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Abstract

The form, typology, essence and causes of the interaction between theater and cinema in the world is
one of the priorities in the field, and a number of scientific studies have been conducted on the subject. In
world experience, during the development of cinematography, it has been used the help of theatrical figures
in overcoming the problems of acting, directing and dramaturgy. The study of theater and cinema as the
main types of artistic worldview, in which the relationship between the two independent arts, exchanges
of actors, process of interaction, individual characteristics were assessed, and it was considered as a new
phenomenon. The article studies issues, causes and factors of influence of the same process in 1920-1930.
The interaction of Uzbek theater and cinema, the study of creative ties, see it as a scientific problem has
attracted attention in recent years. The article examines the role of Uzbek stage leaders in the development
of screen art as a separate process, as well as the phenomenon of interaction between theater and cinema.

The author explores a new creative life, a biography of a stage actor in cinema, opened for theater actors
on the eve of the twentieth century. The art of filmmaking, which has been fighting for the actor for half a
century, studies on facts that have attracted theater performers. Theatrical art has proven to be a model for
cinematography in terms of decorating, makeup, music, lighting, and acting.
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Introduction

Acting is an intermediate art, it is equally
important and central figure for theater and
cinema. Acting has an ancient history. It is
a natural process, born out of need. Initially,
a new life began on the threshold of the
twentieth century for actors who worked
in the streets, squares, and later on the
stage, and the name of cinematography
was added to the biography of the theater
actor. Born as a miracle of technology,
cinema has mastered the most powerful
components of the adjoining arts. During
this period, theatrical art became a model for
cinematography make-up, music, lighting,
acting. At the same time, the theater was the
only and reliable model in the creation of an
artistic model for cinema. The art of cinema,
which has been fighting for the actor for half
a century, has sometimes been criticized and
sometimes justified by theater critics.

No one can argue with the interplay
between the art of theater and cinema,
rejecting their creative connections. In
particular, the theater actor plays an
important role in the development of national
cinema. The theater actor has become a
necessary factor in the creation of a film
hero, filling the gap in the issue of executive
personnel in cinema.

Theater and cinema have entered
the second century in parallel creativity
and have achieved a number of practical
achievements in collaboration. As a result,

a new problem arose in science — the need
to study the interaction of theater and
cinema. Theorists used the terms “theater”,
“theatricality”, “theatrical” in order to prove
the independence of cinema. The attempts
were in vain. Every decade of history has
proved the influence of theater on cinema.
The theater taught cinema to choose a play
in the first decade, to reveal the character
of the protagonist in the second decade,

to create a stage environment in the third
decade, to compose order.

As scholars around the world study the
process of the interaction of the arts, the
emphasis is on the fine arts, music, theater,
literature, and television. Scientists from
around the world have written a number
of dissertations, monographs, alboums and
scientific projects proving the contribution
of stage actors to the development of
cinematography, the creative collaboration
of the two arts. In the world, the harmony of
the arts, the creative connections are strong,
and the research devoted to the study
of the subject is also weighty. Traditional
forms of art - theater, literature, music, fine
arts, cinematography — have proven to be
inextricably linked.

The formation of the directing theater at
the beginning of the twentieth century, the
primacy of the directing idea contributed
to the “equalization of rights” of all means
of stage expression. The actor is no longer
the center of the stage work. Scenery, light,
sound and actor form an ensemble with
which the director creates an artistic image.
[1,p.3]

Methods

The article uses complex, comparative,
critical-assessment, structural-functional
analysis, typological, contextual methods.
In general, research methods were used
for scientific concepts of system-structural
analysis, observation, comparative, content
analysis (analysis of documents), interviews
with experts. Methods of comparative
analysis of sources, critical evaluation,
content analysis of archival materials were
used in the study of the selected topic. Each
found facts were compared with the others.
Interviews with experts in the field were
conducted, and the results of observations
were comprehensively packaged.

Results
The study of the interaction of theater
and cinema in Uzbekistan, on the one hand,
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leads to the study of the creative heritage of
dramatic, musical, theater-studio actors in
cinema, on the other hand, the relationship
between the two arts, interest and advanced
trends in acting.

December 28, 1895 ... (First film
screening. Paris. “Grand Café”) From this
date, the theater turned the new page
in history. The title of the miracle
of technology — the name of the
cinematographer. Now the theater has
focused its creative potential on the
development of cinema. “The new art has
captivated the world audience in half a year.
The cinema, which gained popularity in a
short time, soon became nothing new. By
1897, the movie theaters were completely
empty [2, p. 126]. Now, the creators realized
the need to show the dynamics of life
and nature, dramatic, satirical, comedic
heroes, and a plot rich in conflict, using the
theatrical experience through the invention
(apparatus) of the Lumiere. Meles brought
the protagonist to the screen using his
theatrical experience. Thus he learned the
first letters of the cinema alphabet and
began to pronounce them theatrically.

It is known that the first steps of the
national cinema were made in harmony
with theater, literature, fine arts and music,
mastering the traditions of art before it. The
first movie heroes of the theater actors were
fully theatrical [3, p. 6, 7]. The actor has
always been a central figure in Uzbek stage
and screen art. The basis of the Uzbek acting
art was laid by the great figures of the theater
and defined its peculiarities. By the time
cinema emerged, all forms of art were taking
on a new look.

In 1897, the Lumieres brothers came
to Tashkent. Circus performances and
one-act performances were added to the
performances for the audience to see the
films. In 1921, Hamza Khakimzoda Niyazi
was on tour in Khorezm and watched a film
by H. Devonov. After the screening, Devonov
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is asked to record one of his performances
[4, p. 18]. However, Hamza’'s request was
impossible because H. Devonov was busy
making films. In the 1920s, Uzbek cinema
did not have a single professional actor.
There is a lot of evidence that the first steps
of Uzbek cinema were connected with the
search for actors, mastering the secrets of
the performing arts. In Uzbek cinema, the
problem of actors was solved by the theater,
and during this period, the theater came to
the theater stamps, the conditional law of the
stage, stage movement. Gradually, theatrical
actors mastered the individual features of
stage and screen art.

F. Juraev, H. Abulkasimova, M. Kadirov,
H. Akbarov, J. Teshaboev, |. Mukhtorov,
M. Tulahojaeva spoke about the contribution
of theater actors to the development
of cinematography, their performance
opportunities, the style and direction of
interpretation, the features of the interaction
of the two arts. In the researches of such
scientists as Sh. Rizaev, D. Rahmatullaeva,
0. Rizaev, N. Karimova, as well as in the
memoirs of artists, historical-theoretical
generalizations are given. The chronological,
analytical records in the sources are valuable
for this study.

During the development of Uzbek
acting, it faced various obstacles, denials
and prohibitions. Stage and screen heroes
created by strong-willed, professional theater
actors are valued as a spiritual heritage.
Over the years, theater actors have created
new performance styles, directions, and
schools, combining traditional and modern
elements. National stage actors sought
innovative findings, modern views, unique
methods of interpretation in the formation
and development of theater and cinema.
The new Uzbek theater and cinematography
were born at the same time, formed and
developed in strong creative cooperation.

The performance of an actor of theater
and film is the same. Actors in both fields
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create the image. The main hero shows
feelings to the audience through his play. But
the stage and screen actor’s performance
styles are different. We distinguish this
difference through the work of the theater
and film actor in front of the camera.
According to the experience gained on
stage, the theater actor will thoroughly study
the fate of his hero, his way of life in front
of the camera. The theater actor makes a
performance plan for the role assigned to
him. Plans the necessary emotions for each
frame. He may not be able to get out of his
hero’s position until the film is shot.

The theatrical actor communicates
with the audience on stage through the
art of experience. A stage actor who is
accustomed, cannot leave the experience
when working with the camera. The theatrical
actor’s performance in front of the camera
is also exaggerated. The theater actor has
learned to work with a live partner. In front
of the camera, you sometimes have to work
without a partner, imagining it as a bar. Such
situations also cause some difficulties for the
theater actor.

In the process of interaction in the
national theater and cinema, five stages
of the study of historical and theoretical
aspects in terms of periods have been
identified. The first of these is the beginning
of creative contacts with theatrical art in the
silent period of cinema. Since the 1920s,
theatrical elements have been reflected
in cinematography, and elements of the
performing arts have come to life on canvas.
In the 1920s and 1930s, the Uzbek acting
industry was dominated by a sharp satirical
direction, domestic detail, brilliance, and
relief. Theater masters such as A. Hidoyatov
(only in the theater), G. Islamov, M. Mirakilov,
R. Pirmuhammedov were the leaders of the
time. He also used the experience gained by
theater actors on stage and the professional
training he received in the development of
cinema.

In the 20s and 30s of the twentieth
century, the interaction of theater and
cinema was the initial period in their
interaction. During this period, cinema took
the form of creating an atmosphere from
the theater. In the 20s and 30s, theater
actors were almost never involved in cinema.
Because at that time the professional
training of theater actors was accompanied
by the mastery of European-type theatrical
form.

In the 1920s and 1930s, the skills of
the first generation of talented actors in
the theater increased and became more
creative. Formed on the basis of traditional
amateur troupes, the new Uzbek theater
has influenced the overall development of
national culture. The creative process has led
to radical changes in the spiritual life of the
people. In the mid-twenties, the demand for
professional staff in the new Uzbek theater
became more urgent. European-style Uzbek
theater required balanced training in acting,
directing and drama. Moscow and Baku
studios were responsible for training actors
and the existing needs. The staff trained
in the studios had to work in theater and
cinema at the same time.

In November 1924, with the efforts of
Mannon Uyghur, an Uzbek drama studio
was established at the House of Education
in Moscow. 24 talented actors of amateur
theaters (troupes) with stage experience,
such as M. Uygur, E. Bobojonov,

A. Hidoyatov, H. Siddig, M. Muhammedoy,

0. Jalilov, T. Saidazimova, S. Eshonturaeva,
Z. Hidoyatova, T. Sultanova, G. Isomov,

H. Isomov, (Tashkent), L. Nazrullaey,

H. Latipov, S. Tabibullaev, Sh. Qayumoy,
(Bukhara), B. Ermatov (Kokand), I. Karimov
(Andijan) returned to the studio to study the
experience of mature theaters in practice
and gain performance skills. The fact that the
first Swallows had professional acting skills
was a great achievement for the national
theater, cinema. Studying in the studio under
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the tutelage of such coaches as R. Simonoy,
M. Tolchanov, V. Kantsel, L. Sverdlin,

0. Basov became an experimental field for
theater actors.

A group of artists such as S. Olimoy,

H. Nosirova, N. Alieva, H. Khojaev, K. Khojaey,
Z. Kobulov, R. Bobojonov, S. Juraboev were
sent to study at the MF Akhundov Azerbaijan
Theater College in Baku. “... Dozens of
artists (at the Theater College in Baku)
studied in the workshop of Professor

V. V. Sladkopevtsev and A. A. Turganov”

[5, p. 14]. The available materials on the
history of the Uzbek theater contain a
number of memaoirs of the older generation
of actors, on the basis of which information
about the regular professional training of
actors and directors. The graduating studios
also trained actors in the provinces upon
their return to the Republic. In 1929, under
the leadership of M. Uyghur, the studio
returned from Moscow and became the core
of the team. Until now, the performances of
that period serve as a model in the artistic
and theatrical culture for all theater groups of
the Repubilic.

The creative ties between Uzbek Theater
and cinema began in the 1920s and
strengthened in the 1930s. In 1926, an
actor’s studio was opened in Uzbekistan,
where theater actors mastered the secrets
of cinema. For the first time in this studio,
the masters of the Uzbek theater got
acquainted with the technique and aesthetic
integrity of silent cinema and developed
practical skills. The origins of the first actors
of the Uzbek Theater are different, such as
S. Eshonturaeva from the orphanage, O.
Jalilov, the son of a blacksmith, Sh. Qayumov.

In 1920-1930, the first stage actors
from the Republican theaters were involved
in cinematography. During this period,
the actors had a universal ability to play a
musical instrument, sing songs, and have
the ability to mold plastic. M. Uygur met
A. Hidoyatov in the teahouse while playing
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the dutar and singing, and brought to the
theater a handsome, powerful, magical
voice. S. Eshonturaeva studied music at the
orphanage, M. Qorieva and H. Nosirova were
singers and musicians. Actors were selected
for the theater based on their musical and
plastic-artistic abilities. The Uzbek audience
was fascinated by the musicality of the
performances and the pathos of actors.

In 1927-1930, the second studio
students J. Koldoshey, B. Jamoloy, A. Olimov,
P. Rahimova, M. Khaydarov, A. Khasanov,

M. Musaey, N. Alieva, R. Pirmuhammedoy,
A. Ismailov studied in Moscow. In the history
of theater, the actors (studios) of this period
were characterized as a talented generation.
At the same time, a great force began to
form in the theaters of the Republic. In

the 20s and 30s, theatrical actors had a
universal ability, and most performers were
familiar with singing, playing various musical
instruments, and choreography. Musicality
and bright plasticity added artistry to the
performance of the actors.

In the 1930s, the Hamza Theater stood
on its own two feet professionally and
organizationally. Thanks to its appeal to world
and modern dramaturgy, the theater has
helped actors to train in every way.

In the same years A. Hidoyatov, O. Jaliloy,
M. Korieva, M. Kuznetsova, S. Olimov,

H. Ismoilov, Sh. Kayumov, S. Eshonturaeva,
Sh.Burkhonov, 0.Khojaev, H.Khojaeva,
Z.Hidoyatova, S.Tabibullaev, U.Azamov,
H.Narimonov were the leaders of acting.

Just as a photo loses its significance
when compared to an actor’s face, so does
a cinema when compared to a theatrical
performance, says V. V. Chekhov [6, P. 383].
The reason for the birth of such a sharp
idea was not that the actor worked with the
camera, but in the emptiness of the script.
Commenting on the two leading actors of the
theater (not named in the source) about the
art of acting in cinema, the film is not scary
for real theatrical art, there is no common
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ground that binds them together. He says
the on-stage performance has nothing in
common with the on-screen interpretation.

Discussion

During this period, the first national
feature films were made in Uzbekistan
(Bukhara and Tashkent), and the artists
mastered the new discoveries of the West,
combining the rich performance, directing
and dramatic heritage achieved on stage. In
this way, filmmakers actively used the artistic
traditions of theatrical art. But the silent era
of national cinematography invited actors
mainly from neighboring countries, while
theater actors followed the creative process
and mastered the technical requirements of
the art of cinema.

Death Tower (1925) was the first feature
film shot in Uzbekistan, which debuted not
only in our country, but also in Central Asia.
The film was co-produced by Sevzapkino
(Leningrad) and Buxkino [7, p. 10].

The film was shot by theater actor, director

V. K. Viskovsky. Although the work of art,
which is a novelty for the Uzbek people, is not
without its shortcomings, it has aroused the
interest of the audience. The creative team

of the film was entirely foreign experts. In

a series of screenings, theater actors were
first invited to perform episodes to create a
national character in the play, and then to
interpret the main characters.

In the 1920s and 1930s, national stage
artists (actors, directors) who studied,
researched and gained experience in the
creation of feature films mastered the
technical requirements of the new art.

The creative team formed in Uzbekistan

(Y. Azamoyv, S. Iskandarov, M. Rahimoy,

R. Pirmuhammedov, A. Umarov) later worked
as a great director and actor in "Uzekfilm”.

In the mid-twenties, the first Uzbek actors —
S. Khojaey, K. Yormatov, R. Akhmedoy,

R. Pirmuhammedov starred in the film
“Jackals of Ravot” [8, p. 3].

The film’s protagonists, created in
the 1920s and 1930s, had a strong
ideological influence and emerged mainly
as propagandists. During these years
(1924-1929), theater actors involved
in professional education have been
collaborating creatively with cinematography
since the 1930s. In the same year,

R. Pirmuhammedoy, A. Ismailov, M. Mirakilov
starred in the films “The Last Bek”, “Until
Dawn”, and the rest of the theater actors
returned to Moscow to demonstrate the
achievements of Uzbek performing arts at
the Theater Olympiad (1930).

“Two Uzbek teams took part in the
Olympics. Hamza (now Uzbek National
Academic Drama) Theater and Uzbek State
Musical Theater. At the end of the Olympics,
which lasted from June 15 to July 11, each
participant was given a separate opinion
of the members of the prestigious jury. In
particular, the Uzbek theater was advised
not to “deviate from the successful national
spectacle” [9. p. 126].

And when a silent feature film appeared,
it turned out to be associated with non-
conversational theatrical genres — with
pantomime, ballet, circus [10. p. 2]. In
Uzbekistan in 1920-1930, both arts were
engaged in the training of professional
staff, the formation of national creative
teams. From 1924 to 1929, theater actors
received professional training and were
involved in stage and screen work. The
first actors to enter the cinema from the
theaters in 1920-1930: R. Pirmuhammedov
(“Jackals of Ravot” 1927, “Chachvon” 1927,
“Closed Wagon” 1928, “Under the Domes
of the Mosque” 1928, “Leopard Woman”
1928, “The Last Beck” 1930), M. Mirakilov
(“Leprosy Woman” 1928, “Until Dawn”
1934), S. Khodjaev (“Jackals of Ravot”
1927, “The Last Beck” 1930, “Until Dawn”
1934), 0. Jalilov (“Death Well” 1934),

N. Alieva (“Death Well "1934), A. Ismailov
(“Until Dawn” 1934).
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With the participation of theatrical
actors in the first sound feature films
(1937-1940) to the second stage of creative
collaboration, the process of interaction
was further strengthened. Graduates of
Moscow and Baku studios went to the
Central State Troupe in Samarkand. In 1929,
the Samarkand troupe was transformed
into the Uzbek State Drama Theater (now
the National Academic Drama Theater) and
from 1931 conducted group activities in
Tashkent. This theater became the center
of Uzbek stage culture and contributed to
the development of theatrical communities
and cinematography of the Republic. In the
1930s, the art of acting was characterized by
brilliance, exaggeration and satire (comedy)
leadership, while in the 1940s, there was
a great philosophical generalization and
ideological depth in the performing arts.

In 1937-1940, the skills of Uzbek theater
actors increased, and they mastered the
principles of the Stanislavsky system
(doctrine). Realistic interpretation and
honesty were appreciated in the acting art of
this period. Principles of execution based on
tradition and values, understanding the true
nature of the hero’s nature, were required
to experience the characteristics of the
character, the pain. Ostrovsky’s “Thunder”
(1938), Gorky’s “ Egor Bulichev and Others”
(1939), Pogodin’s “The Armed Man” (1940),
Shakespeare’s “Othello” (1941), as well as
Hamza's “The Servant with the Rich” (1939)
staged the play. In cinema, the first sound
feature films “Oath” (1937) and "Azamat”
(1939) were released.

In the late thirties and early forties,

a large group of theater leaders were
involved in the development of national
cinema. Stage actors such as A. Ismatov,
E. Bobojonov, Sh. Rahimova, H. Latipov,

L. Sarimsakova, R. Pirmuhammedoy,

A. Bakirov created film heroes inseparable
from theatrical work.
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Conclusion

Acting is an intermediate art, both types
of art exist because of the actor factor. The
relations, cooperation and competition
of cinema and theater, which are mainly
influenced by the actor phenomenon,
have always attracted the attention of film
practitioners and theorists. The issue of the
interaction of the two arts has been studied
in depth and detail in the scientific literature.
In cinema, theater, human destiny, past and
vision are observed and evaluated through
acting.

Uzbeks got acquainted with the miracle
of cinema in 1897 in Tashkent. This event
took place two years after the screening of
the Lumiere brothers in Paris (December 28,
1895). Today, the influence of the national
theater and cinema has been observed and
is constantly strengthening. While a few
of national theater actors had performed
episodes in silent cinema, since 1937 a
stream of Republican stage actors has
entered screen art. Such a creative process,
the interaction of the two independent
arts with the interaction is constantly
strengthening.

American actress Kerry Hishon, who
watched the actor’s work on stage and
screen, commented on the similarities and
differences between the two independent
arts. Kerry points out that the stage requires
the actor to practice more, working on
gestures, speech, voice, plastic behavior.
The stage actor is required to be both
physically and mentally fit. After all, a stage
actor is required to be able to show the
mental state of his protagonist to hundreds
and thousands of spectators at a time, live,
without any auxiliary means of expression.
In cinema, the camera lens is a great help
to the actor. The actor does not have to use
excessive gestures to show the protagonist’'s
pain. He can also express the hero’s grief
with a drop or two of tears. He is also not
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required to raise his voice on high curtains.
After all, a microphone helps him. The actor’'s
extravagant behavior in front of the camera
is also not necessary. That, too, is a sham in
screen art [11, p. 3.], says Kerry Hishon.

Theater actors played an important role in
the development of Uzbek cinema. Theatrical
actors are a necessary phenomenon in
the creation of a movie hero and play an
important role in filling the gap that arises
in the personnel issue. Uzbek acting has
led to the study of the creative heritage of
drama, music and theater-studio actors
in cinematography, on the one hand,
and the interaction of theatrical art with
cinematography, as well as the study of
methods, directions and forms of acting as a
result of interest in related and collaborative
trends.

To date, the role of theater actors in the
development of Uzbek cinema is of particular
importance. The fact that in almost all of
the 100 films included in the golden fund
of Uzbek cinema, the main characters
were played by theater actors, proves our
point. The unique direction and style of
performance created by the theater actors,
and in due course, their schools, also played
an important role in the interpretation of the
film hero.

The theatrical actor analyzes and
examines the significance of the particular
piece (etude) the director wants to shoot,
the reasons for the situation in which
hero finds himself. The emotion that suits
the situation seeks original solutions to
create the atmosphere of the episode. The
performance, on the other hand, focuses
mainly on the harmony of facial expressions,
body and facial movements.

The theater actor has learned to be
with his hero on stage continuously for an
hour and a half. Theatrical actor enjoys live
communication with the audience, catharsis.
The hero likes continuity in execution. In

the film, the situations are filmed in parts,
from end to end, from beginning to middle.
The same situation makes it a little difficult
for the stage actor to clearly express the
emotions of hero in front of the camera.

But | can say with confidence that the
contribution of theatrical actors in the
development of the national cinematography
in the pages of the hundred-year history
of Uzbek cinema has been enormous.

The theater actor found his own direction
in acting with the camera, no matter how
difficult it was for him. He also used his
experience on stage in screen art.

During his creative activity on the stage,
the theater actor thoroughly masters the
art of role-playing. The rehearsal process
taught actor how to find an original solution
in performance. The stage teaches that
each actor must have his own direction,
method of interpretation. In a play, the
stage teaches the performer an individual
approach and solution-finding skills through
the interpretation of a single role by three
actors. A theater actor can prepare for a
role performance on a weekly or monthly
basis. Because the director requires original
findings in the performance of the role
in the stage actor. A single role requires
multiple stuntmen to enrich it with different
findings. That's why stage directors like to
see a single role in performances by two,
three, sometimes four actors. Main hero in
a comedy performance can interpret the
first actor as a comedian, the second as a
satirical, and the third as a humorous.

At the moment when cinema began
to realize its specificity, a rejection of
theatrical influence arose, which was
powerfully felt at different periods of its
formation. [12. P4] The theater actor loves
rehearsals. In the relentless retreats, the
hero matures. Whether the theater actor
works in front of the camera or on stage,
he trains his hero in rehearsals.
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AmuHa A3u3soBa
Akademusi Hayk Pecnybnuku Y3bekucmaH, IHcmumym ucKyccmeo3HaHUs

(TawkeHm, Y3bekucmaH)

B3AUMOJEACTBUE TEATPA U KHHEMATOIrPA®HU B KY/IbTYPE Y3EEKUCTAHA
B MEPBOW NOJIOBUHE XX BEKA

AHHOTaAuMA

dopma, TUNONOrus, CyLHOCTb M NMPUYMHBI B3AaUMOAENCTBUSA TeaTpa M KMHO B MUpe ABNSIOTCA OAHUMU U3
NPUOPUTETHLIX B JaHHOM 061acTH, U MO 3TOM TeMeE Bbl1 MPOBEAEH PR HayYHbIX UccnegoBaHnin. MMpoBoWn
OMbIT NOKa3bIBAET, 4TO B NPOLIECCE PA3BUTUS KUHEMATOrpadun MCNosib30Basacb NOMOLLb TeaTpasbHbIX
aestenem Ans NnpeofoneHns npobaemM akTePCKOro MacTepcTBa, PeXMUCCypbl M ApamaTypru. M3ydeHue TeaTpa
M KMHO KaK OCHOBHbIX TUMOB XY10XECTBEHHOIO MMPOBO33PEHNS, B KOTOPOM OLIEHWMBANIUCH OTHOLLEHMS
MeXay ABYMS HE3aBUCUMbIMWU UCKYCCTBaMM, 0OMEH aKTepaMu, NPOLLECC B3aUMOAENCTBUS, MHANBUAYaNbHbIE
0COGEHHOCTH, U 3Ta peanbHOCTb paccMaTpuBasach Kak HOBOE sSiBlieHMe. B ctaTbe nccneaytotes Npobaemsl,
NPUYKHBI U GaKTOPbl BANSHMUSA OAHOIO M TOro e npouecca B 1920-1930 rr. Blaumogencteume y36eKCKoro
TeaTpa U KMHO, N3y4yeHune TBOPYECKMX CBA3EN, B3MA Ha AaHHbIN MPOLLECC KaK Ha Hay4Hyto Npobiemy
npuBAeKaeT BHUMaHWe B nocneaHue rogbl. B ctatbe paccmatpuBaeTcst Poib y36EKCKUX TeaTpanbHbIX
faesitenen B pa3BUTUM 3KPAHHOMO MCKYCCTBA KaK OTAE/IbHOMO MpoLiecca, a Takxke GeHOMEH B3auMoaenCcTBUS
TeaTpa M KMHO. ABTOp UCCeayeT HOBYIO TBOPYECKY!IO KM3Hb, BUOrpaduio aktepa Teatpa B KMHO, OTKPbITYIO
N5 TeaTpabHbIX aKTEPOB HaKaHyHe XX BeKa. ICKycCTBO KMHOMPOU3BOACTBA, 3a KOTOPOe akTep 60poncs
y)Ke NofiBeKa, OCHOBaHO Ha daKTax, NPUBAEKaloWmMX apTUCTOB TeaTpa. MNpucylime TeaTpanbHOMY UCKYCCTBY
JeKopauuu, rpuM, My3blKa, OCBELLEHWE M aKTEPCKOE MacTePCTBO ABUIMCL 06pa3L,0oM AN KWHemaTorpaduu.

KnioueBble cnoBa: 1eatp, akTep, KuHematorpad, pexunccep, xaHp, o6pas, Tunax, posib, GeHOMEH,

xapakrep.

AmuHa A3usoBa
©36ekcmaH Pecniybrniukacsl fbinibiM akademusicbl, ©HepmaHy uHcmumymbal

(TawkeHm, ©36ekcmaH)

XX FACbIPAbIH BIPIHLII XXAPTbICbIHAAFbl ©35EKCTAH M3AEHUETIHAEI TEATP JXOHE
KUHOMATPA®USAHbIH ©3APA SPEKETTECYI

AxnpaTna

onempaeri TeaTp MeH KMHOHbIH, HbiCaHbl, TUMOJIOMUSACHI, MOHI MEH ©63apa SpeKeTTeCyYiHiH cebenTepi ochbl
canafarbl 6acbiM 6arbiTTapablH, 6ipi 601bIMN Tabblnafbl oHe 0Cbl TakblpbinTa 6ipKkaTtap FbiibiMy 3epTTEYNEp
XYPrisingi. 9onemaik Toxipnbe KepceTin oTblipFaHaan, KWHemaTorpadusaHbl AambiTyaa TeaTp KanpaTKepnepiHiy,
KOMEeTri aKTePIiK, PeXUCCYpanblK XaHe ApaMaTyprusnbik Macenenepi Wwellyae KongaHolaraH. Teatp meH
KWMHOHbI eKi Aepbec eHepaiH apaKaTblHACbIH, aKTEPNEpPAiH anMacyblH, 63apa 9peKeTTecy NPOLECIH, XKeKe
epeKLeniKTepiH 6arananTbiH KEPKEM AYHUETaHbIMHbIH, HETi3ri TYpaepi peTiHae 3epTTey XoHe 6y WbIHAbIK
aHa KybblibiC peTiHAe KapacTbipblngbl. Makanaga 1920-1930 xbingapaafbl Con NpouecTiH npobiemanapsl,
cebenTepi MeH acep eTy daKTopnapbl KapacTbipblnFaH. ©36eK TeaTpbl MEH KMHOCLIHbIH, ©63apa 6ainaHbIChbl,
WblFapMalLlblblK 6arnaHbiCTapbliH 3epTTeY, OHbl COHFbI XKbl1AapAarbl FbilbIMKU Npo6aemMa peTiHae Kapay Ha3ap

aynapabl. Makanaga e36ekK TeaTp KanpaTKepepiHiH, aKpaHablK eHepi AambITyAarbl peni KeKe npoLecc
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peTiHAEe, COHbIMEH KaTap TeaTp MeH KMHOHbIH, 63apa apeKeTTecy KyOblnbiCbl KapacTblpbliFaH. ABTop XX
Facblp KapcaHblH4a TeaTp aKTepnepiHe alwblIFaH XaHa WhlFapmallbliblK ©Mipai, KWHOAaFbl TeaTp aKTepIHiH,
eMipb6asiHblH 3epTTeni. AKTEp apTbl Facblp 60Mbl KYPECKEH KMHO ©HEPi TeaTp CypeTwWinepiH Kbl3blKTblipaTblH
dakTinepre HerizgenreH. Teatp eHepi AeKOpaLMSIMeH, MaKUSKOEH, My3blKaMeH, }apblKMNeH KoHe akTepik
LebepsiikneH KnHematorpadusaHblH, yarici 6onapl.

Tipek ce3pep: TeaTp, aKTepP, KMHO, PEKUCCED, aHp, o6pas, TyYp, pen.
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