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Abstract. Objective requirements for the production process, the interaction of classical ballet

and national traditions require new approaches for creating dance projects in the small forms genre.

The goal is to explore the most significant creative projects of domestic choreographers in the context

of the relationship between traditions and innovation in order to determine the most correct solutions

to issues of national and supranational choreography in domestic directing. The objectives are to consider
the peculiarities of the small choreographic forms development in the national style, to identify the main
trends in their development in the productions of Kazakh choreographers and on this basis to reveal

the relationship and interaction between national content and supranational stage embodiment.

The methodological basis for the study of issues related to the creation of dance works in the small forms
genre is a systematic approach to the issue of the modern Kazakh choreography stylistics peculiarities.
The main methods, used during the study, were the synthesis methods of choreographic art, the national
dance interpretation and the principles of directorial techniques in creating small forms.

At the current stage of the national choreography development, the most landmark and significant
productions are the innovative ones of Mukaram Avakhri (Astana Ballet Theater), Gulzhan Tutkibayeva
(Abai Kazakh National Theatre Opera and Ballet). Analysis of their interpretation of traditional forms of
dance led to the conclusion that Kazakhstan created its own national directing style in the creation of
choreographic works of small forms. During the discussion block, the main result of the comparative
analysis of creative projects for leading domestic choreographers was the identification of the most
significant methods and techniques of their work on the creation of highly artistic projects in the field
of choreography as a multi-level, multi-component and developing art.

In the context of increasing competition among Kazakh theaters and creative groups working
in the style of national choreography, the introduction of modern methods and principles
into the directing process is becoming particularly significant. A thorough study of all components



of this process will contribute to the further successful development of the entire domestic

choreographer's art.
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Introduction

t the present stage of the Republic
of Kazakhstan’s various areas

of culture, great attention is paid
to the issues of preservation
and multiplication at a new level
of national traditions with the application
of new approaches and non-standard
solutions, the ability to translate
them into creative projects.
All this completely applies
to the choreography art, in particular
to its directing. In this regard the decision
to create performances, choreographic
productions is important, in which not only
the entire variety of national dance culture
will be captured in its new reading,
but also works with the use of modern
world choreographic trends. Currently,
legislative documents, state programs
in the field of culture and art dictate
the adoption of cardinal measures
in the solution of these tasks.

The art of choreographic directing
in this process doesn’t take the last
place. This is an important component
of the chain of continuous development,
rethinking the national cultural heritage.
“If we want to be a nation with its unique
place on the global map of the 21st century,
then we should implement another
project — ‘Modern Kazakh Culture
in the Global World’” (Nazarbayev 1).
Then we cannot only create and select
the best works in the field of choreographic
art, but also show them abroad.

At the same, the preservation
of its culture is the main task. The best
cultural traditions of the Kazakh people
should become a prerequisite, an important
condition for the further successful
development of the republic.

This is all the more significant,
since changes in the national choreography
directing are associated with a number
of circumstances including sociocultural
changes that took place after our republic
gained independence, and the need
to consider new trends in traditional
and modern Kazakhstan dance culture.
To do this, the forms and directions
of domestic directorial art should
be studied and understood, the main
trends of its development should be
identified in the context of artistic evolution.
One of such trends was the dominance
of the genre of small forms in the works
of young choreographers of Kazakhstan.
This is primarily due to the fact that in many
areas of art, including choreography,
the beginning of the 21st century
is characterized by the formation of certain
philosophical and worldview concepts
that have influence and contribute
to the emergence of new forms

and expressions of directorial interpretation.

It is known that the embodiment of new
themes and plots created by the directors
gives rise to a new form.

Since some aspects of the implementation
of domestic directors-choreographers’
creative projects allow us to trace
the general trends and directions
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of national dance art development,
this gives good opportunities for its further
successful development, enrichment
of the plastique language, the dynamics
of emotional state movements in revealing
the stage image.
On the basis of an analysis
of the most successiul projects of domestic
choreographers decided in national style,
the goal of the article is to identify
the peculiarities of the relationship between
the dance traditions of the Kazakh people
and contemporary techniques of their stage
embodiment in order to determine the most
correct solutions to issues of national
and supranational choreography
in domestic direction.
The achievement of the goal is facilitated
by the following tasks:
— to consider the peculiarities of creating
works in small choreographic forms
in the national style; this will determine
the common features which are
peculiar to the work of Kazakhstani
choreographers;
— to analyze the main trends
of their development in the conditions
of the modern functioning of the global
dance art; this will make it possible
to compare domestic choreographic
projects and world-class productions
in order to identify the strengths
and weaknesses of their stage
embodiment;
— on this basis to reveal the relationship
and mutual influence of national content
and international choreography.

Methods and materials

Modern processes taking place in the style
and genre diversity of Kazakhstan
choreography directing should

be considered in the context of entire
artistic creativity of the republic

as an integral part of national culture
because staging activity is a sphere of direct
contact of the choreographer’s personal
creative experience with the vast artistic

and aesthetic experience accumulated
in the professional choreographic art
and folk art.

Since at the present stage there
is a tendency of mixed dance forms,
our choreographers in their productions
are also trying to find something new,
unusual. Since professional choreographers
own many dance techniques, this helps
to improve the process of borrowing
and connecting various dance styles
(Nicholas Rowe, Rose Martin, Nasser
Giacaman, 214—232; Aglaia Zafeiroudi,
1—15).

During studying the issues related
to the creation of dance works in the small
forms genre by Kazakhstani choreographers,
it wasrevealed that the creative projects
of domestic choreographers, especially
works, created on national themes, remain
(for the most part) within the traditional
classical stage construction. Meanwhile,
the so-called “synthetic” genres
are becoming increasingly widespread
in world choreographic art. (Birringer
88—111). We believe that in order
to achieve international recognition,
it is important to strengthen mutual
respect and understanding between
different dance styles and directions.
Observance of traditions, preservation
and the development of national
dance should not resist the process
of updating stage forms and new
searches for choreographers.
Considering the creative process from
the choreographer-researcher's position,
choreographers use techniques
for integrating various art genres.
This reveals the relevance and significance
of studying not only the stylistic
and genre features of directing,
but also the need to know traditional
and innovative approaches in the process
of creating highly artistic works of Russian
choreography. The director's vision
of the national idea refracted by artistic
methods and means of contemporary
choreographic art, expands the boundaries



and opportunities in the creation of ballet
performances.

In this regard, the most vividly innovative
choreography directing was manifested
in the creative projects of the Astana Ballet
Theater choreographers, in which active
work is carried out to enrich the national
dance language through the prism
of modern global trends in choreography.
Thus, through the prism of the team’s
individual creative search, the genre
and stylistic peculiarity of both theater
directing and modern Kazakhstan ballet
directing as a whole is revealed.

Analyzing their great practical
contribution to the development of modern
Kazakhstan choreography, innovation
in the field of scenography, one should not
lose sight of the sphere of their theoretical
and methodological techniques
when creating a work that brings a certain
importance in expanding the theoretical
aspects of directing.

Thanks to informational and practical
materials, obtained using the methods
of personal conversations, interviews with
leading Kazakh choreographers, directors
of the Abai Kazakh National Theatre Opera
and Ballet (Abai KazNTOB), the Astana
Ballet Theater, an attempt was made
to identify ways to shape the repertoire
policy of theaters, characteristic features
of modern scenography. It also made
it possible to determine the place,
the importance of the small forms genre
for the successful national choreography
development and to outline its integration
path into world space.

In addition, electronic resources,
Internet sources, video materials of the latest
choreographic projects of domestic
choreographers were actively involved.

Results

For the modern choreographer, one

of the most significant tasks is to transform
and update the dance language style,
acting in the symbiosis of national, classical

and contemporary dance (Art Nouveau,

free plastique) while developing guidelines

for interaction with its globalization

into the world space.

In order to determine the real value

of a choreographic work, in our opinion,

it is necessary:

— to study the directions of creative
projects of domestic choreographers
working in the leading theaters of our
country, to identify the main trends
of development in the context
of a common culture;

— to study the individual handwriting
and creative style of the production
designer, director-choreographer,
to determine his ideological and artistic
landmark which is the starting point
in the new search.

Considering the changes in the ballet
theater language, it should be noted

that the processes of the vocabulary

transformation and the form

of the performance took place

in Kazakhstan ballet with peculiar

features. Trends in changes of the forms

of stage implementation of dance
projects, the introduction of innovative
scenography techniques are peculiar

not only for the work of individual

choreographers but also for the entire

Kazakhstani ballet art. The issues of stage

implementation of choreographic

projects, their scenography are of great
importance in the modern researchers’
works. In this regard, they note

that “in the polysystem of the theatrical

space”, one of the main components

is the theater code consisting

of the following groups:

speech (intonation of text

and expression of emotions —
laughter, crying, screaming);

kinetic (facial expressions, gesture,
stage movement);

the appearance of the actor
(makeup, hairstyle, costume);

space signs (playground, decoration,
props, light);
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* non-verbal acoustic signs (musical
and noise and sound formation)
(Urazymbetov 58).

Kazakhstan directors-choreographers
working in the genre of small choreographic
forms are oriented to a new stage
language and a new scenography
in their experiments. Taking into account
that the basis of modern scenography
is “a three-dimensional stage space
in which plastique dominates
and its action develops in three plans:
abstraction — plastique-volume” (Gitelman
and Maksimov, 142), they use the body
as a “text, source and indicator of new
cultural codes” (140). While analyzing
the basic principles of the structure,

a scenography of the ballet performance,

[ would like to note D. Urazymbetov’s
work. In his articles “Semiotic Aspects

of Choreography” (106—113), "Semiotic
Codes of the Scenic Spaces" (56—60)
“Stage Spaces as a Semantic Connection
of Codes” (103), emphasis is placed

on the fact that “the dance language

from a semiotic point of view, its capabilities
as a communication channel and ‘architect’
of stage representation of drama <...>

is the most important dramatic link

and carries the function of communication
between the director, artist and viewer”
(Urazymbetov 113).

Modern scenography helps
to distinguish the most significant
moments of choreographic action,
to place the necessary accents for the best
perception by the audience. Considering
the choreography and scenography
aesthetics, PhD, Professor K. Khalykov
in his article “Aesthetic Education
of Choreography and Scenography
Languages” reveals the reasons
for the name and principles that determine
the “scenographic action” (270—277).
According to K. Khalykov, the reason
why it is called “scenography of action”
is associated with its main defining
principle — the direction of the artist’s
art in the design of stage action. First,

the place of action is determined
by the environment organization.
Secondly, the creation of scenography
directly affects the play of actors
with individual elements or in general
as a participant in their stage action.
Thirdly, the invention of figurative
rhythmic material is presented as original
characters of stage action — (translation
by the author A. K.) (272). At the same
time, noting the general genetic code
of the scenography art, the author claims:
all these types of decor are based
on the genetic code of the scenography
art. Each of them, in turn, defines one
of the three systems of the historical past:
first the scenography of characters
in rituals, then the game scenography
in Pre-Renaissance and folklore forms
of stage art and, finally, the scenery system
of the New and Modern Theater.
Each system was dominated by some
kind of decor (for example, the place
of action in decorative art) — (translation
by the author A. K.) (272).

A light score that affects the stage
space plays an important significance
in modern scenography. Confirmation
that light affects space is found in the article
“Scenography of Kazakhstan (experience
in typological analysis)” by professor
S. Karzhaubayeva (188—191).
The scientist’s statement fully meets
the definition that space and time, thanks
to the light score, became “irreal”. Let us
continue the thought of S. Karzhaubayeva:
“Light is the concentration of divine
emanation or opposite is its disadvantage”
and “any amplification or change
in the nature of light, the viewer is always
perceived as a mystic change” (190).
Sequentially, light variation, “mystical
change” as if makes it possible
for the director to find “something
that is exciting... in the parameters
of this color, to summarize, at the level
of personal search, the universal human
quest for the Supreme beginning, reason
and order” (Karzhaubayeva 190).



According to S. Karzhaubayeva, the light
score is one of the most important elements
of the means in the search for the stage
language. Therefore, the performance
vision and light decision again depends
on the director, on his world perception.

From the point of view of the most
successiul combination of traditional
choreographic vocabulary and modern
scenography, we find the works
of such directors-choreographers
as Gulzhan Tutkibyaeva, chief
choreographer of the Abai KazZNTOB
and Mukaram Avakhri, chief choreographer
of the Astana Ballet Theater.

The art of the of G. Tutkibayeva,
in addition to high professionalism, is noted
primarily by the desire to raise national
choreography to a new, higher stage
of development. Her projects successiully
combine the classical dance school
and modern trends in choreographic
directing. The individual style of material
submission, directorial novelty, images
brightness are clearly felt in them.

One of the first such projects was
the ballet to the music of Francis Poulenc
Mask Theater (diploma performance,
2000) — a fairly full-scale, one-act
performance. This is a ballet-reflection
on the meaning of life, where certain
philosophical points are revealed
that the world around us is actively
influencing man. And if a person comes
with his own internal state, even wants
to change something, fix something,
then he, as often happens in real life,
is absorbed by the general atmosphere.

In this performance created on the principle
of small choreographic form,

the neoclassical style is combined

with modern choreography elements.

This was a breakthrough in Kazakh
directing, since not individual variations,
but a whole performance was built entirely
on the vocabulary of modern choreography.
The innovation in domestic directing was
also the fact that inside the solo numbers
of the performance, the neoclassical style

echoed elements of classical dance.

In this work, G. Tutkibayeva successfully
introduced such methods of modern
scenography as light variability expressed
in color change with a parallel change

of characters. At the same time,

the general atmosphere of living space

is more faded, the color is not bright,
sometimes gloomy. The futility of the main
character’s aspirations to change
something in the world around him

is emphasized by rapid light transitions
from bright colors to almost invisible ones.

Indicative for the further formation
of his own ballet master’s handwriting
were the works of G. Tutkibayeva Suite
in the Style of Antico to the music
of Alfred Schnittke (June 2005)
and Charlie to the music of Dmitry
Shostakovich (2005).

Both of these performances were
absolutely implemented in the neoclassical
style, although at that time in the Kazakh
choreography direction and in choreography
as a whole, such a term was not yet self-
sufficient, independent but was used only
to create any separate image in traditional
ballet productions. This can be called a kind
of “impressionism” in choreography.

The ballet Suite in the Antico style
to the music of A. Schnittke (June 2005)
was also decided in the style of contemporary
choreography in the form the way
the choreographer understood modern
choreography at that time. In this ballet
performance, unlike the first, contemporary
choreography is very tough, very rich,
solved in a more powerful, more sporty
way. Of course, this is still the same
contemporary choreography which although
it has a slight mixture with neoclassical
elements, is still more contemporary
choreography in the choreographer’s
individual directorial style. We know
that the direction of Martha Graham
which began to gain momentum
in the ballet art of Kazakhstan in the late
90s of the 20th century in a very peculiar
way and it is difficult to isolate any individual
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elements within this direction. However,

G. Tutkibayeva was able to develop, deepen
this direction of contemporary choreography
in her own way. She introduced some of her
sensations, focus and her own understanding
of this vocabulary for creating a work

in one genre or another and stylistic manner
and used really new, her directorial
developments the way she understood

it. This also applies to the performance
scenography, the major principle of which
is the principle of minimalism in stage
decoration. Here, three-dimensional stage
space is dominated by plastique and the rest
of the scenography elements — abstraction
and volume — are ancillary.

The play Charlie is the undeniable
directorial luck of G. Tutkibayeva. The theme
of a “little man” in its interpretation was
developed filigree. Of course, Charlie
Chaplin was chosen as the prototype
but this is the collective image
of the artist who gave his life to the stage.
The performance as a whole was
implemented on the basis of classical
dance. But even here the choreographer
uses his favorite technique in choreography
— “impressionism”. Multilayering, mixing
of elements are justified: the director shows
on the stage the scene itself and behind
the scenes, two worlds, their natural
contrast, and at the same time their
parallels. Accordingly, the scenographic
solution is also unusual: contrasting color,
decor, characterizing a bright, brilliant
stage life and everyday life behind
the scenes.

The directorial decision of the play
to the music of K. Orif Carmina Burana
(September 2012) was given in a slightly
different, but innovative for its time.

By genre, this is a cantata ballet.

In stylistics — this is modern choreography,
there is an adagio of soloists, where

the modern style is mixed with neoclassical
one, script. According to the scenography
— is the combination and mixing of various
elements of the stage design associated
with the multifaceted performance.

[t involves the entire theater creative
team: the full composition of the choir,
opera soloists, ballet troupe, children’s
choir. Accordingly, the stage decision also
applied methods used both in the creation
of an opera performance, ballet, children’s
production which also became innovation
in domestic ballet directing.

During the new national theater
formation— Astana Ballet — in the formation
and development of small choreographic
forms genre in domestic directing,
the creative searches of Mukaram Avakhri,
who is the main choreographer of this
theater are significant and important.

In his directorial decisions, M. Avakhri
tries to use various forms to create vivid
stage images — from solo, duet (paired)
to mass numbers. All this requires
a variety of directorial techniques,
variational development of choreographic
miniature, unfolded choreographic
compositions, including a suite form.
Depending on the list of the participants,
the choreographer provides bright,
contrasting options for developing
storylines. The transformation of historical
ballet forms in the context of a new
aesthetics including the synthesis
of plastique of traditional academic dance
with plastique of national dance culture,
conveys the inner state of the characters,
and influences on the viewer.

A. Moldakhmetova defines the work
of M. Avakhri in the field of national
choreography: “Her dances are qualitatively
transformed in a new form as if as a substrate
sounding the poetic polyphony
of the aesthetics of Kazakh national
culture” (131).

Making a big bias towards the synthesis
of Kazakh national dance with modern
choreography, she created three one-act
ballets of Zhussan, Language of Love,
Sultan Baybars. The ballets meet
the “modern trends of world art” and are
distinguished by a bright national identity.

The creation and release of the one-act
ballet Zhussan was served by the creative



union of the young choreographer
Mukaram Avakhri and the famous Kazakh
poet Bakhyt Kairbekov. The ratio of poetry
and choreography originated in two authors
who created the image of wormwood
which among the Kazakhs carries a sacred
meaning. In epics, literary examples,
we find that “wormwood-grass, from
ancient times took the steppes with them,
going on distant wanderings, a fluffy bundle
hidden on your chest gave strength and
woke up memory — do not forget who you
are and where your land is” (Mussina 36).
The ballet scenography is based
on an alternation of 7 paintings:
“Wormwood”, “Centaurs ”, “Heavenly
Gift”, “Hunting”, “Great Jute”,
“Awakening”, “Invasion” and Prologue,
Epilogue. Their sequence determines
the libretto structure and the ballet
rhythmic organization in which
“each picture, as if a fresco arising
from the depths of centuries, tells about
an episode of the history of the Great
Steppe”. The Kazakh ballet critic E. Musina
notes: “Consciously avoiding the narrative
of the plot, the authors turned to symbols
as signs that expand the audience’s
associative series” (36).
Continuing the discussion about
the theater signs used by directors
in the stage space, it is appropriate
to quote the words of D. Urazymbetov.
The reserarcher claims that “the coding
system for signs and symbols is used
by directors... based on genetic, pragmatic
and other omnifarious experiments” (437).
And M. Avakhri conducts these omnifarious
experiments in subsequent small forms
of choreography. In our opinion, we should
agree that the choreographer uses
non-verbal codes (plastique and musical)
in the implementation of scenography.
Therefore, the above statement must
be accepted as “a system of natural
connections... between expression plan
elements and content plan elements”
(Makhlina 301). So, a bold musical
compilation, composed of works

by composers of different eras (Kuat
Shildebayev, Sergey Rachmaninof,
Arvo Part, Karl Jenkins), even more
emphasizes musical and choreographic
formation. The static fragments

of choreography which are found
throughout the performance repeatedly,
complement and reveal the general
movement of the idea of the ballet.

The choreography became a kind

of continuation and embodiment of music
and poetry which opened up new facets
and a new sound of national color

in the ballet Zhussan.

The national one-act ballet “Love
language” to the verses of the great Kazakh
poet Abai Kunanbayev was staged
by M. Avakhri in 2016. In the theater
program, the ballet is defined as “variations
on Abai’s poems” (eight variations) and has
an important subtitle — “Ascent to Abai”.
Taking into account that in small forms
of a single-act ballet there is a “high
concentration of associative thought”,
the choreographer boldly experiments
the symbols of “musical, verbal, dance
culture”. Setting her own building rules,
in experiments M. Avakhri synthesized
“stylized folk music, modern ballet with
Kazakh folk elements of movements, poetry,
modern videography” (Belgibayeva, 30).
The ballet composition combined a mixture
of styles, space-time episodes, psychologically
developed paintings-variations.

At the core of eight variations:
“Inspiration”, “The Poet's Way”, “Seasons”,
“Kozimnin Karasy”, “Toi Bastar” (“Fun”),
“Tatyana's Letter”, “Poet’s Entreaty”,
“Zhelsiz Tyunde” (“In Windless Night”) —
the philosophy transferring love
for Abai’s poetry. The choreography's
visible plot and narrative contributed
to the manifestation of all the most
important terms telling about the great
poet’s soul, for whom the spiritual
and moral development of the native people
was primarily. The choreographer conveys
deep experiences and thoughts, tenderness
and sadness in extremely free in the visual
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and plastique diversity of movements.

The detailing of choreoplastic contributed
to the disclosure and deployment

of the musical image. At the same time,
the musical and dramatic development,
comprehension and study of the musical
and choreographic language, plastique
interpretation of the music figurative
structure of the three composers
determined the choreography development.

In this ballet, the images and movements
of Kazakh national dance are in synthesis
with classical pas which helps the viewer
come into contact with the divine face
of art. The form of variation boils down
to the main techniques of the classical
school: 16 girls — ballet dancers in air
skirts perform a lyrical dance which
includes a pas de bure turning into a light
ballet run, fine walking and easy rotation
are beautifully and resourcefully used.

The plastique language expressiveness
in each of the variations is competently
correlated with poetic lines. Choreographic
variations with verbal monologues
in the transitions of paintings, scenography
transformation of space, video sequence
indicate the features of the author’s style,
the director's language of Mukaram Avakhri.

A stable form for the productions
of M. Avakhri in the small forms genre
remains a classical dance with the oriental
color introduction. Filling forms
with its plastique language, peculiar
vocabulary, the choreographer is focused
on the philosophical nature of the synthesis
of spiritual and bodily, past and present.

Preserving the best national dance
traditions, M. Avakhri at the same time
creates modern choreographic art
which makes Kazakhstan recognizable
far beyond its borders.

Discussion

By now, fairly large amount of research
papers and articles on the analysis

of issues that somehow relates

to the subject matter of this article

is accumulated in art history literature.
So, the issue of stage interpretation

of the national dance culture

of the Kazakh people is considered

in detail in the dissertation for the PhD
degree of A. Moldakhmetova’s
“Directorial Interpretation of Kazakh
Dance in the Kazakhstan Choreographic
Art at the End of the 20th and Beginning
of the 21st Century” (151).

The works of various authors were
studied and analyzed during the study
of the peculiarities of modern Kazakhstan
scenography in the genre of small
choreographic forms. Solving this issue
is especially important today, since it is now
that domestic choreographer art is highly
appreciated among foreign colleagues.
Thus, in the article “The Ethnogenesis
of the Kazakh Dance”, Kazakh researchers
emphasize: “Taking into account the recent
innovative achievements of ballet theaters
and Kazakhstani choreographers on
national subjects, we can conclude about
the great resonance of Kazakhstani art and
world recognition as a cultural civilization,
with unique plastique and national
traditional forms” (Tleubayeyv, et al. 340).

The works of S. Foster (336)
and M. Febra (163) on the development
of new dance forms in theatrical art
and varieties of choreographers’ directorial
work in drama theaters are interesting
from the point of view of our research.

At the same time, along with this,

the development of experimental searches
for the sensual expression of the inner state
of a person, his soul in the manifestation

of national images, reveal the more abstract
boundaries of the expression of directorial
innovations.

J. Butterworth and L. Wildschut (572),
Wang X. and Zhang Ch. (1154—1158)
give an analysis of the development
of the choreographic direction
“contemporary”, however, they do
not consider how this direction can be
assimilated with different national dance
cultures.



The peculiarities of the Kazakh
choreography development are also
considered in detail, an analysis
of the current state of affairs
in this area are also given in the article
“Director's Interpretation of Kazakh
Dance Development Trajectories
in the Perspective of Creativity”
by A. Kussanova, et al. (30).

An analytical article “Choreographic
Art Features: Creative Concepts and
Innovations in Teaching” (1 —15)
by S. Bakirova, et al. reveals some teaching
aspects of the directing choreography skill
focusing on creative trends in teaching.

One way or another, these works
in one way or another come into contact
with this article theme, their analysis
reveals a range of issues, the solution
of which can help in the creation of new,
even more advanced works in the genre
of small choreographic forms, with even
more modern scenography.

Meanwhile, despite the undoubted
advantages of the analyzed studies,
it can be noted that they do not detail
the mechanisms of the relationship
between traditions and innovation
in the productions of modern choreographers
working both in Kazakhstan and abroad.
They, to one degree or another, consider
such issues as:

— preservation of the national dance
heritage of the people in particular
country;

— problems of modern choreographer’s
art related to training and education
of a director-choreographer of a new type;

— ballet scenography features;

— questions of the combination of national
choreography and its international
(supranational) stage embodiment
in directing small forms.

During the discussion block, issues
should be raised regarding not only
the preservation of the traditional dance
heritage of the Kazakh people, its modern
stage embodiment in the domestic
choreographers’ experimental works.

[t is also necessary to set priorities and
goals for a faster exit from the experimental
stage to the next stage in the development
of national choreography which should:
— rely on traditional dance heritage
at its core;
— find a balance between the concepts
of folk and modern since many
national features of the Kazakh dance
language moving into stage life,
can remain understood only by native
speakers of this people’s culture.
This is necessary so that the
inexperienced viewer, who is not
familiar with the Kazakh choreography
aesthetics, understands the meaning
of one or another symbol of the national
stage vocabulary; only then our
choreographers’ works will be able
to successfully integrate into the space
of the global dance industry;
— at the new, contemporary stage
of national choreography development
it is also necessary to determine
the most correct solution to the problem
of preserving the best dance traditions
of the Kazakh people, their richest
choreographic heritage. This is very
essential since the younger generation
must understand and correctly
perceive the process of transferring
the accumulated experience.
Only then the connection of generations
in the great choreography art will not
be interrupted.

Conclusion

Based on the written materials examined
such as the articles of A. Kussanova,

et al. (535—548), S. Bakirova, et al.
(1—15), K. Khalykov (270—277),

S. Karzhaubayeva (188—191), PhD thesis
of A. Moldakhmetova, (151), interviews
and conversations with choreographers

G. Tutkibayeva (13), M. Avakhri (12)

we can conclude that the stylistic features
of the joint creative process of the director-
choreographer, stage designer, lighting
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and costume designer come to light

in the process of creative experiments,

the search for new means when creating

works in the small choreographic forms

genre.
Taking into account, it should be noted
that:

— the national dance art of Kazakhstan
significantly expanded its creative
opportunities over a relatively short
period of independence which made
it possible to create works in demand
not only in our country but also far
beyond its borders. Currently,
the national theater is a full-length
theater with all technical services
and its own production which allows
you to implement large projects, create
large canvases, experiment;

— each production of domestic directors-
choreographers is multi-genre,
semiotic when one choreographic text
is superimposed on another, creating
a new layer. The result is a voluminous,
multilayer ballet where we find new
allusions and reminiscences; new
figurative-semantic faces;

— due to the talent of masters of modern
choreography of G. Tutkibayeva,

M. Avakhri who own a special figurative
and expressive “optics”, modern ballets
are symbolically colorful, interesting

in terms of spectacular and spectator
perception; mixing classical dance

with a new technique, new approaches
as well as innovations of modern
choreographic thought, in a new
perspective reveal not only sensuality
and internal psychologism, but also
philosophical and universal human
essence; value and style ethical

and aesthetic traditions of world

ballet art;

— Kazakh directors continue their
experiments turning to the genre
of television version. The television
ballet Sultan Baybars directed
by M. Avakhri is created for the first
time in Kazakhstan.

[t was also revealed that the experience
of the last century’s masters, their
achievements in terms of building
a choreographic work, work with performers
occupy a significant place in the works
of our contemporaries. As an inspiring
source of new ideas, they find a new
embodiment. Images of Kazakh mythology
in the context of the space-time
continuum which found their incarnations
in a completely different way from
the traditional reading of directorial
interpretations of modern choreographers
G. Tutkibayeva, M. Avakhri where
philosophical views on what is happening
in the world, the search for eternal
questions about the human essence
are shown, speak about the development
of an extended range of views and appeals
to national themes of the past.

Their performances and productions may
well serve as an example for subsequent
appeals to the genre of national fairy tales,
mythology through which other exciting,
relevant topics can be transmitted.

All this determines the directions
of creativity and also provides the prospect
of preserving the national heritage
for subsequent generations of Kazakhstani
society.

Theatrical and choreographic art
where scenography becomes a highly
informative instrument, is saturated
with sign systems and semiotic codes
that affect the development of the stage
space structure. Scenography decisions
that created images in the Abai KazZNTOB
and in the Astana Ballet Theater become
the main defining style of modern ballet;
script characters play a significant semantic
role as a visual component.

The stylistic features of stage vocabulary,
the forms designation, the multimedia use
(computer graphics, holography, sound
recording, light score) in synthesis
with pantomime and choreography
elements in a ballet performance
indicate the manifestation of modern art.
Thanks to the productions of talented



choreographers on the basis of a variety
of styles and genres, various directions
of domestic choreographic art are
developing, enriching the repertoire

of our theaters which objectively affects
the successful development of national
culture as a whole. In this regard,

the analysis of the general trends

in the development of modern directorial
directions in Russian choreography

is objectively justified which contributes

ABTOpnapabiH, yneci

to the genre and stylistic features disclosure
of modern ballet directing in Kazakhstan.
We can also say that at the moment our
ballet directing is in the experimental
stage. The identification and disclosure

of the specific handwriting of leading
Kazakh choreographers, their desire

to capture and implement modern practical
directorial decisions in small forms,
requires detailed and comprehensive
consideration.

C. O. bakipoBa - fbinbiMK 9aebMeTTepAl Tanaay, WeTeNaiK AepeKKO3LEPMEH XKYMbIC Xacay,
3epTTey 94iCTepi MEH HATMXKENEPIH 33ipaey, Makanafa yLw Tif4e aHHOTaLMS farbiHAAY.

A. E. KycaHoBa — MakanaHblH TakplpbiBbl MeH 3epTTey MiHAETTEPIH aHbIKTaY, 3epTTey 6afbiTbl
MEH 3AiCTEMECIH a3ipniey, Ka3aKCTaHAbIK XeTeKLi xopeorpadTapAaH cyx6aT any, MakanaHbiH,
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Bknag aBTOpOB

C. A. bBaknpoBa - aHanu3 Hay4yHoW nuTepaTypbl, paboTa ¢ 3apybeXXHbIMU MCTOYHUKAMMU,
pa3paboTka MeTOA0B M pe3ynbTaToB UCCNeA0BaHMS, MOATOTOBKA aHHOTALLMK CTaTbM HA TPex

A3bIKaX.

A.E. KycaHOBa — onpeneneHune Tembl CTaTtbM U 3a4a4 UCCNIE00BAHNUA, pa3pa60TKa
HanpasieHna U MeToa010rMn nccnenoBaHusd, MHTEPBbOMPOBaHKME C BE4YLLMMU
Ka3aXCTaHCKMMMU 6aﬂeTMel;ICTepaMl/I,,D,Opa6OTKa N peoakKTMpoBaHUE TEKCTA.

Contribution of authors

S. A. Bakirova - the scientific literature analysis, work with foreign sources, development
of study methods and results, preparation of annotations of the article in 3 languages.

A. Ye. Kussanova - the topic of the article and study objectives determination,
the direction and methodology development of the study, interviews with leading
Kazakhstani choreographers, revision and text editing.

CATEGORIES OF NATIONAL AND SUPRANATIONAL IN ART ‘i‘ CAJAS Volume 7. Issue 2.2022



CATEGORIES OF NATIONAL AND SUPRANATIONAL IN ART ‘!‘ CAJAS Volume 7. Issue 2.2022

SMALL FORM
N

S OF CONTEMPORARY CHOREOGRAPHY DIRECTING OF KAZAKHSTAN:
ATIONAL CONTENT AND SUPRANATIONAL SCENOGRAPHY

References

Bakirova, Samal, et al. “Choreographic Art Features: Creative Concepts and Innovations
in Teaching.” Thinking Skills and Creativity, vol. 41, no. 2. 2021, pp. 1-15.
DOI: 10.1016/j.tsc.2021.100901.

Belgibayeva, Amina. “Hudozhestvennye osobennosti odnoaktnogo baleta M. Avakhri ‘Jazyk
Ljubvi’.” [“Artistic Features of M. Avakhri’s One-Act Ballet ‘Language of Love’.”] Collection
of Scientific Papers of the | InterUniversity Week of Science of Students and Undergraduates,
edited by Gaukhar Aldambergenova, Kazakh National Academy of Choreography, 2017,

pp. 27-38. (In Russian)

Birringer, Johannes. “Dance and Interactivity.” Dance Research Journal, vol. 36, no. 1, 2004,
pp. 88-111. DOI: 10.1017/50149767700007580.

Boer, Victor, et al. “Interactive Dance Choreography Assistance.” Advances in Computer
Entertainment Technology, 2018, edited by A. D. Cheok, et al. London, Springer International
Publishing AG, 2018, p. 637-652. DOI: 10.1007/978-3-319-76270-8_45.

Butterworth, Jo, and Wildschut Liesbeth, editors. Contemporary Choreography. London,
Routledge, iss. 2,2017. DOI: 10.4324/9781315563596.

Clements, Lucie, and Emma Redding. “Creativity in Higher Education Contemporary Dance.”
Journal of Dance Education, vol. 20, no. 2, pp. 88-98,2019. DOI: 10.1080/15290824.2019.1572155.

Febvre, Michele. Danse Contemporaine et Theatralite. Paris, Chiron, 2015.

Foster, Susan. Reading Dancing: Bodies and Subjects in Contemporary American Dance.
Berkeley, University of California Press, 1988.

Gitelman, Lev, and Vadim Maksimov. Iskusstvo rezhissury za rubezhom: Pervaja polovina
XX veka [The Art of Directing Abroad: The First Half of the 20th Century], vol. 2. St. Petersburg,
SPb GATI, 2015. (In Russian)

Khalykov, Kabyl. “Horeografija men scenografija tilderinin jestetikalyk tagylymy.” [‘Aesthetic
Education of Languages of Choreography and Scenography.”] Choreographic Art of the Twenty
first Century: Theory, Practice and Development Prospects, Proceedings of the International
Scientific-Practical Conference, 24-28 November 2014, T. K. Zhurgenov KazNAA, edited by
Bibigul Nussipzhanova, Almaty, T. K. Zhurgenov KazNAA, 2014, pp. 270-277 (In Kazakh)

Karzhaubayeva, Sangul. “Scenografija Kazahstana (opyt tipologicheskogo analiza).”
[“Scenography of Kazakhstan (Experience of Typological Analysis).”] Journal of Philosophy,
Culture and Political Science, no. 1 (34), 2010, pp. 188-191, bulletin-philospolit.kaznu.kz/
index.php/1-pol/article/view/888/853. Accessed 12 January 2022. (In Russian)

Kussanova, Anipa, et al. “Director’s Interpretation of Kazakh Dance: Development
Trajectories in The Perspective of Creativity.” Creativity Studies, vol. 14, no. 2,2021,
pp. 535-548. DOI: 10.3846/cs.2021.14722.

Kussanova, Anipa. Conversation with Mukaram Avakhri. Almaty, 15 July 2020. (In Russian)

Kussanova, Anipa. Conversation with Gulzhan Tutkibayeva. Almaty, 31 July 2020. (In Russian)



SMALL FORM
N

ONTEMPORARY CHOREOGRAPHY DIRECTIN

OF C G
IONAL CONTENT AND SUPRANATIONAL SCENOGR

S OF K
AT APH

Makhlina, Svetlana. Slovar po semiotike kul'tury [Dictionary of Semiotics of Culture].
St. Petersburg, Iskusstvo-SPb, 2009. (In Russian)

Moldakhmetova, Alima. Rezhissjorskaja interpretacija kazahskogo tanca v horeograficheskom
iskusstve Kazahstana konca XX-nachala XXI veka. [Director's Interpretation of the Kazakh
Dance in the Choreographic Art of Kazakhstan at the End of the 20th Beginning

of the 21th Century], 2020, Almaty, T. K. Zhurgenov KazNAA, PhD thesis,
www.twirpx.com/file/3154933/. Accessed 25 August 2021. (In Russian)

Mussina, Flyura. Polyni gorkij aromat [Wormwood Bitter Flavor], edited by Valeriy
Kuzembayev. Almaty, Brand Book, 2019, pp. 36-37. (In Russian)

Nazarbayev, Nursultan. “Course Towards the Future: Modernization of Kazakhstan’s Identity.”
Akorda, 12 April 2017, www.akorda.kz/en/events/akorda_news/press_conferences/course-
towards-the-future-modernization-of-kazakhstans-identity. Accessed 15 February 2022.

Rowe, Nicholas, et al. “Computer Coding and Choreography: Contrasting Experiences
of Learning about Collaboration in Engineering and Creative Arts.” International Journal
of Learning, Teaching and Educational Research, vol. 19, no. 10, 2020, pp. 214-232.

DOI: 10.26803/ijlter.19.10.12.

Tleubayey, Seraly, et al. “The Ethnogenesis of the Kazakh Dance.” Opcion, vol. 34, no. 87(2),
2018, pp. 338-354.

Urazymbetov, Damir, and Mikhail Pavlov. “Scenicheskie prostranstva kak smyslovaja

svjaz kodov.” [“The Stage Spaces as a Semantic Relationship of Codes.”] Vestnik of Saint-
Petersburg State University of Culture, no. 2 (23), 2015, pp. 99-103, www.vestnik.spbgik.ru/
stati/2350/. Accessed 20 October 2021. (In Russian)

Urazymbetov, Damir. “K voprosu o ponjatijah plasticheskih kodov ‘ispolnitel’ i ‘scenografija’.”
[“To the Question of the Concepts of Plastique Codes ‘Performer’ and ‘Scenography’.”] Issues
of Art History of the Twentieth early Twenty first Centuries, materials of the international
scientific and practical conference, April 5-6,2016, T. K. Zhurgenov KazNAA, edited

by Bibigul Nussipzhanova, T. K. Zhurgenov KazNAA, 2016, p. 436-440. (In Russian)

Urazymbetov, Damir. “Semioticheskie aspekty horeografii.” [“Semiotic Aspects
of Choreography.”], Bulletin of Vaganova Ballet Academy, no. 1 (36), 2015, pp. 106-113,
vaganov.elpub.ru/jour/article/view/25/21. Accessed 10 December 2021. (In Russian)

Urazymbetov, Damir. “Semioticheskie kody scenicheskih prostranstv.” [“Semiotic Codes
of Scenic Spaces.”] Vestnik of Saint-Petersburg State University of Culture, no. 3 (24), 2015,
pp. 56-60. DOI: 10.24412/FdmDMU_5zLY. (In Russian)

Wang, Xiaojie, and Chi Zhang. “Connotation Interpretation on Modern Value of National
Dance.” Proceedings of the 2018 5th International Conference on Education, Management,
Arts, Economics and Social Science (ICEMAESS 2018), edited by J. Li and Sh. Song, Sanya,
Atlantis Press, 2018, pp. 1154-1158. DOI: 10.2991/icemaess-18.2018.229.

Zafeiroudi, Aglaia. “Intersections Between Modern and Contemporary Dance

and Yoga Practice: A Critical Analysis of Spiritual Paths through Body Movement
and Choreography.” Academic Journal of Interdisciplinary Studies, vol. 10, no. 4, 2021,
p. 1-15. DOI: 10.36941/ajis-2021-0094.08:24

AZAKHSTAN:
Y

CAJAS Volume 7. Issue 2.2022

CATEGORIES OF NATIONAL AND SUPRANATIONAL IN ART



CAJAS Volume 7. Issue 2.2022

CATEGORIES OF NATIONAL AND SUPRANATIONAL IN ART

SMALL FORMS OF CONTEMPORARY CHOREOGRAPHY DIRECTING OF KAZAKHSTAN:

NATIONAL CONTENT AND SUPRANATIONAL SCENOGRAPHY

Caman bakipoBa

Kaszak yarTbik xopeorpadusi akagemusicoirbi (Hyp-Cyiran, Kazakeran)

Anuna KycaHosa

Kasak y/aTThIK KbI3[iap rnefarorukadbsik ynusepeuteti (Anmatel, Kasaxceran)

KA3AKCTAHHbIH KA3IPTI XOPEOTPA®UAJbIK PEXXUWCCYPACBIHbIH WAFbIH
®OPMANAPDI: YITTbIK MA3MYH XXOHE XXOFAPbI ¥ZITTbIK CLLEHOTPA®US

Anparna. KovibinibiM NpoLecciHe KoMbliaTblH 0ObEKTUBTI TananTap, KNACcCUKanbIk, 6aneT neH yaTTbik,
[9CTYpNepAiH 63apa ic-KMMblbl WaFbliH GopManap xaHpbiHAA 61 xobanapblH Xacayaa XaHa Tacinaepai
Tanan eTeai. 3epTTey MakcaTbl OTAHAbIK, PEXMCCYpaAarbl YATTbIK XKoHE YNTTbIKTAH XOFapbl YATTbIK,
xopeorpadus MacenenepiHiH eH, AypbIC LWeLiMAepiH aHbIKTay YLUiH A43CTYPAEP MEH XaHALbUIABIKTbIH,
e3apa H6ainaHbICbl AasSCbiHAA OTAHAbIK 6aneTMeNCcTepnepAiH, €H MaHbI3ibl LWblFapMaLlbliblK X06anapbiH
3epTTey. 3epTTey MiHAETTepi YATTbIK CTUAbLEN WaFblH Xopeorpaduansik GopManapabiH, amy
epeKLenikTepiH KapacTbIpy, Ka3akCTaHAblK XopeorpadTapAblH, KOMbIIbIMAAPbIHAA 0NaPAbIH AAMYbIHbIH,
Heri3ri TeHAEHUMANAPbIH aHbIKTAY XX8He OCbl Heri3ae YATTbIK Ma3MyH MeH YITTbIKTaH XXOFaphbl YATTbIK,
CaxHabIK KepiHiCTiH ©3apa 6ainaHbICbl MEH ©3apa acepiH ally. 3epTTeyaiH d4iCHaManblK Herisi Kasipri
Ka3aKCTaHAbIK Xopeorpadus pexuccypachbl CTUAMCTUMKACBIHbIH, epeKLIeNnikTepiH TanaayFa xymeni
Ke3kapac 6onbin Tabbinagbl. Herisri agicrep iwiHae Xopeorpaduanbik eHepAi CMHTe3aey aaicTepi,
YATTbIK OUAi TYCiHAiIPY XaHe Kili dopManapabl Kypyaarbl pexuccepik aficTepAiH, NpUHUMNITEPI.

¥YATTbIK XOpeorpadusiHbIH, Kasipri gamy keseHiHae «ActaHa banet» TeaTpbiHbIH 6aneTmencTepi
Mykapam ABaxpupiH, xaHe Abai atbiHaaFbl KasMAOBT-HbIH 6ac 6anetmerictepi [ymkaH TyTkibaeBaHbIH,
YKaHALWbI1 KOMbINbIMAAPbI HEFYP/bIM KE3EHi )XaHe MaHbI34bl 60/1bin Tabblnaabl. KonbibIMaapabIH,
LSCTYpAi TYpepiH TYCiHAIpYiH Tanaay, KasakCcTaH wafbiH GopMagafbl Xopeorpaduanbik, WbFapManapabl
acayaa pexxnccypaHblH, ©3iHAIK, YATTbIK CTUAIH XKacambl AereH KOpbITbIHAbIFA 9Kenai.

[MikipTanac 6n0rbl 6apbICbiHAA XETeKLi 0TaHAbIK XopeorpadTapAblH, LWblFapMaLlblbIK XobanapbiH
CanbICTbipManbl TanAayAblH, HEFi3ri KOPbITbIHABICHI XOpeorpadus canacbiHAa Ken AeHrenni, ken
KOMMOHEHTTI )XaHe AaMbIN Ke/e XaTKaH eHep peTiHAe )XOoFapbl KepKeM >xobanapabl xacay 60MbIHLWA
ONTAPAbIH, )KYMbICbIHbIH, aCa MaHbl3bl 9A4iCTEPi MeH TacCinaepiH aHbIkTay 6onabl.

Ka3akcTaHablk TeaTpaap MeH YATTbIK Xxopeorpadus CTURIHAE XXYMbIC iCTEMTIH LUbIFAPMALLbIbIK,
VKbIMAAP apacbiHAa 63ceKenecTikTiH apTybl XaFoalblHAA PEXMUCCEPNIK-KOMbIIbIMABIK, MPOLLECKE Kasipri
3aMaHfbl 9iCTep MEH KaFuAaTTapAbl €Hri3y MaHbI3Abl MaHre ne 6onagbl. Ocbl NpouecTiH 6apnbik,
Kypamaac 6eniktepiH MykusT 3epaeney 6ykin otaHabIK 6aneTmeincTtep eHepiHiH 04aH api TabbICTbl
[aMybIHa biknan eTeTiH 6onaabl.

Tipek ce30ep: xopeorpadus, baneTmMencrep eHepi, Kiwi 61 dopmanapel, pexxuccep-xopeorpad,
cueHorpadwus.

MHaiiekces ywin: bakiposa, Caman, xaHe AHuna KycaHoBa. «Ka3akCcTaHHbIH, Ka3ipri xopeorpadusanbik,
peXMUCCYpachiHbIH WaFbliH OpPManapsbl: YATTbIK, Ma3aMyH XXaHe XOFapbl YATTbIK cueHorpadusy». Central
Asian Journal of Art Studies, T.7,N2 2,2022,76-92 6.DOI: 10.47940/cajas.v7i2.522.

Asmopnap KonwazbaHsIH COHFbI HYCKACLIH OKbIN Kynmaodsl ¥aHe Myddenep KaKmblfbICbl YOK eKeHOi2iH
ManimMoelo.
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Camana bakupoBa

Kasaxckasi naunonanbHas akagemust xopeorpadun (Hyp-Cyaran, Kasaxcran)

Anuna KycanoBa

Kasaxckuil HallMOHaJIbHBII KEHCKHI Mefarorndecknit yuusepeuret (Anmatel, Kazaxcrat)

MAJIbIE ®OPMbl COBPEMEHHOW XOPEOTPA®UYECKOW PEXXUCCYPbI
KA3AXCTAHA: HALUOHAJIbHOE COOEPXXAHWUE U HAOLHALMNOHAJIbHAA
CLEHOIPA®UA

AHHoTauus. O6beKkTUBHbIE TpeOOBaHMS K NOCTAHOBOYHOMY MPOLLECCY, B3AaMMOLENCTBME KIACCUYECKOTO
6aneta M HaLMOHaNbHbIX TPAAULMIA DOPMUPYIOT HOBbIE MOAXOAbI K CO34aHMI0 TaHLLEBaNbHbIX MPOEKTOB
B XKaHpe Manbix GopM. Lienbio cTaTbu 9BRseTCs UcCnenoBaHWe Haubonee 3HaYUMbIX TBOPYECKMX
NMPOEeKTOB OTeYECTBEHHbIX HaNeTMENCTEPOB B KOHTEKCTE B3aMMOCBSA3M TPAAMLMIA U HOBAaTOPCTBA

C TeM, 4To6bl ONpeaenuTb Hanbonee BEPHbLIE PELLIEHNS BOMPOCOB HALMOHANBHOIO M HaAHALMOHANbHOIO
B OTEYECTBEHHOM pexxunccype xopeorpadumu. 3afaum UCCNenoBaHMS: pacCMOTPETb 0COBEHHOCTHM
pa3BUTUS Manbix Xxopeorpaduyeckmx GopM B HALMOHANBHOM CTUIIE, BbISIBUTb OCHOBHbIE TEHAEHLMM

MX Pa3BUTUS B NMOCTAHOBKAX Ka3axCTaHCKMX XOpeorpadoB M Ha 3TOM OCHOBE PacKpbITb B3aMMOCBA3b

1 B3aMMOBUSIHWE HALMOHANIbHOIO COAEPXKAHWUS U HaLHALMOHAIbHOFO CLEEHUYECKOrO BOMIOLLEHMSI.
MeTof0nornMyeckolt 0CHOBOM MCCEA0BAHUS BbICTYMAET CUCTEMHBIM NOAXOA K aHaNU3y 0CoO6EHHOCTEN
CTUIIUCTUKM COBPEMEHHOM Ka3axCTaHCKOM pexuccypbl xopeorpacduu. OCHOBHbIMU METOAAMM SIBASIIOTCS:
MEeToZ CMHTE3a Xopeorpaduyeckoro CKyCCcTBa, MHTEPNPETALLMM HALMOHANIBHOMO TaHLa U NMPUHLMMNOB
peXxmnccepckux NpMEMoB Npu CO34aHMUU ManbiX GOPM.

Ha coBpeMeHHOM 3Tane pa3BUTMS HALMOHA/IbHOW Xopeorpadumn Hambonee 3TanHbIMU U 3HAYUMbIMU
SBNAOTCA HOBATOPCKME NOCTAHOBKM HaneTmelcTepa Teatpa «ActaHa banet» Mykapam ABaxpu, rMaBHOrO
6aneTmeicTepa Kas3axckoro HaLMOHanbHOro Teatpa onepbl U 6aneta uMeHu Abas ynbxkaH TyTKM6aeBOM.
AHanu3 Ux UHTeprnpeTaLuy TPaaULMOHHBIX GOPM TaHLLa MPUBEN K BbIBOAY O CO34aHMMU B KasaxcTaHe
CBOEr0, HALMOHANBHOIO CTUAS PEXMCCYPbI B CO34aHMKU XOpeorpaduyeckux Npon3BeaeHuin Manbix GopmM.

B xopne AMCKYCCMOHHOrO 610Ka OCHOBHBIM UTOTOM CPAaBHMUTENbHOTO aHANN3a TBOPYECKUX
NPOEKTOB BeLyLIMX OTeYECTBEHHbIX XOpeorpadoB CTano BbifBNEHNE Hanbonee 3Ha4YNMbIX METOL,0B
M NPUEMOB UX paboTbl HAf, CO34aHMEM BbICOKOXYA0XECTBEHHbIX MPOEKTOB B 06/1aCTH X0peorpaduu
Kak MHOrOypOBHEBOI0, MHOTOKOMIMOHEHTHOIO M Pa3BMBALLErOCS MCKYCCTBA.

B ycnoBusix Bcé 6onee Bo3pacTatoLLei KOHKYPEHLMU CPEAM KAa3aXCTAaHCKMX TeaTPOB M TBOPYECKUX
KONIEKTMBOB, paboTaroLWwmx B CTUNE HALMOHANBHON Xopeorpadun, BaXKHOE 3HaYeHne npuobpeTaet
BHeLpEeHNE B PEXMCCEPCKO-MOCTAHOBOYHbIM NPOLLECC COBPEMEHHbIX METOA0B M NPUHLMMOB. TiatensHoe
M3yyeHue BCex COCTaBAAOLMX 3TOr0 npouecca byaeT cnocobCTBOBaTL AasbHELLEMY YCTELWHOMY
Pa3BUTUIO BCETO OTEYECTBEHHOTO GANETMENCTEPCKONO MCKYCCTBA.

Knioyessie cnosa: xopeorpadus, 6aneTMeincTepckoe CKyCccTBO, Masble TaHLeBabHble hopMbl,
pexuccép-xopeorpad, cueHorpadus.

Ana yumupoearus: bakmposa, Caman, u AHmuna KycaHoBa. «Manble popMbl COBpeMeHHO
xopeorpaduyeckoi pexxuccypbl KazaxcraHa: HauMoHanbHoe CoaepXKaHue U HagHaLMOHaNbHas
cueHorpadusy». Central Asian Journal of Art Studies, T.7,N2 2, 2022, c. 76-92.DOI: 10.47940/cajas.v7i2.522.

Asmopbl npoyumanu u 0006puIU 0KOHYamebHbll 8apuUAHM pykonucu u 3aseastom ob omcymcmsuu
KOH@UKMa uHmepecos.
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