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COMMUNICATION
OF KAZAKH
TRADITIONAL
MUSIC WITH THE
PHENOMENONS

PHILOSOPHY

OF THE GREAT
SILK ROAD

MPHTH 02.61.25

K.Khalykov !
'T. K. Zhurgenov Kazakh National Academy of Arts,
Almaty, Kazakhstan

COMMUNICATION OF KAZAKH TRADITIONAL MUSIC WITH THE PHENOMENONS OF THE GREAT SILK

ROAD

Abstract:

The article considers the significant role of the music in the life of Kazakhs, the music that was in for
centuries on the Great Silk Road. Outstanding characteristics of musical instruments and history of their
genesis, which can be found in a plenty of Ancient Myths and Legends are analyzed, and it verifies the

deep historical layer of Silk Road which holds harmony energy between the world and human. Traditional
Kazakh Music Culture has many examples of creating, keeping and developing distinctive musical art, which
contribute to a worldwide culture of humanity of the Great Silk Road. The method of phenomenology used in
the study of intentionality is immediate contemplation (evidence) and phenomenological reduction.
Keywords: phenomenology, intentionality, music culture, Silk Road, Kazakhs, history and genesis of

instruments, folklore, performance.

Introduction

Considering examples of the
phenomenological approach of musical
phenomena, | would like to draw attention
to the similarities and differences in
the study of the culture of the Great Silk
Road. As it is known, close intercultural
relations led to the creation of original
works of art in which the syncretism of
the Iranian, Chinese, Sogdian and Turkic
cultural traditions known to scientists was

manifested. These elements intertwined
so closely that researchers attributed them
equally to western or eastern influences.
[1, p.50]

In his dissertation study, Wang Don
Mei believes that despite the confessional
differences, even common planning
features of the temple architecture were
worked out along the highways of the
Great Silk Road, from the Minor to Eastern
Asia. The role of China on the Silk Road is



special: silk and external ties of ancient
and early medieval China defined it as one
of the most important links in economic
and cultural integration. Musical values in
this process occupy an important place.

[2] We hope that the following study will
enrich the entire musical culture of the Silk
Road with diverse studies and approaches.
(Figure 1)

: ) A ?'Ah S
Figure 1. The Map of the Silk Road passing through
Kazakhstan from China to Rome

Phenomenological approaches and
principles of music research

Melodic, harmony and rhythm - the
elementary phenomena of a musical work
- are the subject of the phenomenology of
music, in which an absolute or aesthetic
position is realized. The morphology of
music, in which the musical phenomenon
is no longer a complex of interacting
forces, but a result of historical
development, complements its relativistic
or historical approaches. Thus, “to the
field of the phenomenology of music is
the definition of structural elements, the
form and content of a musical work, to the
division of morphology - the problems of
style and expression”. [3]

An important contribution to
phenomenological aesthetics was made by
the German musicologist Hans Mersman
(1891-1971). It was his message “To the
Phenomenology of Music,” presented
on 16-18 October 1924 in Berlin at the
Second Congress on Aesthetics and
General Art History, together with Moritz

Geiger’s report “Phenomenological
Aesthetics”, clearly indicating the principles
of the phenomenological approach that
can be considered the beginning of the
formation of phenomenological aesthetics.

Phenomenological aesthetics,
formed as an alternative to traditional
aesthetics, stepping over the boundaries
of subjectivism and psychology, sought
to restore art to its prerogative which
is to show that there is an existent in
general, [4] to formalize and preserve it,
to establish the standard in the sphere
of human existence in history. The work
of art is first and foremost what a person
sees things through in the world and
can hold “the fullness of being”. [5,
p.50] Putting the subject “a status of an
ontological monism” considering it in the
measurement of the being's existence,
inevitably leads to ontologijzation of
phenomenological aesthetics and its
transformation into a genuine ontology.

The crisis of European rationality
predicted by E. Husserl in 1936, which
was the result of forgetting the semantic
foundations (“life world”), not least
reflected on the theoretical aesthetics.
[6, p.51] According to Husserl, the
task of phenomenology consists in the
discovery of universal ideal principles
that determine the structure of the
perceived and experienced world, which
is regarded as constitutive (created) by
the human consciousness and purified
from the empirical content. At the heart
of the phenomenological method is the
desire to view objects outside their real,
material existence and content side, in the
form in which they are directly conscious
- as objects of intentional (Intentionality)
contemplation and experience.

The reason for the methodological
collapse in aesthetics was not only the
general “crisis of European science”, but

Central Asian Journal of Art Studies N3|2018



also the inherent representation of the
subject-object dichotomy inherited from
Cartesianism. (Figure 2).
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Figure 2. Edmund Husserl’s ‘Cartesian reflection’s in a
Logical research. The Cartesianian Theatre.

"Modern aesthetics, arising in the XVIII
century, developed in part in an ugly way.
Aesthetics has turned a work of art into an
object of aesthetic pleasure, which it really
is not. Reflections on the beautiful were
made only in the plane of correlating with
the feeling of man (aistesis). “The aesthetic
state of the subject served as a standard
for determining and substantiating the
essence of art”. [5]

Mersman notes that there is no object
as a carrier of form and content in music.
They are not their carriers and elements.
Music is the only art where “some X”,
“some unknown power in itself” acts as
such carrier, which Mersman designates
using the term “architectonics” (Tektonik).
Architectonics is the sum of forces that
determine the development of elements in
form and content. [3]

“Tectonic forces” in music, if compared
with other arts, are manifested in the most
direct way. Their function is not to bind and
order, but to form (gestal-tend). “Tectonic
elements”, therefore, are not the essence
and not the condition of the phenomenon
of music, but its very appearance.

As a musical phenomenon, Mersman
believes, it would be erroneous to consider

exclusively acoustic and physiological
material. Not physical or physiological
processes, but their basis - “elementary
forces,” the laws of their development
and their “evolution” (its course, intensity
and limits) - constitute the subject of
phenomenological research.

Therefore, the phenomena of music
of the heritage of the Great Silk Road
require an adequate research approach,
including the principles and methods
of phenomenological research. All the
mysteries of the universe, the spiritual
complex of folk culture and the state of
mind that music carries in all the centuries
before ours belongs to the phenomenon of
music.

The phenomenological method

of investigation consists in intuitive,
unconstrained, thorough, descriptive,
analytical determination of differences
and in bringing to life the clarity of the
phenomena of conscious life. Music
on functional significance is designed
to reflect the real reality in emotional
experiences and feelings stained with
feelings, expressed through sounds of
a special kind, based on generalized
intonations of human speech. Accordingly,
music begins where words end. Music
reinforces and develops the function of
sound communication associated with
human speech. It creates sounds of
special properties that are not in nature
and which do not exist outside music.[7]

Not surprisingly, if “ohenomenon - the
occurrence that appears to consciousness
after the implementation of the epochs*
excludes from the field of vision all the
accumulated by the history of scientific
and unscientific thinking, opinions,
judgments, evaluations of the subject
and strives from the position of “pure
observer”. Phenomenology is a science
that examines a specific phenomenon and



tries to describe it with as little distortion or
interpretation as possible”. [8]

Methods

Phenomenological method
of investigation. Principles of
phenomenological research - consider
such issues as non-proximity, evidence,
intentionality.

Non-proximity implies the rejection
of beliefs and assumptions that have
not been fully investigated. In the same
way it rejects unclear and unverifiable
premises. Evidence and openness to
new experiences (“the principle of all
principles”). All that is given to us, it is
necessary to accept and describe as it
gives itself, and only in the framework in
which it gives itself.

Intentionality is the direction of
consciousness of an object, going beyond,
is a very important aspect of the creative
process. In the intentional state, brilliant
musical works are born, a special kind
of quality of the work is performed,
fascinating the public. In an intentional
act, a person approaches creative qualities
from the Creator, begins to conform to
his credo. The method of phenomenology
used in the study of intentionality is
immediate contemplation (evidence) and
phenomenological reduction.

Immediate contemplation, as a method
of phenomenology, means that the latter
is a descriptive science, and its material
is exclusively data of direct intuition.
Thus, all the processes of events in music
are subject to contemplation and allow
us to consider them from the point of
view of phenomenological reduction.
Form, rhythm, time, space and action in
phenomenological reduction are reflected.

Husserl said: “If the intentional object
and the transcendent act was realized in
the natural attitude now the attention is

10

transferred to the act in which it occurs.
We do not live in intentional acts, do not
dissolve in them, but reflect on them.
Now the real existence does not matter,
... the phenomenological composition of
perception does not depend on this”. [9,
pp. 51, 337]

The phenomenological reduction is
the neutralization of all kinds of beliefs,
opinions, scientific knowledge about the
phenomenon, including the idea of the
status of its reality. The reduction to a
person helps to perceive the phenomenon
in a pure form and receives information
alongside in its primary kind. Music in the
ontological understanding of phenomenal
being is revealed in its integral form.

Its demonstration, often described
in a refined stylistic and conceptual roll,
is perceived through the cultural texts
of the era or by other accompanying
messages, which sometimes hinder the
revival of music as a pure phenomenon. “I
look at everything as if in a dream: there
is no external space-time world, only
experiences are facts of my consciousness
- the “state” of such human |, in the
change of which the identical psychical
properties of a person are expressed.” [9,
pp. 202, 203, 209]

Results

That s, | continue to exist as a
particular soul or as an empirical subject in
consciousness experiencing concrete facts
of what is happening in music, and not
as an entity, while admitting the absence
of an external world and even my own
body. These formulations suit one of the
reduction methods and are applicable in
the problem under study.

This method is especially accepted
in all sciences about nature and spirit,
which allows the implementation of
phenomenological reduction “shutdown”.
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The phenomenological intuition
requires — “open your eyes”, “look
and listen”. It suggests listening to the
sensitive penetration, concentration
and intuitive grasp of the phenomenon
in order to achieve maximum clarity of
vision. Moreover, that factor of introducing
the phenomenological intuition of
music and its components amazes new
problems of understanding in musicology.
In this case, the task to determine the
intentional experiences of sensory and
spiritual components and to divide their
significance in the constitutive principle
with respect to actual and potential
infinity arises. As a result, we realize
that phenomenological intuition is
experienced on an empirical level through
the phenomena of “gilye” and “noema”
which represent the world of music with a
constitutive principle.

A procedure is carried out to correlate
various aspects and components
of the phenomenon with the aim of
establishing its invariant semantic
structure in phenomenological analysis.
A phenomenological description is the
procedure of the most complete and
transparent designation, predication and
linguistic expression of the primary data of
experience.

Discussion

The worship of the heavenly Tengri,
Jer-Su and Umai, ancient Turkic gods and
goddesses, in the traditional beliefs of the
proto-Kazakhs is determined by the unique
cultural sense of the world view. Since
the ancient times, “Tengri” is the master
of Heavenly Peace, Cosmos, the Spirit of
Heaven in the belief of the Turkic tribes.
The Mongols call him “Tenger”, the Buryats
“Tengari”, the Chuvash “Touri” (Figure 3,4).
Additionally, this religion was recognized
by the Finno-Ugric peoples: Mari, Mordva

and Komi. Tengri is the dominant power
over the destinies of the state, peoples
and all creatures. Of course, Umai (God
of the Earth) solved some problems (for
example, the hearth). “When people did
not still know what the haven of the”
middle world “was - it was written down
by Celestial Tengri as the “consciousness
in the understanding of the system
“Man” - “Universe” - “Environment”. The
birth of ritual theater and musical culture

”oou

of “zhyrau”, “aitys” is the fundamental
principle of proto-theaters”.

Figure 3,4. The Religions of The World in a Cosmological
System. “Tengri” is the master of
Heavenly Peace and Cosmos.

The researcher Kurmangazy
Karamanuly notes that “Tengr” (or
Heavenly Tengri), in the notion of
Kazakhs, does not follow or observe like
in the beliefs of other nations but, on the
contrary, acts as merciful, caring and all-
powerful for all. Then, says the researchet,
why not to live with this freedom for
the benefit given by Tengri to all human
qualities and virtues, hoping for your
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mental and physical abilities without losing
courage. The essence and meaning of man
then depends only on how he will live the
earthly life. So, a person should seek his
happiness not somewhere in paradise, but
must find, while alive, in this world. As you
know, this remarkable concept is formed
and laid by the worldview of Tengrianism”.
[10, p.17]

Some properties of the mentality
of the Kazakhs, which have a precise
description of themselves are noticeable
by these words of the author. There are
also some differences in the religions of
Tengrianism and Islam: characteristic
of Islam as "subordination" are viewed
as “false values”of this life. These
concepts in Tengrianism are not described
comprehensively. On the contrary,
the comparative freedom of Man is
assessed. For example, a special feature
of Tengrianism is to establish a private
relationship between Man and the World
(Figure 5).

Maniheian

Buddizm

Figure 5. Religions that the spread along the Silk Road:
Tengrizm, Budhizm, Maniheian, Cristian and Islam.

Turkic culture, which has preserved the
laws of peace and harmony of nature, can
become a translator of cultural values in
the Kazakh musical culture in this sense.
The motto "The World is like the World
of His" allowed a person to see himself
in the Unified System of the Universe. In
the cosmocentric concept of the Universe
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man is a reduced model of the universe,
in the micro-macrocosmic system. Parts
of the human body are compared with
parts of the constituent elements of the
world. The human body is made of clay.
The blood is made of water, lungs are of
the atmosphere and heat is of fire. All
parts of the body converge with the parts
of the world: the head with the sky, the
trunk with the atmosphere, the stomach
with the sea, the feet with the earth, the
bones with the stones, the joints with the
branches, the hair with the grass, and the
feelings with the animals. The image of
man is represented here as naturalistic,
anthropomorphic. [11]

It is in cosmocentrism that the problems
of figurative and artistic exploration
of the world could be embodied in
architectonic art (like music) where the
image of space and man is united. The
space status of a person in monuments,
for example architecture, is determined
by the viewpoint of the geographical
environment. The sides of the world -
south, north, east and west - are defined
as a cosmic landmark and mean for
people gaining life and permanence. The
transfer of "KyT-6epeke" (grace) on the part
of Tengri was arranged with the help of
architectural structures. It was considered
safer to spend the night at the sepulchral
structures than in the open air, and it was
symbolized as a protective space - a mini
cosmos - providing a connection with the
spirits of ancestors.

Origin of instruments.

The origin of folk musical instruments
in itself is a phenomenology for study.
The special role of instruments and
instrumental music in the life of Kazakhs is
reflected in numerous ancient myths and
legends, many researchers of the history of
culture and musicologists write about it. All
myths and legends in Kazakh folklore are
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imbued with a deep content and a specific
story about the Man-creator. “Musical
myths and legends, being an integral part
of the traditional religious system, put the
Musical Instrument on the highest stage of
the universe as the creator and carrier of
the cosmic order and the conductor of pure
energies, which unites Cosmos, Nature
and Man as the harmonious whole”. [12]
(Figure 6)

KAZAKH FOLK INSTRUMENTS

M@E

I D .

5 M%UME#;&#S@«E@
WJM@

° D MMs

Figure 6. Kazakh Folk Music Instruments: stringed-plucked
(kobyz, dombra, zhetygen, shang kobyz, adyrna, sherter),
wind (kernei, syrnai, sybyzgy, saz syrnai, yskirik, tastauyk,

uran), drams (dabyl,syndauyl, kepshik), ringing (syldyrmak,

asa tayak, konyrau), noise (zyryldak, sakpan, tai tyiak,
shatyrlak).

Kazakh musical instrument zhetygen
has a sad story about a master who lost
seven sons (Figure 7). This instrument
also has seven strings, and when his first
son died, he pulled a string on a hollowed-
out tree, playing a melodic lamentation
"Karahym-ay" - "My own one." After the
death of the second son, the father
pulled on the second one and played the
melody “Qanat Syndy” - “Broken wing”.
The following melodies “Ot Soner” - "The
flame has quenched", “Baqyt koshti” -
“Happiness is gone,” “Kun tutyldy” - “The
eclipse of the sun,” “Ai Kurdy” - “The
Moon disappeared” are dedicated to the
losses of his other sons. After the death
of the seventh, a lamentation for all the
sons named “Zheti balamnan ayrylyp,
qusa boldym” - “Having lost seven sons, |
became blind” was composed. [13]

Figure 7. Kazakh musical instrument zhetygen.

The balance between the grandiose
streams of Life and Death on Earth is
regulated by playing on the kobyz, which
is reflected in the legends of Korkut, the
first Shaman. “When Korkut was 20 years
old, man in white clothes showed up to
him in a dream and said that his age is
not long, only 40 years. Korkut decided to
seek immortality. He sat on the fast camel
Zhelmaya and set off on a long journey. On
the way, he met some people who were
digging something. When Korkut asked
what they were doing, they answered:
“The Grave for Korkut. “Feeling that these
places are disastrous for him, he went
on. So he traveled all four directions of
the world, but everywhere he was waiting
for a dug grave. Korkut returned to the
center of the Earth, to the shores of his
native Syr-Darya and, having wrapped the
skin sacrificed by the Zhelmaya, made the
first kobyz. Then he laid a carpet on the
waters of the river, and sitting on it became
day and night playing on kobyz. Death
was powerless while he was playing his

The similarities and differences
OF INSTRUMENTS

Stringed - plucked instruments

aKhs -
WazaX
woBlZ

Figure 8. The Kazakh first instrument — Kobyz invented by
Korkyt. The similiarities and differences of some stringed-
plucked instruments spread along the Silk Road.
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instrument”. [12] (Figure 8)

Multiplicity of the purpose of art and
polyfunctionality

According to the researcher of the
aesthetics Y.B. Borev, music, like other
forms of art, has different qualities
of influence and has many functions:
communicative, compensatory,
conceptual, inspiring, purifying, predicting,
transforming and cognitive-heuristic
functions. We believe that these functions
will be very appropriate to reflect the
musical phenomena of the Great Silk
Road.

Compensatory function (artas a
consolation)

Art has a comforting-compensatory
function and it is called to restore harmony
lost in reality into to the sphere of the spirit
in an illusory way. Perceiving a work of art,
people relieve the inner tension generated
by real life, and compensate for the
monotony of everyday life.

The compensatory function of art has
three main aspects:

1. distracting (hedonistic and
entertaining);

2. comforting;

3. self-compensatory (contributing to
the spiritual harmony of man).

The life of a modern person is full of
conflict situations, grief, tension, overload
and unfulfilled hopes. Art consoles and
leads to the world of dreams and its
harmony affects the inner harmony of the
individual, contributing to the preservation
and restoration of mental balance. [7]

The compensatory function can be
attributed to the legend of the ancient
musical instrument zhetygen, the creation
of which is associated with a profound
tragedy. In this tragedy the close ones
are gone, the bipolarity of the world
disappears, the fire of life disappears,
earthly happiness disappears, the Sun
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disappears, and both the Moon and the
Cosmos become blind, unmanifested and
lifeless”. [13]

It says, in another legend about Korkut,
the great patron of shamans of the Turkic
peoples that he compensates and defends
life, opposing the death,: "The performance
of Korkut attracted all Earth creatures -
flying birds, running animals, trying to get
through it through the sands and people.
Sun, in whom there was life, sat on the
shore and listened to kobyz. Death came
to take the soul of Korkyt, but he continued
to play. And while the Kobyz of Korkyt was
singing, Death was powerless. It did not
have the strength to take someone from
this world”. [14, p.28]

The communicative nature of art as
a sign system is based on its modern
semiotic consideration. Communication
between peoples in mastering the culture
of the past makes these codes and
conventions generally available; they
introduce them into the arsenal of the
artistic culture of mankind. The perception
of a work occurs according to the laws
of communication. In other words, it is
communication with feedback. Artistic
communication allows people to exchange
thoughts, enables a person to join the
experience that is remote historically
and geographically. Thus, art enhances
the spiritual potential and community
of mankind. Regarding the musical
phenomena of the Great Silk Road, we
can say that art unites people. It paves the
way for mutual understanding of peoples
in the modern world. It is an instrument of
peaceful coexistence and cooperation.

The conceptual function (art as an
analysis of the state of the world)

Artis not an illustration of philosophical,
religious or political ideas. The musician
recycles his own impressions of life,
creating an artistic concept. Hegel wrote:
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“... religion as the universal consciousness
of truth is an essential prerequisite for art
. [14]

For example, “The special stability of the
tradition of Chinese music is due, in large
part, to the enormous role of music in the
organization of society and its recognition
as a term that directly forms the reality.
The religion’s and philosophy’s role, which
determines the laws of musical art and
should be strictly observed, is immense.
First, with the explicit restriction of music
for entertainment was it related to the
cultural and palace music, which occupied
a privileged position in the musical culture
of China for centuries”. [2]

The Italian philosopher B. Croce
defines art as intuition and denies its
ability to attain conceptual knowledge that
supposedly can be expressed in logical
concepts only. According to his statement,
artis “simpler in the form of cognition”
than in the conceptual cognition in general.
However, art carries an artistic concept.

It strives to solve global problems and to
realize the state of the world (Borev, Y.B.).
The musician is interested in the fate of
mankind and thinks on the scale of history.
He correlates the content of his work with
the latter.

An impressive function (art as
suggestion)

Art is the suggestion of a certain order
of thoughts and feelings. It gives almost
a hypnotic effect on the whole human
psyche and the subconscious. The work
often literally bewitches. Suggestion (an
inspiring effect) was inherent in the pre-art.
We think that this enchanting feature, too,
is inherent in the musical culture of the
Great Silk Road where the presence in the
"world of being" and the preservation of the
harmony of the world was quite regular.

In his attempt to understand the
experience of the artistic culture of India,

the Indian explorer K.K. Pandi argues that
art is always dominated by suggestion. The
main effect of folklore spells and laments is
suggestion. [7]

Art as a prediction

“Cassandra predicted the death of
Troy in the days of power of the city”.
There are many legends in the East when
with the help of music an event was
predicted. For example, the Kazakh legend
of the origin of the musical instrument
“dombyra” tells such a story. When the
son of Genghis Khan Juchi died, people
could not inform him of the news and
instructed the musician to play it for
whoever will tell this message could have
bad consequences. When the musician
played the composition, the Khan sighed
and ordered to pour the boiled lead into
the mouth of the narrator. However, the
musician handed in his musical instrument
without hesitation and the Khan had to
give order to pour hot lead into the place
that is now known as the sound hole of
"dombra". There are many such examples
in the history of folk music.

The "cassandra beginning" or the ability
to anticipate the future always lives in
art. The human intellect is able to make a
jump through the rupture of information
to expose the essence of modern and
even future phenomena with the obvious
incompleteness of the initial data. The
opinion that human thinking is inductive
and inclined to logical conclusions on the
basis of generalization of the repeating
facts has been established since long ago.
However, contemporary neurophysiology
and psychology indicate to the spasmodic
thinking that comes to conclusions not only
inductively, but also on the basis of a single
observation, or by means of extrapolation
(a probabilistic continuation of the lines of
development of the existing one into the
future). A scientist can make inferences
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about the future, and a musician can
present it. [7]

Art as a catharsis (educational function)
Art forms the system of feelings and
thoughts of people. The educational impact

of other forms of public consciousness

is of a private nature: morality shapes
moral norms, politics shape political
views, philosophy form worldview, and
science prepares a specialist. Art, in its
turn, produces a personality from a human
(the product comprehensively affects

the mind and heart, and there is no such
corner of the human spirit that it could

not affect by its influence). Art forms an
integral life. The Pythagoreans said that
art cleanses a person. Aristotle developed
the category of catharsis, purification by
means of “similar affects”, and introduced
it into aesthetics. [15] Art, by showing

the heroes who have passed the ordeals,
makes people sympathy them and, in this
way, purifies the inner world of viewers and
readers. Aristotle developed this position
on the material of the impact on the viewer
of a tragic work. The impact of music has
nothing in common with didactic tacit
teaching and goes through an aesthetic
ideal that manifests itself in positive and
negative images.

Conclusion

The researcher of folk music
and genealogy of Kazakh people A.
Mukhambetova distinguishes seven
spiritual levels of Kazakh and European
music. She sees reciprocity from the East
in the European music of modern times
(classical), in which the polyphony is based
on a rationalized metro rhythm that is twice
or three times more effective. The impact
in European music is also expressed in
aesthetic empathy and fantasy. European
music is a symphony, the concert sounds
from thirty minutes up to two hours.

16

Improvisation is not allowed. Music is
intended for the prepared listener; it is
socially differentiated and elite.

The Kazakh music (kuy) is
coordinately different in terms of musical-
phenomenological parameters:

1. Kuy is sacred meditative music
of nomads. It was Asian nomads who
gave the world all the prophets. The first
foundation of Kazakh music comes from
the contemplation of the nomads.

2. The leading role in kuy is cosmic
vibration. The leading role is free-metric
rhythm. You can feel by means of the
centers whether this music is cosmic or
not. There is also a check for loudness -
the more harmonious is the kuy, the less
irritating is the sound power.

3. A high degree of joint concentration or
meditation is possible under the influence
of kuy.

4. Kuy’s duration is of 2-5 minutes or
more precisely 200-300 seconds. This
corresponds to the time of concentrated
meditation. As a result, there is an output
in parallel worlds, which lasts several
seconds. To enter the parallel worlds, the
performer must also perform the cleansing
ceremony in order to be spiritually
prepared.

5. Kazakh music is improvisational.
Any attempt to fix kyu in notes and put the
conductor destroys the rhythm of cosmic
vibrations. This rhythm is felt only by an
improviser soloist. Only he is able to convey
it.

6. The musician and listeners form
a single emotional and mental field.

Khan and shepherd, aksakal and child
experience the same emotions. That's why
folk music is elite.

7. Kazakh music is cosmic. It lived,
lives and will live without any assistance or
opposition from the fifth spiritual level. [16]

We hope that the phenomenological
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methods and principles and their
application in the studies of the heritage
of the Great Silk Road will also be

basic. When phenomenology steps over
psychology and subjectivism, art seeks

to return the phenomena of existence

as a whole. It attempts to formalize and
preserve it, to assert it as a measure
standard in the sphere of human existence
in history.
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XanbikoB K.3.
T.K. XXypreHoB aTbiHAafbl Ka3aK ¥/ITTblK 6HEP aKaAeMUSIChl,
Anmarsl, KasakctaH

KA3AK A9CTYPJ1l MY3bIKACDbIHbIH ¥J1bl JKIBEK 3X0J1bl ®EHOMEHAEPIMEH 63APAKATbIHACDI

AHpaTna:

Makanaga ¥nbl XKibeK XonblHaa Facblipnap 60Mbl TyFaH Ka3ak eMipiHAeri My3blKaHblH, epeKLue peni
KapacTblpbliagbl. My3biKanblk acnantap MeH onapablH nanga 601y Tapuxbl, epeKLeniktepiHe ToKTanbiHagbl.
¥nbl Ki6ek *onbl 60MblIHAAFbI TAPUXM-MBAEHM KabaTTbl KYPanTbiHAbIFbIH PACTalNTblH CaHChI3 eXXeNri aHbi3aap
MEH ancaHanap/a KepiHic TanKkaH }aHe onap AjaMm MeH 9neM apacblH KypawTblH KyaT Ke3iHe ne eKeHairiHe
MoH 6epineai. KaszaktapablH A9CTYPNiI My3blKa 6HEpI Xannbl agaM3aTTblH UrifliriHe KocaTblH KenTerex
TeNnTyMa eHepai caKTayablH, *XUHaKTayablH, XaHe TapaTyablH, MblcangapbiHa 6an. PeHOMEHONOTUANbIK SAiCTi
KondaHyfaarbl UHTEHLUMOHaNAbIbIK — TiKenen TYUCiHY (Aanenginik) MeH GpeHOMEHONOrnsASbIK peayKLns
3epTTeyae OpbIH anfFaH.

Tipek ce3paep: PeHOMEHONOIMSA, MHTEHUMOHANAbINbIK, My3blKasblK MOAEHUET, KadaKTap, acnanTtapably,
acany Tapuxbl, GonbKIop, onHay.

Xanbikos K.3.
Kazaxckasa HaynoHabHasa akagemus ucKycctB umenun T.K. XypreHoBa
Anmartsl, KaszaxcraH

KOMMYHMKALIMS KABAXCKOM TPAAULLUOHHON MY3bIKU C DEHOMEHAMMU BEJIUKOW
LWENIKOBOW NYTH

AHHOTaLMA:

B ctaTbe paccmaTpuBaeTcs ocobasi poiib My3blKW B XXW3HW Ka3axoB, poXAeHHas Bekamu Ha Benvkom
LLenkoBoMm lMyTu. NMpoaHann3nMpoBaHbl XxapaKTepHble 0CO6EHHOCTU MY3blKa/lbHbIX UHCTPYMEHTOB M UX MCTOPUS
NPOUCXOXAEHUSA, KOTOPbIE OTPaXKeHbl B MHOTOYUCNEHHBIX APEBHUX MUbaX U NereHaax, 4To NoATBEPKAAET O
rny60KON NCTOPUYECKOM NOYBEHHOCTHU KyNbTypHOro cnosi Lenkosoro MyTu, rae TauTcs aHepreTMka rapMoHUm
Mexay Mnpom 1 yenosekom. M TpaguuMOHHaA My3blKkanbHas Ky/bTypa Ka3axoB UMEET MHOMO NpUMepoB
CO34aHus, XpaHEHNS U TPAHCASALMN CaMOBbITHOrO My3blKalbHOMO MCKYCCTBA, KOTOPOE BHOCUT BK/1aj B
06LIEMMPOBYIO KyNbTypy YenoBeyecTBa Benunkoro Lenkosoro MNytu. MNpueneyeHne GeHOMEHONOrM4EeCcKoro
nogxoja B CCnefoBaHUU KaK MHTEHLIMOHANBHOCTH, - 3TO HEMOCPEACTBEHHOE CO3€EpLaHME (LOKa3aTeNbLCTBO)
1M GEHOMEHOJIOrMYecKoe pedyKLnpoBaHue.

KnioueBbie cnoBa: GeHOMEHOSIOMMUS, MUHTEHLIMOHANbHOCTb, My3blKanbHas Ky/bTypa, Ka3axu, MCTopus
NPOUCXOXKAEHUA UHCTPYMEHTOB, GOJIbKII0OP, NepdopMaHc.
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Abstract

The article is devoted to the analysis and characterization of contemplation as a way of expressing attitudes
towards the world, attitudes of man and the world as the initial organically interconnected integrity. It is
important that consideration of universal representations gives the opportunity to see the system that
underlies traditional world outlook. The article notes that all the vital health of the nomads is imbued with the
awareness of the deep and harmonious relationship of man and the world.

Key words: nomad, worldview, perception, traditional, picture of the world.

Introduction

The involvement of the earthly being
with the heavenly, cosmic spheres,
perceived as a communication-
interconnection is the universal foundation
of the Kazakh traditional culture of world
relations.

At the heart of this concept lies
contemplation as a way of relating to
the world, existence. S. L. Rubinstein
noted: “The greatness of a man, his
activity is manifested not only in deed,
but also in contemplation, in the ability
to comprehend and properly treat the

Universe, to the world, to being.” [1, pp.
255-385] Contemplation as a way of world
relations expressed the relationship of man
and the world as a whole.

The deep and heartfelt characteristic
of contemplation as a way of expressing
attitudes towards the world lies in the fact
that it expresses the relationship of man
and the world as the original organically
interconnected integrity. Kazakhs say: bul
dunie — birtutas - man and the world are
completely interconnected. In this regard,
understanding the basic, fundamental
principles of the beliefs of traditional
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culture seems to us the most fruitful if we
reveal the patterns underlying in base of
the traditional attitude to the world.

Methods

TThe holistic approach to the subject of
the research makes it possible to identify
the relations and connections between the
cultural phenomena that are separated at
first glance. As a result of this approach,
it is possible to attempt to “reconstruct
the spiritual universe of people of other
eras and cultures”, to reveal the contours
of the world view system that dominated
traditional Kazakh society. Examination
of universal ideas gives the opportunity to
see the system that underlies traditional
worldview. Ideas about space and time
give, for example, the possibility of
understanding which features determine
the model of the world captured in
traditional Kazakh culture.

Studies in recent decades show that the
archaic consciousness of a special strategy
for mastering the world, which is realized in
artistic and aesthetic images, is becoming
increasingly widespread. It should be noted
here that the complex of global ideas lies
at the heart of the world relation, which
was embodied in diverse, but essentially
unified, representations and behavioral
cultures. The same idea was produced at
different levels and expressed by different
codes (only this way of streamlining reality
gave the worldview its universality and
obligation). Every society is served by the
amount of symbols it needs. The deep
wealth in its infinite discovery is also
hidden in the fact that in traditional world
relations rational and irrational moments
are not opposed.

Perhaps the vitality of the traditional
worldview is largely due to the interweaving
of the “real” and the “possible.” In some
phenomena, previously unconditionally
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regarded as religious remnants,
ethnographers now see manifestations

of the ecological culture of an ethnos.
Therefore, when analyzing traditional
culture, one should proceed not from the
opposition of its individual components, for
example, the religious - non-religious, the
real - the ideal, etc., but proceed as far as
possible from an adequate understanding
and comprehension of it.

Contemplation as a way of shaping
attitudes towards the world and with
the world lies at the heart of the
Kazakh traditional ideological culture.

It is important to note the peculiarity
that contemplation, being a way of
comprehension - the attraction of the
Universe as a whole, lies in the broad
sense and the basis of the philosophical
attitude to life, existence.

Contemplation as a traditional culture
of forming attitudes towards the world and
with the world has multi-level content.
First of all, it should be said about
contemplation as a world relation, a way of
mastering nature, the Universe, which were
expressed as relations of communication.
Here, of course, it means contemplation
of the Universe as infinity (Bukhar-Zhyrau),
perception of its beauty, not overwhelming
by its grandeur, but sublimely inspiring
(Kaztugan), listening-hearing the music
of the spheres of the Universe in its
endless movement (al-Farabi). [2]

Another important thing, respectively, is

the importance of a real-practical way of
building one’s relations with the world of
the Universe as intercommunication.

Results

Contemplation as a rich world culture
was taking place due to mainly developed
imagination. The value of productive
imagination is difficult to overestimate,
because it is the basis of the relationship
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to nature, to the Universe as a whole, as
eternity and beauty.

Here it is essentially important to point
out that due to a developed imagination,
an intuition arises, which only allows
one to “see” the uncovered worlds of the
Universe, its visible and invisible spheres,
its grandeur and infinity.

On the whole, contemplation as a
special historically developing ability to
perceive the fullness and infinity of the
world at the level of philosophical and
aesthetic intuition made it possible for
the artistic and figurative embodiment of
the integrity of the “man and the world”
relations in the traditional culture.

The grandiose picture of the Universe
that stands before the visible and
spiritual gaze of man, in all its infinity,

did not suppress the person, thanks to
the experience of spiritual and practical
communication with him, which includes
communication as a mutual mutual
necessity, man in nature, in her and

with her, and not in front of her and that
track, not above her. The uniqueness of
the experience of contemplation lies in
the fact that it includes communication
with nature, the Universe as a whole as a
necessary life force, necessary content.

In the life of a nomadic society, a person
spent a long time alone with himself and
with nature, taking care of herds of horses,
flocks of sheep, however difficult it was,
was so secluded. Feeling of life and well-
being nomads are deeply connected with
awareness of the harmonious interrelation
of the world of man and nature, this feeling
of complete interrelation covered the whole
life of a man, starting from the moment of
his birth, permeated all levels of everyday
life, including spheres of emotional and
intellectual and practical life.

The interconnectedness of the
philosophical-speculative and life -practical

levels, here it should be said about the
unity of culture from the immediate human
life.

In this case, the feeling and awareness
of the relationship with the Universe is
given to a person from childhood, by this
level of world-view culture does not remain
at the level of abstract significance, but
goes, translates into a spiritual sense of
balance with the world, related with it, and
this spiritual and spiritual feeling is deep
peace of mind. This relationship with the
world is deeply calm and unshakable, and
therefore the meaningful content of the
life of each person is not exhausted, just
as the very value of life itself is infinite.
This world of relationships, permeating
the life of a person, imposing unigue
shades on all life's behavior in all its
diversity, at the same time brings us closer
to understanding the rich inner spiritual
life of each person. Especially reveals the
existence of the phenomenon of the sage
in Kazakh society in connection with these
relations of communication.

All the life existence of the nomads is
imbued with the awareness of the deep
and harmonious relationship between man
and the world. The Kazakh ritual culture
from infancy forms the context of world
relations and the corresponding lifestyle
and life behavior. All of it is full of beauty
from the initial involvement of human
communication and nature.

A newborn child who has not yet put
into the cradle (besik), the mother strokes,
cares, nurturs, sings and says, “Not my
hands -! Mother Umai’s hands”, Umai-Ana
waited and welcomes and accepts you
in this world. The infant is immediately
transmitted at the level of touch-sensation
in the forms of tactile communication and
singing and verbally that the Goddess of
Life and the world were waiting for him,
joyfully accept him. (He “knew” about the
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atom even before it was born, since for him
and his mother, as he developed, about
seven rituals were performed)

For an infant, it is one of the main
sources for obtaining information and at
the same time shaping attitudes towards
the world. In Kazakh traditional pedagogy,
a lot of attention is paid to the first days
and the first months of a baby’s life; this
is connected with the statement that it is
in the first moments of life that the child
should be created as much as possible in
the comfort of his spiritual and spiritual
plan in new conditions. It is known that the
first days and months are very difficult for
the child. To make it easier and better for
him to cope with this most important initial
period, they constantly carry out ceremony
of “sylap sipau-aldileu” - “smearing-
stroking-humming-saying”. Seniors do not
get tired of repeating the young mother so
that she would pay the most attention to
it, namely, “stroking-repeating sayings”:
then the child grows better. This ritual
is tirelessly repeated so that the baby
“learns” this joyful perception of it by the
world with the mother's colostrum (not with
the mother's milk, but with the colostrum
- “worn out the heat”). It emphasizes
the trepidation and significance of the
“encounter” of the infant with the world
and the importance of sincere and joyful
“entry” into life and the world. Such, for
example, is the ritual dedicated to an
important moment in a child's life - the
“transition” to the cradle (besikkke salu).
This rite is especially revered: a festival is
held, which is attended mainly by women
and children. It should be noted that
putting the child in the cradle is entrusted
to a particularly respected woman with a
noble character. The process itself begins
with hymns: the cradle of the child is the
door of the Universe (balanyn besigi -
ken dunienin esigi, Tole-bi). This motif is
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repeated many times, it is emphasized
that it grows well, it is already moving into
the cradle, in which it will also grow rapidly,
because its cradle at the same time is the
door to the Universe, which he already
“knows”. Each ceremony reveals a new
facet of communication, with the world.
The next meaningful period in the life
of a child is the period of his first steps.
He is given a lot of attention, since it is
important how the child grows, it means
not only the walk itself - walking as such,
but also how the child’s life will be formed,
with what fullness and meaningfulness.
This celebration is called “Tusau Kesu” -
“cutting the chains”, is especially elevated
and poetic. The child’s legs are tied up
with a black and white, tightly twisted rope,
and they were tied up with a free “eight”,
the knot of which fell on the outside of the
child’s legs. A person who was previously
invited, attractive by some qualities of his
nature, is solemnly cut by the shackles.
This ritual is deeply meaningful both in
spiritual and peace-making and in practical
terms ... The meaning of the cutting itself
is that the child learn to walk quickly
and easily, be light on his leg, easy to lift.
The deeper meaning of the wish that the
child develop all that is inherent in it from
nature, overcoming those “fetters” that will
meet along the way. Here the ideological
sense of understanding man as a creature
becoming, developing, and endlessly
improving is obvious. The richly reverent
attitude is expressed by the black and
white colors of the rope. They symbolize
bright, changing states of space, light and
shadow, day and night. The infinity of the
universe is expressed through the image
of the ever-flowing “eight”, within which
and with which a person’s life flows. The
ceremony expresses the wish for a long
life, in the blessed light of the changing
states of the cosmos. Here one should
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emphasize one more, no less significant
feature of the performed ceremony. The
fact is that everyone knew (everyone) how
a ceremony proceeds procedurally, what
it means, but they did not always know
exactly how the person who performs the
ceremony understands and finishes it,
what wishes it accompanies, what artistic
images it enriches action, how deep it
unfolds in the present and in the future,

in addition to the well-known meaning.
This expectation is akin to anticipation in
anticipation of poetic competition, i.e., the
richness of the spiritual world of the person
performing the rite and its spiritual and
creative development matter here.

Just as the “Tokym Qagar” ritual is
important - the first large departure beyond
the village. It means the child’s growing
up, its proximity to independent living. The
ceremony is performed in an atmosphere
of cordiality and goodwill. Especially
uplifting and benevolence, the elation of
all those present during the performance
of the rite are associated with the ideas
of the Kazakhs that, the more cordial and
sincere wishes, the greater the likelihood
of the hopes pinned. Here we are talking
about a teenager, beginning his first steps
in a great life, because the atmosphere of
festive elation reigns. It is important to note
here that the wishes must come from a
person who has internally cleansed, lit up,
who knew that he was going on the holiday
of the first exit - “Tokym Qagar”. Therefore,
the high, elated mood of adults illuminated
this rite with the light of moral purity. In the
light of this general attitude, the ceremony
of sprinkling milk (“ak - white) grass, earth,
and the space around, was performed
reverently before the start of the journey.
This rite clearly demonstrates that people
were deeply aware that beyond the limits
of their direct individual experience there
are such worlds and cosmic events with

which they are associated. The sense of
sprinkling lies in the grateful feeling for this
secretly obvious interrelation and in the
expression of a deeply reverent attitude
to the earthly and celestial worlds, and in
the desire of a successful life path fora
teenager. And it should not be overlooked
that the basis of the spiritualization of all
living and inanimate, universally existing
poetic and exalted worship of the world
(visible and invisible) lies in the culture of
Tengrism.

Rituals accompanying all significant
periods of life show constant
communication with the terrestrial and
celestial spheres, and peace, and the
“purest spirituality of feeling” confers
a joyful awareness of the depth and
inalienability of this relationship.

A wedding ceremony dedicated to the
creation of a new hearth (the entire rich
complex of ks values of this rite, reveals
only a certain aspect of peace-relationship)
includes, first of all, the search for the
blessing of the moon and stars: aiyn
tusyn - onynan, zhuldyzyn tusyn - solyan
- the moon may bless its path from the
right, and the stars may bless on the left.
The ritual of addressing the heavenly
bodies reveals a person’s ideas about
the middle world, where the heavenly and
underground worlds are balanced in the
overall picture of the world. It is interesting
that the blessing of the heavenly bodies,
the heavenly spheres to the young hearth,
created by the young family, is sought.
Then, when a baby is expected to be born,
they ask for the blessings of the earth, and
the older mothers force the young mother
to touch the earth with her bare feet.

Discussion

ICommunion-participation with the
Universe affects the inner spiritual and
physical ways, the existence of a person
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in various age periods. For example, at the
age of twenty-five (qualitative age-related
changes at both the spiritual and physical
levels are conducted by the Kazakhs on a
twelve-year cycle) the physical and spiritual
states are so vital that the infinity of the
Universe itself inspires man, the young
man feels himself capable of rushing
through the racehorse, to the edge,” and
“see” all the wealth of countless worlds,
to become greater than oneself when the
impossible is possible. The inspirational,
joyful feeling of life is so bright that life
and peace in harmony of all its colors
and tones seem radiant white, bathed in
continuous radiance - “hot day” (radiant
world). This is not the red-green world of
a 40-year-old man. Kazakhs, speaking

of this age, note: laulap turgan otpen

ten - the age of “flaming fire”. This period
of life finds expression in comparison -
“kynabynan algan kylyshtay” - a glittering
sword “taken out of the sheath”. The age
of the highest prosperity and fullness is
compared with another 40 days of shilda
(shilde is the name of the summer month
of July). Schilde is a summer period that
lasts 40 days, during which everything

in nature reaches its climax, its peak in
its heyday, that's why they say “kyryktyn
Kyzyl - zhasyly” - a red-green world of
forty years - (a word-for-word translation).
This is an artistic and poetic expression
of the meaningful life content of a very
significant stage, designated as “flaming
fire”. Consciousness and soul are not

so absorbed in the “trifles” of life, when
understanding and generalization as

a result of productive imagination and
intellectual and emotional contemplation
embrace life and natural phenomena in
the broad context of the whole, which also
makes it possible to see the “elevated
points” of life in their true content
fullness, and not only its manifestations
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in a fragmentary, random, “incomplete”
meaning. A person grasps in general

the prospect of real and sought-after
development opportunities - deployment,
when he, with menacing, like mountains,
impending circumstances, advances
towards an argument - a counterweight,
similar to a grain of millet, and thus
resolves the situation.

At forty years old, the “middle world”
is irresistibly attractive, in a special
way; it does not really reveal his beauty
of a person in a state of “burning fire”
at all as before. The initial experience
of communication - the relationship
with the natural world, the universal
world is spiritualized, painted in wisely
respectful tones of tenderness and secret
tenderness. Brilliant age, which allows a
person to understand the sweetness of
life in bitter ways. “Communion” with the
heavenly, earthly spheres is expressed in a
calmly-wise, organic understanding of the
infinity of life and peace.

But here are blessed 90. A man sits
near a yurt on a small lamb’s skin, does
not fly up on a horse, does not fly by, tilts
the wind and steppe, physically the world
is so close, “shrunk”, almost as far as
an abandoned stick. But now it is deeply
perceived and covered with the spiritual
gaze the infinity of the worlds of the
Universe, where worlds revolve around the
worlds, hears the music of the “rotation”
of the celestial spheres (the rotation of
the celestial spheres is accompanied
by music - al-Farabi). [3] He sees the
meaning of harmony of the unhurried life
of a nomad with unhurried rhythms of the
Universe, leisurely alternating days and
states. He is now constantly surrounded by
young, young faces. He himself became a
“universal” value, a wise man, now already
lit by the light of his eyes fixed on him,
“unfolds” towards them, telling that “the
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victim — the land and the people — the
land and man, the people and the people”.
They are born “together”, live differently,
but forever with the awareness-sensation
of this initial internal interrelation. The
uniqueness of the culture of world relations
in the interpenetration of the philosophical-
speculative and life-practical levels of
experience, there is no unification of life
and culture (M. Bakhtin characterized
separation of culture and life as “bad non-
detachment”). [4, p. 21]

The sage in his living being embodies
the experience of harmonious
philosophical-speculative and sensual-
figurative comprehension of the world.
With his experience, he personifies the
emotional and intellectual “increment” in
his continuous successive transmission
from generation to generation.

The idea of communication is a
comprehensive national idea, the light
of this great idea is inspired and colored
by the life of each person. The entire
ideological space is permeated with
this universal idea, it permeates the
consciousness of all members of society,
it inspires, defines the entire inner tone of
life of each person.

Communication as a creative richness
lies at the heart of the traditional
gerontological and ecological concepts.

In traditional Kazakh culture, a lot of
attention is paid to the problem of the
brevity of a person’s life, its extension,
“overcoming” by a person of his “guest
situation” on earth. And the solution of this
problem is based on the foundations of
traditional culture in constant multi-level
communication in all its diverse forms,

the essence of which is expressed by
philosophical utterance:

Imperfection “of the world is seen in
the fragility of human life”: Duniye-sholak
eken, adam degen bir birine - gonaq eken

(the world is imperfect, people are a guest
to each other), and the ability to overcome
it is in communication, hospitality, in the
expression of a man in all possible forms
of friendliness, disposition, benevolence,
benevolence. Comfortable mental state
prolongs the life of a person, gerontologists
say. Each person should create such an
attitude of kindness and sincere joy, only
the light of this relationship prolongs life.
Kazakhs say: “bir korgen adamga - kyryk
kun salem” - “Greetings for forty days with
the man you see once”. The “practical”
philosophy of attitudes toward man was
developed at the level of true beauty.

The high light of social relations
permeates the traditional ecological
culture. All human life at all levels
is imbued with the idea of an initial
relationship with the universal world,
sensation, awareness of this organic
non-separation. The huge factual material
of culture indicates a careful attitude to
nature, its spiritualization, its worship
outside utility, pragmatism, and narrowly
rational interest. In traditional ecological
culture, there is a statement that
everything that exists on earth, in nature,
is its light, and should be treated as light
as light (for example, Shortanbay says:
tort ayakty zhanuar —bul dunienin zharygy
- “everything alive in nature is its light”
(linear translation).

It should be noted here that the
main ideas of the traditional worldview
are experiencing the eras in which they
originated. Traditional ecological culture
is permeated by the idea of the original
interconnection between the natural
world and the human world, the whole
human life in the light of these views on
the world and nature, there is a cardinal
lack of modern ecological concepts. The
main starting point in them is the need
to preserve nature, the planet Earth,
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otherwise humanity will perish.

But traditional culture contains such
a high meaning, that the actions of a
person in all manifestations must not only
solve his problems satisfactorily, but must
simultaneously elevate, inspire, “create”
it. In this sense, modern environmental
concepts about the need to save nature
and the Earth as a planet should be
substantiated by the idea that if the planet
dies, the Harmony of the Universe will
break, the picture of the World Order will
change. Such an idea, of course, exalts a
person, making his entire activity fruitful.

The traditional picture of the world in its
fullness finds expression in the symbolism
of traditional art.

Images of griffins curled into a ring of
panthers, leopards and deer frozen in a
throw, in flight, the scene battles of wild
animals and birds, imprinted on rocks and
walls, on gold plates and vessels, on the
tops and hilt of daggers and swords - all
this art, powerful with numerous branches,
known as the art of “animal style” of
nomads undoubtedly reflects not only the
social order, but also the attitude of the
nomadic societies.

In a static material “deer stones”
depicts wild animals in a state of rapid
motion - throwing, jumping, and flying. Both
components of this unity - movement and
statics - are so strong and contrasting that
only the artist’s imagination could merge
and unite them in an organic and holistic
unity, just as contrasting and contradictory
principles sometimes organize the integrity
of life in life itself.

“Animal” nomadic style characterized
by the fact that its artistic space conveys
a sense of spaciousness and liberty. The
openness, the unbroken full-blooded
relationship with the outside world have
affected the understanding of the artistic
space. The dynamic state of images in a
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static material speaks about one of the
basic artistic principles of the nomads
- deep life truth, so wisely seized in the
ornament.

Speaking about some features of
traditional Kazakh art, we will dwell on
the ornament as the most ancient form of
artistic knowledge of the world and aytis -
the art of poetic word found in steppes are
as natural as springs, wells, and Luna.

The Kazakh ornament, depicting a
peculiar chronicle of the people, expresses
an attitude to the world. The role and
significance of the pattern in the life of
a Kazakh can be compared, - the thread
is only with a song and a word. Both the
song and the folk pattern were a constant
accompaniment of the whole life of the
Kazakhs. The snow-white yurta’s nightcoat
is decorated with a pattern, the baou and
baskur’s tents are patterned, the patterned
carpets and bags on the walls are finally
decorated with a pattern of a wedding
woman'’s headdress, and the silver of
the pattern of the saddle steppe horses
shimmers.

The world that surrounds the nomad
is poeticized in a pattern. The ornament
silently testifies to the perfect aesthetic
feeling that has developed over the
centuries. In the ornament, the people
solved one of the most complicated tasks
of art: the problem of a peculiar artistic
synthesis, expressing an attitude to the
universal world, being at the same time
artisticaesthetic means of design of their
living environment. The content of the
ornament makes it possible to learn a wise
attitude towards life and the world as a
whole.

Felkerzam noted that nomads are
distinguished by passionate affection and
love for the rounded line. Works of applied
art of the Kazakhs, their ornamental
motifs confirm this idea. The soft ovality
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of the gentle lines tells us about the inner
emotional and intellectual life, about the
long journey of the nomads, thanks to
which they are so commensurate with the
cosmos. The circular lines of the ornament
conceal the symbolic meaning of knowing
the world in its temporal and spatial
orientations.

Circular lines singing about leisurely,
round the current time, sequentially and
freely alternating, transmit the breadth and
freedom of space. Here we perceive the
same intellectually double emotional load,
when, in general, a static cool ornament
conveys the movement of time, life and
the world itself, unchanging and eternal
according to nomadic ideas. It is known
that the ornament is not limited to the
decorative function, it is intended not only
for the eyes, but also for the mind and
feelings.

The depth and unique relationship to
the world around are especially vividly
manifested in the awareness of such
universal categories as time and space, in
their refraction in art in artistic time and
artistic space. Ideas about time and space
are an integral component of a person’s
view of the world; this is one of the most
important moments characterizing the
world perception of a certain culture.

Specific temporal concepts are
inherent to nomadic peoples, their public
consciousness. Time for a nomad is not
vector time flowing from the past into
the future, but cyclic rotating in a circle.

In human consciousness, linear time
is subject to cyclical perception of life
phenomena. Circular time underlies the

world notion of the nomad’s physical ideas.

Time was perceived as rotation in a
circle of annual seasons and repetition
of human individuals in a succession of
generations, going.” The fact that during
the centuries of development of nomadic

societies did not arise the need for
constant and accurate measurement of
time, in dividing it into exact segments, is
not due to the lack of sufficiently precise
adaptations. If there is a public need,
there are also means to satisfy it. In the
life of a nomadic society, the inaccuracy

of determining the time was due to the
specificity of the rhythm of social and
labor practice. The indivisibility of time into
exact segments was reflected in the verbal
designation of temporary states. These
words are voluminous, without indicating
the clarity of dividing the unit of time
(uakyt, zaman - time, epoch).

Conclusion

Nomad is interested in the linear flow of
time, and what happens in it. Time is not
an empty duration, but an interval filled
with an intense life from one designated
state to another. For example: “Tal tus -
tus gaita.” The gap between these two
temporary states, filled with the boiling
energy of herbs already saturated with
the sun and gradually preparing for the
moment of heat return of the evening cool,
when their elastic brush becomes more
pliable and softer; the sun is no longer so
hot, the earth is not fired up from the end
of the scorching ray, but, as it were, gliding,
dissipating; comes alive, sensing such a
change, and cattle. These time periods,
which designate not hours and minutes,
but only more or less significant durations
associated with the rhythm of the life of a
nomad cattleman, are filled with a special
fullness of being. Therefore, time for him
is not a moment, but a broader and more
capacious concept, not cut off from the
previous temporary state, as well as from
the upcoming, due temporary state. Here
there is a peculiar understanding of time,
in a certain sense, a spatial understanding
of it.
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The length of the path is measured by
time - how many days from one nomad
to another. Here time is experienced
physically. This feature of determining the
path once again confirms that time among
the nomads was felt, experienced by the
stretch associated with the road, with the
movement. Confirm our thoughts and
materials of the language itself: Zaman
- the era; zaman - the age of man; Zaman -
the life of one generation.

Similarly, in unison with the living sense
of time, the volume-sensual concept of
space coincides: Blow - Universe, world; a
danie is the world of human things. Another
concept is connected with the concept
of cyclic time: all modes of time — past,
present, and future — are arranged, as it
were, in a single plane. Piously observed
traditions and customs are the materialized
past living in the present.

The concept of generation conveyed
a feeling of living continuity in which
man was the real subject of connections
connecting the present with the past and
with the future. This living connection of
generations was especially important for
nomads: it was necessary to know it, this
was required by the customary law of the
Kazakhs. It was supposed to know at least
seven tribes of a kind; it was determined
by theman event that happened during the
stay of one or another link, a member of a
clan, a family, etc. The basis of this custom
is tough to pedantry about caring for the
genetic foundation.

The cult of ancestors is associated
with a specific awareness of time - a living
poetic chronicle of the people. They have
named babies with the names of their
ancestors, as if realizing a living connection
with the people departed from life. Such an
understanding of time played a large role
in nomadic society, defining many norms
of behavior in everyday life and on bright
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holidays.

But future time also plays a part in
the present: you can look into it, with
a developed imagination, embrace the
future. Kazakhs have a belief about
dreams. It tells that a person who is
dreaming is in a relaxed, softened state.
The world of possible events is in the same
“melted” (“balkygan”) state. And at the
moment of awakening a person should
immediately get together, quickly and in a
benevolent way to interpret a dream (“tus
zhoru”). If he hesitated and perceived
what he saw in a dream as a misfortune
then it will certainly come. It attaches
great importance to the active, creative
will of man. The notation of time intervals
existing among the nomads includes the
states of many objects and phenomena
of the surrounding world, they express the
general state of the perceiving person and
the terrestrial and celestial spheres.

Kun naiza boiy koterildi - The sun rose
to the height of a spear means it is the late
morning;

Kas karaiu — shadows in steppe
became so dense that the face of a person
can not be seen, only the eyebrows are
darken - it is late evening.

Tal tus is the culmination of the earth,
grass, sun, which at the same time
contains the possibility of moving to
afternoon.

Nomads did not have concept of
unqualified time, neutral with respect
to its content and without connection to
experiencing subjects. For example, there
were time notions — satti kun, satsiz kun -
an auspicious day, an unfavorable day.

Emotional-value awareness of time is
reflected in the fact that conscious time
is also connected with the phenomena
that occur in it. Kun naiza boiy koterildi-
late morning - the culmination period to a
change of state. In the summer, this is the
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moment when the grasses, the earth itself,
enjoyed plenty of a short but much-needed
coolness and moisture of the night and are
ready for a joyful and active meeting with
the sun's rays.

The nomads have also quality certainty
of definition of the time.

The world, its development and change
is perceived and experienced not in a unit
of time, but in the transition from one
state to another, by changing states of the
cosmos. This feature of the perception of
time is due to its proximity to nature, an
organic connection with it.

Representations about time are
an inherent component of a person's
understanding of the integrity of the world
in all its richness and shine of its colors.
Temporal images as certain states, marked
by the highest fullness of being (tal tus),
were also reflected in artistic time.

The deeply life-affirming principle lies
in the combinations of matte-shining
white, deeply saturated red, thick, like the
evening steppe blue colours. Until now
in all the studies devoted to the study of
Kazakh applied art, one thing is given
that has become almost classical, and
therefore difficult to deny, an explanation
of the circle of ornamental motifs with
patterned roundness as the stylized image
of the object of nomad’s relentless work
efforts: sheep (motive — ram’s horn), camel
(motive- camel trail), and so on.

Despite apparent self-evidence,
the argument seems to us not quite
correct. The deep inner meaning of these
ornamental motifs is that they reflect
the artistic knowledge of the world in its
temporal and spatial dimensions. This is
an image of artistic time and artistic space,
the categories so fully represented in the
nomad’s art. In the ornament, artistic
time appears, firstly, as cyclical, secondly,
as qualitatively defined and, thirdly, as

“materially” burdened, meaning also a
measure of movement. Ornamental motifs
symbolically reflect the movement of time
and the cosmos, convey a feeling of the
great path of the Universe and man.

It happens that a geometrical ornament
(circle), having lost its previous meaning,
may turn out to be meaningful anew. Then
individual motifs, in some way resembling
specific objects, animals, parts of their
bodies, receive corresponding names.
Sometimes they are stable, and sometimes
not. In this case, it seems to us, we are
dealing precisely with such a secondary
understanding of external similarity. Such
similarities with zoomorphic or other
forms, the confidence that these patterns
really depict a particular animal, this
or that object, lead to the fact that they
are complemented by new details that
enhance the external similarity. [5, p. 31]

The process of rethinking ancient
patterns (vivification) has place among
many nations. The existence of such
moments in the development of ornament
is evidenced by both archaeological
and ethnographic material. Exactly this
reconsideration of the circular ornament,
we have, as it seems to us, in this case.

But even at this stage the process
of development does not always end.
Moreover, a new understanding of the
image enhances its ornamental value
and gives it a new life as an independent
decorative motive. From here, development
proceeds along the line of enrichment
of the “new” ornamental motif, the
appearance of its various variants, each of
which can, in turn, give rise to some other
forms, but these processes are extremely
slow, spanning hundreds of years. Artistic
space in works of applied art conveys a
sense of spaciousness and confidence in
it, and alternating motifs convey a feeling
of free movement and dynamic mood.
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Kazakh ornament has one truly amazing
property - balance. Being the highest
form of generalization, typification of
phenomena, this principle, reflecting the
features of the spatial orientation of the
nomad-herdsman, testifies to the organic
interconnection of the world of man and
the world of the Universe.

On Kazakh carpets, the principle of
balance of the background and ornament
is always preserved.With a stingy use
of tones and a relatively small number
of ornamental motifs, carpets give the
impression of a rich variety, while at the
same time the topic is not read easily and
quickly. Thanks to the principle of balance,
a calmer impression is achieved. Without
hitting the eye with a lush and rich play of
tones and colors, the Kazakh ornament
draws as if by the mysteriousness of
the picture. Mysterious is the use of the
background on which the ornament is
superimposed, as such, as the organic
being of man as a “small” cosmos in
inseparability from the Universe. Balance
- as a feature of the Kazakh ornament, is a
profound generalization that incorporates
the “man and the world” relationship.

Deeply semantic is the principle of
the sequential arrangement of patterns,
according to which there is no overlapping
of one pattern on another or interweaving
of one pattern into another. There is
no chaos, no complex congestion, the
necessary combination of patterns is
carried out by color unification and a linear
rhythm.

The integrity of perception of the world,
inherent in the nomad's world outlook,
is especially noticeable in aitys song-
competition of akyns. Aitys usually takes
place in an atmosphere of high mental and
spiritual enthusiasm. The whole process of
aitys is based on the artistic and aesthetic
process of empathy for akyn and listeners.
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The internal thin and close contact
between akyn and listeners creates the
integrity of perception, organizes an
atmosphere of inspired co-creation, in
conditions of which poetic existence of
reality grows, like doubling reality itself, in
which organic connection of the nomad’s
world, spread out around, taken from
the perspective of his usual existence,
and the world of poetic being, created by
imagination of akyn and listeners.

It is not by chance that we focus on
the meaning of creative imagination. It
seems to us that the aesthetic ability of
empathy in aitys should be considered in
connection with the atmosphere of poetic
improvisation, in close connection with the
culture of poetic words that existed in the
steppe. In connection with the tradition of
the oral literary language, the functions
of the phenomena of spiritual culture,
including aitys, became more complex. Its
social functions are also connected with
this.

Aitys as a phenomenon of spiritual
culture reveals the deep organic nature of
creativity as a process, and notonly as a
result.

Permanent artistic and aesthetic
practice has attached such aesthetic
functions to aytis that make it possible to
feel the integrity of the picture of the world
and the world of man. Spiritual installation
of aitys is a manifestation of the essential
forces of man, his creative “l.” The very
nature of aitys reveals the inner infinity of
a person’s creative abilities through such
a specific phenomenon as empathy-co-
creation.

Imagination, fantasy create such a
poetic being of reality, when the inner
freedom of a person in inseparable
connection with the freedom of the aitys
create a holistic picture of the world
with a kind of excursion into the past,
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connections of the past and future through
the moment of the present. In the context
of oral culture, the artistic and poetic

gift was one of the possibilities of the
essential formation of man. And where

he manifested himself in this capacity, in
this case in aitys, we observe the spiritual
riches of a personality.

A distinctive feature of aitys is that
creative inspiration is experienced by
improvisers and by all who tensely follow
their fight. Creative empathy gives you the
opportunity to experience involvement, a
single connection with a large community
of people. A person experiences a special
state when a world of images and artistic
representations is born, whose beauty,
underlined by the rapid dynamism of aitys,
is especially perfect.

In these competitions, the world
around us, the person himself, human
relations acquire artistic and poetic being.
Everything covered by poetic imagination
undergoes a certain rethinking and
deepening. Spirit of inspiration and
empathy-co-creation leads beyond the
limits of ordinary life, introduces into the
world of festive elevation and true beauty
of human relationships. Autonomous
holistic worlds of people here find not only
self-expression, but also the necessary
completeness.

In the process of aitys the organic unity
of intellectual and emotional beginnings
finds its highest expression, which was the
key to a holistic artistic perception and re-
creation of the world.

For aitys, “open” artistic time is
characteristic, several time series can
be combined in it. And time is limited
to certain bounds: it covers in a brief
moment the events that have gone into
deep antiquity, and not so old, and, finally,
simultaneously flowing. The oral form of
existence made time in Aitys changeable,

turning it into a living category. The aitys
force field absorbs all times, as the akyn
freely moves from one event to another

and to the future, holding them together
with creative imagination.

The directionality of time and
tempo is determined by the unfolding
of the figurative thought of the akyn,
not constrained by any chronological
framework. Therefore, in aitys unlimited
event time and plot time (the period of aitys
in certain circumstances) is transformed
into a living, compacted time. A broad
understanding of space and time reveals a
kind of world perception and world view of
the people, a complex set of its ideas and
ideals. The imaginative model of the world
that emerged in the process of aitys in its
artistic space-time structure also has a
rational and emotional meaning.

Artistic space in aitys conveying a
feeling of unity with the cosmos serves,
at the same time, to reveal the essence
of artistic information as a condition
necessary for the existence of this art.

In art, spatial latitude often
compensates for brevity, shortness of time,
or, on the contrary, spatial limitations are
compensated for by temporal expansion.
In aityses art space, enclosing grandiose
images of mountains, steppes and sky,
correlates with a qualitatively saturated
lasting time, conveying the nomads’
cosmos in the unity of its objective space-
time coordinates.

This is one of the examples of
convergence of definition and image when
conceptual ideas about time and space
and perceptual-emotional sense of time
and space make up a full-blooded holistic
unity.

Artistic knowledge of reality in the
traditional artistic and aesthetic heritage
of reveals the initially deep levels of
interconnection - the interrelationship
between the man and the world.

31



References:

1. Rubinstein S.L. Man and the world - Problems of general psychology. M .:
Pedagogy, 1973. — P255 - 385. (in Russ)

2. Nurlanova K.Sh. Thinkers of the Kazakh Steppe (XIlI-XV) Book 2. Almaty:
Computer Publishing Center of the Institute of Philosophy and Political
Science, 2001. —196 p. (in Kaz)

3.  The BIG BOOK of Music (Keith al-Musik al-Kebir) is a historical and
theoretical treatise of Abu Nasr al-Farabi. National Encyclopedia
"Kazakhstan", Almaty, "Kazakh Encyclopedia", 1998 Volume 6. (in Kaz)

4, Bakhtin M.M. To the philosophy of action: Yearbook, 1982-1984. - M .:
Science, 1986. (in Russ)

5. Nurlanova K.Sh. A Human and The World: Kazakh National Idea // Central
Asian Journal of Art Studies, N22, 2017. — P. 31. (in Russ)

K.Ll. HypnaHoBa
T.K. XypreHoB aTbiHAarbl Ka3aK ¥/TTblK 6HEP aKaeMMUSIChI,
Anmartsl, KazaKkctaH

KA3AK A9CTYPJ1l MOAEHUETIHAEr 9JIEM POMI3JAEPI

AxpaTna

Makanaga enemMaik KMHO TapuxblHAafbl 3epaeni MHTposepT-kahapmaHaap M. AHTOHMOHU, P. PennnHn
*oHe U. beprmaH dmvnbmaepi mbicanbiHAaa eHep NCUXONOrUSACHI TYPFbICbIHAH KapacTblpblnagbl. MIHTpoBepT
KahapmaHaapablH KyWi WbIHaWbIbIK }aHEe CbIPTKbl 81eM Typasbl 63iHAIK TYCiHIKTepi M.AHTUHUOHUAIH,
«ce3imaepai HenTpanusauusanay» Teatponoruscol, P.PennnHUIiH WoiFapMallblbliFbIHAAFbI «©36€TiHAIK
peanuam» NoaTUKachl, N.beprmMmaHHbIH «9K3UCTEHULIMANUCTIK MOTUBTEPI» XOHE KaKTblFbICTap HeridiHae
TangaHagbl. COHbIMEH KaTap, eHepaiH eMec, KoMMepunsnayablH, MPUHUMNTEPIHEH TypaTbiH TOPT YATTbIK
KMHOMaTorpadus Typanbl Co3 Ko3fanaibl. 3KpaHAa KepiHic TabaTblH MHTPOBEPT-KahapMaHaap pomaHabiK
oHe No3TUKablK GpopMaarbl WbiFapmanap3epaeni KWHoMaTtorpadKa ToH cunatrarbl aBTOP/bIK KMHO
Maceneci peTiHAe aBTOPMEH 63eKTeHaipineai.

Tipek ce3paep: a51emM KUHOCBI, M.AHTOHWOHU, ®.Dennnnn, N.beprmaH, eHep NCUXONOrUSACHI, UHTENNEKTYaN
Keninkepnep, MHTPOBEPT, VITTbIK KWNHOMaTorpadms.

K.ll. HypnanoBa

Kazaxckas HaunoHanbHas Akagemus nckyccts um. T. XKypreHoBa,
Anmartsbl, KasaxctaH

CUMBOJIUKA MUPA B TPAAUMLIUOHHOM UCKYCCTBE KA3AXOB

AHHOTaUMA

CtaTbsl NOCBSILLEHA aHaNNU3Y U XapaKTEPUCTUKE Co3epLaHns KaK cnocoba BbipaXKeHWUs OTHOLLEHNUS K MUPY,
OTHOLLEHHWS YENOBEKA M MUPA KaK M3HaYanbHON OpraHM4yecKn B3aMMOCBA3aHHOM LIENOCTHOCTU. BaxHo,
YTO PacCMOTPEHUE YHUBEPCASbHbIX NPEACTaBAEHWUI JAaET BO3MOXHOCTb YBMAETb CUCTEMY, KOTOPAs IEXUT
B OCHOBE TPaAULMOHHOIO MMPOMOHMMaHUS. B cTaTbe 0TMEYaeTcs, 4TO BCE U3HEHHOE CaMOYyBCTBUE
KOYEBHMKOB NMPOHWKHYTO OCO3HAHWEM [NTYGOKON M rapMOHWYHOW B3aMMOCBA3M YelI0BEKa U M1pa.
KnioueBble cnoBa: KO4YEBHUK, MUPOMOHMMaHKe, BOCMPUSTUE, TPAAMLIMOHHOE, KapTuHa MUpa.

32

Central Asian Journal of Art Studies N3|2018



CgeneHus 06 aBrope: Hypnanosa Kanat [1IbiHkoxKaeBHa - 10KTOp
¢unocodcknx Hayk, npodeccop Kazaxckorl HallHOHANBHOH aKafieMHH
uckycerB umenu T.K. JKyprenosa

e-mail: kaznai.nauka@mail.ru

Agtop Typanbi magimer: Hypnanosa Kanat [IbiHKOXKaKbI3bI - pusocodust
FBITBIMIAPBIHBIH 1OKTOPBI, TIpodeccop, T.K. JKyprenosa atsinaarsl Kasak
VITTBIK 6HEP aKaieMHUsIChI

e-mail: kaznai.nauka@mail.ru

Author’s data: Kanat Shyngozhaevna Nurlanova - Doctor of Philosophy,
Professor, T.K.Zhurgenov Kazakh National Academy of Arts
e-mail: kaznai.nauka@mail.ru

33



810G | €N S9IPMIS WY Jo [eUInOf UBISY [B1}UID)

34



\ 4

A NEW TURN
IN THE ART
OF KAZAKH
DIRECTING

ART STUDIES

MPHTH 18.45.07

B.K. Nurpeis ',

'T.K. Zhurgenov Kazakh National Academy of Arts,
Almaty, Kazakhstan

M.B. Zhaxylykova 2,

2T.K. Zhurgenov Kazakh National Academy of Arts,
Almaty, Kazakhstan

A NEW TURN IN THE ART OF KAZAKH DIRECTING

Abstract:

This article is devoted to the study of innovative trends in creativity of people’s artist of the USSR, a prominent
educator, Professor A. Mambetov, who came to the Kazakh theatre direction in the 50’s of 20th century. He
developed traditions of Kazakh theatre such as the epic, poetics and the richness of the metaphor of stage
speech, and delivered the performance of the domestic precision with the aim of developing the dynamics

of the stage action. The article analyzes the performances which by its figurative-metaphorical solutions
increased rhythmic and plastic side of performances, revealed semantic depth. The article also reviewed
examples of how A. Mambetov raised to a new level the Kazakh theatrical art performances by the best

samples of Kazakh and world drama plays.

Key words: theater, art, classic, performance, set design, director, actor.

Introduction

If we cast a glance at the history of
Kazakh theatre, we will see that a number
of prominent stage directors have made a
contribution to the development of Kazakh
theatrical art. Among them is the People's
Artist of the USSR, laureate of the State
Prize of the USSR and the KSSR, People’s
Hero Azirbaizhan Mambetov who joined
the Kazakh theatre in the 1950s and
brought important innovations to Kazakh
stage. At that time in many Soviet theatres

a generation of renowned directors who
opened up new horizons in their profession
came in sight. There were N.P. Okhlopkov,
O.N. Yefremov, A.V. Efros, M.A. Zakharov in
Russia, V.Panso in Estonia, M.Tumanishvili in
Georgia and others. Azirbaizhan Mambetov
who worked at the Kazakh Academic Theatre
named after M.Auezov belonged to that
cohort.

The renowned master of Kazakh theatre
and cinema, great artist, wise mentor,
professor Azirbaizhan Mambetov takes an
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important place not only in the local, but in
the world culture.

He went down in history as an artist with
a peculiar creative style who maintained
a busy directing career. For more than 35
consecutive years he served as the head
of the theatre named after M.Auezov that
was a flagman Kazakh theatre, and made
it famous throughout the world. He headed
the Union of Theatre Workers of Kazakhstan
for more than twenty years. At the same time
as a deputy of the Supreme Soviet of the
KSSR and the member of party committee of
the city he performed numerous duties. He
was a prominent figure of social and cultural
life of the Republic and dedicated years to
doing important work and contributing to the
development of culture.

After the country had gained
independence, he successfully staged
Birzhan-Sara and Kyz Zhibek at the newly
opened Opera and Ballet Theatre named
after K.Baiseitova in Astana. Being the head
of the Musical Drama Theatre named after
K.Kuanyshbayev, he spared no effort to
develop the young theatrical company. He
helped to enliven the cultural life of Astana.
In retrospect, the eventful life of the great
master who turned into a legend all over
the world can be seen as an example of
dedication to theatrical art.

Methods

Theatre critic L.l.Bogatenkova wrote:
"A.Mambetov is one of the brilliant
representatives of director-dominated
theatre who bravely and enthusiastically
uses directorial devices that have formed in
the world theatre. Despite the fact that he
mastered skills of contemporary directing to
perfection, Mambetov continued to develop
the best traditions of Kazakh theatre: its
epic grandeur, poetry and musicality, and
the richness of the stage language with
metaphors. He proved that he was a real
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artist of his nation'. [2,11] In these words
she accurately characterized peculiarities

of Mambetov's directing style. In fact, it

is not difficult to ascertain now that in

the A.Mambetov's performances done in
accordance with his directing principles there
were spectacular achievements in terms

of stage adaptation of national classics.

It is worth mentioning Abai, Karakypshak
Kobylandy, Aiman-Sholpan, Karagoz by
M.Auezov, Kozy Korpesh-Bayan Sulu by
G.Musrepov, Mother Earth by Ch.Aitmatov,
Blood and Sweat by A.Nurpeisov and others.
The national style of acting in the above-
mentioned performances reached a new
quality level.

From the first steps in his career at the
Academic Drama Theatre named after
M.Auezov A.Mambetov understood well one
thing. That to bring innovations to Kazakh
theatre he would have to reconsider national
stage traditions, to single out the necessary
ones and to reject the rest. It was the only
possible decision. The young director started
to gradually introduce his method.

In his first year at the theatre the director
faced a lot of problems. They arose because
he came to the theatre with fully formed
traditions. Nobody doubted these traditions
there. However, in other cities, for example,
in Moscow where the audience was very
discerning, theatrical art was developing in
a new way following the call of the times.

At that period even in Moscow theatres
there were no performances staged in a
traditional psychological way. And being

a demanding director, A.Mambetov
understood that the status quo of Kazakh
theatre that kept aloof from any radical
innovations was such that it necessitated
fundamental changes. He applied himself to
the task with ardour of youth. His directorial
devices clearly manifested themselves in
his productions revealing his civic stance
and artistic views. The energetic directing
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style of Mambetov embodied new artistic
principles. As a talented and progressive
director of his time A.Mambetov tried to
make acting subordinate to his elaborate
directorial decisions and the main idea of the
performance. Carrying on the traditions set
up by the experienced theatre practitioners
of the previous generations, Mambetov
resorted to those elements of national
acting school that could be adapted to

his needs. He did his best to avoid clichés
and tried to bring a touch of novelty into
crystallized acting devices. Before that time,
acting tended to dominate the stage in
Kazakh theatre, and now directing being on
a par with it, acting turned into an important
integral component of the performance.

Results

In 1958 the young director A.Mambetov
staged A Wolfling under a Hat, a comedy by
K.Mukhamedzhanov that posed a number of
topical questions for that time. It is common
knowledge that this production caused
heated debates between its supporters and
opponents. Such prominent theatre figures
as Sh.Aimanov, T. Akhtanov and Z.Shashkin
published their not very favourable reviews
in the press. These articles dealt not only
with the flaws of directing and acting but also
contained fair critical opinions concerning
the shortcomings of the play itself.

Taking into account these critical
opinions, he successfully directed such
comedies as A Matchmaker Has Come
by K.Mukhamedzhanov, At the Party by A.
Tazhibayev, Hey, Girls! by K.Shangytbayev
and K.Baiseitov. A number of comedies that
started with The Servant of Two Masters
by Goldoni became an important part of
Mambetov’s directing. He took the lead in
staging comedies on Kazakh stage. He tried
to explore genre conventions of comedy, the
nature of laughter and artistic means using
a set of directing criteria. That is why in his

productions there are no satirized characters
whose presence might have brought light-
hearted humour. Everything stems from
peculiarities of the play and develops in a
natural way.

After that Mambetov decided to prove his
strength in a classical comedy and in 1960
directed Aiman-Sholpan by M.Auezov. These
were his first steps in staging masterpieces
of Kazakh classics. The production of
Aiman-Sholpan was hailed in the press as
his first artistic achievement. But critics
did not pay enough attention to the fact
that in this performance he had brought
some innovations: had stripped the stage
of unnecessary everyday objects and had
skillfully used music to express the idea of
the production. Not analyzing in great detail
the acting of the cast, the reviewers seemed
not to notice the striving for innovation that
permeated the performance. Despite that,
the young director who started to believe in
himself now wanted to stage a serious play
based on a conflict of complex characters
and capable of giving the director and the
cast an opportunity to look for new artistic
solutions.

In 1962 Azirbaizhan Mambetov decided
to stage Abai tragedy by M.Auezov and
L.Sobolev. The director understood very
well how valuable Abai's legacy was to
Kazakh people. This meant that he had to be
especially careful staging the play. He also
remembered that the stage version of 1940,
and the image of Abai in particular, received
great critical acclaim and was very dear to
the audience.

A.Mambetov had a new perspective on
the play and worked on it using a different,
fundamentally new method to distinguish
it from the first version based on The Path
of Abai novel. He perceived historic events
from contemporary point of view. To create
dynamic action he refrained from showing
details of everyday life on stage. Using
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metaphoric solutions, he strengthened the
rhythmic, physical side of the performance
and made subtext underneath the words
palpable.

In the process of staging Abai tragedy
Mambetov made the main character, a
great Kazakh poet, a true son of his nation
defending the interests of ordinary people.
This method “hints at the fact that the path
of Abai is the path of the nation” [3, 119].
So, Abai always shared with ordinary people
joys and sorrows of their everyday life. While
staging the play, the director showed Abai
as a fighter and supporter of ordinary people
and in every scene strived to stress these
traits of his personality in acting. This artistic
solution was close to the idea of the play.

The most important thing was that in
this performance A.Mambetov was able to
fully express his ideas of “new turn”, i.e. of
revitalizing artistic means and abandoning
acting clichés.

Tankbinay

Itis common knowledge that in Kazakh
theatre the art of declamation stemming
from folk poetry and the art of folk performers
was highly appreciated. For Kazakh actors it
was of utmost importance to pay attention to
the spoken word and the manner of reciting.
In 1926 — 1960 in performances based on
the national classics the art of declamation
was the strongest side of the production.
The figurative language of Abai tragedy full
of aphorisms, the portrayal of characters in
a philosophical manner and combination
of multiple plots gave the actors a great
opportunity to develop action through words.

The director understood well that the
actors possessed a unique ability in working
with the spoken word. However, as a director
he wanted to create a dynamic conflict in
the performance. For AAMambetov it was
not enough to stage a play in the traditional
psychological mode. Thoughtfully looking
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into the past of his country, the astute
director came to a conclusion that he could
show the pace of history through a dynamic
rhythm of action. In other words, using an
energetic rhythm he did not have to divide
the multi-event play into separate acts

and could present it as a whole theatrical
piece. In order not to slow down the rhythm
of the performance the stage settings

had to be changed quickly. To achieve this
aim the director significantly reduced the
number of props and made space for a free
movement of actors. Mambetov deliberately
avoided showing the minute domestic and
ceremonial details to foster the escalation
of dramatic conflict, continuous flow of
action and smooth scene progression. At
the same time, the few props necessary

for development of action served as

"visual signs". They added information on
the character of dramatis personae. (For
example, the book in the hands of Kerim
meant that he was a learned man). A quick
change of settings was an unexpected
novelty for the actors who got used to playing
in traditional historical performances.
Instead of familiar yurts and silk carpets
there was on stage only their symbolic
representation. Through this Mambetov
helped the actors to brilliantly demonstrate
their psychophysical abilities not shadowed
by the unwieldy props. The attention of the
audience was focused only on the actors.
The actors had to convey the feelings and
ideas of their characters with energy and
precision.

The continuous flow of action and
uninterrupted chain of events implied special
intensity of acting. In the years following the
staging of that performance the troupe was
not able to unlock its potential and played
in a perfunctory manner. Some performers
who got accustomed to the pompous style
of traditional acting did not seem to fit into
the production. In the process of staging
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there was increasing controversy over the old
and new ways of acting. The actors who got
used to the psychological nuances peculiar
to the traditional way of directing could not
fulfil the task set by A.Mambetov that implied
collective work on the complex material
requiring high professionalism. In other
words, the director wanted the actors to be
the sole creators of their characters.

Although in Abai of 1962 there could be
seen a number of achievements, such as
a completely new artistic solution, unlike
that of 1940, topical ideas, unparalleled
dramatic power and impressive crowd
scenes, it lacked in-depth exploration of
the characters' psychology. For that there
were several reasons. The first one was the
manner of acting, especially that of the
performer of Abai, which was not remarkable
enough. Whereas in the 1940 version
Sh.Aimanov showed the spiritual downfall
of Kerim with philosophical complexity, in
the production of 1960 K. Karmysov created
the image of an ordinary envious person
decreasing the caliber of the role. Reduced
tension in the conflict between Abai and
Kerim resulted in the fact that the figure of
Abai also seemed less important. Despite
the fact that |. Nogaibayev revealed the
inner life of Abai really well, his character
did not have an equal opponent and as
a result the philosophical significance of
the performance diminished and its main
emphasis was changed. It looked as though
Abai was only fighting with the supporters of
outdated traditions, which meant that outer
conflict received much more attention in the
performance.

With the passage of time the actors
began to feel confident and free in this
strictly structured performance. They got
accustomed to the directorial solution
that at first seemed so unusual to them
and gradually reached the state of artistic
freedom.

Mother Earth was one of the influential
performances that fostered development
of Kazakh school of acting and changed
the perception of actors' life on stage.
The theatre that only a few years before
had successfully adopted an intellectual
manner of acting was able to demonstrate
in this performance the whole gamut and
intensity of emotions. The complex stage
language and expressive artistic solutions
applied by the director AAMambetov made
the actors refuse from slow exploration of
their characters that was typical of their
predecessors. The dynamic rhythm of the
performance left no room for idle rhetoric.
Everything was measured. The task set for
the actors was to show with the help of a
limited number of indispensable techniques
the objectives and inner world of their heroes
and, reflecting in acting their civic stance,
to create three-dimensional characters. Itis
worth mentioning that the actors managed
to do this task not straight away. However,
the young generation of actors in the troupe
fulfilled the strict director's demand very well.
This period that went down in the history of
Kazakh theatre as "the era of Mambetov"
can be described as the golden age not only
of the Kazakh Academic Drama Theatre
named after M.Auezov but also of Kazakh
theatre in general. The years from 1965 to
1990 when Mambetov maintained a busy
directing career were the happiest time for
Kazakh theatre. A constellation of stars from
the troupe left their mark in history.

Conclusion

A.Mambetov staged classical works in
a new way and skillfully showed in these
productions a talent for improvisation,
declamation and singing peculiar to Kazakh
actors which they inherited from folk
performers.

A.Mambetov put on the best Russian
and European plays and thus broadened
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the artistic range of directorial work. His
popular and long-lived productions such as
Don Juan's Feast (Don Juan or the Love of
Geometry) by M.Frisch, Stars of Vietham by
V.Kupriyanov, Coriolanus and Romeo and
Juliet by W.Shakespeare, Uncle Vanya by
A.Chekhov impressed the spectators with
the director's power of imagination and

his keen sense of the pulse of time. These
performances were highly appreciated
because of their capacity for showing

the inner world of a person, acuteness of
social problems and civic-mindedness of
the troupe. Mambetov’s productions that
enchanted the audience by the magic of his
directing were also on tour in other republics
of the USSR. Even the discerning spectators
of Moscow theatres who had seen a lot of
good productions enthusiastically applauded
to A. Mambetov’s talent more than once. The
fact that such theatre stars as Oleg Efremoy,
Michael Ulianov, Oleg Tabakov, Kirill Lavrov,
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Hypneiiic B.K., JXakcbinbikoBa M.B.

T.K. XypreHoB aTbiHAafbl Ka3akK ¥/TTblK 6HEP aKaeMMUSIChI,

Anmartsl, KazaKkctaH

KA3AK PEXXUCCYPA OHEPIHAETI )XAHA BETB¥PbIC

AxparTna:

MaKanara Ka3saKk TeaTp pexuccypacbiHa 6TKEH FacbipAblH eNyiHLWi XblNAapbliHbIH COHbIHAA KeNin KoCblFaH
KCPO xanblk apTuci, KemeHrep ycras, npodeccop 8.MoMOETOBTbIH PEXUCCYpPaFa oKeNreH TbiH XaHanblKTapbl
apkay 6onabl. On Ka3aK TeaTpblHbIH, 6YPbIHHAH KasbINTaCcKaH A9CTYPAEPIH: aNUKabIK KEHAITH, MO3TUKACbIH
YKOHE caxHanbIK TiNiHiH MeTodopanblK 6anbIFbiH OAaH 8pi JaMbiTa OThbIPbIMN, CaxHasblK 9PEKETTIH KapKblHAbI
AaMybl YWiH CNeKTaKNbAi TYPMbICTbIK A9N4IKTepAEeH axblpaTTbl. KOnbinbIMHbIH, 6erHenik-metadopanbik
LeLwimMi apKbl/ibl OHbIH, bIPFAKTbIK, MIACTUKaNbIK afblH KYLWEWTiN, Co3 acTapblHAaFbl TEPEHAIKTEePai alwa
GiNreHi HaKTbl CNEKTaKIbAep HerisiHae TanaaHabl. ¥/bl CypeTKEp YATTbIK XXaHe aneMaiK ApaMaTyprusiHbliH 03blK
YArinepiH caxHafa WhblFapbin, Ka3akK TeaTp eHepiH cananblK caTblFa KeTepe anfaHbl KeHiHEH KapacTblpblgbl.
Tipek ce3pep: TeaTp, WbiFapMallblibiK, CMEKTaKNb, cUueHorpadus, pexnccep, aktep
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Hypneuc B.K., }KakcbinbikoBa M.B.
Kasaxckas HauynoHasnbHas Akagemusi uckycctB um. T. XKypreHoBa,

Anmartsl, KasaxctaH

HOBOE BESAHUE B KA3AXCKOW PEXXUCCYPE

AHHOTaAUMA:

CraTbsl NocBsilLeHa nccneaoBaHMio HOBAaTOPCKMX TeHAEHLMI B TBopYecTBe HapogHoro aptucta CCCP,
BWAHOro neaarora, npodeccopa A. MambeToBa, KOTOPbLIN MPULLEN Ka3axCKylo TeaTpabHY0 PeXUCCypy B
50-x rogax XX Beka. OH pa3Bua TpaauLLIMKM Ka3axCKoro Teatpa, Takue Kak anu4HOCTb, MO3TUKY U 6OraTtcTBo
MeTadopbl CLLEHNYECKON peYu, a TaKKe M36aBua CNEeKTaK/b OT 6bITOBbIX TOYHOCTEN C Liefblo Pa3BuTUS
OMHAMUKK CLLEHNYECKOro aencTBus. B cTaTbe aHann3npyoTcs CNeKTakIn, KOTopble MOCPEeACTBOM 06pa3Ho-
MeTadOpPUYECKOro PELLEHNS YCUINAN PUTMUYHECKYIO U NNACTUHECKYIO CTOPOHY MOCTaHOBKM, PACKPbINU
CMbIC/IOBYIO [TyOUHY. B cTaTbe TaKKe paccMOTpeHbl NpUMepbl TOro, Kak A. MamM6eToB NOAHAN Ha HOBbIH
YypOBEHb Ka3axCKoe TeaTpal/ibHOE UCKYCCTBa NyTEM NMOCTAHOBOK yYWwnx 06pasL,oB 0Te4eCTBEHHOM U MMPOBOK

ApamMatypruu.
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M.A .Xamuposa '
'TocynapceTBeHHast KoHCepBaTOpPHs Y30eKUCTaHa
(TamikenT, ¥Y36ekucran)

O KOHLUEINLUHWHA
PASBUTUS
CKYCCTBO-
EAEHUS
Y3BbEKUCTAHA

O KOHLENLIUN PA3BUTUA UCKYCCTBOBEAEHUSl Y3BEKUCTAHA

AHHOTauMA

HacTosilas ctatba npeactaBaser co60i NonbITKY onpeaenTb CoaepHaHune, Cnocobbl akTyanusaLmu,
bYHKUMK, 334341, METO/bI, NOAXOAbI, LLEHHOCTHbIE YCTAHOBKW U 06 EKTHI MUCKYCCTBO3HAHUA KaK HayKu

06 1cKyccTBe. PaccmatpuBaloTcs UcCieoBaTeNbCKME METOAbI (AaHaNOrMK, CpaBHEHWS, SKCMEPUMEHTHI,
HabMoAeHUA, NPEACTaBNAIOLWMIA COBOM aKTyaNlbHYI0 NPOGAEMY MU TEHAEHLIMIO, UHCTPYMEHTAPUIA, aTPUBYLIUH,
TBOPYECTBO KOIEKTUBA W OTAESbHbIX GUTYP), B YUC/E KOTOPbIX CUHTETUYECKU-UHTEPNPETALIMOHHbIE,
KPUTUYECKM OLIEHOYHbIE, Pa3paboTOYHO-NOKaNU3aLUOHHbIE, GOPMabHO-CTUIUCTUYECKUIA aHaNn3

(Mopdonorus, CMHTaKCHUC, CeEMaHTMKa). BaxkHoe MecTo MMeetoT NOAX0Abl (KOMMAEKCHbIN, naeorpapuyecKkum,
MUCTOPUKO-KOHTUHYYMHbIN, CTPYKTYPHO-aHaNUTUYECKUI, ONUCAHUE KaK BOCCO3aHNe PEKOHCTPYKLMU ABNEHUN,
NOBECTBOBAHME KaK rpynnuMpoBKa 1 BOCNpou3seleHne COObITUMHOCTH, aHann3 KaK BbISB/IEHUE BHYTPEHHUX
CBA3€eN, 3aKOHOMEPHOCTEN BELLEN, CUCTEMATU3ALMSA, KnacCcubUKaLms, 0606LeHME).

KnoueBble cnoBa: cBoicTBa, GYHKLMU, 384241, TUNONOTMYECKUE XapaKTEPUCTUKU, METOAONOMUSA, METObI,

noaxoAbl, CUHTE3, TEOPETUHECKOE UCKYCCTBO3HAHHKE.

BBepeHue

MCKyccTBO3HaHMeE, onupasch Ha
nepenoBble AOCTUKEHUS MUPOBLIX
M OTEYECTBEHHbIX Hay4HbIX LWKOJ,
3HaAYUTENbHO pacLnpuUio chepbl CBOETO
BAUSIHUS 3a4a4YaMu NegarorMyeckon,
COLIMONIOrMYECKOM, ITUKO-MCUXOSIOTMHECKON
HanpaBfIEHHOCTH, MPeoaosieB
TpagnLMOHHbIE PAMKW NCTOPUN, TEOPUU
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W NponaraHibl MCKYCCTBa, a TaKxe
XY[IO}KECTBEHHOM KPUTUKN. OO6beanHAN B
cebe TeaTpoBeEHNE, My3blKOBEAEHME,
KWHOBeaeHue, 6aneToBeaeHue,
LMpKOBeaeHWe, UCKyCCTBOBEAEHWE
(nnacTuyecKne UCKycCTBa), My3eeBeleHUe,
AN3alH, apXUTEKTYPHbIM AEKOP, OHO
n3y4aeT pa3dHoobpa3Hble BUbl U KaHPbI
TPaAMLMOHHOIO, akageMHU4YeCKoro,
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COBPEMEHHOr0 UCKYyCCTBa BO B3aUMOCBA3HU
C COLManbHOM XXM3HblO 06LWECTBA, C
pa3nuyHbiMK apTedakTaMmn B AMHAMUKE
U TpaHchopMaLUSX, a TaKKe B
NUCTOPUKO-TEOPETUYECKOM, NPOBNEMHO-
aHanuTU4YecKoM, NPOCTPaHCTBEHHO-
BPEMEHHOM OCMbIC/IEHUM.

B 06beKTUBE UCKYCCTBO3HAHMS
- BOMPOCHI cogepKaHng 1 Gopmbl,
0COBEHHOCTHN pa3BUTHUS, CBOMCTBA,
cneundunKka, GyHKLUMKU pasHbiX BULOB
W }aHpoB MCKyccTBa. lNpeanonaras
BCECTOPOHHEE PACKPbITUE CYLHOCTH
0ObeKTa KaK B €IMHUYHOM, HarfnsiHOM,
KOHKPETHO - YyBCTBEHHOM, TaK B
0COBEHHOM U1 06LLEM BblpaXeHuH, a
TaKe BO BCEBO3MOXHbIX COYETAHMAX
W 3aKOHOMEPHOCTAX; pa3pabaTbiBas
BOMPOCbI PO/, MECTa U 3HAYEHMUS
apTedaKToB B CUCTEME LIEHHOCTEN,
Habnoaaa TBOPYECKYIO NPaKTUKY,
WCKYCCTBOBEAEHME OLIEHUBAET,
WUHTepnpeTupyeT n 0606LWaeT npouecc.
HacTtanBaeT OHO Ha BbISIBIEHUU
AOMWHUPYIOLWNX TEHOEHLINNA,
MAEHTUDULMPYIOLLNX, UHTETPUPYIOLLUX,
TUMNONOrMYECKUX, COLIMANU3UPYIOLLINX
NpPM3HaKoB UCKyccTBa. N Bce aTo B
COBOKYMHOCTK 06ycnaBnnBaeT Npo6aeMHo-
TeMaTU4YEeCKYI0 OCHOBY MCCNeaoBaHUM
B paMKax TeX WM UHbIX UBMEPEHWUN,
OKa3aBLIMX CYLEeCTBEHHOE BAUAHWE Ha
cofieprKaHne U KayecTBO NMOUCKOB.

XynoxKecTBeHHas KpUTUKa
npu3BaHa OCYLLECTBNATb YINYONEHHbIN,
BCECTOPOHHUI (PpopManbHO-
CTUJINCTUYECKUI, KYNbTYPHO-UCTOPUYECKNH,
CTPYKTYPHO-TUMONOMMYECKNIW) aHanns3
npoun3BeaeHNn UCKYCCTBA, UCMOJb3ys
HOBENLINE METOA0NOINYECKNE
NoAXoAbl, UHCTPYMEHTaAPUU, OLLEHOYHbIE
KpUTEpMK, OTBEYaloLLIME BO3pacTatoWmm
TpeboBaHUSAM HayKu U TEXHUKK. CheayeT
OTMETUTb CUHTE3NPYIOLLME MPUBHAKHK
NCKYCCTBO3HaHUS, HabNoJaemMble KaKk

BO BHYTPEHHEM, TaK M BO BHELLHEM €ro
ObITOBaHUMW.

N ecnn B nepBoM ciydyae peyb aeT 06
aKKyMyIMpPOBaHWM CYMMbl COOCTBEHHO
WUCKYCCTBOBEAYECKMX MO3HAHWIN, 106bIThIX
B PAMKax pPOJCTBEHHbIX CneuuanmM3aumm;
0 NPeoaoneHnn y3K0o AUCLIMNAMHAPHbIX
rpaHuL, ocBelleHuUs maTepuana 1
NepcrnexkTUBe Bbixoda Ha YPOBEHb
TEeopeTUYECKMX 0600LLEHNI, TO BO BTOPOM
- MOXHO roBOpuUTb 06 06bEeANHEHNU
WUCKYCCTBOBEAEHMSA CO CMEKHbIMMU
ryMaHUTapHbIMU HayKamMu, TaKUMHU
KaK uctopus, ¢punocodpus, punonorus,
CoLMONOoruns, 3KOHOMMKa, negaroruka,
NCUXONOIUS, apXeonorus, KynbTyposnorus,
YTO Aa€T BO3MOKHOCTb LLMPOKOIro
W LLENIOCTHOIO MPOCTPaHCTBEHHO-
BPEMEHHOro, 06 bEKTHO-NPEAMETHOIO
oxBaTa U U3y4eHWUs XyNoXKeCTBEHHOM
peanbHOCTU; BbIPAabOTKM HOBbIX
TEXHOJIOTMN U METOAMK, NO3BONIAOLLINX
KOMMJIEKCHO OCBETUTb MOCTaB/IEHHYIO
npo6nemy.

NHTerpupytoLine cBoncTBa
WUCKYCCTBO3HaHUS, akTyannsupyolimecs
Ha pPerMoHanbHOM U MMPOBOM YPOBHSIX,
NO3BONIAIOT BbINTK 3a npenenbl
JTIOKaNIbHOCTU U BAIUTbCS CO CBOUMM
pa3paboTKamu B 0OLLMIK NPOLLECC;
060raTnTb yHMBEPCanbHOE HaLlMOHaNbHO-
3THUYECKMUM KOHTEHTOM, pacluMpuB
TEM CaMbIM HAy4YHO-MHTErpaLUMOHHOE
NPOCTPaHCTBO; CNOCO6CTBOBATL
CaMOpa3BUTUIO HALMOHANbHOM HayKK
NnocpeacTBOM TPAHCASALMKU MUPOBOTO
onbiTa Ha MECTHYIO MOYBY.

MeToabl

Ncnonb3yeT UCKYCCTBO3HAHUE
pa3Hoo6pa3Hble uccneaoBaTeibCKkue
METOAbl (AaHaNornun, CpaBHEHUS,
3KCMEepPUMEHTbI, HabntoaeHus,
obecnevynBaioLne LWNPOKO-NPeaMeTHOe
W Y3KO-AUCLUMNIMHAPHOE NPOHUKHOBEHMWE
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B MaTtepuan, NnpeacraBistowmnmn

Co60M aKTyasnbHYI0 Npobnemy unu
TEHAEHLMIO, UHCTPYMEHTapUK,
aTpubyumKn, TBOPYECTBO KONNEKTUBA

N OTAENbHbLIX GUTYpP), B YUCIIE KOTOPbIX
CUHTETUYECKU-UHTEPMNPETALIMOHHbIE,
KPUTUYECKM OLIEHOYHbIE, pa3paboTo4HO-
JIOKann3aunoHHble, dopMasibHo-
CTUIUCTUYECKUIM aHann3 (Mopdonorug,
CUHTaKCHUC, CEMaHTUKA), a TaKXe Noaxo/bl
(KOMMJIEKCHbIN, naeorpadU4ecKum,
NUCTOPUKO-KOHTUHYYMHBIN, CTPYKTYPHO-
aHaIMTUYECKUI, ONUCaHUEe KaK
BOCCO3/laHNEe PEKOHCTPYKLIMKU ABNEHUN,
NnoBeCTBOBaHME KaK rpynnupoBKa u
BOCMNpPOU3BEAEHNE COOLITUMHOCTY,
aHanM3 KaK BbISiB€HWE BHYTPEHHMUX
CBS13el, 3aKOHOMEPHOCTEN BELLEN,
cucTtemaTnsaums, KnaccuduKkaums,
06006L1eHME).

Ecnu meTog — cnoco6 AOCTUKEHMUS
Hay4YHOWM Lenun NocpeacTBoM
YyNnopsii0HEHHOM AEATENBHOCTH, TO YETKas
OpraHusaLms Hay4yHOro MblLLSIEHUS,
KPUTUYECKMUN NepecMoTp M3BECTHbIX
NnoaxoaoB K MHTepnpeTauum matepuana,
CTporoe ciefioBaHune JIOTUKE U TEXHONOM MK
€ro pacKpbITUS, nocnegoBaTenbHoOe
YCIIOXXHEHWE, HaCbIlLEHWE KOHUENMUMN U
TeopeTnyeckme 06006LEHNA COCTaBNAIOT
CYLHOCTb METOA0I0MMKU BOOGLLE U
METOAO0JIOMMMK UCKYCCTBOBEAYECKMX
TPYAOB B YaCTHOCTU, TO METOA0JI0I s
npeacTaBnsieT cobon cucTemy B3raaos,
COBOKYMHOCTb CneLnudruyecKnx
no3HaBaTesibHbIX CPEACTB U MPUEMOB,
Heo6XxoAUMBbIX AN rNyOOoKOro u
BCECTOPOHHEro M3Y4YEHUS UCKYCCTBa
B HEMOBTOPMMOCTHU, MHOrO06pa3nu
NPeTBOPEHMA U B3aMMOOTHOLLEHWH C
NENCTBUTENbHOCTbIO.

Pe3ynbrartbl
CoaeprKaHne NCKYCCTBO3HaAHUSA KaK
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0Cco60M KaTeropmn Hay4yHbIX U3bICKaHWUK
ob6ycnaBnnMBaETCs KOMMIEKCOM
$aKTOPOB: UHTEPECHOW TEMATUKOM U
XapaKTepamu; HOBM3HOW MAEN, SPKOCTbIO
3MOLMOHA/IbHOCTbIO BbICKa3bIBaHMUS,
NIEKCUYECKMM 6oratcTBoM, 06pasHbIMU
BbIpaXEHWUSMU, BK/1aIOM B TEOPUIO U
NPaKTUKY UCKyCCTBa. A ero LIeHHOCTb

- YPOBHEM COAEPKATENBHOCTH,
XYOOXECTBEHHOCTH, HAaNMUYNEM SPKO
Bblpa)X€HHON aBTOPCKON MbICIN.

MHoroe pelatot caMmn 0O6BLEKTHI
aHanmM3a, yMeHWe pacKpbITb TBOPYECKYIO
3ajavy, BOB/IEKAsA B KOHTEKCT
NUCTOPUYECKUIN, IOKYMEHTANbHbIN,
UNIOCTPATMBHbBIN MaTepuarn, UCNonb3ys
MeTadopbl, aHaNormu, CpaBHEHUS,
npuBneKas obLWUpHYto NuTepaTypy. A
KynbTypa cnoBa, CO6M0AEHNE HOPM
IMTEpPaTYPHON Y HAYYHOM 3TUKU B CBOIO
oyepeb roBopsT O WKWPOTE Kpyrolopa
aBTopa.

NcKyccTBO3HaHWe o6nagaet He
TONIbKO Matepuanom, NpobaeMaTMKkon,
METO0N0rMEN, HO U NOHATUNHBIM
annapaToMm, CUCTEMOWN 3HaHUN, KoTopas
oborallaeTcs N0 Mepe HaKoMIeHus
nuccnegoBartenbCcKoro 6asnca u onbiTa, a
TaKXKe Pa3BUTUSA TEXHUKU U TEXHONOTUM.
Hanbonee akTyanbHbl - CUCTEMHOE U
KOMMJIEKCHOE N3Yy4YEHNE UCTOPUN U TEOPUM
MCKYCCTBa B KOHTEKCTE EF0 MHOIFOBEKOBOIO
OMnbITa; aHa/IN3 BCEX €r0 BUAOB M XaHPOB
C TOYKM 3PEHUS CTPYKTYPHO-CMbICNOBbIX,
CTWIEBbIX XapPaKTEPUCTUK, HOBEMLLMX
TEHOEHLNIN U NepCcrnexkTuB; obobuieHne
npoLiecca Ha NnoyBe BbIBEHUS KaK
061X, TaK M MpUMeYaTEeNbHbIX ANS
Ka)X[0ro oTAeNbHOro TBOPYECKOIO AB/IEHNS
cneumMpuryecKkmx CBOMCTB; OCBELLEHNE
BOMPOCOB NOArOTOBKMU CNeLnanncTos
LLIMPOKOro MCKYCCTBOBEAYECKOrO Npodung,
BNadeoLLnX METOA0NOMMYECKUMMU
HaBblKaMKW aHanM3a 1 0600 EHNS
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XY[IOXECTBEHHbIX peasnui.

Aunckyccuna

Mpennonaraetcs B TaKTUYECKOM
W CTpaTernyecKoM nnaHax
N3y4yeHue pa3HoobpasHbIX GopMm
npogeccnoHasbHOro UCKyccTBa
Y36eKncTaHa € TOYKU 3PEHUS NIEKCUKMN,
aKKyMy/NIMPOBaHUS COBPEMEHHbIX
TEXHONOrMM, GOPMUPOBAHNUSA MOHATUHNHOIO
annapaTta W KaTteropmasbHOro MbllUEHUS.
He mMeHee BaXHO BbiiBNeHue cneunduxm
OTAEeNbHbIX UCKYCCTB, BK/ItOYas
aTpUBYTUBHYIO, UTPOBYIO, BepOasbHY0
4acTu U acneKTbl NPeoMAIEHUs B
HUX OPUTMHaNbHbIX, JTIOKANbHbIX,
YHUBEpPCasibHbIM BEPCUIM B Pa3/IMYHbIX
coyeTaHusIx, Mmaclutabax, NPoCTpaHCcTBax,
TEOPETUYECKUX U MPAKTUYECKUX
paKkypcax, ¢ y4eTOM 3aKOHOMEPHOCTEN
NMCTOPUYECKOIO pas3BUTUS 0BLLEMUPOBLIX
W TOKaNIbHO-3THUYECKUX YEPT.
Ocob60oe 3HavyeHne NpuaaeTcs
npy 3TOM OCMbICNEHMIO NPOBAEM
camooripegefneHus, NPUoPUTETHOCTH,
06pa3L,0BOCTU, OPUTMHANIBHOCTH,
Ka4yeCTBEHHOCTHU, KpeaTUBHOCTH
TBOPYECKOWN NPAKTUKK U COHETAEMOCTHU B
Hel pa3HbIX Co3uaaTeNbHbIX Havyasn nytem
CYMMMPOBAHMUS AOCTUKEHUIM B 06N1aCTH
OTAENbHbIX BUOOB UCKYCCTBaA U CUHTE3a
HaWAyyLWnx nx o6pasLoB.

B ycnoBusix ycuneHnss BHUMaHus
K MUPOBbIM U PErMOHASNbHbIM
npoueccam, Bo3pacTaHKa UHTepeca K
CUHTE3Y M afjanTtauun pa3HOBENNKNX
TBOPYECKMUX KOHLLEMNLMNA, LLKON, CTUNEN,
pa3Ho06pa3HbIX GOPM MOUCKA, MOKHO
rOBOPUTb O AMaNIEKTUKE U UHTErpaumm
He TONbKO B cdhepe TBOPHECKON
NPaKTUKK, HO U TEOPUHK, B NONb3Y
06beanHeHNs B 06061 a0LIEM NSTaHe
KaK MCKYCCTBOBEAYECKMX, TaK U CMEMKHbIX
HayK (TEOPETUYECKOW KYNLTYPOOrH,
COLIMONOIrNKU, IKOHOMUKU, GUNONOMUN,

dunocodumn, NCUXo0I0rmnn).

Pa3Hoo6pa3Hble BONPOChI, CBA3aHHbIE
C TEOPETUYECKUMM acreKTaMm UCKYCCTBa,
onpeaeneHMem ero yHnBepcanbHbiX,
cneundrUyYecKux NpM3HaKkoB U MecTa
B CUCTEME MMPOBOWN N OTEYECTBEHHOM
KyNbTypbl, TPEOYIOT, BBMAY AedurLUTa
NOHATUMHOrO annapara, NoNoSIHEHHUS
TEPMMHONOTMYECKOro cnoBaps n GoHaa
Hay4YHOW nuUTepaTypbl B MECTHbIX U
3apybexKHbIXx OUBNMOTEKAX, YTO B CBOIO
oyepenb CNYKUT ONTUMKU3aLMK y4eBOHOro
npoLecca B paMKax TBOPYECKMX BYy30B,
COBEPLUEHCTBOBAHMIO MPAKTUKH,
YKPENnNeHno MeXANCLUMUNINHAPHOIO
KOHTaKTa, BbIXOAY Ha YpPOBEHb
TEOPETUYECKOTO NCKYCCTBOBEAEHMUS.

A 3T0 0CO6EHHO BaXKHO B
HOBbIX UCTOPUYECKUX peasnnsix, 4To
KOppEeKTUpyeT Npo6eMHO-TEMaTUYECKYIO
HanpaBfIEHHOCTb UccneaoBaHWi B
pycne Kak BEKOBbIX, TaK U TbiCAYENeTHUX
U3MepeHUN, ybexxaas B He06X0AUMOCTH
aHanu3a LLenocTHOro npoLecca B pamKax
KPYMHbIX UICTOPUYECKHUX U reorpadrn4ecKmnx
namepeHuni. NMocKkonbKy Y36eKncTaH
SIBNSETCS MHOrOHALMOHaNbHbIM NO
3THMYECKOMY COCTaBY, OYEBWUIHA TaKKe
BaXKHOCTb U3Y4YeHUs TeaTpaNbHbIX KY1bTyp
HaLMOHaNbHbIX AMacnop, acneKTos
W pesynbTaToB B3auMoAeNCTBUSA
XYOOMECTBEHHbIX TPAANLIMIA Pa3fIUYHbIX,
NPOXMBaIOLNX Ha TEPPUTOPUMN pecnybInKK
HapoaoB.

3axnoueHme

CneumnanbHOro ocBeLLeHUs TPeDBYIOT
BOMNPOCHI MOArOTOBKM CMELMnanmcToB
B 06/1aCTU onepeTThbl, onepsbl, 6aneTa,
MYy3blKa/lbHOM ApaMbl, KYKOJIbHOTO
TeaTpa, TaHLEBaIbHOrO U LIMPKOBOIO
WUCKYCCTBa Y36eKNCTaHa, TeaTpaibHOM
KPUTUKKU. OcCTaloTCs OTKPbITbIMU NPOGAEMbI
MY3blKanbHOM PEXMUCCYPSLI, CLEeHOorpadum
My3blKallbHbIX NMOCTAHOBOK, AWPUKEPCKOTO,
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neBYeCKoro, xopeorpapuyeckoro
MacTepcTBa. HayT cBOero 4aca HapoaHble
1 o6nacTHble TeaTpbl, BOKa/IbHOE, XOPOBOE
N 0ETCKOe UCMOIHUTENbCKOE TBOPYECTBO,
aHcambneBas KynbTypa, UICTOpUS U Teopus
KOCTIOMa, XyJOXECTBEHHOI0 3TUKETa,
cpeacTBa Bblpa3uTeNbHOCTH 3KpaHa,
LMpKa 1 HaLKWoHanbHoro 6anerta.

MOKHO TaKe roBopuTb 06 OTCTaBaHUn
B 061aCTN My3eeBelIEHUS N IN3aNHEPCKOro
MCKYCCTBA, O CYyKEHUM reorpadpmm Hay4HbIX
N3bICKaHWI, OrpaHU4YEHN BOSMOXKHOCTH
nponaraHibl JOCTUXEHUA HaLMOHaIbHOM
HayKu 1 npodeccuoHanbHOro aMasnora 3a
npegenamMmun oqHON A3bIKOBOK cdepsbl, YTO
aKTyanuaupyeT He06X0AUMOCTb 3HaHUS He
TOJSIbKO rOCYAapCTBEHHOMO, HO M PYCCKOTO,
a TaK¥Xe [pYyrux MMpPoBbIX A3bIKOB,
CNyXalUX MeXHaLUnoHanbHOMY Hay4YHOMY
W KyNbTYPHOMY OGLLIEHUIO.

CeroaHsa Ha NOBECTKY AHS BbIWAK
W NPOAOJIKAIOT BbIXOAUTb B KAYECTBE
OOBbEKTOB U3YYEHUSA CUHTETUYECKME MO
BHYTPEHHEN 1 BHELLHEN OpraHM3auum
dopmbl, TaKWe KaK Tenetearp, Tefiedunom,
CNOPTUBHbLIN TaHeLl, TenecumMmapoaras,
3acTpaja v 6anbHbIM TaHel, Ha Nbay,
KMHOMY3bIKa, cumdobanert, Teatp
Ha Konecax, onepa Ha KOHLEPTHON
nnouiagKe, cueHorpadums B BUPTyarbHOM
NPOCTPaHCTBE, My3€eMHble AKCNOHAaThI,
HUBOMUCH, CKYNbNTypa, AW3alH Ha Manom
3KpaHe.

3Ha4uT, U UCKYCCTBOBEAEHMUE,
CylecTByloLlee UCKITIOYUTENIbHO B paMKax
cyry6o TeaTpoBefeHu s, My3blKOBEAEHUS,
KWMHOBeAEeHUs, My3eeBe/leHUs,
NJacTUYECKUX UCKYCCTB, HE MOXKET
CTPYKTYpMpOBaTb Matepuan n aatb emy
LUMPOKO pa3BEPHYTYIO XapaKTEPUCTUKY
N 06BEKTUBHYIO OLIEHKY. N B faHHON
CBS13M BCTalOT BONPOCHI KOMMIEKCHOIO
BOCNUTaHWS] TeaTpoBEAYECKUX KaapoB,
BNaAELWMX HAaBblIKaMK My3bIKallbHOIO
aHanusa, NPoYTEHUS OMEPHbIX NAPTUTYP.

46

Hanbonee TMnnyHble ansa
MCKYCCTBOBEAYECKWX TPYAOB HEAOCTATKM
- 3TO onucaTtebHOCTb, MHOIOC/I0BHE,
TUPaXKMPOBaAHNE U KOMMEHTUPOBAHUE
M3BECTHbIX MbIC/ien, 6e3agpecHoe
3aMMCTBOBaHWe maTepuanos n3
NHTepHeTa, TEXHUYECKNE, CTUIIUCTUYECKUE
¥ rpaMMaTtryeckue oWwmnbKn. Hepeaku
YNyLLEHUS B CTPYKTYPHOM OpraH13aumm
paboT, B 0pOpMIIEHUN HAY4HHOTO annapara.

Byayliee UCKYCCTBO3HaHUS
Y36eKncTaHa, 06yCcnoB/EHHOE LieSbiM
pAooOM GaKTopOoB (NOBbLIWEHUEM YPOBHSA
npodeccnoHanbHON NOArOTOBKU HayYHbIX
KalpoB, MOpanbHON U MaTepuanbHOM
3aMHTEPECOBaHHOCTLIO CMNeLNanncToB
B Hay4YHO-UccneaoBaTeNlbCKOM
paboTe, oNTUMHU3aLMeEn AedATeIbHOCTH
COOTBETCTBYIOLLMX UHCTUTYTOB,
oTBeYalolLmxX 3a BocnutaHue
WHTENNEKTyalbHOrO0 NoTeHuMana
pecny6/MKu, NOBbILEHNEM PENTUHIA
HaLMOHAIbHOM HayKW, PENTUHTA
y4eHOro B MoOpaJibHOM U MatepuanibHOM
OTHOLLEHMSX), NpeagnonaraeT
KOHLEeNTya/lbHOE OCMbIC/IEHUE TEKYLLEN
peanbHOCTK C €e NOMCKaMM1, MHHOBaLMSIMU,
CUHTETUYECKMMM 06pa30BaHUAMM,
CTUJINCTUKOM U TEMATUKOM NPOU3BELEHNN
MCKYCCTBa, aKTyallM3npytoLmx
HaLMOHaNbHYIO UAELD, HanpaBEHHYO
Ha JyX HOBaTOpCTBa BO BCEX XXM3HEHHO
BaXHbIX chepax AeaTenbHOCTU YENOBEKA,
Ha cB060Yy TBOPYECKOIo CaMOoBbIparKeHNUs
W yny4leHWe KadecTBa XXU3HMU NloJen.

Ha ToM HacTanBaeT 1 peanusaums
pe3ynbTaToB UCKYCCTBOBEAYECKMX
TpyAOB B 06pa3oBaTe/ibHOM, Hay4HO-
nuccnenoBartefibCKon, npodeccnoHanbHON
chepax gesstensHocTn HUN, BY30B
KYNbTYPbl U UICKYCCTBA. A 3TO, KaK
M3BECTHO, JOPOroro CTOUT, MOCKOSbKY
HEenoCcpeACTBEHHO CBA3aAHO C
dopMHpoBaHMEM TBOPYECKOIO, AYXOBHOIO,
WHTENNIEeKTYallbHOro NoTeHLnana
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COBPEMEHHOro 06LWecTBa U 6yayLInx
MOKOJNIEHUI FparKaaH He3aBUCHMMOIO
rocyaapcTtaa.
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(Tashkent, Uzbekistan)

THE CONCEPT OF THE DEVELOPMENT ART STUDIES OF UZBEKISTAN

Abstract

This article is an attempt to determine the content, methods of updating, functions, objectives, methods,
approaches, values and objects of art history as a science about art. We consider research methods
(analogies, comparisons, experiments, observations, which represent an actual problem or trend, toolkit,
attribution, creative team and individual figures), including synthetic, interpretative, critically evaluative,
developmental and localization, formal and stylistic analysis (morphology, syntax, semantics). An important
place has approaches (complex, ideographic, historical-continuum, structural-analytical, description

as the reconstruction of the reconstruction of phenomena, narration as a grouping and reproduction of
events, analysis as the identification of internal relations, patterns of things, systematization, classification,
synthesis).

Keywords: properties, functions, tasks, typological characteristics, methodology, methods, approaches,
synthesis, theoretical art studies.
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TEHJEHLIAU
PASBUTUSI
COBPEMEHHOM
KA3AXCKOM
PE)XUCCYPbI

ART STUDIES

MPHTH 18.45.07

C.1. Ka6apuesa '

! Kazaxckast HauronasibHast AkajieMust HCKYCCTB
um. T.K. )KypreHnona,

Anwmatel, Kasaxcran

TEHAEHLU WU PA3BUTUSI COBPEMEHHOM KA3AXCKOW PEXXUCCYPbI

AHHOTaLMA

PaccmaTtpuBatoTca TeHAEHLUUN Pa3BUTUA COBPEMEHHOM Ka3axCKOW PEXMCCYPbl Ha NPUMepe CneKTaknen
npeacrtaBuTENEN MOIOAOIO MOKONEHNS U MO UTOraM pecnybanKaHCKoro TeaTpanbHoro ¢pectuBans 2016

roga. AHanmMaunpyeTcs HoBble MOAXOAbl U METO/bI, UCMONb3YyEMblE B COBPEMEHHOM TeaTpasibHOM UCKYCCTBE

N KaK OHM 6blIM NPUMEHEHBI PEXMUCCEPAMM PErMOHaNbHbIX TEAaTPOB Hallen pecnybnnku Ha pecTuBane.
BbIsiBieHbI MHTEPNPETaLMa TBOPHECKUX MOAENN MOUCKOB HaLMOHaNbHOM UAEHTUYHOCTH U NYTU FAPMOHUYHOTO
COEAMHEHUS TPaAMLIMIA KyNnbTYPHOIO Hacneams B KOHTEKCTE MOHMMaHUS naeun n Gopm akTyanbHOro
COBpPEMEHHOro Tearpa.

KnioueBble cnoBa: Teatp, CNeKTaK/b, PEXUCCEP, aKTep, MOMIOA0E NOKOJIEHHE.

BBepeHue

CoBpemeHHas Ka3axcKas pexuccypa
XapaKkTepuayeTca NnpodeccnoHas bHbIM
YPOBHEM MOJS1040r0 NOKOJSIEHNS, Npobaema
pPa3BUTUS KOTOPOIo A0CTAaTOYHO AONT0Oe

reHepauuu - bonata A6apaxmaHoBa

n QuHbl }ymabaeBon. Baymuunsble n
NbITANBbIE, 3TU PEKUCCEPDI, NPEXAE BCErO,
NPOAEMOHCTPMPOBASIM CaMOCTOSATENIbHOCTb
XYOOXECTBEHHOMO MbILLAEHHUSA U

BpemMs fiBNsNachb KpaeyronbHom ans
HauuWoHanbHoro TeaTtpa. OgHaKo
HECKOJIbKO NeT Ha3a[ NosBUINCE PKUe
CMNeKTaKIn npeacraBuTenen HoBoM

npodeccUoHanbHyto COCTOATENbHOCTb.
CneKktaknun b.A6apaxmaHoBa
3aNOMHUINUCh MHTEPECHBIM NPOYTEHUEM
ApamaTtypruyeckoro maTtepuasna, paboTton
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C aKTepamMu 1 BENMKONENHbIM aKTEPCKUM
aHcamb6nem (<Dawn Way nnun Jjopora BHU3
6e3 octaHoBOK» O.boraesa B CeBepo-
KazaxcTaHCKOM 061aCcTHOM Ka3axCKoMm
MYy3blKanbHO-ApaMaTU4YeCKoM TeaTpe
uMm.C.MyKkaHoBa), npoayMaHHOW paboToun
Haj Xy4oXXeCcTBEeHHbIM 06pa3oM CrneKTaKs
(«TpamBan «Kenanue» T.Yunosimca B
AKMOAMHCKOM 061aCTHOM Ka3axCKOM
MYy3blKa/lbHO-ApaMaTU4ecKoM TeaTpe
nm.LL.KycanHoBa), nonckamu HOBbIX
CueHUYecKknx popm («3apaBCTBYH,
benbin napoxoa» Y.AntmatoBa B CeBepo-
KasaxctaHCKOM 061aCTHOM TeaTpe KyKoJ).
[.X*KymabaeBa c NepBbIX Ke
NMOCTaHOBOK MposiBMNa TBOPYECKOE
6eccTpaluve, nopas3nB 3puUTenen
HecTaHAAPTHbIM PEXUCCEPCKUM
pelleHneM HaLlMOHaNbHON 1 MUPOBOW
Knaccuku. Eto nocTtaBieHbl CNeKTakau no
Bcemy KazaxctaHy. OHa ynopHO oTcTamBaet
CBOE NpaBo Ha cBO6OAY UHTEPNpEeTaLInM.
3a npouweglwue roabl ypoBeHb MacTepcTBa
[.*KymabaeBon, 6€3yCcnoBHO, BbIPOC.

Ha XXIV PecnybnukaHcKkom dectuBane
ApamMatmnyeckux teatpos 2016 roga B
AKTOGE yBEpEHHO 3aABWJI0 O cebe co
CUEHbl Monogoe TeaTpalibHOE NOKOEHME.
B nporpammy dectuBans 6o/ BKIOYEHDI
CMNEeKTaK/K, pa3Hble Mo KaHpy 1 Gopme.

MeToabl

CeBepo-KazaxctaHCKMit 06n1acTHOM
Ka3axCKW My3blKanbHO-ApamMaTU4eCKnK
Teatp M. C.MyKaHOBa npeacraBun
NOCTaHOBKY pexunccepa baatbipbeka
LLlam6eTtoBa «[ayblnnas 6aba -
KoxabepreH». HeyctaHHOE cTpemneHne
JaHHOW Tpynnbl NpopeccuoHanbHO
pa3BMBATbCS CMNOCOOCTBYET ee
NOCTOSIHHOMY Y4aCTHIO Ha Pa3HbIX
decTMBansix, NOMCKY HOBbIX CPEACTB
BblPa3UTENbHOCTH.

ATOT KONNEKTMB NEPBLIM CPeaU
Ka3axCKWX TeaTpoB Havyan ocBauBaThb

50

COBPEMEHHbIN CLLEHNUYECKMI 3bIK «<HOBOW
Apambl». NocTtaHoBKa nbecbl O.boraesa
«Dawn way» 3anoMHuIacb TOHHOM
rpaMoTHON pexknccypon b.A6apaxmaHoBa
N SPKMMU aKTEPCKNMMUK paboTamu.
CeBepo-KazaxctaHCcKMn 061aCTHON
Ka3axCKWUM My3blKanbHO-ApaMaTUYeCcKui
TeaTp um. C.MyKaHoBa «OTKPbUI» ANg
Ka3axCTaHCKMX TeaTpOB ApaMaTypruio
O.}aHangapoBa, He NOGOSABLUMCH
BECTU CO CLIEHbI YXECTKUI pa3roBop Ha
aKTyalbHble TeMbl. oMby YacTb TPYNMbI
COCTaBNAIOT BbINMYCKHWKM MECTHOIO BY3a.
B cBA3K C 3TUM, KaK 1 B APYrMx 061aCTHbIX
TeaTpax, eCTb onpefeneHHble Npo6sembl.
Ho MMeHHO aTa Tpynna oTin4yaeTcs
OrPOMHbIM XeflaHWeM COoBEpPLIEHCTBOBATb
aKTepcKoe macTepcTBo. [ToaTomy 6bin
npurnalleH TagXUKCKnM pexnccep bapay
A6ypa33aKoB Ha MNOCTaHOBKY «PeBU30pan.
Pa6oTta Hag komeaunen H.B.lorons
npeBpartunach B y4ebHbIM Npouece, B Xxoae
KOTOPOro UCMNOMHUTENM NOCTUIaNn CEKPETDI
aKTepPCKOro MacTtepcTea v B Utore
aobununcb NnpodeccroHanbHOro pocTa.

Ha dectnBane cnekraknem
«[laybinna3 6aba - Koxkabeprex»
CeBepo-KaszaxcTtaHCKuUi TeaTp
NPOAEMOHCTPUPOBAs NPUBEPHKEHHOCTb
nuctopuyeckon tematmnke. OgHaKko
pexunccep nonbitancsd HamTn COGCTBEHHbLIN
nyTb ee NoCcTUXKeHus. MNpexae Bcero,
HEeo6X0AMMO OTMETUTb, YTO JINYHOCTb
KoxkabepreHa - Noata v BOWHa, yHUKasbHa.
[epoi peHeccaHCHOro Tuna, YenoBeK
rNy6oKMX 3HaHWI, CBOBGOAbI MbIC/H,
BbICOKOM MOpasin 1 OTBETCTBEHHOCTH 3a
cyab6y Hapojaa, KoxabepreH coyetan B
cebe TanaHT Xy[I0KHWKa KaK TBOPYECKOM
JINYHOCTU (No3Ta, My3blKaHTa, KIOMLLIN) 1
nonxkoso/Lua (B 25-neTHemM Bo3pacTe OH
cTan rMmaBHOKOMaHayloWMM BONCKaMK
xaHa TayKe), 3aKoHoAaTensa v gunaomarta.
B cneKtakne aty posib UCMOJIHAET MOOA0M
aKtep H.AcKapos.
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O6paTMBLLMCH K MPOM3BEAEHUIO
KoxabepreHa xbipay «Ennum-ain»,
pexunccep b.lLlamb6eToB He cTan
nepenenbiBatb TMTEPATYPHYO OCHOBY
B ApamaTypruyeckyto. OH Halen
JTAKOHUYHYIO 1 CBOBOHYIO dopMy,
onpeaennB ¥}KaHp NOCTaHOBKM KakK «dacTaH»
(reponyeckasn noama). besycnosHo, B XXI
BEKEe 3MNMYeCKUM KaHp Ha cLueHe TeaTpa
npetepneBaeT U3MeHeHUs. 3aKOHOMEPHO,
YTO B KOHTEKCTE NOrOLEHTPUYHON NPUPOAbI
Ka3aXxCKOro CLleHUYEeCKOro UCKYCCTBa,
peruccep HagensieT cnoBo rMmaBHOM
PYHKLMEN aKTEPCKOrO UCTMOJTHEHMUS.

Aunckyccun

[MpoCTpaHCTBO AENCTBUS aKTepOB
BbIFOPOXEHO XOJILLOBbLIMU LLIMPMAMMU,
Ha KOTOPbIX M306paXKeHbl CLEHbI
CparKeHUn. ApTUCTbI NooYEPEHO BbIXOAAT
Ha NOAMOCTKM U pacCaXnBatoTCs B
nonyKpyr. beckpanHaa Kazaxckas cTenb
Ha CLIEHe OXKMBaeT B 3BYyKax, pUuTMax,
0b6pa3zax UCTOPUYECKNX NEPCOHAMKEN.
Mo xoay crnieKTakng nepeg 3pUTensamm
npoHocatcs cobbiTns XVII-XVIII BeKoB:
BOWHa C [yKyHrapamu, KpOBOMPOIUTHLIE
CparKeHus, 6ercTBO MUPHbLIX XXUTeNen ot
BparoB, BbIHYXAEeHHOE nepeceneHue.

Crenb npeacTaeT He NPoCcTo GOHOM,
a }UBOW cpeaon obuTaHus. B cnekTakne
NnoKa ele He xBataeT HanoJIHEHHOCTH
atmocdepon 6e3rpaHMyHOro npocropa
M cBOOObl XM3HWN BECCTPALLHbIX IIOAEN,
B KOTOPOM MUP CMEHSAETCH BOWHON,
6e3MATEXHOoE CylLecTBOBaHMUe — NoTepen
POAHbIX U BJIN3KKUX U NOGE0M Haj, Bparom.

CneKTtaknb OTn4aet 6oratas
3BYKOBas NapTuTypa. Y1CTbin 3BOH
KOJIOKO/IbY4MKa CMEHSETCS NOOLW MMM
}EHCKUMK ronocamu, puTM BOEHHOM
Apobu nepebrBaeTcs TONOTOM MYalluXcs
KOHEW 1 NMnadvyem ¥}oKTay (ApeBHWUN NNpo-
3AMUYECKUI }KaHpP Ka3axCKon N033uu; nnau,
CIIOXEHHbIN B YECTb HAPOAHbIX repoeB

W 3HAaMeHWTbIX Ntoaen). B noctaHOBKe
3BYy4aT }XUBOE NEHWE U HALIMOHA/bHbIE
My3blKallbHbl€ MHCTPYMEHTbI. Pexuccep
aKTMBHO MCMNONb3YET PUTMUYECKNH LLAT.
MHorme Mmm3aaHcLeHbl NNacTU4ECKOM
BblPa3UTENbHOCTbIO HANOMWHAIOT
CKY/IbMTYPHbIE KOMMO3ULINM.

CaMun MM3aHCLEHbI BbICTPOEHbI MO
3aKOHaM nolagHoro TeaTpa. AKTephl
obpallatoTcs K 3puUTento Hanpsamyto, a
WX Urpa c npegMeTaMmum ecTeCTBeHHa u
opraHu4yHa. Beixoas B LEHTP Kpyra, akTepbl
nepeBonoLaTcs B NEPCOHAMEN, XOTH He
BCerga aTu nepexobl UCMOMHAKTCH YUCTO.

lNocTtaHoOBKa HanosHEHa CUCTEMON
XY[OXKECTBEHHbIX 06pa30B. bonblune
YyepHble Wapbl, KaK OFPOMHbIE NyLLEeYHble
apa, nepeKaTtbiBalOTCs M0 BCEMY
npocTtpaHcTBy. CNOBHO X04 UCTOPUK
CMEeTaeT NepcoHa)Ken Ha CBOEM MNyTw.
BblpasnTenbHO noctaBneHbl CLeHbl 60s.
Haga wuvpmamu ¢ pucyHKamMm ann4yecKux
OUTB NOA 3BYKU CPaXKEHUN, NG3T OPYKMA U
60eBOM KN4 B3MbIBaOT KOMbS 6aTbipoB
B pUTMe 6MTBbI. ECTb B 3TOM HeKas
OTCTPaHEHHOCTb U B TO e BpemMs —
3P ODEKT NPUCYTCTBUA.

Ecnun 6bl B inTepaTypHOM OCHOBE
NOCTaHOBKMW Ha NepBbIi MniaH Obin
BblBEEH BHYTPEHHUN KOHDNKT
KorkabepreHa mexay 4yBCTBOM U AOSTOM,
3TO CNOCOBCTBOBASO Obl 60NEE YETKOMY
PACKPbITUIO BEYHO aKTyalbHOW TEMbI
- XYOOXXHWK U BNacTb U NepeBojy ee B
GUNOCOPCKUIA KOHTEKCT.

3afaHHbI CTPEMUTENbHbIA TEMMNO-PUTM
JENCTBUSA U MOHTaX AMHAMUYHbIX CLIEH
NOKa He MNo3BoSAI0T apTUCTaM NOMHOLLEHHO
pacKpbiTb 06pa3bl CBOUX MEPCOHAXKEN.
[MoBecTBOBAaTENbHbIM TOH AacTaHa 6onee
TArOTEET K MTIOCTPATUBHOCTU CIOXETa.

B cnekTakne ¢noBo 60/blie onucbiBaeT
npoucxoasuee. A teatp npegnonaraet
NENCTBEHHOCTb, B OCHOBE KOTOPOW NEKNUT
JpamMaTtnuyecKknin KOHONKUKT. Ana aToro
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Heob6xoauMo 6oJiee TOHHO, TWaTelbHO
BbICTPOUTb GUBNYECKUE AENCTBUS.

Pexxunccep AtbipayCKoro 06/1actHoro
Ka3axCKOoro gpamaTu4ecKoro teatpa
nMm. MaxambeTta lNynbHa3 Kambic6aeBa
obpaTtunachk K pomaHy H.AiTmaTtoBa
«BbypaHHbIX NONYyCTaHOK», NOCTaBUB
cnekTakib «MaHKypT». Bblgatolmnincs
pomaH Y.AnTmMaTtoBa MHOIo pa3 CTaBWU/IN B
Ka3axCKOM TeaTpe. Pexxunccepom caMmoro
3HaMEHUTOro crneKTakns 6bi1 AsepbanKaH
Mam6eToB B coBeTcKoe Bpems [1, 16-19
c.].

Kambic6aeBa Wwna Ha pUCK, NOTOMY
4yTO Ob6palleHne TeaTpa K Npo3e Bceraa
MMeeT 060POTHYIO CTOPOHY. [ocTaHOBKa
noKasasna, 4To B TeaTpe NOSHOLEHHO
paboTaeT UHTEpPeCHasa TBOpYECKas
KOMaHa: aKTepbl, pexuccep, cueHorpad,
KOMMO3MTOP. 3TO BCENSAET HadeKay Ha
Oyayuwiee Tpynnol.

Pe3ynbrarbl

[MaBHOE NPENMYLLECTBO CNeKTaKNIs —
WBOE 3BYy4aHWE My3blKK, cnieLnanbHo
HanMcaHHOM KOMMNO3UTOPOM baybiprKaHoM
AKTaeBbIM. HeTblpe My3blKaHTa OT Havana
[10 KOHLL@ NPUCYTCTBYIOT Ha CLEHE.
3aBopaxuBatolme 3BYKN HaLMOHaJIbHbIX
WMHCTPYMEHTOB ca3 CblpHas, XeTbireHa,
LWaHKOObI3a NOAO6HbI CBEXEMY BO3IYXY,
OHW My3blKallbHO «<KOMMEHTUPYIOT»
npoucxogsilee, No o4epeam coampys,
3ajaBas TEMMO-PUTM LENCTBMIO.

O6pa3 cnekTakns B cueHorpadum
Tumypa KoecoBa NpocCT U NOHATEH, HO
C/IMLIKOM M36bITOYEH. Penbcbl — 31O U
enesHas gopora, 1 Tiopbma, U MECTo
3axopoHeHus nepcoHaxa KasaHrana.
PucyHOK 60nblIen YacTM MacCOBbIX
MWU3aHCLIEH onpeaenseT Kpyr, KOTopbIi
O3Ha4yaeT HenpepbiBHbIA XXU3HEHHbIN
LMK U B TO YK€ BPEMS, OrPpaHUYEeHHOCTb
yenoBe4YeCKon cBo60bl. HECKONBLKO
NPAMONIMHENHbIE MeTadOopbl MOCTaHOBKM
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WNNIOCTPUPYIOT AENCTBUE BMECTO TOrO,
YTOObI XyA0XKECTBEHHO BbIPa3nUTb €ro
CUMBOJINYECKOE 3HavYeHune. Kpyrosoe
ABWMXXEeHMe Nnog4yepKMBaeT, 4To Bce
npoucxoasliee KacaeTcs BCex 1
OTBETCTBEHHOCTb 3a 3TO BO3/N1araeTcs Ha
Kaxaoro.

Mo 3ambICy penccepa B CNeKTaKkie
NENCTBYIOT 1Ba MaHKypTa: B ClOXeTe
U3 nereHabl 1 COBpPEMEHHbIN. Ha HuX
O[INHAKOBbIE KOCTIOMbI, OHWU KOMUPYIOT
ABWXKeHUA apyr apyra. NpamonuMHenHoe
M OHO3HA4YHOE CLIEHUYECKOE peLleHune
ynpouwaeT GpuUIocoPCKUIM NnactT pomMaHa.
B noctaHoBKe MCNONb3YIOTCA U Apyrue
pacxoxue rnpuemsl. Hanpumep, ropnosoe
neHue U ablM OSIMLETBOPSAIOT AblXxaHue
BEYHOCTH.

B «MaHKypTe» apTUCTbI CYLLECTBYIOT
B Tpex rnyaHax: My3blKa/IlbHOM,
naacTM4ecKom 1 gpamMatuyeckoM. bonee
Bblpa3nTebHbl MacCoBble MN/lacTUYeCKne
cueHbl. MOHONOIM 1 Ananoru CneKkTakns
HECKOJIbKO 3aTsHyThl. TaM, rae apTucT
OoCTaeTcsl OAMH Ha OAWH C TEKCTOM, BUHbI
HeJoCcTaTKU paboTbl pexuccepa. PaboTta
C aKTepoM Haj cnoBoMm, TeM 6osee, Korga
B OCHOBE NIEXUT BbICOKOXYAOXKECTBEHHAas
npo3a, AoMKHa 6bITb MPUOPUTETHOMN.

Mpn BCEM pas3nmynm aByx
PacCMOTPEHHbIX CMEKTAKNEN, Y HUX
MHOTrO O6LLLEr0: SHEPIUA MOSIOAOCTH
apTUCTOB, TBOPYECKAs CMENOCTb
pexunccepoB, NPodeccuoHanbHbIN
YPOBEHb cLeHorpadumn, KauectTseHHas
My3blKanbHas naptutypa. [pu atom
o6a TeaTpa Nokasasnu, 4To paboTa
pexunccepa ¢ aKTePOM Ha Ka3axCKoMu
CLEHe No-NpexHeMy 0CTaeTcs KaMHeM
NPETKHOBEHMUS. A rnaBHOE — TeaTpbl
NPOAEMOHCTPMUPOBASIN, YTO B Tpynnax
€CTb XOPOLINM aKTEPCKUIM NOTEHL WA
U pexmnccepbl CO CTPEMIIEHUEM U
CNOCOBGHOCTAMM CO3MAaTb HOBbIE
CNEKTaK/INn.
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Elle oIHY MHTEPECHYIO CLIEHNYECKYIO
paboTy NoKasasia MosoJas KomaHaa
Pecny6nnKaHCKOro HEMELLKOro
ApamMaTn4ecKoro TeaTpa U3 AnmMarbl.
HasbiBaeTcq oHa «Ha 3emne» rno noece
«Pyx» npamatypra AHHaca bargara.
Pexxunccep Ecnam HyptasuH onpegenun
¥aHpP KaK «CneKTaKkNb-IeKLUUS».
[JenctButenbHO, N0 COAEPKAHUIO 3TO
«MyTelulectTBme B Uctoputo KaszaxcraHar, a
no ¢popme AMHaMUYHOE ApKoe 3penuLie, B
KOTOPOM FrapMOHWYHO UCMNONb3YIOTCS Takue
cpeacTBa CLLEHUYECKOW Bblpa3nUTENbHOCTH,
KaK CNloB0O, COBpeMeHHas xopeorpadus,
cneLunanbHO HanMcaHHasa My3blKa,
nnacTuKa, CBET.

B crieKkTaKkse, KaK B Kanengockorne,
MeHsieTcs Yepeaa UCTOPUYECKMX
nepcoHaen: ApeBHUE Caku, YMHTUCXaH,
[IKYHrapbl U T.4. AKTEpbI MO NpUHLUMNaMm
anuyecKoro Teatpa b.bpexTta M3 MmaccoBKM
NepexoasaT Ha HECKOJIbKO MUHYT B 06pa3bl
cBoux repoes: Tomupuc n Japus, ATunnbl
n CyntaHa benbapca v ap. lMpu atom
nepexobl OCYLECTBAAOT TOYHO U YETKO.

CnekTaKknb «*KeHnTbba»

H.lorona B AKTIOGUHCKOM 061aCTHOM
ApamaTtuyeckom Teatpe uM. T.AxTaHOBa
pexuccep uHa HymabaeBa noctaBuna
C Kaszaxckou Tpynnon. OHa Bceraa
OT/In4aeTcs CO6CTBEHHBLIM BUAEHHNEM,
OPUIMHaNbHOCTbIO PEXNCCEPCKOro
3aMblic/ia, TBOPYECKOM CMENoCTbI0. B
cBoemn noctaHoBKe [.XKymabaeBa 6e3
HaZpblBa U TOCKU NPOJIEMOHCTPUpPOBasa
YEHCKWUIN B3NS/ Ha roroyieBCKUM CIOXET
O CTPEMJIEHNU K CYACTbIO, O NOMbITKE
U3MEHUTb }U3Hb. Pexuccep cmellana
BpeEMS U MECTO IENCTBMUS.

Bucawmmn Haa cueHon nopTpeT
H.B.lorong nokasbliBaeT }enaHue
pexuccepa Yepes noecy wKeHuTL6a»
Bblpa3nTb BCEro aBTopa. TeMno-puTtm
CNeKTaK/o 3agaeTt My3bika A.LLIHUTKe.

B camom Hayane AencTBu1a Ha cueHe

YyCTaHOBJ/IEHbI B Psi/l BOCEMb IBEPEN Ha
Kosiecax. [lBepb MNpPOYMUTLIBAETCS KaK
CUMBOJ1 NNepexoaa U3 0HOro COCTOSAHMS
B ApYyroe, Kak BO3SMOHOCTb }WU3HEHHbIX
NnepemMeH, HOBOM XU3HU. KaK TyT He
BCMNOMHWTb LUEKCMMPOBCKMKE cnoBa: «Y
KaXaoro - CBOW BXO/ U BbIXO[ €CTb».
lNepcoHaK Nbecbl MHOTOKPaTHO NpoxoasT
CKBO3b 3TW IBEPU B NOMCKaX BEPHOIo
nytn. Hanpumep, Koukapes npoxoaut
CKBO3b Kaaylo ABEPb M CABUraeT Bce
[Bepu B psfl, CIOBHO Xenas ynopsagovntb
6€eCTONKOBYIO XXW3Hb. B TO e Bpems
repou cneKTakns NocTosHHO TEPSIOT

APYr Apyra 1 cHOBa MLLYT, XJionas 3TUMK
ABepsaMU, BOCMIPUHUMAEMbIMU YKe KaK
HenpeoaonMMoe NpensaTcTBME.

Aradbs TuxoHOBHa —
€AMHCTBEHHas B CNeKTaKne, KoMy
CBOWCTBEHHbI }XUBbIE YenloBeYecKkune
peaKkuuun. AXKypHble Kavyenu B LeHTpe
CLEHbl — CUMBOJ ee BO3YLIHOM MeYThl.
B nonckax cyacTbsa OHa pacTajikuBaet
[IBEpPU B pasHble CTOPOHbI, U OHM
pasbesxalotcsd. VICTOWHbIN KpuK: Anatan!
(TeTywKa!) nepenaeTt KpanHiow cTeneHb
TOCKM FrEPOUHMN O HECOBITOUHbIX MANO3UAX.
Aradbs TMXOHOBHa 3aMUPaET B LEHTpe
CLEHBI, 1 ee XpynKas ¢purypa B 1erkom
nnaTbe noj nagatowmMm CHEroM CTaHOBUTCS
Lemsien metadpopon oauHoYecTBa.

B npoTMBOBEC €M KEHNXU
BCE - KapuKaTypHble, YTPMPOBaHHbIE.
[MnewmnBbIn TONCTbIN ANMYHULA, KaNKKUH
6epnonara AHYYKUH, HaayTbi *KeBaKuH ¢
Tpy6Kom BO pTY. OHU NTULLIEHBI OBbIYHbIX
JIMYHOCTHbIX KA4€CTB, ECTECTBEHHbIX
4yel0BEYECKUX NPOSBIEHUN.

B otnnyme ot nbeckl H.B.lorong,

B KoTopou [1oaKONECHH, BbINpbirMBas B
OKHO, coeraet oT Aradpbu TUXOHOBHbI, U
[leN10 He OXOAMT Aaxe [0 CBaTOBCTBa,
cnekTakib [.XKymabaeBoW 3aKkaH4YNBaETCS
cBaabbon. B aToM cueHe pexuccep
HanoJIHAEeT NOCTaHOBKY aTMochepon
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U necHamMun XX BeKa, B TOM YUCIEe U3
peneptyapa 3HaMeHUTOro Ka3axcKoro
aHcambns «JJoc-MykacaH» n Mycnuma
MaromaeBa. [logkonecuH yéeraet

€0 cBaabbbl, N03TOMY dUHanN 6onee
ApaMaTn4yeckuin. Hesecta B NogBEHEYHOM
nnaTtbe Me4vyeTcs Nno CLEeHe B NoncKax
}EeHUXa, CpbliBaeT cepbru, aty wu
BUCHET Ha Kayensax. OgHaKo ycnbllaB
rMTapucTa, nokowero poMmaHc «He yxoau»,
naet 3a HMM. CBagbba npoaonKaeTcs.

A Aradpbs TMXOHOBHa OKa3anacb
€/IMHCTBEHHOW reponHen, cnocobHOM Ha
NOCTYNKK. KeHCKNI B3rNsaa, MHTEPECHbIN
U HeoXunaaHHbIK, [1.)KymabaeBa
JEMOHCTPUPYET U B APYrUX CMIEKTaAKNSX,
Hanpumep, «MaTtepuHcKoe none»
Y.AntmaTtoBa, «Koponb Jinp» LLekcnupa,
«PeBun3op» H.B.[orons v ap.

JNiuteparypa:

3axknouenue

O6pallasch K NpoLuIomMy, HoBoe
TeaTpasibHOE NOKOJIEHNE JEMOHCTPUPYET
CBOE NOoHMMaHuKe, CBOIO MHTEPMPETaLIMIO,
paboTtasd B 3CTETUKE COBPEMEHHOIO
TeaTpa. Mosiogaa KasaxcKas pexuccypa
NpoAoIKaeT TeEMY MOUCKA HaLIMOHANIbHOM
WMOEHTUYHOCTHU Ha TeaTpasibHOM CLUEHE U
ULLET MNYTU TAPMOHMYHOIO COELUHEHNS
TPaaMLUMIN KYNbTYPHOMO Hacneauns ¢ uaesamm
1 GopmMamMu akTyalbHOro MMPOBOTO
TeaTtpa. Takasg mojefnb B3aUMOAeNCTBUSA
CLEHMYECKUX TPaaAULMIA U MHHOBALMW
npeacraBngeTca Hanbonee NPOAYKTUBHOM
ANS HauMOHalIbHbIX TeaTpoB Ha
COBPEMEHHOM 3Tane.

1. Ka6avesa C.[. BaanmopencTame KynbTyp Kak GaKTop pasBuTUS
CLEHMYECKOoro s3blKa B TeaTpe LleHTpanbHou A3unu // TeaTtp XXI BeKa
1 BblI30BbI HOBOFO BPEMEHU: MaTepuasbl MeXAYHapOAHOM Hay4YHO-
NpaKTM4YecKom KoHpepeHumu. — KasaHb: UAJIN, 2016. — 336 c. - C.16-24

C. KaoaueBa

T.K. XypreHoB aTbiHAafbl Ka3aK ¥/ITTblK 6HEP aKaAeMMUSIChI,

Anmartsl, KasaKkctaH

3AMAHAYHU KA3AK PEXXUCCYPACDBIHbIH AAMY TEHAEHLIUACDBIHbIH

AHpaaTna

Kasipri 3amaHfbl Ka3aKCcTaH/blK 6afblTThl AaMy YPAICi XaHa 6yblH eKingepi MeH 2016 xbinfFbl Pecnybnunkanbik
TeaTp decTuBaniHiH KOpbITbIHALICH 60MbIHLIA KapacTbipbinaabl. Kasipri 3amaHfbl TeaTp eHepiHae
KongaHblnaTblH }aHa Tocingep MeH aaictep TanaaHbin, onapabiH, dectuBanbie pecnybamKkamMbl3abiH,
06bICTbIK TeaTpnapblHbIH PEKUCCEPNEPIMEH KondaHbinybl TangaHagbl. Kasipri 3aMaHfbl 3amaHayu TeaTpablH,
naesnapbl MeH dopmanapblH TYCIHY TYPFbICbIHAH YATTbIK Giperennik wolfapMallbliblK i34eHICTepi KaHe
MOJEHN MYpaHbIH 4SCTYPAEPIH yrunecimai Typae GipiKTipy *ongapblH TYCIHAIPININ, ankplHAanabl.

Tipek ce3pep: TeaTp, CNEKTaK/b, PEXNUCCep, aKTep, XKaHa OYyblH.

S. Kabdieva

T.K. Zhurgenov Kazakh National Academy of Arts (Almaty, Kazakhstan)

TRENDS OF DEVELOPMENT IN CONTEMPORARY KAZAKH DIRECTING

Abstract

Modern Kazakh stage directing trends are considered based on the theatre performances of the
representatives of young generation and the result of the 2016 republican theatre festival. Analyzes the

new approaches and methods used in modern theatrical art and how directors of regional theaters of our
republic at the festival applied them. The interpretation of creative searches of national identity and the ways
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of harmoniously combining the traditions of cultural heritage in the context of understanding the ideas and
forms of contemporary theatre are revealed.
Key words: theatre, theatre performance, theatre director, actor, young generation.
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THE
AESTHETICS OF
THE KAZAKH
THEATER

Abstract: In the article “The aesthetics of the Kazakh theater” examines theoretical and methodological
problems associated with the analysis of civilizational features and aesthetics of the Kazakh theater. A wide

range of issues under examination led to the need to

consider philosophical and socio-cultural aspects

that influenced the formation of this phenomenon in the Kazakh culture. Particular attention is paid to the
analysis and classification of the main stages of the Kazakh theatrical art.
Keywords: performance, front of the theater, the phenomenon, semantics, scenography

Introduction

Since formation of the kazakh theater
in years of social cultural transformations,
transition periods, time of blossoming of
ideology of a socialist realism and time of
wreck of this system, the material about
the scenographic decision of performances
has been collected which as time has
shown and it plays defined part in culture
of Kazakhstan. Comprehension of unique
features of formation of scenography (as
innovative art phenomenon for Kazakhstan
at the beginnings of the 20th century
of an art form) for a century way of its
development formed in unity with spiritual
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priorities and cultural transformations of a
society has demanded an exit on new level
of theoretical constructions. In this art form

unique experience of mobilization was

most full reflected by the kazakh culture of

the potential possibilities which objective
consideration is possible only through
a prism of world views, semantic, social

cultural and spiritual-moral priorities of the

kazakh people.

Methods

For understanding of many phenomena
occurring in culture, it is necessary as well

a sufficient time distance. Differently, the
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phenomenon should reach certain level
of a historical maturity, to develop the
potentialities which have been putin it
that both its deep ontological bases and
the initial stages and early forms were
slightly opened for efforts of research
thought. Such penetration assumes a
reconstruction of semantic structures

of a field of culture as the field of values
formed between consciousness and
subjects when to judgment directly not
substantial “that” subjects of philosophical
research, but them “as” is exposed. It is
thus clear that their modern status and a
role can't be described in the traditional
ways or by means of classical technology:
new approaches, definitions, studying
methods are required. The methodology is
necessary for the decision of this problem
allowing comparing objects of the pastin
differentiated time and space.

Results

So, at the ontological approach to
the analysis of phenomena of art culture
and the art synthesizing in itself various
ethno cultural traditions and cultural
civilization worlds, as a research field
the sphere of contact and indissolubility
of consciousness and the subject world
of human life, that is a perception field
between “consciousness” and “world”
- penetration into cultural senses of-
in-showing of phenomena appears. On
Heidegger, the essence of human life
consists that it never is, but always «<has
to be», that is constantly it is necessary
to itself as own possibility. In the cult
urological reference this postulate acts as
the historicity requirement in the approach
to phenomena of culture and art through
carrying out of existential analytics Dasein.

Stability of culture and its viability are
in many respects caused by that as the
structure has been developed defining

its unity and integrity. Integrity of culture
assumes development of uniform rules

of behavior, the general memory and a
world overall picture. On these (interpreting
and stabilizing) aspects of functioning

of culture action of the mechanism of
tradition is directed. Especially it concerns
theatrical art therefore how the theater
most closely is connected with that
environment where it develops. For full
penetration into sense of theatrical action
the knowledge of a life, sensation of a
rhythm of life of the people is necessary.
Theatrical art roots take root into the
thickness of the national environment,

at theater as in focus all life of people is
reflected to the smallest details.

Discusson

Along with that structure and the
bases of development of traditional
kazakh culture were defined not only its
own, internal sources and historically
generated features of economic and
sociopolitical way of inhabitants’ life of
Great Steppe, they underwent the cardinal
changes caused by wide involving in
traditional system of nomadic culture of
urbanized culture of the West and settled
- agricultural civilizations of the East.
Together with it, in research of a question
on integration of a western civilization
with spiritually-ontological foundations of
traditional culture of the kazakh people it is
necessary to consider also that interaction
in territory of Eurasia of art culture of the
East and the West has undergone long
evolution and differed the features in each
region and at each historical stage. So if in
previous centuries influence of the cultural
worlds of the West and the East on the
kazakh culture was episode and partial:
at level of perception and mastering of
separate elements of cultural traditions,
art-esthetic values, that, already since the
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middle of the nineteenth century, influence
of the western culture gets regular, global
character. The European culture which has
developed as type during New time, in the
course of formation of classical genres of
professional creativity, is perceived and
accustoms already to value of structurally-
system integrity, including not only art,

but also other making cultures (with all

its ways of expression, mechanisms and
forms of public functioning). Development
of art forms "new" for traditional Kazakh
culture became one of results of the given
process.

The originality of the historical
development which has put forward
Kazakhstan within only several decades
of the XXth century in numbers of the
developed countries, has been caused
by greedy and prompt mastering of
all achievements of a world science,
technique, culture; creative perception and
application to special historical conditions
own state and social cultural buildings
of "new" experience of political, social,
economic and art development which the
kazakh art has used that in the minimum
term to historical measures to carry out
the formation according to the world
standards. This ability in due time and
creatively to make use of art experience
of neighboring countries has helped the
kazakh culture to do huge jump and to
reach the big heights in much shorter
terms, than it would be possible to make
it, remaining in borders of own cultural
traditions. Having adapted for new social
and economic, ideological and political
conditions, the national tradition has
inhaled the creative potential, features of
understanding a life and esthetic values in
scenography area.

Addressing to an initial stage of the
kazakh scenography, years of its formation,
it is possible to notice that this tendency
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was showed, apparently, in certain leveling
of the “its" cultural field at the expense
of introduction of "another's" experience.
On the other hand, the main thing
nevertheless consisted in this process
that at all stages of development of "other"
unique ability of traditional kazakh culture
to perception new and other as «its», as
developments of the is intellectual-creative
in her is intellectual-creative and spiritual
potentialities was realized. Development
by the Kazakh culture of new values and
priorities confirmed the major true that
original consciousness of the nation, its
spiritual decolonization is connected not
with negation of other cultures or loan of
their achievements, and with opening in
own national culture of universal values
ontologically implanted in it. The extreme
plasticity of the Kazakh traditional culture
inherent in it high degree of adaptability to
new art forms and art practice, naturally
led to the statement of a new art form as to
an organic part of complete art process.
The wide spectrum of the questions
connected with genesis of scenography
of the Kazakh theater naturally deduces
also to necessity of its judgment for
a context of the known concept of V.
Berezkin about evolutionary change
of art-graphic system of registration of
performances of the world theater. In view
of that practice in relation to knowledge
is not “the external factor” but its “an
immanent component”, we will note that
exactly practice of the kazakh folk theater
is a starting point of knowledge and way
of existence and dynamical development
of scenography of the modern kazakh
theater. Hence, consideration of the
kazakh national creativity through a prism
of the known concept as an original matrix
can clear and a being of our question.
Running forward, we will notice that
evolution of scenography of the kazakh
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theater as, it has appeared, reflected

all complexity and many-sided nature

of whole world theatrical process. The
difference is that the basic stages of its
development have been passed during
more compressed time period. On the
kazakh soil the centuries-old history of
theatrically-decorative art has pressed in
some decades, and naturally enough that
thus the course of its evolution not in all
has coincided with the main direction and
features of evolution of art of scenography
of the world theater.

It well-known that a special subject of
scenography of folk theater as the system
of registration of performance first in the
history of the world theater, there was an
actor's game. Therefore dominant function
of scenography consisted in its direct
participation in actor's game. After all the
game beginning in the dramatized action
as an art form is ontologically implanted,
game and art are indissoluble basically.
Moreover, in the history of the world culture
happened and so that in separate social
cultural areas game existed only in sphere
art and only as art.

Addressing thereupon to history of
domestic art creativity, it is necessary
to underline that the kazakh national
theatrical art finds out variety of scenic
receptions which can be carried to primary
elements of game scenography. For
example, the dramatized performances
of carriers of musical and orally-poetic
tradition “Sal” (“Can”) and “Seri” (“Cepi”)
abounded with such receptions, they were
inherent and for national comedians “Ku”
(“Ky”) (Kyakbl —Kuaky). (By the way, still
Alkey Margulan, in the researches devoted
to creative activity of carriers of musical
and orally-poetic traditions “Sal” and “Seri”
especially stopped on the description of
their suits. He wrote that even in everyday
life suits of national actors have been

differed by unusual beauty, splendor and
even pretentiousness. If such clothes
started to carry village inhabitants “Sal”
(“Can”) left it and sewed to himself clothes
from even more expensive and bright
fabric or from rough felt or a raw skin but
it is obligatory lined from an expensive,
beautiful, great fabric inaccessible for
people. Certainly, that the entertainment
party of performances, played by steppe
actors, as a rule, was provided with

high degree of their creative potential,

an invention and imagination. But it is
impossible to deny and that bright, unusual
styles, masquerade attires pursuing the
aim to amaze imagination of spectators, to
be allocated from their environment, have
been calculated on effect of a theatrical
show. (Theoretical workings out of this
problem substantially depend on the
concept of the person divided by theorists
and a society. And deeper judgment of
typological characteristics of the cultural
worlds of the West and the East according
to deconstruction principles of logo central
paradigms would help to reveal and in

a new fashion to comprehend variety of
historical experience — distinction and
similarity of mental structures of settled -
agricultural, city and nomadic cultures).

Conclusion

The elements of game scenography
were present and at the first statements of
professional kazakh theater in the twenties
of last century. Possibly, this circumstance
has genetically predetermined law and
speed of development by the kazakh
theater of system of registration of
performance "new" to it — decorative art,
and explains that fact that in a real history
of the domestic theater, the designated
characteristics of scenography are rather
conditional as the element of game
registration never completely quitted the
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stage of the kazakh theater, continuing

to remain and already today finding value
of the major element in creativity of
artists and directors. Special subject of
art knowledge following game system of
registration of theatrical action became,
the sphere of a material world covered by
wide concept surrounding the person -
environment. Representation of scenes of
action became dominant function of new
system, actor couldn't carry out it himself
because using M.Kagan's terminology, and
it has been “allocated” from its performing
art. It promoted the further differentiation
of theatrical specialties and decorative

art was completely released from a game
element and has reached the typological
cleanliness: the theatricality of game
scenography put by the nature of this kind
of creativity is forced out by decoration.
The main task of the theatrical artist is
reproduction of a concrete, recognized
scene of action (as a rule, only exact
following by notes of the playwright was
required).

However, already to the middle of
last century in system of registration of
performance essentially new qualities, a
scene of action anyhow interpreted by the
artist began to be shown. The scenography
becomes again an inseparable component
of all action developed on a scene and is
indissoluble with actor's execution, but
now on new, qualitatively level of scenic
synthesis distinct from syncretism of the
folk theater.

The modern scenography of the kazakh
theater synthesized and has made game
on a scene and painting, both a sculpture,
and a drawing, and architecture. On a
scene they have got “game” quality as the
scenography essence which contains and
shown in its essentially a functional basis,
as playing together with the actor and
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revealing in a course and in the course of
performance action (in modus “here-and-
now-life”). After all the theater always was
and remains game. Speaking by Berthold
Brekht's words: “Everything that costs on
a scene, should play, and if it doesn't play,
there is no place on a scene” [1, ¢.531].
One more thing. Investigation of
theatrical art as well as investigation
of the culture of the nation itself,
suggests addressing to the typological
parallels. Such approach can not only
convincingly justify stages of formation
and development, to show cultural
relationships and influences, but bring
unexpected results. After all, it is obvious
that the culture of any nation not always
can be explained in isolation. Its originality
and uniqueness are more noticeable
when they compared and interacted with
other cultures. For example, there are
some obvious etymological similarities in
the names of national theatres in many
nations, which indicate on old and long
cultural interaction (it is known that during
the Hellenism epoch, name of Greek street
theatre «0™ maskaros», as the theatre
itself, spread on East and West from
Macedonia, where it was very popular. In
Italy for many centuries play-actors were
called «<mashera», in Spain «<mascara» in
Byzantium, Armenia, Turkey — «<mashara»,
in Marocco — «masrahp). It is likely that
in Kazakh the word «maskara» appeared
exactly at that time: in Kazakh «<maskara»
means to become a laughing stock, it
preserved initial meaning, has satirical,
comic tone). In this connection, we take
the liberty to make the assumption that
the word «sahna»-«sahana», which means
the stage, came into Kazakh during the
Hellenistic period and derived from the
ancient Greek word «shene», «skene».

Central Asian Journal of Art Studies N3|2018



References:
1. Brecht B. Theater (in 5 volumes, Volume 2). Moscow, Publishing house of
«Art», 1965. — p. 564

Kapxay6aesa C.K.
T.K. XXypreHoB aTbiHAafrbl Ka3aK ¥/1TTbiK 6HEP aKaAeMUSIChbl,
Anmartsbl, KazakctaH

KA3AK TEATPbIHbIH 3CTETUKACDI
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KYJIbTYPHDbIE

\ 4

ART STUDIES

«BEJIMKOI'O
LLIEJIKOBOI'O

MNYTHU». HA
[NPUMEPE
MPHTH 18.41.17 MY3bIKAJIbHDbIX
HHCTPYMEHTOB

Kacbimxonkaesa C.B. !
'TocynapcrBenHast KoHcepBaTopus Y36eKucTaHa
(r.Tamkenr, Ya6ekucra)

KY/IbTYPHbIE CBAA3U HA TPACCE «BEJIMKOI O IWENNKOBOIO NYTHU». HA MPUMEPE MY3bIKAJIbHbIX
WHCTPYMEHTOB

AHHOTaUMA

[aHHbIM AOKNaa NOCBSALWEH OCBALLEHUIO Y36EKCKO—KUTANCKMUX U AMOHCKUX KYNbTYPHbIX CBA3EWN.

ABTOp y4MUTbIBasi MHOrOBEKOBOM MCTOPUYECKUI NNACT 3TOro OGLIMPHOro Matepuana (He npeTeHays

Ha BCEOXBATHOCTb) NbITAeTCA NPOBECTU UCTOPUYECKME Napanienm Mexay y36eKCKON U KUTancKowm
MYy3bIKabHbIMW KyNbTypamu, BbISBUTb MX OGLLHOCTb M pa3nnyue. Llenb foknana: -oCBATUTb UCTOPUYECKME
NPEANOCHINKK 3aPOXKAEHUS Y3GEKCKO —KUTANCKMUX KyNbTYPHbIX CBA3EN; -BbISBUTb MPOAOIKEHUS 1AHHOMO
npouecca B XXI BEKe B KOHKPETHbIX NPOAB/IEHUSX: B NPOGNEME My3blKasbHOr0 06pa30BaHNs, B COOTHOLLEHUE
TPaAMLIMOHHOIO U HOBOIO €BPOMENCKOr0 My3blKa/IbHOrO MbILWNEHHUS; -AaTb HE GOJbLUIYIO MHPOPMALIUIO NO
Pa3BUTHUIO JaHHbIX NpoLeccoB B XX| BEKE; -HAMETUTb N0 BO3MOXKHOCTU AasibHENLLIME NEPCMNEKTUBLI y3GEKCKO—
KUTaNCKMX KYNbTYPHbIX CBA3EN. APKUM NPUMEPOM MPOLIECCOB B3aUMHOIO Ky/bTYPHOro 06MeHa ABNseTcs
pa3BUTME MYy3blKanbHOIrO MHCTPYMEHTaAPKUS Ha Tpaccax BennKkoro WeNKoBoro nyTu.

KnioueBble cNnoBa: y36EKCKO-KUTaNCKNE, Y36EKCKO-SNOHCKMUE KyNbTYPHbIE CBA3MU, My3blKanbHOE

obpa3oBaHue.
BBepeHue BocToka (Kutain). MHormMe n3 Hux cBa3aHbl
B TeyeHnn BEKOB Noj Ha3BaHWEM C oYaramu ApeBHENLIUX LIMBUIN3ALINNA,
«BOCTOK» 06bEANHANN pa3Hble CTPaHbI. B HEOTbEMJIEMOWM YaCTblO KYNLTYpPbl, KOTOPbIX
3noxy reorpad®uUyecKnx OTKPbITUI, BOCTOK fABNAETCA My3blka. Bce 3TW pernoHsbl
cTal BK/o4YaTb NOMUMO CTpaH banxKHero OTNIMYyaoTCs cBOen HeobbIKHOBEHHOMN
n CpepgHero BocTtoka ctpaHbl FOXKHOM BPEMEHHOM NPOTAKEHHOCTU TPaAULINK
n KOro-BocTto4yHon A3umn, LleHTpanbHOM W 6oratblM MHCTPYMEHTapUEM, KOTOpbIe

(Y36ekuctaH) u CeBepHor A3unu, anbHero YXOST CBOMMU KOPHSIMU B [NTyOOKYIO
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ApPEeBHOCTb. O4HMM U3 BaKHENLLINX
CBA3YIOWMX GaKTopoB NoHATUSA — BOCTOK
ansetcsa Bennkui LUENKOBbLIN NyTb.
Mpn packonKkax 6yaaunNCKUX XxpamoB
Ha TeppuTopKK Y36eKUCTaHa apxeonoru
HEeOAHOKPaTHO HaxoAMNu ApeBHUE
n306parKeHns 1 gpyrue yrnoMmHaHms o
MY3blKallbHbIX MUHCTPYMEHTaXx, UMEeBLLINX
NoJsIHOEe CXOACTBO C TPaAULIMOHHbIMMU
KUTaNCKUMU My3blKaSibHbIMU
WMHCTPYMEeHTamMu. Hanpumep,
CTPYHHO-LLMMNKOBbIN MHCTPYMEHT,
3adUKCMpPOBaHHbIM adpocrabCKUMU n
MEPBCKMMU TEPPAKOTAMM, MOCNYKU
NPOTOTMMOM CPEeAHEBEKOBOIO apabCKoro
yaa, a 3aTeM 1 €BPONENKON JIIOTHM.
[lBurasicb Ha BOCTOK, COrAuMMCKas NtoTHS
TpaHchopMHUpOoBanachb B KUTAUCKYIO
nuMna v SNoHCKyto 6mBa [1, ¢.48] 310
B 04epeHOW pa3 NoATBeEpKAatoT
NCTOPUYECKYIO KYNbTYPHYO 6/1M30CTb
HaponoB Y3bekuctaHa, Kutas v apyrux
cTpaH BocTtoKa.

MeToabl

Cx0ACTBO UCTOPUYECKUX cyneb
onpeaennno HeKoTopble YepTbl POACTBA B
My3blKaNbHOM MHCTPYMEHTapPUM Hapoa0B
BocToKka. MHOrme KOHCTPYKTMBHO CXOAHbIe
WMHCTPYMEHTbI IBASIOTCA HaLMOHaIbHbIMU
MHCTPYMEHTAMW MHOIMX HApPOAHOCTEN,
HEeCMOTPS Ha BblITOBAHUSA NX B Pa3/IMYHbIX
cTpaHax. BosbmeM K npumepy uumbano-
LMTpooBpasHble MHCTPYMeHTbI. Cpeaun
Yy36EKCKUX My3blKasIbHbIX MHCTPYMEHTOB B

3Ty rPynny BXOAST CTPYHHO-YAAPHbI YaHT U

CTPYHHO-LIMMKOBBIN KaHYH.
CoBpeMeHHbIN YaHT UMeeT

TpaneuneBuaHyo GOpPMY, COCTOSLLYIO

M3 NJIOCKOro AepeBSHHOrO fAwmnKa. Mo

NCTOYHMKY 3BYKa OH CTPYHHbIN MHCTPYMEHT,

a rno cnocoby 3BYKOM3BNEYEHUS yAapPHbIN,
NMO3TOMY YaHT SIBJIIETCA CTPYHHO-YAAPHbBIM
MHCTPYMEHTOM. 3BYKOPSAA XPOMATUYECKNNA.
Ha neke 4aHra B Ba psifia pacnonoxeHsl

noactaBku (13+13), nenauiue cTpyHbl Ha
BbICOKME U HU3KWE 3BYKU. Hapa KarxKaon
NOACTaBKOW NPOXOAdaT TPU CTalibHble
CTPYHbI, KOTOPbIE N3Aat0T OAMH TOH.
3BYK BOCMPOM3BOANUTCS C NOMOLLbIO
6aMOYKOBbIX MaJiIo4YEK C PESUHOBLIMM
HaKOHEYHUKaMMU.

Pe3ynbraTtbl

AHaNOrMYHO YaHry UHCTPYMEHTbI
MOXHO BCTPETUTb B TaKUKUCTaHE
— YaHr; B MpaHe, Typumn — caHTyp;
B Kutae, BoctouHoM TypkectaHe —
YEHT; B MOHIONMM - NOYMH (HTYMH)
U T.4. HecMoTpsi Ha KOHCTPYKTUBHOE
CXOACTBO U UAEHTUYHbIE Bbipa3unTeSbHbIE
BO3MOXHOCTH, Y Pas/IM4HbIX HAPOa0B
3TU My3blKabHble MHCTPYMEHTbI 3BYy4aT
no-pasHomy. Mpnu4nHON ToMy ABASETCS
CcBOeOo6pa3Has My3blKa KaXaoro Hapoja,
a TaKyXXe CBOW MaHepbl UCMOJIHEHUS
MY3blKa/lbHO Bblpa3uTeibHbIX NPUEMOB.

K npumepy, Ha geKe caHTypa KaK 1 Ha
YyaHre pacnosioXeHbl ABa psfa NoAcTaBOK
(949), HO OHM NOABUKHbIE K paccyYUTaHbl
Ha Kaxayto rpynny cTpyH. [Npu ucnonHeHum
TOr0 WKW MHOTO AacTraxa BblbupaeTcs ToT
CTPOW, KOTOPbIN TpeByeT HauMeHbLIEro
yucna nepeaBuKeHUn NOACTaBOK,
B pe3ynbTate KOTopbIX NPOUCXOAUT
U3MEHEHME 3BYKa ANaTOHUYECKOro
3BYKOpSiAa Ha MUKPOUHTEpPBasbl. Ha
YyaHre nepecTporkKa nyTem nepeaBuKeHms
NOACTaBOK HEBO3MOMHO, TaK KaK
OHU CBEPXY coeMHEHbI 360HUTOBOW
NPOBOJIOKON.

B 3BYKOBOW Nanutpe Takxe MMeloTCH
OTNIMYUTENbHbIE YepTbl. Ha YaHre B
cuny 60NbLLOIO HAaTAXKEHUS CTalbHbIX
CTPYH, 3BYK MHCTPYMEHTa 6onee ApKui 1
HacblLWEHHbIN. Ha HEM MOXHO UCMOSTHATD
Hapsay ¢ KinacCcUYeCKon TpaauLIMOHHON
MY3bIKOW, MPOM3BELEHNA KOMNO3MTOPOB
Y36eKncTaHa 1 3apybexHyo KacCuKy.
Ha caHType CTpyHbl MefHble. Meab no
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NpMpoAe MSArKMM MeTal, eCTECTBEHHO
nanoyKu caHTypa, KOTOPbIMU U3BAEKaIOT
3BYKM Bosiee XpyrnKue, 4em nasnoyku
YyaHra. 3ByK CaHTypa HEXHbI, KaMepHbIN,
npegHa3Ha4YeHHbIN 418 UCNONHEHUS
TPaANLMOHHON MY3bIKM.

Aunckyccuna

B nctopnyeckux matepuanax
3adUKCUpoOBaHbl CBEEHUS O BbITOBAHMHK
CaHTypa B AaneKkom npownom B CpegHen
Asunun. Japsew Anu HaHrun (XVI-XVII)

B «CpegHea3naTcKoM TpaKTaTe no
My3blKke» (nepeBeaeHHon [.A.Pawimnnoson)
YNOMMUHAET O TYPELLKOM CaHType, rae
Yctan XycenH-u-«yam» 6bi1 nocnaH BMecTe
C TYPELIKMM NOCOJIbCTBOM K LienbaHuay
A6aynna xaHy, 15 UCMbITaHUS My3blKaHTOB
MaBepaHHaxpa (4, 98 c.). Mo apyrum
MCTOYHMKaM HEKWIN 3HaTHbIN NEPCUACKNI
roCTb NOAAPW XOPE3MCKOMY Laxy
Myxammaga-Paxum xaHy (1864-1910)
CaHTYp, NOCNE YEro 3T0T MHCTPYMEHT cTan
pacnpocTpaHaTbes B Xopeame (3, 19 c.).

OpHeHTUPYSACb Ha MHOTME UCTOYHUKHK
MOXHO MPeanonoxKuTb, YTO BbITYS B Te
BpeEMEHa 3TOT MHCTPYMEHT He NOony4un
LLIMPOKOro NpuMeHeHus. ToibKO cnycTs
HECKOJIbKO CTONIETUI, 3aBE3EHHbIN
My3blKaHTaMK U3 Kalwrapa UHCTPYMEHT
nod Ha3BaHWEM YEHT, NoSlyYaeT WMPOKoe
pacnpocTpaHeHue B CpeaHen A3uun. 3tn
CcBelleHUs aBNFI0TCS I0Ka3aTe1bCTBOM
TEeCHbIX KOHTAKTOB HapoaoB BocToka B
pa3/iInyHble BPEMEHaA.

Y36€KCKMI KaHyH — LIUTPOOBPa3HbIN
WHCTPYMEHT TpaneumMeBuaHon ¢opmebl.
Mpu Mrpe My3blKaHTbl Ha yKa3aTesbHble
nanblibl 06eUX PYK HageBaloT Kefle3Hble
HanepcTKK, Noj KOTopble NOAKNaAbIBaloTCH
360HUTOBbIE NNEKTPLI. KaHyH B cuny
CBOEro KpacmBoro u cBoeobpasHoro
Tembpa, UCMNOoNb3YTCH B cOCTaBe
OPKECTPOB 1 aHcamMbnen HapoaHbIX
MY3blKanbHbIX MIHCTPYMEHTOB, B Ka4yecTBe

64

aKKOMMaHMPYIOLWEero 1 conupytlowero
MHCTPYMEHTA.

CornacHo Tabnmue BO3HMKHOBEHNUS
OCHOBHbIX TUMOB MHCTPYMEHTapKS
K.3akKca, nosiBfieHne My3blKalbHbIX
WMHCTPYMEHTOB TWNa LMTPbl BOCXOAUT
K 3roxe paHHen 6pOoH3bI (2, 135).
lNepBoe NMCbMEHHOE yToMMUHaHne 06
3TOM MHCTPYMEHTE OTHOCUTLCS K VI B.

[10 H.3., T.e. AXeMeHUACKOMY nepunoay
(5,152c.). N306paxKeHne UUTpbl AaHHOIo
nepuvopa 6b110 0GHapPYXKEHO cpean
KUTaMCKMUX MNaMATHUKOB (KUTaNCKNI
WMHCTPYMEHT UMHb VI B. 40 H.3). JTa umTpa
nMesna NpogonroBaTtbiM KOpNyc B BUae
AEePEBAHHONO AlWMKa, Ha4 KOTOPbIM
OblNIM HATAHYTbI 5-7 CTPYH. MNaTb CTPYH
COMOCTaBNA/IUCH C MATLIO 3IeMEHTAMK
MwuposgaHus (oroHb, Boaa, AepeBO, 3eM/I
W MeTasn), cemMb CTPYH 60Jiee No3aHEN
KOHCTPYKLMK - C CEMbIO NIaHeTaMun namu
ceMblto JHAMW Heaenu [6].

LUMHb 3By4ana B LepeMoHUanbHbIX
OPKecTpax, a TaKKe ABNASICH
BaXKHENLWUM aTpnbyTOM NOBCEAHEBHOM
*WU3HW apUCTOKPATUUYECKOMN 3/UTHI.
3BONIOLMOHHOE Pa3BUTUE 3TOIO
MHCTPYMEHTA, a TaKKe reorpaduyeckoe
NOJSIOXEHNE ITHUYECKHM BU3KNUX CTPaH,
Cnoco6CTBOBaNM NOABAEHUIO aHAIOMMYHbIX
LMTPOOBPa3HbIX MHCTPYMEHTOB, KaK
KUTaMCKWUM Ty Y3K3H, KOPENCKUIN KasdarbiMm,
AMNOHCKMIA KOTO.

KWUTaNCKWUIN Iy YKaH —
21-CTpyHHasa uMTpa ¢ NoABUKHbLIMU
noactaskamu. CTpyHbl xenesHble,
06BUTbIE CUHTETUYECKOM HUTbIO [7].
3BYKM U3BJIEKAIOTCS MNIEKTPAMM,
NPUKpenneHHbiMKU Ha 1-2-3-4 nanbupbl.

Kasrbim — gBnseTcd OgHUM U3
OCHOBHbIX COMUPYIOLWMX UHCTPYMEHTOB
TpaguLIMOHHON KOPENCKOM My3bIKWU. Ecnin
paHblue HanboJsiee pacnpocTpaHeHbl 6N
12-CTpYHHbIE KasrbiMbl, C UBMEHEHNEM
KOHCTPYKLIMW MHCTPYMEHTA NOABUINCH
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15,17,18,21 1 25-cTpyHHble [8]. CTPyHbI
KasirbiMa CUHTEeTUYECKUE. B oTnnyume ot
APYrnX POACTBEHHbIX MHCTPYMEHTOB Ha
KasirbiIMe 3BYK U3BeKaeTcs noayevykamMmu
nanblLeB, T.e. N0 GMNOCOPCKOMY
MWPOBO33PEHUIO MBOE NPUKOCHOBEHNE
K CTPyHaM fenatoT 3By4aHMe YTOHYEHHbIM
[9].

KOTo nnu AnoHcKas umtpa —
AMOHCKWUM TPAAULMOHHbBIN MYy3blKanbHbIM
WMHCTPYMEHT. Ha KOTO UrpatoT ¢ NOMOLLbIO
HaKnagHbIX HOrTEN-MeanaTopoB
(KoTOA3YM3, AN. ), HadeBalOLWMXCA Ha
60/1bLLIOK, YyKa3aTe/lbHbIK U CPeAHWNI
nanbupbl npason pyku [10]. CornacHo
TPaaULIMOHHON CKIOHHOCTHM SANOHLEB K
pa3Ho06pa3HbIM LYMOBbIM 3ddeKTam
B My3blKe, CYLLECTBYET /19 3TOro cny4vas
pag TexHn4eckux npuemos [11]. Tak,
Hanpumep, OAMH U3 TaKUX NPUEMOB
npeacraBnsgeT cobon CKpeboK Mo CTPyHaM,
YTO COCTaBASIET KOHTPACT K OCHOBHOMY
npuemMy 3alwunbiBaHns CTpyH. Jlagbl n
TOHaNIbHOCTM HacTpanMBatloTCs C MOMOLLbIO
CTPYHHbIX NOACTAaBOK HENOCPEACTBEHHO
nepej Ha4yanom urpbl. 41 M3MeHeHUs
BbICOTbl 3BYKOB B MpoLiecce Urpbl
MY3blKaHT JaBWT CTPYHbI NafbLamMu NeBow
PYKM.

B oT/iMume oT 4aNbHEBOCTOYHBIX LUTP
Ha KaHyHe Ha[ Ka)X[oW NoJCTaBKoK
NPOXOASAT TPU CTPYHbI, U3aatoLinecs
OIMH TOH [12]. Y nonoyek nop cTpyHamu
pacnofaraloTcs }KenesHble pblyaru, npu
NMOMOLLMX KOTOPbIX CTPYHbI, NOAHUMAACh U
OMyCKasiCb, UBMEHSIIOT BbICOTY 3BYKa Ha TOH
WU NONYTOH.

3axknmoueHue

KaK BngHo, y BCex HapoaoB Mupa
6blIM U €CTb MPUHLMUNNANBHO CXOAHbIE
B KOHCTPYKTUBHOM OTHOLUEHWU
MHOTOCTPYHHbIE UHCTPYMEHTHI.
KaK 6bl OHM He Ha3blBalUCb y TOMO
WY MHOTO Hapoaa, OTANYUTENbHOWM

TUMONOrMYECKN €4UHON YEePTON ABNAETCY -
O[HOBbICOTHOCTb 3BYy4aHWS Kax Ao CTPYHb!
W AepeBSAHHbIN KOpMyc B popme Tpaneuuu,
NPSIMOYrofibHWKa U T.4.

My3blKanbHbIM UHCTPYMEHTAPUK - 3TO
OTpaXeHue MUPOBOCMNPUATUSA 0OLWECTBaA B
pasfinyHble UCTOPUYECKUE IMOXK, NPOLYKT
JyXOBHOW M MaTepuasbHOW KyabTypbl.

KaK 1 B fafiekoM npoLuiom, Tak 1 B
COBPEMEHHOM Nepuoae NpPoaoSIKaeTcs
06MEH KyJIbTYPHbIX CBA3EN MEXKIY CTPaH.
C 2005 roga B Y36eKCKOM KY/NLTYPHOM
LleHTpe NPoBOAMTCS Bble3Has BbiCTaBKa
My3es My3blKa/lbHbIX UHCTPYMEHTOB C
KOHLEPTHbIMW HOMepaMK. Beneacteue
NPOABMBLLETOCHA MHTEPECA K Y3OEKCKUM
HaLMOHaNbHbIM UHCTPYMEHTaM, Obln
CO3[aH Kypc Nno 06y4eHMI0 UTpe Ha
AyTape, KOTOpbIM PyKOBOAWT AOLEHT

'KY3 XomkaeBa Py3nou [13]. ExxerogHo
AyTapHbI aHcaM6/b, COCTOSALWLMIA N3
BOJIOHTEPOB JaeT OTYETHbIE KOHLEPTDI
ang aputenen. AnNOHCKNMM KOMMNO3UTOP
Xupomu AHo crneymanbHo ana y36eKCKoro
WMHCTPYMEHTa ayTapa Hanucana «Bapuauum
Ha TeMy [MaraHuHW», KOTOpas Bow/a B
penepTyap AyTapUCTOK.

B 2012,2015,2017 rogax npowu
KOHLEPTHbIE Typbl My3blKW Bennkoro
LLlenkoBOro nytu ¢ y4acTMEM My3blKaHTOB
n3 AnoHunun, Kutaa B TawkeHTe, byxape u
CamapkaHge. OpraHuzaTopamMu BbICTYNUN
HHO «Eurasian Club», lNoconbcTBa
Pecnybnnkn Y3beKkncrtaH B Kutae,
MuHMCTEPCTBA N0 Aenam KyabTypbl U
cnopta Y36eKkucraHa.

B nporpamme KOHLEPTOB MYy3blKaHTbl
UCMOJIHANMN KaK TPaAULMOHHbIE, TaK U
COBPEMEHHbIE KUTaNCKME My3blKallbHble
npouseefeHns. OT4acTM MeNoAMYHble
MOTUBbI U PUTMbI KUTANCKUX yAaPHbIX
WMHCTPYMEHTOB, rAe-To 6bl/11 CXOXKMU C
Y30EKCKMUMMU, 4YTO NOATBEPKAAET 6/IM30CTb
KynbTyp Y36eKuctaHa n Kutas.
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KacbimxomxaeBa C.B.
©36eKcTaH MemneKeTTiK KoHcepBaTopusichl (TallKeHT K, ©36eKcTaH)

"¥J1bl XKIGEK 3K0J1bl" )KXONIbIHAAFbl MOAEHU BAWIAHBICTAP. MY3bIKAJIbIK ACMANTAP
MbICAJIBIHAA

AHpaaTna

byn 6asiHaaMa 636eK—KbITal XaHe ¥anoH MaAeHU 6annaHbICTapbiH AapinTeyre apHanfFaH. ABTOp OChbl
ayKbiMAbl MaTepuaniblH Ken fFacblpfiblK Tapuxu KbipaapblH ecKepe oTbipbin (6apblk Macenenepai
KapacTblpyFa Tanan etnen) e36eK }KaHe KbiTal My3blKasblKk MOAEHUETTEPI apacbiHaa Tapuxu napannenbaep
eTKi3yre, onapablH OPTaKTbIFbl MEH alblpMaLlblIbIKTapbliH aHbIKTayFa ThipbICTbl. BasiHAamMaHbIH, MaKcaTbl: -
6306€eK-KblTal MaaeHM 6anaHbiCTapblHbIH LWbIFY TapUXKU anfblllapTTapbiH YFbIHABIPY; - XXI Facbipaafbl OCbl
YAEPICTiH, HaKTbl KepiHiCTepiHAE *aNnFacTblpyblH aHblKTay: - My3blKasblK 6iiM 6epy npobaemMacbiHaa, 4SCTYpi
YKOHE }KaHa eyponarsblK My3blKalblK oMnayablH apaKaTbiHacblHAa; -XXI FacbipAaFrbl OCbl YAEPICTEPAIH AaMybl
YKOHiIHAE YNIKEH aKknapat 6epy; —MYMKIiHAiriHwe e36eK-KblTal MoaeHn 6annaHbICTapblHblH KeeleKTepiH
6enriney. ©3apa MoaeHN anmacy yaepicTepiHiH XapKblH Mblcasbl ¥bl }i6eK oMbl }OblHAaFbl My3blKasblK
acnantapgbl AaMblTy 606N Tabbinagsbl.

TyHiHpi ce3pep: 036eK-KbiTall, ©36EK—KanoH MaeHW GainaHbicTap, My3blKanblK 6iflim.

S.B. Kasymkhodzhaeva
Uzbekistan State Conservatory (Tashkent, Uzbekistan)

CULTURAL RELATIONS ON THE ROAD THE "GREAT SILK ROAD". IN THE EXAMPLE OF MUSICAL
INSTRUMENTS

Abstract

This report is devoted to the consecration of Uzbek-Chinese and Japanese cultural relations. The author,
taking into account the centuries-old historical layer of this extensive material (without claiming to be all-
inclusive), tries to draw historical Parallels between the Uzbek and Chinese musical cultures, to reveal their
commonality and difference. The purpose of the report: - to highlight the historical background of the origin
of Uzbek-Chinese cultural relations; - to identify the continuation of this process in the XXI century in specific
manifestations: in the problem of music education, in the ratio of traditional and new European musical
thinking; - to give little information on the development of these processes in the XXI century; -to outline the
possible future prospects of Uzbek—Chinese cultural relations. A striking example of the processes of mutual
cultural exchange is the development of musical instruments on the routes of the great silk road.
Keywords: Uzbek-Chinese, Uzbek-Japanese cultural relations, music education.
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TBOPYECTBO
UCIOJIHUTEJIS
B CBETE
BEAYLLUX
TEHJAEHLIUU
MY3bIKAJIbHO
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PEDAGOGY

— XYAO)KEC-
TBEHHOMHN
[TPAKTUKH

MPHTH 14.35.07

P.P. lokepaumanuea ',

' Kasaxckasi HaunonasibHast AKajieMusi HCKYCCTB UM.
T.K. )Kyprenoga,

Anmarbl, Kasaxcran

TBOPYECTBO UCMOJIHUTENSA B CBETE BEAYLUX TEHAEHL{UA MY3bIKA/IbHO -
XYAOXXECTBEHHOM NPAKTUKH

AHHOTauMA

B ncenenoBaHmm paccMOTpeHbl TEOPETUKO — METOA0I0MMYECKME OCHOBbI TBOPYECTBA UCMOSIHUTENS, C
npuenevyeHnemM GyHaaMmeHTanbHbIX MONOXEHUN My3blKO3HAHUS, TEOPUM MY3blKa/lbHOMO UCMOSIHUTENLCTBA,
NCUX0N0rMK TBOPYECTBA U My3blKalibHOro 06pa3oBaHus. [TPOHMKHOBEHWE B CaMy CYTb TBOPYECKMUX
YCTPEMIEHUI TOMO UM MHOTO CMNeLManmcTa, 3HaKOMCTBO C LUMPOKOW aMMIUTYA0N €ro XyAOXECTBEHHbIX UAEN
— cOo3unaaTenbHblX, UCMOTHUTENbCKUX M APYIMX XapaKTEePU3YET «4yXOBHO — TBOPYECKMIM NOTEHLMaN» IMYHOCTH,
06YyCNOB/IEHHbIM BCEM KOMMIEKCOM ee NPOdECCUOHANBbHbIX KAYeCTB, YyPOBHEM Pa3BUTUS U My3blKalbHOM
OlapeHHOCTH.

KnioueBble cnoBa: TBOPYECKUIM MPOLLECC, MY3blKa, UCMOMHUTENbCTBO, NeAgarorMka, NCUxonorus TBopyecTea.

BBepeHue B Ka4eCTBEHHO HOBYIO CTaauio, %

3HaHu1S 0 CYHOCTHU, 3aKOHOMEPHOCTSAX,  0603HAYEHHYI0 UCCneaoBaTeNaIMM é
TEHAEHUMSAX N NepcneKTuBax pasBuTua KaK «KpeaTMBHO — UCMOJIHUTEIbCKas g
NCMNONHUTENLCKOM NPAaKTUKKN My3blKaHTa umBMnmM3aums». basnpyemas Ha =
CTaHOBATCA yCreLlHbIM OPUEHTUPOM pedneKCMBHOM KynbType nytem g
Ana Hanbonee ecTeCTBEHHOIO YCBOEHUSA U NepepadoTkm MHDOPMaLUK, =
«BXOXAEHUS» B U36paHHYo npodeccuto, obecneynBaloLlen Kak MOXHO E
NOMCKa ONTUManbHbIX NYTEN Nepexoaa 6osiee UeNnoCTHOE N FrapMOHUYHOE 3
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COCYLLLECTBOBAHUE C OKPYKaloLWnM
MWPOM, OHa, B CBOIO o4epe/b,
TpebyeT KapanHanbHbIX U3BMEHEHWUN
npodeccnoHas bHbIX YCTaHOBOK U
CTEPEOTUNOB, OTKPbITUS MHBLIX CMbIC/TIOB
B AeATeNbHOCTU crneymanmcTa —
NCNONHUTENS.

Ha nio6om atane UCNoNHEeHUs
NPON3BEAEHNS MY3bIKAHT [JOJIKEH
BUIETb Nepe/ cobom rMmaBHYo Leb
— YMETb MacCTePCKM PaCKpbITb ero
MAENHO — XYNOXECTBEHHYIO CYLIHOCTb
1 CBA3bIBaTb COOTBETCTBEHHO C HEW
OnvxKanlne TEXHUYEeCKNe 3aaaqu.
XapaKtepnays MacTepcTBO B My3blKa/lbHOM
ncnonHutenbctBe, [.4. LoctakoBuy
nucan: «bnecrauas BUPTYO3HasA TEXHMKA
NMaHUCcTa UK CKpunaya, cpasy e
3acTaBngoulas o cebe roBopuTb, - 3TO eLle
He MacTepcCTBo, a ... CBOOOAHOE BNajeHne
TEXHONOrMen cBoero NpoPpeccMoHanbHOro
MacTepcTtBa. MacTepcTBO e B
NCMNONTHUTENLCTBE HA4YMHAETCA TaMm, rae Mol
CNyllaeM TONIbKO My3blKy, BOCXMLLAEMCSH
BAOXHOBEHWEM UrpPbl 1 3a6biBaeM O TOM,
KaK, C MOMOLLbIO KaKNX TEXHNUYECKMX
CpeacTB AOCTUT My3blKaHT TOMO UM MHOTO
Bblpa3untenbHoro addektar [10, c. 35].

TBOpPYECTBO My3blKaHTa — UCMONHUTENS
BblpaxKaeTcs He TOJIbKO B COBEPLUEHHO
CBO€06pasHbIX 0COB6EHHOCTSX
3BYKOBOI0 BOMIOLWEHNS My3blKaNbHbIX
npon3BeaeHNI, HO YTO OCOBEHHO OTIMYaeT
3Ty 061acTb TBOpPYECTBA — NPU3HAKK
€ro NposiB/IEHUSA B HEWN HACTONLKO
Heoca3aeMbl, YTO JarKe camMo Hanuyune u
BO3MOXHOCTb CYyLLLECTBOBaHMS TBOPYECTBa
B MY3blKa/lbHO — UCMOSHUTETbCKOM
npouecce TpebyeT 0co60 yoeanTenbHbIX
[loKa3aTenbCTB. Ype3Bbl4anHO LUMPOKOE
TONKOBaHWE TEPMUHA «TBOPYECTBO»
BCTPEYAETCH B HAYYHbIX TPyAAX
OTA€/bHbIX YYEHbIX — MCUXOJI0rOB. TakK,
npodeccop bexrepes B.M. B cBoel cTaTbe
«YMCTBEHHbIN TPy ¢ pedbeKCoNnornyeckom

TOYKM 3pEHUs» NPUBOAUT Hanbonee
LUIMPOKOE UCTOSIKOBAHME 3TOro TEPMMUHA.
CornacHo ero To4ke 3peHus, B 061acTb
TBOPYECTBA, HAPSAY C XYAOKECTBEHHbIM
TBOPYECTBOM, BK/IIO4YAETCS HE TONbKO
TBOPYECTBO HAy4YHOE N TEXHMYECKOE,

HO JarKe Bcs obLLan ans Bcex 6e3
NCKJIIOYEHUS YETOBEYECKUX MHANBUAYYMOB.
CuHTETMYECKANA M aHaNUTMYECKas
AeATeNbHOCTb HalWen NCUXMKK NpU3HaeTcs
pesynbTatamu paboTbl TBOPYECKOWM
$yHKUKUKM YenoBeKa [4].

MeToabl

Ham npegcraBngercs, 4to B
NCMNONHUTENBCKUX AeATE/IbHOCTAX JONMKHa
OblTb BK/IIOYEHA KaTeropusi «CMbicna»
KaK «LenocTHOe BUaeHNe 06BLEKTa,
CBsI3aHHOE C NpoLeccoM 06pa3oBaHug,
KaK QYHKLUMA Xy[10XKEeCTBEHHOW NO3ULINK
KOMMO3MTOpa M Ha 3TON OCHOBE
JIMYHOCTHbIX CMbIC/IOB UCNOMHUTENEN.
OHa o603Ha4veHa M.C. KaraH Kak
«MeXaHU3M TBOPYECKOIro CO3MaHUs»,
KO.M. JlToTMaHOM — «reHepaTop CMbicna,
A.H. JTeoHTbEBbLIM — «CNOCO6 1 ycoBue
CMbICNOCTpoUTENBCTBar. PUNOCOPCKUE
nonoxeHus M.M. baxtnHa, M. by6epa,
M.C. KaraHa, cBA3yoLmnx GyHKLMIO
ncnonHutTens ¢ GyHKumMen ocoboro cMmbicna
TBOPYECKOW AesATENbHOCTHU B NpoLecce
NOCTUXKEHUS COEPHKAHUA MY3bIKU
KOMMO3MTopa, NO3BOJISET 3aK/04YUTb: Ha
co3aHue COBCTBEHHOIO My3blKaslbHO —
MCMNONHUTENBbCKOIo 3ambicna TpebyeTca
BHECEHMe onpeeneHHbIX KOPPEKTUB.

APTUCTUYHbBIX UCNOSIHUTEND —
MY3bIKaHT, KaK 1 Nto6as Xy1oXeCTBEHHO
— ofapeHHas TMYHOCTb, OTINYaETCS
6oratblM BOOOPaXKEHUEM, HEUCTOLLMMOW
Ha BbIAYMKHW TBOPYECKON daHTa3nen, rae
YTOHYEHHbIE peaKLMN NepeMErKaloTes
CO CTUXMMHBLIMU OyLIEBHBLIMW NOPbIBAMU,
a TWwaTtenbHO NPoAyMaHHbIE NPUEMbI
HEOXXNJaHHO CMEHSIOTCH BbloLlencs
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4yepes Kpan aHepruen nmnposusaumu. O
3Ha4YMMOCTMN TBOPYECKOIO BOOBParKeHUs
B pa3BUTUKN apPTUCTUHECKUX CTOCOBHOCTEN
B NOArOTOBKE My3blKaHTa — UCMOJIHUTENS
nuwet J1.A. bBapeH60inM, cumTas, YTo «eC/in
BOOGparKeHue XyqoXKHWKa OTn4yaeTcs
ACHOCTbIO U PenbedHOCTbIO, OHO
CNOCOBHO CTaTb «MaHKOM», BO36yauUTENEM
TBOPYECKOW CTPaCTHOCTM». ABTOP
3aMeyaer, YTo «pefibedHO NpeacTaBUTb
cebe Xy0XKeCTBEHHbIN 06pa3 HeEOBX0AMMO
He TONbKO AJ151 UCNONHUTENEN, aKTEPOB
MW My3blKAHTOB — Meaaroros, HO M AN
nucatesien, KOMNO3UTOPOB, KUBOMUCLEB,
CKyNnbnTOpOB. BoOGpaXKeHne UCMoNHUTENS
— My3blKaHTa cieyeTt paccMmaTpmBaTb He
TONbKO KaK CNMOCOOHOCTL MTMOKO coYeTaTb
N KOMBUMHUPOBAaTb Xy4OXECTBEHHbIM
Martepuarn, Ho U y4acTue B OLIEHKe
pa3HO06pa3HbIX CUTyaLIMIK, NOUCKE
OMNTUMaJIbHbIX PELIEHWUM NOCTaBIEHHbIX
3ajad [1, ¢.120].

AuckKyccuna

leHepanbHasa TemMa, MMelolLlad ocoboe
MecTo B paboTtax H.A. bepasieBa —
TBOPYECTBO YeN0BEKA, KaK €AUHCTBEHHO
OCMbICNEHHbIN Croco6 CylLLLECTBOBAHMUS.
B Hel cTaBUTCA HENPEMEHHOE
ycnoBue ans Tsopyectsa — cBo604a,
NoOHUMaeMon Nnoj TBOPYECTBOM He
CO3/JaHne KyNbTyPHbIX MPOAYKTOB,
a rnojlbeM BCEro 4e0BEYECKOro
cyuiectBa. B yactHocth, H.A. bepases
KOMMEHTUpPYET: «TBOPYECTBO — 3TO NPOPLIB
B 6€CKOHEYHOCTb», «f1 COBCEM HE CTaBuI
Bornpoca 06 onpaBaaHuu TBOpYECTBa.
TonbKO TBOPYECTBO OMNpaBAbIBAET CaMO
CylLLLeCTBOBaHMWE YenoBeKa, N TONbKO
«AaB» Y4EHWKY TBOPYECTBO KakK cnoco6
CylLLeCTBOBaHUs, nNejaror onpasibiBaeT
ceb64. MMEHHO CMbIC/T UCKYCCTBa Y4€EHbIN
BUIWT B «yNpexaeHun npeobpa3oBaHus
Mupa», NogYepPKNBas Takne Hepasaennumole
NOHATUSA, KaK cBO6O/a U TBOPYECTBO,
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n60 cB0OOJa POXKAAET TBOPHECTBO,
B TBOPYECTBO, B CBOIO 04epeb, AaeT
cBo6oAay MYHOCTH [3].

BaKHO He yTepsTb CNOCOBHOCTH
HernocpeacTBEHHO pearnpoBaTb Ha
OKpYXKaloLwyto AENCTBUTENBbHOCTb, YMEHUI
3ameyaTb, HaKanauBaTth BreYat/ieHus
[Ns1 CBOEro UCKycCTBa: 6blTb OTKPbLITbIM
HOBOMY, MHTepecHoMy. Co CBOEN CTOPOHbI
E. CBeTnaHoB cBUAETENLCTBYET: «Bbl nopon
W caMM MOMETE He 3HaTb, KakK, Koraa,
KaKuM 06pa3oM Npour30LIn UBMEHEHNSA B
HaleM Xy4oXeCTBEHHOM CO3HaHuW. byaeTe
4YyBCTBOBATb TOJILKO YTO — TO BHYTPW Bac
C/IOBHO 6bl OCBETWU/IOCb HOBbIM CBETOM;
OYATO YTO — TO CKPbIBANOCh, ApemMarsno B
Bac, NoKa fpKoe, CU/IbHOE KU3HEHHOoe
BreYyat/ieHMe He nonano — TO4HO CcTpena
— NPSMO B Uefb. A y6exaeH: My3blKaHTbl,
nonararoume, YT0 MOXKHO pellaTb CBOU
npodeccroHasnbHble NPO6IEMbI NNLLIb
cyry6o npodeccmoHanbHbiMK CpeacTBamm,
rny6oKo 3abnyxaatoTcs. M KaxeTcs MHOM
pa3s, 4To, BCeLeso cocpeaoTaymBasiCb Ha
cBoen paboTe, OTropa*KMBasiCb OT BCEO
«MelllaloLero» u «0TBJ/IEKatoLLLEr0», OHM
WAYT, YTO Ha3blBaeTcH, Mo KpaT4yanLlen.
HesepHo! B UCKyccTBe npsiMas IMHUSA
[JaneKko He Bcerga ectb Kpatyaniuas Mexay
ByMs TO4Kammu» [8].

HeTpyaHo 3amMeTUTb, 4TO B MUpeE
MY3blKa/bHOIO UCMNONHUTENLCTBA
NpMBOAATCS Pa3MyHOro poaa
NO3TUYECKMUE CPABHEHUS, aHaNOrMMu,
accoumnaLmm «no CXOACTBY», a
BOOGpaXeHne XyNoXKHUKa HepeaKo
NoACKa3blBaeT HEYTO BPOAE KUBOMUCHO
— 06pa3HbIX IKBUBANEHTOB MY3bIKM.
McnonHuTenb BAOXHOBASETCS
«MUPOXKaMm», MPOHUKAET B COKPOBEHHbIE
TaHWUKU MPOU3BELEHUI, OTKPbIBAdA MUX
ansa cebst <MMeHHo, My3blKa, - 3aMedaeT
K. KoHAapalluH, - poxaaeT o6pasbl,
WHAMBUAYaNbHbIE ANS KAXKO0ro...

OfHaKo, HeCMOTPS Ha To, YTO HaxXoAuTb
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accounaumn pa3BmnBaloT XyA0XKECTBEHHO
— 06pa3Hoe MbllW/IEHUE — NONE3HO

AN UCNONHUTENA He 3abblBaTb, YTO
«n306peTaTh» YTO — MO0 B paboTe

Haj My3blKasbHbIM NPOU3BEAEHNEM

— 3aHAaTMe 6ecCcMbICNeHHOE, YpeBaTo
HexenartenbHbIMU NOCEACTBUSAMM,

Beas K onpeaeneHHbIM U3epKaM.
MpuaymMaHHOro — He CKPbITb. TONbKO
npodeccnoHasbHbIW ONbIT NOJCKa3biBaeT
cneumasnucTy, 4HTo pPOXKAEeHUE COYMHEHNS
C BCnywnBaHMeM B cebs N03BOSSET
My3blKanbHOMY 06pa3y, ero opopmMeHNIO
Nony4YnTb penbedHOCTb U 3aKOHYEHHOCTb
[7].

Pe3ynbrartbl

Y MHOTIMX MY3bIKAHTOB BHYTPEHHSS
NCMXoNorn4yecKas caMmoHacTponKa Ha
TBOPYECKYIO paboTy, BKItoYas ny6andHoe
BbICTYyMN/IEHWE, CBA3aHa C BHYTPEHHUMU
yCTaHOBKaMMu: cOCpeoTO4EHHOEe
BHMMaHWe, N03BONSIOLLIEE OTBEYLCS OT
HEPBHOIO HaMpPsXXeHus, pa3roBopoB U
O6LLEHMA C OKPYXKaOWWUMU; yeAUHEHUE
B TULLMHE. TaKon 06CTaHOBKK B
[EHb My6/IMYHOro BbICTYMIEHUS
npuaepxueanucoe — @. LananuH,
O.WadpaH, 3. lMnenbc, BceLeno yxoas B
cebs, CTpeMSCh K NOTPEBHOCTU 0OPECTH
NPOCBETNEHHOCTb AiyXa, aTMocdepy ans
TBOpYecTBa. MIHbIMM cCnoBamu, yCTaHOBKa
Ha TBOPYECTBO [10/1I}KHa OblTb TaKOW, YTOObI
NcUXonorn4yecKas camopeanmsauns
UCMNOTHUTENS He NnopoXaana y Hero
4Ype3MepHO BbICOKOW OTBETCTBEHHOCTH
3a KOHeYHblIM pesynbTaT, M60 OHa YpeBarta
Tep3aHWeM, MYKOWN, TPYAHOCTAMMU.

TBopUyecKkoe BOJIHEHUE — Npobema,
MMeloLLEee MECTO Y BCEX UCTIONTHUTENIEN
— MY3bIKaHTOB, TaK KaK BXOX1eHne
B TBOPYECKMUI NPOLLECC COMPSAKEHO C
pa3nnyHbIMU ABNEHUAMU: YCTAHOBNEHNE
AYLWEBHOro paBHOBECHKS, Hann4mne
TEXHUYECKUX MOrpeLLHOCTEN U Ap.

34ech BaXHO He pacTepsaTbcsl, CKopee
MCNPaBUTb AONYLEHHbIE OLWNGKK U
npoaoMmKaTbh UCMONHATL NPOM3BeAEHNE

¢ 60/1blLIMM NOABEMOM U 3HEPIrUen. B

TO e Bpems TBOPYECKMI NPOLLECC B
MY3bIKE MOXET COMPOBOXKAATLCH HE
TONIbKO CUNbHbIM BO30YXKAEHWUEM, HO U
anaTtuen, XpoOHUYECKOM YyCTanocTbio. 3aechb
MHOroe 3aBUCUT OT BOJIEBLIX YCUNTUNA,
NpeoaosieHNs MaCCUMBHOIO HACTPOEHMUS,
KOTOpble NPUXOAST B NpoLiecce padoThl,
M60 «JENCTBME — 3TO KanKaH ans 4yBCcTBa»
(K.C. CTaHUCnaBCKNUI), BHYTPEHHSASA
yCTaHOBKa, CaMOHaCTPOM Ha TBOPYECKYIO
NeATENbHOCTb.

B uenom, BCA KU3HeOeaTeNbHOCTb
yenoBeKa, NOCBATUBLLEND cebs
XYOOXEeCTBEHHOMY TBOPYECTBY —
3TO CMNOLWHANA LIENb HENPEPbLIBHbIX
HanpsXXeHWn, HanoJIHEHHas NOAbEMOM,
cnagoMm, HapacTtaHuem 1 ocnabneHmem
ycunun. MNpeogoneBaTb TPYAHOCTH
CNOCOBEH TOT, KTO YBEPEH B cebe,
npoKnagbiBas NyTb K ycnexy. Ho ang
3TOro He06X0AMMO NOAAEPHKUBATL B
cebe ollyllleHne, YTO UCNOSTHUTENbCKAad
NEeATEeNbHOCTb BMOJIHE MPOXOANT Ha
BbICOKOM YPOBHE MpU NOAAEPHKKE U
NOOLWPEHUM APY3EN, KONNET, POAHbIX
nogen. CoBeplleHHO 04EBUAHO, YTO
WUCMONMHUTENbCKME N TBOPYECKME
NpoLLeCChl ABNSFIOTCS ABUNKYLLEW MPYKUHON
«CLeHapus» Nto60oro BbICTYNNEHUS, Nepes
JIMLLIOM KOTOPOro MOXET OKa3aTbCH
6eCcrnoMOLLHbIM HE TOJIbKO Ha4YMHAIOLLMK
aPTUCT, HO OMbITHbIN UCMONHUTEND.
CnoxHoCTb cuTyaumm ycyrybnsaetcs
TEM, YTO BCE COMHEHUS, pa3aymMbs U
Apyrue nNcmMxonornyecKkme cocTonaHus,
KaK NpaBuo, OTPaXaloTcs He TONbKO Ha
BHELWHOCTU UCMOMHUTENS, HO U Ha BCEM
€ro rnoBeeHNK, 4TO, B CBOIO O4EpPEb,
NpPOBOLMpPYET ONpeaeneHHble, HacTo
HexenaTte/bHble 3MOLMOHaNbHbIE PeaKLnK
CO CTOPOHbI BOCNPUHUMALOLLEN ero
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ayauTopuu.

M Hao60opoT, TWaTebHO B3BELIEHHOE
C/I0BO, NPOoAyMaHHbI€ ¥ecCTbl, yoexaatoLas
JIEKCUKa, MPOHUKHYTas cTpeMieHneM
KaK MOXXHO 60/1ee aKTMBM3MpPOBaTh
BOOGpaXKeHue, «npeBpallatoT» My3blKaHTa
B YMeNO Bnagetowero cobomn UCNOJIHUTENS.
A NOCKOJIbKY 3MOLMOHaNnbHas coepa
JINYHOCTU My3blKaHTa UMEET APKO
BblpaXKeHHY0 TBOPYECKYIO NOAOMNEKY,

TO 3TO B O4EPEHOMN pa3 NoATBEPKAAET

€e MOLHOoe BO3/IENCTBME Ha X0/

€ero co3ujaresibHO — TBOPYECKOMN
[eaTeNbHOCTH, HanpaBfieHHOM Ha
MaKCUMaJibHOE pacKpbITUE CBOENO
XYAOXKECTBEHHOIO NOTEHLMana, Ha

6/1aro Cny»eHus UcKyccTtBy. ICKyccTBO
apTUCTUYECKOIO CaMOBbIpParKeHUs
npeacraBnsieT cobon CNO¥KHbIA TBOPYECKUNA
npouecc HenocpeacTBEHHO B MOMEHT
NCMNOoNHEHNS, TPEBYIOLWMIA OT My3blKaHTa
onpeaeneHHon ogapeHHOCTH, YMEHNS
MOMEHTaJIbHO 0TO3BaTbCs Ha XapaKTep
NCMNONHEHMS, NOAXBATUTb UIE U Pa3BUTb
ee Janblie, YyTKO pearMpoBath Ha
pa3BUTUE UMMNPOBU3ALIMOHHOM TIMHNH,
BOBpPEMS NoAYEePKHYTb aKLUEHTbI, TOMOYb B
NOArOTOBKE JMHAMMWYECKOro HapactaHus
Ky/IbMUHaALWKU U T.A.

B TBOpYECKOM UCMONHUTENBCTBE
TpebyeT cneunanbHOro paccMoTPEHUS
BOMPOC O TBOPYECKOM BOSTHEHUU
MYy3blKaHTa KaK COCTOSIHUS BbICLIEro
nogbema, cBo60/bl AIMOLIMK, peannsaumnm
CBOEro TBOPYECKOro caMmoobnaaaHus.

B wacTtHoCcTH, K. KoHapalumH oTmeyvan:
“...Hago NposiBNATb Ha KOHLUEpPTEe
npasgHUYHOCTb U BAOXHOBEHME, 3BYKOBOM
6anaHc n temnepamMeHT” [7, c. 56]. YMeHune
CcBO6GOAHO ynpaBnsTb COOOM, pacyMTbiBaTb
TOHYaNLLINE ABUKEHUS MbILLLL, POXAatoLLMX
3BYKM, BefleT K TBOpPYECKOM cBOOOE,
NnoabEMY, BAOXHOBMIEHUIO. BaxHO, 4TOGbI
MCMNONHUTENDL “NpounrpoiBan” B yMe BCe
COOTHOLIEHMUS, pas3nmyus, pa3HoCTH,
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yAEPHKUBas BCIO CTapTErno pasBuUTHUs
MY3bIKW. NIEMEHTbI ANaNEeKTUYECKOro
MbILLEHWS 3[0€Chb COCTOSAT B YMEHUMN
yaepaTb OQHOBPEMEHHO pa3/inyHblEe,
MHorga NPOCTO NPOTUBOMONOXKHbIE
cofepartenbHo-06pas3Hble TPAKTOBKM
O/IHOrO M TOrO e TEMaTUYEeCKOro
MaTtepuana. OH JosKeH chopmMynmpoBathb
ansa cebsl, Bblpa3nTb B MOHATUAX
pe3ynbTaTUBHbIN BbIBO, KOTOPbIM
“uemeHTMpyeT” 4yBCTBO GOPMHEI, a
rnaBHoe — “oTbpacbiBaeT” Menkue,
€AMHUYHblEe, CllyYalHble MOMEHTbI
YU3HEHHOI0 U My3blKallbHOTI0 f1oroca,
3acTaB/SEeT COCPEAOTOUNUTLCS Ha OBLLEM,
CYLLECTBEHHOM B UCMOSIHEHWM.
NcrnonHUTENbCKOE NCKYCCTBO
B KazaxcraHe, C 0JHOM CTOPOHHbI
pas3BMBaaoChb Noj BAUSAHUEM
TPaguLIMOHHOTO UCKYCCTBA Ka3axCKoro
W ApYyrux HapodoB, NPOXMBaIOLWMX B
Pecny6nunke nytem obpalleHuns K 1afoBbIM,
rapMOHUYECKUM, PUTMUYECKUM W APYTUM
ocobeHHocTaMm (A. XKybaHos, I }Kyb6aHoBa,
J1. Xamunaun, H. MeHabiranves, b. basixyHoB
W ap.), c Apyron — onupasnsocb Ha 3anagHo-
€BPOMNencKoe 1 PyCCKoe UCMOSTHUTENTbCTBO
(B. AmaHxonos, ¥.AybakupoBa, A.
McaKkoBa u ap.). OcBoeHne TBOpYecTBa
BblAaOLLMXCA KOMNO3UTOPOB XX BEKA
— A.H. CkpsibuHa, C.B. PaxmaHuHOBa,
C.C. NpoKodbeBa 1 Ap. BbIBENO Ha
HOBbIM YPOBEHb NpeAcTaBieHne o
TEXHUYECKMX NPUemMax, Heo6XxXoaMMbIX
NS UICNONHUTENBbCKOW peann3aumnu
MY3blKanbHbIX NPONU3BEAEHNN.
lNprumeyaTenbHa TBOpYECKas
NeaTenbHOCTb NMaHUCcTa, KoMNo3uTopa
u nepgarora H. MeHabiranuena,
NONOXKMBLUEMY Ha4yano co3aaHns B
KaszaxcTtaHe OpUrnHanbHbIX NPOU3BeaeHuN,
rae OH cymesn pacKpbiTb HOBblE
BO3MOHOCTHK CpeACTB My3blKa/lbHON
BbIPa3UTENbHOCTU, TEXHUYECKMX
NPUEMOB, YCNOXKHEHUS MY3blKallbHOTO
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A3blka. B paboTe Hag noamown “JlereHga

o0 gom6pe” H. MeHabirannes 60/bLIOE
3HayeHune npuaaeT TBOPYECKOMY
COy4acTUIO UCMOJIHUTENS B BOCCO3aHNK
NPOM3BEAEHUS, CUMTASA, YTO LITPMXOBAS
TEXHUKa [0/HKHa KaK MOXHO 6o/bliue
NPUOBAMIKATLCH K JOMPOBOMY 3BYYaHUIo [S].

HeCoMHEHHO, C/oXHas
ncmMxopur3nonornyecKkas agnaneKktTuka
MCMNOJTHUTENBCKOIO Nnpouecca
npegnonaraeT MHOrOrpaHHyo
NeaTeNbHOCTb My3blKaHTa, KOTOPbIH
NPUOBUIKAETCA K HYXKHOMY eMy
XY[OXKECTBEHHOMY pe3ysbTaTy, He TONbKO
onupasicb Ha AesiTeNbHOCTb CBOEro
MbICNIUTENIbHOIO annapara, HO U BKIoYaeT
TBOPYECKMIN NpoLLECC B MOCTPOEHUMU
XY[OXKECTBEHHOIo 06pa3a NPoM3BeaeHHs.
My3blKanbHOE UCMONHEHNE KaK ocobas
dopma 6bITUS — B OCHOBE CBOEN CTPOUTCS
Ha 0653aTeIbHOM HalM4YnKn TBOPYECKOIo
npouecca, He3aBMCUMO OT TOrO,

ABJISETCS /I OH CO3[1aHMEM CMbIC/IOB, UX
BOCMPUATUEM UM BOCCO3AaHUEM CMbICIOB
yepes UCMONMHUTENS.

B My3blKasibHOM MCKYCCTBE Mbl
NOCTOSIHHO CTallIKMBaeMcs ¢ 3GPEeKTOM
“nogpactaHusa” Ny6aMKKM 0 TBOPLOB
HOBOTO Xy4OX€eCTBEHHOro NPOCTPaHCTBa,
KOTOPbIN BO3HUKAET UCKIIOYUTENbHO
6narogapst My3blKa/lbHO-UCMOJIHUTE/IbCKON
AEeATENbHOCTU BEIMKUX MacTepoB.
[KynbeTTa — AeBoYKa B UCMOSTHEHWUU
BeNnKon . YnaHoBOM 06paTmnio Ny6anKy
K 6anetHon My3blke C. lNpokodbeBa
, @ MOry4ynit nnaHmam C. Puxtepa — K
dopTennaHHomn. “IcKkoBUTAHKA” H.
Pumckoro — KopcakoBa, npouwealias
He 3aMeYeHHOM LUIMPOKOKW NyBSTIMKON,

B O[IMH MUT, 6narofaps o6pas3y MiBaHa
lpo3Horo, co3gaHHomy P. LLlananuHbIM,
Oblna NPU3HaHa WeaeBpOM ONEPHOro
TBOpYecTBa. O6Len3BeCcTeEH PaKT
Bo3poxaeHus sennkoro N.C. baxa,
6narogaps 3amedate/ibHOMY UCTMOJSTHEHUIO

€ero coymHeHun — “Ctpacten no Matoeto” n
“Meccbl” cu-muHop — P. MeHaenbCOHOM.
leHni . YanKoBCKOro 6bin
0co3HaH EBponon, 6narogaps
MacTepCTBYy UCMONHeHUS [TaTon
cumdoHmn A. Huknwem. Noareepxaas
MbIC/b A. PyBUHLITENHA O TOM, 4YTO
“BocnponsBegeHne — aTo BTOpoe
TBOpeHne”, T.H. pym — [pxummanno
yTBEep¥aaeT: “CyactinBbl KOMMO3UTOPSI,
BCTpeYas Npu XM3HU AOCTONHbIX
MHTEepNpeTaTopoB CBOEN My3blKH,
JOCTUraloLWnx 60/bLIOW JYXOBHOM
6/IM30CTU C aBTOPOM. TaKne apTUCTbI KaK
Obl NPOAOMKAOT TBOPHYECKNI NpoLecc,
Ha4yaTbli KOMNO3UTOPOM, 3aBepluas
€ro Ha nybénn4yHon acTpage. lNoayac oHu
OTKPbIBaAlOT KOMMO3UTOPY ero camoro” [6,
c.6-7].

Pe3synbraThbl

Y MHOIMX My3bIKQHTOB BHYTPEHHSASA
NcMxonornyecKkas caMmoHacTpomnKa Ha
TBOPYECKYIO paboTy, BK/oYasa nyéanyHoe
BbICTYN/IEHWNE, CBA3aHa C BHYTPEHHUMM
yCTaHOBKaMW: cocpejoTO4YEHHOEe
BHMMaHWe, NO3BONSIOLLEE OTBEYLCS OT
HEPBHOIO HarnpseHus, pa3roBopoB 1
06LLEHNS C OKPYXKAIOLWNMK; YyeAUHeHne
B TULLIMHE. TaKon 06CTaHOBKK B
JeHb Ny6/MYHOrO BbICTYMAEHUS
npuaepxmsanuce — @. Lananux,
O.WadpaH, 3. Tnnenbc, BceLeno yxoas B
cebs, CTpeMSACH K NOTPeBHOCTM 06pecTH
NPOCBETNEHHOCTb Ayxa, atMmocdepy ans
TBOpYecTBa. MHbIMK Cl0OBaMU, yCTaHOBKa
Ha TBOPYECTBO [10/IKHa ObITb TAKOM, YTOObI
ncuxonornyeckas camopeanmaaums
MCMNOSIHUTENS HE NOPOoXKAana y Hero
ype3MepHO BbICOKON OTBETCTBEHHOCTH
3a KOHeYHbIW pesynbTaT, M60 OHa YpeBaTta
Tep3aHUeM, MyKOW, TPYAHOCTSMMU.

TBOpYecKoe BOSIHEHUE — npobnema,
UMELOLLLIEE MECTO Y BCEX UCTOJTHUTENEN
— MY3bIKaHTOB, TaK KaK BXOoXaeHne
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B TBOPYECKMUIW NPOLLECC COMPSAXKEHO C
pa3nIMyHbIMU ABNEHUAMUN: YCTAHOBNEHNE
AYLWEBHOro paBHOBECHUS, Hann4mne
TEXHUYECKUX MOrpeLLHOCTEN 1 ap.

34ecb BaXHO He pacTepsTbCs, CKopee
ncnpaBuTb AOMYLEHHbIE OLLUOKU U
NPOAOIKATb UCNONHATL NPOM3BEAEHUE

¢ 60/1blWLIMM NOABEMOM U 3Hepruen. B

TO e BpeMsl TBOPYECKMK npoLiecc B
MY3blKE MOXET COMPOBOXAaTbCH HE
TOSIbKO CUNbHbIM BO3OYXKAEHUEM, HO U
anaTtnen, XpOHUYECKOM YCTanocTblo. 34echb
MHOro€e 3aBUCUT OT BOJIEBbLIX YCUIUN,
NpPeoo/IEHUS NAaCCUBHOIO HACTPOEHUS,
KOTOpble NpMXoasaT B npoLiecce padoThl,
nBo «1enCcTBME — 3TO KalKaH A/s YyBCcTBa»
(K.C. CtaHMCNnaBCKUI), BHYTPEHHSAS
YyCTaHOBKa, CaMOHaCTPOM Ha TBOPYECKYIO
AEeATENbHOCTb.

B uenom, BcS U3HEeNeATeNbHOCTb
yesloBeKa, MOCBATMBLLENO cebs
XYAOXKECTBEHHOMY TBOPYECTBY —

37O CMJIoWHas Lenb HENPEPbIBHbIX
HanpPsHXEeHWN, HanoJIHeHHasa NOAbeEMOM,
cnajoMm, HapacTaHWeM 1 ocnabneHnem
ycunui. NMpeogonesaTtb TPYAHOCTH
CNocobBEH TOT, KTO YBEpPeH B cebe,
npokKnagbiBas nyTb K ycrnexy. Ho ang
3TOro He06Xx0AUMO NOAAEPKNBATL B
cebe OoUlyLLEHNE, YTO UCNONHUTENbCKAs
[esaTeNbHOCTb BMOJIHE NPOXOAUT Ha
BbICOKOM YPOBHE NpU NoaaepKKe U
NooLwpeHUN Apy3en, Konner, poaHbIX
nogen. CoBeplieHHO 04eBUAHO, YTO
UCMNONTHUTENBCKUE U TBOPYECKME
NMPOLECCHI ABNAIOTCA ABUKYLLEN MPYHMUHON
«CLEeHapus» No60oro BbICTyMNeHUs, nepes
JINLOM KOTOPOro MOXKET OKa3aTbCs
6eCcrnoMOLLHbIM HE TOIbKO Ha4YnHaoLLINK
ApPTHUCT, HO OMbITHbIN UCMOJIHUTENb.
CnoKHOCTb CUTyaluu yeyryonsetcs

TEM, YTO BCE COMHEHMUS, pasaymbsl 1
[Ipyrue rncuxonorndyecKkne coCTosiHus,
KaK npaBufo, OTpaxaloTca He TONIbKO Ha
BHELIHOCTU UCMNONIHUTENS, HO U Ha BCEM
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€ro NoBeeHNH, YTO, B CBOIO o4epe/b,
NpoBOUMpPYET ONpeaeneHHble, YacTo
HeXenaTtenbHble 3MOLMOHaNbHbIE peaKLnn
CO CTOPOHbI BOCNPUHUMALOLLEN ero
ayauTopuu.

M Hao6opoT, TaTeNbHO B3BELLIEHHOE
C/I0BO, NPoAyMaHHbIe XeCTbl, yoexaatouas
JIEKCUKA, NPOHUKHYTas CTpeEMSIEHMEM
KaK MOXHO 60Jiee aKTMBU3UPOBaTb
BOOGpaXkeHue, «npeBpallaloT My3blKaHTa
B YMeNIo BnagerLwero co6on UCnonHuTens.
A NOCKOJIbKY 3MOLMOHanbHas coepa
JINYHOCTU My3blKaHTa UMEET SPKO
BblpaeHHY0 TBOPYECKYI NOAO0MNEKY,

TO 3TO B 0MepeaHOoM pa3 NoATBEPKAAET

€e MOLHOe BO3JIENCTBME Ha X0/

€ro cosujartesibHO — TBOPYECKOM
[eaTeNbHOCTH, HanpaBieHHON Ha
MaKCUMasibHO€e pacKpblTUe CBOEro
XY[IOXKECTBEHHOIO NoTEeHLMana, Ha

671aro Cny»eHus UICKyccTBy. MICKyCcCTBO
apTUCTUYECKOro CaMOBbIparKeHUs
npeacTaBnseT cobom CNOXHbIA TBOPYECKUI
npouecc HenocpeacTBEHHO B MOMEHT
NCMNONHEHMUS, TPebyoW M OT My3blKaHTa
onpeaeneHHon ogapeHHOCTHU, YMEHUS
MOMEHTa/IbHO OTO3BAaTbCS HA XapaKTep
UCMNOTHEHUS, NOAXBATUTb UIEK U Pa3BUTb
ee fanblue, YyTKO pearMpoBatb Ha
pa3BUTUE UMMNPOBU3ALIMOHHOM TUHKUM,
BOBPEMS NOAYEPKHYTb aKLUEHTbI, TOMOYb B
NOAroTOBKE IMHAMMYECKOro HapacTaHms
KyIbMUHALMKN U T.A.

B TBOpYECKOM UCNONHUTENLCTBE
TpebyeT cneunanbHOro paccMOTPEHUS
BOMPOC O TBOPYECKOM BOSTHEHUU
My3blKaHTa KaK COCTOSIHMUS BbICLIEMO
nogbemMa, cBo60/ibl 3MOLMA, peann3aLunm
CBOEro TBOPYECKOro caMoobnajaHus.

B yacTtHocTH, K. KoHapalumH otmeyan:
“...Hao NposIBNATb Ha KOHLEpPTE
npasaHUYHOCTb U BAOXHOBEHUE, 3BYKOBOM
6anaHc v TemnepameHT” [7, ¢c. 56]. YMeHune
cBO6GOAHO ynpaBnaTb COB0OM, pacyMTbiBaTb
TOHYaNLLINE ABUKEHUSA MbILLLL, POXAAtOLWMX
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3BYKMW, BeET K TBOPYECKOM cBOBOAE,
noabLeMy, BAOXHOBNIEHUIO. BaXHO, 4TOGbI
NCMNONHUTENDL “NpounrpbiBan” B yMe BCe
COOTHOLIEHUS, Pa3nnyus, pa3HoOCTH,
yaepxuBas BCIO CTapTerunio passBuTng
MY3blKW. ANEeMEHTbI naleKTUHECKOro
MbILUNEHWS 34E€Cb COCTOAT B YMEHWUMU
yaepaTb 0OHOBPEMEHHO pa3/IyHbIE,
MHOrAa NPOCTO NPOTUBOMNOMNOMHbIE
cofepratenbHO-06pa3Hble TPaKTOBKM
OAHOrO M TOrO e TEMaTUYECKOro
MaTtepuana. OH JonKeH chopmMynmpoBaThb
Ans cebsl, BblpadnTb B MOHATUAX
pe3ynbTaTUBHbIN BbIBO/, KOTOPbIM
“uemeHTMpyeT” 4yBCTBO POpPMBI, a
rnaBHoe — “oTépacbliBaeT” MenKkue,
€AMHWYHbIE, ClyYanHble MOMEHTbI
*U3HEHHOI0 U MY3blKaIbHOrO S10roca,
3acTaB/sSeT COCPEAOTOUNTLCS Ha 0bLLEM,
CYLLECTBEHHOM B UCMOIHEHWM.
MCnonHUTENbCKOE UCKYCCTBO
B KasaxcTtaHe, ¢ 04HOM CTOPOHbI
pa3BMBasoCh Noj BAUAHUEM
TPaaULIMOHHOIO MCKYCCTBA Ka3axcKoro
W OPYrux HapoaoB, NPOXKMUBAIOLLNX B
Pecnybnunke nytem obpalleHuns K 1aoBbIM,
rapMOHWYECKUM, PUTMUYECKUM W IPYTrUM
ocobeHHocTam (A. XKybaHos, . }Kyb6aHoBa,
J1. Xamunau, H. MeHabiranues, b. basixyHoB
n ap.), C Apyron — onupasnocb Ha 3anagHo-
€BPONENCKOE N PYCCKOE UCTOJIHUTENIbCTBO
(B. AmaHxxonos, K.Ay6aknpoBa, A.
McakoBa u ap.). OcBoeHUe TBOpYEecTBa
BblJalOLLMXCS KOMNO3UTOPOB XX BeKa
— A.H. CKpsabuHa, C.B. PaxmaH1HOBa,
C.C. lMpoKodbeBa 1 Ap. BbIBENO Ha
HOBbIW YPOBEHb NpeAcTaBieHne 0
TEXHUYECKUMX Npruemax, Heob6XxoanMbIX
[N9 UCMNOSNTHUTENBCKOW peanusaLunm
MY3blKalbHbIX MPOU3BEAEHUN.
MpumedyatenbHa TBOpYECKas
AeATeNbHOCTb MMaHUCTa, KOMNO3UTopa
u neparora H. MeHabiranvena,
NOSIOXKUBLUEMY Ha4yaso cCo3aaHuns B
KasaxcTtaHe OpUrnHanbHbIX NPOU3BeAEeHUN,

rae OH CyMesn pPacKpbITb HOBbIE
BO3MOXHOCTU CPEACTB MY3blKaibHOM
BblIPa3UTENIbHOCTU, TEXHUYECKMUX
NPUEMOB, YCIIOXHEHUA MY3blKalbHOIO
f13blKa. B paboTe Hag noamon “flereHaa
0 afom6pe” H. MeHabirannes 60/bLIoe
3Ha4YeHue npuaaeT TBOPHECKOMY
coy4acTH1IO UCMOJIHUTENS B BOCCO3aHNU
NPOU3BEAEHMUS, CHUTAS, YTO LLITPMUXOBAS
TEXHWKA [0/I}KHa KaK MOXXHO 60Jiblie
NpUGaMKaTLCA K JOMPOBOMY 3By4YaHuio [D].

HecoMHeHHO, cnorkHas
ncmxopumanonornyecKas guaneKkTuka
UCMNOJTHUTENBCKOIO npouecca
npegnonaraeT MHOrorpaHHyto
[eaTeNbHOCTb My3blKaHTa, KOTOPbIN
NPUBINIKAETCS K HYXKHOMY emy
XY[IOXKECTBEHHOMY pe3ysibTaTy, He TOIbKO
onupasicb Ha AesTeNbHOCTb CBOEro
MbICNIMTENIbHOIO annapara, HO U BK/YaeT
TBOPYECKMM MPOLECC B MOCTPOEHUH
XY[IOXKECTBEHHOIo 06pa3a NPon3BeeHUs.
My3bIKallbHOE UCMNONTHEHWE KaK ocobas
dopMma 6bITUS — B OCHOBE CBOEM CTPOUTCH
Ha 065a3aTeNIbHOM HaIM4YnUKU TBOPYECKOIO
npotecca, He3aBUCMMO OT TOTO,

SIBNSETCS I OH CO34aHNEM CMbICN0B, UX
BOCMPUATUEM WU/ BOCCO3aHUEM CMbICNOB
yepes UCMNOoNHUTENS.

B My3blKaslbHOM UCKYCCTBE Mbl
NMOCTOSIHHO CTalIKMBaeMcs ¢ 3GpeKToM
“nopgpactaHuna” Nny6amMku 4o TBOPLOB
HOBOIO Xy4OXECTBEHHOIo NPOCTPaHCTBA,
KOTOPbIM BO3HUKAET UCKIOUYUTENIbHO
6narogaps My3blKa/lbHO-UCMOIHUTENbCKON
NeaTeNnbHOCTU BEIMKMX MacTEPOB.
[KynbeTTa — AeBOYKa B UCMONTHEHMM
Benukown I. YnaHoBown o6patnnio ny6amky
K 6aneTHomn My3blke C. lpokodbeBa
, @ MOry4ymnit nuaHu3m C. Puxtepa — K
dopTennaHHomn. “lckoBUTAHKa” H.
Pumckoro — KopcakoBa, npouwegwas
He 3aMeYeHHOM LLMPOKOKW NYBSIMKON,

B OAMH MU, 6narogaps o6pa3y UBaHa
[po3HOro, co3gaHHomy . LananuHbim,
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Obl/la NPU3HaHa LWeaeBpPOM OMEPHOro
TBOpYecTBa. O6LIen3BECTEH DaKT
BO3poxaeHusa Bennkoro W.C. baxa,
6narogaps 3amevyaTenbHOMY UCMONHEHUIO

€ro coynmHeHun — “Ctpacten no Matdero” u

“Meccbl” cu-MuHop — ®. MeHaenbCoHOM.
FeHnn IN. YHanKoBCKOro Obin
oco3HaH EBponon, 6narogaps
MacTepcTBY UCNOJNTHEHUS [19TOM
cuMPoHMn A. HuKknwwem. Noareepraas
MbIC/b A. PyGUHLLTENHA O TOM, YTO
“BocrnponsBefeHne — 3To BTopoe
TBOpeHune”, T.H. TpyMm — pxumanno
yTBepxaaeT: “CyactinBbl KOMNO3UTOPI,
BCTpeYas Mpu }KU3HWU JOCTOMHbIX
WMHTEPNPETAaTOPOB CBOEN MY3blKH,
JOCTUratoLWmux 601bLIOK AYXOBHON
6/IM30CTU C aBTOPOM. Takme apTUCTbI KaK
Obl NPOAOIKAIOT TBOPYECKMI NpoLecc,
HavyaTbl KOMNO3UTOPOM, 3aBepLuas
€ro Ha nyénuyHom actpage. lNogyac oHu
OTKPbIBAOT KOMMO3UTOPY €ro camoro” [6,
C.6-7].

3axmouyeHue

[na KaXXaoro UCNoaHUTEeNs —
My3blKaHTa He06Xx04UMO OLLYLaTb cebs
TBOPLIOM, CO3AatoMM COBCTBEHHYIO
XY[AOXKeCTBEHHYI0 BceneHHyo. bes
3TOrO OLYLWEHUS OH HUKOoraa He
[IOCTUTHET MOAJIMHHOIO yCrexa B CBOEN
NpodEeCCUOHAIbHON AEATENBHOCTH.
MMeHHO 3ecb TauTCs OTBET Ha
BOMPOC, BO3MOXHO /11, KONUPYH Yeu-
TO “3BE3[AHbIN NOYEPK”, peannsoBaTtb
CBOW TBOPYECKUM NoTeHUMan,
OTKpPbITb A1 ce651 COOCTBEHHbIN
NyTb, YCTPEMUTLCS K JOCTUKEHUIO
TeX BEPLLUWH, KOTOPble OTpaXkatoT
BblpabOTaHHble 3CTETUYECKME Maeabl.
MpaBomepHa Mmbicnb FO.A. Larapennu,
KOTOPbIM COBEPLUEHHO CripaBea/iMBo
3aMeyaer, YTo “ycnellHble” UCMOSTHUTENN
obnagatot 3aMeTHO 6onee pa3BUTbIMU
CNOCOBHOCTAMMU, YEM “HeycnellHble”.
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370 ellle pa3 NOATBEPKAAET, Y4TO
CMNocoBHOCTH, NpeacTaBagouwme 6a3y
ans npodeccmoHasbHO BaXKHbIX Ka4yecTs,
SIBNSOTCH Ba*KHENLLMM YCIOBMEM
npodeccnoHanbHoOM ycnewHoctn” [9,
c.178].

[JWHaMmnKa TBOpYECKOro pocTa
MCMNOSIHUTENS — MY3blKaHTa A0CTaTO4HO
4YeTKO NPoCcnexmMBaeTcs B npoLecce
0CBOEHMWS penepTyapa OT CMYTHOIoO
pacnnbiBY4aTOro “BUaEHUN” ero
MHTEPMNPETUPYEMBIX CMbIC/IOB [0
[OBedeHNS UX 0O OnpeaeneHHoro
XYLOXECTBEHHOIO KOHTeKcTa. lNpun
3TOM OTIMYAETCA NpsSMasi CBA3b MeXAay
MHOOPMALMOHHOTO — MO3HaBaTE/bHbIMU,
TEXHUYECKU — 3KCMPECCUBHBIMMU
CTOPOHaMM U3y4aeMbIx MPON3BeaEHUN
W INYHOCTHbIM OTHOLIEHWEM €50
K TBOpYecTBy (11). Peyb naet 06
3CTETUYECKU — LLEHHOCTHOM OCMbIC/IEHUU
MHOroo6pasuns oKpyatoLen
[AENCTBUTENBHOCTN — BCErO TOrO, 4TO
JOMKHO BbITb PA3BMTO C MOMOLLLIO
ryMaHMCTMYECKOro noaxoga K
MY3blKaJlbHOMY UCMONHUTENLCTBY, rae, B
YaCTHOCTH, cnefyeT BCAYECKM OTXOANTb
OT Y3KO-KOHCEepBaTUBHOIO B3rnsaaa
Ha My3blKY, KaK BCEero nuub “npeamer
3HaHun” [12, ¢.278].

EcTtecTBEHHO, TIMYHOCTHLINM CNOCO6

OTHOWEHNA cneunanncta K Tomy Uin MHoOMy

NPOU3BEAEHMIO, U KaK NOATBEPHKAEHWE
€ro, NOMCK MM COBCTBEHHbIN
NCMONTHUTENbCKOWN KOHLIEMLINK
MHTEPNPETUPYEMbBIX COYNUHEHUN, HE
MOXET 6bITb NEpeaH B OT/IMHME OT
HaKOMJIeHHOro onbiTa. B pesynbrate
poxaaeTcs HoBoe nNpodeccruoHanbHoe
Ka4yecTBO, OT/IMYyaloLLee MHANBUAYANbHO
— TBOPYECKNE OCOOEHHOCTU MY3blKaHTa,
KOTOPOMY HaaNEXMUT BNlaJeThb
MCKYCCTBOM nepeaayn cO6CTBEHHON
TPaKTOBKKW NPON3BEAEHMN, KaK

BaXHOW OLUEHOYHO-KpeTepmnanbHOM
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NpeanocCbI/IKON OCYLLECTBIEHNUS UM
JIMYHOCTHO-3HAYUMbIX LIEHHOCTEN —
MOTMBOB, LENCTBUM, MO3ULIMK. A 3TO
06CTOATENBCTBO, KaK yTBepKaaeT

I.C. batuwes, B UCMONHUTEIbCKOM
TBOPYECTBE BbICTyNaeT 3Ha4YnMom
NPeAnoChbINKOM NpodeccMoHanbLHOro
MacTepcTBa, NOCKOJbKY “BbicLlee
MCKYCCTBO MCMOSTHUTENS KaK pa3 U COCTOUT
B TOM, 4TOObI caenatb NpuUTaratebHbIMU
BbICLUME LLEHHOCTHbIE CMbIC/bl TaK,

4YTOGbl CAMOCTOATENIbHO OTKPbLITb MX KaK
CBOMW COBCTBEHHbIE, 6ECKOMMNPOMMUCCHO
[IOPOXKUTb MU N NPUYYUTb CeBS
0OCTaBaTbCs BEPHbIM UM MPU NHOObLIX
HeB3roaax, TPYAHOCTSAX U UCMbITaHUax” [2,
c.38].

Muywmnm cneumnanmcet — My3blKaHT
CTPEMUTCH K MaKCUManbHOMY
pacLIMPEHMIO CBOEIO UCTMOSIHUTENIbCKOTO
noTeHumMana, rotToBbIV NEPECTYNUTb

Autepartypa:

3a paMKM YCTOSIBLLMXCS CTEPEOTUMOB.
B aTom cMbicne akcmnonorus, Kotopas

B 6yKBanbHOM NepeBoje 03HavyaeT

“HayKa 0 LeHHOCTAX” NPUMEHUTENBHO K
My3blKalbHOMY UCKYCCTBY MOXKET ObITb
0603Ha4vYeHa KaK Teopust opMeHTaLmm
JIMYHOCTU B MUPE MY3blKasbHbIX
LLeHHOCTEN, rae OH, BCTyNas B XMBOE
B3aMMOJENCTBME C U3y4aeMON My3blKOW,
CO3JaeT MHOE XyAOoKeCcTBEHHOE
NMPOCTPaHCTBO. AKCMONOrMYECKUI B3MNIA4
Ha My3blKY NO3BOMSET HE TOJIbKO B MOJIHOM
Mepe 0CO3HaBaTb LUMPOKY UCTOPUYECKYIO
nepcneKTUBy B 06LIMPHOM NaHopame
CTUNIEW M KaHPOB, rAe KaK HUrae aencreyet
3aKOH “B3anMM0O0OPaTUMOCTb NPOLLIOro

W 6yayulero”, HO U NOHATb MPUYUHHbIE
CB$I31 BO BCEX SIBJIEHUSX }XM3HU UCKYCCTBA,
NPOrHO3unpys cnupasnb TMYHOCTHOMO
pasBuTUS.
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« ABTOTI'PA®D »

MPHTH 18.49.09

I"A. KoBtyH !
! Cankr-Tlerep6ypr k., Poccust

«ABTOIPA®»

AHHOTauMA

OTpbIBOK «ABTOrpad» U3 KHUru «[1o 6eny cBeTy» M3BECTHOINO POCCUMCKOro perkmuccepa-baneTmencrepa
leoprusa AHatonbeBnya KOBTyHa OTKpbIBAET YMTATENSM NEPBbIe Wark NpopecCnoHanbHOro CTaHOBEHHUS
camoro banetmencrepa ¢ 60nbluon 6yKBbI. B acca «ABTOrpad» aBTop Kak UCTUHHbIN peXxunccep nepeaaet
CYTb XapaKTepa X13Hu CcTyaeHTa JIeHMHIpaACKOM KOHCEPBATOPUU, LUIMPOKUM XyAOXKECTBEHHbLIM B3rNS40M
BbIXBaTbiBas Hanbosee ApK1Me KapTuHbl U BOCMIOMUHAHKS CBOEN MO0A0CTH. O4YeHb TEMO U € 6O/bLLIOM
61arofapHOCTbIO aBTOP PUCYET NOPTPETHI BbIAAIOLWMXCS NeaaroroB JIEHWHIPAACKON KOHCePBATOPUHM,
paboTaBLmnX Ha Kadeape «McKkyccTBO BaneTmencTepar. ATM NOPTPETHI, KaK «ApyrKECKUE WapKbl», NnepeaatoT
TENNOTY M rMy6OKOE yBaXKEHNE aBTOPa KHUIM CBOUM MeaaroramM 3a ux npodpeccruoHannam, TeprneHune

M NOHWUMaHKWe. HanncaHHas B IEFKOW U HEMPUHYXKAEHHON GpopMe, C OMOPOM M onpeaeneHHon Aonen
CaMOKPWUTUKM raBa 60raTto oTpaxaeT MbIC/IM aBTOpPa O CTYAEHYECKOW XN3HU TBOPYECKOTO YeloBEKa B
KOHCepBaToOpUMK 1 CNOCOBCTBYET Nepeaaye onpeaeieHHON OLEHKM NPOLL/bIM BneYaTneHnsam 06 y4ebHbIX
3aJaHnsaX, KOTopble, B CBOE BPeMS, Ka3anochb, 6blin HEBbINOJHUMbIMU. BoraTbii S3bIK aBTOPa AEPKUT
BHUMaHUWE YyMTaTens oT NepBom A0 NOCNeaHEN CTPOYKM.

KnioueBble cnoBa: 6aneTMeincTep, XyaoKHUK, TBOPEL, KapTWHa, AyXOBHAs *U3Hb, LIEIOCTHOCTb,
NPUTAraTeNbHOCTb MOKOMEHUN.

6anet Ha My3blKy A. [paackoro «<PomaHc

0 B/IOGJIEHHbIX», — C elle TpeneLwyLwmm

OT ucnyra cepaueM, 6e3 JOKYMEHTOB

W [IEHET, 9 npoBanuics B NabupuHT
MHOIO3TaXHbIX JIECTHULL, JIEHUHTPaACKON
KOHcepBaTopun. MIMeHa Cny>KUBLLKX B
3TOM 3[aHWK NoBEepraan MeHs B LLOKOBOE
cocTosiHWe. Kasanochb CTpallHbIM NPOCTO
NMOBEPHYTb 3a Yros, He roBops 0 TOM, YTOObI
OTKPbITb ABEPb. HO HOrM HECTM MEHS caMy,

Pucynok 1. Kuura-orpbiBok «ABtorpad» 13 KHHIH

«[1o Gesty cBeTy>» H3BECTHOIO POCCHICKOrO pekuccepa- 3TO OT MEeHH KaK Obl He 3aBu1CeNo, A OblN

6anermeficrepa I'A. KopryHa.

OnaneHHbIN 0XKHbIM CONTHLIEM, obpeyeH, N03TOMY BCE BbllLE NOAHMMANCSH
BbliGpaBLIMICA U3 nieHa bypsaTckoro no nectHuuam. Kadeapa My3sbiKanbHOM
TeaTpa B 3eHUTE COOCTBEHHOM CNaBbl peXuccypbl Haxoaunach rnNoj camomn
— TOJIbKO YTO YCMELIHO NpoLen Mon Kpbllwen (PUCYHOK 1).
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370 6bI110 OTAENBHOE rOCYAapPCcTBO,
cocTosllliee U3 3eN1eHOro Kopuaopa-
3aKyTKa, Tpex KnaccoB Nno Tuny
CKBOpPEYHUKa U HeBGObLIOro TeaTpanbHOro
3ana, a cpeav BCero atoro, B HEKOEM
npenbaHHUKe, HaxoaMnach Ta 3aBeTHas
JBepb, KaK y nanbl Kapno, 3a KOTopow §
MeyTasl HalMTU COKpPOBMULLA.

B nnoxo ocBelleHHOM Kopuaope, y
[IBEPU, CTOAN, KaK Ha CTparKe, YenoBeK
BOCTOYHOIO TMMa C Y3KMMU PacKoCbIMU
rnazamu. MHe nokasanoch, 4To rae-1o
PSAOM [OJIKHA HAX0AMUTbCS M namna
AnapauHa. NMoucKaB ee B3rMa40M, HO He
Hanas, 9 06paTuUICy K YydeCHOMY BUOEHUIO
C BOMPOCOM, rae 31eCb HaxoAMTCS
6anetmencrepcKasa kadpeapa.

[KMHH 3TOT, OUEHNB TaMep/ITaHOBCKUM
NpU1LLYpPOM cTosilee nepeg HUM
pacTepsiHHOE BOJIocaToe CYLWECTBO, KUBHYN
Ha ABEPb — MOJ, PSAOM.

BoT TaK Mbl NO3HAKOMMIIUCH C
Baxa6xaHom Huazasuvyem CanumbaeBbiMm,
KOTOPbIX CKOPO A1 MEHS CTan NPoCTo
Bonogen. 3toT 3ameyaTtenibHbli YENOBEK
W 1 pabotan B KUprusuu, a B *Kunax ero
TeKNa y36eKCKas 1 YKpanHCcKas KpoBb.

OH yxKe 6b1n naypeatom Bcecoto3Horo
KOHKypca 6anetMenctepoB B MocKBe,
UMenN CNOXMBLIMNCA B3NS Ha UCKYCCTBO.

A 31ecb, B Kopuaope, oH ans nadoca
HeMeans «pacnycTua XBOCT» U NOrpy3unncs
B PUTOPUKY BOMpPOCa O «KypuLie n auLe».
4YTO NEePBUYHO — apTUCT BaneTa Unu
6aneTmencrep?

OH cbinan 3ameyaTtefibHbIMM UMEHaAMU B
pacyeTe yoUTb MEHS COBCEM, NPEBO3HOCUN
HOBYIO Xopeorpaduio, 3aaBss 0 ee
Heo6X0AUMOCTHU, HO BAPYT BbISICHWUIOCH, YTO
OH — TaKoW e abUTYPUEHT, KaK U 1.

Ho g xpabpo aepxancs, xenas 6biTb
C HUM B 3TOM Becee Ha YPOBHE, U O4YEHb
Npo3pavyHo HaMeKan eMy, 4To U caM He
JIbIKOM LLUWT, YTO NOCTABWI Y}Ke C AECATOK
6anetos.
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becena aByx neTyxoB oT Teprncuxopsbl
npepBanach WyMHOM nNpoueccuen. lNo
Kopuaopy wen cam Mapuyc Netnna
B COMPOBOXAEHUM CBUTbI. KONeHKK
HEMPUATHO U NpeaaTenbCKU NOAOTHYNUCh,
a XOTeNOCb BbITAHYTbCS «BOPPYHT».

MeHs cnac ronoc Mmoero cobeceiHuKa:
«3apaBcTByinTe, [eTp AHapeeBuy!». [a,
370 6b111 .A. TyceB, nereHaapHbIN apTUCT,
neparor, 6aneTMencTep, 3aBeyoLni
Kadenpon. 1 3Han, 4to oH BUaen
NnocTaBfIEHHbIA MHOW HOMeP Ha MY3bIKY P.
LUenpuHa «JBoe» ansi ABYX BOPOHEKCKMX
BbIMYCKHWKOB. MoW nefaror n 1o6pbii
aHren — AHacTtacusa HukonaeBHa KokypuHa
nocrie NpocMoTpa HoMepa 0To3Banach
060 MHe 40BOJIbHO BOCTOPXKEHHO, U [1.A.
l'yceB gan «106po» Ha MOM NpUe3[ B
KoHcepBaTopuio.

YyBCTBYS BCEMM KNETOYKAMM, YTO TaKas
BCTpeYa ¢ yceBbIM Bps4 M NOBTOPUTLCS,
1 ¢ nepenyry HanoMHun o cebe. Matp
npurnacun Hac ¢ CanMmbaeBbiM B KabUHET.
Mbl 4TO-TO MAM/TUIN O NOGBU K Banery,

0 ¥enaHuu yuntbes B KoHcepBaTopumn U
NblTaJMCb BO36YAUTb OT3bIBYMBbLIE CTPYHbI
aywwn MaTpa, 3aaBnsas 0 NpeaaHHOCTH ero
[leNly — UCKYCCTBY NOCTAaHOBKM TaHLa.

YBaxaembli MaTp BbicnyLwwan U,
BUAMMO, Cpasy Xe NOHSAJ, YTO Y 3TUX
[IBYX HEPYCCKMX CTpadanbLeB no 6anety
BPSA I MOXKET 6bITb 61aronony4Ho
C PYCCKOW rpamMMaTuKOKn, UCTOPUEN U
NpoYMMHM NpeaMeTamMm, BbIHECEHHbIMU
Ha BCTyNUTENbHbIE 3K3amMeHbl. 1 Ham
6bino no 28 net! [eperoBopuB € KEM-

TO N0 TenedoHy, OH Hanucan 3amnucKy U,
nepenaBas ee HaM, ckasa: «37o caaguTe
neaarory, KOTopbi 6yaeT NpMHUMaTh Yy Bac
3K3aMeHbl. Bce, Kpome cneuunanbHOCTy,
OyaeTe caaBaTb BABOEM U OTAENBHO OT
BCeX. A JOKYMeHTbl NpuBe3EeTE, €CNN
noctynute». OKpbIIEHHbIE NEPEPOCTKH,
e/lBa BblMaa U3 KabuHeTa, B3rNaHYIu

B 3aMnucKy. Tam 6b110: «3TUX ABYX Hao
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npuHaTb B KOHCcepBaTopuio».

KaK UCTUHHbIE CTYIEHTbI, CO3HaBas
OTBETCTBEHHOCTb Nnepeq 6yayLwum, Mol
OTNPaBUINCb TOTOBUTLCS K 3K3aMeHaM
B pecTopaH «Cagko» Ha HeBcKom. B
Te JaBHUWE BpPeMEHa, MMes COBCEM
HebOoNblUME AEHBIN B KApMaHe, MOXHO
OblN10 XOPOLLO Y3HaTb APYr Apyra 3a
OYTbIIOYKOM Ha MATON CKaTEPTH.

3K3aMeHbl ciaBanu rno BonoanHbim
lnaprankam. lNeparorn, co3HaBas
OTBETCTBEHHOCTbL Nepen UCToOpUEN,
NpoYnTaB ryCEBCKMIM MEMOPaHAYM U 3aJaB
TEMY, CPOYHO C/IMHSAIN N0 CBOUM Jie/laM.
Mbl ycepaHoO cnucbiBann COYMHEHME U pa3
3a pa3oM NpoBepPsIn OWMBKN y cocea.

Mo uctopuun a9 3Han 1242 rog c
AneKkcaHapom HeBCKMM U, KaxKeTcs, TpUcTa
NIET TaTapCKOro mnra. 3Toro oKa3anocb
[10CTaTo4HO.

lMpenogaBaTento cTpaLlHo 6bI10
OKYHaTbCsl B MOM MO3HaHWs 06
NUCTOPUYECKMX COBLITUAX yoKe. Y
CanumbaeBa aena 06CTosNN nydlle —

OH npoyen 60Mblle MeHs CTpaHUL, Ha
fAecsTb. TaknM 06pas3om, K aK3ameHaMm
no crneunanbHOCTU Mbl MPULLIIK, YKe caaB
ryMaHUTapHbl€ AUCLUMMNINHBI.

B komuceuun cupenu O. bepr, A.
Makapos, O. BuHorpaaos, H. AHaHuc,

T. bysHoBcKas, J1. MectoBa. I1. ['yceB U
Haw 6yaywun wed H. bospymKkoB, TONbLKO
4yTO NepeBeeHHbIn U3 Mepmn B Manbii
ornepHbIV rMaBHbIM 6aneTMencTepoM.
MHe 370 Msl roBOpPUNO Maso, Pabor,
Kpome «[TMKoBOW aambl», 1 HE BUAEN.
Kymunpamu 6binum HO. Ipuroposuy (oH
Torga npenojasan Ha Kadeape), O.
BuHorpapos, . Anekcnase. PaboTbl
NocTynatoLWnX MOMHIO MJI0X0, TaK KaK 6bif
B 9K3aMeHaLMoHHOM KoMe. [ns cBoero
noKasa s Bbibpan agaxu1o 13 6aneta
«LLlenKyH4YnK», KOTOopoe caM TaHUeBasn ¢
J1. BylumaHoBow, u «J1l060Bb — 370 Tbi» C.
Anamo. 3ToT HoMep TaHueBan onaTb Xe ¢ .

BopyeHKo 1 H. Tony6LuoBOM.

Korga wno agaxuno mn3a «lLlenkyH4mKa,
rnasa 60/bLIMHCTBA Y1€EHOB KOMUCCHH
HanoMuHanu 6unbsapaHbIE Waphbl,
3acTpsBlune B ny3ax. [letepbyprckas
KJlacCUKa B CTeHax neTepobyprcKkon
KoHcepBaTopuu ellle HUKOraa He
noaBeprajiacb TaKOMYy U34eBaTeNbCTBY,
KOTOpPOE YCTPOU/ e HEONEPUBLLNICS
«loHel». CogepkaHmemM HoMepa cTana
naes 0 HECOBMECTUMOCTHU HU3HU CO
CKa3KoWn. ManeHbKas AeB0o4YKa, OOMKEHHas
B3POC/bIMWU, pa3roBapmMBaeT ¢ KyK/1on. B
ee MoHMMaHUK KyKJla — UBas, U JeBOYKa
[lOBepSIET el cBOM ropectn. Ho npuxoast
poauTeNnu, paspyLllatoT CKa3Ky, U U3 XU3HU
YXOAMT YTO-TO OYEHb BaXKHOE.

«JTlo6OBb — 3TO Thl» — OflHa U3 NePBbIX
MOWX MOCTaHOBOK. MHe Hy»KeH Obln 3ToT
HOMEP KaK TalMcMaH.

BuceBluni B 3ane noptpet JlonyxoBa
NPOCTO OTBEPHYNCS U YCTaBUIICA B NOTOJOK.
YneHbl KOMUCCUM CTPAHHO Nepernagb*
Banuchb. 1o nepumeTpy 3ana B Kape CTos/n
CTY[EHTbI CTaplmx Kypcos — [. ABAbiL,

B. MaTtunbaa, 3. CMMpHOB 1 Apyrue, ans
KOTOPbIX N0A06HbIE UCMbITAHWUS OblN
ye B npouwsioM. B «<npeab6aHHUKeE»,
TONMACH rypbOOW 1 OXKNAas peLleHuns,
CTYAEHTbl 06MEHNBAIUCb MHEHUSIMMU,
3HaKkoMununce. Cpean NocTynaBLINX
HaxoaW/IMCb MHOCTPaHLLbI, a

3TO 3HAYMUT, YTO HaLUW LUAHCHI
yMeHbluanucb. Mon B3rnaa npuBieKna
[OBOJIbHO 3¢ PeKTHasa 6NOHANHKE,
6anepuHa n3 Manoro onepHoro, Kak
OKas3anoch, nocTynatpouias
BTOpOW rod. JonKeH 3aMeTUTb, 4To P.
JlonyxoB m I1. l'yceB B 310 Npodeccuu
oTAanu NpeanoyYTeEHnE MyXK4ymMHam, a
YEeHLWMWH NMpUHUMann B OCHOBHOM TeX,
KTO MNblTaNncs Npo6UTbCA HECKOJBbKO NeET.
Katsa [MaBnoBa, Tak 3Banu 3Ty AeBYLUKY,
6oraTo ofjapeHHas }XM3HEHHON IHEPTUEN,
YEHCKUM KOKETCTBOM, OCO3HaHUEM
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CBOEW NPUBEKATENbHOCTH, KaK Obl 6bin1a
3anporpamMmMupoBaHa Ha ycrnex. Hawm
APYXKECKME OTHOLWEHUA ASIMANCE HECKONTIbKO
JIET, NOKa OHa He cTajla MacTepoM, 1 Hallun
NyTWM Ha MHOIO JIET Pa30LWWJ/INUCh.

OTKpbIBalOTCH ABEPU Kadeapbl,
Ha4YMHaIOT O6BABNATL PE3YNbTaThl
3K3aMeHOB. [pUHATbI Ha Kypc: X.
Muxmepnos (bon—rapwus), Aapusa (Ky6a), b.
MNasnoBa (Jlennurpan), P. Kapaues (baky),
B. CannmbaeB (PpyH3e) 1 1 (Oagecca). No
paccka3aM ceKpeTaps 1 3aB. NPaKTUKON
A. YNbSIHOBCKOWM, 0 KOBTYHE OT3bIBANMCh
HenecTHo, Ho bosipunKoB cKaszan: «B Hem
YTO-TO €CTb, U 9 €ro 6epy» (PUCYHOK 2).

CobbITMe oTMeYanu y AKo6COHOBLEB.
A »un Ha kBapTupe Bonoan KoctuHa.
Mow HoBble 1 cTapble ApYy3bs CMELLanCh
B 060104HON PafoCTH TOPKECTBa
Hallero nocTynneHus. Bogka nunace,
Tena otTnagasnu, Ux NogHUManu,
NMPUCNOHSNN K CTEHKE, BHOBb HanMBasu.
AKOBCOHOBLbI YMESIN MUTb, HO Mbl
¢ CannmbaeBbIM UM HU B YEM HE
yctynanu. lNpaBaa, 3a HaMu NblTancs
yrHaTbCsl Hall HOBbIV Apyr, 60/rapuH
XUKMET, HO UX colManucTuyecKas
CYLLHOCTb 6blfla HAMHOIO cnaben Halen
KOMMYHUCTUYECKOW AENCTBUTENIbHOCTH.
Pewnchbl «TyaneTt-cTon» Wan He No
pacnucaHuio. Cnesbl cHacTbs TYPELKOro
6onrapuHa Bnaganu B o6LLYy0 pexy
pajocCTH, OCTaBNsASA CONeHbIn clel Ha
JIOKTOPCKOM Konbace. KnateBa B BEYHOM
ApyK6e, NpurnalieHnsa Ha racTponu
ellle He CYLLECTBYIOLWMX TPYNN Ha
YepHoMopcKoe nobepexbe 3aKOHUYUINCH
BCeoOLIEN CBANKOM NbSHbIX TaNaHToB. Hac
Brepeau xaanu Teatpbl, KOMMNO3UTOPSI,
XYOOXHMWKM, ycnex, cnaBa U HULLLEHCKOEe
CyleCTBOBaHME, HO 3TO — B ByaAyLIEM, a
noka...

BbospunkoB — 310 Monbep 1 Lekecnup
COBpeMeHHoro Teatpa. Hanayrcs
JIN Kpacku co3aaTtb JOCTOMHO ero
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nopTpeT, 06pMUCcoBaTb MHOTOrPaHHbIN
TanaHT, Bblpa3nTb 60raTtcTBO OTTEHKOB
JapoBaHua? BoT ero nepsble CoBa,
CKa3aHHble HaM: «<He pan bor, 4ToObl BbI
Obl/IM MOX0XMK Ha MeHs». Bes yyeba Ha
nepBbiX Nopax 3aknyanachb B 6eceaax.
370 OblNIN HE NEKLMHN, a NOTrPYKEHUE B
YOMBUTESNbHbLIW, HECTAHAAPTHLIA MUP.

PucyHok 2. DTH nopTpeThl, KaK «JIpYKeCKHe MapKbl»,

nepenaloT TernJjaoTy u FﬂyﬁOKOG yBaXeHHe aBTopa KHUTH CBOUM
negaroram.

[My6uHy nccnegyemMbix TeM nomMoran
NOCTUYb IOMOP, OH e NoMoras Ham He
BMagaTtb B NyCcTO€ YNHOMOYUTAHbE, HE
pa36buBatb N6a nepes aBTOPUTETOM
MacTepa, a 06uWaTbCcs ¢ HUM Bpoae
Obl U Ha paBHbIX, HO C HEMPEMEHHOWH
W HEBOJIbHOM AUCTaHLMEN OTPOMHOIO
yBaxeHus. bosipumMkoB ans Hac — u 3eBcC
Ha BeplunHe OnMmmna B CBOEM OKPYKEHUN,
W XnTpbin Jlnc, CTaBUBLLWKW Nepes Hamu
3araiku1 U JIOBYLLIKKW 6aneTHOM pexuccypbl
W paspeLlaBLlUni UX Ha NpaKTUKe B
nocTaBfieHHbIX UM 6aneTax. Ero 6anetsbl
NOMWMO CIOXKeTa, onpeaensoLuero
COObITUA CMEKTaKNS, elle coaepxaT
0653aTeNbHYI0 «M3IOMUHKY», CBEPX3adayy,
W B 3TOM — WX IMaBHas LLEHHOCTb.
O6bI4HO HaM cpaly BUAHa LWKaTyfKa,
HO rnaBHoOE 60raTCTBO COCTaBASET HE
flLMYEK, a ero cogepkmmoe. MNpruoTKpbIB
TaKylo «lWKaTyNKy», nonajaellb B
daHTacTUY4ECKUK MUP UaeN, CO3aHue n
pa3paboTKa KOTOPbIX CBOMCTBEHHbI TOIbKO
bospynKoBy. Ero 6aneTbl XO4ETCS CMOTPETL
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BHOBb W BHOBb, 4TOObI pa3obpaTbCs,
0CO3HaTb Npoucxoasiee, rnyé e nocTuyb
3aBeTHoe. Tak Mbl BO3Bpallaemcs K
BEMKUM KHUIaM U, YUTas ux 3aHOBO,
Hax0A4MM TO, YEro He MOHMMAaNM NPEXAE.
A ecnu HMYero 60nbllie HE HaxoauMm, —
3HAYUT Halle pa3BUTME OCTAHOBMNOCH.

Hayanacb y4eba Ha npaKktmke. banetsbl
Hawero Yuutensa aBnsinnch ang Hac
HarnagHbIM NOCOBUEM. YYUIUCH Mbl, HO
Yy4unce n oH. B aToM 1 cenyac KpoeTcsd
rMaBHbIN YCMEeX U XKU3HECTOMKOCTb ero
LLIKOJbI.

Criopbl NOOWPSNIUCE, FMaBHbIM 6bIS10
[lIoKa3aTb NpaBO Ha XW3Hb TBOEW UIEN.
A oTnnyaTb 3epHa oT nnesen bosipynKkon
ymesn. OH He rpomMu/ TBOE TBOPEHbE, ECIU
OHO 6bI/10 JaNeKo OT COBEPLIEHCTBA, OH
yMesl HEHaBSA34YMBO MOABECTU K HY}KHOMY
pelleHunto, 1, Kak NpaBuso, He NPU3HaTb
€ro NpaBoThl OKa3blBalOCb HEBO3MOXHO.

YacTto naBasi 3aaHue, OH roBopun
NPUMEPHO TaK: «[laBante nonpobyem,
noctaBmMM Oanet o6LWMUMK CUNAMMU, UK
NOCTPOUM BapuaLUio, B OCHOBE KOTOPOMH
OyfOeT fieXaTb BCEro OAnH aneMeHT
K/lacCUYecKoro TaHua, Hanpumep, 6aTtmaH;
WM NOCTaBUM afaXKMo, OCHOBaHHOE /NLLb
Ha nepBoM apabecKer». Mbl Npo6oBanu Wu...
CTpounu.

lMomHI0, Ha TpeTbeM Kypce Aanu Ham
3ajaHue, cBsiI3aHHOE C UCMNOSIb30BaHUEM
My3blKkuK LLIocTaKoBMYa, €ro BOKanbHbIM
LIMKIIOM Ha cTnxn MukenaHgxeno. MNatb
«MHOWBUOYYMOB» NbITaIMCb BOUTU B 3TOT
LMK KaK B OOHY PEKY, N €CTECTBEHHO,
YTO B pe3y/nbTaTe TaKoro Harnopa «peka
BblLL/Ia N3 6epero». 3an 6bia 3anuT,
3ax1eCTHYT CaMbIMU U3bICKAGHHbIMU
xopeorpaduyeckumu onycamu. Kak
«MlaBanu» KOMUCCUS UIN 3pUTENTb —
He CKaKy, HO Mbl, «TBOPLibl», B 3TOT pa3
«BbIMAbIN», Elle 6b1! KopMynM HalLero
«KoBYera» 6b11 H. bosipumKkos!

O6y3naTb NepexyiecTbl, CBOUCTBEHHbIE

MOJ10bIM UHONBWUOYANIbHOCTAM, U
«MpUYyecaTb» UX, BbIMPaBUTb Ha OCENTKE
€/IMHOM KyNbTYpbl U HE OTCEYb NPU 3TOM
3[0POBbIX POCTKOB, BbIMMAASALWMX 3a4aCTyi0
HEOObIYHO NPU NEPBOM CBOEM MNOSABJ/IEHUU,
— [eN10 cepbe3Hoe U o4eHb TpyaHoe. Beab
KaXabli CTYOEHT caM no cebe — Uenbin
MUp. Ho oanH «MUpP» HOPOBUT COUTU C
OpOUT U KaHyTb B BEYHOCTb, a APYyroun,
pacnupaemMbii BHYTPEHHUMMU

HanpsXXeHUsIMH, rpoO3nUT B30pBaThCH,
TPETUIM 3apacTaeT No4YeMy-TO COPHOM
TpaBoW... Ho Yuutenb, Kak 3eBc
Bceneputenb, AEPHKUT 3TU «MUPBbI»,
TPYASiCb HaJ TeM, YTOGbl POC/IN OHU
YU3HECTOMKNUMHU, 006PbIMU, UBOOUNBLHBLIMU,
HENOBTOPMMbIMU, @ BCE NMYCTOe, cepoe,
cllydamHoe He Halwuno 6bl cebe MecTa.

Ho BOT Ha HallKu BecbMa
HEeCOBEpPLLEHHbIE rON0BbI 06PYLIUACS
NOTOK 3HaHMM. He no60tocb cKasaTb, Mbl
OblNIX UCMbITaTENbHbIM NMOUIOHOM AN
npenojaBaslumx Torga B KoHcepBaTtopumm
3HaMeHUTocTen. MMy6OKUMU MbICISIMU U
SIPKMMM BbICKa3bIBaHMAMM BOMOUN HAC
yuTaBLLIMK ucTopuio TeaTtpa WU.[. MrUKmMaH.
Ero nanob6neHHoe TpeboBaHMe, KOTOpPOE
Mbl BOCMNPUHUMANKU KaK cagu3m, — YTeHue
TEKCTOB Han3ycTb. OCOBEHHO OH NtOOUN
OTpPbIBKKN N3 fTomepa. N36exaTb 3TOn
y4acTu He MOIK aXKe Hapo4Hble apTUCTbI
CCCP v penytatbl. MOW OAHOKYPCHUKM C
peneTtutopckoro otgenenuna N. Konnakosa
n H. KypraHkuHa, ¢ B4OXHOBEHbLEM,
3aneyvyaTt/ieHHbIM B rO/10CE M Ha NnLe,
YuTaan 3HaMEHUTbIM MOHoNor FeKkTopa:
«Bce 1 MEeH$ TO TPEBOXKMUT, HO CTbiA
MHe...». Peakuusa [MMKMaHa oKa3anacb
MrHoBeHHoM: «O rope, rope MHe, —
KnokoTtan 6acom Ucaak JaBblgoBu4y, —
Korga s 6b11 apKaACKUM MPUHLLEMD.

Kaxpas nekums HaynMHanach ¢ puTyana
co3aaHus nenenbHULbl. MNoasnancs
KBaApaTHbIX TIMCTOK Bymaru, nanMpocuHa
«benomop», 1 NPOUCXOAMNO HEKOE
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TanHcTBO. CTON CTaHOBMIICS KaK 6bl
CLeHOW TeaTpa, rae Kaxkaas Bellb, 6yab To
KOPOBOK CMMYEK UK Nanmpoca, oxueana
noj pyKamu Hallero rnefarora, ciyxa
BCTYM/IEHUEM K O4epeHon Teme. NcToputo
TeaTpa TpeboBanocb 3HaTb, U UMEHHO TaK,
KaK ee yntan MmmkmaH. MoXHOo 6b1J10 CMENo
Nonb30BaTbCs CTapbiMXU KOHCNEKTaMM,
3anuMcaHHbIMW CTapLEKYPCHUKAMM, YTO
Mbl U fenanu, Koraa nponycKasan NexkuUmto.
Mcaak JaBblA0BUY HUKOrAa HEe OTCTynan
OT NpOrpamMmbl, CO31aHHOM UM XKE, U...
6eHblM TOT CTYAEHT, KTO HE NpoyunTan
KHUTY [MnKmaHa «Monbep». B ayautopuu
Mbl Monbepa He NPoXoansin, HO Ha
3K3aMeHax CTyAeHTa FoHsSIM Mo Hen oT
KOPKM A0 KOPKW. bbiBano, 4To 3K3amMeH y
MWKMaHa Npoxoaun TaK: Aabbl CMAMYUTb
rHeB Benukoro, CTyaeHTbl CKNaablBaanch
W NOKynanu 6yTblIIOYKY KOHbSIKa, KOTOPYHO
1 NpenogHoCKIM eMy nepes Havyanom. U
TYT IPOMUCXOAMNO0 NMPUMEPHO CreaytolLee:
CHMMaNUCb HapyyHble Yacbl, NOMELWanmchb
nepen cobomn, coopyranacb M3 Gymaru,
KaK M3 HEBLITUSA, KOPOOOYKa, Kyaa

«fernen Uu3BoNdaT c6poCuTb», OTKPbIBaNach
OyTblIKa, HanMBanachb ploMKa, LapCK1UMm
ecToM npurybnmBanacb u ctaBunach

Ha CToJ, ipa3Hs Hac LBETOM K apoMaToM
(KOHBSIK-TO NOKyNanan oTOOPHbIN), U
pas3fgaBasncs 3aBUAHbIM 6ac, KaKon He

BO BCAKOM TeaTpe ycnbllnwb: «bacral
YBaxaemble Konneru! Mpuctynum!».

U npuctynann. bunetos no nctopuu
TeaTpa He cyllecTBoBasno. JaBanuco

ana npodopmMbl Ba Bornpoca no
KaKon-HMOYab TEMeE, a BCnea 3a 3TUM
NPOMCX0AMNO NOASIMHHOE «M36MeHne
MiafeHueB». «Konnery» coBeplieHHo He
no KonnernaabHOMy Nynuan KaBep3HbIMU
BOMnpocaMu No Matepuany Bcero roja
0byyeHus, Npegnaranancb Napanienu

C npeablaywmmm rogaMmmn o6yyeHus.
M3MoYaneHHbIN, HO CHaCT/IMBbLIW BbIMOJ3al
6aneTMencTep UK pexunccep, XxpaHs B
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CBOWX 3aCTbIBLLNX YEPTaxX U OTPELLEHHbIX
ABVMXKEHUNAX cnedbl Moly4eHHOro HoKayTa,
a crneayolnin HeMeaneHHo BCXoana Ha
[onrogy. He 3HaTb y npodeccopa 6b110
HeNb34, HO U He caaTb — TOXe. A XpaHio
6naroapHoOCTb K HEMY 3a ero HayKy. OH
3a0MKNUN KPENKUE OCHOBbI Ha BCIO }XU3Hb.
Cny4anocb He pa3 B pasHbIx ropojax,

Npu pasHbIX Tpynnax, 4To peneTmums

He Kflennacsb, Torga Boipyyan lomep,
KOTOPOro 91 YATan HanaycTb, cnacas ceos
OT NpoBana, BblMrpbliBas Bpems, 4ToObl
OCMBbIC/IUTb CUTYaLIMIO, OTB/IEKAs apTUCTOB
OT CBOeMN 6eCnOMOLLHOCTU B JaHHYIO
MUHYTY. A 6narogapeH emy 3a cBo6oaHoe
nepemelleHne Moux Mblcnen BHyTpu
TeaTpasibHbIX AMOX U MeXay HUMMU, 3a Te
YKa3aHHble UM TPOMKKU, NO KOTOPLIM 1 AN
cebsl CTPOW JOPOrK.

Ho He Bce B MOMX OTHOLIEHUSIX C
Nto6mnMbIM Npodeccopom 6bino rmagko. H.P.
MapumaHoBa, 6yayyiun XyooHeCcTBEHHbIM
pyKkoBoautenem Tpynnbl KoHcepBaTopuu,
Ha TPeTbeM Kypce npeasioxuna MmHe
noctaBuTb 6anet buse «ApnesnaHkar no
MOTMBaM npounseeaeHns [1oaa Ha TMOGPETTO
MnKkmaHa. benu yyecTb, 4TO TaKas
BO3MOHOCTb NpeaocTaBnsanach TONbKO
BbINYCKHMKaM, S, KOHEYHO, C PaAOCTbtO
cornacuncs. lekopauuu K 6anety 6b11u
yXKe roTOBbl. XYAOXHMKOM CNEeKTaKNs
Ha3Hayunu T.I. BpyHu.

3710 3ameyaTenbHbIN MacTep,
UCKJTIOYUTENBbHO TaNaHT/IMBbIN YENOBEK,

C KOTOpbIM paboTtaTb pSaoM 6b110 U
OTBETCTBEHHO M MNOYeTHO. [lepBas mos
BCTpEeYa C Hen cocTosinachk ¢ noaroaa
Ha3aj, Mbl caenann HECKOJIbKO HOMEPOB
BO [lBOpLE NMOHEPOB 4/ aHCamMb/is NecHU
W NAsSickK M. W. [lyHaeBCKOro.

4 6bl21 MONOA, NONTIOH HAAEXdbl U C
PBEHMEM OKYHY/Cca B paboTy. MNepBbiM,
YTO NPUracuno Moe pBeHKUe, CTano,

KaK HU CTpaHHO, IMBPETTO MOEro
MHoroyBaxkaemoro Micaaka JaBbljoBu1Ya.
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Ero noHnmaHue cloxeTa oTmMyanochb
oT Moero. [TpocuTb ero o nepepnesnke
NIMBPETTO U peyn 6biTb He Morno. Ero
aBTOPUTET ABNANCS HEOCTTOPUMBIM.

K ToMy e KaK pa3 B 3T0 Bpems B
bonbllom TeaTpe cocTosnach npemMbepa
6aneta LLoctakoBrYa «3010TOM BEK*,
noctaBfieHHOro MpuropoBMYeM no
NMBPETTO MOEro nejarora.

PaboTtaga Haj «<Apne3naHKomn»,
N3MEHW/T CIOXKETHYIO SIMHUIO, NPUBIN3NB
€e K inTepaTtypHOMYy NepBOUCTOYHUKY
[ona. TatbsiHa leoprueBHa bpyHu ctana
Ha MO CTOPOHY U lonucana HeKoTopble
AeKkopauun. MnKmaH, 3Has, 4To BeaeTcs
3Ta paboTa, 6bl1 CHACTIUB U Ha NEKLUSAX
yaensn 6onblloe BHUMaHMe BONpocam,
CBSI3aHHbIM C «Apne3naHKkon*. MHe
Ka3anocb, 4TO CBOEN NOCTAaHOBKOW A
cMory y6eauTb ero B CBOEW nNpaBoTe.

Mpes 6aneta npocTa: NonoouB, repon
OTPEKAETCH U OT CBOEN PENUTUU, U

OT CBOEro oTua 1 nornéaet. My3sbiKa
«ApnesnaHkn* HomepHasi, 1 3T0 NO3BONAUNO
MHe MeXay OTae/IbHbIMU YacTAMU BCTaBUTb
aencteme 6e3 My3blKW. ITOT 6aneT, Kak U
60/IbLUIMHCTBO NOCNeayoLLInMX MOUX OMNYCOB,
Obl1 4OBOJIbHO TPYAEH AN UCMONHUTENEN.
Pab6ota 6bina npogenaHa orpomHas. Ho,
YBbl, CIEKTaK/b Moc/e Nokasa cHanu. Ha
chadve NpucyTcTBOBas XyACOBET ropoja, TaK
nonaranochb B TO BpeMs. 3aKIo4nuTenbHoe
[lencTBME NPOUCXOaMN0 B KabnHeTe
pekTopa KoHcepBaTopun B. HepHyLleHKo.

MNepBbiM BbicTynNKUA WU.[. TMUKmaH,
3aaB CBOWM BbICTyMNjeHWEM 06LLMIA TOH
O6CYKEHUS, KOTOPOE CKNaabliBaioCb He
B MOIO NM0J1b3y. «KOBTYH CBOEWN rPA3HOM
PYKOM pa3pyLUmn CO3 [IBYX BEUKUX
nogen — buse v loga», — npoBo3rnacun
OH. lMpepaHne meHs aHademe nowwio
Nno BCEM MNpaBuiaM. YUEHbIE MYXbsl HE
CKynsicb 6pocasnu KaMHU B MO0 CTOPOHY. B.
YepHylleHKO, Haao oTaaTb eMy AOMKHOE,
NbITaaCcs CMArYUTb rTHEB 60PLIOB 3a

YUCTOTY UCKYCCTBA, rOBOPS, YTO CYAST OHH,
COBCTBEHHO, CTyAEHTa, @ HE 3aKOHYEHHOI0
MacTepa, No3ToMy 3/1eCb BaXKHO
CHUCXOXAeHue. Ho 3To BbICTynieHME
TONbKO pa33afopusio XyacoBeT. Ha moto
CTOPOHY BCTana 6naropofHenwasn TatbHa
leoprueBHa bpyHu. Takoe ABMKEHUE
JyLI¥ MOMHUTCS BCHO *M3Hb. PUHaAN 3T0ro
nenctBa 6bl1 TparnyeH. MHe npeanoxXunm
nepecmoTpeTb U nepegenartb 6anet. 3Toro
1 He Mor cebe No3BOJIUTb HE N3 YNPSMCTBA.
MHe noKasasocb, 4TO 3TO NMOXOXKe Ha
npenatenbCTBO caMoro cebs. Kak Hu
CTpaHHO, MEHS He TOJIbKO He BbIrHaIu U3
KoHcepBaTtopuu, HO NPUHAAX Tyaa U MO0
YKEHY, KaK 1 XeHy b. CannmbaeBa. OHun
NOCTYMNW/IN Ha OJMH KypC PENETUTOPCKOro
otaeneHus K IM.A. T'ycesy.

Mos xeHa Hagsa 6bina MCNONHUTENbHOM
W 006POCOBECTHON Yy4EHULIEN, BCeraa
roToBUNach K 9K3aMeHaM, Bceraa caaBana
WX Ha OT/IMYHO. KaX bl M3 neaaroros
CTaBW/1 MHE ee B NpMMeEp U NPOCKA B3SATb
HaJ0 MHOWM WedcTBO. HO 3TOrO TaK 1 He
CNyynnochb. 9 no-npexHemy octaBascs
TPYAHbIM O6GBLEKTOM MPUIOKEHNS CUN OIS
MOWX npenogasaTtenen (PUCYHOK 3).

3amevaTtenbHasa Onbra
MaKkcnumunmaHoBHa bepr, connctka
6aneta Map1MHCKOro Teatpa, MMaHUCTKa,
AMpuKep, NpenogaBana y Hac «<napTUTypy».
Cenyac g 6narogapeH e 3a ee Benunkoe
TepneHue. Ha moto 6eaHyto ronosy
OHa COTHAMMU CbiNana BCEBO3MOXHbIE
HEeNOCTMXMMbIE CI0Ba: avyyenepaHao,
NpPecTo, AMMUHY3/10, KPELLEHA0 1 NpoYee,
n npoyee. OHM NpUBMBANKN MEHS K CTyNy,
ObllWaTb ObINI0 HEYEM.

- HKopoukKa, 4To 3TO C BamMu?

- Y MeHs BYepa 6biN1 E€Hb POXKAEHMUS.

- YauBuTeNnbHO, MecsL, Ha3ag y Bac
TOXe Obl/1 A€Hb POMXKAEHUS.

N panblue Wi pasroBopsbl o dpyre
W NPOYMX My3blKallbHbIX MaTepuanax,
W KaK Mos 6efiHas ronoBa Bce 3T0
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Pucynok 3. OueHb TenJ1o u ¢ 60JbLL0# 61aroIapHOCTbIO aBTOP
pHCYeT MOPTPEThbl BhAAIOLLUXCS Mearoros JIeHHHrpaackol
koHcepsatopuu. Kadenpa «Mckycerso 6anermericrepas.

Bblaeprkusasial Ho npouinu rogwl, 1
COHaTHoe annerpo, ¢yru, poHQo, BONPOChHI
MY3blKanbHOW GOPMbl — BCE 3TO HE NPOCTO
NPUroaMnoChb B NOCTAHOBOYHOM paboTe:
OKa3aJsioCb, 4TO xopeorpadpuyeckne Gopmbl
CPOAHU MY3blKanbHbIM.

B rogy y Hac 6bl1710 iBa 3K3aMeHa,

N, KaK 3aKOHOMEPHOCTb, MOW OLIEHKH
OblIN «2*% UK «B», NPOMEKYTOUHbIX MO
cneuManbHOCTH 9 HE NMOMHIO.

MN.A. TyceB TpeboBan oT Moero negarora
H.H. bosipuMKoBa He faBaTb MHE CTaBUTb,
TaK KaK s K TOMY BpEMEHMU 3axBaTui
MHOTO K/TIOYEBbIX 6aNeTMENCTEPCKUX
Nno3uuuni: xopeorpaduyecKoe yumnuuie,
JleHKoHUepT, TBOpYECKMUE MacTepPCKue,
BapbeTe, aHcaMb6nu1 TaHLa 1, ECTECTBEHHO,
TeaTpbl CTpaHbl. Ha ognH U3 aK3ameHoB
1 YMYAPWUIICS NPUTaLLUTL BECh TYBUHCKUK
aHcamb1b «CasiHbl» B KONM4YeCcTBE
TpuauaTMu—copoKa 4yenoBek. 3a BCo
nctoputo KoHcepsatopmm nogo6HOro
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Ha 6aneTMEeNCTEPCKMX IK3aMeHaxX He
Habnwaanock. Kommncensa xoxotana Bce
ABagLaTb MUHYT UX BbICTYMJIEHUS.

MN3-3a N060YHbIX paboT MHOrAa He
XBaTa/io BpeMEHM Ha NOCTaHOBKY 3aJlaHus,
n 9 6pan Kakon-nmbéo n3 CBOMX HOMEPOB,
lweawunx Ha npodeccuoHanbHoOM cueHe, and
noKkasa Ha 3K3aMeHe.

Mou coToBapHULLM NO Kypcy
npuobpeTtanu daHTaCTUYECKUE NO3HAHUS.
OHM MO OT/INYNUTL APEBHErPeYeCcKui
4yepenoK OHOM 3MOXM OT YeperkKa Apyrown.
Y MeHs ¢ n306pas3nTenbHbIM NCKYCCTBOM
neno o6¢ctosno xyxe. Kak HY niobun s
060XKaeMyo BCceMU cTyaeHTaMu TaTbsHy
BanepwaHoBHY UbKHY, NpoKnaTbIe
yepenku caaBan en TPU PA3A, pa Tak 1
He cAan, NoKa XeHa He Hanucana MHe
pedepart. Y UnbnUHON MMeNochb Npo3BaHue
— «peHyapoBCKas eHLWKWHa». 3Has cBoe
CXO[CTBO C MO/IE/NbIO OJIHOIO U3 NOPTPETOB
PeHyapa, oHa faxke npuyecKom JINLLIHKUA
pa3 nogyepKkuMBana 3aTo CoBMNajeHue.

Bce B Hel 6b1710 KpacuBO, BCE OTBEYAsO
npenogaBaemMoMy eto npeamety. MCKyccTBo
peunn n Puma, cTub POMaHTUYECKUHN,
rOTUYECKMUIN, BAPOKKO, KNacCuLM3M,
POMaHTU3M W JaXKe KOHCTPYKTUBU3M
NPOHUK/IN-TAKM B MOIO FONIOBYLLKY U
3aKkpenunucb TaM. MHe nerko pa6otatb

C XYAOXXHUKaMK, UMes 6arax 3HaHWN,
JaHHbIA 3TUM 3aMeydaTelibHbIM Neaarorom.
3pmuTarK, PyCCKMI My3en Mbl 3HAEM KaK
CBOW AOM U1 K Nt06OMN KapTUHE Haxoaum
KpaTyanLlumm NyTb B NabUpPUHTaX My3es.

He Bcerga noceuwas nekumm,

1 BCce cBOGOAHOE BpeMs oTaaBan
npakTMyecKomn padoTe. B TeueHune
MecsiLa yMyapssics CTaBUTb CNEKTaKIn
Ha 4YeTblpex nollaKkax OAHOBPEMEHHO:
B JIeHWHrpaacKon onepeTTe «AwepuLy»,
B Xopeorpadunyeckom yymnuie «BevyHo
*ueble» KanHuHblwa, B KoHcepBaTopum
«BblK Ha Kpblwe» MUno 1 NporpamMmmy
HoOMepoB B JIeHKOHLepTe y JTaypu. YTpom
C BOCbMU — JIEHKOHLEPT, C AecaTn —
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ornepeTTa, C CEMHaaLaTM — y4unuiue, ¢
aeBsATHaguatM — TeaTp KoHcepBaTtopuu.
MHoraa Bo3HWKanu c6oun, MEHANOCh
BpeMSs B KAKOMW-NM60 U3 TOYEK, Toraa 9 BCe
«BaJInf» Ha KOHCEPBATOPCKME IK3aMEHHbI,
fleckaTb, «ydeba — npexae sceron».
rosopun K.M. CepreeBy: «M3BUHUTE,
3aBTpa B TaKoe BpPeMs HE MOry — Yy MeHs
3a4em. N TyT e B. BopobbeBy B OnepeTTe:
«3aBTpa 3K3ameH». Kpytunncsa Kak 6enka
B Konece. LLIno Bpems cTaHOBMEHUS,
XOTEN0Cb MHOMoe caienatb, Be3fe yCneTb.
[Ha He xBaTano, n Mbl ¢ CannmbaeBbIM
HOYbIO NoapabatbiBann B BapbeTe KaK
apTUcTbl 6aneTta. 1o BceMy 0BLLEXNUTHUIO
KoHcepBaTtopuu 6eranu gBoe geten — Mosl
Joyb Manuka u ero cbiH JaHbKa. VX Hago
OblNO KOPMUTL. HO BCe paBHO npexae Mbl
rPbI3NN HAYKK, NOTOM YHKE Cyxapu.

C uctopuen 6aneta xyao-6eaHo, HO Kak-
TO WJ0. A BOT C ApamMaTypruemn, Kotopyto
Bena BceMu yBaxkaemas Jlioagmuna
AHapeeBHa JIMHbKOBa, 06pa3oBancs
y MeHS§ crJiolHon 3atop. B 1o Bpems
1 COBCEM He yYMeJ1 BblparkaTb CBOU
6aneTMenCTeEPCKNE MbICIN Ha Bymare.
OnucaTtb Kaxabli o6pa3s, 4To 1 NoYeMy KTO
[Aenaert, Kaxaylo KOHPINKTHYIO CUTyaumto,
KaKUMW cpedcTBaMu Bblpa3uTeibHOCTH
3TO BCE BbISIBNSIETCH — OCTaBaoCh A1
MEHS NPOCTO HEMOCUSIbHBLIM TPpyAoM. 3a
BCE rofbl y4ebbl 5 Tak U He caasl HM O4HOro
JIMBPETTO. A YCTHO O TOM e MOT FTOBOpPUTb
MHOIO W, BUAUMO, HEMJIOXO, MOTOMY YTO
He- cladya ByMaXeK MHe npoulanach.
JlioaMmuna AHApeeBHa KO MHe XOpPOLLo
OTHOCKNach, HaBepHoOeE, U3-3a TOro, YTO
NIEKLMKN No ncTopuun 6aneta 9 nucan B
ctmuxax. CnoBo «CTUXK» TyT, pasyMeeTcs,
YCNOBHO, HO MMaBHbIE MbIC/TN IEKL MK B
TaKOM KOHCNEKTE BNOSHE OTparkalinch.

Beuepom B 06LIEKNTUM pa3ropanmcb
TBOpYECKMUe BGaTainu no nosoay
n36paHHomn npodeccunn. BoobparkeHune
noaorpeBanoch Koraa Nerknmu, a Korga

W KPenkMmu HanmtKkamu. beitoBas
KOMHaTa npeBpalianacb B apeHy 6UTBbI
npeactaBUTENEen pa3HbiX KPamHOCTEN.
Benukuit TeopeTuk xopeorpadua B.
CanumbaeB nmen rno nosoay no6oMn
CcUTyaumn cBoe MHeHue. Kpome ymeHus
XOPOLLO FOTOBUTb KUPrM3cKue 6toaa, oH
elle obnagan napom 6€30CTaHOBOYHOM
peyn. Hapo 66110 BUAETb, Kakne
NoAAEePKKN OHU NpuaymMbiBanu B
Kopuaope ¢ Nlewen boapakom. CTUXMHaS,
HEBO3MOXHas, HeycTon4YMBasi KoMNo3nums
[AeprKanacb, KaxeTcs, TONbKO Ha KPenkom
PYCCKOM C/0Be, a Korfla OHa pacchlinanach,
ee co3aartenun noxoansn Ha napalwoTUcToB,
NnpuM3emMImMBLLNXCA 63 NapalltoToB.

B oTnyme oT Konner-cTyaeHToB, 1 He
ymen npuaymbiBaTh ABUKEHUS M NO3bl
3apaHee. Bonasa B 3a/1 ¥ HaYMHasA 4YTO-TO
n3obpaxaTb nepej 3epKanom, 1 BMECTO
npuaymbiBaeMoro obpasa BMaen CBOo
HecypasHylo noxmaTyto GUrypy, n Bcs oxoTa
K COMMHUTENBLCTBY TYT }Ke nponagana. M go
CUX NOp, ECNTN He BUIKY rnepe co60MN XMBbIX
apTUCTOB, MO3I MOW HE CNOCOBEH YTO-
HMOYAb NpuaymMaTtb. ApTUCT — 3TO KpacKa
AN MOEN KapTUHbI, KpacKa CnoxHas,
MHOrOLBETHAs, U €C/N He yaaeTcs
COCTaBWUTb N3 3TUX KPACOK KOMMO3ULMIO,
TYT U pOXaaeTcs YylecHoe, HecpaBHUMOE,
BCerga HernoBTOPMMOE YYBCTBO, «4TO
CTOWJIO }WUTb U paboTaTb CTOUIO».

baneTHbIN 3an, ocKan 3epkKarn...
3arHaHHbIi, B MOTY, BbITACKUBAIOLLUA
3aHO03bl U3 BCEX YacTewn Tena,
NPULIMSAKHYTbI TBOPYECTBOM CBOMUX
Apy3en, — ayman f O XU3HU.

YunTbiBas cneumnduKy ABUratebHOro
annapara, B Te JaBHWE BpeMeHa AUpeKLms
KoHcepBaTtopuun pacnonoxuna 6aneTHble
3a/ibl N04 caMou Kpbllen 3aaHus. C
KpblLLW BUAATb AaneKo, TO/bKO rae 1o
OKHO? Henb3s He oxapaKTepu3oBaTtb
TBOPYECKME MaCTEPCKHUE, KUTON OM
BCex oby4valolmxcs xopeorpaduu,
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CTEHbI, NPONMTaHHbIe 3anaxoM nota H
MHOTIOJIETHEN Mbl/IbO NPOLWSIOro.

bonblwon 3an — ANMHHOKOPUAOPHAas
KULLIKa C 3epKalaMn 1 Nankamu,
MeMOopHUasibHOM IOCKOW C MO30104YEHHbBIMM
nnutepamu, BeMY4ECTBEHHbBIM MOPTPETOM
cosjaaTens Bcero B xopeorpaduu
Poccuu, n kadegpbl B Tom yncne, — @.B.
JlonyxoBa. [JpeBHWI MO, OWETUHUBLUUACA
ThiC4aMM 3aHO3, cparKascs OHbIMU C
oyaywmmm pedopMnctamn. beoKoHHoe
NPOCTPaHCTBO NOIMOLWAaNo MbICIU
W gena co3gatenem HoOBOMW HKU3HMW.

MNonaB ogHaAbl B aTy LWKATY/IKY, Tbl
3aboneBaellb YEM-TO BPOAE aflKOron3ma,
nonagaellb B HEOGBACHUMYIO MaHUIO
yyaa, HapKoTMYecKasn cTpacTb NPOLWSIOoro
NornowaeT 1 Aymbl, U NOMbIC/Ibl, Tbl — B
cBsTas cBATbIX 6€peEMEHHOCTH 3ana.
Jlerkas atMmocdepa 3a4nHaHus cnycTs NATb
JIET C LUIMKOM M BNEeCKOM BbiMfieBbIBana

B XM3Hb BOospYKOBbLIX, ANeKcuase,
ManopoBbiX, Enn3apoBblx, JeMeHTbEBbIX U
Apyrux xopeorpados.

B Moe BpeM$ CTyeHTbl AHEBAU U
Ho4yeBanu B 6aneTHbIX 3anax. Kpenkun
Yyal, neyeHbe — BOT M BCH ela 6poasaymnX
OX/1aMOHOB B pBaHbIX TPSANKaXx,
N3rnbatoLLmMxca y 3epKasia B HEMbICTUMbIX
nosax v ABuxKeHusx. M 3an ynol6ancs
CBOWM AEeTSM, OTAaBasi UM CBOe Tenno,
WMHOrga NOATPYHUBAsS M NoALYyYMBas Hag nx
TBOPYECTBOM. 3a BUOEN MHOIO: Cne3bl He
NOCTYNMUBLUNX, BU3T NMPUHATbLIX, HEA0OYMEHNE
MHOCTpaHUEB, PafoCTb TBOPYECTBA U
ropeyb pasoyapoBaHusg; 3an NpUHUMan
y4acTue B 3aroBopax U MHTpUrax 1 B
BE/IMKOM Marmm 3apoxaatouencsa nioosu.

B aToMm 3ane poannancb Mou Tpu
6anerta: 3K3aMeHaLWOHHbIN «BeyHo
*unBble» Ka/lHUHbLIA M CNEeKTaKIn ans
TeaTpa — «ApnesuaHkar» buse n «bbik
Ha Kpbllle» MUIo, a TaKKe MHorne
onycbl MO3roTBopyecTBa. Heymenue
COYUHATL «Ha ceber» JOCTaBNSAI0 OFPOMHOE
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yaoBonbCTBMeE. MNbITadCb CTaTh C 6paTbaMu
no pasyMmy Ha OAHY HOry, 9 cTapasncs
NM306pa3nTb HEKNE TENOABUKEHUS.
beremot B 300napke — rapMoHus

psaoM co MHOW. ECTb npuuyanveas
HEeecTeCTBEHHOCTb B PUCOBAHUU Ha

cebe. [IBMrKeHWe apabecKa MyK4YUHBbI,
MWHUMYM OT }EHCKOT0, BbINYKJIOCTb
rpyaen n3MeHsI0T IMHUIO Tena, «CTallbHble
nasbLibl» OTIMYUTENbHbBI OT TOTO, Ha

yeM NPOABMraloCb U T. 4., U T. N. TaKoro
TBOpPYECTBaA €/1Ba XBaTalo Ha JeCATb MUHYT,
W, BCe Nnocnas, g caM Wen...

C nepBbIX AHEW Nepuoa IOHOLECKKX
NMOCTAHOBOK M O CEr0 AHA MHE HYeH
«MOJIbBEPT C KpacKkammr». He BarKHa mUx
BbIPa3nTENbHOCTb, arnpobUpPoOBaHHOCTb
CLIeHOM, BaXHO, 4TO6bl OHM BbIK
nepeg rnazamu. M yxke oTtanKmBasicb
OT MaTepwuana, pazpabartbiBaellb Uaeto
oyayuiero npon3BeaeHus. Cmelumsas
LBETa, CTU/K, AMOXW, IUTEPATYPHbIN
NCTOYHWMK, MY3bIKY, DU3NYECKNE U
TBOPYECKME BO3MOXHOCTU apTUCTOB,
yuuTbiBasi MatepuasnbHble 3aTpathl TeaTpa,
paboTy C XYAOXKHUKOM, AUPUIKEPOM,
3aBeAayloLIMM NOCTAaHOBOYHbLIMU LieXxaMu,
paboynuMu, OCBETUTENAMU, BCEM
OrPOMHbIM MEXaHWU3MOM, Ha3blBaeMbIM
«Ero Bennyectso TeaTtp», Tbl NbITaellbCs
3a4aTb CNeKTaK/b, KaK pebeHKa, U1
Aatb eMy CBeT, AaTb AOPOryY B *XU3Hb, a
OHa — OW, KaK Henerka! lNycTb Thl yXKe
nopaboTas BO MHOMMX TeaTpax, B PasHbIx
TeaTpalbHbIX }aHpaX KaK NOCTaHOBLMK,
HO Bcerja ocTaellbCs OfMH B Moe BOUH.
Kaxabli apTUCT — MUP, KUBYLIMIA MO
CBOWM 3aKOHaM, a Tbl BTOpraewbcs B
Hero, co3fasas, paspylwas, MeHdAq ero
YCTOW. Y aKTepa (aKTpUChI) yLlna KeHa
(ywen Myx), 4pyromn BCIO M3Hb XMBET
B 0OLLEKUTUSX, OTHAAICS BblOpaTbCs,
HEKOTOPbIX rAe-TO B «BEPXax» OneKatT
— Nonpo6yn TPOHb, HEKOTOPbIE BUAAT
B Tebe TOro, KTo onpaBiblBaeT BCE MX
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Hagexabl, y HUX He 1L, a 3HaK BOMNpoca,
UX XUUCTbIE MEHCUOHHbIE MbILLILbI
HaTAHYTbl TYrOW TETUBOM, COJIMCTOB MaHAT
3apybeXKHble racTposnu, a To 1 BoobLle
0Tbe3[ U3 CTPaHbI, MO 3aKOHY COBECTU HET
npasa yaepxuBaTb UX BO UMS UCKYCCTBaA
— TaKOBa CTpaHa, TaKoBa XM3Hb. HeT
Yyucna BCEMY, 4YTO Ha TebSs BbiNaJaeT U
YTO YacTo obopaynBaeTcs NPOTUB TeOH,
HO €C/M Tbl XYOXKHUK, €CIIM KPOBb TBOS
ropsiya, TO BCe TOJIbKO YTO CKa3aHHOE Tbl
[IOJI}KEH NPUBECTU K 06LLEMY 3HAMeEHaTeNIo
— cnekTako! 3pnUTento He HyXKHbI, He
WHTEPECHbI NPobaeMbl TeaTpa, 6aneTHON
TPynnbl, eMy HE O6BACHMULLb, MOYEMY
BMECTO ABaJiLaTh YE/I0BEK Ha CUeHe
[ecsTb apTUCTOB KopaebaneTa, novyemy
CHATbI Na-ge-ae, Na-ae-Tpya, NoyYemy,
ObIBAET, MPUHLL YyTb HE paccbinaeTcs Ha
CLEHe, a 3a[IHUK B CMEKTaK/e Ko4vyeT
13 ogHoro 6aneta B Apyron. 3puTenb
nnaTuT AE€HbIU, XNU3Hb 3a 3aHaBECOM
emy 6e3pasnmyHa. Komy noseaatb, YTO
NOTPEOHOCTb CTaBUTb BYKBasibHO yAyLLIAET,
MO3IY pacKanbliBaloTCA OT CIOXKETOB,
6e3yMHbIX Aen, HO TBOM BHYTPEHHUM
MWP HE BOCTPeOOBaH, CBEXUE KPaCKH
TBOEW NaJIUTPbl HE HYXKHbI, penepTyapHOn
NONIUTUKE HET [10 3TOro Aena, U Tbl TMGHELb
B MOMbITKaX YTO-TO U3MEHUTb. MCKyCcCTBO
6aneTMmencrepa CUIOMUHYTHO.

Henb3a MbICNK M YyBCTBa 3aMnXHYTb
B LMK, OT/IOKUTb €ro 10 Ny4LImnX
BPEMEH, KaK K/laBUp UIN PYKOMUCh,
W HaNUcaHHY KapTuHY. M cHOBa,
KaK npexae, CTaBuLLb MCTOPUYECKUI
NaMSATHUK, HAYEro He FOBOPSILLMK HU YMY,
HW cepaLy TBOEMY.

A roabl nayT. M Toraa Tbl BCTaellb «Ha
KpbINo», TETULLL B Nt06bIE Kpas 1 Becu
B MOUCKax paboTbl, paboyen HU3HU. A
He60 — 061a4HOE 1 MpaYHOe, NyTb TBOW
TEPSIETCH B YEPHOTE.

Ho geBaTbCs HEKyaa, W Tbl NETULLb,
Hanpsirascb U3 nocneaHuUx cun, Haaescob,

4TO BCE e Bblfellb Ha COMHLE, YTO OHO
03apuT Tebs1 CBETOM, OlapuT TEMJIOM,
NOMOXET B3ONTU BCEMY JTyHLLEMY, YTO
3a/10XeHo B Tebe, U Thbl BbICKaelllb BCe TO
L06poe 1 3aBETHOE, YTO AACT TBOEN HKU3HU
CMBbIC/I.

O6ne3nbln, oblapnaHHbI KopUaop
3aBelaH aduwamn paboT BbIMYCKHUKOB,
ABepLa B MaJleHbKUI CKBOPEYHMUK,
nMeHyeMbln Kadeapon. [iBa ctona,

AMBaH, He6O0NbLLION WKad, APEBHASA
nuilyllas MaluHKa, ntobrumasa nabopaHTKa
Anna YnbsiHOBCKas, y3Koe rnomMmelieHune
Kadeapsbl.... Ecnn Ha Kadeape cobupanochb
OKOJ10 NSATU YENOBEK, 51 0693aTe/IbHO
LENNSAICH 3a YyXue nineyu.

CTyaeHTbl, Negaroru U NpocTo camble
pa3Hoo6pasHble nLa cHoBanu Tyga-ctoja.
370 6bl1 NYENUHBIN YNEN C OFPOMHbIM
KOJIMYECTBOM M4YEN0MaTOK. Y Kaxaon
«MaTKK» 6bl1 CBOM «pOi». Bce OHWM MUPHO
COoCyLlecTBOBa/M MO OJIHON Kpblllen. Hu
Mbl, HW NeJaroru He 6blIn NypUTaHamum u
MHOrAAa B TaKOM KPYry MO NOMUTL Yato
C KOHbSIKOM. TaKne MUHYTbI XpaHATCH B
namaTtu 4o cux nop. Bennkue npodeccopa,
C/erkKa pa3MopeHHble YaeMm, yXO0annu B
BOCMNOMMWHAHKA O npoLiom. U3 rny6uH
WX NamMaTHU BCN/biBanu Bennyaniine
NUCTOPUN, BaNKK M aHEKOOTbI O TeaTpabHOM
U3HU NMpoLwnblxX feT. Jllo6asa nctopus
3acnyxuBaeT 3arnncu, a pacCKasynKku 6blau
BEIMKONEMHbIE.

OnucblBaemble MU NIOAN BO3HMKaNM
KaK uBble. OcobbiM JapoM paccka3a
o6naganu PomaH MpuHapxoBu4 TMXoM1MpoB
n Ucaak JdaBbligoBuy [MukmaH. Ha
nosie 605 BbIXOAUIN TUT@HbI, 3EMIS
ApOXKana oT MX B3aUMHbIX BblMNagoBs,
HanageHue Bbi3blBasio 3almTy. Mbl
CMOTPESIN Ha HUX KaK PUMJISHE Ha
rnaguaTtopoB. BoicokonapHoCTb [MMKMaHa
— «[locnywanTe, MOM IIOGE3HbBIN ApPYr»

— pasbuBanach 0 celon, TOYEHbIN
MOHoNUT P. Tuxomunposa. byay4yu 3aB.

89



Kadeapou pexuccypbl, PomaH MpnHapxoBMy MNOMHUI O Hac, 0 xopeorpadax, 1 4OBONbHO
4acTo NpUBJIEKaN 4719 y4acTHsa B CBOMX NOCTAHOBKaXx No ropojam craHbl. Takue 6yaHu
npeBpalanmchb B NpasgHuKU. TanHbl pyKOBOACTBa TPYNMOW Mbl MO3HaBaAn U3 ycT
BEJ/IMKMX MacTepoB B HaleM MaJIEHbKOM CKBOPEYHUKeE.
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AHpaTna

Benrini Pecennik pexuccep-6anetmencrep lreopruin AHatonbeBny KoBTyHHbIH «KonTaH6a» aTTbl KiTabblHaH
«<KapblK agyHnege» («Mo 6eny cBeTy») Aen atanatbiH Y3iHAICi OKbIPMaHFa LWblHanbl 6aneTMenCcTepain, anfalwKbl
Koeciby KagamaapbiH KepceTteai. «<KontaHb6a» aTTbl 3cceae aBTOP HafFbI3Fbl pexunccep peTtiHae JIeHMHrpaa
KOHCEpPBAaTOPUSACLIHbIH CTYAEHTI peTiHAE KEH 9pi KEPKEM KO3KapacTa 63iHiH XacTblK LaFblHbIH, }KapKbIH
KYHZEpi MeH ecTeniktepiHeH cunattamanap 6epegi. ABTop JIeHWHrpag KoHcepBaTopusachl «<baneTmencTepnik
eHepi» KadbeapacbiHAa XYMbIC iCTEMEH KOPHEKI NeJarortapabliH NOPTPETTEPIH 30p bIKbIACMNEH CypTeTTENI.
Byn nopTpeTTep «a0CTbIK WapKaapbl» aBTOP KiTabblHAa 63 yCTa3AapblHbIH *KOFapbl KacibuniriHe,
LWblAAMbINbIK MEH TYCIHICTIFiHE AEreH HKblNblblFbl MEH TEPEH KYPMETIH 6ingipeai. }XeHin ae onHakbl, 83in 63iH
CblHaM OTbIPbIN Xa3bliFaH Gopmaaarbl KOHCEPBATOPUSAAa OKbIMN XYPreH WbliFapMallbli CTYAEHTTiIH OMnapbiH
CcypeTTenfi }aHe 63 yaKbITbiHAa CTYAEHT YLWiH OpblHAAYFa MYMKiIH eMeC KepiHreH OKy TancbipManapbiH
6arananTbiH ce3imaepimeH 6eniceai. ©3iHiH Tin 6annbiFbIMEH aBTOP anfallKbl }XogapaaH 6¢Tan CoHblHA AENiH
OKblpMaH Ha3apblH TapTa 6inegi.

Tipek ce3paep: 6aneTMencrep, cypTeLli, )xacamnas, 6enHe, pyxaHu eMip, TyTacTblK, yprnakTap TapTbiMAbINbIFbI.

G.A. Kovtun
Sankt-Petersburg, Russia

"AUTOGRAPH"

Abstract
An excerpt “Autograph” from the book “On the World” by the well-known Russian director-ballet master
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Georgy Anatolyevich Kovtun opens to readers the first steps of the professional development of the Ballet
Master himself with a capital letter. In the essay “Autograph”, the author, as a genuine director, conveys the
essence of the character of the life of a student at the Leningrad Conservatory, picking out the most vivid
pictures and memories of his youth with a broad artistic look. Very warmly and with great gratitude, the author
draws portraits of outstanding teachers of the Leningrad Conservatory, who worked at the Department of Art
of Choreographer. These portraits, as "friendly caricatures”, hands the warmth and deep respect of the author
of the book to their teachers for their professionalism, patience and understanding. Written in an easy and
relaxed manner, with humor and a certain amount of self-criticism, the chapter richly reflects the author’s
thoughts on the student’s life of a creative person at the conservatory and contributes to the transfer of a
certain assessment to past impressions about educational tasks, which seemed unrealizable at one time.
The rich language of the author keeps the reader's attention from the first to the last line.

Keywords: choreographer, artist, creator, painting, spiritual life, integrity, attractiveness of generations.

CeeneHus 06 aBrope: KopTyH [eopruii AHatosibeBHY — 3aciy»KeHHbIH
nesitesib uckycerB Pocenu. r.Cankr-ITerep6ypr, Poccust.
E-mail: georgiykovtun@mail.ru

Astop Typaibl magimer: KostyH [eopruit AnatosibeBud — PecelifiiH eHOek
cinipren ka#ipatkepi. Cankr-Iletep6ypr k., Poccusi.
E-mail: georgiykovtun@mail.ru

Authors date: Kovtun Georgiy Anatolievich Honored Person of Arts

Russia. S.-Petersburg, Russia.
E-mail: georgiykovtun@mail.ru

91



92

MasamyHbl/ OrnaBnenune/ Table of Content:

PHILOSOPHY

Khalykov K. COMMUNICATION OF KAZAKH TRADITIONAL MUSIC
WITH THE PHENOMENONS OF THE GREAT SILK ROAD

Nurlanova K.Sh. SYMBOL OF THE WORLD IN THE TRADITIONAL ART
OF KAZAKHS

ART STUDIES

Nurpeis B.K., Zhaxylykova M.B. A NEW TURN IN THE ART OF
KAZAKH DIRECTING

Xamunposa M.A. O KOHLENUNWN PASBUTUA NCKYCCTBOBEJEHNA
Y3BEKMCTAHA

Ka6ameBa C.4. TEHAEHUMW PA3BUTUS COBPEMEHHOM
KA3SAXCKOW PEXMCCYPbI

Karzhaubaeva S.K. THE AESTHETICS OF THE KAZAKH THEATER

KacbimxopkaeBa C.B. KY/IbTYPHbIE CBA3M HA TPACCE
«BEJTMKOTIO LLUESTKOBOIO MYTW». HA MPUMEPE MY3bIKANIbHbIX
NMHCTPYMEHTOB

PEDAGOGY

MDxepaumanueBa P.P. TBOPYECTBO VUCIMNOJIHUTENA B CBETE
BEAYLUMX TEHAEHLMIA MY3bIKA/TBHO — XYAOXKECTBEHHOM
MPAKTUKU

REVIEW

KoeTtyH I A. <ABTOPA®»

19

35

42

49

56
62

68

79

Central Asian Journal of Art Studies N3|2018



KOCbIMLLA/
NMPUJIO)KEHUE/

APPENDIX

K.Khalykov
Why PHENOMENOLOGY?

52 in

COMMUNICATION OF KAZAKH TRADITIONAL MUSIC WITH THE PHENOMENONS

OF THE GREAT SILK ROAD
n eral "crisis of ul.;ropean science
also the inherent representation of the subject-object

dichotomy igherited from
Cartesianism.

¥
/
i

g
F4
g

L

Figure 1. The Map of the Silk Road passing through
Kazakhstan from China to Rome

Figure 2. Edmund Husserl’s ‘Cartesian reflection’s in a
Logical research. The Cartesianian Theatre.

Heavenly Peace and Cosmos.

Figure 3,4. The Religions of The World in a Cosmological System. “Tengri” is the master of
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KAZAKH FOLK INSTRUMENTS

g
g
S
e

Cristian
Maniheian
Buddizm

Figure 5. Religions that the spread along the Silk Road: Figure 6. Kazakh Folk Music Instruments: stringed-plucked

Tengrizm, Budhizm, Maniheian, Cristian and Islam. (kobyz, dombra, zhetygen, shang kobyz, adyrna, sherter),
wind (kernei, syrnai, sybyzgy, saz syrnai, yskirik, tastauyk,
L . uran), drams (dabyl,syndauyl, kepshik), ringing (syldyrmak,
The similarities and differences asa tayak, konyrau), noise (zyryldak, sakpan, tai tyiak,
OF INSTRUMENTS shatyrlak).

Stringed - plucked instruments

Figure 8. The Kazakh first instrument — Kobyz invented by Figure 7. Kazakh musical instrument zhetygen.
Korkyt. The similiarities and differences of some stringed-
plucked instruments spread along the Silk Road.

IA. KoBTyH
«ABTOIPA®»

Pucynok 1. Knura-otpbiBok «Atorpad» 13 KHHIH
«[To GeJty cBeTY» H3BECTHOTO POCCHICKOTO peyKuccepa- PrcyHoK 2. 9Ti NOPTPeTHI, KaK «1pYKECKHE LIAPKbI»,
6anermeficrepa I'A. KosryHa. nepesaoT TernJyoTy 1 ryboKoe yBaxKeHHe aBTopa KHUTH CBOUM
rnejaroram.
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