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ILE. Illomaesa’
'Kazaxcxas HayuoHambHas akademus xopeozpaghuu
(Hyp-Cynman, Kazaxcman)

K BOITPOCY O « KEHCKOM B3IJISJIE» B XOPEOI'PAOUUN HA
ITPUMEPE CIIEKTAKJISA MYKAPAM ABAXPU «KAPMEH»

AHHOTAIUA

B cmamve paccmampuearomes Hekomopwie 60NpOChl 2eHOEPHOU NPOOIEMAMUKY 6
baneme 8 QUCKypce ucmopuu penpe3eHmayuu H#cencko2o obpasa. [aemesa anaius cnex-
maxna «Kapmeny monooozo xazaxcmarnckozo xopeozpagha Mykapam Asaxpu ¢ nosuyuu
«ACENCKO20 63271A0a». A6MOPOM NPUSOOAMCS NPUEMbL, UCHOTbL3YeMble DaiemMmencmepom
8 nonvimKe 0c80O00UMb 3PUMENbCKULL 21143 0N MPAOUYUOHHBIX NAMPUAPXATbHBIX MOOe-
J1etl 8UOEeHUsL.

Kntoueswie cnosa: uckyccmeo, banem, sHceHuuna-xopeocpap, srcenckuii 32asio, My-
xapam Asaxpu, Kapmen.

JLE. lllomaesa’
'Kasax ynmmeix xopeocpagus akademusicol
(Hyp-Cynman, Kazaxcman)

MYKAPAM ABAXPUJIH «KAPMEH» CHEKTAKJITHIH
MBICAJIBIHJIA XOPEOT PA®OUSJIAFBI «OUEJI KO3KAPACHI»

TYPAJIbI

AHHOTAIUA
Maxanaoa aiien 6etineciniy penpeseHmayuscel Mapuxviibly OUCKYPCbIHOAgbL Oa-
Jlemmezci 2eHOepiK npoOIeMamuKanvly Kelbip macenenepi Kapacmuipbiiaosl. JKac ka-
3aKkcmanowvlk xopeoepagd Myrkapam Asaxpudiy «Kapmeny cnexmariine «aiien Ko3kapa-
CbLY» MYPEbICLIHAH MANOAY HCACALAObL. ABMOP KepepMmeH KO3iH 0aCmypi NAmpuapxaiobix
Kopy yaecinepinen bocamy yuin b6aiemmeticmep KoiL0AHAMbIH amanioapobl Keimipeoi.
Tyitinoi ce30ep: Ouep, barem, auen-xopeozpag, aien kesxapacsi, Myxapam Asaxpu,
Kapmen.
D.E. Shomaeva'
'Kazakh national academy of choreography
(Nur-Sultan, Kazakhstan)

TO THE QUESTION ABOUT “FEMALE LOOK” IN
CHOREOGRAPHY ON THE EXAMPLE OF THE BALLET
“CARMEN” BY MUKARAM AVAHRI
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Annotation
The article discusses some issues of gender in ballet in the discourse of the history of
female image representation. The analysis of “Carmen” ballet performance by the young
Kazakhstani choreographer Mukaram Avahri from the position of a “female look” is
given. The author presents the techniques used by the choreographer in an attempt to free
the spectator’s eye from the traditional patriarchal models of vision.
Key words: art, ballet, female choreographer, female look, Mukaram Avahri, Carmen.

BBenenue. B MuUpoBOM KyJlIbTypHOM MPOCTPAHCTBE KOHIA X X-Hadalla
XXI BEKOB POAMIKMCH W MPOJOJDKAIOT Pa3BUBATHCS HOBBIC HAIPaBIICHUS
HCKyCCTBOBeJIeHUS. HeoOX0nMMOCTh U3yUeHuUs] TBOPUECTBA KEHIIUH-XO-
peorpad)oB B acreKTe TEHICPHON MPOOIIEMAaTHKU IMPOJUKTOBAHA HAKO-
IJIEHHBIM OIBITOM W TCHACHIIMSMH B COBPEMEHHOW Xopeorpaduu. ITUM
00yCJIOBIIEHA aKTyaJIbHOCTh HACTOSIIETO UCCIIEOBAHUS.

Metoabl ucciaeaoBanus. B pabore Mcrnonb30BaHbl UCTOPUKO-AHAIIH-
TUYECKUM, SMIUPUUYECKUIN, ONTUCATEIbHBIA METOIBI.

O030p auTeparypsbl o Teme. Mctopudyeckuii OnbIT MOKa3bIBAET, YTO
YacTO HOBAaTOpaMU TaHIA CTAHOBWJIMCh UMEHHO >KeHIIUHBI (A. JlyHKaH,
M. I'paxawm, I1. Baymr u apyrue). [TepBbie ouepku 3amaaHoi HeMHUHUCTCKOM
XyJI0KECTBEHHON KPUTHUKH, BO3HUKIIIUE HAa BTOPO BOJHE (DEMUHUCTCKOTO
newkenus 1970-x rogoB, ObUTM HAMpaBlIEHbI HA OCBEIICHUE U TIPE/ICTAB-
JIeHre MyOJIMKe MMEH aBTOPOB-)KEHIINH. B nanpHeiemM KpymnHble uccie-
nosarenu I. [Tomnok, K. Jlankan, C.JI. ®ocrep, A. Janu, JI. barnep, V.
OnuBep paboTany B KJIFOUYE, KOTOPBIA HE CBOJIUT UCTOPHUIO M TCOPHIO HC-
KYCCTB JIMIIb K OMOTrpaduYeCKUM ONMHMCAHUSAM >KU3HU KCHIIMH-aBTOPOB.
[1yTh neCKpUNITUBHON AEATENHHOCTH HE CTABUT I0JI COMHEHUE TEOPETH-
YECKHE OCHOBBI IUCKYpPCa U OCTABIISIET B CUJIE MAaTpUapXalibHbIE MOJICIH
HWHTEpIPETaIu, KOTOPbIe N300pakaiy KCHIIUH B TCHACPHBIX POJISIX KaK
00BEKT «MYKCKOTO B3mIsiAa» (malegaze) [1, c.9].

Pesyabrarsl ucciaenoBanus. Co BpeMEH CTAaHOBIICHUSI CIIEHUYECKOTO
6anera B XVI Beke JlromoBukom XIV u 10 Hammx JHEW UCTOPHUS JKCH-
LIMH B 3TOM IIPEKPACHOM MCKYCCTBE IpeTepIriesia 3HaYuTeIbHbIE, a OPOM
MaJi03aMeTHbIE, HO BaKHbIC TIepeMeHbl. Kak U3BeCTHO, BIUIOTH /0 KOHIIA
XVII Beka BBIXOAWTH Ha CLIEHY C KOPOJEBCKUMH OCOOAMHU MOTJIH JIMIIIb
MY>KYHMHBI, TTOKa (ppaHiry3ckas 6anepuna [le Jla @oHTeH He pepBaia 3Ty
TPAIAUIMIO U HE Hayaia JAPYrylo, B KOTOPOH, COTIACHO 3HAMEHUTOMY BbI-
paxenuto [[x. bananunna, 6aner crai )KEHCKUM MUPOM, B KOTOPOM MYXK-
YUHA — JIUIIb TOYETHBIN rocTh [2]. O1HAaKO Tak Ju 3TO HA caMoM jiene?

OCHOBOTIOIOKHHK KJIACCUYECKON 0aneTHOW TpaauIiK, HEOCTIOPUMBIN
aBTOPUTET XOpeorpadoB M TAHIIOBIIMKOB Hamux nHeu, Mapuyc Iletn-
a BbIBEN OayiepuHy Ha MEpeTHUI TUTaH Tepel MapTHEPOM U MPEeACTaBHII
CJIOBHO M3BICKaHHYIO APArOLEHHOCTh. B CTENEHHBIX BHICOKONIAPHBIX JIEH-
CTBax, TAJIAHTHBIX MTO/Ia4aX PyKH, OJUCTATEIBHBIX afaxuo [leturna goctu-
raercs arnorei KjJaccuiu3Ma, B TO BpeMs Kak OajepuHa JOCTHTaeT Bepxa
coBepiieHcTBa. Ho ecii mocMoTpeTs Ha TaHHOE YTBEPKACHUE B KOHTEK-
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CT€ COBPEMEHHBIX KPUTHUUYECKUX OLIEHOK, TO Mbl HE CMOXEM OTpPHULATH
HCTOPUYECKOE U UJIE0JIOTUYECKOE BIUSIHNUE TOTO BPEMEHH, KOTOPOE MOXKET
00BSCHUTD, UTO XU3Hb ABpopbl u3 «Crsmieit kpacaBuily 1 Hukum u3
«basgepkn» MoIuYMHEHa MYXKUHMHE — ITyCTh B TAHIIEBAJIbHOM IJIAHE OHU U
nepBble. «OHU JKUBYT TOJBKO 7151 Opaka U (J1axe 3a IpeesiaMyd U3MEHbI
WX CyIpyTa ¥ MOTWJIbI) HACTOSIIEH JH00BU; U BCE )K€ HMEHHO OHU IPAaBST
MIPOCTPAHCTBOM, BpEMEHEM, MY3BIKON U JPAMO, KAK UCTUHHBIE MOHAPXH.
OHu sBIAIOTCSI OOBEKTOM U OIpaBJaHUEM POMAHTUYECKOTO pPhILApCTBA
B €ro Haubosee XPyNnKoM U OJHOBPEMEHHO BO3BBIIIEHHOM MPOSBICHUM»
[3,c.17].

B03M0XXHOCTH MHOKE€CTBEHHBIX OTHOIICHHUM KEHIIHMHBI C HCKYCCTBOM
TTO/IABIISTFOTCS BIIACTHOW MO3UIIUEH TBOPIA-MYX)YUHBI. OOBEKT MOUYNTAHUS
OKa3bIBACTCS HACTOJBKO PENPECCUPOBAH, YTO €My HE OCTaeTcs Oojblle
HUYET0, KPOME KaK 3aHUMATHCS JIFOOOBAHUEM CBOUM «HAPIHCCUYECKHM
M300paKEHHEM MYIKCKOTO 3ro» [4, ¢.467]. Takue CIoXUBIIHMECS Tpaau-
LIMOHHBIE MaTpUapXajbHbIC MOJAETH CO3MaTU €CTECTBEHHOE Ui oOle-
CTBa MHEHHE O KEHCKOM 00pa3e B UCKYCCTBE HJIM B paMKax aOCOJIIOTHOU
TMOJIOKUTENIBHOCTH («HJieaja KpacoTb», KHPABCTBEHHON YUCTOTHI»), WIH
«IIOPOYHOCTHY, «OMYAIMBOTO PACIyTCTBA» HEJOCTOMHBIX KEHIIWH. He-
ciyvaitHo ['pusenbaa [Tomok cuuTaeT, 94To MOHSITHE «GKEHCKOTO 00pasay»
JOJDKHO OBITH 3aMEHEHO Ha MPEACTABICHUE O «OKCHIUHE KaK O3Hadaro-
LIEM B UJIE0JIOTHYECKOM pakypce» [5, ¢.40]. [TosToMy OHUM U3 TIIaBHBIX
NPSIBICHUN TeHAEpHOM MpoOseMaTuku B OOJIacTH MCKYCCTBA SIBIISETCS
CTpeMJICHHE KEHIIMH-aBTOPOB CO3/1aBaTh HOBbIE 00pa3bl (HEMUHHOCTH 32
paMKaMH yxe CyLIecTBYIOIUX (GopM penpeseHrtanuu [6, c.94].

B mupoBoii nctopuu xopeorpaguu 370 BO MHOTOM YJaJ10Ch MHOHEPaM
COBPEMEHHOTI0 TaHIa, KOCBEHHO 3alllMIIaBIIUM (PEMUHUCTCKUE MPUHIIN-
bl CTHJISIMU aHTHOaeTHOro aBmkeHus [7, ¢.307]. B Kazaxcrane nanHas
TEHJCHLIUS MPOIOJIKIIACH: MOKAa CTAllMOHAPHBIN akaJeMUYECKUIl TeaTp
O(QUIIMO3HO MPUICPKUBAICS KJIACCUYECKONW M HAllMOHAJIBHON TpaaHIINU,
Ha aJbTePHATHUBHBIX IUIOMIAJKAX aKTHBHO MPOSBUIN Ce0sl CMEIbIE dKCTIe-
PUMEHTATOPbI, CPEAN KOTOPBIX MPEBATUPYIOLIEE YUCIIO JKEHIIMH-XOPEO-
rpadoB: cectpsl ['abbacoBsl, ['ynbHapa AnamoBa, Upuna [[yOpoBuHa u
IpyTHE.

Tearp «Actana baner», oOpasoBaBimck B 2012 romy, cTan yHUKaIb-
HBIM KOJUIEKTMBOM B BHJIy €TO COCTaBa MCIOJHUTENEH, MyIbTUCTUICBON
HaIlpaBJIE€HHOCTHU U penepTyapHOil MoMUTUKU. OCHOBHOW COCTaB TPYIIIbI
HOBOTO CTOJINYHOTO KOJIJIEKTUBA COCTaBWIIN 24 IOHBIE BBIITYCKHUIIBI U y4a-
myecs: npenBbimycKHbIX kinaccoB AXY uM. A.B. Cene3neBa. Ita ckopee
BBIHY)KJICHHas: 0COOEHHOCTh MOCIIOCOOCTBOBaIa TOMY (hakTy, 4TO TeaTp
SKJIEKTUYHOT'0 SKCIIEPUMEHTAJILHOTO HAlPaBJIEHMsI B IEPBBIE CE30HBI OCY-
LIECTBUJI Psii aBTOPCKUX CIEKTakKIeH U nmporpamm: «Anem» H. JImutpu-
eBckoro, «Hacnenue Annbl [1aBnoBoi» nocraHoBke A. ACBUIMYpPaToBOH,

ANWIAVIV S14V
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«Kneomnarpa» H. Mapkenosa, «Gaia» P. Amapanre, «Kycan» u «Kapmen»
Myxkapam ABaxpH, a TaKKe psJl HALIMOHAJIBbHBIX KOHLIEPTHBIX HOMEPOB B
xopeorpadun Aiuryns Taru, Anekcanapsl Lo, Mykapam ABaxpu, Ha-
nexabl Kanuaunoit, [Tona Omepcona u apyrux.

OpnuM u3 Haubonee ynauHbIX ctan crekrakib «Kapmen» Mykapam
ABaxpu Ha My3bIKy buze-llleapuna. M ¢ Touku 3peHuUs HaIIEro uccie-
JIOBaHMs, AaHHas paboTa mpexacraiser Oomibinoil uHTepec. Ilo croBam
aBTOpa, TPYIIa HYXJIAIach B TEaTpalibHOM CIIEKTaKIIe, KOTOPbIA ObI 3a-
JIeiCTBOBAJI KaK COJIMCTOB, Tak U kopaedanet. Takum oOpa3om, cama ujes
CTEKTaKJIs pOAUIach U3 JBYX (pakTopoB: BbIOOpa MOCTAHOBILUKA, YMEIO-
IIEr0 HaxOIWUTh HECTaHAApTHbIE KpEaTHBHbIC PELUIEHUS, U HEU30exKHOU
OTPaHUYEHHOCTH B BUJLY OTCYTCTBHUS MY>KCKOI'O COCTaBa. JTO B PE3y/IbTaTe
MPUBOIUT K TOMY, YTO Xopeorpad, B mporecce unrepnperanun Kapmen,
JEMOHCTPHUPYET IPYTYI0 «MEHTAIBHOCTHY |8, ¢.48]. OHa fenaer monbITKy
OCBOOOJUTH CBOW M 3pUTENILCKUM B3NS OT TPAJAMIIMOHHBIX 3aKPEIUICH-
HBIX YCTaHOBOK, HaBsI3aHHBIX MHOTOBEKOBOM HUE0JIO0THEN pENpEe3eHTALNN
YKEHILMHBI B UCKyccTBE. OHAKO 10 Mepe yri1yOneHHs B BOIPOC Mbl MOXKEM
CTaJIKUBATHCSI C MPOOJIEMOM TOr0, KaKUM 00pa3oM TaKO# TeHIEPHBIN MO/I-
X0/l KOHCTPYUPYETCS B TPOU3BEACHUAX UCKYCCTBA. ABTOD (B JAHHOM CITy-
yae xopeorpad) CJI0BHO TOBOPHT B JIBa TOJIOCA: O TOM, UTO €My «HABS3aHO
JOMUHUPYIOLIUM B OOIIECTBE HITAMIIOM, U O TOM, YTO CBSI3aHO C MBICIISIMU
Y 4yBCTBAMHU IO/IABIIIEMON COlMaNbHOU rpynnbl. To ecTh OH NpeAcTaBs-
€T U «MYKCKOI» M «<OCKEHCKUI» B3NS bl Ha Mup» (double-voice discourse)
[9, c.204].

Kapmen — BeuHbIil 00pa3, KIAaCCUYECKUN TEKCT KyIbTypbl. TeM uHTe-
pecHel, Ha Hall B3IV, €r0 MCIOJIb30BaHUE ISl aJIbTEPHATUBHOIO IpPO-
YTEHUS: UHTEPHNPETALMs] MOXKET BBIIBUTh €r0 MHOTOCIIOHHOCTB, IpO-
TUBOPEYMBOCTh, AMOMBAJIEHTHOCTh. UTO W MPOHMCXOTUT CO CIIEKTAKIEM
ABaxpu. ABTOp OpuruHajabHOK HOBEIUbI [Ipocniep Mepume B cBOEM Ipo-
u3BeneHnu npeacrasisieT Kapmen mupy B 1845 romy Tpemsi moBecTBOBa-
TensiMu. Y Bce OHM MY’KUMHBI, KKl U3 KOTOPBIX IIO-CBOEMY CO3IACET
noptpet Kapmen. [1o0yxaenust, 4yBcTBa U MBICIH OT UMEHU CaMOM repo-
WHM HE ynoMuHaroTcsa MepuMme HuU pa3zy. Tonbko ¢ mosiBaeHuem yepes 30
net omnepsl XKoprka buse croxkety npunaercs 0osee IIyOOKuil 1paMaTusM,
B KOTOPOM «IbSIBOJIbCKAsl CTPACTHOCTh, JIEMOHCTPATHUBHOE pa3pyllIeHUE
PEIIaMeHTOB. .., 00e30pyKUBalolIas oTBara nepes Juiom rudenn» Kap-
MEH NPeIBOCXUTHIIN HaJBUraromnyocs ¢pemunnzanuto [10, c.61].

Mosonoii Ka3axCTaHCKUK Xopeorpad CMemaeT CMBICIOBOH aKIICHT
BHYTpPH JIpaMaTHYECKOTO ACICTBA U AA€T BO3BMOXKHOCTh KapMeH pacKphITh
cebs caMy. ABaxpu TBITAETCS TIOHATh, YTO JBUKET €€ TepPOUHEH, U Tpu-
XOIUT K PEIICHUIO OyKBAJIBHO Pa3NIOKHUTh JTUIHOCTD TUTYIBHOW TEPOMHU
Ha cocrapisone. TakuM 00pa3oM Ha CIIeHE MOSBISAIOTCS MSATh TPaHEH,
«msTh unocracei» Kapmen [8, c.48].
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Kenanuie pacKpbITh BHYTPEHHIOIO CYTh T€pPOMHH, CAMY CYILIIHOCTb 5KE€H-
CKOTO HayaJia 03HavyaJIo JJis Xopeorpada oTKa3aTbCs OT CIOKETHON JIMHHH.
JlpaMaTtrueckue nepuneTuy B JaHHOM cilydae u3nuiHu. OCHOBY CIeKTa-
KJISI COCTaBJISIIOT TaHILIEBAJIbHBIE CLEHBI, B KOTOPBIX TO OOYEPETHO, TO B
aHcaMOse OUCTAOT MATH OaJepHH, COCTABIISIONINX €IUHBIN 00pa3 Kap-
MeH. MHOTOJIMKOCTh €€ MPEeACTaBlIeHa COOTBETCTBEHHO MMATHIO YyBCTBEH-
HBIMH KOHCTaHTaMu: cOOma3H (KpacHBI), pacdeT (CHHHUI), UTPUBOCTH
(pPO30BBIif), HEKHOCTH (JKEJITHIN) U cCBOOOMOMIO0ME (YepHbIi). Tem camMbiM
aBTOp M30eraeT OKpalllMBaHUs B Oelloe M YepHOEe KaK BHEBPEMEHHOIO
M300paxeHust JOOPOAETeNN U opoKa. [ 1e 3akaHYuBaeTcsi OHO U HAYH-
HaeTcs BTOPOE, PEHIaoT caMu OajepuHbl (Haxke He xopeorpad, KOTOpHIi
MO3BOJISIET UM MPOSBUTH HHAUBHUAYAIBHOCTh B UCIIOJIb30BAHUN XOpEorpa-
(uueckoro TeKcTa).

OnuneTBopeHre HPABCTBEHHON YHCTOTHI, MHKadia Kak MPOTHBOIIO-
CTaBJICHUE IVIaBHOW T'€POMHHU MEPEOCMBICINBaETCsA. ABaXpHu MpPU3HAETCA,
4YTO CTUXOTBOpeHHe ["apcua JIopku HATOIKHYIO €€ Ha Pa3MBbIILIJICHUS:

Tanmyer B CeBmiibe KapMmer y cTeH, ToiyObIX OT MeJia, ¥ JKapKy 3pad-
ku y Kapmen, a Bosocel cHexHO-Oenbl. HeBecThl, 3akpoiTe cTaBHH!
3Mesi B BOJIOCAX JKENTEET, U CIOBHO W3 JalM JajbHEH, TaHIys, BCTa-
et Ob110€ U OpeauT 1000BbI0 AaBHel. HeBecTsl, 3akpoiite craBuu! Ilyc-
TBIHHBI J1BOpbI CeBWJIbHM, U B UX IIIyOWHE BEUEpHEW cepauam aHjaanys3-
CKUM CHATCS CIeAbl M03a0bIThIX TepHMil. HeBecThl,3akpoiiTe craBHH!
[11, c. 93].

XpyIKkas OTAEIbHO cTosias Gurypka B Jy4ye CBeTa OTKPHIBACT JAeii-
CTBO, 10 BBIPQXKEHHUIO aBTOPA, KaK «MOJIUTBA BCEX HECUACTHBIX >KEHILIMH,
4bsl J)KU3Hb 3aypsaaHa U ckyuHa» [12]. IlepBblil kaap oneToil B Hempume-
YaTeNIbHBIA CePhI KOCTIOM C JUTMHHOW F00KON MUKadJIbl acCOIMaTHBHO
HAaKJIAJIbIBAE€TCA PEIMIMEHTOM Ha KapTUHY Hadaya 3HameHuTou «Kap-
MEH-CIOUTBD» A.AnoHCO. HeBOJIbHO BO3HHMKAET OUIYIIEHHE HECOOTBET-
CTBUSI, YBUJIEHHOTO O’KHUJ]AEMOMY: Ha KOTO MbI CMOTPHM, 3T0 J1 Kapmen?
Janee, BcTpeuasich B cueHe ay3Ta, Mukasia u KapMeH BBICTYyNalT Kak
paBHO3HAYHBIC TIO CHJIC TEPOUHU, PA3TMYHBIC U OJIIM3KUE OJTHOBPEMEHHO,
OTpHILAIOIIME JPYT APYyTa U OTKIMKAIOUIMecs Ha 0O0JIb U MepeKUBaHUs Ka-
KIOM.

Myxckue 00pa3sl MPUCYTCTBYIOT Ha CIIEHE HOMUHAIBHO B BHJIE MaHE-
KeHOB. MMM ynpaBisitoT LapCTBYIOLIME Ha ClieHe *eHIuHbl. Ho ux ma-
BEHCTBO 3TUM (PaKTOM He 00eCIeueHo, CTPYKTypa TeaTpabHOTO JeiicTBa
CPEXKHCCHUPOBAaHA TAaKMM 00pa3oM, YTO MYXUYHMHE HE OCTAETCS B HEM Me-
cta. JKeHmuHa ctaHOBUTCS €ro neHTpoM. U ecnu, k npumepy, bananuun
BCE-TaKH BBOJIUT B CBOM JKEHCKHE OAJIEThl MY>KYHUHY, YTOOBI BBIIEIUTH Oa-
nepuny, To «Kapmen» ABaxpu HE OCTaBISIET TAKOW BO3MOXKHOCTH.

B BusyanbHOM odopmiieHuu xopeorpad M XyJOKHUK MO KOCTIOMam
Ompra [anmmenamBuim u306eraroT HAPOUUTON CEKCyalbHOCTH, oOmavyast
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OanepuH B aTiacHble MPOCThIE MO KPOIO IIaThsd cpeaHeit ummHbl. Mx ro-
JIOBY OJJMHAKOBO aCKETHYHO yKpalllaeT MpsiMOe YepHoe Kape. BHemnuii
OOJIMK SIBJISICTCS CKPEIUISIFOIINM 3JIEMEHTOM pa3HbIX BoruiomeHuit Kapmen
B eMHBIN 00pa3. JIMIIb OHaXKABI TIO X0y CIEKTAKIs Mbl BUIUM H300pa-
KEHHE OOHa)KEHHOTO Teja, U 3Ta CLEHA CTAaHOBUTCS KYJIbMHHALIMOHHOU
Toukoi aericTBus. CiieHa OTKpoBeHHs cBOOOmonmoOuBoii Kapmen B uep-
HOM, TIO HallleMy MHEHUIO, BBIJIBUTAET €€ B LIEHTPAIbHYIO GUrypy Oajnera.
BolpasuTenbHoe TeN0 TaHLOBIIMIIBI JEIPOTU3UPYETCS 3a CUET UCHOIb30-
BaHMsI HanOoJIee IPaMaTUHYHOTO MY3BIKAJIbHOTO (hparMeHTa (B peaakiuu
AJIOHCO — ClIeHa rajlaHus) U XyJ10’KECTBEHHOTO HAIIOJIHEHUs Xopeorpagu-
9yecKoro Tekcra. Bo Bpems Tania KapmeHn B uepHOM CHUMaeT ¢ ce0s mapuK
U IJIaTh€, YeM MPUKOBBIBAET B3IVISI/ 3PUTEIIS, C 3TOTO MOMEHTA YETKO CIIbI-
HIAIIETO «ToJoc» OanmeTMelcTepa. A MMEHHO: paccKas3-UCHoBedb O Oec-
KOHEYHOM OJIMHOYECTBE MCTEP3aHHOM AYIIM, 3BydYallUil ¢ SMOLIMOHANb-
HBIM HaJpbIBOM, OTPHUIAIOIINI HEMOTY 0OHa)keHHOTO Tesia. CHMBOJIMYHBI
3a/IeiCTBOBAHHBIE B CIIeHOTpaduu 3epKajga Kak MHOTO3HAYHBIE CHMBOJIBI
KEHCKOro Hadaja. Kak M3BECTHO, MOXHO CHPSATATHCSA OT TOJIIbI, HO OT
ce0s yoerkaTh HEBO3MOIKHO.

3HavyeHne CUMBOJIOB B OaneTax ABaxpu TPyIHO HeT0OIeHUTh. B «Kap-
MEH» METO/IOM IOon00pa CHMBOJIa 00O3HAYaETCsi 00O0OIIEHUE «Pa3HOO-
Opa3HBIX TOPOKOB 3PUTEIIBHOW aKTUBHOCTH» perunueHta [4, c.472]. K
MpUMEpY, Hauajo CHEKTAKJIg OTKPHIBAETCS BUJIOM Ha OPUTHMHAJIbHBIN 3a-
HaBEC, YKPALICHHBIN YepHOU 0aXpOMOii, CIIOBHO TIOAOJ UCTIAHCKON FOOKH.
[Tpu nmoabeMe 3aHaBeca U3-1OJ] HETO BBIPHMCOBBIBAIOTCS OYEPTAHHS OrO-
JICHHBIX M3SIIIHBIX KEHCKUX HOT, YTO OTCBUIAET K ICTETHKE Byallepu3Mma.
B ¢unanpHOM Kazmpe mocie mocieaHei oOmiel Bapuanuu 1tk Kapmen
BHOBb YXOJISIT BITyOb CLIEHBI U, PA3BOPAYMBASICH CTMHOMN K 3PUTEIIO, CKPBI-
BalOTCA 3a HUCHAJaloled TKaHbio. B TpeThell kapTuHe (eIWHCTBEHHOU
MOCTaBJICHHOM Ha OTpbIBOK u3 ornepsl buse «LaTabernade Lillas Pastiay)
TeMa MOAMNISAAbIBAHUS MOJACpKaHA YK€ YUCTO CLIEHOrpauYecKuM MpH-
€MOM: B IIPOCTPAHCTBE HAJl CEPEANHON CLIEHBl BEPTUKAJIBHO MOJBEIICHbI
CTaBHH, 32 KOTOPBIMU CKPBIBAIOTCSA M HAOJIONAIOT 32 MPOUCXOMAIIUM HC-
MaHKH, OJICThIE Ha MaHEp Max — MOJIOJBIX aHaaly3cKux JeB. [logoOHbie
MHCTPYMEHTHI CpabaThIBAalOT MTHOBEHHO U CO3JA0T OOBOJIAKMBAIOLIYIO
HEOHO3HAYHYIO aTMocdepy.

Kenckas rema B Oanerax MykapaM ABaxpu Bcerja 3arajoyHa u OyaTo
HE OroBOpeHa 10 KoHIa. XopolieMy Xxopeorpady Bcerja ecTh 4To CKa3aTb,
1 4acTo HE B IPSIMOM OYEBUAHOM cMbIcie. HecMoTps Ha TO, UTO JKEHIIH-
Ha-aBTOpP MPUHUMAET OOJIbIIOE yYacTUE B TIOBECTBOBAHUU O caMoil cebe,
ee TepOMHHU OCTAIOTCS 3araJIkoi Kak JUIs 3puTels, Tak U Ui Xxopeorpada.
[ToHsTHS M UX TOIMEHA, IEPECMOTP CIOKUBIIUXCS JOIM TPAAUIIMOHHOTO
oOmiecTBa MPEBPALLAIOTCS B CBOEOOPA3HYIO UTPY, B KOTOPOH MHOXKECTBO
rpaHeil MPeKpacHOro KEHCKOTo 00pasa BCe JKe SIBIISIOTCS OHUM LIETIBIM.

10



SCIENTIFIC JOURNAL # 2(15)

3axmouenue. [lonBons uror, ckaxkem, uTo cnekrakib «Kapmen» M.
ABaxpy MOSBUJICS B MOMEHT, KOT/Ia 3ByYallllil CO CLIEHbI KEHCKUI royoc
y’Ke He IOKUpPYeT 001ecTBeHHOCTh. O1Hako padoTa mpeacTaBiseT cooon
Ooratblii MaTepual AJisi TOHUMAHUS POJIU KEHCKOTO B3IVIs/Ia B Ka3aXCTaH-
CKOM HcKyccTBe. OTpaJiHO OTMEYaTh, YTO OTEYECTBEHHBIN OaneT akTHBHO
OCMBICJIMBAET TAKYIO CIOKHYIO HEOJHO3HAYHYIO TEMATHKY.

®oto 1. Cyena uz barema «Kapmeny M. Asaxpu.

N3 apxuBa teatpa «Acrana baner». ®orto A. Hypekuna

®oto 2. Cyena uz 6anema «Kapmeny M.Asaxpu.

W13 apxuBa Tearpa «Actana baner». ®oto A. Hypekuna
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C.O. baxiposa’
'Kazax ynmmuik xopeo2pagusi akademusicol
(Hyp-Cynman, Kazaxcman)

T.0. Izin?
’Kazax yimmolx xopeozpapusi akademusicul
(Hyp-Cynman, Kazaxcman)

XOPEOTI'PA®USA ITEJATI'OI'MKACBHI: BIJIIM BEPYJIEI'T
EPEKIIEJIIKTEP MEH KATET'OPUAJIAP

AHHOTaUA

Maxkanaoa xopeoepagus eHepi canacvlHOa MamMaHoap 0asapiayoa Kaciou naHoepoi
JHcypeizyoe  xopeozpadus MAMAHOBIZBIHGIY epeKuenicit, 0aCmyp CcabaKmacmulebit
cakmaii omuipsin, OKbIMYObIH He2i3el Kame2opusnapvl aukbiHoanaovl. Ocvl Makcamya
Jrcenyde asmopaap 0ananap WbleapMauiblivbly OU YoHCLIMbIHOARbl JCemeKwiniK, ne-
0azoe-xopeoepagh Mamanoaposvl Oaspiayodesbl OKbUMYUILILIK HCIHE OPbIHOAYUIbLIBIK
maoicipudenepiniy He2iziHOe Xopeoepagus eHepi canacvlHoa 6inim bepyoezi epeKulenik-
mep MeH MYHCLIPbIMOAMALAPLIHA CAPANMAMA HCACALUODL.

Tyitinoi ce30ep: xopeoepaghus nedazozuxacyl, oKblmyowvlH Kasuoaiapwl, Oiiim depy
Jlcytieci, adic-macindep, mapoue.

C.O. Baxiposa'
! Kazaxckas nayuonanvHas akademus xopeozpaguu
(Hyp-Cynman, Kazaxcman)

T.0. Iziv?
? Kasaxckas HayUOHANbHASL AKAOeMUsL XOpeozpapuu
(Hyp-Cynman, Kazaxcman)

HEJAT'OT'NKA XOPEOTI'PA®UUN: OCOBEHHOCTH
INPEITIOJABAHUSA U KATEI'OPUH

AHHOTANUA

B cmamue onpedenenvi 0cHOBHbLE Kame2opuu NPenoOasanuus Xopeospapuu npu noo-
20MO6Ke CNeYUanucmos 6 o0nacmu Xopeozpapuueckozo UCKyCcCcmed, npu COXPaHeHuu
cneyuguKku CneyuanbHOCMuy U NpeemMcmeeHHoCmu mpaouyuil. Jns docmudicenus 2mot
yenu asmopuvl AHATUZUPYIOM O0COOEHHOCMU U KOHYenyuu ooyuenus 8 obiacmu xopeo-
epaguuecrkozo 06paz06aHUss HA OCHOBE UCTIOIHUMENIbCKO20 U Ne0A202UUECK020 ONbIMA 8
n0020MogKe nedazo2o8 u xopeocpapos.

Knrouesvte cnosa: neoazozuxa xopeozpaguu, npunyunvl 00yueHus, cucmema oopa-
3068anust, MEMOOUKA, 60CNUMAHUe.

S.A. Bakirova'
'Kazakh National Academy of Choreography
(Nur-Sultan, Kazakhstan)
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T.0. Izin?
’Kazakh National Academy of Choreography
(Nur-Sultan, Kazakhstan)

CHOREOGRAPHY PEDAGOGY: TEACHING FEATURES
AND CATEGORIES

Annotation

The article defines the main categories of teaching choreography in the training of
specialists in the field of choreography while preserving the specifics of the specialty and
the continuity of traditions. To achieve this goal, the authors analyze the features and
concepts of training in the field of choreography based on performance and pedagogical
experience in the training of teachers and choreographers.

Key words: pedagogy of choreography, principles of teaching, education system,
methodology, upbringing.

Kipicne. Eremenikke Ko )KETKI3T€H IIMPEK FACBIPAAH acTaM YaKbIT-
ThIH iminge Kasakcran xopeorpadus eHepi OYriHri KOFAMHBIH Ja, Kepep-
MEHHIH JI€ HIbIFapMalllbUIbIK-KOPKEM/IIK Tallabbl MEH CYpaHbIChIHA caii
kayan Oepin kenemdi. Abati amvinOagbl MEMIIEKETTIK aKaJIeMHSUIBIK onepa
arcone banem meampui, «Actana Onepay, «Actana 0aner» TearpiaapblHbIH
HIBIFapMAaIIbUIBIFRIHAH OalleT OHEepiHIH 3aMaHayd JaMy JCHTeH1H, XaJIbIK
Ou aHcamMOIbIepiHiH Oail pernepTyapblHaH YITTHIK Xopeorpadusi eHepiHiH
epKeH/IeYiHIH kaHa OeneciH kepeMis. Kazakcran xopeorpadus eHepiHiH
QJIEM/IIK JIEHT€H/1e TaHbLIYbI OalleTMENCTEepIIepAIH LIbIFaPMAIIbLUIBIFBIMEH,
OPBIHJIAY IBUTAPABIH JKOFApbl OPBIHIAYIIBUILIK I1e0epIiriMeH Katap oTaH-
TIBIK TIearor-xopeorpadrapasiH Oara xeTnec eHOeriHiH xemici. UHHOBa-
[USUTBIK, TEXHOJIOTHSUTBIK-UHTETPALMSUTBIK YACPICTIH KAPKBIHIBI TaMbIFaH
TYChIHAA Xopeorpadusi MelarorukachblHbIH ©31HJIK CHelu(HuKachl MEH
nearor-xopeorpadTapAblH HETi3rl (YHKIUSUIAphl MEH KociOM KbI3METi
FBUIBIMH-IIIBIFAPMAIIBUIBIK TYPFBIIAH 3€PTTEY/l, CayaTThl capajiaydbl Ta-
JIarm eTiM OTHIP.

3epTTey daicTepi. 3eprTey OaphICHIHIA KENeCl 9ficTep KOMIAHBLIIbI:

— xopeorpadusuibiK O11iM Oepy Kyiecin OaKpuiay;

— KOochIMIIIa Oi1iM Oepy MekeMelNepiHeTi, )KOFapbl OKY OpHBIHIAFbI I1e-
JTATOTUKAJIBIK KBI3MET KOHE JIICTEMEIIK JKYMBIC;

— OTaHJBIK JKOHE MIETENJIIK FaJbIMAAPIbIH JKaJIlbl MeIaroruka JKoHe
xopeorpadus eHepi OOWBIHINA FBUIBIMUA 3€PTTEYJIEPiHIH, TEIaroruKaibIK
HKCTIIEPUMEHTTEPIHIH KOPBITHIHABUIAPHIH TAJ/1aYy.

TakpIpbin 0olibIHIIA dAedueTTepre moay. MojeHueTTany JOKTOPbI,
n.r.k. T.A. ®unanosckas: «O0Opa3oBaHue — 3T0 (pyHIAMEHT, OCHOBaHHE
JUIs BO3BEICHUS Bcel Xopeorpadguueckoit KyasTypbl. @yHIaMeHTaIbHbIC
OCHOBBI 00pa30BaHMS TIO3BOJISIOT M AAJIbIIIE PA3BUBATh, YCIOKHSTH, YIITY-
OMsITh, COBEPIIEHCTBOBATH HCIIOIHUTENBCKOE, OaneTMeiicTepckoe, meaaro-
TMYECKOe MacTepCTBO B 00JacTu UCKyccTBa TaHa» [1, 11 6.], A.B. ®om-
KHH: «Xopeorpadudyeckoe o0pa3oBaHHE — IIEICHANIPABICHHBIA TpOIece
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BOCIMTaHUS M OOyuYeHHs] XopeorpaguueckoMy HCKYCCTBY B HMHTepecax
YeNoBeKa, OOIIeCTBa, TOCYAapCTBa, COMPOBOKIAAIOIIUICS KOHCTATaIH-
el JOCTXEeHHsI TPakJIaHWHOM YCTAaHOBIIEHHBIX TOCYAapCTBOM 00pa3o-
BaTeJbHBIX YpoBHEH» [2, 16 6.], — nen xopeorpadust eHepinaeri OuTiM
Oepy JKyiieciHe FhUTBIMU TYpFBIZIaH Oara Oepeni. OTaHIbIK Xopeorpadust
OHEPIHIH TIearoruKachlH 3epTTeMec OypbIH, «OaleT eHEepiHAeTl OKBITY
Kyliecl» YFhIMBIHA TOKTanartbiH Ooncak, A.Sl. BaranoBansiH «Kmaccu-
KaIbIK OumiH Heri3i» (1934 x.) eHOeTiHIe ajFam peT KIACCUKAIBIK OWIi
OKBITYJIbIH TI€AArOTUKaNIbIK KYHECIHIH Heri31 )KacaJIbIHBIM, JJIEMIIK X0Ope-
orpadUsUIBIK OHEP/IiH TapUXu JaMy yAepiCiHAe KalbIITacKaH Oayer Iie-
OepIiTiHIH QMINIECiH OKBITYIBIH SIIiCTepi MEH Tociiiepi OipikTipinesni.
A.S1. BaraHoBaHBIH IeIaroruKaJIbIK xyheci JIeHuHTpa XxopeorpadusiibIk
YUWJIMIIECIHIE KIIACCUKANIBIK OUJl OKBITY MPOLECIHAE OpPBIHIAYIIBIIBIK
TEXHUKAJIAPBIHBIH KaFUJaJIapbIH, KIMBUIIBIH MaFbIHATBUIBIFBIH KaJIbIITa-
CTBIPBII, KOJI MEH asiK KaJIBIITApbIH JKYHeern, 1eHeHIH AYPbIC KOWBLTYbIH
3eprreai. Ocel oaicTeMe OalleT ®HEpiHiH MeAaroruKachblHbIH 1aMy YpJici-
HE JKOJI alllbIll, aJIFAIIKbI Iearor-odajerMeicrepiaep MeH Oaner eHepiHe
OKBITY XKyieci maiaa OoJbl.

A.Sl. BaranoBara nieiiin 1ie xopeorpagusi eHepiHe OKBITY/IbIH o/1icTepi
MeH Tacinnepi OolbIHIIa eHOeKTep KaphIK kopreH. A.fl. Baranosa e3iHiH
KJIacCHKaNBIK OuiH Heri3i arTel eHOerinae XK. JK. HoBepasiH TeopHsbIK
nikipi MeH K.brma3zucTelH npakTUKaiblK TocuiaepiH xkoHe XIX rachip-
TIBIH, COHBI MEH XX FachIpbIH OaChIHIAFbI OPBIC OaNeT TeJarorTapbIHbIH
TOXKIPUOECIH OIPIKTIPE OTHIPHII, KIIACCUKAIBIK OHJII OKBITYIBIH ITE€1arOrt-
KaJlbIK JKYHEeCiH KypaJbl.

A.Sl. Baranosa: «Hamm mikonsl Moryt padoTarh, JMILIb ONUPAsCh Ha
COJIUJHBIN TeopeTHUeCKuid (hyHAAMEHT... MBI JODKHBI CO3/aTh Hayd-
HO-UCCIIEIOBATEIbCKUN LIEHTP MO Xopeorpaduu U B INEPBYIO O4Yepenb,
KYpHAJI TI0 BOTIPOCaM 0aJIeTHOTO MCKYCCTBa, HA CTPAHHUIIAX KOTOPOTO MBI
uMen Obl BOBMOXKHOCTH OOCYXKZIaTh U pa3padaThiBaTh MEIarorudecKue,
TBOpPUECKHUE U MCTOPUYECKHE MPOOJIeMbl HAIIEro MCKyccTBa. B cBs3m ¢
9THM, 5 CYHATAIO BIIOJHE CBOEBPEMEHHBIM MOCTABUTH BOMPOC O MpPEBpa-
UICHUM HAIIMX BEeIyIIHUX OaJeTHBIX TEXHUKYMOB B BbICIIHE Y4eOHbIE 3a-
BeJIeHUs 1o xopeorpaduu ¢ obecredeHneM 3a HUIMH BO3MOXKHOCTH BECTH
HAy4HO-MCCIIEIOBATEIBCKYI0 paboTy 1O TEOPHH M HCTOPUH OaJeTHOTO
HCKyCcCTBa» — OyJ1 iepekTepaeH xopeorpadusi OHEpiHiH MeJaroruKachiH,
OPBIHAAYIIBUIBIK IIe0epIikke OayayIblH 9iCi MEH HETi3ri KaruJIaldapblH
3epTTey 9pOip TapuXH Ke3eHAeTi MaHBI3IbI MOcelie OOFaHBIH KopeMmis [3,
206.].

3eprrey HoTHiKeci. FambiMaapabiH 3epTTeynepiHe CyileHe OTBIpHII,
xopeorpadus NeIaroruKachlHbIH HET13T1 KaTeropusIapblH TOMEH/IET] Ke-
cte OolbIHIIa 06T KapacThIpaMBbI3.
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binim Gepy

Xopeorpadus
I1EIarOr UKACHI-
HEBIH HEri3ri
KATCTOPUSTIApPbI

Kecte Nel. Xopeozpagus neoazocuxaceinbiy nezizei kamezopusiapbi.

TopOue — OuITiHIH TYJIFaChIH KaJIBIIITaCTHIPyFa MAaKCaTThI Typ/ie OarbIT-
TaJFaH yplic, 0ajeT eHepi calachlH/Ia KUHAKTAIIFaH TOKipuOeMeH Oeti-
cy, Ooramak KociOu KpI3METKE JaiiblHIay MaKCcaThIHA OKYIIbIFa OaFBITTHI
BIKIIAJT €TY.

Kazak onebueTiHiH Heri3iH KaJlaylbulapablH Oipi, aFapTyIlbl, 1€Aaror
M.XKymabaeB: «banansl TopOueni KbUTy — TYPMBIC MaiiIaHbIH/IA aKBLJIMEH,
omicnieH Kypece OuneTiH ajgaM mbiFapy. Kamaca e3iH, acca GapibIk ajmam
0anacklH 9L JKOJIMEH epre CYHpelTiH ep mIbIFapy aereH ce3. TypmbicTa
TYWIHII MOceNeNepal Te3 menie OUTeTiH, KhICKAChl, aJlaM3aT JYHUECiIHIH
Kepek O0ip Mymieci 00a ajaTblH TOPT KaFbl TYTEJ Kicl KbUIBII HIbIFapy. ba-
JaHbI MYHJIAl camagarsl a1aM eTy YUIiH Topouenti 6ap KyIiH, 6ap OiTiMiH
JKyMcarl, mapiamaii yipere Ouryl Kepek» Aern TYXKbIpbIMIaMa >Kacai bl
[4, 3 6.]. Ilenaroruka FBHUIBIMBIHBIH HET13T1 cajachl TOpOWE YAEpICIHIH
MakcaThl KOFAMHBIH KQKETTLUTIT1H KaHaFaTTaHIbIPaThIH, OaceKkere KalineT-
Ti MaMaH Aaibiaaay. Canansl TopOue ypIiCiH KaabIITACTRIPY/Ia 3aMaHAyH
MaMaH — TieIaror-xopeorpag MeHrepyi KaxxeT KacueTTep:

*  KOMMYHHKAaTHBTIK KacHeT — Meaaror-xopeorpadteiy 6anamapMeH,
ara-aHaJapMeH, OpINTEeCTePIMEH BIHTHIMAKTACTHIFBI KOHE KapbhIM-KaThI-
Hac )acaybl )KOHE T. 0.;

*  YMBIMAACTHIPYIIBUIBIK KaCHET — OLTIM allyIIbUIapAbIH Kociou ma-
MaH/IBIFBIHA JETEH KBI3BIFYIIBUIBIKTAPBIH apTTBIPY, Oip YKBIMFa, OpTaK
TONKA OIPIKTIPY, OPTAK MAKCATThl alKbIHAI, COJI MaKCaTKa JKETY >KOJIbIH-
Ia Oipire *yMBbIC )Kacayra ylpery;

*  KOHCTPYKTHBTIK KacHET — TMeAaror-xopeorpadTelH cabaKThl
KocTapiay/ia KaKeTTI MaTepHalIibl TaHaai O1Tyi;
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e Oomkamaay KacueTi — Oy xopeorpadThiH OoNamrak KbI3METiHIe
MeIarOTUKaJIBIK OOIDKaMIap/bl )Ky3ere acbIpy Kaliieri;

*  THOCCOJIOTHSUIBIK KacHeT — IIelaror-xopeorpaThlH —IIbIFap-
MAaMIbUTBIK Y’KBIM/IAFbI )KYMBICHI )KOHE OHBIH ©3/IIT1HEH O1TIMIH XKeTIAIpy-
r'e JIETeH YMTBUIBICHI;

*  MEpIENTUBTI KAaCHET — opOip OpbIHAAYIIBIHBIH KaH JYHUECIH YFbI-
HY, KaOUJIETIH €CKepy, SMOLMOHAIJIBIK JKaFJaiibIH Ce3iHYy;

*  KPEaTHBTLIIK KACHET — MeJaror-xopeorpaThlH HHTEIUICKTYaIBIK
KabierrepiHiH Oip Typi. XopeorpadusiblK KOUbLIBIMIApIa alpbIKIIa 00-
pa3nap/sl MIbIFapy, OayablH AOCTYPIIi CXeMallapbIHaH KeTe ajy, MOCeIeliK
KaFIasTTapAbl mIemie ary Kabineri.

*  OJKCIIPECCUBTI KacHeT — IeAaror-xopeorpadThiH AaybIC BIPFaFbl-
HBIH KaFbIMABUIBIFBI )KOHE AIIBIK YMOIMSIIBIK KOHII-KYHi.

[lenaror-xopeorpadThlH opAalibIM JKOFApbIa aTalFaH KacHeTTep.i
JAMBITYbl — OM YKBIMAAPBIHBIH TaOBICTHI KbI3METIHIH KTl KoHEe O11iM
aTyIIBUTAPABIH Calalibl OKY YPIICiH YIBIMAACTHIPYAaFhl KAXKeTTi (hakTop-
nap.

byn xeninne JlykpsiHoBa E.A.: «Ho BociuTanue nmpaBUIBLHOTO TOJIO-
KEHHsI Tella TaHlopa TpedyeT OONBIIOr0 TEepHeHHs, HACTOMYMBOCTH U
YCHJIHSI, TIOCTOSTHHOTO KOHTPOJIS, KaK CO CTOPOHBI TeJlarora, Tak U caMo-
KOHTPOJISI CO CTOPOHBI UCTIOJIHUTENSI. DTOT BECh MPOIIECC BHICTPAUBACTCS
Ha TaKUX JIMYHOCTHBIX KauecTBaxX KakK: MUCIUIUIMHUPOBAHHOCTH U TPY-
nomo0ue. DTU KayecTBa TaK K€ HEOOXOIUMBI M B IMOBCETHEBHON KU3HU
Y ONPEACTISIOT yCIieX BO MHOTHX JejlaX. DTO crocoOcTByeT (hopMupoBa-
HUIO M CTAHOBJICHHIO XapakTepa Oyaymield TUIHOCTH. UepThl XapakTepa
nearoru-xopeorpadpl MHOTUMHU TOJAAMH BOCIHTHIBAIOT Y JCTCH», - Jc-
reH OomareiH [5, 46 6.]. Onait Gosica, 3epTTEYHIIEP/IIH FHUIBIMU KO3Ka-
pacTapbIHbIH, Ielaror-xopeorpagTapAblH IPAKTUKAIBIK TOKIpHOenepiHiH
HeTi3iHIe TopOue yAepiciHiH - Xopeorpadusi eHepiHiH JaMy TapuXbIMEH
Karap JKYPTeHIIriH, OHbIH MOHIHIH KOFaM MOJICHUETIMEH OaiJIaHBICTHI
EKEHIHE KO3 )KETKi3eMi3.

binim b6epy — xopeorpadusi eHEpiHE OKBITY OapbICHIH/IA JKHHAKTAIIFaH
QJIEMJTIK, FBUTBIMH )KOHE MOJICHU KYHIIBUIBIKTAP JKYHECIH KAMTUTBIH dJIic-
TEMeJIeP/iH JKUBIHTBIFBI. Xopeorpadus oHEpiHe OKBITYIbIH MeIaroruka-
JIBIK KYHWECIH JaMBITYIBIH HETI3r Ke31 XaJbIK MeIaroriKachIHbIH FaChIp-
nap 0ObI KUHAKTAJIFAH OMIPJIIK TOXKIpHOeCi, YITTHIK TopOueci O0bII Ta-
ObLIAbI.

AnamM3ar e3iHiH eMip Cypy CaThICBIH/A, Y3aK Kbuimap 0oibl Oip-0ipi-
HEH TYPMBICTBIK TIPIIUTIKTEP/Il FaHa YHPEHIN KOWFaH >KOK. Typii eHOek
OpeKeTTepiHeH TYBIHIANTHIH 03 Ce3IMIepiH KUMBLI apKblIbl OeiiHeneyre
THIPBICTBI. CHITATTHI, OCHHEIN XKOHE TYCIHIKTI KUMBUIIAP KeJIep YPIaKThIH
€CIHJIe KaJIbITl, OJ KUMbLIAap Oenriji Olp MarblHara, >KYHEIUIKKe ue
6onapl. Ochutaiiina anFamkel Omiep maiga Oonapl. benrini 6ip KUMbLI-
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TIbl aHBIK KOHE AYpbIC OeifHenel OinreH Oumriiep o3 TOXipUOEIepiH Kac
OpBIHAAYIIBUTIAPFA TAOBICTAY apKBUIBI AJIFALIKBI OM YCTa3qaphbl OMipre Kei-
ni. Onap Ou IIEMEHTIH JIyPBIC KOPCETY )KOHE YHPETYMEH Kartap, Topoueri
KBI3METIHIH POJIIH KOca aTKap/ibl, cededi, oap 63 OKYIIbUIAPbIH €CKEePTY-
Jepai AypeIc KaObuiaai Oimyre TopOueneni.

Kazakcranmga XX racwipabiH 30-11b1 KbULIAPABIH OackiHIa OW ©HEpi-
He YHpeTyIiH alfamKkbl KaJaMIaphl )Kacallblll, OpPbIC XOpeorpadTapbIHbIH
MeIarOTUKAJIBIK HJeSUIapbiHbIH Herizinne KasakcTanHeiH Oaner mena-
rorukachl Kaneinractbl. Ocbl Ke3€eH/ll eHepTaHy KaHAWIAThl, podeccop
T.O. Bim: «1933 xputbl Kazak MemiekeTTik JpaMa TeaTpsl KaHbIHAH
aIIBUTFaH MY3BIKAIBIK CTyAMsga OaneT OeiMi JKYMBIC icTel OacTajbl.
1934 b1 ockl 6emimMail A.AnekcanapoB 6ackapabl. Colt )KbUIbI Oaanap
yHiHIH KaOineTTi AereH 32 OKyUIBICHI anFaml Ou OeniMiHe KaObUIIAHBIIL,
Oanet MekTeO1 ambuIbl. 1937 xbiinan Oyt MmekrenTi A.Cene3neB 6ackap-
nel. A.Cene3HeBTiH Tikeneu apanacybiMeH 1938 sKbuibl My3bIKa MEKTEO1-
HeH OeiHIN MIBIKKaH, 01 6esiMi Xopeorpadus yUnIMIIECiHIH Heri31iH Ka-
7y - Aer xa3ael [6, 11806.]. Atanran yuwmiie Ka3ak Ou eHepiHiH Kapa
HIaHbIpaFbIHA alHAJIBIN, Ka3ipri TaHIa JOCTYp Cca0aKTaCTBIFBIH CaKTarl,
KociOu xopeorpadust MekTeOiHIH OKy-o1icTeMeNniK 0a3achIHBIH HET131H Ka-
JaJIbl.

1965 >XbuTbl amIBIIFaH ACTpajia ’KOHE IHMPK OHEPl CTYAHMSICBIHBIH XO-
peorpadus 6emimi (kazipri XK. Ene6exoB aTbIHAAFBI KOJJIEIK) JKOHE ail-
MaKTBIK ©HEp KOJUICIDKACPIH/IC allbUIFaH Xopeorpadus OemimMaepi XaablK
Ou aHcamMOnb/epi MeH OOJBICTHIK (PHITApMOHUS Y)KbIMIApbIHA OHUIIILIEp
JaiibIHayda YIKeH YJiec KOCHII OTBIPFaH OKY OPBIHIAPHI.

2010 >xpuel AcTana Kanaceiana (kasipri Hyp-Cynran) Kasak yiTThIK
OHEp YHUBEPCUTETIHIH )KaHbIHAH Xopeorpadus pakyJbTET allbLIbII, KOTI
JIeHreisi (MeKTen-KosieK-0akanaBp-MaructTparypa) Oimim Oepy xyii-
€CiH KaJIBITACTBIPABI. ATanFaH (QaKyJbTeT OUTIM alyIIbUIapbl MEH OKBI-
tymbuiapbl 2016 xbutbl Kazak yaTThIK Xopeorpadusi akaaeMHUsICHIHBIH
Heri3iH Kanaapl. Kasipri TaHga akageMus 3aMaHayH KOHE XaIbIKapasbIK
cTaHgapTKa cail kenetin Opra A3usaarsl Ko JEeHTeii XopeorpadusibIK
Oimim Oepertin OipmeH Oip oky opHbl. CoHbIMEH Katap, PecryOnmukana
xopeorpadus canacbl 6oibiHIIa OiiM OepeTin T. XKypreHoB aTbIHIaFbl
Kazak ynaTThIK eHep akanemMusichl, Kazak YITTBHIK KbI3Iap MeAarorukajbK
yHuBepcuTeTi, AOail ateiHgarbl Ka3ak YITTHIK MelarorukaiblK YHUBEP-
CUTETI KYMBIC aTKapbI OTBIP. AJl, ailMaKTBIK KOFapbl OKY OpbIHIapbIHAH
M. OyesoB areiHgarel OHTYCTiK Ka3akcTaH MeMeNeKkeTTiK YHUBEPCUTETI,
M. OtemicoB atbiHnarbl barbic Ka3zakcTaH MEMIICKETTIK YHHBEPCHTETI,
KopkeiT ara ateiHgarsl KpI3putopia MEMIIEKETTIK YHMBEpPCUTETI Meia-
ror-xopeorpad MaMaHAapIbl JaibIHAaya canaibl eHOEK eTye.

Oxbimy — apHaiibl TalbIHIBIFEI Oap MaMaHHBIH )KETEKIIUTIrIMEeH 0oJIa-
IIaK OpBIHAYIIBIIAPABIH OOWbIHIA Oenriii Oip Oimik, O1TIM, JaFbLIapIbI
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KaJIBIMTACTHIPYABI JKy3ere acelparhiH yaepic. OKpITy yaepici OapbichiHIa
Oaster Outrici ©3 OoWbIHAAa OENTUIl Oip OPBIHAAYIIBUIBIK JaFIbLIAP/IBI Ka-
JBINITACTBIPYMEH KaTap, ojlapibl KalWTa-KalTa >KaTThIFylap OapbIChIHIA
KETUIIIPY apKbUIbl OM KUMBLIAAPHI KYHECiHIe OpBIHAAN bl Xopeorpa-
¢bus memarorukaceiHAa OYJI OpeKeT €H MaHBI3IbI OOJNBINT TaObLIAIbI, Ce-
0e01, KoCiOM MEKTENTi JKaKChl MEHTepy XopeorpadusuiblK KOHbUIBIMIAP-
JIBIH HETi31H KaJIAWThIH TYpJi OM KOMOWHAIMSUTAPBIH Y3MAIKCi3 KaiTanay
MeH YipeHy *KaraaibIHa FaHa MyMKiH Oomnaabl. KociOu opbIHIay IIBIHBIH
OLTiMi OKY yZiepici OapbIChIHAA ajbIHFAH XYHeni OutiM, OUTIK, JaFablIap-
IBIH TyTac cumarraMacklH kepceteni. COHbIMEH KaTap, xopeorpadmus
eHepiHAer! OuTiM Oepy KYHeCiHIH MaKcaThl - OpPBIHIAYIIBUIAPIBIH JKaHa
OYBIHBIH OHE jkac MaMaH bl TopOueney. Cebedi, OKy yaepiciHe xac Ma-
MaH OalleT eHepi FaHa eMec, KAl OYKiJ QIeMIiK MOJICHUET JaMybIHBIH
TOXKIPUOECIHIH KUBIHTHIFBI asICHIH/IA OHEP 3ePTTEYUIIEPiHiH KUHAKTaFaH
KaQXXETTI, FRIIBIMH JKOHE MOJICHH KYHJIBUTBIKTAPBIH MEHI€PE/Ii.

KopbIThiHABL. ByTiHTi TaHIa Ka3aKCTaHABIK OaleT MmeaarorukachblHbIH
KAJIBINITACyhI TOJIBIKTAH 3epTTEIIMETCHIITH HAKThUIAH KeJie, OTaH IbIK KOp-
HEKT1 xopeorpadTapAblH KMHAKTAJIFaH IEIaroruKalblK TOKipuOenepin
JKY3€ere achlpy TICUIAEPiH capayiay ©3eKTi OOJIBIT TaObLIaIbI.

[lenaror-xopeorpadTapabIH MbFapMaIIBUTBIFB XOpeorpadus OHepiHiH
©31H/IIK EPEeKIICNIKTePIH CHUMATTAWTBIH TYpJl Ke3KapacThl KOPCETETiH
IIBIFAPMAIIBUTBIK 137ICHICTeP MEH TaJINbIHBICTApAAH TYPATHIHIBIFEIHA KO3
KETKI3iK. Xopeorpadus eHEpiHJIET AJIEMIIK KOHE OTAHIBIK TeIarorH-
KaJIBIK JKYy#ene, OapibIK megarorrap 0ip OarbITTa )KYMBIC ICTETeHIH, Oipak
OJIAp/IbIH JKYMBICKA JIETEH MIBIFAPMAIIBUIBIK TOCIT op TYPJIi OONFaHIBIFbI
oenrini. [lemarorrapablH OKBITYIIBUTBIK IIBIFAPMAIIBUTBIFBIHBIH IIIEIHAWBI
KYHJIBUTBIKKA Fi€ 0O0JTyBI HEMECE KOFaphl JKETICTIKTEPre KOJI )KEeTKI3e aama-
yBI, OKBITY MEH TopOHueseyaeri KONJaHbIIaThH 9JIic-TocIepre, yCTaHa-
TBIH [TEArOTUKAJIBIK KaFuaaiapra OailllaHbICTHI.
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DESIGNING THE PROFESSIONAL ACTIVITY OF
CHOREOGRAPH IN THE CONTEXT OF SYNTHESIS OF
CHOREOGRAPHIC ART AND GYMNASTICS

AHHOTaUA
The article considers the designed model of professional activity of a choreographer
in gymnastics. Graphic developments and modeling of important aspects of the
choreographer s professional activity in the context of the synthesis of choreographic
art and gymnastics are presented. The goals and objectives of the choreographer in
professional activities with athletes are revealed.
Key word: choreography, gymnastics, sports, synthesis, exercise.

H.A. Dedocosa’
'Kazax ynmmulx xopeoepagus akademusicol
(Hyp-Cynman, Kazaxcman

XOPEOTI'PA®UAJIBIK OHEP ) KOHE 'MMHACTUKAJIBIK
CIIOPT CUHTE3I )KAFJIAUBIHIA XOPEOTI'PA®THIH KOCIBH
KbIBMETIH )KOBAJIAY

AHHOTAUA
Maxanada xopeozpaghmuly 2UMHACMUKATLIK CHOPIMIMAZbL KICIOU KbI3Meminiy coba-
JIAHEAH MOOeli Kapacmuipuliadvl. XopeocpaghusiiblK OHep HCIHe SUMHACTUKAIIK, CROPIN
CUHME3E HCA20AULIHOA XOPeoSPaAPMbIH KICIOU KblaMEMIHIK MARbI30bl ACNEeKMILEPIH MO-
denvoey dcane epaguranviy azipremenep Yeoinbliadsl. Cnopmuusliapmer Kaciou Kols-
Memme Xopeocpagmuiy anobIHOA KOULAH MAKCAMMApbl MEH MIHOemmepi aHblKMAandobl.
Tyuinoi ceszoep: xopeocpaghus, cumMHACMUKA, CHOPM, CUHIMES, IK3EPCUC

U.A. ®edocosa’
'Kasaxckas nayuonanvras axademus xopeozpaguu
(Hyp-Cynman, Kazaxcman)

NPOEKTUPOBAHUE NPO®ECCUOHAJIBHON
JAEATEJIBHOCTHU XOPEOI'PA®A B YCJIOBUAX CUHTE3A
XOPEOTPAOUYECKOI'O HCKYCCTBA
N THMHACTHUYECKOI'O CIIOPTA

Annotation

B cmamve paccmampusaemces cnpoexmuposannas Mooeis npopheccuonaibHol oesi-
menbHoCmu xopeozpaga 6 eumnacmudeckom cnopme. Ipedcmasusiiomest epaguueckue
PaA3pabomxu U MOOEIUPOBAHUE BANCHBIX ACNEKMO8 NPOYeCcCUOHATbHOU OesmelbHOCmU
xopeozpaga 6 yciosusx CuHmesa Xopeocpaghuieckozo ucKyccmed u SUMHACMU4ecko2o
cnopma. Packpuieaiomes yeau u 3adauu, cmosuue neped xopeozpagom 6 npogeccuo-
HALHOU QesTMeNbHOCMU CO CHOPICMEHAMIL.

Knwouesvie cnosa: xopeozpaghus, 2uMHACMUKA, CROPIM, CUHME3, IK3EPCUC.
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Introduction. Nowadays, modernization of professional activity
of choreographer is actively gaining momentum in various spheres of
choreographic art and sport. The World School of Sports and Rhythmic
Gymnastics is distinguished by high performing skills of sportsmen, a lot
of styles, integrity of compositions, which is achieved by a synthesized
process of choreographic art and gymnastics. Modern achievements in
choreographic art, plasticity and gymnastics have marked the multifaceted
activity of the choreographer. The need to consider these processes has
determined the choice of the research topic.

Classes of choreography contribute to the development of the necessary
skills for athletes. Undoubtedly, tremendous work is being done for the
quality training of world-class athletes, both a coach and a choreographer.
First of all, the choreographer must be a highly educated specialist in
the field of dance art. The professional activity of the choreographer,
encompasses many professional aspects, combines a number of goals and
aims. In addition to physical preparation and the ability to methodically
organize the educational process with students, the choreographer needs
to know: the method of creation of choreographic works, the history of
domestic and foreign choreographic art, musical deed, stage design and
costume history. A choreographer should possess not only knowledge of
classical dance, but also be fluent in teaching the technique of folk stage,
contemporary, historical and everyday dance, and possess knowledge and
skills of psychology and pedagogy. A choreographer is a highly erudite
specialist who knows not only the professional secrets of choreographic
art, but also related art forms: dramaturgy, music, visual arts, literature and
theater.

The research method is based on the general experience of choreographic
and sports pedagogy, masters of sports, trainers and choreographers of the
Russian Federation and the Republic of Kazakhstan, as well as the methods
of experienced teachers, athletes and researchers.

In considering the research problem, methods of observation and
comparative analysis were used; study and generalization of the results;
design and modeling of important aspects of the professional activity of
a choreographer in the context of the synthesis of choreographic art and
gymnastic sport.

As the authors E.N. Medvedev and R.N. Terekhina in the study
letter “Ways of self-improvement of a teacher-trainer by the example of
gymnastics” - the sphere of activity of a choreographer is directly related
to the formation, accumulation and transmission of cultural values of a
primarily person. Therefore, “a professional teacher is a person with
developed intellectual and spiritual functions, bearing cultural values and
ideals, an idea of trying his profession in society” [1, p.3].

As the researcher N.V. Mukhametzyanova: “the leading components
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of educational activity is the following: contain the educational material,
methods, forms, means and solution” [2]. So, starting a professional
activity, the choreographer must find for himself the goals and aims, taking
into account the specific features of art sport. Starting from the first lessons,
the main tasks of the choreographer include:

- develop the interest of athletes and their introduction to the art of
choreography;

- to interest young gymnasts in choreographic lessons by compiling
not only a competent and methodical lesson, but also with the inclusion of
interesting findings. Given that their basic gymnastic training is inherent
in the implementation and study of many complex tricks, exercises with
objects, directly to them the choreography may seem boring.

At the same time, considering important choreographic training in
gymnastics, many authors recognize the positive impact of choreography
on the achievement of high sports results (F. Morel, TS Lisitskaya,
NI Lebedev, V.E. Zaglada, etc.) [3, p.52].

In our opinion, we should take the recommendations of the ballet
dancer, teacher of the Novosibirsk State Choreographic College (NGHU),
choreographer in groups of thythmic gymnastics, the author of the developed
methodology L.A. Savina (Novosibirsk). The teacher-choreographer
focuses on develop and dance, musicality, coordination of movements,
directly noting the important methodological aspects in the technique of
rotation and jumping in the training of gymnasts. Also, an important point
is the communicative principle between the main trainer and teacher -
the choreographer. That is, before starting work, it is necessary to find a
common contact with the trainer, discuss working moments, and find the
goals and objectives of the upcoming work, focused on a specific result.

The choreographer must find specific tasks, and know what results
need to be obtained after a certain time (after 3 months, after six months, by
the end of the school year). After setting goals and aims, the choreographer
needs to apply methods that will lead to effectiveness. The teacher should
optimize the training process and offer help to athletes, which will directly
improve the results of competitive performances. “The conditions for the
success of any professional activity is the strength of special knowledge,”
E.N. Medvedev [1, p.5].

Special professional knowledge is the main criterion, however, other
professional qualities that a choreographer should have are no less import-
ant. We presented the qualitative characteristics in the following table (see
Table 1).
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Name of professional
qualities

Characterization and name of the
qualities of a choreographer

Personal qualities of a choreographer in a professional activity

Business qualities

conscientiousness, diligence,
responsibility, discipline, energy

Reflective qualities

accuracy, self-criticism, erudition,
broad outlook

Empathic qualities

humanity, kindness, mutual understand-
ing, tact, empathy

Professional qualities of a choreographer

Practical and theoretical
knowledge, skills of
specialized disciplines

classical dance, folk stage and character-
istic dances, modern and national cho-
reography, historical folk dance and etc.

All-round development

knowledge of the history of choreo-
graphic art and theater, the formation
and development of special disciplines,
visiting cultural events (performances,
museums, galleries, exhibitions, etc.)

Mastery of special ter-
minology and choreo-
graphic vocabulary

knowledge of the terminological appa-
ratus of classical dance and the specific
terminology of folk, national, modern
choreography

Self-criticism

adequate assessment of the situation,
one’s own capabilities, knowledge of
one’s own strengths and weaknesses in
character and professional activity

Principles of
pedagogical impact

the principle of the formation of subjec-
tivity, the principle of value orientation,
the principle of integrity of interaction

speech culture, voice and intonation,
facial expressions, glance epic norms,
tactics of interaction, work with visual
material

Organizational and
pedagogical technique
Self development

advanced training, master classes, sem-
inars, conferences, study of special-me-
thodical literature
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Choreographer capacity

1. | Didactic capacity

transfer educational material in an acces-
sible form, achieve the result of active
and conscious perception of the material
by students, systematically and consis-
tently plan and conduct the educational
process

2. | Academic capacity

creative scientific approach to work, the
use of new techniques in the education-
al process based on advanced in scien-
tific knowledge, improving pedagogical
skills

Communication
capacity

the ability to easily make contacts,
friendly relations, manage your mental
state

4. | Gnostic capacity

the ability to analyze the personality and
abilities of the student, their own activi-
ties, the experience of colleagues

The internal content of the

communication of the choreographer

1. | Material

exchange of products and items of activ-
ity that serve as a means of satisfying the
actual needs of entities

2 | Cognitive

knowledge exchange

3. | Active

exchange of actions, skills, knowledge

4. | Conditioning

exchange of mental or physiological
conditions

5. | Motivational

exchange of goals, interests, motives,
needs

6. | Business

private moment in joint productive
activity

7. | Personal

focuses on psychological issues of an in-
ternal nature

8. | Target

serves as a means of meeting a specific
need

Table 1. The qualitative characteristics a choreographer
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The choreographer must have knowledge in psychology: age, social,
pedagogical, medical, labor psychology, physiology, anatomy and other
branches of science. Knowledge itself is not a guarantee of success; it must
be structured into a specific system. So, the professional tasks of the
choreographer in terms of training gymnasts are as follows:

1) Choreography in sports is aimed at solving a set of tasks in the
process of training athletes:

— comprehensive and harmonious development of athletes;

— improving their technical readiness;

— improving the quality level of physical fitness: coordination abilities,
flexibility, performance techniques, strength, endurance, emotionality;

— posture formation;

— education of aesthetic and creative abilities;

— development of individuality, dance, plasticity, expressiveness and
culture of movements, artistry of sports programs.

2) When conducting classes in choreographic training, it is necessary to
take into account the specific features of this sport and physical capabilities;

3) The specific use of the means of various types of dance art and their
ratio in the training session will depend on the tasks:

— tasks of the training session;

— age of athletes;

— the level of their training;

— the type of program in which athletes perform;

— individual characteristics of athletes;

— the challenges facing this lesson.

Based on the characteristics of the choreographic lessons in gymnastics,
it should be noted that there is still a debate among experts about “whether
it is worth varying the choreographic movements with the gymnastic,
or is it worth conducting a pure choreography lesson, observing all the
canons of classical dance.” In particular, questions arise about “whether it
is worth performing movements on inverted positions or keeping straight”,
“in what place it is necessary to keep the hands of gymnasts”, “is the use
of other choreographic directions appropriate and effective” and similar
controversial issues during the training process before there are still many.
The results of the comparative analysis revealed that in choreography
artists support rounded positions and positions of the hands, and during
gymnastic programs for athletes, the arms should be extended as far as
possible at the elbows, there is a concept like “turn off the elbows”. This
question is still one of the most relevant and often arising between trainers
and choreographers.

A review of the literature on the topic. Some authors are supporters
ofthe education of athletes with classical choreography. This is confirmed by
the works, scientific, methodological and special literature of such authors
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as: TS Lisitskaya, V.B. Issurin, V.I. Lyakh, G.F. Bogdanov, D.A. Kablukov,
V.M. Mironov, G.B. Rabil, T.A. Morozevich-Shilyuk, E.N. Medvedev,
R.N. Terekhina, I.A. Wiener-Usmanova, E.S. Kryuchek, E.N. Medvedeyv,
L.A. Savelyeva, V.Yu. Sosina, I.A. Shipilina, O.G. Rumba, who made a
great contribution to develop methodological foundations in the study
of specific features in gymnastics, as well as the use of choreography in
sports.

So, the author M.N. Maksimova notes that choreography classes
develop “the emotional and volitional sphere of personality, contribute
to attraction to national and cultural values, orient a person towards a
healthy lifestyle”, increase working capacity, which ensures the targeted
development of vital spiritual, intellectual and physical qualities of the
future generation [4, S. 284].

The results of the study confirm that the lessons of classical
choreography contribute to the consolidation of the “foundation” of motor
culture and a conscious attitude to this type of art, develop coordination of
movements, attention, memory, emotional responsiveness and the
cultivation of industriousness.

Exercise at the barre is an obligatory and part of the lesson of classical
dance, academic characteristic and folk stage dances. The lessons of jazz
dance and modern dance mainly consist of an exercise in the middle of
the hall, however, many teachers also practice exercises at the barre in
professional schools and educational institutions. It should be noted that
today the exercise is used not only in the ballet class, but also in sports,
rhythmic gymnastics, which purposefully contributes to the proper
functioning of muscles, the setting of the musculoskeletal system, and the
development of eversion, stability, coordination and elasticity of ligaments
in athletes.

Also an indispensable part of choreographic training in gymnastics is
the exercise in the middle of the hall. Do not transfer all movements from
the barre to the middle, as usually happens in ballet. For gymnasts, this will
not bring such benefits as for dancers. Therefore, it is important to select
the most necessary combinations and exercises for gymnasts - to study the
positions of the hands, go through basic poses, learn 6 forms of port de
bras, the implementation of which is an important part in the performance
technique of athletes in the formation of beautiful body lines and
expressive plasticity of its upper part, first hands and overall coordination.
Undoubtedly, it is useful to study the types of pas de bourrée (in all
forms of its development from simple to pas de bourree en tournant). It
is necessary to pay attention to teaching the temps lie on half-toes with a
foot raised to 90 and above, you can include gymnastic tours with a foot
in the ring, etc. It is also recommended to perform complex adajio forms
for the development of dance, include waltz steps, amplitude dance
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movements, ballance, always with different port de bras, spins and tours.

The movements of the Allegro group (jumping technique) contribute
to the development of muscle strength for the work of the ankle joint
and achilles muscles. In addition, the exercises of this group by the
repeated method with ordinary or short-term rest intervals are aimed at
training the physical endurance and respiratory apparatus of the athlete.
It is necessary to develop the correctness of the “push” from the floor,
the high jump with the “hovering in the air” and the correct landing. In
particular, gymnasts land only at half-fingers, without putting their heels
on the floor and dropping their knees.

Due attention should be paid to the study and improvement of techniques
for performing various spins. Athletes must have the skills to do the spins
correctly. It will be useful for gymnasts to learn these spins: small types
of pirouettes from different techniques and approaches; tours chaines;
large pirouettes (pirouettes a la seconde, pirouettes in attitude, pirouette in
arabesque, pirouette in open leg forward 90). It will be useful for gymnasts
to do poses in turns - tour lent, turns fouette, grand fouette turns.

After mastering the lesson in the classical format (pure form), it is
recommended to vary with the elements of gymnastics (“wave”; “planche”;
“balance” front, back, lateral vertical, horizontal; gripping the legs into a
“ring” in a stretch or standing on a support; work with a shortened foot,
etc.), apply movements from folk dance (folk stage or folk character).

The national color is interesting in that it allows you to highlight the
features that form the various ethnic styles. Firstly, the music itself dictates
the character. In addition, in competitive programs we often see the
performance to the music of folk themes and with the use of dance tracks
consisting of a number of movements of folk dance. In the lesson of
folk dance, you can use different rotations: “Obertas”, “Rotation with
crouches”, “Running in a corner in place”, etc.

After fully mastering this program with elements of folk dance, you
can turn on the elements of modern choreography (cross; torso spirals;
contraction and release; changing levels; falls, etc.) in the same dosed
method. This direction will teach athletes to own their body, feel it in free
plastic. This will contribute to the beneficial implementation of plastic
movements, in particular in working with the ball. Modern dance allows
you to feel your own body, work with your own body weight, develops
freedom of movement. The movements of the modern dance also teach the
“eloquent” gesture, its freedom and the emancipation of the body.

The analysis of competitive programs and trainings revealed a connection
with the movements of historical folk dance, this: “Gallop”; “Pas chasé”;
“Polka step”; “Waltz step”, etc. Consequently, the movements of historical
folk dance also have a place to be in the training of gymnasts. Even
include elements of ballroom-dancing will be very useful. For example,
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the main “cha-cha-cha” moves where accuracy, hammeredness, sharpness,
rhythm, brisk knee work with a quick change of bent and straight knees
to the limit brings a good result. Elements of the dance “jive”, “samba”
develop springiness of leg movements.

We have developed a scheme for the sequential study of choreographic

areas in gymnastics (see Scheme 1).

Scheme 1

Classical dance

v

Classical dance with = With elements of — With elements of folk

elements of gymnastics historical choreography choreoeraphy

With elements <:| With elements, | <
of ballroom of modern
choreopraphy choreopraphy.

Scheme 1. Consistent study of choreographic areas in gymnastics

The lessons of such a plan with the inclusion of elements and
combinations of folk, modern, historical, ballroom dance, must be done in
a dosed manner, introducing into the main lesson of classical dance.

Due to the shortage of time and big program material, one has to vary
the lessons. Perform movements at the machine from one leg, to the next
lesson from the other leg (however, it is imperative to learn from two legs).
For the development of dance and plasticity, it is necessary to do at the
end of the lesson dance studies or performances with beautiful music.
They can be lyrical or energetic, for developing the technique of legs. It is
recommended to practice improvisation by asking the athletes a specific
topic and to give the essence through move the body.

To conduct choreography lessons at a professional level, a teacher-cho-
reographer needs to have methodological knowledge not only in profile
and choreographic subjects, but also to have a good command of the spe-
cifics of artistic sports.

Choreographic training should be for developing the physical data of
athletes, fostering stage culture, shaping moral qualities, broadening one’s
horizons, contact with academic canons and traditions of choreographic
art.

Conclusion. The results of the study confirm that classical, folk, his-
torical dances and modern choreography expand the scope of motor skills.
Classes of choreography create favorable conditions for improving such
professional sports indicators as flexibility, coordination of movements,
endurance, speed-power qualities, and the musculoskeletal system is
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strengthened. Choreographic exercises are aimed at the harmonious de-
velopment of dance variations (compositions), high aesthetic quality
of the performance of competitive programs. A lesson in choreography in
gymnastics is an important and part of the educational process in training
world-class athletes.

Choreographic training should be for developing the physical data of
athletes, fostering stage culture, shaping moral qualities, broadening one’s
horizons, contact with academic canons and traditions of choreographic
art.
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METHOD OF CONTACT IMPROVISATION IN THE
IMPLEMENTATION OF THE COMMUNICATION SKILLS
OF PERSONALITY

Annotation

The article deals with the phenomenon of contact improvisation, which has recently
received considerable attention in the world of choreographic art. Characteristic features
of this dance technique are considered by the author, the idea of the influence of contact
improvisation on the communicative skills of personality is justified from a scientific and
theoretical point of view.

Key words: modern choreography, contact improvisation, communication skills,
dance, psychology, pedagogy of choreography.

AM. Hensamosa!
IKasax, ynmmulx xopeo2pagust akademusicol
(Hyp-Cynman, Kazaxcmarn)

TYJIFAHBIH KOMMYHUKATUBTIK JAT AbIJIAPBIH ICKE
ACBIPYJAT'BI CYBIPBIII CAJIMA 91ICI

AHHOTALUSA
Maxanaoa anemoix xopeoepausiivik oHepoe COHzbl Ke30e KeH Kbl3bl&VULbLIbIKKA
us bonzam umnposusayusi (Qenomeni Kapacmulpviizan. Aemop  Oepincen  0u
MEXHONOSUACHIHbIY — CUNAMMAMALAPLIH  KAPACMbIPObL  JICIHE  EbLILIMU-NEOPUSLIbIK
MYPLOAH UMNPOBUZAYUSTILIK MYT2AHBIH KOMMYHUKAMUBMIK 0A20bLLAPbIHA OAUIAHBICTb
UMAPOBU3AYUSIHBIY 2CEPL NMYPALbL UOEst He2I30el2eH.
Tyuinoi cosoep: 3amanayu xopeozpaghus, KapblM-KamvlHaC UMAPOSU3AYUSL, KOMMY-
HUKamMUu8mix 0agovliap, oOu, NCuUxoi02us, xopeoepagpus nedazoesukdacul.

AM. Hensamosa!
'Kasaxckas Hayuonanvnas Axademus Xopeoepagpuu
(Hyp-Cynman, Kazaxcman)

METO/I KOHTAKTHOI UMIIPOBU3AIIVMU B PEAJIU3AIIAA
KOMMYHUKATHUBHbIX HABBIKOB JIMYHOCTHU

AHHOTAIUA

B cmamve paccmompen penomern KOHMAKmuou uMnposuU3ayuL, NOIYUUSULIEH 8 NO-
cednee 8pemst WUPOKULL PE3OHAHC 8 MUPOBOM Xopeozpaduueckom uckyccmee. Asmopom
PACCMOMPEHbL XapaKmepHvie 0COOEHHOCMU OAHHOU MAHYEBAILHOU MEeXHUKU, ¢ HAYYHO-
meopemuqecmﬁ nouyuu 06OCH08L1HLZ udeﬂ O BJIUAHUU KOHmaKmHOﬁ uan06u3auuu Ha
KOMMyHMKamMgHble HABLIKU TUYHOCMU.

Kflmlleeble cjloea: coepemenna xopeoepa@m, KOHMAaKNHas umnpoeusayus, KoOmm)y-
HUKAmMueHvle HasblKUu, maney, ncCuxoaocusl, net)aeoeuka xopeoepa¢uu.
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«Dance is the only art are the stuff of which
it is made of which we serve ourselves» [1].
American dancer and choreographer, Ted Shawn

The modern world is characterized by a rapid process of popularization
of free dance. Such concept as free dance arose at the beginning of the
twentieth century and identified avoiding the conventionality of classical
forms of dance.

As aresult of these changes, through improvisation and creative search-
es in free dance, many techniques that, as a rule, include their own philos-
ophy, principles, and methodology of performing, have emerged in one
century.

The technique of “contact improvisation” before us comes into contact
with the solution of the problem of communication skills. This technique
confirms its relevance, according to the fact that one of the most important
requirements in social implementation is the presence of communication
skills.

The general scientific method was chosen by us as the main research
method: analysis of the literature on the research problem, generalization,
comparison of empirical and theoretical data. We relied on the works of
researchers in the field of modern choreography, such as V.Yu. Nikitin,
S. Zdor, M.A. Martynova, A. Rakhmanova.

At the present time, where society has the opportunity to easily get the
necessary information via the Internet, such skill as “ability to communi-
cate” is becoming increasingly valuable and rare. However, this is only
one of the problems of communication. Criteria below could be attributed
to the characteristics of social communication between people:

Types of character of the personality. If a person is an introvert, it is
difficult for him to form social connections and it is uncomfortable in an
unfamiliar society.

Psychological and physical clamps. The roots of such clamps usually
extend back to childhood. This is a mistrust in society, lack of confidence,
as well as non-acceptance of personality, etc.

The section of psychology naturally does not stand still in the XXI
century, which is considered the century of discoveries in all areas. On
the problem of communication skills, various training courses are being
conducted, works are written and studied, and many techniques are
practiced. And one of the most effective techniques in the implementation
of communications is the method of contact improvisation.

The history of the formation of contact improvisation dates back to
the 1970s, however, at the early stage of formation, the goal and idea of
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creating this technique were in the search for new choreographic forms. At
the same time, its influence and connection on the sphere of psychology
were not considered yet.

The birth and the further development of this technique is associated with
the name of the American choreographer Steve Paxton (1939). We will dwell
in more detail on the history of the formation of contact improvisation. The
beginning of the use and occurrence of contact improvisation can rightly
be considered the performance of “Magnesium”, where Steve Paxton
in tandem with the dancers contacted each other throughout the action
using various contact methods (throwing, lying, lifting, etc.). Compared
to the first performance, where only men took part, the choreographer
included dancers of both sexes to the next one. Then the group learnt the
principles of the previous performance during two weeks, experimented
in pairs and simultaneously practiced and introduced the technique of
contact improvisation to the public through five-hour performances at the
John Weber Gallery in New York. Steve Paxton described this period of
his life as follows: “When in 1972 a group of dancers began to work in
contact improvisation, it was a research of possible ways of interacting
through touching. Worked out movement was irrational, intuitive, and led
to contingencies and unforeseen situations” [2].

The further step was that S. Paxton, together with the dance group, got
on the tour, first in the territory of the United States and then in Europe,
where they did not only perform, but provided master classes. Due to the
fact that the direction was newly appeared, the whole performance was in
an informal setting: the lack of musical accompaniment, the absence of
stage costumes, the seating of the audience around the stage, the changing
and unusual structure of the performance itself. Thereafter, Paxton,
together with his students, organized the first group practicing contact
improvisation called “Re-Union”, whose members met once a year to hold
tour with performances and master classes.

It should be emphasized that the techniques used in setting the first
performances, Steve Paxton borrowed from martial arts such as aikido,
tai chi, as well as from the dance and therapeutic technique Body Mind
Centering, developed by Bonnie Bainbridge Cohen. Though, in developing
the technique of contact improvisation, the choreographer focused more on
the physical and psychological interactions of the dancers, and the above
techniques were used by him at the initial phases of his teaching activities.

In modern times, the popularity of contact improvisation techniques is
so great that it splited off long ago from classical systems and is used as a
separate form of dance. Contact improvisation has such a well development
due to its functionality in using (sports, acting, in the social sphere, team
building, trainings, etc.). The majority of opinions come down to the fact
that the technique we deal with has an impact of therapeutic purposes, aimed
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at the development of personality, on the other hand there are supporters
whose opinions say only about the physical contact of two bodies.

The main idea of the last supporters involves the study of physical
capabilities and the search for variability of contact methods: “This point
of view came from the creator of CI Steve Paxton, who associated CI
with biomechanics, gravity, and proposed to separate the “physics” of the
body from its “chemistry” (emotions, sexuality, cognitive processes) at the
ideological level and to use only the first in contact dance ™ [3].

The opposite opinion is related to the perception of contact improvisation
as a means for developing personality traits, a pervasive work with the
conscious and subconscious: “Cynthia Novak, author of one of the most
famous books on contact improvisation, says that the atmosphere of the
early 70s was “an era of openness and meeting groups” and the popularity
of meeting groups contributed to the acceptance of contact improvisation”
[3].

The basic principles of contact improvisation were developed in the
manual “The mastery of the choreographer in modern dance” of Vadim
Yurievich Nikitin, the Russian choreographer in modern choreography. We
had studied and analyzed it, and established the connection of techniques
with the communicative skills of the individual:

1. The first principle treats the following: “The movement follows the
displacement of the point of contact between the bodies of partners” [4,
p-135]. This principle implies partnership between the participants, because
their main task is to keep a point of contact where it is very important to
understand each other by continuum transfer of touching.

2. “To feel through the skin. Almost permanent physical contact between
partners aims to use all body surfaces to support own weight and partner’s
weight” [4, p.135]. The second principle covers topics such as trust and
responsibility. In the process, a person completely trusts his body weight
to a partner, that is, he acquires the skill of trusting others through working
with body weight, but at the same time he must be ready to accept the body
weight of his partner, thereby demonstrating responsibility.

3. The next principle specifies such concept as “Overflow. The attention
is given to body segmentation and movement simultaneously in several
directions. The consistent inclusion of body parts in combination with
their message in several different directions” [4, p.135]. The constant
change of the position and direction of movements in the body teaches us
to stay focused on the present moment. Focusing on what is running at the
moment is used in many therapies.

4. “The feeling of movement from the inside. Orientation and
attention on body’s interior space” [4, p.135]. The process of studying
the requirements and features of the physical and spiritual body occurs
through this principle.
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5. “Use of spherical space (360 degrees). Three-dimensional trajectories
in space, spiral and curved rounded lines of body movement” [4, p.135]. In
other words, the fifth principle is aimed at working with bodily clamps, at
revealing own boundaries and creative potential.

6. “Following inertia, weight and flow of movement” [4, p.136]. The
essence of this principle is freeing hypercontrol of the situation, others and
yourself particularly.

7. “The implied presence of audience” [4, p.136].

8. “A dancer is an ordinary person. The acceptance of a behavioural
or natural state of affairs, dancers generally avoid movements clearly
identified with traditional dance techniques and do not differentiate
between daily and dance movements” [4, p.136]. Similarity to daily life
distinguishes contact improvisation from other forms of dance, which also
allows you to practice dancing without age, gender and social restrictions.

9. “To let the dance happen” [4, p.136]. The mentioned principle is
explained by the rejection of evaluative actions in the dance, in relation
to you and to the partner. This approach is often applied in psychology, in
allowing the acceptance of what is happening, the environment without
evaluation.

In an article on the topic “The therapeutic potential of Contact
Improvisation” a psychotherapist, a member of the Association of Dance
Movement Therapy, Alfiya Rakhmanova summarized the responses of
the participants in contact improvisation groups and compiled a range of
reasons why people practice this technique:

1. The acceptance of the image of the “physical I”.

2. The need for free and spontaneous self-expression.

3. Awareness of the hidden sides of your personality.

4. The need for communication, for new forms of communication.

5. Discovery of resource states.

6. Acceptance by other people.

7. Belonging to the group.

8. Closeness, intimacy.

9. Building the boundaries of the personal space.

10. Self-acceptance, gaining self-esteem.

11. Work with fears. [3].

According to the responses of practitioners, we can observe the
theory about the positive impact of contact improvisation not only on the
communicative skills of the personality, but also on the positive impact on
the personality as a whole. Conversely, we determined the developmental
functions and possibilities of contact improvisation:

1. Regular choreography practices effect on improving physical condi-
tion.

2. The individual reveals his own creative potential through dance im-
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provisation, through the influence of music and bodywork.

3. The topic of psychological aspect is addressed in the form of gaining
self-esteem, confidence and self-perception.

4. Contact improvisation is successfully used in the issue of the rela-
tionships with the world around.

Certainly, observing the great potential of choreography regarding the
development of a person’s identity, experts in the field of practical psy-
chology began to apply it as a therapy for people with various problems.
Dance movement therapy appeared as a result. Meanwhile, the society was
able to have new opportunities applicable in the rehabilitation system. So,
in the process of therapy, clients can dance different kinds of dances at a
spontaneous, intuitive level. In this context, practitioners began frequently
to apply a similar, but more systematic technique - contact improvisation.
Moreover, in the process of working by using innovative methods of dance
technique, psychologists revealed its salutary effect.

Contact improvisation is a multifaceted system in the world of modern
choreography. The analysed examples can also be applied in improvisa-
tion with a partner. This specificity can be considered as the solution of
a number of tasks related to the formation of communication skills of the
personality.
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(Hyp-Cynman, Kazaxcman)

COBPEMEHHBIE TAHHHEBAJIBHBIE TEXHUKH KAK
NCTOYHUK CAMOPEAJ/IM3AIIMU OBYYAIOIIIUXCA

AHHOTaUA

B cmamve paccmampusaemces npobnema pazeumusi meopueckoll UHOUSUOYATbHOCHU
obyuarowuxca. Aemop onpedensiem chneyuguueckyo 0ocobeHHOCHb camopearusayull u
Pa3sumus. meopueckou UHOUBUOYATbHOCIU OYOVWUX apmucmos baiema Ha YpoKax co-
BPEMEHHOLL XOpeozpahuL Ha OCHOBE CONOCMABUMETLHO20 AHAIU3A COBPEMEHHBIX MEXHUK
Xopeozpaguueckozo UcKyccmed Kak 0OHOU U3 OCHOGHLIX MEXHON02UL PA3GUMUsL UHOUBU-
0yanbHOCMU TUYHOCTIU.

Knrouesvie cnosa: cospemennvlii maney, camopeaiu3ayus, NCUXoiL02usl, manymepa-
nust, IUYHOCHb.
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3AMAHAYHU B TEXHUKAJIAPBI APKblJIbI BIJIIM
AJIYIIBIVIAPABIH O3IH-O31 JTAMBITYbI

AHHOTALUSA

Maxkanaoa 6iniv  anywbliapobiyceke UbIRAPMAWDBLILIRLIH — 0aMblmYy  Maceneci
Kapacmulpoliadbl. A6mop dicexe Myazanvl OAMbINYOblY He2i3el MEeXHONOSUAIAPbIHbIY
0ipi peminode xopeocpaghusanvlk OHepOiy 3aMANAYU MEXHUKALAPBIH CATLICIBIPMATb] AT~
oday HeziziHOe 3amanayu xopeozpaus cabakmapuvlHoa bonawiax odaiem apmicmepiHiy
UBIRAPMALUBIILIZLIH  OAMBINY MeH ©3IH-031 JHcemindipydiy 63iHOIK epeKuleniKmepin
AUKbLIHOAUObL.

Tyitinoi cosoep: 3amanayu du, o3in -03i dHcemindipy, ncuxoio2us, Ou mepanusicel,
mynea.

A.A. Kulmakhambet'
'Kazakh national academy of choreography
(Nur Sultan, Kazakhstan)

MODERN DANCE TECHNIQUES AS A SOURCE
OF STUDENTS’ SELF-REALIZATION

Annotation
The problem of development of creative individuality of students is considered in
the article. The author defines specific features of self-actualization and development of
creative individuality for future ballet dancers at the lessons of modern choreography on
the basis of comparative analysis of modern techniques of choreographic art, as one of
the main technologies of development of individuality.
Key words: modern dance, self-realization, psychology, dance therapy, personality.
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Beenenne. Tanen Bceraa OblT M OCTaeTCS COBPEMEHHBIM HCKYCCTBOM.
CoBpeMeHHBII TaHel — 3TO OoJbIle, YeM MPOCTO MHCTPYMEHT ISl TaH-
LOBIIIMKA U CTIOCO0, KOTOPHIM MOXHO YKPEIUTh TEJI0, pa3BUTh TMOKOCTH U
T.J. MBI HacnaxaaeMcsi TaHLEM, €r0 YyBCTBOM, COI[UATIbHBIM B3aUMO/EH-
CTBUEM M CaMO€ INIABHOE — MbI CAMOPEAJIN3yeMCsl KaK JINYHOCTb.

Ceroanst Mup U OOIIECTBO CTPEMHUTENBHO MeHsOTCA. B Hacrosiee
BpeMsI UeJIOBEUECTBO Bce 0osiee MpUBIEKaeT MPoOIeMbl HHANBUIYAIbHO-
CTH, Pa3BUTHs TBOPUECKON MHIMBUAYATbHOCTH, BOIPOCH MHAUBHUYaJIN-
3alMy Mpoliecca BOCMUTAHUS U 00ydyeHus. Bce aTu HampaBiieHUs UMEIOT
Pa3BUBAIOIINIA TYMAHUCTUUECKUN XapaKTep U SIBISIOTCS HOBBIMU HaIpaB-
JICHUSIMU COBPEMEHHOM NEAArornyeCcKor HayKH.

TBopuecTBO Kak crocod camopeanu3aliy JUYHOCTH paccMaTpUBaliu
MHOTHE BUJHBIE yu€HbIe. Tak, N3BECTHBIN yueHbl-1icuxonor A.A. Jleon-
THEB CYMTAET, YTO HEMPEMEHHBIM POTYKTOM JIFOOOTO TBOPYECTBA SIBIISET-
Csl «OCO3HAHHE YEJIOBEKOM ce0sl KaK «HOBOTO OTKPBITUS», KAaK aKTUBHOTO
npeoOpas3yroIero (B MIMPOKOM CMBICIIE) Havyalla, Kak CTPOUTENS MUPa, pe-
AJM3YIOLIEro B MPOIECCE ITOIO CTPOUTENHCTBA CBOIO JIMYHOCTH U CBOU
OT/IeNIbHbIE CITIOCOOHOCTH, 3HaHUS U yMeHUs. To ecTh 0CO3HaHUs ce0sl Kak
cyObekTa camopeanuzanun» [1, ¢.39].

AKTYalbHOCTh HCCIICZIOBAHHS OTPENENIeTCsS HEOOXOIMMOCTBIO Yy/e-
JUTH TOCTOMHOE BHUMAHUE Pa3BUTHUIO U (OPMUPOBAHUIO TBOPUECKON HH-
TUBUAYATHHOCTH OOYUAIOIIUXCS, a TAKKe CaMOpETU3alud UX JIMYHOTO
MOTEHLIMajda Ha OCHOBE (PM3MOJIOTMYECKOTO0 M BHYTPEHHEro CaMOIO3Ha-
HUS Ha YPOKE COBPEMEHHOI'O TaHIIA.

MeToabl HccieroBaHus. AHaIN3 yueOHO-METOIUIECKON U CliealbHOM
JIUTEPATYphl 10 COBPEMEHHOMY TaHILy; METOJl HAaOMIOEHUs B Y4eOHOM Ipo-
LECCE; aHAIN3 PA3JIMYHBIX TEXHUK B COBPEMEHHOM TAHIIE.

O630p auTeparypsl mo Teme. CHexxkaHa 310p B CBOCH KHUTE YIIIyOIeHHO
paccMaTpuBaeT TEXHUKY UMIIPOBHU3ALMHU, aKLEHTUPYsS BHUMAaHUE Ha BHEJpe-
HHE B 00y4eHHE PA3IMYHbIX TEXHUK UMIIPOBU3ALIUH C YIETOM OCOOCHHOCTEH
Tena TaHnoBIMKa. B kuure /Ixo barrepsopra «Tanen. Teopus u npakTuka»
IPEeI0CTaBIEHA XPOHOJIOTHS TaHIA. ABTOpP aHaJIM3UPYET OCHOBHBIE TEXHU-
Ku TaHua modern. TO KHUra-myTeBOJUTENb B COBPEMEHHBII TaHell KaK JUis
TaHIIOBILMKA, TaK U A nefarora [2]. ABtop kauru Cannu beitnc «Teprcu-
XOpa B KpOCCOBKax. TaHell MOCTMOJEPH», MOAPOOHO OMMCBHIBAET pa3BUTHE
TaHa MocTMoziepHa. PacckaspiBaeT 0 MeTpax TOro BpeMEHH, O UX CBOOOM-
HOM TaHIe U pa3BuTuu cBoel Texuuku [3]. B.B. Kosnos, A.E. T'upuon, H.W.
Bepemeenxo B kaure MHTerpaTuBHas TaHIEBaIbHO-/IBUTaTeIbHAS TEPAHUS,
UCCIEIYIOT IICUXOJIOTUIO U ICUXOTEPAIUI0. PaCKpBIBalOT B3aUMOCBS3b IICUXO0-
JIOTUH ¥ TaHIIa, 0CO3HAHHOCTH cBoero Tena u «S» [4]. Pynonsd Bon Jlaban
B cBoeii pabote «Der Moderne Ausdruckstanzy m3ydaer paccmarpuBaet mpo-
CTPAHCTBO, OLIYLIEHUE TeJIa B IPOCTPAHCTBE. AHAIM3UPYET KaKI0€ JBHKE-
HHE, PaKypchl, 00yydasi TAHIIOBIIUKOB [5].
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B 31X KHHMrax Mbl BUJUM B3I KaKIOIO aBTOpa Ha Pa3BUTHE CaMO-
peanu3any U MOHUMaHMsI CBOETO Tela. B CBOMX KHUrax OHM IOKa3bIBAIOT
KaK COBPEMEHHBIN TaHEIl U U3yYEHUE CBOETO TEJIa MOKET PACKPBITH CIIO-
COOHOCTH 00yUarOMIMXCs, a UMEHHO TEXHUKH UMIPOBHU3ALMH.

Pe3yabTaThl HccenoBanus. [IpobGnema pa3BUTHS JIMYHOCTH BCET/A
CTOsIa B LIEHTPE U3y4eHUs Hayk o uesoBeke. Hanbonee mmpoxoe pazBu-
THe TpolieMa caMopealn3aluyi NOoTy4Ynusa B paMKax I'yMaHHCTHYECKOU
MICUXOJIOTUH, PACCMaTPUBAIOIIEH YEIOBEUECKYIO CYLIHOCTb, C TOUKH 3pe-
HUS €€ JIMYHOCTHOIO pOCTa U TBOPUECKOM AesaTenbHOCTH. IIcuxomorus —
9TO HayKa O BHYTPEHHEM COCTOSIHUM YEJI0BEKa, €r0 JyIle.

B uenTtpe camopeanuzanuy JUYHOCTU C MO3ULUU T'YMaHUCTUYECKOU
IICUXOJIOTUU aKTyaJIM3UPYIOTCS MOHATHUSA, TaK UM MHAYE, CBSI3aHHBIC C €€
CaMOCO3HAHUEM.

Tepmun «camopeanuzamus» (anri. Self — realisation) BmepBbie ObLI
npusenieH B CroBape 1o puitocoduu U NCUXOJIOTHH, W3aHHOM B 1902
rony. /laHHBIM TEpMHH yallie MpUMEHETCs B 3apyOeKHON CIIPaBOYHOMN JH-
teparype. Camopeanuzaiusi 00bSCHICTCS KaK peaau3aiusi COOCTBEHHOTO
IIOTEHLIMAA.

Brinatonuiicss pycckuit punocop XX Beka nucan: «JIMYHOCTH e€cTh
HEU3MEHHOCTh B U3MEHEHUU. CyObeKT U3MEHEHHUsI OCTAETCS OTHUM U TEM
e JTMLIOM. J[J1s1 TMYHOCTH pa3pyLIMTEIbHO, €CJIU OHA 3aCTHIBACT, OCTAHAB-
JMBAETCSl B CBOEM PA3BUTUH, HE BO3pacTaeT, He 00oraiaercs, He TBOPUT
HOBYIO U3Hb. M Tak e pa3pyLIUTeNbHO sl HEee, €CIIM U3MEHEHUE B HEl
€CTh U3MEHa, €CJIM OHa MepecTaeT ObITh caMoil cO00M, eciin JIu1a 4enoBe-
YeCKOro OOJbIle Hellb3s Y3HaTh» [6, c.1].

JKH3HB COBPEMEHHOIO YEJI0BEKA IOJIHA CTPECCOB U NepexuBaHui. 13
JPEBHEW MCTOPUM MHpa U3BECTHO, YTO HAIIM NPEAKU HA pa3Apa)keHHe
WIN TIepeKUBaHUE pearupoBasid JeiicTBUeM. Yoeraer Jo0bIYa — HY>KHO
JIOTHaTh, HaNaJaeT MPOTUBHUK — HY>KHO 3aluInarecs. Bee amonuu u ne-
PEKUBaHUSI TOYHO OTOOpakaauch B IEUCTBUU. B CBSA3M € 3TUM B XKU3HU
COBPEMEHHOTO O0IIECTBa BCEIZa CyIIEeCTBOBaJa BO3MOXKHOCTH 3areyar-
JIeTh TaKOM BUJ MOCIIEI0BATENbHBIX JBMKEHUN B TaHIIE, & TAK)KE MOHATD,
KaK TaHLIEBAJIbHBIC JBMKCHUS BO3JCHCTBYIOT HA YEJIOBEKA.

Jlna nroned, MMEIOIIKX MPSIMOE WM KOCBEHHOE OTHOILEHHUE K XOpEo-
rpadu4ecKOMy HCKYCCTBY, IIOHMMaHUE TaHIA OTIMYHO OT B3IVISIIOB TEX,
KTO K IPO(eCCHOHAIBHOMY MCKYCCTBY TaHI[a HE UMEET HHUKAKOTO OTHO-
menust. Kaykaplii TaHIYIOINN UCTIBITBIBAET Pa3HbIe YMOLIMY U YyBCTBA.

W B menom HeEoOXOAMMO OTMETHTBH, YTO COBPEMEHHBIC HAIPABICHHUS
xopeorpauyeckoro UCKyccTBa Bce INIyOxe NepearoT BHYTPEHHUH MUP
TaHIOBILMKA YEPE3 IUIACTUKY €0 Tela.

PaccmatpuBas TaHel ¢ TOUKM 3pEHUsI IICUXOJIOTUH, MOXKHO C YBEPEH-
HOCTBIO CKa3aTh, YTO Ul HENPO(PECCUOHAIOB TAHEL — 3TO HEKUI TOIYOK
JUIsl IOTPY>KEHUSI B CaMOro ceOsl.
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TaHI1bI OPUITMATEHO U TOBOJIBHO JIaBHO OBLIH MPH3HAHBI CBOETO poja
Tepanuein 11 YeI0BEYECKOro opraHusMa. TaHIlaMHu He TOJIBKO MOJ CHUITY
MOJTHUMATh HaCTPOCHUE, HO U N30aBISATh OT MHOTUX CEPbE3HBIX HETYTOB.
1946 ron cuWTalOT MEPUOIOM POXKJIECHUS TAHIIEBaJIbHO-IBUTaTEIbHOU
Tepanuu. TaHueBanpHO-ABUrarenbHas Tepanus (THAT) — nampaBnenue
MICUXOTEpanuy, B KOTOPOM TaHEL U JBUKEHUE MCIOJb3YIOTCS KaK IpO-
LIECC, KOTOPbI COCOOCTBYET 3MOIMOHAIBHOW M (PU3UUECKOW MHTEerpa-
LMY UH]IUBH]IA.

Panpme T T ucnionbs3oBanu aiis pabOTHI € JTFOIBMH C TSKEIBIMA HApy-
mieHussMu. Ha ceronHsImHuil 1eHb MpUMeHseTcsl B paboTe CO 3/J0POBBIMU
JIOJIBMU JJIs1 TOTO, 4YTOOBI pa3BUBaTh y HUX CaMONpUHATHE, 3D eKkTuBHOE
MEKJIMYHOCTHOE U IPYIIIOBOE B3aWMO/ICHCTBUE, CAMOAKTYaJIN3ALNIO, UH-
TErpaLuIo yacten «5».

Scheme 1
Classical dance
P 1|
v
Classical dance with =) |  Withelementsof [ | With elements of folk
elements of gymnastics historical choreography choreography
‘With elements <: With elements \
of ballroom of modem
choreography choreggraphy,

Taoauuna .1. TanyesanvHo-0sueamenvHas mepanus

B HACTOALIEC BpEMs HanOOJILIIUM IMMOTCHIMAJIOM IJId pa3sBUTUA TBOP-
YeCcKOW camopeanu3aliu, CaMOONpeIesIeHUs IMYHOCTU 001afiaeT Xopeo-
rpadudeckoe TBOpuecTBO. [109TOMY TaHeIl U NMCUXOJIOTHs CIIOCOOCTBYIOT
camMOpeanu3aIiy JHYHOCTH 00yJaIOIIHXCS.

CeromHs coBpeMeHHOE xopeorpaduueckoe oOpa3oBaHHE B OOJBIICH
CTETEeH! OPUEHTHPOBAHO HAa CaMOOOpa30BaHUE M TBOPUECKYIO camopea-
JHM3AIHI0 THYHOCTH. DTHU MPOLIECCHI BIIOJHE 3aKOHOMEPHBI, TaK KaK CaMo-
peanu3anysi JJMYHOCTH SIBJISICTCS BHYTPEHHUM YCIIOBUEM, JIBIKYILIEH CHIION
U MOTHUBOM OCYILECTBIICHUS NMPEAMETHBIX U COLMANIBHBIX MPeoOpa3oBaHuUii
yenoBeka. [loatomy B cucreme mpodecCHOHATBHOrO Xopeorpaduaeckoro
00pa3oBaHMs, COCTOSALIECH U3 MMOCIEIOBATENBHO CIEIYIOINX JIPYT 3a JPYroM
CTyrneHeil 00y4yeHusl, CaMOpeaTM3aliy JTUYHOCTH U Pa3BUTHIO TBOPUYECKON
VH/IUBULyaTbHOCTH JIOJDKHO YAEIATBCS JOCTOMHOE BHUMaHKe. Tak, o0pazo-
BaTesbHas cpesia 000raTUTCs MHHOBALMOHHBIMHU MOJIXOJIaMH, a 3TO, B CBOIO
o4epeib, SBISETCS] HEOOXOIMMBIM YCJIOBHEM TMHAMUYHOIO PA3BUTHUS Hallle-
ro oouiecTsa.
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Takum oOpazoM, mpodeccuoHanbHas Xopeorpaduyeckas MOATOTOBKA
crocoOcTByeT OoJiee yCrenHoMy (GOPMUPOBAHUIO U PA3BUTHIO JIMYHOCTH,
TaK Kak 3/1eCh pa3BUBAETCS TBOPUECKUN MOTEHIMAJ YEJIOBEKA, €r0 JINYHOCT-
HBbIE Ka4eCTBa, a TAK)Ke MPHOOIIEHUE K IpeKpacHOMYy. TaHell sBJsieTCs CTH-
MYJIOM JJIsl CAMOPA3BUTHS JINTHOCTH M PA3BUTHS €€ TBOPUCCKON aKTHBHOCTH.

OnHOM M3 TIaBHBIX COCTABJISIIOIIUX PA3BUTHUSI TBOPUECKON MHAMBUILY-
aTbHOCTHU OYIYyIIUX apTHCTOB OanieTa Ha YpOKax COBPEMEHHOU Xopeorpa-
(buu SBISETCS TPAMOTHOE COCTABJICHHUE YPOKA, KOTOPHIH YCIOBHO MOKHO
0003HauuTh dTanamu: 1) HaYMHAETCS C yNpPa)XHEHWH Ha MOJy, KOTOpbIe
pacciabisioT ¥ 0CBOOOXKIAI0T CYCTaBHI B TeJIE; 2) Jaiee CIeayoT yIpax-
HEHHUS HA CEpeIMHEe, OHU CIIOCOOCTBYIOT HAXOXKIACHUIO Oallanca pa3BHUBa-
10T OUIYLIEHUE TPOCTPAHCTBA; 3) OJHA U3 TVIAaBHBIX YacTel ypoKa — TaHIle-
BaJbHAs UMIIPOBU3AIIHS.

JIJis IepBOHAYAIEHOTO OCBOCHUS TAHIIEB TEXHHUKH HYXXHO ITO3BOJIUTH
OLYyTUTH ce0sl B mpocTpaHcTBe. Heo0X0aMMO OTMETUTH, UTO Y Ka)JA0ro
reiarora UMEIOTCsl CBOM aBTOPCKHE 1moaxobl. OTHAKO, MOKHO BBIIEIUTH
OJIMH W3 TJIABHBIX — 3TO padoTa ¢ BO3AYIIHBIMU mapamu. OOydaroniuecs
BO BpEMs 3TOTO yHPa)XHEHHsI HE 3aMeyaloT, KaKk OHH MepPEeMEIIaloTcs 1o
MIPOCTPAHCTBY 03 CKOBAHHOCTH, HAXOJs B CBOEM TeJe JIETKOCTh U BO3-
TYITHOCTh, TO €CTh BMECTE C IIIAPOM OHU CTAHOBSITCSI HAMHOTO PaCKOBaH-
Hee.

[TonokuTeNbHBIN SMOIMOHATBHBIA (HOH MPU OOYYEHHH MO3BOJISET
MIPUITH K PE3yJbTaTy, TIe MPUoOpeTaeMble 3HAHUS U MPOQECCUOHATILHBIC
HAaBBIKM BCTYIAIOT B YCJIOBHO-PE(ICKTOPHYIO CBSA3b TOJIBKO C TOJOXKH-
TETHHBIMU IMOIUSIMU:

— OOJIBIIIMHCTBO CTYJICHTOB CKJIOHHO 00yYaThCsl TOMY, YTO JIaeTCs JIeT4e,
YTO MPUSATHEE U MHTEPECHEE, TO3TOMY M3HAYAIILHO JIy4llle MpesiaraTh 3a/1a-
HUSI, KOTOPBIE OCHOBBIBAIOTCS HA YK€ U3yYEHHOM MaTepHale, T.€. UCIOIb30-
BaTh MPUHITUIT «OT TIPOCTOTO K CIIOKHOMY);

— OTKa3 OT OCY>KJCHHSI U KPUTHKH TAK)Ke CO3/Ial0T YCTOWYUBBIH MOJI0-
KUTEIbHBIN IMOIMOHANLHBIN (DOH, a OH, B CBOIO OUepe/lb, Mpeapacmoia-
raeT K TBOPYCCKUM MAHUITYJISIIUSM ITOJTyICHHBIMY 3HAHUSMU U HABBIKAMU
1 CIIOCOOCTBYET YBEITMYEHHIO CKOPOCTH M KaueCTBA UCTIOTHEHHUSI PEAIIO-
KCHHBIX 3a/IaHUH;

— IIpu caMOCTOSTEIIEHOM OCBOCHHH OOYYaronuecss HEIPOU3BOIHHO
HaIIlyBIBAIOT Haubosee MmpueMieMble U HauOoJiee MPHUSTHBIC IS ceOs
crocoObl 00y4eHus. 3ajaya meaarora B 3TOM CIIy4ae CBOJUTCS K TOYHOMN
MTOCTAaHOBKE 3a/IaHUS U OLIEHKE MOJTyYEHHBIX PE3yJIbTaTOB.

[ToMrMO cO3/1aHUS MOJIOKUTEIBHBIX SMOIIMOHAILHOTO (POHA BO BpeMs
MPAKTHYECKOTO 00yueHHUs: HEOOXOAMMO aKTHBU3UPOBAThH MPOIECC TBOP-
YECKOTO MBIIIICHUS, TIPOIECC YCBOCHUS M MPUMEHEHUS TEOPETUICCKUX
3HaHUM.

B xopeorpadguu 3TOT mporiecc MpoTeKaeT JAOCTATOYHO CIOXHO, MO-
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CKOJIbKY TI0 OOpa3HOMY BBIPAKEHHUIO, «Xopeorpad MBICIUT HOTaMU».
OnHako B COBPEMEHHOH Xopeorpauu TOJIBKO IMIHUPUYECKUHN OMBIT SB-
JSIeTCSl HEJOCTATOYHBIM, MTO3TOMY TI€Iaror JOJKEH COCPEIOTOYUTh CBOE
BHHUMaHHE Ha aKTUBHU3AIUI0 YMCTBEHHOU JIEATEIBHOCTH O0YJarOIINXCSI:

— noBropeHue. JIroboe ycBoeHne 3HaHNH HYKHO OpPTraHW30BBIBATh TAK,
YTOOBI MEXaHUYECKOE 3alIOMUHAHUE OBLJIO CBEIEHO K MUHUMYMY M 3HaHUS
YCBaMBAIUCH OBl OCMBICIICHHO:

— 3anomuHaHue. [IpakTudeckoe WMCIONb30BaHUE 3aIIOMHHAEMOTO B
TBOpYECKOH paboTe, MOHMMaHHUE U OCO3HAHHME TOr0 MaTepuaia, KOTOPbIN
MpeyIaraeTcs me1aroroMm;

— aCCOUMATUBHOCTD 3HAHMIA.

XynoKEeCTBeHHas MeAaroruka OCHOBBIBAETCS HA MPUHIUIE aCCOIM-
aTMBHOCTU 3HAHHM, HAIl MO3T — ATO M300Pa3UTENILHO ACCOIMUPYIOMINI
MexaHusM. Ilemaror moimkeH COCPENOTOYMTh BHUMAHHWE HA TOM, YTOOBI
3HaHUA, HEOOXOAUMbIE AJIs MPO(ecCUOHANbHOMN 1eATeIbHOCTH, BbI3bIBA-
JIM LIETIBIN TUTACT XYI0KECTBEHHBIX aCCOLUAIINi, KOTOPhIE MOTJIH ObI OBITH
MIEPEBEICHBI B PEaIbHYI0 BUJMMOCTh TaHIA. TeM caMbIM 00pa3yroTCst yc-
JIOBUSI JIsl caMOpealin3aliy JUYHOCTH.

HeobxomumMo OTMETUTH, YTO KaXkaas U3 TEXHUK MMEET CBOM LEIH U
3aJa4M, a TaK)Ke HalpaBlieHa Ha CaMOpEasM3alliio OOydJaroUIuXcs, Kak
WCTIOJTHUTENIS, TaK M JIMYHOCTU C COOCTBEHHBIM MMpPOBO33peHHeM. Jliis
COBPEMEHHOTO MOKOJICHHS 3TU METOJUKU U TEXHUKH SIBISFOTCS OeclieH-
HbIM (pyHTaMEHTaIbHBIM MATEPUAIIOM, KOTOPBIH IMOJICKHUT TIIATEIIBHOMY
M3YYEHHUI0, aHAITU3Y, OCBOCHUIO U IPUMEHEHHIO B y4eOHOM IpolLiecce mpo-
(heccroHANIBHBIX XOpeorpaduuecKuX 3aBeICHUH.

BbiBoabl. B xo1e MpoBEACHHOTO MCCIIEAOBAHHUS MBI OMPEICITHIN OC-
HOBHbBIE TIEIarOrMUECKHe 3a/1a4id B Pa3BUTUU TBOPUYECKOM MHIMBHUAYalb-
HOCTH y Oy[lyIIMX apTUCTOB OajeTa Ha ypoKax COBpeMEeHHOro TaHna. OHu
COCpEIOTOUYEHBI Ha:

— pa3BUTHH U (POPMUPOBAHUH WHIUBUYAIBHBIX CITIOCOOHOCTEH 00Yy-
YarOIINXCS;

— MaKCUMAaJIbHOM BBISIBJICHHH WHIMBHIYIBHOTO MOTEHIHANa (BHY-
TPEHHET0 U (PU3UYECKOTO0);

— COZIEUCTBUM 00Yy4aIOIMMCS B TIOMCKE COOCTBEHHOM TBOPUYECKOM Ma-
HEPBHI;

— CO3J1aHUU YCJIOBUHM /ISl TBOPYECKOM caMopeaiu3allid B paMKax
y4eOHOM AUCUUIUINHBI, TJe MOJyYEHHBIH OIMBIT U HaBBIKU OyayT CIO-
coOcTBOBaTh 00mEMy NpPOPECCHOHATFHOMY CTAHOBJICHUIO OyTyIIHX
apTHCTOB OajieTa — WCIIOJHHUTENCH JIF0OOro XOopeorpauieckoro xaHpa.
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OTkpbITHS B 00-

Iean, 3apa4yn,

ABTOpBI
JIACTH TEXHUKH U | OCHOBHAA Xa-
Xopeorpad
JBHKCHUSA PaKTepUCTHKA
OCHOBOIIOJIOXK- TexHuka «cBo-

HUK U TEOPETUK
HEMEIKOTO «CBO-

OOHOI0 TaHIIA.
JIBrkeHue ocy-

OOHOIO TAaHIA». | IIECTBISACTCS
OcBoOonui IBU- | IEpeMelIeHHEM
JKEHHE OT BCEX POCTPAHCTBA
(hopMaTbHBIX BMECTE C TaH-
OTpaHUYCHUM: LIOBIIUKOM
Jlabana — «xkuHec-
dbepa» — chepu-
94eCKOe MPOCTpaH-
CTBO BOKpPYT Tela
YyeJIoBeKa.

Pynonsd ¢on Jlaban

(1897-1958)

Bo3sBpaienue k Texuuka «Bpico-

Alicenopa JlyHkaH
(1877-1927)

pUpoze
Taunen u aBrxe-
HUS POXKIAIOTCS
3a CUET CBSI3H C
MPUPOJION, a HE
3a00TO# 00 3CcTe-
THUYECKHUX YCIIOB-
HOCTSIX.
BzanmocBs3b
JBYOKCHUS U Ye-
TBIPEX DJIEMEHTOB
(BOMIBI, 3€MITH, OT-
HsI, BO3yXa)

Kasi JTyXOBHOCTh
B CBOOOIHOM
tene», «llomco-
3HATEJILHOCTbY.
Hcnone3oBanue
€CTECTBEHHBIX
o3 M JBHKe-
HUM, PpPACKPBITh
Y1y 3pUTENIO,
Ienast  Kakaoe
IBIDKEHHE JIET-
KHM.
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Mbspu Burman
(1886-1973)

TaHeBaabHas
AKCIIpecCUs
Pabora ¢ B000O-
paXXeHUEM B IPO-
CTpaHCTBE.

«IIpocrpan-
CTBEHHOCTB.
PaGora ¢ mapre-
pOM, MOCTOSH-
HOE TSATOTEHUE
K I1OJTY, 4TO
CHUMBOJIM3UPYET
BO3BpAILICHUE

K MaTepHu-3eM-
. JIBukeHus
MOKAa3bIBAIOT
HaMpPsHKEHHOCTh
U JIUHAMUKY.

Xoce JIumoH
(1098-1972)

Tearpanu3zanus
xopeorpaduun
9 npuHIKIIOB
Xoce TuMOHa.

«HWcmonp3oBa-
HUE DHEPTUU B
CBSI3H C TsDKe-
CTBIO B paboTOM
C BECOM B YyCIIO-
BUSX IMaJCHHUS,
OTCKOKa, ITOAbe-
Ma ¥ TIOJIJICPIK-
K.

Mepc Kannnnrem
(1919-2009)

AOcTpakiuu.
Ponb Henpenna-
MEpPEHHOCTEN-
(cimygaitHOCTH)
Teno neuenrtpa-
JIN30BAHO; OTKA3
OT TUIUYHBIX
IIPEACTABICHUM O
Tene.

Passurne Bupry-
O3HOCTH.

«Panmonannb-
HOCTBY
dokycupyercs
Ha apXUTEK-
Type Tena B
MIPOCTPAHCTBE,
pUTME U «ap-
TUKYJISIITA.
Kannaunarewm nc-
MOJIB3YET UEHO
0 COOCTBEHHOM
«JIMHUU SHEpP-
THH» TEna.
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«Tannrearp» «Tanurearp»
Tannop urpaer IIuna baym —
camoro ceos. BHYTPEHHUI
JInuHocTh Ha MUP JINYHOCTH.
[IEPBOM MECTE. HNucrpyment —
HCCIIEI0BaHKE
Tena.
[Tuna baym
(1940-2009)
Pabota c rpaBu- «ITanenus n
Tauuen: BbI0op BOCCTaHOBJIE-

MEXIy COMPOTUB- | HUS
JICHUEM TajieHuro | Mcnoib3oBaHue
Y €r0 IPUHSATHEM. | DHEPTUU B CBSI3U
ITagenue — xkak C TpaBUTAIIUEN,
SJIEMEHT JBHKE- a Takke pabo-
HHUS U JUHAMUKH. | TA€T C BECOM,

TO €CTh C maje-

Hopuc Xomppu HHEM, OTHaYEH,
(1895-1952) BOCCTaHOBJICHH-
€M U 3aBHCaHU-
eM.

Taonnua.2. OcHosHbie mexHuku Ha YPOKAX COBPEMEHHO20 MaHYd

Ob6pazoBanue B XXI Beka akIIEeHTUPOBAHO HA TBOPUECKYIO camopea-
au3anuio Tn4HocTH. [Ipobnema camopeanu3alyy yenoBeKa Kak JHYHOCTH
IIPUCYTCTBOBAJIA HA BCEX JTAllaX PA3BUTHs YEIOBEUECTBA, CETOAHS OHA
J0CTUIIIa HAUOOJBIIEH aKTyaabHOCTH. ITO 00OCHOBAHO TEM, YTO MHUPO-
BOH IIPOrpecC BO3BBICWII YEJIOBEKA HAJ €r0 MHIUBUIYAIbHBIM OIBITOM,
pacKpbIBas Iepel HUM HOBBIE IIEPCIIEKTUBBI U TOPU3OHTBI PA3BUTHS TBOP-
YECKOI'o IOTEHIMAaa, ero IPUPOAHBIX 3a1aTKOB, YTO SIBIISECTCS OJHUM U3
BOXHEUIINX YCIOBUH, CIIOCOOCTBYIOIIUX OCYLIECTBICHHIO CaMOpean3a-
WU JTUYHOCTH.

CucremaTuyeckuM U IUIAHOMEPHBIM HM3YyUYEHUEM COBPEMEHHOIO
TaHLA PACIIUPAETCS OUANla30H TEXHUYECKUX U TAHLEBAJIBHBIX BO3MOXK-
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HOCTel ApTUCTOB 6aJ'ICTa, a TaK¥KC CO3JAar0TCA YCJIOBUSA IJIsI TBOPUCCKOT'O
TIOUCKa U CaMOCOBCPIICHCTBOBAHUS. Ha nam B3IJI4 1, IIpoHecc caMopea-
JIM3alun JIMYHOCTHU U PA3BUTHC TBOp‘-IGCKOfI WHAUBUAYAJIBHOCTU Y 6yIly-
X apTUCTOB Oajnera Ha YpOKax COBpCMeHHOﬁ XOpeOl"pa(I)I/II/I, OKaXKCT I10-
JIOXKUTEJIbHOM BO3ACHCTBUE HA Pa3sBUTHC TBOp‘lCCKOﬁ HHIAWBUAYAJIbHOCTHU
06yan01uch;[ " IponecC ux CaMOITO3HAHUS.
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Annotation

The study of key issues related to the processes of the interaction of language and
culture is one of the fundamental problems of language theory, as well as the theory and
practice of intercultural communication.

The language in the communication process not only performs the function of encoding
the transmitted information, but also plays a special role in the processes of obtaining
new knowledge about the world, processing this knowledge, storing and transmitting it,
which makes language the most important tool not only for learning another culture, but
also for interpreting it and adaptation.

The processes of generation and understanding of a statement suggest a certain creative
processing of certain areas of personal experience in order to create new meanings in
the process of speech generation and recreate them in the process of understanding. The
problem of organizing personal experience of an individual and the collective experience
of native speakers is, therefore, one of the most important areas of linguistic science.

In this regard, the relevance of this study is determined by the fact that in the context
of growing globalization and the expansion of the boundaries of the dialogue of cultures,
the linguistic foundations of intercultural communication, including the linguistic picture
of the world, as well as mechanisms and methods of organizing discourse, become a
determining factor in the study of communicative activity, since they allow taking into
account both human factor and semantic content of communication activity.
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culture, linguistic, world, picture.
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JIMHI'BOMOJIEHUETTAHY KOHTEKCTIHJAET'T
MOJIEHUETAPAJIBIK KOMMYHUKAIIUA: MOAEHUET
TYKBIPBIMJIAMACHI 2)KOHE SJIEMHIH, TUIIIK BEWHECI

AHHOTaNUA

Tin men maldeHuemmiy e3apa apekemmecy npoyecmepimer OAuIanblCmbl He2i3el
Mmacenenepoi sepmmey mijl MeoOpUsICbIHbIY, COHOAU-AK, MIOEHUemAapanblK KapblM-Kambvl-
HAac meopusCsl MeH NPaKmuKacblHblH He2is2i Macenenepitiy 6ipi bonvin maodwvliaosl.

Kapviv-gamuinac npoyecinoe min bepinemin aknapammol KOOMay @OYHKYUsSCbIH
OPBLIHOAN KAHA KOUMAll, d1eM Mypaibl Heana Oiim any, ocol OLIIMOL OHOEY, CaKmay JHcaHe
bepy npoyecmepinde epekuie pos amkapaovl, Oy mindi backa maoenuemmi 3epmmey
Yin eana emec, COHbIMEH bipee OHbl MYCIHOIpY MeH Detiimoey Yulin 0e Manbl30bl KYpai
emeoi.

Moanimoemeni Kanvinmacmulpy dHcaHe MyciHy npoyecmepi couneyoi Kaniblnmacmuol-
Py npoyecinoe Hana MAabIHANAp KYPY HCIHe onapobl Myciny npoyecinoe Kauma Kypy
MaKcamvlHOA diceke madicipubeniy 6eneini oip canranapvli dencini 0ip ubleapMaulbliblK
oHOeyOi Kammuobl. JKeke MYNAHbIH JiceKe MIACIPUOECH JiCoHe ana MINiHOe collle-
VUinepoin YoHcolMObIK, MaHCIPUOECiH YiubiMOACmblpy Macenect, OCbLIatud, TUHSGUCTIU-
KAIbIK bLILIMHBIH MAHbI30bI OA26IMMApbitbly 0ipi Oo1bin MadwvLIAobL.

Ocvizan 6atinanvicmol, 6yn sepmmeyOiy OCin Kele HcamyaH sHcahanoany sircane ma-
Oenuemmep OUANOSbIHLIY WEKAPATIAPLIHBIY KeHeIOl Hca20aublinia 03eKxmi macene 6oavin
maobwLIaowl.

Moaoenuemapanvixy, KOMMYHUKAYUSHBIY JUHSBUCIMUKAILIK He2i30epl, OHblY iuiHoe
NeMHIH MINOIK KOPIHICI, COHOAU-aK OUCKYPCHIbL YUbIMOACMbIPYOLIH JHCONOAPLl MEH
a0icmepi KOMMYHUKAMUBMI Kbl3aMemmi 3epmmeyoiy wewyuii hakmopvina auHaiamolt-
Obl2bIMEH AHbIKMANAObL, OUMKeHi onap adamu hpakmopovl 0d, KOMMYHUKAmMuemi ic-ape-
Kemmil CeMaHmuKaniblk Ma3mMYHulH 0a eckepyee MyMKIHOIK bepeoi.

Tyitinoi co30ep: maoenuemapaivlk KOMMYHUKAYUS, KOHMEKCM, TUHS60MIOEHUemMa-
HY, 3epmmey, MYACbIPLIMOAMA, MIOeHUem, mill OLNiMI, 27em, a1em OelHecl.

HU. Pay'
! Akademust pykogoosiyeco cocmasa Bynoeceepa
(bepnun, I'epmanus)

V.V. Aitmbemosa’
’Kazaxcrasi HaYUOHAIbHAS akademust Xopeo2paguu
(Hyp-Cynman, Kazaxcman)

MEXKKYJIBTYPHASA KOMMYHHUKALIUA B KOHTEKCTE
JIMHI'BOKYJIBTYPOJIOI'MU: KOHIEINILIUA KYJIbTYPbI U
A3BIKOBASA KAPTUHA MUPA

AHHOTaIHUA

H3yuenue Knrouesbix 60npOCos, C6A3AHHBIX ¢ NPOYECCami 83aUMOOeliCmeUs A3bIKa U
KVIbMYpbl, AGNACMCA 0OHOU U3 QYHOAMEHMATLHBIX NPOOLeM Meopuu A3bIKd, d MaKice
meopuu u NPaKmuKu MeXCKYIbmypHo2o 00ueHusl.

A3vik 6 npoyecce obujenus He MOILKO 8bINOAHACT PYHKYUIO KOOUPOBANUS nepeda-
saemoul uH@opmayuy, Ho Maxdice uepaem ocobyIo poib 8 NPoyeccax Noay4eHus HOBbIX
SBHAHUL O Mupe, 0OPAbOMKU SMUX 3HAHUU, UX XPAHEHUs U nepedayu, Ymo oeinaen A3blK
BADICHEUWUM UHCIPYMEHMOM He MOAbKO 05 U3VUeHUs: Opyeoll KVIbmypbl, HO U Ol ee
uUHmMepnpemayuu u a0anmayuu.

IIpoyeccuvl eenepayuu 1 NOHUMAHUS 8bICKA3BIBANUS NPEONONAAIOT ONPeQeeHHYIO
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MBOPUECKYI0 0OPAOOMKY ONPeOeleHHbIX 00NACmel TUYHO20 ONbIMA C Yelblo CO30AHUSL
HOBbIX 3HAUEHULL 8 NPOYecce 2eHePayull peyl U 80CCO30AHUsL UX 8 NPOYecce NOHUMAHUSL.
Tlosmomy npobnema opeanuzayuu TUYHO20 ONLIMA UHOUBUOA U KOJLIEKMUBHO20 ONbIMA
HOcumeneil s13bIKa sI8Isemcsi 0OHOU U3 GANCHETMUX 001acmel] TUHEBUCTIUYECKOT HAYKU.

B ces3u ¢ smum akmyanvhocmes 0anHO20 UCCLEO068AHUL ONPEOSTSCNCsl MeM, Ymo 6
VCI08UAX Hapacmarowell 2100aiu3ayuul U pacuiupeHust 2panuy Ouanloea Kyibmyp s3ulko-
8ble OCHOBbL MENCKYIIbINYPHOU KOMMYHUKAYUL, 8 MOM YUCILE S3bIKOBOU KAPMUHbL MUpA,
MaKdice KaK MexaHusmvl U Memoobl OP2aHU3AYUU OUCKYPCA, CIAHOBIMCS ONpeoensio-
wuM hakmopom npu uzyueHuu KOMMYHUKAMUGHOU OesIMelbHOCIU, NOCKOIbKY NO360J51-
10Mm YuUmMubleanms KaK 4ei08e4eckKuil (hakmop, max u CMblCI080€ COOEPIHCAHIE KOMMYHU-
KAmueHoU 0esimeibHOCU.

Knrouesvte cnosa: medxickyiomyphoe, KOMMYHUKAYUSL, KOHMEKCN, IUHEBOK)IbIMYpPOJLO-
2usl, UCCIed08anue, KOHYenm, Kyibmypd, TUHe8UCIUKA, MUp, KAPMUHA.

Introduction. The subject of this study is the fact of the mutual influ-
ence of culture and language, which in one way or another reflected in the
system and functioning of the language. Such an approach to highlighting
the problem of the relationship between language and culture is a logical
continuation of the entire previous evolution of views on this issue.

The first stage in the development of these views is connected with the
idea of V. von Humboldt about language as to be the spirit of the people.
The clearly stated W. von Humboldt understanding of language as a direct
reflection of culture was further developed and brought to its extreme
expression by American scientists [1; 2].

It should be borne in mind that in a communicative situation, the role of
language depends on the work of universal cognitive mechanisms, cultural-
specific knowledge, ways of organizing information and is manifested in
three possible options

1) For one of the interlocutors, the language of communication can be
native, and for the other (others) to be foreign;

2) Interlocutors choose an intermediate language, but for all participants
in the communication it is foreign (for example, English);

3) Interlocutors communicate through an interpreter; whose task is to
ensure effective communication.

The action of linguistic mechanisms is common to all variants of the
situation, since each of the participants, including the translator, relies
primarily on its culturally specific linguistic picture of the world [3; 4].

Abroad interpretation of the linguistic foundations of the communication
process was characteristic of scientists who saw in linguistics not only the
science of the language system, but also the sphere of research that considers
language as a psychological, socio-cultural and semiotic phenomenon.

Thus, the second stage was marked by the birth of the theory of linguistic
relativity, the essence of which lies in the fact that every nation, limited in
its own native language, is also limited in its vision of the world [5].

The third step in the development of the idea of cultural-linguistic
interaction is presented in works mutually exclusive of each other’s points
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of view. Relativistic theory has been confirmed in the hypothesis of a
linguistic picture of the world.

On the other hand, a point of view was expressed that rejected the direct
relationship between language and culture, and the idea of the universality
of language gained a new strength. In works of this kind, the national-
linguistic specificity was reflected in isolated facts, which in no way
represented an integral and unified system.

The fourth period is marked by the rejection by linguists of the extremes
of the above approaches and the desire to reveal the subtle interconnections
of language and culture.

An understanding has come of such an interdependence of language
and culture that cannot be unambiguously described in the framework
of hitherto practiced approaches. The maximalist points of view gave
way to more balanced, compromise decisions, indicating a rejection of
the unambiguous interpretation of the relationship between language and
culture, since language is both an instrument of cultural expression and
education that itself influences culture.

This understanding of the complexity of linguistic and cultural ties led
to the emergence of a new direction of linguistic research, concentrating
around the triad language, national identity, culture, since “the relationship
of language and culture can be adequately understood only in the context
of a broader problem, which could conditionally be designated as “man
and culture” [6].

In this case, we are talking about a linguoculturological approach to
the study of linguistic units. The content of linguoculturological research
includes the study of the linguistic expression of the lifestyle and traditions
of'the people. The mentality of the people as “the psychological determinant
of the behavior of millions of people, as a kind of invariant of socio-cultural
changes” [7] also falls into the sphere of interests of linguistic and cultural
studies, as it manifests itself in the language.

Linguistic and cultural studies include purely linguistic works that enter
the “extra-linguistic spheres” and are engaged in the search for cognitive,
cultural and social explanations [8] to the facts of language.

This study adjoins precisely the last of the aforementioned series
of works, in which the analysis of the linguistic component of the
linguocultural complex is paramount.

Thus, the relevance of this study is due to the appeal to linguistic and
cultural topics, the front of research of which is wide and multifaceted.
Considering or starting from classical theories of the relationship and
interaction of language and culture [9; 1] modern linguistic and cultural
experts [10; 11; 7; 12; 3] develop, rethink, clarify the concept of language
as an element of the linguistic-cultural complex and the role of language
in it.
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Due to the fact that the orientation of linguistic and cultural studies
is so different, the objectives of this study, along with others, include
the definition and identification of approaches to linguistic and cultural
research. Indeed, the term “culturology” is now so widely used that it often
covers various areas of research.

Accordingly, linguacultural science can be attributed to the so-called
dissipative, fuzzy terms. In relation to linguistics, cultural research is
often understood as belonging to ethnopsychology. In this study, linguistic
specificity is paramount: orientation is made to the language as a system
and product of speech activity. As shown above, linguists turned to the idea
of the national specificity of the linguistic picture of the world at different
stages of development linguistics.

Therefore, every time a linguoculturological study was based on various
methodological premises and involved various analysis procedures. All this
contributed to the development of conclusions of a diverse and multilateral
nature. A real return to the idea of V. von Humboldt about language as the
spirit of the people took place against the backdrop of the achievements
of a communicative-functional approach, pragmalinguistics, cognitive
science, studies of the subjective factor in language, and semantic research.
Such a wide front of linguistic research makes it possible to draw large-
scale conclusions of linguocultural properties. On the other hand, such
a versatile development of the problems of linguoculturology associated
with the “semi-paradigmatic state” [13] of modern linguistics leads to an
abundance of terms, their competitiveness, and different interpretations.

Accordingly, the fundamental problem that needs to be solved when
embarking on linguoculturological research is the procedure for identifying
facts of linguoculurological adhesions, that is, the results of the interaction
of culture and language that are obvious and recorded in linguistic units.

Three promising approaches to solving the problem are seen.
Perhaps a tiered study of the language system in order to identify
linguacultural relationships. However, another approach is possible.
Based on the distinction between the three functions of the language and,
accordingly, the three formal apparatuses of the language, we believe that
linguoculturological research can be carried out within the framework of
three language paradigms in accordance with their belonging to the three
formal apparatuses of the language: semantics, syntactics, pragmatics [14].

In addition, linguistic and cultural research can be based on the idea of
the organizational structure of a linguistic personality. It is the approach
from the point of view of the structure of the linguistic personality that
is compositionally constitutive for this work, because it considers all the
latest achievements in the field of linguistics and linguacultural studies.

National-cultural specificity as an integral feature of linguistic
consciousness is becoming the subject of research in the framework of a
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number of linguistic areas: linguoculturology, linguistic studies, cognitive
science, sociological studies.

Moreover, each of the indicated areas has its own specific field of study
of this problem, its own terminological and methodological apparatus. So,
sociolinguistics aims at identifying the correspondence between language
and factors of the social order.

Linguoculturology as a philological discipline that studies a pre-selected
set of spiritual values and the experience of the linguistic personality of a
given national-cultural community, directly focuses on the manifestations
of the interaction of language and culture. Each of the above disciplines
has the goal of determining both universal phenomena and the national
specificity of each particular language.

At the same time, undoubtedly, the problems of the relationship between
language and culture prevail in the framework of linguoculturology. It is
in this vein that the present study has been completed. The identification
of the cultural specificity of linguistic units determines the appeal to a
linguistic personality, not only located at the intersection of the worlds of
language, culture and thinking, but also being a projection of all these areas
and “a certain knot in a conflict space, always inconclusive stabilization in
a game of various forces” [15].

A language-specific interaction of language, culture and thinking is
manifested as cultural marking. Cultural marking of linguistic units is
characteristic of ethnocultural or national specificity.

The description of the abovementioned specificity can be carried
out within the organizational structure of a linguistic personality. The
identification of ethnocultural specificity in the structure of a linguistic
personality serves to form a “cultural mentality” [16].

“Cultural mentality “develops as a result of the action of a special
informational component of the linguistic unit of the cultural component.
The action of the cultural component is traced at three levels in the structure
of the linguistic personality: lexico-grammatical, cognitive and pragmatic-
extralinguistic.

The cultural component relates to the semantics, syntactics and
pragmatics of the linguistic sign. In connection with a comprehensive
analysis of the linguistic and cultural strata, it is necessary to clearly
verify the procedure of linguoculturological research that affects all
sections of the linguistic system. This will necessarily entail a variation
in research methods. It seems that significant conclusions can be obtained
by combining and mutually correcting various approaches and analysis
schemes. An attempt of such a multilateral study was undertaken in this
work.

Moreover, many of them relied on data from anumber of related sciences.
Thus, R. Jacobson believed that the study of communication should be
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carried out in the framework of such intersecting areas as sociolinguistics,
social anthropology together with economics, ethnolinguistics, semiotics.

A similar point of view was shared by G.V. Kolshansky, who considered
communication as a manifestation of the existence of individual social
consciousness in language [17].

Even earlier, the complex psychological, social and cultural aspects of
the processes of generation and understanding of statements were written
by Humboldt, A. Potebnya.

Such an expansion of the boundaries of linguistic research is connected
with the very nature of communicative activity, which, as V.A. Zvegintsev
pointed out, does not “boil down to an exchange values inherent in
linguistic signs”, combined in linear sequences [18].

And even text as a product of the language system cannot be considered
unambiguously only on the basis of the correct choice of lexical units and
grammatical structures, and in the case of oral communication and correct
pronunciation schemes

In the modern theory of the picture of the world, the problem of
organizing the personal experience of an individual and the collective
experience of native speakers is considered as the interaction of individual
pictures of the world of communicants in the communication process,
which allows us to include the human factor in the attention of researchers.
Many researchers believe that the picture of the world is a combination of
concepts, ideas, ideas, images, associations, and in general any ideational
formations that make up in the individual or collective consciousness a
certain integral deal of the real world “The picture of the world” seems to
be a better term, than “personal experience”, as it opens up opportunities
for identifying ways and forms of organizing our knowledge and ideas, as
well as for determining.

The main goal of the study is to identify and describe linguistic-
cognitive mechanisms that influence the success or failure of intercultural
communication in order to offer an effective model of the process of
intercultural communication considering the obtained data. To achieve the
goal of the study, the following research questions were set

What are the main system characteristics of the process of intercultural
communication as a special type of activity, in culturally determined
content?

What are cultural aspects, the study of which can help in identifying
culturally determined factors in the context of intercultural communication?

Methods. The theoretical and methodological base of the study was
composed by the works of leading domestic and foreign scientists on the
problems of cognitive linguistics and intercultural communication.

The following research methods were used in the study: transformational
analysis of vocabulary definition, component analysis of word semantics,
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application of semantic metalanguage mechanisms, conceptual analysis,
text-based discourse analysis, discursive-historical analysis.

Discussion. During the analyses it was obvious that the following
aspects such as intercultural communication is an extremely complex
phenomenon, an objective study of which involves a comprehensive
consideration of the sociocultural characteristics of the conditions and
participants of communication, cognitive mechanisms and communicative-
behavioral strategies used in the communication process, as well as verbal
and non-verbal means of achieving communication goals.

The field nature of the organization of the linguistic picture of the
world and, accordingly, of the individual thesaurus of each participant
in intercultural communication, as well as the presence of universal
cognitive structures in the cultural-conceptual picture of the world, create
the necessary grounds for comparing specific cultural and linguistic
experience.

The cultural, conceptual and linguistic worldviews that form a single
whole in the minds of a carrier of language and culture interact in the
process of intercultural communication based on the functioning of a
number of cognitive and semantic mechanisms.

In the process of intercultural communication, there are both universal
cognitive mechanisms of understanding and generating discourse, as well
as culturally determined factors, which include cultural-specific models of
categorization of objects and phenomena of reality, reflected in language
classifications, differences in background knowledge and cultural
presuppositions, cultural-specific perception of the context situations and
cultural-specific features of the construction of different types of discourse.

In the process of intercultural communication, background knowledge
and value orientations affect the organization and understanding of discourse
through cultural presuppositions, formed on the basis of the cultural and
conceptual picture of the communicant’s world, a culturally appropriate
scenario of speech behavior, as well as attitudes to communicative
behavior, which form the basis of the system expectations.

Analysis of the communicative situation, timely correction of
communicative and discursive strategies in order to prevent communicative
failures, assessment of their effectiveness based on the interlocutor’s
reaction ensures the successful implementation of communicative
intentions.

According to the established point of view, the intercultural
communication, in contrast to ordinary communication, is characterized
by the belonging of communicants to different cultures.

Cultural differences in communication and behavior patterns, values
and beliefs cause errors in the perception of a message, in other words,
communicative failures.
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The multidimensional nature of the content, forms and conditions
led to the participation in the development of the theory of intercultural
communication of representatives of the widest range of scientific
disciplines of linguists, anthropologists, sociologists, psychologists and
other specialists.

Culturological aspect of intercultural communication — is dedicated to
identifying those aspects of cultural research that can help in determining
culturally determined factors that influence the interaction of individuals
in the context of intercultural communication. Culturally determined
factors in the work are understood not only as distinctive characteristics of
interacting cultures, but also certain cultural universals, providing the very
possibility of interaction.

Some answers to the questions posed in the dissertation can be found
in cultural and anthropological theories, which we analyze in detail in this
research.

In particular, an analysis of the concept of E. Hall leads the author of
the research to the conclusion that a deeper study of the context category
is necessary in the context of intercultural communication.

The role of context is examined in detail by E. Hall in Beyond Culture.

By definition of E. Hall, contexting is the ability of the human brain
to fill in missing information. Internal contextualization is based either
on background knowledge or on signals supplied by the nervous system.
External contextualization is information retrieved from the context of the
situation. As Hall studies show, differences in contextualization methods
lead to differences in behaviors. For example, in cultures of the so-called
high context, an important part of the information in the communication
process should be extracted from the external context of the situation or
from the interlocutor’s perceptions. The speaker expects the listener will
understand his problems, although they are not named and not explicitly
stated. In cultures of this type, there is a clear distinction between “friends”
and “strangers,” while within the framework of a certain social higher
groups are responsible for the actions of lower ones. The communication
process in these cultures proceeds economically, quickly and efficiently,
but the extra time is spent on extracting hidden information. It is not what
is said that matters, but the way it is said, who says and what stands behind
Low context cultures are more open to strangers, they have high hopes for
the work of the “system” of created social institutions, and not for personal
relationships in a group. In the process of communication, all the main
information When transmitting a message, it is contained in it explicitly
[19].

The culturological and cultural anthropological theories and concepts
analyzed in this section have largely contributed to the awareness of
those usually unrecognized, cultural characteristics that directly affect the
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success or failure of intercultural communication.

At the same time, there is at least one factor that does not hinder, but
contributes to a successful dialogue of cultures, is the community of
functions of culture as a whole and its universal phenomena.

It is well known that a communicative act involves the interaction
of two or more individuals, each of which brings their psycho-cultural
characteristics, personal experience, individual world view to the
communication situation. It is important to remember that culture, on
the one hand, determines the formation of an individual world view and
individual behavior patterns (including communicative), and on the other
hand, the degree of influence of the native culture on its representative can
be different, and this depends on many factors.

The interaction of culture and the individual is usually seen through a
comparison of different types of identity.

Traditionally, several types of identities are distinguished: cultural,
ethnic, linguistic, gender, professional, personal, etc.

Moreover, cultural identity is understood as self-identification with
a certain culture, with the forms and norms of behavior accepted in
this culture, with the cultural picture of the world. Each individual who
identifies himself as a member of a cultural community is the bearer of his
cultural heritage.

Thus, the shortcomings of existing theories lead us to the conclusion
that when studying the process of intercultural communication from the
point of view of communication theory, attention should be paid to both the
universal cognitive mechanisms of receiving and transmitting information,
as well as the cultural-specific characteristics of all components of this
process. In particular, it is necessary to consider the influence cultural
picture of the participant’s world of communication, his ability to extract
information received through different channels, as well as the features of
his communicative behavior due to native culture.

From the analysis carried out in the research, it follows that intercultural
communication is an extremely complex phenomenon, the study of which
involves considering many parameters within the framework of the three
types of semiotic relationships: sign - object, sign - sign, sign - person
these parameters are realized.

The study of these parameters should be carried out in their relationship,
because only in this case can we create holistic models of the components
of the process of intercultural communication and the whole process as a
whole.

In order to study the above problems, in our opinion, one should
turn to a number of linguistic areas of cognitive linguistics, pragmatics,
communicative linguistics, ethnosemiotics, and discursive analysis.

In this case, it is necessary to consider the psychological, cultural and
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anthropological characteristics of intercultural communication. Expanding
the scope of research of all these phenomena will make it possible to
study intercultural communication as a process of interaction between
individuals and their pictures of the world.

Intercultural communication as an interaction of linguistic pictures of
the world”- an analytical review of various points of view on a picture
of the world as a way of organizing an individual’s cultural experience
is carried out, a methodology for comparative analysis of fragments in
linguistic pictures of the world is substantiated.

Conclusion. The theoretical significance of the study is to justify the
leading role of the linguistic picture of the world and culturally determined
discursive strategies used by individuals in the process of communication,
to ensure the success factor of intercultural communication. The linguistic
picture of the communicant’s world and the discursive strategies chosen
by him to achieve a communicative goal are those linguistic foundations
that directly affect discourse organization and interpretation

In addition, the study shows the effectiveness of a multidimensional
approachto studying the process of intercultural communication, integrating
data from cultural studies, communication theory, linguoculturology,
cognitive linguistics, ethnosemiotics, psycholinguistics, sociolinguistics,
text linguistics and discourse linguistics

The practical significance of the work is primarily associated with
the creation of a multilevel method of discourse analysis and with the
development of a comprehensive methodology for studying the units
of the linguistic picture of the world.The combination of a number of
methods, including the use of intercultural communication as one of the
modeling methods, as well as the addition of the contextual method with
translation analysis, - all this allows opening up new opportunities for
deeper penetration into the linguistic picture of the world of communicants
and in the organization of discourse

The results of the study can be used in the development of lectures and
seminars for a number of courses, such as Introduction to the Theory of
Intercultural Communication, General Linguistics, Cognitive Linguistics,
Discourse Theory, and Discursive Analysis
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Annotation

A characteristic feature of world linguistics is the emergence and rapid development
of linguacultural branch of linguistics. Now cognitive research has become an integral
part of modern linguistic science. However, this area of scientific knowledge is in the
process of formation, it has not yet fully developed, since the lines of interaction between
language and culture have not yet been fully studied, and methods and techniques of
linguo-cognitive analysis have not been precisely developed. That is why research in
linguo-culturology is so relevant today.

One of the main categories of linguistics is the concept of culture. At the same time, the
concept in modern science has not yet received a consistent understanding and adequate
metalanguage description.

The methods and techniques of linguistic-cognitive analysis of concepts are not
well-established, they have not found the optimal solution to the problem of combining
structural-semantic and cognitive procedures, diachronic and synchronous aspects, the
linguistic and verbal existence of concepts, their comparative study in the framework of
both one and different ethnic language continuums. This largely determines the choice of
the topic of the research.

Key words: concept, lingua, cultural, text of art, modern, linguistics.

A.P. Paiiivgynosea’
!Kasaxcman Pecny6nuxacwoinwviy Maoenuem dicone cnopm MuHuCmpiici
Hyp-Cynman, Kazakcman)

JK.H. Bucenbaesa’
’Kypavix Ockeprepi ackepu uHCmumymol
(Armamet, Kazaxcman)

JIMHI'BO-MOJEHU ACIIEKTIAEI'TI MOJAEHUET
TY/KbBIPBIMJIAMACHI

AHHOTAUA

ONeMOIK TUHEBUCIMUKARA MAH Den2i-min OLLIMIHIH TUHC80MIOCHUET CANACbIHbIY NAll-
0a 6onywl dicone me3 damyvl. Kazipei mayoa manvblMOblK 3epmmeyiep 3amMaHayu mii
Oiniminiy asxcvlpamac deniei 6ondvl. Anatioa, evlavimu OLIIMHIE O canacel Kaablnma-
¢y npoyecinoe, 01 a7i MObIK OAMbIMARAH, OUMKEeHI Mil MeH MIOeHuemmiy e3apa ape-
Kemmecy Cbl3blKMapbl 271 MOJbIK 3PMMEIME2eH JHCIHE TUHSGOKOSHUMUBII MAA0ayOblH
a0icmepi meH muumoi dHcondapvl moavievipax zepmmenmezer. Con cebenmi  TUH280MI-
OdeHuemmany caniacblHnoazvl 3epmmeyiep Oyeinoe ome 03eKmi.

60



SCIENTIFIC JOURNAL # 2(15)

Tin Giniminiy nHecizei kamezopusiiapwinvly Oipi-madenuem yevimvl. Convimer Oipee,
Kasipei bl1blMOAebl MYACLIPLIMOaMa 2710 0dliekmi mycinik nen oapabap Mema-mindix
cunammama monvl2bIMeH ajleaH HCOoK.

Tyorcoipoimoamanapovl  TUHSBUCMUKANBIK JCOHE KOSHUMUBMI  manodayovly 20i-
cmepi MeH muiMOi JHCONOAPbLL HCEMKIAIKMI OAMbIMARAH, O1Ap KYPbLILIMOLIK-CEMAH-
MUKATBIK, JHCIHE MAHLIMObIK NPoyedypaiapobl, OUAXPOHObIK JHCIHE CUHXPOHObL ACNEK-
minepoi, MYAHCLIPLIMOAMANAPObIY MILOIK HCIHE AYbI3UA OMIP CYPYiH, 01apobl Oip JicoHe
APMYPIL IMHUKATLIK MINOIK KOHMMUHYYMOAp wenbepinoe2i CaniblCmulpMaivl 3epmime-
YOI ytinecmipydiy oymaiinvl wiewlimin mannaovl. Byn kebinece 3epmmey maxblpblObiH
manoayosl AHbIKMAObL.

Tyiiinoi cozoep: myxncolpbiMoama, TUHeBUCTIUKATILIK MaOeHUem, KOpKeM MamiH, 3d-
Manayu, 1IUHe8UCMUKA.

A.P. Paumxynosa’
'Munucmepcmeo xkynomypuol u cnopma Pecnybnuxu Kazaxcman
(Hyp-Cynman, Kazaxcman)

JK.H. Bucenbaesa’
’Boennuiii uncmumym CyXonymmuwlx 60UCK
(Armamol, Kazaxcman)

KOHIEIIINHWA KYJIbTYPbI B JIMHI'BO-KYJIBTYPHOM
ACIIEKTE

AHHOTaALUA

XapaxmepHoii uepmoti Muposou IUHSGUCTUKU S8ISAEMCs 6O3HUKHOGEHUE U Obicmpoe
paseumue JTUH2BOKYIbIYPOLOULECKOU OMpaciu A3bikosHanus. Tenepb KoeHumugHvle
UCCne008anus CMmanu HeOMveMIAeMOU YACMbI0 COBPEMEHHOU JUHLBUCMUYECKOU HAVKU.
Oomnako sma 061acmv HAYYHO2O 3HAHUA HAXOOUMCA 8 npoyecce POPMUPOBAHUs, euje He
NOJIHOCMbIO PA36UMa, MAaxK Kax JUHUY 63AUMOOEUCMBUS A3bIKA U KYIbMYPbl ewe He Noi-
HOCMbIO U3y4eHbl, d Memoobl U Npuemsl TUHSBOKOSHUMUBHO20 AHANU3A 6 NOTHOU Mepe
He usyuenvl. Bom nouemy ucciedosanus 6 001acmu JUH260KYIbMYPOIOSUU CE200HS MAK
AKMYanbHbl.

O0Ha u3 0CHOBHBIX Kame2opull IUHSBUCIUKU — NOHAMUe KYIbmypel. B mo dice epems.
O0aHHas KOHYEeNnyusl 8 COBPEMEHHO HayKe ewje He NOIYy4UId NOCIe0068ameNbHO20 NOHUMA-
HUS U A0eK6AMHO20 MeMAasi3blko6020 ONUCAHUA.

MemoOou! u npuemvt 1UH2EUCTHUKO-KOZHUNUBHO20 AHANU3A KOHYENMO8 He0OCmAamoy-
HO Ompabomawvl, OHU He HAWIU ONMUMATLHO20 DEWEeHUs, CYUecmeyIom npooiemvl
cosmeujeHusi CmpyKmypHo-CeManmu4eckux i KOZHUMUBHBIX NPoYeoyp, OUAXPOHUYECKUX
U CUHXDOHHBIX ACHEKMO8, SA3bIKOBO2O U 6epOANbHOZO CYUeCMBO8AHUS KOHYENMOs, Ux
CpaGHUMeNbHOe UCCIE008AHUE 8 PAMKAX KAK 00HO20, MAK U PA3HBIX IMHULECKUX SA3bIKO-
BbIX KOHIMUHYYMOS. DIMO 60 MHO20M Onpedensiem ebl0op membvl UCCIe008aAHUA.

Kniouesvie cnoga: xonyenm, munHe8uUCmuieckas Kyavmypd, Xy00x4cecmeeHHulll meKCcHl,
MOOEPH, TUHSBUCTUKA.

Introduction. This research is devoted to a comparative examination
of linguistic representations of the concept of “culture” and is carried out
in line with linguistic and cultural studies.

Modern sciences are characterized by the interpenetration of branches
of knowledge, which leads to the emergence of interdisciplinary sciences.
The study was carried out at the intersection of cognitive science, concept
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ology and cognitive linguistics.

Linguo- culturology considers language in inseparable interaction with
culture. Moreover, the language reflects the worldview of the people and
is formed in the process of man’s knowledge of the environment. The most
significant moments of human cognitive activity are expressed in concepts.

The analysis of such significant concepts in different linguistic cultures
makes it possible to identify the features of the national image of the world.

The range of issues addressed in the study goes beyond the boundaries
of linguistics directly, in contact with philosophy, cultural studies, art crit-
icism, and sociology.

The relevance of the study is explained by the importance of the con-
cept of “culture” in the value system of modern texts of art for revealing
the phenomenon of a national character, with the increasing interest of
researchers not only in the resources of science and technology, but also in
the potential creative potential of a person.

At first, we need to answer the question what is concept by itself?

The term “concept” in linguistics is both old and new at the same time.
S.A. Askoldov says that the question of the nature of concepts, or general
concepts, or, according to medieval terminology, is universal and old. He,
pointing to the substitute function of a concept, defines it as follows: “a
concept is a mental formation that replaces an indefinite number of objects
of the same kind in the process of thought” [1]. A concept is a tool and at
the same time a result to which seeks researcher. With the help of concepts,
it is possible to describe and represent the cultural and historical world,
and at the same time, deriving the concept, giving the term such a status is
a serious result for a scientist.

“Concepts are points of the most complicated inflorescences of mental
specificities. The concept cannot be disclosed and defined unambiguously,
because it can contain the most diverse layers of history and culture” [1].

V.N. Telia also believes that “a concept is what we know about an ob-
ject in all its extension” (Telia, 1996). With this understanding of the term
“concept,” the role of language is secondary, it is only an auxiliary tool
which is a form of language of a clot of culture of the concept.

Concept, according to E.S. Kubryakova is “an operational substantial
unit of memory, mental lexicon, conceptual system and language of the
brain (lingua mentalis), the whole picture of the world reflected in the
human psyche” [2].

So, E.S. Kubryakova believe that the concept does not directly arise
from the meaning of the word, but is an intermediary between words and
reality.

An interesting theory of the concept was proposed by Yu.D. Apresyan,
it is based on the following provisions [3]:

1) “every natural language reflects a certain way of perceiving and or-
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ganizing the world; the values expressed in it form a certain unified system
of views, a kind of collective philosophy, which is imposed by language
on all its carriers;

2) the language-specific way of conceptualizing the world is partly uni-
versal, partly nationally specific;

3) a view of the world (a method of conceptualization) is “naive” in the
sense that it differs from the scientific picture of the world, but these are
not primitive ideas.”

The concept in modern science is a kind of interdisciplinary concept that
receives coverage in various schools and areas. Being a multidimensional
education of an interdisciplinary nature, the concept can be described from
different perspectives.

The concept can be characterized as a complex, multidimensional and
multidimensional formation, significant for a given culture, reflected in
the collective consciousness, assigned to a certain area of reality and ex-
pressed in various linguistic forms.

Based on the analysis and generalization of the available points of view
and opinions, the following main essential features of the concept can be
distinguished: community, abstract representation of something; identity
of understanding by recipients with the same mentality and cultural affilia-
tion; cultural, ethnic, historical significance for native speakers; participa-
tion in the formation of the concept of collective consciousness; ability to
modeling, schematic representation.

In modern linguistics, there are various typologies of concepts. In the
description of the concept, we do not set the goal to characterize this phe-
nomenon fully and consistently: the state of modern linguistics does not
allow, and the tasks of this study do not require this. We intend to describe
the concept in general terms, in order to have the basic material for con-
ducting a linguo-cultural analysis of the concept “culture”

Analysis of the linguistic and cultural features of the concept should
be based on a synchronous approach (for the most part), as well as on ele-
ments of diachronic analysis. The linguo-cultural analysis of the concept is
understood as the study of all possible means of verbalization of the con-
cept “culture” in the whole diversity of its content and the identification of
integral and differential features.

Since the concept is the central concept of linguo-culturology, it seems
important to present vision of the term. The linguo-culturology approach
to the concept suggests that the latter is recognized as the basic unit of cul-
ture, its concentrate. The structure of the concept includes the etymology
of lexical units, modern associations, metaphors, ratings, etc. Concepts in
this understanding are often correlated with a naive picture of the world,
opposed to a scientific picture of the world. Thus, the linguo-cognitive
and linguo-cultural approaches differ in the research vectors: the study of
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the concept in cognitive science involves a direction from individual con-
sciousness to society, culture, and linguo-culturology studies the concept
from culture to linguistic consciousness, i.e. from the knowledge recorded
in the language about the lexical units that make up the field of the con-
cept, to speech and perception of the concept by individual linguistic per-
sonalities. Thus, the concept in the linguo-culturological sense is a unit of
collective consciousness that has a linguistic expression and is marked by
ethnocultural specificity. The study of the concept is based on the principle
of the semantic field, the essence of which is expressed in the opposition
of the center and the periphery and their interaction, which assumes the
variable and moving boundaries of the conceptosphere [4].

The concept of “culture” denotes the achievements of man and conveys
an axiological attitude to the results of his work and self-expression.

The relevance of the work is also determined by the needs of modern
areas of linguistics: linguo-culturology and cognitive linguistics, charac-
terized by an anthropocentric approach to the study of mental linguistic
phenomena and the ability to clarify the system of linguistic value prior-
ities community, identification and systematization of specific features of
various linguistic cultures.

In addition, linguistic and cultural research can be based on the idea of
the organizational structure of a linguistic personality. It is the approach
from the point of view of the structure of the linguistic personality that
is compositionally constitutive for this work, because it considers all the
latest achievements in the field of linguistics and linguacultural studies.

National-cultural specificity as an integral feature of linguistic con-
sciousness is becoming the subject of research in the framework of a num-
ber of linguistic areas: linguoculturology, linguistic studies, cognitive sci-
ence, sociological studies.

Moreover, each of the indicated areas has its own specific field of study
of this problem, its own terminological and methodological apparatus. So,
sociolinguistics aims at identifying the correspondence between language
and factors of the social order.

Methods. The theoretical and methodological base of the study was
composed by the works of leading domestic and foreign scientists on the
problems of cognitive linguistics and intercultural communication.

The following research methods were used in the study: transforma-
tional analysis of vocabulary definition, component analysis of word se-
mantics, application of semantic metalanguage mechanisms, conceptual
analysis, text-based discourse analysis, discursive-historical analysis.

The purpose of the study is to identify, systematize, compare lexical and
phraseological means that nominate and describe the concept of “culture”
in art texts and clarify the role of this concept in the national consciousness
of peoples.
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Achieving the intended goal required the following research questions:

What are the theoretical foundations of the study?

What is a clarification of verbalizers for the concept culture?

What is an identification of conceptual attributes of a concept?

During the study from 2015 to 2018, a lot of art texts were analyzed,
but in this study, we present examples specifically for 2018 from January
to December. The analyzed material will be presented later in the practical
part of this research. For the indicated period, 180 texts of 10550 sentences
were studied and considered.

Discussion. The concept is verbalized and becomes part of the seman-
tic space of the language, receiving for its expression a system of linguistic
signs. At the same time, a linguistic concept, as one plunges into the cultur-
al space of a particular ethnos, acquires additional secondary features as a
cognitive element - image and evaluation. Concepts are often implement-
ed in words, phrases, utterances, text, discourse.

The linguo-culturological approach considers the concept within the
framework of the problem “language-consciousness-culture”, from the
point of view of its place in the system of values, functions in human life,
etymology, history, associations caused by it. The concept appears as a
mediator, carrying out the interaction between man and culture, and this
process is interpreted differently.

The cultural, conceptual and linguistic worldviews that form a single
whole in the minds of a carrier of language and culture interact in the pro-
cess of intercultural communication based on the functioning of a number
of cognitive and semantic mechanisms.

The concept of “culture” occupies a unique place in the concept sphere
of language culture; moreover, it is considered the value dominant of na-
tional culture [5].

The high value and significance of the concept of “culture” becomes
apparent. Being multi-valued and having a complex structure, this concept
undoubtedly needs a deep and detailed study from the point of view of a
linguist.

In recent years, linguists have been studying the mental-psychologi-
cal and national-cultural specifics of the concept of “culture”, its value
component for the people; using the concept of “culture”, scientists create
models of the language and conceptual picture of the world [6]. We studied
the concept culture through the Art texts.

An art text is, first of all, a complex semantic organization, within the
framework of which universal elements of meaning are distinguished —
cultural concepts.

The study of culture concepts in art text is interesting in that they model
the artistic picture of the writer’s world as a variant of the linguistic picture
of the world, the interaction of the general and the individual author in a
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creative style.

The study of the linguistic representation of the concept of culture is
important and necessary for understanding the ideological meaning of the
art text and for understanding the mentality, and creative manner.

The main specificity of an art text is to enclose a variety of semantic
units, and passing through the text, it becomes, as it were, the equivalent of
the work as a whole. This fact allows us to consider the language of art text
as a special form of creative knowledge of the world and, in turn, consider
linguistics as a part of art. Thus, the use of conceptual analysis methods in
the linguistic and art text description is most preferable.

In art discourse, the concept of “culture” is one of the most complex
and ambiguous. The significance and value of this concept is quite high,
because within the framework of the art text, the word-concept “culture”
acquires maximum semantic diversity.

The lexical paradigms of the concept of “culture” are represented in the
art texts by the relations of conceptual-synonymy, and conceptual opposi-
tions.

Numerous combinations of the lexeme “culture” (with predicates;
nouns, adjectives, pronouns; numerals) testify to the variety, syntagmatic
connections of this lexeme, represent the high number of notions and the
strong generalizing potential of the word-concept “culture “in the art texts.
The dynamic component revealed the main verbal combinations on the
basis of which we can recreate a structure that reflects the variative and
invariant positions of the concept.

The analysis of the pragmatics of the artistic ‘concept “culture” in the
art texts revealed a variety of connotations, the presence of an evaluative
component of this word-concept, its use in different styles. This indicates
the manifestation of the person’s individuality, the expression of the per-
son’s attitude to the depicted objects and phenomena. In the art text,” the
concept of “culture” serves to realize the person’s intention. We use the
concept of “culture” to create unique images; and also, with the help of the
word-concept “culture” art texts most accurately describe the moods and
feelings; conveys their philosophical concept of culture, creativity.

The formation of the concept of the “culture” in the art discourse is a
process that goes in two directions: the traditional understanding of the
concept (in reality, philosophy, culture, language) and the individual au-
thor’s understanding influenced by life experience, his system of values
and worldview, as well as features of the artistic thinking of a creative
person.

The study made it possible to identify and describe the linguistic rep-
resentation of the concept of “culture” in an art text in a semiotic aspect.

We investigated the concept of “culture”, which is one of the keys in
world culture. The deep level of ideas about the culture, the level of uni-
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versal semantics turns us to art texts, works of philosophers; works of
psychologists and linguists. The traditions of European and Eastern art
enrich the national conceptual sphere of culture and expand the conceptual
picture of the world of an educated person.

Our study confirmed the position that the art text structuring of the con-
cept of “culture” is associated with three levels, the allocation of which is
practiced in modern semiotics in the study of sign systems: with the level
of semantics, syntactics and pragmatics.

During the study of the semantic level, it was established that art texts
expands the traditional understanding of the concept of “culture”, guid-
ed by personal impressions, feelings, sensations. The individual author’s
understanding of the concept of “culture” is realized in figurative means
(metaphors, metonyms and personifications), where the word culture acts
as the main element, comparisons of the word concept of “culture” with
other units.

From a substantive point of view, the concept of “culture” has a sim-
ilar content of art contexts. In the course of our work, we have identified
“the lexical paradigms of the concept “culture” in the texts of art, which
are represented by the relations of conceptual synonymy and conceptual
oppositions. We have defined conceptual synonyms for the word-concept
culture.

In the process of research, the syntactic level functioning of the concept
“culture” in art texts, we have compiled a list of regular combinations,
which made it possible to judge the syntagmatic valencies of the concept.
In the art texts, the compatibility of the lexeme and culture is noted with
predicates, nouns, adjectives; pronouns for numerals.

Analysis showed the compatibility of the culture token that there are
the variety of verb combinations in art texts. The token of the culture,
combined with predicates, forms the dynamic component of the concept
of “culture” and expresses the actant relationship.

The dynamic component considered by us revealed the main verbal
combinations on the basis of which we can recreate a structure that reflects
the variative and invariant positions of the concept. It is established that
the concept of “culture” in the art texts occupies four invariant positions.

As a result of the study, of the concept “culture” in the art texts at the
level of pragmatics, we determined the value of this concept in the language
picture of the author’s world. The connotations of the lexeme, the culture
is found in associations, figurative meanings, comparisons that arise in the
author when using this word ‘and testify to the art abilities of the author,
the ability to accurately and vividly reflect in the text the phenomena of
imagination.

Evaluation, emotional coloring and expressiveness author’s speech in
contexts within art texts that uses the word-concept “culture”, allows to

67

ANWIAVIV S14V

¥891-€CS¢ NSSI



SOCIALAND HUMAN SCIENCES

KAZAKH NATIONALACADEMY OF CHOREOGRAPHY

express various feelings.

Derivatives of the culture lexeme, which are characterized by stylistic
coloring, have an expressivel character and contribute to the transfer of
the attitude to the depicted characters and events, were found in the art
texts.

The language reflects concept that is important for speakers of a given
language, where a person sees the world from the angle of view suggested
by language and culture. The main form of representing knowledge about
the world are concepts, the study of which seems relevant in modern
linguistics. Currently, there are various approaches to the problem of the
concept and the study of its components. The linguistic-cultural-logical
approach to the study of concepts is especially promising, and the problem
of classifying and describing the types of cultural concepts is one of the
most relevant aspects of this branch of science, in addition, the cultural
concept reflects the mentality of the linguistic personality, the centuries-
old experience, culture and ideology of the people are concentrated in
it. Cultural concepts exist in the field of culture and bear the imprint of
the sociocultural system within which they were formed. The linguistic-
cultural concept differs from the mental units used in various fields of
science by the accentuation of the value element. The center of the concept
is value, since the concept serves the study of culture, and at the heart of
culture lies the value principle.

Linguistic and cultural concepts occupy an important position in
individual and collective linguistic consciousness, which determines the
extreme relevance of the study of the concept of culture, which is significant
for human life, for its existence in society.

Conclusion

The study of the concept not only through phraseology, but also through
the prism of texts of various functional styles, revealed the intertextual
nature of the concept and the need to study it through a text that is a symbol
of culture. In other words, the consideration of the concept as a text-
forming category allowed us to conclude that the concept serves to create
artistic images, and they, in turn, expand and enrich the concept itself.

The concept is recognized as the basic unit of culture and is the central
concept of linguo-culturology. The structure of the concept includes the
etymology of lexical units, modern associations, metaphors, ratings, etc.
Concepts in this understanding are often correlated with a naive picture of
the world, opposed to a scientific picture of the world. The linguo-cognitive
approach involves the study of the concept in the direction from individual
consciousness to society, culture, and the linguo-cultural approach (used
in our work) studies the concept in the direction from culture to linguistic
consciousness. The concept in the linguo-culturological sense is a unit of
collective consciousness that has a linguistic expression and is marked by
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ethnocultural specificity. Along with categorical and subcategory features,
the concept has variability, abstractness, chrono-spatial lability, imagery
and evaluation.

The practical significance of the work is primarily associated with
the creation of a multilevel method of discourse analysis and with the
development of a comprehensive methodology for studying the units
of the linguistic picture of the world. The combination of a number of
methods, including the use of intercultural communication as one of the
modeling methods, as well as the addition of the contextual method with
translation analysis, - all this allows opening up new opportunities for
deeper penetration into the linguistic picture of the world of communicants
and in the organization of discourse

The results of the study can be used in the development of lectures and
seminars for a number of courses, such as General Linguistics, Cognitive
Linguistics, Discourse Theory, and Discursive Analysis
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’KOT APBI BLJIIM BEPY BAFJIAPIAMAJIAPHI BOMBIHIIIA
OKBITYIAbIH UHTEPAKTUBTI 9IICTEPI

AHHOTaUA

Maxkanaoa oxbimyowiy unmepaxmusmi 20icmepiniy mypiepi Jcane onaposl Oinim
bepy npoyecinoe KOI0anyObly apmulKWbLIbIKMapel Keamipineen. Mumepaxmusmi ca-
Oaxmul omKizy, oHblY Hez2izel OoniciHiy epeKwenikmepi cCunammaiean aieopummi ycol-
Hu10vl. Convimen Kamap, OKbimyObly UHMepaKmuemi popmanapuvii enzizy epexutenix-
mepi cCunammanza.

Tyuinoi co3oep: oxvimyuivl, OLiM ATYUWbI, UHHOBAYUATLIK OKbIMY, UHMEPAKMUBI
adicmep, Kabinemmi mynza, uwbleapMablivlk OeiceHOLliK.

A.V. Ayenbekosa’
'Kasaxckas HayuoHaIbHasl akademust xopeoepapust
(Hyp-Cynman, Kazaxcman)

HMHTEPAKTUBHBIE METOAbI OBYYEHUSA
ITO ITPOI'PAMMAM BbICHIEI'O OBPA30BAHMUAA

AHHOTALUSA

B cmamve npedcmagnenvi 6udbl UHMEPAKMUBHBIX MEMOO08 00VUEHUA U NpeuMyuje-
CMea ux UCnonb306anusa 6 obpazosamenvrHom npoyecce. Ilpednoscen arzopumm npoge-
OeHusl UHMEPAKMUSHO20 3AHAMUSL, USNOACEHbL OCOOEHHOCIU NPOBEOeHUs €20 OCHOBHOU
yacmu. Kpome moeo, onucanvi 0cobeHHOCMU peanu3ayuu UHMepaKmueHulx opm oby-
YeHus.

Kntoueswie cnosa: npenodasamens, 00yuaiowutics, UHHOBAYUOHHOe 0OYYeHue, uHNe-
PaKmueHvie Menoovl, CHOCOOHAS TUYHOCY, MBOPUECKASL AKMUBHOCTND.

A.U. Auyelbekova’
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(Nur-Sultan Kazakhstan)

INTERACTIVE TEACHING METHODS FOR HIGHER
EDUCATION PROGRAMS

Annotation

The article presents the types of interactive methods as one of the types of innovative
learning and the advantages resulting from their use in the educational process. An
algorithm for conducting an interactive lesson is proposed, and the features of its main
part are described. In addition, the features of implementing interactive forms of learning
are explained.

Key words: teacher, student, innovative learning, interactive methods, capable per-
sonality, creative activity.
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Kipicne. FpuibiM MeH TeXHMKAHBIH KapbIlITal JaMyblHA HETi3/1e]reH
KOFaMHBIH Ka3ipri jJaMmy jKaFdalblHAa CTaHIAPTThI €MEC OMIIbI IIbIFap-
MaIlTBUIBIK TYJIFaIapra JIETeH KaKETTUTIK apThin Keneni. Kasipri yakpiTTa
OKBITAThIH TIOHJIEP ASICBIHIA KAXKETTI OLTIMJI, JaFabuIap MEH 1CKepIiKTi
KaJIBINITACTRIPY apKbUIBl MaMaHAap Aaspiay ici 3aMaHayd Tajanrapra
TOJIBIK JKayarn OepMeid, Oipimama aptta Kaibin oTelp. Kaszipri 6imim Oepy
XKYHECIHIH Heri3l OKy IMoHjAepl emec, OUTIM alyliblIapiblH Ke3 KeJlreH
KaraasTTapJarbl OWIaybl MEH iC-9peKeTiHiH Taciiaepi 0omys! THic. byrin-
Tl TaH/a JKOFaphI )KOHE )KOFaphl OKY OPHBIHAH KEHiHT1 O11iM Oepy iCiH Ky-
3ere achIPBI OTBHIPFAH KOFAPbI OKY OPBIHAAPBIHBIH MIiHAETI KOFaphl JICH-
TeiiJTi KociOM MaMaHIap Il Jaspian MbiFapy FaHa eMec, COHBIMEH KaTap:

— JIYHUETaHBIMBI, a3aMaTThIK KOHE MOPAJIbAbIK YCTaHBIMbI KaJIbIITA-
CKaH, Ka3aKCTaH/bIK KOFaMIbl KaHFBIPTyFa OeNCeHIl KaThICaThIH, aKIa-
PATTHIK JKOHE KOMMYHHUKAIUSIIBIK TEXHOJOTHSIAPBl MEHIEPY HETi3iHIe
Oocekere KaOIeTTi, Ka3aK, OPbIC JKOHE IIET TUIAEPIHAC KOMMYHUKAIIH-
SUTBIK OaFgapiamManiapibl KypyFa, cajlayarThl ©Mip CalThlH KaJIbIITACTHI-
pyFa, ©31H-631 KETUIAIpyTre, TAOBICKA JKETYTe KOHE KOCiOn JeHrelTre Oe-
iMaeyre OarbITTaIFaH;

— JIYHHUETaHBIMJIBIK, a3aMATTHIK JKOHE aIaMI'epPIILUTIK YCTaHBIMIAPIbIH
KaJIBINITaCybl HETI31H/IE JICYyMETTIK-MO/ICHU TYJIFaHBIH JJaMYbIH KaMTaMa-
CBI3 €TETIH YKJIbl KY3bIPETTUIIK KYHECIH KYpalThIH;

— Ka3ak, OpbIC JKOHE IIET TULIEPIHAe TYJIFaapaliblK dJIEyMETTIK JKOHE
KoCiOM KapbhIM-KaTbIHAC jKacay KaOUIEeTTepiH UTepreH;

— ©Mipl MEH KbI3METIHIH OapiiblK cajajiapblH/Ja 3aMaHayd akmapar-
THIK-KOMMYHUKAIUSITBIK TEXHOJOTHSIIAPABI MEHTepy JKOHE NaiiianaHy
apKBUIBI aKIMAPATTHIK CAyaTThUIBIKTHI JAMBITYFa YJIEC KOCAThIH;

— ©31H-031 JIaMBITYy JKOHE eMip OOibI OUTIMIH KETUIIIPY AaFablIaphl
KaJIbINTaCKaH,

— Kasipri ajeM/ie YTKBIPIIBIKKA, ChIHU OiJIay MEH (PU3UKAJIBIK 631H-031
XKeTinaipyre KaoineTTi TyiraHbl KaubmTtacTeipy [1]. CoHnali-ak, OKBITY
OapbIchIHAA OUTIM aNMyHIBUTAPABIH [IBIFAPMAIIBIIBIK OENCeH T, Kpe-
aTuBTI Oiuay, Oaramnail OlTy, HAPBIKTBIH ©3repMelli KaXKeTTUIIKTEpiHe Te3
oeitimzerne Oy KablIeTTepiH JaMBITY MaHBI3IbI.

3eprrey aapicrepi. Kasipri reuieiMu ofeOuerrepie OUTIM amymibuiap-
JIbI OKBITYJIBIH MHHOBAIUSUTBIK TOCLIIEpl KyHhen Ooiryra koHe Oomamak
MaMaHJIap/bl Jaspiay/ia OKy-TOpOHUe KYMBICBIHBIH OapiibIK acTeKTiIepiH
kamtyFa tric. CoHnai-ak 0i1imM Oepy Ma3MyHBIHA, OKBITYIIBUTIAPABIH KOCi-
OW-TIeJarOTUKAJIBIK JaibIHIABIFBIHA, OKBITYIBIH aHA TEXHOJIOTHSIIAPHI
MEH OJICTEpiH 93IpJieyleri TEOPHSUIBIK MKOHE MPAKTHKAJIBIK TOCUIIEP/Il
KaiiTa Kapay KaxeT. OCbl MIHAETTEP/Ii OPbIHIAY YIIIiH TallAay, CaJbICTHIPY,
CUTIATTaMaJIBIK QJIICTEP KOJTAHBLIIBI.

TakpIpbin OoOWbIHIIA de0MeTTEPre MIONY. ATajaraH 3€pTTey KY-
MBICBIHJA WeTeaik dfickep-ranbivaap M.H. Yepkacos, M.B. bynano-
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Ba-TomopkoBa jkoHE e3re JIe FalbIMIapIbIlH eHOSKTEPiH OaCIIBUTHIKKA alia
otbIpbin, Kazakcran Pecniy6nukachl JKorapbl koHE KOFapbl OKYy OpHbIHAH
KEeWiHT1 OUTIM OepyIiH MEMJICKETTIK JKaJlllbIFa MIHJETTI CTaHJAapThIH/IA
KOPCETUITeH MIHACTTEp/II IEeITy/IiH KOIAaphl, SFHU KY3IpeTTi MaMaH Ja-
splayasl JKy3ere achlpylbl KaMTaMachl3 €TeTiH OuriM Oepy mporeciHze
KOJIIaHBLJIATBIH OCJICEHI1 9JIICTEPre Tallay KacabIHIbI.

3eprTey HaTH:Keci. OKY IMpolieciHIe KONIaHBUIAThIH WHHOBAIHSIIBIK
OlmiM Oepy TEXHOJOTHSJIAPBIHBIH HETI31H QJIEYMETTIK TalChIPbIC, eHOEK
HapBIFBIHAAFB CYPaHBIC, OoJalllak MaMaHIApIbIH KociOm Mmymauenepi,
O1I1IM amyIIBIIAP/IBIH KEKE JKOHE KEeKe TYJIFAIBIK ePEeKIIeNIKTePiH ecenke
aimy Kypaysl Tric. COHIBIKTaH JKOFaphl MEKTENTEe MaMaHIap/bl Jaspiiay
Ke31HJIe MHHOBALMSIIBIK (popmanap MEH oAicTep/i KOJJAaHy Kaapiapibl
nasipiay MEH OKBITYJBIH MakKcaTTapbl MEH MIHJETTEpIH MparMaTHKaIbIK
TYCIHyMEH MIHJIETTI TypJe YiecTipy KaxeT. Kas3ipri ncuxonorusibIk-Te-
JATOTHKAJIBIK o7cOMEeTTe MHHOBAIMSIIBIK OMICTEP OKY-TOpOHME MpOIeCiH
JAMBITY MEH KETUIIpyre >KoHe 3aMaHayd KOFaM eMIpiHiH TypJi canajia-
PBIHIA MaMaHAAPBI KOCIOM KbI3METKE JaspiiayFa OarbITTaIFaH OKBITY/IbIH
KOITEereH TEeXHOJOTHsUIaphIHAa KepiHic Tabanbl [2, 201-206 6.]. Omnap
OUTIM amymIbUIapAbIH KOCiOM OUTIMIH, 1CKEepIITiH KOHE JarblIapblH Ka-
JBINITACTBIPY XKOHE OSKITY YIIiH YKaFdai >kacaipl, Oonamak MaMaHHBIH
KOCiOM KAacHETTEepiH JaMbITyFa BIKNAd erefi. OKBITYyIIbIIapIbIH OKBITY
MIPOLIECIH/IE MHHOBAIMSIIBIK JICTEPl KONIAHYbl SPTYPIi MOHIAEPl OKbI-
Ty/Ia CTEPEOTUIITEP/Il JKEHYTe, KOCiOM JKarmainapra kaHa Ke3KapacThl Ka-
JIBIITACTBIPYFa, OLTIM alyIIblIap IbIH IIbIFAPMAIIIBUIBIK, KPEATHUBTI Oiiay
KabineTTepiH namMbITyFa bIKnan ereni [3, 125-134 6.].

Kasipri yakpeiTTa 01J1iM aTyIIbuIapIsl OKBITYIBIH )KaHa TYPIIEpi MEH d1i-
CTEPiH KApKBIHJIBI 13718y JKOHE €HT13y Kyprizuryae. OceiFan 0aiyIaHbICTHI,
3aMaHayM OKBITYIIbI aJ1/IbIHA KOATBIH HET13r1 MiHAETTepAiH O1pi MbIHAJAP:

— UHTEPAKTHUBTI PEeXKUM/IE OKBITY/bI KYPTi3y;

— OKHUTBIH [IOHTE OUTIM ayIIbUIapbIH KbI3bIFYIIBUIBIFBIH apTTHIPY;

— OKY NPOLECIH KYHJIENIKTI eMip ToKipruOeciHe jKaKbIHIaTy, aTar ai-
TKaHJa: KOMMYHHUKAIUS JaFbIIapbIH KaJbIITACTHIPY, KbLUIIAM ©3TePETiH
eMip Ccypy KarmauljapbliHa Te3 OediMIeny, oJIeyMETTEHIIpY, KEICHCI3
KarJainapra Kapchl MCUXOJOTUSIIBIK TO3IMIUTIKTI apTThIPY, KaKTHIFbI-
CTapabl peTTey NarabUIapblH YHpeTy >koHe T. 0. Ocblnaiiina, camaibl
KaHa OlmiM Oepy JKYHECiHIH HeTi3ri MiHJIeTi OUTiM allyliblIapIblH OKbI-
JIaThIH TOHTE JIET€H TYPAKThl KbI3BIFYIIBUIBIFBIHA KOJ JKETKI3yTe, OKBITY-
IbIH OipiHIN KypcTapbiHaH Oactam o3 OeTiMeH OimiM aiyfa, COHIai-aK
FBUTBIMU 137ICHICTEpre TapTyFa Herizaeneni. On ymriH, 6acTankpiaa 611im
aJyIIbLIApABIH TICUXOJIOTHSUIBIK OWiay »KYHeciH «OuTiM aiy *koHe Oona-
[IaK MaMaH/BIKTBl MEHIepy KakeT» - JIereH OaFbpITKa Kapail oy ciiTey
kepek. bimim amymiel, Oonamak MaMaH PETIHIE JICYMETTIK KOHE KOcion
JaFIbLIAP/BI AlIFAH COH, OJIap bl MPAKTUKAJIBIK KbI3METTE Kaslai KoJ1aHa
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aaThIHBIH TYCiHY1 THIC. OKBITYIaFbl MHHOBAIMSUIBIK 9IICTEP MEH TEXHO-
JOTHSJIAp OKBITYIIBbIFAa KOMBUTFAH MIHASTTEP/II MICNIY/Ie YIKSH MYMKIHIIIK
Oepei.

Bacramnkpiga, OKbITY €Ki HEri3ri KOMIOHEHTTI KaMTYhI THIC: aKIapaTThl
Oepy *KoHe OHBI KaiTa aimy. KernTereH OKpITYIBUIAP/IBIH HET13T1 Mpodiaema-
CBI - OJIap ©3 TIXKIPUOECi MEH MEHIepreH OuTiMiHe FaHa OaFapIiaHbIll, o3
MIOHIH TYCIHY MPU3Machl apKbUIbI OUTIMI1 TapaTyFa ThIpbIcabl. A Oimimai
Oarasay Ke3iHJe, OUTIM ayIIbl OKYJIBIKTap MEH JOpICTep/AiH HAKTHI (pa-
3aCBIMEH €MEC, 63 CO3/ICPIMEH JKayarl OepreHIe OKBITYIIIBI JKayarThl ITOHII
TYCiHyTe colikec kenMeii nen Oaranaii 6acraiipl. OKpITyqarbl MHHOBA-
[USUTBIK SJIiCTEp MOH/I TYCIHY/ET! IbIFapMaIIbUIBIK Tociaepai Oaramnay-
JIbI, COHJIali-aK CTaHAapTThI MOCEJeNIepAl CTAHIAPTTHI eMeC eIyl Taly
KEPEKTIrlH KapacThIpabl.

binim Gepy mummoMzsl any ymiiH (GopMalbIsl paciM eMec, aJaMHbBIH
TYJIFAJIBIK YKOHE KOCIOM ©CYiHE BIKMAJ €TETIH KBI3BIKTHI MPOIECC OOy
THIC.

«Kmaccukaneiky OUTIM KOHTEKCIH/IE OKBITYIIBI aKIMapaTThl XKiOepyii,
aJ CTyIeHT-aiymbl O0ombin TaObutanbl. byn skarmaiina «chalk-and-talky
omici KU1 KOJNJAHBLIAAbBI, SFHU «O0Op-)KOHE-oHTiMe». byn kemTereH oky
OpBIHJAPBIHAA O1TiM Oepy CTpaTeTUsCHl PETIH/IE KONTETeH OHKBUIABIKTAD
00Iibpl KOJJIAHBIIFAH TaHBIMAJ dJlic. MyHaal skaFaaiiapaa, oKy TopTioi,
o/ieTTe, MAaCCUBTI, al OLTIM amylIblIap OKYy MPOIECIHE KETKITIKCI3 IeH-
reiiie pei atkapazisl [4].

JocTypaai 6utimM Oepy Tocuimepi xKorapbl OKy OpHBIHIA OUTIM aTylIbl-
Japra OKBITBUIBIT KaTKaH XKoHE cajla KAKETTITHe COMKeC KeJIMeyiHe allblIl
kenmi. Ocpliaiiina, KenTereH MeKeMelep HaKThl MpodaeManapablH KeMe-
riMEH MIHJIETTEp/I1 MIENTyTe HET13/eNIeTIH MPoOIeMabIK - OaFaapibl OKbI-
TyFa KeIlIe/i.

Heri3ri onmicTemMenik MHHOBAIMSIAP OKBITYABIH MHTEPAKTUBTI TYpJepi
MEH OJICTEpPiH KOJJIaHyMeH OaimaHbICThl. OKBITYIBIH MYHAAW TYpJepiH
€HTi3y Ka3ipri 3aMaHFbl )KOFapbl OKY OpbIHAAPbIHAA OUTIM aTyIIbUIAPIbIH
JAWBIHIBIFBIH JKETULAIPYIIH MaHBI3IbI OAFBITTAPBIHBIH Oipi OOMIBIT TaObI-
naapl. bimiM anmymeimap oKy mnporieciHe OeNCeH[l KaThICTBIPY apKbLIbI
OKBIFaH MaTepUaibl TYCIHY, €CTE CaKTay OHail.

JKanmel, OKBITYIIBI MEH OLTiM alyIIbUIap/AbIH ©3apa OpEeKETTECTIrHIH
YII TYpiH OeJi KepceTyre 00Iabl:

1. [TaccuBTi, 071 K€3/1€ OKBITYIIBI HET13T1 dPEKET eTYIIl TYJIFa jKOHE ca-
0aK OapbICHIH OacKapYIITBI OOJBIT TA0BLIAIbI, a1 OLTIM aJTyIIbLTIap OCJICeH-
Tl TRIHJIAYIIBUTIAp PeJIiHae 00IaIbl.

2. AKTUBTI, OUTIM amymibuIap Oencenal KaTbicylbliap 0oibIn Tadblia-
TBIH OUTIM aJTyIIIibl MEH OKBITYIIBIHBIH 1C-9pEKeTi TeH Ooapl.

3. UHTepakTuBTi, OLTIM aldylIbUIapAbIH ©3apa OPEKEeTTEeCYl TEeK OKbI-
TYUIBIMEH FaHa €MeC, COHBIMEH KaTap Oip-OipiMeH /i€ OpbIH aajibl.
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Cabak Oepyneri MHTEPAKTUBTI OHICTEpAIH MakKcaThl — OULTIM aiyIIbl
©31HIH 3WATKEPIIK dJIeyeTi MEH TaOBICTBUIBIFBIH Ce3iHeml, OYJI OKy Ipo-
neciH tuiMal eremi. backama alWTKaHaa, MHTEPAKTHUBTI OKBITY - Oy,
OipiHIII Ke3eKTe, TUATOTTHIK OKbITY, OHBIH OapbhIChIHAA O1J1iM ayIlibl MEH
OKBITYIIIBI apachlH/Ia, COHJAl-aK OUTIM alyIIbUIAPIbIH ©3/epl apachlHIa
KapbIM-KaThIHAC JKYPEIi.

OKBITYZIBIH HHTEPAKTHUBTI 9ICTEPIHIH MiHACTTEPI:

— OuTiM anymIbUIapJbIH TIOHTE JKOHE O3JIriHeH OLTiM anyFa Kbl-
3BIFYIIBUIBIFBIH OSTY;

— OLTIM aNTyIIbIapAbIH 63 MiKIPiH KaJIbIITACTHIPY JKOHE ©3 MO3ULUs-
JapbIH KOpFaii Oly;

— QIIEYMETTIK XKoHE KOciOM Jarapliap/ bl KaIbIITaCThIPY;

— OKBITBUIATHIH MaTepUaIbl THIM/II UTEPY;

— OLTIM anymbUIapbIH KOUBUTFAH MIHACTTEPAl MICHTY JKOJIIApbl MEH
HYCKaJIapbIH 63 OeTiHIIE 13/71eyl, COHAal-aK KaObUIIaHFaH MM/l HeT13-
ACy;

— OltiM anymbIap apackiHaa OesceHIi KapbIM-KaTbIHAC OpHATY, TOTI-
Ta )KYMBIC icTeyTe YHpeTy;

— OLTIM ayIIbUIAPAbIH CaHANBI KY3BIPETTUTIK JEHIeHiH KalbITACThI-
py-

binim Gepyne optypii uaTepakTuBTi popmanap 6ap [5]:

— JIOHTEJIEK YCTEIN JIiCi;

— ne0ar;

— MuFa madybL;

— ICKepIIIK JKoHEe PeJIIiK OMbIHAaD;

— case-study (HaKTBI KarIalaapabl Tanay, CUTYalusUIbIK Taay);

— TPEHUHTTEP, MeOepIik cabaKTapsl.

Hakrebl sxarmaiira 6aiiIaHBICTBI OKBITYIIIBI OKBITYIBIH €H BIHFAIIIBI TYP-
JIepiH 631 TaHIal/Ibl.

WNuTepakTuBTi cabakTa OKy mMarepuaagapbl Oepiirm, >KYMBICTBIH O€Jl-
risi 6ip KaFuaanapblH YCTaHy KEepek.

Bipinmi npunmun: cabak — 0y MOHOTOHBI I9PIiC eMec, JKaIbl JKy-
MBIC XoHE OLTiM amymbLIapbIH O01p-0ipiMEH JKOHE OKBITYIIBIMEH ©3apa
opeKeTTecyi.

Exinmn npuHmmm: 6apislk OUTIM alymibuiap aJIeyMETTiK MopTeOeciue,
YKachIHa, TOKIpUOECIHE, )KYMBIC OPHBIHA KoHE T. 0. KapaMacTaH TEH.

Y1riHm npuHOMI: 9p OUTiM amylibl Ke3 KeJreH Macelie OOMbIHIIA 63
MiKipiH alTyFa KYKbUIBL.

Teprinmt npuHIMI: Oipae-0ip karaana *KeKe TYJIFaHbl ChIHAyFa 00JI-
MaiIpl, TEK UICSHBIH 031 ChIHFA YIIBIPAybl MYMKIH.

Becinmn npuHnmm: cabakra alThUIFAHIAPIBIH OapIbIFbl 1C-KHMBLIFa
OacHIBUIBIK €MEC, TEK OiFa aKmapar OoJbIl TaObLIaIbl.

Ocbl npuHIMOTEPAl OACHIBUIBIKKA ajla OTBHIPBII, OKBITYIIBI J1a, OUTiM

74



SCIENTIFIC JOURNAL # 2(15)

aJyIblIap Aa MHTEPaKTUBTI cabakTapaaH OapbIHIIA dCep alabl.

CoHbIMEH, MTHTEPAKTUBTI cabakK OTKI3y/IiH KeJeci alropuTMi oap.

CabakThbl 1aibIiHaay:

— OKBITYIIBI TAKBIPHINTHI, COHJAN-aK cabaK »arJaibIH TaHAalIbl;

— OapipIK OLMiM amympuIap MIHAETTI Typae Oipaeit Tycinyi Tuic 6ap-
JIBIK TEPMUHJCP/I, YFBIMIAp/bI XKHE T. 0. aHBIKTAMIBL;

— OCBI TAKbIPHII [1€H TONTA KYMBIC iCTEY YIIIH HEFYpIbIM THIMII 60-
JaThIH MHTEPAKTUBTI Ca0aKThIH HAKTHI TYPiH TaHJAH/IbI.

Kipicme:

— O1n1iM anmymslapra cabak TakbIpbIObIH Xabapray;

— cabaKThIH MaKCaThIH KAJIBIITACTHIPY.

Herisri 6eiM: ”HTEpaKTUBTI Ca0aKThIH TYpiHE OaiIaHBICTBI OHBI KYP-
Ti3y epeKIIeNnikTepi KaablnTacabl.

KopbeITeiHIBL: pediIekcrsl CTyACHTTEpIiH cadaK OapbhIChIHAA ce3iMmTe,
cesimMre moFbIpianybiHaH Oactanassl. CabakThIH pedIeKCHUBTI Talaaybl-
HBIH KeJlecl Ke3eHl - Oaranay. Pedekcust OKbITYIIBI )KacaUTBIH KaJIIbl KO-
PBHITBIHABUIAPMEH asIKTaJIaIbl.

«JleHrenek ycrem» oficiHe Heri3aelreH cabakThIH HETi3r1 O6JIiriH oT-
Ki3y epeKIIeNiKTepl OChl 9ICTI KONIaHy OYpbIH allbIHFaH OLTIMII OeKiTy-
re, JKETICTICUTIH aKmapaTThl TONTHIPYFa, Oap Mocesenepi merre ouryre,
MIKIpTaIAaCcThl XKYPrizy MOJCHHUETIHE YHpeTyre MyMKIHIIK Oepeni. «/loH-
reJieK YCTENIIHY ©31HIK epEeKIIEeNir - TaKbIPHINTHIK MiKipTaJacThIH TOM-
TBHIK KCHECIICH YHIIeCYi.

«JleHrenek ycrem» 9JICIH MmaianaHa OTHIPHIN Ca0aKThl YHBIMIACTHI-
Py epeKIIeniKkTepi mikipTanac 0apbIChiHAa OepUIreH TaKbIphIll OOWBIHIIA
Oip-exi mpobaeMabl KarJai TaIKbUIAaHYbI THIC, MIKIpJIep MEH alThIIFaH
epekesiep opTYpJli KOpHEKI Marepuaaapabl (MbICallbl, cXxeMajap, JHua-
rpammanap, rpadukrep, ayauo-oeiiHexas0oanap) naiagana OThIPBIT KOp-
CETiTy1 KaXKeT; HEeT13T1 co3 Coieynep TaKbIPhIT OOMBIHIIIA MYKUST JalbIH-
JTATybI THIC.

[Tikipranacka Heri3nenareH cabakThIH €PEeKIIeNir, MaKCaThl OKBITY, IH-
arHOCTHKA, TPEHUHT, TYPJICHAIPY, OPHATYIIBI ©3r€PTY, HIBIFAPMAIIBUIBIKTHI
BIHTAJAHABIPY JKoHE T.0. OOJBIN TaObUTATHIH Oenriii 6ip MoceseHi, Mace-
JenepAl HeMece aKmaparThl, HIesap/ibl, MKipaepAl, YChIHBICTAPIbl XKOHE
T. 0. CANBICTBIPY/B! YKBIMIBIK TAJIKbUIAY OOJIBIN TaObLIa/IbI.

JleGarTap — «IOHIeNeK YCTEI» HBICAHBI OOJIBIN TaOBUIAAbI, OHBIH HE-
ri3inzae 6epiireH TaKbIPHINTHIK Te3UC OOMBIHIIA ePKiH MIKip anMacy, mKip
anMacy artblp. bimim amymsmap ToObl eki Tonka Oemineni. Ilikiprama-
CTBIH €PEKIIETIT — albIHFaH HOTH)KE, OHJ/Ia KOWBUIFAH CypaKKa Oip yKaKThl
xKayan Oepistyl THIC - U0 HeMmece KOK. bip Killli TOI OH jKayarThIH XKaKTa-
ctapsl (OEKITETiH), ajl eKiHMI Killi TOI — TepiC YKayalThIH KaKTacTapbl
(Tepic) 6ombin TabbuTaAb!. [likipTamactap 6apbhIChIH/IA KATHICYIIBLIAP MbI-
cangap, (akrizep xentipeai, GaxTiHi ANENAeN i, TYCIHIAIpeai, apTypii
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aKIaparThl )KOHE T. 0. YCHIHABI.

ConbIMeH Karap, nedarrap 63 MO3UIMUIAPBIH KAIBIITACTBIPY JKOHE
KOpFay, MICHICHIIK JaF/IbIHbI )KOHE ayTUTOPUIMEH KapbIM-KaThIHAC yKacaii
OuTyIl HBIFANUTAAbI, KOMaHAANBIK PyX MEH KOIIOACIIBUIBIK KacHeTTepIl
KaJIBIITACTHIPAAbl, OUTIM aTylIbUIAPIbIH KOMMYHUKATUBTIK MOJICHUETIH
YKOHE KOTIIUIK aliJIbIHIa COWiey AaFIbUIapblH dambITaabl. [likiprana-
CTBI OTKi3y OapbIChIHIIA 3€PTTEY JaFAbLIaphl KANBINTACATHIHBI MAHBI3/IbL,
COHBIMEH KaTap HaKThI JAJICIICP MCH HAKTHI MBICAJIAPABI KAXKET eTel,
oJIapJIbl 13/1ey YIIIH 9JICOMETIICH XKoHE aKmapar Ke37epiMeH KYMBIC iCTey
kakeT. CoHpaii-ak, 1e0aTThiH apKachlHIa OiTiM amymIbUIapIblH YbIMAa-
CTBIPYIIBUIBIK JaFIbUIAPHI, XKa30amapabl ThIHIAY KOHE KYPri3y JaFabuia-
PBI KaJIBIIITACA B

biniM anymsimapapiH MIBIFAPMAIIBUIBIK OSTICEHAUTITH BIHTATAHIBIPY-
JIBIH ©H TaHBIMAJ JJICTEPiHIH Oipi OpTYpIIi MIHACTTEP.I JOCTYpIi eMec
HmIenrMAEep/Il 13718y YIITH KOJIIAHBUIATBIH 9J1iC - MUFa malybut oici. MyH-
Jla TAJIKbIJIayFa KaThICYIIBUIAP MISTIIMHIH OapbIHINA KOIl HYCKaJapbIH aii-
taapl. ComaH KeiiH MpaKkTHKaaa KOJMIAHBLUTYbl MYMKIH €H COTTI IIeHIiMIep
ipikTenemi.

WNHTepaKkTHBTI OKBITYABIH TaFbl Oip Typi — KOCIOM KBI3METTIH MOHMIIK
KOHE QJIEYMETTIK Ma3MYHBIH JYKaHFBIPTYFa HETI3[ENTCH ICKEPIIiK OMBIH.
Ickepiik OMBIHHBIH MaHBI3JIBI Kypamaac OeJiiri KapbIM-KaTbIHAC KYMH-
eJIepiH, KociOM KBI3METTIH OpTYpJi >KaFJailapblH MOJENbICY OOJIbII
TaObuTaApl, Oy OUTIM ayIIbUIApABIH TNPAKTHKAIBIK KOCiOM KbI3METi
OacTajFaHfa JICHIH ICKEpJIIK JaFIbUIap MEH KY3BIPETTUIIKTEpAl Urepye
MaHBI3/IbI POIT aTKapaIbl.

[ckepuitik OWBIH Ke3iHJe KaThICYIIbl ©31HIH peii MeH (QyHKIHICHI-
Ha CoWiKec ©31HIH Oenriai Oip MIHAETIH IIeme i, ajl KaTbICyIIbUIap/bl 63
OeTiHILIe OKBITY OJapbIH OipJecKeH KbI3MeTi OapbIChIHAA KYPri3iieni.

Ickeprik oifprHma OimimMal Oipiecin urepy mpouecinae OONbIN KaTKaH
KapbIM-KaTbIHAC HAKTHI 3€PTTEIETIH KBI3METTE alaMIaplblH KapbIM-Ka-
THIHACHIH UMHUTAIMSIIANHIBI )KOHE KaHFBIPTA/IbI, OYJI BIHTBIMAKTACTHIKTHIH
me0epItiri MeH AaFAbUIaphIH alyFa MYMKIHJIIK Oepeti.

[IeGepinik cabakTap - OWJI MeJaroruKajblK KYHEHIH jKaHa UesIapbiH
OepyniH 6acTbl Kypaibl. by marbeiH TonTapia e3 OeTiHIIe KYMBIC icTey
ojtici, o TOKIpUOeE XKoHE MiKip anmmacyra MyMKiHaik oepeni. [llebeprik ca-
OakTapabl O6TKI3y Ke3iH/e OapiIbIK O11IM alTyliblIapra OeJICeH Tl KbI3METKe
KaThICyFa MYMKIHJIIK OepeTiH karaiinap skacanaabl. by omicTiH uaescel
poOIeMablK MOCEICHI KOO YKOHE OHBI OpTYPIIi JKaraaiiapasl oilHaTy
apKpUIbl menry 6ombin Tadbutanbl. [llebepik cabakTarbl ©3apa i1C-KUMBLIT
TYp1 — BIHTBIMAKTACTHIK, IIBIFAPMAIIBUIBIK, KQKETTI IIeTniMaepIi Oipaeci
i37ey, OYJ1 OKBITYIIBIHBIH JXKOHE MIeOepllik cabaFrblHa KATHICYIIBI OiiM
aJTyIIBUTAPABIH MIIFAPMAIIBIIBIK JICYETIH allyFa MYMKiHIIK Oepemi. by
OMICTiIH MaKcaThl - OLTIM aTylIbUTapAbl KOCIOM FHUTBIM TLTIHE OKBITY, COH-
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naii-aK 3UATKEPIIIK, KOCIOHU JKOHE ICTETUKAIBIK TopOue Oepy.

3eprrey HoTHM:Keci. JKorapbla alThlIFaH MaTepuan OOMbIHIIA KOPBI-
TBIH/IBI JKacail OTBIPHIT, WHTEPAKTUBTI OKBITY KOMMYHHKATHBTIK JIaFIbl-
Jap MeH JaFAbuIaplbl TaMbITyFa OaFbITTalNFaH OipHelie MiHAeTTepal Oip
yaKpITTa IIENIyre MyMKIiHJIIK OepeTiHiH aTar eTyre 00JIaIbl.

WHTepakTUBTI 9icTep OUTIM anyliblIap apachbiHaa YMOIIMOHAIIBIK Ka-
pPBIM-KaThIHAC OpHATyFa KOMEKTeCe/i, KPeaTUBTUIIKTI, CTAHIAPTTHl eMeC
oliay oHE 63 MYIETIepiH KopFail 01Ty MyMKIHJIITIH TaMbITa b, KOMaH-
Jazia AYMBIC iCTey JaFJAbUIapbIH KaJbIITACTHIPAIbl, ©31H-031 JaMBITy MCH
©31H-631 OKBITY/1a KOFaphbl bIHTATAHABIPY/bI, OEJICEH 1 OMIpPIIK MO3ULHS-
HBI, IIBIFAPMAIIBUIBIK JICYETT1 allyabl KAMTaMachl3 €TeIi.

ToxipuOe KepceTin OThIpFaHal, OKbITYa MHTEPAKTUBTI 9/1ICTEP/I1 KOJI-
JaHy OLTIM amylIbUIapAblH KYHKe KYKTEMECIHIH JIeHIeiiH TOMEHAeTyre
MYMKIHJIK Oeperi, OiniM amyIbIapAblH Ha3apblH cadaK TaKbIPhINTapbIHA
YKOHE HET13T1 CypaKTapFa aybICTBIpyFa MYMKIHJIIK Oepei.

OKBITYIBIH HMHTEPAKTHBTI TYPJIEPiH KAMTUTHIH WHHOBAIMSUIBIK OJli-
CTepi maiaanany Kas3ipri 3aMaHfbl HAPBIK KQXKETTUTIr )KaFaalbIHIa OUTiM
aITyIIBIIAP/IbI JaWbIHIAY KE31H/Ie epeKIie MaHbI3Fa e 00JIaIbl.

WHHOBaNUSIIBIK 9MIICTEPIH apTHIKIIBUIBIKTAPBIH acklpa Oaranay KUbIH,
OWTKeHI onap Oonamak MaMaHHBIH JKeKe KAaCHETTEpPiH KaJbINTaCTHIPY-
Jla MaHBI3BI POJI aTKapajbl. HHOBAMSIIBIK dicTep OLIIM amymibuiapra
’KaHa OU1iM amybIH OeJICeH Il TOCUIIepiH YHpeHyTe KOMEKTeCe/l, dIeyMeT-
TiK OCJICCHIUTIKTIH KOFAaphl ACHICHIH MEHIrepyre MyMKIiHJIIK Oepe/i, COH-
nai-aK CTYAEHTTEP/IiH IIbIFApPMAIIbUIBIK KaOUIETTEPiH BIHTATAHIBIPAIbI
KOHE OKYZIbI KYHAETIKTI eMip ToKipruOeciHe KaKbIHAaTyFa KOMEKTeCe/Il.

KopsbITbiHabl. biniM Gepyaeri HHTEpaKTUBTI omicTepaiH 0acThl epek-
miesiri - OUTIM anyIbIIapAbIH OKY MPOIECIHAC BIHTA TAHBITYbI, OHBI TIe-
JAroTTHIH JPINTEC-KOMEKII MO3UIUACHIHAH BIHTAIAHABIPYHL. bimiM amy
MPOIIeCi MEH HOTHKECT op OLTIM ayIbl YIIiH )KeKe MOHTe He 00Naabl, Oyt
npoOyieMaHbl ©3 OeTiHIIE menTy KaOiJIeTiH JaMbITyFa MYMKIHIK Oepe/ti.

OKpITyIarbl HHOBAIUSUIBIK TEXHOJIOTUSIIAPABI KYPri3y VIIiH, €H al-
JBIMEH, OKBITYIIBUIAP/IBIH ©3/IEPIH/IE TOPICTEp OTKIZY SACTTEPi MEH cTepe-
OTUIITEPiH 63repTy KakeT. CoHai-aK, O11iM alylbuIapMeH KYMBIC iCTey-
1ie OLTIM amyJbIH ASCTYPIIl TOCUTIH KaiiTa Oaraapiay Kaxert, OyJ oiapabl o3
OeTiHIIe OliIayFa, aKbUI-0M KaOUIeTTEpiH TaMbITyFa, Tajiay jkacai Oiryre,
KOPBITBIH/IBI JKacayFa OCJICEH IUTITIH apTThIpyFa MYMKIHJIIK Oepei.

OKBITYZIBIH THIMJII TYpJIEpiH TaOBICTBI €HTi3y YIIIH OKBITYLIBl OiITiM
QIyIIBUIAPMEH KapbIM-KAaThIHACTA Ka3ipTi HMHHOBAIMSIIBIK 9iCTEPi KOJI-
JaHyFa HeT13JIeNIreH JaFIbu1ap MEH O1TIMHIH KEIIIeH/T1 )KHHAFbIHA M€ OOy
KaXKeT.

IMaiinananblLiran dneduerTep Tisimi:
1. YKorapsl sxoHe JKOFapbl OKy OPHBIHAH KeWUiHT1 O151iM Oepy/iiH MEMJICKETTIK JKaJIIbIFa
mingerti cranaaptsl (Kasakcran PecrnyOnukack binim skoHe FbuTbiM MUHUCTPiHIH 2018
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A.U. Kacaberosa'
'Kazax yimmuik Xopeo2pagusi akademusicol
(Hyp-Cynman, Kazaxcman)

TAPUXU CAHAHAHDBI KAJIBIIITACTBIPY
BATTAPJIAMAJIAPBIHBIH CABAKTACTBIT'BI ’KOHE
TIOPBUEJIK MAHbI3bI

AHHOTAIUA

Tayencizoikmiy an2auiKbl JHCbLIOAPLIHOA-AK MAPUXBIMBI30AbL «AKMAHOAKMapObl »
JICOI0 JICOHE MAPUXU CAHAHAHBL KATBINMACMbIPY MaKkcamvlioa oipkamap ic-uiapaiap
amgapwiiovl. Maxanada «Madenu mypay, «Xanvik — mapux moakblHoinoay, « Moneinix
eny, «bBonawakka bagoap: pyxanu dcanevipyy bagoapramanapvl men «¥avl Jlananviy
Jicemi Kblpbl» MAKALACHIHbIY MAPUXU CAHAHBL KATLINMACMbIPYOAebl CaDAKmMacmoidbl MeH
mapoueniK Mauvizvl auibln Kepcemineoi. Ama-oabanapsimvi30vly a0am3am mapuxviHod
angaws GONLIN AUIKAH HCAHATBIKMAPLL APKbLIbL ACACMAapObll O0UbIHA elile, Jcepine Oe-
2eH MAKMAHblulL ce3iMOepin Kanblnmacmulpoln, Kazakcmannvly nampuommapoin map-
Oueneyee komexmeceoi.

Tyuinoi cozoep: Tapuxu cana, Maoenu mypa, Maneinix en, Pyxanu sicanevipy, ¥iv
oana.

Al Kassabekova'
'Kazakh national academy of choreography
(Nur-Sultan Kazakhstan)

CONTINUITY AND EDUCATIONAL VALUE OF THE
PROGRAM FORMATION OF HISTORICAL
CONSCIOUSNESS

Annotation

In the early years of independence of the Republic of Kazakhstan, to eliminate the
“blank spots” in our history and the formation of historical consciousness, many events
were held. The article reveals the educational significance and continuity in the formation
of historical consciousness of the program “Cultural Heritage”, “People - in the stream
of history”, “Eternal country”, “The Future of Kazakhstan: the program “Spiritual
revival” and “Seven faces of the Great steppe .

Created by our ancestors, historical values in the history of mankind instill in youth
a feeling of love for their native land and native country, and help educate Kazakhstani
patriots.

Key words: historical consciousness, Spiritual heritage, Manggilik el, Spiritual re-
birth, Great steppe.

A.U. Kacabexosa’
'Kazaxckas nayuonanvhas akademust Xxopeocpagpust
(Hyp-Cynman, Kazaxcman)

IMPEEMCTBEHHOCTB U BOCIIMTATEJIbBHOE 3HAYEHHUE
IMPOI'PAMMBI ®OPMUPOBAHMUSA
NCTOPUYECKOI'O CO3HAHUA
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AHHOTaANUA

B nepsvie 20001 nezasucumocmu cmpamul, 8 yesax YCmpaHeHus: «0envlx nameny Ha-
weil ucmopuu U GoOpMUPOSAHUsL UCHIOPULECKO20 CO3HAHUSL, ObLIU OP2AHUZ08AHbL 3HAYU-
Mble npoekmsl. B cmamve packpwieaemcsi ocnumamenbHoe 3HAYeHUue U npeemMCmeeH-
HOCHIb 8 YOPMUPOBAHUU UCIIOPUHECKO20 COZHAHUS npoepamm «KynemypHoe nacieduey,
«Hapoo — 6 nomoxe ucmopuuy, «Maneinix en», «byoywee Kazaxcmana: Ilpoepamma
«Pyxanu scanevipy» u « Cemov epanetl Benuxoii Cmenuy.

Hcmopuueckue yennocmu, co30annble HQUUMU NPEOKAMU, 8 UCTIOPUL Yel08EYeCmEa
APUBUBAIONT MOJLOOEIICU YYBCMBO I0O6U K C80€ll POOHOU 3eMile U POOHOIU CIpaHe, NOMO-
earom gocnumwiéams nampuomos Kazaxcmana.

Knioueswie cnosa: ucmopuueckoe cosnanue, 0yxognoe nacieoue, Maneinix en, oyxos-
Hoe 603podicoenue, Berukas cmens.

Kipicne. Enimiznig makcarsl anemjeri gambiran 30 MEMIICKETTIH Ka-
TapblHa eHy. by makcaTka keTy yiriH 0acekere KaOleTTi, eNliH, XKepiH,
OtaHbIH CYHETIH MarpuoT MaMaHiap TopOueney OYTriHTi KYHHIH ©3€K-
Ti mocenenepinin Oipi. COHIBIKTAH TApUXU CaHAHBI KAJBIITACTHIPYFa
OarpITTanFaH OargapiaManaplblH Ca0aKTaCTBIFbl MEH TOPOMETiK MaHbI-
3BIH QIIBIT KOPCETYISHIH /1€ KaXKETTIr1 OCBIAAH TyBIHIANIBI.

3eprrey aaicrepi. Makanana «MoaeHN Mypay, « XaJIbIK — TAPUX TOJIKBI-
HbIHIA», « MoHTUTiK em», «KazakcTanHbiH Oonamiarsl: PyxaHu sKaHFBIPY»
Oarmapiamanapbl MeH «¥ibl J[amaHbIH KETi KbIPbD» MaKaJIapblH Cajlbl-
CTBIPY, Caparrtay, JXyHheley, Jalmbuiay 9IicTepiH KOIJIaHy apKbLIbI oJlap-
JIbIH JIOTMKAJIBIK JKaFbIHAH OalIaHBICTHI XKoHE KOFAMHBIH ©3TrepyiHe Kapai
01piH-0ipi TOIBIKTHIPBII OTHIPATHIHBI AJIEIICHE/].

Taxpipein OoitbiHIIA oneduerTepre moiry. Kazakcran PecmyOnukachi-
HBIH TYHFbIN Tipe3ugeeHTi H.O. HazapOaeBTeiH «Tapux TOTKBIHBIHIA»
KiTaObl TAPUXU CaHAHBI KATBINTACTHIPYFa OaFbITTAIFaH OapiIbIK Oaraapia-
MaJlap/IblH TEOPHSUTBIK Heri31 O0IBIN TabbLIaaAbI 1T aiTyFa 0oassl. Oii-
TKEH1 OyJ1 eHOEKTe TapuXu CaHaHbI O3TEPTYAiIH HAKThI ce0eOTepiH allbIi
Oepni. Tapuxu OonamiarsiHa JE€T€H FachIpiaap OOHFBI YMITCI3HIK YITTHIK
MiHI3 - KYJIBIKTBI KYWPETIM, KaJip-KaCHUETIH IIMaibl, Ka3aK XaJIKbIHBIH
HeOlp JMaHBIIINAH MEepi3eHTTep MEH Kocemjepl TapUXThIH KapFbIC aTKaH
TY3aFbIH/Ia TYHIIBIKTHI, YITTHIH aMaH IbIFbI YIIIIH OJIap TAPUXTHIH TOIKETi-
HE KOHYy1HE MOKOYp 007161, AJl, XaJTKBIMBI3 TOYEJICI3IITIH aFaHHAaH KeHiH
KYJIIBIK CAaHA/IaH apbUIyFa MYMKIHIIKTEp TyFaHBIH alTaIbl.

H.O. Hazap6aeBThIH « ¥ T ®KOcmaphl — Ka3aKCTaH/IBIK apMaHFa OacTaii-
TBIH *0J» aTThl 2016 kbUTFEl 6 KaHTapJarsl koyaaybiHaa Ka3zakcTaH bl
¥ne1 Jlana eni araynsl xkoHe MoHTITIK €Nl KYpy YWITTHIK UASSMBI3Fa aii-
HaJFaHbIH aUTThl. MoHTUTIK en [1aTpHOTTHIK aKTICIHIH TapuUXbl )KOHE PY-
XaHM KYIII1 JIe OChIIaH TaHBLIYBI THIC JETEH Oarmap skacapl.

En6acer H.O. Hazap0aeBTbiH «bonammakka 6araap: pyXaHH >KaHFBIPY»
OarapiaMachl KoHE «¥JIbI JATaHBIH KET1 KbIPhD) MaKalachl MaKaaam/ia
KEeHIHEH TaJiay yKacajFaH.

X. O0xkaHOB «¥1bl [lana — YATTBIK TapuX Tiperi» aTThl MaKallaChIH/IA
¥ el nana gereHim He? OHBIH a/1aMFa, KOFaMFa, TApPUXKa BIKIAJIbl KaHaai?
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Ochl cypakrapra kayar i3/IeTeH/Ie CYHEeHEeTIH METOM0IOTUIMBI3 Oap Ma?
JIeTeH Macelenepre ToKTaixaapl. Jlana bIKIbIM 3aMaHHaH Oepri OalIbIFbI-
MBI3, aTaMEKEHIMi3, O9piHe TIpeK AiHIMI3 aeii. X. O0KaHOB MaKaJlaChIH-
JIbl FaJIbIM OalbIPFBI TYPKUIEpIeH jkeTKeH «MoHT'1 e HeHl OUIAipeTiHiH,
MOHI MEH Ma3MYHBIHA TOKTAIa Ibl.

C.AinakynoB nen /JI. AitnakynoBreiH «Ka3zakcran PecryOmukachr
TyHrbi Enbacel H.O. HazapOaeBThiH « ¥ bl aTaHbIH JKeTi KbIPBD) MaKa-
JACBHIHBIH TapUXH, (HUI0CODUSIBIK, MOTHBAIMSUIBIK KOHE CTPATCTUSIIBIK
MOHI» aTThl MaKayachbiHaa ¥YJibl J[amaHbIH jkeTi KbIpbIHA (PHIT0CODUSITBIK
Ke3Kapac TYPFBICBIHAH TaJiay )KacaraH.

3eprTey HoTHAKeci. [IIpIHAlBI Ka3puTFaH TapuX — OYKUT XalbIKTHIH,
’Kac YpIaKThIH TapUXH CAHACHIH KaJIBINTACTACThIPYFa bIKIAJ €TETiH TOp-
oue kypanel. Anaiina, Kenec eximeri xbuinapsinaa Kazakcran Tapuxbl
OYpMaJIaHBII, IIBIHIBIKTEI )KaChIPBIT Kelai. COHIBIKTaH pecITyOIrnKaMbl-
3nbiH [Ipesuaenti H.O. Hazap6aeB ToyencCi3aikTiH aiaFamKbl KbUIIapbIH-
Na-aK YIIT TapUXbIHAAFbl «aKTaHIAKTAp/AbD JKOIOFa OaFbpITTalFaH Iiapa-
Japasl icke ackipa 6actaabl. PecriyOmmkambizaa 1997 xeiabl — « Y ATTHIK
O1pJITiK KOHE XKammak casiCH *azaiay KypOaHIapblH €CKe aly KbUTb, 1998
KBULABI — « ¥ ITTHIK TAPUX KBUIBD» I xKapusiaabl. KazakcTaHn TapuxIibi-
Japhl 63 eNiMI3IIH TapuxblHA OAHITaHBICTHI JEPEKTEPAl 3ePTTEIl, IILIHANBI
TapUXbIH JKa3yJa.

YATTHIK TapuX MocelieciHe OyphIHHAH JKITI KOHUT 06N Kele jKaTKaH
KP Ilpesunenti H.O.HazapbaeB 1999 xbuibl xapblk kepreH «Tapux
TOJIKBIHBIH/IA» €HOETIHE YITTBHIK TapUXThl TepeHiHeH 3epueneni. Kazak
xepiepiH Pecell MMIepUsCHIHBIH Kaynaay TapuXbl KaiTa 3epTTey KOjFa
anbriHAbl. COHBIMEH KaTap TOTIUTAPIIBIK JKYHEHIH OSTHEepACCiH AalllbIlL,
«ToranmurapusmHuiyg e3re 0ip «ramaria (GopMmysnackl — YITTBIK CaHAHAHBI
QJIEYyMEHTTIK — TANTHIK CAHAMEH alIMACTBIPY... ¥ATTHIK TAPUXThI CaHAIBI
TYpZE oJeHinen Kapajay TOTaIMTapU3MHIH Cylerine OiTkeH omeTi Ooma-
ThIH. ToTanuTapu3MHIH TICUXOJOTUSIIBIK 3apAanTapblHaH apbuly Oi3]iH
OoJamIakThl XKo0anaybIMbI3 YILIiH FaHa €Mec, ©TKEH 11 JKaHalla TYCIHAIpY
YIIiH KaXKeT», — AeT TapuXIIbl FaJsIMAapFa ko kepcerri [1, 230-231 6].

2003 >xputbl «MOIEHUETTI KOJAAY JKbUIBDy JIETT O€NTUICHII, TapUXbl-
MBI3/IBIH aKTaHAaK OeTTepi KalTa Kapalibll, KyJiablpan 6apa >KaTKaH Mo-
JICHUETIMI3/Il CaKTal Kaly YIIiH KONTETeH >KYMBICTAap aTKapbuiabl. OChI
aTKapbUIFaH KYMBICTap/bl KEIIEeHIl TYpAE >KaJlFacThIpy MaKcaTbhIHJIa
[Ipesunentrin xapnsirbiver 2004 — 2006 xpuinapra apHanran « MogeHu
Mypa» MEMIJICKeTTIK Oarmapiamachl KaObUAaHIbl. by OarmapiiaMaHbIH
MaKcaThl: pyXaHHU )oHe OLTIM Oepy JKYHECIH TaMbITy, MOJICHU MYpPaHbIH
CaKTaybIH JKOHE THIM/I MaiiJaTaHbUTYbIH KAMTAMAaChI3 €TY, TAPUXH JKOHE
COYJIET €CKEePTKIIITEPiH XKaHFBIPTY, MOJICHH MYPaHBbI 3epIeNey/aiH OipTyTac
KYHECIH KYpy — (DOJNBKIIOP, AICTYP, 9ACT-FYPHINTAP, MEMIICKETTIK TiJI/Ie
TYMaHUTAPJIBbIK OUTIMHIH TOJIBIK Oarajibl KOPBIH KYpY.
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Kprraiira, Typkusira, Monronusira, Peceiire, XXanonusira, Erunerke,
O36ekcranra, Apmenusira, AKLL nen barsic EBpomna ennepine FUTBIMU —
137IECTIpY IKCHEeUIUSIIAPBl YIHBIMIACTBIPBUIbIN, Ka3akCcTaHHBIH TapUXbl,
STHOTpa(UsIChl, OHEP] XKOHIHAE eNIMI3AIH FhUIBIMU TONTApbIHIA OYpBIH
Oenrici3 OOJBIN KeITeH 5 MBIHFA XKYBIK KOJDKaz0anap MeH OacmalibiK Oa-
ChUIBIMJIApP TaObUIBIN, caThil anbiHAbL. Tek, KpiTaiira xacanraH sKcnenu-
IUSHBIH OapbichiHga Ka3zakcTaHHBIH TapuXbl MEH MOJICHHETI OOWBIHINA
OypeiH 3eprrenmereH 3500 — re KybIK Aepekkesnep Tadbuiabl. OFan Koca
VITTBIK KOHE dJIEMIIK O — caHa 0achUIBIMIIAPBIHBIH CepUsIapbl OONBIH-
11a OapreiFel 218 aranmbiM KiTam 93ipJeHir, KapbIKKA IIBIKTHI.

«Monenu Mypa» OarmapiamMachl OOHBIHIIIA TAPUXH - MOJACHU MYPaMbI3-
JIbI KQJITTBIHA KENTIPYiH TOpOresik MoHi 30p. bumiMrepnepiy cascu caHa-
CBIH KOTepy - 013/11H MEMJIEKETIMI3/IiH aca MaHbI3/Ibl pyXaHH HET13/epiHiH
6ipi OosbI TAaOBLTABL.

Enimizain pyxaHu oieMiH JaMbITyza cyoeri yjiec OoJbin TaObLIaThiH,
VITTBIK MOH1 30p «MoneHu mypay MemiekeTTik OaraapiamacekiH FOHE-
CKO rapanbiaan 1a — TyHHEE CHPEK Ke3/IeCeTiH ko00a, 6acka enaepre e
eHere 0OJIaThIH KYIKaT JICT epeKIle aTan KopCceTTi.

2013 >xbutbl «XanblK — TapUX TOJKBIHBIHIA» OaFrgapiaMachl apKbLIbl
QJIEMHIH eH Oelli apXUBTEPIHEH TOJI TAPUXBIMBI3Fa KaTBICTHI KYXKaTTapIbl
KYHeni TypAe >kuHar, 3eprrenyne. byn Garnapiama asichlHIa Ka3aKThIH
VITTHIK TapUXBIHBIH IEHOEp1 KeHEeHl )KOHEe YITTHIH KaHa TapUXH JTYHU-
€TaHBIMBIH KaJBIITACTBIPYFa KO ambliabl. EnGacel GarnapiaMachlHBIH
YKaHA TapUXH CaHAHBI HET13/Iey/IeTi MaHbI3bI OTE 30p.

[Ipesunent H. HazapOGaeBtohin «Kazakctan-2050» Crparerusiblk —
6armapnamaceiaga Kazakcranast 2050 sxpiTFa Kapail oJIeMHIH €H JaMbIFaH
OTBI3 CJIIHIH KaTapblHa KOCY JKoHE OoJsamakra Toyesnci3 enimizai «MoH-
rinik Em» ety mypartsl anFa Kobuisl. OFaH KeTyzeri )eTi 6achIMIbIKThIH
0ipi - O13/11H KOIMYITTHI )KOHE KON KOH(PECCHUITBI KOFaMBIMBI3/Ia KaHa Ka-
3aKCTaHJIBIK TATPUOTU3M/II KAJIBIITACTHIPY, SIFHU €J1 O1pJIiriH CaKTay JKOHE
HBIFAUTY MIHJET] alFa KOUBLIIBL.

H. Hazap6aeB 2016 >xpuiFbl 6 KaHTapAarbl «¥JAT >KOocmapbl - Ka-
3aKCTaH/IbIK apMaHFa OacTalThIH KO aTThI JKOJAaybIHAA: «bi3 KenTeren
ChIHAKTapFa aObIPOMIIBI TOTEN OEP/IiK, IIBIHBIKTHIK, PYXBIMBI3IAbI KYIICHT-
Tik. bi3 )xana Kazakcranasl — ¥Yuer [lama Exia Kypabik. ¥JIT )KocCmapbiH
OpBIHAH OTBIPHIMN, 013 ©31Mi311H ¥ ATTHIH Opiiey [[oyipiHiH KOKKUEKTEepiH
KeHeHTeMi3, e31Mi3 ToyeNci3aiK KbUIAaphl 1IIiHAE KOJ KETKI3TeH XKoHe
0i3re xahanapIk namy OepreH OapiIbIK MYMKIHAIKTEP/ MaiiaamaHaMbI3,
- nent ¥Ynul Jlana Eninig anFa KolFaH MaKcaTTapblH alKeIHAI Oep/ai [2].

Arta — 0abanapbIMbI3 OCBHIHAAW KeH OailTak >Kepii >KaylapbIMbI3IaH
Koprar, Oi3re xertkisin Oepai. CoHnpikTaH EnOachHBIH KOJIaybIHIAFbI
«MoHTUTIK em» uaeschl agaMrepmiiik nmeH OTaH CYWTIMTIK ce31MMEH
eckeH kac KazakcTaH KOFaMbIHBIH pyXxaHU e3eri 6onyra Tuicti. [Ipesu-
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JNEHT pyXaHU KYHABUIBIKTAPBIMBI3IBI: TAapPHUXThl, MOJACHUETTI, JaJlaHBIH
JlaHa OMJIApbIH €H OWiKKe KOWBIN OTHIp. O3iHIH ©TKEHIH OiIMEereH Keje-
MIEKKE KBbUDKU amMaibl. « MOHTIIIK en» ara - 0abamapbIMbI3IIbIH ap-
MaHJaFaH Heri3ri KYHABUIBIKTaphIH OeiHeNnen KaHa KOMMaiiibl, COHBIMEH
Karap peciyOIuKaMbI3IbIH KeJICIIEKTe JaMybIH, 1aMbirad 30 elIiH Kara-
pbIHA €HY KOCIaphIH Ja alKbpiHaan oepai. MoHrinik En — KazakcTaHHbIH
VITTBIK UAESICHI )KOHE OHBI MEMJICKETTIK UICOJIOTUSIFA allHAJIIBIPY MaKca-
ThI aJIFa KOWBUIBII OTBIP.

EnGacer 2017 >xbiabl xapblK kepreH «bomammakka Oarmap: pyxaHu
KAHFBIPY» MakanaceiHna KazakCTaHHBIH YUIIHIN XKaHFBIPYBl OacTanra-
HBIH Kapusiiaabl. KoraMHBIH CaHACHIH XKaHFBIPTYABIH OipHEIIe OarbIThIH
alIIBIKTAI KOpceTin Oep/i: 6oceKemiK KallaeT, mparMaTusMm, YITTHIK Oipe-
TeMITIKTI cakray, OUTIMHIH calTaHaT Kypybl, Ka3akCTaHHBIH pPEBOIOIIH-
SUTBIK €MEC, SBOITIOLHUSIIBIK JaMybl, CAHAHBIH alllbIKTHIFBI [3].

¥ ATTHIK KO, YJITTHIK MOJICHUET CaKTalMaca, ellKaH/1ai )KaHFbIpy 00I1-
MaMIbl.

EnGacenbiy «PyxaHu >KaHFBIPY» MaKallaChIHBIH EKiHII Oerimi Tasy
KbUIIApAarel MiHaerTepre apHanraH. Con minaertepiiH imiHzme, «Ka-
3aK, TyFaH xepre TyBIHIBI TiK» Jen Oekep aitnarad. [laTpuoTusm KiHIiK
KaHBIH TaMFaH JXEpiHe, 6CKEH aybUIbIHA, KaJIaH MCH OHIpIHE, SIFHU TyFaH
JKepiHe JereH cyuicnenmimikteH 6actanaapl. Con cebenti « Tyran xep»
OarJapiaMachlH KOJFa amybl YChIHAAbl. OHBIH ayKbIMBI 131HIIIE OIT - OHA
keHeiin, «TyraH enre» ymacanpl. TyFaH xepre JIereH CyHiCreHIIIiK Ka-
JBIITACTBIPY MaKcaTbiHa 0171iM Oepy cajlachIHIa ayKbIMJIbI OJIKETaHy KY-
MBICTapbIH KYPri3yadi, SKOJOTHSHBI XKAKCAPTyFa *KoHE €Nl MEeKeHIep.i
abarraHapIpyFa 6aca MoH Oepyi, JKEPriTIKTI JEHIeHIeTi TApUXH SCKEPT-
KIIITep MEH MOJICHHM HBICAHIap/Ibl KAJIMbIHA KeNTipyai ke3aeiai. [larpuo-
TU3MHIH €H aKChI YJTICI OpTa MEKTENTe TyFaH KEePAIH TAPUXbIH OKBITYFa
KOHLUI ayIapy/Ibl YChIHIBL.

XaJnbIKThIH CaHAaChlHA JKAJIBIYJITTHIK KACHUETTI OpPBIHAAY YFBIMBIH
ciHipy MakcarbiHaa «KazakCTaHbIH KaCHETTI PyXaHH KYHABUIBIKTAPbD»
Hemece «Ka3akcTaHHBIH Kuei jKepiepiHiH reorpadusicbh K00achiH kKa-
cayfa Tarceipma oepi.

Tapuxu caHaHbl KAHFBIPTYABIH KOJJIAPHIH KOPCETKEH KOFAphIIa ai-
TBUTFAH «XaJIBIK — TapuX TOJKBIHBIHAAY, «Moaeaun Mypa», « MoHTiIiK
em», «PyxaHu >xaHFbIpy» OaFaapiaMaiapbIHbIH kKanrackl peTinae Enba-
CBIMBI3IBIH « ¥ bl Jlamanbiy skeTi KbIpb» Makanacel 2018 kapbIk Kep/i.
By Makana op Ka3aKCTaHIBIKTBI MaKTaHBIII ce3iMiHe Oelieni, €1 MeH
JKEPJIIH OTKEHI, OYTiHI, KeJeleri jKaisbl oiifa Kayabipanbl. YJibl Jlana
JIeTeHiMi3 — ata — 06abanapbIMBI3IbIH FackIpiaap O0Mbl MEKeHETI, JKaya-
pBIHAH KOpFaIl, ypraKTapblHA )KETKI3T€H KACUETTI )Kepi. « XaJIbIKKa MEKEH,
TIJII MEH MEMJICKETTITiHE TipeK OOJFaH JaJlaHblH TApUXBIHJIAFbl HaFbI3
VIBUTBIKTBIH Oenrici OHbIH MoHTUTIriHAe. XKepaiH MoHTUTiK 601ysl — 007I-
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Maybl XaJIKbIHBIH 0ap-)KOFbIMEH, a3-Ko0iMeH aHbIKTanMaiiael. Kepiciniie,
XaJBIKTBIH MOHTLTIK 00Ny - GoiMaybl KepiHiiH Oap - KOFBIMEH, JKepiH
KOpFail aimypIMeH memiiefi. Mine, ocbl TypFbifaH kenareHae 2014 Kblibl
EnGacbimMbI3 pecMu Typlie xapusi eTKeH « MoHTUIIK el» YATTHIK UAESIMbI-
31I6IH TaFABIPHI OipiHII Ke3eKTe xkepre Oainaynbl. OHbIH OacTay OyJIarbiH
131ecex OalbIprbI TYPKI 3aMaHbIHA KeTemis. Enbacel 6abamap MypachiHa
3aMaHayM MoH Oepin, oHbl X XI Facklpiarsl Ka3ak KOFaMbIHBIH 0acThbI Ue-
sicel Oumirine kerepai [4, 12-13 6], - nen alitkan ¥F A akagemuri XaHremnmi
O0XXaHOBTHIH MIKIpi )KacTapabl « MOHTUTIK e» KYpyFa, )KepiH KoprayFra
IIaKBIPAIBL.

JacTypii Ka3ak KOFaMbIHJIA JKac YpIiakka TopOue Oepy Tapuxu Oimim
OepyneH 6actanaanl. COHBIH aiiFarsl peTiHje, «KeTi aTachIH O17IMETeH Ke-
TECI3IK» JIeTeH KaHATThl CO3/1H MaFbIHACKI ©Te TepeHae aTbip. LIbIkKan
TETiH MEH ara - 6abanapsiH OLTIN KaHa KOMMal, KeJIeIeK YpIiaK IMeH eI
TaFABIPBIH OMIay JeTeH co3. Kazak KoFaMbIH/Ia )KeTi CaHbl KMEIi, KACHETTI
CaH, COH/IBIKTaH/a €1 0AaChIMbI3 KHEJIl CaH/bl MaKajara apKay eTill aJIbII
OTBIP.

«¥nbl JlanaHblH >KeTi KbIpbl» MakKaiachkl €Ki TapayldaH Typajbl. «¥JIT
TapuxbIHIarel KeHICTiK MeH YakpIT» /el aTajaThlH OipiHII TapayblHIa
aTKa MiHy MOJIEHHETI, YIIbI TaTaaFbl €KeNrl MeTaJUTyprus, aH CTHII, aJ-
THIH aJ1aM, TYPKI oiemiHiH Oeciri, ¥ bl JKiGek xombl, KazakcTan - anMa
MEH KbI3FaJIaKThIH OTaHbI JEIl aTalaThbiH OeJliMIIeNepAeH Typca, eKiHIIi
Tapaybl «Tapuxu caHaHBI )KaHAPTY» JIEM aTaJbIN, TOMEHIET1 OemimMiie-
nepaeH typaabl: « ApxuB — 2025», ¥uu1 Jlanansig s ecimaepi», «Typki
QJIeMiHIH TeHe3uci», «¥ibl JlanaHblH eXenri eHep MEeH TeXHOJIOTusIap
My3eiti», «/lama GonbkIopsl MEH My3BIKaHBIH MBIH JKbUTBD», « TapUXTHIH
KMHO ©HEepl MEH TeJIeBU3MsJaFbl KOPHICI» JIEeN aTajaTbhlH TaKbIpbINTapAaH
Typazsl [5].

ATKa MiHy MOJCHHETI MEH >KbUIKBI IapyalIbUIBIFEI Kep JKy3iHe YIIbl
JanajaH TaparaHbl TApUXHU aKUKaT. « KBUIKBIHBIH Ka3ak skepinae boraii
MOJICHUETIHJIE ajiFall OOJBIN YHpETUITeHIH apXeoNOoTHsUIbIK Ka30a Ky-
MBICHI K€31HJIe KBIMBI3[IBI CAKTaFaH BIIBICTAP MEH KBUIKBI TiCTEPiHJETI
aybI3IBIKTBIH TYCIPI€H ChI3aTTapbl AQJeNACH . APXEONOTUsIbIK OJKa-
nap MyHbI 6.3.1. 3500 kb1 m1aMachiHAa OOJFaHbIH Janenaeiini» [6. 4 6].
biznin eTkeHIMI3aIH 09pi 1e arrieH OaitmanbIcThl. KazakcTaHHBIH OCBIHAAN
YJIKEH TEPPUTOPHSICHIH ypIIaKTapblHA CaKTall KaJlybl Ja CaJIT aTThbl OaThIp-
napabIH apkacsl emec ne? Enbachl MakanacelHa ata - 6abasapbIMbI3/IbIH
KBUIKBI ©CIpY, OHBI OarTan KyTill, KYpMeTTey aTa-KociOiH ypriakTapabiH
JKaJIFacTeIpybIHa pyX Oepin oTblp. COHBIMEH KaTap >KbUIKbIHBIH KOJIFa Yil-
PeTUTyiHIH 631 aNIeMJIIK JJaMyFa opac 30p ocep eTTi. OHbIH OYTiHT1 KHIM
YJITICIHIH KaJIBINTAaCybIHAH OacTam, XaJbIKapajblK JaMyFa BIKIAJI €TKEH,
1pl UMIIEPUSHBIH KYPBUTYbIHA 9CEP €TTi.

¥1bl fganaza exenri MeTajyl eHIIPYAiH OIIAKTapbIHBIH Oipi OOJabIL.
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Conrycrik, opranblk, Oateic KaszakcTan aymakTapblHAa MeETaJUTyprus
IV-III meimxbuIAbIKTapaa gamu 0actaabl. JKbUIKBIHBIH Ka3akK JajachIH-
Jla KOJIFa YUPETIITeHIH €CKepCeK, MeTallll OHAIPY/IiH /e 013/1eH OacTarysl
3anbl KyOnbic. Ce6eOi, )KbIUTKbI 903en1epi Y3€HT1, aybI3/IbIK, TaFa CUSKTHI
OyibIMIap MeTalaH *Kacaiaasl. Ejkenri 3aManaarsl TYPFRIHIAD ©37epi-
HE KaXETT1 OHIMIEP/l OHIIPiN, SKOHOMHUKAJIBIK JKaFbIHAH TOYEJICI3 eMip
cyprei Oenriizi. MyHBI apXeoNlOTHSUIBIK Ka30a »KYMbICTAphl IQJEIIerl,
KEH OpBbIHIApbl MEH €XKeJT1 el KaJABIKTaphl aifFak 6ok oTeip. Co 3a-
MaHFbI a/laMJap MeTajl KOPBITY YIIiH MENI Calibll, OAIKbITY TeMIepaTypa-
CBIH TaOybl, KOPIKTEP/I KOJIAAHYbI, TYPJl MeTanaapAbl TOKipuoe xKy3iHae
Olyi omappIH OW-epici MEH CaHACHIHBIH JKOFaphl OOJFAH/IBIFBIH JQJIEIN-
nerai. Ocel apkbuTbl EntGack! jxkac ypriakka ata - 6adanapbIMbI3IbIH KOPIII
esfiepre 09CEKeNnecTiK TyIblpa alnapibIKTai KYIITI €1 O0JIFaHbIH KOpCeTy Il
Makcar eTkeHael. Ara — 6abamapbIMbI3 alTHIHABI OHIIPIN KaHa KOWFaH
KOK, OHbI TYPMBICTBIH OapJIbIK canachbiHa KeHIHEeH Konaanabl. OFaH 19sen
AnTail MeH ATbIpayablH apachlHIaFbl KeH OalTak JalaMbI3IaH OHIIAKTHI
«AnTeIH aam TadbUTIED. 1969 xbuThl Ecik opranHaH TaObUFaH « AJTHIH
azam» JTyHHUeE Ky3iHe ouriai 6oapl. Oman 6acka anThiH aT-003e1epMeH
YKEPIICHTeH JKbUIKbUIAP Ja TaOBLIBII OTHIP.

Enbacer makamaceiaga Exxenri Ka3ak xepiHaeri «AH CTHIIBII» MOje-
HHUET apKbLIbI CaK OPKEHUETIHIH OTE€ JKOFaphl JACHIel /1e 00JIFaHbIH KopCe-
Tedi. SIFHU MEeMJIEKETTUTIKTIH OOMybI, MOJICHUETTIH JaMbBIFAH/IBIFbI, Ka3y
yJIriciHig 00ybl embip OpKeHUEeTTTEH KeM TYCIeUTIHIH gonenaeiai. En-
Oacel «bi3niH ata —0abanapbIMbI3 KOpIIIaFraH OpTaMEH €TEHE eMip CYPII,
e3/1epiH TaOUFATTHIH aXbIpamac Oemiieri canaraH. Y bl JlanaHbl MEeKeH-
JIETeH XaJIBIKTap/IbIH JYHUE TAHBIMBI MEH KYHIBUIBIKTAPBIH KABITACThI-
pabl. O3 xa3ysl MeH MudooTHICH Oap Ka3zakcTaHHBIH €XeIri TYpPFbIHIa-
PBIHBIH 03BIK MOJICHUET1 OOJIIBI» JIET Ka3ak )KepiHae OpKEHUETTIH KOFaphl
OOJFaHBIHBIFBIH aNTHIN OTHIP [5].

Eypa3usiubiH KiHAITIHAE OpHajlackKaH ¥ibl ganambl3 — LbiFeic TieH
bareicThIH apacblHAa KaTKaH Kakla, OpPKEHUETTep MEH MOJICHUETTEp
TOFBICKAH aJTHIH Kemip. OJeMIiK cayna >KYWeCiHIH JaMyblHa, OYTiHTi
TPAH3HUTTIK «JIQTI3AEPAIHY» Maiiaa 00TybIHA BIKIAT €TKEH « ¥ JIbI KIOCK KO-
JBIHBIHY O13[1H JKEPiMi3/IeH OTYyiHIH MaHbI3bI 30p. JKiOeK KOJIBIHBIH 00ii-
BIHJIa MOJICHHET TICH OHEP/IiH, CayJIaHbIH OPTAIBIKTAphl KalalaIblH Taii-
na O0ybI eJIIH YKOHOMHUKACBIHBIH JaMybiHa ocep eTTi. COHbIMEH KaTap
WIBICTap MEH eNJep apachlHIAFbl JJEMJIIK e3apa Tayap ailHaJIbIMbl MEH
XaJIBIKTApP BIHTBIMAKTACTBIFBIH JAMBITYFa HET13 OOJIIBI.

«Typxki onmeminig Oeciri» apKbUIbl TYPKI MEMEJICKETTEPl UMIEPHUSIBIK
neHreire ketepinin, KazakCTaHHBIH JKOHOMHUKAIBIK, CasICH, MOACHU
eMipiHe OIITEC 13 KaJIbIPFaHbl Tall eTiJIi.

EnGacer «¥ b1 JlanaHbiy jkeTi KbIpb» MakKanachlHIa «AcCKak Asartay-
IbIH Oaypaiibl allMa MEH KbI3FaJJIaKThIH «TapUXH OTAHBD) €KEHi FHUTBIMU
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TYpFbIa JoNeNeHren» aen >kapus erti. Kasakcrannarel Ine Anaraybi-
HBIH OeKTepi OapiblK anMaiapAblH HIBIKKaH TYOipi aen ecenrernemi. Aj-
MaThl Kajlachl aiMaHbIH oTanbl. O anmanap JKiOek yoJbl apKbLIbI OackKa
eHipnepre Taparad. KazakcTaHHbIH op0Oip a3amMarsl €3 elliHiH TapuXbl MEH
MYpaChIHBIH TePEH eKeHIH OlTyre THICTI.

«¥ el JlananblH KeTi KbIpbl» MaKalacblHbIH « Tapuxu caHaHbl KaHFbI-
PTy» Jen aTalaTblH eKiHIIi OeiMiHAe eTiMi3H TapuXbl MEH YJIbI TYJIFa-
JTapBIMBI3 JKAWUJIBI 3€PTTEIIMEreH JIepeKTep i e ®KeTKUTiKTi. COHIBIKTaH
JKET1 XKBUIIBIK OaFraapiaMa KaObU1IanHbll, «Apxus - 2025 GaraapiamMacsl
OolibIHIIa KyKaTTapasl HUGBIPIbIK (popMmaTrka Kemripim, Oapiiara KO-
KETIMJII eTyTe Tarchipma Oep/ii.

«O3 TapuxbIHA JIET€H MaKTaHBIII CE31MIH YAJIaThII, OTAHIIBUIIBIK TOP-
6ue Oepy Mekren KaObIpracbiHaH Oactanmy THic. COHIBIKTaH MEKTENTep
MeH OapIbIK OHIpIEPACT] OJIKeTaHy My3eHIepiHiH )KaHbIHAH TAPUXH — ap-
XEOJIOTUSITBIK KO3FaJIbICTap KYPY MaHbI3Abl. ¥JIT TAPUXBIH CAHAFa CIHIPY
Oapiua Ka3aKCTaHIbIKTapIbIH O0MbIHA 63 OacTaynapblHa JeTeH OPTAKTHIK
Ce31MiH KaJIBIITACTRIPAILD» [5] men eniHiH, )KePiHiH TapUXbl MEH MOJICHU-
€TiH MaKTaHBIII €TETiH, OTAHCYWTIII >KacTapbl JAaspiay KaKETTIrH Kep-
ceTeqi.

«¥ 7Bl JaNaHbIH YIIBI €CiMIEpi» aTThl OAaFbIT OONBIHIIA OUBLIFBI JKBLTBI
XokiM AbGaitapiH 175 )KbUIIBIFBL, FyJIaMa FajasiM OO0y - Haceip On-dapadu-
1bIH 1150 XKBUIIBIFRI KEH KeJIeM/Ie aTallblll OTil kaTelp. by ic-mapanap-
JIBIH JKaJITIBI XaJIBIK YIIiH, ocipece )KacTap YIIH TOpOUeNIiK MaHbI3bI Opa-
can 3o0p. Kazakcran pecnyonmukaceinbiy [Ipesunenti K. K. TokaeB «Aobai
xoHe XXI Fackip» aTbl MakanachiHaa ¥ bl AOANIBIH OCHI «TOJBIK aam»
TYKBIPBIMBIH MEMJICKETTIK JICHIeHe YIT eMipiHe KOJIJaHATBIH OMipIIeH
KOHIIETIITUSFA aHAJIIBIPYFa OOJIaThIHBI TYPAJIbI KEJIeJIi OM alTThI )KOHE Oii-
IIBUIIBIH MYPAChIHAH TaFbUIBIM adyFa MIaKeIpaabl. AOail allTKaH «BICTHIK
Kalpar, HYpJIbl aKbUI, KBIIBI XKYPEK» CHUSAKTHI alaMbIK KacueTi 06ap, e3iH
3USUTBl CAHANTBIH opOip a3aMaTThl JKac YPIAKTBIH TOpOUEC] ToJFaHabIpap
aHbIK [7].

KopsIThiHABL. O3 eNiHHIH YITTHIK T9CTYPiHE, TAPUXBI MEH MOJICHUETI-
HE KYPMETIICH Kapay Ke3 KelIreH TOpOUeHiH Heri31 00JIbIN TaObLIaIbl )KOHE
€H 30p YWITTHIK KYHBUIBIFBIMBI3BI KopceTei. LIIbIKKaH TeriMisre 30p MoH
Oepin Kapay apKbUIbI FaHA HAFbI3 a3aMaTTap TOPOHETIETI, MBIKTHl MEMJIEKET
Kypa ajambi3.

Enmimi3 Toyenci3miriH anfaHHaH KeHiH SKOHOMHUKAMBI3IBI KOTEpl,
WITTBIK PYXBIMBI3/IbI, TAPUXU CAHAMBI3IBI KaJBINTACTHIPY MAaKCaThIHIA
«Monenn mypay, «XanblK — TapuX TOJKBIHBIHAAY, « MoHTUIIK em», «Ka-
3aKCTaHHBIH Oonamarel: Pyxanu maHrbIpy» « ¥ bl JlanaHblH KET1 KbIPbD)
OarmaprnamanapbiH KaOsuiaasl. by 6armapiamanap Oipid Gipi TOJBIKTHI-
phIr, Oip-OipiHiIH JOTUKAIBIK YKaJFACchl CUSKTHI )KYHEIl Typ/e 3aMaH TaJja-
ObIHa call J)Ka3blUIFaH TOPOMEIIK MOHI 30p epeKIle TybIHIbLIap.
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ABTOPJIAP TYPAJIbI MOJIIMET:

1. IIomaeBa [unapa Ep:xankbi3bl — 1 Kypc nokropantsl, Kazak
YITTBIK Xopeorpadus akanemusicsl, Hyp-Cynran, Kazakcran.

Foinvivnu orcemexwici — ymaceiitoba I'yanap Ta3a0ekKbI3bl
— OHepTaHy FBUIBIMIAPBIHBIH KaHIUJAThI, Tpodeccop, Kazak yiaTThIK X0-
peorpadus akanemusicol, Hyp-Cynran, Kazakcran;

2. bBokiposa Caman 90inmnarramkbi3bl — 1 Kypc nokTopanTsl, Ka-
3aK YITTHIK Xopeorpadus akanemusicel, Hyp-Cynran, Kazakcran;

3. I3im Toiiran OcnaHKbI3bl — OHEPTAHY FHUIBIMIAPBIHBIH KaHAU1A-
Thl, Ipodeccop, Kazak yinrTeik xopeorpadus akagemusicel, Hyp-Cynran,
Kazakcran;

4. ®@epocoBa Upuna AHapeeBHa — 2 Kypc MarucTpanTsl, Kazax
WITTBIK Xopeorpadus akanemusicsl, Hyp-Cynran, Kazakcran.

Foirvimu ocemexwici — KysoexoBa Aiirys KenecKkbI3bl — reiaro-
I'MKa FBUIBIMJIAPBIHBIH JOKTOPHI, podeccop, Kazak yinTTeIK Xopeorpadus
akanemusicol, Hyp-Cynran, Kazakcran;

5. HcasmoBa AHesb» MapatoBHa — 2 Kypc Maructpanthl, Kazak
YITTBIK Xopeorpadus akanemusicsl, Hyp-Cynran, Kazakcran.

Foinvivu orcemexwiici — KynoexkoBa Avirys Keneckpi3bl — riejjaro-
T'MKa FRUTBIMIAPBIHBIH JJOKTOPBI, Tpodeccop, Kazak yinTThIK xopeorpadus
akagemusicsl, Hyp-Cynran, Kazakcran;

6. KyamaxamOer AiibMupa O0aiFaHUKbI3bI — 4 Kypc cTyaeHTi, Ka-
3aK YITTHIK Xopeorpadus akanemusicel, Hyp-Cynran, Kazakcran.

Foinvivu orcemexwici — KyadexoBa Aiirys KenecKbI3bl — rie1aro-
T'MKa FBUIBIMJIAPBIHBIH JOKTOPHI, podeccop, Kazak yinTTeik xopeorpadus
akanemuscel, Hyp-Cynran, Kazakcran;

7. Woxanmec Pay — ¢punocodus nokropsl, npodeccop, Bynmecsep
Kanpnap Oackapy akagaemuschl, bepiun, ['epmanus;

8. AiibiM0eToBa Y00JichiH OTerenkbi3bl — PhD mokroper, Kazak
VITTBIK Xopeorpadus akanemusicsl, Hyp-Cynran, Kazakcran;

9. PaiibiMKy/10Ba AKTOTHI PaxmeTro/u1akbI3bl — My3bIKa ©HEpI
»KoHe My3bIkaTany noktopsl, DBA, Kazakcran Pecyonukacsiabeiy Moje-
HUET XKoHE CIIOPT MUHMCTDI;

10. bucen6aeBa Kanar HukosaeBHna — PhD nokrtopsl, KaybIMm-
nacteipbutran mipodeccop, Kazakcran Pecnybnukacer Kopraneic MuHH-
ctpairi Kyprblk ackepiepiniH ©Ockepy HHCTUTYThI, AnMatsl, Ka3akcTan;

11. OyeudexkoBa AKMap:kaH Y ceMXaHKbI3bl — (PUI0IO0THS FHUIBIM/IA-
PBIHBIH KaHauaaTsl, Kazak ynTTeiK Xopeorpadus akanemuscol, Hyp-Cyi-
taH, Kazakcras;

12. KacabexoBa AiiHyp WIbsICKBI3bI — TapUX FHUIBIMAAPBIHBIH KaH-
nuaatel, goueHT, Kazak yntTeik Xopeorpadus akanemusicel, Hyp-Cynran,
Kazakcran.
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CBEJEHUSA Ob ABTOPAX:

1. IIomaeBa {lunapa Ep:xanoBHa — nokropanTka 1 xypca, Ka3zax-
cKasl Hal[MoHaJbHas akajaemus xopeorpaduu, Hyp-Cynran, Kazaxcran.

Hayunwiii pyxosooumens — ymacentoBa I'yabnapa TazabexoBHa —
KaHAMJaT UCKYCCTBOBeIeHUs, mpodeccop, Kazaxckas HalmoHaabHas aka-
nemus xopeorpaduu, Hyp-Cynran, Kazaxcran;

2. bakupoa Camaa AOWInaTTamkbi3bl — JOKTOpaHTKa 1 Kypca,
Kazaxckas HanmonanbpHas akaaemusi xopeorpaduu, Hyp-Cynran, Kazax-
CTaH;

3. IBim Toiiran OcnaHoOBHA — KaHAMJAT MCKYCCTBOBEIICHMS, MPO-
¢eccop, Kazaxckas HanmoHanbHas akagemus xopeorpagpuu, Hyp-Cynran,
Kazaxcramg;

4. ®epocoBa Upuna AHapeeBHa — MarucTpaHTka 2 Kypca, Kazax-
CKasl HallMOHaJIbHas akageMus xopeorpadun, Hyp-Cynran, Kazaxcras.

Hayunwvui pyxosooumens — KynboekoBa Aiiryib KenecoBHa — moxtop
nelarornyeckux Hayk, npodeccop, Kazaxckas HaumoHanabHas akageMus
xopeorpaduu, Hyp-Cynran, Kazaxcran;

5. HcasmoBa Anenb MaparoBHa — MarucTpasTka 2 Kypca, Kazax-
CKasi HallMOHaJIbHas akajaeMus xopeorpaduu, Hyp-Cynran, Kazaxcran.

Hayunwiii pyxosooumens — KyanoekoBa Ajiryins KeHecoBHa — TOKTOD
Mearoruueckux Hayk, npodeccop, Kazaxckas HanuoHanbHasl akaJeMus
xopeorpaduu, Hyp-Cynran, Kazaxcran;

6. KyabmaxamOer AsibMupa AOIMIaHMKBI3BI — CTY/IEHTKA 4 Kypca,
Kazaxckas HaunoHanbHas akajaemusi xopeorpaduu, Hyp-Cynran, Kazax-
CTaH.

Hayunwiii pykosooumens — KyanoexkoBa Aiiryjns KeHecoBHa — T0KTOD
Mearoruueckux Hayk, npodeccop, Kazaxckas HanmMoHanbHasl akaJeMus
xopeorpaduu, Hyp-Cynran, Kazaxcran;

7. Hoxannec Pay — nokrop dunocoduu, npodeccop, Akagemus py-
KoBOJLIEero cocrasa bynaecsepa, bepiun, ' epmanns;

8. AiisiM0eToBa Yi100/1chIH YTerenoBHa — jokrop PhD, Kazaxckas
HalMoHanpHas akaaemus xopeorpaduu, Hyp-Cynran, Kazaxcran;

9. PaiibiMKyJ0Ba AKTOTBI PaxmeroJsiaeBHA — TOKTOP My3bIKaJlb-
HOT'O MCKYCCTBa U My3blkOBelieHHs, DBA, MuHuUCTp KyJIbTyphl U CIIOpTa
Pecny6nmuku Kaszaxcran, Hyp-Cynran, Kazaxcran;

10. Bucen6aeBa Kanar HuxosnaeBna — noxrop PhD, accouuupo-
BaHHBIH npodeccop, Boennslit uncTUTYT CyXOMyTHBIX BOMCK MUHHUCTEP-
cTBa 00oponbl Peciyonuku Kazaxcran, Anmarel, Kazaxcran;

11. AyesnOexoBa AkMmapxaH YcemM0eKkoBHA — KaHIugar Quiio-
jgoruyeckux Hayk, Kasaxckass HanuoHanbHas akajeMusi Xopeorpaguw,
Hyp-Cynran, Ka3axcran;

12. KacabexoBa Aiinyp HibsicOBHA — KaHIUAAT HCTOPUUECKUX HaYK,
nouent, Kazaxckas HaunoHanbHas akagemus xopeorpadun, Hyp-Cynran,
Kazaxcras.
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«ARTS ACADEMY» FBIJIBIMMU 7KYPHAJIBIHBIH PEJTAKIIH-
AJBIK CAACATBI

«Arts Academy» KypHaJIBIHBIH PEIAKIUSIBIK CasCaThl FHUIBIMU KbI-
3METTIH JTHKAachblHA TikeNned OalmaHbICThL. PemakuusiiblK casicarta fa-
JBIMIAP 63 JKYMBICTApPbIHA JTAWBIHJIBIK Kacay OaphICHIHAA PEAAKIUSITBIK
casicaTTa OacCIIBUTBIKKA aJIaThIH KaFUIaTTap MeH YHFapbIMIap KUBIHTHIFBI
OasHaIabl.

«Arts Academy» XypHaJBIHBIH KOCIAPhl — PEICH3USUIAHATBIH, JIOMU-
€KCO3 aJIBIHATHIH JKypHAJIAp/IbIH KaTapblHa eHy. Bys1 o3 Ke3eriHe peaak-
U AJTKACBIH MaHBI3/Ibl OHETENI-ITUKAIBIK KaFUuaTTapAbl KoHE YHbIM/Ia-
CTBIPY HOPMAJIAPBIH CaKTayFa MIHACTTEHII.

«Arts Academy» >XypHaJbIHBIH PEIaKIUSIIBIK CasCAThIHBIH KaJIIbl
epexenepi

KypHanaplH TakeIpbINTHIK OarbIThl O0ap. XKypHan OeTTepinie FhUIbIMU
Makajanap, Ioiyiap, KbICKama XadapiaHIpIpylnap MEH IMCKYCCHSUIBIK
Makajianap KapHsiaHa/Ibl.

baceieiM ©3€KTi Mocenenepre:

* xopeorpadusuIbIK OHEepIiH TapuXbIHa,

* xopeorpadus nerarorukacbiHa,

* OHEPTaHY¥a,

* Ka3ipri MOJICHUETKE,

* oHED kKoHe OiTiM Oepy canachbiHIaFbl MEHEIKMEHTKE,

* QJIEyMETTIK-TYMaHUTAPJIBIK FRUTBIMIAPFa apHAJFaH.

KypHanabeIH MBIFY MEP3IMALIITT — TOKCaH CaiibIH.

KypuanaeiH penakumsi ankacel — Kazakcran PecmyOnukachiHIaFsI,
TM/I enaepineri >koHe anbIc meTeNnaeri 0i1iM 0epy jKoHe FhUIBIMU-3EPT-
TEy YHABIMIAPBIHBIH KETEKIII1 FaIbIMIapbl MEH MaMaHIaphl.

FrutbiMu sxypHaNIbIH pelakius ajaKachl TYITHYCKaHbBI, OYpBIH emoip
xKepe KapusiiaHOaraH jkoHe OipMmesriige Oacka OackuibiMaapaa Oa-
CBUTyFa apHaJMaraH MaKajajapibl FaHa KaObUIIam, KapacThIpabl.

XKypHan penakiusicblHa KeJIil TYCKeH OapIIbIK FRUTBIMU MaKaJanap Ka-
TaH TYpJE peleH3UsIIayIaH oTeIl.
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FbL1bIMH KYPHAJIBIH PeIaKIUSIIBIK
casicaTbIHBIH HETi3ri KaFruaaTTapbl

KypHan pemakiusicbl TOMEH/IET1 3aHIapMeEH KOPFaJIaThiH 03 )KYMBICTApbIH
OachUTbIMFa Ki0epreH aBTOpIapAbIH KYKBIKTapbIHA KYPMETIIEH Kapaiibl:

1. Kazakcran Pecryonukaceiabiy Korctutynusicbiven (1995 xbutrst 30 Ta-
MbI3/1aFbl pecyOnukanslk pedepenaymaa kaopiinanrad) (10.03.2017 xbutesl
arail OOMbIHIIIA OapIIbIK ©3TepTYIEPMEH KIHE TONBIKThIPYIapMEH);

2. Kazakcran PecnyOnukackinbiy 2011 xbutebl 18 akmangarst Ne 407-1V
«F'buTBIM TypansD» 3aHBIMEH;

3. Kazakcran PecnyOnukacbiabiy 1999 xbuteel 23 mimmeneri No 451-1
«byKkapalblk aKnapar Kypaigapbl TypaibDy 3aHbIMEH;

4. Kazakcran Pecniyomukachiabia 1996 xputrbt 10 mayceimmarst Ne 6-1 « AB-
TOPJIBIK KYKBIK KOHE apajiac KYKbIKTap Typaib» 3aHbiMeH (24.11.2015 xpiiebl
Kar1ail OoMbIHIIA OAPIIBIK ©3TePTYIEPMEH KOHE TONBIKTBIPYIAPMEH );

5. Kazakcran Pecnyomukaceiapie 2007 sxbutebl 27 mmimeneri Ne 319-111
«binim typane» 3aneiven (09.04.2016 KbUTFbI sxaraail OoiibIHIIA OApIBIK ©3-
TepTYJIEPMEH JKOHE TOJBIKTHIPYIAPMEH).

«Arts Academy» >XypHaJbIHBIH PEIaKIWs aJKAChlHA OachUTBIMFA YCBI-
HBUIFaH aBTOPJIBIK KYKBIK MIHIETTI Type Keleci mapTTapasl OpbIHIayFa He-
ri3uenei:

* 3epTTEYAIH KYPhUIBIMBIHA JKOHE KOHIIETIIMSICHIHA HEMECE MOIIMETTep/Ii
TaljiayFra )koHe TYCIHIIpyTe alfTapiIbIKTail yliec KOCyFa;

* MakKalaHblH MOTIHIH jKa3yFa HeMece OFaH TyOereini e3repicrep
€HT'13yTe;

* Oacmara OepiIeTiH COHFbI HYCKAHBI MaKyJIayFa.

«Arts Academy» KypHaJIbIHA ©3 )KYMBICTAPBIH YCHIHATBIH aBTOpIIAp 63 Ta-
parbIHaH MaKaJaHbIH KeJlecl TajanTapra cail 00rybIHa KeuIIiK Oepyi THic:

* TYIHYCKaIBIK 00mmybI (0acka OackuibiMaapaa OYphIH COHJIBI OCHI (popmaa
HeMece Ma3MYHBI JKaFbIHaH YKcac (popMasia JKapHsiaHOaraH);

* Oacka Oacmanap/blH PEIaKIUsICHIHIA KapaJbIMa >KaTlaraH JKOHE aB-
TOPJIBIK KYKBIKKA JKOHE KapacThIPBUIBIN JKaTKAaH MaKaJaHBbIH >KapHsIaHyblHA
KaTbICTBI MY/IJIEIIEP JKaHXKaJbl PETTEIITEH;

* KaH7al /1a O1p aBTOPIIBIK KYKBIKTap Oy3bUIMaraH, COFaH Opail OChIFaH VK-
cac Oy3yIIbUIBIKTap aHBIKTAIIFAH JKaF/aiiaa Oacnarepre MIBIFBIHAAPIBI 6TEyTe
KeTIIK Oepeni;

* Marepuanap/bl KOJJIaHy casCaThlH Y3ere achlpyra *aHe MaTepuasiap-
TIbI TapaTyFa Karaai xacay YIIIiH aBropiap Oacnarepre, erep 0acka aa JKaraai-
Jap KapacThIpbUIMaraH yKaF/[aiiaa, MeHIIIIK KYKBIFBIH Oepei.

Keneci »xarmaiinap FpUIBIMU STUKAHBI OY3YIIBUTBIK PETIHAE KapacThIpblIa-
TIbL:

* MOITIMETTEP/I ’KACBIPBIH TYP/E ipIKTEY apKbLIbI oJapabl Oypmanay, hadpu-
KaIlusiyiay skoHe CypeTTepMeH Oypmariay apKbUTbl KKETCI3 HOTHKENIEPIeH 0ac

Tapry;
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* KOJNJay aiy YIIiH JXa3bUIFaH OTIHIMXaTTarbl HEMece OTIHIMIETi Kare
Maltimiemenep (COHbBIH immiHae 0achUIBIMFA KaThICTHI, COHIal-aK 0achUIBIMFa
KaOBUIIaHFaH )KYMBICTApPFa KaThICThI KaJlFaH OTIHIIITED);

* ©3r¢ aBTOP/IBIH aBTOPJIBIK KYKBIKIIEH KOPFAJIaThIH JKYMBICTAPbIHA, FHUIbI-
MW JKaHAJIBIKTapbIHA, O0JKaMIaphIHA, 3¢PTTEY TEOPUSICHIHA HEMeCe dIicTepi-
HE KaThICThI MHTEIUICKTYaIJIbIK MEHIIIK KYKBIFBIH OY3yITBUTBIK:

a) pYKcarchI3 naijanany, COHbIH 1IIiH/IE [UIaruar;

b) capammmbiTapabIH miKipi OOHMBIHIIA OipeymiH 3epTTey SICTEepiH JKOHE
OWBIH 3aHCHI3 HeMJIEHY (OMBIH ypiiay);

C) FBUTBIMH aBTOPJIBIKTHI HeMece OipiieCKeH aBTOPIIBIKTH HEMIEHY HeMece
OJTap/Ibl HET13C13 HEMJICHY,

d) ma3myHbIH e3repty (OypMmanay);

e) omi xapusaHOaFaH JKYMBICTapMEH, KaHAJIBIKTapMeH, OoJKaMIapMeH,
TEOPHSIIAPMEH HEMECEe FBUIBIMH 9/IICTEPMEH TAaHBICYFa Oer/ie ajaMaapra pykK-
car Oepy KoHE OJap/ibl PYKCATChI3 JKapHsiiay,

* QaBTOPABIH KeNCIMIHCI3 e3re ajJaMMeH Oipiecin aBTop Oomyra
TaJIIbIHY;

* 3ePTTEY JKYMBICBIHA KEeIEpri KenTipy (3epTTeyre KakeTTi Kypajjapra
HYKCaH KeqTipy, 0y3y, KeIlllipMeciH xkacay);

* OipJIeCKeH KayanKepUILTiK Keleci )KaraaiiapIslH HOTHKEC1 00Tybl MyM-
KiH:

1. FBUTBIMM 9THKaHbI 06TEH aJaMAapAbIH OY3YIIBUIBIKKA OEICeH/Il KaThICy;

2. e3rejep jkacaraH OypMmanaymblIIbIK Typajibl Xxabapaap 6oy,

3. OypmananraH OaceUIBIMAApFa Oipiecin aBTop 00Iy;

4. 6akpl1ay MIHIETTEPIH ECKEPMEY.

«Arts Academy» >KypHaJIBIHBIH PENaKIMSUIBIK CascaThiHa COHKec Kemneci
KaraaniIapra Ko OepiaMen/i:

* ©3re aBTOPABIH >KYMBICHIH, OHBIH aBTOp €KEHIH KOpPCETIeH, MaliMer
AJIBIHFAH JKepre ClITeMe j)kacaMaii jkoHe JKaKIIara anMai, ce30e-ce3 Kelipy-
re;

* @3r¢ aBTOP/BIH IIBIFAPMACBIH ©3repTil Jkasdy, Oip maparpadra Heme-
ce MOTiH Oemiriae Oip COWIEMHEH apThIK ©3TepTiice HeMece ceiemaep
QJIBIHFAH JKepre CUITeMe jKacaiMail oapibIH TOPTiOl aybICTHIPBUIBII Ka3blj-
ca. Celinemep ajbIHFaH XKepre cuITeMe jkacajMaii, onap eAdyip e3repTiin
’Ka3pUTFaH 0osca OHAa oI ce30e-co3 KemipiireH Oomasl;

* Oipey/IiH MIBIFapMaIIbUIBIK AIEMEHTTEPIH aBTOPHIH KOPCETIIEH KOJIIaHy,
MBICAJIbl, CYPeTTiH, KECTEeHIH HeMece a03alThIH Kail JKepJeH alblHFaHbIHA,
JePEKKO3iHe clITeMe jKacaiMaca, JKakiiara ansiHOaca. ABTopiap HIibFapMa-
HBIH aBTOPJIBIK KYKBIFBI Oap HECIHEH OHBIH IIBIFAPMAJIbIK AJIEMEHTTEPIH KOJI-
JaHy YILiH pyKcaT anysl THIC;

* QBTOpJIAP 63 JKYMBICTAPBIH AJIFAIl PET JKapHsIIaHbII KaTKAaHBIH KOPCETY1
THIC.

Erep xomxaz6a anemeHTTepi OYphIH Oacka Makanaa )kapusiianFat 0oJca,

93

ANWIAVIV S14V

¥891-€CS¢ NSSI



KAZAKH NATIONALACADEMY OF CHOREOGRAPHY

OHJIa COJI XKapUsJIaHbIMFa cliTeMe jkacaiysl THiC. COH/lai-aK OHBIH aJl/IbIHFbI
’KYMBICTaH KaH/Iail aifbIpMaIbUTBIFBI OAPBIH KOPCETE OTHIPHIT, OHBIH 3ePTTEY
HOTHIKEJIEPIMEH JKOHE KOPBITHIHABIIAPbIMEH OailJIaHbICHIH aHBIKTay. O3 Ky-
MBICTApBIH CO30€-CO3 KOLIIPII kKa3yFa XKoHe OHbI ©3TePTill )Ka3yFa 00IMaiIbl.

FruteiMu 3eprreynepne 3eprrey OapbiChiHIa KeTKeH OypmaiaHOaraH Ka-
TEJIKTEP, JayJTbl MAJIIMETTEP, AJIBIHFAH HOTIDKENIEPIl OpTYPIIl TYCIHIIPY JKOHE
oNapzbl SKCIEPUMEHTTIK OHJIEY CeKUIIl 3epTTey NPOLECTEPIHE TOH OpeKeT-
TEp ATUKAHBI OY3YIIBUIBIK OOJIBIN CaHATIMAN]IBI.

Penensust OepymiHiH KbI3MeTiHe KipeTiH 3THKAJIBIK KAFUAATTAP

Perien3eHT aBTOPIBIK MaTepHUaiapFa FeUIBIMU capanTaMa yacabl, co-
HBIMEH KaTap KeJleci KaFuaTTapbl OPbIHAAYHI THIC:

* Peniensust anmyra KaObUIIaHFaH KOJDKa3z0a KyMHs KyKaT peTiHae Kapa-
CTBIPBUTYBI THIC, )KOHE OHBI PelaKIUsIIaH PYKcaT ajMaraH Oerje ajamapra
OKBITI TAHBICY YIIIiH Oepyre OoIManpbl.

* PenieH3eHT 3epTTey HOTHKENEpiHE OOBEKTHBTI XKaHe Jaseni 6ara Oepyi
THIC. ABTOPIBIH JKeKe ChIHBI KaObUIIaHOANIBI.

» KapacTbIpbuibIMFa YCHIHBUIFAH KOJDKa30ajdap[aH alibIHFaH >KapbIKKa
HIBIKITaFaH MOTIMETTEpl PELEH3eHT 63 MaKCaThIHA TaliaananOaysl THIC.

* PerieH3eHT )KYMBICTHI OarajiayFa e3iHiH OUTIKTLIIT KEeTHeUTIH T HE Ko3i
’KeTce HeMece aBTOp MEH YHBIM apachlHja Jaylibl MIcelieNiep TYybIHAaFaH
JKarmaiima ofin menriM KaObuiiail amMalTeiH Oolica, OHa oM pereHsus Oe-
pyIeH 6ac TapTy YIIiH aJJIbIH aja peaakToOpFa ol Typaiibl xabap Oepyi THic.

XKypHan pemakiusachl aBTOpNiApAbIH O€/leNliH KOpFail OTBIPBIIN, FHUIbI-
MU 3THUKA CTAaHJAPTTAPbIH YCTAHA/IbI )KOHE IIBIFAPMAIIBUTBIK YPIIBIK OOJTFaH
JKaraiia oraH jkayanThl Kapaiipl, ce0e0l MBIFapMaIbLIBIK YPIIBIK KaCa/Ibl
JICTEH aiibIl 3epTTEYIIHIH MaHCAObIHA HYKCAH KenTipeai. MyHail xarnaiaa
HIBIFAPMAIIBUTBIK YPIBIK Typalibl alibIITayaapra ocep eTyre MyMKIHIIK Oe-
PETiH TapTinTep KYieci KoIIaHbLUIa bl

OOBEKTUBTUIIKTI KaMTaMachl3 €Ty MaKCaThIHIA pelakius opOip OpbIH
aIFaH JKaFdalfbl MYKHAT 3epTTeill jkoHe OapiblK MYIJIENi TapanTapiblH
TOTIETIEpiH KapacThIpaabl. Apbl Kapail opekeT jkacamac OYpBIH, pelaKIus
Jaysbl OachUIBIMIAP/IBIH ABTOPJIAPbIHAH HEMECe aBTOPIIBIK KYKBIFbI Oap He-
JIepiHEeH HAKTHI aKMapaT axyFa ThIPBICA bl )KOHE OHBI 3ePTTEHI1.

Ezep ativinmayuivl wiblHObIKKA HCAHACNALMbIH aknapam bepce (Mvlcanbl,
JHCANZAH amMNeH YCbIHCA) Hemece IMUKARA HCAMNAtmulH, cec Kepcemy ¢hop-
MacvliHOa apekem emce, OHOA MYHOAU H#cA20atiod pedaKyus ubleapmaiblibik
YPIbIK Hcacanobl 0e2eH aublnka icayan Kamnayea KyKulivl 6onaovl. Peoak-
YUsL UBIRAPMAUUBLIBIK YPIbIK HCAROAUIAPLIH 02AH KAMbBLCHL HCOK MAPANmap-
MeH MAKblIay2a 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 important 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 the following topical problems:

* history of choreographic art,

* Pedagogy of choreography,

e 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 specialists
of educational and research organizations of the Republic of Kazakhstan,
CIS countries and foreign countries.

The editorial board of the scientific journal accepts only original, previ-
ously unpublished articles that are not intended for simultaneous publica-
tion in other publications.

All scientific articles submitted to the editorial office of the journal un-
dergo 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
additions 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);

3. Law of the Republic of Kazakhstan No. 451-I of July 23, 1999 On
Mass Media;

4. Law of the Republic of Kazakhstan of 10 June 1996 No. 6-1 On

95

ANWIAVIV S14V

¥891-€CS¢ NSSI



KAZAKH NATIONALACADEMY OF CHOREOGRAPHY

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. 319-1I1 “On
Education” (with amendments and additions as of April 9, 2016);

For the editorial board of the journal “Arts Academy”, the authorship of
the submitted to the publication is based on the mandatory observance of
the following conditions:

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

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

* 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:

» are original (they were not published earlier in other publications in
their current or similar form);

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

* do not violate any of the existing copyrights, and in this connection
they guarantee the publisher damages in case of revealing such violations;

« for the convenience of dissemination and enforcement of the material
use policy, authors transfer exclusive title to the work to the publisher,
unless otherwise provided.

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

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

* 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 to
unpublished works, findings, hypotheses, theories or scientific methods;

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

* disruption of research work (including damage, destruction, forgery
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of other items necessary for the research);
* joint responsibility may result from:

1) active participation in the violation of scientific ethics committed 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 Academy”
is unacceptable:

« verbatim copying of the work of another person without specifying his
authorship, references to the source and use of quotes;

* 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 appropriate
reference to the source. Substantial incorrect paraphrasing without
reference to the source is equated to verbatim copying;

* use of the elements of the work of another person without attribution,
for example, a drawing, a table or paragraph without expression of
gratitude, a reference to the source or the use of quotes. Authors must
obtain the permission of the copyright owner to use the elements of his
work;

* self-plagiarism: authors should indicate that their work is published
for the first time.

If the elements of the manuscript were previously published in another
article, then the authors are obliged to refer to earlier work. They should
indicate the essential difference between the new work and the previous
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
(unconscious) research mistakes, data conflicts, different interpretations
and interpretation of the results and experimental developments are not
considered 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:

* The manuscript received for review should be considered as a
confidential document, which can not be passed on for review or discussion
to third parties without authorization from the editorial office.

* The reviewer is obliged to give an objective and reasoned assessment of
the results of the research. Personal criticism of the author is unacceptable.
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* Unpublished data obtained from submitted manuscripts should not be
used by the reviewer for personal purposes.

* Areviewer who does not, in his opinion, possess sufficient qualifications
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 scientific
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 information
from the authors of the disputed publication or copyright owners and study
1t.

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
alleged plagiarism with persons who do not have a direct relationship to it.
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PEJAKIIUOHHAS ITOJIMTUKA HAYYHOI'O )KYPHAJIA
«ARTS ACADEMY»

Penaknmonnast monuTuka xypHana «Arts Academy» cBsizaHa ¢ 3TUKOH
HAyYHOU NEeATENLHOCTH. B peIakIMOHHON IMOJUTHKE H3JIaraeTcsi KOM-
TIJICKC MPUHIUIIOB U HpeﬂHHcaHHﬁ, KOTOPBIMH JOJIKHBI PyKOBOACTBOBATbH-
Csl yUeHbI€ IIPU MTOJTOTOBKE CBOEH pabOTHI.

B muranax xypHaia «Arts Academy» BXOXKICHHE B YUCIIO PEIICH3UPYE-
MBIX, LIUTUPYEMBIX KYPHAJIOB, YTO 00S3bIBAET PENAKIIMOHHYIO KOJUIETHIO
CO6J'IIO)I3TI) pAa BaXKHBIX HPABCTBECHHO-3TUYCCKHUX MPHUHIMIIOB U OpraHu-
3alMOHHBIX HOPM.

O01mue nooKeHNs peJaKIHOHHON MOJMTHKH KypHAJIa
«Arts Academy»

XKypHan umeer TeMaTHYeCKyl0 HAaIlPaBICHHOCTh. Ha cTpaHumax xyp-
HaJla MyOIMKYIOTCS Hay4YHbIe CTaTbH, 0030pbl, KpaTKUE COOOLICHHUS, qHC-
KyCCHOHHBIE CTaTbU U JIPyTOE.

W3nanne moCBAMICHO aKTyalIbHBIM POOIIeMaM:

* HCTOPHUS XOpeorpaduIecKoro NCKyccTBa,

* [1e/1arorukKa xopeorpapum,

* HCKYCCTBOBEJICHHE,

* COBpEMEHHas1 KyJIbTypa,

* MEHEJDKMEHT B HCKYCCTBE U 00pa30BaHMUH,

* CONMAJIbHO-TYMAaHUTAPHBIE HAYKH.

[IepronMYHOCTE BBITYCKA XKypHaja — €KEKBapTalbHasl.

PenakuyoHHast Kouterus )ypHajla — BEIyIIHE YUYEHBIE U CIIeIHAIIN-
CThl 00pa30BaTeIbHBIX U HAYYHO-HCCIEAOBAaTENbCKUX opranusanuii Pe-
cnyomuku Kaszaxcran, crpan CHI™ u manpHero 3apy0Oexbsi.

PenakninoHHON KOJUIETHEN HAyYHOTO KypHaJla «IPUHUMAKOTCS K pac-
CMOTPEHHIO TOJIBKO OPUTHHAIBHBIC, pAaHEE HUTAC HE MyOIMKOBABIIMECS
CTaTbU U HE NPEAHA3HAUYEHHbIE K OJJHOBPEMEHHOW IMyOIMKAMU B IPYIUX
W3JIaHUSX.

Bce HayuHble cTaThy, NOCTYNMUBILINE B PEAAKLUIO KYpHAJIA, POXOIAT
CTPOTYI0 IIPOLIEYPY PELICH3UPOBAHUS.

OcHoBHEBIE NMPUHIUIIBI peZIaKIIl/IOHHOﬁ MOJUTUKHU HAYYHOI'0 KypHaJia
Penakuust sxypHaiia ¢ yBaKEHHEM OTHOCUTCS K MpaBaM aBTOPOB, TPUCHI-
Jaomux s myonukanuu pabotel. Bee aBTopckre MaTepranbl 3anUiCHbI
3aKOHAMH:
1. Konctutynus Pecniyonuku Kazaxcran (mpuHsTa Ha pecryOIMKaHCKOM
pedepenayme 30 aBrycra 1995 rona) (c I3MEHEHUSIMH U JIOTIOJIHEHUSMH 110
cocrosiauto Ha 10.03.2017 .);
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2. 3axon Pecny6nuku Kazaxcran ot 18 ¢espans 2011 roga Ne 407-1V «O
Hayke» (C U3MEHEHUAMHU U IONOJHEHUAMH 110 cocTosHUIo Ha 13.11.2015 );

3. 3akon PecnyOnuku Kazaxcran ot 23 utons 1999 roga Ne 451-1 «O cpen-
CTBaX MacCOBOW MH(OPMAIUNY;

4. 3akon Pecnybnuku Kazaxcran ot 10 utons 1996 roga Ne 6-1 «O06 aB-
TOPCKOM IpaBe U CMEXHBIX MpaBax» (C U3MEHEHUSIMU U JIOTOJHEHUSIMH IO
cocrosinuto Ha 24.11.2015 ).

5. 3akon Pecny6nuku Kazaxcran ot 27 utonsg 2007 roma Ne 319-111 «O6 06-
pa3oBaHUMY (C U3MEHEHUSMH | JIOTIOIHEHUSMU 110 cocTosiHuo Ha 09.04.2016
r);

Jnst penkoterun xxypHana «Arts Academy» mpaBo aBTOpCTBa MPEICTaB-
JICHHBIX K M3[JaHUI0 paboT OCHOBBIBAETCSI Ha 00SI3aTEILHOM COOIIOICHUH
CJIEAYIOIIUX YCIOBHI:

* 3HAYUTETHFHOM BKJIQJIC B KOHIICIIIUIO M CTPYKTYPY MCCIICTOBAHUS WIN B
aHaJM3 U UHTEPIPETAIHIO JaHHbIX;

* HaIMCAHUM TEKCTa CTaThbU WJIM BHECEHUH B HETO NMPUHLHUNUAIBHBIX H3-
MCHCHUI;

* 0ZI00pEHUS] OKOHYATEIIbHOM BEPCUH, KOTOpast CAAETCS B I1€YaTh.

Co cBoeii CTOPOHBI, aBTOPBI, NPEJOCTABISAIOIINE CBOM PAOOTHI IS OIYy-
OnukoBaHMs B KypHane «Arts Academy», TOKHBI TapaHTHPOBATh, YTO CTa-
TBHH:

* SIBJISIOTCS OPUTHHAIBHBIMU (HE MyOIMKOBAIUCH paHee B IPYTUX M3aHH-
SIX B UX HBIHEIIHEW WU OJIM3KOM MO cosiepKaHuio hopme);

* HE HAXOIATCAd HAa PACCMOTPEHUM B pEelaKIMAX JIPyruxX U3JAaHUN U BCe
BO3MOXKHBIE KOH(IMKTHl MHTEPECOB, CBSI3aHHBIE C aBTOPCKUMM IIPAaBAMHU U
OIyOJIMKOBaHHEM PAacCMATPUBAEMBIX CTAaTEH, ypETryIUpOBaHEbI,

* HEe HapYyIIAIOT HU OJIHO M3 CYIIECTBYIOLIMX aBTOPCKHUX IPaB, B CBSI3H C
4YeM rapaHTUPYIOT U3aTeNi0 BO3MEIIEeHNE YOBITKOB B CIIy4ae BBISBICHUS T10-
JOOHBIX HapYIIEHUIA;

* UIsl y1oOCTBa pacipocTpaHeHus U 00ecnedeHus peaar3aluy MOJUTUKH
UCIIONB30BAHUSI MaTEPUAIIOB aBTOPBI MEPEAI0T M3/aTENI0 UCKIIOUUTETLHOE
npaBo COOCTBEHHOCTHU HA PabOTy, €CIM HE MPELyCMOTPEHO HHOE.

Kax HapyiieHue HayqyHOH STUKH MOJKET pacCMaTpHBaThCs CIEIyIOIIEe:

* (haOpukanys, GpaabcuduKkanus JaHHbIX MyTeM UX TallHOro oTOopa U OT-
Ka3a OT HEeXKENATENbHBIX PE3yJIbTaTOB, ITyTeM MaHHUITYIISIIMU H300paKEHUAMH
WM WUTIOCTPALIUSIMU;

* HEKOPPEKTHBIE 3asBJICHUS B MHChME-3asBKE WM 3asiBKE Ha MOMy4YeHHE
TOJIEPXKKH (B TOM YHCIIE JIOKHBIE 3asIBJICHHSI OTHOCUTEIBHO ITyONIMKaIMii, B
KOTOPBIX MOSBUIIACH Pab0Ta, a TaKkKe paboT, MPUHATHIX K MyOIUKAIINN);

* HapyILEHUE MPaB UHTEIUIEKTYaIbHOW COOCTBEHHOCTH B OTHOIIEHUH pa-
00T Ipyroro aBTOpa, OXpaHsAEMbIX aBTOPCKHUM TIPABOM, 3HAYUTEIBHBIX HAY4-
HBIX OTKPBITUI, TUIIOTE3, TEOPUI WIIM METOJIOB UCCIIEIOBAHUS:

a) HeCaHKL[MOHUPOBAHHOE MCIIOIb30BaHUE, B TOM YHCIIE IJIaruar;
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b) He3aKOHHOE MPUCBOEHHE, 10 MHEHHUIO YKCIIEPTOB, METOI0B HUCCIIEI0BA-
HUS U ujieH (Kpaxa uaen);

C) MPUCBOCHUE HAYYHOTO aBTOPCTBA WITM COABTOPCTBA, T HEOOOCHOBAH-
HOE X MPUCBOCHUE;

d) mogmena (panbcuukanus) couaepKanus;

€) HeCaHKIIMOHMPOBAHHAS ITyONHMKAIMs M MPEIOCTABICHHE TPETHHM JIU-
[[aM JIOCTyTa K ellle He OMyOJIMKOBAaHHBIM pabdoTaM, HaXOJAKaM, THIIOTE3aM,
TEOPHUSM WJIA HAYIHBIM METOJIaM;

* IPUTSA3aHUE Ha (CO) ABTOPCTBO C JIPYTUM JIMIIOM O€3 ero/ee cornacusi;

* CpBIB HCCIEIOBATENBLCKOM pabOTHI (B TOM YKCJIe HaHECEHHE yiepoa,
paspylieHue, MoAaeIKa APYTUX MPEeAMETOB, HEOOXOMUMBIX ISl TIPOBEICHHUS
HCCIIEIOBAHNUSA);

* COBMECTHAsI OTBETCTBEHHOCTb MOKET SIBISATHCS PE3YIBTaTOM:

1. aKTHBHOTO y4acTUsi B HAPYIICHUU HAYYHOW 3TUKH, COBEPIIIAEMOM JIPy-
TUMH JIUIIAMH;

2. OCBEZIOMJIEHHOCTH 0 (albCU(pUKAINH, COBEPILIAEMOM APYyTHMH;

3. coaBTOpCTBA B QabCHDUIIMPOBAHHBIX MYOTHKAIIHSX;

4. sBHOTO TIPEHEOPEKEHUST OOSI3aHHOCTSAMHU KOHTPOJISL.

B cooTBeTCTBUU C peAaKIMOHHON MOMUTHKOM XypHana «Arts Academy»
HEJIOITY CTHMO:

* IOCJIOBHOE KOMTMPOBAHKE Pa0OTHI PYTOTO JIMIA 0e3 yKa3aHUs ero aBTop-
CTBa, CCHUIKM HAa UCTOUYHUK U UCIIOJIH30BAHMUS KABBIUCK;

* HEKOPPEKTHOE TiepepasrupoBaHue TMPOM3BEACHHS IPYroro JHIa, Mpu
KOTOPOM OBUIO M3MEHEHO 00Jiee OJHOTO TPEJIOKCHUS B paMKax OJHOTO
naparpacda win paszena TeKcTa, TM00 MpeaoKeHHs ObLTH PacTIONOKEHBI B
MHOM TIOpsi/IKe 6€3 COOTBETCTBYIOIIEH CChUIKM Ha HCTOYHUK. CyliecTBEHHOE
HEKOppeKTHoe nepedpazupoBanne 0e3 CCHUIKM HA HCTOYHUK NPUPABHUBACT-
Csl K IOCJIOBHOMY KOMTMPOBAHHUIO;

* FICIIOJIL30BAaHUE JIEMEHTOB TPOU3BEACHHS JIPYTOro JHIa 0e3 yKazaHus
aBTOPCTBA, HAIIPUMED, PUCYHKA, TAOIUIIBI WK a03aria 6e3 BBIPAKCHUS TPH-
3HATENBHOCTH, CCHUIKMA HA MCTOYHHK WM MCTIOJIb30BAHUS KaBbIUEK. ABTOPBI
JOJDKHBI MTOTYYUTh pa3penieHre BiIaesblia aBTOPCKUX MPaB Ha UCIIONb30Ba-
HHE 2JIEMEHTOB €T0 MPOU3BE/ICHUS,

* CaMOIIaTMarT: aBTOPbI JOIDKHBI YKa3bIBATh, YTO UX PadOTa MyOIUKYeTCs
BIICPBBIC.

Ecnu s7eMeHThl pyKOIHCH paHee ObUIM OMyOJIMKOBaHBI B APYTOM CTaThe,
TO aBTOPBI 00S13aHBI COCIATHCS Ha OoJiee paHHIOK paboTy. YKa3arh, B UeM Cy-
[IECTBCHHOE OTJIMYKME HOBOW pabOTHI OT MPEANICCTBOBABIIEH U BMECTE C TEM
BBISIBUTH €€ CBSI3b C pPEe3YJIbTaTaMU HCCIICIOBAHMIA U BBIBOJIAMH, TIPECTABIICH-
HBIMH B IIpeAbIayIIe padote. JlocinoBHOE KOMMPOBaHUE COOCTBEHHBIX PaboT
U UX niepedpazupoBaHie HETPUEMIIEMEI.

He cuurarorcsi HapylmieHHSIMH STHKHA B HAayYHBIX HCCIIEJIOBAHUSX JCH-
CTBUSI, CBOMCTBEHHBIE HCCIIEIOBATEIbCKUM MPOLIECCaM, a TAKXkKe He ChallbCH-
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¢bunmpoBaHHbIe (HEOCO3HABAEMBIE) UCCIIEAOBATENLCKIE OIIUOKU, KOHPIUKT
JIAHHBIX, PA3HBIEC TOJIKOBAHUS W UHTEPIPETALNS MOTYUCHHBIX PE3yIbTAaTOB
IKCIIEPUMEHTAIIBHBIX pa3paboToK.

ITHYecKHe MPUHIMIBI B IeATeJIbHOCTH pelleH3eHTa

PerieH3eHT OCyIIeCTBISIET HAYYHYIO SKCTIEPTHU3Y aBTOPCKUX Mare-
pHAaJIoB, BCJIEICTBHE YETO €ro JACHCTBUSA JOJKHBI HOCHTh HETPEIB3STHIN
XapakTep, 3aKITFOYAFOIINICS B BHITIOJIHEHUH CIASAYIOIIUX TPUHITUIIOB!

* Pykomnuch, monydeHHas JUIs PEliCH3UPOBAHUS, JOJKHA paccMa-
TPUBATHCS KaK KOH(GUICHIIUAIBLHBIN IOKYMEHT, KOTOPBIM HEJb3s mepea-
BaTh ISl O3HAKOMJICHUS HJIA OOCYXIACHUS TPETHUM JIUIAM, HE UMEIOIIUM
Ha TO IMOJTHOMOYHH OT PEIaKIINH.

* Perien3eHT 00s13aH jaBaTh 0OBEKTUBHYIO M apTyMEHTHPOBAHHYIO
OIICHKY M3JIOKEHHBIM pe3yJibTaTaM ucciieoBanus. [lepconanbHuas Kputu-
Ka aBTOpa HempreMsieMa.

» HeonyOimmkoBaHHbBIC JaHHBIC, TIOJYUYCHHBIE M3 MPEICTABICHHBIX
K PAaCCMOTPEHHIO PYKOMHCEH, HE JOJKHBI UCIIOIH30BATHCS PEIICH3EHTOM
JUIA TAYHBIX LIEJICH.

* PerieH3eHT, KOTOpHIN HE 00JIa1aeT, IO €r0 MHEHHUIO, JI0CTATOYHOM
KBaTM(UKAIMEH JUIsl OIEHKH PadoThI, TMOO0 HE MOXKET OBITh OOBEKTHB-
HBIM, HAapUMeEp, B CiTydae KOHQIIMKTAa HHTEPECOB C aBTOPOM HJIM OpTraHH-
3a1Mel, JTODKEeH COOOMUTh 00 3TOM PENaKTOpy ¢ MPOChOOM MCKIFOYHUTH
€ro U3 MpoIriecca PereH3uPOBaHUs JaHHOW paObOTHI.

Penakumst )xypHasia mpuaep>KuBaeTcsi CTAaHIapTOB HAyYHOH 3THKH,
3aIUIIas PenyTauio aBTOPOB U CEPbE3HO OTHOCSACH K OTICIBHBIM CITy-
yasgM Iuiaruara, MCXoAs M3 TOro, 4YTo OOBHHEHHUS B IIardare BCeriga He-
TaTUBHO OTPAXKAIOTCS Ha Kapbepe ucciemoBatens. [Ipu BOSHUKHOBEHHH
MOOOHBIX CUTYAIM HMCTOJB3YETCS CHUCTEMa IMPOIEAYP, MO3BOJISIOIINX
pearupoBarh Ha BOBMO)XHbIC OOBUHEHHS B IIaruare.

B nensx obecnieueHnss OObEKTUBHOCTH PEIAKIUS THIATEIIBHO HC-
CIIeyeT Kbl CIIy4ail M1 pacCMaTpruBaeT apryMEHTHI BCEX 3aMHTEPECO-
BaHHBIX CTOpOH. [Ipexae yem mpeanpuHUMaTh JajJbHEUIINE JCHCTBHS,
penakuus CTPEMUTCS TMOJYYUTh MAaKCUMaJbHO TOUHYIO WH(OpMaIuio y
ABTOPOB CIIOPHOW IMyOJUKAIIMK WM BIIAJENbIICB aBTOPCKUX MPAB M H3Y-
4aerT ee.

Bmecme ¢ mem pedakyus ocmaensem 3a cooou npaso ne peacupo-
8amb HA 0OBUHEHUS 8 niaazuame, eciu 008UHUMENb NPEOOCMAsIsAem Hedo-
CMOBEPHYIO NEPCOHANBHYIO UHDOpMayulo (Hanpumep, npeocmasisiemcs
BLIMbIUUTEHHLIM UMeHeM) TUDO Oelicmayem 8 HeIMUYHOU UTU YePOAHCAIO-
wetl ¢hopme. Pedaxyus ne obs13ana obcysicoams ciyuau npeononazaemoco
naasuama ¢ auyamu, He UMeruWUMU K Hemy npsmo20 OMHOULEHUSL.
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KYPHAJIT'A MAKAJIAJIAPABI ’KAPUSAJIAY YIIIH
KOHUBLJIATBIH TAJTAIITAP TI3IMI

Kypmemmi Aemop!

«Arts Academy» sxypHansl 2016 sxpiaH Oactam €3 KbI3METIH Ky3ere
acelpabl. JKypHanaplH MakcaThl — OTAHIBIK OaneT, xopeorpadus Meaarori-
Kachl, OHEpP CalachIHIaFbl OUTIMII QMK XaJIbIKapaJblK MOJICHH KEHICTIKKE
HacuxarTay. JKaHa xbiina «Arts Academy» *KypHalbl anjblHa KOWFAH MiH-
JETTep/iH Oipi — XanbIKapajbIK JeHIei/Ie TaHbLTY, FHUIBIMU OAaChUTBIMAAP/IBIH
Oenenyi peiTiHriciHe eHy, olieKco3 aly KOpCeTKIlIiHIH KOFapFbl JeHrerHine
xeTy. COHIBIKTaH 01311H KYMBICHIMBI3 JKOFaphl camajbl, ©3€KTI Macesenepre
apHaJFaH, KbI3bIKThl MaKalalap/bl XKapusiiayFa MyYMKIHIIK Oepeni aen yMiT-
TeHEMi3. bachUIbIM Kelleci ©3eKTi Macemenepre apHaa bl

* OU eHEpI TapUXBbl,

* xopeorpadus me1aroruKachl,

* OHEpTaHY,

* 3aMaHayH MOJICHHET,

* OHEp KOHE OLTIM MEHEIPKMEHTI,

* QIICYMETTIK-I'yMaHUTAPIIBIK FBUIBIMIIAP.

Ciz3aiH MaKaiaHbl3 HAKThUTAHFAH KYPBUIBIMFA cail O0TybIHA Ha3ap aymaapa-
MBI3:

1. FTAXP' unznekci — OipiHimi OETTIH KOFapFbl KaFbIHIAFbl COJ JKaK
OypHIIIBIH/A.

2. bipinmmi 6erte FTAXP unnexcineH keiin opTachiHIa — OapIibIK aBTOp-
JIap/bIH TEeTi MEH aThI-KeHi, )KYMBIC OPHBI KYPCHBTI IIPU(]TIEH; Kaua *KoHe
MeMJIeKeT (Kasia jKoHe MEMJIEKET, JKakKIia imriHjae KypcusTi) (1 KochIMIaHbI
KapaHbI3).

3. Taxpipein OeTTiH oprackiHma. MaxkananeiH araybl Kpicka (10 cesnen
apTHIK emec), Oipak MarbiHaIBl Oomysl THic. COHal-aK, 3epTTEYIiH HEeTi3T1
HOTHIKECIH KopceTyi kepek. TakpIphIll Kapasay 0ac opimmeH jka3bliabl, Kapim
KkeJeMi 14, MaKyJIIaHFaH KpICKapTy/IapAaH 0acka KbICKapTynapra skoi Oepii-
MEI.

4. Annoranus (10 ceiinemHeH apThlK emec). MakanaHbIH TaKbIpbINTA-
MACBIH, TPAKTHKAJIBIK KYHIBUIBIFBIH, )KQHAJIBIFBIH, HETI3T1 KaFuIanapbl MEH
3epTTey KOPBITBIHIBUIAPBIH KOPCETET.

5. Ty#inai cesnep: (5-7 ces).

Makana makwipslovl, agmopnap xcailibl MA2nymMammap, aHHOMayus
JHcoHe myitin co30ep 3 miioe yColHbl1a0bl: KA3aK, a2bliublH, OPbIC.

6. Exi 60c opbIHHAH KeliH, HEr13ri MOTiH.

1 FrutbiMu-TeXHUKAIBIK aKITapaTThIH XaJIbIKapalblK pyopuKkaTopsl: http://grnti.ru/
MpIcasb:
FTAXP 13.07.25
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Kipicne. Kipicniene mocesneHiH FbUIBIMIAFbl ©3EKTUIINH KOPCETY Kepek.
ToxipuOenmik MaHbBI3BI Ja KepceTuryl Twic. MIHAETTI TypAe AYHHEKY3LTiK
FBITBIMFA KOCATBHIH YJIECI JKaWIbl a3y KepeK. ©3eKTiIir MakalaHbl jka3y Oa-
PBICBIH/IA AIIBLTYHI THIC.

3epTTey omicrepi. 3epTTeymiH OmiCTEpiHIH CHIAaTTaMachl. ToxipuOeHIH
YHBIMIIACTHIPBUTYBI, KOJAAHBUIFAH 9JIC-TACIIACDP, KOIIAHBUIFAH FHUIBIMH all-
mapar CUMarTanajbl, 3epTTey OOBEKTICI Kaiibl TOJBIK Mariaymar Oepy. Kex
TapaliFaH 3epTTey JIicTepi: OaKpuIay, Cypak-Kayar, TeCTiIey, TOKipuoe, 3epT-
XaHAIIBIK TOXIpHOe, Tanaay, MOJEIIeY, 3epTTeY JKOHE KAJIIbLIAY.

TakbIpbin 0OlibIHIIIA Je0NeTTEPre MIOJY. OjcOueTTepre Moy xacay
Oemiminae 5-10 mepexkesnep KapacThIPhII, aBTOPIAPABIH KO3KApachlH Callbl-
CTBIPY; aFbUIIIBIH TITIHICTI IEPEKKO3Aep ¢ KapacThIPBLTYHI THIC.

3eprTey HoTH:Keci. 3epTTey/iH Makcarbl MEH MiHJIETTEpi. 3epTTey Cu-
marTaMachl. ABTOPIBIH JKaHAIIBUT KO3KapacTapblHa Ha3ap aydapblly Kepek.
FouteIMu KaHANBIFBl MIHACTTI TYPE CHUIATTATYBI KepeK (MK FhIIBIM/IBI
JAMBITyFa apHaJIFaH Karuaaiap/abiH Oonybl J1a MiHAeTTi). MakalaHblH TaKbl-
pBIOBI cumaTTamybl kKepek. OTaHIbIK TOKIpHOEHI icKe KOCy KakeT. CabICThIpY
YIIH MIETEeNIiK TOKIpuOeHi Je KapacTeipyFra Oonazsl. [lletenaik Toxxipndenex
HEHI 3 eNiHi3/1e KOJNAaHyFa O0JIaThIHBI TYpaibl KOPBITHIH/BI jkacay. OTaHIbIK
TOXKIPHOEHIH JIYHUESKY3UTIK FRIIBIMFA JICTCH MAHBI3bI )KAMITbI KOPBITHIHJIBI YKa-
cay.

KopsbiTbinabl. KopbIThIHABIIA MaKaldaHbIH —TYKBIPBIMIAMAChIH  KeJ-
Tipemi3. KopbIThIHABIIa MaKaJaHbIH Karuaagapbl KaiitamaHOaysr kepek. He-
ri3ri OeJIMHIH aHATUTHKAIBIK KaJbl KOPBITBIHIBICH! OepiTyi Kepek.

7. Heri3ri MOTIiHHEH COH, €Ki 00C OpbIHHAH KeliH Maii/lajJaHblIFaH 9/1e0u-
eTTep Tizimi Oepineni.

Maiinanansuiran dneduerrep Tizimi. Oneduerrepaiy 5-10 nepexkes 6o-
ybl KakeT. OHBIH iIHAE COHFBI 3 JKbUIJIA MIBIKKAH MOJIMETTEP S5-TEH KeM
emec O6oysl kepek. Lllerenik nepekke3nepaid canbl 2-3-TeH KeM eMec 00ITybl
Tuic (Hemece OapiblK Naiinananbuirad ofeOueTTiH 50%). «Arts Academy»
JKypHaJIbIHA CUITEME Kacay KYITalabl.

Ooebuemmep 0atiekco30epli Keamipy pemimen cacanaovl. Makana
MOTIHIH/JIE KOJIAHBUTFAH 9JICOMETTIH PETTIK HOMIpI KoHE OCTTIH HOMIPI YTip
apKbUIBI KBaIpart xkakuraga oepineni (Mseicansr: [17, 25 6.], [3, 36 6.]). bubnu-
orpadusIbIK xKa30a TYIMHYCKA TiTiHIE Ka3buTabl (3 KOCBIMIIIAHBI KapaHbI3).

[TalimananpuiFran oebueTTep TI3IMIHEH KEHiH pomaH opinTepiMeH xKa-
3putFaH opeduertep TiziMiHiH (References) xeke TonTamacel Oepineni, mie-
TENIK JEePeKKO3AepaiH Oap-KOFbIHA KapaMmacTaH TMaiaJaHbuIFaH oJie-
ouertep Ti3iMi OpbIc TinAl Oemimre Kaitamanajsl. Erep Tizimze meTensik
OacbutbIMIapra cuireMe 0oJica, ojap JaThIH QIIMOMIMEH jKa3bUIFaH Ti3iMe
TOJILIFBIMEH KalTamaHasel. http://www.translit.ru/ caliTeiHIa op TYpJl XKykie-
JIep/li KOJJIAHBIM, OPBICIIA XKA3bUTFaH MOTIH/II JIATHIH QNINOHiHE TPaHCIUTEpa-
U KacayFa 0oJabl.
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8. INaiimananbuiran ofeOueTTep Ti3iMiHEH KeWiH aBTOpJap JKaljbl KbICKa-
m1a Mariymat Oepiiesii (2 KOCHIMIIIaHBI KapaHbI3).

Kecrenep MeH cypeTTep HETi3ri MOTIHTe €HT131Ty1 THIC, COHBIMEH KaTap Ke3
KeJITeH rpaduKaiblk mimmimMe xeke daiamer Koca xioepinyi kepek (JPEG,
TIFF, BMP xone T1.6.). bapiblk kectenep MEH CypeTTepIiH acThIHIA yKa3ybl
MEH HOMIpi 00ITybl KepeK (4 KOChIMIIIaHbI KapaHbI3).

MaxkanaHblH TEXHUKAJBIK PaciMIIenyi Kelleci TajanTapra colkec OOyl
Thic: Makana kejieMi — 10 - 20 MbIHFa Aeiiin Tan6a. [linrmi: KoMIbeOTEp-
MeH Microsoft Word (*.doc, *.docx, *.rtf keHe#TiniMaepimen) minriMiMex Oa-
ceutraf; Kapin — Times New Roman nemece Times Kaz, nerizri motinme 14
KeIb, €CKepTyJep/e, pe3toMenepe, CypeTTep MEH KeCTeNepIiH aCThIHIaFbl
Kazynapaa — 12. Op Oerreri cintemeneri eckepryiep « Word» Oarmapnama-
CBIHJIA «CinTeMe» KbI3MeTiH (ctrl+alt+f) Kommany apKplbl KobIIaab1. JKymbic
COHBIHJIAFBI €CKepTysep KoinanoOay. XKomapanblk HHTEpBal — Japa, 0apIibiK
JKarbIHBIH )KHeT1 — 2 cM, eHi OoiibIHIIa Ty3eTy. A3ar o 1,25 cm 60c¢ sxepmeH
6acranael (6ipak Talynsauus MeH 60¢ OpbIH (MpoOes) KOMEriMeH eMec); a3aT
YKOJITAp apajIbIFbl — KAJIBIITHI. TRIPHAKIIATIAP — TUIIOTPAPUSITBIK «», TOHEKCO3
1ITHAE — KAJIBINTHI ThIpHAKIIaNap . barem mepmundepi (hpanyy3uia sHeasvi-
naowl (En dedans, Tendue, Leve). Jlatanap nudpmen OenriieHeni: Faceipiap
— puM mdpIapbIMeH, KbUIIAp MEH OHXBUIIBIKTAp — apad nudprapbIMeH.

Maxana aemopnapsl maziymammely, 0ieKco30epoin, cinmemenepoiy
JHcoHe 20eduemmepoin HAKMbLIbIZbL MEH 0210I2IHE MOJIbIZBIMEH HCAYANMbl.

Pedaxkuusanvlk KeHec yHcypHaiobly, Maceenepine Heane Heoapovloa Cunam-
Manan mananmapza caiikec Keameiumin MaKauiaiaposl Kapacmolpmaiool.

Maxana Qaitnbl OipiHII aBTOPIABIH TErl MEH aThl-)KOHIHIH OipiHIII Jpin-
TepiMeH araiybl Tic (MbIcansl, XKymaroB A.M.doc Hemece Zhumatov A.I.doc).
Makaina Komka30achlH MYKHUSIT CAIBICTBIPA TEKCEPIM, HETi3T1 MOTIHHIH COHFbI
Oetinae OapibIK aBTOpJAp KOJ KOIOBI KepeK. Makananap »Kajimbl peJakius-
JaHyJaH oTel. OTKI3UITeH MaKaiajap aBTopiapra KalTapbuIbI OepiaMen .

Bapneik Makanamapael «Arts Academy» KypHaJlbIHBIH pEIAKIUSIBIK
KEHECIHIH MYIIenepi HeMece FhUIBIM CalaChIHbIH CapanllbUiapbl PEeLeH3Us-
Janael. PelneH3usnaybIHbl peTaKIUsl AIKACHl aHBIKTalAbl. PerieHs3us aBTop-
Jap/bIH KOJIbIHA OepiaMeii.

Makana aBTopJapblHAH OapJibIK MaJiMerTepai 0ip KyxarneH (0ip
daiiaven) :kidepy koHe MaKaJaHbI paciMaey epeikesepiH cakray cypa-
JaJbl.

Makana MOTiHI 271ekmpoHObl mypoe odicone Kazaz Geminoe MbIHA Me-
KeH-kail OodbiHima kaObuimanagel: 010000, Hyp-Cynran k., ¥Yiael jana
nauFbUTbl 9, Kazak yaTTeik Xopeorpadus akagemusichl, oduc Ned71 Hemece
e-mail: artsballetO1@gmail.com
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Kocvimwa 1.

Maxkananoy 6ipinwi bemin pacimoey mbicaivl

FTAXP 18.49.01
I'FO. Caumosa’
'Kazax ynmmulx xopeocpaghus akademuscol
(Hyp-Cynman, Kazaxcmarn)

YJITTBIK BU 19CTYPII CAKTAY
KIOHE KAJIFACTBIPY ®AKTOPHI PETIHJE

AHHOTaANUA

Maxana ynmmolx 6u MeH XAIbIKMbIK KOPKEM WUbI2APMAULBLIBIELL Maceleci o3 00-
1a0bl. Aemop 0u DONbKIOPLIHLIY POl MeH MAHbI3bIH, OU MYPACLIH CAKMAY MICeNeciH
sepmmetioi. Canvicmoipmanst manoay apyviasl Lllvizeic nen bamvicmely endepin Oaii-
JAHBLCMBIPATbIH MPAHCKYPALIKMbIK, Oagbimma (¥avl JKibex dconvinda) omip cypeen xa-
JBIKMapovly, U 02CMyprepin Catblcmuvipaobl.

Tyitinoi ce3oep: convrnop, yimmolx 6u, SmHomMaoenuem, 0acmypiep, pummoix gop-
myna banemmeticmepi.

Kipicme. MoTiH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH
MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH
MOTIH

3eprTey daicTepi. MoTiH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH
MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH
MOTIH MOTIH MATIH MATIH

TakbIpbin 0olibIHIIA dAeOMeTTepal m0Jy. MOTIH MOTIH MOTIH MOTIH
MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH
MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH

3epTTey HOTH:Kedepi. MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH
MOTIH MOTiH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTiH MATIH

KopbITbIHABI. MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH
MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH MOTIH

Cypert 1. Cypem amayvi. CypeTt nepekkosi.
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Maiinananran sgeduerrep Tizimi:

References:

N —

Kocvimwa 2.
Aemopnap dcailbinOa KblCKaula Maziymam

ATBI-KOHI (TOJIBIK)

MakaJjia TaKkbIPLIObI

F plIbIMU JIOpEKEC]

F'BLIIBIMU aTarbl

JKyMBIC HEMECE OKY OPHBI
FruieiMu sxeTeKIici

FuuIbIMU KETEKII aTarbl, JIOpEXKeC]
TenedoHbl

E-mail

Kocvimuwa 3.
9dedbuemmep.
Pacimoey mvicanoaput

Kypuan

1. ITak H.C. Conuonoruueckue npooOiaemMbl SI3bIKOBBIX KOHTAKTOB //
Bectauk KasYMOuMSI. Cepust @umnonorus. —2007. — Ne 2(10). — C. 270-
278.

Kiranrap

1. Hazap6aes H.A. B motoke ucropun. — Anmarel: Atamypa, 1999. —
296 c.

2. I1aBnos B.I1. baryes C.II. ITogroroBka BoioMa3yTHBIX SMYJIbCUM 1J151
C)KMTaHUs B TONOYHBIX ycTpoiicTBax // B kH.: IloBbienue addextuBHO-
CTH UCIIOJIb30BaHMs I'a3000pa3HOT0 U JKUAKOTO TOIUIMBA B [Ieyax U OTOMHU-
TenbHbIX KoTnax. — JI.: Henpa, 1983. — 216 c.

Kunakrap

1. AbycentoBa M.X. Uctopus LlenTpanpHoil A3uu: KOHIICTIIIUH, METO-
JI0JIOTHSL ¥ HOBBIE NOAXO/bI / Matep. MexxayHap. Hayd. KoH}. «K HOBbIM
CTaHJapTaM B Pa3BUTHUU OOIECTBEHHBIX HaykK B LleHTpanbHOi A3umy. —
Anmartsr: [atik-TIpecc, 2006. — C. 10- 17.

3annamanap

1. TlocranoBnenue IlpaButensctBa PecnyOmuku Kaszaxcran. OO0
yTrBepkaeHnn [lana nepBooyepeiHbIX NEHCTBHIA O 00ECIIEYCHUIO CTa-
OMJIBHOCTH COLIMAJIbHO-9KOHOMHYecKoro pa3Butus PecrnyOnukxu Kazax-
ctaH: yTB. 6 HOAOpst 2007 roga, Ne 1039 // UC ITAPATPA®. — 2009, ok-
Ts10pb — 20.

2. VYka3 Ilpe3unenrta PecryOnuku Kazaxcran. «O rocynapcTBEHHBIX
npemusix PecryOnuku Ka3zaxcran B 00nacT HayKM M TE€XHUKU UMEHU
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Anb-®apabu, nmuteparypsl U UCKyccTBa»: yTB. 21 sHBapsa 2015 roma, Ne
993 (c uamenenusimu ot 10.10.2016 )
I'azerrep

1. BaiitoBa A. VHHOBaIIMOHHO-TEXHOJOTHYECKOE DPa3BUTHE — KIIIO-
4eBOM (pakTOp MOBBIMIEHUS KOHKypeHTocrnocoOHocTu // Kazaxcranckas
npasza. — 2009. — Ne 269.

Cranpaprrap

1. TOCT 7.1-2003. bubmuorpaduueckas 3anuch. bubnmorpadudye-
ckoe onmcanue. — Bzamen I'OCT 7.1-84, 'OCT 7.16-79, 'OCT 7.18-79,
I'OCT 7.34-81, 'OCT 7.40-82; BBen. 2004— 07-01. — M.: U3n-Bo cran-
naptoB, 2004. — 111, 48 c. — (Cucrema cranmapToB 1o uHpoOpManuu, Ou-
OJIMOTEYHOMY M U3JaTeIbCKOMY JIEITy).

DJIeKTPOHBIK AePeKKO31ep

1. Poccuiickas rocynapctBenHass oubnuoreka/ Llentp madopMm. Tex-
nonoruit PI'b; pen. Bnacenko T. B.; Web-mactep Koznosa H. B. — M.:
Poc. roc. 6-ka, 1977. http//www.rsl.ru. (MHTEepHET pecypchl: KaparaH KYHi
14.12.17 yakpiTs 18:40)

KAPUAJTAHBAFAH KY/KATTAP
FouibiMu-3eprrey KymbIc ecedi

1. ®opmupoBanue U aHanu3 (HOHAOB HEMyOIMKYEMBIX JOKYMEHTOB,
OoTpaxkaromux cocrosinue Hayku PecmyOnuku Kazaxcran: oruer o HUP
(3axmmrountensHbiil) / HII HTU: pyk. Cyneiimenos E.3.; ucnonn. Kynses-
ckag FO.I. — Anmatel, 2008. — 166 ¢. — Ne I'P 0107PK00472. — UuB. Ne
0208PK01670.

Juccepranusiap

1. U36aupo A.K. HeTpaauiuroHHbIE HCIaMCKHE HANpaBJICHHUS B He-
3aBUCHMBIX rocynapcrsax LlenTpanpnoil Asuu: auc. ... 1. u. H.: 07.00.03
/ UuctutyT BoctokoBenenus uM. P.b. CyneiimenoBa. — Anmarsl, 2009. —
270 c. — MuB. Ne 0509PK00125.

Tpancaurepanus (J1at.):

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.).
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Kocvimuwa 4.
Cypemmep men kecmenepdi pecimoey.

Cypert 1. Cypem amayvi. Cyper nepekkesi.
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REQUIREMENTS TO ARTICLES
FOR PUBLICATION IN JOURNALS

Dear Author!

Since 2016, the scientific journal “Arts Academy” has been carrying
out its activities aimed at popularizing and developing domestic ballet,
pedagogy of choreography, various types of arts, promoting new knowledge
promotion in the international cultural space. In the new year, the editorial
board of the journal “Arts Academy” sets the goal for the task of achieving
international recognition, entering the list authoritative ratings of scientific
publications, and achieving high rates of various citation indices.

We hope that the high quality of our collaboration will allow us to
continue to write interestingly about current issues:

* History of choreographic art,

* Pedagogy of Choreography,

* Art history,

* Modern culture,

* Management in the arts and education,

* Social and Human Sciences.

We draw your attention to the need for a clear structuring of your work.

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

2. On the first page after IRSTI in the center — Initials and surnames
of all authors, place of work in italics; city and country (city and country
in italics in parentheses) (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 ab-
breviations, 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).

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

6. After two spaces, the main text is published, consisting of the
headings:

Introduction. In the introduction you need to specify the problem,
which did not receive sufficient attention in science. You should point out
its practical value. Be sure to write about the contribution of this article to
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the global science. And then when writing the article, you should disclose
the specified relevance.

Methods. A description of the methods and techniques of research.
Describe the organization of the experiment, the methodology used, the
equipment used, give a detailed information about the object of study (liv-
ing (experimental) or non-living objects). The types of research methods
(most common): observation, survey, test, experiment, laboratory experi-
ence, analysis, modeling, learning and generalization.

Literature Review. To consider 5-10 sources in the review of lit-
erature (preferably) and to compare the authors ‘ views; the part must be
English sources.

Results. The purpose and objectives of the research. Description of
the study. Focus on your innovative thinking. Scientific novelty is obliga-
tory (clauses, which are interesting for the development of the world sci-
ence, are compulsory). Mandatory description of what stated in the article
theme. It is necessary to use the domestic experience. It is possible to study
foreign experience to make comparisons. To make conclusions of interna-
tional experience that can be used in your country. To make a conclusion
about the importance of domestic experience for the world science.

Conclusions. The conclusions summarize the article. The conclu-
sions should not repeat the provisions of article. You should provide ana-
lytical generalization of the main part of the article.

7. After the main text, after two spaces given a list of sources used.

References. A list of references to international journals is not al-
ways different from that which we do for national magazines. The list of
references should include (preferably) 5-10 sources. Of them over the last
3 years should be not less than 5 sources. Be sure to use at least 2-3 foreign
sources (or 50% of all used literature). Link to “Arts Academy” scientific
journal is welcome.

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 ref-
erences to the Russian language part, irrelevant of the presence of foreign
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 refer to the program for transliterating the Russian text
into the Roman (Latin) alphabet, which is in the public domain.
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8. Brief information about the authors following after the list of sources
used (see Appendix 2).

Diagrams and figures should be recommended 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 Appendix 4).

The technical part article of the article must meet the following require-
ments: 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. Paragraphs are marked by indentation of 1.25 cm (but
not with tabs or spaces); the spacing between paragraphs — regular. Quo-
tation marks — typographical “”, inside quotes — “normal”. Ballet terms
must be written in French (En dedans, Tendue, Leve). Dates are denoted by
numbers: ages — in Roman, years and decades — in Arabic.

The authors are solely responsible for the accuracy and reliability of
the information, citations, references and list of the sources used.

Articles that are not relevant to the issues of the scientific journal
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.l.doc). The manu-
script 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 jour-
nal “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 doc-
ument (single file) and to follow the Rules in preparing the article.
The text of the article is submitted in electronic and paper forms to the
address: 010000, Nur-Sultan, st. Uly Dala 9, Kazakh National Academy of
Choreography, office Ne471, e-mail: artsballetO1(@gmail.com
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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.

Introduction. Text text text text text text text text text text text text
text text text text text text text text ext text text text text text text text text
text text text text text text text text text text text

Methods. Text text text text text text text text text text text text text
text text text text text text text ext text text text text text text text text text
text text text text text text text text text text

Literature Review. Text text text text text text text text text text text
text text text text text text text text text ext text text text text text text text
text text text text text text text text text text text text

Results. Text text text text text text text text text text text text text
text text text text text text text ext text text text text text text text text text
text text text text text text text text text text

Conclusions. Text text text text text text text text text text text text
text text text text text text text text ext text text text text text text text text
text text text text text text text text text text text
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Pic 1. Name of the picture. Source of the picture

List of sources used:

References:

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 students)

His degree, academic status, posi-
tion ( 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 //
Vestnik 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 emulsions
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for combustion in the combustion device // In kN.: Improving the efficien-
cy of the use of gaseous and liquid fuels in furnaces and heating boilers.
— Leningrad: Nedra, 1983. — 216 p.

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.

2.

Legislative materials

1. Resolution of the Government of the Republic of Kazakhstan. Ap-
proval 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 develop-
ment 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
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/ 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.).

Appendix 4.
Hllustrations design

Pic 1. Name of the picture. Source of the picture
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TPEBOBAHUSI K O®OPMJIEHUIO CTATEM,
IIYBJIUNKYEMBIX B ’)KYPHAJIE

Yeaowcaemwiii Aemop!

C 2016 roma xxypHan «Arts Academy» OCyIIECTBISIET CBOIO JIEATEIb-
HOCTb, HAIIPaBJICHHYIO Ha MOMYJISAPHU3ALMIO U Pa3BUTHE OTEUECTBEHHOIO
Oanera, MeAaroruku Xopeorpauu, pa3IuIHbIX BHIOB UCKYCCTB, HA IPO-
JBUKEHHE HOBOTO 3HAHMSI B MEXTyHAPOJHOE KYJIBTYPHOE MPOCTPAHCTBO.
B HOBOM rony peaxosuierus xypHana «Arts Academy» cTaBuT nepes u3-
JaHUEM 3a7a4y JOCTHKEHUS MEXyHapOIHOIO MPU3HAHNUS, BXOXK/ICHUS B
ABTOPUTETHbIE PEUTUHIU HAYYHBIX U3/1aHUHN, TOCTH)KEHUSI BBICOKHUX MOKa-
3aTteniell pa3InYHbIX UHEKCOB LIUTUPOBAaHUsA. MBI HaJileeMcsl, YTO BHICOKOE
Ka4eCTBO Halllell COBMECTHOM paOOThI T0O3BOJIUT HaM IO-NPEKHEMY UHTE-
pecHo nucath 00 aKTyalbHBIX MpoOIeMax:

* HCTOPUHU XOpeorpapuuecKkoro UCKycCTBa,

* [1e/IaTOTUKK Xopeorpaduu,

* HCKYCCTBOBEJICHUS,

* COBPEMEHHOH KyIbTYypBHlI,

* MEHEDKMEHTA B HCKYCCTBE U 00pa30BaHMUH,

* COI[MAJIbHO-TYMAHUTAPHBIX HAYK.

Ob6pamraem Baiie BHUMaHue Ha HEOOXOIUMOCTb YETKOTO CTPYKTY-
pupoBaHus Barmeit paboThl.

1. Ungexkc MPHTH'! — Ha niepBo#i cTpaHUIle B ICBOM BEPXHEM YIITY.

2. Ha nepsoii ctpanuue nociae MPHTU no nenrpy — uHMLMAIbl U
(haMuIMKM Bcex aBTOPOB, MECTO pabOThl KYPCUBHBIM LIPU(PTOM; TOPOI U
cTpaHa (TOpOJ ¥ cTpaHa B CKOOKaX KypCHBHBIN) (CM. mpuioxenue 1).

3. 3arooBOK MO MEHTPY cTpaHUIlbl. Ha3BaHWe cTaThu JOKHO OBITH
KkpaTkuM (He 6onee 10 cioB), HO HHGOPMATUBHBIM, OTPa)kaTh OCHOBHOM
pe3yNbTaT HCCIIEAOBaHMS. 3arojOBOK HAaOMpaeTcs MONYKUPHBIMH IpO-
MUCHBIMH OyKBamu, pa3mep mpudTa 14, B 3ar1aBum He IOMYCKAeTCs YIIo-
TpeOieHne COKpalleHuil, KpoMe 00IenpU3HAHHbBIX.

4. Annoranus (He 6onee 10 mpemioxkennit). OTpakaeT TEMaTUKy CTa-
ThU, IPAKTUYECKYIO [IEHHOCTh, HOBU3HY, OCHOBHBIE IIOJIOKEHMSI U BHIBOJIBI
HCCIIEIOBAHHUMN.

5. KirroueBrbie ciioBa (He 6osee 5-7).

Haseanue cmambou, céedenusn 006 agmopax, AHHOMAuUA u Kiiouegvle
C/106a NPEOOCMABAAIOMCA HA MPEX A3LIKAX: KA3AXCKOM, PYCCKOM U QH-
2IUUCKOM.

6. Uepes n1Ba npobena myOJIMKyeTcsi OCHOBHOM TEKCT, COCTOSLINN U3

pyOpHK:

1 MexayHapoaHblil pyOpuKaTtop Hay4HO-TeXHUYeckoi uHpopmaruu: http://grnti.ru/
Hanpumep: MPHTH 13.07.25
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BBenenne. Bo BBesieHnn HEOOXOIUMO yKa3aTh MpooieMy, He TOoy-
YHBILIYIO JOJDKHOTO OCBelIeHUs1 B Hayke. Cienyer yka3aTb Ha ee Mpak-
THYeckoe 3HaueHue. OO0s13aTenbHO HamucaTh O BKJAJe JaHHOW CTaTbu B
MHUPOBYIO HayKy. M fanee npu HanMCaHUU CTAaThH CIELyeT PaCKpPbITh yKa-
3aHHYIO aKTyaJIbHOCTb.

MeTtoabl ucciaegoBanus. Onrcanue METOIOB M METOJIUK HUCCIIEAO0-
BaHMs. Onucarh OpraHU3aIfio SKCIIEPUMEHTA, UCTIONIb3yeMble METOANKH,
UCTIONB3YeMYIO ammaparypy, AaTh MOIpoOHbIe cBefeHUss 00 00beKTe HUC-
cienoBanus. Bunuel MeTonoB mcciaenoBanus (Haubosee pacnpoCTpaHeH-
HbI€): HAOIIOZIeHNE, ONIPOC, TECTUPOBAHKE, SKCIIEPUMEHT, JJaOOpaTOPHBIH
OTIBIT, aHAJIU3, MOJICIMPOBAHHE, U3yUCHHE U 0000IICHHE.

O030p JuTepaTypbl o Teme. PaccmoTpers B 0030pe uTepary-
pbl (kenarenbHO) 5-10 UCTOYHUKOB M CPAaBHUTH B3MVISABI aBTOPOB; YacCTh
JIOJKHA OBITh aHIVIOSA3BbIYHBIMU HCTOYHUKAMU.

Pe3yabTarhl ucciaenoBanus. Llens u 3amaun uccnenosanus. Onu-
caHMe uccienoBanus. Jlenaiite akiieHT Ha CBOMX HOBAaTOPCKHUX Pa3MBbIIII-
nenuax. OOs3aTenbHa HayyHass HOBU3HA (00s3aTeNbHBI MOJIOKEHUS, WH-
TepeCHBIE JJIsl pa3BUTUSI MUPOBOI Haykn). O0si3aTebHOE ONMCAHUE TOTO,
YTO 3asBJEHO B TeMe crarbu. HeoOXomnMmo 3aaelicTBOBAaTh OTEUECTBEH-
HBIA ONBIT. J{J1s1 cCpaBHEHHS] MOXKHO M3Y4YHTh 3apyOekHbIN onbIT. Caenarb
BBIBOJI O TOM, UTO U3 3apyOeKHOTO OIbITa MO’KHO MCIOJIb30BaTh B Barei
CTpaHe.

BobiBonbl. 3akia0ueHue. B BbIBOax MoJBOAMM UTOT CTaThH. BhIBO-
ZIbl HE TOJKHBI TOBTOPSATH MOJIOXKEHHUs cTaThbu. CliefyeT 1aTh aHaTuTHYe-
CKoe 0000111eHIe OCHOBHOM 4acTH CTaThH.

7. Ilocrie OCHOBHOTO TEKCTa yepe3 JiBa Mpobdesa JaeTcs CIIUCOK UC-
M0JIb30BaHHBIX UCTOYHUKOB.

CHucoK MCIO0JIb30BAHHBIX HCTOYHUKOB. B criucke ucnonb3oBaH-
HBIX UCTOYHHUKOB JIOJDKHO OBITH (3kenatenbHo) 5-10 ucrounukos. M3 Hux
3a rocyeAHre 3 roAa JOJDKHBI ObITh HE MEHbIIE 5 UCTOYHUKOB. O0s3a-
TEJIbHO MCMOJIb30BaHHE HE MeHee 2-3-X MHOCTPAHHBIX UCTOYHHUKOB (MU
50% ot Bcell ucnoab30BaHHON JUTEpaTyphl). CChUIKA Ha XKypHad «Arts
Academy» npuBETCTByeTCH.

Cnucok ucnonv308anHvlX UCHIOYHUKOE NPUBOOUMCA 6 NOPAOKe
yumupoeanua pabom ¢ mexcme. B Tekcte cTaThu JaeTcs MOPSAKOBBIN
HOMEp MCTOYHMKA W3 CIHMCKA IUTHPYEMOH JMTEPaTypbl B KBaJIpPaTHBIX
CKOOKax, uepe3 3amsiTyi0 — HOMep cTpaHulbl B uctounuke (IIpumepst:
[17,¢c.25], [3, c.36]). bubnuorpaduueckasi 3amuch BHIMOIHIETCS HA SI3bIKE
opuruHaia. (CM. MpuiIokKeHue 3).

ITocne cnucka MCMONB30BAHHBIX MCTOYHUKOB NMPHUBOAUTCS CIUCOK
UCIOJIb30BaHHBIX UCTOYHHUKOB B poMaHckoM andasure (References) mo:i-
HOCTBIO OTAEIBHBIM OJIOKOM, TIOBTOPSISI CHUCOK MCIIOJIb30BaHHBIX MCTOY-
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HUKOB K PYCCKOS3BIYHOM YacTH, HE3aBHCHUMO OT TOTO, UMEIOTCS B HEM
MHOCTpaHHbIe UCTOYHUKH WK HeT. Eciiu B ciMcKe ecTh CChUTKM Ha MHO-
CTpaHHbIE MyOIMKALIMU, OHU TTOJIHOCTHIO MTOBTOPSIOTCS B CIIMCKE, TOTOBS-
uieMcsi B poMaHnckoM andasute (marununa). Ha caiire http://www.translit.
ru/ MOXHO OOPaTUTHCS K MIPOrpaMMe TPAHCIUTEPALUU PYyCCKOTO TEKCTa B
JATUHMILY, KOTOpast HAXOAUTCS B OTKPBITOM JIOCTYTIE.

8. Kparkue cBenenust 00 aBTopax CIEIyIOT MOCIE CHHCKA UCIOIb30-
BaHHBIX HCTOYHHUKOB (CM. TIPHIIOKCHHE 2).

CxeMbl U pUCYHKH PEKOMEHYIOTCSI BCTABUTh B OCHOBHOM TEKCT, a TaK-
e MPUIOKEHBI OTJCIIBHBIMU (paiiyiaMu B JIFOOBIX Tpaduieckux hopmarax
(JPEG, TIFF, BMP u nap.). Bce wumtoctpanuu 10KHBI OBITH TTOAMUCAHBI
Y TIPOHYMEPOBaHBI MO PUCYHKOM (CM. IpUJIOKEHHE 4).

Texnnueckoe oopmieHHE CTaTbU JOKHO COOTBETCTBOBATh CIIEIYTO-
M TpeboBanusIM: 00beM ctarbi — 10-20 ThIc. 3HaKOB. DopMaT: KOM-
npl0TepHbIH Habop B Gopmare Microsoft Word (¢ pacumpenuem *.doc,
*.docx, *.rtf); mpugpt — Times New Roman u Times Kaz, 14 keris B oc-
HOBHOM TEKCTe, 12 — B MpUMEYaHUAX, pE3IOMe, MOAMUCAX K PUCYHKaM U
tabnauuam. [Ipumeuanust (CHOCKH) MOCTPAaHUYHBIE, CTABATCS C UCIIOIbB30-
BaHUEM (QyHKINU «CHOCKa» (ctrl+alt+f) B mporpamme « Word». KoniieBbie
CHOCKHM HE€ MCIO0JIb30BaTh. MEKCTPOUHBIA MHTEPBAJI — OJMHAPHBIN, BCE
1oJisi — 2 ¢M, BBIpaBHUBAHUE MO MUpPUHE. AO3aIbl OTMEUAIOTCS OTCTYTIOM
B 1,25 cM (HO HE C IOMOIIBIO TaOYIISAIUN WK TPOOEIIOB); MHTEPBAT MEK-
ny ab3anamu — oObIyHbIN. KaBbluku — THNOrpadcKie «», BHYTPH LIUTAT —
oObIuHbIC . banemuvle mepmunsl nuuwiymcs no-gppanyyscku (En dedans,
Tendue, Leve). Jlatpl 0003Ha4atoTcs upamu: BeKa — pUMCKHMH, TOZBI U
JECATUIIETUS — apaOCKUMH.

Hanomunaem, agmopvl cmameii Hecym ROIHYI0 OMEEMCHEEHHOCHb
3a MOYHOCHb U 0OCHOBEPHOCIb C8E0eHUIl, UUMAN, CCHLIOK U CRUCKA
UCNOIb306AHHBIX UCHIOYHUKOB.

Cmampuu, ne coomeemcmeyroujue npooiemamuKe HcypHaia u @vl-
UWIEONUCAHHBIM MPEOOBAHUAM, PEOAKUUOHHBIM CO6EMOM He DPACCMA-
mpueaiomcs.

@aiin cTarhbu cielyeT Ha3BaTh MO (PaMUITUKM U WHUITUATAM [IEPBOTO aB-
Topa (Hanpumep, XKymaror A.N.doc mu6o Zhumatov A.l.doc). Pykormck
CTaTbU CIENYeT TIIATEeIbHO BHIBEPUTH U MOANKUCATH BCEM aBTOpaM Ha Mo-
CJIeZIHEN CTpaHHIle OCHOBHOTO TeKcTa. CTaThy MoJuIekar o0IIeMy peak-
TUpOBaHuUIO. [IpeicTaBieHHbIe CTaThH aBTOPaM HE BO3BPAIIAIOTCSI.

Bce crarbu perieH3upyoTcs YieHaMH peAaKIMOHHOTO COBETa )KypHasia
«Arts Academy» MM dKCTIEpTaMu B COOTBETCTBYIOIIEH obnactu. Peren-
3€HTa OIpEe/eIsieT peaKoulerus. Perien3nn aBTopaM Ha pyKH HE BBIIAIOT-
csl.

IIpocsda k aBTOpaM craTel MPeACTABIAATH BeCh MaTepuasl B O/-

HOM JIOKYMEHTE (OQ!HOM ggaifme[ U TOYHO CJIea0BaTb HpaBI/IJIaM npu
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0(popMIICHUH CTATHM.

TekcT cTaTbm NPEeOCTABIACTCS 6 21EKMPOHHOM U OYMAIHCHOM 6a-
puanme 10 anpecy: 010000, . Hyp-Cynran, yn. ¥uel nana 9, Kazax-
CKasl HallMOHAJIbHAA akazieMus xopeorpaduu, opuc Ne471 unu Ha e-mail:
artsballetO1 @gmail.com

Tpunoowcenue 1.
Ipumep opopmnenus nepsoti cmpanuybl cmamou

MPHTH 18.49.01
I'1O. Caumosa’
'Kazaxckas nayuonanvHas akademust xopeoepaguu
(Hyp-Cynman, Kazaxcman)

HALIMOHAJILHBIN TAHEI KAK ®PAKTOP COXPAHEHMUSI
Y ITPOTOJIKEHMSI TPA TUIIHAA

AHHOTaNUA

B cmamve noonumaemces npobrema HayuoOHANLHO20 MAHYA U HAPOOHO20 XYOOJice-
CMBeHH020 meopuecmed. A6mop usyuaem poib u 3HAUeHUue MaHYe8atbHo20 QonbKIopd,
npoonemy COXpaweHus MaHyesanrbHo2o Haciedus. B cpasnumenvHo-conocmasumens-
HOM aHAnu3e paccMampusaemcs manyesanbtvle mpaouyuu Hapooos, NPOICUSABUIUX
Ha mpanckonmunenmanvrom nymu (Benuxuii [llenxosuiti nyms), coeounasuem cmpamul
Bocmoka u 3anaoa.

Knrwouegvie cnosa: ponvrnop, nayuonaibHulli maney, SMHOKYIbmMypd, mpaouyuu, 6a-
nemmeticmep pummogopmybl.

BBenenue. TeKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT
TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT

MeTonbl ucciieoBaHusi. TeKCT TEKCT TEKCT TEKCT TEKCT TEKCT
TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT NEKCT TEKCT
TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT
TEKCT TEKCT.

O030p JuTepaTypbl 0 TeMe. TEeKCT TEKCT TEKCT TEKCT TEKCT TEKCT
TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT NEKCT TEKCT
TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT
TEKCT TEKCT.

Pe3yabTarhl uccjienoBaHus. TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT
TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT NEKCT TEKCT
TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT
TEKCT TEKCT.

BbiBobI. TeKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT
TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT NEKCT TEKCT TEKCT TEKCT TEKCT
TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT TEKCT.
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