH Ka3aXCKUM JKEHILIUHAM «IIPOCTOTON U CKPOMHOCTBIO® [ 1, ¢.44]
(GWIMrpaHHO UCHIOJHATH PUTMHYHBIE, BECETIbIE TBM)KEHUS, COXpaHssl BCe
KaHOHBI Xopeorpaduu U HE Tepsist IPU TOM JIETKYI0 MaHepy HCIIONHe-
Hus. B nenom, Tanen 6bu1 JOBOJIBHO ClIOXKHBIM, U Toliran OcrniaHOBHA Kak
NEPBBIH MCIIOJIIHUTEND CIPAaBUIIACh CO CBOEH MCIOIHMUTEIBCKON 3anadei
OYEHb YMEIIO.

Emte B ogHOM ClieHUYECKON KOMITO3UITNH «Alila OBUIIBIMY Ha Ha-
ponnsblii k1ot Toliran OcniaHOBHA SIBJISIET 3PUTENIO 00pa3 MOJIOON HKEH-
IIMHBI, TTO3HaBIIEH B Opake cyacThe B3auMHOU moOBH. He nmes mpasa
BBIKA3aTh CBOMX YYBCTB HEXHOCTH U TpENETa INepell HOBBIM CTaTyCOM
KEJIMHILEK, apTUCTKa Iepenajga BCIO T'aMMYy SMOLMM, MEPENOIHSAIOLINX
KEHILUHY, B CUJIy CKPOMHOCTH 3aCTEHUMBO CKPBIBAIOLIYIO UX OT OKpYy»XKa-
romux [1, c.114].

D10 OBLTAa MOMCTHHE TBOpYECKass paboTa ABYX OJApEHHBIX JIFO-
JI€H, yBJIIEYEHHBIX UCCIIEJOBAHUEM Ka3aXCKUX TAHLEB U IMOCTAHOBKOW MX
Ha Oonpiioil cuene. Tak, Ha mepBoil cTpaHuLle aBTOPCKOW KHUTH «IIdTh
Ka3axckux TaHues» Ounbra BeeBononoBHa BeeBononckas-I onymikeBud ot
PYKH MHIIET CTPOKU NocBsieHus Toitran OcnaHOBHE, KOTOpasi CO BCEH
oT/Aa4ell U UCKPEeHHEH JTI000BBIO pealn3oBalia ee Uaeu B KU3Hb: «OueHb
noporoi Tolramenske, Moel ogapeHHON borom TaHIOBIIUIIE, 3aCITYKEH-
HO 3aCJIy’)KEHHOM, a MOXET CKOpee HapOIHOH, Ha NaMATh O MPEKPACHBIX
yacax Hallled Mo-HacTOsIEMY TBOpUYECKOM paboThl. S oueHb MHOTO 00sI-
3aHa TBOEMY TaJIaHTY, OJyXOTBOPSIOLIEMY BCE TAHIIbl, IOCTABJIEHHBIE AJIs
Te6st u BnoxHOBIEeHHBIE TOOOIO — cTaBIIME OCHOBOM ATON KHHTH. JKenaro
Tebe manbiue cuacTbs. bonbmoe cnacu6o! Beerna Teost O. BeeBonoacka-
s-I'omymkesuu. 20 aBrycra 1989 r» [1]. OTu cnoBa xapakrepusyor ap-
tuctuyeckuit 1ap I3im T.O. B moaHOM 00beMe, a TaKkKe PacKphIBalOT BCIO
CYTh TBOPUYECKOTO TaHJIeMa, OCHOBAaHHOT'O Ha B3aMMOIIOHMMAaHUH U a0co-
JIOTHOM JI0BEPHUH IPYT K JIPYTY.

Amncamons «Illeprep» Typraiickoit oGnacTHO# pumapMoHuu 00b-
€37MJ1 BCIO CTpaHy, HE pa3 ObUI OTMEUYEH IOJIOKUTEIbHBIMU OT3hIBAMHU
nesiTeneid KylnbTypbl U JIFOOUTEISIMH HapOJHOTO TBOpYecTBa. B kaxmoi
ra3eTHoi crarbe, mocesieHHOW «llleprepy», 00s3aTeNbHO BBIIACTSIN
«U3SIIECTBO, IIACTUKY, OOraTble pUCYHKH Ka3zaxckoro Tanua Toitran U3u-
MOBO» [2].
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B ycnosusx coserckoit gencteurensHoct «lleprep» cran Hekum
SIBIGHUEM. DTOT KOJUIEKTUB aKTHBHO INPOIAaraHAMpOBaJl UCKOHHO Ka3ax-
ckyto Kynsrypy. U pons Toitran OcniaHOBHBI B 3TOH paboTe TPYIHO mepe-
OLICHUTb.

B 1976 rony cyns00HOCHBIM 1Iarom ctaiio ass ToitFan OcrnaHOBHBI
peuieHne nokuHyTh «llleprep» um oTIIpaBUTHCS B 3CTPaHO-MOJIOAEKHBIN
aHcamOnp «Apmannactap» LlenmuHorpaackoil obmacTHO# (unapMoHHUH,
rJe yXe TPYIMINCh apTUCThl Oanera YceH MakanoB u Pycnan 'autos.
Ha moment npubsitus M3umosoit T.O. y apTHCTOB OBLT CBOI penepTyap:
«Kapasxopray, «Adranckuit Tanem» u ap. Maes co3nanus TaHIEBaJIbHOTO
nysTa MakanoB-H3umoBa npuiiia cama co6oil. TaHnoBumky, Oyaydu B
MIPOLLJIOM OJHOKYPCHUKAMH, CyMENIM IIOCTPOUTH IIEPBYIO CPEIU TaHLO-
POB MYCYJIBMAaHCKHMX CTpaH A3MM KpPENKYyI0 TAHLIEBAJIBHYIO Iapy Ha cCle-
HeE, BIIOCJIEACTBUN COCTABUBIIYIO CYNPYXECKUHM TaHzeM [3, ¢.7]. B atom
COI03€ Cco3JaroTcs y3THble HoMepa «lynap-ait», «Kycbern maybuimasy,
«Manmyx», «Tanen cap0azoB». [l MOCTaHOBOK MpPHUIVIALIAIOTCS OTE-
yecTBeHHbIEe OaneTMmelictepsl 3. Paiibae, A. McmaunoB. ApTUCTBI «Ap-
MaHacTap» 1moObIBaIM BO MHOTHX 00JIaCTSAX PECIYOIMKH, BCTPEUATUCH C
TPYKEHHUKAMH CEJI, TEM CaMbIM ITIOJIHUMAJIN HACTPOCHUYECKUN AyX U BHO-
CHUJIM CBOIO JIENITY B PA3BUTHUE KYJIBTYPbl PETHOHOB.

Habupasich omnbiTa, apTUCTKa BCe O0siee OCMBICIIEHHEE MOIXO0MIIa
K UCIIOJHUTEIBCKOMY YMEHHUIO U IIepeaBaia MaHepy Ka)JI0H MMOCTaHOB-
KM, KaK TOTO TpeOOBaJIM CIOXKET, 3aMbICeN U CyTh Komno3zuuuu. ConpHOE
UCIIOJIHEHUE B KaKOM OBl TO HU ObLIO JKaHpe TpeOyeT MHANBUIYAIbHOCTH
1 caMOOBITHOCTH, HO 33J1a4a JIJIsl COIMCTA YIPOILIAETCS TEM, YTO HE HY>KHO
BBIJIEP)KUBATh KaHOHBI, TPEOYIOLIMECs] OT MaccoBOro aHcamOus: coOuro-
JlaTh YE€TKHE JIMHUY B PUCYHKE TaHIla U CHHXPOHHOCTh. Haxonsce B TaHIe-
BAJIHOM IIapTHEPCTBE HA CLIEHE, apTUCTKA JIEMOHCTPUPOBAJIA CBOE yMe-
HUe paboTaTh HE TOJIBKO KaK OJUHOYHBINA TaHIIOpP, HO M BHYTPHU XOpeorpa-
(uyeckoro TaHaeMa M cie0BaTh KaHOHAM JIy3THOTO HCIIOJIHUTEIbCTBA.
Toiiran OcnaHOBHA B MOJIHOM Mepe BKyllajla BCE PaJOCTH TBOPYECTBA,
racTpoJIMpoBaja U pa3BUBajach. TakMMM AJ11 HEE 03HAMEHOBAINCH TOJbI
paboThI B 3CTPaHO-MOJIONICKHOM aHcaMOiie «Apmanaactapy I. LlenuHo-
rpam.

ITo npukasy MunucrepctBa KyasTypbl KasCCP B 1982 romy ap-
tucToB MakaHoBa YceHa u M3umoBy Toliran nepeBomsar B I AnmMa-Ara,
B (OJBKIOpHO-ITHOTpaduueckuil ancamoibp «Casren» npu pecmyOiu-
KaHCKOM MY3€€ My3bIKaJIbHbIX MHCTPYMEHTOB. [J1aBHas 1uiomanka Koi-
JIEKTHBA — KOHIIEPTHBIH 3a11 My3es. YUaCTHUKH aHCaMOJIsl — €0 Hay4HbIe
COTPYIHUKHM — BEJIM NOMCKU HALMOHAJIBHBIX MHCTPYMEHTOB, OCYILECT-
BJSUTM PECTaBpAIIO, @ TaKKe coOMpanu U 0o0padaThIBaIu UCIOTHIEMBbIE
npousBeneHus. Toiiran OcllaHOBHA BMECTE € MAPTHEPOM, C KOTOPHIM BCE
MOCJIeIyIOIIKe To/IbI MpeObIBajia Ha CLieHe, TPOIODKUIA CBOE TBOPUECTBO
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B 3TOM aHcambie. ApTHCTKA [TepEeHecIa CBOM penepTyap, COIbHbIE TaHIIbI.
Penepryap apTUCTOB Kak HENb3sl KCTaTH MEPEIUIETANCSA C pENepTyapoM
«Casrena». BmecTe ¢ My3bIkaHTaMHU apTUCTBI BBICTYNAIM B KOHLEPTHBIX
3amax AnmMa-ATtel, B JoMax KyibTypsl [4]. C TBOpYECTBOM TaHLIOPOB 3HA-
KOMUJICSL CTOJIMYHBIN 3pUTENb, a TAKXKE ayIUTOPHs OJMKHETO U AaJbHETO
3apy0Oexbs, cpenu kotopbix Typkmenucran, [IBeinapus. SABnssce comnu-
cTamMu aHcamoOJ1s1, TaHIOPHI B 1984 I. 1au coMbHBINA KOHIIEPT MO/ HA3BaHU-
eM «DoNbKIOPHO-3THOrpahUIECKHe TAaHIIbD, YTO BHOCIEICTBUH BOILIO
B TEPMHUHOJIOTHIO Ka3aXCKOI'0 TaHIla ¥ IIUPOKO UCTIOIb3YETCs B HALIU JHH.

Ilepee3n B cTONMIy OTKPBUI ApTUCTKE HOBBIE BO3MOXKHOCTH. Boc-
CTaHaBJIMBasg COOBITUSI TBOpPUYECKOM aeATenbHOCTH ToiiFan OcCraHOBHBI,
MBI MOXKEM BHJIETh PAJ JIIOAEH, IPUYACTHBIX K €€ MPOo(PeCcCHOHATEHOMY
CTaHOBJIEHUIO. 3/1€Ch BaXKHO BCIIOMHUTB U OTAATh JOJKHOE YEIIOBEKY, Chl-
rpaBiiemMy OOJBIIYIO POJIb B Cyab0e apTuctku, — O30ekanu JKaHuOekosy,
STHOTpady, HICTOPHUKY, OOIIECTBEHHOMY JIESITEII0, YEIOBEKY, UCCIEI0BAB-
eMy HapoJHbIH (osbkiIop. IMEHHO OH B CBOE BpeMs BHEC BKJIAJ B OT-
KpbITHE (POTBKIOPHBIX aHCaMOIel 1o Beelt pecityOinke (TakuxX Kak « AJbl-
pHay», «lleptep», «Ca3ren») 1 3CTpagHbIX «AUTYI», «ApKacy; SBUI ceOsl
SpbIM NATPUOTOM Ka3aXCKOM KYJBTYpBl, aKTMBHO IpONaraHJupyOLIM
HapoaHoe TBopuecTBO [3, c.6]. [locae mpocMOTpEHHOrO KOHLEPTA Maphbl
Ycena Makanosa u [3im Toliran O36ekanu XKanuOekoB 3aropaetcst uaeen
MOCTABUTH MPOrPaMMy, KOTOpasi COCTOsIa Obl UCKITIOUUTEIHHO U3 Kazax-
cKuX TaHueB. Ero nemnb — co3narbh OONBIION TaHIIEBAIbHBIM KOJIEKTHB.
Takum ob6pazom, B 1985 rony npu Anma-ATHHCKOW 0OnIacTHOW Quimap-
MOHHUU POXKIAETCs NMEPBbIN NpodheccuoHaNbHbIN (HOIBKIOPHBIN aHCaMOIIb
«AnTbIHAMY», Kyla W ObLIa NMpUINAIIEHA Mapa, yke HUMeBIIas Oorarblit
penepryap B obnactu (HoIbKIOpHOro TaHua. KomiekTuB cocTaBuiM BbI-
MYCKHUKH AJMa-ATHHCKOTO XOpeorpapuueckoro yywiniia uMeHun A.B.
CenesneBa. Pabota 111a MOMHBIM X010M: HaOUpascs penepryap, npuria-
HIaTUCh OaneTMeNCTephl, IMWINCh KOCTIOMbI, TPUOBIBAIN apTHCTHI Oae-
Ta. Y UCTOKOB CO3/IaHUS aHCAMOJISi Mbl MOXEM BUJIETh OMMCAHHYIO BBIIIE
Onbry Bceeononckyro-I'onymkesnu. FimenHo oHa Bomtomana uueu O3-
6exanu JKannOekoBa. BroxHoBIeHHAs TpaauIUsIMHM Ka3aXCKOTO Hapoza,
HaIlOJHEHHBIMU MECHSIMU U IpEBHUMHM cKa3aHusMH, Osbra BeeBononos-
Ha CTaBWJIa TAHIbl YK€ HA MOJIHOLICHHBIN MAaCCOBBIM KOJUIEKTHB. OTCTY-
nasi Ha3aJl, XOTeJI0Ch Obl OTMETHTb, YTO CO3/IaHUE MOJOOHOTO KOJIJIEKTHBA
BBI3BAJIO Cpean OaneTMeicTepoB CTpaHbl HEOJHO3HAUHYIO peakuuio. Kak
BCIIOMUHAIOT apTUCThI aHCaMOJIsl TeX JIET, He pa3 MX TaHIBI U cama ujaes
CO3/1aHUs1 KOJIJIEKTUBA BBI3bIBAJIN CIIOPHI CPEIN IPU3HAHHBIX MACTEPOB XO-
peorpadun crpansl. [Ipu3Hanue npuuIo no3xe.

C nepBbIx nHel ocHoBaHMs aHcaMOms Toiiran OcriaHOBHA aKTHB-
HO MPUHUMAJIA Y4acTHe B Cylb0e KOIEKTHBA. [0 MOMEHTa BCTYIJICHUS
Ha JIOJDKHOCTh XyJ0KECTBEHHOTo pykoBoauTelnst aHcamOis (1988-1995),
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Toitran OcnaHoBHa peneTupoBaja ¢ apTUCTAMM, y4acTBOBaJa B MOCTa-
HOBKax TaHIIEB, MPOBOJMIIA PaboTy, TPeOYIOLIYIO M€AarornyecKux HaBbl-
koB. Hara repouns nposieisiiia cedst O4eHb KOPPEKTHBIM, HO BMECTE C TEM
1 TpeOoBaTeNbHBIM pyKoBoAUTENEeM. Kak Mbl 3HaeM, ObITh XOPOIIMM ap-
THUCTOM HE 3HAYUT OBITh XOPOIIUM I€aroromM, HoO yMeHue paboTarh ¢ aH-
cambnem oTkpeiBaeT ToitFaH OCraHOBHY KaKk MHOTOTPAHHYIO JIMYHOCTb,
BCEIIETIO0 OTJaBaBIIytocs cBoeil padore. Camblii CIOXKHBIN dTam A KO-
JIEKTHUBA — CTAHOBJIEHUE, HO BMECTE C TEM U CaMblii HHTEPECHBIN. becenys
¢ I3im T.O. u MHOTUMU apTUCTaMH, HBIHE TIPU3HAHHBIMU JCATEISIMHU XO-
peorpadum, Mbl MO’KEM BUJETh — 3TO ObUIO BpeMsI HCTUHHO TBOPYECKUX
CBEPILECHUH, POXKIECHUS HOBBIX UJIEH U BOIUIOLLEHHS UX B KU3Hb.

OrsapiBasich Ha3aj, Mbl JIMIIb OTAAJIEHHO MOXEM MPEICTABUTH
BCIO CJIOKHOCTh OpTaHU3alluK JaHHOTO aHcamOist. HaGpanuslii penepry-
ap MpeacTaBisul co0OM MOCTAHOBKU BEAYIIUX OaneTMeicTepoB CTpPaHBI.
Nwmenno B ancamOie «AnteiHaii» nerennapuas [llapa XXuenkymnosa Briep-
Bbl€ MOCTaBUJIA JIYITHBIA KEHCKUW TaHEl «AIKaH KbI3», BOLIEIIINI B
30JI0TYI0 KONMJIKY KAa3aXCKOTIO TaHLEBaJIbHOro Hacienus. Kommosunmu
J1. AbupoBa «banosipaysin», « AnTbiHaily, «Komracyy, «YTeic 6my», «Ka-
paxkopray, I. Opsim6aeBoit «Haypeiz 6u», M. Tneybaesa «Komr kepyen»,
K. Baiinapanuna «['acelpnap yHuU», HY ¥, KOHEYHO, TOCTAaHOBKH OJbIu
BceBononckoii-l onymkeBny, B uncie kotopsix «bactay», «Kunz 6acy»,
«ATNKaKoTaHy», «AKaT» U MHOTHE JIPYTHE, COCTABHIIN penepTyap aHcaMOms
Tex JieT. HekoTopble U3 3TUX HOMEPOB OBUIM M OCTAIOTCS B MPOrpaMMax
yueOHBIX XopeorpaduyecKux 3aBeJeHUI, U3yJaroTCs Kak HacleIne Kazax-
ckoro Tanna. [Ipu Bcem oobeme paboThI ¢ peneTUIMsIMU, CbeMKaMH, KOH-
LiepTaMu Ha TEPPUTOPUU CTpaHbI U 3a ee npeaenamu, Toliran OcriaHOBHA
MpojoJKaaa COBMEATh TPy Mearora 1 apTUCTKU COJIBHBIX U JTYITHBIX
HOMEPOB.

3a Bce oAbl mpoiineH OonbIIoN MyTh U caenaHo Hemano. Tak, B
nexabpe 1988 r. «3a 3acimyru B pa3BUTHH XOpeorpaduyecKoro HCKyccTBa
pecnyOIUKN U aKTUBHOE y4acTHe B 0OIIeCTBEHHOM xu3Hu» I3im Toliran
OcnaHoBHe ObUIO MPUCBOCHO 3BaHME 3acily’KeHHOro aptucta Kazaxckoi
CCP [5]. Takue Harpaasl IenaioT cyacTiauBee NpedbiBaHuEe B podeccun
1r000r0 AesTeNs, a MPU3HAHUE €T0 3aCIyT JIaeT OILLyILeHHE BEPHI B TO €0,
KOTOPOMY TIOCBSITHJI CBOIO H3Hb. DTO U HOBBIE BO3MOYKHOCTH, KOTOpBIE
OTKPBIBAIOTCS MEpe]l apTUCTOM, U MPU3HAHKUE TPYAOB OOIIECTBEHHOCTHIO,
Y 4yBCTBO YOBJIETBOPEHHOCTHU OT MPOJENaHHON paboThI.

B 1995 r. Hama repousst noctynaet B HanmoHajipHy10 akaJgeMuio
nckycctB M. JKyprenosa Ha Kypc b.AroxaHoBa 1o cnenuanbHOCTH «Pe-
xKuccep-6anermeirictep». ITOT HaOOp COCTaBUI KypeC 3peibIX MacTepoB
xopeorpaduu, nMeromux oorarelii ucnonHuTeabckuil onbIT: [L1HO. Cauro-
Ba, JI.B. Kuwm, JI. Ansniuesa, T.O. I3im. ['oapl yueOb! Takke ObLITH TAMSTHBI
HEJIETKUM TPOILIECCOM IOJIyYE€HHHs 3HaHWH, COCTaBUBILIUM OOy4eHHUE, O
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yem noecTtByeT HaMm Toiran OcnaHoBHaA. TpyqHOCTH, ¢ KOTOPBIMH CTOJI-
KHyJIach T€pPOMHS, HE IMO3BOJMIN NMPOAOIKATh PYKOBOAUTH aHCAMOJIEM.
PeleHne NOKMHYTH KOJIJIEKTUB JaJIOCh HEJIETKO.

KonoccanbHblii TaHIIeBaIbHBIN Oarax, HaKOIUIEHHBIN rofgaMu 6ec-
MIPEPBIBHOTO, YCEPAHOIO TPYy[a, HAXOAUT BBIXOX B IPEINONABATEILCKOU
nesiteabHOCTH. JlJ1s Halel repoMHM HacTymaeT mopa eme 0ojiee Kporo-
TIIMBOW paboThl, TpeOyromeit 0co00ro BHUMaHMs U OTBETCTBEHHOTO MOJ-
xona. [IpuHnune! Benenus npeamera «Kasaxckuil TaHel) OCHOBBIBAIOTCS
Ha TOJIy4E€HHBIX 3HAHMAX B XOZE HEMOCPEICTBEHHOH paboThl co Beeo-
noxackoi-l'omynikeBry, 0003HaUEHHBIX BBINIE, a Takke Ha Tpyaax Lllapsl
XKuenkynosoit u Jlaypena Ad6uposa. TiiarensHO UcCiIeayst HCTIOTHUTEb-
CKHE KaHOHBI Kazaxckoil xopeorpaduu, Toitran OcriaHOBHA IPaMOTHO BBI-
CTpOMJIa KaX/Iblii 3Tan 00y4eHHUs CTyI€HTaMH IaHHOTO ITpeaMeTa. ABTOPY
JTAHHOM cTaThU ypoK Ka3zaxckoro TaHua I3im Toitran OcniaHoBHA aMsTEH
CBOUM JIOCTYIIHBIM M JIAKOHMYHBIM IOCTpoeHueM. E€ kparkue meronu-
YECKUE «IOJCKA3KW» 3allOMHMJIMCh MHOTUM yuyeHHKaMm. Kak, Hanpumep,
CTaBILIas KpbLIaToH, (hpasza «Hauano u koHer HOBOpOTa KMCTE» HE TepseT
CBOEH aKTyaJbHOCTH U 10 cei eHb. Oco0oe BHUMaHUE MeJaror yuemnser
UCTIOJIHUTENILCKOMY MacTepCTBY, UMEIOIIEMY 0] cO00H OCHOBY KJIacCH-
YyecKkoro TaHua. TaHupl Hacnenus, Takue kak «Komracy», «Mepeke On»,
«AnTbIHaNY, «AlxaH KbI3», «Kuunz 0acy», «Tanen ¢ nombpamm», «bai-
ObIpaybIH», COCTABUIIM 0053aTENIbHYIO IPOrpaMMy BBIITYCKHOTO 3K3aMeHa
Toiiran OcriaHOBHBI.

Cnenyromuii 3Tan Hay4HO-IIEarorMyeckoro pasButus TolraH
OcnaHOBHBI — HaNIMCAHKE U 3alUTa KaHAWJATCKOM IUCCEPTALUU Ha TEMY
«Kazak OuiHiH namy Oenectepi» («ITambl pa3BUTHS Ka3aXCKOTO TAHIIA»).
B nannoii pabote Toliran OcrnanoBHA MOAPOOHO OMHUcalia BCIO UCTOPUIO
pa3BUTHA Ka3aXCKOIO TaHIAa, HAYMHAsl C UCTOKOB M 3aKaHYMBas HAIIMMU
THSIMU.

Ceronns Toiran OcnaHOBHA MPOJOKAET aKTUBHYIO HCCIIEJ0BA-
TEJIbCKYIO U M€arorn4YecKylo AesTesbHOCTh. HaOpaHHbIN Oarax 3HaHMN
NepeaaeTcs €10 HOBOMY IMOKOJICHUIO. SIBIIsist COOOM ApKuil mpUMep maTpuo-
Ta Ka3aXxCKOM KyJIBTYpBbI, BCe OOJIBbIIIE MOTPYKAACh B HCCIEI0OBAHUE, COXPa-
HEHME U pa3BUTHE Ka3axckoro TaHua, [3imM T.O. nmpopomkaer 1aputh CBOIO
JKU3Hb 3TOMY YIAUBUTEILHOMY UCKYCCTBY.
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A.B. Benveubaesa’
'Kazaxckas nayuonanvnas axademus xopeozpaguu
(Hyp-Cynman, Kazaxcman)

BAXTUAP AAJAM/KAH: BOCXOXKXIAEHUWE 3BE3/Ibl

AHHOTALUSA
Cmambs noceawjena uUccie0o8aHuio Mmeopuecko2o nymi 6eoyuje2o Coaucma
I'TOBE «Acmana Onepay, 3acayscennozo Ooeamens Pecnyonuxku Kaszaxcman Baxmuspa
Adamorcana. A6mopom npo8oOUMcsL CpaAGHUMENbHBII AHAU3 2NIAGHBIX OAIeMHbIX 00PA308,
BONNOWEHHBIX apmucmom Ha cyene meampa. Cmambvs cocmoum us 08yX yacmell.
B nepsou wacmu kpamxo npedcmasnena oOuocpagus manyoswuxa. Bo emopoi
0aHo onucamue CIMUTUCIMUYECKUX O0CODeHHOCMell, NPUBHECEHHbIX —CONUCTHOM 8
cyenuyeckue pasnoxapakmepuvie oopasvl. Teopueckuii nopmpem npeonasnaieH Kax ol
npogeccuonanos, max u 0 nodumeneti Xopeoepapuyeckoeo uckyccmsa.
Kniouesvie cnosa: 6anem, xasaxckui 6arem, Baxmusap Aoamdcan, macmepcmeo
nepesonnowenus, Acmana Onepa, 6edyuuti conucm.

A.B. benveubaesa’
'Kazak ynmmulx xopeocpaghus akademusicol
(Hyp-Cynman, Kazaxcman)

BAKTUAP AJAM/KAH: BUIKKE CAMI'AT'AH KYJIIbI3

AHHOTaUA

Byn makana «Acmana Onepay Memnexkemmix onepa dicane baiem meampuolHbly
arcemeruti conucmi, Kasakceman Pecnybnuxacvinoly eHoek ciyipeen Kaupamkepi baxmu-
sap Aoamarcanmbly Wbl2APMAWLBLIBIK HCONbIHOARL [30eHicmepine aphanean. Aemop ap-
mucmiy meamp CAxHAcbIHOA Jicacagan bacmel barem o00paA30apblHA CATbLLCIBIPMATbL
manoay sicypeizedi. Maxana exi 6onimuen mypaovl. bipinwi 6onimoe ouwiniy emipoa-
SAHbL KbICKAWA YCbIHbLIAObL. ExinwicinOe conucmmin dcacazan apmypri cunammagol
CaxHanvlK 006pa30apbIHblY CMUTUCMUKATBIK epeKulenikmepine anHvlkmama Oepineoi.
Hlvizapmawvlivlk nopmpem Kaciou mamanoapmen Koca xopeoepaghus eHepin cyilep Ka-
VbIMEA APHANRAH.

Tyitinoi coe3oep: 6anem, Kasax oanemi, baxmusap Adamoican, webepnix, Acmana
Onepa, ocemexuti conucmi.

A.B. Belgibayeva’
'Kazakh National Academy of Choreography
(Nur-Sultan, Kazakhstan)

BAKHTIYAR ADAMZHAN: RISING OF STAR

Annotation
The article is devoted to the study of creative way of one of the leading soloists of
the Astana Opera theatre, an honored artist of the Republic of Kazakhstan - Bakhtiyar
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Adamzhan. The author conducts a comparative analysis of the main ballet formations
embodied by Bakhtiyar on the scene. The article consists of two parts. The first part brief-
ly presents the biography of the dancer. The second one describes the stylistic features
introduced by the soloist into diverse scenic characters. The art portrait is dedicated both
for professionals and for lovers of choreographic art.

Key words: ballet, Kazakh ballet, Bakhtiyar Adamzhan, mastery of embodiment,
Astana Opera, lead dancer

TBopueckuii myTh apTHCTa Oanera MpOoJIOKEH CKBO3b €KEIHEBHbBIN
CaMOMCTSA3AIOIINNA TPY/L, HOJTHBINA TBOPUECKUX [TOMCKOB U CAMOCOBEPILIEH-
cTBoBaHUs. Ho u ObITH B 3TOM BHJIe MCKYCCTBA JIyULIUM M HEPBbIM 0€3
TajaHTa, HEYEMHOM SHEPruu, Xapyu3Mbl, MAaCTEPCTBA NEPEBOILIOLICHUS U
OpPraHMYHOCTH He MOoIy4yuTcs. JJoOUThCs MOMyIsIpHOCTH B BEeK HH(pOpMa-
LIMOHHBIX TEXHOJIOTHH, BIajess UHCTPYMEHTaMH IHapa U camolidapa, He
Tak cioxkHo. Ho 310 He ToT ciyyail. B Ganere BooOIIe HET JETKUX Iy-
Tel K Ipu3HaHUIO0. Bce Bhllliecka3aHHOE OTHOCUTCS K BEIYILEMY COJIUCTY
I'TOB «Astana Opera», 3acity:keHHOMY Jiestento Pecyonuku Kazaxcran,
npu3épy I['paH-ipu HECKONBKUX MEXKIYHApOIAHBIX XOpeorpapuuecKux
KOHKYpCOB, oOianarento 3oi0toi Meganu XIII MexyHapoaHoro kKoH-
Kypca apTucToB Oanera B Mockse — baxtusipy Anamkany.

«S51 He 6oroch Opocarh BHI3OB ce0e M BCE BpEeMsI IBUTAThCS BIIEPE, K
BepirHaM. B cBoeM TBopuecTBe CTPEMITIOCH 33/1aTh BHICOKYIO IIJIAHKY», —
B OJIHOM U3 Oecen ckazan baxtusap Anamxan.

11 * adamzhanbahtiyar

Puc.1. «Hacmo mensn» (Part of me)
xopeoepaghus Yanumbexa Cusszbexosa
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bnaronaps ynopHomy Tpyzy, 310pOBbIM aMOUIUSAM, CAMOOBITHOCTH
TaJlaHTa U HEYCTAHHOM TATE K COBEpPLIEHCTBY baxTusip AnamxkaH cTpeMu-
TEJIHHO BOPBAJICS B MUP COBPEMEHHOTO Ka3aXCKOTO OaneTa u 3aHsUI B HEM
npoussie no3uuuu. I1o nuroram III MexayHapogHoOro KOHKypca apTUCTOB
6anera B Acrane (HpiHe Hyp-CynTan) u3BeCTHbIN poccuiickuil OaneTHbIN
kpuTuk Banepusi Ypanbckas ckazana: «M ycmex Obul. CBUAETEIHCTBO
tomy — ['pan-nipu, kotopoe nonyuun baxtusip Anamskan, npercTaBUTENb
Kazaxcrana. B neiom, my»xckast rpymnmna KOHKypca Obuta mpodeccruoHa b-
HO CWJIBHOW U JJOCTOMHOM MOJy4eHHBIX Harpaa» [1, ¢.29].

Puc.2. Haepasicoenue I pan-npu na Il Mexcoynapoonom koHkypce ap-
mucmog banema 6 Acmate.

TaHLOBUIMK YBEpPEHHO CO3/1a€T OYEHb Pa3HbIE 0 XapakTepy 00-
pa3bl, KaK POMaHTUYECKUE, T€PONYECKUE, TaK U IPOTECKHbIE. J(nana3zoH
MOJIIPHOCTH MPOCTUPAETCS OT MPEABOAUTENS BOCCTABIIMX MPOTUB YIHE-
tareseil maguaropos Criapraka U3 ofHOMMEHHOro Oanera A.XadatypsiHa
1o npeaanHoro ropOyHna Ksazumono u3 6anera M. )XKappa «Cobop ITapux-
ckoii boromarepu»; oT norepsiBiero cmpicia xu3Hu KOHomM U3 menespa
Ponana Iletn «}Onoma u CmepTh» 10 O€3yNMpeyHOro MpHHIA U3 Oaiera
[T1.1.YaiikoBckoro «IllenkyH4YnK»; OT aBaHTIOPHUCTA U MPOHBIPHI JIecko n3
Oanera « MaHOH» 10 TFOOMMOTO HEBEpHOU 300em 101 OrcTaTelbHOTO 30-
JoToro pabda U3 BOCTOUHOM Xopeorpaduueckor Tparenuu «lllexepazama»
H.Pumckoro-Kopcakosa.
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baxtusip ponunes 16 nrons 1992 roga B nocénke Capslozek Asma-
TUHCKOU oOnacTu. BocruThIBaics B ceMbe, HE UMEBIIECH MPSIMOTO OTHO-
IICHUS K UCKYCCTBY, HO OYEHb TBOPYECKOM, IO HHTEPECaM U YBICUCHUSIM.
Oten — moxapHbIi Mo TIpodeccru, HHTEPECYETCs KUBOIUCHIO U UTPAET
Ha TUTape, MaMa — yYUTENIb MAaTeMaTUKU B CPEIHEH IIIKOJe, TIOOUT MeTh
U OTJIMYHO UTpaeT B maxmarbl. O0a mo0sST TaHieBaTh. My3bIKaIbHOCTh
b.Anamxkana — gocrosiHue cemeiiHoe. baxtusip poc B armocdepe mr00-
BU, TIOHUMaHUsI U cBOOOJbl. HeoObIKHOBEHHAsT THOKOCTh Tena peO&HKa
ObL1a 3aMeTHA HEBOOPY>KEHHBIM T1a30oM. PoquTenu moHuManu, 4To ChiHA
HEOOXOAMMO pa3BUBATh (PU3UYECKH, U IPOPOUMIIN €My YCIIEXU B CIIOPTE.
B Manpunike, KOTOpBI ¢ paHHETO AETCTBAa 3aHUMAJICS B CEKIUSIX 3OO,
caMOBI ¥ BOJIBHOU OOPHOBI, 3aKaNsIICs OOUITOBCKUI TyX, «3aKIaIbIBAIICS)
(byHIaMEHT AMCUUIUIMHUPOBAHHOCTH, 0€3 KOTOPOro B MHUp Xopeorpaduun
MyTh 3aKPBHIT.

Puc.3. Hayuonanvnas onepa Yxpaunsi. llapmus 3o10moeo paba 6 bane-
me «lllexepezada» H.Pumckoeo-Kopcakoea ¢ sedyujeli conucmkou mea-
mpa Examepunou Kyxap.

B Anmarunckoe xopeorpagpuyeckoe yumnuie umenu A.B. Cenes-
HEéBa Antamxkad nonai B 2003 roay Onarogapst poauTeNsiM, O CHaCTIIMBON
CIIy4aillHOCTH 3aMETUBLIMM TEJIEBU3MOHHYIO pekjiaMy O Habope Jereil B
xopeorpagpudeckoe yuunuine. Porurenu meuranu o0ydars 1eTei B 00ib-
IIOM TOPO/JIE, U TIOTOMY, HE pa3yMbIBasi, UCIOJIb30BAJIN IPEICTABICHHYIO
BO3MOXKHOCTb U IIOBE3JIM CbIHA HA IPOCMOTP, KOTOPBIN OKa3aycs Cynab00-
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HOCHBIM 1 OyyIero aptucra 6ajuera.

Baxtusip Anamkan okoHUMI Xopeorpaduueckoe yummiuie B 2011
rony 1o knaccy bypkur6aeBa Axmera ['anueBnua. IMeHHO 3TOT mezaror,
10 CJI0BaM YYE€HMKA, IPUBHUJ OTTOYEHHYIO YUCTOTY MCIOIHEHUS KIIacCH-
YeCKOT'0 TaHLa, BEBIHOCINBOCTb, Ha 0a3e KOTOPOH yike B TeaTpe Obliia Hapa-
6oTaHa BUPTyo3Hast TeXxHHKA. CaMOCTOSATENIbHBIA TBOPUECKUIN MyTh TaH-
LOBIIUK Hayan ¢ paboTel B cocraBe O6aneTHoit Tpymniel [ATOB um. Abas.
IIpopabotas B Tearpe /1Ba rosia, apTUCT IPUHUMAET PELICHHUE O Iepee3/e B
ropoxl ActaHa, 4ToObl COBEpPIIEHCTBOBATh CBOU HABBIKH B CTEHAX HOBOTO
TeaTtpa «Astana Opera». 31ech pyKOBOJCTBO MOAIEPKUBAIIO YCTPEMIIEHUS
MOJIOBIX APTUCTOB J1€0IOTUPOBATH B COJBHBIX MAPTHSIX.

Ilo pesynpraram xactunra B 2013 rony b.Anamrkana 3auucnuinu B
mrar tearpa «Astana Opera». J[BaalaTHOIHOJIETHUN TaHIOBIIUK BbIJC-
JsuUICs M3 00Iel Macchl CBOEH MHIMBUAYAIBbHOCTBIO, M TOTOMY B psijiax
KopzebaneTa eMy He MPHUIUIOCh 3a1epkarbes. [IepBoi, KTO OTMETHII ero
CIOCOOHOCTH B Tearpe, 1o cioBaM AjaMxkaHa, Oblia 3aciTy>KeHHbIH aes-
tenb PecniyOnuku Kazaxcran, negaror-penerutop .M. Bypubaesa. B oue-
penHoi pa3 BO BpeMs pereTHLINU J0OUBAasICh OT TAHLIOBILUKA CIaKEHHOTO
C OCTaJIbHBIMU apTUCTAMU UCIIOJIHEHUS U CUHXPOHHOCTH, OHA IIPOU3HEC-
J1a 3HaKOBbIE Cil0Ba: «baxTusip, Tl pOXKAEH I BELyLMX napTuii!». OTu
CJIOBa MPO3BYYANIH KaK 0JarocioBeHUe.

IlepBoit Gombuiol pabotoif, noBepeHHOI TaHuHOBIIMKY [apiaem
XronoM, mpuriameHHbIM XopeorpadomM-nocTaHoBIIMKOM OaneTta «Pomeo
u JIxynserra» C.IIpokodbesa, ctana naptus bensonano. B atoii ponu ap-
THUCT KopjebaieTa cyMmen 1MoKa3aTh CBOIO TOTOBHOCTbB K paboTe Haja Oosee
CJIOKHBIMU OaneTHbIMU 0Opa3amu. Tak, mar 3a marom, pernepryap baxru-
spa Axam>KaHa cTall paCIIUPSITHCS, IOMOJIHASACH KOHTPACTHBIMU I10 Xapak-
Tepy oOpazamu. Bckope eMy cTanu nopy4ars BeAyIIe U BTOPOCTENIEHHbIE
IIapTUHU BO BCEX OCHOBHBIX CIIEKTAKIIAX KJIACCHUYECKOro penepryapa: «ba-
anepke», «llenxkynunke» u «/lon Kuxore», B «Cnaprake», «Kopcape» u
«Cobope ITapuxckoit boromarepu», B «Manony, «lllexepazane», a Takxke
B coBpeMeHHOM Oanere «Ckonbko anuTcs ceidac?». Kpome Toro, B pe-
IepTyape IpemMbepa €CTb TaHLEBAJIBHBIE HOMEPA, KOTOPLIE OH C yCIIEXOM
UCTIOJIHSAET Ha MEKYHAPOIHBIX XOpeorpapuueckux KOHKypcax U KOHLIEp-
Tax I10 MPUITIAILIEHUIO.

O MOI010M TaHLIOBIIMKE HE TOJBKO 3arOBOPUIIM U CTAJIM MHCATh B
npecce, Ha CIIEKTaKJIM C €r0 y4acTHEeM CTajla CIelUalbHO XOAUTh MyOsH-
Ka, Yy HEro MOSIBUIIUCH NTOKJIOHHUKHU, YUCJIO KOTOPBIX PE3KO BO3POCIIO Cpa-
3y IIOCJIE TOTO, KAK apTUCT CTaJl IEMOHCTPUPOBATH BBICOKUE JOCTUKEHHUS
B 0aeTHOM HCKyCCTBE Ha MHUpPOBOH Xopeorpaduueckoir apene: Jlaypear
IT npemun MexayHapoIHOTO KOHKypca apTUCTOB Oanera «Ipan-npu Cu-
oupm» (Kpacnosipck, 2014 1); I'pan-npu V MexIyHapOoaHOTO KOHKYp-
ca aprucroB Oanera B CramOyne (Typuus, 2016 r); Jlaypear I nmpemun
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XII Mexnynapoanoro konkypca tanna B Ceyne (FOxnas Kopes, 2016
r); I'pan-npu 11 MexayHapoHOro KOHKypca apTUCTOB Oasieta B AcTaHe
(Acrana, 2016r); I'pan-npu MexyHapoIHOTO KOHKYpca apTUCTOB Oajera
VKIBC (Hero-Hopx, CIIIA, 2017 1); JTaypear I npemuu XIII Mexyna-
POAHOTO KOHKypca apTUCTOB Oajnera u xopeorpados B Mockse (Poccus,
2017 r).

BaxTusip Taxke OTMEUYEH TOCYIapCTBEHHBIMU Harpajgamy M 3BaHUs-
mu: O6nanarens ctunenauu Ilepsoro Ilpesunenta PK H.A. Ha3ap6aepa
(2010 1); Jlaypear HanimoHasIbHOM TeaTpasibHON peMuu «CaxHarep-2017»
B HOMMHaIuK «Jlyummii 6anetnslii conuct» (Acconmanus tearpos Ka-
3axcrana, 2017 r); Jlaypear I'ocymapcTBEHHON MONOAEKHONW MpEeMHH
«/lapein» B HOMuHanuu «Tearp» (2017 r); I'ocynapcTBeHHas CTUNICHAUS
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Puc.4. Ajpuwa «I'ana Smyanei» (Les Etoiles). Umanus.
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RUDOLF NUREYEV

GALA INTERNAZIONALE DI DANZA DANIELE CIPRIANI

DANZANG
BAKHTIYAR ADAMZIHAN
MARTINA ARDUINO r1iat
MARIA KHOREVA 1t
DARIA IODNOVA tEaT
NICOLETTA MANMNI
TATIAMA MELNIK wuncar
ANASTASIA NUIKINA 1
XANDER PARISH 1is
QOLEG ROGACHEY
MATTIA SEMPERBO 2
MARC-EMMANUEL ZANO
NE HOMME ET LA M

[ Y
TEATRO ROMANO DI SPOLETO

ZBAD . Info Te

Puc.5. Apuwa «I'ana Smyaneii» (Les Etoiles). Umanus.

[Teporo [Ipe3unenta Pecnyonuku Kazaxcran B o0mactu KyabTyphl U HC-
kycctBa (2018 T); yIOCTOCH MOYETHOTO 3BaHUS «3aCITyKCHHBIA NEATEIb
Pecny6muku Kazaxcran» (2018 1).

VYenex b.Apmamkana 3akiroyaeTcss B SPKOM HMHIMBHUAYaJIbHOCTH,
Xapu3Me U MOIIHOW SHEPreTHKE, 3alOJHSAOIIEH MPOCTPAHCTBO CLEHBI U
3pUTENbHBIN 3aJl, B CIOCOOHOCTH TepeBoriomarsbest. HenctoBeiit Temme-
pameHT baxTuspa ¢ TeueHHEM BpeMEHH, C MPUOOPETEHUEM CIIEHHUECKOTO
OMBITA, MPETEPNEBAET MOJOKUTEIbHbIE U3MEHEHHUS], MOSBIISETCS HEKOTO-
past pa3MepeHHOCTh, OCMBICIEHHOCTh B TaHLe. Eciin Ha 3ape TBOpYECKOro
NyTHU apTHCT JEHCTBOBAJ MHTYUTUBHO, CIEAYS CYIIECTBYIOIIMM MIabio-
HaM, TO OYEHb CKOPO MOHSJI Pa3HULLY MEXKIY MOHATUAMU «HUCIIOTHUTENb)
U «apTUCT». TaHUOBIIMK CTPEMUTCA OLYXOTBOPUThH TAHEL], HANOJHUTH
XKecTbl CMbICIOM. CBOMM TBOPYECTBOM OH MOATBEPKIAET CIOBA COBET-
CKOTo M poccuiickoro OaneroBena B.Bancnosa: «Xopeorpaduueckuit 00-
pa3 — 3TO TaHUEBAJIBHO-IUIACTUYECKOE BOIUIOLIEHUE KU3HEHHOIO COJEp-
YKaHUs: HACTPOEHUs, YyBCTBA, COCTOSHUSI, I€UCTBUS, IPOHUKHYTHIE MbIC-
JBI0 U HaXOJSIINE CBOE MPOSBICHHE B 0COOOH cucTeMe BhIPa3UTENIbHBIX
JIBOKCHUH YesoBekay [2, ¢.8].

[TepBoe Bpemst AamkaH yAUBIISI MyOIUKY BEICOKOM MCIIOTHUTEINb-
CKOM TEXHUKOW M aKaJeMU3MOM, BBICOKUMHM MPBIKKAMHU U TOJIOBOKPYKH-
TEbHBIMU BpallleHUsIMU. Teneps ke, B 3aBUCUMOCTH OT 00pasa, BUPTYO3-
HOCTb IPHOOpeTaeT OONBIIYIO CTENeHb ONpaBAaHHOCTU. Hanpumep, onun
U TOT ke, Kazanoch Obl, grand jete en tournant y Conopa U3 CHeKTakKis
«basgepka» J.Munkyca unu y Cnapraka U3 oJHOMMEHHOTo Oanerta A.
XavarypsiHa, UHTEPIPETUPYETCS APTUCTOM MO-pa3HOMY, MPEACTAET B CO-
BEPIICHHO PA3JIMYHON TUHAMUKE, B OKPACKE U TOHAIIBHOCTH. AZJlaMKaH Ha
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CIIEHE MOXKET OBITh IO-BOCTOYHOMY TMOKMM M BKPaIYUBBIM, U TPO3HO-MY-
KECTBEHHBIM, U yOeIUTENbHO OJIaropoAHbIM, U SJI€TaHTHBIM.

VYenex B npoheccHoHaNbHOM U TBOPUECKOU CyibOe apTucTa He ObLI
ObI CTOJIb IPOUYEH 0€3 y4acTHsi MaCTEpPOB, YMEJIO HANpPaBISAIOLIMX Jap TaH-
noBuKa. Eciiu cBou mepBble ypOKH MacTepCcTBa OH Opasl y 3aciTy’KeHHBIX
nesreneir Pecnyomuku Kasaxcran TypcwinOeka Aoasibaesnua Hypkamu-
eBa ¥ ['amun McmaunoBusl bypubaeBoii, To cerofHs HaJ OrpaHKOU €ro
o0pa3a paboratoT 3aciyxeHHbIH apTuct Poccun Koncrantun EBrenseBuu
3akIMHCKUM M HapopHas aptuctka Poccuiickoit denepanuu AnTbiHAR
AOnyaxumoBHa AcbuiMyparoBa. Taxke He IPOXoIsAT Oe3 clieia MOCTaHo-
BOYHBIE PENETULIMH C MIPUITIAIIEHHBIMH X0peorpadamu, y KOTOPbIX BAyM-
YUBBIA U JUCHHUILTMHUPOBAHHBIA baxTusip Anampkan, OepeT BcE€ camoe
LIEHHOE JUIs COBEPLICHCTBOBAHUS CBOETO TAHILIA.

OnHUM U3 UHTEPECHBIX 00Pa30B, BOILIOIEHHBIX APTUCTOM Ha CIIeHE
«Astana Operay, siBisercss Hypanu u3 6anera «baxuncapaiickuii ponTan»
b.Acadnea. Ero Hypanu Oynopaxut KpoBb KHUITALIEH SHEPTUEH, BOJTHYET
BBIPA3UTEIILHON KUBOCTBIO MUMMKHU, MarHETU3UPYET IUPOTON UCIIOIHE-
HUS. 3pUMO 0’)KMBAIOT YEPTHI HACTOSALLETO BOCHAYAJIbBHUKA, BEPHOTO CBOE-
MYy XaHy, a0COIIOTHO OECCTPAIIHOTO U OECIIOIAHOTO epest JIMIOM Bpara
U CBOMX IOJYMHEHHBIX. My3BIKaJIbHOCTb, TAJAHTIIMBO PACCTaBICHHBIC
aKLIEHTBI, ABM)KMMbIE BHYTPEHHUM 4yTheM b.AnamskaHa, nepkar 3pure-
75 B 3aXBarbIBarolleM BoiaHeHUU. Ero Hypann nHanoMuHaer turpa nepen
cMepTenbHbIM OpockoM. CTemnsiuecs 1maru, CBOMCTBEHHbIE JUKOMY 3Be-
PO, OTUASHHBIE PE3KUE YAApBI IIJIETHIO, IIOJIHBIE IPOCTH «PBAHBIC)» IIPHIXK-
KM, KOJIIOUMH MPOHU3BIBAIOLINNA B3IV, BCE 9TH XOopeorpaduieckue sie-
MEHTBHI, XapaKTepHbIE CO3/laBaeMOMYy 00pa3y, B UCIIOJTHEHUHU TaHIIOBIIHKA
PacKpbIBaIOT aKTEPCKUE CIIOCOOHOCTH apTUCTa. bpyTaibHblil 00pa3 noiy-
YUIJICS APKUM U 3alIOMUHAIOLIUMCS, POJKIas CMELIaHHbIE YyBCTBA CTpaxa

U BOCXULICHMSL.

JIrobumoii maprueit aprucra sBisgercs Crnaprak U3 OJHOUMEHHOTO
Oamera A.XauarypsiHa — HO.I'puroposuua. [Ipembepa Ha clieHe Tearpa
«Astana Opera» npomnuta 6 utons 2014 roma. B atom o6pase ¢ 0codbm
TPENETOM OH PACKPBIBAET I'PaHU MY>KECTBEHHOCTH, Fepou3Ma 1 01aropo-
ctBa. Criaprak B McnioIHeHUU baxTusipa — npex e Bcero 4enoBek, ooiana-
IOIUI PEIKUMU Ka4€CTBAMHU.

JIns TaHLIOBIIMKA INIaBHOE B CO3/IaHMU 00pa3a — OKa3aTbcs B CUTYa-
LUAX, B KOTOPBIX JEHCTBOBAJ €r0 I'epoy, IIPOKUTh, IPOUYBCTBOBATH, IIPO-
MYCTUTh MY3BIKy 4epe3 ceOs U 3aTeM IepenaTh B TaHIEe CpeCTBaMU Ilia-
ctuki. OCHOBHOM 3aJja4ell CTajao BOCCO31aHUE HE TOJIBKO TPaJULMOHHOIO
reporUYECcKOro o0pasa, HO M YeJIOBEUECKOM CyTH MPEIBOAUTENS BOCCTAHUSL.
C Ka)bIM pa3oM B MCIIOJHEHUU MTAPTUM U3JI0KEHHUE KECTOB U 1103 CTAHO-
BSITCSI ONpaB/IaHHBIMU, COMHEHHSI U METaHUsI IPAaBAUBBIMHU, JIFOO0Bb UCTHH-
HOW M rapMOHUYHON. Bo3MokHO, moaToMy ponb CrapTaka B UCIIOTHEHUU

b.Anamkana nogy4usach Takol HaCTOSILEH.
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Puc.6. Ilapmus Hypanu uz 6anema
«baxuucapaiickuii ponmany b.Acapves

FO.I'puropoBuu co3nan 6aner ¢ TEXHUYECKH CIIOKHOW rpaduuHON
xopeorpaduei, pacdUTaHHON Ha O€3yKOPM3HEHHOE BJIaJIEHUE OCHOBAMU
MYXCKOTO KJIACCMYECKOro TaHua. [lapTus HachllieHa OONbLINM KOJInde-
CTBOM MapsIIMX aMITUTYIHBIX grand jete, pas de shat, MHOrounciIeHHbIMU
grand tour u pirouette, MpU3BaHHBIMU IPOIEMOHCTPUPOBATH PUZNYECKYIO
MOIIIb Feposi ¥ OKPBUIEHHOCTb MBICIIBIO O CBOOOIE.

[Topa3nuTenpHBIil 110 CBOEH BBICOTE NIPBIKOK baxThspa ¢ 3aBuCaHHEM
CKYJIBITYPHO-U30THYTOI'O T€jla B BO3AYXEe MOKHO CPaBHUTH C MAPEHUEM
071aropoIHOM MTHUILBI, U3PEBIIE SBIAIOLICHCS CUMBOJIOM CHJIbI, HE3aBU-
CUMOCTH M CBOOOJBI. Tak)e BBI3BIBACT y 3pUTENIEH HEONMHUCYEMBI BOC-
TOPI ¥ BOCXHILEHHUE PEIKasi «rOBOPsIIAas» HAIEBHOCTb BBIPA3UTEIIBHBIX
PYK B MOHOJIOTaxX M aAaknuo. TaHIOBIIKKY ITOCPEACTBOM OOraToro s3blka
TaHIA YJ1aJ0Ch BBUICTIUTh peabe(HbIN, MHOTOCIOMHBIN MHINBUyaIbHbIN
XapakTep: HECOKPYLIMMBINA U PELIUTENIbHBIM BO ITIABE CBOETO BOMCKA IIO-
BCTAHIIEB, OECIIOLIAAHBIN € BparoM, 0Jaropo/iibiil B noeauske ¢ Kpaccom,
YyTKHH, JTH00S1IUI ¢ BepHOH skeHoil dpurueid, oTyasHHBINA B cBOel o0Ope-
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Puc.7. Cnapmaxk u3 oonoumennoeco barema Apama Xauamypsaua na enas-
nou cyene HOBAT ¢ npumou Annou Kapoeoti

YEHHOM Ha CMEPTh MOCTEIHEH OUTBE.

Meuta baxtuspa — npenctaBuTh «cBoero» Cnapraka HMCKYyIIEH-
HOM MOCKOBCKOH ITyOnuke Ha cueHe bonbmioro Tearpa, rie BnepBbie ObLI
MIPEICTABIIEH ATOT FepONYECKH OaeT.

CynpboHOCHas1 BcTpeua ¢ BbLarommumces xopeorpagom XX Beka
FO.I'puropoBudem crana OiaroCTHbIM HA4aJIOM JAJIbHEUIINX, OTMEYEH-
HBIX ycIleXoM IaroB aptucta. ClieayromuM oJapkoM Cyib0bl cTaia 1no-
cTaHoBKa Oainera (paniy3zckoro xopeorpada Pomnana Iletn «Cobop Ila-
pmxckoit boromarepu». Co nHs npembepsl B 1965 roay B napuskckoit Ore-
pe Ganer no ogHOMMEHHOMY pomaHy Bukropa I'toro Ha My3biky Mopuca
XKappa yBunen psin crpad. OHaKO MOCTAHOBKA CIIEKTAKJIISA Ha CIICHE Tearpa
«Astana Operay» coctosiach Jiuiib B utoHe 2016 romga. OtBenénnas b.Anam-
KaHy PoJIb YPOIJIMBOIo ropoaroro 3BoHaps KBa3uMono cioHO Bsi3ajach
C MIPUBBIYHBIM aMIUTya npembepa. Ho ompeneneHHo, MMEHHO 3Ta CTYIEHb
Ha TBOPYECKOM IMYTH apTHCTa PacKpblla MacuITad JapOBaHHS, pa3BEpHYB
HEBEJIOMbIE PaHee I'PaHU €ro CHOCOOHOCTH K MEPEBOIIIOIEHHIO.
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Puc.9. B oopasze Keazumooo 6 baneme Porana I[lemu
«Coobop Ilapuoicckoti Boeomamepuy ¢ Iemepanvootul (3acayxcennoti ap-
mucmrou Pecnyonuxu Kazaxcman Aticepum bBexemaegotl).

b.Anamxan — KBa3sumMo10 pe3ko KOHTPACTUPYET C APYTUMHU I1EpCo-
Ha)KaMU: BBIJIEJSASACHh U CPEIU IIaBHBIX T'€POEB, U CPEAU CPEIHEBEKOBOM
TOJIIIbI, OH MPEACTAET B HEIPUMETHOM OJESHUU CEPO-3EMIIUCTOTO OTTEH-
ka. HecMoTpst Ha IpoCTOTY KpOsi KOCTIOMA, LIBET CJIOKEH, U B 3aBHCUMO-
CTH OT OCBEUIeHUsl MeHseTcs. Tak, B aakuo ¢ DcMepanibaoi, B YHUCOH
pa3BUBAIOLLIEHCA MY3bIKE U YUTAEMOM IJIACTUKE, B KOTOPOM MOCIIE KAXK]I0-
rO MPUKOCHOBEHUS IBITAaHKU, TOPOYH OYKBAaJILHO pacrpaBisieTcsi, OOIUK
€ro IMOJHOCThIO CTAHOBUTCS cBeTeNl. Eciii cHauana Ha JiMle Mbl BUIUM
YAUBJIEHUE, 3aMELIATeNIbCTBO, HEJOBEPUE U CMYILIEHUE, TO K KOHILYy 3TOM
CIICHBI JIMK €T0 Mpeodpa)kaeTcsl, U3llydas C4acThbe.

N3BectHO, uto Ponan [letn HamepenHo numaer KBa3umono uckyc-
cTBeHHOTrO OyTadopckoro rop0a, AOKa3bIBas, YTO CPEACTBAMH IJIACTHKU
U TAJIAHTIMBON aKTEPCKON HUIphl BO3MOXKHO eIé Oosiee BbIpa3UTeIbHEH
NOJYEPKHYTh (PU3NYECKHUE HENOCTATKU U JAYIIEBHBIC CTPaJaHUS Teposl.
Ha mpotsxkennu Beero 6anera KBasumoao Bcero HECKOIBKO pa3 BBIIPSIM-
JSieTCA B MOJIHBIM POCT, B OCHOBHOM, MCIOJIHSISA MApTUIO HAa MOJYyCOTHY-
TBIX HOTaX, IIyOOKO 3allpaBUB TOJIOBY B IICUH, MPABYIO PYKY BBIISYH-
BAaeT JIOKTEM K BepXy. Xopeorpaduueckuii TEeKCT, HECMOTPSI Ha yCIIOBUS
BHEIIHEH OrpaHMYEeHHOCTH (TIOCTOSIHHO MOAHSITO MPaBOE IJIEU0), BCE paB-
HO MacCTepCKHU MOCTpoeH OajeTMeiicTepoM Ha CMEIICHUH KOMOUHAINHN 13
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Puc.8. «Cnapmax» A.Xauamypsn. Teamp «Acmana Onepay.
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KJIACCUUECKOTO ¥ COBPEMEHHOI'O TaHIIEB, U TIOTOMY, ellle Oosee CIOKEH B
BbINONHEeHNH. B mmazax Ksasumono — Axgamikana yurtaercs IeTcKasi Hau-
BHOCTb, TyII€BHAs YUCTOTA U, BMECTe ¢ TeM, 0oib. B nmepBoii kapTune, rae
TOJITIA IPOBO3MIAIIAET YPOTUBOTO ropoyHa Koposewm 1ryToB, oH 0cOGEHHO
TPOraTeyieH B CBOEM HENOCPEACTBEHHOM JIMKOBaHMM, MUMHWUYECKU BbIpa-
KEHHOM 0€33BYYHBIM OTKPBIBAHHEM U 3aKPbIBAHUEM HCKPHBIEHHOTO PTa.

Puc.10. B oopaze Ksazumooo 6 bareme Ponana I[lemu « Cobop
Tapuoicckoii bBoecomamepuy.

I'maBHBIM ocT)EeHHEM baxTusipa B BorutonieHnn oopasa Ksasumo-
710 SIBJISIETCS TO, YTO €MY YJAJI0Ch B 3TOM 00€300pak€HHOM CYILECTBE I10-
Ka3aTh KpacoTy XpaOpoil UPOKOH Ay, CHOCOOHOM K 4eTIOBEKOIIOOUIO
u npepanHocTd. YyBcTBa comepekuBaHus U 3a00Tbl baxTusp ocobeHHO
TOHKO JOHEC B CLEHE, IJI€ OH C HEKHOCTBIO U TPENETOM «YKAa4MBaCT
DcMepalibly, BbI3bIBasl aCCOLMALIMY C PACKAYMBAaHUEM KOJIOKOJIA, KOTOPbIN
¢ caMoro JercTBa, korna Knox ®@poio cnac ero MiafeHIeM OT COXKe-
HUS, CTAJI OTPAJION B €ro CKyJHOH Ha JII000Bb 3aTBOPHUYECKON KU3HH.

Hcropruecku BaKHBIM B TBOPYECTBE apTHCTa CTAJO M MPHUITIALIE-
Hue Jlynmxu bonuHo TaHueBath B ropoae CHojeTo 3HaMEHUTHIH Oaner
Ponana Iletn «¥Onomma u Cmepth» ¢ nmpuma-0anepunoii rearpa «Jla Cka-
na» Huxonerroit MaHu.

baxtusp AnamxaH cTaja mepBbIM B UCTOPUM Ka3axCKOW XOopeorpa-
(um apTUCTOM, BOIUIOTUBIINM 00pa3, KOTOPbI HEKOTIa UCTIOTHSITH TaKnue
MpU3HAHHBIE MUPOM 3BE3/1bI Oanera, kak Muxann bapeiiaukos, Pynonsg
Hypees, ®@apyx Py3sumaroB. ApTHCTHI TaHILIEBAJIU B IPEBHEM TOpOJE, Ha
00JIOMKax CTaporo Tearpa, MOA OTKPHITHIM HeOOM. AHTypak HaBEpHSKa
puAaBajl MPOUCXOAAIIEMY HEKYIO JIIMYHOCTh. YAJIO0Ch JU TAHIOBIIUKY
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Iepeaarb OTYasiHue MOJIOZIOTO YEI0BEKa, OKa3aBIIEroCsl Ha IpaHu, BCTpe-
THUBILETOCS JIMIIOM K JIMILy CO CMEPTbIO, YIOBUTH B ce0e LIeMsIee JyB-
CTBO OJMHOYECTBA, OOPEUEHHOCTH, JTOHECTU S3BIKOM IUIACTHKH YyBCTBO
IIOTEPU CMBICIIA )KU3HU, HAM OCTAETCS TOJIBKO JOTaJbIBaThCs, TAK KaK 3TOT
OaneT Ka3axCTaHCKUI 3pUTENb ellle He BUIEI.

Puc.11. [lleoesp Ponana I[lemu «FOnowa u Cmepmoy. Umanus.

Ha Bompoc o ToMm, kak cozaaBaics 3TOT 00pa3, AxaMKkaH ckazan: « 51
BHOBb HE CTaJl CMOTPETh, KaK BOIUIOLIATIM HA CLEHE ATy NapTHUIO Jpyrue
apTUCTBI, PEIIMB HE CTaBUTh HUKOTO ceOe B Mpumep. DTO MO METOI U
JUTSL MEHS 3TO BayKHO. CBSI3aHO 3TO € TEM, UTO MHE XOUETCs CO3/1aBaTh HO-
BOE MpoYTEeHHE 00pa30B, HE MEPEHUMAas BHECEHHBIC IPYTUMH apTUCTAMU
mtpuxu. Crapaioch u30erarb «MTaMrnoBKm». M neicTBUTENBHO, HYXKHO
OTMETHUTb, YTO LIEHHOCTb MCKycCTBa b.Anam»xaHa 3aKjIH04aeTcs B YHHU-
KaJIbHOCTHU €r0 UCIIOJIHUTENbCKON MHTEPIPETALINH.

CrexTakiii ¢ y4acTUEM apTUCTa pa3 OT pa3dy MEHSIOTCS, HAIVISHO
3aMeTHa TpaHcpopmaiiis o0pa3oB, 3TO TOBOPUT O TOM, YTO HCIIOIHUTEb-
ckas KynpTypa baxtusapa AnamikaHa NOCTOSHHO pacTeT. ApTUCT MpOIIelt
elle TOJbKO YacTh CBOETO IMYTH, OH HaXOJIUTCS B PaCLBETE TBOPUYECKHUX
CWJI U BIIEPE]IM Y HETO HOBBIE POJIHU, CIEKTAKIIN U JOCTHKECHHUS.
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Puc.13. baxmusap Adamocan 6 oopasze FOnowu ¢ npumoti banepuroti
meampa «Jla Crana» Huxonemmoui Manu (Mmanus).
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J.P. Anoamorcaposa’
!Kazax ynmmoix xopeo2pagus akademusicol

(Hyp-Cynman, Kazaxcman)

«KA3AK BHUI» II9OHIHIH 9O AICTEMEJIIK IPUHIHUIITEPI MEH
TY/KBIPBIMJIAMAJIAPBI

AHHOTaNUA
Maxkanaoa aemop «Kazax 6uiy nauiniy oamy dcoivl men Oyeinei KyHei o3eKmi
macenenepin mankvlianean. Condati-ax, asmop, Kazaxcmanoazol xopeoepaghus oHepi-
HeH Oinim bepy Jcytiecinoei Ka3ax OUIHIY OKbIMbLILY NPOYeCiH Kapacmulp2aH.
Tyitinoi ce3dep: Kasax o6ui, bu eHepi, nedazocuka, yimmolk Ou 6Hepi.

J.P. Anoamocaposa’
'Kazaxckasi HayuoHanbHas akademus xopeo2paguil

(Hyp-Cynman, Kazaxcman)

METOAWYECKHUE ITPUHIUAIIBI U KOHUENTHI IPEAMETA
«KA3AXCKHUU TAHEL»

AHHOTANUA
B cmamve asmop pacmampusaem axmyanbhvie npooiemsl U pasgumue OUCyu-
naunvl «Kasaxckuii maneyy», a makaice MEMOOUKY U RPOYECC NPEenoOABaAHUs. KA3AXCKO2O
manya 6 cucmeme xopeozpaguuecrkozo oopasosanus ¢ Kasaxcmane.
Knwuesvie crnosa: xazaxckuil maney, mameyesaibHoe UCKYCCME0, Nedaco2uKd,
HAapoOHbIll maney.

D.R. Aldamzharova’
'Kazakh National Academy of Choreography
(Nur-Sultan, Kazakhstan)

THE METHODOLOGICAL PRINCIPLES AND CONCEPTS
«KAZAKH DANCE» SUBJECT

Annotation
Tthe problems and development ways of Kazakh dance were discussed. The
author provides methodology and teaching process of Kazakh dance in education system
of choreographic.
Key words: Kazakh dance, dance art, pedagogy, national dance.
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XopeorpadusablK MOHIAEPAI OKBITYIBIH TEOPHICHI MEH 9/liCTEMeci
€peKIle OKYy KYypChIH KapacThIpabl, Kypc TOKIpUOEre J>KOHE OKBITY
YJITiIepi MEH OKY TEXHOJOTHSCHIHA CYHEHE OTBIPBIN KYpPaCTHIPHUIFaH.
byrinri Tagna, Ka3zakcran sxoFapsl OKy OpBIHIApBIHAAFBl Ka3ipri 3amMaH
TEXHOJIOTHUSIIAPBI, TOCTYPJII MOACHHMET HETi3iHAE YITTBHIK Xopeorpadus
xkoHe OTtaHAbIK Xopeorpadusi OHEpiHIH, MEeAarOTHKaNbIK, CAaXHAJBIK
Toxipubenepre cyiieHyi Kaxer. COHbIMEH Karap, Ka3ak OWiH MeHrepynae
MearorukaiblK Ke3Kapac oleM JeHrediHaeri xopeorpadus ©HEpiHiH
YKaJTbI 3aHIBUTBIKTaphl MEH TaJlalTapblHA cail OOIFaHbI KOH.

Oumaii 6osnca, OKBITYIIBI Ka3aK OMiH OKBITY/IbI OacTamac OyphIH, €H
OipiHII ©31HIH OKYIIBICBIH OMip/e Ke3ECeTiH opTYpIi Karaanaap MeH
€H KapamaiblM aJaM TaOWFaThIHBIH OpPTaHUKAIBIK HIBIFAPMAIIbUIBIFBIH
eMip Taxipubeci apKplIbl YHpeHyre Oaymybl THic. Bynm 3aHAbUIBIKTap
OapnbirbiHa Oipaeit. Omap ajaM MIBIFAPMAIbUIBIFBIHBIH TaOUFATHIHBIH
YPIici )KeHIHe alTabl.

Knaccukaneik Oumiyg Oenrimi okeiTymbickl H.Tapacos: «bumix
HAaKThl TEXHUKACBHIHBIH CHIPBIH TYCIHY YIIIiH, OKBITYBIH «KapanaibIMHAH
KYpIETUTIKKe» KaTaH MPHUHIMIIHIH HETi3iHAe Kagamaap Kacaialbl.
CoHbIKTaH, OKYIIbLIAp OTKEH KUMbBLIIAPIbl HAKTHI MEHTEPII, UTepce FaHa
Keseci KypAesi KUMbULAApAbl MeHrepyai 6actayra Oomnanel. barnapnamana
OepiireH >xaHa KUMBUIAAPBI JJIBIH aja JailbIHIBIKCHI3 YHPEHY, OPBIH/IAY
TEXHUKACHIH IYPHIC MEHT€PY HAKTHUIBIFBIHBIH OCY KOJIBIH 0Y3a/b1», — ATl
KepceTkeH [1].

Kazak Ou eHepiHiH MeJarorukaiblk TOKIpUOECIHIH acleKTiUIepiHiH
MaHb3AbI Oip O6iri, OKBITYIIBI MEH OKYIIBIHBIH [IBIFAPMAIIbUIBIK
TopTiOiHAe. OKBITYIIBIHBIH KAl aIaMT€PIILTIK KOHE IIBIFAPMAIIbUTBIK
©31HJIIK TOpTiO1 caKTamMaca — KociOu skapaMChI3IbIK OeNTriIepiH KopceTei.

biniMHIH KaneITacybl, MaMaHHBIH ICKEpIIK MJaFAbICBI Oy —
TYJIFaHBIH 1IIKI JKOHE CBIPTKBI, OacKapyra OarbIHATBIH jKOHE Oackapyra
OarpIHOANTBIH, QJEYMETTIK KOHE TaOWFfH (haKTOpIapIblH KaJbIITACYBI,
TYJIFAHBIH KOC10M JaFAbIHBI MEHIePY MaNbIHIBIFBL, SIFHU 1IIKI CEHIMI MEH
YFBIHY (DAKTOPBIHBIH JaMybl, (PU3UKAIBIK, TICUXOJOTHSIIBIK, QJIEYMETTIK
TananTapAaH xabapaap 007ybl KepekK.

Erep amam e3 MaMaHABIFBIHBIH KO3KApACBIMEH OMipre Kapaca, OHbIH
KociOu oiinay KabieTi KaJabllTacKaH Ke3/e FaHa, Kocion MaMaH ueci 6ona
ananel. TyIFaHbIH KOCIOM MIeOepIIiriH KaabllTacThIPY, aaMHbBIH Ooammax
MaMaH/BIFBIHBIH TIO3UTUBTI KO3KapachlH TOpOHeNney, KbI3BIFYIIBUIBIK,
OeiMIiTiK, KaOIMeTTUTiK, ©31HIH OUIKTUIINH apTThIpyFa aF[blIaHy,
©31HIH pyXaHU MypaT MaKCaTTapblH, MIKip-CEHIMJEPIH AaMBITY.

Backamia aiiTkaHma, MamaHIApIbIH KOCIOM-TYJIFANBIK  JKOHE
OJIApJIbIH KociOu OUTIMIEPiHIH KaTbITACYhI, 1aFAbl MEH KaOIIeTiHIH AaMy
Ke3eHiepiH 013 olapiblH KY31peTTilir KeHiHJe aiTaMbI3. bimim, naFasl,
KaOineT, Ky3bIpeT — OyJI MaMaHHBIH JIEYMETTIK JKOHE KOCi0U KeMeleHyi,
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Oip yakpITTap/la MaMaHAbIFbIHBIH apKaChIHAA KOCIOM mIeOepiiri apKblibl
MakcaTka *eTyi. XopeorpadThlH AaWbIHIABIK YpAICIHIAE KociOM eHepAiH
caxHa mebdepiepi MEH HEri3iH KaJlayIlbUlapJblH TIXKIpUOeci YIKeH poib
aTKapaspl.

Kacibu xoHe kepkeMeHepra3 Y>KbIMIapbl OpbIHJAI XKYPIeH Ka3ak
Oui, opJaifbIM TEXHUKAJIBIK JKaFbIHAH KYpJeJEeHIN OThIPaJibl, OHBIH ce0eli
O6acka xanbplK OuiepiHiH meOep ainanel QNICTepiH MaiiianaHybIHAA.
Bipak, con Me3eTTe ©31HAIK O/1aH Aa Kyp/ei, 9cepii aMal TICIAepi YMBIT
Oonbin Kanaapl. JKaHa 3aMaHFbl KOCIOM MamaHIap KJIACCHUKAIBIK OUIIH
JaFabUIapblH KongaHaasl. CapantaMa KepceTKeH/AEH, KIACCHKAJBbIK Ou
OHEepiHIH MeKTeOIH Aarapliay Oip KarblHAH Ka3aKk OM KUMBLIIAPBIHBIH
KOJIOPUTIH >KOMBIII, OJIapFa apThIK KEHIIIK, )KYMCAKTBIK Oepirl, Oip yuirire
canazpl. COHABIKTaH, CaXHAJIBIK Oniiep (oIbKIOPIBIK Ka3aK OuiHe colfkec
kenmMeiai. Kazak Ousepi yJITTHIK epeKIenikTepAl KopceTe OThIpa, Ma3MYHBI
KAFbIHAH XaJIBIKTBIK IUIACTUKAMEH, KOMOMHaIMsAIap MEeH KHUMbLIAapFa
TOJIBI OOMTYBI KaxkeT. bip skaFbIHaH, XaIblK OMIH OpBIHAAY ACHIEH1 )KOHIH e
€3 KO3FaJIica, KIACCUKAIBIK OW KUMBLIIAPBIHBIH HAKTBUIBIFBI, KOJI JKOHE
asK KaJbIlITapbl, ONAPABIH COHFBI KeilinTepi xopeorpadus eHEpiHiH
KaJIbl 3aHIBUIBIKTaphl MEH KaHOHJapbhIHA colikec 00mysl KaxkeT. JleMek,
O KUMBUIIAPbIHBIH OpPBIHJATY TEXHUKAChl MEH OpPBIHIAIY dJiCTeMeciH
yiipeHy, MiHe eH OipiHIIl MakcaTrTap HerisdiHe xopeorpadus eHepiH,
OpTYPJIl KaHpA YHEMi JaF/pulay Kazak OWiH OpbIHIAy ToXKipuOeciHie
Heri3ri mMakcar Ooiysl kepek. COHbIMEH KaTap, KociOu caxHa OOJCHIH,
KOpKEMOHEepIIa3 caxHachIH/1a O0JIChIH, Ka3aK OMiHIH (yHKIIMOHAIABUIBIFBL,
KaHa Ke3eHle pecryOnuka OOWbIHIIA OipHEINIe e3repicTepre YIIbIPabl.
Byrinri kyHi, Ka3ak OWiHIH 2BOJIOMUSIIBIK JaMybl MEH KETiTy OarbIThIH
aHFapBII KeIeMis3.

E>xenri ka3ak XaJKbIHBIH YJITTBIK Oipereiiri MeH epeKIleTiKTepid
YKBINITBI CaKTail OTHIPBIN, OanmeTMelcTepsep Oail MOJAEHHW MYpaMbI3/IbIH
HEri3iHJe TEeXHHUKAIBIK MJaFfbl SKETULHIPYAIH TaOBICTHI KOJAApPBIH
menryse. COHABIKTaH Ka3aK OMi OHIH OKBITY YPIICiHJIE XOpeorpadusIbK
Me1aroruKaaarbl 9ICTEMENIK MPUHUUOTEP/l 9pAalbIM CaKTay MaHbI3/IbI.
Onmnap:

1) OKBITYIBIH FBUIBIMM HETi31. ¥JTTBHIK XOpeorpadusHbIH OKY-
HIBIFaPMaIIbUIBIK Ma3MYHBIHBIH YP/IC1 FBUTBIMMEH HET13/1€reH TYHUEeXKY31
xopeorpadust eHepi, YITTBIK Xopeorpadus TapuxbIMEH KaTap JocTypii ou
OHEpIHIH Maia OONybIH, OHBIH IIBIFY TETiH, dJIEyMETTIK OpPTaChlH OiTy
KYleciHe HeT13/IeNTeH;

2) OkxkpITyaplH KON xkeTimaimiri. OKy Marepuanbl OKYIIBIHBIH
MEHrepyiHe >XEHIJ, CaHalbl TYpJe Wrepy, KUBIHIBIKTHI XKEHiI, Kociou
MIHJETTEPl keHe 01Ty, 0if MEH CaHaHbI, PUZNOIOTUSIIBIK MYMKIHIIKTEPiH
TOJBIK KOJIJAHY;

3) Oxmity xkyieci. Kazak yiaTThIK xopeorpaduscelH Kyieni
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TYpZle MEHrepy ToXipuOe >Ky3iHAe CaHallbl TYpAE HIbIFapMaIlbUIbIKICH
naiinanany OOJIbIN ecenTeneni;

4)  ToxipuOeHiH  emipMeH  OalIaHBICBI  Ka3aKk  YITTBHIK
xopeorpadusChiH TEPEH OlTyre jKoHe TIKIpUOe JKY31H/Ie KOMAAHYFa KO
alllbIM, KaJIbIITaCThIPA/IbI;

5) XopeorpadThIH CaHANBUIBIFEI MEH O€NCEHLTIr. OKBITYIIBIHBIH
xopeorphus eHepi IKeHIHAeri OuliMi, OKBITy OJICTEMECi JKOHE
OPBIHJIAYIIBUTBIFBl  JAMbIH KaJMblHIA OKYIIBIHBIH OoibiHA eHOeHTIHI
Oenrini. bimiM OKBITYIIBIHBIH OacKapybIMEH CTYACHTTIH OKBIN OLTYiHiH,
TOXKIPUOECIHIH HOTHKECT OOyl KEpeK;

6) OkpITynblH KepHekiniri. KociOu TYCIHIKTI JKeTULHIpin, ce3iM
HeTi31H Kypaiabl. On — Myparar KyxarTtapsl, OeiiHe Tacra MaTepuaiapsl,
apHaiibl onebuerTep, cabak >oHE >eKe KOMOMHauusIap jkaz0anapbl
00J1yBl MYMKIH;

7) Menrepin urepyzin Oepikriri. Xopeorpadusi eHepi >KOHIHIET1
HETI3r1 TYCIHIKTEpAl y3aK YyaKbIT €CTe€ CakTall, OpBIHIAy OJiCTeMECiH
MEHTepill, OHbI 63 OETiHIIIe TOKIpUOE KY3iHAE ICKe ackipa Oity;

8) ¥ KbIMIBIK OKBITY. ¥ KbIMJIBIK HEMECE TONTACThIPa OKBITYMEH
KaTap OHBIH JapasblK JKOHE TYJIFAHBIH JKE€Ke ICHXOJIOTHSUIBIK KacHeTi
OHTAWJIBI YIIECIMILTIK Taba IbI.

Kazak OuiH OKy-LIBIFApMalIBbUIBIK  Ypaici OipHemie  e3apa
OaiiaHbICKaH OOIIMIEPAEH TYPAIbl:

- OKy MaKCaTbIH HaKThI KOIO;

- KaHa OuTiMIi a;my OapbIChIHAA OHBI ©3 OETIHILE JKYMBIC icTeyae
KoJjiaHa o1y,

- amraH OuTIMIH OEKiTy >KOHE MaFIbIHBI TOXKipuOe KY3iHIE iCKe
aceIpy;

- OHBIH OPBIHJIATYBIH KajaFaay.

XanpIK OWiH KaIIbl JICTEMENI MPHUIUITEP aAPKbUIBI OKBITY, OHBIH
YJIKeH KEHICTIKTe oJIeM XalbIKTap OWIepiHiH apachlHAa MOWBIHAAY
MYMKIHIIUTINH Oepeni. benrini Oip yaTTBIK OMAIH €peKIIeNiKTepi MEH
©3TCIICNIKTepPiH alKpIHIayFa IIeK KOWbUIMaiabl. JlereHMeH, »KaJrbl
NPUHIUNOTEPIIH OKBITY o/iCTEeMeCi 9pTypiai OM MOJEHHETIHAE KOpiHic
Taby KepeK >XKoHe KEH Jieé TepeH MeEHrepyll ymbiThay Kaxker. OcbiFaH
opail xopeorpadusuiblk OUTIM MeH Xopeorpadus eHepiHIeri OpTak
3aHJBUIBIKTAp/BbIH HETi3iHAe Ka3ak OWIH OKBITY OIICTeMECiH OeKiTy
MaMaHAapAbIH MiHJETI Oombin ecenTeneni. EH OacTeichl, Ou TypiepiH
KAHFBIPTYAAFbl TAJIBIHBIC, YMBIT OOJIFaH OU MJIACTUKACHI MEH CTUJIBJIEPIH
MEHrepyae KIaCCHUKANbIK OWAIH JSCTYpiHE CYHEHE OTBIPBIN, OHBIMEH
OaiinanpicTa OOMybIH Kajaranay KaxeT. Onaif Oonca Ka3ak OMiH MEHTepy
KOCIOM OpBIHAAYIIBUIBIK JaFbIHBl KaJIBINITACTBIPY, KIACCHUKAIBIK OHi
TEepeH MEHrepyMeH KaTrap OOJlybl — OHBIH O/ICTEMECi MEH CaxHaJbIK
Karu1anapsl, Xopeorpadus eHepiHiH Heri3i ien OUIreH XeH.

69

ANIAVYOIV S14V

¥891-E€CSC NSSI



CHOREOGRAPHIC ART

KAZAKH NATIONAL ACADEMY OF CHOREOGRAPHY

XanbIKTBIH 0acThl epeKIIeNiKTepiH, Xopeorpadusi eHepiHe OpTak
3aHIBUIBIKTApP/bI, SFHU aKaJIeMUSIIBIK KIACCUKAJIBIK OMIIH KaFuaaJapblH
caKTaraHJa FaHa MaMaHJap ©3/EpiHiH LIBIFAPMALIBUIBIK OWJIApBIH iCKEe
acbIpa anaapl. Mblcanra, 9pTYpiIl JEeHEHIH Uiyl «OYKTENly» OpBbIHAAYIIbI
Ce3IHTeHJe OpbIHJANIMall, KIACCUKANbIK OWMIH 3aHAbUIBIKTapbhIHA
colikec Kkenyl kepek. SIFHM JeHEHIH Hilyl MeH MalbICybl Ke3iHae port de
bras KMMbUIBIHA epeKIile MoH Oepy Kepek: UBIK — €Ki UBIK Oip JeHreine,
JeHeHiH xanrachl (0en, Wbk, MoiibIH, 0ac). CoHbIMEH Karap, 0ac, Ko,
asiK paKypcTapbIHbIH, KO3Kapac KaJbIIITaphl, ailHATy XapakTepi, OpbIHAay
TEMIIEPAMEHT] Ka3aKk OM CTUJIHIE, YITTHIK €PEKILEeNIKTe OpPbIHJIATYbI
KaXKeT.

JlaFapl MEH ICKEPIIKTIH TOHAPANBIK OaillIaHBICHIHBIH KAJIBIITACY
YPIici Ke3iHe, KUCBIH/IBI KYPBUIBIM KOHE OKY IIBIFAPMAIIBUIBIK YPAICIHIH
Heri31 yiUbIMIacThIpbIIaabl. Kinaccukanbik O MeH Ka3ak OWiHIH apachlHIa
Oaiinanpic KaxeT. JKanmelnail anraHjga, NeJarorukaiblK THKIpuOe MeH
KHCHIHABUTBIKTBIH apKachblHAa KociOou OinimM Oepy ypIiciHIe KaabllTacKaH
nynue. bipak, Koa MeH ask T.0. KaJbIITapblHBIH YHIECIMILIIT,
KJIACCUKAJNBIK OM MEH Ka3zak OuiH MeHrepyzaeri Oaiinanpic, 0Oacka na
xopeorpadusi ©HEpiHIH >KaHpiapelHAa KongaHbutagsl. Ocbkl  ypAicTi
KapacThIpblll kepenik. Kazak yiITTBIK XopeorpadusiHbl MEHIepyldeH —
KJIAaCCHUKAJIBIK OWIIH HET137IepiH MEHrepy — IeHEeHI, KOJ MEeH asiKThl, port de
bras Typniepin T.0. nypeic Koro. Kazak 0u xopeorpaduschIHbIH KUMBLIIAP
capanTaMachl, KJIACCUKaJbIK OW Heri3aepiHiH (yHIaMEHTiHEe CYHeHir,
Ka3aKk OM KHMMBUIZApBIH HETI3[eyre *oHe MiHeszeMme Oepyre Oomabl.
bipaxk, keii0ip ko Oi1e3iriHiH KajablnTapsl, IE€HE paKypcTapsl T. 0. 9puHe,
Ka3aK YITTBIK OM IJIaCTUKAChIHA FaHA TOH OOJIBII Keei.

MpicanFa, epeKie KoJl KaJlbl «IOMObIpay, «OpHEK», «YKi» JKoHe
T.0. KUMBUIJAp TE€PEeH YITTHIK €peKILIeNiK MeH KOJIOPUT Ma3MyHbIHA He.
KuMmbiigapra oicteMenik MiHe3AeMe JKoHe KUMbUIIAP/bl JKa3zy Ke3iHzae
Ka3ak OWiHIH TEePMHHOJOTHICH KojaaHbuianel. CoHpail-ak, OapIibIK
XaJbIK OnsepiHe KIacCHUKaIbIK OMIIH JKOHE XaJbIKTHIK-CaXHAJBIK OWIiH
TEPMHUHOJIOTUSCHIH KOJ11aHy TOH. COHBIMEH KOca, TOXIpuOe KopCeTKeH e,
KJIACCUKAJIBIK JKOHE XaJIBIKTBIK-CaXHAJBIK OWJIEpIiH TEePMUHOJIOTHACHIH
KOJIJJTaHFaH Ke3/1e, Xopeorpadus eHepiHiH3aHAbUIBIKTapbl MEH TAJIaNI TApbIHA
cail Kazak OWIH OKBITY ONICTEMECIHIH KYPBUIBIMBI CTYIEHTTEPIiH
xopeorpadusi ©HEpiHIH >KalIbl 3aHABUIBIKTAPbIH HOTHXKETIl MEHTrepir,
KaObL1ayra Heri3z Oepeni. Eckepe kereTiH Ooncak, Ka3ak OMiHIH epeKIie
KUMBUIAApbIHA KJIACCUKAJIBIK OWAIH TEPMUHOJIOTHSICH! KOJAaHbUIMAMIbI,
071 TeK Xopeorpadus ©HEepiHIH JXalIMbl TYCIHIKTEpI MEH TaJanTapblH
MeHrepy Ke3iHJe KoJiaHblia el MplcanFa Ka3ak Ouinze I1-mi ko Kanmsl
KJIACCUKAJIBIK OM MEH XaJIbIKThIK-caxHaNbIK Ouzeri II-m1i Konm KaimbiHaH
KO Oine3ikTepiHiH YCTalyblHAA FaHA colKecci3mik Oap, Ka3ak OWiHIH
OKBITY TEOPUSACHI MEH 9JIICTEMECIH MEHIepreH Ke3Je OijlaH ILbIFaphblIl,
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KOJI KaJbINTapbiHa 0aliIaHBICTBI €PEKIIe 9ICTEME KYPACTBIPYIbIH KaXKeTi
oK. byHmaii xarnaiina, oKpITYIIbl Ka3ak Ouingeri 1I-mri Ko KanambIHBIH
KIIACCUKAJBIK JKOHE XalbIKThIK-caxHANbIK Ownepingeri Il-mi kon
KaJbITapbIMeH Oipnei, 6ip albIpMalIbUIBIFBI KOJIJBIH Oachl Ol1e3iKTeH
Kepi KalbIPBLIBII, aJlaKaH ©31HEH TepiC KapaTblUIFaH, CayCaKTaphbl KIUHAKBI
MKOHE HKOFaphl Kapar, Kepi TapThlIaibl AN TYCIHIIpeai.

Kazak Owin, Oacka ga xopeorpadusiblk MOHAEPAI MeEHrepyai
Oactamac OYpBIH, XallbIK dyeHAepl MeH Kyiiep KaxeT. BuiiH miacTUKaibIK
MiHe3/IeMeCi, TONBIKTall MYy3bIKAJIBIK TAKBIPBITITHIH 111K ICUXOIOTUSCHIHA,
OyeHiHe OAFBIHBIIITHI OOJIBIT KEeNe/i.

Kana 3amaHmarpl YATTBIK ~ XOpeorpadusHbIH  JAaMYBIHIAFbI
MeAaroruKaiblK MiHAETTEP:

- HAKThl OKY MaTepUasbIHBIH HETI31HIE apThIK OICTEMEIiK
TOCLIIepCi3, TEHOE TeH OKBITY 9JIiCTEMEC] KYHECIH KalbINTAaCThIpY;

- Ka3aK YITHIH FaHa €eMeC OKBITY OJICTEMECIHIH MeJarorukaibiK
IIAPTTAPbIH AHBIKTAY)

- Ka3ak OuiH oieM O MoJIeHHETIMEH Karap ACHrenre msirapy [2].

Kazak 6ui - ka3ak xopeorpadus eHepiniH Herisi. «Ka3zak 6ui» moHi
Ka3akK Oui eHepiHIH TapUXu TaMbIPHIMEH TAaHBICTBIPHIIN, OHBIH ©31HE TOH
KalTanaHOAWTHIH epeKIIeNiKTepiHe, YITTHIK KapKbIH KOJOPUTIHE CHUTIAT-
TaMa Oepeni. ATanFaH MoH Ka3akK OMiHIH TEOPHSUIBIK HETi3[epiHe TOKTaa
OTBIPBIN, OPBIHAAY, OKBITY dicTeMeciH yipeteni. Kocibu Oinim Oepy oKy
opeiHIapbiHAa «Kazak Oui» moHi MpaKkTUKAJIBIK )KOHE TEOPHUSUIIBIK cabakTap
apKbLIBI XKYprizineni. Kazak XankbIHbIH OM ©HEpiHIH TApUXBIH TepeH 01y,
TEOPUSCHIH MEHIrepy OWIIH JIGKCUKANBIK HETi31H Kypalbl, TaKbIPHIITHIK
MaFbIHACBIH KOPCETEel, CTYICHTTePAiH OUTIMALIITIH apTThIPabl, MIbIFap-
MAaMIbUTBIK KOHE XOpeorpadusuIblK YKbIMAAPAA KYMBIC ICTEYy AaFablia-
PBIH KAJBINTACTHIPAIBI.
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A.K. Kynvoexosa’
'Kazaxckas nayuonanvuas akademust xopeocpaghuu
(Hyp-Cynman, Kazaxcman)

UIAEAJN3ALUS AKAJTEMU3MA KAK ®OPMUPYIOIIACS
TAPAHT B MTPO®ECCUOHAJIBHOM OBYUYEHUU
HEKJACCUYECKHUM JUCHUATIIMHAM

AHHOTAUA

B cmamve paccmampusaromes memoouueckue 0CHO8bl NPEeno0aBaAHUs KA3AXCKO20
manya 6 obuiem npoyecce NPoheccuoHaIbHOU NOO2OMOBKU OYOYUIUX Nedd20208-Xopeo-
epagos Kazaxcxoil HayuonanwHotl akademuu xopeoepaguu. Kazaxckuii maney, umest 3m-
HUuueckue u OpegHue Niscogble JOpMbl, Ce200Hs NPUmMscUdaen: UuHmepec ucciedosamne-
zell 8 acnekme bonee 2ny60K020 U3yUeHUs: U NO3HAHUA. B neinewnux yciogusax paseumus
Xopeoepaghuueckoli nedazoeuKu Memooucmsl 1 nedazozu no Ka3axckomy manyy 03aod-
YyeHbl pazpabomKoll OUOAKMULECKUX OCHO8 U Memo008 e20 oOyueHus. baremmeticmepei,
co30asas Hosble XopeozpaguuecKkue NPou3Be0eHUsl, Hax00AMcs 8 NOCHMOSHHOM NOUCKE
OPUSUHANBHO20 HAYUOHAbHO20 KOHMeKCma. /s HayuoHanibHOU OalemHol WKoIbl U
KA3axCMancko20 Xopeozpa@uueckoeo 00pasoeaniuss 0OHUM U3 HEMAL0BAICHBIX BONPOCOG
A67151emest NOOMBEPIAHCOCHUE CINAMYCA KA3AXCKO20 MAHYA 8 00pA3068amenbHOU cucmeme
npogheccuoHanbHOU ROO2OMOBKU APMUCMO8 Oalemd, apmucmos aHcamons, nedazoeos u
pedcuccepos. Muozue asmopckue no3uyuu, OMHOCUMEIbHO COCMOAHUA HAYUOHATLHOU
Xopeoepaguu 6 pecnybnuxe, UMerOm nOIHe 0OOCHOBAHHBIE BbIBOObL U NPOOUKIMOBAHBI
KOHKPEMHbIM NPAKMUYECKUM U JUUHBIM BKIAOOM 8 ee paszsumue, cnocoocmsyiom no-
RYIAPUZAYUU 8 MUPOBOM KYIbNYPHOM NPOCMPAHCMEe. YposeHb 00VUeHUs KA3aXCKOMY
MAnYy 60 MHO20M 3ABUCUM OM OCOZHAHUS PEATbHO20 COCMOANUS KA3AXCKOU HAYUOHANb-
HOU Xopeozpagui 6 yerom no pecnyonuKe, GvlsgIeHUeM CYUWecmayIwux npobiem Kaca-
MeNbHO €20 NOTHOYEHHO20 MemoOULecKo20 OCHAUeHUs U pa3padOmMKU HOBbIX NOOX0008
6 0OyUeHUU U NOO20MOGKU NPOPeCcCUOHAN08.

Knrwouegvie cnosa: xasaxcxkuii mamey, HAYUOHATbHAS XOpeocpagus, Xxopeozpadu-
yeckas nedazo2uka, NONYIAPU3AYUs HAYUOHALILHOLO MAHYd.

A.K. Kulbekova'
'Kazakh National Academy of Choreography
(Nur-Sultan, Kazakhstan)

IDEALIZATION OF ACADEMISM AS A FORMING
GUARANTEE IN PROFESSIONAL TEACHING
TO NON-CLASSICAL DISCIPLINES

Annotation
The article discusses the methodological foundations of teaching Kazakh dance
in the general process of training future teachers-choreographers of the Kazakh national
academy of choreography. With having ethnic and ancient dance forms, Kazakh dance
today attracts the interest of researchers in the aspect of deeper study and knowledge. In
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the current conditions of the development of choreographic pedagogy, methodologists
and teachers in Kazakh dance are puzzled by the development of didactic foundations and
methods of teaching it. Choreographers, creating new choreographic works, are in con-
stant search for the original national context. For the national ballet school and Kazakh
choreographic education, one of the important issues is the confirmation of the status of
Kazakh dance in the educational system of professional training of ballet dancers, en-
semble artists, teachers and directors. Many of the author s positions regarding the state
of national choreography in the republic have well-founded conclusions and are dictated
by a concrete practical and personal contribution to its development and contribute to
popularization in the world cultural space. The level of training in Kazakh dance largely
depends on the awareness of the real state of the Kazakh national choreography through-
out the country, the identification of existing problems regarding its full-fledged method-
ological equipment and the development of new approaches to education and training of
professionals.

Key words: Kazakh dance, national choreography, choreographic pedagogy, pop-
ularization of national dance.

A.K. Kynvbexosa’
'Kazax ynmmuix xopeoepaghus akademusicol
(Hyp-Cynman, Kazaxcman)

KJIACCUKAJUIBIK EMEC II9OHJAEPI'E KOCIIITIK OKbITY/bI
KAJIBIIITACTBIPYIbIH KEIIIJII PETIHAE AKAJAEMU3M/I
NAEAJINBALUAJIAY

AHHOTaANUA

Maxanaoa Kazax ynmmulx xopeocpaghus axademuscvinvly OO01auax Xopeo-
2pap-oKLIMYUbLIAPLIH 0AAPAayOblH JHCATNbL NPOYECIHOe KA3aK OUiH OKbIMyOblH 20ICHA-
ManvlK Hezizoepi Kapacmulpulizan. DMHUKATLIK dicone excenzi Ou gopmanrapvina ue
bonean Kazax oui oyeinde sepmmeyuiiiepoiy meper 6LiM MeH OiliMee Kbl3bleYUlbLIblbIH
myowipadsi. Xopeocpausnvlk nedazoeuxa OAMYbIHbIY Ka3ipel H#caz0aublHOd, Ka3ak
OUiHiy 20icKepiepi MeH OKbIMYWbLIAPbl A0ObIHOA OUOAKIMUKAILIK He2i30ep MeH OHbl
oxbimy a0icmemenepini oamvimy maceneci myp.. baremmeticmepnep sicana xopeozpa-
QusnblK mysiHOBLIAY dHcacan, YummulK MYRHYCKAHbL YHemi i30eyde. ¥immolk b6anem
Mekmebi MeH Ka3aK Xopeozpapusiiblk OLIMI Yilin Maybl30bl Macerenepdiy oipi - banem
apmicmepiH, AHCAMOb JPMICMEPIH, OKbIMYUbLIAP MEH Pexcuccepiepoi Kaciou 0asapiay-
by Oinim bepy scytiecinoe Kazax duiniy mopmebecin pacmay. Pecnyonuxadaevl yimmoix
Xopeozpausnbly Hcal-Kyiine KamulCmbl a8Mopobly KONMe2eH YCmaHublMOapbl HAKMbl
MYACOIPLIMOAPEA Ue HCIHE OHbIY OaMYbIHA HAKMbL NPAKMUKATBIK HceKe YaeCiMen Cl-
nammanaovl dHcone 21eMOiKk MIOeHU KeHicmikme manvlMan 6onyza viknan emeoi. Ka-
3aK OUiH JHcammulKmulpy Oeneelli KeOinece en0ei Ka3ax Yammolk XOpeocpaghusiColHbly
HAaKmol 2#ca20ativli Oiyee, OHbIH MOJLIKKAHObL 20iCmeMeNiK HeabObiKmaiyblHOa2bl Npo-
bremanapovl AHbIKMAYea HCaHe MaAMAHOAPObL OKbINY MeH OAUbIHOAYObIH JHCAHA MICIL-
Oepin Jcacayea OAUIAHBICIbL.

Tyitinoi coe3oep: xazax bui, yimmsix Xopeocpausi, Xopeocpagusiibl neoazozu-
Ka, yimmolK OU0i Hacuxammay.
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Bpewms GesynepxHo Oexut Brepen... Kazamnock Obl, cOBceM HelaB-
HO TBOPWJIM TaKHE€ BBIJAIOIIUECS OaICTMEUCTEPhI M 3HATOKH HALIMOHAIb-
Horo TaHIa, kak 1. )Kuenkynosa, /. Abupos, 3.PaiibaeB, M. Tneybaes,
O.BceBononckas-T'onyiikeBuy, CTOSIBIINE Y KCTOKOB CTAHOBJICHUS HAIIM-
OHAJIBHOTO XOpeorpapuyecKoro MCKycCTBa, BHECIIHUE OTPOMHBIN BKJIA.l
B ()OpPMHPOBAHUE TPAIUIMIA Ka3aXCKOTO TaHIA, PA3BUTHE €T0 JICKCUKU H
npodeccruoHanu3anuu. banermeiictepsl Beera HaXOAWIKMCh PSAIOM C ap-
TUCTAMH, OCYIIECTBIISIM CBOM MOCTAHOBKU U OYEHb YacTO, B YCIIOBHUSIX
TBOPUECKOW arMOC(epbl UCIOTHUTEIM aKTHBHO MPUHUMAIH yYacTHE B
MMOCTaHOBOYHOM padoTe.

OTnenbHO ClieAyeT BBIACIUTH BhIIArOIIErocs Oanermelictepa by-
nara ["a3u3oBrua AroxaHOBa, BHECIIETO OTPOMHBII BKJIaJ B Pa3BUTHE Ha-
IIUOHAIBHOTO OajieTa M MPOIOJHKAOIIETO CBOK TPYAOBYIO M TBOPYECKYIO
JesITeJIbHOCTh BO MMs UCKyccTBa. JKuBas serenna - b.I. AtoxaHoB, moja-
PUBILNI 3pUTEII0 MHOKECTBO CBOMX MPOU3BEICHUH, CEroIHs paboTaeT ¢
MOJIOZIBIMH apTUCTaMU CBOETO Tearpa, SBJISICTCS MaTPUOTOM CBOEH cTpa-
HBI ¥ Tpo)eccur. ITH U IPyTHe UHTEPECHbIC (DaKThI U3 MTAMSTH U paccKa-
30B CTapIIero MOKOJICHUSI apTUCTOB M IEaroroB BIIOJHE MOTYT 3aHSTh
HMHTEPECHYIO CTPAHUILY B HOBEUIIICH UCTOPUU OTEUECTBEHHOTO XOpeorpa-
(UYeCcKOro KCKyCCTBa M OBITh BETHUYANIIINM IPUMEPOM ISl MOJIOIOTO T0-
KOJICHHUSI.

Ha camowm niere, 4ToObI HE TIOBTOPSTH ONIUOKK U HE MpenaTh 3a0Be-
HUIO 1EJIbIC HICTOPUYUCCKUE MTEPUOIBI, SBIISIOIINECS BEJTMKHUM HACICIUECM,
BBEPECHHOTO CJICIYIOIIUM TOKOJICHUSAM C TIIyOOKHUM CMBICIIOM O HEOOXO-
JMMOCTH COXPAaHCHHS M MPEYMHOXCHHUs, HEOOXOAUMO (DUKCHUPOBATH U
M3y4yaTh UX CETOHS — MOKAa JKHUBA MaMsATh YYCHUKOB U KoJuier. [loHnmast
OTBETCTBEHHOCTh 3a Oyayllee Ka3axCKOro TaHIa, KaK YacTH MHPOBOMN
TAHIICBAJILHON KYJIBTYPbl M YHHKAJIbHOW HAIIMOHAJIBHON KYJIBTYpPBI, MBI
npecieyeM Iejb ONPENEIUTh €0 B KaUeCTBE CUCTEMATU3UPOBAHHOTO U
anpoOUPOBAHHOTO Marepuaja, CroCOOHOTO 3aHATh JOCTOWHOE MECTO B
podeCCHOHAIBHOM XopeorpaduaeckoM 00pa3oBaHHH.

Metonamu pacCMOTPEHHST MTPOOJIEMbI METOAMYECKOTO OCHAIICHHSI
TaKUX UJICHTHYHBIX (B KOHTEKCTE HAYYHOTO OOBEKTA), M Pa3IHUHBIX (IO
HAyYHOMY MPEIMETY UCCIICAOBAHMS) JUCIUILUIAH B CHCTEME MHOTOYPOB-
HEBOMW TIOATOTOBKH Xopeorpaduueckux KaJapoB, kak «Kazaxckuii TaHeiy
(oOpa3oBareNibHBI YPOBEHb — TEXHUYECKHI MPOPECCOHANBHBIA — HC-
MOJTHUTENBbCKHIA), «METOINYECKHEe OCHOBBI TPEIOAaBaHUS Ka3aXCKOTO
TaHIa», «Teopus U MeToAMKa MPEToaaBaHus Ka3axCKoro TaHi@ay (oopa-
30BaTeNIbHBIN YPOBCHb — OaKajaBpHar- reaarorndeckuii), «Kommosums
Ka3axCKOro TaHIa» (00pa3oBaTelbHBINA YPOBCHb — OakajaBpuar — IMocTa-
HOBOYHO-PEKUCCEPCKAs IEATSILHOCTD) SIBIISIOTCS:

—  mnpodeccuoHanbHas IeSTEIbHOCTD, MPAKTHKA W HAOIIOICHHE
TBOPUYECKUX MPOIECCOB B PErMOHAX U BEAYIIMX MPO(EeCCHOHATBHBIX KOJI-
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nektuBax PK;

—  aHaJM3 METOJMKHU 00yueHHs Ha BceX 00pa30BaTeIbHbBIX YPOB-
HAX U TPACKTOPUSX;

—  Hay4YHbIE UCCIIEOBaHMs B 00IACTH Ka3aXCKOTo TaHIa (Teopust
U METO/IMKa OOy4YeHMs, COJepKaTeIbHbIM KOHTEKCT, MOJATOTOBKA KaJpOB
10 HAIIMOHAJIbHOW Xopeorpaduu B By3aX KyJIbTYPbl H HCKYCCTB);

—  HENOCPEICTBEHHAs MEearoruyeckas 1eaTelIbHOCTD;

—  ampobanusi pe3yjibTaToB MyTeM OTKPHITHIX BBICTYIICHUH Ha
HAy4HO-TIPAKTUYECKUX KOH(EPEHIHIX, MPOBEICHUE MAacTep-KIaccoB U
CEMHMHApOB 0 HAIlMOHAJILHOU Xopeorpaduu;

—  TBOpYECKasi, MOCTAaHOBOYHAsI AEATEIBHOCTh B Xopeorpaduye-
CKuX KoiekTuBax PecryOnuku Kazaxcran.

CeroaHst HallMOHAJIBbHBIA KOMIIOHEHT JJI BCEX BUJOB >KM3HENES-
TEJIbHOCTU OOIECTBA SIBISETCS IMEPBOCTENEHHON XapaKTepHUCTUKOH U
cneunpukoi ux ocyuiectsieHus. Ha Ham B3, rapaHTUPOBAaHHBIN pe-
3yJbTaT U KaueCTBO MPO(eCCHOHATBFHON MOJATOTOBKU OyIyLIHX apTUCTOB
Oanera, apTUCTOB aHCcamOIIs, MEIaroroB, peKUCCEPOB HE JTOJKEH OIpo-
Beprarb HallMOHAJIBHYIO CUCTEMY U HallUOHAJIbHBIM KOMIIOHEHT JaXKe IIPU
JOMMHAHTHOM CTaTyCe KIACCUYECKOIO UCKYCCTBA.

Y4uThIBas MOCIEAHNE AOCTIKEHHS OaJeTHBIX T€aTPOB U Ka3axCTaH-
CKuX OaneTMmeiicTepoB B CO3/1aHUH XOpeorpapuuecKux Mpou3BeIeHH Ha
HAIIMOHAJIbHYIO TEMAaTHKy, MOJKHO CJIeJIaTh BBIBOJ O OOJBIIOM PE30HaH-
Ce Ka3axCTaHCKOI0 UCKYCCTBA U MUPOBOM IIPU3HAHUH, C OJHOM CTOPOHBI,
I'PA’KIaHCKOM U MAaTPUOTUYECKOM ITO3ULIMU UX CO3ATEIIEN — COBPEMEHHBIX
OaneTMencTepoB, — ¢ Apyroil. B 3Toi cBS3M AOCTATOYHO MPOAHATU3UPO-
BaTh BBICTYIIEHUS TeaTpoB «ActaHa Onepa», «Acrana baner» 3a npene-
namu KazaxcraHa u 03HAKOMHUTBCSI C OT3bIBAMM 3pUTENEN U BBIIAIOIINXCSA
JMYHOCTEN 0aJIeTHOro MHpa.

«Hacnenue Benukoii crenm» — aBropckas HHTEprpeTanus ANryiab
Tatm u Mykapam ABaxpu TaHLEBAJIbHOIO HACIENNs NPEIKOB, UCKYCHO
COCTaBJICHHBIA KPACOYHBIN TUBEPTUCMEHT M3 XOpeorpaduyecKux MHUHU-
aTiop IO JIeTeHJaM M CKa3aHusM OeckpaiiHeil ctenu... OObeaMHEHHBIE
CKBO3HOH Temol Benukoit CTenu M HENPEPHIBHOM HUTHIO MY3BIKH, OHU
HaIllOMHUHAJIM 3aMbICIIOBAThIl y30p HAPOJHBIX OpPHAaMEHTOB... «O3ape-
HUE» - (parMeHT U3 OIHOAKTHOTO Oanera «SI3bIK JOOBM» MO Ka3aXCKUM
HapoJIHBIM MeJoausM B oOpadotke Penara CanapatoBa; «llnenurenbHas
HEXHOCTb» B UCIIOJHEHUH coUCTKU [lapunbl KalipaieBoil; KocMUYeCKH
3araloyHblil (parMeHT u3 Oanera «Onem» («BceneHHas») Ha MY3bBIKY
Apmana Amapa; «BonpHas crenb» Ha My3bIKy Kypmanraser, «lIpa3nnuk
TyII» — 3THO-(DONBKIOpHAs koMo3uius rpynns! « Typany». I'pom amuio-
JUCMEHTOB COTpsiCall 3ajl MOCJE KaXXIOro TaHLEBaJIbHOIO HoMepa. Ta-
Hel «PagocTe» Ha My3bIKy Anunoexynsl (xopeorpadus Anusl Lo, uc.
Amnensb banreHoBa), noxanyi, nepenan TOT NIPUIOAHITHINA HACTPOM, KOTO-
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pBIN ApUJI U HA CLiEHE, U B 3ane!» [1].

3HauUUTENBPHO BO3POCIA MCIOJHUTENbCKAs TEXHHMKA, YIIyOWIHChH
uaelHas CoJAepkKaTeJbHOCTh HAllMOHAJIBHOTO pernepryapa. Hanmonans-
HBI KOMITIOHEHT B TBOPUYECTBE COBPEMEHHBIX OaleTMEWCTEpOB 3aHsUI
OIPEAEISIONIYI0 MO3UIUI0, BMECTE C TEM YTBEPIAMIOCH CaMOCO3HaHHE
UCTIOJIHUTENIEH U MOTPeOHOCTh Ka3aXCTAHCKOTO 3pUTENs U B IEJIOM 00-
mecta. Bee 3T0, ¢ O1HONM CTOPOHBI YKPEIUISeT CYIIHOCTHBIE MO3UIMU
HaIlMOHAJILHOW Xopeorpaduu, ¢ APYroil — OTKPHIBAET HOBBIE TOPU3OHTHI
JUIs1 U3y4YEeHHUs1, HCCIIEJOBAHUS, Pa3padOTKU METO0IOTUYECKUX OCHOB 00-
yUeHHsI Ka3aXCKOT'0 TaHIIA ¥ TIOATOTOBKHU CIIEIIUAIMCTOB Pa3INYHOIO XOpe-
orpagudeckoro npopuiis ¢ 0043aTesIbHON HAIIMOHATIEHOW KOMIIOHEHTOM.

Mgl cunTaem, 4To ¢ JaHHOM MO3ULUHU CTAHET BO3MOXKHBIM paccMa-
TpUBaTh OaJeTHBIM TeaTp W TaHIIEBaJbHOE MCKyccTBO Kaszaxcrana kak
CaMOCTOSITENIbHBIN JKaHPOBBIA M KYJIBTYPHBIH YHHUKYM B MHPOBOM IIpO-
ctpaHcTBe. [109TOMY ceroiHs Ba)KHO COXpaHHUTh HacleIue, pa3BUBaTh Ha-
LIMOHAJIBHBIN TaHell, OaleT U HallMOHAJIBHBIN penepryap. s ynepxanus
MOCTYNAaTEeIbHOTO Pa3BUTUSl COBPEMEHHOTO TOCY/AapCTBA C YHHKAJIbHOU
ucTopueH, 1 6e3yClIOBHO, OOJIBIIIMMHU MEPCIIEKTUBAMU B Cepe KyJIbTyphl
HEOOXO0IMMO MPOIOJIKUTh, @ B HEKOTOPOM CMBICIIE — HayaTh padoTy B HO-
BBIX HallpaBJIEHUSX. A 3TO YK€ HE IPOCTO TaHIIEBaTh, TBOPUTH U YUUTh.

HanmonansHoe xopeorpaguieckoe HCKYyCCTBO, HALIMOHAJIBHBIN Ta-
Hell, HAI[MOHAJIbHBIN OaJIeT M0 CBOEH CYITHOCTH SIBIISIETCS] OTOOpaskeHHEM
Halmu ¥ 3THoca. [ToaToMy Ha coBpeMeHHOM 3Tane MpoeCcCHOHAIBHOTO
xopeorpaduyeckoro 00pa3oBaHUs MbI BbIIBUTa€M KOHIICTIIIUIO HAyYHOTO
OCMBICIICHHSI, OOIIECTBEHHOTI0 MOHUMAaHUS U TITyOOKOro aHajlu3a Haluo-
HAJIBHOTO ()eHOMEHA U ONPEIETICHHS ero B KaueCTBE OCHOBOIIOJIATAIOIIETO
HarpaBJIEHUs] PA3BUTHUS Ka3aXCTAHCKOTO XOpeorpauueckoro UCKyccTBa.
Pa3zBuBasi coBpeMeHHbIE (OPMBI OpraHu3anu 00pa30BaTEIbHOIO MPO-
necca, KyJa BXOAAT y4yeOHBIH, y4yeOHO-TBOPUECKUH, BOCIUTATENIbHBIMH,
HAy4HO-UCCIIEI0BATENbCKUNA, TOCYTOBBIA MpOLECChl U BUIBI MpodeccH-
OHaJBbHOHN HpakTUKK oOydvaromuxcs, Ha 06aze Kazaxckoil HannoHaIbHON
akazemusi xopeorpaduu B 2017 romy Oblia OTKpbITAa HAyYHO-HCCIET0-
BaTeJbCKasi Jaboparopusi MO Ka3axCKOMY TaHILy, OCHOBHBIMH 3aJadaMu
KOTOPOH SIBIAIOTCS pa3pabOoTKa METOAMYECKUX MaTepHasloB JUIsl BCECTO-
POHHETo MPO(ECCHOHATBLHOTO M3YUYEHHs Ka3aXCKOro TaHIA C MO3UIUH
HCTOPUKO-UCKYCCTBOBEIUECKOTO aHAIN3a, METOJUKH 00yUeHHs, TEXHOJIO-
T'Mil OCBOCHHUS, COJePKAHUS MPO(HECCHOHATBHOTO 00yueHUs, pa3paboTKu
€IMHOTO MPOrPaMMHOI0 Marepuasa, BOCCTAHOBICHUS YHUKAIBHOTO JIEK-
CHUYECKOr0 Marepuala, MOTepsBILIEr0 CBOE€ MPUMEHEHHE B COBPEMEHHBIX
porpamMMax, METOJMUYECKOr0 aHaJIM3a BCEX CYIIECTBYIOIUX aBTOPCKUX
porpamMm, yrnopsJouMBaHUE U CUCTEMaTH3alus y4eOHOro marepuana,
MOBCEMECTHasl Ipornarayiaa, o0y4eHue MeaaroroB 1o Ka3axCKoMy TaHIly U
pyKoBonuTenei xopeorpagpuyeckux KOIIeKTHBOB.
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Tak nnu uHave, penieHne NOCTaBICHHBIX 3aad HAIIPABIEHO Ha CO-
XpaHEHUE YHUKAJIBHOTO Hacyeaus. KOHTEKCT Hay4yHO- HCCIe0BaTeNbCKON
Y METOAMYECKOH pabOThl UMEET MPAKTHYECKYIO 3HAUUMOCTh B Pa3BUTHU U
COBEpPILEHCTBOBAHUH TEIArorMKy HallMOHAJILHOU Xopeorpaduu, a Takxke
HaiileT oTpakeHUe B TBOPUYECKOH JesTETbHOCTH OaleTMeHCTepoB U nea-
TOrOB HOBOT'O BPEMEHU.

HayuHo-uccrenoBarenbckyto 1a00paTopuio BO3IIaBuiIa 3acilyKeH-
Hast aptucTtka KazCCP, kanaumar uckyccTBoBeeHus, mpodeccop UCKyc-
cTBOBezieHus, npodeccop kadenps! pexuccypsl T.O. [3iM. YHUKaTBHBIM
YCIIOBHEM JIJIs1 TIJIOZIOTBOPHOM MOMCKOBOIM 0OBEKTUBHOI paboThI ABIsETCA
cama 0a3a 1abopaTopuH U €€ HHTEIUIEKTyaIbHbII MOTeHIIUA, KOTOPBIH CO-
CTaBIISIOT MEAAaroru AKaieMuy 1 BeyIlie CIeMaIiCThl B 3TOM 00IacTH,
MMEIOIUI OOJBIION OMBIT UCTIOTHUTENBCKOM, TBOPUECKOM, HAyYHO-TIeAa-
TOIMYECKOM 1eATENbHOCTH, AJI1 KOTOPbIX TBOPYECTBO 3HATOKOB U BbIAA-
fouuxcst 6anermeiicrepoB Kasaxcrana n3BecTHO M3 JIMYHOTO y4acTusi B
pabote ¢ Takumu Mactepami, kak Illapa YKuenkynosa, [laypen AGupos,
Ay6akup Hcmannos, 3aypoek PaiibaeB, bymar Aroxanos, [aifHukaman
BeiicenoBa, Y36ekanu Jl>xanuOexoB, Onbra BeeBononckas-IomymkeBud,
MunTtaii TneyOaeB, BHECIIUX HEOLIGHUMBIM BKIIaJ B Pa3BUTHE HAIHO-
HanbHOM Xopeorpadpun. Cpenu HuUX A.A. Tatn — 3aciyxeHHas apTHCTKa
Pecny6nmuku Kazaxcran, 3acnyxeHHslil nestens Pecryonuku Kazaxcran,
6anermeiictep Tearpa «Actana baner»; A.K. Kyns0ekoBa — nokTop neaa-
TOTMYECKUX HayK, NMpodeccop UCKycCTBOBEACHHMs, npodeccop kadeaps
nenaroruky; A.A. CagpslkoBa — MarucTp UcKyccTs, Jlaypear npemun @osn-
na Ilepsoro Ilpesunenra Pecriy6nuku Kazaxcran, Enbacst H.A. Hazap-
6aeBa, obnanarens [ocynapcTBeHHOW CTUIIEHAWM B 00NACTH KYJIBTYpHI,
nobeautens Broporo ce3ona «100 HoBeix nuir Kazaxcranay, obnanarens
HalMoHaJIbHOW KuHONpemun «Kynarepy», ctapmmii npenojgaBareib Kade-
npsl negaroruky; A 1. [lamimmes — MarucTp HCKyCCTBOBETYECKUX HAYK,
Jaypear peciyOIMKaHCKUX KOHKYpPCOB, CTapIIMi IpenoaaBaTenb Kade-
JpbI TIEJAarOTUKU U TEXHUYECKOTo npodeccuonaabHoro oopasosanus; J.P.
AnnamrkapoBa — MarucTp UCKyCCTBOBEIUECKUX HAYK, CTApIIMK Npenoaa-
BaTelb Kadeaphl Mearoruku.

O0parieHne K HalMOHAIBHOM KyJIbTYpe U K CBOMM KOPHSIM — SIBJICHHE
(heHOMEeHaNTbHO-eCTECTBEHHOE Ul Jt000ro obmectBa u 3THOCa. CoBpe-
MEHHOE OO0IIEeCTBO OCO3HAHHO CTPEMHTCS K INIyOOKOMY CaMOIIO3HAHHMIO.
VYHUKanbHBIM MaTepual, CO3AAHHBIH MHOTMMH aBTOPAaMH, B HEKOTOPOM
CMBICJIE BCE €IIe OCTACTCs HE 3aleyaTiieHHbIM U He 3a(MKCHUPOBAHHBIM
B 1oJIHOM 00beMe. IMeHHO moaToMy coOpaHHOE 10 KPyHHUIIaM Hacleaue
HEOOXOIMMO TINATEIbHO M3Yy4aTh, HE Hapylllas €CTECTBEHHBIH Mpoliecc
CBSI3M MEX/y MIOKOJIEHUSMH, U IPUYMHOXKATh HAKOIIJIEHHBIH OIIBIT, COXpa-
HSATB TO, YTO MOIPa3yMEBAET Ka3aXCTAHCKOE HALIMOHAIBHOE JOCTOSHUE.
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3a GONBLION UCTOPUYECKUM MEPHO PA3BUTHS HAIIMOHAIBHOTO TaH-
11a, HAYMHAsg OT TBOPYECTBA MEPBON MPOPECCHOHATBHONW HCIIOTHUTEb-
nupl Hlaper XKuenkynosoit, Jlaypena A6uposa, Aybakupa Mcmaunosa,
Ka3axCKUH TaHell MpUoOpen cBoe HemoBTopuMoe Juio. [lepBbie apTucThI
Y MTOCTAHOBILHUKH, B CBOIO OU€peib, 00paIaInch K HAPOJHBIM UCTIOIHUTE-
JSIM-CaMOPOZIKaM, U OT HUX YepIaid MaTepral i MpodheCcCHOHAIBHOTO
OCMBICIICHHSI U TIepe/iauu I OyIyIero MOKOJIeHHUS.

Ha ceropnsmnuil 1eHb Ka3aXCTAaHCKMMH CIIELIMATIMCTaMHU, IeJarora-
MU pa3paboTaHbl yUeOHUKH, y4eOHbIE TOCOOHS, TPOTrPaMMBI 110 Ka3aXCKO-
My TaHILy, KOTOPbIE TOJIYYMUIH TOJIOKHUTEIbHBIE OT3bIBbI, ObUIN HEOIHO-
KpaTHO arpoOMpOBaHBIL, U MO Cel JeHb JaHHbIE MaTepualbl UMEIOT MPaK-
TUYECKYI0 3HAaYMMOCTb B M3yYE€HUU TEOPUU M METOAMKH IPETOIaBaHUs
(IL.b. XKuenkynosa, [I.T. Abupos, [ H. beiicenosa, T.O.I3im, A.A. Taru,
A K. Kynsb6ekoBa). KazaxckomMy TaHITy B pa3IM4HbIX aCHEKTaX MOCBSILEHO
Hemalio Hay4Ho-uccinenoBarenabckux pador (JIII. Capwinosa, V.JI. Jlxa-
Hubekos, O.B.BceBononckas-T'omymkesuy, A.A.XKonraesa, A.K. Kynb0oe-
koBa, T.0.I3im). CeroaHs ka3axcKUi TaHel MOIYyYUI HHTEHCUBHOE Pa3BH-
THE HE TOJBKO B TPAAMLMOHHBIX (popMax, HO U aKTHBHO Pa3BUBAETCS Ha
BBICOKOM 3CTETHYECKOM YPOBHE B CTUJIM30BAaHHOM HAllpaBJICHUH, a TAKKE
B JKaHpe Heokazaxckoil xopeorpadpun (A.A. Tatu, X.E. AreimOaeBa, I.B.
Anamosa, A.A. CagsikoBa, M.C. ABaxpu). Pa3BuTre HallMOHAIBHOTO XO-
peorpauuecKkoro UCKyccTBa MOXKHO MPOCIEIUTh U B penepTyape Ka3ax-
CTaHCKMX OaJeTHBIX TeaTpoB. Bce 3TO rOBOPUT O TEHAEGHIMAX Pa3BUTHUS
HOBOT0 (popmMara coxpaHeHHs HAIIMOHAJILHOTO UCKYCCTBAa B COBPEMEHHOM
COLIUyME.

B nHayuyHO-HccaenoBaTenbCKol 1a00opaTopul B HACTOSIIEE BpeMs
BezieTcsl paboTa mo cozganuio CripaBOUYHMKA, METOINYECKOE Ha3HAYCHHE
KOTOPOT'O CBOJIUTCSI K MPEPEKBU3UTY Ui YIIIYOJEHHOTO MOTPY>KeHHs B
MIPOIIECC U3YyUEHUs Ka3aXCKOTO TaHIa KaK 00s3aTesIbHON JUCLUIUIMHBI B
Ka3axCTaHCKOM XxopeorpaduyeckoM 00pa30BaHUM U NPO(UIMPYIOLIETO
npeaMera nmpoecCUOHaIbHONM MOATOTOBKH KaJpoB HA BCeX YpOBHsX. B
Xo[Ie pa3pabOTKU METOIMYECKHX MarepuasioB ObUIM TINATEIBHO H3yye-
HBI ¥ [IEPECMOTPEHBI BCE CYLIECTBYIOIME NCTOYHUKU. A MMEHHO, Hay4-
HO-METOAUYECKOMY aHanu3y noasepriuck Tpyabsl L.b. JKuenkynosoi,
J.T. Abuposa, A. Mcmaunoa, I"H. beiicenoBoii, O.B. BceBomoackoii
— lNomymkesuy, T.O.I3im, A.K. Kyns6ekoBoii, A.A. Tatu, 4To mO3BOIU-
JI0 OTIPENENUTh TaHHBIE MaTepualbl B KAY€CTBE METOIOJIOTHH O0yUYeHHUs
mucuuIuinHel [2 — 11]. B xozne paboTbl ObUIH U3BATHI AHAJIOTH, TOBTOPHI,
ycrapeBIuii Marepuai. Bvecre ¢ TeM, B yCIOBHIX 0OBEKTUBHOTO 00CYXK-
JEHUS ¥ B3aUMOCBS3M MCTOPUU, TEOPUU U NPAKTUKHM Ka3aXCKOTO TAHIIA,
pa3paboTurkaMu ObLT BBEIEH 3a0BITHIM MaTepuall, UMEIOIINUN YHUKAIb-
HYI0 LIEHHOCTb Ul COXPAHEHHs HallMOHAJIBHOTO TaHLA U IPUYMHOXKEHHUS
xopeorpadudeckoil ekcuku. CIpaBOUYHUK SBISETCS M3IaHUEM MPaKTH-
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YEeCKOT0 Ha3HAYEHUs, C KPATKUM H3JI0KEHHEM He0OXOAMMOTro mMarepuaa
B cUCTeMaTHueckoi (popme, B pacyeTe Ha BHIOOPOUHOE YTEHHE, Ha TO, YTO-
ObI MOKHO OBLIO OBICTPO U JIETKO HABECTH 10 HEMY CIIPaBKYy, KacaTeabHO
coziep)kaHusl yueOHOTro MaTepuaia.

[lepBocTenenHoi 3a1a4eit 1 pa3paboTYNKOB 0003HAUYMIIOCH OTIpe-
JiefIeHHe eIMHOT0 y4eOHOro Marepuasa Jjs IOBCEMECTHOTO OCBOCHHUS Ka-
3aXCKOr0 TaHIa Kak Mpo(UIMPYIOLIEro Kypca A yu4eOHbIX 3aBeJeHHUN
BceX 00pazoBarelbHBIX ypoBHEeW. CHpaBOYHHK HUMEET CHUCTEeMaTH3UPO-
BAHHYIO CTPYKTYpY pas[eioB, INle YINOpsSAOYEHbl IBUKEHUA. Marepual
HE pacmpeziesieH Mo y4yeOHbIM MepHoaM MO MPHHLHUIY MOCIeA0BaTe b
HOCTHU U3y4YEHHUs], TaK KaK MPEICTABIAET LIEJIOCTHBIN IUIACT I10 Ka3aXCKOMY
taHly. Haznauennem CripaBouHUKa SIBJISETCS METOAMYECKAS TIOMOILB T10
CHCTEMHOMY BJIaJICHUIO yUeOHOTo Marepuasa u KOHKPETU3AIUH Pa3IeIoB
Kazaxckoro TaHua. Cienyer OTMETUTh, YTO HOBBIM MOJAXOJ B pa3paboTke
METOIMYECKUX MaTepuasioB pa3pabOTUMKH BUAAT B MX IOCIEIOBATEIb-
HocTH: CrpaBouHuk, C10Baph TEPMHHOB Ka3axckoro TaHua, [Iporpamma
0 Ka3aXCKOMY TaHILy JJIs1 TEXHUYECKOTo MpodeccroHaIbHOro oopazona-
Hus, [IporpamMma 1o ka3axckoMy TaHILy JJIsl BBICIINX YUE€OHbBIX 3aBEe/ICHHH,
VYueOHukH. AnpoOariysi MOTYUYEeHHBIX PEe3yNlbTaToB U TeKyIas uHpopma-
uus OyzneT mpejacTaBleHa B HAayYHBIX MyONMKAIUsAX, BBICTYIUICHUSAX Ha
HAyYHO-TIPAKTUYECKUX KOH(PEPEHIHIX, CEMUHApaX U Kypcax MOBBIIICHUS
Me1IarornYecKMX KaJpoB B 00JIACTH HAIIMOHAJIBHOM Xopeorpaduu.

HecmoTpst Ha uMEIOIIYIOCS METOAMYECKYI0 0a3y MO Ka3axCKOMY
TaHILy, CYIIECTBYIOIIUE MPOTrPAMMBI, MPOLECC Pa3pabOTKH METOIOJIOTH-
YeCcKoil 06a3bl 0 TUCIUIUIMHE SIBJISETCS CIOKHBIM, TaK KaK BECh apCeHall
COCTOMT U3 Pa3HOCTOPOHHUX 3HAHUN U PA3JIMYHBIX aBTOPCKUX MO3ULIMMN.
bonee Toro, B 0OCHOBHOM, 3TO JIEKCUYECKUM MaTrepuasl U ONUCAHUE UCTO-
PUKO-UCKYCCTBOBEIUECKUX IIPOLIECCOB, AHAJIM3 TBOPYECTBA APTUCTOB,
OaneTMmencTepoB, Xxopeorpaduueckux KOJUIEKTUBOB U aHcamOneil. Hamm
3aa4l UMEI0T 0oJiee MaclITaOHbIE 1IEJIM U HANPaBJICHbI HAa peIIeHue Ie-
JarOrMYECKUX U IUJAKTUYECKUX 3a1ad.

3agaun mpoecCUOHANIBHOTO 00y4YeHuUs: XOpeorpapuuecKuM JNUCIH-
TUTMHAM — 3TO HalpaBJIeHUs XOpeorpapuuecKoi neaaroruku. 1o o3Havya-
€T, UTO PAaCCMOTPEHUIO M AHAJIU3Y CIELUATUCTOB JOJDKHBI IOABEPraTbCs
METO/Ibl M TEXHOJIOIMU 00yueHHs, TUAAKTHKA Ka3aXCKOTO TaHLa KaK pa3-
Jiena xopeorpagpuueckoi neaarorukyl U TeOpUU Xopeorpapuueckoro oo-
pa3oBaHus, HAMPABIEHHOIO Ha Pa3pabOTKy METOAOB U TEXHOJIOTHIl 00Y-
YEHUS.

OnHako QyHIaMEHTOM B OBJIAJICHUM TEXHUKOW M KaueCTBaMH Ipo-
(eccHOHaNIBHOTO HCHONHEHUS ObUT M OCTaeTCsl KJIACCUUECKUH TaHell.
«TonpKko KJIacCMUECKU TaHel] CocoOeH BOCIIUTATh TEJO TAHLOBILUKA U
JIOBECTH €ro JI0 COBEPILEHCTBA. Bce 3T0 00beIMHEHO B €IMHBINA yueOHBIH
MpoIecc, OCHOBHOM 3aJja4eil KOTOpOro SIBJISETCS KaYeCTBEHHOE 00yUueHHe
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OyayIIUX UCTIONHUTENEH, CIIOCOOHBIX OPraHMYECKHU BIUTHCS B TPYIIIIBI TE-
aTpoB U JIpyrue npodeccuoHanbHble KOJUIEKTUBb» [12, ¢.15]. D1u daxTs
HEOCTIOPUMBI U PyHIaMEHTAJIbHBI B YCIOBUAX POQEeCCHOHAILHOTO 00pa-
30BaHus. IMEHHO akaZieMH3M BO BCEX MPOSIBICHUSAX SBISAETCS JABMKYILEH
CHJION CUCTEMHOTO0 npodeccroHaan3ma B 00y4eHN .

Kazaxckuii TaHen mo cBoeMy Ha3HAYEHUIO, crielU(pUKe U HApO.I-
HBIM HUCTOYHHMKaM KiaccupUUuUpyeTcs B cUcTeMe O0yueHHs KaK HeKJac-
CHUeCKasi IUCIUIUINHA U OTHOCUTCS K pa3JiesaM HapoJHOH Xopeorpaduu.
Bwmecre ¢ TeM, npodeccnoHanbHbIN TOAX0A K HCIIOTHUTEIbCKOM TEXHUKE,
METOAMYECKOMY OCHALICHUIO, JUIaKTUYECKUM OCHOBAM JIOJIKEH COOTBET-
CTBOBaTh MpopUINpyroIeMy o0pa3oBaTeIbHOMY KOMIOHEHTY.

N3BecTHO, YTO HApOAHOE TBOPUYECTBO U TPAJAULIMOHHAS TaHIIEBAJIb-
Has KyJIbTypa — HEUCCSIKAaeMblil, TOCTOSHHO OOHOBIISIOMIMNCS MUCTOYHUK,
OTKPBIBACT OOJIBIINE BO3ZMOXKHOCTH JUUIsl BOIUIOIICHUS UAEAJIOB XYI0KHHU-
Ka, MPOSIBJIIEHUS €r0 WHAMBUIYATbHOH (haHTa3uu. 31ech NepBoil HEOOX0-
JUMOCTBIO SIBIISIETCS BBISIBJIEHME JCTETHMUECKOTO U ATHUYECKOIO «3€pHa»
¢donbKIOpHOrO NepBouctouHnka. Haubonee sipkue, caMOOBITHBIE YEPTHI
cienyeT (PUKCUPOBATh U BBIJCIATH 10 «TUITMYHOT0» B CLIEHUYECKOM IIPO-
U3BEJCHUU. DTOT MyTh HAYWHAETCS CO CTPOTOro CLEHHMYECKOro orbopa.
BwMmecre ¢ BooOpaskeHHeM OasileTMecTEpOB B TBOPUECKOM IPOIIECCe Baxk-
HBI ITyOOKHE M Pa3HOCTOPOHHHME 3HAHUS B Pa3IMYHBIX 00JACTAX HAyKU
U UCKYCCTBA, a TaK)kKe MHOTOOOpa3Hble KU3HEHHBIE BIIEUATICHHS, CUHTE-
3Upyrole cyObeKTUBHOE U OOBbEKTUBHOE BO BHYTPEHHEH JlabopaTtopuu
XynokHuka. [Ipuuem cama nzobperaresibHOCTh xopeorpada JomKHa OT-
pakaTb caMOOBITHOCTb €ro TBOPYECKHX BO33peHui. B rapmonuyeckom
€IMHCTBE JOJKHBI BBIPA)KAThCS HE TOJIBKO KOHKPETHBIE SIBJICHMSI TaHILIE-
BaJIbHOTO TBOPYECTBA, HO U MOCPEICTBOM CIIOKHBIX aCCOLMATUBHBIX CBSI-
3el IUIaCTHYECKHM BOCCO3/IaBAThCSl CaMble pa3HOOOpa3Hbe HJIEH, TEMBI,
CIOKETBI, MIOYEPIHYThIE U3 HAPOIHBIX IE€CEH, MY3bIKaJIbHBIX MEIOIUN U
neren. OHU NO3BOJISAIOT BOCCO3/1aTh B COBOKYITHOCTHU YE€PThI TPAJAULIUOH-
HOM HallMOHAJILHOU KYJIBTYPBI.

[locrosiHHOE CcTpemileHHe K OOHOBJIEHHIO TaHIEBAJIBHBIX (HOpM,
BO3POXKICHUIO 3a0BITHIX TPAJUIUI TaHIIEBAJIBLHON TIACTUKH U CTUJIEH B
npogeccuoHaIbHOM 00YYeHHUHN JOKHO COYETaThes ¢ 00s3aTeIbHOM OI10-
poOii Ha TpaJMLIMU KJIaCCHYECKOro TaHua. IloaToMy nM3ydueHHne ka3axcKoro
TaHIAa HEOOXOJMMO OCYIIECTBIATh NapalIeNIbHO C IITyOOKUM H3yYeHHEM
U OCBOEHHMEM KJIACCHMYECKOT0 TaHIla — OCHOBOH Xopeorpapuueckoro uc-
KyCCTBa, €r0 METOJAUKON M CLIEHMYECKMX KaHOHOB. bozee Toro, 3anaueit
JUIsl TIEJJaroroB sIBIIsiETCs cnernuduyeckoe oOyuyeHHe Ka3axCKOMY TaHILy.
CoOmrofast HallMOHAJIBHBIE YEPThI, CHEIMAIUCThI (IOCTAaHOBIIUKY, €A~
TOTM ¥ UCIIOJIHUTEIN) JOJDKHBI BOIUIOLIATH CBOM TBOPUECKHME 3aMBICIIBI B
COOTBETCTBHUH C 3aKOHAMU XOpeorpauyeckoro NCKyccTBa, a 3HAYUT aKa-
JNEMUYECKUMHU KaHOHAMU Kjaccuueckoro taHua. I[lox nonstuem «akaze-
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MHUYECKHI1» MBI IOApa3yMeBaeM COONIOICHNE CIICHUYECKUX KaHOHOB, 00-
IMX TpeOOBaHUI K MCIIOTHEHNIO, METOAUKY MCIIOIHEHUS TaHIIEBAJIbHBIX
JBUKEHUH, TPAMOTHOTO IPUMEHEHMSI CLIEHUYECKUX «ITPUEMOBY» U JIp.

Hanpumep, paznuunsie nporuOsl U neperudsl kopmyca (port de bras
— B KJIACCUYECKOM TaHIle, “OyKTesry” — B Ka3aXCKOM TaHIIE) JOJIKHbI HC-
MIOJIHATBHCS HE TaK, KAK YyBCTBYET MCIIOJIHUTENb, WIM KaK OHU MCIIOJHS-
JUCh KOTZA-TO TEM WJIM MHBIM HCIIOJIHUTEIEM-CAMOPOIKOM, a IO KaHO-
HaM KJIAaCCUYECKOTo TaHua. To ecTh, Ipu Nporudax 1 ABMKEHHUIX KOpIyca
ciefyer oco0oe BHUMaHHE YAEIATh NMPaBHIBHOMY HUCIOJIHEHUIO port de
bras: mie4yn-Ha OIHOM YpOBHE, IPOAOIKEHUE JIMHUK KopITyca (TOsICHUIIa,
IieyH, Ies, rojosa). Bmecre ¢ TeM, MONIOKEHUS U ABMKEHHS HOT, PYK,
paKypchl rOJI0BbI, B3I, XapaKTep BpallleHU, SMOLMOHAIILHOCTD U TEM-
IIEpaMEHT UCIIOJHUTENS JODKHBI HECTH Ka3aXCKUH CTUIJIb U COOTBETCTBO-
BaTh HAIIMOHAJILHOW crienuduKe.

Hama teopernyeckas mo3unus 3akjI04aeTcs B TOM, YTO TOJIBKO IPU
OOIIMX METOJMUYECKUX MPHUHIMIIAX B MPENOAABaHUU Ka3aXxCKOro TaHIa
BO3MOXKHO NPU3HAHKUE HAPOIHOT'O TaHIa JF000I HAPOJIHOCTH B OTPOMHOM
MIPOCTPAHCTBE TaHIIEB HAPOAOB Mupa. Onpenenars cneupuKy U Opuri-
HaJbHOCTH TOTO WJIM NHOTO HALIMOHAJIBHOTO TAHL[A MOXKHO HE OIpPaHUYEH-
HO, OJTHAKO HE clielyeT 3a0bIBaTh O TOM, YTO OOIIMe MPUHLUIIBI, TIpodec-
CHOHaJIbHBIE TPEOOBAHUS JIOJIKHBI HAXOIUTH OTPa)KEHHUE B JIFOOON TaHIle-
BaJIbHOH KyNbType, pelHa3HauYeHHOM I IMPOKOTO U IITyOOKOTo U3yye-
Hus. B aTOM CBA3M, memaroruueckoi 3anaueil sABIseTCs «IpUOOIIEHUE»
METO/IMKHU TIPero/laBaHusl Ka3aXxCKOro TaHIla Ha OCHOBE OOLIMX 3aKOHOB
xopeorpaduyeckoro UCKyccTBa U mpoeccuoHanbHbIX TpedoBanuii [13,
c.192].

MexnpeameTHas CBA3b B 00pa30BaTeIbHOM Ipoliecce HEeMUHyeMa,
o0s13aTebHA U ABISETCS OJHUM U3 AUJAKTMYECKUX MPUHIUIIOB JIOTHYE-
CKOT'0 IIOCTPOCHMS U OpraHU3aINH TPO(HEeCCHOHATBHOTO 00yUeHHS Ha BCEX
ypoBHsIX. CBA3b MEX/Y KIACCUUECKUM U Ka3aXCKUM TaHIIEM HEOOX0a1Ma;
U OHa, B IPUHIUIE, BbIpa0OTaHa MeJaroru4ecKoi MPaKkTHUKOM U JOTMKOM
KOMILIEKCHOTO y4eOHOoro mpouecca. OfHaKo KpoMe CyILECTBYIOLIEH yHU-
(duKkany NO3ULKK HOT, pYK U JIp. B Pa3IUUHBIX JKaHpax xopeorpaguye-
CKOTO MCKYCCTBa, B TOM YMCJ€ U HapOIHOW xopeorpaduu, CyIiecTBYIOT
U ApYyTUE CBSI3U MEXJYy OCBOECHHEM KJIACCMYECKOTO M Ka3aXCKOro TaHIIA.
PaccmoTrpuM naHHBIN Iponecc.

B npodeccuonanbHOM noaxozie K 00y4eHUIO Ka3aXCKOro TaHIa Kak
METOJUUYECKYI0 U CHCTEMOOOPA3yIOIIyl0 OCHOBY OOLIeH JOruku yueo-
HO-TBOPYECKOTO MPOLECCA Mbl BBIIBUTAEM U3YUEHHUE KJIACCUYECKOTO TaH-
ua. [lo Hamemy rmy6okoMy yOeKACHUIO, OCBOCHUE U U3YUEHHUE Ka3aXCKOM
HaIlMOHAJIbHOW Xopeorpadguu Ha NMpoeCcCHOHAIBHOW OCHOBE SBISETCA
BO3MOXKHBIM U JIOTHYHBIM TOJIBKO B TOM CIIy4ae, eclii o0yueHue OyzieT mno-
CTPOEHO Ha (PyHIaMEHTAJIBHBIX OCHOBAX XOPeOorpapuuecKkoro HCKyccTBa.
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Hanpumep, cnennduyeckue mogoxeHuss U ABMKEHHUS HOT, pyK B Kazax-
CKOM TaHIIE BECbMa Pa3HOOOpPa3HbI U TIyOOKO 00pa3zHbl. MeToanueckuit
aHaJIu3 JBWXKCHMM, CYLIECTBYIOIIMX B Ka3aXCKOM TaHIE, IOKa3aj, 4TO
mo60e U3 HUX MPH U3yYEHUH IMOJIaeTCsi 0O0CHOBAHUIO C MO3UIMM aKa-
JeMUYECKUX JUCLUIUINH, 32 UCKIIOUEHUEM CHelU()UIECKUX MOIOKEHUN
U JABUKCHUH, PaKypCOB, KOPILyCa, SMOLMOHAIBHBIX XapaKTEPUCTHK, UTO,
€CTECTBEHHO, SBIISAETCSA OTIUYUTEIIBHBIM, YHUKAIbHBIM, HEIIOBTOPUMBIM U
XapaKTEPHBIM I Ka3aXCKOW HAllMOHAJIbHOM IUIACTUKHU.

K npumepy, nonoxxeHust pyK «I0MObIpay, «KbI3FaaaaKk» (TIOJIbIIAH)
Y MHOTHE JPYTHE COAepKaT ITyOOKO HAIIMOHAIBHYIO CIIEHU(PHUKY U HETIO-
BTOPUMBIN KOJOPUT. [Ipn MeToan4ecKkoil XapakTepUCTUKE UIIU ONUCAHUU
TOTO WM MHOTIO JBHXKCHHS MbI IPUMEHSIEM TEPMUHOJIOTHIO Ka3aXCKOIO
TaHLa. Bmecre ¢ TeM, Ka3axCKUM TaHel, KaKk U Jpyrue TaHIbl MUpPa, SBJIs-
€TCsl COCTaBJISIONIEH 00IIero paszena Mo HapoJHO-CIIEHUYECKOMY TaHILY
(pa3znen «Haponusle TaHIb»). s BCeX HAIMOHANBHBIX TAHIIEB Xapak-
TEPHO NPUMEHEHHE TEPMUHOJIOIMU HAPOAHO-CLIEHUYECKOTO U Kilaccuye-
CKOro TaHua. bosee Toro, mpakTuka 1okasasia, 4TO UCIOJIb30BAHUE TEP-
MUHOJIOTUH KJIACCUYECKOTO U HAPOIHO-CLEHUYECKOTO TaHIIA, IOCTPOCHUE
METOIMKH IPENOAABAHUSA HA 3aHATHUAX II0 KAa3aXCKOMY TaHILy COIVIACHO
KaHOHaM M TpeOOBaHUSAM XOPEOorpapuUeCcKoro NCKycCcTBa OKa3bIBaeT Mpo-
IYKTUBHOE BJIMSIHUE HA OCBOCHHE OOLIMX 3aKOHOB XOpeorpaduieckoro
UCKYCCTBa, KOTOpPbIE, B IPUHIIUIE, WACHTUYHBI JJIS PA3JIMYHbIX YUeOHBIX
xopeorpauyecKux AUCHUIITUH.

31ech cienyeTr MOAYEPKHYTh, YTO NPUMEHEHHE TEPMHUHOJIOTHHU U
METOJIMKHU KJIACCHUECKOT0 TaHIIA JOJIKHO OBITh HE [0 OTHOLIEHHUIO K CIIell-
n(pUYECKUM JBIDKEHUSIM Ka3aXCKOTO TaHIIA, a MPU OCBOCHHUU CYIIECTBY-
IOLIMX OOIIMX MOHATHHA W TEXHUYECKHUX MPUEMOB B MCHOJIHEHUHU. Eciu,
Harpumep, B Kazaxckom tanue Il-ag nosunus pyk uaenrudna I1-oi nosu-
LIUU KJIACCUYECKOIO U HAPOJHO-CLICHUYECKOTO TAHIIEB C PA3JIU4YMEM B I10-
JIO)KEHUU KHUCTEU, TO MPU U3yYCHUU METOIMKHU JaHHOH IO3ULUHU HA YpO-
K€ TI0 Ka3aXCKOMY TaHIy HET HEOOXOAMMOCTU «HM300peTarh BEJIOCHUIIET
U HaJyMBbIBaTh KaKyl0-TO CHEIM(DUUIECKYI0 HAIIMOHAIBHYIO METOIUKY IO
OTHOLICHHUIO K MO3UIMAM pyK. Ha Ham B3mIsiz1, meaarory 1ocTaTouHo 00b-
SICHUTB, 4TO II-as1 mo3umus pyk ka3axckoro Tasua uacHruaHa I1-oi nosu-
LIUU PYK KJIACCUYECKOTO U HAPOJHO-CLIEHUYECKOTO TaHI[a C TEM OTIIMYHEM,
YTO KUCTU PYK «IIPEJIOMIICHBI B 3aIIACTBAX «BHU3» WIH «BBEPX» JIAJOHS-
MU «OT ce0sD», MabLIbl COSJMHEHBI, BBITSHYTHI H HAlPaBJIeHbl «BHU3» WIH
«BBepx» [10, c.116].

N3yuenne Kka3axckoro TaHIA, KaKk U JIPyTHX Xopeorpaduyeckux
JUCLUIIINH, HA HAIll B3IVIAM, CJIELYET U3ydarb C OCBOCHUSA HAPOIHBIX Me-
JIOUH, Ka3aXCKOW HapOIHON MY3BIKH, KIOEB U IIPOCTHIX HE3aMBICIIOBATHIX
Ka3axckux Mmenoaui. Ilnactuyeckas XapaKTepUCTHUKA TAHLEB TIOJHOCTBIO
IIOJYMHEHA 3a/1a4aM BbISBIICHUsS BHYTPEHHEIO IICUXOJIOTM3Ma MY3bIKallb-
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HO# TeMbl. «CHayajia — WAEHHBIA M INIACTHYECKUNA 3aMBICE], IIOTOM IIO-
WCK MEJIOINU, PUTMOB Ha MHTEpeCyoIyto Teds TeMy. Korma ke mMy3bika
HaliJieHa WK COYMHEHA, TYT CHOBA BCTYIIA€T B CUJIy HEYMOJIMMBIN 3aKOH
JIOMUHAHTBI MY3bIKA. MIHBIMU CIIOBaMM, CHadajia Thl 3aCTaBIIACIIb 3BYKH
BBIpaXKaTh, CO3/1aBaTh TO WJIM MHOE HACTPOEHHUE, COOBITHE, DIIOXY, XapaK-
Tep, 3aTeM Tebe MPEJCTOUT BBIPA3UTh TO, UTO TOBOPHUT MYy3bIKa» [14, c.
96]. JoOuthcs «3puMoOii My3bIKH» — BOT 3a/1a4a xopeorpada. Xapakrep-
HOW YepTOW HApOAHOTO TBOPUYECTBA SIBISIETCS BBICOKOXYI0KECTBEHHOE
€IMHCTBO U HEPACUIIEHEHHOCTh €r0 BUOB.

BaxHoil megarorudeckoit 3aadeii sBisieTcst pa3paboTka METOAUKHU
MIpernoiaBaHus Ka3aXxCKoro TaHIla, OCHOBAHHOW Ha YETKOW mojaye yueo-
HOTO MaTepuaina 0e3 MPUMEHEHUS <JIUITHUX» METOIUYECKUX MPUEMOB.
Hamu pykoBOOuT 1iesib BBIBOJA Ka3aXCKOIO TaHIA Ha Mapajuieiab APYTUX
HAI[MOHANILHBIX TAHIIEBATBHBIX KYJIBTYP MUpPA B aCIIEKTE METOIUKH 00yde-
HUS TOTJIA, KOTJIa HAIIMOHATBHOE XOpeorpaduyecKkoe UCKYCCTBO U HAIHO-
HaJpHBIN Oanet KazaxcraHa, mpecTaBiseMblil BeIyIIUMU KOJUIEKTUBAMHU
U TeaTpaMu peciyOInKy, YKe MIPU3HAH Ha MUPOBOH CIICHE.

PaccmarpuBaemas Hamu npoOiieMa mpodeCCHOHATBHOTO 00yUeHUs
Ka3aXCKOMY TaHILy SIBJIIETCS J10KA3aTeJIbCTBOM TOT'O, YTO TBOPUECKHE I10-
WCKH, METOMYECKas padoTa B Pa3IMYHBIX €r0 acTleKTaX MPUHSIIA CTaTyC
aKTyaJbHOW M Ha3peBIEH B OOIIEM MpOIeCCe Pa3BUTHUS Ka3aXCTaHCKON
xopeorpadudecKoi eI1aroruKku.

B cuctemHoM nmoaxoje co3ganus HamoHalbHOM KOl Ka3aXxcKo-
rO TaHIa 1Mo pa3paboTKe AUTAKTUYECKUX OCHOB M TEXHOIIOTUN OOy4eHUS
MBI BUANM HEOOXOAMMOCTh M3YyYEHHs Ka3aXCKOro TaHIlAa B CHHTE3€ CO
BCEMHU BHJIAMU TPAAULUMOHHON KYJBTYpPbl 3THOCA, B COOTBETCTBUU C aKa-
JNEMUYECKUMHU TpeOOBaHUSAMU MPO(eCcCHOHATHHOTO XOpeorpaduyeckoro
uckycctsa. [Ipu 3TOM ciefgyer yuuThiBaTh YHUKAJIBHOCTh U BCE BO3MOXK-
HOCTH HAIlMOHATBHON X0opeorpaduu, MO3BOJSIONIUE HHTETPHUPOBATh MPO-
(heccroHabHOE 00pa30BaHUE C MUPOBBIM M HAIIMOHAIBHBIM KYJIBTYPHBIM
HacJeIuEeM.
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SYMBOLICS OF “DEER” IN GODERDZI CHOKHELI’S NOVEL
“GIVE ME BACK MY DEER”

Annotation

Fiction needs special perception and comprehension. This is the sixth sense that
every ordinary reader should have while reading any works, and especially, that of Go-
derdzi Chokheli's unique, thrilling, versatile, and at the same time, complex literary cre-
ations. Perhaps this is the reason why his works have not been properly studied and/or
researched yet, and why I have chosen his short story “Give Me Back My Deer!” in which
the author in his usual way takes us to the mystical world.

Keywords: symbol, deer, psalm, Lord, temple.

T'M. Benxsaosze'
'Cyxymcekuit 'ocyoapcmeennwiti Yuusepcumem
(Tounucu, Ipy3us)

CUMBOJIMKA «OJIEHS» B HOBEJIJIE I'OAEPA3U YOXEJIN
«BEPHUTE MHE MOEI'O OJIEH ! »

AHHOTAUA

Xyooorcecmeennas aumepamypa mpedyem 0cobo2o 60CHpusimusi U NOHUMAHUSL.
Omo wecmoe uyecmeo, Komopoe 00nHCeH UMEMb KAHCObL NOPAOOUHBIU YUmMmamenb npu
umeHuU 1100bIX NPOU3BEOeHUl U 0COOEHHO — NPU YMeHUU YHUKAIbHO20, 21YO0K020, MHO-
20CMOPOHHE20 U 8 MO Jice 8pemsi CLOACHO20 meopuecmea T00epozu Hoxenu. Bozmooicho,
UMEHHO NOIMOMY €20 pabombl euje He U3YUeHbl U He UCCLe008aAHbl QONNCHIM 00pA30M,
U MOYHO NO IMOIL JHce NPUYUHe 5 BblOpaAna e20 HOBely « Bepnume mne moezo onensly, 6
KOMOpOM asmop Kax 00bi4HO 6e0Em HAC 8 MUCTUYECKUL MUD.

Knioueswie cnosa: cumeson, onens, ncarom, I'ocnoow, xpam,

T'M. Benxsaosze'
'Cyxym memnexemmix ynusepcumemi
(Tounucu, I'py3us)
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TOEPI3M YOXEJMITH «MEHIH BYFBIMJBI MAFAH
KAWTAPBIHBI3! HOBEJACBIHIAFBI «BYFbh CUMBOJIMKACHI

AHHOTaUA

Koprem a0ebuem epexuie Kabwindayowl dicone mycinyoi manan emeoi. Opoip oKbi-
PMAHHBIY Ke3-Kel2eH UbleapmManapobl OKbleaHO0a aimblHutbl ce3imi O0Iybl muic — acipe-
ce, Tooeposu Yoxenudiy Oipeceil mepey, HCAH-ICAKMbL JHCIHE CONl Ke3eH YuliH Kypoeii
UWBIAPMAUBLILIZLIH OKbL2AH Kez0e2l ce3imol aumyea 6onadvl. OcvlHOall epexuienicine
baiinanvicmel, oHblY eHOexmepi ani mepey 3epmmeime2et, ol ceOenmi JHcazyubliHbIY
01301 mucmuxa anemine xcemenetmin « Meniy OyebiMObl Ma2aH Kaumapwlyvlz! »HoseL1a-
CbIH Manday ywiH mayoaios.

Tyitinoi ce3dep: cumeon, byevl, dinu onen, Kyoail, xpam.

“At the end of everything there is a beginning. Each essence seeks
its own end.

This is the goal...” — let me start talking about Goderdzi Chokeli
with these words.

Goderdzi Chokheli was born in one of the small parts of Georgia,
in Gudamakari, namely in Chokha, in beautiful mountains cut off from
civilization. Like Vazha-Pshavela, his main teacher — the mountain taught
him the language of nature, and amazing colors gave birth to his creations.
The creation that has no boundaries, since all the problems in his works are
universal and timeless.

Goderdzi Chokheli, a pure man himself, shares the idea of unity and
perfection of the world in simple words. A gifted writer, poet, and director
with an unmatched talent, seeks to penetrate the inner world of man and
pave the way for the Lord. I must mention an excerpt from one of his
small, amazing story called “Toast of the Valley man™:

“Children are born pure, people’s souls are corrupted afterwards ...
because gradually we join to the dirty life of sins ... while we have pure
souls, pure hearts, we do good deeds and do not plunge into a ruined life,
I want to drink for us, who we were before this time! Cheer for us before
this time!” [1, p.141].

The critic Guram Benashvili wrote: “And so these geniuses are born
from our life, and yet completely different surprisingly original spiritual
landscapes are created. He is creating sharp-wittednesses of mountain
sacred rituals and a vivid embodiment of the highly poetic nature of artis-
tic conditioning. This definitely raises readers’ awareness... The world of
Goderdzi Chokheli is completely new and therefore enchanting ... It fills
our worldview with such emotional information that is surprisingly unique
... The artistic world of Goderdzi Chokheli is magnificent ... beautiful and
very natural — this is its most important feature... [1, p.5].

Peter Rolberg, the professor at George Washington University in the
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United States writes: “In the 1980s, Goderdzi Chokheli became one of
the most original writers and directors. The intensity of the philosophical
search and the originality of his worldview will undoubtedly preserve Go-
derdzi Chokheli’s place in the community of modern and future readers.
The analysis and study of the unity of his work presents a real and worth-
while challenge for scholars of Georgian culture. “(Rollberg Peter, The
Natural: Goderdzi Chokheli in the 1980s” International Scientific Confer-
ence “Goderdzi Chokheli - Creation without Borders™. [2, pp.37-51].

My work relates directly with Goderdzi Chokheli’s small but signif-
icant novel - “Give me back my deer.” Of course, thanks to his usual style
of writing we find ourselves in the mystical world of the author... Surely,
the questions arise: What is the meaning of the deer? What does it sym-
bolize?

“The symbolic meaning of deer was originally used in is the psalm
41: 1. “As the deer pants for streams of water, so my soul longs after You,
O God” Thus, the deer became a symbol of godliness and religious aspi-
ration. Deer are known to find freedom and refuge in the high mountains.
Because of this characteristic, in western medieval Europe, this animal
also served as a symbol of purity and asceticism. On some emblems there
was a crucifixion between the deer horns.”

This is an excerpt from the book of George Kenchoshvili “Symbols
in Christian Art”. Based on this and other materials, the main meaning and
purpose of the novel became readily available, and the interest of the au-
thor is understandable. Who kills deer, in other words, who kills piety and
religious desires in the hearts of people.

Vakhtang Guruli writes in his book “The Righteous Goderdzi”: “Go-
derdzi Chokheli was distinguished by the fact that in every film, in every
story he created his own world. Each word and phrase of the writer served
the creation of this world. In the world of Goderdzi Chokheli, the line
between people, animals, birds, plants was erased. All of them are inte-
gral parts of one whole; their main rule is to exist in one entire and in
harmony. Goderdzi Chokheli erased the distinction between worldly and
otherworldly, between life and death, between “to be human” and “not to
be human.” “Vakhtang Guruli, who personally knew the writer, continues:
“Even in his youth Goderdzi Chokheli had heart problems... Goderdzi’s
heart could not withstand what was going on around him. Goderdzi’s heart
was dying: when the deer were killed, the eagle was being trapped in a
cage, the tree was being cut, the flower was being cut, and the bull was
being slaughtered. Goderdzi very often worried about events that were
completely indifferent to others. No matter how many times he traveled to
Zhinvali, Goderdzi Choheli always remembered the “old Zhinvali” with
its “small churches” that were flooded under the reservoir [3, p.11]. This is
proved by the novel “Give me back my deer,” the author’s heartbreaking
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novel which is, full of sadness and mysticism:

“If you remember, in the Aragvi gorge, below Ananuri, there was a
floodplain. Now, there, the restless river has turned into an artificial sea,
which waves quietly. If you remember, there was Jinvali, old town, with
old castles and small churches.” [1, p. 400].

Of course, it is interesting to see what happened in the gorge, which
so upset the writer and made him write this story. A little research is need-
ed to understand why the author writes: If you remember, there was Jin-
vali, old town, with old castles and small churches. “Or why did Vakhtang
Guruli saying that “Goderdzi very often worried about events that were
completely indifferent to others”. No matter how many times he traveled
to Zhinvali, Goderdzi Choheli always remembered the “old Zhinvali” with
its “small churches” that were flooded under the reservoir.

On July 4, 2012, the Public Religious Internet Magazine “Ambioni”
published an article by Theon Nozadze “The sunken Georgian churches.”
In the article the professor of Tbilisi State University, geographer George
Dvalishvili, talks about the monuments of Georgian cultural heritage
flooded in reservoirs.

The article says: “The Church of the Name of the Christian Cross,
built in the 12th century, came under water after the construction of the
Zhinvali hydro-complex in the Dusheti district. The first power plant was
commissioned in 1985. Zhinvali village has completely disappeared un-
der the reservoir”. Georgy Dvalishvili says: “The Zhinvali reservoir was
not flooded until 1984, in contrast to the Tsalka reservoir, which began to
flood in 1947. However, in addition to a temple such as a basilica, there are
many ruins. Until the 80s, that means, until the territory was flooded, the
church was a sacred shrine and a historical monument of great importance.
When you try to free the temple from the water, its walls begin to collapse.
The process of removing temple stones is so fast that even the arch, which
still stands in the basilica, can be destroyed in the near future. It is note-
worthy and sad that this antiquity is immersed in water for 6 months and
freed from water for 6 months. It is also difficult to get to the temple at this
time. “

The same information was presented on the March 26, 2012 “Kviris
Palitra” website, in the article: “The Secret of the Sunken City”, authored
by Eter Eradze, and on September 16, 2018, on the news portal “Ambebi.
GE,” The Sunken City in the Zhinvali Reservoir “, Authored by Lali Pat-
satsia.

There were many other materials on this issue that prove that the
problem is still very relevant, moreover, all authors confirm that this area
is a significant loss for the country.

Goderdzi Chokheli obviously knew everything, that’s why he was
getting sad when he passed by. His grief is well narrated in the above men-
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tioned novel: “Give me back my deer”. How the author managed to draw
attention to this problem. The work is, of course, symbolic-allegorical and
mystical. If the reader is not aware of epochal events and cannot read the
context at the same time, he may not understand what the author is writing
about, though Goderdzi Chokheli manages to surprise the faithful readers
with his usual artistic skill. First let’s get to the plot:

“Here, on those fields, at night when the moon Illuminating the
Aragvi valley, two deer were grazing. There, a boy was sitting on the edge
of the field and playing with reed-pipe. The boy’s golden curly-hair was
playing with his shoulders. He was barefooted and nothing was covering
his body as well. The Deer could be seen more or less, but the boy was
rarely seen by anyone. Above valley the Ananuri church stood. The deer
would sometimes fell silent; they raised their heads and were staring to
the church. On the Ananuri, in those times, absolutely unusual light was
shone. Ananuri was standing above. He looked at the country from the
top. And now the village was looking at the Ananuri from above. If you
were looking to Ananuri from below, it had a different beauty, Greatness.
Perhaps the two deer felt this too, and because of that they looked at them
in such a way” [1, p. 400].

Horned deer and their shepherd, a naked boy with golden hair, who
are the main characters of this novel, create amazing mysticism in the
work. “Goderdzi Chokheli uses a parable ...” why does the author choose
this animal? “It is known that a deer is the eternal soul of the forest - if he
dies, the forest will die,” wrote Archil Sulakauri.

The question arises: where does the deer symbol come from? As
mentioned above, this comes from the Psalms. Consider the study of Hel-
en Gogiashvili “Symbols of deer in St. According to the list of Garejyan”
by John Sinelli* Klemax ”(H-1669) and*“ Georgian Tales ”, published in
2006. The purpose of this study is to determine the function of history and
the symbolism of deer.

The article says: “The Klemax” of John Sinnell has been translated
five times. The Garejian list of works (ca. 1160 BC) is preserved at the
Kekelidze Institute of Manuscripts. Manuscript H-1669 is an important
monument to specialists in the field, as the figures on the manuscript are
painted. In these images Vakhtang Beridze saw the fantasy of Georgian
folk tales. All drawings are contextually related to the text and are loaded
with Christian symbols --- deer (200 r), fish (187 v, 196 r), dragon (49 v,
1371, 145r) and griffins (158v, 164 v, 175 v).

From these symbolics, we are interested in deer symbols. Comparing
the above excerpt from George Kenchoshvili’s book Symbols in Christian
Art, the extract from Elene Gogiashvili’s article: “In the medieval Bible
commentaries, deer is a symbol of human spiritual hunger, which derives
from the well-known phrase of Psalm 41: As the deer dashes toward the

90



SCIENTIFIC JOURNAL #3(12)

water streams, so my soul longs for you, God!”* Psalm 41,2. In John Sinel-
1i’s “Klemax” we also find paraphrase of this quotation: “As the deer pants
for streams of water, so my soul longs after You, O God.

Of St. Bishop of Alexandria, the place of the psalms of Athanasius
the Great is explained in this way: “The wise deers, after their mental
source has been broken by reason of the ungodly, are dying day and night
for their own destruction” [4]. The full content of Psalm 41 (in the end,
for the sake of the Psalms of the sons of Corinth) is explained as follows:
“The sons of Korah were holy saints. They enunciate a psalm that has been
borrowed from its companion, David, and expresses recent events in it.
The psalm also includes the image of Israel itself, which recognizes Christ
after repentance; Repentance, however, will be in the end of the century. *

“There is a widespread motive in the Christian literature id feeding
by deer’s’ milk. St. One of the important episodes in David Gareja’s life is
the appearance of deer in the desert. The theme of deer is widely covered
in hagiography and wall painting. St. Three deer came to David Gareja
and his disciple Lucian, willingly stopping to be milked, when all the food
supplies in the wilderness were exhausted. “And they shall go out of the
land of Myrrh every day, but Wednesday, and Friday, and shall feed them
with their nourishment, and be filled with the flesh and rejoice with the
spirit” [5].

It is well-known that the third-century Caesarean sent father grew up
in the lap of nature and the deer were fed him with milk.

Thus, in Christian art and literature there is a clear connection with
the folk motif of deer milk nourishment [6, p.53]. Accordingly to the fore-
going considerations, deer symbols are no stranger as to Christian as other
literary works and folk tales.

Giorgi Khorbaladze believes that, in Goderdzi Chokheli’s works, the
mythical and religious elements are so perfectly merged and intertwined
that it is almost impossible to determine where one begins and where the
other ends; From the mythology those elements are taken that agrees and
are transformed into biblical elements, the mythological characters are
very much like the biblical characters and do not contradict the origin of
the orthodoxy in its essence. Thanks to these elements, which are so close-
ly linked to the mountain population, Goderdzi Chokheli became the only
and inimitable writer in the 20th century and with his simple, folk Georgian
language he approached the top of Georgian literature - Vazha-Pshavela.
Like all great people, they remain unappreciative to contemporaries.”

As we have said above, the concealment of symbols was a social
and public necessity and required great mastery of the writer. “Goderdzi
Chokheli, with all his efforts, broke unbelief and spread the word of God
through masked by symbolic analogies or psychological underpinnings”.
[7, p. 81].
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Let’s go back to the content of the novel and see what the deer and
the boy symbolize:

“Famous hunters lived in Ananuri, but no one ever went hunting for
those deer. They only went for staring sometimes. Almost all of the habit-
ants of Ananuri knew about their existence. The angels of the flood they
were called, if they ever saw the by accident, they would crossed them-
selves and would beg for forgiveness, and they would imploring, “Save us,
save the flood angels.” Some lucky hunter even glimpsed shepherd boy.
Some saw the footprints of the deer and the boy in the new snow; it looked
as if it had not even the weight of a bird.

On the eve of spring, before the night of angels, several believing
women prepared buns with flour fried in butter, lit candles on them and left
to a deer shepherd on the bank of Aragvi near the alder’s forest. Of course,
this happened at night, and if you could see it, it was a poorly lit floodplain,
and you would think that all the stars that were in the sky come here and
fall among the alders. From year to year, there was enough sacrifice to
shepherd. From year to year, his heart was full” [1, p. 401].

The novel is extraordinary and mystical. The sacred face of the deer
as “floodplain angels» is uniquely Christian. At the sight of the “floodplain
angels,” people are crossing themselves, asking for forgiveness and for
protection. The shepherd boy causes the association of the “Shepherd of
Compassion”.

His body is the weight of a bird, and the sacrifice given on the an-
gel’s night is enough for him whole year. The author tells an unbelievable
story, but in a way that throws us into his mystical world and makes us
think. The only concern for the boy is deer care:

“One night, deer were standing in the middle of the valley and looked
at Ananuri calmly than usual. And the boy did not play the reed pipe. He
also seemed rather sad. The church no longer stood as strong as before.
Since yesterday, the earth above him was digging, exploding. Yesterday,
the cutting of the floodplain also began. Something was happening. but
what?” [1, p.401].

This is where the story node is created. Something unusual is hap-
pening that hurts the most — the “floodplain angels” and the “Shepherd
of Compassion.” However, in the dried-up Aragvi River, fish die, and only
the Shepherd tries to help them. Obviously, the author wants to tell us that
nature is destroyed and not only. Fish disappear as well. As we have men-
tioned above, fish is also a biblical paradigm.

In George Kenchoshvili’s book “Symbols in Christian Art” Fish is
explained as a symbol of Christ: “Fish is an ancient Christian symbol. Fish
are often used as a symbol of Jesus Christ. If we combine the initial letters
of the Greek phrase Jesus Christos TheouHyiosSoter (Jesus Christ, Son
of God, Savior), we get the Greek abbreviation IXOYS, whose Georgian
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meaning is “fish”.

Symbol of fish was used in this sense in early Cristian art and liter-
ature. At the dawn of Christianity, when the faith of Christ was severely
persecuted, the fish symbol was used as a secret symbol of faith sharing
among believers. One person drew an arc in the sand, and another com-
pleted the sign, expressing his love for Christ.”

The most important is the ending of the novel. A shepherd boy loses
track of deer trying to find their way into the snow. They screamed, looked
for the lord, then noticed the light and fled there, though they were very
deceived, now foreigners lived there who didn’t know the “floodpain an-
gels”, having different orderliness, so deer went to the working van and
roared, from there a strange sound was heard:

“-Kto tam?” (Who is there? — in Russian.) - Then the door of the van
opened and the man in the sortour came out. He suddenly startled from
seeing deer in front of him, turned around and closed the door. The deer
stood and looked to the blinking light from the van. Five minutes had
passed and the door opened again, now wider, but no one appeared. Only
fire occurred, once, now the second time ... The deer deceased silently in
the snow.

It was snowing. Within five minutes, every trace was covered ...”

You would agree with me, the finale is gripping, dramatic and at the
same time multifaceted. What the locals were caring with such caution
was disrupted and buried in a matter of seconds by a stranger ...though no
one thought of them except the shepherd boy who went to the wagon. “He
stopped by the carriage and implored out laud: “Give me back my deer!”
There was no answer, no one even opened the door. Instead, the cries of
a heartbroken boy sounded all night: “Give me back, give me back my
deer”.

Then almost every night his voice was heard in this place. Archaeol-
ogists in the ancient villages, where they sometimes slept, also heard this
sound. This was big secret for them, who was asking for deer, or who was
so heartless, could remain so indifferent to the boy’s imploration. Maybe
someone didn’t even know Georgian...” [1, p. 403].

Some would understand what the author is worried about... The voice
from the wagon “Kto tam?” makes it clear that the deer, who were called
“floodplain angels” and asked for help, were killed by Russian workers.
To sum it all up, it is not difficult to draw a conclusion. In the Soviet era,
faith and religion was destroyed, how churches were flooded under water.

This is how Goderdzi Chokheli finishes the novel: “When a man
sinks into the water slowly and calls the savior, such a doomed voice was
heard by the archaeologists at the end: - “Give me back, give me back my
deer! Now if you go to that place, there is only silence around. Only the sea
can be seen from the valley with the glitter. As often as I come to this place
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and recalling this story, my heart aches and deer screams from the depths
of my soul ... “[1, p. 404].

Maya Tsiklauri, PhD, writes that Goderdzi Chokheli is not a writer
in the traditional sense. He is a thinker who generalizes his philosophy
in artistic forms. The primary characteristics of his work are: originality,
simplicity, morality and nationality. ”And Tamila Tsotsoria believes that
she, as a writer, had a special vision. What he was writing, he was seeing
as well. Even in the times of “fear of words” he was writing about the
freedom of the human spirit, faith and humanism. Of course, the “fear of
words” led to the writing of symbols and allegories. As we have seen, the
articles mentioned above were written in the recent past, and at the time
this novel was written, it was still a time of “fear of words”.

,Goderdzi Chokheli’s creations continue the great traditions of
Georgian classical literature, the savior of the Georgian literature was
working consequentiality due to bring to light the most painful problems
of the modernity, as if passing through x-rays to the bacillus of a danger-
ous disease, but he also found the ways of curing. As in many eras of our
history, at this time, writing became the savior of the highest ideals of the
nation” [8, p. 140].
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Annotation

The current state of the contemporary educational environment is a topical issue
in the educational process, which is related to semantic dispensing between the system
of values and the system of student values. In the context of educational issues, special
cognitive barriers, which are traditionally considered as cognitive, and emotional diffi-
culties, also arise through different ways of understanding life values and life relation-
ships. The article presents a new scientific approach to the eradication of meaningful
dissimilarities in the relationship between the teacher and the student.

Education is the developing environment for the development of a meaningful per-
son, so it is necessary to create a special environment for the student’s personality to
develop the content of the content. Different levels of meaningful perception occur in the
meaningful interaction between teacher and student.

Differentiation of meaningful barriers in the learning process puts the author of
the article on the need to search for targeted and indirect technologies to eliminate mean-
ingful barriers in learning process. The author analyzed various technologies of mean-
ingful initiatives and identified their didactic effects.

Analysis of various psychological and pedagogical technologies has demonstrat-
ed the possibility of their use in elimination of meaningful barriers in learning process.

Key words: meaning, meaning barrier, education, teaching, teacher, psychologi-
cal and pedagogical technology, meaning-based technologies.
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OKBITYIATBI MATBIHAJUIBIK KEAEPT'TJIEPII
KOIOABIH IICUXOJOI'UAJBIK-TITEJJATI'OI'MKAJIBIK
TEXHOJIOTUAJIAPBI

AHHOTANUA

3amanayu 6inim 6epy opmaculibiy WbIHALBL HCA0ALbL OKLIMYUbL KYHOBLILIKMAD
Jrcytieci mer OLLIM aTyuLbl KYHOBLIBIKMAP JICYIeci apacbinOagbl MAbIHALbIK OUCCOHAHCNEH
batinianvicmol 0Ky YpOIiCiHiY OipKamap HAKmol MacelelepiH myoblpbin OMblPeAHbl
Kaszipei manoa ezexmi 6onvin omulp. OKy Macenenepiniy KOoHmekcminoe 0acmypii mypoe
Kapacmulpoliamoli MeK manblMOblK, KOZHUMUSMIK, IMOYUOHATIObIK, KUbIHULLILIKIMAPMEH
Oipee, OMIPIIK KYHObLIBIKIMAPObL, OMIPIIK KAPLLM-KAMbIHACHIbL 2PIYPIL MYCIHY ApPKbLibl
MYbIHOQUMbBIH — APHALIbL  MAZLIHANLIK  Kedepeinep Oe Kapacmoelpwliyoa. Maxanada
OKbIMYWbL MeH OINIM ANYUbIHbIY 03apd KaAPbIM-KAMbIHACLL OAPbICHIHOA MASLIHABIK
OUCCOHAHCMAPObL JHCOI0A ACAHA ELILIMU KO3KAPAC YCLIHBLIAH.

binim bepy mazvinanvl myneansly 0amysl JHCypemin 0amulmyusbl opma 00abin
maodwvLadvl, COHOBIKMAH OLIIM MA3MYHbIH U2epy OapbiCblHOA OKVULbIHbIY JICEKeNIK
MALLIHACHL KATBINMACYbl YUIH apHAativl dcagoatl myowvipy Kasicem. Myzanim men okyuibl
apacvlHOagvl MABIHANLIK 03apa apeKem YpoiciHOe MAZbIHANLIK KAObLIOAYyOblY dPMypii
deneetinepi naiioa 601aobl.

OKy ypoicinoezi MagvlHAIbIK Kedepeinepdi capanay Makaia aemopbiHblY Al0bIHA
OKbIMYOAebl MALIHANBIK Kedepeliepoi Jcor OOUbIHULA OAZLIMMANZAH HCIHE HCAHAMA
MEXHON02UANAPObL 130€y Kadcemminicin Kosovl. Aemop MazelHanely 6acmamanapobiy
mypii MexHONOSUSNAPbIH MAI0an, O1apobly OUOAKMUKATBIK dCEPIEPIH AHBIKMAObL.

Opmypii  NCUXONOSUANBIK-NEOA2OSUKANLIK  TNEXHON02UANAPObl Manday oaaposl
OKbINMY OapbiCbiHOAbl MASLIHAILIK Kedepelnepoi JHCcol YuliH KOoNOaHy MYMKIHOIIH
Kepcemmi.

Tyitinoi co30ep: mazvina, MagbiHa KYPAyULbLIbIK, MALIHAILIK Kedepel, Oinim bepy,
OKbIMY, OKbIMYULbL, NCUXONOSUSILIK-NEOUSOUKATIBIK MEXHON02US, MARbIHA KYPAYUlbl
MexHoN02UANap.

b.K. Cakmazanos’
'Kazaxckas nayuonanvhas akademust xopeocpaghuu
(Hyp-Cynman, Kazaxcman)

A.K. Keinuaxbaesa’
’Kaszaxcrasi HaYuoHanbHas akademus xopeoepagpuu
(Hyp-Cynman, Kazaxcman)

MHCUXOJIOT'O-TIEJATOT'MYECKHUE TEXHOJIOI'NMHU
YCTPAHEHMUSA CMBICJIOBOT'O BAPBEPA B OBYUYEHHUU

AHHOTANUA

Cogpemennoe peanvbHoe COCMOsHUE COBPEMEHHOU 00pa308amenbHOU cpedvl, d
makoatce CMblC]lO@OIZ ()UCCOHCZHC cucmemsl L;@HHOCI’)’[@L{V 06yuaeszx u npenoc)a@ame/zed,
603H1/l7<'ai0u/[u12 6 06pa306am€]le0M npoyecce, s67154Aemcs O()HOMV U3 aKkmyajabHblX np06]l€/l/l
cospemMeHHOl HayKu. B konmexkcme obpazosamenvHuIX 60npocoé Hapsody ¢ mpaouyu-
OHHBIM U3YHUEHUeM eonpoca Nno3HoeAnmelbHblMU, KOSHUMUBHbIMU, U IMOYUUOHATIbHLIMU
mpy()Hocm}mu, pacemampuearomcs CmbslClo6ble np06ﬂ€/l/lbl, B6O03HUKawwWue 6 npoyec-
ce eocnpuiamusl HCUZHEHHbIX 63AUMOONMHOWEHUU U IHCUSHEHHbLX ueHHocmed. B cmamose
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npeocmagien HO8blil HAYYHbLIL NOOX00 K UCKOPEHEHUIO CMbICIOBbIX OUCOHAHCO8 80 63aU-
MOOMHOWEHUAX MeAHCAY npenodagamenem U 06yuaouuMCs.

Ob6pasosanue s61semces pazeusaioweli cpedoti O Pa3eUMus 3HAYUMOU JTUYHO-
cmu, RO3MOMY Npu 00yYeHUU CMyOeHmMOo8 sGIemcs HeOOX0OUMbIM CO30aHue 0Co00U
cpeovl 0N pazeumusi IUYHOCMHOU 3Hauumocmu cmyoenma. Cywecmayom paiuinble
VPOBHU 3HAUUMO20 GOCHPUSMUS BOZHUKAIOWUE 8 YUeOHOM Npoyecce Mexcoy npenooasa-
menem u 06yuauuMcs.

Asmop cmamvu onpedensiem HeoOX0OUMbIM NOUCK HOBbIX MEXHO-102UU NOCPeO-
CMBOM AHANU3A CMBICTIOBBIX MPYOHOCHEN 8 YueOHOM npoyecce. AGmMop npoaranu3upo-
64Tl PAZIUYHBIE MEXHOLO2UU CMBICLOGLIX UHUYUAMUE U GbIAGUI UX OUOAKMUYUECKUE d¢h-
exmol.

AHanuz pasnuuHbIX NCUXOI020-Ne0A202UYECKUX MEXHONO2UL NOKA3AL 803MOMIC-
HOCMb UX UCTIONIb308AHUS NPU YCMPAHEHUL CMBICTI08bIX 6APbEPO8 8 npoyecce 0OYUeHUsL.

Kntouesvte cnosa: cmvici, cmblcnioo6paszosanue, cMulclogoll bapvep, 06pazoea-
HUe, npenooasatiie, nedazoe, NCUXOL020-nedda02uteckie MexHoI02UY, CMbICL08ble MeX-
HONO2UU.

The introduction of new educational standards and the formation of
an appropriate social request actualize for the pedagogical community the
problem of finding new effective technologies in teaching. The realities of
the modern educational environment generate a number of specific prob-
lems of the educational process associated with the semantic dissonance
between the values of teachers and the values of students [1; 2]. As a
result, there is a contradiction, due to which the student can not be under-
stood educational material, and the teacher (teacher) can not be conveyed
a certain amount of knowledge according to the requirements of modern
standards of education; the problem of comprehended learning material at
the level of semantic acceptance is of particular importance, because there
are not just cognitive, emotional barriers, which are traditionally consid-
ered in the context of educational problems, but there are specific semantic
barriers, the origin of which is determined by a different understanding of
life values, life relationships [3]. At the same time, semantic barriers can
arise not only in the student, but also in the training, and in the situation
of simultaneous formation of semantic barriers in the subjects of the edu-
cational process, the process of translation and assimilation of knowledge
becomes extremely inefficient and unproductive [6; 7]. Independent over-
come the semantic barrier subjects of study or reduced its severity over
time is unlikely, special efforts will be required, in particular, the mastery
of the teacher of special techniques, methods and technologies.

The purpose of this article is to analyze the didactic resource of
psychological and pedagogical technologies for removing the semantic
barriers in learning. In modern science, attempts are made to develop di-
dactic technologies that will initiate not just the emergence of individual
situational meanings within a lesson or educational situation, but also to
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influence the entire trajectory of value-semantic development. These tech-
nologies are designed to actualize the life orientations of students, to form
values, to determine their life priorities. In didactics, several typologies
and classifications of such methods and technologies are proposed for the
level of their meaningful potential. However, when describing such tech-
nologies and mechanisms of their implementation in the practice of the ed-
ucational process, those of them that not only initiate a sense of education,
but also help overcome the semantic barriers that arose during the training
as the contradiction between the evaluation position of the teacher and the
student, as dissonance of the meanings of the trainee and the essence of
the subject. The specifics of such technologies are described in this article.

The semantic barrier can be phenomenologically conceptualized as
a certain mental state, arising either before the beginning of the activity, or
during its execution. The existing state (semantic barrier) either does not
allow to turn around activities, or blocks and disorganizes already begun
activity. Such state causes sufficiently high level of nervous-mental ten-
sion, to reduce which, the person can use various types of psychological
protection; while the reasons that led to the appearance of a semantic barri-
er (external or internal), can be hidden from the person in the sphere of un-
conscious, and the less mature (in age or social terms) will be the person,
the less able to understand the true causes of difficulties in the activity [6].

Education is a developing environment in which there is self-devel-
opment of the individual, therefore, for the formation of students’ individ-
ual meanings in the development of the content education it is necessary
to create special conditions. According to E.G. Belyakova, ... the General
conditions of meaning formation in the study of subjects of different ed-
ucational cycles are realized through individualization of education, acti-
vation of the personal-semantic factor in the selection and development
of the content of education, the involvement of humanitarian texts, inter-
disciplinary integration on an axiological basis. The specific conditions of
meaning formation are associated with the interpretative potential of texts
acting as the content of education, age-psychological characteristics of stu-
dents, their basic semantic settings and level of education» [7, p.112-113].
Meaning formation is interpreted by her “as the development of individu-
al meanings of participants of pedagogical interaction — their enrichment
and acquisition of multidimensionality through interaction with personal
meanings of other subjects of pedagogical interaction, with pedagogical
meanings» [7, p.6].

In relation to the educational activities of the semantic barriers serve
two major purposes: destructive and constructive. The destructive func-
tion of the semantic barrier is that there is a decrease in self-esteem, frus-
trated creative abilities, there is a decrease in the effectiveness of educa-
tional activities, formed dissatisfaction with the results of activities. The
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constructive function of the semantic barrier (which includes protective,
stabilizing, regulatory and mobilization aspects) is manifested in the fact
that the consciousness of the subjects of training activity is protected from
traumatic experiences caused by internal and external conflicts, the mobi-
lization of internal resources of the body occurs, the mental and volitional
processes that restrain activity slow down.

Overcoming the semantic barrier allows the individual to move to a
new level of development, actualize all previously hidden potentials, and
mobilized resources which could give the activity a new vector, this leads
to a sharp decrease in the level of anxiety, normalization of a significant
number of mental processes, the appearance of a number of tumors-ade-
quate self-esteem, the ability to make constructive decisions [8, p.17].

D. A. Leontev points out that there is both a natural development
of semantic dynamics and the possibility of arbitrary development of the
semantic sphere with the help of various semantic techniques. It is pos-
sible both to develop own voluntary activity of the subject directed to
management of processes of semantic regulation, and to operate semantic
dynamics of other person. In this case, the meaning technicians will act
as a special case of psychotechnics. As the object of influence of sense
engineering acts semantic dynamics, namely the processes of meaning,
sense-awareness and sense-building. From the point of view of D.A. Le-
ontiev, it is through these processes that changes in the semantic sphere are
being implemented [9].

Such conceptual changes can include features of volitional regula-
tion (arbitrariness of the management of the motivation), the possibility
of increasing or decreasing motivation, reflexive analysis, features of se-
mantic choice, the technique of contractile dialogue [10]. At the same time
it is possible both to influence features of the separate behavioral act, and
through certain semantic dispositions to carry out influence on steady rela-
tions to certain people or things, to form or transform the general semantic
orientations — outlook, self-relation, system of values.

In the psychological and pedagogical discourse there is a theoretical
justification of the possibilities of initiation meaning formation, practical
developments and technologies that have a meaning-forming character
(S.Y. Zilberbrand, S.V. Gurov and etc.) [11-17]. With all the variety of
technologies, methods and forms of education, it should be noted that not
all of them have the meaning-generating potential which is necessary for
the formation or transformation of educational attitudes, educational val-
ues and educational motives.

In modern pedagogical psychology, there is a section associated with
the study of technologies, the use of which will allow the teacher to acti-
vate the meaning-forming activities of students. The development of the
technology of semantic activation requires taking into account the psy-
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chological mechanisms of initiation of meaning formation, as well as taking
into account the action of mechanisms that inhibit meaning formation [1; 2].

New didactics allows us to consider the psychological mechanism of
initiating the process of thinking education in the process of teaching from
a fundamentally new position:”... according to traditional didactics, tech-
nologies in relation to the content of the educational process are secondary,
act as a kind of superstructure, mechanism for its implementation.

In the “New didactics” there implementation. In the “New didac-
tics” there are cases of inverse dependence-content on technology, when
technology in the actions of the teacher is so rooted that it subordinates the
content itself. This can be seen in the example of dialogue as an education-
al technology, which prescribes a special, problematic content. Moreover,
the technology itself can move to the rank of content. If we agree that the
content is something to be mastered, and assume that with the help of the
same dialogue mastered some piece of educational material, then the mas-
tered may be the dialogue itself and rightly interpreted as content. Finally,
according to the New didactics, there is a sphere in education in which ed-
ucational technologies are not “in honor”. Here “in honor” psychological,
moral, didactic support» [2, p.18].

Based on the theory of semantic initiations, you can specify the
initial conditions making sense in the real techniques of the educational
process: «technologies of the directed formation of value-semantic units
in the educational process as a pedagogical technologies have different
meaning-making potential and different trajectories of implementation in
practice of educational process depending on their level of semantic actu-
alization and meaning-making potential. Technologies of content subjec-
tivation (filling it with potentially disclosed meanings), its simultaneous
and subsequent objectification (when the content makes sense for every-
one), assignment (crystallization) of meaning to students (each for him-
self) should be implemented in the real educational process only taking
into account the fact that the content operates at several levels that reflect
the logic of the educational process from design to implementation, from
the moment when the teacher begins to plan and prioritize the determined
content, prior to the direct disclosure and appropriation by students of the
meaning of what is being studied» [2, p.70].

Theoretical analysis allowed to reach the level of empirical research
of didactic technologies from the point of view of their potential as mean-
ing-forming initiations.

Analysis of the results of empirical research on the use of technol-
ogies of initiation meaning formation in the practice of the educational
process.

In the research of I.LE. Nesterenko tried to analyze and evaluate tra-
ditional didactic technologies in the educational process from the point
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of view of the greatest potential of meaning education, and the following
typology of technologies were proposed with high meaning potential.

“- technologies that provide a number of aspects of self-actualization
of subjective experience of students (initiation of semantic images through
actualization of semantic installations and semantic generalizations);

- dialogue technology (external, internal, multiple dialogues, inter-
cultural dialogue);

- technologies using the game component (role-playing, didactic, ed-
ucational, business and other types of games);

- problem-creative technologies (creation and reflection of problem
situations, solving problems on the “meaning” of situations) »;

- technologies related to self-assessment, self-presentation tasks,
and self-reflection.

- technologies providing psychological and didactic support of train-
ees (task for self-identification, development of empathy, development of
interpersonal and extrapersonal values as priorities in the formation of col-
lective consciousness)» [13].

The presence of semantic barriers has been prevented the process
of recrystallization of personal meanings, alienates the student from the
educational material, and insurmountable semantic barriers impede the in-
teraction of the student with both the teacher and the educational content.
The meaning-forming effect arises on the basis of persuasive influence
on the part of the teacher, at the moment when the teacher offers a certain
meaningful material is assimilated.

In a situation in which the meanings of teachers and students are
synchronized, the semantic barrier of alienation of students from the con-
tent of the educational material does not arise, since the educational con-
tent already has a personal meaning for students, and there is no need to
initiate the meaning of education.

If the content of the material is assimilated, causes the student to
disagree, then there is a semantic barrier with varying degrees of severity.

The pupil correlates the presented educational content with the se-
mantic fund available to him, in case of coincidence of semantic centration
there is a cognitive consonance and an initiation of sense formation.

Since the main source of meaning learners are substantial aspects of
the educational process, the nature of meaning and, consequently, the risk
of forming semantic barrier, influence the spatial-temporal characteristics:
the distribution of content between teacher and student, between groups of
learners taking into account temporal sequence learning activities. Con-
tent and technology are organically interrelated-the content “saturates” the
development of personality, its semantic structures, and technology is a
barrier to development. If the technology is inadequate to the content, it
will not “work”, because in this case there is a violation of the principle of

101

ANIAVYOIV S14V

¥891-E€CSC NSSI



SOCIAL AND HUMAN SCIENCES

KAZAKH NATIONAL ACADEMY OF CHOREOGRAPHY

isomorphic dependence “content-technology”. Thus, the question of tech-
nologies of possible overcoming of a semantic barrier in training is trans-
ferred from the didactic plan to the psychological plane since the contents
of training can be presented at different levels of training:

- at the design level — in the form of text, sign;

- at the level of the real educational process as the appearance and
manifestation of feelings, emotions, thoughts of students;

- at the personal level - as a system of meaningful life priorities of
the student, his values and life priorities.

Technologies of overcoming semantic barriers have a two-way sta-
dial process of mastering a certain set of psychological and pedagogical
tools that provide a certain level of achievement of the predicted results in
specific learning environments [18]. To address the issue of the choice of
pedagogical technologies that allow to equip teachers with an Arsenal of
techniques for initiating meaning formation in the realities of a particular
educational process, it is important to address the classification of psycho-
logical and pedagogical educational technologies, taking into account their
impact on meaning formation [19].

E. S. Zorina in research “Psychological bases of application of sense
techniques as a factor of initiation of sense formation in educational pro-
cess” showed how various psychotechnics and sense techniques can influ-
ence features of sense formation of pupils in real practice of educational
process. She proposed her classification of such semantic techniques, fo-
cusing on the modality of perceptual influence:

- semantic techniques (formation of associative semantic connec-
tions, semantic generalizations, meaning-inducing images-symbols);

- dialogue techniques (dialogues of different levels of semantic satu-
ration, polylogues, monologues, dialogue of cultures, etc.);

- game techniques (games-excursions, role-playing didactic games,
methods of specific situations);

- self-expression techniques (self-expression, self-esteem, reflec-
tion);

- support and facilitation techniques (empathic tasks, sensory train-
ing, peer-to-peer techniques»);

- meaning techniques of creativity development (art techniques,
tasks with multiple solutions, installations, eurythmy) [20; 21].

In classes where the learning process took place with the use of these
techniques in order to achieve psychological understanding, semantic con-
sonance between the teacher and the student (according to E. S. Zorina), the
initiations of semantic development in the following areas were identified:

- self-esteem and self-reflection, the need for public recognition
(0.356, with p < 0.01);
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- attitude to others (“having good friends” (0.223, at p < 0.05), “sen-
sitivity” (0.221, at p < 0.05), “tolerance” (0.215, at p < 0.05), the develop-
ment of empathic abilities (0.274, at p < 0.05));

- attitude to social values (“courage in defending one’s opinion”
(0,197, at p < 0,05), social intelligence (0,227, at p < 0,05), “productive
life” (0,244, at p < 0,05)).

According to E. S. Zorina, an experimental study on the use of se-
mantic techniques in the practice of overcoming semantic barriers showed
their effectiveness, the level of semantic acceptance of the comprehended
educational content increased, the number of students with positive strat-
egies for achieving consonance with the evaluation position of the teacher
increased [20].

V. Abakumova proposed a hierarchical classification of technologies
according to the level of influence on meaning from the lowest to the max-
imum degree [6]:

1. Classification of technologies based on the criteria of “method of
information coding”. This group consists of verbal, audiovisual, multime-
dia, hypertext, holographic technologies.

2. Classification of technologies according to the criterion * the val-
ue of the radius of action of the educational process.” At this level, there
are technologies that ensure the assimilation of material in a small aca-
demic space — in the form of lessons and other types of training sessions
(explanatory-reproductive, information-computer, heuristic, problem, sit-
uational-game, dialogue).

3. Classification of technologies based on the criterion of “teach-
er-student relationship”. This group includes: subject-object technology
(explanation, lecture, reproducing interview, work samples, exercise train-
ing type), the subject-subject-technology (methods Elkonin — Davydov
“Image — simulation — integration” technology problem the presentation
of the teaching material, advanced technologies of construction of edu-
cational process, large-block technology of presenting learning material);
subject-text-subject technology.

4. Classification of technologies according to the criterion “the na-
ture of cognitive activity of students.” This group includes technologies of
reproductive type (explanation of the teacher with the subsequent repro-
duction by pupils, training exercises), technologies of problem type (prob-
lem introduction of material by the teacher and problem-search activity of
pupils stimulated by it; statement of problem-cognitive tasks; dialogues,
disputes, discussions), technologies of research type (a method of the proj-
ect, abstract work, experimentation, creative works of trained).

5. Technologies based on the criteria “ the ability to provide personal
and semantic development of students.” This type of technology is not
focused on the “solid assimilation of knowledge”, not on the formation
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of “active thinking” and “creative activity”, but on the actual meaning of
students, accompanied by states of experience of varying severity degrees.

Most authors who typologize meaning-generating technologies sep-
arately distinguish dialogue as a technology that has a very great potential
in the perspective which we are interested in.

The study of the mechanisms of transition from impersonal mean-
ings to concepts filled with personal meanings makes it possible to devel-
op technologies of directed and indirect initiation of meaning formation
of students, to overcome value-semantic barriers in the real practice of the
educational process. A certain obstacle to the interiorization of the theory
of meaning in the real practice of the educational process is the existence
of a contradiction between the mandatory attribute of the management of
the educational process by the teacher and very essence of meaning as an
intentional act of consciousness, which is actually not subject to direction-
al control. To resolve this contradiction, we need a new learning technolo-
gy based on the achievements of semantic psychology and offers not just a
description of the mechanisms of functioning of meaning in the practice of
the educational process as directed knowledge, but also reveals the impact
of technology on the meaning-forming potential of the participants. It is
necessary to create and introduce into the practice of the educational pro-
cess methods and technologies that will initiate the semantic development
of students, to bring the system of interaction “teacher — student” to the
level of semantic understanding and acceptance of each other. In modern
psychological and pedagogical science, several typologies of overcom-
ing semantic barriers in the real practice of the educational process are
proposed. Most of them have been experimentally tested and can be rea-
sonably considered as technologies of sense-initiations. They have certain
similarities and differences.

Almost all the proposed technologies are based on the development
of three main semantic centers (attitude to oneself, to others and social val-
ues), and procedural — on dialogue and facilitating technologies, however
the direction and practice of realization has the essential features: depend-
ing on age (school students, university students, adults), on level of com-
plexity and prolongation of the curriculum (situations of retraining, spe-
cifics of educational purposes, training duration, level of cognitive com-
plexity of the comprehended material, availability of interactive methods,
etc.). When analyzing the dialogue as a basic technology for overcoming
semantic barriers, different authors interpret its result as the achievement
of semantic consonance, as the convergence of the evaluation positions of
different participants in the educational process, and semantic consonance,
in turn, helps a person to feel understandable and emotionally close to both
classmates and teachers, who begin to seem to those who express positions
that can be taken as personally close.
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Despite the fact that in modern psychological and pedagogical sci-
ence analyzed quite a large number of didactic technologies that have
meaning-generating potential, technologies which help to overcome se-
mantic barriers in the educational process. To solve the didactic contradic-
tion, meaning technologies are needed that will “work” overcome it. Tech-
nologies of overcoming semantic barriers are a two-way staidly process of
mastering a certain set of psychological and pedagogical tools that provide
a certain level of achievement of predicted results in specific learning en-
vironments.

This approach allows not only to expand the instrumental capabil-
ities of teachers, but also to make significant changes in the organization
of the real educational process, in the rethinking of its goals, content and
methods.
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THE SYSTEM OF PRONOUNS IN THE WORKS
OF OTIA IOSELIANI

Annotataion

The perculiarities of the Imeretian dialect were significantly reflecteted in the
works of Otia loseliani. It can also be said that Imeretian dialect has been contributed to
its formation as a writer, language and style.

This time we will focus on the pronounes from Otia loseliani’s literature creativity.
On the basis of material works we will show the pecuralities of the pronounes in the Low-
er Imeratian dialect and similarity-difference with the literary Georgian.

Key words: Imeretian dialect, pronounes, literery Georgian, similarity-difference.

K.P.Ilapuxaoze’
'Cyxym memnexemmix ynusepcumemi
(Tounucu, I'py3us)

OTHUSI HOCEJIUMAHU IIBIFAPMAIIBLIBIFBIHIAFBI
ECIMJIK KYMECI

AHHOTAUA

Omus Hocenuanu wvleapmauibliblabl Umepemun Ouaiekmiciniy epexuenikmepin
kepcemeoi. Conoati-ax umepemur Ouanexmici omvl Jcazyuibl peminoe 0amvlmyad, nin
MeH cmunbine biknan emmi den aunyea 0onaovl. Byn oiconer 6i3 Omus Hocenuanuodiy
WBI2APMATAPBIHOARL eciMoepae HA3ap ayoapovlK, epeKuieikmepi, mapuxsl MeH YKca-
cmulKmapsl — 20e0u epy3ur OUAIeKMICIHIY atblpMAUbLILIKMAPsl peminoe Kapacmol-
PbUIRAH.

Tyiinoi cesdep: umepemun ouanekmici, ecimoik, a0ebu epy3un mini, YKcacmoix
JICOHE AUBIPMALUBLIDIK.

K.P.Ilapuxaoze’
ICyxymekuit 2ocyoapcmeennulii ynusepcumem
(Tounucu, I'py3us)

CUCTEMA MECTOMMEHUH B TBOPYECTBE
OTHUs NOCEJIMAHHU

AHHOTAUA
Teopuecmeo Omus Hocenuanu ompaszuno 0cobenHoCmu umMepemunckoeo Oudiex-
ma. Mooicho ckazambe, 4mo umMepemuHCKUll OUaLeKm cnocooCcmeosan GopmuposaHur
€20 NUCAMENbCKO20 MACMepCmea, a makice pazeumuio sAsvika u cmuas. Ha smom pas
Mbl COCPEOOMOUUNUCH HA MeCIOUMeHUsX u3 npoussedenuii Omusa Mocenuanu, nokasoi-
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BaIOWUX CXOOCIBA - PASIUNUS C TUMEPAMYPHBIM SPYIUHCKUM.
Knrouegvie cnosa: umepemunckuil Ouaiexm, MeCmoumeHus, IumepantypHulil py-
BUHCKUTL A3bIK, CXOOCMBO U pa3IUYUe.

The peculiarities of the Imeretian dialect were significantly reflected
in the works of Otia loseliani. It can also be said that Imeretian dialect has
been contributed to its formation as a writer, language and style.

The speech of the characters, as is known, is the peculiar part of
the writer’s language. It includes dialogues, monologues or internal mon-
ologues that create an individualization of the characters, their external
or internal characteristics. “To interpret the internal portrait of the actors,
their speech is no less important than the description of the author. They
must fill achother.

This time we will focus on the pronouns from Otia loseliani’s lit-
erature creativity. On the basis of material in the works we will show the
peculiarities of the pronouns in the Lower Imeretian dialect and the simi-
larity-difference with the literary Georgian.

First of all, let’s look at the peculiarities of the pronouns’ ultimate
vowels:

As in the specific literature is showing personal pronouns: I, you,
we, you (plural) don’t have case or number category. They always present-
ing in the same form. [1, p.143; 2]. Only the pronoun “I”” gives the base
“mine”. This fact provides the basis for the above pronouns in the dialects
to appear in a small difference, which is associated with the addition of
sound in auslaut. This vowel in the lower Imeretian is “E»: Shene (Geor-
gian: you), Chvene (Georgian: we), Tkvene (Georgian: you — plural) ...

Phonetic varieties of personal pronouns are not found in the works
of O. loseliani. These lexical units are represented according to literary
norms.

Third-person pronoun “this” in Lower Imeretian are usually weak
and, generally, are represented by the version of “gao {Egi} /. This form is
often found in the writer’s works:

930 3969 asgomos-Hewentcrazy'[3, p.165]

930 ©OOm 0Ym S Losdmlb dm35309dbgb -It happened
in the morning and in the evening they accompanied us [3, p.50]

65D ©FOMES 3539V 930, OO Jombgl sbgoo -Why did Tsatse
need it? What was she asked? [3, p.50]

930 093963 99 0300-00g35 -You know this also — I said [4, p.77]

093960300 ymdxzgwdo 3bgoML b Bsymazom-This is not our

1 All the examples are written in Lower Imeretian dialect, that's why original text
are saved
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business, don’t put your nose everywhere like them[4, p.50]

930 osm B3960 9o, odm@o-He is all ours, from there [3, p.112]

The pronoun “g°“ {Eg}is often replaced by the base of indirect case
“0o0” {magi}:

350 95939 39J3935Bg ogm-From the beginning he was ready
fleeing [4, p.263].

3590, 9oy 39005 LoGgoo -That stakes upside down([3, p.50]

9b9 090, sbes 3dbs0 Bo0?-So, should we do that now? [4, p.202]

563 495 9o30 W™ Gysjoeo -Even this is not a total lie [4, p.301]

B0 356dsbsl 4390 O™ ©3539698L,56 oo Fs30? -Do you know
what does knock my car below? [3, p.80]

The third person’s pronoun is preserved in a new Georgian in an
abbreviated version ob {IS}. Its original form is “obo” {Isi}, which is
found in Georgian, Eastern and Western accents [1, p.143] The use of these
pronouns from the western dialect in the upper Imeretian is very common,
when in the Lower Imeretian we could not confirm such examples.

“9a0”{Egi} functionally is the equivalent to “qgl”{Es}, it expresses
closeness to the first person of the subject. On the other hand, the only dif-
ference between the pronouns “ga0”{Egi} and “9q9”{Eg} is only ultimate
syllable”0” {1} ,as it seems that the function of indicating on the first person
is related to the vowel “I” here. Otherwise, gao {Egi} pronoun wouldn’t
become a synonym for the pronoun “qls” {Es}.

In the lower Imeretian, the sq0 {Agi} was found as well, but less
often. It is spread mainly in the Gurian dialect. Usage of sp0 {Agi} hasn’t
confirmed in the writings of Ioseliani as well.

The plural form of ,,gy0“{Egi} is ,,99960“ {egeni}?, which indicates
closeness of person to first subject.,,g39b60“(Egeni)’ is a plural form of
,»98" (Eg) in the literary Georgian language and expresses its proximity
to the second person of the subject. This function in Lower Imeretian di-
alect has ,,053960*“{Mageni}. In indirect cases, forms with the addition
of “M” are more common, as the examples show, letter “N” which is plu-
ral number producer will remain in every cases: ,,50039605* {Amgenma},
,00296L“ {Amgens},,0d9960lL* {Amgenis} etc. developing such forms is
reflected the principle of agglutination, which means that all grammatical
categories are expressed by separate affixes.

Mo3bs doggbo BsgEHobo J9bL3gb 96056 — They are on your side
too much [5, p.36].

959960 sdom 3060LdJdbgwro 56 SGH0sb-they are not going to get
along with us [4, p.109].

b, 953960 235305-Yes, we needed just them (irony) [3, p.123].

2 gp0f{ Egi} — this
3 99960f Egeni} - those
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In the plural form the position of the ogqbo{Igeni}* is more solid,
when oqobo(Igini) are relatively rare. It is evident that Igini is formed in
the analogy of Mageni. In indirect cases we mostly meet forms with added
“M”: 0dggb-ds {Imgen-ma}, 0dygb-b {Imgen-s}, 0da9b-0l {Imgen-is}
and etc.

B396 ™A 43906900, 0339BL 396 Mbs®o? -If you can tell us,
why can’t you tell them? [3, p.100]

56 3505dM0Mmm d9b s 0dy9bds-don’t make me go crazy you and
them [5, p.87].

SbEos 5865060m 09290mbs3 96 god930R0bgdo-Like that I can’t
even show myself to them [6, p.65].

3693 ©d 533060069 593960596 0309b-They don’t know Aneta
and Akvirine [5, p.49].

Bgdo  B30mgdo G  Bgdo  T30egd0s,099603 396
390053500§3930909b-Even my children cannot change my mind [6, p.55]

099635 B50D 39OGS, 563 03056 [5, p.304] They don’t know
from where it falls.

The pronouns g0 Egi and oo Igi are represented by just one vowel
while using them as definitive pronouns:

9 89bo O™ s{mbgdl- He’s leg hurts [4, p.102]

9 ®g3960 5MLObIMYE0 09 M58 FmB3Mm s dmMmg3bs-The
one, who destroyed your sister [4, p.200].

535,093@9L0s 3P0 DBS @S BOBWOMMY30bs 3o oG
m)39b9gd0sm-This church was not built for turning into club or library
[4, p.158].

As for the deictic pronoun in the lower Imeretian, they are charac-
terized by relatively more features. In special literature, it is known that
the historically deictic pronoun should structurally have been as follow-
ing: vowel-consonant-vowel / V C V / qug{Ese}, obo{lsi}, g39{Ege},
ogo{lgi}. Thus, these pronouns can be found in old Georgian as deictic
pronouns; In addition, the root consonants were placed between identical
vowels. This type of pronouns is considered to be the same for other op-
tions which can be reducted to this type. The same can be said about the
dialects of the new Georgian language, where the deictic pronouns have
different phonetic varieties. All these varieties can be explained by certain
processes:

a)  The prefix “ai” is added to the base of the pronoun as a result
of the simplification

S0{Ai}s{a}: 591 {Aes}, 590 {Aem} (In Kartli& Kakheti)

59 {Aeg}, sobo {Aisi}(Khevsureti)®

4 ogqbo {Igeni} — They on Lower Imeretian dialect
5 Kartli; Kakheti - regions in Georgia
6 Khevsureti - region in Georgia
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Whereas by assimilating the base vowel «E» it gives us second «E»

99 {Ees}/o{I}/(Saingilo)’

999{Eem}/s{A}/(Khevs. Saing)

b)  There is a phonetic simplification:qug {Ese}qu{Es} /90/ {Ei}9{E}
( Kartli, Kakheti,Zemolmereti,Racha, Fshavi ):

obo {Isi}ol{Is}-/ oo/ {li}-o{I{(Kartli, Kakheti, Zemo
Imereti,Fshavi,Khevsureti....)

c)  One of the important differences between the deictic pronouns
accents on vowels, which are characterized in Fereidian, Ingilian, Tushian,
partially Kakhian [7, p.143]

The «E» vowel version of the deictic pronouns 9ds{Ema}9d {Em}
is characterized mainly by East Georgian dialects (Kartl., Kakh., Khevs.,
Mokhuri, Fshav., Fereid., Ingil.).

In the Gurian, Imeretian and other Western Georgian dialects, all
three zones are dominated by the pronouns which containletter “G”:
o0 {Agi},dogo{Magi},oqo{lgi}. This, of course, does not mean that it’s
unfamiliar “S” added consonant pronouns, gb{Es} andob{Is}. Such forms
are also found in Western Georgia [9, p.45].

To produce nominative from deictic pronoun dogo{Magi} it uses
base intended to indirect case (99-059-b {Ege-maga-n}, dogo-ll {Ma-
ga-s}...) versions of dsqol {Magis} are 3539 {Mage}and g {Meg}. First
is confirmed in lower Imeretian, (although we did not see it during the
research) and the other is used in Adjara. Both of themgaq//9 {Ege//Eg}
anddsyo {Magi} are formed by contamination of formants [8, p. 48].

95005 5930 359 bogmBaero-put those firewood above.[ 7, p.244]

sog 35y omdo 396, Bsdg@obo omdgds-Move that pitcher
away, or it will warm to much [4, p.250].

@53Lb0o, Bo0l Eobo 56 ogmU-Fill my glass, I don’t want to see
him again [5, p.304]

dslg FoM0sbo ogm 8oy 9960 930X MIMOL 435600
X0wsa0? -Were all ancestors of your chairman troublemakers [4, p. 279]
qbo {Esi} is the phonetic variety of the deictic pronoun, which is spread in
Western dialects, but was not confirmed in our case.

In the works spread forms of deictic pronouns are: 5365060 {Am-
nairi}, 0dbgo®o {Imneiri},dsabsoGo {Magnairi } , 0965060 {Imnairi},
530Lmsbs { Amistana}, dogobomsbs {Magistanay...

6535 03500691 535390 M3s500M0-How could they behave so bra-
zenly? [7, p.225]

930949658 56 mbs 0gm©gl sdbgocmo Lobfomero? -Shouldn’t
world know this kind of magic? [3, p.225]

0369060 30639 ymxzowbs®m,GHygmowo MM GHYMowos, 0303
©939x9M9ds - You are such kind of person, we could believe you even

7 Saingilo - region in Georgia
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when you are lying [3, p.64].

00969060 ©53f0obmMMH9d9w0 50969306 Y53005,003565 Bog03 J9
bg@bgdsm-He did not have someone who could promote him, otherwise
he could get it [4, p.205].

9o0Lsbs g3 bemd o3l s 0dygbl -56o- I also have something
like it, but they — don’t [4, p.10].

Interrogative pronouns can be found in Lower Imeretian as well as
in analyzed material in different phonetic variants: Gomegbo {Raodeni},
Godmbo {Ramdoni}, Msg3s00 {Ravari}, Msgoewo{Ravali}, Hobso6o
{Ranairi}, ®sbgo@o {Raneiri}:

4569060 5EMdYo 356 9960- How grateful I am to you [6, p.126]

Myge9, 6535000 490d50mg- Look at you, What a big man you
became? [8, p.181]

0969060 O™ 993009, 933509 gOHMIsbgmo-What kind of
period is it, we lost each other [4, p.199].

6535¢00 dmdFoMbg ogm, ®v) o30- Do you know what kind of mis-
ery he was? [4, p.32].

The characteristic feature of the possessive pronouns is the use of
“0530L0” {Tavisi} instead of “dobo” {Misi}, although these pronouns do
not interfere with each other in the analytical material:

G9M5L0g Hox ™05 MWYbg 5306 b353039d botgdl- Tara-
sie sat on his own oxen [3, p.32].

JmMs3 mog0lds 1gbgdds dmodsts-He stole ox by himself
[5, p.263].

Plural forms of deictic pronouns represent genitive case forms of
plural Nariani®:0oggbol (Magenis)//00960L (Imgenis)

5909090 ds Lodyoemds Js9b0l Jsbdsboom gox wogyobm?-
[ am too injured to travel with their ruined car [5, p.278].

009996l 3530 ©2569d9- Live them alone [5, p.75].

The mutual pronouns are different in dialects of Georgian lan-
guage. In Imeretian, Gurian and Rachian dialects on the basis of regres-
sive assimilation from Each other (9®oo0dgméq{Ertimeore}) is produced
9hmodmmg{Ertimoore} and by merging vowels is given 96Mmodméy
{Ertimore}. In the above listed dialects, as mentioned, there are also sever-
al versions of mutual pronouns: 96»0Jdsbgomo {Ertkmaneti}, 9gHodsdgmo
{Ertkameti}, gondobgoo {Ertkaneti} ... which were not confirmed in our
study.

Relative pronouns do not represent any different forms. As in literary
Georgian, as well as Lower Imeretian dialect and including O. loseliani’s
writings, the relative pronouns are produced on the interrogative pronouns
with the addition of 3(go) {Ts/Tsa} particle: gob- 306¢3(s) {Vin-Vints(a)},
Go-653(5)  {Ra-rats(a)}, GmIgwo-Omdgwog(s)  {RomeliRome-

8 Nariani - type of plural form in Georgian grammar
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lits(a)}, ©599bo-Modgbog(s) {Ramdeni-Ramdenits(a}, GHmymco-
Omam®o3(s) {Rogori-Rogorits(a)}

Attributive pronoun “self” (mgommb{Tviton}) , as it is known, in
Georgia it is originated from “c3000856” {Tvit man}: 0300356 {Tvit
man) } >»30msb {Tvitan}>mgommb{Tviton}. the transitional form of
this pronoun is ,,0030m356* {Tvitvan} and latter form cg0msb{Tvitan}
derived from lost of “V” in second syllable.

In imeretian dialect we have opposite process: in these pars of pro-
noun particle 306{Vin} is preserved, but it is lost in first syllable (after
consonant 30 (Vi) o (I)

00m356 {Titvan}:

0300mb//mommb {Tviton//Titon}:

30056 0loMEY Lobel 089690s OHMdom @S IOMbs
3953» -Isidore himself was building a house temporarily and had cow
[3, p. 103].

MR Y00, M30m56 29@ygoL-Just listen, he will tell you by
himself [4, p.244].

9969 99DMdgd0 Mmom356 dgo@sbgb-Neighbours will bring by
themselves [6, p.166].

“35390353900” {Kacadkaci} which have similar meaning as “‘each
and every” could not be confirmed in the analytical mater

The pronoun “each” (ymggwo/Koveli) in the opinion of N. Marr
comes from the verb. This is the full form of the active participle voice,
which, in its turn, is derived from the base of the not-preserved verb “gge»”
{Kvl} [7, p.225].

In the Western Georgian dialects “g3geng” {Kvele}'® version
is widespread, which is derived by double phonetic processes:
ygoso(Kvalai)-y3gargo (Kvelei) -g3geng(Kvele). In the analytical ma-
terial among above mentioned phonetic varieties we have met “439ego”
{Kvelei} only a couple of times:

95009090, 093960 yz9egols dsga0g®mos- Instead of everybody I
only trust to him [4, p.205].

Sb93o, 093960 yz9wgols dogogMos- He replaced all of you.
[6, p.205].We could not confirm added particle “gs” (Ka) forms
ygqwoys {Kvelaka}gggmogs {Kvelaka}

From producer element “g3960” {Pheri} is derived “gmggwonqg®o”
{Kovelipheri} and “yggwsgg®o” {Kvelapheri}. In Westers dialects
the base of widespread pronoun “gmeogq@o” {Kolipheri} is “gmeno”
{Koli} which is origin from ymgero {Kovli}. And from gmgwo {Kovli}
through the metathesis is produces ym®ggero {Korpheli}.

ymmoggwo {Koripheli} ym®aqgeo {Korpheli}:

9 Each and every - on Georgian omoommgsero (Titoeuli)
10 Kvele — En. Everybody on Lower Imeretian dialect
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B900 35:30L 65013530 ymeoxzg®o 9yMe9ds- I agree on everything
that my man says [5, p.225].

30, 30, 93500, gMwoxggeo dndsambos-Yes, yes, Agabo, I recalled
everything [6, p.246].

5603 Brmbgosm, ymdOHxgwo ogmgb-They did not even look,
but they knew everything [5, p.93].

4mOHxB9gbHg 00306 ©odbgzs goxmdobg- I choose to agree on
everything [5, p.89].

To produce indefinite pronouns in the West Georgian dialects, we
meet particles 30 {Tsa}+o{Gha}:

30b63ws{Vintsgha}//30b3ows { Vintsagha}//6s3swms {Ratsagha}//
Gosgos{Ratsgha}//®Gmdgmwogows{Romelitsagha}//
MMIgomss {Romelighatsa}.

The pronouns 30bgms { Vintsgha} , 5300 {Ratsgha}, ®mdgwogows
{Romelitsagha} made varieties of phonetic processes: in neighbourhood
of unvoiced “Ts” through strength of progressive assimilation voiced “Gh”
is turned into “Kh” and we receive 3o0b3bo {Vintskha} ®oisbs {Ratskha}.
This phenomenon occurs even when middle vowel “A” is on its place:

30633905 { Vintsagha}g0b63bs {Vintskha},

Mo3ows {Ratsahga} ®s30bs {Ratsagha},

Mmdgwogows  {Romelitsagha}®mdgwogobs  {Romelitsagha}
[7, p. 242]:

5300 959960 65993960 896l 396 50056 They are on your side too
much [3, p.35].

3535M909o 45BgMgdMs s 3063bs-3063bgd0 BIFMUMs-
The train stopped and some of passengers went down [8, p.89].

50 ?353HOHMbM J3994obsl Mrogbs ber Mbs Mlsdz9wmb-This own-
erless country should be helped by someone [3, p.202].

3005 {Vigha}//30056s {Vighana}:

3005655 96 59300bs30 96 Godgl sdHgMHo-Who would read or
write something this time [3, p.20].

AoolL bBob 3530 300vs MMem-Who is not married by his age[3, p.304]

3005655 baewbo, bygss boewbo-Who are the people, where are the
people? [3, p.137].

535, 3009659,0090J3> J399obs-Who’s left, country has fall apart
[5, p.82].In lower Imeretian, Rachian and Lechkhumian dialects negative
pronoun “nobody” (s©5306/ {Aravin}) ultimate particle of “s65“ {Ara} is
changed into*“s69* {Are} :(569306/{Arevin} }. The reason for this may be
the analogy with prnoun “Verevin”, which is found in above dialects what
is as well result of assimilation: 3965306 {Veravin} 3969306 {Verevin}
[5, p.248].

d09-3m®90L 569306 §9owgds, Jg ogo-You know, they would
not take mountains [8, p.465].
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099 98 ;s 56930L 3F0MYdsM, Bgdo ogmlim-If no one need this
mountain, [ will own it [6, p.62].

OmEbs 9609306 20F9MHS O 509300 odsds, BIMBME0Ys30-
When nobody was catching you, you should have come down [6, p.48].

“5003900“ {Arapheri} changes phonetically into “s65g39e0*
{Arapheli}

03056 ,500L FgBHO 9M37g0 ool gdL-They know, except
this nothing will change him [3, p.268].

53 996 393930 9M9xqwl, Bgdm 9bsgnmOEmes? — Does not
say anything to me, my little twittering? [9, p.10].

Thus in O. loseliani’s works there is significantly reflected car-
asteristic speech of Lower Imeretian dialect, which is expressed by dif-
ferent varieties of pronouns. However we have number of cases, which
are not found in writer’s works. For example indefinite pronouns with
added particle “ys” {Ka}, as well as phonetic variations of mutual pro-
nouns-g6mddgbgmo {Ertqmeneti}, g®odsdgomo{Ertqameti} and etc.
Relative pronouns are mainly followed by literate Georgian. Illustrative
examples show the author uses this particular method - in order to better
show the inner portrait of the characters and better feel the environment,
by readers, in which the characters operate.
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ABTOPJIAP TYPAJIbI MOJIIMET:

1. KamanoBa I'yapHapa KymaraimeBHa — oHEp Maructpi, OKeITymsl, A.B.
Cene3HeBa aTBIHIAFBI AJIMaTHl XOpeoTrpadIsuIbIK, yunnunineci, Anmmarsl, Kazakcras;

2. KaneroB Hypiaan McmaryiaoBuy — Peceit @enepanumsaceiasia EHOex ciHip-
reH oprici, Tarapcran Pecryonukaceinbie EHOCK CiHipreH apTici, xopeorpadus Gpaxyiib-
TeTiHiH AekaHbl, Kazak yITThIK Xopeorpadus akagemusicsl, Hyp-Cynran, Kazakcran;

3. ToawicoaeBa Kanna ’KeHncoBHa — UIOIOTUS FHUIBIMAAPBIHBIH JOKTOPEI,
mpogeccop, Kazak yirTeik xopeorpadus akagemusicel, Hyp-Cyiran, Kasakcran;

4. PaxbimOepaueBa Cas HypnanoBHa — «OHepTaHy» MaMaH[bIFBIHBIH
4 xypce cryaenrti, Kazak yaTTeK Xopeorpadus akanemusicel, Hyp-Cynran, Ka3akcras;

Fotnoimu orcemexwici — Mycunna @iopa bopucoBHa — ara okbITy1Ibl, Kazak yir-
TBHIK Xopeorpadus akagemuscol, Hyp-Cynran, Kazakcran;

5. Tan6aeBa Ailiryan KymaraeBHa — «OHepTaHy» MaMaHIBIFBIHBIH 4 Kypc
ctynenti, Kazak viaTThiK Xopeorpadus akagemusicsl, Hyp-Cynran, Kaszakcran;

Foineimu orcemerwiici — JlaxymacentoBa I'yibHapa Ta3a0exoBHa — eHepTaHy
KaHauaatel, npodeccop, Kasak yiarTeik xopeorpadus akagemwuscsl, Hyp-Cynran, Ka-
3aKCTaH;

6. bearudaeBa Amuna baxsITOBHA — «OHepTaHy» MaMaHIBIFBIHBIH 4 KypcC
crynenrti, Kazak ynTTeIK Xopeorpadus akagemusicsl, Hyp-Cynran, Kazakcran;

Fowroimu oicemerxwici — JaxymacentoBa I'yibHapa TazabexkoBHAa — oHEpPTaHY
KaHauaatel, npodeccop, Kazak viarTeik xopeorpadus akagemusicel, Hyp-Cynran, Ka-
3aKCTaH;

7. AuapamskapoBa /lunapa Pama3aHKBI3bI — ©HEpTaHy Marucrpi, ara OKbI-
Tymbl, Kazak ynTTeIK xopeorpadus akagemusicel, Hyp-Cynran, Kasakcran;

8. KyaboexoBa Ajiryiab KenecoBHa — nearorvuka bUlbIMIapbIHbIH JTOKTOPBL,
mpogeccop, Kazak yntTeik xopeorpadus akagemusicel, Hyp-Cynran, Kazakcran;

9. BenxBaaze Tamap — moxropant, CyxyM MEMJIEKETTiK yHUBEpcHUTeTi, TOu-
qucu, I'py3us.

Fouvimu orcemexwici — Copaus Jlyapa — npogeccop, Cyxym MeMIICKETTIK yHHU-
Bepeureri, TOwmucn, ['py3us;

10. CakraranoB banadex Kenimraiiyasl — PhD noxropsr, Kazak yiTThIK Xo-
peorpadus akagemusicel, Hyp-Cynran, Kasakcran;

11. KspimmakoaeBa Aiirepim KyaHblmOeKKbI3bl — I€Jaroruka fbulbIMAA-
PBIHBIH MarucTpi, aFbUTIIBIH TiJl MyFaiimi, Kazak yaTThIK Xopeorpadus akaleMHsICH,
Hyp-Cynran, Kazakcran;

12. Ilapuxan3e KereBan — nokropant, CyxyM MeMJICKETTIK YHHBEPCHTETI,
Tounucwu, I'py3ust.

Fouoimu orcemexwici — Mapruann KeteBaH — KaybIMIACTBIPBUTFAH Ipodeccop,
CyxyM MemilekeTTiK yHuBepcurerti, TOwmucn, ['py3us.
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CBEJIEHUS Ob ABTOPAX:

1. Kananosa I'yibnapa KymarajameBHa — MarucTp UCKyCCTB, IPENOIABATENb,
AnmvatnHcKoe Xopeorpadrdeckoe yummmie M. A.B. CenesneBa, Anmmarsl, Kazaxcran;

2. KaneroB Hypaan UcmarynoBud — 3acioyxeHHslit Aptuct Poccuiickoii De-
Jepannu, 3aciayxennbsli Aptuct Pecriyonuku Taraperan, nekan dakynbrera Xopeorpa-
¢un, Kazaxckas HaunoHansHas akanemus xopeorpaduu, Hyp-Cynran, Kazaxcran;

3. ToabicoaeBa Kanna ’KenncoBHa — JOKTOp (HIOIOTHUECKUX HAYK, ITPO-
(eccop, Kazaxckas HanmoHanbHas akagemus xopeorpaduu, Hyp-Cynran, Kazaxcran;

4. PaxbimOepaueBa Cas HypiianoBHa — cTyleHTKa 4 Kypca CHEIMaIbHOCTH
«HckyccrBoBenenne», Kazaxckas Hanponansnas akagemus xopeorpadun, Hyp-Cynran,
Kazaxcran;

Hayunwii pyxosooumens — Mycuna ®aropa bBopucoBna — crapmmii mpemno-
nasateib, Kasaxckas HaunonansHas akanemus xopeorpaduu, Hyp-Cynran, Kazaxcran;

5. Tan6aesa Ajiryas JKymaraeBHa - cTyneHTKa 4 Kypca creranbHocTH «Hc-
KyccTBOBenieHne», Kazaxckast HaunonansHas akagemust xopeorpaguu, Hyp-Cynran, Ka-
3aXCTaH;

Hayunenii pyxosooumens — Jlxkymaceuroa I'yipbHapa Ta3zadexoBHA — KaHIH-
JlaT NCKyccTBOBeieHnH, npodeccop, Kazaxckas HarmonansHas akagemus xopeorpadum,
Hyp-Cynran, Kazaxcran;

6. bBeanrudaeBa AmuHa BakbpITOBHa — CTyJeHTKa 4 Kypca CHEIMAIbHOCTH
«MckyccrBoBeneHuey, Kazaxckast HanmonanbHas akagemus xopeorpaduu, Hyp-Cynras,
Kazaxcran;

Hayunvui pykosooumens — JlxxkymacentoBa I'ynbnapa TazabexoBHa — kanau-
JlaT CKyccTBoBeieHnH, npodeccop, Kazaxckas Hanmonanshas akagemust xopeorpadum,
Hyp-Cynran, Kazaxcras;

7. Aapamkapoa /lunapa Pama3zaHoBHa — Maructp HCKYCCTBOBEACHHS,
cTapImuii mpenopasarenb, Kazaxckas HannoHambHas akageMus xopeorpaduu, Hyp-Cyi-
taH, Ka3axcran;

8. Kyan6ekoBa Aiiryias KenecoBHa — TOKTOp 1earornueckux Hayk, mpodec-
cop, Kazaxckas nanmonanbsHast akanemus xopeorpadun, Hyp-Cynran, Kazaxcran;

9. BenxBaaze Tamap — noktopant, CyXyMCKHI roCy1apCTBEHHBIN YHUBEPCHU-
tet, Tounmen, ['py3us.

Hayuneuii pykosooumens — Copaus Jlyapa — mpogeccop, CyxyMcKkuii rocymap-
CTBEHHBIN yHUBepcuTeT, Tonmmcu, [py3us;

10. Cakrarano bana6ek KenmmraeBuu — noxrop PhD, Kaszaxckast Haimo-
HanbHas akazemus xopeorpaduu, Hyp-Cynran, Kazaxcran;

11. Ksinmakéaesa AjirepuM KyaHbIIIGeKKBI3bI — MarucTp MeIarornyeckux
HayK, YUUTEIb aHIIMHCKOTO sI3bIKa, Kazaxckas HallMOHaJbHAs akaJeMusi Xopeorpadum,
Hyp-Cynran, Kazaxcran;

12. Mlapukan3e KereBan — noxropant, CyxXyMCKHI TOCYTapCTBEHHBIN YHUBEP-
curet, Tommucu, I py3us.

Hayuneiii pykosooumens — Mapruanu KereBaH — accommupoBaHHBIN mpodec-
cop, CyxyMckuii rocyiapcTBeHHbIH yHuBepcuTeT, Tomnucu, I py3ust.
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«ARTS ACADEMY» FBIJIBIMMU 7KYPHAJIBIHBIH PEJTAKIIH-
AJBIK CAACATBI

«Arts Academy» XypHaJBIHBIH PEIAKIHMSIIBIK CasCaThl FHUIBIMU
KBI3METTIH JTUKACHIHA TIKeJIeH OalyIaHbICThI. PenakiusiblK cascarra ra-
JABIMIAP ©3 JKYMBICTaphIHA JaWbIHIIBIK jkKacay OapbIChIHIA PEAAKIMSIIBIK
casicarta OacCIIBUIBIKKA aJIaThIH KaFUIaTTap MEH YHFapbIMAApP KUBIHTHIFBI
OasHIaNa bl

«Arts Academy» >XypHaJBIHBIH JKOCIAPhl — PEICH3USIIAHATHIH,
TIOMEeKCo3 albIHATBIH KypHAJIJApIbIH KaTapblHa eHy. byn e3 keserinuae
penakuus alKachlH MaHBI3bl OHETeT-3THKAIIBIK KaFuAaTTapAbl )KOHE Yid-
BIMJIACTBIPY HOPMAaJIApbIH CaKTayFa MiHAETTECH/I1.

«Arts Academy» ’KypHAJIBIHBIH PeIaKIUSIIbIK
casicaThbIHBIH KaJNbI epexesepi

KypHannbiH TakpIpbINTHIK OarbIThl Oap. XXypnam Oertepinne
FBUIBIMH MaKaJjasap, IoJyiap, KbICKalla XxadapiiaHabIpyiap MEH AUCKYC-
CHSUTBIK MaKaJjauap »apHusiiaHa/bl.

bacbutbiM ©3eKTi Macernenepre:
xopeorpausIIbIK OHEpiH TapUXbIHa,
xopeorpagusi eJarorukacbHa,
OHEepTaHy¥a,
Ka3ipri MoJICHUETKE,
eHep kKoHe O171iM Oepy cajachbIHIaFbl MEHEKMEHTKE,
QJIEYMETTIK-T'YMaHHUTAPIIBIK FRUIBIMIAPFA apHAJIFaH.

KypHanablH MIBIFY MEP3IMALIITT — TOKCaH CalbIH.

Kypnanaeia pegakius ankacel — Kazakcran PecryOnrkachlHIaFbI,
TM/I ennepinaeri )koHe alblc meTeneri 6i1iM Oepy *oHe FhUIBIMH-3€PT-
TEy YHBIMIAPBIHBIH KETEKIII1 FaIbIMIapbl MEH MaMaHaphl.

FoutbiMu KypHaJAbIH peNakius ajkachl TYIHYCKAaHbI, OYpBIH
emoip xepae kapuslaHOaraH jxoHe Oipmesriige 6acka OackUIbBIMAapiaa
OachUTyFa apHaIMaraH MakajiaJap/ bl FaHa KaObUIIar, KapacThIpaIbl.

Kypnan penaxiusicbiHa KeJlil TyCKeH OapibIK FRUIBIMU MaKajiaiap
KaTaH TYp/e peLeH3usIIayiaH oTe .
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FbL1bIMH KYPHAJIBIH PeIaKIUSIIBIK
casicaTbIHBIH HETi3ri KaruaaTTapbl

KypHan pemakiusicel TOMEHIETI 3aHIaPMEH KOPFaJIaThIH 03 JKY-
MBICTapbIH OACHUTBIMFA JKiOepreH aBTOpIapAblH KYKbIKTapbIHA KYPMETIICH
Kapamnsbl:

1. Kazaxcman Pecnyonuxacvinviy Koncmumyyuscoimen (1995
arcvizvl 30 mamwizoazvl pecnyOnuKanvlk pegepenoymoa KaowvlioaHaaw)
(10.03.2017 orcvinzol scazoati OOUbIHWA OAPILIK 632€pMYIepMeH JCIHE
MONLIKMBIPYIAPMEH,)

2. Kasaxcman Pecnyonuxaceinoiy 2011 scoineer 18 aknanoazer No
407-1V «Folivim mypanvly 3anvimen;

3. Kazaxkcman Pecnyonuxaceinoiy 1999 owcoinzor 23 windeoeei Ne
451-1 «bykapanvix aknapam Kypaioapol mypaisly 3ayblMeH;

4. Kazaxcman Pecnyonuxacwinwiy 1996 oucoinevt 10 maycvimoags
No 6-1 «Aemopnvik KYKbIK JicoHe apanac KYKblKmap mypaivly 3aHbiMeH
(24.11.2015 oacvinevt gcazoaii 60tbiHua OAPILIK 632€pMYyIepMeH JCIHE
MONLIKMBIPYIAPMEH,)

5. Kazakcman Pecnyonuxaceinoiy 2007 scoinzol 27 windeoeei Ne
319-111 «binim mypanvry 3ayvimen (09.04.2016 scvinewt scazoati 60tibIH-
wa 6apnvix 032epmyiepmeH Heane moavlKmulpyiapmeH).

«Arts Academy» KypHaJBIHBIH PEIAKIMs aJIKachlHAa OachUIbIMFa
YCBIHBUIFAH aBTOPJIBIK KYKBIK MIHJICTTI TYPJI€ KeJIeci mapTTap/ sl OpbIH/a-
yF¥a HeTi3aeneni:

® 3epmmeyoiyy KYPOLIbIMbIHA JICOHE KOHYENYUusacvlHa Hemece
Manimemmepoi mandayed dcane mycinoipyee aumapivblKmart yiec Kocyed,

® MaKaniaHvly MOMIHIH JCA3y2a Hemece 02aH mybezellli e32epicmep
eHzizyee;

® oOacnasa bepinemin cOHbl HYCKAHbI MAKYA0AYEq.

«Arts Academy» >KypHasblHa ©3 KYMBICTaPBIH YCHIHATHIH aBTOP-
Jap ©3 TapanblHaH MaKaJaHbIH KeJIeCl TajanTapra cail 00JybIHa KeMmIiK
Oepyi THic:

v\ TynHycKaiblK Gonybl (6acka OachuibiMapaa OYpbIH COHJIBI
ochl (popmaza HeMece Ma3MYHBI KaFblHAH YKcac ¢Gopmajia >KapHsuiaH-
OaraH);

v/ Oacka GacnanapiblH peIaKIMACHIHIAA KapaibiMia jKaTllaraH
JKOHE aBTOPJIBIK KYKBIKKA KOHE KapaCTBHIPBUIBIIN KATKAH MaKaJaHBIH Ka-
pUsUTaHybIHA KATBICTHI MYJICITIED KAHKAJbI PETTEITCH;

v\ Kaujgaii na Oip aBTOPJIBIK KYKbIKTAp Oy3bUIMaraH, COFaH
opaii oceIFaH yKcac Oy3yIIbUIBIKTap aHBIKTAIFaH JKaFaaiijga Oacmarepre
IIBIFBIHIAPIBI OTEYTE KEMUIIIK Oepei;

v/ MarepuaIap/Ibl KOJIaHy CasCaThIH )KY3ere achIpyFa KOHE Mare-
pHaIap/pl TapaTyFa Karaai xkacay YIIiH aBropiap Oacmarepre, erep 6acka
J1a JKaF/Iaiiap KapacThIpbIMaFraH sKaFaaiiia, MEHIIIK KYKbIFBIH Oepeti.
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Kenecinep FpUIBIMU ATUKAHBI OY3YIIBUIBIK PETIHIE KApaCThIPBLIA/IBL:

e MOIIMETTEp/l KAChIPbIH TYpJe ipIKTey apKbUIbl Olapiabl Oyp-
Mainay, ¢padpukanusiiay *oHe CypeTTepMeH OypManay apKbUIbl KaXKeTci3
HOTIXKeNepeH Oac Tapry;

e KOJJay ayy YIIiH jKa3bUIFaH OTIHIMXaTTaFbl HEMeCe OTIHIMIET1
Kare MaomimaeMesep (COHbIH ilmiHIe OachUIbIMFa KaThICTHI, COHIal-aK Oa-
CBUIBIMFA KaObUIJaHFaH KYMbICTApFa KaTbICThI KaJIFaH OTIHILITED);

® ©3r¢ aBTOP/IbIH aBTOPJIBIK KYKBIKIIEH KOPFAJIaThIH )KYMBICTapbIHA,
FBUIBIMM JKaHAJIBIKTapblHA, OOJDKaMIapbliHa, 3€pTTEy TEOPUsIChIHA HEMECe
o/licTepiHe KaThICThl MHTEIUIEKTYAIABIK MEHIIIK KYKBIFbIH Oy3YIIBbUIBIK:

a) pyKcarchl3 Naianany, COHbIH 1IIiH/IE TIaruar;

b) capanmbutapabiH miKipi 60ibIHIIA OipeyaiH 3epTTey oAiCTepiH
’KOHE OMBIH 3aHCHI3 HEMICHY (OMBIH ypiay);

C) FBUIBIMH aBTOPJIBIKTHI HeMece OipJIeCKeH aBTOPIBIKTBI HEMICHY
HeMece oJlap/bl HeTi3¢i3 HeMIEHY;

d) ma3myHbIH e3repTy (Oypmanay);

€) ol KapusulaHOaraH >XYMBICTapMEH, >KaHAJIbIKTapMeH, OoJI-
KaMmJapMeH, TeOpUsIIapMEeH HeMece FhIIIBIMU d/IiCTepMEH TaHbICYFa Oerjie
ajlaMjiapra pykcar 0epy »KoHe oJap/ibl pYKCaTChl3 Kapusiiay;

e aBTOPJBIH KEJICIMIHCI3 ©3re ajaMMeH Oipiiecin aBTop Oonyra
TaJIBIHY;

e 3epTTey KYMBIChIHA KeIepri KeNTipy (3epTreyre KaxeTTi Kypai-
JlapFa HYKCaH KeJnTipy, 0y3y, KeIlipMecCiH xkacay);

e QipJecKeH ayarKepILIUliK KeJeculepaiH HOTHXKecl O0Iybl MyM-
KiH:

1) FBUIBIMU ATHKAHBI OOTEH alaMIap/IbIH OY3yIIbUTBIKKA OeIceH i
KaTBICY;

2) e3renep kacaraH OypManayIblUIbIK Typalibl xabapaap 0omy;

3) Oypmasnanran OacelUIBIMAApFa Oipiiecim aBTop 00my;

4) 6akpuIay MIHIETTEPIH €CKEPMEY.

«Arts Academy» >XypHaJIbIHBIH PEAAKIUAIBIK CascaTbiHA COMKEC
Keseciepre ko oepiameii:

e ©3r¢ aBTOP/ABbIH XYMBICHIH, OHBIH aBTOpP €KEHIH KOpCETIEeH,
MOJIIMET aJIbIHFaH JKepre cuITeMe jkacaMail jKoHe jKaklara ajaMmai, ces-
0e-coe3 Kellipyre;

e ©3re aBTOP/IBIH LIBIFAPMAChIH ©3repTil jka3y, Oip maparpadra He-
Mece MOTIH Oedirinze 0ip ceilyieMHEH apThIK ©3repTijice HeMece Coiem-
Jiep aJIbIHFaH JKepre cuITeMe )KacajiMmai oJapAbIH TOpPTiOl aybICTHIPBUIBII
xasbuica. CelsleMIep ajbIHFAaH JKepre cliTeMe jkacaiMai, ojap eadyip
©3TePTLIII )Ka3blIFaH 00JIica OHJA O ce30e-co3 KOIIipiareH 60iasr;

e OipeyiH IIbIFapMAIIbUIBIK 3JIEMEHTTEPiH aBTOPbIH KepceTIei
KOJIJJaHy, MBICANIbl, CYpeTTIH, KeCTEeHIH Hemece a03alThlH Kail >KepAeH
aJIbIHFaHbIHA, TEPEKKO31HE ClITeMe jKacanamMaca, JKakiiara ajpiHOaca. AB-
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TOpJIAp LIBIFApMaHbIH aBTOPJIBIK KYKbBIFbI Oap MECIHEH OHBIH HIBIFapMaJIbIK
ANIEMEHTTEPIH KOJJAAaHy YIIIH PYKCaT aidybl THIC,

® aBTOpPJIAp ©3 JKYMBICTAPBIH AJIFAll PET KAPUSIIAHBIIN JKaTKaHbIH
KOepCeTyi THiC.

Erep xomkazba aneMeHTTepl OypbIH 6acKa Makasa/ia mapusulaHFaH
6osica, OHJIa COJ KapHsIaHBIMFa ciITeMe Jkacairysl Tuic. CoHai-aK OHbIH
QJIJIBIHFBI J)KYMBICTaH KaHIal alblpMallbUIbIFbl OapblH KOPCeTe OTHIPHIIL,
OHBIH 3epTTEY HOTHXKEJIEpPIMEH KOHE KOPBIThIHbLIAPbIMEH OaillaHBICHIH
aHbIKTay. O3 )KYMBICTAPBIH cO30€-CO3 KOILIpil )Ka3yFa KOHE OHbI ©3TepTill
xKazyra OonMaibl.

FoutbiMu 3eprTeynepae 3epTrey OapbiChlHIa KETKEH OypMaiaH-
OaraH KaTeJiKTep, dayjibl MOJIIMETTEp, ajbIHFaH HOTHOKEIEepHAl opTypii
TYCIHZIPY *9HE OJap/bl SKCIEPUMEHTTIK OHJEY CEKUIIl 3epTTey IMpole-
CTEpiHE TOH JPEKETTEP ATUKAHBI OY3YIIBUIBIK OOJBIN CaHATIMANIbI.

Penen3ust OepyumriHiH KbI3MeTiHe KipeTiH 3THKAJBIK KaFuaaTTap

PerieH3eHT aBTOPIIBIK MaTepuaaapra FRUIBIME caparnTtama xKacai-
TIbl, COHBIMEH KaTap Kejieci KaFuaaTTapabl OpbIHIAY bl THIC:

e PereHs3ust anyra KaObUIIaHFaH KOMKa3z0a KyMusl Ky»KaT peTiH-
Jie KapacThIPBUTYBI THIC, KOHE OHBI PeHaKIUsAaH pYKcaT ajiMaraH Oerne
ajlaMJiapra OKbII TaHBICY YILiH Oepyre OomMai bl

e PereH3eHT 3epTTey HOTHKeJIepiHe OOBEKTUBTI >KOHE MQNENi
Oara Oepyi THiC. ABTOPJIBIH KEKe ChIHBI KaObLTIaHOAN I

e KapacThIpbUIbIMFa YCHIHBUIFAH KOJDKa30amapaaH albIHFaH Ka-
PBIKKa HIBIKIIaFaH MOJTIMETTEP/Il PEleH3eHT 63 MaKcaThIH/Ia Makananoa-
yBI THIC.

e PerieH3eHT KyMBICTHI Oarajayra ©3iHiH OUTIKTUIII KeTHneHTiH-
JTiHE KO31 )KeTce HeMeCe aBTOp MEH YHMBIM apachlHIa Jayabl Mocelesep
TYBIH/IAaFaH JKaFaaia o menriM Kaobuiiaid alManTeiH O0Jica, OHJa Ol
perieH3us 6epyzeH 6ac TapTy YILiH alJIbIH ajla peJakToOpFa Ol Typasibl Xa-
6ap Oepyi THic.

KypHan penakiusicel aBTOpIapiblH OefeniH KOprail OTBHIpHIM,
FBUIBIMU 9TUKA CTaHJAPTTAPBIH YCTAHA b )KOHE IIBIFAPMAIIBLIBIK YPIIBIK
OoFaH jKaFdaiila OFaH >KayanThl Kapaiabl, ce6edi mIbIFapMaIIbUIBIK Y-
JBIK JKacafpbl JETeH albIll 3epTTEYIIiHIH MaHCAObIHA HYKCAH KENTipes.
MyHnaii xaraaiia IbIFapMalibUIbIK YPIIBIK Typalibl albIlTaylapra acep
eTyre MYMKIHJIK OepeTiH TOPTINTep KyHecl KOIIaHbLIa bl

OOBEKTUBTITIKTI KaMTaMachl3 €Ty MaKCaThIHIA pelakius dpoip
OpBIH aJIFaH JKaFJalabl MYKHST 3ePTTEUI JKoHE OapibIK MYAIENl Tapar-
TapIblH TONENAepiH KapacThipaabl. Apbl Kapail opekeT kacamac OYpBIH,
penakiusi Aaynbl OachUIBIMAAPABIH aBTOPJIAPBIHAH HEMECe aBTOPIBIK
KYKBIFBI 0ap HelepiHeH HAKThI aKmapaT alyFa ThIPhICAIIbI dKOHE OHBI 3ePT-
TeHl.

123

ANIAVYOIV S14V

¥891-E€CSC NSSI



KAZAKH NATIONAL ACADEMY OF CHOREOGRAPHY

Eeep ativinmaywivl wwblHObIKKA dcanacnaimuli aknapam o6epce
(Mblcanvl, dcanzam amnen YCblHca) Hemece dMUKARA HCAMNAUMbIH, cec
Kepcemy Gopmacvinoa apexkem emce, OHOA MYHOAU HcaA0atoa peoax-
YUs WBIEAPMAULBLIBIK YPIbIK JHCACANIObl 0eeeH alblnKd Jcayan Kamnayed
KYKbLIbL 001a0bl. Pedakyus wwvieapmauiblivlk YpivlK sHca20auiapbli 02aH
KAMbICbl JCOK, MApanmapmer maikbliayaa MiHOemmi emec.
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THE EDITORIAL POLICY OF THE SCIENTIFIC JOURNAL
“ARTS ACADEMY”

The editorial policy of the journal “Arts Academy” is connected
with the ethics of scientific activity. The editorial policy sets out a set of
principles and prescriptions that scientists should follow when preparing
their work.

“Arts Academy” plans to enter the list of peer-reviewed, quoted
journals, which obliges the editorial board to observe a number of import-
ant moral and ethical principles and organizational norms.

General provisions of the editorial policy
of the journal “Arts Academy”

The journal has a thematic focus. Scientific articles, reviews, short
communications and discussion articles and others are published on the
pages of the journal.

The publication is devoted to topical problems:
history of choreographic art,

Pedagogy of choreography,

art criticism,

modern culture,

management in art and education,
Social and human sciences.

The periodicity of the issue is quarterly.

The editorial board of the journal are leading scientists and special-
ists of educational and research organizations of the Republic of Kazakh-
stan, CIS countries and foreign countries.

The editorial board of the scientific journal “accepts only original,
previously unpublished articles that are not intended for simultaneous pub-
lication in other publications.

All scientific articles submitted to the editorial office of the journal
undergo a rigorous review procedure.

Basic principles of the editorial policy of the scientific journal

The editors of the journal respect the rights of authors of works sent
for publication, protected by laws:

1. The Constitution of the Republic of Kazakhstan (adopted at the
republican referendum on August 30, 1995) (with amendments and addi-
tions as of March 10, 2017);

2. Law of the Republic of Kazakhstan of February 18, 2011 No.
407-1V “On Science” (with amendments and additions as of November
13, 2015),
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3. Law of the Republic of Kazakhstan No. 451-1 of July 23, 1999
On Mass Media;

4. Law of the Republic of Kazakhstan of 10 June 1996 No. 6-1
On Copyright and Related Rights (with amendments and additions as of
24.11.2015).

5. Law of the Republic of Kazakhstan of July 27, 2007 No. 319-111
“On Education” (with amendments and additions as of April 9, 2016);

For the editorial board of the journal “Arts Academy”, the author-
ship of the submitted to the publication is based on the mandatory obser-
vance of the following conditions:

e significant contribution to the concept and structure of the study
or to the analysis and interpretation of data;

o writing the text of the article or making fundamental changes to it;

o endorsement of the final version, which is submitted for printing.

For their part, authors who provide their work for publication in the
journal “Arts Academy” should ensure that the articles:

v are original (they were not published earlier in other publica-
tions in their current or similar form);

v are not under consideration in the editorial offices of other pub-
lications and all possible conflicts of interest related to copyrights and the
publication of the articles are settled;

v" do not violate any of the existing copyrights, and in this con-
nection they guarantee the publisher damages in case of revealing such
violations;

v for the convenience of dissemination and enforcement of the
material use policy, authors transfer exclusive title to the work to the pub-
lisher, unless otherwise provided.

As a violation of scientific ethics, the following can be considered:

e fabrication, falsification of data by secretly selecting them and
avoiding undesirable results, by manipulating images or illustrations;

e incorrect statements in the application letter or application for
support (including false statements regarding the publications in which the
work appeared, as well as the works accepted for publication);

¢ violation of intellectual property rights in respect of the work of
another author protected by copyright, significant scientific discoveries,
hypotheses, theories or research methods:

a) unauthorized use, including plagiarism;

b) misappropriation of research methods and ideas (theft of ideas)
according to experts;

c) the attribution of scientific authorship or co-authorship, or their
unjustified appropriation;

d) substitution (falsification) of the content;

e) unauthorized publication and provision to third parties of access
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to unpublished works, findings, hypotheses, theories or scientific methods;

e claiming to (co) authorship with another person without his / her
consent;

e disruption of research work (including damage, destruction,
forgery of other items necessary for the research);

e joint responsibility may result from:

1) active participation in the violation of scientific ethics commit-
ted by other persons;

2) awareness of falsification committed by others;

3) co-authorship in falsified publications;

4) obvious neglect of control responsibilities.

In accordance with the editorial policy of the magazine “Arts Acad-
emy” is unacceptable:

e verbatim copying of the work of another person without specify-
ing his authorship, references to the source and use of quotes;

e incorrect rephrasing of the work of another person, in which
more than one sentence was changed within one paragraph or section of
the text, or the proposals were arranged in a different order without an ap-
propriate reference to the source. Substantial incorrect paraphrasing with-
out reference to the source is equated to verbatim copying;

e use of the elements of the work of another person without attri-
bution, for example, a drawing, a table or paragraph without expression of
gratitude, a reference to the source or the use of quotes. Authors must ob-
tain the permission of the copyright owner to use the elements of his work;

e self-plagiarism: authors should indicate that their work is pub-
lished for the first time.

If the elements of the manuscript were previously published in an-
other article, then the authors are obliged to refer to earlier work. They
should indicate the essential difference between the new work and the pre-
vious one and at the same time to reveal its connection with the results
of the studies and conclusions presented in the previous work. Verbatim
copying of own works and their paraphrasing are unacceptable.

The actions inherent in research processes, as well as falsified (un-
conscious) research mistakes, data conflicts, different interpretations and
interpretation of the results and experimental developments are not consid-
ered as violations of ethics in scientific research.

Ethical principles in the activity of the reviewer
The reviewer carries out a scientific examination of the author’s
materials, as a result of which his actions should be impartial in nature,
consisting in the following principles:
e The manuscript received for review should be considered as a
confidential document, which can not be passed on for review or discus-
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sion to third parties without authorization from the editorial office.

e The reviewer is obliged to give an objective and reasoned as-
sessment of the results of the research. Personal criticism of the author is
unacceptable.

e Unpublished data obtained from submitted manuscripts should
not be used by the reviewer for personal purposes.

e A reviewer who does not, in his opinion, possess sufficient qual-
ifications to evaluate the work, or can not be objective, for example, in
case of a conflict of interest with the author or organization, should notify
the editor of his request to exclude him from the process of reviewing this
work.

The editorial staff of the journal adheres to the standards of sci-
entific ethics, protecting the reputation of authors and taking seriously
individual cases of plagiarism, proceeding from the fact that accusations
of plagiarism always negatively affect the career of the researcher. When
such situations arise, a system of procedures is used to respond to possible
accusations of plagiarism.

In order to ensure objectivity, the editors carefully examine each
case and consider the arguments of all interested parties. Before taking
any further actions, the editors seek to obtain the most accurate informa-
tion from the authors of the disputed publication or copyright owners and
study it.

However, the editors reserve the right not to react to accusations
of plagiarism, if the prosecutor provides inaccurate personal information
(for example, appears to be a fictitious name) or acts in an unethical or
menacing form. The editorial board is not obliged to discuss cases of al-
leged plagiarism with persons who do not have a direct relationship to it.
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PEJAKIIUOHHAS ITIOJIMTUKA HAYYHOI'O )KYPHAJIA
«ARTS ACADEMY»

Penakimonnass monutuka kypHana «Arts Academy» cBsizaHa ¢
9TUKOM HAYYHOH ACATENBHOCTH. B pelakiiMOHHON IOJUTUKE W3JIaraeTcs
KOMIIJIEKC MPUHIUIIOB U IPEJIUCAaHUM, KOTOPBIMH JOJKHBI PyKOBOJICTBO-
BaThCs YUEHbIE IIPU IOJTOTOBKE CBOEH pabOTBhI.

B nmanax xypHana «Arts Academy» BXOXKICHHE B YHCJIO PEICH-
3UpPYEMBIX, LUTUPYEMBIX KYPHAJIOB, YTO 0053bIBAET PEJAKIIMOHHYIO KOJI-
JETHIO COOMIONATh Psii BAXKHBIX HPABCTBEHHO-ITHMYECKUX MPUHIUIIOB H
OpraHU3aL[MOHHBIX HOPM.

OO0mme mos10xkeHUs peJaKIMOHHOM
NOJMTHKH ’KypHaJIa «Arts Academy»

JKypHanm uMmeer TeMaTM4eCKylO0 HampasieHHOCTb. Ha crpaHmmax
KypHaja MyOIUKYIOTCSI HaydHbIE CTaThbH, 0030pbl, KpAaTKHE COOOIICHHMS,
JMCKYCCUOHHBIE CTATbU U JPYyroe.

W3nanue moCBAIICHO aKTyaJbHBIM MPOOIeMaM:

UCTOpUs XOpeorpaduueckoro HCKyCcCTBa,
nelaroruka xopeorpaduu,
HCKYCCTBOBEJICHHE,

COBPEMEHHas KyJIbTypa,

MEHE/KMEHT B HCKYyCCTBE M B 00pa30BaHuM,
COLIMAJIBHO-T'YMAaHUTAPHbIC HAYKH.

[leproanuHOCTD BBITyCKaA KypHajla — €XEKBapTaJIbHAas.

PepaxkumonHas Komierus skypHajla — BEAyLIME YUEHbIE U CIELH-
QIMCTBl 00pA30BATENIFHBIX W HAYYHO-HUCCIIEAOBATEIbCKUX OpraHU3alui
Pecny6nmuku Kazaxcran, crpan CHI™ u nansHero 3apy0exbsi.

PenakuvOHHOM KOJUIErHed HAay4HOIo KypHaJIa «IIPUHUMAKOTCS K
PacCMOTPEHHIO TOJIBKO OPUTMHANIbHBIC, paHEe HUTIEC HE MyOIMKOBaBIIHE-
Csl CTaThH M HE MpEJHAa3HAYECHHBIC K OJIHOBPEMEHHOH MyOIMKaluu B APY-
TUX U3JaHMSIX.

Bce HayuHble cTaThy, IOCTYIUBLIME B PEIAKIIMIO XKy pHaJIa, IPOXO-
JIAT CTPOTYIO IIPOLENYPY PELEH3UPOBAHUS.
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OcHoBHbBIE IPUHIUIIBI PeTAKIIUOHHON MOJUTHKH HAYYHOT0 KypHAJIa

Penakmus xypHasia ¢ yBa)KGHHEM OTHOCHUTCS K MpaBaM aBTOPOB,
MPUCHUIAIOIINX JIUTs MyOIuKanuu paboTel. Bee aBTOpckue MaTepuasisl 3a-
IIUIIEHBI 3aKOHAMHU:

1. Koncmumyyus Pecnyonuxu Kazaxcman (npumsama ua pecny-
onruxanckom pepepenoyme 30 aseycma 1995 2ooa) (c usmenenusimu u 0o-
noaneHuamu no cocmoanuto na 10.03.2017 2.);

2. 3axon Pecnyonuxu Kaszaxcman om 18 ¢pespans 2011 200a Ne
407-1V «O nayxe» (c usmeneHuamMu u OONOIHEHUAMU NO COCMOAHUIO HA
13.11.2015 2.);

3. 3axon Pecnybnuxu Kazaxcman om 23 urons 1999 cooa Ne 451-1
«O cpedcmesax maccosoil uHgopmayuuy,

4. 3axon Pecnyonuxu Kazaxcman om 10 uions 1996 200a Ne 6-1
«Ob6 asmopckom npase u CMeXCHbIX Npagaxy (¢ usMeHeHUuAMU U OONoIHe-
HusmMuU no cocmosinuio na 24.11.2015 2.).

5. 3axon Pecnyonuxu Kazaxcman om 27 urons 2007 2ooa Ne 319-
1II «O6 obpazosanuuy (¢ usmeHeHuaMy U OONOIHEHUAMU NO COCMOSHUIO
na 09.04.2016 2.);

Jlnst penkoinerun xypHana «Arts Academy» mpaBo aBTOpCTBa
MPECTABICHHBIX K M3aHUIO0 paOOT OCHOBBIBAETCS HA 0053aTEIBFHOM CO-
OJIIOICHUH CIICAYIOIINX YCIIOBHIA:

® 3HAUUMENLHOM 6KIa0e 8 KOHYEnyuro u CMpyKmypy uUccieoosa-
HUS UIU 8 AHATU3 U UHMEPNPEemayuio OaGHHbIX,

® Hanucanuy Mmexcma Cmamoii Uiy HeCeHUU 8 He20 NPUHYUNUATb-
HbIX UBMEHEHUL,

® 0000peHUsi OKOHYAMENbHOU 8epCuU, KOmopas codemcs 6 ne-
yamo.

Co cBoeilt CTOPOHBI, aBTOPHI, MPEAOCTABIISIONINE CBOU Pa0OTHI IS
ormyONnMKOBaHUs B )KypHalle «Arts Academy», TOMKHBI TapaHTHPOBATh,
YTO CTaThHU:

v\ ABIAIOTCS OPUTMHAIBHBIME (HE ITyOJIMKOBAIKCH PAaHEE B JIPY-
T'UX U3JJaHHSIX B UX HBIHEIIHEH WK OJU3KOM 110 CofiepKaHuio popme);

v\ He HaXOIATCA Ha PACCMOTPEHMHU B PENAKIMAX APYTUX H3Ja-
HUH U BCE BO3MOXKHBIC KOH(PIIUKTHI HHTEPECOB, CBSI3aHHBIC C aBTOPCKUMU
MIpaBaMu U OMyOJIMKOBAHUEM PACCMATPUBAEMBIX CTATEH, YPETyIUPOBAHBL

v/ He HapyIIAlOT HHU OJHO W3 CYIIECTBYIONIUX aBTOPCKUX IIPaB,
B CBSI3M C YeM TapaHTHPYIOT M3/ATENI0 BO3MEIICHUE YOBITKOB B Cilydae
BBISIBJICHHSI ITOIOOHBIX HAPYIIICHMIA,

v Ui ynoOCTBa paclpoOCTPaHEHUs U 00ECIEUCHHUS! pean3aiim
MOJIMTUKH UCTIOJIb30BaHMSI MaT€pHajioB aBTOPHI MEPEIA0T U3AATEI0 UC-
KITIOUUTENIFHOE MPaBO COOCTBEHHOCTH Ha paboTy, €CIIM HE MPeIyCMOTpe-
HO WHOE.

Kak Hapy1ieHue Hay4HON STUKH MOXKET PaCCMaTpUBaThCs CIIEIYIOLIEE:
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e (pabGpukarus, panbcupuKays JAHHBIX IyTEM UX TaitHOTO 0TOO-
pa M OTKa3a OT HEeXeJaTeNbHbIX pe3ylbTaToB, MyTeM MaHUMYISALUU U30-
OpaKEHUSIMH WIH WLTIOCTPALUSIMH;

® HEKOPPEKTHBIE 3asBJIICHUS B MHCbMe-3asBKE WM 3asBKE Ha I10-
JTy4eHUEe TOAJIEPKKU (B TOM UHUCIE JOXKHBIE 3asiBICHHUSI OTHOCUTEIBHO
nyOIuKaIMii, B KOTOPBIX MOSBUIIACh paboTa, a Takke padoT, MPUHATHIX K
myOnuKanum);

e HapylleHHEe MPaB UHTEIUIEKTyalIbHONH COOCTBEHHOCTH B OTHOILIE-
HUM paboT Ipyroro aBTopa, OXpaHIEMbIX aBTOPCKUM MPABOM, 3HAYUTEIb-
HBIX Hay4YHbBIX OTKPBITHH, TUIIOTE3, TEOPUN HIIM METOJIOB UCCIIEIOBAHUS:

a) HECAaHKIIMOHUPOBAHHOE UCIIOJIb30BaHUE, B TOM YHUCIIE TIATHAT;

b) He3aKOHHOE MPUCBOCHUE, IO MHEHHUIO IKCIIEPTOB, METOJIOB UC-
CJIeIOBaHUA U UeH (Kpaxka uaei);

C) IPUCBOEHHE HayYHOTO aBTOPCTBA UJIM COABTOPCTBA, UK HE00O-
CHOBaHHOE MX MPUCBOCHHUE;

d) monmena (¢panbcudukaius) coaepKaHus;

€) HEeCaHKLIMOHMPOBaHHAasl MyOJMKalWs W MPEJOCTaBICHUE Tpe-
THUM JIMLAM JOCTYIA K ellle He OMyOIMKOBaHHBIM paboTaM, HaXOAKaM,
TUIIOTE3aM, TEOPUSIM HIIM HAYYHBIM METOAAM;

e MpUTsI3aHUE Ha (CO) aBTOPCTBO C APYTUM JUIIOM 0Oe3 ero/ee co-
Iacus;

® CpbIB HCCIIEIOBAaTENbCKOW paboThl (B TOM 4YMCJIE HaHECEHHUEe
yuiep6a, paspyleHue, IoAJIeNKa APYTUX NPeAMETOB, HEOOXOIUMBIX IS
MIPOBE/ICHUS UCCIIEJOBAHUS);

® COBMECTHAasi OTBETCTBEHHOCTh MOXKET SIBIISITHCS PE3YJIbTATOM:

1) aKTUBHOIO y4acTus B HapyIIEHUH HAy4YHOW 3TUKHU, COBEpIIae-
MOM JPYTHUMH JIHLIAMHU;

2) OCBeIOMJIEHHOCTH O (alibcu(hUKAIINHU, COBEPILIAEMOM IPyTUMU;

3) coaBTopcTBa B (hanbCUUIIMPOBAHHBIX MTyOIUKALIUAX;

4) saBHOTO IMpeHeOpeKeHUs 00A3aHHOCTAMU KOHTPOJIS.

B cooTrBeTcTBMM € pelaKLMOHHOM MOJMTHKON KypHana «Arts
Academy» HelomyCTHMO:

® JIOCIIOBHOE KOMMPOBAaHUE pabOTHI APYroro juua 06e3 ykazaHUs
€ro aBTOPCTBA, CCHIJIKM HA UCTOUYHHUK M UCIOJIb30BAHUS KaBBIYEK;

® HEKOPPEKTHOE nepedpazupoBaHKe MPOU3BEACHHUS JPYTOro JInia,
IIPU KOTOPOM OBIJIO U3MEHEHO 00JIee OHOTO MPEIOKEHHS B paMKax Ofl-
HOTO maparpada win paszena TeKcTa, TM00 MpeaokKeHUs: ObLTH pacIoio-
KEHbI B MHOM TOpsIJIKe 0€3 COOTBETCTBYIOIIEH CCHUIKM HAa UCTOUYHUK. Cy-
IIECTBEHHOE HEKOPPEKTHOE nepedpazupoBaHie 0e3 CCbUIKM Ha HCTOYHUK
MIPUPABHHUBAETCS K IOCIIOBHOMY KOITMPOBAHMUIO;

® UCIOJIb30BaHUE HJIEMEHTOB NPOU3BEICHUS APYroro juna 6e3
yKa3aHHs aBTOPCTBA, HAPUMEpP, PUCYHKa, TaOMUIbI UK ab3ama 6e3 Bbl-
paskeHHs MMPHU3HATEIBHOCTH, CCHUIKM HA MCTOYHUK WIIM UCIIOJIb30BaHMS
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KaBBIYEeK. ABTOPBI JOJKHBI MOTYYHUTh pa3pelieHne BIaaeblia aBTOPCKUX
MIpaB Ha UCIOJIF30BAHUE DJIEMEHTOB €T0 MPOU3BEACHNUS,

e caMoIUIaruar: aBTOpbI JOJDKHBI YKa3bIlBaTh, YTO MX padoTa my-
ONMUKyeTCs BIIEPBHIE.

Ecnu sneMeHThI pykomucu paHee ObLIM OMyOIIMKOBAHBI B APYTOU
cTaTbe, TO aBTOPHI 00s3aHBI COCNaThCsl Ha Oojiee paHHIOW padoTy. Yka-
3aTh, B YeM CYIIECTBEHHOE OTIIMYME HOBOW PabOTHI OT MpPEIIeCTBOBAB-
el ¥ BMeCTe C TeM BBISIBUTH €€ CBsI3b C pe3ylibTaTaMu MCCIEI0BaHUHN U
BBIBOJIaMHU, MPEICTABIEHHBIMU B TIpebIayIel padore. JlocnoBHOE KOMH-
poBaHMe COOCTBEHHBIX Pa0OT U UX NepepasupoBaHIE HEITPHUEMIIEMBI.

He cunrarorcst HapymieHUsIMA STUKHA B HAyYHBIX HCCIIEIOBAHUIX
NEHCTBHS, CBOWCTBEHHBIC HCCIIEOBATEIHCKUM MPOIECCaM, a TaKXkKe He
chanpcuduIpoBaHHbIe (HEOCO3HABAEMbIE) HCCIEIOBATEIbCKUE OIINO-
KM, KOH(DJIUKT JaHHBIX, pa3HbIe TOJKOBAHUS M MHTEPIPETAIUS MOTyUYCH-
HBIX PE3YJIbTATOB U SKCIIEPUMEHTAIBHBIX Pa3paboToK.

JTHYeCKHUEe NPUHIUIBI B 1eSITeIbHOCTH pelleH3eHTa

PerieH3eHT ocyiecTBIseT HAyYHYIO SKCIIEPTHU3Y aBTOPCKUX MaTe-
pHUANOB, BCIEACTBUE YETO €ro JNEHCTBUS JOJDKHBI HOCUTH HETPEAB3SATHIN
XapakTep, 3aKIIOYAIONIHICS B BHITOTHEHUH CIEAYIONINX MTPUHIIUIIOB:

e Pykomuch, nmony4eHHas IJs peleH3UpOBaHUs, JODKHA paccMa-
TPUBATbCS KaK KOH(DUIECHIIMAIBHBIN TOKYMEHT, KOTOPbII HEeJb3s mepeaa-
BaTh JJIsl O3HAKOMJICHHS WU OOCYXJICHUS TPETHUM JIUIaM, HE UMEIOIIUM
Ha TO TIOJTHOMOYHUH OT peJaKIiu.

e PerieH3eHT 00s13aH 1aBaTh OOBEKTHBHYIO U apPTyMEHTUPOBAHHYIO
OLICHKY M3JI0KEHHBIM pe3yibTraTam uccienoBanus. [lepconanbHas KpuTu-
Ka aBTOpa HerpuemieMa.

e HeonyOnukoBaHHbIE TaHHBIC, TTOTYYEHHBIE U3 TPEICTABICHHBIX
K PacCCMOTPEHUIO PYKOIHCEH, HE JOKHBI MCIIOJIb30BAThCS PEIEH3EHTOM
IUIA JIMYHBIX HETEH.

o PelieH3eHT, KOTOPBI HE 001a/1a€T, 110 €ro MHEHUIO, TOCTaTOYHON
KBaM(UKAMeN A7l OLEHKU paboThI, MO0 HE MOXKET OBITh OOBEKTUB-
HBIM, HAlIpUMeEP, B CIydyae KOH(MIMKTa UHTEPECOB C aBTOPOM HIIA OpTaHH-
3a1Mei, JOJDKEH COOOIIUTh 00 3TOM PeaakTOpy ¢ MPOCHOOW MCKITIOYUTH
€ro M3 MpoIiecca pereH3nPOBaHus JAHHON paboTHI.

Penaxius sxxypHana npuaepKUBaeTcsi CTaHIapTOB HAYYHON ITHUKH,
3aIUIIasi penyTalrio aBTOPOB M CEPhE3HO OTHOCSCH K OTHEIBHBIM CITY-
yasgM IUTardaTa, MCXOAsl U3 TOro, 4YTO OOBHMHEHHUS B IUIardaTe BCErna He-
TaTHBHO OTPa)KarOTCsl Ha Kapbepe uccienoBatens. [Ipu BOSHUKHOBEHUU
MOJO0OHBIX CUTYallUi UCTONB3YeTCs CHUCTEMA MPOIEAyp, TO3BOJSIOUINX
pearupoBarh Ha BO3MOKHBIE OOBUHEHUS B TUIaruare.

B nensx obecrniedeHnsi 0ObEKTUBHOCTH PEIAKIUS TIIATEILHO HC-
CleyeT KaXAbli CIIy4ail 1 paccCMaTpUBAET apryMEHThI BCEX 3aUHTEPECO-
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BaHHBIX CTOPOH. [Ipexie uem mpennpuHUMaTh NalbHEHIINE NEHCTBHS,
pEelaKIUsl CTPEMHUTCS MOJYYUTh MAKCHMMAaJIbHO TOYHYH HH(OPMAIIHIO Y
ABTOPOB CIIOPHOW MyOJUKAIIMK WIIA BIIAJICNIBIICB aBTOPCKUX MPAB U U3Y-
Jaer ee.

Bmecme ¢ mem pedakyusi ocmagnsem 3a coboii npago e peazupo-
eamv Ha 0OBUHEHU 8 Naazuame, eciu 0O8UHUMENb NPE0OCMasisem Heoo-
CMOBEPHYIO NEePCOHANbHYIO UHGOpMayuro (Hanpumep, npedcmasisencs
BLIMBIULEHHBIM UMeHeM) TUOO Oeticmeyem 8 HeIMUYHOU ULU YePOHCAIO-
weti gpopme. Peoaxyus ne obs3ana obcysxcoams ciyuau npeononazaemozo
naAA2UAma ¢ IUYamu, He UMeroWUMU K HeMy NPAMO20 OMHOULEHUS.
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KYPHAJIT'A ’KAPUSAJIAY YIIIH YCBIHBIJIATBIH MATEPU-
AJITAPFA KOMBLJIATBIH TAJIATITAP TI3IMI

bacbutbIM Keneci 63eKTi Macenenepre apHaiabl:
6u eHepi mapuxul,

Xopeoepagus nedazoeukachyl,

oHepmany,

3amanayu MmaoeHuem,

eHep dJicone OLIIM MeHeOICMeHmi,
neyMemmik-2yMaHumMapivlx ebliblmoap.

BaceuibiMra FamsIMIap, AKOFapFbl OKY OPBIHAAPHI MEH OpTa OiimM
Oepy MEKeMeNepiHiH OKBITYIIBUIAPHI, FBUIBIMU-3EPTTEY MEKeMeNepiHiH
KbI3METKepJIiepi, JOKTOPAHTTap MEH MarkuCTpaHTTap, COHBIMEH Karap,
KOFapblIa KOpCETUIreH Macenenep OOWBIHINA KYMBIC jKacam >KYpreH
KOFapbl OKY OPHBIHBIH JKOFApPFbI KYpC CTYACHTTEPI IAKbIPBUIAIBI.

MaxkaJna MITiHi 21eKmponObl mypoe >cane Kazaz d6eminde MbIHA
MeKeH-kail OoiibiHIIa KaObuiganaas: 010000, Hyp-Cyuiran K., ¥i1bl gana
naaFeUIbl 9, Kazak yiITThIK Xxopeorpadusi akaaeMuschl, Penakiusiibik-
6aceuTeiM OemiMi Hemece e-mail: artsballetO1@gmail.com

MakaJiara KOMbLIATBIH TAJANTAP

Makana xenemi — 10-20 mbInFa aeiiin Tan6a. [limmimi: koMm-
netorepmer Microsoft Word (*.doc, *.docx, *.rtf xeHeTimiMIepiMeH)
nimriMiMen Oaceurrad; Kapin — Times New Roman vemece Times Kaz,
Heri3ri MoTiHge 14 Kerb, ecKepTyepe, pe3roMenepie, CypeTTep MeH Ke-
CTeJIepAiH aCThIHAFbI Ka3yaapaa — 2. Op OeTTeri ciaTeMeneri eckepry-
nep «Word» GarnmapiamachiHIa «ciaTeMme» Kbi3meTiH (ctrl+alt+f) konmany
apKbUIBl KOWbLUIAAb. JKYMBIC COHBIHIAFBI e€CKepTysep Konmanoay. JKoma-
pabIK MHTEpBaJI — Japa, OapibIK KaFbIHBIH KHUETr1 — 2 M, eHi OOMBIHIIIA
TY3€Ty.

Makanaaa TeMeHieri MaJliMeTTep OOIYhI THIC:

1. FTAXP" unpekci — OipiHIIi OCTTIH XKOFAPFBI KaFBIHIAFbI COJI
KaK OypBIIIBIHAA.

2. bipinmi 6erTe TaKbIPBINTHIH YCTIHIT OH JKarblHIA — OapibIK
aBTOPJIAPJIBIH TET1 MEH aThl-)KOHIHIH OipiHIIi apinTepi (1 KOChIMIIaHbI Ka-
paHbI3).

3. Takplpbin 0eTTiH OpTaChIH/IA. MakananbiH ara-
ybl Kbicka (10 cesmeH apTeik emec), Oipak MarblHAJIBI OOMYBI
tuic. CoHmaii-ak, 3epTTeyHiH HETri3ri HOTHKECIH KOpCeTyl Kepek.

11F pUIBIMU-TEXHUKAJIBIK aKIaPaTThIH XaJIbIKapasiblK pyOpukaTopsl: http:/grati.ru/
Mpbicanbr:
FTAXP 13.07.25
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TakpIpbin Kapajay ©Oac opimmeH »as3bliajbl, Kapin kenemi 14, Makyi-
JaHFaH KbICKapTyaapaaH 0acka KbICKapTyaapra sK0 OepiaMen/ii.

4. Amnsortanus (10 ceiinemHeH apThIK eMec). MaKalaHbIH TaKbl-
PBINTaAMAChIH, TPAKTUKAJIBIK KYHIBUIBIFBIH, )KaHAIBIFBIH, HET13T1 Karuaa-
Japbl MEH 3€pPTTEY KOPBITHIHABUIAPBIH KOPCETEI.

5. Tyiiin ce3uep: (5-7 ce3).

6. ABTopnmap Xailnbl KpICKalia Mariymar (2 KOCBHIMIIAHBI Ka-
paHbI3).

Maxkana maxwipsiovl, A6MOpAP HCAUNbL MATYMAMMAP, AHHOMAWUA
JHcane myiin co30ep 3 minoe yColHblaobl: KA3aK, A2blauiblH, OPbIC.

MaxkanaHbl aBTOMATThl TYp/ieé HOMIPIEHTEH MailaTaHbUIFaH dJe-
OuerTep Ti3iMi asgKTaiiabl («OnedbuerTepy araybIMeH). OneduerTep AoM-
eKCOo3/Iep il KeNTipy peTiMeH acanaabl. Makaia MOTiHIH/IE KOJMIaHbUIFaH
o/1e0MEeTTIH PEeTTIK HOMIpI )KoHE OETTiH HOMIpI YTip apKbUIbI KBAApaT jKaK-
mana 6epineni (Meicainsr: [17, 25 6.], [3, 36 6.]). bubnuorpadussix xas-
0a TYIHYCKa TUTIHJE Ka3bl1aabl (3 KOCBIMIIAHbI KapaHbI3).

[Natigananpuirad ofeOueTTep Ti3IMIHEH KeHiH pOMaH opinTepiMeH
Ka3bplIrad oneoueTtep TizimiHiH (References) sxeke TonTamacel Oepineni,
HIETEINIK IePeKKO3IepIiH Oap-KOFbIHA KapaMacTaH MaijalaHblUIFaH ofie-
omerTep Ti3iMi OpbIC TLAL OeiMre Kaiitananaasl. Erep Tizimae merenmik
OachuTBIMIApFa ciaTeMe 00Jica, oap JIAThIH QNINOUIMEH JKa3bUIFaH Ti31M-
Jie TONBIFBIMEH KaWTajaHanbl. http://www.translit.ru/ caliTeiHIa 9p TYp-
71 KyHenep/i KOJAaHBIN, OpBICIIA JKa3bUIFAaH MOTIHII JIaThIH JinOuine
TpaHCIUTEPALIUS KACAUTHIH OaFaapiaMaHbl TeTiH KOIAaHyFa OOIaIbl.

Kecrenep MeH cypeTTep HETi3ri MOTIHTE €HTi31Iyl THiC, COHBIMEH
KaTap Ke3 KeJreH rpadukaiblK mimimae xkeke (aiameHn Koca xidepimyi
kepek (JPEG, TIFF, BMP xone 1.0.). bapiblk kecTenep MeH CypeTTepiH
aCTBIHJIA JKa3ybl MEH HOMIp1 00JTybI Kepek (4 KOChIMIIIaHbI KapaHbI3).

Azar xon 1,25 cm 6oc xepmen O6actanaapl (0ipak TaOyssAIus MeH
60c opbIH (TIpobOem) KOMEeriMeH eMec); azaT KOJJap apajblFbl — KaJblll-
ThI, KapiNTeri e3epicTep KypcsuneH epekiueneneni. Makana TakbIpbIObl —
BAC 9PIIIIIEH kapanay kapimnmeH (oprara TypaianfaH). TakbIpbINITHIH
aJJIbIH/Ia — aBTOP/IBIH aThI-KOHIHIH OipiHILI OpiMTepi MEH TEerl KypcueneH,
KAJIBITTHI Killll 9pINTepMEH: OH jKaKKa TypalanFaH. TakpIpbIinanap — Ka-
paJjiay KapinmeH, ThIpHaKIIaIap — TUIIOTPAQUSIIBIK «», TOHEKCOo3 iIIiH/Ie
— KaJIBIITHI ThIpHaKmanap “’. bamer tepmunaepi ¢paHiry3iia Ka3buia sl
(En dedans, Tendue, Leve). [laranap undpmen OenriieHeni: Facsipiaap —
pUM HHU(pIAPBIMEH, KbUIAAP MEH OHKBUIABIKTAP — apad mudprapbIMeH.

MakaJjia aBTOpJIapbl MaFJIYyMATTBIH, JHEKCO3AePaiH, cliiTeMe-
JIEPIiH JHe d1e0ueTTepIAiH HAKTHLIBIFbI MeH JIJIAINiHEe TOJIbIFbIMEH
JKayanThbl.

PenakiusmibIK KeHec Ky pHAIIbIH MceenepiHe jKaHe )KOoFapblia CH-
naTTajraH TajanTapra ColKec KeJIMEUTIH Makaianappl KapacThlpMaiiIbl.
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Makana ¢aiinbl OipiHIi aBTOPABIH TET1 MEH aThI-KOHIHIH OipiHII
opinTepiMeH atanysl Thic (Mbicaisl, XKymaroB A.M.doc Hemece Zhumatov
A.l.doc). Makana Komka30achlH MYKHUST CaJbICThIpa TEKCEpII, Herisri
MOTIHHIH COHFBI OeTiHzie OapibIK aBTOpIAp KOJ KOIOBI Kepek. Makananap
KaJIbl pelakUsUIaHy/laH oTedl. OTKI3UINeH Makajajiap aBTopiapra Kaii-
TapbUIBIN OepiiMeiii.

bapneik Makanamapabl «Arts Academy» >KypHaJIBIHBIH peIaKiy-
SJIBIK KEHECIHIH MyIlesnepl HeMece FhUIBIM CajlachbIHBIH Capamilbliapbl
pelieH3usIai bl Perien3nsnaymbiHbl peakiys ajlKachl aHbIKTaiabl. Pe-
LIEH3Us aBTOPJIAP/IbIH KOJIbIHA OepiaMeni.

MakaJia aBpTOpJIapbIHAH 0APJIBIK MAJiMeTTepal Oip KyKaTneH
(0ip daitiimen) Kidepy Ko9He MaKAJAHbI PICiMey epeskesiepiH caKray
cypajiajasbl.

Kocvimwa 1.

Maxkananviy Oipinwi bemin pacimoey moicaivl

FTAXP 18.49.01
I'FO. Caumosa’
'Kazax yimmulx xopeozpaghusi akaoemusicol
(Hyp-Cyaman, Kazaxcman)

YJTTBIK BUA JOCTYPII CAKTAY
JKOHE JKAJFACTBIPY ®AKTOPBI PETIH/IE

AHHOTaHUA

Maxana yammoix 6u mMeH XanblKmMulK KOPKeM UWbIRAPMAULBLIBIZbL MACELECi CO3
b0nadvl. Asmop 6u honbKIOPLIHLIY PO MEH MAHBI3bIH, OU MYPACLIH CAKMAY MACENeCiH
3epmmenioi. Canvicmoipmanvt manoay apkviavl [lvievic nen bamvicmoly endepin
OatIaHblCMbIpamovli MpaHcKypavikmulx oazeimma (¥Yiel JKibex sconvinoa) emip cypeet
XanvlKmapowly Ou 0acmypiepin canvlcmulpaobi.

Tyitinoi cesoep: ghonvkiop, ynmmuoix Ou, 9mHomaOeHuem, 0acmypiep, pUmmoik
dopmyna banemmeticmepi.

Kocvimwa 2. Asmopnap sicativinoa KbicKauia Magnymam

ATBI-)K6HI (TOJIBIK)

Makasia TaKbIpbIObI

FoueiMu gopexeci

FriibIMu aTarbl

Kymbic HEMece OKY OpHBI
FhutbIMH JKETEKIITiCI

FrIIpIMU JKETEKII aTarsl, Jopexeci
TenedoHs

E-mail
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Kocvimwa 3.
9Odedbuemmep.
Pacimoey mvicanoaput

Kypnan

1. MMak H.C. Coumonoruyeckue mpoOJeMbl SI3BIKOBBIX KOHTAKTOB //

Bectauk Ka3YMOuMSI. Cepus @umnonorus. — 2007. — Ne 2(10). — C. 270-278.
Kiranrap

1. HazapbaeB H.A. B notoke ncropuu. — Anmarel: Aramypa, 1999. —296 c.

2. Tlanos B.II. baryes C.I1. IlogroroBka BogoMa3yTHBIX IMYJIbCUN TSI
C)KUTaHUS B TONOYHBIX ycTpoiicTBax // B ku.: [ToBbleHne > eKTHBHOCTH UC-
MOJIB30BAaHMS I'a3000Pa3HOTO M KHJIKOTO TOIUIMBA B I€4aX U OTOMHTENBHBIX KOT-
nax. —JI.: Henpa, 1983. - 216 c.

AKunakrap

1. AlyceutoBa M.X. Uctopust LleHTpanbHON A3uu: KOHIICTIIUU, METO-
JIOJIOTHUSI U HOBBIC TTONX0ABI // Marep. MexxayHap. Hayd. KoH]. «K HOBBIM cTaH-
JapTaM B Pa3BUTHH OOLIECTBEHHBIX HayK B LleHTpanbHON A3um». — AJMaThl:
Haiik-IIpecc, 2006. — C. 10- 17.

3annamanap

1. Iocranosnenue IlpaBurensctBa PecnyOnmukm Kazaxcran. OO0
yTBepkaeHun [1nana nepBoouepeHbIX ASHCTBUI 10 00ECTIEUeHUIO CTa0MIBHO-
CTH COIIMAJIbHO-9KOHOMHUYecKoro pa3Butus Pecryonuku Kazaxcran: yTB. 6 HOs-
opst 2007 roma, Ne 1039 // UC TTAPAT'PA®. — 2009, okts16ps — 20.

2. Vka3 Ilpesupenta PecnyOomukm Kazaxcran. «O rocynapcTBEHHBIX
npemusix Pecriyonmuku Kazaxcran B o0macTu HayKu U TeXHUKH MMeHHU Aub-Da-
pabu, nurepaTypsl u UCKyccTBa»: yTB. 21 ssuBaps 2015 roma, Ne 993 (¢ uzmene-
nusmu oT 10.10.2016 1)

I'azerTep

1. BaiitoBa A. VIHHOBaIIMOHHO-TEXHOJIOTHYECKOE PA3BUTHE — KITFOUCBOH (Dak-

TOp MOBBILICHHSI KOHKypeHTocrnocobHocTH // Kazaxcranckas npasza. — 2009. — Ne 269.
Cranpaprrap

1. TOCT 7.1-2003. bubnuorpaduueckas 3anuch. bubnuorpaduyeckoe
onucanue. — B3zamen 'OCT 7.1-84, I'OCT 7.16-79, T'OCT 7.18-79, TOCT
7.34-81, I'OCT 7.40-82; BBexn. 2004— 07-01. — M.: Uzn-Bo cranmaptos, 2004.
— 111, 48 c. — (Cucrema cTaHaapToOB MO MHPOPMALUU, OUOIHMOTCYHOMY U H3/1a-
TEJIBCKOMY JICTY).

DJIeKTPOHBIK AePeKKO3/1ep

1. Poccwuiickas rocynapctBeHHas oubnuoreka/ Llentp uadopm. TexHO-
noruii PI'B; pea. Bnacenko T. B.; Web-mactep Kosznosa H. B. — M.: Poc. roc.
0-xa, 1977. http//www.rsl.ru. (MuTepHeT pecypchl: Kaparan kyHi 14.12.17 yaksI-
ThI 18:40)

KAPUAITAHBATAH KYXATTAP
FeribivMu-3eprrey KymbIc ecei
1. ®opmupoBanue U aHaau3 (HOHIOB HEMYOIHKYEMbIX IOKYMEHTOB, OTpa-
JKAIOIIMX cocTosiHue Hayku Pecryonmuku Kazaxcran: order o HUP (zaxmountens-
wbiil) / HII HTU: pyk. Cyneiimenos E.3.; ucrionn. Kynbesckas 10.I. — Anmarsl,
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2008. — 166 c. — Ne I'P 0107PK00472. — MuB. Ne 0208PK01670.
Juccepranusiap
2. N36ampoB A.K. HeTpaauumoHHble MCIaMCKHE HAPaBICHUs B HE3a-
BHCUMBIX rocyfaapctBax LlentpanpHoit A3uu: quc. ... a. u. H.: 07.00.03 / MucTu-
TyT BocTokoBeaeHus uM. P.b. Cynelimenosa. — Anmarsl, 2009. — 270 c. — HB. Ne
0509PK00125.

Tpancaurepanus (Jar.):
1. Gromov S.P., Fedorova O.A., Ushakov E.N., Stanislavskii O.B.,
Lednev LK., Alfimov M.V. Dokl. Akad. Nauk SSSR, 1991, 317, 1134-1139 (in
Russ.).

Kocvimuwa 4.
Cypemmep men kecmenepdi pecimoey.

Cyper 1. Cypem amayebi.
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REQUIREMENTS TO MATERIALS SUBMITTED
FOR PUBLICATION IN JOURNALS

The publication is devoted to topical problems such as:
e History of choreographic art,

e Pedagogy of Choreography,

e History of Art,,

e Modern culture,

e Management in art and in education,

e Social and Human Sciences.

Scientists, teachers of higher and secondary educational institu-
tions, employees of research institutions, doctoral students and undergrad-
uates as well as senior students of higher educational institutions, working
on above — mentioned issues will be invited to the publication
The text of the article is submitted in electronic and paper forms to
the address: 010000, Nur-Sultan, st. Uly Dala 9, Kazakh National Acade-
my of Choreography, Editing and Publishing Department or to the e-mail:
artsballetO1 @gmail.com

The volume of articles — 10 - 20 thousand characters. Format:
computer typesetting in the format of Microsoft Word (with the extension
*.doc, *.docx, *.rtf); font — Times New Roman and Times KAZ, 14 PT
in the main text, 12 notes, summary, captions and tables. Notes (footnotes)
are paginal, using the function of footnote (ctrl+alt+f) in the program
“Word”. Do not use endnotes. Line spacing — single, all margins — 2 cm,
alignment on width.

The article must include the following information:

1. IRSTI' (International Rubricator of Scientific and Technical In-
formation) — on the first page in the upper left corner.

2. On the first page right above the headline, initials and surnames
of all authors (see Appendix 1).

3. The title on the center of page. The article title should be brief
(no more than 10 words), but informative, it should reflect the main results
of the research. The title is typed in bold capital letters, font size 14, any
abbreviations, except generally accepted must not be used the title.

4. Annotation (no more than 10 sentences). It reflects the theme of
the article, the practical value, the novelty, the main provisions and con-
clusions of the research.

5. Key words (up to 5-7).

12 State rubricator of scientific and technical information: http://grnti.ru/
For example:
IRSTI 13.07.25
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6. Brief information about the authors (see Appendix 2).

Title of the article, information about the authors, annotation
and key words must be given in three languages: Kazakh, Russian and
English.

The article ends with automatically numbered references (with the
heading “references”). References are listed in the order of citation in the
article. A serial number of the source in the article text is given from the
list of references in square brackets through comma i.e. the page number
in the source (Examples: [17, p. 25], [3, p. 36]). Bibliographic recording
is performed in the original language. (see Appendix 3).

A list of references in the Roman alphabet must go after the list
of references (References) completely separate unit, repeating the list of
references to the Russian language part, irrelevant of the presence of for-
eign sources. If the list has links to foreign publications, they are repeated
in the list prepared in the Roman alphabet (Latin). On the website http://
www.translit.ru/ you can have a free access to the transliteration of the
Russian text into Latin, using different systems.

Diagrams and figures should be inserted in the main text and also
attached as separate files in any graphic formats (JPEG, TIFF, BMP, etc.).
All illustrations must be signed and numbered below the figure (see Ap-
pendix 4).

Paragraphs are marked by indentation of 1.25 cm (but not with
tabs or spaces); the spacing between paragraphs — regular, font typewriter
- italic. The article title must be written in bold with CAPITAL LET-
TERS (Center alignment ). Before heading — the initials and surname of
the author should be given in ifalics, in usual lower case letters: align-
ment to the right. Subheadings — in bold, quotation marks — typographi-
cal *”, inside quotes — “normal”. Ballet terms must be written in French
(En dedans, Tendue, Leve). Dates are denoted by numbers: ages — in Ro-
man, years and decades — in Arabic.

The authors are solely responsible for the accuracy and reli-
ability of the information, citations, references and bibliographies.

Articles that are not relevant to the issues of the magazine and to
the above-mentioned requirements will not be considered by the editorial
Board.

The article file should be named with the surname and initials of
the first author (e.g. Zhumatov A.M.doc or Zhumatov A.I.doc). The man-
uscript should be proofread and signed by the author on the last page of
the main text. Articles are subject to general editing. Submitted articles
will not be returned to authors.

All articles are reviewed by members of the editorial Board of the
journal “Arts Academy” or by experts in the relevant field. The reviewer
is chosen by the editorial Board. The review will not be given to authors.

Request to authors of articles is to submit all material in one
document (single file) and to follow the Rules in preparing the article.
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Appendix 1
Example of the first page of an article
IRSTI 18.49.01
G.Y. Saitova’
'Kazakh National Academy of Choreography
(Nur-Sultan, Kazakhstan)

NATIONAL DANCE AS A FACTOR OF CONSERVATION
AND CONTINUATION OF TRADITIONS

Annotation
The article touches the problem of national dance and folk art. The author
studies the role and importance of dance folklore, the problem of preserving dance
heritage. Comparative analysis examines the dance traditions of the people who lived
on the transcontinental road (the Great Silk Road), connecting the countries of the East
and the West.

Key words: folklore, national dance, ethnic culture, traditions, choreography of

rhymo formula.
Appendix 2.
Brief information about the authors

Name Last Name Middle Name

Topic of the research

Scientific or Academic degree

Academic status

Place of work or study, position

Scientific advisor / advisor (for master stu-
dents)

His degree, academic status, position
(of a scientific advisor)

Contact information (phone)

E-mail

Appendixt 3.
The list of references. Examples

Journal

1. Pak N. With. Sociological problems of language contacts // Vest-

nik of KazUIR & WL. Series Philology. — 2007. — Ne 2(10). — P. 270-278.
Books

1. Nazarbayev N. In the stream of history. — Almaty: Atamura,
1999. — 296 p.

2. Pavlov B. P. Batuev S. P. Preparation of water-black oil emul-
sions for combustion in the combustion device // In kN.: Improving the
efficiency of the use of gaseous and liquid fuels in furnaces and heating
boilers. — Leningrad: Nedra, 1983. — 216 p.
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Collections

1.Abuseitova M. H. a History of Central Asia: concepts, method-
ology and new approaches // Mater. Intern. scientific. Conf. “To the new
standards in the development of social Sciences in Central Asia”. — Al-
maty: Dyke-Press, 2006. —S. 10 - 17.

Legislative materials

1. Resolution of the Government of the Republic of Kazakhstan.
Approval of the Plan of priority actions to ensure stability of the socio-eco-
nomic development of the Republic of Kazakhstan: approved. On 6 No-
vember 2007, No. 1039 // is PARAGRAPH. — October, 2009 — 20.

2. The Decree of the President of the Republic of Kazakhstan. “On
state awards of the Republic of Kazakhstan in the field of science and tech-
nology named after al-Farabi, literature and art”: approved. 21 January
2015, No. 993 (amended 10.10.2016)

Newspapers

1. Baitova A. Innovation and technological development is a key

factor of competitiveness // Kazakhstanskaya Pravda. — 2009. — No. 269.
Standard(GOST)

1.GOST 7.1-2003. Bibliographic record. Bibliographic descrip-
tion. — Instead of GOST 7.1-84 and GOST 7.16-79, GOST 7.18-79,
GOST 7.34-81, GOST 7.40-82;]. 2004— 07-01. — M.: Publishing house
of standards, 2004. III, 48 p. — (the System of standards on information,
librarianship and publishing).

Electronic resources

1. Russian state library/ Centre for info. technologies RSL; ed
Vlasenko, T.V.; Web master Kozlova N.V. — M.: ROS. state library, 1977.
Mode of access: http//www.rsl.EN. (Internet resource: view date 14.12.17
time 18:44)

UNPUBLISHED DOCUMENTS
Reports on research work

1. Generation and analysis of funds of unpublished documents, re-
flecting the state of science of the Republic of Kazakhstan: research re-
ports (final) | NC STI: hands. Suleymenov E. Z.; Executive. Kolevska YG
— Almaty, 2008. — 166 p. — Ne GR 0107PK00472. — Inv. No. 0208PK01670.

Thesis

2. Izbairov A.K. Unconventional Islamic directions in the indepen-
dent States of Central Asia: dis. ... doctor of historical Sciences: 07.00.03
/ Institute of Oriental studies. R.B. Suleimenov. — Almaty, 2009. — 270 p.
—inv. No. 0509PK00125.

Transliteration (lat.):

1. S. P. Gromov, O.A. Fedorova, E.N. Ushakov, O.B. Stanislavskii,
Lednev LK., Alfimov M.V. Dokl. Akad. Nauk SSSR, 1991, 317, 1134-1139
(in Russ.).
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Appendix 4.
Hllustrations design

Pic 1. Name of the picture.
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NEPEYEHb TPEBOBAHUM, TPEABABISAEMBIX K
MATEPUAJIAM, IPEJOCTABJISIEMBIM
JJISA ITYBJINKALIMUA B )KYPHAJIE

W3nanme mocBAIIEHO aKTyallbHBIM ITPOOJIeMaM:
UCmopus xopeozpaguieckoeo UcKyccmad,
neoazozuxa xopeoepaguu,
ucKyccmeogeoenue,

cospemenHas Kynibmypa,

MEHeOHCMEHM 8 UCKYCCmEe U 00pa308anuu,
COYUATLHO-CYMAHUMAPHbIE HAVKU.

K nyOnukanuu mnpuriamaroTcs y4eHble, MeJarord BBICIIUX U
CpPEeIHUX Y4YEOHBIX 3aBEJICHUN, COTPYAHUKHA HAYYHO-UCCIEAOBATEIHCKUX
OpraHM3ali, JOKTOPAHThl U MAaruCTPaHThI, a TAKXKE CTYACHTHI CTAPIINX
KypCOB BBICHIMX yUEOHBIX 3aBEJCHUN, pa0OTaIOINE HAJ BHIIIIE0003HAYCH-
HBIMH [TpoOJIeMaMHu.

TexeT cTaTbM NPENOCTABIACTCS 8 2IEKMPOHHOM U OYMANCHOM 6apu-
anme 1o agpecy: 010000, r. Hyp-Cynran, yn. ¥as1 nana 9, Kazaxckas
HaIMOHAJIbHAS akajgemus xopeorpaduu, opuc Ned71 wnm Ha e-mail:
artsballetO1@gmail.com

O6bem cratbu — 10 - 20 ThIC. 3HaKOB. DOpMar: KOMIIBIOTEPHBIN HAOOP
B (hopmare Microsoft Word (c pacmpenuem *.doc, *.docx, *.rtf); mpudr
— Times New Roman u Times Kaz, 14 keriib B OCHOBHOM TeKCTE, 12

— B IPUMEUAHUSX, Pe3tOMe, TIOAMHCSX K pUCYHKaM U Tabmuiam. [Tpume-
YyaHusl (CHOCKM) MOCTPaHUYHBIE, CTABATCA C UCIOIb30BaHUEM (DYHKIIUU
«cHockay (ctrl+alt+f) B mporpamme «Wordy. KonnieBrsie cHOCKH He Hc-
10JIb30BaTh. MEXCTPOUHBIA HHTEPBAJ — OJMHAPHBIH, BCE MO — 2 CM,
BBIPABHUBAHUE T10 IIUPHUHE.

CraTblo JOMKHA COMTPOBOXKIATH CaeAyIoas MHPpOpMaIus:

1. Hunexc MPHTU" — Ha niepBo#i CTpaHuUIIE B JIEBOM BEPXHEM YIITY.

2. Ha mepBoii cTpaHulle cripaBa HaJl 3aroJIOBKOM — WHUIUAIBI U
(amuIuM Bcex aBTOPOB (CM. TIpuIIokeHue 1).

3. 3aronoBok Mo LEHTpy cTpaHuibl. Ha3BaHue cTaTbu JOIKHO
ObITh KparkuM (HEe Oonee 10 cioB), HO MH(DOPMATUBHBIM, OTPaXKaTh OC-
HOBHOM pe3yibTaT UCCeI0BaHus. 3arojioBOK HaOMUpaeTcst MoIy>KUPHbIMU
MPONMUCHBIME OyKBaMu, pazmep mpudra 14, B 3araBuu He TOMYCKaeTCs
ynotpeOieHrne CoOKpaleHnii, Kpome 001enpu3HaHHbIX.

4. Amnnoranus (He 6onee 10 npemmoxennit). OTpaxkaer TeMaTuKy
CTaTbU, MPAKTHUUECKYIO IIECHHOCTh, HOBU3HY, OCHOBHBIE TIOJIOKEHUS U BbI-
BO/JIbI UCCJIETOBAHUIA.

13 Mex1yHapOAHBIH pyOpHKaTOp Hay4YHO-TeXHUUECKoH nHdopmaryu: http://grnti.ru/
Hampumep:
MPHTH 13.07.25
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5. Kirouesbie ciioBa (He Oosee 5-7).

6. Kparkue cBenenust 06 aBTopax (CM. MPUIIOKEHHUE 2).

Ha3zeanue cmamou, céedenus 06 agmopax, AHHOMAyus u Kiio-
yegvle C1106a NPEOOCMABIAIOMCA HA MPeEX A3bIKAX: KA3AXCKOM, PYCCKOM
U QH2TUTUCKOM.

Crarplo 3aBepIlaeT aBTOMaTWYECKH HyMEpPOBAaHHBIA OuOIMorpa-
¢uueckuii crimcok (¢ 3aroiaoBkoM «Cnucok auteparyps»). CIHCOK JH-
TepaTypbl IPUBOAUTCS B MOPSAIKE IUTUPOBAHUS paboOT B TekcTe. B Tekcte
CTaThU JIA€TCs MOPSAAKOBBIA HOMEpP MCTOYHHMKA W3 CIHCKA LUTHPYEMON
JUTEPATYphl B KBAJPATHBIX CKOOKAX, Yepes 3aIsTyl0 — HOMEp CTPAHUIIbI
B ucrounuke ([Tpumepsrt: [17, c. 25], [3, c. 36]). bubnuorpaduyeckas 3a-
ITUCH BBITIOJIHAETCS Ha SI3bIKE OpUTHHANA. (CM. IPUIIOKEHHE 3).

[Tocne cnucka TUTEpaTyphbl IPUBOIUTCS CIHCOK JIUTEPATyphl B poO-
MaHckoM ajndasure (References) momHOCTBIO OTAETBHBIM OJIOKOM, TOBTO-
PSSl CIIMCOK JIUTEepaTyphl K PYCCKOSI3bIYHON 4aCTH, HE3aBUCUMO OT TOTO,
UMEIOTCSI B HEM MHOCTPaHHbIe MCTOYHMKH WM HeT. Ecau B criucke ecThb
CCBUIKM HAa MHOCTpPaHHbIE MyONUKAIMM, OHMU TOJHOCTBIO TOBTOPSIOTCS
B CIIMCKE, TOTOBSIIEMCS B poMaHCckoM aindasute (JaruHuna). Ha caiire
http://www.translit.ru/ Mo>kHO GecIJIaTHO BOCIIOJIB30BATHCS MPOTPAMMOIA
TPAHCIUTEPALUHU PYCCKOTO TEKCTa B JIATUHUILY, UCTIONb3YsI Pa3JINUHbIE CH-
CTEMBI.

CxeMbl U PUCYHKH JTOJDKHBI OBITh BCTABJICHBI B OCHOBHOM TEKCT, a
TaKXe MPUIIOKEHBI OTAETbHBIMH (paiimamMu B JIIOOBIX rpaduueckux ¢op-
marax (JPEG, TIFF, BMP u np.). Bce nnmoctpanuu 0KHBI ObITh TOA-
MUCAHbI U IPOHYMEPOBAHBI M10]] PUCYHKOM (CM. IPHIIOKEHUE 4).

Ao63ar11pl 0TMeuaroTcs oTcTynoM B 1,25 cM (HO HE ¢ TOMOIIIBIO Ta-
OyJIsIMU UITH TTPOOETIOB); MHTEPBAI MEX 1y ab3amaMu — OObIYHBIN, mpud-
TOBBIE BblENEHUS — Kypcug. 3aronosku crareii — [IPOIIMCHBIE nomny-
XKHUpHbIe OyKBBI (BBIpaBHMBaHUE 110 LEHTPY). [lepen 3aronoBkoM — WHU-
nuasbl 1 (paMuiIms aBTopa Kypcusom, OOBIUHBIMU CTPOYHBIMU OyKBaMM:
BbIpaBHUBaHUE cripaBa. [1073aro0BKY — MOJYKMPHBIii IIPUPT, KaBbIY-
KU — TUNIOTpa)CKUe «», BHYTPU LIUTAT — OOBIYHbIE . baneTHble TepMUHBI
nuiyTes no-¢ppaniyscku (En dedans, Tendue, Leve). Jlatbl 0603HauatoT-
cs nudpamMu: BeKa — pPUMCKUMHU, TOJIbI U I€CATUIIETUS — apaOCKUMU.

ABTOpBI cTaTeli HECYT MOJTHYI0 OTBETCTBEHHOCTh 32 TOYHOCTH
U IOCTOBEPHOCTD CBeIeHMIi, IUTAT, CCHLJIOK M CIHCKOB JUTEPATyPBhl.

Crarbu, HE COOTBETCTBYIOIIUE MPOOIEMAaTHKE KypHaIa U BbIIIEO-
MUCaHHBIM TPEOOBAHUAM, PEJAKIIMOHHBIM COBETOM HE paCCMaTPUBAIOTCS.

@aiin cTaThy cleayeT Ha3BaTh MO (paMUIIMK U MHUIMAJIAM T1epBO-
ro aBropa (Hanpumep, Kymaros A.M.doc mu60 Zhumatov A.l.doc). Pyko-
MUCh CTaTbU CJEAYyeT TLIATENbHO BBHIBEPUTH M MOANHCATH BCEM aBTOpaM
Ha TocJeHed cTpaHulle OCHOBHOTrO TekcTa. CTaTbu MOAJIEXAT 00IeMy
penakTupoBaHuio. [IpecTaBieHHbIe CTaThH aBTOPAM HE BO3BPAILIAIOTCSL.
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Bce crarbu peLeH3UpPYIOTCS WIEHAMHM PENaKLHOHHOIO COBETa
KypHana «Arts Academy» miM sKcnepTaMu B COOTBETCTBYIOLIEH 00ia-
ctu. Penensenra onpenenser penkoiuierus. Penensun aBropaM Ha pyKu
HE BBIJAIOTCA.

IIpocsba k aBTOpam crarteil MpeacTaBJIsATh BeChb MaTepuaJ B

OJIHOM JOKYMeHTe (oaHoM haiijie) M TOYHO ciaeaoBars IlpaBuiam npu
0(popMIICHUH CTATHH.

Tpunoorcenue 1.
Ipumep oopmnenus nepsoii cmpanuybl cmamoi

MPHTH 18.49.01
I'FO. Caumosa’
'Kazaxckas HayuoHanvhas akaoemus xopeozpaguu
(Hyp-Cynman, Kazaxcman)

HAIIUOHAJIBHBIN TAHEL] KAK ®AKTOP COXPAHEHUS
W MIPOJIOJIVKEHMST TPA UL

AHHOTaHUA

B cmamve noonumaemces npobnema HAyUOHANLHO20 MAHYA U HAPOOHO20 XYOO-
JHCECMBEHHO20 MEOpUecmed. Amop u3yuaem pons u 3HAUEHUEe MAHYEBATLHO20 QOTbKIO-
pa, npobremy coxpanerust maHyesaIbHo20 Hacieous. B cpagnumenvho-conocmasumens-
HOM aHAIU3e PaccMampueaemcs MaHyesanbHble mpaouyuu Hapooos, NPOXCUBABULUX
Ha mpanckoHmuHenmanvHom nymu (Benuxuii [llenkosuiii nyms), coeourssuwem cmparul
Bocmoxka u 3anaoa.

Knrouegwie cnosa: ¢onvkiop, HayuoHanvbHblil mauney, JIMHOKYIbIYpa, mpaou-
yuu, banemmericmep pummogpopmyol.

Tpunoorcenue 2.
Kpamxue ceedenus 06 asmopax

®UO (H0MHOCTHIO)

Tema craTbu

YdeHasi WM aKaJeMUYeCKasl CTCICHb
Y4eHoe 3BaHue

MecTo pa®oThl MK y4eObl, JOIDKHOCTD
Hay4He1if pyKOBOIUTEIH/KOHCYABTAHT (I Ma-
THUCTPAHTOB)

Ero (Hay4HOTO pyKOBOIUTENSI) CTETICHD,
YYEHOE 3BaHUE, JOKHOCTh
KonTtakTHbIH TenedoH

E-mail
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Tpunoowcenue 3.
Cnucox numepamypot. Ipumepsi opopmaenust

Kypnan

1. ITak H.C. Coumosiorndyeckue MpoOJieMbl S3BIKOBBIX KOHTAKTOB //

Bectauk Ka3YMOuMSI. Cepus @umnonorus. — 2007. — Ne 2(10). — C. 270-278.
Kuauru

1. Hasap6aes H.A. B noroke uicropun. — Anmmarsr: Atamypa, 1999. —296 c.

2. TIlaBnoB B.II. baryes C.II. IlogroroBka BOJOMa3yTHBIX 3MYJIbCHH
JUIsL COKUTAaHUS B TOTIOUHBIX ycTpoicTBax // B kH.: [ToBbimenne a3 dekTuBHOCTH
HCTIOJIb30BaHUS Ta3000pa3HOT0 M JKUAKOTO TOTUIMBA B MeYaxX M OTOIMHTENBHBIX
xotnax. — JI.: Hempa, 1983. — 216 c.

CoopHuUKH

1. Aoyceuroa M.X. HUctopus L{enTpanbHoi A3uK: KOHIICTIIIUH, METO-
JIOJIOTHUSI U HOBBIC TOIX0ABI // Marep. MexxayHap. Hayd. KoH]. «K HOBBIM cTaH-
JapTaM B Pa3BUTHH OOLIECTBEHHBIX HayK B LleHTpanbHON A3um». — AJMaThl:
Haiik-IIpecc, 2006. — C. 10- 17.

3akoHoaaTeIbHbIE MATEPUAJIBI

1. Tlocranoenenue IlpaBurensctBa PecnyOnmuku Kazaxcran. OO0
yTBepkaeHun [1nana nepBoouepeHbIX ASHCTBUN 10 00ECTIEUeHUIO CTa0MIBHO-
CTH COIIMAJIbHO-9KOHOMHUYecKoro pa3Butusa Pecryonuku Kazaxcran: yTB. 6 HOsI-
opst 2007 roma, Ne 1039 // UC TTAPAT'PA®. — 2009, okts16ps — 20.

2. VYxa3 [Ipesunenra Pecnybmukn Kazaxcran. «O rocynapcTBEHHBIX
npemusix Pecriyonmuku Kazaxcran B o0macTu HayKu U TeXHUKH UMeHU Aub-Da-
pabu, nurepaTypsl U UCKyccTBa»: yTB. 21 ssuBaps 2015 roma, Ne 993 (¢ uzmene-
nusmu ot 10.10.2016 1)

I'azern1

1. baiitoBa A. IHHOBaIIMOHHO-TEXHOJIOTMUECKOE PA3BUTHE — KITFOUEBOU
(axTop MoBHIIEHHUsI KOHKYpeHTOcrocoOHocTH // Kazaxcranckas npasaa. — 2009.
— No 269.

Cranpapt (I'OCThsi)

1. TOCT 7.1-2003. BuGnuorpaduueckas 3amnuch. bubdnuorpaduue-
ckoe ormucanue. — Bzamen 'OCT 7.1-84, TOCT 7.16-79, TOCT 7.18-79, TOCT
7.34-81, I'OCT 7.40-82; BBexa. 2004 — 07-01. — M.: U3a-Bo cranmaptos, 2004.
— 111, 48 c. — (Cucrema cTaHaapToOB MO MHPOPMALUHU, OUOIMOTCYHOMY U H3/1a-
TEJIBCKOMY JICTY).

DJIEeKTPOHHBIE pecypchl

1. Poccuiickas rocynapctBennas oudnmnoreka/ Lientp nnpopm. TexHo-
noruii PI'B; pea. Bnacenko T. B.; Web-mactep Koznosa H. B. — M.: Poc. roc.
0-ka, 1977. Pexxum noctyna: http// www.rsl.ru. (MHTEpHET pecypc: nara obparie-
uHus 14.12.17 Bpemst 18:44)]

HEOITYBJINKOBAHHBIE TOKYMEHTDBI
OT4eThbl 0 HAYYHO-UCCJIEI0BATEILCKOI padoTe
1. ®opmupoBanue U aHanu3 (HOHIOB HEMYOJIMKYEMBIX JOKYMEHTOB,
OTpaXKkarolMX cocTosiHue Hayku Pecnyonmuku Kaszaxcran: otuer o HUP (3akinro-
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yurtensHbIi) / HLL HTU: pyk. Cynelimenos E.3.; ucnonn. Kynsesckas 0.1 — An-
Mmartsbl, 2008. — 166 c. — Ne 'P 0107PK00472. — UuB. Ne 0208PK01670.
duccepranumn

1. Uz6ampos A.K. HerpamunuonHsle uciaMcKue HallpaBIeHUs B He3a-
BHCUMBIX rocyaapctBax LlenTpanpHoit A3uu: quc. ... a. u. H.: 07.00.03 / UucTu-
TyT BocTokoBeaeHus uM. P.b. Cyneiimenosa. — Anmarsl, 2009. — 270 c. — HB. Ne
0509PK00125.

Tpancaurepanus (Jat.):

1. Gromov S.P., Fedorova O.A., Ushakov E.N., Stanislavskii O.B.,
Lednev LK., Alfimov M.V. Dokl. Akad. Nauk SSSR, 1991, 317, 1134-1139 (in
Russ.).

Tpunoorcenue 4.
Od¢popmnenue unnocmpayuii

Puc 1. Hazsanue pucynxa.
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