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BAJIET OHEPI
BALLET ART
BAJIETHOE HCKYCCTBO

MPHTH 18.49.01

I'T. JKymaceumosa’
'Kazaxckas nayuonanvhas akademust xopeocpaghuu
(Hyp-Cynman, Kazaxcman)

BAJIET «KOIIIIEJIUS» HA CHEHE TEATPA
«ACTAHA OIIEPA»

AHHOTAUA

Cmamus nocssujena npemvepe komuyeckozo banrema Jleo Jlenuba «Konnenusny 6
xopeoepaguu 00Ho20 u3 evioarowuxcs baremmeticmepos XX eexa Ponana Ilemu. Hosoe
€80€00pasHoe npoUmeHUe U36eCIHO20 NPOU3BEOCHUsl KIACCUYECKO20 HACNEOUs INOXU
pomanmuzma OblI0 HeOOHO3HAYHO NPUHAMO HA npembvepe 3mo2o barema 6 Ilapuoice 6
1975 200y, koeda xopeozpaga 068uHsIU 6 CMPAHHOM CIUILe, 20€ KIACCUKA MUPHO YIICU-
sanacs emecme ¢ osudicenuamu eapveme. Iocmanoska banrema Ovina ocywecmeanena ac-
CUCMENMOM, a HblHe XpaHumenem Hacieousi uzeecmuozo xopeozpaga Jlyuooicu bonunu,
KOMOpUlil 8 c60e 8peMsi MAHYesal 8 JMom baieme.

Knrwouesvie cnosa: Ilemu, cnekmaxnw, xopeoepag, Kykuvl, «Konnenusy, xopoe-
banem.

I'T. JKymacetiimosa’
'Kazax ynmmuix xopeoepagpus axademuscol
(Hyp-Cynman, Kazaxcman)

«ACTAHA OITIEPA» TEATPBIHBIH CAXHACBIHIA
«KOHITEJUS» BAJIETI

AHHOTANUA

Maxana XX zaceipoviy keprexkmi xopeoepagher Ponano Ilemuoiy xopeoepagu-
scvinoazel Jleo [enubecmiy «Konnenus» xomeousnvlx Oaneminiy npembepacvbiHa ap-
Hanzan. Pomanmusm 02yipiHiy K1ACCUKANbIK MYPACHIHbIY UL MYbIHObICHL JHCAHA Kbl-
potnan 1975 oaceinet Ilapuoicde ocel baremmiy npembepaculHoa KadblIOaHObl, Ol Ke3
KIACCUKa MeH 8apbeme KO32alblCMapblHbly Oellbim api epKiH YilecKeH CMmui YuliH
auvinmaegan xe3 oonamoin. banemmi Jlyuoscu Bonunu Kouzau, ke3iHoe ocvl baremme
bunezeHn, coOan KelliH amakmsl Xopeoepagmvly accucmenmi 0012aH, anl Kazipei Kesoe
MYPACbIH CAKmMayulvl.

Tyitinoi ce3oep: [lemu, Koiiviibim, xopeoepadp, Kyvipuiakmap, Konnenus, kopoe-
oanem.
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KAZAKH NATIONAL ACADEMY OF CHOREOGRAPHY

G.T. Zhumasseitova’
'The Kazakh National Academy of Choreography
(Nur-Sultan, Kazakhstan)

THE BALLET «COPPELIA» ON THE STAGE OF THE ASTANA
OPERA THEATER

Annotation

The article is dedicated to the premiere of the comic ballet Leo Delibes “Cop-
pelia” in the choreography of one of the prominent twentieth-century choreographers
Roland Petit. A new peculiar reading of the famous work of the classical heritage of the
Romantic era was ambiguously adopted at the premiere of this ballet in Paris in 1975,
when the choreographer was accused of a strange style, where the classics coexisted
peacefully together with opera and vaudeville tricks. The ballet was staged by an assis-
tant, and now the custodian of the heritage of the famous choreographer Luigi Bonini,
who once danced in this ballet.

Key words: Petit, performance, choreographer, dolls, Coppelia, corps de ballet.

IlepBoii mpembepoii GaeTHOM Tpymibl TeaTpa «Actana Onepay B
sToM ce3oHe ctan Oaner «Kommemus» Jleo Jlenuba. banert, rae ucropus
1r00BU M 0OMaHa ObliIa MOCTPOEHA HA OCHOBE CIOKeTa HOBeJUIb [opmana
«Ilecounslii yenoBeK», BIEpBbIE OBbUI MpEACTaBIEH OaleTMencTepoM
Aptypom Cen-Jleonom B [Tapmxe B 1870 roay [1, c.219]. DTa mocraHoBka,
CUMTAIOLLAsACS JIy4IIUM TBOpeHUEM B TBopuecTBe CeH-JIeoHa, 3aBepuiniia
3MOXy pomMaHTHU3Ma B Oanete. M3BecTHbIl xopeorpad xopmx bananunn
B CBOE BpeMs NIHCAI: «... TOrAa Kak <«OKusenb» mpu3HaHa BenUuainiien
Tpareaueil B ucropuu 6anera, To «Komnmenus» — Benuuaiiias u3 xopeo-
rpapuueckux komeauit» [2]. Eciu B 6anerax «Cunbduna» u «Kuzenb»
aBTOPBI YBOJAWJIM CBOUX I'€POEB U 3pUTENCH B MOTYCTOPOHHUNA MHp (aH-
Ta3ui U BO3AYLIHBIX I'pe3, TO B O6anete «Kommenus», HAIPOTHB, aBTOPHI,
CMesiCh HaJl BBIMBIIIJICHHBIM ()aHTAaCTUYECKUM MHUPOM IJIaBHOTO Teposi, B
(uHase BO3BpAIaIN €ro 0OpaTHO B PeasIbHYIO KHU3Hb.

«Kommenuto», ¢ 0JHON CTOPOHBI, MOXKHO CUUTATh IETCKUM OAJIETOM,
C APYTOi CTOPOHBI, 3TO OJUH U3 JYUIIUX KOMUYECKUX 0aJIeTOB B aKaJeMHU-
yeckoM ctuJie. [Ipu nepBom npencrasienun 6anera B [lapuxke oH sBisics
aOCOIOTHBIM JIMJIEPOM IO KOJIMYECTBY CHEeKTakiel B ce3oHe. [locie 6a-
JIeT CTaBMIIM TaK e JacTo, Kak B Poccunm, Tak u Ha 3amazne. B cBoeii mo-
ciieiHelt paboTe, IOCTaBICHHOMN 3a ueThlpe Mecsina 1o cmepth, Cen-JIeon
MPOSIBIII ce0s HACTOSIIMM IpeACTaBUTeNIeM (PpaHIly3CKOM LIKOJIBI 6asneTa,
HO IIPU 3TOM U UCKYCCHBIM BBLIYMILIUKOM. «IJ1aBHast CHOCOOHOCTD U yMe-
Hue Cen-Jleona u3o0pectu ClEHUYECKUI (OKyC-aTTPaKIMOH, TOPA3UTh
OCTPOYMHOMW BBIIYMKOH, 3 peKTHOIl TearpayibHON 3areeit. «Kommemms»
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U CKJIQJbIBAJIACh U3 MOJOOHBIX 3aTe€W, OCTPOYMHBIX aTTPaKIMOHOBY» [3,
c.67].

WHTpura npembepsl Tearpa «Actana Onepay» B TOM, UTO HaM Mpe-
crasuiu «Komnmnenuio» B xopeorpaduu Ponana [letn, oAHOTO U3 UMEHUTBIX
TaJaHTIMBBIX XopeorpadoB XX Beka, KOTOPHIHA B CBOE BpeMsl IIEpEBEPHYI
NpecTaBiIeHNus OOJBIIMHCTBA O KIACCHUYECKOM TaHIE B CBOMX IOCTa-
HOBKaX, CMeJI0 KOMOMHHPYS €r0 ¢ 3JI€MEHTaMH MOMYJSPHBIX 3CTPaIHBIX
TaHLIeB. BTOpOl MHTEPECHBIM MOMEHT: Xy[dOKECTBEHHBIH PYyKOBOAUTEID
Tearpa ANThIHall ACbUIMypaToBa, BeAyllas aKTUBHYIO pabOTy IO MOMoJ-
HEHMIO perepTyapa Tearpa JIy4lIIMMHU MUPOBBIMH OaleTHHIMH MOCTAHOB-
KaMu, B CBO€ BpeMsl TaHIIeBajia 3TOT Oajer BMecTe ¢ camuM [leTu Ha ciieHe
Mapcenbckoro 6anera. U emie onuH He MeHee BaKHBIH aCIEeKT MOCTaHOB-
KU: Ha ClieHy Tearpa «Actana Onepay» Oaner nepenec Jlynmxu bonnno,
KOTOPBIA B CBOE BpeMs TOXKE€ TaHLeBall Ha llapuikckol mpeMbepe 3Toro
Oanera. IMEHHO OH TOcCJe 3aBEpLICHUS apTHUCTUYECKOM Kapbepbl CTal
aCCHCTEHTOM Xopeorpada, a Mocjie ero CMepTH XpaHUTENIeM HacCleaus,
ocymiecTBiss ¢ paspemenus ®ouga «banersl Ponana Iletn» (Opanums)
MIOCTaHOBKH Xopeorpada 1o BceMy MHUpY. DTO O3HAYaeT, YTO Tearp «AcTa-
Ha Onepay nosryuun 0ajneT U3 NepBbIX PYK U JaHHAs TIOCTAHOBKA SBISETCA
TOYHBIM BOocco3gaHueM Oaneta [leTu He Tonbko B Xopeorpaduu, HO U B
CIIeHOTpa(HU U KOCTIOMAX.

K stomy croxery Ponan Iletn obparuics B 1975 roxy, rae raBHas
poib CBaHWIIB/IBI IPEIHA3HAYAIACH €10 JIIOMMOH skeHe U My3e 3u3u JKaH-
Mep. Ho B ¢BsA3M ¢ TeM, 4TO BO BpeMs PENETULIMI OHA IIOIy4Yusa TpaBMy,
xopeorpady NpUILIOCh HEMHOTO U3MEHHUTD IEPBOHAYAIBHYIO KOHIETIIIHIO
U BBECTU B OaneT KykoibHYy!0 CBaHWMIIBAY, KOTOpas TaHIyeT HapaBHE C
IJ1aBHOM repouHel. Onupasich Ha KOHIENINI0 0ECCMEPTHOTO MPOU3BEIe-
Hus ['opmana, xopeorpad 10CTaTOYHO CUIIBHO COKpATUII OaJeT, OTKa3aics
OT MHO>)KECTBA MAaCCOBBIX TAHIIEB M COCPEIOTOUNI BECh CIOXKET OanieTa Ha
11000BHOM TpEYTOJIbHUKE: OTYasHHasi U peBHMBas AeBylika CBaHWIbAA,
ee sxeHNX PpaHI] ¥ BIIOOUBIINICS B KyKIIy KyKOJIBHBIX €1 Mactep Kor-
NeJNyC, PoJib KOTOPOro Xopeorpad ¢ camMoro Havaja COUMHSUI Ui ceds
U TaHLeBan 3Ty mapturo noutu 1o 70 netr. Kpome toro, Iletn nepenec
neiicTBue B HEOOMBINOH (hpaHIly3CKUil TOpo/IoK Oe3 Ha3BaHUsl, Maccy OJlel
B KOCTIOMBI 110 Mojie Bropoii ummnepuu, riae kopaedaneT BechbMa TOHKO U
n300peTaTeNbHO OTIISICHIBACT Yapall U Ma3ypKy B HEOOBIYHOM CTHIIE.
B cBoe BpeMsi 3TH M3MEHEHHsI NMPHUAAIH IIyM IpeMbepe 3Toro Oanera B
[Tapuxe, xorna xopeorpada OOBUHSIM B CTPAHHOM CTHJIE, TJI€ KJIacCHUKa
MHPHO YKHMBAJIACh BMECTE C ONEPETOYHO-BOACBWIBHBIMU IIPUEMAMU U
TaHI[AMU BapbeTe.

baner «Konnenus» B xopeorpaduu Ponana Iletu momyuunics ser-
KHUM, U3SLIHBIM, BECEIBIM U OCTPOYMHBIM, HO IIPX 3TOM U HEMHOTO I'PYyCT-
HBIM, UMEIOIUM IITyOOKHH MOATEKCT U BTOPOH IuIaH. [ 1aBHbIE UyBCTBa B
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Oanere — ATo T000Bb, PEBHOCTH, CTPACTh, TPYCTh, HEpa3aeIeHHas TI000Bb
1 otuasiHue. JIFoOOBHBINM TPEYTONBHHUK MPOUYUTHIBACTCS TOCTATOUHO SICHO:
Canunbaa BimtoOneHa Bo @paniia, TOT — B KYKITy, MOX0XKYt0 Ha CBaHHIIb-
1y, KOTOpasi, B CBOIO O4Yepe/lb, SIBISIETCS TAMHON U HEAOCTHKUMOM JIF000-
Bbt0 Konmenuyca.

JleiicTBue OaneTa HAYMHACTCS C YBEPTIOPHI, KOTOPSI BOCTIPOU3BOIUT
3BYKHM LIAPMAHKH, HACTPaMBasl 3pUTEIEH Ha KYKOJIbHOE MPEICTABICHHE.
Korga oTkpbiBeTcs 3aHaBec, Mbl MOMA/1aeM Ha ITUIOLIAAb NEepe] Ka3apMoi,
TJI€ COJI/IaThl B MyHIMPAaX ¥ KHBEpPaX aKTUBHO 3aUTPHIBAIOT C OAPBIIITHSIMU B
IUIATNKAX ¥ [JIaThSX C MBIIIHBIME 000pPKaMH, IO XOAY BECEN0 OTIUIICHIBAs
yappaami. Tanen nogpyr CBaHUIBABI, OOMIBHO MPUITPABICHHBIA BUXJISTHH-
ssMu Oeniep, BCKUHYTHIMH B KAHKaHE HOXKKaMU, XUXUKAHBSIMU B KYJTaYKU
BO3JIyIIHBIMU MOLETYSIMH, Cpa3y 3aJaeT ONPEACICHHbI HACTPOI BCEMY
JanbHelIemMy aercTBrio. Xopeorpad ¢ pagoCcThio MOTPYKaeT 3pUTENs B
MUp OTMEPETOYHON JIETKOCTH, MPUAYMBIBasi pa3HOOOPa3HbIE TAHIBI B 3TOM
CTHIIE.

3arem nosisercs CBaHWiIbAa ¢ noapyxkkamu u dpaHi, KOTOPHIi
rOTOB 0€3 KOHIIa CMOTPETh Ha OANIKOH, TAe CUIUT €ro TaiiHas T000Bb, 00-
MaxuBasch BeepoM. lllycTpass CBaHUIIbIa M YBEPEHHBIN B CBOEH HEOTpa3-
uMoctu PpaHil BBISICHSIOT OTHOILIEHUs. Bce aMoIMu U 4yBCTBa repoeB
nepeIaHbl uepe3 TaHell, 00bICHEHHS MEX Ty TTIaBHBIMU TE€POSIMHU ITPOUCXO-
JST B BBIPA3UTEIBHBIX MyJTax, KOTOPHIE TIOCTABIEHBI ¢ OONBINON (aHTa-
3Wel M CTHJIBHO, YTO BCETNa OTINYalo Xopeorpadudeckuii mouepk Iletu
OT ApyTux OajeTMercTeposB.

Camoii spKo¥# U BBIpa3uTEIbHOH CIIEHOH 0ajieTa B MOeM BOCTIPUSTHH
CTaJa ClieHa BToporo akrta, rae Konmennyc 6epet cBoro CBaHUIIBAY-KYKITY
Y BallbCUPYET C HEll Mo KOMHAare, npenaBasch ¢paHTasusMm u moosu. Ciie-
Ha MPOHM3aHa IOMOPOM U CapKa3MoM, TaifHO# u BonmiedcTBoM. Korga mo
Bonie6cTBy numkak Kommenuyca npeBpaiiaercsi B BeuepHuit ¢hpak, 3pu-
TEJb MOYTH HAYMHAET BEPUTD, YTO MY YIACTCS O)KUBHUTH CBOIO JIIOOUMYIO
KYKYIly, BIOXHYTb B He€ >ku3Hb. Ho.... PUTyan marnueckoro oxuBJICHHUS
KYKJIBI IPOMCXOAUT TOTAa, korna Konmnenuyc, o0HapyxuB @paHiia B cBoe
KBapTHUpE, MOUT €0 BUHOM M YCHITUISIET. A Janee Mbl BUANM, Kak Ojaro-
naps crsiemy @paHity v BoNeOHbIM 3aKIHHaHuAM, CBaHUIIbIA 3aCTaB-
nsieT noBeputh Kommnenuyca B ee okuBiieHHEe. Tem ropiie ero npo3peHue,
9TO 3T0 ObUT 0OMaH. TBOpUYECKUI TOPHIB CMEHSIETCS KPAXOM WILITIO3HIHA, TIIe
Yy[aK BBIIIIUT OAHOBPEMEHHO CMEIIHBIM M kalkuM. [letn 3aoctpser
BHHUMaHUE Ha Cy/Ib0e XYyIOXKHHKaA, 0 Oe3pa3aenbHON JI00BH co3aarens K
CBOEMY TBOPEHHIO, MOKHO MpoBeCcTH napayienu u ¢ «[lurmanmonom» b.
[oy.

Konmenuyc mo 3ampicity xopeorpada — 3TO HE CTapblii YeNIOBEK,
KakiuM OOBIYHO €ro MpeJCTaBISIIOT B Kiaccuyeckon «Kommenum», a Ha-
MPOTUB, BeCbMa W3SIIHBIN, 1IETOJEBAThI Uynak. TakuM ero BUIEN cam
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xopeorpa¢ Ileru, TakuM cTaparoTCsl MPEACTaBUTh €r0 U HCIOIHHUTENH,
BUJICBILIME B CBOE BpEMs B 3TOM 00pa3e camMoro rnocraHoBuvka [4, c.17].
B 0anere 3TOT 00pa3 Urpaer BaxHyI0 poib, OH XOTh U TPETUH B 3TOM TpEY-
TOJIbHUKE, HO B BOCHIPUSATHH CHEKTAKJIS BBIOOP UCIIOIHUTENIS 3TOW MapTHH
O4YeHb BakeH. B mepBbIil AeHb mpeMbepbl 00pa3 Konmenunyca BOMmioTHI
cam Oanermeiicrep-noctaHoBIIMK Jlymmku bonuno. O6pa3 momyuwmiics
BeCbMa 00aATeNbHBIM, )KUBBIM, IIPU ATOM B HEM YYBCTBOBAJach Ieyalb,
KaK y KJIOyHa C TPyCTHBIMH IVIa3aMH, HEBOJBHO BO3HUKJIM aCCOLMALIUU U
¢ obpa3zamu Benukoro YaruivHa, r11e Bpoje U CMEIIHO, HO OTHOBPEMEHHO
U IPpyCTHO. MacTepCTBO U ONBIT UCIIOJHUTEINS YNTAINCh B TOHKOW HIOAH-
CHUPOBKE Ka)JI0T'0 KECTA, IPOHUKHOBEHHOM aKTEPCKOW UTPE B TAHTOMHUM-
HBIX CLIEHAaX BO BpeMs AuasioroB co CBaHMIIBAOM.

Kormnmnennyc B HCIIOTHEHUH ONBITHOTO coMCcTa Oanera Hamei Tpyn-
nbl Pycrema CeliTOekoBa MoMy4ymiicst APYyruM, HE MEHee TPOoraTeIbHbIM U
obastensHbIM. Ero Konnennyc — HecyeTuBbIi yynak, pemeHHbli B KOMU-
YEeCKOM KITto4e, 0e3 rpumac 1 )keMaHHbIX 1103. Ecii ero nepBoe nosiieHue
Ha crieHe ObLIo He cToNb 3((eKTHBIM, Kak Yy BOHMHO, TO BO BTOPOM aKTe
OH IIPEJCTaJI POMAaHTUYHBIM ¥ OCTPOYMHBIM IOCIIOIMHOM, YMEIOLIUM Kpa-
CHBO yXa)XKHMBaTbh 3a CBOEH KyKoibHOI CBaHMIIBAOM, rje OOJbIIYIO POJb
urpany 3a0aBHbIe MEJIOYH B JKECTaX U MaHTOMHMHOM Urpe.

Ha npembepy nmoxnroroBmiu 18a coctaBa. Camasi TpyHast poJib B Oa-
aere — 3To o0pa3 CBaHmIbABI. OHA HAXOIUTCS Ha CIIEHE Ha MPOTSHKEHUU
BCETO CIEKTAKIIsl, €€ NMapTUs HAChILIEHA MPBDKKAMHU U MEJIKOM TEXHUKOM,
JBIDKEHUSIMM B HEOOBIYHOM cTmiie IleTH, TakuM HempUBBIYHBIM ISl UC-
MOJTHUTENNBHHUL, 00YYaBIIUXCS MO MPUBBIYHON METOJUKE KIaCCHYECKOTO
taHa. Kykiel CBaHUIBABI MOXOXKHU Ha kMBYH0 CBaHWIIbIY, a OanepuHa
CBaHuIbAA OJIKHA ABUTAThCS KaK KyKJIa, BCE IBUJKEHUS YETKUE, OTPBIBU-
ctole. [Tapturo CBaHWIIB/IBI TOATOTOBHIIM JBe OanepuHbl. O6e CBaHMIBIbI
ObUIN XOPOLIH, 0COOEHHO B CIIEHAX, I7Ie OHU TaHIIEBaIH ceOsl.

B nepBeiii nens TaHueBanta Airepum bekeraeBa, onbiTHas O6anepu-
Ha, 3apEKOMEH/I0BaBIIast ce0s Kak MpeKpacHas UCIOJHUTENbHHUIA JTUPH-
KO-ZIpaMaTH4eCKUX 00pa3oB, OJapeHHAs XOPOLIMMM MPHUPOAHBIMH JaH-
HBIMHM, C YAJIMHEHHBIMU JIMHUAMU. bbUl0 MHTEpEeCcHO yBUIETh bekeraeBy
B KOME/IMHU, OHAa pacKpbulach B 3ToM Oanete. M3siiHas, BeIpasuTeabHas,
JIOCTAaTOYHO XOPOILIO OCBOMBIIAs cTUIIb [leTu, mpogeMoHcTprpoBaia Msr-
KHMH IPBDKOK, OBJIAJIEHUE METIKON TEXHUKOM, HEOKUAAHHBIMU [IEPEXOAAMHU
13 pa3BEpHYTHIX NMO3ULUI HOT B NIPSIMBIE, C AaKLIEHTAMU JBW)KEHUI HA I10-
clieqHUE HOThI. B kanpu3Ho-urpuBoM tanue CBaHWIbbI MHOTO JKEMaHHO-
CTH U CTpEJsHbs TJ1a3aMu, Ie OanepuHa Obula oyapoBarenbHa. B menom,
€l yAaJI0Ch B TAaHIIE U IUIACTUKE NEpeaaTh pa3HUILy, KOrja €€ IaBHasl re-
pouHs ObLTa BIIOOIEHHON OOMKOM AEeBYIIKOM, 3alUIAIOIIEH CBOETO JItO-
OMMOTO U MPUTBOPSIIACH KYKJIOH.

Bo BTopoii npembepHsIii neHb TaHleBana [llyreina Anenxan, coBcem
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MoJonas OajepuHa, BIepBble 1e0I0TUPOBaBIIas B IMIaBHOM maptuu. B ee
TaHIle ObljIa OYapoBaTeIbHA Ta MPUPOAHAsS TpalHsl U IeTCKasi HAUBHOCTb,
KOTOpBIE IIPUCYILHU €1 KaK B CUILY FOHOTO BO3pacTa, Tak U €€ FepouHe, M
KOTOpOH BCE MPOUCXOAMT BIIEPBHIE — JIIOOOBb, PEBHOCTH, MEPBBIH MOIe-
nyi... B ee ucnonHeHun TpeOyOT A0paOOTKU CLEHBI, I1€ 3pUTENb J10JI-
JKEH YBUJETb MEXaHUYECKYIO KYKIY, 31€Ch II0Ka HE XBAaTAET KYKOJIbHOU
YEeTKOCTU U 00Jiee TIOITHOTO MEPBOIUIOIIEHHS B O3 yITHbII ClIEeHUYeCKUHA
o6pa3. Hy u, koHeuHo, el erie HaJjo OKPEeNHyTh (PU3NUECKH, TOpadboTaTh
HaJl TCXHUKON ¥ YMCTOTOU TaHLA.

Ponp ®panna TanneBanu npeMbep Tearpa baxtusp Anam>kaH U BO
BTOpPOM JIeHb COMUCT ApMaH Ypa30B, KOTOPbII HE TaK AABHO Hadaj BbI-
XOIUTh B BEAYIIMX MapTHsAX. AamykaH ObUI OodyapoBaTeseH, Kak Bceraa
U3YMJISUI BUPTYO3HOCTBIO, UACAIBHBIMA MATKUMHU IIPBDKKAMHU, IEpeCceKas
CLIEHY OT OHOW KYJIHUCBI B APYTYIO, TPAllMO3HO OCTAHABIIMBAACH B KOHEU-
HBIX 1M03aX. YOeauTenbHa OblIa M €ro akTepckas urpa, riae 3puTeib MOT
MOYYBCTBOBaTh IOHOIIECKYIO MBUIKOCTh, OecIIadamHocTh 1 Mope obasi-
Hus. @OpanHi Ypas3oBa nokaszaiucs 0ojiee JTUPUUHBIM M MOJOKUTEIbHBIM,
MOKa MOJIOJIOW TAHIOBIIMK ObLT OoJiee COCPeOTOYEH Ha BBHINOIHEHUU
CJIOKHBIX 2JIEMEHTOB TaHIAa M BBICOKUX MPBIKKOB, HEXKEJIN Ha JTIOO0BHOM
urpe ¢ pasHbiMu CBaHUIIbIAMHU.

Ilox crarh sipKoil KajelaoCKOMMYHON Xopeorpapuu MpeacTanso u
creHorpaduueckoe oopmienue Oanera, BoloaHeHHOEe D1uno Dpupke-
puo u ®panka CkyapuanvHo. YCIOBHBIM (hpaHIly3CKUH TOPOAOK XYIOXK-
HUKHU IIPEICTABUIIM B BUJIE CEPOBATOM CTEHBI OTPOMHOI0 JJOMA C IIPOEMaMHU
OKOH U JIBEpei, cpeau KOTOpBIX Xopeorpad pa3zBopayrBall MU3aHCLIEHBI.
Bo BTopom axte 310 koMHarta Konmennyca, ciayxaiuas eMy MacTEpCKO.
I'maBHBIM 371€Ch CTa)I OOJIBIION TAMHCTBEHHBIN MIKa() KyKOJIBHOTO MacTe-
pa, KOTOPbI BpEMEHAMM O0XKMBaJ, IIPUBOAS B JBHKEHUE T'OJIOBBI U HOTH
XPaHSAIIUXCS TaM MaHEKeHOB. M Ha 3TOM HenpuMEeTHOM (oHe Lapuiio Oyii-
CTBO KpPacoK B KOCTIOMax JIEHCTBYIOIIUX JIUI] OaneTa — OpaBble Tycapbl B
MYHIUpax M KUBepax, OapbllIHU B LUIANKAX M Karopax, MeCTPhIX KpH-
HOJIMHAX C IBIIIHBIMH 00OpKkaMu. Becenoe oxuBieHne mogorpeBaia My-
3pIKa Jlennba ¢ ApKUMH 3aIIOMUHAIOIIMMUCS MEJIOAUSAMHU B MCIIOTHEHUU
OpKecTpa 1o yIpaBlIeHHeM MascTpo Apmana Ypasranuesa. CaM oH Tak
TEMIIEPAMEHTHO U BECEJIO0 JTUPHUKHPOBAJ, YTO HAOIIONATh 3a HUM OBLIO
OJIHO YIOBOJIbCTBUE.

HecmoTpst Ha BCIO HEMPUBBIYHOCTH XOpeorpapuueckoro TeKCTa, mo-
CTPOCHHOIO HAa NPUHIUIHNAIBHO UHOM, HEXKEIU B KIIACCHUYECKOM TaHLE,
JIBIDKEHUECKOW 2HepreTHuke, OanerHas Tpynmna Tearpa «Actana Omepa»
JIETKO M 3apa3uTeIbHO MCIIOJIHMIIA OCTABICHHbIE XopeorpadoM pazHOo-
Opa3zHble TaHIbl. TaHIIbI TycapoB ¢ OapbIIIHAMH U TaHIIbI IIECTEPKH OajeT-
HUI] B HCIIOTHEHUU KopjeOanera He pa3 CphIBaIM arIoAMCMEHTHI 3puTe-
neil. ApTUCTBI 6aneTa TaHIEBaIM C TAKUM YIOBOJIbCTBHEM U 3apa3uTellb-
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HOW PHEpruel, 4YTo He pearupoBaTh Ha 3TO OBUIO HEBO3MOXKHO. Ocolyro
aTMOC(EpHOCTh NMPOUCXOASIIEMY Ha CIIEHE ITpHUIaBalia urpa apTHCTOB CO
3pUTEISIMH, OHU 00paIaIiCh K HUM, BEJIM ¢ HUMH JTHAJIOTH. DTO ObLI Te-
aTp B TeaTpe CO BCEMU MPHUCYIIMMHU eMy aTpuOyTamu, IJe 3puTesn Obuin
AKTUBHBIMM YyYaCTHUKAMH, CMESJIUCh U OrOpyalIMCh BMECTE C T'€POSMHU.
VBepeHa, 6aneT MOHpaBUTCS KaK B3POCIHbIM, Tak U JeTsM. Teatp «AcTaHa
Onepay» ocyIecTBIII €LIE OAMH LIAr K PACIIUPEHNUIO CBOETO TBOPYECKOTO
JIMara3oHa, NOJIy4YMB B perepTyap KOMUUECKHUN OaeT OHOTOo U3 JyYIIuX
xopeorpadoB XX Beka U3 MEPBBIX PYK.
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GEORGE BALANCHINE'S BALLETS ON THE STAGE
OF THE ASTANA BALLET THEATER

Annotation
The article is devoted to the features of the neoclassical technique of George

Balanchine. The author considers the influence of master classes held by representatives
of the G. Balanchine Foundation in the context of expanding the creative range of the
Astana Ballet Theater troupe.

The stages of work on the "Serenade" and "Concerto Baroque" ballets to be pre-
miered in 2017 and 2019 at the Astana Ballet Theater are traced.

Key words: George Balanchine, neoclassical style, Astana Ballet Theater, dance

technique, "Serenade", "Concerto Baroque".

@.b. Mycuna'’
'Kaszax ynmmuix xopeoepagus akademuscol
(Hyp-Cynman, Kazaxcman)

ACTAHA BAJIET TEATPBIHBIH CAXHACBIHJAT' BI JIZKOPIK
BAJTAHYUHHIH BAJIETTEPI

AHHOTAIHUA

Maxana [owcopooc Bananuunuiy HEOKIACCUKANBIK MEXHUKACHIHbIY epeKuleniK-
mepine apuanean. . Bananuun KopulHbly 6Kindepi emKizemiH CeMUHApPIApObIH
«Acmana banem meampboly» MPYNNACLIHLIY WLIAPMAUBIABIK, WEHOEPiH KeHelumy ascbiH-
0a acepi Kapacmuipvlaaowsl. 2017 scane 2019 sucvinoapsl npembepansik cepenada Hcane
KOHYepmmix 6apokko baneminoeei dcymulc KezeHoepi Kapacmulpbli2aH.

Tyuinoi ce3dep: [icopoxc Bananuun, neoxknaccuxkanvly cmuib, Acmana 6arem
meampuwl, 6u mexuuxacwi, Cepenaoa, Bapokko konyepmi.

@.b. Mycuna'’
'Kazaxckas nayuonanvhas akademust xopeocpaghuu
(Hyp-Cynman, Kazaxcman)

BAJIETBI JUKOPI’KA BAJTAHYNHA HA CHHEHE TEATPA
ACTAHA BAJIET

AHHOTAHUA
Cmambs nocésiwyena ocobeHHocmam Heoxaaccuyeckou mexuuxu ocoposxca ba-
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JAaHuuHa. AGmop paccmampueaem GIUsHUE MACMEP-KIACCO8, NPOBOOUMbIX NPEOCMABU-
menamu Ponda [ic. banranuuna, 8 Kowmexkcme paculupenus meopyecko2o OUanazona
mpynnvl meampa Acmana banem. Ilpocnedcusaromes smanvl pabomul HAO daremamu
«Cepenaday u «Konwuepmo b6apoxkoy, npembepbl Komopvix cocmosiuce 6 20172, u
2019 e. na cyene meampa Acmana banem.

Knroueswte croesa: [ocoposxc baranuun, neoxnaccuxa, meamp Acmarna Banem,
mexnuxa manya, «Cepenaoay, «Konuepmo 6apoxroy.

Pic.1. 4 scene from the ballet Serenade.
Soloist — Tatyana Ten.

The idea to include George Balanchine’s neoclassical ballets in the
repertoire was born in the early years of the Astana Ballet Theater. In
2015, Nanette Glushak, a representative of the Foundation which was, es-
tablished in 1983 to preserve the heritage of the choreographer, was invit-
ed to master classes on Balanchine technique.

But the theater received an official permission to stage performanc-
es of the American neoclassic from the George Balanchine Foundation
later, when the technical perfection of the troupe became undeniable. On
May 25, 2017, the premiere of the Serenade ballet to the music of P.I.
Tchaikovsky. The most popular Balanchine ballet, staged in 1934 for stu-
dents of the ballet school created in America, is today the most performed
and beloved by audience.

Victoria Simon, one of the reputable transmitters of the choreogra-
pher’s legacy, came to staging a half-hour ballet. She staged 25 Balanchine
performances in 80 theaters of the world.

Victoria Simon took the technique of the neoclassical choreogra-
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pher at first-hand. After graduation from the American Ballet School she
joinedthe New York City Ballet troupe where under the guidance of the
master, she made a brilliant career and left the stage as a soloist. Therefore,
she knows well about all the pitfalls, which seems so simple and clear, of
Balanchine’s choreography. “First of all, the artists must have very good
training in classical ballet,” the choreographer said. “But the Balanchine
technique has its own peculiarities, and one of them is very fast, technical
work of the feet.” This is the problem of many ballet schools in the world.
When preparing Balanchine’s ballets it is also necessary to master special
classes on his technique” [1].

Classes in Balanchine technique became a real revelation for the art-
ists of the Astana Ballet troupe. The lesson began with careful work on
each movement, special attention was paid to tendu battement - the basic
basis of stop work.

“About two hundred different tendu battement combinations were
given by Victoria Simon,” notes Mukaram Avahri, the chief choreographer
of the theater. - at the lesson he the following principles guided of building
an exercise: a special culture and technique of feet, diverse musical align-
ment of the same combination of movements, lack of visible preparation
(préparation) for the main movement, strong and free, sometimes stylized
hands” [2].

The artists quickly learned the text, the tutors worked out the syn-
chronism of the corps de ballet movements, but the troupe had the main
task - to master the style of neoclassical choreography. It took almost a
year. And when the music ceased to be just accompaniment for the dance,
when it entered the blood and flesh of the performers, then they began to
dance not “to the music”, but to dance the music itself. And the magical
String Serenade of Tchaikovsky led them along the vast expanses of ab-
stract plotlessness, in which everyone can find close and understandable
feelings and images to him. “Serenade” performed by the Astana Ballet
Theater, has become romantic “dancing under the moon” with filigree
shades in changing moods, subtle stylization and freedom of indirect cita-
tion, a kind of neoclassical anthem to classical dance and romantic ballet.
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Pic.2. A scene from the ballet Serenade.
Soloists — Tatyana Ten, Dilara Shomaeva, Farhad Buriev

As the researchers of Balanchine's creativity note the founder of the
neoclassical trend introduced two main principles of American society into
ballet — business logic and artistic freedom. Unlike the strictly canonized
positions of the St. Petersburg school, of which he was a pupil, the chore-
ographer brought into his choreography the emotional spontaneity of free
dance, whose homeland is rightly considered America. To a greater extent
this was expressed in the freedom of hands, in a less degree — the body
and very little in the technique of legs, it remained classic, except that
it became faster and more masterly in the allegro section. “At the same
time, freedom of hands is not just an expression of emotions, but also a
technical necessity. This is very important for the swiftness and speed of
rotation, with which the choreographic text is rich in allegro, hands need
to be squeezed closer to the body, then the speed will be higher” [3] — said
the leading soloist of the theater Tatyana Ten, who brilliantly performs the
main parts in Serenade and Concerto baroque".

Balanchine’s choreography is a good guide for artists to cultivate
taste, sense of style and measure in the art of dance. A different way of
expressing classical choreography appears in the minds of artists: “The
body speaks of the greatness of the classics, and at the same time, a certain
game of freedom and immediacy is always present in the choreography of
Balanchine. There is no plot dramaturgy in this duality, but the plot exists.
There is always a plot, but it is like a plot in music or in abstract painting”
[2].

The choreographer did not like when his ballets called plotless, he
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preferred to say “storyless” (without narration), really, what story can be
in “Concerto Baroque” or Stravinsky’s Violin Concerto? The subject of the
story here is the music "I think like a dancer; I think in ballet pas. I don’t
care about characters, plots, philosophy" [4]

Balanchine’s art researcher O. Levenkov accurately noted that ...
the plot speaks of what happened. The abstract metaphysical ballet of Bal-
anchine speaks of what happens and what can be "[4].

Pic.3. Scene from the ballet "Concerto Baroque".
Soloists — Tatyana Ten, Farhad Buriev

The troupe and tutors needed considerable efforts to achieve this
metaphysical ease and freedom - to dance the essence of music in its tech-
nical and emotional perfection. Especially in the work on the second mas-
terpiece of Balanchine's "Concerto Baroque" to the music of the Concert
for two violins and strings D-moll by I.S.Bach. The ballet appeared in the
repertoire poster of Astana Ballet quite recently — on October 4, 2019.
With this premiere the theater opened its seventh season. “The test here
for the dancers was musicality,” says Nanette Glushak, spokesman for the
George Balanchine Foundation. “Concerto Baroque is a very complex bal-
let. And they learned the text in four days, which was the whole choreog-
raphy. We also prepared the second composition. In the second week they
worked on the style. | am amazed at the performance of the troupe, the
artists now have a very high level I saw this company in the first years of
its work and for six years there has been an incredible leap in technology,
I am amazed at such progress! Not every company can reach such level in
a short time” [5].
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Nanette Glushak, a graduate of the American Ballet school of, at
the beginning of her creative career, danced in the troupe of the New York
City Ballet, then became the soloist of ABT (American Ballet Theater).
For a long time she was the leader and choreographer of the ballet troupe
in Toulouse. Since 1987 Nanette Glushak has been a tutor for the George
Balanchine Foundation and a certified choreographer who knows the style
and choreographic text of the famous neoclassical ballets. Energetic and
persistent in work, she transferred Balanchine's performances to the stages
of the most prestigious theaters — Covent Garden, La Scala, Berlin Staat-
sopera, Mariinsky Theater, Stuttgart Ballet, Swedish Royal Ballet, Flan-
ders Ballet, Sweden and many other famous groups. They performed the
seemingly impossible ballet with the Astana theater artists — in two weeks
of hard work, they prepared a ballet that was the most difficult in style and
musical pace.

The researchers noted that George Balanchine understood music as a
structure, and choreography as architecture and construction, and built the
play of dance and musical forms in his ballets based on pure composition.
In the Double Concert, a perfect example of Bach's clavier-concert style,
the choreographer only followed the music, by making it visible.

The principle of competition, which are conducted by two violins
in this concert, is embodied on stage by two soloists (Tatyana Ten and
Nazerke Aymukhametova); a greater or lesser thematic saturation of the
entire musical fabric and an almost unceasingly active melodic movement
in the parts of the bowed ones were given to the corps de ballet. And this is
areal test for the troupe. Artists can’t enrich Balanchine’s laconic choreog-
raphy with either the flowery baroque style of Sleeping Beauty or the ac-
tor’s expressiveness of the usual dramatic ballets. There is only a complete
immersion in music, a complete merger with it, and impeccable technical
performance. Any inaccuracy, technical flaws or even unnecessary brush
movement breaks the graphic picture, thereby interrupting the sound of
music on the stage.

At the same time, in the first and third parts the most prominent the-
matic events are entrusted to the sound of the entire orchestra or to the uni-
son of the soloists and the orchestra. All these are clearly expressed in the
dance, the whole structure of the three-part concerto is visible in the struc-
ture of the choreography, which means the corps de ballet is constantly on
the stage, and sensitively follows the music. When the strings lead voices
that are counterpointing to the melodic lines of the soloists and participate
in “episodes” of a developmental character, it is very important for the
corps de ballet to enter on time, which is a stumbling block for many artists

“In Balanchine’s complex choreographic score, there is a shift in
emphasis to a weak proportion, and counterpoints, and polyphony. And
the movements fall on almost every note,” says Tatyana Ten, the leading
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singer or dancer of the Astana Ballet Theater. — In order to be in time, it
is necessary to correctly place accents. And yet, it’s very important to
consider that, the soloists and corps de ballet do not work synchronously,
everyone takes their own topics, and therefore, if you don’t hear music the
way the choreographer does it, it’s very easy to go astray” [3].

Balanchine was professionally versed in music and easily read the
score from the sheet, seeing the main and secondary themes, their devel-
opment, and ornamentation. He came to the hall with a ready-made vision
of choreography and gracefully translated music into a choreographic text.
Moreover, he was always in tune with time. The development of jazz in
the 40s could not but affect the sensitive to everything new George Bal-
anchine. The choreographer is well known for his use in dance the offbeat
term, which is typical for jazz music, the essence of which is to shift the
supporting beats from the first and third beats to the second and fourth.
This is not reflected in the musical notation, rather it is the internal state of
the performers. The nature of the sound in this case becomes more intense.
The jazz rhythmic pulsation inside the meter with a slight “falling” of al-
ternating beauties introduces additional rhythmic tension due to the con-
flict with the soloist’s metro rhythm. Balanchine brilliantly heard this pul-
sation in Bach's music (not without reason the great musician of the 18th
century jokingly called the first jazz composer) and revealed it in the rich
rhythmic pattern of the dance. Hence these syncopations, the “despair”,
each group has their own dancer’s score, they take their beat, creating a
complex picture of baroque music on stage.

“... It’s not so easy to come up with dances of appropriate intensity,
rhythmic constancy, diversity, technical mastery or proportional asymme-
try,” Balanchine wrote in the book “101 Tales of the Big Ballet”. — As a
cabinet-maker has to select wood for each particular product — palisander,
rosewood, heather or pine — so the choreographer is forced to look for a
dominant gesture, shade or palette of shades, a sequence of movements, a
spectacular range of changing patterns that will reveal to the eye that sen-
sitive hearing distinguishes in music” [6].

So in the middle, slow part of the concert, the orchestra (and on the
stage the corps de ballet) modestly recede into the background, while in
Adajio they are completely silent. The solo clavier enters into sovereign
rights and sings his lyrical melody in full tune. On the stage at the same time,
a lyrical duet reigns (Tatyana Ten, Farhad Buriev), which creates a captivat-
ing and poetic contrast with the boiling life of the first and third parts of the
ballet. The cantilena of movements is not interrupted for even a second, the
beauty of the lines, the masculinity of Farhad Buriev, the tender femininity
of Tatyana Ten, contrary to all statements about the ballet’s plotlessness,
give rise to a story, an eternal story about the confrontation and interconnec-
tion of male and female principles, about harmony and love.

18



SCIENTIFIC JOURNAL #4(13)

Pic.4. Scene from the ballet "Concerto Baroque".
Soloists — Tatyana Ten, Farhad Buriev

In this performance, talking about dance can only be inextricably
linked with Bach's music, which was excellently performed by a string
orchestra conducted by conductor Arman Urazgaliev. It should be noted
that throughout the rehearsal period, the artists worked under the phono-
gram of the concert recording performed by the Chamber Orchestra of
French Radio and Television, with prominent soloists — Yehudi Menuhin
and David Oistrakh. Therefore, Kalamkas Dzhumabaeva and Madina
Mukhamet-Yakupova, two solo violins, had to follow the pace that the
artists were used to during the rehearsal period. But the musicians not only
corresponded to a high standard, but also brought to life their own, unique
and harmonious sound.

The "Concerto Baroque" of George Balanchine performed by the
Astana Ballet troupe was enthusiastically accepted by the audience, and
the artists brought new experience and new breath. The future plans of the
theater include staging one of George Balanchine’s most complex ballets,
“Jewels,” sparkling with purple colors and virtuoso dance, the scene “Ru-
bies”. And then the evening of George Balanchine’s choreography will
sparkle with all the facets of the talent of the great choreographer, and the
troupe, having mastered this masterpiece of the master, will go one step
further in its performing excellence.
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T.2K. Moroanum’
'Kaszaxckou HayuonanbHoll akademuu UCKyccme
um. T. K. 2Kypeenosa
(Arimamul, Kazaxcman)

BBIEUPASI CBOM ITYTh: HCTOPUSA CO3IAHUS BAJIETHOI'O
CIHHIEKTAKJISA « CTPAHCTBHUSA KOPKBITA»

AHHOTaIHUA

B npeonazaemoii aemopom cmamve paccmampusaemcs HAYUOHATbHBIL Oaem-
Holl cnekmaxib « Cmpancmeus Kopkeimay, npemvepa komopozo cocmosnace 21 uions
2019 200a na cyene I'ATOba um. Abas. Banem 6 nocmanogke /Jamupa Ypazvimbemosa
ucnonnun IT'ocyoapcmeennvlii akademuueckuti meamp manya Pecnyonuxu Kazaxcman.
B nacmosweii pabome paccmampugaiomcs, acnekmsl cO30aHUsL CHEKMAKIS, USHYMPU
PACKPIBAIOMCS HEKOMOPble 0CODEHHOCMU PEeNneMUYUOHHO20 NpoYeccd 4epe3 MHEHUs.
NOCMaHosuuUKo8 u ucnonnumenei. Hemanosascuvim sensemcs 6gedenue 6 HAyuHblll 000-
POm ceedeHUll Om NePEOUCMOYHUKA.

Knrwouegvie cnoea: Cmpancmeus Kopxeima, Kopxwim-ama, [Jamup Ypasvimbe-
moe, kazaxckuii banem, monooou barem Aima-Amol, meamp Aroxanosa.

T.2K. Monoanum’
'T K. XKypeenoe amvinoazel Kazax yimmulk onep akademusicol
(Anmamol, Kazaxcman)

63 KOJIbIH TAHJIAY: KOPKBITTBIH, )KEPYUBIK I3EYI»
BAJIET CHEKTAKJITHIH KOUBLTY TAPUXbI

AHHOTAIHUSA
Aemop ycwvinean maxaraoa 2019 ouceinoviy 21 maycvimvinoa Abaii ameinoassl
MAOFT-0a npemvepacul emxen « KopKbimmuly dHcepyiblk i30eyi» yimmulx Oanem cnex-
makni kapacmuipvinaovl. Pescuccep Jamup Ypaszvimbemosmiy 6aremin Kasaxcman Pe-
cnybnukacvinvly Memnexkemmix akademusiiblk 6u meampul OpbiHOadvl. Byn sicymvicma
Cnekmaxaboi KYpy acnekminepi maikblianaobl, pexcuccepiep MeH OpblHOAYUbLIaPObIH
nixipaepi apkwiivbl penemuyus npoyeciuiy keuodip epexwenikmepi kopcemineen. CoHviMeH
Kamap Kaszax oanemi MApuxvlHuly OAMYbIHbIY JiCANSACHIH KOpCememin MaaiMemmin
SLILIMU AUHATBIMEA eHYl MAHbI30bl 00N MAbbIIAOb.
Tyiiinoi cozoep: Kopxvimmuiy scepytivik izoeyi, Kopxvim mypanet 6anem, Jamup
Ypasvimbemos, kasax banemi, Anmamor JKac 6anemi Aroxanoemoly meampeoi.

T.ZH. Moldalim’
'T K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)
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CHOOSING YOUR PATH: THE HISTORY OF THE BALLET
PERFORMANCE “KORKYT’S WANDERINGS”

Annotation

This article discusses the national ballet performance named Korkyt's
Wanderings whichpremiered onJune 21, 2019 on the Kazakh Stage Academic Ballet Theatre
named after Abay. The ballet staged by Damir Urazymbetov was performed by the State
academic dance theater of the Republic of Kazakhstan. The aspects of the performance
creation are considered, some peculiarities of rehearsal process through opinions of
directors and performers are revealed. It is also important to introduce into scientific
circulation from the original source.

Key words: Korkyt’s wanderings, Korkyt-ata, Damir Urazymbetov, Kazakh
ballet, young ballet of Almaty city, Ayukhanov theatre.

B 1934 rony ¢ mosiBieHueM npodeccHOHATBHOTO OaIETHOTO HC-
KyccTBa B cTpaHe mepes; KazaxckuMm rocyaapcTBEHHBIM MY3bIKaJIbHBIM
TearpoM (HbIHE [OCyapCcTBEHHBIN akaJeMUYeCKHid TeaTp onepsl 1 Oae-
Ta UM. Abast) ObuIa MOCTABIICHA 3a/1a4a PAa3BUTHUS HAIIMOHAIBHOW KYJBTY-
pol. [lepBbie OaneTHbIE CIEKTAKIN CO3/1aIM MpUexaBiune u3 JIeHuHrpaga
oanermeiictepsl JI. XKykoB, A. Yekpoirun, FO. Koases, 6epst 32 0OCHOBY
HapoaHbie ereHasl. B 1960-1980-e k mocTaHOBKaM HallMOHAJIBHBIX Oa-
JeTOB oOpararoTcs kazaxckue Oanermeiictepsl J[. Abupo («Joporoii
npyx0bD» B. Benmukanosa, « Akkanaty, «Xupocumay [. XKybanosoii, «Ko-
3p1-Kepriemn u basu-cyny» E. Bpycunosckoro), 3. PaiibaeB («Dpeckm»
T. MeinbaeBa), b. AroxanoB («Kp13-XXioex» A. Ucakooii), M. TrneybaeB
(«Akcak kyman» A. CepkebaeBa, «Beunsiit orounb» C. Epkumbexona), XK.
Baiinapanun («9mus» M. CararoBa). CTaBsT uX U NpUINIALICHHBIE OaneT-
Mmeiictepsl cpean koTopeix I Anekcuaze («Kapaxes» I. XKybanosoii). [1o-
ciie ooperenust Kazaxcranom HesaBucumoct B TATOB um. AGas npues-
xkaet xopeorpad uz Amepuku M. CanmuurtoH («Titen u CapbIkbz» A.
CepkebaeBa), n3 Apctpuu B. Yecmanos («Kapakesy» I. XKyOanoBoii) u u3
Cankr-IlerepOypra H. iImutpueBckuii («Onem» A. Amapa, b. ['adaposa).
B 370 %€ BpeMs y Ka3aXCTaHCKHX 0aJeTMEHCTEepOB IMOSBISIOTCS MOCTa-
HOBKH HaIlMOHAJIBHBIX OasetoB I. AxamoBoi («Ke3ThIpHAK» HAa MY3BIKY
b. Axomera, A. Mykaraii), I. TyrkubaeBoii («Jlerenapl BEIUKOM CTEI
Ha My3bIKy I. XKybanosoii, T. KaxxranueBa, M. ManrurtaeBa, M. Cararosa,
A. CepkebaeBa, H. Tnenauesa, A. becteibaeBa), ['ynsmupsl u I'yabHaps!
I'a66acoBbix («Tambipy» Ha My3biky K. Hlunpnebaea), M. AGybGaxpuesa
(«Xycan» na my3eiky K. Hlunpnebaesa, A. Ilsapra, K. [[xenkunca, C.
PaxmanunoBa), A. CanpikoBoii («TypaH fana — KplpaH Aajia» Ha My3bIKY
Mykes, A. Paumkynosoii, DA «Typan»). OHu 0Kazanu OLyTUMOE BIIH-
SHUE Ha pa3BUTHE HAIIMOHAJIBLHOTO Oaneta. MOXXHO cenarb BBIBOA, YTO
TaHIeBaJIbHOE UCKyccTBO KazaxcraHa He nepecTaeT COBEpIIEHCTBOBATh-
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Csl, «BIIUTHIBAS Jy4lIMe TPAAULIMU IIPOLUIOT0, OHO ITOMOIaeT COBPEMEH-
HOM 3PUTEIII0 0CO3HATh CBOIO HCTOPHIO, CIIOCOOCTBYET POCTY HALIMOHAJb-
HOTO caMoco3HaHus» [1].

Cnenyst TepHUCTOMY IIyTH IIOMCKOB NPU3HAHHBIX MATPOB U XOPEO-
rpa¢0B HOBOTO TIOKOJIEHUS, POJOIKAET Pa3BUTHE HAIIMOHAJILHOTO Oaje-
ta u lamup Ypa3sIMOeTOB — TeaTpalibHbIN pexuccep u banermeiictep. 21
utons 2019 roga Ha criene Tearpa omnepsl U Oanera UMeHH Abast cOCTOsI-
Jach mpeMbepa xopeorpapuueckoro crekrakis o KopkeiT-ara — nepBoM
OakchI-1I1amMaHe, mpapoauTese Koobrza. Cobpasiieiics myOiIMKe CIeKTaKIb
npencTaBui locynapcTBeHHbIN akageMUuecKuil Tearp TaHua Pecmy6mu-
ku Kaszaxcran noxn pykoBoznctBom b. AroxanoBa. Tearp HemaBHO OTMe-
THJI CBOM MOJTyBEKOBOW F0OMIIEH, HCTIOTHUB IOCTAHOBKH MATpa, CTaBIINE
kiaccukoil. Teneps MOKJIOHHUKY TeaTpa YBUENIN 00palleHue apTUCTOB K
HOBOMY JJISl HUX XOpeorpapuuecKkoMy CTHIIIO.

Nmnynecom obparienust kK TeMe o KopkbIT-ata nociyxuia oecena
xopeorpacda JI. Ypa3siMObeToBa ¢ My3bIKOBEJIOM, CIIELUAIUCTOM IO TEH-
rpuaHckoi KyasType A. Myxam0eToBOM, KOTOpast MPpeUIoKUIIa eMy HJIEI0
coznanus Oanera o Kopkeite. OHa monenuiack CBOUMH MbICISIMU ¢ /1.
VYpa3bIMOETOBBIM O TOM, YTO «HY>KHO CHeNlaTh Tak, 4To KOpKbIT cTpan-
CTBYyeT 4epe3 BpeMeHa. [IpenctaBuTh B Oajnere He YeThIpe yIia, a YeThIpe
SMO0XU. MBI pa3BUIIM ATy HJICI0 BMecTe», — ckazai /1. Ypas3simberos [2].

Xopeorpad pacckasaln o TOM, Kak Bce HaUMHANIOCh: «28 stHBaps 2019
rozia Mbl pUILLIM Ha nnpembepy “TInkoBoiil namer” b. AtoxaHnoBa. OH MeHs
yBuzeln B Tonne u nogossan: “Ecte upen?”. OrBeuaro: “Ectb...”. OH MHE
TOBOPUT: “3aBTpa mpuHecH” . S MpUHOULY IATh CLEHAPUEB, OH TOBOPUT:
“3T0 BCe 0ueHb XOpoIIo. A Kakas My3bIka OyzeT u rae oHa?”. 5l orBevaro:
“bynar ['a3u3oBuy, Bbl ckazanu MHE TONBKO clieHapuil mpuHectu’”. OH:
“He Hago NpUHOCUTH HETOTOBBINA Marepuai!”, — MONyIIyTs, IOIyCepbes-
Ho. Yepes nBa JHS MPUHEC MATPY FOTOBYIO MY3bIKAJIbHYIO KOMIWIALUIO.
OH He yCcIIOKOMJICS Ha 3TOM, CIIPOCHJI, HA KAKOM 3TaIlle y MEHsI TOTOBHOCTh
K IIOCTaHOBKE. A 5 ye yBiekcs: “MO0OXHO BBIITUCHIBATH PENETULIMH XOTh
ceriyac™» [2].

Bckope nociie 3Toro 3HaMeHaTeNIbHOrO pa3sroBopa HaYMHAKOTCS pe-
NEeTHULINH, apTUCTHI Tearpa ¢ OajJeTMenCcTepoM MPUCTYIAIOT K TBOPUYECKO-
My nporeccy. ABTOp cTaTbi UM€JIa BO3MOXKHOCTb IIPUCYTCTBOBAaTh Ha pe-
NETULHUAX TOATOTOBKH K 3HAYMMOMY COOBITHIO, HAOMIOATh 32 apTUCTAMH,
BHUJIETh OPTaHNU3ALIMOHHBIE MOMEHTHI.

3agauy co3manus cnekrakis «CrtpanctBus Kopkbitay Oanermeii-
CTEp PELIMJI CPENCTBAMHU KJIACCUYECKOIO, COBPEMEHHOIO M Ka3aXCKOIro
TaHla. «Mbl He yIUBUM HeBeposATHBIMHU 3 dekramu. CrieKTakib J10CTa-
TOYHO TPAAULIMOHEH B CBOEM HcnoiHeHnU. Ho, 51 ;ymato, uTo OH coBpeMe-
HeH», — pacckasbiBaeT Jl. Ypa3simOeroB [2]. Uepes Bech OajeT mpoxoauT
TeMa Moucka celsi, CBOero JyXOBHOTO MCTOKa. Kaxkias kapTuHa crekTa-
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KI5 o0nmajgaetr puiocopckuM coaepKaHueM, a 00pa3bl HAOJIHEHBI XyIO0-
KECTBEHHBIM OCMbIcieHHeM. [loToMy 4To «TaHel, JTUIIEeHHBIH 00pa3Ho-
CTH, CBOJIUTCS K TOJIOM TeXHHKe, K O€CCMBICIEHHBIM KOMOMHAIIUAM JIBU-
KeHui» [3].

Y JI. VYpa3pimbOeToBa My3bIKa OIpENEseT JIOTUKY BBICTPAWBaHHS
TAHIIEBAJIbHBIX KOMOWHAIIMNA, CTHIIb €70 PEKUCCEPCKOro BueHus. B crek-
TaKJIe MOXKHO JIETKO MPOCIIEANTh, KaK «My3bIKa 30BET 32 COOOW IUIaCTH-
YEeCKU psl, a Xopeorpapuueckrue TeEMbl PaCKphIBalOTCS B MPOLIECCe CTa-
HOBJIEHUS, U 3TO HEYyTOMUMOE KPEIEHIUPOBAaHUE CTAHOBUTCS OCHOBHOMU
uzaeen XynoxecTBeHHOU Gopmb» [4, ¢.127]. BHOBb 1 BHOBB 3BydYar 3ame-
yaHus Oanermeiicrepa: «My3blkanbHee, moxanyicray, « Tyt 6e3 “legato”,
a TyT JalTe NPEpPBIBUCTOCTH B JBUKEHUAX», «/]aliTe KaHTUIEHHOCTH U
IJIaBHOCTH», «PacTBOpUTECH B MYy3BIKE, OKYHUTECH B HEE).

HemanoBakHbIM B CTepKHE CHEKTaKIs SBUIOCH JTHUOPETTO, 3Byya-
HUE KOTOPOT'0 BKPAILISUIOCH B HECKOJIBKMX YACTSAX BCETO MPEICTABICHMUS.
«B Oanere Hamo TaHIEBaTh, 9TO BCEM M3BECTHAsl, JIOKa3aHHAs MHOXKe-
CTBOM CIIEKTaKJel CeHTeHIus, — cka3zan [[. Ypa3pimOeToB 00 03By4eHHOM
mbperto. — Ho 3TOT 3KCcriepuMeHT, Ha MOW B3MNIsM, BHINIAAET HE CTOJb
YK HTHOPOJHO. JTa Ha3UAATENbHOCTD BAaXKHA, KO/, K COXKAJICHUIO, HE BCE
3HatoT K10 Takoit KopksiT-ata. [Ipurnamennsiii akrep Poman XykoB 61e-
CTAIIE U TAJAHTIMBO O3BYUMJI U 3amMcall TEKCT JIMOpeTTo» [2].

Jlnist co3maHus Xy/lnoKeCTBEHHbIX 00pa3zoB [ Ypa3siMOeToBy mnpen-
CTOsJIa HEJIErKasl 3ajada — OIPEAEIUTh COJMCTOB Ha IIaBHbIE poiu. «S1
CJIEI0BAJI OCHOBOIIOJIArarolled MBICIH BBIIAIOIIErOCs TaHOBIIMKa B. Ba-
CHJIBEBA O TOM, YTO B YEJIOBEKE MCKYCCTBA Ba)KE€H apTUCTU3M. [l MEHS
9TO OJUH U3 NIABHBIX KPUTEPUEB, & TIOTOM YK€ TEXHUKA. TEXHUKY MOXKHO
HapaboTath, a apTucTu3M aaercs Ceepxy. Koneuno, Bcem xopeorpadam
XOYeTCs, YTOOBI MX UCTIONHUTEIHN 001aJa)Ii KPACUBBIMU JIMHUSIMH, YTOOBI
y HUX ObLJIa XOpOIlIasl 1IKOJa, oJy4YeHHas B OaneTHoM yuuiuie. Ho rmas-
HO€ — IOHUMaHHEe apTHCTOM CBOEro o0pas3a u yMEHHE ero I0HECTH», — Ta-
KuM o6pazom JI. Ypa3pIMOeTOB onpeneauni KpuTepuu, KOTOPHIMHU JJOJKHBI
00agaTh UCTIONHUTENN TIaBHBIX MapTHiA [2].

Cnekraxnp ucnonauan Bexymue conuctel IATT PK: KopkbiT —
Husp AxeneB (Maau KacsimoB — Bropoii coctaB), Mare — I'ynbHapa Ka-
MmanoBa (Anna bypnoa), Anren — Manu KaceimoB ([{usip Akenes), Jle-
BylIKa-BuaeHHe — Ailst Menuc, 3mes — AiiHyp MyxkaieBa, nebenu, 6ak-
ChI-IIIaMaHbl, 0au 1 Oaitbuie, CeKTaHThI, KypTU3aHKHU, POOOTHI-COJIIATHI
— aptuctsl 6anera ATT PK, xoTopble BoumM B MPOCTPAHCTBO MBICIH U
CTHJISI HOBOTO JJISl HUX XOopeorpada, UCIIOIH 3aJaHHble UM TaHLEBaJlb-
Hble KOMOMHAIMK. Xopeorpad 3a1an HOBBIH TOH MCIIOTHEHUS JBYKEHHM,
MHOT/a LEJICHAIIPABIEHHO «IOMash CTaHAAPTHBIE IO3ULIMH PYK.

BaxxubIiM 17151 Xopeorpada OblJI0 HATH akTepa, KOTOPBI CMOT ObI
BOIUIOTUTHh Ha CLieHe McTopuueckuil obpa3 KopkeiTa, 00beaMHSIONIETO
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cBol Hapon. Ha mpembepe 3Ty mapTUiO UCIIOIHUI BEAYLIUN COIUCT Tea-
Tpa Jdusp AxeneB. OH Ha KaK0M pENETULIMU BCELIETIO OTIABAJICS UCIIOJ-
HsieMOMY 00pa3y, KX bl €ro 5KeCT ObLI MPOyMaH, BEIPA3UTENIEH U HEC B
cebe niryOokoe conepkanue. J[. AKkeHeB 0CO3HaBaJ, YTO UCIOIHAEMAs UM
naptusi TpeOyeT OONBIION OTBETCTBEHHOCTH, BE/lb €My MPEICTOUT Mpe-
CTaBHUTb Ha CYJl 3pUTEJIeH LETyI0 HCTOPUIO KU3HU MIEPBOTO OaKchI-lIama-
Ha, mpapoauTens Koobiza. «IIporecc HaKpbUT MEHsS C TOJIOBOM Kako-TO
cyMOypHOH, B XOpOIIEM CMBICIIE, BOJIHOM, OueHb TBOpUYecKoi. Bece Bpe-
M3 IIOATOTOBKHU K CIIEKTAKIIIO IIPOJIETENIO HA aJpeHANIMHE. S MpsMO 0XKUII
3a MOCJICIHUE TPU HENEIU Iepes npemMbepor. To 1M 1momMosones, To JIA
IIOCTape, HO 4yBCTBOBAJI, YTO IIOJHOKPOBHO TBOPUYECKH KUBY — IyLIOU
u TenoM. Pexuccep-nocranoBmuk Jamup [lyiicenoBuu Ypa3zpMOETOB —
BOPBAJICS B Hallly TPYIITY KaK BUXpb. OH MOJIOOH, )KUBOM, SMOLIMOHAIIb-
HBIA. BBUIO MpUATHO ¢ HUM paboTaTh, 3TO KAaK INIOTOK CBEXKETO BO3IyXa.
OH cBOMM PHTY3HMa3MOM 3apsIAAi U 3apa3uil BCIO TPYIILY», — PacCKa3blBa-
et /1. Akenes [5, c.17].

I'maBHOMY repoo MPOTUBOCTOUT €ro aHTaroHucT. CornmacHo 1uopeT-
TO, «MOJIOJIOTO IOHOIIY MOCEIIaeT BUICHUE — 00pa3 NMPeKpacHO! J1eByI-
ku. Ho 310 emy Tonbko kaxercs. Ha camom zaene nepen HUM 3Mes, KOTopas
CMepTEeNbHO KaIuT ero». Poib koBapHoii 3Men, 00pa3 cMepTH, UCTIOJIHUIIA
Be/yIlasl CONMUCTKA Tearpa AliHyp MykamieBa. Xopeorpaduueckas MbICIIb
OaneTMelicTepa TOUHO JJOHOCHUIIACH JIO0 3pUTENs KaXKIbIM BbIpa3UTEIbHBIM
JBUKEHUEM CONMUCTKU. « IHTEpecHas TeMaTuka, HoBasl oJjaya TaHEBaIb-
HOM JIeKCHKH. bombIoil akieHT xopeorpad JenaeT MMEHHO Ha CO3JaHHe
o0pa3a, 4ToObl MBI, APTUCTHI, OCO3HABAJIN BAXXKHOCTh MY3BIKAJILHOTO CO-
MIPOBOX/IEHUS, YTOOBI MBI CJIBIILIATN KaXKIYIO HOTKY, YTOOBI MBI CJI€I0BAIH
aBTOPCKOMY pEILIeHHI0 00pa3a B HEpa3AesIbHOM CIUSHUH C MY3bIKOI», —
pacckasana AliHyp MykaieBa o cBoeit paboTe Haj posibto [6].

Hocurenem unen n1o06pa v BeUHOU JKM3HU B OanieTe BBICTYIAET 00-
pa3 NeBYLIKU-BUACHUS, POJIb KOTOPOW HCIIOJHWIIA apTUCTKA TeaTpa Al
Menuc. ABTOp NOCTAaHOBKM MOAYEPKUBAET MATETUKO-POMAHTHUYECKYIO
MIPUMIOAHATOCTD CIIEKTAKJISA, BBEIEHUEM 3TOTO NepcoHaxa. OHa OJIMLETBO-
psi€T BO3BBILIEHHOCTb U OAYXOTBOPEHHOCTH, JUPUYHOCTb U Kpacory. [l.
VYpa3pIMOETOB CUUTAET, YTO «ITOT 00pa3 OUEeHb BaXKEH B PACKPBITHH IJIaB-
HOM MU CIIEKTAKJIs: KOHEUHOTO TOPJKECTBA CBETA HaJl ThbMOW». A. Menuc
MIOJIENINIIACh BIIEUATIICHUAMMU: «Sl paja, 4TO y4acTBYIO B 3TOM CIIEKTAKIIE.
Bbu10 O4YeHp MHTEPECHO M MeHS KaK JUIsl apTUCTKU BEPHYThCA K paboTte
¢ xopeorpagoM, ¢ KOTOPBIM MBI yXKe COTpYAHUYAIH B Oasete *“/{roliMoBOY-
Ka”, 1 BHOBb OKYHYTBCS B €70 MUD, TJI€ MHE MOCYACTIMBUIOCH BOILIOTUTH
00pa3, ONHUIETBOPSIIOIINA KUZHBY [7].

Benymmii conmuct Ganera, ucroaHuTenb poiau Anrena Maau Kacol-
MOB cuutaer: «IIpomecc moaroToBKU CHEKTAKIIs IIPOXOAMII OYEHb MHTE-
pecHO. B HeM ecTb U HEOKJIACCHKA, U KIIACCUKA, U IEMEHTBI Ka3aXCKOIO
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TaHIa. HeMHOTO cl10)KHOBATO OBLIO 10 JIEKCHKE, HO B LIEJIOM, TPYAHOCTEH
He Obuto. CamMoe IIaBHOE — JIOHECTH J0 3pUTENS UACI0 CIEKTaKIs, UC-
MOJIHSISL TO, UTO TpedyeT xopeorpad. [ToaoKUTENbHYIO PEAKIINIO 3PUTEIIS
MOXHO OBLJIO MPeayraiaTh, IOTOMY 4YTO OajeT OJIM30K HAIMM HallMOHAJb-
HBIM Tpaauuusamy [8].

Benymas conuctka tearpa JXKanap Kymep6aesa nponomkaet: «WH-
TepecHo paboTraTh ¢ Xopeorpadgom. Y Hero HeoObIUYHbIE IBUKEHUS, HEO-
ObruHble cBsA3KH. COEAMHUTH B OAHOM TaHIE M KJIACCHYECKHUU, U Ka3ax-
CKUIl CTMJIM B HEOOBIYHBIX I103aX — 3TO ObUIO BeChbMa YBJIEKATENbHO. A
BOOOIIIE, /laMHp — MOCTAaHOBIIMK OYEHB JIOSJIBbHBIN, C HUM yI0O0HO pabo-
TaTh, IOTOMY YTO MOXXHO BBIpa3uTh ce0st TBOpUeckr. OH MPUCITYIINBACT-
Csl K HallleMy MHEHUIO U, €CJIU JIOIyCTUM, YTO-HUOY/Ib HEYTOOHO, MOXHO
MPUNTH C HUM K KOMIIPOMUCCHOMY petieHuto» [9]. C ee MHEeHuEM corva-
CeH U apTHCT OajeTa, UCIIOIHUTENb OHOro U3 mamaHoB AObutail Tyme-
eB: «Xopeorpad packpbIBaeT uyelIOBeUECKUe TIOPOKU B CrieKkTakie. B atom
OTHOLICHUH CIOKET CXOX C CrokeToM Oaiiera “®ayct”. HTEepecHo, Korna
COBMEIIAIOT KJIACCUKY U HALIMOHAJIbHBIN CTUIIb. CaMoe CII0KHOE — 3TO He-
OOBIYHBIE IBUKEHUS IIaMaHOB, KOTOPbIE Mbl HUKOT/Ia He TaHLeBanu. [lpu
9TOM aKTEPCKOE MACTEPCTBO — CAMOE INIABHOE NIPU UCIIOJHEHUH ITIaBHOU
naptum» [10].

B TBOpueckuil mporecc ObUIM BOBJIEUYEHBI MPAKTUYECKH BCE CO-
TPYIHUKH: KTO 3aHUMAJICSI TBOPYECKUMH BOIIPOCAMM, KTO aJIMHUHUCTpa-
TUBHBIMH, KTO OPTaHU3allMOHHBIMU, KTO Xy[dOXKeCTBEHHbIMU. Ho Bcex ux
o0beAMHSATIA U BIOXHOBIISJIA OHA LIEJIb — JJOCTOWHO MPEICTaBUTh ITyOIH-
Ke MepBblii OaneTHbli crekrakib 0 KopkbiT-ata. M HeManyio poib B KO-
OpPAMHUPYIOILEM MPOLECCE ChITPaJl CaM MOCTAHOBILUK CHEKTAKIIA, O YEM
ckazana niaBHbIN agMuHuctparop I'ATT PK Enena TonmaueBa: «lamup
JlylicCeHOBUY — OYEHb OTBETCTBEHHBIN 4EJIOBEK. S MMPOCTO MPEKIOHSIIOCH
nepea HUM. Jlymaro, 4To y 3TOr0 MOJIOJIOTO YeIoBeKa Oyayliee O4eHb XO-
pouee. OH B34J1 BCE MOJ CBOM KOHTPOJIb, HAUMHAs OT MOKYNKHU TKaHEH,
pa3paboTKu Au3aiiHa apuIl U MPOrPaMMOK 10 pabOThl C (PHUHAHCOBBHIMU
Oymaramu u joroBopamu. [loctaBui ueTkyro paOoTy HaIIUM OTAEIaM,
00bEMHUB BCEX HAC B €IMHOM OpraHM3allMOHHOM mpouecce. brarogaps
€r0 YIOPCTBY, LIEJIEYCTPEMIIEHHOCTH Mbl YBUJEJHN 3TO MPEACTABICHUE HA
ciieHe. Mbl Bcerja roBOpyM, YTO Hallla TPyIIa Mojiojas, MOOUJIbHAs, U
BEPHUM, YTO OHU CJIE€JIAJIM BCE IPABUIIbHO, HECMOTPS HAa MaJIO€ BpeMs MOJA-
rOTOBKW» [12].

O6 o0cTaHOBKE TBOPUECKOTO BOOIYILIEBIICHUS, MPOHU3BIBAIOILIETO
BECh TBOPYECKUH npouecc, ckazana negaror-penerutop ATT PK 'anuna
Muxanésa: «I[locranoBka HOBOTo OaneTa mpoxoauia B arMochepe HTY-
3Ma3Ma, TBOPUECKOro MoIbeMa H, s Obl ckaszaiia, ocoboro nntepeca. Brep-
BbI€ 3a MOCJIEAHNE TOJbI MOJIOAOM OajeTMeNCcTep CTaBUT B HAIllEM TeaTpe
HaIlMOHAJIbHBIN OaJieT, U Bce ObUIM B OXKUIAHUH pe3ysbTara. SI3bIk Xopeo-
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rpaduu yHuBepcasieH. J[js Hammx apTUCTOB He ObLTO mpobiieM B paboTe ¢
HOBBIM xX0opeorpadom. HekoTopbie CTUTUCTHYECKIE HOBIIIECTBA, HEOOBIU-
HbIE JIBIDKEHUS BBI3BIBAIM CTpEeMJICHHE ObICTpee UX OCBOMThH. Hamn Teatp
oTMeTus cBoe 50-1eTue, U 3a CTOIb IOJITHE To/Ibl ObIBalo Besikoe. HekoTo-
pble MOCTaHOBKH Halll MATPp bynar A10XaHOB OCYILECTBIIST B OUE€Hb CXKa-
Thie cpokH. [I0ATOMY B TpaaMIIMAX HAIIEro KOJJIEKTHBA — COOPaAHHOCTb,
BHUMAaTellbHAs U BIyMuuBas padoTa. ApTUCTBI HATPEHUPOBAHBI OBICTPO
BXOJIMTH B PUTM, 0€3 TOJITUX packaduek. HareneHHOCTh Ha pe3ynbTaT — BOT,
YTO TIOMOTaJ0 TAaHIOBIIMKAM U MOJoAoMy xopeorpady amupy ObICTpO
MOHUMATh APYT Apyra. Jlymaro, 6aneT monpasuics myomnuke. [Ipexpachas
MY3bIKa, TJIe-TO MPOHUKHOBEHHAs, I71e-TO COBPEMEHHO-UEKaHHas!, TEXHO U
HallMOHAJIbHBIE MOTHUBBI, JIMPUYECKHUE a/1aKU0 — BCE OPraHUYECKHU Iepe-
IJIETaeTCsS M CO3JAaeT OCHOBY MHTEPECHOTO 0aJeTHOTO MOJOTHA. XOpeo-
rpaduueckuii 361K pa3HOOOPaA3eH, KAk bl PparMeHT HECET CBOIO CMBIC-
J0BYy10 Harpy3Ky. CIoKeT MO3HaBaTeNbHbIN U GUI0CO(CKU HATIOTHEHHBIH.
[Tpu 5TOM GaneT cMOTpUTCS JETKO, BCE OYSHD MOHATHO Ja)Ke HEUCKYIIICH-
HOMY 3puTeino» [13].

B ycnenrHoM BocnipusiTum 6asieta BaKHYIO POJIb UTPaiu oopmiie-
HUE CIIEKTAKIIS, KOCTIOMEI. 311ech J{. Ypa3biMOeToB JOBEpHIICS XydOKHHUKY
JIro60Bu B03:xeHUKOBOI. «S51 U3 3TOTO IIpolecca U3BIEKIIa sl ce0sl OUeHb
MHOTO€. Y Hac, MOKHO CKa3aTh, YK€ CIIOKWJIAach OOnbllas KomMaHaa. ¥
HAacC CBOM “O00YBIIUKHU”’, “TONIOBHBIC”, IIIBEH, 3aKPOUIITUK CBO», — paccKa-
3piBaeT JI. BoxkenukoBa [16]. Kaxxmas umes oOroBapuBanach, KaskIblid
nepenaBaj CBOE BHJEHUE 00pa3a INIaBHBIX MepcoHaked. Tak crmoxuics
TBOPUECKUIN TAaHJIEM pEXKHUCCepa C XYyIO0KHHKOM, KOTOpas 3aMEeTHIIA, YTO
«TOJy4Ynjia OTPOMHBINA JIpaliB OT TAKOTO BUJA TBOPUECKOW peanu3alivm
[14].

b. AroxaHoB mocie mpocMoTpa OaneTa Ha pPEmneTUIUU OTMETHII:
«MHe npusATHO, YTO BCE MOCTABJIEHO OYEHb MY3bIKaJIbHO. MeHs 3T0 pay-
et» [15]. Ho yuyactus B 6anere oH, mpakTHYeCKu, He mpuHuUMai. J[. Ypa-
3BIMOETOB paccka3biBaeT Mpo ATO Tak: «bynar ['a3u30BHY, B OCHOBHOM,
HaOMIoIaM, MPUCYTCTBOBANI HA PETETUIMAX, UHOTJA C J0OpOil yabIOKOH
nokassiBal “Oonpluoi maner BBepx . OH MHe roBopuit: “Tel Oanermeii-
CTep, Thl pEKUCCEp, JIeTall, YTO XOUEelllb, YTO CYUTACIIb HY>KHBIM , KOT/Ia
s moaxoaui K Hemy. MHorna crpammBan: “OBuapka He HyxkHa?”. (31ech
Ba)KHO CKa3aTh, 4To b. A0XxaHOB 001a1aeT He3aypsIIHBIM YyBCTBOM FOMO-
pa, 4acTo MIYTUT Ha «31000AHEeBHBIe» TeMbl. — 1. M.) OH cMOTpen Ha 3TO
Kak OONBIION MacTep, yMyApeHHBIH onbiToM. OH Jal MPEeKpacHy BO3-
MOXXHOCTb PEaJin30BaThCs, HE MeIIasi. ITO 1OPOTOro CTOUT» [2].

B 6anere, mozunnoHupyemMom xopeorpadoM Kak HAI[MOHAIBHBIM,
MapajuieNbHO C KJIAaCCUYECKUM TaHIEM HMJIET MEePeKINUKa Ka3aXCKUX TaH-
LeBaJbHBIX JBMXKEHUH. [lenaror-penerutop tearpa ANTonkelH Typrus-
0aeBa OTMETHIIA MHTEPECHOE COOTHECEHHE XOopeorpauuecKux Hampas-
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JIeHUH, a TaKXkKe pacckazaia o rnpouecce paboThl C HOBBIM Xopeorpagdom:
«C 3amaueit xopeorpada apTHCTBHI TeaTpa CIpPaBMINCH AocToiHO. Hamm
UCTIOJIHUTENU ¢ OOJNBIINM YIOBOJIBCTBUEM BBINIOIHSUIN 3Ty padoty. [loro-
My 4YTO 3TO BCET/Aa OUEHb UHTEPECHO, KOTIa CTAJIKUBAEIILCS C HOBBIM I10-
YEPKOM, HOBBIM CTHJIEM. I10CTaHOBOUHBIN 1 PENETULIMOHHBIN MPOLIECCHI
MIPOXOAMIM OYeHb MHTEpPEeCHO. MHe moHpaBuiach pabora Jlamupa lyii-
CEHOBUYA, 5 JIIs1 ceOsi OTKphIIa €ro ¢ HOBOM CTOPOHBI. Y HEro Bce OYEHb
OpPraHU30BaHO, BCE U Be3zie MpoxyMaHo. Cpok MOArOTOBKH Y Hac ObLIT He-
6osbiioi. HecMoTpst Ha 3TO Iporiecchl BceX paboT IBUTATTUCH 10CTAaTOYHO
obicTpo. [ToTroMy uTo GanermeiicTep NPUXOAUI BCETa MOATOTOBICHHBIM,
U apTUCThI Oajnera ObUIM 3aMHTEpeCcOBaHbl. S ymaro, 4TO 3pUTENh BOC-
MIPUHSUI C UHTEPECOM, IIOTOMY UYTO YK€ 10 IPEMBEPHI, MHOTUE 3BOHWIN U
crpammBanu: “A uto 310? A rae 3to? Korna Hy>xHo npuiitu?”» [16].

Jlnist KaskJ0ro TeaTpa — MpemMbepa HOBOTO CIIEKTaKIsl — 3TO ocoboe
cOOBITHE, TOTOMY YTO HUKTO HUKOT/IA HE 3HAET — KaK BOCIIPUMET 3pUTEIh
MIOCTAHOBKY, KaK OHa OTPa3UTCs Ha KyJbTYpHOM IPOCTPAHCTBE, YTO OyJeT
BIMATH Ha ycrex nokasza u T.1. [maBueii 6anermeiicrep [ATT PK I'ynb-
¢una 'ahpypoBa pacckaszana o6 3Tom B Oecene: «Hama Tpynmna oueHs ce-
PBE3HO FOTOBMJIACH K IIPEMbEPE, MBI BCE VISl ATOTO Jenanu. Tema crpan-
ctBuii KopkbITa BriepBble BBIpaXKeHA A3BIKOM XOpeorpaduu, Mo3TOMy 3TO
BBI3BIBAJIO MHTEpEC y MyOnuKku. /lymaro, 4To crieKTakib OyJeT UMETh CBOE
IIOYETHOE MECTO B pemnepTyape Haero tearpa» [17].

OpnHo U3 mIaBHBIX MHEHUM O cnekrakie «CrpaHcTBus KopkbiTa»
MIPUHAUIEKUAT AUPEKTOPY U Xy[JOKECTBEHHOMY pyKoBoauTeno [ocynap-
CTBEHHOIO akKaJeMH4yeckoro tearpa TaHua PecrnyOmuku Kasaxcran b.
AroxaHoBy: «VcToprudeckue CIOKEeThl OJarofaTHsl T€M, 4TO 3TO MpaBja
KHU3HH, 4TO ITO OBLIM peasibHble JIIoAU. S MO0 UCTOPUUECKUE CHOXKe-
ThI, knaccuky — Y. lllexcrupa, JI. Tonctoro, AGas, Y. AiirmaroBa. HoBbie
MIOCTAaHOBKHM — 3TO Bcerna mar Broepen. JlaMmup — oueHb crocoOHbIN ma-
pEHb, eATENbHBIN, KPACHBO MTOKA3bIBAET, My3bIKaJIbHO TAHIYET. S y HETO
cnpamuBato: Bel 1oBoabHBI Tpynnoi? OH rOBOPUT, YTO OYEHBH JOBOJIEH.
Tpynna cnpaBuiace, xopeorpad noBoseH. S xenaro eMy ycnexa u cebe,
4yTOOBI HOBBIM MaTepuall 3acTpsi y Bcex B cepaue» [15].

3HaMeHaTeNbHas IPeEMbepa OCTaBUIA IPKUH CIIEN B )KU3HU KaXA0T0
YUYaCTHHKA IPOLecca, a OCOOCHHO y 3pUTeNei, IPUCYTCTBOBABIINX B JCHb
npeMbepbl. CreKTakiIb MOCETUI0 OIPOMHOE KOJIMYECTBO JIFOOUTENeH uc-
KyCCTBa. DTO TOBOPHT O TOM, YTO Ka3axCTaHCKas MyOIuKa JeiCTBUTENEHO
«TOJIOTHA» Ha HallMOHaJbHBIE OaneTsl. [locie nmpembepsl MbI 3aaIu He-
CKOJIBKO BOIIPOCOB 3PUTEIISM.

Brinaronuiicss nesitens 6anetHoro uckyccersa Kaszaxcrana Dayapa
Masb6exoB cka3an: «bpaBo! OnHum cioBoM, Bee ckazaHo. KouiekTuB BbI-
COKOTIPO(hEeCCHOHAIBHBIN, MO3TOMY OHM MOTYT CIENaTh U3 Yero XO4ellb
KoH(peTKy. EcTecTBEHHO, 3TO BCerna CMOTPUTCS, TaK 4TO MO ITOH yacTu
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B 9TOM KOJIJIGKTHBE IIpobieM HeT. Bee ucnonHuTenn Ha ypoBHE, BCE CBOE
JIeNI0 3HAIOT U 3aMeYaTesIbHO TaHIyIoT. OueHb CBOe0Opa3HbIM ObLT 00pa3
camoro KopksiTa. I ero npeacrasisii cebe HEeMHOXKKO APYTHM. DTO BCE ke
MY>KECTBEHHBIH, IITyOOKHUH cTapel. S He 3aMeTHII 371eCh TBOPYECKOTO IPO-
Lecca CO34aHNUs MHCTpyMEHTa. Benb MIMEHHO eMy NPUHAAIEKUT MBICIIb
U CO3JaHME 3aMeYaTesIbHOr0 Ka3aXxCKOro MHCTpyMeHTa KoOb3a. BoT ato
xotenock Obl BUaeTh. [loTomy uto, Bl camu nmoHumaeTte, Tak xe He Obl-
BaeT BIPYT 3a OJHY CEKyHAy. I MOHMMar0, HE JUIsl ATOrO MpeAHa3HAYEHO
3peNMILE U TOITOMY 3J1€Ch BCE ONOCPEAOBAHO, ONMOATU3UPOBAHO: U €T0
o0pa3, u 0bpa3 ero crpanctuil. [lostomy s rosopro: “bpaso!” Koneuno,
XOUEeTCs TI03IPaBUTh MOJIOZIOTO YEJIOBEKA, KOTOPBIA CyMeN MPOYECTh ATy
My3bIKY U HAWTHU IJIACTUYECKHUN DKBUBAJIEHT. DTO Bceraa 310poso. Iloro-
MY 4TO 3TO HanuboJsee CIOKHBIA TBOPUECKHI MOMEHT Xopeorpada — HailTu
aJICKBaTHYIO IUIACTHKY, JEKCUKY. OH CyMeI ¢ 3TUM CIpaBUThCS. S ero ot
BCEH AyIIM MMO3APABIIAI0, U MOs CyIlpyra B ToM uucie!» [18].

He ocranacs B ctopone u nenaror-peneturop FATOB um. Abast, BbI-
naromasicst 6anepuna Jlroqmuna Pynakosa: «S npocto B Boctopre. O4eHb
pana 3a poct xopeorpada Jlamupa YpassimberoBa. My3bika nogobpaHa
HCKJIIOYUTEIBHO 3amMmeuaTesbHo. OH 4yBCTBYET €€, I03TOMY Ka)KJ0€ JIBH-
JKEHME COBIIAJAET “Todeuka B Toueuky . [lepenars conepkanue kiiaccude-
CKHMMH M HAallMOHAJIbHBIMU ABM>KEHUSIMHU — 3TO OUEHB 3aMeuaTesibHo» [19].

3puTeny, He CBSI3aHHBIE C HCKYCCTBOM, IOAEIWINCH CBOUM MHEHHU-
eM nocine cnekrakis. [Ipenonasarens anmmiickoro sizbika Hartanbst Ko-
yepruna: «Bce Obu10 nake Bblme oxkuaaHuil. M Ganet, u My3bika, OHU
cruienuch Hepaszaenumo» [20]. okrop mequnuHckux Hayk Cypusi Ecen-
TaeBa: «CIEeKTaK/Ib HaM BCEM OYEHb IIOHPABWIICS, MBI IIPULIUINA C CEMbEH,
¢ nerbMu. [lukapubie kocTioMbl! Xopeorpadus Tak OpraHUYHO JIerIa Ha
My3bIky Kopkeita! Ilpocto danractuxal» [21]. @unonor Amia FOpuko-
Ba: «Kakoe Hacnaxnenue s nonyuuna! Bee mponuio Ha oqHOM JbIXaHUH!
PasnomepcTHas Tpynna kasajiachk O4€Hb JOCTOMHOM IO CBOEMY MacTep-
CTBY B 3TOM cnekrakie. Ha Mol B3I, MOCTaHOBKA JOBOJIBHO CMEJIasl.
OnHo3HaYHO cOBpeMeHHa. MHe oueHb NOHPABUIIOCH, KaK B Xopeorpaduun
pEeKUCCEPY-MTOCTAHOBILUKY YAAIOCh TaK TOYHO U TOHKO M300pa3zuTh IO-
poku ob1ectBa. Boctopr Be3Basn «iebenm». Kakue y HuX pyku, mo3bi!
Bcst HaCTOPOKEHHOCTB U pa3MBIIIEHHS O )KU3HU B KYJIbMUHALIUH, IIIIABHO
CMEHSIOTCSl CIIOKOMCTBUEM U YNBIOKOW B (puHAJE. DTO HEBOJIBHO OTIIPAB-
JSIeT K JKaHpy JIETeHIbl U OJHOBPEMEHHO K (miocoduu: BO3MOXKHO, HE
CTOUT *k7aTh poxaeHus KopkeiTa, Hy’)kHO MeHAThCS caMuM. O4eHb Mo-
HpaBuiicst KopkeIT, HO s Obl TaHueBana 3mero. Tak jkaana MOCTaHOBKU U
BBIIIUIA C ONIYIIEHUEM FOpJOCTH 3a Haml Oaner» [22].

Bce Benymme CMU u TB oTo3Banuch Ha 3TOT CIEKTaK]b, 00IIIe-
CTBEHHOCTb OTMETWJIa €r0 HEOOBIYHOCTh. Pa3MBbIIIIEHUAMH aBTOpa O
CIIEKTAKJIE MOXKHO 3aBEPILUTH ATy CTaThlO: «Ham criekrakiib — 3T0 MOChLI
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3pUTENSIM Yepe3 00pa3bl repoeB, UTOObI BCe B OYEPEAHON pa3 oOpaTmiiu
BHUMAaHHE HA TE CJIOKHBIE )KU3HECHHBIEC UCIIBITAHUS, KOTOPBIE TAKOTCS Ye-
JIOBEKY. TaM LieJIeHanpaBlI€HHO HET IBHBIX HAMEKOB, TaM HET MPSAMBIX I1a-
pajenen ¢ KU3HEHHBIMHU cUTyauusamu. [loHMMaromui 3puTens HaugeT
oOparieHue K cebe IUUHO, ceNaeT ais cebs KaKhe-TO BBIBOABL. B aToMm
U CMBICJ CIIEKTaKJIsl. ICKyCCTBO JOJDKHO MpUIIAIIaTh K Pa3MbILLIIEHUSM,
OHO MOXET JaBaTh BO3MOXKHOCTb HACJIAKIAThCs PEKPACHBIM. A KOTa 3TO
BCE COEIMHAETCS — ATO 3aMEUareabHO. Sl HE 3Har0, YTO YBUAEH 3PUTEIND,
MHEHHI O4eHb MHOTO U OHU HE MOBTOPSIOTCA. MeHs 3To pagyer» [2].

Bynem BepuTh, 4T0O HOBBIIA OaNeT OKAXKET 3HAUMMOE BIMSHHUE HA pa3-
BUTHE HAI[MOHAJIBHOW TaHIIEBaJIbHOM KyiabTypbl Kazaxcrana m oTkpoer
MyTh JATbHEUITUM UCKAaHUSIM MOJIOABIX 0aneTMeNHCTEPOB.
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A.M. Maxymosa’
'Kazaxcras nayuonanivras akademus xopeozpaguu
(Hyp-Cynman, Kazaxcman)

HALIMOHAJIbHBII KOJIOPUT BAJIETA «AJIEM»

AHHOTANUA

Cmamops noceswena auvamuzy Oanema «Onemy, NOCMABNIEHHO20 6 meampe
«Acmana Banemy 6 coopysicecmee maranmuugvlx 0esmeineti Kyibmypsbl PA3HbIX CIPAH.
Asmop 0cobo evidensiem 6 OaHHOU NOCMAHOBKE HOBbILL NO0X00 K NIACHUYECKOMY S3bIKY
banema — cunmes HAYUOHANLHOU U COBPEMEHHOI Xopeoepaghuu, a maxice aKmugHoe
UCNONb306AHUE COBPEMEHHBIX MEXHOL02ULL 8 CYEHOSPAPUUECKOM PeueHUuU NOCMAHOGK.

Knrouesvte cnosa: Oanem, «Onemy», H. [mumpuescxuil, coepemeHHas
Xopeoepaus, HayUOHATbHYIL MAHeY, MeampaIbHAs NOCMAHOBKA, WAMAH.

A.M. Maxymosa’
'Kazax ynmmulx xopeoepagus akademuscol
(Hyp-Cynman, Kazaxcman)

«9JIEM» BAJUIETIHIH, ¥JITTBIK KOJIOPUTI

AHHOTAUA

Maxkana «Acmana banemy» meampwinoa Kouviizan «Onemy Oaremin manoayed
apranzan. Aemop 0yn KoublibiMOa baremmiy NIACMUKANbIK MITIHOe2T JHCanawa macii-
0i — yimmulK Jicone Kazipei xopeoepapusnvlk cunmesoi, COHbIMEH Kamap KOUbLILIMHbIY
CYEHO2PADUATLIK ueuiMiHOe 3aMaHayu MexHON02UANapobl 6enceHOl Nau0alaHeAHbIH
epexuie aman Kopcemeoi.

Tyiinoi ceszoep: 6anem, Onemy, H./[mumpueeckuil, 3amanayu xopeoepagus,
YAmmblK, Ou, meampivli KOUbliblM, 6aKCbL.

A.M. Makumova'
'Kazakh National Academy of Choreography
(Nur-Sultan, Kazakhstan)

NATIONAL COLORITE OF THE BALLET “ALEM”

Annotation
The article is devoted to the analysis of the ballet «Alemy, staged at the Astana
Ballet the are in the comman wealth of talented cultural figures of different countries.
The author emphasizes in this productions a new approach to the plastic language of
the ballet which is the synthesis of national and modern choreography, as well as the
active usage of modern technologies in the scenographic solution of the producion.
Key words: ballet, «Alemy», N. Dmitrievsky, contemporary choreography, national
dance, theatrical performance, shaman.
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Tearp «Actana baner» — oiuH U3 caMBIX MOJNOABIX OaJeTHBIX TEaTPOB
Kazaxcrana, ucropus koroporo Hauanack B 2013 rony. I'enepanbHoOl nuHUEH B
CO3/IaHUM HOBOTO KOJUIEKTHBA CTAJI0 CTPEMJICHHE CO3/1aTh MMH/DKEBBIM TeaTp
C YHHUKaJIbHBIM pa3HOXAHPOBBIM M OPUTHMHAJIBHBIM pENEepTyapoM, B COCTaBe
KOTOPOTO B HauaJjie ObIIIM OIpeIeIeHbI TOIBKO OanepuHbl. « OJHa U3 TPHOPUTETHBIX
3aja4 TeaTpa «ActaHa bamer» — pa3BuTHe OTe4eCTBEHHOH Xopeorpaduwu,
cO3JjaHre HOBBIX HAlMOHAIBHBIX OanetoB. M ¢ 3Toil 3amaueii Teatp Onectsiue
cipasisieTcst. CerofHs ykpaleHHUeM penepTyapa ABsSeTcs] TPUIIOTHS Ka3aXCKUX
OaneroB — «Onem», «Kycan» u «S3pik mo6Bm» [1, c.15]. C nepBbIX maros
Tearp «AcraHa banmer» pa3BuBaeT HOBOE HampaBICHHE B XOpeorpaduueckoM
nckyccTe Kazaxcrana: UiieT cBoi HEMOBTOPUMBII MOYEPK, COXpaHssd TpaiuLuu
HAIMOHAJIBLHOTO TAHIIEBATBHOTO UCKYCCTBA, IPEICTABIIS CLEHHYECKYIO TPUOYHY
TaNaHTIMBBIM OTEYECTBEHHBIM H 3apy0eKHBIM Xopeorpadam 1 Komrno3uropam. B
TaKOM TECHOM COTPYAHMUYECTBE MPEICTAaBUTENEH Pa3HBIX CTpaH POAMIICS NEPBHII
OIHOAKTHBIN OaneT «Oiem», IpeMbepa KOToporo cocrosiack 7 utoHs 2014 rona.

Tearp nonroe BpeMsl BBIHAIIMBAI HACIO CO3JaHUS IOCTaHOBKHU
KpYIHOH (OpMBI Ha HAIIMOHAJIBHYIO TeMy. V3HayanbHBIN 3aMBICEN COCTOSII B
HCIIOJB30BAHUN JIPEBHETO Ka3aXCKOTO AM0CAa B COBPEMEHHOM MpodTeHuH. s
peanu3anuy 3TOM maeW ObUT MpHIVIALEH HW3BECTHBIM POCCHHCKHI Xopeorpad
Huxwura /IMUTpUEBCKMI. YIUBUTEIBHO, YTO 3TO PEAIM30BA MPUITIAIICHHBIN
Oanermeiictep. Y Bcex BO3HHMK BOIPOC: Kak OH CyMeeT 3T0 BOIIOTUTH? OTKyna
OH 3HAeT TaHIEBAJIbHYIO JEKCHKY Ka3aXCKOTO TaHIla, HallMOHAJIbHBIE TPaJUINH
u 00b9an? BBIJIO CIIOXKHO MOBEPUTH B TO, YTO MOYKHO OCYIIECTBHUTH CO3IaHHUE
HHTEpPECHOTro Oajnera Ha OCHOBE CHHTE3a HALMOHANBHOW M COBPEMEHHOM
xopeorpadun, Bear B KaszaxcraHe eme He ObIJIO MOJOOHOTO 3KCIIEPUMEHTA.
Aprucram Teatpa «Actana 0aner» ObUIO HEMPOCTO OCBAMBATh CTHIIb HCIIOTHEHUS
Takol xopeorpaduu.

B Ganere «Onem» 31€MEHTH COBPEMEHHOW Xopeorpaduu rapMOHHYHO
COCAMHSUINCH C IBMXKEHUSMU U IJIACTUKOM Kazaxckoro Tanua. Ho uToOsl k aToMy
npuiTH, OaseTMelcTep 3aJ0JIro A0 Hadajla MOCTAaHOBOYHOTO MepHoia Havam
3HAKOMUTBCS C Ka3aXCKOM KyIbTypoll, ¢ aprucTtamu. Bo Bpems penetunuu B
TEUEHUU Mecsila Obla mpojenaHa KojloccalabHas padoTa. APTHCTHI IPHUBBIKAIN
K HEMPUBBIYHBIM MeTogaM paboThl xopeorpada. OH u3ydaa KakIoro apThcTa
U TepHeTUBO padOTal WHAWBUAYAIbHO, TaK KaK MCIIOJHHUTENSAM OBUIO CIIOXKHO
MPUBBIKHYTh K €ro cTuio Xxopeorpadguu. Momoaple apTUCTKH OBUTH Malio
3HAKOMBI MMEHHO C TaKkoil COBpEMEHHOH Jiekcukod. Teno mx He Ciaylanoch,
paboTtanu coBeplIeHHO Apyrue MbIIIBL. He pa3 mosBisaiock YyBCTBO CTpaxa,
KaK y apTUCTOB, TaKk M y PyKOBOJCTBa Tearpa: a MOJY4HUTCS JIU OCYLIECTBUTD
MMOCTaHOBKY 3TOro Oanera?

ITpurnamenssii nocraHoBmuk Hukura JIMATpUEBCKUM — W3BECTHBIN
poccuiickuii xopeorpad U pexuccep, XyIOKHHUK IO CBETY, MpPOIIOCcEp, apT-
OUpEeKTOp OaneTHBIX (ecTuBalieil, rama-mporpamm, ITUPEKTOP M OPTraHU3aTop
Pa3IMUYHBIX MIOY-IIPOTpaMM, pEXHCCEp KUHOMpoekToB B Poccum u crpanHax
Eponer 1 CHIA. B 2000 rony Hukura JIMuTpueBckuil cTan eIMHCTBEHHBIM
aptrcTtoM u3 Poccuu, KTO BBIMIpai KOHKYpPC M HOMYYWJ PaBo Ha oOydyeHue H
pabory B HunepnanackoMm Tearpe TaHuma moja pykoBoactBoM Wpxu Kunnuana.
3a Bpems pabotel B NDT yuyacTBOBan B MOCTAaHOBKaX KOMITAHUH, COTPYIHUYAT
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¢ pasubiMu koyuiekTuBamu Hupepnanmos. C 2001 roga cran akTHBHO paboTarh
Kak xopeorpad. 3a 3TOT mepHoj MOCTaBUII Oonee MATHAECSITH HOMEPOB TS
COJIUCTOB W TNPEMbEPOB MOCKOBCKHX TeaTpoB. B kauecTBe xopeorpada u
XyAO’KHHKa MO CBETy BBINYCTWJ] Oonee IBaALaTh OaJeTHBIX CHEKTaKIeH Ha
CIICHAX POCCHUHCKHX M 3apyOeXHBIX TEaTpoB, Takue Kak ««IIpvHI W HUMIHN»
(HoBocubupckuii TocyaapcTBEHHBIN akaAeMHUYeCKUd TeaTp omepsl u Oajera),
«OmunovectBo Berpa» (Tearp Can-Kapmno), «3epkano» (KamepHsiii 6aner r.
Mocksa), «ManeHbKuil TpUHIY», «MeIaHHH BO ABOPSHCTBE», «OUGPOpHI»,
(MapuuHckuii Tearp), «JloBubsl cHoB» (MuxaitnoBckuii Tearp), «Tabymna paca»
(My3sikaneHbli TeaTp uM. Ctanucnasckoro 1 Hemuposuua-/lanuenko), «l'opon
1t onHoro» (bonbmoii Tearp Poccun). Hapsiny ¢ 3TuM BeICTYNIHI MPOIIOCEPOM
n apr-gupektopoM 10 TaHneBanpHBIX IpoekToB B Poccumn, Hunepnanpax,
Wzpaune, bonrapuu, Ucnanuu, Gunnsaguu [2].

Oco6oe mecto B TBopuecTBe H. JIMUTpHEBCKOTO 3aHUMAIOT PabOTHI, Te
€CThb CHHTE3 Tearpa, KHHO 1 HHU(POBBIX TEXHOIOTHH. IHTepHpeTHpys N3BECTHHIE
MIPOU3BEECHMSI, OH HAaXOAUT HOBBIN MTOJIX0/], HOBOE IIPOUTEHHE JIJIsI COBPEMEHHOTO
3putens. brnarogapsi TakoMy TalaHTy M BUACHHUIO peXuccepa, 0aleT «Oiaem»
MIOJTyYMJICA KPACOYHBIM U HHTEPECHBIM.

OcOoOeHHOCTH CHEKTaKJsl «OlneM» — 3TO JUOpPETTO, HecTaHAapTHas
xopeorpadusi, My3blKa C HCHOJNb30BaHHEM HMHCTPYMEHTOB pPAa3HBIX HapOIOB
MHUpa, HHTEPECHBIE KOCTIOMBI U CLIEHWYecKoe pelleHue Oanera. B moctanoBke
WCIIONB30BaHbl CaMble IE€pPElOBbIE MHPOBHIE TEHAEHIUMH B MCKYCCTBE
creHorpaduu, NpUBBIYHbIC IJI51 Ka3aXCTaHIIEB AEKOpalry ObLIH MpeoOpa30BaHbI
B CBETO M BHJCOMHCTAIALMH. Takxke xopeorpad «moBecTByeT» B OaneTe uepes
WIacTUKy Tena u 3D-mdnmuHra 6e3 TpOMO3AKHUX CTaTHYHBIX JEKOpalHi.
ApPTHCTBI B3aUMOAEHCTBYIOT C BUJIEO U FOJIOIpaMMaMHt, CBETOBBIMH U IBIMOBBIMHU
HHCTAISAIUAMY. «Pe3ynsrar okasancs BhedarnstomuM — boruau m XKpuupl,
CKauyIlMe Ha KOHSIX; TAHITYIOLIE Ha KOHAX; TAHILIYIOIINE [IIaMaHKHU, OpPHAMEHTBI U
TPOHYTBIE MATUHON BpeMEHH NEeTPOrTU(BI MArHYECKHUM 00pa3oM MepeMerainch
Ha CLEHY, TPEXMEPHBI BUIEOPSI AOMONHSI M YCHIMBAT MH(OIOTHIECKYIO
COCTAaBIIAIOUIYIO CIIEKTaKJs, NP 3TOM HE Mellas, a, HalpoTUB, YCUIMBas
xopeorpaduro» [3, c.30].

BuneoMannuHr mo3BoisieT MCKa)kaTh NMPOCTPAHCTBO, CO3/4aBaTh HOBBIE
MUPBI, YTO W clenan OaneTMelcTep B cHekTakie «Onem». Ha ceromnsmnuit
JeHb 3D-M3NNUHT — O/IHA U3 CaMbIX COBPEMEHHBIX U MHTEPECHBIX TEXHOJOTHI
Ui co3aaHusl 3QQEKTHBIX WIUIIO3UH, KOTOPBIH HCHONB3YeTCsl MPH CO3AaHWUHU
pas3BleKaTelIbHBIX 110y, (ecThBajel, KOHLEPTOB. BHOEOMIINUHT SABISETCS
cMMOHMO30M CBETOAM3alHA, ICKYCCTBA U HayKu. biaronaps TakuM cOBpeMEHHBIM
TEXHOJIOTUSIM, CLIEHOTpadysi CIIEKTAKIIS «OJIeM» MONy4Yriiach HEOOBIYHOM, OUeHb
3penuIHONA. MOXHO NPEAIOI0KUTh, YTO CIIPOC HA MPOEKTHI, COITPOBOXKAAEMbIE
BUICOKOHTEHTOM IOJOOHOTO pPONa, B XOpeorpapuuecKkoM HCKYCCTBE OyayT
cTpeMuTeNnbHO pacTd. CBETOBBIM OQOPMIIEHHEM IIOCTAHOBKM 3aHUMAJCS
cam xopeorpad H. JImutpueBckuii. CueHorpadus 1 KoMmmbloTepHasi rpaduxa
npuHaanexut Jleonuny bacuny.
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Puc.2. Buoeozonoepammul, 0biMosble UHCTHALIAYUU

Mysbiky s Oamera «OnemM» Hamwcal KOMIIO3WTOpP  MYIBTH-
nHCcTpyMeHTanmucT bymar  T'adapo. Kommosutop, Bemymuid aKTHBHYIO
KOHIIEPTHYIO e TENbHOCTb, CO3a)l MY3bIKY IJISI MHOTHX (DMITEMOB U T€aTPATEHBIX
roctaHoBoK B Poccun, CIIA, Kanazne, Eporie n A3uu. B 2014 roxy BeicTyman ¢
xoHIepramMu Ha X XII OnmuMruiickux 3uMHEX urpax B Coun.
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Bynara TadapoBa MHOrme 3HAIOT Kak TAJAHTIMBOTO pEXHCCEpa,
MpOIIOCcepa, OpraHn3aTopa HEOPAWHAPHBIX MYIBTUMEIUHHBIX 110y, 3THOTpada,
cobuparomiero GoapKIop B pa3iIMYHBIX YacTSIX MHUpA, CIIEHUAINCTa B 00NacTH
(ONKMY3BIKH,  co3AaTels]  YHUKAIBHOW  SHIMKIONEAWH  MY3BIKAJIBHBIX
HHCTpYMeHTOB M momnyisipusupytomero World music. Kommosutop u3BecteH
TEM, YTO B CBOUX IIPOM3BEICHUSIX COBMEIIAECT pasHble CTHIM MY3bBIKH,
npodeccronanbHo urpaeT Ha S00 My3bIKaTbHBIX HHCTPYMEHTAX pa3HbIX CTPaH.
B KoHLIEpTaX OH OAHOBPEMEHHO MOKET MCIIOIB30BaTh [0 MATH HHCTPYMEHTOB, 32
YTO €r0 YacTO Ha3bIBAIOT «UEJNIOBEK OpKecTp». Takike OH BiIajeeT HECKOIBKUMHU
BHaMU TICHUS: TOPJIOBBIM, apa0CKUM, HHIUHCKUM, PyCCKUM, a TAaK)Ke OUTOOKCOM
[4].

Mysbika Oanera «Onem» yHHKaibHa M caMoObiTHa. OHa mpu3BaHa
n300pa3uTh TaWMHCTBO pOXACHUS Aymu. Kaxkaplii HoOMep mnpuoOperaeT
0co0yI0 3BYKOBYIO KpacKy Onarojapsi COUETaHUIO HapOIHBIX, KJIACCUUECKUX H
ANIEKTPOMHCTPYMEHTOB — IIaMaHCKoro OyOHa, BapraHa, IoMOpEI, (opTenuaHo,
XaHT paM. 3By4aHHe 3TUX HHCTPYMEHTOB TO3BOJISIET MPUKOCHYTHCA K APEBHEMY
MUDY, K MUPY AyXOB, IPOHUKHYTH B ITTyOHHY CO3HAHHA APeBHOCTH. KoMmo3uTtop
3anucal 1 cBEN 50 My3bIKalbHBIX MHCTPYMEHTOB B CBOEH cTynuu. Taxoke B Oanere
3ByYaT TpPU KOMIIO3MLHM HM3BECTHOTO (PPAHIy3CKOTO KOMMO3UTOpa ApMaH[
Awmapa, 9TO MOJOKUIIO HAuyaJI0 MEXIyHApOJHOMY TBOPUYECKOMY TaHIEMY.

«O1eM» — B IEpeBOie C Ka3aXxCKoro o3Hauaet «Bcenennas». baner coznan
Ha OCHOBE JApEBHEH TIOPKCKOW JIETEHAbl O BO3HMKHOBEHHUHW XH3HH, UCTOPUHU
poxnenus aymu. JlereHaa miacuT 0 TOM, YTO IyIla IPOXOAUT Psii UCTIBITAHUH U
B utore nobexxaaer B OUTBE CO 3710M, YTOOBI MEPEPOAUTHCA Ha 3eMiie. ABTOpam
auOpPETTO MO3Ty U pexkuccepy baxpiry KanpbekoBy u camomy H. IMutpueBckomy
noTpedoBaIOCh MHOTO BPEMEHH ISl THIATENILHOTO M3yUeHHs JPEBHUX CKa3aHUI
Ha 3Ty TeMy, 4TOOBI HanmucaTh TUOPETTO K OaneTy.

Ax EHe — OOTrHMHSI mpapoAWTEeNbHUIIA — TOTOBUTCS K POXAEHHUIO, HO el
HYXXHO CEMb CBSILICHHBIX 00€PEroB, YTOOBI 3aIIUTHUTh HOBOPOXKAEHHOTO OT 3JIBIX
cun. CeMb JE€BOYEK MOMOTAIOT € MPUHECTH WX B MUp; MOCIEAHSS AEBYIIKa
o umenu Ana Xin coemunHsier ux B onHO 1enoe. 3areM Ak EHe mpucrymaer k
CBSILIEHHOMY JeicTBuUIO. JKpHibl — HOMOIIHUIBEI AK EHE myTemecTBy0T B Tpex
MHUpax: BEpXHEM, CpeAHEM U HIKHeM. OHU OXpaHSIOT JePEBO KU3HH, YbH JTUCThS
W TYLIH JKENaloT MOJIYYHUTh 3eMHYI0 0000uKy. JKpHIIBl mpenynpexaaT ux oo
y’Kacax ’KM3HHU Ha 3eMJIe, TIOKA3bIBalOT CTpAIHbIE KAPTHHBI T0J0/1a, OAMHOYECTBA
u ctpagannii. Ho kaskaas pyma HeCMOTps Ha 3TO XOUeT, YTo0BI ee BeIOpaiu. UToOb!
OCBETHUTH MU CBOEi KpacoToit Ak EHe 1 €€ mOMOIIIHUIIBI BEIOUPAIOT TOJIBKO OIHY
Iylly, TOYHEE, BCE TPU €€ UIIOCTACH, U HAJEISIIOT UX CBOMMH 1BeTaMu. CBeTnas
CTOpOHA MpPUMET rony0oii, TeMHasi CTOPOHA — YEPHBIH, a UCTUHHAS CYIIHOCTb
IOyl — ansiid nBeT. Ho cHavana maymia nojpkHa MpoiTH Bee ucnbiTanus. Cernas
CTOpOHa AyIIW OyleT MpoBepeHa MEpBOH, OHA MPEKpacHa; HO KPHUIBI JOJKHBI
3HaTh, HACKOJIBKO OHA CHJIbHA U OTKPBITA ISl TOTO MUpa. JKPHUIBI HCIIBITHIBAIOT
9TH AYIIA CTPaxoM, OOJIbI0 M HEU3BECTHOCTHIO. 3aTeM HauyMHaeTcs OWTBa CO
31m0M. buTBa ocTuraeT amoresi, ¥ CHJIbI CBeTa MOOekIatoT. B utore poxxaaercs
yenoBek. Ak Ene maet emy «KyT», 4T0o 03HauaetT 00KeCTBEHHBIH TajaHT. Jyma
o0pena CBOIO 3eMHYIO O0OJIOUKY, KOTOpasi HeJONTOBeuHa, HO MmpekpacHa. OHa
3aciIyKuia UM — OJeM, YT0, 3HAYUT BeeneHnas.
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CriexTakib HAYMHAETCS CO 3BYy4YaHUsl IaMaHCKoro OyOHa u creHorpaduu,
KOTOpas 3aKiIi0vajjach B BUACONPOCKINH, TA€ IEMOHCTPUPYETCs 00pa3 MaMaHOK
B crenu — OoruHu CynbObl «AK eHe» (AsynbiM MakyMoBOil) 1 €€ xpullbl — 3amaj
(Haprus Uckakosa), Boctok ([nana beticerymora), Cesep (LLbipea Cansiposa),
IOr (Anens bantenosa).

Puc.3. Hayuonanvnvie opnamenmol 6 cyenozpaduu

s ocyliecTBICHHMS OTOH BHJICONPOCKIIMM ObUIa OpraHU30BaHa
CrieruagbHasl CheMKa B CTEIH C YYACTHEM IJIaBHBIX MCMOMHUTEIHHUIL. [IlaMaHbI
B CIICKTaKJIC UTPAOT OOJBIIYIO pojib. OOIIeHHe ¢ OOraMu, MyTEIECTBUS MEXKTY
Mupamu, 00pb0a CO 3JIBIMHU JyXaMH, TaJaHueM O OyaylIeM 3aHMMAaIUCh KaMbl,
Tak TIOPKM Ha3bIBaJM CBOMX IIaMaHOB. X marnueckue eWCTBUS Ha3bIBAIUCH
KamiianueM. VIMEHHO MO3TOMY IIIaMaHBl B CIIEKTAaKjie «OJeM» — TJIaBHBIC
JICHCTBYIOIIINE JIUIIA, BOKPYT KOTOPBIX CTPOUTCS CloxkeT Oaynera. OHHM BRIOMPAIOT
Y UCTIBITHIBAIOT JYIIU, O Y€M U TIOBECTBYET OajeT.

B neproii kapTuHEe 11aMaHbl, U300paKEHHBIC B BUACONPOCKIINY, MJIABHO
HCYE3al0T U MOSBIISIOTCS Ha CIIEHE B MackaxX, ¢ OyOHaMu B pyKax, MEIJICHHO U
BJIACTHO IIaras Ha 3puTelisa. TeM cambIiM y MYOJUKH CKJIaJ(bIBACTCS OLIYIICHHUE
TOTO, YTO COIICIIINE C dKpaHa Kambl IUICHSIOT W 3aKOJIIOBBIBAIOT UX CBOEH
Marueil. MenuTaTuBHAS My3bIKa C TOPJIOBBIM IIEHUEM B CHHTE3€ C COBPEMEHHOMN
xXopeorpaduu B TOYHOCTH NiepeacT 00pa3 mamMaHoK. Tak HAUMHASTCS IKCITO3UITHS
CIICKTaKJIsl — «KaMJIaHHUE», BEIOOD JYIIL.

Xopeorpadusi BKJIIOYACT IIIAMAaHCKUE JBHKCHUS C  DJICMCHTAMHU
COBpPEMEHHOH JIeKCHKH. Bormreamie B 00pa3 MoJoble HCIOMHUTEIBHUIBI OBIOT
B OyOcH, pacKaumBasiChb BCEM TEJIOM, U BBIIIOJHSIOT CIIOKHBIC TEXHUYCCKHE
JIBUOKCHUS C BpallCHUEM M MpbDKKaMHu. Xopeorpadusi Oanera HeoObIYHas,
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CJIOXXHAasg MO KOOpAWMHAMKM MU TCXHUKE HCIIOJITHCHMUA. HeCMOTpSI Ha TO, 4YTO
CIICKTAaKJIb HaLIHOHaJ'IBHI:Iﬁ, xopeorpadwm Oaneta He sBIAETCS TakoBou. Ho
HUMECT CBOIO HAIIMOHAJIBHYIO CUMBOJIUKY B ABUKCHUAX. HanumoHanabHBINH MOTUB
OajeTa YUTAETCS B OpHAaMCHTAaX, pCKBHU3UTAX, KOCTIOMAX U cueﬂorpa(bm/l.

B cnekrakie ecth KapThHa C IIOJIOTHOM, BBIIIUTHIM Ka3aXCKUMHU
HAallMOHAJIbHBIMU Y30paMHu. B oOamere «Oaem» HAallMOHAJIbHBIC OPHAMCHTLI
HC BOCHPOU3BOIAATCSA B ABMIKCHUAX PYK WM KE B NOCTPOCHHUU OTACIBHBIX
PUCYHKOB, a IPUMCHAIOTCA B PCKBU3UTAX U B CL[CHOI‘pa(bI/II/I. Bce B mocTtanoBke
HUMEECT CBOKO CUMBOJIUKY — KOCTIOMBI, cueHorpa(bI/m, OpPHAaMCHTLI, ABUXXCHUA U
croxker. Ha MPOTAKCHUHN BCCTO CHEKTAKIIA JEMOHCTPUPYIOTCA Yy30Pbl, HCCYIIUC
OIpPEACJICHHBIC MOTUBLI — CTPaAX, M€4ajib, OAMHOYCCTBO, UCITYT, MOJIUTBA, KOTOPBIC
YUTAKOTCA 4Y€pC3 OpPHAMCHTHI, BHCCCHHBLIC B BUACOPALA MPOCKIUU. borarcTtBo
MNPUKIIAJHOTO HCKYCCTBA Ka3aXCKOro Hapoda CIIOCOOCTBOBANIO IIOSIBIICHUIO
HEKOTOPBIX I/I,Elef/'l y 6aﬂeTMeﬁCTepa B CO3JaHHUHU CBOGO6p33HHX U UHTCPECCHBIX
Xopeor’ pa(l)I/IIIGCKI/IX HaXoA0K, 4YTO Ipuaaio 6aneTy 0COOBIH KOJIOPpHT.

Puc.4. Hauuouaﬂbeze OPHAMEHMbL 6 peKeU3umax

Puc.5. Hayuonanonvie opnamenmol 6 pekeusumax 6 cyeHozpaguu
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Baner «Onem» mo3BoNMA myONHMKE OKYHYTbCS B HEBEPOSTHBIA U
3araflouHblii MHp TIOPKCKOTO 3roca. Brewarnsrommil miacTHUecKuil s3bIK,
SMOLMOHAIBFHO HACHIIEHHBI paccka3 O pOXICHUU YL, ee MyTH C Hebec
Ha 3€MJII0 CKBO3b TbMY M MCIIBITAaHHS HUKOTO HE OCTaBWJI pPaBHOAYIIHbIM. B
CreKTakie OObeAMHEHBl KIACCHYECKHe OaleTHhle TpPaAMLUH, KYyIbTYpHOE
Hacnenue Kazaxcrana u coppemenHas xopeorpadus. «Punocodckoe u rmyboxoe
CMBICJIOBOE COZIEp’)KaHUE, MY3bIKAJIbHOE COCTABIIAIONIEE, COBPEMEHHBIH MOYEpK
OaneTMmeiicTepa TeaTpa OnpeaeT Ui 3HAUMMOCTh JAHHOTO OalieTa B pernepTyapHOM
MOJIMTUKE TeaTpa U ero poji B Pa3BUTUH HAIMOHAIBLHOTO Oanera [5, c.11].
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LI.T. Ecupkenosa’
'Kazax ynmmuix xopeoepagus axademuscol
(Hyp-Cynman, Kazaxcman)

KA3AKCTAH KOMITIO3UTOPJIAP IbIFAPMAIIBIJIBIFBIHIA
HPEJIOANA KAHPBIHBIH KAJIBIIITACYBI MEH IAMYbI

AHHOTANUA

Byn maxanaoa Kazaxcman KomMnozumopnap wibleapmanbleblHOa npentoous HeaH-
PpbiHbIY natida Oorybl, KATLINMACYbL JHCIHE 0AMYbl KAPACHMbIPBIIAObL.

Ilpenoouss  orcamupoin  OetiHeNniK, MA3MYHObBIK,  KYPbUIbIMObBIK, — MY3bIKALbIK
Min  JHCabIHAH MANoai OMbIPbIN, OHBIH O3IHOIK epeKueNiKmepin auKbIHOANEAH.
Kaszakcman komnosumopnap apacvinan F.OKybanosa, K.Kooicamespos, T Kaoiczanues,
H Menoizanues, K.Tezexbaes, b.Amanonconoemapovly npenioousiapbii mepenipex
Kapan, onapovly apKAUCLICLIHBIY CIMUTUCIMUKALAPYL, WbI2APMAWBLIBIK KYpaioapul,
KOpKeM Ol MYIHCLIPLIMOAMALAPLIHBIY KYPbLLY AMAL0apbl KOOIPEK anblKmanaobl.

Tyitinoi ce3oep: npenodus, Kazaxcmarn xomnozumopnapwl, Oetinenep, ayeHoep,
Kyu, popma, paxmypa, exnin, wmpux.

L. T. Ecuprenosa’
'Kazaxckas nayuonanvhas akademust xopeocpaghuu
(Hyp-Cynman, Kazaxcman)

O®OPMUPOBAHME U PA3BBUTHUE KAHPA IIPEJIIOIUN B
TBOPYECTBE KOMIIO3UTOPOB KA3AXCTAHA

AHHOTANUA

B oannou cmamve paccmampueaemcs nosignenue, Qopmuposanue u pazeumue
JACAHPA NPenoOUU 8 MBOPUECNBE KA3AXCKUX KOMNO3UMOPOS.

Onpedenenue dicanpa npenrooun 0aemcs yepes XapaKxmepucmuxy o6pazHocmu,
cooepacamenbHOCmu, CIMpyKmypHocmu u ghakmyprocmu 6 yenom. Hauboree npucmans-
HO GHATUZUPYEMCsi CIMULUCIMUKA, KpeamusHble cpeocmea U KOHYenyus Ka3axcmanckux
xkomnosumopoe I IKybanoeou, K.Kyscamvsaposa, H.Menoueanuesa, K.Tezexbaesa,
b . Amansrconosa.

Knrwouesvie cnosa: npenoous, komnosumopsl Kazaxcmana, obpasel, menoouu,
Kiotl, hopma, gaxmypa, memn, wmpux.

Sh.T. Yessirkepova’
"The Kazakh National Academy of Choreography
(Nur-Sultan, Kazakhstan)
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THE EMERGENCE THE DEVELOPMENT OF THE PRELUDE
GENRE IN
THE WORKS OF KAZAKHSTANI COMPOSERS

Annotation

In this article, the appearance, creation and development of the prelude genre
among Kazakh composers is discussed. The article discusess the emergence and the de-
velopment of the prelude genre in the works of Kazakhstani composers.

The specification of the prelude genre is presented through the characteristic of
imagery, content, structure and texture. The stylistics, creative means and the concepts
of prelude genres of Kazakh composers G.Zhubanova, K. Kozhamiarov, N.Mendigaliev,
Zh.Tezekbayev and B.Amanzholov are analyzed most closely.

Key words: prelude, Kazakh composers, images, kui, form, texture,

tempo, hatch.

XX FaceIpAblH eKiHm xapThickl — Kazakcrannarsl (oprenuano
OHEpiHIH OWiK IIbIHFA MIBIFY Ke3l. OHBIH OKUIIepl — KOMIO3UTOpIap,
OpBIHAAYIIBUIAD JKOHE IeAarorrapbl — Kasipri YITTHIK (OpTENHaHO
penepryapbiHa KONTETeH O31H/IIK YIeCTep KOCTHI.

Kazakcranga ¢oprenuano misrapMambUIbiFbl XX FaceipabiH 20-
IBI KBUIIAPBIH/IA KYPBUTBIII, KBUIIAM JaMHU KeJI€ OChI FACBIPIBIH COHBIH/IA
HIBIFaPMAIIBUIBIK KEMEJICHTeH I9PEKEeCiHe KETTI.

XX FachIpIbIH CKiHIII XKapThichiHAa Ka3zakcTaH KOMITO3UTOPIIAPHI-
HBIH IIbIFaPMAIIbUIBIFBIHAA KaMepaJIbl-aCTIalThIK, COHBIH immiHae ¢opre-
MTUAHO MY3bIKaChl KEHIHEH JTaMBbIIbl.

Kamepanpl-acanTblK  My3bIKaHbIH 0OacTamnKbl KYpbUTy Ke3iHEeH
Oacram-ak OHBIH MHHHATIOpara »>KakplH Oomysl Oaiikamazsl. On
Oafrapramaisl Ibeca PeTiHAe YITTHIK OelHenepi ambli, (HOIbKIOPIbIH
0aif oJeMiH, HIBIFBIC QJIEMiH TaHYBIMEH Oipre Ka3aKCTaHABIK MY3bIKa
KOHE OHBIH JKapaTyUIbUIAPBIHBIH OelHeley MYMKIHIITIH KepceTesi.
H.Illaxna3zapoBaHbIH aWTybIHIIA, EBPOMAJBIK JKAaHPFa XallbIK OYCHIH
€HTi3y Kac YJITTBHIK MEKTENTEep YLIIH eTe KypAedi MIHACTTI TYIbIpaJbl.
Komno3unusigarel epexenep, Karajd 3aHIbUIBIFBI JKOK €PKiH KYpPbUIBIM
MEH Ma3MyHJIapbl JKaHp CHSKTBl MUHHATIOpANApAblH EpeKIIeNiri
KOMITO3UTOPJIBIK OMIBIH aJIFa YMTBUTYBIHA KOJ KOM/IBI.

doprenraHo MHUHHUATIOPATAPBIH Kapail OTHIPHIMN, «Killl (GopMaibn
HIbIFapMaIapAbiH 0ec XKaHPIBIK TYpepiH 0exyre Oomaibl.

Bipinmi Tom — Ka3ak eHEpiHJe KaMepaJbl-aCTalThIK XKaHPBIHIA
OipiHmi yari OoiFaH SHIEp MEH KyiulephaiH (opTenuaHora eHIeNreH
HIpIFapMaiapel 0oibn TalbiIanel. Ma3mMyHbl koHE (hopMachl JKarbIHAH
anFaHaa OipiHIII ©HJICYJIep acTalThl Mbeca OOJIBIN KeJeIi.

Exinmn tom — eH Ken TapairaH Typi. byn OeiiHeni aramanapra ue
nporpamMMaisl nbecajap. bys Karapja eH KOpHEKTI OpBIHABI MEJICHETIH
Kimi ¢opmanarsl meirapmanap: H.Menairanuestin «/loMObIpa Typassl
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aHb3B), «Cremnby, A. JKyO6anoBThIH « KbI3b11 KaitbIHEDY, K. K0okaMbsipOBTHIH
«KanOwip», «Kynmyak», «boiire» artel mnbecanapbl, A.CaraTThiH
«Tamubiny, «Tolbactapy xaHe T.0.

ABTOPJIBIK QH-IIbECAlap MEH QH-OMJIep YILUIHII >KaHPJIBIK TOITHI
Kypaiasl. byn tomka A.Ky6anoBThiH «10 Toxik Omi» (1941-1945),
Kazak Owmiepi «Capamxam» xkoHe «Kepormbs» (1943), «8 kazak Owui»,
«Axokeneq Oui», M.CararoBThIH «Onus» OaneTiHeH aypuinactap Owui,
X.O01mKkaHOBTHIH «KekTeM Babci» koHE T.0.

Teprinmi Ton Oamanapra apHaJfaH MUHHUATIOpaIapibl KaMTHUIBL.
bananapra apHanran npecanap MiHACTTI TYpAE LUKI TYPiHAE TONTAIFaH.

Kazakcranga OeciHIIl TOI 9pTYpil Ma3MyHJapFa TOJIbI, >KaHPIIBIK
CUNAThl €BPOMAJIbIK MY3bIKaMEH OaiilaHBICTHI IIbIFapManap. byn tomka
Npeoausiap, HOKTIOPHAEP, TOKKaTajiap, SKCIPOMTTap, CepeHajaap,
«ce3ci3 oHuep» (mecHs 06e3 cioB) koHe T.0. kipemi. Ocbl >KaHPIBIK
TonTapAaH 013 mpenoaAnusHbl KapacTelpambl3. C.MHUXauIoBTHIH OWBIHIIA,
MIPETIOIUs JKaHPhl «HaWMEHee JeTePMUHUPOBAHHBIN. DTO U mpenornpe-
JIeNTUII0, OYEBUJHO, HUX IUIOJOTBOPHOE TBOPYECKOE MPETBOPEHHE B aT-
Mocdepe HOBBIX ACTETHUECKHUX M CTHJIEBBIX TE€HACHIMH XX cToneTus»
[1, c.122]. Bizaix Heri3ri MiHAETIMI3 — MPETIOIUs )KaHPBIH OCHHETIK ca-
JIaChIHAH, MY3BIKAJIBIK TLT JKaFbIHAH, OHBIH MOHEPJIi aMalAapbliH OTaHIBIK
HIBIFapMasap/arsl €H KOPHEKTI YrUIepiHiH Heri3iHae Tanaay.

Kazakcranga goprenuanonsIK npentonus xaHpbigaa 30-1aH apThIK
neecanap kaspltrad. Onapasiy asropnapsl F.OKyb6anosa, K. Koxambsapos,
J.Manymun, M.Koiimsioaes, H.Menuiranues, T.Kaxranues, C.Kubupo-
Ba, b.Kp1pipOek, b. AMaHxo010B, xoHE T.0.

En Oipinmn mpemtofusiiap ©TKEH KY3 JKbUIIBIFBIMBI3AAFBI 50-11i
KBUIAApAbIH OackiHAa maiina 6omapl. Con KeuigapAa Oacramkbl maiiia
O0TybIHBIH ce0e0l MpemroausuIapablH Maiiaa 0oaybl OOJNBINT TaObLIA b
By sxaHpabIH Ka3aK My3bIKaChIHA T3 apajia CiHyl My3bIKaJIbIK KOHE yKaJl-
NBIMOJICHUETTIK JKaFailapbiMeH OaiinanbIcTbl 0omabl. Jloa cou Kbuiga-
PBI IpeNToAnsIapAbIH HIbIFYbIHA OipHEIIe KafFaainap cedern O0Iabl: OpbIC
MY3bIKaJIBIK MOJICHUETIMEH OaiilaHBICHIHBIH OenceHaipinyi, Kazakcranna
KOHCEPBaTOPHSIHBIH aIIbUTYbI, KOHIIEPTTIK (OPTENHUaHO OPBIHIAYIIBUIBIK
JIOPEXKECIHIH JKOFapblUIaHYBI.

KazakcTan KOMIO3UTOpIIApbIHBIH HPETIOAUsIapbl 9pTYpii Oaikay-
Jlap MEH OPBIHJIAYIIBUTBIK PEMePTYapbIHBIH Kypamalibl 0e1iri 60k,

Fasuza XKyOanoBanslH npemoausiapbl Kazakcran koMno3uropuiap
HIBIFapMalIbUIBIFBIHBIH apachlHaa ©31HAIK OeifHenepre Tosbl epekine 0o-
nein keneni. On 1951 x. Mockey KOHCEpPBAaTOPUSACHIH OKBIT )KYPreHiHIe
TOPT NPETIOAUICHIH Ka3FaH. 3epTTeyLIIep/iH aHBIKTaybl OOMBIHINA, OJap
KOMITO3UTOPABIH €peKIle KabieTTUIIr KoHe 031He TOH KACHETTLIITiHE he
neitni. Omapapiy ovibiHmIa, F.OKyOaHOBaHBIH HIBIFapMaiapblHAd «KOMIIO-
3UTOP/BIH NapPbIHIANBIFBI, OHBIH TUPUKAIIBIK 3€iiH1, XaJIbIK MOJCHHETIMEH
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TepeH OailiaHbIChDy OalfKamaabl.

3bIMBIpan OTIM KAaTKAH COTTI TOKTATY[Abl KaJalThIH, COHBI CE3iHIN
OHE KIIIKEHE TOJBIKThIPhUIFaHIbIFbIHA FAXKAMBIITaHyFa COUKEC KeJEeTiH
OyJ1 JKaHPABIH Ma3MYH/JIbI Oelnrici ac KOMITIO3UTOP/IbIH MPeTIOAUsIapbIH-
na skakcel kepiHeni. [IpakTukama eH 0aTbul OU-TIKIPIEPiH KENTipe OThI-
poin, F.OKybanoBa mieri oK MyMKIHAIKTEPIIl KOHE KepeMeT epKIHIIKTI
TYABIPAJIBL.

[pentonusinap OyJ1 )kaHpAa €H Uri JoCTYpiiepiHie *Ka3blIbl, ojap-
JIBIH HET131H/Ie KIIACCUKAJIBIK €BpONaJIbl 0acTaybIMeH 013/11H XaIbIK HMITPO-
BU3ALMSUIIBIK TYTIKI TaMbIPIMEH ThIFBI3 OaitnanbicTa. byn npemrogusiiap
aBTOPJIBIH JKeKe CTUJIIH OeliHeneini: OelHenepaiH KapaMa-KallIblIIbIFbL,
Ma3MYHJBUIBIFBI MeH Jupu3Mi. F.OKyOanoBaHBIH mperoausiapbiHia YiIT-
TBIK MOJICHUETIMEH TepeH OaillaHBICTBUIBIFBI aHBIK OaiiKasiapl: Ka3akK oH-
nepi, AoOMObIpa MEH KOOBI3IBIH €Ki TbIOBICTHIFBIHBIH KaH Al 1a Tocinaepi,
Ka3ak KyhiepiHiH OelHere TOJbl dJIeMi.

F.)Ky6anosa o3 npentonusinapsinaa XIX-XX raceipiapasiH eBpomna
’OHE OpPbIC MY3bIKACBIH/IAFbI OCHI XKAHPBIH Oail ToxkipubeciHe cyiieHesi.
Kenemi jxarplHaH HIaFblH Ibeca OOJFaHAApblHA KapaMacTaH OJapJblH
roMO(OHIBI-TAPMOHUSIIBIK HETi31 MONU(OHUSIIBIK IBIOBICTHIFBIMEH TO-
JBIKTBIPBUIFAH, JKOHE JIe *kail yi1 Oenimai popMa MeH KeHEUTIreH nepu-
OITap KOJIEMIH allla OTBIPBIM, OJAPJBIH dpKaichIchl Oenriti Oip KeHiare
re. OpOip mpentoAnsiia MMaHUCTTIK MIHIETTEpMEH OallIaHbICTHI ©31HE caii
6enrini 6ip ¢pakTypaHbIH TYpIepi xkacansiaFaH. [pentoqusinap Ka3ipri ke3-
Jie OKy-TIeIarOTMKaJbIK pernepTyapbiHa eHrizini [2].

1988 xbuiel F.OKyOaHoBa kaHamaH (opTenHaHO LMKIIIH >Ka3blll
mbiFapaiel, oran npogeccop EBa Koranra Garpimranran « EVA» araynsl
YL Tpesroust eHreH. by mpemtonusiiap MiHe31 sKaFbIHaH aJiblll KaparaH-
Jla Kapama-Kalmibuibl, 0ipak Kaimbl TEMaTU3MMEH OalIaHBICTHIPBIIFAH:
E-F-A nwi6sicTapel (Mu-(a-jis) — MHAHUCTKAHBIH €CIMIH CypeTTel, YII
KOHTPACTTHI MbECAJaH TYPAThIH LMK Kypal OTHIPHII, Oenriii 6ip cum-
BOJIUKAHbI KepceTeni [3].

F.)KyOaHoBaHBIH MpeToausUIapblH ThIHAAFaHbIMBI3A 013 KEHeC
ke3ingeri komno3utop C.IIpokodbeBTiH TBOPYECTBOJBIK ACEPiH AHBIK
Oaiikaiimp3 (F.)KyOanoBansiy mnpemtonusinapsl sxoHe C.IIpokodneBTiH
«MHUMONIETHOCTH» aTThl MUKIBI). bynap mbiFapmanapably rapMOHHsLIIA-
pBIHIA, CTPYKTypaiapbeiHaa, popMmanapblHaa, MITPUXTapbIiHAa, Oip OKTa-
BaJlaH €KIHIII OKTaBara «CeKipiMIep/e», albIpbIM PEHKIH/E JKOHE BIObI-
CTap/bIH OOSyNapbIHa, KOHE 1€ AMCCOHAHCTHI, XPOMaTU3M/Ii JKOHE Tpe-
MOJIOHBI KOJIJaHyJapblHaH KOpiHEeI.

F.)KyGanoBaHbIH npentoausiapbl Ne1arorukaibIK )KoHE KOHIIEPTTIK
penepryapbiHia KeHiHeH KoinaHbuiaael. Onap Oaiikay Oarnapiamanap-
TIBIH 0apibIK OacKbIITapbIiHa eHri3iireH. OpbIHAay KaFbIHAH KOJIAHIbI 00-
JIBIT KeJIeJll )KOHE KepeMeT TeXHUKaIap MEH KONTEreH MiHAeTTepAl KaKeT
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ereni. F.OKyb6anoBaHbIH mpemroausiapbiH AYPHIC OPBIHAY YIIIH OHBIH 6T
HO31K 0OSTyBIH YKOHE Ma3MYHBIH TOJIBIK TYCIHIN OLTYy KaXKeT.

Epekmie kp3pirymbulbkTel K. KokaMbspoBTBIH Killi  (hopmaisl
mIpiFapManapsl oeiineneiini. KoMno3suTopasiH My3bIKaIbIK TUTIHAET] YIT-
TBIK MiHe3/1eMeci KociOu eHep >KaHpbIHJAa YHFBIP MY3bIKaHBIH €peKIIei-
TiH eH OipiHIli peT KolJaHyaa YIKeH yiec KocThl. P.XacaHOBaHBIH aliTybl
OolibIHIIA, «KaMepHO-MHCTpyMeHTa bHas My3bika K. KyxambsipoBa He Tak
3HAUUTeNIbHA, KaK ONepHas Wiu cuM(OHHYECKasi, HO OHA JOCTaTOYHO UH-
TepecHa 1 pazHooOpa3Ha 1o xaHpam». bynapra K. KoxxaMbspoBTBIH (op-
TEMHMAaHOFa apHAJIFaH aNThl Killll IPeTIoAUsIIap KoHE MPETIOIUsI-103MaCh
xKarazpl.

O3iHiH NpenoanA-NI0dIMAaCkIHIa KeOiHece KeH Tuana3oH/ibl, AbIObI-
CTbIH OaMBITBUIFaH PEHKIH KYILKE, SHEPTUSAFA MOJI )KOHE TOJIBIK aKKOpATap,
HKCTIPECCHUSHBIH KbI3Ybl, TMHAMUKAJIBIFbI MEH aJIFa YMTBUTYJIBIFbIHA, Kepe-
MET JpaMaTHKaJapblH KOJIAaHAIbI.

byn xepne crpykrypa, (akTypa, *Kajambl TY3UIICI KOHE Ma3MYHBI
’KaFblHAH, OCBIHJAM aKKOPATAapAbIH JKOHE OChIHIAall My3blkara ue 0oy
KaFplHAH ajblll KaparaHbIMbi3na C.PaxMaHMHOBTBIH NpeTIOAHsIIapbI-
Ha eTe YaKbIH KeJeni (MbIcanbl ojap PaxMaHMHOBTBIH J0-AK€3 HEMece
COJIb-MUHOD TMPEONUsIapblHAa OaiiKanaab).

OpbIHjay skaFbIHaH KaparaHaa OyJ1 HosMa-IpesTtous aiTapiabIKTan
Kkypaeni. Kommno3utop MyHaa GapibIK perucTpi *oHe KeH JAHara3oH[Ibl
KOJIJTaHFaH/IBIKTaH MUAHUCT OPbIHJAFaHa OPKECTP/l €JEeCTETIl, OJapabl
OpTYpJIi acmanTtapra 0eJin Kapaybl bIKTUMaJ. AJl OHBI OpPbIH/IAY MaKCaThl
JKaFbIHAH aHBIKTACAK, IIBIFAPMAHBIH IITIHAETI O1p aKKOpATAH eKiHIII aK-
KOpJIKA TeTiCTel aybICTBHIPHII, COJ YHFBIP MOTUBIHE Coiikec opOip rapmo-
HUSICBIH €CTIll, TYCIHII, alIUIMKaTypajapbl MEH MeAaiH TYPbIC KOJIaHy
ab3ai.

HarpiM MenpiranueBTiH eciMiMeH OChl ()OPTEIMHAHONBIK >KaHPBI-
HBIH OMIK HIBIHAApbIHA JKETY KepiHicTepiMeH ThIFbI3 OaianbicThl. O eH
asFall KociOM Kas3ak MUaHUCTI 0oia Typa ThIHJIApMaH ayluTOpUsIIapbIH-
Jla YIKeH TaHbIMAJBIKKA M€ OOJIBIN, MY3BIKAJIBIK MEKTENTep, YUUIUIIE
KOHE KOHCEPBAaTOPUSHBIH OKY-METOIMKAJIBIK perepTyapblHa KipeTiH eH
OipiHIII (opTEenUaHOFa apHaJIFaH KOHIEpTTep, OipHelle MUHUATIopaaap-
IbIH aBTOpBI 007171bl. OHBIH «/{oMOBIpa Typasibl aHbI3» aTThl KOHLEPTTIK
nbecachl Ka3ak (opTernuaHo My3bIKachbIH/1a KEHIHEH TapaFaH LIbIFapMara-
pbIHBIH 0ipi Oomnabl. CoHbIMEH Oipre oHbIH 2 npemntonusich aa (a-moll, As-
dur) TeIHDApMaHFa TapPTHIMABI 1a KbI3BIKTHI Oombin kenenl (1966). Oubig
Oipini «Cremnby JereH atayra ue 6osraH, GakTypa KypbUIbIMbI XKaFbIHAaH
C.PaxmanunoBThIH gis-moll op.32 Nel2 npemoausceina ykcac. byn yk-
CacThIK KeHIHEH OHJETUITeH dyeHI MEH KYpaCThIPbUIFaH TapMOHHSCHIH/IA
Oaiikanansl. bipak kagennusceinaa H.Menairanues ma0bicTarsl OeiiHEH]
CYpETTeii OTHIPHIN, TOMOBIPAHBIH KOHBIP ABIOBICHIH eHTi3eai. Exini mpe-
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JTroAusICh OelHeniK Kypbuiblc xarbiHaH C.PaxmMannHOBTHIH As-moll op.23
Ne6 npenrousicbina skakblH. OHBIH 9y€H1 OH aJITBIIBIKTBIH OpHETiHIH (o-
HBIHJIA eCTLIel.

T.KakranueBTiH CTUIIIHIH HETi31 63 ajabiHa 0ail skoHe opTypii 060-
abin keneni. [lIprFapMaibuIbIFBIHBIH TY31Ty1HE XaJblK JIOCTYpPiHIH opra-
HUKAJBIK )KUHAKTAYbl KOHE IIET eJ/IIH KIACCUKTepl MEH OPBIC KOMITO3H-
TOPJIAPBIHBIH IIBIFAPMAIIBUIBIFBIHBIH dCepi YJIKEeH pei aTkapabl. JKac aB-
TOPJIBIH IIBIFAPMAIIBUTBIK HAKBIIIBI XX FACBIPAAFbl KOMIIO3UTOPIAPBIHBIH
apaceiHad [IpokodbeB, CTpaBUHCKUI koHe BapTOKTHIH My3bIKajJapblHA
KaKblH OONFaH/BIFEl aHbIK Kepineai. Comait erin, KaxraineBTiH My3bl-
Kachl KaHTWJICHIITIMEH, XbUIbI ce3iMiMeH jkoHe ne Jebroccu meH Pa-
BETIBIH 131H JKaIFacTHIpyMEH OaiIlaHBICTHI TAPMOHUSIIBIK BEPTHKAIIHIH
€CTUTyIMEH, TeMOPIIIK peHKIMEH ©31HE TapThIM/IBI.

[pentonusiap op Ke3eHAe >Ka3bUIFaHBIMEH KOMIIO3UTOPIBIH ©3i
(xommo3uTOpABIH Oip cyxOarbiHAa OalikanraHmai) onapiabl Oip IMKITe
OaiiaHbpICTBIpyFa KoJl Kol Onap — IpaMaiblK, TEPEHIETIINeH TOJIbI
NICUXOJIOTU3MHEH OM KOHE CKeploFa JediH OapaTblH YJKEH IIeHOep.i
KaMTuabl. [Ipenroaust skaHpbl KOMITO3UTOPb! (POPMACHI JKaFbIHAH BIKIIAM-
JBITBIFBIMEH, OHBIH 1IIKI JYHUECIHJIET1 CHIPBIH, OMBIH JKOHE Ce3iMiH Oin-
nipyiMeH KbI3bIKThIpFaH [4]. Mbicanbl, Nel — FOmopecka, Ne6 — Menyor,
Neo7 — Cxepuio, Ne8 — PomanTrueckas.

T.KaxxranueBtiH OapiblK Operroausiiapsl xkaHp, ¢Gopma, dakrtypa,
TEMIT KOHE IITPHUX >KaFrbIHAH 9P TYPJIi MiHE3re TOJbI.

T.KaxkraaueBTiH KOMIO3UTOPIBIK (DOPTENHAaHO CTUIIIHIH epeKIIei-
ri:

1. XKetinmi npemrogusaceinaa (IIpenronus-Ckepiio) ckepio, mpemnto-
TIMsT JKOHE KYH JKaHPBIHBIH OlpiryiHJe aHbIKTaJIFaH aHPIbIH XaJbIKapa-
JIBIK KQHE YITTHIK CHHTE31;

2. XanblK YJITTHIK CTHJIMCTUKACHl MEH Ka3ipri 3aMaHfa cail KOMIIo-
3UTOPIIBIK ’ka30achIHBIH OaiaHbIChl. by epekiienik GapibIK MpeTroaus-
napaa 6ap. On Kazak My3bIKachlH MiHe3IeyIl XX FachIpbIH diCTepiMEH
ColiKeC Kellei;

3. OpOip nmpearoausIapbIH acnanTayfa 00lIaThIHABIKTAH OPKEeCTPIIIK
KOpIHICIIEH KapacTbIpyFa 00Jaibl;

4. TlpemtogusiapbIHbIH OIPTETICTIIT MEH TpadUKaIbIFBIHBIH I0JHU-
(OHUSIIBIK Ma3MYHAaMachIHa Naiiia 60Iysl;

Bbyn npenronusinapbiabiy ctuiibaik 6actaysl C.IIpokodreBrin dop-
TENUAaHO IIbIFapMallbUIBIFBIMEH (Op. 12, Ne7 no-makop Npenroguscsl,
[IpoxodrenTiy 4-mi conaraceiHgarbl Andante, «MwumoneTHoCTH» Ne2,
«Capxkazmanaps», Ne conaraceiHan MenyaT, «Ckepuio» op. 12) ThIFbI3
OaiinanpicTel. OcbiMeH Oipre aiity kepek, T.KakranueBTiH mpemtoaus-
JapbIHAa Ka3aK MOACHUETIMI3MIIH MY3BIKAIBIK JJCTYPIMEH OaiaHBICTHI
aHbIKTanaapl. MpbIcaibl, 7-I11 NPENIOAUACHIHBIH BIPFAKTHIK MOTHBIHJIE
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(«wumi e3en», «Ypumait», «Coynem-aii» cekiai Ka3ak oHAepiMeH TyTac),
OipiHIII )KOHE eKIHIII MPETIOIUACHIHBIH dyeHIH/IE eciTeMis.

T.KaxkranueBTiH NpentoAnsIapblHbIH aHBIKTAy IMPOLECIHAE OHBIH
MUHHATIOpaJapblHIa aBTOPABIH ©31HJIK >Kekemniri Oaikamanasl. by xe-
kenik XX FachIpbIH MY3bIKAChIHIAFbl Ka3ipri 3aMaHfa KeJNeTiH TiTiHJe,
JIOCTYpiHAe opi opTenuaHo CTUIIHAETI TApMOHUSHBIH KYPACTLUIIrT MeH
(opMachIHbIH aHBIKTHIFBIHAA. T.KakranueB mNpemtoausChIHBIH (hakTy-
pacbIH/ia KepeMeT ©HepTaNKBIIITHIK HIe0epirin kepceTei: 013 OHbI Ka-
JIBIH TeMOPiHIH KOCBUTYBIH/IA JKOHE YHUCOHABIK KYBICTBIFBIHBIH (DOHIIBIK
s dexTiHIe, SySHIETUITeH JIMPUKAIIBIK METOAUACHIHIA XKOHE OTKIp Kia-
CTEpJIiIK TapMOHHMACHIHIA KopeMi3. O3iHiH OelHecl kaFblHaH Ja Mpelto-
TSI epeKIleIeHell — MYH/1a JJUPHUKaA J1a, )KYMCAKTBIK Ta, HO3IKTIK TE arnaT-
TBUIBIK Ta Oap *oHe OeiHeniri TonbIK, Tearpisl. bipinmi, ExiHmi xoHe
XKetiHwi npenoausIapblHbIH TeMaTHKAIBIK MaTepHablHAA ©31HIH YIT-
TBIK TOTIBIPAFbl, KOMIIO3UTOPABIH MY3bIKAJIBIK TITIHJIET1 YITTHIK TaOUFaThI
Oaiikaaabl.

PecnyOnukambliza npentoans KkaHpbIHbIH AaMy KepiHicinae XK. Te-
3eK0aeBThIH €Ki MPETIOIUIIapbIH aTan 6TceK 00a bl

XK.TezexbaeB ©3iHIH epTeeri IIbIFapMallbUIBIFBIHAA (hopTenrano
yuriH «Con» xkoHe «SIBb» nereH 2 npentonusiapbi skas3asl (1978). XKone
ne con (opTenraHora koHe opkecTpre kaszpuiran «Hozik xkanran» mpe-
JIFOQUSICBIH €HT13/11.

AcnanThlK JkaHp OoWbIHIIA 01 QopTenuaHo acnaOblHAa (axTy-
panapasiH OaibirbiH ce3inreH. Con ymin baprok, CtpaBunckuii, Opd,
XUHIEMUTTIH LIbIFapMaliapblH YHPEHE OTBIPHII, OJ1 Ka3ipri 3aMaHFa coii-
Kec Oenriyii amangapbelH KonjgaHaael. OHBIH epTe JoYipiHIeri My3blIKa-
CBIH/Ia €BpOIIa aHPBIHAAFbI (1T03Ma, 0aana) moHE CONl CEeKUIl Ka3ak
JOCTYPIIi MY3bIKAaCBIHAAFBI (9H, TEpMe, KYi) UMITPOBU3ALIUS MEH TEMOPITIK
MYMKIHIIKTEpIMEH Oipre Ka3ipri ®oHe YITTHIK CTUITUCTHKACH OalKaabl
[5].

Te3exOaeBTbIH MHTOHALMSIIBIK TiT OAaWIBIFBI €BpONa HOPMACHIH-
JaFblail Kataa eMec, aj Ka3ipri 3aMaHFa ColKec Kelnei.

doprenuaHo YIIiH kKa3bUIFaH TOPT MPENIOAUsSHBIH aBTopbl b. AMaH-
xoJsioB Oonbin Tabbutagsl. On 1969 x. KypManrasbl aTelHIarel AJIMAaThl
MEMIJIEKETTIK KOHCEepBaTOPHUACHIHAA JalbIHIAy KypcblHIA Hpodeccop
F.A.Ky6aHoBaHbIH KJIachIHJa OKBIM KYPreH MIAKTapbIHAA >Ka3FaH efi.
[Ipemtonusuiap yiakeH MUK Kypailabl. OHBIH NpenonusuiapbiH (ppaHirys3
UMIPECCUOHUCTTEp Aelroccu MeH PaBenbliH LIbIFapMallapbIMEH, OJap-
IbIH OarjapiaManbl MUHHUaTopanapbiMeH, skoHe ne A.H.CkpsOuHHIH
npemtogusuiapbiMer, C.C.IIpokodneBTiH «MUMONIETHOCTU»IAPbIMEH Ca-
JIBICTBIpYFa O0Nabl.

doprenraHo LUKIIH KYpaWThIH Nbecajapbl ©31HIH NIBIHAWBUIBIFBI
MeH KepkeM OeifHeni TepeHALTiriMeH epekieneHeni [6]. OHbIH OapibIK
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MpeNoAMsIIapbl TAOUFATTHIH OeitHeIepiMeH THIFbI3 OAMIAHBICTHI )KOHE 031-
He ToH araynapra ue: «OceHbto B ropax», «Pyueit», «Beuepauii Hanesy,
«Koxkmapy.

ConbiMeH, KopwlTa aiitkanna, F.KyOanosa, K.Koxambsapos,
T.KaxramueB, H.Menniranues, JXX.TezexOaeB, b.AMamkoiIoB xoHe T.0.
KOMIIO3UTOPJIApJIbIH MPETIOHs >KaHpbIHA YJeC KOCKaH MIbIFapMasapsl
KaHa KypanJapblH 137IeHyTre KepCceTiIiM/II )KOHE JIe KOPKEM OWJIBI TY)KbI-
pBIMIaMaapbIHbIH KYPbUTYbIH/IA YIKEH PO aTKapabl.
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O.B. Jlumsunosa’
'Kpemenuyeckuii HayuonanbHwiil ynugepcumem umenu Muxauna
Ocmpoepadckoeo
(Kpemenuyx, Yxpauna)

TAHIHEBAJIBHASA U MY3bIKAJIBHASA TEPAIIUSA KAK
METO/IbI KOPPEKIIUA YMOIIAOHAJIBHBIX COCTOSHUI

AHHOTAHUA

B cmamve coenan axyemm na npobdneme UCNONBL308AHUS MEOPHECMEA 8 YEsX
npoGedenUs NCUXONOSUHECKOU KOPPEKYUU IMOYUOHATbHBIX cocmosanull. Paccmompenbi
NCUXONO2UYECKUE MEeXAHUIMbL UCHONb306AHUS MY3bIKU U MAHya 6 pabome ncuxonoed,
PACKpbIM mepanegmuyeckull nomeHyuan O0anHvix gopm meopuecmea. Ilpuseden pso
NPAKMUYECKUX MEeXHUK C UCNONb30BAHUEM MY3bIKU U MAHYA 8 UHOUBUOYATLHOU U 2PYNNO-
6011 NCUXoN02UYecKoll pabome ¢ NPobIEMaAMU 8 IMOYUOHATLHOU Chepe TUYHOCMU.

Knrwouegvie cnosa: manyesanvhas mepanusi, My3bIKAAbHAS Mepanus, MOYuo-
HanbHble COCMOAHUA, KAMAPCUc, meopyecmeo.

O. B. Jlumsunosa’
"Muxaun Ocmpozepaockui amvinoagol Kpemenuye yimmoix ynusep-
cumemi
(Kpemenuyx, Yxpauna)

IMOUMSIIBIK KAFJANIAPIBI TY3ETY 9ICI PETIHETT
BU )KOHE MY3BIKAJBIK TEPATIUS

AHHOTAHUA

Maxanada smoyuanbik H#cagdanapaa NCUXOIOSUALLIK MY3emy HCypeizy Makca-
MBIHOA WBIEAPMAWBLILIKMGL KONOAHY MaceleciHe baca Hazap ayoapuliovl. [lcuxonoe
HCYMBIC OAPBICIHOA MY3bIKA MeH OUOI KONOAHY OblH NCUXOIOSUTbIK MEXAHUIMOepi Kapa-
cmuipblaovl. My3svika MeH Ou wbleapMaubliblK Gopma peminoe mepanesmix nOmeHyu-
andapwel aubliadvl. JKeke mynzauviy SMOYUATILIK CANACLIHOAZbL NPOOIEMANAPMEH JCeKe
JICOHE MONMBIK, NCUXOTLOSUSLTIIK AHCYMBICIA MY3bIKA MeH U0l KONOaHa Omulpein, OipKa-
map npaKmuKaiblk MexXHuKa KeamipineeH.

Tyiinoi co3oep: 6u mepanuacwl, My3bIKAIbIK MePAnus, SMOYUALbIK HCA0AUIAp,
Kamapcuc, wbl2apMaublLiblk.

O.V. Litvinova’

'Kremenchug National University named after Mikhail Ostrogradsky
(Kremenchuk, Ukraine)
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DANCE AND MUSIC THERAPY AS METHODS OF
CORRECTION OF EMOTIONAL STATES

Annotation

The article focuses on the problem of using creativity in order to conduct psycho-
logical correction of emotional states. The psychological mechanisms of use of music and
dance in the work of a psychologist as well as, the disclosure of the therapeutic potential
of these forms of creativity are revealed a number of practical techniques with the use of
music and dance in individual and group psychological work with problems in the emo-
tional sphere of a personality is given.

Key words: dance therapy, music therapy, emotional states, catharsis, creativity.

CoBpeMECHHBIN MHp HAIOJHEH MHOXXECTBOM COOBITHH, MEpeKUBa-
HUN, COCTOSIHUNA HEONPEJEICHHOCTH, pa3HO00pa3us U CIOKHOCTH. B me-
PUOIBI SKOHOMUYECKOM, MOIUTUYCCKOH, COIMAILHON HECTAOMILHOCTH,
OTPOMHOTO MH(POPMALIMOHHOTO /IaBJICHHUS, YEIIOBEK HE MOXKET HE TIEPEkKHU-
BaThb COCTOSIHUH (pycTpanuu, XpOHHUECKOTO CTPECCa, alaTuy, MOHMKEH-
HOT'0 HACTPOEHMSI U IPYTHMX dMOLMOHAIBHBIX peakiuil. BeipaboTars rud-
KOCTb K CTPECCOBBIM CHUTyallUsiIM, HAUTH BHYTPEHHHUE U BHELIHUE PECYp-
CBl, HAYYUTHCS OBITH TOJIEPAHTHBIM K HEONPEIACIECHHOCTH — TaKas 3aja4a
CTOUT I€pe]] COBPEMEHHBIM YEJIOBEKOM, U B €€ PELIEHUH HE00X01uMa 10-
MOIIIb U TOJ/IEPKKa CIIEHUAINCTa — [ICUX0JIOTa.

Mys3bIKa U TaHEl UTParoT LEHTPAIbHYIO POJIb BO BCEX KYJIbTypax, U
Ha BCEX ATalax OHTOI'€HE3a OKa3bIBalOT OrPOMHOE BIMSIHHE HA TAPMOHUY-
HOE Pa3BUTHE JIMYHOCTU. My3bIKa BBICTYNAET CIIOCOOOM TapMOHHU3ALNU
U ypaBHOBEUIMBAHUSA, 3TO CIIOCOO COLMAIU3AIMH, CIOCO0 0ObEIUHEHUS
JIO/IEeH, 4TO TIO3BOJISIET Pa3BUBATh IPYIIIOBYIO CIIJIOUEHHOCTD, CONEPEKHU-
BaHUE, yepe3 OOLIYI0 BOBJIECUEHHOCTh B MUP MY3bIKH. Mcrionb3ys My3bIKy
U TaHel| B IPOLECCe KOPPEKIUN 3MOLMOHAIBHBIX COCTOSHUM, IICHXO0JIOT
MOXET IIOMOYb KJIIMEHTY OTpearupoBaTh CBOM NepekKUBaHuUs B 0€30MaCHOM
(opme, CHATH TEIECHbIE 32 KUMBI, OLTYTHTb JIETKOCTb, TIOJIYYUTh OIBIT Pa-
OOTBI C TEIOM, HAyYUTh OTCIICKHBATH PEAKIIMU CBOETO TEJa B OTBET HA
BHEIIHKME U BHYTPEHHUE Pa3Ipa’KUTEIH.

CBuzeTenbCTBa O JIEUEHUH 3BYKOM U MY3BIKOM OTHOCATCS K JOUCTO-
puueckomy npouuiomy. B [pesnem Kurae uepornud, o6o3naqaronuii my-
3bIKy, 0003Hauaja Takxke U Onarononyuue. Bequueckue yuenble [lpeBHei
WNunun u yuensie [Ipesneii [ pennn, B wactnoctu [Mudarop, paccmarpuba-
7u Bce pusudeckue GopMbl Kak MposBICHUE MY3bIkH [1].

B nauane XX Beka ¢panirysckuii Bpad XK. E. JloMmuHHK DCKUPOIH
BHEJIPSUT B JIEYEOHBIN TpOIIecC MCUXUIECKH OOJIBHBIX JIIOACH MY3bIKY, OJ1-
HAKO ATO HOCUJIO YHCTO SMIMUPUUYECKUN XapakTep. CrenuaibHble nccie-
noBanusi C. KopcakoBa, B. bexrepesa, 1. CeuenoBa BbISIBUIN TO3UTUBHOE
BJIMSIHME MY3bIKH Ha pa3JIU4HbIE CUCTEMBI OpraHU3Ma: CEpAEUHO-COCYIU-
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CTY10, IBUTAaTEIIbHYI0, HEPBHYIO.

My3bIKanbHas Teparus — 3T0 METOJ IICUXOKOPPEKIIUU, KOTOPBIN OC-
HOBaH Ha TAPMOHU3HPYIOIIEM BIMSHUHM MY3bIKH Ha ICUXHYECKOe U (HU3H-
YecKoe cocTosiHue yenoseka. [1o muenuro 1. Xe3MoHaanma My3blka — 3T0
(dhopMa KynbeTypbl, KOTOpasi TECHO CBSI3aHA C SMOIUSMU, YyBCTBAMU U Ha-
ctpoenusiMmu. HyccOaym cumTaet, 4To My3bIKa CIIOCOOHA BBI3BIBATH IMO-
LMOHAIBHBIN OTKJIUK, CBA3aHHBIN C HALIEH BHYTPEHHEN KU3HBIO U HAIU-
MU ycTpemiieHusaMHu [2]. MccnenoBanust MOKa3bIBAOT, YTO MPOU3BEICHUS
Mouapra u llltpayca cmiocoOHBI CHU3UTH KPOBSIHOE aBIICHUE U YACTOTY
cepauebuenns. My3bika JeHCTBYeT Ha MOTOPHBIE CTPYKTYpPhI MO3ra, OHa
Croco0OHa MEHSTh HAIlly MUMUKY, BBI3BIBATh YABIOKY, OHA 3aCTaBIsET HAC
PUTMUYHO ABUTAThCS. OCHOBA MY3BIKH — 3TO 3BYK, KOTOPBIM BBI3BIBAET Y
YelioBeKa OMpeeNICHHYI0 BUOPAIUIO U BIUSET Ha OPraHU3M Ha KIIETOY-
HOM ypPOBHE.

Cy1miecTByeT Tpu OCHOBHBIE (DOPMBI My3bIKaJTbHOU TEPAIUU:

1) maccuBHas — MPeIyCMaTPUBAET MPOCIYIIUBAHNE KIIUEHTOM MY-
3BIKAJIbHBIX MTPOU3BEAECHUN C LEIBI0 U3MEHEHUS SMOLMOHAIBHOTO COCTO-
STHHS;

2) aKTHBHas — UCHOJb30BAHHE KIMEHTOM MY3bIKaJIbHBIX UHCTPY-
MEHTOB ISl BBIPAXKEHUSI CBOMX UYBCTB, OLIYLIEHUHN, IEPE)KUBAHUI;

3) CMElaHHas — 3TO HMCIIOJIb30BaHUE MY3BIKaJbHBIX ITPOU3BENC-
HUW pa3IMYHBIX aBTOPOB B KaY€CTBE CTUMYJIbHOIO MaTepHalia Jijisi co3za-
HUS CBOMX IPOAYKTOB TBOPYECTBA (PUCYHKOB, CKA30YHBIX UCTOPUM, IBU-
JKEHUI ).

TanueBanbHas Teparus — 3TO ICUXOTEPANIEBTUYECKOE UCIIOIb30Ba-
HUE TaHIa U ABW)KEHUH Kak Mpoliecca, KOTOPBIA CIIOCOOCTBYEeT MHTETpa-
MU YMOLIMOHAIBHOTO M (PU3NYECKOTO COCTOSHUS THYHOCTH. Kak moHs-
THE, U KakK IIeJieHanpaBieHHas ¢opMa JieueHus, TaHlleBaJbHas Tepanus
Bo3nukia B CIIIA B 1940-x romax, XoTs €€ HICTOKH MOXKHO HAalTH B IICUXO-
ananuse 3. Opeiia, TenecHO-OpUEHTUPOBaHHOM Tepanuu B. Paiixa, Ouo-
sHeprentuke A. Jloysna [3].

C TouKM 3peHHUs MCUXOJOTUH, TAHEI] — 3TO TEKCT, KOTOPBIA MBI TO-
HHUMaeM, KaK COBOKYIHOCTb 3HAKOB, MMEIOLIME MPOCTPAHCTBEHHO-BpE-
MEHHYIO CTPYKTYpYy U KOTOpbIE HECyT B ceOe MH(OPMAIUIO O COCTOSTHUU
YelloBeKa, YepTax XapakTepa U OCOOCHHOCTSIX OTHOIIeHHH. TaHell — 3To
CJIOXKHBIN (heHOMEH, KOTOPBIIi MOXKHO paccMaTpuBaTh B €IUHCTBE OMOIO-
THYECKOTO0, COIIMOKYABTYPHOTO U (PHI0CO(CKO-KOCMOIOTHIECKOTO aCTIeK-
ToB. McX0/1s1 MX 9TOTO, TaHEell MPEeCTaBIAeT cO00i hopMy HEBepOaTBLHOTO
KaTapcuca, TaKk Kak OH CIIOCOOCTBYET BBICBOOOXKIICHUIO CIIEPKHBAEMBIX
SMOLIUM, B TOM YUCJIE U COLMAIBHO HEMPUEMIIEMBIX, UTO IPUBOJUT K Ca-
MOPETYJISLHUU SMOLIMOHATIBHOTO COCTOSHHUSL.

Tanen sSBISETCS IEMEHTOM CIIOHTAHHOTO HEBEpPOATBLHOTO MOBEJE-
HUS YeJIOBEKa, MOKa3bIBasi 0COOCHHOCTH BOCIPUATHS NapTHEPA, OTHOIIIE-
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HUM K HEMY.

W3BecTHpIli OpuTaHCKUI TaHLEBaJbHBIN TeparneBT Mpapuon Yeiis
BBEJla B MIPAKTHUKY JIBa METO/Ia — KHHECTETHUECKYIO dMIIaTHIO (KaK dMIIa-
THYECKOE MPHUHATHE MapTHEpa yepe3 OT3epKaTUBAHHUE €ro JBUKECHUHN) U
PUTMHUYECKYIO IPYIIIOBYI0 aKTUBHOCTH [3].

B npakTuke Mcnonb30BaHUs TaHIEBAJIbHON M MYy3bIKaJIbHOM Tepa-
MU ISl KOPPEKLUU 3MOLMOHAJIBHBIX COCTOSHUS MOXHO HMCIOJIb30BaTh
PAI TEXHUK, ONTMCAHUE KOTOPBIX IPUBOJUTHCS HHUXKE.

Ynpaosicnenue «Moii my3vikanonviti 0opasz». llenb — oco3HaHue
CBOETO PEaJbHOI0 AMOLMOHAIBHOIO COCTOSHUS (KOTOPOE KJIMEHT UCIIBI-
TBIBAaET MOCIEIHEEe BpPEeMs), JKEJTaeMOro COCTOSHUS (Kakoe Obl XOTeIOoCh
WCTIBITHIBATh), CHATUE TEJIECHBIX 32)KMMOB OJarofaps IBIKEHHUSAM Tela,
HMOIIMOHANIbHAS U TeJecHas pa3rpy3ka. HeoOxonruMele MaTepraibl: My3bl-
Ka, KOTOPYIO OAOUPAIOT YUaCTHUKH I'PYTIITBI WK KIUEHT 1is ceOsl, pou-
rpbIBaTENb, TKAHU PA3HBIX IBETOB. NHCTPYKILIMS: yUaCTHUKHU TOTOBSIT MY-
3bIKaJIbHBIE MTPOU3BEACHUS, CIylIast KOTOpbIe, MO)KHO OBLJIO OBl CKa3aTb:
«3TO MO€ aKTyaJIbHOE 3MOLMOHAIILHOE COCTOSHUEY, «ITO MOE JKEIAEMOE
SMOLIMOHAJIBHOE COCTOSHUEY. 3aTEM OHH IIPEICTABIISIFOT ATY MY3bIKY, IBH-
raroTcs MoJ| Hee TaK, YTOObI ABUKEHHUS TOXKE BBIPAaXKalld HIMOLMOHAJIbHBIE
cocTosIHUSI. MOXKHO Takke MPEeNIOKUTh BBIOpaTh TKaHb JIIOOOTO IIBETa
U JABUTaThCs TOJ MY3bIKYy BMECTE ¢ Hell. B ciydae rpynnoBoii Tepanuu,
YYaCTHUKHM HaYMHAIOT MOBTOPSTH ABMXKEHHS TOTO, KTO MPE3EHTYET ceOsl.
OO6cyxeHue: yyacCTHUKAM TpeAaraloT OTBETUTh Ha CIIAYIOIINE BOIPO-
col: 1) TpyaHo nu ObLIO HAWTH MY3BIKY ISl IPEICTABICHHUS CBOUX 3MO-
1mit; 2) Uto BBI X0TeH CcKa3arh 3T0i My3bikoii? 3) [ToueMy TkaHb UMEHHO
9TOrO 1BeTa BbI BeIOpanu? 4) TpyaHo nu ObUIO APYTUM YYaCTHHUKAM TIO-
BTOPUTD 3TU JBUKEHUSA?

Ynpascnenue «Hapucyii my3zviky». 1lenb — 0co3HaTh CBOU SMOLIMH,
MBICITH, IPUJIATh UM CUMBOJHYECKHUI 00pa3, HAyUYUTHCS TOHUMATh MY3bI-
KaJbHBII PUTM U MpoLiecC Neperadn 3MOoIMi yepe3 My3biky. Heobxoau-
MbIe MaTepHuabl: TUCTBI OyMaru ¢opmar A4, Kpacku, KUCTH, HAOOP My3bI-
KaJIbHBIX MPOU3BEICHUN PA3TMYHON TOHAILHOCTU. THCTPYKIMS: KIUEHTY
IpeiaraloT BO BPEMS MPOCIYIIMBAHUS MY3bIKAJIBHOTO INPOU3BENCHHUS
BBIPA3UTh CBOM YYyBCTBA M MEPEKUBAHUS HA JIUCT OyMaru, UCIOJIb3ys pa3-
JUYHBIE XyJOKECTBEHHBIE MaTepHalibl. 3aTeM MPOUCXOIUT OOCYKICHHE
YIPaXXHEHUS U TEX NMEPEKUBAHUN, KOTOPHIE BO3HUKIIN BO BPEMS MIPOCITY-
IIMBAaHUS MY3bIKH U TOTO, KaK 3TO MPOSBUIIOCH Ha JINCTE Oymare — 00Cyxk-
JIeHWe JIMHUM, BETOB, 00pa30B. JJaHHYIO TEXHUKY MOXHO OOBETUHUTH C
TEXHUKOU «MOHOTHIIUW.

VYnpaocnenue «Komnosumop ceoeti oyuwiuy. 1lenb — 0cO3HATh CBOE
HACTPOEHHUE, COCTOSIHME, MepelaTh ero mapTHepaMm I0 OOLICHHIO 4epes
3BYKH; Pa3BUTh YMEHHE NOJACTPOUTHCS MO/ COCTOSHUE IPYTOro YeIOBEKa.
Heo6xonumble MaTepualibl: pa3HOOOpa3HbIE MPEIMEThI, KOTOPbIE U3AI0T
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3ByKHM M MY3BIKaJbHbIE MHCTPYMEHTHI. MHCTpYKLUS: YYaCTHUKU BBIOH-
paroT ais cebs My3bIKaJbHBIH MHCTPYMEHT, Ha KOTOPOM UM IPEICTOMUT
CBITPaTh CBOE UMs. DTO MOXKET OBITh TO UM, KOTOpPOE HauboJiee MPUATHO
JUISL 4eTioBeKa (Harmpumep, 310 MoxkeT ObITh Onisi, Oneuka, Onenbka, Onbra
BnangumupoBHa u T.1.). Urpast Ha HHCTpyMeHTe, HEOOXOAUMO HE TOJIBKO
CO3/1aTh OIIPEIEICHHYIO MEJIOINIO, HO U TIOCTAPAThCsI BIOKUTH B 3TO CBOE
OTHOLIEHHE K COOCTBEHHOMY MMeHH. [IpencTaBieHus: y4acTHUKOB 3alu-
CBIBAIOTCSI M TIOTOM MPOCITYIIMBAIOTCS. 3aTeM MPOUCXOAUT 0OCYKICHUE
BIIEYATIIEHUH, TPYIHOCTEN B UCIIOJHEHUH YNPAKHEHUSI, CBOUX IMOLUHN U
OLIYIICHUH, aHAJIU3 TOTO, MoYeMy ObUI BEIOpaH UMEHHO AaHHBIA HHCTPY-
MEHT, TOHPABHUJIOCH JIM CBOE 3By4aHHUE, YTO Obl XOTEIOCH IIOMEHATH U T.1.

Ynpaowcnenue « Taney cmuxuiiy. 1lenp — OLyTUTh CBOE HACTPOEHHUE,
CBOE€ COCTOSIHUE, MEepeaTh ero napTHepam mno oouenuo. Heooxonumsie
MaTepuaibl: My3blKa pa3JIMYHOIO PUTMA U JIaJa, MPOCTOPHOE IOMENIe-
Hue. IHCTpyKIMS: 10 KOMaH/A€ BEAYLIETO YYaCTHUKHU O] ONIPEIEICHHYIO
My3bIKy HAaYMHAIOT UHTEHCHUBHBIE ABW)XEHHUS BCeM TesoM. IlnaBHOCTE 1
CTENeHb MHTEHCHUBHOCTH BBIOMpAETCs Ka)XbIM YYaCTHUKOM J0OpPOBOJIb-
HO. [Io komanne «OroHb» y4aCTHUKU HAUWHAIOT JBUKEHUS, KOTOPBIE, 10
UX MHEHUIO, ONUCHIBAIOT CTUXHIO OTHA. 3aTEM OHU MCIIOJIHAIOT ABW)KEHUS
ctuxuit «Boznyx», «Boga», «3emis». B koHIle B IBHKEHUSIX HEOOXOIMMO
o0beaMHUTH Bce ctuxuu BMecte. O6cyxaenue: 1) Kakyro ctuxuio 6bu10
CJIOJKHEE MPECTaBUTh B JBIDKEHUSAX U nouyemy; 2) Kakue BneuarieHus
SMOILIMH BBI3BaJIO yrpaxkHeHue; 3) Kak Teno pearupoBasio Ha pa3iuyHbIe
JBUKECHUS U KaK Bbl JyMAeTe, [I0YEMY.

Takum 00pa3oMm, HCIIONB30BAHHWE MY3BIKM M TaHLA MPEICTaBISET
co00i OrpoMHBIN TBOPYECKHUN MaTepuall, KOTOPBIA MOKET ObITh UCIIOJNb-
30BaH MCUXOJIOIOM Kak B MHIUBHUAYaJIbHOM, TaK U IPYHIIOBOM (opmare.
Hcnonp30BaHue My3bIKU U TaHIA HE UMEET OIPaHUYEHH, 3TO BCET/IA IKO-
JIOTUYHO U PECYPCHO, UX MOXKHO OOBEIUHSATH C APYTMMH HAIpaBICHUS-
MU apT-TEPAINH, ITIABHOE B 3TOM — MacTEPCTBO IICUXOJIOra, €r0 KpeaTus-
HOCTb, YMEHHE YYBCTBOBATh MOTPEOHOCTH KIUEHTA, T0100paTh My3bIKY B
COOTBETCTBHUH C €T0 3aIIPOCOM U MOTPEOHOCTIMHU.
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CHALLENGES, PROSPECTS AND THE FUTURE OF KAZAKH
CONTEMPORARY ART

Annotation

This paper discusses contemporary Kazakh art within the frame of its
Sfunctions/roles in today's art community. This paper also considers general terms, the
achievements/failures of contemporary art within its existence and the prospects of it. The
article concludes with ideas that may help form the basis for the dynamic integration of
Kazakhstani artists in the global process.

Key words: contemporary art, artists, modern society, exhibition.
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BbI3OBbLIL, IIEPCIIEKTUBBI U BYAYIIEE COBPEMEHHOI'O
KA3AXCTAHCKOI'O HCKYCCTBA

AHHOTaUA

B 0annoii cmamwee paccmampusaemcs cospeMeHHoe Ka3aXCmancKoe UCKYCCMEO 8
PAMKAX CBOUX (hYyHKYULI/pOell 8 COBpeMeHHOM apm-coobujecmee. Aemop paccysxcoaem o
00CMUIICEHUAX U/UNU HEOOCMAMKAX COBPEMEHHO20 UCKYCCMBA 8 €20 BPEMEHHBIX PAMKAX
U ¢ yuemom nepcnekmus pazeumusi. B saxarouenuu cgpopmuposarst npednodicenust, Komo-
pble, B03MOJICHO, ROMO2YM COPMUPOBAMb OCHOBY 0Jii bojiee APKOl NPedCmasieHHOCIuU
U OUHAMUYHOU UHMeSPAYUU KA3AXCMAHCKUX XYOOICHUKO8 8 MUPOBOLL npoyecc.

Knrwouegvie cnosa: cospemennoe UCKyCCmeo, XYOOJICHUKU, cO8peMeHHoe 0buye-
€meo, bICMAasKa.

C.M. Caovibexosa’
'Kaszax ynmmuix xopeoepagus akademuscol
(Hyp Cynman, Kazaxcman)
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KA3IPI'I KABAKCTAH/IbIK OHEPIIH CbIH-KATEPJIEPI, IIEP-
CIIEKTUBAJIAPBI )KOHE BOJIAIIIATBI

AHHOTaNUA

Byn makanaoa zamanayu apm-goeamoacmsiKkmagsl OHbIH QYHKYULIAPs/Ponoepi
asculHOa Kazipel Kazakcmanoblk onep Kapacmulpbliaovl. Kaszipei 3amanvl onepoiy scai-
nel Wapmmapol, JHcemicmikmepi/comcizoiei Jcane OHblH DONAUAZbL KAPACTbIPLIAOLL.
Kopvimvinovloa Kazaxcmanowlx cypemutinepoiy anemoik yoepicke HeypibiM HCAPKbIH
YCHIHBLLYbL MEH CEPRIHOI bIKNALOACYbl YULIH He2l3 KAlblNmacmulpy2a MyMKIHOIK Gepemin
ycvinvicmap KepcemineeH.

Tyiiinoi cezoep: 3amanayu onepi, cypemuiinep, Kazipei 3amManevl K02am, Kopme.

The honoring of event of such great size usually allows writers with
contrasting views to introduce their independent perspective on a given
frame of discussion. Now it is left for readers to either agree or disagree
with writers based on the treatment of specific issues contained in the body
of discussion. On this note, the writer intends to present a personal view-
point of contemporary Kazakh art within the frame of its functions/roles
in the modern art society. Hence the discussion should begin by briefly
tracing the path of contemporary Kazakh art history to understand the cir-
cumstances that led to the creation of the platform where portfolios, publi-
cations, archival materials of contemporary Kazakh artists and articles on
art are published. It will be followed by analyzing the meaning of current
art in the context of visual art as well as concerning the different profes-
sional backgrounds of practicing artists in Kazakhstan. It will also consid-
er general conditions, the achievements/failures of modern art within its
existence and prospects.

The meaning of the “contemporary Kazakh art” can be viewed in
two separate ways. First, it can be considered as an “art work” and second-
ly as a “time period”. As the art work, the phrase is often used to describe
any work of art (painting, sculpture, drawing, etc.) to be done or created
within the current period of human existence; as oppose to the ancient
Turkic sculptures, late nomadic monuments, "stone women" as well as any
other works produced in traditional Kazakh setting which were used for
the of religion purpose long before the influx of foreign influences.

As a time period, contemporary Kazakh art is generally used to mean
the period, which witnessed new forms of artistic expression. The period
started in 1990s with the efforts of pioneer artists who went through dif-
ficult stages in their practicing career to set firmly the foundation of what
is known today as contemporary art. The newest art of Kazakhstan is the
same age its independence. By the end of the 1990s, after the collapse
of the Soviet Union, the country had witnessed the strongest outburst of
artistic energy restrained for decades by restrictions of both censorship
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and corporate order. Artists, most of whom were not members of the state
professional association - the Union of Artists of Kazakhstan, made an aes-
thetic and technological revolution, the consequences of which were not
only the creation of a new type of art for the country but also the destruc-
tion of the centuries-old system of cultural isolation. The academic triad -
painting, sculpture, graphics, as fully imported in the steppe of Kazakhstan
art, intuitively felt the form of colonialism, and new technologies - a sign
of freedom and unbiased. The first steps taken to destroy the frozen system
of socialist realism and search for new ideas were a movement - the dead
pictorial form replaced by the living action of the artist. Defending the
right for freedom of creativity, the artists of the late’90s not only destroyed
the usual Soviet principles of representation of art but also felt new vectors
of its development [1].

They are all so different and unique with their style and different
goals, but striving, energy and a common contribution to the modern cul-
tural background of the country unite them. Perhaps some works are not
easy to interpret, but in the end, isn't art about subjective experiences?

Noted for his bright individuality and rebellious charisma, Moldakul
Narymbetov (1946-2012) was a key figure in the Kazakh art-group "Kyzyl
Tractor" (1990). Narymbetov made great contributions to the development
and popularization of contemporary art not only in Kazakhstan but also in
the Central Asian region. His shamanistic myth-making is archaic in form
compared to modern content but allows to speak and express his identity
clearly. While Narymbetov’s sculptures of old rubber auto-tires are some
of his most iconic works, his paintings are intense, bold, and conceptual.
Narymbetov’s color strokes often correspond with the dynamics of nat-
ural life, corresponding with the sonorous colors of the Fauvists. Many
times taking the forms of abstract and landscape paintings of rural and
tiny settlements, he uses the victim as a theme in many of works and of-
ten comments on consumer culture, technology, and existential problems.
Narymbetov was a member of the arts academy of the Republic of Ka-
zakhstan, a member of the artists' union of Kazakhstan, and a winner of the
Zhiger reward. He has represented the Republic of Kazakhstan in many
events over the countries such as Austria, Switzerland, Germany, Czech
Republic, the USA, Italy, and Russia. He opened the school of Modern Art
in Almaty, and participated in such festivals of contemporary art as Art Bat
Fest in 2010 and in 2011.

Bakhyt Bubikanova came to modern art after having met with the
leader of the art group "Kyzyl Tractor" Moldakul Narybetov. Bakhyt rep-
resented Kazakhstan at the Vienna Fair in Austria, Ukraine, Russia, St.
Petersburg, Kyrgyzstan, and Korea. In January 2014, Bakhyt Bubikanova
awarded the prize of the Foundation of the First President of the Republic
of Kazakhstan "For Contribution to Contemporary Art", devoted to people
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under 40 years of age in the field of science and culture. In 2019, Bahyt
was chosen to represent Kazakhstan's national pavilion at the Venice Bi-
ennale.

Tolkyn Sakbayeva was born in 1990 in Almaty. She currently lives
and works in Madrid and is a permanent resident of the Espronceda Art
and Culture Centre in Barcelona. She graduated from the College of Dec-
orative and Applied Arts named after O. Tansykbaev and the Faculty of
Easel Painting at the Zhurgenov Academy of Arts. Her teacher and mentor
was Professor Kenzhebai Duisenbayev, to whom she dedicated her diplo-
ma work. In Tolkyn's work, the issue of freedom is central - both in the
literal sense of the physical conclusion and in the sense of limited human
perception. The main questions are: What makes a person truly free? What
is freedom and how is it formed? Where does it begin and where does it
end? [2].

Amidst the challenges, contemporary Kazakh art has made con-
siderable achievements. One of the most intense of these achievements
presentation of the illustrated catalogue "Artists of modern Kazakhstan",
which included 60 authors and 180 works selected within the framework
of the project "Modern Kazakh Culture in the global world". More than
500 works by 254 authors were presented to the court by the International
Expert Group, which included professionals in the field of evaluation and
examination of art works of the national-international scale. Initially, it
was planned to select 50 authors, but seeing the genuine interest in the
project the quantitative criteria have changed, which only added value to
this meeting of the elected [3].

Furthermore, in march 2019, the British-Kazakh Society and the
Committee of Art Collectors held an exhibition of contemporary art from
Central Asia entitled "Light of the Other. Presentation of Central Asian
Art". The exhibition, that was held at the London Gallery of Modern Art,
was featured original works by leading artists from Kazakhstan, Kyrgyz-
stan, Tajikistan, and Uzbekistan. Kazakh art was represented by eminent
artists, like Almagul Menlibayeva, Vladimir Tverdohlebov, Yerbolat To-
lepbay, Marat Bekeev, Saule Suleimenova, Uriya Zurek and others. The
purpose of the exhibition was to try to creatively reflect on the past and
present, history and modernity, as well as to reveal the inner world of Cen-
tral Asia, unexplored by the West through the language of art. The organiz-
ers spoke about the recognition of Central Asia's invaluable contribution
and role in world history through such leading innovators of the region
as Al-Khorezmi, Al-Farabi, Al-Biruni, Avicenna and Ulugbek, as well as
the ancient trade route, which is now gaining a new life - the Great Silk
Road. The works presented at the exhibition created a bright and original
image of Central Asia inspired by the history, traditions, and values of this
ancient region. Visitors to the exhibition had a unique opportunity to get
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acquainted with the culture and life of Central Asia through the individual
interpretation of each artist [4].

Another achievement worth mentioning is the project “Focus Ka-
zakhstan” consisted of four foreign exhibitions held in London (Great
Britain), Berlin (Germany), Jersey City (USA), Suwon (South Korea) and
the art residence of young artists in Berlin. The organizers of the project
approached the idea in an integrated manner, by dividing the event into
two parts - a presentation and a professional educational program for the
artists. The exhibitions showcased over 400 works, including archival doc-
uments from 94 artists. The project involved 14 Kazakhstani and interna-
tional curators and specialists. The London based international PR agency
Pelham Communications worked on the project [5].

However, yet Kazakhstan is not sufficiently represented at major in-
ternational art venues: in world-class museums, at exhibitions and fairs of
contemporary art, as well as in auction houses. To rectify the situation, a
dialogue with the leading foreign museums and exhibition spaces, long-
term planning of exhibition events is necessary to held.

Today’s contemporary art has real opportunities to make consider-
able steps forward. In the writer's opinion, the most profound step is partic-
ipation at the Venice Biennale, the World Contemporary Art Show, which
takes place in the Italian city on the water once every two years.

Kazakhstan, in the history of the Biennale, has never had a national
pavilion in Venice, this year is supposed to be represented by two proj-
ects — a group exhibition of graphics "Rhythms of the Kazakh steppe" and
a joint project of Artmeken Gallery and mobile application ARIAPP.IO.
Kazakh artists were supposed to present their works for the first time at
the Venice Biennale within the walls of their pavilion from May 11 to No-
vember 24. Before that, they were exhibited in the so-called Central Asian
Pavilion, which was funded by private foundations and sponsors. How-
ever, unfortunately, the Ministry of Culture and Sports of the Republic of
Kazakhstan did not manage to allocate the necessary funds from the bud-
get for participation in the exhibition in a short time, the press service of
the department said. The organizers of our masters' exhibitions should be
sure that their planned budget project would be funded on time and in full.

As the international practice shows, the preparation for the demon-
stration of world masterpieces is carried out for 3-5 years. The same can
be said about exhibitions of our artists at the leading art venues. Therefore,
it is important to invite foreign specialists to cooperate as art directors and
curators for art projects. The international advisory council on promotion
of Kazakh art abroad could become an effective tool for organizing exhi-
bitions.

To attract the attention of the world art society to domestic art, it is
necessary to effectively use the potential of the National Museum, which
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can act as the largest art site not only in our country but also throughout the
Central Asia. Today, there is not a single museum that would fully popular-
ize and collect contemporary art in this region.

To implement this task, it is possible to organize the Central Asian
Biennale in Nur-Sultan. It could become one of the main events of the
cultural life of the capital, that would make Nur-Sultan city a center for
innovative art projects, experiments, and exchange of ideas. Holding an
international festival of contemporary art in Nur-Sultan will help form the
basis for the dynamic integration of Kazakhstani artists in the global pro-
cess and identify new talents.

There are high expectations associated with the organization of a
large-scale forum of contemporary art in Kazakhstan; its idea is long over-
due and waiting for the support of the state.

Contemporary art as a form of cultural communication can become
an unifying factor throughout the Central Asia, which can increase interest
among the world community. Let us hope that the creation of a museum of
modern art in Kazakhstan is also a matter of the near future.
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KONSTANTINE GAMSAKHURDIA'S ANGLO-AMERICAN
PASSAGES IN BELLES-LETTERS AND PUBLICISM ("EUROPE
IN A CAGE", "THE UKRAINIAN FEMIDA", "MELANCHOLY
WITH SHADOWS")

Annotation

Georgia's literary school of modernism is represented by the outstanding authors
and one of whon is K. Gamsakhurdia. In the modernist works of the writer England and
America (English and American characters, culture and the economic or political con-
ceptions of these states) appea are represented in separete images and motivies. In this
article we discuss the problem of anglo-american passage on the example of three texts
which are the novel "Europe in a cage”, the essay "The Ukrainian femida", and the mem-
oirs "Melancholy with shadows".

Key words: modernism, inspiration, passage, political statement.

B.H. Kapoasa’
'Cyxym memnexemmix ynusepcumemi
(Tounucu, I'py3us)

BEJETPUCTUKA MEH MYBJINIACTUKAJAFBI
KOHCTAHTHH TAMCAXYPIUSIHBIH AFBLIIIBIH-
AMEPHUKAJIBIK IIACCAKJIAPHI («TOPIAFBI EBPOIIA»,
«YKPAMHJBIK ®EMHMJIA», «<KOJTEHKEJ YAHBIM»)

AHHOTaUA

Ipysusdaevl modepruszm a0ebu mexmedi eme Oedendi agmopLapMeH YCbIHbLIEAH,
onvly OIpi  dicone 6Oipeeetii  K.Iamcaxypous Oonein mabwinadel. JKa3yuibiCbimbiH
MOOEPHUCMIK WbleapManapuiHoa Aunenus men Amepuxa scexke momusmepinOe nauoda
bonaovl. Byn maxanada 0i3 ablIUbIH-AMEPUKATBLIK NACCANCOAPObL MbIHAOAU Y
MomiHHIK He2i3iHOe Maceneni mankbiaaumul3: « Topoasvl Eeponay pomansl, « Ykpaunowix
Demuoay scceci, «Keonenxeni yauvim» memyapuol.

Tyitinoi ce3oep: MooeprHusm, UHCRUPAYUS, NACCAAC, CAACU MATIMOeMe.

B.H. Kapoasa’
ICyxymekuii 2ocyoapcmeennwlil ynusepcumem
(Tounucu, I'py3us)
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AHITIO-AMEPUKAHCKUE ITACCA’KU KOHCTAHTUHA
IT'AMCAXYPIUA B BEJIETPUCTUKE U ITYBJINIUCTUKE
(«EBPOIIA B KJIETKE», «<YKPAUHCKAS ®EMUIA»,
«YHBIHUE C TEHAMMN»)

AHHOTaNUA

Jlumepamyprnas wkona modepuusma 6 Ipysuu npedcmasieHa upe3sbldaliHo
asmopumemuumu asmopamu, 00un us komopwix — K. Iamcaxypous. B mooeprucmckux
I’lpOMS’G‘EOEHM}lX nucameins AHZJZI/I}Z u AmepuKa NOABIAIOMCA KAK omc)e/szble 06pa3b1 u
Mmomugvl. B smou cmamve mui 06cyscoaem npobnemy aneno-amepukaHcKux naccaxiceu
HAa OCHOB6E mpex mexKkcmoe. pOMAaH ((36[701’[61 8 KJjemkey, acce ((YKpauHCKa}Z @emu()a»,
memyapa ((YHblHue C MEHAMUN.

I('moueeble ciaoea: MO()e‘pHuf)’M, uHcnupayus, naccaascu, nojiumudeckoe
3asiejilerue.

According to the Georgian researcher Bela  Tsipuria
Georgianmodernism is the “ceased project” [1, p.210]. Nevertheless, this
literary school of modernism in Georgia is represented by the outstanding
authors (G. Robakidze, K. Gamsakhurdia, N. Lortkipanidze, L. Kiache-
li, G. Tabidze, Tsisperkhantselebi ...), one of whom is Konstantine Gam-
sakhurdia. In the modernist (expressionist) works of the writer, England
and America (English and American characters, English and American
culture, the economic or political conceptions of these states) are repre-
sented in separate images and motives.

In this paper we discuss this problem on the examples of the follow-
ing three texts: the novel "Europe in a Cage", the essay "The Ukrainian
Femida”, and the memoirs " Melancholy with Shadows".

In Konstantine Gamsakhurdia's novel “Europe “Europe in a Cage”,
English characters appear who cross the path of the central character and
therefore forming sketches of Europe.

“The outlander is walking along the street. Sometimes he can hear
French, English phrases. He looks at tourists loaded with travel bags, bin-
oculars. Americans rush and laugh so loudly, as if they had arrived in their
own country. The Dutch speak hoarsely, a sweet Italian sound is heard as
well. And among these red-haired and blond Europeans, the Chinese, Jap-
anese and African-Americans scurry around like beetles [2, p.13].

The ethnographic richness of Europe at the turn of the century is em-
phasized in the work. Other passages of the text describes the geographical
and cultural cliche.

“The outlander was already in the center of Schwabing, in the maze
of narrow streets, where the brooding outlander went astray. He was sup-
posed to go to Nymphenburg, but turned to the English park. Now he stood
in front of the long and narrow streets. He realized that today's tennis game

62



SCIENTIFIC JOURNAL #4(13)

was missed because of the meeting with Frau Bender.

What a pity! The day before yesterday, Frau Bender had been
informed that some American orientalist wanted to meet her.

Albert will probably go alone, Schumann will be played. After Frau
Bender will bring back her beautiful children, Bonna Francesca may take
children to an English park, and Albert and Louise will finally stay alone
.. [2,p.13].

The outlander (Georgians) is chosen by Europeans as a confidant.
They tell such details of their lives that are unknown to others: “Ka-
pellmeister Wagner, played as usual with his wife. Painter Cesar Klein
was competing with an American woman, his pensne was sweating every
moment, he was taking a napkin and cleaning his glasses. French artist
Eugene Bing has been chosen too young Italian as a Partner.” [2, p.15].

“Americans and British called me a lot, called me from the ministry
three days ago, Swedish scientists arrived at the Congress of Botanists, |
gave three rooms to Professor Stickling, four to his staff, and French tour-
ists visited me this morning. These gentlemen liked our verandas, balco-
nies and most importantly the garden. They have reserved two floors since
September. How many Balkans, Russians, Jews are calling us now, but
you know my position. I do not allow non-Catholics or non-protestants to
enter my home; English Catholics are an exception” [2, p.20].

The author shows the character and habits of Europeans with one de-
tail: “The whole guest house gathered, Frau Major was sitting at the head
of the table. The outlander dined here every day, but till now did not notice
it. Americans, French, Swedes, and even the most self-respecting British
raised their heads and started staring at the outlander” [2, p.23].

This behavior is not typical for Europeans, and the author offers the
reader an excerpt to describe specific situation. In another place, Konstan-
tine Gamsakhurdia describes a love affair with an Englishwoman because
of the disclosure of the character’s inner world:

"Mr. outlander was painting young woman — Mary; then she fell
terribly in love with the young man, but the proud English lady was hum-
bled” [2, p.26]. “The next day, Mary Simpson called me. Crying like a
baby, she packed her luggage. That night she returned to England. Her
mother and sister were stayed” [2, p.27].

“It's nothing, my dear” Albert tells the outlander and puts his palm
on his shoulder: “You are a handsome man, I’m quite far from being beau-
tiful, but it also happened to me, I also had confronts for such flirting” [2,
p.31]. The passage described above resembles an episode of an English
novel and is written with a deep knowledge of the same Romanesque style
and structure.

In another part of the novel there is an existential discussion, written
in a grotesque style typical to English novels.

“Do not be a stubborn, Vakhtang, we promised, and this is embar-
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rassing, I know Mantiofel’s story better, but his abomination will not kill
us. If everyone were good in the world, my dear, we would be dead from
boredom! 7 [2, p.32].

Another passage emphasizes the depictive aspect of the Georgian
language: “The Europeans were interested, but the alien could not find
the equivalent of the word "Tiktchori" for any other languages. Neither
the German “Schlauch” nor the English “Beg” provide an opportunity to
understand the Georgian word for Italian and Czech” [2, p.42].

The writer delves into important moments of European history:
"Now a black, large folio has been poured out by Mantioph, rising as high
as the Pope holds Gospel, and showing the guests the title:

"Jeronimus Mengo" — Fustis Demonorum. The whole of Europe was
shocked by this black book. Albert Carrier and Shakespeare were also ob-
sessed by this carbadine. Heinrich Eighth, king of England, sent thousands
to Guillotine. Elizabeth the Queen of England ordered the burning of ten
thousand women on the day of her ascension to the throne. Peasants' revolt
in England's Suffolk countryside was marred by overbearing monks. The
same thing happened in Spain, France and Germany. " [2, p.46].

The horned monster was depicted on this stamp. Then he showed
visitors the stamps of Liberia, Cuba, Peru, Venezuela, British Guinea,
Nicaragua, Colombia, the Virgin Islands, followed by the stamps of these
smaller European, Asian, African states [2, p.47].

"If the King of England's crown falls, the peoples of the three conti-
nents will breathe out" [2, p.48] — This was actually a political statement.

In other episode of the novel there is an existential judgement: “In
my opinion, there are two universal things above all else: in art, this is
music, and in science, mathematics. I consider it a big loss in my life that
my education missed both of them. Even circus horses understand music
the same way, and two plus two is not five, neither black nor English will
ever argue" [2, p.52].

In another passage of the text, an American tourist appears: “A great
deal of commotion was caused by the return of the outlander to boarding
house Coburg. The room was instantly taken by an American tourist. Frau
Mayor hustled: the American tourist was temporarily moved into saloon.
The thing everyone was most concerned about was: who could have stolen
the outlander’s tickets? [2, p.61]. As mentioned above, English and Amer-
ican characters, Anglo-American passages appear in the novel “Europe in
the Cage” to depict the nature of the main character. Therefore, they carry
not a self-sufficient but merely auxiliary function.

The Anglo-American passages are abundant in the memoir kind of
text “Melancholy with Shadows”. In the autobiographical notes we find the
interesting passages, where the writer tells us about his father: “Inspired by
Dimitri Dadiani, my father gave up feasting and hunting and arranged an
English park in our fatherland, bringing citrus fruits, Hindi coriander, and
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other exotic plants, etc. to Samegrelo for the first time ever. The territory
from the village Zana till the river Abasha was in his dominion, where he
built a house, magnificent vineyard, lowland. Noblemen from our parts
laughed at him: the nobleman has taken up hoeing and digging” [2, p.73].

In his memoirs, the writer tells about his studies in Germany: “Years
have passed, and while in Germany, I developed a great interest in learning
more about the cultures of Italy, Spain, and France. I studied English in
English seminars, what was followed by my fascination with Shakespeare,
Pope, Robert Browning, and Stevenson” [2, p.93]. The author lists the au-
thors that were particularly authoritative and accountable to him.

From Gamsakhurdia's utmost interesting point of view, “Rustaveli,
Dante, the great Italian artists contributed to the anti-sacralisation of wom-
en in the Renaissance era. Shakespeare presents numerous unfavorable
characters from the world of women, but his Ophelia is still magnificent
and Goethe's Gretchen is influenced by Ophelia. [2, p.99].

In another passage, the writer describes European political contexts:
“It always needs to be weighed many times, as you know, and my son-in-
law will agree with me,” said the speaker and looked at Thomas Mann.
“We, Germans, have other contentious issues to discuss with Russians. I
believe we need to unite with French against Russia and England. As you
probably know, England was always trying to become Europe’s hegemon.
That is why it was fighting with France and Germany for many centuries
and is still fighting.

As you know, the fall of Napoleon’s Empire made England the he-
gemon of Europe.

Kaiser Wilhelm cannot perceive this and, as it seems to me, in the
following war, England will achieve victory, and we and the French will
become satellites of England” [2, p.110].

It is also noteworthy to mention the passage about Russia's profitable
geographical location. If not the Russian Emperor Schleg, Russia has a
brilliant location. England will never have access to it [2, p.110].

“Boy, are you French, by any chance?”

“No, Lord,”

“Not even an Englishman?”

“No,”

“Not even Russian?”

“No, Lord,”

“So who are you then?”

“I am Georgian” [2, p.112] It is interesting to see that Georgians are
considered to represent different European nations.

“You don't worry, Frau Zumaiger, I have money and I am not afraid
of anyone, because I am neither Russian, nor French, nor English.” [2,
p.113] — the succinct reply of Georgian.

Once, de Malerby confided in me: the Spanish ambassador to Mu-
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nich is my relative. I recently wrote: Englishmen are our enemies, so why
shall I suffer for them? I asked him to come to my defense and save me
from this affliction [2, p.119]. The writer once again emphasizes the polit-
ical situation in Europe.

The essay “The Ukrainian Femida” reflects Britain's attitude to var-
ious nations.

Europeans and Americans argue: because of their phlegm, Eastern
nations can only serve as dumb servants to drive cars manufactured in
Paris, London, and Washington [2, p.186].

The topics and motives of XX century early writing are accurately
defined: “Such stories can fit into the book of fairy tales. It must be said
that after Kipling, all Western writers are hunting on exotics in the East.”
[2, p.187].

It is quite natural: north-western European literature has long been
inspired by the South East. After the Early Renaissance era, Italy has been
considered a source of inspiration for both Goethe and Shakespeare. Byron
and Shelley, Bodler and Heine, Lermontov and Pushkin were among those
writers who received the greatest inspiration from the south and to the east.

The Dutch, the French, the English, and the Germans occupied the
territories of not one and two thousand nations in the East and Africa,
but no culture of the invaded ever affected the culture of the invaders as
did the Caucasian culture affect the Russian culture. The distance between
the cultural level of Western exoticists, such as Kipling, Bonsels, Moran,
and Johannes V. Jensen, and the people who inspired them. Here nature is
depicted as life exotics [2, p.188].

Cultural-aesthetic considerations are superseded by Socio-political
reasoning: “Are there fewer robbers in Europe today? In Paris, London
and New York, aren’t people being robbed in broad daylight?” [2, p.189].

“The Ukrainian coal beats, moves, fights, strikes, crushes, and bob-
bles in the seas of Europe, America, Australia, Africa and the Great Riv-
ers” [2, p.199]. Here the author emphasizes the guides of globalism.

It would be very unthinkable for the world empire of Great Britain to
rule the old world. If fleets of Greeks and Romans were driven by the wind,
England conquered Asia, Africa, and America by means of coal [2, p.199].
Likewise, all the findings, the abovementioned indicates the writer’s great
erudition and insight into the core of political economic problems.

In his description of the political situation of the early XX century,
the writer also speaks about the world lingua franca: “The English alpha-
bet has broken into an old and new world; everything from knife-and-fork
has engraving: “Made in England” [2, p.201].

Just to name a few novels and short stories by French, English,
American and German writers describing the life of coal miners [2, p.203].

The writer skillfully links the Soviet (Ukrainian coal) theme to the
world context: “The tragedy of coal” may overthrow today’s imperialist

66



SCIENTIFIC JOURNAL #4(13)

England, or even Italy, and coal as a theme is rich and too vast for the eye
to see, just like free and endless Ukrainian steppe” [2, p.203]. Standing
opposite the building, one cannot feel that untouchable tremendousness,
detachment, haughtiness, flattery that are occasionally conveyed when
watching the palaces of Italian tyrants, German dukes, Spanish grandees,
French marquesses, and English lords [2, p.207]. This is how the writer de-
scribes the landscape and adds: “The landscape of Ukraine is very similar
to that of Saxony” [2, p.209].

It is of particular interest to see the writer's perception of one of
the most important characters in English literature: “Hamlet is more like
Faust. Much like Faust, he is a chewing, helpless chicken, a chatty and
boastful Natsarkekia (ash digger). The Knight of La Mancha — a great ec-
staticist and fantast, but still an activist - is much closer to us than the two
characters. Apart from the visible aberration, he is concerned about one
more tragedy: Don Quixote is laden with the sins of doomed generations”
[2, p.210].

“The new century of activists was distinguished by Hamlet’s anti-
pode. For this reason the poetry of XIX century glorified Napoleon and
Robespierre, Cezare Borgia and Byron™ [2, p.211]. The writer, in fact, pro-
vides exclusive aberrations of literary characters.

“Between 1914 and 1915, the German Pan-Germanists were pretty
well attacked by their “cousins” - Anglo-Saxons — with howitzers. The
same Russian Pan-Slavists were attacked by Bulgarian “foster children”.
[2, p.211]. The narration touches upon politics again.

“Trapped between the Polish and Romanov empires, the National
State of Ukraine could not exist in these far-stretched fields, but there are
many other reasons besides bad neighborliness. Since the fall of Byzan-
tium, the centers of culture and politics have shifted from south to north.
The fall of Spain, the conquest of France by England in 1812-1813, cap-
ture of hegemony by Prussia — these are all historical facts” [2, p.219]. The
writer still considers events in a global context.

The three texts discussed above belletristic “Europe in a Cage”, pub-
licist “Melancholy with Shadows” and “The Ukrainian Femida” provide
clear evidence that the writer has a great deal of Anglo-American rem-
iniscence to the narrative and offers readers cultural, political, aesthetic
passages.

References:
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Annotation
The article is devoted to the methods of transmitting words in the English version
of the poem by Ilyas Zhansugurov “Kulager”, translated by Belinda Cook. The author
considers the methods and techniques for translating words in the original and the lan-
guage of the translation used by the translator, conducts a comparative analysis and
examples of translated words.
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Kes-kenreH kepkeM MOTiH HMIEHOEpiHAE peasusiap, SSFHU, YJITTBIK
- MOICHM MapKep — Ce3lep JMHTBOMOACHHU OIpMIKTEp peTiHIe opTypii
KBI3MET aTKapajel. Mbicansl, 013 Tanmaranbel oteiprad [music YKancyripos-
ToIH «Kyiarep» nosmaceiabiy bennuna Kyk aynapran aFbUTIIbIH TUTIHACT1
HYCKACBhIHJIa KE3ICCETIH peausiap e3re €1 MOJACHHETIHIH MapKep-Cce3-
Jiepl peTiHje aFbUILIBIH TUIAI OKBIpMaHFa AKaH cepi eMip CypreH Aoyipae-
I'l IBIHIBIKTHIH Ka3aK XaJKbIHA TOH (pparMeHTTEpiH KOPCETETIH QJIEMHIH
TiAIK OeliHeciH Kypaiinbl. Peanus ce3nepre Oenrimi Oip enre ToH OapibIK
reorpadusIIBIK aTayiap, Kajlkbl eciMaep, YITTBIK CaIT-I3CTYpiep, Mepe-
KeJep araybl, TYPMBICTHIK OYHBIMIap, CychIHAAp, Taramaap, MU(pOIOTH-
SITBIK, (DOJTBKIIOPIIBIK TEPCOHAXKIAP, OH-KBIPIap, MY3bIKAJIbIK IIbIFapMa-
Jap T.C.C. YKaTaspbl.

EH anram reUIBIME aifHaJIBIMFa peanus ce31iH TepMUH peTinae XX
raceipabiy 40-xbuinapel Peceit ransivel A.B. @enopos [1] enrisren 6o-
7aThIH. Peanusinapapin KepKkeM ayapMaaarsl pelii Typaisl J. MeaHukoBa
[2], H.W. TTamopo3sckas [3] 1.6. opwic FaneiMaapsl 3eprreai. CoHnaii-axk,
peanust repmuni M.JL. BaiicOypn [4], JI.C. bapxymapos [5], E.M. Bepema-
ruH, B.I. Kocromapos [6], I"JI. Tomaxusn [7], B.C. Bunorpanos [8], H.A.
DeHeHKo [9] chbIHABI FaabIMIAPIbIH €HOCKTEPIHIEC KapaCThIPhLUIAIbL.

Aynapmanarbl YITTBIK — TAPUXHU KOJIOPUTTI Oepyae peausiiapabiH
KBI3METI epeKine. Ocipece OKbIpMaH/bl KOPKEM HIbIFapMaJarbl YJITTHIK
armocdepara 0oiniaTy YIIiH peausuiapIblH CUMBOJIIBIK KBI3METI YJIKEH
poib arkapanel. TymHyckanan 6acka TuUIre aynapy YIIiH ayJapMallblHbIH
ayIapyablH aMajiapbl MEH OIIiC-TOCUIIEPIH MEHrepyl KakeT eKeHl aii-
KbIH. Peanusuiap en TYNHYCKaJlarbl MOJIGHM CEMaHTHUKAchl O0ackiM  0o-
JBIT KENIeTIH JKOHE aylapbUIaThiH TUIAE ToIMe-1a1 OanaMa sleMeHTTepi
O0JIMaTHIH, TYTHYCKA MEH ayiapMa TiTiHIH MOJICHHETI, TiMi, A9CTYpi apa-
CBHIHAFbl aBIPMAIIBUIBIFBI )KEP MEH KOKTEH OO0JaThIH TYCIHIKTEpl aifTa-
MbI13. OcbiFaH OaillaHBICTHI OamamMachl3 JIEKCHKAa TEPMHUHIH KOJJIaHYy TiJ,
MOJICHUET JKOHE aylapMa MocelleliepiMeH aliHaNbICHI JKYPreH KONTEereH
rasnibivaapabiy (E.M. Bepemarun, B.I. Kocromapos, C. Biaxos, C. ®no-
pun, JI.C. bapxynapos, B.H. KomuccapoB) endekrepine ke3necei.

C.M. HustynnaeB «Peanust ce3aep MoJIeHU OIpITIKTEp PETiHIE KIHE
oJlap/bIH aynapMaza oepiny sxonnaps (O. HypneiiicoBrein «Kan MeH Tep
TPHUJIOTHUSCHI HET131HE)» ) aTThl MAKAJIAChIH/IA PeAIHsFa KeJIeCiAeH TYCIHIK-
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Tepai >katkezaasl [10, 77-80 66.]:

1) peanus — Oy YFbIM, IPAKTUKAIBIK TYple Oacka Tuiae ceiiei-
TiH aJIaMJIapJIbIH OMipiHIe OOIMANUTHIH YFHIM;

2)  CBIPTKBI JIMHTBUCTHKAMEH >KOHE ayJlapMaTaHyMeH 3epTTelli-
HETIH op TYpJi (akT onap >KoHE OoJIapIbIH TuiAe OeifHeneHyl, coHaai-ak
OepilireH eNIiH MEeMJIEKETTIK KYPJBbIMbI, XaJbIKTbIH TapUXbl, MOJICHHUETI,
TN, OepUIreH TiJ1 MEeHrepyLIIepiHiH OaliIaHbICTaphl )KoHE T.0.;

3) CesiH HOMUHATUBTI MOHI YILIiH HEri3 OOJIbIN TaObLIATHIH MaTe-
PpHATIABIK MOJIEHUETTIH 3aTTaphl;

4) OMIp/IH XOHE TYPMBICTBIH YITTBHIK €PEKIIeNiKTepiH Oenriiei-
TiH co3/ep.

Peanusanapap! aynapy TYNHYCKa TULIH YJITTBIK KOHE MOJICHH €peK-
mienikTepin Oepe OuTyre KaTbICThl MaHbI3ABI Macenenepain Oipi. Erep
peayiusi ce3lepai HaKTHI ayJapa anfaH 0ojica, OHJAA ayJapMalllbl KepKeMm
MOTIHHIH 3CTETHKAJIBIK KOHE SMOLUSIIBIK dCEpiH 131 Oepe 01Ty MaKcaThl-
Ha JKETTI JIeTl aifTa anamMsi3.

Kenreren 3eprreyuriiep KkepkeM ofeOHeTTerl peaausuiapisl ay-
JapyIblH 9p TYPJi aMall - TACLIIEpiH atan KepceTkeH OornarsiH. Kaszipri
ayJapMaHbIH TEOPHSCHl MEH NMPaKTHKACBIHJA COJAPIABbIH €H KOl TaparaH
TYpJIEpiHE TPAHCKPHUIIIHUS KOHE TPaHCIUTEpaIus, KajbKaay, CUIaTTamMma
HeMece TYCiHAIpMe, aKbIHIAThIIFaH ayJapMma, TpaHc()OpMaIMsIIBIK ay-
JapMa, TMIIOHUMUKAJBIK ayJjapMa >KoHe ayJapMaHbIH Oacka Ja TypJiepiH
KATKbI3a/1bl.

Aynapmanby atanmsint Tociiaepi Iinusic XKancyriposrin «Kymnarep»
Mo3MachIHAarsl peanusapasiy benunna Kyk aynapran arbUIIIbIH TiTiH-
JIeTi HYCKAachIHAa Ja KepiHic Taybslll oTipanbl [11]. Ocbutapabl momipek
allTy YIIIH aTajqfaH TOCULAEPIH Kell TapaFaH TYpJepi: TPAaHCKPUIIIHS U
TPaHCIUTEPALUS QMIICTepiHEH OacTamn KapacThIPhIN OTEHIK.

Tpanckpunuus Aen TYMHYCKA TIAETI peanusi CO3MiH ABIOBICTBIK
(dopMachIHbIH ayldapblIaThlH TUIAE OepilyiH, aj, TpaHCIUTEpaLus e
TYIHYCKAHbIH ayJapMa TiTiHJer1 rpaduKanbiK popMackiMeH OepityiH aif-
TaMbI3. ByJ1 eki TocuIiH aygapMaarbl Ma3MYHJIBIK KOJIOPUTTI Oepyrne Kol
KOMeT1 THIN OThIpabl. TpaHCKpUIIMA TYNHYCKaFra (POHETUKAIBIK TYPFbI-
JlaH HEFYPJIBIM JKaKbIHJIAThUIBIN OepijieTiH Tocin Oosca, ajl TpaHCIUTepa-
IUSHBIH KOJIAHBLTYBI IIeKTeyi 6omansl. On kebiHece KalIKbl eciMaepi,
Oenrini Oip aTtaymapapl, SJEYMETTIK TalTapblH araybl, KOFAaMBIK-CasiCU
eMip TYCiHIKTepiH Oepyne KoimaHblaabl. Keiine ockl eki TOCUIIiH YK-
CacThIKTapblHA Opail MmaTacThIphIN Ta kaTtajasl. Ockl €Ki ToCUIAiH OackiM
TYCTapbIHa KbICKA J1a HAKTHI OOYBIH XaTKbI3aMbl3. XKacanran Tannaynap
6apsiceinga lnusic XKancyripostelH «Kymarep» mosmaceinbly benunna
Kyk aynapraH aFbUIIIBIH TUTIHAETT HYCKACBIHAFbl peanusiapAblH 6ackiM
KONILLIIr TpaHCIUTepalyss MEH TPAHCKPHUIIIUS apKbUIbl ayJapblIFaHbl
Oenrini 60bI.
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By onicTi KotaHa OTHIPHIIN, Oacka TULIIK peaTusiiapbl MEXaHHKa-
JBIK TYPZE ayAapy apKbUIbl aylapMallibliap *KepriikTi YITTHIK KOJTOPUTTI
6epyre Toipeicanbl. Ockl oxicTi aynapma teoperuri B. C. MonecTtoB nek-
CHKAJIBIK aHBIKTBUIBIKTHI KETKI3y/Ie JKOHE JIe TYITHYCKAaFbl COJI eNIre FaHa
TOH KalTTapAbl Oerne *KypT OKbIpMaHbIHA OUIAIpyre, COHAali-ak, 0acka
MOJICHHETTIK OipIiKTepHi ayJapbUIaThlH TUIAE >KaHAIIBUI, OCHTaHBICTHIK
epeKIIeiriMeH KopceTyre THIMIL 9/lic aen Oaramaiiasl [12].

OcplraH opait mosMazia reorpadusbIK, STHOrpapHsIIbIK, TOTIOHOMH-
KaJIbIK JKOHE KiCl aThlHA KATBICTHI peasIusIapIbIH KOITeN Ke3/ecyi Kke3aei-
COK emec. MpIcalibl, «10MObIpay, «Anaray», «ApKay, « APFbIH», «aybLD»
, «3EKET», «Cepi», «Iepi», «KYH» peanusuiapblH aylapMallbl TpaHCIUTE-
parus 9/1ici apKbUTBI ayJjapMa TUTiHIH rpauKackIMEH COJ KallbIHIa Oep-
reH. OcbIFaH OailaHbICTBI KeHOip y3iHaLIep KenTipe kereiik. [loamanarsl
TYNHYCKaja:

Kyiiinaeit noMObIpaHbIH KYJIIBIPACKIH,

Cysingait AnarayneiH ceuiabipaces [13, 72 6.],
JIeTeH XKOJJapAaFbl «KYi», «Ajaray» e3lepi ayaapMmaa:

Let the kui resound from the dombra [11, 8 6.],

echoing Alatau’s mountain rivers,
— en Oepinred. Hemece keneci TapMakrap/a a TpaHCIUTEPALUs 9IiICIMEH
«KYI» ce3l aynapMa TUTiHIH rpad)uKachIMeH COJl KaJIbIHa OepiireH:
Ecki oH, Kyii COHIBIKTaH KajraH 6o3mamn [13, 73 6.].
Leave it to our kuis to reveal this grief and bitterness [11, 9 6.].

TynHyckanarel TOMOHUMAEPAIH Oipi — «Apka» Ce3iH e col

KaJIIBIH/Ia aFBUIIIBIH TUTIHIH rpauKackiMEeH OepreH:
AxrapraH ApKa acThIH HH)KCHEPMiH,
Au, KypThIM, Keperine Typca cesim [13, 73 6.].
I am the one with nothing to hide,
who digs deep to the bottom of Arka... [11, 30 6.]

ByHBIH YTBIMJIBI JKaFbl Typalisl aynapma teopeturi B. C. Mozpectos
HiKipiHZAerime Jen aiTa OTHIPhIN, Oy TapMakTapAarbl TpaHCIUTEpa-
LUSAIAFB] O1p KeMIIUTIK — OYJ1 9/1iC aFBUIIIBIH TUIII OKbIPMaHHAH asUTBIK
OLTIMJII Tajam eTEeTiHIH alTKBIMBI3 Keneni. Mpicanbl, 1oMObIpa, Amnaray,
Apka CBIHIBI peanus ce3aep Kazak MoJICHUETI MeH reorpausuiblK OpbIH-
Jlap MEH JKep, Cy aTayblHaH Xabapchl3 ajJlaMfa TYCIHIKCI3 OOIybl MYMKIiH.
bi3nin mikipimisiie, «10MObIpay, «Anaray», «ApKa», «ApPFbIH», «aybl»,
«BEKET», «CePI», KIIePi», KKYI» co3aepiHe aynapMaarbl Op OETTIH COHBIH-
Jla TYCIHIKTeMeJep KelTipinyi THic. OpuHe, aylapMaHblH COHBIHJA aBTOP
peanuii cesznepre rocapuil kacan ketkeH. [lerenmen, «TycwiHaa cepi
OosiceH, «mepi» Ooncein» [13, 79 6.] Tapmarbl aymapma TiiHAe «but
Akan, whether seri or peri» [13, 36 6.] nen 6epinyi ToMeHIe TYCiHIKTEMe-
nep OepiMece aFbUIIMIBIH TUIAI OKbIpMaHFa IIbIFapMaHbl TYCIHYTe KHUbIH
corybl MyMKiH. OCBI JKeplie «cepi» CO3iHIH Ka3aK MOJICHHUETIHAETI call-
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CEepLIIK JOCTYpMEH OalIaHBICHl Typabl JKOHE «Iepi» Typanbl (OIBKIOp-
JBIK aHbI3apJaH MbIcanaap Oepiiryi Mo3MaHbIH HUIEsIChl MEH Ma3MYHBIH
aima Tycep eni.

Con cbIHABI aynapMaaarbl «0aThIp» peanuschblHa TOKTajda KeTEiK.
Tynnyckaza:

OTKip oii, ce3rip ce3im Oarbipbichid [13, 73 6.];
Aynapmana:
You are the warrior of deep thought and power [11, 8 6.].

by xepae «6atsip» (HOIBKIOPIBIK peasinsi CO31H «Warrior» ackep,
KaybIHrep ce3iMeH OepreH. baTbip aemn Ka3akbl TYCIHIKTE 03 XKeKe KapaKaH
6achlH emec, el KaMblH ©3 OachlHaH apThIK KOATHbIH, OTaHbIH CYHTeH
epai aifTambI3. AynapMmaiibl «0aTeip» peanust ce3in «the warrior of deep
thought and power» TepeH oif MeH KyIll Heci )KaybIHTep peTiHIe aylapFaH.
Immsc XancyripoB TymHyckana «0arelp» ce3iH MeTtadopa peTiHzae
KoJIJaHFaH, ochl ce3ai bennuna Kyk runmoHMMUKaIBIK SJICTIEH ayJaphliil
Oepren. bynan 0i3 aymapMallbIHbIH TYNHYCKAJaFbl ©JIeH >KOJAapBbIHBIH
MaFrbIHACBIH ay/lapMa TUTIHJET1 MarbIHAChI )KaKbIH HYCKaMEH ayJapFaHblH
OaiikaiiMbI3. JlerenmeH, peanusiapabl TYCIpy ayaapMmaja Kell JKarjaiina
YTBIM/IBI HOTH)KE OepMmeyl MyMKiH. baTblp MeH Karapharbl >KaybIHTEp
HEeMece dCKep/IiH KOl albIpMallbUTBIFbl OapbIH Ka3aKThIH TapUXbIH O1JIETIH
aj1aM XaKchl aiiblpa anaipl. by aynapManibiHbIH TYITHYCKA CO3/1ep Typajibl
HaKThl aKmnaparsl OonMayblHaH Aa Ooiysl MyMmkiH. [nmmsc XKancyripos
«OTKIp OM, ce3rip ce3iM OaTBIPHICBIH» JEI €peKIle XaH HECiH, SFHH,
©31H aifTein oTelp. byn mymakrap nosmanbsiH «Tonrany» arThl OipiHIIi
OeiMiHEH albIHFaH MbIcal. AKbIH MyHaa Ka3tyraH xbipay, MaxamberTtep
CBIH/IBI TTOAMAJIaFbl HET13I1 OKWUFaJlaH OYpBIH ©31H OKbIPMaHFa jKail aKbIH
FaHa eMec, KaJlaM YCTaraH «OaTblp» pETiHJE TaHBICTHIPHIN dpi MIAOKIT
IIAKBIPBIT TOJIFAI JKbIPIAIbL.

Con ChIHABI TUIOHUMUKAIBIK 9/IICIIEH aylapbUIFaH peanusiapIblH
01pi — «KBIp» CO31HE KaThICThI. TymHYCKaa:

KyiakTel KbIpFa Typin xypres kesim [13, 73 6.].
Aynapmana:
My ear was always close to ground [11, 30 6.].

Aynapmarisl «KeIpy» €e31H «ground» SIFHHU, «Kep» JeN aylapra.
KemOpux cesnirinae ne «ground» ce3i «Kep», «TOMbIPAK» MaFbIHACHIH
oinmipeni [14].

AynapmamsiablH «My ear was always close to ground» TapMarbiH
ce30e-co3 aynapcak «MEHIH KYJIarbIM opJaibIM epre >KaKbIH OOJIFaH»
6oubin mbiFaabl. CoHnbIKTaH Oyl Tycta Aa benunaa Kykke —«KbIpabIH»
OanmamachlH 7011 Oepy YIIiH Oacka aygapyablH Oacka >KOJJIApbIH i3/1ereHi
yTeIMIbI Oosap eni. Inusc JKaHCYTipOBTBIH KOJIJAHBICHIHAAFBI «KYJIAKThI
KbIpFa TYPY» TIpKeCi METOHUMHUSUIBIK YKOJIMEH JKacaJlfaH KOHTEKCTIK aybIC
MaFrbIHaJIbl aBTOPIBIK cesre skataabl. CoHmal-ak, «KbIp» CO3IHIH Kaj-
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MBIXAJIBIKTBIK CTHJIBJET] MarblHAChl Oip O6JIeK TaKbIphIN Jeyre Ooaibl.
Jorapblaa KeNTipiireH calbICThIpyJIapaH Ke3-KeJreH ayAapMalibl YIIiH
peayusi ce3iepli aylapyAblH KypAei TycTapbl MOJ €KeHJIrH Oalkayra
0omabl.

Jleii Typcak Ta, MOAMaHbIH aFbUILIBIH TUTIHE ay1apbUTybl Ka3akK o/ie-
OMeTi MEH MOICHUETIHIH XaJIbIKapAJIbIK TYPFBIJIa HACUXATTATYBIHBIH Y3H1K
yarici gen aita anamei3. JKanmsl, Inusic XKancyriposrin «Kynarep» mos-
MAacCBIHBIH aFbUILIBIH TUTIHE aylapbUlybl MEH aKbIHHBIH 125 >KbUIAbIFbIHA
opaif KiTar OOJIBII >KapbIKKA MIBIFYBI 10 Kb KeJIeMiH/eH yaKbITThI ajFaH
exeH. OJ TypaJibl HIbIFApPMaHbIH aFbUIIIBIH T1TIHJIE JKapbIK KOpyiHe aKbIH-
HBIH TiKeJeW YPIaKTapbIHBIH aT CaJbICybl MYPBIH/BIK OOJFaHBIH aKbIH-
HbIH Hemepeci JKanap XKannocoBaHbIH MakanacblHaH OKyFa Oomnasl [15].
Conpnaii-ak, Inusic JKaHCyTipoBTIH KepKeMAIri MEH TaHbIMbI OUIK KypAesi
HIbIFapMacklt akelH bennnaa KykTeiH Tikeneil Ka3ak TUTiHEH ayaapysbl 1o-
SMaHbIH LIeKapa aCybIHJIaFbl YJIKEH MUCCHs PETiH/AE TaHBUIYBl THIC AT
OUBIMBI3/IbI KOPBITAMBbI3.
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HISTORICAL-ARTISTIC CHRONOTOPE ("OF OLD HEARTS
AND SWORDS'" BY AKA MORCHILADZE)

Annotation

Aka Morchiladze (real name Gio Akhvlediani) is the best representative of the
postmodernist movement. In his works we find the features that characterize postmodern-
ism: double coding, intertextuality, collage, author's mask, deconstruction, irony, parody,
and other.

This novel presents interesting simple and concise historical, cultural, economic
and social characteristics of our country. The author describes the tragic fate of the coun-
try located between Russia and Ottoman Empire.

Key words: postmodernism, prose, history, inspiration, tragedy.

1. llaspewuanu’
'Cyxymcekuit F'ocyoapcmeennwiti Yuueepcumem
(Tounucu, I'py3us)

HUCTOPUKO-XYIOKECTBEHHBIN XPOHOTOII (POMAH
AKA MOPYUJIABE «CTAPBIE CEPALIA U MEY»)

AHHOTaHUA

Axa Mopuunaose (hacmosiwee ums Tuo Axeneduanu) sensemcs ayyum npeo-
cmagumenem NOCMMOOEPHUCICKO20 Hanpaenenus. B eco meopuecmee mvr Haxooum
NPUBHAKU NOCMMOOEPHUSMA: 0BOUHOE KOOUPOBAHUE, UHIMEPMEKCIMYAIbHOCHb, KOIAIC,
aA8MOPCKAsL MACKA, OEKOHCMPYKYUSL, UPOHUSL, NAPOOUsL U MHO20€e Opy2oe.

B smom pomane npedcmasnenvi unmepecHuie, NPOCMble U JIAKOHUYHBLE UCHIOPU-
yeckue, KVJIbMYPHO-IKOHOMUYECKUE U COYUATbHbIE XAPAKMEPUCIMUKY HAulel CMpaHbl.
Asmop onucwisaem mpazuueckyro cyobby Cmparbl, pacnonroxiceHHol medxicdy Poccueti u
Ocmanckoti umnepueil.

Knrwouegvie cnosa: nocmmooeprusm, nposa, Ucmopus, UHCRUPAYuUsi, mpazeous.

1. lllaspewuanu’
ICyxymu Memnexemmix Ynusepcumemi
(Tounucu, I'py3us)

TAPUXU-KOPKEMIIK XPOHOTOII (AKA MOPYNJIA IBEHIH
POMAHBI «kECKI )KYPEK KOHE CEMCEP»)
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AHHOTaNud

Axa Mopuunaosze (nakmor amot 'uo Axeénreouanu) — nocmmooeprHusmHiy b6azvim-
moly y30ik okini. Axa Mopuunadse wvbl2apmautbliblebiHOd NOCMMOOEPHUIMOL CUnam-
MaimulH KOC KOOMAy, UHMePmMeKCmyaiobliblK, KOLIAAC, AGMOPIbIK MACKA, IK3UCTNEHYU-
anusM, UpOHUsl, NApOOUsL JCaHe masvl OacKa dencinepin kepyze 6onaob.

bByn pomanoa enimizoiy Kbl3biKmbl, Kapanavlm HCaHe KbiCKA MAPUXu, MaOeHu-
IKOHOMUKALBIK, HCIHE dNEYMEMMIK cunammamanapul ycoinviiean. Aemop Peceil men Oc-
MAH UMREPUsICbl APACLIHOAZbL O0NIEAH eN0iH Kau2blLibl Ma20blPbIH CUNAMMAObL.

Tyitnoi ce30ep: nocmmooepHuzm, Po3d, Mapux, UHCNUPayusi, mpazeousi.

In the bosom of this literary movement, in turn, a historiographical
methanovel arose, attitude of which to historical truth is indifferent. He
uses historical material to fulfill his own conception, giving us historical
reality in an embellished, modified, even in ironic way. The attention of
Aka Morchiladze is often attracted by the historical reality upon which he
constructs his works.

Although the writer in his works does not pay attention to accu-
rately convey historical facts and reality, and he can retell the story that
he remembers only once having seen and heard, unverified, unadorned,
and does not try to convince readers of the complete historical truth of the
stories, still, the work “Of Old Hearts and Swords” contains many histor-
ical facts without any modifications. A few words and hints remind us of
important moments from the history of our country. For the most part, the
author follows story accurately, and the stories in the work are consistent
with the actual history. The story in a whole, of course, is fictitious, al-
though the events associated with it are ratherish true. The story is ordinary
at first glance, but Russian colonels and lieutenants involved, the Rebels,
the Noblemen, the Stewards, Christian Purchaser of captives and Muslim
Georgians, the priests, make several story lines intersecting with the work.

The novel presents historical, cultural, economic and social char-
acteristics of our country with interesting, easy and laconic way. "In the
beginning of the 19th century, when Georgia was conquered by Russia, a
significant portion of the country's territory — South Georgia (Samtskhe-Ja-
vakheti), Southwest Georgia (Adjara, Lazeti, Chaneti), Northwest Georgia
(Abkhazia, Samurzakano), South-Eastern Georgia (Hereti) — was occu-
pied by Turkey and Iran” [1, p.68]. The work illustrates the tragic fate of
the country located between Russia and the Ottoman Empire.

The novel is set in the spring of 1827, when Russia already firmly
positioned in most of the historical territory of Georgia, although Iran and
Turkey could not get used to the dominance of Russia. This is the time
when the several times halted and renewed war between Russia and Tur-
key should have started again. Historical sources tell us that "in April 1828
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Russia declared war on Turkey" [1, p.30]. The high tension of the final of
the work, the kidnapping of the Russian colonel's daughter for the sultan,
signifies the impending war.

In the work a few-day trip of the Georgian nobleman Baduna Favne-
li to the sea carries the smell of danger and war. The action is tensed from
the very beginning of the work. Baduna Favneli will kill a Russian officer
Gekhtun intentionally; consequently, he will be imprisoned in a barracks
for three months. Baduna avoids deporting to Siberia thanks to influential
godfathers, though sentenced to house arrest in his village. Baduna still
cannot serve his sentence, since he has to look for his coupe of times lost,
found and returned, mentally retarded, dumb brother Tadia, who, in his
turn, is looking for a long time abducted mother. On the contrary, Russian
colonel Karl Exleric Enkel believes that Baduna is in love with his daugh-
ter, and he killed Lieutenant Hecht to please her while Hecht was destroy-
ing Persian sweets with his sword.

It is noteworthy that parallel actions take place in the south-west of
Georgia. This action has a hidden connection with the main essence of the
work, the main character. To treat his infertility, Pasha of Batomi went to
Turkey and, together with the captive merchant Achik Bash, also known as
Tsotsoria Skvami, and Aziz Bay abducted the colonel’s daughter to satisfy
the Sultan.

Interestingly, each of them — Aziz Bey, Tsotsoria Skvami (who turns
out to be Baduna's mother's ex-beloved and kidnapper), Baduna, and their
persecuted colonel’s road is finishing along the seaside, and here, for the
first and last time, their different interests emerge. Baduna, Achik Bash and
Aziz Bey will be killed in the shootout, while the colonel's daughter will be
taken to the Pasha of Batomi.

Many historical facts are confirmed in the works of Aka Morchi-
ladze. It is well known that in Batumi “part of the Georgian population
maintained Christianity while some were converted to Islamism. Georgian
Muslims have preserved Georgian language and Georgian customs.” [1,
p.31]. An example of that is the Georgian Muslim Aziz Bey, who was en-
gaged in the abduction / trading of captives, due to his belief, was called as
Tatar by Achik Bash: "He used to call Aziz Bey the Tatar, as every Geor-
gian would call a Muslim." [2].

Another important detail is emphasized in the work: one of the
key areas of Russian colonial policy was demographic and social expan-
sion. The non-Georgian-speaking population represented strong support
for Russia. In Georgian history there are many facts about the migration
of outlanders to Georgia: “Back in 1803, the Commander-in-Chief of
Georgia settled 11,000 Armenians in Tbilisi and Kvemo Kartli from the
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Yerevan Khanate. In 1818, a family of 500 German colonists was expelled
to Georgia. Between 1828 and 1831, 14,000 Greek families and Arme-
nians settled in Upper Kartli. In addition to the Armenians, Russia settled
a large number of dismissed Russian soldiers and officers. Thus, Russian
military settlements (villages) in Georgia were created” [1, p.12].

The examples of this in the work are the German Forcebergs and
their boarding house, tea-house with distinguished Ottoman spirit of Parvi-
za and a Russian tavern of Russian Fetia.

The author also addresses one of the most painful issues for Geor-
gians, such as the sale and purchase of captives. “The purchase of captives
was widespread in Georgia by the 16" century. This terrible and public sin
was previously unknown to our people.” [3].

Once again about the purchase of captives: “The eighteenth century
began in a difficult domestic and foreign political situation for Georgia.
The western part of the country was in a constant state of internal war. The
Turks continued to expand their influence here. The prisoner trade was still
widely practiced in the slave markets of the Ottoman Empire. [4, p.15].

Aka Morchiladze points to earlier cases of captive buying in a work
when Pasha of Batumi is going to kidnap a noble daughter as a gift to the
sultan:" If it were in the old days, it would not be so difficult, since for
three hundred years Batumi was the trading center of Georgian and Circas-
sian captives, but now the profession of buying new captives, kidnapping
them and moving across the border hasgone. The abduction of her mother
is a confirmation of the above told [2, p.16].

The work also shows that the Georgian population is somehow co-
operating with the Russian authorities, the Georgians are recruiting into
Russian troops, Russian militias and taking part in various military op-
erations against the Dagestan Lezgins. Examples of this are Lieutenant
Manvelov and Avalishvili, as well as Baduna Favneli, who: “Previously
became a member of the Georgian police, which meant a war with Lezgins
side by side with Russians” [2, p.6].

Another important detail related to the entry of Russian rule in Geor-
gia is the guard post. Along the way, the taverns and inns were "revived"
by the customs and gasthauses. “Stations along the way appeared, just like
in Russia: you could relax a bit, change horses, you could sleep at night.
Settlements appeared that were very different from what the Georgians had
in the old days" [2, p.53].

From a historical source, we can read about the aim of customs and
fortress of the Russians at the borders: “Since most of the border lands
belonged to the masters, so the trustees of the country demanded that the
masters be deprived of lands and given other parts inside of Georgia. For-
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tresses and customs were built at the borders to collect customs duties.”
[5].

The author describes the true and real image of Poti, about fifty years
after 1827, with its economic growth and strategic importance: “By 1827,
Poti was a line of taverns” [2, p.41]. After about fifty years, “Poti would
become a turbulent historical place where the sound of large harbors would
be heard. This was the place where the first railway from Tbilisi would go:
they cut out the middle of the mountain, lead a tunnel there and the story
of sudden darkness with Kseniaof the train in this tunnel would remain in
Georgian novels and poems.” [2, p.41].

Historically, the construction of railways contributed to the develop-
ment of the capitalist system: “The railway line between Poti and Tbilisi
ended in 1872 ... With the growth of foreign trade, the importance of the
ports of Batumi and Poti increased. Import and export of goods was car-
ried out mainly through the ports of Batumi and Poti [1, p.52-53].

In the work is briefly mentioned a Georgian peasant, Arsen Odzelas-
hvili, who became a bandit, also known as Arsena Marabdeli, although,
unlike him, the bandit Gogia Nukradze participates in the development
of the plot: "When Baduna made his way to Mtskheta, he remembered
the story of that dark road. The well-known Arsena knows how to rob,
especially if he is drunk, you can not avoid the fight. Arsena was an incom-
prehensible robber / bandit, but Baduna was not afraid of them, because
if there is a fight, which robber could use a sword better than he? All the
bandits used to be peasants, right [2, p.33]?

It is well known that the Georgian people recognized Arsen
Odzelashvili as a national hero. “According to the story, Arsena could not
adapt to the oppression of the peasants and fought with chiefs, officials
and merchants. That’s why he was very popular in the Tbilisi governor-
ate and on the border sides. Authorities sent a detention squad to arrest
him. Odzelashvili was found guilty and prosecuted. Arsena was killed near
Mtskheta when being alone walked into parts of the Russian army.” [6].

Aka Morchiladze himself speaks of Arsena, Gogia Nukradze and
other bandits who went into the forest like them in the "First Robber™:
Arsen Odzelashvili definitely was the most popular Georgian in the whole
of Georgia in the first half of the 19th century.

In the time of Arsena there were other robbers, many of whom were
from Kartli or Tatars from Borchalo, since the leaders in Kartli themselves
become too arrogant. Gogia Nukradze, Niko Pasanadze and others were
also known, but it was strange that although Arsena was in different place,
people still called to him. Someone would do something and would say
that "I am Arsena” and the story spread: “Arsena did it, was there, but in
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fact there was no real Arsen even nearby” [7, p.19] [Morkiladze, 016: 19]

In the finale of the play, three "different Georgians" - Baduna
Favneli, Muslim Aziz Bay and West Achik Bash will face the enemy and
be killed, symbolizing in these people the three, organically inseparable
and unified sides of Georgia that are destroyed and demolished by the Rus-
sian Empire. It is not the coincidence that all three of these men will meet
the Russians. Davit Paichadze shares this view: “Georgians have compli-
cated relations with each other, but in the end, three different Georgians
- Western, Muslim and Kartlian will be killed by the Russians together.
Russia kills and unites Georgia in death” [§].

In addition to purely historical facts, let's briefly list some examples
showing some signs of a historiographical me than evel: a number of the
above historical facts were reasonably and naturally related to the author’s
fictional story. Each artistic character presented the relevance of this his-
torical reality with its beliefs, professions, attitude to the homeland and
the conquering country: Baduna is a Georgian nobleman, even though he
serves in the Russian army, the feeling of internal protest does not leave
him and is intentionally too laconic with the Russians. The Georgian lieu-
tenant are supposed serve the Russians, but they help Baduna at the first
opportunity. Gogia Nukradze is created by the writer as the savior of the
brothers - the motto of Gogia and other robbers like him was to help the
needy and oppressed people, and it is the mission that Gogia has in the
author’s work. Using the characters of Tsotsoria Skvami and Aziz Bey,
the author emphasizes religious diversity. The actions of Batumi Pasha
emphasize that infertility is the most tragic event for a Georgian man. The
political and economic picture of this part of the country shows the status
of "Pasha", and with the position of Russian colonels in eastern Georgia,
the political and social situation in this region is obvious. With the suspi-
cious and unkind attitude of Russians towards Georgians, we generally see
the conqueror's distrust towards the conquered nation, and so on.

At the end of the article, we can conclude that thanks to real and un-
realistic facts, the talent and the imagination of the writer, a work is created
that reminds us of history, also awakens the imagination and makes this
work one of the most interesting stories for the reader.
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ABTOPIAP TYPAJIbBI MOJIIMET:

1. KymaceutoBa I'ynbnapa Ta3zaGexoBHA — eHepTaHy KaHIUAATHI, MPO-
¢eccop, Kazak yarTeik Xopeorpadus akagemusicsl, Hyp-Cynran, Kazakcran;

2. Mycuna ®nopa BopucoBHa — ara okbITylbl, Kazak yATTEIK Xopeorpa-
¢ust akanemusicsl, Hyp-Cynran, Kazakcran;

3. Mouapaaum Torxkan JKakcblIbIKOBHA — XOpeorpadus IeAaroruKach! Ka-
¢denpacerabiy 4 xype crynenti, T.K. XXyprenos areinaret Kazak yITTBIK 0HEp akaneMu-
sicel, Anmmathel, KazakcraH.

Founvimu orcemerxuii — AKyiikopa JlroqMuina AHTOHOBHA, OHEPTaHY KaHAWJATHL,
xopeorpadusi nenarorukacs! kadenpacslHbH mpodeccopsl, Kazak yITTHIK eHep akaje-
muscel T.K. XKyprenosa, Anmarsl, Kazakcran;

4. MaxkymoBa AstysibiM MapanoBHa — «OHEepTaHy» MaMaHBIFBIHBIH 4 Kypc
ctyneHTi, Kazak ynTTeIK xopeorpadus akagemuscsl, Hyp-Cynran, Kazakcran;

Foueivmu ocemexwici — KymaceutoBa I'ynbHapa Ta3a0exkoBHa, eHepTaHy-
KaHauaarel, npodeccop, Kasak yiarTeik xopeorpadus akagemwuscsl, Hyp-Cynran, Ka-
3aKCTaH;

5. Ecupkenosa llapuda TanzunmoBHa — eHep Maructpi, okeITymsl, Kazax
YITTBIK X0opeorpadus akanemusicel, Hyp-Cynran, Kasakcran;
6. JIutBunoBa OJuibra BiaagumMupoBHAa — ICUXOJIOTUS FHUIBIMAAPBIHBIH KaH-

JIMJaThl, TOLEHT, TICUX0JIOTHS, TIeAaroruka xaHe ¢uinocodus kadeapachbHbIH AOLEHTI,
Muxann Octporpajckuil atsiHIarsl KpemeHdyr YITTHIK yHUBepcuTeTi, KpemeHuyr,

VYkpauHa;

7. CanpidexoBa Canranat MypaTKbI3bl — OUTIM MarucTpi, ara OKbITYIIbI-
cbl, Kazak ynrTeIK Xopeorpadus akagemusicsl, Hyp-Cynran, Kazakcran;

8. Kapnasa Buka HonapueBna — nokropant, CyXyM MEMIIEKETTIK YHHBEP-

cureti, Toumucu, ['py3us.

Fouoimu ocemexwi — Hana Kynusi, xaysiMaacTeipsutran npogeccop, Cyxym
MEMJIEKETTIK yHuBepcuteTi, Tonnucu, I'py3us;

9. CeiicexenoBa AiiHam BalikeH:keHOBHA — (DHIIONOTHS FHUTBIMIAPBIHBIH
KaH/IU/1aThl, ToUeHT, Kazak 9KOHOMHUKa, Kap Kbl )KoHE XaJIbIKapaJbIK cay/la yHUBEPCHUTETI;

10. Iopena llaBpemmann — nokropanT, CyxyM MEMIIEKETTIK YHHUBEPCH-
teti, TOunwucu, I'py3us.

Founvimu scemexwici — Mapuam Mupecamsuiau, npodeccop, Cyxym MeMIICKeT-
Tik yHUBepcuTeTi, TOmmucn, ['py3us.
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CBEJIEHHUS Ob ABTOPAX:

1. KymaceutoBa I'ynbnapa TazabexoBHAa — KaHAUOAT UCKYCCTBOBEICHNUS,
npodeccop, Kazaxckas HamumoHanbHas akagemusi xopeorpaduu, Hyp-Cynran, Kazax-
CTaH;

2. Mycuna ®aopa BopucoBHa - crapumii npenogasarens, Kazaxckas Ha-
LMoHaIbHas akageMust xopeorpadun, Hyp-Cynran, Kazaxcran;
3. Mouapaaum Torkan KakcblIbIKOBHA — CTYJIeHTKa 4 Kypca Kadepsl ne-

naroruka xopeorpaduu, Kazaxckas HarponaigbpHas akagemus uckycers uM. T.K. XKypre-
HoBa, Anmarsl, KazaxcraH.

Hayunwii pykosooumens — KyiikoBa JliogMuina AHTOHOBHA, KaHIUIAT HCKYC-
CTBOBeZeHUsI, Tpodeccop Kadenpsl xopeorpadun, Kazaxckas HallMoHaIbHas aKaJeMus
uckycctB uM. T.K. XKyprenosa, Anmarst, Kasaxcran;

4. MakymoBa AsiynieiM MapaJsioBHa — CTyAE€HTKa 4 Kypca CleUalbHOCTU
«HckyccrBoBenenmne», Kaszaxckas HanmoHanbHas akagemus xopeorpaduu, Hyp-Cynran,
Kazaxcran;

Hayunvuii pykosooumens — KymacentoBa I'yibnapa TazabexoBHa, KaHIuaar
HCKyccTBOBeieHHs, npodeccop, Kazaxckas HalpoHaJbHAas akaJleMusi Xopeorpaduw,
Hyp-Cynran, Kazaxcras;

5. EcupkenoBa Illapudga TaH3unmoBHA — MarucTp UCKYCCTB, IPENOAaBa-
Tenb, Kazaxckas HanpoHaneHas akagemus xopeorpadun, Hyp-Cynran, Kasaxcran;
6. JlutBunoBa Ouibra BaagumMupoBHa — KaHAUJIAT ICUXOJIOTHYECKUX HAYK,

JIOLICHT, JIOLEHT Kadeapsl IICUX0JIOTHH, TeAaroriuku u gpuinocopun, Kpemenuyrckuii Ha-
LUOHANBHBIN yHUBepcuTeT uM. Muxauna Octporpaackoro, Kpemenuyr, Vkpauna;

7. CanpibexoBa Cantanat MypaTtoBHa — Maructp oO0pa3oBaHus, cTapIInii
npenosaBarenb, Kasaxckas HanmoHanbHas akagemus xopeorpaduu, Hyp-Cynran, Ka-
3aXCTaH;

8. Kapnasa Buka HonapneBna — nokropant, CyxyMckuil TocyqapCTBEH-
HBII yHHBepcuteT, TOwmcH, [pysus.

Hayunvuii pyxosooumens — Hana Kynmsi, accorunposanuslii npogeccop, Cyxym-
CKHI TocynapcTBeHHbII yHUBepcuret, Towmucu, ['py3us;

9. CeiicexenoBa AiiHam BaiikeH)keHOBHA — KaHIMIAT (QUIOIOTHYECKUX
HayK, JIoueHT, Kazaxckuii yHUBEpCUTET SKOHOMHKH, (PUHAHCOB ¥ MEXIyHAPOIHOH TOp-
rosnu, Hyp-Cynran, Ka3zaxcran;

10. Ilopena IlaBpemmanu — noktopatT, CyXyMCKUIl ToCyJapCTBEHHBIN
yHuBepcurert, Towmmucu, [py3us.

Hayunvuii pyxosooumens — Mapuam Mupecamsuiau, npodeccop, Cyxymckuit
rOCYIapCTBEHHBIN yHHBepcuTeT, TOmmucu, ['py3us.
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«ARTS ACADEMY» FBIJIBIMMU 7KYPHAJIBIHBIH PEJTAKIIH-
AJBIK CAACATBI

«Arts Academy» XypHaJIBIHBIH PEIAKIHIIBIK CasCaThl FHUIBIMU
KBI3METTIH JTUKACKHIHA TIKeIeH OalyIaHbICThI. PenakiusiblK cascarra Fa-
JBIMIAP ©3 JKYMBICTapbhlHA JaWbIHIIBIK jkKacay OapbhIChIHIA PEAAKIMSIIBIK
casicarta OacIIbUIBIKKA aJIaThIH KaFUIaTTap MEH YHFapbIMAApP KUBIHTHIFBI
OasiHiaIaIbl.

«Arts Academy» KypHaJbIHBIH >KOCIAphl — PEICH3MsIIAHATHIH,
JIOMeKCo3 aNbIHATBIH KYypHAJAApIbIH KaTapblHa eHy. byn e3 keserinue
penakuus alKachlH MaHbI3Ibl OHETeI-3THKAIIBIK KaFuAaTTapAbl )KoHE Yid-
BIMJIACTBIPY HOPMAaJIapbIH CaKTayFa MiHAETTECHI1.

«Arts Academy» KypHAJIBIHbIH PeIaKIUSIBIK
casicaTbIHBIH KaJINbI epexesiepi

KypHanabiH TakpIpeINTHIK OarbiThl Oap. XXypuanm Oerrtepinzue
FBUIBIMU MakaJajap, HIoJylap, KeICKala xabapianabIpyliap MEH JUCKYC-
CHSUJIBIK MaKaJjajap skapusiiaHabl.

bacbutbM ©3€KTi Macernenepre:

- XopeorpadusIbIK OHepIiH TapUXbIHA,

- Xopeorpadus nerarorukacbiHa,

- OHEpTaHY¥a,

+ Ka3ipri MoJICHUETKE,

- oHEp kKoHe OiiM Oepy canachbiHIaFbl MEHEIKMEHTKE,

* QIEYMETTIK-TyMaHUTAPIIBIK FHUIBIMIAPFa apHAJIFaH.

KypHanablH MBIFY MEP3IMALIITT — TOKCaH CaibIH.

Kypnanaeia pegakius ankacel — Kazakcran PecryOnrkachIHIaFbI,
TM/ ennepinaeri )xoHe alblc meTenyeri 6i1im 0epy oHe FBUIBIMH-3€PT-
TEy YHBIMIAPBIHBIH KETEKIII1 FaIbIMIapbl MEH MaMaHIaphl.

FoutbiMu KypHanAbIH pelakuusl ajKachl TYIMHYCKAaHbBI, OYpBIH
emoip xepe kapusulaHOaraH jkoHe Oipmesringe O6acka OackUIBIMIapAa
OachuTyFa apHaJIMaraH MakKajlaJap/ bl FaHa KaObUIan, KapacThIPaIbl.

Kypnan penaxiusicbiHa KeJlil TyCKeH OapibIK FRUIBIMU MaKajiaiap
KaTaH TYpJAE peLeH3usIIayiaH oTe .
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FbL1bIMH KYPHAJIBIH PeIaKIUSIIBIK
casicaTbIHBIH HeETi3ri KaruaaTrTapbl

KypHan pemakiuscel TOMEHIETI 3aHIaPMEH KOPFaJIaThIH 03 JKY-
MBICTapbIH OACBUTBIMFA JKi0epreH aBTOpIapAbIH KYKBIKTapbIHA KYPMETIICH
Kapauapl:

1. Kazaxcman Pecnyonuxacvinviy Koncmumyyuscvimen (1995
arcvinzvl 30 mamwizoazvl pecnyOnuKanvlK pegepenoymoa KaodwulioaHaak)
(10.03.2017 orcvinzol ocazoari OOUbIHUWA OAPILIK 632€pMYIepPMeH JHCIHE
MONLIKMBIPYIAPMEH,)

2. Kasaxcman Pecnyonuxaceinoiy 2011 scoinevt 18 aknanoazer No
407-1V «Foiivim mypanvly 3ayvimen;

3. Kazakcman Pecnyonuxaceinoiy 1999 ocoinzor 23 windeoeei Ne
451-1 «bykapanvix aknapam Kypanioapol mypansly 3ayblMeH;

4. Kazaxcman Pecnyonuxacwinwiy 1996 oucoinewvt 10 maycvimoagol
No 6-1 «Aemopnvik KYKbIK JicoHe apanac KYKblKmap mypanvly 3aHbiMeH
(24.11.2015 oacoinzel srcazoati OOUbIHWA OAPILIK 632ePMYIEPMEH JHCIHE
MONLIKMBIPYIAPMEH,)

5. Kazakcman Pecnyonuxaceinoiy 2007 scolnzol 27 windeoeei Ne
319-111 «binim mypanery 3ayvimen (09.04.2016 sncvinewt sncazoati 60tibIH-
wa 6apnvix 032epmyiepmeH Hcane moavlKmulpyiapmeH).

«Arts Academy» KypHaJBIHBIH PEIAKIHsl aJIKachlHAa OachUIbIMFa
YCBIHBUIFAH aBTOPJIBIK KYKBIK MIHJIETTI TYP/E KeJleci mapTTap/ sl OpbIH/Ia-
yF¥a Heri3aeneni:

3epmmeyoiy KYpblIbIMbIHA JCOHE KOHYEeNYUsACblHa Hemece
Manimemmepoi mandayed dcane mycinoipyee aumapivlKmartl yiec Kocyed,

MAKAIAHblY MIMIHIH Jca3yed Hemece 02aH mybeeellli 632epi-
cmep eHzizyze;

- bacnaza bepinemin cOHebl HYCKAHbL MAKYI0AY2d.

«Arts Academy» >KypHajbIHa ©3 KYMBICTapBbIH YCHIHATBIH aBTOP-
Jap ©3 TapanblHaH MaKaJaHbIH KeJlecl TajanTapra cail 0oybIHa KemIIiK
Oepyi Tuic:

v\ TynHycKaiblk Gonybl (6acka OachuibiMaapaa OYpbIH COHJIBI
ocel (popmaza HeMece Ma3MYHBI KarblHAH YKcac ¢Gopmajaa >KapHsiaH-
OaraH);

v/ Oacka GacnanapiblH peIaKIUACHIHIAA KapaibiMa JKaTllaraH
KOHE aBTOPJIBIK KYKBIKKA KOHE KapaCTBIPBUIBIIN KATKAH MaKaJlaHBIH Ka-
pUsUTaHYBbIHA KATBICTHI MYJJICTIED KAHKAIbI PETTEITCH;

v\ KaHgaii na Oip aBTOPJBIK KYKbIKTAp Oy3bUIMaraH, COFaH
opaii oceIFaH yKcac Oy3yIIbUIBIKTap aHBIKTAIFaH JKaraaiijga Oacmarepre
IIBIFBIHIAPIBI ©TEYTE KEMUIIIK Oeperi;

v\ Marepuainapiasl KOJJAHy casCaTbiH JKY3€re achlpyra jKOHE
MaTepuaiapabl TaparyFa xKar1ai jxkacay yIIiH aBropiap Oacmarepre, erep
Oacka J1a *araiyiap KapacThIpbUIMaraH JKaraaia, MeHIIIK KYKBIFBIH Oe-
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peni.

Kenecinep FbUIBIMH 3THKaHbI OY3yIIBIIBIK PETIHAE KapacThIpbLIa-
TIBI:

* MOJIIMETTEpIl KachIPbIH TYpIE IpIKTE€Y apKbUIbl Olapiabl Oyp-
Mainay, ¢padpukanusiay *oHe CypeTTepMeH OypManay apKbUIbl KaXKeTci3
HOTIXKeNepaeH 6ac Tapry;

+ KONJay ayly YILiH XKa3bUIFaH ©TIHIMXaTTarbl HEMEece OTiHIMIeT1
Kare MamimaeMesep (COHbIH ilmiHIe OachUIbIMFa KaThICTHI, COHIal-aK Oa-
CBUIBIMFA KaObUIJaHFaH KYMbICTApFa KaTbICThI XKaJIFaH OTIHILITED);

* ©3Te aBTOP/IbIH aBTOPJIBIK KYKBIKIIEH KOPFaJIaThIH )KYMBICTapbIHA,
FBUIBIMM JKaHAJIBIKTapblHA, OOJDKaMIapblHa, 3€pTTEy TEOPUsIChIHA HEMECe
o/licTepiHe KaThICThl MHTEIUIEKTYAJABIK MEHIIIK KYKBIFbIH OY3YIIBUIBIK:

a) pyKcarchl3 Maianany, COHbIH 1IIiH/E TIaruar;

b) capanmbutapbH MiKipi 60ibIHIIA OipeyaiH 3epTTey oAiCTepiH
’KOHE OMBIH 3aHCHI3 HEMICHY (OMbIH ypiay);

C) FBUIBIMH aBTOPJIBIKTHI HeMece OipJIeCKeH aBTOPIIBIKTBI HEMICHY
HeMece oJlap/bl HeTi3Ci3 HeMICHY;

d) ma3myHbIH e3repTy (Oypmanay);

€) om KapusulaHOaraH >XYMBICTapMEH, >KaHAJIbIKTapMeH, Oo0JI-
XKaMmJapMeH, TeOpUsIIapMEH HeEMece FhIJIBIMU 9/iCTepMEH TaHbICYFa Oerjie
azlaMjapra pykcar 6epy jKoHe oap/ibl pYKCaTChl3 Kapusiiay;

* aBTOPABIH KeJiCIMIHCI3 e3re agaMMeH Oipiecin aBTop Oomyfa
TaJIIBIHY;

* 3epTTey JKYMBIChIHA KeAEPTi KenTipy (3epTTeyre KakeTTi Kypai-
JlapFa HYKCaH KenTipy, 0y3y, KeIlllipMecCiH xkacay);

+ OipJIecKeH JKayanKepIIUTiK KeJeClIepAiH HOTHXKeCl O0Iybl MyM-
KiH:

1) FBUTBIMH dTUKAHBI 0OTEH agaMIapIblH Oy3YyIIbIIBIKKA OeTICeH i
KaThICY;

2) e3renep kacaraH OypmanayIblUIbIK Typalibl xabapaap Oomy;

3) OypmananfaH O6aceUIBIMIapFa Oipiecimn aBTop 60iy;

4) GakpUIay MIHIETTEPIH €CKEPMEY.

«Arts Academy» >KypHaJIbIHBIH PEAAKIUAJIBIK CascaTbiHA COMKEC
Kejeciepre ko oepiimeii:

* ©3re¢ aBTOPJbIH JKYMBICHIH, OHBIH AaBTOp EKEHIH KOpCeTIeH,
MOJIIMET aJIbIHFaH JKepre cuiTeMe jkacaMail jKoHe jKaklara ajaMmai, ces-
0e-ce3 Kellipyre;

* ©3re aBTOP/IbIH ILIBIFApMaChIH ©3repTil Xkasy, Oip nmaparpadra He-
Mece MOTiH Oedirinze Oip ceilieMHEH apThIK ©3repTijice HeMece Coiem-
Jiep aJbIHFaH JKepre cuITeMe )acajlMmail oJapAblH TOpPTiOl aybICTBIPBUIBII
xasbuica. CelsieMIep ajbIHFaH Kepre cliTeMe jkacaiMai, ojap eadyip
©3TePTLIII )Ka3blIFaH 0oJIca OHJA O ce30e-co3 KOIIipiareH 00iasr;
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- OipeydiH HIBIFApPMAIIBUIBIK 3JIEMEHTTEPIH aBTOPBIH KOpceTnen
KOJIJIaHy, MBICAJIbI, CYPETTIH, KeCTEHIH Hemece a03alThiH Kail JKepACH
aJIbIHFaHbBIHA, IEPEKKO31HE CUITEME jKacaaMaca, JKakiiara ajpiHoaca. AB-
TOpJIAp MIBIFAPMaHbBIH aBTOPJIBIK KYKBIFbI Oap UECIHEH OHBIH IIBIFAPMaJIbIK
AIIEMEHTTEPIH KOJJIaHy YIIH PYKCaT aldybl THIC;

- aBTOpJIAP ©3 JKYMBICTAPBIH aJIFalll PeT JKapHsUIAHBII JKaTKAHBIH
KepceTyi THiC.

Erep komxaz0a anemeHTTepi OYpBIH OacKa MaKaiaaa skapusilaHFaH
0osca, OHJa COM KapUsIIaHBIMFa claTeMe jkacanybl Tuic. CoHail-aK OHbIH
QJIJIBIHFBI )KYMBICTaH KaHJai albIpMaIllbUIBIFBI OapbIH KOPCETE OTHIPHIIL,
OHBIH 3€PTTEY HOTHXKEJICPIMEH KOHE KOPBITBIHIBUIAPBIMEH OailslaHBICHIH
aHBIKTAy. ©3 )KYMBICTApPBIH cO30€-CO3 KOIIIPII jKa3yFa KOHE OHbI ©3TepTil
kKa3yra OOIMaiIbl.

FoutbiMu 3eprTeynepae 3epTrey OapbiChIHIAa KETKEH OypMaiaH-
OaraH KaTemikTep, Aayibl MOIIMETTEp, albIHFaH HOTIDKENEpAl SpTypi
TYCIHJIIPY KOHE OJlapibl SKCIIEPUMEHTTIK OHJCY CEeKLI/l 3epTTey MpoIie-
CTEpIHE TOH OPEKETTEP ATHKAHBI OY3YIIBLIBIK OOJIBIN CaHATIMANIbI.

Penen3us OepyuriHiH KbI3MeTiHe KipeTiH 3THKAJBIK KaruaaTTap

PerieH3eHT aBTOPIIBIK MaTepuajapra FhUIBIME capanTama xKacai-
JIbl, COHBIMEH KaTap KeJeci KaFuIaTTap bl OPbIHIAYbI THIC:

- Penien3us anyra KaObUITaHFaH KOJDKaz0a KYIUSI KYXKaT PETiH-
JIe KapacThIPbLIYhI THIC, )KOHE OHBI PEIaKIMAIAH PYKcaT ajlMaraH Oerje
aJlaMJIapFa OKBII TAaHBICY YIIiH Oepyre OOIMaiIb.

- PerieH3eHT 3epTTey HOTHXKENIepiHe OObEKTUBTI JKOHE JoNen i Oara
Oepyi Tuic. ABTOP/BIH KEKe ChIHBI KaObLUTAaHOAN I

- KapacTeIpbulbIMFa YCBIHBUIFAH KOJDKa30anapaaH ajibIHFaH Ka-
PBIKKA MIBIKIaFaH MOJIIMETTEP/Il PELICH3EHT 63 MaKcaThIH/Ia Makananoa-
yBI THIC.

- PerieH3eHT XyMbICTHI OarayiayFa ©3iHIH OUTIKTUIIN >KeTHEHTiH-
JITiHE K631 )KEeTCe HEMeCe aBTOp MEH YHBIM apachlH/a Jaylbl MOceselep
TYBIH/AaFaH KaFaaia oin menriM Kaobuiiaid anManTheiH 60sca, oHJa ol
petieH3us oepyneH 0ac TapTy YIIIiH aJ/IbIH ajia PeAaKTOpFa OJ Typajbl Xa-
Oap Oepyi THic.

XKypHan penakuusicel aBTOpJIAapAbIH OCNIENiH KOpFail OTBIPHIIL,
FBUIBIMU 3THKA CTaHAAPTTAPbIH YCTAHA bl )KOHE IIBIFAPMAIIBLIBIK YPIIBIK
OoJiFaH KaFJalia OFaH JKayarnThl Kapaipl, ce0eOl MIbIFapMAIIbUIBIK Y-
JIBIK JKacaJbl JIETeH albIll 3epTTEYIliHIH MaHCaOblHA HYKCAH KENTipesi.
MyH1aii jkaraiia mbFapMaIlbUIbIK YPIIBIK TYPaJibl albIITaylIapFa ocep
eTyre MyMKIHJIIK OepeTiH TOPTINTep Kyheci KOlAaHbLUIa bl

OOBEKTUBTITIKTI KaMTaMachl3 €Ty MaKCaThIHIA pelakuus dpoip
OpBIH aJIFaH JKarJahabl MYKHIT 3epTTEeH/Il KoHe OapiIblK MY/l Tapar-
TapbIH JAJIEIACPiH KapacThipaabl. Apbl Kapai opekeT jxacamac OYpBIH,
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penakiusi aayiibl 0achUIBIMIAPIBIH aBTOpPJaphIHAH HEMECe aBTOPJIBIK
KYKBIFBI 0ap MeJICpIHCH HAKThI aKIapaT ajdyFa ThIPbICA/IbI JKOHE OHBI 3epT-
TeH .

Ecep ativinmaywivl wwbiHObIKKG dcanacnaimuvli aknapam oepce
(Mblcanvl, dHcanzam amnen YCblHca) Hemece dMUKASA HCAMNAUMbIH, cec
Kepcemy GopmacviHoa apexkem emce, OHOA MYHOAU Hca0aroa peoax-
YUs WBIRAPMAULBLIBIK YPIbIK JHCACAIObl 0eeeH aliblnKd Jcayan Kamnayed
KYKbLIbL 0071a0bl. Pedakyus wvieapmautvlivl YpavlK #ca20aiiapbli 02aH
KAMbICbl HCOK MApanmapmer maikoliayaa MiHOemmi emec.
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THE EDITORIAL POLICY OF THE SCIENTIFIC JOURNAL
"ARTS ACADEMY"

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

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

General provisions of the editorial policy
of the journal "Arts Academy"

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

The publication is devoted to topical problems:

- history of choreographic art,

- Pedagogy of choreography,

- art criticism,

- modern culture,

- management in art and education,

- Social and human sciences.

The periodicity of the issue is quarterly.

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

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

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

Basic principles of the editorial policy of the scientific journal

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

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

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

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

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

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

- 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:

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

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

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

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

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

- 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;
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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, forg-
ery of other items necessary for the research);

- joint responsibility may result from:

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

2) awareness of falsification committed by others;

3) co-authorship in falsified publications;

4) obvious neglect of control responsibilities.

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

- verbatim copying of the work of another person without specify-
ing 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 refer-
ence to the source is equated to verbatim copying;

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

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

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

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

Ethical principles in the activity of the reviewer
The reviewer carries out a scientific examination of the author's
materials, as a result of which his actions should be impartial in nature,
consisting in the following principles:
- The manuscript received for review should be considered as a

92



SCIENTIFIC JOURNAL #4(13)

confidential document, which can not be passed on for review or discus-
sion to third parties without authorization from the editorial office.

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

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

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

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

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

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

PenaknmonHass monutuka XypHana «Arts Academy» cBsizaHa ¢
9TUKOM HAYYHOH ACATENBHOCTH. B pelakiiMOHHON IOJIUTUKE W3JIaraeTcs
KOMIIJIEKC MPUHIUIIOB U IPEANUCaHUM, KOTOPBIMH JOJKHBI PyKOBOJICTBO-
BaThCs YUEHbIE IIPU IOJTOTOBKE CBOEH pabOThI.

B nmanax xypHana «Arts Academy» BXOXKICHHE B YHCJIO PEICH-
3UpPYEMBIX, LIUTUPYEMBIX XKYPHAJIOB, YTO 00S3bIBAET PEJAKLIMOHHYIO KOJI-
JIETHIO COOMIONATh Pl BaXKHBIX HPABCTBEHHO-ITHUYECKUX MPUHIIUIIOB U
OpraHU3alMOHHBIX HOPM.

O0mmue mos10kKeHUs peJaKIMOHHOM
NOJHMTHKH KypHaJIa «Arts Academy»

JKypHanm uMmeer TeMaTM4eCKyl0 HampasieHHOCTb. Ha crpaHmmax
KypHaja MmyOIUKYIOTCSI HaydHbIE CTaThbH, 0030pbl, KPAaTKHE COOOIICHHS,
JIMCKYCCHOHHBIE CTAaThH U JIPyToe€.

W3nanue moCBAIICHO aKTyaJbHBIM MPOOIeMaM:

* HICTOPHS XOpeorpaduIecKoro NCKyccTBa,

* [IeIaroTuKa Xxopeorpapum,

* ICKyCCTBOBEJICHHE,

* COBpEMEHHas KyJbTypa,

* MEHEJDKMEHT B HCKYCCTBE U 00pa30BaHMUH,

* COIIMAJIbHO-TYMaHUTapHbIC HAYKH.

[leprognyHOCTH BBIITyCKa JKypHaja — €KEKBapTaJIbHas.

PenaxkiuoHHas komserus sxypHaja — BeAyIIME YUEHbIE U CIELH-
QIMCTBl 00pa30BaTENILHBIX M HAYYHO-HCCIICAOBATEIbCKUX OpraHU3aluil
Pecny6nuku Kazaxcran, crpan CHI™ u nansHero 3apyoexbsi.

PenakuvoHHON KOJUIErHed HAaydHOIO JKypHAJIA «IIPUHUMAKOTCS K
PacCMOTPEHHIO TOJIBKO OPUTHHANIBHBIC, paHEee HUTIE HE MyOIMKOBaBIIKe-
Csl CTaThH M HE MpEJHA3HAYECHHBIC K OJIHOBPEMEHHOH IMyOIMKaluu B APY-
TUX U3JaHMSIX.

Bce HayuHble cTaThy, IOCTYIUBLIME B PENAKIIMIO XKy pHAJIA, IPOXO-
JST CTPOTYIO IPOLENYPY PELEH3UPOBAHUS.
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OcHOBHbBIE IPUHIUIIBI PeTAKIIUOHHON MOJUTHKH HAYYHOT0 KypHAJIa

Penakuus KypHana ¢ yBa)K€HHEM OTHOCHTCS K IpaBaM aBTOPOB,
MPUCHUIAIOIINX JIJTs MyOIuKanuu paboTel. Bee aBTOpckue MaTepuasisl 3a-
LIMIICHBI 3aKOHAMH:

1. Koncmumyyus Pecnyonuxu Kasaxcmawn (npunama na pecny-
onuxanckom pepepenoyme 30 aseycma 1995 2o0a) (c usmenenusimu u 0o-
noaneHuamu no cocmoanuro na 10.03.2017 2.);

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

3. 3akon Pecnybnuxu Kazaxcman om 23 urona 1999 cooa Ne 451-1
«O cpedcmesax maccosoul uHopmayuuy;

4. 3axon Pecnyonuxu Kazaxcman om 10 urons 1996 cooa Ne 6-1
«Ob6 asmopckom npase u CMeXCHbIX Npagaxy (¢ UsMeHeHUuAMU U OONoIHe-
HusAMuU no cocmosinuio na 24.11.2015 2.).

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

Jlnst penkoinerun xypHana «Arts Academy» mpaBo aBTOpCTBa
MPECTABICHHBIX K W3aHUI0 paOOT OCHOBBIBAETCS HA 0053aTEBHOM CO-
OJIOICHUH CIICAYIOIIUX YCIIOBHIA:

* BHAUUMENbHOM BKIA0€e 8 KOHYEeNYuo 1 CMpYKMypy Uccie008aHus
UnU 8 AHANU3 U UHIMEPRPEM a0 OaGHHbIX,

* HANUCAHUU MEKCMa CMmamvll UlU 6HECeHUU 8 He20 NPUHYUNUATb-
HbIX UBMEHEHULL,

* 0000peHUss OKOHYAMENbHOU 8epCUll, KOMOpas cOAemcs 6 neyams.

Co cBoeit CTOPOHBI, aBTOPHI, MPEAOCTABISAIONINE CBOU PAOOTHI ISt
oryOnuKoBaHus B KypHane «Arts Academy», TOIKHBI TapaHTUPOBATh,
YTO CTaThH:

v\ ABIAIOTCSA OPUTHHAIBHBIME (HE ITyOJIMKOBAIKCH PaHEE B APY-
TUX U3JJaHUSIX B UX HBIHEIIHEH WK OJIM3KOH 10 Cofep)aHuio popme);

v He HaXOIATCS HA PACCMOTPCHUM B PENAKIMSAX IPYTHX H3/1a-
HUI 1 Bce BO3MOXXHbIE KOH(IUKTHI HHTEPECOB, CBSI3aHHBIE C aBTOPCKUMH
MpaBaMU U OIyOJIMKOBaHUEM PacCMATPUBAEMBIX CTATEH, YPEeTyIUpPOBaHbL;

v He HapyIIAalOT HHU OJHO W3 CYIIECCTBYIONIUX aBTOPCKUX IIPaB,
B CBSI3U C YEeM TapaHTHPYIOT U3AATENI0 BO3MEIECHHE YOBITKOB B CiIydae
BBISIBJIICHUS TTOJIOOHBIX HAPYIICHU;

v i ynoOCTBa pacIpOCTPAHEHUS M 00ECIICUCHHUS peau3aluy
MOJIMTUKH UCTIOJIb30BaHMsI MaT€pPHaiOB aBTOPHI MEPEIA0T U3AATEI0 UC-
KITIOUUTENIFHOE MPaBO COOCTBEHHOCTH Ha paboTy, €CIIM HE MPeIyCMOTpe-
HO WHOE.

Kak Hapymenne Hay4YHOH STUKU MOXKET PacCMaTpUBATHCS CIELy-
IoLee:
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- ¢pabpukanus, hanbcupukanus JaHHBIX MyTEeM WX TailHOro 0TOO-
pa M OTKa3a OT HEXEeJATeJIbHBIX Pe3yJIbTaTOB, MyTEM MAaHUIYJISLUU H30-
OpakKEHUSIMH WITH WILTIOCTPAIUSMH;

* HEKOPPEKTHBIC 3asBJICHUS B MUChbME-3asBKE MJIM 3asBKE Ha TO-
Jy4YCHUE TOMJEPKKU (B TOM YHUCIE JIOKHBIC 3asiBICHHSI OTHOCHUTEIBHO
myOJIMKAIHiA, B KOTOPBIX MOSIBHJIACh pa0d0Ta, a TaKkke padoT, MPUHATHIX K
myOnuKaum);

* HapYIICHUE TIPaB UHTEIUICKTYalIbHOW COOCTBEHHOCTH B OTHOIIIC-
HUM paboT JPyroro aBTOpa, OXPaHIEMbIX aBTOPCKUM TPABOM, 3HAYUTEIb-
HBIX HayYHBIX OTKPBITHH, TUIIOTE3, TECOPUN HIIK METOJIOB UCCIICIOBAHUS:

a) HECAaHKIIMOHUPOBAHHOE HUCIIOJIh30BAHUE, B TOM YHUCIIC TUIATHAT;

b) He3aKOHHOE MPUCBOCHHE, TT0 MHEHHUIO SKCIICPTOB, METOJIOB UC-
CJIeIOBaHUA U uaeH (Kpaka uaei);

C) IPUCBOCHUE HAYYHOTO aBTOPCTBA UJIM COABTOPCTBA, MK HE00O0-
CHOBaHHOE MX MPUCBOCHHUE;

d) monmena (anbcudukanus) conepraHus;

€) HEeCAaHKIIMOHMPOBaHHAs MyOJIHMKALMs W TMPEJOCTaBICHUE Tpe-
TBUM JIMIIAM JOCTYIA K €Ille HE OMyOJIMKOBaHHBIM paboTaM, HaXOIKaM,
THIIOTE3aM, TCOPUSIM HIIM HAYYHBIM METOAM;

- MpUTs3aHue Ha (CO) aBTOPCTBO C APYTUM JIHIIOM Oe3 ero/ee co-
T1acusi;

* CpBIB HCCIIEIOBATENbCKOW paboThl (B TOM 4YHCIC HAHECCHUE
yiepOa, pa3pyiieHue, OAIeNIKa APYTHX MPEAMETOB, HEOOXOIUMBIX IS
MIPOBE/ICHUS HCCIICIOBAHUS);

* COBMECTHAs1 OTBETCTBEHHOCTh MOXKET SIBIISITHCS PE3YJIbTATOM:

1) aKTHBHOTO y4YacTHs B HAPYIICHUW HAYYHOH ITHKH, COBEpIIAc-
MOM JIPYTHMH JIHIIAMHU;

2) OCBEIOMIICHHOCTH O (pasibCU(PUKAIMH, COBEPIIACMOMN IPYTH-
MU;

3) Cc0aBTOPCTBa B (hasIbCUPUITMPOBAHHBIX MTyOIUKAIUIX;

4) SIBHOTO NPEHEOPEKEHUS 00S3aHHOCTSIMHU KOHTPOJIS.

B cooTBeTCTBHM ¢ pENaKIMOHHOW TOJMTHKON KypHaia «Arts
Academy» HeIOMyCTHMO:

* JIOCJIOBHOE KOITMPOBaHUE PabOTHI IPYTOro JIKIia 0€3 YKa3aHus ero
aBTOPCTBA, CCHUIKH HAa UICTOYHHMK M UCTIOJIb30BaHMSI KaBbIUCK;

- HEKOppeKTHOE TepedpazupoBaHre IPOU3BENCHUS IPYTOro JIMIIA,
MPHU KOTOPOM OBLJIO M3MEHEHO 00JIee OHOTO MPEUIOKEHHS B PAMKax Ofl-
HOTO Taparpada win paszeina TeKCTa, MO0 MPEeIOKESHUs ObLTH PacIiolio-
KEHBI B MTHOM TIOpsiZIKE 0€3 COOTBETCTBYIOIIEH CChUIKM HA UCTOYHHK. Cy-
IIECTBEHHOE HEKOPPEKTHOE MepedpasupoBaHue 0¢3 CCHUIKA Ha HCTOYHUK
MIPUPABHUBACTCS K JIOCIIOBHOMY KOITUPOBAHHIO;

* UCTIOJIb30BaHKE JIEMEHTOB IPOU3BEICHUS IPYTOro Jinia 0e3 yka-
3aHUs aBTOPCTBA, HAIIPUMEP, PUCYHKA, TAOIUIIbI HITK ab3ara 0e3 BhIpaKe-

96



SCIENTIFIC JOURNAL #4(13)

HUS TPU3HATETHHOCTH, CCHUIKH HAa UCTOYHUK WJIM HUCIIONb30BAHUS KaBbI-
4YeK. ABTOPBI IOJKHBI IOTYYUTh pa3pelieHne Biaieiblla aBTOPCKUX MPaB
Ha UCTOIH30BAHKE AIIEMEHTOB €T0 IPOU3BEICHUS;

+ CaMOTIIaruar: aBTOPHI JOKHBI yKa3bIBaTh, YTO UX paboTa myomu-
KyeTCs BIIEpPBBIE.

Ecnu sneMeHThl pykomucu paHee ObLIN OMyONMKOBaHBI B APYTOi
CTaThe, TO aBTOPHI 00s3aHBI COCNaThCcsl Ha Oosiee paHHIOW padoTy. Yka-
3aTh, B YeM CYIIECTBEHHOE OTIIMYME HOBOW PabOTHI OT MpPEIIeCTBOBAB-
el ¥ BMECTe C TEM BBISIBUTH €€ CBSI3b C Pe3yJIbTaTaMH UCCIIEIOBaHUN U
BBIBOJIaMHU, MPEACTABICHHBIMU B TIpebIayIel padore. JlocnoBHOE KOMH-
poBaHMe COOCTBEHHBIX PadOT U UX Mepedpa3srupoBaHUE HETPHUEMIIEMBI.

He cunrarorcst HapymieHUsIMH STUKUA B HAyYHBIX MCCIIEIOBAHUIX
NeNCTBUS, CBOWCTBEHHBIC HCCIIENOBATEIHCKUM MPOIECCaM, a TaKXkKe He
chanscudupoBaHHble (HEOCO3HABAEMbBIE) HCCIEIOBATEIbCKUE OIINO-
KM, KOH(DJIUKT JaHHBIX, pa3Hble TOJKOBAHUS M MHTEPIPETAIUs TOTyYCH-
HBIX PE3YJIBTATOB U SKCIIEPUMEHTAIBHBIX Pa3paboToK.

JTHYeCKHEe NPUHIUIBI B 1eSITeIbHOCTH pelleH3eHTa

PerieH3eHT ocymiecTBIsSeT HAyYHYIO SKCIIEPTU3Y aBTOPCKUX MaTe-
pHUANOB, BCIEACTBUE YETO €ro NEHCTBUS JOJDKHBI HOCUTH HETIPEAB3STHIN
XapakTep, 3aKIIOYAIONINICS B BHITOTHEHUH CIEAYIOUINX MTPUHIIUIIOB:

- Pykonuce, moiy4yeHHas s pelieH3upoBaHus, JOKHA paccMma-
TPUBATbCSA KaK KOH(UIECHIIMANIBHBIN TOKYMEHT, KOTOPBII HeJb3s mepeaa-
BaTh JJIs1 O3HAKOMJICHHSI MU OOCYXXACHUS TPETHUM JIULaM, HE HMEIOIIUM
Ha TO IOJTHOMOYUH OT peaKIiu.

- Perien3eHT 00s13aH JaBaTh OOLEKTUBHYIO U apPTyMEHTHUPOBAHHYIO
OIICHKY M3JI0KEHHBIM pe3yibraTam uccienoBanus. [lepconanbHas KpUTu-
Ka aBTOpa HempuemieMa.

- HeonyOnukoBaHHbIE TaHHBIE, TIOTYYEHHBIE U3 MPEIACTaBICHHBIX
K PAaCCMOTPEHUIO PYKOMHCEH, HE JOJKHBI HCIIOIb30BATHCS PELEH3EHTOM
IUIA JIMYHBIX [ETEH.

- PetieH3eHT, KoTOpHIi He 001a1aeT, 0 €r0 MHEHHUIO, JOCTaTOYHON
KBaM(UKAMeN AJsT OLEHKU paboThI, MO0 HE MOXKET OBITh OOBEKTHB-
HBIM, HalIpUMeEP, B CIydae KOH(IMKTa HHTEPECOB C aBTOPOM HJIM OpTaHH-
3a1Mei, JOJDKEH COOOIIUTh 00 ATOM PedakTOpy € MPOCHOOW MCKITIOYUTH
€ro M3 MpoIiecca pereH3uPOBaHus JAHHON paboTHI.

Penaxius sxypHana npuaepKuBaeTcsi CTaHIapTOB HAYYHOU ITHUKH,
3aIUIIasi PEnyTalrio aBTOPOB M CEPhE3HO OTHOCSCH K OTIENBbHBIM CITY-
yasgM IUTardaTra, MCXO4sl U3 TOro, 4YTo OOBHMHEHHUS B IUIarMaTe BCerna He-
TaTHBHO OTPa)KalOTCsl Ha Kapbepe uccienonarens. [Ipu BOSHUKHOBEHHH
MOMOOHBIX CUTYallMi UCTONB3YeTCs CUCTEMA MPOIENyp, MO3BOJISIOUINX
pearupoBarh Ha BO3MOKHBIE OOBUHEHUS B TUIaruare.

B nensx obecrniedeHnsi 0ObEKTUBHOCTH PEIAKIUS TIIATEIBHO HC-
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CJIEAyeT KXl Clydail 1 pacCMaTpuBaeT apryMEHThI BCEX 3aUHTEPECO-
BaHHBIX CTOPOH. [Ipexae uem mpennpuHUMAaTh NalbHEHIINE NEHCTBHS,
pelaKiusi CTPEMHUTCS MOJYYUTh MaKCHMMaJIbHO TOYHYH MH()OPMAIIHIO Y
ABTOPOB CIIOPHOW MyOJUKAIIMK W BIIAJICNIBIICB aBTOPCKUX MPAB U U3Y-
YaeT ee.

Bmecme ¢ mem pedakyusi ocmagnsem 3a coboii npago e peazupo-
eamv Ha 00BUHEHUA 8 Naazuame, eciu 0O8UHUMENb NPE0OCMasisem Heoo-
CMOBEPHYIO NEePCOHANbHYIO UHGOpMayuro (Hanpumep, npedcmagisencs
BLIMBIULEHHbIM UMeHeM) TUOO Oeticmeyem 8 HeIMUYHOU ULU YePOHCAIO-
weiti gpopme. Peoaxyus ne obs3ana obcysxcoams ciyuau npeononazaemozo
naA2UAma ¢ IUYamu, He UMeroWUMU K HeMy NPAMO20 OMHOUIEHUSL.
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KYPHAJIT'A ’KAPUSAJIAY YIIIH YCBIHBIJIATBIH MATEPU-
AJITAPFA KOMBLJIATBIH TAJATITAP TI3IMI

bacbutbIM Keneci 63eKTi Macenenepre apHaiabl:
- Ou 6Hepi mapuxl,

- Xopeoepaghus nedazo2uxachwl,

- OHepmanuy,

- 3amanayu maoenuem,

* OHep JHCIHe OINiM MeHeOHCMeHmI,

* 2NeyMeMmmiK-2yMaHUMapvlK ebliblMoap.

BaceuipiMra FamsIMIap, AKOFapFbl OKY OPBIHAAPHI MEH OpTa OiiM
O0epy MEKeMeNepiHiH OKBITYLIbUIAPHI, FBUIBIMU-3EPTTEY MEKEMeNepiHiH
KbI3METKepJIepi, JOKTOPAHTTap MEH MaruCTpaHTTap, COHBIMEH Karap,
KOFapblIa KOPCETUIreH Macenenep OOWBIHIIA KYMBIC jKacam >KYpreH
KOFapbl OKY OPHBIHBIH JKOFApPFbI KypC CTYACHTTEPI IIaKbIPBUIAIBI.
MakaJna MaTiHi 21ekmponobl mypoe jcane Kaza3 dOeminde MbIHA Me-
KeH-kaii OoiibrHma Kaosuganansl: 010000, Hyp-Cynras K., ¥1b6l 1ana
naaFbUIbl 9, Kazak yATTHIK Xopeorpadus akageMuschl, Penakuusibik-0a-

chUTBIM OemiMi Hemece e-mail: artsballetO1(@gmail.com

MakaJiara KOMbLIATBIH TAJANTAP

Makana xemnemi — 10-20 mbInFa aeiiin Tan6a. [limimi: xoM-
netorepmer Microsoft Word (*.doc, *.docx, *.rtf xeHelTimiMIepiMeH)
nimriMiMen Oaceurrad; Kapin — Times New Roman nemece Times Kaz,
Heri3ri MoTiHae 14 Kerib, ecKepTynepe, pe3roMenepie, CypeTTep MeH Ke-
CTEJIepAiH acThIHJAFbI Ka3ynaapaa — 2. Op OeTTeri ciaTeMeneri eckepry-
nep «Word» GarnmapiamachiHIa «ciaTeme» Kbi3meTiH (ctrl+alt+f) konmany
apKbUIBl KOWbLUIaAbl. JKYMBIC COHBIHIAFBI €CKepTyiep Konmanoay. JKoma-
pasbIK MHTEpBaI — Japa, OapibIK KaFbIHBIH KHUETr1 — 2 M, eHi OOMBIHIIIA
TY3€Ty.

Makanaaa TeMeHieri MaJliMeTTep OOMyHI THIC:

1. FTAXP' unnexci — GipiHIn OSTTiH JKOFapFbl JKaFbIHIAFBI COJ
XKaK OypBIIIBIHAA.

2. bipinmi 6erTe TaKbIPBINTHIH YCTIHIT OH JKarblHIa — OapibIK
aBTOPJIAPJIBIH TET1 MEH aThl-)KOHIHIH OipiHIIi opinTepi (1 KoChIMIIaHbI Ka-
paHbI3).

3. Takpippim OeTTiH opTachiHAA. MakajaHblH aTaybl KbICKa
(10 ce3men apTeIK emec), Oipak MarblHAIBI Oomybl Twic. CoHpmaii-ak,

1 FhuIbIMU-TEeX HUKAIBIK aKIapaTThIH XaJIbIKapaliblK pyOpuKaTopsl: http:/groti.ru/
Mpeicansr:
FTAXP 13.07.25
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3epTTEeYliH HETi3rl HOTHXKECiH KepceTyl kepek. TakpIpbill Kapanay Oac
opimnmeH »a3blaajbl, Kapin keiemi 14, MakyinaHFaH KbICKapTyJapaaH
6acka KbICKapTyJapra »*oJ1 oepiimeiii.

4. Amnsortanus (10 ceiinemHeH apThIK eMec). MaKanaHbIH TaKbl-
PBINITAaMAChIH, MPAKTUKAJIBIK KYHIBUIBIFBIH, KaHAJIBIFBIH, HET13I1 KaFua-
Japbl MEH 3epTTey KOPBIThIHIbIIAPBIH KOpCeTe .

5. Tyiiin ce3aep: (5-7 ce3).

6. Asropmap kaliabl KbICKalla Mariiymar (2 KOCHIMILIAHBI Ka-
paHbI3).

Maxkana maxbipvlobl, A6MOPAAp Hcaiivl MAIYMAmMmap, AHHOMAYUA
JHcaHe myiiin co30ep 3 minoe ycolHvliaobl: KA3axK, a2uliuiblH, OPbIC.

Maxananbl aBTOMAaTThI TYpJie HOMIpJICHTEH MaijalaHbUIFaH 9/1e0ueT-
Tep Ti3iMi asKTaiiapl («Oaeduerrep» araybIMeH). One0ueTTep AoieKces-
Jepi KeNTipy peTiMeH kacaiaasl. Makana MOTIHIHAE KONAAHBUIFAH ofie-
OMEeTTIH PEeTTIK HOMIpI1 XKoHE OETTIH HOMIp1 YTip apKbUIbI KBaIpaT KaKIIa-
na 6epineni (Mseicansr: [17, 25 6.], [3, 36 6.]). bubnuorpadusisik xa3ba
TYIIHYCKa TUTIHJE ’Ka3bliaabl (3 KOCBIMIIAHbI KapaHbI3).

[Mafinananeiran omeOueTTep Ti3IMIHEH KeHiH poMmMaH opimTepiMeH
kKa3bplIrad oneduertep TizimiHiH (References) skeke TonTamacsl Oepineni,
HIETeNIIK IepEeKKe3IepiH Oap->KOoFbIHA KapaMacTaH Nai1anaHblIFaH o/ie-
ouerTep Ti3iMi opbIc TLAL OeiMre Katananaasl. Erep Tizimzae merenmik
OacelUTBIMIApFa claTeMe 0o0Jica, oap JIAThIH SINOUIMEH JKa3bUIFaH Ti31M-
Jie TONBIFBIMEH KaWTajaHanbl. http://www.translit.ru/ caldTeiHIA 9p TYp-
T Ky#enepi KONAAaHbIM, OpbICIIA Ka3bUIFAaH MOTIHJI JIATBIH ONIMOHUiIHE
TPaHCIUTEPALUS JKAaCANTHIH OaFjapiaMaHbl TETiH KOJlaHyFa 001a bl

Kecrenep MeH cypeTTep Heri3ri MoTiHIe eHTi311yi THIC, COHBIMEH Ka-
Tap Ke3 KeJIreH rpadukaiblk mrimae xeke Gaiamen Koca xidepinyi Ke-
pex (JPEG, TIFF, BMP xone T1.6.). bapnbik kecrenep MeH CypeTTepAiH
aCTBIHJIA JKa3ybl MEH HOMIp1 00JTybI Kepek (4 KOChIMIIIaHbI KapaHbI3).

Azar xon 1,25 cm Goc sxepMmeH Oacramaapl (Oipak TaOymsuus
MeH 00c OpbIH (IIpoOen) KOMETiMEH eMecC); a3aT KOJIJap apaybIFbl —
KaJIBIIITHI, KAPINTEri 03epicTep Kypcuner epexiieneHeni. Maxaa TakbIpbl-
661 — BAC OPIIIIEH kapanay kapinneH (opTara TypajanfaH). TakbIpbir-
TBIH aJJIbIH/Ia — ABTOP/IbIH aThI-)KOHIHIH O1pIHII opinTepi MEH Teri Kypcu-
@neH, KAJbINTHI Killll 9pINTEPMEH: OH )KaKKa TypasilaHFaH. TakpIpbIIIagap —
KapaJjiay KapinmeH, ThIpHaKIIaizap — TUNOTPAUSIBIK «», ToieKce3
1IIiHe — KaJbIITHI ThIpHAKIIanap “”. baner repmunzepi ¢ppaniysia xa-
3putazbl (En dedans, Tendue, Leve). latanap nudpmen Oenrineneni: ra-
ChIpIap — puM LU pIapbIMEH, KbIJIIap MEH OHXBUIABIKTAp — apad uudp-
JapbIMEH.

MakaJjia aBTopJapbl MAarJIyMaTThIH, A9HeEKCO3AepaiH, ciaTeme-
JIEP/IiH KoHe de0ueTTepaiH HAKTBLUIBIFbI MEH JJJIAIriHe TOJIbIFbIMEH
JKayanThbl.
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Penakuusiiblk KeHEC JKypHAJIJbIH MAceJeNiepiHe JKOHE >KOFapblia
CHUIATTAJIFaH TaJlalTapFa ColiKec KeJIMENUTIH MaKaanap/ sl KapacTblpMaii-
TIBL.

Makana c¢aiinbl OipiHII aBTOPIABIH TETi MEH aThI-)KOHIHIH OipiHIIi
opinTepiMeH atanysl THic (Mbicaibl, KymaroB A.M.doc Hemece Zhumatov
A.l.doc). Makana Komxka30achlH MYKHUST CaJbICTBIpa TEKCEpil, Herisri
MOTIHHIH COHFBI OeTiHJie OapibIK aBTOpIap KOJ KOIOBI Kepek. Makananap
KaJIbl pelakiusUIaHy/laH oTel. OTKI3UINeH Makajajiap aBTopiapra Kaii-
TapbUIBIN OepiiMeiii.

Bbapnbik Makananapael «Arts Academy» *KypHaJbIHBIH peIaKLUSIIBIK
KEHECIHIH MyIlesepi HeMece FhUIBIM CaJIaChIHBIH Capallibulapbl peleH-
3usAnaiIpl. PerieH3usuiay bHbl peJakius alKachl aHbIKTaiabl. Periensus
aBTOPJIAP/IbIH KOJIBIHA Oepiimeiii.

MakaJsia aBTOpJapbIHaH OapJbIK MaJiMerTepai Oip KyKaTneH
(0ip daitiMen) Kidepy KoHe MAKAJAHBI PIcCiMIey epeskesiepiH caKray
cypajiajsbl.

Kocvimwa 1.

Maxkananvy Oipinwi bemin pacimoey moicaivl

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

YJTTBIK BUA JOCTYPII CAKTAY
JKOHE JKAJFACTBIPY ®AKTOPBI PETIH/IE

AHHOTaHUA

Maxana ynmmuix Ou MeH XanblKmulK KOPKeM WbI2APMAULBLIBIZbL MACENECi CO3
b0nadvl. Asmop 6u onbKIOPLIHLIY POIIL MEH MAHBI3bIH, OU MYPACLIH CAKMAY MICENeCiH
3epmmeiioi. Canvicmuipmanvt manoay apkviavt [lvievic new bamvicmoly endepin
OatiIaHblCMbIpamuvli MpancKypavikmulk oaseimma (¥avl JKibex swconvinoa) emip cypeer
XanvlKmapowly Ou 0acmypirepin canblCmulpaobi.

Tyuinoi cozoep: gonvkaop, yimmoix 6u, smuomaoenuem, 0acmypiep, pummoix
dopmyna banemmeticmepi.

Kocvimwa 2. Asmopnap sicativinoa KbicKaua Masnymam

ATBI-)K0HI (TOJBIK)

Makaia TaKbIpbIObI

Frumermu mopeskeci

FrIIbIMU aTarel

JKyMbic HEMece 0Ky OpHbI

FrlapiMu keTekIici

FruibIMU KeTEeKII ararbl, Z[Qpexceci
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TenedoHsr

E-mail

Kocvimuwa 3.
Odebuemmep.
Pacimoey mwicanoaput

Kypuan

1. ITak H.C. Coumonoruveckre MpoOOIEMBI S3BIKOBBIX KOHTAKTOB //

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

1. Hazap6aee H.A. B moroke uctopuu. — Anmarel: Aramypa, 1999. —
296 c.

2. ITaBnos B.IL. baryes C.II. IlogroroBka BOAOMa3yTHBIX 3MYJIbCUNA ISt
CKMTaHMsI B TOITOYHBIX ycTpoicTBax // B ku.: [loBeimenue a¢dexrnBHOCTH HC-
MTOJTE30BaHMSI Ta3000Pa3HOTO U )KHIKOTO TOTUIMBA B TIeYaX W OTONUTENBHBIX KOT-
nax. —JI.: Henpa, 1983. — 216 c.

AKunakrap

1. AbycenroBa M.X. Uctopus LlenTpanbHol A3Wu: KOHIEIIINH, METO-
JOJIOTHSI ¥ HOBBIE TTOAXOB! / Marep. MexayHap. Hayd. KoH}. «K HOBBIM cTaH-
JapTaM B pa3BUTUH OOIICCTBCHHBIX HaykK B lleHTpambHON A3um». — AJMATHI:
Haiix-ITpecc, 2006. — C. 10- 17.

3annamanap

1. IlocranoBnenme IlpaButenbctBa PecmyOmuku Kazaxcran. OO0
yTBepxkaeHnu [1nana mepBoodepeHpIX NEHCTBHUI IO 00eceueHnI0 CTaOUIbHO-
CTH COI[MAIbHO-dKOHOMHUYeCKoTo pa3Butusa Pecrybnmuku Kazaxcran: yTB. 6 HOsI-
ops 2007 roma, Ne 1039 // UC ITAPAT'PA®. — 2009, okts16ps — 20.

2. VYka3 llpesunenra Pecmybnmkm Kazaxcran. «O rocymapcTBEHHBIX
npemusix PecrryOmuku Kazaxcran B 00acTé Haykd W TEXHUKH UMeHU Ajb-Da-
pabwu, nuTeparypsl u HcKyccTBa»: yTB. 21 sHBaps 2015 roga, Ne 993 (c m3mene-
Husmu oT 10.10.2016 1)

I'azerTep

1. BaittoBa A. NHHOBaIlMOHHO-TEXHOJIOTHYECKOE PA3BUTHE — KIIFOUEBOU
(hakTOp MOBBIIIIEHN KOHKypeHTOocrocoOHocTH // Kazaxcranckas mpasaa. — 2009.
— No 2609.

Cranpaprrap

1. TOCT 7.1-2003. bubmuorpaduueckas 3amuch. budmuorpadudeckoe
omucanue. — B3amen I'OCT 7.1-84, I'OCT 7.16-79, TOCT 7.18-79, I'OCT
7.34-81, 'OCT 7.40-82; BBen. 2004— 07-01. — M.: Uzn-Bo crangaptos, 2004.
— 111, 48 c. — (Cuctema cTaHmapToB 1O HH(POpPMAITUH, ONOINOTCIHOMY M H3/1a-
TEILCKOMY JIETTY).

DJIeKTPOHABIK JIePeKKo31ep

1. Poccwuiickas rocygapcTBeHHast Oubmmorexa/ LlenTp mHpOpPM. TEXHO-
noruii PI'b; pen. Bmacenko T. B.; Web-mactep Ko3mosa H. B. — M.: Poc. roc.
0-ka, 1977. http//www.rsl.ru. (MHTEepHET pecypchl: Kaparad kyHi 14.12.17 yakbI-
THI 18:40)
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KAPUAITAHBAFAH KYXATTAP
ForibiMu-3eprrey KymbIc ecei

1. ®opMmupoBaHue u aHATU3 POHAOB HEMYOIUKYEMBIX JOKYMEHTOB, OT-
paxaromux coctosiue Hayku Pecnyonuku Kaszaxcran: oruer o HUP (3akimroun-
tenpHbIN) / HIL HTU: pyk. Cynetimenos E.3.; ucnonn. Kynsesckas FO.I". — Anma-
ThI, 2008. — 166 c. — Ne I'P 0107PK00472. — MuB. Ne 0208PK01670.

Juccepranusiap

2. W3z6ampoB A.K. HerpaauumoHHble MCIaMCKHE HAalPaBJICHUs B HE3a-

BHUCUMBIX TocynapcTBax LleHTpanbHoit Azuu: quc. ... 1. u. H.: 07.00.03 / UncTu-

TyT BocTokoBeneHus uM. P.b. Cyneiimenosa. — Anmarsl, 2009. — 270 c. — HB. Ne
0509PK00125.

Tpancaurepanus (Jat.):

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

Kocvimwa 4.
Cypemmep men kecmenepdi pecimoey.

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

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

« Pedagogy of Choreography,

- Art history,

« Modern culture,

- Management in the arts and education,

- Social and Human Sciences.

Scientists, teachers of higher and secondary educational institu-
tions, employees of research institutions, doctoral students and undergrad-
uates as well as senior students of higher educational institutions, working
on above — mentioned issues will be invited to the publication

The text of the article is submitted in electronic and paper
forms to the address: 010000, Nur-Sultan, st. Uly Dala 9, Kazakh Nation-
al Academy of Choreography, Editing and Publishing Department or to
the e-mail: artsballetO1(@gmail.com

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

The article must include the following information:

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

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

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

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

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

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

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

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

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

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

Paragraphs are marked by indentation of 1.25 cm (but not with tabs
or spaces); the spacing between paragraphs — regular, font typewriter -
italic. The article title must be written in bold with CAPITAL LETTERS
(Center alignment ). Before heading — the initials and surname of the au-
thor should be given in italics, in usual lower case letters: alignment to the
right. Subheadings — in bold, quotation 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 reli-
ability of the information, citations, references and bibliographies.

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

The article file should be named with the surname and initials of
the first author (e.g. Zhumatov A.M.doc or Zhumatov A.I.doc). The 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
journal "Arts Academy" or by experts in the relevant field. The reviewer
is chosen by the editorial Board. The review will not be given to authors.
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Request to authors of articles is to submit all material in one
document (single file) and to follow the Rules in preparing the article.

Appendix 1
Example of the first page of an article
IRSTI 18.49.01
G.Y. Saitova’
'Kazakh national academy of choreography
(Nur-Sultan, Kazakhstan)

NATIONAL DANCE AS A FACTOR OF CONSERVATION
AND CONTINUATION OF TRADITIONS

Annotation

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

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

Appendix 2.
Brief information about the authors

Name Last Name Middle Name
Topic of the research

Scientific or Academic degree

Academic status

Place of work or study, position

Scientific advisor / advisor (for master stu-
dents)

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

Contact information (phone)

E-mail

Appendixt 3.
The list of references. Examples

Journal
1. Pak N. With. Sociological problems of language contacts //
Vestnik of KazUIR & WL. Series Philology. — 2007. — Ne 2(10). — P. 270-
278.
Books
1. Nazarbayev N. In the stream of history. — Almaty: Atamura,
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1999. — 296 p.

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

Collections

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

Legislative materials

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

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

Newspapers

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

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

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

Electronic resources

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

UNPUBLISHED DOCUMENTS
Reports on research work

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

Thesis

2. Izbairov A.K. Unconventional Islamic directions in the indepen-
dent States of Central Asia: dis. ... doctor of historical Sciences: 07.00.03
/ Institute of Oriental studies. R.B. Suleimenov. — Almaty, 2009. — 270 p.
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—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.
Hlustrations design

Pic 1. Name of the picture.
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NEPEYEHb TPEBOBAHUM, ITPEIBABISAEMBIX
K MATEPUAJIAM, TIPEJOCTABJIAEMBIM
JJIs ITYBJINKALIMUA B )KYPHAJIE

W3nanue MOCBAIICHO aKTyaabHBIM MPOOIEMaM:
* UCOpUsL XOpeoepapuueckoeo UcKyccmed,

* nedazozuxa xopeozpaguu,

- UCKYCCmBoseOeHe,

- co8peMennas Kynomypd,

* MEHEOJICMEHM 8 UCKYCCMEe U 00pa308aHUL,

* COYUANLHO-2YMAHUMAPHBLE HAYKU.

K nyOnukanmmy npumiamaimTcs y4eHble, MeJarord BBICIIUX U
CpeAHUX y4YeOHBIX 3aBEICHH, COTPYIHUKH HAYYHO-HUCCIIEAOBATEIBCKIX
OpraHu3aIMii, TOKTOPAHTHl U MarMCTPAHTHI, a TAK)KE CTYIEHTHI CTAPIINX
KypCOB BBICHIMX y4EOHBIX 3aBEJICHUN, pa0OTaIOIINE HAJ BHIIIE0003HAYCH-
HBIMU TPOOJIEMaMH.

TexeT cTaTbM NPEIOCTABIACTCS 6 1EKMPOHHOM U OYMAIHCHOM
eéapuanme 1o aapecy: 010000, r. Hyp-Cynran, yn. ¥l gana 9, Kazax-
CKasl HallMOHAJIbHAA akazemus xopeorpaduu, opuc Ne471 unu Ha e-mail:
artsballetO1@gmail.com

O6bem cratbu — 10 - 20 ThIC. 3HaK0B. PopMaT: KOMIIBIOTEPHBII
Habop B ¢popmare Microsoft Word (¢ pacmmmpenuem *.doc, *.docx, *.rtf);
mpudt — Times New Roman u Times Kaz, 14 kerib B OCHOBHOM TEKCTE,
12 — B mpuMeyaHusx, pe3roMe, NOAMUCAX K PUCYHKaM U TabiumaM. [Ipu-
MeuaHus (CHOCKH) OCTPaHUYHBIE, CTABITCS C UCTIOIB30BaHUEM (DyHKIMH
«cHocka» (ctrl+alt+f) B mporpamme «Word». KonueBbie cHOCKH HE HC-
10JIb30BaTh. MEXCTPOUHBIM UHTEpPBaJl — OAMHAPHBIN, BCE MOJIL — 2 CM,
BBIPAaBHUBAHUE 110 IIUPHUHE.

Crarblo JOIKHA COMPOBOXKIATE CIIEAYIOIIast HHPOPMAIHS:

1. Wupexc MPHTU® — Ha mepBoil cTpaHuIle B JICBOM BEpXHEM
yIiIy.

2. Ha nepBoii cTpanuliie cripaBa HaJ 3aroJIOBKOM — WHULIAAIBI U
(hamuim Bcex aBTOpOB (CM. mpuiiokeHue 1).

3. 3arosioBOK mo LIEHTPY cTpaHullbl. HazBaHue craTbu JOIKHO
ObITh KparkuM (HE Oonee 10 cioB), HO MH(POPMATUBHBIM, OTPaXKaTh OC-
HOBHOM pe3ynbTaT UCCIEIOBAHUs. 3ar0JI0BOK HAOMPAETCs MOIYKUPHBIMH
NponuCcHBIMH OyKBamH, pazmep mpudra 14, B 3ar1aBuu HE TOIMYCKaeTCs
ynoTpebIeHne COKpaeH i, KpoMe 00IIenpru3HaHHbIX.

4. Amnnoranus (He 6onee 10 npeanoxenuii). OTpakaeT TEMaTUKY

3 MexyHapoaHbIH pyOprKaTOp HayYHO-TEXHUIECKOM nHpopMalwmu: http://grati.ru/
Hampumep:
MPHTH 13.07.25
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CTaThH, PAKTUYECKYIO [IEHHOCTh, HOBU3HY, OCHOBHBIE ITOJIOKEHUS U BbI-
BOJIbI UCCIIEIOBAHUH.

5. Kirouessie cioBa (He Oonee 5-7).

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

Haseanue cmamou, céedenus 00 agmopax, AHHOMAyua u Kiio-
yegvle c1106a NPEOOCMABIAIOMCA HA MPeEX A3bIKAX: KA3AXCKOM, PYCCKOM
U QH2TTUTLCKOM.

Crarplo 3aBepIIaeT aBTOMATHUYECKU HYMEpPOBaHHBINA OuOimorpa-
¢udeckuii crucok (¢ 3aroioBkoM «CHUcOK nuTeparypbl»). CIHUCOK JH-
TepaTypbl IPUBOAUTCS B MOPAIKE IUTUPOBAHUS pabOT B TeKkcTe. B Tekcre
CTaThbU JIACTCs MOPSAAKOBBIH HOMEpP MCTOYHMKA M3 CIHMCKAa IUTUPYEMOM
JUTEPATYphl B KBaPATHBIX CKOOKAX, Yepes 3aIsTyl0 — HOMEp CTPAHUIIbI
B ucrounuke (I[Ipumepsrt: [17, c. 25], [3, c. 36]). bubnuorpaduyeckas 3a-
IIUCH BBITIOJIHACTCS Ha S3bIKE OpUTHHANA. (CM. IPUIIOKEHHE 3).

[Tocne criucka auTeparypbl IPUBOAUTCS CIIMCOK JIUTEPATyphl B pO-
MaHckoM ajndasure (References) momHOCTBIO OTAETBHBIM OJI0OKOM, TOBTO-
PSSl CIIUCOK JIUTEepaTyphl K PYCCKOSI3bIYHON 4aCTH, HE3aBUCUMO OT TOTO,
UMEIOTCSI B HEM MHOCTPaHHbIe MCTOYHMKH WM HeT. Ecau B criucke ecThb
CCBUIKM Ha MHOCTpPAHHbIE MyOJMKAIlMM, OHU IOJHOCTHIO TOBTOPSIOTCS
B CIIMCKE, TOTOBSIIEMCS B poMaHCckoM aidasute (JaruHuna). Ha caiire
http://www.translit.ru/ Mo>kHO GecCIJIaTHO BOCIIOJIB30BaThCS MPOTPaAMMON
TPAHCIUTEPALUHU PYCCKOTO TEKCTa B JJATUHHUILY, UCTIONb3YsI Pa3JINUHbIE CH-
CTEMBI.

CxeMbl U PUCYHKH JIOJIKHBI ObITh BCTAaBJIEHbI B OCHOBHOM TEKCT, a
TaKXe MPUIOKEHBI OTAETbHBIMH (paiimamMu B JIIOOBIX rpaduueckux op-
marax (JPEG, TIFF, BMP u np.). Bce nimoctpanuy 0KHBI OBITH TOA-
MUCAaHbI U IPOHYMEPOBAHBI I10]] PUCYHKOM (CM. IPHIIOKEHUE 4).

A03a1pl 0OTMEYaroTCst OTCTYnoM B 1,25 ¢M (HO HE ¢ TIOMOLIbIO Ta-
OyJIsIMU UITH TTPOOETIOB); MHTEPBAI MEXy ab3a1aMu — OObIYHBIN, pUd-
TOBBbIE BblAENEHUS — Kypcug. 3aronoBku crareid — [IPOIIMCHBIE nomny-
XKHUpHbIe OyKBBI (BBIpaBHMBaHUE 110 LIEHTpPY). [lepen 3aronoBkoM — WHU-
nuasel 1 GpaMuius aBTopa Kypcugom, OOBIYHBIMU CTPOYHBIMU OyKBaMU:
BbIpaBHUBaHUE clipaBa. [1073aronoBKM — MOJYKMPHBIii IIPUPT, KaBbIY-
KU — TUTIOTpa)CKUE «», BHYTPU LIUTAT — OOBIYHbIE . baneTHble TepPMUHBI
nuiyTes no-¢ppanyscku (En dedans, Tendue, Leve). Jlatbl 0603HauatoT-
csl nudpamMu: BeKa — pPUMCKUMHU, TOJIbI U I€CATUIIETUS — apaOCKUMU.

ABTOpBI cTaTell HeCYT MOJHYI0 OTBETCTBEHHOCTh 32 TOYHOCTH
U I0OCTOBEPHOCTD CBeJIeHMIl, IUTAT, CCHLJIOK M CIIHCKOB JUTEPATYyPBhl.

Crarbu, HE COOTBETCTBYIOIINE MTPOOIEMAaTHKE KypHalla U BbIIIEO-
MUCAHHBIM TPEOOBAaHUAM, PEJAKIIIOHHBIM COBETOM HE pacCMaTpPUBAIOTCS.

@aiin cTaThy CleAyeT Ha3BaTh M0 (GaMUIUN U MHHUIIHAJTIAM I1EepBO-
ro aBropa (Hanpumep, Kymaros A.M.doc 160 Zhumatov A.l.doc). Pyko-
MIUCh CTaTbU CIIEAYeT TUIATENbHO BBHIBEPUTH M MOJIHMCATH BCEM aBTOPaM
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Ha TocJeHe cTpaHulle OCHOBHOTrO Tekcra. CTaTbu MOAJIEXAT 00IeMy
penaktupoBanuto. IIpencrasieHHbIe CTaTbU aBTOPaM HE BO3BPALLAIOTCS.
Bce crarpu peueH3upyroTCs 4YIEHaMHM PEJAaKLMOHHOIO COBETa
KypHana «Arts Academy» miM sKcrepTaMHu B COOTBETCTBYIOLIEH 00ia-
ctu. Penensenra onpenenser peakosuierus. PeneH3sun aBropaM Ha pykKd
HE BBIJAIOTCA.
IIpocs0a k aBTOpaM crareil NPeACTABIATh BeChb MaTepHaJl B

OHOM JOKYMeHTe (oaHOoM haiijie) M TOYHO ciaeaoBars llpaBuiam npu
0(popMIICHUH CTATHH.

Tpunoorcenue 1.
Ipumep oopmnenus nepsoii cmpanuybl cmamoi

MPHTH 18.49.01
I'1O. Caumosa’
'Kazaxckas HayuoHanvHas akaoemus xopeozpaguu
(Hyp-Cynman, Kazaxcman)

HALIMOHAJILHBIN TAHEIL] KAK ®AKTOP COXPAHEHMUS
¥ MPONOJIKEHMS TPAIMLIA

AHHOTAHUA

B cmamve noonumaemces npobnema HAyuOHANLHO20 MAHYA U HAPOOHO20 XYOO-
JHCECMBEHHO20 MEOPUeCcmed. Aemop u3yuaem pons U 3HAUEHUEe MAHYEBATLHO20 QOTbKIO-
pa, npobremy coxpaneruss maHyeeaIbHo20 Hacieous. B cpagnumenvho-conocmasumens-
HOM aHAIU3e PAcCMAmpueaemcs MaHyesaibHvle mpaouyuu Hapooos, NPOXCUBABULUX
Ha mpanckoHmunenmanvHom nymu (Benuxuii llenxoguiii nyms), coeounssuwem cmpamul
Bocmoka u 3anaoa.

Knrouegvie cnosa: ¢orvriop, HayuoHanbHbll Mauney, JMHOKYILIYpa, mpaou-
yuu, banemmeticmep pummogopmyvl.

Tpunoorcenue 2.
Kpamxue ceedenus 06 asmopax

OO (1MoITHOCTHIO)

Tema craTen

Vdenas nin aKaIeMH4YCCKas CTCIICHb

VY4eHoe 3BaHHE

Mecto paboTs! MK y4eOsl, TOIKHOCTD

HayuHblii pyKOBOANTEIH/KOHCYIBTAHT (JUIs
MarucTpaHTOB)

Ero (may4HOTO PYyKOBOAWTEINS) CTETICHB, yUe-
HOE 3BaHNUE, JOIDKHOCTh

KoHTakTHbI# Tenedon

E-mail

Ipunoorcenue 3.
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Cnucox numepamypot. Ipumepsi ogpopmienust

Kypnan

1. TTax H.C. Commonoruyeckue mnpoOJieMbl S3BIKOBBIX KOHTAKTOB //

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

1. Hasap6aer H.A. B noroke ucropun. — Anmarsl: Aramypa, 1999. —
296 c.

2. TlaBnoB B.II. baryes C.II. IlogroroBka BOJOMa3yTHBIX 3MYJIbCUH
IUISL COKATaHUS B TOTIOYHBIX ycTpoicTBax // B kH.: [ToBbimenne agpdekTuBHOCTH
HCTIOJIb30BaHUS Ta3000pa3HOTO M JKUAKOTO TOIUIMBA B MeYaxX M OTOMHUTENBHBIX
xotnax. — JI.: Henpa, 1983. — 216 c.

CoopHuKH

1. AbyceuroBa M.X. Uctopus LlenTpanbHOl A3WU: KOHIICTIIUU, METO-
JIOJIOTHUSI U HOBBIE TTOIX0AbI // Marep. MexxayHap. Hayd. KoH]. «K HOBBIM cTaH-
JapTaM B Pa3BUTHH OOIECTBEHHBIX HayK B LIeHTpanbHON A3mm». — AJMaThl:
Haitk-IIpecc, 2006. — C. 10- 17.

3akoHoaaTeIbHbIE MATEPUAJIBI

1. Tlocranoenenue IlpaButennsctBa PecrnyOnmukum Kazaxcran. OO0
yTBepkaeHun [1nana nepBoouepeHbIX ASHCTBUN IO 00ECTIEUeHUI0 CTa0MIBHO-
CTH COIIMAJIbHO-3KOHOMUYecKoro pa3Butusa Pecryonuku Kazaxcran: yTB. 6 HOsI-
opst 2007 roga, Ne 1039 // UC TTAPAT'PA®. — 2009, okts6ps — 20.

2. VYxa3 [lpesunenra Pecnybmuku Kazaxcran. «O rocynapcTBEeHHBIX
npemusix PecriyOonuku Kazaxcran B o0nacTv HayKH U TeXHUKH MMeHH Aub-Da-
pabu, nureparypsl 1 UCKyccTBa»: yTB. 21 ssuBaps 2015 rona, Ne 993 (c uzmene-
Husmu oT 10.10.2016 1)

I'azern1

1. baifroBa A. VIHHOBaIIMOHHO-TEXHOJOTUYECKOE PA3BUTHUE — KITIOYE-
BOM (hakTOp MOBBIIICHHUSI KOHKYpeHTococoOHoCcTH // KazaxcraHckas mpasaa. —
2009. — Ne 2609.

Cranpapt (I'OCTsi)

1. TOCT 7.1-2003. BubGnuorpaduueckas 3amuch. bubmuorpadude-
ckoe omucanue. — Bzamen 'OCT 7.1-84, TOCT 7.16-79, 'OCT 7.18-79, TOCT
7.34-81, 'OCT 7.40-82; BBexa. 2004 — 07-01. — M.: U3a-Bo cranmapTos, 2004.
— 111, 48 c. — (Cuctema cTaHaapToOB MO MHPOPMALUHU, OUOIHMOTCYHOMY U H3/1a-
TEJIHCKOMY JICTY).

DJIEKTPOHHBIE pecypchl

1. Poccuiickas rocynapctBennas oubnuorexa/ Lientp uadopm. TexHo-
noruii PI'B; pen. Bnacenko T. B.; Web-mactep Kosznosa H. B. — M.: Poc. roc.
0-ka, 1977. Pexxum noctyna: http//www.rsl.ru. (MHTEpHET pecypc: nara obpariie-
Hus 14.12.17 Bpemst 18:44)]

HEOITYBJINKOBAHHBIE TOKYMEHTbBI
OT4eThl 0 HAYYHO-UCCJIEI0BATEILCKOI padoTe
1. ®dopmupoBanue W aHanu3 (QOHIOB HEMyOTUKYEMBIX TOKYMEHTOB,
OTpaXkarolMXx cocTosiHue Hayku Pecnyonuku Kaszaxcran: otuer o HUP (3aknro-
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yurensHbiil) / HL HTU: pyk. Cyneiimenos E.3.; ucnonn. Kynasesckas 10.I. — An-
Mmatbl, 2008. — 166 c. — Ne I'P 0107PK00472. — uB. Ne 0208PK01670.
duccepranumn

1. Wzbaupor A.K. HeTpaanunmoHHble nCIaMCKUeE HapaBieHUs B He3a-
BHCUMBIX rocyfaapctBax LlentpanpHoii A3uu: quc. ... a. u. H.: 07.00.03 / UucTu-
TyT BocToKoBeeHus uM. P.b. CynelimenoBa. — Anmarsl, 2009. — 270 c. — HB. Ne
0509PK00125.

Tpancaurepanus (Jat.):

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

Tpunoowcenue 4.
Odopmnenue unnrocmpayuii

Puc 1. Hazsanue pucynxa.
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